Another’s Another and the Impossibility of Reality

Using the media and techniques of painting, filmmakers and video artists
switch to a new mode that offers wider opportunities for creating pictures.

Here I would like to address the issue of “another” in context of breaking
the principles of painting which, however, still play an important role in visual
arts. Regarding each piece of artwork in accordance to the development of its
narrative and its borrowings from pictorial codes, one comes to a conclusion
that the system of “another” is expressed through an unconscious shift from
statics to dynamics in painting.

Ming Wong. Me in Me

Utilizing what paintings offer, and perfectly understanding puzzles of
cinematography, of which I will speak later, I would like to examine how
Wong has been influenced by Paul Delavaux's approach to painting. His works
can also be viewed through a prism of cinema that is, however, more narrative
than the one of Man Ray. Representation is very important for Delvaux when
he makes his compositions, creating an illusion of a mirror, doubling images
or of a counterpart. When arranging the mise-en-scene for his works, he
follows the direction of a viewer’s sight. Basically, Delvaux can be considered
to develop an idea of a film as an endless repetition, a climax that advances
towards the release of tension in a situation where the empty space of a frame
is filled with tree characters, flower characters and various details to make the
audience’s consciousness reach the highest states of ecstasy. The composition
arises from a Renaissance landscape and a deconstructed linear perspective
where a versatile moldable composition makes it possible for our involuntary
vision to linger on a piece of art, to get caught in a circle of examination and
repetition, and finally released, to return to the stage when it mirrors some
kind of an outer-space that is at the same time, an artificial reality.

Building a narrative that looks like an inverted perspective Delvaux surely
makes use of repetition. The images of female characters in his paintings
enlarge themselves in their aspiration to be present and be participants, thus
becoming portrayers of an idea of the reenactment of image, with its extreme
surrealism and magic. The recurring presence of his characters is transformed
into numerous expressive variations of behavior and mise-en-scene
arrangements. The repetition and doubling of a basically very simple image,
together with the symbols of reality and the space, surrounding the character,
represent time unfolding from the past to the present. In his works, Ming
Wong focuses on this category, exploring the nature of a dynamic relationship.
Delvaux tends to oversaturate the space in his paintings, and Ming Wong uses
a similar method, building a network of interrelated elements within the
image where the hero clearly becomes the artist’s alter ego and the artist
himself. Wong started his career as one of the most ardent ideological
masterminds of popular cinema.

He was fond of drama series that are very popular in Singapore where he
grew up. One of his installations represents an ultimate theatre of
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imagination, constructed with the use of objects the author had found, such as
posters, different clothing and outfits and a film, displayed as a series of
episodes that were filmed in the best traditions of a melodramatic narrative,
featuring the artist as the main character in each episode. His experiments
with a cinematic image matrix and a mask system (actually, Wong’s works
make reference to Yasumasa Morimura’s photographs, who takes portraits of
himself, masterfully masquerading as recognizable cinema characters (one of
his most famous pictures is the picture of Scarlett from Gone with the Wind,
played by Vivien Leigh ("Self Portrait (As Actress), after Vivien Leigh 1"
1996)). Wong's artworks address the most graphic and emotional cinematic
works that are situated on the border between surrealism and the film'’s
ability to evoke emotions. His video installation Devo partire. Domani/I must
go. Tomorrow presents a narrative of Pasolini’s film about human passions
and phobias that was shot in an ultimately minimalistic manner, using
multilayered characters who all are played by Wong himself.

In a sense, this system of multiple guises holds a hidden aspect of
orthodoxality, demonstrated by the threefold divine manifestation and its
reflection in painting. There is no doubt that a cinematic still life or landscape
found in Ming Wong's artworks directly relates to how the pictorial
constructions are built up, particularly, in Simone Martini's painting The
Entombment of Christ where a number of characters duplicate each other.
With the characters’ facial features that are almost identical, it creates an
ultimate image of an action, seemingly repeating itself, of a wide open
prospect. In his Devo partire. Domani/I must go. Tomorrow, Wong reproduces
the principle of panoramic exposition. The same principle is found in The
Hunt by Paolo Uccello, where he uses a diptych as a system of imaging. In
cinematic structure the space is set by default, as in the film it presents a
composition and its compositional solution, based on the intraframe editing.
However, the dramatic and visual components of the film, as well as the
camerawork, may determine its impact and change it into a flat plane. If one
refers to the film, stepping over the boundaries of perception, - in other
words, focusing exclusively on its action component, - the flat plane that
consists of individual frames or separate editing units becomes a part of an
image and an adequate reflection of reality, embodying a photographed
segment of its true nature.

Uccello uses a principle of time, compressed into two reversible
spaces. On one hand, it presents a real battle where the principle of a reality
shift becomes obvious (due to the characters that duplicate each other) and
on the other hand, in this battle the execution of an idea of the action phase, a
subtle presence of a “photo phrase” element can be found. However, the
painting itself looks like a rather simple narrative that depicts two ‘opponents’
colliding. In this sense, it is interesting how Uccello uses the law of a
perspective which repeats itself, when the tree crowns in the picture may be
interpreted as the film splices, dividing the picture’s narrative. A viscous
structure appearing due to repetitions and tiresome division, produces the
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effect of a cinematic narrative which, in a sense, alludes to a shifted pause, or
in other words, to a movement between the statics and the dynamics (a
principle used in cartoons for creating an image, unfolded and extended in
time).

Spatial relations in cinema are built up in accordance to the laws of
action-image and to the variability of its perception within a film, due to or in
spite of the author’s interpretation. In cinema the background has a very
important role. It can perform a function of an actual image, separated from
the character, and at the same time, replace the main character in accordance
to the dramatic canons of “here and now”. For example, the background can
become an image of the character, transforming the character into a flat plane,
when the environment remains a space. Otherwise, the action of the film can
become a provocation for the character and grant him the right to explore the
space. In any situation, as an exception the film may appear to be a flat plane
when the action is static. However, the film’s dynamics are not necessarily
determined by the actual movement, but more often by the imaginary state
itself that the author created. Within the cinematic context the relations with
the image can be built in a such way that allows to correlate the pre-objective
space with the objective plane. In this regard, the cinema correlates with a
pictorial canvas through a process of evocation of the subject’s state. In the
process of “decomposition” the subjective state of the image transforms into a
functional definition that adds to the adequacy of the image. In other words,
the thingness segues into the imagery. The cinema has its own spatial system
with various forms of representation. With the help of editing techniques
specific psychological and aesthetical effects can be achieved. A feature film
represents the spatial “horizon” visible to the audience. The two conventional
views - the foreground and the background, the explicit and the hidden view
(in a metaphysical sense) create the phenomenon of the narrative and, more
importantly, of the emotional shift. The code system that arises from these
complex structural relationships within the work directs us toward the
perspective-based (within the space of a painting) mode of reading of a
literary text. In other words, this spatial division doesn’t necessarily include
the obvious foreground and background, but represents a segment-saturated
structure and determines the artistic merit of an artwork.

The plane of the cinematic fabric, represented by the object that is
depicted, doesn’t correlate with the plane of the canvas. The reflective
property and light quality of the screen is considered to be similar to the
rough texture of canvas. Trying to enclose the screen into some kind of
imaginary frame which restrains the actions of the object and, in this case,
sets limits on the subjective nature of the image, one will see how the action is
transformed into anti-action, its development censored by the horizontal and
vertical boundaries, which results in the inner dramatic composition being
blocked. Contour drawing is one the primary artistic techniques used to put
line borders around our images, to achieve the effect of isolation and



constraint and at the same time, to focus on the meaning of things that are
depicted.

The cinematic image has a potential to initiate spatial relations due to
the two-dimensional nature of the filmic linear system. This potential is
defined by the internal horizontal development (or traditional principles of
dramatic design) and the trajectory of the author’s position (as a result of the
filmmaker’s intervention, drama begins to unfold vertically, in accordance to
an objective world or a surrounding environment, and together with the
evolution of the character’s behavior). Regarding the photographic
intervention into the picture, its imitation and interpretation of the situation,
depicted in a photograph, one can conclude that photography sets genre
guidelines originating from a specific state recorded by the photographic
instrument as a static position of a frame. Through this fixed position of the
frame the object’s nature can be revealed. The photographic “naturalisticity”
and hyper-materialism can be artistically recycled within the cinematic
structure. In painting materialism is represented by the space where the
actions of the objects take place, whereas in cinema it is conveyed through the
movement along the mise-en-scene. In other words, due to its spatial
discreteness, the photographic statics are used as a primary material in
cinema. A camera angle can be described as a combination of a frame and a
shot in photography. Cinematic spatial relations always win a victory over the
fetishism of the flat plane in photography. Due to this constant photographic
“flirting” with the symbols of reality, in cinema the unfolding of the picture’s
mosaic in a specific local position is replaced by movability of the camera. The
photographic direction is focused on the object’s position, and the cinematic
direction is focused on the object’'s movement. Alternatively, photography
records the phase of movement, whereas the cinema reproduces its
trajectory. In this respect, the documentary quality of photography is clearly
obvious. In cinema one can understand the theatrical elements beforehand, as
if the theatrical elements illustrated the information in the text that had
already been predefined. The contour of photographical “object-subject”
exists within certain boundaries and defines its specific state, the statics and
the inner vector that may vary depending on the light or the camera angle.
The cinematic image has a blurred intention due to its activity, articulated by
the trajectory of the movement. The object’s route is capable of a dynamic
development within its planar position. Situated in the space, it travels in
accordance to spectator’s line of sight that represents the final stage of the
artistic (director’s) action. The photographic film acts as a filter performing
several functions: first of all, it helps to choose the dramatic component for
the image; secondly, it helps to highlight a particular scene; and finally, it has
an important role in the process of producing the shot which uses technical
solutions offered by modern cameras and a creative, artistic mind.

In fact, all of these aspects are found in Ming Wong’s work, Me in Me. Its title
may be regarded as the most precise and clear definition of its content, not
only because the artist appears in three different guises (it is a 3-channel
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monitor installation), but also because he plays these three roles at the same
time. This film is an allegory of artistic “trinity” and a certain divine state, and
in a sense, may be explained through the story, in which the spectator is
immersed. The film’s structure, where the author acts as a counterpart’s
counterpart, calls to mind Sandro Botticelli's Adoration of the Magi (1474-
1477) where the composition is organized as a theatrical mise-en-scene, two
characters of which deserve special mention. The figure in the far left, a
crowning element of the picture, is considered to portray Lorenzo the
Magnificent staring arrogantly at the nativity. Another figure at the bottom
right is the painter himself, looking at the viewer. Similarities between these
two figures are fairly obvious; to some extent, they may be seen as ironical
reflections of each other. Lorenzo’s hands are crossed on the hilt of his sword
at about crotch level, and the viewers can see the back of his hands. The
painter is depicted with his hands slightly raised and crossed, but remaining
hidden in his chiton. The figures create an arc that expands beyond the image
and not only extends the space of the mise-en-scene, transforming it into an
amphitheater, but also intensifies the repeating dynamics of the characters. In
his artwork, Ming Wong reconstructs three different eras. The female
character, played by Wong, walks through ‘classical’ and ‘modern’ eras and
‘virtual reality’. Each episode of the film displays Wong acting out a behavior
of a Japanese woman in conditions specially defined in advance and includes
footage of rehearsals and preparations. An extra space, that is ‘virtual’, in a
sense, is created. In this space the main character can interpret her actions
herself, in her own way. It is obvious, that the artist uses ‘another’ in the
picture as a method for distancing.

Similarly, Eija-Liisa Ahtila in her work ME/WE, OKAY, GRAY explores the
issues of identity and considers the complex nature of human interactions
which is shown in a tree-part narrative. The film uses two on-screen personas,
creating some kind of a dualistic system that evokes anticipation of a pictorial
aspect and a possibility of fixation. Following the ideas of Michel Foucault,
Hubert Damisch writes, “Is it possible to establish a link of implication (or
succession) between the two modes of representation [in Ahtila’s films the
180-degree rule is expressed in such a way that the characters seem to speak
monologues, very rarely entering a dialogue or creating an effect of a single
utterance] the visual and the discursive? Or should we, on the contrary,
recognize them to be mutually alien, and wrongly associated by language,
which has the same term apply to both? The question is of theoretical interest,
since it concerns the general essence of representation, understood as the
element in which the sign finds its privileged place. But it is also of historical
interest, insofar as it may be claimed that the era of discursive representation
- founded upon substitution - succeeded an age in which representation was,
on the contrary, regarded as repetition, a theater of life, a mirror of the
world.” (Damisch, H. (2002). A Theory of Cloud: Toward a History of Painting.
(J. Lloyd, Trans.). Stanford, California: Stanford University Press.) The effect
that Ahtila is using in her film explains his Damisch’s idea in a very interesting
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way. Damisch stated, “When one looks at a certain object only in so far as it
represents another, the idea one has of it is the idea of a sign, and that first
object is called a sign.” (Damisch, H. (2002). A Theory of Cloud: Toward a
History of Painting. (J. Lloyd, Trans.). Stanford, California: Stanford University
Press.) On one hand, Ahtila employs a melodrama’s classical method when the
characters talk about their feelings and emotional states, and yet on the other
hand, she inserts an element of a television narrative, when a “talking head”
appears and begins explain the narrative to the viewer. The fundamental
motives of Ahtila’s work are the motives of self-portrait and automatic
writing. In a sense, it is intimate, and it doesn’t make any reference to a
tabooed image matrix. The gap between the artist and the spectator almost
entirely disappears. The perceptual consciousness is being penetrated as the
characters behavior becomes more disorganized and is gradually displaced by
the landscape. The film alludes to methods, used by director Eugene Green,
who usually prolonged close-ups for as long as possible in order to provide an
explanation that precedes monologues/dialogues and shots of a landscape,
where the emphasis on a natural, architectural structure and transitions has
more influence on perception and impressions that are almost tactile, rather
than on the monologic message. In a sense, it is a version of a 'New Sincerity’,
an attempt to revive the evocativeness that has no limits. It brings the
spectators back to Robert Bresson’s films and at the same time challenges the
audience to try to explore a new area of cinematic reality, a terrain situated
somewhere between the works of Albert Serra and Miguel Gomes. Embracing
both new states of reality and new editing opportunities, Ahtila transfers a
traditional melodrama into the space of a visual text where the image has no
advantage over the text, but still, the narrative is replaced by the text. The
transfer to the contextuality implies a version of a qualitative shift that
relocates the image’s meaning to the introduction. In this respect, Ahtila
introduces an image that has been displaced by the text. On one hand, Ahtila
certainly refers to the tradition of Chantal Akerman’s early films in which the
gap between the action and the character’s behavior remains relevant
throughout the time that character spends within the space. As soon as he
steps beyond this space, a certain dissymmetry in the narrative is born. This
dissymmetry involves a specific type of narrative that extends beyond its
frames and reproduces the effect of hyper-narrative, referring to the narrative
boundaries.

Luther Price also explores the boundaries of narrative, using the classic
features of a Super 8 film for the realization of a supermythological narrative,
in essence, reconstructing a diary as a visual composition of a still life. Price
considers a still life a specific image in which the objects act in such a way that
the image of the outer world is reproduced through their “missing” narrative.
In this respect, Price regards the history of his relationship with his mother as
a still life narrative. He is hiding the literal interpretation of the story’s
meaning, making the narrative ultimately symbolic, as the camera only shows
the objects (a doll, a street, his mother’s hand, an ice-cream etc.). The meaning

6



organizes the story like a conventional composition, displaying the capability
of a diary to become a discrete narrative maze of a person’s life that operates
both within a minimalistic rhythm, when one and the same sound is
constantly repeated and the emotion becomes more and more intense, and
within the effect produced by the image itself due to the distinctive style of the
films shot on Super 8, with the grain and the unique color palette that call to
mind early photographs in which very often the character is missing because
of his death (for example, in the early 20% century it was popular to take
photographs of the recently deceased people; at times the dead were dressed
to look like famous personages of that day). Price, however, creates a certain
form of depersonalization, an another’s version of his mother. The symbolic
chain is built in such a way that an allusion is made to a diary film which
reproduces Mekas's style and Lamorisse’s poetic imagery. A concealed
Oedipus complex that shows through in Price’s artwork is expressed via the
extreme particularization, the deficiency of face shots, the evidence of his
mother’s presence (for example, the shots of her hand, her ring and her scarf)
and a distorted and retarded speech that is constantly repeated throughout
the narrative.

This kind of endless narrative and the allegory of a surreal reality may
become a very good description for Pegasus Dance, the artwork of Spanish
artist, Fernando Sanchez Castillo. This film has a very simple narrative and
shows two riot trucks performing a ballet composition. In a sense, Castillo’s
film refers to the verge of a myth and visualizes Hubert Damisch’s idea.
Damisch wrote that all kinds of signs “belong to complexes, historically
constituted systems, in which the lateral link between one sign and another is
more important than the direct, vertical link between signifier and signified
by which a symbol is currently defined.” (Damisch, H. (2002). A Theory of
Cloud: Toward a History of Painting. (J. Lloyd, Trans.). Stanford, California:
Stanford University Press.)

The impression of the cinematic fabric is always distinctive and
creative, as it represents the processes of reading, perusing and examining
which take place in an undefined sequence. As Maurice Merleau-Ponty
pointed out, first perception can be spatial only if it correlates with the
orientation that had preceded it (Merleau-Ponty, M. (2005). Phenomenology of
Perception. (C. Smith, Trans.). London and New-York: Taylor and Francis e-
Library.) In the world’s plane, the artist-viewer-author makes an instant shot
absorbing the reality, and then tries to reproduce the reality in the form of
space. The implementation of the artwork includes a spatial experience, as the
text carries meaning, only that its structural design is a plane. The graphical
text can be a plane due to its meaning, or to be precise, due to its nominal
symbol that doesn’t yet include the signification. The process of signification
begins with the transfer of the meaning to the space. Transformation of the
image into visuality is a long-running process of an undulant transition from
plane to space. In this case it is the primary position of both the plane and the
space that we are discussing. They are yet to be defined in terms of image and
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text. Even at the early stage of composition, a literary text can be considered a
space, as it is closely connected with the thought. The text that extends
beyond the thought can easily be transformed into an image which is not
necessarily a negative characteristic. It depicts the text as an image segueing
into a graphic text. In this regard, the image intensifies and broadens its
impact and acquires the elements of contextualization (which should not be
confused with contextuality that, although pointless sometimes, still
acknowledges the existence of letters and further linguistic connotations).
This is where the problem of perception related to the primary and secondary
images (or meaning and signification) arises. Basically, a literary text which is
included in the image may be perceived as an additional element, initiating
the process of signification. It can be referred to as both the author’s and as a
spatial explanation which is a part of the viewer’s consciousness. At the same
time, the meaning of the word itself adds an additional definition to the image,
if there is no connection between the symbol of the image and the explanation
or the additional element presented in the text. Of course, we are discussing
the text’s transformation into image, or the word’s absolute power to
eliminate the image and to modify the text, transforming it into an element of
an ultimate visualization. In Ahtila’s work transferring from action to text
helps to reduce the pathos of the mise-en-scene, even though the artwork
itself provides a critical outlook and is highly expressive.

Vladimir Logutov also works with the text. On one hand, it is a negative
visual narrative. Its “negativity” is explained by the fact that the artist
presents his artwork as a drawing that traces the auxiliary movements of his
hand and also through a “motion negative”. I would like to consider this
negative drawing as a version of another. “Another” here may be seen in the
artistic behavior that again transfers the real image into the conventional one.
Logutov records the positions, as well as the movements of his hand while
drawing. This record of the “technical” movements may be regarded both as a
form of distancing, and at the same time, as an allusion to this distancing.
Meanwhile, it is not the drawing itself, but an effect of the drawing on which
our attention is focused. It creates the drawing’s substitute, the drawing’s
“another” that is, in a sense, a fake. It is not only a painting anymore; it is
drawing of the painting. The artist seems to be compromising his own
integrity, as he uncovers the gesture of painting and its hidden components.
Coyness and chasteness on one hand and an extreme “pornography” on the
other hand - Logutov records these two opposing states of the image. This
antinomy supports the idea of “new painting” that is rejecting itself. This self-
rejection may be regarded as a self-sacrifice made to achieve a void state; a
manifestation of ideology of “arte povera”; a form in search of a fresh
meaning, or on the contrary, a manifestation of meaninglessness and
experience of the advantages of the image. It is a super-image, and at the same
time, an attempt to transform it. In a sense, it exposes the pain of the image, as
a negative can be interpreted not only as an inside-out of something, but first
of all, as an antonym for the positive picture. In its own way it represents an
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impossibility of the text, its dissolution, like a canvas by Lucio Fontana, almost
torn. The movement can be a form for visual relations and the turning of
visual relations into void.

Anri Sala employs methods of a historical fiction film, in which a
national event is characterized through an individual’s memory, and the
author’s position of ‘the other’ is clearly enunciated. The space where
characters are placed physically is conventionally surreal. This provokes
action and creates a wide range of sensations and perceptions. Sala uncovers
special codes of an image to evoke senses. He speaks from a position of the
author who carries his sensibility over to the affect and fetish. In fact, any
desire or feelings are connected to anticipation and longing for new emotions,
and Sala is especially focusing on this form of transfer. On one hand he focuses
on an image that is predictable. The film about 1395 days highlights the image
that provokes the spectators, guiding their attention toward the film'’s
exposed and unguarded text.

The paradox lies in the unexpected phenomenon that one can find in Sala’s
films and that can be described as “voiding” of an image. Cinematic image,
directed towards the void, means that the author is rejecting the emotional
response and, to be more specific, is looking for ways to replace it. As a matter
of fact, Sala remains within the specific state of the film'’s sensibility when an
opportunity for image deconstruction appears. Sala strongly believes that
sensory perception is the only kind of perception that exists. This is why
perception of one’s physical body and its ability becomes a way to expand the
space of the frame. In this respect, the author steps far beyond the responsive
perception and literal interpretation of an image; body-body, face-face, organ-
organ and so on. This method, that attracted Sala’s attention, may be
described as the ability to move the body or the face of a person through the
landscape. On one hand, it represents a trajectory of an action while, on the
other hand, it reenacts the situation where no additional meaning can be
added to the picture.

Alexey Korsi uses a similar ‘voiding’ technique. His artwork Love Letters
consists of a text which, in spite of its extreme visibility and expressiveness, is
brought to the point of total erasure, an “absolute zero”. The love letters
addressed to Alexey Korsi are templates written in a genre of a picaresque
novel. It might be the artist's mockery or it might be a manifestation of an
extreme sensitivity toward the text’s lack of depth which makes it impossible
for the artist to run the whole gamut of emotions and to express love fully. In a
sense, Korsi's text is a fake; it is an inside-out and, in effect, a ‘non-sense’.
When the text is read and its meaning purposefully cannot be captured, an
unusual effect arises, the effect of another.

It is very close to Metz’s ideas, who wrote, “In all of this, the filmic state and
the conscious phantasy clearly belong to waking. To waking but not to its
most characteristic manifestations. It suffices to compare them to other states
of waking and notably to those summarized by the word activity in its
ordinary sense, with its connotation of doing things and moving about. Film
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viewing, like daydreaming [interestingly, Korsi’s work is arranged in such a
way that the narrative of the letter can be perceived as the film’s narrative,
with its own florid climaxes and a dream that became an imaginary
foundation upon which the whole text was built], is rooted in contemplation,
and not an action.” (Metz, Ch. (1976). Psychoanalysis and Cinema. The
Imaginary Signifier. (Baltimore: Johns Hopkins University Press). Korsi’s
imitation of viewing and reading is translated into a universal language. Korsi
is discussing the imaginary, or to be more precise, a visualization and
anticipation that see no end in sight, because its conventional visuality is
restrained by the simplicity and repetitivity of the text. The position of the
viewer/reader becomes obvious in their ultimate unity with the text while at
the same time they are also disattached from it. The text’s simplicity makes
literal interpretation absurd. In this respect, it demonstrates its “otherness”.
Heinz Emigholz created a visual text where he imitates an observer and
a voyeur, using techniques, employed for diary writing. This voyeuristic
method is found in all of his works where he creates a situation of
substitution. This is similar to Nikolay Onischenko’s Panic of Looking, a
mockumentary in which reality is divided into multiple segments of
photographic memory, a miracle and a rescue, with the artist’'s view
remaining the most important part of it. It is the another’s view of another.

Karina Karaeva
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JApyroe Apyroro 1 HeBO3MO>KHOCTb Pea/IbHOCTH.

Ucnonb3ys BO3MO>KHOCTH YKUBOTHUCH KMHEeMaTorpaducTbl 1
BUJIEOXY/IO)KHUKHA  MepexoAsdaT B  ¢gopMaT HOBBIX BO3MOXXHOCTEHU
M300parKeHUS.

MHe 6bl XOTEJIOCh PACCMOTPETh BOMPOC APYTOro Kak HapylleHUe COCTOSTHUS
*KWUBOITHMCHBIX KAHOHOB IPH 6€3yCJI0BHOM MX MCII0/Ib30BaHUH.

PaccMoTpeB Kaaylo M3 paboOT COrJIaCHO ee HappaTUBHOMY pPa3BUTHIO,
a TakKXXe 3aMMCTBOBAHHUIO B KOJIaX >KMBOIMCH, MOXXHO IPEJCTaBUTb, YTO
CUCTEMA «JPYyroro» BbIpakaeTCsl 4yepe3 0eCCO3HATEJbHBIH Iepexos; OT
CTATHUKH *KUBOIUCH K JTUHAMUKE

MuHr Bour. 1 Bo MHe.

Ucnonb3yss BO3MOXXHOCTU >KHMBONHKCH, a Takxke 0€e3yCJI0BHO NOHHUMas
KHHeMaTorpapuyeckve pebycbl, 0 4eM s OyJly TOBOPHUTb IO03KE, MHE Obl
XO0TeJIOCh paccMoTpeTh BoHra B Tpagunuu xusonucu [losa Jlenbso.

Ero paboTbl MOXHO paccMaTpUBaTh TaKXe 4yepe3 NMPU3My KMHeMaTorpada,
OZHAKO OoJiee HappaTUBHOro, 4YeM, K I[puMepy, paboTel MaH
Peda. PenpeseHTanusa ctoJsib BakHad [ /lesbBO, KOrZia OH BbICTPauWBaeT
KOMIIO3UIIUI0 TaKWUM 00pa3oM, YTO BO3HMKaeT WJUIO3US 3epKaja,
yABOEHUs], IBOMHUKA. Mu3aHCIieHbl KapTUH /leJibBO HAallOJIHEHBI B 00JIbIIEN
CTeleHU TaK, KaK HallpaBJieH B3IJiA[ 3puTesisa. B HeKoTopoM cMmbiciie /[esibBO
Npojo/nKaeT wujew QUIbMa, KakK OeCKOHEeYHOro TIOBTOPEHHUSs, Kak
KyJIbMUHAILIMY, KOTOpasi CTPEMUTCA K COOCTBEHHOW 3aBepIIEHHOCTU B
CUTyalluy, KOorja TMycTOoTa KaJpa  3aloJIHAeTCd  IepCOoHaKaMu-
JlepeBbsIMH, MEepPCOHAXKaMU-1IBETAMHU, JeTaJsIMH, BO30YK/Ial0[UMU CO3HAHUE
3pUTesisl 0 COCTOSIHUS 3KCTasa, Korja KOMMo3ulusi, copMHUpoOBaHHasA U3
PEHECCAHCHOTO  MeW3a)ka, pa3pylleHHOW  JIMHEWHOW  MepCleKTUBBHI,
NOJIMIJIACTAYHAs CTPYKTypa TMEePEeHOCUT aBTOMAaTHU4YeCKoe 3peHHe B
BO3MOXXHOCTb pacCMaTPHUBAaHUs U MOBTOPEHHS, BO3BPALleHUsI €ro B CTaJIUI0
3epKaJIbHOTO0 OTPa)XEHUSI HEKOWM KOCMHYEeCKOM, HO OJHOBPEMEHHO
MCKYCCTBEHHOM peasbHOCTH. BricTpanBas NOBECTBOBaHUE KakK
nepeBEpPHYTY MaHOpaMbl, /leJbBO 0€3yC/J0BHO HCHOJIb3yeT MOBTOPEHUE.
Ero repoMHM MHOTOKPAaTHO yBeJIMYEHHble B COOCTBEHHOW aMOUIUHU
NPUCYTCTBUSI W CBUJIETEJBCTBA  «OOCAYKUBAKT» U0 HMHTAIUH
M300paKeHus, ee  MpeAeJbHOW  CHOPPEAJUCTUYHOCTH U Marumu.
ABToMaTHuyeckre GOpMbl B NMOBTOPEHHBIX IMEPCOHaXKaxX MpeBpalllalTcs B
MHOT'OYHCJIEHHbIE 3KCIIPECCUBHbIE BapUalldM MOBEJIEHUS U BbICTPAUBaHUSA
MM3aHCIEHbI B IPOCTPaHCTBe. [loBTOpeHUe, yIBaMBaHHWE 3JIEMEHTAPHOrO MO
CYTU H300pakeHHs, 3HAKOB pPeaJibHOCTH, TO eCT MPOCTPAaHCTBa, KOTOpOe
OKpY>KaeT MepCoOHa)ka CUMBOJIM3UPYET pa3BUTUE BPEMEHU H3 MPOULJIOro B
HacTtosimee. C 3Told KaTteropueil pabotaer MuHr BoHr, wucciaenyromuin
XapakKTep JUHAMMWYECKHMX OTHOIIeHWU. PaboTas ¢ mpocTtpaHcTBOM, /lesibBO
nepeHachllaeT ero, BOHr HCHOJIb3yeT TMNOXO0XHWM METO/Jl, TaK Kak
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BOCIIPOM3BOJUT TAKyl CUCTEMY OTHOUIEHHWH BHYTPU U300paKeHMs, KOrja
repoy - ajJibTep-3ro XyZ0KHUKA U eCTb caM XyZ0KHUK. BOHT HauMHa/M Kak
OJMH M3 UJe0JIOTOB MaccoBOro kuHemartorpada. OH yBJieKaJicsl cepuasiaMy,
CTOJIb MONyJSAPHbIMMU B CHUHramype, TZe BbIpOC XyJoXHUK. OHa U3 ero
MHCTA/UIAUKA TpeAcTaBjsiia CcoO60M TOTalbHbIM TeaTp BOOOpakeHHS,
MOCTPOEHHbIM U3 HalJleHHbIX 00bEKTOB B BHUJe adull, oJex], U PUIbMa,
BBIXOZSIIETO0 Cepusi 3a CepUel, BBINOJHEHHOr0 B JY4YIIMX Tpagdlus
MeJIoZipaMaTUYeCKOTO MOBECTBOBAHUS, B KaXK/JOM U3 KOTOPbIX IJIaBHYIO POJIb
UCIIOJIHAN XYJAOKHUK. Ero skcnepuMeHTbl ¢ KHHeMaTorpapuueckou
MaTpHULle H300paKEeHHUsI U CHUCTEMOM MacKdh (KCTaTH, 3/eCb MO>KHO
NpPOJOJ/DKUTh COMOCTaBJAATh BoHra u d¢ortorpada fAcymacy Mopumypa,
KOTOPBbIM KaK M3BECTHO IepecHUMas caM cebs B o00pas3ax 3HAMEHHUTbIX
KMHeMaTorpadpuieckux repoeB (B 4YaCTHOCTH, OJJHA U3 CaMbIX 3HAMEHHUTBIX
doTorpaduit - BuBbeH JIu B ucnosHeHuu CkapJjeT B PpuUabMe «YHeCEeHHbIe
BeTpoM» (ABTOonopTpeT (AkTpuca) nocsie Buben Jlu 1, 1996))

B cBoux pa6orax BoHr o6pamjaeTrcs K HauboJsiee  O4YE€BU/HBIM
5MOIMOHAJIbHBIM KHHeMaTorpaduyeckuM paboTaM, CYIIECTBYHOUIMM Ha
rpaHulLle croppeaJjiuama U YYBCTBUTEJbHOCTHU dusbMa. Ero
BUJeOUHCTA/LIALUSA  «TeopeMa»  mpejcTaBJisieT CcOOOW MOBECTBOBAHHUE
dunbma [la30/IMHM, TOCBSAILIEHHOTO 4YeJOBEYECKUM CTpacTAM, (GoOusM,
CHSATBIN NpeJieJIbHO MUHUMAJIMCTUYHO, C UCII0JIb30BAaHUEM MHOTO0(AKTYPHBIX
NepCOHAXHbIX 00pa30B, 3a peasiM3alii0 KOTOpPbIX BOHI 6GepeTcs B 0OJHOM
JIULIE — KaXK/IbIA POJIb OH BBIMOJIHSIET CAMOCTOSITEJILHO.

JdTa cMcTeMa MHOTOJIMKOBOCTH, B HEKOTOPOM CMbICJIE HECET B ce6e CKPbIThIN
OPTOJOKCAaJIbHbIA  aClEeKT, [JOCTaTOYHO BCIOMHHUTb  TpPeX4acCTHOCTb
O0XXeCTBEHHOTO0  MPOsIBJIEHUS U OTpaKeHUsI  3TOH uied B
»KUBOMUCH. be3yc/oBHO, KUHeMaTorpadUYeCKMU HATIOPMOPT, UJIU Nel3axK, K
KoTOpoMy ob6paiiaercss MUHr BoHT B 60JibIllel CTENIEHU COOTHOCUTCS C TEM,
KaK >KMBOMUCHBIA KOHCTPYKIMH BbICTPAUBAIOTCS, B YACTHOCTHU, Ha MOJIOTHE
CumoHe MapTtuHu «Ilorpebenue Xpucra» , Ha KOTOPOM OYeHb MHOTHeE
MepCoOHaXU AyOJUPYIOT APYT Apyra — pU3UOrHOMHYECKHE JaHHble MOYTU
COBIMAJIAI0OT, CO3/aBasi TOTaJbHOe H300pakeHHWe KakK OyATO OeCKOHEYHO
MOBTOPSIEMOrO JIeHCTBHUSA, MOYTH pa3BepHYTON MaHopaMbl. CHMIITOMATHUYHO,
4yTo BOHTI Takke BOCIPOM3BOU/I NPUHILMII MTAHOPAMHUYECKON 3KCMO3UIUH B
paboTe «Teopema» . ITOT NPUHIUI MOKHO YBUETh B paboTe [laosio Yyeso
«OxoTa». XyJ0’KHUK UCI0JIb3yeT AUNTHUX KaK CUCTEMY U300pa*keHUsl.

B cTpykType kuHeMaTorpada NpocTPaHCTBO 33/laHO MO OMNpejieIeHHI0, TaK
KaK MPOCTPaHCTBO PpUIbMaA — 3TO KOMIIO3UIMS U KOMIIO3UI[MOHHOE pelIeHHUE,
KOTOpPOe OCHOBBIBAaeTCs HA [JIEWCTBUU BHYTPUKAJAPOBOTO MOHTaXa, HO
JlpaMaTyprus, onepaTopckasg paboTa, U300pa3UTe/ibHOE pellleHUue MOTYT
BapbUPOBATh €ro JeWCTBUE W MEPEeBOAUTb B COCTOsIHHME IMJIOCKOCTH. Eciu
paccMaTpuBaTh GUIbM BHE I'PaHUI] BOCIPUSATHUS, TO €CTh UCKJIIOUUTENBHO B
JIEUCTBUM TPOU3BENeHUs], TO IJIOCKOCTb B KadyeCcTBe Kajipa, OT/eJbHOU
MOHTQXXHOUW eJUHUIbl BXOJAUT B COCTaB H300paKeHUsT W CTAaHOBUTCHA
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aleKBaTHbIM OTOOpaKeHUEM peasibHOCTH — dbopmon
choTorpadpypoBaHHOTO CETMEHTA NPUPOAbI JeCTBUTEJNbHOCTH.
Y4enno wucnosib3yeT MNPUHLUII BpPEMEHM, CKATbId [0 COCTOSHUA [BYX
peBEPCUBHBIX NPOCTPAHCTB. C 0JHOW CTOPOHBI - JIEUCTBUTEJIbHAsA OUTBA, B
KOTOPOM MOXHO YBHUJETb IMPUHLMUII CMeIleHHOM peaJbHOCTH, TaK Kak
IIEPCOHAXU BO-IMEPBBIX, NOBTOPSAKTCH, TO €CTb AYOJUPYIOT APYr Apyra, C
JIpyTOil — B JE€UCTBHUM OWUTBbI MOXHO 3aMETHUTb peaju3aluio ujeu asbl
JIBU>KEHUS, TO €CTb HEKOTOPBIN 371eMeHT poToPpasbl. OfHAKO caMa KapTHUHA
npejCcTaBJsieT COO0M KaK Oy/TO MPOCTOE NOBECTBOBAHUE, HACTYIIJIEHUE [IBYX
bpoHTOB Apyr Ha Jpyra. B 3TOM cMmbicje, JIIOOGOMNBITHO, YTO Y4essio
MCIOJIb3yeT 3aKOH NOBTOPSAMIENC TNepCHeKTUBbl, KPOHbI /[iepPEBbLEB,
JIpOOSAIIMX MOBECTBOBAHUE XO0JICTA, PACHOJIOXKEHBI TAaKUM 00pa3oM, YTO HX
MOXXHO MHTepIpeTUpoOBaTh KaK CKJIEWKU IUIeHKU. JlOBOJIBHO Bs3Kafd
CTPYKTypa, 3a CYeT MOBTOPEHUNW U HABSA3UMBOTO JpPOOJEHUST MPOU3BOAUT
3pdeKT KMHeMaTOrpaprUueckoro NoBeCTBOBAHUS], B HEKOTOPOM CMbICIE, -
3TO a/UII03USA CABUHYTOM May3bl, TO €CTb [BWXXEHHUS MEeXJY CTAaTUKOU U
JIMHAMHWKOM, B HEKOTOPOM CMbICJIE MYJIbTUIIJIMKAI[MOHHBIN IPUHIIUI, TO €CTh
MeTO/, pa3BepPHYTOM, NPOL0KEHHOM BO BDEMEHU KAaPTUHKH.
[IpocTpaHCcTBEHHbIE OTHOLIEHUSI B KMHeMaTorpade BbICTPauBaOTCS
0 3aKOHaM JeWCTBUA 00pa3a U ero BApUaTUBHOI'O BOCHPUATUS BHYTpPHU
KapTUHbl — OJlaroZaps WJU BOINPEKHM aBTOPCKOM HWHTepHpeTaLvH.
BoJsibilioe 3HayeHWe B KMHeMaTorpadpuyeckoM NMPOU3BEJEHUN OTBOJUTCS
AencTBUI0 GOHA, KOTOPBIM, BIIPOYEM, CIIOCOOEH KaK UCHOJHATh QYHKIIMU
JIeVCTBUTEJNIbHOTO0 U300paKeHUsl, JUCTAHLLIMUPOBAHHOrO OT NePCOHAXa, TaK
U CTAaHOBUTBLCA TJIAaBHBIM B JAaHHBIM MOMEHT repoeM, MO0 KpaWHeEW Mepe,
JIEMCTBYIOIIMM @10 3aKOHaM JpaMaTypruvd «37ecb MW cenvac». Tak,
HanpuMmep, GOH MOXKET ObITb KaTeropueir MepcoHaXka, KOTOPbIA TaKUM
obpa3oM GepeT Ha cebst PYHKIIMU MJIOCKOCTH, a MPOCTPAHCTBOM OCTaETCs
OKpy»Kawuiasgd cpena; WA XKe [JIeMCTBUe B KapTHHE CTaHOBHUTCS
NpOBOKaIMeN JIJisl Tepos, MoJy4darllero NpaBo 0CBauBaTh NPOCTPAHCTBO.
B s060M ciaydyae, ¢uUABM BOCHPUHUMAeTCd KaK IJIOCKOCTb B
VCKJIIOUUTEJIbHBIX CJy4asiX, KOrja JAeWCTBUE HENOJBWXXHO, OJHAKO ero
JIMHAMKWKa He Bcerja onpejensieTcss GaKTUYECKUM JBUKEHHUEM, Yallle 3TO
BOoOOpakaeMoe cOCTOsIHWe. TakuM 00pa3oM, B KUHeMaTorpadpuyeckom
KOHTEKCTE MOXXHO BBICTPOUTb TaKWe OTHOIIEeHHS C 06pa3oM, KOTOpble
MO3BOJISIIM Obl COOTHECTH AOMNpeIMETHOE NPOCTPAHCTBO C 00’ beKTUBHOU
IJIOCKOCTbIO. B 3TOM OTHOLIEHMH KUHeMaTorpad COOTHOCUTCA C
M300pas3uTesbHbIM IMOJOTHOM B TpOllecCe 3BOKALMU  COCTOSIHUS
npeamerta. IlpegMeTHOoe cocTosiHWME U300pakeHUsI MpeBpalllaeTCs
BCJIEICTBUE TIpollecca «pasjioKeHUs1» B Takoe (QYHKIMOHA/JIbHOE
omnpejesieHUe, KOTOpoe [J00aBJjsieT aBTOHOMHOCTb o06pa3y. HWHbIMU
CJI0BaMH, NPeMETHOCThb MpeBpallaeTcs B 00pa3HOCTb.
Kunematorpad o6JsiajaeT 0c060M NPOCTPAHCTBEHHOM CHUCTEMOM,
JIONyCKaIel BCeBO3MOXKHble GoOpMbl  penpeseHTauuu. biarogaps
MOHT@XHbIM [pPHEMaM MOXHO [JIOOMTbCS He TOJIbKO OINpeaeJeHHOro
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ICHUXOJIOTUYECKOTO, HO, TMpeXxJe BCcero 3creTuyeckoro asddekrTa.
XynoKeCTBeHHbIH  QUJIBM  MpPEJCTaBJsIeT TOT  NPOCTPAHCTBEHHBIU
«TOPU30HT», KOTOPbIA BUAUT 3pUTesb. TakuM 00pas3oM, [ABa YCJIO0BHBIX
nJiaHa, nepeJHUN W 3a[JHUH, UJIU YUTAEMbIK U NPOYUTHIBAEMbIM, IBHBIM U
CKPBITBIA B MeTapU3UYEeCKOM CMbIC/JEe, CO34al0T (peHOMEH CHKEeTHOTO, H,
npexjae BCero, 3MOLMOHaJIbHOro cABura. Cucrema KoJO0B, KOTOpas
BO3HUKAET BCJIEJCTBUE I3THX CJOXHBIX CTPYKTYPHbIX OTHOUIEHUN BHYTpPH
NpOX3BeJeHHUs, 3a/laeT NepPCIeKTUBHOE (B MPOCTPAHCTBE YXUBOMKCU) YTEHHE
Xy/0’KeCTBEHHOTO TeKcTa. OJHUM CJI0BOM, 3TO MPOCTPAHCTBEHHOE JIEJIEHUE,
He 06s13aTeJIbHO BKJIIOYalolllee B ceOsl 0OUYeBUHbIe «IIepeJHUN» U «3aJHUN»
IJIaHbl, a BOOOIE CerMeHTApPHO-HACBIIEHHYI CTPYKTypy, OIpejesieT
Xy/10’KECTBEHHYI0 3HAYMMOCTb OT/|€JIbHOTO IPOU3BE/IEHUS.

[lnockocTh  KMHeMaTorpapUyeckoro TMoOJIOTHA KakK  0ObeKTa
M300pa>kaeMoro He COOTHOCUTCS C IUIOCKOCTBhIO XoJicTa. OTpakaroliee
CBOMCTBO 3KpaHa, €ro CBETOBOE KayeCTBO HOMUHAJIbHO aHaJIOTUYHO
KeCTKOW ¢akType XoJsicTa. Eciv mpeacTaBUTh 3KpaH B 0OpaMJieHUH, B
CBOeoOpa3HOl BOOOpaKaeMoOM paMKe, «CKOBBIBAIOIIEN» /IeCTBHE 00'bEeKTa
KaK TaKOBOro, a TakKXe B [JIaHHOM CcCJy4yae CYyO'beKTUBHYI MPUPOAY
M300paXKeHUsl, TO AeUCTBUE MPEBPATUTCSA B aHTHU-J€HCTBUE, TaK KaK €ro
pa3BUTHE, I1€H3YPUPOBAHHOE TOPU3OHTAJbHBIMH W BEPTHUKaJbHbIMU
rpaHuIlaMM, GJIOKUPYEeT BHYTPEHHIOW ApaMaTyprui. KoHTyp - oauH u3
NEePBUYHBIX KMBOMUCHbIX IPUEMOB, UCMOJIb3YIOUIUNCS [JI1 3aKJI4YeHUs
obpasa B TrpaHMIbl JIMHUM W [JOCTWXKeHUSA 3PPeKTa 3aMKHYTOCTH,
CKOBAaHHOCTM M B TO e BpeMsl KOHLEHTpalMu Ha 3HauyeHUHu
M300pa>KEHHOTO.

[loTeHnan M306pakeHHWs B KMHeMaTorpade TaKOB, YTO aKTUBU3UPYET

npex/Je BCEero MPOCTPAHCTBEHHble OTHOIIEHMS, TaK KaK JIMHeWHas

cucteMa OuabMa [BYXMEpPHA; OH ONpeJessieTcss TOpPU30HTaJIbHbIM

BHYTPEHHHUM pa3BUTHEM (TpPaAULMOHHOE JelCTBUEe JpaMaTyprhyecKux

3aKOHOB) M TpaeKTOpUel aBTOPCKOIr0 IMOJIOXKeHUs (3/ecb BCAeACTBUE

BMelllaTeJbCTBA aBTOPa-pexuccepa, ApaMaTyprusi IpuoobpeTaeT XapaKTep

BEPTHUKAJIbHOI'O PA3BUTHS, MIPEX/ie BCEro B 3aBUCKMOCTH OT IPeAMETHOTO

MUPA, TO €CTh OT OKpY>Kalolllel cpesibl, a TAKXKEe OT 3BOJIIOLUU MOBEIEHUS

IepCcoHaka).

[Iponomkast BO3SMOXKHOCTh poTOrpadpriyeckoro BMelaTe/bCTBa B KaPTUHY,
WJIM UMUTAUUK oTorpaduu, WM TMOC/AeAyIoIlled HHTepnpeTaluud B
cuTyaiuu ¢oTorpadpuyeckoro HU300paXKEHUs], MOXKHO CKasaTb, 4YTO [Jif
doTorpaduu Kak >KaHPOBOU XapaKTEPUCTHUKHU YCJOBHOCTHU MEPBOCTENEHHO
3TO COCTOSIHME, KOTOpOe TMOCpPeACTBOM JAeUcTBUsA doTorpadpuyeckoro
MHCTPYMEHTA, MOXHO 3adUKCUPOBATh KaK CTAaTUYHOE INOJIOX)KEHHE Kajpa.
MMeHHO NMpH YCJIOBUU 3TOTO CTATUYHOTO TMOJIOKEHHUS MPOSABJISETCS MPUPoJa
o6bekTa. HaTypa/JMCTMYHOCTb, TrHUIepMaTepUasbHOCTb ¢oTorpaduu B
KHHeMaTorpapuieckou CTPYKType nojiiaeTcs Xy/10’KECTBEHHOM
nepepaboTke. OJHOBpeMEHHO MaTepPUAJbHOCTbI) B >KUBOMHUCU SIBJSETCS
IPOCTPAHCTBO, B KOTOPOM JeHCTBYIOT OObEKTbl, a B KUHeMaTorpade -
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nepeMelleHMe BJ0JIb MHU3aHCUeHbl. To ecTb, ¢oTorpadpuyeckass CTaTHUKa
MCIOJIb3yeTCs B KMHeMaTorpade Kak MepBUYHbIA MaTepUas, TaK KakK OHa
006/1aiaeT CBOMCTBOM MPOCTPAHCTBEHHOU AMCKPETHOCTU. Pakypc B dpuibme
oOHapy:KMBaeT cebsd KaK KOMNOWJALMA Kajpa CIJIaHOM B ¢QoTorpadumu.
deTuminzm IJIOCKOCTHU B doTorpadpuu BCerja  MpOUTPbIBAET
NPOCTPAHCTBEHHBIM OTHOILIEHUSAM B KHUHeEMaTOrpadpuyeCKoM YCJIOBHOCTH.
JTo noctossHHoe ¢oTorpadpuyeckoe 3aurpbiBaHre CO 3HAaKaMH PeasbHOCTH,
pack/jaZblBaHUEe MO3aWKM U300paKeHUSI B KOHKPETHOM JIOKaJbHOM
MOJIO)KEHUU B KUHeMaTorpade 3amellaeTcss IMOABWXKHOCTbIO KaMephl.
doTorpadurueckas HaNpaBJEHHOCTb KOHLEHTPUPYETCS HA IMOJI0KEHUH,
TOTZa KaK KWHeMaTorpapuyeckas - Ha JBWXKeHUU. C Apyrod CTOPOHBI,
dotorpadus Pukcupyer daly [ABUKEHHUs, a KHHeMaTorpapudyeckue
CpeACTBa BOCHPOU3BOAAT TPAEKTOPUIO JABWXKeHUs. B 3TOM oOTHOLIeHUH
JIOKYMEHTaJbHOCTb QoTorpaduu o4YeBUJHA, — KHUHeMaTorpapuyeckas
«TeaTpaJIbHOCTb» Bcerja IpeAcKa3dyeMa, OHa OyATO WJIKCTPUPYET YKe
CYLLECTBYIOIIYIO B TeKcTe popmanuto. PoTorpadpuyieckuii 00’ beKT-IpeJMeET B
3aIlaHHbIX IPaHMIIAX 00J1a/laeT KOHTYPOM, KOTOPbIM ONpeesisieT ero 0coboe
NOJIO)KEHUE - CTAaTUKy, BHYTPEHHUHW BEKTOpP KOTOpPOW MeEHSEeTCAd B
3aBUCHMOCTHU OT CBeTa WJM pakypca. KunemaTorpadudeckud oobpas HazesieH
pPasMbITOM UHTEHLUEN M0 MPUYUHE COOCTBEHHOU aKTUBHOCTH, IPOMUCAHHOU
TpaeKTOpUEer JABWXKEHHUs; MapUIpyT OObeKTa CINOCOOEH K JUHAMHKe B
IVIOCKOCTHOM TIOJIOKEHMU - B I[IPOCTPAHCTBE OH IlepeMellaeTcd B
3aBUCMMOCTA OT B3IJiJa 3pUTess KaK  OKOHYaTeJbHOU  ¢asbl
apTuctudeckoro (pexxuccepckoro) peuctBus. Pororpadpuyeckas IJeHKa
JlefiCTByeT KaK QUJIbTP, UCIOJHSLUNA HECKOJbKO (PYHKIHUM: BO-NEPBBIX,
BbIOOp ApaMaTyprud U300pakeHHs, BO-BTOPbBIX, BbIYJieHEHHEe KOHKPETHOTO
3MU30/]a, B-TPETbUX, 00pabOTKa 3MNHU30[a TEXHUYECKUMHU CpejCTBaMHU
boToKaMephl U Xy/10’KECTBEHHBIM CO3HAHUEM.

CoOGCTBEHHO, BCe 3TU acneKThl Ucnojb3yeT MUHT BoHr B cBoelt paboTe «f BO
MHe». JTO Ha3BaHHWE Ha CaMOM /JeJie SBJISIeTCS HauboJiee TMOJIHOU
3KCIJIMKALlMEN COJlepKaHUs, HE TOJIBKO MOTOMY, YTO Xy/IO)KHUK MCIOJIb3YET
CBOe COOCTBEHHOE TesJ0 B KaxkJou u3 yacted («d Bo MHe» - 3TO
TpexKaHa/ibHash BUJIEOMHCTA/ISAIMSA), HO TaKXe SBJIASCh B TpeX Pa3HbIX
obpasax O/JJHOBpeMeHHO. JTa aJUleropus TPOUYHOCTU U HEKOTOPOTO
O0XXeCTBEHHOTO COCTOSIHUSI, B HEKOTOPOM CMbIC/e OOBbACHSAETCI U
NIOBECTBOBAHUEM, B KOTOpPOe BOHT morpy:kaeT 3puUTeJis, U caMa aHaJIoTUYHas
cXeMa, B KOTOpPOM OH JeWCTBYeT KaK [BOWHHUK JBOWHHKKA, paclioJlaraet, B
YaCTHOCTH, K  pa3MbIIIJIEHUSIM  OTHOCHUTEJbHO  M300pa3UTEJIbHbBIX
coBmnajZieHuu ¢ pabotoi Canapo bortuyennu «lloksoHeHre BoXBOB» (1476-
1477), BBICTPOEHHOW KaK TeaTpasjbHasi MM3aHCLEHa, [iBa IepCOHaXKa B
KOTOPOW 3aC/Hy:KMBAKT OT/eJIbHOIO YINOMUHAHUA. JTO JieBass QUrypa,
BEHYaKllasi MOBECTBOBAHUSI BHYTPU KapTHHBI, MO BUAUMOCTH JlopeHL0
Besivko/iemHOr0, KOTOPbIM CMOTPHUT JIEP3KO B CTOPOHY JIEUCTBUSA B KPAaCHOH
KYpPTKe Y MpaBasi — caM Xy/I0>)KHUK, 00epHYBILINUICS B CTOPOHY 3pUTeJis. B Ton
U ZIpyroi ¢purype MOKHO HaMTH CXOJICTBA, TOYHEE B ONpeJieJIeHHOM CMbIC/e
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MPOHUYECKOE 3epKa/ibHOe oTpaxkeHUe. Pyku JlopeHL0 CKpelleHbl HA YPOBHE
naxa TaK, YTO BH/JHbI ThblJIbHble CTOPOHBI JiaZjoHeW, BoTTudessn 4yThb
NPUIIOAHAJ PYKH, TAKXKE UX CKPECTHUB, OJHAKO CIIPSATAJ KUCTH BHYTPU CBOETO
xuToHa. PUrypsl co3al0T CBOeOOpa3Hy0 AYTry BHE MU300paKeHUs, KOTopas
He TOJIbKO pacliMpsieT MU3aHCLeHy, IpeBpallas ee B aMpuTeaTp, HO Mpex/e
BCEro yCWJMBaeT BHHMaHUEe Ha IMOBTOPAKOUIUXCA B CBOeU [JUHaMUKe
epcoHaXkax.

BoHr B cBoeil paboTe «f BO MHe» BOCIPOM3BOJUT TPU «3moxu». [JiaBHas
reporHs B MWCHOJHEHUU XYJOXXHHKA IMPOXOAUT 4Yepe3 KJIACCUYECKYIO,
COBPEMEHHYI0 3M0XU U BUPTYaJbHOE NMPOCTPAHCTBO peaJbHOCTU. B kax o
M3 4acTerd BOHTI WHCLeHHUpYyeT NnoBeJeHHe SANOHKU B CIenMalbHO 3aJaHHbIX
YCA0BUAX, @ TaKXKe BKJIIOYaeT 3MH30/bl peNeTHULUU U MOATOTOBOK. TakuM
006pa3oM BO3HHUKAaeT HMMEHHO BO3MOXXHOCTb CO3/JlaHUS JOMNOJHHUTEJbHOTO
IPOCTPAaHCTBA, B OINpeJieJIeHHOM CMbICJAe BUPTYaJbHOrO, B KOTOpPOM
IPUCYTCTBYEeT FepOUHS U caMa e cebs UHTepnpeTupyeT. [[pyroi kak MeToz
OTCTpaHEeHHUA 3/lecb HauboJiee 0o4eBU/JleH. Takke KaK B paboTe Iuu-JInucel
Axtunbl «f/Mbl, X0pollo0, cepblii» HUCCAeAyeT BONPOCHl HUAEHTUYHOCTH U
yepe3 TpPeX4YacTHOCTb I[OBECTBOBAaHUS  pacCMaTPUBAET  CJIOXKHOCTh
B3aUMOJEUCTBUSA MeXY JIIOJAbMHU. [I[pucyTCTBUE UMEHHO [IBYX MEPCOHAXKEH,
HeKas JAya/IMCTUYecKass CUCTeMa CHOBa HaCTpaWBaeT Ha >KUBOMMUCHBIN
acrneKkT, Ha BO3MOXHOCTb ¢ukcanuu. Kak numer H06ep /Jlamuin Bcien 3a
Mumenem ®yko: «MoxeT /11 MeXAy AByMs MOpSJKaMU NpeJcTaBJeHUs (B
dunbMe AxTuibl 3QPEKT BOCBMEPKHU BbIpaXKE€H TaKMM 00pa3oM, 4YTO
IepCOHAXU KaK OyATO BbICKA3bIBAKOTCA MOHOJIOTUYHO, PeJKO BCTymas B
Jyasior, JU60 co3jaBas 3PPeKT OJAMHOYHOro BbicKadbiBaHHUsA - K.K.),
3peJIUIIHBIM Y JUCKYPCUBHBIM, YCTAaHOBUTbCA CBA3b MUMIUIMKALUUU (WIU
BbIBOZA?) Uu, HA06OPOT, caelyeT YCMOTPETD B HUX JiBe UYXK/ble IPYT APYTY
durypnl, 00MaHYUBO 0O0'beIUHSIEMbIE I3BIKOM B OZJHOM CJIOBe? JTOT BOINPOC
MMeeT TeOpeTHYeCcKoe 3HaYeHHe, TaK KaK NMpPUKacaeTCsd K O0Iel CyIIHOCTH
npeACTaBJeHUs, MOHUMAeMOro KakK CTuxus. [Jle 3HakoBoe MbIlLIJIEHUE
HaXOJUT cebe Hawaydlliue ycaoBud. OHAKO OH MMeeT U UCTOPUYECKUH
MHTEpPEC — BO BCAKOM CJiy4ae, B Mepy Hallled yOexJeHHOCTU B TOM, YTO 3pa
JIUCKYPCUBHOI'O ¥ OCHOBAaHHOTO Ha 3aMellleHUH NpeJiCTaBJeHUsl NpHUlllja Ha
CMeHY 3110Xe, KOTrJa NpeJCcTaBJeHre, HA000pOT, BbITJISA/IEJ0 KaK TOBTOPEHUE,
TeaTpa »KU3HH, 3epKasio mupa» (K06ep Jlamuui. Teopus /obsaaka/. Habpocok
uctopuu kuBonucu. «Hayka», CII6, 2003, ctp.101). 3ddeKT, KOTOpbIH
UCIOJb3yeT AxTuja B QUJIbMe TaKXKe JOBOJIbHO HHTEPECHBIM CIOCOO0M
KCIVIMIUPYEeT HAel0 Jlamuina o TOM, UTO «KOTJa HEKOTOpPbId OOBEKT
paccMaTpUBaeTCs JIMIIb KaK NPeCTaBAAIUNA APYyron, ues 3TOro 00’beKTa
ecTb HJiesl 3HaKa, NpUYeM ITOT NepBbld OObEKT U HaA3bIBAETCS 3HAKOM»
(Jamum, Tam ke, ctp. 95). C OAHOW CTOpPOHBbI, AXTHJIAa HWCIOJIb3yeT
KJIACCUYECKUM MPHUEM MeJIoJIpaMbl, B KOTOPOW NMEPCOHAKHW PACCKa3bIBAIOT O
CBOUX YYBCTBAX U COCTOSIHUSAX, C APYTrOd — BBOJUT 3J1€MEHT T€JIEBU3UOHHOTO
NOBECTBOBAHUS, KOr/la BO3HUKAeT ToBOpsllasd To0JI0Ba, OOBbsSCHAKLAA
noBeCTBOBaHWE. MOTUB aBTONOPTPETUPOBAHUS U aBTOMAaTUYECKOI'0 MUCbMa
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Uil AXTHJIa 3/leCh OCTaeTcs NMPUHLMIUAJIbHBIM. B onpeneseHHOM CMBICIIE,
MHTUMHOE, TO €CTb He oO3upawlleeci Ha TaOYUPOBAaHHYI MaTpULY
u300pakeHusd. Pas3pbiB MexJy XyJOXXKHUKOM U 3pUTEJIeM NpPaKTUYEeCKH
ucyesaeT. Cnoco6 MPOHMKHOBEHUS B MEPLENTUBHOE CO3HAHUE MPOUCXOJUT
[0 CTelNeHU J[JeOpraHru3alMu IOBeJeHUs IepCOHaXa U ero BbITECHEHUA
nersaxeM. 3/1eCb BOSHUKAET a/LII03USA K pexxuccepy xkeHy ['puHy, KOTOpbIU
KaK NpaBWJIO [OJITO BblJepKMBAeT KpPYINHble IJIaHbl paboTarolhe Kak
IKCIJIMKALUA MpeAlecTBYOLasd MOHOJIOTY/AWalory U HU300pasvuTesIbHbIN
JaHfawadT, rhe BblJeJleHHe TMPUPOLHO-apXUTEKTYPHOU CTPYKTYpbl H
nepexofoB OoJiblle BJIMSET Ha BOCHPUATHE U MOYTH TaKTUJIbHOE
BIleYaT/eHWe, YeM MOHOJIOTHUYEeCKOe MOCJaHHhe. ITO B HEKOTOPOM CMbIC/Ie
BepcHs "HOBOW MCKPEHHOCTHU', MOMNBbITKA PEaHUMHUPOBATh YYBCTBEHHOCTb, Y
KOTOPOM HET TpaHUl, TO eCTb C OJHOM CTOpPOHbI, BEPHYTbCA K
kuHeMaTorpady Pobepa BpeccoHa, ¢ fpyroil - nonbITaTbCi OCBOUTh HOBOE
IPOCTPAHCTBO KUHeMaTorpapuyecKOu peasbHOCTU - MexAy AybbepToM
Ceppoii u1 Muresnem ['omemowm. [lepexxuBass TpaZIMLIMI0 HOBOTO COCTOSIHUA
peasbHOCTH, BO3MOXXHOCTE€M MOHTa)a, AXTWJA MWCHOJIb3YyeT BapUaLUIo
COCTOSIHUIO NlepeHoca TPaJUIMOHHOIO XaHpa MeJiopaMbl B MPOCTPAHCTBO
TaKOr0 BU3yaJIbHOTO TEKCTAa, KOTZAa HeT 0O0pPa3HOro MpeuMyIlecTBa, O4HAKO
TEKCT BBITECHSIET IOBECTBOBaHUe. [lepeHOC B KOHTEKCTYyaJlbHOCTb O3HA4YaeT
BEPCUI0 TAaKOr0 KaTeropuyecKoro KadyeCTBEHHOTO CJABUra, KOTOPBIU
IepEeHOCUT 3HayeHUe U300pakeHUss B ero mnpejucioBue. B HekoTopoMm
CMbICJie, AXTWJa BBOJUT KaTeropur U300paKeHUs], BBbITECHEHHOTO
TeKcToM. C 0JHOW CTOPOHBI, AXTHJa, 6€3yCJI0BHO, 0OpallaeTcs K TPaJULIUU
[llanTanb AkepMaH, TOYHee TpPaJULMUHA €e PaHHUX (PUJIbMOB, B KOTOPBIX
pa3pbIB MEXAY AEWCTBUEM U MOBEJEHUEM MePCOHaXKa 0CTAeTCA aKTyaJIbHbIM
B TOT [IEPHO/i BpeEMEHH, KOT/la OH IpeObIBaeT B IPOCTPAHCTBE; B TOT MOMEHT,
KOTJla OH BBIXOJWUT 3a €ero Impejesbl - BO3HUKAeT HeKasg acCUMeTpus
NOBECTBOBAHUSA. ITa aCCUMETPHUS KaK pa3s npejliosaraeT onpe/e/leHHbIN TUII
MOBECTBOBAHMUSA, BBIJABUHYTBHIA 3a €ro mnpejiesbl, TO €CTb BOCIPOU3BOJUT
3p(deKT TrunepnoBeCTBOBAHUS, TaKUM 00pa3oM HCHOJIb3ys CUTYaLUIO
rpaHuibl HappaTuBa. C 3TOM rpaHuler Takxke paboraet Jlrotep Ilpaiic,
MCIIOJIb3YIOLUKA BO3MOXXHOCTU M300pakeHUs Super8 B peasusalnuu HjeU
HOBOrO, CBepXMHUQOJIOTUYECKOTO IOBECTBOBAaHHS, OCHOBAaHHOTO Ha
PEKOHCTPYKLIMHA [HEBHMKA KaK BH3yaJbHOro HaToopmopTta. [lpaic OGeper
UJIEl0 HAaTIPMOPTA, TO €CThb cHelqudPUYEeCKOT0 U300pakeHHUs, B KOTOPOM
00'bEKTHI IEUCTBYIOT TAKMM 00Pa3oM, YTO BOCIPOU3BOJAT 00pa3 MUpa yepes
CBOM BHYTpPEHHUM "OTCYyTCTByHOUIMU" HappaTuB. B 3Tom cmbicne, [lpaiic
nepecMaTpUBaeT CBOK COOCTBEHHYI HCTOPUID B3aMMOOTHOLIEHUW C
MaTepbld KaK HaTHOPMOPTHbIM HappaTuB. COKpbITHE OYKBaJbHOTO
BOCIIPOM3BE/IeHUs] CMbIC/Ia TTOBECTBOBAHHUS, €ro Inpejie/ibHasgi 3HAaKOBOCTh -
[Ipakic ;eMOHCTPUPYET JIMIlb 00bEKTHI - KYKJIA, YJIULA, pyKa MaTEPU, 3CKUMO
M TZ, KOTOPbIA CKJaJbIBAaeTC B IMOBECTBOBAaHME KaK YCJOBHbIA Habop,
3KCIJIMIAPYOLUKA BO3MOKHOCTb JHEBHUKA KaK JUCKPETHOT'0 HAPPAaTUBHOTO
JJAOMPUHTA, KOTOPBIN AeUCTByeT OJHOBPEMEHHO B PUTMUKE MUHUMAJIU3Ma,
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KOTZia OZJMH U TOT e 3BYK MNOBTOPAETCA HECKOJIbKO pa3 NoJApsJ, HapacTas B
CBOEM 3MOLIMOHAJIbHOW BOJIHE C JPYrou - 3pPeKT, KOTOPbI NPOU3BOJUT
camMm0 u300pakeHUe, 0€3yCJOBHO 00J/aZjasd CBOEOOpPA3HOW CTUJIUCTHUKOHU
bUJIbMOB, CHATBIX Ha Super8, Korjla 3epHO, O4eHb CBOeoOpa3Has HaJuTpa
KaJipa, pacnoJjiaraeT K paHHed ¢pororpaduu, yacto pororpadpru, Ha KOTOPOHU
OTCYTCTBHE reposi 00yCJI0BJIEHO ero cMepThio (B Havasie XX BeKa ObLJIM OYEHb
nonyJssipHbel  ¢otorpaduu yMepuiux JIOAed, HWMUTHUPYIOUUX >KHUBBIX
IIepCOHaXKeM ). OpHako [Iparic CTPEMUTCH K orpezeJIeHHOU
JileflepCoHaIn3al My, BEPCUU APYyroro coocTtBeHHoU MaTtepu. CHMBo/IMYecKas
[lelloYKa BbICTPAaMBAEeTCAd TaKUM 00pa3oM, 4YTO BO3HUKAeT aJlJIlo3Us
JIHEBHUKOBOTO (QuU/IbMa MOYTH B CTUJIMCTUKe Mekaca U NO3THYECKOU
obpasHoctu  Jlamopuca. CKpbITbIA  IJJMIOB  KOMILJIEKC, KOTOpPbIH
npocBedyrMBaeT B pabote [lpaiica, BbIpa)keH B YaCTHOCTH B IpeJesIbHOU
JleTaJu3aly, B OTCYTCTBUU JIMIA, B 3HAKax MPUCYTCTBUS MaTepu (pykKa,
KOJIbI[0, IJIATOK W TZ) U COBMEIIEHHOM, 3aMe/[JIEHHOM, UCKa>KEHHOM TEKCTE,
O0eCKOHEeYHO MOBTOPSAIOILEMCS Yyepe3 BCe NMOBeCTBOBaHHWE. IJTO OECKOHEeYHOoe
OBECTBOBAHWE U aJIJIETOPUSl CIOPPEaIMCTUYECKON peasbHOCTU TaKxkKe
CBOMCTBEHHA paboTa UcMaHCKoro xyaoxxHUuka PepHanpo Canyeca Kactuio
"Taneny mneraca”. dTOT NpPOCTOM B CBOEW IOBECTBOBATEJbHOCTU OQUJIbM,
busbM, B KOTOPOM MCIOJIHAIOT TaHel TMOJIMBaJbHble MallKMHbL. B
onpejeseHHOM cMbicie, ¢uiabM Kacturio - 310 mnpefenbl MuUa,
Budyasusauusa uaen Ho6epa /Jlamumia: « PasiuyeHue CBSIIEHHOTO U
MUPCKOTO  MpejloJjiaraeT IOCTOSIHHO OOHOBJsIEMOE  pacnpejesieHue
npeJMeTOB U CyLIeCTB, U CO 3HAKaMHU CBSAILIEHHOTO JIeJI0 OOCTOUT TaK e, KaK
M CO BCEMM INPOYMMHM 3HAKAaMM: OHM TNPUHAAJIEXAT K UCTOPUYECKU
CJI0KUBIIMMCS COBOKYIHOCTSIM, CHCTeMaM, [Jie IOoNepeyHOe OTHOLIeHUe
3HAK-3HAaK TMpeob6JiaZilaeT HaJ, NpPSIMOH, BepPTUKAJbHOM CBS3bI0 MEXAY
O3HayalIlUM U 03Ha4aeMbIM KaK0BOU onpeaesseTcsa cuMmBoJ (H06ep Jamum.
Teopus /ob6saka/. Habpocok uctopuu xkuonucu. CI16, Hayka, 2003, cTp. 78-
79)

Tak, BHeyaTJieHHWe OT KU300pa3UTEJbBHOrO TMOJIOTHA  Bcerja
OpPUTMHAJIBHO KaK COCTOSHME YTEeHMs, MPOYMTBIBAHUA U BIJIAJbIBAHUA,
[0C/Ie10BaTeJIbHOCTb KOTOPBIX IpoU3BoJibHA. Mopuc Mepsio-IloHTH nuuiet o
TOM, YTO «IE€PBO€ BOCHPHUATHE MOXET OBbITb MPOCTPAHCTBEHHBIM, TOJIBKO
COOTHOCACb € TOM WJM HWHOM  OpHEHTAalUeH, KOTopasd eMy
npeamectsoBana» (Mopuc Mepuo-IloHTn. @PeHOMeHOJI0TUS BOCIPUATHUA.
CII6, IOBenTa, Hayka, 1999, cTp.74)

B muiockocTu Mupa, XydoxicHUK-3pumeib-agmop, Npex/je BCero, JieJlaeT
MTHOBEHHBbIM CHHMOK, TIOrJIolllasi peaJibHOCTb, A IOTOM IMbITAETCsA
BOCIIPOM3BECTH PeaJbHOCTh KaK MPOCTPAHCTBO. Peannsanus npousBe/ieHUs
y>Ke BKJIIOYAaeT INPOCTPAHCTBEHHOE IepeXHMBaHMUe, TaK Kak TeKCT mpexze
BCEro, HeceT CMbICJ, TOJIbKO €ro IIJIaH, CXeMa SIBJISIETCS MJIOCKOCThIO.
M306pa3uTesbHbIN TEKCT MOXKET ObITh MJIOCKUM BCJIeJICTBUE COOCTBEHHOTO
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3Ha4YeHUs, a MMEHHO HOMHHA/IbHOI'O 3HAaKa, KOTOPbIM ellle He BKJ/YaeT
O3HauuBaHudA. [lepeHeceHWe 3HayeHHs1 B 00J1aCTb IPOCTPAHCTBA
M300paXKeHUs 3HaMeHyeT Hayaslo 03HaYyMBaHUsA. Tak TpaHchopmanusa obpasa
B BU3YaJbHOCTb fBJSAETCA [JUATEJbHbBIM MPOLLECCOM BOJHOOOPA3HOIO
nepexoZia U3 IJIOCKOCTHU B NPOCTPAHCTBO. B HaHHOM ciy4yae pedyb UJET O
IIEpBUYHOM II0JIO)KEHUM U IIJIOCKOCTH, U INPOCTPAHCTBA, KOTOpbIE elle He
omnpejesieHbl C TOYKUA 3peHUsl obpa3a U TeKcTa. JIuTepaTypHbIA TEKCT €CThb
IPOCTPAHCTBO y»Xe Ha CTafuu 3aMbicia. OH TeCHO CBfI3aH C MBICJIbIO,
03TOMY, €CJIM HauyuHaeT CylLleCTBOBaTb BHe ee, TO IMpeBpalaeTcsd B
M300paKeHue, YTO He SABJSAETCA HeraTUBHbIM (GOpMasbHbIM NPU3HAKOM, HO
XapakTepusyeT TeKCT KaK o00pa3, IepexofdAliMd B  COCTOSIHHUE
M300pa3uTesbHOTO TeKCcTa. B cBfI3W Cc 3TUM o006pa3 pobuBaeTcsa 6oJiee
IIMPOKOr0 JyanasoHa BO3JEeUCTBUSA IOMHUMO H300paKeHHUs, HO TaKxke
HazesiseTCcd 3JIeMeHTaMU TeKCTya/u3allui, HO He TeKCTYaJIbHOCTH, UHOT/a
6eCCMBbICJIEHHOW, YTO He OTPHUIIAeT HaJM4ihsd OYKBbl U COOTBETCTBEHHO
JQJIbHENIINX JIMHTBUCTUYECKUX KOHHOTauuu. Bo3HukaeT mnpobJseMa
BOCIIPUSATHS, CBSI3aHHAs C IEPBUYHOCTBIO U BTOPUYHOCTBIO U300paKeHus, TO
eCTb CHOBA CO 3HAaYe€HHWEM U O3HAuMBaHMeM. B NpuHIMIe, BKIIOYEHHbIN B
U300paKeHUe JIMTepaTyYpPHbIM TEeKCT CIOCOOeH OBbITb BOCIPUHAT Kak
JIONIOJIHEHHE, TO €CThb O3HAaYMBaHWEe — 3JleCb OH fIBJISETCH 3KCIJIMKalUeH,
KaK aBTOPCKOW, TaK M NPOCTPAHCTBEHHOH, a MMEHHO IpHHaJAJIexallen
CO3HAHUIO 3puTesd. Takke caMO 3HauyeHUe CJ0Ba MpujAaeT o6pasy
JIONIOJIHATE/IbHOE  Ollpejie/ieHue, €eCcJd He MPOUCXOJUT  CMbICTOBOU
KOMMYHHUKALUU MeXJy 3HAaKOM H300paKeHUs U TEeKCTOBBIM O0O0bSCHEHUEM
WJIU JloTosiHeHUeM. be3yc/ioBHO, peub He MJET O NMpeBpallleHUU TeKCTa B
M300pakeHue, TO eCTb TAKOM r'ereMOHUHU CJI0Ba, KOTOpash HUBeJIUpyeT 00pas,
HO TakXe MOJUUUUPYET TEKCT, NMpeBpaljasg ero B 3JIeMEHT TOTaJbHOU
BU3yasusanuu. IlepeHoc y AXTuJbl - C J€WCTBHUS Ha TEKCT, O3HA4yaeT
CHIXKeHHe Madoca MU3AHCLEeHbl, HECMOTPA Ha COOCTBEHHYIO NpeJeJbHYI0
KPUTHUYHOCTb U BbIPA3UTEJNbHOCTb.

Biagumup JloryToB Takke Kak 0yATo paboraeT ¢ TeKcToM. C 0HOH
CTOPOHBI — 3TO HeraTUBHOe U300pa3uTesbHOe I[OBecTBOBaHMWe. Ero
«HEraTUBHOCTb» C OJIHOW CTOPOHBI B TOM, UYTO XYJOXXHUK NpeJbSBJSAET
M300pakeHUue 4Yepe3 PUCYHOK (UKCALMM BCIOMOraTesbHbIX JBHXXEHUW B
KayeCTBe OpUrHMHa/la, a TaKkKe KaK «MOTOPHbIM HeraTuB». XOTeJOChb Obl
paccMOTpeTb 3TO HeraTUBHOe PHUCOBaHUE KaK Bepcuio Apyroro. /lpyrou
3/leCb Ipex/Jie BCero B XyJOXXeCTBEHHOM IOBeJleHUHM, CHOBA IepeBOJAIIUM
JleICTBUTEJIbHOE U300paXKeHUe B YCJI0BHOE. JIOryTOB QUKCUPYeT NOJI0KEHHE
M JVHAMUKy PYKU IpPU PUCOBAHMM, QUKCALUs 3TUX BCIOMOraTeJbHBIX
JIBDKEHUUW SIBJIIETCS C OJHOM CTOPOHBI GOPMOM OTCTpPaHEHHUS, C JPyrou -
aJUII03UeN 3TOro OTCTPAHEHUS], TaK KaK CO3JaeTcsl TOJIbKO 3 PeKT KapTHHBI,
ee 3aMeHa, ee B HEKOTOPOM CMbIc/e Qa/blIUBKa U ee «APYyrou». ITo yxe He
»KUBOMMCh, 3TO PHUCOBAaHHE >KUBOMUCHU. XyJIO)KHUK HU3MeHseT cebe, TaK Kak
BbIIBJIIET JKECT >KUBONHUCH, ee CKpbIToe. COKpPBITOCTb WJU CTECHEHWUE,
npejie/ibHas  «MopHorpadus» HU300pakeHUs1 — JBa aHTUHOMHUYHBIX
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COCTOSIHUSI, KOTOpble puKcupyeT JIOoryToB. JTa aHTUHOMHS OOCJY>KMBAET
UJIEI0 HOBOU »KMBOIMHKCH, KOTOpasi OTKa3bIBaeTcs caMma OT cebs. OTKa3 Kak
»KePTBEHHOCTb B M0JIb3y HYJIEBOT'O COCTOSIHMS, KaK UJeoJiorus arte povera,
Kak ¢opMa, HaxoAdAlascsd B IOUCKE HOBBIX CMbBICJOB, WJIA HaobopoT
MaHUpecTanus 0eCcCMBbICJIEHHOCTHU U nepeXxuBaHUA 06pasHoro
NperMMyllecTBa, CBepxobpasa, IMONBITKM ero  mnpeobpaxeHusa. B
onpejieJIeHHOM CMbICJIE — 3TO AE€MOHCTpalUs 00JIM M300parKeHUs, TaK Kak
JIIO0e HeraTHUBHOE O3HAYaeT He TOJIbKO 0OOPOTHYI CTOPOHY, HO Npex/e
BCEr0 aHTOHKM MO3UTUBHOrO U300pakeHUs. B onpesiesleHHOM CMbIC/e — 3TO
HEBO3MOXXHOCTb TEKCTA, €r0 paCTBOPEHUE, NOUYTU pa30pBaHHbIN X0JICT JIydo
donTaHa. /[BMKeHne Kak ¢popMa BU3yaJIbHBIX CBSA3€H, KaK OOHYJIeHHUe.

Anpu Casa uCHOJIb3YeT MEeTOJ MCTOPUYECKOro ¢GuibMa, B KOTOPOM
NpOSBJIEH HALWOHAJbHBIM XapaKTep, OCOOEHHOCTH HWHJAUBUAYAJIbHOU
NaMATH, a TAKXKe OYeHb BAXXHbIM aCIEKT, KOTOPbIM CBAA3aH C apTUKYJIALUEN
MO3ULMKA  XYZOKHMKA KaK Jpyroro. YCJIOBHO CIOppealMCTHYeCKoe
NPOCTPAHCTBO, B KOTOPOM HaxOAATCS Tepou, NPOBOLMPYET JeHCTBHUE U
McnoJb3yeT 3¢GdEeKT HOBOM YYBCTBEHHOCTH.

Cana npefbsaBJysieT CBOeoOpasHble KOJbl U300pakeHUSA U PUKCALUU

YyBCTBEHHOCTU. Ero BbICKa3blBaHHWE CBfI3aHO C IMO3ULMEN aBTOpa,

KOTOPbIN IEPEHOCUT COOCTBEHHYI0 YyBCTBEHHOCTD B apPeKT, B peTuIlL.

Ha camom pene, ecrecTBeHHO, 4YTO Jit0OOe 3>KeJlaHUME CBSI3aHO C

NpeaBOCXHMIIEHUEM €ro YyBCTBEHHOCTH, C ero TomjeHueM. Casa

3aHMMaeTcsl UMeHHO 3ToW ¢opmol nepeHoca. C OAHOUW CTOPOHBI - OH

paboTaeT c npeackasyeMbIM U306pakeHWeM - uctopus 1395 gHen -

KOT/a 3pUTeJb BUJUT TO U300pakeHHe, KOTOPOe ero MpoBOLMPYET,

OOHa)KeHHBIW, He3aUUIeHHbId TEeKCT. 3JeCh NapajoKCcaJbHbIM

06pa3oM MPOUCXOJUT TO HEOXHUJAHHOe B ciaydae ¢ dusbmMamu Caua,

YTO ceryac MOXHO YCJIOBHO 0003HAYUTh KaK OOHYyJIEHUE N300paKeHUsl.

O6Hy/ieHHe u300pakeHUs B KMHeMaTorpade o3Ha4aeT B TOM 4YHUCJIE

aBTOPCKUM OTKa3 OT YyBCTBUTEJIbHOCTH, TOYHEE MOUCK BO3MOXKHOCTEN

ee 3aMmeHbl. Ha camom pgene Cana Bpaumjaetci B TOM COCTOSHUM

YyBCTBUTEJBHOCTH  (QuUJbMa, TJe  BO3HUKAeT  BO3MOXXHOCTb

JIEKOHCTPYKIIMU Hu300pakeHUs. Casa HacTavBaeT Ha TOM, YTO HET

MHOrO BOCIPUSATHSA, KpPOMe BOCHPUATHUS YyBCTBEHHOro. KMMeHHO

03TOMY BOCHPUSITUE BO3MOXKHOCTEW TeJla CTAaHOBUTCH CIIOCOOOM

pacmvMpeHrs NPOCTPAaHCTBA Kajpa. B 3ToM cMbIc/ie aBTOP BBIXOAUT 3a
npejeJbl pe/iesibl OTBETCTBEHHOT'0 BOCIIPUATHS, TO €CTh OYKBaJIbHOTO

CUMTBIBAaHHUSA M300pakKeHUs KaK OyKBaJIbHOTO. TeJsio- TeJslo, JUL0-JIULO,

OpraH-opraH 4 Tak Jlajiee. Ha camom Jiesie BO3SMOXXHOCTb MepeMeleHUsI

[0 Ier3axy TeJa, IULQ, - MeToJl, UHTepecyrwuuu Cana. To ectb ¢ ogHOM

CTOPOHBI - TPAeKTOpUs AENCTBUS, C APYrod - BOCIPOU3BeJEHUE TOU

CUTYyall¥H, KOT/la HEBO3MOXKEH JONOJHUTENbHbBIN CMbICII.

[ToxoKMM NPUHUUNOM OOHYJIEHUS MOJIb3yeTCs XyAO0KHUK AJieKceir

Kopcu. Ero pab6ora «J/[t060BHble NHUCbMa» - 3TO CTENeHb TEKCTa,

KOTOpPbIA HECMOTpPsSI Ha CBOKW INpeJejibHYId BU3YaJbHOCTb U
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BbIPA3UTEJNbHOCTb, OOHYJIAETCA XYJOXXKHUKOM [0 COCTOSHUS MYCTOTHI.
JltoboBHbIE NHMCbMa, HamnucaHHble ajgpecaty Ajsekcero Kopcu
NpeJ/ICTaBJAIT COO0M 11a0JIOH B XXaHpe MJIYTOBCKOro poMaHa. C ofHOHU
CTOPOHBI HaCMellKa XyJOXXHWKa, C [Jpyrom - 1pejesibHasd
YyYBCTBUTEJIBHOCTb K HEJOCTATOYHOU IJIyOUHE TEKCTA, Yyepe3 KOTOPbIN
HeJib3s BbIpa3WTb OTHOLIeHWe U JII0OOBb. B ompenesieHHOM cMbIcCiie
TEKCT, BbICblIaeMblii Kopcu, - 3To ondaTh ¢asbliMBKa, 060pOTHas
CTOPOHAa TEKCTa, ero He-3HadyeHue. Bo3HUKaeT cTpaHHbIM 3]QEKT,
3pdeKT Apyroro, Korja TEeKCT NPOYUTHIBAETCS, HO He TMepejaeT
3HayeHue. [loutn mno Metuy: «Bo Bcex CBOUX TPOABJIEHUAX
dbuJIbMHUYECKOE COCTOSSHHME W CO3HaTeJbHbIKM ($aHTa3M, 0OeCcCIOpHO,
NpUHaJIeXaT 60JpCTBOBaHUIO. boApCcTBOBaHMIO, HO HE ero HauboJiee
XapaKTepHbIM NpOABJEeHUAM. JlOCTaTOYHO TOJIBKO (QUJIbMHUYECKOE
coctTogsHUe W ¢$aHTa3M CpaBHUTb C JAPYTMMH COCTOSIHUSIMU
60 pCTBOBaHUS], 0COOEHHO C TEMH, KOTOPble OXBAaTbIBAIOTCS CJI0BOM
«aKTUBHOCTb» B €ro OOBIYHOM CMBICJIE, C €ro NpPaKTUYECKHUMU H
JlesiTeJIbHbIMA KOHHOTaLMsIMHU. B ocHOBe npocMoTpa ¢uibMa, Kak U B
OCHOBe CHOBU/leHUs HasBy (pabota Kopcu ycTpoeHa TakuMm 06pa3om,
YTO MOBECTBOBAaHHWE NKUCbMa MOKHO CYHATBHIBATh KaK MOBECTBOBAaHUE
KWHOKApTHHbI, CO CBOMMU BHUTHUEBATbIMU KYJbMUHALUSIMHU U
CHOBU/IEHUE, KaK BbIYMAaHHYI OCHOBY IpPH CO3JaHUHW KOHKPETHOTO
Tekcta — K.K.), 1exxuT cosepiianue, a He faelictBue» (Kpuctuan Mer,
Boobpakaemoe  o3Hauvawuiee. I[lcuxoananus u  kuHo.  CII6,
U3pnatensctBo EBpomneiickoro yHuBepcuTeta B CaHkT-IleTepOypre,
2010, ctp. 161). WUMutupyd NOpocMOTp K YTEHUE, TaK KaK OHO
CKOPEKTHUPOBAHO IOJ YHUBepCaJbHbIA #3blK, Kopcu roBopUT o0
BOOOpa)kaeMOM, TO €CTb O IMpeJCTaBJeHUHM W OXUJAHUH, KOHIIA
KOTOPOTO HEeT, TaK KaK ero BH3yaJIbHOCTb YCJIOBHO, OHAa KyNnMpOBaHa
MMEHHO TNpPOCTOTOM TEKCTa, ero noBTopseMocTblo. [lo3unus
3puTesisi/4yuTaTesii B TMpeJieJIbHOM CIJIOUEHHOCTH C TEKCTOM U
OJHOBPEMEHHO B pa300IleHHOCTH, TaK KakK ero MpocToTa
onpejessieTcsl HEBO3MOKHOCTbIO OYKBaJIbHOM UHTepIpeTanyu. B aTtom
B TOM 4YHCJe TPOSBJSAETCS €ro O0COOeHHOCTb WHAKOBOCTH. Kak
BHU3yaJIbHbIM TEKCT XaWHIA OJMUIX0Jblid, KOTOPbIA HMCIOJIb3yET
NPUHIUI JHEBHUKA, TO €CTb MMHUTAIUW cebs KaK HabJojaTens M
ByaMepucTa. IJTOT ByaMepUCTHUYECKHM MNPUHLMI MPUCYTCTBYET B
KaXJ0M paboTe Kak CUTyaluusi 3aMeHbl, Takxke Kak y Hwukosas
Ouumenko B «®obuu B3r/sJa», MOKbIOMEHTApH, B KOTOpPOM
peasbHOCTb APOOUTCS HA CETMEHThI — GpoTorpadpuyecKkor naMsaTH, 4yy/ia
W CllaceHHusl, B KOTOPbIX IJIaBHOE - B3IVISAJ Xy/IO’)KHHWKA, KaK B3TJISI/

JIpyroro Ha Jpyroe.
Kapuna Kapaesa
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