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BefieHIe
[TpuMepsl UCIIONB30BAHNSA IIPUEMOB METAIIOBECTBOBAHNS B MU-
POBOII Xy[J0XKECTBEHHOII IUTepaType JOCTATOYHO MHOTOYNCIICH-

HBI, B 9TOJI CBsI3M MOXXHO Ha3BaTh HekoTopble pomaHsl X.JI. Bopxeca,

Ix. ®@aynsa, K. Bonneryra, V. 9xo, M. IlaBuya, A. baitert, [Ix. bapuca

u Apyrux. PoMaH coBpeMeHHOTO OPUTAHCKOTO IMCATENs U CLieHapucTa Ki-

IIPCKOTro mpoucxoxaeHns A. Muxasnupeca «fIpoctb» [Michaelides, 2024]

TaK>Ke OTHOCUTCS K IOJ0OHOMY TUIIY IIPO3bI, YTO OIIpefe/nsieT BBIOOp Ma-

Tepuaa UCCIeOBAHYAL.

AKTyanpHOCTD JaHHOII paboTbI 00YCIOB/IEHA COXPAHSIOIIMCS MHTEpe-
COM HccrIeffoBaTenell K peHOMeHy MeTaTeKCTyaIbHOCTH, GopMaM U BUIAM
€ero IpOsABJIEHM B IPOM3BENEHNAX COBPEeMEHHBIX Mucareneir. Kpome Toro,
M30paHHBIl B KaueCTBe MaTepuaa il PACCMOTPEHNUsI POMaH, B KOTOPOM
IpUeMbl METAIlOBeCTBOBATEIbHOIO IJIaHa MOTYYMIN CBOCOOPasHYIO pea-
JIM3ALNIO, ellle He ObUI UCC/IeTOBAaH B OTeYeCTBEHHOM IUTEPATYPOBEICHNIL.
Llenb cTaTby — BBIABUTH U IIPOAHATIM3MPOBATb IPUEMBI METAIIOBECTBOBA-
HUA U UX QYHKIVIO B JaHHOM IIpOU3BeleHNN. MeTogaMy McCIefoBaHmsA
HOCTY>XVJIM 3/IeMEHTBl HapPATOIOTUYECKOT0, TePMEHEBTUIECKOTO U JINTe-
PaTypOoBeIYeCKOTO aHa/MN3a.

CreneHb U3YIE€HHOCTN IIP06}ICMI)I M OCHOBHBIC IIOHATUA

B coBpeMeHHOM TUTEPATYpPOBEEHNN CYIECTBYIOT TEPMUHBI «MeTa-
TEKCT», «<METAIPO3a», <METAPOMAH», «METATIOBECTBOBAHNEY, OTIPEIETIEHIE
KOTOPBIX {0 CMX HOP OCTAeTCs IpeAMeTOM AUCKyccuit. OOMuM [ist 91X
TEPMIHOB SIBJIIE€TCS MOHSATHE METATEKCTYATIbHOCTI, KOTOPOE MCCIIefjoBaTe-
I PACCMATPUBAIOT KaK «... CHOCOOHOCTD TEKCTa “KOMMEHTHPOBATH CAMOTO
ce6s1”, IPOSBIIAIOLIYIOCS B pasINuHbIX popmax» [IlleBuenko, 2021, c. 117].
IIpyruMu coBaMu, pedb MAET O IPUHIUIIE caMOpedIeKCUI 11 CaMOUCCTIe-
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IOBAaHMA TEKCTa IPOM3BENEHMs, IIPY 9TOM METAalloBeCTBOBaHNE MOAPasy-
MeBaeT pedIeKCHIo TIOBeCTBOBATE/IA IO TOBOAY ITPOIlecca CO3IaHVs TeKCTa,
a MeTaIpo3a COflep>KUT KOMMEHTapUN aBTOPA O BBIMBIIIIEHHOM XapaKTe-
pe u criocob6ax KOHCTPYUPOBAHNUA TEKCTa: «... metanarration refers to the
narrator’s reflections on the act or process of narration; metafiction concerns
comments on the fictionality and/or consrtructedness of the narrative»
[Neumann, Niinning, 2014, p. 344].

Hy>kHO OTMeTUTb, YTO 9/1eMEHTbI METATEKCTYaIbHOCTU XapaKTePHBbI J/Is
HIpOM3BeNEHNIT Pa3HBIX IEPIOJOB, OFHAKO TEKCTOOOPA3yIOLINM 37IeMeH-
TOM OHI CTQHOBSITCS UIMEHHO B 3TI0XY ITOCTMOJIEPHM3MA: «CKPBITO MU SIBHO
B CTPYKTYpe M060ro0 NpousBeieHNs IPUCYTCTBYIOT C/IeIbl TBOPUECKOTO I10-
UICKa aBTOpa. B mpousBeneHnsax, OTHOCAIINXCS K 3II0Xe IIOCTMOJIePHI3MA,
MeTaTeKCTya/lbHOCTD BBICTYIIAET OFHOII 13 BEAYIIUX XapaKTePUCTHUK XY/[0-
>KECTBEHHOTO TEKCTa U UAMOCTUIEBOIL YepPTOIT OTAe/NbHBIX aBTOPOB» [IlleB-
4eHKo, 2021, c. 118]. ®aKT WIMPOKOro MCIONb30BAaHNS KaTerOPUM MeTaTeK-
CTYa/IbHOCTHM B IIPOV3BEJIEHNUAX IOCTMOIEpHI3Ma 00BSACHACTCSA TeM 00CTO-
ATEIbCTBOM, YTO OHA «... OTBEYaeT MHOIMM KIIIOYEBBIM UIesIM IIOCTMOfiEp-
HI3Ma — UTpe, IBOIIHOMY KOIMPOBAHUIO TEKCTa, ,CMEPTHU aBTOpa“ — 1 MO-
JKeT PpacCMaTpMUBATBCA KaK CBOCOOPA3HBIIl CIIOCO0 MpefcTaB/IeHNs aBTOP-
CKOTO BUJEHM MIPa ¥ COBPEeMEHHOI! TnTepaTypsl» [banHoBa, 2012, c. 1].

PaccMoTpuM mojjpo6Hee MOHATHSA, OTHOCAI[MECA K KaTeropuu
MeTaTeKCTya/lTbHOCTH.

MeraTeKCT UCCIeoBaTeNN ONUCHIBAIOT CIEAYIOIUM 00pa3oM: «4MTa-
TeJIb HAIIPSIMYIO BOBJIEUEH B UTPY C aBTOPOM 1 IIOMOTAeT eMY JOCTPanBaTh
MIp IPOU3BeEHIs, YYaCTBYeT B IIpOLiecce CO3/JaHNs TeKCTa. BHeTekcTOBasA
U TEKCTOBAs PEaIbHOCTY IIPY 9TOM YaCTO HAaYMHAIOT IIPOHMUKATD APYT B IPY-
ra VIV TIepPeIUIeTaThCs, a caM aBTOP IOSIBIIAETCA B MPOM3BENECHNN B JIUIle
(PUKLMOHATBHOTO aBTOPA VIV HAXOAMUT CBOETO IBOIHNKA B BUJE Iepos-
pacckasumka ym reposi-nucarens» [Makynu, 2021, c. 182].

VIHTerpanys aBTOPCKUX KOMMEHTapUeB WU «aBTOPCKUX BTOPXKEHUIT /
BTOPXKEHWIT 3 METAaIo0BeCTBOBATENbHOTO IIaHa» (TepMunsl B.b. 3ycesoit-
O3kaH) B XyI0’)KeCTBEHHOE ITPOCTPAHCTBO TEKCTA ABJAETCS OTIPABHON
TOYKOJ BO3HUKHOBEHNA (peHOMEeHa MeTanpo3bl. BOMBIINHCTBO MCCTIeN0-
BaTeJIell OIpee/AIT METANpo3y KaK XYA0KeCTBEHHYIO TUTePaTypy, KOTO-
pas obpalaeT BHYMaHNe YATATe/sd, BO-IIEPBBIX, HA €¢ BBIMBIIIICHHBIN Xa-
paKTep, BO-BTOPBIX, Ha CIIOCOOBI CO3[JaHMA BBIMBIIIIEHHOTO MUPA, B-Tpe-
TBMX, Ha CIIelN(YKY B3aUMOOTHOIIEHNIT PeaIbHOTO 1 BHIMBIIITIEHHOTO M-
poB: «metafiction is a term given to fictional writing which self-consciously
and systematically draws attention to its status as an artifact in order to pose
questions about the relationship between fiction and reality»; «the lowest
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common denominator of metafiction is simultaneously to create a fiction and
to make a statement about the creation of that fiction» [Waugh, 1984, p. 2; 6].
JIpyrumu cloBami, B IieHTpe BHUMAaHMS METAaIIPO3bl HAXOUTCS CaMO JINTe-
paTypHOE TBOPYECTBO: «METAIPO3a CKOHIIEHTPUPOBaHa Ha (heHOMEHOTIOI -
JeCKMX CBOJVICTBAX JIMTEPATYPbI M UCCIIEAYeT X B TOM PaKypce, B KaKOM OHI
6pocaroT CBeT Ha “TBOPUECTBO’, BoOOpakaroliee cedst TBOpsMM» [Mocro-
6ait, 2010, c. 164]. Kak cnpaBefinBo 0TMeYarOT UCCIENOBATENY, IPYEMaMI,
XapaKTepPHBIMU [ METAIIPO3bl, MOXKHO Ha3BaTh aBTOPCKVIT KOMMEHTAPMIL,
KOMMEHTHPOBaHNe NPOoljecca HalVMCaHNA JTUTEPAaTyPHOTO IIPON3BEICHII,
MHTEPTEKCTYaIbHOCTD, CCBUIKU Ha IMTEPATYPHYIO TPALUIVIO, UCTOYHUKA
MOBECTBOBAHMSA, OOpallleHNe K YUTATEITI0, OLIEHKY TeX VIV MHBIX ITepCoHa-
xeit [BamoTa, 2024, c. 168-169; Jletaesa, 2015, c. 100]. Cregyet oco60o oT-
METHUTD, YTO «METANPO3a — OOILIMPHOE MOHATHE, KOTOPOE BKIIOYAET B ce0s1
IpOM3BeleHNs PasINYHbIX )KaHPOB, B KOTOPBIX SPKO 3asABJIAET 0 cebe Me-
TapedIeKCUBHBII KOMIIOHEHT, 1 IOTOMY METAIpo3a ellje He AB/IAeTCA KaH-
POBOIT XapaKTepucTUKO» [bemtenkosa, 2024, c. 6].

MeTapoMaH, HaITPOTUB, MO)XHO Ha3BaTh >KAHPOM, KOTOPBIIT IMeeT CBOIO
crienn¢uky. [TpucyTcTBIE B IPOM3BEEHUN METAIIPO3bI OT/IEIbHBIX aBTOP-
CKVX BTOP>KEHMIT M/IM METAIlOBECTBOBATE/IbHBIX IIPVEMOB ellje He O3Haua-
eT ero MPUHAJIeXHOCTU K MeTapoMaHy. [lomaraem, 4To pOMaH CTaHOBUT-
Cs1 METapOMAaHOM, KOTZa, BO-IIEPBBIX, caMOpedIeKCcus BBICTYHAeT CMBIC-
J0006pasyIOMINM 3JIEMEHTOM, BO-BTOPBIX, IPKO IPOSBIAETCS HAallpaBIIeH-
HOCTb Ha IIOCTVKEHIE CAaMOTO POMaHa Hapsy € IIOCTIDKEHIEM MIPa FepoeB,
B-TPeTbMX, IOJHUMACTCS MpobieMa B3aIMOOTHOIICHNS NCKYCCTBA U Jieil-
crButenbHocTH [KydaymoBa, 2018, c. 248; JlomakuHa, 2020, c. 321; 3yceBa-
OskaH, 2012, c. 65].

MeTanoBecTBOBaHMe SABIACTCA XyHOXKECTBEHHBIM IIPYEMOM 1 OIIpefie-
JIIETCA MCCTIeOBATEeIIAIMY CIEYIOIUM 06pa3oM: «M3JI0KeHIe TOBECTBO-
BaTeseM (pacCKa3YMKOM) HEKOTOPOTO COOBITVS MK PsAfa COOBITUI, MO -
Beprarolee pedexcuy camoe cebs 1 moppasyMeBalollee HapylIeHye rpa-
HUIIBI MeX/Y “BHYTPEHHUM MUPOM Ipou3BefieHus  (eliCTBUTENIbHOCTDIO
repoeB) U MUPOM JIUTEPATYPHOTO TBOpUYeCTBa» [3yceBa, 2008, c. 119]. Kak
orMmedaeT M. OnynepHUK, MEeTalIOBeCTBOBAHME MOXKET CTYXKUTDb HE TOIBKO
LeIIM MEeTAIlpO3bl, HO 1, HAIIPOTUB, YCUINBATD XyA0>KECTBEHHYIO MJIIIO-
3110, XapaKTePHYIO /I IIPO3bI KJIACCUYECKOIL: «. .. metanarrative comments
can considerably strengthen the illusionistic effect of a realistic narrative»
[Fludernik, 2009, p. 61]. Takum 06pa3oM, MOXHO YTBEPXK/IATh, YTO IIPMEMBbI
MEeTaIoBeCTBOBAHM MOTYT BCTPEYAThCS KaK B MeTAIpo3e, TaK U B IIPOU3-
Be[leHVSIX BHE €€ PAMOK: «... IIP03a C 97IeMeHTaMIt caMopedieKcun He 00s1-
3aTe/IbHO SBJIIETCSA METAIPO30it, IIPY TOM, YTO CAMOCO3HaHIe, 6e3yC/IOBHO,
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ABJIACTCA HeOOXOMUMBIM (HO He JOCTAaTOYHBIM — B MaTeMaTHUYeCKUX Tep-
MIHAX) YC/IOBUEM MeTampossl» [/Ito Msaosans, 2020, c. 15].

B coBpeMeHHOII /IMTepaType IpUeMbl I TeXHUKY METAIIOBECTBOBAHISA
B XYHO0X€CTBEHHOM IPON3BEECHNY BCTPEYAIOTCS JOBOIBHO YaCTO 1 3aKITI0-
9al0TCA B KOMMEHTHPOBAHMUM CAMOTO IIPOLIeCCa €T0 CO3MJaHIs, PACKPBITHN
CeKpETOB IMTEPATyPHOTO TBOPYECTBA, UCIONIb30BAHUY M OFHOBPEMEHHOM
MCCIIeOBAaHMY IIPYMEHAEMbIX METOZ0B. IIpy UTeHMy TaKOro IPOU3BENeHNA
BHMMaHMe GOKYCUPYETCsA U Ha OIMChIBAEMBIX COOBITUSAX, M Ha CIIOCO0AX MX
HpeACTAB/ICHIIS, TI0 CYTH, 9TO «pOMaH B poMaHe». I10 cripaBeiimBoMy 3ame-
YaHUIO MCCIIefOBaTeNIell, paccMaTpyBaeMasi TeXHIKA «... II03BOJIET aBTOPY
He TOJIbKO PACKpPBITh 11 OOCYIUTb CBOM METOHBI, HO 1 IPEBPATUTD CaM IPo-
LIeCC CO3[JaHMsI TEKCTA B €I0 COAEP>KAaTeIbHYIO 4acTh. <...> Ilofo6Hoe camo-
packpbITie co3faeT 3G PeKT HeHaIeXHOTO OBeCTBOBAHIL, I/ie Paspylia-
I0TCS TPaJMIMOHHBIE IPEACTABACHUA O IIOC/IEHOBATeIbHOCTI U IIPAaBAUBO-
CTU COOBITHIL, @ YNTATE/b BBIHYXIEH KPUTUIECKI [IePeOCMbICTINBATD IIPe]-
nmaraemble eMy ¢akTbD» [SHb KyHb, 2025, ¢. 174-175]. Cpeau BeRyLIMX IpK-
€MOB METAIIOBECTBOBAHMA BBIE/AIOT TAKXKe CTIOKHYI KOMIO3UIIO, 0CO-
OBbIIT TUII TepOs1 U PaccKasuyKa (MHOITA B OfHOM JINLie), COYeTaHMe Pasand-
HBIX YKaHPOB U II0OBECTBOBATE/IbHBIX TEXHIUK.

PesyanaTbI n 06CY)KJICHI/IC

Poman A. Muxaanupgeca «JIpoctb» obnagaer psagom crenuduyecKnx
4yepT, OT/IMYAIIMX ero OT APYruX. IlmaBHOe oT/IM4YMe 3TOTO Ipou3Besie-
HIUS 3aKJII0YAaeTCS B TOM, YTO OHO INIpefCTaBIIAeT COOOM TPU TEKCTa B Ofi-
HOM, IPYTMMMU C/IOBaMU, OJVH TeKCT BBICTYIAET B TPeX UIOCTACAX, HECMO-
TPs Ha TO YTO IIPefCTaB/IAET ero OVH U TOT >Ke IepOoli-pacCKa3uMK, BBICTY-
Haruii B Tpex posax. IIpexxie Bcero, 3To TEKCT Nbechl, CLieHapuIi 71 Tea-
TpajIbHOI OCTaHOBKU. I1o KpaiiHel Mepe, TaK Mbl BOCIIPMHIIMAeM €To BHa-
vasie. V 3/iecb paccKas3yyMK MCHONHAET POIb MucaTend-gpaMarypra. [Ipu-
MEpHO B cepefiiHe I0BeCTBOBAHNA YMTATe/Ib HA4/MHAET IOHUMATD, 4YTO 9TOT
TEKCT IpefCTaB/IsAeT cO00IT He YTO MHOE, KaK TIIATeIbHO IPOJyMaHHBbII
IUIaH I'eposI-pacCcKas3uMKa, YTO OH JIeiCTBUTE/IbHO IMUILIEeT CBOETO Pofia Clie-
Hapmit, HO He JIA TeaTpa, He IJIs aKTePOB, a [/ CaMOro ce6s B IIe/IAX MaHU-
Hy/LALAA JTIOAbMM, KOTOPbIE €T0 OKPY>KaIOT B peanbHOM XU3HU. ITO YyHo-
BIUIIHBIN I/IaH, TaK KaK IIe/IbI0 €T0 COCTaBUTe/IA SAB/IAETCA XTATHOKPOBHOE
yOUITCTBO ColepHYKa. B caMOM KOHIle pOoMaHa OTKPbIBAETCS TPEThs CTOPO-
Ha 3TOT'O TEKCTA 1 TPEThs POJIb €I0 ABTOPaA: Mbl Y3HaeM, YTO CLIeHapuilt — 3TO
VCTIOBENIb AYILIEBHOOOIBHOTO YeOBEKa, MAlMeHTa IICUXIIECKOIT TedeOHMIIbL,
KOTOPBII et 060 BCeM CTy4YMBIIEMCs 110 COBETY Bpada, OTYACTH B Ka-
JecTBe TePAINY, OTYACTH C LIe/IbI0 OIIPABJATh CBOM IIPeCTYIIHbIE JefICTBIA.
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Bce mpuemsl, 1crionb3yeMble aBTOPOM, ¥ METAaIlOBECTBOBATE/TbHbIE TeX-
HIUKU, B IIEPBYIO OYepe/ib, ONPENENAIOTCA STOM TPOMCTBEHHO IIPUPOLOI
TeKcTa poMaHa. Tak, Ipy M3ydeHny IepBoro TUIIA TeKCTa — CIeHAPHA I
TeaTpa — MOXKHO BBIIE/IUTD C/IeAyIoLiye IpueMbl MeTalloBeCTBOBAHMA,
0OBIYHO JICTIONIb3yeMble B XY0XKEeCTBEHHOM PON3BEeHNY IO0OHOTO pojia:
0COOBII TUI PACCKa34MKa-II0BECTBOBATE/LA, KOMMEHTAPHI 10 OBOJY JKaH-
pa ¥ crien VK ITIOBECTBOBAHMA, PACCYK/IEHVA O BAXKHOCTY TOYKM 3PEHNA
B U3/I0KeHUY COOBITHIT 11 OIIVICAHUM TIepCOHaKell, 00pallleHns K YATaTeIo.

PaccMOTpyM KaXK/IbIil 3 3TMX MOMEHTOB.

IToBecTBOBaHME «IIOPYYEHO» ITTABHOMY IIEPCOHAXY POMaHa, IIpUdeM
CaMOMY CTIOKHOMY ¥ HeOTHO3HaYHOMY. Kak 113BeCTHO, «IIeperopydyeHHOe»
HIOBECTBOBaHIE IIOfIpa3yMeBaeT HEeHaJeXKHOCTb PACcCKa3uMKa, aBTOp MOTO-
MY ¥ BK/TafIbIBaeT OIJCAHMe B YCTa IPYTOro, yKasblBasd TeM CaMbIM, 4TO 3TO
He ero BOCIIPMATHE, He €r0 MHEHMe I10 MTOBOAY Mmpoucxopsiero. OgHako
B aHA/M3UPyeMOM poMaHe A. Muxasnnpeca cTelleHb HeHa/IeXXHOCTY pac-
CKa34yMKa BbIIIe OOBIYHOI, YNTATEIb HEOTHOKPATHO YO@XK/IaeTCA B JIOXKHO-
CTH €T0 CJIOB, YNTATENbCKIE OXKITAHNA He pa3 OKa3bIBalOTCA OOMAaHYTHIMIL.

Ha mepBbIX cTpaHMIIaX TeKCTa PacCKa34MK MPefCTaB/seT ceOs 1 ompe-
IeseT CBOIO POJIb B IoBecTBOBaHMN: “Who am I? Well, I am the narrator of
this tale — and also a character in it™ (p. 3), u ganee, 4yTb mo3xe: “I hope
I won't prove disappointing as a narrator” (p. 27), OHUCBIBA€T CBOIO BHeIII-
HocTb: “I have dark eyes and dark hair, like my old man. Average looks, Id say.
Some have described me as handsome” (p. 28), mepeducisieT HEKOTOPbIE Yep-
TBI cBoero xapakTepa: I like to think I'm considered decent company — fairly
entertaining; pretty straightforward, good-natured; even occasionally profound”
(p. 27), BcHOMMHAET CBOE JETCTBO, COOBITVA B3POC/ION SKU3HY, TIOBECTBY-
eT O CBOMX IIOCTYIIKaX, YyBCTBAX M NepexnBaHMAX. OTKPOBEHHBIE IIPK-
3HaHMA YaCTO MIOKMPYIOT YUTATeNA, HAIIPYMep, OH IIPU3HAETCA, YTO CIIO-
co0eH Ha TIIATe/IbHO CIVIaHVPOBAaHHYIO MECTh CBOMM O0MIUMKaM: ... when
I become angry, I don’t rage — I sit down, quietly, very still, armed with pen
and paper — and plot my revenge with ice-cold precision” (p. 32).

Omnucanye paccKas4nKoOM CBOMX HeONIaroBUHBIX MOCTYIIKOB, KOTOPbIE
OH He CYMTAET TAKOBBIMM, CO3JAET /I YUTATENA COOTBETCTBYIOLIEE BIle-
JaTyIeHye 06 3ToM repoe. Tak, OH cumMTaeT BIIOJHE JOIYCTUMBIM HOJCITY-
IIaTh Yeil-TO pasroBOP, He CUMTAET aMOPa/IbHBIM M/IN IPeCTYIHbIM IpU-
CBOUTBD cebe Iy>KOil TPYH, OH COOOIIaeT YnTaTeIAM (HO He OKPY>KaoI[iM),
4TO M3/Ia/ II0f; CBOMM VIMEHEM IIbeCy, KOTOPYIO HaIlMCaja ero IofpyTa-

1 3pech v anee CTpaHULb LUTMPYEMOrO MCTOYHIKA AaHbl Mo n3aaHuio: Michaelides A. The
Fury. London: Penguin Michael Joseph, 2024. 358 p.
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COXMTENbHNLA, OoraTas U M3BeCTHAs MICATeIbHNULIA, O/Tarofaps YeMy OH
U TIPOCTIAaBWICA KaK TaJIaHTINBbINA ApaMatypr: ‘I tore off the title page and
made it my own” (p. 355). CaMoe [TOpa3uTeIbHOE, YTO IIPU ITOM OH He JC-
IbITBIBAET YIPBI3eHNUIT coBecTyn. Hammcan mu OH XOTb 4TO-HUOYAb, OCTa-
€TCsI HEesACHBIM /I YUTATeIs1, BOIIPOC O €ro MUCATENbCKOI AesATeTbHOCTH
OCTAaeTCsI OTKPBITBIM, @ €T0 3asIBJICHNS O TOM, YTO OH IIMCaTe/Ib-ApaMaTypr:
“given I am a playwright by trade” (p. 4); “I am a professional writer, you know”
(p. 352), MO>KHO TPaKTOBATDh KaK JI0Xb WM HPOSBIECHNE ero ICUXIIECKO-
ro 3a60jIeBaHNsA — MaHMU Be/IMYNsA WK 60IBHOTrO BOOOpaskeHNs. VI Tomb-
KO B DIM/IOTe OH YeCTHO IMPM3HALT, YTO HUKOT/A He ObII IICaTeTIeM, I JaKe
He o01agan HUKAKVMUI /IS 9TOrO BUJIA NeATeIbHOCTH CIIOCOOHOCTAMMI: “I'm
not really a writer, you see. I have no real talent for anything; except lying. I'm
certainly no good at writing stories” (p. 355).

O caBurax B CO3HaHUM PAacCKa3uMKa CBUJIETENIbCTBYIOT HEKOTOPbIe dpa-
3bl, U3 KOTOPBIX CIEAYeT, YTO OH TePsACTCSA BO BPEMEHM, IyTaeT HACTOsA-
mee 1 mpoutexuiee: “it’s hard to describe how lovely the island is — was? I'm
struggling a little with my tenses here. I'm not where sure I am — the present, or
the past?” (p. 25). O otgaer cebe OTYET B TOM, YTO YACTO BHIXOAUT 32 PaM-
ku peansHoCTI: ... I am habitually prone to fleeing reality” (p. 353). Bpems
OT BPeMeHM OH IIPU3HAET Ha/IM4Me OTPULIATSILHBIX YePT B CBOEM XapaKTe-
pe:“but my hand isn’t firm. It’s weak and wildly erratic; like me. Disorganized
and sentimental” (p. 204). IIpiTasCh OIPABAATH JIOXKb [IPY CO3LAHUYU CBOE-
ro HOPTpeTa, OH TOBOPUT, UTO He JIraJl, a JIUIIb YMaTdMBal O HEKOTOPBIX
CBOVIX HeflocTaTKax: “some things I felt I couldn’t reveal to you when we first
met” (p. 208); IPEMOXHOCUT TN HEZOCTATKM B 9BhEMUCTIYECKOIT (HopMe,
TOBOPs O HUX KaK O MeHee IPUBJIEKATeNIbHbIX: ... some of my less attractive
traits” (p. 208).

He cpasy, a TonbKo K puHaIy pOMaHa YUTaTeIb OCO3HAET, YTO PAacCKas-
9K, KOTOPBLII Be/l C HUM Oecelly, BBI3bIBAJI JOBEPUE, OKA3a/ICs AYLIEBHO-
6O/IbHBIM 4€JIOBEKOM C PAacKOJIOTBIM CO3HaHUeM: ... the fractured mind of
a madman” (p. 323).

B cBoeit mepBoit ponu Kak aBTOP XyH0KECTBEHHOTO MPOU3BENCHI —
ClLieHapus [/Is TeaTpa — PAcCKa3uMK M3/IaraeT HeKOTOpble IPYMHIINIIbI Ha-
HJCaHNA IbeC, KOMMEHTUPYeT HallICAHHOEe, TOBOPUT O HEOOXONUMBIX CO-
CTaBJIAKIIUX aBTOPCKOTO MaCTEPCTBA, IIOCBSAIIAET JOBOIBHO MHOTO BBI-
CKasbIBaHMII IPMPOJIe XKaHpa CBOETo IpoM3BeieHNs. B Havase oH coob1a-
€T, 4TO ero KHMra — 06 youiicTse u o mo6Bu: “this is a tale of murder». <...>
it’s a love story” (p. 3). OH 0603HauaeT >KaHP CBOEr0 IPOU3BENEHNS KaK IIbe-
Cy HeTeKTMBHOIO XapaKTepa, IIepednciiasi BelyIye YepPThl 9TOJ KaHPOBOIL
pasHoBugHOCTH: I am aware of the conventions of this genre. <...> A murder
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investigation, a dénouement, a twist” (p. 199). Ilpu aToM oH nHbOpMUpYeT
YUTATENIsI O TOM, YTO B IIbece OYAYT OTKJIOHEHVS OT YCIOBHOCTEN >KaHpa:
that’s not the way this is going to go” (p. 199).

CylecTBEHHBIM SBIACTCA TOT (PAKT, YTO ITOMMMO SKCIUIMIIUTHBIX Me-
TaIlOBECTBOBATEIbHBIX BCTABOK O XKaHPe MPOU3BENEHIS VIMEETCA PSJ| UM-
IUIMIUTHBIX YKa3aHWiT Ha M30paHHbI >kaHp. O XaHpe IpaMbl CBUJETENb-
CTBYIOT Ha3BaHuA yactell pomana — perictusa: ACT I, ACT Il u T.i. B Texk-
CTe JacTO BCTpeYaloTcs cIoBa theater, scene, auditorium, curtain, audience,
decoration, applause, performance, 0603Havalomye aTprOyTHI TEaTpa, a TaK-
Ke TeaTpalbHble TepMUHBL high comedy, low comedy, farce, exposition, deus
ex machina n gpyrue. KocBeHHO Ha XaHp IpaMbl yKa3bIBAIOT YIIOMIUHAHNSA
MMeH M3BeCTHBIX ApamaryproB — T. Vaiungepa, I. VMbcena, T. Perturena,
9. Onbu, T. YunpsaMca 1 Ha3BaHUA UX IIbeC.

Pacckas3ymk HaMepeHHO IBbITAeTCA yOeNUTD YNTATEA, YTO €T0 POMaH —
IeTeKTVBHASA UCTOPYIA, UCHIONb3Ys ABHBIE M CKPBITBIE a/TIO3UY Ha IPOM3Be-
IeHMs KOpoeBbl XaHpa feTekTnBa A. Kpuctu. K sBHBIM oTHOCATCA Heoni-
HOKpAaTHBbIe YIIOMMHAHUsI MMEHU NMCATeTbHNUIIBI U €e Ta/laHTa; SIUrpa-
oM k pmericTBuio II cIy>XuUT IUTaTa U3 ee MPOU3BENEHNU: “every murderer
is probably somebody’s old friend” (p. 119).

K CKpBITBIM, HO JIETKO Y3HaBa€MBIM CCBUIKAM OTHOCUTCSA HECKOTBKO
9/IeMeHTOB. Bo-nepBbIX, AelicTBue poMaHa A. Muxasmujeca IpOVCXORUT
Ha y[JaJIeHHOM OCTPOBE, UTO SABJIAETCS Q/ITI03MeNl Ha OfVH U3 3HAMEHUTBIX
pomanos A. Kpuctu «JlecsTb HerpuTAT». BO-BTOPBIX, aBTOP MCIIONB3yeT
u3mobneHHbIl mpreM A. Kpucty, Korja mo Xofy IIoBecTBOBaHMA Ka>KIbIi
HepPCOHaK CTAHOBUTCS MOfj03peBaeMbIM. B pomane A. Muxasmipeca aBTop-
PaccKas3yMK TaK MPeIIOFHOCUT COOBITUA U XapaKTepU3yeT repoeB, YTO MBI
Hofo3peBaeM OYKBaIbHO BCEX, IIOCKO/IBKY BCe OHM MMEIOT MOTUBBI /IS TIpe-
CTyIUIeHMsA. YOUilIiei MOT 0Ka3aThCsl MY>K KEPTBBI, TaK Kak TOBOPUTCSA O €T0
6aHKPOTCTBE U OCTPOIT HYXKJIe, a ero >KeHa — >KepTBa youiictBa — 6bl1a
oueHb 6orara. Kcrary, B lerekTnBax A. Kpuctu nepBbIM 110J03peBaeMbIM
BCer/ja CTAHOBUTCS MY WV >KeHa youToro. CbIHa >KepTBbI TOXKE MOYXHO I10-
I03peBaTh, IOCKOIbKY €r0 YTHeTaeT IIOJIOKeHNe YeloBeKa, KOTOPOro He 3a-
MeYaloT B JTy4aX CIaBBI MaTepH, K TOMY >Ke OHa Obl/Ia IPOTUB €r0 aKTePCKOIl
Kapbepbl. bmokaiiias mogpyra >kepTBBI TaKKe MOMafaeT MO IOI03PeHe,
HOCKO/IBKY OHa BIIF0O/IEHA B ee My>Ka, TATHO C HUM BCTpedaeTcs 1 obnagaer
TaKMM XapaKTepOM, UTO BIIOJTHE MOXKET COBEPIINTD IPECTYIUIEHIE B COCTO-
saann apdexra. ITo mornke usnOKeHMsI HEBUHOBHOCTb HEKOTOPBIX BTOPO-
CTeITIeHHBIX ITepPCOHAXKel! (CMOTPUTENb Ha OCTPOBE, HOMOITHNI[A-ITPUCITYTA)
He 63 OCHOBAaHU:A CTaBUTCA IIOJ, COMHEHNe, 160 UX YyBCTBA Y TIOMBICIIBI
HOfIaHbI B COOTBETCTBYIOIeM cBeTe. CTapasch BBIIIAAETb OOBEKTUBHBIM,
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PacCKas3uMK IpefyIaraeT M TYT JKe OTBepraeT KKyl KaHIMIATypy Ha pOJIb
IpecTyIHuKa. Vrpas c untaTeneM, OH ZBaX/IbI 3aJaeT OIMH I TOT JKe PUTO-
pudeckuit Bopoc: “who is left?» <...> But then, who is left?” (p. 203), ocTas-
JIAA €TO Ha OIIpefie/IeHHOM 3Talle ITIoBecTBOBaHMA 6e3 oTBera. UTo mpmMme-
JaTebHO, ABTOP-PAcCKa34MK He VCK/II0YaeT ¥ ce0s U3 CIIMCKa BO3MOYKHBIX
yOmiill, HO IIOJlaeT 3TY BEPCUIO B TAKOIT (hOpMe, YTO MBI [JalleKO He Cpasy Jo-
rajibIBaeMcs, YTO MMEHHO OH U AB/IAeTCA mpecTynHuKoM. OH yTBepKfiaer,
4TO He MIaHmposan youiicto Jlausr: “I certainly didn’t plot Lana’s murder”
(p. 202), HO CKpBIBAET MPABAY O TOM, YTO OH JCHICTBUTENIBHO ee yOUIL.

HecmoTps Ha Bce IIepeuric/ieHHbIe IPU3HAKM, POMaH «IpocTb» He ABIA-
eTCA eTeKTUBOM, IIOCKOJIbKY B HEM HeT ITTABHOTO IeTeKTVBHOTO 3/IeMeH-
Ta — PaccIeoBaHMA IPECTYIUIEHN s, OHO 1 He TpeOyeTcs, TaK KaK yourcTBo
CoBepIIaeTCA Ha I71a3aX y IATephIX cBupeTeneil. CaM aBTOpP-paccKas3dmK ro-
BOPHUT O TOM, 4TO €I'0 MHTEPECYeT BOIIPOC, II0YeMY IIPOM30II/IO IPecTyIIIe-
HIIe, 2 He KTO ero coBepim: ... this is not a whodunnit. <...> If anything,
it’s a whydunnit — a character study, an examination of who we are, and why
we do things we do” (p. 3-4), 4TO HABOAUT Ha MBIC/Ib O TOM, 4TO IIEpef] HaMI,
CKopee, TpoM3Be/ieHIe )KaHpa IICHXO0TOTMYeCKOTO POMaHa.

K xoMMeHTapuAM o crenyduke MOBeCTBOBAHNA OTHOCATCSA PEKOMEH-
manmu i mucarerneit. B camom Hauare, B ITporore, B HasuparenbHoit Gpop-
Me 3BYUYUT C/IeAYIOLNUiT COBeT: “never open a book with the weather” (p. ix).
ITo Xony MOBECTBOBAHNA €CTh BKpPAIIEHNA O TOM, KaK HaJjo CTPONUTB II0-
BectBoBaHnue: “I learned how to structure a story” (p. 153), 4acTo peds uget
0 Pa3MMYHBIX IIOBECTBOBATEIbHBIX IIPJeMax, O IPaBIUIaxX J/IA paMaTypros
(co ccpinxort Ha T. Yumbpsamca), 0 MOCTpOeHNN KOMIO3UIN. ABTOpP-pac-
CKa34MK IIPefyIpex/aeT YNTATEe/IA O CMeHe TeMbl IOBECTBOBAHNA: perhaps
this is a good place to pause — and take stock, before we proceed” (p. 199), co-
obuaer 06 OTCTYIUIEHNAX, ObelaeT He Ie/IaTh UX CIIMIIKOM 00beMHBIMI,
IpU3HaBasd, YTO ITO eMy He Bcerga yaaercs: ... I'll do my best to hijack the
narrative too often” (p. 5). VIHOTa B €T0 roj10ce 3By4aT COMHEHMS 110 TI0BO-
Iy MMCaTeNbCKUX IPYHIVUIIOB, YTO MapKUPYETCA PUTOPUIECKUMI BOIIPO-
camut: “ah. Have I revealed that too soon?” (p. 40), “a fear that the story won't
come together. Have I done enough? Will the structure hold?” (p. 302). B nexo-
TOPBIX C/Ty4asX TaKye BOIPOCHI HalleJIeHbl Ha BOBJICUEHNE YNTATE/A B 00-
CY>KJleHUe HaIlMCaHHOrO: “smashing ending, isn't it?” (p. 306). ABTOp ymomu-
HaeT 1 00 OTPMIjaTe/IbHbIX YepTaxX McaTe/ld, HeCMy4ailHO B KadyecTBe 31N~
rpada k JleitctBuio 111 BpIOpansl coBa 3. XeMUHIYasI O TOM, 4TO BCe IIN-
caTenmu — JDKelpl: ‘it is not unnatural that the best writers are liars. A major
part of their trade is to lie or invent and they will lie when they are drunk, or
to themselves, or to strangers” (p. 205).
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Ocob6oro BHUMaHMA 3aCTy>KMBAIOT PpParMeHTh, IOCBANICHHbIE Ba)KHO-
CTH BbIOOpA TOUKM 3PEHNS B XyHOXXECTBEHHOM IpousBefennu. Ha cTpa-
HJIJaX POMaHa PacCKasuyK HeCKONbKO pa3 ofellaeT He HaBA3BIBATb CBOE-
TO MHEHMsI YUTATeNI0, IPUeP>KNBAThCs TONMbKO dhaktos: “I will endeavour
to keep my opinions to myself. I will stick to the facts” (p. 14). Hacro oH mpef-
JIaraeT YUTATEII0 CAMOMY OLIEHUTb IepOeB MU COOBITISL: “a monster — or
a victim, depending on how you look at it” (p. 17). VIHOTa OH fake IIpU3BbI-
BaeT YMTATE/Is He BEPUTD €ro cnoBaMm: ... don't take my word for it” (p. 71).
Ho emy naneko He Bcerfa ynaeTcs BO3LEPKUBATHCA OT BBIPAKEHIA CBOETO
MHEHsI, KOTOpPOe OH C Pa3HOli CTENeHbIO HACTOIYMBOCTH TIpefIaraeT Y-
Tareno: “a nice story — if a little contrived, in my opinion” (p. 24). Brionue
OJfHO3HAYHO 3BYYUT €r0 3asB/IeHMe-IIPU3HAHME O TOM, YTO €My, KaK ¥ JIIo-
60My paccKasuMKy, Helb3s JOBepsATh: “we are all the unreliable narrators of
our own lives” (p. 5). VIHOrIa OH IIpM3HAaeT CBOE IPUCTPACTHOE OTHOLIE-
HJIE K JIIOfISIM, B OCOOCHHOCTI 9TO KacaeTCsl Ye/I0BeKa, YbI0 CMEPTh OH IUIa-
Huposa: ‘I may as well admit its impossible for me to write about him with
anything approaching objectivity” (p. 45); “have I been unfair? Misrepresenting
him? Twisting the truth, deliberately making him unlikable? Possibly. I suspect
my empathy for Jason will forever be limited” (pp. 75-76].

Bo BTOpOIT pOoNM — pONM Ye0BeKa, COCTAB/IAIONIETO IUIAH JeiCTBII
I BOIUIOLLCHM B PeaIbHOI SKU3HM, aBTOP-PACCKA34MK TaKXKe MCIIONb-
3yeT HpyeMbl METAIIOBECTBOBAHII: €r0 PACCYXXACHNA O XKIU3HU TIepernie-
TAIOTCA C PACCY>KACHIAMI O JINTEPATyPHOM TBOPUECTBE, OH COIOCTABIIA-
eT )XKM3HD U BBIMBIIUICHHBII MUp IpousBefeHuit. IIpu aToM oH oTMeva-
€T, YTO KaKMBIIl Ye/0BeK IPM M3IOKEHUN KaKMX-TNOO0 COOBITUII IPUBHO-
CUT B HUX CBOIO MHTEPIIPETALNIO, TeM CaMbIM UCKaXKas peanbHoe, YIOMMU-
HaeMas BBILIe HeHaJeKHasA TOYKa 3PEHMA PACCKA3uMKa MOXKET OTHOCUTD-
Cs1 He TOJIbKO K JIMTePaTyPHBIM FeposM, HO U K PealbHbIM JIIOfAM: “weTe
all <...> minimizing flaws and maximizing assets” (p. 5). OnuceiBast cOObI-
THS, OH VICIIO/Ib3YeT TeaTPaIbHbIIL A3DIK, KaK OYATO pedb UAET O CIeKTAKIIE:

“this was my inciting incident, as it’s known in dramatic technique” (p. 153);
“Lana was giving a flawless performance, achieved with minimal rehearsal”
(p. 159); “the curtain rises. And so it begins” (p. 159); “over the next few days,
life continued to hold a theatrical flavor for Lana” (p. 161). On npusHaeT TOT
(baKT, 4TO eMy HPaBUTCs IPUMEHSATD CTPYKTYPY APaMaTUdecKoro IponsBe-
menus B >xusHuU: ‘I often apply theatrical structure to my own life, you know.
I find it extremely helpful” (p. 153), IOCKONBKY, 10 €70 MHEHMIO, )XI3Hb I Te-
aTp MMeIT MHOTO obero: “both theater and reality came down to just three
words — motivation, intention and goal” (p. 154). Bce atu 1 nogo6Hble M
BBICKa3bIBaHIS TOBOPAT O BOCIIPUATUY PACCKA3UMKOM XXM3HU KaK CIIeKTa-



90 PUAOAOTUI M YeAOBEK o No 1 o 2026

KJISI, YTO BBIp@XKaeTcs B CIefyIomeM npennoxenun: I often think life is just
a performance” (p. 161). DTo LIeKCNUPOBCKOE BHICKA3bIBAHNUE B CBETE U3/Ia-
raeMBIX COOBITIII I HAMEPEHsI FepOs OCYLIeCTBUTD BO3Me3fue Ipuobpe-
TaeT 0COOBII, 3/I0BELIIT CMBICIL.

Oco6€eHHO MOPaXKaeT, YTO PACCKA3UMK TOPAUTCS TeM, YTO CO3[AET IIbeCy
He I/ BBIIYMaHHBIX TIEPCOHAXKEIT Ha CLieHe, a /I HACTOSIIMNX JIOfieil B pe-
anpHOI xu3HuM: “it felt thrilling to have done all this; written this drama, not
with pen and paper, for fictional characters on a stage — but for real people, in
a real place” (p. 301). Emy HpaButcs ObITh BeplunTeneM cyfed, yIpaBiaTh
COOBITHAMM NTOOOHO TeaTpabHOMY pexxuccepy: “if this were a play I was
writing, and these were my characters, Id use my knowledge of them to predict
their actions — and provoke their reactions. To shape their destiny, without them
knowing it” (p. 265). Bce cBUeTEeNbCTBYET O TOM, YTO B €r0 OOIBHOM CO-
3HAHUM IPAHb MEXJY PEaIbHOCTBIO U €€ XYZOXKEeCTBEHHBIM BOIUIOLCHM-
eM IpaKkTudecku crupaercs:: “what am I talking about? The theater, of course”
(p- 30). MHOIKA OH BCe >Ke MPUSHALT, YTO MY TeaTPOM U >KU3HDIO IMEeTCs
cylecTBeHHOe pasyudue: “thats fine in fiction; real life is not so clear-cut” (p. 207);

“this was reality, not a play” (p. 309). ToBOpsi 0 IPOMCXOAALEM B >KI3HM, OH MC-
TO/Ib3YeT yCTosABIINeCs MeTadopsL: a change of scene, performance, HO B KOHTEK-
CTe JAHHOTO POMaHa 3TU MeTahOPbI UCIONIB3YIOTCA U B IIPSMOM, U B IIePEHOC-
HOM CMBICTIE, YTO MOATBEPKAAET MBIC/Ib O TOM, YTO KU3HD I [IIABHOTO IIep-
COHa’Ka ITOfl00Ha IIPeJICTaB/IeHNI0 B TeaTpe. JIou, C KOTOpbIMI OH O0IIaeTcs,
BOCIIPUHUMAIOTCS UM KaK JIeHICTBYIOIIE JIVLA TIbeChL: ... as if she were being
studied, as if she were a character in a play, not a real person” (p. 323).

B oTnuune oT KOMMEHTapueB K CBOEMY COUMHEHMIO KaK Ibece, BbICKa-
3BIBaHNA IO XOAY IIOBECTBOBAHNA O €T0 IUIaHe eIICTBIUIL B PeaIbHOI XKI13-
HJI HOCAT MHOI XapaKTep, OHU 00/iee SMOLIMOHATIbHBI, COTEPXKAT PasToOBOP-
HYIO JIEKCHKY, MEKIOMETIsA, BOCKTULIATeIbHbIE IPEIOKeHN: ... damn.
There I go again — already worming my way back into the narrative” (p. 9); ...

“you must be wondering what the hell...” (p. 207); “well — that’s as far as I can
g0, for the moment” (p. 204).

TlOCTaTOYHO CIIOKHO OIPENENUTD, K KaKOJi MMEHHO POJIM PaccKa3dmKa
OTHOCATCA MHOTOYNC/ICHHBIE PeMapKy, IIpefHa3HauYeHHbIe /I BOOOpasKa-
€MOT0 coOecefHMKa, 11 KTO AB/IACTCA 3TUM cobecenHNKOM. IT0CKONbKY Ie-
pef HaMy POMaH, XyJ0XKeCTBeHHOE ITPOU3BefieHIIe, Mbl BOCIIPMHIIMAEeM 9TI
PEIUINKM B IIePBYIO 0Uepefb KaK MMUTALMIO PasroBOpa C YuTaTeIeM. ABTOP
IIMPOKO UCIIOTIB3YeT PasMuHbIe IPYEMBI, CTyKalllue L1 CO3IaHNUs TaKOro
«pasroBopar. [Ipexxe Bcero, K TaKUM IIpyeMaM OTHOCUTCS yHOTpeOieH e
JIMYHOTO MECTOMMEHNS We, KOTOPOe 0ObeINHACT BHIMBILIICHHOTO aBTOPa
¥ IIPEMIIOIaraeMOro YUTaTelLs, ie/IaeT TOH OBECTBOBAHNUA JOBEPUTEILHBIM,
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BBI3bIBAET CUMIIATMIO K PACcCKas3umMKy: “but we like to keep moral questions
simple, don’t we?” (p. 207); “now, it seems, we have reached that crucial point in
the narrative” (p. 273). ABrop 4acto rpuberaet K 00palleHNsIM K YUTATE/TI0
HOCPEefICTBOM MecTouMeHus you: “wouldn’t you do the same?” (p. 62); “I wish
I knew how you felt about me right now” (p. 207), “if you are to understand
what follows” (p. 208). B HeKOTOPBIX 00pallleHNAX TAKOTO POfa IPOCIie-
XKMBAETCA APYXKECKOe OTHOIIEHME K COOECETHNUKY, TONIePKIBACTCS BaXK-
HOCTb MHEHsI BOCIIPMHIMAIOLLENT CTOPOHBL: “it’s what you think that counts”
(p. 266); “I'm going to tell you something I've never told anyone” (p. 243).

B nmoBecTBOBaHNY BCTpeYaeTCs 60IbIIOE KOMMIECTBO PUTOPUYECKIX BO-
HPOCOB, UIMUTHPYIOLIMX OOpalieHye K yurarento: “who was it who said that?”
(p. ix); what would happen now? [Michaelides, 2024, p. 301]; mpuuem qacTo
PAcCKasunK MPOM3HOCUT HECKOIBKO BOIPOCOB TAKOTO THIIA MOAPsAA: “how
is it possible? How can I possibly know it all?” (p. 4); “what takes precedence —
free will or destiny? Were the terrible events of the next day inevitable, ordained
by some malevolent god? Were we doomed — or was there hope of escape?”

3

(p- 71). He MeHee 4acTo UCIIOB3YIOTCS Pas3fenuTe/IbHble BOIPOCHL: ...
that’s how we communicate, isn't it?” (p. 5); ... it would be a crime passionnel,
wouldn’t it?” (p. 202); peyIo>KeH I, BBIPXAIOIIIie IIPOCchOy, 0OpaleHHYI0
K unrarento: ‘I ask you not to interrupt too much, at least not at first” (p. 5);
HOBe/INTeNbHOE HaKoHeHe: “don’t feel bad for me” (p. 29). B HekoTOpBIX pe-
IUIMKAX PacCKa34MK BBICKA3bIBAET PEAIIONIOKEHVIS 110 TOBOAY PeaKI{UIL Yi-
TaTesd, CTapaeTcs MpefyrajjaTh ero BOIIPOCH U 3aMevaHust: “but how? I hear
you ask” (p. 4); ... you might ask; what could go so badly wrong as to end in
murder?” (p. 67); “... you might not approve of my actions” (p. 207). Vinorxa
paccKasvMK BBICKa3bIBaeT CBOe MHEHIe O unTarese-cobecennuke: “do I like
you? Of course, I do. You're a little quiet — but a great listener” (p. 72-73).

ITospHee, KOrAa paccKas4nk coobuiaet o cebe TOT (HaKT, YTO OH IOCela-
eT CeaHChl IICUXOTEPAIINI, MBI MOXKEM TPAKTOBATh BCe IPVBEeHHbIE BbILIE
IpUMepsl 1 Kak (pparMeHTsl 6ecefpl ¢ KOHCY/IbTaHTOM-IICHX010oroM. brn-
e K (prHaTy, KOIia MBI y3HaeM, 9TO aBTOP-PACCKA34MK SIB/IAETCS MaljieH-
TOM IICUXOO/IBHUIIBL 1 TI0 COBETY Bpada IMPUCTYIWI K HATMCAHUIO TTepexi-
TOTO, 3TU 0OpalleHns: BOCIPUHUMAITCS U KaK [IpeHa3HauYeHHbIe [ Jie-
Yallero Bpava My IIpeCcTaBUTe sl 3aKOHA 3aITNCH, 3aia4a KOTOPBIX COCTOUT
B TOM, 4TOOBI OO'BACHUTD IPUYMHBI COBEPLIEHHOTO [IPECTYIUIEHNS U B Ka-
KOJI-TO Mepe OIIpaB/aTh ceOsl.

[1aBHast 1ie/Tb BCeX MepedNnCIeHHbIX BBILIE CPECTB — JOCTYYaThCs 10 CO-
OecenHIKa, KeM ObI OH HI OB, JKe/maHe ObITh YC/IIIIAHHBIM 1, YTO CaMOoe CY-
I[eCTBEHHOE /IS 9TOTO TIePCOHAXKA, OBITh MOHATBHIM, YE€T0 OH JKJET, HaXKe OT-
qassHHO TpeOyeT:" what I seek — no, what I demand — is your understanding”
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(p. 207). HesaBycumo OT MCIIOTTHAEMOI PO/IU — TIMCATENL, Ye/OBeKa, IVIAHNPY-
IOIIIETO IPEeCTYIUIEHNE, MALMEHTA KIVHIKY, — JI7II HETO 9TO OIMHAKOBO BAYKHO.

3aknrouyeHne

Wrak, anamms pomana A. Muxasnupeca «IpocTb» IOKa3bIBaeT, YTO OH
SBJIAETCS] OPUTMHAIBHBIM 00Pa31[OM IPOM3BEIeHNA C 97IeMEHTaMI MeTaIlo-
BECTBOBAHNA, OT/IMYAIOIINMCSA OT APYTUX POMAaHOB B TOM IIIaHe, YTO IIpHue-
MBI METAIIOBeCTBOBAHIIS UCIIONIB3YIOTCSA B HeM HeOObIYHBIM 06pa3oM. ABTOP
HaJleJIsIeT reposi-paccKasumKa TpeMs poJIAMH, CO3[aBasd, o CYTH, TPU TeK-
CTa — TeKCT CLieHapus JyiA TeaTpalbHOTO IPeiCTaBIeHNA, TEKCT IeTa/IbHO-
T0 IIIaHA JIeVICTBUIL, IpefHa3HAYeHHbIX [JIA OCYILeCTB/IeHNA MaHUITY LA
C OKPY>KAIOLIVIMM €TO JIIOIbMH, TeKCT UCIIOBeIM-pacKasHuA. PasHble ponn
IIOBECTBOBATE/LA IIPE/ICTAB/IEHDI B TECHOI B3aMMOCBA3M, UX I'PAHUIIBI TPY]-
HO Pa3/IM4MMBL, 4YTO IIOCTOAHHO MeHsAeT OTHOILEeHMe YUTATeld K I/IABHOMY
repoto. OH BOCIIPUHIMAETCS TO KaK KepPTBa, 00'beKT HaCMeIlleK, TO KaK Ipe-
CTYITHMK, X/IATHOKPOBHO TOTOBSIINIT YOUIICTBO, TO KaK JYIIEBHO OOIbHOI
yesnoBeK. Kaxkyiascsa ucCKpeHHOCTb pacCKa34MKa, ero HeHaleXKHOCTh, KOTO-
past CTAHOBUTCS OYEBUJIHOI TOJIBKO K KOHITY POMaHa, BefieT K adpdekry 06-
MaHYTOTO OXXIMIaHNUA. B KaX[0i1 CBOeI1 PO/IN pacCKa34MK IIOBECTBYET O CO-
OBITHAX, PYTUX HEPCOHAXKAX, CBOUX YYBCTBAX U IEPEKVBAHUAX Y OFHOBPE-
MEHHO KOMMEHTHUPYeT caM IIpoliecc oBecTBoBaHuA. I1pyu aTom oH npume-
HseT ocoOble, peHasHaYeHHBIE JIA KaXK/IOil er0 poIu MeTaloBeCTBOBA-
Te/IbHbIe TEXHUKM, KOTOpPble BKIIOYAIOT CAaMOIIPe3eHTalNI0, PaCCyKAeHN
0 JKaHpe MPON3BEIeH, ero KOMIO3UINY, clieinyKe HappaTHBa, 3HaUe-
HUM TOUKY 3peHns. Kpome Toro, ncnonbsyrorcs pasHoo6pasHble pOpMbI 00-
pallleHnsA K YUTATeNo0, KOTOpble TAK)Ke COfepyKaT KOMMEHTapUI U IOsICHe-
HIS K CKazaHHoMY. [Tofo6HOe aKcIepMMeHTaIbHOE UCTIONb30BaHME MeTa-
IIOBECTBOBATE/IbHBIX TEXHUK II03BOJLAET YCUINUTD B3aMIMOJeiICTBIE T1caTe-
JIS1 Y YUTATeIs, CO3[ATh JOIOMHUTENbHbIE CMBICTIBI IIPOM3BeIeHN A, OTKPDITh
BO3MOXXHOCTH I €I'0 pas3/MYHbIX MHTepIpeTaluil.

ITepcnexkTrBa JaNnbHENIINX U3BICKAaHUIT B JAHHOW 00/IaCTV BULUTCS
B PacCMOTPEHMM APYTUX NPOM3BEIEeHNUI, B KOTOPBIX Ha/IMYECTBYIOT 3Jle-
MEHTBI METAIlOBECTBOBAHNS, C L[e/IbI0 pACUIMPEHNs U YIIyOIeHNs Ipef-
CTaBJIeHMII 0 ero popMax, POy B peannsalyy aBTOPCKOTO 3aMbICIIa, Pac-
KPBITUY OCHOBHBIX TeM, CO3IaHMM 00Pa30B IepCOHaXell, BIUAHNUA Ha BbI-
60p XyI0XKeCTBEHHO-CTUIEBBIX IIPMEMOB.
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