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Xopomio HU3BECTHO, YTO peajgbHOE IMpo-
CTPaHCTBO, Momnafas B chepy XyA0KeCTBEHHO-
ro MHpa, TpaHC(HOPMUPYETCS B COOTBETCTBUU
C €ro 3aKOHaMH, CTAHOBHUTCS MPOCTPAHCTBOM
XyJIO’)KECTBEHHBIM, T. €. KOHTUHYYMOM, B KOTO-
POM pa3MEIIAIOTCsl MEPCOHAXKU U MPOUCXOTUT
newicteue [3, c. 14]. Tlo mpuumHE TOTO, YTO
CTPYKTypa XydOXXECTBEHHOTO TOMOCAa MOXKET
paccMarpuBaTbcs KakK MPUHLMII OpraHU3aliu
U pacCTaHOBKM MepcoHaxei [2, c. 222] u, cie-
JIOBATEIbHO, MEPCOHAXH BKIIOYAIOTCS B Psij
«TPOCTPAHCTBEHHBIX MapamMeTpoB TeKcTay |1,
c. 95], mpu ananu3ze B JAHHOM CTaThe MPO-

55

CTPAaHCTBEHHBIX OCOOCHHOCTEH OpraHU3aIiH
HEKOTOPBIX IOCTMOAEPHUCTCKUX IPOU3BELC-
HUN TpPEACTaBIAETCS ONpPaBJaHHBIM IpHUMeE-
HUTb METOIUKY MWCCIEIOBaHUS TOIOJIOrHYe-
CKOM CTPYKTYpbl XyHdOXKECTBEHHOI'O TEKCTa,
npeasioxkeHnyo B pabore E. FO. MaszanoBoii
[4]. UccnenoBarenb, CUCTEMATU3UPYSI ATIEMEHTbI
TEKCTa, COAEPIKAILNE B CBOEH CEMAaHTHUKE yKa3a-
HHE Ha IPOCTPAHCTBEHHBIC OTHOUICHUS, MpE.-
MIOJIATaeT, YTO OHM MOTYT OTHOCHUThCS JIHMOO K
TOW YacTH TEKCTa, I7ie B (pOKyce BHUMaHUS Ha-
XOANUTCA TEPCOHaX Kak CyObeKT pa3BOpayu-
BAIOIICTOCSI B TEKCTe AeHCTBUSI, IUO0 K TOM
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YyacTH, TJ€ BHUMaHUE UHTeprperaropa (oKy-
CHUpYeTCS Ha OKPYKAIOIIeM IMEPCOHAX MPo-
crpanctBe. E. FO. MasanoBa mpesaraer, Ta-
KM 00pa3oM, paccMaTpuBaTh MOIYJb IMEPCO-
Ha)ka, B OCHOBE KOTOPOTO JIEKHUT COBOKYII-
HOCTh TEKCTOBBIX CPEIICTB, PEIPE3CHTUPYIO-
IIMX BHEIIHOCTh, MOBEIEHUE, OCOOECHHOCTU
XapakTepa MepcoHa)xa, a TakKe MOIYJb IMpo-
CTPaHCTBa, BKJIIOUAIOIIUN KaK MPOCTPAHCTBO,
OKpY’Karolee MepcoHaxa, Tak U BHPTYaJIbHOE
MPOCTPAHCTBO, MOJEIUPYEMOE BO CHE, B (paH-
Ta3WH WIHA B BOCIIOMUHAHUU [4, ¢. 7-8].

OCHOBHBIMU UTPOBBIMU CTPATETHSIMH, CBSI-
3aHHBIMU C CO3[JaHHEM JIEMKTHUYECKON HEOMpe-
JIEJICHHOCTH MPOCTPAHCTBEHHBIX OTHOILIEHUH B
MOCTMOJICPHU3ME, SBIISIFOTCSI:

1. Crparerust «CTUpaHUs» NTPOCTPAHCTBA
MepcoHaXka, OOyCIIOBIMBAIOIAS «pacllaTaH-
HOCTb» TOIOJIOTUYECKOU CTPYKTYPhI TEKCTA.

2. HemapkupoBaHHOCTH TPaHUI] BUPTYalb-
HOTO TIPOCTPAHCTBA B MOJEIHPYEMOM (HHUK-
[[MOHAILHOM MHpPE, MOJEIHPOBAHKUE TOMOCA
aroKaJuIcuca.

HeobOxomumo oOTMETHTB, YTO Ha3BaHHBIC
CTpaTernuy yamie BCEro BCTPEYaloTCs B MOJe-
JTUPYEeMOM MHPE COBMECTHO, B3aWMHO OO0Y-
CJIOBJIEHBI M CIIOCOOCTBYIOT CO3/IaHUIO y YUTa-
Tener ApdeKra «OHTOIOTHYECKOTO COMHEHUS
B pEaJbHOCTU/UPPEATHHOCTH MPOELUPYEMOTO
B BBEIMBIIIUICHHOM MHPE MPOCTPAHCTBA.

B pomane Bbiparomieiicss aHIIIMHACKOM MuUca-
tenpHul M. Cnapk «The Hothouse by the
East River» (1973) ucnonb3oBaHue CTpareruu
HEMapKUPOBAaHHOCTH  BHUPTYaJbHOTO  MPO-
CTPaHCTBA MPU MOJAETUPOBAHUH (PUKIIMOHAb-
HOTO MHpa CTAaHOBUTCSI OCHOBOH CHOXKETOIBH-
KEHUS, MMOCKOJIbKY kaHp pomaHa Crapk MOX-
HO OTIPEIENIUTh KaK CIOPPEaTMCTUIECKYIO Tpa-
TUKOMENIMI0 C 3yieMeHTaMu JeTekTuBa. CyOb-
EKTHO-OOBEKTHBIE OTHOIICHUS B JIAHHOM TEK-
CTe MOXKHO OXapaKTepu30BaTh KaK OINpe/esIeH-
HBIE W JIOCTAaTOYHO TPAJAUIMOHHBIE, CO CTa-
OWJIBHONM TOYKOH OTCUEeTa B BHUIAE OOBLEKTHBU-
POBAHHOTO BCEBEIYINEr0 IMOBECTBOBATENS, H3-
OpaBLIEr0  HAcTosIIee IOBECTBOBATEIHHOE
BpEMsI B KaueCTBE OCHOBHOTO BPEMEHU TIOBE-
CTBOBAaHMSI M MpUOErarolero kK KuHemarorpa-
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(dudeckoil MOBECTBOBATEIbHON TEXHHKE, MpPU
KOTOPOW BO3MOXKHBI PE3KHE CMEHBI AIH30/I0B,
NepeXoibl U3 BPEMEHU HACTOSIIETO B MPOILIOE
TepOCB W TIPAKTUICCKHA TIOTHOE OTCYTCTBHE
KOMMEHTapHEB IMOBECTBOBATEIIS.

Onurpad x pomany: «If it were only true
that all’s well that ends well, if only it were
true» 3BYYHT OIHOBPEMEHHO HWPOHHYECKH U
nevyabHO, co3maBas d(QPEeKT HEeITOroBOPEHHO-
CTH, HEOIPEJeNIEHHOCTH M oOpeueHHOCTH. B
NEPBOI TVIaBE pOMaHa KOHCTPYUPYIOTCS TIPO-
CTPaHCTBEHHBIC MapaMeTpbl (PUKIHNOHAIHHOTO
MUpa, MPEACTABISIONIUECS YUTATEIISIM BITOJTHE
PCATMCTHYECKUMH: MYXK H JKEHA KHBYT B POC-
KOIITHOM KBapTUpe MaHXeTTeHa, OKHa KOTOPOu
BeIxomAT Ha Mcr-Pusep. Mx B3pocnble netn
JKUBYT OTJIETHHO OT HUX, U OTHOILICHUS CeMe-
HOW Taphl BBIIISIAT HANPSHKCHHBIMUA. MY,
[Ton, momo3peBaert, 4yTo €ro keHa DJb3a CTpa-
JAET OT YMCTBEHHOTO PACCTPONCTBA, MOCKOIb-
Ky e¢ MOBEJICHHE TPEICTaBISICTCS eMy Heale-
KBaTHBIM, K TOMY € B €€ BHEIIHOCTH TPHUCYT-
CTBYET OJTHA CTPAaHHOCTH, KOTOPasi CTAHOBUTCS
JCUTMOTHBOM HayaJia pOMaHa:

And Paul, still standing in the middle of the
carpet, then looks at her shadow. He sees her
shadow cast on the curtain, not on the floor
where it should be according to the position of
the setting sun from the window bay behind
her, cross-town is the West Side. He sees her
shadow, as he has seen it many times before,
cast once more unnaturally [10, p. 5].

KitoueBoe crnoBo «shadowy, moBropsiemoe
HEOJIHOKPATHO, U YKa3aHHE Ha «HECCTECTBCH-
HBI» YTOJl ee TMaJeHUs BBOJUT B TEKCT dlie-
MEHT 3araJiki, TaK 4TO MPOCTPAHCTBO Jb3BI
pENPE3EHTHPYETCSI B TEKCTE KaK «CTPAHHOEY,
«TauHCTBEHHOE», MIPUYEM B Hadaye TIOBECTBO-
BaHMSI TOJIKO €€ MY)X 3aMe4aeT 3Ty €€ 0Co-
OCHHOCTH (IJIarojl YyBCTBEHHOTO BOCHIPHUSATHS
«See», UCTIONB3YEeMBIil TPH pa3a):

Last night, Paul said, as his son was leav-
ing, “What did you think she looked like to-

night?”.
“All right. Theres definitely something

strange, of course...”.
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Paul said good night abruptly, almost satis-
fied that his son had still not noticed the pre-
cise cause of the strangeness.

Paul cannot acknowledge it. A mirage, that
shadow of hers. Not a fact [10, p. 6].

M. Cmapk MCKyCHO pa3BHBAET TEMY I1O03-
PUTEIBHOCTH M OC3yMUs, CATUPUYCCKH TPE-
craBiss Hero-Mopk kax Tomoc a6eypna u ny-
XOBHOH CMEpPTH, TaK YTO pa3BepHyTas MeTa-
dopa, penpeseHTHpyeMas B TEKCTE JIEKCHYE-
ckas equnnna (JIE) «Hothouse» u mognepxu-
BaeMasi B TEKCTE€ TEMOW HEObIBAJION >Kaphl B
Heto-Hopke, B TepBoil 4acTH NPOM3BEICHUs
BOCIIPHHHUMACTCSI KaK CUMBOJI OC3TyXOBHOCTH,
OTYAsIHUS ¥ OTYYIKJICHHOCTH:

New York, home of the vivisectors of the
mind, and of the mentally vivisected still to be
reassembled, of those who live intact, habitu-
ally wondering about their state of sanity, and
home of those whose minds have been dead,
bearing the scars of resurrection: New York
heaves outside the consultant’s office, agitating
all around her about her ears [10, p. 9].

becnomanno upoHusupyst Haj oburarens-
mu Hiro-HMopka, M. Criapk MCIONB3yeT B TIPH-
BEJICHHOM BBIIIIC MPEIJIOKCHUH, BBOISIICM
OJIHY M3 CIICH pOMaHa, IIPUEM OJIUIICTBOPEHHUS,
napauIeNIbHbIC KOHCTPYKIIMH, TIPHEM TIEPEUHC-
JIeHUs, MeTaOPUUCCKH TPEICTABIISS JKUTEIEH
Hero-Mopka Kak «KHBBIX MepTBenoB». Tema
CMEpTH, TyXOBHOW 10O (HU3UUECKoi, pas3pa-
0aTpIBacTCS aBTOPOM IPHU IMMOMOIIM KOMOWHa-
TOPHOH HWIPHI, MPU KOTOPOW HEMapKHPOBAH-
HOCTh BUPTYQJIBHOTO MPOCTPAHCTBA (B TAHHOM
cilydae MpOCTPaHCTBA MUCTHUYECKOTO, Croppea-
JUCTHYECKOT0) B (DUKIIMOHAIBHOM MHpE TIpO-
U3BCACHUSI 3aCTaBIIICT YWTATEJCH rajaaTh
BIIOTh JIO0 KYJIbMHHAIIMOHHOW TJIaBBI POMaHa,
O3HaYaeT JIM ICHTpaJIbHAs JETallb XyJO0XKEeCT-
BEHHOTO IMMOPTpeTa N3kl — €€ TeHb — IPH-
HA/IJICKHOCTh TEPOUHU K CIOPPEATUCTHYECKO-
My MPOCTPAaHCTBY (K «MHPY MEPTBBIX») WU
TaK MOMYCPKUBACTCS €€ HE3aBUCHMOCTh, YHU-
KaJbHOCTh B a0cypaHoM mupe Amepuku 70-x
ronoB. Ha Manxerrene, kotopsiii y Criapk Ha-
nensercss snuteToM «fractional», rae rosbie
MOJINIICHCKUE, OOJIadYeHHBIC JIHIIb B (hOPMEH-
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Hble (DypakKH, yY4acTBYIOT B YJIHMYHOU JTEMOH-
CTpallMd TIPOTECTa, JABHSAS IMOIPYyra CEMbBH
[Tormu pa3BOMUT IICIKOBHYHBIX YEpBEH, CO-
rpeBas ux y ce0st Ha Tpynd, a ceiH [loma m
Onb3el [Ibep craBur meecy «llurep Ilen» ¢
MICCTHICCATUIICTHUMH aKTEPaMH, IIAPUT aTMO-
cdepa abcypaa, nepenaBaeMasi aBTOPOM B TOM
YHCIIe PU TOMOIIH THITHYHOTO TIOCTMO/ICPHH-
CTCKOTO IpPUEMa COCTABJICHHS CIIUCKOB, WC-
MOJIH30BAHHOTO JIISI HM300pa)KEHUSI AITIHOTO
NICUXOTEpareBTa:

“The hell with her shadow,” says Annie.
“Haven't we got enough serious problems in
this city? We already have the youth problem,
the racist problem, the distribution problem,
the political problem, the economic problem,
the crime problem, the matrimonial problem,
the ecological problem, the divorce problem,
the domiciliary problem, the consumer prob-
lem, the birth-rate problem, the middle-age
problem, the health problem, the sex problem,
the incarceration problem, the educational
problem, the fiscal problem, the unemployment
problem, the physiopsycho-dynamics problem,
the homosexual problem, the traffic problem,
the heterosexual problem, the obesity problem,
the garbage problem, the gyno-emancipation
problem, the rent-controls problem, the identity
problem, the bisexual problem, the uxoricidal
problem, the superannuation problem, the al-
coholics problem, the capital-gains problem,
the anthro-egalitarian problem, the trisexual
problem, the drug problem, the civic culture
and entertainments problem which is some-
thing else again, ...” [10, p. 112].

M. Cnapk yMmelo HWHTPUTYET 4YHTaTeleH,
co3l1aBasi CEOKETHOE HAIPSDKEHHE U TTOCTOSTHHO
HaMeKas Ha CyIIECTBOBAaHUE B (DHUKIIMOHAIb-
HOM MHpPE MHUCTHYECKOTO, TIOTYCTOPOHHETO
MPOCTPAHCTBA, KOTOPOE IKCIUIUIIUTHO HE Map-
KHUPYETCS BILIOTH 0 MOCJICAHEH, BOCBMOII TJia-
Bbl POMaHa, OJHAKO MOJETHPYETCs, BO-
MEPBBIX, TPU MTOMOIIU TEMAaTHYECKON OIIIO3H-
1y cBeta u TeHu (light/shadow).

The chair she sits in casts a shadow before
her.

There is another shadow, hers. It falls be-
hind her.
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Behind her, and cast by what light? She is
casting a_shadow in the wrong direction [10,
p- 3]

The day is getting darker. He switches on
the floor lamp, although the room is still light
enough.

Her shadow does not move. He comes and
stands beside her, looking out. There is no
beam of light coming in from the East River or
the sky [10, p. 14].

HUrpa TeHn W cBeTa OCYIICCTBISACTCS BO
BPEMEHHOM OTpE3Ke HACTOSIIIETO TePOEB U OT-
CYTCTBYeT B TEKCTOBBIX CETMEHTaX, OIHUCHI-
BAIOMIMX MX TPOIUIOE: MHOXECTBO «(emnioe-
KOB» PEATUCTUYECKH MepeaaroT coobitus 1944
rona, koraa [lomx, Dnb3a U UX APy3bs CITYKUIH
B AHINIMM B CBEPXCEKPETHOH Tpymie, 3aHU-
MAlOIEeUCs IOAPBIBHOM MPONAraHAMCTCKOU
paboToii Bo BpeMs BTopoii MHpPOBOIi BOWHEI.
Nmenno Torma Ilonm HaymHaer noao3peBaTh
CBOIO HEBECTY DJIb3y B HEBEPHOCTH U B CBSI3H C
HEMCIIKMM  BOCHHOIUICHHBIM,  BO3MOKHBIM
arentom CC I'enpmyTom Kunewm, u ero momos-
PUTEITEHOCTH TOJILKO YCUJIMBACTCS C TOJAMHU.

CymecTBoBaHME MHUCTHYECKOTO TMPOCTpPAH-
CTBa TAaK)K€ UMILTUIIMPYETCS TIPU TIOMOIITH JICK-
CHUKO-CEMaHTHUYECKOTO TIOJNisi  CIOppeaTbHOTro
(dead/alive; real/imaginary), criocoOCTBYy¥OIIIE-
r0 CO3MaHHI0 y 4YHTaTeleld HEyBEPEHHOCTH B
(UKIMOHATILHOM CTaTyce MEPCOHAXKEH B paMKax
BO3MOKHOTO MHUpa (3KMBbIEC I MEPTBBIE?).

“Then, Elsa, I should say, you have imag-
ined Helmut Kiel. This is in the imaginative
category, almost definitely. You couldnt have
come across him in a shoe store. He died in
prison with only himself to thank for it” [10,
p. 6].

Paul turns to go to the kitchen for ice. At the
door he turns again. His heart thumps for help.
“Help me! Help me!” cries his heart, battering
the sides of the coffin [10, p. 14].

Outside the theatre, Paul is saying wildly to
a police officer, “Those people are not real. My
son, my wife, my daughter, do not exist.”
“No?” says the officer [10, p. 97].

[To mepe mnpubmmKeHUs KyJIbMHHAIIMU B
poMaHe urpa B TOJ€ pPEalbHOCTH/UppEalib-
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HOCTHU TIEPCOHaXEH B pamMKax (UKIHUOHAIBHO-
ro MHUpa CTAaHOBWTCS BCE MHTCHCHBHEE, OJTHO-
BPEMEHHO 3a0aByisisi U 03a/1a4uBasi YMTATEICH,
MBITAIOIINXCS ONPEACITUTh, KTO W3 TIaBHBIX U
BTOPOCTEIICHHBIX TIEPCOHAXEH NEHCTBUTEIBHO
SIBIISICTCSl TIPUBUICHUEM, a KTO — JIHIIb HPO-
HUYECKH M300paKaéMbIMH  HBIO-HOPKIIAMH.
Hakonen, B BOCHMOI INIaBE IIOBECTBOBATCIIbL
cooOmraet ynrarensM, uro [lon, Dnb3a, [Tonmu
U €IIIe HECKOJILKO WX COCITYXKUBIIEB TTOTUOIN BO
Bpemsi 6oMOexku moe3na B 1944 rony B Benu-
KOOpUTAHUHU:

“ And I think we've got somewhere to stay.
A rather nice flat belonging to some friends of
my family. They will keep it for us. It looks out
on the East River. Do you know New York?”.

“I know it well ”, — says Colonel Tylden. A
V-2 bomb hits them direct just as the train
starts pulling out. The back section of the train,
where they are sitting, and all its occupants,
are completely demolished” [10, p. 131].

M. Cnapk caTupuvecku OOBITPBIBACT TEMY
(bu3nUecKoil/TyXOBHOW CMEpTH, Hacemss Mpo-
crpactBo Hpio-Mopka mnpuBHACHHAMH 1
(OKUBBIMU MEPTBELIAMU:

“You would think they were alive”, — says
Elsa.

“One cant tell the difference”’, — Paul says
[10, p. 138].

HpoHryecku UCTIONb3ysl UTPOBYIO CTPATETHIO
«CTHpaHUSD) PEANbHOTO MPOCTPAHCTBA IEPCO-
Ha)KeH, aBTOp poMaHa OCTaBIIAET YUTATElIsl B He-
JOYMEHHUU: KAaKOB K€ (PUKIIMOHATBHBIA CTaTyC
nereit [lona u Dne3e1 — [Ibepa u Karepunsl, 1o
camMoro KOHI[A pOMaHa MOAJEPKHUBAsi UIPOBYIO
HEOMPEIENIEHHOCTh TMPOCTPAHCTBEHHBIX OTHO-
HIEHUI B BO3MOXHOM MHPE:

1. “Do you exist? ” — Paul says.
“Don 't be vulgar”, — says Pierre.
“Because”, — says Paul, — “your mother

and [ were killed by a bomb in the spring of
1944. You were never conceived, never born” .

“It’s rather a personal matter”, — Pierre
says. “Isntit?”
2. “I was asleep”, — she says. “Did you

bring me good news, Pa?”
“Your father just wanted to know if you
were alive”, — FElsa says.
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“He could have called me in the morning”
[10, p. 142].

Jlexcudeckue eAWHMIIBI, TPHUHAJJIEKAIIIE
JIEKCUKO-CEMaHTHUECKOMY IOJII0 CIOppeasIbHO-
ro (exist, killed, conceived, born, alive), B
MIPUBEJICHHBIX BBINIE (parMeHTax CHOCOOCT-
BYIOT CO3/1aHuI0 aTMoc(depsl abcypia u mo3Bo-
0T M. Cnapk Onectdiie akTyalau3upoBaTh
TParuKOMHMYECKYI0  COCTaBJISIOUIYI0  CBOETO
IIPOU3BECHUS.

Tomac Ilun4oH B cBoeM pomane “Gravity’s
Rainbow” (1973), koTOpBIii MHOTUMH HCCIIE-
JOBATEISIMU TTOCTMOAEPHU3MA pacCMaTpPUBACT-
csi Kak HauOonee SIpKH 0Opa3yMK XaocMmoca
[7], KaK «OHIUKIIONIEINYSCKUM, OCCKOHESYHBIN
tekcT» [8, p. 108], Ha 776 cTpaHuIax KOHCT-
pyupyeT (GUKIHMOHANBHBIA MHUp, XapaKTepu-
3YIOIIUICSI MHOTUMHU BHYTPEHHUMH IPOTHBO-
pEeUus MU, SHTPOIMUEH MPOCTPaHCTBEHHO-BpE-
MEHHBIX oTHomeHui. K Hanbosee sipkuM Tek-
CTOBBIM OCOOCHHOCTSIM JIaHHOTO POMaHa MOXK-
HO OTHECTH HAMEPEHHOE U IOCJEI0BATEIbHOE
UCIIOJIb30BaHUE CTPAaTeruyl HEMapKUPOBAHHO-
CTH BHPTYaJIbHOTO MPOCTPAHCTBA B pPaMKax
MOJEITUPYEMOTo  (PUKIIMOHAIBHOTO MHpa, a
TaKkK€ MacIITaOHyIO0 pa3pabdOoTKy MOCTMOIEp-
HUCTCKOTO TOmoca amnokanurncuca. [luH4oH
pucyer o0BsATYI0 BTopoii MupOBOI BOWHHOIM
EBpomy, pa3pabotky I'epMaHueil CceKpeTHOTO
opyxus — pakeT «®Day 2», a TakKe pakeT cie-
JOYIOIIETO TIOKOJIEHUS, MPEABOCXUIIAIOIINX
AJIEPHOE OpY’)KUE, NEATEIBHOCTh CEKPETHBIX
areHTOB, MPUMEHSIOUINX Pa3IUYHbIE HAPKOTH-
KM W TaJUTIOIMHOTEHBI JUIS OCYIIECTBIICHUS
pa3BeabIBATEIBLHON NIEITENbHOCTH. MHOTHE U3
Oosiee 4yeM YETHIPEXCOT IMEPCOHaXel pomaHa
MOJIBEP>KEHBI TaJUTIOLMHAIUSAM, OONagaloT ma-
paHOPMAJILHBIMH CIIOCOOHOCTSIMHU, MOTYT TIPO-
HUKaTh B (paHTa3uu ¥ CHOBUJCHUS JPYTHX Ie-
poeB npousBeneHus. Poman oTkpeiBaetcs ¢aH-
TaCMAaropu4yHOM KapTHUHOW 3BaKyauuu u3 JIon-
JIOHA, OIMCHIBACMOW HEKUM HEH3BECTHBIM
pedaexkropom:

A screaming comes across the sky. It has
happened before, but there is nothing to com-
pare it to now.

1t is too late. The Evacuation still proceeds,
but it’s all theatre. There are no lights inside

the cars. No light anywhere. Above him lift
girders old as an iron queen, and glass some-
where far above that would let the light of day
through. But its night. He's afraid of the way
the glass will fall — soon — it will be a spec-
tacle: the fall of a crystal palace. But coming
down in total blackout, without one glint of
light, only great invisible crashing.

Inside the carriage, which is built on sev-
eral levels, he sits in velveteen darkness, with
nothing to smoke, feeling metal nearer and fa-
ther rub and connect, steam escaping in puffs,
a vibration in the carriage’s frame, a poising,
an uneasiness, all the others pressed in around,
feeble ones, second sheep, all out of luck and
time: drunks, old veterans still in shock from
ordnance 20 years obsolete, hustlers in city
clothes, derelicts, exhausted women with more
children than it seems could belong to anyone,
stacked about among the rest of the things to
be carried out to salvation. Only the nearer
faces are visible at all, and at that only as half-
silvered images in a view finder, green-stained
VIP faces remembered behind bulletproof
windows speeding through the city...[9, p. 3].

[TuHUYOH MacTepcKu TepenaeT OINIyIICHUE
HAJ/IBUTAIOIIEHCS KaTacTPO(bl, MCIBITHIBAEMOC
HEM3BECTHBIM IEPCOHAKEM-PEPICKTOPOM: pe-
Mpe3eHTUPYs Tepeaady uHopManuu mo pas-
JUYHBIM CCHCOPHBIM KaHajlaM I[epCOHaXa
(cmyx: “screaming across the sky”, “feeling
metal <...> rub and connect”, “steam escaping
in puffs”, “a vibration”; 3penue: “no lights”,
“total blackout”, “invisible crashing”, “the
nearer faces are visible”, “half-silvered im-
ages”, “green-stained VIP faces”) u ucrons3ys
HACTOSIIEE TIOBECTBOBATEILHOE BpEMs JUIS
JTOCTIDKEHUST HAWOOJBIIETO IMparMaTHIecKoro
adekTa, aBTOp MOACIHPYET MPOCTPAHCTBO,
¢antacmaropuunoe (JIE “theatre”, mcrmosnb3o-
BaHHAas B CaMOM Hadyaje IOBECTBOBAHHS) U
y)Kacaroliee CBOEH JIOCTOBEPHOCTBIO OHO-
BpeMeHHO. CuilbHasl TO3MIMS Havaja MpOM3-
BEJICHUSI CIIOCOOCTBYET CO3/IaHUIO0 aTrMoc(hepsl
cTpaxa, 0e3HaIeKHOCTH U abCcypa BCero mpo-
UCXOMAIIETO, KOTOpast OyIeT TONBKO YCHIIU-
BaTbCs Ha TPOTSHKCHUH POMaHa, TaK YTO 3a-
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KJTIOUUTEIIbHAs CIIEHA TIOBECTBOBAHUS, OIHUCHI-
BaloIasl TPSAYIIUN aroKauIcuc (paspylie-
HUE, BBI3BAHHOE PAKETON HEOBIBAJIOW MOIIHO-
CTH), BOCIIPHHHMAETCS KaK YTO-TO HEH30exK-
HOE U HEOTBPATUMOE:

Descent

The rhythmic clapping resonates inside
these walls, which are hard and glossy as coal:
Come-on! Start-the-show! Come-on! Start-the-
show! The screen is a dim page spread before
us, white and silent. The film has broken, or a
projector bulb has burned out. It was difficult
even for us, old fans who ve always been at the
movies (haven't we?) to tell which before the
darkness swept in. The last image was too im-
mediate for any eye to register. It may have
been a human figure, dreaming of an early
evening in each great capital luminous enough
to tell him he will never die, coming outside to
wish on the first star. But it was not a star, it
was falling, a bright angel of death. And in the
darkening and awful expanse of screen some-
thing has kept on, a film we have not learned
to see... it is now a closeup of the face, a face
we all know—

And it is just here, just at this dark and si-
lent frame, that the pointed tip of the Rocket,
falling nearly a mile per second, absolutely
and forever without a sound, reaches its last
unmeasurable gap above the roof of this old
theatre, the last delta-t.

There is time, if you need the comfort, to
touch the person next to you, <...>[9, p. 775].

[epBast U mocenHAs CIICHBI pOMaHa OKa3bl-
BAlOTCAd OOBEOMHEHHBIMU D[NIOOAIBLHONM TEMOM
KaTacTpo(bl, aTOKATUIICKCA U BBICTPAUBAIOTCSI
B HEKYIO0 PAMOYHYIO KOHCTPYKIIHIO, HE JIUIICH-
HYI0, OJIHAKO, THUIHUYHBIX JUIS 3TOTO MOCTMO-
JIEPHUCTCKOTO poMaHa npoTuBopeunii. [leppas
CIICHAa, OIMKCHIBAIOMIASI JBAKyalMIO TMOCIe
B3pbIBa PAKETHI, OKA3bIBACTCSI JIMIIb KOIIMap-
HBIM CHOM, KOTOPBIA MPHUBHICICS OTHOMY H3
MEPCOHAXEW pOMaHa W COOTBETCTBEHHO OTHO-
CUTCSl K JIUETETHUYECKOMY YPOBHIO IOBECTBO-
BaHMss. OKOHYaHUE K€ POMaHa, MPHOOpeTaro-
mee cwty dunocodekoro o6obIeHUS Onaro-
Japsi UCTIOJIb30BAaHHUIO JKCTPATUETETHYECKOTO
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MMOBECTBOBATEIBLHOTO Mapkepa “we”’, 03BOJISI-
€T TPaKTOBaTh BECh POMaH KaK TIIOOATBHBIN
cueHapuil pumpMa 0 KOHIE CBETa, MpeBpalias
YUTATEJIEH B 3pPUTENIEN «B CTApOM KHHOTEaT-
pe», Hal KOTOpPBHIM HaBHCIA siA€pHAs pakeTa.
Tema Tearpa, koropas Hameuaercss 1. [TuHuo-
HOM B TIEpBOM clieHe, TpaHChOpMUpPYETCS B
KOHIIE MPOU3BEICHUS B pPa3BEepHYTYIO MeTado-
py TOCIEOHEro g YellOBeuecTBa MpPEeCTaB-
JICHUS, TIOAJCPKHUBAEMYI0 MHOXKECTBOM CTH-
JUCTHYECKUX  cpeAacTtB:  moeropom  JIE
“screen”, ‘“show”, “film”, “dark”, “silent”,
“last”), MmHOTOUMCIIEHHBIMU MeTadopamu (“‘the
screen is a dark page”, “a bright angel of
death”), rpadudyeckuM BBIABMKEHHUEM HEKOTO-
PBIX TEKCTOBBIX 3JEMEHTOB (KamUTaIU3aIis
JIE “the Rocket”, xypcuB). Tonoc Hen3z0exHO-
r0 armoKAJIUIICHCAa MOJCIUPYETCS aBTOPOM TIPH
MOMOIIM  HACTOSIILIETO IOBECTBOBATEIHHOTO
BPEMEHH, JCUKTHYECKHX MapkepoB ‘“here”,
“now”, MPOCTPaHCTBEHHBIX MapkepoB ‘“‘these
walls”, “this dark and silent frame”, “this old
theatre”, mpuuem IIMHYOH HCTONB3yeT OAHO-
BPEMEHHO CJIeTKa HMPOHWYHYIO HHTOHAIIHIO,
oOpalasch K YUTaTeIsiM Kak K CBOMM CTapbiM
Ipy3bsM-mrooutensM kuHo (“us, old fans™), u
VIUBUTENBHO MO3TUYECKUN 00O0OIICHHBIN 00-
pa3 MeYTHl 4YeloBeKa O OecCMepTHH, KOTOpOii
HE CyXXJeHO ocymiecTBUThes (“‘dreaming”, “to
wish on the first star”). ObparumocTs MOIETH-
pyeMoro B pomMaHe BpeMEHH, Ha KOTOPYIO yKa-
3BIBAIOT HCCIienoBarend TBopuecTBa [InHUOHA
[6, p. 180], ycyryOmsieT omryiieHue Heu30ek-
HOCTH M 0€3HA/Ie)KHOCTH: B CAMOM Hadaje po-
MaHa MosiBisieTcs npeanoxkenue “It is too late”
[9, p. 3], 3akaHUYMBAETCSl TPOU3BEICHUE HEBE-
cenort koHctarauuein: “There is time, if you
need the comfort, to touch the person next to
you, <...>”. OOpa3 pakeTbl, Majarolield Ha
CBEPX3BYKOBOW CKOPOCTH B 3JI0BELIEN TUILINHE
(“absolutely and forever without sound’), Bo3-
BpalllaeT yurareie K Hayaly poMaHa, OTKpPbI-
BAIOIIETOCS TpeajiokeHueM: “A  screaming
comes across the sky”, 9To o3Hauaert, 4TO pa-
KeTa y>Ke B30pBajach.

B 3HauuTenpHO Gosiee UPOHUYECKOM KITIOUE
TeMa afoKajumcuca pasBuBaercs JoHoMm



UrpoBble 0COGEHHOCTH NPOCTPAHCTBEHHON OPraHU3aLMM NOCTMOAEPHUCTCKUX XYA0XKECTBEHHbIX TEKCTOB

baptom B pomane “The Tidewater Tales”
(1987), onHa W3 MHOTOYHCIICHHBIX TJIABOK KO-
TOPOTO TaK U HA3bIBACTCS:
Apocalypse

One drizzly Baltimore November forenoon,
as from an upstairs workroom window of our
little house I mused over neighbors’ lawns—
some raked clean, some still leaf-littered —
and considered whether

For that, Peter had explained, is how — in
the first-person narrative viewpoint from
which each of us leads life — the world can
end, whether at that whether “I” am felled by
a coronary or thermonuclearly incinerated by
an ICBM meant for Washington, D.C., but
slightly diverted by a minuscule error in its in-
ertial guidance system [5, p. 142].

Tonoc anokanuncuca, THIUYHBIN A7 TIPO-
M3BEJICHUH TOCTMOJICPHU3MA, MOJIEIHUPYETCS
baprom B omHOM mpemnoxenun. [IpoctpaHct-
BEHHbIE Mapkepsl ‘“Baltimore”, “an upstairs
workroom window”, “neighbors’ lawns” crmo-
COOCTBYIOT CO3/aHWIO KapTUHBI MHUPHOW ame-
PHUKaHCKOHW JKW3HH, KOTOpas He 0e3 WpOHHHU
pETpe3eHTHPYETCSI aBTOPOM 4Yepe3 pa3MbIIIe-
HUS CyOBEKTHBHPOBAHHOTO paccKazyuka 00
aKKypaTHOCTH «COCEACKHX JyXaek». CTuim-
CTHYECKHE TIpUEeMbl 000COOIeHMs, TTapalIeib-
HBIX KOHCTPYKIUH, aJJTATEPallii YYaCTBYIOT B
nepernaye CIOKOWHOTO, Ja)ke TPHBHUAIBHOTO
TeueHus u3HU. Havano ucropum, takum 00-

pasoMm, Onarogapsi JOCTAaTOYHO KJIMIIMPOBAH-
HOMY 3aUMHYy, Pa3BUTUIO OOBIAEHHOW I KU-
Tesell aMepUKaHCKUX IPUTOPOJIOB TeMbI yOop-
KM OCEHHUX JIMCThEB, HE NPEABEIIACT Tparu-
YecKoro pa3BuTHs coObiTuid. ComocTaBiieHue
3araBus TIaBKH “‘Apocalypse” W BHE3aITHOTO
oOpbIBa TMPEAJIOKEHUS, O3HAYaIoLIero, 4YTo
pacCKa3dMK HE yCIed 3aKOHYNUTH CBOIO MBICIIb,
MIOJCKA3bIBAET YNUTATEIIO, YTO AJI1 KOHKPETHO-
IO 4eJ0BeKa HacTynulI KoHell cBeTta. ponuue-
CKuM KoMMeHTapui Ilurepa, miaBHOro repos
npousBeaeHuss bapra, pa3BUBacT MBICIb aBTO-
pa 0 TOM, 4TO KOHEIl KU3HU MOKET HACTYIIUTb
KaK OT CEpIEeYHOro NPHUCTYIIa, TaK U OT B3PbIBA
TepMmosepHoil 6oMObI. Tonoc amokanurncuca,
HEpa3pbIBHO CBS3aHHOTO CO CMEPTHIO Ka)J0Ir0
OTZIEJIBHO B35TOr0 HHIUBUAYYyMa, KOHCTPYUPY-
erca [{. baprom, B omnuue ot T. IIuHuOHAa,
KaK peaJuCTUYHOE, OTHIOAb HE TeaTpajau3o-
BaHHOE IPOCTPAHCTBO.

Takum 006pazom, pacCMOTpPEHHBIE B JaHHOM
CTaTb€ CTPATErMU «CTUPAHUSA» IEepCOHaXa,
HEMapKUPOBaHHOCTH  BHUPTYaJbHOIO  IPO-
CTPaHCTBa B MOZAEITUPYEMOM (UKIHMOHATHHOM
MHUpPE, MOAEIUPOBAaHUSA TONOCA ANOKAIUIICHCA
CIOCOOCTBYIOT YCHJIEHHIO UTPOBOM HEONpere-
JIEHHOCTH JEUKTUYECKOTO MOJYCa XYIOXKECT-
BEHHOI'O ITOCTMOJAECPHUCTCKOIO TEKCTa, IOA-
YEPKHUBAIOT BHYTPEHHIOIO IPOTUBOPEYUBOCTH
Y HEYNOPSAAOYEHHOCTh IPOCTPAHCTBEHHOU Op-
TaHW3alUM BBIMBIIUIEHHBIX MHPOB IIOCTMO-
JIEpHU3MA.
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A. H. Muipeesa

T'EOKYJIBTYPHBIN OBPA3 MUPA B IKYTCKOM POMAHE:
TPAINIINA U COBPEMEHHOCTD

B ananusze sixymckoeo pomana 6 acnexme mpaouyuii U HOGAMOPCMBA U3OPAH 2e0K)IbNy-
ponocuyeckuli no0X00, NOMYYUBWIULI AKIMYATLHOCIb 8 COBPEMEHHOM Tumepamypogeoenuu. Boi-
A6NIEHA PONb CAKPANbLHOO NAHOWAdmMa 8 CMpyKmype SNU4ecko20 JCanpa, HavuHas ¢ nogecmel
11. Otiynckozo, pomanos Amma Auuwievitia «Becenusia nopay», H. Hxymcrxozo «Cyovbay u 3a-
eepuias paccmompenuem ucmopuyeckozo pomana B. Jlanana « Teiewin [lapxany, gunocogpckux
pomanos U. Toconesa «boeuns munocepousy u « Tpemuil enaz». Bvidensemces ssieHue Heomu-
Gonozuzma, srcanpogozo cunmesa. Coenan 8bl800, MO 2e0K)IbMYPHbIN 00pA3 MUpa 6 sKym-
CcKOM pomane npedcmaem Kak MAmepuHcKoe JNOHO Hpupoobl, opmuposasuieti MeHmaiumem
Hapooa caxa.

Ki1roueBble ¢10Ba: TeOKyIbTYPHBIN, UEIOBEK, IPUPOAA, CAKPATIBHBIH, TaHI AT, pOMaH,
MH(POTIOITUIECCKUH JIOKYC, HEOMU(OTOTU3M, XKAHPOBBIH CHHKPETH3M, MEHTAJIUTET.

A. Myreeva
The Geo-cultural Image of the World in the Sakha Novel: The Tradition and the Present Time

When analyzing the Sakha novel in terms of traditions and innovation, a geo-cultural
studies approach has been applied. The role of sacral landscape in the structure of epic genre is
emphasized and described in Platon Oyunskiys stories, in Amma Achigiyas novels “Saaski
kdm” (The spring time), Nikolay Yakutskiy ‘s “Tolko” (The fate), Vasily Dalan’s historical novel
“Tigin Darkhan”, Ivan Gogolev's philosophical novels “leyekhsiti kdildtii” (The Goddess of
Charity) and “Uhiis kharakh” (Third eye). The phenomenon of neo-mythologism, genre synthe-
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