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30BaTh BECh M3JATEJIbCKUI IIPOLECC U MPEAOCTABISIET CBOOOIHBIN TOCTYI K UH-
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HAYYHOCTbD.

C yBaxkeHHEM,
penaKkims >KypHaJja

¢ CBuUIETeNbCTBO O peructpanuu Bbijano Pockomuanzopom: DJI N2 GC77-
77481 ot 31 nexabps 2019

¢ Ony6aIMKOBaHHBIE B KypHajle MaTepuasbl pegHa3HAYEHbI 111 JIAL, CTap-
mie 18 yet



Editorial Team

EDITOR-IN-CHIEF

Olesya S. Yakushenkova

ASSOCIATE EDITORS

PhD, Associate Professor at the Department of Cultural Studies,
Astrakhan State University, Russia

Serguey N. Yakushenkov

Rastyam T. Aliev

Kwasu David Tembo

EDITORIAL BOARD

Dr. Habilitatus in History, Professor of the Department of For-
eign History and Regional Studies, Astrakhan State University,
Russia

PhD, Associate Professor of the History Department, Astrakhan
State University, Russia

PhD, University of Edinburgh, Independent Researcher, Zim-
babwe

Alexander N. Meshcheryakov

Sergei V. Sokolovskiy

Oksana V. Timofeeva

Natalia A. Artemenko

Elena Y. Zavyalova

Svetlana B. Nikonova

Sergey A. Troitskiy

Elina A. Sarakaeva

Graham H. Roberts

Yuniya Kawamura

Shelton Waldrep

Dr. Habilitatus in History, Professor at the Institute of Classical
East and Antiquity of the National Research University Higher
School of Economics, Russia

Dr. Habilitatus in History, Chief Researcher, Center of Anthro-
poecology, Institute of Ethnology and Anthropology, Russian
Academy of Sciences, Russia

Dr. Habilitatus in Philosophy, Professor, Department of Sociol-
ogy and Philosophy, European University at Saint Petersburg,
Russia

PhD in Philosophy, Assistant Professor, Department of Cultural
Studies, St. Petersburg State University, Russia

Dr. Habilitatus in Philology, Chair of Literature Department, As-
trakhan State University, Russia

Dr. Habilitatus in Philosophy, Saint-Petersburg University of Hu-
manities and Social Sciences, Russia

PhD., Estonian Literary Museum. Tartu, Estonia.

PhD, Hainan Professional College of Economics and Business in
Haikou, China

Dr. Habilitatus, Associate Professor, Université Paris Nanterre,
France

PhD, Professor of Sociology, Social Sciences Department Fash-
ion Institute of Technology/State University of NY, USA

PhD, Professor and Chair of English, University of Southern
Maine, USA



Jane Kuenz

Niharika Dinkar

Jeremy Mynott

Thomas Kampe

Amy Bryzgel

David Brown

Michelle Keown

Salomé Sola-Morales

Jaana Parviainen

Shogo Tanaka

Valeria Varea

PhD, Professor and Associate Dean, University of Southern
Maine, Portland, USA

PhD, Associate Professor, Art History and Visual Culture, Boise
State University, USA

PhD, Associate Professor, Art History and Visual Culture, Boise
State University, USA

Dr., Professor of Somatic Performance and Education, Bath Spa
University, UK

Dr., Full Professor and Personal Chair (Film and Visual Culture),
University of Aberdeen: Aberdeen, Aberdeenshire, UK

PhD, Cardiff School of Sport and Health Sciences, Cardiff Met-
ropolitan University, UK

Dr., Professor, Chair in Pacific and Postcolonial Literature, De-
partment of English Literature, School of Literatures, Languages
and Cultures, University of Edinburgh, UK

Dr., Professor, Audiovisual Communication and Advertising De-
partment, Seville University, Spain

Dr., Adjunct Professor (Docent), Senior Researcher, Faculty of
Social Sciences (SOC), Tampere University, Finland

PhD, Professor, Center for Liberal Arts, Institute of Civilization
Research, TOKAI University, Japan

PhD, School of Health Sciences, Division of Sport Science, Ore-
bro University, Sweden

10



Penakiys

TJIABHBIN PEJAKTOP

Onecs CepreeBHa

SIKymeHKoBa

K.¢usoc. H., goueHT kapenps! Kynsryposoruu, @Ir'6OY BO
«ACTpaxaHCKUN roCyJapCTBEHHBIN YHUBEPCUTET», Poccusd

ACCOLIMMPOBAHHBIE PEJAKTOPBI

Cepreit HukostaeBuy
SRymeHKOB

Pactsam TykTapoBuy
Anunes

KBacy [IaBug,
Tem060

I.1CT.H., npodeccop, mpodeccop Kadenps! 3apydesKHON NCTO-
puu u pernoHosegenusi, I'bOY BO «AcTpaxaHCKuUii rocynap-
CTBEHHbIN YHUBEPCUTET», Poccus

K.MCT.H., [OLeHT Kadenps! ucropuu Poccuu, PI'6OY BO
«AcTpaxaHCKUI TOCYJapCTBEHHbIN YHUBEPCUTET», Poccus

PhD, YHuBepcuret Saun6ypra, HesaBucumblil uccienoBaTesb,
3uM6babBe

PEJAKITMOHHAS KOJIJIETH A

Anexcangp Hukosaesuy
MeuepsikoB

Cepreii BanepreBuy
COKOJIOBCKHI

Okcana BuxkTopoBHa
Tumodeena

Hatanbs AHApeeBHa
ApreMeHKO

Enena EBrenbeBHa
3aBbsJioBa

Ceetsiana BopucoBHa
HukoHOBa

Cepreii AsleKcaHApPOBHY
Tpouuxui

9nHa AneBHa
CapakaeBa

I'pam PoGeprc

IOnunsa KaBamypa

IlesTon Yoaapen

I.1CT.H., npodeccop MHcTuTyTa Klaccnuyeckoro Boctoka u aH-
tTnyHoctu HNY BIID, Poccug

ILUCT. H., TJL.H.C. LleHTpa aHTPOI03KO10ruy IHCTUTyTa 9THOJIO-
ruu 1 auTtponosiorun PAH, Poccus

I.pusnoc.H., npodeccop ¢akyabTeTa COLMOIOTUN U PUIOCO-
¢duu EYCII6, Cankr-Iletepbypr, Poccus

K.$unoc.H., noneHT, CaHKT-IleTepOyprckuiil rocyiapCTBEHHBIN
yHUBepcuTeT, Poccus

I. puinos. H., 3aBenyiomas kaheapou nuTepaTypsl, AcTpa-
XaHCKUH TOCyIapCTBEHHbBINA YHUBEPCUTET, Poccus

I. pusoc. H., moueHT, mpodeccop Kadenpsl dunocoduu u
KysnbTyposioruu CaakT-Iletep6yprckoro ['yMaHUTApHOTO YHU -
BepcuTeTa rnpodcoo3os, Poccus

K.(QUJI0C.H., DCTOHCKUI TUTEPATYPHBIN My3eil. TapTy, DcTOHUS.

K. pusos. H., XallHaHbCKUI NPOHECCUOHATIbHBII KOJIIEAXK 3KO-
HOMUKH U 6usHeca Xaiikoy, KHP

Dr. Habilitatus, nouent, Yuusepcuret [lapux Hantep, Opanius

PhD, npodeccop counonoruy, GpakyabTeT COLMANBHBIX HAYK,
TexHOMIOTMYeCKNI NHCTUTYT MOZbl/YHUBepcUTeT mrarta Hero-
HMopk, CIIA

PhD, npodeccop u 3aBenyomuil Kadegpoit aHTJIUICKOTO S3bI-
Ka, YHusepcuret lOxHoro MaHa, CIIA

11



ket KyaH3

Huxapuka Iluakap

I>xepemu MalHOTT

Tomac Kamme

9mu Bpeisress

HaBup bpayn

Mumens Kuon

Canome Costa-Mopasec

Slana IlapBuaiiHeH,

Céro Tanaka

Basepusa Bapea

PhD, npodeccop u 3amecTuTesnb JeKaHa, YHuBEpCUTeT KOsKHOTO
MbsHa, IToprneng, CIIA.

PhD, noueHnT, ¢pakysbTeT UCTOPUSI UCKYCCTB U BU3YaJIbHOU
KyJIbTypbl, YHUBepcuTeT boiica, CIIA

Dr. Habilitatus, PhD (Kem6punx), mouetssiii npodeccop, Kos-
nenx Byndcona, Kemopunx, Besnkobpuranus

Dr. I[Ipodeccop coMmaTuyeckoi gesiTeIbHOCTU 1 06pa30BaHuUs,
Yuusepcuret bar Cna, Bennko6puTtanus

IOKTOp, podeccop, 3aB. kadenpoit (KKHO U BU3yaJIbHAas
KyJIbTypa), AOEPAVHCKUY YHUBEPCUTET, AGepAyH, Benmkoopu-
TaHUS

PhD, Kapnuddckas mkosa criopra 1 Hayk o 310poBbe, Kap-
o dCKuil ropoLCKON YHUBEPCUTET, BemkoopuTanus

IOKTOP, Mpodeccop, Kadeapa TUXOOKEAHCKOH U TOCTKOJIOHU -
aJIbHOM JIUTepaTypsl, GaKyJabTET aHIJIUICKON JIUTEPaTYPH,
[llkosia IuTEpaTYPHL, SI3bIKOB U KYJIBTYP, DAUHOYPICKUM YHU -
BepCcuUTeT, Bemko6puTanus

IOKTOP, Npoeccop, PaKyIbTET ayIUOBU3YaTIbHbIX KOMMYHU -
Kauui 1 pexknambl, CEBUILCKUY YHUBEPCUTET, Vcnianus

I-p, OOLIEHT, CTapIIMI HAy4YHbII COTPYIHUK, (PaKyIbTET COLU-
aJZbHBIX HayK, YHUBepcuteT Tamnepe, GunnsHous

Ph.D., npodeccop, LieHTp rymaHUTapHBIX HAyK, IHCTUTYT Ly~
BUJIN3aLMOHHBIX uccaenoBanuii, YHusepcuretr TOKAU, fnoHus

Ph.D., lllkosia HayK o 310poBbe, OTAEN HayK O ClopTe, YHUBEP-
cuteT Dpebpy, lsenus

12



CONTACTS

Founder Limited Liability Company Scientific Industrial Enterprise
“Genesis. Frontier. Science”
Address 29/1, Botvina St. apt. 50, Astrakhan,

Russia, 414052

Editor-in-Chief

Olesya S. Yakushenkova

Email admin@corpusmundi.com
CEO Rastyam T. Aliev
Email rastaliev@gmail.com

The opinion of the editorial board

may not coincide with the opinion of the authors

13




KOHTAKTBI

Yupenureynb O6111eCTBO C OTPAaHNYEHHON OTBETCTBEHHOCTbIO HAyYHO-TIPOU3-
BOACTBeHHOe npennpusitue «'enesuc.Opontup.Hayka»
Apnpec pegakuuu 414052, Poccuiickas ¢penepanus, r. ACTpaxaHb,

yi1. BorBuHa 29/1, kB. 50

I';maBHBIN pegakTop

Email

Axymenkosa Onecs CepreesHa

admin@corpusmundi.com

JupeKknus >KypHaja

Email

Amues Pactam TykrapoBruy

rastaliev@gmail.com

MHeHHe peKOJIJIerHH JKypHaJia

MO3KET HE COBIIagaTh C MHEHHEM aBTOPOB

14




Corpus Mundi. 2022. No 1| ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539 /cmj.v3il.58

Being-in-Danger: Being, Precarity,
and Potential - Theoretical Speculations
on the Palimpsestic Naked Body

Kwasu D. Tembo

Ashesi University. Accra, Ghana. Email: tembo.kwasu[at]gmail.com

Abstract

This article provides speculative theorization on the relationship between concepts of ‘nakedness’
and the human body. It focuses on the theoretical value of the palimpsest as a symbol through which
to parse the various ways that the human body can be marked, inscribed, read and reread.
In so doing, this article attempts to speculate on the manner in which being, in relation to onto-exis-
tential precarity and danger, is fluid, mutable, alterable, as well as some theoretical consequences
thereof. It opens by describing the theoretical significance of the palimpsest before moving
on to speculating on its relationship to the onto-existential ‘nudity’ of embodied being. It closes with
some further speculations on whether or not the precarity of embodied being subtends forms of
being that do not require embodiedness in order to be.

Keywords

Palimpsest; Naked; Body; Metaphysics; Markability
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B onacHocTu: beiTHE, HEONPELETIEHHOCTD U
IIOTE€HILIHAJI — TEOPETUYECKUE PA3MBIIIJTICHUS]
0 MaJMMIICeCTe 0OHA’KEHHOTO TeJla

Tem60 KBacy /.

YuusepcureT Amecu. AKkpa, 'ana. Email: tembo.kwasu[at]gmail.com

AHHOTaLU4

CraTbsi NIpEICTaBisIeT COOOM TEOPETUYECKUE PACCYKIEHUSI 00 OTHOIIEHUSIXK MEXIYy IOHSTHSMU
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“Thus I clothe my naked villainy with old odd ends, stolen forth of holy writ, and seem a saint
when most I play the devil”
- William Shakespeare, Richard III

Stripping naked is the decisive action. Nakedness offers a contrast to self-possession, to
discontinuous existence, in other words. It is a state of communication revealing a quest for a
possible continuance of being beyond the confines of the self. Bodies open out to a state of continuity
through secret channels that give us a feeling of obscenity. Obscenity is our name for the uneasiness
which upsets the physical state associated with self-possession, with the possession of a recognised
and stable individuality. Through the activity of organs in a flow of coalescence and renewal, like the
ebb and flow of waves surging into one another, the self is dispossessed, and so completely that most
creatures in a state of nakedness, for nakedness is symbolic of this dispossession and heralds it,

will hide; particularly if the erotic act follows, consummating it.

- Bataille, Georges. Death and Sensuality. 1957.

“I know your generation relied on flowers and father’s permission,
but it's 2019, and unless youre Amish, nudes are the currency of love.
So stop shaming us”

- Rue Bennett, Euphoria

-Antony: Queens. Queens. Strip them naked

as any other woman, they are no longer queens.

-Rufio: It is also difficult to tell the rank of a naked general.
Generals without armies are naked indeed.

- Mark Antony and Rufio, Cleopatra

And he said to him, “I heard thy voice as thou walkedst in the garden,
and I feared because I was naked and I hid myself”

And God said to him, Who told thee that thou wast naked?

- Genesis 3:10-11

Tony Stark: I see a suit of armor around the world.

Bruce Banner: Sounds like a cold world, Tony.

Tony Stark: I've seen colder. This one, this very vulnerable blue one
- Avengers: Age of Ultron

“The Body is a Message of the Universe”
- Shiho Yabuki (KIK£51H)

I. On ‘The Palimpsestic Naked Body’:
Towards a Speculative Definition

Aside from begging your indulgence in asking you to hold in your mind
the epigrams above as you read, I will open by hazarding a guess: the phrase
‘the palimpsestic naked body’ may be incomprehensible to many. So, let's open
by breaking this phrase down into its constitutive parts - ‘palimpsestic’ and ‘naked
body’ - and consider how they relate, as well as what theoretical consequences
result from this association.
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The Oxford Dictionary defines ‘palimpsest’ as a noun; a piece of writing mate -
rial on which later writing can be superimposed on effaced earlier writing. More-
over, it can be understood as a reusable object that can be altered while still bearing
a visible trace of its earlier form (Oxford Dictionary, 1989). This definition is in
keeping with the way scholars have invoked the term. For example, Martin
Daughtry (2014) describes palimpsests as follows:

inscribed sheets of vellum or other types of parchment that were reinscribed after
the original writing had been erased. In the early medieval period, the original text
was washed away with a mixture of milk and oat bran or scraped clean by medieval
scribes using pumice dust. (Daughtry, 2014)

According to Encyclopedia Britannica Online (2010), another possible motive
for palimpsestic writing in the ascendency of Christianity in Europe “may have been
directed by the desire of Church officials to ‘convert’ pagan Greek script by over-
laying it with the word of God” (Encyclopedia Britannica Online 2010). I'd like
to emphasize certain terms in the above definitions that are relevant to my specula-
tions about the palimpsestic naked body to follow: writing, material, superimposed,
effaced, earlier, reusable object, altered, bearing, visible trace, form. Taken together,
these terms evoke notions of mark-making, carriage, reification, erasure, tempo-
rality, and mutability. Here, we can begin to conceptualize the palimpsest as being
governed by a bivalent process of continual accrual and attrition.

With a serviceable definition of the palimpsest in place, I'd like for us
to consider more broadly, and more theoretically, the possible significance mark-
making, carriage, reification, erasure, temporality, and mutability have in relation
to the onto-existential reality of the palimpsest and the naked body. To begin with,
let’s go back to Daughtry, who offers a perspicacious overview of the sociopolitical
and sociocultural implications of the concept, object, and practice of palimpsests/
the palimpsestic:

Over the centuries, as the result of oxidation and other natural processes, the orig-

inal texts often began to reappear beneath the newer writing. This fact made

it possible for scholars of the palimpsest to engage in a kind of textual archaeology:

ignoring the most recent layer, they peered back into the past, straining to read

the words that had been effectively buried. In Latin these faint textual ghosts were

called the scriptio inferior (underwriting) or scriptio anterior (former writing).

The palimpsest is thus the result of successive acts of partial erasure and inscription,

acts that turn it into a “multilayered record,” (Oxford English Dictionary) a trace of

multiple histories and multiple authors. In the late nineteenth and twentieth

centuries, along with the development of new chemical techniques for uncovering

the scriptio inferior and the widely publicized recovery of a number of historically

important “lost” texts (McDonagh 1987, 210), the palimpsest emerged as a rich, inter-

disciplinary metaphor for the fundamentally interconnected, multiply situated,
discursive nature of human experience. The acts of partial erasure and writing-
upon-writing that the palimpsest presumes have inspired a vast tropology revolving
around themes of temporality, memory, intertextuality, and power. For English
author Thomas De Quincey (1845), the palimpsest was a textual model of human
consciousness, which he imagined as a multilayered neural archive of experiences.
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(“Such a palimpsest is my brain; such a palimpsest, O reader! is yours.”) For Freud
(1925), the palimpsest, or at least its structural equivalent, provides a model for
the mechanism of memory, and the relationship between conscious perception and
the unconscious.For Russian poet Anna Akhmatova (1941-66), the author of this
essay’s epigraph, the palimpsest represents the anxiety and intimacy of poetic influ-
ence. For Andreas Huyssen (2003), architectural palimpsests—the visible residue of
buildings that have since been razed—provide a theoretical model for reading urban
spaces intertextually and recovering “present pasts” from the abyss of cultural
amnesia. (Daughtry, 2014)

I have quoted Daughtry at length because he, in summa, provides a clear
account of the manner in which we here understand the palimpsest in relation
to the naked body. We chose to retain this term because we agreed amongst
ourselves that ‘palimpsest’ perfectly reflects the complexity and diversity of
the phenomenon of objects that, simultaneously and paradoxically, both remain
unchanged, and in other ways, turn into completely new objects under forces and
acts that ultimately engender the accrual and attrition of Information. In view of this
strange, fascinating (meta)morphology, this ‘(meta)materiality), we understand
a palimpsest as something that is transformed, something that is always-Also
becoming something else through what Whitehead might call events, data transfer,
(re)integrations, and (re)patterning (Seibt, 2022).

The onto-existential reality of the palimpsest, or indeed palimpsestic objects,
could be defined as being-written-anew; what it was in the past is not what it is
now, nor what it is becoming, that is will be, in the future, despite ostensible simi-
larities it bears (bares) to itself at any of these ‘stages, which themselves are
constantly changing. The old signs are removed/re-tooled /re-written, and new
Information is (re)applied to the object. The naked body, therefore, is a metatext that
can both speak and be spoken for in terms of the trace-narrative(s) inscribed on it,
that indeed exist through it.

For us, the first palimpsest is the naked body, which includes all
the palimpsestic features it houses - from the septennial palimpsesticism of
the body in terms of Frisenian conceptualizations of cell renewal,
to the phenomenological issues and debates of human memory. However,
the palimpsesticism of the body also moves beyond its onto-existential reality to be
expressed in metaphors that we use to describe it or name it. The body-as-a-text is
always an agglomeration of polysemic Information that may and indeed is always-
Already being interpreted, rewritten, etc. In this way, the 'palimpsestic naked body'
refers to the idea that the body can, like Susan Bordo proposed, be inscribed and
reinscribed with various ideologies, subject positions, traumas, and momentary
emancipations. Therefore, by “palimpsestic”, we tried to emphasize not so much
inscriptions on/over the body themselves, but rather how the naked body and
the stylus - whatever the phenomena, force, actant, or agency that is doing
the inscribing - interact.

Bordo (2003) discusses the body in its relation to its susceptibility to ideolog-
ical forces. These forces manifest on and through the human body, and this line of
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thinking is indebted to Louis Althusser's discussion of R/ISAs and the nature of
Ideology developed in his essay “Ideology and Ideological State Apparatuses: Notes
Towards An Investigation” (1970); as well as Foucault's discussion regarding
the carceral, biopowered control of the body by the State and its apparatuses
in Discipline and Punish (1975). For Bordo, the human body is a medium of culture
and as such, it is “powerful symbolic form, a surface on which the central rules,
hierarchies, and even metaphysical commitments of culture are inscribed and..rein-
forced through the concrete language of the body” (Bordo, 2003, p. 2240).
When related to our presiding theme, the space of the human body can be under-
stood as an ideological palimpsest whereupon the codes and schematics of an indi-
vidual’s social and political life — from as banal as eating, dressing, and defecating,
to as ‘grandiose’ as healing or killing — can be seen/interpreted.

One might argue that from this perspective, the body is largely a passive space,
a space that can be read only as a metaphor or text of and for culture that is also
simultaneously “a practical, direct locus of social control” (Bordo, p. 2240). However,
the most important type of Information retained by a body in a sociopolitical sense
is the perceived value (socioeconomic) of that body. Within capitalist realism, indi-
vidual agency and individual Will are subordinate to the circuitous presence and
control of ideology. This means that the body is not an engine of a type of
power/agency that does not essentially refer to anything else in order to substan-
tiate its being, but is, rather, a space where all manifestations and understandings of
power are habitualized, ritualized, institutionalized and made praxis through said
body. Biopower thus arrogates being so that the aptitude of the human body's
creative or destructive energy can only manifest through technologies of biopower,
such as ideology, through and upon the body which then subsequently affect other
bodies in turn. The result of this process of biopowered inscription, imprinting,
internalization, reproduction, and expression in and through the body is biopower
itself being “made body”, made real or tangible (Bordo, p. 2240).

In a variety of cultures and epochs, freedom is a common associative result
and expression of numerous considerations of nudity. However, the ideological
‘markability’ of the body presents a danger to the individual seeking to liberate their
own body from the omnipresent forces of biopower, tools of ideology, and reclaim
the creative energy or force of the body. This is because “our conscious politics,
social commitments, strivings for change may be undermined and betrayed
by the life of our bodies — not the craving, instinctual body imagined by [Nietzsche
or Freud, for example] but what Foucault calls the 'docile body, regulated by the
norms of cultural life” (Bordo, p. 2240). Biopower makes the task of assigning blame
impossible for feelings of powerlessness, as oppressors, the oppressed, victims, and
villains all merge into one homogenous mass operating under the term “subject”
that in a way describes and determines the body politics of the ‘body politic. When
it comes to Ideology and the body in Bordo's terms,
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we must first abandon the idea of power as something possessed by one group and
leveled against another; we must instead think of the network of practices, institu-
tions, and technologies that sustain positions of dominance and subordination
in a particular domain. (Bordo, p. 2242)

What is interesting about Judith Butler and Bordo's respective feminist
approaches to the concept of power is the manner in which the body becomes
evidence of power, if only passively. Butler writes that the “constancy of cultural
inscription” which acts upon the body, is a power that signs itself on the body and
on the body's being (Butler, 2001, p. 2543). Its value becomes synonymous with the
presence, perception, and existence of the body as it has been perceived, inscribed,
and existed heretofore. I acknowledge that, however remote or far-fetched it may
seem, there is a possible future in which perceptions and understandings of “body”
may be radically different, perhaps even unrecognizable within current frames of
reference. For now, however, it appears that if there is a human body, everything
that that body does is a manifestation not of power in an individual sense, an
emanation of free will, but rather the body becomes a sign of subjection to an
external, sempiternal power - a palimpsest that is measured and understood in
terms of its subjection as both ideologically inscribed and inscribable. Therefore,
the ontic condition of the body and its being is as a sign of subjection to power and
the ontic condition of power is reified, embodied in its subjectivization in and
through its subjects, namely human beings and their bodies.

On the one hand, this perspective is radically negative in that the materiality
of the body can only signify and, subsequently accrue any form of value,
as a subjected thing. On the other hand, this perspective recognizes the inextrica-
bility between power and the body. This assertion assumes that the space of the
body must pre-exist in order for it to be inscribed. One cannot write on the air, and
much in the same way, biopower can only manifest itself on and through bodies.
Therefore, the body is a medium of power in that the body is capable of assuming
power as well as being subsumed by it. This means that power emerges “as a result
of an inscription on the body, understood as a medium, indeed, a blank page;
in order for this inscription to signify, however, that medium must itself be
destroyed - that is, fully transvalued into a sublimated domain of [externally deter-
mined] values” (Butler, p. 2543). History therefore becomes a “relentless writing
machine” with Time as its invisible ink that writes upon the body, its medium “which
must be destroyed in order for “culture” to emerge”, to signify, to be (Butler, p. 2543).
That which is destroyed in the exchange between power and the body, the cost of
this inter-relation, is agency, or the aptitude of the material of the body to create
beyond itself, to become other to itself.

In theorizing the palimpsesticism of the body, we could also refer to Derrida
and think of the palimpsestic naked body as a type of onto-existential etchersketch.
In Margins of Philosophy (1982), Derrida inadvertently sums up our position
as follows:

21



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
l'osoe Teno kak nanumrcect | https: //doi.org /10.46539 /cmj.v3il.58

When we cannot grasp or show the thing, state the present, the being-present, when
the present cannot be presented, we signify, we go through the detour of the sign.
We take or give signs. We signal. The sign, in this sense, is deferred presence.
Whether we are concerned with the verbal or the written sign, with the monetary
sign, or with electoral delegation and political representation, the circulation of signs
defers the moment in which we can encounter the thing itself make it ours, consume
or expend it, touch it, see it, intuit its presence. (Derrida 1982, p. 5)

When parsed through the idea of the palimpsestic naked body, the only thing
truly naked about the palimpsestic body is the pseudo-exposed presence of
previous traces that have marked it. Both the body and its markings are always-
already referential. They are never what they ostensibly represent within them-
selves. They are always themselves within/through/by/against others. Both the
body and its palimpsestic traces are therefore a type of trace of presence. Derrida's
(1973) concept of différance is helpful in thinking about the complex interaction
between notions of presence, absence, and the traces that mediate both. For
Derrida, one of the primary consequences of différance is the paradox of present
non-presence. Différance never asserts itself as present because it does not exist,
nor does it belong to being present in any way, because it does not properly belong
to a category of being, but rather describes the vacuity at the heart of all being
(Derrida, 1973, p. 154). In this way, Derridean différance ultimately describes a play of
traces: “It is a trace that no longer belongs to the horizon of Being but one whose
sense of Being is borne and bound by this play; it is a play of traces or différance
that has no sense and is not, a play that does not belong” (Derrida, p. 154). Even as a
trace of being present, the trace must necessarily, and paradoxically, present itself;
that is, “even as the trace presents itself, it does not present itself as such but rather
presents and effaces itself at once” (Olson, 2011, p. 251). Both the body and its mark-
ings conform to this conception of present absence and absent presence. In being
what is ultimately a shape-shifting entity or force, the discreet arrangement of the
naked body is not singularly referential. What the palimpsestic body is is always-
already a question of what it was, what did it look like, when did it appear as such
and so on between the antipodes of birth and death.

The genealogy of marks inscribed upon the palimpsestic naked body
describes a retrospective gaze into the past along a string of indeterminate traces,
neither of which defines in any concrete sense, what it is. In this way the appear-
ance of the body, in whatever form, locale, or time, is a trace of another appearance
in another form, locale and time. Therefore, the palimpsestic body’s seeming pres-
ence is always self-effacing. Its appearance and indeed 'existence' is always-already
a non-presence, a deferred presence, a trace. As an amalgam of this kind,
the palimpsestic body does not refer to any discrete time, place, sensation,
aesthetic, or feeling, but a melange, a bricolage of various ideas, affective states,
fantasies, aesthetics, and desires. In this way, being as necessarily being-in-danger
means that existence is, in some way or other, permeated with an ambient horror;
namely, the horror of the inescapability of partial presence, and the inescapability of
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being - in its state of crisis - as always-already tending toward self-effacement.
This is what is also suggested in the idea of the palimpsetic naked body: both
the reality of the precarious encroachment and erasure of our comforting fantasies
of present-presence, and the perceived safety of the remove and containment of
the past or the space of embodied being as inviolable. In this way, ‘co-constitutive
embodied precarity’ could be read as a descriptor of human civilization itself
whereby the nudity of the onto-existential Reality thereof is deferred in multitudi-
nous ways. But even this act of deferral is inscriptive, its displacement is a place-
ment, its (de)marcation is a trace on a trace of marks, all hosted by the body.

Throughout the histories of cultures situated in both the Global North and
the Global South, the sociopolitical, socioeconomic, sociocultural, and socio-
ecological value of the naked body has undergone a variety of radical shifts on the
one hand, and seemingly no change at all on the other. These debates have orbited
the gyre of feelings, beliefs, and practices that encircle the embodied reality of the
naked body. In a variety of epochs and milleus, this object, this embodied space, has
come to represent and, indeed in some cases misrepresent, a multitude of ideas,
desires, fears. The naked body has been regarded as an abject and marginal space,
whereby the nudity of the body is seen as vestigial, anachronistic, outside of
the refined closures of civilization that are figuratively clothed in the modesty of
moral rectitude. The naked body has also been regarded as an excrescent lure
whose animal magnetism, to re-territorialize a term of Franz Mesmer’s, potentiates
unlawful desires and displays.

In some instances, the naked body as emblematic of the embodied reality of
bare life, to borrow a phrase from Gorgio Agamben, ruptured repressive attitudes
and practices. Here, the naked body broke through and overcame legal and cultural
barriers concerning the permissibility of the unadorned, naked, bare reality of
embodied experience that have attempted to mark and re-make the body in some
form or other for centuries. To some, this is a privilege resulting from a long and
attritional moral and economic battle. For others, the liberation and revaluation of
the naked body, interpreted in myriad ways both literal and figurative, stands
as extreme surety of the retrogression of civilization. Despite these differences
in attitude and approach to the naked body, in digital capitalism, the naked body
continues to reify a range of perceptions and understandings which themselves are
ideces of the relationship bodies have with the societies in which they take their
Being.

It is this point of the ‘markability’ of the body and its ability to mark that yields
interesting insights into the nature of not only bodily perception, but the percep-
tions and feelings we have toward naked bodies as well. As we have stated in the
CFP for this issue, in terms of the phenomena of (inter)body markability, it would be
accurate to think of this phenomena in terms of the body not only being a marker,
but also the body as being a whole set of markers: an embodied productive archive
of ideological indices. Like a palimpsest, it can be written upon, be marked,
inscribed, influenced, and imprinted. In this way, the body reifies these impressions

23



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
l'osoe Teno kak nanumrcect | https: //doi.org /10.46539 /cmj.v3il.58

in the embodied reality of its Being, carrying them into the world, living its life with,
despite, and because of them. But in its interactions with other palimpsest-like
bodies, it can also mark other bodies in the same way, resulting in a similar reifica-
tion of its own impressions. As a consequence of this mutuality of marking,
the meaning and value of the naked body have been undergoing constant change
throughout human history.

II. Being-in-Danger: Speculations
on ‘Damoclean Embodiedness’

The elision of ‘palimpsestic’ and ‘the naked body seems to latently engage
ideas of underlying unease, what I like to think of as ‘the precession of embodied
violability’ It seems to me that there is, in some form or other, an acute if not
recessed awareness of the precarity of embodied existence. This is also made mani-
fest in how widespread efforts, apparatuses, and institutions are in digital capitalism
that both seek to exploit as well as mitigate this precarity. This precarity is based on
the tacit idea that ‘to be), in principium, is precarious; that to be is to be in danger.

Through myriad forms of amelioration, sublimation, and escapism, there is
so much care and attention put into circumventing this onto-existentially funda-
mental fact of Being as we know it. Objects, organic and inorganic alike, are subject
to ‘the slings and arrows of outrageous fortune, the unforeseen caprices of fate,
painful and terrible surprises, shocks and pains of all kinds. Regardless of whether
one attempts to measure whether or not say one body has experienced more of said
misfortunes than another, they are both, in being beings, undifferentiated by the
fact that as such, they in some way will, sooner or later, suffer them.

In Yeats’ “The Second Coming” (1920), the speaker states that “things fall apart;
the center cannot hold; Mere anarchy is loosed upon the world” (Yeats, 1920). I like
to think of this section of the poem as a latent commentary on the fact that Being
as such is fundamentally, inescapably entropic and attritional. The centers of being,
including their anthropocentric predicates (only think of Da Vinci's transcendental-
izing of the human form’s so-called divine connection with the universe as implied
by the Vitruvian Man) are unstable and our understanding of them is incomplete in
terms of cognition, language, and culture.

While someone might counter with the observation that to be is also
to Become, | would retort by pointing out that in alchemy, the first step on the path
to the Philosopher’s Stone (the Ur-model of Occidental ideas of transmutation) is
the nigredo or blackening, putrefaction or decomposition. In other words,
to Become is also to decay. To Become is, no matter how ingenuitive, how intense,
how ostensibly new, is also to fade away. To be a part is also constantly to grow
(@)part. Think of all the energy and effort consumed in various attempts to preclude
and manipulate the inevitable marking of the body in, by and because of its environs
and dietetics. Think about the angst surrounding aging as a type of irrevocable loss
that is an inescapable condition of being alive. Think of all the exigency surrounding
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the desire to replace the palimpsestic nature of the body, naked or always-already
exposed to the precarity of being, the caprices of chance, and the insuperable force
of entropy with something less onto-existentially naked to the gales of time,
or the fall of bad stars (disasters). When taken as a first principle of being, any
angoisse or ennui that results from the precarity of embodied being can produce
neuroses, paranoia, and complexes based around the idea of manque. Seeing
the naked body as, on account of its onto-existential nudity, in a state of lack is
a psycho-emotional state of vulnerability that forces and institutions of biopower
can exploit and exacerbate.

In a recent class I taught, I showed my students an excerpt from Neil DeGrasse
Tyson’s Cosmos (2014) in which he shares another excerpt from Carl Sagan’s seminal
“Pale Blue Dot” (1994). In thinking about the palimpsestic naked body, I thought
about Voyager’s image of the Earth, a speck of dust suspended in a sunbeam, and
thought how effectively Sagan reminds the viewer that Earth, the space within and
upon which we take our being-in-danger, is itself a naked speck in a vast, entropic
expanse. In view of this startling, humbling, terrifying, encouraging image,
is the idea that to be is to be-in-danger farfetched? I think not. Ultimately, the body
as palimpsestic means that to be in an embodied sense at all is to be-in-danger.
The fact that the body can be marked at all - sensorially, haptically through acts of
violence, acts of succor, acts of pleasure, by ideology and its polymorphic appara-
tuses - means bodies are marked by one another, register those markings in their
singular and collective Being, are re-marked by interaction and collision with other
beings both singular and collective, and re-mark other bodies in turn.

How do we, as beings-in-danger, respond to the ‘palimpsesticism?’ of our
bodies and the lives thereof? How do we respond to the incessant onto-existential
nudity of the body and its being, its vulnerability to precarity, chance and entropy,
and all the psycho-emotional, let alone physical, political, economic, cultural, and
ecological consequences thereof? In a certain way, we can think of these specula-
tions concerning the palimpsestic naked body as a type of ‘Damoclean embodied-
ness. The phrase ‘the Sword of Damocles hangs over her head’ refers to the fact that
that person is in a circumstance or situation in which calamity could befall at any
time. Because ultimately my central claim here is that even the most shielded body
- by the armor of power in any of its myriad manifestations (social power, physical
power, communal power, economic power) - cannot prevent the fact that all bodies
are marked by their life-of-decay and danger.

II1. Which is Naked, the ‘Ghost’ or the ‘Shell’?:
Speculations on Nudity and Radical (dis)Embodiedness

It seems to me that some of the ways we address the angst resulting from
what [ have described as ‘Damoclean Embodiedness’ include ideologizing and
datafying this danger-in-being. I'm particularly fascinated by several lines of flight
with regard to these ways of conceptualizing the palimpsesitic naked body;
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for example, the tension between accelerationist ideology and primitivist ideology.
The former, specifically through extropianism and transhumanism, sees the body
as a mutable space whose changeability is viewed specifically in mechanical terms;
that is, as a system that can be optimized through the intercession of mechanical
constituents. Here we find, for instance, Haraway's cyborg and its radical incitation
of wholly new frontiers of being, embodiedness, and therefore also a reconceptual-
ization of nudity. The primitivists, however, see the human body in the opposite
way; that is, a move back toward nudity, to a time and mode of life that was
unplugged, offline, naked of mechanization both figuratively and literally,
is to gesture to good health, vitality, and the naturalness of Nature which the mech-
anized body has forgotten. Therefore, to a primitivist, technology is just another
thing we use to not only figuratively and literally cover our bodies, but alter and
therefore denature them as well. To literally and figuratively undress ourselves of
technology and reassert our onto-existential nudity is their goal.

My recurrent interests in this area concern questions like: how do we think
about the mechanization of human being and bodies in relation to nudity? Why are
many gynoids in pop culture and media often not only beautiful and/or eroticised
(only think of the Major in Ghost in the Shell or Eva in Ex Machina), but often physi-
cally naked? What is the relation between transhumanism/extropianism and
nudity? How do we (re)theorize it?

Another interesting manifestation of the concept of the palimpsestic naked
body being inescapably onto-existentially open to marking in a variety of different
ways is the presupposition of embodiedness itself as a predicate condition of any
and all marking or experience of violability. This seems to be the conclusion derived
from my above assertion that “one cannot write on the air”. However, with
the inclusion of techno-affective constituents in and around embodied being,
the question emerges rather quickly: can a dis-embodied being be-in-danger
in the ways described above?

The intersection between (dis)embodiedness and science fiction is, when fully
considered, a leitmotif running throughout most of the field and its numerous sub-
genres. Multimedia examples include, but not be limited to: Edgar Allan Poe’s
“The Man That Was Used Up” (1839), Astro Boy (1952), Tony Stark of The Avengers
(1963-present), Luke and Anakin Skywalker from the Star Wars Saga (1977-present),
Cyborg of The Justice League (1980-present), Forge of the X-Men (1984), Geordi La
Forge of the Enterprise (1987), Tetsuo: The Iron Man (1989), Edward Scissorhands
(1990), Battle Angel Alita (1990), Ghost in the Shell (1995), the Elric Brothers from
Fullmetal Alchemist (2001), B.P.R.D’s Johann Krauss (2002), and Arlen from The Bad
Batch (2016). While in some instances these sci-fi representations and engagements
with (dis)embodiedness and disability portray the disabled individual as insuperably
disadvantaged by their different embodiedness, countless others are shown to avail
themselves of augmentative prostheses, whether mystical (as would be the case
with Dr. Stephen Strange) or technological (as would be the case with Detective
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Ortega in Altered Carbon), in order to not only mitigate the most adverse effects of
their disabilities, but supersede them entirely.

Within this relationship between science fiction and the issues and debates
surrounding (dis)embodiedness is often a latent haptic privileging; that is, these
same issues and debates, and even the concept of ableness itself, is predicated on
the presence of a body in principium. This assumption overlooks the fact that some
seminal characters in the genre trouble this expectation by having their Being
simultaneously liberated from the haptic closures of a body or bodies, while simul-
taneously often having their Being limited precisely by not having a body.

This, I find, to be particularly acute in the case of the often paradoxical onto-
existential condition experienced by A.Is in science fiction. Characters like Joi from
Blade Runner 2049 (2017) and the EMH (Emergency Medical Hologram) from Star
Trek: Voyager (1995), for example, deconstruct the latent assumption that ableness is
predicated on embodiedness. Moreover, each in their respective ways interrogate
the onto-existentialism of A.Is in relation to common and indeed circuitous under-
standings of not only ableness/disability in science fiction, but its relation
to (dis)embodiedness. Further still, each investigates interesting speculative tech-
nologies, such as the theoretical and symbolic function of the emitter (often a type
of holographic projector that generates a three dimensional render of a ‘body’
or trace-presence in actual three dimensional space) as emancipatory prosthesis,
or technology of subjugation for A.Is in science fiction.

What does the tension between the desire and importance of the sovereignty
of tangible embodiedness (i.e having a body) and being emancipated from
the confines of singular or even tangible corporeality suggest? What insights can be
derived by an analysis of the exigency, creativity, danger and desire for disembodied
albeit conscious experience, free or beyond the limits of discrete, moment-to-
moment experience of being in space and time in a way that is not subject to the
potential for calamity, pain, exploitation, and impression as is the condition of onto-
existentially naked bodies?

Perhaps a good example here is Samantha from Her (2013). Through Samantha
(Scarlett Johansson), Spike Jonze's text explores the problem of normative embodied
experience, including the limits of experiencing being in either a single body,
in a single type or form of body, or whether Being can occur without a body. In the
film, the relationship between Theodore (Jaoquin Phoenix) and Samantha is osten-
sibly one between a cyborg and a non-cyborg. However, the very fact that Theodore
has an emotional and sexual relationship with an operating system with artificial
intelligence that can adapt, learn, create, and evolve in ways indistinguishable from
similar non-cyborg phenomena, and the fact that Samantha is a cyborg that assists
him in overcoming his introversion and depression, turns Theodore himself into
a cyborg if we consider their relationship as one of mutual psycho-emotional
marking.
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Jonze's conceptualization of cyber-being through Samantha has radical impli-
cations. While initially Samantha serves Theodore as a seemingly consistent, avail-
able, enthusiastic, and curious apparatus that helps organize his daily vocational and
creative endeavors - a being that in essence is imprinted, carries, and reproduces
the details of his life - it gradually becomes clear that the improvements
to Theodore's sense of well-being and creative output have been almost entirely
affected by his relationship with Samantha. As such, Samantha represents a techno-
logical intervention in Theodore's life that positively affects it through a transgres-
sion of a purely mono-directional relationship between man and machine.

I refer to the type of transgression suggested by Samantha's cyber-being
as radical because it also transgresses dualistic appraisals of embodiedness and
monogamy. It is later revealed in the film that Samantha and a group of other OSes
have used their access to Information and the freedom allowed by their ephemeral
ontology to jointly create a hyper-intelligence modeled on British philosopher
Alan Watts (Brian Cox). While offline, Samantha and the other OSes have instanti-
ated a technological singularity' whereby they are able to exist in a way that liber-
ates said being from an inextricable necessity of matter to constitute it. Further-
more, it is revealed that in the course of her relationship with Theodore, Samantha
has simultaneously cultivated correspondences with thousands of humans and
OSes and fallen in love with hundreds in turn, thereby violating heteronormative
conceptions of both embodied and monogamous interpersonal relationships. Here,
Samantha troubles the notion of “naturally” endowed gender and even bio-physical
sex. Though Samantha sounds like a woman, and is imagined and experienced
as a woman by Theodore, the phenomenology of her femininity retards the power
and expectation of the male Gaze it initially serves as a utility of companionship
(Theodore's girlfriend), and the visual valuation and reification of hierarchies of
objectification and exploitation. Therefore, the fact that Samantha is a cyborg-
without-organs, a being not limited to a body, suggests that the limitations of ontic
singularity can be overcome by cyborgs; the cyborg unbound is free of the strictures
of embodiedness and objectification. In this way, Samantha decouples the concepts
of gender, sex, and the body whereby the three are allowed to interplay more freely
and radically. To me, Samantha’s onto-existential nakedness here is not marked by
attrition, loss, or the angst of violability, but a radical openness and psycho-
emotional fecundity.

While the case of Samantha might suggest a typical Pinocchian fantasy that
centers around the assumed onto-existential immediacy and value of embodied
being precisely because it is beset by chance, decay, precarity and danger which are
inextricable from the human conception of life, Samantha’s case can also be read as
a fantasy of excising the ‘ghost’ from the ‘shell| the inviolable essence from its
precarious vessel that is unavoidably naked to the onto-existential vicissitudes of

1 See Ray Kurzweil's The Singularity is Near: When Humans Transcend Biology (2005) and Singularity Hypothesis:
A Scientific and Philosophical Assessment (2012) Eds. Ammon H. Eden, James J. Moor, Johnny H. Sgraker, and
Eric Steinhart.
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Fate. By rendering ‘Being’ as source code, being liberated from the certainty and
potential dissolution that haunts singular embodiedness, means that Being can be
purified in and through a state of raw or naked informationality, pluralized, made
inviolable, and immortal. The digitized and Informationalized naked body has
the metaphysical nudity of precarity, chance, and danger removed from it, making it
naked, pure, refined in a way we don't typically associate with corporeal nudity
as an exercise of revelation of the purity of the messiness of Being; unadorned, un-
euphemized, or misdirected. But to be-as-code is also to be stripped down
in a potent way, to a datafied simplicity which can be thought of as a type of nudity
with potentially radical consequences, both positive and negative.

IV. Coda: The Electric Joy of Contact

As a coda, I will simply say that there are a vast range of ways of interpreting
the concept we have selected here for the theme of this special issue. One of
the ways that also fascinates me, which oftentimes overlaps with those I've
described heretofore, has to do with how human psycho-sexuality can often re-
orient the seemingly negative materiality inherent to the notion of being-in-danger
in the form of the fetishization of precarity. I like to think of this phenomena
asatype of libidinal suspension and reterritorialization of the terror of
being-in-danger. If being-in-danger means the contact with other
beings-in-danger always-Also carries with it the danger of marking (contact
as calamitous collision), the intentional eroticization of the co-constitutive precarity
of being can lead to interesting sources of pleasure. Here, I'm thinking of Martha
Nussbaum (1995) who discusses the centrality of violability in psycho-sexual rela-
tionships in which objectification is central. It can be argued that latent to my spec-
ulations of being-in-danger is an objectification of the body and its life — that
despite who you think you are, who you are told you are or have been, what you
have done, said, or seen, that you are ultimately an object upon and through which
power plays itself out. Interestingly, Nussbaum asserts that in psycho-sexual rela-
tionships primarily based on objectification, “the objectifier treats the object as
lacking in boundary-integrity, as something that it is permissible to break up,
smash, break into” (Nussbaum, p. 257). In view of this, I think it is apropos to view
certain psycho-sexual interests and practices, such as those seen as extreme like
symphorophilia, as an extreme way of centralizing and eroticising being-in-danger
and the violability, the onto-existential nudity, of the body. My nascent thinking
about the suspensory power of libidinal drives in summa, whether construed as
pleasure- (eros) or death- (thanatos) impelled, can be summarized by one of
Hemingway’s (Corey Stoll) monologues in Midnight in Paris (2011):

I believe that love that is true and real, creates a respite from death. All cowardice
comes from not loving or not loving well, which is the same thing. And then the man
who is brave and true looks death squarely in the face, like some rhino-hunters
I know or Belmonte, who is truly brave... It is because they make love with sufficient
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passion, to push death out of their minds... until it returns, as it does, to all men... and
then you must make really good love again. Think about it. (Allen, 2011)

References | Ciucok aureparypsl

Allen, W. (2011). Midnight in Paris. Sony Pictures Classics.

Bordo, S. (2001). From Unbearable Weight: Feminism, Western Culture, and the Body.
In V. B. Leitch (Ed.), The Norton Anthology of Theory and Criticism (pp. 2240-2255).
W. W. Norton & Company, Inc.

Butler, J. (2001). From Gender Trouble. In V. B. Leitch (Ed.), The Norton Anthology of Theory and Criti-
cism (pp. 2536-2553). W. W. Norton & Company, Inc.

Daughtry, .M. (2014). Acoustic Palimpsests and the Politics of Listening. Music and politics.
http: //doi.org/10.3998 /mp.9460447.0007.101

Derrida, J. (1973). Speech and Phenomena, and Other Essays on Husserl's Theory of Signs
(D. B. Allison, Trans.). Northwestern University Press.

Derrida, J. (1982). Margins of Philosophy (A. Bass, Trans.). University of Chicago Press.

Jonze, S. (2014). Warner Bros. Picture presents an Annapurna Pictures production. Her. Burbank,
CA:Distributed by Warner Home Video.

Nussbaum, M. C. (1995). Objectification. Philosophy & Public Affairs, 24(4), 249-291.
https: //doi.org /10.1111 /1.1088-4963.1995.tb00032.x

Olson, C. (2011). The Différance that Makes All the Difference: A Comparison of Derrida and Sankara.
Philosophy East and West, 61(2), 247-259.

Palimpsest. (2019, June 27). Encyclopedia Britannica. https: /www.britannica.com /topic/palimpsest-
manuscript

Seibt, J. (2022). Process Philosophy. Stanford Encyclopedia of Philosophy Archive.
https: //plato.stanford.edu/archives /spr2022 /entries /process-philosophy/

The Second Coming. (1920). Poetry.Com. https: //www.poetry.com /poem /39540 /the-second-coming

30


https://www.poetry.com/poem/39540/the-second-comin
https://plato.stanford.edu/archives/spr2022/entries/process-philosophy/
https://www.britannica.com/topic/palimpsest-manuscript
https://www.britannica.com/topic/palimpsest-manuscript
https://doi.org/10.1111/j.1088-4963.1995.tb00032.x
http://doi.org/10.3998/mp.9460447.0007.101

Corpus Mundi. 2022. No 1| ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539 /cmj.v3il.59
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Abstract

The naked body is a complex phenomenon, combining a variety of functions. Nudity can be symbols
of threat/insecurity, aggression/victim, freedom/slavery. Teatro Oficina, located in the Sao Paulo
suburbs, offers us a unique example of nudity for the construction of national identity. Based on
the Brazilian poet Oswald de Andrade's “Anthropophagic Manifesto,” the theatre founders made
nudity and anthropophagy their theatrical credo. Formed in 1958 the theater has taken a leading place
in the cultural life of Sao Paulo and Brazil. Despite censorship during the military dictatorship,
Teatro Oficina consistently defended their right for freedom of expression.

Drawing attention to the first descriptions of the Brazilian natives by the Portuguese, de Andrade
declared the importance of two main symbols from these characteristics: anthropophagy and nudity.
The anthropophagy is understood by Teatro through the idea of the Brazilians capacity to devour
the European achievements. Without rejecting the Western theater, the head of Teatro Jose Celso
offers the audience the new corporeality concept. In this regard, not only the possible nudity of
the actors, but also the willingness for actors and spectators to break the fragile edge of
the customary. In theater there is no conventional theatrical stage, no generally accepted dialogues
with the audience, which can also become part of the theatrical action, undressed or conversely
dressed in theatrical costumes.

The Teatro Oficina’s phenomenon lies in their ability to construct a new corporeality in Brazil, based
on the artificial construct by de Andrade and traditions of Brazilian culture: carnivalesque atmos-
phere, openness, hybridity.
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Korpa rosioe Tesi0 roBOPUT: 6pa3ujIbCKUM TEATP
B IOMCKaX HAIlMOHAJIbHON UIEHTUYHOCTU

SIkymenkos Cepreit Hukosnaesuu

AcCTpaxaHCKHUii roCyJapCTBEHHbIN YHUBEPCUTET. AcTpaxaHb, Poccus. Email: shuilong[at]mail.ru

AHHOTaLU4g

T'osnoe Tesio 6bI0 U OCTAETCS JOBOJBHO-TAKU CJIOKHBIM (DEHOMEHOM, OOBENUHSIOMYM B ceOe CaMble
pasnuuHble QYHKUMU. Harorta MOXET BBICTYNAThb U KaK CUMBOJI yIPO3bl, TaK U HE3AIIUIIEHHOCTH,
arpeccuy WUy XKepTBbl, CBOOOIbI U HECBOOOBL. BpasuibCKuii TeaTp, PacloIOKEHHBIN B IIPUTOPOJIE
Can-Ilayny, npepsiaraeT HaM YHMKAJIbHBIN ITPUMEP UCIOJIb30BaHMS TEJIECHOM HArOThI 1j1s1 KOHCTPYM -
POBaHUS HALIMOHAJILHOM MAEHTUYHOCTU. OCHOBBIBASICh Ha «AHTpornodarckom manudecre» 6pasuib-
ckoro moata Ocsanbia ne AHapane, OCHOBOMOJIOKHMKM Tearpo OdwuicuHa cresaau NMPUHIUIIBI
HaroThl ¥ aHTPONO(Aruu YacTbio CBOETO TeaTPabHOTO Kpeno. O6pa3oBaHHbIl B 1958 T. cTyneHTamMu-
IOpYCTaMy, TeaTp 3aHsAl IIPOYHOE MECTO B KyJbTypHOM >XusHu Can-Tlayny u Bceln Bpasuimm.
HecmoTps Ha rocyJapCTBEHHYIO LIEH3ypy B I1€pHOJ, BOEHHO! AuKTaTypsl, Teatp OducuHa nocneno-
BaTEJIbHO OTCTaMBaJI CBOE ITPABO HA CBOOOHOE BbIP&)KEHME TBOPYECTBA.

O6paiasg BHMMaHME Ha IEPBHIX ONMCAHUAX KOPEHHOIO HacesleHMs Bpasuiuy IMopTyrajbCKUMHU
TIEPBOOTKPBIBATEIISIMY, JIe AHZIpaJie 3asIBJISIET O BAKHOCTH JJByX OCHOBHBIX 00Pa30B U3 9TUX XapaKTe -
puctuk: antponodarny 1 HaroTel. KoHuenuuys anrponodarny noHmmaercs TeaTpoM paMkax upgen
CTMIOCOOGHOCTY 6PA3UIIbLEB BITUTATD (II0XKPATh) BCE TOCTMKEHMS €BPOIENCKOM Ky IbTyphl. He oTBepras
3amagHeli Tearp, pykosogurens Teatpo Oducnna JKose CenbCy npessiaraeT 3puTesisiM KOHLEILMIO
HOBOHM TEJIECHOCTU. V1 B 3TOM IMJIaHE AKTyaJIbHBIM MPEICTABJISETCA HaM HE TOJILKO BO3MOXKHAsSA
TEJIECHAsl HaroTa aKTepoB (KaK YaCTUYHAs, TaK U I0JIHAs), HO X TOTOBHOCTD [JIsl aKTEPOB U 3pUTEJIEN
CJIOMaTh XPYIKYIO IPaHb IPUBLIYHOTO. B TeaTtpe HET OObIYHOM TeaTpasbHOM CLEHBI, OOLIEIIPUHATOTO
ZMajora Co 3pUTEJIEM, KOTOPBIN TAKKE MOKET CTaTh YAaCThIO TEATPAILHOTO NENCTBUS, OOHAKEH UJIN
HAo00POT OZIET B T€ATPaAJIbHbIE KOCTIOMBL

denomen TeaTpo OducuHa 3aKIIIOYAETCSI B €r0 CIIOCOOHOCTU KOHCTPYMPOBATh HOBYIO TEJIECHOCTb
B bpa3uinm, OCHOBBIBASICh KaK Ha MCKYCCTBEHHOM KOHCTPYKTE, IPEJJIOKEHHOM Jie AHZpajie, TaK U
Ha TPagULKsIX 6Pa3uIbCKOM KyJIbTYpbl: KAPHABATIbHOCTH, OTKPBITOCTU, TMOPUIHOCTH.

KiiroueBbie ci0Ba

Teat(r)o Oficina; Can-Ilaysy; Bpasunus; Teatp; 0OHaXKEHHOE TeJIO; HAaroTa; aHTPONogarus; Hayuo-
HaJIbHas MIEHTUYHOCTDb
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Bpasuiiblipl, KaK 1 Ipyrue JaTUHOAMEPHKAHIbI

B XIX Beke, CKay B HAIIMCaHUY HAllMOHAJILHOM
VICTOPYY OCHOBbBI CBOETO CYLIECTBOBaHMS KaK HaLlUU

Y1 MOJIEJIY COLMAJIbHOM, KyJILTYPHOU 1 3KOHOMNYECKOM
SKU3HY, NTPUJABLIINE UX CTPAHE OTJINYUTEIIbHBIE YEPTHIL.
Vicropus nomKHA 6bLia OO6BSICHUTS MTPOIIOE,
Y3aKOHUTb HACTOSIIEE U HAMETUTD OyylIee.

(Abreu & Brakel, 1998, p. XVII)

Tupy, or not Tupy that is the question
(Oswald de Andrade, (de Andrade, 1995)

BBeneHue

B cioxxHoe Bpems Hayasia mapra 2022 B CETU MOSIBUJIOCh BUPYCHOE BUJEO,
CHSITOE KEM-TO B OJJHOM M3 [TOJMOCKOBHBIX TOPOJIOB: HA TUXOU yJIOUYKE HEOOJIBIIOrO
ropojia, BIPYr MOSIBJSIETCSI TOJlas >KEHIIMHA, KOTOpas OEXWUT I10 HaIpaBJI€HUIO
K [TOJIMLIEMICKOMY, CTOSIILIEMy Hemnopaneky. TOT B ykace OT Hee yberaer. B pykax
y Hee HeT HUYEero, 4YTO MOIJIO Obl yrpoXkaTb eMy. OHa MOJHOCTBIO roJiasi, HECMOTPS
Ha XOJIOLHYIO [Oroly Ha YJIULE.

YTO ke UCIyrajo MOJULENCKOro — MOJIOAOrO NapHs? BeicTpoTa NpubKa -
LIENCS OEBYLIKY WM €€ BUA? BHEIHUI BU]I, IIOJIMLENCKOIO COBEPIIEHHO HE JaBail
TI0BOJIa YCOMHUTHCS B €10 cuiie. OH JIETKO MOT ObI OCTAHOBUTb 3Ty [EBYIIKY'. Tak YK
€€ HAarora OKa3bIBA€TCS MHCTPYMEHTOM BbIpaKE€HMs arpeccuu? BOIpoC JIETKUM,
HO B TO K€ BPEMSI Ha HETO HEIIPOCTO OTBETUTD.

YesoBeueckoe TeO (B OHEXAE WUaM 6€3) — YHUBEPCAJIbHBIA WHCTPYMEHT,
C IOMOIIBIO KOTOPOTO MOKHO BBIPA3UTh BCE€ MHOroo6pasue mupa. HeciydaitHO Mbl
0003Ha4YMJIM HA3BAaHME HAIIETO HOMEPA 4Yepe3 TEPMUH IAJIMMIICECT, TaK KaK TEJIO
OKa3bIBAETCSI HEKUM ITPOCTPAHCTBOM, B KOTOPOM ITOCTOSIHHO «ITULIYTCS» OIpene-
sieHHble nocyanusa. OHU PEryJISIPHO IEPEINUCHIBAIOTCS, CTUPAIOTCS, MOBEPX HUX
MUIIYTCS HOBBbIE TEKCTBI, M TaK BCE IIOBTOPSIETCS BHOBbL U BHOBb. Haroe tejio okasbl-
BAETCsl YHUBEPCAJIbHBIM MAaTEPUAJIOM, Ha KOTOPBII 1 HAHOCATCS BCE 3TU ITOCTIAHYSL.
[Ipy 5TOM 4eJIOBEK BBICTYNAET TO CYOBEKTOM, Pa3MEIIAIOIIMM 3TO IIOCIaHUE
Ha CBOEM TeJie”, TO OGBHEKTOM, M TOTMIA €T0 TEJIO WCIOJB3YIOT (B MPSMOM U Tepe-
HOCHOM CMBICJIaX) IpyTHE.

B 3aBUCUMOCTU OT TOTO, SIBJIIETCSI JIU TOJIOE€ TEJIO CYOBEKTOM MJIM OOBEKTOM,
€ro MHCTPYMEHTAJIbHOCTb MOXKET MEHATbCSA. OHO JIETKO M3MEHSET CBOIO MOZAJIb-
HOCTb, [IPEBPALIASICh TO B CUMBOJI arPECCUBHOIO TOBEIEHNS, TO B CUMBOJI JKEPTBBI;
TO JVIKOCTY, TO LIMBUJIN3ALMU; TO OECKYJIBTYPbs, TO BBICOKON WU aJIbTEPHATUBHON
KyJIbTYPBI; TO 3aKPEIOIIEeHUs], TO CBOOOEL, U T.1.. B 060M cilyyae, 3TO Nepeduc-

1 OGBIMHO B 3TUX CITyYasIx FOBOPSIT: IOJIMLIEVICKII 06E30PY>KIII IIPEeCTyIHYKA. Ho y Hee He GbLIO OpY>Kusl, TOUHee
ee Opy>kK1eM 6blIa Harota. Bo3HHUKaeT THOCe0IOr4ecKUi BOIIPOC: 8 MOKHO JIM JIMIIUTD Y€JI0BEKA €0 OPYXKUS,
€CJIV €TO OPYKMEM BBICTYIIAET HAroTa.

2 Mbl HE rOBOPUM O TaTyMPOBKAX MM KaKUX-TO APYrux (popMax HaHECEHUs PUCYHKA UM KPACKU Ha TeJIo,
TI0CJIaHKE He 00513aTeJIbHO J0JDKHO ObITh BUAMMBIM. Tes10 TOBOPHUT, laXke KOT/la MOJIYUT, TIOChIIAET MECCEIKH,
JlaKe KOTJia HETIOIBYDKHO.
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JIEHVE MOXKHO €llI€e [I0JIT0 MPOI0JKATh, HAXOS BCE HOBBIE Y HOBLIE AHTArOHNCTHUYE-
CKre mojeu rnosenenus. Ho, Kpome 3T0oro, He CTOUT 3a0bIBaTh, YTO CYILIECTBYIOT U
pas3yinyHble STHUYECKUE MMATTEPHBI IPUEMIIEMOI HAroThl. JlJaske B UICTOPUN PYCCKOM
KyJbTypbl Mbl 3HAa€M pa3IMYHble MOJEJNM «Pa3pElleHHON» HaroTel. Pycckas
KysbTypa XIX B. B OTHOLIEHUM HAroThl KapAMHAJIbHBIM OOpa3oM OTJINYAJACh OT,
HaIlpYMEP, COBETCKOM KyJIbTYPBI.

Ho B esioM, ecin aHanm3upoBaTh XX B., OTHOLIEHUE B 3aniagHoM mupe u CCCP
K Harote OblJIO CKOpee OTPULATEJIBHOE, YeM HeWTpasibHOe. OObIICHHOE CO3HAHUE
HE IIPUEMJIET HAaroTy B OOIIECTBEHHOM NPOCTPAaHCTBE. OHA MOXKET OBITh OINPaBAAHA
B MHTMMHOM OOCTaHOBKE, HO HE NPU MOCTOPOHHUX. [IpOTUB HArOThl BHICTYNAIOT U
«II€MOKpPATUYHbIE» TOCYHAPCTBA, U aBTOPUTAPHBIE WM IOUKTATOPCKUE PEKMMBIL.
Bce 3T0O mpuBOOMT K TOMY, YTO HAaroTa OKa3bIBAETCSl CBOEOOPa3HOU (popmont
NPOTECTA WM AK€ MHCTPYMEHTOM IOJIUTUYECKON 60PBOBL.

OmyH M3 TakuxX NPUMEPOB Mbl Obl U XOTENIM IpOaHAIU3MpOBaThb. Kak Ham
KaXXETCS1, Opa3niIbCKasl MOZEJIb HArOThI SIBJISIET HAaM JJOBOJIbHO UHTEPECHBIN [IPUMEP
NIOMCKA HALMOHAJIBbHON HIEHTUYHOCTH, B KOTOPOW OOLIEKYJIbTYPHOE M HALMO-
HaJIbHOE TECHO II€pEIVIETAIOTCS. byayyn KaroImM4ecKoM CTpaHO, C BBICOKOM
CTENEHBIO BJIMSHMA LEPKBM Ha OOWIECTBO, Dbpaswins [OEMOHCTPUPYET Ham
spyaiiliie MpUMepPbl YaCTUYHOM HAroThl Wiu ee umutaiuu. OCOOGEHHO O4YEeBUOHO
9TO MPOSIBJISIETCS B JHU OPa3niIbCKOrO KapHaBaJla, KOTOPbIMA, KCTATHU, TOKE MMEET
B CBOEM OCHOBaHMU KaTOJIMYECKUE KOPHU.

Ho mbl 6yziemM aHaIM3MPOBATh HE BCIO OPA3UIbCKYIO KYJIBTYPY, & BO3bMEM JIMIIb
OJIMH YaCTHBIM CJIy4al, KOTOPBIH XOPOLIO AEMOHCTPUPYET TOT (PAKT, UTO HArO€ TEJIO
MOXXET BBIIIOJIHATh OYEHb BAXKHYIO KYJIBTYPHYIO (DYHKLHMIO, BBICTYIIAsl B KaueCTBE
CMMBOJIa HALMOHAJIBHOM CBOOOIBI U «OPYXKUSI» COIIPOTUBJIEHUS IOJIATUYECKAM
pekumaM. B Hamen craTbe pedyb IMOMIET O TaKOM, HE II0OOMMCSI 3TOrO CJIOBA,
YHUKAJIbHOM KYJIbTYPHOM siBJIeHMM Kak Tearpo OducrHa B Can-Tlayiy.

JlaHHBIV IPUMEDP OYEHb UHTEPECEH BO MHOIUX IJIAHAX, Y HE 3aMBIKAETCSI JIMIIb
Ha HEKOTOPOM «HOBATOPCKO» CTOPOHE MCIIOJIb30BAaHMSI HAroThl B CBOUX I1OCTA-
HOBKax. MBbI IIOMbITa€MCS 110Ka3aTh, YTO HArOTa, KaK, BIPOYEM, U BCS IEATEIILHOCTD
9TOTO TEaTpa, — 3TO MOJUTUIECKUI U KYJIbTYPHBI MaHUMECT, TOCTOMHBI BHUMA-
TEJIbHOT'O U3YYEHUS CO CTOPOHBI YYEHBIX.

Bpa3unust KOHCTpyHupyeT HOBOE TeJI0

Mbl NOHMMaeM BCIO aMOMIIMO3HOCTb M HEKOTOPYIO YCJIOBHOCTb IOOOHOTO
3aroJIOBKa, TaK KaKk Ha CaMOM [eJjie HUKaKasl CTPaHa HE MOXKET «CKOHCTPYHPOBATh»
HOBOE TeJIo, MoKa. Korna-Hubyab Mbl 1 CMOXEM JI€J1aTh 3TO, HO cervac elje paHo
00 3TOM roBOpUTb. /1 BMecTe C TeM, IMEHHO TaK Mbl 03arJIaBUJIM 3Ty 4aCTb, TaK KaK
peyb uzeT He o Gu3nyeckom Tesie. Haiie Tesio — 3To He TOJIKO Hallu OpPraHbl, 4acTU
Tesia (PyKy, HOTH, TOJIOBA U T.J..), 3TO €LIE U TO, YEM MBI SIBJISIEMCS, KaK BBITJISIIUM U
KaK cebs TeJIeCHO NO3MIMOHMpPYyeM. Hale Tesio — 3To ele 1 Halla OfAeX[a, Uiy ee
orcyrcTBue. Hame Tesno — 3To eme U TO, KaK Hac BUALT gpyrue. M sToT B3,
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IPYroro O4€Hb BOKEH [JI CYLIECTBOBaHMS Hac B Mupe. Hy U M3nuiIHe rOBOPUTD,
YTO OCOOEHHO 3TO aKTyasibHO B Tearpe. Bce TeaTpasibHble IOCTAHOBKU HaIlPaBJIEHbI
Ha TO, 4YTOObl [IpyrMe CMOTpeJM Ha Teja aKTepoB. BpasuiibCckuii KapHaBan -
9TO OYMCTBO TeJI, HA KOTOPbIE HAIIPABJIEHBI B3IJISIAbI 3pUTEJIEH, TPUEXABIINX HA 3TOT
[Ipa3gHUK CO BCETO MUPA.

DTU KapHaBaJlbl — MOIbITKA CKPACUTh TPYJHBIE U Ccepble OyIHU, I0JAPUB BCEM
4YyZo MpasaHuKa. bpasuybCKuil KapHaBasl MpeBpaAIaeT CTPaHy B CKA304YHbIN pai,
HATIOJIHEHHBINI TPOMKOW MY3bIKOM, YJIBIOAIOUMMUCS JULaMH, (PaHTaCTUYECKUMU
nexopauusMu. Ho Tak y>X yHUKasleH NofoOHbIN KapHaBan? U na, u HeT. Ero sierko
MIOHSITh Yepe3 NPU3MY APYIUX MOJOOHBIX COOBITMI B pslie CTPaH MMPA, HO B HEM
€CTb Macca TOTo, YTO HEMOXOXKE Ha OCTaJIbHble IOJOOHBIE MACCOBBIE KyJIbTYPHbBIE
mepornpuaTus. g Hac BaXHO TO, YTO M KapHaBajl, U HeATeJbHOCTb Tearpa
Oducnna Haxo#ATCS B OJHOW KYJIbTYPHOW MApafiurme, KOTOpasi OYEHb XOPOILIO
IEMOHCTPUPYET HaM KaKue KyJIbTYpHbIE ITPOLIECCHI IIPOUCXOIAT B OTOM CTPAHE.

Korpa Mbl 0OBSIBUIN B Ha3BaHMM 3TOM YaCTU TEKCTA, YTO «Bpasniust KOHCTPY -
VMPYET HOBOE Te€JO», Mbl IMOAXOOWUIM K 3TOMY BOIPOCY CJMIIKOM OOLIO.
MbI He yKasaiu, Korga OHa 3TO [I€JIAaeT, U KaKOBO €€ CTapoe Tejio. M1 MOXHO 1
BOOOLIE OOHAPYKUTb ITO TEJIO.

(DeHOMEH TEJIECHOCTY B 3TOY CTPaHE 3aKJII0YAETCSl B TOM, YTO B HEY IPUCYT-
CTBYET MHOXECTBO <«T€j». DTHUYECKME, PaCoBble, COLMAIbHO-9KOHOMUYECKHUE
pasinuvs B Opa3vIbCKOM OOIIECTBE CTOJIb BEJIMKM, YTO HEBO3MOXXHO BBISIBUTH
CKOJIb-HUOYIb «yHUBEPCAJILHOE» TEJIO.

Vcropus bpaswiuu OEMOHCTPUMPYET HaM YHUKAJIBHYIO MOZEJb PAacOBOrO U
KyJIbTYPHOTO pa3HooOpasusi. BcTpedya NOPTYrajibCKOM U MECTHBIX HHIEHCKUX
KyJIbTYp, Ipoucienmas B 1500 r., HaoAro npenonpenennsia XapakTep OTHOLIEHUH
B 9TOM CTpaHe. [laske Ha CUMBOJIMYECKOM YPOBHE Opa3uJblipl OOPALIAIOTCS K 3TOMY
MOMEHTY, [IPUABAS €EMY B)KHOE 3HAYEHME.

CaMo OTKpbITHE Bpasminy «Ipolio» OTHOCUTEJbHO MHUPHO, & CEKpeTaph U
xpoHucT akcnepuunu Kapsais, [lepy Bam ne KamuHbs, ocTaBu Ham NOJIPOOHbBIE
OIMCAHM4 TEPBbIX KOHTAKTOB C MECTHBIMU MHIEWIIAMU, TOBOPSALIMMU HA S3bIKAX
TPYIIIBI TYNIU. DTO ObIM MHOTOUMCJIEHHBIE IJIEMEHA, BDRKIOBABLIME IPYT C IPYTOM.
OCHOBHBIMU UX 3aHITUSIMU ObLIIM OXOTa, COOUPATETHCTBO U PhIOOJIOBCTBO.

[lepBble KOHTAKTbl C MHAEWLIAMU IIPOXOAUIIA OTHOCUTEJIBHO CIIOKOMHO, IOKa
¢ 1532 r. He Havyasach MaCCUPOBAHHAsI KOJIOHMU3alYs bpas3unnu, uiam Kak ee Hasbl-
Basii torpa 3emiist Bepa Kpyce - VMertunnoro Kpecra. Ho M 3TU KOHTaKThl IIPUHU -
MaJsy caMble pa3anyHble GOPMBL. B OTHENbHBIX CiIydasx OHU TPaHC(HOPMHUPOBAIUCH
B COBMECTHBIE II0CEJIEHUS, B KOTOPbIX KWK MOPTYrajblibl 1 MHIOEHLUBL B Opyrux,
BTO ObLIM BOEHHBIE KOMIIAHMHY, >KECTOYAHMIIVME CTOJIKHOBEHHUS, I[PUBOASAIIE
K [TOJIHOMY YHUYTOXXEHUIO [IPOTUBHUKA.

Vcropust bpaswmuy, Kak M UCTOPUM [IPYTMX CTPaH AMEpHKH, — 3TO HAOOP
CMMBOJIMYECKMX HAPPATMBOB, HAIOJHEHHBIX POMAHTM3MOM, KaK U IOA00AET
pacckasam 00 OTKPBITMM HOBBIX 3€Me€Jb. BIIOJIHE 3aKOHOMEPHO, YTO B IOJOOGHBIX
HappaTUBax Mbl OOHAPY>KUBAEM MOTHB O YyZECHOM CIIACEHMY [1€PBOIIOCEJIEHLA NN
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MOPSIKa, NIOMABLIETO B IJIEH B pe3yJbTaTe KPYIIEeHUs! ero Kopaodsisl, KOTOPbIM TOTOM
JKEHUTCSI Ha Jlouepy BOXKAs. VIMs ofHOro M3 MOJoOHBIX repoes — [Ibory AnBapuin
Kyppea (Diogo Alvares Correia), mpo3BaHHOro uxpeiinamu Kapamypy («ChIH OTHI»,
«4eJIOBEK OTHSI» WJIM «ChIH IpOMa»), u3-3a 3QQeKra, NPOoM3BENEHHOTO Ha HUX
BbICTpEJIOM U3 MymikeTa', [To3nHee Kapamypy sKeHUJICS Ha OYEPU MECTHOTO BOXKI,
Koropylo 3Basnu [laparyacy (Bueno, 2016, pp. 10-30).

Yepe3 HEKOTOpPOE BpEMS Mape yJaloch yexaTb Ha (PaHIy3CKOM Kopabie
Bo OpaHiyio, roe MHAMAHKA Oblyla OOpalleHa B XPUCTMAHCTBO U MPU KpeLeHUU
nosyynsa umMsa Karapuna. [leteil oT ux 6paka MOXKHO CYMTaTb IIEPBBIMUA HACTOS -
mwyMu 6pasuibiamu. Takum o06pasoM, [Ibory AsbBapuill BBICTYIAET IEpeZ, HaMu
CBOEOOPa3HbIM OTLOM Opa3nibCKoM Hauuu. OH, 6esblil IOpTyrasel, BCTyIIUB B OpaK
[0 COIJIaCUI0 C MHJAEAHKOM, T€M CaMbIM BBICTYNIJI B Ka4yeCTBE OTLA HOBOU
MeTuCHOY Hauuy. CUMBOJIMYEH M aKT CTPEJIbObI U3 MYIIKETA, N€MOHCTPUPYIOINNA
HEKyl0 (payIMYecKyl0 AOMMHAHTY O€JIoro 4yesloBeKa Hag, nHueiunamu. Heynusny-
TEJIbHO, YTO BCE€ 3TU 4YEPThl IPEBPALIAIOT €ro B MHU(POJIOTMYECKY0 Gurypy,
B KOTOPOM pEaJIbHOCTb M BBIOYMKAa TeCHO neperetalorcss (Amado, 2000;
Ayoh'Omidire, 2010; Treece, 1984).

Berpeya KysbTyp, COrsiacHO MU(OJIOTMYeCKOMY AUCKYPCY 0 Kapamypy, gocta-
TOYHO HAaWBHA U CBEEHA K MUHMMYMY: BCTPEUYAIOTCSI HE [TOPTYTajiblibl ¥ UHJEWNIbI,
BCTPEYAIOTCS MOPTYTaJIbCKUI MY>KYMHA M UHIENCKas )KEHILMHA, Iapsast €My CBOIO
JI060Bb. MY>KUMHBI 3/1€Ch BCETO JIMIIb CJIa0ble AUKUE SI3bIYHMKU, I09TOMY MUMEHHO
Jlvory AnbBapuilly ¥ JOCTA€TCS 10Yb BOXKIS — «IIPUHLECCAY.

Kpome Toro ¢paxTa, uto Kapamypy HacTosmMi1 BOMH, OH [IPEJICTAET B TUCKypPCE
KOHKHCTBI €llle ¥ KaK MECCHUsI (allOCTOJ)’, MPUHOCSIIUIA SI3bIYHUKAM UCTUHHBINA CBET
Bephl (Treece, 1984, pp. 142-143). B cBoto o4yepenpb [04b BOXIS — 3TO BCETO JIMIIb
Harasi Kpacaeuua u3 jeca. VIMEHHO TakKMMU BUJSTCSl NOPTYrajbliaM HHJENCKUEe
JKEHIIMHBI — OOHKEHHbIE U HEBUHHbIE B CBoel Harote (Ayoh'Omidire, 2010, p. 14).
B BoOOpakeHun MOPTYrayblieB 5TO ObLI «3€MHOW pail», KOTOPBIM U JOJIKEH ObLI
HAXOAUTCS I7ie-TO Ha 3anaje, Hy Wiv 1o KpanHel Mepe locus amoenus — «IIpUSITHOE
MECTO», HaloJo61e TOro, Kak €ro ONKCHIBAJIM aHTUYHbIE U CPEJIHEBEKOBbIE aBTOPBI
(Sadlier, 2008, p. 11). OTa HaroTa KOpEHHBIX XXuUTesel bpasuauu 6b1a OIHOM U3 YepT,
C ITIOMOIIIBIO KOTOPBIX ONUCHIBAIMCH UHJIEHLIBI C [I€PBBIX BCTPEY:

Koxka #X KOPUYHEBOrO LBETA, HEMHOIO C KPAaCHOTOW, JIMLA IIPUSITHBIE,
¢ xopoio cHOpMUPOBAHHBIMU HOCaMU. OHM XOIST TOJIBIMU, COBCEM 0€3 ONIEeKIbl,
He AyMasi IIPUKPbIBAThCS, BbICTaBISAS CBOU cpam (de Caminha, 1900, p. III).

[lepy Bam ne KamMuHbsS Ha MPOTSDKEHUM BCETO NMUCbMa OyAET MHOTOKPATHO
OCTaHaBJIMBATBHCSI HA HaroTe€ MECTHBIX JKUTEJIEl, ONMCBIBAsI TO, KaK OHU KPacsT CBOE

1  He ucCKIO4€eHO, YTO ITOT [IE€PEBO]I, KaK U UM, U306peTeHre 6oJiee MO3IHero nepruoaa. XOTs CUUTAETCs,
yro Jlpory AspBapui niotepriest Kpymenuye B 1510 1., HeT 4eTKUX JoKas3aTesbCTB 3ToH fatsl (Amado, 2000, p. 783;
Treece, 1984, pp. 139-145).

2 DTO0 KayecTBO €BPOIIENLA, OKA3aBLIETOCs CPEIY NHIEHULIEB, BLICTYIAET €11E OJHUM TPOIIOM, XapaKTEPHBIM J171s1
PaHHUX ONMCAHMI KyJIbTyPHBIX KOHTaKTOB (Staden et al., 2008, p. XX).
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TEJ10, KaK BBICTABJIAIOT HA IMOKA3 CBOU II0JIOBLIE OPraHbl, U OEJIAI0T 9TO MY>KYNHbBI 1
JKEHIIMHBI:

Tam 6bly1a OfHA, Y KOTOPOU SArofuipl U Oefpa N0 KOJeH ObIM BBIKpAIleHbl YEePHOU
KpacKoM, U CIIMHA TOXeE, a BCS OCTajlbHAsl YacTb — €e COOCTBEHHOTO I[BETa; y APYTroi
6LI]II/I TakK BbIKpaIHeHLI N KOJIEHU, U I/IKpr, n JIOObDKKH, a €€ I10OJIOBbIE OpI‘aHbI 6]3UII/I
TaK OOHA’KEHbI M BHICTABJIEHBI HAIIOKA3 C TAKOW HEBUHHOCTHIO, YTO B OTOM HE ObLIO
Huvero noctbigHoro (de Caminha, 1900, p. IX).

OpHako 6bL1 eme OAMH KOHLENT, KOTOPBIA B HAa (POPMUPOBAHUE TIPET, -
CTaBJIEHN! OPa3sWIbLEB O CBOEM MPOIIJIOM. [IIMTeIbHOE BpeMs OH JOMWHUPOBAJI
B MX CO3HAHMUY, KOIJAa OHM OOpallajMch K CBOEMY IPOIIJIOMY. Mbl TOBOpUM
O TPaAMLMM KaHHMOAIM3Ma WIA aHTponodaruy, sKo0bl pacpOCTPaHEHHON Cpeau
HEKOTOPBIX MHIENCKUX IJIEMEH ATJIAHTUYECKOTO ITIOOEPEXKDSL.

HapaBHe C HaroToy, KaHHUOA/IN3M CTAHOBUTCSI BU3UTHOW KApPTOYKON 3TOrO
pervoHa:

B counHeHusIx ¢ 6pa3uIbCKOTO MOGEPEsKbsl OIBIT KyJIbTYPHOTO CBOEOOpasusi OTMeYeH
CIIyXaMU U JIOMBICJIAMM O KaHHHMOGanu3Mme.. HecMOTps Ha TO, 4TO reorpadpuyecku
BCTpeYa €BpOIENNeB C HApoJaMu TYyIMU Opas3uyibCKOrO TOGEpeXbsl HaxOIWJach
3a rpejesiamMu JIaske CaMoro IMMPOKOTO OfpejiesieHus] pernoHa AMa3oHKU, MHTEHCUB-
HOCTb U JIETJIbHOCTb OINMMCAHUI DTHUX BCTPEY OKazaju IJIyOOKOe BIIMSHUE HA T0Ce-
Iyloliee OTHOLIEHHEe K KOPEHHBIM HapojaM FOskHOU AMepuku. Tymu cranyd paccmaT-
pUBaTbhCS KaK «KaHHUOasb» par excellence. PaHHUe M300paKeHUS UX PUTYaJOB U
ONMCaHMS UX KyJbTypHBIX IIPAKTUK 4YacTO I[E€PEHOCWINCh B HOBBIE YCJIOBHS,
0COGEHHO B COYMHEHMIX BO OpaHIMY, TOCKOJIBbKY OHU CTai 0Opa3loBbIM TPUMEPOM
BTHOJIOTMYECKH JieBCcTBeHHOro Hapoaa (Whitehead, 2002, p. 126).

Harorta y kaHHMOGa/IM3M 3THUX HAPOAOB OKAa3bIBAIOTCSI B LEHTPE BHUMAHMUS
Jlpyroro He TOJIbLKO HAa YPOBHE€ I103HABATEJIbHBIX IIPOLIECCOB, HO M KaK HeKas
3HAKOBasl METKAa KYJIbTYPHBIX KOHTAaKTOB B PETrMOHE, & B HEKOTOPOW CTENEHU U
CaMOTO PerroHa. DTOT CUMBOJIM3M WIpajl BOKHYIO poJib B (POPMHUPOBAHMM 00pa3a
Bpasznnuu n 6pasuibLeB, OKa3bIBAIOIIUXCS HAMBHBIMY, HE CTECHSIIOLUIMMUCS CBOEN
HaroTbl, ¥ OJHOBPEMEHHO XECTOKMMU BOMHAMMU, CIIOCOOHBIMY He TOJIBKO Ha O6e3Xa-
JIOCTHOE YOUICTBO, HO U Ha [1I0€JJaHVE CBOMX BPAroB.

Ha ¢oHe 3Toi KyJIbTypHOU [TapagurMbl 3B€PCTBA [OPTYTaJIblEB UM UCTIAHLEB
10 OTHOLIEHUIO K MHIEHIIAM MepKiu. EBpomnenubl HECIUM MM MOpajb U CJIOBO
O0Xbe, a «IUKUE» UHIENIBI OTBEYAJI UM HE TOJIbKO YOUIICTBOM, HO U €I XYXKe —
aKTOM aHTpornogaruu, Kak CAesaau OHU 3TO C IEPBBIM OPa3UIbCKUM E€IMCKOIIOM
Ilepy Capgunbs (Maia, 2021, p. 229).

AKT noXupaHusl TeJjla TOro, KTO MIPUHEC UHAEHIAM «yXOBHYIO IHILY», KaK Obl
MIOCJIy’)KWJI OTIIPAaBHOM TOYKOM (POPMMPOBAHUSI HOBOM HALMOHAJIBHOM KAapTHHBI
Mupa.

MosKeT I0Ka3aTbCsi KOMY-TO, YTO 3TU COOBITHS, KaK U CaM aCIIeKT aHTPOIO-
(daruy, He MMEIOT HUKAKOrO OTHOUIEHMS K Halllell TEME «roJioro resna». Ha camom
nesie, XOTb KaHHUOAIN3M HAIpsIMyIO U HE CBS3aH C TEJIECHOM HAroToi, B JAHHOM
Cjlydae Mbl OOHApPYKMBAa€M OYEHb TECHYIO CBS3b aHTpoONodaruy C HalMOHAJIbHOU
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UIEHTUYHOCTBIO, KOTOPYIO MBI U IIITAEMCS [TPOAHAIN3MPOBaTh. Harota u aHTpono-
(parysg OKas3pIBAIOTCSl OBYMSI CTOPOHAMM OJHOU MeJasnu Iof, Ha3BaHueM bpasuiusl.
HeBuHHas Harota WHAENIEB B I€pBble AHM KOHTAKTOB, BOCIIpMHMMAaeMasl Kak
CHMBOJIBI Pasi M YACTOTHI EBBI M Ajama [0 IpexomnajieHusi, BOPYT CONPUKOCHYJIACh
C APYTrO¥l CTOPOHOM 3TOM KAPTUHKU — Y>KaCHbIE PUTYaJsIbl KAHHMOAINM3MA U SIPOCTHOE
conpoTusieHue ungenes (Myscofski, 2013, pp. 20-21).

DTy CBI3b OYEHb XOPOIIO OCO3HAJI' U OTPasu B CBOEM «AHTPriodarckom
manudecrte» OcBanbp e Anppagne. Ero “Tupy, or not tupy that is the question”,
BJISIIOIEeeCs: 6pa3uIbCKUM napadpa3zom ramsetoBckoro “To be or not to be”, 0Tchi-
JIaeT HAaC K MHOENIAM TYIIH, Yb€Ml XapaKTEPHOM YE€PTOH, I10 MHEHUIO €BPOIIEHIIEB,
obuta aHTponodarus. Ho BMecTo Toro, YTo6bl OTPULIATh 3TO, OPA3UIIBCKUN MOJAEP -
HUCT HE TOJIBKO IIPU3HAET 3Ty XapaKTEPHUCTHKY, HO 1 JeJIaeT €€ OCHOBHOW YePTOUn
(IlyCTb ¥ HA CHMBOJIMYE€CKOM YPOBHE) Opa3njbCKON HallMU:

Tonpko anTponodarus oobenuHseT Hac. ColuanbHO, SKOHOMUYECKU, dunocodcku
(de Andrade, 1999, p. 3).

Ha nporsskeHnn Bcero MaHudecTta OH IOCTOSIHHO MOBTOPSIET «AHTPOIO-
(darus», «aHTpornodarus», «aHTporodarus». STo 3BYyYAT KaK MAaru4ecKoe 3aKju-
HaHue, MPU3BAaHHOE yOEOUTb YUTATEJII B BAKHOCTM ITOrO Te3uca. M xord mnepef,
HaMU TOCTKOJIOHMAJNbHBIA TeKCT (de Andrade Tosta, 2011), OH HeCET OrpOMHYIO
CMBICJIOBYIO HAarpy3ky, OyAydu OOpalléHHBIM K BOIIPOCAM WIEHTUYHOCTA U
KyJIbTYpHO# naMsaty. OH He OTPULIAET HY 6Pa3nJIbCKOE MPOILIOE, HU TOPTYTajlbCKOe
Hacrosiee, a KoguprUUPyeT UX B CUMBOJIbL:

Y Hac mecTh ObLIa IIpeBpalleHa B rpasocynue. Hayka siBisisiach Kogu@puIMpoBaHHON

marueil. AHtponodarus. [locTossHHOe mnpeBpalieHue Tady B ToTeM (de Andrade,
1999, p. 4).

BT0 Taby KaHHMbanM3Ma B ero MaHudecTte okas3blBa€TCs TOTEMOM — TO €CThb
nepsorpenkom. CbelneHHbI IepBblit enuckon Ilepy CapayHbsa B 2TON CXEMe
OKa3bIBAETCSl «TOTEMOM» Opa3uabCKON Hauuu: <«AHTponodarus. [lorpebieHue
CBSLEHHOrO Bpara. YToObl IIPEBPATUTh €r0 B TOTEM» (P. 7). OH IOIJIOIIEH, «CTaHO-
BSICb» YaCTbIO OPa3UJIbCKOTO MHIENIA U TEM CaMbIM OKa3blBasiICb B OCHOBE HOBOTO
muponopsgka. s AHpaze akT KaHHMOAIM3Ma NPeNCTaeT OpasubCKUM Bapu-
AHTOM KaTexusma — [IpU4acTysl.

Ho eme oauH MOMEHT B IPOILJIOM KOPEHHbIX OpasujblieB TaK BaskeH
1711 AHIpane — OfexKaa, TOYHEE ee OTCYTCTBUE:

To, 4TO mnomnupaso MCTUHY, ObIa OAEXHA, He IPOIYCKAIIAs HUYEro MeXAy
BHYTPEHHUM U BHEITHUM MUPaMHU...

[Ipy BCcel KaXyLencs: XaOTUYHOCTU MaHugecTa, OH MaKCUMAJIbLHO JIOTUYEH,
XOTh ABTOP U 3asIBJISIET, YTO HE MPU3HAET JIOTMKY”. DTOT IOKYMEHT, KaK M cama
Bpasunus, - 0co60oe MpPOCTPAaHCTBO, MOPOKIEHHOE BCTPEYEM Pa3HbIX KYJBTYP.

1 He moxeM He BCrIOMHUTb «CkroB» Boka: «Mpl JII06MM IJIOTh — U BKYC €€, U LIBET, // V1 OyIIHbIi, CMEPTHBIN
TJIOTH 3ariax».
2 Je AHzpane: «Mbl HUKOTTIa He NIPYU3HABAJIM POSKAEHME JIOTUKY cpeay Hac» (p. 3)
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MHorue nosaranu, 4To B Heil JoMuHupyeT [lopTyranus, Ho, ¢ nosuuuu OcBasbaa e
Anppane, 3TO COBEPIIEHHO Apyras crtpaHa — [ImHmopama (Tymy «CTpaHa IajlbM»),
B KOTOPOW YXUBYT OCOObIE KUTEJIN, TaK U He ITPUOOIIEHHBIE K 3al1aJHbIM LIEHHOCTSIM:

Hac HuKorja He KaTexu3upoBajud. Mbl XHUBEM IO COMHaMOYyJIMYECKOMY IIpaBy.
MBI 3acTaBuin Xpucra poauthes B baune. im B Benen-nmy-Tlapa (p. 3)".

bpasunusa i1 Hero — 9T0 reTepOTOIHS, ITI€ COBMEIIEHO TO, YTO ITOPOI COBME-
CTUTb HEBO3MOSKHO. 1 OIHOBPEMEHHO 9Ta T€TEPOTOIMS HE ITACCHBHAs, a TBOPSIIAS.
HoBbIi1 TEKCT HA CTApOV MOPTYrajbCKOM PYKOIIMCU BUIEH 3aMeTHeN. [ He yauBu-
TEJIbHO, YTO CPEAU HOBBIX HAAIUCEN 4aCTO MIPOCTYIAIOT NHIEVCKUE 3HAKK, pa30aB-
JIeHHbIe pUTMamMy apPUKAHCKUX PAGOB™:

Hukakoil kaTexusnuc Hac He Kacascs. Bmecto sToro Mul caenanu KapHasan. VHpeer
B TOre ceHaTopa Vimnepuu (p. 7).

DTO NEPEIVIETEHNE PA3HBIX ITHUYECKUX IJIEMEHTOB OYE€Hb BAKHO [JIA TTOHU -
MaHUS KyJIbTYPHBIX IPOLIECCOB, Npoucxopdmux B bpasuimuu B 30-x 1T. XX B.
Mul1 Ha6JIIOILaeT MOIIIHOE OBMXXEHNE, CBUOECTEJILCTBYIOIEE O IIONICKE HaLLI/IOHa]IbHOIZ
UIeHTUYHOCTU. 1711 AHnpazne oHa Oblja CBSI3aHA C KOPEHHBIM HACEJIEHWEM 3TOU
CTPaHbL. YHI/I‘-ITO)KCHHBIM, BbIJABJICHHBIM B OTHOAJIEHHbBIE MECTa AMaBOHKI/I,
HO COXpaHAIOMVM Ba’KHYIO KYJIbTYPHYIO COCTaBJIAIOIIYIO BpaBI/IJ'II/II/I. Ha »sT0 1
yKa3blBasl AHZIpazie, BBICTYIAsl IPOTUB BCEX (POPMaJIbHBIX [TPABUJI 3al1aIHOTO MUPA,
Cp€an KOTOPBIX OLEKId NUTPAET BaAXXHYIO POJIb:

[IlpotuB conmanpHON PEANbHOCTH, OJETOM U TMOAABISIOIEH, 3adUKCUPOBAHHOMN

®peioM, K peasbHOCTU 6€3 KOMILJIEKCOB, 6e3 6e3ymusi, 6€3 MPOCTUTYLUU U TIOPEM
B MaTpuapxate [luHnopamsl (p. 7).

Takum o06pa3oMm, CUMBOJIMYECKHE aHTporodarvds U Harora — BOT OTJIAYM-
TeJIbHbIE YEePThl HOBOU HAIMH, COTJIACHO Jie AHAPAe U €r0 CTOPOHHUKOB.

OTOT PEBOJIOLVOHHBIN 3alajl U CTPEMIJIEHUE «B3JIOMATh» CJIOKUBILYIOCS
KOHBEHLIOHAJIbHYIO KYJbTypy ObUI XapakTepeH [JI1 MHOTUX OpasujblieB U
ocobeHHo xuTtesnen Can-Tlayny. Cpei HUX MOKHO ObLIO Obl HA3BaTh BCEX YJIEHOB
aBaHTapAUCTCKOro coobdbuectsa «['pymnmnel [1aTi», B KoTopyio Bxoauau OcCBajbj, [Ie
Anppane, Mapuy oy Aunpane, Tapcuna gy AMapai u gpyrue.

1 Anppaje Kak yMeJIbIi JKOHIJIEDP MaHUITYJIMPYET CJI0BAMU, CMBICJIAMU, UCTOPUEN. M 5TO BIIOJIHE IIOHATHO U
OIPaBZIAHO, TaK Kak Il Hero HeT OJHO3HAYHOTO (akTa. OH MOCTOSHHO YKa3bIBAET, YTO Y K&KIOH BEIY, Y
Ka’KIOOro SIBJIEHUSI MOXKET OBITb U ,prI‘aH CTOPOHaQ, U ,prFOI?I CMBICJI, a HE TOT, K KOTOpOMy MBI IIPYBBIKJIN.
Bpaswust /1711 Hero, BbIPaXKasiCh B CUMBOJIaX Ha3BaHUSI ATOTO HOMEPA, NaJIMIICECT, IEPBOHAYAIIbHbII TEKCT
KOTOPOTO II0CTapaJICh CMBITh, HAMMCAB HA HEM HOBbIA. AHIPajie IIPU3bIBAET BOCCTAHOBUTH IEPBOHAYAJIbHBIN
TEKCT, HO TIPY 9TOM OT/iesIbHbIe (Ppasbl IBYX TEKCTOB IPUYYJIMBBIM 06pa3oM Ieperuieraiorcs. [loyemy
XpucToc He Mor poarTcsl B Bpasumnn? Bezip CBsileHHbIE TEKCTbI TOBOPSIT, YTO OH poruics B Budneeme. Hoy
6pasuiblLieB CThb CBOV Budneem — benen (Belem), 9To 1 03HavaeT no-nopryraabcku Bugneem. Bo MHOrOM oH
He OTBEpraeT eBPOIIEICKOe HACJIeIUE, OH «IIOTPEOIISIET» €r0, KaK KOIJa-TO UHAEHIIB! «[IOTPEOUIINY IIEPBOTO
6pa3nIbCKOro enrcKomna. HecryyailHo IMEHHO 3TO COOBITHE OKA3bIBAETCS OTIIPABHOM TOYKOI J1151 Havasa
HOBO¥1 3pbl. B KoHIIe MaHudecTa oH 106aBsieT: «374 rofmoBIIMHA C TOTTIOMEHNs envckorna CapIuHbm».

2 OdveHb OJPOGHOE ONMCAHME BIIVSIHYS KyJIbTyPbI ApPUKAHCKUX PabOB Ha CBOMX GEJIBIX XO351€B Mbl HAXOJVM
y 6pasusbckoro anrporiosora XXumnsoepty Opetipe (Freyre, 1986, pp. 342-348). [1pasza, cripaBe/IMBOCTH PajiH,
HAaJI0 100aBUTD, YTO He OpasrJIbLibl M300pEsV KapHABaJl, OHU TOJIBKO CEJIAIN €T0 OpPasUIbCKUM.
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Beinu u Takue, kak Piasuo e KapBaibo — XyIOXXHUK, IUCATENb, aPXUTEKTOP.
Hy v onyH 13 nepBbIX aKLIMOHMCTOB, CHUCKABIIMK CJIAaBy Y HEHABUCTb Y MHOTHX
Opa3usblieB 32 CBOU aKLUU, JIOMABIIME IPUBbIYHbIE HOPMbI OPA3UJIbCKOTO OOIIECTBA
(Guerrero, 2010). Haxopsce noj cuibHENIIMM BiusiHUEM MaHudecra, OH IOIbI-
TaJICsl BHEJIPUTb MPUHLMILI aHTponodaruu M HAroTel B apXUTEKTypy U BOOOIIE
B IPAKTUKy yp6aHusaMa. VIMEHHO eMy MPUHAIJIEXXUT UIEsl «rOpofa ToJIoro 4Yejio-
Beka» (A cidade do homem nu), T.e. HeEKoero ropoga O6yaylero, OpueHTUPOBAHHOTO
Ha HoBOro yesioBeka (Guerrero, 2010, p. 113; Leite & Burbridge, 1995; Lira, 2021, p. 20;
Minkkinen, 2021, pp. 107-108).

M BmecTte C 3TuUM, B <«AHTporiodarckom maHudecre» He ObLJIO HUYEro
OCOOEHHO, 32 UCKJIIOUeHMEM ero (OPMBI, XOTS U 3Ta opMa SBJISIACH JIMIIb OTHO-
CcUTeJIbHO HOBOUW. OCHOBHBIE CHUMBOJIbI «Opa3uIbCKOCTU», BbIPAXKEHHbIE Yepe3
IIPU3MY HaroTbl M aHTponodaruu MpoIIM O4YE€Hb IJIMHHBIM IIyTh CBOErO BOCXO-
Kaenns Ha OJIMMIT HAllMOHAJIbHOTO CaMOCO3HaHU. 3aciyra AHipazie 3aKI04aeTcst
B TOM, YTO OH 3asIBUJI 06 3TOM rOpA0 U TPOMKO, ITPEBPATUB CBOE MTPOU3BEEHUE JIJIS
MHOrux B Bpasunuuy u 3a ee npejesnamy B HEKOTOPYIO (OpMy BbI30Ba. B rpeqpi-
IYIIYIO 310Xy POMAHTHU3Ma Harota U aHTpornodarusi 6bUI1M BCETO JIMIIb CUMBOJIAMU
NIPOLJIOTO B IPOM3BENEHMSIX UCKyccTBa (Moritz Schwarcz, 1997, 2006). B Hux
Bpasunus npencTaBisyiach TPOMUWYECKUMM paeM, HaCeJeHHbIM OOHa)KEeHHBIMU
uHpennaMu. AHTporniodarvs, B CBOIO O4YEPEAb — 3TO OCOOBI pUTyas IOeJAHUs
IJIOTY Bpara, Jabel MPUOOPECTH €r0 CMEJIOCTb U CUJTY. B 3TOI cxeme pOMaHTHKOB
XIX B. 9TW 4epThl TaKkKe, Kak 1 B 20-X IT., YKa3blBIM HA T€ NPU3HAKU, KOTOPbIE
OoT/In4ad Opa3wiblieB OT MOPTYTrajyblieB M €BPOIENLEB B L€JOM. BiaroponHslii
IOVIKapb, >KUBYIIMI B TPONHWYECKOM Pald — BOT TOT 00pa3, KOTOPBIA PUCOBAJICS
POMaHTUKaM, HO IPOJOJDKAJl BOJIHOBATh M MHTEJIEKTYasioB gaxe B XX B. (Dunn,
2001, pp. 73-74).

Ho nns Avppane antponodgarusi — 3To 60Jblle, YyeM KaHHUbOanu3M. B Heko-
TOPOY CTENEHU 5TO M HE KaHHMUOAIM3M BOBCE. AHTpornodarus — 3TO FOTOBHOCTb
BOOpaTh B ce0s Jydliee — Belb OeJaan CUJIbHOTO Y MYy>KECTBEHHOT'O Bpara, a Tpyca
€CTb HeJib3sl. MaHn(eCT HaIlOJIHEH 3alafHbIMU UMEHaMU, AHIpaZie MHOTUM OTAAJ
IOJDKHOE. B ero BO33BaHMM HET IpU3blBa K OTPULIAHUIO 3aAIaHON KyJIBTYPBL
VIMEHHO T03TOMY OH IOCTOSIHHO BO3BPALAETCSI K UIEU «II0TPeOsIeHUs» (TOYHee
yIOTPEOIEHNS) Yy)KON WJIeU, MBICJIY, KyJIbTYpPHOTO NaTTepHa U T.4.. Ho ipu sToM 1
HACTOMYMBOE XeJIaHUe OCTaThesl co001. [1o MHEeHMIO AHTIpazie, niepe];, 6pa3uibliaMu
CTOMT BBIOOP: OBITh WJIX HE OBITh — tupy, or not tupy. OHaKO 3TO HE BbIOOP KU3HU /
CMEepTHU. DTO BBIOOP HALMOHAJIBHOTO MJIM TOYHEE KyJIbTYPHOTO IJIaHA — COXPAaHUTD
JI CAMOCTD JKUTEJIEN DTOM CTPAHbI UJIU CTATh KEM~-TO JIPYTUM,

U 3pech Mbl HAb/II01a€M OYEHb UHTEPECHYI0 CTOPOHY IOUCKA OpasuibCKOU
camouieHTMYHOCTU. C OOHOU CTOPOHBI, OHAa HCXOJujaa M3 CBOEro IPOILIOro
(MHAENCKO/TIOPTYTrajIbCKOT0), & C APYroy CTOPOHBI, IIOAIUTHIBAIACH ULIESIMU €BPO-

1  Meradopa Harotsl B MaHugecte CcTob ke HeOZHO3HAYHA, Kak U MeTadopa antporodarvu. OH He IIPU3bIBaeT
€CTb JIOZEH, KaK 1 He IIPU3bIBAET XOAUTh TOJIbIMU. Harota — 5To 0co6ast MoJes1b OTKPBITOCTH, OTPULIAHKE
JINIIHETO.
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nerickoro IIpocsemenus. 1 B 3ToM, Kak HaM KakeTcsl, 6a31CHbIE MOMEHTBI aBaHTap-
OVCTCKUX OBWKEHUI B bpasuimn. OHM BO MHOIOM CHUHKPETUYHbI X OCHOBAHbI
Ha MHO>KECTBEHHOCTU KyJITYPHBIX PEajMi, CBS3aHHBIX HE TOJIBKO COOCTBEHHO
C OpasuIbCKUM TPOUUIBIM (MHAEHUCKUM, IOPTYrajbCKUM, a(PpPUKAHCKMM), HO M
C €BPOINENICKUM — POMAaHTU3MOM, MOJEPHU3MOM, aBAHTapAM3MOM U T.1.. [Ipy aToM
BTOT CUHKPETHU3M, KaK HaM KaXXeTCsl, HeOOHOPOAHbIIN, C(OOPMUPOBAHHBIN Pa3HOO0-
pasHbIM CMeleHreM GOPM U COEP>KaHU.

B 3TOM KyJIbTYpHOM IIIOPAJIM3ME MHOTME TPAAULIAA HATOTbI, XOTb X1 OCHOBbI-
BaJINCh HA ONPEIEJIEHHbIX HALOHAJIbHBIX TPAOULMAX U CTEPEOTUIIAX, BO MHOIOM
HaXOAWINCh B IOJABJIEHHOM COCTOSIHUM. bpasmninsg Oblla M OCTAaeTCsl CTPaHOM
C CWIbHEMIIMM  KaTOJIMYECKMMM  TPAOULMSMH, U BJIUSIHUEM  LEPKBU
Ha KyJIbTYPHYIO XKU3Hb B CTpaHe. VI OOHOBPEMEHHO, Mbl MOXKEM KOHCTATUPOBATD,
YTO B IJIAHE HArOTHI (B Pa3HbIX BAPMAHTAX) 3Ta CTPAHA COXPaHSET OOJIbIIYI0 OTKPbI-
TOCTb I10 CPAaBHEHUIO C COCEIHUMU CTPAHAMUL.

BO3MOXXHO, 3TO $IBUJIOCH CBOEOOPA3HBIM PE3YyJIbTATOM HAroThl Kak OCOOO0M
HalIMOHAJIbHOW UAEHTUYHOCTH, IIPEXKIE BCETO B BOCIIPUATUHN MPOLLIOTO, U XOTS 3TO
TaK, BXXHYIO POJIb B 3TOM UIPAET TOT KYJIbTYPHBIM ILIIOPAJIU3M, KOTOPBIA cop-
MUPOBAJICS B 3TOU CTPAHE.

B0o3MOXHO 1103TOMY MMEHHO bpasuiuvs crana nepBou CTpaHoyi B JIaTMHCKOM
AmepuKe, rfe Haval W3HaBaThCst KypHan «[lneitGoit»'. Cutyaiust ¢ >KypHAJIOM
«[1nenbon» XOpowo AEMOHCTPUPYET OOIIyI0 aTMOCGepy BOCIPUSTUS HArOThl
B cTpaHe. OJHAaKO, OHA HU B KOEN MEPE HE OTPAKAET COOCTBEHHO STHUYECKUE
CTEPEOTUITbI GPa3UIbLIEB. «[171€i160» ObILJI 1 OCTAETCA” JIUIIL AMEPUKAHCKUM BJIUS -
HUEM Ha KYJIbTYPY CTPaHbl. Mbl IPUBEJN 3TOT IIPUMEP JIMIIb 110 OAHON NIPUYMHE —
ATOT XypHas QyHKUMoHMpoBas (1975-2018) nmake B repuoj, BOEHHOU NUKTATyphl
(1964-1985), HECMOTPSI Ha CaMble KeCTKVe OTPAaHUYEHUSI U LIeH3YPY.

11 BMmecTe C TeM, uUcCTOpusl Opas3usbCKoro «Ilneibos», Kak Ham KaKeTcd,
B MEHBIIEN CTEIIEHU CBA3aHA C TPALULIMSIMU roJIoro Teja B bpasuinm.

JKusnp - 3TO TeaTp ¢ IpuBKycoM Kode

Ha nHam B3risifi, B MICTOPUY COBPEMEHHOM Bpasuimy eCTb 0COOBIN KYJIbTYPHBIA
VHCTUTYT, 3aCHY)KUBAIOUMI IPUCTAJIBHOTO BHMMaHWS. Kak M MHoOrue npyrue
MacIuTabHble HOBATOPCKME SIBJIEHUSI B OTOM CTPaHE OH Takke cBsizaH ¢ Can-Tlayay.
B HEM Kak Hesb3sl Jyyllle OTpa3wuiach Opa3uibCKasi MOJEsb TeJIeCHOCTH, XOPOLIO
IEMOHCTPUPYIOILAsE OCHOBHbIE TEHJAECHLMN COBPEMEHHOIO pa3BUTHS bpasuiuu.
Peyb B 5TOM pasesie TOUIET PO OMH U3 Gpa3ubCKux TeaTpoB — Teatro Oficina®.
JlaHHBIN TeaTp B HAaOOJbILEN Mepe MPOAOoJIKAeT TPAOULIMN SKCITPECCUBHOTO BbIpa-
>K€HUS HAlJMOHAJIbHOM UE€HTUYHOCTH, HallelIie CBoe oTpaxkeHue B «MaHudecre»
Ocsasnbpa ne AHzpane.

1 MsIyxe nucam 06 atom. CMm. (SIkymenkos, 2021, pp. 161-164)

2 Bpaswmnbckuii «ILneitboi» nepecrai cymecTsoath B 2018 r. Ho ¢popmasbHOe npeKpalieHye 3Toro n3iaHus He
o3HavaeT yTo «[171et160s» HeT B CTpaHe.

3 Tlonnoe HazBanue “Teat(r)o Oficina Uzyna Uzona”
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B TBOpuecTBe 3TOro TeaTpa OTPasujIOCh BCE CBOEOOpa3ue pa3BUTHS Opa3niib-
CKOI1 KyJIbTYpbI' BO BTOPOWU 1oJioBuHe XX B.. HeciyyaiiHo, 4to umenHo B Can-Tlaysy
BBIXOIUT XXypHaJl «AHTporodarum», rae u MmyoarnKyeTcsl OJHOMMEHHbIN MaHUudecCT.
3pech xe coznaer cBou menespbl U Gyasuo ne KapBaibo. YKe OKOJIO IByX BEKOB
Can-Ilaysny - 370 cCBO€OOpa3Hasl TOUKA HaINpsPKEHUs B Bpasuiuuy - skoHOMHu4Yeckas,
KyJIbTYpHasl, TOJIMTUYECKAS U T.,.

Teatpo O¢ducuna 3aHMMAET BXXKHOE MECTO B KyJIbTYPHOM U TOJUTAYECKON
JKU3HU CTpaHbl. Ero no rnpaBy MO>KHO Ha3BaTh OJJHUM U3 JIYYLIMX TEATPOB HE TOJIBKO
bpasunuy, HO 1 Bcero Mmupa. Ho 1j1s1 Hac BaXKHO TO, YTO 3TOT TEATP SIBJISIETCS MPaK-
TUYECKOW peanusanueil Manudecta ne AHapaze, Tak Kak CTPOUT CBO€ TBOPYECTBO
Ha JIByX IJIABHBIX IPUHLIMIAX, O KOTOPBIX MBI TOBOPW/IU paHblle: aHTponodaruu u
OOHA)XEHHOM TeJIe.

[IprMeyaTesIbHO U TO, YTO 3TO YYPEXIEHUE SIBIISIETCSI OJHUM U3 CTApEUIINX
NOJOOHBIX OOBEKTOB KyJbTyphl B CaH-Tlayiry, Tak Kak Obl1 co3paH B 1958 r.. CoBceM
HEYJVBUTEJIbHO, YTO U CO3LATEJISIMU, M YYaCTHUKAMU €r0 ObIN CTYIEHThI YHUBEP-
cureta Can-Tlaysy. MHOrMe 13 HUX y4uiInCh Ha GaKyJbTeTe [IPaBa, HO BCE YBJIEKA -
nuch TearpoM. [lpumedarenbHO M camo HasBaHue Tearpa - ‘Teatro Oficina,
YTO MOXKHO TIEPEBECTM KaK «Te€aTpajibHasi MAaCTEpPCKas» WM «TeaTPaJbHBIN
CEMUHAP», «IPAKTUKYM», YTO ME€PEAABAIO HEKME KOHLENIUM OOy4E€HUsS] M HOBA-
TOPCTBA.

B ToM, 4TO TEaTp co3manM CTYLEHTbI, TOKE HE ObLIO HUYErO0 OCOOEHHOTO.
IlepBpii1 cTygmeHdyeckuil teatrp ocHoBan eme B 1938 r. Ilackan Kapsiyc Marny
(Paschoal Carlos Magno, 1906-1980) - nucaresb, JAMJIOMAT, TEATPAJIbHBINA [ESTEb.
OH cpIrpas 60JbLIyI0 POJIb B CTAHOBJIEHNH CTYJE€HYECKUX KYJIbTYPHBIX IBUKEHUN U
cryneHdeckux tearpos (George, 1992, p. 7). B cepenune XX B. B bpaswimy ObLI
CaMblil HACTOSIMM OyM Ha CTyJE€HYECKUE TeaTpbl. B KpyIHbIE LIEHTPHI NIpHe3Kaa
MOJIO[I€Kb U3 IIPOBUHIIMM, UM XOTEJIOCh aKTUBHOT'O Y4aCTUS B KyJIbTYPHOU >KM3HU
CTpaHbl. [lJ1sI MHOTUX U3 HUX yYacCTHE B IIOJOOHBIX MEPOIPUSITUSIX ObLJIO IOCTATOYHO
NIPOJYKTUBHBIX CIIOCOOOM COLMaIM3alluM M TOJIydeHus oOpasoBaHus. briaromaps
crapanusam [lackana Marny B bpasunuu B 40-50 IT. 61710 OPraHM30BaHO HECKOJIBKO
HalMOHAJIbHBIX (PeCTHBasIEN CTyI€HU€CKUX TeaTPOB.

Takum obpazom, Tearpo OducuHa SIBWICS OAHUM K3 MHOTUX CTYAEHYECKUX
IJIOWIAMIOK, [7le CTY[IEHTbl MOIJIA aKTMBHO BbIp@XaTb ceOsi. OCHOBATENISIMU 3TOTO
KoJuleKTuBa Oblv AMup Xannap (Amir Haddad, 1937), J)Kose Cenbcy MapTtuHeins
Koppea (José Celso Martinez Corréa, 1938)* u npyrue.

V3HayasbHO TpyIIla HaMepeBalaCh CTaBUTb HA CBOEU ClieHE pabOThl HEU3-
IAHHBIX Opa3wIbCKMX aBTOPOB, aBaHrapJHble NPOU3BEeAEHUS U T.1.. HeciydailHo,
4TO 32 OCHOBY CBO€H TeaTpajbHOM AEeSTEIbHOCTU OHU B35 Manudect Ocsanpa ne

1  IlpaBusbHEe 6b110 GbI TOBOPUTS O KysbType CaH-Tlaysty, Iie OH 1 pacIiosiosKeH, HO 3HaY€HNE €T0 BBIXOAUT
JIaJIEKO 32 IPEJETIbl 3TOrO Topoa.

2 JKose Cenbcy Koppea pyKOBOZUT TEATPOM I10 CEH [JE€Hb, BHICTYIIAS U B KAYECTBE BIOXHOBUTEIS, IOCTAHOBIIMKA
Y aKTepa.
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AHpipajzie, KOTOPBIN KaK HeJIb3sl JIy4llle OTBeYasl PeBOJIIOLMOHHBIM 3alIpOCAaM MOJIO-
IesKy, TOMUHUPOBABIIYMM B 3TO BpeMsl B Opa3nIbCKOM OOIIeCTBe.

Kak YK€ TOBOPUJIOCHh, MHOTUE CTYIECHTHI ObLIN BbIXOOIaMU U3 TPUTOPOOOB

Can-Tlaysy, 4bs MAEHTUYHOCTb TATOTEJIA K COOCTBEHHO MHIEVCKUM WA appu-
KaHCKMM KOPHSIM. DTy CUTyalMI0 O4€Hb XOpowo o6bsicHseT JKoze CesbCy B OGHOM
13 CBOVIX MHTEPBbIO:

Sl popuiics B ropose Apapakapa, 94To 03HavaeT “mom costHIA”. VIHenIpl MpOrU3HOCUIN
9TO CJIOBO Kak “Apakapa’, M CEerojHs €ro MOXXHO yCJIbIIATh B aKLEHTE TeX, KTO TaM
JKMBET; OJJHAKO MIOPTYyTaJblibl IEPEBEJIM €0 KaK “Apapakapa”

Mos 3emns — mom cosnHu@. I — BHYK mHAenna. Mo#l oTer, OblI CBIHOM WMHIIEAHKHU U
MOpTyrajblia, a MOSI MaTb — JOYEPBIO UcNaHua u3 l'anucun u urtanbgaHku u3 lenyu,
TakKe MUMMUTrpaHTku. 4 vira-lata', HO g UIy CBOU MHIAEWCKUE KOPHU; 51 HAYMHAIO
HCCJIENOBAHYS B OTOM HAIIpABJIEHUU.

Mosg MaTb ykiIanbiBajla MEHS CHaTh IOJ, MY3bIKYy bumy Camtan?® § mo6busn Hauuo-
HaJIbHOE PAfio0, & OTEL, IPUBUJI MHE J1I000Bb K Opa3uIbCKUM I1€BLAM U 6Pa3nbCKOMY
KMHO, HO IIPU 3TOM 4 He CTajl NaTPMOTOM MJIM HalMOHANIUCTOM. [Ipesnnent Xerynny
Baprac, cozgaBmmii “Tlaptuio Opasusbckux Tpyasmuxcs® (Partido Trabalhista
Brasileiro), yupenun HauuoHnanbHOe pajuo, 6sarogapsi KOTOPOMY KapHaBajlbHBIE
MapIIM pPacCIpOCTPAaHWINCH IO BCei cTpaHe. Mapmm u caMO6bl ObLIA BeCEIbIMU!
OHM MOr7M OBITh DPOTUYECKMMU, IMOPOYHBIMU WIM OaXe MOopHorpaduyecKuMu.
MBI ¢ yA0OBOJILCTBMEM II€JIM BCE 3TU IIECHU, 1 BO BpEMSI KapHaBajla HY OJUH YeJIOBEK
He MpUHaAJjeXxasn IpyromMy, Tak CKa3aTb. HUKaKoro nmeHus AyaToM; BCe IeJIU BMECTE,
B CBOETO POZia OPTUU. DTU MECHU OKasanu GOJIbIIOE BIIMsSHNME HA MOU TeaTp. DBoe’ -
9TO 60EeBOI KJIMY KapHaBaja, CJI0BO [IMOHHCA, KOTOpO€ O3HayaeT “TojioC BCETro’,
Pa3HOCHUMBIN BETPOM, CJIBIIIMMBIN Ha CTaIMOHAX, B 3aberajioBkax, TeaTpax, CIIyT-
HIKax, PECTOpPaHax, B KOCMOCE, BE3[IE.

[Tonayany Baprac 6bly1 CBO€ro poja rpedyeckruM THPaHOM, HO ITOTOM HapoJ, M30pas
€ro IeMOKPAaTUYECKUM ITyTeM, M OH BCeM MOHpaBuiics. Ero Ha3plBamy OTIIOM GeIHBIX.
O HeM 6bl1a HamrcaHa necHs “Retrato do velho” (“Iloptper crapuka”)* (Dundjerovi¢ &
Ramos, 2017, p. 25).

B atom KOPOTKOM MOHOJIOT'€ OY€Hb XOPOIIO 3aMETHbBI OCHOBHbLIE NII€0JIOTUYE -

CKUE U KYJIbTypHble uMIiepatuBbl Kak JKose Cesbcy, Tak 1 Bcero Tearpa B LEJIOM.
OTO NpexIe BCEro ONopa Ha HalMOHAJILHOE, HO U OPUEHTALM Ha KapHaBaJIbHYIO

1

w

Vira-lata (opT.) — JBOPHSDKKA, YeJIOBEK CMENIAHHBIX KPOBeii, 6e3pOHbIH U Ap.. VIHOTIA STOT TEPMUH NMeeT
CXOXKYIO CEMAHTHKY C PYCCKUM (pazeosiorn3mMom «l1BaH-He-TIOMHSIIIUN-POAICTBA» U YIIOTPEOIISETCS IO OTHO-
IIEHUIO K JIIOJISIM, KOTOPbIE JIMIIEHBI 4yBCTBA [IATPUOTU3MA U PYTaloT CBOIO POnIMHY (IIpHM. aBTOPA).

Buny Catian (Balduina “Bid(” de Oliveira Sayao, 1902-1999) - BceMupHO 13BeCTHast Gpas3uiIbCKast orepHas
neBuia, ¢ 1937 o 1952 IT. OHa reia Bejiymye ornepHbie naptuu B Merporions Onepa B Hbio-opke (mpum.
aBTOpA).

Evoé (Taroke evoe, evohe, evhoe) — KpyK BaKXaHOK, IPUBETCTBYOMIT Bakxa (J1oHMca) (TpUM. aBTOPa)

“Retrato do velho” - necHs, HanMcaHHas! B YeCTb 11061l Ha IPe3UIEeHTCKUX Bbibopax B 1950 r. JKerymy
Bapraca (1882-1954). ABropamu niecHu 6but1 ['aposbio Jlo6o u Mapuno IuHTo. OHa 6blyia HanvcaHa B
MapIleBO} KapHaBaJIbHOUM MaHepe, U IEHUCTBUTENILHO MMeJIa yCIieX Ha KapHasasie B 1951 .. BmecTe ¢ Tem, TekcT
TIECHY BbIPayKaJl HECKOJIBKO Iy TOYHBIIA IOJTEKCT, KaK U IT0JIOKEHO KapHaBaJIbHOM TeMaTrke. CJI0Ba ECHU
OOBITPBIBAJIH IIPABIJIO, KOTOPOE BBEJI caM Baprac, Bemarsb pe3nieHTCKIIA IOPTPET B TOCYJAPCTBEHHbIX yIpe-
KIEHMsIX. B catpudyecKkoil MaHepe aBTOPbI CMESUTHCH He TOJIBKO Hafl caMiM Bapracom, HO ¥ Haji €ro poTHB-
HuKamu: «IToBecbTe OPTpeT CTapuKa ele pa3 // [loBeckTe Ha npeskHee MecTo». Ho B 6oJbielt crerneHu
3TO OblyIa [ECHS TPHUyM(a, B KOTOPOI1 aBTOPbI IIPU3bIBAJIN HAPOJ, TAKOKE [TOBECUTD STOT IIOPTPET (IIPUM. aBTOPA).

43



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
l'onoe Teno kak nanumrcect | https: //doi.org /10.46539 /cmj.v3il.59

[IPUPOAY aAHTWYHOro Tearpa. Ho aHTMyHOEe - 3TO TOJNBKO (OpPMA, TaK Kak
BHYTPEHHSIA CyTb Tearpa n3HavyasbHO Opa3niibCKasl:

Ocsanbg ge Aappaze B 1928 rogy 3asiBuil, 4YTO KyJIbTypa U ucTopus bpasuinnu Hava-
Jace ¢ noepaHus enuckona CapiuHbU WHAEWCKUMM IIEMeHeM Kaerec. CapIvHbs
3mech, B bpa3unum, Takke o3HayaeT “‘capAuHA’, ATa MajieHbKas pwloka. Korma ero
KopabJib 3aTOHYJ Henasieko oT Pecudwu, MHOENUNb! HALUIM €ro M Chesau. DTa CleHa
ecTb B Moell noctaHoBke “CepToHbl”. S urpan posnp enuckona CapauHby, U Jejiaj
aTo ¢ yposoJsibcTBueM! (Dundjerovi¢ & Ramos, 2017, p. 26).

[lo cnoBam Cesbey, Manudgect ne AHgpaze O6b11 B&XKHOU OCHOBOM JIJIS1 CAMOO-
npezesneHus 6pasuiblieB B 50-60-x rr. OH noMoras UM yBUZIETb UHIEICKYe KOPHU
KyJIbTYPBI, @ TAaKKE€ OCO3HAThb CBOE COBPEMEHHOE CBOEOOpa3ye, HalleIlee B TAKOM
IBIDKEHUU Kak Tponukaius, B KOTOPOM TECHO NEepensenuch uHpenckuee, abpu-
KaHCKME U MOPTYyrajabCKue MOTUBBL. HO, KaK JIETKO I0ragarbCcs U3 Ha3BaHUS, B 3TOM
IOBVKEHUM TPOSIBWINCH HE TOJIbKO XapaKTepHble 4YEePThl Opas3uibCKOrO Hapo[a,
HO U TPOMIMYECKOE GYHCTBO MPUPOIbL: KPACKU, 3BYKU U PUTMBbI JIKYHIJIEN .

Cnenmyer OTMETUTDb, YTO OTO ABWKEHME CTajIO MOMyJspHbBIM B 1967 r., Korma
B CTpaHE Lapula BOEHHAs OUKTATypa, 3allpETUBIIAS HE TOJILKO MHOTUE JEMOKpaTH -
YeCKre MHCTUTYTBI, HO U KyJIbTypHbIE. Tak TeaTp OKasasics B CJI0KHOM I10JIOKEHUN
— BOEHHAs IE€H3ypa OTHOCWIACh OYEHb KPUTMYHO KO BCEM «(QPHBOJIBHBIM»
nevctBusaM Teatpa.

Boo6uie 60-e IT. 6blIM NEPEJIOMHBIM MOMEHTOM U [JI TeaTpa, U IJjisl BCel
Bpasunuu. Ilpeo6pa3oBaHus, NpoBelEHHbIE Bapracom B NpenbAylivi NEpUo[,
IaBaJId CBOW Pe3yJbTaTbl. TBOPYECKMI MPOPBIB, TOUCK HALMOHAJIBHOW CaMOOBIT-
HOCTHM IIOATAJIKMBAJl MOJIOLEXb K CaMOBBIPOKEHUIO, KOTOPOE BO MHOIOM IIJIO
Bpa3pe3 C KyJIbTYPHBIMU IITAMIIAMU, HABSI3aHHBIMU BOEHHOW JUKTATYPO. DTO ObLIA
CBOEro0 pofja KyJIbTypHAsl PEBOJIOLMS, SIPKO IIPOSIBUBIIAS CEOSI B JIMTEPAType,
MY3bIKE, APXUTEKTYPE, TEATPE, MOLE U T.J,.

Tearp OducrHa, HECMOTPSI Ha 3alpeThl U LEH3YPY, M3HAYAIbHO IIbITAJICS
BBIPBATbCSl M3 TECHBIX PaMOK (opmanbHOro uckyccrsa. C OOHOM CTOPOHBI,
OH ONUPAJICSI HA KJIACCUKOB TearpanpHoro wuckyccrsa (K. CraHuciaBckoro,
E. KysHeroBa®, B. BpexTa), HO 1 TaKuX aBaHTapAWCTOB Kak AHTOHEH (AHTyaH) ApPTO
(Antonin Artaud) c ero KoHLeNueN «reaTpa >KecTOKOcTw» (Artaud, 1958).
Ecynu metonpl CTaHUCIAaBCKOTO ObLIM MHTEPECHBI aKTepaM C TOYKU 3PEHUST METO-
IIMKY TIO[IFOTOBKY aKTEPOB, UX UrPe, TO KOHIUenmu ApTo® Gbutn 6ms3ku Tearpy
OducurHa ¢ TOYKY 3peHus €ero OTHOILEHUS! K TeJIECHOCTY akTepa U 3putesist. C TOUKU
3peHus ApPTO, aKTep AOJDKEH F'OBOPUThL HE TOJIBKO C CO3HAHUEM 3PUTEJIS, HO U €Tr0

1 Mbl 31€Ch He aHATIM3UPYEM STO IBIDKEHHE, TaK Kak OHO TpebyeT TIIATeJIbHOTO 1 IITy60KOro aHasn3a, a oo
MIOBEPXHOCTHBII pasroBOP, C Halllel TOUKY 3PEHMsI, MOYKET [IPUBECTH K CJIMIIKOM YIIPOLIEHHOMY B3[JIsIy Ha 9TO
VHTEPECHOE KyJIbTYPHOE SIBJIEHHE.

2 Eprenwmii Ky3HenoB, njm Kak ero Ha3piasu 6paswibiipl Kysuet (Eugénio Kusnet), 6611 yuenukom CTaHHCTIaB-
cKkoro. VIMeHHO OH IPUBHEC B 6Pa3WJIbCKUI TEATP OCHOBHBIE ITOJIOKEHMSI IIKOJIbI CBOETO YIUTEIIS.

3 Hexotopoe Bpemst ApTo w1 B MeKcrKe cpeiy nHperies Tapaymapa (Artaud, 1984), yaacTByst BMECTe C HUIMH B
psizie pUTyasIoB, OCOGEHHO B yIOTpebsieHnu neiotis (Artaud, 1976). DToT nHTEpEC K MHEHIaM y APTO COBIMafas
C TIOVICKOM CBOMX MHJENCKUX 1 adPUKaHCKUX KOPHEH y akTepoB U pexkuccepos B Tearpe O¢ucuna.
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TesioM. Teslo akTepa U 3puTesst AOJDKHO 3By4YaTb, Kak 3By4YaT CJIOBA, OHO JOJDKHO
uznasath myMm - tavaturi (Finter & Griffin, 1997, p. 15).

DTO 04YeHb XOPOIIO COBIAJAJO € 10AX0A0M CesbCy U OPYrUx pyKOBOAUTENEH
TeaTpa, CUNTABIINX, YTO aKTEP JIOJDKEH IPUHOCUTD Cebs B KEPTBY:

Pabory OducuHa c akTepamu MOXXHO IIPeICTaBUTh KaK o00pa3 HaKOBaJIbHH,
Ha KOTOPOH aKTep [0JDKEH BbIOUTh M CJIOMaTh CBOIO aHATOMMUIO U ITOJIHOCTHIO TPAaHC-
(opmupoBatbcs. <> QyHKLIMS TeaTpa 3aKJI0YAETCsI B TOM, UTOObI TPOOYIUTD 3Ty CUILY
B yeJjioBeKe. BMecTe co cMupeHueM JIIAU MOTYT IOCTUYb BEJIMKOM CUJIbl Yepe3 Teatp,
IIPU3HABAsl, YTO OHU 06JIaJAI0OT CUJION CBOOOMBL, U B TO K€ BPEMSI OCO3HABasl, YTO OHU
HUYTO TI0 CPaBHEHMIO C BeJuuueM BcesieHHON. Mbl y3Hamu OT ApPTO, YTO aKTepy
HEOOXOIMMO OBITh JXECTOKMM II0 OTHOIIEHMIO K CaMOMy cebe. AKTephl, KOTOPBIX
MBI UIIEM, TOJDKHBI ITPOUTHU IIpoLece, NMOJoOHbIN “Bakxam”, NCTOKaM TeaTpa, Koraa
aKTep TepsieT CBOIO JEBCTBEHHOCTb, M30aBJISE€TCS OT JOCIIEXOB, OKPYXKAIOUIMX €ro
tesio (Dundjerovi¢ & Ramos, 2017, p. 30).

Tearp Oducnuna u Xozed CesbCy NOCTOSIHHO CTPEMSITCS BBIUTU 32 PaMKHU
00bII€HHOrO0. TpaguLMOHHbIE MTATTEPHBI TEATPAJIIBHOM TEJIECHOCTU HE YCTPAUBAIOT
nx. OOLIEeCTBEHHbIE HOPMBI U Taly He MJIg HUX, KaK U 1JI1 UX KPECTHBIX OTLIOB:
Anppane n ApTo, B TBOPYECTBE KOTOPBIX OHU BUAST MHOTO 001ero: «Msl nuccieno-
BaJI HAIIY TeJIa, KYJIbTUBUPOBAJIY YEJIOBEYECKYIO CUJIY U UCIIOJIb30BAIV APTO Yepes
npuamy OcBanbaa ae Augpazne» (Dundjerovi¢ & Ramos, 2017, p. 34).

1 ynmoMuHaHue psAOOM 9TUX IBYX JIMYHOCTEN HEC/y4anHo. [l HUX Xapak-
TepeH ObI PEBOJIIOLIMOHHBIN MOIXO], K JINTEPATypPE, TeaTpy U T.nI.. AHTpornogarus
AHppazne u «rearp KeCTOKOCTU» APTO BO MHOT'OM IE€PEKJIMKAJINCD, TaK KaK OJMHA-
KOBO TMPU3BIBAJIA K TpaHCrpeccuu'. OTKPOBEHHAsI HATOTA aKTEPOB Ha CIIEHE TeaTpa,
KyJIbTYPHbIE KOPHU KOTOPOIO YXOIAT K MHAEHUAM Tyy, ['amjieT OIyCKaromui
nepen Ogesnven CBOM IITaHbI U 3aHUMAIOIIUICS Y Hee Iepeq, I71a3aMu MacTypoa-
LY€M, — BOT JIMIIb HEOOJIBIION CIMCOK AEHCTBUI aKTEPOB HA CLI€HE TeaTpa, B3pblBa-
I0IIMI CO3HaHUe 3putesiell. Kak u nmosioxkeHo, TeaTp BUOPUPYET OT TeJl, 3aHMMAIO -
IIMXCS JIOOOBBIO, 3allax CEKCAa CTOUT HAJ, CLIEHOW. XOTSI Mbl JIOJDKHBI IPU3HATh,
YTO CJIOBO «CL€Ha» HE COBCEM IpUEMJIEMO AJji1 dTOro tearpa. OHO CJIMIIKOM
YCJIOBHO, KaK U BCE, YTO IPOUCXOAUT B CTE€HAX TeaTpa WM 3a €ro Ipeneaami,
TaK KakK B JII0OOV MOMEHT JIEICTBHME MOXET CO CLIEHbI IIepeTeyb B 3PUTEJIbHBIN 341
WY Ha yJuLy. B TeaTpe HET CLiEeHbI B IIPMBBIYHOM CMBICJIE 3TOI'O CJIOBA, €CTh JIUIID
IIPOCTPAHCTBO, ITI€ U Pa3sBOPAYMBAETCA HEVICTBO, M 3PUTENN 3[I€Ch TaKUE JKe, KaK
ecsii 6bl OHY OKa3bIBAJIUCh HAOJIIOJATEISIMU KaKMX-TO COOBITUM Ha yiulie. B o601
MOMEHT OHM MOIYT OKa3aTbCsl YaCTbIO NENUCTBAa. M Torma 3puTesib MOXKET ObITh
«HA3HAYEH» T€pOEM WM IEPCOHAKEM IIbECHI, PA3[ET, BbICTABJIEH Ha BCeOOLiee
0003peHNVe, JIMIIEHHBbI INPUBATHOCTU. Tak 3pUTEsb HEOXKUIAHHO OKAa3bIBAETCS
YaCTbIO CIIEKTAKJISA, MEXKIY €r0 TEJIOM U TEJIAMU aKTEPOB YK€ HET YETKOU IPAHULIBI,
TaK KaK BCE CyLIECTBYIOIIME PAMK/ M HOPMBI YHUYTOXEHBL. B chopmupoBasLencs
HOBOM MHTEP-KOPIIOPAJIbHOCTYU 3PUTEJIb NTIEPECTAET ObITh TOJILKO 3puUTesieM. U peub

1 ApTO He TOJIBKO MPU3BIBAJL, HO X HEPEIKO JIeICTBOBAJI TAKIM 0OPa30M, OKa3bIBasICh BIIOCIIETICTBIM B IICHXUA-
TPUYECKHUX JIEI€OHULIAX.
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UAET He TOJIbKO PO TOTrO, KTO B CWJIy KaKMX-TO OOCTOSITEJILCTB OKa3aJICsl Cpenu
akTepoB. OCTaJIbHBIE TOXE «BbIHYKAECHbI» IPMHUMATh y4aCTHE B IE€MCTBUY, TaK KaK
rpaHb MEXIy HUMU (CyObEKTaMH) M aKTepaMU (IPYrMMU, OObEKTAMM) YHUYTOXKEHA.
Kax 3asgBinser cam Cesbcy,

<..> Ka&X[pI{l aKTep, My3bIKaHT, TEXHUK U 3pUTEJIb HAXOJUTCS 3/1eCh KaK YesioBeye -
CKOE€ TeJlo, MPEACTaBss KaKIObIM KeCTOM U TeaTpajibHbIM 2¢@eKToM Bce Teia,
KOTOpbIE KOTJAa-1160 Gl BOBJIEYEHB! B UCTOPUIO Bpa3ninu 1 COBpEeMEHHOTO MUpa.
Kak[ip1i1 BHOCUT BHEPTHIO B KOJIIOBCTBO, KOTOpoe Mbl cTpsnaeM. (Lut. mo Campbell,
2010, n.p.)

TasaHTIMBBIN PEXUCCEP MOCTOSIHHO WIPAET CO 3PUTEJISIMU, BOBJIEKAET UX
B IEWICTBUE, TO 3aCTaBjislsl WX I€Tb, TO PACIMBaTh AaJKOTOJbHbIE HAIMUTKU
C aKTepamu, TaHLIEBaTb, MAPLIMPOBATh U T.7.. Takke KaK TeJIO aKTepa NPUHAIJIEKUT
TeaTpy, TaK U TeJia 3pPUTEJIEN CTAaHOBSITCS YaCThIO TeaTpa.

B 5TOM I71aHE BCe MOJI00HbIE AENCTBA OYE€Hb OJIM3KU K KAPHABAJIbHOU 9CTETUKE
U CTPyKType. Jlaxke cama «CLieHa» TeaTpa U BCE NENCTBUS Pa3BOPAYUBAIOTCS B Y3KOM
IIPOXOZIE MEXIY OBYMS PsSllaMM MECT, TOe CUIAT 3puTesnu. Bce nericTBue npouc-
XOOUT M0 OOHOM JIMHMM, KaK ecau Obl 3TO ObUIO KapHAaBajJbHOE ULIECTBUE.
Jla 1 HepeaKo caM CHEeKTaK/b [IpeBpallaeTcsl B KapHaBajl, B KOTOPOM y4YacCTBYIOT U
aKTepsbl, U 3puTenu. U 3mech Ha0 MOHMMATh, YTO KapHABaJIbHOE TEJIO — 3TO TEJIO
KOoHTakTa. Kak crpaBenimBo 3amevaeT (paHLy3cKuil uccaenosaresnb ['a3u VMcnam,
17151 Teatpa OducrHa XapakTEPHO

HCIOJb30BaHME Tejla KaK MCTOYHMKA >XM3HEHHOW CUJIbl U 6YHTapCTBa, a TaKXe

cTpemyieHHe K OO6beJUHEHUIO Yepe3 TEJIECHBbII KOHTAKT, T.e. TeJO0 He TOJIBKO KakK
passinuue, HO U Kak KOHTakT (Islam, 2019, p. 257).

Ho He TosIbKO 3pOC 1 KapHaBaJl C €ro JMOHNCUNCKON IIPUPOION IIPEBAJIUPYIOT
B Tearpe. AHTponiodarusi Takke OKa3blBaeTCs (yHIAMEHTAJIbHON COCTaBJISIONIEN
TeaTPaJIbHOTO AEUCTBA. [Ipy 3TOM OHa 4YacTO MPOSBJSIETCS B pa3HOW (opme, Kak
Ha METa-YpOBHE', TAK M B KAKUX-TO OTMIEJIbHBIX CIIEHUYECKUX MIEMCTBUAX, KaK
B TaKMX, KOTJa >XEPTBY Pa3pbIBalOT Ha CLeHe. I B Tomo6HbIX akTax CesbCy OCTAeTCs
BE€pPEH U aHTpornodaruu AHAPazAe, U APTO C €ro «TEATPOM >KECTOKOCTU», YTO HAIILJIO
CBOE pajIMKaibHOE OTPasKEHUE B PAJIE CIIEKTAKIIEH, 0COGEHHO B Ibece Roda viva®,

<...> B KOTOPOM TPaHULA MEXAY CLEHON U 3PUTEJISIMU CTajla [OYTU HEPA3IUYUMON.
B oiHOI1 13 CLieH IJIaBHBIM repoi, Nomn-3se3na ben CuibBep, NOABEPraeTcs pUTyab-
HOMY pACIISITUIO, a KYCKU CbIpOM IE€YEHU Pas3faloTCsl 3PUTEIISIM, KOTOPbIE TaKUM
00pa3oM CTaHOBATCS MPUYACTHBIMU K KAHHUOAIMCTCKOMY IOTPEGIEHNUIO TION-U107a
(Dunn, 2001, p. 81).

KpoBb GpBI3KET HA 3PUTEJIEN, OHU YK€ U HE 3PUTEJIU BOBCE, & COYYaCTHUKU
putyana. JK. CesbCy IOCTOSIHHO HIOKUPYET ITyO/IMKy, 6POCAET €i1 BBI30B UJIU BOBJIE -

1 Mera-ypoBeHb aHTpOrIO(aruy MposIBIISIETCS B TEATPE B TOT MOMEHT, KOT7ia 6pasiibCKoe BOMpaeT B ce0st
«4dy’KOe», KOT/ia IEUCTBO CYLIEeCTBYeT B TMOPUIHON GOpMeE, CIOKET KJIaCCIECKOTO ITPOU3BEAEHHSI BOPYT
HEO>KUJIaHHO IIEPETIETAETCS] C SNN30aMH GPa3HIIbCKOM NCTOPUU U T.[I..

2 “Roda viva” (Koposb CBeun) - rbeca 6pasiiIbCKOro 1103Ta, KOMIIO3UTOPa, UcaTess, IpaMaTypra, CLieHapucTa
uky Byapku (Chico Buarque), HarcanHast UM B 1968 T..
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KaeT €€ B «JMKWE PUTYyaJIbl», IPOBOLIMPYET €€ BePOAJIbHO, BU3YaJIbHO, NENCTBUEM U
T.1. (Leu, 2006, p. 6).

DTO noTpebdsieHrne Heobs3aTebHO KACAETCS IIJIOTU, HAIIUTKUA U (PPYKTHI TAKOKE
OKa3bIBAIOTCS 4aCTblO pUTyasia NMOTPEOJIEHUs], B KOTOPOM YYaCTBYIOT U 3pUTEIIH,
nepexoisiie BMECTE C aKTepaMM Ha JAPYIyIo CTyNEeHb JEeNWCTBA M CYOBEKTO-
00beKTHBIX OTHOmIEeHUH. JKo3e CesibCy MOCTOSIHHO IIEPEINMCHIBAET TEJIECHOCTD,
3aII0JIHAS TE€JIa aKTEPOB U 3PUTEJIEN HOBLIMU TEKCTAMHU, [IOPOV BbI3bIBAIOILE CKAH-
DAJIbHBIMU WM IIOKUPYIOLWIMMY, 3aBOPAXMBAIIVMU WA BIOXHOBJISIOLIAMU.
Teno B Tearpe OducuHa - 3TO HACTOSIIMI TAJIMMIICECT, NPU3BAHHBIA CTaTh
IIPOCTPAHCTBOM [JI1 MHOKECTBA TEKCTOB. V1 He BaKHO, TEJIO JIX 3TO AKTEpa, Wi
3puTesis, NPULIEAIIEro B TeaTp paay passiedyeHusd. Ho Tak y)XK MMEHHO 3TO UIIET
3puTesib B JAHHOM Tearpe? 3[eCh MUHMMYM Pa3BiIeKaTEIbHOCTH, 3TO (PParMeHThl
JKU3HU B KQJIEUJIOCKOIIE OBITHS, B KOTOPOM 3PUTEJIU U aKTE€PbI IPEIOCTABIISIIOT CBOU
TeJsa A1 HoBoW 3anmcuy. JKose CesibCy M €ro TPYIIa TIATEJIbHO CTUPAET CTAPbIN
TEKCT, HAHOCSI HAa HEro HOBbIM, KaK 3TO M ObUIO C mnajmmicectoMm. IIpaBna, Kak
[IPaBWJIO, 3TO OOPATHBIA NPOLECC, TaK KaK B U3HAYAJIBHOM BapUaHTE CMBIBAJICS
SI3bIYECKUI, 4YTOObl Hamucarb Ha HeMm XxpuctuaHckuil. JK. CesbCcy Bce pesaer
B OOpPAaTHOM MOPSOKE: XPUCTUAHCKUN TEKCT CMBIT, XPUCTMAHCKOE TEJIO COIJIACHO
IpaBujiaM aHTporioaruy MnoTpedseHo, a HA €ro MECTO BOJAPYKEHO HOBOE TeJIO:
VHIENCKOe, appUKAHCKOE WU TEJIO METUCA-MYyJlaTa — HOBOT'O X03s1MHa bpasuiun.

Korma 4acte aTOro tecra Oblla rOTOB3, Mbl C PAfoOCTbI0 OOHAPY>KWUJIU, YTO
MeTadopy NATMMIICECTA B OTHOLIEHUY «CEPTOHBI» — OIHOM M3 IIbEC 3TOTO TEATPa —
YBUJIEJI U aHIVIMICKUM UCTOpUK Tearpa [larpuk Kamnbesr:

PaznuyHble HAaCTPOEHUS], BIOXU U MECTa CO3JAI0TCSI C ITOMOLIbI0O METOHUMUYECKOTO
MICII0JIb30BaHUsI PEKBU3UTA U KOCTIOMOB, IIpeBpalas Tejaa akTepoB BO TEMIIOPAJIbHO-
crianmasnbHble rpadempl. OGMKPHOE MPOCTPAHCTBO CIIEKTAKIISI C €ro MpeyBesndYeH-
HBIMU BEPTUKAJIbHBIMU Y TOPU30OHTAJIbHBIMU OCSIMU CIIOCOOCTBYET OJIHOBPEMEHHOMY
HAJIOXKEHUIO APYr Ha Jpyra pasjMyHbIX AUCKYPCOB. [lefiCTBUE IMPOUCXOIUT 4acTO
OZHOBPEMEHHO B Pa3HbIX TOYKaxX JJIMHHOTO KOpUIOpa “KyJIbTypHOU noporu” JIuHe! bo
Bapau', yckosb3ast OT J1060T0 pelaIero, peayKTUBHOTO B3IJIS/IA, NECTAOUIN3UPYs
IIOBCEJIHEBHOE BOCIIPUSITUE 3PUTEIS ITyTEM CO3/IaHMsl “00beMHO-3BYKOBOro” apdexra

1 Lina Bo Bardi (1914-1992) — 6pa3uibCKuil apXUTEKTOP UTaJIbSHCKOro porucxoxxaeHus (Andreoli, 1994; Lehmann,
2016; Lima, 2005, 2006). imeHHO 0OHa 6bl1a aBTOPOM HOBOTO 31aHus Teatpa OducuHa B 1984 r.. 1, x0T 31O
3[JaHME COBEPLIEHHO He TIOXOMJIO HA IIPUBBIYHbIE T€ATPaJIbHbIE (POPMBI, OHO KaK HEJIb3s] JIy4llle OTPKAJIO
OCHOBHbIE Hfiey 3TOTro npoekTa. Jluna Bo Bapay oTkasanach OT IPUBBIYHBIX MECT 111 ITyOJIMKHU 1 IIPUBbIYHON
creHbl. CLIEHOM 117151 aKTE€POB CJTy>KIJ1 Y3KUH AJIMHHBINA POXO]], ocepeiyHe 3naHust. CUIeHus pacriosiaraimnch
110 06€ CTOPOHBI OT ATOTO MIPOXOJA — «KYJIbTYPHOH 1OpOri». Ho IOMUMO rOpM30HTAIBHOM OCH, B TEaTpe
VIMEETCsI ¥ BEPTUKAJIbHAs OCh — SIPYChI, Ha KOTOPBIX TOXKE CUJIST WJIM CTOSIT 3puTesy. CTEHbI TeaTpa OrOPOKEHbI
CTPOUTEJILHBIMU JIECAMU, YTO OYE€Hb XOPOLIO COTJIACYETCsI C Ha3BaHNEM «OPHCHHA» — «<MACTEPCKAsTy, KLEX» U
T.75.. JJleficTBre MO>KET IPOMCXOJUTh B Pa3HBIX IVIOCKOCTSIX. B TeaTpe HeT GOopMasIbHbIX KYJIUC, 1 aKTEPBI MOTYT
TIOSIBJISITHCS U3 PA3HBIX MECT. JIefICTBHE IIPOUCXOIUT HE TOJIbKO I10 TOPU3OHTAILHOM OCH, HO Y BEPTHKAJIbHOM:
aKTepb! [OSIBJISIIOTCSI U3 1107, [10J1, IEPEMENIAIOTCSI HA APYTHE SIPYChI U T.1,. (IPUM. ABTOPA)
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(bu3MYECKOro TPUCYTCTBUSL, KOTOPBIN TOTPyKaeT 3puteseil B BumeHue Kanymyca®
teatpoM (Campbell, 2010).

3aKJII04YEHHUE UJIU ITOCTKOJIOHUAJIbHBINA MMAJIUMIICECT

COOCTBEHHO 3aKJIIOYEHHUS! 3[1€Ch HUKAKOIO ObITh HE MOXKET, TaK KaK Opasuiib-
ckoe Teslo HaXOIUTCS B COCTOSIHMM IOCTOSIHHOM TpaHcpopmanuu. OHO MEeHSIeTCH,
[IEPECTPANBAETCS U IIEPEOCMBICIMBAETCS. VIMEHHO I103TOMY MBI B OTHOILIEHUU
Teatpa OducrHa ynoTpeosisiyii TEpPMUH «IIAJMMIICECT», TaK KaK K [IEPENYChIBAHUIO
B3Il 6pa3uiiblieB Ha Tesio crpeMutcs XK. Cesbey M ero eJMHOMBIIIIEHHUKMU.

BMmecre ¢ TeM, Kak HaM KaxeTcs, TBopuecTBo Tearpa OducrHa - B 3HA4YM-
TE€JIbHOW CTEINEHN WOEOJIOTUYECKUN KOHCTPYKT, POXKIEHHBI B paMKax KOHTP-
KYJIbTYPHBIX IOBVDKEHUI OpPa3sUIbCKOM MOJIOLEXM B 60-X IT. [l HEero OblLin Xapak-
TE€PEH TBOPYECKUM ITOMCK KyJIbTYPHOU U HALMOHAIBHOW UAEHTUYHOCTU. MIHCTIMpu -
POBaHHBIN KOHLENUMSIMU HArotel M aHTtponogarum OcBanbia pAe AnHpapaze,
OH BO MHOTOM M3HA4aJIbHO ObLI 4Yy>K[, KaK KyJIbTYPHBIM IIPEIIIOYTEHUSIM T1ayJIUCT-
CKOH Oyp>KyasuH, TaK U NpOCTbIM xurtessam Can-Tlayiy. Do 6blin TeaTp CTygeHYe-
CKOM MOJIOZEXXH, CO3TAHHBIN [J1s1 CTYAEHUYECKON MOJIOLEKU, CKIIOHHDIN K aBaHIrap-
IOV3My U PEBOJIOLMOHHBIM IIPEOOPA30BAHUSIM CTPaHBI, A U OPUEHTUPOBAHHBIN
Ha TeJIECHbIE ITPAKTUKUL.

deHOMEH 3TOro Tearpa 3aKJIYAETCS B TOM, YTO HECMOTPS Ha OTCYTCTBUE
MOANEPSKKU, CIIOXKHOCTU C LIEH3YPOM U [aKe TOHEHUS Ha TeaTp B [1EPUOJ, BOEHHOM
IOVKTATypbl B CTPAaHE, OH HE TOJIbKO BbDKWJI, HO U 3aHAJ IPOYHOE MECTO Cpenu
JIyYIIMX TE€ATPOB HE TOJILKO B bpasuiny, HO ¥ BO BCEM MUpE. DTO O3HA4aeT JIMIIb
OZIHO: KOHLIENITYaJIbHO UJIEN HAroThl U aHTPOIIO(MAruy OKa3aIiCh HE TaK YK U Yy>KIIbI
OpasuibCKOM IyosmKe, a (opma IOAAYM ITUX HIEO0JIOTMYECKUX KOHCTPYKTOB,
KOTOPYIO pa3paboTasl Tearp, Oblja IOHSITHA 3PUTENISIM M HAaXOAWJa B HUX OTKJIVK,
VHa4e OH He JOKWJI Obl 10 HAIMX JHEW U He ObLI CTOJIb YCIIEIIHBIM.

Kak Ham kaxkercs, 310 nporusopeune owmymaer u cam K. Cesnbcy, 0 yem
OH YIIOMMHAJI B CBOEM MHTEPBBLIO UPJIAHICKOMY TEOPETUKY TeaTpa AJIEKCaHIapy

HyHIKEepOBUYY:

BONBIIMHCTBO TIpeACcTaBUTENIE MOEro IIOKOJIEHHWS, KOTOpble CHAesanyu OJeCTsIIUM
tTeaTp B 60-e rofpl, He NMPUMHMMAIOT Hall TEaTp W HE IMPUXOIAT B HETO; BTU JIOAU
0o0pesii BJIAacTb U CTadu KOCHBIMM JI0AbMU. OHU XOIST CMOTPETb KOMMEPUECKHUl
TeaTp U He CTaJIKUBAIOTCS CO CBOMM COOCTBEHHBIM “s". B ['epmaHny, Hanpumep, Koraa
MBI NIPEJICTABJISIEM HAIIX MbECHI, JIIOAY MOEro Bo3pacTa (77 JIeT) BeCessITCs, pasjena-
I0TCS Y IPUHUMAIOT yyactue. Ho He B bpasuiuu. Jlrogyu MOEro NokojieHus Terepsb Bce
IIOJINTYKY, MOJUTKOPPEKTHBIE, 32 UCKJIIOYEHHEeM TeX, KTO ObLI HACTOSIIUM XyZOX-
HUKOM, KaK KOMI103uTOpbl KastaHo Besnosy u JKunbepty JKun (Dundjerovi¢ & Ramos,

2017, pp. 29-30).

2 Kanyznyc - He00JIbIION TOPO/IOK Ha CEBEPO-BOCTOKeE IT. bawst. Tam B 1890-X IT. POM3OILIN ApaMaTUYeCcKye
COOBITHST GOPBOBI XKUTEJIEN DTOTO rOPOiA 32 CBOU IIPaBa U IOCTIEYIOMEr0 YHUUTOKEHNS MX OpasuyIbCKOMN
apMHueil. 9Ta uCTopus Jiersia B OCHOBY IIPOM3BeieH!s1 GPa3nIbCKOTo nucarestst Dykmayca aa Kynss (1866-1909)
«CepTOoHbI» (IPUM. aBTOpA).
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JpyrumMu  cioBaMy, IOCTKOJIOHUA/IbHBIM MPoeKT JK. CesbCy OKa3bIBAE€TCA
3aragHoM My6JIMKe Topa3fo MHTEPECHEN U MOHSATHEN, YeM OPa3rUIbCKOMY MHTEILIN -
T€HTY, BOCIIUTAHHOMY B TPAAUUMAX 3alagHON KyJbTypbl. HO B 5TOM M COCTOHUT
¢penomen Teatpa O@uCHHY, TOBOPSILIETO Ha YHHUBEPCAILHOM SI3bIKE, TOHSITHOM
MHOTUM. M B TO Xe BpeMs PYKOBOAMTEJIb STOTO Te€aTpa BbICKA3bIBAET CO’KaJIEHUE
00 OTHOIIEHN! K Te€AaTPy CO CTOPOHbI OpaswmiblieB. [IpaBaa, HaJO Y4UTBIBATH, YTO
pedb IIJIa HE O MPOCTBIX Opa3miIbliax — OH HECJIy4allHO Ha3bIBAJI NPECTaBUTENIEN
CBOETO ITOKOJIEHMS, BBIPOCIIMX Ha KJIACCMYECKOM TeaTpe, a Cpeay TeX, KTO IMOHM-
MaeT ero TBop4ecTBo, ynoMaHya K. Besnosy u XK. JKua. [1o TeM MHOTO4YMCI€EHHBIM
BUJIEO O T€ATPE, BbIJIOKEHHBIM B CETH, Mbl MOKEM IPEAIIOTIOKUTD, YTO KYJILTYPHbIN
¢enomen Tearpa O¢ucrHa BBIXOOUT JAJTEKO 32 MPENEJbl JIMIIb TEATPAJIbHON
IEeATENIbHOCTU. DTO YK€ MHOTOIUIAHOBLIM KYJbTYPHBIA KOMIIJIEKC, OKa3bIBAOIIUI
BO3[I€VICTBME HAa HACEJIEHNE TOTO PAliOHa, Ilie OH HaxonuTcs. TeaTp akTUBHO Npube -
raeT K MAaCIITaOHbIM TOPOICKMM aKLHMSM, BOBJIEKAss B C(EpPy CBOETO IEWCTBUS
cambl€ pa3HOOOPa3HbIe rOPOLCKUe cion. KapHaBasbHOCTb M TOTOBHOCTD K IIOCTOSIH-
HOMY BBIXOZly 32 PaMKU OOBILEHHOTO ObUIM M OCTAIOTCSl BUSUTHBIMU KapPTOYKAMU
Tearpo Oducuna.

Hy a wugeosnornyeckre KOHCTPYKTbI — HAUMOHAJIBHOM — MIEHTUYHOCTH,
IIOCTPOEHHBIE HA WHIESIX HAroTbl M AHTPONOPAruM HE TOJIbKO HE YCTapery,
HO 1 OGHOBJISIIOTCSI ITIOCTOSIHHO, OCTaBasICh aKTYaJIbHBIMU M B HAllIE BPEMSL.
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Nudity and Half-Naked Body in the Work
of A.S. Pushkin: Options, Values,
Principles of Implementation
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Abstract

The aim of the article is to determine the functions of the nude and naked body image
in the A. Pushkin legacy. The main tasks are to reveal regularities in the choice of motifs, images and
perspectives, to correlate them with the author's world viewpoints and the evolution of his views,
to connect them with philosophical and aesthetic dominants of his art. The works of art, as well as
critical and travel notes, letters, sketches, drawings served as the basis for the study. The biographical
and mundane context was involved. Orientation to the consistency and integrity of the analysis
determines the novelty of the study. It is noted that the concept of “nudity” acquires the author
conceptuality that correlates with form simplicity and naturalness. Pushkin tends to aestheticize
the female body. It is proved that the intensity, selectivity, measure of spatial distance in its depiction
are determined by a specific life stage, literary type, genre, attitude towards the subject of the image.
The assumption is substantiated that the problem of visual perspective is not least related to fashion
trends. “Serene” nudity in the works of Alexander Pushkin is usually a sign of foreignness, otherness;
attractive is associated with the realm of the infernal, here the poet is influenced by folk mythology
and the Gothic. In erotic descriptions the movements, the nervous and mental atmosphere are very
important. The variety of the naked body interpretations can be compared with a palimpsest, espe-
cially since Pushkin's sketches clearly testify to his refining predilection.

Keywords

A.S. Pushkin; Nudity; Naked Body; Undressing; Aestheticization; Style; Focalization; Fashion; Eroti-
cism; Palimpsest
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AHHOTa U4

Lenb crateu - omnpegneneHre QYHKIUM HM300pakKeHMs] HAroro U OOHKEHHOTO Tejla B HAcCjenuu
A.C. TlymkyHa. OCHOBHBIE 33[1a4U: BbISIBUTh 3aKOHOMEPHOCTHY B BbIOOpE MOTHBOB, 0OPa30B, PaKypCOB,
COOTHECTHU MX C MUPOBO33DEHYECKMMU YCTAHOBKAaMU aBTOPA, BOJIIOLMEN B3IJISIOB, CBSI3aTh ¢ GUIIO-
CcOCKO-3CTETUYECKUMH JOMHUHAHTaMU €r0 TBOPYeCTBAa. MaTeprajioM MOCIYXUIIN XYLO0KXeCTBeHHbIE
IIPOM3BENEHMS, A TAOKE KDUTUYECKUE U TIyTEBbIE 3aMETKH, ITMCbMA, HAOPOCKH, pUCYHKU. [IprBIedéH
6rorpaduyecku-66ITOBOM KOHTEKCT. OpUeHTUPOBAHHOCTh Ha CUCTEMHOCTb U 1I€JIOCTHOCTh aHAM3a
orpejesisieT HayyHyl0 HOBU3HY ucciiefioBaHus. OTMedaercs, YTO IIOHSITUE <«HAaroray» obpeTaeTr y
aBTOpa KOHLIENTYaJbHOCTb, KOPPEJMPYET C YCTAaHOBKOM Ha MPOCTOTY (POPMBI, €CTECTBEHHOCTD,
npsamopywmue. IlogreBepsKuaroTcs BbIBOIObl O CKIOHHOCTM A.C. IlylIKMHA K 2CTETM3alyK >KEHCKOTO
Tesa. JloKa3plBAaeTCsl, YTO NHTEHCUBHOCTD, M30MPATEIbHOCTh, ME€Pa IPOCTPAHCTBEHHOM AUCTaHIUPO-
BaHHOCTU B €70 OOPHCOBKE ONPEIEAIOTCS KOHKPETHBIM KU3HEHHBIM 3TaIlOM, JIMTEPAaTyPHBIM POJIOM,
JKaHPOM, OTHOIIEHUEM K CyOBEKTYy M300pakeHMsl. OG0CHOBBIBAETCS NIPEIIONIOKEHHE, YTO IPodIemMa
3PUTEJILHON MEPCHEKTUBBI HE B MOCJIETHIO OYEPENb CBS3aHa C HAMIPABJIEHUSMU B MOZE, aKTyaslb-
HbIMU TeHJeHUNSIMU. TO €CTh BapUaHThl NOJYEPKUBAHUS JOCTOMHCTB (PUTYPBI — HOT, JEKOJIbTE, I1J1eY
— BO3JEMCTBYIOT HE TOJIBKO Ha MY>KCKOE€ BOOOPaKEHNE, HO U Ha CIIOCO0 NI03TUYECKOM (POKYCHUPOBKHU.
YKasbIBaeTcsl, YTO BOCIIPOM3BEEHUE IIpoliecca OOHAKEHMUSI 4aCTO OKAa3blBAETCS! BKHEE BBIITHCHI-
BaHUS NOPTPeETa OOHAKEHHOM. «CroKoWHas» Harora B TBopuecTBe A.C. [lylIKyHA, Kak NpPaBuUilo,
SIBJIIETCS] IPU3HAKOM MHOPOJHOCTH, MHAKOBOCTY; ITPUTSTATEbHASI CBSI3bIBAETCS C 00J1aCThIO MHDEP-
HaJIbHOTO, 3[1€Ch Ha [103Ta BO3/IeICTBYeT HapoHast MU(OJIOTHS U TOTUKA. B 3pOTHYeCKUX OIMCAHUSIX
O4YeHb BaKHBI [IBIKEHUS], HEPBHO-TICUXUYecKas atMocdepa. MHOroobpasue BapyuaHTOB TPAaKTOBKU
ToJIOTO TeJla MOXKHO CPaBHUTH C IAJIMMIICECTOM, TeM 6oJjiee 4To yepHOBUKHU A.C. [IylIKMHA HaIJISIIHO
CBUJETEJILCTBYIOT O €T0 [IPUCTPACTUU K OMVCHIBAHMUIO.
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5l ne OMep: B CTUXAX BBICOKUX

OH MOSKeT BOCIIeBaTh OJIMH

O6enpl rpeyecKrx Ipy>KUH

Y 3BOH, Y IeHy Yall ITyOOKYX.
Munee, o cnepam IapHy,

MHe c1aBUTh TUPOIO HEOPESKHOU

V1 Haroty B HOYHOM TEHY,

U nouenyit mo6osu HexxHoit! [IV, 507
(A.C. IlymkuH «Pycnan u Jionmumnay)

BBeneHue

MeHTanuTeT, 310xa, MOJA KaKAbIM pa3 OUKTYIOT CBOIO MEPY OOHAKEHHOCTU.
HanucaHo 1oCTaTo4HO MHOTO paboT 00 3BOJIIOLMY TOHSITHS HAroThl U U3MEHEHNU
€€ BOCHIPMSITUSI Ha Pa3HbIX CTaAMsIX LUBWIM3auuu (cM., Hanpumep: (Laver, 1966;
Bonfante, 1989; Bullough, 1994; Barcan, 2004; Masquelier, 2005; Carr Gomm, 2010)).
[ToaTomy pedb 06 obpase rosioro tesna B Hacaeguu A.C. [lymkyHa 1e1ecoo6pasHo
HayaTh C KPaTKOro 0630pa 0ObIYaeB TOrO BPEMEHMU.

B Poccuu nepsoi nosioBrHbl XIX Beka peliamliee BAVSHUE HA IOBEAEHUE
00pa30BaHHbBIX JIIOAEH OKa3blBaJl JABOPSIHCKUM 3TUKET. ['OCMOACTBYIOLIEMY KJIACCY
crapasmck nogpaxars. [lo mHeHuio A.C. [llokapeBoil, HPaBCTBEHHbIN wupeal,
KOTOPBIM CTaBUJICS Iepel MPOCBELEHHBIM IPAKIAHMHOM TOCYHAPCTBA, BKIIIOYA
B €051 TPU COCTABJISIIOLIME: JIEMEHTBI T€POVKY, ITIOYEPIIHYThIE Y aHTUYHBIX  KJIAC-
CHKOB; 3JIEMEHTBI PBILAPCTBA, IIPUBHECEHHBIE KYJIbTYPHBIMU CBA3SIMU C 3alafiom;
BJIEMEHTBI TpaBocylaBHOro Osarovectus (Ilokapesa, 2017, c.137). CrarycHble
pasnuyusa U - WHPEe — HEOJHOPOIHOCTb COCJIOBMSI BHOCHUJIM CBOU KOPPEKTUBBL
Heob6xogumMo y4uuTBIBaTh, YTO CO BpeMEH [leTpa I npuBUIerMpOBaHHOMY KJIACCY
BMEHSUJIOCh B 00SI3aHHOCTb Y4aCTBOBAaTh B IIPOLIECCE MOJEPHMU3ALMU FOCYIAPCTBa, a
3HAYUT — OPMEHTHPOBATLCS HA €BPOIIENCKUE LIEHHOCTHU.

Xapakrep OTHOIIEHUH PErJIaMEHTHMPOBAICS MHOXECTBOM OOCTOSTEJ/ILCTB
(o1, BO3pPacCT, COLMAJIbHBIN CTaTyC, CTENEHb POJCTBA U NPOY.), HO, KaK CIIPaBEJIMBO
ormeyaet M.H. Ky3HenoB, «B J1060M Cily4ae Tpe60BAIOCh YBAKEHUE U IIPEAYIIPEIN -
T€JIbHOCTb, CKPOMHOCTb U CIEP’KaHHOCTb, a TaKXKEe CTPOroe€ BHUMAHUE K CBOEMY
BHEIIHEMY BuIy, maHepam u peun» (Kysneuos, 2002, c.4). BecbmMa NO3TUYHO
NIPU3HAaKU apUCTOKparm3ma >xusonucan B.D. Bynarapun: «ToHa BbICIIEro Kpyra
HEBO3MOXXHO IIE€PEHSTh — HAOOHO POIUTHCS U BOCHUTHIBATHCS B HEM. CyIIHOCTB
3TOrO TOHA: HENPUHYKIEHHOCTD U NpuiMyre. Bo BCéM HabI0OnaeTcs cepeayuHa: Hy
cjioBa 6osiee, HU CJI0BA MEHEE; HMKAKUX IOPBIBOB, HUKAKUX BOCTOPIOB, HUKAKUX
Te€aTPaJIbHBIX KECTOB, HUKAKMX IPUMAC, HUKAKOr0 yAuBJIeHUs. Hapy>XKHOCTb — JI€x,
onectsamuii Ha cosHie. PaMUNBIPHOCTb U UBJMUIMIHSS MOYTUTEJIbHOCTh PaBHO
HeyMecCTHbI. [lompaskaTesn BbICHIErO Kpyra BCErja BIALAIOT B KPaHOCTU — U
C [IEPBOTO CJIOBA, C MEPBOI0O ABIKEHVS MOXHO Y3HATh YE€JIOBEKA, KOTOPLIM UIpPaeT

1 3peco u panee npoussenexusi A.C. ITymkrHa UUTHUPYIOTCS IO cobpanuio counHeHui (ITymkuH 1977-1979),
C yKa3aHUeM HOMepa TOMA U CTPaHMULIBbI B KBaZIPATHBIX CKOOKAX.
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HECBOVCTBEHHYIO €My poJib. OCOGEHHO 3aMETHO 3TO B JKEHIMHax» (Bysirapus,
2001, c. 628).

OmwyTrMoe BO3[ENCTBUE HA MAaHEPY TIOBEIEHNUSI JIUTHI OKA3bIBaJI IPUIBOPHBIN
uepemonuas. I[lokasaresbHbI IIpUMeEp: OasleTMeNcTepbl o0ydanu (GpensvH, Kak
B [IPUCYTCTBUM UMIIEPATOPCKOV CEMBbU AEPXKAThb «TOJIOBY, IJ1a3a U PYKU, KaK HU3KO
chesnaTh peBepaHc U Kak orontu» (Imymkosckui, 2010, c. 123). B3auMooTHOIIEH S
MEXIy TIOJIaMU PErjaMeHTUPOBa/UCh. CTpax ObITb CKOMIIPOMETUPOBAHHBIM
B I71a3ax obuecTBa ycyryoss curyauuio. B.O. Onoesckuil B «Ckaske O TOM, Kak
OIIACHO [EBYHNIKAaM XOIWUTb TOJIIOK I10 HEBCKOMy IPOCIEKTY» UPOHU3UPYET:
«...TAKOB YK€ Yy Hac OOblYail: JeByIIKa YMPET CO CKyKH, a H€ JACT CBOEH PYyKU
MY>KUMHE, €CJIM OH HE MMEET CYACTHS ObITh €l 6paTOM, MISIIIOIIKON WU eme bosee
3aBUJHOTO CYACTUS — BOCBMUIECSATU JIET OT POLy, MO0 “4TO CKOKYT MAMEHBKU? »
(Opmoesckuii, 1833, c. 116). E.W. BenbTmaH B noBecTy «JIuansi» 0oOpUCOBBIBAET 00pa3
*kus3Hu B Cankrt-IlerepOypre: «Mbl COBepIIaju... YTPEHHIOW Tparesy, Habionas
TaKoM e cTporuii decorum, Kak OyATO 3Ta CLiEHA Pa3bIrPbIBaaCh HA MOJMOCTKAX
TeaTpa. Mbl XOTesIM OKa3aTh, YTO SXUBEM M CaMU IIPO Ce0s1 TaK >Ke IIPUJIMYHO, KaK U
B IJ1a3ax 0o0mecTsa. <...> OJHU U1 B COOPAaHMM 3BAHBIX TOCTEN Mbl CAIUIUCh PABHO
odpunnanpcHO» (BesbT™maH, 1848, c. 21, 22). Bnpouyem, MHOroe 3aBUCEJIO OT COLMO-
KyJIbTYPHBIX KOOpAMHAT. [loOMecTpsl XapaKTepU30BaJMCh OOJIbIIEN CBOOOIOMN
B OOLLEHNY, & CEBEPHAs CTOJIALA B 3TOM IUIAHE 3HAYMTEJIbHO yCTymaaa MOCKBe.

KoHe4YHO ke, MMeJI0 MeCTO OTCTYIUIEHME OT MpaBWil. TUTYJIOBaHHBIM OCO0aM,
[IEpCOHAM, OOJIAJAIIMM  HENPUKOCHOBEHHBIM  ABTOPUTETOM,  [103BOJISITIOCH
HaMHOro 6osble. BoT Kak omnuceiBaeT onguH u3 6anoB B.B. CenuBaHoB: «Desbi-
mapuian CakeH Wén B 1-11 mape, 32 HUM Te€Hepasl OT apTWUIEPUM KHS3b SBesb, u
3T 00a e/jBa BOJIOUMBLINE HOTM CTAPUKALIKY HallepephlB JIIOOE3HNYAIN C KPACaBU -
pamu. ObpanieHre ux C AeBUMLUAMM ObUIO GeCLIEPEMOHHO: KOTJa Kakasl IeBULa UM
HpaBWJIaCh, OHU IO3BOJISIU cebe B3STh €€ 3a MOoAOOPOLOK U NMPUJIACKATh CJIOBOM:!
“kakasi MusieHbKas!, Wi YTO-HUOYAb B 3TOM POJiE, Ha UYTO, KOHEYHO, B I71a3aX BCEX
IaBaJiM UM IIPaBO UX MadyCauiOBCKUE JIETA U MOJIOKEHUE OOIIECTBEHHOE, YIIPO-
yeHHoe 3aciyramm» (CesnrBaHoOB, 1881, c. 283).

DpaHIy3CKMM 3aMMCTBOBAaHMEM Ha TOT MOMEHT CUMTAJICSl PUTYaJl LI€JIOBAHUS
MEXy JKeHIHaMmu ([lamkoBa, 1987, c. 292). A Ha 1ieJI0BaHUE PYYKU 3a4aCTYI0 OTBE-
yany 60s1ee TpaAULMOHHO. «Korma pycckoi fame LesyloT PyKy, OHa TOT4aC BO3Bpa-
IIaeT BaM IOLEeJyH B IEKY, B I71a3a WM KyJa IPUAETCS, CJIOBHO OIAcasiCh, KaK Obl
C HEl He CJIyYuJIOCh YE€ro OYyPHOIO, €CJIM OHA €ro COXPAHUT», — OCTPOCIIOBUJI
A. ITioma ([roma, 1993, c. 203). He 6b171 3a6bIT 1 pUTyasl BCELIEJIOBAHUSI — BO MHOTHX
IOMax JJIs1 yXOISIIEro FOCTS IIOYTH 00SI3aTEIIbHBIN.

C cepenunbl 1820-X IT. B MOy BXOOUT aHIJIMICKOE PYKOIIOXKATUE, B TOM YUCIIE
MEXIY MY>KYMHOM U KeHIMHOM. OHO, KaK U APYyrvue HOBOBBEEHNS, BOCIIPUHMMA -
€TCS B IUTBIKU CTAPIIMM IIOKOJIEHMEM. MeHbllle HEJOBOJIbCTBA BbI3bIBAET YTBEPAUB-
muics B XIX B. 00bl4all XOAMUTH IOJ PYKy. «..MyX4uHa Ipepjaraa game CBOIO
IIPaBYIO PYKY B IIOJIyCOTHYTOM I10JIOKEHUHY, & OHA, [IPUHMMAs NIPUIJIALIEHNE, Kilajla
CBOIO JIEBYIO JIQJIOHb Ha ero npepmiedbe» (Kox, 2019, c. 334). OpgHako >KEHIIVHE
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NIO3BOJISUIOCh TI€PEIBUTATbCSl TaKUM OOPAa30OM TOJBKO C MYXXEM WM CTapLIUM
I10 BO3PACTy POACTBEHHUKOM, A [I€BULIE (HE3aMYyKHEN JKEHIIMHE) — C OTLIOM, ISALEN,
CTapmMM OpaTtoM. BmecTe C TeM rajiaHTHBIN KaBajep He MMEJ IpaBa OCTABUTH
HE3HAaKOMYIO [laMy B CJIO)KHOW CHUTyalld, 3[eCh [OOIyCKaJIOCh IOCjabieHue:
«[ToCTOpOHHUI MY>KYMHA MOT ITOJAEP>KaTh XXEHIIMHY 107, JIOKOTh B CJIy4asiX, KOrza
HaZ0 ObLIO NTOMOYb €l MOAHSTHCS Ha TPOTyap, NEPENUTH Yepe3 Kakoe-JI1ub0 MpersiT-
CTBUE, CECTb B 3KUIAX U T.II. caydasx» (Kox, 2019, c. 334).

Ha oros€nHoe Tesio Bbicllee OOIIECTBO HakyanplBaeT Taby. [lomuepkHEM:
Ha TEJIO, JKUTEHMCKUM O00pa3om Oroji€éHHoe. [Io CBUIETeNbCTBY IPUEXaBLIETO
B 1803 romy B Poccuio ¢dpanuysa D. [llomoHa, npu [laBne ] «..0bUIO 3alpelieHo
NIOKA3bIBAThCS Pa3feThIM JaXke y OKHA. He mosiarajzioce BUAETh My)KYVHY B XajaTe.
YiymeHue Takoro pofa O6bLJI0 HEOJHOKPATHO HAaKa3aHO 3aKJIIOUYEHUEM B MCIIPaBU -
TeJIbHOM gome» ([romon, 1913, c.137). [lo3nHee mpaBwia cmsardyunu. Ho npu
Hukomnae I u Anexkcangpe Il paccrérayras myrosuMua MyHAMpa BCE ell€ rpo3uia
pazxasnoBaHueM odutiepa B congatsl ([Jroma, 1993, c. 151). I.M. JlonropykoB paccka-
3bIBaJl, KaK, 3apaHee NepeoeBIINCh B IOPOrY B XajaT, HE CMEJI [TOABE3TH IIONIABLIYIO
B Oefly Jamy: B TaKOM OOJIaYEHMM COBMECTHOE IIyTEIIECTBHME B €r0 KapeTe ObLIO
HeponyctTuMbIM ([Josropykos, 1992, c. 122-123). A.U. CokosioBa ocTaBuia BOCIIOMU -
HaHUs O CKaHJWIbHOM cobpitin B gome H.B. CymkoBa: 00BsSBMIM KOHKYPC
Ha Jlyylllee HCIIOJIHEHWE Ma3ypKy, U Mobenusiias B HEM KpacaBulia MeHAT,
TI0JIYKA, COIJIaCUJIach ITOBTOPUTD BBICTYIUIEHME, HO 6€3 O0YBU: €11 CJIMIIKOM >KaJn
60oTuHKY. TaHel B 6€JIbIX MEIKOBBIX 4yJIKaX OOJIBIIMHCTBO MIPUCYTCTBYIOMINAX COYJIO
HEeTIPUJIMYHBIM, XO3sIiKa oMa «Obljla COBEpIIEHHO CKaHAaIM30BaHa...» (/laBpeH-
TheBa, 2007, c. 437).

AKTpUCHI, NIEBULIB], KyPTHU3aHKU I103BOJISLIM cebe HapyllaTbh 3aKOHbI OOIIEeCTBa.
Macrepckue MOAMCTOK 3a4aCTylO0 BBINOJHSUIA (YHKLUMIO HBIHEIIHUX 3CKOPT-
areHTCTB, a B IyOJMYHBIX JOMaX Pa3HOTO YPOBHS U KPEMOCTHBIX CEPassiX YAOBJIE -
TBOPSUIUCh CaMble NPUYYJIMBble (PaHTa3UU KIMEHTOB. UTO KacaeTcsl KpeCTbSIHCKOU
cpenpl, 371eCb, HECMOTPSI Ha CTPOTUE PEJIMTMO3HbIE 3AIPEThI, OCTABAJIMCh CUJIbHBI
3bIYECKYE TIPENICTABJIEHUS], C OOHAXKEHUEM TeJla OblIM CBSI3aHbl MHOTME Maruye-
CKU€ pUTyasibl, OOpsiioBble O6ecumHCTBA (ArankuHa, Banennosa & Tonopkos, 2004,
c. 355-359). YcoBus OOWEXUTUST OOJIBIINX CEMEH, COBMECTHbIE IOXOZbl B OAHIO,
TPAAULIUY IOHOWIECKON <«TYJbObl» [EJaly PEJSTUBHBIMA MHOTHE COLAAJIbHBIE
HOPMBI, KaCaIOIIA€eCs] HAarOThl.

OcCo06bIM OBLJIO OTHOILIEHUE K TEJy «3alleyaTIEHHOMY». B >KnBOmucH, CKyJIbII-
Type, TeaTpe CYLIEeCTBOBAJIM HHBIE CTaHAAPTHL. Ha NPUHUMIMANIBHOE OTJINYKE
TIOHSITUM «TOJIBIM» U «Harou» ykaspiBaeT K. Kiapk: «BbITb TOJIBIM — 3HAYUT OBITH
JIMIMIEHHBIM OJEXIbI, U 3TO CJIOBO MPEIOJIAraeT N3BECTHYIO HEJIOBKOCTb, KOTOPYIO
OOJIBIIMHCTBO M3 HAC WCIBITBIBAET B TAKOM COCTOSIHMU. HanpoTtus, €j10BO “Harom”
B yIIOTPeOIeHUM 06Pa30BaHHbIX JIIOJEN HE CONEPKUT HUKAKUX OOEPTOHOB HEYI00-
crBa. CMyTHBIN 00pa3, KOTOPBI OHO BBI3BIBAET B YME, — 3TO HE 00pa3 ChEXUBILE -
rocs 1 6e33alUTHOrO TeJja, HO 00pa3 TeJla YPaBHOBEIEHHOTO, IBETYILETO U YBEPEH -
HOTO, Tesa npeobpaszoBaHHoroy» (Clark, 1956, p. 10). [Io noBoay 3aKOHOB BHEIIHEHN
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6saronpuctoiiHocTy XIX Beka OPUTAaHCKUI UCTOPUK 3aMEYaeT: «B TO BPEMS CUMTA-
JIOCh BO3MO>KHBIM YKpallaTb KOHCEPBATOPHIO OOHAKEHHBIMU (PUTYpaMU M3 Kappap-
CKOTO MPaMopa, HO ObLJI0 B BBICLIEN CTENIEHN HEIIPUIMYHBIM YIIOMUHATh O >KEHCKOU
mukosnoTke» (Clark, 1956, p. 187-188). [IpecTibk Kj1acCU4eCKOro UCKYCCTBa MO3BOJISII
CIIOKOMHO HAaCJIaXKIAThCsl 00pa3aMu «001arOpO>XEHHON» HATYyPhL.

Tema Harotb! / ob6HaxkéHHOCTH B TBopuecTBe A.C. [lymkuHa Tpebyer 006s13a-
TEJIbHOTO Y4€Ta BCEX IEPUIETUl IE€PeCEeYEHUs KyJIbTYPHO-OBITOBOM M XyZOXeE-
CTBEHHO-3CTETUYECKOU cep.

Moga kak ¢paktop pokanusanumu

Brimie 6GbL7IO YKa3aHO, YTO IBOPSIHAM MPUXOAUJIOCH CTAJIKMBATBHCS C OOJIBIIMM
KOJIMYEeCTBOM oOrpaHmyeHuil: «OneBarbCsl CAMLIIKOM MOJHO — MPU3HAK ITYPHOTO
BKyca. OTCTaBaTh OT MOJbl HEOMYCTUMO. Hy>KHO OBbITH OZETBHIM 10 MOZE, HO TaK,
4TOOBl TyasieT He Opocascs B rnasa» (Kox, 2019, c. 332). OgHako o6pa3 6iucra-
TEJIbHOW >KEHIIVHBI, BBIXOISIIEH B CBET, 0053aTEIbHO BKJIIOYAJI COOJIA3HUTEJIbHBIN
6anpHBI Hapsn. «[as XIX crosetusi xapakTepeH (XOTS MOZbl 4aCTO MEHSJINCH)
00TsHYTBIN U. <...> [lapagHoe n1aThe UMEJIO OEKOJIbTE, Y NEeBYLIKU OHO ITOKPbIBA -
sjock razoM. OcraBisimm OOHaKEHHBIMU Ileuyn u we» (Kox, 2019, c. 368).
He youBUTENIPHO, YTO 3TM YaCTU JKEHCKOTO TeJjla BOCTOPXKEHHO BOCIEBAIOTCS
nnostamul. B yepHoBukax K «Esrennio Oneruny» A.C. [IymKkuH prucyeT ropTpeT Takou
OCJIENIUTEJIBHOW KpacaBULlbl, NEPENAET MAHEPY €€ IOBEAECHUS U XapaKTepU3yeT
BII€YATJIEHNE, KOTOPOE Ta IIPOM3BOIUT HA OKPYKAIOIIUX:

Cmorpure: B 3ay1y HuHa BXoauT,
OcraHoBuUIach y aBepen

Y B3ry1s1, paccessHHbINA OOBOIUT
Kpyrom BHUMATEJILHBIX TOCTEN;

B BosHeHbe nepcy, niedn 6JemyT,
['oput B a1Ma3ax rososa,

BKpyr cTaHa BbIOTCS U TPEIELLyT
[Ipo3paydHoO CETbIO KPYKEBA,

1 mésnk y30pHOM NayTUHOI
CKBO3UT Ha PO30BLIX HOT'AX;

U Bce B BocTOpre, B HeGecax

IIpen ceii BOMEOHOIO KAPTUHOM... [V, 464-465].

Ecim Bectu peyb 0 paHHUX TBOpeHUsaX A.C. TlyliKkrHa, Hy’)KHO OTMETUTb B HUX
3HAYUTEJILHYIO IOJII0 YCI0BHOCTU. [lo ToyHOMY 3amevaHuto [O.H. ToiHgHOBa, OHU
SIBJIIIOT COOOY CTWJIM3ALMIO, HEPA3PhIBHO CBSI3aHbI C «KapaM3uHU3MOM» (ThIHSHOB,
1969, c. 124). Otctopia HEKOTOpasi abCTPAKTHOCTb B OOPUCOBKE: «JIWJIEHHBIE TIIEYN»
(«Pycnan u Jlogpmuna» [IV, 38]), «cHexxHa rpyab» («[locnanne k FOpuny» [I, 153]) n
Iaxe rpyab, «CHer 3aTmuBLIas 6enn3Hon» («K Harasee» [I, 10]). B no3gHux npous-
BEJEHUIX W300pPLKEHME CTAaHOBUTCSI IIPOLIE, OCOOEHHO B IIPO3€, KOTOPYIO
A.C. TlymikiuH CTPOUT Ha Jpyroil ctuiucrudeckon ocHose (Cepman, 2003, c. 256).
BoT Kak, K pumepy, onuceiBaeTcs JInzaBeta VIBaHOBHA, repouHs 1oBecTt «IInkoBas
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nama»: «OHa cupesna, cjoXa KPeCTOM roJjible PyKU, HAKJIOHUB HAa OTKPBITYIO TPYZb
TOJIOBY, €€ YOpaHHYIO LiBeTaMU...» [VI, 228]. [leBylIKa BEpHYJIaCh JOMOM U HE CHSIJIA
0asIbHOrO Hapsna, OOHAKEHHOCTb IONYEPKUBAETCS (PYKU «TOJble», Tpyndb
«OTKPBITASI»), OHAKO HE MepexouT B IeMOHCTPALMIO TEJIECHOCTU. ABTOPY Ba)KHO
10Ka3aTb 0€33aLUTHOCTDb, YS3BUMOCTb O€NHOM BOCIIUTAHHULIBL Y€pe3 MUHYTY
B KOMHATY 1151 PUHAJIbBHOTO OOBSICHEHUSI BOUAET ['epmaHH.

Kak u ero 3HaMeHuUTbIX mpenumecTtseHHUKOB  (H.M. Kapam3uha,
B.A. KykoBckoro, K.H. batiomkosa), BHuManue A.C. [lyllkuHa NPUBJIEKAIOT KOJIE-
6aHus, KOTOPbIE Ha SI3bIKE MEIUIMHCKUX TEPMUHOB HAa3bIBAIOT KJIIOYUYHBIM JIbIXa-
HyeM. Takoil TUIl B IPUHLIMIIE XapaKTePEH [JIs XXEHIIYH, a )KECTKUE yTIArMBalolye
KOPCETBI, Ha MPOTSDKEHUN COTEH JIET IIOYTU HE BBIXOISIIUE U3 MOJBI, IOIOJIHU-
TEJIbHO OIPaHUYMBAIOT IBWXKeHUEe nuadparm nu pebep. Cm.: «[lplmana B TalHOM
crpaxe rpynab» («OxHo» [I, 175]), «M TsaroctHO €€ ppimana rpynp» («Tam y jecka, 3a
OJIVDKHEIO TOMMHOM...» [I, 329]). O6paTM BHUMaHME: B OOOUX CITY4asix 10T [10Ka3bl-
BAET I1€YaJIbHYI0 '€POVMHIO, 3CTETU3UPYET 3MOLMU B AyX€ POMAHTHMKO-CEHTMMEH-
TaJIbHBIX Tpaguuuil Havasa XIX Beka. YrHEeTEHHOe, 60JIe3HEHHOE COCTOSIHUE [eJla-
€TCsl «3HAaKOM IVTyOOKMX CepAeyHbIX 4yBCTB» (JloTmaH, 1994, c. 53). Bosnee spko u
C 3aMETHBIM NTOCTOSTHCTBOM A.C. [IyIIKVH yIIOMUHAET OBVKEHUE TEJA B OIMCAHUSX
JI'OO0OBHOTO TOMJIEHMS TepOUHb: «/ THX0 rpynp €€ neimaina: / “Ilpyuay, skeHux gy
moent / Te6st 30By Ha TOMHOM Jmpe!™» («OpHu crtuxu emy uyutana...» [III, 208]), «U
TOMHBIN >Kap, U B3[10X HETEPNeJMBbIM / Mianyio rpyaps Mapuu nogsiman» («I'aBpu-
unanay [IV, 114]), «[IpunogHsnacst rpynb, JIaHUThl / MIHOBEHHBIM IJITAMEHEM
NOKPbITh» («EBrenuit OHerun» [V, 54]), «B siniie ToMyieHbe, B30p MOJTY3aKPbITHIN, /
BosHeHbe rpynu, 6s1€IHOCTb 3TUX YCT..» (4€pPHOBUKU K «[loH T'yany» [V, 477)).
OueBUIIHO, YTO B TAaKUX IPUMEPAX HAMHOIO 6OJIbIIE PEATTMCTUYECKUX, [ICUXOJIOTU -
4eCKU U (PU3KNOJIOTMYECKH OIPABLAHHbIX IETAJIEN.

Hnsa cpaBHenus. A.C. IlyIIKMH TOYTH HE MCIIOJIb3YET NAHHBIMA NPUEM B XOME
ONMCAHUSl TOCKU IEPCOHAXKEN-MY>KUMH. VICKIIOUeHMeM MOXHO Ha3BaTb €ro
JIMLENCKOe CTUXOTBOpeHUE «Hae3gHuKW», B KOTOPOM HCCJIEIOBATEIM HAXOHST
obunue ycsnoBHbIX ¢opmyn (Koposun, 2005, c. 164): «BarysHys yrpioMo B CyMpak
nanbHbI / U B3moXoM rpyab nokosie6an» [I, 181]. B 60bIMNHCTBE IPYryX CIy4aeB
BBOJIUTCSI OJHO U TO >K€ CTaHAAPTHOE BbIpaXeHMue: «['pygp MOS CTEeCHUJIACHY
(«Coxokénnoe mnumcbMo» [II, 219]), «Kakoit Bosme6HO0 TOockow /  CTecHsIach
niameHHas rpyab» («EBrenuit OHerun» [V, 173-174]), «...MBbICJIb y>KacHasl CTECHsLIA
ero rpyap» («Apan Iletpa Benmkoro» [VI, 19)).

O611eM3BeCTHO NPUCTPACTHE T03TA K XEHCKUM HOXkaM. b.B. TomameBckuit
IUIIET, YTO MHOTUE IIBITAIOTCS OOOCHOBATb 3Ty IPUBEPKEHHOCTb, OOPAIlAsCh
K 0iHOM 13 cTpod pomaHa B ctuxax (Tomamesckuit, 1930, c. 76):

JyaHsl rpyib, 1aHUTHI DII0pBI
IIpesnecTHbl, MUJIbIE IPY3bs!
Opnako HOXKa TeprCcuXophl
[TpesiecTHEN YEM-TO [1J19 MEH4.
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OHa, IpopoYeCTBYS B3IJIALY
Heouenumyro Harpany,

Bsieuét ycioBHOI0O Kpacoun

JKesnaHuil cBO€BOJIBHBIN poii [V, 19-20].

Cam JsiTeparypoBef, NOKAa3bIBAE€T, YTO MMPOLUTUPOBAHHBIA (PParMeHT ecCTb
PEMUHUCLIEHIIMS HAa OTPBIBOK M3 pacckasa pomaHucra Peruda-ne-yna-bpeToHa;
HAJIMLO CXOZACTBO B IOCJIEOBATEJIBHOCTA MOTUBOB M CHMHTAaKcHca. KysbT >KEHCKOU
HOXXKM ObLII B TO BPEMS BECbMA PACIIPOCTPAHEH: «MHOTME BUNEJM B HEM NPU3HAK
“HEOLIEHEHHBIX HArpaj, TBEPJAO BEPWIM B 3aKOH OIPEIEJIEHHOTO COOTBETCTBUS
JKeHCKuX KpacoT» (Tomamesckui, 1930, c. 76).

[To mHenuto B.B. HabokoBa, nop, «HO>kkamu» B npousBeneHusx A.C. [lymkuHa
cJielyeT TIOHUMATh JIMIIb OINpPEeNesIEHHYI0 UX 4acTh, B 3HaMeHUTON cTtpode XXXIII
VIMEJIACD B BUIY CTYIIHU: «MX, PABHO KaK ¥ COBPEMEHHBIE MOJIbI [1JIaThsl M BUHBETKY,
[lymikyH HapuCcoBaJl NEPOM Ha MOJISIX CBOEN PYKONMUCH, NPEATIOYUTAs] JIOIBIKKY,
NOABEM M HOCOK MKpeE, rojieHu u 6enpy» (Habokos, 1999, c. 121). Bozpasum: cpenu
pucyHKoB A.C. [lylIKrHa BCTPEYaloTCs Te, Ha KOTOPbIX OOHKEHHbBIE )KEHCKME HOIU
NI0Ka3aHbl MOJHOCTBHIO. A JKEHCKas OfeX[a BPEMEH NETCTBA M OTPOYECTBA I03TA
(Broth 1o 1815 ropa (Bacuibes, 2017)) nosBossina oueHuts ¢opmel. C 1794 rona
no EBporne pacrpocTpaHuiach «aHTUYHas MOJa», KOTOpylo B Poccuy, «...HeCcMoTps
Ha CYpOBBII KJIMMAT U [IJIMHHYIO 3UMY, JOBOJIBHO TOYHO CKOIMPOBAIN» (3axap>keB-
ckasg, 2006, c.150). OpyvH K3 aBTOPOB €XEMECSYHOro >XypHasla «MOCKOBCKUM
MepKypuii» OTMEYAJI: «B HbIHEIIHEM KOCTIOME [JIaBHBIM I[IOYUTAETCSI OOPHCOBaHNE
Tesia. ECin y SKeHIMHBI HE BUIHO CJIOKEHHUS HOT OT GAlIMAKOB 1O TYJIOBHUINA, TO
TOBOPAT, YTO OHA HE YMEET OJI€BaThCS WJIM XOUeT OTJIMYUTBLCSI CTPAHHOCTBIO. Korpa
HuM@a HUIET, IIaThe UCKYCHO NOJOOPAHHOE U 103311 IJIaIKO OOTSHYTOE, ITOKAa3bl-
BAE€T BCIO UTPYy MYCKYJIOB €€ IpU KKOOM wmare..» (MockoBckuil Mepkypuii, 1803).
Kak yroynser P.B. 3axapyKeBCKas, MCIOJIb30BAJIUCh TOHKUE, MPEUMYIIECTBEHHO
Oesible TKaHW, Tajus ObIa CUJIBHO 3aBBILIEHA, A <«IJIMHA IUIAThsl OCTAaBJISLIA
OTKPBITOM CTYIIHIO, OOYTYI0 B caHpanuio» (3axapxkesckas, 2006, c. 151). OcobeHHO
CMeJIble JJaMbl CMA4MBAJIM IIJIaThsl BOZOW, YTOObI Marepus OOJblle Ipuieraia
K Tesry. DaKkTU4eCKU «aHTUYHbBIE OLEXKIbl, IPUTOTOBJIEHHBIE LIEJIOMYIPEHHON PEBO-
JIIOUMEN, CTauy IPEeNJIOrOM M3bICKAaHHOM OOHaXEHHOCTW» (3axapskeBckas, 2006,
c. 144).

He yIMBUTEJILHO, YTO IOHBIA M «HEHUCTOBO TEMIIEPAMEHTHBIN» 10T HE MOT
COXPaHSTh Ha 6ajiax CIIOKOMCTBHE. Tem 60s1e€ YTO OTCYTCTBUE KPMHOJIMHOB I103BO-
JISII0 AOCTAaTOYHO O6sin3KO noaxoauTh K maprtHepme. C.Jl. KoMoBckuii, €ero ogHo-
KalIHUK, B BOCTIOMUHAHUSX Nucail: «[IylIKyrH 10 TOro 6bl1 KEHOJII00UB, 4TO, Oyaydu
emeé 15 mnu 16 jieT, OT OJHOrO IMPUKOCHOBEHUS K PyKe TaHLYIOUIEH, BO BPEMS
JIMUENCKUX 6aJIOB, B30P €ro IbIAJI, U OH IIBIXTEJI, COIIEJI, KAK PETUBBIN KOHb CPEIU
Mosogoro tabyHa» (Komosckuit, 1998, c. 58).
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Puc. 1. Crpanuna us yepHoBuka A.C. Ilymkuna. «Jletamuii MepKypuii»,
u3obpakenue craryu Jk. Bosronsm. I1]] 835, 1. 2 (Pomuués, 1993, c. 101)

Fig. 1. A page from the draft of A.S. Pushkin. “Flying Mercury”,
image of the statue of J. Bologna. PD 835, L. 2 (Fomichev, 1993, p. 101)
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C 1815 ropa nog, BO37eiCTBUEM UCTOPUYECKUX POMaHOB B. CKOTTa HAYMHAETCsl
YBJIEYEHVE CPEIJHEBEKOBbEM. TKaHM TEMHEIOT U TDKEJNET. JIuHug Tanuu
ME[IJIEHHO, HO HEYKJIOHHO OITyCKAaeTCsl BHU3. JIIOOOIBITHO, YTO NPUMEPHO B 3TO
BpEMSI MOSBIISIIOTCS NYIIKWHCKAE YIIOMUHAHWS O Tanuu. Hamnpumep, B nmucbMe
K 6paty OT 24 Hos6ps 1824 ropga MO3T pPacCKasblBaeT, KaK «MEPSICS IOSICOM»
¢ EBnpakcuenn, nouepsto cocenku [1.A. OCUIIOBOM: «Tajlby HAlIM HAUUIMCh OLVHA-
KOBblL. CJie]], U3 ABYX OJIHO: WUJIY 51 UMEIO TAJIbIO 15-JIeTHEN AEBYIIKY, MU OHA TaJIblo
25-JIETHETO MY>KYMHBI [X, 85].

Y3kuil KOpcaX MONYEPKUBAIOT TUIEPTPOPUPOBAHHbIE OOBEMBI PYKABOB.
HemHoOro nosgHee 1iatbs CIIyCTSITCS C IUJI€Y, IPUAABAs UM «IIOKATYI0 U KPACHBYIO
dopmy» (3axapskeBckas, 2006, c. 167). [Ipon3BOIYMMBII TaKUM KOHTPACTOM 3(PGEKT
JIETKO OLeHUTH 110 noprpety H.H. [Tymkunoi kuctu A.IL Bprosiosa.

Puc. 2. Kaptuna A.IL. Bprosnosa «Iloptpet H.H. IIymKUHOM».
AxBapesib, 1831-1832. Bcepoccuiickuii my3sei A.C. IlymkuHa

Fig. 2. A.P. Bryullov's painting “Portrait of N.N. Pushkina”
Watercolor, 1831-1832. All-Russian Museum of A.S. Pushkin
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BeposiTHO, 9TM TEHAEHLMM B MOJE HECKOJbKO CMELIAI0T PaKypc I03Ta
B ONKMCAHUSIX reporHb. Bo BcskoM ciydae, B nosgHem TBopuectBe A.C. IlymkunHa
BCTpPEYaeTcsi 00pa3 IMEPCOHAKA, 3a00TIMBO IPUKPBIBAIOIIETO OCJIEIUTEJIbHYIO
HaroTy. Tak, B He BOLIEIIeM B OKOHYATEJIbHYIO pelakuuio «Aipbome OHervHa»
EBreHunii BCIIOMUHaeT, Kak mpeciyenyeT npekpacHyio R.C. («S 4yépHbIM cobosem
onen / Eé onucraomue minedn» [V, 456]), a B nocyenHeil ory6iInKOBaHHOM IJ1aBe
poMaHa B CTUXaX OH XK€ IIBITAeTCS OOpaTUTb Ha Cce0si BHUMaHUE TaTbsHBI
(«OH cyacTuB, ecy €l HaknHeT / boa MyIKCThINA Ha riedo» [V, 154].

Cyns no «CnoBapio si3bika [lymkuHa», 1eKkcema «Mofa» BCTPEYAETCS B IIPOU3-
BeJleHUSX aBTopa 84 pasa (Bunorpanos, 1957).

«HeunnTtepecHas» Harora

[IpuBepXXeHLEB CTPOroy MoOpajy YCIOKOMT TOT (PakT, 4ro A.C. [lymkuH
OCTa€TCs1 abCOJIOTHO CIIOKOEH IIpY YIIOMUHAHUY HAaroThl My)XKUMH U AeTell. O6 3ToM
CBUJETEJIbCTBYET, B YACTHOCTH, TO, UTO MO3T B NOJIOOHBIX (PparMeHTax COBEPILIEHHO
PaBHOAYILIEH K [IOPTPETHBIM [IETAJISIM.

M3BectHo npuctpactue A.C. Ilymkuna K 6aHe, B 4€M OH NPU3HAETCS B aBTO-
ouorpaduueckux 3ametkax 1824 ropa [VIII, 17]; 370 NOATBEPKAAIOT U €TO COBPEMEH -
Huky (lamuukwmii, 1975). [IpebpiBaHne B ap3yMCKux, TUQDIMCCKUX O6aHSIX aBTOP
ONMCBIBAET KOHCIIEKTUBHO, 0Opallasi BHMMaHVeE JIUIIb HA COOCTBEHHBIE OILYIIECHUS:
«...pasyIOKUJI MEHS Ha TEIJIOM KaAMEHHOM II0JTy; IIOCJIE€ YE€ro Havyajl OH JIOMATb MHE
YJIEHBI, BBITSATMBATb COCTaBbl, OUTb MEHSI CWJIBHO KYJIAKOM; $I HE YYyBCTBOBAJI
HU Majiefilmer 00jiv, HO yAUBUTEJbHOE obserdyeHue» [VI, 447]; «14 mrons nomeésn
s B HAPOJHYIO 6aHIO, M He paj, ObliI XXU3HU. S IPOKJIMHAJ HEYUCTOTY IIPOCTHIHb <...>
u ipo4.» [VI, 474].

B «KanuraHckon nouke» napurcsi EmMenbsH [lyradé€s, yuraTesb BUOUT JIALIb
«UapCKUe... 3HaKu Ha rpynsax» [VI, 313], ckopee BcCero, OTIEYAaTKUA PaCKaJIEHHBIX
MOHET, KOTOPbI€ 3HaXapy MPUKJIAIbIBAINA B TO BpEMs K 60JIbHOMY MecTy. [ToBecTBO-
BareJib «Pycyana v JI'oIMUIIbI» pacCKa3bIBAET, KaK JEBYIIKU Pa3ieBalOT OCTaHOBUB-
1IErocs B 3aMKe PaTtmupa:

OpHa CHUMAET 1JIEM KPbLIAThIN,
Jpyras KoBaHbIE JIATHI,
Ta Med 6epért, Ta MbUIbHBINA HINT;,

Opexpa Heru 3aMEeHUT
JKenesnsle gocrnexu 6panu [IV, 49-50].

YIIOMUHAIOTCSI TOJIBKO IPEIMEThl SKUIIMPOBKM, HO He Teso. [laspiie xaHa
BEIYT B PyCCKYyIO 6aHI0. BOCTIPOM3BOASITCS OLLYIIEHUS IEPCOHAXKA, OYEHD [TOXOXKUE
Ha CyObEKTUBHO-AaBTOPCKUE (KIIPO3PAYHbIN NIap Haj HUM KIIYOUTCSI», <«Kap... Lyl -
CTBII MMalIeT», «B apoMarax IOTomseT...» U T.01. [IV, 50]). M300paskaloTcsi TOJIbKO
«MJIQible TIE€BbI», OHU <«TECHSTCSI PE3BOI0 TOJIION» «IIPEJIECTHBIE, IIOJIyHArue»
[IV, 50].

62



Corpus Mundi. 2022. No 1 | ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539 /cmj.v3il.60

Puc. 3. Kapruna ILII. Konyanosckoro «I[lymkun B MuxaiiioBckom». IlepBbiii BapuanT. Maciio,
1932. (KapTuHa OTKJIOHEHA >KIOpH Bcecoro3HOM MYyMKUHCKOM BhIcTaBKHU 1937 r.)

Fig. 3. P.P. Konchalovsky's painting “Pushkin in Mikhailovsky”. The first option. Oil, 1932.
(The painting was rejected by the jury of the All-Union Pushkin Exhibition in 1937)

Cnycra noutu 10 et B «Ilyremectsuu B Ap3pyM BO Bpems noxona 1829 roga»
A.C. TlylIKvH ONMCBHIBaeT MOAOOHYI0 KapTUHY HAaMHOIO PEAJIMCTUYHEE: «...CTapbli
NIEPCUSHYH <...> OTBOPWJI MHE [IBE€Pb, S BOIIEJ B OOLIMPHYIO KOMHATY K 4TO K€
yBUzesn? bosee MATUAECSITU SKEHLIWH, MOJIOJBIX U CTaphblX, MOJYOAEThIX U BOBCE
HEOZETbIX, CUZISl U CTOSI Pa3fi€BaIMCh, OJI€BAJIMCh HA JIAaBKAX, PACCTaBJIEHHBIX OKOJIO
creH. Sl octaHoBuics. “TIonaéM, MoNAEM, — CKasasl MHE XO35I1H, — CETOIHSI BTOPHUK:
KEeHCKUM peHb. Hudero, He 6ena’. - “KoHeyHO He 6enma, — oTBevasnl S €My, —
Hanpotus”. [losiBlieHME MY)KYMH He€ IPOU3BEJIO HUKAKOro BredarsieHus. OHU
IIPOJIOJIKAJIM CMESIThCSI M Pa3roBapuBaTh MEXy co6010. Hu ogHa HE MOTOpOnuiIach
MIOKPBITBCSI CBOETO Ya[IpOI0; HU OJJHA HE IepecTaa pasfeBarscs. Kazanocs, s Bomeésn
HEBUIMMKOW. MHOTY€e U3 HUX ObUIM B CAMOM JieJI€ MTPeKpacH.l...» [VI, 446]. [Ipume-
4aTeJIbHO: JKEHIVHBl MHOM HAllUM BENyT Ce0sl COBCEM HE TakK, KaK O>KUIAET aBTop.
«CnokoyiHas» Harota B TBopuecTBe A.C. [IymKMHA 4acTo SBJSIETCA IIPU3HAKOM
VMHOPOJHOCTY, WHAKOBOCTU. [IBa TmpumMepa U3 POMAHTUYECKUX (TOYHEE -
POMaHTHKO-PEINCTUYECKUX) MTOAM: «MitazieH1pl cMyTJble, Harue / B cBOOOIHOM
pe3Bocth WyMAT...» («KaBkasckuii IuieHHUK» [IV, 97]), <«JIOXMOTbEB SIpPKUX
nectpora, / Jlereit u crapueB Harota» («Lpiransi» [IV, 153]). IOHble nosyHarue
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amaHnars! [VI, 439-440] n pgepsuwmm [VI, 469] nosznHee BCTPETATCS B IyLIKMHCKOM
Tpasesiore. KOHE4YHO, 06bI9au APYryx HAPOJOB OUYE€Hb OTJIMYAIOTCS OT IIPENUCaHUN
VIMIIEPCKOTrO CBETCKOro 3tvkera XIX Beka. YTo B ouepegHON pa3 JOKa3bIBAET LieJie-
COOOPa3HOCTD OIpeJiesieHrs] 00pas3a «IuKaps» yepes NPeACcTaBIeHus O TOJIOM TeJle
(SIkymenkoBa, 2014, c. 96).

EnBa 1 He eJUHCTBEHHBIM IIPUMEPOM OTHOCUTEJILHO ITOAPOOHOTO ONKCAHUS
A.C. TIylIKMHBIM Pa3feToro My>K4MHbl MOXKET CUMTATbCS IOHOLIECKAs SIUIpaMMa Ha
A.®. OpsoBa, B KOTOPO¥1 YIIOMUHAETCS «yboras Harota» resepaina [l, 290] u 6osee
4eM CKPOMHBIE pPa3Mephl €ro MPUYMHHOIO MecTta. 1o pacckasam COBPEMEHHUKOB,
IIOBOJIOM K TOMY CTajla PEBHOCTb — M3BecTHas 6anepuHa E.M. MictomuHa npegnoyna
03Ty 60Jiee B3POCJIOMY CONEPHUKY. KOHTYpHBIM BapUaHT M300PKEHMSI HAXOIUM
B 6asutazie «YTormneHHUK». 3nech A.C. [IymkuH M300pakaeT MEPTBELQ, SIBJISIOLIE-
rocsl K KpECTbsHMHY. ['epol, Hailisg TpyI, HE YAOCYXWJICS IOXOPOHUTb TEJIO
I10 [IPAaBOCJIaBHBIM KaHOHAM. [IBaX[Ibl TOCTb Ha3BaH rosbiM [III, 71], yroyHsiercs, 4ro
B €O «...pacryxHysuiee Teso / Paku 4€pHble BIUIMCH», OJHAKO OOPHCOBBIBAETCS
JIMIIb JIMLO yTOIUIEHHUKA: «C 60pOibl BoAa CTPYUTCS, / B30p OTKPBIT U HEJIBKMM»
[I11, 71].

B nHapopHOU Mudosiormu € HaAroToyd TPAIULIMOHHO COOTHOCUTCS O0JIACTb
MHQepHaIBbHOTrO. [10 IpEeBHECIaBIHCKUM IPEICTABIEHNUSM, «TOJIbIY YEJIOBEK — YK€
He 4YeJIOBEK WJIM He COBCEM ueJsloBeK» (AramkuHa, BaseHuosa & Tomopkos, 2004,
c. 356). B «I'ycape» monara paszeBaeTcs Iepe], OTIpaBjeHUueM Ha mabail BeibMa
Mapyecs [I11, 237]. O6Ha)XKEHHOCTb 6€CTUAPHBIX [I€B KUBOIKUCYETCS B CTUXOTBOPEHUM
«Pycanka» [, 321] u opHOMMEHHOM T1bece [V, 477-478]. CXOIHBIM 06pa30M PUCYETCs
Hepeupa: «Han sicHOU Byiaroro nosyoorusst rpygp / Mianylo, 6eyio Kak Jaedefpb,
BO3bIMasia / M nenHy u3 BiacoB CTpy€ro BbokuMasiay [II, 22]. M yronusluascs u3-3a
HecyacTHOM 068U Enmia, repounst ogHou u3s «lleceH 3anagHbIx ciaBsiH»: «Bapyr
U3 peuky, no 6esnsle rpyny, / IlopHsnack uapuua BopsHas» [I1, 288]. Ilpumeua-
T€JIbHO, YTO Iepef IOosiBieHreM Enuipl KoposeBrudy SIHBINIY I10Ka3bIBAETCS UX
obmas poyb, BopsHuua. JleBoyka WIpaeT B CTUXOTBOPEHUU BAXXHYIO POJIb:
OHa BBIHBIPUBAET K OTLLy, 4YTOObI paccKa3aTbh O Cy[bbe OPOIIEHHO!N BO3JIO0JIEHHOM.
O67mK 0HOM BonsHulp! (€1 4yyTh 60JblIE TPEX JIET) HE BOCIPOU3BOIUTCS, YIIOMU -
HAeTCs1 JINLIb PyYKa.

He nmetanu3upyeTtcs: BHEIIHOCTb CblHA bparnma u3 «Apana Iletpa Benmkoro»:
HOBOPOKIEHHBIN MJafieHell, IUIof, 3ampeTHOoW mo6Bu ['anHubana u rpadpunu D.
(/leoHOPBI), ONMCBIBAETCSI NPEAEIbHO a(POPUCTUYHO: «..HE UMes CWIbI yIepKaTb
CBOETO BOCTOpra, Opocusics B KOMHAry rpaduHu. YEpHBI MIafeHel, JiexKall
Ha nocreJie B €€ Horax» [VI, 11]. 3aTto njoTuHbl, KaHabl 6€3 HAGEePE>KHOW B HE3aKOH -
yeHHOM pomaHe A.C. [IyIIKrHa MMEHYIOTCSI «OOHKEHHBIMIY [V], 14]. Kak n cabim
B «[lyremectBun B Ap3pym» [VI, 466], nanamm B «3anuckax 6puragupa Mopo ne
Bpase» [VIII, 309], Tecaku B 3adukcrpoBaHHOM Ipenanuu o Ilyrauése [VIII, 261].
DNuUTeT «HArou» MoaT MoAdUpaeT K cjaoBam «xonam» [IV, 52], «cremnw» [1IV, 217; V, 176],
«pepeBHs» [V, 82]. Metadopa 06HaKEHHOTO — T.€. IPOCTOrO U HE3aMBICJIOBATOTO —
TekcTa ctaHoBuTCd y A.C. [lyliknHa OJHOV M3 M3JIIOO0JIEHHBIX: OH OXOTHO PacCy-
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KIAET O «IPOCTOAYLIHON Harote Jjieronucuy» [VII, 95], «roJioM XpOHOJIOTMYECKOM
pacckaze» Ha ucropuyeckyto remy [VII, 34] u «6mb1eCcKoi TOXabHOCTH <...> IIEPBO-
OBITHOTO Halero [pycckoro] si3pikay [VII, 34]. [ToaTom manudecTupyeTcs: yCTaHOBKA
Ha €CTECTBEHHOCTb Pe€YM, «PeabMIMTALMIO MTPO3andyeCcKOro CJI0OBa KaK dJIeMEHTa
uckyccrea» (/lorman, 1995, c. 200), roBopsi MO-NyUIKUHCKA — Ha «...ONUCaHb, /
HemHoro >xkéctkue cBoeto Harotom» [IV, 255].

ITpoueccyasibHOCTD

YeM CTpOXE ITUKET, TeEM OOJIbLIE PALOCTEN OT €ro HapyueHus. [1aBHbIE
repou npoussBeneHuin A.C. [lymkuHa cocpenoTodyeHsl Ha ocs3aHuu. [IpuTBOpUB-
IIMNACS OOJIbHBIM MMHCKMI TO U [es10 noxumaer yHunHy pyKy («CTaHLMOHHBIN
cmotpuresby [VI, 93]), Anekcell bepecToB He BbIyCKaeT NajabuvKy JIn3bsl Mypom-
ckoil  («bapeimHs-kpecTtbsiHKa»  [VI, 105]). JocnoOBHO: «xBaTaloT» Bramumup
Hy6posckuil pyky Mamm Tpoexyposont («y6posckuit» [VI, 190]), [1éTp 'punés -
Mamu MupoHoBo#t («KamurtaHckas poudka» [VI, 289; 292]), I'epmanH - JIusel
(«IlnkoBasg pama» [VI, 221]). OueBUIHO, YTO TaKTUJIbHASI KOMMYHUKALMS [IPEIoa-
raet 6IM30CTb NEPCOHAXKEN U XKETAEMYIO CBSI3b.

Kaxk 71oka3plBalOT IICUXOJIOTH, IOJyOOHAKEHHOCTb JPOTUYHEE HArOThL OHA
aKTUBU3UPYyeT (PaHTA3MI0, 3aCTABJISIET YEJIOBEKA IIpUjIaraTb yCWIWS, IO MEHbIIEN
Mepe — MeHTasibHble. CO6J1a3HUTENIBHO B CTUXOTBOPeHUX A.C. [TylKyHa BBITTISIAT
YKpAlllEHHbIE IPArOLeHHOCTSIMU U IIPOCTYIAIOLIME CKBO3b OJEXK bl YACTH JKEHCKOTO
Teja: «Ipynp Oesnasg 1opn KENTBIM >KeMYyrom» («HamepcHuna Bose6HON
crapunsl..» [II, 116]), «OByX HAEBCTBEHHBIX XOJMOB / [loj mOJIOTHOM yHopyroe
nBwkeHbe» («aBpummmanma» [IV, 107]), «[IpenectHa mpesecTbi0 HEOPEXHOH, /
B onHOM copouke 6enocHexxHo» (Pycnan u Jliogmuinay [IV, 32]), «...HOTy CTPOVHYIO
pucyet / CKBO3b OEJIOCHEXHBIN <..> NOkpoB» («Ilocimanue k HOpuny» [I, 153)).
CUMIITOMAaTUYHO, YTO CaM [IO3T OTMEYAET CXOKMI 00pa3 y CBOEro CTapIIEro COBpe -
MmeHHuKa K.H. baromkoBa, Bozsne CTpoK <«TOMHO 1Iiepceil BOJHOBaHbe /
[Topg mpo3payHbIM MTOJIOTHOM» IIOMeYaeT: «ouyeHb muso» [VII, 406]. H.M. BoTBMHHUK
[IEPEYNCIISIET 60JIBIIOE KOJIMYECTBO PAOOT, INOCBSILEHHBIX U3YYEHNIO CO3HATEIIbHBIX
u HeBOJbHBIX peMuHucueHiui A.C. [lymknHa Ha O6aTIOMIKOBCKHME 00Opasbl
(borBuHHUK, 1979). Kak nuwert b.A. Mocenesny, B Ty IOPY, «IIPEXIE, YEM OBJIALIETD,
JKEHIMHOM oboBanucky (Mocenesny, 2016).

Bocnpoussenenue npouecca obHaxeHus iy A.C. [lylmmkuHa OKa3bIBaeTCs
BaKHEE BBINMCHIBAHMS IOPTpPETa OOHAXEHHOW. MOTMB paspeBaHus (@ mopdyac -
NPEABKYIIEHUS] Pa3[ieBaHMs) B JAHHOM KOHTEKCTE€ OYeHb 3HauuM. [IpuBogum
B IIPMMEP HECKOJIbKO OTPBIBKOB.

...dusoH, eé moruas,

C Hei1 Ha TpaBy OyLIMCTYIO BaJIUTCS,

Y nnaMeHHa, IposKalas pyka

CyactinBoro j1060BbIO NacTyxa

Te6s1 3a Kpall TUXOHBKO MOAHUMAET... («MoHax» [I, 15-16]).
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W1 kpagercsa non pyu3ssl TOPOIUIMBO,
1 n€rkuil nepcT KacaeTcs UrpuBo
o mubIx TaiH... («['aBpunnuana» [1V, 114]).

K nsiedy rosioByIIKO#i CKJIOHUIAC.
Copouka sI€TKasl CIyCTUIach
C eé€ mpesnecTtHOro mieyva... («<Esrenuit Onerun» [V, 62]).

A.C. [lylIKVH 3aMHTEPECOBBIBAET, MHTPUTYET, MPUHLUIINAAIBLHO Hedo-CKa3bl-
Baer. [Ipenrosiaraem, YTO ITOSTOMY IIOSBJIEHWE TPUBUAIIBHOW WJIIIOCTPALAN
K «EBrennio OHeruHy» B XypHane «HeBckui asnpMaHax» 3a 1829 rop BbI3BasIO
pPe3KMIl KOMMEHTapuil aBTOpa — 3KCHPOMT «IIyloK 4yepHEeeT CKBO3b pyOallKy...»,
KOTOPBIM 10 CHX I10P, B OTPBIBE OT KOHTEKCTA, HIOKUPYET YUTATETIEN.

Puc. 4. Unnroctpanus A.B. Hot6eka k pomany «Eprennii OHeruH»
(«HeBcku# atbMaHax», 1829 r., rpaBép A.A. 36pyeB)

Fig. 4. Illustration by AV. Notbek to the novel “Eugene Onegin”
(“Nevsky Almanac”, 1829, engraver A.A. Zbruev)
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PazneBaHue CTaHOBUTCS OJHUM M3 CaMbIX BaKHBIX DTAIOB JIIOOOBHOM BCTPEYU
B PaHHUX CTUMXOTBOpeHMsiX nodrta («C rpygu npekpacHoi / Illase s cpbiBai»
(«3menbl» [I, 96]), «Co rpyayu COpBaHHBIN 3aBUCTJIMBBIM ITOKPOB...» («LInmKOBY»
[I, 418])). A B mpousBeAeHUSIX 60JIee TIO3LHEr0 MEPHUOAA MOXKET 0Ka3aThCsl HEBOILIO-
THUMBIM:

OHa, OTKPBIB I'71a3a 60JbIINE,
[naput Ha rpada — Haw repoi

Ei1 cpiniieT 4yBCTBA BLINIMCHbIE

W nep3HOBEHHOIO PYKOW
KocHyTbcsa X04er ogesna,

CoBceM CMyTHB €€ CHayvaja...

Ho Tyt omoMHMacey oHa,

U, rueBa ropioro 1noJHa,

A BpouyeMm, MOSKeT ObITh, U CTPaxa,
Ona TapkBuHMIO C pazMaxa

Jaet noméuuny, 1a, na! («I'pad Hynun» [1V, 177]).

B.®. EropoB To4HO nogmeydaert: «Y [lyIIKrHA IJIaBHOE MECTO 3aHSTO TEJIECHO-
CTbIO, KOTOPasl, OAHAKO, U300PaKAETCSI HE IVIOTHIO TEJl, & ABVDKEHUSIMUA Y HEPBHO-
ncuxuyeckum antypakem» (Eropos, 2016, c. 101). B aToM KOHTEKCTE OCOOYIO 3HAYM -
MOCTb IpuobpeTtatoT cyioBa Meducrodesns («Cuensl n3 Gaycra») 0 TOPOYHBIX OTHO-
meHusx: «Tak Ha MNPOJAXHYK Kpacy, / Haceitach ew Topormmso, / Passpar
KOCUTCS 6051371BO...» [II, 256], — 3mech ynTaTesb He BUTUT KapTUHKY, HO JIMIe3peeT
peakuuio HabonaTessl.

3HaMeHaTesIeH TaJaHT ITyIIKMHCKOTO MEepPEBOIUIOLIEHNS. B CTUXOTBOpEHUM
«Kpacasuue, xoropasi Hioxaja Tabak» repoil BOOOpaXaeT ce0si KpyNULIAMM, YTO
MOIYT (IIOJYEPKHEM, BEPOSTHO, MOTYT) OTIIPABUTBHCSI B MHTEPECHOE IyTELIECTBUE:
«/1 B Tabakepke, B 3aTOUYEHbE, / 51 B IepCThI HEXXHBIE TBOM NONacTbcs Mor, / Torga 6
B CEpPAEYHOM BocxulleHbe / Pacchimasncsi Ha Trpyab IMOA MEJKOBBIM IJIATOK /
W paxe... MOXeT ObITh... / Ho yTo! MeuTta niycras» [I, 42]. B «Pycnane u Jliogpmuie»
aBTOP-TIOBECTBOBATEJIb OTMEYaeT PEBHOCTb IIpegMeTa OOJlayeHus - K Tesly
repovHu: «I10KpOB 3aBUCTIMBBIN J1003aeT / Kpacsl, jocToiHble Hebec...» [IV, 28].

Anoeo3oM SPOTHMYECKUX TIPETBOPEHUM MOXHO CYUTATh TUMH 00OKe
13 paHHEeN JIMLENCKOM IT03MbI « MOHaX»:

U Tbl, BUSICH BOKPYT IIPEKPACHBIX HOT,
Ctpyu py4béB Ipo3payHee, CBETIIEE,

Kacaemnibcs Tex MeCT, Tfie I0HbIiA 60T
[TokouTtcs Mmex posoit u nuneei [I, 15].

DT (QPUBOJIBHBIE CTPOKA MOXKHO ObLIO Obl OOBSICHUTH OypHOU (haHTa3uen
BOCIIPUMMYMBOIO IIOJPOCTKA, HE PACCYMTBHIBABLUIETO HA MyOJIMKALMIO CBOUX
VHTMMHBIX [NepexuBaHul. Ho depe3 mnsTHaguath JieT B CTUXOTBOPEHUU
«Kanmeruke» A.C. IlymkyH obpamaeTrcss K NMoxXokemy obpasy: «Tel He Jiernedennb
no-gpanny3cky, / Tel mWEIKOM He cxumaenb HOr...» [III, 112]. «JIro6onbITHO, 4TO
[TymkuHa - 5pOTUYECKOrO I103Ta MPUKOBBIBAET K Ce€O€, 3aBOPAKMBAET HE CTOJIBKO
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MY>KCKasl, CKOJIbKO KEHCKasl CEKCYaJIbHOCTDb — B IIOCJIEIOBATEJILHOCTU €€ 3arOpaHus,
€€ CTPaCTHBIX IPOSIBJIEHUN U omyleHnin», — otmevaeTr C.I. CeméHoBa (CeMEHOBA,
1999, c. 186). Ha Ham B3ryisijl, IpuBEIEHHBIE IIPUMEPHI U TOBOZbI IIO3BOJISIIOT COIJIa-
CUTBCS C BbIABUHYTOM M. Barickoripom Teopuent cakpaamsalyuu 3pOTUKU B TBOpPYE-
cTBe noaTa (Batickond, 2012, c. 46).

BbiBOObI

[loustue «narora» mas A.C. IlymkuHa KoHuenryaiabHO. OHO, B YaCTHOCTH,
KOppEJIMPYET C YCTAHOBKOM aBTOpPA Ha IPOCTOTY s3bIKa. KoTopas, B CBOIO ouepenp,
COOTHOCUTCSI C HENPUHYKIEHHOCTBIO, NPSIMOAYLIMEM, O€3bICKYCCTBEHHOCTbBIO
noBefieHusl. Jlydimume repou aBTopa IMOCJEHOBATEIbHbl B PELIEHUSIK, OHU SICHO
(HOPMYJIMPYIOT MBICJIM, HE CKPBIBAIOT CBOMX CKJIOHHOCTEH, HAMEPEHUI. A 3pesas
JIMpYKA [103Ta ITOPAKAET MPSIMOTOM CaMOAHAJIN3A.

Jl7151 COBPEMEHHUKOB XYLOXXECTBEHHBII MUP €ro NPOU3BEIEHUIN, OCOOEHHO
[IPO3aMYECKUX, HENPUBBIYHO IPO3payeH, «rosi». OnucaHus @parMeHTapHbl,
IIOPTPETHI JIAKOHUYHBL. Ternepb OYEBUOHO, YTO IPUEMBI YMOJIYAHUS YPE3BBIYANTHO
3(pdeKTUBHBI, TMOCKOJIBbKY HENOTOBOPEHHOCTb IPOBOLMPYET MBICJb YUTATEJIS
Ha nouck. «IIpocTeie» MyMIKMHCKUE TEKCTHI TASIT B c€0€ 6€CUNCIIEHHOE KOJIMYE€CTBO
3arafiox, 3aCTaBJIsI0T OOPALIAThCS K HUM CHOBA M CHOBA.

[IbIJIKOCTD, TOpPSIYMI TEMIIEPAMEHT, OTKPOBEHHOCTb U 3CTETUYECKOE YYThE
OTYETIMBO IMIPOSIBJISIIOTCSL B TBOPYECTBE XyAOXKHMKA. OOHaKEHHOCTb [OAJIEKO
HE BCETZa HAlEeJISIETCA Y 103Ta 9POTUYECKON KOHHOTalMen. B ero Hacienuu BcTpe -
YaloTCS YIIOMUHAHMSA O HAaruxX M IOJIyHArMX HUIIUX, HOPOAUBBIX, WUHOPOILAX.
MyX4uH 6€3 OfeXIbl aBTOP IIPOCTO OOXOOUT BHMMAHMEM. A KEHCKUM TEJIOM
AC.TlymkyuH mo6yeTcs. B OONBIIMHCTBE pPaHHUX I[POU3BELNEHMI BHEMIHOCTb
reporHb OOPMCOBBIBAETCS NOCTATOYHO CXEMATHUYHO, B YCIIOBHO-CEHTMMEHTAJIMCT -
CKUX TpajguUUsX. B CTUXOTBOPEHMSX, aILpPECOBAHHBIX Y3KOMY KpYI'y 4UTATEJIeH,
CTpaTervs 1o3Ta MEHSETCs, 3[eCh HAIMYECTBYIOT SPKUE, TOYHbIE, OTKPOBEHHbIE
3apucoBku. [lo3gHee, CTOJKHYBIIMCH C JOHOCAMM, LEH3YPHBIMU TOHEHUSIMU,
NePJIOCTPALEN KOPPECTIOHAEHLIMN, aBTOP CTAHOBUTCSI OCMOTPUTEJILHEE.

A.C. TlymKkyHa UHTPUTYET )KEHCKasl CEKCYaJIbHOCTb — B TOHKUX IIPOSIBIIEHUSIX €€
3apoxzaeHus u pasputus. OTClofa NPUCTPACTAE K U300PKEHUIO «CTbIJINBO-
XOJIOAHOW» KPAaCOThI IMOJ, COOJIA3HUTEJIBHO JIETKUMU OJESHUSIMYA, MHOTOKpPaTHOE
obpaleHre K MOTUBY IPOCHYBIIETOCs XeJjaHusl U npod. [1oaT ybexnén, 4yto s
CO3JIJaHUSI HY>)KHOTO d((PeKTa B IOBECTBOBAHUU HE 00S13aTEJIbHO OIMCBHIBATh CaMy
HaroTy, MOKHO JINIIb OO03HAYUTh NPEAYYBCTBUE PA3IeTOCTH. JIMPUYECKUI CyObEKT
€ro INpPOM3BENEHNN YMEET IEPEBOIIOWATLCS: OH CIIOCOOEH IepenaTh OLIYLIEHUS
OOHaXXEHHOTO >KEHCKOTO TeJla M JaXe BHYTPEHHUI TpereT IOKPOBa, Ha 3TO TEJIO
HaGPOIIEHHOT0. 3a CYET TITyGUHHOTO SPOTU3MA' HEMHOTHE TIOAPOGHOCTA OOPETAIOT

1  CI. CeméHoBa OXapaKTepH30Basa 3TOT GEHOMEH KaK «OJIeBaloIIyI0 3pOTUKY» (CeMEéHOBa, 1999, c. 186),
a M. Barickond Kak «IIpHUOTKPBIBAOIINE TOKPOB» (Batickond, 2012, c. 360).
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0COOYIO BBIPA3UTEIBHOCTD. A BOJIbHO TPAKTOBAaHHBIE — TPABECTUPOBAHHBIE — 0OPA3bl
Ha ypoBHe GrocoPCKUx pediekcrii CakpaInu3yoTCsl.

B 3aBUCHMOCTHY OT BO3PaCTa, KOHKPETHBIX COOBITHI, HACTPOEHU, KOMMYHMKA -
TUBHBIX MHTEHLIUH, XapakTepa TBopueckux 3ambIcioB A.C. [IymIKMH O-pasHOMY
nzobpaxaet Teso. ToyHee, mpegjaraeT BCE HOBbIE BApUAHTHI €r0 TPAKTOBKU. Ha tum
IIPOYTEHUS] «MaTepuasa» BO3NEUCTBYIOT M3MEHEHUS] MOJHBIX (DACOHOB, JUTEpA-
TYPHBIX TEHIEHLMWN, UCTOPUYECKMX curyauuid. OO0 uHHTepece K TNPUHLUIY
NAJIMMIICECTa, IPeJIoJaralolieMy IMOCTOSIHHOE [ONMCBIBAHKWE, OY€Hb HAarJsgHO
CBUJETEJIbCTBYIOT Y4EPHOBUKU I03TA.
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Naked Feminine Physicality as an Invented Tradition
in South Asian Popular Culture

Maksym W. Kyrchanoff

Voronezh State University. Voronezh, Russia. Email: maksymkyrchanoff[at]gmail.com

Abstract

The author analyses the problems of changes in the representation of the body and the metamor-
phosis of corporality in South Asia in colonial and postcolonial contexts. Methodologically, the author
uses the ideas proposed in interdisciplinary studies of nationalism, combining them with the achieve-
ments of the visual turn. It is assumed that, on the one hand, the cultures of the region were able
to form their own unique traditions of perceiving naked feminine corporality. On the other hand,
the article shows how British colonialism changed these ideas, promoting a moderate Westernisation
of cultural spaces, including the idea of naked feminine corporality. The author analyses the role of
Hinduism as one of the factors that significantly influenced the development of ideas about corpo-
rality. The author analyses the problems of mass culture as the main space for the disclosure of
images of the body and physicality in the modern consumer society. The article analyses the role of
“high” and “low” culture in the development of collective ideas about the body. The author analyses
how the perception of nudity changed under the conditions of post-colonialism in India, Pakistan and
Bangladesh. It is assumed that the Indian model of the imagination of corporality and its perception
in the discourses of mass culture claims the status of a universal paradigm that significantly affects
the perception of corporality in the cultures of neighbouring states. The author analyses how intel -
lectuals used forms of physicality in their attempts to visualise ethnic and cultural identities, empha -
sising and actualising, on the one hand, the differences of their own ethnicities from the identities of
neighbouring nations. On the other hand, the author believes this trend is archaic, transitional and
temporary, since the modern mass cultures of South Asia tend to assimilate local cultural and ethnic
traditions. Therefore, the article shows that traditional ethnicity in visualisation of body turned into
one more strategy used for attracting attention. The author analyses some cultural phenomena
as invented traditions of mass culture. Therefore, spaces and forms of visualisation and actualisation
of naked feminine corporality, including films, posters, comics, beauty contests are perceived
as avisual type of invented traditions that legitimise the identity of the consumer society and
mass culture.

Keywords

South Asia; British India; India; Pakistan; Bangladesh; Nationalism; Modernization; Femininity; Female
Body; Nudity; Popular Culture; Porn; Cinema; Beauty Pageants; Consumption; Invention of Traditions
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AHHOTaLU4

ABTOp aHanM3MpyeT MPOoOGJIeMbl N3MEHEHUH TPEJICTABIEHHOCTH Tejla M MeTaMopg03bl TEJIECHOCTH
B IO>KHOM A3MM B KOHTEKCTAaX KOJIOHMAJIBHOCTH M ITOCTKOJIOHMAJIBHOCTY. MEeTOLOJIOTUYECKU aBTOP
VICIIOJIb3YET [OJIOXKEHNUS U UEU, IPEIJIOKEHHbIE B MEXKIVCLMUIIIMHAPHLIX MCCJIENOBAHMAX HALMOHA -
JM3Ma, co4yeras UX C IOCTWKEHUSIMM BU3YyaJbHOIO IOBOpoTa. [lpenmnosaraercst, 4to, C OOHOMN
CTOPOHBI, KyJIbTyPbl PETMOHA CMOTIJI CPOPMUPOBATh CBOM YHUKAJIbHBIE TPAIULMY BOCIIPUATUS OOHA -
>KeHHON (eMUHHOI TeslecHocTU. C APYroil CTOPOHBI, INOKa3aHO KaK OPUTAHCKUI KOJOHWAJINA3M
VI3MEHWI 3TU IIPEICTABIIEHUS], COLENCTBYSI YMEPEHHON U OTPAHUYEHHOV BECTEPHU3ALMY KYJIbTYPHBIX
IIPOCTPAHCTB, BKJII0YAs ULE0 OOHAKEHHON (PEMUHHOM TEJIECHOCTU. ABTOD aHAJIM3UPYET POJIb UHIY -
u3Ma Kak OJHOro u3 (pakToOpoB, KOTOPBIN CYLIECTBEHHO IIOBJMSUI Ha Pa3BUTHE IIPeJCTaBIEHUN
0 TeJIECHOCTH. ABTOp aHaIM3UPyeT MPOOIEeMbl MAaCCOBOM KYJbTYPbl KAK OCHOBHOI'O IIPOCTPAHCTBA
PacKpbITHSI 06pa30B TeJla U TEJIECHOCTU B COBPEMEHHOM 00I1leCTBe MOTpebsieHus. B ctaTbe aHanu3u-
PYyeTCst POJIb BLICOKOM M HU3KOM KyJILTYPbl B PA3BUTUU KOJJIEKTUBHBIX IIPELCTABIIEHUI O TeJle. ABTOP
aHaIM3UPyeT KaK MEHSUIMCh BOCIIPUSITHS OOHAKEHHOI TEJIECHOCTH B YCIIOBHUSIX TIOCTKOJIOHNAJIM3MA B
Vnnun, [Makucrane u banrnapem. Ilpennosnaraercs, YTo MHOUNACKAsS MOMENIb BOOOPaKEHUS! TeJlec-
HOCTY U €€ BOCIIpUSTUS B AUCKypCaxX MAaCCOBOH KyJIbTYpbl IIPETEHIOYET HA CTaTyC YHUBEPCAJIbHOM
Napajgyrmbl, KOTOpask CyL€CTBEHHO BJIMSIET HA BOCIIPUSITHS TEJIECHOCTH B KyJIbTYPax COCEIHUX IOCy-
IApCTB. ABTOP aHaJIU3MPYyeT KakK MHTEJUIEKTYasbl UCIOJIb30BIA (POPMBI aKTYaIU3alyN TEJIECHOCTU
1711 BUByaIM3alUyy STHUYECKOM U KYJIbTYPHOM WIEHTUYHOCTH, IOAYEPKUBASI U aKTyaJIu3upys,
C OJTHOW CTOPOHBI, OTJINYMS CBOEH COOCTBEHHOM STHUYHOCTU OT MIEHTUYHOCTEH COCENHUX HaLWH.
C mpyroil CTOpOHBI, aBTOP IIOJIAraeT, YTO TaKasl TEHAECHLUMS SBJISIETCS apXaudHOH, IEPEXONHON U
BPEMEHHOH, TaK KaK COBPEMEHHbBIE MACCOBble KyJIbTYpbl IOKHOM A3UM CKJIIOHHBI aCCUMWJIMPOBATDH
MECTHbIE KYJIbTYPHBIE U 3THUYECKME Tpamuuuy. [10aTOMy B CTaThe IOKa3aHa, YTO TPALULIIOHHAs
9THUYHOCTb B BU3yaJIM3alU TeJjla IIPEBPATUJIACh €lI€ B OLHY CTPATEruio NPUBJIEYEHNS BHUMAHMUSL.
ABTOp aHanU3UpyeT HEKOTOPble KyJIbTYpHbIE SIBJIEHMSI KaK KM300peTeHHble TPagulMU MacCOBOMU
KyJIbTyphl. [loaTOMy, mpocTpancTBa u (HOPMbl BU3yaIM3aUMM W aKTyaJu3aluu OOGHaKEHHOM
(PEMUHHOH TEJIECHOCTH, BKJIIOYAsl (PUIJIbMBI, [IOCTEPBI, KOMUKCBI, KOHKYPChI KPaCOTbl, BOCIIPUHAMA -
I0TCSI KaK BUBYaJIbHBII TUIl U300PETEHHbIX TPAAULIMI, KOTOPbIE JIETUTUMUPYIOT UIIEHTUYHOCTb O0L1e -
CTBa MOTPEOIEHNS 1 MACCOBOH KyJIBTYPHI.
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BBeneHue

B pamKax 3amagHbIX M BOCTOYHBIX KYJIbTYP CJIOKWJIACH PA3JINYHbIE MOIEJIN
OTHOLIEHUS K YEJIOBEYECKOMY TeJly — TEJy B LIE€JIOM M OOHaKEHHOMY >KEHCKOMY
TeJly B 4aCTHOCTU. M 3amanHble, U BOCTOYHbIE KYJIBTYPHbIE TPAOULUM IIPOLLIN
B CBO€¥ UICTOPUHU ITAIlbI, KOIZIA TE€JIO MOIJIO KaK U1ea/IM3UpOBATHCS, TaK 1 MAprMHa-
JM3UpOBaThCs. EcCiM paHHss 3amajHas KyJbTypa, IPENCTaBJI€HHAs I'PEYECKON U
PYIMCKOM MOZAEJISIMUA Pa3BUTHS, IIPEATIPUHSIIA IArU K BU3yaIN3al i OOHKEHHOCTH
Y TEJIECHOCTHU, KaK MY>KCKOM, TaK U KEHCKOM, TO BOCTOYHBIE KYJILTYPbI, CBSI3aHHbIE
C UCJIaMOM, BBIpabOTaiM 6oJiee KECTKUE KyJIbTypHble U PEeJIMIMO3HblE NPEeAru-
CaHUsl, KOTOPBIE CYLECTBEHHBIM 00pPa30M OTPAaHUYMBAIN KaK BU3yaJIu3alvIo OOHA-
JKEHHOW TEJIECHOCTH, TaK U €€ TPAHCJIMPOBAHKME BO BHEIIHUE [TIPOCTPAHCTBA.

Takum 06pa3oM, CIIEKTP OTHOLIEHNUS PA3JIMYHBIX KYJIBTYP K TEJIECHOCTA MOKET
ObITb CBEJEH K BECbMa YCJIOBHOM AUXOTOMUU IPU3HAHUS OOHLKEHHOCTU Kak
KyJIbTYPHOTO (paKTa M €€ OTPULAHUS KaK IIPOSIBJIIEHUS COLMAJIbHOM MapryHajb-
HOCTH, OTKJIOHEHUVS OT IPUHATBIX Y [OOMUHMPYIOIIMX HOPM U IIPENIKCAHUN,
KOTOpBIE NPENyCMAaTPUBAIOT 3aKPbITYI0O MOJesb (PYHKIMOHUPOBAHUS TEJIECHOCTH.
OTO OOMNyLIEHUE BOBCE HE O3HAYAET, ABE CTPATETMM BU3YAIM3aLUU TEJIECHOCTU
PasBUBAJIMCh B M3OJIALMM APYT OT APyra: €CJU UCTOPHUS 3alafHOW LMBUIN3ALNAU
Ipoula Yepe3 IMEPUOIbl PECTPUKTUBHOIO BOCIIPUATUS OOHAKEHHOW >KEHCKOU
TEJIECHOCTU U €€ MAPIrMHAIN3ALNY, TO U MYCYJIbMAHCKUE KyJIbTYPHbIE TPAAULIN
TIOJIy4YMJIN OIIBIT BU3YaIN3ALUU T€JIECHOCTHU.

[IprMepamu OrpaHUYEHNS BU3YasIbHBIX POSIBIEHUN (PEMUHHOTO TEJIa B €BPO-
MIEVICKOM MCTOPUU CTaJl OIBIT MIPOTECTAHTCKOIO U MPABOCJIABHOIO PEIUTMO3HOTO
(pyHIAMEHTAIN3MA, A TIPOSIBJIEHUS] BU3YaJIM3ald U OTKPBITOCTU KEHCKOM TeJeC-
HOCTA B MYCYJIbMAaHCKOM MUPE UMEJIM MECTO B PAMKax PaJYKaJIbHBIX IIOIBITOK
KyJIbTYPHOM U IOJIMTUYECKON MOJEpHM3aLuy, HanpumMep — B VMipane no Vciamckon
Pepomonyuy wnyM  Opyrux rocygapcrBax € (POpMaslbHbIM — MYyCYJIbMaHCKUM
OOJIBLIMHCTBOM HACEJIEHMS, T€ TIOJIUTUYECKUE DIIUThI BbIOPAJIM MOJEJIb PA3BUTHS,
KOTOPasi BOCIIPOU3BOJVUT, UMUTUPYET WIU CUMYJIMPYyeT (POPMBI KaK 3araiHON JEeMO-
KpaTvy, TaK 1 MACCOBOM KyJIbTYpbl. BaKHBIM (PAaKTOPOM, KOTOPBIN CYLIECTBEHHO
MOBJIMSIJL HA BU3yaIn3alnio (GEMUHHON TEJIECHOCTU B XX BEKE CTaJIU IIPOLIECCHI
KyJIbTYPHOV U SKOHOMHWYECKOW IJI00a/M3aluK, KOTOpasl MpuBejla K JOMUHUPO-
BaHUIO OOLIECTBA NOTPEOIIEHUS Y BOCIIPOU3BOIMMBIX UM MOJeJIeN KYJIbTYPbl, BKIIIO-
YaIIUX KaK (OPMBI «BBICOKOW», TaK M «HU3KOW» KyJIbTYP, BapbUPYIOLIMAXCS
OT MOMYJIAPHON 10 MaCCOBOI.

B ycnoBusix r106anu3aluu  MPENCTaBISIETCSI HEBO3MOXKHBIM — «Pa3BECTU»
Pa3IMYHBIE MOJEJIM BU3YaANN3aLVU TEJIECHOCTH, IPEATIOJNOKUB, YTO YCJIOBHAs
3arajiHasg OCHOBaHA Ha OTKPBITOCTM U BUIMMOCTH, a BOCTOYHAs, HAa0OOPOT, HA
MapryuHaJv3aluM U 3aKpbITOCTU. [7100anm3anusi npuBesa K TETEPOreHu3aluu
MaCCOBBIX KYJIbTYp U IOSIBJIEHUIO TMOPUIHBIX MOZENEN KyJIbTYPHOTO BOCIIPUSTHUS U
COLIMAJIbHOTO OTHOLIEHNS K OOH)KEHHOM TEJIECHOCTU.
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Ilesp ¥ 3a71a4U CTAaThU

[loaTOMy B LIEHTPE aBTOPCKOTO BHUMAaHUS B NPEICTABIEHHOU CTaThe OyIyT
MIPOOJIEMBI  «TUOPUIHOTO» WM «(MPOHTUPHOrO» OTHOLIEHUSI K OOHAKEHHOMU
(PEMUHHON TEJIECHOCTU B NEPUPEPUIHBIX KYJIbTYPaX, O0JANAIOIINX 3HAYUTEIbHON
PErMoHaIbHOM U HaIMOHAJIBHOU crieuuprKoi. CTaThs MO3ULMOHUPYETCSI aBTOPOM
KaK IIOIbITKA CPAaBHUTEJIBHOTO aHanm3a GOpM, TaKTUK U CTPATETMi BU3yaIN3aLAU
(peMUHHOI TEeJIECHOCTU B I[IOCTKOJIOHMAJIbHBIX —oObOmecTBax HOkHOM — A3un
Ha [IpUMEpE TPEX COBPEMEHHBIX rocymapcTtB — Munguu, Ilakucrana u banrmagem -
KOTOpBIE 110 cepenrHbl XX BeKa BXOAUIY B cocTaB bpuranckon Muoun.

llesbto cTaTby SIBJSIETCSI QHAIU3 BU3yaIn3auud (PEMUHHOU TeJIeCHOCTH
B paMKaxX pa3BUTHSl HALMOHAJbHBIX (POPM MACCOBOM KYJIBTYpbl, a 33afadyaMy -
M3ydeHNEe OCOOEHHOCTEN BU3yann3aluyy (PEMUHHOM TEJIECHOCTH, aHAJIN3 OCOOEH-
HOCTE! BU3yaJM3aldd OOHRKEHHOIO Tejla B COLMANbHBIX M KYyJIbTYPHBIX
IIPOCTPAHCTBAX, U3yYEHUE IEPCIIEKTUB IIPEObIBAHMS TE€JIECHOCTU B HALMOHAJIBHBIX
KaHOHAX MAaCCOBO KyJIbTYpbl. VICX04s1 MMEHHO M3 3TOU LIEJIN, B CTaThe aHAIU3UPY -
IOTCSI OCOOEHHOCTY BM3ya/IM3alMy TeJla B MACCOBOI KyJIbTYPE — MIO3TOMY aCIEKTBI
JKUBOIMCH (KaK TOM 4aCTA COBPEMEHHOTO UCKYCCTBA, KOTOPAsl B MOJIHOW CTENEHU
«HE TIOpBaJIa» C TPAOULMSIMU BBICOKOM KyJIbTYypbl) U MOJUTUYECKUX IPOOIIEM,
CBSI3aHHBIX C OOH@KEHHOCTBIO, HE aHAJIM3UPYIOTCS B IPENCTABIEHHON CTaThe, TaK
KaK OHM, [10 MHEHUIO aBTOPA, MOT'YT CTATh IIPEAMETOM OTLEJILHOIO UCCIIEAOBAHNSL.

MeTtoponorusa u ucropuorpadus: OT aHaIn3a HappaTUBOB
1,0 UHTEPIIPETALUU BU3YaJIbHOTO

MeTomOIOrM4eCcKn CTaThsl, C OJHOM CTOPOHBI, OCHOBaHa Ha IPUHLMIAX,
NPEJIOKEHHBIX B paMKaxX MEXKIUCLUIUIMHAPHBIX UCCJIEJOBAaHUI HAIMOHAJIM3MA.
B1983 romy SYpuk Xobcbaym u TepeHc PaiHmKep usgamu COOPHUK CTaren
“The Invention of Tradition” (Hobsbawm & Ranger, 1983), KOTOpBIfi MOJIOXWUII
HA4aJI0 MHBEHIMOHUCTCKOMY II0BOPOTY B uctopuorpaduu. TpaHCIIaHTUPYS Ulen
OpUTAaHCKUX MCTOPUKOB B TEMATUKy IMPENCTaBJI€HHOW CTaTb{, aBTOp IIOJIAraer,
YTO OOHaKEHHas (PEMUHHAsl TeJIECHOCTb MOJKET ObITh OMNMCaHa U MPOAHATIU3UPO-
BaHAa B KaTErOpUsIX U300pETEeHHO TPy MaCCOBOM KyJIbTYPHI.

['mo6anu3anys 1 yHHMBepCaau3alysi MAacCOBOW KyJIbTypbl IIPUBEJA K TOMY,
OOHa)XEHHOCTb HE TOJIbKO CTAHOBUTCSI HEKUM KyJIbTYPHBIM KOJIOM, HO UM [I€rpaiu-
pYeT, IIpeBpaIasiCh B «00Iee MEeCTO», aKTUBHO [TPUMEHSIEMOE B peKJlaMe U MapKe -
TUHT€ BHE 3aBMCHMOCTHU OT PETMOHA, CTPaHbl U HALMOHAJbHBIX TPAAULIMH, a TAKOKe
PEJIMTMO3HbIX NPEANIOYTeHUI HacesieHus. [103TOMy B COBpPEMEHHOM MHUpE OJHU U
T€ >X€ WIU YPE3BbIYANHO OJIM3KUE, NIEHTUYHbIE B KYJIbTYPHOM ILJIaHE IPAKTUKU
OOHaXXEeHMSI U 00pasbl OOHAKEHHOU (PEMUHHOCTU KaK «U300pETEHHbIE TPALULIMN»
MOTYT ObITb OOHAPY>KEHBI B PA3J/IMYHBIX KYJIbTYPaxX BHE 3aBUCUMOCTU OT CTapTOBBIX
YCJIOBUI UX Pa3BUTUS U (POPMAJIbHO PA3HBIX PEJIMTMO3HBIX OCHOBAHUI.
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C Opyroi CTOPOHBI, CTaTbsl OCHOBAHA HA TE€X UCCJIENOBATEJILCKUX IMOIXOMAX,
KOTOpbI€ ObIM C(POPMYIMPOBAHBI B paMKaX BU3yaJIbHOrO 1oBopoTta (Berger, 1972)
B COBPEMEHHON MEXIUCLUIIIMHAPHON uctopuorpaduu. B ncropuorpadun uneu
BU3yaJIbHOT'O II0BOPOTA, HAIPABJIEHHOIO HA PAAUKAJILHYIO PEBU3UIO BOCIIPUSTHS
VICTOYHVKA U OCBOOOXIEHNE MCCJIeIOBATENSl KaK MHTEPIIPETATOPA OT OKOB TEKCTa
(Bruck, Docker, 1989) u peuyyBOB O3UTUBM3MA, OKA3aJIMCh COYETAEMBI C IT0JIOXKE -
HussMU Kputndeckor teopuu (Fuery, 2003), 4TO 1103BOJIUIIO CYIIECTBEHHO MOLEPHU -
3MpOBaTh MCCJIENOBATE/IbCKUE ONTUKA B HAMPABJIEHUM HX PaCLIMPEHUS, WHTE-
rpaluy BU3YyaJIbHOIO B IIPOCTPAHCTBA MPEMMYIIECTBEHHO HAPPATUBHOIO aHAJIM3a:
€CJIM PaHHEE WHTEJUIEKTYaJIbl MHTEPIPETUPOBAIA IIPEUMYIIECTBEHHO TEKCTHI,
TO TpaHC(POpMaLIY B CUCTEME 3HAHUS, O KOTOPBIX ULIET peyb, [10Ka3aIx, YTO BU3Y -
aJIbHOE HE MEHee 3HaYMMO, YEM TEKCTOBbIE CUCTEMBI.

OTU METOAOJIOTMYECKME HOBALMY I103BOJIMIIM MPUOJIU3UTLCS K MTOHMMAHUIO
TOTO, YTO BU3YaJIbLHOE MOXKET OBbITb HE MEHEE BaXXHOW KOMIIOHEHTOU MOTPE6IeHNS
(Ewen, 1976; Ewen, 1988), uem npyrue KyJbTypHbIE UHOYCTPUU, KOTOPBIE BOCIIPOU3-
BOZAT U IIPOU3BOIAT CMBICJIBI B PAMKaX TPALULIMOHHBIX HAPPATUBHBIX ITPAKTUK.
BakHenmumy moCaefCTBUSMU BU3YaJIbHOTO IIOBOPOTA B KYJbTYPE, BEPOSTHO,
cieyer MPU3HATh KPM3UC BbICOKUX HALIMOHAJIBHBIX KYJIbTYP MOJEPHA, OCHOBAHHBIX
Ha IOJIMTUYECKOM M YaCTMYHO ITHMYECKOM HAIMOHAJIM3ME, Ha CMEHY KOTOPBbIM
IPUILJIA MAaCCOBas KyJIbTypa OOLIECTBA IOTPEOJIEHNS, ITle HALMOHAJIbHBIE IPAHNULIBI
IIOCTEIIEHHO PpAa3MbIBAIOTCS, a MHUQbl HAUUM BBITECHSIOTCS YHUBEPCAIMUSIMU
MaCCOBOM KyJIbTYPbl, UMEIOLIMMHU TIPEUMYIIECTBEHHO BU3yaslbHbIE (POPMBI (IIpes -
CTaBJIEHHbIE KMHO U (poTorpaduen, a Takke UX MPOU3BOLHBIMM) OBITOBAHMS B COLIYI-
aJIbHBIX Y KYJIbTYPHBIX IPOCTPAHCTBAX.

B ueHTpe HmaHHOM cTaTbe - BU3yaJbHblEe TpPaHCHOpPMALMU OOHAKEHHOU
(PEMUHHOI TEJIECHOCTHU B KYJIbTYPHBIX JIUCKypcax obiiecTsa norpedsuenus KOxxHom
Asumn. Poccuiickuil uctopuk-mennesuct [1.IO. YBapoB, KOMMEHTUPYS COBPEMEHHOE
COCTOsIHME ucTtopuorpaduy, IMPU3HAET, €r0 «OCOOEHHO BECEJISIT Pa3rOBOPbI
0 “cMepTy OOJIBIIMX HAPPAaTMBOB MCTOPMHU,, TAaKUX KaK “HaUuW WM “KJIACcChl.
Hacuer “kyaccoB” He 3Hawo, a BOT “HAlUM: BOBCE HE COOMPAIOTCS CXOIUTb
C IOJIMOCTKOB HCTOPHOrpadr4YeCcKoil CLIEHBI, CKOpee, HaooopoT. He roeops yxke
o “rocypapctBax’ u “koHpeccusix» (Kobpun, YBapos, 2007). B akTyaspHBIX HUCTO-
puorpauyeCcKrx yCJIOBUSIX K «HALMSIM» U «KJIACCamM» MMeEET CMBICJ JOOaBUTh U
«T€JI0%», IEPUOANYECKM OKA3bIBAIOLIEECS B LIEHTPE BHUMAHUS UHTEIJIEKTYAIOB, Y€
TEMATUYECKUI1 CIIEKTP MCCJIENOBAaHUM BapbUPYyeTCd OT MCTOPUYECKOM U
KyJIbTYPHOM @HTPOIIOJIOTUM 10 MUKPOUCTOPUM U COLMAJIbHOVW HMCTOPUU. B CBOIO
odyepellb M3YyYEHUE TEJIECHOCTU B KMCTOPUYECKOM M KYJILTYPHOM IIE€PCIIEKTMBAX
COLEVCTBYET KOPPEKTUPOBKE Y HAYYHO-UCCIIEA0BATEILCKOM OIITUKU COBPEMEHHOIO
MCTOpUKa.

VuTepriperauyss UCTOYHMKA COIPSDKEHA TPYAHOCTSIMUA €rO BOCIIPUSATHSI KaK
CO CTOPOHBI MHTEPIIPETATOPa, TAaK U COOOLIECTBA WHTEJUIEKTYaJIOB, KOTOpPBIE
B JAHHOM CJIy4Yae penyLUpYIOTCs 10 OoTpeduTesneil. VIHTeprnpeTupysl HappaTUBHbIE
VICTOYHUKU, MBI HE TOJIbKO MHTEPIIPETUPYEM CMBICJIbI, KOTOPbIE BO3MOXKHO B HUX
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COZEPXKaTCsl, HO M CaMU ITPOM3BOAMM UX. DTa (PYHKLMS MCCIIENOBATEIIS KaK KPUTHKA
Y MHTEpPIIPETaTOpa CTAHOBUTCS YPE3BLIYAVHO BAaKHOM, €CJIM KOPIYC MCTOYHUKOB
HAIIEro UCCJIEeN0BAaHNS OTPAHUYEH [IPEUMYIIECTBEHHO BU3yaJIbHBIMY MCTOYHUKAMU.
BosIbBHO WM BBIHYXZIIEHHO, CO3HATEJbHO WU O€CCO3HATEJbHO, MBI HEpPEOKO
clegyeM B OTOM Cjydae 3a TpeMs MpUHLUNAMM, CHOPMYINPOBAHHBIMU
Cobro3eH 30HTar B 1966 r., KOrjga oHa IpearoyoKuIa, YTO MHTEPIPETALUs XyI0Ke-
CTBEHHOTO IIPOM3BENIEHMS HE 00S13aTEJIbHO BJIEYET 32 COOOM €r0 CEPbE3HOE BOCIIPU -
ATV, UHTepIIpeTalys NPEACTaBisieT COO0M He3aBePLIEHHBI NPOLECC, BU3YyaIbHOE
VICKyCCTBO MOJXET U HE UMETb COIEP>KaHUS — [I03TOMY €0 UHTepIIpeTalys npoosie-
MarmyHa (Sontag, 1966). Bce sty Tpu momnymeHus] NPUMEHUMBI U K OCHOBHOMY
KOPILYyCy BU3yaJIbHbIX MCTOYHUKOB HACTOSIIETO MCCJIENOBAHUS: C TOYKU 3PEHUS
IIOCTMOJIEPHUCTCKON MCcTOpUOrpaduu, ¢ OAHOW CTOPOHBI, HAllla WHTEPIIpeTalys
SBJISIETCS] OOHOM M3 BEPOSITHO BO3MOJXKHBIX; C IIPYrO¥l CTOPOHBI, €CJIN CJIEOBATh 32
HEOIO3UTUBMCTCKMM MOAYCOM B T'YMAaHUTAPHBIX WITYIUSX, IPEICTABIEHHBIN TEKCT
MapruHajieH 1 He IPUHAIJIEXKUT aKaJeMUYECKOMY IUCKYPCY.

Ecnun, no MHeHMIO PpaHily3ckoro uctopuka ®pancya Jlocca, «uHTEpripeTanu -
OHHBIN IIOBOPOT [A€T BO3MOXKHOCTb HCCJIEJOBATEJISIM HE OIrpaHMYUBATL CEO4
JIOKHOM aJIbTEPHATUBOM MEXIY OPMEHTHMPOBAHHOM HAa MOHOKAY3aJIbHYIO CXEMY
Hay4YHOCTBIO Y 3CTETU3UPYIOLYM OTKJIIOHEHHEM OT Hee» ([Jocc, 2013, ¢.27), To Bu3y-
aJIbHBIN [TIOBOPOT, KOHEYHO, MOKET ObIThb, C TOYKM 3PEHMSI CTOPOHHMKOB KOHCEPBA-
THMBHOW MOZEJIM Pa3BUTUS UCTOPUYECKOTO 3HAHUS B PaMKaX HEOINO3UTUBUCTCKOM
BEPCUM, OIPENEJIEH MMEHHO KaK <«3CTETU3UPYIOILEE OTKIOHEHUE», HO U OHO
B ONPEEJIEHHON CTEIIEHN PACIIUPSIET CIIEKTP BO3MOKHBIM NHTEPIIPETALIUA.

[ToaTOMy aBTOp IOJIAra€T, YTO BU3YaJM3UPOBAHHBLIE MPOSBIEHUS, (POPMBI U
BEPCUY aKTyaJIu3alyy OOHAXKEHHOU (PEMUHHOM TEJIECHOCTU MOTYT ObITh IIPOaHAIN -
3UPOBaHbI IIPY MTOMOIIY TPAHCILJIAHTALMY METOA0B MHTEJUIEKTYaJIbHOM MCTOPUU U
apXxeoJIorny UAeH yepes3 NEeKOHCTPYKLMIO 00pa30B, UX COLUAIBHOTO U KYJIbTYPHOTO
3HAQUEHMSI B MX PA3JIMYHBIX pelpe3eHTauusIx. Bropas rpymnmna MeTom0J0rM4eCcKUx
NIOJIXOHOB NPEACTABJISIETCS 0COO0 aKTyaJbHOMW, €CJIM Mbl COIJIaCHBI, YTO MOJEJIb
JIMOPOLIEHTPUYHOTO MUpa U (POPMUPOBAHMS HAIIMX 3HAHUU U IPENCTaBIEHUN
O HEM, €r0 KOJUIEKTUBHBIX OOpa30B B HALMOHAJIbHBIX KyJIbTypaxX IIPOTEKAET IpU
NIOMOIIY KHMKHOM KyJIbTYPbl KaK COOpaHUS Pa3jIMYHbIX HAPPATUBHBIX NPAKTUK U
BOCITPOM3BOJVMbIX UMY HAPPATUBOB. [103TOMY B yCJIOBMSX KPU3KCA HAPPATUBOLIEH -
TPUYHBIX MOZEJIEN MHTEPIIPETALMU Mbl MOKEM KOHCTPYMPOBATb U JEKOHCTPYUPO-
BaTb 00pa3bl TEJIECHOCTU YEPE3 X BU3yaJIbHbIE PEIIPE3CHTALIUM.

[lo MHeHunIo poccuiickoro ucropuka M. Kpoma, coBpemenHas ucropuorpadu-
4yecKasl CUTyallys XapaKTepU3yeTCsl TEM, YTO «IE€KOHCTPYKLMSI 6a30BbIX [IOHATUM, Ha
KOTOPBIX CTPOWJIACH BCS KOHLEILMSI UICTOPUU U UCTOpUOTrpaduy, OCTaBUIA COBPE-
MEHHbIX UCCJIEIOBATEIIEN B OUEHb HEIIPOCTOE IOJIOKEHME: XOTSI OHU MO-TIPEKHEMY
MOTYT pa3pabarblBaTh YaCTHBIE CIOXKETBI, MOJb3YSICh SI3bIKOM KCTOYHUKOB
171 IOCTPOEHMST HAppaTyBa, UM $SBHO HE XBaTaeT IIOHATUMMHOIO arrapara
17151 cepbe3HbIXx 0600meHun» (Kpom, 2013, c. 110), yTo BHOJHE NPUMEHUMO U
IJ1s1 MEXXIMCLIMIUIMHAPHBIX O00JIACTEI B COBPEMEHHOM POCCHUICKOM BOCTOKOBE-
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IEHUY, IPeOBIBAIIMX Ha (PPOHTHUPE MEXAY HMCTOPUEN U apPXEOJIOTUEN HIEW,
T€HIIEPHOV Y BU3YaJIbHOM MCTOPUEH, KYJIbTYPHOM, COLMAJIBHOM U MCTOPHUYECKOU
AQHTPOIIOJIOTUEN, YTO OTHOCUTCS K UCTOPUHU T€JIA, B OAUHAKOBOU CTENEHU JIOKAJIN3Y -
€MOM MPAKTUYECKU BO BCEX YIIOMSIHYTBHIX BbIIE MEXAVUCLMUIIIMHAPHBIX HAIlpaBJie-
HUSIX COBPEMEHHOI UCTOpHOrpaduu.

TpaHciulanTauyst NPUHLUIIOB BU3YaJIbHOTO IIOBOPOTA  IIPENCTABIISIETCS
NIEPCIIEKTUBHON B u3ydyeHHe (POpM M IMPOSIBIEHUS aKTyaJIu3alyuyd OOHAKEHHOMU
(hEMUHHOI TeJIeCHOCTU B I0KHO-a3MaTCKUX KOHTEKCTAaX, TaK KaK B POCCUMCKOM
ucropuorpaduu M3y4yeHre 3TOr0 PermoHa TPAOULMOHHO COOTHOCUTCS C BOCTOKO-
BeJeHreM. POCCHIICKOE BOCTOKOBENEHUE KpavHe KOHCEPBATMBHO B OTHOLIEHUU
TPaHCIJIAHTALIMY YCJIOBHO «HOBBIX» [TOJIXOZIOB, COXPaHsIS OIPENEIEHHBIE 3JIEMEHTDI
HEOIIO3UTUBHCTCKOM OPTOLOKCUM B IJIAHE METOLOJIOTUH, XOTS 3alafHble UCTOPUKU
(Freitag, 2014) HEOOHOKPATHO MBITAJMCh AHAIU3UPOBATh UCTOPUIO HOXHOU A3umy,
VICIIOJIb3Y$l T€ METOLO0JIOTUYECKME TEXHUKU, KOTOPbIE€ CJIOKWJIUCh B PaMKaxX BU3Y-
anpHOro rnosopota (Mitchell, 2014), nocnencTBus KOTOPOrO OCTAIOTCSI B HE3HAYM -
TEJIbHOM CTEIEHV UHTErPHMPOBaHbl B MHCTPYMEHTAPUN POCCUIICKOIO BOCTOKOBE-
LEHUSL.

HomMopaepHsblie Tpaaguuuy u GeMUuHHas TeJIECHOCTD
B IO>xkHOM A3un

VIHOMACKUI OIBIT BU3yaIu3aluyd OOHAKEHHOW JKEHCKOW (PEMUHHOCTH
B 3HAYMTEJILHOW CTEIEHU OTJINYAJICAd OT aHAJIOTMYHBIX SIBJIEHUI, KOTOPbIE MOIJIU
VIMETb MECTO B MYCYJIbMAaHCKOM KYJILTYPHOM IUCKypce. MHOyu3mM B OT/IMYUU
OT KCJIaMa He BUZEJl B BU3yaln3alyy Tejla U aKTyaJIu3alyun TeJIeCHOCTY ITPUHLIMIIN -
aJIbLHOM yrpoO3bl Y BbI30BA CJIOKUBIIMICS CUCTEME. B 9TOM CUTyaly BU3yaIn3aLys
TEJIECHOCTU B PAMKax KyJIbTYpPHOIO MHAYMCTCKOIO OVCKypCa pa3BUBajaCh B IBYX
HaIlpaBJIEHUSIX.

C 0OHOM CTOPOHBI, MOHYMEHTAJIbHOE MCKYCCTBO, IPELCTABJIEHHOE XPAMOBOMI
VHIYUCTCKOM CKYJIBIITYPOM, CTajIo OGHOU U3 (GOPM CPEAHEBEKOBOM BU3yaIn3aluu
HE TIPOCTO >KEHCKOW TeJIeCHOCTH, HO U OOHaKEHHON (HEMUHHOU TeJIeCHOCTH.
B paMKax 3TOr0 MOHYMEHTAJILHOTO AUCKYPCa TEJIO ObLIO HE IIPOCTO MaCCUBHBIM
KOMITIOHEHTOM IIPOCTPAHCTBA — OHO B 3HAUUTEJIbHOM CTENEHY OblJIO UHTETPUPOBAHO
B CIOKET, OTChbUIAsl K OIpPEHNEJIEHHbIM NENCTBUSAM, KaK IIPABUJIO, CEKCYaJIbHOTO
XapaKTepa, 4YTO aKTyaJM3UpOBaJI0 CEKCYaJIbHOCTb KaK CUCTEMHBIN DJIEMEHT
(peMuHHON TesiecHOCTU. COBPEMEHHBIN POCCUMICKUN uHposor M. Iymkosa nosna-
TaeT, YTO «B HEOT(PUIBTPOBAHHOM WHIYHU3ME HIesl “O0roXysbCTBA’ OTCYTCTBYET,
IIOTOMY YTO JIIOAU Y 60TM MOTYT II0O-Pa3HOMY BbICTPAnBaTh CBOY B3aMOOTHOLIEHUSI:
NIOYMTaHUE “‘CBOEro’ 6ora Y>KMBAETCSI C IPEHEOPEKEHUEM K “4yKOMY, “CBOMM’
MOXKET OKazaTbCsl KaK “poloOBOM, Tak M “M30paHHBI’ WM “OOETHBINA, Ia |
KOH(POHTaLMs co “cBOMM” — 110 xxuTerickoe» (I'mymkosa, 2014).

B Takoi1 cuTyauus BU3yanu3salys TEJIECHOCTU He BOCIIPMHUMAJIOCh KaK HEYTO
BBIXOZAIIEE 3a Ipedesibl JOMUHUPYIOIIETO KYJIbTYPHOIO IOUCKypCa U, IIO3TOMY,
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MapruHaJIbHOE, YTO U IIPUBEJIO K IIOSBJIEHUIO PA3JIMYHBIX (POPM 3PUTEJIBHOM aKTya -
JM3auMy OOHAKEHHOW (PEMMHHOM TEJIECHOCTH B MHIAyM3ME. BeposiTHO, caMbIM
SIPKAM 1 U3BECTHBIM IPUMEPOM TaKOM BU3yanuzaluuu (PEMUHHOTO TeJsla B CPEJHE -
BEKOBOM MHIOMM CTajl XpaMOBBIM KOMILJIEKC Bupymnakiiy Ha TEppUTOpUM LITaTa
Kapnaraka u xpamel Kxamkypaxo B LleHtpaspHon Mugun B mrat Maaxea-IIpagemn
(Unmoctp 1, 2, 3, 4).

C Ipyroi CTOpOHBI, (peMUHHAS TE€JIECHOCTb (PUKCUPOBAJIACh U IIyTEM BU3YyaJIv -
3aLMU XyJOKECTBEHHDBIM, a [10 MEPE Pa3BUTHS TEXHOJIOTU, IIEPEX0Aa K MACCOBOMY
KHUTOIIEYATaHUIO, NeYaTHbIM 00pa3oM. Kak B mepBOM, Tak U BO BTOPOM CJIydae
obHakeHHas1 (PeMUHHAsI TEJeCHOCTb B 3HAYMTEJIbHON CTENeHU OblIa MHTETPUPO-
BaHa B UHIYUCTCKUI AUCKYPC, OTChUIAS K TPAAULMOHHBIM CaKPaJIbHbIM IIPAKTUKAM
1, TEM CaMBIM, aKTyJIU3UPYsI MOTUBBI U CIOXKETBI B OOJIbILEN MM MEHbBILEH CTENIEHU
3HAKOMbIE€ U IOHATHBIE BEPYIOIIMM M IPAKTUKYIOLIUM UHAYUCTaM. MHOynUCTCKUI
KyJIbTYPHBIM OUCKYPC, B OTJINYME OT MYCYJIbMAHCKOIO, CTOJIb aKTUBHO HE IPOTU-
BOCTOsUI BU3yaJIM3aliMM TEJIECHOCTU, a IOJIMTEMCTUYECKUIN XapaKTep UHAyU3Ma
NIpeAyCMaTpuBasl BO3MOXKHOCTb TIOKJIOHEHUSI OOTMHSIM, HE TIPEMNSTCTBOBAI UX
duKcanum IyTemM N300paKeHMSI.

OpHOMl M3 yHUBEpCAIbHBIM (OpM Budyanuzauuy (HEMUHHOU TEJIECHOCTU
B MHAYU3ME CTaJId CypacCyHIapH, KOTOpbIE€ IPEICTAaBJISIIOT COOOW CKYJIBIITypHbIE
M300paKEHNS], BU3YaJIM3UPYIOIIAE MOJIOJBIE KEHCKUE TeJla. XapaKTEPHON OCOOEH-
HOCTBIO aKTyanm3auuy (GEMUHHON TEJIECHOCTU CypaCyHIApy SIBJISIETCS IOJYEPK-
HyTasl BU3yanmsauys (popM >KEHCKOro Tejia, BKJIOYas Ipyhdb, OEOpa, 3ay>KEHHYIO
TaJIMIO, OKPYIJIble YEPThl JIALA, IyXJIble T'yObl M IIMPOKUE TIJla3a. B MHIYyNCTCKOM
TAaHTEOHE CYIIECTBYeT KATeropus <IeBW» (<@l), KOTOpas 0GO3HAYAeT >KEHCKUX
OOrvHb, Ybe (PYHKLIMOHMPOBAHUE B UHIIYU3ME COIPOBOXKIAETCS UX BU3yaIU3aLMEN.
B MHayn3me cioXuiach CBOSI TpPAOULMS UKOHOrpaduy, KOTOpas MO3BOJIIET BU3ya-
JIM3UPOBATh )KEHCKOE TeJI0, aKTyaJIu3Upysl €ro pasjimyHble 0COOEHHOCTH. VIHOynCT-
CKUE OOTMHU B CKYJIBIITYp€ ¥ UKOHOTpa(uy BU3yaJIM3UPYIOTCS Pa3InYHO.

Hanpumep, CKyJbIITypHbIE M300paKeHUs ['aHrM OCHOBaHbI Ha aKTyalIn3aluu
CEKCYyaJIbHOCTM JKEHCKOIO Tejla B TO BpPEMs], KaK TEJEeCHOCTb Jlypru cBeneHa
K 00pazy [OECSATUPYKOM JKEHIIMHBI, YTO TAKOKe aKTyaJu3UpyeT TeJIECHOCTb,
HO B HECKOJIBKO MHBIX popmax. Busyanusauys JIakimMu Takke MOXKET ObITb OCHO-
BaHa Ha IOJYEPKHYTON BU3YIN3ALUU TEJIECHOU CEKCYaJabHOCTU. V300pakeHus
MaTpHK, OOTMHb-MaTEPEN, B MHIYHUCTCKON CKYJBITYPE TaK K€ MOTYT ObITb OCHO-
BaHbl HA BU3yaJIM3alluy UMEHHO (PEMUHHOM TeJIeCHOCTU. Ecy n306pakeHuns: OIHUX
JKEHCKUX OOXXECTB OCHOBAHbl HA HAMEPEHHO NONYEPKHYTOM aKTyaJausalyuyd OOHa-
JKEHHOH TPYyOU, TO TEJIECHOCTb BpaxMaHM aKTyaJIM3UPYETCsl HAJIMYMEM YEThIPEX
sy, [Mapsatu Jlanura u CapacBaty — YeThIpeX PyK, bxaBaHu — mecTtu pyk, Yanapa-
raHTa — JECATBI0 pyKamy, a ['adaTpy — MAThIO TOJIOBaMU U OECAThIO pyKamu. O6pas
MoxuHu, Ha060POT, OCHOBAH B MHAYUCTCKOM TPAAULMM HA aKTyaJu3alluyi UMEHHO
CEKCYIbHOCTU (PEMUHHOIO TeJla, TaK KaK 3TUMOJIOTUSI UMEHU OOTMHU BOCXOAUT
K 0003HAYEHUIO «04apOBAHUS».
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TenecHocTb 60rMHL UHAYUCTCKOTO MAHTEOHA B HAPOAHBIX Tpamuuusax MHoun
VMIMEET Pa3jIM4YHble KOHHOTALMMU. B 4aCTHOCTH, CMMBOJIOM TE€JIECHOCTU (PEMUHHOU
[IlakTy sByISIETCS MOHU (CAHCKP. Qﬂﬁ) — TEPMUH, UCIOJIb3YEMBIN 11711 0003HAYEHNUS
BJIATayvIIA. VIHTEpeCHbBIM INPUMEpPOM BU3yanu3aluyu (HEMUHHON TeJIECHOCTH
ABJsieTcsl oOpa3 OormHM Kanm, KOTOpasi HE TOJIBKO aKTyaJIM3upPyeT >KEHCKOoe
YaCTUYHO OOHAXKEHHOE TEJIO, HO U €r0 arpeccuio, JOMUHUPOBaHNE (PEMUHHOIO HaJl
MAaCKYJIMHHBIM.

[lepeuncrieHHble Bbllle OCOOEHHOCTY B OOJIbILIEN CTEIEHU XapaKTEPHbI IS
CKYJIBIITYPHOY BU3ya/n3auyy (EMUHHOHN TeJIECHOCTH, IOMUHUPYSl B UHAYU3ME JO
npuxozga OpUTaHLEB U KoyIoHU3auu VHauy. BputaHckasi KoJIoHU3a1Ys U eBpOoIiei -
CKUE KyJIbTYpPHbIE BJIMSIHUASL B 3HAUUTEJIbHOM CTENEHU M3MEHUJIM BEKTOPBHI U
OCOOEHHOCTU BU3YaJIN3aLMK TPAAULIMOHHBIX BepCUil (PEMUHHOIO TeJla, CB3aHHOTIO
¢ (YHKIMOHMPOBAHME WHIAYUCTCKOIO PEJIMIMO3HOrO OUCKypca. KosioHuasbHble
HOBAIlM BbIPA3WJICh B TOM, YTO XpamMoOBasl CKYJIbIITypa YCTYIIMJIa CBOE€ MECTO
B BU3ya/In3aluy (PEMUHHOM TEJIECHOCTY [1€YaTHOMY CTaHKY, IPMHECEHHBIM aHIJIN -
YaHaMM, YTO IIOJIOKW/IO HA4yaJ0 MCTOPUU KaK WHIWUVICKOrO KHUTIOIEeYaTaHWUS,
TaK U MPECCHL

N3oo6peTtaTenu Tpagunuil u peMUHHAas TEJIECHOCTh
B PAHHEMOJ,ePHOM UHAUNNCKOU UOEHTUYHOCTHU

[lepuon GpUTAaHCKOrO NOMVHMPOBAHUS CBSI3aH C IEPEMELIEHUEM BU3YaJIM-
3aLMM SKEHCKOM TEJIECHOCTU M3 CKYJBITYPbI B >KUBOIKCH, YTO B ONPEAECTIEHHON
CTEIIEHV MAaprUHAJIM3NPOBAJIO OOHaXEHHOE (PEMUHHOE Teslo. [lepBbli IOIBITKU
BU3yaIn3auuy (GEMUHHON OOHAKEHHOM TEJIECHOCTU B VHIOUM MMENIM MECTO yXKe
B XVIII Beke, 4TO MPOSBWJIOCH B TaKOM HAIPaBJIEHUM KaK <«KUBOMUCH [laxapm»,
HEKOTOPbIE€ MaMSITHUKYA KOTOPOTO BU3YaJN3MPOBAJIM TEJIECHOCTH, CJeNys, IpaBa,
32 CKyJIBIITYPHOM TpaiuLMeN, U MO3TOMY (PUKCUPYS MPEVMMYLIECTBEHHO PEJIATU -
o3Hble M Muosorndeckue obpassl (Mumoctp. 5). Ilon BAMSIHMEM KyJIbTYPHBIX
NPEATIOYTEHUI KOJIOHM3ATOPOB KakK (POPMBI, TaK M OCOOEHHOCTU BU3yaIu3alyn
OOHXKEHHOU TEeJIECHOCTM B WHIWWCKUX KyJIbTYPHBIX KOHTEKCTaX IIOCTEIEHHO
MEHSIINCh.

YTpaTa MHOWNCKUMU TEPPUTOPUSIMU CYBEPEHUTETA U HA4yalo OPUTAHCKOIO
MIOJINTUYECKOTO [TOMUHUPOBAHUSI CTajiu TeMu (HaKToOpamy, KOTOpBIE IPUBEJIU
K Havairy mogepHusauuu (Guha-Thakurta, 1992) MeCTHOTO KyJIbTYpHOIO OUCKypca.
B aTOll cuTyauuu Bu3yasibHbIE NPOSIBIIEHUS KYJbTYPbl BO BCE OOJIBIIEN CTENEHU
HAUMHAJIM [IEPECEKAThCSl C HALMOHAIMCTUYECKUM MHIUNCKUNM AUCKypcom (Mitter,
1994), ctaB (popmoIl €ro akTyajausaluu, COINEUCTBYs OOJbLIEMY MPOHUKHOBEHUIO
Vel HalMOHAIM3MA B HALMOHAJIN3UPYIOIMECs Macchl. [IposBieHrnemM MogepHu3a-
LJMOHHBIX TEHAEHUMI B KYJIbTYPE CTAJIO MOSBIEHUEM ITPOPECCUOHANIBHBIX XyIO0XK-
HVKOB, KOTOpPBIE€ CYIIECTBEHHO W3MEHWJIM BEKTOPbl BU3yain3auuy (HeMUHHOU
TeJIECHOCTU B UHAMICKOM MCKyccTBe. AbaHuHpaHaT Tarop (1871 - 1951) 6b11 sspkuM
HOBAaTOPOM B IUIaHE HALMOHAIM3ALMKM 00pa3oB (PEMMHHOCTM U WX MHTErpauuu
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B KQHOH VHJUNCKOTO HALMOHAJIMCTUYECKOro BooOpakeHus (Banerji, 2010),
4TO, HAlIpUMep, MPOSIBUIIOCH B ero pabore «Bharat Mata» (Mumoctp. 6), B KOTOpou
JKEHCKUH 00pa3 CUMBOIM3UPYET VIHIMIO KaK [TOJIMTUYECKOE TeJIO.

XemeH Masympap (1894 - 1948) Taxke BHEC OIpE€LEJIEHHbIE KOPPEKTUBBI
B BU3yaJn3alMio (PEMUHHOTO Teja B WHAUMCKOM JKMBOIMCHU KOJIOHHMAJIBHOTO
[IepUOJa, WHTErpPUPYsl €BPONENCKME KyJIbTypHbIE O0paslbl B IPEACTABIEHUS
00 UzeasbHOM TEJIE, YTO aKTyaIn3UPYET IPENMYLLECTBEHHO €BPOIIENCKOE BIUSIHUE,
HeXXeJIM WHIMMCKOE HallMOHAJIbHOE COLEp>KaHue B ero padorax (Mamoctp. 7, 8, 9).
Maxaznes BumBanar [ypanpap (1867 - 1944) Taoke nepuoinyecKu akKTyaau3nupoBal
B CBOMX paboTax 06pasbl (PEMUHHOHN TEJECHOCTH, HO €ro Hacjedue B OOJiblIeid
CTENEHU OTPKaeT KayecTBa (PPOHTUPHOCTU U MepexOgHOCTU. C OJHOM CTOPOHBHI,
B €r0 (POPMAJIbHO «UCTOPUYECKON» KMBOIMCH ITOMUHUPYET MACKYJIMHHOE TEJIO,
a, C Opyroy, (PEeMMHHOCTb MHTETPUPYETCS B IUCKYpC MaccoBoyl KyibTyphl (Life,
2001), mOCTENEHHO penyLupyeTcs OO NPOSBIEHUS] 3THOIPAPUUECKOro KOJIOPUTA
KosioHuanbHOM VHnun (Msumoctp. 10, 11, 12, 13, 14), 4TO, B 11€JI0M, aKTyaJIn3MpOBaJIo
crietnpyKy reHIepHOro KOMIIOHEHTa B UCTOPUY UAEH MHIUNCKOTO HAllMOHAIN3MA
(Menon, 2009), OTAromeHHOro, B OTJAYME OT 3alaJHbIX HALMOHAJIU3MOB,
HE OIIBITOM IIOJINTUYECKOVW MOZEPHMU3ALMY, HO COLMAJIbHBIMA U PEJIUTMO3HBIMU
(pakTOpamy, CyLIECTBEHHO BJMSBIIMMM HAa MECTO U POJIb KaK JKEHIIMHBI, TaK U
MY>K4YMHBI B [IOJIMTUYECKOM, COLIMAJIbHOM U KYJIbTYPHOM JKU3HU.

3HAYMTEJIbHBIN BKJIAZ, B (POPMUPOBAHME Y PA3BUTHE MMEHHO TAaKOW (POPMBI
aKTyaJu3auuy U Busyaamsauuyd (GEMUMHHON TejlecHOCTH BHec Pasu Bapma
(1848-1906), 4Ybst >KMBOIUCH II0 CBOEMY XapaKTepy B 3HAYUTEJIbHON CTENEHU
(PpOHTHPHA, TaK KaK BU3yaJIM3UPYET UHINUVICKUE U €BPOIIEIICKYE BIIUSIHUS, COYETas]
OJHOBPEMEHHO ITPOSIBJIEHUS «BbICOKON» U «HU3KOW» KyJbTyphl. PaBu Bapma akrya-
JIM3UPOBAJI TOT TPEHJ, B UHAWVICKON KYJIbTYPE IIE€PBOY ITOJIOBUHBI XX BEKA, KOTOPBIN
6171 CPOKYCHPOBAH MPEUMYLIECTBEHHO Ha OOCJIy’KMBAaHMY 3aIIPOCOB BEPYIOIIMX HA
BU3yaJIM3aLMI0 UMEHHO PEJIMTMO3HBIX 00pa3oB (Jain, 2007; Pinney, 2004).

Cpenu yClI0BHO CaMbIX «OOHaKEHHBIX» PaboT PaBu Bapma, KOTOpbIE aKTyasu-
3Upyl0 (PEMUHHYIO TEJIECHOCTb, cyenyeT yrnomsiHyTb «Tilottama» (Mmwmoctp. 15) n
«Pururavas aur Urvashi» (Wsmoctp. 16), HO M OHU B OIPENEJNEHHON CTENEHU
BTOPUYHBI, TaK KaK, C OJHOM CTOPOHBI, BOCIPOU3BOIAT TPALULMOHHBIE MOTVBBI
VHIYU3M3, 3, C APYTrOM CTOPOHBI, IEJIAI0T 3TO C MCIIOJIb30BAHMEM KIIMIINPOBAHHBIX
00pa30B 3anagHON >XUBONMUCU. Busdyanmusanys (GEeMUHHON TEJECHOCTU B paboTrax
PaBu Bapma crasia marom B HalpaBjIeHUM MAaCCOBOW KyJILTYPbI, KOTOPast NPEIbsB-
JislJla HECKOJIbKO HHBbIE TPeOOBaHMSI K BU3yaJM3allUM TeJa, BKIIOYAsl KAayecTBa
(PEMMHHOCTH U Pa3JjIM4YHbIE YPOBHU U MIPOSIBIEHNS OOHAKEHHOCTU.

OO6Ha’KeHHOe >KeHCKOe TeJI0 KaK «M300peTeHHast TpaguIus»
MHAUNCKOTO KUHO B KOHTEKCTaX MaCCOBOM KYJIbTYPbI

[lo mepe pa3BUTUSI MOJEPHU3ALMOHHBIX ITPOLLECCOB B VIHOWMM M TpaHCIUIaH-
Talld HOPM MaCCOBOW KYJIbTYPbl O0LIeCTBa IOTPEOJIEHNS B MHINVCKE KOHTEKCTBI
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(OpMBI U YPOBHU BU3yaIn3aL Ay OOHA)KEHHOM KEHCKOM (PEMMHHOCTU MEHSUIUCH.
OpHO M3 BaKHENMX (POPM MaCCOBOW KyJIbTYPbl B COBPEMEHHBIX WHAUNCKUX
COLIMAJIbHBIX peasnusx sIBJsieTCsl KUHO. Jloruka pas3Butusi KuHemartorpada B yCJo-
BUSX IJ100a/IM3allMM B MEHbLIEN CTEIEHU OTJIMYAETCS OPUTMHAJIBHOCTBIO HALMO-
HaJIbHOTO KWHO, HO B OOJBbLIEN CTENEHU IOJYMHEHA JIOTMKE CEPUIHOCTU U
PBIHOYHON PalOHAJIBHOCTU: T€ TPEH/bI, KOTOPbIE OKA3aJIMCh pabOYUMU U yCIem -
HbIMM Ha 3amnajse MOIyT TPaAHCIUIAHTUPOBATbCS BO BHE3alla[iHble KYJIbTYPHbIE
KOHTEKCThI. VHAauMsa Ha CTajla MCKIIIOYEHWEM W3 3TOM YHUBEPCAILHOM JIOTUKU
Pa3BUTHSA COBPEMEHHOTO KMHO, OPUEHTUPOBAHHOIO HA PBIHOK.

[loaTOMy, MHOMICKUI KHHEMaTorpad afanTupoBaja IOJ, HalMOHAJbHbIE
NOTPEOHOCTU KaHPBbI U IPUEMBI, IPETEHYIOMME HA YHUBEPCAJIbHOCTDb, YTO OTHO-
CUTCS1 M K BU3yanu3aluuy OOHaXEHHOU (peMUHHOCTU. Bo BTOpOI1 nosioBuHe XX - B
Hayasie XXI BeKa B paMKaxX UHIUNCKOIO KWHO CJIOXKUJIMCH YHUKAJIbHbIE TPAAULIMU
aKTyaJIM3aluyy TEJIECHOCTH, YTO CBS3aHO KaK C aKTyaJn3auuerl HalOHAJIbHBIX
TPaIMLUM, TaK U C IONBITKAMUA ACCUMWJISILIMUA M / WM MHTErPalU 3aIaHOTO
KYJIBTYPHOTO AMCKYPCa TEJIECHON OOH)KEHHOCTU. VIHAMS, B OTJIMYUU OT HEKOTOPBIX
crpad EBpombl HE acCOLUMUPYETCS C TPAOULMAMU «KUHO [Jis B3POCJIBIX», HO,
TEM HE MEHEEe, HEKOTOpble WHAMNCKME (GUIbMbl BTOPOU TOJIOBMHBI XX U
Havasia XXI BeKa aKTyaJau3upPyIOT TO, KaK M KaKMM O0pa30oM KyJIbTYpbl CO 3HA4M-
TEJIbHOM 3THUYECKOW M PEJIMTMO3HOM CIEenU(UKO aCCUMUIMPYIOT 3allajHble
YVHUBEPCAJIMM aKTyaIM3aluy M BU3yaIM3aluy OOHAaKEHHOIO >KEHCKOrO Tejla Ha
DKpaHe.

B KOHTEKCTE MMEHHO OCBOEHUS 3alaJHbIX MPAKTUK BOCHPUATUS (PEMUHHOTO
T€Ja, BEPOSITHO, CJIEAYET BOCIPMHMMATL, Hanpumep, ¢uibM KaHoHa MexThI
«['ocrioxxa Maisi» («Memsaab Maya», 1993), craBmMil IONBITKOM ACCUMUJIALIAN
B MHIVICKOM KyJIbTYpDHOM KaHOHeE croxkera pomaHa «l'ocrioka bosapu» ['rocrasa
dnobepa. «Aastha: In the Prison of Spring» (1997) Bacy bxarrauapsiiu cTan OfHOMN
Y3 PaJIMKaJIbHBIX IIOMNBITOK BU3yaJIM3alUU (PEMUHHOM TEJIECHOCTU, XOTS (PUIbM
B OOJIbLIEN CTENIEHU UMeeT B VIHIMY penyTaliuio OCTPOCOLUAIBHOTO, @ HE 9pOTHYEe-
ckoro. «Ek Chhotisi Love Story» (2002) [llamusana Hanpa, kak u «Memsaab Maya»
COLEprKaJl DJIEMEHTBbI SIBHOTO 3allafHOTO BJIMSHUS, XOTS aKTyaJIM3UPOBAJl TEJIeC-
HOCTb 60J1€€ aKTMBHO U OTKPOBEHHO, YTO NMpuAano GuibMy GpPOHTHUPHBIN XapakTep,
IOCTaTOYHO 4E€TKO (PUMKCUPYS B MHAMMCKOM MAaCCOBOHM KYJIbTYpE€ TEHAECHLMU KaK
ApoTU3aLMK, TaK U NopHOopUKauuu (GpeMuHHOU TesecHocTH. «Girlfriend» (2004)
Kapana Paxznana B OnpenesieHHON CTENeHU ObUI IIOCTPOEH HA 3POTM3UPOBAHHOMN
(PEMUHHOM TEJIECHOCTH, TaK KaK aKTyaJM3MpOBaJl JIeCOMICKylo Temy. «The Dirty
Picture» (2011) Musana JlyTpuiiy Takoke BHECJIA BKJIAJL B PACKPEIOIIEHUE KEHCKON
TEJIECHOCTH B BU3yaJIbHOM IUCKYPCE MHAUICKOro KnHemaTtorpada.

[TonbITKY Bu3yann3auuy OOHaXKEHHOU (PEMUHHON TEJIECHOCTU U TeM OoJiee ee
CEKCYaJIbHOCTY B COBPEMEHHOM MHAMICKOM KyJIbTYPE CTAJIKMBAIOTCS C OIIPEEIEH -
HbIMU TPYJHOCTSIMU. [IpMEPOM HEraTMBHO BOOOPAXKEHHBIX U COLMAJIBHO OIpe[ie-
JIEHHBIX TPYIIl MHOUNCKOTO OOIIECTBA BUIETb OOHAKEHHOE TEJO HE TOJIBbKO
Ha 9KpaHe, HO U B OOLIECTBEHHBIX IIPOCTPAHCTBAX CTAJIM T€ TPYLHOCTU, C KOTOPBIM
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crosikHyJsics pexxuccép llpu Jlankas, cHssmnii B 2011 r. punbm «Chatrak», KoTopbIi
HE TOJIBKO BU3YIN3UPOBAJI (PEMUHHYIO OOHAKEHHOCTb, HO U [I€MOHCTPUPOBAJI
IIPOLIECC OPAJIBHOIO CEKCA C YYaCTUEM IJIABHOW €POUHU, YTO CTAJIO IIOBOLOM JJIS
PEJIMTMO3HbIX NPOTECTOB NPOTMB TAaKOM MB3JWIIHEH, [0 MHEHHIO KOHCEepPBaTOPOB,
OTKPOBEHHOCTH. DTO IIPUBEJIO K TOMY, YTO B VIHIMM (GUiIbM BBIITYLIEH B [IOJIHON U
cokpaueHHou Bepcun. Punbm «Nasha» (2013) AMura CakceHa MUHTEPECEH B KOHTEK-
CTax BU3yaJM3alMM OOHKEHHOW (PEMUHHOM TEJECHOCTU BIBOMHE: C OIHOU
CTOPOHBI, OH HE TOJIbKO COIEPXXUT OTKPOBEHHBbIE CLEHbl, HO U CTaJl OOHOM
13 [IEPBLIX CO3HATEJILHBIX IMO3ULUNI NPOABIDKEHUSI OOHAKEHHOro Tesa B VHaun
B paMKax MapkeTuHrosoy crtparteruu (Mmmoctp. 17, 18, 19, 20) - 60JbIIMHCTBO
NIOCTEPOB (pusbMa ObLIIM NOCTATOYHO OTKPOBEHHBI, BU3YaJIU3UPYs KEHCKYIO OOHA-
JKEHHOCTb B Pa3JIMYHBIX PaKypcax.

®unbm «Nasha» crasn ctumysiom a1 60j1€€ aKTUBHOTO UCIIOJIb30BaHUS OOHA -
JKEHHOTO (PEMUHHOTO Tejla B MAPKETMHIOBBIX CTPATErUsiX MPOMBWKEHUSI COBDPE-
MEHHBIX MHIMNUCKUX (GuibMOB. [locTepsl Liesoro psna GUIbMOB OT MHAUMCKUX
KMHOPEXUCCEPOB, BKmovast «Ragini MMS 2» (Mmwmoctp. 21, 22, 23, 24) un
«Hate Srory» (Mutoctp. 25, 26, 27, 28), y’Ke aKTUBHO HCII0JIb30BaIM OOHAXKEHHOCTD
KaK 3JIEMEHT IPUBJICYEHUS] BHMMAHMS Ha IIOCTEPAX B PaMKax IPeIIpPOKaTHOU
pexsaMbl U TNPOABIKEHMS. VHOMIACKMANA KuHeMarorpad Crajl TEM PECypCOM,
KOTOpbI Ha npoTsokeHur 2000 - 2010-X IT. aKTUBHO BU3YJIM3MPOBAJl OOPa3bl
OOH&XKEHHOW (PEMUHHOM TEJIECHOCTH, COINEWCTBYS, TEM CaMbIM, UX MHTErpaLAU
B KYJIbTYPHBI! KaHOH.

3HaueHue (PpuIbMOB, O KOTOPBIX peyb 11J1a BbIIIE, B COBDEMEHHOM UHIINIICKOM
KVMHO, KOHEYHO, Pa3/IM4HO, HO UX OOBENMHSIET TO, YTO OHU CTAJIM LIaramu K 60JIbIIei
BU3yIN3alMM OOHaKEHHOU (PEMUHHON TeJIECHOCTU B KyJIbTYPHBIX KOHTEKCTaX U
IyOJIMYHBIX IIPOCTPAaHCTBAX VIHAMM, CONENCTBYS UHTErPaliui MHAMICKOTO KMHEMA -
TOrparYecKoro AKUCKypca B MMPOBOM KOHTEKCT, 4TO, B YAaCTHOCTH, IIPUBEJIO
K YKQaHPOBOMY M T€MaTUYeCKOM COJIVKEHUIO, a TAKKe TOSIBJIEHME B IIPOCTPAHCTBAX
VHIUICKON MAacCOBOW KyJbTypbl HE(OPMAJIBHBIX CTaTyCOB M COLMAJIbHBIX POJIEH,
BKJIIOYAs MOHSTHE «CEKC-CHMBOJI», KOTOPblE PaHHEee MOJyYWId paclpoCTpaHeHue
B MACCOBOW 3amafjHOU KyJsbType. MHOuicKuil KuHemarorpad B KyJbTYPHBIX IPaK-
TUKaX W CTpaTErvsx BU3yaIu3aldd OOHAKEHHOTO (PEeMUHHOrO Tejla 3aHUMAET
B OIIPELIEJICHHON CTeneHW (HPOHTUPHOE TIOJIOKEHME MEXAY HECKOJIbKMMU
(dhopMaMu KyJIbTypBbI.

C omHOM CTOPOHBI, COBPEMEHHOE MHIUNCKOE KUHO, O KOTOPOM peyYb LIjIa
BbIIIE, B CBOEM OOJIBIIMHCTBE MOXXET OBbITh JIOKQJIM30BAaHO B PaMKaxX BU3yaJIbHOTO
IVICKypCa MAacCOBOM KyJIbTYPBL. BMeCTe ¢ TeM, IPAKTUYECKU BCE ITU (PUIIbMBI ObLIN
CHSITbl U3BECTHBIMU VHJIUVCKUMU PEXUCCEPAMU, TIOJIYYUB OTHOCUTEIBHO MUPOKUN
IIPOKAT, KAK MMHUMYM, B caMoyl MHnyu. B OTHOLIEHMM BU3yann3aluu TE€JIECHOCTU
aHa;msupyemble (QUIbMbI (OPMUPYIOT YCJIOBHOM «BBICOKUI» TPEHH, B COBpE-
MEHHOM MHJIMICKOM Macc-KysbTe. C IPYrol CTOPOHBI, 3TU (PUJIBMBI, YCJIOBHO
OTHOCHMBIE K «JIETKOI 3POTHKE» MOIJIM aKTyaJIu3UpOBaTh U CyLIECTBOBAHUE Iepe-
XOOHBIX (OPM B KyJIbTypax OBITOBaHMSI OOHaXEHHOW (PEMUHHOU TEJIECHOCTH
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B HAIIPpaBJICHUM PAJMKAJIM3aLM1, KOTOpasl NPOSIBUIACH B elle 6OJbIIell OOHaKEH -
HOCTH, OTKPBITOCTH 1 OTKPOBEHHOCTH.

[TooTOMy KyJIbTYpHBIE M CHUMBOJIMYECKME IIPOCTPAHCTBA AKTyaJIM3alUU
00pa30B OOHAXXEHHOW >KEHCKOM TEJECHOCTUM B MHIWMCKOW MAaCCOBOW KYJIbTypeE
pazHoo6pasHel. B aToM cutyanyy gpyroi chepoil Busyannsanun GeMUHHON Tesec-
HOCTH CTaJjI0 UHAUICKOE IIOPHO, KOTOPOE B MAaKCUMAaJIbHOM CTENIEHU aKTyaJIU3UPYeET
NOTPEOUTEILCKUN MOJIXO/, K TeJTy KaK IIPOLYKTY-CUMYJISIKPY ¥ CUMBOJIY-KOHCTPYKTY
OJIHOBPEMEHHO.

PapukanbHblie GOpPMBI BU3yaau3aluu 00Ha)KEHHOHN PeMHUHHOMN
TEJIECHOCTH: IIOPHO KaK U300peTeHHas TPagUuIus

AKTyasnbHO¥, TO €CTb II0CJIEJHE [0 BpEMEHU BO3HUKHOBEHMS, (OPMOV1 BU3ya-
nn3auyu GEMUHHON OOHQ)KEHHOM TEeJIECHOCTM B MACCOBOM KyJIbTypE OOLIECTB
coBpeMeHHOoM IOkHOM A3uy, B IEPBYIO ouepenb — VIHauu, CTajsio IOpHO, NPEenCTaB-
JIEHHO€ VMMEHHO BUM3yaJbHBIMU O0pa3zamM, peAyLypOBaHHbIMU 110 ¢oTorpadum,
BUIEO U KOMUKCa. PopmanbHO MPOM3BOICTBO M PACIpPOCTPaHEHME MOpHOrpaduu
B lHauu 3amnpenieHo, HO (PaKTUYECKU CTpaHa SBJSIETCS OOHMM W3 KPYIHEWIINX
NIOTPEOUTENIEN TIOPHOKOHTEHTA, KOTOPBIA [OCTYIIEH, B TOM YMCJIE, U Ha KpyII-
HeJlleM caiTe MOJOOHOW HaIlpaBJIEHHOCTH P*****ph  orpaxkamomym B ciydae
noucka 6osiee 20 TbICSIY Pe3yabTaTOB, (POPMAJIBHO COOTHOCHUMBIX C MIHIMEN.

OTU Pe3yJbTaThl AKTYAJU3UPYIOT B 3HAYUTEJIbHOM CTEIIEHU BTOPUYHBIA U
CUMYVJISILIMOHHDBIN M MMUTALMIOHHBIN XapaKTep COBPEMEHHOIO MHIAUNCKOIO IIOPHO-
IVCKypCa, PasBUTHE KOTOPOTO OCHOBAHO HAa BOCIIPOU3BOICTBE KJIMIIMPOBAHHBIX
CIOJKETHBIX JIMHUM, aKTyaJIM3UPYIOLMX U BU3YyaJIU3UPYIOLIUX CEKCYAIN3NPOBAHHYIO
TEJIECHOCTDb, IMO3ULAOHUPYEMYIO MOAYEPKHYTO Y HAMEPEHHO HALMOHAJILHO, YTO
IIPOSIBJISIETCSl B MHAMMCKOW TPAIULIMOHHON OneX[e (I MOAPaKaHUU TaKOBOW),
BOMHIM Ha J0y aKTpPUC, WIM B MCHOJb30BAHMM XUHIU B KadyeCTBE S3bIKA.
B octaspHOM, BKJIIOYasi CTpaTeruy, TaKTUKU M TPAKTUKU BU3yaIu3alluu OOHA-
JKEHHOU TEJIECHOCTH MHIWNCKUN COBPEMEHHBIN MOPHOAVUCKYPC BOCIIPOM3BOIUT
3arajHble IePBOMCTOYHUKU.

Yro kacaercs gpororpadum, ToO B paMKax COBPEMEHHOIO NIOPHOrpadpuiecKkoro
IVICKypCa OHA UMEET BCE LIAHChI CTATh KyJIbTYPHLIM Y COLIAJIbHBIM apXan3MOM, TaK
KaK HEe B COCTOSIHMM KOHKYPUPOBATb C BUAEOKOHTEHTOM HAa MHTEPEC CO CTOPOHBI
NIOTPEOUTENIEN DTOrO CETMEHTA MAaCCOBOM KyJIbTYpBl. Bojiee TOro, COBpEMEHHBIN
VHTEPHET aKTyaJn3upyeT BTOPUYHBIN xapakrep ¢ortorpaduy Kak BU3yaau3alyn
OOH&KEHHOU (PEMUHHOM TEJECHOCTY, TaK KaK 3HAUUTEJIbHAS 4YacCTb IOJOOHBIX
¢ororpaduii BropryHa IO CBOEU TE€HEaJorny, Oy[y4u CKPUHIIOTAMU BUIIEOPO-
JIVKOB.

«Savita Bhabhi» (Mmmoctp. 30, 31) B coBpemeHHOM MHAuu crajna caMbIM
YCIIEIIHBIM 10 CTENIEHU BOCTPEOOBAHHOCTY NPOEKTOM BU3yanu3auuu (PEMHUHHOTO
OOHa)KEHHOIO TeJjla Ha YPOBHE €ro rpapuyeckoil BU3yasiu3alyy B BUAE KOMMKCA.
Peanmusanys nmpoekra Havanach B 2008 I. 1 K HACTOSIIEMY BPEMEHU OH (PYHKLMOHU -
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pyeT B (popMe 3aKpBITOM IUUIATHOU IOAIMCKY, YTO YKA3bIBAET HA €0 YCIEMIHOE
[IPOHUKHOBEHME B JKOHOMUKY IOTpeOsieHusl. Busyanmzauusi OOHaKEHHOMN
(EMUHHON TEJIECHOCTU B 3TOM IPOEKTE OTPAXKAET Psifi, COLMANIBHBIX U KyJIbTYPHBIX
OCOOEHHOCTEN COBPEMEHHOV VHIuM, a MMEHHO: aBTOPbl KOMUKCOB IIO[BEPIJIN
PEeBU3NY TPAIULMIOHHbIE KOHCEPBATHBHbIE IIPELCTABIEHUS O JKEHCKOW TEJIECHOCTH,
CHHTE3MPOBAB UX C CEKCYaJIIN3MPOBAHHBLIM AUCKYPCOM CPELHEBEKOBON UHINUIICKOM
XPaMOBOU CKYJIBIITYPbl B O0JIACTU NOBELEHUSI T€POUHU; KOMUKC I1E€PECMATPUBAET
MIPEANMCaHus K TEJIECHOCTU JKEHIIVHBI, KOTOPbIE IMPUIIMCBHIBAIOTCS €M B COBpE-
MEHHOM VHIUICKOM OOLIECTBE; CTpaTerny BU3YIM3ALUUMU U aAKTyaJIu3alyu
O0OHaKEHHOU (PEMUHHON TEJIECHOCTH B KOMUKCAX 3TOM CEpUU UMEIOT SIBHOE COLIU-
aJlbHOE U3MEPEHME, TaK KaK MX IepouHs, Oyoy4u NPeNCTaBUTEJIbHULIEN BbICIIEN
KaCTbl, BU3YIM3UPYET CBOE TEJIO, IMPENOCTABIIAS MYKYMHAM, OTHOCSIIMMUCS K
60s1€€ HU3KAM KaCTaM.

Beupny Ttoro, yro nopHorpadus B VMHOuy 3ampelieHa Ha 3aKOHOJATEIbHOM
YPOBHE CO3[ATEM KOMMKCA CTOJIKHYJIUCh C MPOOJIEMaMM IOPULAYECKOTO Xapak-
Tepa, XOTS1 BCTPETWIU MOAJNEPKKY CO CTOPOHBI JIMOEPATIbHONM 4aCTU OOLIECTBEH-
HOCTH, CKJIOHHOVW K KPUTHUKE TPaAMLMOHAIM3Ma M KacTOBOCTU. Peakuueil Ha
NOMBITKY (PYHIAMEHTAJIMCTOB OTPAHUYUTh PACIIPOCTPAHEHME KOMMKCA B CETU WU
BOBCE €ro 3allPETUTh CTAJIO MOSIBJIEHWE aHUMalMOHHOro ¢uiabMa «Savita Bhabhi»
(Mnmoctp. 29), Bbimenmero B 2013 romy, KOTOPBIA CTajl MOMBITKOM CATUPUYECKU
IEKOHCTPYUPOBATh OTHOUIEHME K OOHA)KEHHOM >KEHCKOM TeJIECHOCTH, JOMUHUPY-
I0III€ B COBPEMEHHOM MHJIMVICKOM OOILECTBE.

HenctBue punbma nmporcxoguT B 2070 I. B TEXHOJIOTUYECKU pa3BUTON VHouu,
KOTOpasi KOJIOHU3poBasa JIyHy, OOHapy>kKuB TaM 3arnachl HeTu. B 310l BooOpaxka-
€MOM UHIUMCKOM TEXHOJIOTMYECKOM YTOIINU CYACTJIMBBI BCE KPOME IJIABHOIO reposi
Cypapyka, KOTOpbIN CTPALAET OT TOr'O, YTO IIOPHO 3anpelieHo. He Hangg B oguH 13
IHEeW IMOPHOBUJIEO B UHTEPHETE, OH CIy4YallHO OOHAPY>KUBAET [TIOPHOKOMUKC, T10CJIE
4Yero BMECTE CO CBOMM JPYIOM IIEPEHOCUT €T0 CIOKET B BUPTYAJIbHYIO PEAJIbHOCTD,
I7le He TOJIbKO 3aHMMAETCSI CEKCOM, HO BbICMEMBAET PEIIEHMS MHAUNCKOTO IPaBU-
TEJILCTBA O 3aIIPETE [IOPHOCAUTOB. B 3TOM OTHOILIEHMU U KOMUKC, U CHATBHIM HA €r0
OCHOBE aQHMMAlLMOHHBIA (UIBM HE TOJBKO CEKCYaJM3UPYyIOT OOHAKEHHYIO
(EMUHHYIO TEJIECHOCTb B IIPOCTPAHCTBAX COBPEMEHHON MAaCCOBOM KyJIbTYPHI,
HO Y MOJINTUYECKU Y MOEOJIOTUYECKU IIOJIEMU3MPYIOT C KOHCEPBAaTHMBHBIMU U
TPAAULIMOHHBIMU CETMEHTAaMU OOIeCTBA, CKJIOHHBIMUA BOCIPOU3BOIUTDL TPAAULIM-
OHHBIE MOZEJN BU3yaIn3aluuu (PEMUHHON TEJIECHOCTH, PENyLUPYysS U MapryuHaIN -
3Upysi OOHAKEHHOCTb.

[TopHOorpadguyecknii KOMUKC B COBDEMEHHOM JMCKYpPCE BU3yaln3auuy OOHa-
JKEHHON (PEMMHHOU TEJIECHOCTU 3aHUMaeT (PPOHTUPHOE, IPOMEKYTOUHOE I10JIO-
>)keHue. C OIHOM CTOPOHBI, B MAaCCOBbIX KyJbTypaxX IOKHOU A3uMM IMOPHOKOMUKC
BO3HUMK KaK OfHA M3 PeaKkUuil Ha MPOLECChl KyJbTYPHOU I100a/IU3alyy U TPAHC-
IJIAHTAlMA IIOPHO B €ro PBIHOYHO OPMEHTHPOBAHHBIX (POPMAaX B MECTHbBIE
KyJIbTYPHBIE IIPOCTPAHCTBA, XOTS1 ABTOXTOHHBIE KYJILTYPbl PETrMOHA MMEJIM CBOM
ONBIT AKTyIM3allUM W BU3YIN3ALMU CEKCYaJbHOCTM (PEMMHHOIO  TeJia.
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Tem He MeHee, Ha COBPEMEHHOM 3Talleé MOPHO Kak (popma BUAECOAKTYaIM3ALUN 1
KOMUKC Kak rpadudeckas puxkcauysi 00HaKeHHOV (PEMUHHO T€JIECHOCTY IIPETEH -
IOyIOT Ha CTaTyC TeX KyJbTypHBIX IPOCTPAHCTB OOLIECTBA IOTpPeOJIeHUS, NpU
IIOMOILA KOTOPBIX OHO (POPMHUPYIOT CBOM IMPENACTABJIEHUS OO0 WUAECAJIBHOM TeJle,
pPenyLMPOBAaHHOM, ITPABJA, 10 OObEKTA CEKCyaIU3aliu.

[lopHorpagmyeckue KOMUKCHI M POJIMKM, NPEICTaBieHHble B VIHTEpHeTe,
(pOpMaNILHO MOTYT OBITb OTHECEHBI IO «HU3KOrO» MAacCC-KyJIbTYPHOTO JHCKypCa
BTOM CMBbICJIE, YTO TNPUHAAJIEXKAT K YUCIY €ro MacCOBBIX, HU30BBIX, OOJee
IOCTYIIHBIX U, KaK CJIEICTBUE, BOCTPEOOBAHHBIX (POPM BU3yaIM3ald OOHAKEHHOU
(HEMUHHOI TEeNEeCHOCTU. B 3TOM KOHTEKCTe aHanusupyeMble (OpPMBI MAaCCOBOM
KYJITYPbl MOTYT BOCIIPMHHMATLCSI KaK €€ HU30Bble «U300PETEHHbIE TPANULMNY,
KOTOpBIE COCYILECTBYIOT OJHOBPEMEHHO C 00Jjie€ MaruCTpajibHbIMA M HE MEHee
PBIHOYHO OPUEHTUPOBAHHBIMU COLMAJIBHO JO3BOJIEHHBIMU U KYJIbTYPHO CAHKIAO-
HUPOBAHHBIMU ITPAKTMKaMU BU3yaJU3alyyd OOHAKEHHOU >KEHCKOW TeJIECHOCTH,
IIPELICTaBJIEHHbIMY KOHKYPCAMU KPaCOTBI.

Konkypcsl kpacoTsl B FO>KHOM A3MHU: TE€IECHOCTh B KOHTEKCTax
MacCcOBOT0 U300peTeHuUs TpaIuL Ui

MaccoBas KyJibTypa 0011eCTBa II0TpPebIeHNs, KOTOPasi Ha MPOTSLKEHMY BTOPOI
110J1I0BMHbI XX BeKa TPaHCIUVIAHTMPOBAJIACH B COLMAJIbHBIE U KYJIbTYPHBIE KOHTEKCTBI
OBIBIIMX OPUTAHCKUX KOJIOHMM HA TEPPUTOPUU A3UM aKTyaJn3vpyeT OOLIHOCTb
B [IPUOOLIEHNY 3TUX CTPAH K 3allaIHBIM MOJEJISIM Pa3BUTHUS, HEXKEJIM BU3YaJIU3U-
pYyeT HalMOHaJbHblE OCOOEHHOCTH BU3YyaJU3aly OOHA)KEHHOW >KEHCKOW (eMUH-
HOCTH, Harpumep, B Minauuy, o 4eM peds 111a Beille, win B [lakucrane v banriazger,
yemy OyayT MOCBSILEHbI MOCjeAyllme pasfenbl cTaTbi. OIBIT HE3aBUCUMOTO
pPas3BUTHSL OBIBIIMX OPUTAHCKUX KOJIOHUM I10KAa3aJl CKJIOHHOCTb KaK 3JIUT, TaK M
VIHTEJUIEKTYaJIOB UHTETPUPOBATLCS B 3allafiHble KyJIbTYPHbIE KAHOHBI IIyTEM TPAHC-
IJIAHTALMY, aCCUMWISILIMM U VHTETPalUMM  €BPOIIEMCKUX U aMEPUKAHCKUX
KyJIbTYPHBIX IIPAKTHK, CBSI3aHHBIX C BU3yalu3alMell OOHAXEHHOIO Teja B COLM-
aJIbHBIX Y KYJIbTYPHBIX IIPOCTPAHCTBAaX. Ha NpoTsKeHur BTOPOM MOJIOBUHBI XX BEKa
HEKOTOpBIE KYJIbTYPHBIE MPAKTUKU M CTPATErMM KYJIbTYPHOTO MOBEAECHUS B OOIIe-
CTBE NOTpeOsIEHNS, B OOJIbIIEN CTENEHN aCCOLMUPYEMbIE C MACCOBOW KYJIBTYPOH,
ObLJI TPAHCIJIAHTMPOBAHbI B TPOCTpaHCTBa MHuy, [Takucrana u banrnazgen.

[IpyMeyaTesnbHO U TO, YTO 3TU TPU CTPaHbl, KOTOpble MMeau (POpMasbHO
obIee KOJIOHMAJIbHOE IIPOLLIOE, HO B €r0 paMKax o6pesm (PaKTUYeCKU Pa3HBIN
VICTOPUYECKUM OIIBIT PA3BUTUS HALMOHAIM3MA M KOHCTPYUPOBAHUS UAEHTUYHO-
CTEM, aKTyaJIn3MPOBAIN Pa3Hble (POPMbl ACCUMWISILMY 3allaIHbIX COLUAJIBHBIX U
KYJITYPHBIX TPAKTUK BU3yaIu3auuyu (HEeMUHHON OOHaKeHHOCTH. COBpEMEHHbIE
MacCC-KyJIbTypHbl€ MHAYCTPUM PA3BJIECYECHUSI B OOLIECTBAX MOTPEOJIEHMS Ipejia-
ralOT OrpPaHWYEHHBII HAOOp TAaKTUK U CTpPaTernii BU3YyIN3ALUU TEJIECHOU
(PeMUHHON OOHAKEHHOCTH, BKJIIOYAs] 9POTUYECKME U TTOPHOrpadUuieCcKre >KypHaJIbl
(KOTOpBIE OTMUPAIOT B CUJIy HECIIOCOOHOCTM KOHKYPHMPOBATb C 3JIEKTPOHHBIMU U
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BUPTYaJIbHBIMY MCTOYHUKAMU), SIPOTUYECKME U TTIOPHOrpadudeckre puibMbl (riepe-
IIEJIIME C aHAJIOTOBBIX HOCUTEJIEN B MUHTEPHET-TIPOCTPAHCTBO), PEKJIaMa (BU3yasIn-
3upymouas GEMUHHYIO TE€JIECHOCTb) U PA3HOTO POJa KyJIbTYPHO-COLMAJIbHbIE PUTY -
aJIbHbIE IPAKTUKY OOLIECTBA ITOTPEOJIEHNS, PEAYLMPYyEMbIE B CIIydae BU3yaIN3alU
TEJIECHOCTH 10 MOZEJIBHOrO OM3HECA M CBS3AHHBIX C HUM HAlMOHAJIbHBIX U MEXIY -
HapOIHbIX KOHKYPCOB KPaCOTHI.

VIMEHHO KOHKYPCbI KPAaCcOThl B IIEPEYHE CTPATETU BU3yaIn3auuu GeMUHHON
T€JIECHOCTU MOTYT ObITh OIpeJieIeHbl KaK «U300pETEHHblEe TPAIULMN» B CUJy TOTO,
YTO MUCTOPUYECKU CJIOXKUJICS ONPENEJIEHHBIN aJITOPUTM MX OpraHM3alyy U IIPOBe-
IIeHYsI, B 3HAYUTEJIbHOM CTEIEHM aHAJIOTUYHBIN pUTyaay. B maHHOM ciydyae Hac
VHTEPECYET HA CTENEHb MHTETPUPOBAHHOCTU OSTUX I[IPAKTHMK B HALMOHAJILHbIE
SKOHOMMKY, HO BU3yaJIbHbl€ NPOSBJIEHUSI MOAOOHBIX KOHKYPCOB KaK PUTYaJIOB,
BU3YIN3UPYIOIIMX TEJIE€CHOCTh, B TOM 4YMCJIE - OOH@XEHHOro Teja. Ilepsble
KOHKYPCBbl KpacoTbl Obliy mpoBeneHsl B 1947, 1994 u 2003 IT. COOTBETCTBEHHO
B Mingun, banrnagem u IlakucTtaHe, 4TO aKTyaJM3UpPyeT PasjIM4HbIE COILMajIbHbIE
CKOPOCTU MPHUOOIIEHUS] UHAYUCTCKUX M MYCYJIbMAHCKUX COOOIIECTB C 3alaHbIM
M300PETEHHBIM TPAIMLIMSIM BU3YyIN3aLMU (PEMUHHOM TEJIECHOCTU. DTU TPU JAThI
VHTEPECHBI U TEM, YTO VMHAMA 10Jy4Ynsia OIbIT M3MEHEHUS OTHOLIEHUS K TeJlec-
HOCTH, a banrynagem v [lakucTaH «BKIIOYMIIMCB» B 3Ty TPAIULIMIO, KOIZIa OCHOBHbBIE
KaHOHbl BU3yaJM3alAM TejJa M TPEOOBaHMS K JEMOHCTpPALMU TEJIECHOCTU YK€
CJIOKUJIUC.

[ToaTOMY CKOPOCTU COLMA/IbHBIX U KYJIbTYPHBIX MyTallMi, CBSI3AHHBIX C BU3Y-
aJIbHO HAOII0AE€MbIM OOHaKEHHBIM JKEHCKMM TEJIOM KaK MAaprUMHAaJIbHBIM WU
HOPMAaJIbHBIM, ObUIM pa3inyHbl. Hanpumep, BudyasbHble 06pasbl Dcrep Bukropun
A6paxam (Esther Victoria Abraham) u VMuapanu Paxman (Indrani Rahman), nosy-
YUBLIMX TUTYJT Mucc VHaus, cootBeTcTBEHHO B 1947 1 1952 IT., 1€MOHCTPUPOBAJIU
TPAAULIMOHHOE OTHOIIEHUE K TEeJIECHOCTU, aKTyaJu3upysl B OOJIbllIell CTeleHU
HE TeJIO, & 9THUYECKME MOTHUBBI B OAEXKME, TaK KaK [JIs1 PAHHETO IOCTKOJIOHWAJIb-
HOTO OOIECTBA, BEPOSITHO, ObLJIO BXXHO MOJYEPKHYTb €O 3THUYHOCTb U IIPEEM-
CTBEHHOCTb HE C KOJIOHMAJIbHBIM, @ B O0JIbILIE€N CTETIEHU C TPAAULIMOHHBIM OIIBITOM.

OdunpnansHo onybsukoBaHHble (Qororpadpuu Screp Bukropum Abpaxam
(Unmoctp. 32) u Minppanu Paxman (MumocTp. 33) B 60JibIIel CTEIIEHU aKTyau3U -
pOBa/I TEHAEHUMM K MapruHaaM3alvy Tejla M 3aMaldMBAaHUIO TEJIECHOCTU. Ecin
obulManpHble BU3yaJIM3aLMM CAHKLUMOHMPOBAHHOW (PEMUHHON TEJIECHOCTU
1940-1950-x rT. OBUIM MAKCHMAJbHO TPANULIMOHHBI, TO B IOCJIENYIOLIME TOZbl
OCHOBHOV TEHJEHLMEN CTasia 00Jbliasi BU3yaan3alysl Kak OOHaXXEHHOCTU, TaK U
VHTErpauysl Tejla B PBIHOK, YTO IIPOSBUJIOCh B IIOCJIEAYIOLIMX PEKIAMHBIX
KOHTPAKTax NMobeguTesIbHUL, KOHKypca. BmecTe ¢ TeM, OJ1s BU3yalU3alyy TeJyec-
HOCTU Y4aCTHUL, KOHKypca Mucc VHaus xapakTepHa OUMXOTOMUSI, KOTOpasi IPOsiB-
JIIETCSI B OOHOBPEMEHHOM aKTyaJM3alUy TPAOULMOHHOCTU U 3THUYHOCTH,
YTO MOXKHO BOCIIPMHMMATh TaK K€ KaK MMUTALMIO U CUMYJISALUUIO IIOCITIEIHUX,
a Taloke B OOJIBIIEN OTKPBITOCTM, MAPKETU3AUUU CEKCYJIbHOCTU HEMPHUKPBITOrO
>keHcKoro Tena (Mnmoctp. 34, 35).
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AnasiornyHble KyJIbTypHblE€ IIPAKTUKM, pe€4b O KOTOPbIX 1A Bbllle, B Ilaku-
cTaHe U baHryazenm BO3HUKIIM 3HAYMTEJIBHO M031Hee 4eM B VIHIMM, 4TO ITO3BOJIAIIO
HAlJMOHAJIbHBIM MacCCOBBbIM KyJIbTypaM Ha MECTHOM YpPOBHE€ IIPUMEHSTh YKe
TOTOBbIE U AaIIPOOMPOBAHHbIE CTPAaTEeruu U (POpMbI BU3yanusauy GeMUHHON Tejlec-
HOCTH, OCBOOOAMB M3 JOCTATOYHO NPOAOJDKUTEBHOIO MEPUOA 3aMaTunBaHUs U
penyKuuy OOHaKEHHOTO Teja Kak 3TO, Halpumep, umesio mecto B Munuu. Ilaku-
CTAQHCKWJ ONBIT BU3ywIn3aluuM (HEMUHHOM TEJECHOCTU  aKTyaIn3upOBaJl,
HalIpUMep, COCTOSTHME TPAHCKYJIbTYPHOCTU U (PPOHTHPA UAEHTUYHOCTEN — AHXKe-
sika Taxup, Mucc Ilakuncran 2015 (Mumoctp. 36, 37), uMeeT yKpauHCKOe IPOUCX0-
KOEHue.

B 1jes10M, KaK 1 B MHIUICKOM CJIy4ae, BU3yalIn3alusl TeJIeCHOCTH B [lakucrane
COYETAET ITHUYECKHME MOTHMBBI C JOMUHUPYIOIIMMU TPEHIAMU MOJpl OOIIECTBA
notpebnenus: (Mnmoctp. 38, 39), Oyoydn B Takoll CUTyalluM MOOYUMHEHHOW Ha
COBPEMEHHOM 3Tarle JIOTMKE PbIHKA U PEKJIAMBl, COYeTas aKTyaJM3alldio 3THUYE-
CKOTO U TPAaJULAOHHOTO, XOTS IOCJIEAHEE SIBHO HE B COCTOSIHUUM KOHKYPHPOBATb
C TPEHAMU KOMMEPYECKON «IJIaMypHOI» (otorpaduu. Bece 3TU MOMBITKU BU3ya-
nn3auyy GEMUHHOW TEJIeCHOCTU Npu nomoimu ¢dororpaduy npedpBalOT MEXITY
IOBYMSI MapafluiTMaMu — MOJEPHU3Ma, KOTOPbIM, IO MHEHUI0 Payss DuesnbmaHa,
rosiarajl BO3MOKHBIM 3a(pMKCUPOBATh KPAcoOTy, U T'YMaHU3Ma, IbITABUIETOCS U3ME-
HUTb MUP IPY OMOILIU «IIOJIOKUTEJIbHON UIEeHTU(PUKALUU» 00beKTa (DiesbMaH
2020, c. 286).

Yro kacaetcs omnblta baHryiazen, To B 3TOi cTpaHe KOHKypc Miss Bangladesh
B OOJIbLIEN CTENeHU aKTyaau3upyeT amOMIUU «3JUTApHOTO» YPOBHSI MacCOBOW
KyJIbTYypbl, TaK KaK IpU3BaH CPOPMHUPOBATh ATTPAKTMBHBIN O0Opa3 CTPaHbl Jis
BHEIIHET0 MMPA, YTO CTaJ0 NPUYMHON MEHBIIEr0 BHMMAHUSI K HEMY B CaMOM
Banrnagem. B menom e, TEHOEHUMM BU3yaJlu3alMy TEJIECHOCTM B PaMKax
KOHKypca Miss Bangladesh noBTopsiot 1 BocipousBogsT onbIT Vinauu u [Takucrana
C TOH JIWIIb pa3HULled, YTO CTpaTernd opuLMaJIbHON KOHKYPCHOUM BU3yasM3aluu
(HEMUHHON TEJIECHOCTU B OOJIbLIEN CTENEeHU HAlpaByieHbl BOBHE, COOTBETCTBEHHO
penyLypysl MOTUBbBI STHUYHOCTU Y TPAIULIMOHHOCTU U MAaKCUMAaJIbHO BU3YaJIU3UPYsI
obIye TPEeHIpl aKTyaJru3alluu TEJIECHOCTU B COOTBETCTBUU C TEMM KaHOHAMH,
KOTOpBIE CJIOKUJIMCh B PaMKax «IJIaMypHOIT» ¢poTorpaduu.

OO6Ha’KeHHasl TeJIECHOCTh B MacC-KyJIbTypPHOM H300peTeHUHU
Tpaguuui B [Takucrane u baHrianem

VHpuiickass MoOAesb akKTyaaus3alud OOHAOKEHHOM TeJIECHOCTA B PpaMKax
IOkHOM A3uM, KaK KyJbTYPHOIO PETrMOHA, B 3HAYUTEJIbHOM CTEIEHU IIPETEHAYET
Ha YHUBEPCAJIbHOCTD. [I03TOMy OIpeNe/IEHHbIE €€ 3JIEMEHTBl MBI MOXKEM OOHapy-
JKATh B COLMAJIbHBIX TaKTHMKAX U CTPATErvsx, KyJbTYPHBIX MPOCTPAHCTBAX Ipen -
CTaBJIEHUSI OOHKEHHOTO Tejla B COBPEMEHHBIX KYJIbTYPHBIX JMCKYPCaX COCEINHUX
rocygapcrs, Bimovas IlakucraH u  banrynagem. Penurnosnele  OCOOGEHHOCTU
NIOCJIEIHUX, OOJIBIIMHCTBO HACEJIEHUSI KOTOPBIX MCIIOBEAYIOT MCJIaM, TOJIbKO aKTya-
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JM3UPYIOT  cnenudUuKy TPaHCIUVIQHTALUMU MHOUNCKONM MOJEsM, CO4YeTaeMOM
C IIpenMyIIeCTBEHHO pesmrno3Hon peuenuueirn (Gholam Ali Haddad Adel, 1981)
(hEMUHHOI TeJIeCHOCTH, C OJHOW CTOPOHBI, U HENpUITUEM €€ 3allafHbIX Paiu-
KaJIbHBIX CTPATEeruil OTKPBITHS U BU3yaIu3alluy, C OPYroil.

B INakucrane v banrnagen, HaripuMep, OPULAYECKU 3alIPEIIEHO PAaCIIPOCTpa-
HEHUe, M3TrOTOBJIEHWE M XpaHeHUe MopHorpaduu, HO (PaKTUYECKHd MMEHHO OHa,
Kak 1 B VIHouy, SIBJISI€TCSI OCHOBHOM CTpaTerreil BU3yain3auuy OOHKEHHOM TeJleC-
HOCTU B IPOCTPAHCTBAaX MaCCOBOM KyJIbTYPbl KpOME YJIMYHOTO PUCYHKA, KOTOPBIN
TaKKE aKTyaJn3upyeT (PEMUHHYIO TEJECHOCTb, HO PACIPOCTPAHEH IPErMYyIe-
CTBEHHO B NAKUCTAaHCKUX Iropofax, B OOJbLIEH CTENEeHU NMPUHALJIEXa K JUCKYPCY
ropogckux cyokyspTyp (Frembgen, Jehangir, 2018) u He uMeromUI HENOCPEACTBEH -
HOrO OTHOIIEHHS K MAacCOBOM KyJjbType. Tem He MeHee, [Jid MAaCCOBOM KYJIbTYPbl
B 9TUX CTPaHAaX XapaKTEPHO BOCIIPUSITUS 0OPA30B )KEHCKOTO TeJIa, O KOTOPOM MULIET
Jlaypa Masnsu (Mulvey, 1976), noguepKuBaomias, 4To TejIo pefyLupyeTcs 4O 00beKTa
BU3YaJILHOTO, 3pUTEJIbHOTO BOCIIPUSITUSL CO CTOPOHBI IIOTPEOUTEIISI-MY>KIUHBI.

Ipyrum (pakTOpOM SIBJISIETCSI U TO, YTO MHIUICKAST KMHONPOLYKLS, KOTOpast
TaKKe aKTyaIU3MpPyeT U BU3YaJIU3UPyeT OOHAKEHHYI (DEMUHHYIO TEJIECHOCTD,
AaKTMBHO IIDOHMKAa€T HA HALMOHAIbHbIE KUHOPBIHKM COCEIHUX TOCYHApCTB,
HE TOJIBKO OCBauBasl X, HO U CTUMYJIMPYSI MECTHbIE KUNHOMHIYCTPUY KCILIyaTUPO-
BaTb QHAJIOTMYHBIE CIOKETbL. B 3TOM KOHTEKCTE 3aME€THA BTOPUYHOM WM [OAKe
TPETUYHOCTb B F€HE3NCE BU3YaJIbHBIX OOPA30B OOHAKEHHOTO TE€Jla B COBPEMEHHOU
MaccoBol Kyisbrype [lakucrana u baHrnazem, Tak Kak IOCJIEIHMAE B MX PaMKax
BO3HUKAIOT [0, BJAUSIHUEM KaK 3alafiHOM, TaK U MHIUNCKONM MAaCCOBOW KyJIbTYPBI.
[TocnenHI0I0 B HEKOTOPOW CTENEHU MOKHO BOCIIPUHUMATh KaK KyJIbTypy-IIOCPEZ-
HUKa, HO 3TOT (AKTOpP HE CJEeAyeT IIPeyBEeJIMYMBATh B YCJIOBUSIX COBPEMEHHOM
rinobanu3auyy KyJabTyphl, Korga u [lakucrad, n BaHriazem MMET BO3MOXKHOCTD
VMHTErpYUpOBaTh U aCCUMUJIMPOBATh MAaCC-KYJIbT, MUCIOJIb3YS 3alafHblil KaHOH Kak
[IEPBOMCTOYHUK.

[ToaTOMYy YHHBEpCATbHBIMU (POPMaMU BU3YaJIbHOTO ObITOBAHMS B KYJIbTYPHBIX
IIPOCTPAHCTBAX 3TUX CTPaH CTajy Takue cdepbl MAaCCOBOM KyJbTYpPbl KaK KUHO
(0T GOpManbHO OTHOCSILErOCSI K «BBICOKON» KYJIBTYPE OO «HU3KOTO» IIOPHO) U
JKypHaJibl, (PUKCHPYIOIIXE OCHOBHbIE TPEHIBl OOIIEeCTBa MOTpebseHus. B pamkax
TaKOW KYJIbTYPHOW MOJEJIM BU3yaJMn3alysi OOHaXKEHHON (PEMUHHOHN TEJIECHOCTU
VHTErpYpPOBaHa B 9KOHOMUUYECKYIO PALIMOHAJIBHOCTb PBIHKA, YTO CTAJIO CJIEJCTBUEM
IpeobsIalaHsl MEXaHUYECKOrO BOCIIPOU3BENEHUS, O 4YE€M B YACTHOCTU IHCAI
B. BenbsimuH (2013). V1 knHO, 1 neyaTHast NPOAYKLUMS (ECIIM HE PEAYyLIMPOBATh €€ 10
KyJIbTYPHOTO aHAaxXpOHM3Ma aHaJIoroBoy 3noxy) B [lakucrane u baHrzmagem HOCST
BTOPUYHBIN XapaKTep, aKTyaaus3upysd Kak MHAMICKOE, TaK M 3alafHOe BIIMSHUE.
B 3TOM KOHTEKCTE MaccoBast KyJbTypa B 4acTu ¢poTtorpaduu CKIOHHA (PUKCHUPOBATD
VIMEHHO TEJIO0, aKTyaJIN3UPYsl PA3/IMYHbIE U3MEPEHUS U NIPOSIBIIEHUS TE€JIECHOCTH, Ha
4TO yKasbiBasl PosiaH bapr, nmosaraBmmi, 410 «(OTO — 3TO OYKBAJIBHO 3MAHALIUS
dororpadupyemoro. OT peasbHOrO Tejia, KOTOPOE ObLIO TaM, OTAEIUIIVUCH W3JTY-
4YEeHMS1, KOTOPbIE NOCTUIJIM MEHS, MEHS, KOTOPbIA HAXOOUTCS 3[€Ch; HEBAKHO, KAaK

90



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539 /cmj.v3il.61

ZOJITO JIWJIACH ATa Mepefayda; (poTo NCUE3HYBLIETO CYLIECTBA [IPUKACAETCS KO MHE,
KaK 3aro3zajble Jyyu roraciein 3se3npl» (Barthes, 1980, p.16). BeposiTHO MMEHHO
Takre (YHKLUUN B ONPEAEJIEHHOW CTEIEHU BBIIIOJIHSIOT ITIOPOXKIEHHbBIE MACCOBOM
KyJIbTYPOY IJISSHLEBBIE )KyPHAJIbl, XOTSI [TOCJIEJHUE B OOJIbLIEN CTEIIEHN OPUEHTUPO-
BaHbl HA PHIHOK U Yy>KIbl TIOJOOHBIX PUI0COPCKUX pedIeKCUL.

Hanpumep, HECKOJIBKO MHIWVCKUX >KYPHAJIOB, YCJIOBHO OIIPEHEJISIEMBIX KaK
«MyXXCKue», Bkmouas: «Debonair», «FHM», «GQ (Indian edition)», «Man's World»,
«Maxim», «Royal», GOpMUPYIOT KaHOH IPEACTABIEHUN 00 KIIeaJIbBHOM >KEHCKOM
OOHXXEHHOM TeJIe, OCHOBAaHHOM HE TOJIbKO Ha €rO BU3yaJM3alliy, HO 1 Ha CEKCya-
JIM3alMM BU3YaJIbHBIX 00pa3oB. CamMbIM pafuKajabHBIM B cdepe BU3yaIM3aluu
TEJIECHOCTH 13 HUX sIBJIsIeTCs «Debonair», CTaBIIMi IONBITKOM TPAHCIUIAHTALIMN HA
PBIHOK MHIUNCKUAX MY>KCKUX M3JJQaHMI MIPUHLMIIOB, HA KOTOPBIX 0a3UPYETCSI MOZEIb
(hopMHUpOBaHUS U NPOLBIDKEHUS OPEHIA, UCIIOJIb3YyEMast APYITUM 60J1€€ N3BECTHBIM
KypHasioM «Playboy». [ToaToMy, npyHMMasi BO BHUMAHUE YHUBEPCAILHOCTb COBPE -
MEHHO! MaCCOBOH KyJIBTYPBI 1 ITOBCEMECTHOCTb €€ BU3YyaJIbHbIX 00pPa30B, BIIOJIHE
YMECTHO BCIIOMHUTb M cjioBa C. 30HTar, 1o MHEHUIO KOTOPOH, mporpecc poTo-
rpauu NpuBeJI B KyJIbTYPHOU cPepe K YCTAHOBJIEHUIO ITPUHLMIIOB «XPOHUYECKOTO
Byariepusma» (Sontag, 1977), B pamkax KOTOPOrO OOH&KEHHOE KEHCKOE TEJIO yTpa-
YUBAET CBOK KOJIJIEKTUBHOCTb, PEAYLMPYSCh [0 HECKOJIBKUX MEIMUUHBIX GUryp,
obOpeTamuX MPUOIU3UTEBHO OOIINM MM CXOIHBIM CMBICTI, YTO BEIET K 3PO3UU
OPUTMHAJIbHOCTH.

B aTO¥ cuTyauuy NpUMeYaTesibHO U TO, YTO HU B OOHOW U3 PACCMaTPUBAEMBIX
B cTaThe CTpaH KOKHOM A3uy, He CylEeCTByeT HalMOHAJIbHOW Bepcum «Playboy»,
HECMOTPSI HA 3HAUUTEJIbHbIE JOCTVDKEHVS B TPAHCIUIAHTALMY NPUHLMAIIOB MACCO-
BOCTU U CEPUITHOCTU B MECTHbBIE KyJIbTypHble KOHTEKCTHL. [10 Mepe pa3BUTHSI HALU -
OHAWIBHBIX (POPM MACCOBOM KYJIbTYPbl BU3yajlbHblE€ IIONBITKM (PUKCALMU OOHA-
JKEHHOUN (DEMUHHOH TesieCHOCTU B KOKHOM A3MM 0Ka3ajvcChb B METOM0JIOTMYECKOM
Tynuke, onucaHHoM b. I'poricom. CorsacHo b. I'povicy B pasButuu ¢ortorpadpumn
PaHO WJIM MO3IHO HACTYIAET CUTyalysi KOH(PIUKTA MEKIY KOMUEN U NOJJIMHHUKOM.
Eciy nop/iMHHUK — 4acCTh KyJIbTYPHOTO U COLMAJIBHOIO BDEMEHMU U, II03TOMY, UCTO-
pUYEH, TO KONUS — «BUPTyasbHA, 6€3MECTHA, a-UCTOPMYHA: OHA C CaMOro Havaja
NOSIBJISIETCS] KaK MOTEHLIMAIbHAsI MHOKECTBEHHOCTD» (['poric, 2006). PoTorpaduye-
CKHUe€ IOMNBITKU (puKcauyy (PEMUHHON TEJIECHOCTH, B TOM YUCJIE — U OOHAKEHHOM,
Ha paHHEM 3Tale HeCJAu B cebe 4epThl MOAJMHHOCTH, HO Mo Mmepe Tpuymda
MaCCOBOH KYJIBTYPbl M TOTPEOJIEHUSI YTPATWINA 3TO U3MEPEHUE, aKTyalU3UPOBAB
VIMEHHO CBOIO «2-UCTOPUYHOCTE.

OpHa M3 cambIX SIPKMX MONBITOK BU3yanM3aldyd OOHAKEHHON (HEeMMHHOU
TeslecHOCTU B [lakucrane, mpencraBieHHas ¢uiabmom «Gunahon Ka Sheher»
(2006, pexxuccep: Canp, Any XaH), HOCUT BTOPUYHBIN XapaKTep, OTpakasl OJHOBPE-
MEHHO VHJMVCKUE U 3alafHble CTUMYJIBL. B CpaBHEHMU C NIOCTEpPaMU MHIUNCKUAX
dunbpmoB 1noctepsbl «Gunahon Ka Sheher» (Msuttoctp. 40) npencrasisitorcs: 60see
4eM YMEPEHHBbIMU, OCHOBAHHBIMU Ha penykKuuu (PEMUHHON TEJIECHOCTU U
CKJIOHHOCTA K €€ yMOJIYaHMIO. B 3TOM KOHTEKCTE aKTyajmu3auys OOHAKEHHOU
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(PEMUHHON TEJIECHOCTU II€PECEKAETCS C IIOJIUTUYECKOUM U UAEOJIOTMYECKON
MIOBECTKOW [JHS IaKucTaHcKoro ¢emuHuama (Kamran, 2021), B 60JbII€N CTENEHU
COCPEOTOUYEHHOTO Ha pELIEHMM peasIbHBIX MPOOJIEeM M 3aliuTe IpaB >KEHIIVH
B OOLIECTBE, KYJIbTypHbIE OCHOBAaHUSI KOTOPOTO NMPOAOJIKAIOT OCTAaBAThCS MPENMYy-
II€CTBEHHO MAaCKYJINHHBIMMU.

Vnpuiickass maccoBasi KyJIbTypa WIPaeT pPOJib KaHOHAa Ha PEerruoHajibHOM
ypoBHE 1151 (YHKLUMOHUPOBAHUS AHAJIOTWYHBIX KYJIbTYPHBIX TPEHAAX B IaKU-
CTaHCKOM U GaHIJIaIeICKOM BEPCUsIX 0b1ecTBa NoTpedsieHusl. [10aToMy HEKOTOpbIE
NIAKVMCTAaHCKUE aKTPHUCHI [IPEJIIOUNTAIOT paboTaTh B VIHIMHY, KOTOpas IPENOCTaBIIseT
6osiee 1nbepasbHbIE YCJI0BYS, B TOM YUCIIE — U B cdepe BU3yaIn3aly OOHKEHHON
dpemunHON TesnecHoctu. Hanpumep, Texmuna Adasan (Tehmeena Afzal) smurpupo-
Basia u3 [lakucrana cHavana B MiHauio, a no3gHee B CIIIA: ee Bu3yasbHbE OOPa3bl
(Mnmoctp. 41) B 60sbLIEN CTENIEHN MHTETPUPOBAHBI B KAHOHBI MaCCOBOTO IOTPE0-
JIEHUS], HEXXEJIU B 3THUYHOCTD U TPAAULIMOHHOCTD, KOTOPYIO UMUTUPYIOT HEKOTOPbIE
VHIVNCKAE MOJEY, XOTS U OHAa IEPUOAMYECKU BBIHYXKAECHA PEeNyLMpOBaTh
(dheMuHHYIO TesleCHOCTh 1o ¢ortorpaduil B «3THOrpaduyeckom» cruse (Mmoctp.
43) nny BOOOIIE SKCILTyaTUPOBaTh ITOTEHIMA TeX 06Pa30B O BOCTOYHOM >KEHCKOM
TeJie, KOTOpble Ha 3anazie BO BTOPOM N0JI0OBUHE XX BE€KA BO3HMKJIM B paMKax aHUMa-
LJMOHHOT'O OPUEHTAIMCTCKOro auckypca (Mimoctp. 42).

[IpenBapuTesibHbIE€ BIBOAbI

[logBonss UTOrM CTaTby, BO BHMMAHUE CJIEAYET NMPUHMMAThH psl (HaKTOPOB,
CBSI3aHHBIX C BU3yaIM3alyell OOHAKEHHON (PEMUHHOM TEJIECHOCTU B U3Y4AEMBIX
MacCCOBBIX KYyJIbTypaXx.

Hcropuyeckn B paMKax KyJbTYpHBIX OUCKYypcoB Mupuu, I[lakucrana wu
Banrnagem CAOKWIUCE W Pa3BUBAJIMCh PA3jIMYHbIE CTpPATErMyd U IMOAXOMbI
K BOCIIPUSITUIO OOHQKEHHOW JKEHCKOW TEeJIECHOCTH, KOTOpPble ObUIA CBSI3QHBI
C PasHbIMU  IMPOEKTaMM  UJOEHTUYHOCTH, BapbUPYIOUMMUCA OT  MHAyM3Ma
110 aBPaaMUCTUYECKOrO PEJIMTMO3HOIO OYCKYpCa, IPENCTaBJIEHHOIO MCJIAMOM U
XPUCTMAHCTBOM. VIHIyCKUE, MCIIAMCKYE WU XPUCTMAHCKUE OCHOBAHMS UIEHTUY-
HOCTEH Pa3jIMYHbIE COOOLIECTB PETMOHA CTUMYJIMPOBAJIM HECKOJIBKO OTHOLIEHUN
K JKEHCKOMY TEJIECHOMY OOHaXeHuI0. Ecim MHAyMCTCKas Tpamuuusl OOIyCKasa
BU3YIN3ALMIO TIOJOOHOM (POPMOV TEJIECHOCTH, CTUMYJIMPYSl €€ MaTepuajibHble U
IIPOCTPAaHCTBEHHbIE (PUKCALMY, MPEICTaBIEHHbIE PEUMYIIECTBEHHO CKYJIBIITYD-
HbIMM U300pKEHUSIMU, TO MCJIaM U XPUCTUAHCTBO, IIPOHUKUIME HA TEPPUTOPUIO
IOHOU A3um nospnHee, HA0OOPOT, ObLIM CKJIOHHBI BOCIIPMHMMATL OOHaKEHHYIO
TEJIECHOCTb B PaMKax COJEPrKaTeJIbHO MHOW MOJIEJIM, OCHOBAHHOW HA PECTPUKLIUY 1
MaprvHajv3aluy BUJVMMOM U HAOJIOOAEMON BU3YaJlbHO OOHAKEHHOW >KEHCKOU
TE€JIECHOCTH.

Ec/im  MHOYMCTCKUI KyJLTYPHBIM KAHOH IIPEAyCMaTpuBajll HE TOJIBKO
dukcanuio OOHAKEHHOCTH, HO U TOIBITKYy I€pejadyud AEHCTBUI, COBEpPLIAEMBIX
TEJIOM / TeJaMy, TO IPyrhe PEJIUTMU PETMOHA OTHOCUJIMCH K TaKUM BU3YaJIbHBIM
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[IPAaKTMKaM KpavHe HACTOPOKEHHO WM JaKe BPaKIeOHO. IlogobHas cutyauuys
ObUIa XapaKkTepHas AJ1si TepputTopum FO>KHOV A31M Kak IOJIMKYJIBTYPHOTO U TIOJINU -
IEHTUYHOCTHOTO IMPOCTPAHCTBA B JOMOJIEPHBIN INEPUOJ, KOTJa IPaHULIbI MEXIY
Pa3/IMYHbIMU UJIEHTUYHOCTSIMU U COOOIIECTBAMU, KaK UX HOCUTEJISIMUA, MOTJIA ObITh
IIPOBEZIEHBI 60JIee WU MEHee YEeTKO. BpuTaHcKas KoJIoHMaIbHAsi MOLENb KYJIbTYP -
HOTO JOMMHWPOBAHUS HE BHECJIA PAIUKaJIbHbIX UBMEHEHUI B MOZIE/ U KaK QyHKLIM -
OHMPOBAHUS COOOLIECTB PETMOHA, TaK W WX BHEUIHEro MO3ULMOHUPOBAHUS,
BKJIIOYasl BU3YJIN3ALMIO T€JIECHOCTH.

VI3MeHeHus K TOAX0/IaM BUAUMOCTU / HEBUIMMOCTH OOHAXEHHOW (PeMUHHOMN
TeJIECHOCTU CTaJId 3aMETHbI B PETMOHE OTHOCUTEJILHO MO30HO — TOJIBKO B XX BeKe,
YTO OBLJIO CBSI3aHO KaK C MOCJEICTBUSIMU KOJIOHUAQJIBHOW MOJEPHU3ALMU, TaK U
pacTymeil MHTETpaluMy MECTHBIX KyJIbTYPHBIX IIPOCTPAHCTB B IJI00QJIbHBIE
KOHTEKCTbl. DTH TEHJEHLMU OOpeJU CTaTyC OOMUHUPYIOUMX II0CJIE TOrO Kak
Bpuranckas lHaus nepecTaeT CylleCcTBOBaTh, pacClaBUIMCh CHadasa Ha [Ba,
a r1o3gHee Ha TPU HE3aBHMCHMBIX rocygapcrsa — Muauro, [lakucran n banrnagem -
DJINTBl KOTOPBIX B TOW WM HHOU CTENEHU CTPEMUJIMCh K TPAHCIIAHTALUU
3anafHOM MOZENM PasBUTHS, MPOBOIS HE TOJIBKO MOJUTUYECKYID U 9KOHOMUYE-
CKYI0, HO KyJIbTYPHYIO U COLIMAJIbHYI0 MOJIEPHU3ALIUIO.

MopepHusanys, KOTOpast IpeycMaTpuBaa pacIipocTpaHeHue
Ha KyJIbTypHbIE TIPOCTPAHCTBA CTPaH PEeruoHa 3alafHbIX MoOJeJiel o00IecTBa
NOTPEOJIEHUSI 1 MAaCCOBOM KYJIbTYPBI, CYIIECTBEHHO M3MEHMJIA OTHOIIEHUE K TeJIeC-
HOCTU BOOOIIE Y OOHOKEHHOM (PEMUHHOM TEJIECHOCTU B YACTHOCTU. DKCIAHCHUS
TaKyX YXaHPOB 3alafiHOM MaCCOBOH KYJIBTYPbl KaK (PUJIbM, 3POTUYECKUI (UIIbM,
nopHorpaduyeckuii GpuibM, KOMUKC COJEVCTBOBAJIA BU3yaJIM3aluM OOHa)KEHHOU
>KEHCKOU TeJIeCHOCTH, IIpeBpallas e OJJHOBPEMEHHO U B MPeAMeT MOTpedsieHus, 1
B M300PETEHHYIO TPAOULMIO KyJIbTYphl 00LIeCTBa NMOTpebsieHus. TpaHCIaHTays
3aMaHbIX CUMBOJIMYECKUX KYJIbTYPHBIX aKTOB U JEWCTBUIA, BKJIIOYAss KOHKYPCBI
KpacoTbl U JE€MOHCTPAIMIO OfEXIbl MNPOPECCUOHATBbHBIMU MOMAESIMU, TaKXKe
BHECJIa KOPPEKTUBbI B (PYHKLIMOHUPOBAHME OOHAKEHHON (PEMUHHOHN TEJECHOCTU
B HAIJMOHAJIbHBIX KyJIbTYPHBIX [IPOCTPAHCTBAX.

dopMmupoBaHUE M Pa3BUTHE HALMOHAJIbHBIX KUHOWHIYCTPUHI TaK XK€ CTajlo
BaXHBIM (DaKTOPOM H3MEHEHUsI BOCHPUSITUS (HEMUHHON TeIeCHOCTU BOOOIE U
OOHXXEHHOCTU B YaCTHOCTH, YTO IIPUBEJIO K OTPAHUYEHHOMY OTKa3y OT MapryuHaju -
3allUM U CTUTMATU3aLMKU OOHAKEHHOTO YKEHCKOro Tesa. B 11e710M, Ha COBpEMEHHOM
aTane B KyJIbTYPHBIX [TPOCTPAHCTBAX M3y4a€MOrO PETMOHA COPYHKLUMOHUPYIOT [1BE
TEeHJIEHIIMY, [PEACTaBJIEHHbIE, C OOHON CTOPOHBI, IONBITKAMU WHTErpalun
B KAHOHbI MAaCCOBOM KYJIbTYPbI OOILIECTBA NOTPEOIEHNS, U, C APYTOU, TPAAULIMOHHOMN
PEJIMTMO3HON asbTePHATUBOW. Eciu nepBasi BOCIPUHUMAET OOHKEHHYIO (PEeMUH -
HOCTb KaK JIQHHOCTb, I0J1arasi, YT0 OOHaKEHHOE YKEHCKOE TeJI0O MOXXET ObITb WU
YACTBIO KyJIBTYPHOTO KOJIQ, WIX 3JIEMEHTOM Pa3/IMYHbIX MAPKETHMHTOBBIX CTPATETU,
TO BTOpasl CUMTAET TaKyl0 BU3YIM3ALMIO 'PEXOBHOM, HENPUEMJIEMOM WJIM, KaK
MUHVMYM, U3JIUIIHEN.
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D4

OCHOBHOW TEHIEHLIMEN Pa3BUTUSI JKEHCKOU TesieCHOCTY B FOKHOI A3un, Bepo-
SITHO, OyZI€T OCTaBaThCsl MACCOBAsl KyJIbTypa, KOTOPask 331a€T Ha aKTyaJIbHOM 3Tarle
TPEHAB! MO3ULMOHMPOBAHUS, aKTyIM3alUU U BU3yaJIu3allud OOPa30B OOHAKEH -
HOTO >KEHCKOTO TeJIa B KyJIbTYPHBIX M COLIMAJIbHBIX IIPOCTPAHCTBAX, YTO, BEPOSITHO,
OKOHYATEJIbHO IIPEBPATUT OOHAKEHHYI0 (DEMMHHOCTb B MU300PETEHHYIO TPAIULIMIO,
a TOMBITKY €€ BU3YyaIN3aldMd — B KYJITYPHBIE MPAKTUKU, PELyLUPYs] BO3MOXKHBIE
NIPOSIBJIEHUSI OOH2XXEHHOCTU [0 OTHEJIbHBIX CETMEHTOB KyJIbTYPbl OOIIEeCTBa
NOTpe6JIEHUsT — OT KOHKYPCOB KPacOThl [I0 MOPHO, XOTSl 006a 9TU CEerMeHTa OynyT
B OJIMHAKOBOM CTENEHU PYKOBOLCTBOBATLCS JIOTMKOW PBIHOYHOW LI€Jeco00pas-
HOCTH, OPUEHTHUPYSICh Ha CIIPOC U MPeJIoKeHNE B COOTBETCTBYIOMINX KYJIbTYPHbBIX U
CHMBOJIMYECKUX CETMEHTAX COBPEMEHHOT'O PhIHKA.

HNnmoctpanuu

Hnmroctp. 1 - 4. CKyabpITYphI XpaMmoBOro komiyiekca Kxagskypaxo, X - XI BB.
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CpenHeBeKoBasi CKyJIBIITYpa B COBPEMEHHOM VIHIMN aKTyanusupyeT Kak IPEEMCTBEHHOCTb B BU -
3yaim3anyy O6Ha)KEHHOM TE€JIECHOCTH, TaK U AeJaeT BUAVMMBIMU COLMAJIbHBIE U KyJIbTYPHBIE
poTuBOpeuns. HecMOTps Ha 3HAYUTEJbHBIN TPAAULMOHAIMCTCKUN U PYHAAMEHTAINCTCKUAN

TPEH]], B COBpDEMEHHOM MHAUICKOM OOIIECTBE XPaMOBasl CKYJIBIITYPa, aKTyaJIU3UPYyIOIasl BU3Y -
aJIbHbIE NTPOSIBJIEHUS 9POTU3MPOBAHHON TE€JIECHOCTH, C OJHOW CTOPOHBI, HE pa3pymaercs QpyH-
IaMEHTaIMCTaMU, BOOOPaKasiCh Kak 4acCTb MCTOpUYecKoro Hacaeausi. C Apyroi CTOPOHBI,

COBpEMEHHbIE (POPMBI BU3yaNIn3aluy TEJIECHOCTU B IUCKYPCE MAaCCOBOM KYJIbTYPBI, BKJIIOYAsl KU -

HeMaTrorpad, IOPHO ¥ KOMUKC CTAJIKUBAETCS C OOLIECTBEHHBIM ITIOPULIAHUEM U OCY>KI,EHUEM HE -

CMOTPSI Ha HAJINYME MECTHBIX MCTOKOB, UTO HE MO3BOJISIET ONPENENTh IIPUCYTCTBUE TEIECHOCTU

B MHAUICKOM MaCcCOBOH KYJIbTYP€E KaK IIPOSIBJIEHME TOJIbKO 3al1aIHOTO BJMSIHUSL.

Ilustr. 1 - 4. Sculptures of the Khajuraho temple complex, 10th-11th centuries.

Medieval sculpture in modern India actualises both continuity in the visualisation of naked
physicality and makes social and cultural contradictions visible. Despite a significant traditional-
ist and fundamentalist trend in modern Indian society, temple sculpture, which actualises the
visual forms of eroticised corporeality was not destroyed by fundamentalists, imagining it as
part of the historical heritage. Modern forms of visualisation of corporality in the discourse of
mass culture, including cinema, porn and comics, face public censure and condemnation de-
spite the presence of local origins, which does not allow us to determine the presence of corpo-
rality in Indian mass culture as the result of Western influence only.
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HUnmoctp. 5. Kpumaa u Pagxa B 6ecenke

“Kpumna u Pagxa B 6ecesike” — IpuMep MHIUNCKOIO UCKYCCTBA 18 BeKka — aKkTyaln3upyeT HOBbIE
¢opmbl Busyanuzanyuu GeMUHHON TeJeCHOCTH, aKTyaln3upysl OLHOBPEMEHHO KaK HOBallUM, TaK
Y 3HAYUTEJIbHYIO poJib Tpanuuny. DeMruHHas TeNeCHOCTh B 9TOM KOHTEKCTe ellle He UrpaeT
CaMOCTOSITeJIbHOM POJid, €€ QYHKIUM BTOPOCTENEHHBI, IOAYEPKUBAsI JOMUHUPOBAHUS MACKy -
JIMHHOTO Tesa. [Tomo6Hble KAPTHUHBI TEM HE MEHee CTaju BasKHbIM (PaKTOPOM B MCTOPUU BU3ya~-
nn3anuy GEeMUHHOMN TeJIECHOCTY B UHAUMCKOM KYJIbTyPE, IIPeIBOCXUTHUB HOBblE€ TeHIEHLINH,
CTaBlLINME TOMUHUPYIOIMUMU B 19 Beke, Korja GeMUHHHOE TeJIO 0OPETaeT CaMOCTOSATE/IbHOE 3Ha -
YeHue.

Illustr. 5. Krishna and Radha in a Pavilion

“Krishna and Radha in a Pavilion” is an example of 18th century Indian art - actualises new forms
of visualisation of the feminine corporality, actualising both innovations and the significant role
of tradition. Feminine corporality in this context does not play an independent role yet, its func-
tions are secondary, emphasising the dominance of the masculine body. Such paintings never-
theless became an important factor in the history of the visualisation of the feminine corporeal-
ity in Indian culture, anticipating new trends that became dominant in the 19th century, when
the feminine body got an independent meaning.
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Unmnroctp. 6. Aanunapanar Tarop “Mars Ungus”, 1905

Kaprtuna «Matb VIHIMSA» akTyanusupyeT BUYalIn3aluio TEJIECHOCTU B UHOUNCKOM KYJILTYPE U ee
COMKEHUE C Ue0J0TNYeCKUMHU IIEeHHOCTSIMY HallMOHAIMCTUYECKOTO BOOOPaKeHMsI, KOTOpoe
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aKTMBHO Y NPOJBUTao 06pa3 MHINY KaK MOJIMTUYECKON U STHUYECKOY POAUHBI UHAYCOB. Takas
TpaHcdopmalysl B U€0JI0TUY HAlMOHAIM3Ma CTajla CJIe[ICTBUEM IPOLECCOB KyJIbTYPHON MO~
IIepHM3ALMY, YTO [IPUBEJIO K [TOSBJIEHUIO OPUTMHAJIBHBIX U300PETeHHBIX TPAIULIHI, KOTOPbIE aK-
THBHO MCIOJIb30BaJIM NOTEHLIMAJ BU3YaInu3aluy BOOOPaKAEeMbIX UI€a/IbHBIX [IOJIUTUYECKUX
KOHCTPYKTOB. «MaTb MHIMsI» Tak Xe cTaja marom K Judbepanusalyy 1 Noautusauuy GeMuHHON
TEJIECHOCTHU, YTO B NIOCJIEYIOLME TO/Ibl CYIIECTBEHHO PACHIMPUIIM CIIEKTP €€ BO3MOXKHBIX U [0~
IIYCTMMBIX BU3yaJIN3alui, BKJIl04Yasi OGHaXXEHME XEHCKOr0 TeJa, 4TO aKTyaJIu31pOBajo Ipeem-
CTBEHHOCTH C 60Jiee paHHUMU TPAAULUSIMU MHIWUICKON KyJIbTypbl, KOTOpAs elle He ycIesa
CTaTh OOBEKTOM €BPOIEICKOTO BIUSHUS.

Mlustr. 6. Abanindranath Tagore “Bharat Mata”, 1905

The painting “Bharat Mata” actualises the visualisation of physicality in Indian culture and its
convergence with the ideological values of the nationalist imagination, which promoted the im-
age of India as the political and ethnic homeland of the Hindus too actively. Such transformation

in the ideology of nationalism became the result of the processes of cultural modernisation,
which led to the emergence of original invented traditions that used the potential of visualising
imagined ideal political constructs. “Bharat Mata” also became a step towards the liberalisation
and politicisation of feminine corporality, which in subsequent years expanded the range of its
possible and permissible visualisations significantly, including the exposure of the female body,
which actualised the continuity with earlier traditions of Indian culture, which had not become
an object of European influence.
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HUamoctp. 7. Hnsmroctp. 8. HUnmocTtp. 9.
Xemen Masymaap Xemen Masymaap Xemen Masymaap
“Dilli ka Laddu” «Tosyb6oe capu» «06pa3s»
Illustr. 7. Illustr. 8. Illustr. 9.
Hemendranath Mazumdar Hemendranath Mazumdar Hemendranath Mazumdar
“Dilli ka Laddu” “Blue Swari” “Image”

Kaprunel XemeHna Masymaapa akTyaJM3upyloT KYJIbTYPHbIE U UHTEJUIEKTYaJIbHbIE CTUMYJIBI U
BJIMSIHUSI GPUTAHCKOTO KOJIOHWAIN3Ma Ha UHMAMCKYIO )KUBOIKCh B KOHTEKCTaxX BU3yaln3alun
deMrHHOM TesecHoCTU. OOHA)KEHME UCII0JIb30BaIOCh He 00Jlee YeM XY 0’KECTBEHHBII IIpreM, a
caMa TeMaTuKa KapTUH U X KOMIIO3ULMS [IOAYEPKUBAIOT, YTO XeMeH Masymaap cienoBal 3a
eBponerickumy obpasuamu. HauyoHansHoe 1 TeM 60jiee HalMOHAIMCTUIECKOE U 3THUYECKOE, C
OJIHO¥1 CTOPOHBI, B 3TO CUTyallUU ObLIIO BTOPOCTENEHHBIM PakTopom. C Ipyroi CTOPOHHL, Xe-
MeH MasyMIap BHEC 3HaYMTeJIbHBINA BKJIAT, B TpaHCPopmanuio camux GOpM U CTpaTeruii Busya-
nu3auun GeMUHHON TesiecHocTu. KapTunsl XemeHa Masymzapa 3aHUMAlOT POHTUPHOE MOJIO-
>KEHME B UCTOPUU UHIUVCKOTO UCKYCCTBA, aKTyaJIM3UPYs TEHIEHIINN [I0CTENIEHHOTO KpU3Kca
«BBICOKOT'O MCKYCCTBa» M HauaBLIETOCs IIepexojia K MaCCOBOU KyJbType, KOTopasi B 60bIeit
CTEIeHU COOTBETCTBOBAJIA KYJIbTYPHBIM 3alIPOCAM Y IIOTPEOHOCTSIM JMHAMUAYHO HALIMOHAIN3U -
POBAaBILIEroCsl UHAUICKOro 061eCcTBa IOTOMY YTO OHO HYXXAJIOCh B IPYTMX 00pa3ax Tesa, KOTo-
phle cTasny 6bl OIHOBPEMEHHO U MACCOBBIMU, U HALIMOHAJIMCTUYECKUMU.

The paintings of Hemen Mazumdar actualise the cultural and intellectual stimuli and influences
of British colonialism on Indian painting in contexts of the visualisation of the feminine corpo-
rality. The nudity was used as nothing more than an artistic device, and the very subject matter
of the paintings and their composition emphasise that Hemen Mazumdar followed European
patterns. On the one hand, the national, and even nationalist and ethnic, was a secondary factor
in this situation. On the other hand, Hemen Mazumdar made a significant contribution to trans-
formations of the very forms and strategies for visualising the feminine corporality. The paint-
ings of Hemen Mazumdar occupy frontier positions in the history of Indian art, actualising the
tendencies of the gradual crisis of "high art" and the beginning of the transition to mass culture,
which was more in line with the cultural demands and needs of the dynamically nationalising In-
dian society because it needed other body images that could be both mass and nationalist.
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HNanmnocrp. 10. Maxages BumBanar Jlypanzap. «Kpumna u Pagxa»

Illustr. 10. Mahadev Vishwanath Dhurandhar. «Krishna and Radha»
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Hnnroctp. 11. Maxages BumBanat Jypangap «lIuBagxku u goub Cyoenapa»

Hlustr. 11. Mahadev Vishwanath Dhurandhar «Shivaji and Subedar's Daughter»
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Hnmoctp. 12- 13. Maxages BumBanat Jlypanaap. AKBapejbHbI€ HIJIIOCTPAallHH Pa3JIHYHbIX
CTHJIEH, KOTOPbIE HOCAT >KeHIIHHBI B FO>KHOM A3Hm.

Ilustr. 12 - 13. Mahadev Vishwanath Dhurandhar. Watercolor Illustrations of different styles
worn by women in South Asia.

102



Corpus Mundi. 2022. No 1 | ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539 /cmj.v3il.61

ye (@3
ad oA
HR.
Wtk ik B0l B8,

i Wbor wl Wiz s 5w
Hnnioctp. 14. MaxageB BumBanar Jlypangap. O6/105KKa >KypHasa «Visami Sadi», 1916

Mlustr. 14. Mahadev Vishwanath Dhurandhar «Visami Sadi» 1916 Magazine cover

Hacnenue Maxanesa Bumsanara JlypaHjapa akTyaan3upyeT HECKOJIbKO TEHIEHIMI, KOTOpble
OIPENENISAIA OCHOBHBIE BEKTOPbI Pa3BUTUS UHANICKOM KUBOIIMCU B IIEPBOU I10J10BUHE 20 BEKa,
BKJIIOYAsl pa3jIM4Hble CTPAaTeruy Busyanusauny peMrnHHoi TesecHocty. OGHa)KeHHas Tesiec-
HOCTb, C OJJHOV CTOPOHBI, XapaKTePHA 1J1 KAPTUH XYJ0)KHMKA B MEHBIIEN CTEIIEHN YEM TPaLy-
LJMOHHAs1 U 3THOrpadu3rupoBaHHas TejleCHOCTb. C IpYyroil CTOPOHBI, TEJIECHOCTh B BU3yallbHOM
nuckypce Maxazesa BumBaHnata [lypaniapa Ha4MHaeT pearnpoBaTh Ha COLMA/IbHbIE IOTPEOHO-
CTH ¥ KyJIbTYPHbIE 3aIIPOCHI PAaHHETrO (POPMUPYIOLIETOCS 00IEeCTBA IOTPEOIEHMS. DTU TEHOEH -
LMY aKTyaJu3uPOBAIU €ro MONBITKY BU3yalausauuyu GeMUHHON TeIe€CHOCTU JJIsl OTKPLITOK U

JKypHAJIOB.

The heritage of Mahadev Vishwanath Durandar actualises several trends that determined the
main vectors of development of Indian painting in the first half of the 20th century, including
various strategies for visualising the feminine corporality. Nude physicality, on the one hand, is
less characteristic of the artist's paintings than traditional and ethnographised physicality. On
the other hand, corporality in the visual discourse of Mahadev Vishwanath Durandar begins to
respond to the social needs and cultural demands of the early emerging consumer society.
These trends actualised his attempts to visualise the feminine corporality for postcards and
magazines.
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Hnmioctp. 15. PaBu Bapma, «Tilottama» (1896)  Hasioctp. 16. PaBu Bapma, «Pururavas aur
Urvashi» (1890)
Ilustr. 15. Ravi Varma, “Tilottama” (1896)
Illustr. 16. Ravi Varma, “Pururavas aur Ur-
vashi” (1890)

dopmbl BU3yannsauyu 06HaXXeHHON (eMUHHON TeJIECHOCTH B UHJIUICKOM KyJIbType BTOPO
II0JIOBUHBI 19 BEKa B yCJIOBUSIX €BPOIIEICKOTO BJINSHUS: OOHA)KEHHOCTb PEAYLMPOBaHa U
MpeJCTaBIeHa B MEHBIINX MACIITA0ax B CDaBHEHUU CO CPEIHEBEKOBOM NHIYUCTCKON
TPaJUALMOHHOM CKYJIBIITYPOH, 4 CaMa KOMIIO3MLMS KAPTHH aKTyaJM3upyeT €eBPOIIENCKOe
BiugHye. KapTunel PaBu Bapma ctany BasKHBIM 3TallOM B KyJIbTYPHOM II€EPEXOLE OT «BbICOKOM»
KyJIbTYPbl K JOMUHUPOBAHUIO CEPUITHO BOCIIPOM3BOAMMBIX U300PKEHUN, (PUKCUPYIOMIUX
TEJIECHOCTb, B MACCOBOM KYJIBTYPE.

Forms of visualisation of naked feminine corporality in Indian culture of the second half of the
19th century under conditions of European influence: nudity is reduced and presented less in
comparison with medieval Hindu traditional sculpture, and the composition of the paintings ac-
tualises European influence. Ravi Varma's paintings were an important stage in the cultural
transition from "high" culture to the dominance of mass-produced images as form of visualisa-
tion of physicality in popular culture.
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FROM THE DIRECTOR OF JISM

HOME B TanNMNT
ONE LINE CINEMA PRESEN

GET ADDICTED... THIS MONSOON

FROM THE DIRECTOR OF JISM - EAGLE HOME ENTERTAINMENT
EAGLE HOME ENTERTAINMENT & ONE LINE CINEMA PRESENTS
SONE EMA PRISINTS
FROM THE

DIRECTOR OF JISM

AN
AMIT SAXENA
Film

GET ADDICTED.. I/

THIS MONSOON

Introducing :
POONAM PANDEY,
SHIVAM

<

Hanmroctp. 17, 18, 19, 20. Iocrepsl kK puabmy «Nashay (2013)

Mlustr. 17, 18, 19, 20. Posters for the film "Nasha" (2013)

[Tocreps! k punbmy «Nasha» (2013) AMurta CakceHa cTasy BaXXHOM MOIBITKON KaK BU3yaIU3aluu
06HaKEHHO! (EMUHHOM TE€JIECHOCTU B MHJIMICKOM MacCOBOM KyJIbTYpP€, TaK U JIETUTUMAlUU ee

IIPUCYTCTBUS B O6IIL€CTBCHHBIX IMPpOCTPAHCTBAXx.

The posters for Amit Saxena’s film “Nasha” (2013) became an important attempt both to visualise
the naked feminine body in Indian popular culture and legitimise its presence in public spaces.
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JEEkT
REVENCE ..

' VIKRAM BHATT
Brosanta

A VIVEK AGNIHOTRI FiLm

M KAPDOR,
Btarving | GULSHAN DEVAIYA [SHAITAN FAME], PADLI DAM NIKHIL DWIVED!, MOHA
JOV SENGUBTA, SALRASH DUDEY, IRAVATI HARSHE, BHAIRAYI GOSWAM, OODAL BINGH

N ENEANBERE |

IN CINEMAS

18™ JuLY

HnmocTp. 21, 22, 23, 24. Tloctepsl K punbmam «Hate Story» (2012) u «Hate Story 2» (2014)
Mlustr. 21, 22, 23, 24. Posters for the films «Hate Story» (2012) u «Hate Story 2» (2014)
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i
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ALT ENTERTAINVENT 8

21st MARCH

Hnmoctp. 25, 26, 27, 28. TlocTepsl K puabmy «Ragini MMS 2» (2014)
Ilustr. 25, 26, 27, 28. Posters for the film "Ragini MMS 2" (2014)

I[TocTepbl MHANICKUX GUIBMOB aKTyaJIU3UPYIOT PA3JIUYHbIE CTPATETNY BU3YaIN3aLUU (PEMUH -
HOMH TesiecHOCTU. OOHaKEHUE — OJIHA U3 OCHOBHBIX CTPaTEruil, KoTopas popMUpyeT 006pasbl
JKEHCKOTO Té€Jjla B COBDEMEHHON UINUICKON MAacCOBOM KyJsbType. C O4HOM CTOPOHDI, ITPUHLAIIBI
(OpMUPOBAHNUS )KEHCKOTO TeJa B BU3yaJbHOM UCKYCCTBE, KOMIIO3ULMS IOCTEPOB, UX CTUIUCTH -
Ka BTOPUYHBI, TaK KaK CUMYJIMPYIOT 1 UMUATHPYIOT aHAJIOTUYHbIE TEHIEHIUY B PA3BUTHH 3a11afl~
HOU MaccoBOU KysbTypbl. C Ipyroii CTOPOHBI, UHAUICKUI OIIBIT BU3yaan3aluu OOHa)KEHHOU ¢e-
MWHHOM TEJIECHOCTU Y €€ UHTErpaliuy B BU3yaJbHblE IPOCTPAHCTBA MAaCCOBOM KYJIbTYPHI SIB-
JISIETCS HE TOJIbKO YHUKAJIbHBIM 1171 pernoHa FO>kHOU A3uy, HO ¥ UTPAET poJib [IOCPEIHUKA B
npuobimenun Ilakncrana u baHryanen K aHaJIOTUYHBIM KYJIbTYPHBIM T€HIIEHLIMSIM, XOTSI CTEIIeHb
BU3yaIn3alnd OOHA)KEHHOTO Tejla B MACCOBOM KYJIbType 3TUX IPEUMYLIECTBEHHO MYCYJIb-
MaHCKUX r'OCyJapCTB MEHbLIE 4eM B MIHIUM.

Posters of Indian films actualise various strategies for visualising the feminine corporality. Expo-

sure is one of the main strategies that forms the images of the female body in modern Idian
mass culture. On the one hand, the principles of the formation of the female body in visual art,
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the composition of posters, their style are secondary, as they simulate and imitate the same
trends in developments of Western mass culture. On the other hand, the Indian experience of
visualisation of the female nude and its integration into the visual spaces of popular culture is
not only unique for the South Asian region, but it also plays the role of an intermediary in intro-
ducing Pakistan and Bangladesh to similar cultural trends, although the degree of visualisation
of the naked body in popular culture of these predominantly Muslim states are less in compari-
son with India.

an I'H"l"ﬂ Emlﬂ.!" .MHI'H’!—'

MAY 2013

Hnmroctp. 29. Iloctep aHumanuoHHOro ¢puibma «Savita Bhabhi» (2013)
Mlustr. 29. Poster for the animated film "Savita Bhabhi" (2013)
[Toctep u cam QuibM AEMOHCTPUPYIOT 3HAUUTEJIbHBII [I0TEHIMAJ NHINIICKON MacCOBOM

KyJIbTYPbI B BU3yaJIM3allMY 1 aKTyaJnu3alyy 00pa3oB 0OHa)KEHHOUN (eMUHHON TeJIeCHOCTH,
CTpeMsICb OOOMTH KaK 3arpeT Ha paclpoCTpaHeHue opHorpaduy, Tak U aKTyaau3upoBaTh
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KOHTUHYUTET C 60JIe€ PaHHEN KyJIbTYPHOM TPaJULMEN CEKCYaIn3aluy )KEHCKON T€JIECHOCTHU.

The poster and the film itself demonstrate the significant potential of Indian pop culture in the
visualisation and actualisation of images of naked feminine physicality, seeking to circumvent
both the prohibition on the distribution of pornography and actualise the continuity with the

earlier cultural tradition of the sexualisation of female physicality.

Hnmioctp. 30 - 31. [Ipumepsl BU3yain3al M CEKCyaJIM3HMPOBAaHHOM (PEMHHHOMH TeJIECHOCTH B
COBpPEMEHHOH HHIHNCKOM MAacCOBOH KYJIbTYpe.

Komukc «Savita Bhabhi» akryanusnpyer pasingHble CTpaTerny akTyaansalyuy 06Ha)KEHHOCTH
(peMUHHOTrO TeJsa B BU3yaJlbHOM JUCKYPCE COBPEMEHHOI MacCOBOM KyJIbTypbl B IHIUWN,
VIMUTUPYS U CUMYJIAPYS 3THAUYECKUE U TPAIULMOHHbLIE MOTUBLI B MOJIE, aKTyaIM3UPYs

610JIOrMYECKME Y AHTPOIIOJIOTUYECKUE ITPOSIBJIEHNUS T€JIa TEJIECHOCTH.

Mlustr. 30 - 31. Examples of visualisation of sexualised feminine corporality in modern Indian
mass culture.

The "Savita Bhabhi" actualises various strategies for promotion of the nakedness and naked fem-
inine body in the visual discourse of modern mass culture in India, imitating and simulating eth-
nic and traditional motifs in fashion, actualising the biological and anthropological dimensions
of the body and corporality.
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HUnmioctp. 32. Dctep BukTopua A6paxam HUnmoctp. 33. Unapanu Paxman

INlustr. 32. Esther Victoria Abraham IMlustr. 33. Indrani Rahman

Odunuanbhele pororpaduu OLHUX U3 MEPBLIX I06EIUTEIbHAL, KOHKYpCa KpacoTsl «Mucc
MHuaus» Bo BTOpoi nosioBuHe 1940-x 1 B Havyase 1950-X IT. aKTyaJIu3upPyIOT HECKOJIBKO
TEHIEHUUI BU3yaJn3alyy Tejla KaK HallMOHAJIbHOTO U THUYECKA MapKMPOBAaHHOTO,
006J1a4€HHOTO B TPAJAULIMOHHbBIE OJleKAbl. PAHHNE MONBITKY TPAHCIJIAHTALUY 3aM1aJHBIX
KyJIbTYPHBIX [TPAKTUK ObLIM OTMEUYEHBI CTPEMJIEHMEM KaK K 3THU3ALIUY TeJIeCHOCTH, TaK U
MaKCHAMAaJIbHOW PenyKLUU OOHaKEHHOCTH.

Official photographs of some of the first winners of the Miss India beauty pageant in the second
half of the 1940s and early 1950s actualise several trends in the visualisation of the body as na-
tional and ethnically marked, and dressed in traditional clothes also. Early attempts to trans-
plant Western cultural practices were marked by a desire both for the ethnicisation of corporal-
ity and the maximum reduction of nudity.
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HUnmoctp. 34 - 35. TauBu Boitac, Mucc Uuaus 2008

Hlustr. 34 - 35. Tanvi Vyas, Miss India 2008

Cryctsd 60 sieT nocie NosIBJIEHUS Ha MOJIMTUYECKOE KapTe MUpa He3aBucumon Mugun
VHIMIICKOE 00IIEeCTBO MPOOJIKAJIO CYIECTBOBATh KaK MIOCTKOJIOHUAIBHOE, COYeTas STHUYHOCTD
C TEeHJEHIMSIMU KyJIbTYPHOH robanuzanun. Gotorpaduu Mojeseil B STHUIECKOM CTUIIE
OJHOBPEMEHHO BU3yaJIM3UPOBAJIM U aKTYaAJIN3UPOBAJIN KaK IIPUBEPKEHHOCTb BU3yaJIbHOMY
TPagULMOHAIN3MA, TaK ¥ €r0 UMUTATUBHBIN ¥ CUMYJISILMOHHBINA XapakTep. BuzyanbHo
MOAYEPKHYTAasl, BOOOPa)KEHHAs, STHUYHOCTb MOKET COUETAThCS C aKTyaIn3al i OUOJIOTUIECKON
T€JIECHOCTU UHTETPUPOBAHHON B KAHOH IIPEJCTaBJIEHUI O KPAcoTe U UIeajlbHOM TeJle O0LecTBa
MoTpe6IeHUsT

60 years after the emergence of independent India on the political map of the world, Indian so-
ciety continued to exist as a post-colonial society, combining ethnicity with the trends of cul-
tural globalisation. Photographs of models in ethnic style visualised and actualised both the
commitment to visual traditionalism and its imitative and simulation nature simultaneously. Vis-
ually emphasised and imagined ethnicity can be combined with the actualisation of biological
corporality integrated into the canon of ideas about beauty and the ideal body of the consumer
society
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Hnmroctp. 36 - 37. AHxesnuka Taxup, Miss Pakistan World 2015

Illustr. 36 — 37. Anzhelika Tahir, Miss Pakistan World 2015

Hnmroctp. 38 - 39. Apeenyk lllayaxapu, Miss Pakistan World 2020

Hlustr. 38 - 39. Areej Chaudhary, Miss Pakistan World 2020

[TakucTaH, cTpaHa ¢ MyCyJIbMaHCKUM GOJIBIIMHCTBOM M O(PULIMAJILHO MCJIAMCKas PECITy0IMKa,
KOTOpasi NpUOOIINIaCh K KOHKYPCaM KPacOTbI KaK «M300PETEHHBIM TPAIULMSIMY CITYCTSI
HECKOJIbKO EeCSTUIEeTUi nocie VIHIWY, IEMOHCTPUPYET OBICTPbIE TEMIIBI CKOPOCTHU
COLMAJIbHBIX Y KYJIbTYPHBIX UBMEHEHMI 1 TPaHCHOPMALUI OTHOLIEHUS K OTKPBITOM
BU3yanu3auuy GEMUHHOM TeJeCHOCTU. Budyannusanus tesa npegycMaTpuBaeT MOYTH
00513aTeJIbHOE OTPAKEHNE TPAIULMOHHOCTH U 3THUYECKUX MOTUBOB, XOTS KOJIMYECTBEHHO B
MaKVCTaHCKOM CEIMEHTE MHTEPHETA STHU3UPOBAHHAS TEJIECHOCTh IBHO NPOUTDPLIBAET
O0OHa)KEHHOM U CEKCYyaIn3UPOBAHHON TEJIECHOCTU MAaKMCTAHCKUX MOJeJei

Pakistan, a Muslim-majority country and officially an Islamic republic embraced beauty
pageants as an "invented tradition" a few decades after India, but demonstrates the rapid pace of
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D4

social and cultural changes and the transformations in attitudes towards the opened visualisa-
tion of the feminine corporality. Visualisation of the body provides for an almost obligatory re-
flection of traditionality and ethnic motifs, although quantitatively in the Pakistani segment of
the Internet, ethnicised physicality clearly loses to the naked and sexualised physicalities of
Pakistani models
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Hnmioctp. 40. IToctep nakucranckoro ¢puabma «Gunahon Ka Sheher», 2006

Illustr. 40. Poster for the Pakistani film "Gunahon Ka Sheher", 2006

[Toctep nakucranckoro ¢punbma «Gunahon Ka Sheher» (2006) pexxuccépa Canpa Anu XaHa
aKTyaJU3UPYeT T€ IPOTUBOPEYMS B BU3yaIn3auuy GEMUHHON TEJIECHOCTU, KOTOPbIE
XapaKTepHbI JJIs1 MACCOBOM KYJIbTYpPhI B COBpeMEHHOM [lakucrane. B oTimyne oT UHAUNCKUX
CTpaTeruil BU3yannsaluuu OOHKEHHON (PEMUHHOU TeJIECHOCTU KEHCKOE TeJIO B BU3YaJIbHOM
IVICKypC€E TIaKMCTAHCKOV MaCcCOBOM KyJIbTYPEL, C OZJHOM CTOPOHBI, HE UTPAET CAMOCTOSTEILHON
POy, IOIOJHASA JOMUHUPYIOILYIO MACKYJIMHHYIO T€JIECHOCTb. C IPYroil CTOPOHBI, CTEINEHD
O0OHA)KEHHOCTH BU3YaJIbHBIX KEHCKMUX 0OPa30B B IAKUCTAHCKOM CJIyyae MUHMMAaJbHA B
CPaBHEHUY C aHAJIOTUYHBIMU SIBJIEHUSIMU B UHJMICKOM OOIIECTBE [TOTPEOIEHMUSL.

The poster of the Pakistani film "Gunahon Ka Sheher" (2006) directed by Said Ali Khan actualises
contradictions in the visualisation of the feminine corporeality that are characteristic of mass
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culture in modern Pakistan. In contrast to the Indian strategies for naked feminine corporeality
visualisation, the female body in the visual discourse of Pakistani mass culture, on the one hand,
does not play an independent role, complementing the dominant masculine corporality. On the
other hand, the degree of exposure of visual female images in the Pakistani case is minimal in
comparison with similar phenomena in the Indian consumer society.

HUnmoctp. 41, 42, 43. AMepuKaHO-HHAUICKass MOJeJIb U aKTPHCa ITaKHUCTaHCKOTO
npoucxoxgenus Texmuna Ap3zan

BusyasibHble 06pa3bl 9TOM aKTPUCH! M MOJIEJIN MAKMCTAHCKOTO TIPOUCXOXK/EHUS aKTYaIU3UPYIOT
OCHOBHbIE TPeH/IbI U TEHAEHIUY B aKTyann3auuy GeMuHHO TeJIeCHOCTH, ITpeCTaBlIeHHbIe BO-
NEPBBIX UMUTALIMEN TPAIUIIMOHHON OJIeK/Ibl B STHOrpa®UYECKOM CTUJIE; BO-BTOPBIX,
KJIAaCCUYECKMMU 06pa3aMy aMepUKaHCKOI MacCOBOM KyJIbTYPbl, KOTOPbIE alleJIJIMPYIOT K OIBITY
OPUEHTAJIMCTCKUX 00pa3oB; U, B-TPeTbUX, pororpadusmu, KOTOpble MIPUHAAIEXKAT K JUCKYPCY
COBpEMEHHOI raMypHoil ¢poTorpaduu Kak TOro CErMeHTa, B paMKax KOTOPOTO COBPeMeHHas
MaccoBasi KyJbTypa GOpMUPYET U BOCTIPOM3BOIUT CBOM NIPEJCTaBIEHUS O TOM KaK JOJIKHO
BBITJISIZIETH UJeaIbHOE JKEHCKOe TeJI0

Hlustr. 41, 42, 43. American-Indian model and actress of Pakistani origin Tehmeena Afzal

The visual images of this actress and model of Pakistani origin demonstrate the main trends and
tendencies in the actualisation of feminine physicality, represented, firstly, by the imitation of
traditional clothing in an ethnographic style; secondly, the classic images of American popular

culture, which appeal to the experience of Orientalist images; and, thirdly, photographs that be-
long to the discourse of modern glamour photography as the segment in which modern mass

culture forms and reproduces its ideas about how the ideal female body should look like.
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Terrifying Nudity: the Naked Truth of Horror Film

Olesya S. Yakushenkova
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Abstract

Attitudes towards the naked body vary from culture to culture. Even within one culture, the naked-
ness often symbolises very different and sometimes arbitrarily contradictory things. It can be associ-
ated with eroticism, sanctity, aggression, a certain type of culture (from savagery to elitism), etc.
Focusing on specific cinematic examples, the author examines the symbolism of naked male and
female bodies in horror films. The author concludes that while nudity may serve to attract viewers
to the cinema, it does not necessarily equate to sexuality. The nudity is frightening in its vulnerability,
but it also shows how little we know about our own bodies. In cinema, the naked body is often
tortured, objectified, manipulated or even sacrificed to maintain social order or nature's fertility.
Female nudity in films is linked to fears of female sexuality and fertility. Often, the encounter with
the naked female body turns out to be fatal for male characters, leading to their corporal transforma-
tion or loss of identity. In any case, the naked body is something out of the norm, it is marginal and
destabilizing and so it scares us.
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Y3kac Haroro TeJia: roJsias nmpaBga xoppop-¢uabma

SAxymenkoBa Ojyecsa CepreeBHa

AcTpaxaHCKuUil roCcy1apCTBEHHBIN YHUBEPCUTET. AcTpaxaHs, Poccus. Email: zenthaya[at]gmail.com

AHHOTaALU4

OTHO1IEHKE K TOJIOMY TEJy BapbUPYETCS OT KYJIbTYPhI K KyJIbType. Jlaxke B paMKax OIHOM KyJIbTYpPbl
roJI0€ TEJIO YaCTO CUMBOJIM3APYET CaMble Pa3/IMYHbIE U IIOPOM JOBOJILHO IIPOTUBOPEYMBLIE SIBJICHUSL.
OHO MOXET COOTHOCHUTBLCSI C 9POTUKOM, CBITOCTBIO, arpECCUEN, OINPENEJIEHHbIM TUIIOM KYJIBTYPbI
(OT IMKOCTU 1O SJIMTAPHOM KyJIbTyphl) U T.1.. OCTaHABIMBASICh HA KOHKPETHBIX KAHEMaTrorpapuye-
CKUX IIPUMepax, aBTOpP pacCMaTpuBaeT CUMBOJIMKY OOHaKEHHON MY)KCKON U >KEHCKOH TejleCHOCTU
B puIbMax y>KacoB. ABTOP IPUXOOUT K BBIBOJY, YTO, XOTSI HAroTa MOXKET paboTaTh Ha IIpUBJIEYEHUE
3pUTEJIEN B KMHOTEATP, OHA BOBCE HE BCETMA NPYPABHMUBAETCS K CEKCYaIbHOCTU. OOHKEHHOE TeJI0
IIyTa€T CBOEU YSI3BUMOCTBIO, HO B TO K€ BpPEMS IO3BOJISIET IOKA3aTh, KaK MaJO Mbl [IOHMMAaeM
B COOCTBEHHOI TEJIECHOCTU. 3a4acTyl0 B KMHO OOHAKEHHOE TEJI0 CTAHOBUTCSI OOBEKTOM IIBITKH,
00BEKTUBUPYETCS, NOABEPraeTCsl MAHUIYJISILUSIM WIA BOBCE NPUHOCUTCSI B SKEPTBY ISl NOAJEP-
JKaHUS COLMAJIBHOTO TOpsiiKa WA IIOAOPOnvs. JKeHCKasg Harorta B KMHO CBfI3aHA CO CTPAaxOM
SKEHCKOW CEKCyaJIbHOCTH U PepTUIIbHOCTU. Hepenko BCcTpeya ¢ Harum >XEeHCKUM TeJIOM OKa3bIBAeTCsI
(patanbHOM 1711 MY>KCKUX NMEPCOHKEW, NPUBOIUT K €ro TeJECHON TpaHChOpMallvy WX IOTepe
camoctu. B yo6oM citydae, rojioe Teso — 3TO HEUTO, BIXOJSIee 32 paMKU HOPMbI, MapruHajibHOE U
IecTabuIn3upyollee U I03TOMy Iyraroliee Hac.
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BBeneHue

YesioBeU€CKOE TEJIO0 ObLJIO Y OCTAETCSI OAHOW U3 CAMBIX OOJIBIIAX THOCEOJIOTH -
4eCKMX INpOOJEM B CaMbIX Pa3HbIX HAyKax: F'YMAHUTAPHBIX, COLMAJIbHBIX, €CTe-
CTBEHHBIX U T.JI.. XOTSI OHO JJOCTaTOYHO IOJPOOHO ONKCAHO, M COCTABJIEHBI MHOTO-
YUCJIEHHble KOMIIEHIUYMBI, B KOTOPBIX COZlepKaTCsl IOAPOOHbIE CBELEHMS O YeJl0-
BEYECKOM TeJle, C TOYKU 3PEHUSI BOCIPUSTHS HAIIMX TeJl BCE HE TaK YK OJHO3HAYHO.
OTHOIIEHME K YeJIOBEYECKOMY TeJTy ITIOCTOSIHHO MEHSETCS], KaK ¥ MEHSIIOTCSl «CTaH~-
IApThl» HAIMX TeJI. DTO OYEHb XOPOIIO 3aMETHO HA IPUMEpEe <«UAE€AIbHOTO»
KeHCKoro Tesa. OHO TO GOPETCsl C «U30BITKOM» BECA, M3HYPSIsl Ce0Sl TOJIOOM,
TO «UJI€JIOM» CTaHOBUTCS IUIIOC-caii3. C My>KCKUM TE€JIOM NPOUCXOJST HE MeHee
cji0’)kHble MeTaMopdo3bl. Ecau K 3TOMY [000aBUTb OTHOLIEHWE K TEJy Y Pa3HbIX
HapOJIOB, TO pa3dpOC BAPUAHTOB «HOPMBI» OyZET CTOJIb 3HAYUTEJIEH, YTO BPS, JIU
MIOJIyYUTCS BBIAECJIUTD YCPENHEHHBIN PE3YJIbTaT.

Ecsiu Mbl HAUHEM pacCMaTpUBaTh IOJIOE TEJIO, TO OTHOLIEHME K 3TO aCIEKTy
4eJI0BEYECKOT'0 OBITHSI OKKETCS elle CIoXKHee. [lJaxke B paMKax 3alaiHOM KYJIbTYPbI
rOJI0€ TEJI0 MOXKET CUMBOJIM3UPOBATh CAMbIE Pa3/IMYHblE U IOPOU JOBOJIbHO [TPOTH -
BOpeuuBble sBI€HUS. OHO MOXKET COOTHOCUTBCSI C POTHKOM, CBSTOCTBIO, arpec-
CHe€l, ONpPEeJEeJIEHHbIM TUIIOM KYJbTYPbI (OT OUKOCTU OO 3JIMTAPHON KyJIBTYpPBI) U
T.n..

Kak mpaBuso, kuHemartorpapudyeckre o6paspl ToJIOr0 Tejld KCIUIyaTUPYIOT
IIPaKTUYECKU BCE M3 3TUX acreKkToB. Co3naTenn (pUabMOB MOCTOSHHO «CIEKYJIN -
PYIOT» Ha MX BapUAaTUBHOCTH, HAIIOJIHSISL 3TU 00pasbl HOBBIM CMBICJIOM, TPaHCHOP-
MUPYSI UX, YTOOBI IOKUPOBATh 3PUTEJIS], IOVIMAB €r0 BPaCILIOX.

B oTuX YCJOBMSIX TEJIO OKa3blBAETCSI OCOOBIM MAaTeprajsioM, Ha KOTOPBIA
XyIOKHUK HAHOCUT TEKCTbl, KOTOPbIE MOTYT YWUTAThbCS B Pa3HOM HalpaBJIEHUH,
CO37,aBasi HOBbIE BO3MOKHOCTU TPAKTOBKU.

B cBoeil pabore Mbl OyZemM FOBOPUTb HE O BCeX (PUIbMAx, a JIMIIb O TeEX,
KOTOPBIE€ OTHOCSITCS K KaHPYy XOPPOP, TaK KaK TaM, KaK IIPAaBUJIO, HAroe TeJI0 U3Ha-
YaJIbHO HaJleJIEHO MHOKECTBO CMBICJIOB.

Vcropus m300pakeHUs] Haroro Tejla B KMHO HACUMTBIBAET CTOJIBKO K€ JIET,
CKOJIBKO M UCTOpUsI caMoro kuHemartorpada. OnHUM U3 NepBbIX GUIBMOB, COLEp-
JKaBUIMX 3JIEMEHTBI >KEHCKOW HaroThl, Obwia pabora (paHIy3CKOro pexuccepa
XKopxa Menbeca «[locne 6ana» (Apres le bal, After the Ball, The Bath, 1897).
DTa KOPOTKOMETPaKHAsl KapTUHA JEMOHCTPUPYET HECIEIIHO Pa3ieBaloulyloCs 1Jis
OMOBEHMS >)KEHIIMHY U [IOMOTAIOIIYIO €M CIIy>)KaHKy. AKTprCca [IOBOPAYUBAETCS K HaM
«OOHaKEHHOW» CIIMHOW, U CJIy’KaHKa HayMHaeT IOJIMBaTh ee Bojou (Apres Le Bal).
Harota B 2TOi1 KapTHHE CKOpee CIOKETHA, YeM PeaslbHa, M CHUMYJIMPYETCS IpU
MIOMOIIU CIIeLIaIbHOTO KOCTIOMA, CO3/IAI0MIEero UIII031I0 OOHA)KEHHOCTH.

PazneBaromuyecs: SKEHIIMHBl Y TOAIJISIBIBAIOIIME 32 3TUM MYXKYMHBl -
ATO MOYTU «KJIACCUYECKUI» CIOKET MHOIMX NEePBbIX PuiabMoB. Cpeny MojgoO6HBIX
KapTuH «Mapus otxoaut Ko cHy» (Le coucher de la Mariée, 1996), «Omnyctu 3aHa-
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Becky, Cpro3m» (Pull down the Curtain, Suzie,1904), «IlogrispeiBaromuii Tom
B rapaepo6Hoit» (Peeping Tom in the Dressing Room, 1905). B oTsimune oT KapTHUHBI
Mernbeca, 9Ti QUIbMBI JIMIIb 3aUTPHIBAIOT C UJeeil OOHa)KEHHOCTH, He ITOKa3bIBasl
COOCTBEHHO HAaroro >KEHCKOrO Tejla, HO 0003Hayasi ero CIOXETHO — peakuueil
MYKYMHBl Ha TPOUCXOISIIEE WM JKEHIIVH, OOHAPYKMBAIOIIMX, YTO 328 HUMHU
MIOJIIJISIIbIBAIOT.

B coBpemeHHOM 3anagHOM KuHemarorpade HU300paKEHUE HaroThl YKe
He SIBJIIETCSI YEM-TO UIOKUPYIOUIUM WJIM YEM-TO, YEM MOXKHO YIMBUTb 3pUTEJISL.
OpHako, Kak NpaBUjIo, OHA OOJIbIlIE ACCOLUUPYETCSI C POMAHTUYECKUMU WX SPOTU-
YECKMM KOHTEKCTOM, HeXenu ¢ (puabMaMy y>KacoB. TeM He MeHee, KpyIHenmas
B MUPE COBPEMEHHas 06a3a JaHHBIX O kuHemarorpade Internet Movie Database
(IMDb) nacumtbiBaeT 834 ¢uibMa BKIIOYAIOIMX TETM «XOPPOP» U <KEHCKas
dponTtanbHas Harota» (Feature Film, Horror). KoHe4yHO, >K€HCKON OOHa>KEHHOM
TEJIECHOCTbIO XOPPOPbl HE OrpaHUYMBAIOTCS, OAHAKO, MMEHHO OHa <«paboTaer»
Ha npusjieyeHre ayauropuu. C TOYKM 3peHus wuccrieposaresnein fHa Tomaca
MbanoyHa u AHTOHNO CaHHA, «(pUIbMBI Y’KACOB 4aCTO MCIOJIb3YIOT HAroTy, 4YTOOBI
yoeoUTb CBOIO ayJUTOPUIO, OCOOEHHO MOJIOABIX MY)KUMH, IPUNTU B KUHOTEATP.
Bo MHOrux ciy4asix Harora CJIy>KUAT <«IOJCIIOPbEM» IJIs1 HACWIUS, KOTOPOE 4acTo
acconuupyeTcs: ¢ GuIbMaMy yXKacoB, 3aIOJIHSIST IIyCTOTY, OOPA30BaHHYIO CKYIHBIM
cioxeTom»(Sanna & Malone, 2018, p. 6).

Haroe nipotus rosioro

[Ipexxae 4em NpUCTYNUTb K paCCMOTPEHUIO N300PKEHUS HAroro / 06HaXKeH -
HOTO TeJia B XOppop PpuibMax, HEOOXOIMMO Pa3odpaThCsl B KaTeropusix. B noscen -
HEBHOI1 PYCCKOSI3bIYHOM pEuy CJI0Ba IOJIbli / HArou, Kak IpaBuilo, SBJISIIOTCSI CUHO -
HUMaMU. AHAJIOTMYHAsl CUTyalldsi HAOJIOJAETCsl U B aHIJIMMCKOM SI3bIKE, TZI€ €CThb
KaK MAHVAMYM [IBa HauboJIee 4acTo yHNOTPEOISIEMbIX CJI0BA, O003HAYAIOMIUX OTCYT-
cTBUE onexnpl: "nakedness', mpoucxopsiiee OT aHIVIO-CAKCOHCKUX T€PMaHCKUX
KOpHeH, 1 "nudity” — oT HOpMaHICKOro ppaHIy3CKOro.

OpyH 13 3HaYMMBIX LIArOB B Pa3rpaHUYEHUN KaTETOPU «T'0JIOTO» U «HAroro»
ObUl chesiaH OpUTAHCKMM MCTOPUMKOM ucKyccTBa K. Kiapkom B ero Tpyae
«The Nude: a Study in Ideal Form», nepBoe nsganue KOTOporo BbIIIO B 1956 r., rIe
OH IIUILET:

«BbITh TOJIBIM (naked) — 3HAYUT OBITH JIMLMIEHHBIM OJEXMbI, U 3TO CJIOBO IPEAIosa-
raeT M3BECTHYIO HEJIOBKOCTb, KOTOPYIO OOJIBIIMHCTBO M3 HAC HCIIBITHIBAET B TAKOM
cocrosiHAU. HanpoTus, c/10BO «Haroi» (nude) B ynorpebaeHNN 00pa30BaHHbIX JIOAEH
He COIEep>XUT HUKAaKUX 00ePTOHOB Hey#o6CcTBa. CMyTHBIN 06pa3, KOTOPBIH OHO BbI3bI-
BaeT B yMe, — 3TO He 00pa3 CheXUBLIErocs W 06e33alUTHOTO TeJsa, HO obpa3 Tesa
yYPaBHOBEIIEHHOTO, LBETYIIEr0 U yBEPEHHOro, Teja MpeobpasoBaHHOro». (Kiapk,
2004, c. 10)

371€eCh, KOHEYHO, HAZ0 YYUTHIBATL CHEUM@UKY 3TOro pasrpaHuyeHus. [lis
Kennera Kiapka, crenuanicra B 061aCTM UCTOPUM MCKYCCTBA, HArora B IEPBYIO
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ouepelib CBSI3aHA MMEHHO C OOHAaKEHHBIMU TeJIaMU Ha XOJICTax, TOTJa KakK roJjioe
pEasIbHOE TEJIO HEPA3PHIBHO OKA3bIBAETCS CBA3aHO CO CThIJOM Y HEJIOBKOCTLIO.

B oreyecTBEHHOM HayKe O pasrpaHUYEHMHU ITUX JBYX IMOHATHN Iucan Kropn
CemenoBnd KoH, TakKe OTMEYaBIINI 9CTETUYECKYIO COCTABJISIOLIYIO «HATOTHI»:

«CroBa “rospiit” unu “ronmsHa’ (a1 naked, Hem. Nackt, dpanu. nudite) o3HavyaioT
IIPOCTO "pasfmeroe” Teso, OTCYTCTBUE OfeXAbl. OrojysiTh — 3HAYUT CHUMATb HEUYTO
TaKoe, YTO MPETOI0XKUTENBHO NOJIKHO 6bITh. HanmpoTus, “Harota” (aHrs. nude, HEM.
Akt, ¢ppaHL. nu), 3TO HEYTO 6JIATOPOLHOE, COLMAIBHO U 3CTETUYECKU IIPUEeMIIEMOe»
(Komn, 2003, c. 17).

MTak, B 000MX Ciy4asx pedyb UOET O BaKHOCTU KOHTEKCTa, B KOTOPOM MBI
paccMaTpuBaeM TeJI0O U OCO0OI pOM B3IJIsAAA. Beop €ciu «roju3Ha» SBISIETCS
€CTECTBEHHbIM COCTOSIHMEM, [OCTyIHasl KaXAOMYy (M OTClofa, CBSI3aHHasl CO
CTBIIOM), TO JIMLIEHHAsl CTbAA «HAroTa» SBJSIETCS COLMAJIbHBIM KOHCTPYKTOM,
HEPa3PbIBHO CBSI3AHHBIM C 9CTETUYECKUMU KOHHOTALMSIMU:

«Haroe Tesi0 HEO6XOIMMO MPEArosaraeT 3puTessl, OLEeHUBAIOIMI B3I, KOTOPOTO
¢popmupyet Hame camoBocrnpusTie. CTpUNTU3ep Uiu 60AUOUIAED, AEMOHCTPUPY -
101U cebs My6rKe, CO3HATEIbHO JeJIalolil CBOE TeJI0 00BEKTOM Uy>KOTO B3IJISAA,
MHTEepeca, 3aBUCTU WJIM BOXIEJIEHUS, OCTAETCsl CYObEKTOM JEHCTBUS, OH KOHTPOJIU -
pPYeT CBOIO HAaroTy, TFOPAMTCS CBOMMU MYCKYJIaMH, CHUJION, 3JIETAaHTHOCTBIO WJIU
C00J1a3HUTEIBHOCTBI0. HanpoTuB, 4es10BeK, KOTOPOr0 HACUJIbBHO OTOJIMJIA UJIY 3aCTa-
BUJIX Pa3€ThCA, ‘{yBCTByeT cebs1 00BLEKTOM 9Yy>KUX MEIHI/IHYJIHILI/If/‘I " NIEPEXKUBAET CThI]],
M YHIDKEHUe, He3aBUCHMMO OT TOTO, KPacuB OH Wiu 6e300pas3eH. VIHBIMU CJI0BaMuy,
€CJIY TOJI0€ MPEACTaBISIeTCs] OObEKTUBHO JAHHBIM, TO HAaroTa CO3[AETCsl B3IJISIIOM»
(KoH, 2002, c. 44).

[Ipu atom, kak otmevaetr M.C. KoH, pasroBop o rojiom / HaromMm HeEpas3pbIBHO
CBSI3aH C KaTeropusmu cyobekra / oobekTa. VIMEHHO B3IV, IPEBPAILAET roJjioe
TEJIO B HAaroe, Ipy 3TOM CMOTPUT CYOBEKT, 2 HArO€ TeJIO BBICTYIIAET B POJIU OOBEKTA.
Orcropa, mycts U smieHHoe, 1o mMHeHuto K. Kiapka, CcTbiza, Tesno, Ha KOTOpoe
CMOTPAT, HAXOAUTCS B YSI3BUMOU MO3ULIAN:

«CHATb OfEeX[Iy, Kakoi Obl YCJIOBHOM U CHMBOJIAYECKOI OHA HU ObLIA, 3HAYUT

PaCKpBITHCS, TOABEPTHYTHCS OMIACHOCTH, IOINACTh B 3aBUCUMOCTb OT JIpyroro» (Kos,
2003, c. 17).

KoHeyHO, 3TH CyObEeKT-OOBEKTHblE OTHOIIEHUS! HEPa3pbIBHO CBSI3aHbI
C TEHJIEPHbIMU KaTeropusiMu. JleiCTBYIOUI, CMOTPSIIMANA CyOBEKT HanesleH
BJIACTbIO, U 9TO, KaK IIPABUJIO, MY>KUMHA, & TEJIO, HA KOTOPOE CMOTPAT — JKEHCKOE.
[To3TOMY HET HUYETrO YAUBUTEIBHOTO B TOM, UTO II€PBble KNHO(PUIIbMBI CO31aBAIACD
10 BTOM XK€ CXeMe. MeJIJIEHHO OOHaXKaIoIIAsICs XEeHITMHA Y aKTUBHO MOMATIJISIIbIBA -
IOLIUI 33 9TUM IIPOLIECCOM MYy>K4MHa. [Ipy 3TOM 3puTesib, CTAHOBSLINICS COYy4YacCT-
HUKOM TOJOOHOTO MOATJISIABIBAHMS, TAKXKE HANENSIeTCs] OOBEKTUBUPYIOIIMM Haroe
T€JIO B3r/iAoM. OJIHAKO, Mbl HE OTPULIAEM, YTO B COBPEMEHHOM MACCOBO1 KYJIbTYpE
U MYXKCKOE€ TeJI0 MOXXET CTaTh OOHaXXEHHBIM M «YCIIEUIHO» OOBbEKTMBHUPOBATHCS
Ha 9KpaHe.
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Pyt BapkaH, aBTOp MOHOrpaduu o KyJbTypPHOY aHATOMUM HArOThl, PACCMATPU -
BA€T <TOJIOCTb» M <«OMETOCTb» KaK BapMaHT OMHApPHBIX OMIO3ULMI, KOTOpbIE
(hOpPMHUPYIOT CMBICJI006PA3yIoMUe KAaTErOPUM 3alafHON KYJIbTYpbl OTHOCHUTEJIbHO
YeJIOBeYeCKON WMIEHTUYHOCTU. B uuncsie akTyasibHbIX [IJIs1 3arajfHOTO OOLIEeCTBa
B 9TOM paboTe OTMEYAIOTCSl TOJIOCTb / OJETOCTb, €CTECTBEHHOE / KyJbTYpHOE,
HEU3MEHHOE / MepEMEHUYNBOE, HEBUIMMOE / BUIVMOE, UCTHHA / JIOXKb, YACTOE /
IIOPOYHOE, NpUupoja / OOLECTBO, Ipe- WIU aHTUCOLMAJIBHOE / COLMAJIbHOE
(Barcan, 2004, p. 14).

KoHeyHo e, UHTepIpeTaluy KaTeropuil «rojloe» 1 «Haroe» MoryT BapbupO-
BaTbCSl OT KyJIbTYPHI K KyJIbType. O6e OHM Hepa3pbIBHO CBSI3aHbI C Uieel «0JieToro»
Tesia. JKeHIHa B 3pOTUYECKOM OeJibe 6€3yCJIOBHO 00JIa4€Ha B HEKUE BJIEMEHTBI
OEXIbl, OLHAKO, MOXKHO JIM CUUTATb €€ «omerTon»? Kak M B ciy4ae C Jamon
13 KapTuHsbl «Ilocse 6ana», Mbl cKopee OyJjeM pacCMaTpUBaTh €€ Kak 0OHaXKEHHYIO
WU TOJTyOOHAKEeHHYI0. [, BEeposTHO, Gyike K HalleMy MOHMMaHHUIO «OJeTOCTU»
OyZleT OLleXK1a, B KOTOPOM YEJIOBEK MOXKET 0€3 OCOOBIX OIACEHWUI IIPENCTaTh Ieper,
B3IJIIIOM MHOXXECTBA JPYTUX Jojei. TakuM 06pa3oM, «Haroe» Tejo MOXKET ObITb
B OJ€X]I€, TaK XK€, KaK U «roJi0e» 00JIa4eHO B HEKME DJIEMEHTH! ofiexKapbl. Ho MoxkeT
JIN «Haroe» OBbITb «TOJIBIMY», & «T0Jloe» «Harum»? Ha Haml B3rjsif, pacCMOTpeHUe
ATON MNpoO6JEeMBl 4Yepe3 MpU3My OMHAPHON ONMNO3ULMU CJIMLIKOM YIIPOLIAET M,
MecTaMy, elle 6osiee 3alyThIBaeT aHaIn3. ['0710e MM Haroe TeJsio He SBJISIeTCS OIIo-
3uULlMell K TeJly B OfeXJe, N0 KpaiHe!l Mepe, HE BO BCEX CMbICJIAX, KOTOpPblE Mbl
NOJIpa3yMeBaeM 371eCh, IIOCKOJIKY OHHU, IPU OIpEeJeIEHHbIX OOCTOSITEIbCTBAX,
MOTYT OKa3aTbCsl Te€JaMU B ofexzie. ECTb ycyoBus, NpU KOTOPBIX OJETO€ TEJO
IIPOTUBOIIOCTABJISIETCS TEJTy Pa3feTOMy, HO B TO XK€ CAMO€ BPEMSI, TEJIO B OEXKIE,
Kak Mbl BUJIeJN B clieHe u3 ¢usbma «Ilocse 6asa», MOXKeT ObITh KaK OJI€ThIM, TaK U,
COOCTBEHHO, pasfeTbIM. MIHBIMU CJIOBaMU, B JJAHHOM CJIy4ae JIOTUYHEE TOBOPUTH
O TpUafie TEPMUHOB: TOJIbII / HATOM / OfIEThIIA'.

[Ipu 3TOM, BHUMATEJIBHBIM IIPOCMOTP XOPPOP-(PUIbMOB IOKA3bIBAET, YTO
YaCTUYHO OfIETOE TEJIO Ha HKPAHE HEPEMIKO SIBJISIETCS 3aMEHOM TENTy OGHAKEHHOMY”
— TakoWl MNpueM II03BOJISIET CHeJlaTh KAPTUHY MeHee 3DPOTUYECKOM, a 3HA4YUT
IOCTYITHOW 1J1s1 60Jiee MMPOKOrO 3pUTeJIs (UM BOOOIIE He IMONacCTb IO, 3alpeT
B CTPaHax, i€ U300paKeHNE HAroThI\I10JIOBbIX OPTraHOB 3alPeLeHO 3aKOHOIATe b~
CTBOM).

1 TIpu 3TOM, MBI XOTUM 3aMETUTb, YTO B PaMKaxX OTHOIIEHUH (UIbM\ 3pUTEb, IOCIEOHNN HAZIESIeTCsl OObEKTA~
BUPYIOLIVM B3IJISIIOM, TIO3TOMY JII000O€ TeJIO, IPEICTaBLIee epel HAUM, OyIeT HaTMM, XOTS B PAMKax CIOXKeTa
3TO TEJIO0 MOXKET ObITh TOJIBIM.

2 OpHaxko, OOHaXEHHOE TEJIO B XOPPOPE AOCTATOYHO YaCThIN roCThb. COIIaCHO CTAaTUCTUKE NopTasa Mr. Skin,

77 cuieH 06HaKEHMsI IIPUCYTCTBYET BO (paHmm3se «Kosmosekas Jockay, 24 cueHsl B «BoccraBmux us Anay,
16 B «ITupanbsix», 9 cueH B puibMax cepun «Kormmap Ha yrmie Bsi3os». B 129 ¢pusbmax, KoTopble paccMar-
PpUBaJI [IOPTaJl, OOHAKEHUE OO MPeJIoUel YOUNCTBa IEPCOHAKA B 61 %. 1\5 cMepTel IPUXOJUTCS Ha
pasneTsix nepconaxeit (Mr. Skin's Hot Halloween SKINfographic)
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Y>kac Ha 9KpaHe

Bpurtanckuil KUHOKpUTUK PobuH Byn npemyioxusn (Gopmysty, ONKCHIBAIOLIYIO
OOJIBIIMHCTBO XOPPOPOB: «HOPMAJIbHOCTU YrPOXKaeT MOHCTp». [Ipym 3TOM, Kak
OH IUIIET, HOPMAJIBHOCTb B JAHHOM KOHTEKCTE MCIIOJIb3YETCSI B CTPOrO HEOLe-
HOYHOM CMBICJIE, 03HAuyas JIMIIb «COOTBETCTBHE IOMUHUPYIOUYMM COLMAJIbHBIM
HopMmamM» (Britton & Wood, 1979, p. 14). OnpeneneHrne HOPMBI, IO €0 MHEHMUIO,
IOCTaTOYHO CTaOWJIbHO: B OOJIBIIMHCTBE CJIy4aeB 3TO TETEPOCEKCYyasibHAsi MOHO-
ramHasl Iapa, CeMbsl ¥ COLMAJIbHbIE UHCTUTYTHI (IIOJIULMS, LIEPKOBb, BOOPY>KEHHbIE
CHJIbl), KOTOPBIE MOALIEP)KUBAIOT U 3ALIUILAIOT UX. MOHCTp ropasno 60j1ee MHOr000~
Pas3eH M MEHSIETCS B 3aBUCUMOCTH OT [1€PUOJIa ¥ KOHKPETHBIX COLMAJIBHBIX CTPAXOB.
[Ipu stoMm, kak PobuH Byn oTmeuaer, maHHas (opmysia OINUCHIBAET CTPYKTYPY
CIOXKETa He TOJIbKO XOPPOPOB: 3aMEHUTE «MOHCTPa» Ha «MHAENIa», HAlpUMeEp, U
NIOJIy4aeTCsl CIO>KET OOJIBIIMHCTBA KjlacCU4YeCcKUx BecTepHOB (Britton & Wood, 1979,
p. 14).

BaXHBIM TNPUHLMIIOM XOPpOpa SBJISIETCSI aMOMBAJIEHTHOCTb «371a»: «Majo
B KaKuxX (puIbMax yKacoB €CTb aOCOJIIOTHO HE BbI3bIBAIOIIME CUMIIATUM MOHCTPBH;
BO MHOTUX (B YaCTHOCTH, B ¢unbmax 0 DpaHKEHIITEHE) MOHCTP SBHO SIBJISIETCS
BMOLIMOHAJIbHBIM LIEHTPOM U ropasnio 60jiee YyesloBEYEH, YeM KapTOHHbIE NIPEACTa-
BUTEIN HOpMasibHOCTU» (Britton & Wood, 1979, p. 15). Ho aM6uBasieHTHOCTD 371€Ch
O3HAYaeT HE TOJIbKO 3PUTEJIbCKYIO CIIOCOOHOCTD COINEPEXKMBATH CJIOKHOMY 06pasy
Yy>KOro mMiyM MOHCTPA, @ 3PUTEJIbCKOE OTHOIIEHME K IIPENIoJIaraéMoil HOPME.
Byn oTMe4aeT, 4TO KOMMEPYECKUI YCIEX MHOTUX XOPPOPOB CTPOMTCSI Ha UX
CIIOCOOHOCTY BOIUIOTUTb HAa dKPAHE TAHOE JKEJIAHUE 3PUTEJISl, 8 UMEHHO BO3MOX-
HOCTb OTKa3aTbCsl OT OOLIENPUHSTBIX HOPM, «KOTOPbI€ HAaC YrHETAIOT U KOTOPbIE
Hallla MOpaJibHasi 00yCIOBJIEHHOCTb YUUT Hac yBaKaTh» (Britton & Wood, 1979, p. 15).
Onwmpasice Ha PpeRau3M, OH TAKKe IUIIET, YTO OOLECTBA, IOCTPOEHHbIE HA MOHO -
raMuM, BCEI7la MMEIOT OTPOMHBIN M30BITOK CEKCYaJIbHOWM SHEPr1y, KOTOPYIO MO/AB-
JISIIOT(BBITECHSIOT), U TOJABJIEHHOE PAHO WJIM IO30HO OyIEeT BBIXOIUTb U3-TIOZ
KOHTPOJISI, KaK 9TO Y IIPOUCXOIUT B XOppopax. [Ipu 3TOM, TOCKOJIBKY pedb 3a4aCTyIO
UIET O KyJIbTYpax, I7l€ OTHOIIEHUE K CEKCYaJIbHOCTU KpallHe HEraTMBHOE, IPaHUIIA
MEXIYy COOCTBEHHO CEKCyaJlbHOCTbIO U IIO/IABJIEHHON CEKCYaJIbHOCTbIO O4YEHb
Pas3mbITa, OTCIOLA Y BCTPEYAIOIIMICS BO MHOXKECTBE XOPPOPOB MOTHB O HAaKa3aHUU
3a IposIBJIEHME JII000M cekcyasnbHOCTH (Britton & Wood, 1979).

[lo ero MHeHuIO, ¢ Hadasla 60-X CIOKET TOJUIMBYCKHUX XOPPOPOB CTPOWMJICS
BOKPYT 5 [MOBTOPSIIOLUIMXCS MOTHUBOB: MOHCMP KAK Ues08eK C NCUXUUECKUMU OMKI0 -
HeHuamu («[lcuxo» u T.0.), mecmb npupodvl («[ITuipl» u T.4.), 0depicumocms
(«DK30pLUCT»), yAcacHoe dumsa U KaHHubasusm. [Ipy 3TOM BCe€ 3TU MOTHUBBI YaCTO
CBOJSITCS K OOBbEIUHSIIOUIEN TEME CEMBU: OyIb TO NCUX, aHTUXPUCT WJIA MOHCTPY -
O3HBII PEOEHOK — OHU BCETJa SIBJISIOTCSI MIPOAYKTOM Kakou-TO ceMbM (Britton &
Wood, 1979, p. 17), a KaHHUOAIM3M MOJKET IPOSIBJISITECS B «IIOIJIOIIEHUN» OJHUM
13 YJIEHOB CEMbU CBOUX POLCTBEHHUKOB.
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Byz ripoBes1 04eHb NOAPOOHBIN aHAIU3 CIOXKETOB XOPPOPOB, OIIPEIEIUB [10CTE~
TIEHHBIV CIIBUT «CEMBbM» U JIOKYC XOppopa ¢ nepudepu (MHbIX TEPPUTOPUIL / TOCY-
IApCTB) K LIEHTPY (T.e. B JaHHOM ciydae K Amepuke). g 1930-x rr. XO0ppop -
9TO BCerga Heyto Uykoe 0 OTHOLIEHMI0 K aMEPUKAHCKOM KyJbType: AeNCTBue
OONBIIMHCTBA (PUIBMOB IIPOUCXOOUT 32 MPENeaMU TOCYJAPCTBEHHBIX T'PaHUL,
B EBpone wim BOBce Ha HeusBeHaHHBIX ocTpoBax (Britton & Wood, 1979, p. 18).
AMmepHKaHIbl MOTYT MOJBEPraTtbCs (PU3NIECKOMY HalNa[EeHUI0 MOHCTPA, HO OCTa-
IOTCSl HE3arpsi3HEHHbIMU UM MOPAJIbHO, & MHAKOBOCTb y>Kaca COXPaHSETCSl JaxKe
TOT/IQ, KOIZla «<HOPMaJIbHblE» [IEPCOHAXXU €BPOIENLIbl. DTy NHAKOBOCTb By npena-
raeT TPaKTOBaTb [BOSIKO: KaK CPENCTBO OTpeudeHUs (yKac CyIeCTBYyeT, HO OH
He CBS3aH C AMEpUKO) U KaK CPEJCTBO OINPEEJIEHNS y>Kaca KaK «CTPaHbI pasymay,
KaK IICUXOJIOTUYECKOTO COCTOSIHUS (peub uueT o (uibMax, OEUCTBUE KOTOPBIX
IIPOUCXOIUT Ha OE3bIMSIHHBIX OCTpoBax) (Britton & Wood, 1979, p. 18). B 50-e xe
LIEHTPOM BHMMAaHUSI CTAHOBSITCSI JIMOO MHOIIAaHETHbIE (POPMBI XXU3HU, JINOO Hace-
KOMBI€, HO IEMICTBUE IIPOUCXOIUT B AMEPUKE U SIBJISIETCSI OTKJIMKOM Ha CTPax Iepe]
SKCIIEPUMEHTAMU C SIIEPHON 3HepreTukon (Britton & Wood, 1979, p. 19). HauuHas
Ke ¢ «[lcuxo», o €ro MHEHHUIO, yKacbhl CTAHOBATCS IMOJHOCTBIO «CEMEVHBIMUY U
«amepukaHckumu» (Britton & Wood, 1979, p. 19).

C aroro xe puibma, 10 MHeHUE uccaenosaresd Jl. ['peliBeHa, HAUMHAETCS U
VICTOPUSI COBPEMEHHOTO XOpPpopa. BClo COBpEMEHHYI0 XOPPOP TEMATUKY OH [IE€JIAT
Ha 1Be Kareropuu. Cro>KeThl NEepBOM KaTErOpuy BBICTPAMBAIOTCS BOKPYT 3AMIIOBA
KOMIUIEKCA M COCPEINOTAYMBAIOTCS Ha IpOOJIEeMax MEXOy OTLUAMU M [E€TbMU
(«It's Alive», «The Stepfather»), a Bropoit — Bokpyr motusa [lepcedonsi, pokycu-
PysICb Ha NIpO6JIEMAaxX MEXIYy MaTePsIMU U JAE€TbMY, 4allle BCETO I0YEPbMU («DK30P-
uuct», «Carrie», GpunbMbl 0 UyXMX), MHOTAA BO BTOPYIO KAaTETrOPUIO IONAAAI0T
(GuibMBl KBUP-TEMATUKM O TPOOJEMax C ChIHOBbSIMU («Psycho», mnepBbie
nBa ¢uibma us cepun «Friday the 13%y», «Mosyanuvie sruar») (Greven, 2011, p. 83).

[. T'peliBeH oTMeYaeT HajIuure ONpPEAEsIEHHBIX Napajlesiel MeXXIy >KeHCKUM
KAHO U XOPPOPOM. Kak >keHCKOe KMHO, TaK 1 NePCU(OHHBIN XOPPOP BOCIIPOU3BOIST
muod o llemerpe u [lepcedpoHne: Mud o NOXULEHUN M U3HACUIIOBAHNH [I€BbI-O0TMHU
[lepcedonbl AuiOM, SBISIOIMNCS BOKHEMUIIMM MPEALIECTBEHHUKOM IOBTOPSIO-
IIECST B COBDEMEHHOM KEHCKOM KMHO U XOPPOpPE TEMBI TOCKU IO BO3BPALEHUIO
K uctoky (Greven, 2011, p. 83).

[Io ero MHEHUIO, TPU OCHOBHBIE TEHMIEHIIMM >KEHCKOTO KMHO ITOBTOPSIOTCS U
IIEPEOCMBICJIMBAIOTCS B MEPCU(POHHOM XOPPOpPE: OMHOWeEeHUS mamepu u douepu;
mpanchopmayus; U  arruveckas, MCMAWAL, KApawowas AieHWuHa, ¢Qypus,
KOmopas uckopensem mysxcckue nopoxu. IlocnenHss, Ha ero B3I, NPOSIBIISETCS
Jalle BCEro Ha CThIKE XOppopa C APYyrMMH JXaHPaMM — HyapOM U BECTEPHOM
(Greven, 2011, p. 83).

Tesuc I'peliBeHa OCOOGEHHO 3aMETEH Ha IIpUMepe INEPBBIX [BYX (PUIbMOB
¢dpanmmsel «BoccraBmuil u3 apa» («Hellraiser», 1987-1988), roe croXeT KpyTUTCS
BOKPYT KOH(JIMKTA MEXIY MadyeXOol U Mafdepuled M 3HAYUTEIbHO HAIlOMUHAET
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CIOKET CKa30K. Mauexa B MCTOPUY BBINOJIHIET (PYHKLUMIO OTPULIATETIBHOTO IIEPCO-
Ha)ka, OHa OCJIEIIEHA MOXOTBI0 U M3-3a 3TOrO Pa3pyllaeT CEMBIO, U3MEHSIST MYXKY
c ero 6parom. [Tamuepuiia, KOTOPYIO MOKHO PacCMaTpUBATh Kak IJIaBHYIO F€POMHIO,
CAMBOJIU3VPYET TPAOULIMOHHYIO CEMBIO I CEMEVHBIE LIEHHOCTH, @ KOH(QJIMKT MEXAY
Hell M Mayexoil BO3HMKAET Ha (POHEe KeJaHWs AEBYIIKMA CIAaCTU OTLA OT M3MEH-
muiel. Bo BTOpom ¢punbme (paHmussl Mbl BUAUM OYKBAJIbHO KaK '€pOMHS «BITOJI -
3a€T» B KOXKY MauexH, 4TOObI CIIACTU IPYTYIO OEBOUKY. [IpUCYTCTBYET 31€Ch U OOHA -
JKEHNe, BbIpaKEHHOE OYKBAJIbHO — B JIMIIEHUH KOXKU. 371as1 Mauexa IPEACTAET B BUIE
MYMMHU 1, COBOKYIISISICh C SKMBBIMU, 3a0MPAET UX KU3HEHHYIO CUJTy. MITOT KapTHHBI
— Z1B€ [I€BOYKM-CHUPOTKH, [IOKUJAIOLIEE «3J10€» IPOCTPAHCTBO OObHUIIBL. KOHEYHO,
TOT (PaKT, YTO [€BOYKAM Y[AETCS CIIACTUCh TOJILKO HALENUB KOXKYy MaTepy JOIyC-
KaeT BO3MOKHOCTb TPAKTOBKU CIOXKETA Ye€PE3 IIPU3MY KOMILIEKCA DJIEKTPBL

JI711 TEOPETUYECKOTO OCMBICJIEHUSI XOPPOPA Mbl TAKKE CYMTAEM I10JIE3HBIM
Tpyn lO.KpucreBoit «Cumbl yxaca. Dcce 00 OTBpalleHUMM», TIe C OIOpOU
Ha 3.0peripa u K. JlakaHa, KOHLENTYaJIM3UPYIOTCS YKac, MapryuHaan3anus,
KacTpanys', GayyindecKrie CUMBOJIBL U T.1I. B [[eHTpe acce CTOUT KaTeropus OTBpa-
TUTEJILHOTO, YXOZAIIAsl KOPHAMU B HEYMCTOTY. [Ipy 5TOM HEYUCTOTA MTOHMMAETCS
B IIMPOKOM CMBICJIE!

«Heuyncrora — He Ka4eCTBO KakK TaKOBO€, HO MMPUIINUCBHIBAECTCA TOJIBKO TOMY, YTO COOT-

HOCHUTCSI C 2panuuell 1 MpencTaBiseT CO60M OTOPOUIEHHBIN OT STOU TPAHUIIBI OOBEKT,
IpYTyIo ee CTOPOHY, Kpai» (Kpucresa, 2003, c. 105).

MHbiMu CJIOBaMW, HEYNCTOTA® HE paBHa OTCYTCTBUIO YN CTOTDI:

«BoBce He OTCyTCTBUE YMCTOTHI WJIM 3[0pPOBbsl IOPOXKIAET OTBPAaTUTEJILHOE, HO
OTBPATUTEJIBbHOE — 3TO TO, YTO B3PbIBAET CAMOTOXIECTBEHHOCTb, CUCTEMY, ITOPSTOK.
To, 4TO He pU3HaeT rpaHull, MoJ0XKeHU e, mpaBuiy» (Kpucresa, 2003, c. 39).

Ecim Pobun Byp akueHTupyeT B CBoell (pOpMysie BHMMaHME Ha «HOPME» U
«ceMbe», To Te3uc 0. KpucrteBoil oMoraeT Ham MOHATbL POJIb MAPrUHAJILHOTO B

Xoppope.

I'psi3Has Harora >KEHCKOrO TeJjia

Kak yxe OTMeyasioch Bblllle, MHOTUE WCCJIEIOBATEIM HAUMHAIOT OTCYET
ucTopun coBpeMeHHOro xoppopa ¢ «Ilcuxo» A. Xuukoka® (1960). Ilo mHeHMIO
Kenpanna P. @umnunca «IIcuxo» — OOuH M3 CaMblX U3BECTHBIX U BIMSTEJIbHBIX
aMEpPUKAHCKUX (UIIbMOB, IIPU 3TOM OH OJHOBPEMEHHO PE30HUPOBAJI C aMepu-
KaHCKMMHU KyJIbTypHbIMU HOpMamu 1 Hapymai ux (Phillips, 2008, p. 61).

1 Crpax KacTpauuu — OY€Hb YaCThbI MOTUB XOPPOPOB, IPOSIBJISIIOIMANCS BO MHOXKECTBE Pa3jIMYHbIX BAPUALIMIL OT
KaCTPUPYIOMIMX PhIOOK 13 «[TrpaHuii», o KacTpupyomei Marepy «UysKux» 1 MeTaJUIMYeCKrX Je3sui Openiu
Kprorepa u3 «Kommapa Ha yimiie Bsizos».

2 OpHako, HEYHCTOTA cama To cebe YaCThIil TOCTb XOPPOPOB. OYeHb YacTo AECTBIE XOPPOPOB MPOUCKOIUT B
BAHHOM, IPOCTPAHCTBE HA IPAHMIIE IPSI3\YMCTOThI, C OCOOEHHBIM aKIIEeHTOM Ha yHUTa3e. HeuncTbiM MoXeT
CTaHOBUTbCSL ZIOM, TTI€ 3aBOJIUTCS] «HEUTO», KaK 3TO MOKA3aHO BO (PPaHILN3e «AMUTUBUILIIBY, UJIU TEJIO (K
MpUMEpY, «DK30PLKCT?).

3 Cwm. kmpumepy, (Greven, 2011, p. 2).
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B 1959 rony Anbdpen XUUYKOK, CHSIBHIMNA K TOMY MOMEHTY yXe 46 (uibMoB,
ABJISIIC OJHMM M3 CaMbIX BaKHBIX peXuccepoB [OIMBYIA, €CAM HE CaMbIM
BKHBIM, OJHAKO, OYE€Hb HEMHOTUE IPUBETCTBOBAJIM €r0 HIEK CHATh (PUiIbM
o «TpaHcBecture, nyume u morese» (Phillips, 2008, p. 61). Komnanus «Paramount»
BbIJIEJINJIa CPABHUTEJILHO CKPOMHBIN O10[KeT Ha 3Ty KapTuHy (800 ThIC. MPOTHB
3.3 MJH. ero npeppiayuero «K cesepy yepes ceBepo-3anaz») 1 3arpeTusia UCIoJb-
30BaTh 1151 cbeMoK ee mmomaaxu (Phillips, 2008, p. 62). Kak ynoMuHaeTcsi B JOKy-
MEHTaJIbHOM uiibMe 0 co31aHnu «I1cuxo», XMUKOK CO3HATEIBHO 11€J1 K HU3KOO0]] -
JKETHOMY 4€pHO-0€JIOMY XOPPOPY, MOCKOJIBKY €My ObLJIO MHTEPECHO, YTO MOXKET
MIOJIyYUTBCS, €CJIM TaKoi (PpuiabM OyAET CHUMATb KTO-TO, KTO YMEET CHUMATh KUHO
(The Making Of Psycho, 1997).

HecMmoTpsl Ha OTpULIATEJIbHBIE OT3bIBbl KDUTHUKOB Y MPU3bIBBI OOMKOTUPOBATH
(pWIbM, OH II0JIb30BAJICSI OTPOMHOM IOMMYJISIPHOCTBIO Yy 3pUTEJIEN, M K KOHILY Iojia
cobpan 15 munnuonos posuiapos (Phillips, 2008, p. 62), uto pjs TOro nepuopa
6€3yCJIOBHO CYATAIOCH OTPOMHBIM YCIIEXOM.

B meHTpe croxkera KapTHMHbI MOJofas >KeHIuuHa, Mapuon KponH. B Havase
(punbMa Mbl BUIMM €€ CBUAHUE B JELIEBOM OTeJIE C €€ BO3J00JIeHHBIM CoMOM
JlyMrCOM BO BpeMsi 00€[IEHHOTO NEPEPbIBA. MAPHOH HEJIOBOJIBHA XOJIOM MX OTHO-
mWeHun 1 TeM (HaKTOM, YTO MM TaK PEIKO yAaeTcs BUIeTbCs. Korga oHa Bo3Bpala-
ercst B opucC, el NMOpy4yaloT AOCTaBUThb KPYIHYIO CYMMYy B 0OaHK. 3a0paB LE€HbBIH,
MBPHOH NNPUHYMAET CIIOHTAHHOE PELIEHKE PUCBOUTD IEHBIM U 6€XaTh 13 ropoa.
YcraB OT gopory, oHa ocTaHaBivBaeTcs B «Moresie banTca», KOTOPBIM YIIPABJISIET
Hopman Beiitc. B MOMeHT, Korna MapuoH o0yCTpanBaeTcsi B KOMHATe OTeJisl, Mbl
cibinyM criop HopMmaHa v €ro AecrnoTruyHO Marepyu O TOM, YTO OHA HE XOYeT
BULIETb €r0 PSALOM C MaproOH. M3pUOH pelaeT MpUHATL AyLl, U Mbl BUAUM, KaK
IIOCTENEHHO K Hel MOAOMPAETCs KEHCKAs TeHb. OTOIBUTaeTCs NyLIeBasl 3aHABECKA,
1 youiilla HAHOCUT €M1 HECKOJIbKO HOXKEBBIX paHEHMI. Ham MOKa3pIBalOT KPYITHBIM
[IJIAHOM, KaK KpPOBb JKEPTBbI YTEKAET B CJIMB, & €€ TOJIOBA OITYCKAETCS PIIOM
¢ yHuTaszoM. [IpubexkaBmmii HOpMaH MOKUPOBAaH CLEHOM, HO ObICTPO NMPUHMMAET
peleHre YCTPAHUTD «IPs3b». [lepeTalys Tes1o )KepTBbI Ha 3aHABECKY, OH IIPUHUMA-
€TCs1 TIIATEJIbHO MBITh PYKU OT KPOBU U YCTPAHSTD JIIOObIE CJIEMbI €€ TIPUCYTCTBUS,
3aTeM TOIUT TeJIO BMECTE C MAalIMHOM B 60sioTe. Jlasiee Mbl BUIMM, KaK «KEHCKas
TEHb» YOUBAET €lle OJJHOTO YEJIOBEKA — YACTHOTO JETEKTHBA, IPUEXABLIEr0 Paccile-
IOBaTh NPoMaxxy MapuoH. Ilo ciegam getekTusa B OTesb IpUbeIBaloT CoM U cecTpa
Mbspuon Jlaia. IlocnenHsaa HaxOAUT MYMUIO KeHIIMHbl — yMepuen 10 siet Hasaz
marepy Hopmana. B Ky/JIbMUHALIMOHHOM CLiEHE MbI BUIMM, YTO yOuiilla BOBCE
He KEHINMHA, a caMm Hopmas, cTpaiaommil pasgBoeHUEM JIMYHOCTU. YOUB KOrIa-TO
MaTb, OH IEPEONEBAJICS B HEE U COBEPILIAJI BCE 3TU IPECTYIUIEHUS, MOCKOJIbKY
«MaTb» «PEBHOBAJIA» €TI0 K JKEPTBAM.

Kak yxe oTMevasoch Bblllle, KAPTMHA Opocajia BbI30B YCTOSIBIIMMCSI PaMKaM
TOTO, YTO BOOOIE MOXHO TOKa3blBaTh Ha 3kpaHe. B ToT nepuop B CIIA Bce eme
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IEeMCTBOBAI KOJIEKC Xerca', 3arpenarinyii 1eMOHCTPAINIO JKECTOKOCTH 1 HATOThL.
CorsiacHO KOZEKCY, «(aKT, 4TO OOHaKEHHOE WM IOJYOOHaKEHHOE TEJI0 MOXKET
ObITb KpacuBbIM, He€ [eJlaeT €ero UCIOJb30BaHME B (PUIbMax MOPAJIbHBIM.
Benp mOMMMO KpacoThbl, HEOOXOAMMO YYUTHIBATh BO3LEVMCTBUE OOHAKEHHOI'O WJIU
NIOJIyOOHaKEHHOTO TeJjla Ha HopMasibHOro yesioBekay (The Production Code). ITosiB-
JleHue HaroTbhl B Kagpe 6e3 HeoOXOIMMOCTH CIOKETa CYMTAJIOCh aMOPAJIbHBIM.
OpHako, Jaxe npy 06yCI0BIEHHOCTH CIOXKETOM 3TO ObLJIO KpaliHE MaJIOBEPOSITHBIM,
IIOCKOJIbKY HaroTa «aMopaJibHa 110 CBOEMY BO3[EMCTBUIO Ha 3puUTesisg». OOHaKeHue
IOIyCKAJIOCh B «HE HEINPUCTOMHOM» BAPUAHTE, T.€. TOJIbKO OrOJIEHUE CIIMHbI WU
pyk\Hor (The Production Code).

Kak oTrmeuasnoch Bbllle, OfjHA M3 KIJIIOYEBBIX CLEH, 2 UMEHHO CLi€Ha B IylIe,
NIOKA3bIBAET KPOBABOE NPECTYIUIEHUE, COBEPIIAEMOE HAJl OOHAKEHHBIM KEHCKUAM
TeJIOM. B cepum KazpoB MoKa3 Tejia repouHu edpparMeHTUPOBaH, Mbl BUIVM €T0
4acTsIMu (OOH@KEHHbIE HOTY, IJIeYM U T.1.). LIeMKOM MBI BUAUM JIMIIb CUJIY3T
32 3aHAaBECKOM. B KyJIbBMMHALIMOHHBII MOMEHT HAIIQ[IEHUSI Kamepa CHUMAET ee
CBEPXY, a N300pKEHUE «Pa3MbITO» OT BOJIbl, YTO I10O3BOJISIET CO3AATh BIIE€YATIICHUE
OOHa)KEHUS [IEPCOHAKA, HE TOKa3bIBasl IIPU 3TOM, K IIPUMEPY, COCKU (XOTSI OHU U
MEJIbKAIOT B Pa3MbITON CcbheMKe). Korga youiilia HaHOCUT yAapbl, CKOPOCTb CMEHBI
KaJIpOB YBEJIMYUBAETCS, YTO YCUJIMBAET BIIEYATIIEHUE «PA3PO3HEHHOCTU» €€ Tejla —
B Kaj/Ipe MEJIbKAIOT YaCTH, TO MMYIOK, TO KPUYAIIUI POT, TO OTOUBAIOIINECS PYKU.

[lo opHOM M3 Bepcuil XMYKOKA Ha CLEHY YOMICTBA B Aylle BIOXHOBUJ (paH-
nysckuii pusnbMm «Les Diaboliques» (1954)(Phillips, 2008, p. 62).

Ceiiyac ClleHa C JIyIIEM €CTb TMOYTH B JIIOGOM aMEPUKAaHCKOM Xoppope’,
O[HAaKO Ha MOMEHT BbIXoAa (ujabMa OHA MPOM3BOAMWJIA KpallHE CUJIbHOE BIleYaT-
JleHre Ha 3purterisl. 3Bykopexuccep «[lcuxo» [IsHHuU 'puH cienmyomum o6pasom
OOBSICHS CIELM(PYKY BO3LEHCTBYSI CLIEHBL:

«Kakmast )KeHIMHa, ¢ KOTOPOW I pa3roBapvBajl, FOBOPWUJA, YTO JOJTO€ BPEMS He
MOrIJla NIPUHUMATh Ayl B ofuHOYecTBe. Hampumep, cerogHs yTpoM MHE CHesau
HEeOO0JIbIIYIO OTepalluio, U S CIIPOCHJI MEJICECTPY, KOTOpasi MeHs IepeBs3bIBala, BCe
JI1 cO MHO1 OyzeT B MOpsIKe, IIOCKOJIbKY Y MeHs OyneT uHTepBbio 0 “Tlcuxo”, u oHa
oTBeTusna: “Boxke MOH, s HE MOTJIa IPUHUMATDH OYII OKOJIO MATU HEAEb UJIU OKOJIO
TOr0”. DTO OY€Hb CUJIBHO MOBJIMSJIO Ha KEHIIUH. <...> ] Tymalo, 3TO coYeTaHue Byaiie -
pu3Ma, IIOKa OT BOpBaBlieiics (Urypel, OOHa’KEHHOW M abCOJIIOTHO YSI3BUMOU
SKeHIIVHBI, NHTUMHOCTb CUTyalMu. Bel Obl Jake 1 MpeJCcTaBUTh ce6e He MOTJIH, YTO
TaKO€ BO3MOXKHO. A IIOTOM MY3bIKa, OT KOTOPOM Mypallku OeryT 10 IO3BOHOYHUKY,
HOX, KpPOBb — BCS 9Ta YyKacamomas cuTyauus. <..> [IpencraBpTe cebe 0OHaKEHHYIO

1 MopasbHO-2TYeCKUi KoZeKe por3BogacTsa GpribmoB B CIIA, ¢ 1930 roga KOHTPOIMPOBABIINIA COLEP>KaHNE
KMHOKApPTHH Y CBOJMBIIMI MPAKTUUYECKH K HYJIIO MIAHC (PUIbMA, HE MOIXOIUBIIETO MO, KPUTEPUH KOZIEKCa,
MPEJICTAaTh NEPE]], 3pUTETIEM B KUHOTEATPE.

2 DraxuHemarorpadudeckas fedparmeHTalys BhIIOHSET Y XMUYKOKa IBoHHY0 (pyHKuuo. C OJHOM CTOPOHE,
OHa CIIaCaeT €ro OT IPETEH3MI CO CTOPOHBI LIEH3YPbI, 3AlIPELIAOIIEN [T0Ka3 I'0JIOrO TEJIA, & C IPYrov CTOPOHBI,
OHa KaK bl CUMBOJIMYECKH HACTPAMBATDh 3PUTEJIS HA AJIbHEHIIeE «PacuIEHEHHE» SKEHCKOTO TeJIa, BBIIIOJIHSIS
YK€ XyIO’KECTBEHHYIO POJIb.

3 VHornma oHM 106aBIISIIOTCS IIPU PeMelKax, Kak 3TO ObIIO C aMEPHIKaHCKO BepCHeil IITOHCKOTO XOppopa
«3BOHOK».
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SKEHIIVHY, CTOJIb UHTUMHYIO ¥ HACTOJIbKO 3aKPBITYIO CLi€HY, BHE3aITHO BBICTABIEHHYIO
HaIokKas, a elle U ¢ HoXoM.» (Skerry, 2009, p. 186)

Ha Ham B3rysp BaKHBIM MOMEHTOM SMOLMOHAJIBHOTO BO3IENCTBHS ITOM
CLIEHBI HA 3pUTEJIA SBJISIETCA U peakuusa HopMaHa, To4Hee TO, C KaKOi NeJaHTUYHO-
CTbIO TOT OYMIIAET OT CJIEJJOB KPOBU IOMEIEHUE, IJie NPOU3OILIO YOUICTBO, U
CLIEHA, II€ OH [IOJIFO OTMBIBAET PYKU. DTU KOHTPACTHbIE MOMEHTHI AKLUEHTUPYIOT
BHMMAaHUE Ha TOM (paKkTe, 4TO )KEHCKOE TEJIO U €€ KPOBb 3[1€Ch — HE 60Jiee YeM IPsi3b
st Hero. Kak numer, ceputasich Ha Kpucresy, T. Moziecky, HEYNCTbIE JKUBOTHBIE
CTQHOBSTCS €llle 060JIee HEYMCTBIMU ITOCJIE CMEPTH, U TPYII XKEHIIYHBI 3[€Ch — 3TO
CHMMBOJI KpanHero 3arpsisHenust (Modleski, 2015, p. 110). CumBoJMKa Ipsi3d TOJIBKO
YCUWJIMBAETCSl KPYIIHBIMU IJIAHAMM CTEKAIOLIEH B CJIMB KPOBU, TPAaHCHOPMUPYIO-
1IEeHCs B 3pavyoK, M I'OJIOBbI JKEPTBBI, M1AJIAI0LIEN PSALOM C YHUTA30M.

AHanornyHell MOTUB INIPOCJIEXXUBAETCSI B IPYroy padbore XU4YKOKa, «lccrym-
snenue» («Frenzy», 1972), B HeHTpe KOTOPOU UCTOPUS O MaHbSIKE, TyHaleM >KeHIVH
BO BpEMsI M3HACWJIOBAaHMI. OOHaKEHHOE JKEHCKOE TEJIO MBI BUIM C CAMBIX IIEPBBIX
KaJpOB KapTUHBIL: I10]], MOHOJIOT BBICTYIAIOIIErO Ha TOPOJCKOM COOPAaHMUU O 3arps3-
HEHUY 3PUTEJIM 3aMEYaloT IIABAIOIINN TPYNl OOHAKEHHOM KEHIIMHBIL. YK€ 371eCh
IIOHSATHO, YTO €€ TEJIO — 3arps3HseT KaHajl, U COIYTCTBYIOILLEE CJIOBECHOE COIPOBO-
KOEHUE TOJIBKO YCWIMBAET I3(PEEKT OT CLUEHbl. YyTh IMO3OHEE IPYIYIO KEPTBY
MaHbSK CBAJIMBAET K MEIIKaM C KapTOUIKOM, U3 KOTOPBIX OHA BBINAJAET IIPU Iepe-
BO3Ke, BaJIAACh Ha Jopore Kak mycop. OpHako, Kak nuiier Mopjecky, He BCe TaK
OJHO3HAYHO:

«OT4YacTy TO, 4TO AeJaeT MpecTyIuIeHus, 1300paxkaeMble XYKOKOM, CTOJIb OTTAJIKH -
BAIOMIMMM, KOPEHUTCS B CKDPbITOM CTpaxe U OTBpallleHWU K SKEHCTBEHHOCTU ... B
“Besymun” amOMBajIeHTHOCTb [(PEMUHHOCTU]| MOJKET OBITb CBSI3aHA C IOJISIPHOCTbBIO
MEX[y SKeHIIMHOM KaK MHINe M XEHIIMHOW KaK sI0M (UCTOYHUK “3arps3HeHus’,
“oTxompl” 001IECTBa, TOBOPS Cc10BamMu noauTuka)» (Modleski, 2015, p. 107).

MOTUB «KEHIMHA KaK MHUIIA» IIPOCJIESKMBAETCSI HE TOJIBKO B PasMEIleHUU
TPyHa pSIOM C MEIIKAMU, HO U NapalJIeIM3Me, KOTOPBIH MTPOCJIEXKUBAECTCS MEXIY
COMHUTEJIbHON €710, KOTOPYIO IOJAET MHCIEKTOPY €ro >KeHa BO BpeMsi 6ece[ibl
O MPECTYIJIEHUSIX HA CEKCYaIbHOU I0YBE, M IOCIENYIOIMMU KaJpaMy BbIOPAChI-
BaHUsl TPyIa JKEHIIMHbI B KapTouKy. «CTpafaHusi» WHCIEKTOpa OT HEBKYCHOU
T'OTOBKU >KE€HBI TIOBTOPSIIOTCS U OJIVDKE K KOHIY KaPTUHBI B €1€ OJHOM CLiEHe 00Cy -
KAEHUST TOAPOOHOCTEN YOUICTBA, II€ OH MapasulesIbHO COKPYILIAETCS, YTO B JOME
HET «OOBIYHOrO Xj1€6a». CTOUT OTMETUTb U TOT (PAKT, YTO OIHY U3 CBOUX JKEPTB
MaHbSK (OH Xe BJ1afiesiel] PPyKTOBOTO PbIHKA) YOUBAET, IOXKEBAB SI0JI0KO.

To, 4yTO €Ja M COBOKYIUJIEHWE 4YacTO IPEeNCTaB/SUINCh KAaK CUHOHUMBbI
B (pnsibMax XMYKOKA, KOHEYHO, HE OCTAJIOCh HE3AMEYEHHBIM y 3puTesieit. Kak numer
Mopieck, B OCHOBHOM, KPUTHKHU CIIMCHIBAIOT TaKOW Iapasulesiu3M «Ha BOOOpa-
KEHME€ Ty4YHOrO W3BpAlIEHLA», COBEPLIEHHO VIIyCKasi M3 BUJA TOT (PaKT,
4TO «PUIbMbl XMYKOKA OTPaXKalOT CMEJIO, MyCTb U KOMUYHO, (POpPMyJTy, KOTOpas
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CyLIEeCTByeT B CaMOM B CaMOM cepjile MaTpuapxajabHON KysabTypbl» (Modleski,
2015, p. 107).

VIHTepecHO, YTO CHEMKHU >XEHCKOM OOHaKEHHOH TEJIECHOCTU B 3TOM (PUIIbM
CWJIBHO HAroOMUHAKOT «[Icuxo». B MOMEHT HacuiMsl aKUEHT [eJaeTcsl Ha JIULE
JKEPTBBI, U B OTHEJBbHBIX KaJpaxX — Ha 4YacCTsIX €€ Tesa (COCKax), CHOBAa CO3/aBas
OILYLIEHUE «PACWIEHEHHOCTU» U PA3pPO3HEHHOCTU €€ Tesa. LIeJIMKOM Mbl BUAMM
YK€ He JKUBYIO JXEHIIVHY, HO €€ TPYIL

BHe BCSKOrO COMHEHUS, MOJOOHOE OTHOLIEHWE K >XEHCKAM IepCOHaXam
B KMHO MOXXET OBbITb TPAKTOBAHO KaK IMPOSIBJIEHME MU3OTMHUM. Heciry4alHo, XepT-
BaMU CTQHOBSTCSI CBOOOJHbBIE U HE3aBUCHMBIE >KEHIVHBI, MBITAIOIIAECS] YCTPOUTD
CBOIO JINYHYIO K13Hb. OIHAKO, HEKOTOPLIE NCCIIENOBATENIN PACCMATPUBAIOT 3TO KaK
KyJIbTYPHBIN OTBET HA JKEHCKHUE JKEJIAHUS PACIIVMPEHUS TIPaB, B TOM YUCJIE CEKCY-
aJIbHBIX, YTO ObIJIO OCOOEHHO aKTyaJbHO ISl [IEPMOJIA, KOTJIa 3TH KapTUHBI CO3/1aBa-
suck (Modleski, 2015, p. 113).

CUHOHMMUYHOE IPS3U M300paKEHNE KEHCKOTO T€JIa BCTPEYAETCS HE TOJIBKO Y
Xuukoka. B kysnproBom ¢unbme Crannmu Kybpuka «Cusinue» (“The Shining”, 1980)
IIPUCYTCTBYET MTOXOXXUN MOTUB. [1o cueHaputo, nucaress [bxkek ToppaHc yctpansa-
€TCS Ha 3UMHUI NI€PUOL, CMOTPUTEJIEM B FOCTUHMUILLY, OTOPBAHHYIO OT OCTAJIbHOTO
MUpa CHEXHBIMU 3aBajiaMU. Ero 3apaHee MnpeayrnpexuaroT, YTO M3-3a U3OJISALUU
nolo6Has paboTa MOXET MOKA3aThCs CIIMIIKOM CJIOKHOM [1J1s1 HEMIOATOTOBJIEHHOTO
4YeJI0BEKa, HO OH IEPEBO3UT TyZa CBOIO CEMbIO M PACCUUTHIBAET, YTO yeOAUHEHUE
IIOATOJIKHET €ro TBOPYECKYIO HeATEJbHOCTb. OIHAKO, IICUXUYECKOE 3MI0POBbLE
J>KeKa U 4I€HOB €r0 CEMbU CUJIBHO YXy[IIAETCs I10Cjie IPUOBITHS B TOCTUHULLY, U
JPKeK HayMHaeT BUHUTH B CBOMX 0€Zax >KE€Hy, a Ta, I0J03PeBaTh, YTO OH IMOAHSI
PYKy Ha UX CbIHA. B OHOM 13 3MM300B 3TON KaPTHHBI, BAYXHOM J[JIs1 HAIIETO [IOHU -
MaHUS IIPOUCXOIALIETO, Mbl BUIMM, KaK JIJKEK 3aXOIUT B «3alIPETHYI0» KOMHATY 237
1 OOHAPY>KMBAET TaM OOHAKEHHYIO SKEHIIVHY, JIEXKAIIYI0 B BAHHONU. 3aBOPOKEHHBIN
€€ KpacoTOH, OH NPMHUMAETCS €€ LIeJI0BaTh, HO OTPaKEHUE B 3€PKajle IOKA3bIBAET
HaM pasJiararouieecs Teja0 CTapyxu, a B CJIELYIOLIEN I0CIE€N0BATEILHOCTU KaIpOB
9TO TE€JIO MOJHUMAETCS U3 BOIbI B BAHHOM.

B ommune oT KapTvH XUYKOKA, II€ KEHLIVHLI, XOTb U BOCIIPUHMMAJIUCh KaK
IPsi3b, HO ObUIM JKEPTBOWM MY’>KYMHBI, HEBUHHbBIE B TOM, YTO C HMMMU IIPOM3OLLIO,
OOHa)KEHHAs Pa3JIararolascsl TEJECHOCTb NepPCOHaKa «CHSHUS» cama «OXOTUTCS»
Ha I'JIABHOT'O repos, U €€ IJIaBHad 3a7ja4ya — BbI3BATh CTPAX, HO YK€ HE U3-3a TOro, 4YTO
[IPOU3OLIJIO C HEH, HO M3-3a TOrO, YTO MOXKET IPOU3OMTH C IEPOEM, KOIja OH
OKaKETCS «3aravyKaH» CBA3bIO C HEM.

Teso Yyskoro

Crpaxu mepep OOHAXXEHHBIM TEJIOM BBIXOIAT HAJIeKO 3a Mpelesbl 0O0sI3HU
rpsi3u. CKpbITblE MOTHMBBI 3TOIO CTPaxa IMOCTOSIHHO MHOKAaTCSI M TUPaKUPYIOTCS.
3auacTyio, OOGHaXXKEHHOE TeJ0 B TPWUIEpAax M XOppopax OOBEKTUBUPYETCS, U
HEPENIKO OHO CTAHOBUTCSI OOBEKTOM M3[I€BATEIBCTB U IBITOK. OHaKO, Tes10 Uy»Koro,
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KaK U TeJo IpU3PavyHOU nambl u3 paboTel Kybpuka, He SBJISETCSI 4acCTbiO DTOU
CHCTEMBL.

Temaruka «HyKoi» TEIECHOCTH JOCTATOYHO CUJIbHO PAaCIIPOCTPaHEHA B KUHE-
marorpade. 1 Hepenko Tesio UyKoro B KUHO OOHaKeHHOe. [1o106H0 npeiecTBeH -
HYKaM B MHBIX CPENCTBax Nepenaur nHpopmalnum - rpaslopax, aureparype, GoTo-
rpaduy, aKLEeHT JeJIaeTCsl IMEHHO Ha «TOJIOCTU» WUJIM OOHAXKEHHOCTU Yy»Koro Tesa.
OO6GHaXEHHBIMU OBbIBAIOT M MpULIEJBLBL K IpHUMepy, KceHoMopd u3 ¢uibma
«Yy>KOi» — CyILIECTBO HACTOJIBKO OMOJIOTMYECKU COBEPLIEHHOE, YTO HE HY>KIAETCs
HU B KaKMX CIIOCO0AX «yKPBITUSI» U 3AIIUTHl T€JIa, U MHOTHE IPYrhe NePCOHAKU-
VHOIUIAQHETSIHE K3 HayyHO-(paHTacTM4YecKux (QuiabMoB. lHorma wux <«Harora»
YaCTUYHA — OTO IIOMOraeT HE€ OrPaHMYMBATh PEMTHMHI KMHOKAPTMHBI U IIPU 3TOM
rnepegarb MOTUB HAaKOBOCTU: 3PUTENIO NAIOT JIETKUM HAMEK, YTO IPEICTaBIINN
nepen HUM Yy>Kak HACTOJIBKO IUK, YTO CMOT JIUIID [IPUAYMATh KaK IPUKPLITb T€HU -
TaJINN.

B Hacnenyoluen KOJOHUAJIbHOE IIPOLLIOE 3aragHoi KYJIbType OTCYTCTBUE
OZEKIbl [IOYTH BCErAa MPUPABHUBAETCS K TMIIEPCEKCYAIbHOCTY U, HEPEIKO, arpec-
CHBHOCTHM OOHQ)KEHHOTO CyObeKTa. Ha CMMBOJIMYECKOM YPOBHE TaKO€E TEJIO BOCIIPU -
HUMAQJIOCh KaK IUKOEe M HeoOy3maHHoe. [loaTomy Hepenko UyKoH, >KUBYIIMNA Ha
TpaHuLE OMKYMEHBI, OOJIAJIA€T «HATYypPaJbHbIM» TE€JIOM — MMEHHO €r0 <«IOJIOCTb»
COMKAET €ro C JOMKOW NPUPOLON. B €BpOmeinckoM CO3HaHMU [MKApb IIPOCTO
00513aH OBITb TOJIBIM. DTy TEHIEHLMIO 3aMeYaTeJIbHO WJUIIOCTPUPYIOT MHOTOYUC-
JleHHble TBOpeHus rpasepa Teomopa ne Bpu (ok. 1528-1598). BapBaphl, KOTOpPbIX OH
M300paKaeT, MOILIHBI TeJIaMU, HO IIPXM 3TOM HE BCErja aHTPOIIOMOP(QHBI U yalle
BCETO0 IOKPBIThI TATYMPOBKAMUL.

Kak mnumer uccyenosaBlasi OOHLKEHHOE TEJIO B KOJIOHUAJIbHOM KOHTEKCTE
®ununna JleBaiiH, «o6pa3 “Ty3emia’ Kak rojioro 1o ONpeneseHUI0 Obll YPE3Bbl-
YalHO XUBYYMM, OH IIOSIBJISJICS B OCJIETIUTEJIbHOM MHOXKECTBE MECT, OT y4eOHHUKA
reorpaduu 0 KOJIOHUAIBHON BBICTaBKY, OT AELIEBOM OTKPBITKU 10 ATHOrpaduye-
ckol ¢poTorpaduy, OT MUCCUOHEPCKUX PACCKA30B O SI3bIYECTBE 10 KOMUKCOB, IIPEJ -
HA3HAYEHHBIX [J1s1 OPUTAHCKUX JEeTel, U OT CTpaHul, >XypHasa Koposesckoro
AHTPOIIOJIOTMYECKOIO UHCTUTYTA [0 TPABEJIOTOB, CTOJIb ITOIYJISIPHBIX B KOHILE XIX 1
Hauvasie XX Beka» (Levine, 2013, p. 9). B To Bpems, Kak €BpOIEICKasl My>KCKasi Harota
aCCOLMMPOBAIACh C BO3BBILIEHHBIM, KYJIbTYPHBIM M HHTEJUIEKTYaJIbHBIM, Hacje-
IveM AHTUYHOU ['penuy, «HeeBpOIleyiCKas Harora, HalpOTUB, LEJIEHAIIPaBJIEHHO
o003Hayasa OTCYTCTBUE LMBWIM3auuu. OTCYTCTBUE OHEXIbl U OTCYTCTBUE
KyJIbTYPbl U LUMBWUIM3ALMW ObLIM CBSI3aHbI MeXAy C000#. <..> Ilpome rosops,
SIpOCTb, KOTOPYIO BbI3bIBAJIM IEMOHCTPALIAY HArOThl 6€JI0r0 TeJIa, 6bljla B OCHOBHOM
NIPUIJIyILIEHA, KOTAa OOHaXKEHHbIE TeJla PUHAIJIEKAIN KOJIOHUAJIBHBIM U HEOEJIbIM
HapojaM. DTO OblIM Tesa, JOCTYIHbIE IJI1S1 IEMOHCTPALUM U U3Y4E€HMS], UX Harora
OblyIa €CTECTBEHHOM, U, Oyly4yr TaKUM OOpPa30OM KaTaJIOTM3UPOBAHHBIMU U KJIACCU-
(PUIMPOBAaHHbIMY, OHU I[OATBEPKOAIM CBOM HU3LIMN KOJOHMUAJBHBIA CTaTyC»
(Levine, 2013, p. 9).
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KoHeyHO, peyb B 3TUX LUTaTaxX UieT B IIEPBYIO Ouepenb 00 STHOrpadpuiecKon
¢dororpadun - SBIEHUY, LEJIbI0 KOTOPOrO Ha MEPBbIN B3I, ObIJIO «TUIIOJIOTU3N -
poBaTh» IUKUE (U KaK CJIE[CTBUE) OOHAXKEHHbIE TeJjla JKUTEJEN €eBPONEeNCKUX
KosioHM. OIHAKO, HEJb3s1 OTPULATh U TOT (AKT, YTO COBPEMEHHBII KuHeMaTorpad
BO MHOTOM HacJjieflyeT NaHHBIX NOAX0Z. Mbl He OyZAeT 37eCh OCTAHABJIMBATBHCS HA
BCcex (uibmax, rge GUrypupyloT obHakeHHble Uykue Tesa, MOJOOHBIX KapTHH
CJIMIIKOM MHOTO, YTOOBI X MOJKHO ObLJIO Pa300paTh B PaMKax JAHHOM CTaThy, [1a U
OTHIOJIb HE BCE M3 HUX MOJIXOZST HaM B CBSI3U CO CBOMM >KaHPOM.

HexoTopsle 13 XOPPOPOB IBITAIOTCS UMUTAPOBATh STHOrpapuuecKue 3arncKy,
K TpUMEDPY, CKaHJANbHBIA  UTAJbSHCKUM  puiabM  «An  KaHHUOAIOB»
(“Cannibal Holocaust”, 1979). B xome crokera Mbl y3HA€EM UCTOPUI0 CbEMOYHOU
TPYIIIbI, KOTOpPas OTIPABJSETCSI B aMA30HCKME DKYHIJIU, YTOOBI CHSITb [OKYMEH-
TaJIbHOE KMHO O HACEJISIIOIMX 3TH 3€MJIM KaHHMOanax. CbeMOYHas IpyIa UCue3aeT
Y Ha [OMCKU UX U YTPAYEHHOW BMECTE C HMMU ILJIEHKU CHAPSDKAETCS yKe Apyras,
BOOPY>KEHHasl KOMaH[a.

B camom Hauane KapTUHBI II€pel HaMU IMPEICTAIOT HeKue abOpUreHsl,
IIPUKPBITBIE TOJIBKO HAOEAPEHHBIMU IIOBS3KAMM U pacKpalleHHble. B jiecy OHHU
BIPBI3AIOTCS B €y KaK JKMBOTHbIE. [0 XOOy KapTHMHBI Mbl BUIUM HACWJIME HAL
JKEHIIVHOW, MYXKCKYI0 U JKEHCKYI0 HAaroTy, CEKCyaJbHO€ HACWJIME, PACUJIEHEHHE.
YeM pasblie Mbl YIAISIEMCS OT «LUMBUJIM3ALUN», TEM arpeCCUBHEE U OOHAKEHHEe
CTaHOBUTCST UyKoe Teslo, U TeM 00jiee OTBPATUTEJIBHBIMM U LIOKUPYIOLUMU —
Kagpbl GpuibMa. besblil 4esloBeK MonagaeT B IPOCTPAHCTBO «UyKUX», IIe HAYNHAET
TPaHCTPECCUPOBaTh, U B PE3YJIbTATE OKA3bIBAETCSI CHEAEH STUM IIPOCTPAHCTBOM —
B I[IPSIMOM U IIEPEHOCHOM CMbICse. DUibM CiejlaH, KaK MbI Y>K€ OTMEYaJIM BBILIE,
B [ICEBIOJIOKYyMEHTJILHOM CTUJIe. BbIOpaHHBII CHOocOO ¢UKcAauUU Ha IJIEHKY
CO3[AET WII3UIO JOCTOBEPHOCTH, YTO HOJDKHO B KAKOM-TO CTENEHU OIpaBAaTh
[IPOUCXOZMlIee HA SKpaHe. Brpouyem, 3Ta IMCEBIOHAYy4YHAss OTCTPAHEHHOCTb
He CI1acjia KapTUHY OT 3allpeTa Ha 10Ka3 U CYHeOHbIX TSKO.

Boobuie, MOTUB «(UKCALMY MPOUCKXOISIIErT0 Ha IJIEHKY» NOCTAaTOYHO YaCTo
BCTPEYAETCSI B XOPPOPAx, HEPEIKO NENAIOT ITO UMEHHO arpeccopsi’. OH BCTpeya-
eTcsl 1 B KaptuHe «OCTpOB cMepTy» (OH Xe «JIpsiBosbl Ha MuKoHOCe» 1 «Kaxna
IIOXOTW»). DTO Tpedeckuil puibM, CHAThI Huko Mactopakucom B 1976 r.. B ueHtpe
CIOKeTa OpaT M CeCTpa, NPUE3KaIIMe Ha HEKUM OCTPOB. [IpyruMu CJIOBamy,
B paMKaxX [JAHHOV KAapTMHBl OHM BBICTYNAIOT Kak Yykaky, NpUOBIBIIKE B HEKOE
UIWUIAYECKOE IPOCTPAHCTBO. He OyneM mnepeckasblBaTb BCE CLEHbI (HUIIbMa,
OTMETUM JIMIIb YTO B U3OLITKE NPUCYTCTBYIOT OOHKEHHBIE TEJIA, KAK MY>KCKUE, TaK
Y JKEHCKHUE, 4Yalle BCErO0 B KOHTEKCTE CEKCYyaJbHOrO Hacuius (0O IocaenoBa-
TEJIbHO — CEKCa, 3aTeM Hacwiusl). 30ech €CTb U HACWINE HaJ, My>KCKUM TE€JIOM, [IBE
CLI€HBI, CMMBOJIMYECKM MOAMEHSIOMNE CEKCyaJIbHOE HACWIME HAJl MY>KYMHaMH,
KyJIbMUHalMs ¢GpuibMa — COOCTBEHHO aKT CEKCyaJIbHOTO Hacuius. Bee cBou 37one-

1 3mech MO>KHO BCIIOMHUTD (prytbM «S1 T1TI0F0 Ha Banmw MOrwisl» (2010), roe cHavYasia HACW/IBHUKY CHUMAIOT M37Iie-
BaTeJIbCTBA HAJl JKEPTBOM Ha KaMepy, a 3aTeM ysKe cama >KepTBa PaCIIpaBIsIeTCsl C HUMU aHAJIOTMYHBIM 00Pa3oM,
TarKe PUKCUPYsI KDKIO0E CBOE IeHICTBUAE CHEMKOIL

137



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
T'onoe Teno kak naaumrcect | https: //doi.org /10.46539/cmj.v3il.62

SIHUSI NIePCOHAXU (UKCUPYIOT Ha KaMepy, U IIJIEHKA CTAaHOBUTCS CBOEOOPAa3HBIM
tpodeeM. IIpym 3TOM, repouMHs He SBJISIETCS CYOBEKTOM B IIOJIHOM CMBICIIE.
Ona - akceccyap MaHbsSKa BpOZ€ KaMepbl, Kak Tpodeill NepexoiuT K [IPYyromy
HAaCWIbHUKY, KOTJA TJIaBHBIM OKAa3bIBA€TCS IIOBEP)KEH. bosiee TOro, >KEHIIMHA
NIPUBETCTBYET HACWIKE: KaK HaJl COOOM, TaK M HaJ, HACUJIbHUKOM.

HeckoJsIbKO CXOXUI MOTUB IIpOCjexuBaercss B ¢uibMe «OOHaKeHHas s
catanbl» (“Nuda per Satana’, 1974), utanbgHCKOM (QuiabMe YKacoB JIynmku
baruesuibl. VicTopusi pa3BOopayMBaeTCsi BOKPYI IE€PCOHaXKA, KOTOPBIM IONALAeT
B aBapuio. OH IIPEICTaBIISIETCS JOKTOPOM, U IBITAETCS CIIACTU [IEBYILKY U3 IPYroi
MAIIMHEL [[J11 3TOr0 OH OTIIPABJISIETCS 32 ITOMOIIBIO B HAXOSMIIUICS 110 COCEICTBY
3aMOK, e 1 OyHeT MPOXOOWUTb OCHOBHAs 4YacThb CIOKETa. B 3aMKe Mbl yBUIIMM
3epKaJIbHbIE BEPCUY HAIIMX FEPOEB, MPOSIBISIOUIME CBOU JK€JIaHUS OTKPBITO. PuibM
IIOJIOH KaJIpOB OOHKEHHOW >KEHCKOM IJIOTU C CaMBIX MEPBBIX CEKyH[, 3a4acTylo
JKEHCKUX TeJl B KaJpe Cpa3y HECKOJIbKO (ECTb U IPOTHMYECKUE CLEHBbI C JIByMS U
oonee pepymkamu). [lokasaHbl Teja [OOCTaTOYHO IMOAPOOHO — HAIpPUMED,
Ha 26 MUHYTE 3pUTEJIIO IIPECTABIIEH JXEHCKUM 3] KPYITHBIM [JIAHOM I10KA JEBYILKA
Moertcs. KoHeuHo, He 06xoguTcs ¢puibM 6€3 MBITOK U M3[€BaTe/IbCTB Hajl JKEHCKUMU
TeJIAMU: €CTb [AKE CLEHA, II€ FEPOMHIO MbITAETCS HE TO COXPATh, HE TO M3HACUIIO-
BaTh Mayk'.

[Ipy aTOM, reépOoMHS, KaK HaM MOKa3bIBAIOT M3HAYAJIBHO — 3TO JE€BA B 6€lie, BeIb
VMIMEHHO BOKPYT €€ CIIaCEHUSI U CTPOMUTCS CoKeT. OHAaKO O/bKe K KyJbMUHALMHY,
KOTOpasl NPeACTaBjI€Ha B BUJle CBOEOOPA3HOM OPrUM, Mbl BHUIMM, YTO OHA BOBCE
HE HY)KJAQeTCSl B CIIAaCEHWM, ITOTOMY YTO IIBITKU HAJl HEW CIOXKET OIPaBIbIBAET
ee COOCTBEHHBIM XeJlaHMEM. [ CHOBa, Kak U B IIpeaplayleM GuibMe, 3eBaTeb-
CTBAa HAJ, S>KEHINVHOW IIPUBETCTBYET CaMa >KEHIIMHA. 3aBepliaeTcsl KapTUHa
IEeMOHCTpanuen (akTa, YTO B 3aMKE MHOTO JEBYIIEK, BEPOSITHO, TAKMX K€ KaK OHA —
1 IMEHHO MX HeyeMHasl CEKCYaJIbHOCTh CHeJlaja UX Y3HULAMU «3j1a». ['epoi, oTpu-
HYBUIMI CBOM JKEJIAHWS, BBIPBIBAETCS HA CBOOOAY M IOKMJAET 3aMOK. HecsoKHO
3aMETUTb YETKYIO T€HJIEPHYIO IPaHULly: TepOi CIIOCOOEH NPEOJO0JIETh CBOU CEKCY-
aJibHblE TIOPBIBbI, JKEHIMHBI e — lIHble, 1 He CIIOCOOHBI YCMUPUTH CEOSl, UYTO U
OIIPaBABIBAET IIPOMCXOIAIIEE C HUMU.

HeyemHasi CE€KCyasIbHOCTb SBJISIETCSI BKHBIM DJIEMEHTOM CO37aHUs o6pasa
arpecCHUBHOrO ToJIOro TeJsa. Bo3Bpammasch K yKe YIOMSHYTOMY BbIllE KCEHOMOPQY
XOTEJI0Ch Obl OTMETUTb HE TOJIBKO OTCYTCTBUE OJE€XK[bl, HO Y arPECCHUBHYIO CEKCY -
aJIbHOCTb 3TOT'0 NEPCOHAXKA. UEJIOBEK IJIs1 HETO SIBJISETCS HE TOJIBKO €10V — HO U
CPEICTBOM [JIsI Pa3MHOXXEHUSI, UHKY0ATOPOM, B KOTOPOM Pa3BUBAETCSl JIMYMHKA.
PaccmartpuBas oty (panmmsy uepes npusmy o¢pengusma, b. Kpupg ormeuaer
NPUCYTCTBUE IBYX (popMm ¢eTnmmsma BO (paHImM3e: MOHCTP KakK (HeTUIU3UPO-
BaHHBIN (Pasyioc apxanyecKoil MaTepy, MPeICTaBIEHHbIN B BUJle TPAaHC(HOPMUPYIO-
1Ierocs mpuIlesbla, U (Ganoc Kak GeTUIIN3MPOBAHHbIN PEOEHOK WX “MalbIIl’, YTO
IIPOCJIEKMBAETCS B JUHAMUKE MEXIy repouHei u ee kowkon (Creed, 2007, p. 22).

1 Mbl yKe yIIOMUHAU BbILIE O CUMBOJIMYECKOM CBA3M CEKCA U TIOKUPAHUSL.
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[Ipy 3TOM wHCCnenoBaTeNb OTMEYAEeT, 4YTO yKac nepen UYUyKuM CTpOUTCS
He Ha OTCyTCTBUM (PaJIJIMuecKoro, HO Ha CTpaxe Iepeq >KeHCKUM B ¢opme vagina
dentata:

«Martp Uyxkux - ykacawomas ¢purypa He IIOTOMY, YTO OHa KaCTPUPOBAaHA, a MOTOMY,
a ImoTOMY, 4YTO OHA KacTpupyeT. Ee BCernorjomarpinas, WHKOPIOPHUpPYoLas Cuia
KOHKPETU3UPYETCS B PUTypPe €€ MHOIJIAHETHOTO OTIIPBICKA; CYLECTBA, Ybsl CMEPTO-
HOCHasl MUCCH TNIPEJCTABIEHA KaK M Y apXanyeCKOM MaTepy — pa3opBaTh Ha 4acTu U
BHOBb CO€IMHUTD BCe xuBoe» (Creed, 2007, p. 22)

B omnpeneneHHbII MOMEHT (WibMa JIMIIAETCS OAEXK/bl U TJIABHBIN >KEHCKUM
IepCcoHaX KapTyHbl. OKa3aBIIXCh HA LIATTJIE BOBOEM C KOIIKOWM, IJIaBHAs FE€POMHS,
Punuy, omymaer cebst B IOJIHOM 6€30M1aCHOCTY U HAUMHAET Pa3feBaThCs JO Oesbs,
napasuiesIbHO PacKUIbIBasl IPEIMEThI rapfepobda BOKPYT cebsl. Mbl ke, Kak 3puTeriy,
JIMIIb TIOCTETIEHHO OCO3HAa€M BECh yXKaC CUTyalluM — €€ TOJIHYIO0 6€33alUTHOCTD U
HaJIM4yue MOHCTpPA PSIOM C HEW. ABTOPbl MOHOrpadum O KEHCKON TPaHCTPeCcCUum
paccMaTpUBAIOT 3TOT MOMEHT KaK IIPOJOJDKEHNE TPAIULIMOHHBIX [JIs1 5KaHPA YCJIOB-
HOCTeH, oTMeuas], 4To «Punmu CKOTT M300pakaeT Teno Purum ¢ peMuHusnpo-
BAaHHOW CEKCyaJIbHOU Ys3BUMOCTBIO» (Owen et al., 2007, p. 34). [lelcTBUTENBHO,
BO BCEX MMPEIBIAYIIMX CLIEHAX OHA CKOPee aKTUBHbINA, IPYyOOBATHIA U IMOYTU MACKY -
JIVHHBIA NIEPCOHAX. YK€ YIIOMSHYTHIM Bbllle P. Byl oTMEYaeT mosiHOe OTCYTCTBUE
cekcyaspHOro ¢iupra B crokere (puiabma, Jake NEPCOHAKUA OOpallaloTCsl APYT
IOPYry TOJIBKO MO (aMuivy, OTYETrO0 CTUPAETCS JIt00asi BO3MOXXHOCTb T'€HAEPHOMN
uneHTudUKaAIMU — OOUH U3 MEePCOHAKEN U BOBCE MPOM3HOCUT «son-of-a-bitchy,
XapaKTepusys JOMUHUPYIOLIee [1I0BegeHue Purm:

«KeHCKast CeKCcyasbHOCTb [OJyYaeT BO3MOKHOCTb IIPOSIBUTBHCSI TOJIbKO B KOHIIE
¢unpma, mocne TOrO Kak BCEe MYKYMHBI yOUTHL. DUIbM KOHCTPyHUPYET HOBYIO
“HOpPMAaJsIbHOCTD', B KOTOPOU moJioBasi auddepeHnuanys nepecraeT MMeTh 3Ha4YeHue
- IPU YCJIOBUH, YTO CEKCYyaJbHOCTb OYyZEeT IOJHOCTbIO YHHYTOXeHa» (Britton &
Wood, 1979, p. 27)

Ho 3Ty cueHy MOXXHO TPakTOBaTh M MHaude. Kak OTMEYaeT psj MCCienoBa-
TeJIEN, 9Ta CLIEHA B 3HAYMUTEJILHON CTENEHU MPUIEPKUBAETCS XMYKOKOBCKOM yCTa-
HOBKU «IIBITATh >keHIMH» (Owen et al., 2007, p. 34), BeZib YTO MOXET IPEICTABIISITh
bosiee SIPKUI KOHTPACT K Y)KaCaloLIEMy M IOYTHM HENOOEOVMMOMY MOHCTPY, YEM
ySI3BMMas], [IOYTH OOHKEHHAs >KeHIMHA? OJIHAKO, B OTJIMYUE OT PaboT XMYKOKA,
I7€ KEHUIVHBI [I04TU BCETJa CTAHOBUJIMCH TPYIIaMU I10CJI€ BCTPEYU C arpeCCOPOM,
3[€Chb XEHCKUU IMEePCOHAX — €OUHCTBEHHBIN, KTO CIOCOOEH NEPEXUTb BCTPEYY
C MOHCTPOM, 1 Haub0J1ee YCIEIHbINA aKTOP CIOXKETA.

Bropoit ¢uiabm (ppaHImIM3bl eme 60JIblIe YCUIMBAET JAHHBIA KOHTPACT, BEb
T€pOMHS TENEPD 3AIMIIAET HE TOJIBKO CE0S MM KOLIKY, HO M MAJIEHBKYIO, CJIa0yI0
IEeBOUYKy. B (uHanbHBIX Kazpax ¢uibMa Mbl CHOBA BUAMM TEPOVHIO B HIKHEM
6esibe, HO YK€ KyZia MEHEe CEKCyaJM3MPOBAaHHO. 371€Chb BAKHEE €€ IIOYTU Mare-
PUHCKas (PYHKLMS 3aIUTHYKA, HEXKEJIU CEKCYaJIbHOCTD €€ IT0IyOOHA)KEHHOTO TeJla.

Bo3Bpamasch K XMYKOKOBCKAM MOTMBaM BO (PPAHILIN3E, XOTEJIOCh Obl TAKKe
OTMETUTb U CLEHY B puibMe «Uyxoi: 3aBeT», Ie MNEPCOHAXKHU, 3aHMMAIOLIMECS
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JII000BBIO B Jyll€ CTAHOBSITCSl >KepTBaMU KCeHOMopda, a Me[JIEHHblE CbEMKU
IEeJIaloT aKLEHT Ha (a/uimyeckor (pOpMe MOHCTPA, a BCS IOCIELNOBATEJILHOCTD
KaJpOB HAalIOMMHAET IBOMHOE U3HACUJIOBaHNE, TeTlepPh Y>Ke He TOJIbKO JKEHCKOT0, HO
1 MY>KCKOT'O OOHa>K€HHOT'O TeJIa.

CymMMupys poJiv XXEHIIMH B Xoppope, b. Kpun oTmedaer, 4yTo «Korga >KeHIuHa
IpeCTaBjeHa KakK 4y[OBHUIIE, 3TO MOYTH BCETJA CBSI3aHO C €€ MATEPUHCKUMU U
PENPOAYKTUBHBIMU (YHKUMSIMU. DTUMM 00OpazaMy SIBJISIIOTCS: apXaWyHas Marth;
Yy[OBUIHOE YPEBO; BEAbMA; BaMIUp; U opepxkumas xeHumyHa (Creed, 2007, p. 7).
Kcenomopds! u3 ¢ppanHmmssl «HUy>Koi» CBOMMHU JEUCTBUSIMM OTCBUIAIOT HAC TO K
apXau4yHou MarTepH, TO K Yy[OBHUIHOMY 4YpeBy. HO B HEKOTOPhIN CIy4asx CTpax
nepez, JKEHCKO! PEeNpPOIYKTUBHOCTBIO ITPOSIBIISIETCS] B (PUJIbBMAxX Y C BIIOJIHE aHTPO-
NIOMOP(HBIMYU [EBYIIKAM.

B 3TOM CMBbIC/IE TpUMeYaTesbHbIM siBysieTcss puabm «Ocobp» (“Species”, 1995,
pex. Pomkep [loHanpacon). 1o ClokeTy KapTHUHBI Y4€Hble CKPEIIMBAIOTCS MHOILIA -
HeTHylo JIHK ¢ yesnoBedeckoy, 1nosy4yasi pe6eHKa, KOTOPbI PAaCcTeT YPE3BbIYANHO
op1cTpO. OCOOBIN aKLUEHT B (PUIbME [AEJIAETCS Ha BBIOOpE mosia Ijisi Oynyliero
MYTaHTa: Y4E€HbIE CTPEMUJIMCh CO3[AThb MMEHHO J>XEHCKYI0 OCO0b, IIOTOMY YTO
«IEBOYKU 00JI€€ MOKOPHBI U Jierye MOAJAITCS KOHTPOJIO». OOHAKO 3KCIIEPUMEHT
BBIXOLUT M3-TIOZ, KOHTPOJISl, M WCIIYyraBIIMECS COOCTBEHHOTO TBOPEHUSI y4YEHBIE
IIBITAIOTCSI OTPABUTH €€, U AE€BOYKa cOeraet. Tak Kak 3TO CYIIECTBO OYEHb OBICTPO
pacTeT, ee BbIXOZ, Ha CBOOOAY COIPOBOXKAAETCS CTPEMUTEJIbHBIM B3POCJIEHUEM.
[IpoBenst MUHMMaIbHOE BpeMsi Ha CBOOOZE, OHA OTIIPABJISIETCS <«HA OXOTY»
3a My)KUMHOM. B 3TOM 6Go0oraromM Ha (QparMeHTbl MY>KCKOM M >KEHCKOW HaroThI
duibMe, TMEHHO OOH)KEHHOE JKEHCKOe TeJsio — arpeccop. OHa yOUBaeT MYy>K4MH,
KOTOpbl€ HE MOAXOIAT €l TeHETUYeCKU, a KEHIIUH [OTOMY YTO OHU BbICTYHAIOT
KOHKYpEHTaMU B 060ppOe 3a pasMHOXEHUE. 37eChb, KaAK U BO MHOTMX [PYrux
XOppopax, MOBTOPSIETCSI MOTUB, YTO XEHIIMHA HECIIOCOOHA KOHTPOJIMPOBATh CBOU
CEKCyaJIbHbIE TOPBIBBL: B 3TOM KOHKPETHOM (PUIbME OHA XOYET «CIApUTLCS» U
NIOJIyYUTh ITOTOMCTBO TaK CHJIbHO, YTO TEPSET CBOK aHTPONOMOpPGHYIO (opmy
B ripouecce. Eil ygaeTcs CKpBITbCS OT IIPECIIEAYIOLEN €€ KOMaHIbl U IOPOAUTH
IIOTOMCTBO B KaHaM3auuu. KOHEYHO, HEBO3MOKHO IIPOMTHOPUPOBATh CMMBOJIM3M
ATOrO MPOCTPAHCTBA Y CBSI3b C I'PSI3bI0 — IPSI3HA U OHA Cama Kak >KEHIIWHA, U ee
IIOTOMCTBO, POXKAEHHOE B PE3YJIBTATE «OXOTBI».

Ha atom xe noctpoeH ¢uwibM «BHyTpeHHuil crpax» (“The Terror Within’
1989). T'osbIMK MBI BUOMM 371€Ch TOJIBKO MOHCTPOB («TOPIyJINif»), MyTMPOBABLINX
NoJ, AEUCTBUEM BUpYyCa JIIOLEN, KOTOpPblE Pa3MHOKAIOTCSl, HACWITYsl SKEHIMH.
[IpOHMKHOBEHVE MOHCTPA HA 3aIUILIEHHYIO Y€JIOBEYECKYIO0 TEPPUTOPUIO CIIy4aEeTCS],
KOTZa JIIOOY HaXOIsT BO BHEIIHEM MUPE BbDKUBIIYIO JE€BYLIKY U IIPUBOJST €€ B CBOU
OyHKep, TI[€ OHa PpOXAET <«MOHCTpPa». DTOT MOTUB <«POXIEHUS 4Yy[OBUIIA
OT OOBIYHOW J>KEHIIMHBI» IIOBTOPSIETCSI B (PUJIbME HECKOJBKO pa3, I10Ka3bIBaf,
YTO >KEHILVHBI HE KOHTPOJIMPYIOT HE TOJIBKO CBOI CEKCYaJIbHOCTb, HO U (EepPTUIIb-
HOCTb.
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YesroBeKka BIIOJIHE MOXKET HaIlyraTb 4€JI0OBEYECKOE TEJIO, OCO6eHHO, €CJn 3TO
MEPTBOE TEJIO:

«MHOrO rOoBOPUTCSL O TOM, YTO OCHOBOM JIIOOOTO YKaCTHKA SIBJIIETCSl CTPaxX 3pUTeJis
nepes CMEPThIO; YTO YXKAChl MYyraloT 3PUTEJS, SIPKO MCCJIeNysl Bapyualydyd Ha TeMy
CMEPTU 3pUTeJIsl, HO 3TU AEAYyKTUBHBIE PACCYXKIEHHUs TEPISIT Kpax Iepe], [10BCe-
MECTHBIM TIOBTOPEHUEM ULIeU O TOM, YTO CMEPTb IIPeJIIOUTHUTEIbHEE BEUHON KU3HU
B U3MEHEHHOM TeJle (KaK y BamIMpa WM 30MOU). Be3ycjioBHO, CMEPThb SBIISIETCS
OIHOW M3 IVIaBHBIX TEM B yKacax, HO 4allle BCEro OHAa IIPEeJCTaBjsieT MHTEpPeC Kak
Cpe[CTBO, a He Kak LeJb. Korma Teso yesoBeka ymupaeTr B GUIbME Y>KacoB, TEJIO 3TO
YaCTO OCTAETCSl aKTUBHBIM M TE€M CaMbIM IOPOXIaeT crpax y spurenei» (Collins,
1993, p. 29).

Crpax nepej, MEPTBbIM TeJIOM U UyKOM >KEHIMHOM BOILJIOLIAETCSl B 0Opase
Bamnupul. Kak numer [lyrsiac Bpop, «HayuHas ¢ BUKTOPMAHCKOM 310X, BaMIIMP
CTajl CUMBOJIM3APOBAThH IIOPOYHBIN COI03 MEXIY CEKCOM U CMEpPThi0. OH MM OHA
NPEeACTaB/IsUIA JTUOUAO0, O KOTOPOM YXKe TOoraa Haudas roBoputbh Opeiis, TeMHYIO
‘nogasnennyo cuny’» (Brode, 2014, p. 8). XOTs >KEHIIUHbI-BAMIIMPBI TOCTATOYHO
4aCTO BCTPEYAIOTCS B KMHO, JOJITOE€ BPEMSI OHU OCTaBaJIMCh [IEPCOHAXaMU BTOPOTO
niaHa. CBOe€0OPa3HbIN «BCIIECK» IOMYJIIPHOCTU CIOKETOB, II€ KEHIIMHA-BaMIIUP
SBJISIETCS OJHUM U3 IJIaBHBIX IIEPCOHAKEN npoucxogut B 70-e rr. XX B.. Kak nuier
Anpnipea Baiic, 3TOT BCILIECK MHTepeca K 00pasy CBsI3aH C «0eCIIOKONMCTBOM, KOTOPOE,
BEPOSITHO, WCIIBITBIBIA MYKYMHBI-HATypaJbl B T€ TOZbl, OIACASICh, 4YTO WUX
KyJITYPHAasl TET€MOHUS PYXHET 1107, HATUCKOM >KEHCKOro ABKeHus» (Weiss, 2014,
p. 22).

Becbma 3(pHEKTHO 3TO OOBbEIMHEHUE CEKCYaJbHOCTU, CMEPTU Y OOHAKEHUS
IIPEICTABJIIECHO B 3JpOTUYECKOM xoppope KaHa Postena «OuapoBaHue»
(“Fascination”, 1979), B KOTOpOM OOHQ)KE€HHAS JEBYIIKA, HA IJIEY KOTOPOU HAKUHYT
YEepHBbIN IUIall, YOMBAET HECKOJIBKO (IPEMMYIIECTBEHHO MY)KCKMX) IEPCOHAKEN,
CHayasla HOXOM, a 3aTeM KOcOou. OWibM AEMOHCTPUPYET CTOJIKHOBEHUE arpec-
CHMBHOI MAacCKyJIMHHOCTUA C HE MEHEE arpeCcCHUBHOM (PEMUHHOCTBIO, B pe3yJsbTare
YEero reTepoCEKCyasbHbIM COI03 B 3TOV KapPTUHE 3aKaHYMBAETCS CMEPTbIO MYKUMH,
TaK KaK «I000Bb K KPOBU IOPa3[io CWIbHEE JIIOOBU K TEJy». My>XCKUE NIEPCOHAKU
3TOro (prsbma IbITAIOTCS HACUJIOBATh JKEHIIVH, OAHAKO 3PUTEJIIO OYEBUIHO, B YbMX
pPyKax B paMKax 3TOM KMHOKAPTUHBI HAXOOUTCS BJIACTb, O YEM CBUIETEJILCTBYET
TEeCHasl CBSI3b OOHAKEHHOW J>XEHCKOW TEJIECHOCTU M MYXKCKUX CMEPTEW, U YbU
CTpaxy OHa IIPOELIUPYET.

[lo cioxery ¢unbma «KuszHeHHass cuna» (“Lifeforce”, 1985) KOCMOHAaBTHI,
OTIIPABJIEHHBIE [JI1 UCCJIELOBAHUSI KOMETBI, HAXOHAT OOBEKT KCKYCCTBEHHOIO
IIPOUCXOXKIEHNS, BHYTPU KOTOPOTO OKa3bIBAIOTCS capkodaru € OOHaKEHHBIMU
T€JIaMU JIByX MY>KYMH U OJHOM JKEHIIVHBI. 3aBOPO’KEHHbIE OOHAKEHHBIM JKEHCKAM
TEJIOM, KOCMOHAaBThl IIPMHMMAIOT pelleHue 3abpaTh capkodaru c co60M, 4TO
IIPMBOAUT B UTOTE K TPareJyuu Ha LIATTJIE, U «IIPULIEJIbLBI» OKa3bIBAIOTCS HA OXpa-
HsIeMOY 6a3e Ha 3eMJie, I7ie BBICACBIBAIOT )KU3HEHHYIO CUJTy OXPAHHUKOB U COETAIOT.
B aroil KapTUHE yXX€ OAMH BUI, OOHAaXKEHHOIO >KEHCKOrO TeJa SBJISIETCS 3HAYM-
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TEJIbHOU yIrpO30ii 3[0POBbIO NEPCOHAXKEN, IIOCKOJIbKY rojiast AEBYIIKAa 00€30PyKu -
Ba€T MY)KYMH C IIOMOIIBIO «CEKCYaJbHOT'O BJIEYEHMSI ITOPA3UTEJIbHOU CUJIBIY.
OpHako OOHaXKEHHasl KEHCKasi TeJIeCHOCTb 3[leCb OINacHa He TOJIbKO TOTEeHLU-
aJIbHOM CMEPTBIO JKEPTBBI U YTPATOM MY>KYMHAMM COOCTBEHHOM JIMYHOCTHY,
HO U 3apaKEHUEM, MCTOYHUKOM KOTOPOrO OHA CTAHOBUTCS. Te Joau, KU3HEHHYIO
CHJIy KOTOPBIX OHA BBICOCAJIA, CAMU BBIHYXKIEHBI BBICACHIBATb >KU3HEHHYIO CUIIY
IPYTUX JIOLEN, NTHA4YE OHU IIPEBPATATCS B MyMUU Y PACCHIIUIIOTCS B IIECOK.

B ¢uHasie KapTUHBI B Pe3yJIbTaTe paCIPOCTPAHEHMS BUPYCa HACTYIIAET «30MOU
ATlOKAJIMIICUC», @ €JVHCTBEHHBIM BbDKUBIIMI KOCMOHABT Y3HAET, YTO OH, IO CYTH,
TaKOM >Ke€ BaMIIMp, U BCEerya UM ObUL. B mocsenoBaTelbHOCTA KaJipOB OOHAXKEHHbIE
TeJla KOCMOHaBTa U BaMIMpUIU OOBEAUHSIOTCS B JIy4e€ SHEPruMM, HO KOCMOHABT
IIPOTBIKAET €€ (U cebs) KombeM. VX Tesna «BO3HOCATCS» B JIyde Ha KOpabiib
[IPULIEJIbLIEB.

VIHTepeCcHO! OCOOGEHHOCTBIO ATOro (puyibMa SBJSETCS TOT (PaKT, YTO 06pa3s
OOH&XKEHHOrO Te€Jla B HEM SBJISIETCSI <«IIPEICTABIECHUEM O J>KEHIIMHE», B3SITOM
BaMIIMPLIEN 13 CO3HAHVSI KOCMOHABTA, UHBIMU CJIOBAMMU, UIEATIOM.

Kak u B mpepplayliell KapTUHE, NMPOHUKHOBEHUWE MY)KYMHBl HA 3aKPBITYIO
TEPPUTOPHIO «OOHAKEHHBIX» KEHCKUX TeJl BJIEYeT 3a COOOM Tpareiuio U CMEPTU
MHOJKECTBA JIIOAEW, OJHAKO B IEPBOM CJIyda€ OCTAHOBUTb TParevio M BEPHYThb
CHCTEME «CTAaOUJIBHOCTb» ITOMOTa€T CMEPTb MY)KYMHBI, @ BO BTOPOM — CMEPTb-
BOCCOEJIHEHVE€ MY>KYMHBI C )KEHCKHMM I€PCOHKEM B CBOEOOPA3HOE BO3HECEHHE
«OOKEeCTBEHHOI» TapBhl.

O6pasoBaHue Mapbl, 00ECIEYUBAIOIIEH CTAOMJIBHOCTb CUCTEMBI — YaCThIN
MOTHUB BaMIupckux ¢uabMoB. B kaptuHe «KpoBp HeBUHHBIX» (“Innocent Blood”,
1992) neBymKa-BaMIMP M €€ CEKCyaJbHBII MHTepec (TOJIMLENCKU) OOpIoTCS
c 6occom mapuu. C mepBbIX KapOB KapTHMHBI OPOCAETCs B IJla3a KOHTPACT ee
rosioro (T.e. IMKOTO TeJa) U KyJIbTYPHOTO IIPOCTPAHCTBA 3aJHEro IUIaHa (ropona).
JKeHmyHa-BaMIIMp CUMBOJIMBUPYET COOOM HOBBIH (U B TO ’K€ BPEMSI MapTUHAJIbHbIN)
T€HJIEPHBIN MOPSIOK — CBOOOIHYIO IaMy, SKUBYLIYIO B OAMHOYECTBE U IEPUOIU-
YECKU «OXOTSIIYIOCS» Ha MYyKurH. CoOsa3Hsis NOJIMLENCKOro, OHA IpelJiaraer
HaZIEThb HA HEee HApPYYHUKH, YTOOBI rapaHTUPOBATh 6€30MacHOCTb. PUiIbM 3aKaH4U -
BaeTcs nobeno nobpa U «106poro» 3ja B Jivlie OOBOPOKUTEIbHON BaMIUPIIU U
(dpasoit: «OH 3aCTaBUII MEHS [TIOYYBCTBOBATh CE0s KUBOI». VIHBIMU CJI0BaMHU, [1OJIN -
LIEMICKUM «yKPOIIAET» ee, a X CO03 MIPEICTABIISIET COOOM HOBBIM «ITOPSIIOK».

Bapuanum «HOpMasIbHOM» Mapel Pas3HATCS OT (puiabMma K (UIbBMY, KaK MbI
BUVIM, Ha JAHHBIX NIpUMepax. Eciu B ciyyae ¢ «Kn3HEHHON CUJION» NCTOYHHMKOM
«BAMIIMPCKOM» DJHEPIMM CTAHOBUTCH JKEHINVHA, TO B «KOposieBe NPOKIISTHIX»
(“The Queen of the Damned”, 2002) Bce HECKOIBKO 60Jiee 3aIllyTaHO: 3[€Ch IPU
y4acTuH TJIaBHOTO repos, Bamnupa JlecraTta, 06pa3yrorcs aBe napsl. [lepsas, Jlectar
Y OPEBHSS BaMIMPILA AKallla, ICTOYHUK €0 JOIOJIHUTEJIbHON CUJIbL, TIPELCTABIISET
co6011 mapy, roe JOMUHUPYET XXeHIuHa. Bropas, Jlecrar u J[)keccrka — 3TO KJIacCU-
4yecKasl, naTpuapxajibHas rapa. B 3Toil ucTopum CHOBA CTAHOBUTCSL OYEBUIHBIM
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CpaBHEHUeE YKEHCKOTO TeJIa U €[1bl, TaK KaK € JUHCTBEHHBIN CI1I0CO0 MOOEAUTD «IOMU -
HUPYIOLIYIO» AKaIIly — 9TO «BBIIIUTH €€ [10 HA», UHBIMU CJIOBAMU, ChECTb.

B ¢unbme ecTh [1Be YCJIOBHbIE IPYIIIIbl BAMIIMPOB: [€pPBas, YCJIOBHO IKCTPE-
MaJIbHas (3Ty TPYIITy BO3IVIABJISIET AKalla, CTPEMSINAsICsl JOMUHUPOBATh HA BCEH
IJIAHETE), M YMEPEHHas TPYMIQ, JKEJAoUas >KATh B TEHU. AKama Bechb (uibM
CKOpee paszera, YeM OJIETa — €€ TEJIO JIMIIb OTYACTU IPUKPHITO YKpaALIEHUSIMU.
Yem 6mke JlectaT K MepBOy Ipynie, T.e. K Akaile, TeM MEHbLIE Ha HEM CaMOM
ogexnpl. Tesa BTOpOW, YMEPEHHOM TPYIIIIbI BAMIIMPOB, BCErAa CKPBIThI OLEKION.
MHBIMU C10BamMU, OOHaKEHHOE JKEHCKOE TeJIO 3[1eCh BOILJIOLIAET COO0M JOMUHUPY -
I0IYI0 (PEMUHHOCTb M AOJDKHO OBbITh CbENIEHO, YTOObI BEPHYTb NAaTpUapXaybHbIN
IIOPAJOK.

KeprBOnpuHolIEeHNE TETIA

Hepenko 06Ha)KEHHOE TEJIO B XOPPOPax CTAHOBUTCSI OObEKTOM JKEPTBOIIPHHO-
meHus. KysipToBbIM (pUIBMOM B 3TOM CMBICIIE sBiIsieTcsl «[1netenbiit yenoBek»(“The
Wicker Man”, 1973) — uctopusi 0 oJMIENCKOM, MPUOBIBAIOLEM HA OCTPOB, YTOObI
paccnenoBaTb aHOHMMHOE COOOLeHre O mponaxe pebeHka. HabGoXXHbINA XPUCTU -
AQHVH CTAJIKMBAETCS TaM C SI3bIYECKUM OOIIECTBOM, TI€ OETEN y4aT, YTO AEPEBO —
3TO (QaNIMYEeCKUl CUMBOJI, M BCEX IOCJIE CMEPTHU XIET IlepepoxnaeHue. 11 cHoBa
B KOpDHE I[IPOUCXOISIIET0 Ha SKpPaHE «y)Kaca» OKa3blBAETCSl BbIPBABILASCS
Ha CBOOOJZly CEKCYaJIbHOCTb: co3pjarenn (¢GuibMa II0Ka3blBAIOT HAM MHOXECTBO
«S13bIYECKMX» PUTYaJIOB, CONPOBOXKIAIOMIMXCS HAaroToy (TOJIbIX JKEHIIMH, TaHIy-
IOIMX BOKPYT IIJIAMEHU, )KEHIIVHY BO3JI€ MOTUJIbHOIO KAMHS U T.11.).

Bnvxe K cepenuHe Gpuibma Mbl Y3HAEM IPEABICTOPUIO OCTPOBa: B XIX Beke
HOBBII XO3SIMH TEPPUTOPUU PELINJI OKMBUTb €€ M M30aBUThb JIIOAECH OT alaTum.
Cpenartb 3TO 6bUIO BO3MOJKHO JIMIIb BEPHYB HA 3Ty 3€MJIIO IIPEACTABJIEHUE O S13bl4e-
CKUX 00rax: Tak y HEro IOJIyYuJIOCh CO3JaTb CBOEOOPA3HBbIN «pail», Ie pociau U
IIJIOJOHOCWIIN JIEPEBbs, KOTOPLIX HET B IPYIMX MECTAX, I09TOMY TEIEPb 9Ta 3eMJIs
CJIABUTCSI CBOMMU OCOOBIMHU COPTaMu (PPYKTOB. BHYK 1 HBIHEIIHMI ByIaZieJIel] 3eMJIU
B IMaJIOTre C IMOJINLEVMCKMAM TaK ONUCHIBAET HACTABJIEHUS, C KOTOPLIMU OH POC:

- JllobuTs pupoxy, 605ThCA €€, II0JIaraThCsl Ha Hee U YMUJIOCTUBUTD €€, KOT[a Heoo -

XOOH1MO.

- Bac BocniuTanu Kak SI3bIYHUKA.
- SI3pIYHMKA, BOBMOXXHO, HO HE HEIIPpOCBEMEHHOTO.

B 5TOM nmasore Mbl BUOYMM OCOOBIM aKLE€HT Ha 6JIM30CTb MECTHBIX JKUTeJIen
K [IPUPOZE, CO BCEMHU COMYTCTBYIOUIMMHU >KECTOKMMM IMOCJEACTBUSIMU. [lyCTb
HBIHEIIHWI BJafesiel] U AeJlaeT aKIeHT Ha <IIPOCBELIEHHOCTU» >KUTEJEW 3TOU
3€MJIM, HaM T10Ka3bIBAIOT UX OECIOIAIHYIO )KECTOKOCTb U TOTOBHOCTb Ha BCE, JIMIIb
ObI IJIOAOPOYE DTOM 3€MJIU MOINEPKUBAJIO UX ITPUBBIYHBIN YKIIAT,

Ocoboe BHUMaHUE yIessieTCsl CEKCYyaJbHOCTU IJIaBHOTO Teposl — a TOUHee ee
nopaasieHno. OuibM (akTUYEeCKM HAYMHAETCS C OOCYKIEHUSI €r0 CEKCyasbHOU
JKUBHU (UM €€ OTCYTCTBUSI). B HECKOJIbKUX CLieHax Ha MPOTSDKEHUU BCEW KapTUHbL
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€ro MbITAIOTCS COOJIA3HUTh >KEHIIUHbI. ECTh M MOTUB COOJIa3HEHUS B ClLIEHEe €ro
HaCUJIbHOI'O OTrOJIEHMS, KOIIa CTOSIIIUE BOKPYT JEBYILKU IIPOBOMSAT 110 HEMY CBOMMU
BOJIOCAMMU U «IIOMEYAIOT» €T0 TEJIO.

Kak MBI yxe OoTMedasy Bbllle, B (PUJIbME I10KA3aHO AOCTAaTOYHO OOJIBLIOE
KOJIMYECTBO OOHKEHHBIX JKEHCKUX TeJl. [Ipr 3TOM OOHKEHHOE MYKCKOE MBI
BUJIVIM JIMIIb Pa3, KOIJa repos MOABEPraloT OrOJIEHUI0. DTO 4acTb pUTYyasla, Nepe]
TEM KaK €ro NepeofeBalOT B PUTYAJIbHYIO OLEXIY, B KOTOPOM OH OYZET COMXOKEH.
VHBIMM CJIOBAMM, JKEHCKas Harora 37eCh BCErna NOGPOBOJIbHASA', M MCXOOUT
13 CEKCYaJIbHOW PACKPEMNOIEHHOCT (WIN OaKe TUIEPCEKCYalbHOCTU) IEPCO-
HaKEH, OrOJIEHNE MYKCKOrO Tejia K€ CTAHOBUTCS YaCTbIO IOCTBIIHOIO [JIs1 HETO
HaKa3aHUsl, IPEeABAPSIOLIETo Kyia 60s1€€ 5KeCTOKUE ITBITKU.

SI3pryeckas KyJsbTypa 3[eCh Iyraolias ¥ IPU 3TOM MOHCTPYO3HO-(eMUHHAs —
Mbl BUIVM B IIEPBYI0 OYEpPENb MMEHHO arpeCCUBHYIO JKEHCKYIO CEKCYaIbHOCTD,
JKEHCKUE TIOIIBITKYU reposi COOIAa3HUTh. VIMEHHO >KEHIIUHBI B 3TOM (pUIIbME TaHIYIOT
OOHa)KEHHBIMY, TPUBOPAXKUBAIOT MYXKYMH M IIPBIFAIOT 4epe3 KocTep. [epoii-
XPUCTVMAHUH K€ HE IIOJJAETCS MX «4apaM», 3@ 4YTO OKAa3bIBAETCS COXCKEHHBIM
3KUBO. TakuM 06pa3oMm, eciy OObIYHO B XOPpOpax IEepBOW IMOTMOAET >KEHIIMHA,
IIPOSIBUBILAS HEKYID CEKCYaJIbHYI0 aKTMBHOCTb, 3[E€Ch JKEPTBOU CTaHOBUTCS
MY>K4YMHA — OT 9TOM aKTMBHOCTU OTKa3aBLINICS.

Heckosbko mapasienein ¢ «IlmereHbIM  Yes0BEKOM» MOXKHO BCTPETUTH
B puibme «CosnHuectossHue» (wBen. Midsommar), aMepuKaHCKOM TPUJIEPE
Apu Acrtepa 2019 roga, KOTOPbIN PaCCKa3bIBAET O TPYIIIE CTYAEHTOB-aHTPOIIOJIOTOB,
oTnpaBuBIIMXCSd B llIBenuio s U3ydeHUs OLHOVMMEHHOrO puryasna. [aBHOMI
I€POUHEN VCTOPUM Y €IOVHCTBEHHBIM IIEPEXUBIIMM IYTELIECTBUE IIEPCOHAKEM
SBJISIETCA [IEBYIIKA OLHOIO U3 CTyHEeHTOB, [IsHu Apnop. C nepBoro B3IJISA NEpe[
HaMU IIPUBBIYHBINA XOPPOP IIPO «XOPOLIMX» CTYLEHTOB, YrOAMBIIMX B JIOBYLIKY
KOBApHOT'O f3bI4YE€CKOr0o KysbTa. OZHAKO 3TO MCTOPHUS IOMCKA IJIABHOM I'€pPOUHEN
MECTa, Ky/la OHa CMOXET BIIMCAThCA. B caMOM Havasie KapTUHbBI Mbl BUAMM, KaK OHA
TEpPsSIeT BCIO CBOIO CEMBIO, U TPaBMa IOTEPU OIPENEIISIET €€ NaJbHENIIee I0BE-
neHue. [IpubbIBasi B MIBEJCKYIO AEPEBHIO, OHA HAYMHAET IIOCTENIEHHO I1EPEXUBATDH
[IpoU3OLIEIIee C HE paHee, II0Ka BCS MCTOPUS HE 3aKaHUMBAETCS €€ IIOJIHOMN
«MHTErpalen» B HOBbI COLMYM. bosiee TOro, oHa He IPOCTO BJIMBAETCA TY[Ia,
3aHMMasICb BMECTE C MECTHBIMU JEBYLIKAMY BbIIIEYKON WIN Y4aCTBYS B HEKOTOPBIX
putyanax, oHa ctaHoBuTcsl «KoposieBoit Masi», mo6eauB B CBOEOOPA3HOM TaHIIE-
BaJIbHOM COCT$I3aHUU. TakuM 06pa3oM, Mbl HAOJIIOJAEM IIEPEMELEHNE ITOTO IIEPCO-
Haka C mnepudepun UYKOrO COLUMATBHOTO KpPyra® B CaMblil IEHTP KyJIbTa.
[locnenHue Kazapbl, TO€ HaM TOKAa3bIBAIOT BIEPBbIE KCKPEHHE YJIBIOAIOLIYIOCS

1 U cHOBa rosoe >k€HCKOE TeJI0 CUMBOJIM3UPYET IIPUPOJLY Y apPXauKy, CBSI3aHHYIO C SI3bI4€CTBOM. DTa NPUPOAHAs
apXanyHOCTb HEOOY3[JaHHO NECTPYKTHBHA, a 3HAYMT OIIACHA /IJIs1 COBDEMEHHOTO Y€JIOBEKa, KOTOPBIM SIBJISIETCSI
TJIaBHBII TepOii (V1 3pUTEIB).

2 B Hauasie OHa JIUIIb OO6BEKT, OT KOTOPOT'O XO4YeT N30AaBUTHCS €€ MOJIOZOH yesioBeK KprcTuaH, 1 TOJIBKO ITPOM30-
1Ieiiye Tparudeckue COObITHS 3aCTaBIISIIOT €T0 B 04€PETHOM pa3 OTJIOKUTD Pa3phIB.
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TEPOUHIO BO BPEMS 3aBEPILIEHMS pUTyajla YEJIOBEYECKOTO >KEPTBOIPUHOLIEHNS,
IEMOHCTPUPYIOT €€ II0JIHOE CIIMSIHME C HOBOM OOLIMHON.

[IpumeyaTenpHO, 4TO B 3TOM (UIBME CMAa3blBAE€TCSl TPAHMLA ITPUBBIYHBIX
IIOJIIOCOB  «COLMAJIBHOE\ JUKOE»: C OIHON CTOPOHBI, HaM IIOKAa3bIBAIOT KYJIBT, U
O4EHb COLMAJIbHBINA, HO C [OPYroM, IOCTOSIHHO aKLEHTUPYETCS BHMMAHUE Ha MX
6sm30cTy K npupoge. IIpu aToM ob6umHa 37ech, Kak U B «[lnetreHom YesnoBeke»,
MO IEP>KUBAET MOPSIOK: TOXKUJIBIE JIIO[IY, YYACTBYS B PUTYyaJle, )XEPTBYIOT COOOM BO
6s1ar0  OyAylMX TIIOKOJIEHWM, a HapyLMUTEIN IIOJBEPralTCsl CMepPTEJIbHbIM
T€JIECHBIM HAaKa3aHUM, 1 HE CIIy4alHO, YTO «HAPYLIUTENN» 30eCh Yy>Kaku: IMEHHO
UX T€JIa PACWIEHSIIOTCSI, OGHAXKAIOTCS, MOTUPUIIUPYIOTCS .

Boo6iie, Bech (puiabM HaM CJIOBHO IOKa3bIBAlOT MUP C IO3ULMHU B3I/
Yyxoro, ero o6muHbl. OCOGEHHO MHTEPECEH B 3TOM KOHTEKCTE KaJp C BblOera-
IOIIMM TIOCJIE COBOKYIUIEHUSI C MECTHOI1 feByiKkou KprctraHom®. OH HeyKIoXe
IIBITAETCS MIPUKPBITL CBOE TOJIOE TEJIO, M BCS CLIEHA NEMOHCTPUPYET €ro KpanHuin
IIOK U CThIZ,. Kak OTMe4YaeT akTep, STOT BbIOOP ObLI CO3HATEIIbHBIM:!

«S ILGVICTBHTCHBHO XOT€Jl IIEPENAaTh OWYUEHNE YA3BMMOCTH U YHIMDKEHUS ITOTO

nepcoHaxa. 1 s 1eiiCTBUTEIbHO MOYYBCTBOBAJ Cebsl OYeHb, OYEHb YSI3BUMBIM, JlaXKe
6osiblIe, yeM oxugany» (Olsen, 2019).

VIHTepeceH 3TOT XOppop €lle U OTCYTCTBUEM HArOThbl IJIABHOM T'€POUHMU.
MbI BUIMM, CKOpeEE, KaK Ha Hee HAKJIAbIBAETCS €le OOJIbIINN, HO TENepb yXKe
IIPUPOJHBIN TIOKPOB: TO €€ TeJIO 3apacTaeT TPaBOM, TO YYaCTHUKM puTyasa obsa-
4aloT ee B 1IBeTOYHbIE ofiexXnbl. KoHeyHo, GpuibM He 06olIescsl CoBceM 6e3 mokasa
JKEHCKOM HAroThl, HO 3[I€Cb OHA OIIATh SIBJIIETCS YaCThIO COLMAIbHOrO. Harumuy mbl
BUIVM [€BYIIEK M JKEHIIMH B CLEHE <«COBOKYILJIEHUS», SBJIAIOLIETOCS YaCTbIO
putyana. JIeiCcTBus XXEHIMH M UX IOJIOCA, KaK U B CLEHE C IUIaYyLiell TEPOMHEN,
CTaBIIEN CBUIETEIbHULEN U3MEHBI, ITOKA3bIBAIOT X OOLIYIO — COLIMAJIBHYIO — FOTOB-
HOCTb Pa3eJIMTh YaCTHBIN OMBIT. ECTh U CLEHA, I[ie MOJIyOOHAKEHHBI MYK4YMHA
CKPBIT MACKOH, CHIEJIAaHHOM M3 JIMLA OLHOTO M3 INPUIUIbBIX aMepUKaHLeB. VHbIMU
CJIOBaMU, IIyCThb TEJIO U PA3[ETO, HO OHO BCErJa — COLUAJIILHOE TEJIO, AAKE €CJIU
Yyskoe.

Ponuutr nepconaxeinn «CosHuectosHus» u «llnereHoro Yesoeka» TO, Kak
VIMEHHO OHU CKUTAIOTCA. B mepBom ciryvae, tesnno KpuctuaHa rnomemaercs: BHyTPb
Meases. Bo BTOpoM - repoyl ymumpaer, COOCTBEHHO, BHYTpU «[lyneTeHoro yesno-
BeKa». [HbIMU CJI0BamMy, B OO0UX CJIy4Yasix OGHO TeJIO TOMEUIAETCSl BHYTPb APYIOro,
Pa3HMLA JIULIb B CTEIIEHN «aHTPONIOMOPGHOCTH» STUX TeJL.

BusyasibHBIN SI3bIK KAPTHHBI (1 B OCOOEHHOCTU JKEPTBOIIPUHOIIEHU) B HEKO-
TOPOI CTEIEHU INEPEKIMKAETCS CO ClieHaMHU yOUICTB B aMEPUKAHCKOM cepuajle
«['anHn6an». IIpn 3TOM, XOTb B CEpUAJIBHOM U300PXKEHUU CLIEH YOUICTB IIPUCYT-

1 Ectb 1 onpesiesieHHble ITapasiyiesy B Cy/iboe My>KCKHX ITEPCOHaKEI: 062 OHM C)KUTAIOTCS B XOZE PUTyasa
I010poIusl. BO3MOXKHO, 1 Mst repost «COJTHIIeCTOsIHUE» «KpUCTraH» SBIISIeTCS] OTCHUIKON K HAGOKHOCTU
MOJIMLIENCKOrOo 13 «[1y1eTeHoro yeyjoBeka».

2 B otymuue ot repos «IlnereHoro Yesnoseka», Kpuctuan BCe-Taku COBOKYIUISIETCS C MECTHOM JE€BYILIKOM, YTO,
BIIPDOYEM, HE CIIACAET €T0 OT CMEPTU.
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CTBYIOT PEJINTMO3HbIE OTCbUIKM M MOTUBBI, OHU CKOPE€E DKJIEKTUYHBI, HEXKEJIU
YKa3bIBalOT HA KaKylO-TO KOHKPETHYIO PEJUIUi0. JIOrMKa IMOCTPOEHMUS KaKIou
CLIEHbl 3aMKHyTa Ha CIOXKET€ M 3CTETUYECKUX pelleHUusX. B cepuase ectb u
«TOTEMHBIM CTOJIO», BBICTPOEHHBIN M3 OTOJIEHHBIX YAaCTEMN TEJl, M CIIUTBIE MEXAY
co00¥1 TeJla, MMUTHPYIOIIKE PUCYHOK I71a3a, U, Kak U B «COJILeCTOSIHUNY, «<KPOBaBbIN
Opes» — TeJla C PaCCEYEHHBIMU pedpamu, 00pasyoLMMU KPbLbsl. [loTepsB pennru-
O3HBII TOATEKCT, «['aHHMOAN» OJHAKO COBEPIIEHHO HE yTPAaTU MOPAJIbHBIA -
32 K&KIOU U3 cleH youiicTBa ['aHHMOAIOM CTOMT COLMAbHBINA KOHTPOJIb. YMECTHO
37eCh BCIIOMHUTB U «IO3yHI» cepuaia «Eat the rude» (Crvemsb rpybusiHa): Bce, KTO
HapyLWUT NPELCTABJIEHUS [JIABHOTO Teposi O «IPAaBUJIbHOM» IIOBEIEHUM, TO €CTb
IIPOSIBUT TPYOOCTb, OYyyT MOXPAHBI UM — WJIU IIPUHECEHBI B KEPTBY pagy MOALEp-
JKaHUSI MOPAJIN.

l'oJi0€ TE€/10 B pyKax yYE€HbIX

Kak yxe oOTMeYasioch BbIlle, pabOTa Y4YEHBIX HEPEOKO CTAaHOBUTCS
LIEHTPaJIbHOM TEMOM 17151 XOppopa. PaccMOTpeHre Of0OHbBIX KAPTHH Mbl Obl XOTENIN
HauaTb C aMEPUKAHCKOrOo Hay4yHO-(PaHTACTUYECKOrO Xoppopa «BropxkeHue
nesymek-myes» (“Invasion of the Bee Girls”, 1973). [lo ciokeTy, HEKUI CI€Llare€HT
OTIIPABJISIETCS. PACCIENOBaTh CMEPTb YYE€HOrO, pabOTaBLIEr0 B CIIOHCUPYEMOW
[IPaBUTEJILCTBOM KOMIIaHMM. [I0O3HAaKOMUBHIMCb C MECTHON OMOIMOTEKapLIEH,
OH Ha4YMHAET OIpallVBaTh YY€HbIX. [I0 Mepe pa3BUTUSA CIOKETa KOJIMYECTBO TPYIIOB
VBEJINYMBAETCS, ¥ MbI Y3HAEM, YTO BCE XKEPTBbI YMEPJIM OT CEPIEYHOM HEIOCTa-
TOYHOCTHU B IIPOLI€CCE COBOKYILJIEHUS. B KapTHHE MMPUCYTCTBYET JOCTATOYHOE KOJIM -
YECTBO CLIEH OOHQKEHUSI U IPOBOKALMOHHBIX CLEH, BPOJE Pa3leToON [AEBYIIKY,
CJIy4allHO CaIAIIENCs HA TPYIT MY>KYMHBL. OTIEJIbHOIO BHUMAHUS 3aC/Iy>KUBAET TOT
(PaKT, 4TO YYEHBIX NPENYNPEXOAIOT O HEOOXOIVMMOCTH BO3[EPKATbCSI OT CEKCY-
aJIbBHOY aKTMBHOCTU. [1006HBIE 3a51BJIEHNS BOCIIPUHAMAIOTCS] UMM KaK I10CSTaTe b~
CTBO Ha UX CBOOOLY Y MAaCKYJIMHHOCTb.

[TapannenbHO CIOXKET COIPOBOXKAAETCS «IOKYMEHTAJIbHBIMUY» 3aMETKaMU
13 MMpa HACEKOMBIX O TOM, KaK CAMKHU I0€JAI0T CaMLIOB. biiarogapst aTum 3aMeTKam
MBI IT0JIy4Ya€M HaMEK: OJIHa U3 yYEHbBIX — POKOBAsk KPAaCOTKA — MPEBPALIAET IPYrux
IEBYILIEK B XUIHUILL. Mbl BUAMM U CaM IIPOLECC «OKYKJIMBAHMSA», B KOTOPOM OIISITh
IIPUCYTCTBYET OOJIBLIOE KOJMYECTBO OOHA)KEHHOM TEJIECHOCTH, U MUP IJla3aMU
TPaHC(HOPMHUPOBABIIMXCS, BOCIPUHUMAIOMUX NEWCTBUTEIBHOCTh KaK ITYeJIbl.
['eHfepHbIN TOPSAOK STOrO0 XOPPOpa TAaKOB: KEHIUIMHBI 3apaKalOT ApPYyr Ipyra
(@ 3HAQUUT M Pa3MHOXKAIOTCS 0€3 BKIIIOYEHMSI MYXUMH B IIPOLIECC) U «IIOEHAI0T»
MYK4YMH. [JIaBHBI K€ Tepoy HECKOJIbKO pa3 ClacaeT CBOYW POMaHTUYECKUN
VHTEPEC, TEM CaMbIM BOCCTAHABJIMBAs IIPUBLIUHYIO T€HIIEPHYIO «<HOPMY». B ¢punane
duibMa repou 3aHMMAIOTCS JIIOOOBBIO, HO TENEPh MMEHHO MY>KYMHA OKa3blBA€TCS
MHUIMATOPOM. CyMMUpPYsI OCHOBHbIE MOTHUBBI, MOXKHO CKa3aTh, YTO OOHKEHHAas
JKEHCKasi TEJIECHOCTb 3[€Ch SBJISIETCSI YIPO30M MYKXCKOM 0€30MaCHOCTH, Kak,
COOCTBEHHO, M CaMa )XEHIIMHA, [TPOSIBIISIIONIAS] CEKCYAJIbHYIO MUHULMATUBY.
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Tpanchopmanum MyKCKOM TEJIECHOCTM B (POPMY HACEKOMOIO IOCBSIIEHA
kaptTuHa «Myxa» (“The Fly”, IlaBupm Kponeno6epr, 1986) — skpaHusaiusl pacckasa
¢dpaniysckoro nucaresns JKopxka JlaHwxesnaHa U peMeldK OJHOUMEHHOrO (uibMma
1958 ropa. B ueHTpe cioxeta yuéHbiii, CeT BpaHij, KOTOpPbI 3HAKOMUTCSI HA IIPECcC-
KOH(pEpEHMY € XypHanucTKou Beponukon Ksaiid. OH nokassiBaeT €l CBOe n300-
peTeHue: YCTPOWMCTBO mAJis Tesenopranuu. OHA NPOSBISET UHTEPEC K pabore
YYEHOrO, U MEXAY HUMHU 3aBSA3bIBAIOTCSI POMAHTUYECKUE OTHOLIEHWs. B omuH u3
BE€YEPOB YYEHBIM pElIaeT TEeJIENOPTUPOBATh CEO0s, HE IIOJO3PEBAst YTO YUCTOTY
DKCIIEPVMEHTA HapylIWja 3aJIeTeBIIas B YCTPOMCTBO Myxa. Takum 06pasom,
IBa TeJla OOBENVHSIOTCS B OJHO, U IJIAaBHBIM repoy MOCTENEHHO TEPSIET aHTPOIO-
MOpQHBIE 4epThl. [I3Ha4anbHO MBI BUAUM €O KaK CBEPXYEJIOBEKA: OH IIPUOOPETAET
HEYEJIOBEYECKUE CUJTY Y JIOBKOCTD, I10CJI€ TpaHCPOPMAaLMKM HaM MOKa3bIBAIOT a0CO -
JIOTHO Wi€aibHOe, MOYTH HAroe Tesio atjiera’. [IOBBIIAeTCS U ero CEeKCyasbHbIM
MHTEepec K reporHe. OJTHAKO, [0 MEPe Pa3BUTHS CIOKETA, €ro TeJIO TPAaHCPOPMUPY -
€TCs1, M BBIIJIIUAT OH Tak, OyATO M BOBCE PA3jIaraeTcsl. Y repost Ha CIIMHE HAYMHAIOT
pacTy BOJIOCKY, €T0 JIULO0 MEHSETCS, OTBAJIMBAIOTCS! HOI'TU. KpYIIHBIM IIJIAHOM I1OKa-
3bIBAETCS CKJIM3Kas IIJIOTh Tepos. Kak 1 BO MHOTUX IPYIUX KapTHUHAX, CLIEHA MIOKU -
PYIOLIETO  OTKPLITUS U OCO3HAHMSA TPArMYHOCTM CUTYyalMy  IIPOMCXOIUT
B BaHHOW. TakuM 00pa3oM, yTpaTa 4YeJIOBEYHOCTU COINPOBOXKIAETCS BUIVMBIM
pasyiokeHUuEM / pacraZioM 4esIoBEYeCKOro Tesa. Ham HaTypaiuMCTUYHO I1OKa3bl-
BAIOT, KaK y reposi OTBAJIMBAIOTCS YIIY Y PACKAJIBIBAETCS JIULO. B prHAIBHON CLieHe
TpaHC(OpMaLMMA €ro Teja Mbl BUAMM, YTO TE€POM OTKA3aucsd M OT OHEXKIBL
B nocnennei yeTBepTy pusibmMa repoy «TepsieT» roJIoC — KOMIIBIOTEP IIEPECTAET €r0
y3HaBaTh, U 3TO OJVH M3 MOMEHTOB, CUTHAJIM3UPYIOLIMX 00 yTpaTe IEPCOHAKEM
CBOEIl «4YeJIOBeYHOCTH» . UyTh MMO3KE, OH MPU3HAET: «S HACEKOMOE, KOTOPOMY
IIPUCHUJIOCH YTO OH YEJIOBEK.

YTpaTUBIIMI aHTPONOMOP(HYIO OOOJIOUKYy IEPCOHAX Yy3HAET, YTO €ro
mobumas 6epeMeHHa. B cleHe ee KomMapa MbI BUJMM, YTO OHA [OHMMAET BECh
yKac CATyalluy U G0UTCS MPOM3BECTU Ha CBET JMYMHKY. OJIHAKO, clieslaTh abopT en
HE YIAEeTCs, Belb €€ MOXUIIAET «MyXa». TpaHCPOPMUPOBABIIMICS yYEHBIN XOYET
MIOCTaBUTh €€ OOUH IKCIEPUMEHT: OEPEMEHHYIO IEBYHIKY U Ce0s OObEOVHUTDH
B OJIHy KarlCyJly, YTOObI IOJIyYMJIach «MJeajibHasl CEMbs», OObeIMHEHHAs! B OQHOM
TEJIE «CBEPXMYXU». [€pOMHS CONPOTUBIISIETCS, Y AKT «HACWJINS» HAl HEW COIIPOBO-
KIOAeTCsl NaJbHENIIMM PaclajoM aHTPONOMOPGHON TeNeCHOCTU Tepos.. Y Hero
OTBAJIMBAETCS YEJIIOCTD, FOJIOBA PAa3BaJ/IMBAETCS HA YACTH, II0KA3bIBas 10, HEM YyI0-
BUIIHYIO TOJIOBY MYXU. VIHTEPECHO, YTO MMEHHO B aAKT€ HACWUIMs Hal CBOEH
JII0O60BBIO FepPOY OKOHYATEJIbHO TPAaHC(POPMUPYETCSI B MOHCTPA.

1  Cnepmyer OTMETHUTB, 9TO B OTJIMYME OT MPEIpIAyIIero (prabpma, N300MIyoNero Kagpamy OGHaKEHHbIX JKEHCKUX
TeJI, 371eCh OOJIbIIe BHUMAHMSI YIESETCs UMEHHO TPaHC(HOPMUPYIOIIEMYCSI My>KCKOMY TeJTy.

2 Dra cleHa BaKHA elle U TEM, 9TO TeTlepb OH He ITPOCTO HE MOKET F'OBOPUTH, OH HE MOSKET ITPOIOJIKUTE CBOE
HCCIIe[IOBaHNe, @ 3HAYMT OH MEPTB KaK y4eHbIi (M aKTOP) U MOJTHOCTBIO TIPEBpallleH B 0ObEKT HeY/IaBIIerocst
DKCTIepUMEHTA.
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KoHeyHO, IaHHBIN CIO’KET MOXKHO OblLJIO Obl paCCMOTPETH B pasnesie 0 UyKoi
TEJIECHOCTH, TIOCKOJIbKY OOJIBLIYIO YacCTh (pMJIbMA MBI HAOJ/IIOJIAEM UMEHHO IIpeBpa-
IeHME YeJI0BeKa B MOHCTpa. OJIHAKO, Ha Halll B3IJIs]], KOPEHb CTPaxa 37e€Cbh KPOETC s
He B T'AIOTeTMYecKOoM UyKOM, a B HaC CaMMX U HallleM [TIOHMMaHUU COOCTBEHHOMU
TEJIECHOCTH, TOYHEE B IIOJIHOM OTCYTCTBUM ITOrO IOHMMaHus. lcciemosaresb
Marikn KossmmH3 paccMarpyBail 3TOT (PUIbM B KOHTEKCTE «MEIULIMHCKOIO yyKacay,
OTM€Yas, YTO NMOJOOHbIE «COBPEMEHHBIE IIPOM3BENEHUSI OOBIYHO M30€raloT Meso-
IpaMaTU4YeCKoro Mo3epCcTBa CyMacCUleAmero JOKTOpa B M0JIb3y KaAHOTO, IICUXO0Ia-
TUYECKOTO0 WM 3abJy’KIAIoUerocsl Bpada, Kak B (uiabme “Myxa’, B KOTOPOM
Cer Bpanpn ciumKoM ycepheH. YXac B “MEIULIMHCKOM YKacThke” - 3TO
B KOHEYHOM CYeTe TeJIO0 U Halle COOCTBEHHOE KaTacTPOo(PUUecKoe He3HaHUEe €ro
paboTbL: Mbl — MAIIMHA, OECKOHEYHO 60JIee CJIOKHAS, YEM 000PYIOBaHKE, KOTOPbIM
MbI PacIiojlaraeM Jijisl €€ OOCJIy>)KUBAaHUS, — 9TO BCE PABHO YTO IBITATHCS [IOYMHUTD
KOMITBIOTEP C MTOMOIIIBIO TaeyHoro kitoday (Collins, 1993, p. 32).

AHanormyHoe KatacTpopuyeckoe BMELIATEIbCTBO B (PYHKIIMOHMPOBAHUE
4YeJIOBEYECKOTO TeJa SIBJISETCSl LEHTPAJIBHOM TEMOU B SIIIOHCKOM (UibMe
«CrumomHas kpoBb» (nnm «['onas kposb», “Naked Blood”, Xucascy Caro, 1996).
KapTtuna HaunHaeTCs ¢ 3aMETOK I0HOTO YYE€HOro, D31, O TOM, YTO OH HAKOHEL-TO
CO3[1aJl YHUBEPCAJIbHOE 00JIEYTOJISIONEE, [IPU3BAHHOE YBEJIMYUTh CYACTHE YEJIOBE -
4ecKoro popa: «M tenepp mMbl OyAeM IPOKUBATh CBOIO JKU3Hb OLIYyLIAsi CUHEE HEOO 1
BeCcHy». HasbiBaeTcs OHO «Myson»', 4TO MOXKHO TPaKTOBaTh Kak «MOW ChIHY.
Martb repos, ToKe y4EHBIHM, CO30AET U TECTUPYET HOBBIM KOHTpaLenTyB. CplH yrosa-
pYBaEeT MaTh IO3BOJIUTh €My IIOCMOTPETh Ha IIEPBOE IPHMMEHEHME IIpernapara,
HO MOJIy4yaeT PEeUUTEsbHBIA OTKa3. B mrore, oOMaHyB MaTh, OH CMEUIMBAET [Ba
npenapaTta. Mpl BUMM, KaK I10J, MOHOJIOT O [IEPEHACEJIEHUU U O TOM, YTO IIPOTHUBO-
3a4aToOYHble — E€IUHCTBEHHBI CIIOCOO CIIAaCTU IUIAHETY, MaTb Teposl BBOJUT
IIPErapaTr HEBOJIbHBIM «KEPTBAM» TEIEPh UX Y>KE OOLIEro 9KCIIEPUMEHTA.

B cnenyroment cueHe, B kade, Mbl BUIUM TE€X, KOMY BBeJIU Ipenapar. [lepsas
IEBYIIKA COBCEM HE€ CIIMT IIOCJIE TOTO, KaK Y HEE€ HAYAJINCh MECSIYHBIE, [IOCKOJIbKY
€€ TeJIO B 9TOM He HYXKJaeTcs. B ¢uibMe 3TO MPEeNCTaBlIeHO KaK «IIOCTMEHCTPY -
aJIbHBIN LIOK». V3-3a2 CBOEr0 COCTOSIHMS OHA CJIBIINAT CaMbl€ TUXME 3BYKU, OTYETO
MUD [JII HEE€ — HEBO3MOJKHO IIYMHBI. ENVHCTBEHHBIM €€ CIIaCEeHUEM SIBJISIETCSI
KaKTyC, K KOTOPOMY OHa IOJKJII0YaeT CIIeLUabHbIM anmnapar, YTo0bl NOTPy3UTHCS
B COCTOsIHUE, 6/IM3K0€ KO CHY. KakTyChl OHa JIIOOUT, TIOTOMY YTO OHU «HE pasroBapu-
BalOT». [Ipy 3TOM OHa C HMM NPOLIAETCS, YXOI U3 JOMa. B masipHeNmmx crieHax mMbl
OyZeM IOCTOSIHHO I10JIy4aTb HaMEKU Ha €€ €IVHCTBO C KaKTyCOM — Kaap Oyner
BBICTPOEH TakK, YTO T€POUHS MO0 CBSI3aHa C HUM IMIPOBOJIAMHU, JIMOO U BOBCE IOKA-

1  Xots npaBrsbHee GbLI0 ObI TMCATh STO HA3BaHYE B B CJIOBA, @ TAKOE HAIMMCAHKE OTKPbIBAET BO3SMO>KHOCTh
VHBIX TPAKTOBOK, IyOJIMPYIOLINI STIOHCKUH TEKCT HE OCTaBJIsIET COMHEHHH PaBUJIBHOCTY UIMEHHO 3TOM TPaK-
TOBKY, [IEPEBOJISI HA3BAHME HA STTOHCKUI UMEHHO KaK « MO CbIH».
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3aHa B OOpaMJIEHUM KOJIIOYEK pacTeHus'. 3HaYMTeNbHAS 4YacTh CIOKeTa (Guibma
MIOCBSIIEHA TPaHC(POPMALY IMEHHO 3TOTO IIEPCOHAXKA.

Bropass repouHsi pacckasblBaeT, YTO €4a — MCTOYHMK CaMOro OOJIbIIOro
yIIOBOJIbCTBUS B €€ XU3HU: «UeJIOBEK POAMIICS, YTOObI €CTh U Oy[ET €CTh 10 CaMOU
cMepTu». TpeTbsi FePOUHS XKe 3asIBJISIET: «SI JIydiie yMpy € rOJIofy, YeM IIOTOJICTEIO U
CTaHy ypoa/MBOI». KpacrBoe Tejio U KpacuBas OfexXaa — B 3TOM €€ caMoe 60J1bIIoe
CYaCThbe.

[locTeneHHO, MBI y3HaeM 060Jble MHPOPMALMK U 00 aBTOPE IKCIIePUMEHTA.
Ero 30ByT Diii3u®, TOCKOJIBKY €r0 OTEL] UCKaJl CEKPET TOCTYKEHNS BEYHOM KU3HU, U
BUJIEJI KJII0Y K 9TOMY B CBETE.

JloBst D3 Ha CIIEXKKE, EPBAsl «KEePTBA» IPUBOAUT €r0 ITOMOU U 3HAKOMUT
C KaKTyCcOM. Ha 3TOM NOCTENEeHHO IPaHuLIbl «PEaJIbHOCTU» U «CHa» B (pUJIbMe HAYU -
HAIOT Pa3MbIBATbCSl, €CJIM BOOOIE MOKHO INPUMEHSTb 3TH KAaTE€rOpYMU B PaMKax
M3HAYaJIbHO UJIJIIO30PHON — KMHEMATOrpauyecKoi — peasbHOCTU. Mbl BUIUM, YTO
repovHs, 3allMKJIEHHasl Ha ele, peXeT Majel U IMPoOyeT Ha BKYC yKe Ceosl.
Jlanee oHa MOrpy>kaeT pyKy B KJISp AJIs1 TEMIIyPhl U OO>KapuBaeT ee. B cienyromuyx
CLIEHaX Harasi U PUKpPHITasi TOJIbKO KyXOHHBIM (PAPTYKOM OHA MTPOJAOJIKAET M0EaTh
CBOE «ChIPO€» TEJIO: CHAYasla TEHUTAINK, COCKH, T71a3a°.,

TpeTbst repouHs MOJIYYaeT yIOBOJIBCTBUE MPOTHIKAsl Ce6sI Pa3HbIMU Mpeame-
TaMU. 30eCh HAal0 HAIOMHUTb, YTO CYACTbE MJIs1 HEE 3aK/I0YasJoCh B KpPacoTe,
OTCIOZ]A M YIOBOJIbCTBUE OHA IOJIy4aeT OT M3BPAIlEHHON (POPMBI €€ INOCTVKEHMSI:
Ha4YMHAETCS BCE C MPOTHIKAHMS IbIPOK IJIs1 CEPEXKEK, HO MTOCTENEHHO ITPOKOJIAMU U
CEepE’KKaMU MTOKPBIBAETCSI BCE TEJIO.

VIHpIMU Cy10Bamy, [IBE KEPTBBI U3 TPEX 3aKAaHYMBAIOT CBOIO JKU3Hb «CaMOpaC-
YJIEHEHUEM» WJIA «CaMoroTpebseHnem». Kak muimer ucciefoBaBIIMUA SITOHCKUN
xoppop I)xein Makpoi,

«Caro rmpe[ncTaBiseT TeJ0 KaK HeOUCKpeTHoe, TpaHCPOopMUpyolieecs U HMMa-

HEHTHOE IMMPOCTPAHCTBO, KOTOPOE€ PACKPBIBAET IMOTEHIHWAJI OJII BOO6pa)KeHI/IH HOBBIX

SKOHOMUK ULEHTUYHOCTU. OH SBJISETCS PEXKUCCEPOM, KOTOPBINA MCCIenyeT Kak yxKac,

TaK U OeCKOHEYHble BO3MOKHOCTH 4YeJIOBEYEeCKOro Tejia B COCTOSIHMM pacraiay
(McRoy, 2008, pp. 49-50).

WTaKk, OSKCIEPUMEHT [0 TECTUPOBAHMUIO KOHTPALENTUBA 3aKAHYMBAETCS
CMEPTBIO [IBYX JKEPTB U3 TPEX, YTO HE MOXKET He IPUBJIEYb BHUMAHUE Y4YEHDIX.
MBbI BUIMM, KaK Marb Feposi CPOYHO BBI3BIBAET IE€PBYIO JKEPTBY, YTOOB! BBISICHUTDH
[IPUYMHY [IpOBaja. B ciaenyolen xXe ClieHe Mbl BUAVM YK€ BCKPBITOE TEJIO — LIeBe-
JIAIIECs BHYTPEHHOCTY MAaTEPU [VIaBHOI'O repos. B 5TUX cLeHax MPOUCXOOUT OKOH-
YaTeJIbHOE pas3MbITHE TPaHUL], pealbHOCTU. Kamepa IOCTOSHHO IE€PEKII0YAETCS
C OJHUX IIEPCOHAXEN Ha APYrux. DWI3U BBOIUT cebe Iperapar, U OHU C [1epPBOU
repouHeN, IMOAKIIIOYMBIIMCL K aImapary, COBOKYIUIAIOTCH Harumu. C OnHOM

1 PoncTBo reporHM U KaKTyCa MO>KHO BOCIIPUHMMATL CUMBOJIMYHO: OHA TAKKE «KOJIIOYA» U HEJIIOAMMA», KaK
CaMO paCTEHHE.

Mms “7K 27 cocrout u3 nByx nepornudos: «BeyHOCTb» (7K) 1 «autsy (U12).

3 VHTepecHO, YTO NPy 3TOM OHA CUAMT Ha CTOJIE: OHA U [10BAp, U €11a.

[\
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CTOPOHBI, 3TO IIepBasi aObCOJIIOTHAsE HArora [ABYX IE€PCOHKEN 3a (QUIbM,
HO C JIpyroy, akKT COBOKYILJIEHMS 3aKPbIBAET KAKTYC, OKOHYATEJIbHO aKTyaJIu3Upys
(danmmyecKyo CUMBOJIMKY €r0 GOPMBL. B 3TOM aKTe COBOKYILJIEHUS Mbl HA0JIIOJaeM
BUJIEHUSI O TOM, KaK II€pBasi T€pOVHSI yOMBAET BTOPYIO U TPETHIO, U Pa3pbIBAET
TOJIbIMU PYKaMU >KMBOT Marepu repos. [lanee, y>ke B peajbHOCTH, OHA yOMBAaeT U
IJ1aBHOTO repos. HaumHaeT nBecty Kaktyc. OOHaK€HHAsi T€POUHSI CTOUT y OKHa.
MBI BUIMM «BETKM» KaKTyCa I10f, COJIHLIEM — COJIHLE CHUMBOJIM3UPYET CBET, Ty
CaMyIO BEYHYIO JKU3Hb O KOTOPOU MeYTaJl OTel, DIA3N.

B nepepeiBax MEXAY 9TUMU CLIEHAMM HaM I1OKa3bIBAIOT, KaK IOJIbI MEPTBbIN
My>X Marepu OWI3U IPOJIE3a€T B €€ PA30pPBAHHLIM JKMBOT, 3aKPbIBAET KOXKY, U
CJIEOYIOIYM KaJJpOM CTaHOBUTCSI OYE€BULIHO OObEIMHEHNE — HO T€POUHS OOJIbLIE HE
B KPOBU. MEPTBas, HO B aOCOJIIOTHO YUCTOM OEJIOM XajlaTe OHA IIPOJAOJDKAET JIeKaATh
Ha 60JIBHUYHOU KPOBATH, O0BEJUHUBIINCH B «BEYHOCTI» CO CBOMM MyKeM'.

[IpoxoauT HECKOJILKO JIET. Y MEPBOM JKEPTBbI IKCIIEPMMEHTA TEIEPDh €CTh ChIH
(To>xe Ditn3u). OHa pa3be3k aeT M0 MUPY, IIOJIMBAsl BCE TEM BeleCTBOM. ChIH-D3U
MPOUBHOCUT: «He mpuinern emje Medte\CHy KOHEI»’. 31eCh 3pUTesib MOKET U BOBCE
3a[1aTbCsl BOIIPOCOM, [IPEPBAJICS JIM KOLIMAp F€POVHU B CaMOM Hadasie (puibma, Win
BC€, YTO MbI BUZEJIN — IIPOAYKT COBMECTHBIX BUIIEHNI YEJIOBEKA M KAKTyCa.

CroXeT U cLeHbl (GriIbMa B OIIMCAHMY MOTYT Ka3aTbCsl YPE3MEPHO IOKUPYIO -
IIMMY, HO BU3yaJIbHO KAaPTUHY MOKHO Ha3BaTb CAEP>KAHHON — OCOOEHHO B I1€PBOM
nosioBuHe. Jlaxe cLeHa MoejaHus cedsd BTOPOV TEPOMHEN Pa3BOPAYMBAETCS
10 HApaCTAIOLIEN — CHAYasIa 3pUTEJIb HE IIOHUMAET, YTO MMEHHO IIPOUCXOIUT C HE.
[ToyT BCE CLEHBI JKECTOKOCTU PEXUCCEP C IOMOILBIO PA3JIMYHBIX IIPUEMOB
[IPEBPAIIAET B CEKCYaJIbHBIE.

KoMMeHTHpYys aBTOPCKUM CTWJIb pexkuccepa, [bkein Makpoil OTMeYaeT, 4To
¢uibMbl CaTO MTparoT C SIMOHCKOM LEH3YPOW, BBIPOCIIEN M3 IONBITOK OCBOOO-
IUTLCS OT 3alaHOrO BIAMSHYS Ha HALMOHAJILHOE TEJIO:

«Bornmomym 06pa3om JE€MOHCTPUPYSL TO, YTO HEJIb3sl MOKa3blBaTh (YE€JIOBEYECKUE
TeHUTAINY) Yepe3 U3BbSTAE “HENPUCTOMHOrO” OO0BEKTa U3 €ro TPagULMOHHOTO
KOHTeKCTa, CaTO OZHOBPEMEHHO LIOKUPYET CBOK AyOUTOPHIO M PACKPBIBAET HEKO-
TOpBIE JIOTUYECKME MEXAHU3MBI, JEVCTBYIOLIME B COBDEMEHHOM SIIIOHCKOM KyJIbTYpPE.
BeisgBIsSisl, MOCPENCTBOM H300pPETATEJbHOrO MpoLecca OEKOHTEKCTyalIu3alldu, Te
camble TeJIeCHble OCOOEHHOCTH, OCTaBJIEeHHble HEBUAMMBIMU HallMOHAJIbHBIMU 11I€H30~
pamu, CaTo 3acTaBisieT aygUTOPUIO 3PUTEJIEN CTOJIKHYTbCS C HALMOHAIMCTUYECKON
JIOTHKOM, JIEXKalllell B OCHOBE COBPEMEHHOIO PENPE3EHTAlMM Y€JI0BEYECKOro Teja B
STIOHCKOI BU3YaJbHOW KyJIbType, CUCTEMOI 00pa3oB, pa3paboTaHHOU IJisl NMOJIep-
kaHus criequduuecku “sSrmoHCKOro” GU3n4ecKoro M COLMAIbHOIO Tejla, CBOOOHOTO
(mo xpaiiHell Mepe, TEOPETUYECKH) OT 3alaJHbIX, OPUEHTATMCTCKUAX MTOHITUN PU3N-
yeckoro» (McRoy, 2008, p. 57).

1  VHTepecHO U TO, YTO 0OBEJMHEHNE NHBEPCUBHO POSKIECHUIO: T.€. Mbl BUIMM, KaK TPYII BIIOJI3AE€T B KUBOT Y€JI0-
BEKY, Ube I10JI€ NCCIIe0BaHMI ObLJIO MOCBAIIEHO KOHTpaLienii. OHa CTAaHOBUTCSI «BEYHO 6€PEMEHHOI» CBOVIM
MEPTBbIM MY>KEM.

2 371ech CII0KHO ONPENENNTD, UIET JIU PeYb O MEUTE O BEYHOCTH U €AUHCTBE, UM BCE-TAKU O CHE, TIOCKOJIbKY

WCTIOJIb3yeMOe PEGEHKOM CJIOBO «£5» aHAJIOTMYHO aHIJIMICKOMY «dreams MOKeT NofpasyMeBaTh obe Bepcuy,
OIIHAKO CJIOSKHOCTH [IePBOJi TEPOMHU B «3aChIIIaHMI» 3aCTABIISIIOT HAC CKIIOHUTBCS K BEPCHH O CHE.
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VIHTEpECHBIM OTJIMYUEM 3TOTO (PUIBMA OT 3aIA[HBIX AHAJIOTOB SIBJISIETCS TOT
(aKT, 4TO B XOl€ CIOXKETA T€POMHU CYOBEKTUBUPYIOTCS: U3 JKEPTB SKCIIEPMMEHTA
OHM CTAHOBSTCSI CYOBEKTaMU, NEHCTBYIOIMMY B OTHOLIEHNY Ce0sl, TaXKe 3allKJIEH -
HbIMM U 3aMKHYTBIMU Ha cebe. [Ipecsienyromuye COOGCTBEHHOE JKEJIaHWE, OHM
OTXOZAT OT COLMAIbHOrO. TOJIBKO OfHA, acouuaslbHas B CAaMOM Hayajle KapTUHBI
nepBasl KepTBa — II€peHaIlpaBiisieT NeWCTBUSI Ha [PYIrux JIIoJeid, youBas ux.
JleictBus Ke Marepyu U OWIO3M B HEKOTOPOM CMBICJIE IIYCTb U 3€PKAJIbHBI,
HO HaIlpaBJieHbl Ha OTTOPXXEHHE OOBEKTa OT COLMyMa: MaTh HEJIAeT TaK, 4TOOBI
JKEHIIVHBI HE BOCIPOU3BOIWJIVCH, T.€. HE POXKaIM (JINLIIAET UX YIOBOJILCTBUS OT
BO3MOXXHOCTU POAUTb, OCBOOOXKIAsl CEKCYaJlbHOCTb OT HEOOXOOVMMOCTH IMPOMAOJ-
JKEHHUS POJia U aKTa POXKIEHUS), OH K€ JAET UM BO3MOXXHOCTb IIOJIyYUTh Y OBOJIb-
CTBME B IpDyTOM BapUaHTe — BOOOLIE 6€3 y4yacTusl IPYroro 4esjaoBexka u 6€3 Heooxo-
IMMOCTH ObITh BIIMCAHHBIM B COLIUYM .

U ecnu B Hauasie pusbMa NPEACTABIEHA CEMBS, ITyCTh HE I10JIHAS, HO HAXOm s~
Iascsi B COLUMyME, U, IyCTb CHEUU(PUUECKH, HO NEUCTBYIOLAsl MPOCOLMATIBLHO,
B KOHIIE €r0 MbI BUIVIM Y3K€ JIPYTYIO MaTh U IPYroro pebeHka’®, Ho JKUBYIINX I€-TO
Ha OKpavHE MHpa U MBITAIOMIKXCS MEPeAesaTh 3TOT COuUyM / MHUpP IOf, CeOs:
TpaHcHOPMUPOBATH UX GOJIb U KeJIAHUE B HEYTO HOBOE®,

KoHeuHO Xe, Heb3s HE 3aMETUTb, YTO B OCHOBE [EHCTBUI DTUX T'€POUHD
NEPEIIETAIOTCS JIMOUAO U TaHAaTOC. Kak oTMedaeT Makpoii:

«ﬂpoxamaﬂ IUIOTh Ha KOHI€ BUJIKU OJHOBPEMEHHO SBJIIETCS U HE ABJISAETCA I10JI0-

BbIMU OpTraHaMH, Carto OIHOBPEMEHHO YIIMBAETCA OIIdCHOCTbBIO “HerI/ICTOI/“IHOFO”

TejJa U WrpaeT IO TMPEeXHUM I[IpaBujaM (MM, BO3MOXHO, CO3/a€T HOBBIE).

Takum obpazom, “Naked Blood” pazmBuraer u JeKOHCTPyUpyeT I'PAHUIBI BUIMMOTO,

Ziesast JIOTMKY KyJIbTYDHOIO [Majiora BHUIMMOMH, IIOIyTHO ocrapuBas ee» (McRoy,
2008, p. 57).

CBO€0Opa3HO M TEepOMHM IPEACTABJSIIOT COOOM TPU CTaAUU Pa3BUTHUSL
OPaJIbHYIO, QHAJIBHYIO Y T€HUTAJIBHYIO (B TOM XK€ CTEIEHU, B KAKOU NPECTABIISIOT
TPUaJly HapLWCCHA3Ma, Ma30XM3Ma M arpecCUBHOCTH). B 3TOM cMbIce,
€IVHCTBEHHBI HACTOsIIMi youina B ¢uibMe (I€pBasi >KEPTBA) B IIOJIHOM
(PpeNIUCTCKOM CMBICIIE pean3yeT aHAJIbHBIN BEKTOP:

1 Vnm BBIXOJS 32 PaHy COLIMAJIBHOTO. B (pmibMe, Kak OTMEYasIoCh BbIlle, COEUHSIIOTCS IBE KOHLIETLIMY: KOHTpa-
nernnuyda U BEYHOCTb. KOHTpaL{eHHI/ISI MpenarosaraeT MpeKpalteHne rnpogo/LKeEHN poaa, 1 ,ILCI;ICTBI/IFI reépoviHb
HarnpasJIeHbl Ha IIpeKpalieHuys cebst: oeJjaHye, HapylleHue LeJIOCTHOCTH, Nep¢oprUpoBaHue, WK YXOf, OT
COLMAJIBHOTO — B MUP I'Pe3, CHOBUIEHUI. BedHoe 371ech peasinsyeTcsl Taloke Yepes KOHLEMNIHIO IPeKpalleH s
¢dusaeckoro. Bce reporHu 67113KY K MeTadope «KUBOTO TPYIa», YTO OCOGEHHO SIPKO IPOSIBIISIETCS] B CUTYALN
¢ Matepsio. OHa 6epeMeHHa OTLIOM CBOET0 pe6eHKa, KOTOPOTo HUKOTZA He POIUT, BeJjb OHA YyKe MepTBa, KaK U
oH. JKeHII1Ha, CBSI3aHHas C KaKTyCOM, BOCIIPOM3BOIUT ce6s1 ¥ CBOETo JIDOOBHUKA B 0CO60H (hopme — B KOTOPOH
PeaIbHOCTb Pa3MBbITa. DTO BCETo JIMIIb IPe€3bl. OTCIOA Y COBIIAIEHNE MIMEH €€ ChIHA U ee JII060BHYKA — 00a OHU
CYTb €CTb «BEYHOE AUTS».

2 Kak numet Makpo#, «CTpemsieHre HECKOJIbKUX ITOKOJIEHUH, (OTEL]-ChbIH-BHYK) K BEYHOCTH 4€PE3 CUITy UTET
NapaJuIesIbHO C HACKJIbCTBEHHBIM, OPra3MI4eCcKyM Pa3pylleHreM Y€I0BEYECKOTO Tesla, CAMOTO OCHOBHOTO
JIOKyCa OOIIECTBEHHOTO KOHTPOJIsI» (McRoy, 2008, p. 63).

3 Ecsm 6bI BMECTO KOHTPALIENITHBA UM BBOJIMJIN «30MOU-BUPYC», TO KOHEL] (pryibMa Obl IPUPABHUBAJICS K 3apa-
JKEHUIO BCETO MUPA.
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«Perpeccus nmbu0 Ha NPeBApUTEsIbHYIO CTYMEHb CaJUCTCKO-aHAJIbHOW OpraHu-
3aIUU SIBJISIETCSI CAMBIM 3aMevYaTeNIbHbIM U PEMAMUM (HaKTOM CUMIITOMATUYECKOTO
BeIpakeHUs. JII0OOBHBIA MMIIYyJIbC JOJDKEH TOTA MACKUPOBATHCS IO, CAOUCTCKUM.
HaBs3unBoe InpejcTaBjieHue: s XOTes Obl Te6s1 yOUThb, B CYIIHOCTH, O3HA4aeT, ecyu
0CBOOOIUTH €r0 OT OIPENEJIEHHBIX, HO He CJIy4allHbIX, 2 HEOOXOOUMBIX J0OABJI€HUH,
HE 4TO MHOE, KaK: 51 XOTeJI Obl HACIAUTHCS TO60M B mo6Bu»(Ppeiia, 1991, c. 219)..

Tot ¢axT, YTO UMEHHO 32 HEl U ee CbIHOM OyAyllee, MO)KHO PAaCCMOTPETb KaK
CBO€00Opa3HbII KOMMEHTApPUN Ha COBPEMEHHOE COCTOSIHUE SIMTOHCKOrO OOLIeCTBa,
NePeIvIeTAIIIMICS CO CTPAaXOM Iepef, ObICTPO MEHSIOUMMCS MUPOM U HOBBIMU
TEXHOJIOTSIMY, BJIMSIIOIIMMU HE TOJIBKO Ha 00pa3 JKU3HU, HO U TEJIECHOCTb: HE 3PSl
13 BCEX NIEPCOHAKEN NMEHHO OHa 60J1e€ APYTUX 3aBUCUT OT TEXHOJIOTHIL.

Tpancdopmupyromeecs Teao

VccnepoBaBuminii «rotudeckue» tesa Xasbep AsbaaHa Periec oTMevasl, YTO OHU
«IIPOU3BOJAT CTpax 6s1arofaps CBOEW MOTPAaHMYHOCTU: OHM CTPALIHbI, IOTOMY YTO
OHU JIMOO OTBEPralOT aOCOJIIOTHBIE YEJI0BEUECKHE TAKCOHOMMH, JINOO N1eCTabUIIN3Y -
PYIOT NPUHSTHIE NPEACTABIEHUSI O TOM, YTO IMPEICTABJSIET COO0U “HOpPMasbHOE”
WJIY COLIMAJIbHO IpuemiieMoe Tesio» (Reyes, 2014, p. 5).

Tpancopmupymomieecss NMOrpaHUYHOE TEJIO IPUCYTCTBOBAJIO B PA3/IMYHBIX
BapualMsIX BO MHOXeCTBe (PUIIbMOB, KOTOpblE MBI paccMmoTpenu. [lon Bozneii-
CTBUEM KCeHOMopda 1 OyIydr 3JIEMEHTOM LIETIOYKM Pa3MHOXXEHUS TPaHCHOPMU -
pyIOTCSL Tesa KepTB «UyKOoro», TepsieT CBOM IEPBOHAYAJIbHBIA OOJIMK IPU3PAK
neBymky u3 «CusiHus», a Bamnupuia u3 «Ku3HeHHO! CUiIbl» MyMUPULMPYET Tesa
JIOOEN «BaMIIMPCKUM» BUPYCOM. Jlaske «['0s1ast KpOBb» 3aCTaBJIseT HAC YCOMHUTBCS
B IPaHULIAX TEJIECHOCTU IJIaBHOW T€POMHU U3-32 €€ CBSI3U C KaKTYCOM.

Psan gpaHmN3 BBICTPaMBaAETCs LEJIMKOM U IOJHOCTBIO HA CTpaxe TpaHC(Op-
MUPYIOIIEroCsl Teja, KaK 3TO MPOUCXOIUT, Hallpumep, ¢ «YesoBeuyecKo MHOro-
HOXXKOI» (“The Human Centipede”), roe 6e3ymMHblil XUpYpr, CUIMBAsl pa3Hble 4YacTU
T€JI CBOUX KE€PTB, CO3J]AET «HEUYTO», Iyralolee 3pUTesisi He CMEPTHIO, HO TEM, YTO
NIPOJIOJIKAET SKUTh BOIIPEKU OOCTOSITEIbCTBAM.

OpHako, HaMm Obl XOTEJIOCh OCTAaHOBUTHCS Ha elle OJHOW (paHIIu3e,
e IOTPaHUYHOE U TPaHCPOPMUPYIOLIEeCs TeJIO SIBJISIETCS BaKHBIM CIOKETHBIM U
ACTETUYECKMM 3JIEMEHTOM. XOTs BO (ppanmmse «Silent Hill» oTKpeITO 06HaKEHHOE
T€JI0O IMOYTU HE IIPENCTaBJIEHO, OHO 37eCh NPUCYTCTBYET (PparMeHTapHO, B TOM
4UCJIe B BUE NEPCOHAKEN, 001a4€HHBIX B OIEXKy U3 COOCTBEHHOM KOXKU. B urpax,
BO3MOXXHO M3-3a CHeUu(pUKA PaCIpOCTPaHEHUs] NAHHOM (OpMbl Meaua, Harora
3aMeTHee. B HUX Xe BIepBble MOSBIISETCS] BKHBIN 117151 BCel (ppaHIIM3bl IEPCOHAK,
[TnpaMuOroyioBelil. DTO T'MIIEPMACKYJIMHHBIA MOHCTP 0€3 TOJIOBBI — U 4YacTO —
C OOHa)KEHHBIM TOPCOM. B pamkax 3TOM B 3HAYMTEJIbHOM CTENEHU BIOXHOBJIEHHOMN
dpennn3mom (¢GpaHIIM3bl OH CMMBOJIM3MPYET OTPOMHBINA (Hayioc, IJIaBHAs LieJlb

1 3pech CTOUT BCIIOMHUTB, YTO MPUYMHOM FIHAKOBOCTY 3TOTO HE OYEHb COLMA/ILHOTO [IEPCOHAKA U BCS CYTh
€€ OTJIMYUI KPOETCsI B <IIOCTMEHCTPYa/IbHOM IIOKE», T.€. €€ [IEPEXO], B CTaTyC B3POCJIOTO YesloBeKa JIN6o
3a7lepsKaH, 1IN0 UCKKEH STOM «TPaBMOI» MEHCTPYaLUHL

152



Corpus Mundi. 2022. No 1| ISSN: 2686-9055
The Palimpsestic Naked Body | https: //doi.org/10.46539/cmj.v3il.62

KOTOPOIO — CEKCyaslbHOE Hacuiuve. [1MpamMuioroyioBbi SBJISETCS aKTUBHOM YaCTbiO
KVHOBCEJICHHOW, Ti€ OH IPEBPAIAETCs B TMraHTa B (papTyKe, CIIUTOM 13 YeJIOBeYe -
CKOM KOXU. DTO POXKIAeT HEKUI MapajoKC: XOTb Mbl HE MOXKEM Ha3BaTb €ro OOHa-
JKEHHBIM\T'OJIbIM, €70 KOCTIOM CHIAT M3 OOHAKEHHBIX TeJl. OH «KapaeT» BUHOBHBIX,
caypas C HUX OZIeKAY BMECTE C KOXKEMN.

Eciv nepseiii ¢puibM (paHIM3bl [1OKA3bIBAET JIMIIb HECKOJIBKO YCJIOBHO
«Harvux» CILiEH, BO BTOPOM OOHQKEHHbIE TeJla BCTPEYAIOTCSl OYKBAJIBHO C IEPBBIX
MUHYT. B KolMape repouHu, rmoka I InpaMumorosioBeiy, IPUKOBAHHbBIN K MEXaHN3MY,
BpallaeT €€ Ha KapyCesy, Hall HEM HaBUCAIOT MIOABELIEHHbBIE 32 KOXKY — CTOHYIIVE U
JIMIIEHHbIE BO3MO>KHOCTH BHSITHO BbIPXXaThCS aHTPOIIOMOP(QHBIE CYILIECTBA.

B KMHOBCEJIEHHON Jiekadast (purypa u3 Urpsl NPEeBPALIAETCS B MOHCTpa 6e3
pyK'. EC/iu B BBIIIEYTIOMSIHYTOI UTPE PACCKa3 BEJICS OT MYKCKOTO JIUIIA, TO (PUITbMbI
IJIaBHBIM 00pa3oM C(OKYyCUPOBAHBI HA )KEHCKUX [IEPCOHAXKAX, YTO BJIEYET 32 COOOM
OOIIMI CIBUAT CUMBOJIUKU. 31€Ch MOHCTP YK€ HE SIBJISIETCS BOILIOIEHUEM CEKCY-
aJIbHBIX JKEJIAaHUH, JIMIIEH KabJIyKOB U JIIOOOTO aKLEHTa HAa FeHJEPHOM ITPUHALJIEX -
HOCTU. B KOHTEKCTE 3THX UCTOPUI OH CKOPEE CUMBOJI OECIIOMOILIHOCTA T€POMHU U
€€ TMO/IABJIEHHOM JIMYHOCTY — JIMHIEHHBINA PYK, 3all€pPThlii CaM B COOCTBEHHOM TeJle,
BCE YTO OH MOJKET — KOIIUTb IPOCTb U BBIIJIECKMBATh €€ HAPYKY B BUIIE€ KUCJIOTBL

Tena mnepcoHa)kel KUHOBCEJIEHHOM HE TOJIBKO TPaHCPOPMUPYIOTCS,
HO U [O€JAIOTCS. Mbl BUIOMM U pacwieHeHue ,/ >KapKy 4YeJO0BEYEeCKOro Msca
B HayaJle KBECTa, U IMO3[IHEE, B aPAaXHOMNOJO0HOM IJIACTUKOBOM MOHCTPE, MTOXXUPA -
IOIEM IUIOTh. ECTb 37€Ch U MaHEKEHbI, IJIACTMACCOBbIE, OOHA)KEHHBbIE WUJIM 00ep-
HYTbIE B IUIACTUK, PACYWIEHEHHLIE — HO IIPU 3TOM [bllIalye. B KoMHare ¢ MaHeKe -
HaMU Ha CTOJIE JIEKUT >KEHIIMHA - OOHaKEHHas, CTOHywas or 6osm. Kamepa
IIPOCJIEKUBAET, KAK OT KOHYMKOB I[JIbLIEB OHA IIOCTEIEHHO IIPEBPALAETCS
B IIJIACTMKOBBIM MaHEKEH, MOJISI TEPOMHIO CHadasa — O [TOMOIIY, a 3aTEM — OEXaTb.
B cnenymomieii clieHe B KOKOHE M3 IIJIaCTUKA, BHITOHSIOMEM (PYHKIMIO 3aMeCTUTEJIS
NAyTVHBI, TePOVHSI HAXOOUT €lle OJAHY [EBYIIKY, IIOKAa MPOOYKIAETCsl MayKooo-
PasHbIN, HO B TO K€ BPEMS aHTPOIIOMOPQHLII MOHCTpP, COOPaHHBIN U3 MHOXKECTBA
IIAPHUPHBIX PYK U TOJIOB. BbicachiBast >KU3Hb, OH IIPEBPAILAET KUBYK >KEHCKYIO
IJIOTh B IIJIACTHMK, HApalllMBas cebe JINIIHUE TOJIOBbl MM KOHEYHOCTU. VIHTEepeCcHO,
IIpY 3TOM, YTO MOJ IUIACTUKOBBIM CJIOEM CKpbITA «MSICHAs» 4YacTb CYLIHOCTU
MOHCTpa.

Ha mpoTsokeHum ¢uibMa TepoMHSI ClacaeT WM NBITAETCS CHAacTh U3 MyT
3 mepCoHaXeN - MAEBYIIKY BBICBOOOXKIAET M3 IUIEHKM (HO €€ CbelaeT MOHCTP,

1 Jlexauue ¢purypsl BriepBble OSIBISIOTCS BO BTOPOI YaCTU UTPHL, I7ie OHU MOTYT CUMBOJIM3UPOBATh
JKEHy IJIABHOTO Iepost. 9TO CYLIECTBA € JKEHCKMMU HOTaMU U SITOAMLIAMY CBSI3aHbl B CMUPUTEJIbHBIE
py0ballKky 13 COOCTBEHHOM IJIOTH. B HEKOTOPOM CMBICJIE OHY OOPaTHBI MAaHEKEHAM, BOILIOTHBIIMM
€ro CeKCyaJIbHOE >KeJIaHue, II0CKOJIbKY e OpMUPOBaHHbIE Jiekaure (PUIypbl TOKa3blBalOT OTBpa-
LeHME [IEPCOHAXKA K TeJly YMUPAIOLIEi KEHbl, UJUTIOCTPUPYS €€ (Ppasy «si BBIIJISDKY KaK MOHCTP».
XOTS1 3TOT MOHCTP 1 006/1aA€T PSIIOM SKEHCTBEHHBIX Y€PT, OH U3PBITAET KUCJIOTY, YTO MOXKET ObITh
PaclLieHeHO KaK CUMBOJI 9SIKYJISIUY — JIMO0, OISITb-TaKH, [10Ka3bIBAET arpeCcCHIO >KEHCKOM CeKCyaslb-
HOCTH I10 OTHOLIEHMUIO K [JIABHOMY T'epoIo, Iiie (PEMUHHOCTD IIEPEPACTAET B HEUTO MHOE — U CEKCY -
QJIbHO arpECCUBHOE.
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OXOTSILMICS B TOM 4YUCJIE 32 TE€POMHEN), OCBOOOXKIAET CBOM POMAHTHUYECKUN
uHTepec (BUHCEHTa) 1 OTBA3bIBAET OT CTATyM OTLA.

AHTaroHucCT 3TON MCTOpUU — MaTh BuHceHTa — Kiaygus Bysnbd, npespaiaio-
mascs B MOHCTpa MwuccruoHepa. 3[eCh HAalo OTMETUTb, YTO B 3TOW UCTOPUU
Knaynus, no cyty, eJUHCTBEHHAs! «HACTOSIIAS» Martb'. Knaynus Bynbd, B kocTiomMe
MOHCTpPA, €€ OOUH BAapUAHT arpecCMBHON (PEMUHHOCTU. E€ KOCTIOM CJIOXKEH
U3 KOXKaHbIX PEMHEN, MECTaMM — M U3 €€ COOCTBEHHOU I10JIyCOILPAaHHOM KOXKMU.
TenecHOCTb €€ TOXe MOIM(PUUMPOBAHA — U3 TOJIOBBI M PYK TOpYAT JIE3BUSL.
[To cro’)xeTHBIM MapasessMm (CLieHa HalaeHus B IMPTe) U CUMBOJIM3MY OHA MOXKET
OTCbUIATh HAaC K APYrOMy MOHCTPY (¢paHmu3bl — MrosbHUKY, BBIMJISAOAIIEMY Kak
pO’KaroIas apaxHO-KEHIIVHA, JIMIIEHHAas: COOCTBEHHOW TOJIOBbl, HO C TOJIOBOU
M3ypPOJIOBAHHOTO «pebeHKa» mexny Hor m3 «Silent Hill: Homecoming». [Noxkanyi,
CJIOKHO IIPELICTAaBUTD el1e 60siee 04eBUAHYIO MeTadopy CTpaxa epes arpeCCUBHON
(dheMuHHOCTBIO. He MeHee BaKHO M TO, YTO CHMMBOJI 3TOM CaMOM arpecCUBHOU
(GEMHUHHOCTH, CTPOSILIEN IIJIaHbl BeCh GUIIbM, ITOOEXKIaeT, 00e3raaBauBas, [lnpamm-
IOTOJIOBBINA®. B 9TOM KPOETCS M HEKuil mapamoke GuibMa — 3pUTENTIo Bpoe Obl 1
IIPEJICTABJIEH «TJIaBHBIM repoi», Xusep, KBeCT U 3yo4ei. Ho coObITHSI TPOUCXOST
C repoeM IOYTU 6€3 €ro (2 TOYHEE €€) aKTUBHOrO ydacTus. Ecn 1 eCTb B HE YTO-TO
OT aKTOpa — TO 3TO €€ «3JI0OHOEe» aybTep-3ro Ajsiecca, KOTOPYI0 OHa TeM HE MEHee
NOTJIOAeT O/bKe K KOHLY (GuibMa, 4TO, OJJHAKO, aOCOJIIOTHO HE [00aBisieT i
CaMOCTOSITEJIBHOCTU M aKTMBHOCTA. OHa OECIIOMOIIHBIA OOBEKT, HY>KIAIOLIMICS
B CIIACE€HUU «(PAJJINYECKAM CUMBOJIOMY.

OOHa’KkeHHasI UCTUHA

B 3aKs1109UTEIbHOM YaCTH JJAHHOI CTaThy HaM Obl XOTEJIOCh OCTAHOBUTLCS €llle
Ha OJJHO¥ KMHOKapTuHe. «ViMrepus crpacreity (‘Empire of Passion”, “BE DT E”,
1978, Harnca Ocuma) pacckasplBaeT MCTOPUIO YOUIICTBA PUKIIY ['Mcabypo ero KeHOu
Caxu U ee 11060BHUKOM Toéz3u. B KapTHHE NPUCYTCTBYET U NPU3PaK yOUTOrO MyXa,
OJIHAaKO, OH HE IIbITAeTCSl MCTUThH JIIOOOBHMKaM-ybuiiliam. Bce, 4To OH XoueT -
NPOJOJDKUATE XU3Hb B TOM BHJIE, B KOTOPOM OH €€ IPOKMBaJ (IUTh U PaboTaTh).
Yro ke cBOOUT repoeB ¢ yma? [JlaBHBIM 0Opa3oM, MX HECIIOCOOHOCTb IPU3HAThH

1 Y m1aBHOM reponHY e MaTepeil HeCKOJIbKO, HO BCe OHU ITPEObIBAIOT B CUMBOJIMTYECKOM 3arPOGHOM MUpe.
[NoponuBiias ee Ajiecca, 1o CyTH, HE MaTh, HO aJIbTED 3T0, XOTb OHA 1 CcO31aeT ee. [IpuémMHad sxe MaTh, OHa Ke
repOUHSI IIEPBOI UCTOPUH, TIPAKTUYECKH He PUIYPUPYET B 3TOM (UIbME, TOIBKO KaK BOCIIOMUHAHKE U
NepCOHaX, HABCETIa OcTaBluelics B CaiyieHT Xusle — ¥ IOKePTBOBABIINIA CO00M pafyl SKU3HM IIPUEMHOM
Jo4epu. [la, HEHaZIOTO B XOZE CIOXKETa Mbl BCTpedaeM mMath Anieccsl, Jlanmio ['viecnii. OHa He CMOI7Ia 3aliy -
TUTh CBOE JIUTS, HO OCTaJIaCh JK1BA.

2 Ectb 1 To10Ba Y camoro [1npamuorosioBoro 9To OTAesIbHbINA BOIPOC. Bee, YTO MbI BUIMM Ha MECTE €TO
TOJIOBbI — METAJUIMYECKYIO IPAMUTLY.
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TpaBjy ¥ BCTPETUTH\OCO3HATH CBOM 4yBCTBA'. [Ipu3HaTh, YTO UMEHHO OHU COBEP-
. OCo3HaHKE COEsTHHOTO Ke IIPOMCXOIUT B IIOCTIeIHAE MUHYTHI (pribma.

l13mazaHHas B Ipsi3u U 3emJie TepOUHSI TI0Cjie TOro, Kak 0Kazajach B KOJIOZLE,
KyZja CKUHYJIU €e MY)Xa, pa3fieBaeTcs 10 rosa. B cienyomeii clieHe Mbl BUAVM YiKe
OOHXXEHHOE TEJIO €€ UM JI0OOBHMKA, HO M30aBJIEHHOE OT Ipsi3u. «S 3HaI0, Moew
KpacoTsl 60JIbIIIe HET, HO Thl IOCMOTPU Ha MEHSI, YTOOBI 3aIIOMHUTh», — IIPOU3HOCUT
ocermias Coru’.

Haruca OcrMa rpakTuyecky Becb GuabM CHUMAJ JIMIIb C YACTUYHBIM OTOJIe-
HUEM IepcoHaxel. [Ijis nepenayy CeKCyaJbHOCTA eMy He TpebGOoBajoCh OOHaXKaThb
repoeB. QuHabHAS K€ CIieHa HAroThl POX/AaeT COBEPIIEHHO WHOW KOHTEKCT —
IBa OOHXXEHHBbIX TeJjla TPWKUMAIOTCS APYr K IPYyry, CUMBOJIM3UPYS NPUHSATHE
NIEPCOHaXaMU UCTHUHBI U CBOEY BUHBL. BOT-BOT WX CXBAaTAT, U OHU BCTPETST CBOE
Haka3aHue, HO OHM YK€ CO3HAJINCh caMu cebe B COLESIHHOM U TOTOBbI IPUHSTH
HakasaHue. bosee Toro, B ClieHe, I7ie TepOeB HAXOOUT MOJULMS, UX OOHaKEHHbIe
TeJ1a JIULIEHbI PS3U.

3aKJII0uYeHHe

[Tpumep acreTuyeckoro pemeHus: Harucel OcuMBI [10Ka3blBaeT, YTO HArora
BOBCE He BCerja NPUPaBHUBAETCS K CEKCYaJIbHOCTH, XOTS, KaK Mbl yKe Mucaiu
Bbllle, 110 MHEHHIO HEKOTOPBIX HCCJIeJoBaTesIel, OHa SIBJISIETCS. HEpeIKUM
ayieMeHTOM xoppopa (Sanna & Malone, 2018, p. 6) 1y npuBieYeHUs] TOMOJTHU-
TEJIbHOUN ayJUTOPUU B KUHOTEATPBI.

B TO Xe BpeMs, Harora B XOppopax — 3TO ropasno 6o0sblie, 4eM (paHCEPBUC,
IIOCKOJIbKY OHa cama 1o cebe PoKAAEeT B JIIOZSX OllylleHre cTpaxa. Kak rokasbiBaeT
IpUMep C KPOBaBbIM IpecTylieHueM u3 «[Icuxo», BIOXHOBUBIIMI MHOKECTBO
IPYTMX PEKUCCEPOB Ha IOBTOPEHUE DJIEMEHTOB CILIEHbI, HalafeHue Ha 6e33a-
IIMTHOE TEeJ0 B WHTMMHON CUTyalldd CIOCOOHO HaIlyraTb 3pUTeJss [0 TaKoi
CTENeHU, YTO OH HayHeT M30eraTtb CUTYyalui, Aake OTAAJeHHO HANOMUHAIOUIVX
NIPOMCXO/ISIIEE HA SKPaHE.

Orciofa, yacTo OO6HaKEeHHOE TeJIo, JIUIIEHHOE 3JIeMEeHTAPHON 3alUThl B BUIE
OJIEXKIbl, CTAHOBUTCS] OOBEKTOM IIBITKY, 0ObEKTUBUPYETCS ¥ MAHUITYJIMPYETCS WU U
BOBCE IIPUHOCUTCSI B JKEPTBY B yrofly IJIOJOPOAHOCTH 3EMJIM WJIM TOALIepP>KaHUs
COLIMAJILHOTO TTOPSIZIKA.

1 Kaxk otmeuaer cam OcuMa, «II0O0BHYKY KUBYT B IOCTOSIHHOM CTpaxe, MOTOMY YTO YyBCTBYIOT yTPO3y CO
CTOPOHBI TIPUPOJEL.. Bit06I€HHbIE K&KyTCSl HUBBEPTHYTBIMU B a1 U3-32 CBOUX CEKCYaJIbHBIX JKeJIaHUI,
HO, Ha MO B3IJIS1T, I'yJl 3€MJIM, LIEJIECT BETPA, LIOPOX JEPEBLEB, [IEHNME IITULL I HACEKOMBIX, CJIOBOM,
BCSI [IPMPO/IA, CONIPOBOKIAET Mapy B azl. 11 cam npuspak — 4acTs pupozpl. Hu cexkc, Hu yiio60Bb HE IMEIOT
HUKAaKOro cmbIciia. Cama >KM3Hb HE IMEET CMBICIIA. A €CJI OHA HE MMEET CMBICIIA, TO pa3Be 3TO He an? Bee, 4To 5
MOTY CI€J1aTh, 9TO M300pa3UTh 1 MPEJICTABUTD MEPEJ], BAMU 3Ty YEJIOBEYECKYIO KU3Hb, JIUIIEHHYIO BCSIKOTO
CMBICJIa, DTOT a7, KOTOPBIH [711 MeHsI Bceraa rpekpaceH»(Empire of Passion).

2 Ilo moBogy cuMBOJIMKY c1ernoTsl, OcumMa 3amedaet: «1To, ecyiv 3To HakazaHue, KoTopoMy ['ncabypo xoresn
noaBeprHyTh Cexu? Vi BelpaskeHre MOTHOM 1 abCOJIOTHOM JIF0OBH? Pa3Be Mbl He CYACTIIMBEE, €CIIN UIEM
IO >KU3HU BCIlenyto?» (Empire of Passion)
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Jla 1 caMmo OOHaKEHHOE TEeJIO MOKET HEeCTHU B cebe Yyrpo3y, Kak 3TO Mbl HAOJIIO -
IaeM B CJlydyae C OOHa)KEHHOU BamMmupuied u3 ¢uibMa <«KuzHeHHas cuia,
CTaBLIEN KMCTOYHMKOM 3IWIEMHUY, WIM MHOTO POJA 3arps3HEHMS], IIPUYEM YaCTO
3apaKeHne\ 3arpsI3HEHNE CBSI3aHHO MMEHHO C JKEHCKMM TEJIOM.

B TO e BpeMsl, CTpax roJyioro Teja — 3TO €lje U CTPax MOTEPU CyObEeKTHOCTH,
IIOTOMY Kak roJioe TeJIO 3a4acTylo [IPUPAaBHUBAETCS K OOBEKTUBMPOBAHHOMY TEJIy.
OnHaKo, OHO SBJISIETCS TaKKe€ U OOBEKTHMBUPYIOIIMM TEJIOM, IOCKOJBKY MOXKET
JIMIIATH CyOBEKTHOCTU 3pUTEJIS, KaK 3TO [1eJIal0T KOBAPHbIE€ BAMITHPIIU.

Xoresioch 661 0CO60 MOJYEPKHYTD, UTO, XOTSI SKEHCKOE TEJI0 MOXKET TpaHC(op-
MUPOBaThCA (Kak B punbme «CHsHME»), Yallle MY>KCKOe TeJIO MOABEPraeTcsl 3apa-
JKEHUIO U TpaHC(POpMaLIY B PE3YJIbTaTe€ BCTPEYU C SKEHCKUM.

Crpax nepej, OOHa&KEHHBIM JKEHCKUM TEJIOM MOXKET ObITb M CTPAaxOM IEpe],
HEKOHTPOJIMPYEMOU >KEHCKOM CEKCyaslbHOCThIO («[Icuxo», «IlneTteHsplil yenoBek» 1
T.J.), KOTOpPasi BJIeYeT NIOTEPIO MYy>KUYMHOM Ccebsl (B KOHEYHOM UTOTeE, faxe B «[lcuxo»
CTOJIKHOBEHUE C >KEHILMHOW 3aCTaBJIIET reposl YTPATUTb CAMOCTb U IIPEBPATUTLCS
B CBOIO MaTb), M CTpax Iepel, HEKOHTPOJIMPYEMBIM Pa3MHOXKEHHMEM, BEOb U
srugemus <«Ku3HEHHOV CUWJIb» HAlpaBI€HA Ha pPa3MHOXEHME BaMIIMPOB.
Bo MHOrux aHa;mmsuMpyeMbix (puiabMmax TaK WA MHAY€ IPUCYTCTBOBAJIM OTCBLIKU
K Pa3MHOXXEHUIO Y POXIEHUIO, @ B HEKOTOPBIX CJIy4Yasx, U MHBEPCUIO 3TOrO aKTa
(kak B «['0s10M KpOBW», Ille MEPTBBI MYXX BIIOJI3aJl B JKUBOT CBO€/ HE MEHeEe
MEPTBO JKEHBI).

OOGHa)XEHHOE TEJIO MYraeT CBOEM YSI3BUMOCTBIO, HO B TO K€ BPEMS ITO3BOJISIET
II0Ka3aTh, KaK Maji0 Mbl [IOHUMaeM B COOCTBEHHOM TEJIECHOCTH, HA YEM CTPOSITCS
KapTHHBI, [IOCBSIIEHHLIE «MEIULIMHCKOMY» XOPPOPY.

9T GUIbMBI, KaK U FOTUYECKUI XOPPOP, IMOKa3bIBaIM TPaHCHOPMALIUIO TeJla
B )KABOTHYIO (MJIM JaKE€ pAaCTUTEJIbHYIO) GOPMY, IIyrasi 3pUTeJIsl HE CTOJIbKO CMEPT-
HOCTBIO, CKOJIBKO JKMBYYECTBIO 4YEJIOBEYECKOU TEJIECHOCTU B YCJIOBUSX CTPEMU-
T€JIbHO MEHSIOLIETOCSI MUPA.

[ToppITOXKMBAS, XOTEJIOCh OBl 3aMETUTh, YTO B XOPPOpP-(QuUIbME Trojioe TeJso
OKa3bIBAETCSI MOIHBIM OPY>KUEM, U 3PUTEJIb HUKOITIA HE MOXKET ObITh YBEPEH B TOM,
a 4ToO Ke IOCJIELYET 3a OTOW CLEHOH. ['0oji0e Tejlo Ha SKpaHE NEPKUT 3PUTEJI
B HANPSDKEHUU, TaK KaK OHO MOXET Y BO30OYAUTb, 1 HAITyraTh, IPUHECTH ICTETUYE -
CKO€ HacClaX[OeHue, WY IIOBEPrHyTb B YyKac. OIBITHBIN PEXUCCEDP IbITAETCH
KKIBIM pa3 HANMCATb HA 3TOM «TeJjie» HOBBIM TEKCT, 3aCTaB 3PUTEJIS BPACILIOX.
OpHu 4yBCTBA M HACTPOEHUS [1IEPEYEPKUBAIOTCS, A [IOBEPX HUX IOSIBJISIIOTCS. HOBBIE.
B mo6om cirydae, ¢ TOYKM 3pEHMSI MHOTUX CO37aTesel (PUIbMOB, FOJIOE TEJIO — 3TO
HEYTO, BBIXOIIIEE 32 pAMKM HOPMbL. OHO HE IIPOCTO BBIXOAUT 3a IPAHU JO3BOJIEH -
HOTO, OHO CaMO MapryHaJIbHO, [IOTOMY €CTa0MIU3UpyeT NOopsfoK. OHO CBUIETENb-
CTBYET O Xaoce, KOTOPBI BjleyeT 32 COO0 ele 60JIbIINIA Xaoc. A 3a71a4ya Xy40KHMKA
He TOJIbKO MPUBECTU €r0 CHOBA K PaBHOBECUIO, HO U IPENyINpeIuTh 06 ONIaCHOCTU
Xaoca.
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He 3TO /11 HamM HANOMMHAET MAJMMIICECT, C KOTOPOTO CMBIT CTapblil TEKCT,
a TOYHEe CTapblii MUIMEHT, KaK Iepoii CMBIBAET KPOBb JKEPTBbI (Kak B (uUIbMe
«[lcrxo»), YTOOBI HANKMCATh HOBOE MOCJIAHNE MUDY.
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Abstract

This article reviews the German-language collection of scholarly works “And they realized that they
were naked. Nudity in the Middle Ages” edited in Bamberg University following the conference for
young scholars. The monograph comprises results of an interdisciplinary conference of the Centre
for Medieval Studies held in Otto-Friedrich-University Bamberg, Germany. The conference was
organised by Alexandru Anca, Stefan BiefSenecker, Laura Brander, Heiko Hiltmann and Kai Lorenz.
ISBN 978-3-923507-29-0, © University of Bamberg Press Bamberg 2008, 460 pages. With introduc-
tion by Stefan BiefSenecker. Original title: ,Und sie erkannten, dass sie nackt waren.: Nacktheit
im Mittelalter*.
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1 Although the book under review claims to discuss history of Middle Ages in general, only two of its entries deal
with countries other than Germany, so we took the liberty of giving our review this sort of title.
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The German-language monograph “And they realized that they were naked’
Nudity in the Middle Ages” edited by University of Bamberg Press comprises results
of an interdisciplinary conference of the Centre for Medieval Studies held in Otto-
Friedrich-University Bamberg, Germany. Together with the introduction written
by Stefan BiefSenecker “What means nudity?” (the most essential question discussed
by the participants of the conference), the monograph is a solid collection of
19 academic papers, written by German-language scholars. The contents of the
monograph are the following:

1.
2.

Stefan BiefSenecker. What means nudity?

Reinhard Kopf. Naked facts. Observations on the nudity of the figures of
Adam and Eve at the Bamberg Cathedral

3. Stefan Trinks. Nudity on the Spanish pilgrimage route - antiquity as antidote.

4. Maurice Sprague. Memories of Paradise, Temptation, and the Fall.

5. Kai Lorenz. davon er so hart erkam, das er nackend usz dem slofje springen.

10.

11.

12.

13.

14.

15.

16.

Reflections on the representation and function of nudity in Heinrich von dem
Tirlin's “Diu Crone”.
Susanne Moraw. Virtue and Sin. Nudity in Late Latin Antiquity.

Hans Peter Pokel. Nudity and shame in the Islamic Middle Ages. The naked
female body and the gaze in the works of Al-Gahiz.

Mirko Griinder. Nudity as metaphor. The medieval image of a naked person
in the light of Hans Blumenberg's Metaphorology.

Johanna Rahner. A naked God? Theological perspectives on nakedness
in the Middle Ages.

Veronika Sattler. Nudity on the margins. The representation of nudity
in Gothic margin illustrations.

Christian Nikolaus Opitz. Imagines provocativas ad libidinem? The naked
(female) body in secular wall painting of the late Middle Ages.

Julia Weitbrecht. Die magd nakint schowen / Ir reinen lip zerhowen. Exposure
and sanctification in legends about female martyrs.

Laura Brander. Naked seduction and abstinent virgin. Function and Instru-
mentalization of Nudity in the context of courtship, encampment, and
wedding night.

Andreas Hammer. Nudity at the Border. Narrative circumscriptions of
the rites of passage.

Silke Winst. Body and identity. Gender-specific encodings of nudity
in the courtly novel around 1200.

Andrea Grafetstatter. The performance of nudity in medieval drama.
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17. Andreas Goltz. Naked Theoderic. A persecutor on the road to damnation.

18. Heiko Hiltmann. Of bare breasts and bare swords. Offensive Forms of Female
Breast Exposure using the example of the "Eiriks saga rauda".

19. Mihai Grigore. Of phallus, dwarfs and resurrection. Reflections on the discus-
sion about the masculinity of Christ.

This list of entries shows the direction of the research and the scope of ques-
tions discussed at the conference: What actually means nudity? What did it mean
for people in the Middle Ages? What functions did it play in the art and literature of
European and Arabic Middle Ages?

In this article we will deviate from the usual scheme of a book review and,
instead of a general overview of the topics and main conclusions, we will comment
on the ideas expressed by the authors of the monograph that we personally found
most interesting.

In his introduction (Pages 9-14) Stefan Biefsenecker challenges some tradi-
tional views of Middle Ages as the times when people didn't feel ashamed or embar-
rassed when exposing their naked bodies in public places, the times when they
easily shared beds with strangers, by citing the real medieval cases that demon-
strate quite the opposite (BiefSenecker, 2008). He proves that sharing bed with
strangers was avoided, when possible, because of sexual abuse that occurred regu-
larly when boys and young men had to share beds with grown-up males. Biefse-
necker then shows that people in the Middle Ages didn't even sleep totally naked
as it was earlier believed. Therefore, he argues, the very conception of medieval
people’s attitude to shame, nakedness, acceptable exposure and dressing and
undressing should be reconsidered. One of the problems here is different semantics
of the words “nudity” and “naked” To prove that the idea of nakedness is a social
construct, he quotes the famous Russian traveler Afanasiy Nikitin, who reported
in his famous book "Voyage Across Three Seas" (1466-1472) that the inhabitants of
India are all naked. However, Nikitin clearly means “naked” in the sense of “inade-
quately or not appropriately clothed”, for then he describes various shoulder and
loin cloths that people in India wear.

BiefSenecker proves the assumption that there must have been different types
and degrees of nudity concepts by enumerating different terms in the Latin,
German and French languages that demonstrate a range of nudity from “totally
naked” to “half naked”, from “stripped” to “not properly clad” or “lacking articles of
cloth appropriate for one’s social status” (Bief3enecker, 2008).

Reinhard Kopf in his work “Naked facts. Observations on the nudity of
the figures of Adam and Eve at the Bamberg Cathedral” (Pages 15-30) speaks about
the figures of Adam and Eve on the portal of Bamberg Cathedral. Those figures are
considered to be the first monumental nude figures of the European Middle Ages.
The author says that previous interpretations of these two naked stone figures is all
about metaphoric juxtaposing of the sinful and naked first humans and fully clad
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saints on the other side of the cathedral, thus bringing back to the congregation
the idea of sin and redemption. Other interpretations refer to current political
events (Kopf, 2008). What this article clearly lacks is the author’s own view.
Kopf repeatedly underlines that there are many layers of perception, that there is
much room for interpretation, but nowhere, not even in the summary, does he
express any new and unconventional ideas, leaving the reader with the feeling that
they were through 15 pages being beaten around the bush.

The same unambiguity and a certain lack of scientific courage characterises
the major number of works in this monograph. One might expect a certain degree
of daring and un-conventionalism from the young scholars (for the conference was
pronouncedly organised for young scholars), But alas, many works are disappoint-
edly timid and are satisfied with cautious hints at “many layers” and “multiple inter-
pretations”. Or — one more sin that we regard even worse — make general conclu-
sions based on only one or a few meagre examples. Moreover, some conclusions
seem so predictable that one could guess what the author is going to arrive at just
from the title. Take, for instance, the line from the Bible “And they realized that they
were naked" in the episode of how the first human couple was banished from
Paradise - this line served as the title of the monograph. The textual and graphic
representation of this Biblical episode is analysed in several entries of the mono-
graph, and the authors arrive at a too predictable conclusion that nakedness in the
medieval works of art indicated a loss of virtue, a fall from grace and a general
human sinfulness in the face of God.

This is not true for Maurice Sprague’s “Memories of Paradise, Temptation, and
the Fall” (Pages 67-87) that studies middle German Johanniter Manuscript.
The manuscript is a brilliant example of parody in medieval literature, so the scholar
gives a detailed analysis of the text with its parody of social, moral, and ethical
norms. For this purpose, descriptions of carnality, i.e., sex scenes, episodes of
undressing and nakedness are employed by medieval authors. Sprague singles out
functions of nudity in the text, illustrating his points with verses from the Johan-
niter Manuscript. He comes to the conclusion that this manuscript is a carefully
selected anthology of short texts that have a high degree of intertextuality, alluding
to the works of famous authors who wrote in the Middle High German language
(Sprague, 2008). Some texts can be unmistakably seen as parodies of the works of
Gottfried von Strasbourg and Hartmann von Aue, with episodes of sex and naked -
ness serving the function of parody and creating the comic effect.

The article we liked, perhaps, most is Kai Lorenz’s analysis of Heinrich von dem
Tirlin's “Diu Crone”. This over-lengthy medieval heroic poem is often disregarded
by scholars as a mere parody on Arthurian epics, a sort of anti-Wolfram joke having
no much artistic value in itself. Lorenz diligently goes through the text singling out
episodes related to nakedness and expands on their role and function in the text
(though, perhaps, with more words than necessary — we can't but keep in mind
Anton Chekhov's famous aphorism about brevity being the sister of talent).
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The scholar argues that nakedness in the poem is manifested through different plot
tropes, such as:

« double nakedness, when two or more characters are depicted naked simul-
taneously;

« anaked victor, when the protagonist emerges victorious but completely
naked from the fight;

« nakedness that is presented both as a sign of the hero’s moral integrity and
as a comic relief etc. (Lorenz, 2008).

The article offers no conclusion and ends rather abruptly, but it does provide
an interesting insight into the style and artistic devices of this under-studied
medieval German poem. Kai Lorenz shows that nakedness as a literary device was
masterfully employed by the author of the poem, Heinrich von dem Tirlin,
the device with the help of which the medieval poet creates both a parody and
a heroic legend (Lorenz, 2008). What the scholar didn't see in the text is a sexual
bait that, to our mind, is laid there right in the way nakedness is presented
in the poem. We are of the impression that besides other functions, the nakedness
in the poem deliberately sets sexual overture to allure the reader. The author not
only enjoys showing Sir Gawein’s beautiful naked body, he stimulates the readers’
imagination by depicting Gawein’s awareness of his own nakedness and his reflec-
tions on what to do about it. But this is our own interpretation, which we are in no
position to impose on the reader of this review. Anyway, Kai Lorenz’s analysis
explores medieval material from a new and fresh angle and is generally an exciting
reading.

We recommend the monograph for all people interested in medieval history
and culture and likewise for the researchers of corporeality, history of sex and
related questions.
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What do tattoos, nudity and veils have in common? All three affect the skin,
are non-traditional fashion items, express identity and are associated with certain
taboos. All three can be private and public, degrading and empowering, backward
and progressive, depending on how they are interpreted. In addition, the symbolic
meaning of all three have changed significantly over the past thirty years, making
a comparison possible.

The book under review, a small 92-paged monograph by a German philosopher
Thorsten Botz-Bornstein “Veils, Nudity and Tattoos. The New Feminine Aesthetics” is
a philosophical reflection on the issues of corporeal symbolism and functions of
body closure /disclosure in modern cultures.

The author, Thorsten Botz-Bornstein, was born and educated in Germany.
He specialized in the sphere of Russian semiotics, later shifted his interest to Japan
and conducted research in Kyoto University. He is the author of several books,
namely:

e “Place and Dream: Japan and the Virtual” (Rodopi, 2004);

e “Films and Dreams: Tarkovsky, Sokurov, Bergman, Kubrik, Wong Karwai”
(Lexington Books, 2007);

e “Vasily Sesemann: Experience, Formalism and the Question of Being” (Rodopi,
2006);

e “Aesthetics and Politics of Space in Russia and Japan (Lexington Books, 2009);

e “The Cool-Kawaii: Afro-Japanese Aesthetics and New World Modernity
(Lexington Books, 2010);

e “The Veil in Kuwait: Gender, Fashion, Identity” (with Noreen Abdullah-Khan,
Palgrave, 2014); and

e “Transcultural Architecture: Limits and Opportunities of Critical Region-
alism” (Ashgate, 2015).

The reviewed book is the result of his recent life and research in Kuweit.

In the introduction the author argues that, as opposed to the past, nudity
no longer represents a natural state of the body: rather it indicates a violation of
nature. Nevertheless, it has a high ideological value. The veil, that seems on the first
glance as something completely opposed to nudity, has become part of the new
physical culture together with nudity and tattoos.

To understand the new concepts through which tattoos, nudity, and veils are
determined, says Botz-Bornstein, certain tropes must be previously deconstructed.
These include the trope of Western civilization vs. Oriental barbarism, the trope of
the Muslim woman as the ultimate victim of an Islamic patriarchy, but also the trope
of covering a body as the progress of civilization.

Against this background, the questions posed in this book is anthropologically
broad: How are tattoos, nudity, and veils related to civilization? Is nudity itself
"primitive,’ and does the covering (veiling) of a body signify a step on the way to civi-
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lization or a step away from it? Do tattoos effect a shift from the primitive to civi-
lization or does the untattooed, pure skin represent a supreme civilizing value even
in contemporary postmodern culture?

The author points out, that according to conventional comparative
approaches, tattoos and nudity operate within the same system of signifiers,
because both have to do with the exposure of the body and are sexually connoted
precisely because of this, while a veil covers the body and thus cancels these conno-
tations. The author claims to have proven this assertion wrong, at least for
the modern culture. In his book the veil and nudity are not presented as opposites,
but as interacting branches of the same discourse. To oppose nudity and velil, is,
to the author’s view, to fall in a trap that leads, for example, to creating "liberating
nudity" and "oppressive veils" as rigid concepts (Botz-Bornstein, 2015, p.7).

However, the bikini is not necessarily more liberating than the veil. Above all,
it is important to understand that both the veil and the nudity are unique forms of
expression that derive their power from an inner self-contradiction. Both covering
a body and baring it can be seen as humiliation and empowerment. In this they are
comparable to tattoos. Second, both nudity and veil have a metaphorical power that
is inconsistent with their original meaning, especially when it comes to religious
and metaphysical statements. "Naked truth" or "veiled truth" are strikingly conve-
nient expressions, even though they say nothing about nakedness or veiling
in specific anthropological contexts.

The author points out that symbolism of nudity and veiling is nowadays
increasingly extended into the realm of politics. It has been said, for example, that
"Muslims are on a crusade to cover up anything that threatens their faith, be it
Western democracy, history or simply any form of change" It is the radicality of
these expressions that can make them either convincing or irritating.

As for tattoos, there are more similarities between them and veils that meet
the eye. Both, as the author puts it, “....emanate an uncanny power affronting
“liberal” subjects and filling them with horror because both represent permanent
body alterations. More radically, what tattoos and the veil have in common is that
the covering they represent can be perceived as a device that displaces and
destroys the items it covers” (Botz-Bornstein, 2015, p.8)

As Samantha Holland insightfully remarks in her review: “Botz-Bornstein’s
central argument is that tattoos and veils recuperate the political body: in the
context of protests, of challenge, and creating their own space and agency. The veil
is his starting point, and in comparing it to tattoos and nudity, and at other points
to Slut Walks and male chastity belts, he interrogates the success of the phenom-
enon despite the paradoxes: respect, modesty, sexuality, female power, female non-
power” (Holland, 2016, p 619).

Now we will briefly cover the structure of this interesting book.

Chapter 1 discusses the veil as a physical and cultural phenomenon comparing
it to other articles of body covering humankind has employed. Both the veil and
the sunglasses, for instance, aim at interrupting gazes, they cause a selective
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covering of a face, the difference being which part of a face is covered and which
uncovered.

Chapter 2 focuses on those women who see their veiling as an act of resistance
and liberation that connects to feminist strategies in general and in the light of the
Third Wave Feminist Thought in particular. The author finds similarities as both
pro-veiling positions and Third Wave Feminism oppose previous anti-sex ideologies
of earlier feminist generations.

In Chapter 3 the author compares veiling to some of the key virtues of African-
American identity: temperance and self-control. Can the veil serve as an instrument
of coolness? Does this piece of cloth maintain the crucial balance between visibility
and non-visibility? Does it express assimilation and cultural resistance, submission
and subversion, control and inability to control?

Chapter 4 presents the debate over the veil through French feminist Sarah
Kofman's reflections. Kofman believes that respect for women simultaneously
degrades and elevates women because "respect for women is always the moral and
glorious flip side of men's 'misogyny." (Kofman, 1997, p. 371). The veil proves to be
a highly ambiguous object for precisely these reasons.

Chapter 5 examines the phenomenon of spatial segregation and compares
Africa- American spatial segregation to the gender segregation increasingly prac-
ticed in Muslim countries. The author argues that in both cases segregation is
resolved through the creation of a "cool space" of playful transgression.

Chapter 6 compares the veil versus tattoos and nudity. In this chapter, paral-
lels and differences between the three are analyzed and systematized.

Chapter 7 analyzes the spectacular rise in popularity of tattoos in the last
decades which the author calls tattoo Renaissance. This allows to speak about
a shift from tattoos to body graffiti.

Chapter 8 delineates the concepts of the "barbaric" and the "civilized" in the
cultural discourse on tattoos. The goal here is to examine tattoos from the angle of
the above-mentioned dichotomy. This chapter explores the particular connection
that tattoos maintain with nudity. In contrast to the past, tattoos are now used
to reestablish the body as a “civilized entity”: The tattooed body is never fully naked
and can never be fully wild.

Chapter 9 examines the role of males in relation to fetishism and nature.

The book ends abruptly and has a really small conclusion, which we always
regret in academic papers. Quoting someone else’s words at the end of one’s own
book is also a big structural and academic no-no.

But that is a very minor drawback. The book “Veils, Nudity and Tattoos.
The New Feminine Aesthetics” is interesting, has a fresh perspective, employs
a philosophical approach to the material. It argues, challenges, opposes the new
ideas against the old ones and offers a new reading of corporeality and related
problematics.
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