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ÎÑÎÁÅÍÍÎÑÒÈ ÐÅ×ÅÂÎÃÎ ÏÎÂÅÄÅÍÈß ÏÅÐÑÎÍÀÆÅÉ
Â ÑÎÂÐÅÌÅÍÍÎÌ ÀÌÅÐÈÊÀÍÑÊÎÌ ÄÐÀÌÀÒÓÐÃÈ×ÅÑÊÎÌ ÄÈÑÊÓÐÑÅ

Â ñòàòüå èññëåäóþòñÿ îñîáåííîñòè êîììóíèêàòèâíûõ ñòðà-
òåãèé ñîâðåìåííîãî àìåðèêàíñêîãî îáùåñòâà íà ìàòåðèàëå
äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé, îïóáëèêîâàííûõ â ïåðèîä ñ
1985 ïî 2014 ã. Êîììóíèêàòèâíûå òåíäåíöèè, îáíàðóæåííûå
â õîäå èññëåäîâàíèÿ, íàõîäÿò îòðàæåíèå â ðå÷åâîì ïîâåäå-
íèè ñîâðåìåííûõ íîñèòåëåé àìåðèêàíñêîãî âàðèàíòà àíãëèé-
ñêîãî ÿçûêà â ñèëó ñòèëèçîâàííîãî õàðàêòåðà ðàçãîâîðíîãî
àíãëèéñêîãî, ñ îäíîé ñòîðîíû, à ñ äðóãîé – ïî ïðè÷èíå óíè-
âåðñàëüíûõ ìàðêåðîâ àìåðèêàíñêîãî äðàìàòóðãè÷åñêîãî äèñ-
êóðñà, îáúåêòèâíî äîïóñêàþùåãî ïîäâèæíîñòü åãî ïîãðàíè÷-
íûõ ïàðàìåòðîâ.

Êëþ÷åâûå ñëîâà: ÿçûêîâàÿ ëè÷íîñòü, êîììóíèêàòèâíûå ñòðà-
òåãèè, äèñêóðñ, äðàìàòóðãè÷åñêèé äèñêóðñ, êîíöåïò, êîíöåï-
òîñôåðà, ãåíäåð.

Ñîâðåìåííûå ëèíãâèñòû, îðèåíòèðîâàííûå íà èññëåäîâàíèå ÿçûêîâîé ëè÷íîñòè,
àêòèâíî èñïîëüçóþò ìåòîä äèñêóðñ-àíàëèçà òåêñòà, ïðè ïîìîùè êîòîðîãî îñóùåñòâ-
ëÿåòñÿ èññëåäîâàíèå êîãíèòèâíûõ ïðîöåññîâ, õàðàêòåðíûõ äëÿ ðå÷åâîãî ïîâåäåíèÿ
êîììóíèêàíòîâ. Äèñêóðñ-àíàëèç ÿâëÿåòñÿ íàäåæíîé ïëàòôîðìîé äëÿ èññëåäîâàíèÿ
êîììóíèêàòèâíîé ðåàëüíîñòè, êîòîðàÿ ôîðìèðóåòñÿ â ïðîöåññå âçàèìîäåéñòâèÿ ÿçû-
êîâûõ, ïñèõîëîãè÷åñêèõ, êóëüòóðíûõ, ñîöèàëüíûõ, âîçðàñòíûõ, ãåíäåðíûõ è ñèòóà-
òèâíûõ ôàêòîðîâ, âëèÿþùèõ íà ðå÷åâîå ïîâåäåíèå ÿçûêîâîé ëè÷íîñòè.

Â öåëÿõ èññëåäîâàíèÿ êîììóíèêàòèâíûõ ïðîöåññîâ, âëèÿþùèõ íà ðå÷åâûå ñòðàòå-
ãèè ñîâðåìåííîãî àìåðèêàíñêîãî îáùåñòâà, öåëåñîîáðàçíî èñïîëüçîâàòü ìàòåðèàëû
ñîâðåìåííîãî àìåðèêàíñêîãî äðàìàòóðãè÷åñêîãî äèñêóðñà. Äèàëîã – îñíîâíàÿ ôîðìà
ïîñòðîåíèÿ äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé, ïîñðåäñòâîì êîòîðîé ôîðìèðóåòñÿ îñ-
íîâíàÿ ñþæåòíàÿ ëèíèÿ ïüåñû. Ïî ìíåíèþ È.Á. Ëèìàíîâñêîé, ïðè ïîñòðîåíèè îñ-
íîâíîãî ýëåìåíòà ïüåñû, âîññîçäàþùåãî ðå÷ü ïåðñîíàæåé, àâòîð ñòðåìèòñÿ ìàêñè-
ìàëüíî âîññîçäàòü àóòåíòè÷íóþ ðàçãîâîðíóþ ðå÷ü. Îòñþäà âòîðàÿ äèñòèíêòèâíàÿ
÷åðòà äðàìàòóðãè÷åñêîãî äèñêóðñà – ñòèëèçîâàííîñòü ïðåäñòàâëåííîé â íåì ðàçãîâîð-
íîé ðå÷è» [2, 30]. Ñ äðóãîé ñòîðîíû, äðàìàòóðãè÷åñêèé äèñêóðñ íåëüçÿ â ïîëíîé ìåðå
ñîîòíîñèòü ñ ðàçãîâîðíûì, òàê êàê ëþáîå äðàìàòóðãè÷åñêîå ïðîèçâåäåíèå – ïðîèç-
âîäíûé è ïåðåðàáîòàííûé àâòîðîì âàðèàíò «æèâîé» ðå÷è. Äðàìàòóðãè÷åñêîå ïðîèç-
âåäåíèå ñëåäóåò ñîîòíîñèòü ñ õóäîæåñòâåííûì äèñêóðñîì, ïîñêîëüêó îñíîâíîé îñîáåí-
íîñòüþ «æèâîé» ðå÷è ÿâëÿåòñÿ ñïîíòàííîñòü, â òî âðåìÿ êàê õóäîæåñòâåííàÿ ðå÷ü –
ïîäðàæàíèå áûòîâîìó ÿçûêó, îñíîâàííîå íà ñóáúåêòèâíûõ ïðåäñòàâëåíèÿõ àâòîðà î
ÿçûêå. Òàêèì îáðàçîì, ïðè àíàëèçå äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé öåëåñîîáðàçíî
ïðèíèìàòü âî âíèìàíèå îñîáåííîñòè ñþæåòíîãî, æàíðîâîãî è ñòðóêòóðíîãî ïîñòðîå-
íèÿ ïüåñ â öåëîì è ïî îòäåëüíîñòè. Â öåëÿõ ðàçãðàíè÷åíèÿ ñóáúåêòèâíûõ è îáúåêòèâ-
íûõ àñïåêòîâ ëèíãâèñòè÷åñêîé ðåàëüíîñòè â ãðàíèöàõ äðàìàòóðãè÷åñêîãî äèñêóðñà.
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Â öåëÿõ ðàçãðàíè÷åíèÿ ñóáúåêòèâíûõ è îáúåêòèâíûõ àñïåêòîâ ëèíãâèñòè÷åñêîé
ðåàëüíîñòè â ãðàíèöàõ äðàìàòóðãè÷åñêîãî äèñêóðñà íå ñëåäóåò òàêæå èãíîðèðîâàòü
ìíîãî÷èñëåííûå ôàêòîðû, ïîâëèÿâøèå íà òâîð÷åñêèé ïðîöåññ íàïèñàíèÿ ïüåñû. Äðà-
ìàòóðãè÷åñêîå ïðîèçâåäåíèå, êàê è ëþáîå äðóãîå õóäîæåñòâåííîå ïðîèçâåäåíèå, íà-
ïðàâëåíî íà âîçáóæäåíèå ýìîöèîíàëüíîé ñôåðû ðåöèïèåíòà, â êà÷åñòâå êîòîðîãî
òðàäèöèîííî âûñòóïàåò çðèòåëü/÷èòàòåëü. Çàèíòåðåñîâàííîñòü àóäèòîðèè çàâèñèò,
â ïåðâóþ î÷åðåäü, îò àêòóàëüíîñòè çàòðàãèâàåìûõ àâòîðîì òåì, îò ðåàëèñòè÷íîñòè
ïåðñîíàæåé è ÿñíîñòè èçëîæåíèÿ. «Îäíîé èç îñíîâíûõ çàäà÷ äðàìàòóðãà ñëåäóåò
ïðèçíàòü íåîáõîäèìîñòü äîáèòüñÿ âåðíîñòè æèçíåííîé ñèòóàöèè, ÷òî ïîäêðåïëÿåòñÿ
ñòðåìëåíèåì àâòîðîâ ìàêñèìàëüíî ïðèáëèçèòü õóäîæåñòâåííûé äèàëîã ê ðåàëüíîé
ðàçãîâîðíîé ðå÷è, êàê ìîæíî ïîëíåå îòîáðàçèòü åå îñîáåííîñòè è îòòåíêè» [3, 26].
Ñîãëàñíî äàííîìó óòâåðæäåíèþ, îäíîé èç ïðèîðèòåòíûõ çàäà÷ äðàìàòóðãà ÿâëÿåòñÿ
ïðèâëå÷åíèå àóäèòîðèè ïîñðåäñòâîì îïèñàíèÿ àêòóàëüíûõ ñîöèàëüíûõ, ïîëèòè÷åñ-
êèõ è ýêîíîìè÷åñêèõ òåíäåíöèé, ðåãóëèðóþùèõ æèçíü ïåðñîíàæåé äðàìàòóðãè÷åñ-
êèõ ïðîèçâåäåíèé. Èññëåäîâàòåëè ñïðàâåäëèâî óòâåðæäàþò, ÷òî âûÿâëåíèå ñóáúåê-
òèâíûõ è îáúåêòèâíûõ ôàêòîðîâ, âëèÿþùèõ íà ñîçäàíèå äðàìàòóðãè÷åñêîãî ïðîèçâå-
äåíèÿ, âîçìîæíî ïðè ñîïîñòàâèòåëüíîì àíàëèçå ïüåñ, íàïèñàííûõ â òå÷åíèå îäíîãî
âðåìåííîãî ïåðèîäà. Â êîðïóñ âûáîðêè íàñòîÿùåãî èññëåäîâàíèÿ âîøëè ôðàãìåíòû
èç 20 äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé, íàïèñàííûõ â ïåðèîä ñ 1985 ïî 2015 ãã.
ñîâðåìåííûìè àìåðèêàíñêèìè àâòîðàìè (îáúåì – 650 ñòðàíèö). Ñðàâíèòåëüíûé àíà-
ëèç äèñêóðñèâíîãî ïðîñòðàíñòâà äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé ïîçâîëèë âûÿâèòü
òåíäåíöèè, ðàçãðàíè÷èâàþùèå ïðîèçâåäåíèÿ êîíöà ÕÕ â. è íà÷àëà ÕÕI â.

Ãëàâíûìè ãåðîÿìè äðàìàòóðãè÷åñêîãî äèñêóðñà êîíöà ÕÕ â. ïðåèìóùåñòâåííî
ÿâëÿþòñÿ æåíñêèå ïåðñîíàæè, âîêðóã êîòîðûõ ñòðîèòñÿ îñíîâíàÿ ñþæåòíàÿ ëèíèÿ,
÷òî íàõîäèò îòðàæåíèå â íàçâàíèÿõ íåêîòîðûõ ïðîèçâåäåíèé: «The Balkan Women»,
«Veronica Cory». Îäíàêî íåñìîòðÿ íà òîò ôàêò, ÷òî àìåðèêàíñêèå àâòîðû, äðàìàòóðãè-
÷åñêèå ïðîèçâåäåíèÿ êîòîðûõ âîøëè â âûáîðêó äàííîãî ïåðèîäà, ïðåäïî÷èòàëè ðàñ-
ñêàçûâàòü èñòîðèè æåíñêèõ ïåðñîíàæåé, íå ñòîèò ìèíèìàëèçèðîâàòü ðîëü ìóæñêèõ
ïåðñîíàæåé, ïîñêîëüêó èìåííî îíè âëèÿþò íà ðàçâèòèå ñþæåòíîé ëèíèè. Áîëåå òîãî,
äëÿ ìóæñêèõ ïåðñîíàæåé óêàçàííîãî âðåìåííîãî ïåðèîäà õàðàêòåðíî ïðîÿâëåíèå ãðó-
áîñòè ïî îòíîøåíèþ ê äðóãèì ïåðñîíàæàì:

«SANTOUCHE: I killed somebody. Had to. Didn’t particularly want to, but I did. So I’ve
got to go someplace where I’ll be safe. Quiet» [14, ñ. 10].

Âûøåïðèâåäåííûé ïðèìåð èç äðàìàòóðãè÷åñêîãî ïðîèçâåäåíèÿ «Harm’s Way» by
M. Wellman, 1985 ã., â ïåðâîé ñöåíå êîòîðîãî ïåðñîíàæ Santouche óáèâàåò ãåðîèíþ,
èçâåñòíóþ êàê Mother, ïîñëå ÷åãî îòïðàâëÿåòñÿ â áåãñòâî, ñîäåðæèò ìàðêåðû ñòèëèçî-
âàííîé ðàçãîâîðíîé ðå÷è: ýëëèïòè÷åñêóþ êîíñòðóêöèþ, ñîêðàùåííûå ôîðìû âñïî-
ìîãàòåëüíûõ ãëàãîëîâ, êðàòêîå óòâåðæäåíèå. Â àâòîðñêîé ðåìàðêå Santouche, ÷üÿ ðå÷ü
îòëè÷àåòñÿ ðàçãîâîðíûì õàðàêòåðîì, îïèñûâàåòñÿ êàê «an angry person» [14, ñ. 7], ÷òî
ìíîãîêðàòíî ïîäòâåðæäàåòñÿ ïî õîäó âñåãî ïðîèçâåäåíèÿ.

Â ïüåñå «The House Of Correction», íàïèñàííîé â 1988 ãîäó, ïðè÷èíà àãðåññèâíîãî
ïîâåäåíèÿ ãëàâíîãî ïåðñîíàæà îáúÿñíÿåòñÿ ñëåäóþùèì îáðàçîì: «STEVE, early 30’s.
Intelligent and obsessed. In his obsession with justice (correction), he may even be brilliant.
Certainly, his theories on the whole psychological/parapsychological rigmarole are brilliantly
conceived, if bizarre» [10, ñ. 7]. Òàêèì îáðàçîì, àâòîð ïðîèçâåäåíèÿ N. Lock õàðàêòåðè-
çóåò ñâîåãî ïåðñîíàæà è îáúÿñíÿåò ïðè÷èíû åãî ýêñöåíòðè÷íîãî ïîâåäåíèÿ â àâòîðñ-
êîé ðåìàðêå. Õîòåëîñü áû îòìåòèòü, ÷òî äàííàÿ ðåìàðêà ñêîðåå îðèåíòèðîâàíà íà
ðåöèïèåíòà (àêòåðà/ðåæèññåðà), ò. ê. çðèòåëü äîëæåí íàõîäèòüñÿ â íåâåäåíèè ïðîèñ-
õîäÿùåãî äëÿ ñîõðàíåíèÿ, ñ îäíîé ñòîðîíû, êîìè÷åñêîãî ìîìåíòà, à ñ äðóãîé ñòîðîíû –
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äëÿ ïîääåðæàíèÿ èíòðèãè. Ñàì ïåðñîíàæ â îäíîé èç ðåïëèê îáúÿñíÿåò ñâîå ïîâåäå-
íèå ñëåäóþùåì îáðàçîì: «CARL: You went on a rampage because your wife died?

STEVE: Murdered. My wife was murdered» [10; 13].
Ïî çàìûñëó àâòîðà, çðèòåëü äîëãîå âðåìÿ äîëæåí îïðàâäûâàòü ïîñòóïêè Ñòèâà

òðàãè÷åñêîé ñìåðòüþ åãî æåíû, ïîêà ïî õîäó ïüåñû íå âûÿñíèòñÿ, ÷òî âñå ïåðñîíàæè
ÿâëÿþòñÿ ëèøü ïåøêàìè â ïñèõîëîãè÷åñêèõ èãðàõ Ñòèâà.

Â ïüåñàõ «In Silence», «Moroccoh», «The Balkan Women», «Veronica Cory» çàòðàãè-
âàþòñÿ ïðîáëåìû ðàñîâîé íåïðèÿçíè ïî îòíîøåíèþ ê ïåðñîíàæàì ñåìèòñêîãî ïðîèñ-
õîæäåíèÿ. Æåðòâàìè àíòèñåìèòñêèõ äåéñòâèé â ðàññìàòðèâàåìûõ ïüåñàõ àìåðèêàíñ-
êèõ àâòîðîâ âûñòóïàþò æåíñêèå ïåðñîíàæè, ñòðàäàíèå êîòîðûõ ïðèäàåò ïðîèçâåäå-
íèþ îñîáûé äðàìàòèçì: «ERICA: They’ll let me go. They’ll have to. They don’t shoot
women, everyone knows that. And once they’ve discovered their error—

SEENA: If» [10, c. 11].
«AMINA: «Answers to what? They came to our village. They pulled us out of our house.

They tore my dress. What answers can we give» [13, ñ. 6].
Ìíîãî÷èñëåííûå ïðèìåðû ðåïëèê àãðåññèâíîé ñåìàíòèêè, îáúåäèíÿþùèå äðàìà-

òóðãè÷åñêèå ïðîèçâåäåíèÿ, îïóáëèêîâàííûå â ïåðèîä ñ 1985 ïî 2000 ãã., àêòóàëèçè-
ðóþò êîíöåïò «violence», êîòîðûé ÿâëÿåòñÿ öåíòðàëüíûì ýëåìåíòîì êîíöåïòîñôåðû
äèàëîãîâ, îïèðàþùèõñÿ íà êîììóíèêàòèâíûå ñòðàòåãèè ðå÷åâîãî ïîâåäåíèÿ ïåðñîíà-
æåé â ïüåñàõ ñîâðåìåííûõ àìåðèêàíñêèõ àâòîðîâ.

Ïðîôåññîð Ì.ß. Áëîõ îïðåäåëÿåò êîíöåïò êàê «âûäåëåííîå ñîçíàíèåì çíàíèå î
íåêîòîðîì ïðåäìåòå» [1, ñ. 102]. Ïî ñëîâàì Ì.ß. Áëîõà, ìèð ÿâëÿåòñÿ ìåòàôîðè÷åñ-
êèì îòðàæåíèåì íàöèîíàëüíîãî ñîçíàíèÿ, êàæäàÿ ÷àñòü êîòîðîãî ìîæåò ñòàòü ïðåä-
ìåòîì êîíöåïòà. Êîíöåïòû ôîðìèðóþò êîíöåïòîñôåðû, êîòîðûå îòðàæàþò íàöèî-
íàëüíîå ïðåäñòàâëåíèå î ìèðå. Îäèí è òîò æå êîíöåïò ìîæåò âêëþ÷àòü â ñåáÿ îòëè÷-
íûå ïîíÿòèÿ â çàâèñèìîñòè îò ãåîãðàôè÷åñêèõ, êóëüòóðíûõ, ðåëèãèîçíûõ ïðåäñòàâ-
ëåíèé îáùåñòâà, â êîòîðîì ýòîò êîíöåïò èñïîëüçóåòñÿ. Èíà÷å ãîâîðÿ, êîíöåïò ÿâëÿ-
åòñÿ ìåíòàëüíûì è ìûñëèòåëüíûì îáðàçîì, â êîòîðûé èíäèâèä âêëàäûâàåò òî èëè
èíîå ïîíÿòèå (ñëîâî), èñõîäÿ èç êóëüòóðíûõ è ñîáñòâåííûõ âîñïðèÿòèé äåéñòâèòåëü-
íîñòè. Àêòóàëèçàöèÿ êîììóíèêàòèâíûõ ñòðàòåãèé, ñîäåðæàùèõ ðåïðåçåíòàöèþ êîí-
öåïòà «violence», óêàçûâàåò íà àãðåññèâíûå íàñòðîåíèÿ àìåðèêàíñêîãî îáùåñòâà â
ïåðèîä ñ 1985 ïî 2000 ãã. Â 80–90 ãîäàõ äâàäöàòîãî ñòîëåòèÿ íåîäíîêðàòíî ïðîèñõî-
äÿò êîíôëèêòû ìåæäó ÑØÀ è ñòðàíàìè Áëèæíåãî Âîñòîêà, ÷òî âëèÿåò íà òåìàòè÷åñ-
êîå ïîëå íåêîòîðûõ äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé äàííîãî ïåðèîäà.

Â äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèÿõ íà÷àëà ÕÕI âåêà îïèñûâàþòñÿ ñåìåéíî-áûòî-
âûå ñèòóàöèè. Â âîñüìè èç äåñÿòè èçó÷åííûõ ïðîèçâåäåíèé, íàïèñàííûõ â ïåðèîä ñ
2001 ïî 2015 ãã., çàòðàãèâàþòñÿ ïðîáëåìû îòöîâ è äåòåé, ÷òî óêàçûâàåò íà îòëè÷èÿ
îáùåñòâåííûõ ïðèîðèòåòîâ êîíöà ÕÕ â. è íà÷àëà ÕÕI â. Ðàçíîãëàñèÿ ìåæäó ðîäèòå-
ëÿìè è äåòüìè ðàñïðîñòðàíÿþòñÿ íà ìíîãèå îáëàñòè ÷åëîâå÷åñêîé æèçíè – ñåìüþ,
îòíîøåíèÿ, ïðîôåññèþ, óñïåøíóþ êàðüåðó. Â ñëåäóþùåì ïðèìåðå øåñòèäåñÿòèëåò-
íèé îòåö (Will) ñîâåòóåò ñâîåìó òðèäöàòèëåòíåìó ñûíó (Aron) áûòü òâåðäûì ïî îòíî-
øåíèþ ê ñâîèì ñîïåðíèêàì, ÷òî ïðîòèâîðå÷èò óáåæäåíèåì ñûíà:

«ARON: It’s not my favorite way to win, it’s like watching a man drown, frantic little
futile...I can’t get stronger if everyone who can beat me quits the game.

WILL: Aron. If everyone who can beat you quits the game, you don’t need to get
stronger. You’ll be the best one left.

ARON: That’s not the point» [6, c. 19].
Â êîíöå ïåðâîé ñöåíû ñòàíîâèòñÿ î÷åâèäíûì, ÷òî îòåö ñòàâèë êàðüåðó ñûíà ïðå-

âûøå ñåìåéíûõ îòíîøåíèé, ÷òî ïðèâåëî åãî ê îäèíîêîé ñòàðîñòè:
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«WILL: You don’t—no, sure you don’t remember, your grandma, you were too young,
and your grandpa died, you were playing in a tournament, I didn’t want it to mess you up.
And I was right. Where is it? (Peering at the trophies) Regional Under-12 Champion,
where is it? There. See, you won.

ARON: I’m asking about you. He was your father. We’re talking about the deaths of
fathers now» [6, c. 25].

Â ïîïûòêàõ óãîäèòü ñâîåìó îòöó Aron òåðÿåò ñâîþ èíäèâèäóàëüíîñòü, åãî æèçíü
ïðåâðàùàåòñÿ â áåñêîíå÷íóþ ïîãîíþ çà òðîôåÿìè, êîòîðûå â èòîãå íèêîìó íå ïðèíî-
ñÿò ñ÷àñòüÿ: «ARON: Dad. The not eating. Because work comes first. Is that what this is?
But...you’re retired, your children are grown, you’re done working. You can eat now, you can
rest. You have nothing more to do.

WILL: And why should such a person deserve to be fed?
ARON: Because a person is worth more than what he can do» [6, c. 22].
Ñîâðåìåííûå àìåðèêàíñêèå àâòîðû, ïüåñû êîòîðûõ âîøëè â êîðïóñ èññëåäîâàíèÿ,

îñòàþòñÿ âåðíû îñíîâíûì ñòåðåîòèïíûì ïðåäñòàâëåíèÿì î ìóæåñòâåííîñòè è æåí-
ñòâåííîñòè. Ìóæñêèå ïåðñîíàæè ñïîðÿò íà òåìó ïðîôåññèîíàëüíûõ óñïåõîâ, æåíñêèå
– ïðåäïî÷èòàþò îáñóæäàòü âàðèàíòû ñåìåéíîãî ñ÷àñòüÿ: «NEBULA: Oh, a lecture? Is
that going to solve this? Do lectures kill babies? Or maybe like if I had a lecture I wouldn’t
like fucking so much?

DANA Look at me, Nebula! LOOK! Is this what you want to be? Is this what you want?
Finding your daughter’s positive pregnancy test, getting drunk on some bottom shelf brandy
you hide in an olive oil bottle, like you’re fucking fooling anybody» [9, c. 18].

Â öåëÿõ ïåðåäà÷è ýìîöèîíàëüíîãî ñîñòîÿíèÿ ïåðñîíàæåé àâòîð ïðèáåãàåò ê èñ-
ïîëüçîâàíèþ ðèòîðè÷åñêèõ âîïðîñîâ, ìíîãî÷èñëåííûõ ïîâòîðåíèé è âîñêëèöàòåëü-
íûõ êîíñòðóêöèé, êîòîðûå, âî-ïåðâûõ, ÿâëÿþòñÿ îñíîâíûìè õàðàêòåðèñòèêàìè ñïîí-
òàííîé ðå÷è, à âî-âòîðûõ, ïðèäàþò ðåàëèñòè÷íîñòü ýìîöèîíàëüíîìó íàïðÿæåíèþ
ïåðñîíàæåé. Ïðîòîòèïû ïåðñîíàæåé ìîëîäîãî ïîêîëåíèÿ â ñîâðåìåííûõ àìåðèêàíñ-
êèõ äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèÿõ áóíòóþò ïðîòèâ óñòîÿâøèõñÿ ïîðÿäêîâ è ïûòà-
þòñÿ äîíåñòè ñâîè èäåè äî ðîäèòåëåé. Ñðåäíèé âîçðàñò ïåðñîíàæåé ìëàäøåãî ïîêî-
ëåíèÿ âàðüèðóåòñÿ îò 19 äî 25 ëåò. Â ïüåñå «A Confluence Of Dreaming», íàïèñàííîé â
2012 ãîäó àìåðèêàíñêèì àâòîðîì T. Ryan, ðàññêàçûâàåòñÿ èñòîðèÿ ñåìüè èç òðåõ
÷åëîâåê: ìóæ (Peter), æåíà (Carol) è èõ äî÷ü (Morgan). Æèçíü Ïèòåðà è Êýðîë ñêó÷íà
è îäíîîáðàçíà, èõ ÷óâñòâà äàâíî óòèõëè, è ïàðà íå ìîæåò íàéòè ñîãëàñèÿ â ïëàíàõ íà
áóäóùåå: «Carol: No, no, no, that’s not what I want. I don’t want to work. I want—.
I want—.I want to travel.

Peter: Okay. We’ll go to Florida this winter.
Carol: Oh God no. I’m talking about traveling. I’m talking about adventure. Like going

on a Safari.
Peter: You’re talking ten thousand dollars apiece.
Carol: But it would be exciting» [12, c. 15].
Â âûøåïðèâåäåííîì ïðèìåðå ìóæñêîé ïðàêòèöèçì ÿðêî ïðîòèâîïîñòàâëÿåòñÿ æåí-

ñêîé ðîìàíòè÷íîñòè. Îäíàêî Êýðîë íå ìîæåò íàéòè îáùèé ÿçûê íå òîëüêî ñî ñâîèì
ìóæåì, íî è ñ äåâÿòíàäöàòèëåòíåé äî÷åðüþ, êîòîðàÿ óáåæäåíà, ÷òî æèçíü åå ìàòåðè,
îòäàííàÿ íà áëàãîïîëó÷èå ñåìüè, ÿâëÿåòñÿ âïóñòóþ ïîòðà÷åííûì âðåìåíåì: «Carol:
My job is not to right every wrong in the world.

Morgan: Then what is your job?
(Pause)
Carol: (Stumped) I quit my job seventeen years ago so I could take care of my family,

and make us all happy.
Morgan: Happiness is your job?
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Carol: Yes, why not?
Morgan: That is the most selfish thing I’ve heard in my life. It’s time for a new job, Mom»

[12, c. 24].
Îáñóæäåíèÿ ñåìåéíîé æèçíè ìåæäó ïåðñîíàæàìè ìóæñêîãî ïîëà ïðîõîäÿò ñäåð-

æàíî è öåëåíàïðàâëåííî, îñîáåííî êîãäà îòåö äàåò ñîâåò èëè êàêèå-ëèáî ðàçúÿñíåíèÿ
î ñåìåéíîé æèçíè ñûíó: «HENRY: Fine. So let her be secret, Chris. People don’t always
have to talk. It gets easy, Chris, when you’re older, to run out of words. Your mother’s run
out of words, that’s all. Stories to tell. She’s recharging, right? It’s just a phase. It’s not
what’s real about your mother. What’s real is how great she’s been over the years. And this
whole thing, the hospital, these sessions now with a doctor, that’s just a phase. And you’re her
son. You’ve got to help your mother by understanding that. That it’s just a phase. Okay?
That’s your responsibility.

CHRISTOPHER: Yes, Dad» [6, c. 25].
Â ïüåñå R. David «Sally’s Gone, She Left Her Name» [6, c. 25] ñåìüÿ, ñîñòîÿùàÿ èç

ìóæà, æåíû, èõ äî÷åðè è ñûíà, ñòàëêèâàåòñÿ ëèöîì ê ëèöó ñ áîëåçíüþ, êîòîðàÿ
óáèâàåò ìàòü ñåìåéñòâà. Ïðèâåäåííûé âûøå ïðèìåð äèàëîãà îòöà è ñûíà íîñèò, ñ
îäíîé ñòîðîíû, âîñïèòàòåëüíûé õàðàêòåð, ñ äðóãîé – íàïðàâëåí íà ïîääåðæêó è
óòåøåíèå ðåáåíêà, ìàòü êîòîðîãî òÿæåëî áîëüíà. Ïåðñîíàæè, ñòðàäàþùèå îò íåèçëå-
÷èìûõ áîëåçíåé, âñòðå÷àþòñÿ â òðåõ ïüåñàõ, âîøåäøèõ â êîðïóñ âûáîðêè äðàìàòóð-
ãè÷åñêèõ ïðîèçâåäåíèé, îïóáëèêîâàííûõ â ïåðèîä ñ 1985 ïî 2000 ãã., óïîìèíàíèå î
ñìåðòåëüíûõ áîëåçíÿõ, ÷àùå âñåãî î ðàêå, áûëè îáíàðóæåíû â 50 % èññëåäóåìûõ
ïüåñ.

Èññëåäîâàíèå äèñêóðñèâíîãî ïðîñòðàíñòâà ñîâðåìåííûõ àìåðèêàíñêèõ äðàìàòóð-
ãè÷åñêèõ ïðîèçâåäåíèé âûÿâèëî ðÿä íåêîòîðûõ ôàêòîðîâ, âëèÿþùèõ íà îôîðìëåíèå
è ñîäåðæàòåëüíîå íàïîëíåíèå êîììóíèêàòèâíûõ ñòðàòåãèé ïåðñîíàæåé, êîòîðûå îáúåê-
òèâíî îòðàæàþò ïîëèòè÷åñêèå, ýêîíîìè÷åñêèå è ñîöèàëüíûå àñïåêòû ïîðòðåòèðóåìî-
ãî îáùåñòâà, à òàêæå âîçðàñòíûå, ïîëîâûå è ïñèõîëîãè÷åñêèå õàðàêòåðèñòèêè îòäåëü-
íîãî ïåðñîíàæà. Ïåðå÷èñëåííûå àñïåêòû ðàâíîçíà÷íî îòðàæàþòñÿ âî âñåõ èññëåäî-
âàííûõ ïüåñàõ, ÷òî ïîçâîëÿåò îòíåñòè èõ ê îáúåêòèâíûì ôàêòîðàì. Â ïüåñàõ, íàïè-
ñàííûõ â ïåðèîä ñ 1985 ïî 2014 ãã., íàáëþäàåòñÿ ñìåíà îáñóæäàåìûõ òåì ñ àãðåññèâ-
íîé ñåìàíòèêîé íà ñåìåéíî-áûòîâóþ. Ïîìèìî èçìåíåíèÿ òåìàòè÷åñêîãî ïîëÿ êîì-
ìóíèêàöèé, ïðîèñõîäÿò èçìåíåíèÿ âîçðàñòíîãî äèàïàçîíà ïåðñîíàæåé: â ïðîèçâåäå-
íèÿõ, îïóáëèêîâàííûõ â ïåðèîä ñ 1985 ïî 1999 ãã., ñðåäíèé âîçðàñò ïåðñîíàæåé
ñîñòàâëÿåò 30–40 ëåò, â ïüåñàõ, îïóáëèêîâàííûõ ñ 2000 ïî 2014 ãîä, ïðîèñõîäèò
áîðüáà èíòåðåñîâ ïåðñîíàæåé ìëàäøåãî ïîêîëåíèÿ ñî ñòàðøèì. Àìåðèêàíñêèå àâòî-
ðû, ïðîèçâåäåíèÿ êîòîðûõ îïóáëèêîâàíû â íà÷àëå ÕÕ âåêà, àêòèâíî îáñóæäàþò ïðî-
áëåìû ñîâðåìåííîé ìîëîäåæè, ÷òî ìîæíî îáúÿñíèòü, ñ îäíîé ñòîðîíû, æåëàíèåì
ïðèâëå÷ü èíòåðåñ ìîëîäîãî ïîêîëåíèÿ ê ñâîèì ïðîèçâåäåíèÿì, à ñ äðóãîé – îòðàçèòü
çíà÷èìîñòü ìîëîäåæíûõ òå÷åíèé è óìîíàñòðîåíèé.
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SPECIFIC FEATURES OF PERSONAGES’ SPEECH BEHAVIOR
 IN MODERN AMERICAN DRAMA DISCOURSE

The article is aimed at describing the main characteristics of
communicative strategies within the contemporary American society
based on the dramatic materials published in 1985–2014. The
communicative trends described in the present article reflect the
specific aspects of American speakers’ speech behavior that occur
under the influence of stylized spoken English. On the other
hand, these specific features occur due to universal markers of
American dramatic discourse providing the mobility of its border
parameters.
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