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Dear friends, colleagues, readers and authors!

Corpus Mundi is a periodic academic e-journal without printed forms (since 2020).
The journal publishes scholar articles, reviews, information resources, conferences and
other scientific materials.

We publish four issues in a year.
The working languages of the Journal are English and Russian.

The Journal is devoted to topical issues in the field of Body Studies, corporality,
history of corporality, Body in Mass culture and others.

Aim and Scope

Our goal is to create a virtual platform for exchange of views and discussions in the
field of Body studies. With this goal in mind, we aim to ensure that our online
publication performs important scientific functions — communication and information
— that will not only accumulate new developments in this field, but will also serve as a
basis for new discoveries and insights.

The Journal advocates the principles of dialogue of cultures and elimination of
conditions for possible conflicts of civilizations. It adheres to the principles of the
philosophy of non-violence, cultural and religious tolerance. The editorial staff aims to
remove language barriers and respect the boundaries of the national culture of each
nation living on our small planet — Earth.

Our team brought together specialists whose scientific activity is in one way or
another related to the study of corporality. In our Journal we are not going to be
limited solely to the human body, as we approach the problem of "corporality" from
the widest positions.

As we tried to create a space for international communication, we chose English
(international language of science) and Russian (as the project is an initiative of
Russian scientists) as working languages of our journal.

Our international team, which is represented in the editorial board of the journal,
includes specialists from Russia, USA, Great Britain, Spain, China and other countries.
All manuscripts submitted to the Editorial board undergo double blind review, which
is the fundamental scientific and ethical principles of our project. The digital nature of
modern international communications has enabled us to choose the online variant of
publication of articles (without physical printing). Therefore, our journal is part of the
Open Journal Systems, which allows us to organize perfectly the whole publishing
process, but also makes it possible to access information. After all, the reader gets the
opportunity to download any article from our site for free. We believe that only the
open exchange of information will allow mankind to make a serious breakthrough in
the development of science and technology.

We work on the principles of strict confidentiality and careful attention to personal
data of users. Therefore, the names and email addresses of authors of this online publi-
cation are used exclusively for the purposes indicated by this online publication and
cannot be used for any other purposes or provided to other persons and organizations.
In addition, this principle allows to maintain a high level of criticism and impartiality
when reviewing manuscripts submitted to the editor, since reviewers can not see the
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authorship of a particular work. The objectivity of the review is verified by double or
sometimes even triple reviews, which avoids one-sidedness when working with those
manuscripts that by their nature may go beyond one discipline or traditional ap-
proaches that are dominant at the moment. Our main principle that we focus on is

SCIENCE.

Best regards,
Editors

® Certificate of registration issued by Roskomnadzor: 9JI Ne ®C77-77 481
since 31 December 2019

® Materials are intended for persons over 18 years old.
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YBarkaeMble Opy3bs, KOIJIErH, YUTATENN U aBTOPHI!

CereBoe nsmanue Corpus Mundi sBisieTcst meprogUYecKUM HAayYHBIM H3JaHUEM, He
MMEIOIIUM ITedaTHOW ¢opMbl, U BbIITycKaeTcs ¢ 2020 roma. B cereBom m3maHuu
yOJIUKYIOTCS Hay4YHbIE CTaThbU, PelleH3UU, NHOOPMAIMOHHbBIE PECYPCHI, OTUETHI 00
9KCIIeAUITNIX, KOHPepeHIIUAX U IIpodyre HayUHble MaTepHUabl.

MgI BBIXOAMM €KeKBAapTAJIBbHO 4 pasa B TOJ.
PabounMu f3bIKaMU )KypHaJIa SABIAIOTCSI PyCCKUH M aHTITMHCKUI

CereBoe M3maHHe IIOCBAIIEHO AaKTYaJIbHBIM BOIlpocaM B cdepe TenecHocTH, Body
Studies, ucTropuu TeIeCHOCTH, TEIECHBIX MOAUMUKAIIHUI, TeTy B MACCOBOM KYJBTYype,
JIUTepaType U UCKYCCTBE U OPYTUM.

IMens mpoekTa

CosmaHue BUPTYaJIbHOI ILTOIIAAKY At OOMeHa MHEHUSMU U QUCKYCCHUI B 00JIaCTH
Body studies.

Vcxonss M3 9TOM I1eM, MBI CTPEMHMCS K TOMY, UTOOBI HaIlle CEeTeBOTO H3JaHUe
BBIITOJIHSJIO Ba’KHbIe Hay4HbIe PyHKIHHU - KOMMYHUKAaTUBHYIO u
NH()OPMAIITMOHHYI, KOTOpbIe IIO3BOJIAT HE TOJBKO AaKKyMyJIHpPOBaTh HOBBIE
OOCTIDKEHUsI B 3TOHM 00JIacTH, HO ¥ ITOCHYKaT OCHOBOM MJISI HOBBIX OTKPBITUI U
O03apeHUMN.

CereBoe mH3HmaHHWe BBICTYHAET C IIO3UIUN «HOEOJIOTHH» [HANIOTAa KyJIbTyp U
ycTpaHeHHs yclIoBHIT  KoH(pumukTa nuBmiamsanuil. OHO  Ipupaep:KuBaercs
IIPUHIIUIIOB GUI0COQUN HEHACHINA, KyJIbTYPHON M PEIUTHO3HON TOJIEPAaHTHOCTH.
Pemakius IpecieqyeT Iesb yCTpAHEHHUs S3BIKOBBIX 0apbepoOB M yBaXKUTEIBHOTO
OTHOILIIEHUs K I'PaHUIIaM HAaIlMOHAJIBbHBIX KYJIBTYP.

Hainr xomnexTus O6’I)eIII/IHI/I.TI CIIEMUAJIMCTOB, Ubd Hay4dHad OEATECJIBHOCTb TaK HJIHN
HnHadue CBsdA3aHa C HU3yd€HHEM TEJIECHOCTH. B cBoen pa60Te MBI HE CO6I/Ipa€MCH
3aMbIKAaTbCA JIMIIIb Ha TEJE quIOBCKa, TaK KaK MbI IIOOAXOOJMM K HpO6JICMe
«TEJIECHOCTHU» C CaMbIX LI POKUX TIO3UITUIM.

Takx kak MbI CTPEMHJIHCH CO3[aTh IIPOCTPAHCTBO MEXKIYHapOJHOTO OOLIeHHUs, B
KauecTBe pabouMx $3BIKOB CETEBOIO M3MaHWsS MbI BbIOpAIM aAHIJIMICKHUIT
(MeXIyHapOIHBIN A3bIK HayKH) M PYCCKUH (TaK KaK IIPOEKT ABJIAETCS MHUIIMATUBOMI
POCCHIICKHUX YUEHBIX).

Hamra MexxmpyHapogHyo0 KOMaH[a, KOTOpas IpeJCTaBlIeHa B PEeIKOJUIETHH CETeBOTO
M3[aHusl, BKIOUaeT B ceOs cmenmanucroB u3 Poccun, CIIA, Bemuko6puranuw,
Wcnanuu, KHP u gpyrux crpas.

Bce pykommcu, mOCTymamolue B H3AaTeNbCTBO, IIPOXOHAT MABOMHOE CJIEIoe
pelieH3UpOBaHUe, YTO COOTBETCTBYeT IIPUHIIMIIAM HAIIIero IIPOeKTa (OCHOBHBIE
3THYeCKHUe IIPUHIIUIIBI IIPeICTaBIEeHBI 371eCh). A IIUPPOBOY XapaKTep COBPEMEHHBIX
MEXAYHapOIHBIX KOMMYHHUKALUI JaJl HaM BO3MOKHOCTH BBIOPATh 3JIEKTPOHHBIN
BapMaHT IyOaukaiuu crareil (6e3 ¢usuyeckoil meuartu). IlosTomMy HaIll XKypHa
BxoguT B cucreMy Open Journal Systems, KOTOpBIF II03BOJNAET HIEAIBHO
OpPTaHM30BaTh BeCh M3AATEJILCKUIH IIPOLIECC U IIPEeJOCTaBIIAET CBOOOTHBIN JOCTYII K
nHpopMmanuu. TakuMm o6pasoM dYHUTaTelTh IIOJIy4YaeT BO3MOXXHOCTb OeCILUIaTHO
CKauaTh JIOOYIO CTaThIO C HAIllero caiita. MBI IlojlaraeM, YTO TOJBKO CBOOOIHBII
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o6MeH MHEPOpPMAIMeH JacT BO3MOKHOCTb UeJIOBEUEeCTBY CHeJIaTh Cephe3HBIN PHIBOK
B pa3sBUTHUHU HayKHU U TEXHUKHU.

Mpb1 paboTaeM Ha IPHUHIIMIIAX CTPOTOI KOHPUAEHIIHMATHHOCTU ¥ BHHMATEIBHOTO
OTHOIIIEHUA K IepCOHAJIbHBIM JAaHHBIM IIOJIb30BaTesnei. IlosToMy MMeHa U ajgpeca
9JIEKTPOHHOM IIOYTHI, BBEIEHHBIE HA CalTe 3TOr'0 CeTEBOI'0 M3MaHUs, UCIIOIb3YIOTC
HCKJIIFOUUTENBHO IJIs 1iesier, 0003HaUeHHBIX 9TUM CEeTeBbIM H3IaHHEeM, U He MOTYT
OBITH MCIIOJIB30BAHBI IS KAKUX-TU0O0 OPYTUX LieJlell MU IPeIOCTaBIeHbl APYTUM
JUIaM M OpraHM3alMsAM. OTOT IIPUHIMII II03BOJISET COXPAHUTb BBICOKYIO
KPUTHUYHOCTD 1 HEMIPEAB3ATOCTh IPHU PELEH3UPOBAHUN PYKOIIHMCEMN, IOCTYHAINUX
B peJaKIMIO, TaK KaK pEIeH3€HTbl He MOTYT BHIETb aBTOPCTBO TOM MJIHM HHON
padoTsl. OOBEKTUBHOCTh PEIeH3UM BepUQPUIIMPYeTCs ABOMHBIM HJIN IIOPOM Hayke
TPOMHBIM pelleH3UpOBaHHUEM, UYTO II03BOJIAET M30eKaTh OJJHOOOKOCTH IIpHU pabore ¢
TeMH pPYyKOIIMCAMH, KOTOpble II0 CBOEMY XapaKTepy MOTYT BBIXOAUTb 32 PaMKHU
OMHOM AVCIUILUIMHBI WM TPAAUIIMOHHBIX IIOAXOHOB, TOMUHHUPYIOIIUX B JAaHHBIN
MOMeHT. Ham riaBHBIM HpPHUHIIUII, Ha KOTOPBIM MBI OpPHUEHTHUPYyEMCSH, -—
HAYYHOCTHD.

C yea>keHuem,
pedakyus >XxypHaaa

® CauperenbcTBO 0 perucTpanuu BeifaHo Pockomuamzopom: IJI Ne C77-
77481 ot 31 nexabps 2019

® Ony6iuKoBaHHBIE B KypHaje MaTepHasbl IIpeJHa3HAUeHbI I JIUI] CTaplie
18 mer
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Corpus Mundi. 2020. No 1 ( )
Ob1ieTeopeTnuecKue BOIPOCHI NS 11 W

EXTENSIONS AS TECHNO-SOMATIC
ASSEMBLAGES: TOWARDS A HISTORY OF THE
IDEA’

Sergei V. Sokolovskiy (a)

(a) Institute of Ethnology and Anthropology of Russian Academy of Sciences. Moscow, Russia.
Email: sokolovskiserg[at]gmail.com

Abstract

The article deals with the sesquicentennial history of the concept ‘extension’,
popularized by the founder of proxemics Edward Hall. Introduced during the early XX
c., the concept gained currency in contemporary anthropological ecology, media
theory, and sociology. A number of scholars, including the founder of the philosophy
of technology Ernst Kapp and that of psychoanalysis - Sigmund Freud, had
contributed to the theory of extensions further developed by a visionary engineer
Richard Buckminster Fuller and Canadian media theorist Marshall McLuhan. The
author discusses the place of extensions among other types of techno-somatic
assemblages and suggests a typology of extensions according to their topological
location, relative size, and the human faculty or function that a particular extension
magnifies or supersedes. The history of the concept enables one to assert that human
cultural artifacts could be viewed as a certain organ’s or somatic function’s dilation or
amplification and that one’s body and mind occur in stable relations with technical
artifacts (various tools, appliances, machines, infrastructures) well before birth as parts
of techno-somatic assemblages. Extension as a special type of hybrid techno-somatic
entities, as a chimeric concept, uniting somatic (natural) and human-made (artificial,
cultural, technical) elements, becomes the encompassing notion for culture and
technology in their entirety, a bridge between body and mind, on the one hand, and
technical milieu, on the other. The author assesses the implications of such a view for
body, memory, and death studies.

Keywords

human corporeality; extension; technical media (technosphere); technomorph;
assemblage; Edward Hall; Herbert Marshall McLuhan; Richard Buckminster Fuller;
Sigmund Freud; Ernst Kapp
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QKCTEHCHUUN KAK TEXHOCOMATHUYECKHME
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AHHOTAITUA

B craree paccmarpuBaeTca Oosiee UYeM IIOJNyTOpaBEKOBas MCTOPUS IIOHATHA
9KCTEHCHS, BBENEHHOTO0 B IIUPOKUHM 000pPOT aMepUKAHCKUM aHTPOIIOJIOTOM,
OCHOBATEJIEM HpOKCCMI/IKI/I SJIBEIPJIOM XOJIJIOM, M HUCIIOJIBb30BAHME 3TOT'O IIOHATHUA B
pHI[C AUCHUIIJIINH, BKJIIKOYasia aHTpOHOSKOJIOI‘I/IIO, IICUXOaHaAJIN3, Teopmo Mequa mu
COMMOJIOTHIO. OHpeI[eJIHCTCH BKJIag OTOEJIBbHBIX I/ICCJICJIOBaTCJICfI B pa3pa60TKy 9TOTO
IIOHATHUA U COHpH)KeHHbIX nin KOHKYPI/IPYIOII_II/IX C HUM KOHILEIITOB. OHpCIICJIHCTCH
MeCTO 3KCTEHCUM B pHIIy JIPYI‘I/IX THUIIOB TEXHOCOMATHUUYECKUX C60p0K. HpennaraeTCH
pa60qaﬂ THUIIOJIOTHUA CaMUX SKCTeHCHﬁ, y‘{I/ITLIBaIOHIaH X OTHOCUTECIIbHBIC paBMepr,
TOIIOJIOTHMUYECKOE IIOJIOKEHHME OTHOCHUTEJIIBHO Tejla Hu KOHerTHbIe (i)YHKLII/II/I nin
CHOCO6HOCTI/I YeJI0BEKa, KOTOpBIe 9T 3JSKCTEHCUU YCI/I.TII/IBaIOT, NI 3aMEHAIT Uu
BBITECHAIOT. AHaJII/IB I/ICTOpI/II/I paSBI/ITI/Iﬂ IIOHATUA 9KCTECHCUA IIO3BOJIAET
yTBEPKHATh, UYTO BCe apTedaKThl UeJIOBEUECKOHN KyJIbTYPbl MOTYT pacCMaTPHUBATHCS
KaK 3SKCTEHCHUHM OIIpefeJeHHBIX TeJeCHbIX OpraHOB MM (QyHKUHM, KaK HX
IIPOJOJDKeHNE WIIM aMIDIN(UKAIWS, ¥ YTO TEJIO0 M IICUXHWKA YeJOBeKa eIre IO ero
pO)KJIeHI/IFI OKa3bIBAKTCA COl'IpH)KeHHI)IMI/I CO MHOXECTBOM TEXHMUYECKUX apTeq)aKTOB
(MHCTPYMEHTOB, alaparoB, MAIlWH, UHPPACTPYKTYpP) U BBICTYIIAIOT B KauecTBe
JIEMEHTOB TEXHOCOMATHUUYECKUX aCC&M6JIH)KeIV/I. SKCTCHCI/IH KaK OCO6bII>'I TUII
I‘I/I6pI/IIIHOIV/I TEXHOCOMATUUYECKON peaJII)HOCTI/I, KaK XI/IMepI/I‘ICCKOC IIOHATHE,
O6’beIII/IHHIOIlI€C B CBOEM COIIep)KaHI/II/I TEJIECHOE (HpI/IpOIIHOC) nu HpOI/ISBeIICHHOC
YeJIOBEKOM (KYJIbTypHOE, TEXHUYECKOeE, I/ICKYCCTBCHHOG), CTAaHOBUTCSI B TaKoU
paCH_II/IPEHHOIV/I TpaKTOBKe CUHOHMMOM TE€XHHUKH WUIN KYJIbTypr B II€JIOM, MOCTOM
Memny IICUXUKON U TEeJIOM, C OJIHOI‘/'I CTOpOHbI, %8 MI/IpOM TeXHOKYJIbTyprIX
apredakToB, ¢ Apyroi. KpaTko paccMaTpuBaIOTCS CJIEICTBUS 3TOTO YTBEPKIEHUS
JJIA I/ICCJICI[OBaHI/Ifl JeJIOBE€UEeCKUX TEJIECHOCTU, CMepTI/I M IIaMATH.

Knrouessie ciioBa

yeJloBeUecKasi TeJeCHOCTb; SKCTEHCHS; TeXHOCpena; TexHoMopda; accaMOIIDK;
9nBapp Xosr; Mapiania Makimoss; Puuapn bakmuncrep ®@ymiep; 3urmynn Ppeiin;
9pHcr Kanm
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BBEJEHUE

B psme mnyOmukamuii aBTOPYy YK€ IIPUXOMWIOCH IIHCATh O
pa3IUUHBIX THMmax cOOpok (accaMmOisyKel, MHOKECTBEHHOCTETN)
TenecHoro u Ttexuuueckoro (CokomoBckuit, 2016; 2018b; Sokolovskiy,
2019). Tumojorum 3THUX C60p0K, OCTaBasCh IIpeABapUTEIbHBIMU,
COXpaHSIOT, TeM He MeHee, CBOIO II0JIE3HOCTh B MUCKYCCUAX MEXIY
IIOC/IEIOBATENIMU PA3JIUYHBIX BADUAHTOB TPAHC- U ITOCTTYMaHU3Ma, a
TaKKe B MEXKIUCIUILUIMHAPHBIX WCCIETOBAHUIX TEIECHOCTH, MeEIua,
STS, mamsaru u cmeptu (CoxomoBckuii, 2019; Sokolovskiy, 2021). Ux
paccMOTpeHMe U yUeT UMEIOT IIPSIMOe OTHOIIeHHe K IpobeMe TPaHUI
Tesla, U3ydYaeMbIX He TOJIBKO B XOJ€ aHaJIM3a Pa3JINUHBIX [TaTOJOTUM U
M3MeHEHHBIX COCTOSHUII CO3HAHWs, HO U, HAI[pUMep, IIPU pa3paboTke
POGOTOTEXHUKN WIJIU YeIOBEKO-MAIIUHHBIX CUCTEM, B TeJIEMEIUIIUHE U
B BOEHHBIX ITPUIIOKEHUSIX.

YenoBeuecKkue Tejla BCET[a y’Ke BKIIOUEHBI B Pa3HOOOpa3HBIE
COOpKM TeXHO-OPTaHUUYECKOM IIPUPOABI, U CaMO HUX pa3HoobOpasue
SIBIIIETCSI  XaPAKTEPUCTUKOM YejoBeKa C TEPBBIX MOMEHTOB €To
BO3HUKHOBEHUsI W 3BOIONMU. He Bcerma atu mexHe- HOCAT (PU3UKO-
MaTepUANbHBIN XapakTep: MHOTHME YMEHUs, HaBBIKM, IIPUBBIUKH,
o0bIyay U pPyTHUHHBIE AeHCTBUs (IIPAKTUKU), a TaKKe OOYCIOBIEHHBIE
KOHKDETHOI KyJIBTYPOU IBUTATEIbHBIE U peueBble CTEPEOTUNBI U
TeJIeCHbIE QUCTIOSUIIUU B PACCMATPUBAEMOM 3€Ch EPCIEKTUBE MOKHO
OTHECTM K TeXHHKaM B  IINPOKOM  CMbICJIE  CJIOBa, T/e
apruduipoBanHble  (“MCKyCCTBEHHBIE', TO €CTb  00YCIOG/IEHHbie
/MmexHo-/KyITbmypoti U 60ChUmaHuem) 31eMeHTbl 00beJUHEHbI B eIUHOE
1[eJI0e C eCTECTBEHHBIMU TCUXO(PUUOIOTUYECKUMU BO3ZMOKHOCTSIMU
JeJI0BeYeCKOTO OopraHusMma. Takue [IEeJIOCTHOCTU penKo
KBUTHQUIIUPYIOTCS KaK THOpPUOHBIE, OJMHAKO U B HUX TEJIECHOCTh U
IICUXMKA OKAa3bIBAIOTCS HE TOJBKO M HE MPOCTO OKYJIBTYPEHHBIMU —
camMa KyJIbTypa KakK 3aBeloMO apTHUQUIMPOBAHHAs IEIOCTHOCTh
BBICTYTIaeT 37eCh B KauecTBe (pyHAaMeHTa, Ha KOTOPBIN OIUPAIOTCS U
TEJIECHOCTb M IICMXMKAa 4eJIoBeKa. dJalme, OIHAKO, MexHUKU meia
(repmun Mapcens Mocca — Mauss, [1934] 1936) uau COMaTOTEXHUKU
caMH OKa3bIBAaIOTCd KOMIIOHEHTAMU 0oJiee CIIOKHBIX accaMOJISKEM, B
KOTOpPblE OHU OKa3bIBAIOTCS BKIUEHHBIMU. BbIpa)kaeTcs 9T0 B
opopMIeHUN HABBIKOB, YMEHUII, IIPUBbIUEK, TEIECHBIX AUCIIO3UIIUIL,
CBSI3aHHBIX C  PETYJSIPHO  HCIOJAb3yeMbIMU  HMHCTPYMEHTaMH,
armapataMiu, — MalllMHaAMU,  UHQPPAcTpyKTypaMu, TO  €CTh  C
apmegakmamu B CaMOM IIMPOKOM CMBICIE ciioBa. VIMeHHO Takue
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cbopkn u OyOyT BBICTyIIaTh B KayeCTBE OCHOBHOTO IIpegMeTa
TIpeIPUHUMAEMOTO 3[[eCh PACCMOTPEHUS.

B maHHOIT cTaThe 51 XOTeJ ObI PAaCCMOTPETHh UCTOPUIO JIUIIH OJHOTO
TIOHSITHUS, SIBJISIFOIETOCS YaCThI0 YIIOMSHYTBIX BBIIIE THUIIOJOTHH, C
I[eJIbI0 YTOYHEHWS €ro COBPEMEHHOTO COAEep)KaHUS U  OIeHKU
9BPUCTUYECKON I[€HHOCTU I MEXTUCHUILIMHAPHBIX KCCIeqOBAHUN
Tesa (1.e. miia body studies). 11 ero 0603HaUeHUS B PyCCKUX IIepeBOJaX
yIoOTpeOIsAINCh TaKue TEPMUHBI KaK pacuwuperue, 0obaseHue,
npodosiceHue, npooseHue, NPucmMaska U Op., UMeIOIHe, BIIPOUYEM, TOT
HEIOCTaTOK, YTO WX  CeMaHTHMKAa  MAaCKUpOBajia  3HAUYEeHUS
9KCTepHATU3AUU u yCUIeHUs (amIuTH KA ) ITU
COBEPIIIEHCTBOBAHUS KaKOU-IM00 (QyHKIMU WIM KOHKPETHOTO OpraHa
YeJIOBEUECKOTO Tesia. ITO OOCTOSITETBCTBO MAeNaeT IPeqIOUYTUTETHHBIM
COXpaHeHUEe HCXOJHOTO JIATUHCKOTO TEePMHUHA 3KCTEHCHUsS B KadecTBe
POMIOBOTO, U UCIIOJIb30BAHUE OCTAIBHBIX OKKAa3MOHAIBHO, IT0 KOHTEKCTY
yrorpebiaeHus. B xome paccMOTpeHUsI HCTOPUU 3TOTO TEPMUHA 51 KPATKO
oxapaKTepu3ylo  HeKoTopble u3 ero anamoroB ([Ipdcbeoig,
Organprojektion) 1 BbITECHEHHBIX UM TEPMUHOB-KOHKYPEHTOB (innering,
outering, dilation, ablation), a Tak)Xe mpeaCTaBII0 HAOPOCOK TUIIOJIOTUU
CaMHX 9KCTEHCHUMH.

VCTOPUA NOABJIEHUA TOHATHUA “9QKCTEHCUA”

[TosiBileHMEe B COLIMAJIBHBIX HayKax TepMUHA 3KcTeHcus (extension)
OOBIYHO CBSI3BIBAIOT C UMEHEM CO3[JaTelisd IIPOKCEMUKHU, aMEePUKAHCKOTO
agTpomosyiora  JaBapga Xoia, a  ero  HOONyJIdpHu3alui u
pacripocTpaHeHUe — ¢ TYOJIUKAIMsSAMHM KaHAJICKOTO TeOpeTHKa Meaua
Mapianna MaxkiTiosHa, HCIOJIb30BABIIMX €ro B CBOMX paborax 1950-
1960-x rT., @ TaK)Xe B CEpUHN IIMCEM MHOTOJIETHEM II€PEIUCKU (Rogers,
2000). Xors MakirosH IIpeTeHJ0Bal Ha IIEPBEHCTBO BBEJEHUS HOBOTO
moustus (Molinaro & e.a., 1987, p. 287), TPYQHO OCIIOPHUTH TOT (HAKT, UTO
Xomn eme B 1953 1. B pabore “AHanu3 KyJabTypbl’, HAIIUCAHHOM B
coaBTOpCTBe ¢ yueHuKoM IaBapaa Camupa — [xopmxem Tparepom (Hall
& Trager, 1953), ynoTpe6isil TepMUH extension, BI[poYeM He IIPUBOJS €ro
OIlpeneeHNA U He IIPOBOAA CIIELHUAIBHOTO aHAIM3a, HO OTPAaHUYNBAACh
JHUIIb 3aMedyaHueM o) CyLIeCTBOBAaHUU «MaTepUaIbHBIX,
OpPraHM3allMOHHbBIX, 9KOHOMUYECKUX U MHTEPAKIIMOHHBIX 3KCTEHCUU Y
yeJOBeKa U JKUBOTHBIX» (p. 9). Ba)kHO TOOUEpPKHYTH, UTO YK€ B ITOU
paHHelT paboTe yeJoBeuecKasi KyJIbTypa pacCMaTpUBaIach aBTOPAMU KaK
9BOJIIOIIMOHHOE PAa3BUTHE CYIIeCTBOBABIIUX U Y JKUBOTHBIX CIIOCOOOB
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M3MEHEHUs] MaTepUaTbHOU Cpebl (THEe3M, JOTOBUIL, HOP, MAyTUHBI U
T.J.) ¥ ee IIPUCIIOCOOIeHHS K COOCTBEHHBIM HY KIaM.

B xuure 1959 r. “Hemoit s3bik” XoJul 3aKpemmy IIPUOPUTET,
BEPHYBILIUCh K IIOHATHUIO OSKCTEHCHUH, TIJABHBIM 00pa3oM B TJIaBe,
osarmasiaennoit “CioBaps kynbrypsl” (Hall, 1959, p.57-82). O6cyxnmas
BBeJleHHblE UM pa3IUuUsi MeXAy (QOpMaIbHbIM, He(pOPMAIbHBIM U
TEXHUYECKUM MOAyCaMU KyJIbTYpbl Ha IIpUMepe JIbDKHOTO Oera, OH
IIKCAJI O JIbDKAX KaK O peaJIbHOM ITpoaosnKeHnu HOT (“actual extension of
the foot”) u mpexpacHo amanTHpoBaHHOM OpraHe IepenasrxkeHus (p. 87).
OH ymoMHHA&JI, YTO M B JKHBOTHOM MHpPE HEKOTOpble OpPTaHU3MBbI
Pa3BUIHU «CIIEIIUATU3NPOBAHHbIE 9KCTEHCHUU CBOUX TeJ, 3aMEHSIOIIIe
TO, UTO MOTJIO OBI [IeJIaTh CaMO TeJIO, MU OCBOOOKAAOIIINE eT0 ISl APYTHUX
Bellleri», Ha3bIBas B KAUeCTBe IIPUMEPOB MayUYbU CeTHU, KOKOHBI U THe3/a
y oty ¥ pei6 (p. 79). Xoa1 mOmUepKUBAeT, UTO y YesloBeKa 3KCTEHCHUU
CTAIU CaMOCTOSITEIbHBIM U BeChbMa Pa3BUTBHIM CIIOCOOOM 3KCILTyaTal[lu
PeCypCOB OKPY KaIoIIleH Cpebl:

Ce200Hs ueno6ex pa3susl IKCMeHCUU npakmuuecku O 6ce20 Umo oH
06blYHO Oeslanm ¢ NOMOWbI0 C60e20 mend. IEOMHYUL  OPYHUS
HauuHaemcs ¢ 3Y606 U Kynaka u 3asepuiaemcss amomHoti 60MOO0T.
Odesxcoa u 0oma AETANMCA Y UET06eKA IKCMEHCUAMU OUOTI02UUeCKUX
MeXaHu3mo6 KOHMPposs memnepamypol. Mebemv 3ameHsem cudeHue
HA KOPpMOUKax umnu Ha 3emie. IIeKMPOUHCMPYMEHMBbL, OUKU,
mesnesudeHue, meynegoHbl U KHU2U, Hecyujue 20II0C depe3 6pemeHa U
npocmpancmea, AGNANOMCA NPUMEPAMU MAMEPUATLHBIX IKCMEHCUT.
Lenveu 6vicmynatom kak cnoco6 npoonenus (extending) u cbepexcerus
mpyoa. Hawu mpancnopmmuvie cemu menepv 0enaiwom mo, Umo Mbl
npescoe 0enanu ¢ NOMOWwbl0 co6CmeeHHblx Hoe U cnuH. Pakmuuecku
6ce MamepuanvbHovle eUju MOZYm PaccMampusamucs KaK dKCMeHCuu
Mmoo, Umo uenogex npejcoe GbINOTHSL C NOMOWbI0 C60€20 Mmeya UTu
Kakoti-mo ezo cneyuanusuposartoti uacmu (p. 79).

Maxkuti09H, TeM He MeHee, He 0e3 HEKOTOPBIX OCHOBAaHUM, CUUTAI,
YTO MAes 5KCTeHCUN IMPUHAISKUT eMy. B muceme ot 27 deBpans 1962
I. OH IIMCAJI CBOEMY JPYTy U YYE€HUKY, CBAILLIEHHUKY-Ue3yuTy Bambrepy
Omnry:

Bempeuanu nu Bot pabomy 3.T. Xonna? Ou ymeepicoaem, umo 63571
C6010 UOeH MeXHOI0ZUli KaK dKCMmepHATu3ayuu pasyma u @yHKyuu
(outerings of sense and function) y bakxmuncmepa. A e He 6parn ee Hu
y xoeo (Molinaro & e.a., 1987, p. 287; Rogers, 2000, p. 122).
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Peub 3mech MOET, pasyMmeercsi, O Pa3IUUYHBIX BEPCHUAX HUCTOPUU
TIOHATUS, CTOSIIUX 32 PasHbBIMU TEPMUHAMMU, U O HIOAHCAX 3HAUEHWUS,
WIN CeMAaHTUUECKUX KOMIIOHEHTaX (OPMUPYIOLIEroCss TOHSTHS
(rpymmbl  OIM3KUX IIOHATHUI), CTOSIIMX 3a B TOT IIEPHUOJ ellle
HEIOCTATOUHO pa3pabOTAaHHOM UOeell KyJbTypbl M TEXHHUKHU Kak
9KCTEPHATUBALMN YeJIOBEUeCKUX pasyMa U Tejla, WJIU CBOEro poja
“IpoODKEHUN” W “YCHJIEHUN CIEUATU3UPOBAHHBIX QYHKIUN U
OpraHoB. MaK/Il09H pa3BUBaIl UAEI0 S9KCTEHCHUIT B IIPUIOKEHUN K MEIHA,
cuMTas BCIEN 3a KAHAICKUM COI[rosioroM Menua laponbmom MHHECOM,
YTO MMEHHO TEXHOJOTMU KOMMYHHUKAIUU (POPMHUPYIOT 001IecTBO. B
OJTHOIT CBOMX IT€PBBIX KHUT OH ITHCA:

Bce medua — om ¢onemuueckoeo angasuma 00 Komnvromepa —
AGIAOMCS  IKCMEHCUAMU  Ueslo6eKd, Gul3blealuumu 2my6oKue U
OnumesivHble 6 HeM U3BMEHeHUs U mpanchopmupyrowjue ezo cpeoy.
Hanpumep, [cmpoumenvHblil] KpaH s6nsemcs  NPoooseHUuem
[extension] pyku, a komeca — 3xcmeHcusmu Hoe. KommyHukamueHvle
mexHonozuu “‘pacmseusaiom’ [extend] uemoseueckuil mMo3e, NO360JssA
emMy KoHmakmuposambv ¢ yoaneHHviMu uacmsamu mupa (McLuhan,
1962, p. 13).

[lapajnenpHO i1 BBIp@KEHUs TOM ke wumen MakirosH
WCIIONB30Bal TepMUHBI innering’ (OyKB. 06HYympeHue, yceoeHue),
‘outering’ (osHewHenue) u ‘dilation’ (pacwuperue). Tlo TTOBOTY IEPBBIX
OByxX 9. X0JJI 3aMevaerT:

Mapwann Makmiosn 06bluHO 2060pUT 00 06HYMPEHUU U 08HEULHEHUU
(npoyeccax, komopvie OH HaAOTOAT ) UeI06eKa), HO Mano Kmo
002a0bl8AJICS, UMO OH UMeem 6 6UdY, NOKA OH He HAUAT PACCYHOAMmb 6

mepMuUHAX SKCMEHCUll — mepMuHe, KOMOPbLil OH 6 C60ell KHuze
«anaxmuka I'ymmenbepea» 3aumcmeosan y agmopa ... (Hall, [1976],
1989, p. 245).

CienyeT, 0OqHAKO, OTMETUTh, UTO HUCIIOJIb30BaHUE HUOEU IKCTEHCUU
WIM “OBHELIHEHUs (QYyHKI[UI B KOHTEKCTE MeIUa MCCIIeOBAHUM OBLIO
HNEeCTBUTENBHO HOBAaTOPCKUM. KpoMe TOro, coueraHue ‘OBHYTpeHUs W
“oBHeIIHeHUs JIydIlle OMUCHIBAIO BCIO COBOKYITHOCTh B3aUMOIENCTBUS
Tela YW KOMMYHUKATUBHBIX TEXHOJIOTUI, WJIN TEXHUKH BOOOIIe,
IIOCKOJIBKY OOBEeIUHSIIO IIMUPOKUI KJIACC TEeXHUK Tejla, a HMEHHO
yMEeHUH, HaBBIKOB, OBUTATEJIbHBIX CTEPEOTHUIIOB M T.II., TO €CTh BCETO
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TOro, YTO OBUIO OCHOBAHO Ha HMHCTPYMEHTAJIBPHOM HCIIOJIb30BAaHUU
CaMOI'0 YeJIOBEYECKOTO Tejla M €ro YJIEeHOB — C 3KCTEHCUAMHU U
IIPOCTETUYECKNMH YCTPOMCTBAMH, PACIINPAIIIUMMY U YCUIUBAIOIIUMHA
PYHKUMU TeNleCHbIX YMEHWI, IS Yero TpeOOBaJIOCh ~HOCTpauBaHUE
TeJa C ITIOMOINBI0 BHEIIHUX YCTPOMCTB, MHCTPYMEHTOB M aIlllapaToB.
[Tomumo 3TOTO, ‘OUtering’ MpM OMMCAHUU 3bIKA KAK HHCTPYyMEHTA GBLIO
cBa3aHO y MaxkiiosHa elme © € CO3BYyYHBIM emy uttering’
(BpickaspiBanueM). Ccburasch, HAIpuUMep, Ha CBO pabory 1960 T.
«BmsaHMe KHUTOIIeUaTaHU Ha A3bIK B XVI Beke» (B KOTOPOI, BIIpOUeM,

9TO paccyXKIgeHue B ero MocioBHOI ¢opme orcyrcrByer) (McLuhan,
1960), oH TIHIIIET:

A3biky, A6IAACH  POPMOTL  MEXHOI02UU, KOMOopas cocmoum U3
pacwupenus (dilation) unu 6vickaszvieanus u o6HewHeHus (uttering'
/outering/) 00HO8PEMEHHO 6cexX HAWUX UY6CMS, 6 C60K ouepeddb
HeMeOJIeHHO  OKA3bl8alomcsi — NOOGEPHEHHbIMU  GIUSHUIO — UTU
8MopieHUI0 1100020 Mexanuuecku ycunerHozo (extended) wyscmea. To
ecmb NUCLMO HenocpedcmeeHHbIM 00pa3om 6030€elicmeyem Ha peub, He
MOJILKO HA ee AKYeHMyayur U CUHMAKCUC, HO U HA ee NPOU3HeceHuUe
(enunciation) u coyuanvHoe ucnonvzosarue (1962, p. 35).

Bompeku cBoeMy yTBep)kaeHHIO B mucbMe OHTIY (BIIOJIHE BEepOSATHO
— He 0e3 BIUSHUS XO0JUIa, YIIOMHUHABIIIETO TaK)Ke U B CBOE IIepeIrcKe ¢
MaxIIF09HOM MCTOYHUK, OTKY/1a OH II0YEePIIHYJ caM TePMUH), y)Ke JIeTOM
1962 r., BO BpeMs JMYHOTO 3HAaKOMCTBa ¢ Pmuapmom bakMmHcTepom
dymepoM, COCTOSIBIIIETOCS B paMKax T.H. [leoccKoro cumrmosuyma’,
Maxi09H Hpu3HaI IIEPBEHCTBO TOTO B AaHAIM3€ M XPOHOJOTH3ALUU
(phasing) MexXaHUMYECKHMX M IIPOYMX OSKCTEHCHUI, OIyOIMKOBAHHBIX
dynnepom emne B 1935 1. B kHure «[leBsath nemouek po Jywusr» (Fuller,
[1935] 1938) u pa3BUTBI X UM B HOUAAaKTHUecKoW moame Untitled Epic
Poem on the History of Industrialization (1940/1962).

1 M3BecTHO, YTO CIIOBO ultering MOSBUIIOCH B CPEJHEAHTIUIICKOM U3 CpeJHEHUIEPIAHICKOTO
uteren, TIIaroJia C TeM >Ke 3HAUEHMEM, UTO M aHTJI. utter; He UCKIIIOUEHA CBSA3b uteren c jatT. uterus
(Marka), U, cTazo OBbITh, 3STUMOJIOrUYECKas OIM30CTh BHICKA3bIBAHHUA K “OBHEIIHEHUIO”
(poxmeHuI0).

2 CuMIosmuyM, Ha KOTOPBII IPUITIALIATUCH BeIYyLIHe HHTEIIEKTYaIbI ((PUI0codbl, HCTOPUKH,
9KOHOMUCTBI, APXUTEKTOPBI, COLIMOIOTH, AaHTPOITOJIIOTH, TeOTpadbl U 6HOIOTH), OPTaHU30BbIBAI
Ha CBOEH sixTe GoraTsiil rpeueckuit apxurekrop Korcrantun Jokcnamuc. [IpoxoquBuinii B
IrerickoM Mope KaKIBII UIoNb ¢ 1962 1o 1975 IT., 3TOT popyM OOBIYHO ATINIICSI OOHY—ABEe HelelHn
U ObLT IIOCBSIIIIEH INI06AIbHBIM IIpo0iIeMaM JII0ACKUX IIoCeeHUH (T.H. 9KUCTHKe). VIMeHHO Ha
HeM Maxkiioss mosHakomucs ¢ Pymrepom. B 1964 1. mo pekomeHmanuu MakirfosHa Ha HEro GbLI
npuriaites u Xosur. Bece Tpoe yike cOCTOSIN K TOMY BpeMeHU B PETYJISIPHOM IIepEITICKe
(Molinaro & e.a., 1987, p. 308; Rogers, 2000, p. 122).
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Pyuuapny Bakmuucrep @ymmrep  (1895-1983), amepuKaHCKHUIA
apXUTEKTOp, H300peTaTesb TeOme3UUYecKOH cdepsl, II03T, ¢HIocod,
BU3HOHEP-PYTypoJIOT, COBpeMEHHHUKHN KOTOpPOT'O Has3bIBAIM ero mAa
Bunuu XX Beka, aBTOp 0OoJjiee MBYX HECATKOB KHUT U COTEH CTaTew,
paccMaTpuBasi B CBO€M IHepBOI KHUTe OOJe3HH IUBIIM3AIUU U
CJIeCTBUS HEBEPHBIX I'PalOCTPOMUTENIPHBIX pellleHHUI, pa3BUBaJl BeCcbMa
OPUTHMHAJBHBIM B3IJIAJ Ha 4YeJIOBEKAa M KYJbTypy, IIpeaaragd
pa3BEPHYTYI0 HH)KeHEPHO-XMMHUYECKyI0 MeTadopy OpraHH3aluu
obmiecrsa. B paMKax 3TOU MeTaq)opr, OH OIIMCBHIBAET YesioBeKa Kak  28-
CyCTaBHOHM OwWIlel Ha MOXYJIBHOM OCHOBE, ... C 62 TBICAUaMU MIJIb
KalluJUIIPOB~,  “3aBOJ  9JIEKTPO-XUMUUECKOTO  BOCCTAHOBIEHUS  C
XPAaHWJIUIAMU SHEPTUU B 0COOBIX aKKYMYJISATOPaX , IIPOCTYIO ~ 3JIEKTPO-
XUMHUYECKyI0  KOMOWHAITUIO  HEONYIIeBIeHHBIX  JHEePTreTHYeCKUX
MOJIEKYJI”, YIIPaBiIsieMyl0 KaK KopaOiab 6ecCMepPTHBIM (PaHTOMHBIM
KanuTaHoM . KyspTypa ommmchIBaeTcss UM Kak

6ceco  JNUWDbL Widz OmM  UCKYCCMBEHHO CO30aHHbIX IKCMeEeHCUll
nosepxHocmu mena — 00ex0vl — K JIUTUWY, U Om XUIuwa — K
Mupuadam opyouti u UHCMPYMeHMOS ... POIOEHHbLX HE0OX0OUMOCTMbH
Onsg  cogepuieHusi onpedeneHHvx  PyHKyull, aU60 ¢  GomvuLel
mouHocmbio, ubo c¢ Gonmvuletl cunoti (leverage), Hexcenu me, umo
MO2TTU COBEPULAMBCST UCXOOHBIM MEXAHUZMOM: 3ybouucmka, Hanpumep,
JIyuule 6bINOSIHAeM PYHKYUI 0UUCMKU 3)0086, Hexcelu HO20mb, U Jiecue
noooaemcs samere (Fuller, 1938, pp. 18-21, 25-26).

TakuM o060pasoM, OH IIOAYEPKHUBAJI 3HAYMMOCTHh [BVIKYIIIUX
MOTHBOB 3KCTePHAJIHU3AINH, MEHCTBYIOIIUX B IIPOIECCaX peaTn3aIlluu
YeJIOBEKO-MHCTPYMEHTAIbHBIX W YeJIOBEKO-MAlIMHHBIX TI'HOPUIHBIX
nenxoctHocTer. OnHako u Pyiuiep, KHUTU KOTOPOTO CAEJIAIN CBOM BKJIAJ
B (popMupyIOIIIHecs IIpeacTaBIeHNus 00 SKCTEHCHUSIX B 9KOJIOTHUU (3[1eCh,
BITpOYEM, IIEPBEHCTBO II0 IIPaBy IPUHAMISKUT XOJIIy), KaK U B Meaua
MCCIeIoBaHUsl (HUCKOJIBKO He yMaulsisi 3HaUYMMOCTH paboT MaxitiosHa),
He ObLI IepBbIM M3 TeX, KTO OTMedaJl HaJlu4yuhe TECHEWNINUX CBA3eNn
MEXIy UYeJIOBeUeCKHM TeJIOM M IIPOM3BEIeHHOM C €ro IIOMOIIIBI0
TEXHOCpPeOOM KaK COBOKYITHOCTBIO apTedakroB. [loutum mecstuierumem
paHee ocHOBareJ]b IcuxoaHannsa 3urMmyHa Ppern B cBoeit pabore «Das
Unbehagen in der Kultur» (u3BecTHOII ©O pasHBIM IIepeBOdaM Ha
pycckum Kak «lluBminmsanusa u ee TATOTBI» HiIM «HemoBoabcTBO
KyJIBTYpOIi»), HE HCIIONb3Ysl TepMUHA SKCTEHCHS, HO TPAKTysl OpPYyaUS,
WHCTPYMEHTHI u MAIIIUHBI KaK “Marepuanuzanuio” u
“mpore3upoBanue” PYHKIHIT YETOBEUECKOTO OPraHU3Ma, ITUCAT:
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Bcemu ceoumu opyousmu uemogex ycogepuleHCmeEyem 60U OpeaHbl —
KaK MOmMOpHble, MAK U CEHCOPHble — UTU e Pa3deuzaem PAMKU UX
npumenerus. Momopvl npedocmasnsiom 6 €20 PAChopsHeHue
eueaHmckue Ccumvl, ynompeOumvie, NOOOOHO €20 MYCKYIAM, 6
PA3TUUHBLX yensx; napoxod u camomem derarom
becnpensimcmeeHHuIMU nepedguiceHue no 60de U NO 6030yXy; OUKU
Koppekmupyrm He0OCMAMKU XpPYCManuka 2na3a; mejeckon daem
603MONHOCMb GUOEMb HA O0ZPOMHbBIE PACCMOSHUS;, C NOMOUWBIO
MUKPOCKONA npeodosie6aemcs 2paHuya GUOUMOCMU, NOJIOHEHHAS
cmpoenuem Hawel cemuamku. Yemosek co3oan ¢omoxkamepy —
UHCMPYMEHM 3aneuamsieHus MeKyuux 3pUmenbHblX 6neuamieHul;
2PAMMOPOHHASL NIIACMUHKA Oelldem MmO Jie CAMOe CO 36YKO8bIMU
gneuamyenusmu. M mo u 0pyzoe cymb Mamepuanu3ayuu ezo
cnocobHocmu  3anomuHanus, namsmu. C nomowplo meneoHa OH
CTLIUUM HA MAKOM PACCMOSHUU, KOMOPoe CUUMAIoCh HegeposMHbIM
daxce 8 CKa3Kax; NUCbMEHHOCMb C CAMO20 HAUAIA NPedcmassina coboil
peub omcymcmeynwux; HKumuue — 3p3ay MAmMePUHCKozo JIOHA,
nepeoeo u, Moxcem Obl.mb, OOHbIHE HEIAHH020 00UMANTUULA, 8 KOTMOPOM
MbL npebvieaem 6 6e30NACHOCMU U MAK XOPOULO ce0st Uy8CmeyeM.

... C 0asHux épemen uenogek co30asas cebe udeanwvbHoe npedcmageHue
0 Gcemozyuwjecmee U 6Ce3HAHUU, GONTIOUWjeHUEM KOMOPbIX OblTu eeo
6ocu. ... Tenepv OH oueHvb OIU3KO NOOOWENT K OOCMUNEHUN IMUX
udeanos, OH cam coenancs wymov Ju He 6020M. ... Yemosex cmai, mak
ckaszamv, 06ozom Ha npomesax [Prothesengott], eemuuecmeeHHbvIM,
Koe0a ynompeOssiem 6ce C60U GCNOMOZAMETbHble OPeaHbl, HO OHU C
HUM He CPOCTUCL U 00CMABTIAM eMy NOpoll ewje Hemauo XJIonom
(Freud, [1930] 2006, 2, pp. 386—387).

dynnep He LUTHUPYET B CBOEM KHHUTe OCHOBaTeNs IICMXOAHAIM3a
(TTOCKOJIBKY ero mepBas KHHTA OblIa HaIlMCaHa JJIA IINPOKOM ITyOJINKH,
OHa BoOOIlle He COHepP)KUT OMOIHOrpaUUecKUX CChUIOK), OJXHAKO
yIoMuHaeT adpukaHckue wucciegoBaHusa Kapma I'ycraa IOHra u
IIPUXOAUT B pe3yJbTaTe COIIOCTABJIEHHSA CO CBOMMU HAOIIONEHUAMHU 32
COOTEeUYEeCTBEHHUKAMHU K BeCbMa IIPUMEUaTeIbHOMY BBIBOAY:

Moxcno ymeepicdamyb, umo 6 Coeounennvix [lImamax cgopmuposancs
HO6bLIL “Mmun” uer08euecKkoz0 HUBOMHO0 U UMO IMOm mun sgusem
coboti mom cnocob cyu,ecmeo6anus, KOMOPvll  0KA3blEAemcs
nepedogoii  demoHcmpayuell  MeHOEHYUll  HAYUHO20  PA3BUMUS
obwemupogozo muna. Kozoa oocmamouroe uucno ocobeii suoa 6yoem
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Xapakmepuso08amuvcsi OMHOCUMETbHO UOEHMUUHBIMU IKCMEHCUIMU,
MU IKCMEHCUU MONHO O6yOem onpedesieHHO CUmamp HeOmseMIeMOl
uacmoio cywecms oannozo euda (Fuller, 1938, p. 27).

9TO BBICKa3bIBaHWE COJOEP)KUT HE TOJBKO YTBEP)KAEHUE O
CTAHOBJIEHNU TJIOOAIBLHOIO THUIIA YeJIOBEKAa B XOJ€ TeXHOJIOTHMUYECKOIO
Imporpecca, HO M MeHee SBHYK MBbBICIb O HAJTUUYUHM MHOXeCTBa
JIOKQJIbHBIX THUIIOB, 0pOPMIIAIOIIIHXCsT IO BO3eMICTBUEM
crenuPUUHBIX I KQKIOU KYJbTYpPhl U OTPAHUUEHHBIX ee reorpafuert
KOMILJIEKCOB 3KCTEHCUU — SBJIEHUs, KOTOpoe s 0003HAUMI TEPMUHOM
mexHomopga (CoxomoBckuii, 2017, ctp. 28-29).

Eciau ®ymiep u He ObLIT EPBOIIPOXOAIIEM B OTKPBITUU U OTTUCAHUU
9KCTEHCHUI, U Ja)Ke He SBIISIETCS aBTOPOM IIEPBOM UX KJIaCCUDUKAIUU
(Bemp yke ®Ppelim, Kak 3TO OUYEBUOHO U3 IIPUBEJEHHOTO BBHIIIIE
paccy)XIOeHus1, pa3messil UX Ha [Ba Kjacca — MOTOPHbBIE U CEHCOPHBIE),
TO €ro MBICTb 00 arperaTHBIX IEJIOCTHOCTSIX, B KOTOPBIX UeIOBEUYECKOe
TEJIO BBICTyIIAaeT B KayeCTBE OIHOTO U3 3JIEMEHTOB, 0e3yCIOBHO
omepeskayia BpeMs 0ojiee ueM Ha IIOJIBEKa.

Iosederue Ha dopoze u marepwvl et 60 epeMs oxcdeHUst Kyda bostee
packpviearom ux Xxapakmep, Hexcelu U3BbLICKAHHblE MAHEPHOCMb U
nogedexue neuiexo0os. Eciu, Haxoosicb 6 nomoke MAuwluH, 0epiamov 6
yMe 3mMy MblClTb, MO 6HE3ANHO 0OHAPYHUEAEULb, UMO ABMOMOOUTU
AGTANMCA IKCMEHCUIMU C80UX go0umertell, Kak u camu ux ‘eooumenu”
CO 6CeMU UX WANAMU, NATbMO, OOMUHKAMU U TUYAMU — KaK KOPoOKa
6 KopobOke 6 Kakou-Hubyovb demckoil uepe. IIpunae 3mo 63eni0 Ha
eOUHCMB0 UeT06eKa U e20 A6MOMOOUITS, MOXCHO YMEepioamnp, umo 6ec
cpedHez0 MOI00020 pabomaruiezo amepukaHya npesviuiaem MmMoHHY),
maxk Kaxk cpeoHutl aemomobunvy eecum 2 800 ¢ynmos, u umo
COCMAGHOLI aMepuKaHey 6mecme C €20 ZPYNNOGLIMU MeXAHUZMAMU-
sxcmencusmu (the composite American extensible into his group
mechanisms) — a’ponyaHoMm, KHcere3HOOOPONCHbIM noe3ooMm, the
Normandie' u nmomunoii Boyndep® — 6 MuniuoHvt paz 6orvuie 006020
ucmopuuecKu iueuiezo opeanusma. Bnonne 6o3moxcHo, umo Jlvrouc
Kappomnn onucan 6 ceoeil Anuce 6 cmpane uyoec Kaxk pa3 nodamuuecKyr
CMOPOHY 3M020 NOHSIMUSL.

1 Normandie («<Hopmanari») — TpaHCATIAHTUYECKHUI JAMTHED, ITOUTOBO-TIACCAKUPCKUT
TypOO03JIEKTPOXO, CIYIIEHHBIH CO CTareIel B OKTs6pe 1932 I. ¥ 0CyLIeCTBIIBIIHIA
TpaHcaTIaHTHuecKne peticel [aBp — [InumyT ~Heio-Hopk.

2 Tamb6a Boynmep (6osree usBectHas kak Hoover Dam) — IIOTHHA € THAPO3IEKTPOCTAHIHEH
BBICOTOM 221 M B HIDKHeM TedeHHHU peku Komopano.
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...Hn0ycmpuanvHvle MeXaHU3Mbl MAKUX 2APeAHMIOAHCKUX MACUMabo6
HECOMHEHHO He Mozym ObiMb IKCMEHCUSIMU OMOeIbHO20 Uel06eKa, HO
UX 6NOJIHe ONPAGOAHHO PACCMAMPUBAMb KAK IKCMEHCUU MHONECME
7deti, a cogoKynHocmu Jirodeti, COBMeCMHO NOTb3YHULUeCs MaKumu
00WUMU  MEXAHUSMAMU-IKCTNEHCUSIMU 6  MamemarmuiecKkom
OMHOWIEHUY  MOJCHO  Xapakmepusoeamv 6 MOMEHM  Makoeo
ucnonv3oeanust kax eounyw nepcory (Fuller, 1938, p. 27-28).

B sroM paccykmeHHU, Ha IIepBBIN B3TJIAL, HET HUYETO O0COOEHHO
HOBOTO. B KOHIle KOHIIOB, He OTHeJIIEM XK€ MBI YJIMTKY OT €€ JOMHKa-
paKOBHMHBI, pacCMaTpHUBas UX B KauecTBe eJUHOro opraHusma. OgHako,
BO-IIEPBBIX, OHO CJIeyeT JIOTHKe accaMOspKa, ITPeIIOKeHHOTO U
IIPOAHAIM3UPOBAHHOTO MHOro Io3gHee B paborax K. [lenésa
(TTocIegHU UCIIOIH30BAI TEPMUH agencement, TiepeBeIeHHBIN Ha aHTJL
Bpattanom Maccymu kak assemblage), a 3aTeM B paMKax pasIHUYHBIX
00BEKTHO-OPUEHTUPOBAHHBIX OHTOJOTHI (Hampumep, B paborax
Manyamns [lenaHapl), HOBIUSABIINX Ha P COLMATIBHBIX HAYK, BKIOYAs]
AHTPOIIOJIOTUI0O U KYJbTYPHYIO Treorpaduio. A BO-BTOPHIX B 3TOM
paccy)KOeHUH MBI CTAIKHBAEMCS C SKCIUIMIUTHO 00Cy)KTaeMOM Hieei
HHPPACTPYKTYP KaK KOJJIEKTHMBHBIX SKCTEHCHUI UeJIOBEUeCKHUX Tes — TO
€CTh C MBICJIBIO, He B IIOJTHOM CTeIleHN OCBOEHHOM U OLIeHeHHOM B ee
PEBOJIIOIIMOHHOCTH elfle U ceromHs'. [l TOoro, 4ToObI B IIOJHOM Mepe
OIIEeHUTH €e, HYKHO OJIH)Ke ITO3HAKOMUTBCSI CO CTOJIb CTPAHHBIMU C
IIO3UIUI MOAEPHUCTCKOM OHTOJOTHY IIEJIOCTHOCTSIMHU KaK accamOmsixu
(B Bepcusix Kums [denésa u Peruxca 'Barrapu niu Manyana [lenannasr),
akmopHvie cemu (B Bepcusax Murena Kammona, Bprono Jlarypa mnu
Lxkona Jlo) wmim ¢ TIpeqIOKeHHBIM OpPUTAaHCKUM aHTPOIIOJIOTOM
Mspunun CrpasepH MOHATHEM uacmuuHblx césseli (partial connections).
B pamkax MaHHOI CTaThU BPSA JU yMeCTeH pas300p 3TUX KOHI[EITITHIA.
Hna moHuMaHUusA ¢eHOMeHa UYeJOBeUeCKOHM TeJeCHOCTH, KoTopas C HX
IIOMOIITBI0 MOYKET aqeKBAaTHO OIIMCBHIBATHCS, 3[eCh OyAeT HOCTATOUHO
OTCBUIKHM YHTaTeJsd K COOTBETCTBYIOLIE JTUTEpaType.

Konrermius accambiska 6puta o6yciioBiaeHa BbioopoM [lenésoM u
I'BatTapu B IIONIB3y MHONCECMEEHHOCMU IIPOTUB eOUHCMEd, U CcOOblmus
(npoyecca) WPOTUB cYwHOCmu, B pe3yJbTaTe uYero accaMOISDKU B
MEpPEOJIOTUYECKOM ILIaHE (cp.: Lowe, 2009; 2013) sausuiu cpeauHHOE

1 B ucropuu uegoBedyecTBa BHIPA3UTEIbHBIMY IIPUMEPAMU BIMSIHUS MacIITaOHbBIX
HHPPACTPYKTYp Ha UeIOBEUECKYI0 TeJIeCHOCTD SBJIIeTCs BIUSHUE ITepexo/a K 3eMiIefeI o (T.H.
arpapHO¥ peBOJIOIMHU), IIPUBEIIIETO K yMEHBIIIEHHI0 00hEMOB Uepela U IepecTporike
3y6ouemtoctHoM cucrembl (Cochran & Harpending, 2009, p. 112), uIu MMeBIIIUX MeCTO
3HAYUTENBHO paHee IIPOI[ECCOB IIIOTTOTeHe3a, HA000POT CYIIeCTBEHHO YBEINUNBIINX 00BEM
MO3Ta UeJI0BEKa II0 CPABHEHUIO ¢ APyruMu mpumaramu (Jones & e.a., 1992, p. 123).
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MeCTO MEXKAy OpraHm3MaMu H MainumHaMu. OpraHbl B OpraHH3Me
CBSI3aHbl BHYTPEHHUMM OTHOIIEHUSIMH TaKUM o00pa3oM, 4YTO He
BBDKUBAIOT BHE €r0, KaK U OpraHu3M 0e3 HUX, U COCTABJISIOT eTUHCTBO,
He TpefroJyiaraimliee CBOOOMHOI pekoMOMHAIUU uacteir. Yactu
MAIIIWMHbBI, HAITPOTHUB, 3aBUCUMBI OT BHEIITHUX CHJI, 4 CAMU MeXaHU3MBI
B CHJIy 3TOr0 KBTM(PUIIUPYIOTCI B (PHIOCOPCKON MEpeoJOTHH Kak
arperatusle (Nail, 2017), unu no Beipakenuro [lenésa u I'Barrapu (1998,
cTp. 35), KOTOpoe OHM BBOOAT B CBOEM aHaJIW3e KOHIENTa -—
ppaemenmapuvie  yemocmHocmu, MHOKecTBeHHOCTH  (multiplicities).
YenoBeyeckue Tela B HX OOBEIHHEHHN C OOECIEeYMBAIOIINMH HX
KU3HU W CYIeCTBOBaHUe (TeXHO)CpeaMM TOKe BBICTYIIAIOT Kak
accamMOJIsDKH, KaK ¢parMeHTapHble U IIOABEp)KeHHbIE PEeKOMOMHAIIUU
I[eJIOCTHOCTH, Ka)KJas 4acTh KOTOPBIX IIPOHOJDKAET HECTH CJIebl WU
OTIeYaTKU 3TUX arpeTMPOBAHHBIX aHcaMOJell Jake IIOCIe UX paclaga
WJIM TIPOCTPAHCTBEHHOTO paccesHus. Hampmmep, aBTOMOOWIb MOMKET
CYIIIECTBOBATH Oe3 CBOETO BOUTEJIS, COXpaHsis CBOIO
QYyHKIIMOHAJIBHOCTh, KaK ¥ BOJIHTENb, IIOKHAAs MAIIINHY, OCTaeTCs
BoauteseM. OH coxpaHseT B UHCJIe CBOUX YMEHUI HaBBIK BOXKIEHUs, a
rabapyThl aBTOMOOWJIS OKa3bIBAIOTCS BIMCAHHBIMHU B €r0 CXEMYy TeJla.
ABTOMOOUJIb TOKE XPAHUT CJIEAbl UeJIOBEUECKUX TeJl U 3aMBICIOB —
KOHCTPYKTOpa, COOPIIIMKA, MeXaHUKAa U BOJUTENS, OTPAKEHHBIE B €T0
Ov3aiiHe, yCTPOMCTBE M WHAUBUIYATbHBIX XapaKTEePUCTHKAX H3HOCA,
3aBUCAINUX OT CTWIA BOXAeHUs. Pyiuiepy yoaaoch BBIPA3UTh 3Ty
MBICJIb 3HAUUTEJNBHO KOpOUe: «AaBTOMOOWJIM SIBIISIOTCS 3KCTEHCUSMHU
CBOUX BOOUTEJIEI».

BepremMmca, omgHako, K HCTOpUM IOHATHUA JKCcTeHcudA. IIpexne
dynnepa eme omuu apxutekrop — Iapnp-Onyapn Kanuepe, Goiee
n3BecTHBIN Kak Jle Kop6rosne (1887-1965) yxe B 1925 1., B cBOeit paboTe
“CoBpeMeHHOe IEKOPATUBHOE UCKYCCTBO ', TIUCAIT:

Bce mvlL Hyscdaemes 6 cpedcmeax, OONOTHANWUX HAWU ececmEeHHble
cnoco6HOoCMuU, NOCKoIbKy npupooa b6e3pasnuuna, becuenogeuna (ceepx-
UesI06eUHa) U Cypoea; Mol PoHOaeMcss HA2UMU U NJIOXO 600PYHEHHbIMU
... bouka [luocena, yxe ecoma 3amemuoe yryuuieHue HAUWUX OP2aHO8
3awjumel  (HAWUX KOXU U CKaldbha), npedocmaenisem HAM
nepeobbIMHYI0  AUelKY — JKUTUWA;  KAMAnoXHvle  AWUKU U
KonuposanvHas 6ymaza O NuceM GOCNOIHSeM He0OCMAamKu Hauleu
namsamu; wkagdvl U KOMOObl AEISAIOMCT EMECTMUTUWAMU, 6 KOMOPbLX

1 Kuura 6bl1a HanMcaHa KaK IOJeMHUKA ¢ KOHIeTIIHell IapHKCKOH BBICTAaBKH IeKOPATHBHOTIO
HCKYyCCTBa, OPTaHM30BaHHON (PAHITy3CKMM MHHUCTEPCTBOM IIPOMBIIITIEHHOCTH 1 TOPTOBIIH B
1925 r. u mana >kusHb TepMuHy Art Deco — ctuiio, ¢ koTopeiM 6opoicsa Jle Kop6rosse, yrep:xaas
IIPOCTOTY U QYHKITMOHATBHOCTh HHAYCTPHATIBHOTO qU3aliHa.
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Mbl  XpaHum Hawu 3anacHvle KoHeuHocmu (auxiliary limbs),
3auuwyarujue Hac om xomao0a Uy Hxapwl, 201004 UTU Haxovl ... Moil
uHmepec C613aH C OKpYxawwell HAC MeXaHUUecKol cucmemot,
aenawwetics He Oomee uem NpPoooseHuem (an extension) Hawux
0peaHos; ee meMeHmbl 8blCMYnarnm Gakmuuecky KaxK UCKyccmeeHHble
koneunocmu (Le Corbusier, [1925] 1987, p. 72).

To, uro Jle KopOwosbe HasBal MeXaHUYECKOW CHUCTEMOI B
KOHTEKCTe 9TOr0 paccMOTpeHus ObLIo OBl yMecTHee WMEHOBATh
TEXHOCPEIOl, 9JIeMEHTHhl KOTOpoi (B BHUOEe TEXHUK Tela, yMEHUII,
IIPUBBIUEK, OOpaOOTAaHHBIX KYJIbTypPOH J>KECTOB W MHUMUKH, TITyOOKO
YCBOEHHBIX TpPaBUJI U HOPM IIOBEIeHUs, IIPOTE30B, IKCTEHCHUI,
MMIUIAHTOB U JIEKapCTB) YCBAMBAIOTCS, WHTETPUPYIOTCS, MEHSIOT U
CTAaHOBSITCSI COCTABHBIMU YaCTSIMHM TeX arperaTHBIX IEeJOCTHOCTE,
KOTOpble MBI IIPOAOJDKAEM OIIO3HABAaTh KaK YeJOBeYeCKHe Tesa, HO
KOTOpbIe, OJTHAKO, YK€ M3HAUAIBHO IIPECTABISIOT CO00M THOpUIHBIE
TEXHOCOMAaTUYeCKue COOPKHU.

KOHKYPUPYIOUIME KOHUEIITYAJIN3AIINN

Tpaucopmupyroiee BO3JeVICTBUE (T€XHO)KYJIbTYPBI Ha
YyeJloBeYecKoe TeJO0 MHTHMHO CB3aHO C HCTOpHel ueJoBeuecTBa Ha
BCEX ee 9Talax U II0 IIPaBy pacCMaTPUBAeTCsd KaK BOKHEUIIUX (PaKTop

callMeHTallMM — CTAaHOBJIEHHS YeJOBeKa KakK Buaa. HexoTopsie
9JIeMEeHTHI IIOHATHUS SKCTEHCUH MOXHO OOHApY>KHUTh y)Ke Y ApHUCTOTed,
I'mnmokpara u lajgeHa B HMX TpaKTOBKAX MPOcleois — KaTeTOPUH,

CBITpaBIIIEN BAKHYI0 poib B ¢uiocopckux cucramax MapruHa
Xanperrepa u sKaka [leppuapl. OQHAKO IS YCTAaHOBJIEHHUS TaKOTO poja
cBsizell Tpebyercs Oojiee MeTalbHOE IIPE[CTaBIEHUE O COIEp)KaHUU
CpaBHUBAaeMbIX MOHATUI. [lOTBITKM yIIyOUTh WCTOPUIO HJEH,
CBA3AHHYIO C Pa3JIMUYHBIMU TPAKTOBKAMMU IIOHATHA SKCTEHCUU U APYTUX
OMM3KUX €My IIOHATHUHM HaTaJKUBAeTCd Ha OTCYTCTBHE IIPSIMBIX
JOKyMEHTAJIbHBIX CBUIETEIbCTB UX IIepeauyl OT aBTOpa K aBTOPY, JIUO0
3aMMCTBOBaHUS. Bpu1o ObI, Hammpumep, COOJA3HUTENIHHO, COIIOCTABUTH
B3IUIAbl XOPOIIIO 3HABIIIETO HEMELIKYI0 HayuyHYIo JuTeparypy Ppeina c
OIM3KUMH, HO BBICKA3aHHBIMHM Ha IIOJIBEKa paHee, BO33PEHUSIMU
OHOTO W3 OCHOBatenen ¢unocopun TexHuku IpHcTa Kamma (1808-
1896). Hemerkuit Meaua-TeOpeTHK U UCTOPUK JUTEpaTypbl Ppumprx
Kurtiep yrBepxaan, HaripumMmep, uro Pperig moHATHS He UMe 0 paboTe
Kamma (Kittler, [1999] 2010, p. 204). BiociencTBuu ogHAKO BBIACHUIIOCH,
uyto Pperix He TONBKO pacmosaran KHurow Kamma B cBoel 6ubianorexe,
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HO U B3sUI ee ¢ co00M, Koria ObLT BEIHY)KIEH OCTaBUTh BeHy U mepeexaThb
B Jlonmon. OHa 1o cux IOp XpaHUTCA B JIOHAOHCKOM Mysee Pperima
(Kirkwood & Weatherby, 2018, p. 9).

Kamn, pasBuBasg HOHATHE IIPOEKIIMHU, IIMPOKO HCIOJIb3yeMoe B
IICUXOJIOTHN TOTO Tepuoma, HampuMep, B paboTax CTOPOHHHUKA
9KCIIEPUMEHTAIBbHOM ICUXOJIOTMM ¥ OJHOTO U3 OCHOBaTeJel
aTHoIicuxoinoruu Bunbrenpma Bynpara (1832-1920), mepeHOCHUT 3TO
MIOHATHE C IICUXUYEeCKHX (YHKIUN HAa KOHEUHOCTH U OpTraHbI
YeJIOBEUEeCKOro Tejla M pa3padarTbiBaeT OPUTHMHAIBHYI0 KOHIIEIIIHIO
KyJIbTypbl Kak opraHompoekiuu (Organprojektion), pacmpocTpaHss 9TO
IIOHATUE Ha HWHCTPYMEHTHI, allllapaTbl M MAIIIWHBI, a 3aTeM U Ha
MacIITabHble TeXHUYeCKHue WHQPPACTPYKTypbl — TPAHCIOPTHBIE U
tenerpadHbie cetu (Kapp, 1877, pp. 29-67, 77-106, 139-154, 165-208).
[Tomumo ncuxonoruu, Kanm B HalMcCaHUM CBOETO TPyJa OMHUpAJICI Ha
KOHILIEIIIINI0O HeMenKoro MexaHuka @Ppanma Pémo (1829-1905),
HU3JI0KEHHYI0 B KHHUTre «KnHeMaTnKa MeXaHH3MOB: OUepK TeopHUU
mamnus» (Reuleaux, 1876) um Ha reremeBckyo (uiaocodpuo Impasa,
3aJI0KMB He TOJBKO OCHOBBI (uimocopuu TeXHHUKH, HO U
chopMyIUPOBAB MHOTHE HEeH, UCIIOJIb3yeMble II0 cell NeHb B TeOpUU
Menua. Ero BiausiHue oOHapyXKuBawTcsi u B paborax MaxiosHa.
CpaBHuBas Tesnerpad ¢ HEpBHOM CHCTEMOM, a KeJe3Hble JOPOTU — C
cucTeMO¥ KpoBooOpameHus, Kamm w3jiaran AUaTeKTHUKy BHEIIHETO U
BHYTpEeHHero, cpeabl U OpraHM3Ma, TPAKTys TEXHOJIOTMU Kak
sKcTepuopmsanupo  QyHKuH  opranoB  Tema. CormacHo — ero
IIpeCTaBIeHNUsIM U B COOTBETCTBUU C YCBOEHHBIMU UM IIPUHIUIIAMU
rereJIeBCKOM NHaNIEKTHKH, YeJOBEeUeCTBO CHaydaja CO3HajJI0 OPYyAHs Kak
Oecco3HaTeTbHbIE MTPOEKIIUU OPTAaHUYECKUX (PYHKIIUI U TOJIHKO IIOTOM
CTaJI0O OCO3HABATh uepe3 3TU apredaKThl COOCTBEHHOE TEJIO, €r0 OPTaHbI
n ¢yHKOUM. MakiosH HCIoiab3yeT 3TH uaen Kamma B CBOUX
pasMBIIIJIEHUSIX O MeJaua, OOHAKO He ynoMuHagd uMeHu Kamma u
CChIIASACh MCKIIIOUUTENbHO Ha Pperina.

Ob6benuHeHNE B €OUHYI KOHI[ENIIMI0O MEXaHU3MOB MIPOEKIIUU,
0ecco3HATeIPHOTO U TIEePefOBOM [ TOTO BPEeMEHU KOHI[EIII[UU
KMHEMAaTUKHU, OCYyIIecTBIeHHOoe B pabore Kamma, o6ycmoBuio ee
BJIMSHNE He TOJBKO Ha BO3HUKIINWE IIO3[Hee IICUXOAHAIUTUYECKHUE
KOHIIeNIINY, HO M Ha COBPEMEHHYI0O TEOpPHUI0 Meaua U Bemyllue
KOHIIeNIIUYU TeXHUKHU. Vcrmonb3oBaHUE UM IIOHATHUS HPOEKIIUU KakK
Mojenu  0eccOo3HATeJbHOTO  IlepeHoca  YeJOBeUYeCKHX CUJI U
CIIocOOHOCTEN BOBHE JIE)KUT, KaK IIPEICTABJISETCSI, U CETOAHS B OCHOBE
TaKUX KOHIIEIIIMI KaK KOHLENIUU pacipeneieHHoro (distributed) niu
pacinupenHoro (extended) coznanus (Clark & Chalmers, 1998).
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TUIIOJIOTUU SKCTEHCUU

OKCTEHCUU MOYKHO KJIaCCHU(UUUPOBATH II0 pa3Mepy B OTHOIIEHUU
YyeJIOBeUeCKoro Teja (MHUKpPO-, Me30- ¥ MAaKpO3KCTeHCHH); II0 UX
pPaCIIOIOKEHHUI0 OTHOCUTENBHO TeJla; II0 THUIY (QYHKIUNI WU
CIIOCOOHOCTE! 4YeslOBeKa, KOTOpble KOHKPETHbIe WUX BHUIbI YCHUINBAIOT
WJIU 3aMEHSIOT U BBITECHSIOT.

OpmHa M3 OPOCTHIX W OUEBUIHBIX THUIIOJOTUH, OOYCIOBIEHHBIX
€CTeCTBEHHOM YCTAaHOBKOM, TO €CTb IICUXOJIOTHEN OOBIEHHOTO
CO3HAHMUS, SIBJIAETCS TOIIOJOTHMUYecKass KiIacCH(UKAIWs, CTPOSIAsicsa Ha
OCHOBaHUU IIPOCTPAHCTBEHHOTO IIOJIOKEHUS TeXHUYECKUX
KOMIIOHEHTOB COOpPOK II0O OTHONIEHHIO K YeJOBEUYEeCKOMY Tely -
6HYMmMpeHHUe WU  GHeWHUe, KOHMAKMHble WIU  OUCMAHMHbLE,
obvemmowjue  (UHKTIO3UGHbIE) WU CMexcHble  (Tumumpogdhbie,
noepavuutvie). [IpuMepamMy KOHTAKTHBIX 3KCTEHCUIl SIBJISIIOTCS TPOCTb,
JBDKU, JIACTBI, JUKOWCTUK, JIYK, PpyXXbe, KOIbe, BECIO, pPydHbIE
WHCTPYMEHTBI, OUKH, JIMH3BI, ofe)kaa. K unciry mucTaHTHBIX 9KCTeHCHN
cllelyeT OTHECTH BCe UH(PACTPYKTypHbIE CHUCTEMBI U apTedaKThl —
IOoMa, MOCTBI, TPaHCIIOPTHBIe cHCTeMbl. [IpumepamMu 00BEMITIOIITNX
9KCTEHCUU WU 000JI0UeK’, OXBATHIBAIOIIUX TEJIO U IPEBPAIAIOIIUX
€ro BO "BHYTPEHHHUH" 3JIeMeHT COOPKM, MOTYT CIY)XUTb aBTOMOOWIIb,
OJIeXKIa, KUJIHUIILE.

Ecau cBSI3M KOHTAKTHBIX 9KCTEHCHUII C TEJIOM BIIOJIHE OUEBUIHBI —
HaIpuMep, HPAKTUYeCKU BCe PyUHble HHCTPYMEHTHI IIPeIIIOJIaraloT
pa3BUTHE yMEHUIl II0Jb30BAaThCs UMM, IIOTIOJNHSS TEXHUKHU Tejla
HOBBIMU ¥ WCIIOOBOJIb MEHSsl TeJIeCHOCTh (IIpUMep: MOJIOT U TeJIo
MOJIOTO0OTII[a), TO  BIUSHUE OUCTAHTHBIX  OSKCTEHCHUU, JIHIIb
SMU30QUYECKN OKa3bIBAIOIIIUXCS B IIPIMOM COIPUKOCHOBEHUHU C TEJIOM,
OOBIYHO CKpPBITBI, XOTSl IIOJb30BaHUME WMU BCerga IIpeIiojiaraet
obpeTeHre 0COOBIX YMEHUS, CHOPOBKY, MJIM IPUBBIUKU. [arke xoapba (a
TeM Ooyiee — Oer) IO JiecTHUIle TpeOyeT HAJTWUUHUs TEJIECHOTO HaBbIKA
(mpenmosararinero BeIPabOTKY YCTOMUYMBBIX ITATTEPHOB IBYDKEHUS, TO
eCTh HaJu4yue OCO0OM TeJecCHOM TeXHUKH U B OYKBAIBHOM CMBICTIE
VHTErpaluy JIECTHUIBI B CXeMy Teja', CO3MaHWs accaMOJshKa), MIpU
OTCYTCTBHUH KOTOPOTO UeJIOBEK PUCKYeT IaJeHUeM.

Hamnbonee  Ba)XHOM B  METONOJIOTHYECKOM  OTHOIICHHUU
IIpeICTaBIIsIeTCs IIpeJio’keHHas erne PpeioM THUIIONIOTHS 3KCTEHCHIA,
pasmensioiiias UX Ha TeJleCHble (MOTOpDHbIE) U TePIENTUBHbIE
(ceHCOpHBIE), KOTOPYIO CJIEeAyeT MOIOTHUTH ellle OOHUM KJIacCOM —

1  Bosee pasBepHYTHII PUMED, WLIOCTPUPYIOIINT paboTy cOOPKHU “desIOBEYeCKOe TEIO +
ackamatop” cM. B: (CokonoBckuii, 2018a, cTp. 61).
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KOTHUTUBHBIX 3KcTeHcui. K uywmciay MoTopHBIX 3KcTeHcuit Pperin
OTHOCHUT BCe, YTO YBEJIUUYHUBAIOT MYCKYJBHYIO CWJIy 4YeJlOBeKa WU
YCKOPSIIOT ero IiepeMellleHUs — HHCTPYMEHTBI, MAaIlINHbI, TPAaHCIIOPTHBIE
cucteMbl. B KauecTBe IIPUMEpOB IIEPLENITUBHBIX 3SKCTEHCUII OH
IIPUBOOUT, TJIABHBIM 00pa3oM, Te U3 HHUX, UYTO YCWIHBAIOT WIU
KOMIIEHCUPYIOT OTPAHUYEHHOCTh 3peHUS YeJIOBeKa — OUKM, MUKPOCKOTI,
TeseckoIl. Ero mpumep ¢ ¢oroarmmapaTom, yBA3BIBA€MbIN UM He CTOJIBKO
C BUSYaJIbHBIM KaHAJIOM, CKOJBKO C IIaMSATHIO, SBISETCS, CKOpee,
IIPUMEPOM KOTHUTHUBHBIX 3KCTEHCHUH, 00pasiaMu KOTOPBIX MOTYT
CIIY’)KUTHh HE TOJBKO KOMIIBIOTEP, HO M KHUTra, OJOKHOT, WMJIU IIepBbIE
cueThl — abakK.

Bce 9T THUIOJIOTHU SABJIAIOTCS aHTPOIO- M COMATOIEHTPUUHBIMU,
TO €eCTh He TOJIbKO WCIIONb3YIOT 4YeJIOBeUeCKoe TeJI0 B KadecTBe
OTIIPAaBHOTO IyHKTAa THUIOJOTHM3allMM, HO eIlle ¥ UCXOOIT U3
IIpeICTaBIeHUs 00 OUeBUTHOCTU U CTAOMJIBHOCTU TPAHUI] Tejla. Takue
HesBHbIE [OIIYIIEHUS OTUYACTH OOYCJIOBJIEHBI CaMOIl HCTOPUEH U
KOHTEKCTOM TIOSIBIIEHUs] TIOHATHUS SKCTEHCHU B IIepUOI T'OCIIONCTBA
MOJEPHOM HIEOJIOTUU C €€ CTPOTUMMU OIIIO3UIIUAMU MEXIY KUBBIM U
MEPTBBIM, TeJIECHBIM UM TeXHUUECKUM, Cpeloll M OpPraHM3MOM U T.II.
BMmecTe ¢ TeM, CylecTBOBaHHE 3KCTEHCHUH yKe CaMHUM CBOUM (PaKToM
CHUMAaeT 5THU OIIIIO3UIIMU U pasMbIBaeT TPAHUIIBI MEXKAY TeJeCHBIM U
TeXHUUYEeCKUM, IIPUPOAHBIM U UCKYyCCTBEHHBIM.

3AKIIIOYEHUE

[IpeATIPUHATHIA  3KCKYPC B HCTOPUIO TIOHSATUS  OKCTEHCHS
[I03BOJIIET MPUMUTHU K CIEAYIOIIUM BBIBOAAM. IJKCTEHCUM SIBIISIOTCS
TEXHOCOMATUYECKUMU COOPKaMM, B KOTOPBIX UEJIOBEYECKOE TEJIO
OKa3bIBaeTCsd OMHUM U3 3JIeMEHTOB accaMmOisbka. OHM COTPSKEHBI C
TEJIOM TaKUM O0pPasoM, UTO YBEJIMUYUBAIOT €r0 MOTOPHBIE, CEHCOPHBIE
WIM KOTHUTHBHBIE BO3MOKHOCTH, OIMPasCh Ha TEXHUUECKUE
“momomHeHuss” QPYHKIUI U CIIOCOOHOCTEI UEIOBEYECKOTO OPTraHM3MA.
OCHOBHBIMHU  XapaKT€PUCTUKAMU  SKCTEHCHUI, TakuM  06pasom,
CTAHOBSITCS WX CHOCOOHOCTH K 9KCMEPUOPU3ayuu ¥ amniupuxkayuu
BO3MOKHOCTEH 4eJI0BEUEeCKOIO TeJla.

ODKCTeHCUsI KaK OCOOBIM THUII THOPUOHOU TEXHOCOMATUYECKOI
peaTbHOCTH, KAaK XUMepPUUECKOe ITOHATHE, OObeqUHSIOIIEEB CBOEM
comep)KaHUM TellecHOe (IPUPOIHOE) U TIPOU3BENEHHOE UYeIOBEKOM
(KyJIbTypHOE, TEXHHYECKOe, WCKYCCTBEHHOE), CTAaHOBHUTCA B CTOJb
paCIIMPEHHON TPAKTOBKE CHHOHUMOM TEXHUKU WU KyJbTypbl B
I[eJIOM, CBOEr0 POfa MOCTOM MEXAYy ICUXUKOW U TEJOM, C OJHOI
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CTOPOHBI, U MHPOM TEXHOKYJIbTYpPHBIX apTedakKToB, ¢ Apyroii. Ee
OTHeIMMOCTh  OT  Tejla, OTHOCHUTEeIbHas  aBTOHOMHOCTb U
OTKPBIBAIOIIIMECS B 3TOI CBSI3M BO3MOKHOCTH IJIS1 COBEPIIEHCTBOBAHUS
(9BOMTIOIMST TEXHUKU W KYyJIbTYPbI) U IIpeoOpa3soBaHUs CPembl, a TaKKe
OTHOCHUTEIBHO OOJIBIIAs YCTOMUUBOCTD K HOBPEKAAIOIUM PaKTOpaM II0
CpPaBHEHUIO C OPTaHUYECKO¥M MaTepueri— BOT IVIaBHbIE IPEUMYIIECTBA
9KCTEHCHUI HaJ OpTaHaMU U PYHKIIUIMYU OMOJIOTHYECKOTO OpraHu3Ma.
OKCTeHCHH, pa3yMeeTcsi, He HCUEPIBIBAIOT PasHOOOpasus THUIIOB
WHTErpalli OpTaHM3Ma U 3JeMeHTOB cpenbl. O030p KOHIEIIIHUI
9KCTepHANTM3allUU B CBSI3U C IIOHATHEM SKCTEHCHU [OJDKEH OBIThH
IOTIOJHEH omrcaHueM IIPOTUBOIIOJIOKHOTO mpoirecca —
VHTepHATU3alluY, HWHTETPUPYIOIIEr0 OpraHu3M U €ero cpeay. B
COBpEMEHHOII HAy4YHOIl JHUTepaType OH BBIPAKAETCS CEMEMCTBOM

HOHHTHP‘I, II0-pa3noMy TEPMHUHOIJIIOTHUYECKIN BbIpa’Ka€MbIX B
3aBUCHMMOCTM OT [OUCHUIUIMHBI: HAIIpUMeED, accumMuniayud — B
(bI/ISI/IOJIOI‘I/II/I N IICHXOJIOTHMHM JIMYHOCTH (CI/IHOHI/IMbI — YCBOC€HUE U

IIPUCBOEHIE), MeXHUKU meia U Xxabumyc — B COLHOJIOTUN, GONIOWeHUe
(embodiment) B KOTHUTHBHBIX W HeHpOHayKaXx M [p. TexXHHKa
NeMCTBUTEIHPHO  MHOTOKPAaTHO  yBEJIMYHMBAET  MBIIIEYHYI0  CHIIY
YeJI0BEUeCKOTO TeJjla, peajn3yeT BOJIeBble WMIIYJIbChI, YMHOMKaeT
BOSMOKHOCTM  3pE€HHUs M  CJIyXa, II03BOJSISI  yJNaBIUBaTh U
perucTpupoBarh camble cirabble YW HEMOCTYyIIHbIE HAIIMM OpraHaM
YYBCTB IIPOLIECCHI, siBIeHUs U 00bekTbl. C ee IOMOIIBI0 UeTOBEK
TEeVICTBUTENBHO, KaK mucan Ppeiis, cTaHOBUTCS IIpOCTeTHUECKUM Borom.
Yuer 060MX TIPOIECCOB — 9KCTEPHATM3AIMY U HWHTEpPHATU3ALIH,
00eCIIeynBaOIIUX  WHTETPAI[MI0  UeJOBEUeCKOT0 Tela C  ero
(TeXHO)Cpemoii, II03BOJIET II0O-HOBOMY YBHIETb TeJIO KaK pe3ysbTar
CIIO)KHBIX  IIPOIIECCOB  OBHEIITHEHWS W  yCBOEHUs, KaK dYacTh
TEXHOCOMATHUUECKUX accaMOJIsKen WU cOOPOK, IIJIOXO
IIPUCIOCOOIEHHYI0 K BBDKMBAaHHUIO BHE CO3TAHHON YCHIMSMH COTEH
IIOKOJIEHUI TexHOocpenabl. IIpocTeTHdeckas COCTABISIOIAS B KaKOM-TO
CMBICJIe IIpeBpallfaeT BCIO UeJOBEUYECKYIO KyJIbTYPYy B TEJIECHYIO, KaK U
YyesloBeuecKoe Teslo — B apTedaKT, pa3MbIBasi TeM CaMbIM I'PaHULIBI TeJ U
Belllell, IPUPOJHOTO ¥ NCKYCCTBEHHOTO.

B cBolo ouepenp B3IV Ha YeJOBEUECKYI0 TEJECHOCTh KaK Ha
M3HAYAJIbHO KHOOPTraHMYECKYI HJIM TEXHOCOMATHUECKYH CYIIHOCTb
3acTaBIIsieT IIePEOCMBICINUThEE COep)KaHue KaK OCHOBHOIO IIpeMeTa B
MEXAUCIUIUIMHAPHBIX WCCIeJOBAHUAX TeJla U B HCCIEeJOBAHUAX
CMepTH, IIOCKOJIBKY Tellepb TaKUM IIPpeIMETOM CTAHOBHTCS TeJIO-B-
c60pKe”, TeXHOCOMATUUeCKU I THOpuUL, TexuoMopda, KUOOpraHusM, a He
¢usnueckoe TeJO, B35ITOE B ero abCTparMpoOBaHHON OT cpensl (opme.
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AHaJIOTUYHBIM 00pa30M B HCCIETOBAHUSAX CMEPTHU, TeJIeCHON KOHUUHBI,
BO3HHUKaeT IIpoOjieMaTHKa CMepPTH KUOOPTaHUYECKOIO Tejla Kak
pacmpeneeHHON ceTu 0ojiee WM MeHee YCTOMUYMBBIX accamMOJIsDKel, B
KOTOPBIX (pH3UUYECKoe TeJI0 YJaCTBOBAJIO MPYIKU3HEHHO, U C KOTOPHIMU
OHO 0Ka3aJI0Ch CBSI3aHHBIM MOCTMOPTAIBLHO'. B mpeampuasaTomM aBTOpOM
HCCIeIOBAHUYU  WHOUBUAYAIbHBIX  KOMMEMOPATHUBHBIX  IIPAKTHUK,
peaTM30BaHHOM Ha  OCHOBe aHaiu3a  HeOOJBIIIOTO  KOpIlyca
aBTOOMOTpapUUECKUX TEKCTOB U OIIpOCa JIOMel, IIOTePSIBIIUX OIN3KUX,
BBIACHUJIOCh, YTO UX CTUMYyJaMU 4YacTO OKa3bIBAIOTCS  CJIEIbI
pacrpeeleHHOTO COLMAIbHOIO Tejla yMepIlero — MaTepHhalbHbIe
COCTABJSIIOIIME TeX accaMOJIsDKeH, B KOTOPBIX OHO YYacTBOBAJIO IIPU
KM3HU KaK COCTaBHAs 4acTh pazHoobpasHbix c6opok (Sokolovskiy, 2021).
Takoro poma KOMMeMOpAaTHUBHBIE AaKTHl UYaCTO pPa3BOPAUMBAIOTCS B
IIepCOHAIBHOM IIPOCTPAHCTBE U IIOTOMY OCTAIOTCI HEOOCTAaTOYHO
M3y4YeHHBIMU. TakuM 06pa3oM, IIOMUMO HCCIEeJOBAHUI TEJIECHOCTU U
cMeptu, OOCyKaaemble 3HeCh IIOHATHE 9KCTEHCHUU U COOpKU
(accamOurs1>Ka) BayKHBI M JIs1 KCCIIEOBAHUI COLIMATBHOI TaMSATH.
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CONSCIOUSNESS SYSTEM
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Abstract

The article discusses the problem of transformation of personal identity under the
influence of modern media. The relevance of this problem is due to the discrepancy
between existing theories of identity, according to which identity is considered as a
stable idea of self-identity, and the real practice of our contemporaries, the peculiarity
of which is the desire for a demonstrative transformation of both appearance and
identity.

The aim of the study is to determine the place of bodily identity in the system of
personal identity and the trends of transformation of bodily self-image.

An analysis of the processes of transformation of bodily self-images among our
contemporaries has allowed us to prove that the main driver of these processes is the
media.

The study allows us to formulate the conclusion that bodily identity is a complex of
signs that are filters of perception of reality, and markers that determine the attitude
to phenomena of reality. In other terms: identity is a discourse that defines personal,
group, and mega-group communication. In past centuries, the main actors who
participated in the formation of the identity of a developing personality - in addition
to personal experience - were a family, church, street, school, which offered
homogeneous bodily images. Today, modern media demonstrate many conflicting
options for bodily identity, forcing the individual constantly to adapt to new
requirements.

This article is intended for researchers of modern media.

Keywords

personal identity; "I-concept"; self-identification; identity structure; bodily identity;
bodily self-image; body transformation; narrative of identity; mass communication;
discourse of identity
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AHHOTAITUA

B crarbe momHmMaercs mpobGiemMa TpaHCQOPMAIIUHM JTUYHOCTHOM MAEHTHUYHOCTHU
IO BIMSHHEM COBPEMEHHBIX Macc-Mequa. AKTyaJbHOCTb 3TOHM IIpOGJIeMBbI
00yCJIOBJIeHa OUYEBUIHBIM PACXOKACHUEM MEXAY CYIIeCTBYIOIIHMMHU TeOPHUIMHU
HAEHTUYHOCTH, COTJIACHO KOTOPBIM HMOEHTHUYHOCTb pacCMaTpHBAaeTCs  Kak
YCTOMUHMBOE IIPEACTaBI€HHE O CAMOTOKIECTBEHHOCTH, M pPeaJbHOM ITPaKTUKOM
HaIllUX COBPEMEHHHKOB, XapaKTEPHOM OCOOEHHOCTBIO KOTOPBIX  SBJISIETCS
cTpeMJeHHe K JeMOHCTPAaTHMBHOM TpaHcPopMalMHM KaK BHEIIHOCTH, TaK U
0CcO0eHHOCTEH MIeHTUYHOCTH.

Henrpro mccaenoBaHus gBIAETCA OIpeNeeHHE MeCTa TeJIeCHON HAEHTUYHOCTH B
cucTeMe JHYHOCTHOM HJEHTHMUYHOCTH M TeHAEeHUUH TpaHCPOopMalHUU TeJIeCHOTO
camoobpasa. AHaIM3 IIPOILeCcCOB TpaHCPOPMAIIMHU TeJIECHBIX CaM00Opa30B y HAIIIUX
COBPEMEHHUKOB ITO3BOJIMJI J0Ka3aTb, YTO OCHOBHBIM ApaWBEpOM 3THUX IIPOLIECCOB
ABJIAIOTCS Macc-Meaua.

HccmemoBaHue nmaeT oCHOBaHHe C(OpPMYJIHpOBATH BBIBOJ O TOM, UTO TeJlecHas
HUIEeHTUYHOCTD IIPeJCTaBIsAeT CO00M KOMIUIEKC 3HAKOB, BBICTYIAIOIIUX B POJIHU
UIBTPOB  BOCHPUATHSA [OEHCTBUTEIBPHOCTH, ¥  MapKepOB, OIpeIesISIoIInX
OTHOIIIEHUE K BOCIIPUHATBIM SIBIEHUAM. B APyrux TepMHHaX: UJAEHTUYHOCTHb €CTh
TUCKYPC, OIIpeeIAI0IIUNI JUYHYI0, FPYIIIOBYI0 U METarpyIIloBYI0 KOMMYHHUKAIIUIO.
Ecniu B mpouurble Beka OCHOBHBIMH CyOBeKTaMH, KOTOpbIE YUYaCTBOBAIM B
$GOpPMUPOBAaHUY HAEHTHYHOCTH pPa3BUBAIOIIENCA JUYHOCTH, OBPUIM — IIOMHMO
JIMYHOTO OIIBITA — CE€Mbsd, II€PKOBb, yJIHIA, IIIKOJA, IpeAjaraBIIue HOCTATOUYHO
TOMOT€HHbIEe TeJleCHble 00pas3pl, TO COBpeMEHHBIe Megua AeMOHCTPHUPYIOT
MHOKE€CTBO IIPOTMBOPEUYMBBIX BAPHMAHTOB TeJIECHOW WAEHTUYHOCTH, BBIHYKOAsd
WHAVBUIA KOKIBIN pa3 IOACTPANBaThCS IO HOBbIE TpeOOBAHYS.

Crarps pefHa3HaUYeHa JJIs HCCIeoBaTeJIe COBpeMeHHBIX Meaua.

KitroueBsnie ciioBa

JIMYHOCTHAA HAEHTUUHOCTD; «SI-KOHIemusa»; caMOMAEeHTUPUKAIIUI; CTPYKTypa
UAEHTUYHOCTY; TeJeCHas WAEHTHYHOCTD; TeJIeCHBIN caMoo0pas; TpaHcdopMalius
TeJIa; HappaTUB UAEHTUYHOCTH; MaccoBasd KOMMYHUKAIUSA; JUCKYPC HIeHTUUYHOCTHU
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BBEJEHUE

Y. [IxeMmc, pOOOHAYAJbPHUK YY€HHS O CaMOCO3HAHUH, IION
JIMYHOCTHOM  MOEHTUYHOCTBI0 IIOHMMAJ IIOCJIE€NOBATEJIbHOCTb U
HEeIIPOTUBOPEYNBOCTh CyOBEKTa, TOXKAECTBEHHOCTh cebe, OIIyIIeHUe
cebs1  «HACTOAIIETO»,  TBOPSILEro,  peaJM30BBIBAIOIIETO  CBOM
HaMEUeHHBIM NyThb. [JIaBHBIM MOCTYyJaT — YCTOMYUBOCTH CYOBEKTa,
pas3BepTHIBAIOIIET0 CaMOTo cels, II0CPEeICTBOM 3HAHUU U IIOHMMAaHUS O
cebe ([xemc, 2011).

K. flcmepc ommceiBaeT HOEHTUYHOCTh KaK OIMH U3 YeThIpex
dopMaNpHBIX  INPU3HAKOB co3HaHus «S». IlepBpIii  Tpu3sHAaK,
BbIAeIeHHBIN K. flcmepcoM, — 3TO 4WyBCTBO [OeATEIBHOCTH, OCO3HAHHUE
cebss B KauecTBe AaKTHBHOTO CyIIleCTBAa. Bropoll - co3HaHHe
COOCTBEHHOT'O €qUHCTBA: B KOXOBIM TAaHHBIM MOMEHT 51 CO3HA0, UTO 5
equH. TpeTnil mpHU3HAaK — OCO3HAHUE COOCTBEHHOHM HMIEHTUYHOCTH, UTO
O3HAUaeT: 51 OCTAIOCh ceryac TeM ke, KeM ObLT U paHee. /] ueTBepTHIN —
3TO OCO3HAHHE TOI0, YTO «JI» OTJIMUYEH OT BCEro OCTAJIbHOTO MHUpA
(Acmepc, 1997, ctp. 93).

BriepBeie mOHATHE U CTPYKTypa JUYHOM HUAEHTUYHOCTH OBLIN
OeTaJIbHO IIpe[CTaBlIeHbl B paborax 9. IOpHKCOHA. ABTOp IIOHHMAJ
UIeHTUYHOCTh KaK CJIO)KHOEe JIMYHOCTHOe o0pa3oBaHUe, HMellee
JUYHYI0 TOKAECTBEHHOCTh WJIN LIEJIOCTHOCTH (OLIyI[eHue U OCO3HAHUe
ce0s1 HEM3MEHHBIM, HE3aBHUCHUMO OT M3MEHEHUs CUTYyalluu U POJIH),
IIpeeMCTBEHHOCTh CBOETO IIPOIILIOTO0, HACTOSIIEr0 U OyAyIIero, a Takxe
IIpH3HAaHUE OIpeNeIeHHON CTEI€HU CXOMACTBA C IPYTHMMU JIOIbMHU IIPU
OJHOBpPEMEHHOM BHIAEHUHU CBOEH YHUKAJIbHOCTH U HEIIOBTOPHMOCTH. J.
OPUKCOH BIIEpPBBbIE€ BBIAEIMJI CTPYKTYpy IIpoliecca HIEHTHUYHOCTH,
KOTOPYI0 IT03[JHEE OIMCATIU KOTHUTHUBHBIE IICUXOJIOTHU:

1) YyBCTBO MOEHTUYHOCTU — 3TO UYBCTBO JIMYHOTO TOXXAECTBA U
HCTOPUYECKON HEIIPEPBIBHOCTU JIUYHOCTH;

2) co3HATEIPHOE YYBCTBO JIMYHOCTHOM UAEHTUYHOCTU OCHOBAHO Ha
OBYX ONHOBPEMEHHBIX HAONIOMEHUIX: BOCIPUATHH cebd  Kak
TOXKJIECTBEHHOT'O U OCO3HAHUE HEIIPEPBIBHOCTU CBOETO CYILEeCTBOBAHUA
BO BpEMEHHN U IPOCTPAHCTBE, C OJHOM CTOPOHBI, U BOCIIPUATUHM TOTO
¢axTa, 4TO Apyrue IPU3HAIOT MOE TOXKIECTBO M HEIIPePBIBHOCTH, — C
IpYTOI;

3) mepeKMBaHUE UYyBCTBA HUIEHTUYHOCTU C BO3PACTOM U IIO Mepe
Pa3sBUTHS JIUYHOCTU YCHJIMBAETCSA: YeJOBEK OIIyIfaeT BO3PaCTAIOIIYIO
HEIIPEepPbIBHOCTb MEXAY BCEM T€M, UTO OH IIPEAIIOJAraeT IEepPEeXKUTh B
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OymyIeM; MeXAy TeM, KeM OH XOdeT ObITh, ¥ TeM, KaK BOCIPUHHUMAeET
OKHIAHUs JPYTHUX IO OTHOILIEHUIO K cebe (IpukcoH, 2006).

Ik, Mupg  ompepmesgeT  JIMYHOCTHYIO — MAEHTUYHOCTh  Kak
CITOCOOHOCTHh BOCIIPMHUMATH CBOE TIOBeeHNe U JKU3Hb KaK CBSI3aHHOE,
eqUHOe IeJIoe, OII0CPeOBAaHHOE COIIUAIBHO U CyObeKTUBHO. [[K. Mup
BBIJIEJIAET  OCO3HABAa€MYKH M  HEOCO3HABAEMYK  HIEHTUUYHOCTD.
HeocosnaBaemasi UOeHTHUYHOCTh Oasupyercss Ha  HEOCO3HAHHO
IIPUHATBHIX HOPMaX, IPUBbIUKAX. JTO IPUHATHIN YeJIOBEKOM KOMILIEKC
OKMOAHNUM, IIOCTYIIAIOIIUX OT COLMAJIbHOM TPYIIIbI, K KOTOPOM OH
npuHamiIexuT. (Oco3HaBaemMas HAEHTUUYHOCTb BO3HHUKaeT, Korja
yeJIOBEK HaYMHAeT Pa3MBIILIATh O cebe, O CBOeM IIOBEIEHUU.
[TomuepkuBaeTca 3Ha4e€HUE KOTHUTHUBHBIX IIPOLIECCOB, TaK KaK IIEPEXON
OT HEOCO3HABAEMOM K OCO3HABaeMOM HIOEHTUUYHOCTU BO3MOKE€H TOJIBKO
mpu Hanuuuu pediekcuu. YeqoBeK 0CO3HaeT CBOI UIEHTUUHOCTD,
pasMbILLIAsl O cebe C IIOMOIIBI0O IIPUOOPETEHHOTO B COLIMAIBHOM
B3aMMOIecTBUH s13bIKa (Mead, 1946).

I Tomxpen (Tamxden, 1982) mpemmokua paccMaTpuBath «SI-
KOHIENIUI0» JUYHOCTHM B BHUJE CHCTEMBI, BKIIIOUAlOIlell B cebs OBe
noacucreMel. IlepBag mM3 HUX - JIWYHOCTHAasA HAeHTUYHOCTb. OHa
OTB€YaeT 3a TO, KakK JIMYHOCTb CaMOOIIPEAENIeTCs, ABIAETCA
COBOKYITHOCTBI0O HHAMBUIYAJIBHBIX HHTEJUJIEKTYAJIbHBIX, (PU3NUYECKUX,
MOPAJIbHO-HPABCTBEHHBIX M JPYTUX XapaKTEPUCTHK 4YeJoBeKa. Bropad
IIOACHUCTeMAa — TPyIIOBasd UAEHTUYHOCTh. OHa OoTBeUaeT 32 OTHECEHUE
WHOUBHAA K IPOPEeCCHOHAIBHBIM, 3THHUECKHMM W APYTHUM TI'PYIIIaM.
CoBepmiaromuiicas B YeJOBEUECKOM  CO3HAaHHMM  Ilepexon  OT
UIEeHTUYHOCTH JMYHOCTHOM K I'PYIIIOBOM COOTBETCTBYET IIEPEXOAY OT
pasIMUHBIX (OPM MEXKIMUYHOCTHBIX COIIMAJIBHBIX OTHOIIEHUM K
OTHOIIIEHUSIM MEXTPYIIIOBBIM, U HA000POT.

B repMuHax 9. 9puKcoHa peub UAeT 00 3r0-UAEHTUYHOCTH, TO eCTh
OCO3HABAHWHU CBOEM IEJIOCTHOCTH, CAMOTOKIECTBEHHOCTH, HECMOTPS Ha
BCE€ HM3MEHEHN:A, KOTOpble IPOMCXOAAT C HaAMM B IIpOILlecceé poCTa U
pasButus. «fI MeHsICh, HO f — TOT Xe caMblii». OueBUIOHO, UYTO,
TIOMUMO OIIYIIIEeHUsI CBOEM CaMOTOKIECTBEHHOCTH, >KeJIaTeTbHO, YTOObI
U COLUAJIBbHO 3HAuMMBble [Jpyrue TakKXe IIPU3HABAJIU TBOIO
TOXIEeCTBeHHOCTh. (O[HAKO CIMIIIKOM CHUJIbHAasd OpHeHTalusd Ha
IIpU3HAHUE [PYTUMHU IIPUBOOUT K (PUKTUBHOCTU JIMIYHOCTHOM
UOEHTUYHOCTHU, KOTOpas CTAHOBUTCA B 3TOM CJIydae KaJbKOWM WIIHU
YaCTHBIM CJIy4aeM COLMAJIbHOM UAEHTUYHOCTHU.

Ha cerogHAmIHUN [OeHb IOHATHE JIUYHOCTHOU UAEHTUUYHOCTU
TPAKTyeTCs KaK «COBOKYIIHOCTb CHOEJIAHHBIX U IOJAEPKMUBAECMbBIX
YeJIOBEKOM 3HAUMMBIX I €ro JKM3HEHHOTO ITyTH aKTOB BBHIOOpA
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(IpUHATHUS OTBETCTBEHHOTO peIIeHUs), PpPe3yJIbTUPYIOIIUXCI B €Tro
TEeKylllee COCTOSIHME B IIPOCTPAHCTBE OTHOIIEHUI C OKPY’Karollen
coumanbHOl cpemoit» (Kumbepr, 2017, ctp. 258). Tem cambIM
KOHCTaTUPyeTCs CBSI3b IIOHATUN JINYHOCTH, JIMYHOCTHOU
UIEHTUYHOCTH, CyOhEeKTa, «CAMOCTH» C yYeTOM 3HAUYMMOCTU Ka)KIOTO
13 HHAX B Ka4eCTBE peryaaTopa aKTUBHOCTHU 4eJoBeKa. IlepcrieKTuBHBIM
B HCCIEeA0BATEJIbCKOM ILIAaHE IIPENCTaBIAETCd UM PACCMOTPEHHE TAKOTO

H3MepeHus JIUYHOCTHON UIEeHTUYHOCTH, Kak «CTaTyChl
UAECHTUYHOCTU»: «AuPPy3Had HUIEHTUIHOCTb», «IIpegpelleHHas
UIEHTUYHOCTD», «MOPaTOPHUIL», «AOCTUTHYTas  HAEHTUYHOCTb»

(Kumbepr, 2017, ctp. 258).

Vcxonss m3 0003HAUEHHBIX BBIIIE KOHIENITYAJbHBIX IT0JIOKEHUM,
MBI MOXEM B caMOM OOII[eM BHE pacCMaTPUBATh JHUYHOCTHYIO
UAEHTUYHOCTh KaK Ha0Op IIpeacTaBIeHUN WHAUBUAA O CBOeEMH
$uU3UYIECKOI MIPUBJIEKATENTHHOCTH, MHTEJIEKTyaTbHbIX,
9MOLIMOHAIBHBIX U  BOJIEBBIX  XapaKTePUCTUKAX, MOpaJIbHO-
HPAaBCTBEHHBIX OCOOEHHOCTSIX U APYTUX (aKTopax, 00ecrIeynBaOIINX
MIO3UTUBHOE CaMOOIIyIleHHe T[PU CpaBHeHUU cebs ¢ [OpyruMu
nHaUuBUOaMu. Eciu coBceM MPOCTO — 3TO OTBET (MU COBOKYITHOCTH
OTBeTOB) Ha BoIlpoc: «Kro a7?».

TakuM 06pa3om, B cofepKaTeIbHOM ILIaHE CAMOUIEHTUUYHOCTS,
WJIM, KaK TOBOPST IICUXOJIOTH, «SI-KoHIenmusi» (06pas SI) — aTo cucrema
MIpEeICTaBIeHUN JIMYHOCTH O CBOeM «SI» M OTHOLIEHWIT K HeMmy. «f-
KOHIIEI[USI» IIPEAIIoaraeT, 4YTO y HUHAUBULOA CYILIECTByeT HeEKOe
BHYTPIWJIMYHOCTHOE SAPO — «f», orOuparoiliee M UHTETPUPYIOIIEe
3HAUYUMY U OTOpachIBalllee HE3HAUMMYH I HEro WH(YOPMAIHUIO.
[lonsatue «fI» 00bIYHO TIOgpas3gessieTcs Ha [ABAa  3HAYEHUS:
HOMUHATUBHOE — «fI» Kak CyObeKT U aKKy3aTHUBHOe — «SI» KaK OOBEKT.
«fI» Kak 0OBEKT BKIIIOUAET B ce0s MIOenu «SfI» Kak cOMaIbHOIO OOBEeKTa
IUIST APYTUX U «fI» Kak COMUAIBHOTO (M IICUXOJIOTUUECKOT0) 00BEKTa IS
ce6s (OpitoBa, 2004).

Mpr He OymeM paccMaTpuBaTh caMble II€pBble IIIaTU  TIO
caMOUIeHTU(QUKALIUY, KOTOPbIe COBEpIIAeT TOJIHKO UTO IIOSBUBIIIEECS
Ha CBET UeJIOBEYEeCKOe CYIIECTBO. ITOT MPOIECC HMPEKPACHO OIMCAH B
paborax mcuxonoroB (Kopomenko, [Imutpuena, 1999). M3BectHO, UTO
OHTOTE€HETUYECKHU MEPBBIMU 00BEKTaMHU IS «SI» CTAHOBSITCI 3HAUUMBIE
OpyTHe — B IIEPBYIO OUepenb MaTh. MaTh BBICTYIAET B POJIU IIOCPEIHUKA
MeXIy peOeHKOM U MHUPOM, AEKOAUPYS, paciIn@poBbIBas, C OTHOI
CTOpPOHBI, CUTHAJIBI, TOCTyIIAlOIe K peOeHKYy OT Cpedbl, C APYrou —
CUTHAJBI, HOyIIue OT ero «I», ero cobGCTBeHHbIE ITOTPEGHOCTH.
[TocpencTBOM TaKOTO B3aMMOMENCTBUSI peOEHOK BBIAeNsIeT cebs U3
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CUMOHMOTHYECKOr0 (IICHMXOCOMAaTHUYeCKOT0) eJUHCTBA C MaTepblo, U Y
Hero HAYMHAIT (POPMUPOBATHCSI TPAHULBI ero «SI», mepBOHAYAIHHO
coOMaTHYecKHe, a BIOCIEACTBUM U Iicuxudeckme. M3  Bcero
MHEPOPMAIIMOHHOTO IOTOKA, MAYIEr0 OT BHEIHEr0 UM BHYTPEHHETO
MHpa, y pebeHKa HaUMHAeT BEIPHCOBBIBATHCS HEKOTOpas KOHPUTyparus
ero «fI», o6pas «fI», mpeacTaBIAOIIUI OCHOBY AJIA €r0 UAEHTUIHOCTH.
[TapamnensHo popmupoBanuio obpasa «SI» umer popmupoBanue obpasa
«[Ipyroro» — o6obiieHHOTO 06pa3a uesoBeka. B mrore Apyroi uemoBek
CTAaHOBUTCS yCJIOBHEeM (OPMUPOBAHUS «SI-MOEHTUUHOCTU» U SIBIISETCS
ee COCTaBHOM 4YacThio. Bmecre ¢ TeMm, OpPYyroil YelOBeK CTAaHOBUTCH
HCTOYHUKOM BCeX IpobiieM ¢ HAEHTHYHOCTHI0. KoT1a MbI cCTaTKHMBaeMcst
¢ mpobiaeMaMy UOEHTUYHOCTH, TO, KaK IIPABUJIO, BHIXOOUM Ha CaMBbIX
OMU3KUX JIOEN: MaMy, TaIty, 6a0yIIKy, JeAyIIKY...

OueBUOHO, YTO TaK IIOHMMaeMas WIECHTUYHOCTb CBsi3aHa C
KaTeropuUsiMU «CTa0MIBHOCTh» — « IMHAMUYHOCTH». CTaOUIBbHOCTD daeT
OLIyII[eHUEe YCTOMYUBOCTH «S» BO BpeMeHH. [[MHAMHYHOCTH
IIpefIiosaraeT BO3MOXKHOCTh M3MEHAThCS, pas3BuBaThcsa. OgHO U3
YCIOBUM 3J0POBOYM HMIOEHTHYHOCTH — OajJaHC [OHWHAMHUYHOCTH -—
CTaOMIBHOCTHU. [[pyruM yciioBHEM 3q0POBOI HIOEHTUYHOCTH SIBIISETCS
cooTHolleHHe  ¢parMeHTapHOCTH  (qU(PepeHIuPOBAHHOCTH)  —
I[eJIOCTHOCTH. Bricokas CTeIleHb nuddepeHIIHPOBAHHOCTU
IIpefIIoaraeT OCO3HaBaHNe U BbIFeJIeHre MHOTUX CTOPOH HMJIM KadyecTB
cBoero «fI» (MyxumHa, mpodeccCHOHaJI, yMHBIN, yIOPHBIH M T.X.).
IleTOCTHOCTP  O3HayaeT IepeXUBaHUE BHYTPEHHEIO  eIMHCTBA,
HECMOTpsI Ha KaKYIIyICI PpPasHOPOSHOCTb KauecTB «SI». Takum
06pa3oM, MO)XHO ITPEAIIONIOKUTh, UTO INOJDKEH CYIIEeCTBOBATH HEKHUM
6anmanc quddepeHITUPOBAHHOCTU U I[€JIOCTHOCTH.

CTPYKTYPHBIE 3JIEMEHTbI JIUYHOCTHOM
NIAEHTNYHOCTU

O6o6111eHrIe OOJIBIIIOTO KOJHWYECTBA pPabOT, ITOCBSIIEHHBIX 3TOM
npobieme, IIO3BOJISAET BBIJIEJIUTD HECKOJIBbKO 003aTeIbHBIX
KOMIIOHEHTOB JIMYHOCTHOI MIOEeHTUYHOCTHU. [Ipekie Bcero, peub UAET O
TEJIECHOM WIEHTUUYHOCTHU. 3aTeéM CTOUT BBIOAEIUTb HWIEHTUYHOCTH,
CBSI3aHHBIE C CaMOOLIEHKOW W TIpeIbsBIeHUEM HEKUX JHYHBIX
CITIOCOOHOCTEN: MHTeJIeKTyalbHas, 3MOIMOHAJIbHAsI U  BOJIeBas
UAeHTUYHOCTH, KOMMYHHUKATUBHAs UOEHTUYHOCTb. K Tperwbeit rpyrme
MBI OTHOCUM HUE€HTUUYHOCTH, CBSI3bIBAIOIIIE UHAUBUA C PA3IUYHBIMU
COUUAIBHBIMU TPYHIIAMH: BO3pACTHass WOEHTUYHOCTb, TeHAepHasd
UIEHTUYHOCTh, CEMEMHO-POI0Bas WAEHTHYHOCTh, MUKPOTPYIIIOBAs
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UIEHTUYHOCTh, HpodeccCHoHaNbHas HOEeHTHYHOCTh. (Cxema  Tak
IIOHUMaeMO¥ NAeHTUYHOCTY MpuBeaeHa Hke (Puc. 1).

TENECHAA
WOEHTUYHOCTL
NMPOPECCHMOHANBHAA WOEHTUYHOCTL NO
MAOEHTMYHOCTb CNOCOBHOCTAM
NIMYHOCTHARA
WOEHTUYHOCTB
MWKPOTPYNMNOBAA F’EHAEPHAA
MOAEHTUMYHOCTb MAEHTUYHOCTE

CEMEMHO-POAOBAA
MAOAEHTUHHOCTb

Pucynok 1.

TEJIECHAA NOJEHTUYHOCTD KAK ITPOBJIEMA

ITepexona k TenecHONM MOEHTUUHOCTH, CTOUMT HAIIOMHUTH, uTO J. I.
OPHUKCOH CUYMTAJI, UYTO IVIAaBHBIMM BeXaMM [OCTOMHCTBA 4YeJIOBeKa
ABJIAIOTCA «aHATOMMS, UCTOPUSA M IIEPCOHAIBHOCTD» (Erikson, 1980, CTp.
177-178). Teno sBisieTcs BecbMa BaKHBIM (AKTOPOM, KOTOPBIH
TI03BOJISET ¥ CAMOMY UHAWBHUIY WUACHTUPUIIMPOBATH ce0s, U OPyrUM
JIOASIM  UAEHTUQUIINPOBATh KOHKPETHOTO uenoBeKa. [loHATHO, YTO
TOJIBKO TEeJIECHOCTh He BCerga MOKeT 00eCIIeuuTb UOEHTUUYHOCThb, TeM
foosee UTO ee MOKHO O4YeHb CHJIBHO WH3MEHHTh. leM He MeHee,
6eCcCMBICTIEHHO OTPHUIATh, UTO TEJIO SIBJIIETCS HEMAJIOBKHOM COCTaBHOM
YaCcTbl0 MAEHTUYHOCTH 4YeJIOBEKA: OHO «IIPUHAIJIEKUT» UYEJIOBEKY B
ropa3go OoJblieil cTereHU, 4yeM J00as cOOCTBEHHOCTh. I[loaTomy
IIpe/ICTaBJIeHUe O COOCTBEHHOM Tejle SBJSIeTCS Ba)KHOM YaCTBIO
CO3[1aBaeMOT'0 UeJIOBEKOM 0Opasa caMoro celOst; KpoMe TOTO, TeJI0 MOKET
BBIPAa3UTh COKPOBEHHBbIE N3MEPEHU UeTI0BEUECKOM UAEHTUYHOCTHU.

M B OpeBHOCTH, M B HACTOSIEe BpeMs TEJIO HCIIOIb3YyeTCs Kak
pecypc conuanbHOM KoMMyHuKanumu. Ha ®Pununnusax HakaHyHe
[Tacxu mecsiTKU HOOPOBOJIBLIEB IS MCKYIUIEHUS TPEXOB IIOBEPTAIOTCS
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pacIATHIO Ha BepuInHe xoaMa. VIX pyku ¥ HOTHM OIpOMHBIMHU I'BO3ASMHU
NIpUOUBAIOT K JEePeBIHHBIM KpecTaM, KOTOpble OHM Ha CBOMX ILIeUax
IIPUHOCST Ha 3TOT XOJIM. BOKpYyT pacmsiThIX HAUMHAETCsI OCOOBIN PUTYAI,
B XOJe KOTOPOTO IIOJIypasfeTble MY)KUMHBI M30HBAOT cebs OMuaMu U
IMajJKaMM, a >KEHIUHBI TPOMKO IpuuuTaroT u wmoxuarcd. [Ilmpoxo
HM3BECTEH M PEJIUTHO3HBIN IIpa3AHUK MYyCYyJbMaH — Allypa. B aTor gens
IMUNATBHl yCTPAMBAIOT TpaypHbIe IMIECTBUSA, KOTOPBIE COIIPOBOKIAIOTCS
CaMOMCTd3aHMEM, B YeCcTb BHyKa IIpopoka MyxamMmena, uMama
XyceitHa. My)>XK4nHBI U30MBAIOT CAMUX Ce0sl 10 CUHSAKOB U XJIEIYT CBOU
CIIMHBI IUIETKAMM HIM JaKe LEeNAMH C OCTpbIMH Je3BuiAMU. boiee
MUJIIHOHA YeJIOBeK KaKIBIM roj cobuparoTcs Ha ecTuBanb Tarmycam
ron Kyama-Jlymmypom B dects mHAyHCTCKOTO 6ora MypyraHa, cblHa
[Musbl. B aTroT nmeHp mpasgHYOT IojlydeHHe MypyranoMm oOT cBoeu
MaTepH KOIIbs, C IIOMOIIBI0 KOTOPOTO BIIOCIENCTBUN OH ITOOEIIII 3JI0TO
neMoHa. Ha sToM mpasgHUKe JTIOOU HOCAT CaHJINU C >KeJIe3HbIMU
TBO3sIMMU.

IToMrMo camoucTd3aHUsd, CBI3aHHOTO C PEJIUTHO3HOM MOTUBAaLeN
WU TICUXUYEeCKUMHU OTKIOHEHUSMHU, MOKHO BBIAEIUTH ellle IBe (POpPMBbI
MOTHBAIlUM K CaMOUCTSI3aHHIO: 1) camMoOuCTsI3aHHe, MOTHUBHPOBaHHOE
HUIEOJIOTUYECKON WJIM 3TUYECKOM YCTAHOBKON; 2) CaMOUCTsI3aHUE,
CBA3aHHOE CO CTpEMJIEHHEM IIOAHATHCA Ha BEPIIMHY SMOLMOHAIBHBIX
IIepeXUBaHUM, JOCTUYD 9KCTA3a.

B mepBoM ciyuae MBI mMeeM B BHUAY HaHeceHHe cebe Bpema C
LEJIBI0  OEeMOHCTpallMUd CBOE€M  IIPUBEPKEHHOCTU  OIIpeHeIeHHOM
UOEOJIOTUY WU COLMAJIBHOM YCTAaHOBKE: CIIeIMaJIbHble TATYUPOBKU U
IIpoune 3HAKU Ha Teje. Y UHAelIeB IIeMeHu CaTepe-MaBe B bpasunuu
CYLIECTBYeT OUeHb JKECTOKMII OObIYail IIOCBAIIEHUs IOHOIIEN B
MY>XUMHBI. [ 3TOTO MCHONB3YIOT CHEUAIBHO H3TOTOBJIEHHBIE U3
JIMCTBEB IIEpYATKU, B KOTOPbIE BILIETEHBI YCBIIIJIEHHbIE MYpPaBbU-ITYJIN,
YKYCBhI KOTOPBIX CUMTAIOTCS CaMBbIMH OOJe3HeHHBIMH. Korma mMypaBbU
IIPUXOIAT B cebs1, IOHOIIIA TOJDKEH HAeTh 3Ty IIepUYaTKy U IIPOOep:KaTh B
HeW pyKy B TedeHHe 10 MUHYT, HEe M3[daB IIpU 3TOM HU 3ByKa. M ara
IIBITKA, CUMUTAIOLIAACA WCIBITAHUEM BbIHOCIUMBOCTH, IIPOMOJLKAETCS
HECKOJIBKO pa3 B TeUeHUE Hs.

Yro KacaeTcs CaMOMCTA3aHUS I BBeleHUs ce0s1 B 9KCTas, TO 371eCh
TO)X€ BeChbMa OOIIMPHBIM pelepTyap NeHCTBUI: KyIaHHUe B JeOIHON
BOJEe, XOKAEHUE B JIETKOM OAeXAe IIPU CHUIbHBIX MOpPO3ax, CTpeMJIEHUE
CIIaTh Ha YKeCTKUX JOCKax (MHOT/[A C TBO3ASIMU) U T.TI.

Camoncra3aHue [OBOJBHO JIETKO IIE€PEeXOOUT B MOAUPUKAIIUIO
TeJla, KOTOpas OTJIMYaeTcs OT CaMOMCTA3aHud mnociencrsuaMu. Ilo
3aBepIIeHUH aKTa CAMOMCTA3aHUA OPraHNU3M, KaK IIPaBUJIO, IIPUXOIUT B
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HopMmy. Ilocme MopmuKanuy Teja BO3BpallleHHUe B IIpeXHee COCTOSTHIEe
MIPAKTUYECKU HEBO3MO)XHO WU TPeOyeT CIOKHBIX U TOPOTOCTOSIIIUX
omeparuii. Mogudmkanus Tena ObLTa MIIUPOKO PACIIPOCTPAHEHHOI
MIPAKTUKOM ellle B JOUCTOpUUECKHe BpeMeHa. [IpaBia, uaire BCEro aTu
OTIepAIUU ITPOBOIUIUCH HE CTOJBKO II0 JIMYHOMY JKEJIAHUIO, CKOJIBKO B
cuiy obsizarenpHOro 06psiaa. [loqo6Hble MOOUPUKALTUY TTPOBOAUIUCEH U
C LeIbI0 OTMETKHU COLIMAIBbHOTO IOJOKEeHUs. Y HEKOTOPBIX HAPOAOB IO
CMX TIIOp IIpaKTUKyeTcss o0pe3aHue KaK 3HAK [PUHATUS B
COOTBETCTBYIOIIYIO PETUTHO3HYIO OOII[IHY.

Ha caMmpIXx paHHUX CTafHsIX pPa3BUTHs UYeJIOBEKA B €ro MO3T
3aKJIa[bIBAaeTCS IIPOTPAaMMa He TOJIBKO Te€HAEPHOM HIAEHTUUYHOCTU U
CEKCYyaJIbHOM OpHUEeHTAI[UU, HO TakKKe U OOIIell TeleCHOM CXEMBI.
OmHaKO MHOT[A UeJIOBEK ITepecTaeT NAeHTUPUIIUPOBATH ce0si CO CBOUM
TesoM. HOTHA 3TO TIPOMCXOAUT B CiIy4yae TsDKeJION O6oJe3Hu, Win
TPaBMBbI, ITOJyUEHHON B pPe3yJIbTaTe aBapUU WU OGOEBBIX NENCTBUIM.
OpmHako IICUXUATPHl 3HAKOMBI C WCTOPUSMHU JIIOfIEN, KOTOPBIE BCIO
)KU3Hb CUUTAIOT cebsi pOKOEHHBIMU He B TOM Teyre. Hampumep, xorma
MaJbUYUK y)Ke C JeTCTBa yOe)KaeH B TOM, UTO OH AeBouka. Eirte Goiee
CTPAHHBIM SIBJISIETCS CHUHIPOM HApYyIIEHUs LEeJOCTHOCTU BOCHPHUSATUS
co6ctBenHnoro Tena (body integrity identity disorder, BIID). IIpu BIID
HaOJII01aeTCsT HECOOTBETCTBHE IIPECTABIEHUST YeloOBeKa O TOM, Kak
ITOJDKHO BBITJIIAETh €ro TeJo, COIVIACHO peaJpbHOMY (PU3UUecKOMY
o6muky. Jlflomu ¢ 3TUM CHHAPOMOM WCIIBITHIBAIOT UYBCTBO, UTO HeEKas
yacTh MX Teja UM He MPUHAIIEKUT, U JIHOOOUM LEHOU XOTAT OT Hee
136aBUTHCSA, YTOOBI ITOUYBCTBOBaTH cebsi komdoprHo. Yacrto oHU
IIBITAIOTCS IPUOIU3UTD JKeJTaeMyI0 CUTYaIlHI0: HAITPUMeD, 3JaCTUUHBIM
OMHTOM MOATATUBAIOT HOTY K CBOEMY 3a[y; HOCAT IIHPOKUE OPIOKH,
yTOOBI HE BUAETH CBOI TOJIEHb; IIOJBOPAUYUBAIOT BHYTPb IITAHUHY U
XOMSAT C KOCTBUISIMHM HJIN TIEPEIBUTAIOTCS B Kpecie-KoJsicKe. BhpIBaroT
cIyuad, KOTJa IAIMEeHThl CO3HATEIFHO HAHOCIT cebe TshKeNlble TPABMbI
TOJIBKO PafU TOTO, YTOOBI M30ABUTHCSI OT HEHABUCTHOM YaCTU TeJa.
[eno B TOM, UTO XHPYPIUUeCKOe BMEIIATEIBCTBO B CIyYasxX MOJOGHOTO
3a00yieBaHUsl SIBISIETCS HE3aKOHHBIM, II09TOMY HAWTHU CIIEIIUAJINCTA,
TOTOBOTO  aMIIyTUPOBaTh 3IOPOBYI0 YaCTh TeJla IIPAKTUYECKU
HeBO3MO)KHO. OTHAKO TaKue JIIOOU HAXOMAT BO3MOXKHOCTh M30aBUTHCS
OT HEHY)KHOIA, IT0 UX MHEHHUIO, YaCTH TeJla: HOTH, PYKH, IJ1a3 U T.II.

[TorHOE OTCYTCTBHME KOHTAKTa C TEJIOM XapaKTepHO LIS
mn3ogpennu. Boobiite roBopsi, mu30ppeHUK He 3HAeT, KTO OH eCTh, a
ITIOCKOJIBKY OH He COIIPUKACAETCS C PEaTbHOCTHhIO, TO HE MOXKET HaKe
copmynupoBats Takoit Bompoc. Illu3oun 3HaeT, YTO y HETO €CTh TeJo,
OH CcrrocobeH OpPHMEHTHPOBAThCI BO BpeMeHM U IIpocTpaHcTBe. Ho
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IIOCKOJIBKY «fI» He OTOKIEeCTBJIEHO C TeJIOM U He BOCIIPUHHMAeET ero Kak
’KHBOe, UeJOBEK YyBCTBYeT, UTO MHUP U JIIOAU He HMEIT K HeMy
oTHoUIeHUA. Ero co3HaTelbHOE OIIyIlleHHe OTOKIECTBIEHHOCTHU TOKe
He CBSI3aHO C TeM, YTO OH UyBCTByeT IIO HOBOAYy cebsi camoro. Y
300POBOTO UYeJIOBEKa TAaKOTO KOH(IMKTA HEeT, IIOCKOJBKY ero «fI»
UAeHTU(PUIIMPOBAHO C TEJIOM, a ero 3HaHue 00 3TOM OTO)XAECTBICHUU
cleqyeT M3 YyBCTBOBaHUA Tesla. MHOXKeCTBO MCTOPHUIL O IOTepe YyBCTBa
OTOXXIECTBIIEHHOCTH CO CBOMM TeJIOM oImcaHo B pabore A. Jloysna
(JIoyan, 1999). Opnako mpobiemMa 3aKJIKOUaeTcss B TOM, UTO
HEYBEPEHHOCTb B OTOXIECTBIEHHOCTHM THUIHWYHA JIJId JIIOAEN Halllel
KyJAbTypbl. MHOTHE TIPUXOOAT B OTYasHHUe, Korga obpas «S»,
CO3JaHHBI HMH K€, OKa3bIBaeTCs IIyCTBIM U OeCCMBICIeHHBIM. B
KauecTBe pellleHUs 3TO¥ ITpoOiieMbl BO3SHUKAeT CTPACTh K M3MEHEHUIO
CBOETO TeJja, YTO MHOTAa IIPUBOAUT K MHOKECTBEHHBIM OIlePAIlUsIM.
Tak, Hanpumep, mpocrad mBeAckas AeBymiKa IIukcu Pokc HHYeM
He OTJIMYajach OT OOBIYHBIX MHEBYIIEK IIBeACKON BHeITHOCTH. Ha
pPagocTh CBOMM POAUTENSIM [IEBYIIKA ITOJTyYHJIa HEeIUIOXoe oOpasoBaHue
u craja pabOTHHUIIEN CpegHeCTATUCTUYECKON KOMIAHUU B cdepe
nmwkeHepuu (Puc. 2). [leBymika Oblna IIpUBIeKaTeJIbHa, HO MeUTasa
CTaTh M3BECTHOM Ha BCIO IUIAHETYy M CTaTh IIpogdecCHOHATIbHOM
MOeJIbIO. BpooxHoBUBIIIHCH AaHUMAaI[MOHHOMI repouHen us
MyabTuiabma «Kak mopcraButh Kposnmka Pomkepa?», oHa mpuHAIa
pellieHue cTaTh Ioxoker Ha [[keccuky Pa66ut. CBoro rpyas 6iaaromaps
ILTaCTUYeCcKoM Xupypruu Ilukcu mu3MeHHIAa ¢ IepBOTO Ha IIIECTOM
pa3Mep, Iocie uvero Hakauaiga ry6el. [locime 3Tux u3MeHeHUIT OHa
peliniga, YTO HEJOCTaTOYHO MOJIOJAa MOJIA CEeKCyaJbHOM TepOUHU
MYJIbTUILUIMKAIIUU. YKOJBI OOTOKCAa CTaJIM ee BBIXOJOM W3 JaHHOM
cuTyauuu. Takke CTOUT YIOMSAHYTh O ¢akre Toro, uto [lukcu Poxc
obpaTmiiach K CBOEMY ILUIACTHUYECKOMY XUPYPTy 3a PUHOILUIACTUKOM U
ronTsbKKoM yura. Ho maske st abCOMIOTHO KapaUHAJIbHbIE U3MEHEHUS
He CMOTJIM YyHOBJIETBOPUTb mHepdeKIuoHUCTKy. C 3TOro camoro
MOMEHTa OHa 3aropejach HAeel HOBOM IITacTHUYecKoM omepaumu. Ha
ator pas [lukcu mocetuina mpaes o6 ymaJleHUU IIeCTH pebep C ILeTbIo
IpHoOpeTeHUs] «OCHHOM» TaluM aHUMalnuoHHOIN repouHu ([Iukcu
dokc, 2018). Temepp jKe ee Talxusd COCTaBISIET BCETO JHUIIDL 36
CaHTHMETPOB, a IIUTAaeTCAd OHA JIMIIb KUAKON IHUIIEN, IIOCTOSHHO HOCA
KopcerT. (3mech u manmee TPUBOAATCT POTO U3 OTKPHITHIX UCTOUHUKOB).
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PucyHok 2.

Huxe mpuBenensl ApyTrue IpuMepsl J0AeN, KOTOPbIE CO3HATEIbHO
IepeaeIbIBAl0T CBOE TEJIO.

Pucynok 3. Yenosek-samepuiia
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9puk Cmpar, 6onee u3BecTHBIN Kak YemoBek-siepuria (Puc. 3),
CUMTAeTCsl OCHOBaTeJeM MOJAMHIA Tejla: OH IIEPBBIM 3aTOUMUJ CBOU
3y0BI, UYTOOBI OHM HAIIOMHHAJIN OCTpble 3yOKH siepuisl. Kpome aroro
OpUK XUPYPTHUUYECKUM ITyTeM M3MeHUJ POpPMY CBOETO s13bIKa, pa3IBOUB
ero. HanOpoBHBIE TyTu MMEIOT IO IATHh Te(IOHOBBIX UMILJIAHTATOB IIO]
KO)Kelf, UTO BBITVISAUT KaK HApPOCTHI y siepuil. Horru ykperieHbI u
CTUJIM30BaHbI IOJ KOT'TH, Ha BCEM Tejle — XapaKTepHas TaTyHpOBaHHas
3eJIeHas OKpacKa, a TyObl UMEIOT YePHUIIBHO-3€eJIE€HbII I1BET.

Ha xusup YenmoBek-siepuiia 3apabaTbiBaeT COOCTBEHHBIMU
BBICTYIUIEHUsIMH. Ha CcBOMX 1IIIOy OH TIpPOAEIbIBAaeT OTPOMHOE
KOJIMYECTBO BeChbMa 3PETUIIHBIX TPIOKOB, TAKUX KaK TVIOTAHWE OTHS U
cabeb.

PucyHnok 4. Hemenikas bapou

[lepuc Xepmc, mu3BecTHas TaKXe KaK «pealbHas bapbu wus
Bepiuna» (Puc. 4), moTparuia Ha cBo rpyas 6oiee 50 ThICAY HOJLIAPOB.
Ha mamuBIIT MOMeHT ee 6rocT BecuT Oosiee 4 KT, a pasMmep nuduuka S0L.
[Tomumo yBesmueHud rpyau, llepuc moasepriia cBoe TeJIO MHOKECTBY
OPYTUX XUPYpruuecKux Ipoienyp. U Bce aro pagu TOro, 4To0bI OBITH
IIOXOKe Ha OJHY M3 KyKoJ Bap6mu, KoTropble oHa o6o)Kajla B JETCTBE.
Bopouem, Ha 3TOM [eByIllKa He cobmpaercss ocTaHaBiauBaThcsa. OHa
IUTAHUPYET YBEJIUUUTH STOAUIBI U YOAIUTH ABa pebpa, uToOBI UMETh
ocuHylo rtainuioo. Ilepuc 3amama cebe  HOBYH  Ilelb:  CTaTh
obamarenbHULIEN HAUOOJIbIIIEro 6I0cTa BO Bee [epMaHuu.
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Pucynok 5. Camag 6oipinas CHINKOHOBas rpyab B EBpome

Maiipa Xwmwwic wu3 ITepmanuu o6ragaer caMo¥ — OOJBIION
cuInKoHOBOM rpyapio B EBpome (Puc. 5). Kaxmas rpyap HeMmelKoum
3HaMEHUTOCTU BECUT IO 9 KMJIOTPaMMOB M BMelaeT B cebs 10 TUTpOB
CIIeIIHATIbHOTO (PU3MUOJIOTHUYECKOTO pPacTBOpa, OT KOTOpPOTO TIPYyHb
Maripsl IIOCTOSHHO yBeJIMYHBAaeTCa B pa3dMepax. Ha maHHBIM MOMEHT
pasMmep ee Owocrtramprepa 32Z. [leByIika yKe IIOTepsula CYeT
IUTaCTUYECKHUM omepanusaM. Malipa XoTh UM JOBOJIbHA CBOMM BHEIIHUM
BHIOM, HO YacTO jKalyercss Ha Oonu B crimHe. CIiaTh JeBYIIIKA MOYKET
HUCKJIIOUNUTENbHO Ha OOKy, MHaue TUTAaHTCKas TPyOb HAKpoOeT ee B
OyKBaJIbHOM CMBICJIE C TOJIOBOI.

PucyHox 6. CaMbIil TATYHPOBAaHHBIN YeJIOBEK B MUpe
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Jlaku [Haiimonn Puu (Puc. 6) - rpaxmanun Hopoit 3emangumu,
3aHeceHHBIN B KHury pexopnoB IMHHeca Kak caMbIM TaTyHMPOBaHHBIN
JeJIoBeK B MHpe. Ero Teyso MmMOKphITO TaTyHpoBKamMu Ha 100%, BKIIOUad
yILH, BEKH, pOT U Bce Impoune dactu Teaa. Cam Jlaku [JaiMOHT rOBOPHT,
UTO TaK KaK €ro TaTyMPOBKHM HAJOKEHbI B HECKOJIBKO CJIOEB, TO YK€
MOXXHO TOBOpPUTb O 350% mokpbITuA Tena. Ilo pomy samatuil oH -
YAWYHBIM apTUCT. Ero BBICTYIUIEHMA BKJIOYAIOT IVIOTaHHUE IIIIAT, €310y
Ha 4YeTbIpEXMETPOBOM MOHOIIMKIE M >KOHIIHpoBaHue. Muorma on
BBICTyIIaeT Ha MEXIYHAapOAHBIX (eCcTUBAIAX, TJe ero IOosABJIeHUe
IIPMBJIEKAaeT HEM3MEHHOE BHUMAaHUE.

Pucynok 7. CHHTONBHBIV KauoK U3 bpasunun
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Bpasunbckuit crpoutens Bammup Ceraro (Puc. 7) usBecteH B
pogHoMm Can-Ilaynmy, kak Kauyok mnu Xank. B pesynbraTe MHBEKIUM
CHUHTOJIa OH HabpaJs 25 KMWJIOTPaMMOB, HO, UTO HEYIUBUTEIbHO, CUIbHEE
U Kpermde oT Hux He ctal. O6beM ero OUIIEIICOB 3a MOCIeTHUE 5 JeT
yBesmumiics ¢ 30 mo 60 cm. Bananup meurtaetr moctudb oTMEeTKH 70 CM.

CHHTOJN faeT JHUIIb BU3YAIBHBIN 3(QeKT U IIpU 3TOM BBeleHUE B
TEJIO 3TOr0 IIperapaTa MOXXET 3HAUUTEJIbHO IIOJOpPBaTh 3J0POBbBE
«KaukKa». Dpasuierl gejlaeT MHBEKIUU IIOTEHIIMATIbHO CMEPTEIHLHOTO
BelllecTBa B PYKH, TpyAb U IIeuH. Banaupa mpenymnpekaaroT, UTO 3TU
IIpOIleIyphl, B KOHEUHOM CUeTe, MOTYT €ro yOUTh WJIHU IIPUBECTH K
aMITyTallU¥ KOHEUHOCTeM, HO OH IIPM3HAeTCs, YTO BCce paBHO Oymer
IIPOJOJIKATh, TaK KaK €My 3TO HPaBUTCH.

Pucynok 8. JKenuinHa-pamiup

Mapusi Xoce Kpucrepua (Puc. 8) Goiblile m3BeCTHa MHPOBOMY
cooOIIIecTBY KakK JKeHIWHa-BamMmup. 90% Tera Mapuu IIOKpHITO
TaTyHpPOBKaMH, KpOME TOTO, Y Hee eCTb IIOJAKO)KHBble HMMILIAHTaThbl U
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OUeHb MHOIO IMpcuHTra. [leBymnka 3atoumia cebe 3yObI M HapacTHia
OTpOMHBIE KJIBIKHM. Mapus OelCTBUTEJIPHO HAIIOMHWHAET BaMIIMpa U3
Kakoro-HuOyap ¢uiabma ykacoB. [Ipu atom Mapus BOCIIHTHIBAJIACH B
Ha00)KHOM KaTOJIMUECKOH ceMbe U SIBJISIETCS MaTephio YeThIpeX JeTeri!

PucyHok 9. Yenosek-9nbd

[Tapens us Apreurunst Jlyuc [Magpon (Puc. 9) morparmm 60 000
OOJUTAapOB Ha TO, YTOOBI MPUOIU3UTBCI K CBOEMy HOealy —
MHu(UUeCKOMY cyliecTBy 32ibdy. [1g Havama OH OTOENHII KOXy U
BOJIOCBHI, chesal cebe JIMIIOCAKIIUIO IIOOOOPOAKA, PUHOILIACTUKY U
n3MeHMJI I1BeT ri1a3. 3areM Jlyuc cheman cebe «3IbQUICKHUE YIIKH» U
IIPOBEJI CIOKHYIO OTI€PALIUIO TI0 U3MeHeHUI0 POPMBI UeTtocTu. B ob1itert
croxxHoctu Jlync Ilagpon mepexus yxe 6oisbine 40 XUPYyprudecKHx
BMEIIIAaTEIbCTB.

[Tapens OymeT IpogOJDKATh 9KCIIEPUMEHTHI Hax coO6ou. B Oymyem
OH IUTAaHHUPYeT YMEHBIINUTh KAAbIK, YBEJIUUUTh KOHEUHOCTH, U3MEHUTD
paspes a3 u MHOroe apyroe. Ha >Ku3Hb uesioBek-25b( 3apabaTbiBaeT
KocruieeM. [md mopmepsKaHUs HY)KHOTO BHEIIHErO BHAA OH TPaTUT
ooJbize 5 000 JIOJJIAPOB B MECAI] Ha OJJHU TOJIBKO KpeMma.
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Pucynok 10. becriosnsiilt vHONIIIaHETIHUH

Bunuu Ox (Puc. 10) poguics B Jloc-Aumxkesnece B 1995-m. [lo 17 et
ObLT caMbIM OOBIUHBIM TIapHEM, a HMOTOM HEO)KUOAHHO PEIIUJ CTaTh
BHe3eMHBIM cylrecTBoM. CHavasia OH HCIIOJIH30BAJI HATIOJTHUTENIN I
ry6, a 3aTeM TIIpomIe] MABOMHYK PHUHOIUIACTUKY U TIipuber K
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MHO)XECTBEHHBIM WHBEKIIUSAM B IIeKH U J00. BuHHU yke morparmi
ooxpire 100 000 IOJIJIapOB, 4TOOBI BBITJIANETD KaK MHOILIAHETAHUH.

Tenepp «IIpuIese» TOTOBUTCA IIPONUTHU OIEPALHIO 110 yIAIEHUIO
TeHHUTAJIUM, YTOOBI CTaTh «OECIIOJIBIM CYIIIeCTBOM». Bcero Ha KOHEUHYIO
TpaHCcPOpMAIlHI0, MPeqyCMaTPUBAIOIIYI0  yHaJleHWe  T'eHUTAIUH,
riotpebyetcs cBbiitie 110 Ipoueayp.

Pucynok 11. Yenmosek—KpacHsiit Uepen

lenpu [Jatimon (Puc. 11), sxkurtenb BeHecyaibl BCIo )KU3Hb (paHATET
oT cBoero Jbumoro repos Marvel — Kpacaoro Yepema. Uto6b!I crarth
MaKCHUMAaJIPHO ITOXOKHM Ha JII0OMMOTO IlepcoHaxa, [eHpu oTpesan Hoc,
pacKpacui TaTy KOKY JIMIIA U IJIa3a, BYKUBUJI IO[ KOXY MMILIAHTHI.

53


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
410 General Questions of Theory

MACC-MEJIVMA KAK OCHOBHOU ®AKTOP
®OPMUPOBAHUSA TEJIECHOU UAEHTUYHOCTU

Onupasgcy Ha wumeun K. I. IOnura (IOur, 2005), coBpeMmeHHbIe
HCCIeqoBaTeIM HNPUIILIN K BBIBOAY, UTO OCO3HAaHUE CyOBEKTOM CBOEI
UAEHTUYHOCTU  SBJIAETCS  PEe3yJIbTaTOM TpeX  B3aUMOCBSI3aHHBIX
ITPOIIECCOB, IIPOTEKAOIINX B YCIIOBUSIX MEKINYHOCTHOM
KOMMYHHUKAILIUU: UAEHTUPUKAITUH, caMOUIeHTUQUKALTUHU u
camoripeseHTanuu. Ilog IepBpIM IIOHHMMAeTCs  paclOo3HaBaHUE
(y3HaBaHMe) CYyOBEKTOM KOTO-TM0OO0 WIM 4ero-1ubo B PIAy IIPOYUX,
HaXOXKJIeHUe MeXIy HUMHU OOIIUX YepT, OTHeCeHUe KOTrOo-TU00 WIU
yero-1mb0 K yKe CYILIeCTBYIOIIUM BHIaM, KjIaccaM, THIAM, POjaaM U
T.I.; TIOJ BTOPBIM — OIIpefesieHre CYOBEKTOM CBOUX COOCTBEHHBIX
«OOLINX» U YHUKAJIbHBIX XapaKTEPUCTHUK, OTHeJIeHHe CaMoro cebs oT
OPYTHUX MOJOOHBIX, 0OCO3HAHUE CBOEI 0COOEHHOCTH, YHUKATbHOCTH; IO
TPEeTbUM — OCO3HaHHAs JEeMOHCTPAIUsl CBOEHM «IIOXOKECTU» WU
«HEIOXO)KeCTU» Ha APYTHX, HOEMOHCTPAaTHBHOE IIpeIbsBIeHUE
OKpyKaroIuM cBoero otnnuns (Crnnuesa, 2017).

OmHako, Ha HaIll  B3IJIAL, AaKIEHT WCKIIOYUTEIbHO  Ha
BHYTPUJIMUYHOCTHBIX  aclleKTaX  (POpMUPOBAHUS UIEHTUYHOCTU
HMCKa)kaeT peaJbHYI0 KapTUHY 9TOT0 Iipoliecca. [IpMHUUONATBHO
BOXHBIM B 9TOM IUIaHE SBJISIETCS TEe3UC, COTJIACHO KOTOPOMY
BBICTyTIalOIIlee B KauecTBe ¢PakTopa (HOPMHUPOBAHUS HUIEHTUUHOCTHU
CaMOCOBEPIIIEHCTBOBAHUE ITPEACTaBIsIeT COOOM pe3yIbTUPYIOLIYIO IIO
KpaliHe Mepe TpeX B3auMOIEHCTBYIOIIIUX IPOIECCOB:

* BHEIIHErO BIUSHUs (MCTOUHUKOM KOTOPOTO SIBJISIETCS cCaMa >KU3Hb
U pa3Hble Cpeibl, B KOTOPBIX JKUBET UHIUBU/I);

* IIeJIEHAIIPABJIEHHOTO BIUSHUS CO CTOPOHBI COIHATIBHBIX
WHCTUTYTOB;

* IesiTeTbHOCTU CaMOTO UesIoBeKa (BBICTYMIAOIIETO OTHOBPEMEHHO
Kak ObI B IBYX UIIOCTACIX — 00beKTa U CyObeKTa
COBEPIIEHCTBOBAHUS).

JlaBHO M3BECTHO, YTO UAEHTUYHOCTH GOPMUPYETCS IO BIUSHUIEM
KOMMYHUKAIUU. «B cOIManpHBIX OOITHOCTIX BCeraa OBITYIOT UCTOPHUH,
BIUSIOINME Ha (QOpMHUpOBaHUE CIeUUPUUECKUX UAEHTHYHOCTEI.
OpmHako ciegyeT y4YWUTBIBATh, UTO CO3MAIOTCA U TPAHCIHUPYIOTCS ITU
WCTOPUU COLUAIBHBIMU CyObEeKTaMHU, KOTOpPble CaMU SBJISIOTCS
HOCUTEJSIMU cIlenuduuecknx wupeHTH4YHOCcTel» (Beprep & Jlykmaw,
1995, cTp. 280).

C TOUKU 3peHHs TeOPUU KOMMYHHUKAIUH, J00as UIAeHTUUYHOCTD
IIpe[CTaBisieT COOOM KOMILIEKC 3HAKOB, BBICTYNAKIUX B POJIU
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QUIBTPOB BOCIIPUATHS NEeHCTBUTEIBHOCTU U MapKepOB, OIIpeaesIaoIuX
OTHOLIE€HNWE K BOCIPHUHATBIM SBJI€HUAM. B [Opyrux TepMHHAaX,
HOEHTUYHOCTb €eCTh HEeKMM [HCKYpC, OIpeAesdolIuil JUUYHYIO,
IPyHOOBYI0 M MeErarpynroBylo KoMMyHuKanuio. Tak, b. Anpepcos,
paccyxmasi 00 HMCKYCCTBEHHO CKOHCTPYHPOBAHHBIX «Ouorpadusax
Hauui», nucanx:  «Co3HaHHe  IIOMEIEeHHOCTH B  MHUPCKOI,
IIOCIE€NOBATEJIbHO  IIOCTYIATEJIbHBINA IIOTOK BpeMEHH, CO BCeH
BBITEKAIOIE} OTCI0Ja HEINPEPBIBHOCTHIO, HO BMeECT€ C TeM U C
"3abBeHHMEM" TIIEpEeKUBAHHSA STOM HEIPEpPbIBHOCTH — IIPOJYKTOM
paspeIBOB, Ipomsomienmmx Ha wucxomae XVIII Beka, — poxpmaer
TTOTPeOHOCTh B HappaTuBe "UaeHTUUHOCTH " » (AHOepcoH, 2001).

B mpominble BeKa OCHOBHBIMHU CyOBEKTaMH, KOTOPbIE YJaCTBOBAIU
B OpPMUPOBAaHUN HIEHTUYHOCTH Pa3BUBAIOIIENCS JTUYHOCTH, OBLIU —
IIOMHMMO JIMYHOTO OIIBITa — CeMbs, LIEPKOBBD, YIHIA, IKoJa. HekoTopyto
pOJIb UTPAJIM CBETCKas M PEJUTHO3HAs JIMTeparypa, M300pasuTebHOe
nckyccrBo, teatp. C XVIII Beka Bo3pacTaeT poOJIb IPECCHI: «TOJICTBIX»
KypHanoB u raser. C XX Beka mapamMeTpbl BHOEHHS pPeaJbHOCTU B
obmecTBe 3amaroTca «@abpukamu HoBocTei». I. Toddmep Taxxe
yKa3blBaeT Ha B3aHMOCBA3b MEXKAY COCTOIHHEM HWIEHTUYHOCTH WU
Menua: «Mpl He MO)keM HM3MEHHUTb HAIlM CpeacTBa KOMMYHHUKAIUU U
OKMJaTh, UYTO OOILIECTBO oOcCTaHeMcsl Heu3MeHHbIM. OTHOCHUTEIBHO
HeOOJIbIIIOe YHCIO K3JdaBaeMbIX I[€eHTPAIM30BAHHO Ta3eT, >KYpPHAJIOB,
paguo-u Tejerepenad, GUIbMOB paHee 00eCIeYUBATIN TO, UTO TIPUHSATO
Ha3blBAaThb «MOHOJHUTHBIM CO3HaHHeM». VHAUBHUABI IIOCTOSHHO
COOTHOCHIH cebsd ¢ HeOOJBIIMM IIOHATHBIM HaOG0pOM pOJIEBBIX
Mopesney, KoTopeii uM 1npepoctraBissin CMHM.  CoBpemeHHas
nemaccuduKanus CpeLCTB MacCOBOM nHPOpMaAITUU maet
IIOpasUTeIbHOe pasHooOpasue pOJIEBBIX MOMesell, CTHJIeH >KU3HU, C
KOTOpPBIMU MOKHO CPaBHHUTH CBOIO KM3Hb. bosiee Toro, HoBele Menua He
IIpefjIaraloT HaM HEeCKOJIBKO IOHATHBIX BHJOB HMAEHTHUYHOCTH, TEIlephb
HY)KHO CJIO)KUTH €€ U3 KyCOUYKOB. ITO OOBSICHSET TO, IIoUeMy MHOTHE
MUJIJIMOHBI JIOAE€M OTYadHHO HINYT UAEHTUYHOCTDH» (TOCI)(I)J‘Iep, 2002,
cTp. 502).

[lepBocrerterHass poinb CMUW  oO0bacHIETCI PpAmOM IIPUYUH:
OIEepPaTUBHOCTBI0O B  PACIPOCTPAaHEHUU OOIIECTBEHHO 3HAYMMOII,
3aTparuBaolllell  MHTepechbl JoAed  HHPOpMaIMM, a  TakKke
BO3MO)KHOCTBIO ~ OJHOBPEMEHHOTO OXBaTa OOJBIION aygUTOPHHU.
[ToMuMo 3TOrO, HMMEHHO CpeJaCTBA MacCOBOM UWHQPOpPMALIUHU, Kak
HUKaKHe JpyTrue CpeacTBa KOMMYHHKAIIUM, CIIOCOOHBI COeIUHUTH B
aupe MM Ha Tra3eTHO-KYPHAIBHOM ITOJI0Ce Hamboyiee BIIMATEIHHBIX
JIOOe ¥ CcaMHM  XOJOM JHCKYCCHMH IIOBJIHMATH Ha BBIPAOOTKY
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00IIIeCTBEHHOTO MHeHUs. Pasymeercs, pasMbILLIsIS O POJIU MeOua B
$GopMHUPOBAaHUU HAEHTUYHOCTH, CIeqyeT IIOHHMAaTh, YTO Meqra IaBHO
mepectaiau ObITh cheporl MHAUBUIYATBHOTO TBOPUECTBA «BJIACTHUTEJIEMH
oyM». Mengua cerogHd - 3TO MOIIHBIM COLMAJIbHBINM WHCTUTYT,
obylajaloInuil COOCTBEHHBIMM HMHTEpecaMH B OMHOHM CTOPOHBI, U
COENMHEHHBINT MHOXECTBOM CBA3€M C [OPYTMMH BIIHATEIbHBIMU
COLIMAIbHBIMU MHCTUTYTaMHU — C APYTOMN.

BbIBO/1bI

TakuM  o00pa3oM, BBIIIOJIHEHHOE  HCCIeNOBaHHE  IIO3BOJIIET
copMynHpoBaTh BBIBOA O TOM, YTO TejleCHas HIEHTUYHOCTb
IIpeiCTaBIsIeT €000 KOMIIJIEKC 3HAKOB, BBICTYNAIOIIUX B POJIHU
(UIBTPOB BOCHPUATHUS NeMCTBUTEIPHOCTH U MapKepOB, OIIpeesII0IINX
OTHOILIIEHVE K BOCHPHUHATBHIM SBIEHUSAM. 10 €CTh HMAEHTUYHOCTb — 3TO
HEKHI  JUCKYpC, OIpedeNAIIUIl  JIMYHyI0, TIPYIIOBYI U
MerarpyImnoBy0 KOMMYHHUKAIIHUIO.

Eciu B mpomuisle BeKa OCHOBHBIMU CyOBEKTaMH, KOTOpPBIE
y4acTBOBAIM B (POPMHPOBAHMY HACHTUUHOCTH Ppa3BHBAIOIIENCS
JIMYHOCTH, OBLIM — IIOMHUMO JIMYHOTO OIIBITA — CeMbs, IE€PKOBb, YIUIIA,
IIIKOJIa, IIpeJIaraBlliie JOCTaTOUHO TOMOTEHHBIe TeJleCHbIe 00passpl, TO
COBpeMeHHbIe MeJua AeMOHCTPUPYIOT MHOKECTBO IIPOTHBOPEUHUBHIX
BApMAHTOB TEJIECHOM HIEHTHYHOCTH, BBIHYK[Aasd HHAMBHOA KaKIbIMN
pas3 MOJCTPauBaThCs IO HOBBIE TPeOOBAHMS.

Ectu B mpeBHOCTH KajedeHHe Tesa (IIMPCHHT, IIpaMHpOBaHUe)
HCIIOJIB30BAJIOCh KaK CHCTeMa COIIMAJIBHBIX 3HAKOB, TO CETOJHSA
TeXHOJIOTMH MOOU(UKAIIMHY TeJa JAI0T BO3SMOKHOCTh CO31aTh U3 CBOETO
TeJla MHAMBUIYIBHBIIN 00pas, IpUBJIEKAIOINI BHUMaHIe Macc-Meaua
Y TIOBBIIIAIOIINI CHMBOJHYECKHI KaIlUTal WHAUBHAA HMEHHO B
MeQUITHOU cpefe.
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MOTOR INVERSIONS AS A RESOURCE FOR
INDIVIDUALIZING HUMAN ACTIVITY
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Abstract

In this article, we have considered the factors that determine the individuality of
human activity. We have shown that the traditional model of human activity does not
take into account all such factors. The purpose of the study is to analyze insufficiently
studied individualizing factors in the system of human activity. The most important
resource that creates motor individuality is inversions in the hierarchical system of
human activity. We conducted a study based on the concept of levels of motor
construction by N. A. Bernstein. Inversions are a form of relationship between
hierarchically subordinate levels of human activity, in which the lower level acquires
dominant features, formally remaining in its former subordinate position. In this
article, we have shown a number of examples of motor inversions. Separately, we have
identified symptomatic inversions, in which the properties of the higher motor level
are manifested in the lower motor level, and real inversions, which become a
manifestation of actual systemic contradictions in human motor skills. These results
show the need to study system inversions in the structure of human activity, and at
the same time demonstrate the importance of studying inversions as a General form of
relations in complex hierarchical systems. Ignoring inversions does not allow us to
form an adequate model of human activity. The article is intended for all readers
interested in philosophical problems of corporeality.

Keywords

activity; hierarchy; inverse relations; organizational principle; contradiction; level of
motor construction; poly-hierarchy; mono-hierarchy; symptomatic inversion; real
inversion
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MOTOPHBIE THBEPCHUUN KAK PECYPC
MHIVNBUAYAJIU3ALIUA YEJIOBEYECKOUA
AKTHUBHOCTHA

CeBocThsiHOB [IMuTpuit AHaTONbEeBUY (a)

(a) PI'BOY BO «HoBocHOUPCKUI TOCYRapCTBEHHBIN arpapHbIil yHUBepcuTeT». HoBocuOUpCK,
Poccusi. Email: dimasev([at]ngs.ru

AHHOTAITUA

B cratee paccmarpuBaioTca (AKTOpBI, OIpefesAllNue HWHIWBUIYaTbHOCTD
yeJI0BeYEeCKOM aKTHUBHOCTH. [IokasaHo, 4TO TpaAgMIIMOHHAsg MOJENb UeJIOBEYEeCKOM
aKTUBHOCTH Yy4YHUTBIBaeT He Bce Takue dakropsl. Ilexp wucciemoBaHHA ——
IIpOaHAIHU3UPOBaTh HEJOCTATOUHO M3yueHHBble MHIWBUAyATHU3UpYOIIUe (aKTOpPbI
B CHCT€M€ aKTMBHOCTH UeJIOBEeKa. BakHeNIINM pecypcoM, CO3MaIIIUM MOTOPHYIO
MHIUBUIYaJIbHOCTD, IBJIAIOTCS MHBEPCHUU B HePapXUUECKON CHCTeMe YeJIOBeUeCKOMN
aktuBHOCTU. HMccienoBanue O6asupyeTcsi Ha KOHIEIIIIMM YPOBHEN MOTOPHOTO
nmoctpoenuss H. A. Bepumreiina. MHBepcum mpencTaBisfioT coboi  opmy
OTHOIIIeHUM MEXAY HNE€PAPXUUYECKU COIIOAUYMHEHHBIMHU YPOBHAIMU YyeJI0BEUeCKOM
aKTUBHOCTU, IIPM KOTOPOHM HUS3IIHII YpPOBeHb IIpHOOpeTaeT TIJIaBEHCTBYIOIIIVE
yepThl, POpPMaNbHO OCTAaBaiAChb B CBOEM IIPeKHEM IIOAUYMHEHHOM IIOJOXeHHH. B
cTaThe ITOKa3aH psA IIPUMEpOB MOTOPHBIX HHBepcHil. OThaenpHO 0003HAUEHBI
CUMIITOMaTHYEeCKHE WHBEPCUM, IIPU KOTOPBIX CBOMCTBA BBICIIIETO MOTOPHOTO
YPOBHA IIPOSABJIAIOTCA B HHS3IIEM MOTOPHOM YpOBHE, M pealbHble HWHBEPCHUU,
KOTOpbI€ CTAHOBATCA IIPOSIBJIEHHEM NEMCTBHUTEJIbHBIX CUCTEMHBIX IIPOTHBOPEUYHUI B
yeJloBeueCKor MoTopuke. [IpuBeieHHBIE pe3yIbTaThl IIOKAa3bIBAIOT HEOOXOMHMMOCTD
HCCIIEIOBAaHUA CHUCTEMHBIX MHBEPCUI B CTPYKType 4eJI0BE€YECKOM aKTHMBHOCTH, U
OJJHOBPEMEHHO JeMOHCTPUPYIOT BKHOCTh M3yUeHHUs HWHBEPCHUI Kak 001eil opMbI
OTHOIIIEHUN B CJIOKHBIX MepapXHuecKUX cucreMax. IrmopuposaHue MHBEpCHUI He
II03BOJIAeT COOPMUPOBATh AEKBATHYI0 MOJEIb YeJIOBEYeCKON aKTHUBHOCTH. CTarbs
IIpefHasHadyeHa JJIA BCeX UHTarejel, MHTepecyloInuxcd (PUIOCOPCKUMU
npo6iaeMaMU TeJIeCHOCTH.

KinroueBrnie citoBa

aKTHBHOCTb; HMepapxHs; MHBEPCUBHbIE OTHOIIIEHUS; OpPTaHU3AIMOHHBIN ITPUHIIUIL;
IIPOTUBOpEUNE; YPOBEHb MOTOPHOTO IIOCTPOEHUS; IMOJIUHUEpAPXHUd; MOHOUEpapXUs;
CHUMIITOMATHNUYECKasA I/IHBepCI/IH; peaJII)HaH I/IHBepCI/IH
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BBEJEHUE

Bompochkl TesleCHOCTH Hepa3pbhIBHO CBSI3aHBI C UeJIOBEUYECKOI
AKTUBHOCTHIO. TeJI0 yejloBeKa He MOYKET PacCMaTPUBATHCS KaK HEUTO
CTaTUYHOEe U IIOKosfAIeecsd. Telo He TOJBKO IIpeqHasHAUeHO I
peanu3anyy ABUTATEIbHBIX aKTOB; OHO B PEIIAOIIel CTEIIEHU SBIISETCS
Y IPOJYKTOM aKTHUBHOCTH.

AKTUBHOCTh UeJIOBeKa HEOJHOPOOHA; B HEM BCTPEUAIOTCS
pasHOOOpa3Hble  OBUTATeJbHbIE aKThl, OT HOPUMHUTUBHBIX [0
CIIO)KHEWIIIUX; OT TeX, KOTOPBbIe SBJISIOTCS IIPOSIBIEHHEM ITPOCTEHIIen
QYHKIIUY pasapa)kUMOCTU, U BIUIOTh OO [ABIDKEHHS 4YeJI0BeUeCKOM
MBICIIH, «IBYDKEHUsI 0e3 ABIDKEHUS», CIOKHEUIIe U B TO Ke BpeMs —
JJATEHTHOM MOTOPUKH, «B UYHCTOM BUE» JUIIEHHON (QU3UUECKOTO
9KBUBaJIeHTa. UeloBeuecKass aKTUBHOCTH ITPEACTABIISIET COOOU CIIOKHYIO
HepapXuUuecKyl CHCTeMy, ¥ B 93TOM KauecTBEe OHA IIOJIBEp)KeHa
IEeVICTBUIO BCeX 3aKOHOMEPHOCTEH, MPUCYIIUX MOTOOHBIM HePapXUIM.
OmHa m3 Takux OOIECHCTEMHBIX OCOOEHHOCTEHM, HeOOBIKHOBEHHO
BaKHas, HO 4acCTO OCTaBiIsgeMas 0e3 BHUMAaHNA — CIIOCOOHOCTD CIIOKHBIX
MepapxXUUecKnX CUCTeM K (QOPMUPOBAHUIO WHBEPCUBHBIX OTHOIIIEHUI.
[ns usyueHUs psifa KIIOUEBBIX MOMEHTOB UeJIOBEYECKON aKTHBHOCTHU
cllelyeT MTOHMMATh, YTO TaKOe CHCTeMHasi HWHBEPCUs, IIPU KaKUX
YCJIOBHUSIX OHA Pa3BMBAETCS, Ha YTO BO3MAEICTBYeT U KaK paspelraeTcs.
[To aTO¥ mpUYMHE IPU HU3JIOKEHUU TAHHOTO MaTepuaja HeOOXOTUMO
Ha BpeMs OTBJIEYbCI OT PpACCMOTPEHHs CaMOI YeJIOBeueCKOM
AKTUBHOCTHM ¥ OOpaTUTBHCS K OTBJIEUEHHBIM BOIPOCAM CHCTEMHBIX
UHBEPCUMN.

MNMHBEPCUBHBIE OTHOIIIEHUWSA B UEPAPXUAX

CucreMHas MHBepCHs IIpeACTaBIAeT co00M (OpMY OTHOIIEHUH,
IIp¥ KOTOPOM HEKOTOPBINM M3HAUAJIbHO HUSIINK, IIONAYMHEHHBIN
9JIeMeHT B MepapXuu IpHoOpeTaeT INIaBEHCTBYIOIIIYE CBOIMCTBA, OJHAKO
IIpU 3TOM BCE €Ille OCTAaeTCd Ha CBOEM IIPeXKHENM HEeBbICOKON
HepapXxU4yecKor Mmos3unuu. MoXHO cKasaTb, YTO IIPU 3TOM BO3HUKAET
IIPOTUBOPEUME MEXKIAY MECTOM 3JIEMEHTAa B MepapXWU U TOM pPOJbIO,
KOTOPYIO OH peaJIbHO B HEU MCIIOIHSAET.

B3saB mmd  paccMOTpeHHs JIOOYI0 CIOKHYI —HepapXUUYecKyIo
CHUCTEMY, HMEIIIYI  CKOJBKO-HHOYAb  SHAUMTENBHBIM  CTaX
CyIIeCTBOBAHMs, Mbl HEIIPEMEHHO BCTPETMM B HeWM WHBEPCUBHBIE
OTHOILIEHHSA B TOM MJINU UMHOM BHIe. M B colMasbHBIX cuUCTeMax, U B
CUCTEMaxX YIIPAaBJIEHUsA, U B CHUCTEME «YeJIOBEK» MOXHO BCTPETHUTD
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MHOKECTBO Pa3HOIUIAHOBBIX MHBEPCHUM. A IIOCKOJIBKY 3TH OTHOIIEHUS
IIpeCTaBIAIOT COO0M IIpOSBIEHHE IIPOTUBOPEUYMII B JAHHOM CHCTEME,
OHU CIOCOOHBI IPUBECTH CHCTEMY B COCTOSHHUE, IIpU KOTOPOM OHa
paspylLINTCA IIOA TsKECTbI0 HAKOIMBIINXCA HIpoTuBopeunii. Ho, c
OPYTOM CTOPOHBI, ¥ IIO3UTHBHBIE U3MEHEHU B CUCTEME, COBEPIIIAIOIIeN
IIOCTYIIaTEJIbHOE PasBUTHE, TOKE CBA3AHBI C HAIMYMUEM HMHBEPCHUBHBIX
OTHOIIIEHUM.

OnpenesleHHBIN ITapafoOKC 3aKI0YAETCd B TOM, UTO A0 IIOCIEIHETO
BpE€MEHH! CUCTEMHAs POJIb MHBEPCUN IIPAKTUYECKU HE pacCMaTpUBAJIaCh
U He mu3ydasacb. MHOTOKpAaTHO CTaJKHBaiACh B CBOEM IIOBCEIHEBHOM
KM3HU U B pe3yjbTaTaX Hay4YHOM OEATEJIbHOCTU C MHOTOUYUCIEHHBIMU
YACTHBIMU  TIPOABIEHUAMMU HMHBEPCUBHBIX OTHOIIEHUM, MHOTHE
HccleqoBaTeId He IIPHUIAaBaId 3HA4YE€HUS MHBEPCUAM KaK CUCTEMHOMY
dpeHOMEHY.

ITouemy HMHBepCHBHBIE OTHOILIEHHSA B HMepPapXMUYECKUX CHCTEMaX
BOOOIIle CTAHOBSTCI BO3MOXHBIMH? [lelo B TOM, UTO KaKmas Takasd
cucTeMa, KaK IIpaBmyo, ¢OpPMHPYeTCSI Ha OCHOBE HECKOJIbKUX
OTHENbHBIX  (XOT  YacTO ™  COHPSDKEHHBIX  MeXAy  coboii)
OpPTraHM3alMOHHBIX NPUHUIUIIOB. KayKABIM TakoM NPHUHLUII OIIpefAeseT,
KaKOH M3 MepapXUUyecKUX 3JIeMEeHTOB JOJDKeH 3aHUMAaTh HUBIIYI0 JTH00
BBICIITYIO TIO3UIIMIO B MAHHOU cucTeMe. B mpocroit uepapxuu (Koropas
yaIre BCeTro IIpeACTaBiIAeT COOOM JIUIIDb YCIOBHYIO, JOCTATOYHO CHIIBHO
OTOPBaHHYIO OT JKM3HHU CXeMy) AEHCTBYeT II0 OIpe[eIeHHUI0 OMWH-
eIMHCTBEHHBII OpraHM3allMOHHBIM NpuUHIMNO. OOHAKO B peaJbHBIX
CHCTeMaxX, K UYHCIYy KOTOpPbIX HECOMHEHHO OTHOCHUTCA M CHCTEMA
4eJI0BEYeCKOM aKTUBHOCTH, OPraHM3alMOHHbIE IPUHIUIILI IeMCTBYIOT
BO MHOXXECTBe, TaK WJINM WHaue B3aUMOJENCTBYS MEXKAY COOOIL.
OcHoBaHUs Ha3bIBaTh KaKYIO-THO0 HMEpPApXUUECKYI0 CHUCTEMY CIOKHOM
BO3HHUKAIOT KaK pa3 IMOTOMY, YTO B HeH MOKHO OOHapyXHUTh, IIO
KpaliHell Mepe, Oojiee OMHOTO OpraHW3aLlMOHHOTO IIpuHIHITA. Ha
IIpaKTHUKe >XKe MBI OOBIYHO Na)ke He 3HaeM, CKOJIBKO MMEHHO TaKUX
IIPUHITUIIOB MOKHO OOHApy’>KUTh B TOM WJIM MHOW peaJbHOM CHCTEMe;
HepeaKo ObIBaeT, YTO K COBOKYITHOCTH y’Ke BBISBIEHHBIX M OIIHMCAHHBIX
OpPraHM3allMOHHBIX IIPUHIIUIIOB BCErga MOKHO IIPHMCOEOUHUTDL eIlle
KaKo¥-1100 BIIepBble OOHAPYKEHHBIN IPUHITUII.

Hanmpumep, B wHepapxXxHMyecKol CHUCTeME€ MOKeT HeHCTBOBATh
KOMIIO3UTApHBIM OpPTaHM3allMOHHBIN IIPUHIMII; B 3TOM CJIydae
BBICIIYI0O HepapXHUecKyl IIO3WUIHI0 OymaeT 3aHMMarh Hauboiee
CJIO’KHBIN II0 CBOEMY CTPOEHUIO 3JIeMeHT. Eciin B cucreMe IIposBigeTcd
XPOHOJIOTUYECKUI OPraHM3allMOHHDBIN IIPUHINUII, TO 3TO O3HA4YaeT, U4To
HepapXUUYeCKyl BepIIMHY 3aHHMMaeT CaMbIM CTapblii €€ 3JIE€MEHT,
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IIOSIBUBILIUIICS paHee OPYTUX (B HEKOTOPBIX CIy4asx, HA000pOT, CaMbIit
HOBBIN 3JIEMEHT, JIUIIIb HEeJAaBHO BKIIOUEHHBIN B CUCTEMY MM TOJIBKO
YTO BO3HHUKIINK B HeH) Ecaum B maHHONM wuepapxuu efiCTBYeT
KOJIMYECTBEHHBIM IpUHOUN (y KOTOPOTO HMMeeTCs Macca YacTHBIX
IIPOSABJIEHUM, B 3aBUCHMOCTU OT TOTO, O KOJIMYECTBE Yero MMEHHO HJeT
peub), TO 3TO 3HAYMUT, YTO BO IJIaBe CHCTeMBbl OymeT HAXOMUTHCS
9JIEMEeHT, KaK-Tu060 IIPeBOCXOMAIIMI BCe MHBIE 3JEeMEHTBHI B
KOJINUeCTBEHHOM OTHoOIIeHUHU. Eciu peub upeTr o MOpEOoJIOrHuecKoM
IIPpUHIMIIE, 3TO O3HAdaeT, UYTO 3JEMEHTBHI pas3MeIlleHbl OIMH BBIIIIE
ApyToro B IIpefejiaXx HEKOTOPOU HepasJeaIuMMOM eQVHOM KOHCTPYKIIMH,
KaK, HallpuMep, 3TaKU B 3MaHUN MM HEPBHbIE KJIETKN B LIEHTPAJILHOM
HepBHOM cucreMe. Ecim B cucreMe IpelcTaBieH IIPOCTPAHCTBEHHDIN
IIPpUHLMIL, TO U 3JeCh 3JEMEHTBHl pacCTaBJIeHbl TaK WMJIM HHaye B
npenenax GU3UYECKOro IIPOCTpaHCTBA (OMHU BBIIIE, APYyTHe HIDKe), HO,
B OTJIMYME OT IPEeNbIAYIIero ciayyasd, MM HHUYTO He MeIIaeT 3TU
IIPOCTPAHCTBEHHBIE B3aMMOOTHOIIIEHUS] U3MEHATD (ectu
IIPOCTPAHCTBEHHBIN IIPUHIIAIL JIEVICTBYET HEe3aBUCUMO oT
Mop¢osoruyeckoro). PyHKIIMOHAIBHBIN OPTaHU3ALMOHHBIN ITPUHITUIL
pacmpenesnseT 3JIEMEHThI B CHCTEME Ha YIIPaBJIAIOINME U yIpaBisgeMble
(mocenHue, COOTBETCTBEHHO, 3aHUMAIOT 6oiree HU3KYIO
HMepapXUYecKyo IMO3HUIIHIO).

Bce opranusanuoHHBIE IIPUHIUIILI MOXKHO C OIIpeJeIeHHOMN
MEpOM YCJIOBHOCTU IIOJEIUTb Ha J[BE€ KaTerOpuMM: CYIIHOCTHBIE U
aTpubyTtuBHble. CyIHOCTHBI NIPUHIUII OIIMpaeTcs HAa HEKOTOphIe
HEOThEMJIEMble Y HEU3MEHHbBbIE CBOMCTBA COCTABIAKINNUX HEPapPXUIO
3JIEMEHTOB; HAIIpUMep, K CYIIHOCTHBIM U3 BBIIIEIIEPEUYNCIEHHBIX
MOKHO  OTHECTH MOPQOJOTHYECKUI, XPOHOJOTHYECKHH H  (C
HEKOTOPHIMHU OTOBOPKaMU) KOMITO3UTAPHBIN (IIPU yCIOBUH, YTO
CIIOKHOCTb OTHEIbHBIX 3JI€MEHTOB B CHCTEME€ OCTAeTCAd HEM3MEeHHON,
YTO CcaMH OHHM HHUKAaK He pPa3BUBAIOTCI U He YCIOKHIIOTCH).
ATpubyTHBHBIE IIPUHIIUIIBI OIIMPAIOTCA Ha BHEIIIHUE, HEIIOCTOSHHBIE,
M3MEHUNBbIE CBOMCTBA 3JIEMEHTOB B HMepapxuiu. M3 HasBaHHBIX BbIIIIE
IIpUMepOB K  aTpUOyTMBHBIM  INPUHIUIIAM  MOXXHO  OTHECTHU
IIPOCTPAHCTBEHHBII, KOJHWYECTBEHHBIH M (YHKIIMOHAIBHBIN (BIIOJIHE
MOJKET IOJYUYHUTHCA TaK, YTO CHavasla OJUH 3JI€MEeHT YIIpaBJdeT APYTUM,
a IIOTOM OHM MeHAITCA possamu). CiieqyeT IIOMHHTB, YTO 3TO TOJBKO
JIUIIIL HEKOTOPBbIE MX BO3MOKHBIX OPTaHM3allMOHHBIX IIPUHIIMIIOB; MX
IIOJTHBIN, HCUEpIIBIBAIOIIUII  IlepedyeHb (I BCeX BO3MOYKHBIX
MepapXUUYecKUX CHCTeM), IIO-BHAMMOMY, BOOOIIle HEBO3MOYXHO
cocTaBuThb. IIpm >5TOM 3HaueHHe OTHOENBHBIX OPraHU3AIMOHHBIX
INPUHUMUIIOB JIS HepapXuy HEOAUHAKOBO: Cpeayd HUX MOTYT
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BCTpeYaThCsl KaK IVIaBHbIE, TaK M BTOPOCTEIIEHHBbIE; APYTUMHU CIOBAMH,
caMM OpTraHM3allMOHHBIE IIPUHIUIIBI, IIPUCYIHEe JaHHOM CHUCTeMe,
TOKe COCTaBJIAIOT CBOETO POja MepapXuIo (Hepapxuio BTOPOTO IOPAIKA).
CooTHoOlleHHEe 3THX OpPraHU3AIMOHHBIX IIPUHIIUIIOB HE OCTaeTCs
IIOCTOSIHHBIM: OJHM CO BpeMeHeM BBIJBHUIAIOTCS Ha IIEPBBIM ILIaH,
Opyrue YyTpauWBalOT CBOe 3HAaueHHe (MHOTJAa YacTUYHO, HHOTIMA
BPEMEHHO), 2 HEKOTOpBIe YIIPA3IHIIOTCS COBCEM.

[Toxa Bce opraHM3allMOHHBIE IIPUHUMIIBI AEHCTBYIO COTJIACOBAHHO
(B omHOM HamIpaBJIeHHH), B HepPapXHU OCTAIOTCA IIePBOHAYAIBHO
3aJI0)KeHHbIe B Hel, 0a30Bble YIOpAJOYEHHBbIE OTHOIIEHHS (COTIIacHO
IIPUHATOHN 3[eCh TEPMUHOJOTHH — 3TO OTHOIIeHHA oppaepa). Ho kak
TOJIBKO B MAaHHON CHCTeMe MAEHCTBHE XOTd Obl KaKOTo-JIHOO OMHOTO
OpPraHM3aI[MOHHOTO IIPUHIMIIA HAaYMHAeT IIPOTHMBOPEYUTH AEHCTBUIO
OCTAJIbHBIX, B HEIl U IIPOSIBISIETCS CUCTEMHAast HHBEPCHSL.

HerpynHo 3aMeTHTh, YTO peLIAIOIIYI0 POJb IIPU 3TOM HMeeT
IelicTBHe aTPpUOYTHBHBIX OPTaHM3AaIMOHHBIX IPUHIIUIIOB, ITOCKOJBKY
MMEHHO WX Hajguuue ofecreduBaeT Kakyl OBl TO HH ObLIO
BHYTPUCHCTeMHYI0  nuHaMuKy. OmHM  TOJIBKO  CYII[HOCTHBIE
OpraHM3allMOHHbIe IIPUHIIUIIBI HUKAKON aKTUBHOCTU BHYTPHU CHCTEMBI
obecIieuuTh He B COCTOSHUM: UX yOeJ — HEeIOABMKHOCTh M BEUHBIN
ITOKOM. [leMICTBYIOIIUII B H30JANUN OOUH aTPUOYTHBHBIN ITPUHIIUII
WHBEPCUI0 CO3JaTh He MOXeT, HO crocobeH obecreynBaTh
IepeMellleHre JIeMeHTa BHU3 WM BBepX B MaHHOM MepapXuu (TO ecTh
CO3aBaTh yCJIOBUS I BHYTPUCHUCTEMHON MOOMIBHOCTH, IIPU KOTOPOM
OTHOIIIEHUs Opjiepa B CHCTeMe BCe paBHO coxpaHsiorcs). CoueTaHue ke
CYLIHOCTHBIX ¥ AaTpUOyTUBHBIX HPUHIUIIOB (MJIM OJHUX TOJIBKO
aTpUOYTUBHBIX IIPUHIIUIIOB MEXKAYy c000I) CIOCOOHO IOPOXKIOATh U
CHUCTEeMHBbIe MHBEPCUU, M BePTHKAJIbHBIC IIepeMeIleHNUs 3JIeMEHTOB II0
nepapxuueckort gecrauite (CeBOCThSIHOB, 2015).

3HAUMMOCTh MHBEPCUH I CHUCTEMBI B I[€JIOM 3aBHCHUT OT psna
¢daxTopoB. Bo-epBhIX, B MOHOHEpapXUU (B KOTOPOI €CTh TOJBKO OHA
JUHUS HepapXUuecKoTro IOJYMHEHUs) 3HaueHHe HHBEPCHI allpHOpH
OoJiblile, IIOTOMY YTO JI00as MHBEPCHUsS B TAaKOM CJIydae OTpaskaeTcs Ha
(YHKIIMOHUPOBAaHUN BCEH CHCTeMBI B IIeJIOM. BO-BTOPBIX, MHOTOE
3aBHCHUT OT TOTO, OXBATBIBAeT JIM WHBEPCHUs BEPIINHY HepapXyUuecKoil
cucTeMbl. 1 [ MoHOMepapXuu, U I IIOJINHEePapXUU ee BO3AeHCTBHE
B 9TOM ciiydae OymeT MaKCUMalbHBIM. B-TpeTpHX, MHOTO€ 3aBHCHUT OT
TOTO, KaKOBa «JIMHa» MHBepcHU. EcIyu HU3IINIT 2JIeMEeHT B MepapXuu
TOTOB 3aHATH ITO3UIUIO IIPEAIIOCIEHEr0, TO TaKas HHBEPCHUs He OKaXeT
Ha CHCTeMY B LIEJIOM 3aMeTHOIO BIMAHUA. ECIM Ha ITO3UIIUIO BBICIIIETO
gJleMeHTa B HepapXWH{ IIpeTeHAyeT BTOPOM CBepXy 3JIEMEHT, TO, Kak
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clemyeT W3 IIPeABbIAYINeTOo ITYHKTA, BIUSHNE TaKOM WHBepCUU Oymer
Ooylee 3HAUUTEIbHBIM, HO BCe K€ OHO Oy[eT 3aTparuBaTh IJIABHBIM
06pa3oM BepLUINHY HepapXUH, a He BCe ee ITVKU (3Ty CUTYaIIUI0 MOYKHO
CPaBHUTH C TOTOBAINMMCHA «IBOPLIOBBIM IIEPEBOPOTOM», KOTOPBIM HeE
OyHoeT MMeTh CyIleCTBEHHOIO 3HaueHUs [JIs HHU3LIUMX cocioBuii). Ho
eciii HMMeeT MeCTO «[UIMHHAasg» WHBEpPCUs, IIPpU KOTOPOM HU3IIUN
9JIeMeHT mpuoOpeTaeT BO3MOXHOCTb, MHUHYS BCe IIPOMEXYTOUHBIE
«3TAXU», 3aHATH IIO3UIUIO BBICIIETO — TYT BO3IENMCTBUE HUHBEPCUU
OXBaTUT BCI HepapXMU4YeCKyl cucremy. HakoHell, B-4eTBEpPTBHIX,
3HAYUMOCTb CHCTEMHOM MHBEPCUU 3aBUCUT U OT TOrO, KaKOBO
B3auMMHOEe 3Ha4YeHUE CTIKHMBAOIIINXCS IpyT c IPyroM
OpPraHM3allMOHHBIX NPUHUOUIIOB. EcaM opraHM3allMOHHBIM IPUHIUIL,
06ecIeYnBaIINI «IIPaBO» IIOJUYNHEHHOI'O 3JIeMeHTa Ha IJIaBeHCTBO, B
OAaHHOM CHCTeME MaJO3HAUUTEJEH, TO M BO3HHUKIIAA B pe3yJbTaTe
cucTeMHas MHBepcHs He OymeT urparb ocoboi posu. Eciu, Hao6opor,
MaJIO3HAUYUTEIbHBIM OKQKETCd IIPUHLMII, OCTaBIAIOIINNA TaHHBIN
9JIEMEHT B NOAYMHEHHOM IIOJIOKEHUM, TO BEIHMKAa BEPOATHOCTH, UTO
9TOT 3JIEMEHT IpuoOpeTeT IJIAaBEHCTBYIOIIMiE YePThl B HEpPApXUU He
TOJIBKO HOMUHAJIBHO, HO U (PAKTHUUECKU.

VHBepcuUBHBIE OTHOIIEHUs, BOSHUKHYB, CIOCOOHBI pa3pelarhbcs,
IIpryeM pa3HBIMHU IIyTAMU. Pa3pellieHrie HHBepCHUU IIPOMCXOOUT, KOTAa
HepapXUUecKUil 93JIeMeHT, TIPEeTeHAYIOIIHI Ha 0ojiee BBICOKYIO
IIO3UIIMIO, KaK YK€ CKa3aHO BBIIE, 3Ty IIO3UIUI0 IEeVCTBUTEIbHO
obpeTaeT: HaIIpUMep, B CUJIy TOTO, UTO AEMCTBUE OPraHU3ALIMOHHOTO
IPUHIIUIIA, [PEMSITCTBYIOIIETO 3TOMY, CTAHOBUTCS IIpeHeOpeXUMO
MaJIBIM. B 3TOM ciyuyae HHUUTO He HPENITCTBYeT TOMY, YTOOBI
COBEpPLIMJICA aKT BHYTPUCHUCTEMHON MOOUJIBHOCTU U  3JEMEHT
repeMecTuICs ObI Ha OoJiee BbICOKOe (U 6osiee mocToitHoe) MecTo. Kpome
TOTO, UHBEPCUsI B CHCTeMe MOKeT OBITh paspellleHa, eciiu, HaoOoporT,
OpraHM3alMOHHBIN IPUHIUIIL, KOTOPBIN Iaer OCHOBaHHUE
IMIOAUMHEHHOMY  3JIEMEHTy MMETb IJIABEHCTBYIOIIME  CBOMCTBA,
yTpaunBaeT B [aHHON HepapXUU CBoe 3HaueHUe (KaK yTpaTWI,
HaIpuMep, CBO€ 3Ha4yeHHe B Halllel CTpaHe COCIOBHBIM IIPMHIUII B
COLIMAJIbHOM HepapXuu IIociae peBogroouuu 1917 roma). Torma
paccMaTpuBaeMBbIII  3JI€MEHT IIPOCTO OCTAaeTCd B IIOAUYUHEHHOM
IIOJOKEHUM U Jajiee, Yy)Xe BHE BCAKUX SBHBIX WMIM CKPBITHIX
poTUBOpeunn. MIHBepcHUsa MOXKET paspelIuTbCs U B TOM CiIydae, €CiId
U3 CHCTEMBI IIPOCTO yHaleH «BO3MYINAINUI» 3jeMeHT. Hakownerr,
nHBepcHs OymeT JUKBUAMPOBAHA WM TOTMAA, KOTHA IIOJ BO3AECTBUEM
Pa3BUBLINXCSI IIPOTUBOPEUHI pas3pylIaeTcs caMa CUCTeMa; ITOA0OHBIM
06pa3oM, MOKHO CKa3aTbh, YTO CO CMEPTBHI0 OOJIBHOTO IIpeKpalraeTcs U
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ero 6oiesHs. IIpn sToM HeoOXOOUMO cHeNaTh OJHO YTOUHEHUE: eCIU
CHCTeMHas MHBEPCUs MMeET Y)Ke OIIpeNeIEeHHBIN CTaXX CYIIeCTBOBAHNA,
TO CHCTe€Ma B IE€JIOM afalTHPYETCs K HeM, IepecTpaumBaercs IIoh ee
OeficTBHe; B 3TOM  CIydae  HACHJIbCTBEHHOE  (MCKYCCTBEHHO
IIpeqIIPUHATOE) H3bATHE HHBEPCHUU W3 JaHHOM CHUCTEMBI IIpUBEIeT
CHCTEMY K PpaspylIeHHIO, IIpUYEM, BEpPOATHO, €llle BepHee, UeM 3TO
MOYKET CHeJIaTh JaJbHeNIIlee Pa3BUTHE MHBEPCUBHBIX OTHOIIIEHU.
Takum ob6pa3oM, Telepb MOKHO BHOBb OOPAaTHTBCI K CTPYKType
YeJI0BEYECKOM MOTOPMKU M BBIACHUTH, KaKyI0 pOJIb MIPAlOT B HeEN
MHBEPCUBHBIE OTHOIIEHH. [I7I1 3TOro He0OXOAMMO IIPOAHATHN3UPOBAThH
HepapXxui0 MOTOPUK, O CYIIIECTBOBAHUU KOTOPO¥ I'OBOPUJIOCH BBIIIIE.

HNEPAPXMNYECKASI CUCTEMA YEJIOBEYECKO
AKTHUBHOCTMN

Haubosee mompobHyi0 u OOOCHOBAHHYI IIPOpPa0OTKy HaHHAS
vepapxus MOJy4YmiIa B TPyAaX BBIJAIOLIETOCS OTEYEeCTBEHHOTO
ricuxogusnoiora u 6momexanuka H. A. Beprinreiina. B coorBeTcTBHY €
€ro KOHI[eIII[Hel, CTPYKTypa YeJIOBEeUeCKOM aKTUBHOCTU BKIIOUAET B
cebst TIATh OCHOBHBIX yPOBHEN MoTopHOTO moctpoenwus (YMII). Kaxkaprit
13 9TUX YPOBHEU BKJIIOYAeT B ceOs:

* COBOKYIIHOCTb IBWJKEHHUM pPaBHOTO (MJIM CPaBHUMOIO) YPOBHS
CJIO)KHOCTH;

* oOmpedeNeHHBINI HA0Op HEPBHBIX CTPYKTYp, OOECIIeUnBAOIITUIL
OaHHBbIE IBUTATEJIbHbIE aKThI;

* CEHCOpHBIE CHCTeMBI, obeclieuuBaroIue OOpaTHYIO CBSI3b B XOJe
TAHHBIX JBUKEHUIA.

Kaxpeii YMII B cucteme, npencrasieHHoil H. A. BepHiuTeriHOM,
0003HaUaeTCcsl TPOSKO: OH MMeeT 0OO03HaUeHUe JIATHHCKOM JINTepoit (A,
B. C, D u E), mopdomorunueckoe HauMeHOBaHHe (MCXOMs U3 Ha3BaHUI
OCHOBHBIX 00eCIIeUMBAIOIIIUX €ro HEPBHBIX CTPYKTYp), a TaKXKe
$yHKIIMOHAIbHOE HAaMEHOBaHHUE.

Kpome Toro, kaxneiii YMII umeeT 3BOMIOIMUOHHYIO HNPUBA3KY: UX
MOsIBJIEHWEe TaK WM WHavye MOKHO OHNpeNeNuTh Y  HAIIuxX
9BOJNIIOIIMOHHBIX ImpeakoB. Hakomen, y xkaxgoro YMII wumeercsa
coOCTBEHHOE COep)KaHUe, MPUCyIlllee UMEHHO HAaHHOMY WHIUBHUAY (a
He UeJIOBEKY BOOOIIIe).

B wuccremoBaHUSX, IIPOBEIEHHBIX AaBTOPOM  3TOIM  CTaThH,
IIpOsIBJIEHVE aHHBIX YPOBHEHM M3yUyaJoCh Ha IpuMepe I'padHUUecKOTo
nevictBus (pucoBaHus). [eno B TOM, UYTO B U300pa3UTEIHHOM
OesITeIPHOCTY HAaXOOAT OTPaKeHUe BCe IISITh MOTOPHBIX YPOBHEI,
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IIpUYeM B BechbMa HAIUIIHOM (opMe, a MX perucTparys He Tpebyer
HIKaKOM CIIeIMaJIbHOM alapaTyphbl.

Husmnit (u Hanbosee sBoMOMOHHO paHHUIT) YIIM - ypoBeHb A,
pyOpOCIMHATIPHBIM ypOBEeHb, KOTOpBINI WHade oOO3HAJaeTcs Kak
YPOBEHb IAJCOKUMHETUUECKUX PETYIAIUH (MM TOHHYECKUH ypPOBEHB).
STOT YypOBeHb YIIpaBisieT TOHYCOM (COKpaTHUTEIBHON TIOTOBHOCTBHIO)
MbIIIIl. IIpr 3TOM y IIOIIEPEeYHOIIOJIOCATHIX (CKEJIeTHBIX) MBIIIII,
MBIIIIEYHbIe KJIETKH KOTOPBIX B IIPUHIIUIIE COKPAIIAIOTCA Cpasy IIo
IIPUHITUITY «BCE WM HUYETO», IIPOSIBIIAETCS SBONIOIMOHHO APEBHUN
(BI3KMIL, TIOCTEIIEHHBIN) THUII COKpAllleHWs, IPUCYLIHI B OCHOBHOM
IJIAJKUM MBIIIIaM BHYTPEHHUX OpraHoB. [[aHHBIN ypOBEHb IIPUCYII
CerMEHTapHO IIOCTPOEHHOMY Tely Oe30THOCHUTENBHO K HAIUYUIO Y
3TOTO Tejla KOHEYHOCTeH (JeoBedyecKHMe KOHEYHOCTH, KaK H3BECTHO
ABJAIOTCS JepUBaTaMHU TeX WJIM HHBIX COMATHUYECKUX CETMEHTOB).
CaMOCTOATETBPHBIX OBIKEHUH Y 3TOTO YPOBHE HEMHOIO; K HUM MO)KHO
(c m3BEeCTHOI  CTENEHBI0  YCIOBHOCTHM) OTHECTHM pas3Be  dUTO
HEeIIPOM3BOJIbHBIE B3IPAarMBaHUA U APOKb OT xojonxa. OmHAKO y 3TOTO
YPOBHS €CTh MHOXeCTBO (POHOBBIX, 00€CIIeUMBAIOIINX MBVIKEHUIL, B
KOTOPBIX OH BBICTyIIaeT He B TJIaBHOM, a B ciIykeOHoM poiuu. IIpu
K&)KIOM ABM>KEHHUHU 0oJiee BHICOKOTO YPOBHS HE0OXOAMMO 00ecIeqrBaTh
TOHYC MBbIIII]; TpeOyeTcs oIlpefeieHHas pabodas II03a, XBaTKa IJIsd
yaepKaHUs WHCTPyMEHTa M T. A. JlaHHBIN ypOBeHb HCIIOJNb3yeT B
KayeCTBe CEHCOPHBIX KOPPEKIIUI TOJIBKO CUTHAJBI IIPOIIPHOPEIEIITOPOB
(3peHHe, K IIpUMepPY, He HCIOJb3YeT, TO eCTh HEeVCTBYeT BCJeIy). B
pUCYHKe MHaHHBIH YpOBEeHb OTOOpa)kaeTcs, HAIpUMep, B Ha)XUMe;
HapyIleHHs B ero paboTe IMPOSABIAIOTCI B OHHAMHUUYECKOM TpeMope
(Ipo’KaHUY IIPOBENEeHHOM JIMHUN).

Cnenyromnmuit YMII - ypoBeHsp B, miau ypoBeHb CHHEPrUNl U
IIITAMIIOB. OJTOT YpOBEHb OOecIleuuBaeT CHHXPOHHBIE COKpaIlleHUs
MBIIIEYHBIX I'pynn (uau, Kak nucan H. A. BepHINTeNH, «MBIIIEYHBIX
aHcaMOieri»). OH IpHCyI yKe CyIecTBaM, HUMEIOIIUM II0JTHOI[eHHBIE
KOHeyHOCTH. Kak M IIpedpIAyIIu¥ YpOBeHb, YpOBeHb B wumeer
CeHCOpHOe ofecIleueHHe TOJIBKO OT IIPOIIPHOPEIeIITOPOB, HO 37ech
nMeeTcd yKe IIPUHIUIIHAIBHO ApYroi, Oojiee CJIOKHBIM ypPOBEHb
IIPOIIPUOLEITOPUKNA. ITOT YpPOBEHb CAMOCTOATEIBHO OCYIIEeCTBIISAET
IUKINYeCKre, IIOBTOPSIOIMeECS MABIDKeHUs (TakWe, KaK BpallleHHe
BeJIOCUIIEHBIX Ilefaliell WiIM IepebMpaHMe HOTAaMH IpU X0ab0e), B
KOTOPBIX yYacTBYeT OMHOBPEMEHHO MHOKECTBO MBI, a TaKxKe
OPYyTHMMH IIOHOOHBIE MOTOpHBIE aKThl. B pHCYHKe 3TOT YypOBEHb
IIOPOKAaeT BhIpa3UTeJIbHbIE CBOMICTBA JIMHUH.
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Tpernit YMII - yposens C, TO ecTb ypOBE€HBb IIPOCTPAHCTBEHHOTO
nong. OH ofecreynBaeT IlepeMellleHHs B OOLIMPHOM IIPOCTPAHCTBE
(ropasmo GoabliieM, ueM pa3Mepbl caMoro Tena). IlocpencTBom 3TOTO
YPOBHSI OCYILIECTBIIIOTCS BCe pasHOOOpasHble JokoMmoruu. Kpome Toro,
9TOT ypPOBEHb OCYIIECTBJISET OAIINCTUUYeCKUe OBIYDKeHUs1 (OpocaHue B
I[eJIb) U IIOApa’kaTesbHble ABIDKeHUs. OH HCIOIb3yeT BCe MOCTYITHBIE
CEeHCOpHBIE KOPPEKLIUH, BKIOUas U 3peHue, U CIyX. IBOIIOIMOHHO 3TOT
YpPOBEHb SBJIAETCS BBICIIUM JJI1 OOJIBIIIMHCTBA MJIEKOIIUTAIOIIUX.
[aHHbIF ypoBeHb, 0 MHeHHI0 H. A. BepHiureiiHa, MOXeT OBITH
moapasneseH Ha naBa moaypoBHs: Cl (mogkopkoBbI¥, Hu3mwil) u C2
(kopkoBbI¥, BeICIIHIT). Hampumep, mpu 6pocaHuu mpegMera B IeNb
rogypoBeHb Cl obecmeynBaeT TeXHHUYECKYIO CTOpOHY Opocka, a C2 -
HeIIOCpeICTBeHHO IOoNaJaHue B Ieb. B prucyHke ypoBeHs C II03BOJIsAET
co3maBaTh H300paXKeHHe C I[pPHU3HAKaMHM CXOACTBA C HEKOTOPHIM
OpPUTMHAJIOM, a TaKXe OCYLIeCTBIATh KOMIIO3WI[HOHHOE pelIeHue
(TOJIBKO B JAHHOM CJIyuae OIE€PUPOBATH 3TOMY YPOBHIO IIPUXOOUTCS He
B pEaJbHOM IIPOCTPAHCTBE, a B YCJIOBHOM IIPOCTPAHCTBE JIKCTA).
[TogypoBenb C1 mpu 3TOM OTBeuaeT 3a KonmupoBaHue (06Benenue), C2 —
3a BOCIIpOHM3BeleHHEe M300paKeHUs C IpH3HAKaMU TeOMeTPHYECKOTO
1000 MAI.

YerBepThIil ypoBeHb D (YpoBeHb IIpeIMeTHBIX HeCTBUIT) SBIISETCS
y)Ke IIOJHOCTBI0 uesioBeuecKMM. OH OCYyILIeCTBIISeT BCe OIepaluu C
OpyAUsIMU TPyHa, a KpOMe TOTO, 00ecreynBaeT UCIIOJIb30BaHUE SI3bIKA
(HO TOJNBPKO HAa MHCTPYMEHTAJIBHOM, a He Ha CMBICJIOBOM YpOBHe). B
M300pa3UTEIbHON [eATEeIbHOCTU OH OTBETCTBEHEH 3a CO3[aHUe
M300paKeHUI OIIpe[eJIeHHbIX TOIOJIOTMUeCKUX KIIaccoB (HAIpuMep,
«UeJIOBEK», « MAJIBUMK», «I€BOUKA», «TOM»).

HakoHen, mATbII W IIOCIE€OHUN YpOBEHb, a BepHee, TpyIilia
ypoBHeN E ocymmectBiser omepanmuu ¢ cuMBosiaMu. Korma yposens E
OeNiCTBYyeT B OOHMHOUKY, 0e3 IIpUBIIeUeHUs HIDKeJIeKall[UX YpPOBHEH,
HHUKaKUX PU3UUECKUX ABIDKEHUI He IPOU3BOIUTCS; IPOUCXOTUT JIUIIH
IOBIDKEHHE MBICIN. BKIIOUeHUe CHMBOJINYECKOTO YPOBHS B MOTOPHYIO
Hepapxuio O3HavyaeT IIpU3HaHUe TOro JaKTa, YTO MHTeJJIEKTyaJbHas U
IOBUTAaTeNbHAs AKTUBHOCTb UeJIOBEKa BBICTYIIAIOT B HEpPa3pbIBHOM
equHctBe (Koctionuna, 2012). CuMBoJ, B DJaHHOM ciydae — OOBEKT,
HaJleJICHHBIM OCOOBIM CMBICIIOM, HETOKIECTBEHHBIM CaMOMy OOBEKTY;
00BeKT Kak o3Hauaro1ee. [IockoIpKy mesTenbHOCTh ypoBHs E onupaercs
Ha  caykeOHble  QyHKOuMM  ypoBHA D,  obecreumBaroIiero
WHCTPYMEHTAIbHYI0 (QYHKIIUIO 53bIKa, YpOBeHb E MOKeT oIllepupoBaTh
y)ke He obpa3aMu TaKuxX OOBEKTOB, a BepOAJTbHO BBIPAKEHHBIMU
IIOHATUAMHY, KaXJ0e N3 KOTOPBIX IIPEACTaBIsIeT COOOM HEKOTOopoe
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CMBICJIOBOE IleJI0€, IIPOCTO 3allOJIHEHHOE «HY)XHBIMH» CJIOBaMH
(AxytuHa, 2007). Ypoenp E B pucyHke mposaBisger cebd B
OCMBICJIEHHOCTU U300pa)KeHUs1, B €T0 CHMBOJIMYECKOM Harpys3Ke.

BMmecrte aTH ypoBHU 00pa3yIoT HepapXUUECKyI0 CHUCTEMY, B KOTOPOTA
OENCTByeT MHOK€CTBO OPraHM3allMOHHBIX IPUHIIUIIOB; HEKOTOPHIE M3
KOTOPBIX MOKHO 34€Ch IIePeUHUCIUTh:

XpoHonoeuueckuti npuHyun, TOCKOJBKy Bbilmecroginue YMII
IOSIBUJIMCh TIO3Ke (SBJISIOTCS SBOJIIOLMOHHO 60JIee MOJOLBIMM) IIO
OTHOIIIEHUIO K HIKecTodinuM Y MII.

Konuuecmeennviil npunyun BBIpa)kaeTcsi B TOM, UYTO KaKOBIM U3
nepapxuueckux ypoBHer (YMII) wumeer coOCTBeHHBIN  HaAOOp
OBUTATEJIbHBIX aKTOB, B KOTOPOM OH SIBJISIeTCS BEAYIIIMM; M UeM BBIIIE
pacriojlaraeTcsi JaHHBIN YPOBEHb B MOTOPHOU HepapxXuu, TeM OoJbliiee
KOJIMYECTBO ABUTATEJIbHBIX aKTOB OH CIIOCOOEH OXBaTbhIBaTb M TeM
OOJIBIITYIO YACTh YEJTOBEYECKOTO MOTOPUYMA OH 3aHUMAeT.

I'enemuueckuii npunyun TPOABIAETCd B TOM, UTO BBIIIECTOAIIHUE
YIIM B xoIe IIOCTYIIaTeJIbHOTO Ppa3BUTUs HAACTPAWUBAIOTCA HaL
HIDKECTOAINMMHU M IIPOMCXOIAT M3 HIKECTOAIIMX, BO3IBUTAiACh Ha HX
dyHIaMeHTe U UCIOIb3Ys UX IIPOBOAAIINE ITYyTH.

PYHKYUOHATTbHBLU NPUHYUN, TEVICTBHE KOTOPOTO IIPOSIBISAETCS B TOM,
yTo BbIIIeaexamuu YMII, BeIcIINII M3 3a0eliCTBOBAHHBIX B HaHHOM
MOTOPHOM  akKTe, o0ecreyrBaeT  pPYKOBOJACTBO  HESITEIbHOCTHIO
HIDKeJIeKAlllUX YPpOBHEM, KOTOpbIe, B CBOIO oOdYepedb, HCIIOJTHSIIOT
CIIyKeOHYIO POJIb.

Mopdgonoeuueckuti npuHyun, TOCKOJIbKY IeHTpaJIbHas HepBHAI
CHCTEMa COCTOUT M3 pealbHBbIX, BEIleCTBEHHBIX U Hepa3OeIuMBbIX
COIIOAYMHEHHBIX CTPYKTYp, HAJACTPOEHHBIX OAHA HaA Apyrow, u
00eCTieunBaOIINX MeNCcTBUEe pasmuuHbIx Y MIL

Komnosumaphuwiti npunyun, Tak Kak U II0 CBOEM CTPYKType, M IIO
WCIIONHSAEMON (YHKIIUU  BBIIIENIe)XKAaIlle YPOBHH B MOTOPHOM
HepapXUH 3HAUYUTEIbHO CI0KHEE HUKEJIeKaIUX.

Haxkonern, npocmpancmeenHblli NPuHyun, CcoIJIacCHO KOTOPOMY
IIOCJIeIOBATEJIbHOE pas3MellleHle HEPBHBIX CTPYKTYP, 00eCIIeUnBAIOIIINX
merictue pasHbix YMII or HuH3IMINX K BBICHIMM, B IIpeaesax
YeJIOBEUECKOM T'OJIOBbI OPUEHTHPOBAHO B POCTPAIFHOM HAIIpaBIEHUMU.

Cormacuo yuenuto H. A. DbepninreiiHa, MOTOpHBIE YPOBHU
OeMCTBYIOT B KOMIUIEKCe, IIpU 3TOM [eNMCTBUE BBICIIIETO0 U3
3aJIeMICTBOBAHHBIX B JBuUrarelbHoM akte YMII oco3nHaercda, a
HIDKeJIeKalle MeMCTBYIT HEOCO3HAHHO. ITO TOMOTaeT 0CBOOOAUTH OT
HW3JIUIIIHEN HAarpy3KHd akTyaJIbHOE CO3HAHHE 4YeJIOBEKa, BO3MOKHOCTHU
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KOTOpPOTO II0 00paboTKe MHEPOPMAIIUU II0 OIpeHeeHUI0 OTPaHUYEHBL.
Tak BBITIAOAT OTHOILEHHUSA OpJepa B JAHHOM CHCTEME.

CobcTBeHHO, Teoperuueckas KoHuenuuss H. A. Bephiurerina
HUKAKMX WHBIX OTHOLIEHWUI, KpOMe OTHOIIEHWUN OpAepa, M3HadaIbHO
He TipenycMarpuBasia. OgHaAKO yKe camMo 1O cebe BBIeIeHUE
COIIOMUMHEHHBIX HepapXUUEeCKUX YPOBHEM YeJIOBEYECKOM MOTOPHUKU
COCTABJISUIO OTPOMHYI0 Hay4yHyI0 3aciayry. Pa6orsr H. A. BepHinrerina B
HaCTosIee BpeMd  OCTAIOTCI  AKTyallbHBIMU; €ro  KOHIENIUAd
YIIOMUHAEeTCs BO MHO)KeCTBe COBpeMeHHbIX nmybnukamnuii (Borses, 2014;
I'umaszos, 2015; [HesumBuiu, 2015; Kuasesa, 2007; Kpyrtkun, 2014a;
Kpyrkusn, 2014b), a moxTopa mecaTuieTHss TOMY Hasal OaKe BBIIILIA
MoHoOrpadus, IIOCBSILIEHHAasd JHUYHOCTU U  yYEHUI0  BEJIUKOTO
ncuxopusuonora (Peitrenbepr, 2004). Ilommmo koniemumu H. A.
BepHinTeiiHa, CyIecTBYIOT U ApPyrue KiacCUPUKAIIUU IBUTATEIbHBIX
KOOpAWHALINNI (HasapeHKo, 2015; Hemmes, 2005), HO B HHX He
IIPOCIIeKUBAETCA HepapxXUUecKor ymopsmodeHHocTH. Pabora H. A.
BepHinTeritHa Halna ODpOJODKEHHE B TPyJdaX MHOTUX COBPEMEHHBIX
nccienosareneit (Cisagaena, 2009; Hukurun, [leBenés & Hukuruma,
2011). OmgHako Hemb3sl CKasaTh, 4YTO BCE BOIIPOCHI, Kacarluecs
nccieqoBanusa onucanHon H. A. bepHIITeITHOM MOTOPHOM HMepapXuH, K
HaCTOAIIleMY BpeMEHH pa3biICHEHBl. B dYacTHOCTH, 9TO Kacaercd
MHBEPCHUBHBIX OTHOIIEHUN B CHCTeME aKTUBHOCTHU YeJIOBEKA.

NMHAVNBUAYAIIN3UPYIOIITUE ®PAKTOPBI MOTOPU KU

Mortopuka KaXOOro 4YeJIOBeKa WHAMBHAyaldbHa. Paccmorpum,
KaKye HMMeHHO WHAMBUAYIH3UpYOIIUe (aKTOphl IIPeACTaBICHBI B
Kiaccuueckon reopun H. A. bepHinrerina.

Kak y»xe roBopuiioce paHee, y kaxporo YMII umeercs conep:xanue,
OOCTYIIHOe  HMMEHHO maHHOMY uHauBugy. OHo  cocTaBiser
OTHOCUTEIbHO HEOOJIBIIYI0 YaCTh «CJIOBAapsi» OBW)KEHUH, B IIPUHIIUIIE
IPUCYLIET0 TOMY HJIW HWHOMY MOTOPHOMY YPOBHIO. [leMICTBUTEIBHO,
HarpuMep, OpocaHue KOIbsl B IIeNIb ABISIETCS OBIDKeHHeM ypoBHA C, HO
JAJIEKO He BCe JIIOAU BJIANEIOT 3TUM ABMKeHHEM. MHorue ynpaxHeHUd
BOCTOUHBIX (ILIACTUUECKUX) TUMHACTHK OTHOCSATCS IIPAKTHYECKU
IIOJTHOCTBIO K BeIEHUIO YPOBHS B, HO M MU BiafieeT BecbMa HeOOJIbIIIAS
JacTh 4YeJIOBEYeCTBa. TOYHO Tak K€ yMEHHE pellaTbh B yYMe CJIOKHBIE
MaTeMaTHYecKHue 3aauy, Tpedymollee aeaTeIbHOCTH YpoBHS E, oTHIONB
He SIBJIZeTCS BCeOOIMM JOCTOSTHUEM.

Curyamus ycyryOssiercs TeM, UYTO B MOTOPHOM HepapxXuu
IIPUCYTCTBYeT (PeHOMEH aBTOMATHU3al[UU, IIPHU KOTOPOH addepeHTan U
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HEKOTOPOTO MOTOPHOTO yPOBHA II€penaroTcd Ha Hipkejdexamnui YMII -
M OCTAIOTCSl TaM IPAaKTHUUYeCKU HaBcerga. TakuMm obpasoM, ypoBeHb, Ha
KOTOPBIN TepeBOIATCA 3(PQepeHTalluU «CBEPXY», CTAHOBHUTCS CBOETO
poAa KOIIMJIKOM MOTOPHBIX aBTOMAaTH3MOB; €CTECTBEHHO, COAEP)KHMOe
9TUX KOIIMJIOK y PasHBIX JIOfel OyaeT OTINYAThCs, TaK KaK 3aBUCHUT OT
WHIUBHUYAIbHON ABUTATeJIbHON 6uorpaduu.

OpHako 3TUM BO3MOKHOCTH HMHOMBHUAYIM3allUM MOTOPUKU He
ncyepnbiBaloTca. [le1o B TOM, 4YTO He TOJBKO COHEpKaTeIbHOE
HaIlOJIJHeHUe, HO M oflmee pasBurhe Tex uiIn WHbIX YMII y pasHbIX
JIOAeW MOKET 3HAUUTEIbHO pasjIMuaThCs, YTO 3aCTaBJIsIET TOBOPUTH O
PasHBIX MOTOPHBIX Tpoduirax. Bot uto mucan mo sTtomy moBoxy cam H.
A. BepHITeNH:

«Y pasHvix cybvekmoe ecmpeuaromcs 6 HOpMe OuUeHb PAa3TuUUHbLe
COOMHOCUMeTbHbLe cmeneHu passumus 0MOebHbLX
KOOpOUHAYUOHHBIX ypoeHel. Ecmv moou, omnuuarowuecs 60mvuium
U3SULECMEOM U 2apMmoHueli menodeuicenutl (yposenv B), Ho ux pyku
HeoObluaiiHo 0ecCnOMOWHbL, OHU He YMewm YNpasumvcsi HU C
MOJIOMKOM, HU C KAKUM-TTUGO npumMumueHvim opyouem (ypogenv D).
[pyeue obrnadarom ucKmIOUUMETbHOU MOUHOCMbI) MeTKUX O6UMEHUTI
(epasuposarue, pabomvl uACOBWUKA UTU H6ETUPA) U NPU 3MOM
MewKo8amul, Hell06KU, CNOMbBIKAMCS 0 C60U HO2U, POHANM CMYJIbs,
MUMO  KOMOPbIX NPoxodsm: 'y ISMux Juy umeemcs pesKoe
npeobnaoanue yposueti C2 u A Hao yposHem B. Heobxooumocmv
evipabomku  cucmembl  HabMOeHUl, Komopas nos3gonuna  Ovl
00veKmMueHO  onpedenamb  NOO00OOHble  MOMOpPHble NPoPuru U
nponopyul, CcoeepuleHHO HAa3pend, HO, K CONCATIeHUI0, NOKa Mmaxou
cucmemvl ewje He cCyujecmsyem u NPUXOOUMCS 02PAHUUUBATNLCA
eecbma npubnuzumenvHuiMu onucanusmu» (BepHireitn, 1990, crp.
325).

HccnemoBaHuss MOTOPHBIX MpoduUilell MOMYYUIU HPONODKEHUE U
nmociie H. A. DBepHmiTteiiHa; IpuMepoM TOMY SBJIAIOTCA PabOTHI,
OIIMCBHIBAIOIIIME pa3Hble CTOPOHBI MOTOPHOM MHIUBUIYAIBHOCTH,
xotopsble mpencraBunu H. E. Kopenkosa u 10. H. Onerinuk (Kopenkosa &
Oneriauk, 2006), a Takke A. A. Memus (Menwus, 2018).

BosMoxkHOCTh pa3Butusi Husiiero YMII B 6oiblieii cTereHu, yeM
pPa3sBUTHE BBICIIETO, Yy)K€ IIOPOKAAaeT TUIIOTeTHYECKYI BO3MOKHOCTD
MOTOPHBIX MHBEpCHUM. 37ech MHBEPCHUS, eCIM OHa eCTh, IPOUCXOIUT
BCJIEACTBHE EVICTBHUA TOJBKO OJHOTO OPraHM3aIl[MOHHOI'O IIPHHIMIIA B
MOTOPHOI HepapxXuu (KOJIUUECTBEHHOI0); OCTAIbHBIE ITO-TIPEKHEMY
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OCTaBJIAIOT HU3LINN MOTOPHBIII YPOBEHDb B IIOQUUMHEHHOM IIOJIOKEHUH,
Kakoe ObI OTHOCHTENBHO IIpeoOiafaroliee pasBUTHE OH HU IIpHOOpel.
OpHako pasnuuue MHIUBUAYAJIbHBIX MOTOPHBIX IIpoduieil BoBce He
00513aTeIbPHO  IIOPOJKAAaeT [eHCTBUTEIbHYI HHBepcuo. Paspurue
Husurero YMII Mo)keT OBITH OTHOCUTEJIHHO BBIIIIE, UeM Pa3BUTHUE ITOTO
K€ YPOBHS Y APYTroro cyObeKTa, ¥ 3TO MOXKET CO3[1aBaTh CyII[eCTBeHHbIe
pasiuuusd B MOTOPHMKE, HO 3TO HMMEHHO OTHOCHUTEJIBHOE, a He
abCOJIFOTHOE TOMUHHUPOBaHHE HU3IIET0 MOTOPHOTO ypoBHA. [Ipu aToM B
HepapxUyecKkoll CcHCTeMe B I[eJIOM BC€ PaBHO MOTYT COXPaHATHCA
OTHOIIIEHUS Opjepa: IIPOCTO OTHOCUTEJIBHO HEMHOTHEe OBHKEHHUH,
npucymue Husmemy YMII, mpomsBogarca jydille M C MEHBIIMMU
TPYZHOCTAMH, 4YeM y Apyrux moped. Ho nBmxeHus 6Oosiee BBICOKOTO
YPOBHsI BCe PABHO OCTAIOTCI Tropaspgo 0Oojlee MHOTOUYHCIEHHBIMHU U
3HauuMBIMH. K TOMy jke K Oojiee CIIO)KHBIM JBIDKEHHSAM BBICIINX
MOTOPHBIX YpOBHell U TpebOBaHUs HeCpaBHEHHO BbImre. [{1q
WJITIOCTPALlMU 3TOTO IIOJIOKEHHS CTOUT BCIOMHHTB, UTO >KUBOTHBIE
HAaMHOTO IIpE€BOCXOHAT YeJOBeKa II0 Pa3BUTUI0 HU3IINX MOTOPHBIX
ypoBHe#. Hu oguH uesmoBek He o6yajaeT THOKOCTHIO JOXKIEBOTO UepBs,
Yy KOTOpOTO BBICIINM (M eOWHCTBEHHBIM) SIBJISIETCS YPOBEHb A, U HU
OMH YeJOBEK He CIIOCOOeH JasaTh IO JEPeBBbSIM C JIOBKOCTHIO OeJIKHU
WU 00e3bssHbI (y KOTOPBIX BEJIMKOJEITHO Pas3BUT BBICIIMII OIS HUX
ypoBerb C). Ho pmaxke caMplii yMCTBEHHO  He3peJNbIH U
HEUHTEJIUTEHTHBIN CyOBeKT, UMEIOIUI BeChbMa CKyIHBIE HABBIKU IIO
IIpUMeHeHNI0 cuMBoandeckoro YMII (m mocpencTBeHHbIE K TOMY
crI0cOOHOCTH), 6€3yCIIOBHO OOTOHSET IIpeICTaBUTeNeH KUBOTHOTO MUPa
II0 BO3MOKHOCTSIM OCYIIIECTBJIEHUS CUMBOJINYECKUX OIlepaluii.

YroObl BBIIBUTH JEWCTBUTENbHBIE, O€3yCIIOBHBIE IIPOSBICHUS
CUCTeMHBIX WHBEPCUII B MOTOPHOI Hepapxuu, cJiieayeT OOpaTUTh
BHUMAaHHE Ha Te€ CJIy4dad, KOIrJa HHU3IIUKM YPOBEHb MOTOPHOTO
IIOCTPOEHUA npuobperaer IJIaBEHCTBYIOIITYIO IIO3UIIUIO B
(YHKIIMOHAJIBHOM OTHOIIeHHHU. VIHBIMU CI0BaMU, cleayeT 0003HAUNUTh
Te (OPMBI OTHOIIIEHUN MEXKAY MOTOPHBIMU YPOBHSAMH, IPU KOTOPBIX
aKTUBHOCTb HU3IIEr0 yYpPOBHS B MOTOpPHOM HepapXUM OCO3HaeTcsd, a
BpICIIETO — HeT; BblclIui YMII B Takoil CHTyallUd CTAaHOBUTCS B
ompefeNeHHOM CMBbICIe B IIOJUHHEHHOE IIOJIOKeHHe U 00ecIieunBaer,
IIPUMEHUTEJIBHO K  HHU3IIEeMy  MOTOPHOMY  YpPOBHIO, JHIIb
IIOAYMHEHHYIO POJIb.

[Ipu coxpaHeHHH OTHOIIEHUII opjepa B o0OeCIieuMBAIOLIE POJIU
Hen3MeHHO BbIcTymnarT Husmne YMIIL Tak, HarmpumMmep, B akTe XOABOBI,
KaKk ¥ B JI0OOM IpPyroy JIOKOMOLIMH, BBICIINM H3 3aJelICTBOBAHHBIX
YMII sBnsercs ypoBeHb C. Ero meiicTBHMe M OCO3HAETCS; OCYIIeCTBIIASL
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xonp0y, cyObeKT oTmaeT cebe OTUET B TOM, OTKyda OH IBIDKETCS U B
KakoM HampapieHuu. OGHAKO OH He OCO3HAaeT aKTUBHOCTb YpOBHs B,
O;maromapss KOTOpOIT oOecIieuMBaeTcsl CJIO)KHasi COIIpsbKeHHas paboTa
MBIIIEUHBIX TPYIIII, a TAK)Ke aKTUBHOCTh YPOBHsI A, KOTOPBIH yIIpaBJIseT
TOHYCOM TeJa (TO eCTh COKPATUTENHHOI FOTOBHOCTHIO MBIIII). Eciiu 651
yeJloBeK BBIHYKIEH ObLI yOep)KHUBaTh B CBOEM aKTyaJbHOM CO3HAHUU
BCI0 MH(OPMAIHUIO, HEOOXOAUMYIO IS YCIIEIITHOTO (PYHKIIMOHUPOBAHUS
HU3IINX MOTOPHBIX YPOBHEM (KaKyi0 MBIIIIIY B KAKOII MOMEHT BpeMeH!
cileqyeT HAIpsiub, a KaKy, HAIIPOTUB, PacciabuTh, U KaKOW TOHYC
cileqyeT IPUAATh KaXIOMY CeTMEHTY Tejla) — OH, BEepOsiTHee BCEro, He
cMor Obl cmesnaTh HU Iary. HamoMHHUM, UTO B KJIACCHUYECKOUM TEOpUU
yesoBeueckol akTuBHOcTH H. A. BepHiuTerina mnpu3HaeTCs TOIBKO
TakKas UCXOqHas popMa nepapXxUyecKUX OTHOLIEHU.

OpHako B [EVICTBUTEIHHOCTH 3TO He TaK. AKTUBHOCTH UeJOBeEKa
IIpOHU3aHa NHBEPCUSIMU, UTO HAa3bIBAETCs, HACKBO3b, KAK «KOPOTKUMU»,
TaK U «IJIUHHBIMU». VHBEPCUU 3TU CO3MAIOT PsO IIPOTUBOPEUUII,
BCJIE[ICTBHE YeTO0 CIIOCOOHBI IIPOBOLIMPOBATH I WHOWBUAYyMa DS
HEIPUSTHBIX CUTyallUI; OJHAKO MMEHHO 3TU WHBEPCHUU (DOPMUPYIOT
ITOITUHHYIO WHOWBUAYATbHOCTh  YeJIOBEUYEeCKOMH AKTUBHOCTH.
VHOUBUIYyaTbHOCTBIO K€ MBI JOPOXKUM, CUHMTas ee BeChbMa I[€HHBIM
cBouM pocrosiHueM. CaMoO TIOHSITHE «TEJNeCHOCTU» WMILUIUIIUTHO
COmepKUT B cebe HEOOXOOUMOCTH OCO3HAHHOTO HAIUYUS MOTOPHBIX
WHBepCUil, 10O TMpeAIiosaraeT HEKOTOpPOe CaMOMOBIIEIOIIlee BIIUSHUE
«TeJla» Ha IICUXUKY — €CIM pacCMaTpUBATh UYeJlOBeKa He KaK JIUIIb
IIpeTepIIeBAIOIIer0, HO U KaK aKTUBHOTO (M ITPOAKTUBHOTO) CyOBEKTa.
MoTopHble WHBEPCHUM ITOAYAC MPUUYUHIIOT HaM MacCy (PU3UUECKUX
crpamanuii. OpgHako, ecau Obl B CHCTeMe AKTUBHOCTH UeJIOBeKa
COXpaHsUIHCh OBl BCera W BCIOAY OMHHU TOJBKO OTHOIIEHUs Ophepa,
YyeJIoBeK IIpeBpaTHIICs ObI B HEKOTOpOe IT0f00He «MOTOPHOTO poboTax,
OTJINYMe KOTOPOTO OT [APYTHX IOJOOHBIX «pPOOOTOB» COCTOSITIO OBI B
JydllleM WIH XyAllleMm, Oojiee IHPOKOM WM 0Oojee y3KOM Habope
OCBOEHHBIX (3aIlpOTPaMMHPOBAHHBIX) ABUTATEIbHBIX HABBIKOB, [1a ellle
B OCOOEHHOCTSAX CaMHUX 3arpy’KeHHBIX B HEro IPOTpaMM, BCIEICTBUE
Yero MIBIDKEHUsI PasHOM CTeHeHU CIOKHOCTU (IIpUHALIeKalue K
pasupiM YMII) ocBauBaioTcsi pasHBIMU JIIOABMHU C HEOJUHAKOBOU
crenieHbl0 TpymHocTH. OTHOeIpbHbIEe HHBEPCHHU, KOTOpPHIE BBI3BIBAIOT
mpo6eMbl B )KU3HU HHAUBHUAYYMa, MOIJIEKAT pas3pelleHUIo, Iie 3TO
BO3MO)KHO; YCTPAHATH Ke camy (OpMy MHBEPCUBHBIX OTHOIIIEHUN U3
MOTOPUKHM  UeJloOBeKa  He  IPEeCTaBiIsIeTcss  BO3MOXHBIM (U
11eJ1eCO00Pa3HBIM).
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Heo6x0mMMO OTMETHUTh, UTO YPOBHH MOTOPHOTO IIOCTPOEHUS
00pasyloT COBMECTHO MOHOJHHENHYI0 HepapXHIio, a BBbIIIe ObLIO
II0Ka3aHO, UTO B HMEpapXUsX TAKOTO pOoja HMHBEPCHHU IIPOSBIAIOT cebs
ocobeHHO 3¢PdexTHO. KpoMe TOro, B MHBEPCHM YaCTO OKa3bIBAETCH
BOBJIEUYEHHBIM BOSIJIABIAIINII JAaHHYI0 HepapXHUi0 CHMBOJHYECKUN
MOTOPHBIM ypOBEHBb, B pe3yJbTaTe 4Yero KaKjaas Takasd WHBepCHUd
HeMUHYyeMO OTpa)kaeTcsi Ha JeATeIbHOCTH BCel CHCTeMBI B II€JIOM.
Ocob6eHHO 3TO KacaeTcsd TaK Ha3bIBaeMbIX «IITMHHBIX» HHBEPCUIL.

Cpenu Bcero pasHo0oOpa3us MOTOPHBIX MHBEPCHUH, KOTOpPbIE MOTYT
OBITH BBIABJIEHBI B UeJOBEUECKOM aKTHUBHOCTH, MO)XHO BBIIEJIUTDH JBE
TPYIIIBL: VHBEPCUU CUMIITOMAaTHYeCKue 151 peasibHBIE.
CumnroMmaruyeckass HHBEpCHs Ha KaueCTBO AaKTHUBHOCTH CaMOTO
cyOBeKTa IIpSMO He BO3IEHCTBYET, a JIMIIb BhIABIAETCA B Hell. PeanpHas
WHBEPCHUS OTPAKAETCs HEIOCPeACTBEHHO B AKTUBHOCTH CyObBeKTa.

Hampumep,  xapakrepHasd  CHMIITOMaTH4ecKas  WHBepCHUA
oOHapy’)KUBaeTcs B XOAe MHOKMHETHUECKOIN MMarHOCTHKU. [I3BecreH
TaK Has3bIBAaeMBIII MHOKHHeTHUecKHIl TecT Mupa-u-Jlonec (Mupa-u-
Jlomec, 2002). B HeM ecTh TakO¥M HPOCTEHIINI CyOTECT: UCIIBITYeMOMY
IIpejIaraeTcs HECKOJIbKO pa3 o0BeCTH KapaHOAIIOM BepPTUKAIBHYIO
JUHUIO Ha 3aKpeIVIeHHOM Ilepen HUM Jjucrte Oymaru. Ilotom pyky c
KapaHOaIlloM 3aKpbIBAalOT OT IVIa3 HCIBITYeMOTO CIIeI[HAIbHBIM
9KpaHOM, a JIMHHUIO OH IIPU 3TOM IIpOJOJDKaeT oOBOAMTE. B mporecce
oOBeleHUs JIMHUM €ro pyKa, Oojee He KOHTpOJHpyeMas 3peHHeM,
CMeIIlaeTcs BIIPABO MJIM BIEBO (YUTO TyT K€ BHAHO IIO CJeJaM
KapaHpamra Ha Oywmare). Ecimm (mpm pucoBaHMM IIpaBOMl  pPyKOIR)
pHCYIOIIas pyKa CMeIllaeTcs BIIPAaBO — 3TO TOBOPUT O IIpeobiafaroleM
TOHyce MbIII-pasrubareneir. Ecam pyka cwmeljaetcs BieBO —
npeobirafaeT TOHyC crubaresneil. BrIgBIseMoe COOTHOIIEHHE TOHYcCa
crubatesieli ¥  pasrubareieil OTHOCHTCI K  COAEp)KaTeIbHOMY
HaIlOJHeHUI0 ypoBHA A. OmHAKO B 3TOM COAep:KaHUU OTOOpaKaeTcs
AesTeJIbHOCTh BBICIIMX MOTOPHBIX ypoBHeM. Tak, JHIla, Yy KOTOPBIX
npeo6JafaeT MaCCUBHBIM TUII peaTHpOBaHUs Ha OIIACHOCTH (CIIPSATAThCH,
3aTAUTBCS, BEPHYTbCI B SMOPHOHATBHYIO II03y), IIOKAa3bIBAIOT
npeobramaoImui  ToHyc crubatesneri. Te CyOBEKTBI, Yy KOTOPBIX
IIpeiCTaBIeH IIPEUMYIIEeCTBeHHO AaKTHBHBINM THUII pearnpoBaHUsA Ha
omacHOCTh (6oppba mum  6ercrBo), HEeMOHCTPHUPYIOT, HAIIPOTHB,
npeobirafanyue TOHyca pasrubartesned. 3Hech peub MOMXKET HATH O
«IJIMHHOM » CUMIITOMAaTHUYE€CKON UHBEPCHUU. Tem CaMbIM
IEeMOHCTPHUPYETCsI HeIIOCPeACTBEHHAs CBSI3b 0COOEHHOCTEH TOHMUECKOTO
YPOBHS ¢ SMOIIMOHAIBHON peryJsaiuei (AitmamaspsH, 2017).
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9TO — He eOWHCTBEHHBIN CIy4Yall CMMITOMAaTHUYE€CKUX MHBEPCHU.
Tak, 1mpu  rpaduueckor  IICUXOAUATHOCTHKE  HCIBITYyeMOMY
IIpeJIaraeTcs CO3JaTh PHCYHOK Ha 3afaHHYI TeMy (MHaue TOBOpH,
1300pasuTh QPUTYpy OIpemeIeHHOTO TOIIOJOTHMYECKOTO  Kiacca).
HomyctuM, peus uaeT 06 M300paKEHUN YeJIOBEYeCKOH (UTYpHI (Kak B
npoekTuBHOI Meronuke Kapen Maxosep) (Maxosep, 2014). Xots B
pucOoBaHMM  Bcerma ObIBaeT TaK MJIM  WHadye  3aJelCTBOBaH
CHMBOJIMYECKOH ypoBeHb E, rmaBHas Harpyska IpUXOQUTCS Ha YPOBEHbD,
KOTOPBIH OIlepHpyeT TOIIOJOTHUYECKUMH KilaccaMu UTYp, a UMEeHHO Ha
ypoBeHs D. I BOT B M300pakeHUH, CO3TaHHOM HCIIBITyeMbIM, IICHXOJIOT
yCMaTpHUBaeT, HAIpUMep, YepThl IIPOSBIEHHSA arpecCuu (OCKaJIeHHBIE
3yObl, IIpaMbl, N300paskeHHOE OpyKHe H T. 1.). BO3HHKaeT BOIIpOC:
OCO3HAHHO JIM HCIBITyeMBIH IIpUJaBajl M300pa’kKeHUI0 arpecCHBHBIE
YepThl, XOTeJI JIU OH IPOJEeMOHCTPUPOBaTh arpeccuoo? OueBUIHO, HeT (a
€CJIM [1a, TO AUMArHOCTHMKA HEe MOYKET CUMUTAThCS JOCTOBEPHOM, TaK Kak
CIEIMAJIUCTY IO TICUXOMHArHOCTHKe OyAyT IOCTYIIHBI He HCTHHHBIE
YepThl JIMYHOCTU HCIIBITYEMOTO, a JIMIIb T€, KOTOPble OH YMBIIIJIE€HHO
XOTeJI IIPeIbIBUTD). B aTOM Cilyyae CHMBOJINYECKUH YPOBEHb NEHICTBYeT
HEOCO3HAHHO, a OCO3HAETCs aKTMBHOCTb ypoBHA D; ypoBenb E jaumib
IIOCTaBJIAeT eMy MaTepHall. TyT Takke HaOII0aeTcss CHMIITOMAaTHYecKast
WHBEPCHUsd, HO TOJBKO «KOPOTKasg» — MEXAYy COCEACTBYIOINMMU
ypoBHAMU D u E. CymiecTByIoT u Ipyrue npuMepbl CUMITOMATUYECKUX
WHBEPCHU; B YaCTHOCTH, TaKasi NMHBepCHUs (PaKTHUUeCKH OblIa BhIIBIEHA B
ucciregopanuax E. A. 3axapeBCKOM IpU HCCIEJOBAaHUU B3aUMOCBSA3U
MOTOPHOM aKTHBHOCTH C THIIOJIOTHUECKUMHU O0COOEHHOCTIMHU JIUYHOCTHU
IIpX IIOMOIIY MOTOPHBIX ITpob (3axapeBckas, 2018).

PeasrpHple UMHBEpCcMH, B OTJIMYHME OT CHMITOMATHYECKUX,
CTaHOBATCA IIPOSIBJIEHUEM IE€MICTBUTEIbHBIX CHCTEMHBIX IIPOTHBOPEUNII
B yeJI0BeuecKol MoTtopuke. OMHO M3 MOJO0OHBIX IIPOSIBICHUI HHBEPCUHU
MoTOpHBIN ypoBHeM npusonurt T. C. JleBu:

«Coepicuearue Moy utl ocyujecmesnsiemcst 6razodaps
MUKPOOBUNCEHUSIM, OCMAHAGIUGANULUM 6bipaiceHue UMNYIbca. Imu
MUKPOOBUNMCEHUST MOzym Obimb He 3aMemHbl HAOIHWOament, U He
0co3HaGaembl camum uenosekom. Tak, ecmu Mbl XOMuM KPUKHYMb
(uyecmeo), mo Mmvi cxumaem 3y6vl... IlocmenenHo ¢@opmupyemcs
MblUEUYHbLU NAHYUPL» (JIeBm, 2005, CTP. 415).

OTOT MBIIIIEUHBIN ITIaHIIM Pb ObLI OIIMCaH B CBOE Bp€EMA €I1e

nocienoBaresiemM 3urmyHpa Operima Bumbsrenmpmom Patixom (Parix,
2000). ITo maenwuto Y. A. BeckoBO#, MaHHBIN «ITAHIUPb» CIYKUT TOMY,
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yTOOBI OJOKMPOBATH WMIIYJIbCBL, UAYIIHE OT <«sAApa JHYHOCTU» K
riepudepruy, U MO3BOJISAET IIOCTYIIATh HE B COOTBETCTBUU C IPUHITUIIOM
YIOOBOJBCTBUS, @ B COOTBETCTBUM IIPHUHIIMIIOM peaJbHOCTU. B sToM
IIO3UTUBHAsA POJb «MBIIIEYHOTO IIAHIUPS»: OHA COCTOUT B
pacimiupeHuu cgepbl aKTUBHOTO B3aMMOJENCTBUA C MUpOM. Eciu
paHbIlle OHO OCYILECTBIAJIOCh TOJIBKO Ha OCHOBE YIOBOJBCTBUSA U
HeyIOBOJIbCTBUS, TO Tellepb — U Ha ocHOBe moiiesHocTH (Beckosa, 2001).
910 - oroOpakeHHMe  TMEePBOHAYATBHO  3ALIUTHON  (PYHKIUHU
WHBEPCUBHBIX peaknuii. Ho TOT Xe «MBIIIEYHBIN NAaHIUPb» CaM
CTAHOBUTCA WCTOUHUKOM OOJIei, IIOCKOJIbKYy MBIIIIEUHBIA TOHYC
OIIpeJleJIEeHHBIX  CeTMEHTOB  Tejla  OKas3bIBaeTCsd  I1aTOJIOTMUECKU
n3MeHeHHbIM. CHMBOJIHMUECKOe COObITHE, KOTOpOe  ITOCTY’KUJIIO
IIPUYMHOM COMATHYECKOT'O0 CTpPaJaHUs, OKA3bIBAETCS BBITECHEHHBIM B
Oecco3HaTelbHOE U 3a0BITBIM, a ITATOJIOTMYECKOEe IPOSBIIEHHE TOHYycCa
TeJla BBIXOOUT Ha IepBbIM IutaH. Hampumep, 4emoBeKy, y KOTOPOTO
pasBuiics MuHOQPACHHAIbHBIN  CHUHAPOM, IIOpOI  TpygHO  cebe
IIpeCTaBUTh, YTO IIPUUYMHA €Ir0 MYUeHUN — HEKOTOPHII BHITECHEHHBIN B
6eccosHarenmpHOe cuMBOJ. Opnako, kak ykaseiBaer A. II. Jlroceri,
«CHMBOJI IIpU BBITECHEHUU IIOJICO3HATEJIPHOTO COAEpKaHUS HMeeT
BO3MO)KHOCTD «Pa3psOAUTHCS» HPSIMBIM, HEIIOCPEICTBEHHBIM 00pasoM»
(JIrocwrit, 2009, ctp. 49). Hanuio «aauHHas» peaabHasi HHBEPCUS MEXITY
MOTOpPHBIMU ypoBHIMH E m A. B oO0lieM KOHTEKCTe aKTUBHOCTU
yeJ0OBeKa TaKue WHBEPCUU MMEIOT OUeHBb OOJIbIIIOe 3HaUeHHWe: OHU JKe
MOTYT pacCMaTpUBaTbCAd KaK IPOsIBIEHHE ITaTOJOTMYECKHUX COCTOSHUM.
[IpeomosieHre TAKUX COCTOSIHUI OITMCAHO, HampuMep, B paborax
Anexcannpa JloysHa, B paMKaxX Tak Ha3bIBa€MOTO OHOHEPreTHYECKOTO
ananu3sa (Jloyss, 1996; Jloysn, 2002).

BbIBO/1bI

TakuM o6pa3oM, aHAIW3 HHBEPCUU B HEPapXUUYECKOH CHCTEMe
yeJIoOBeYeCKOM MOTOPUKH IIPEeACTaBIsETCA BeCbMa AaKTYalIbHBIM U
IIEpPCIIEKTUBHBIM  HaIlpaBJeHHMEM B  KOHTEKCT€  HCCJIEeJOBAHUNI
TernecHocTH. HeBo3aMoXHO cPopMHpOBaTh  aneKBaTHYI0  MOJeNb
JeJIOBeYeCKOM aKTUBHOCTH, €CJIM IIPH 3TOM OIMPAThCAd Ha OOHU TOJIBKO
OTHOILIIEHUS Opjepa ¥ UTHOPUPOBAaTh HHBEPCHUBHbIE OTHOIIEHUS.
MoropHble UHBepcHMM B CHCTeMe aKTUBHOCTH UHAWUBHUIyyMa, C
W3BECTHOM [OJIEMl YCJIOBHOCTH, MOIVIM OBl paccCMaTpPHUBATBCS Kak
HEKOTOpOe OTKJIOHEHHE OT «HOPMBI», €eCIU CUHUTaThb «HOPMOII»
OTHOIIIEHUs OpJepa, HO STH WHBEPCHU IIONYyYMJIH BceoOIree
pacripocTpaHeHHe M [OaBHO caMM CTald «Hopmoii». OpHako 3Ta
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«HOPpMa» qpeSBquaﬁHO BapuaTWBHA, BCIEOCTBHE YETr0 CHCTEMHBIC
MHBEPCHUHN B aKTHMBHOCTH Y€JIOBEKA OO'BEKTUBHO SBJISIETCI BAKHEMIIINM
NCTOYHHUKOM MOTOpHOfI MHOAWBUAYAJIbHOCTHU.
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Abstract

History of sexuality is one of the most dynamically developing trends in
contemporary historiography. Cultural history of masturbation reflects evolution of
ideas about this part of human sexuality. This article uses constructivist methodology
and regards masturbation as cultural construct originated from mental dominants of
time and society. In conditions of “medicalization” of modern society (the expression
of M. Foucault) the masturbation was looked upon as a pathology and a dangerous
social vice. The author of the article employs a chronological approach examining the
evolution of attitudes to masturbation. In the time of Renaissance and in the XVII
century masturbation wasn’t considered a great sin, though many authors condemned
it. In the XVIII century, the period of relative tolerance was over - masturbation
became to be regarded as a disease that needed treatment, even surgical interference
in some cases, as object of “new psychiatry”. It was at the same time exposed to moral
condemnation and was put under strict pedagogical control. The expressed
repressiveness continued for many decades, and only on the turn of XIX century
cautious doubts in attribution of masturbation to diseases appeared. “Rehabilitation”
of masturbation happened only in the middle of the XX century under influence of
social factors and formation of consuming society, as well as the new ideas in
sexology. The attitude to masturbation, as to other sexual practices depends on raising
and decreasing of the level of tolerance in society.

Keywords
history of sexuality; masturbation; “onania”; deviation; “medicalization” of society;
psychiatry; Foucault; Kinsey; Radkau; Dodson
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INPEOCTABJIEHMI O MACTYPBAIIUM B HOBOE
BPEMi1
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AHHOTAITUA

Hcropusa cekCyalbHOCTHM — OOHO M3 AMHAMHYHO pPa3BUBAIOLINUXCA HaAIIpaBIEHUN
COBpeMeHHOI ucropuorpadun. KyabrypHas uCTOpHS MacTypOalluy IIPOCIEKUBAET
9BOJIIOLIUIO TIPECTaBIeHUI 00 3TOM CTOPOHE UeI0OBeueCKOI ceKCyalrbHOCTH. [JaHHas
CTaThd OCHOBaHAa Ha KOHCTPYKTHMBHUCTCKOM METONOJOTHMM M paccMaTpHUBaeT
MacTypbaiuio KakK KyJIbTYPHBIH KOHCTPYKT, BBITEKAIOIIUI W3 MEHTAJIbHBIX
OOMUHAHT 3I0XM U O0IIecTBa. B yciIoBHMAX «MeIHKaIU3al[U» COBPEMEHHOTO
obmectBa (BeipakeHne M. @Pyko) yTBepAmiCS B3IVISIA Ha OHAHU3M KakK Ha
MaTOJIOTHI0O U B TO K€ BpeMs OIACHBII COI[HaJbHBIM IOPOK. B cTaThbe Ha OCHOBe
XPOHOJIOTMYECKOTO IIOAXOAa IIPOCIEeKMBAeTCd 9BOJTIONMSA IIpeACTaBI€HUH O
macrypbaruu. B smoxy Pewmeccanca u B XVII Beke OHaHU3M CUMTAICS HE CAMBIM
OOJIBIIIMM TPExXoM, XOTd M ocyxpajci MHoruMu aBropamu. B XVIII Beke mepuopn
OTHOCHUTEJIBPHOM  TEePIMMOCTM  3aKOHUmiIcA.  Jorma — macrtypbamus — craja
paccMaTpuBaThcs KaK Oosie3Hb, TpeOyrolnas JiedeHHs, B HEKOTOPBIX CIydasx Haske
XUPYPrUUeCKOTO BMeEIIIATeIbCTBA, O0BEKT «HOBOM IICHUXHATpUH». OXHOBpeMeHHO
OHAaHMU3M IIOABEPrajcsi HPABCTBEHHOMY OCYKAEHHUIO M CTAaBUJCA IOM >KECTKUH
IeJaroTHUYecKU KOHTPOJb. BblpakeHHass peIPecCUBHOCTb COXpaHAJIach Ha
MIPOTSDKEHUU MHOTHUX TeCATUJIETUH, U TOIbKO Ha pybeske XIX — XX BB. ITOSIBUIIHCH
OCTOpPO)KHBIE COMHEHHS B OTHECeHHM OHaHM3Ma K paspsany OoJe3Hell.
«Peabunuranusa» Macrypbanuu Ipousolnia B cepeguHe XX CTOJNETUS IIOX
BIUSHHUEM COLIMATbHBIX (AKTOPOB U CTAHOBJIEHUS «IIOTPEOUTETHCKOTO OOII[eCTBa»,
a TaKk)Ke HOBBIX HAeH B obmactu cekcomornu. OTHOIIIeHHe K MacTypbaIuy, Kak U K
JIPyTMM CEKCyaJbHBIM IIpaKTHMKaM, MEHAETCd B 3aBHUCHMOCTU OT IIOBBIIIEHUS WU
IIOHWKEHUS YPOBHS TOJIEPAHTHOCTH B OOIIIECTBE.

KitroueBsnie ciioBa

HCTOPHUS CEeKCyaJbHOCTH; MacTypOanusi; «OHaHUS»; OEeBHALUS; «MeTUKATN3aI[HsI»
ob1tectBa; mcuxuarpus; Pyko; Kuncu; Pagkay; Jomcon
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BBEJEHUE

B uHTEpBRIO f CIPOCHUI y OOHOTO M3 KJIACCMKOB COBPEMEHHOM
ncropuorpaguu nokoitHoro Peiixapma Kosesteka, CyIecTBYIOT JIH I
TepMaHCKUX HMCTOPHUKOB Kakue-TO Taly, CBA3aHHBIE C MCCIEeIOBAHUAMU
CEeKCYaJbHOCTH, ¥ MOJIYyYMJI OTBET, UTO CEKCYaJIbHOCTh — HeOTheMJIeMasd
YacTh KYJBTYpBl, a Kakue-THOO OrpaHMUYeHHUs 37eCh HeMBICIUMBL
Hpyroe nemo, mnpomomxkna Kosennek, ITOIWTHKA, M IIPUBEI PAf
IIPUMEpOB, KOTa HapyIIeHUs YCTAHOBUBIINXCS Taby BOCIPUHUMAIOTCA
Kak HeIpuemeMble (CokomoB, 2005). KoneuHo, moauThKa U
CEeKCyaJbHOCTb YaCTO TECHO CBsI3aHbBI, M IIOJMTHUKA HaKJIaAbIBaeT
OTpaHMUYEHHsS Ha OOCYXIeHHe COOTBETCTBYIOIIMX BOIIPOCOB, BepHee,
3aJlaeT OIIpeJeJIeHHbINI BeKTOp. OTHOIIEHHEe K CEeKCyaJlbHOCTH MHAeT
KJIIOU I IIOHMMAaHHA IPUPOAbI BIACTU — W 3TO OAWH M3 IJIaBHBIX
BOIIPOCOB MCTOPHOTpaUU CeKCyaJIbHOIM KYJbTyphl. BrpoueMm, kak
sameTmiia Bukropua Xappuc, «HalmcaHHe HCTOPHH CEKCYaJIbHOCTH
CTaBUT aBTOpa B CUTYyaIL[MI0 IpeJHAMEPEHHOrO IIPOCTYyIKa, JeJIaeT e€ro
MapTUHAJIOM, XOTsI, BOSMOYKHO, KpaTKOCpouHO» (2010, p. 1094).

CekcyaZbHOCTb — 3TO BeUHad M IIpoBoLHpyMollad TeMa. Kasamocs,
YTO IOCJIEe CEKCYaJIbHOM PeBOJIOIUY 3allagHoe OOIIeCTBO OTKAa3aJI0Ch OT
pAfa OpeXHUX OrpaHHMYeHMM, IO KpallHeHr Mepe, IIOJYYMJIO IIpaBO Ha
cBoOOgHOE OOCY)KIeHHe TaKUX BOIIPOCOB. TeM He MeHee, B psje CTpaH
BpeMs OT BpPe€MEHM IPUHUMAIOTCA 3aKOHbI MJIMU 3BydaT IIPUSBLIBBHI CO
CTOPOHBI IIOJIUTUKOB M HEKOTOPBIX PEIUTMO3HBIX AeATeIel 3alpeTUTh
FOMOCEKCYaJIu3M, HCIIOJIb30BaHME  CEKC-UTpPYyILIeK, «KapaTb  3a
CTUMYyJIUPOBaHUE T€HUTAINI B HEMEIUIIMHCKUX LeJIAX, He CBA3aHHbBIX
C JeTOpOKAEHHEM», 3aIllpeTUTh CeKC BHe Opaka, B TOM 4YHCIE IJId
He)keHaThIX nap» (CokosoBckas, 2018). KTo-To mmpusbIiBaeT He CIUIIIKOM
CepbE3HO OTHOCUTHCA K MOPAJIbHBIM IIPUHIIHIIAM:

«I[Ipocmume, m00uU, HO «ceamocmb» Opaka — 3MO U3HAUATILHO
UIT3UL, a4 6 HAWU OHU U 6000uje Oe3yMue Kakoe-mo — Gepumv 6
Heumo nodobHoe. IMo HU3ZHb, A He MOM C600 JTUYEMEPHBIX NPAGUIT,
Komopvie MHO2Ue HA3bl6AM MOPAIbI0 U KOMOpPblll 3anpeujaem HAM
6ce uyoecHoe, HeJlenoe, ygmeKamesbHoe U 3anoMuHaruweecs» (XoruHa,
2018).

bertu L[OJICOH, OdHa N3 JINAEPOB CEKCYAJIPHOT'O PACKPEIIOIIEHMA B

AMepHKe, 3pOTHYECKasd XYyOOKHHIA M aBTOp IIOMYJAPHBIX KHHUT,
OpraHM3aTOp KJIACCOB MacCTypOamuu I JKeHINHH, Iucama B 1970-x

84


http://code-industry.net/
http://code-industry.net/

Corpus Mundi. 2020. No 1 ( )
VcTopust CeKCyanbHOCTH N 11 W

rogax: «Mog ¢yTypucTryeckas MeuTa BBIIVIAOUT TaK — IIpa3gHOBAHHE
HOBOrO roga B 1999 rony. Bce TenexkaHambl TPaHCIUPYIOT MO0 IIepeaavdy
«Oprasm I10 BCEN AMepHuKe». Ha KaKJIOM 9KpaHe
BBICOKOTEXHOJIOTUYHOE XYIOKECTBEHHOE IIOPHO, CO3MaHHOE JIYYIIUMU
TaJlaHTaMU Halllell CTpaHbl. B IOJIHOYB BCA CTpaHa MacTypOHpyeT IO
oprasma 3a Mup Bo BceM Mupe» (Dodson, 1987, p. 8). B aTux cioBax ecthb
IIPOBOKAITMs, BeOb ITOOOPHUKAM BCEBO3MOKHBIX CEKCYaJIbHBIX CBOOON
IIPOTUBOCTOSIT ~ Te, KTIO CYNTAaeT, UTO IOJO00HBIE  ITPUSBIBBI
O0e3HpPaBCTBEHHBI, ¥ TPAAUIMOHHYI MOpPaJb MOXHO U HYKHO
3aIUINATH JIOOBIMHU CIIOCOOAMI.
®pannysckuii ucropuk Aner Kopben mucair:

«U 6ce-maku npedcmasiieHust 0 cexce, Y008OIbCMEUU, 3aNPEMHOM U,
pasymeemcs, HenpucmouHom He yckomvszaiom om ucmopuu. OHu
MEHSIOMCS 8 3A6UCUMOCTU OM NOGLIULEHUS UITU NOHUNCEHUS YPOBHS
mostepanmHocmu 8 obujecmee U 0m HPABCMEEHHO0Z0 OMHOULEHUST KAK K
mem, Kmo «nompeOssiem» HenpuiuuHoe, mak u K mem, Kmo e2o
nopuyaem» (2014, crp. 137).

Haperoch, UTO HBIHEIITHUI YPOBEHb TOJIEPAHTHOCTH eIIle II03BOJIIET
M3y4yaTh BpEeMEHHYI0 TpaHCPOpMAIIUIO CEeKCyalbHOCTH B pas3HBIX
nposiBiieHusx. Kak 3amerusna ucropuk Bapbapa Tariiop, «Crmoco6HOCTH
TOBOPUTH O CEKCyaJTbHOCTU UCTOPUYECKHU 3aBUCUT OT YMEHUsI CTaBUTHh
TaKH{e BOIIPOCHI, KOTOpBIE IIO3BOJISAIOT HAWTH MECTO 3POTHYECKOMY B
II0JIe JIOKAJIBHBIX KYJIBTYP, YeJIOBEUECKOM KPeaTHMBHOCTH U BpeMeHH, a
He BO BHEBPEMEHHON HEABI)KMMON IIpupoje. OITOT OTPOMHBIN
WHTEJUIEKTyaIbHBIN COBUT SBJISETCS HEOOXOJUMBIM YCIOBHEM MJIS
obcyxnenus. [locme ®periga u mociae MOCTCTPYKTypairusMa (0COOeHHO
dyk0) HH OOUH HCTOPUK CEKCyaJbHOCTH He MOKET II03BOJIUTH cebe
TEOPETUYECKYI0 HAUBHOCTDH B IyXe «TaK 3TO OBLIO», MIOCKOJIBKY Temeph
3aBEJOMO OUEBHIHO, UTO Bce (POPMBI CEKCYaJIBHOTO 3HAHUS B KAKOM-TO
CMBICJIE ~ MMEIOT  TeOpeTHYecKHe  OCHOBAaHHUA.  JpPOTHU3M U
SMUCTEMOJIOTHYECKUI CTUMYJ HepaspbIBHO IIepelieTeHbl... Bek
TEOpeTHYeCKOM HeBUHHOCTH, KaK ¥ BeK HEBUHHOCTU CEKCyaJbHOM, OBLI
HHU4YEeM UHBIM, KaK XUMEPOU» (1995, p- 284).

JlaHHasg cTaThsl OCHOBaHA Ha aHAIM3€ TEKCTOB MEIUIIMHCKOTO U
MOpaJIbHO-HA3UATeJIBHOTO XapakKTepa, B KOTOPBIX KOHCTPYHPOBAJICS
OUCKypC O MacTypbanuu Kak o rpexe u OosesHu. KiroueBoe MmecTo
OTBEJIEHO AHOHMMHOMY Tpakraty «OHaHUs», KOTOPOMY WCTOPHKH,
CHEeI[HATUCTBl II0 HCTOPUH CEKCYaJbHOCTH, IIPAaBOMEPHO IIpHUOaBATIU
ocoboe 3HaueHHe. lI3yueHMe WHCCIIeIOBATeNIbCKOM JIMTEpaTyphl, Ha
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OCHOBE XPOHOJIOTHMYECKOI0 METOAa, IO3BOJIMIIO IIPOCIEAUTD 3BOJIOLIUIO
IIpeICTaBIeHUH 0 MacTypOamuu B HOBOe BpeMs M (KpaTko) B XX Beke.
ITOM TeMbl KOCHYJINCH IIPAaKTMUYECKHM BCE€ aBTOPbI, 3aHMMaBIIHECH
HCTOpUEN CeKCyalbHOCTHU. PyHOaAaMEHTAIBHBI TPyX O KyJIbTYpHOU
HCTOPUN MacTypOallMy Hamucal aMepHUKaHCKuHM ucropuk T. Jlakép
(2004). B MeTomo/IOTMUECKOM OTHOILIEHUN AaBTOP 0a3upyeTcs Ha HOesx
IIOCTMOJIEPHU3Ma M pacCMaTpUBaeT MacTypOallMI0 KaK KYJIbTypPHBIN
KOHCTPYKT, BBITEKAIOIIMII M3 MEHTAIbBHBIX OOMHHAHT 3IIOXWU.
[IpencraBmeHue o wMactypbanuu Kak OojiesHH (OPMHUPOBATIOCH B
YCIOBHUAX «MeOUKaJIU3aluu» obImecTBa, Ha urto ykasanx M. Pyxo,
BUAEBIINI B MeOUIMHE ONHY M3 COBPEMEHHBIX IUCLUIIIMHAPHBIX
texHosoruii. K korHmy XX Beka B HcTOpUOrpadUU CeKCyaJIbHOCTHU
CIIOKMJIOCH [IBa IIOOXOJA: JCCEHIHMANNCTCKUIT (OMOJIOTHYEeCKUIT) U
KOHCTPYKTHUBUCTCKUM, XOTs TPAaHUIbI MEXAY HMMM II0O4YaC Pa3sMBITHI.
Kakx ormermma K. Kpaydopm, «cpemum HCTOpHMKOB TIJIaBHBIE mebaThbl
IIPOXOIAT MEXAY TeMHU, KTO IIpeariodes cpoKycHpoBaThCs Ha AUCKYypCe,
U TEMU, KTO IPUAEPKUBAETCA SMIIMPUYECKUX IIOAXOOOB» (2006, p- 413).
ICCEHIIUAIIM3M PacCMaTPHUBAET CEKCYAIIbHOCTh KaK ABJIE€HNE IIPUPOSHOE,
a CeKCyaJIpbHYI0 KyJIbTYypy Kak Ha0Op HCTOPHUYECKH CIIOKHUBIINXCS
IIPpaKTHUK, IPETEepPIIEBIINX 3SBOJIOIMIO B  XOAe MOIEpPHU3AIUU,
U3MEHEHUs COLMAIBHBIX YCIOBUI, PEIUTHMO3HBIX, HAIIMOHAIBHBIX U
nHBIX (akTtopoB. [lom BIMIHMEM «HOBOM COIMAIBPHON WCTOPUU»
CEKCyaJIbHOCTb YaCTO M3Yy4YaroT II0 TpPyIIlaM: apUCTOKpaTUsd, CpegHUN
KJIaCcC, IIPOCTUTYTKHM, MEHBIIMHCTBA M T.J. KoHCTpyKTHBU3M,
OCHOBaHHBIII Ha upaesax PykKo, pacCMaTpHUBaeT CEKCYalIbHYI0 KYJIbTYpYy
KaK HaboOp «BBIQyMaHHBIX» IIPABUJI, HOPOKIEHHBIX T'OCIIOACTBYIOIIUM
auckypcoMm (Coxoios, 2019, ctp. 355-356).

OCHOBHAAYACTD

ToyHO HeM3BeCTHO, KOrJa MMEHHO, CKOpee Bcero, Mexay 1708 u
1712 rogamu B JIoHOOHe BBIIILIA 6p01mopa MOpaIbHO-MeQUIINHCKOTO
XapaKTepa, BbI3BaBIIas Ype3BBIUAHBIN WHTepec myomuku. Ha
HPOTHKEHUN IIOCIEAYIOIINUX NECATUIIETUN OHAa IleperusgaBajach MHOTO
pa3, ¢ OOIMPHBIMHU [OMOJHEHUIMHU. B cdepe KOMMYHHUKAIIUU
AHOHUMHBIN aBTOP 00OTHAJ CBOE BpeMsi, CO3/IaB UTO-TO BPOJie TPYIIIIHI B
KOHTaKTe, AOpOM KOTOpoM, 3a HenMmeHueMm MHTepHeTa, CiIyKuiIa
KHIDKHAas JaBKa, yepe3 KOTOPYIO IIJIa IMepeIrucka. ITOT aBTOP He TOJIBKO
OpraHMsoBajJl TpPYIIy «II0 MHTepecaM», HO OKasaJcd BecbMa
n3obperarejieH B MapKeTUHTe U HMPOABIDKEHUU pekiIaMbl. Kak B Hammm
IIOYTOBBIE SIIUKU OITYCKAIOT OeCUuuCIeHHBbIe Ta3eThl, B KOTOPBIX
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peanbHble MU MU(UUECKHEe CTPAaJaIbIlbl PACCKA3hIBAIOT O IieJeOHOM
BO3MEMCTBUM, OKa3saHHOM Ha HHUX TeM WIM HWHBIM JIedeOHbIM
CpPeACTBOM, Tak ke mocTynuia a"Hriaurickuil asrop B XVIII Beke. JlaBka
KHUTOTOPTOBIIA CTajla CBOEro poja aIlTeKol, B KOTOPOI MOKyIIalu
3aKa3aHHbIE JIEKAPCTBA, MasW, IIIIOIU WIN TabJaeTKu. TaM ke aBTOp
OCTaBJISJI B NHCbMEHHOM BHAe PpeKOMeHJalluW U MeIUIINHCKUE
npeanucanusa. HoBble wW3maHMA OH  [AOIIOJHAJN OTPBIBKAMH U3
IIepenuCKU C HalueHTaMU, COXPaHIsA CBOI0 U UX aHOHMMHOCTbD.

Ha uto >kanoBaiich, HajaesCh Ha IIOMOIIb, ero yurarean? [JaBHO
3aMeYeHO, YTO OOJIbHbIe mOAYac BecbMa OOpasHbBI B OMNHUCAHUU
cOOCTBeHHBIX cTpamaHuii. CHUMIITOMBI TaWMHCTBEHHOU O0Je3HU ObLIU
pa3sHOOOpa3HbBL: UCTOIEHNE OPraHu3Ma, IIpeBpalllaBliiee 32 CUUTAHHBIE
MecAIlbl 3IOPOBBIX M KPEIKUX MOJIOABIX JIOAeN B H3MOMXKIEHHBIX
c1abaKoB, OTCYTCTBHE aIlIIeTUTA, 0JIeJHOCTh, TOPeUb U CyXOCTh BO PTy II0
yTpam, TIoTepsi Beca, HaCMOPK, CUJIbHbIe 00U B TPYIH, B CIIMHE, B aXYy,
TOJIOBHBbIE 60T, OecIiBeTHAsI MOYa C OeJbIMU B3BECSIMU, UTIOXOHIPUS U
MenaHxonud. IlarmueHTHI JKajoBaJMCh Ha  3aIlOphl, OTMeYayd
HEIIPOM3BOJIbHOE CEMAMU3BEP)KEHHE BO CHE, IIOCJIe Yero CJIeoBaId
CUIIbHeUIIre OOJU B CITMHE, YaCThIe ITO3BIBBI K MOUEHUCITYCKAaHHU0. Y 22-
XJIETHETO MOJIONOTO UeloBeKa 0OJb B CIIMHe ObLIa TAaKOM CHJIBHOM, UTO
OH He CMOT HajeTh HOCKU. OMH KOPPECIIOHIEHT YKAIOBAJICS Ha TO, YTO
13-3a TOJIOBOKPY)X€HUN YyTpPaTHJI IIOHMMAHHE TOI'0, YTO T'OBOPUJIOCH B
€ro IPHUCYTCTBUH, IIaMATH IIOABOJUT €ro HACTOJIbKO, 4YTO OH He
crroco0eH IPUIIOMHHUTH CIyJHBILIeecs ¢ HUM ABa-TpU OHs Hasand. Tocka
U IIeYajb CTOJb BEJIMKA, 4TO OH He MOXeT M30aBUTHCSA OT B34OXOB U
permaHuii. Teso ocirabio HACTOJIBKO, YTO OH He B CHJIAX ITOTHATHCS IIO
JecTHHUIle, NOO KOJEHU IIOJKAIIIMBAIOTCA YK€ uepe3 Mapy CTyIIeHeK.
[lepuoguueckue 60IU B PyKax, IMTO3BOHOUHHKE, MOSICHUIIE U MaJbIaxX
3aCTaBJIANIM  OIlacaThCs, HET JIM IIOBPEXKIEHHS HEPBHOW CHCTEMBI.
Ipyroil HecyacTHBIN KAJIOBAJICS, YTO BCe BpeMs IIOTeeT, OT Hero yKacHo
IIaXHET, II€EHNWC y HEero H30THYT, a ArOAWULbl KOPUUYHEBOI'O IIBETA.
CnabocTh OTHOTO M3 KOPPECHOHMEHTOB ObLIa TAaKOBa, YTO OH 3aCHYJI
cTosl. YKacHasi 60JIe3Hb aTaKOBaJla HE TOJBKO MY)KUUH, COCTABIISBIIINX
ITOAABJIAIOIIYIO YaCTh KOPPECIIOHAEHTOB, HO U >KEHINWH. Te >KeHIIUHBI,
KOTOpBIE BCe K& OOpallfaJuCh K HaIlleMy aBTOPY, IPU3HABAIUCH, UTO
IIPpEOJOJIeNI CThI, TOJBKO COXpaHfAd HHKOTHUTO. OnHa >KeHINHA,
HaXOAWBIIIAsICS BO BTOPOM Opake UM POAHUBILAS TpeX [eTell, OBOe U3
KOTOPBIX YMEpJH, IIPH IIOCPEeJHUUECTBE aKyLIepKU pellnjiIach Ha
OCMOTp BpPauyOM-MY>KUMHOU (IIPU 3TOM 3aKPbIB JUI[0 MACKOIT), HO €ro
peKOMEeHJallMM, B TOM 4YHCJIe JIedeHHe Ha BOJaX, HE BO3BIMENHU
MTOJIOKUTENbHOTO0 3¢ dekta. OHA jKaTOBAIACH HA OIYIIIEeHUE MAaTKU, 00U
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B CIIMHE U I1aXy, HEBO3MO)XHOCTb BCTYIIaTh B IIOJIOBYIO CBfI3b C MYKEM,
KOTOPOTO OHA «JIIOOUT, KaK cOOCTBeHHYI0 XKn3Hb» (Onania, 1756, p. 113,
115116, 119, 121122, 147, 153154 u np.). BomesHp He mmaguira HU
MOJIOOBIX, HU TeX, KTO B BO3pacTe, M, KaK ObLIM YOeKIeHbI CaMH
HeCUacTHBbIe, B KOHIIEe KOHIIOB, CBOAMJIa B MOruiy. CIIMCOK CHUMIITOMOB
KOBAapHOTO 3abo0JieBaHUs, TO JIM H300peTEeHHBIX, TO JU BBI3BAHHBIX
pasHOOOpa3HBIMU HeAyTaMU, MOKHO IIPOIOJDKUTH, HO HU aBTOp, HU €To
3a0YHble ITAIIHEHTHl He COMHEBAJINCh, YTO €IMHCTBEHHAs HACTOAIIas
IIpUYMHA UX Oed — MacTypOarys, IIOpoK, B KOTOPOM OHHU IIPH3HABAINCH
HEeBUAUMOMY AYXOBHHUKY. IloTHoe HasBaHue maMdeTa 3Byd4aJIo TakK:
«OHaHus, WU OTBPATUTEJIBHBIN Tpex camoockBepHeHUs (self-pollution),
M BCe ero yyKacamollue HOCIeAcTBUsA (I o6OMX IIOJIOB), a TaKXKe
OyXOBHbIe W (U3UUECKHEe COBEThI TeM, KTO Y’Ke HCKaJledeH 35TOM
OMEp3UTEIbHON IIPAKTUKOM».

B wucropum oTHoIeHHe K MacTypbauuu OBLIO pasIUYHBIM, OT
ocykmeHuss (6or mokapam O6ubmerickoro OnaHa, IIpaBma, He 3a
MacTypOallui, a 3a IIPepPBAHHBIN ITOJOBOI aKT C CECTPOM ITOKOMHOTO
OpaTa) IO IIOTHOM TePIIMMOCTH. AHTUYHOCTh IIPUHUMAaIa OHAHU3M Kak
JacTh CEKCyaJbHOCTH, B CpeJHHE BeKa ero pacleHMBaJINu He KaK CaMblIH
TSDKKUH TpeX. B aHTHMYHOI OPeBHOCTH OTHOIIIEHHE K OHAaHU3MY OBLIO
niy 0e3pasiMYHBIM, MM TEepIHMBIM, C U3PAXHOHN moser romopa. Ha
IpeyecKUX Basax HepeaKHU M300paKeHUs CAaTUPOB, KO3JOHOTHUX CYIIIECTB
C OTPOMHBIMH IIOJIOBBIMU OpraHaMH, B IIpoliecce COOTBETCTBYIOIIUX
DeMCTBUIL. B XpHUCTHMAHCKOM MOpasii OHAaHU3M OBUI OTHECEH K YHCIY
IrpexoB «BTOporo mopsaka». B XVI Beke uMTanbgHCKHI aHAaTOM M Bpad
labpuens Panmonuil peKOMEHIOBAJI POTUTEIIM PEryJspHO pPacTHUpATh
MaJIbYMKaM IIeHHC, BBI3BIBAs JSPEKIUI0, YTO OymeT CI0COOCTBOBATH
YBEJINUEHUIO €ro pasMepa K YHAOBOJIBCTBHIO OymyIeil >keHbL Bo
dpannyy TpUABOPHBINA TOKTOP, KCTAaTH, KPUTHUYECKN OTHOCHBIITHUCS K
HpaBaM JBOpa, 0e3 BCAKOTO CMYIIeHUs OIIKCBIBAJ, KaK HIHbKA
0e33acTeHUMBO Hrpaja ¢ meHHcoM Oymyirero kopouss Jromosuka XIII
(Laqueur, 2004, p.57).

B ennsaBeTHHCKME BpeMeHa B AHIVIMM OTHOIIIEHHUE K MacTypbanuu
OBLIIO TOJIEPAHTHBIM, €CJIH Peub IIIa O IOHOIIIAX, TOJIBKO BCTYIIABIIVX B
II0py IIOJIOBOTO B3pocieHus. llepexon OT HeIPOM3BOJIBHBIX ITOJUTIOIIUH
K OHAaHU3MY BBI3BIBAJ JOJI0 OECIIOKOMCTBA KaK IIPAaKTHKa, KOTOpas Besla
K Gecriosie3Ho¥t motepe ceMeHHu. C OTHOI CTOPOHBI, aHTUUHAS KYJIbTYpa,
cepaleBrHa BospoxpeHus, mpujaBajga 3ToMy (JeHOMEHY HeKYyIo
JETUTUMHOCTb. B Mudomorun npeBHux rpekos Ilan, 6or mpupomsl,
IIOKPOBUTEIb CEKCyaJIbHBIX yTeX, IIPUTOM He TOJIBKO OPTUaCTUYECKUX,
HO U «Hu300perareilb» ayTodpoTH3Ma — «(PaKT», IIOIKpeIJIEHHbIN
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aBroputeroM OsBunusa u Karyima. Benukue ¢umocodprr u Bpauu
OPEeBHOCTU ApPHUCTOTeNb U lajleH IpuaepKUBAIUCh IOJIO0KUTEIHBHOIO
B3IJIA[a HAa OHAHM3M, CUMTAas, YTO OH IoJe3eH I (U3UUEeCKOI'o U
OyLIeBHOTO 3M0pOBbs. ITH WUIEeH, 3aHOBO OTKpBITBIE B 3MOXY
Peneccanca, mogxBatui, B dactHocTtH, Pammonuii. OgHako B AHIINHU
ObLTIO HEMAaJIO TeX, KTO MPUIEePKUBAICI APYTUX B3IAO0B. OMHUM U3
HuX ObL1 okcopackui moH Tomac KoraH, pykommch KOTOpPOTo B
15841636 romax wm3paBasach ceMb pa3. [Ind Hero, Kak W g
OOJIBIIIMHCTBA KPHUTHKOB B €ro BpeMs, OHAaHH3M - 3TO IarybHoe
OTBJIEYeHHE BHHMAaHUs OT IIPOINOJDKEHHU poAa. ITa Uaes IIPOHU3bIBAET
IepBble IIeCTHAAATh COHETOB YuiubsaMa [llekcnupa, KoTopble MHOTOA
Ha3bIBAJIIM «BOCIIPOM3BOACTBEHHBIMU»:

«A mul, 6 coto 6mobeH LU Kpacomy, / Bece myuwiue el omdasas coku,
/ Obunve npespawaewv 6 Huwemy, - / Ceoti 3metiwuti 6pae,
6e30ywHbLll u recmokuti» (1968, ctp. 693).

Yepes 3Tu COHETHI peppeHOM IIPOXOAUT MBICIb O POKIEHNUHN ChIHA:
«IlycTp Kpacora jkuBeT He TOJIBKO HbIHe / Ho moBTOpUT cebs B M0OMMOM
cere» (Iekcmup, 1968, ctp. 698). Msrko mopuitas oHaHu3sM, llexcrup
KakK OBl YXOQUT OT BOIPOCA: & UTO, KAKJAAs IMOPLUs IPOJTUTOTO CEMEHU
npuBesa Obl K 3auaruo? (Haynes, 1997, p. 79). Iloxonenue
coBpeMeHHUKOB Illekcmmpa o6iamano AOCTYyHmOM K COUMHEHUSIM,
KOTOpBIE 1o CTaHaapTaM TOTO BpeMEHU CUUTAJINCH
nopHorpaguUecKuMH, Te ke «Metamopdosbi» OBUNS, TeM, KTO JTIOOWT
rooctpee, 6pu1a moctynHa «/Kusup PoGepra, repriora Hopmanpckoro»,
BpIIIeAnIasd B 1591 romy. B HeM moppacTraBminii HM3BEPr yCTpamBall
CMOTPHUHBI MOHAXWHb, BBIOMPAJ >KEPTBY, HACUJIOBAJI U OTpe3al eu
rpynu. Ilepesomer m3 OBuaud, HaIpuUMep, OIMCAaHHE IIpeJIeCTeN
Kopunnsl, «maBano crygeHtaMm VHH Kopra Bo3MOXHOCTH OTBJIEUbCS OT
CKYUHBIX 3aKOHOBEJUECKMX TeKCTOB. YuTasd U IepeuyuThIBasg, OHU
OyauIu CBOE 3POTHUUECKOe BOOOpakeHUe, MPEeACTaBIsLIM OOHAaKEHHYIO
JKEHIIHY, KOTOPYI0, BO3MOKHO, HHUKOT[Aa He BHAEIU B KXU3HU, U,
CKopee Bcero, mpuberanu K Mactypbaruu» (Haynes, 1997, p. 84).

Ho XVIII Beka «B IyIa3ax LIepKBU U 0OIIecTBa MacTypOaius ObLia
HAaUMEHBIIUM U3 30J. IJTO OBLI eOUWHCTBEHHBIHM TIpeX «IIPOTUB
TIPUPOIBI», KOTOPBIYM HE YUCITUIICS B CIUCKE «OCOOBIX CIydaeB» TSHKKUX
I'PEXOB, Pa3pelIuTb OT KOTOPBIX MOT TOJBKO €IIMCKOI. JTO O3HauyaerT,
YTO B Tpexe MacTypOalluM HCHOBEJOBAIUCH OUEeHb YacTO, OH ObLI
TPUBUAIBHBIM, U JIIOOOM CBSAIIEHHUK MOT OTIYCTUTh 3TOT TIpPex
IIPUXO0KAaHUHY, He 0ecIoKos cBoe HauarbcTBO. Kak ormeuan JI. Ctoys, B
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KaTOJIMUEeCKUX PYKOBOICTBAX IO OTIYIIEHUIO TPEXOB MacTypbOamus He
cumTagach Oojiee TXKEIbIM TPEXOM, UeM TIIeciaBHe. B MeguIMHCKUX
KHUTaX 3Ta TeMa IMPAaKTUYEeCKU OTCYTCTBOBaJIa, HO B MEIMIIMHCKOMW
TEOPUU TOCIOACTBOBAJIa KOHIENIMs, IIpeAliojiaraBIlasg  IIOJIb3Yy
n30aBJIeHNs] OT M3JUIIKA JKUIKOCTEH: KPOBU IIyTeM KPOBOIyCKaHWUH,
ceMeHH T1ocpenctBoM agkyssanuu. B XVII Beke pokropa mopyac
peKOMeHIOBaTN MacTypOaIliio BAOBIIAM U XOJIOCTSIKAM. YIIOMHHAHUS O
IOHOIIIECKOH MacTypOaIiuy BCTPEUaIUCh KpaliHe PeIKO M CBOAVIINCH, B
OCHOBHOM, K TOMy, UTO 3TH [AeWCTBUA TOPOKAAIOT TI'pelIHbIe
IIOXOTJINBBIE MBICJIH. [{a’ke B CaMBbIX CTPOTUX KaJbBHHUCTCKUX CEMBbSIX
IOeTH, BOCIUTBIBABIIMECS B CTpaxe aJCKUX Kap, He ObLIHM «OOJblile
006eCcTIOKOeHbI ITPOOIIeMOI ITPEOOIeHNS PAHHUX IT03bIBOB ITPHU IIOMOIIU
PYKOOIyOusi, 4eM HUX CBEPCTHUKH B JIOOYI0 OPYyryio amoxy» (1990, p.
319320).

Jlutepatypa Opasach 3a 3TOT CIOKET C Tpe3BBIM IOMOpOM. B
«BontoBHe pokeHuIBI» (1622) MaTh HaBellaeT HOUb, KOTOPAss TOJIHKO
YTO POAMIIA CeAbMOI0 pebeHKa, U B OTUASHHUHU BOCKiHIaeT: «Eciu ObI g
MOTJIa ITPeACTaBUTh, YTO MOSI JOUb OKAKETCS CTOJIb IIPOBOPHOM, 51 OBI
paspelInia el yecaTh IIepefoK A0 ABafLlaTH YeThIPEX JIET, HE BbIAaBas
damyx» (Kopben, 2012, ctp. 151). B aHIIMiickoM COUMHEHHH Hadasa
XVII Beka TepMHUH «MacCTypIlalusa» UMeJ PeIUTMO3HO-IIOIUTUYECKUNA
IIOATEKCT B CMBICJIE KDUTUKN PUMCKOM LIEpKBHU. Bcero 3a moJICOTHH JIeT
no wuspgaHua «OsHanum» anrauyickuy pavepuct Camioan Ilemuc
OTKPOBEHHO PpacCKasblBajJl, KaK COBEPUIIMJ 3TO JEWMCTBUE IIPIMO B
LIEPKBH, 3aIVIAAEBIINCh Ha XOPOLIEHBKUX IIPUXO0XKAHOK, M 3aBEPIINII
cBoe coob1reHue pasoit: «bor mpocTuT».

Kax nucanm amepukanckuii ucropuk T. Jlakép, 6e3pIMAHHBIN aBTOP
Tpakratra 00 OHaHU3Me CcHeJal  MeOUIMHCKOe  «OTKPBITHE»:
«[IpumeuarenbHO, UTO GeCCTHIAHAS MOIBITKA N300peCTH HOBYIO O0JIE3Hb
U TIpeJIOKHUTH JIedeHHe 3a BBICOKYI0 ILIAaTy, Jerja B OCHOBY
MEAUIMHCKONM TpaguLUM, YTBEpOUBIIENCI B MEAUIWHE 3IO0XHU
[IpocBemenns, ¥ CHOCOOCTBOBAJa CKJIAObIBAHWIO COBPEMEHHOU
cekcyasbHOCTU» (2004, p. 16). B HaIlM AHU OTHOLIEHWE K MacTypOaruu
pasiuyaeTcsa: OAHM TEepIMMBI K HeH, [OpyTHe OCYXHAlT ee,
OOJIBIIMHCTBO  IPEeAIIOYNTAeT He  BBICKA3bIBAThCA, HO  TPYAHO
IIpeJICTaBUTh, OYATO KTO-TO CEPbEe3HO CUMUTAET, YTO OHAHW3M BeIeT K
CaMbIM TyOUTEJIbHBIM IIOCIENCTBUAM IJI 3OOPOBbs, HEU30EKHO U
OBICTPO TPUBOAUT K Aerpajalliy MOPAJIU, Pa3pyLIEHUI0 OpraHW3Ma U
HEMHHYeMOM cMeptu. B 1946 romy oauH mIcCUXHATp IIPOHUIATEIBHO
npenpek: «MacTypbariusi — 3T0 ITepBOHAYAIbHAs CEKCYaTbHAs IIPAKTUKa
y uemoBeka. B XIX Beke oHa Obuta 0OoJsie3HbIO, B XX CTaHOBHUTCS
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negeHneM» (Margolis, 2004, p. 327). I[Ipumep macTypbaniuu IIOKa3bIBaeT:
CEeKCYaJIbHOE IIOBeJleHUe SIBIIAeTCS He TOJIbKO OMOJOTHYECKUM, HO
COLIMATBbHBIM U KYJBTYPHBIM (PEHOMEHOM, CJIeOBaTeIbHO, IIPpeAMETOM
U3y4eHUs OJI1 UCTOPUKOB.

ABTOop «OHaHHMHU» [OOCTOBEPHO HE WH3BECTEH, HO €€ WU3JaHUs
pPacIpoOCTPaHATNCh B JECSATKAX THICIY 9K3eMIUIIPOB B AHriInu (depes
ceTb KodeeH) u Epporre. Jlakép He mckiaoyan, uro aBTOpoM «OHAHUU»
MoT ObITh HeKTO [[)KoH MapreH, jleKapb U MOIIIEHHUK, BBIITYCTUBIINN U
apyrue paboTel B JKaHpe «MATKOTO MEIUIIMHCKOTO IIOPHOY,
OOBMHSABIIUICI paHee B HENPUCTOMHOCTH. C «JIeTKOM PyKH» 3TOTO
IMACAaKU B AHTJIMMCKUM A3BIK BOIIJIO B COBPEMEHHOM 3HAUE€HUU CIOBO
«MacTypOHpOBaTh», UCIIOIb30BAHHOE MM B TPaKTaTe O BEHEPHUYECKUX
bomnesusax. Bo Ppannum namdoer mpuobpesn HOIYIIPHOCTb, O HeM
OoJIOKUTENIbHO oTo3Baica JK.-K. Pycco, ubm B3rmaael mo 3ToMy
BOIIPOCY, WH3JIOKEHHbIe B «IMMJE, HJIM O BOCIUTAaHUHU», MaJo
OTIINYATHCH OT B3IUIAOB aHOHMMA, XOTd He OBUIM TaK SKCTpaBaraHTHBI
o ¢opme. MenunyHa Bcerga ObLIa 4eM-TO BpOJe «THOA II0 MOPAIH»,
«3TUKOM II0 MIJIOTHU», HO 3Ta ee poub ykpenuinachk B XVIII Beke, co3nas
IIPEAIIOCbUIKA  OJId  ABJI€HUdA, Koropoe Mumenr @Pyko HassBal
«MeUKaTu3aluei» COBpEeMEHHOTO O0IecTBa, a CcaMy MeOUIUHY
OOHOM W3 «AUCHUIIIMHApPHBIX TEXHOJIOTHN». B 3ToM oTHOLIeHHUH
MeIHIIMHA IIIa 00 PYKy € IIearOTHMKOM M MOPaIBHOH (HIOCOPUe.
HemapoM aBTOp «OHaHUU» yHpeKaJl OTUPEKTOPOB IIIKOJI 32 TO, UYTO OHHU
He CIeOAT IIPUCTAIBHO 32 CBOMMHM YYEHHKAMM, XOTA MJIaJIIue IIOYTH
BCeTJa Y3HAIOT 00 3TOM IIOPOYHOI IpakTHKe OT crapinux. OH yIpekas
OUPEKTPUC, 0COOEHHO MHTEPHATCKUX: Te€ «HEBHUMATEIbHO HAOIIONAIOT
3a IOBEI€HNEM CBOMX XOPOIIEHbKIX BOCIIMTAHHMUII, HE BBIBEABIBAIOT UX
CEeKpeThbl; 3TO IIO3BOJIMIJIO OBl IIPeIOTBPATUTh MHOTHE IleYaJbHBIE
IIOCJIEACTBUSA; MEKAY TEM €My M3BECTHO M3 HaEKHOTO MCTOYHHKA, UTO
pPYKoOOIyiHe Temeph TaK K€ pacIIpoCTPaHEHO CPeIU JEeBOUEK, KaK Cpeau
MaspuuKoB» (Onania, 1756, p. IVV). I Ha Hameil maMsTu BOCIIHMTATeIU
IIO-TIpe)KHEMY TpeOOBalH OT HAeTHIIEeK He JepKaTh PYKU IIOf OAEsIOM
WJIU TIOJIOKUTH «PYUKH IIOJ IIIeUKH ».

«IIpousBonpHOMI IIOJUTIOLTHI eI » aBTOP Ha3bIBaJI
«IIPOTUBOECTECTBEHHYIO IIPAKTUKY, IIOCPEICTBOM KOTOPOU JIMIIA 000UX
IIOJIOB COBEpIIAIOT HAJpyTaTeJlbCcTBa HAl CBOMMH TeslaMu 0e3 ITOMOIIU
OPYTHX JOIeH, mpuberas K IpsI3HbIM o0pa3aM, CTPeMATCSI HMUTHPOBATh
M TIoJIydaTh Te OILyllleHusd, KoTopele bor ycraHoBuI 14
B3aUMOMJENCTBUS MEXKAY IOJIaMU IJIs HpOogoJDKeHus pomax. (Onania,
1756, p.1). OH yTBep)XJas, UTO C TOUKHU 3PEHHS PEIMTHO3HOM MOpaau
MacTypbamust «TakOM >XKe€ OMEP3UTENbHBIM TIpeX, KaK COBOKYILICHIE
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MY>KYUHBI C MY>KUMHOM, WIN C KUBOTHBIMHU, MO0 MMeeT OJUHAKOBBIE
IIOCJIeACTBUS I OOIecTBa U YeJIOBeuecKoro popma». Mactypbarius
XyKe TperobofessHUus U JaKe CYIPYXeCKOM W3MeHBI. ITO TOXe
OMep3UTeNbHbIE TPeXH, HO UX MOXHO OOBICHUTH UYeI0BeUeCKOU
c1aboCThI0O MJIM 30BOM HPUPOIBI, TOTAAa KaK OHAHW3M ITPOTHBEH
Ipupoje, nOO M3BpAlIlaeT, YHUUTOKAET €€ U CaM POJ JIOICKOI, Oyayun
ONIMHAKOBO Pa3pyLIUTENbHBIM IS MYXYMH U JKEHIIUH, IJId
TPOKIAHCKOTO OOIIecTBa, B I(eJoM, M Kaxgoro wHausupaa (Onania.
P.7). Kax BUOuM, KOHIENIUsS «TPaKTAHCKOTO OOIIecTBa», CO3gaHHAs
MIPOCBETUTENSIMHY, HAIILJIA B COUMHEHUN CIelUUUIecKoe IpUMeHEHUE.

B yeM mpUYMHBI TAKOTO T'peXorafgeHus? ABTOp YIIOMHHAJ TypPHBIE
KHUTH, IUIOXUX TOBapUILel, JTI0O0BHbIE WCTOPUU, CIAOCTPACTHBIE
pPas3roBOphI, BO30OYKOAOIIME TTOXOTh U JKeJlaHUe, HO He pacCMaTpUBAI
9T (aKTOphI MOAPOOHO, 3asIBUB, UTO O HHUX [OCTATOUHO HAITHCAHO B
OyxoBHOU jureparype. Ciaenyiolue TpU MPUUYUHBI OH CUeT HYXHBIM
oxapaKTepu30BaThb meTaibHee. IlepBas - 9TO He3HaHue. B rpex
BOBJIEUEHbI MHOTHE MOJIO/IbIe JIOAU 000UX II0JIOB, YMHbIE, IIOCTYIITHBIE
M TIpUJIeKHbIe, U MHOTHE B3pPOCIble, U MYXUYUHBI U IKEHIIUHBI,
ocy)Xmaroruecsi ce0si ¢ TOUKU 3pEHUsT PeIUTHUU U MOPAIH, HU Te, HU
ApyTHe He M[OTAagbIBAIOTCA O TOCIEOYIOIIUX TeJIeCHbIX Heayrax |
HeMoI[u. BTopas mnpuumHa 3aKIOUaeTcss B CeKpPeTHOCTH. [lpyrue
IIPOSIBJIEHUS] TPEXOBHOCTH TeJla NUMEIOT CBUIETeJell, B 3TOM Clydae BCe
MOYXET IIPOUCXOIUTh B OMHOUYecTBe. HeKOoTOphIe I0HOIIN, TIOPOYHbIE TO
JU OT HPUPOIBI, TO JU BCIEACTBHE CBOOOTHOTO BOCIHUTAHUS, CMOTPAT
Ha JKEHII[UH, HO PEIalTCs TOJIHKO Ha 3TO OMEP3UTEIbHOE HeIiCTBUE.
BO3MOXHOCTh COXpaHUTH Tpex B TallHe — WCKyIIeHHe I MHOTHX.
Tperbss mpuumHA B TOM, UTO 3aKOHBI KapalwT 3a HIperbomesHue U
OpyTHe TPSA3HBIE TPEXU, MaXKe BBICIIIEN MEPO, a CTpax 3apaskeHUs WU
OepeMEeHHOCTH 3aCTaBJIsIeT KOHTPOIUPOBATh ce6s1. BirymiiuBbie BOOBBI 110
MaTepUAIbHBIM WU WHBIM MPUYMHAM HU30€raloT IMOBTOPHBIX OpAKOB,
HO CUMTAIOT: HET OCHOBAHHUH 00ATbCI MacTypOaruu. ABTOp, BOIIPEKHU
MOJIBE, HE CUUTAJ JKEHII[UH CTBHIJIMBEE MY)KUUH — PA3HUIA 3aBUCUT OT
o6pruaeB 1 obpasoBanus (Onania, 8-10).

YroObl MpeomoeTh MOPOK, HYKHBI [yXOBHbIE U TeJIECHbBIE
smekapcTBa. OTHAKO PelenThl MTOAENCTBYIOT TOIbKO ITPU YCIOBUU

«UCKpPEHHez0 U NONTH020, NPOHUKWEZ0 6 cepoye, COXaTeHUs,
HANOJTHEHH020 ~ Neuanbvlo,  YepPbl3eHUAMU  CO6eCMU,  UYYECMEOM
omeépawjeHuss U cmpaxax»; «pewHuUK He OoJiceH uckamb O6osee
y0060TbcMBUSL UTTU YOOBIIeMBOPEHUS 6 MOM, UeMy paHbuie Padosacs,
a cmpemumbvcs U36a6uMvCi OM  3MOU NPUBLIUKU, HAXOOUMD
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ymeuwieHue 6 neuanu u crnezax. Kmo-mo usbaensemcs om 00H020 U3
epewHblx Y0060TbcmeUuti, Ho maHemcs K opyzomy. Ecnu coxpansemces
msea K MUPCKUM YOOB0TbCMEUAM U PA3EIIEUeHUIM, MO 6epHbLil
npusHaK, umo maxoiu uenogex He packaancs uckpenre» (Onania, p. 40).

UyBCcTBO pacKasgHUSA [OJLKHO COXPAHATBCA OO KOHIIA >KHU3HU.
ITokagHue moapasyMeBaeT HCIIpaBJeHHE, a UYBCTBO BHHBI IIOMEIIIAeT
HOBoMYy TrpexomageHuo. Korma Cmacurenps mpoillaeT >KEHIIHUHY 3a
CYHPY’KeCKYI0 U3MeHy, OH ToBopuUT: «Vnu u 6oibirie He rperru». Jiroboe
IIOBTOpEHNeE Irpexa 0O3HauaeT yBeJIMUYeHUe BUHbBI U HaKa3aHus. /Keilanue
YIOOBOJBCTBUM, TEPIIUMOCTb K «IO30PHBIM CTPACTAM» O3HAYaeT, UTO
JMI000Bb K T'pexXy He M3)KWUTa, 3HAYUT, BHI3JIOPOBIEHUS HE IIPOU3OIILIO.
®puBosIbHBIE pa3BieUeHUs, YTeHUEe HU3KOTMPOOHBIX IHcaTesel, 3a60Ta
00 ofie’kzie M O Teje, IPyrye CyeTHBbIE YAOBOJBCTBUS CBUIAETEIbCTBYIOT:
TpEeIIHUK YTEeLINJICA, a He pacKasuicsi. ABTOP PEKOMEHIOBAJI MeTO.
HUTAJIBIHCKOTO ITHcaTend-caTupuKka kKoHIla XVI Beka Tpasno boxkanuuu
o1l n36aBieHus oT cobJasHa aJIoIbTepa, HO BIIOJHE ITPUTOIHBIN IS
oHaHuCTOB. [locTaToyHO TOKa3aTh UM KapTUHY, Ha KOTOpOM
n3o0pa)keHa camas COBepIIIeHHas KpacaBHIla, PyMsHas U JAOPOTHAs, U
OHa ’Ke, BCJIEICTBHE OTBPATUTEJIbHBIX IIOPOKOB, C THIJIBIMHU 3ybaMu,
3aTyMaHeHHBIMU TJIa3aMU, 6e3 HOCa, BHI3BIBAOIIAsI OMEP3EHUE.

PexoMmeHnmyeMble  maleHTaM yMepeHHble CpeJCcTBa, THUIIA
XOJIOMHBIX BaHH, 0ECIIONIe3HBbI, IIOTOMY YTO JieuaT CHMIITOMBI, a He
npuuyuHy. MoKHO IpuAepKUBaTbCid pas3fgelbHOM OUeThl, OJHAKO Y
HEKOTOPBIX, KTO IIOCTUTCS, HPaB He CMATUYAETCs, 2 HAIIPOTUB, CTAHOBUTCS
6onee peskuM. CiemyeT OTKa3aTbCSI OT COJIEHOTO Msica, HoTpebieHue
KOTOPOTO CIIOCOOCTBYeT TOMY, YTO MYKUHMHBI MOTYT BeCTH ceO0s
HermpucTtorHo. Hamo oTkasaTbcsi OT HOPOAYKTOB, TaKUX, KaK TOpPOX,
KOTOpble pa3ayBaloT KHUIIIEUHUK M BbI3BIBAIOT BeTphbl. Emre Iludarop
3ampemiayl CBOMM YUeHHKaM MHUTAThCs TOPOXOM, W HaM@IEeTUCT He
COMHEeBAJICA, YTO MacTypOarus OblTa OJHOM U3 IPUYUH 3TOTO
3ampelnieHus. Bce Bpauu corjlacHBI, UTO cJegyeT BO3Heps;KaTbCd OT
ymoTpebaeHusT Macja, BBI3BIBAIOIIErO ABIDKEHHE >KUIKOCTEH B Telle.
[ToaTomMy yXUH HOJDKEH COCTOSTh M3 CYXUX IIPOAYKTOB WJIM Kalllu.
Crnemyert cobmogath 0cOOYI0 YMEePEHHOCTh B CE30H ITOJTHOJIYHHUS, TaK KaK
B 9TO BpeMsd LHUPKYJIANUSA JHKUAKOCTEN OpraHM3Ma YCKOpseTcs.
[IpuMmeHsieMble JIeKapCTBa He MOJDKHBI OBITH CHJIBHOMAEIVCTBYIOIIIUMH,
yTOOBI HE YBEIIMUUBAIOCH KOJTUYECTBO BJIaTH B opraHusMe. [IocKoibKy
KpOBaTh — APYT MacTypOalluu, ee MOKHO HMCITOIb30BaTh TOJIBKO IS CHA,
HU B KOeM CcJydae MJIsI TOTO, YTOOBI ITPOCTO ITOJIEKATh, CIIATh HAJO
TOJIBKO Ha OOKy, HO He CIIMHe, TaK KaK B 3TOM CJydae HarpeBaloTCs
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IIOYKU M HAUYMHAIOTCA ITO3BIBBI K CIQAOCTpacTUIO. Eciiu 3T coBeThl He
CIIAcaloT OT IOJUIIOIMH, HAaJl0 IPHUOETHYTh K COBETY I'OJIIAaHJCKOTO Bpayda
XVI Beka Ilerpyca ®opecrepa, peKOMEHIOBABILIETO CKPENUTh HMIHYPKOM
IIIeI0 U IIeHUC. Eciii HOUbIO CIIydHUTCA 3peKLus, HeXUTpasd KOHCTPYKIUsA
IIOMO’KeT ITpocHYThcsA (Onania, p. 54-59).

ABTOop He ompaBmal OBl CBOM BBICOKMI BKJIaJ B 3aIlUTy
HPAaBCTBEHHOCTH ¥  3J0pOBbs, ecau Obl OTPAaHHYMIICI TIPEXOM
CaMOyJOBJIETBOPEHHUs, HEe CHAeJaB peKOMeHOAaUUH OTHOCHUTEIbHO
OTHOLIIeHNH B Opake. Bpak — BepHelillee CpefCcTBO IIpeJOXPaHEHUSI OT
rpexa Onana. Jlyumui Bo3pacT I BCTYILUIEHUS B OpaK M pOXKIEHUA
OeTer 25 JeT AJId MY)KUMHBI M OIBAALAThIM T'OM JIA JKEHIIWHDBI, «eCINU K
3TOMY BpeMeHH 00a COXPAaHWIJIHU JeBCTBEHHOCTD, POXKIEHBI OT 3[0POBBIX
poouTesell, XOpOIIEro TeJIOCHOXEHHUd, HHYeM He HCIIOPYEHDI,
HaxOJATCA B 3[[PaBOM pacCyIKe, UCIIBITBIBAIOT JII0OOBb U IIPUBA3aHHOCTD
apyr K papyry» (Onania, p. 60). Ilo MHeHuI0o aBTOpa, Iesubar,
IIPaKTUKYEeMbIN KaTOJIMYECKON LIEPKOBBIO, €CTh 3JIO.

AMopaspHOCTh OBIBaeT MABYX BHJOB: IIPOTHBHAs IIpUpOJe U
cooTHocuMas ¢ Hell. K mepBoMy BUIy OTHOCUTCS 300UINUSA, COMOMUS U
MY>KEJI0KCTBO. BTOpOM BHJ HOPOKOB, COOTHOCHMBINI C HMCIIOPYEHHOM
IIPUPOAOI, B CBOIO OYepenb, MOEJUTCA Ha [OB€ KaTEerOPHUHU: Ty, 4YTO
IIpeIIecTByeT OpaKy, ¥ Ty, UTO IIPOUCXOOUT B Opake. YciaoBreM qoOpoTo
Opaka sIBJIIETCS XOpoIllee ceMs, OTCYTCTBYE MHTHMHBIX OTHOLIEHHUH IO
Opaka, B3amMHas IIpuBA3aHHOCTb. CilefoBaTelbHO, >KeHHUTHOA pagu
YIOBJIETBOPEHUS IIOXOTH, IIOJIYYeHHsS IIOMECTbsl MM OOOTaIeHus
CO3JIal0T IIPEAIIOCHIIKY IS IIJIOXOTO Opaka, Kak M pasHHIlA B BO3pacTe,
KTo Obl HM OBLI cTaplle, TaK KaK 3TO IPEIATCTBYeT B3aMMHOM
noOposkeIaTeIbHOCTH. Pasmnums B Bepe MOIYT IIOPOAUTH CIIOPHI,
3JI0CTh, a 3TO Tpex. HepaBeHCTBO B IIOJOKEHUHU BEAET K OTUYKIEHUIO,
yeM He3aMeIMTeJIbHO BOCIIONb3yeTcsl AbsABOJ. IImox m ToT 6pak, 4uro
3aKJII0YeH IIPOTHB BOJH OTIA, MO0 pebeHOK — ero COOCTBEHHOCTH, U
TakoM Opak - Xymmuii Bup rpabexa, TpeOYOIIUI KOMIIEHCAIIUH.
Heropen Opak, ecI ogHa M3 CTOPOH K HeMy HEIIPUIOAHA, HAIIpUMep,
€BHYXM MU IpoKakeHHble. COBOKyILJIeHHe, KOrga OHO 3aIlpelleHO
6oroM muIM HPUPOJOM, BedeT K Heuyucrore Opaka. 3a OOXKOpPCTBO U
IIBSHCTBO IIepe]l COBOKYIUIEHMEM OOr MHOT[a HaKas3bIBaeT KPaTKOCTBIO
xusHU. Ilmox Opak, B KOTOpPOM IIPUCYTCTByeT OTKa3 WCIIOJNHATh
CyIIpy>KecKue 00513aHHOCTH U3 HEJII00BU K IapTHepY. B paccyxaeHUIX 0
Opake aHOHHMHBIM aBTOp He IPEMHUHYJ HAIIOMHHUTb O MacTypOamuu:
€CJIM OTKa3 OT CyHNpPY>KeCKMX OTHOIIEHHI BBI3BaH €€ IIOCJIEeACTBUSIMU,
HaJ0 CPOUHO OOPATHUTHCI K UCKYCHOMY XHPYPry HUIN 00pa3soBaHHOMY U
OIBITHOMY HOKTOpy. [lamMy, HammcaBIIyI, YTO IPEPBAHHBIA KOHTYC
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SIBJIIETCSl OOIIIECTBEHHBIM 3JI0M, aBTOpP HOIPABIILI: 3TO He Oojiee ueM
IIPOCTO TpeX, a ee TOYKa 3peHUs IIOMOraeT AeucTaM U JHuOepTHHAM
YTBEP)KAATh, YTO PEJIUTUS — 3TO IIOJIUTHUYECKOe u300peTeHUEe I
COXpaHeHMUsI CYILeCTBYIOIETO TTopsifKa u mpaBuTenbeTBa (Onania, p. 75).

OnpaBmanueM OJIs1 U3MEHBI WIH MacTypOalluu He MOXKET CIY>KUTh
00Je3Hb JKEHbl WU [OJITOE€ OTCYTCTBHE MY’Ka. XOPOIIO W3BECTHO,
CKOJIPKO MY’KUMH CIy)XKaT B apMuu U Ha ¢uore. B atom ciyuae
BO3JepyKaHle BBITEKaeT M3 0OCTOSITEIbCTB, & HE U3 HECUaCThs, KOTOPOe
TOJIBKO M MOYKET ITOJIOKUTDH KOHeEI] CYIIPY>KECKUM OTHOIIEHHUAM. TOIBKO
CMepTh pas3pyLIUT OpayHBIN COI03, ITO3TOMY OOT KeCTOKO BO3JAacCT 3a
nsmeHy. Kakue coBeThlI cieyeT OaTb MOJOOON 3JOPOBOM CYIIPY>KECKOM
Iape, KaKk HOPOSIBUTH TepIIeHHEe, BCTpeuasCh OOHa)KEHHBIMH B OTHOM
TIOCTeNU eKeHOITHO? YyBCcTBeHHBIE YIOBOJBCTBUS B Opake He CleyeT
OTpUIIaTh, KAK HUKTO He OTPHUIIAeT YAOBOJIBCTBHE OT MY3BbIKU. be3 aToro
HAIIUIach OBI THICSYA ITOBOMOB IS CCOP MEKAY CYyIIPyraMu, KOTOpbIe, B
KOHEUHOM CuYeTe, CHEJIAl0T WX OTHOIIE€HWUsS HEBBIHOCHUMBIMHU. ABTOD
IIpeIoCTepeTal OT «OMEP3UTEIBHOTO Tpexa» COOOMHUU (IIOH 3ITUM
TEPMHHOM IIOHUMAJIOCh JIF000e aHaJIbHOEe CHOILeHHe). [perrHo oboe
OEVICTBHE B CYIIPY>KECKOM ITOCTENH, €CIM OHO HAHOCUT BPeJ 3J0POBBIO U
HPaBCTBEHHOCTH. YUacTHe TPEThEero JUIa — TAaKOM Ke IrpeX, KaK U3MeHa.
ABTOp oOTBepran oOBUHeHHe, OyATO OH ONIpaBABIBAeT TPyOOCTH CO
CTOPOHBI MY>KUHMH, HO IIpeajarai 3agyMaTbCs, YTO CKPBIBAETCI 32 3TUM
CJIOBOM: HHOTJA IIOJ HMM IIOHHMMAIOT BIIOJHE 3aKOHHBIE IEeNCTBU,
HalpaBJIeHHble Ha HPOJAOJDKeHHe pona. Y OOJBIIMHCTBA >KUBOTHBIX
CaMKHM He TIONITYCKAIOT CaMIIOB BO BpeMs OepeMeHHOCTH, Hao0OpoT, B
Ce30H CITapUBAaHUS y HUX BbIpabaThIBaeTCs CIELUMAIBHBIN (epMeHT,
IIPUBJIEKAOIIUN caMIoB. JsKeHIIMHBI, JOaKe YK€ pOo)Kasllue, He
OCO3HAIOT, OJATOTIPUATHO JIM BpeMs IJIsi TOTO, YTOOBI 3abepeMeHeTb.
[TpaBunbHO M cyuTarh, 4YTO locmomp JHMINIMI JIIOOEM TOTO JHapa,
KOTOPBIM OH Jajl MApPyTUM JKUBBIM cylnectBam? [lpaBusipHO i1,
CJIeI0BaTeJIbHO, CUMTATh IPYyOOCThIO TEHCTBUS MY>KUUH, CTPEMSIIIUXCS K
MHTUMHOM Onmsoctu ¢ keHoi? (Onania, p- 7980). I'ennepubIe
IIpeCTaBJIeHUs aBTOPa OTPA3UJINCH B €T0 PACCY)KAEHUAX O BHEOPAUHBIX
cBsA3aX. MyskumHa, COOJAa3HUBIIHUKI [IEBCTBEHHUIy WJIU HEBUHHYIO
KEHIIUHY, 0e3yCJIOBHO, BUHOBEH B Tpexe MpeTo00aesHus, HO 9TOT aKT
IIPOUCXOTUT IIPU YYacTUU ABOMX. Korma Tpoe IIpecTymHUKOB TPadsT
JIOM, TIOHSITHO, UTO MOJII BUHBI JIEKUT Ha Ka)KJIOM, XOTS ee CTelleHb
MO>KET pa3IuvaThCs.

OTHolIeHHWe K MacTypballuu Kak K CMEpPTHOMY Tpexy u
OTHOBPEMEHHO KaK K TSDKeJIoMYy 3a00JIeBAaHUIO COXPAHSIOCH B TeUeHUE
IByX CTOJeTHH. B mapagokcaJbHOM JIOTMKE MaJbTy3UMaHCTBA,
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BHUIEBIIIETO OMACHOCTh B IIepeHaceJleHUN U HEKOHTPOIUPYeMOM
pasMHOKeHUU OemHSKOB, MacTypbamus BedeT K IIaIcHUI0 HPAaBOB,
CJIeIOBaTeIbHO, K OEeCHOPSIOYHBIM CBSI3SIM M POXAEHHUIO OacTapmaoB.
IBerinapckuii Bpau-mopanuct Camioanbs Orioct Trcco BBITYCTHI B
1760 rogy KHUTY, CTaBIIyl MaHHudecToM 60pbrOBI ¢ MacTypbamueri. B
Hell U3 rpexa OHa ObLIA IpeBpallleHa B IIpecTyIieHue (U, pasyMeercs,
6osne3up). CoOCTBEHHO, OCHOBHBIE apTyMEHThI, HpHUBeIdeHHBbIe TucCo,
obHapyxuBatorcsi B «OHaHUHU», OJHAKO MMEHHO OH YKPEIUJI ITOXO[
IIPOTUB MacTypballuu CBOUM  OOIIleeBPOINENICKUM MEeTUITMHCKUM
aproputeToM. (3a00UeHHOCTh MacTypOaI[Melr pasfaessuii MHOTHUE
nycaTeau-IpocBeTuTeny, B ToM uncie /KIK. Pycco, mpusHaBaBiiuics,
yTo He M30eXaym B meTcTBe 3Toro rpexa, u [. Hupapo. B «Monaxuue»,
poMaHe, OOJIMYaABIIIEM MOHACTBIPCKHE HpPABBI, HACTOSTEJIHHUIIA,
co06JIasHsBIIIAs HAMBHYIO TJIABHYIO T€POMHIO, BBICIIPALIINBAIA:

«Y e6ac Huxoz0a He nosensancs cobnasH nomwb08aMbCI  CEOel
Kkpacomoti? Y eac He NOABIANIACL MbLCTb Npogecmu PYKOU No 3mou
uydecHoti epyodu, no 6€0pam, no HKUOMYy, No IMOMY KPeNnKomy mesy,
makomy HexcHomy u 6emomy?» — «O, HUK020a, 6e0b 3MO ZpeulHo, U
eciu Obl 9MO CITYUUTIOCh, 5T He 3HAN, KaK Obl 5 6 IMOM CO3HATIACL HA
ucnogeou» (qunppo, 1973, cTp. 144).

OTOT 3OM30J MOKHO HHTEPIPETHPOBATh B [yX€ 3BOJIIOLNU,
KOTOPYIO IIpeTepIleBaIN MaeH IIpocBeTHTesnel. OO0ypeBaeMas CTpacThio,
HaCTOATeJIbHUIIA ITOUYTH Oe3yMHa. Ee Tiara kak 6osesns. PpaHiysckuit
aBTop nucain: «B XVIII Beke cI0BO «CTpacTb» IIOCTEIIEHHO BBITECHSAETCA
CJIOBOM «YYyBCTBO», IIOHATHEM OoJiee TOHKHUM, CJIOKHBIM, HMeEIOIeM
OoJplllee KOJIMYECTBO CMBICJIOBBIX OTTEHKOB. Kpacora, IIpOHHKHYyTas
YYBCTBOM, CTaBUTCd BpPOBEHb C  KpacOTOM  «BO3BBILIEHHOM»,
HaXOJAIIEeNCA Y BEPIIMHBI 3CTETUUYECKOTO CIIEKTPA, LIMPOTY KOTOPOTO
npogeMoHCTpupoBal [uapo B «IHImKiIonenuu» (Burapemmo, 2013,
ctp. 118). IloBeneHMe HACTOATENBHUIIBI — 3TO HE UyBCTBO, a CTPACTh,
3aCIy KMBAIOIasA OCYKICHU.

K cepenune XIX Beka Kk MHKCTypaMm U TabJeTKaM Ha pPbIHKe OOPBHOBI
C OHAaHM3MOM J00aBUJINCHh HOBBIE pa3HOOOpPA3HBIE JETUIIA TEXHOIOTUHU:
CUTHAJIBI, OIIOBEINaBIINe 00 3peKIMH, YeXJIbl IJIA IIeHHCA, PYKABUIIBI
VI CHa, paMKH [JId KpoBared, YTOOBI IIPOCTBIHM He KacajucCh
TeHUTAINH, IIyTHl AJIs HOT, YTOOBI eBOYKM He MOIVIM UX Pa3JgBUIATh.
Tosmpko B AMepuke OBLIO 3apeTHCTPHPOBAHO He MeHBbIIle IBAIIATH
IIaTeHTOB Ha 3T0 IpucrocobieHre. CUMTAIOCh, YTO OHAHUCT JIETKO
y3HaBaeM: OJIeOHBIM, C MCCYIIEHHBIMH KOHEYHOCTAMH, BIIABIIEH
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Ipyabl0, IOHUKIIIEN TOJIOBOM, yraclmimMu IylazaMu. Tak y [[ukkeHca B
«Omusepe TBucre» BwIIAmesn Macrep baritc. OpnHako pnemno He
OTPAaHMUYMBAJIOCH TaKMMHU Mepamu. Bo Bropoir momoBumHe XIX Beka
MeOWKHU YacTO MPUMEHSUIM XUPYyprudyecKue CpeiacTsa JIedeHUd,
KepTBaMHU KOTOPBIX ualle ObLIn >KeHIUHBL Hemenkwuit Bpau [ycras
BpoyH BBICKa3bpIBICA B TOM CMBICIE, YTO «AaHOMAJIHUU» KEHCKUX
T€HUTAJINN SBIAIOTCS CJIENCTBHEM UYpE3MEPHOM CeKCyaslbHOCTH: «llon
BIUSHUEM HENPUCTOMHOTO BOOOpPa)KEHUs, BBI3BAHHOTO TPSI3HBIMHU
pasroBopaMM WM UTEHHEM  HENOAXOAAINMX pPOMAaHOB, MaTKa
npuobpeTaeTr THUNEPBO30YAMMOCTb, YTO BedeT K MacTypOaluu C
y)KaCHBIMU TIOCIEACTBUSAMU». UTOOBI OTYUYUTDH 25-JIETHIOI0 ITAIlUEeHTKY
OOTparnuBaTbCcsa A0 CBOUX I'€HUTAIMNM, OH B H0516pe 1864 ropa mpmxuran
el MaJiple IIOJIOBble TyObl M KpPAWHIOK IUIOTh KIUTOpa. UTOOBI He
OOIyCTUTh IIOJIOBOM pas3psAnKH, IpHKUTANTach TaKKe IIOJIOCTh MAaTKHU.
Ecnu stux mep OymeT HeOOCTATOUHO, B KauecTBe €IUHCTBEHHOTO U
HeoOXOOUMOTO MeTOHa JIeUYeHHUs IIpeilarajlach aMIOyTallus KIUTOpa U
MautbIX TT0JI0BBIX TY0 (Porter, 1996, p. 104 105).

B ueM MCTOKM CTOJIB 0€33KaJT0CTHOM MEIUIIMHCKOM KeCTOKOCTH II0
orHomeHuto K skeHmmHam? T. Jlakép cumrtam: B XVIII Beke ObLT
M300peTeH II0JI, KAKUM MbI ero 3HaeM. [IoJ10BbIe OpraHbl, SBJISBIINECS
MapagurMoOy HepapxXuu, cTadu (QyHOaMeHTOM i 0003HAUeHUs
HECOM3MEPHUMBIX pasnuuuil. Barmamer Apucrorens wu lameHa, B
COOTBETCTBUU c KOTOPBIMHU JKEHCKIe IIOJIOBBIE OpraHbl
paccMaTpUBaJIUCh KaK IIEpeBEepHyTasd KOIIMSA MYKCKHMX OpraHoB, a
KEHIIIMHA, CJIeOBaTeIbHO, KaK ObI YMEHBIIIEHHBIM MY)XUNHOM, COWIN
omnOOUYHbIMHU. Temepp JKEHINMHA CTaja >KeHIIHHOW. Bo3HUKIIas
OBYXIIOJIOBass MOZENIh OBICTPO BBITECHMJIA OMHOMOJNIOBYH. OmHUM U3
TIOCJIEICTBUM CTAJI0 TO, YTO OECCTPACTHOCTh ObLTa OOBSIBIEHA HOPMOI
JKEHCKOTO TIIOBefdeHHus. Eciau mpexkae JKEHCKHMII oOpra3M CUHTaJICA
€CTEeCTBEHHOM YacThI0O KOUTYCa U €J[Ba JIU He HEOOXOTUMBIM yCIOBUEM
IJId 3a4aTHsd, TO Telepb OH 3aHSJI LEHTPAJIbHOE MECTO B MEOUIIMHCKUX
M HAyyHBIX IOUCKYyCCHAX, IpUUYEM BO3HUKIMU ABe mno3unuu. OnpHa
COCTOSUIa B OTPUIJAHUU OprasMa, UTO BeJIO, HAIIpUMep, K 0OCYKIeHUIO
TOTO, MOYKET JIU KEHIIMHA 3a0epeMeHeTh B pe3yIbTaTe M3HACUIOBAHUS.
Bropas mosumnus mpuUmuChIBaja JKEHIMHE THUOEePTPOPUPOBAHHYIO
JKUBOTHYIO CEKCYaJIbHOCTb. (Laqueur, 1990, p. 149 150). O6a stu momxoma
CITOCOOCTBOBAIM YTBEpP)KAEHUIO B MenuiimHe XIX Beka B3IJIAa, UTO
«upe3MepHass» >KEHCKasl CeKCYaJIbHOCTh — 3TO IIaTOJIOTHs, TpeOyrolras
JedyeHUs. YacTo XHUpypruyecKMe MeTOObl pacCcMaTpPHUBAJIMUCh Kak
eIUHCTBeHHO 3¢ deKTUBHbIe. TaKk BOSHUKJIA pellpecCUBHAs I'MHEKOJIOT M
(mamp., Scully, 1994).
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Kak mcTOpuKM OLIeHWIM HPUUYMHBI IIOBOPOTA, IIPOMU3OIIEAIIET0 B
OTHOLIEHUU K OHaHU3MYy? Jlak€p IIpHM3HaABaJICAd, YTO K HAIIMCAHUIO
KYJbTypPHOI HCTOPUU MACTypOallMM ero IOATOJKHYJIA UIes yUUTels,
BbIJIafoIlerocsi OpuraHckoro ucropuka Jloypernca CtoyHa, KOTOPbBII ObLI
OOHMUM U3 IIMOHEPOB B M3YYEHHU MCTOPUHU CeKcyaldbHOCTH. CTOYH
IIOCTaBMJI BoIIpoc: mmoyeMy nMeHHO B XVIII Beke, Kormga oTMedyasnaoch
BO3pacTaHUe TOJEPAHTHOCTH B BOIIPOCAX CeKca, MAacCTypOaIiuio CTaau
cuuTath HeTepnuMbIM gBieHueM? Cam CTOyH He Jan oTBeTa Ha 3TOT
Boripoc. OH yHOMSHYJ O TeOpUH, KOTOpass IIpeAIlojlaraeT, UTO C
zapoxxpeHueM B XVIII Beke, ¢ HayajsoM IIPOMBIIIJIEHHON PEBOJIIOLINY,
«0011ecTBa mOTpebIeHUs », Oecroe3Has pacTpara pecypcoB BbI3bIBasa
032004E€HHOCTD. ITOT UCTOPUK ITUCAJ:

«/laHHas meopust npusmeKkamesbHa, HO HenpasoonodobHa. Iloxoo
npomue macmypoayuu 6032A6UNIU CEAUeHHUKU U MeOUKU, HU ma, HU
Opyeas epynna He accoyuupyemcs ¢ UHOYCMPUATLHbIM 00U4eCMEOM.
XpoHonoeusi owubouHa: nepgoe couuHeHue NPOMUE OHAHU3MA ObLIO
onybnuxkoeano 6 1710 200y, npumepHo 3a noneeka 00 MmMo020, KAk
uHOycmpuanuzayus 603vimena xoms Ovl. Kakoti-mo 3¢dgexm. Kpome
moeo, nponazawda npomus macmypbayuu Oviia HANpPasieHa Ha
evlcuiue u cpe()Hue C/iouU, a He Ha pa6ouu12 kracc» (Stone, 1990, p. 321).

Bepcus  CroyHa  TOXKe  He  IPEACTABIAETCS  IOJTHOCTBIO
yb6enurenpHOI. OH (aKTHUECKH CBA3BIBAJ «KPECTOBBIN ITOXOM» IIPOTUB
OHaHM3Ma C IIOABJIEHHMEM  KyJIbTypHOTO (eHOMeHa [eTCTBa,
XapaKTepU30BaBIIIETOCS pacTyien 3aboToi poauTeien 0
0JIaTOCOCTOSHUU CBOMX [eTell M 00 WX BOCIIMTAHUU KaK COIUAIBHO U
MOPaJIBHO [OCTOMHBIX UJIEHOB OOIIeCTBAa, a TaKXe C IIOBBIIICHHUEM
BO3pacTta BcryiuieHus B O6paxk (Stone, 1990, p. 321).

I[To muHennr Jlaképa, KapguHaJIbHOE M3MEHEHHE OTHOLIEHUA K
OHAHMU3MYy OOBSACHAETCI CaMOM CYIIHOCTBIO IIPOCBETUTEIBCKOTO U
MOJEPHUCTCKOTO IIPOEKTa MHAWBHUAYAIU3Al[UU, [IOCTABUBIIIETO BOIIPOC
0 TpaHHIAX «fI», 0 CTeeHH OTHAIEHHOCTH CyOBekTa oT conmyma. OH
nucan: «OTBeT KpoeTcs B TpexX BeIllax, KOTOpble, KaK IIpeACTaBJIseTCH,
MOI'YT pacCMaTpHUBaTbCA KaK CepAlleBMHA CTPaxXOB IIO IIOBOAY CeKca C
co00M: OH SBJICI CEKPeTOM B MHpe, B KOTOPOM IIeHHUJIACh
IIPO3PAYHOCTh; Cpeau Bcex (OpM IIOJIOBOTO BiIeUEHUsS OH OBLI CaMbIM
CUJIbHBIM HAapKOTHKOM; OH He MMeJI HUKaKUX TpaHHI] B PeaJlbHOCTH,
TIOCKOJIBKY SIBJISIETCS LIETUKOM pe3yabTaToM BooOpakeHUs» (2004, p. 21).
Jlakép, B omnmume or CTOoyHa, KaKeTcs, He OTBepraj OOBICHEHUe,
BBITEKAIOIlee W3 KOHIENIUY <«HHAYCTpHAIbHOTO ofIecta». Ilo
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MmHeHuwo II. Kpaydopn, oH BoBce cuuTam TJIaBHBIM (HAKTOPOM
perpecCMBHOIO OTHOILIEHWsT K MacTypbaluu  KaouTaliusM, 3a
HeBHUMaHHe K KoTopoMmy OH ympekal Pyko. BypikyasHas sTuKa He
OOITyCKajla HeIpOM3BOAUTEIbHONM TpaThl BpeMEHHM U pecypcoB. B
COLIMAJIBHOM  KOHTEKCTe  MacTypOallusi, Kas3ajloch, IIOApBIBAJA
9KOHOMHYECKUN IIOTEHIIMAJ MHAMBHOA, OHA Hapyllala COLHAIBHYIO
OUCHUIINHY, u60 ObLTa BTaliHe [OCTyIIHA BCeM: MY)KUHHAM,
xeumuHaMm, gersm (Crawford, 2006, p. 432). Kpome Toro, Jlakép cuunTau,
YTO IIpecjieqOBaHUe MacTypOary He CIyYallHO HauvaJlloch B TO JKe
BpeMsd, KOTJa BO3HHKJIA COBpeMEHHasd KYJbTypa YTEHHU:, 3JI€eMEHTOM
KOTOpOI OBLIO UTeHMe He BCIYX, a «Impo cebs». [logpasymeBarorcs He
TOJIPKO IOpHOI'padHuUyecKre COUMHEHHU U KapTUHKU, WU JHUTepaTypa,
cofepKalliasg 3pPOTHYECKHe OIMCAHHud, KakK, HaIlpuMep, HEKOTOpbIe
mpousBefeHus [uapo, HO U YTEeHUEe BIIOJHE «HEBUHHBIX» JIFOOOBHBIX
poMaHoOB, Tuna JI. Crepra. HemapoM Ha MHOTMX MIJLTIOCTpaliUAX KOHIIA
XVIII Beka >keHITUHBI M300pa’keHbI B MOMEHT MacTypOalluy ¢ KHUTOI B
pyKax, BBITIABILIEN U3 PYK WU JeKallei psgoM Ha croie (Laqueur, 2004,
p. 338357). M3 moiesHOTro 3aHATHS YTEHUE IIPeBpaIllajioch B BHJ
HCKYIIEeHHUS.

[IporuBopeune, Ha KoTopoe yKasaa CTOYH, MeXAY KOOI UMeBIIIe
MECTO SMaHCHUMAlMel  CeKCyaJbHBIX MPAKTUK U  YCUJIEHUEM
peIrpecCUBHOCTH II0 OTHOIIEHHUI0 K MacCTypOaluu, CHUMAETCs, eCIu
creqoBarh 3a Mumenem ®@Pyko, paccMaTpUBaBIINM COBpeMeHHOE
o06111ecTBO, BO3HUKIIIEe, IO ero MHeHUI0, Ha pybexe XVIII-XIX Bekos,
KaKk oOOIIeCTBO JOUCHUIIIMHAPHBIX TEXHOJOTWI. MoaepHuCTCKUI
IIPOEKT, BO3HUKIINM B 310xy IIpocBelenuns, mpencraBian coboll He
IIPOEKT SMaHCUIIALIMM UHOMWBHAA, a YCTAaHOBJIEHHE IIOCTOSHHOTO
KOHTpPOJII HaJ HUM IIOCPEICTBOM HabimoneHus. B coBpeMeHHOM
o61I1ecTBe MHAUBUJ IIOCTABJIEH B IIOJIO)KEHUE HECKOHUYAeMOI'0 OCMOTpa B
MeqUIlUHe, 1I1Kose, ¢pabpuke (M TIOpbMe). YIOBOJIBCTBHE MacTypOaruuy,
OCHOBaHHO€ Ha BOOOpa)KeHUU W IIOJTydaeMoe 3a IIpefeaMy KOHTPOJI,
B OAMHOYKY, IIPOTHUBOPEUMJIO CYIIHOCTHBIM OCHOBAaHHSM HOBOTO
ob1tecta. [ToTomy mMactypbaniuu Op11a 00bsiBIeHa OecIIola Hast BOMHA.
dyko HCXOOUI U3 TOTO, UYTO KOHTPOJIb HAA CEKCYyaJbHOCTBIO B
COBpeMeHHOM o0IecTBe He o0ciad, a IIPUHI HOBble (OpPMBI
IIOCPECTBOM  MeOUWKaJM3allMM ¥  YCTAHOBJIEHHS  OHOBIACTH,
BHeJPUBIIEY MOHHUTOPHMHT MHTHUMHOCTH U PEIPOTyKTHBHOM cepsl.
CrenoBaTesbHO, «TOHEHUI» Ha MacTypOaIuio 1IN He Bpa3pes ¢ o01ein
TeHJeHIMeN, a COOTBETCTBOBAIU €11.

dyko mpemiaran B3IVIAHYTh Ha cpegHue Inkonbl XVIII Beka:
«MoxeT TIOKasaTbcAd, YTO STH MHCTUTYUUMH K CEKCyaJbHOCTH
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oTHoIlleHUsA He wuMenu. OpHAKO JOCTATOYHO B3IVIAHYTb Ha
apXUTEKTYpPHBII NM3alH, IIpaBMJIa IOBeJeHHUsA U BCIO BHYTPEHHIOIO
OpraHM3aIUI0 — CeKCYaJIbHOCTh ObLTA IIPeIMETOM IIOCTOSIHHOM 3a00THI.
Crpourenn y4YHUTBIBAJIM JTOT BOIpoc Hampsamyo. OpraHusaTopbl
IIpUHUMAJIH B pacyeT. Te, KTo o6yagal qoyieH BIACTH, OBLIN IIOCTOSHHO
HacTOpo)ke, Ipuberaln K OXpaHUTEIBHBIM  MepaM, codeTasd
OTBETCTBEHHOCTb M  HaKasaHUdA, He  IIlepecTaBas  IIOBTOPATD.
IIpocTpaHcTBO Kilacca, popmMa CTOJIOB, YPOKU (PU3KYJIbTYPBI, YCTPOICTBO
OOIIIeXUTHUH, C TeperopogkaMu uianu 0Oe3, ¢ 3aHaBecKaMu WU 0es,
MOHHTOPHHT CHa U BOOOIIle HAXOKIAE€HHU B KPOBATH — BCE 3TO 03HAUAJIO
OecripepbpIBHbIE KOHTPOJb HAJ CEKCYaJIbHOCTBIO AeTeH. BHyTpeHHUI
OUCKYpC IIKOJI, TeX, KTO ObLI BOBJIeYeH B HUX (PYHKIHMOHUPOBAHUE,
OCHOBBIBAJICA Ha YOEXKIEHUM, 4YTO JeTCKass CeKCyaJlbHOCTh, ee
aKTUBHOCTb U IIpEKAeBPEeMEHHOCTD, CYI]eCTBOBaHMUE e€e KaK TaKOBOM —
3TO Hacrosiasg yrposa. Ho u 3To He Bce: HmeTcKasd CeKCyaJIbHOCTb, B
oTiM4ynre OT cekca B3pocioro, B XVIII Bexke 1mpeBparmiachk B
ob1iecTBeHHYI0 IIpobaeMy. [JoKTopa KOHCYJIBTUPOBAIU AUPEKTOPOB U
1IpodeccopoB IeTaroTuKH, COOOIaTN CBOM MHEHUS CeMbsM, ITeJJaroru
COCTABIANM IIPOEKTbl U HANpPABIAIM MX BJIAcTIM, JUpPeKTopa
obpamasiuch K IIKOJIBHHKAM, YyBellleBas HX MOPAIbHBIMH U
MeIUIIMHCKUMU IIpUMepaMu U3 KHUr» (1998, p. 2728).

dyxo yreepxkaai, uro B XVIII-XIX Bekax CIOXHIHNCh TPU TUCKypCa
O CEeKCYwIbHOCTH. B MegUIMHCKOM MAUCKypce HOBas IICUXHATpPUSA
IIOCJIeIOBATEJIPHO «IIOAMSIa» IIOM ce0sl «HepBHbIE HAPYIIEHUS», BCIER
3a TeM «H3JHIIecTBa», IIOTOM OHAaHU3M, 3aTeM JIUCPYHKIIUH,
«KyJIBPHHYECTBa» C IIPOJOJDKEHHEM pofa, OOBIBUB BCe CEKCyaJIbHbIE
mepBepcuu 00BeKTOM B cBoeM momeHe (1998, p. 30). K cepemmue XIX
BeKa IIPaBOBOM [HCKypC BKJIIOUMJI B CBOIO OpOUTY He TOJBKO
«IIpecTyIUIeHUs IIPOTUB IIPUPOABI», KaK paHbIIle, HO U CaMble MEJIKIe
HapyIIeHHUSA U OTKJIOHEHUS OT TOTO, YTO OOBABIATIOCH HOpMOM. [lucKypc
COLIMAJIIBHOTO MOHUTOPHHTA (OMOBJIACTB), CIOKUICS K KOHITy XIX Beka u
IIOCTaBUJ IIOJ KOHTPOJb PENPONYKTUBHYIO U CEKCyaJIbHYI0 (PYHKIIUIO
yesJoBeKa, PerylIupysd, KOMMEHTHpPYs, IpeAyIpexaas, HaKallIuBas
OTYeTHl, JaBas TepalleBTUYeCKUe COBETHI, KaK JOJLKHBI BECTH ce0s Iaphl,
geTd, mogpocTku. Pyko BBIAENMII dUeTblpe IVIAaBHBIX CTpaTeTUU
dopMHUpOBaHHUA Ha3BaHHBIX [OHUCKYPCOB: «HCTEpPHU3aIlUsA >KEHCKOTO
TeJIax; «IefJaroru3anus  OeTCKOTO  CeKca»; «COLTMIIM3AIHU A
pPEeNpOAYKTUBHOTO IIOBEIEHUSA» U «IICUXHATpHU3allusd U3BpallleHHBIX
YAOBOJBCTBUM ». OHAHU3M IIPEBPATHUJICS B IJIABHBIM 00BEKT KOHTPOJIA B
IIaHe TeTCKOM CEeKCYaJIbHOCTH U B CEKCYaJIbHYIO 00JIe3HD Y B3POCIIBIX.
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PasBuBas upen Pyko 0 «IICUXMATPHU3AIUU», OJHUH U3 aBTOPOB
«KeMOpHIKCKOI MCTOPUH MEeTULIMHBI» He 6e3 HPOHUY ITHCAL:

«Pocmo  uucnmo  6vi3vi6aswUx  00eCNOKOEHHOCMb  XPOHUUECKUX
nayuenmos. be3ymue, Kkazamocv, cmano Oombuleli yepo3ol, uem
oymanu. Edsa ycnemu nocmpoumv oOoma O YMATUUEHHBIX, UX
HeMeOJIeHHO NepenoHUIU me, K020 CMaai Cuumamby 6bl3bl6alUuMU
mpesozy:  aNKOZOMUKAMU, JUYAMU C NPUBLIUKOU K OHAHU3MY,
CEKCYANbHbIMU ~ MAHLAKAMU, Hegponamamu, Ccmpaoarwnuumu om
nape3os WU UHLIX Hesposozuueckux npobnem. [amvuie Oombule,
HaKonjieHue onvima 3acmasuysio O0ymambv, uUmo HeHOPMATIbHOCMD
Heusnmeuuma, KAk npeononazanocv — pamvule; U3 Mmecm  OnA
peaburumayuu 00Ma YMATUUWEHHbIX NPeSPAMUTUCy 6 CEATIKY
OMBePH eHHbLX» (Porter, 1996, p- 297).

Kenas ompaBrmaTh cBoe CyIllleCTBOBaHNE, IICUXUATPUS «OTKPBbIBAIA»
OIHY 3a IOPyrol yMCTBeHHbIe OOJIe3HU: Upe3MepHas BBIITMBKA CTaJa
MMEHOBAThCS AJIKOTOIM3MOM, CeKCyaslbHbIe 3JI0YIOTpeOJIeHUs, TaKue,
KaK COIOMUS, TIpeBPAaTHMJIMCh B  «TOMOCEKCYaJbHBI HEBpO3»,
CeKCyaJIbHbIe «M3BpallleHNs» IpU3HaHbI maronorusamu (Porter, 1996, p.
297).

COBUT K HOBOMY IIOHMMAaHUIO IPUPOIBI MaCTypOAIIU ITPOU3OLIIENT
Ha pybexe XIX-XX BekoB, kak cumrtan Jlakép, mom BIMSHHEM Tpex
¢akTopoB. IlepBhIM OBLIM [OCTMIKEHHUsS B TaKuUxX O0JacTIX, Kak
AHTPOIIOJIOTHS, 300JIOTHS, TICUXUATPUS U CEKCOJIOTHUs, B KOTOPBIX OBLIO
OKa3aHO, UTO IIPaKTUKAa MacCTypOalluu SBJISETCS yHHUBEpPCAJIbHOM Yy
MOJIOBIX 0co0eli, KaK B JKUBOTHOM MUpe, TaK U y BCeX HAPOJOB BO BCE
BpeMeHa. CriocoObl, K KOTOPBIM IIpUOeramT, MOTYT pPas3IHYaThCs:
HarpuMep, B EBpome j>KeHIIIMHBI CPAaBHUTEIBHO PEIKO MCIIOIb30BaIU
OJI 3TOTO IIpegMeTHl, HO IIPM BCeX HIOAHCAX CTAIO OYEBUAHBIM, YTO
HUCKJIIOUeHHUT He ObU1o. Bropoit ¢dakrop 3akmoouaics B PpPasBUTHU
CEKCOJIOTUH, OOHUM N3 OCHOBaTeJeH KOTOPOH ObLI OpuTaHel] X3BIOK
Omnuc. OH, B YaCTHOCTH, 0OOOCHOBAJI CYII[eCTBOBAHUE ayTO3POTHU3MA U
HapIUCCHU3Ma KaK (POPM CEKCYaJIbHOCTH, B OCHOBE KOTOPBIX II0JIOBOE
BJIeYeHUe K caMoMmy cebe. Pammkanusm moaxoma B OJIIHCAa COCTOSUI
TaKke B IlepecMOTpe IpoOIeMBl TOMOCEKCYaIbHOCTH, KOTOPYI0 OH He
paccMaTpuBalI KakK OoJie3Hb, HpecTyIUIeHHe WIN  IIPOSBICHUE
0e3HpPAaBCTBEHHOCTH, a KaK OCOOEHHOCTH ITOBEJEHUs, II09TOMY JIEUHUTH
roMoceKcyannaM  OeccMmbIciieHHO. He  momyckas  BO3MOKHOCTH
HHTHMHOTO CO0I03a MEXOy MY)KUMHAMM, OH CUHTAJ JIydIlell ¢opmoi
n30aBJIeHYs Bo3JAep:kaHue. 3HaueHUe UMeJI0 He TOJIBKO YUeHue DJIIrca
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KaK TaKoBOe, HO W CKaHJaJI, BBISBAHHBIN ero paboTaMM, KOTOphIE CYI B
AHIINY MpU3HAT HEIIPUCTONHBIMU. B mampHeliIeM OH myOIMKOBAJICH,
B ocHOBHOM, B CIIIA, HO K KOHIy >KM3HM IOJY4YMJ IIpU3HAHHE Kak
yUeHBIH, CIOCOOCTBOBABIIIUM COKPYIIIEHUIO «BHKTOPHAHCKUX Taly»
(Mougumop, 2002, ri. 1).

Haxonen, TperpuM ¢akTOpoM ABHINCH TPYyAbl 3urMmyHaa Pperina,
IIPOIIIEIIIETO SBOJIIOHMIO B TPAKTOBKEe MacTypOaIiuy, OT IOHMMaHUS ee
KaK IIpO4BJIEHHS HEBpO3a OO €€ HHTepIpeTaluUd KaK 3adep>KKU B
CeKCYaJIbHOM pa3BUTHU. Ppeli mpuIlles K BBIBOAY, UTO MacTypbarus —
9TO ecTecTBeHHasd ¢QopMa IIPOSABIEHUS CEKCyaJbHOCTHM Ha PpaHHUX
aTariax pasBUTHS, HO HOPMOMU SIBJISAETCS IIpeKpallleHue 3TONM IMPAKTUKU B
IIpoliecce CTAHOBJIEHUs IIOJHOIIEHHO (PYHKIMOHHUPYIOIIETO B3POCIOTO
genoBeka. Hemenkuii mcropuk W. Pamkay, oTHocach k Opeiimy c
U3PAOHOU OOJIEN CKEIITULIM3Ma, IIUCa:

«M3yuas ucmopuu HegpacmeHuxos, ieeko noussme Ppeiioa, Komopuiii 6
Kpyey mMakKux nayueHmos npuwien K ybexcoeHuro, Umo uUcCmokK 6cex
HepeHVIX paccmpolicmé Kpoemcs 6 ceKce, a 6ce OCMATbHOe JTUULDb
nobounvie sigmenus [...] CnoxcHee nonsmv, nouemy Ppeii0 cuuman
Heo0X00UMbIM  U367TeKAMb NOOJIUHHblE CEeKCYATbHble MOMUEbL U3
2ry6UH NOO0CO3HAHUS U NPeonosIazams 6HympeHHez0 yeH3opa — oasxce 6
cHoguoeHusx [...] Umobv. nonacmv 6 umnepur cexca, Ppetidy 6vimo
00CmamouHo NOOUUHUMDBCS HeTAHUK NAYUEHMOE 6blCIYyUamy Ux
CO3HamebHble u 8blpasumesnvHvle ONUCAHUSL. OoHako
CKOHUEeHMPUPOBABWIUCL ~ HA  O000CHOBAHUU  NOOCO3HAMETbHbIX
CEKCYAIbHbIX MOMUB0S, OH OCMAGUI 6 CMOPOHe CMONb uacmovlie 6
ucmopusix 6ome3Heil 6aHaTbHble MOMUGBDL, He MpebosasuLUe AHATU3A:
HeocyuwjecmeyieHHble CeKCYarbHble JeTanus, 00cady us3-3a npobiem c
nomenyuet, cmpax neped CUPUITUCOM U MHUMBIMU YHaACAMU
oHaHusma» (2017, ctp. 152).

ITo Pagkay, orHoimieHue Pperia K OHAHNU3MY XapaKTE€pU30BaJIOCh
OBOYICTBEHHOCTBIO, UTO OTPA)KAJIO OOIIYI0 HEompedeleHHOCTh OI[€HOK B
MmenuinuHe u ncuxuarpuu. K xoHnmy XIX Beka Tucco yxke He
nutupoBanu. C mO3UIIMIN MaTepUaNHMCTUUYECKON MeOUIIMHBI 30X’
MOJepHa pasHUIBI MEXKAy OHAHM3MOM M IIOJIOBBIM CHOIIIEHHEM B
BO3JE€MICTBUM Ha OpraHMW3M He CYIIeCTBOBaJlo, HO Ha YPOBHE
0OBIeHHBIX ITPEeACTaBIEHU MAacCTypOalus SIBJSLIACh OJHOM M3 TJIABHBIX
¢obuti, Hapsay c OO0SI3HBIO CHUPUINCA, HECIIUX NPSIMYI YIPO3y
MMallMeHTy M paccMaTpHBaBIIascid KaK HEIOCPeACTBEHHAas IIpUUYMHA
HeBPO30B. MHOTOUMCIIEHHbIE UCTOPUU OOJIe3HEN CBUAETEIbCTBOBAIU O
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«IIAaHUUYECKOM ysKace» Iiepen pykoOmyameMm, menineMm u3 XVIII Beka.
OpHako MMeIu MeCTO TeHJepHble pa3nnyusi. B jkeHCKUX aHaMHes3axX He
OBLIIO «IOAPOOHBIX TIOBECTBOBAaHUI 00 OHaHH3Me, IIpobiieMax C
TIOTeHIIMEeN U TIPOYUX >KaJT00, TUIIUUHBIX [JISI MYKCKUX HUCTOPHUIL.
Kenmunse! Benu cebs ¢ BpauaMU-MYy)KUMHAMU TOpa3go CAep)KaHHee U
He BAaBaJIMCh B MHTHUMHbBIE OeTaIl» (Pa;c[Kay, 2017, ctTp. 133). Curyanus
HepaspelIeHHOCTH OIpeesisiyia pa3MbIIILIeHNs 00 OHaHU3Me:

«Yem bonmvuie 0 HeM Oymau, mem MeHbule YEepeHHOCMU ObLIO 6 MOM,
HACKOIbKO OH OelicmeumenibHO onaceH. Pazee c ¢usuomozuueckot
MOUKU 3peHUs OHAHU3M He Obll PAGeH NOT060MY CHOUWIEHUI, d MO
nocneoHee passe He CUUMATOCL eCMecmEeHHbM U 300poebim? OOHU
c6e0eHUs YCUTUGAIU cmpax, opyzue paseeusanu ezo. B 3asucumocmu
om moeo, umo OblIO0 6 OAHHbLY MOMEHM AKMYATbHbIM — XHcelaHue
OHAHUPOBAMDb UJTU PA30UAPO6AHUE OM Hez0 — HeEPOMmuK Kosebasncs 6
my unu uMyl cmopoHy. [axe 0ns makoeo uemnoseka, kak Ppeiio,
«B0NPOC 0 8pede OHAHUZMA» ObLIT HeNnpusmeH, NOMOMY UMO 30eCb OH U
cam mepsn ygepeHHocmb. Tak, eco paszopairaio, umo «8ecb MUp»,
Kaxcemcst, «<HUUMO Kpome OHAHU3Ma He unmepecyems. OOHANCObL OH
HA38aT macmypbayuro «NepeuUrUHbIM npucmpacmuem», a
HUKOMUHOBYH 3A6UCUMOCTb €20 3AMeHOU» (Pam(ay, 2017, cTp. 158).

Kax 3ameuan Pankay, Ha pybexe XIX m XX BeKOB MeTUKHU
NPeAIOUUTATIN YXOAUTh OT OJHO3HAUHBIX OIIEHOK, «IIeTIATh TyHa-
cojla», MCKaTh OOXOJHBIe MaHeBphl. Kak mpaBmiio, OHM HAUYMHAIHU C
TOTO, YTO MAaBajM OTIOp IIpeyBeJIMYeHHOH ITaHWKe, a 3aKaHUHBAIU
BBIp@KEHHUEM TPEBOTH U HeyBepeHHOCTH. OQUH M3BECTHBIM MEIUK «CO
CBUPEIIBIM YIOBJIETBOPEHMEM» OITMCHIBAJN, KaK M3JIEUHJ MOJIOLOTO
yeJoBeKa, KOTOPOMY He IIOMOTAJIH YyBeIleBaHUSA, Te€M, UTO OCTPBIMU
HOKHUIIAMH OTpe3ayl eMy IIepefHIOI0 YacThb KpaWHeH IUIOTH, a Y
MOJIOHOM  JaMbl, KOTOPYI Jake B oOIlIecTBe IIpeciieJOBAIN
«y)KacaloIlle  BIIEYEHHA», BBI3BAI  3HAUMUTEJIbHOE  YJIyYIleHHUe
MHOTOKPaTHBIM IIPMKUTaHuEeM BYJIbBHI (Pangkay, 2017, cTp. 159).

Barmang Ppeiima Ha MacTypbanuio Kak Ha HOPMY B JETCKOM U
IOHOIIIECKOM BO3pacTe M IIaTOJOTHI0 BO B3POCJIOM, HOMHUHHPOBAI B
TeUeHUe HEeCKOJBKUX AecATWiIeTHI. HoBBIN sTalm B HMHTepIIpeTanuyu
MacTypOaruy HACTYIIMJI BO BTOPOM ITOIOBHMHe XX BeKa, II0CJe BTOPOM
MHPOBOM BOMHBI. B cOllMaTpbHOM OTHOIIIEHUU OH OBLI IIpefoIpeiesieH
IIepexofoM K  «OOIIeCcTBY  IOTpeOJeHHA» C  ero  KyJIbTOM
VHAVBUIyaTbHBIX  3ampocoB. Ecam  morpebuTens  BIpaBe  Ha
YIOBJIETBOpPEHHUE JIO00T0 3aIlpoca, TO II0YeMy He CO34aTh pPBIHOK,
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obcrykuBaomuii  Mactypbanun? Ha 310 uwactmyHO paboTaer cekc-
WHOYCTPUS. «IMaHCHUITAIIUSI» MacTypOalluu IIpoucXoquia Ha QoHe
OBMYKEHUI 3a paBHBIE IIpaBa, B TOM YHCJIE CEKCyaJIbHBIX MEHBIIINHCTB, U
JUOEepOM 3TOTO Tpoiiecca B 196 070-x rogax 6puu CIIIA.

C Hay4HOI TOYKHM 3peHUs IIepeOM B BOCHPUATUU MacTypbOamuu
ObLT IIOATOTOBJIEH TPYHaMH aMePHUKAHCKUX CeKCcoJIoroB Auibdpena
Knuncn, Yunpama Macrepca n Buprunuu [[’KoHCOH. B Kako#I-TO cTenneHn
IIpaBOMEPHO yTBepKAeHHUEe, UTO KHMHCH IIOATOTOBUII CEKCyaJIbHYIO
pesosroriuio. OH ObL1 co3maTesieM VHCTUTYTa 1T0 U3yUYEHHIO CeKca, ITojia
U BOCIIPOM3BOACTBa Ipu yHuUBepcurere Munuanel B biaymunrrosne.
O6beM coOpaHHBIX MAHHBIX BIIEUATIIsIeT, HaIIpUMep, B HCCIELOBAaHUU
npuHAaiIo ydactue 8800 >xkeHIMUH. B kKoHI1le 1940-x-Havasne 1950-x rogoB
Kuncn Ha ocHOBaHMM COOpaHHBIX SMIIMPUYECKUX HNAHHBIX, B
YAaCTHOCTH, YTBEpP)KIOAJ: TaK Ha3bIBaeMas IepBepCcUs MacTypOaluu y
B3POCJIBIX — 3TO LIMPOKO PaCIIPOCTPAHEHHOE SBJIeHUe, IIpUUYeM OOJIbIIIe
He B HU3IINX KJIaccax, KaK CUMTAIM KOMMeHTAaToOphI B KoHIle XIX Beka, a
B 00pa3soBaHHBIX CJIOAX, OCOOEHHO cpemu s>KeHINMH. [Ipm sTOM
MacTypbanusi He BeleT K CHIDKEHHUIO HHTepeca K CEeKCy MeXIy
CympyraMu, BO MHOTUX CIydasdX SBJIAACH YaCThIO Te€TEPOCEKCYaIbHOU
onnsoctu. OH nucam: «PeHOMeH MacTypbanuu CcilIefyeT IIpPUSHATh
YHUBEPCAIbHBIM CpPeaX MY)KUWH U KEHIIUH, OT JETCKOr0 BO3pacTa U M0
crapoctu» (Kinsey, 1948, p. 497). HecomuennsiM noctmkenueMm Kuncu u
€ro COTPYZHUKOB OBLIO TO, UYTO OHU IIOHOILIM K H3YUEHHUIO
YeJIOBEUEeCKON CEeKCyaJIbHOCTH He TOJBKO C OHMOJOTHYECKO, HO U
COLIMATIbHOM TOUYKMU 3peHHus. OHU CTaBUIM LEeJIbI0 BBIICHUTH, KaKOBBI
0COOEHHOCTH CEKCyaJbHOTO TIOBEHEHUs UeJIOBeYeCKHX ocobeil B
3aBHCUMOCTH OT IIPUHAUIEKHOCTU K OIIPENeJIEeHHON COLMAIbHONI
rpyIe, pexuruu, Bospacra. Ilo nanabiM Kuncu, mactypbanys sBisercs
CII0cOO0M YIOOBJIETBOPEHUS, IIPU KOTOPOM Yy JKeHIIUH 4aiiie (95 %), uem
pu J000M apyroM crocobe, Hacrymaer oprasm (Kinsey, 1953, p. 132).
Mexnay TeM, OIyIlleHUe >KeHIIIMHOM CYacThs, TADMOHUU C COOOHM U
OIPYyTUMH, «OOCTMXKUMMO IIpUM  YCJIOBHM, €CIU €€ CEKCyaJbHOe
BO30y’)KAeHHe, Koraa ObI OHO HU HACTYIIMJIO, M CKOJIb CHJIBHBIM OHU HU
ObLIIO, MOBEOEHO OO COCTOSHUS oprasma» (Kinsey, 1953, p. 166).
OCo6eHHOCTBIO CEKCYaJIIbHOCTH JKeHIIWH KWHCHM cumTajx TO, 4YTO C
rogjamMu HX YyBCTBUTEJIBHOCTb TOJIBKO BO3pacTaeT. XapaKTepuUsysd
CUTyallMI0 B I€JIOM, OH ONITMMMCTHYHO IIOJaraj, 4To IIOCIegHUE
HCCJIeIOBAaHUsI B OOJIACTM MEOUIIWHBI, IICUXOJIOTUW, ICUXUATPUU U
MeJarorMKy  IIO3BOJIMJIM  IOJNYYWUTh Hay4yHble [OaHHBIE, TOYHO
IOKa3bIBAIOIIME, YTO Bpel OT OHAHWM3Ma He OOJblile, YeM OT JII00O0I
UHOM (OPMBI CEeKCyaJbHOM aKTHBHOCTH, BO3P)KEHUS MOpPAJIbHOTO
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XapakKTepa IPOUCTEKAIOT U3 CTePEeOTUIIOB BocnuTauus u cpenbl (Kinsey,
1948, p. 513-514).

B konume >ku3Hu KunHcu Mor ybOequThcs B WM3JIHUIIKE CBOETO
ontuMusma. B cepenmune 1950-x romoB, B pasrap MaKKapTH3Ma,
OJHOBPEMEHHO ¢ IIOMCKOM «IIINHWOHOB Kpemima», mnposByvyanu
0oOBUHEHHUs B aJipec y4eHOrO0 B MOAPBIBE MOpauM Haluu. «BoitHax»
BOKpPYT Hay4yHOro Hacienus KuHcu He mpekpamiaercsd OO CUX IIop. Y
HETo Macca OOIMUuTelIel, OOBUHSIOIUX €r0 B CO3TaHUU MOpPHOrpaduu
U Jaxe B HeqoPHUINN, M He MeHbIIe 3aIlUTHUKOB, OITPOBEPTaIOIINX
OJHOCTOPOHHOCTh M JIOKb. B COBpeMeHHOM UCTOpUOTpadUU eCTh
aBTOPBI, KOTOPblE B MOCTMOJEPHUCTCKOM [yxe OOBICHSIOT ITOSBIEHUE
TpymoB KunHcu ero coOcTBeHHOI OMCEKCyaTbHOCTHIO, CKIOHHOCTHIO K
Ma30XU3My U UIUTEJIbHBIMU CEMEMHBIMU OTHOIIECHUAMHU «BTPOEMY,
YUYaCTHHUKOM KOTOPBIX ObLT OfMH u3 ero accucteHtoB K. Maptun (Cm.:
Margolis, 2004, p. 325). Kudciu OyKBaJbHO B30OpPBAJI IIyPUTAHCKYIO
AMepuky (M He TOJBKO) U CO3[aJT IIPEANOCBUIKU [JIsi CEKCYaJbHOU
pesomronu. Korga B 1952 rony Kuncu 06paTI/IJICH B KeM6pI/II[>1<CKHI?I
kojutemk CB. MargajeHsl ¢ Ipocb00i 0 IPeIOCTaBIeHUU eMy TOCTyIIa K
HeONyOJIMKOBAaHHBIM UacTSIM OHEeBHUKA [lemuica [JIa MCIIOIb30BAHUS UX
IUIT U3y4YEeHUs CEKCYaJbHOrO IIOBEAEHUsA JIIOAEH, TO IIOIYYMUII OTKas
(Hyam, 1990, p. 1). B Hamm gHU 5TO HEBO3MOKHO IpEeNCTAaBUTh.

Kuura «Human Sexual Response» VY. Macrepca u B. [[)xoHCOH
BBININA B 1966 Toxy. 9TO Tpyd IO aHATOMUHU U (PU3UOJIOTUH, U B 3TOM
KayeCcTBe M3BECTEH pAOOM HOBATOPCKUX IIOJOKEHUM, HAIIPUMEpP, O
CTA[UAX CEKCyaJIbHBIX peaKIui >KeHCKoro oprasma. Hac mHTepecyer
aCIIeKT ero COIMAJbHOTO W KyJIbTypHOTo BiausgHusa. Ha 6ase
MHOTOYHNCJIEHHBIX WHTEPBbI0O U HAOMIOOEeHUN OOpaTUBIINCH K TeMe
YKEHCKOTO Opra3Ma, aBTOpbI olrpoBepranmu Ppeiiga, cuuTasIIero, 4ro y
B3POCJIBIX JKEHIIUH BO BpeMsd KOUTyCa KIHUTOP HE HUTPaeT pOJINU.
HanpotuB, OHUM yTBep)KOalW, YTO B TeYeHHE MTHOBEHUM oprasMa
IIPOUCXOOUT CTUMYJIMpOBaHUE COOTBETCTBYIOIIEN 30HBI,
ClIeIOBaTeIbHO, «MAaCTypOarusi BBIpa)KaeT HCTUHHYI CYTh JKEHCKOM
cekcyanbHOCTH». OHU CUMTAIU IIebI0 ITOMOYb >KEHIIIMHAM [IOCTUYb
YIOBJIETBOPEHUA B TETEPOCEKCYAJIbHBIX OTHOIIEHUAX BKIIOUYEHUEM
MacTypbanyu B TIOOOBHBIN aKT:

«ITouemy HeHCKuli 0p2asm He paccmMampueancs ¢ MOUKU 3PeHUs
ycuneHuss ee Pomu KAK NOJ06020 hapmuepa U 6 pPenpooyKmueHOM
sHaueHuu? Kaxcemcs, umo momembvl, maby, perucUO3HbLE
npeonucanust He Mozym NOJTHOCMbI0 00BSICHUMb MY CUTY, C KOMOPOU
HEHCKULL Onblm 0peasma Ompuyancs Kaxk cyey6o gusuomoeuueckas
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peaxyus. C nosemeHuem PusuomIOUU 0pea3Ma HeHCKas 0cobb
NOTTYUUTIA B03MONCHOCMb, KOMOPYH Helb3si OMPUyamy — GIUIMb Ha
C6010 peakyurw Ha pasHblx cmaouax. Pacnpocmpanenue smoil
uHgopmayuu nos3gonsem napmuepy-MyiuuHe 6HeCMU 6KIAO 6 MO,
Umobvl ceKCyanbHble OMHOWEHUs 6 Opake ObLTU YCNEWHbIMU.
Hedooyenka ixeHwuHoli c60eco npasa Ha 0pea3m 6bimekaem U3
cmapodasHeti KoHuenyuu, 6yomo peakyus HeHWUHbl YCUTUEAeMCH,
eciu MY#UUHA nomyuaem Y0060JbCMEUE 60 6peMs Koumyca. Idmy
uoerw Haoo omoOpocumv, U pPeaKyus HeHWUHbl Moxcem Obimb C
ycnexom CMUMYTUPOSAHA, eCU NCUXOTo2UUecKUe OXUOAHUS 060ux
napmmepos HanpasieHvl Ha docmuxceHue opeazma» (Masters, Johnson,
1966, p. 138).

Yro xacaerca MyxuuH, Macrtepc u [[P)KOHCOH OTMETHMJIH, UTO
MHOTHE YYaCTHUKMU MCCIeHOBAHUA pasHesaId CTPaxXH, CBA3aHHBIE C
MacTypbamuer, HalpuMep, CTpax HpeKAeBPEMEHHOM ISIKYIALUU WU
IIOTEPU 3PEKLINN:

«dmu o Hble cMPAxu 6biMeKaau U3 OWUbOUHbIX npedcmasieHull
KyTbmypHoeo — xapakmepa, 6yomo uacmas U  U30blMOUHAA
macmypbayusi Mmoxem npueecmu K YMCMBEHHbIM 3A007Ie6AHUIM.
OO0Hako Hem HU 00H020 UCCTIE006AHUS, NOKA3bIEANW,e20, UMO 3HAUUM
uacmas u u36blMouHAs, PAGHO KAK He ONUCAHO HU O00HO20 CIIYuast
yMCmM6eHHOU 60/1e3HU, NPUUUHOT Komopoti oHa 6vina. IIpedpaccyoxu o
mesecHOM U YMCMGEHHOM 6pede om macmypbayuu npouHo
3akpenunucwv 6 Hawei Kymbmype» (Masters, Johnson, 1966, p. 201).

MO’KHO CIOPHUTH, TO JIX 9TU U APyTHe MOOOOHbIe KHUTH ITOPOIUIN
CEeKCYQJIbHYIO peBONIOIUI0 1960-70-Xx TomoB, TO JHU CcaMU ObLIH
IIOPOXKJIEHBI €10, HO OUYEBUIHO, UTO CEKCOJIOTHsA U (PU3NOIOTUA
IIpeIOCTaBIIN TEOPHUI0, BOCTPeOOBAHHYIO (PeMUHUCTKAMU.

b. Honcon Beimyctuina B 1970-x rogax psAx KHUT MHOTO XapaKTepa,
JeM CEKCOJIOTMYecKue HayuHble ucciaegoBaHusa Kuncu m Macrepca. Ee
acce, TIpuoOpeTIiiee 3HAYUTEIbHYIO IIOMYJSAPHOCTb, ITPU3BIBAIO
JKeHIITUH K CeKCyaJbHOMY pacKpeIoileHuio: «/{lo Tex mop, Ioka 4
IpUAeP/)KUBATACh POMAHTUUECKUX HOeaToB (MMeeTCs B BUAY CEMb JIET
O6paka - A.C.), s ObuUla CeKCyaJbHO ITOHaBie€Ha U 3KOHOMUYECKU
3aBucuMa» (Dodson, 1987, p. 15). [lo ee MHeHHI0, MacTypOaIusi — 3TO
OTHOBPEMEHHO IIOJUTUYECKU ¥ JUYHOCTHO OCBOOOKTAIOLIUI aKT,
IIpHeMIIEMBIN B CEKCYIbHBIX OTHOIIIEHHUSIX Pa3HOTO XapakTepa. B To xe
BpeMs OHa - IIPOTUBHHUIIA  TPAXUIMOHHOTO deMuUHU3MA,
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ITOATAIIKUBABIIIETO, II0 €€ MHEHHUI0, K IpeobIafaHuio JIeCOUMCKUX
cBsizeil. Kak BuguM, B COYMHEHWsX, IIOSBUBIIUXCS BO BpeMs
CEKCYaJIbHOI PEBOIOIMH, Ha IIEPBOM IIIaHE ObLIAa CEKCYaJIbHOCTb
KEHIIIUHBI. ITO 00BICHIETCS MOIbeMOM PeMUHU3Ma U aKTUBUSAIUEH
O0pBOBI 3a )KEHCKOe paBHOIIpaBue. [layke MUCKYCCUU O KIUTOPATbHOM U
BarMHAJIHHOM OprasMe WMeIU WAEOJOTUUECKUN U TOJUTUYECKUI
TTOATEKCT.

B TeueHMe ABYX MECATUIETUI MY’)KUUHBI IIOUTU He 3aTPATHUBAIHCH
B TaKUX gebarax:

«He 6vbimo nomumuueckoeo 3akasa, pPAagHozo MoOMY, UMO OKPYHAJO
debamul 0 KITUMOPATbHOM Opeasme, Umobbl MOMUSUPOEAMYb OBUNCEHUE
6 noddepxcky macmypbayuu. [nsg myxcuur 2opasoo 6omvbuie, uem Oms
HEeHWUH, macmypbayus npooomxana Hecmu Ha cebe epy3 06yX
muicsuenemuti. WYmoK U 08YX 6€KO6 GUHbL: HACMOAWUL MYHUUHA
umeem 0eno ¢ OeGywKAMu U He cmaHem 3aHUMAMbCS IMOU
emynocmoio» (Laqueur, 2004, p. 80).

«Peabunuranuio» MyXCKOoM Mactypbamuu Jlakép cBs3pIBAT C
OBIOKeHUueM reeB. M3-3a omacenusa 3abosers CIIM]II oma crana
KOJIZIEKTUBHOM WJIM MAapHOM IIPAKTUKOMN, aJbT€PHATUBHON IIPAMBIM
II0JIOBBIM CHOIIIEHUSM.
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THE SONG OF NIBELUNGEN BODIES AND HOW
THEY ARE DESCRIBED, IDEALISED AND
EROTICIZED. PART I. DER HELT WAS WOL
GEWAHSEN...

Elina A. Sarakaeva (a)

(a) Hainan State University. Haikou, China. Email: 2689 655 292[at]qq.com

Abstract

The discovery of the medieval heroic epic “Das Nibelungenlied”in the XIX century
Germany coincided with the search for new national mythology and symbols within
the movement of Romantic medievalism. The heroic epic got a country-wide
recognition asa great literary work that was supposed to serve as a source of German
values and to reflect the German national character. With this approach the characters
of the epic were re-constructed as embodiments of these German values, as ideals to
follow. The article analyses the iconography of these characters, the “nibelungs”: the
way they were visualized and depicted in fine arts and fiction and what ideological
concepts were ascribed to their bodies and appearances. The first part of the article
compares the descriptions of Nibelungen characters in the works of German authors
of XIX-XXI centuries and compares them to the descriptions in the original text of the
poem to see how cultural codes are constructed and interpreted through visualization
of human bodies.

Keywords
the nibelungenlied; heroic epic; nibelungs; description; body; appearance; medieval
literature; imagery
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IIECHD O TEJIAX HUBEJIYHI'OB 11 O TOM, KAK
X OIINCBIBAIOT, UAEAJIN3NPYIOT 1N
3POTU3UPYIOT. YACTH 1. XOPOIII COBOU BbLJI
BUTA3Db...

CapakaeBa JnuHa AnueBHa (a)

(a) XartHaHBCKMH IPOECCHOHATBHBIN KOJUIEMK 9KOHOMUKHY U Ou3Heca XaiKoy.
Xartikoy, Kurati. Email: 2689 655 292[at]qq.com

AHHOTaLUA

OTKpBITHE CpemHEeBEKOBOTO Trepomuyeckoro osmoca «[lecHp o ©HubemyHrax» B
lepmarnu XIX Beka COBIIAIIO C TTOMCKOM HOBOM HAIMOHATBHON MHUQOIOTHU U
CUMBOJIHUKM B [BIDKEHHHU POMAHTHYECKOTO MeAuBHanu3Ma. lepomueckuii srmoc
IIOJIyYMJI IIpM3HaHHEe B MaciuTabax BCell CTpaHbl KaK BeJIMKOe JHTepaTypHOe
IIpOM3BeIeHUE, KOTOPOe TOJKHO OBLIO CIIY)KUTh HCTOYHHKOM HEeMEI[KUX [IeHHOCTeH
U OTpakaTh HEMeI[KUI HaIlMOHAJIBHBIN Xapakrep. IIpu TakoM moaxose IepcoOHaKU
a1oca OBLTM OCMBICIEHBI KaK BOILTOIIEHUS STHX HeMEIKUX I[eHHOCTEeM, KaK Heallbl
I TOApaXKaHMA. B craTrbe aHATM3UpPyeTCs HKOHOrpadusa STUX IIepCOHAKEH,
«HUOGJIYHIOB»: TO, KaK HX H300pakald ¥ MHTEPIPETHPOBATM B H3SAIIHBIX
HCKYCCTBaX U XyJ0’KeCTBEHHOM JIMTEpaType, U KaKHUe HJe0JoTrHdYecKre KOHIENIIUNU
IIPOYUTBHIBAIINCh B HUX TeJaX M BHeNIHOCTH. I[lepBasg wacTh CTaTbM CpaBHUBAET
OIHCAHUs TIEPCOHAKENM 1leCHU B TPOM3BENEHUSIX HeMelKuX aBTopoB XIX-XXI
BEKOB M CpPaBHHUBAeT UX C ONHMCAHHUAIMH B OPUTHHAJIBHOM TEKCTE II03MBI, YTOOBI
yBHUAETb, KaK KyJIbTypHBIe KOIBI CTPOATCA M HHTEPIPETHUPYIOTCSI IIOCPeACTBOM
BU3yaIN3aI[UN YeJJOBeYeCKHUX TeJl.

KitroueBsnie ciioBa

“Tlecib 0 HuOeNyHrax’; TEePOUYECKUI 5II0C; HHUOENIYHIHU; OIMCAHUE; TeJo;
BHEIITHOCTb; CpeHEeBEKOBask IUTEPATYPa; OOPa3HBIN Pl

oRom

910 mpom3BegeHUe NOCTYIIHO 1o autleH3un Creative Commons «Attribution»
(«Atpubyiiusa») 4.0 BcemupHas
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The heroic epic “Das Nibelungenlied” (“The Lay of the Nibelungs”),
written presumably at the beginning of the XII century in the Middle
High German language, became a landmark literary work in XIX century
Germany, during the period of liberation wars against Napoleon’s troops.
Interest in the poem grew out of the literary and philosophical movement
of romanticism and contributed to the awakening of national self-
consciousness during foreign occupation.

Je UL i ki 2R

n«hh"l'd

nbelungzn
RELRZE

| AR EN T ET T

——

Fig. 1. Translations of the “Nibelungenlied” into the Chinese language.

Romantic medievalism was the trend of the period. Brothers August
and Friedrich Schlegel, Friedrich Schelling, Georg Hagel, Friedrich
Hoélderin and other philosophers and men of letters expressed a desire for
a new mythology, rooted in ancient times, a mythology that would not
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copy or reflect classical Greek and Roman antiquity, but would be genuine
and German. The discovery or rather re-discovery of the medieval heroic
epic “Das Nibelungenlied” seemed an answer to this cry. The epic was
recognized to be “a wonder of nature”, “a grand work of art” comparable
to Greek “Iliad”; the Schlegel brothers expected it to become “the
foundation of our poetry” (Ehrismann 2002, p. 220). The epic was
published and republished, sometimes mixed with Nordic sagas in an
attempt to reconstruct the true German antiquity. Within the movement
of Romantic medievalism “The Nibelungenlied” was considered a collected
creation that reflected the German national character.

In the course of the XIX century the Lied was loaded with a task of
teaching and popularizing true German values (“Nibelungen values”) and
be a foundation of a new German glory. The importance of the Lied was
emphasized by philologists, philosophers and educators (Sarakaeva 2019),
it made its way into public tribunes and school curriculum. Otto
Ehrismann points out that the epic “provided the German-speaking lands
with powerful stereotypes” that would be used through World Wars First
and Second (Ehrismann 2002, p. 221).

To these stereotypes clearly belonged the image of Siegfried the
dragon slayer, the image of Hagen who is simultaneously a treacherous
killer and a vassal of unbending loyalty, the concept of Nibelungentreu
(the loyalty of Nibelungs) with its image of determined and death-defying
warriors, the concept of invincibility, the dream of mystical Nibelungen
treasure, the worshiping of youth in all its positive aspects like strength
and beauty, the imagery of blond-haired German heroes and heroines, the
opposed images of barbarian shield-maidens and lowly people of inferior
races, the understanding of the quarrel between the fair German heroine
Kriemhild and wild Brunhild as an ever-lasting struggle between Culture/
Civilization and Nature etc.

The visual representation of these new notions and images
manifested itself in the works of German writers inspired by the epic.
Such literary adaptations were abundant in the course of XIX - the
beginning of XX centuries and almost every writer used descriptions of
their characters’ bodies and facial features as an artistic means of
character representation, as a way to show what kind of people they
were, who was good and who was bad.

To present Siegfried as an embodiment of true German masculinity -
this kind of task was consciously undertaken by the great composer
Richard Wagner, who not only created his Siegfried as a masculine ideal
for audience but also theorized upon it in his essays. Wagner, in his
“endless quest for manhood” (K6stenbaum 1993, p. 205) called for
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Germans to realize their own creative capacity, and the image of
superhero Siegfried that he created in his Ring-operas was setting the
example for contemporaries to follow. Siegfried was to be an icon of “the
most chaste beauty”, of perfect masculinity, the one desired by females
and followed by males. “For me he was the embodied masculine spirit of
the eternal and the solely productive instinct, the doer of true deeds” -
wrote the composer in his essay “A Message to my Friends” (Wagner
1983, 290).

Generalized images of all major characters of Nibelungen legend can
be found in the prose rendering of the “Lied” by Rudolf Herzog, a XIX
century secondary German writer. His visualization is so
characteristically standard and typical for the whole generation of
Nibelungen authors that I find it worthwhile to comment on some of his
descriptions. For though Herzog was certainly no match for the best of
“Nibelungen” authors Friedrich Hebbel and Paul Ernst, he definitely
epitomized the popular imagery in his work “Die Nibelungen”. We see
Siegfried, a young man as handsome as spring, inspiring love and
admiration in all who see him, in a truly Wagnerian sense:

“Golden hair flew around his head as if he had caught the sun in his
curls. Steel blue were his eyes and so happy and soft was their shine, so
glowingly and flashingly they could sparkle and blaze. His body was so
well-built that it delighted women to look at him, his arms were iron
and his thighs of untiring strength on the horseback” (Herzog, 1912, p.
17)!

This rather bombastic description has a usual set of a “German hero”:
blue glowing eyes, flowing golden hair, a muscular body etc. The author
pays heed to the female gaze that follows Siegfried with desire. Another
good male character can also boast blonde hair and shining blue eyes:
“Gieselher was almost yet a child, with blond locks and blue rapturous
eyes” (ibid. 39). The good heroine will naturally have these three essential
features too - blue shining eyes, long golden hair and fair body. The
author describes Kriemhild to be

“slim and fair, with blue shiny eyes. And when she lets her blond hair
run loose, it falls like a mantel of light sunny waves down to her slim
feet covering completely her beautiful body” (p. 46)

1 Translation from German is mine, E. Sarakaeva
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Now come the baddies and their faces naturally betray the flaws of
their characters. Thus, Gunther “was tall and well-built, but a haughty
arrogance lay on his features, and lust for power was in his eyes” (p. 39).
Hagen is “a lean and bony man with a dark black-bearded face. He had one
one eye that glistened sharply from under his bushy brows” (p. 40). Bad
characters, especially Hagen, are in a habit of shining, sparkling and
glowing with their eyes too, but they do it in a scary sinister way
accompanied by their scary sinister laughter.

All of this makes the reader’s task of moral evaluation of the conflict
pretty easy. The one with the dark hair is bad and is soon going to do
something terrible, while the the yellow-haired person is good and will
soon be made to suffer. Yet with all the banality of such symbolism the
author seems to be genuinely enraptured in his imagery. He needs to see
it all - their faces, their bodies and their clothes and returns to their
appearances again and again. This is how he draws the scene of the
queens’ quarrel:

“Gunther’s wife was clad in purple silks that matched so well her black
hair. Siegfried’s blond wife looked like bright morning in her light-blue

gown” (p. 89)

But even uglier than demonic Hagen is Herzog’s Etzel, king of
Hunns. He is

“a short, lean man with a yellow face, his body wrapped in an
inconspicuous buffalo skin”. His face is a “disgusting face of a Hun”,
that “can’t be compared with Siegfried’s spring-like beauty” (p. 26).

He says so himself:

‘T am small of height and disgusting, while the hero who was your
previous husband was more magnificent than any other man” (p. 127).

Here we have the typical representation of an unfriendly Stranger
with one of its basic features - strange and ugly appearance and clothes,
which, as S. Yakushenkov and O.Yakushenkova show, constitute the Triad
of the Stranger, together with wild and unruly sexual life and strange
gastronomy tastes (Yakushenkov & Yakushenkova, 2010). The other two
parts of the Triad can also be found in the text. In the chapter where the
King of Huns treat the Burgundian guests to a great feast the author
enumerates different delicacies that were put on the table, but then, as if

117


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
NS /’ From Literary to Cinematic Discourse

suddenly realizing that these dishes - meat, fish, poultry - are too usual to
be served in the land of the wild Huns, he adds that the Hunish warriors
“ate at the separate table and according to their own tradition” (p. 236). In
the above extract where King Etzel first meets Kriemhild, he is dressed for
some reason ‘in an inconspicuous buffalo skin”, though just a few
sentences above we learn that “never has Kriemhild seen such riches in
her life”, which corresponds to the actual phrase in the ancient heroic
epic. Yet, King Etzel, the owner of these riches, is dressed poorly in an
animal skin just because he is a barbarian, a Stranger. And being a lowly
barbarian Stranger, he cant believe that a beautiful woman of the superior
race has agreed to become his wife, him being the conqueror of the world,
the master of great treasures and all (Fritz Lang stresses the same attitude
in his famous film “Die NIbelungen. Kriemhild’s Revenge”: the ugly ruler
of the barbarian tribe is amazed that a proud German maiden agreed to
marry him and prostrates himself at her feet). His “disgusting yellow face
of a Hun” and short height are underlined again and again contrasting
with the main hero’s and heroine’s true Aryan beauty.

Wagnerian ideas “of coding the body with political and cultural
meanings” (Pursell, 2008) manifest themselves in many literary works of
the time, including dramatic adaptations of “The Nibelungenlied” that
were staged in German theaters one after another.

EmanuelGeibel in his play “Brunhild” uses very few descriptions of
countenance and for that employs trite and predictable adjectives. We
learn of Iceland maidens that they are “blonde and fair" or “white-armed
and fair” (Geibel 1879, p. 7), a youngster has “rosy lips” (p. 39), a male
warrior is of “manly beauty” (p. 36). More interesting is the appearance-
related reason that the title heroine gives to explain why she trusts
Hagen:

“Bleib, Hagen! Du bist treu; du tragst ja
Kein wallend Goldgelock und wuf3test nie
Von siifSer Rede” (Geibel ,1915, p. 68).

“Stay, Hagen ! Thou art true, thou wearest
No flowing golden locks, nor e ’er hast known
Of sweet discourse” (Geibel, 1879, p. 80).

Basically the heroine says that Hagen is trustworthy because he is
not handsome with a traditional golden-hair type beauty (the way
Siegfried is) and thus must be a man of his word. The heroine in her
despair generalizes bodily characteristics of the man who has betrayed
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her - Siegfried, and ascribes opposite character features to a person who
doesn’t look like Siegfried. It’s worth noting that nowhere in the play the
author describes Siegfried’s appearance; the fact that he has “flowing
golden locks” is supposed to be a known fact to all the readers/viewers.

The real hit of the time was the trilogy “Die Nibelungen” by the
prominent German playwright Friedrich Hebbel. His plays with all their
faults and merits are still considered to be the best dramatization of the
heroic epic. Hebbel’s reading of the Lied is not very politicized, he tries
psychological approach to the treatment of the characters, while his
attempts to deepen the meaning of the plot by depicting conflicts between
Christianity and Paganism remain surface-layered and artificial. Avoiding
Herzog’s blatant and childish descriptions of appearance Hebbel tried to
build these descriptions into the plot. He, too, feels the need to
characterize his heroes by their looks, but does it in a subtler way. When
Brunbhild first sets foot on Burgundy’s soil it suddenly turns out that she is
somehow colour-blind. Her homeland is more of the Otherland than real
geographical Iceland, and there were no colors in this strange place.
Brunhild can distinguish only red, blue, white and black colors, not
because she saw them in the nature but solely because her different body
parts have these colors:

“We know not blue unless we see blue eyes
And those we only have with ruddy hair
And milk-white faces!” (Hebbel, 1914, p. 213)

“....yet my hands
Have taught me white and raven is my hair” (p. 214)

Hebbel, too, juxtaposes the beauty of haughty black-haired Brunhild
and the traditional feminine fairness of Krumhild and through Siegfried’s
lips rejects the former in favour of the latter:

“That thou art living, smiling
I give thee thanks; and that thine eyes are blue.
I love not black” (p. 248)

Yet Kriemhild seems to be not so excited about what later would be

called “objectifying of women”. When Siegfried says that he loves her and
is thankful to her for her beauty she mildly reproaches him:
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“Thou only see’st God’s and nature’s gifts
In all that’s mine, but my own handiwork
The raiment that adorns me, thou see’st not
Not even the fair girdle that I wear” (p. 248)

Here she insists that her husband ought to pay more attention to the
clothes she wears than to her good looks. Strange opposition, a modern
reader might think, but Kriemhild means that by adorning herself with
jewels and beautiful clothes she willingly tries to please her husband’s
eye, while her bodily parts do not depend on her own will and can’t be
regarded as a token of her love for Siegfried. Then she generalizes that
male warriors do not pay attention to clothes and includes Hagen (who is
a father-figure for her at that stage of plot development) into the list:

“See thou just like my uncle Hagen

Who if one lays a garment by his bed

That one has made in secret will not heed
Unless perchance it is too tight” (pp. 247-248)

The question of garments will be mentioned in the last part of the
trilogy again, when Burgundians see King Etzel wearing the clothes of the
enemy he has slain.This makes Hagen burst into sardonic laughter and he
remarks that on the scale of villains he himself must not be listed too low
- he, at least, doesn’t wear dead Siegfried’s rags.

In the years preceding the outbreak of the First World War, the
praises to the heroic epic are sung in friendly chorus: “Nibelungenlied” is
to be looked upon as the quintessence of the German spirit and the
textbook of German values, namely: loyalty, desire for fame, honor,
strength, courage, and - most importantly - contempt for death. Siegfried,
this Nietzschean “blonde beast”, has become universally acknowledged
highest model of a Germanic hero.

During the Weimar Republic interpretations continue to evolve in
the same spirit. The Lied becomes the song of the German nation,
becomes a thread, linking together German national identity
disintegrating under the pressure of internal and external disasters.
German authors appeal to Siegfried to defend the country and breathe in
the heroic spirit into his descendants:

Held mit den blonden Haaren /Und mit dem schweren Schwert!

(Oh, hero with blond hair / And with the heavy sword)
- cries out poet Josef Weinheber (Weinheber, 1972, p. 311)
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Other poets, like Borries von Miinchhausen, appeal to Siegfried’s
murderer Hagen: he embodies resistance to the blows of fate, unbending
loyalty and the willingness to meet death face to face (Miinchhausen,
1959). The outstanding German author Bertoldt Breht makes fun
simultaneously of these appeals to imaginary archetypes of German
heroes and their presumed Nordic appearance in his poem “Siegfred had
red hair”:

Siegfried hatte ein rotes Haar / Und Hagen Tronje liebte ihn sehr;
(Siegfried had red hair / And Hagen Tronje was very much in love with
him) (Brecht, 1993, p. 492)

Here both the appearances of Nibelungen heroes and their relations
are twisted: Siegfried is red haired not blond, Hagen is in love with him
and kills him out of homosexual desire.

After the defeat in the Second World War the favourite Nibelungen
heroes undergo de-sacralization, the “Nibelungenlied” is subjected to
harsh and single-sided criticism. It is stigmatized as apology of German
militarism, it is criticized for what was previously praised. The characters
on the stage of German theaters are portrayed as odious militarists
obsessed with the spirit of murder and self-destruction - such are the
plays by Moritz Rinke, Heiner Miiller and many others. A critical
rethinking of the plot and its cultural function often translates into
burlesque: different authors expose the plot to ridicule, many of them
create satirical works of dubious artistic merit based on the poem (E.g.
Rideamus, 1989)

It’s interesting that modern adaptation of the heroic epic employs
the description of characters’ appearance and especially clothes too, but
with different artistic function. Now this sort of description is used for
belittling the characters, for exposing their vanity and pettiness.The
trilogy “Nibelungs” of modern German playwright Moritz Rinke gives a
good example:

“Groom: Noble lady, I have five hundred warriors with me, all seasoned
in battle, and all of them are dressed in the best Bavarian velvet, and
they have brought here gifts of jewelry to you! There they stand at the
gate!

Ute: What, everyone is wearing Bavarian velvet?

Kriemhild: Thank you, quite enough! And why, pray tell me, are these
five hundred people wearing Bavarian velvet?
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Ute: You are too fast in your judgments! Why aren’t you even trying to
find out the character of a person? Mind, virtue, they lie deep and come
out when you need them. Hagen, bring him back! He at least looks
good!

Kriemhild: Mom, that's enough for me. I have no desire to find out
what lies deep inside this person. Hagen, tell him that he is an
interesting individual in very beautiful velvet. I just don't want to have
anything to do with him.

Gernot (grabs one of the suitors from the crowd): Sister, look at this
one, he is all in diamonds and velvet! Do you know what is sewn on his
chest? And he is from the old Behlaren nobility!

Kriemhild: I do not want him, I do not! Hagen, to the rescue!

Hagen: Frankly, Gernot, I would not choose this one in her place either”
(Rinke, 2007, pp. 17-18)"

This many times repeated description of velvet-clad suitors makes
them look preposterous in the eyes of the viewers/readers and more
intelligent characters like Kriemhild and Hagen. Clothes cover up the
emptiness of the inner world, which is empathized, albeit too
straightforwardly, in the same episode:

“Kriemhild: Gentlemen, you look like ice pillars! Sorry, but do I really
have to spend my whole life like this? Why do I need these blocks of
ice ....Oh, my God, this velvet is everywhere ... Gentlemen, you are so
impressively dressed. But I would like you to have at least two thoughts
in your head!” (p. 19)

Further the author continues to use the image of clothes as a token
of pettiness. This time it is the clothes that the royal family wear that
come under the fire. When Siegfried comes to Worms he starts throwing
insults around. The quiet yet amazed dignity with which Burgundians
meet him leaves Siegfried not much space for mockery, so in order to
provoke a fight he pounces at their clothes:

“Siegfried: Are we going to get anywhere further? (He points his sword
at Ortwin) Why is there a female hat on this donkey?

Ortwin: I will kill him! (Rushes)

Hagen: (intercepts him) This is my nephew, noble Siegfried. Everyone
wears such hats in Burgundy. (to Ortwin) Freeze down!

Ortvin (viciously) It's a Roman hat, Dutchman!

Siegfried: So what? Are we going to discuss hats now?” (p. 25)

1 Translation from German is mine, E. Sarakaeva
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In the next remark Siegfried makes laugh at another character’s
trousers:

“Siegfried: Am I talking to you, Short Panties?” (p. 25)

Thus, the visual presentation of the epic’s characters in the last three
centuries made a long way from exaggeratedly “Germanic” idealized
bodies to de-idealization, even diminishment in the modern adaptations.
The nibelungs, especially Siegfried, the epitome of a Germanic hero, were
imagined strong, tall and blond-haired and were admired for that; they
are still seen as strong, tall and blond-haired and are ridiculed for that.

But these are adaptations, and they do speak much about about their
creators’ and their recipients’ cultural code. But what about the original
poem? Just how blond and tall was Siegfried? Did Hagen have only one
eye? Was Brunhild black-haired and Krimhild fair? How did the
anonymous author of the great poem actually see the physics of his
characters, what did he find important and what did he leave out?

I find it reasonable to first examine the context in which the epic
functioned, to see what was typical for the literary works of his time and
what was not, what was the tribute to the genre and what must be the
author’s own invention.

Early medieval works of fiction scarcely describe the appearances of
their characters. The Elder Edda, for instance,does not mention the colour
of heroines’ skin or hair. To a beautiful woman only the adjective “bright”
is applied. Thus, Gudrun is ‘bjarthaddat man,/dottur sina’ (“the bright-
haired maiden, [Grimhild’s] daughter”) and has ‘bjortum lo6fa’ (*hand so
bright”) (Bellows, 2011: Gripisspa, 33; Gudrunarkvida III, 8).

More detailed description of a character’s appearance can be found
in Heldenbuch (Hero Book) - the same collection of Medieval verses that
contains one of the chief manuscripts of the Nibelungenlied. In the poem
about King Ottnit’s bridal quest we find the following description of a
heroine’s appearance (English translation is done by Thomas Carlyle, a
remarkable British poet):

“Thr herz brann also schone
Recht als ein rot rubein
Gleich dem vollen mone
Gaben ihr duglein schein
Sich hett die maget reine
Mit Rosen wohl bekleid
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Und auch mit berlin kleine.....

....... Ihr farb und die war reine,

Liebliech we milch und blut.

Her durch jr zopffe reinen

Shein jr hals als der schnee”. (Heinzle, 1987, p. 109).

“Her heart burnt with anxiety as beautiful
Just as a red ruby

Like the full moon

Her pretty eyes gave sheen.

Herself had the maiden pure

Well adorned with roses

And also with small pearls....

........ Her colour it was pure

Lovely as milk and blood.

Out through her pure locks

Shone her neck like the snow.

Her hair was beautifully girt

With noble fine silk,

She let it flow down,

The lovely maidling.

She wore a crown with jewels

It was of gold so red” (Carlyle, 1882, pp. 20-23).

But this kind of description is more of an exception that the rule.
Numerous Medieval romances, chronicles and tales of fiction though
mention that their heroes and heroines are very beautiful, almost don’t
describe this beauty, just tell that one character’s beautiful appearance
makes the other character (and many other people around) fall in love.
Thus, we won’t find out how exactly the characters of such famous poems
as Wolfram von Eschenbach’s “Parzival”, Chrétien de Troyes’s “Erec” or
“Yvain”, Konrad von Wiirzburg’s “Partonopier” or anonymous poet’s “Sir
Gowthar” looked like.

Gradually people’s faces and figures are granted more and more
attention on pages of medieval European chronicles and works of fiction.
While George of Tours in his famous “History of Franks” gives scarcely
any description of appearance, the longest being about a concubine of one
of the Caroling princes who “....had her long and beautiful hair cut off and
fixed to a stake” (Gregory of Tours, 1995, p. 46), Einhard begins his “Life of
Charlemagne” with a more detailed description of the King’s face and
figure:
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“Charlemagne was strong and tough in body, and also tall. His head
was rounded at the top and his eyes were large and he had white hair,
which suited him. His face was open and good-natured. His neck was
rather short and thick, and he had something of a pot-belly, but the rest
of his body balanced out these features. His movements were all firm
and manly. His voice was loud...He enjoyed good health” (Einhard,
1995, p. 49).

This passage is followed by the most minute description of the king’s
clothes and shoes that he usually wore on different occasions.

This description reminds very much of the impressions that Italian
traveler Marco Polo had of Khubilay, the grandson of Genghis Khan:

“He looks like this: of good height, not too short and not too long, of
medium height; moderately fat and well built; his face is white and
blushing like a rose; his eyes are black, nice, and his nose is as good as
it should be" (Wolfe, 2014, p. 411).

These descriptions of ruling males create images of bodily strength
(though of a usual human, not super-human heroic type) and aptness for
power.

The heroine of Marie de France’s “Lanval’, a fairy from the
Otherworld, lures a knight with her beautiful feminine body and sets him
a challenge to test his feelings. In the end the hero is rewarded with lavish
gifts and “with physical possession of the idealized, beautiful body”
(Saunders, 2007, p. 41). The fairy enchantress is described in the following
terms:

“Mut ot le cors bien fait e gent;

Un cher mantel de blanc hermine,

Covert de purpre alexandrine,

Ot pur le chaut sur li geté;

Tut ot descovert le costé,

Le vis, le col e la peitrine;

Plus ert blanche que flur d’espine” (Marie de France, 1978, p. 100).

(Her body was well formed and handsome, and in order to protect

herself from the heat of the sun, she had cast about her a costly mantle of
white ermine covered withAlexandrian purple. Her side, though, was
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uncovered, as well as her face, neck and breast; she was whiter than the
hawthorn blossom) (Burgess & Busby, 1986, p. 74).

The anonymous Middle English poem “The Wedding of Sir Gawain
and Dame Ragnell” is an interesting case. The author mentions the
heroine’s beauty with a banal phrase “the fairest creature alive” but seems
to be mesmerized by ugliness. An ugly person is described with colourful
imagery:

“Her face was red, her nose snotid withalle,
Her mouithe wide, her teetheyallow overe alle,
Withe blerid eyengretter then a balle;

Her mouthewas not to lak;

Her teethe hing overe her lippes;

Her cheekis side as wemens hippes;

A luteshe bare upon her back.

Her neck long and therto great;

Her here cloteridon an hepe;

In the sholders she was a yard brode;
Hanging pappis to be an hors lode;

And like a barelle she was made” (Sands, 1966, pp. 231-45).

And a few stanzas below, as if the author can’t have enough of this
ugliness, he describes the character once more. Here, too, horrible hair,
disfigured body and awful monster-like face are lovingly depicted.

A century later European Medieval literature would offer quite
elaborate descriptions of appearance. More than 100 (sic!) lines of
Wernher de Gartenaere’s moralistic poem “Helmbrecht” deal with the
character’s appearance. The author describes his head, his hair, but
especially the clothes and cap that he wore. Then the plot moves to
Helmbrecht’s dialogue with his father only to return to appearance again.
Refusing to engage in farmer’s work the title character gives his good
looks as the sole reason:

“T’ll tell you father, it would not be fair

On my long, flowing, fine and golden hair,

And on my curls and my complexion too,

And on my clothes, so fitting and so new,

And on my cape, the garment that I love,

Embroidered all around with silken doves

Sewn on it by the ladies. Father, no,

Out to the fields I will no longer go!” (Wernher, 1995, p. 93)
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These were the leading trends of character description in the West
European literature of XI-XIV centuries: from simple assertion that
someone is fair, beautiful and wonderful to mentioning the white skin and
rich adornments of ladies and masculine powerful looks of rulers and
finally paying more and more attention to fashion and figures.

Against this background we can finally turn to the text of the heroic
epic “Das Nibelungenlied” and see what happens there - how the
characters are represented and described, what is mentioned and what is
omitted.

One of the most minute and full-length descriptions of characters’
appearance can be found in the 6thAventiure when Burgundians led by
Siegfried come to Iceland in search for queen Brunhild’s hand:

“Rehte in einer madfle den helden vil gemeit

von snéblanker varwe ir ros und ouch ir kleit
waren vil geliche, ir schilde wol getan:

die luhten von den handen den vil waetlichen man.
Ir setele wol gesteinet, ir viirbilege smal:

si riten herliche viir Priinhilde sal;

dar an so hiengen schellen von liehtem golde rot.
si kobmen zuo dem lande, als ef3 ir ellen in gebot,
Mit spern niuwe sliffen, mit swerten wol getan,
diu uf die sporen giengen den waetlichen man.

diu vuorten die vil kiienen scharph unde breit.

daf3 sach allef3 Priinhilt, diu vil hérliche meit.

Mit in kom do Dancwart und ouch Hagene:

wir heeren sagen meere, wie die degene

von rabenswarzer varwe truogen richiu kleit.

ir schilde waren niuwe, michel, guot unde breit.
Von India dem lande sach man si steine tragen,
die kos man an ir waete vil hérlichen wagen.” (Der Nibelunge liet,
1892, p. 134)

(The steeds and garments, too, of the lusty knights, of snow-white
hue, were right well matched and all alike; the bucklers, fashioned well,
gleamed in the hands of the stately men. In lordly wise they rode to
Brunhild’s hall, their saddles set with precious stones, with narrow
martingales, from which hung bells of bright and ruddy gold. So they
came to the land, as well befit their prowess, with newly sharpened
spears, with well-wrought swords, the which hung down to the spurs of
these stately men. The swords the bold men bore were sharp and broad.
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All this Brunhild, the high-born maid, espied. With the king came
Dankwart and Hagen, too. We have heard tales told of how the knights
wore costly raiment, raven black of hue. Fair were their bucklers, mickle,
good and broad. Jewels they wore from the land of India, the which
gleamed gloriously upon their weeds) (Schumway, 2002, pp. 72-73).

An attentive reader can single out in this extract a few features very
typical for the Lied’s narrative:

1. The body parts are not actually described in the extract: neither
height nor figures nor complexion nor colour of hair and eyes.
Instead the author depicts the characters with general lofty words
like “stately men”, “high-born maid”, “in lordly wise” etc.;

2. Of all the things that the characters have on or carry with them
weapons get most space, then come precious stones;

3. The characters are described as seen by somebody else - in this
episode the viewers are queen Brunhild and her maids;

4. Of the heroes’ clothes we learn that the two with the highest ranks
- King Gunther and Prince Siegfried - were clad in white garments
embroidered with jewels, the lower ranking men - Hagen and
Dankwart - were also dressed magnificently, in black clothes
embroidered with pearls. The parallel of their attire will later be the
sauce of misunderstanding, when the viewers will fail to recognize
the actual feudal relations between the newcomers.

5. The description of characters’ apperance is given not when they are
introduced for the first time, like in the majority of literary works,
but in the middle of the action, right before the important twist of
the plot - the subduing of Brunhild and her misinterpretation of
Siegfried’s role in the situation.

One more description of apperance - and I must say the author of the
Lied describes his characters very seldom - occurs in the same Aventiure.
When queen Brunhild asks her dames about the newcomers, one of them
replies by characterizing each of them one by one. The first two, who are
deemed to be the kings, are again described with general lofty words
about how lordly they are. Then the lady proceeds by describing the
brothers from Tronje:

“Der drite der gesellen der ist s6 gremlich

und doch mit scheenem libe, kiineginne rich,
von swinden sinen blicken, der er s6 vil getuot.
er ist in sinen sinnen ich waene grimme gemuot.
Der jungeste dar under der ist so lobelich:
magtlicher ziihte sihe ich den degen rich
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mit guotem gelaefle sO minnecliche stan.

wir mohtenf3 alle viirhten, hete im hie iemen iht getan.

Swie blide er phlege der ziihte und swie scheoene si sin lip,

er mohte wol erweinen vil weetlichiu wip,

swenne er begonde ziirnen. sin lip ist s gestalt,

er ist in allen tugenden ein degen kiiene unde balt” (Der Nibelunge liet,
1892, p. 135)

(The third of the fellowship is so fierce and yet withal so fair of body,
most noble queen. By the fierce glances he so oft doth cast, I ween he be
grim of thought and mood. The youngest among them is worshipful
indeed. I see the noble knight stand so charmingly, with courtly bearing,
in almost maiden modesty. We might all have cause for fear, had any done
him aught. However blithely he doth practice chivalry, and howso fair of
body he be, yet might he well make many a comely woman weep, should
he e’er grow angry) (The Nibelungenlied, 2002, p. 73).

Here to the features listed above we can add a new characteristics:
the personages are not only described as seen by someone else (the dames
of Iceland) but also from the viewer’s perspective. The female viewers
notice that both brothers have beautiful bodies, they find the youngest
man charming and worshipful, they compare him to a beautiful girl - yet
are aware that both brothers can be potentially dangerous and bring harm
to women by killing their husbands and beloved. The description is again
placed neither when these characters, Hagen and Dankwart, are first
mentioned (that would be the very first Aventiure) nor when they come
onto front stage to act or speak (that happens in the third Aventiure), but
somewhere midst the adventures, in the situation where violent clash is
about to begin.

The only description of appearance that gives an idea about the
actual physical appearance of a character happens closer to the end of the
poem, in the episode where Burgundians led by Hagen arrive to King
Etzel’s capital. The king’s subjects, the Hunns, run out to look at the
guests and are especially interested to see Hagen who has killed the
famous dragon slayer Siegfried. What they see is:

“Der helt was wol gewahsen, daf3 ist alwar,

grof3 was er zen briisten, gemischet was sin har

mit einer grisen varwe, diu bein warn im lanc,

eislich sin gesiune, er hete hérlichen ganc” (Der Nibelunge liet, 1892, p.
571).
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(The knight was fair of stature, that is full true; broad he was across
the breast; his hair was mixed with gray; his legs were long, and fierce his
glance; lordly gait he had) (Schumway, 2002, p. 200).

Here we can catch the one and only glimpse of actual physical
appearance: the hero has broad breast, long legs and greyish hair. But
again, the most important thing we learn here is that he was handsome
and dangerous, and again the perspective of the viewers determines what
exactly is described. Hagen is seen as a powerful warrior whose well built
body and menacing looks convey danger, this time to males, who might
want to challenge him.

But why him? Why then and there? Why Hagen’s apperance is
suddenly in the focus of attention at the end of the poem, just before all
hell will run loose?

The answer, I believe, is simple - exactly because all hell will run
loose!l suggest that the description of the characters’ appearance in
“Nibelungenlied” performs a special function: it anticipates the conflict,
marks the transition to confrontation, signals the beginning of active
actions. To prove it, we can analyze the episodes when these descriptions
of characters’ appearance occur in the poem.

The author does not describe Siegfried's appearance at the very
beginning of the story when his biography is set out and he is only
planing to come to Burgundy to win the hand of the princess. We learn
that he is dreaming of love and that the ladies of the court are very
willing to grant him that, but we don’t actually see him. We see Siegfried
through the eyes of the Burgundians when he has already arrived in
Worms and begins to threaten them and to provoke a fight. Together with
the Burgundians we evaluate his destructive potential and together with
them make a decision not to get involved in a fight with this super-
dangerous person.

We see four heroes from the Rhine (Siegfried, Hunter, Hagen and
Dunkwart) through the eyes of Icelandic women at the moment when
these men land on the shores of Iceland to conquer our queen. We pay
tribute to their masculine beauty and rich garments; we cannot
understand who they are to each other and which of them is the leader,
but we try to assess the degree of danger they pose. Together with the
Icelandic queen we decide to accept their challenge, but do not expect an
easy victory.

We see Hagen through the eyes of the Huns at the moment when he
comes fully armed to their capital, ready, without waiting for our attack,
to provoke a fight himself in order to play and die by his own rules. No
longer hoping for survival, he is willing to shed rivers of blood and to
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drag as many enemies as possible to the next world with him. And so we
see him terrible and beautiful at the same time. We look at him from the
side, appreciate how dangerous he is and make a decision to avoid
skirmishes with him as long as possible (this will happen literally in the
next Aventiure, when a whole detachment of armed Huns does not dare
to attack Hagen despite queen Krimhild’s generous promises).

Thus, the description of the appearance in the “Nibelungenlied”
serves not to answer the question “what was this person like” but to
indicate what they are going to do. The description of the appearance here
is a kind of reconnaissance in battle. It is not for nothing that there is
almost no description of females’ appearance, and where it occurs - for
example, at the scene of the first meeting of Brunhild and Kriemhild - it is
also a sort of reconnaissance in battle: the scene contains the allusion to
their future quarrel, which would later entail the demise of two states.
Appearance in the epic is not a mirror of the soul, as in a later literary
tradition. Appearance speaks of readiness for action, is a signal flag for
the viewer warning how much and against whom the character is ready
to turn his weapon. This function of the appearance description is
inherent, it seems to me, only to the “Nibelungenlied”, it is a unique,
peculiar distinguishing feature of the poem, a special handwriting of its
ingenious author.

(To be continued)
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The German epic Nibelungenlied (The Lay of Nibelungs) is a unique
work of European medieval literature. It can boast a long and elaborate
plot, rich imagery and unprecedented for its time psychological insights
into human nature, but that’s not what makes it unique. The real
uniqueness of the epic lies in its multidimensional character, in the
number of interpretative layers for the realities it depicts. It was
composed of stories originating from different epochs and so bears traces
of different beliefs and ideologies, intellectual and emotional climates.

Namely three layers can be singled out. The surface layer belongs to
the XII-XIII century when the epic was written, thus it reflects the
mindset of the High Middle Ages, the time of powerful Church, stable
states and courteous love. It is the level of politics and emotions,
operating at this level we can ask and answer questions of what the
characters felt towards each other, how they constructed their identities
and built alliances, what kind of etiquette they resorted to and what
desires were hidden behind the veil of this etiquette, and — the focal point
of any literary analysis — how the author viewed and represented human
soul.

Deeper under the surface is the layer of the story proper. The plot of
the Nibelungenlied is a masterful combination of historic epic songs of
the Germanic peoples: Burgundian songs of the war with Atilla’s Hunns
and the ruin of the First Burgundian kingdom, legends of the Frankish
kings’ marriages, rivalries, assassinations and revenge. This is where the
main parts of the Nibelungenlied story come from, including Siegfried’s
murder, the Horde of the Nibelungs, the heroes’ death in the hands of the
Hunns, Kriemhild’s revenge. Accordingly, most questions why the
characters did something or refused doing something should be addressed
here, the answers mainly lying either in the history of the Great
Migration or in the heroic values characteristic to that period.

Still deeper is the primeval layer of the myth. It is practically
invisible, a subtle undercurrent which mostly manifests itself through a
tint of absurd, when the personages act with no sense or logic, against
their own best interests. Needless to say, it only seems absurd for as long
as we fail to see the ancient religious beliefs motivating these actions.
And such manifestations always happen in the presence of either Sex or
Death, the common denominator of the two being the Underworld. So
whenever the characters of the epic marry, kill or die, we are bound to
look for the pagan and the mythological, otherwise our understanding
will be limited.

Some episodes of the Nibeleungenlied can be explained at one
interpretative level only and have little or no meaning at the two other
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levels. For instance, in Adventure 26 the Burgindians travelling to the land
of the Hunns see a knight asleep on the bare ground and recognize him as
Eckewart, their own compatriot, who, after Kriemhild’s marriage to Etzel,
followed her and served her in the foreign land. One would expect that it
was his queen Kriemhild who sent him to the border to see her brothers
coming. But Eckewart of the epic does not say a word about her, nor does
he mention any purpose for his journey at all, instead he wakes up and
laments having lost his sword, and he laments having lost Siegfried, then,
on finding the former, he advises the Nibelungs to have a rest in Margrave
Rudiger’s house and gladly takes it upon himself to tell Rudiger about the
guests” arrival (Das Nibelungenlied, 2006, pp. 226-227). This meaningless
conversation conceals more than it reveals. Why is Eckewart at the border
and not in Etzel’s capital, by his lady’s side? Why is it worth mentioning
that he is sleeping? At the literary level there are no answers to these
questions. But if we dive to the level of history, we’ll find out that in the
epic songs of the death of Burgundians which preceded the
Nibelungenlied, the one who planned the slaughter of the Burgundian
heroes was King Etzel, not his wife. The episode finds its explanation:
Krimhild tried to thwart her husband’s sinister plans and to save her
brothers, so she sent her vassal to warn them to not come. But the
messenger got so tired that he fell asleep at the border, and so the
Burgundians passed him without noticing and went further to face their
doom. This episode, thus, only gets significance at the historic level, while
remaining silly at the literary level and non-existent at the mythological
one.

Some other episodes can be interpreted at two levels, yet others — the
key scenes of the whole story — can be simultaneously seen at all the
three. One of these, as we have shown in a prior article (Sarakaeva, 2016,
p. 30), is the final conversation of two arch-enemies, Kriemhild and
Hagen. Knowing that the driving force for Kriemhild’s actions is her
unrelenting grief for Siegried and her desire to avenge his death, a
modern reader expects her to discuss her late husband with his murderer,
but contrary to these expectations she would only ask him about the
Horde. Why is she so concerned about money at this moment? Or is there
something else she implicitly strives for while explicitly demanding her
treasure back? This question can be answered at all the three levels. If we
interpret the epic in its given literary form, we can notice that Kriemhild
hates Hagen so profoundly that it is not enough for her to simply kill him,
she wants to win a moral victory over him, and so she tries to force him
to capitulate by giving her back what has been taken away. An
alternative, though not conflicting, literary interpretation would be
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focused on the subconscious eroticism in the relationship of the
characters, the love-hate impetus which makes Kriemhild plan Hagen’s
death and at the same time — look for his company. So when she finally
has him in her power, she starts demanding money for the sake of conflict
and conversation, because she cannot demand Siegfried’s resurrection,
and not making any demands at all would mean it is the time to kill the
prisoner and thus to finally part with him.

Analyzing the episode from the historic perspective, we have to
resort to the very same fact that explains Eckewart sleeping at the border:
historically, in the Burgundian and Frankish epic songs which first formed
the story of the Nibelungs, the heroes were trapped, imprisoned and
killed by the King of Hunns Etzel, and he was obviously motivated by
avarice only, not vengeance. So, on taking Gunther and Hagen prisoners,
the Hunn naturally asked them where their gold was hidden. Later, as the
legend evolved, Kriemhild replaced Etzel as the mastermind of the
massacre, but the story-tellers still remembered the captor’s request about
the treasure and the captives’ proud denial to answer. So, this detail
remains in the new text of the epic, though even the author does not
know how and why the Horde of the Nibelungs is so important for
Kriemhild as to discuss it in the moment when all the world is collapsing
round her.

Moving even further down the religious and intellectual history, we
can see the real significance of the Horde. The mythological mind of the
ancient Europeans treated it as the treasure of the dead, which comes
from the Netherworld, and can only be used in the Netherworld, while in
the world of the living it spreads chaos and distorts human hearts and
relations. By throwing it into the Rhine Hagen returned it to the
Netherworld where it belonged, and where the Burgundian hero wanted
to use it — and to share it with his kings — when it was their turn to die.
Accordingly, their sister and enemy Kriemhild could not let them keep the
treasure after their death, as she wanted to bereave them of the happy
eternity where they could still be rich, triumphant and able to strike back.
(For more detail on the Horde see (Sarakaeva, 2018, pp. 26-36).

Directly after Kriemhild makes her demand of the treasure, the new
act of the drama begins, and again the characters say and do things so
strange that it provokes a discussion among the Nibelungenlied scholars,
because it calls for explanations, but however one explains it, something
is still lacking.

In Adventure 39, the very end of the epic, the heroes’ death is
described. Kriemhild comes to see Hagen, already a prisoner, and again
inquires about the treasure, and this time, unlike before the battle, he does
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not simply refuse to give her the information - he says the treasure
belongs not only to him, but to the three Burgundian kings as well, two of
them have perished in the battle, but Gunther is still alive, and as long as
he lives Hagen is not free to give up the gold. After that Kriemhild has her
own brother beheaded and brings his head to show it to Hagen. This,
however, does not help her regain her Horde, because Hagen refuses her
point-blank. Unable to get hold of the treasure, Kriemheld at least takes
Hagen’s sword which used to belong to Siegfried, and kills the prisoner
with her own hands. Seeing this as a violation of human and social norms,
Etzel’s old warrior Hildebrandt kills her (Das Nibelungenlied, 2006, pp.
327-329).

The famous Nibelungenlied scholar ]J.D. Miiller thinks Hagen’s words
to Kriemhild permit two conclusions: “It remains open to debate whether
Hagen thus deliberately causes the death of his lord or demonstrates the
eternal triuwe bond one last time. The allegation that Hagen sacrifices the
life of his lord ...cannot be supported. ...This speech contains a sinister
insinuation but does not articulate it openly” (Miiller, 2007, pp. 127-128).
But apart from him no other researcher has voiced a doubt that Hagen
intentionally manipulated the queen into killing his own friend and feudal
lord. But why did he do it?

The evident answer would be that he wanted to keep the Horde, and
was afraid Gunther could give it up. Most scholars just do not comment
on why the need to keep the treasure overweighed Hagen’s concern for
his liege’s well-being. However, I. R. Campbell pays special attention to
this question, and comes to the conclusion less than flattering for the
Burgundian hero. He sees Hagen of Tronek as a man of passion who
followed his own agenda without caring much for his kings and their
kingdom - a description quite contrary to the text of the epic that
repeatedly characterizes Hagen as the “defender of the Nibelungs”, “shield
of the Nibelungs” and glorifies him as an epitome of loyalty. But Campbell
thinks Hagen betrayed his king, he ruined Gunther’s only chance to
survive with no other aim but to remain a winner in his long-lasting feud
with Krimhild (Campbell, 1996, pp. 32).

Lynn Thelen is even more critical of Hagen. In her article, somewhat
ironically named “Hagen’s Shields” she makes use of the hero’s epithet,
but tries to prove that Hagen, far from shielding other people from
danger, was constantly using them for self-protection. In her point of
view, he made Kriemhild kill the king for no better reason that to put one
more person between himself and death (Thelen, 1997, p. 401). Thus, she
portrays him as a coward, a traitor, and a fool — because it was quite
obvious this manipulation could give him minutes at best.
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Far-fetched as this theory might seem, it is not new, it was supported
by the medieval author of the so-called Manuscript C. (There exist three
main versions of the Nibelungenlied text, the canon text being Manuscript
B, with A following quite close, while C is full of later additions which
were meant to clarify the personages’ motifs or moral characteristics).
Evidently, the author of Manuscript C found the original text too
ambiguous and wanted to state directly who was right, and who was
wrong; he or she was strongly biased towards Kriemhild and against
Hagen. Accordingly, they comment on the analyzed episode: “Hagen
knew for sure that she will not let him live. He was afraid that, should she
kill him first, her brother will be allowed to return home unharmed. Has
there ever been a worse disloyalty?” (Hennig, 1977, p. 255). Just like the
modern critics, the author of Manuscript C blames the lord of Tronek of
treason, but does not care to explain what he could have gained with this
trick. It seems enough for them to say he betrayed his sovereign without
any need, just because he could, and was bad enough for that.

We do not subscribe to this point of view. More than that, we think
Gunther’s death was more than just a means to an end for Hagen, it was
no less important than keeping the secret of treasure. As we have once
shown in a previous work, King Gunther had absolutely no good ways
out of captivity, his choice being between the bad and even worse ones. If
he simply refused to give up the Horde, like Hagen did a few minutes
later, he would be killed; if he agreed to give it up he could be spared to
live with the shameful reputation of a monarch who had lost his whole
army but bought his own life, but most likely he would be killed anyway,
adding the shame of being fooled to the disgrace of cowering before the
enemy. For a medieval war-lord, whose social existence totally depended
on his fame and honor, death was definitely the best case-scenario. And so
Hagen helped his liege to die as soon, and with as much dignity as
possible (Sarakaeva, 2017, p. 55).

All this said, the episode is still far from clear, too many details still
ask for comments. How are the Burgundian heroes taken prisoners in the
first place? Both Gunther and Hagen, the later especially, are shown in
the epic as mighty warriors. Their military prowess keeps them through
many days of fighting, and no enemy is strong enough to even wound
them seriously, to say nothing of killing, and yet they both - the only two
among the whole Burgundian army - get taken alive. The very picture of
them being captured is fantastic: their rival, the famous Dietrich of Bern,
first fights with Hagen, and uses his enemy’s fatigue to tie and escort him
out of the hall, while Gunther is watching it and doing nothing, not even
trying to save his friend. We might think the king is too tired to stop

141


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
NS /’ From Literary to Cinematic Discourse

Dietrich, yet in a few minutes, when Dietrich returns to the hall, Gunther
also starts fighting with him and also ends in prison. So why does he not
help Hagen? And why does Dietrich even want to take them prisoners, if
his primary aim was to kill them as a revenge for the death of his own
friends-in-arms, the so called Amelungs? And how come that this noble
avenger brings rope with him when he is going to duel?

In Scandinavian retelling of this plot - Swedish Didricks Chronicle
and Norwegian Thidreks Saga, the king looks even more pathetic: he is
taken prisoner immediately after the battle starts, and all the time the
Burgundian knights are fighting with the Hunns he just sits waiting for
rescue (Didriks Chronicle, 1850, p. 126; Saga of Thidrek, 1998, p. 97). The
audience is left to guess how it is even possible to snatch a commander-
in-chief from under the nose of his troops.

Yet we would be mistaken to suppose that these sagas intentionally
denigrate the king's image. A Swedish classic of the Nibelungenlied
studies A. Heusler proved that in the initial form of the epic songs of the
Death of Burgunds Gunther was the main character of the plot and an
impeccable hero, but the songs already contained the episode of Gunther
and Hagen’s captivity, refusal to give up the Horde, and one of the
prisoners manipulating the enemy into killing the other (Heusler, 1920, p.
303). At this early stage of the legend formation this must have been
Gunther making the Hunns kill Hagen.

The same dynamics can be seen in the Elder Edda: Gunnar and
Hogni get captured (we do not know how and in what sequence), and the
king of Hunns Atli asks Gunnar to give away his treasure, Gunnar sets a
condition that he wants to see his brother’s heart first. Atli tries to
deceive him and shows him the heart of a lowly slave, but Gunnar
immediately understands the truth, because this heart is trembling while
the heart of a hero would stay calm in whatever pain it might be. So Atli
has no other option but to obey the prisoner’s wish, Hogni’s heart is cut
from his live body and brought to his brother. As soon as he sees it,
Gunnar refuses the enemy and gets thrown into a snake pit, where he
lulls venomous snakes by playing harp and waits for someone to help
him. But subsequently he grows too tired to play, and the snakes kill him
(Poetic Edda, 2004, pp. 368-369, 387-389).

Thus the variants of the story differ in details, like when and how the
personages were taken prisoners, and which of them demanded the
other’s execution, but they repeat the general scheme, according to which
they were fighting the common enemy, but were captured, kept and
questioned separately, and one of them manipulated the captors into
killing his friend and severing some part of his body, after that he was
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killed as well. The scheme once made us suggest in a research of Hagen'’s
image and origin, then in the initial form of the legend Hagen used to be
an ally and a sworn brother to the Burgundian king, not a vassal, and died
in another location, though in the hands of the same enemy. Then the
story would be as following: Atilla heard that the Burgundian king
Gunther had a great treasure of gold, and so he came to claim it, his
troops were innumerable, but Gunther refused to surrender. He sat
besieged in his capital of Worms and waited for his ally, the “Kaghan of
Tongeren” to come to his rescue. When Atilla learned of it, he wanted to
bereave Gunther of any hope, and so declared he had already conquered
Tongeren. Gunther then wanted to see his sworn brother’s heart, which
the Hunns did not have, and so they killed a slave and produced his heart.
But the heart trembled of fear, and the king was able to see through the
deception. So Atilla got furious, he went to Tongeren, seized and
destructed it, killed the Kaghan and tore the heart out of his chest, and
showed it to Gunther. The later still did not agree to surrender, but he lost
hope, and in some time both he and his kingdom perished in this war.

With the course of time and under the pressure of literary taste and
value system of the Germanic peoples the legend changed the setting,
Hagen was reinterpreted as a vassal and relative to king Gunther, the
battle and execution of the heroes were relocated to the land of the
Hunns, even later Atilla was substituted by the heroes’ own sister
Kriemhild as the antagonist of the piece, but the focal point of the story
remained intact: this was still the story of two friends who lost the same
battle, got imprisoned and separated, and one of who orchestrated
another’s painful, but honorable death (Sarakaeva, 2016, p. 73-77).

Though it is a bold assumption that can never be verified due to the
lack of textual sources, we still find it worth suggesting for two reasons.
First, it closely follows the real history of how the First Burgundian
kingdom on the Rhine and the Alan state in Tongeren, in present-day
Belgium, appeared, operated and collapsed. Secondly, it fills in some
lacunae in the Lay of the Death of the Nibelungs, most important of
which being the reason why one captive hero makes the enemies kill and
dismember the other.

So far, we have found significance of the final scenes of the
Nibelungenlied at both analyzed levels. Treating the epic as an isolated
work of art, we have concluded that the driving force behind Hagen’s
manipulation was loyalty. He did not sacrifice the king’s life for the sake
of his own pride, he sacrificed it for the king’s pride and honor - exactly
what a good vassal ought to do. Viewing the Nibelungenlied as the sum of
preceding stories and a final result of their merge and evolution, we have
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reconstructed a probable original version of the plot, in which the two
heroes died each in his own place, and so Gunther did not demand Hagen
to be killed, he only demanded to be shown the proof of his ally’s death.

Yet we cannot but feel there is something more to the story. To start
with, there is this strange captivity of the two heroes. All through the
final Adventure, their captor, Dietrich of Bern, keeps doing things quite
contrary to his own words and intentions. He entered the battle with the
expressed desire to revenge the death of his own Gothic troop, the
Amelungs. And still he starts the conversation with the Burgunds offering
them safety and protection in case they agree to surrender. Why does
Dietrich even make this offer? Taking them prisoners and then protecting
them from any harm and humiliation would hardly qualify as revenge. As
the Nibelungs proudly decline the offer, Dietrich has to start the fight, but
it turns out, he happens to have a rope on him, and he happens to see a
possibility to seize Hagen alive, and then returns to look for the same
possibility with Gunther. After that, this noble knight brings his prisoners
to their mortal enemy Kriemhild and leaves them in her hands with no
other security guarantees than the queen’s promise to not kill them. Once
again, we have to ask why. Dietrich cannot but know Kriemhild wants
nothing short of their death, and her word cannot be trusted. Nor does
the desperate queen have any power over the Gothic hero at this stage, so
had he wanted to kill Gunther and Hagen, or had he wanted to keep them
safe — he could do both himself, instead of handing them to her. And this
proves that whatever words, thoughts and emotions the text ascribes to
Dietrich, his real intention was to do exactly as he did - to capture the
Burgundian leaders alive and pass them to Kriemhild. But we still need to
face the question why.

Another thing that arrests attention is the quick succession of the
three murders in this episode: Hagen died minutes after Gunther, and as
soon as he died, his murderer Kriemhild was also killed by Hildebrand -
so immediately that it makes the reader understand Hildebrand was
present when Kriemhild was questioning and then killing Hagen, did
nothing to prevent the murder, but sprang to revenge it. Again — why?

No less disturbing is a very graphic description of these murders, the
abundance of corporal details in the episode. The victims are not just
killed — they are mutilated. Gunther gets beheaded, and his sister brings
his head to his friend holding it by the hair. Then she continues her
imminent bodily contact with the prisoners by killing Hagen with her
own hands, although she is surrounded by servants. Hildebrands strikes
her several times, and the author sadly depicts her crying and trembling
of fear, helplessly trying to escape the blows, and the old warrior
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following and repeatedly stabbing her. The result of this description is a
picture of extreme violence, very bodily in nature, and surpassing any
social boundaries.

The Elder Edda, though more laconic when it comes to feelings and
details, still preserves this stress on corporal violence in its presentation
of the according episode. Hogni’s chest is cut open, and the heart is torn
out if it and brought to Gunnar; Gunnar is tied and thrown into a pit full
of snakes, where finally a snake bites him (in another Eddic song Atli’s
mother bites his heart (Poetic Edda 2004, 362); Gudrun tries to protect her
brothers with a sword in her hands, and having failed, she kills her own
sons by Atli, cutting their throats and then taking out their hearts to fry
them for their father’s dinner; last of all she cuts sleeping Atli’s throat and
burns his palace (Poetic Edda, 2004, pp. 387-389, 390-393).

Whatever version of the story we take, the Death of the Nibelungs is
a mounting of brutalities, so vivid that it is easy to overlook a certain
design in them: first there comes a general battle, then the two heroes are
intentionally taken prisoners, one of them orchestrates the other’s murder
and mutilation, and gets killed too, which is followed by the last act of the
drama - the brothers’ murderer is also cruelly killed, all in quick
succession.

The only practice in history which corresponds to this design is a
human sacrifice.

We see mentions of human sacrifice among Germanic peoples in
written sources; Tacitus states, for example, that in Germanic tribes
“capital punishment, imprisonment, and even flogging are not inflicted
merely as punishment or on the leader’s orders, but in obedience to the
god whom they believe to preside over battle” — the god who the modern
historians think to be Odin (Freeman, 1995, p. 35). Much later Snorri
Sturluson routinely notes that this or that king sacrificed prisoners of war
to Odin (Sturluson, 1991).

Though the very occurrence of human sacrifice has long been an
issue of debate for historians for the lack of relevant and indisputable
archaeological finds, in the past decades more and more of these cases
have been revealed in Europe. And their character is very informative.
What makes these cases notable, what makes it possible to recognize the
remains as sacrificial victims is multiple traumas and manipulations of the
body parts. For instance, the so called Bog Bodies, human mummies
deposed in wetlands through Celtic and Germanic areas of Europe show
traces of torture or mutilations, like two persons found together in a bog
in Drenthe in Netherlands, holding each other in what seemed a romantic
embrace, and so initially believed to be spouses, but later proved to be two
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men, one of whom had his stomach sliced open. A man in Clonycavan,
Ireland, was disemboweled, had his nipples cut off, and was struck three
times on the head (Congail, 2017). In Uppland area, Sweden, there is a
large deposition of human and horse remains, where the majority of
human victims were young males with healed bone trauma, most likely
warriors, both humans and horses were killed by violence to the head
(Edholm, 2019, p. 265). Summing up the findings historian Ned Kelly
suggests that at least some of the Bog Bodies might have been kings
sacrificed for the well-being of their chiefdoms. He also thinks that
excessive violence per se is a sign of ritual killing (Duerr, 2016, p. 6). M.
Lovschal and M.K. Holst pay attention to yet another tendency in human
sacrifices in Northern Europe: the ritual killing of humans typical for the
early Iron Age later tends to be substituted by destruction of weapons
when the enemies’ swords were damaged and thrown into the water of
wetlands (Lovschal, 2018, p. 27-39).

We can easily see some important similarities between these sacrifice
practices and the Death of the Nibelungs described above. Victims were
either royalty or prisoners of war (or both), they were killed with
excessive violence, their heads or hearts were severed from the bodies,
they were placed into a low and wet pit, their swords were taken away in
a symbolic gesture. But these external similarities do not explain the inner
logic of the episode, like we have all the details at hand, but miss the
assembly point. If this episode in the epic really reflects the distant
memories of the Iron Age sacrifices, then why are the two Nibelungs
specifically chosen as victims? Why does Hagen orchestrate Gunther’s
death? Why does Hildebrand let the queen kill the prisoners, but kills her
immediately afterwards? And why - should the episode actually reflect
the religious rite — there is no sense of piety, any god figure is remarkably
absent from the scene or even from behind the scene, instead the setting
is prevailed by hatred and extreme violence.

An anthropological theory that directly links human sacrifice to
violence was articulated by the prominent French thinker Rene Girard in
his book “Violence and the Sacred”. The starting point of his hypothesis is
the fact, supported by ethnologists, that in primitive societies the main
menace for the personal and communal survival is intra-communal
violence. When there is no state to punish the guilty, the only mechanism
of dealing with crime is blood vengeance, but this is a far from perfect
tool, because any act of revenge causes new revenge, more and more
people are obliged to kill each other, and violence spreads across the
whole society making everyone enemies. Girard sees human sacrifice as a
coping strategy for the spread of violence, as it enables people to find a
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scapegoat, call him the guilty party and the root of violence, and kill him
giving vent to their own aggression, ire and grievances against each other.
This theory traces the origin of human sacrifice to social psychology, not
to the religious ideas, which makes the very presence of gods or spirits
optional for the rite, because first the killing was motivated by collective
desires, guilt and anger, and dedicating the victim to gods came as a kind
of afterthought.

For a person to be a suitable sacrificial victim he or she should
possess two main qualities. First, they must be properly distanced from
the community — not total strangers, but somehow distinct from the rest.
If they were strangers, they could not represent the community, if they
were regular members, their killing would constitute a murder, not
sacrifice, and thus would provoke a new round of blood vengeance,
instead of putting it to rest. So the victims of choice for the majority of
societies are war prisoners, beggars, criminals, outcasts of all kinds, and
kings — as the later unmistakably represent the whole of the people, and
yet never merge with them.

The second feature that makes victims sacrifice-able is guilt, they
must be guilty of crimes numerous and horrendous, so that their killing
could placate the universe. In different cultures these crimes can take a
form of breaking different taboos, but in general the scapegoat’s crimes
denominate the same public terror - violence within one’s family. So it all
can be reduced to incest with one’s female relatives and murdering one’s
male relatives. The male relative figure, the one whose death signaled the
starting point of violence, is most often a brother, or a substitute for a
brother: a sworn brother or a brother-in-law, hence the abundance of
myths where a hero Kkills his brother. No less notable is the fact that the
community often views the sacrificial victim as their own substitute
brother. The author cites the ritual practices of South American cannibals
of the Tupinamba tribe, in whose language the noun “tobajara” denotes an
enemy; a person eaten after having been sacrificed; and a brother-in-law.
If we believe, as R. Girard did, that the primary objective of a human
sacrifice was to free the community from mutual hatred by readdressing it
to someone disposable, then it is easier to understand the overkill of the
Bog Bodies: this was a sacrifice and a punishment at the same time, the
victim was treated as a worst kind of criminal, causing him pain was the
essence of the ritual.

The philosopher pays special attention to the king’s sacrifice, the
practice which modern ethnologists only witnessed in African
monarchies, but which is still traceable in other cultural contexts too. In
many African societies the enthronization of a new king includes him
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breaking all possible taboos - he marries a sister/mother/aunt, eats
ritually impure food like spiders or rats, takes blood bathes, uses magic
portions, commits violent acts. Girard does not believe — nor, he says,
most ethnologists believe — that these taboos are broken just for the sake
of demonstrating the exalted status of the king who is above any
conventional limitations. The idea that the king marries his sister to
preserve the purity of the royal blood seems to him as fantastic as the
thought that the king is sacrificed because he has grown old and weak.
Both ideas are but late rationalization of the fact that the king commits
crimes for no other reason than to become guilty and to embody
collective sin, and is sacrificed because that is what he was crowned for in
the first place. So the author names it a characteristic feature of monarchy
that a king’s power is given him by his future death for the sake of the
nation. However, the king is not merely a victim, he is at the same time
the main figure in his own sacrifice, the center of the ritual dynamics, he
sometimes commands the whole process, and the person who deals him a
final blow is later punished, expelled or even killed. This way the
community gets rid of violence embodied in both the king as the taboo
violator, and his Kkiller as a regicide (Girard, 1977).

Looking at the tragic finale of the Nibelungenlied from this
perspective, we can at last fill in the logical and emotional lacunae
enumerated above. The whole story of the Death of the Nibelungs is a
chronicle of intra-communal violence. Its precursor, Siegfried’s death at
the hands of his brothers-in-law, signals the beginning of the societal self-
destruction, and when the Burgunds come to the Hunns’ capital, to visit
Etzel, who replaced Siegfried in the role of their brother-in-law, the
violence starts growing exponentially. Gunther and Hagen cannot but be
seen as the people guilty of all this violence, as one of them is a king, he
symbolically represents Burgundy as a whole, and carries all her sins; the
other is responsible for practical implementation of the violence. To make
him even guiltier the story-teller has him killing Kriemhild’s little son
Ortlieb immediately before the battle. If they two have started the
violence, then their death — not an ordinary death in the battle, but a
ritual killing - is necessary to stop the cycle of violence, which explains
why Dietrich takes so much trouble to seize them alive, but loses any
interest in their survival right after.

But Kriemhild is no less guilty. The level of violence she directs
against her own clansmen is rising with each new decision: first she only
plans to kill Hagen, then she uses her son’s life to provoke a massacre,
then she orders warriors to attack her brothers with all their people, then
she personally presides over the beheading of her brother Gunther, and
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the violence reaches its climax in the final act when she kills Hagen (also
her half-brother in older versions of the plot, or at the very least a
substitute brother) with her own hands. And so the society has to sacrifice
her as well, dealing her multiple blows with Hildebrand’s hands.

In Elder Edda the Burgunds’ crime of intra-communal violence is
followed by a slight hint of incest: after Brunhild’s suicide her widower
Gunnar falls in love with her sister Oddrun, and though the sisters’
brother king Atli rejects his marriage proposal, Gunnar still secretly
meets her to make sex. But the Nibelungenlied excludes sex from the list
of broken taboos, and only limits the Nibelungs’ crimes to murder of the
relatives. But this theme is so important for the story that it literally
cannot stop repeating and multiplying these murders.

Within the guilt-and-sacrifice framework it is easier to see the ritual
logic of Hagen’s manipulation too. As Gunther’s subject he must send
Gunther to death so that the king’s sacrifice serves the good of their own
people, not the conquering Hunns. But he is more than just a subject, in
these scenes he practically is a king — both because of his role as the
Burgundian leader, and because of his place as a center of the sacrificial
dynamics. Just like an African monarch in the corresponding ceremony,
he commands the sacrifice, decides who does what, and is the crossing
point of the sacrificial violence - both the victim and the priest. In the
earlier epic songs and the Elder Edda, as we have already mentioned, it is
Gunther who dies the last and commands his friends’ murder, but the
Nibelingenlied reversed the positions, it does not make the king a
manipulator, instead it makes the manipulator a king-by-proxy.

Yet there is one more, and perhaps the most important, reason for
Hagen to demand Gunther’s death — the need to be guilty. Certainly, by
this time the Burgundian hero is far from innocent, he killed Siegfried
many years ago, and he killed Ortlieb a few days ago. But the logic of
sacrifice requires that the victim should be a fratricidal killer or else his
death cannot purify the community from the burden of fratricide. This
need is so prevalent that the same crime is ascribed to all the three
victims of this episode — Gunther, Hagen, and Kriemhild. What qualifies
them for a sacrifice is Cain’s sin. Why does Gunther have to die? Because
he has killed his brother Siegfried. Why does Hagen have to die? Because
he has killed his brother Gunther. Why does Kriemhild have to die?
Because she has killed her brothers Gunther and Hagen. The threefold
repetition of the plot twist reinforces the message: violence within one’s
clan brings more violence upon one’s head, killing within community
leads to total destruction, whoever murders their brother will end in a
snake pit.
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It is necessary to stress, though, that we do not consider the
Nibelungenlied a conscious portrayal of human sacrifice. The death of the
heroes in the text — and even in the broad historic context — has other
reasons, and we are far from treating these reasons as irrelevant, or as a
window dressing masking the pagan rituals. Our idea is that the ancient
religious practice of sacrificing kings and war prisoners, dating as long
ago as the early Iron Age, and possibly even longer, produced a significant
impression on the collective memories and values of the Germanic
peoples. By the Early Middle Ages when the first stories of the Nibelungs
appeared, to say nothing of the High Middle Ages, the time of the
Nibelingenlied creation, these practices were long forgotten, but their
influence could still be sensed. And so when a song of the Death of
Burgundians, a heroic epic by its original nature, told a story of how a
king fought and was killed, the collective imagination of the people
instinctively added such familiar components as fratricide, captivity,
overkill and dismembering of the prisoners, as well as destruction of their
swords. It also recombined the elements so as to enforce violence
prevention. The picture of severed heads and hearts are used here to instill
terror and thus to bring home the message that violence is easier to start,
than to finish; once started, it will unmistakably find its way home, to
one’s own country, family, and body.
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RE-VIEWING HOMO SOVIETICUS: THE
REPRESENTATION OF THE MALE BODY IN THE
FILMS OF KIRA MURATOVA'
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(b) Atrakhan State University. Astrakhan, Russia. Email: zenthaya[at]gmail.com

Abstract

One of the paradoxes of mainstream Soviet cinema was that it tended to ‘make a
spectacle’ of masculine physicality without (for the most part) drawing attention to it
in any explicit sense. The male hero’s body was mythologized in patriarchal structures
that imposed themselves as neutral. This paper examines the different ways in which
the director Kira Muratova challenges this cultural paradigm, by explicitly
foregrounding the male body, and destabilizing the male perspective. In this respect
Muratova’s films pose a challenge to the archetypal images of masculinity (and
femininity) prevalent not just in the Soviet Union, or in mainstream cinema, but in
many other places besides.

Keywords
mainstream Soviet cinema; Post-Soviet cinema; Kira Muratova; male body;
explicitness; masculinity; femininity
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AHHOTAITUA

OnuH U3 mapaloKCOB MEMHCTPUMHOTO COBETCKOTO KMHO 3aKJIIOUAJICSI B TOM, UTO OHO
MMeJI0 CKJIOHHOCTh «CO3[aBaTh 3peNHIlle «MACKyJIUHHON TeJeCHOCTH, He
npuBiekas (mo Gosbliieil YacTH) BHUMAHUS K HEM B OTKPOBEHHOM cMbIcie. Temo
reposi ObUI0  MHUQPOJOTHU3UPOBAHO B  MATPUAPXATBHBIX  CTPYKTypax, dYTO
BOCIIPUHUMAJIOCh, KaK eCTeCTBEHHOEe IIOJIOKeHUe Belleit. B mamHOI pabore
paccMaTpUBAIOTCI PA3MUYHbIE IIyTH, C IIOMOIIBI0 KOTOPBIX pekuccep Kupa
MyparoBa 6pocaeT BbI30B 3TOH KyJIbTYPHOM apagurMe, BbIABUTAs Ha IIEPBBII IIaH
foslee OTKPOBEHHOE MY’KCKOE TeJ0, TeM CaMbIM paspylias MY’KCKOM B3TJISA Ha
Berq. B 9rom orHomienuu ¢uiabMbl Kupsr MyparoBoit 6pocaioT BBISOB
apXeTUIINUYHBIM o0pa3aM MacCKyJIMHHOCTH (M (PeMUHUHHOCTH), PaCIIPOCTPaHEHHBIM
He TobKO B CoBerckoM Corose MM B MENMHCTPUMHOM KHHO, HO M BO MHOTHX
OPYTUX CTpaHax.

KnroueBnie citoBa
COBETCKOE KHHO; IIOCTCOBeTckoe KuHO; Kupa Myparosa; MyKCKoe Telo;
MAaCKYJIMHHOCTB; OTKPOBEHHOCTbh; (P MUHUHHOCTb; MY>KCKasg KapTHHA MHUpa

ElE
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(«Atpubyitua») 4.0 BcemupHaga

1 Pepaxiius sxypHasa BeIpakaeT 6iaarogapHocTs I'pamy Pobeprcy 3a mmpegocTaBieHue IIpaBa Ha
mepeBox U y6iankaiio craTbi Roberts, G. (2002) Re-Viewing Homo Sovieticus: The
representation of the male body in the films of Kira Muratova. New Cinemas Journal of
Contemporary Film, Volume 1, issue 2 [doi 10.1386_ncin.1.2.113] pp. 113-119. IlepeBox BbIIIOIHEH
C paspelleHUs KypHaia
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B cBoett kuure La Domination Masculine IIbep Bypasé yrBepskaaer,
UTO B CTOJIb MHOTHX Pa3JIWYHBIX KYJbTypaxX Ha IPOTSHKEHUU UCTOPUU
npeobyamana MMEHHO MY’)KCKasi KaptuHa Mmupa. Paktuuecku, Bypabe
YTBEPKOAET, UTO CTATYCHOCTH 3TOM HOPMBI CTOJIb OYEBHAHA, UTO JAXKE
He IIOABEpraeTcsd COMHEHUIO:

«Cuna MyxcKkoeo nopsaoka npocrerusaemcs 6 mMOM, Umo OH He
uyecmeyem... Heobx00uMocmby 000CHO8bIBAMD ce0si:
aHOpoyeHmpucmckoe  MupogosspeHue  Haes3vieaem  cebs KAk
HelmpanvHoe U He Hyxoaemcs 6 NpueieueHUU GHUMAHUA K cebe 6
Juckypcax, Komopwle HanpasieHvl Ha ezo secumumayuro. CoyuarvHvLil
nops00K PYyHKYUOHUPYem KaxK OOWUPHBLY CUMEOTUUECKUTI MEXAHUSM,
deticmeyowuti Ons OnpagoaHusi MYICK020 YKIaod, Ha KOMOpPoM OH
OCHOBAH: OH Oejtaem 3MoO 6 NOJI0BOM pa3deneHuu mpyoa (...), 8 Mom,
KaK cmpykmypuposano npocmpavcmeo (..) U 6 mMoM, Kak
cmpykmypuposaro epems» (Bourdieu, 1998, pp. 15-16)"

OmHuM w3 OOIIeCTB, TOe TaKOM IOpsOOK ObLI  0COGEHHO
pactpocrpaneH, 661 CoBerckuit Coro3. CCCP (paBHO Kak M Lapckas
Poccusi, koTOpyIo OH 3aMeHMII) ObLI apXeTUIHUYECKU MaTpPUapXaTbHbIM
rOCyZapCcTBOM, KOTOpOe TIIOCie HeIPOJOJLKUTENIbHOTO (QuupTa C
’KeHCKOM sMaHcumanuer B 1920-x rr, BoccTaHOBMJIO B 1930-X I'T cO Bceu
MCTUTEIBbHOCTBI0O «MY’KCKOIM Iopsnok Bypawe». B omHOM mH3 cambIx
IIpUMeYaTeNbHbIX IOJUTUYECKUX II0BOPOTOB XX B. BHOBb ObLIa
IIPOBO3IVIAIlIeHa BAKHOCTh Opaka (Kak B OUIIMATBHON KYJbTYype, TaK U
B CO3aHHUU «IBOPIIOB OpaKOCOUYETaHUSsI», IIOBCEMECTHO ITOSIBUBIITHXCS
BO BC€X COBETCKUX TrOpOfaxX), BMeCTe C CBATOCTHIO MAaTEPUHCTBA, B TO
BpeMsi KaK HOOUTBHCS pacTOp)KeHHUs Opaka CTajo TOpasfmo TpydHee, a
abopThl ObLTM OOBSIBIEHBI BHe 3aKOHA. [IpaBma, mapTus 3asBisIa, UTO
BepUT B IIPUHIIUII paBeHCTBA B cdepe 3aHATOCTH, U COBETCKUM
KEHIIIMHAM OBLIO CPaBHUTEJIBHO JIETKO TOCTHUUb BBICOT IIpodeccuil B
ompedeeHHBIX OTPAcsAxX (OOBIYHO B TeX 00JACTIX, KOTOPbIE CUUTAIHUCH
IOOXONAINMHU IS SKEHIIWHBI, «HAIIpUMep, IIpellofaBaHue WU
ompefeNeHHbIE OTpPACAM MeOULHUHBI). TeM He MeHee, OTCYTCTBUE
6e3omacHbBIX U 3P(PEKTUBHBIX CPEACTB KOHTPALIENIUU ITPUBOAMIO K
TOMY, YTO IJI1 MUJUIMOHOB COBETCKUX JKEHIIWH BBIOOD CBOOUICT K
JKEPTBOBAHUIO KapbepoM Ha ajTape MaTepUHCTBA WJIN K PUCKY A
300pOBbsl OT IIOAIIOJIBHOTO abopra (JIeraJIr30BaHHOTO ITIOBTOPHO IIpU
XpylieBe ©  CTaBIIETO CaMbIM  pacHpOCTPAaHEHHBIM  METOIOM
KOHTpALENIIIUU I HECKOJbKUX IIOKOJEHUN COBETCKUX JKEHIIUH).

1 II€peBOJ Ha aHIJI. 1 aKII€HThI aBTOpa CTaTbU
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JleticTBUTENHHO, OBLIO OJHOBPEMEHHO U 3aKOHOMEPHO, ¥ WPOHUUHO,
uro CTajauH, CTOABIIMMI y BJIACTH C cepeAuHbl 1920-X IT. IO cBoeM
cMeptu B 1953 romy, mO3UIIMOHUPOBAJICA KaK aOCONIOTHBIN IaTpuUapx,
«OTel] BCeX OTI[OBY.

IIpeBOCXOACTBO MY’KCKOTO TOpsAAKa M CBfI3aHHasd C HHUM
IIeHTpPaJIbHAsA POJIb MY)KCKOTO B3TJIsIIa OCOOEHHO SPKO HPOSIBUJIUCH B
COBeTCKOM KuHemarorpagde. Takoe TOCIIOACTBO HAIILIO OTpaKeHHE B
IIOJIOKUTEJIbHOM MY>KCKOM repoe, MUOJIOTU3UPOBAHHOM,
COOTBETCTBEHHO, KaK CHMBOJI IIpojeTapuara Kak Kkiacca. Ecim Tema
COBETCKHX >KEHIIIUH IIPUHAIJIEKATU K OOIIECTBEHHOM, a He K YaCTHOM
cdepe, TO TO)Ke caMoe OBLIO U C MYXCKHUMHU Teiamu. Ilepedpasupys
Jopy Mansu (Mulvey, 1989), MOXHO C YBEpeHHOCTHIO YTBEPKOATh, UTO
COBETCKMM KuHeMarorpag BOCOPOU3BOAMI B OOJbIIEH CTEIIeHU
MMaTPUAPXATBHBIM AUCKYPC MYIKCKOTO 0OecCO3HATeIbHOTO, TaK YTO
3puUTeNb ObLT BBHIHY)KAEH (HE3aBUCUMO OT II0JIa) HPUHATH MYYKCKYIO
TreTePOCEKCYaTIbHYI0 TOUYKY 3pEHHUsA, Byal€pUCTHUYECKH TIJIAAd Ha
IIaCCUBHBIX I'€POMHDb U HAPIIUCCUUYECKU — HA UX ITAPTHEPOB-MY>KUUH.

Haske Te ¢UIBMBI, YTO HaA CJIOBaX MPOIIATaHAUPOBAIN UJEI0
YKEHCKOT'0 OCBOOOKIeHMs, Kak «YamaeB» (BacuiabeB u Bacunbes, 1934), B
KOHEYHOM CYeTe, COOTBETCTBYIOT 3TOMY marrepHy. B 1930-1940-e rr., B
YAaCTHOCTU, COBETCKUI KHHeMaTorpad Jerko MOT COIepHUYATh C
TOJIJIMBYACKHAM II0 KOJIMYECTBY BEJIMKOJIEIIHBIX MYCKYJIMCTBIX MY KUMH-
repoeB, AEeMOHCTPUPYEMBIX MM Ha 3KpaHax. EMMHCTBEHHOe oTiINYue
COCTOUT B TOM, UYTO 3TU MY’>KUHHBI 0OBIYHO MapuInpoBaiu 1o KpacHoii
IUIOLIAAY, HaleBasd II€CHU, B KOTOPBIX KIIAJIMChH 3allUINATh CBOXO
pOOUHY «Kak HeBecTy»' (KaK, HaIpuMep, B COLPeaTHCTUUYECKOM
Mio3ukiae AsekcangpoBa «Lupk» 1936 T.), MJIM B TOJHBINA TOJOC
3asBJLTM O CBOeM Jiro00Bb K paboTe M coIMaIu3My, Boccemass Ha
TpakTope (Kak, HaripuMep, B « [pakTopucrax» IIpipbeBa, 1939 r.)

dakTHUUYeCKH, MY)KCKO€ TeJIO ITOJIUTHU3UPOBATIOCH B 3HAYUTEIbHOU
CTEIIEHM Ha COBETCKMX 3JKpaHaXx U BO BpeMsd OTHOCUTEIbHOU
XPYILEBCKOH «oTTermeaun» (1956-64 rr.). [epoit KiaccuuecKoro BOEHHOTO
¢unpma Bormapuyka «Cynpba yenoBeka» (1959), THIUYHBIN COBETCKUIA
TpakKHaHUH, wnu30eraer Ka3HU II0 TIpUKa3dy KOMEHAAHTa Jiareps
BOEHHOIUICHHBIX, I'[le €r0o JepyKaT, IPOM3Bedsd BIlEUATJIIEHUEM HAa HeMIa
cBOeM (pr3MUYeCKOM CUIION, ITO3BOJISIONIEH ITUTh AJIKOTOJIb, He IThsHesl.

MopanpHyl0 U, B KOHEYHOM CUeTe, HIEOJIOTUUECKYyI0 Iobemqy
COBETCKOTI'0 reposl HaJ €ero HallMCTCKUM IIPOTMBHMKOM, Ha3BaBIINUM €TI0

1  Peus uner o mocienuem Kymere «Ilecan o Pogune» (Mys. U. lynaeBckuii, ci. B. JleGenes-
Kywmau): «Ho cypoBo 6poBu MbI Hacynum, Ecau Bpar 3axouer Hac ciomarts, Kak HeBecty, Ponuny
MBI J1I00uM, BepexxeM, Kak JTaCKOBYIO MaTh» (IIPUM. IIEPEBOIUNKA)
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B UTOTe «XpaOphIM COJIIATOM», BEJIMKOJIEITHO ITOJYEepPKUBAET TOT (PaKT,
UTO, KOIJa, BBIIUB Ha TOJIOAHBIN JKEJIyJOK TpHU CTaKaHa BOOKM, Iepoi,
CIIOTBIKAsACh, OpeqieT B CBOM Oapak, OH HU pasy He ynaji. OueBUIHO, UTO
OIS COBETCKOTO MY)KUHHBI-TEPOSI CaMOKOHTPOJIb U (YU3NUYECKU
KOHTPOJIb TeJIa UAYT pyKa 00 PyKy.

I'eponueckre, HapUuCCUYECKHEe Teja 3TUX W MHOMECTBa APYTUX
COBETCKUX MY)KUMH YKa3bIBaJIU HE TOJIbKO HAa OTCYTCTBHE BHYTPEHHETO
TICUXOJIOTUYECKOTO KOH(QIMKTa, HO TaKXKe, UYTo OojJee BaKHO, Ha
IEeJIOCTHOCT, M HesplOnmeMocTth camoro CCCP. Kak 310 HH
IMapagoKCaIbHO, MEWHCTPUMHOE COBETCKO€ KHHO OBLIO CKJIOHHO
«CO37IaBaTh 3PENIUIIE «U3 MACKyJTUHHOI TeJIeCHOCTH, He puBjeKas (1o
OoJIbIIIEeN YaCTH) BHUMAHUS K Hell B OTKPOBEHHOM CMBICIIE.

Myxcxkoe TeJo BBIJBUTAJIOCH Ha IIepPBBIN I1aH U
MHUOJIOTU3UPOBAIOCH B IIAaTPUAPXANbHBIX CTPYKTypaxX, KOTOpHIe,
cornacHo Bypnné, HaBsaAsbBamu cebss Kak HerrtpainbHble. CTuB Hun B
OUCKYCCHHU O TeHIepHOM INOJUTHKe B3TI44a B [osmnBye oTMevaer:

3pumenvckuti 63210 6 MEUHCMPUMHOM KUHO 6€302060POUHO MYHCCKOU
(...). B mo 6pems Kak MelHCMPUMOBOe KUHO, 8 C0eM NPeOnoIoNeHUU 0
MYJCCKOU ~ HOpme, pakypce u  00uKe, MOxem  NOCMOSHHO
60CNPUHUMAMDb HEHUWUH U HEHCKUL 00pa3 Kak 00veKm Uccied08aHus,
OHO pedKo UCCTed08a0 MYHUUH U MYHCKOU 00pas 00UHAKOBO:
HEHWUHDL — 3MO npobrema, UCMOUHUK MPesozU, HAI3UUB020
uHmepeca, a MyxuuHvl — Hem. Tam, ede uccredylOmcs HeHUjUuHbL,
mecmupyromcst My#uuHvl. MackynuHHocmy, Kax udeasn, no KpaiHei
Mepe, UMNITUYUMHO uzsecmua. PeMUHUHHOCMY, HANPOMUS, SEIISTEMCS
maitinoti (Neale, 1993, p. 19).

Kupa MyparoBa, ubd Kapbepa HadajlaCch BCETO IIPUMEPHO 4Yepe3
IIATh JIeT IIocie BbIxoma ¢uiabma Bonmapuyka «Cympba ueroBekar,
CUHTAEeTCAd «OJHUM U3 CaMbIX CMEJBbIX COBPEMEHHBIX PEeXHUCCEpPOB,
cHUMarIUX (GuiabMbl B [moctcoBerckori| Poccuu» (Graffy, 2000, pp.
167-168).

OnHOI M3 IPUYHUH ee 0cO00H 3HAUMMOCTH SBJIIAETCS (PAKT, UYTO OHA
ObLTa OMHUM K3 IIEPBBIX POCCHUICKUX KHHEMAaTOrpaduCTOB, OPOCUBIINX
BBI30B TOMY CaMOMY MY’)KCKOMY IIOPSZKY, O KOTOPOM roBopwiIu Bypané
n Hun. Ona genaer 370, B IIepBYI0 Ouepenb, BBIABUTAS Ha IIEPBbIN IIJIaH
YMBILILIEHHO ¥ HEABYCMBICIEHHO IIPOOIIEMAaTUKY He TOJIBKO MY’KCKOTO
obpasa >KM3HHU, HO M MY’KCKOTO Tesla. B maHHOI cTaThe Mbl OCTAaHOBUMCS
Ha «Koporkux BcTpedax» (1967), «AcreHmueckoM cuHApoMe» (1990),
«YBieueHbsx» (1994 r.) u «Tpex ucropusx» (1996).
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Cama MypaToBa chIrpasia OOQHY M3 TIJIaBHBIX posell B «KopoTkmux
BCTpeydax», BMECTe C yKe M3BeCTHBIM IIeBIIOM M akTepoMm Bragumupom
BbICOLIKMM, CBITPABIIMM Haubojee OIM3KYI0 BEPCHUIO TOTO, UTO MOXXHO
ObLI0 OBI HAa3BATh 3TAJIOHOM COBETCKOM MAaCKyJIMHHOCTHU (a male pin-up).
B 1eHTpe KapTWHBI — JIOOOBHBIM TPEYTOJBHUK; IBE >KEHIIIUHBI,
Banentuna u Haps, mobat ogHOro MykumHy, Makcuma. IToT PpribMm
3HaMeHyeT c000I1 Havajllo KuWHeMaTorpaQUuyecKoy TeHIeHI[UN, B
KoTopolt MyparoBa BpIIBUTAET Ha IIEPBBIN IIJIaH MY>KCKOE TeJIO IJIS eTro
nemudgonorusanuu. KpaliHe Ba)KHO, YTO B XOJe BCEro 3TOTO HaM
IEeMOHCTPUPYIOT OTKPOBEHHO J>KEHCKHMIN B3IV Ha MY’KCKOe TeJIo.
IloBecTBOBaTeIbLHBIE dmeibexw, coaeprKaluecs B dunbMme,
n300paKalOT Ppa3IUUHbIe BCTPEYH, C OMOHOM CTOPOHBI, MEXKIY
MaxkcumoM u BamenTunom, u, ¢ apyrou, mexxany Makcumom u Haneri.
Kaxgprit urermi6sx — ato 160 peMUHUCHEHIN, JTU00 COH, U KaXKIbII
13 HUX, YTO HEMaJIOBa)KHO, IIPOIyCKaeTcs uepes3 >KEHCKOe CO3HaHUue —
nu6o Banentunsi, mu6o Hamexapr. Kak ciencrBue, B pasHble MOMEHTHI
3pUTeNb BBIHYXJEH IIepeHNMaTh KeHCKUI B3raaa Ha Makcuma. Kpome
Toro, MypaToBa  IleJleHalpaBIeHHON  OIIEPATOPCKOM  paboTou
HaBS3bIBAET 3PUTENIO TeHIEPHBIN B3TJIA.

Tak, Bo BpeMsa ojgHOro u3 BocloMuMHaHuMN Hagu, xamepa
IIepeHuMaeT He TOJIBKO €€ IICUXOJIOTMYEeCKyl0, HO U BHU3YyaJIbHYIO
IIePCIIEKTUBY (M 3aCTaBIIIET 3pUTENS [eJIaTh TO JKe caMoe), KOTJa OHa C
TOCKOM cMOTpUT Ha MakcuMa Ha BepaHme Kade, rme oHa paboraer.
Bynro uyBCTBYsl THETYIIIHM TPy3 ee (PeTHUIIN3UPYIOIIero B3Iisiaa (Miw,
BO3MOKHO, IIOHMMasi, HACKOJBKO THETYIIIMM MOXeT OBITh ero
coOCTBeHHBIN B3TJIsAN), Makcum ymoiser Hamio: «Hy u uto Th1 Ha MeHs
Tak cMOTpuUllb? Tl Ha MeHS He CMOTpU». AHAIOTUYHBIN 3PEPeKT
OOCTUTAETCs BO BpeMs OQHOTO M3 BOCIIOMUHAHUM BajeHTUHBI; Korpa
MakcuM KiIafeT CBOIO TOJIOBY Ha €€ KOJIEHHU, KaMepa COCpe0TaunBaeTCs
Ha ero Jimie, oOpaMJIeHHOM HOTaMu U pykamu Bamentunsl. Omeparop
IIpojooKaeT (QOKyCHpoBaTbCA HA ero JiMIe, IIoKa BajleHTwHa
Iepevyuciser ero ¢usuuveckue KadecTBa. B mpyroit mMoMeHT ¢@uibMa
Hanma mnmuoHuT 3a MakcMMOM M ero KojujleramMu, KOrja OHU CHUOAT Yy
KOCTpa.

B Takme MOMEHTBI B3IUIA 3pUTENS «(PEeMUHUIUPYETCI», IPUUEM
BIIBOIIHE, TIOCKOJIBKY MbI HaOnomaeM MakcuMa Kak depe3 >KEHCKOe
co3sHaHue (T.e. IaMsTh), TAK UX IVIa3aMMU.

C xonma 1980-x TromoB, CTOJKHYBLINCH CO 3HAaUUTEIbHBIMU
npobieMaMu B IIPOM3BOACTBe U BhIycke ¢uiabMoB («Koporkue
BCTpeun» ObLIM 3ampelieHbl g0 1988 r.), MypatoBa yckopser u
yCHUJIMBAeT 3TOT IIPOIecC, OOBEKTHUBUPYS MYIKCKOE TeJo, Iejias I3TO
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BpeMeHaMH KOMHYHO, a BpeMeHaMH TpeBokHO. OHa He TOJIBKO
BBIJBUTAET Ha IepegHUI IIJIaH 3TO TeJIO, Teleph OHa OYyKBAJIBHO
gecrabunusupyer ero. MaHepa, ¢ KOTOpoil oOHa cOpachIBaeT
HaKOIIMBIIIVIECS CJIOM COBETCKOM MAaCKYJHHHOCTH, IIOUTH >KeCTOKa, TaK
KaK OHa IIOKa3bIBaeT MY)KCKOE€ TeJI0 BO BCEM €ro MIOpaKIarollein
KaJIOCTD YSI3BIMOCTH.

Hawubosnee mociemoBaTeIbHO OHA [ejlaeT 3TO B «ACTEHUYECKOM
cuHAapoMe». IToT GMIbM, paboTa Hax KOTOPHIM IIpepbIBajlach OOJIbIIIe
BCErO, BBI3BAJ HAMOOJBIIHNI HHTEpeC y 3alaJHbIX CIIEI[HATHCTOB IIO
pycckoit Kynbrype. bap6apa Xenbar, HaIpuMep, Ha3Bajla €ro «JIyJIIUM
$UIBMOM Ha CETOTHSIIHUN MeHb 0 rmacHoctu» (Heldt, 1991, p. 168). OH
HauMHaeTCd KaK MOHOXpPOMHAas KapTHWHA, B I[eHTpe KOTOPOM >KeHIIMHA
o umMeHH Hartama, HCIBITBIBAIOIass HEBBIHOCHMYIO CKOpOb ITOCie
cMeptu MyKa. Bropas uacts ¢uiabMa (CHsATast y)Xe B I[BeTe) MOCBSIIleHA
My)XYnHe II0 nMeHH HuKoiay, cTpagarmlleMy OT «aCTeHHYECKOTO
CUHIPOMa», U3-32 KOTOPOT'O OH IOCTOSTHHO 3aChIIIaeT.

Ecau spurenp «KopoTkmx BcTpeu» OBLI IIPUIIAIIEH pa3geuTh
B3IV BameHTWHBI, MOKAa OHA HEKHO U B TO K€ BpeMs CMYII[eHHO
cMoTpuT Ha Maxkcuma, TO B 3TOM (UIbMEe MBI CMOTPUM Ha
IIpoucXofsAmiee TIwazamMu Hartammm, paccMarpuBalolieil  IbTHOTO
MYKYHHY, C KOTOPBIM OHa TOJIBKO UTO IT03HAKOMMUJIACH, CTOSIIIETO IIepes
Hell B IIOTHOM HaroTe (IepBBI NOMOOHBIM Ciydall B MCTOPHUU
COBETCKOTO KHHO). B IIpPOTHBOIMOJIOKHOCTH B3IVIAAaM BajleHTUHBI U
Hanwu, 3adpukcupoBanubiM Ha MakcuMme B «KopoTkux BcTpeuax», B3TIIAL
Harammu mosrHOCTBIO JUIIIEH 3pOTH3Ma M CEeHTHMEHTAJIbHOCTH. To ke
MO)KHO CKa3aTh U O IIPOXOMSIIEN coceiKe, KOTopas B y)Kace CMOTPHUT Ha
IIBTHOTO MY’KUHMHY, IIBITAIOIIErocs pasfaeTbcs B ABepsix Haramwu (B
oTIMuMe IMpuMepa, mokaszaHHoro B «CyapOe ueloBeKa», alKOTOJb SBHO
nMeeT cepbe3HbIN 3(¢PeKT Ha CIOCOOHOCTH 3TOTO0 KOHKPETHOTO
COBETCKOT'O MY’>KUMHBI OCTABAThCSI B BEPTUKAIBHOM IIOJIOKEHUH).

Bo BTopoi 1BeTHOI uacTu ¢uiabpMma, Huxosail oTmpasisfercs Ha
BEUEPHHKY ¥ MOMEHTAIBHO 3achIllaeT. B 9T0 BpeMs HAaM HEOKUIAHHO U
BHE3aITHO IIPEJCTAaBJISIOT, II0-BUAUMOMY, OECHPUUMHHYIO CEPUI0 U3
IATH (PPOHTAIBPHO OOHAKEHHBIX MY)KCKHX TeJl. [lepBoe, Kakercs, B
CTYOIHU Xy[JO)XKHUKA, a TpeTbe — B MacTepckoil. OcrajabHble TpU
IIOSIBJIAIOTCS BO Bce OoJiee CKyIHOM moMalHel oOcTaHOBKe. Bce, kpome
oxHOTO, cToAT. Cepus 3aBepIiaeTcss OOHA)KEHHOM >KeHIITMHOM, CTOSIIEH
Ha ¢oHe KpacHo-Oesoro ¢uiara, u (B OTJIUYHE OT JOOOTO U3 MYKUHUH),
IIPUKPBIBAIOIIIEN JIOOKOBYIO 00JIaCTh OOEMMU PyKaMu'.

1 Ora memouka 06pa3oB y MypaToBoi moguepKHBaeT B3aUMOCBA3h H300payKeHU MYKCKOH
TeJIECHOCTH C TeM, KaK OHa ITOKa3bIBaeT )KeHCKYIo TedecHocTh. CM. (Roberts, 1997).
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Bcs mociienoBaTeNbHOCTh AJIUTCA HPUMEPHO IIATHIECAT CEeKYHII.
Korpma xamepa 3amep)KUBaeTcsl B THETYIIe-CTAaTUUHOM CpeIHEIJIaHOBOM
MIOJIOKEHUHM  HaJ  OOHaKeHHBIMH, VSA3BUMBIMU  TeJlaMU  ITUX
AHOHUMHBIX, JIMIIEHHBIX MHAMBUIYAJIBHOCTU U YIPSIMO MOJYATHUBBIX
$Uryp, Mbl BBIHYK[I€HBI 33[1aThCsI BOIIPOCOM O COOCTBEHHOI ITO3UIIUU
3puTeNss, HAIlleM IIOIIyCTUTEJbCTBE IIpolieccy  00e3THYNBAHUA.
Haxownen, x xoHnty ¢rrpMa, korma Hukosrail, HakoHeIl, JIGKUT B oe3Je,
a ero TeJ0 HcUe3aeT B TOHHeJIe, PAaCKMHYTO€ Ha IOJy Ha MaHep
pacmsToro Xpucra, MY>KCKOe TeJI0 CTAaHOBUTCs MeTadopoil s obpasa
IOUICTOITMY HACTOSIIETO, a He YTOIIMYEeCKOTO BUAeHNs OyayIIIero.

B TO Bpemsa kak «ACT€HHYECKHMI CHUHIAPOM» IIOJNY4YMJ IIPU3HAHUE
KPUTHKOB, ee (UIbM «YBJIe€UeHbsI», HAa00OPOT, B OCHOBHOM BBI3BIBAI
HeJlOyMeHUe. YUHUThIBasg TeMaTHUKy 3TOTro ¢rubMa (MHUP JIOIIATHHBIX
CKauek), U IPAKTUUYECKU ITOJTHOE OTCYTCTBHE KaKOM-TUOO CIOYKETHOIM
JIMHUYU, TaKas peaklysa He YAUBUTEJIbHA.

[leticTBe pa3BOpauMBaeTCs Cpegud CagoB  OOJBHUIIBL, HAa
unnoapoMe u B 1upke. Cpegu repoeB PuiIbMa MeJCecTpa, IIOCTOSHHO
pacckasblBaIoIas HCTOPUH, ee CIyTHHIA, ITUPKOBas apTUCTKA, OfeTas
O0JIBIITYI0 YacTh (puibMa B OaJeTHYIO ITAaUKYy, a TAK)XXe TPeHEPhI U JKOKEH.
31ech CI0KHO He OTAATh JOJDKHOe 60TaToMy pa3HOOOpasuio oOpasoB U
CIleH, M3 KOTOpbIX cocTouT ¢uuabM. OpmHako, MUId HAIIUX Lesei
HeOOXOMMO OTMETUTh HAYaIbHYIO0 CIeHy (uiIbMa, H300pakaloIlyio
OJHOTO U3 >KOKeeB, HeJaBHO IIONABIIIEr0 B aBapui0 U Telepb
IIPUKOBAHHOTO K MHBAJIUAHOMY KpeCiIy, IPU 3TOM OOJIbIIIAsi UYacTh €To
Tela B rurce. MypaToBa mCIIonb3yeT o0pas 3aKpBITOCTH 3TOTO TeJla,
YTOOBI TOAUEPKHYTh QUCOATAHC CHIIBI MEKAY YKOKeeM, UCITBIThIBAIOIIIUM
auckoM@opTe U OOJIBIIINE CIOKHOCTU Ja)Ke IMPU IIOBOPOTE TOJOBBI, U
MepncecTpoii. OHa ImopxaeT HaJ HUM BBI3BIBAIOIIlE, PaCcCKa3bIBas C HEKUM
HaMeKOM MHCTOPHIO O >KeHIIUHe-XUpypre, OIepUpYIOIIeH IallieHTa-
MY>KUHHY, BAaBasCh B JETAJIHU O TOM, KaK JIOBKO OHa 3aIlIUJjIa €T0 TeJo.

B «YBneuenbdax» MyparoBa DeMOHCTpUPYET HaM KapTHHY IOYTU
IIOJIHOM MY>KCKOM HeMOIIIHM. DTO HOBOE€ HaIlpaBiieHHe 11 Hee. B cBoeMm
crenpyroiieM ¢uipMe «Tpu mcTOpuUH» OHA 3aXOOUT ellle maniblie. Kak
BUOHO W3 HasBaHWSA, QUIBM IIOCTPOEH KaK TPHJIOTHS, Kas3aloch OBl
HE3aBHCHUMBIX CIOKETOB, IIPOMCXOMOAINMX B PpPa3HBIX MecTax U
BOBJIEKAIOIIINX B ce0s pasHBIX NepcoHakeH. B mepBoM ¢rrpMe,
o3artaBiaeHHOM «KoteabHas Ne 6», MmyxunHa o umeHu KeHs youBaet
MOJIOOYI0 JKEHIIIMHY-COCEIKYy IIOCJIe CCOpbhl H3-3a KyCKa MblIa.
OpHouMeHHas repouHs BTOporo ¢uuibMa mopa HazBaHueM «Odennsa»
ObLIa ymouepeHa B OETCTBE, U HEHABUIUT JKEHIIUH, 0OpPEKAIOIIUX CBOE
IIOTOMCTBO Ha CHPOTCKYIO Cyan0y, oTKaspIBasch oT Hero. OHa yb6mBaer

160


http://code-industry.net/
http://code-industry.net/

Corpus Mundi. 2020. No 1 ( )
Ot IuTepaTypHOTO K KMHEMATOIPaPUIECKOMY TUCKYPCY 4%

O[IHY JKeHIIUHY, TaHI0, IIOCe TOro, KaK Ta OTJaeT CBOeTro pebeHKa Ha
YCBIHOBJIEHME, a 3aT€M BBICIEKUBAET IIOKWUIIYIO >KEHIIUHY, KOTOpad,
BO3MO)XKHO, ObLIa ee COOCTBEHHOII MaTepbio, U yOuBaeT ee Toxe. B
TpeTbel 4YacTH, O03arjJaBJIeHHOU «/leBouka M CMepTh», MajeHbKasd
IeBOUKa yOUBaeT CBOETro AeAYIIKY, IPUCMATPHUBAIOIIIETO 3a Hell, IIOKa ee
MaTh Ha paboTe, IMOCHINAs €My B BOOY KPBICUHBIM S,

KeHckue Tena 3aHMMAIOT BUIHOE MecTO B 3ToM ¢unbme. OmHako,
TO K€ MOXXHO CKa3aThb UM O MYJKCKUX TeJlaX, OCOOeHHO B TEPBOM U
IOCJIeHEN U3 3TUX «UCTOpUM». [lepBag comep:XKUT psAA IPOTUBOPEUYNI,
MHOTHE M3 KOTOPBIX BpalllalOTCAd BOKPYTI MYKCKOM TEJIECHOCTHU.
HecooTBeTcTBUE camMOlil KOTeIbHOU (eBa JIU IEPBOE, UTO IIPUXOAUT Ha
yM, KOT[Ia AyMaellb O 300I1apKe) yCUJIMBAeTcsi (QUTYpOH Koderapa,
MaJIEHBKOTO, IIpU3€eMUCTOTO [eHHanusa, KOTOPBIM BBIMIAOUT IIO-
BOCTOUHOMY, HOCUT (PYTOOJKY B CTHIIE P3aMO0’, TOBOPUT C CHIIBHBIM
YKPauHCKUM aKI[eHTOM U HTPOBOOUT OOJIbIIlIe BpeMeHHU, HeKIapUpys
HaIlMCAaHHbIE CTUXW, UYeM OOCIyKuBasi KoreJlbHyI0. HememocTs
CUTyallUU YCUJIUBAETCA, KOTJa IIPUMEPHO Uepe3 TPEeTh UCTOPUU HEKUU
JeJIOBEK BHE3aITHO BXOJIUT B KOTEJIbHYIO U3 APYTOM KOMHATHBI. IJTO, KaK
ob0bsacHseT [eHHaAMIT, OMUH U3 €r0 POACTBEHHUKOB, 33I0JDKABIIUI €My
OE€HBIM IIPOCTUTYT, II0 HMeHH BeHbIMHH, KOTOPBI JKHUBET B
IIPUMBIKAOIIEN K KOTeJIbHOM AYIIIeBOM U UCIIOIb3yeT ee KaK O0pIeb.

TosicTeIN, JBICBIV, MaHEPHBIM U [OBOJIBHO TPOTECKHBIN, OH
MeJIbKaeT BpeMeHaMH OAETHIM TOJIBKO B KOKaHble CTPUHTH, MJIMHHOE
ITATBTO ¥ JIAaBPOBBIe JHUCTbA Ha rosioBe. g ¢uiabMa, BBIIIEIIIETO
BCKOp€ IIOCJIe OTMEHBI CTApOr'0 COBETCKOTO 3aKOHA, 3allpellarollero
TOMOCEKCYATIU3M, BKJIIOUeHIIe He TOJIBKO OTKPOBEHHO
TOMOCEKCYaJIbHOI'0 IIepCcoOHaXKa (mycThb He3HAauHTeJIbHOTO u
KapUKaTypHOTO), HO U TOIEJIys MEKAY MYKUMHAMH, ObLIO BIIOJIHE
PEBOJIIOLIOHHO.

YUyBCTBO UeI0BEUECKOM OTUYKAEHHOCTU M U30JALMHU, CO3JaHHOE B
9TOUM U IIOCJIEeAYIOLIel MCTOPUSAX, OCOOEHHO CHIJIBHO B TPEThell UacTHU —
«JleBouka M cMepTb». B Hel Bcero pnBa IIEpCOHAKA, M IEWCTBUE
IIPaKTUYECKX OTPAHMYEHO OJHHM IIPOCTPAHCTBOM — BEpaHOOM AOMa
crapuka. M30as1us cTapyka yCUINBAETCS €r0 HEeMOABIKHOCTHIO (KakK U
JKOKEH B «YBileUeHBbAX», OH MApPAIN30BaH U NPUBA3aH K MHBAIUIHOU
KoJsicke). B koHIte ¢uiabma, Kak Obl MOJUEpPKUBAas €ro 3aTouyeHHe U
$U3MUEeCKyI0 HEMOIIb, MaJIeHbKasl IeBOUKA BBIXOIUT C BepaHbI B CaJl 3a
IOMOM, OCTaBUB CBOEr0 MEPTBOT'O OIIEKYHa HEOBIDKHBIM B Kpecie.
Korma onHa mcuesaeT w3 Kaapa, paJOCTHO HOIIPBITMBAsA, Mbl BUOUM
0e3’KM3HEHHOE TeJIO0 CTapUKa, PACKIHYBIIIETOCS B KpecJIe.

161


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
NS 11 W From Literary to Cinematic Discourse

Yro ckpeIBaeTcs 3a Bce Ooyiee TpPEBOKHBIM CTpeMIIEHHEM
MyparoBo#i kK gemugonorusanuu Mys>kckoro Ttena? Ee ¢uiabMmbl, 4TO
Tellepb NOJDKHO OBITh OYEBHUIHO, COIIPOTHBIIAIOTCS JIETKOM, KOHEUHO
MHTEepIpeTauu. TeM He MeHee, HEKOTOPbIe BBIBOJBI TOBOPSIT CAaMU 32
ce6s. EcTp, HampuMep, IONUTHUECKUH IIOATEKCT TOMY, KaK OHa Opocaer
BBI30B OJHOI U3 IEHTPAIbHBIX 3PUTETHCKUX CTPYKTYP MEHTHCTPUMHOTO
COBETCKOTO KHHemarorpada. [leMu@oIorusupoBarb MY)KCKOE TeJIO -—
3HAUUT HANACTh HA OMHY M3 UKOH KOMMYHHCTUYECKOU Biactu'. B
¢unbmax MypaToBOil TOTUTHYECKUII KOHTEKCT PEeOKO OTCYTCTBYET;
¢unpm «KopoTkme BcTpeum» ObLT 3ampelrieH 6ojiee ABAAIlaTH JIeT 3a
HaMeKd Ha KOPPYHIIMI0 Ha BBICOKOM YpOBHE, a B OTHON W3 CIEH
«ACTEHHYECKOTO CHHAPOMa» Mbl BHAUM CKJIAg U3 [IeCITKOB OIOCTOB
Jlenuna, coOpaHHBIX BMecCTe B KJacce, TaK KaK OHU y)Ke He SIBIISIOTCS
IIOJTUTUYECKU KOPPEKTHBIMU.

BHe coMHeHUs1, 3amIafHble yUeHbIe 3a IOCIeqHee MeCITUIeTHe YU
OKOJI0O TOTO HPHUCTPACTHIMCh HAXOAHUTh AHTHKOMMYHUCTHYECKHE
IIOATEKCTHI B paboTax CaMbIX Pas3HBIX XYHOO)KHHUKOB IIOCTCOBETCKOTO
npoctpaHcTBa. Ho, MokeT ObITH OBLIO OBI ITpaBUIIbHEE IIPEIIIONIO0KHUTD,
yTO sJuiIeHre MypaTOBOM POMAaHTHYECKOTO Opeosia MY’KCKOTO (ma u
KEHCKOTO0) TeJla SBJIAETCS YacThl0 IIOIBITKH HCCIeOBaTh INIYOOKHUM
COLMAJTBHBIM HeOyT, IIOPa3MBIIMII IIO3QHECOBETCKOe (M paHHee
IIOCTCOBETCKOE) o0mtecTBo’. KoHeuHo ke, mpm mpocMoTpe (PUIBMOB
MyparoBoit BcrtoMuHaeTcss KomMeHTapuil [HkoHa TopHXHUILIA O TOM, UTO
«[c umcuesHOBeHMEM KOMMYHHCTHUUECKHUX YCTAaHOBOK|, BepOSTHO,
HHKaKas [pyras IpyIilla COBpeMeHHBIX JIoel He ITepeXuiia B KoHIe XX
B. OOJIBIINHI KPU3HUC KOJUIEKTUBHON MIEHTUYHOCTH, YEM PYCCKHE
MykunuHbl» (Thornhill, 1997). Temecnas nuchyHKIHSA — U 0COOEHHO
MY)XCKOTO TejJa — TIIOMOTaeT CO3[4aTh OIyI[eHHe OTYYKIEeHUS,
HaMeKalolllee Ha INIyOOKO YKOpPeHHUBIIIeeCs YYBCTBO COI[HAIBHOTO
HeqyTa, HaJWuhe HPABCTBEHHOTO KpH3HUCAa B II03JHECOBETCKOM (U
paHHenocTcoBeTckoM) obiiectBe. OcoOEHHO OCTpO 3TO IlepemaeTcs B
«ACTEHHYECKOM CHUHAPOME», KOT[a TOJIIbI MOCKBUUEH 0e3pasIuduHO
mpoxoaar Mumo Hwukoias, CIisiero Ha IOy MOCKOBCKOI IIOI3€MKH.
Bonee toro, «o0Ha)keHHE» CTOJIb MHOTHX MYKCKHUX Tesl y MypaToBOi
BBITUDIAUT COBEPIIEHHO HEMOTHBUPOBAHHBIM (0OOHa)KEHHBIE Teja

1 Amnjxedt Baiina mokasan to e camoe B cBoeM ¢uinbMe Clowiek z marmuru/YenoBek 13 Mpamopa
1976 T., B KOTOPOM HCCIIEfyeTcs], KaK MEHHCTPIMHOE BU3yaJIbHOE HCKYCCTBO IIEPEILIeTaIoch C
MudorsopyecTBoM B KomMmyHuctrdeckoit [Toasure. Kak 1 Myparosa, Baiina ¢okycupyercs Ha
(U3HUUECKON yI3BUMOCTH CBOETO Iepos, UelI0BeKa, KOTOPBI CTAHOBUTCS TepoeM
COLIMAJIMCTUYIECKOTO TPY/Aa, IIOGHB PEKOPA II0 KUPIIMYHOM KiIaaKe (TeM caMbIM 3apaboTas cebe
MpPaMOPHYIO CTaTyIo), IIpeKe YeM BIIaJ B HeMIIOCTb mapTui. (Ilpum. aBTopa)

2 39ro0 TO, uTO 06BenUHSET MypartoBy ¢ ¢pororpadom Boprcom Muxaitmossim. Cm. (Mikhailov, 1999)
(ITpum. aBTOpA)
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MY)XYUH B «ACTEHUYECKOM CHHAPOME», IIPOCTUTYT U3 «Ipex
HCTOPUII», JaKe OTCYTCTByOINiT MakcuMm B «KopoTkux BcTpeuax»). B
9TOM OTHOIIEHWN OHU HATIOMUHAKT «JIUIITHUX JIOAeN» 3HAUUTEIbHOI
YacTU pycckom sureparypbl XIX B., BbIIeAINHNX H3-IIO[ IIepa TaKUX
aBTOpOB, Kak Ilymkwun, JlepmonTtos, Iorons, Typrenes, [JocToeBckuii,
O3BYUYMBAIOIIUX TIJyOOKHME OITaceHWs] O HAIMPABIEHUU, 110 KOTOPOMY
IBIKETCS pyCcCKOe 00IIecTBo.

Yro 61 HU pAenama MyparoBa, ee HEOPTOMOKCATIBHBIN ITOAXO,
HEeCOMHEHHO, Opocaet BBI30B apXeTUIIUYIeCKUM obpasam
MAaCKyJIUHHOCTU (M (EeMHHUHHOCTH), IPeoOJaJalollliM He TOJBKO B
CoserckoMm Corze miIu B MEWHCTPUMHOM KHHO, HO UM BO MHOTHUX
Opyrux cTpaHax. IlpencraBiss My’KCKoe TeJIO TaK, KaK OHa JejaeT —
ITACCUBHBIM, HEMOIIHBIM, O0€CIIOJIe3HbBIM UJIN OBEIeCTBIEHHBIM —
MypatoBa acconmupyeT MaCKyJIMHHOCTb C PSIfAOM KadecTB (IO
yTBep)KOeHu bBypawé), KoTopble caMble pasHOOOpasHbIE KYJIbTYPBI
MMeeT TEHIEHIIMIO CBSI3bIBATh C JKEHIIUHON, a UMEHHO: 3aMKHYTOCTb,
IOMAIITHOCTD, HE)XHOCTb, IIOKOPHOCTh, TEMHOTA, COH, CMEPTh, HAroTa U
6ananpHOCTS (Bourdieu, p. 17). B 3T0i1 cBI3M MOKHO CKa3aTh, UTO
MypartoBa BCTymmaeT B IOJIEMHUKY C TeHIEPHBIMHU CTE€PEOTHUIIAMH, UTO
HAIIOMHHAeT  BBICTaBKY, IIOCBSILLIEHHYIO  MY)XCKOM  ¢urype u
CEeKCyaJIbHOCTH, IIPOXOAWBINYI B IleHTpe MockBel B 1990 r., rpoe
pasIuUHBIe MOJIO[IbIE XY IOKHUKU-MY>KUUHBI IIpeICTaBIISLIN
coOcTBeHHbIE camp- IeppopMaHChHl MACKYJIUHHOCTH, CPeOU KOTOPBIX
ObLT U TOT, KTO M300paskas Mapuiua Moupo. (Costlow, Sandler, & Vow,
1993, p. 35). 1 Hao60poOT, Te jKEHCKUEe TIEPCOHAKH, UTO OeCIieIbHO OPOIIT
110 yJUIIaM, HPOSBIIIOT BepOaTbHYI0 M (U3HYECKYI arpecCUBHOCTD
mwiu (B cayuae ¢ Odenueri) yOuBaOT QaIHYECKUM OPYKUEM, BpPOIE
HO)Ka, — BCe OHU 3aHUMAIOT IIPOCTPAHCTBO, KOTOpoe Bypare oTHec 6bI K
TPAAUIIMOHHO MAaCKyJIMHHOMY. MOKHO, KOHEUHO, yTBEp)KAaTh, UTO
MyparoBa He OeKOHCTPyHUpPYyeT TeHAepHbIe CTEPEOTHIIb, a IPOCTO HUX
IIepeBOPAUHNBACT; MY)KCKOM B3IUIAJ IIOCTEIIEHHO OociabeBaeT, a yKeHCKas
MOJIeNIb CTAHOBATCs Bce Ooyiee arpecCUBHOM U OOBEKTUBUPYIOIIEIL.
MoskHO Jake yTBEp)KAaTh, UTO IpeBpallleHre IIABHOTO Teposi B CHMBOJI
UH-amna, «PeMUHU3aIUI» 3PUTEIIsi-MY)KUNHBI WU HeI0CpPeICTBeHHOe
obpallleHre K 3pUTENIO-KEHIIHe KaK K CyOBbeKTy, caMu IIo cebe He
00s13aTeIbHO BeyT K YCHJIEHUIO BJIACTU JKeHIIUH. YacTuyHo mpobiema,
II0 KpaiiHeill Mepe, C 3alagHOIN TOUKU 3PEeHUs, COCTOUT B TOM, YTO
MHOTHE POCCUNICKHE (PEMUHUCTKU KKyTCSI He 3aMHTEPECOBAHHBIMU B
IIOJIyYeHUN BJACTU 3a IIpefelaMUd YacTHOTO IIPOCTPAHCTBA [OMa
(Goscilo, 1993). Tem He MeHee, ObLTO ObI HeOIArOPa3yMHO KPUTUKOBATH
MypatoBy 3a m0060i1 OCTATOYHBIN OMOJOTMYECKUIT 3SCCEHITUATHU3M,
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KOT/1a OHa, 6e3yCI0OBHO, TAK MHOTO CHejaja [JIsi TOTO, UTOOBI ITOCTaBUTH
II0Jl COMHEHHE AOOMHWHUPYIOIIUN MYKCKOM IIOPANOK, KOTOPBIM TakK
IOJITO XapaKTepU30BaJl ee OOIIeCTBO M ero KMHOUCKyccTBO. Ha ¢done
BCEro IeCCMMM3Ma, MNapsdiiero B IHocTcoBeTckoM Poccum, oTkKas
MypatoBoii OT CEpPbE3HOTO BOCHPUATHUSA MY)KCKOTO TejJa IIOMCTHHE
IIpUMeYaTeJieH.

bnaromapHocTh
ABToOp 6arogapuT pemakiiuio xypHaina «Paragraph» 3a mosesnsie
3aMeuYaHus K IepBOHAYAIbHON BEPCHUU CTATBhU.
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THE ENIGMA OF GULCHATAI’S FACE OR THE
FACE OF THE OTHER
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Abstract

The article analyzes the problem of interpretation of the image of the Other through
their Body. In modern society, the problem of denoting the Other is extremely
important. Very often mass media resorts to the metonymy of the body for naming the
Other, for example, "the face of Caucasian nationality". This usage of the word ‘face’ as
a certain metaphor to describe the nationality depersonalize people. The usage of the
metonymic method of pars pro toto indicates archaic nature of the notions related to
the corporality of the Other. As an argument, the author quotes numerous examples of
images of mythological heroes whose otherness is expressed through hypertrophied
bodily parts, for instance a large face or a tremendous head. The article analyses the
popular Soviet movie "The White Sun of the Desert", because this movie demonstrates
in the best way the Soviet and post-Soviet pattern of Cultural Encounter. The
astonishing popularity of the movie in the USSR shows that the representation of a
face-to-face meeting with the Other that the movie offered was very close to the
Soviet viewer. The author argues that Russian society still faces the challenge of
rediscovering the dialogue of cultures instead of a monologue.

Keywords

the Other; face; body; movie "White Sun of the Desert”; image; Giilchatai; Cultural
Encounter
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3ATAJIKA TIOJIBYATAU WUJIA JINITIO APYTOr'O
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AHHOTAITUA

B crarbe aHammampyercsa IpobieMa HHTepIperanuu obpasa Uyxoro uepes ero
TeJIeCHOCTb. B coBpeMeHHOM o00IlecTBe KaK HeJIb3s OCTPO CTOUT IIpobiema
o6o3HaueHuss Uyxoro. Ouenp uacto CMU mpuberaror K TeJIecHON MeTOHUMUH,
HaIIpuMep, «JIMIIO KaBKAa3CKOM HAIlMOHAJIBbHOCTU». VICIIONB3ys CIOBO «JIHUI[0» KaK
Hekylo MeTadopy miIg OOO3HAaUeHHs €ero HAI[MOHAIBHOCTH, OHHM TeM CaMbIM
o6e3nnuuBarT ero. Kpome aroro ymorpe6ieHHe TaKOTO METOHHMHUUYECKOTO IIpueMa
pars pro toto IpUBOOUT HAC K apXaMUYHOCTH 3THUX IIpeICTaBIEHUM, CBI3aHHBIX C
TeJaecHOCThbI0 [Ipyroro. B kadecTBe apryMeHTa aBTOpP HPHMBOAUT MHOIOYHCIIEHHbIE
IIpUMepsl 00pa30B MU(POIOTHYECKUX F'epOeB, HHAKOBOCTh KOTOPBIX BBIpa)KEHA Uepes
OTHeJIbHbIe TUIepTpO(PUpOBaHHBIE YACTH, a MMEHHO — OOJbIIOe JHIO (TOJOBA).
OcHOBHOI aKIleHT B CTaThe CHeJIaH Ha aHalu3e KyJIbTOBOTO COBETCKOTO (PHUIbMa
«Benoe conHIe MycTHIHU», TaK KaK II0 MHEHUIO aBTOpa 3TOT (PMIbM HAWTYUIIUM
00pasoM IeMOHCTPUPYET COBETCKYIO, Ja U IIOCTCOBETCKYIO KYJBTypPHYIO ITapagUTMa,
ONHCBIBAIOIIYI0 MoJenb BcTpeun ¢ [Hpyrum. OrpomHas HONYJISIpPHOCTh (PUIbMa
ITIOKa3bIBaeT, UTO 3Ta MOJENb BCTpeur ¢ UyXMM oOKasanach IOHATHA M OIM3Ka
COBETCKOMY 3PUTeJIO.

ITo mHEeHUIO aBTOPOB, 1 OO CHUX IIOp II€pEN pOCCHﬂCKHM 06IIICCTBOM CTOMUT BaKHad
3agada II0-HOBOMY OCO3HaTh 3HAYMMOCTDb gurajiora KyJbTYyD, N CKIIIOYHUB
MOHOJIOTUYHOCTD.

KitroueBsnie ciioBa

Hpyroi1; Yyskoit; 1UI10; TEJIO0; o6pa3; «besoe comHIle mycThIHU»; [TosIbUaTall; BCTpeda
IIUBUJIN3AITUI

ElE

910 mpomnsBeeHNe NOCTYIIHO ITo auieHsun Creative Commons «Attribution»
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INTRODUCTION: THE OTHER WITH A HUMANE FACE

From childhood, we learn that the Other is a one who has a different
body, not like ours, his body is strange to us. His (her) bodily otherness
turns into a marker, allowing us to identify the Other or the Alien.
Regular cultural patterns through a variety of means teach us to navigate
in the “alien” bodies, to find friends and strangers among them. Both
official propaganda and popular culture (which is not one step behind the
propaganda) are at work here, imposing the images of an Alien on us.

Tales and myths play a huge role in understanding physicality, it is
from them that we first learn how the bodies of the Other or the Alien
differ from ours. Fairy-tale characters illustrate that perfectly, it’s enough
to mention such characters of Russian folklore as Baba Yaga and Koschey
the Immortal - the bodies of both are grotesque. Baba Yaga has a bony
leg, her huge nose sticks into the ceiling of her hut'. In other words, she
lacks something (bony leg), but her nose is an excess. Sometimes the
description of her image includes some remarks on her buttocks and
genitals® (Johns, p. 146). Her other feature is that she can fly through the
air in a mortar ruling with a broom.

In the images of fairy-tale characters, we find what distinguishes us
from them. The positive heroes are powerful, but their bodies are
commensurate with ours, unlike the bodies of the giants, who are fought
by the brave tailors, heroes lacking in size but winning in intelligence. The
hero who fights on our side is no different from us.

But the children’s literature of the Soviet period somehow breaks the
paradigm. One of the most favourite characters of this literature is Uncle
Stiopa the Giant’. The hero is a kind giant or rather a very tall young man.
Uncle Stiopa, presented in the poem as if seen from some distance, always
comes to the rescue, especially to kids, he is a model of good behavior. He
dreams to be a sailor, and after his service in the Navy he becomes a
policeman’. He prefers to remain in the shadows, shy of his appearance.
In the case of the fairy-tale giant, we observe a different situation - their
enormous size is supported by their excessive vanity, arrogance of their
strength.

1 Her enormous nose is quite functional though. She can smell the hero without seeing him (“foo-
whoo! It smells of the Russian scent!”)

2 This description of buttocks and genitalia («wiry buttocks, soaped vagina»), considering the old age
of the witch is not erotic and serves to underline her grotesqueness. But Baba Yaga is not always
deprived of fertility, there are fairy-tales in which small kids suck at her giant breasts (Johns, p.
158). Such texts though are more exception than the rule. Sometimes Baba Yaga steals other
people’s children (like in a fairy-tale «Geese-Swans»)

3 Uncle Stiopa — is a hero of children poems by Sergey Mikhalkov. The image first appeared in 1935.

4 He becomes a policeman in a poem published in 1954.
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In traditional culture, a positive hero often has miniature physicality
— just remember Cinderella, who has the smallest foot in the kingdom.
With all her positive qualities, Cinderella is a typical character with the
features of the Other. She is an orphan, forced to serve her half-sisters and
her stepmother. Cinderella looks dirty (that's why she is called Cinderella
(Italian Cenerentola; French Cendrillon; German Aschenputtel, i.e. covered
with ashes), but her soul is clean. There is a whole set of such miniature
characters in fairy-tales, it’s enough to mention Tom Thumb and his
female counterpart Thumbelina, etc.

The appearance of the negative character is always grotesque. There
is no harmony in it; it is most often asymmetric or destructive. The
destructive appearance of the Other destroys the familiar image, and a
meeting with him “face to face” does not bode well for us, since it hints at
the otherness and possibility that the being may be from ‘another world’.

But the destructive Other can be from this world. Here too the
meeting with them, according to many, does not bode well, since the
Other in this case is a kind of marginal creature (social, mental, ethnic,
etc.). That is exactly what F. Nietzsche wrote about in his famous work
“Thus Spoke Zarathustra” In the second part, in the chapter “On the
Atonement”, F. Nietzsche describes the meeting of Zarathustra with
cripples: «I see and have seen worse, and some of it so hideous that I do
not want to speak of everything, and of a few things I do not even want to
remain silent; namely human beings who were missing everything except
the one thing they have too much of — human beings who are nothing
more than one big eye, or one big maw or one big belly or some other big
thing — inverse cripples I call such types» (Nietzsche, p. 109).

The Other does not accidentally appear in the story, they suddenly
turn out to be a symbolic figure: not a separate personality, but a certain
combination of personalities. The appearance of cripples on the path of
Zarathustra is just a metaphor, which is why he calls them “inverse
cripples”. For Nietzsche, such a person is just a radical Other who is
missing everything except “one thing” that they have “too much of”".

Society does its best to teach us from childhood to recognize the
Other. Soviet and then post-Soviet society is no exception. The Soviet
state created a “new historical community” — the Soviet people, based on
Russian culture and mainly the Russian ethnic group. Ignoring other
cultures and other ethnic groups led to the fact that the most diverse
ethnic groups began to fall into the list of Others. The main “watershed”

1 That’s why Derrida calls his analysis of Nietzsche “Otobiography”, i.e. a biography of the ear,
hinting at the symbolic redundancy of one organ in the Other - this is the “Ear of the Other", which
for him is a starting point for the discussion of Nietzsche (Derrida, 1985).
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in the Russian Empire occurred mainly along the lines of Orthodoxy /
other religions. By cancelling the religious marker, Soviet propaganda
thereby increased the number of subjects falling under the concept of
Other. At the same time, it should be recognized that official ideology not
only did not encourage xenophobia, but also struggled with it in many
ways'.

The simplicity of intercultural relations, reflected in propaganda
films such as “They Met in Moscow” (Svinarka i pastukh, Engish: “The
Swine-herd and the Shepherd”, 1941), gave a distorted view of the Other.
The main idea of these films, was reflected in the main song of the film.

“And whichever way I go,

Whatever grass I walk on,

I'll never forget a friend,

If I met them in Moscow” (Khrennikov, p. 46).

Moscow was presented as a meeting place uniting people of different
nationalities®.

The Soviet state tried to acquaint Soviet people with national
cultures and to propagate the Soviet way of life in the national outskirts?,
however, the amount of this information was significantly small. The
Russian population of the USSR was more than 50%, but they poorly knew
how the national suburbs lived.

Strange as it may seem, some breakthrough was already made during
the years of World War II*. The already mentioned “The Swine-herd and

1 The collapse of the Soviet Union generated a wave of nationalism among almost all ethnic groups.
According to the plot of the movie, a Russian swine-herd Glasha fell in love with a shepherd from
Dagestan.

3 It should be accepted that in general, the Soviet government did a lot for the development of
national suburbs. Moscow contributed to the formation of national intelligentsia, the development
of national literature, the reform of the written language, the elimination of illiteracy, etc.. However,
many of these measures were haphazard and sometimes anecdotal, such as the reform of the
written language among the peoples who practiced Islam and traditionally used the Arabic
alphabet. This movement began in the beginning of the 20s. The first ethnic group to move to the
Latin alphabet were Azerbaijanis (1921-22). This process lasted until the beginning of the 30s. In
addition to the peoples who used the Arabic alphabet earlier, there were also ethnic groups whose
scripts were based on Mongolian script, such as Kalmyks and Buryats. Plans were even made to
convert the Russian language to the Latin alphabet. All this was done within the framework of the
nativization policy, which implied the development of national cultures, national education,
authorities, etc. (Jersild, pp. 155-159). However, in the early 30s there was a dramatic shift in the
national policy. Although some ethnic groups were still in the process of switching to the Latin
alphabet, there was a general turn towards Russification. And in the area of national writing, the
transition to cyrillization. As a result, all this led to a decline in literacy. In some cases, the curiosity
of the policy was also in the fact that a number of ethnic groups had already been using the Cyrillic
alphabet before they were shifted to Latin script

4  From the very beginning, the Soviet authorities took a variety of steps towards nation-building in
the national outskirts. At the same time, this policy was usually faced with a variety of subjective
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the Shepherd” was shot in 1941, in 1943 “Nasreddin in Bukhara”' was shot
at the Tashkent film studio, in 1945 the operetta “Arshin Mal Alan” (The
Cloth Peddler) was shot, in 1948 “Keto and Kote” and many others. All of
them showed the national specifics of ethnic suburbs, and many of them
were made at national studios. “Arshin Mal Alan” was shot at the
Azerbaijanfilm (Baku Studio), Keto and Kote at Georgian Film Studio
(Thbilisi Film Studio). All these films were very popular among Soviet
viewers.

In the 50s many other national studios — Uzbekfilm, Tajikfilm and
many others also activated. All of them popularized their national culture,
especially music and dance. In the late 50s the number of films of national
studios has increased even more. At the same time, the plot, and the
events of these films dealt with the end of the XIX century. In other
words, they were not connected with the present. The operetta “Arshin
Mal Alan” was written by an Azerbaijani composer Uzeyir Hajibeyov in
1913. “Keto and Kote” was written even earlier in 1882 by Avksenty
Tsagareli — a Georgian playwright®.

In the 50-60s as the activities of national film studios increased
significantly, the Soviet audience was able to peer into the dense curtain
of the national outskirts. The musical culture of these peoples, represented
by numerous national performers, also played a special role in
popularizing oriental culture. True, as was already mentioned, this image
of the Soviet East was riveted from a variety of patchwork stripes that did
not allow the viewer to see the true “face” of this Other’.

factors that negated all its successes. The work of Vostokkino (later renamed to Vostokfilm), created
in 1928, is very illustrative in this context. The goal of the studio was the production of ‘truly
eastern’ films, the promotion of cinematographic culture and cinema networks in the national
republics, and the development of local film production and distribution. Vostokfilm declared its
commitment to portraying ‘the East without embellishment’, and produced a large number of
kulturfilms on the national minorities in the Soviet Union (Sarkisova, p. 100). Soon the work of the
film studio was found to be of poor quality, and a reorganization of the studio (1932) followed, but
in 1936 it was disbanded, and many of its employees were repressed. It is noteworthy that many
other studios, including Ukrainian ones, were included in Vostokfilm. Practically, Vostokfilm had to
deal with almost all films of national republics. In other words, the East is what lies outside the
Russian world.

1 In 1946, the Tashkent Film Studio made another film about Nasreddin — “The Adventures of
Nasreddin”. This activity of the Tashkent Film Studio was connected with the fact that many actors
of film studios and theatres moved to Tashkent during the war.

2 The play was originally staged under the title “Khanuma” (1882).

3 The desire to see the face of the bride-to-be is the main motive for the film “Arshin Mal Alan”.
According to strict rules of wedding etiquette, the groom was not to communicate with his future
bride. He usually did not know who she was, as all the issues with the choice of bride were solved
by his and her parents. A rich young man does not want to marry the one whom he will be offered.
He wants to do so at the heart's command. To solve this problem, he dresses up as a cloth peddler,
on the advice of a friend. These sellers were allowed to enter the women's half of the house because
their status was not high and they were treated as service personnel. But in this case the main
character could see the girl's face and choose to marry her. The film introduced not only the strange
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Not only the protagonist of the film “Arshin Mal Alan” was
concerned about the inability to see the face of his bride. The entire USSR,
and then post-Soviet Russia, also concentrated around the Face of the
Other. This fixation on the face of the Other is simply amazing. Often it is
the “face” in post-Soviet Russia who begins to designate the Other, to
replace them, to represent them - it suffices to remember the numerous
news reports in the media or police reports: “the crime was committed by
an unidentified face”, “a face of Caucasian nationality' was detained”. There
were also “positive” examples of using the face metaphor: “and other
official faces” (meaning “other officials”), “company face”, “important face”
(VIP). Here we encounter a complex metonymy (pars pro toto), that is, the
designation of the part instead of the whole, the face in this case acts as a
metacharacter, designed to indicate the significance of the subject.

As we can see, it is a person who now has a nationality, who
commits a crime, who may be important or official, who represents
someone, who acts as a symbol of a company or community rather than
of the Being. The Face no longer is a part of a body, it does not need it,
since the face itself is sufficient, and sometimes even redundant, since,
being itself a part, it can be represented through its separate parts: mouth,
nose’, eye, ear, moustache, beard, hair, etc.

All these parts of the Other can irritate us, make us to laugh or to
feel aggression. They can be a symbol of right or wrong, it is against them
that we often fight. It is appropriate to recall the annoyance or even
aggression of Peter the Great against the beards of his courtiers — the
boyars’. The desire to deprive them of their beards, that is, their traditional
“face”, to make them “naked-faced”, was the usual mechanism of struggle
with the person and their “essence”, which of course can’t be reduced to
either the face or the beard. And yet, it is the beard that can act as a

customs of the national suburbs, but also formed the image of the East — luxurious palaces,
fountains, bright flowers, plenty of fruit, heroes who not only spoke, but also sang constantly. All
this created an image that as if descended from the pages of “A Thousand and One Nights”.

1 The term ‘Caucasian nationality’ is used differently in Russia, not in the same meaning as in USA
where it has racial connotations. In Russia, it indicates a person from the North Caucasus.

2 Transformation of the organ (a nose) into an important face we find in N. Gogol's novel “The Nose”.
The St.-Petersburg Collegiate assessor, having woken up, finds out that his nose has disappeared,
and in its place, there is a smooth surface. He goes to the police to report the disappearance, but on
the way, he meets his nose dressed in the uniform of the State Councilor, which corresponded to his
higher status than the Collegiate assessor. The nose makes visits and even prays in church. Without
analyzing the semantics of this image, we will only notice that this transformation of the body
organ into a character seems to us, although fantastic, nevertheless quite typical of the Russian
mentality, fixated on a face. If the face can be official, then why this place can't be reserved for the
nose?

3 When Peter the Great came to power, he actively fought against old traditions, including the
tradition of wearing beards, which many Russians saw as a symbol of belonging to Orthodoxy. In
1698, the right to wear a beard was subject to a tax, in some cases very high. Peter the Great even
shaved off the beards by himself to several famous boyars, even to prince Romodanovsky.
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symbol of otherness, which indicates the Other. It is enough to recall the
famous folk character Blue Beard from the tales of Charles Perrault. We
cannot but also mention dwarf Chernomor from Pushkin's poem “Ruslan
and Lyudmila” with his huge beard, in which all his magical power was
stored. Here we have a true Nietzschean character — “missing everything”
and only the beard is “excessive”. Depriving him of this part of the body -
an act insignificant from a physiological point of view - has tragic
consequences for him.

We refer again to the understanding of the Other by E. Levinas
through the terms of time and existence, since a Person (a being in time)
has a certain entity (self, beings), represented through a certain mask or
face. Thus, a person is a Being that has a face. Depriving a person of their
habitual face is an act close to the murder of this person. Depriving the
face of its habitual part (beard, nose, ears, etc.) is an act aimed at killing
this person. That is why the illustrious emperor so loved to drag the
boyars by their beards or even cut the beards off, depriving boyars of their
personality and identity.

It would be a simplification to think that the struggle with the “face”
is the specificity of only Peter's times. In the 1960s and even 1970s of the
last century, there was an active struggle against the unapproved
appearance of the Soviet youth imitating the Beatles group, the police
caught them and cut their long hair, depriving them of “Western” identity.
True, in the 1980s. the face somewhat lost its significance, and the Other,
besides the face, acquired some other features, but in the 1990s. the
significance of the face again increased greatly. It was then that “faces of
the Caucasian” and “Slavic nationality” appeared. It is noteworthy that
people of Jewish nationality or Chukchi, Tajik or Moldavian nationality
did not “arise”. We dare to assume that the Chukchi, Jew, Moldavian or
Tajik, of course, were the Others, but they were not Aliens. The Chukchi,
if they were the object of Russian humour, represented by jokes, generally
turned out to be as impersonal as possible, that is, “deprived of a face”.
The jokes constantly featured a certain faceless Chukchi as a collection of
persons that have no individuality — no face or a name'.

The obsession of the Russian discourse with the Other and the Alien
is simply amazing, but easy to explain. Russian mentality as a whole was
formed in the frontier, that is, in a constant clash with the Other and even
the Alien. From ancient times, East Slavic cultures were formed in the

1 It is noteworthy that the Russian, Germans, French and English became faceless in Russian
anecdotes. But the Jew, as a rule, got a name: Abram (Yosia, Moisha, or some others) for a man and
Sara for his wife. He even often had a last name — Rabinovich. It is true that not only Jews get
names in such anecdotes. Representatives of various Caucasian ethnic groups might also receive
them (Maga, Ahmed, etc.).
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border zone, and on the one hand, they were limited by the German
world, and on the other — with Finno-Ugric. In the Middle Ages, the
Turkic world (Avars, Torques, Cumans, Pechenegs, and many others)
joined the fight. Later, this factor of “intermediateness” increased even
more with the advent of the Mongols in Russia. The Other's face
constantly reminded of itself, sometimes worried, but often scared,
forcing to be wary of the Alien.

True, these fears of “losing one's face” were more often far-fetched
than real. Being a “border people”, Russians actively used the
achievements of other cultures, made them their own, absorbing not only
things, but also Persons, privatizing them, dissolving them in themselves,
becoming Others, but remaining themselves.

This “meeting” with the Other in the history of the Russian state was
taking place almost until the middle of the 20th century, when once again
it was necessary to do the impossible, to “save one's face” by defeating the
bearers of the idea of racial superiority. The fight against Nazism again
gave rise to the problem of the Alien, even exacerbated it.

A Nazi has always been looked upon in Russian cultural landscape
(films, newspaper drawings) as a subhuman, a bearer of special features, a
special face. Their appearance was devoid of humanity, and their faces
were unattractive. Therefore, the fight against these sub-humans,
nonhumans was natural, regular and fair'.

THE HIDDEN FACE OF THE OTHER

A kind of culmination of the symbolism of the Face of the Other and
its importance for Soviet culture was the cult film “The White Sun of the
Desert”. Without exaggeration, this film became one of the most beloved
among the Soviet and then Russian viewers. Many phrases from the film
turned into catchphrases, monuments were erected to the characters of
the film. It has become a good tradition among Soviet cosmonauts to
watch this film before flying into the Space.

Everything in this film is controversial and ambiguous. It could
become a kind of guidebook, or better to say guidefilm, explaining many
aspects of Russian culture and its relation with the Other. And at the same
time, it is one of the most difficult films in the history of Soviet cinema. It
was very difficult to shoot, even at the initial stage; the actors were often

1 Only with the release of the popular film “Seventeen Moments of Spring” (1973) the appearance of
the Nazi (Alien) changed. In the interpretation of the best actors of Soviet cinema, Nazi Persons
appeared before us, their faces were humane in their own way, and the characters were
recognizable. They were bright, interesting and sometimes attractive.

2 It was released exactly 50 years ago - March 30, 1970, at the very moment when we are writing this
article, which in itself is quite symbolic.
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replaced even in the half-way of the shooting process. It was assumed
that the film would be shot by one director (Andrei Konchalovsky), but
then, another director (Vladimir Motyl) started shooting it. The film is
also poorly defined in terms of genre identity".

The Soviet government was very carefully monitoring the
development of national cinema. Most leaders of the USSR loved cinema
and took an active part in the work of cinematography (Goskino). As a
rule, limited screenings of films were arranged for the state authorities
(Razzakov, 2004, p. 340). They saw films before the common viewers could
see them.

The opinions of the General Secretary of the Communist Party
served very often as a counterweight against the harsh dictatorship of
officials from the Goskino and other members of the CPSU Central
Committee, who often had a different opinion about many films.

Thus, censorship of the Goskino, and these secret screenings, as well
as internal fierce competition among directors, formed Soviet cinema in a
special way, creating a kind of collective image of the depicted. As a result
of a tough selection, only the movies were released in which all
ideological canons were observed, or alternatively those the highest
representatives of the Soviet government liked personally. Stalin generally
believed that cinema plays a very important role in the political struggle.
In his opinion, “a good film is worth several military divisions”
(Maryamov 1992, p. 49). The increased interest on the part of the
authorities in the cinema ultimately led to the fact that films were shot for
the sake of several people or customized to their desires®.

These interests played a special role in the fate of a film: the
authorities’ personal likes or dislikes could ruin or save it. Regarding the
“White Sun of the Desert”, Brezhnev’s positive attitude towards this film
completely overshadowed the negative attitude of the Goskino admission
committee and thereby saved it.

This attitude to cinematography gave birth to a special phenomenon
that American political philosopher Michael Shapiro defined through the
prism of intimacy: «Historically, the relationship between cinema and
nationhood has been intimate. In most cases, and in many national
venues, film has been supportive of state cultural governance - the
practice in which state-oriented cinema constructs homogeneous and

1 American researcher Seth Graham defines this film as "an adventure film with comic elements»
(Graham, 2016, p. 174), which is hardly appropriate, due to the fact that many positive characters
die in the final of the film (Vereshchagin, Petrukha, Gulchatai).

2 It cannot be said that these desires were so extravagant, often they fully coincided with the moods
of a significant part of the audience. Due to that, Soviet audience was able to watch such films as
“The White Sun of the Desert”, “Caucasian Bridenapping”, “Belorussian Station”, and many others
that the Soviet audience loved so much.
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coherent national cultures» (Shapiro, 2013, p. 32). He referred to this
phenomenon as «cinematic nationhood». According to him, «cinematic
nationhood is the process through which film has been involved in the
cultural articulation of the nation-building and sustaining projects of
states» (Shapiro, 2004, p. 130), (Shapiro, 2013, p. 32), (Shapiro, 2016, p. 66).
He repeats this idea many times in many articles and monographs, as he
found it very important in discussion how US national history was
reflected in the cinema, especially in relations with Native Americans. In
the Soviet Union we had the same situation.

In attempts to construct a new ‘cinematic nationhood”, and
especially in relation to the Eastern Other, the Soviet cinema was forced
to follow the old pre-revolutionary tropes that were characteristic of
almost many national scenarios. Soviet orientalism constantly found itself
between the two images of the Soviet East, inherited from the Russian
Empire. These two images held it tenaciously, and, perhaps, still continue
to hold Russian cinematography to nowadays. One trope described the
East as a space of Dystopia, the other as Utopia. The East was often the
place where nomads threatened the security of the Russian state, where
battles with nomads were considered priority in Russian history’.

The Mongolian Golden Horde was a kind of standard of the enemy, a
universal symbol of the invader. It is no coincidence that during the
Second World War, in the famous patriotic song “Holy War”, written
immediately after the attack on the USSR, we find the designation of
German troops as the Horde:

Arise, the Great Country,
Arise for a final fight

Against the dark fascist power,
Against the damned Horde’

Indeed, according to many Russians, the East is a place where
lawlessness reigns, human life is worth nothing, where a person is
subjected to merciless exploitation. Therefore, the arrival of Russia in
Central Asia was perceived as a civilizational mission. The Red Army was
deemed to have brought the liberation from violence and the universal
peace. The Russians were believed to have freed the peasants, endowed

1 «The general attitude toward nomads was heavily affected by the long tradition of studies on the
Golden Horde civilization; Russian historians repeatedly underlined the important role that the Golden
Horde had played in Russian history. The Golden Horde had been viewed as a union of barbarian bands
with rulers that despotically suppressed settled peoples such as the medieval Christian Russians and the
Muslim Volga Bulghars» (Bustanov, p. 39).

2 Vstavay, strana ogromnaya / Vstavay na smertnyy boy!/ S fashistskoy siloy tyomnoyu, / S
proklyatoyu ordoy.
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them with land, liberated women, founded schools in which children of
the poor could study, etc.

All that found its reflection in Soviet films about Central Asia. They
“consistently represented the region and its peoples as backward and
exotic others, and served as a culturally constructed mode of group
identification. Indeed, despite the Bolsheviks’ rhetoric of eliminating
ethnic and regional identities in favor of a class based one, the Soviet
Union inherited and propagated Russian imperial Orientalism” (Prusin,
Zeman 2003, 259).

Not only Dystopia was the hallmark of the East. Utopia was also a
typical theme of this topos. We already said that many films on oriental
themes were interesting to the audience, as they showed a fabulous
paradise with palaces, fountains, beauties, etc. All the attempts to show
the East without embellishment, eastern exoticism failed. Speaking of
“The Minaret of Death” (1925) — one of the first films shot in Bukhara, the
authors of “History of Soviet Cinema. 1917-1967” noted: “Although the
eastern legend of the 16th century formed the basis of the “Minaret of
Death”, it was modelled after Western bourgeois oriental paintings. The
pseudo-exotics of Khan’s palaces and harems, abductions and chases - all
this was infinitely far from the life of the true East” (Abul-Kasymov,
Ginsburg, Dolinskiy, Zhurov, & Zak, p. 701).

At the same time, filmmakers could not avoid showing this eastern
exoticism. This is what the viewer liked; it was for these exotics that the
viewer went to the cinema. In this regard, the assessment of these films by
spectators and critics was radically different. Critics, as a rule, rated such
films as “The Legend of the Maiden’s Tower” (1924) or “The Minaret of
Death” rather low, but the audience voted for them with roubles.

All that created a situation of «imagined society» (Anderson), or
even «imagined societies». Each of these films narrated different stories.
One of the movies described profound changes in the Soviet East: schools
opened, books written, films produced, great numbers of educated young
men and women etc. In two others societies were shown like two sides of
one imperial coin: on the one side, there were romantic stories of love or
old tales of Oriental mystery or wisdom; and another one told about
heroic deeds, battles, victories, achievements, and so on.

The Soviet audience wanted to see all these sides, and not just the
one that told about the successes of the Soviet regime. There was a strong
request as to the heroic side, i.e. the struggle with the forces of evil, and
the idealistic (romantic), with its palaces and beauties. The viewer wanted
to know the East in all its manifestations’, because “the ability to

1 Maybe that's the reason why Indian cinema was so popular among Soviet viewers.
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‘visualize’ a culture or society almost becomes synonymous for
understanding it” (Fabian, p. 106).

Everyone needed the visualization of the Other, both the highest
authorities of the Soviet Government and ordinary spectators. Everyone
had a request for such a film. But within the framework of genre
specificity, there was a void in Soviet cinema, which is quite
understandable, since Soviet cinema in the 1920s and 1930s. was at the
stage of formation, “cinematic nationhood” was only at the stage of
construction. Many genres were in conflict with the canon or could not be
accepted because of their origin in the West, for instance, a Western.

At the same time, typologically and thematically, the need for films
like Westerns was very acute. Western at the deepest level corresponded
to the cultural patterns of Soviet, and indeed Russian society. Among the
ideas that influenced the cinematic discourse was the idea of the
civilization mission of Russian / Soviet society. On the one hand, the
CPSU condemned Russia's colonial policy in Central Asia, but on the
other, it did little except for this declarative condemnation.

One more thing that radically influenced the development of
cinematography, and indeed of the entire Soviet culture, was the gender
aspect. Symbolic gender representation was very important for narration
about historical events, landscapes, peoples, etc. Of course, such a
symbolism can be found among all peoples, however, due to the specifics
of the Russian language' these associations acquire additional sounds.

Sometimes this symbolism found a real embodiment, as, for example,
in the sculpture symbolizing the union of the working class and the
peasantry. The sculpture is a figure of a male worker with a hammer and a
female peasant (kolkhoznitsa) with a sickle (V. Mukhina, 1937). Both
touch each other with their tool-clenching hands, which symbolized the
union of the two classes. Although the sculptures are completely devoid
of an erotic connotation®, however, on a symbolic level, it seems to be
implied. The connection of the female image with fertility is clearly visible
in Russian culture (Bonnell, p. 79). Gender symbolism was also reflected
in the famous fountain “Friendship of Peoples”, in which the Soviet Union
republics were represented as female figures.

Therefore, it is not surprising that the gender issue became one of the
most important in many orientalist films shot in the USSR. The
participation of the Red Army in the liberation of Central Asia from the
old colonial traditions was very often broadcast by Moscow through the

1 There are three grammatical genders in the Russian language: masculine, feminine, and neuter.
Words like country, land, Central Asia are feminine.

2 Originally, the sculptures were supposed to be nude in the manner of Greek statues, but the
commission demanded that the sculptures be clothed.
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prism of liberating the women of the East, dropping old shackles,
including burqa, as well as the tyranny of men, with its early marriages,
polygamy, etc. Therefore, the Soviet Union’s struggle for Central Asia was
kind of a gender struggle in which two masculine actors fight each other
for women.

In this triad, one of the masculine (native) actors turned out to be
superfluous, since from a formal point of view he was the bearer of
outdated patriarchal traditions. The new masculine actor, who came from
outside, acts as a representative of power. In this scheme, the Other is
constantly semantically ambivalent: they are both masculine and
feminine, as well as semantically dualistic, some are aggressors and others
are victims.

The interest of the country's top leaders (Stalin, Brezhnev) in the
American Western eventually led to the birth of a quasi-western in the
USSR. This genre may subsequently be called Eastern, which to some
extent emphasizes both the regional and the national specificity of these
films. To some extent, it can be argued that the appearance of Eastern had
both subjective and objective prerequisites. On the one hand, it was a
response to the order of the highest party leaders to create action-style
films, on the other hand, these films filled a niche in the country's colonial
history, showed the greatness of the USSR in the development of new
territories and assistance to local peoples. At the same time, it is quite
surprising that the Eastern, as a kind of analogue of the heroic Western,
was not widely used in Soviet cinema, despite the popularity among the
Soviet audience, and even some support from the leaders of the USSR".

True popularity Eastern received only in 60-70s with L.I. Brezhnev as
the ruler of the USSR. The “White Sun of the Desert” has become peak of
this genre. I am trying to show that in this film, as in a mirror, the whole
complex history of Soviet cinematography was reflected with its genre
peculiarity. Practically both structurally and semantically, this film is one
of the best and most typical orientalist films.

The Other's physicality is written out in this film in such typical
images that it could be the best illustrative material of Cultural Encounter.
The movie begins with a journey of the main hero — a Red Army soldier
comrade (tovarishch’) Sukhov® walking home through the desert near the
east shore of the Caspian Sea. For several years he fought in Central Asia
with the enemies of Soviet Republic and now he may return home to
Central Russia to his beloved wife who comes to him in dreams. The

1 One of the first Easterns, shot in response to Stalin's request, was The Thirteen (1936), an imitation
of John Ford's “The Lost Patrol” (1934).
2 Fyodor Sukhov was played by a well-known actor Anatoly Kuznetsov (1930-2014).

179


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
NS /’ From Literary to Cinematic Discourse

green landscape of his dream against which he sees his wife is a full
contrast to the emptiness of the desert. So the hero moves from the
emptiness of the desert (dystopia) to the bucolic (utopic) landscape of his
homeland. At the same time the dystopia is real and the utopic landscapes
he sees only in dreams.

This given opposition of landscapes will be constantly supplemented
throughout the film. The entire film is built on simple oppositions, and
binary structures dominate throughout the film, almost from the first
shots. But it does not mean that the film is simple. No, on the contrary, it
is very complicated, with many innovative ideas’.

The meeting with the Other's body begins immediately, almost with
the very first shots, this meeting resonates with the images from Sukhov’s
dream when he sees his native land and his beloved woman. This meeting
with the Other violates the “emptiness” of the landscape, but in reality, it
is not just a meeting with the Other — Sukhov sees only a head, since the
whole body of the Other is buried in the sand. This puts the hero in a
special position of “the relationship with the Other, the face-to-face with
the Other, the encounter with a face that at once gives and conceals the
Other, is the situation in which an event happens to a subject who does
not assume it, who is utterly unable in its regard, but where nonetheless
in a certain way it is in front of the subject. The other ‘assumed’ is the
Other” (Levinas, pp. 78-79).

The complexity of this situation is that such a meeting, as Sukhov
explains, is already the third one. And he does not know what awaits him,
since the essence of the Other is indefinite. He is hidden from the subject,
incomprehensible to him®. Let’s return back to Said buried to the neck in
sand. We see a person deprived of a body, that is, of an integrity — a
magnificent episode in terms of symbolism and meaning, because it is
Sukhov who will have to restore wholeness of this person. This “face” is
practically devoid of emotions, it is speechless, which is also very
symbolic. But Sukhov will have to restore the integrity of this person, to
return his full form, since the subject is in a borderline state between life
and death. Sukhov watered him and dug him out of the sand, thereby
appropriating him somehow”.

1 Unfortunately, because of the format of this article, we cannot focus on these points, though they
are worth to speak about.

2 In one case, the saved man tries to kill Sukhov after he was dug up.

3 Grateful Said would come to his help again and again throughout the film.
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Fig. 1. A frame from the film “The White Sun of the Desert”. The head of one of
the characters (Said) of the film, buried around the neck in the sand

Thus, this face of the Other, or rather his incomplete image, turns out
to be a peculiar leitmotif of the film. The characters of the film are
constantly involved in the knowledge and awareness of the Face of the
Other.

The central theme of an Eastern is the struggle of various masculine
agents for women. The antagonist of the Red Army Soldiers in the film is
a bandit named Abdullah, who before running abroad, decides to kill his
own wives so that they don’t fall into the hands of the “uncircumcised”, as
Abdullah himself explains. All this adds to the film an additional
“phallocratic aesthetic”, as defined by Kenyan scholar G. Musila, who uses
the term “in reference to the ways in which certain hegemonic
masculinities have historically been mobilized in constructions of state
power and leadership” (Musila, p. 151). But Abdullah failed to kill all his
wives, as the Red Army detachment arrived in time to save them from
death. The transition of women to the protection of Soviet power creates a
new conflict and further enhances the “phallocratic” aspect of the film.
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Fig. 2.

THE EAST WITH NO FACE. THE ABDULLAH HAREM
UNDER SUKHOV PROTECTION

Women in the film are only an addition, an attendant circumstance;
they are deprived of their self. Although each of them has a name, but
there is no personality detectable, since their faces are almost always
hidden under the burqa. Actually, the burqa in this film has a dual
function: it seems to indicate that the events of the film take place in
Central Asia', and that the woman there is deprived of freedom and
reduced to the level of a thing. So that we do not doubt such an
interpretation, in one of the episodes the camera grabs a red propaganda
poster that says: “Woman is also a Human”. Although the filmmakers
themselves do not fully believe in this, since Abdullah’s wives in the film
are no more than an annoying misunderstanding. They prevent Abdullah
from fleeing abroad, they make Red Army detachment chase Abdullah
through the desert, and they prevent Sukhov, whom the commander of
the Red Army detachment asked to escort the women, from going back
home.

1 The burqa in this film is just a primitive tribute to the stamps - the Oriental woman had to have a
closed face. In reality, the Turkmen women did not cover their faces. The nomadic peoples of
Turkmenistan, Kazakhstan and Kyrgyzstan were not great adherents of Islam, which is
understandable because of their nomadic lifestyle.
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The only one who is fully interested in “revealing their face” is a
young soldier Petrukha who dreams passionately of seeing the face of
Giilchatai, the youngest ex-wife of the bandit — her appearance is hidden
under a burqa. This facelessness of an oriental woman attracts a Russian
guy, makes him fall in love with the impersonal image of an oriental
beauty.

Fig. 3. The Revolutionary poster tries to persuade us:
“Get rid of prejudices. A woman — she's also a human being”.

“The White Sun of the Desert” typifies a clash of Civilizations
through the prism of a clash of Faces. To see the face of the Other is to
know him (her), accept or reject him (her). In the image of Petrukha, we
find a passionate, but naive desire to get acquainted with the Face of the
East, to love her - it sounded so loud in this film. Unfortunately, this did
not happen, because the East in the person of the bandit Abdula (the Past)
did not want to accept the West, and the East (the Future) in the face of
new carriers of Oriental values could not transform into a new one.
Moreover, these representatives of the East of the future are not present
in the film. The women meekly accept their fate, believing that they now
have a new husband. By the law of the strong, this place should be taken
by Comrade Sukhov.
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In fact, not only women are just part of an imaginary landscape'.
These are also the old Turkmen, resignedly sitting under the scorching
sun. They do not even bother with the fact that under the head of their
dying fellow lies a box with dynamite with a burning wick. Time seemed
to stop for them: “We are sitting here for a long time”, - one of them
explained. This frame is repeated several times in different contexts, in
different landscapes. Nothing changes with them; they just sit there
silently. They can’t even be stirred by an explosion that thundered nearby
tearing turbans from their heads. These turbaned locals are just a tribute
to the imaginary landscape, since it would be more appropriate for
Uzbekistan than for Turkmenistan. These old people appear to be
conditionally animated. Thus, most of the characters in the film are parts
of an imaginary topos rather than a real locus, although the locus is
indicated in the film. They are like part of the scenery, more markers than
agents.

Fig. 4.

1 “Imagined” as their clothes and their behavior are conditional, does not reflect the real
characteristics of the region, but is created to please the conditional typicality.
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PEOPLE ARE ONLY A PART OF LANDSCAPE. THEY ARE
MOTIONLESS AND SPEECHLESS

It is noteworthy that the Red Army, with the exception of a few
characters, also turn out to be just a scenery. They are not just
superfluous; they are faceless tools of the historical process of “liberation
of Central Asia”. In the script of the film we read: “The Red Army
detachment, forty sabers, was rushing through the desert to the Black
Fortress oasis. There were 15 Russians, 12 Turkmens, 9 Kyrgyzs, 4 Uzbeks,
6 light machine guns and 18 carbines in the detachment. Everyone had
revolvers, and commander Rakhimov had one grenade. The detachment
moved without rest, and the horses and people were exhausted to the
limit, but they did not slow down their pace” (Ezhov & Ibragimbekov, pp.
9-10). The characters are depersonalized, reduced to the level of tools, or
rather weapons: the authors list in one sentence their ethnicity and,
immediately after that, their weapons (6 light machine guns and 18
carbines). One might think that before that some types of weapons were
also listed. Only the commander is highlighted. The detachment moves
without rest, like some sort of machine, everyone is exhausted, but they
do not slow down their pace — the detachment has only a goal that forces
it to move stubbornly through the desert.

Fig. 5. The Faces are covered. But the filmmakers couldn’t avoid the eroticism
of the image of the East

Not only does everyone in the film have their own role, better said,
their own function. And the function has no personality, it's just a
standard set of actions’. But even in this reduction of the characters to the
level of function - the film is very interesting and unusual, not without
reason it was so ambiguously accepted by the state commission. M.

1  That’s why we find in the film many functions and few characters.
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Kachalova, the head editor of “ETO” - film company, where this film was
shot, described the first footage as follows: “The material has obvious
successes and obvious failures. Luspekaev is very good'. Abdullah is very
good -- magnificently filmed. Wives are also good. Petrukha is pleasant,
texturally pleasant. But Kuznetsov isn’t good. The wrong hero,
unpleasant, immense” (Razzakov F. , 2005, p. 624).

It seems to us that this characterization misplaced the priorities in
the film. The head editor never understood the significance of this film,
the symbolic load of its characters. In many ways, this film has overtaken
its time, and to a large extent, as one of the archetypical films dedicated to
the civil war in Central Asia, it nevertheless broke all stereotypes.

Why was Sukhov taken so cold by the commission. The answer is
simple. For the same reason that he was so well received by the audience.
Sukhov had "face", had personality. And this individuality was not in
accordance with the function. He was not a typical Soviet
cinematographic character’. There was a lack of ideology in his actions.
Only once we hear a long speech where he explains to the women their
bright future. His inner intentions are not in concordance with the
revolutionary ideas.

Sukhov, being an antagonist of Abdullah, does not claim his harem to
himself, although Abdullah’s wives acknowledge him as their new
husband. It is from them that an erotic message comes; they wait for his
love and indignantly condemn Giilchatai for not caressing their new
husband well. He is maximally masculine, brave and experienced in
battles’. At the same time, Comrade Sukhov is also the Other, only his
otherness results not out of his connection with the landscape, out of his
function in the film - he is a wanderer who comes to the aid of all who
need it. He himself is in a borderline state between worlds or civilizations;
he is stuck in this space of uncertainty. That is why he is constantly forced
to stray, return, perform feats or good deeds. He leaves and comes back
again.

1  Pavel Luspekayev’s role in the film was a head of Russian customary on the Caspian shore — Pavel
Vereschagin. Although Luspekaev had a minor character role, many critics thought that he had
become one of the Central figures of the film. In addition, his character broke all the stereotypes of
Soviet cinema. Being the chief of the Tsarist customs and a Tsarist officer, he would automatically
have to be in the enemy's camp. But he takes a neutral position, because for him it is more
important to serve the Fatherland, and not some ideological principles. In the end, he goes to the
side of Sukhov, and dies, having fulfilled his duty.

2 The Commission always carefully made sure that the positive character was neatly dressed, spoke
correctly, and his actions should be an example to follow

3 One of the most important episodes of the testing of Sukhov's masculinity is the moment when
Vereshchagin throws him a lit up checker of dynamite at a request for a lighter. He quietly watches
as the match cord burns down, lights the cigarette, and only then throws out this checker, which
explodes in the air.
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Almost all the main characters get stuck in this space for a while:
Sukhov, Vereshchagin, and even Abdullah. Everyone has some kind of
obligations, unfinished business, moral principles that determine their
actions. There is almost no ideology in the film, or this ideology is blurry,
unmanifest. There is no implacable class struggle. Since even the main
antagonist of the film — Abdullah - is not a class enemy. In the past, he
was just a poor man, like Said. Their fathers were even friends. He is an
enemy, but a respected adversary, brave, skilful and merciless. Perhaps he
is the only truly masculine character in the film".

Abdullah's masculinity is also determined by his role as a husband -
he is the only one who claims his rights to women and their fate. He is
the personification of the "phallocratic aesthetic”, which is clear in the
scene where he murders Petrukha, who was so eager to see Giilchatai’s
face. Abdullah not only kills his wife Giilchatai, but, putting on her
clothes, he kills Petrukha, who mistook Abdullah for the beloved woman.
He makes that «in a shocking demonstration of the ‘father’s’ phallic
power. Abdullah grabs Petrukha’s rifle and thrusts the bayonet into the
young man’s heart». (Prokhorova, p. 64).

We agree with Prokhorova’s definition of this murder, but not with
relating it to the right of paternity. Abdullah is no father?, there is courage
in his image, militancy, but not fatherhood. Even his correlation with the
status of a husband is very conditional; he easily abandons his wives. And
in all his actions to return them he shows not the desire to save his wives,
but the desire to not allow other males to own them.

In fact, Abdullah is also a marginal person, dreaming of going
beyond the limits of his place in this story. He can hardly be called cruel;
he is just a person who does not stop at anything. For him, there are no
moral principles, there is only the desire to command and survive at all
costs. But with all his incredible vitality, he is also doomed to destruction.

In general, the “phallocratic aesthetic” is also associated with
Vereshchagin. True, here this aesthetics is very complex, the boundaries
of hypermasculinity are outlined as much as possible; this aesthetics is
eroded by a host of other symbols. On the one hand, Vereshchagin is

1 A Georgian actor was casted for this part, as the filmmakers found the type to be more important
than reality (ethnicity). The viewers didn’t know about this substitution, for to them the image was
also more important than the anthropological type.

2 Is not a father/child conflict. This is a conflict between a patriarchal husband and an infantile fiancé.
It's quite symbolic that Abdullah kills his rival with Petruha’s own weapon. In reality, the
filmmakers from the very beginning prepare us for this scene -- in the beginning of the film Sukhov
takes Petrukha's rifle, but it malfunctioned, it is not able to shoot, although in the end produces a
shot at the most inappropriate moment. This infantile phallic helplessness, symbolically reflected in
his weapon, which does not fire, cannot compete with Abdullah's phalocratic aesthetic, who
launches his mauser at every opportunity. The defeated young guy, the failed groom, from whose
body a rifle with a bayonet protrudes, is a rather symbolic frame of celebration of this aesthetic
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maximally “phallocratic”. He is, except for Commander Rakhimov, the
only representative of the government, everyone respects and reckons
with him. Even Abdullah is ready to pay him for his smuggling, although
from a formal point of view he no longer keeps a customs post.
Vereshchagin is an old soldier, a war hero; he was twice awarded with the
Order of St. George. In his house, he keeps an arsenal of the most diverse
weapons: machine guns, grenades, dynamite, and cartridges. He is brave
and sometimes even reckless. But he is also kind, sympathetic, and
obedient to his wife, who keeps him locked so that he does not get
involved in any heroic story. His house is a real oasis in the desert —a
vineyard, peacocks, a pool with sturgeons.... To one degree or another, his
house is a kind of dwelling of some emir or khan in miniature.

But at any moment, he can turn into an infantile child, whimpering
because he has to eat caviar without bread, and his wife feeds him from a
spoon. And here we see unfinished masculinity, his masculinity is in a
state of trauma (by the death of his son, loss of his rank, crisis in the
country'). His masculinity is conditional, it is only part of his heroic past,
which is not compatible with his character. In the end, his wife
completely deprives him phallocratic qualities, throwing in a sea all his
rich armory, and he can only passively watch it. Symbolically she
castrated him, taking away all those weapons that construed his nature.
Only the news about the death of Petrukha whom he accepted as a son,
makes him return to his real phallocratic nature that leads him to his
death.

But it is death that returns to him his lost masculinity, since «death
becomes the limit of the subject's virility, the virility made possible by the
hypostasis at the heart of anonymous being, and manifest in the
phenomenon of the present, in the light» (Levinas, 1987, p. 74).

All this turns out to be a peculiar paradox of the plot, because only
Sukhov and Said remain alive, unless, of course, we take into account the
surviving wives of Abdullah and the detachment of the Red Army under
the command of Rakhimov®. Vereshchagin’s wife Nastasya is heartbroken.
Her life is completely ruined.

In this extravaganza, in this the cycle of passions, lives, old and new
colonial stories, only one character among the Others remains integral —
Said. This character was played by the famous Soviet (Russian) actor
Spartak Mishulin, who could not pretend (anthropologically) to play the
role of a Turkman, but perfectly coped with this role. Said is integral and

1 His phrase — “I feel ashamed for the State” — shows that clearly.
Rakhimov is not the character of the second, but of the third plan. He always goes somewhere (it is
clear that he is chasing Abdullah, who is always in another place), and every time Rakhimov
appears at the very last moment, when everything has already happened.
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consistent. The film begins with the main character meeting him and ends
with their departure. He is laconic, as are the majority of Turkmen
characters. Said is a man of duty and honour. That is why he is forced to
return constantly, since he owes two debts: one to his dead father, and the
other to Sukhov. He seeks revenge for the murder of his father, and at the
same time he has to respond to every shot, believing that Sukhov needs
his help. In his dressing gown torn by bullets in several places, he is a
magnificent type of frontier character stuck between two worlds. And it’s
hard to say which world he is more devoted to, because he constantly
makes choices in one direction or another.

There is masculinity here (courage, dexterity, ability to fight,
devotion, etc.), but this masculinity is abstract, incomplete, devoid of
many important components - no home, no family, only the filial duty to
avenge the death of his father. Often, he simply observes from the outside,
intervening in the process only when the situation threatens the safety of
Sukhov.

Of course, the marginality of all these characters is not that special,
because they belong to a kind of frontier heterotopy, for which
marginality is natural. At the same time, this marginality is external,
forced, imposed on them from outside. They all strive for a certain
homogeneity, the completeness of the understatement in which they find
themselves. Perhaps it is because of this marginalization that these
characters are so loved by all Russian people; even Soviet and Russian
cosmonauts liked to watch this film before flying to Space. After all, each
of them to some extent imaged himself to be like a comrade Sukhov
facing the unknown. They felt a certain affinity to Sukhov in this frontier
uncertainty.

But looking back at the image of the Other and his (her) fate, we note
that only Abdullah 's harem acquires completeness.. In the last frames of
the film, we see them taking off the burqa, having a peaceful dinner at the
fire. They no longer hide their faces, there is no tension in their poses.

But among them there is no Giilchatai, and nearby there is no
Petrukha who wanted so much to see the face of his beloved one.

Unfortunately, no dialogue took place. This meeting of cultures
proved fatal to many of its participants. And the one who survived is now
striving to leave the place of this dialogue.

“The White Sun of the Desert” is an attempt to understand the Other
by looking at him. A copy and an approximation of the Western turned
into a Soviet or more precisely Russian “Eastern”, this Russian cultural
paradox absorbed the opposite trends: there we find colonial nostalgia

189


http://code-industry.net/
http://code-industry.net/

( ) Corpus Mundi. 2020. No 1
NS /’ From Literary to Cinematic Discourse

and post-colonial reflexion, because there is no negative Other. All the
characters (both Selves and Strangers) are beautiful in their own way:.

Moreover, “Persons of Asian Nationality”, depicted in the film, are
dearly loved by the Soviet audience. The fact that many phrases
pronounced by Said and Abdullah (Kakhi Kavsadze) have become
idiomatic is a proof of this popularity. And the wives from Abdulla’s
harem were “honoured” by giving their names to the craters of Venus —
“there are the small craters of Zarin, Jamilya, Giizel, Saida, Khafiza,
Zukhra, Leila, Zulfia and, of course, Giilchatai. ‘Dear Katerina Matveevna’
is not forgotten either — there is crater Katia here too” (Burba, 2005).

And yet, “The White Sun of the Desert” - a typical western with a
lonely hero, designed to save the local population from bandits, however,
to some extent it could be called an antihero' (do not be confused with the
villain). He is always unremarkable, unobtrusive in appearance, but
integral internally. Sukhov is a Soviet analogue of Clint Eastwood in his
famous “Dollar Trilogy”, shot by the famous Italian director Sergio Leone.
It was these qualities in comrade Sukhov, performed by the wonderful
film actor Anatoly Kuznetsov, that so much irritated the censure
committee. We would call him “a faceless man”, colorless character
against the background of the Faces of the Other. For the same reason, C.
Eastwood 's character is called ‘Man with No Name’.

This moment was noted by Prokhorova, who quoted a song from the
film "Officers" in her article on the cinematography of the Brezhnev era:
“Of the heroes of the past / Sometimes not even names are left. / Those
who engaged in deadly combat / Became earth and grass” (Prokhorova, p.
60).

It is precisely these qualities that turn him into a certain a
'superhuman' (here again the analogies with F. Nietzsche are being asked
for), an inconspicuous sage (Zarathustra) returning home, carrying the
truth, or rather freedom, to people. And in this ideological paradigm, the
film loses its post-colonial focus, turning into its opposite, which is not
surprising, because the filmmakers shot what was originally meant as a
Western. In this mixture of styles and images a new metaphor of the
Other was created; however, it did not last long, giving way to a new

1 That is why the heads of the studio reacted so negatively to the image of Sukhov. He did not fit the
standard of "hero". According to unwritten laws of Soviet cinematography the hero had to be
perfect (clean shaved, neatly dressed), but Sukhov visually violated all the canons. And his behavior
was also controversial. Only once he sank down to propaganda of communist ideals. More often his
behaviour was ambiguous. He leaves the harem with Petrukha in the fortress and goes to the sea to
swim and then to continue his way home. At this moment the bandits attack inexperienced
Petrukha and capture the harem. His actions are often reckless, incomplete, and lead to the opposite
result. But he is a strong, willful, skillful person.
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Other or Alien, with which dialogue is possible only from the position of
power.

But the post-colonial sentiment on the “White Sun of the Desert”
type of the Other has not completely disappeared, it has repeatedly
manifested itself in various attempts to chart a dialogue with the Other, a
good example of which being the film “Muslim” (1995), in which the
Other was depicted with a Russian face’, but ‘Alien mentality’. This
Russian person of “Afghan nationality” demonstrated as best as possible
all the problems of the Afghan syndrome and broke stereotypes in the
image of the Other generated by the Afghan problem. Rather, it resembled
the so-called revisionist Western, which appeared in the United States in
the 1970-1980s in the wake of a review of American colonial policy.

Unfortunately, the post-colonial perspective of the Other in such
Russian films was rather an exception, as the society, traumatized by the
collapse of the USSR and the separation of the union republics, did not
want to tolerate the notorious concept of a new historical community -
the Soviet people — any longer. The public consciousness was also alien to
the post-colonial rhetoric of the Other. The post-Soviet space was
dominated by the slogan: The one who is not with us is against us! The
dialogue of cultures failed. Traditional public consciousness painted the
terrible Face of the Other. Of course, this disease was not typical only of
Russian society. To varying degrees, many post-Soviet republics have
been or still are sick with it. “Thank you, God, that I am not moskal’!” -
Ukrainian youth still exclaims, while the Russians echo this battle cry
with equally vicious attacks.

THE CUMAN DANCES. EPILOGUE

When the article was ready for publishing, political events in Russia
took an unexpected turn, forcing us to return to the article, re-read it, and
even add some material, which we previously considered unnecessary and
not directly related to this film. But on Wednesday evening, April 8, 2020,
the president spoke to the Russians' about the coronavirus situation in the
country, and in the conclusion of his speech he summed up: “Dear
friends! Everything goes by, and this will go by too. Our country has been
through serious tests more than once: the Pechenegs and the Polovets
tormented it — but Russia has handled everything. We will win this
coronavirus infection. Together we will overcome everything” (Putin,
2020).

1 More precisely, he spoke to the heads of regions, but all Russians could hear this speech.
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The President’s phrase, that metaphorically connect the difficult
situation in the country with the invasion of the Polovets (more known in
the West as the Cumans) and the Pechenegs, illustrates our article
perfectly. The meeting with Others on the borders still lives in the minds
of many Russians and takes quite concrete forms.

The external threat in the President 's speech was not related to the
Swedish, Teutonic knights', and even Mongols. There was no mention of
the Nazi troops, which are usually called and conceptualized as the Horde.
Instead the nomads of the Great Steppe suddenly sprang up to the
President’s mind.

Russia, so to say, is sick with the Other; and in this desire to create a
stereotype of the Other or Alien, modern Russian public discourse is
similar to the medieval Russian chronicles and the folk tradition
describing the mythological character ‘Bonyak the Mangy’, whose
prototype was a Cuman Khan of the XI century. Some legends about him
existed up to the end of the 19th century. In these chronicles and bylinas?,
Bonyak (Bonyaka, Bunyak) appears before us as a terrible monster — a
dwarf with grotesquely big insides (liver and lungs), which hang as far as
versta (1066 metres) behind his body (Zhdanov, pp. 442-460). In other
stories, he is depicted with a huge head (Zhdanov, p. 46) and huge eyelids
hanging above his eyes, not unlike the monster Vyi in a novel by the great
Russian writer Gogol (Levkievskaja, p. 310). When his head was cut off, it
rolled over the steppe for a long time and killed everything on its way
(Pletnyeva, p. 46). This awful face “of the Cuman nationality” has long
been scaring the Russian, Ukrainian, and Polish people who attributed
various properties to this mythological character.

This semantic dismemberment of Bonyak, which reduces him to the
head or even to an exaggerated face (eye) results in creating of the Other,
someone who potentially poses a threat. The fact that Bonyaka Khan was
not an enemy of the Russians, but often their ally, the folklore discourse
left without attention. He was beyond understanding, beyond traditional
cultural patterns, and it made him dangerous and terrible. The eyes of a
horrified person are big, and equally ‘big’ are the eyes of the being
instilling that horror. Therefore, the body deforms or disappears at all, and
a huge head or eyes that left alone cause horror.

1 Battle with the Swedes is one of central themes of Russian discourse and exists in two variants: the
Battle of the Neva (1240) and the Battle of Poltava (1709), the later — a crucial point of the Great
Northern War. The mention of the battle of Poltava gave birth to a Russian idiom - ‘like the Swedes
near Poltava’ in the meaning of ‘total defeat’ or ‘complete loss’. Knights of Teutonic Order are also
seen as one of the main invaders and enemies of Russian State in the Middle Ages.

2 Bylinas - old Russian epic poems.
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Oddly enough, by using the expression “a face of Caucasian
nationality”, (the literal form of the Russian expression for “a Caucasian
ethnic”) we act on the same principle, engaging in verbal vivisection,
reducing the Other to the face, hypertrophying the face as the basis of the
ethnic metonymy.

This mental construction suggests no dialogue, this process is single-
sided. Needless to say, the object also needs unilateral construction, and
so regularly acts as a subject of similar operation. There is no dialogue,
there is only a passion for the fruit of one’s own imagination. When the
Red Army soldier Petrukha tried to comprehend the subtleties of the East,
he longed for the knowledge of the Other, passionately wanted to look in
their face. But whether it is because of his naiveté, or by tragic accident
he was never granted this opportunity.

Comrade Sukhov himself knew everything about the East, but his
heart was in Russia. He sought her, dreamed of her. He is a lonely person;
his task is to perform feats, but not to learn the East. The finale is very
sad: Petrukha is killed, Abdulah is killed, Gulchatai is killed. Therefore,
Giilchatai's face remained unidentified.

We are challenged not only to see the true face of Giilchatai, but also
to learn to speak to her. Impersonal heroes or wonders with hypertrophic
faces generated by our fears should not haunt us. It is necessary to help
our vis-a-vis to see our real faces, not the ones invented by them or us.
Face-to-face meeting should take place not in the form of a subjective
monologue of national fantasies, but in a constructive dialogue in which
everyone seeks to understand the Other.
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