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Cratbs MOCBSIIIEHA UCCIIENOBAaHUIO (QYHKIIMOHUPOBAaHMS (hpeiiMa «KU3Hb UEIOBEKa» B aHTJIOS3bIY-
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HccnenoBarenu moctmonepuusMma (Dahlstrom 2009, Sommer 2009, Ilecrepes
2001) otmeyaroT, 4To B PHI0COPCKOM BHICHUH KH3HU €0 PEICTABUTEIN BO MHOTOM
onuparorcst Ha gunocoduro ppaniry3ckoro yuenoro Aupu beprcona. Cornacuo bepr-
COHY, MTOTOK T€YECHHSI )KU3HH, 3aPOKIAsICh «B U3BECTHBHI MOMEHT, B U3BECTHOM TOUKE
MIPOCTPAHCTBAY, MPOXOJUT «Uepe3 OpraHU3yeMble UM OJIHH 3a JIPYTHMH Teja, Iepexost
OT TOKOJICHBS K TIOKOJICHBIOY, PAa3/IeNIAeTCs «MEXKY BUIAMI» U PACHIBUIAETCS «MEXITY
WHIMBHAAAMH, HIYET0 HE Tepsisi B CUJIE, CKOPEe YBEIUYMBAsICh B UHTCHCUBHOCTH TI0 Mepe
neukenus Boepend...» [1. C. 253]. Ilo beprcony, «KH3HEHHBIH MOTOK» IMyJIbCUPYET
TI0 PacXOISAIINMCS BETBSIM HBOJIIOIMU — IOJJOOHO TpaHaTte, CTYIIEHYaTo pa3phIBAIOIICH-
Csl CHavajla Ha 4acTH, 3aTeM — Ha YacCTHLIbl, Bce Oojiee u Oonee mMenkue. Jlroam — Muk-
pockonuyeckre (pparMeHTbl — JIUIIb MOTYT OTAAJICHHO JI0TaIbIBAThCS O MOILU NIEPBO-
HAuYaJIbHOTO B3phIBa. JKHM3HB, B COOTBETCTBUU C MAEIMU beprcona, uMeeT moTeHIman
BO3/ICHCTBHS HA HEOPTaHM30BAHHYIO MAaTEPHIO, IIEPMAHEHTHO 00Pa3yIOIIYIOCs U3 T0-
TaCHYBIIUX «OCAKOB)» «IIOTOKA KU3HI.

CornacHO JaHHBIM TMPECTABICHUSM, KU3Hb CTPEMHTCS K YHCICHHOMY yBEJIHYe-
HUIO M 00OTAIlEHUIO CAMOW YXU3HH, YTOObI YMHOKHUTHCS B TIPOCTPAHCTBE U PACIPO-
CTpaHUTHCS BO BpeMeHH. KocHast maTepus, ¢ TOYKH 3peHHs TOCTMO/IEPHUCTOB, OKa3bl-
BAaET JKU3HH MOCTOSHHOE CONPOTUBIICHHE, B PE3YJILTATE YETO MHOTUE BUIBI — CYOBEKThI
9BOJIIOIIMUA — YTPAuYMUBAIOT COOCTBEHHBIM CTApPTOBBIA UMITYJILC, TOPMO3SITCA U Hauu-
HAIOT KPYyTrOBOE BpaleHHE, PE3yJIbTaTOM KOTOPOro BBICTYNAIOT HEM30EKHBIE OTKATHI,
¢dyxryarmu u T.10. [1. C. 254]. B To e Bpemst [UIAIIAsics peabHOCTh KU3HHU 1EJIOCTHA,
a «OKU3HEHHBIN MOPBIBY», CBOOOIHBIN, TBOPUECKUI U HEOOPATUMBIM UMITYJIbC, CIIOCOOEH
K CaMOpPa3BUTHIO HE3aBUCHUMO OT BCAYECKHUX MPEMATCTBUN, HAXOMSACh B OIIO3HMIIUU
CYMpayHOMY MEXaHHUIM3MY M aBTOMAaTH3MY. MICTOUHUMK XHM3HM IO MPEICTaBICHHUSIM
MOCTMOJIEPHUCTOB — CO3HaHKE JINOO cBepXco3HaHue: «...bor, Takum obpa3om onpene-
JSIEMBI, HE UMEET HUYEro 3aKOHUYEHHOT'O; OH €CTh HETPEKPAIIArOIIasics KHU3Hb, IEHCT-
Bue, ceoboma» [1. C. 254]. /lanHOe BHJICHHE KH3HH BBICTYIAET HATJISTHHIM BOILIOIICHH-
€M OpraHuM4ecKoro BujieHus mupa beprconom: «®unocodus KU3HU, HANPaBICHUS KO-
TOPOH MBI JIEPKUMCS... TIPEJACTAaBUT HAM OPTaHM30BAHHBINM MHUP KaKk TapMOHHYECKOE
nemoe» [1. C. 254].
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ITo mpicn Beprcona, «kanurtanbpHOE 3a0TyKIeHNEe, KOTOPOe, IIepeaaBasich OT Apu-
CTOTEJIsI, UCKA3MIIO OOJIBIIYIO YacTh (HII0CO(CKON MPUPOABI, 3aKIIF0YAETCS B TOM, YTO
B JKU3HU PACTUTENILHOM, B )KU3HU MHCTHMHKTUBHOW M B KU3HH Pa3yMHOH yCMaTpHBa-
FOTCSI TPU TMOCJIEIOBATENIbHBIC CTETIEHN OJTHOW M TOW e pa3BUBAIOLICHCS TEHICHIINH,
TOTJIa KaK 3TO — TPH PACXOASAIIMXCS HAPABICHUS OTHOM NEeATEIbHOCTH, PA3ICIHBIIICH-
cs1 B mporiecce cBoero poctay [1. C. 254]. B3aumoieiicTBrEe U B3aMMO3aBUCUMOCTD KH3-
HH U MaTEpPHH JIKAT B OCHOBAHUH BOJIFOLIMK KaK TAKOBOM: €€ MCTOPUS M €CTh UCTOPHS
CTPEMJICHUSI OPTaHUYECKON KHU3HU OCBOOOJUTHCS OT TTACCHBHOW MHEPTHOCTH MAaTEPUH
(mpornecchl (OTOCHHTE3a y PacTEHUH, MMOUCKH MPOMUTAHUS Y )KUBOTHBIX, IPeoOpasy-
IolIast aKTUBHOCTh MHTEIUIEKTAa y uenoBeka). HecMoTps Ha pacnian sHepruu, MaTepust
BO3BPAIIACTCS B MMOTOK JKU3HH, & <OKU3HCHHBIM MOPHIB» CHOBA U CHOBA MHUIIMHAPYET
HPOIIECCHI KTBOPYECKOM IBOIIOIIUI.

B uccnenoBaHHOM HaMu MaTepuale, MpeICTaBICHHOM JUCKYPCOM COBPEMEHHOU
QHTJIOSN3BIYHON MOCTMOAEPHUCTCKOM XYI0KECTBEHHOM TPO3bI, HAMU OOHAPY>KEHBI MHO-
TOYHCIICHHBIE CITydad BepOanm3amy MeTadoprHIecKuX MpeacTaBieHni hpeiima «KU3Hb
YeII0BEKa», OTPAKAIOIINX OMIMCAHHBIE BBIIIE (PHIIOCOPCKHE YCTAaHOBKH.

B wactHOCTH, HaMu ObLTH OOHAPYKEHBI PEUCBBIC PENPE3CHTAIIMN CIICAYIOIINX KOH-
LEeNTyaJbHBIX MeTadop:

1) human life is a journey;

2) human life is a plant/animal;

3) human life is art (theatre, cinema, etc).

PaccMoTpuM TeKCTOBBIE pean3aliy JaHHBIX KOHIETITYaJbHBIX MeTadop B HUCCIe-
JyeMOM HaMHU COBPEMEHHOM aHTJIOS3BIYHOM ITOCTMOAECPHUCTCKOM JIUTEPATYPHO-XY 10~
KECTBEHHOM JIUCKYpCE B MOPS/IKE UX CIICIOBAHMS.

1. Meradopa “human life is a journey” npuHaIISKUT K YuCTy 0a30BbIX MeTado-
puueckux npeacrasnenut [9]. [x. Jlakodd paccmarpuBaer nannyro meradopy Kak “one
of the main basic poetic metaphors” [9. C. 76], CyTb KOTOPOIl COCTOUT B COBMEIICHUH
(mapping) nByX KOHIIENTyalbHBIX oOsactelt (conceptual domains): “one source do-
main (‘journey’) and the target domain (‘life’) [9. C. 77].

3. KoBeuec paccmaTpuBaeT JaHHYIO KOHIENTYalbHYI0 MeTadopy Kak moasuz 0o-
Jiee MIMPOKON KOHIENTYyaTbHON MeTadopsl “purposes are destinations™:

“We can suggest that life is a journey is a special case of the more general metaphor
purposes are destinations... In other words, a life with a goal or a purposeful life is a spe-

cial case of having purposes in general” [7. C. 70].

b. KoHuuc mosicHseT TaHHY 0 MBICTH citeayrommm oopazom: “In the life is a journey
metaphor, success is conceived of as getting somewhere. A source domain includes
experiences of travelling through time and space toward a destination” [6. C. 6].

PaccMmoTpum npumepsl peanu3aiyy JaHHOW KOHILIETITYalbHOM MeTadopbl B Hccie-
JyEMOM MaTepHalle IMCKypca COBPEMEHHOM aHIJIOSN3bIYHOM JTUTEPaTypPHO-XYA0KECT-
BEHHOM ITPO3BI:

“It just goes back to the place you make yourself and place yourself” [13. C. 24];

“In such cases, I always want to say: Stop the world, I want to get off!” [13], “Yes, but

I keep my Spanish up” [12. C. 14];
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“We wouldn’t normally dive straight in like this, but it’s a question of time, you
see” [12. C. 15]; “Still in his dressing gown, and barefoot, Richard followed his family
out into the passage and down the four flights of stairs. They soon out-speeded him. By
the time he rounded the final half-landing the front door was opening-was closing-
and with a whip of its tail the flurry of their life had gone” [2. C. 14]; “He gave her
Kafka’s ‘Metamorphosis’, which he said was ideal for a thirteen-year-old girl. She raced
through this domestic fairy story and demanded her parents read it too” [11. C. 133].

B manHbIX ipuMepax Metadopu3aiysi OTpakaeT MpeICTaBICHUE O TPOIBHKCHUU
10 >KU3HHU, YIOJ00JISIsI )KU3HD YeJIOBEKa B €€ PA3IMYHBIX MPOSBICHUAX MTyTEUIECTBUIO
TIENITKOM MJIM Ha KaKOM-JIHOO TPAHCIIOPTHOM CPEJICTBE.

Crnenyronuii OTpHIBOK U3 poMana M. DTByl, B KOTOPOM pedb HIET 00 N3yUYeHUU
[JIABHOW repounHel B 1mkosie pomana T. ['apau «Tace», coaep UT MHOTOUMCIIEHHBIE pe-
MPe3eHTAlMU TaHHOW KOHIIENTYyaJIbHOU MeTadophl (BBIIEIEHBl HAMU B TEKCTE YKUPHBIM
mpudTom):

“She drove us briskly through the curriculum as if herding sheep, heading us off
from false detours and perilous cliff edges, nipping at our heels when we slowed down
in the wrong places, making us linger in the right ones so we could assimilate the mate-
rial of importance. She described our task of learning as a race, a sort of obstacle course:
there was a lot of ground still to be covered before the final exams, she said, and it had to
be covered rapidly. The ground was strewn with hurdles and rough parts, and other dif-
ficulties. The days were speeding by, and we still had Tess of the d’Urbervilles looming
up ahead of us like — we felt — a big steep hill of mud. It was true that once we got to
the top of it, Miss Bessie — who’d been up there many times before — might show us
a view; but meanwhile there would be a lot of slipperiness” [4. C. 56].

MHoOTrouYHnCICHHBIE TTPOSIBJICHNST KOHIIENTYyalIbHOM MeTadops! “human life is a jour-
ney”’ B JaHHOM TE€KCTOBOM (pparMeHTE CKJIQJbIBAIOTCS B HEKYIO MEeTa()OPUUECKYIO CET-
Ky, CXOJHYIO C CEMaHTUYECKUM TI0JIeM — TPYIIITUPOBKOM CJIOB MO OJIM30CTH 3HAYCHUH.
Kak u cemanTryeckoe mone, Mmetadoprdeckas ceTka OpraHu30BaHa MO HEPAPXUIECKOMY
MPU3HAKY: KOHIIENTYyalbHas MeTadopa 37ech CITy)KHT CBOETO POJia THIIEPOHIMOM, a KOH-
KPETHBIE PEUEBbIE peaTn3alii — TMIIOHUMaMH.

B cocraBe Meradoprueckux CeTOK KaXk1asi KOHKpETHas peann3anysi JaHHOW MeTa-
(opbl mpencTaBiIsieT co00l COBOKYMHOCTh MEPECEKAIOIIUXCS PA3IUNYUTENbHBIX MPU-
3HAKOB — 3JIEMEHTAPHBIX 3HAYCHHU, KOTOPbIE CXOHBI C CEMAaHTUYECKUMHU KOMITOHEH-
TaMH, WK ceMaMu. Takue cetn o0pas3yroT 6osiee OOIMUPHBIE CMBICIIOBBIC CBSI3U, YEM
paccMOTpeHHbIE HAaMU paHee MeTa(OpPUIECKHe KIIACTEePhl, © MOTYT OBITh Ha3BaHbI «Me-
rameradopamm» (TEpMUH, 3aMMCTBOBaHHBINA HaMmu y 3. Koseueca [7]:

“an interrelated system of metaphoric elements which runs visibly through an entire

work or a self-contained episode” [7. C. 51—52].

PaccMoTpuM TaHHOE TEKCTOBOE SIBIEHHE HA MATEPHAJIE €IIE OJHOTO OTPBIBKA U3
TOTO ke pomaHa M. OTBy:

“He’d had to get out of this marriage or it would have pulled him down, sucked the
blood out of him, gutted him completely. All of these metaphors — suggestive to Nell,
of giant squid, of vampire bats, of fish processing — were Tig’s. He never said my
wife or used the wife’s name in this connection, because it wasn’t his wife as such that
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would have finished him off, it wasn’t Oona all by herself that had done the pulling and
sucking and gutting: it was the two of them together. It was the marriage, which Nell
pictured as a large thorny growth — a cross between a dense, dark-green bush or
shrub and a thundercloud-shaped cancer, with the adhesive qualities of tile cement
and a number of tentacles, like a ball leeches” [4. C. 94—95].

Meradopuyeckasi ceTka, MpeCTaBIeHHasl B JAHHOM OTPBIBKE, SBJISIETCS] TEKCTOBOM
peanmu3aruell KOHIenTyarbHoi MeTadopsl — rureponnmMa “human life is a living thing
(plant/animal)”, paccmarpuBaeMoit Hamu ToPoOHO aanee. [TomrMo COOCTBEHHO MeTa-
(dopudeckux ynorpeOyieHuid, Metagopuyeckasi CeTKa MOICPKUBACTCS PAIOM APYTHX
CTUJIMCTUYECKUX CPEJICTB: 3BYKOBBIMH TOBTOpaMH (JTUTEpaAIMel 1 aCCOHAHCOM), CHH-
TaAKCHYECKUM TTapauUICIIM3MOM, HACHIIIIEHHONW 00pa3HOCTHIO, IEBUAHTHOW JICKCUYECKON
COYETAEMOCTBIO, IKCIIPECCUBHOCTHIO OTPULIAHUS, CHHTAKCHYECKOW KOHBEPI€HIUEH.

ABTOPCKOE CEMaHTHUYECKOE T10JIE BHIPAKAET OPUEHTAIINIO CEMaHTUIECKOTO CBOCO0-
pasusi IOBECTBOBAHMS HA aBTOpa KaK CyOBEKTa MMEHYIOIIECH JeSaTeNbHOCTU. M3ydeHue
MeTaQOpPUIECKUX CETOK B COCTaBE XYJOKECTBEHHOT'O TEeKCTa OyJeT crocoOCTBOBATh
0osee MoIPOOHOMY OMHMCAHUIO AaBTOPCKON TEKCTOBOM KapTHUHBI MHUPA, BOIUIOIICHHON
B HAIIIEM CITy4ae B INCKYypPCE COBPEMEHHOM MOCTMOJIEPHUCTCKOMN aHTIIOSI3BIYHOM MTPO3BI.

2. JIJisi TOCTMOJIEPHUCTCKOTO JINTEPATYPHO-XYA0KECTBEHHOTO JIUCKYypCa Xapak-
TepHa 300MopdHas u ¢puroMopdHas meradopa B 00pazHOM NPEACTABICHUU KUZHU
yenoBeka. PaccMOTpuM HEKOTOpBIE TPUMEPHI TEKCTOBOW peasn3aliii JAHHON KOHIIETI-
TyaJbHON MeTadOphI:

“This butterfly seemed to represent the indescribable stir of life” [8. C17]; “oh, yes,

the moth seemed to say, death is stronger than [ am” [13. C. 121].

JlaHHas KOHIIETITYalbHasi MeTahopa OTpaKaeT MOCTMOJISPHUCTCKHE TIPEICTaBIIC-
HUS O €IMHOM 1enn ObITHS, BKITIOYAIOIIEH Kak KHUBbIE, TAK U HEXKHUBbIE OOBEKTHI B €I1-
HBIN KU3HEHHBIN TTOTOK, OIMCAHHBIA HAMHU BBIIIIE.

3. KonnenryansHas Meradopa “human life is art” mpezacrabieHa psaoM pa3HoO-
BuaHOCcTel: “human life is theater”, “human life is painting”, “human life is cinema”,
“human life is a fairy tale”.

B nccrnenoBanHOM HamMu MaTepuane HaubosIee YaCTOTHOH, CTPYKTYPHPOBAHHOMN
U pa3BepHyTOH sBiseTcs Metadopa “human life is theatre”:

“Plan A regained its substance. It was like the glow that came up on a stage set”

[2. C. 154]; “The room, handsomely proportioned, with a trample 1’oeil gas-fuelled log-

fire burning in the open hearth, has lots of hi-tech spotlights and up-lights and down-

lights controlled by dimmer switches which Marianne kept adjusting, so that one felt
rather like being on a stage, perhaps in a musical by Stephen Sondheim: you’d be
having a quiet conversation with somebody in a corner when suddenly you’d find
yourself bathed in a pool of light and heads would turn as if expecting you to burst

into song” [10. C. 27]; “This pistol-packing farce is becoming a frightful nuisance” [5.

C. 273].

Paccmotpum siBnenne Merameradopbl (MeTaOpUIECKO CETKH) Ha MpUMEpE Clie-
JYIOITIETO TEKCTOBOTO parMenTa u3 pomana M. Omuca «Mabopmanms»:

“His life, his whole life, was approaching its third-act climax. There would be two
acts to follow. The fourth act (conventionally a quiet act). And then the fifth. What genre
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did his life belong to? That was the question. It wasn’t pastoral. It wasn’t epic. In fact, it
was comedy. Or anti-comedy, which is a certain kind of comedy, a more modern kind of
comedy. Comedy used to be about young couples overcoming difficulties and then get-
ting married. Comedy wasn’t about that now. Romance, which used to be about knights
and wizards and enchantment, was now about young couples getting married-romance,
supermarket romance. Comedy was about other things now [3. C. 179].

B mannom (parmente nanmmansHas mertadopa “His life, his whole life, was appro-
aching its third-act climax’ pacmmpsieTcst 3a CUeT MOSIBJICHHUS JIOTTOTHUTEIIBHBIX 00pa3oB,
CBSI3aHHBIX C BepOanu3anueil nanHoi meradopsl (two acts to follow, the fourth act...).
Mertadopuueckasi ceTb Jjajee paclIupseTcss U BKIOYAaeT 00pasbl, CBA3aHHBIE C JIPY-
MMM BUJIaMU UCKYCCTBa (epic, pastoral, comedy, anti-comedy, romance, knights, wi-
zards, enchantment). Takum o0pa3om, KoHIeNTyanbHast MeTadopa “human life is art”
CIIy’KHT 3]1eCh CBOETO POJIa TUIIEPOHUMOM, a €€ BepOau3alus OCyIIEeCTBISETCS Yepe3
runoHuMHI “human life is theatre” n “human life is literature”.

Crenyromye BISIBJICHHbIC HAMH (D)parMEHThl POMaHOB PEATU3YIOT APYTHUE COCTaB-
JsTrolIMe KoHuenrtyanbHoi Metadops! “human life is art (human life is painting, hu-
man life is cinema, human life is a fairy tale)”:

“She walked up to the open suitcase as if stalking it from afar; the rest of the scene I
can see as a kind of slow-motion picture” [2. C. 67]; “...with the kind of fantastic in-
stantaneousness which is implied when in a cinematographic scene the process of
changing is cut” [5. C. 278].

Takum oOpa3om, naHHas MeTadopa, MPEICTABIAIONIAs KU3Hb YeJIOBeKa KaK sBJie-
HHUE HCKYCCTBa, MOKET OBbITh Ha3BaHa COLIMOMOP(HOM, TaK KaK *HU3Hb YeIOBeKa Mpea-
CTaBJISIETCSI B HEW MOCPEICTBOM UCTIONB30BAaHHS B KauecTBE C(Hephl-MCTOYHUKA Pa3Iny-
HBIX SBJICHUH COIMAIILHOM XM3HU. Hanbosee akTHBHO#M sBNIsieTCs TeaTpaibHas Metado-
pa, UCTIONBH30BAHUE MPOM3BEACHHS JINTEPATYPhl B KAYeCTBE UCTOYHMKA MeTadopr3anmu
HOJTy4aeT 0COo0YI0 KOHKpeTH3alMio: HauboJjee 4acTo MPOUCXOAUT OTChUIKA K CKa3Ke
KaK K JINTEPATypPHOMY XKaHPY.

B nenom, koHuentyanpHas Metagopa B XyJ0)KECTBEHHON KapTHHE MUpa COBPEMEH-
HBIX aHTJIOA3BIYHBIX MUCATENICH-TIOCTMOICPHUCTOB, MIPEJICTABICHHAS B UCCIIETYEMBIX
poMaHax, OXBaThIBAET BCE CTOPOHBI uesioBedeckoi xmu3Hu. Kpome Toro, sta meradopa
COJIEP’KUT OLIEHKY TEX €€ KaueCTB U CBOMCTB, KOTOPBIE €10 PENPE3EHTUPOBAHBI.
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