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3KPAH NONUTUKN KAR 3PEJTULLLE.
HAPPATMBbI YNPOLLLEEHHbIX 3MOLMIN*

AHHOTaUMA. «IKpaH NOAUTUKUY», TO €CTb NPe3eHTaLMA NONUTUYECKOW KU3-
HW Ha MEeAMMHBIX 3KPaHax, BO Bce 6o/blUel cTeneHn TpaHchopmmpyeTca K
dopmaTy 3penuia u passiedeHns. JaHHan cTaTbA COAEPKUT NOMbITKY pac-
CMOTPEHUA NPAKTUK TaKOW NpeseHTauuu. B paccmMoTpeHuM caenaHbl Tpu
aKueHTa. Nepsblil aKLEHT CBA3AH C PAaCCMOTPEHWEM MPEUMYLLECTBEHHO CO-
BPEMEHHOIO POCCUMICKOrO OMbITa NPEeACcTaBNEHUA MONUTUYECKOW KU3HU B
3KpaHHOM MeauNHOM KynbType. ITOT ONbIT UHTEHCUBHO TpaHcHOpMUpyeTcs,
NMO3TOMY €ro OCMbIC/IEHME BAXKHO HE TOIbKO B aKTYa/IbHOM KOHTEKCTE, HO U
ONA NocneayloWwmx cucTeMaTusaumin. BTopoil akLeHT caenaH Ha cTUanCTU-
Ke MO3MLMOHVMPOBAHMUA U MPOABUMKEHUA JIMYHOCTHBIX BPEHA0B COBPEMEH-
HbIX POCCUMCKUX MONUTUKOB B MEAMMHOM MPOCTPAHCTBE. TPETUl aKUEeHT
06YyCNOBNEH 3MOLMOHAIbHOW COCTaBAAOLWEN NPEe3eHTaLMn COBPEMEHHOM
NOJIMTUYECKOM KU3HU B POCCUMCKOM 3KPAHHOMN KynbType. MMeHHO amouun-
OHa/IbHbIV KOHTEKCT NpeaonpeaenseT OLeHOYHbIE OTHOLWEHUA B CMbICI00-
6pasoBaHun. Mpy 3TOM NPEUMYLLECTBEHHO TPAHC/IMPYETCA HETEPNIMUMOCTb U
arpeccus No OTHOLIEHUIO K MOSIMTUYECKMM OMMOHEHTAM, MW TaKKe UX Bbl-
CcMeunBaHuio. TEHAEHUMSA K YNPOLLEHWNIO SMOLLMOHANbHbIX HAPPATMBOB B eLLle
6onbluel CTeNeHN peayumpyeT NONUTUYECKOE Y4acTUe B MacCMBHOE NoTpe-

* PaboTa BbINOMHEHa B pamKax NpoeKTa «MexaHW3mbl CMblCI006pa30BaHUA 1 TEKCTyann3aLmm
B COLMaNbHbIX HApPaTUBHBIX U NepdOpPMaTUBHBIX AMCKYPCaX U MPaKTUKax», rpaHT Poccuiickoro
HayyHoro ¢poHaa Ne 18-18-00442.
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61eHMe roTOBOroO 3pesinwa, 4aBas HOBble BO3MOXHOCTM «NOAWUTUKE 3Kpa-
Ha», MAaCCOBOrO NOUTUYECKOTO MaHWUMNY/IMPOBAHMA — C OAHOM CTOPOHbI. A €
Apyroii — npefnonaraet AONONHUTE/bHbIE YCUAWSA, TOUCK GOPM peanbHOro
NOAUTUYECKOTO y4acTuA.

KnioueBble cnosa: 3penuiLe, MHGOTEMHMEHT, NabANLMTHBIN KanuTtan, noau-
TWKa, TENEHOBOCTU, SKPaH MOAUTUKM.

GRIGORY V. TULCHINSKY

National Research University Higher School of Economics,
St.Petersburg, Russia

ORCID: 0000-0002-5820-7333

e-mail: gtul@mail.ru

THE SCREEN OF POLITICS
AS A SPECTATOR SPORT.
NARRATIVES OF SIMPLIFIED EMOTIONS *

Abstract. “The Screen of Politics,” i.e. the presentation of political life on the
media screens is being increasingly transformed to a continuously greater
degree into the format of a spectacle and entertainment. Three accentuations
are made in study of this issue. The first accentuation is connected with
predominantly examining the Russian experience of presentation of political
life on the screen media culture. This experience is intensively transformed,
therefore its comprehension is important not only in the actual context, but
also for subsequent systematization. The second emphasis is made on the
style of positioning and promotion of the personal brands of contemporary
Russian politicians in the media space. The third focus is stipulated by the
emotional component of the presentation of contemporary political life in
the Russian screen culture. That emotional context, in particular, is what
determines the estimative relationships of meaning-making. At the same
time, emphasis is placed on transmission of intolerance and aggression

* The work is carried out as part of the project “Mechanisms of Meaning-Making and
Textualization in Social Narrative and Performative Discourses and Practice,” grant of the
Russian Scholarly Fund No. 18-18-00442.
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towards political opponents, or also their derision. On the one hand, the
tendency towards the simplification of emotional narratives reduces political
participation to an even greater degree to passive consumption of a ready-
made spectacle, presenting new opportunities to “screen politics,” mass
political manipulation. On the other hand, it involves extra efforts and a
search for forms of real political participation.

Keywords: infotainment, show, politics, politics screen, publicity capital, TV
news.

Tema «3KpaH M NOAUTUKA» — 4YPEe3BbIYANHO CoAepKaTesibHa s
aHaNM3a NPAMON M 0BPaTHOM CBA3M COLLMANbHBIX KOMMYHUKALLMIMA, CBSA-
3aHHbIX C NOAUTUYECKOW KOMMYHMKaLmen. MHOro BHMMaHUA yaena-
eTCcA «MNOJIMTUKE 3KPaAHA» — WMCNONb30BaHMIO SKPAHHOM KyNbTypbl KaK
«MATKOW CUAbI» B NOAUTUYECKUX LLeNsAX: B NponaraHae, nHbopmaum-
OHHbIX BOMHAX, KOHCTPYMPOBAHMUM UCTOPUYECKOM NamaTh, bopMmnpoBa-
HUWX NOBECTKU AHA M T.A4. DTON TEMe NOCBALLEHO BEIMKOE MHOMKECTBO
nccaef0BaHNM NO CUMBOJIMYECKOM NOAUTUKE, TEKYLLEN NYOAULIUCTUKE,
He roBopsA y»e 0 MaTepuanax B COLMANbHbIX CETAX.

Mocne OCO3HaHMA pPoNn meama B noauTUYeckol 6opbbe, rnae-
HbIM MMMYJbCOM, K Yemy cTanu nybauuyHble Tenepebatbl ceHaTopa
[.-0. KeHHean v peicteoBaBlUero Buue-npesnaeHTa P. HuKcoHa Bo
Bpems npesuaeHTcKon nsbupatenbHo KamnaHum 1960 roga, 3a py-
6eXXOM CNOXMAACb TPAAMUMA aHanM3a poau nybaMYyHOCTM B Mpo-
ABUXKEHUN NETUTUMHOCTM AENCTBYHOLWMX MOAUTUKOB. Knrouesbimu B
3TOM nJiaHe cTtanu uccnegosanua [. Menna [1] w O. Mpaitca [2], npo-
OO/MKeHHble no3ke Ha npumepe KoHrpecca CLWUA . /iunuHckm [3].
CneuManbHoe BHUMaHME POU MeAUNHOW nybanmyHocTM ana sddek-
TUBHOCTU M3BUpPaTENbHbIX TEXHONOMNI ObINO yAeNeHo B cepun pabot
. KoaHa c konneramu [4; 5]. OTaeNbHOro ynomMuHaHus B 3ToM 0630-
pe 3acny*knBaeT 0606LEeHME TaKOro onbiTa B paboTe M3BECTHOrO aMe-
PUKaHCKoro KypHanucta C. UcceHbepra [6]. MokasaTenbHO BHUMaHWE
ponn megma B pa3paboTke U peanusaumu CTpaTerMii NOAUTUYECKOTO
MapKeTWHra, yAeNeHHOe He TO/IbKO CMCTEMATM3AaTOPOM 3TON HOBOM
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ancumnaniel 6. HotomeHom [7], HO U Knaccukom mapkeTuHra ®. Kotne-
pom [8]. PasymeeTca, He oboinaeHa BHUMaHWEM POab Meauma B Uccne-
[OBAHMAX NOIMTUYECKON KOMMYHUKauuu B uenom [9; 10; 11; 12; 13].
1990-e rogbl yWAN HA MAaCCUPOBAHHbIE UCCIeA0BaHNA METOA0B
TaKWX aHa/INTUK. B HacToALlLee BpeMa OCHOBHOE BHUMaHMe yaenseTcs
aHaNU3y U OCMbIC/IEHUIO KOHKPETHOro onbiTa. MOMMMO OTMEYEHHOM
pabotbl [. /iIunuHcku [3], B 3TOM CBA3M NpeacTaBAAKTCA BaXKHbIMM
aHanusbl M. Ponnuuca n . O’KoHHopa [14], O. Axra [15], A. Mapnek-
Aa [16] ponu TeneBnaeHus B nonutuyeckmx peanmsax CLUA n KaHagpl.
B pspe pabot A. bhamnepa u A. Kasanru [17], A. bpaiivTta 1 B. 3un-
meHa [18], T. Yuncona [19], nssectHoro ncmxosnora P. Xonbepta [20]
NpPeAnpPUHATbI MOMbITKM CUCTEMATU3ALMM TEM, BbI3bIBAOLLMX OCODbIN
NHTEpeC 1 NOAUTUYECKUI 3bdEKT. MPUMEHUTENBHO K 3KPAHHOM Ky/b-
Type 3TOT HAaKOM/IeHHbIW ONbIT Kak peanbHOM NPaKTUKK, TaK U ee oc-
MbICNEHWSA, NOKA3bIBAET, YTO NPEACTABNEHHOCTb B 3KPAHHOM KynbType
C ee KOMMAEKCOM BU3YasbHbIX, 3BYKOBbIX M TEKCTOBbIX BO3MOXKHOCTEM
— IlaBHOe CpPeAcTBO POPMUPOBAHMA WU HAKOMAEHUs NabanumUTHOrO
KanuTana, T.e. CTEMEeHM W3BECTHOCTM U Y3HABAEMOCTU MOJINTUKOB,
napTWii, NOAUTUYECKUX aKLUMI, NPOEKTOB M nporpamm. Mpucytcreme
B HOBOCTAX, 0BCYKAEHMAX, ANCKYCCUAX, NoNeMnKax GopmMmunpyeT no-
NIUTUYECKUI UMUK, penyTauunto, BO3MOXKHOCTU UX MHTErpaLmu B no-
nuTnyeckom 6peHaunHre. OTIyYeHUe UK OTKa3 OT 3KpaHa MapruHa-
IN3MPYIOT, 0TOpacbiBatOT Ha Nnepudeputo NOAUTUYECKON KU3HM.
Camo no cebe nabamcuTh (M3BECTHOCTb U Y3HAaBAaeMoCTb) — dak-
TOP 4OCTAaTOYHO HEMTPA/bHbIN, MOTOMY UYTO MOMKET BObITb CBA3AH KakK C
NO3UTUBHbLIMMW, TaK M C HEraTUBHbIMKW obcToATeNnbcTBaMK [21-22]. MNa-
6/MCUTM CTAHOBUTCA NABAMUUTHBIM KanuTasioM, Korda noJIMTUYECKu-
MW OMMOHEHTaMW ABAIOTCA JIMYHOCTU, MAJIOU3BECTHbIE AYAUTOPUMN.
N3bupaTtenb NpeanoyYnTaer YesioBeKa, KOTOPbIN, KaK MUHUMYM, UMeeT
KaKOM-TO meguiiHblit 06pas. PasymeeTcs, eCTb NOAUTUKN, CKIOHHbIE K
TeHesoMy nob66m3my, nsberatowime 3acBeYMBaHUA Ha 3KpaHax, a TO U
BOOOLLE — Y3HaBaHMA LUMPOKOM 0OLLECTBEHHOCTLIO. M 3TO MOryT ObITb
[OBOJIbHO YCMELlHble NOJUTUKU-LONTOXKUTENN BO MHOIMMX COCTaBax
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npeacTaBuTeNbHbIX opraHoB. OgHako 3¢ deKTUBHOCTL 3aKoHOAaTeNeN
3a pybexkom yxe B focyaapcteeHHoi [yme deaepanbHoro cobpaHus
P® oueHMBaIOT (M BbICTPaMBAOT COOTBETCTBYIOLLME PENUTUHIU) HE TONb-
KO MO 3aKOHOAATe/IbHOW aKTUBHOCTM, HO 1 MO MX NPeACTaBNeHHOCTU B
ny61MYHOM NPOCTPAHCTBE, NPEXAe Bcero — meguitHom [23].

B 370l cBA3K 0cOb0e BHMMAHME 3aCNyKMBAET PacCMOTpPeHKue cob-
CTBEHHO «3KpaHa MOJIMTUKM» — MpPEe3eHTauun Camol MoJIMTUYECKOM
U3HM Ha Tese- U KMHOIKpaAHax, BMAEO, NOKa3aHHbIX B MHTepHeTe,
coumanbHbIx ceTax. B gaHHOM paboTe NMonbITKa TaKoro paccCMOTPEHUS
npeanpuHATa C TpeMS akLeHTyaumnamu. Bo-nepBssbix, B LLEHTpe paccmo-
TPEHUA — COBPEMEHHbIN POCCUMCKUIM ONbIT NPEACTaBAEHMA NOJUTU-
YeCKOW KU3HW B 3KPAHHOW MeAUHOM KyabType. ITOT ONbIT MHTEHCUB-
HO TpaHchopmMMpyeTCs, MO3TOMY €ro OCMbICIEHUE BaXKHO HE TOJIbKO
B aKTya/IbHOM KOHTEKCTE, HO U A/A Nocneaylowmnx cuctemaTmsaumi.
B peanusaumu Takol MOMbITKW, BO-BTOPbIX, Ba*KHO 06paTUTb BHUMa-
HWE Ha CTUIMCTUKY NO3ULMOHUPOBAHMNA MPOABUMKEHUSA NEPCOHONOTU-
YecKux bpeHa0B POCCUMCKMX MONUTUKOB B MEAUAHOM MPOCTPaHCTBE.
B-TpeTbux, aKLEHTUPYETCA BHUMAHUE Ha 3MOLMOHANIbHOM COCTaBAAID-
Len npeseHTauMm COBPEMEHHOW NOIUTUYECKOM XU3HU B POCCUMCKOM
3KpaHHOM KynbType. UMEHHO 3MOLMOHaNbHbIM KOHTEKCT npeaonpeae-
NSET OLEHOYHbIe OTHOLIEHMA B CMbIC1I006pa3oBaHmMu.

B coBpemeHHOM MHPOPMaLMOHHOM obuiecTBe NOAUTMKaA, Bus-
Hec, Loy 1 0TYaCTM PEeINTUA KaK UCTOpUYECKMe NCTOYHMKN PR, TO ecTb
TEXHONOTMM NYBANYHOM COLMANBbHON KOMMYHMKaLMK, GaKTUYECKH
WHTErpupoBaHbl B 04HY KOMMYHUKATUBHYO naatdopmy obecneyeHus
nabancutn, MHGOPMaLNOHHOTO NO3ULUOHMPOBAHMA U NPOABUNKEHUSA
cneumanbHbiX cobbITnin [24]. MOAUTUYECKM aKUMM MaANo OT/INYMMbI
OT LWOY, MOJIUTUKM CTanu HbIOCMEMKEpPaMM HapaBHe C apTUCTaMM,
cnoptcMeHamu. HekoTopble NONUTUKM OTKPOBEHHO MOJb3YIOTCA CTU-
JIMCTUKON LIOY He TO/IbKO BO Bpems M3bupaTenbHbIX KamnaHuiA, HO
N B TEKYLLEN NOSUTUYECKON KU3HWU. TOMYy NpUMepamn — ycneLiHas
OoTeyecTBeHHaA NpaKTMKa Bnagumupa KupuHosckoro u Butanma Mu-
NloHOBa.
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Bonee ToOro, Hannuyne NABANLUTHOIO KaNUTaNA OTKPbLINO JOPOrY B
NOJNIMTUKY M3BECTHBIM apTMUCTaM, CMOPTCMEHam, Teneseaywmm. MNpu-
MepoB TOMY BEJIMKOE MHOXecCTBO: PoHanba, PeliraH, ApHonbg, LLsap-
ueHerrep, BAauecnas Mapblues, MoH MHapp, Muxann EBaoKumoOB,
HuKkonain Banyes, CBeTnaHa XopkuHa, EneHa [paneKo... 3cTpasHbIxX
APTUCTOB, LOYMEHOB, YEMMMOHOB MPUIALLIAIOT B NAPTUIAHbIE CMIUCKM
B KayecTBe «MapoBO30B», BTACKMBAIOLMX NPeACTaBuUTeNEN NAPTUN B
OpraHbl BacTu. MNpu 3TOM 3apaHee N3BECTHO, YTO Yallle BCEro OHU No-
Cne NpoxoxAaeHua naptuen usbupatenbHoro bapbepa paboTtaTb ae-
nyTaTamu He 6yayT, 4a U He cobupanmco.

B pe3synbTaTte cama nonuTUKa BO BCe HoMblUel CTeneHu npeacTa-
€T 3pennLem, ecim He pasBiedyeHneM — rpoMUTb Bpara, cuga nepeg,
TeNe3KPaHOM UM MOHUTOPOM NEPCOHANBbHOrO KomnbloTepa. ManeHb-
Kas nobefoHOCHas BOMHA Ha 3KpaHe TB — AaBHO BOLW/IA B MPAKTUKY
NONIMTUYECKOTO MAHUMYANPOBAHUA, OTBIEYEHNA BHMUMaHMA obLwecTBa
OT OCTPbIX NOAUTUYECKUX Npobaem. UMmeHHO ¢ GeHOMEHOM 3KPaHHOroO
BOCNPUATUA NOSIUTUKN HEKOTOPbIE UCCNeA0BATENN CBA3bIBAKOT NPOBan
nepecTporKuK, NocNefoBaBLWNX pedpopm, KOTOPblE BONBLLUMHCTBO rParK-
[AaH «npocuaeno nepes sKkpaHaMmu», BOCMPUHAB AEMOKPATHUIO KaK 3pe-
JIMLLLE M OTYACTU — pa3BieYEHME, KaK «Mbliogpamy», yepeays «Pabbl-
Hi0 U3aypy» n TpaHcaaymio Cbesaa CoseTos [25, c. 7-9].

C KoHua 1990-x rogoB TeHAEHUMA NPEACTABNEHNA NOJANTUKN KaK
3penviLa Ha TefleBMAeHUN BCe HapacTana u Hapactana. Yxe C. [lopeH-
Ko, E. Kucenes, /1. Nap¢deHoB He CKPbIBA/IM, YTO OHU He CTONbKO aHa-
NIM3MPYIOT NONUTUYECKYIO PeasibHOCTb, CKOIbKO UCMOMb3YIOT ee KaK
passaeyeHne, 3a KOTOPbIM CTOUT GOPMUPOBAHNE HOBOW peanbHOCTW.
@DaKTUYEeCKM peub WA O NPUXoae Ha OTeYeCTBEHHOe TeneBuAaeHue
NPaKTUK codyeTaHna nHGopmMauun n passiaedeHus (MHGOTEMHMEHT],
infotainment), Tenenepdopmarcos, pelikoB 1 TOro, YTO NOAYYUIO B
nocnegHee Bpemsa Ha3BaHUe «MNOCTNPaBAbI».

Y10 Kacaetcs PpenKkoB, COOTBETCTBYIOLMX NpPe3eHTaUui NoaAnUTU-
YECKOW ¥XMU3HM, TO 3Ta TEMa 3aC/1YKMBAET OTAENbHOTO PAaCCMOTPEHWA.
BaXKHO TONbKO NOAYEPKHYTb, UYTO KUCKA*KEHUEY, «AOMbICIMBAHMEN
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TpaHcAnpyemon nHGopmaLmMn B TOM AU MHOW CTEMEHWN CBOMCTBEHHO
COLMANBbHON KOMMYHUKALUKN KaK TaKOBOM, TPAHC/IMPYOLLEN MHEHUA
M TOYKW 3PEHUA COLMAbHbIX FPYNN U OTAENbHbIX AMYHOCTEN. [pyroe
AEN0, YTO COBPEMEHHble TEXHOJIOrMM OTKPbIIWU LuMpoYalilune BO3-
MOKHOCTU TaKOM TPAHCAALMMK, A TaKKe CO3HATE/IbHbIX MPAKTUK MaHW-
NyAIMPOBaHMA C NOMOLLbIO HeNpoBepeHHbIX GaKTOB, LOMbICIOB U T.1.,
B TOM YMCNE C UCNOIb30BAHUEM TEXHONOTNI OT 6OTOB 0 UCKYCCTBEH-
HOro MHTEeNNeKTa. BaXKHO OTMETUTb, YTO dENKM YaLLe BCEro MCNob3y-
tOTCA B LLeNAX HarHeTaHWA afapma, a TO U XOppopu13aLun ayautopum,
4TO, B CBOIO OYepesb, CTaBUT BayKHelLWYyo Npobaemy pacnosHaBaHuMsA
Takon nHbopmaumm n ee punstTpaunn. Ho B aHHoi paboTe, nosTo-
pOCb, 3Ta TEMATMKA HE paccmMaTpuBaeTcA.

NHbOTEMHMENT MOXKET paccmMaTpuBaTbCA KaK Pa3HOBUAHOCTb
¢$beMkoBOM NoAaymM TONbKO YCN0BHO. Peub naet He CTONBKO O NpaBau-
BOCTM WUJIM NOXKHOCTU KOHTEHTA, CKO/IbKO 0 popmaTe, NCNONb30BaHUE
KOTOPOro Hayanocb CO CHUXEHMUA A0AN MHGOPMaLUKU O NOAUTUKE B
HOBOCTAX 3a cYeT 6o/iee WNPOKOro OCBELLEHNA HOBOCTEN KyNbTypbl,
CMopTa, a TaKXe NnepeHoca BHMUMAHMA ayaUTOpUM C COObITUIA Ha OT-
AenbHble INYHOCTM, MOABAEHUA XKYPHA/MUCTOB B Kafpe HapaBHe ¢
y4YacTHUKamu cobbiTnin. ObycnoBAEHO 3TO ObIIO NAafEHMEM MHTEPECa
ayaAUTOpPUM K HoBOCTAM B 1980-€ rogbl 1 HEOBXOANMMOCTbIO NOAHATUS
NX penTUHra. Bckope HOBOCTU CTa/IM MOHTMPOBATLCA C GparmeHTamm
NONYAAPHbIX KNHOPUIBMOB M aXKe C aHMmaunei. NMpumepom marko-
O UHTEIIUFEHTCKOrO MHOTEMHMEHTA MOTYT CAYKUTb NapdeHOBCKNe
«HamegnHun» B ctunmctuke «doppect famna».

MocTteneHHO NpakTMKa MHGOTEMHMEHTa pPacnpocTpaHuaach Ha
NPe3eHTALUIO NOINTUYECKOM KU3HU HEe TONIbKO B HOBOCTAX, HO U B
MOJIMTUYECKON aHA/IUTUKE, TOK-LIOY MOJNTUYECKOM TemMaTuku. Mpe-
3eHTaumsA NONTUYECKOM KMU3HU BCe Boblue NpeBpaLanach B Tene-
neppopmaHcsl.

HaunHaa ¢ 2014 roga, TeNeHOBOCTM CYLW,ECTBEHHO MOTECHWUAMU
Aaxe cobcTBEHHO pa3BneyeHus. ke B ceHTabpe ce3oHa 2014-2015
roga CywWweCcTBEHHO YMaau PeNUTUHIM, TaKMX KaHanoB Kak «KynbTypa»
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(Ha 25%), CTC (Ha 14%), «Nepeu» (Ha 17%), HTB (Ha 11%). U npn aTom
3aMETHO BbIPOC PEUTUMHI KaHanos «Poccua-24» (cyry6o HOBOCTHOM
TenekaHan, pocT Ha 175%), «3Be3ga» (TenekaHan MnHob6opoHbl PO,
pocT Ha 8%). Ocobo Bneyatanam TenekaHan «LifeNews», 3a rog nocne
3aMycKa BbllieALWwnii Ha BTOPOE MECTO MO CPeAHECYTOYHOMY BPpEMEHM
NPOCMOTPOB Cpean HOBOCTHbIX KaHanoB.. Mo noacyetam TNS, 3pute-
N B cpegHem cmoTpenu KaHanbl «Poccua-24» — 50,4 MUH. B 4€EHD,
«LifeNews» — 31 muH., «doxab» — 21 MuH., a KaHan PBK — meHee
20 MUH.

Mo MHeHMI0 pyKoBOAUTENEN 3TUX KaHaNoB WU HEKOTOPbIX 3KC-
nepToB [26], Takas AMHAMMKA 0OBACHANACL TEM, YTO «/1t0AM HE XOTAT
pa3BieKaTbCA, OHU XOTAT OPUEHTUPOBATLCA B TOM, YTO MPOUCXOAUT
B Mupe». KOHeYHO Ke, cama NOAMTUYECKasA MOBECTKa BHECNA cylie-
CTBEHHble KOPPEKTUBbI. HO Npu 3TOM BaKHENLYO Posib UrpaeT no-
[a4a HOBOCTHOIO KOHTEHTa. Bo-nepBbiX, B CaMmnx HOBOCTAX MOJINTUKA
NPaKTUYECKKN BbITECHMNA Apyrue cdepbl KM3HM, a, BO-BTOPbIX, AaKe
HOBOCTM 3KOHOMMUKU, KYNbTYpbl, HayKK, cnopTa 6blav NoAnTUIMpPO-
BaHbl A0 Npeaena. HakoHel, B-TPeTbMX, HOBOCTHOM KOHTEHT COMpPO-
BOXAA/CA U JONOAHANCA 0OCyKAeHUeM cobbITUA B CTpaHeE M mMuUpe
Ha obLecTBEHHO-NOAMUTUYECKUX Woy Tuna «[oeguHKa» U «Beyepa»
B. Conosbesa.

Mpuyem camu Takme obcyKaeHMA, a CO BPEMEHEM M MX MoAaya
NPOUCXOAAT HA BbICOKOM 3MOLMOHANBHOM rpaayce. I AOMUHUPYIOT
amoumm arpeccun. flaxke npoctomy Habntogatento, Kakoe-T0 Bpems
He CMOTpeBLUeMY OTeyecTBeHHoe TB mau Bo3spallatowemyca m3-3a
pybexa, bpocaeTca B rnasa M ylWW NOBbILEHHAA TOHA/NbHOCTb «06-
CYXXAEHUIN»: AEMOHCTPATMBHbBIM KPUK M arpeccuBHocTb. K. fopaeesa
Ha3Basia TaKyH CTUJINCTUKY «A3bIKOM HeHaBUcTu» [27].

Mo3aHeCcoOBETCKUE NOUTUYECKME TENEHOBOCTU U 0COHBEHHO aHa-
NINTUKA BEAUCb — NpPU BCEN MAEO0N0MMYECKON CTPOroCTU — BHELLHEe
CNOKOWMHO, 6e3 HaapbiBa. Euwle B KoHUe 1980-x — Havane 1990-x Ha TB
roBOPW/IN CMOKOMHO, AaXKe apryMeHTUPOoBaHHO. [OCTaTO4HO BCMOM-
HUTb «B3rnag», «Mocne nonyHoun», «latoe Koneco». A Tenepb Ha
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TB npurnallaoT y4aCTHUKOB M «3KCMEpPTOB» MO KPUTEPUIO UX «OpY-
YecTu», HelOCTaTOK KOTOPOWN MOXKET «npoBadanTb Becb xann» [27].
He cnyuaiiHo B npsmom 3dupe, B TOM YUCIe — B «aHAUTUYECKUXY»
TOK-LIOY BCEe Yallle KPMK U oCKopbaeHMsa nepexodaT B NPAMOe Hacu-
NMe, NHOTAA AaKe B MacCoBYHO MOTAcOBKY. MoAUTMKA NpeacTaBaseTca
B CTUANCTMKe «[loma-2», a TO Ae/10 3aX0AMT U eLle Aasblue.

3pennuHocTb He obxoantca 6e3 cmexa u Becenbs. Cmex — npo-
ABJEeHME NO3UTUBHOMN 3MOLMK, CBA3AHHOM C TOPXKECTBOM KENAEMOTO
[OMKHOIO Haj, HECOCTOATE/IbHBIM OTK/IOHEHMEM OT 3TOFO KENAEMOTO
AOIKHOrO.

MOoMKeT NPaKTUKOBATbCA CO3HATE/IbHO epHMUYECKasa nogaya nonu-
TUKK. TaK, BeayLmii MiBaH YpraHT, CYUTALOLLMIACA CAaMbIM OCTPOYMHbIM
POCCUMCKMM TenesBeayLwum, o4epesHON BbINYCK CBOEN OAHOUMEH-
HOW Nporpammbl «BeyepHuit YpraHt» Hauyan c HOBOCTM 06 apecTe mMu-
HUcTpa A. YntokaeBa: «CerogHa mbl HAYMHaem Nepeaayy 4OCTaTOYHO
HeobblYHO U HeoXKMAaHHO. [leno B TOM, YTO rocTem Halen nepeaa-
4M cerogHa AoNXKeH 6bla ObITb MUHUCTP SKOHOMMUYECKOFO Pa3BUTUA
Anekcelt Ynokaes. (Cmex B 3ane.) Ho no He3aBUCALWMM OT Hac Npu-
YyMHam (XOXOT B 3a/1e), K COXKaNEHUIO, CbeMKA CEroAHA OTMEHAETCA».
M nosacHun passecenunslerica nybavke: «JJoporne apysbs, He Bpems
ceryvac yntontoKaTb (MHOTO3HAUUTENBHAA Nay3a, UCTEPUKA B CTYAUM).
[NaBHYtO HOBOCTb CErOAHSALIHEro AHA Bbl 3HaeTe. CerofHa HOYbO MO
NoOA03PEHUI0 BO B3ATKE 3aJePKavM MUHUCTPA SKOHOMUYECKOTO pas-
BuTUA. (TOHKas ynblbKa.) Bce BnepBble: 3a4epKaH MUHUCTP, BNepBble
B3ATKa (HenpeKpallatoLmMnca XoxoT nyo6anku)» [28].

[na BbICMEMBaHUA OMMNOHEHTOB MCMOAb3YHTCA He MPOCTO Mo-
CTQHOBOYHbIE MPUEMbI, a NPUIIALLEHNA B CTYAMIO NepCoHaxel (sKo-
6bl NpeacrasuTenei nmbepanbHoi obwecTtBeHHOCTH, cTpaH HATO m
T.N.), KOTOPLIM CNEeUManbHO ONAaYMBaETCA PO/b NevanbHbix MNbepo,
Hag, KOTOPbIMM MO NOJAHON (BNAOTb A0 U3BMEHUA B CTYAUMN) U3aeBa-
toTCA Becesble Ap/IEKMHO. B 3TOM caydaeT peyb MAET HE O AUCKYCCUM,
He 0 MonemMMuKe M Aaxe He o nponaraHge. MNpocto gemoHcTpupyeTcs
HPaBCTBEHHAsA, WHTENNEKTyanbHaA M Aarke ¢uM3nYecKana HecocTos-
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TEeNIbHOCTb OMMOHEHTOB, C KOTOPbIMWU HE TO YTO CMOPUTb HE O YeM —
HaZlL HAMM MOKHO TONIbKO Hab/1l04aTbh cMexa paau, Kak 3a YKUMKaMu
obe3baH B 300napkKe. MymnmBan «prkayka» Hafg 3aBe4omMO cabbim,
NMOBEP!KEHHbIM — 3aHATUE HEYUCTOMIOTHOE, HO B KAKOM-TO CMbIC/IE,
HaBepHOe, N0JIe3HOE B MNCUXOTEPANEBTUUYECKOM NAaHe — AA CHATUA
cTpecca M NpPeogoneHna KOMNAEKCOB YYaCTHUKOB TaKUX «CMOPOB» U
nx sputenein. HecnyyaitHo 3. ®peing Buaen B CMexe NpopbIB arpec-
CMBHOrO 6ecco3HaTeNbHOro, MOAYEPKMNBAA, YTO MUMMKA CMEHOLLLEroCs
He OT/IMYaeTcA OT arpeccMBHOro ockana [29].

OTanume ot KoHua 1990-x B Tom, 4TO, ecnu J1. MapdpeHoB AeMOH-
CTPUPOBAJ UHTENJIEKTYA/IbHYIO MPOHUIO C LUMPOKUM KY/IbTYPHbIM KOH-
Tekctom, a C. lopeHKo — adopUCTUYECKUIA CapKasM, TO HbIHELWHKe
NONINTUYECKME IOYMEHbI — MJIOCKYHO OAHOMEPHOCTb arpPeccMBHOrO
pecceHTUMeHTa.

CMmellHbl MULb HECOCTOATE/IbHbIE, TEPMALLME KPaxX HEAOCTATKU U
OTK/IOHEHMA: NNOXb, ABHO WM HeABHO pa3obsiayaemasi, HaKasyemble
CKYMNOCTb, /IEHb, IYyNocTb U T.4. OTKNOHEHWA, NOPOKN MOTYT TOpIKe-
CTBOBATb B KWU3HW (Hacunaue, Gpawmsm, pa3BpaTt M T.n.). B aTom cny-
Yyae NtoAAM He A0 cmexa, a bonee ymeCTHbl YyBCTBA HErogo0BaHMS,
omep3eHus, NpoTecTa, cTpaxa. CmepTb, 60/1€3Hb, HEMOLLb BbI3bIBAIOT
YyBCTBA YKa/lOCTU, COYYBCTBMA, OTYAAHUA, HO He CMex. BonbTepos-
cKan Gbopmysa «4TO CAENAN0Ch CMELLHbIM, HE MOXET BbITb ONaCHbIM»
BEPHa M B 06paTHOM NPOYTEHUU: KCMELLHOEe — 3TO TO, YTO He onac-
Ho». fopunana unm menBeab, BCTPeYEHHbIE HA BOJe, BbI3OBYT, CKOpee,
CTpax, CMeLLHbl OHW B KNETKe 300MapKa UM Ha apeHe LMpKa B CUTY-
auuun nosiHol 6esonacHocTn ans 3puTens. MNoatomy cmex — 3TO He
MPOCTO peaKkLma Ha OTKJAOHEHME OT COLMANBbHON HOPMbI: 3TO BCEraa
YyBCTBO MPEBOCXOACTBA, HPABCTBEHHOE YAOB/JETBOPEHWE, BbI3BAH-
HOe TOPXEeCTBOM HPABCTBEHHOW, NHTENNEKTYANIbHOM, NOANTUYECKOM
W T.[l. COUMOKYNbTYPHOM No3nUmnmM «mbi» [30].

Cmex — TopxecTtBylowan smoumnsa [31]. OH OogHOBPEMEHHO YT-
BEPKOAET OOAHU LLEHHOCTM U HUCMPOBEPraeT Apyrue, OH CnaaymBaeT
CMEIOLWMXCA N OTAENAET UX OT OCMENBAEMOro. [03TOMY CMEX U CYKUT
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OpyAMEM COLMANbHOIO AEUCTBUA, UCNOMb3YETCA ANA YTBEPHKAEHUA U
HUCMPOBEPIKEHNA KAKUX-TO HOPM B CaMbIX Pa3/IMYHbIX 06LLECTBEHHbIX
chepax, HaUMHaA OT NOAUTUKMN U NAEONOTUU N KOHYAA MEKIUYHOCTHbI-
MW OTHOLLEHUAMU. YA0BOIbCTBUE OT CMEXa BK/OYAET B CebA LIMPOKMIA
CMEKTP 3MOLMIA: OT 3/10paZCTBa U NPOCTOrO CHATUA HaNPAXKEHHOCTH, OT
NONIOKUTENbHOTO pa3peLleHms HeonpeaeneHHoCTH A0 ryboKol, oxBa-
TbIBAOLLEN BCE CYLLECTBO YesloBeKa paaoctu nobeabl.

B 3TOM CBA3M MOMXKHO rOBOPUTb O KayecTBe M mepe cmexa. Tak,
CMEX BbICTYMaeT TOYHbIM MHAMKATOPOM UAEHTUYHOCTU. C 0gHOWM CTO-
POHbI — KaK 0603HaYeHne 3Ton MAEHTUYHOCTH, He noasexallei oc-
MEAHUIO: B KaXKA0M Ky/nbType eCcTb TO, Haf YeM He CMEOTCA, U 3TO U
€CTb CaKpa/ibHOe A/17 HOCUTeel 3TOM KynbTypbl. Peub NAET He TONbKO
06 «ocKopbneHUn YyBCTB Bepylowux», a o bonee dpyHAaMeHTaNbHbIX
daKTopax coumanmsaumm U CamoCco3HaHuA.

C apyron cTopoHbl, Yem Bonee pa3BuTa KynbTypa B Hanpae/e-
HWUW NPaB JIMYHOCTU, ee AOCTOMHCTBA, TEM MEHEE IMYMIMB CMEX, TEM
pee OH HanpaBieH Ha JIMYHOCTb, TEM perke OH BoobLle HanpasBaeH
Ha ApYyroro v Tem 4alle Ha camoro cebn, Tem pexe XOXoT U Tem valle
BCTpeyvaeTca yblbKa. OAHUM M3 AOCTUKEHUN MUPOBOM LMBUAN3ALNM
N KYNbTYpPbl ABAAETCA Ha/NUYME CAEPMKAHHOCTM B cMmexe. [yMaHHbIR,
LWBWUIN30BaHHbIN CMeX Hanpas/ieH Ha 06beaANHEHWE, @ He pasbeau-
HeHue, He Ha OCMeAHNe TNYHOCTU, @ HA06OPOT — Ha NoavYepKUBaHUe
TOro, YTO 3TOT Ye/IOBEK Bbllle HEKOTOPbIX CBOUX C/1laboCTel N Heao-
CTaTKOB, He CBOAMM K HUM. Pa3BuTME CMEXOBOWN Ky/bTypbl MAET No
ABYM BEKTOPAM: OT pasry/ibHOro roMepuUYecKoro XoxoTa K ynblbke u
OT TOPXEeCTBa Hag, APYrMMM K CAMOCOBEPLLEHCTBOBAHMUIO.

To, 4yeMy M KaK CMeeTCA YeNOBEK, — eCTb CaMblii BEPHbIN Kpu-
TEPUN YPOBHA €ro WHTENIeKTyaNbHOro W COLMANbHOrO PasBUTHUA,
YPOBHS €ro Ky/nbTypbl, YPOBHA U XapaKTepa OCMbIC/IEHMA M NOHUMa-
HUA UM gencteutenbHoctn. 06 sTom nucan B «Mogpoctke» ©.M. [o-
CTOEBCKMIN: KCMEXOM MHOW YesioBek cebs coBcem BblAAET, U Bbl BAPYT
y3HaeTe ero noAHOroTHyto... Becenoctb Yenoseka, 3To camas Bblga-
loLLasn YeNoBeKa YepTa, C Horamu U pyKamu. MIHOM xapakTep AoAnro
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He pacKycuTe, a PacCMeeTcs YEeN0BEK... U BECb XapaKTep ero BAapyr
OKaXKeTCs KaK Ha NagoHu... Ecnm 3axoTute paccMoTpeTh YeoBeka, To
BHMKaiTe He B TO, KAK OH MOAYUT, UKW KaK OH FOBOPWUT, UM KaK OH
N1IayYeT, UK JarKe Kak OH BoJIHyeTcs 61aropogHeiwmnmm ngeanamu, a
Bbl CMOTPUTE €ro /lyylle, KOraa OH CMeeTcsA... CMeX eCTb CaMas BepHas
npoba gywwny. Cam cmex He Ao6p M He 30/1. KauecTBo ero 3aBUCUT OT
KYZIbTYPbl IMYHOCTU: A06pbIN YyenoBek cmeeTca AobpbiMm cmexom, a
3101 — 3/1bIM, YMHbIN CMEETCA NO-yMHOMY, a FynbliA — [yno.

Bce ynomsaHyTble Bbille MPaKTUKM 3KPAHHOWM pasB/ieKaTe/IbHOM
noAayv NOMUTUKU TPAHCAUPYIOT YNPOLLEHHbIW OMbIT U YNPOLWEHHbIE
amouum, besanennAaunMoHHbIN MOHOON, HECNOCOBHOCTL K BOCMpUA-
TUIO KPUTUKK. Be3oroBopoyHoe yTeeprKaeHMe cobCcTBEHHON No3MLmMm
33 CYET YHUKEHMA OMMOHEHTOB — NMBO UX OCMeAHUS, IMBO NpAMOro
OCKOpPBAEHMA M HACUANA B AyXe «MeXaHWYeCKon aprymeHTauum», a
TO 1 argumentum ad morti [32].

N ecnn noHavany B 3TOM TEHAEHUMM BMAENacb Lenb — rMokKa-
3aTb HEraTUBHbIN XapaKTep NOANTUKKN, HEHOPMa/IbHYIO, AEBUAHTHYHO
CTUIUCTUKY NOBEeAEHUs NONUTUKOB, OTBPATUTbL U OTB/IeUYb 3pUTeNsa oT
peanbHON Ny6ANYHOM NOAUTUKM, TO Tenepb 3Ta HecAeprKMBaemas
arpeccus U OeMOHCTPaTMBHbLIN, aKLLEHTUPOBAHHLIA Op NepexoaaT B
0bblgeHHOe 06leHne — A0CTaTOYHO MPUCAYLWATbCA K CTUAUCTUKE
oblleHMA B TpaHCNopTe, MarasuHax, mexay 64uM3Kumu. A3biK He-
HaBUCTU CTan Nyb6ANYHOM HOPMOW, Y3aKOHEH NpeacTaBAAEeMbIM Ha
3KpaHax NO/IMTUYECKMM KTAaCCOM: NOSIUTUKAMM, SKCNEPTaMM, KypHa-
nvctamu. Tenepb Ha 3TOM A3bIKE POCCUMIACKME rpaxkaaHe b6esanenns-
LUMOHHO KNenimaT, 06/11M4atoT, 063bIBaOTCA, «YKaTbIBalOT B acdanbTy,
«C/IMBAIOTY, «3aKPbIBAIOT» APYT APYra Ha yanue, 4OMA, B COLMANbHbIX
ceTax. irpa B 4eMOHCTPaATMBHOE NPEBOCXOACTBO Hag, ONMOHEHTaMM
obepHynack CoLManbHO-KYNbTYPHbBIM MHXUHUPUHIOM HEBPOTUYECKO-
ro COLMyma, YneHbl KOTOPOro CNOCOBHbI He K [0BEPUI0 U MUAOCep-
AMI0, @ K «cobayeHbio» ApYr C APYTOM.

Henb3s He NpuM3HaTb, YTO TaKas TEHAEHLUMA peayLmpyeT NoanTm-
YyecKoe yyacTue B NaccMBHOe noTpebsieHne roToBoro 3penuiua, AaBas
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HEeCOMHEHHbIe BO3MOXHOCTM «MNOJIMTUKE SKPAHa», MaccoBOro nosu-
TMYECKOro MaHUNyAMpoBaHMA. A c Apyroln — npeanonaraeTt Aonon-
HUTENbHbIE YCUANA, MOUCK GOopM conpaxKeHUA pexknumos on line u off
line B peanbHOM NOAUTUYECKOM YyHaCTUM.

BbiBoAbI:

® PaccmoTpeHHble cnocobbl Npe3eHTaLUmn NOANTUYECKOM KU3HU C
MOMOLLbIO 3KPAHHOM KynbTypbl BCe B HONbLUEN CTENEHU NpeBpaLLatoT
3Ty Npe3eHTaumio B TenenepdopMaHChbl, LLOY U pa3BieYeHUs.

e C 0HOI CTOPOHBI, 3TO CNOCOBCTBYET HapacTatowen TeHAEHUUN
peayKuMmn NOAUTUYECKOTO y4acTUA B NaccuBHoe notpebieHne rotoso-
ro 3penuniua, AaBaa HECOMHEHHbIE BO3MOMHOCTM KMOIMTUKE 3KPaHay,
MaCcCOBOr0 MO/IMTUYECKOTO MaHMUNYIMPOBAHMA.

¢ C Apyrov CTOpOHbI, 3TO NpeanonaraeT 4oNoNAHUTENbHbIE yCUAua,
nouck popm conpsaxeHuns pexkmmos on line u off line B peanbHom no-
JNIMTUYECKOM YHaCTUM.
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«CBET/1bIN NYTb»

B JEMOTIPA®UYECKUN TYMNUK:

O PYKOBO/ICTBE KUHEMATOIPA®OM
B COBETCKMIN MEPUNO/

AHHOTauuAa. B cTaTbe paccmaTpuBalOTCA 3Tanbl Pa3BUTUA COBETCKOrO KMHe-
matorpada Ha npoTakeHun 1920-1980-x rogos. KMHOMCKYCCTBO, C OAHOM
CTOPOHbI, PUKCMPOBANO ABNEHUA, BO3SHUKAIOLLME HA POCCUACKOM NPOCTPaH-
CTBE M B COBETCKOM 0OLLECTBEHHOM CUCTEME, C APYroi — NOAYUHANOCH pac-
nopsxeHuam KommyHuctuueckot naptum Cosetckoro Cotosa, pyKoBoAas-
wen paboton KMHemaTorpada. B Kakgom AECATUNETUM COBETCKOM 3MOXu
6blIN CHATbI KUHOOWNBbMBI, B KOTOPbIX PEXMUCCepbl NbITaUCh COBMECTUTD
TpeboBaHWA NapPTUIHBIX MAEONOTOB C PeasuaAMM Xu3Hu. 1920-e roabl H6b1u
BpeMeHeM MOMUCKa CIOXEeTOB, COOTBETCTBYIOWMX PEBONIOLMOHHOMY Bpeme-
HW, Korga 6blIM co3aaHbl KNaccuyeckne KapTuHbI COLMANUCTUYECKOro pe-
anu3ma («Crayka» u «bpoHeHocel, MoTeMKMH»). MOCKONbKY B COBETCKOM
npokate GpuAbMbl O PEBOMOLUU U ee reposx He Oblan BocTpeboBaHbI, B
30-e rofibl MOWMCKM CIOKETOB M 06Pa3oB COBETCKOrO KMHOMCKYCCTBA Bblnn
npoAo/KeHbl. TBOpUecKoe 0CBOeHUe GONbKAOPHOro Koaa Mo3BOANIO CO-
BETCKOMY KMHO 30-X rogos He NPOCTO 3aBOEBaTb MAaKCMMaNnbHO LUMPOKYHO
3pPUTENIbCKYI0 ayAUTOPUIO, HO CTaTb MO-HACToALEeMY N0O6UMbIM, NOAMHHO
HapoaHbIM MCKyccTBOM. OfHAKO AMana3oH YyBCTB, [03BOJIEHHBIN reposm
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COBETCKOro 3KpaHa, bbln KpailHe [403MPOBAHHbIM W OrPaHUYEHHbIM: /t0-
6UTb Had/eXXano NapTuio, NPO/seTapumaT, ydeHne MapKCUM3Ma-SeHUHNU3MA,
ropAa4yo HeHaBMAA BParoB naptu u pesontoumun. Mostomy ana CoseTtckoi
3MOXM XapaKTepHbl GUNbMbI, FAe repoun MepTBYIOT CBOEN ANYHOW KU3HbIO
paau obuwectseHHON. ClugHapuUCcTam, peskmuccepam v akTepam NpPUXoAnNoCh
coBepllaTb HEBO3MOXHOE, YTOObl COBMECTUTb MHTEPECHYIO TEMY C NapTUii-
HbIMW yCTaHOBKamu. Mpn 3Tom A0 Hayana nepecTpomnku Tema nobeu u ce-
MeMHOM KM3HM Bblna CTPOro A03MPOBAHHOM, MPUOPUTETHBIMM BblIN BbICO-
KMe NPOU3BOACTBEHHbIE AOCTUXEHMA. BONbHO MAN HEBONbHO, HO MMEHHO
KnHematorpadom 6binn 3aduKcMpoBaHbl gemorpaduueckne npobaemsl,
BO3HMKLLME B COBETCKOM 0bLIEecTBe, NOCTENeHHO HapacTaswue u obycio-
BUMBLUME NEPECTPOYHbIE NPOLECChl BTOPOI Noa0BMHbI 80-X rogos XX BeKa.
KnioueBble cnosa: kuHematorpadp, KNCC, mudonormsa, ngeonorusa, gemo-
rpadus, NnepecTpoika, cembs.
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THE DEMOGRAPHIC DEADLOCK
OF THE “BRIGHT PATH”:
ABOUT THE DIRECTION OF
CINEMATOGRAPHY DURING
THE SOVIET PERIOD

Abstract. The article examines the stages of development of Soviet cinema-
tography between the 1920s and the 1980s. The art of the cinema, on the
one hand, fixated various phenomena arising in the Russian space and
in the Soviet social system and, on the other hand, followed the orders
of the Communist Party of the Soviet Union, which guided the work of
cinematographers. In every decade of the Soviet era there were films made
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in which the directors tried to reconcile together the imperatives of party
ideologists with the realities of life. The 1920s were a time of search for
subject matter corresponding to the revolutionary time, the time of the
creation of the classical films pertaining to the aesthetics of socialist realism
(«The Industrial Protest» and «Battleship Potemkin») were created. Since
within the Soviet film distribution movies about the revolution and its heroes
were not in demand, in the 1930s the search for plots and images of Soviet
cinematography were continued. The creative absorption of the folklore
code made it possible for the Soviet cinema of the 1930s not merely to win
the greatest amount of audience, but to become a truly popular art, which
was veritably on demand. However, the range of feelings the heroes of the
Soviet screen were permitted to express was extremely dosed and limited:
To love the party, the proletariat, the teachings of Marxism-Leninism, and
to hate ardently the enemies of the party and the revolution. Consequently,
the Soviet era is characterized by movies in which the main protagonists
sacrifice their personal lives for the public life. Screenwriters, directors
and actors were forced to make impossible efforts to combine interesting
subject matter with the demands of the Party. At the same time, before
the beginning of Perestroika the theme of love and family life was strictly
limited, since priority was given to the subjects of great industrial production
achievements. Whether willingly or unwittingly, but it was cinematography
which fixated the demographic problems arising in Soviet society, which
gradually built up and stipulated the processes of Perestroika in the late
1980s.

Keywords: Cinema, Communist Party of the Soviet Union, demographics,
mythology, ideology, rebuilding, family.

KntoueBolt BONpoC BCEM UCTOPUM KMHO: Kak duabMbl BO3aeN-
CTBYIOT Ha 3puUTenei U Kak 3putenn Bo3gencTByoT Ha ¢uabmbl? [1,
c. 7-15]. B 3aBMCMMOCTM OT KOHLLENTYasIbHbIX NOAXOAOB K peLleHUnto
3TOM NPOo6aEMbI MOXKHO FOBOPUTbL O ABYX MCCeA0BaTEIbCKUX Hanpas-
neHunAx B Teopum KnHo: XK. enesa — T. dnb3eccepa n M. XareHepa.

CornacHo KoHuenuun Oenesa, mup GopmMmupyeTcs ¢ NOMOLLbIO
KOHLLENTOB «06pa3-aABusKeHue» n «obpas-spemsa». B 3aBucmmocTy ot
[OCTOBEPHOCTUN M306paxKaemoro, KMHO OKasblBaeT rybokoe ncuxo-
NormMyeckoe Bo3AeincTBue Ha 3puteneit. NMpuymnHa 3aka4YaeTcsa B TOM,
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YTO CMHTETUYECKas NPUPOAA KMHOA3bIKA MO CTeneHn rMybuHbl U MHO-
rOrpaHHOCTM HAaMHOrO MPEBOCXOAMT XYAOXEeCTBEeHHYH 06pa3HOCTb
WHbIX UCKyccTB [2, c. 5]. Kak KpaliHe napaAoKcafibHbI M NPOTUBO-
peuunBbIA BUA, UCKYCCTBA, cneundmyeckuii ans XX Beka, KMHO BblaaeT
WANO3KI0 33 peasibHOCTb. [103TOMy «KMHO pasgenset ¢ XX B. camyto
OCTPYIO €ro OHTONOMMYECKYHO M 3CTETUYECKYLD Npobiemy: npobnemy
pasrpaHMYeHnn TeKcTa u peasnbHocTu» [3, c. 130].

dnb3eccepom U XareHepom KuHematorpa¢d BOCNPUHUMAETCA 4ye-
pe3 Npu3my Ye0BEYECKOro Tefa: Kak OKHO M paMKa, ABepb, 3epKano,
rNa3, KOXa, OpraH cayxa U MO3r. 3TO NO3BO/AET NEPENTU OT U3yYEHMUA
LUKO/ U ABUMKEHMUI K BbICTPAMBAHWUIO TEOPUM KMHO BOKPYT OTHOLLEHU
MeXAY MUPOM KMHO M MUPOM 3puTeNs. MOoMHbIN CNeKTp cyLecTByoLLe-
ro 3HAHWA O KMHO PACCMATPUBAETCA C NO3ULUIA MEXANUCLUMNIUHAPHOTO
noaxoAa, rae «GuUnbm 1 3puTeNib — NapasuT N X03AMH, OKKYNMpytowme
APYr Apyra, Noka He 0CTaHEeTCA TO/IbKO Ta PeasibHOCTb, YTO pa3Bopaymn-
BaeTCcA, MOKa OHa 3aBopaymMBaeT coboit, n HaobopoT» [4, c. 36].

CornacHo dnb3eccepy v XareHepy, dUibM MOXKET U3MEHUTb Cyabby
YyesloBEKa M ero NpeACcTaBNeHUA O KU3HU, KOTAA B HEM CKPbITbl Kakne-
TO OYEeHb /INYHbIE, MHAUBUAYANbHbIE CMbIC/bl, HO O4HOBPEMEHHO OH
BMMCaH B pasIMyHble Ny6UYHbIE ANCKYPCbI U MAEONOTUN C LIebio NoA-
YMHWUTb, TPAHCPOPMUPOBATbL N UCKA3UTb BOCMPUATME 3pUTENEN.

MpuumHoi NoaobHbix MaHunyaauuii 8 CCCP P.M. MepenbteiH
Ha3blBAET NOMbITKY NOCTPOEHUA pas Ha 3emsie B BUAE MAEATbHON COo-
LManbHO-NOAUTUYECKOM cuctemsl [5, c. 37]. MOXKHO 1M BbISABUTB CTa-
HOB/IEHME, PA3BUTUE U KPYLLUEHWNE COBETCKOM YTOMUM NO MaTepmanam
COBETCKOro XyA0XeCTBEHHOrO KMHO? MpoAyKTUBHO K U3yyeHne ob-
LLLeCTBEHHOI0 CO3HaHMA coBeTCKoM anoxm? Mo aaHHbim O. lopbauesa,
3TO peasibHO, NOCKO/IbKY KMHO NPU3HAHO UCTOYHUKOM MHPOPMaL MM B
noboii chepe KM3HU 0bLWecTBa [6]. Ha NPUHLMNMANBHYIO HEYCTPAHK-
MOCTb UCTOPUYECKOrO BPEMEHU U3 XYLO0MKECTBEHHOW TKaHW puabma
yKasbiBaeT H. MapueBcKas [7, c. 24]. bonee Toro, MHOrMe KMHOKapTU-
Hbl ABNSAOTCA MHOIOCAOMHbIMKW NPOU3BEAEHUAMM, BHE 3aBUCMMOCTH
OT MAEO/IOTNYECKOro AMKTaTa U aBTOPCKMX HaMepeHUi, onpeaensaet
A. ConuH [8, c. 8].
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C 0ogHOM CTOPOHbI, KMHO OTpakaeT Kakue-To pparmeHTbl Kap-
TUHbI MUpA, C APYron — npeobparkaeT AencTBUTENbHOCTb. CnUcTeMa
AONIKEHCTBOBAHMI M 3aNpeToB, AEMOHCTPUPYEMAA HA 3KPaAHe, B TOM
AN UHOW Mepe, BOJIbHO WM HEBOJIbHO YCBaMBaETCA 3PUTE/IbCKOW
ayautopuen [9, c. 128]. UccnepoBaTenn coBeTCKOro KuHemaTorpada
— B. Mepuos, /1. Ckopogymos, A. TpossHoBCKMi1, P. Ernasapos 1 apy-
rMe yxe B nepBoi TpeTu XX BeKka BUAENN B KMHeMaTorpade BaxKHoe
CpeAcTBO co3aaHuA 06pa3a Yenoseka. OHM aKTUBHO BE/IM COLMOIOMU-
YyecKkue uccneoBaHuA 3pUTENbCKON ayauTopum U NPOU3BOACTBEHHO-
TBOPYECKMX FPYNn ANA Nyylleld opraHusaumm kuHogena 8 CoBeTcKom
Poccum [10, c. 320]. Ho npu 3anycke ¢p1MAbMOB B MPOU3BOACTBO ONPOC
06 X COOTBETCTBUMN UAEMNHO-NOIUTUYECKMM KPUTEPMAM OKa3blBaCs
6onee BarKHbIM, YeM pe3yabTaTbl COLMONOMMYECKUX UCCNea0BaHMUM
M 3aMepoB COLMOKYNLTYPHOM cUTyaummn B chepe KMHoONOTpebeHus.
HecoBnageHne MHTEpPeCOB KMHO U 3pUTeNA NPUBENO K MONHOM NoTepe
KOHTaKTa C MaccamMu Ha NpoTaAKeHMu XX BeKa, pacnagy CUCTEMHbIX
cBA3el B KMHonpouecce [11, c. 12].

B mepBbIXx NOCTNEpPecTpoeyHbIX nccneaoBaHnAx KuHematorpada
KaK COLMaNbHOro MHCTUTYTA Bblnn caenaHbl BbIBOAbI O €70 LLEHHOCTH
B npouecce NepBUMYHON coumanmsaumun. B pabote I. [0N10BUHCKOTO
«KomnosuTop u donbkaop» roBopuTca, 4To B Nto60K cTpaHe npespa-
TUTb OTAENbHYIO IMYHOCTb B IMYHOCTb KOJLTIEKTUBHYIO NOMOraeT ¢ponb-
KNOp, ABAAIOWMNCA KONbIOEbIO CambiX pasHbiX NPodeccMoHanbHbIX
NckyccTB. OAHaAKO NMOCKO/bKY GONBKAOP CTapaTeNbHO M3rOHAACA U3
PYCCKOrO HaLMOHaNbHOrO KuHemaTtorpada, apxeTmnuyeckme obpassl,
CHOYKETHbIe MOTUBbI HAPOAHOM CKAa3KM YacTo UL yraabiBatoTca nMbo
Mo OTAENbHbIM AeTanAM, 60 No obbIrpbiBaHUIO aTPUBYTUKM CKA3KK
[12, c. 202].

M. LWapanosa [13, c. 7], B. KopwyHos [14, c. 27] BblgenstoT psag,
6a30BbIX aPXETMNOB, KOZO0B, BCTPANBAEMbIX B TKAHb XYA0XKECTBEHHbIX
KapTUH OTEeYEeCTBEHHOro KuHemaTorpada, BAUAIOWNMX HA 3puUTeNb-
CKoe BoCnpuATME. ITO XapaKTepHO He TO/IbKO AN COBETCKOro, HO U
MMWPOBOro KMHematorpada, rae apxeTunbl, COFIACHO UCCNEA0BaHNIO
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P. MaKKu, nepexoanT us KynbTypbl B KynbTypy [15, c. 10]. B coBeTcKOM
KMHemaTorpade GponbKnopHble CLOXKETbI MOMOraan co3gasaTb mud o
CamoMm cnpaseaiMBom obuiecTse.

Camoe macwTabHoe wUccnefoBaHWe 3apOXKAEHUA, Pa3BUTUA U
pacnaga KONNEeKTUBUCTCKOro MuUda COBETCKON WAEO0NOTMWN Ha MaTe-
puane NCTopMM OTEYECTBEHHOTO KMHemaTorpada nposeseHo E. Map-
ronMTom. Bnepsble nccnenosatens onpeaesns, YTo COBETCKOE KMHO
M COBETCKOE roCyAapcTBO PACTyT U3 OAHOrO0 KOPHA, NMOCKO/bKY OHM
— CYTb NOPOXAEHMA PEBONIOLMM KaK FPAHAMO3HOIO UCTOPUYECKOTO
cnoma [16, c. 9]. MocKoNbKy y HUX 0AHa 3afada (M NnpeameT) — Kap-
ANHanbHoe npeobpasoBaHMe MUpa, TO U NepeaesnKka, NepemMoHTaxK
NPOCTPAHCTBA M 4Ye/sIOBEKA MPOMUCXOAAT UeseHanpasieHHo. B cuny
cpabaTblBaHMA KoAa KyAbTypPHOrO MpPOCTPAHCTBA, KOTOpOe XoTenwu
nepecosaatb U XYAOXKHUKM, U BONbLIEBUKK, MPOEKT rpaayLLero nae-
aNbHOro obuecTBa BbICTPAMBACA B JIOTMKE TPALULMOHANMUCTCKOIO
[OMYHOCTHOTO CO3HAHWA, XapaKTePHOro A1a ero HocuTenei — kpe-
CTbAH, Ha KOTOPbIX, B CUNY UX aBCONOTHOrO BONBLUMHCTBA, ONMPANach
COBETCKanA B/acTb. BbiaBaeHMe apxeTUnuyeckmx ob6pasoB — OT OXMU-
BAIOLLEro HEXMBOro A0 ugeanoHoro OTUa M ganee 4O KY/AbTypPHbIX
repoes B nnue MBaHyLWKK-gypadKa 1 301yLWKK U T.4., — B METOA0-
NIOTMYECKOM NJ1aHe Ypes3BblYaHO BaXKHbI A/1A BCEX MUcCneaoBaTenein
COBETCKOro M MOCTCOBETCKOro KMHemaTorpada. B nnaHe obpasHoro
BOCNPUATUA TeopuA KMHO E. Maproanta nepeknmkaeTcsa C y>ke ynomm-
HaBLwewnca paboTtoi T. dnb3eccepa u M. XareHepa, 4To GUAbMbI, KaK
BMPYCbI, HE MCYE3aIOT M OKA3bIBAOT BANAHME HA PABHbIX C BOCMOMMU-
HaHWAMM O MPOLLIOM U C IMYHBIM ONbITOM. EC/1M Ke roBOpUTb O CyLL-
HOCTW COBETCKOro rocyAapcrsa, — yTonNuM — TO C/IENOe ClefoBaHue
NOTUKe COoBETCKOro mmda NpuBeno K nposany gemorpaduyeckon no-
NIMTUKK CTpaHbl. MepBOHAYasibHOE HaKOM/IEHWE KarnuTana COBETCKOM
HOMEHKATYpOW, 3aTAHyBLeecsA bosiee YeM Ha ABa AeCcATUNETUA, YCY-
ryouno aemorpaduyeckme npobnemol. B HacTosee Bpems NpopbiBs-
HOe Hay4HO-TEXHO/IOMMYECKOE U COLMAbHO-3KOHOMMUYECKOE Pa3BU-
The Poccuinckolt degepaumm Hanpsamyto CBA3bIBAETCA C yBEUYEHUEM
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YMCNEHHOCTM HAaceneHua CcTpaHbl. HO NOCKONbKY NOCTCOBETCKOE pas-
BMTME OCHOBAHO HA UCNO/Ib30BaHNKN HeoTpedIeKCMPOBAHHbIX 0610M-
KOB COBETCKOM MUGDONOrMK, CTPOALLENCA Ha NPUHLMUMNE MOCTOAHHOM
«¥KepTBbl BO UMA....», bepeyb CBOW HapPOA rocyaapcTBo TaK U He Ha-
yumnocb. CornacHo meanaHHomy nporHo3y OOH, «4nMcneHHOCTb Ha-
cenenmna Poccum K cepeanne 2030 roga cHM3nTCA Ao 138,7 munnmoHa
YyesioBeK, € BepoATHOCTbI0 80% coctasuT oT 136,3 oo 141,1 munnmoHa
YyenoBekK, a ¢ BepoATHOCTbIO 95% — ot 135,1 no 142,5 munnanoHa ve-
nosek» [17, c. 14]. AsuxkeHne B gemorpadmnyecknin TynuK, Hayatoe
C MOMEHTa BO3BEAEHUA «MeCTa, KOTOPOro HeT», NPoAo/KaeTca, no-
3TOMY MUCCNea0BaHMeE 3TOrO NPOLLECCA «I/1a3aMmM» COBETCKOTO Xy0XKe-
CTBEHHOIO KMHO AB/IAETCA aKTya /IbHbIM.

Kak ntoboe nognnMHHOE MCKYCCTBO, KMHO OMepeskaeT CBOK 3MOXY,
3arnagbiBaeT Bnepesa, ABAAETCA NPOBO3BECTHMKOM rpAaAyLLEro, TOro,
YTO B A@HHOM 0bLWECTBEHHOM CUTYaL MK eLle To/IbKO Ha3pesaeT [18, c.
4]. 3TM U3MEHEeHMSA He Bcerga o4eBMAHbI A1 CAMOro XyAOXKHUKa, Npo-
N3BEeAEHUS KOTOPOro NPeACTaBAAKT COBON MHOTOC/OMHbIE KTEKCTbIY.

Uenb cratbh — ucCcAeaoBaHME COBETCKMX KMHOPUABMOB Kak
TEKCTOB», C OAHOM CTOPOHbI, GOPMUPYIOLLMX COLMANUCTUYECKOE
06LLecTBO, C ApYyrol — 3aneyaT/sieBalomMX KHEBUAUMbBIE M He3anna-
HWUPOBAHHbIE» MNPOLLECChI, TponcxoaaLimne B sTom obuecTse.

Hauanom atux npoueccoB ctan OKTABpbCKMIA nepesopoT 1917
roga, nocse KOToporo 60nbleBUKM NPUCTYNNAN K NOCTPOEHUIO CO-
unanucTnyeckoro obwectsa. Ero cosgaHue cBAsbiBasock ¢ popmu-
pOBaHMEM HOBOM, COLMANUCTUYECKOW XYAOKECTBEHHOW Ky/AbTypbl.
MockonbKy KMHematorpadp mMor ogHOBPEMEHHO BO34EMCTBOBATb Ha
MHOTOMMWIIMOHHYIO HErPAMOTHYIO ayAaMTOPMIO, B MOCTPOEHUN HOBOM
Ky/NIbTypbl MYy OTBOAW/IACh Ba*KHEMLWAs pPoib.

CHavana cnegoBano paspyLnTb YCNEWHO KOHKYPUPYIOLLYIO C 3a-
pybexHbIMU pUpMammK AOPEBONOLMOHHYIO KMHEMATOrpaduio 1 cos-
0aTb WAEONOTMYECKM MOCAYLIHYIO rocyAapcTBeHHyto. Mpeanpuatma
YyacTHoM poTOKMHOMNPOMbIWAeHHOCTM B CoBeTckon Poccum Bbiin Ha-
LMoHannsnposaHbl Jekpetom CoBHapKkoma ot 27 asrycta 1919 roga
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[19, c. 473—-474]. MNMpaBaa, BbINOAHAA IEHWUHCKYIO 33434y NpPoM3BOA-
cTBa PUAbMOB, MPOHUKHYTbIX KOMMYHUCTUYECKUMU NOAEAMMN U OTpa-
KaloLLNMX COBETCKYIO AENCTBUTENIbHOCTb, NPULLAOCE NOBTOPUTE MUPO-
BOM M POCCUIACKUIA OMbIT NEpexoaa oT AOKYMEHTA/IbHOro K UrpoBOMY
KNHO. Tem He meHee ewe B mapTe 1919 roga Ha Bocbmom cvesae PKI
(6) B pezontouunn «O nonUTUYECKON NponaraHae v KynbTypHO-NpocBe-
TMTeNbHOM paboTe B AepesBHe» Oblaa NocTaBNeHa 3a4ayva MCNo/b3o-
BaTb KMHemaTorpad gas NoAMTUYECKOM nponaraHabl B aepesHe [20,
c. 112]. NocKonbKy AeHer y COBETCKOro rocyaapcTea He 6bls1o, Xpambl
npespaLLanncb B KNHOTeaTPbl. TemM caMbiM 3KOHOMUAUCL AEHbIN Ha
CTPOUTENIbCTBO, @ LLIEPKBM A0/IKHbI Obl1M HANOJAHUTLCA aTEUCTUYECKMM
coaepraHMem, OTBAEKas HErPAMOTHbIN HAapPOL OT PEAUTUM.

YCTaHOBAEHUIO MAPTUMHOIO KOHTPONA Hag, KuHemaTtorpadom
cnocobereoBan Xlll cvesg PKM (6), coctosswuiica B 1924 roay [21,
¢. 271-272]. MoHononusa focknHo CCCP 6bina He3bibnema go mas 1986
roga, korga V cbess KMHemaTorpaducrtos ocsoboausaca ot napTUiAHO-
ro guKTaTta [22, c. 56]. Bce atn gecAatuneTna peneptyapHas NoiMTUKA
COBETCKOro KmHemaTorpada $akTMYeCKU pa3BMBasiach B pycae npea-
CTaBNEHWUI oaHOro U3 pykosoguTenein Mnaspeneptkoma [. BaaxuHa,
KaTeropMyecKkn NpoTecToBaBLIEro NPoTUB n3obpaxKeHna HOBOro ObiTa
B pa3pese 6payHbIX 1 NOMOBbIX B3aUMOOTHOLLIEHWNIN, 0CO6EHHO NPOTMB
YCTaHOBKM TO/IbKO Ha pOMaH, cemblo 1 n0boBb [23, c. 99].

Bo3MoXKHO, 3TOMy crnocobcTBoBana OypHasa ceKkcyasibHaa pe-
Bo/tOUMSA, nocnegoBaBwasa nocne OkTabps 1917 roga, BCieacTeue
06bABNEHNA BCeoblero paBeHCTBA M 3aMeHbl LEPKOBHOro bpaka
rpaxgaHcknum. HecmoTpa Ha obellaHHble BbIroAbl *KU3HU KOMMYHOM,
aemorpadumyeckoro B3pbiBa B cTpaHe He npowusowno. CornacHo cTa-
TUCTUYECKUM AaHHbIM . CopokuHa, B 1917-1920 rr. 6payHOCTb B
Poccum Bbipocna B YyeTbipe pasa. Mpu aTom Habaaanocb KatacTpo-
drYecKoe CHUXKEHUE POXKAAEMOCTM, HE MOKPbIBABLUEN CMEPTHOCTH,
YTO BEJIO K AONO/IHUTENIbHOM YO bW HaceneHus [24, c. 188]. O6BUHUB
60/1bLLIEBMKOB B NPOBEAEHUN NHOL0EACKON MOANTUKMN MO OTHOLLEHUIO
K HaceneHuto cTpaHbl, COPOKUH BMNEpPBbIE OCYLLECTBMA gemorpadum-

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 35 THE ART AND SCIENCE OF TELEVISION



Yyeckuin nporHos ana Poccuun. ToBopsa 06 yxyalweHUU KOHCTUTYUUU
MOJIOAbIX MOKONAEHWUI, BNNOTb A0 FPOMALHOr0 pocTa MPOLEeHTa Ay-
weBHO60bHbIX, COPOKMH, MCNOb3YyA OOLIMPHbIE COLMONOTMYECKNE
maTepwuanbl, ONpPeaenmn, 4To Yepes TPU-YETbIPE NOKONEHUA HAaYHeTCA
BbIMMPaHUE POCCUM, €CIM HE U3MEHUTCS OTHOLIEHME BIACTU K CO6-
CTBEHHOMY Hapogay [25, c. 161-191].

Bpag nn B.N. NleHnH npucaywancs K MHEHUIO HENOHBUMOro Um
Hay4YHOro OMMNOHEHTa, TEM He MeHee, NoNoBble OTHOWEHMA 6oblle
He 06BbABAANMCL NpeapaccyaKoM. Ha cMeHy cy3uBLLIECA A0 «Teopun
CTaKaHa Boabi» meyTbl A. KonoHTa 06 0CBOOGOXKAEHUUN MKEHLNHbI
npuwnun «/JseHaaLaTb NOMOBbIX 3anoBefein PeBOAHOLMOHHOMO Npo-
netapmaTa» A. 3ankuHga, onybamnkosBaHHble B 1925 roay. MoapobHo
NPOaHaNM3MPOBAB CYLWHOCTb NOIOBOM KU3HWU, aBTOP CAENAN BbIBOA,:
«Knacc, B MHTepecax peBOIIOLMOHHON ULenecoobpasHocTn, nmeeT
NpaBo BMELIMBATLCA B MOJIOBYIO KM3Hb CBOWMX covsieHoB. [onosoe
[OMKHO BO BCEM NOAYMHATLCA KNACCOBOMY, HUYEM NOCAEAHEMY He
mellas, BO Bcem ero obcnykusan» [26, c. 90].

K aTomy BpemeHW MOABUACA HOBATOPCKMI PpuAbM pexuccepa
C. diseHwTeiHa «bpoHeHocey, MoTemMKkuH» (1925), cTaBlumMiA 3Tano-
HOM 419 COBETCKOM U MUPOBOM KnuHemaTorpadpmm. AKTyasnbHan UCTo-
PUKO-PEBOMIOUMOHHAs TemaTuKa bblia nogxsayeHa B. MygoBKMHbIM
B dunbmax «Cepn n monot» (1921), «/lyd cmeptn» (1925), pesonto-
LUWOHHOM Tpuaormm «MaTtb» (1926) — «KoHew, CaHkT-lNeTepbypra»
(1927) — «MoTomoK YuHrucxaHa» (1928), A. Poomom B punbme «Bbyx-
Ta cmepTuy (1926) 1 Apyrumm pexkmuccepamm.

OfHako 60/blUOM 3pPUTENbCKMIA CNPOC BbI3Ba/IM HE KapTUHbI-
NaMATHUKKN reposam n xepTeam OKTABPbCKOW peBOOLUKN, @ Meno-
Apama A. Pooma «JltoboBb BTpoem» («TpeTbss MewaHckas») (1927)
no cueHapuio B. LLIKnoBcKoro (B3aToro M3 rasetbl «KoMcomosnbcKas
npasaa»). KyabMuHaumein ¢puabma cTan NpUXoa B POAUAbHbIN AOM K
MONI0A0M MaTepu C HOBOPOXKAEHHbBIM CbIHOM Cpa3y AByX OTLOB, MNO-
CKOJIbKY OHW OAHOBPEMEHHO BEIU CYNPYYKECKME OTHOLWEHMUA C XKeH-
WMHON. U neno BoBce He B 0ObIAEHHOCTM C/lyYas, a B TOM, YTO repom
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dnnbma, oTpUUaBLUME PEBHOCTb B JIHOOOBHbLIX OTHOLIEHUAX, BbiNK
KOMCOMOJIbLLaMU-pabdakoBLamMm.

MoAobHbIX CKAHAAbHbBIX KWNHOMEHT B COBETCKOM KMHEMaTorpade
6onbLue He bbino.

PacTywnit BbINycK naeonornyeckn obpasuoBbix, HO CKy4YHbIX A41A
3pUTeNen XyaoKeCcTBEHHbIX KapTUH 060paumnBaica KOMMEPYECKUMM
ybbITKaMu ana KuHematorpada. Mpuxoamnocb BBO3UTb B CTPAHY 3apy-
6erKHble KapTuHbI, KoTopble ¢ 1920-x go cepeamHbl 1980-x ronos nae-
0/10TMYECKN «0Be3BPEKUBAINY, OCYLLECTBAA MEPEMOHTAXK, BKNENKY
HOBbIX HaANWUCeEN, USMEHEHME Ha3BaHMUM, COKPALLEHNE IPOTUYECKMX
CUEH W cueH Hacuamsa [27, c. 299]. Mexay Tem KiaccoBo Heobxoau-
MOE€ HacuMe UBeN0 MaxpPoBbiM LBETOM BO BCEX UAE0N0OTMYECKU Npa-
BWJIbHbIX COBETCKMUX KMHOEHTAX, MNOOLWPAEMbIX FOCYAaPCTBEHHbIMM
NPEMUAMU Pa3INYHbIX CTeneHel, pa3paboTaHHbIX «PyKOBOAALWEN U
HanpasAAlOLLEN Y.

Ha BcecotosHOM NapTUMHOM KMHOCOBeLaHMM 15-21 mapTa 1928
roga 6b11m noaseneHbl UTOMM CTpouTenbcTBa KMHO B CCCP 1 nocrtas-
NleHbl 3aga4uM Ha cneayollee aecAatunetue [28, c. 404-410]. KuHo-
dunbmbl 1930-x rogoB aKTMBHO MponaraHAMpPoOBaAn ycrnexu couma-
NIMCTUYECKoM nHayctTpuanmsaumnm (dunom @. Ipmaepa u C. KOTKeBMYa
«BcTpeuHbin» (1932), C. HOTkeBMua «Llaxtepbl» (1937)). Bmecte c
TEM CTPOMTENIbCTBO COLMANAN3MaA YAapHbIMK TemMnamu notpebosano
OTKasa repoes OT JINYHOM KU3HU paan MHTepecoB obuiecTBa. TakK, B
dunbme T. KosnHuesa u J1. Tpaybepra «OaHa» (1931), yuutenbHuua
npeanoysia cCeMmenmHoM X13HU paboTy B 4a/IeKOM aNTalCKOM cene, rae
CTana 3alluTHMUeln 6eaHoTbl. pyroi npumep: aBTobrorpadpuyeckuii
pomaH H. OctpoBcKoro «Kak 3akananacb CTanb» U ero aKpaHu3auma 8
1942, 1957, 1975 rogax, Bkatoyasa Tenedumnbm 1973 roga. EanHcTeH-
HaA BCenornowaoLwan cTpactb MNaBkn KopyarmHa — KOMMYHUCTUYe-
CKan ngen. CTpacTb K *KeHWMHe BOCNPUHUMAETCA Frepoem KaK yrposa
«BYp)Kya3HOTo 3aparkeHUA», a LeNbto CO34aHNA CEMbU CTAHOBUTCA He
MEeLLAHCKOe «H3MMAHCKOe CEMENCTBO», @ NOATOTOBKA MKEHbl B Kaye-
cTBe «bopua» [29, c. 51].
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PaBHeHMe KuHemaTorpada wWao Ha o6pasubl «JIeHUHUAHbI»:
dunbmbl pexknccepa M. Pomma «JleHuH B OKTAbpe» (1937) 1 «J1eHuH
B 1918 rogy» (1939), pexkunccepa C. FOTKeBMYa «HenoBeK C pyrKbem»
(1938). PaHrom HuKe 6bInU GUAbMbI O cOpaTHMKaxX JIeHUHa U Bblaa-
IOLLMXCA AeATenAX NapTMM U COBETCKOro rocygapcTtea. 1o «Yanaes»
«bpaTbeB» Cepres u leoprus Bacunbesbix (1934), «denyTtaTt bantu-
Kn» (1936) n «YneH npasutenbcTea» (1939) pexkuccepos A. 3apxu u
N. Xenduua, «Llopc» A. [loexKeHKo (1939). MNMaTpnoTMyecKmii HacTpom
cospgaBanu punbmsbl «MeTp Mepsebiit» B. Netposa (1937), «AnekcaHagp
Hesckuit» C. di3eHwTenHa (1938), « MuHUH u Moxapckuny (1939)
B. MypoBKKMHa.

B obpasax Yanaesa, npodeccopa Nonexaesa, KONXO3HULbI U ae-
nytata AnekcaHapbl COKOJIOBOM AEMOHCTPMPOBAZINCL Jlydllne Yep-
Tbl HOBOTO Ye/I0BeKa, BOCMMUTAaHHOro naptuei. MNpu 3Tom 3a Kagpom
60NbWMHCTBA COBETCKMX GUABMOB 3TOFO AECATUNETUA ABCTBEHHO
«C/IbILLAMNCBY CTPOKM NAPTUMHOTO rMMHa «MHTepHaumoHan» («Krto
6bl1 HUKEM, TOT CTAHET BCEM»), NepeaaHHOro A3bIKOM PYCCKOW Ha-
POAHOW CKa3KKu: becnpm3opHble AeTU-YrONOBHUKM BblipacTanm obpas-
LLOBbIMW CTPOUTENAMM colmanmama («MyTeBKa B XKMU3Hb», pexuccep
H. 9KK, 1931); B npeacTaBuTens BbiCLLEN BNACTVN NpeBpaLLanacb 0bbly-
Has KpecTbAHKa («4neH npasuTenbCcTBa»), pabounii napeHek ¢ nuTep-
CKOM OKpauHbl BbipacTas B KPYMHOIo NapTUMHOIo BoXaka («Tpuaorus
0 Makcume); MmeuTaBLIan «cyacTbs 40OUTLCA» MoYTasboHKa CTpesika
OKa3blBasiaCb TaNaHTAUBbIM KOMNo3uTopom [27, c. 430].

OAHAKo NnYHble N0BOBHbIE YYBCTBA W MepeXuBaHMA NoayYanu
NMB0 [0CTATOYHO CTPaHHOE UCTOIKOBaHWE, IMBO MM He OCTaBasloCh
mecTa B ¢puabmax. [locTtaTouyHO Nt06OMbITHBIM B 3TOM M/1aHe ABAAET-
CA XyAOXKeCTBEHHbIN ¢unbm «Yuutenb» pexuccepa C. lepacumoBsa
(1939). CbiH npeacenaTenn konxosa CrenaH JSlayTvH, BEpHYBLIKNICA A0-
MoV nocne y4ebbl B MOCKBE, peLlaeT nocTpouTb B POLHOM Cefe Ho-
BYIO WKONY. BntobneHHan B JlayTnHa ArpadeHa LLlymnnunHa, yeskaet B
MocKsy yunTbea, YTOBbl COOTBETCTBOBATL YPOBHIO tobumoro. C aToro
dunbma BbifBAAETCA TeHAEHUMA WwWTypMmoBaTb MOCKBY, ycTpouTbCA B
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ctonumue ntobbim cnocobom. JIayTUH-CTapLIKiA CYMTAET CbiHA Heyaau-
HUKOM, HEe CYMeBLUMM [LOCTOMHO 3apeKkoMeHZ0BaTb cebsa B CToNMLE.
MocKBa NOKa3bIBAETCA FOPOAOM, rae cObIBAOTCA CaMble COKPOBEHHbIE
MeyTbl. TONbKO 34eCb MOXHO BCTPETUTb HAcToALLyo Nt060Bb. OaHaKo
no60oBb NpeacraeT cBoeobpasHbIM «MPAHUKOMY», BPYYaEMbIM reposam
3@ YUCTbI MOPasIbHbIN OOAMK U TPYAOBble AOCTUNKEHUA. Mofo6HOWM
CKa3KOW COLMANUCTUYECKOTO peannsama cTasa My3blKasbHasa Kome-
ana «Ceetnbit nyTb» pexuccepa I AnekcaHgposa (1940), co3ByyHas
dunbmy «Yuntenob», Ho Ha 6onee «BbICOKOM» YPOBHE.

[NaBHas repouMHA — HErpamoTHasa AepeBeHCKas AeByLlUKa TaHA
Mopo30oBa, KOTOpaa NPOXOAUT NyTb OT AOMPABOTHULbI A0 Nepeno-
BOM TKauMxu, BbISBAAIOLWEN BpeguTenei Ha TKaukon ¢pabpuke. Ctas
yyacTHUUen CTaxaHOBCKOIo ABUKEHWSA, OHA 0O6CNYKMBAET Lesbli Lex
B 150 cTaHKOB BMECTO MOIOKEHHbIX BOCbMW. 33 BblAAMOLLMECA YCTEXM
B TpyAe TaTbAHY BbI3bIBalOT B MOCKBY 414 HarpaxkgeHua opgeHom fle-
HWHa. OYyTUBLLMCL B NPEKPACHOM [BOpPLLE C XPYCTasbHbIMM NOCTPa-
MW U MO30/IOYEHHBIMW 3epKanamu, BYEpaLLHAA 30/yLWKa PagoCTHO
KPYKUTCA B TaHUe. «Ipon3BOACTBEHHAN IMHUA» KUSHEHHOTO «CBET-
IOro NyTU» FePOUHU COBMELLEHA C NIOOOBHbIMM NepexMBaHUAMM.
BntobneHHaa B TaNaHTIMBOTO UHXKeHepa-uHTenaureHTa Anekces Jle-
6eseBa, TaTbAHa cunTana cebs HeLOCTOMHON NpeameTa Nto6BK, NOKA
He Noay4Yunaa opaeH.

TakoBa nponaraHguMcTcKaa cxema obpeTeHus N6BU, COrMTacHO
NapTUMHbBIM NPONUCAM COBETCKOM KMHemaTorpadmm. « CBETNbIN NyTb»
CTaN KyNbTOBbIM GUABMOM, NMOCKONbKY BOCIPUHUMAACA KaK MOAeNb
MMPOBOCNPUATUA U NoBeaeHUA. HeBaXkHO, YTo adpemepHoe YyBCTBO
Mob6BM Npeanarasocb 3aBoeBaTb TOHHaMM NPOU3BEAEHHOTO NPOAYK-
Ta: NPAXKW, CTanu, 3epHa U T.N. Ho mHorne monogbie ntoan 8 CCCP,
KaK B CBOe BPemMs W aBTOP 3TUX CTPOK, BbICTPanBaM CBOM MaTPUMO-
HWa/ibHble OTHOLWEHMUA abcontoTHO B ayxe «CeeTnoro nytu». Mpasaa,
Co0bWMB NpeamMeTy BO34bIXaHWNM, YTO 1 KOMMYHUCT, YAAPHUK KOMMY-
HUCTUYECKOTO TpyAa U AenyTaTt Bolboprckoro paloHHOro coBeTa Ha-
POAHbIX AenyTaToB, C HECKa3aHHbIM U3yMaeHMeM OBHapyKuna, 4To
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IOHOLLIA TYT e nponan Hasceraa. MoxeT 6biTb, NOBAMANO OTCYTCTBUE
opaeHa?

Hy, a HacueT CTaxaHOBCKOTo ABUKEHMA — MO ONbITYy paboTbl Ha ne-
HUHIPAACKON NPAANABHO-HUTOUHOM pabpuke «KpacHas HUTbY», JO CUX
nop NOMHI0 NoBOYHbIE pe3ynbTaTbl NOAOOHBIX «CTaXaHOBCKMX NOABU-
ros». B TEKCTUIBHOM NPOU3BOACTBE HOPMOI ObIIO 06CAYKMBaHME OT
7 0,0 8 MaLUUH, U3 KOTOPbIX 2—3 C/1e40Bas0 exXeLHEBHO YNCTUTb, YTOObI
He 6bin10 06pbIBOB HUTeN. K [HI0 OKTABpbCKON peBontoumm 7 Hoabpa
N JleHMHCcKoMy cybb0THMKY 22 anpens «MeCTHble CTaxaHOBLbI» Ael-
CTBUTENbHO Bpann NoBbllWeHHble 0653aTeNIbcTBa U paboTanu, Npasaa,
He Ha 150, a Bcero Ha 45 malumnHax yyebHoro uexa ¢pabpunyHoro npo-
deccroHanbHoro yunamila (MY). B noroHe 3a pekopaoM BpeMeHu y
HUX He BblNI0 faXKe Ha MPOYMCTKY BepeTeHHbIX NNaHOK. COOTBETCTBEH-
HO, BK/ItOYEHME FPA3HBIX MaLLUMH HAaYTPO COMPOBOXKAAN0Ch TOTA/IbHbIM
06pPbIBOM HUTEN HA BCEX MALLUMHAX. YMHOXKMB KONMYECTBO MaLLmMH (45)
Ha 250 BepeTeH Ha KaXX[oW U3 HWX, NONYYMM «macwTab noasurar.
«CTaxaHOBCKMI 06pbIB» NMKBUAMPOBanM cunamm 30 yyeHuu npodec-
CMOHANbHOIO YYMAMLA, B NPOCTOPeUYnn «naywek». OgHa «nayLwKa»
OTyMLLANA OAHY MALUMHY NOA-CMeHbl € 7 A0 12 yacos. A eciv 0guH Ye-
NOBEK, Kak B dpuabme, 0bcnykmeaeT 150 cTaHKOB, NpUYEM He K Npasa-
HWUKaM, 3 exxeiHeBHO? HO 3TM TOHKOCTM TEKCTU/IbHOFO NPOM3BOACTBA
OCTaBa/IMCb 3a FPaHbIO COBETCKO MUbONOTUN.

B roabl Benukoii OTeyectBeHHOM BOWHbI PaboTbl COBETCKMX KU-
HemaTorpaducToB BCENAIN YBEPEHHOCTb B rpagyLLei nobeae. KMHo-
$UNbMbI NPOCNABAAAM NOABUIM FEPOEB, UX CMENOCTb U beccTpalume
nepes NMLOM XeCcToKoro Bpara. TakoBbl ¢uabmbl «CekpeTapb pali-
Koma» U. MbipbeBa (1942), «OHa 3awmwaer Poanny» @d. Ipmnepa
(1943), «Pagyra» M. loHcKkoro (1943), «[Ba 6oiiua» /1. /lykosa (1943)
N MHOTUe apyrue.

OfHaKo rofbl BOEHHOTO IMXONETbA 3aCTaBWUIM NapPTUIO U3MEHUTD
TpeboBaHMA K penepTyapHoh noautuke. O6 sToM cBUAETENLCTBYET
nossneHne 60/bWOro Koanyectsa GpuUAbMOB O JI06BM U KMHOKOME-
anin. «MaweHbka» 0. PaitamaHa (1942), «Aktpuca» J1. Tpaybepra
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(1942), «¥amn meHa» A. Ctonnepa (1943), «B 6 yacoB Beuyepa nocne
BolHbI» W. MblpbeBa (1944), «HebecHbit TUxoxoa» C. TUMOLUEHKO
(1945) Hecnn noaam cTonb HeObXoAUMbIE HadeKay U yTelleHue.

Kazanocb, B ronogHble nocneBOEHHbIe rogbl 3TOT FYMAHWUCTU-
YeCKUIM HacTpol coxpaHuTca. MogHUMATL CTPaHY M3 PyUH OblNo He
MEHee TAMKEeNO, YeM CpaxKaTbcA B oKonax. OgHaKo, cyaa no Bpeme-
HW CO34aHMA U NoABAEeHUA pasa GUAIbMOB B NPoKaTe, NAPTMA CHOBA
BEPHY/NACb K HaBEAEHUIO NAEO0N0rMYECKOro nopaaka B chepe KuHe-
maTorpadpuyeckoro uckycctsa. Hanpumep, komeanio «Cepaua Yetbl-
pex» K. lOaunHa (1941) 3putenun ysuaenun auwb B 1945 roay. Yto no-
CYMTANM KPaMOAOM LieH30pbl: Nto60Bb KomaHaupa KpacHon Apmum
NN COBETCKUX YYeHbIX? B KAKOM MecTe OKa3anocb «He No LUPKY/Io»
Yy o4apoBaTesibHbIX 6AM3HELOB M3 OAHOMMEHHOIrO GUAbMa TOTO Ke
pexuccepa K. l0anHa («bansHeubi», 1945)? Mpumepbl 3anpeLLeHHbIX
KapTWH, CYUTABLUMXCA AAaNEKMMU OT 3aNPOCOB BPEMEHMU, MOXKHO MHO-
XKUTb Y MHOXMWTb.

A 4TO }Ke NpPM3HaBaNoCb BAU3KUM?

Mbeca A. LUTelHa «3aKoH YyecTn», pekomeHaoBaHHana MonnTtbto-
po LK BKNM (6) K akpaHu3aumu B uioHe 1948 roga. K KoHuy 3TOro roga
OHa NPeBPaTUAACh B XyAOKECTBEHHbIN duabm «Cya vectn» (A. Poom,
1948). He BgaBancb B NogpobHOCTU ClOXKeTa, OTMETUM, YTO KPUTUKA
repos co6CcTBEHHOWM KEeHOM, BO3MYLLEHHOMN «MAENHON HE3PENOCTbIO»
MyKa U GpaKTUYeCcKM cnomaBLUel ero Kak JIMYHOCTb, MNOy4MIa BbICO-
KYIO OLleHKY NAapTUMHOrO HavanbCTBa. ITa KMHOMEHTa, 06bABNEHHaA
obpasuom 6opbbbl C NPOABAEHUAMU HU3KOMOK/IOHCTBA nepes byp-
’Kya3HOW HayKOM, BOCMMTaHMA YyBCTBa ODOLLECTBEHHOrO AoAra, npe-
OAHHOCTM MHTEepecam COBETCKOrO rocyZAapcTBa M HALMOHAJIbHOIoO
[OCTOMHCTBA COBETCKUX NHOAEN, CTana HarnaaHbIM nocobuem ana cy-
annvu, «kocmononntos» [30, ¢. 101-102]. CunTanochb, YTO Ha TaKUX
npumepax /yylle BCEro BOCMWUTLIBAETCA MAaTPUOTUYECKOE CO3HaHMue
rpa*kaaH.

«HeokoH4YeHHana nosecTb» ®. Ipmnepa (1955) ctponnack B UHOM
pUTOPUKe, NpeaBapaa nepemeHbl, nocnefosaswme 3a XX cbe3gom
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naptum (1956). MogobHoO BypHOMY NOTOKY, NPOpPBaBLUEMY MAOTUHY,
Ha 3KpaHax CTpaHbl O4HA TanaHTIMBaA KapTMHA CMEHSNAcb APYroun.
«Copok nepsbiii» . Yyxpas (1956), «JleTat :kypasam» M. KanaTtosoBsa
(1957), «Cynbba uenoseka» C. boHaapuyka (1959), «bannaga o con-
npate» I Yyxpas (1959). dunbm «3actaBa Unbmua» M. Xyumnesa (1959
/ «MHe asaguatb net» (1965) ctan ogHMM M3 CUMBO/IOB 3MOXM «OT-
Tenenn».

«OT1Tenenb» 1960-x rogoB HEHAAONTO NPUBENA K NOABAEHUIO KU-
HOMeHT, obcyKaatowmx npocTble, 6biToBbIE BONpOChl. Punbm «Cepe-
Xa» pexkunccepos U. TanaHkuHa u T. laHenuns (1960) no nosecTtu Bepbl
MaHoBOW HaBceraa ocTancs B 61arogapHoM NamsaT togei, NoCcKoNb-
Ky B HEM paccMaTpPMBaNUCb aKTyasibHble cemenHble npobaemol. Kak
XUTb pebeHKy, ecnn oH octanca 6e3 pogHoro otua? Kak coemectutb
MHTEepeCbl B3POC/bIX U AeTen B cembe? Kak bbiTb pebeHKy npu noss-
NEHWW OTYMMA, @ 3aTeM U MAaglero 6paTa? YTo nponcxoouT B Aylue
pebeHKa B HOBOM ceMbe? A eC/iv 3TO MPOUCXOLMUT C NOAPOCTKOM?

OTtBeTOM Ha 3TOT Bonpoc ctan duabm «[MKasa cobaka AnMHro»
pexunccepa tOnma Kapacuka (1962), sKpaHM3MpOBaBLIEro MOBECTb
P. DpaepmaHa «[ukas cobaka [uHro, nauv MNosectb 0 nepson ntob6su»
(1939). Apyroro nogo6bHoro ¢$uabMa, B KOTOPOM TaK OCTOPOXKHO Mo-
Ka3aHbl TOHYANLIME ABUMKEHWNA OYLIW, HET.

A BoOobLLE AETCKOE KMHO, CNeuunasbHO CO34aHHOE Mo pacnopaxe-
Huto naptum B 30-e roabl, Obl10 BecbMa cBoeobpasHbIM peHoMeHOM
COBETCKOM KynbTypbl. C 04HOM CTOPOHbI, B dUAbMax gA «B3POC/bIX»
C TeYeHMEeM BpeMEeHM AEeTU NOABAAIOTCA BCE PeEXe U perke, UX Bpoae
Obl U HET B CeMbsIX cTpouTesielt ceetioro byayuiero. C gpyroi ctopo-
Hbl, B «AETCKUX» PpuabMax AeTel nosiHbIM-NoaHo. Kakum obpasom
OHM MOI/IN NOABUTLCA, €C/IN HE B pe3y/ibTaTe NOYKOBAHWUA MO cucTeme
T. NlbiceHko? Mpuyem, n3obparkeHne aeTeil B COBETCKUX KMHOKAPTU-
HaxX CTPaHHbIM 06PAa30M COOTBETCTBYET NMPUHLMMY }KUBOMMUCHOIO U30-
HpakeHuns geteit oT anoxm CpeagHeBeKkoBbs A0 HOBOro BpemeHw.

W Tam, 1 TYyT AeTn — 3TO ManeHbKMe B3POC/ble, TO/IbKO MeHbLUe
poctom. Ho ecnn y cpeaHeBEKOBbBIX AeTell HEAETCKU CepbesHbl N1asa,
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CYpOBbI Bblpa*KeHUA /1L, o4eXAa OAVH B OAUH NOBTOPAET NMOKPOM
oAeXabl B3POC/bIX, TO B COBETCKMX GUAbMAX AeTU MO0 ydyacTByOT
B PEBO/OUMOHHOM 60pbbe, AMHO pa3obaavaloT WNMOHOB U AMBep-
CaHTOB, KONUPYA NOBEAEHME CTAaPLLErO NOKOIEHUA CTPOUTENEN KOM-
MyHM3Mma. Takosbl «Ckaska 0 Manbunwe-Knbanbumiue» perkucce-
pa E. lepcTtobutosa (1964), «Maccaxup c ,IKBatopa“» pexunccepa
A. KypoukuHa (1968), «Haingn meHs, NleHa!» pexkuccepa H. /lebeaesa
(1971), «byapTe rotosbl, Bawe BbicoyecTso!» B. Monkosa (1978) u gp.

Hebonblwoe oTCcTynAeHMe OT MAEO0N0MMYECKOrO CTaHA4APTa AarKe
B 4ETCKOM KMHO He A0MNyCcKanocb. B KayecTBe npumepa cowwnemcs Ha
dunbm M. Kanuka «Henosek naet 3a conHuem» (1961), oTKpbIBLNIA
YKaHpP «NO3TUYECKOTo KMHOY». B dMAbMe paccKasbiBaeTcs O PasHbIX /ito-
OAX, BCTPETUBLLMXCA B TEYEHUE AHA NATUIETHEMY MA/Ib4MKY, O €ro Ho-
BbIX BMEYATNEHUAX U NPEeACTaBAEHUAX O KU3HU. Komno3uTtop M. Ta-
puBepameB, CO34aBLINI My3bIKY K GUIbMY, NOBEAA/N O CAOXKHeNLWen
6opbbe ¢ KMHemaTorpadmMyecKMM HavyaNbCTBOM 3a BbIXOZ, KAPTUHBbI B
npoKat. MpUYMHOI CTan OTPULLATENBHbIW OT3bIB BTOPOrO CeKpeTapsa
UK KN Mongasuun E. MocTtoBOro, He NOHMMAIOLLEro, Kak 3Ta KapTu-
Ha MOMOXKET NOBbLICUTb YPOrXKaW KyKypy3bl B Mongasuu. Kpome atoro,
BbICOKMI NapTUMAHBIN HaYyabHUK YKa3aa Ha cepbe3Hblii naeonoruye-
CKUI npocyeT punbma: «4enoBek UAET 3@ CONHLEM, 3HAUNUT, OH MAET
Ha 3anag» [31, c. 51].

Bo «B3poCcnoM» KMHO Ha MepPBOM MaHe y MaBHbIX repoes pabo-
Ta, OHa BCe Yallle 3ameHAeT UM cembto. BoT noTpAacatowana «MpocTas
NCTOPUA» — COBETCKMI XyaoMKecTBeHHbI dunbm K. Eroposa (1960),
pacckasblBaloWwMii 0 npepceaTene NOCAEBOEHHOrO Konxosa Anek-
caHape MNotanosoi. KoHeyHo, 3Ta paboTa 3aTArMBaET Ye/l0BEKA BCe-
ro, 6e3 ocTaTka, TyT YK He 0 IMYHON XU3HW. MoHMMasA, YTO Tenepb
KU3HbIO J0YepU CTaHEeT XKM3Hb KOJIX03a, MaTb ANleKcaHApbl TONbKO
COKpYLIEHHO B3abIxaeT: «KTo K TebsA, MUAYLLIKA, B 3TU MANKU CYHYN?».

Bonee cypoB ¢ounbm «Komuccap» A. Ackonbgosa (1967), pac-
CKaszaBwwun o cyabbe Knasamn Basunosoli. Bpoae 6bl, Bce KaHOHDI
coupeanmsma cobntogeHbl: Bo Bpems paxaaHCKON BOWHbI repouHSA
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poykaeT pebeHKa, HO OHA HE MOMKET KO/bIXaTb I0NIbKY, KOTAa CTPaHa B
KonbLe benorsapaenues U MHOCTPAHHbIX MHTepBeHTOB. OAHaKO Kap-
TMHa BbILNA TONbKO Yepes ABaguaTthb sieT, U To bnarogapa C. lepacu-
MOBY, CNpATaBLUEMY HeraTuB, NpeAHa3HayeHHbI K cMbiBy. OcTaeTcA
ragaTtb, 3a YTO C/IOMAJIM XU3Hb pexunccepy ACKONbAOBY, YBO/NMB €ro
CO LUTAaMMNOM B TPYAOBOW KHUXKKE «NPpodheccMoHanbHO HENPUTOAEHY,
WCKAIOYMB U3 MAPTMM M ANLLIMB BO3MOXKHOCTM paboTatb No npodec-
cun. Yto ucnyrano 6amTenpHbix LeH30poB? To, YTO KeHLWMHA poanna
CbIHA MW YTO 3TO MPOM30LWIO-TaKM B AOMe BEAHOrO MHOrOAETHOro
eBpes Edbmuma MarasaHuka? Vinam y komuccapa KpacHoii Apmun bepe-
MEHHOCTb He MOr/1a CNy4YnTbCs No onpeaeneHuto? Mam, o yxac, bepe-
MEHHOCTb MPOM30LW/Ia HEOXKUAAHHO?

«Uctopma Acu KnaumHoil, KoTopasa nobuna, Aa He Bblwaa 3a-
My»» («AcuHO cyacTbe») A. KoHuanosckoro (1967), Tak:Ke Bbilna B
npokat 20 net cnycta. A 34eCb YTO CMYTUI0 NAPTUNHOE HAYaNbCTBO?
HeKasuncrana XxpoOMOHOXKa, oTBepratoLaa Heatobumoro npu HynesbIx
LaHCcax Ha 3aMy¥KecCTBO C OTUOM ee pebeHKa? Uan BKAOYEHHble B
dUNAbM MOHOJI0TW CeNbYaH O XU3HUM Ha PppoHTe U B narepsax HKBA?

TpeTba KapTuHa 1967 roga — «B orHe 6bpoaa HeT», pexuccepa
I NaHdunoBa, NokasasBlaa B APYrOM paKkypce Temy PeBooLUN U
rPaXKAaHCKOM BOWMHbI, YyaoM mM3berkana LeH3ypbl, B OT/IMYME OT pe-
LueH3un Ha ¢unbm B. Borkosuua, onybanMkoBaHHOW Tonbko B 1990
rogy B XypHane «CoBeTCKuit akpaH» Ne 3.

O 3aBeplueHUM nepnoaa «oTTenenn» CBUAETENbCTBOBAN PAL, XY-
[OXEeCTBEHHbIX KMHONEHT («AHapelt Pybnes» A. TapkoBckoro (1966),
«UHTepeeHuma» . Monokun (1967) u Ap.), okasaBLIMXCA MO 3aNpPeToMm.

MposeaeHHble M. }abcknum nccrenoBaHUA Nokasaam peskoe na-
[eHve nHTepeca 3puteneit K GUabMam Ha NPOU3BOACTBEHHYIO TEMY, O
pabouyem Knacce M 0cobeHHO O peBoONOLMOHHON Bopbbe (c 11,7 maH.
80 1,7 mnH. yenosek ¢ Hayana 1970 no Hayano 1980 rr.). B To ke Bpe-
M5t UbMbI 0 N1106BK, 06 OTHOLLEHUAX B CEMbE BbIIN NPUBIEKATE/bHbI
ana 41 % 3putenbckont aygutopun [32, c. 10]. U xoTa Takmne coumono-
rMYecKme TOHKOCTU BPAL I MHTEPEeCOBaAN KMHeMaTorpapuyeckoe Ha-
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4anbcTBo, B 1970-e roabl TakTMKa GOPMUPOBAHNA KOMMYHUCTUYECKOTO
MWPOBO33peHMA UameHunacb. Hanpumep, B dpunbme «Hagexaga» M.
HoHckoro (1973) pesontoloHHON aeatenbHoctn H. Kpynckoin un B.
YnbsaHoBa (/leHnHa) npugaeTtca ocoboe oyapoBaHMe Ha GOHE UX BO3-
BbILWEHHOM N06BU. B duabme aatoTcs BENMKONENHbIE NAaHOPAMHblEe
CcbeMku EHucesn, a Takke mecTa ccblikn JleHnHa B ceno LLyweHckoe, o
KOTOPOM ecTb BocnoMunHaHua H. Kpynckoit. «[JewesnsHa B atom LLy-
LIeHCKOM bblna nopasuTenbHan. Hanpumep, Bnagnmup Mnbny 3a ceoe
“kanosaHbe” — BocbMMpybneBoe nocobrve — MMEN YNCTY0 KOMHa-
TY, KOPMEXKKY, CTUPKY U YNHKY Benba — M TO CYMTANOCh, YTO A0POro
nnatut ... Mpasaa, obeq u yXUH Bbla NPOCTOBAT — OAHY HeAento Ans
Bnagumupa Unbmya yomnsanu 6apaHa, KOTOPbIM KOPMUAIM €r0 N30 AHSA
B A€Hb, NOKa BCEr0 He CbecCT; KaK CbeCT — MOKYMNaau Ha Heaesto MACa,
paboTHML,A BO ABOpPE — B KOPbITE, A€ KOPM CKOTY 3aroToBAsAW, pybu-
Na KyNieHHoe MACO Ha KoTneTbl Ana Bnagumupa Unbuya, — ToxKe Ha
Leny Hegentw... <..> MOJIOKa U WaHer 661710 BAOBONbL W ANnA Bnagu-
mupa Mnbuua n ans ero cobaku...» [33, c. 24]. CTpaHHO, 4TO, NOKa3as
NPOryNKN PeBOIOLMOHEPOB MO npoctopam Cnbupu, duabm obowwen
BHMMaHMEM 3Ty BbITOBYIO CTOPOHY MOIOA0M CCblIbHOW YeTbl, AYMalto,
¢dunbm cTan Bbl XMTOM NpoKaTa Ha MHOTMeE rogpl.

B anoxy 3acTos coBeTCKUIM KuHemaTorpad bbin nogeneH Ha yyacT-
KW, 33 KaXAbIM U3 KOTOPbIX CNEeLMaibHO Hag3Mpaa COOTBETCTBYOLLMIA
COTpYAHMK oTaena Kynbtypbl LK KMNCC. A yTo 33 Kagpom 60MbLINH-
cTBa Ppuabmos 3Toro nepmoaa? Jlyywme us HUX, BOSIbHO UAN HEBO/b-
HO, KOHCTaTUPYIOT OTCYTCTBME CYACT/IMBOM CEMbW B COBETCKOM CTpa-
He. Bcem namATHbI MHTEPECHbIE, HO OANHOKME «BO3PACTHbIE» repoun
«KanuHbl KpacHoi» Bacunua LykwuHa (1973), «AdpoHu» leoprus
Oarnenun (1975), «MpoHun cyapbsl, nan C nerkum napom!» dnbaapa
PasaHoBa (1975).

B 1979 rogy HauyMHatoT NOABNATLCA PUAbMBbI, PACCKa3blBatoLLNE O
npobnemax cembyn B CCCP. Mpexae Bcero — 370 nevyanbHas Komeams
I. AaHenna «OceHHUt mapadoH». B menogpame B. MeHblwosa «Mo-
CKBa C/1€3aM He BepUT» 3aPUKCUPOBAHO ABNEHNE K COBETCKOWM CBAXM»,
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YCTPaunBaloLWEN IMYHYIO }KU3Hb TEX, KKOMY 3a ...AuaTb». B 1980-e roap!
WMHTEepec K 3Ton Teme ycunuaca. B kKuHoneHTe «OgUMHOKMM npeno-
cTaBnneTcsa obuexuTue» pexuccepa C. CamcoHoBa no cueHapuio A.
MHuMHa (1983) opraHusaLma 3HaKOMCTB YrKe NOCTaB/IeHa «Ha MOTOK».
M BCce paBHO K 3STOMY BPEMEHW MOJI0AAA *KEHLMHA HA NPOU3BOACTBE
BOCMPUHUMA/IACh KaK HexenaTebHbl COTPYAHUK, NOCKO/bKY M3-3a
Ha/numA geten 6yaet NoCTOAHHO 6paTb 6ONbHUYHBIN JIUCT.

Tem 60nee HeoXMAaHHbIM cTan dunbm «OgHaxKabl 20 net cny-
cTA» pexuccepa tO. Eroposa (1980), pacckasaBwnii 0 cembe, BOCMU-
TbiBatoLWen uenbix aecatepbix geten! Ha doHe KMHONEHT ¢ 6e3aeTHbI-
MW repoaMmmn GUIbM O «ABaXKAbl MaTePU-TEPOUHEN CTAN HACTOALMM
OTKpoBeHneMm. K coxkaneHuto, poab MHOroAeTHON MaTepun gocTanacb
BblAAIOLLENCA aKTPUCE TONIbKO B duibMe. TeM He MeHee, BMECTO Ha-
OO0EBLIEro 3a LWecTb AeCATUNETUI BbIMyCKa PEKOPAHOr0 KOJIMYecTBa
YyryHa v CTann, 3puTeNam Nnokasaim «04eBuAHOEe-HEBEPOATHOEY: Ha-
croAwmx geten! Takoro «nepeocmbICNEHNA» CTAaXaHOBCKOW UAEUN HU-
KTO He 0XXuaan, n 3anHTPUroBaHHbIE 3pUTENN NOCNELWNAN B KMHO.

B »kypHane «COBETCKMIN 3KpaH» Obl0 CKa3aHo: «be3 rpomkux
CNOB M HPABOYYEHU PUAbM NOAHUMAET OAHY M3 BaKHEWLUUX, Ha-
3peBLUMX Npobsiem cerogHsWHeN Hawewn KusHu. NMpobaemy, o KoTo-
PO ceroaHs roBopsT, NMWYT Aemorpadbl M SKOHOMMUCTbI. Beab Hawm
MaJieHbKMe AeTM — 3TO 3aBTpallHMe rpakAaHe CTpaHbl, ee MOo3r, ee
pyKK, ee byaywee. Pnabm He TONbKO BOCKPELLAeT TPaAULMOHHLIN
ONA PYCCKOro MCKYCCTBa MpeKpacHbli 06pas MKeHLWMHbI-MmaTepu, He
n36anoBaHHOM BHUMaHWEM Hallero KuHemaTtorpada, Ho U OTKpbIBaeT
HOBble ero rpaHu» [34, c. 5].

OfHaKo «CBET/IbIA NYTb» K MHOFOAETHOM CEMbE Ha 3TOM ¢uibme
N 3aKoHYMACA. 3puTensam 6onblue HPaBUAUCL UCTOPUM NPO OBbIYHYIO
¥KU3Hb NPOCTOM COBETCKOW 30/1YyLWKKN, 6E3 peKopAHOro KoiMYecTsa oT-
NpPbICKOB.

dunom U. MacneHHUKoBa «3MMHAA BULWHA» (1985) pacckasan o
cypbbe Tpex noapyr, ogHa U3 KoTopbix 6e3geTHa, a ABe Apyrve pas-
BeAEeHbl M, NO CYyTU, MaTepU-OANHOYKN. ITa KapTUHa — cBoeobpas-

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 46 THE ART AND SCIENCE OF TELEVISION



Hasa aHTMTe3a «CBeTnomMy NyTu». [NaBHYI reporHio GUIbMa MOMXKHO
Ha3BaTb «30/1yLIKON-HAa060POT»: TPYAOBLIM NOABMIamM OHa Npeano-
YUTAET TUXYIO CNYKOY B KayecTBe MPOCTOro COBETCKOrO WMHXKeHepa.
[epOuHA He COCTOUT B MAPTUK, HE UMEET He TO YTO OPAEHOB, HO AaxKe
MOYETHbIX FPAaMOT, 3aTO BOCMMUTLIBAET CbiHA AHTOLIKY. KM3HEHHbIM
Kpeao 3TOM MONOAOM XKeHLWMHbI cTana ¢pasa «Cembs, OHa Kak Pogu-
Ha, NPOCTO A0/IXKHA bbiTb! MHaue B XKM3HMU HET HUKAKOro cmbicnal..».
KaK B cKasKe, *M3Hb NpeasaraeT el Ha BbIbop 418 CeMeMHOro CYacTbs
CHavyana ceoeobpasHoro «MBaHyLWKy-aypayka» BeHMamuHa, KUBY-
LLLero ¢ MamMoi M NULYLLEro KaHAMAATCKYO AnccepTaunto. HamsHbIM
XONOCTAK MOKMZaeT KeapTupy Onbrn B MepBblid Ke AeHb, OCO3HaB
HEeCOBMECTMMOCTb MX COBMECTHOM XMU3HWU. Y «CKA304YHOro MpuHLA»,
npeanaratowero Onbre 3amyKecTBo U obecneyeHHyo *K13Hb Ha aBe
cTpaHbl, — CCCP (MockBal) u Wseiuaputio (1), aaxke nma «sonwebHo-
nmnopTtHoe» — lepbepT. OH KpacuB, MMMNO3aHTEH, TPOraTe/ibHO 3a-
60TMTCA 06 AHTOLLKE M rOTOB, Kak TaHs Mopo3oBa, Bce 61ara KU3HU
CNIOXUTb K HOram M3bpaHHuupl. A Onbra-30/yLKa, BONPEKN IOTUKE
pacuyeTa, BO3BpaLLaeTca K lobnumomy «cepegHauKky» Bagumy un ocra-
€TCA C HAM B KayecTBe BCe TOW e NH060BHMULbI U MaTePU-O4MHOUKM.

[pyroe geno — BocbmucepuitHblii Teneduaom npo fananHy bpex-
HeBy («[anuHa», pexuccep B. Masnos (2008)). CioxKeT BMNOMHE B Ayxe
coupeannsma, Tak CKasaTb, MHOrocepuitHoe npoaonxeHune «CBeTnoro
nyTM»: 0 AeTAxX 30/7yLWKK, COCTOABLLIEN B 3aKOHHOM HpaKe C COBETCKMM
npuHuem-reHepanbHbiMm cekpetapem LK KMNCC. O pebeHke, poams-
LemMcA B 3TOM BEHLLEHOCHOM CeMbe C 30/10TOM IOXKKOM BO PTY, U, NO
3aKOHaM CKa304HOrO XaHpa, 3TOM CaMoW IOXKKOM U NOAaBMBLLEMCS.

A BOT ABeHaALATUCEPUIHBIA TENEeBU3NOHHbIN duibm «Pypue-
Ba», pexuccep C. Masnos (2011). «CeeTnblt NyTb» EKaTepunHbl Pypue-
BOWM Nponer oT CeNbCKOM «30NYLKMU»-TKAYNXMN 0 «X03ANKM MOCKBbI»,
YysieHa NPaBUTENbCTBA, MUHUCTPA KYAbTypbl, NPAKTUYECKM NOBTOPAA
ncroputo TaHn Mopososoii. OgHaKo 3puTenu, AenAacb CBOMMMU Bne-
YaTNEeHUAMU B UHTEPHETE, OTMEYAIOT, YTO FEPOMHSA YacTo MoCcTynaeT
rafiko, YTO OHa «raZMHa» U KXULLLHUKY.,
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Ho pasBe MoeT bbITb «XMLLHAA ragmMHa» 301YLWKON?

He cToUT MPOHNYHO BOCMPUHUMATL COBETCKME GUNbMbI O PEBO-
noumnun, JleHnHe, ctpouTenbcTBe coumanmama. MNpu Bcen Mx «ckasou-
HOCTWY», 3T PUAbMbI B CBOEM BONBLUIMHCTBE CO3aaHbI Nt0abMU, Bes-
3aBETHO BEPMBLUMMM B CBET/IOE KOMMYHUCTMYECKOe 3aBTpa. bonee
TOro, OCO3HaHMe BbICOKOM MUCCUMU KMHO B Aene CTPOoUTeNbCTBa npe-
KPacHOro KOMMYHUCTUYECKOrO ByayLiero 3acTaBasN0 COBETCKUX KU-
HOAMB NPUHOCUTb CaMYIO APAroLEeHHYIO }KepTBY Ha asTapb UCKyCCTBa
— cyacTbe MaTepuHcTBa. bosnee AByx AECATKOB HEBEPOATHO Kpacu-
BbIX, YMHbIX KUHOQKTPUC KUK B aBCOMOTHOM COOTBETCTBUM C Uaeei
CBETN10ro 6€34eTHOr0 KOMMYHUCTUYECKOTO 3aBTpPA.

Ho aTo Bpems npolwsio, u Tenepb Mbl cTapaemcst 6e3 poHun Boc-
NPMHMMaTb BYpHYto 1t06OBb NOCTCOBETCKOTO KMHemaTorpada K poc-
CUIACKMM umnepatpuuam. besycnoBHO, € yBarKeHMEM OTHOCMMCA K
dnnbmam 06 yyeHbIX U NOIKOBOALAX, BCEX, KOFO Mbl MMEHYEM Bblga-
OLLMMUCA UCTOPUYECKMMU feAaTenaMn. HenoHATHO TONbKO MHoroce-
puiMHoe oboxaHne BperkHeBa M NPOUYUNX «TMAEPOB 3aCTOAY, KOTOpble
B CPABHEHWM C «MJIAMEHHbIMW PEBOIIOLUOHEPAMMNY, KaK FOBOPUTCA,
«WN POCTOM MOHUIKE, N BOJIOCOM NOXKMMKEY.

MMeHHO B «30/10TOE» 3aCTOMHO-OpeXKHEBCKOE BPeEMA B pe3y/bTa-
Te HeyCbIMHOro BOCMUTAHMA CTPaHbl B IyXe KOMMYHU3Ma, N0 AaHHbIM
B. CMupHOBa, HeTTo-KoabduUMEHT (KoaddUUMEHT 3amelleHns ao-
yepbmm matepeit) B 1980-e roabl coctaBun B CCCP meHblue 1% (npu
enaemoi Hopme 1,2). K 1980-m rogam B CCCP npsmo 0603Haumnocb
BbIMUPaHUE HaceneHus. CMepTHOCTb MPEBbICMNA POXKAAEMOCTb HO-
nee yem Ha 50% Bo MmHorux pernoHax Poccuiickoin ®epepaunu. Bol-
mupaHme B CCCP 6b1710 HaNpAMYO CBA3AHO CO CTPAXOM HaceneHus 3a
byayLiee cBOMX AeTen B yCNOBUAX COLMaNMN3Ma, 3To bblia naccusHas,
oT4yasHHaA dopma HenpuAaTuAa pexxmma [35]. Tak gemorpaduyeckasn
CUTyaLMA B CTPaHe CTana NPUYNHOM NepecTpoiiku.

Ecnm nocmotpeTb Ha aemorpadudeckyto kapTy 2012 roga, cunb-
Hee BCEro 10 CMX NOP MAET BbIMUPAHWME Ha EBPOMENCKOM TeppUTOpUn
Poccum (Kak 1 no aaHHbiM M. CopokmHa 3a 1917-1920 rr.). 3aecb B
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APEBHOCTM aKTUBHO GOPMMPOBASICS PYCCKMIA STHOC, NMOKa eLLLe COCTaB-
NAWUIA TUTYNbHYIO Haumto Poccuiickon ®eaepaumn.

C 1970-x rogos npobnemy ybblan HaceneHMa KPYmnHbIX CTapWUH-
HbIX rOPOAOB PEeLlanM 3aBO30M «JIMMUTYMKOBY», HO, MALA KLIMPOKO
3aKpbITbIMK Tnazamm» duabm B. MeHbloBa «MockBa cie3am He Be-
put» (1979), cemeiHoOe cHacTbe NOCETMO TOJIbKO OAHY M3 TPeX noa-
pyr, NOKopABLUMX cTonmuy. Celldac HaceneHne CTpaHbl YBeNMYMNBAET-
CA 33 CYET «TPYAOBbIX MUTPAHTOBY», OAHAKO BOMAeneHHble 400 MH.
YesIoBEK OCTA/IMCb MeUTOM, Kak M Bo BpemeHa CCCP. [laxe nonoBMHa
OT 3TOM UMpPbl HEAOCTUMKMMA B HACTOSLLLEE BPEMS, XOTA, KaK B CBOE
Bpema B [JpeBHeM Pume, ocyliecTBaAOTCA BbiNaaTbl Ha POXAEHUE
AeTel, UMeHyemMble Y HaC «MATePUHCKUM KanuTanom». CpaBHUBas
aHTUYHbIE BPEMEHA C COBPEMEHHOCTbIO, MOXHO CAENaTb BbIBOA, YTO
CCCP v BO BHeLLHEMN, M BO BHYTPEHHEN NOAUTMKE HE XBaTMUIO0 YyBCTBA
mepbl, dnNocopCKoM KaTeropmm, CTosb NH0OMMON APEBHUMN FPeEKa-
MW. A Beb KOMMYHUCTUYECKOE BOCMMUTAHUE L0 CRIOWHbIM GPOH-
TOM MO BCEM BUAAM WUCKYCCTBA — YKMBOMUCK, CKYAbNType, rpaduke,
My3blKe, MTepaType.

MHe MoryT BO3pa3uTb, YTO [NABHOM NPUYMHOM Aemorpaduye-
CKOM npobnembl cTana BTopas mmposan BOMHa, NoCae KOTOPOW Mo-
CNepoBaTe/IbHO YMEHbLIANOCh KOJIMYECTBEHHO KaXAoe MOoKoAeHue.
3T0 TaK, MOMHIO U YHUBEPCUTETCKME NIEKLMM O NOBTOPEHUN HalLeWn
CTPaHOM CXOXKUX Aemorpadunyeckmx NpoLeccoB CTo AeT CNycTa nocne
®paHumnn. A ecnm elwe rybxe B UCTOPULD, TO MOMXKHO BCMOMHUTD U
¢pa3y HanoneoHa BoHanapTta 06 ogHOM Houm lMapuska, BOCNOAHAO-
e BoeHHble noTepu. Bce 6bin10 661 BepHO 1 gnsa CCCP, ecnun 6bl He
KONINEKTUBM3ALLMA, 3aMyCTUBLLAA OTPULATENbHBIN Aemorpaduryeckuii
«CYETUMKY.

B nocnegHue roabl ctano AcHo, Yto 6e3 Uaeonornyeckon noa-
OEPKKN OAHUM MATEPUHCKMM KanuTaioM MNOBbICUTb POXKAAEMOCTb B
Poccun He yaaetca. Hayanocb Npon3BoACcTBO POCCUNCKUX GUIBMOB C
YCTaHOBKOW «TOJIbKO Ha POMaH, TOJIbKO Ha CEMbLO U Nt060Bb». MNosABK-
JINCb XYAOXKECTBEHHbIE U AOKYMEHTaNbHble GUNbMbI, TeENenepesayu,
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B KOTOPbIX [MaBHble repon — npeanpuHUMATENM, NOAUTUKK, Cnop-
TCMEHbl — YCMNeLWHO coyeTatoT paboTy ¢ 3a60Tamu 0 60/1bLLIOM KONK-
yecte geTei. MpyM 3TOM COBPEMEHHbIE aKTEPbl YacTO UMEIOT YeTBe-
PO-NATEPO AeTel He TONbKO Mo GUAbMAM, HO U B peasibHOM KU3HM.
OpHaKo BbIxoda M3 gemorpapuyeckoro Tyrnuka noka He Habnwoaaer-
ca. Maeonornyeckne ycTaHOBKM He paboTaloT, eciv HeT HaaeXKabl Ha
Nydwee byayuwee.
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ENEHA ANNEKCAHOPOBHA CEMEHOBA
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YIMYHbIW TEATP

B COBPEMEHHOM MEAMANPOCTPAHCTBE
KAK PEAYUMPOBAHHAA ®OPMA
KAPHABA/IbHOW NNOLWAAN*

AHHOTaumA. B HacTosLLei cTaTbe paccMmaTtpuBaeTca npobnema nepeHece-
HMA cneundUKM KapHaBa/lbHOTO CMexa B COBpPEMeHHOoe MeamanpocTpaH-
CTBO, pacKpblBaeMasn Ha NpuMmepe COBPEMEHHOro yANYHOro Teatpa. ABTop
CYMTAET, YTO eC/IM KapHaBa/ibHaA KynbTypa, cbopmupoBasluasca B EBpone,
CEeroAHs NpoXoauT ecTECTBEHHYIO CTaAMI0 pacnaja Ha loMOpP U UPOHUIO, TO
poccuiicKan KapHaBasibHas Ky/ibTypa, YacTbio KOTOPOW ABAAETCA YANYHbIN
TeaTp, elle He 40 KoHLA CPOpPMMPOBABLLMCL, OKa3anachb NorpyxeHa B und-
pOBYIO 3MOXY, B KOTOPOW HabnogaeTca CTpemuTenbHoe BUAOM3MEHEeHWe
CMexoBoM cTuxuKn. ObpallaeTcs BHUMaHMeE Ha Bce 6osiee YBENNUYNBAIOLLNIA-
€S UHTEPEC HaYKM K U3y4yeHuto cneumdrKm YeNoBe4YecKoro ananora v lomo-
pa B UHTEPHET-KOMMYHUKaLUW.

B cTaTbe yTBEPKOAETCSA, UTO TE Y/IMYHbIE TeaTPbl, KOTOPbIE UMEIOT YCTOMYU-
BOE KapHaBa/ibHOe A4P0, COXPAHAIT HaMbONbLLYIO HE3aBUCMMOCTb OT BO3-
MOYHOCTEN MHTEPHET-KOMMYHMKALMKN, HECMOTPSA Ha aKTMBHOE MCMO/b30-
BaHME UMW BCEX COBPEMEHHbIX CBOMCTB MeaMa (penanKaumm, AMaxpoHuu,
CUMYNbTAHHOCTU, MY/bTUNMLUMPOBAHMA U Ap.).

* Pe3ynbTaTbl MOJyYEHbl B PaMKax BbIMOJAHEHUA TOCYAAPCTBEHHOIO 3a4aHna MUHOBPHaYKu
Poccumn (Homep ansa nybaunkaumin: 27.7384.2017/8.9)
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B KauecTBe NoATBEPKAEHWUA 3TOr0 Te3UCa PAcCMATPUBAOTCA TpU GopMbl
Y/IMYHOM TeaTpasnbHOM KynbTypbl: yANYHbIN TeaTp (TeaTp-3Kc); dectmBanb
y/n4HbIX TeaTpoB (pectrBanb Burning Man); pasnuuHble HayyHO-npocee-
TUTE/IbCKME MPOEKTbl B 061aCTU Pa3BUTUA YIUYHOMN TeaTpasbHOM KynbTy-
pbl (npoekTbl B. MonyHuHa «[ypaku Ha Bonre», «KapaBaH mupa»; NpOeKT
TeaTtpa-IKc «[lepeBeHCKUIA TeaTp»).

Pan-6aTTh npuBoaMTCA B Ka4yecTBe NpumMepa M3HayvabHO peayLypoBaHHON
B MeAManpoCTpaHCTBE KapHaBabHOM NoOWaam, KOTopas, No CPAaBHEHUIO C
Y/IMYHbIM TEAaTPOM, B OTAE/bHbIX CBOMX Gpopmax (oMope, MPOHMK, caTupe),
3BYYUT AOBONLHO FPOMKO.

B 3aKnioyeHUM fenaetcs BbIBOA, O TOM, YTO CMNOHTAHHbIA KapHaBaslbHbIN
Ccmex B pan-6aTmiax v B yIMYHOM TeaTpe, B OT/IMYME OT HOMOPa U MPOHWUM,
NIerko BOCMPOM3BOAMMbBIX B MeANANPOCTPAHCTBE, HEBO3MOXKHO UMUTUPO-
BaTb. ITO, B CBOK o4epenb, ABAAETCA AOKA3aTe/IbCTBOM TOFO, YTO KapHa-
BaJIbHbIN CMEX MAKCUMasIbHO CONPOTUBAAETCA NONbITKAM JIULLNTb ero Tene-
CHOro 6bITOBaHMA.

ABTOp onupaeTca Ha no3uumMn M. BaxTMHa o peayLmMpoBaHHbIX dopmax Kap-
HaBaNbHOro CMexa; Ha TeopeTuyeckme nosvummn A. KosmHuesa u B. LLKnos-
CKOro 0 IOMOPUCTUYECKOW Npupoae napoauu; Ha Teopuio b. MoplwHesa o
TOPMO3HOM SOMMUHAHTE.

Kntouesble cnoBa. YInuHbIM TeaTp, MeauanpocTpaHCTBO, peayLmpoBaHHan
KapHaBa/nbHasa naowaap, pan-6atm, M. baxtuH, A. KosnHues, b. MopuwHes,
B. LLIKNOBCKMNA.
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THE STREET THEATRE

IN THE CONTEMPORARY MEDIA SPACE
AS A REDUCED FORM

OF THE CARNIVAL PLAZA*

Abstract. The present article examines the issue of transferring the
specificity of carnival laughter into the present-day media space, revealed
on the example of the contemporary street theatre. The author holds true
that while the carnival culture formed in Europe is presently going through
the natural stage of disintegration into humor and irony, the Russian carnival
culture, part of which is the street theater, not having yet been fully formed,
has been forcibly submerged into the digital era in which one can observe a
rapid modification of the element of laugh. Attention is drawn to the ever
increasing interest on the part of science in studying the specificity of human
dialogue and humor in internet communication.

The article asserts that those street theatres, which possess a strong carnival-
based core, maintain the greatest independence from the capabilities of
internet communication, notwithstanding their active use of all modern
media properties (replications, diachronies, simultaneities, multiplying, etc.).
As a confirmation of this thesis, the three forms of the street theatrical
culture are examined: street theater (Theater-Ex); the street theater festival
(the “Burning Man” Festival); as well as various scientific-educational projects
in the field of street theatrical culture (Vyacheslav Polunin’s “Fools on the
Volga,” “Caravan of the World”; “Village Theater,” a project of Theatre-Ex).

* Results have been received within the framework of carrying out the state goal of the Ministry
of Education and Science of Russia (Number for publications: 27.7384.2017/8.9)
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Rap battle is given as an example of carnival plaza, which was originally
reduced in the media space, and which, in comparison with street theater, in
some of its forms (humor, irony, satire) has a rather loud sound.

In conclusion, it is inferred that spontaneous carnival laughter in rap battles
and in street theater, in contrast to humor and irony, the latter two easily
reproduced in the media, cannot be imitated. This, in turn, presents a proof
that carnival laughter resists to the utmost degrees any attempts to deprive
it of its corporeal existence.

The author bases herself on the positions of Mikhail Bakhtin regarding
the reduced forms of carnival laughter; on Alexander Kozintsev and Victor
Shklovsky’s theoretical positions regardiing the humorous nature of parody;
on Boris Porshnev’s theory of brake dominant.

Keywords: street theater, media space, reduced carnival square, rap battle, ,
M. Bakhtin, Alexander Kozintsev, Boris Porshnev, Victor Shklovsky.

Bospocwunin MHTepecC K ABMMKEHUIO Y/IMYHBIX TeaTpoB B Poccum
B NocCnegHWe rogpbl BblpaxaeTca B MHTEHCMBHOM MX pocTe. TONIbKO B
2016 roay B Poccum 6b1s10 3adMKCUPOBAHO He MeHee 16 mexayHa-
poAHbIX dpecTuBanel yandyHbix Teatpos. B nocnegHue 10 net oteye-
cTBeHHble uccnegosatenu . bokypaase, 0. KysoseHkosa, [I. Mou-
ceesa, 0. Haymosa, T. ladap, A. iucuukni, A. Nasnos, E. Jyb1MHKNHa,
J1. AsapeHkos, T. PegopeHko, O. HKyKoBa 1 apyrne akTMBHO Uccneay-
tOT Y/IMYHBIV TeaTp B KOHTEKCTe GeCcTUBAIbHOIO ABUMKEHMUS.

3apyberkHbiXx aBTOpPOB Bce 60/blUe WMHTEPECYT CouManbHble
[1, c. 10-13, 15] ¥ nonMTUYECKMe acneKTbl yAUYHOro Teatpa [2]:
paauvKanbHbld npotecT [3, c. 342—-345]; aBuXeHUe murpaHToB [4,
c.120-121]; nponaraHga; maccoBoe UcKyccTBo [5, c. 57-71]; nepdop-
MaTUBHbIE NPaKTUKK; NPpUKNaLHas gpama u Teatp [6, c. 170-175]; ob-
pasoBaHue [7, c. 18-20]; pa3paboTKka M NpaKTMKa NCUXO-KOppeKLM-
OHHbIX, apT-NpodMNAKTUYECKUX METOAOB TeaTpa U Apambl B paboTe
C MOJIOAEKHBIMW U NOLPOCTKOBLIMM MPOTECTHbIMU HACTPOEHUAMM
(oT wyTKM go npamont arpeccun) [8, c. 100-104]. MoXKHO cKasaTb, 4TO
cerogHa HabnoaaeTcs CHUXKEHUE MHTepeca K GeHOMEHY YINYHOro
TeaTpa B 3apybexHOM HayKe, 06bACHAEMOE PaCTyLIMM KONMYECTBOM
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Aybnepos yAMYHOro TeaTpa, Masio MNOXOXMUX HA OPUTrMHAN (3penuLue,
payc, KOHLEPT NoZ OTKPbITbIM HEOOM, CNEKTAK/b U ApP.), CO34at0LLMX
OlLyLLEHNE ero NPUCYTCTBMA B 3aKOHCEPBMPOBAHHOM BUAe, obpe-
YEeHHOM Ha BEYHYI0 XK13Hb B meauacpege. Konua, no mHeHumto XK. bo-
Apunapa, noaseprwanca, «KMCKYCCTBEHHOMY CTapPEeHMUIO, B KOHLLE KOH-
LOB, HAYMHAET BOCNPUHUMATBLCA KaK NOSANHHMKY [9, c. 5].

Ha stom ¢poHe HeckosibKO 3amno34a/ioe BHUMAHWE POCCUMCKOM
HAYKW K SIBNIEHMIO YIMYHOTO TeaTpa BMoJHe 06BACHUMO. YANYHbIN eB-
ponencknin TeaTtp, nepexuswmii 8 1980-1990 roapl NMK cBoero pac-
L,BETa, POCCUICKAA TeaTpasibHaA KynbTypa aKTUBHO OCMbICAAET TONb-
Ko nocnegHue 20 nert.

[naBHbI NapafoKC BUANTCA B TOM, YTO YAINYHBIN TeaTp B Poccum
KaK YaCTb KapHaBa/IbHO-Te/IeCHOrO MMpPa NOABEPICA BUPTyam3auum,
He ycnes ele cdopmnpoBaTbCA. ApKoe NpoABAEHME BHELLIHMUX NpPU-
3HAKOB YIMYHOrO TeaTpa B Poccuu, a TaKkkKe pe3Ko BO3POCLLMIA K HEMY
Hay4HbIA MHTEpPEeC MOTYT YKa3blBaTb HE TO/IbKO Ha AedULUT YINYHOTO
TeaTpa, HO U Ha ero NosHoe UCYe3HOBEHME.

He cnyyainHo npobnembl BUAOU3MEHEHUA AManora U CMEXOBOM
CTUXMM B BMPTYasIbHOM MPOCTPAHCTBE ABAAKOTCA cerogHa Havbonee
aKTyaNbHbIMW ANA 3apybekHbIX UccnenoBaTeniei, yeit 0B6bEKT Usyye-
HUWA CBA3AH C A3bIKOBbIMW CPEeACTBAMM, UCMONb3YeMbIMU ANA CO34a-
HUWA LEHHOCTeN N CMbIC/IOB B ceTeBoM KynbType [10, c. 48]. OcobeHHo-
CTAM NYyBAMYHOCTU COBPEMEHHOTO MeAManpPoOCTPaHCTBa MOCBALLEHDI
ctatbm J1. Pakosa [11, c. 76-79]. NMpobiema yceyeHHOro BUTA/IbHOFO
OnbITa B BUPTYaNbHOM cpeae nogHmMmanach M. Bupunbo [12]. CeoiicTBa
Mmeamacpesbl, aBTOMaTU3MPYIOLWMEe CaM NPOLECC NOPOKAEHMA CMeLL-
HOro B LMQPOBYIO 3NOXY, YHUPUUMPYA OTHOLLEHME K STOMY ABAEHWUIO
Yy MON0A0ro NoKoneHuns, aHannsmnposanuce M. KyHue [13, c. 101-106].
OH parke BBEN NOHATUE «3MOXa UMPPOBOro KOMUYECKOTO». Tema BUp-
Tya/NbHOrO Ananora packpbiBaeTtca B paboTax P. YuTakepa [14].

Bonpocbl aedopmaLm CMeXoBoit CTUXUN (MOMEHTANLHOIO pac-
NPOCTPaHEeHMA IOMOpPa B MeAVNAKOMMYHUKAUUAX 4Yepe3 yABOeHue,
CMEeXO0Bble KOMWW, ABONHUKK, Aybaepbl) OTPaXKeHbl B OTAENbHbIX pa-
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6oTax oTeuyecTBeHHbIX uccnemosateneit P. Kacumosa [15, c. 10-23];
M. PiomuHolt [16] 1 ap. H. XpeHoB npeanosaraeT, YTo «BO3MOXKHO,
Mbl HaxoaMMcA HakaHyHe HoBbIX Gopm BUpPTYanusaumm» [17, c. 28].
B HeKoTopbIx paboTax MmeaAnanpoCTPaHCTBO TPAKTYETCA B KaTeropmsx
KapHaBana [18; 19, c. 286].

[aHHbIi 0630p MccneaoBaHuMii, NOCBALLEHHbIX cneumdmrKe obLye-
HUA B UHTEPHET-KOMMYHMKALMK, B YaCTHOCTU, PAaCCMOTPEHUIO CMe-
XOBOM CTUXMU, NO3BOAAET NPEANONOKNUTL, YTO AedopmaLMa cMexa B
BMPTYyasibHOM 0bLWweHMM HensbexxHa 1 gonycTnma. Takxke 3To cBuae-
TE/IbCTBYET O TOM, YTO B BUPTYasIbHOM MMUPE TaKMe OCHOBbI KapHaBasa
KaK npuyalleHne BCeX KapHaBasibHbIM CMEXOM; YeTKoe pasgenieHne
Ha HU3 M BEPX; Ha MaTepMasbHOE M AyXOBHOE; Ha XOPOLLEE U MN/10X0E;
pasrpaHuyeHne peasbHOCTU U BbIMbICAA, MOFYT ObITb 1EFKO MPOUTHO-
pupoBaHbl. B NogobHOM cyyae NpomucxoanT CO3HATEIbHOE paspyLue-
HWe KapHaBa/IbHOM Mepapxmun, B pesysibTaTe Yero Mbl B y4LIem Cay-
Yyae nosyyaem becnsoTHble pegyumpoBaHHble (6e33ByYHbIe) dopMbl
KapHaBa/sbHOWM MN/oLWaaM, HO He cam KapHaBall.

MepemelleHme «KapHaBabHOM NAOWAANY B UHTEPHET HE TOJb-
KO He CHUXXaeT MOJIOLEXKHON arpeccum, ee NPOTECTHOrO HACTPOS, HO,
HanpoTtuse, yBenuumeaeT AeduLMT KMBOro, AManornyeckoro obluue-
Hua. O6 3TOM APKO CBUAETE/NLCTBYET BO3pPacTatoLLas NONynspHOCTb
P3N-Ky/bTypbl, B YaCTHOCTM pan-6aTT108. CNOBO «P3an» OT aHIIUIACKO-
ro «rap» — CTyK, yaap. Cumtaetcs, 4to pan-6attn 3apogmncs 8 Amepu-
Ke 1 cBA3aH ¢ dozens («AIXNUHAMMU») — YIUYHbBIMMN CIOBECHbIMWN BUT-
BamMu adppoamepuKaHLEB, KOTOopble 3aPpUKCUPOBAHbI elle B Havasne
XX BeKa. Pan-cparkeHua (rap battle) 66111 co3aaHbl € Lenbto u3bexatb
Apak mexay 6aHgamMK ¢ MOMOLLbIO CTIOBECHOTO noeanHKa (pudmbl).

C oZHOW CTOPOHBI, MHTEPEC K pan-6aTTnam MOXHO 0OBACHWUTD Bbl-
POXIAEHMEM KapHaBa/lbHOM KyAbTypbl B ee arpeccuBHble popmbl (Mpo-
HUIO, CaTUPY), CTPEMNEHMEM COBPEMEHHON MOJSIOAENKM K B3POC/bIM
nrposbiM ponam. C Apyroit CTOPOHbI, NPEACTaBAAETCA BaXKHbIM pac-
CMOTpeTb 6aTT/Ibl KaK COBMeELLEeHME WUrpbl NOPAAKA, OCHOBAHHOWM Ha
pedepeHTUBHOM DYHKLUMK A3bIKa (MpOHUK) 1 urpbl BecnopagKa (KapHa-
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BanbHoOM). Mpeanaraetca 06paTUTLCA K aHANU3Y NaHya (OT aHIKUIMCKOro
punch — «yaap Kynakom»), BOCXOASALLEro K ero aHruiucKkomy onpege-
NEHUIO, KaK YesI0BEKY, COBMELLAOLLEMY YepTbl NPUTBOPLUMKA U KOMM-
yeckoro aybnepa, CHUKatoWemy npsamyto arpeccuto. MaHy B gaHHOM
CNly4ae g/1a aBTopa CTaTbM BbICTYNAET K/HOYEBLIM KapHaBasibHbIM Npue-
MOM, KOTOPbI MOXHO HaboAaTh B Y/IMUHOM TeaTPe U B Pan-KyNbType,
Tpebytowem cneumdryeckmnx NAoLWaAHbIX NPUEMOB A1 CBOETO afekK-
BATHOTO BbIPaXKEHWA.

MpoBeAeHHbIW aHanM3 OCHOBaH Ha COMOCTaBAEHMM OCOBEHHO-
cTeli GYHKUMOHMPOBAHNA B MeAManpoCTPaHCTBE Y/MYHOro Teatpa M
pan-6atTnoB. Micnonb3oBanncb MeTogbl MCTOPUKO-KY/IbTYPOOrMYECKo-
ro aHanu3a; CpaBHUTE/NbHAA XapaKTepPUCTUKa NOTPEOHOCTU Yy aKTepos
Y/IMYHBIX TEATPOB U Y UCMONHUTENEN P3N-6aTT/IOB BO BKIOYEHME B Kap-
HaBa/IbHO-XY/A0XKECTBEHHblE BMAbI AeATENbHOCTU; NOTPebHOCTb co3aa-
BaTb CBOEro NepCcoHa*ka-MacKy; BbICMeMBaHNE COOCTBEHHbIX OLIMOOK 1
Heygauy; TeopeTuyeckoe (pedeKkCMBHOE) OCMbICIEHME KAapHABa/bHbIX
SIBIEHUI U NPOLLECCOB, KapHaBaM3aLmMs; NO3UTUBHOE, PaLOCTHOE MU-
poBocnpuATUe U T.4.

PaccmatpuBas TakMe CBOWCTBA Meamacpenbl, Kak pennukaums,
AMAXPOHUA, CUMYNbTAHHOCTb, AMATOMHOCTb, MYAbTUMAULMPOBAHME,
Mbl OBHaPYKUAN, YTO OHWU B Pa3HOW CTENEHM BUAOUIMEHSAIOT KapHa-
Ba/IbHYHO KY/NbTYPY B P3N-KY/bTYpPe 1 B yIMYHOM TeaTpe. Penaunkauus (ot
nosgHenar. replicatio — noBTopeHne) — cBOMCTBO mMeauacpesbl, Npo-
ABAAOLLEECH B TOM, YTO FOBOPEHWE onpeaeseHHoro cobeceaHMKa ye-
peayeTcs C roBOPEHMEM APYroro WAu Apyrux B MOpsaKe CMEeHbl Man
npepbiBaHMA. [MaxpoHUA — MoOLLHelllee KOMMYHUKaLUMOHHOE CBOW-
CTBO BMPTyanbHOM cpeapl (0T rpey. dia yepes, ckBo3b U chronos Bpe-
M), cnocobHoe CHMXKaTb NOTPEBHOCTb INYHOTO, PU3MYECKOTO yyacTus
M NpUCyTCTBMA. JMaTONHOCTb U CUMY/IbTaHHOCTb (OAHOBPEMEHHOCTb) B
BMPTYyaNbHOW cpeae OCyLLecTBAAIT A0CTYN U A0CTaBKY MHGOPMALIMOH-
HOro pecypca B 1060 MOMEHT. MynbTUNAULMPOBaHME (HEU3MEHHOCTb
€o00LLLEeHNSA, KOTOPOE MHOFOKPATHO NOBTOPEHO) INLIAET YANYHbIV TeaTp
ero cnoHtaHHocTn. Hanbonee To4HO NepesaloT NPUPOAY YINYHOIO Te-
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aTpa HeBepbanbHble KaHAAbl KOMMYHWKaLMK (napasvHIBUCTUYECKME
3BYKOBbIE KOAbl, KMHECTETUYECKME, OKY/NecUYeckue, ayCKy/NbTaLMOH-
Hble), MONYyNAPHbIE TaKXKe B BUPTYyaSIbHOM OBLLEHUMN.

BblIM NpoaHaNN3MpPOBaHbl TaKME HanpPaBAEHWUA YAUYHOW TeaTpasib-
HOW KyNbTypbl Ha MPeAMET COCYLLLECTBOBaHMWA UX C BUPTYaIbHOM Cpeaomn
KaK YIMYHbIN TeaTp, ecTmBanb YAMYHbIX TEATPOB, Pa3/INyHble HAy4YHO-
NPOCBETUTENBCKUE NPOEKTbI B 06/1aCTV Pa3BUTUA YAUYHOM TeaTpaNbHOM
KYNbTYpbl.

B KayecTBe yAMYHOro TeaTpa paccMOTpUM «TeaTp-IKC», CMeKTaK-
JIN KOTOPOTO 3aBUCAT OT JIOKa/ZIbHOTO NPOCTPAHCTBA (CBasKK, GabpuKuy,
peKu, MocCTa, NoAs, NorocTa, Niowaaun v ap.). Ana aHannsa mbl npume-
HUM 3aKOHbI XpoHoTona M. baxTvHa O Hepa3pbIBHOCTU XYAOMKeCTBEH-
HOro NMPOCTPAHCTBA U BpeMeHW. B cnekTaknsax TeaTpa-3Kc Habntoaaet-
CA TaKoe eAMHCTBO «BpeMeHUnpocTpaHcTea» (M. BaxTuH He ciydYaiiHo
ynoTpebasn CNMTHO 3TU CNoBa), B KOTOPOM BCe COBbLITUS XPOHOAOrMYe-
CKM HepaspbiBHbI C ONpegeneHHbIM MeCTOM, MOPOXKAALWMM Yepeay
AaNbHEeNLWNX cobbITUI. ECNN M3MEHUTL MaNenLLYIo AeTalb CAMOTro Npo-
CTPaAHCTBA, TO U BPEMA NO-MHOMY MOBEPHETCA K 3PUTENIO U K aKTepy»
[20, c. 263-264]. AKTepbl AaHHOro TeaTpa YyBCTBYIOT NOTPEOHOCTL B
CUCTEMATUYECKOM MOTPYKEHMUM B KAPHABa/IbHO-XYA,0MECTBEHHbIE BUAbI
[eATeNbHOCTU, B CO34aHUN KOMUYECKMX NEePCOHAXKeEN, B BbICMEMUBAHUM
cobcTBeHHOW paboTbl, B camopediekcun, B APYKECTBEHHOM U Npasa-
HUYHOM aTmocdepe. s 3TOro Tpynna TeaTpa peanusyeT B AepeBHe
Kpect TeepcKolt 061acTv 06pasoBaTesibHbIM NPOEKT «depeBeHCKuin Te-
atp» [21, c. 1185], HanpaBieHHbI Ha oboraleHMe KapHaBaibHOM Ky/b-
TYPbl B YCNIOBUAX PYCCKOW AEPEBHM.

Kak npumep dectnsana yanMYHbIX TeaTPOB PAaCCMOTPUM nereHaap-
Hbl1 dectmanb Burning Man (BepHuHr MsH) (B 6yKBanbHOM nepeBo-
[e — «ropswmii Yenosek») B wrtaTe Heeaga, CLUA, KoTopblii BeAET CBOHO
nctopuio ¢ 1986 roga. K 2018 roay aaHHbIM GpecTnBanb MaKCMMaNbHO
MCNONb3YeT BCE CpeacTBa MHTEPHETA (AHOHCUPOBAHME U YCI0BUA Noaa-
4M 3aABKM Yyepes MynbTuMeauniiHoe npunoxeHne BRC; ponyckaetca Ha
dectmBane MmeTb HOYTOYK M KOMMbIOTEP, HO HE CMAPTHOH), 3anNoNHe-
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HMe aHKeTbl M OMNiaTa OpraHM3aLMOHHOrO B3HOCA Yepe3 odurLManbHbIi
cant. Mpu 3TOM OPraHM3aTopbl MO-NPEXHEMY MbITAOTCA OTCTaMBaTb
CBOW NPUHLMMbI YX04a OT UMBUIM3ALMM, HE NOSMEHAA YUYHbIN TeaTp
€ro BUPTya/ibHbIM IBOMHUKOM.

MpoeKTbl B 061aCTM YAUYHOW TeaTpasbHOMN KyNbTYpbl PacCMOTPUM
Ha npumepe TBopYecTBa B. MonyHMHa v ero NnpoeKkToB «[lypaku Ha Bon-
re», «MyxoBblit cag», «Snow Show», «KapaBaH mupa». [laHHble NpoekK-
Tbl APKO CBMAETENLCTBYIOT HE TO/IbKO O BbINOJIHEHUW BCMOMOTaTe/IbHOM
GYHKLMM MeananpoCTPaHCTBa NO OTHOLLEHMIO K YIMUHOMY TeaTpy, HO U
0 CTUMY/IMPOBAHNWN MEANAKOMMYHMKALMAMM HOBbIX TBOPYECKUX POpM
M cnocoboB onocpegoBaHHOTO B3aMMOAENCTBUA MEXKAY YIUYHbIM Tea-
TPOM U 3pUTENEM.

Bblnn paspaboTaHbl 4ONONHUTE/IbHbBIE KPUTEPUM OLIEHKM COAEPIKA-
HWA B BUAEOMATEPUANAX POCCUICKUX PIN-BATTNIOB 1 B CNEKTAKAAX Y/INY-
HOro TeaTpa KapHaBa/ibHbIX KOMMOHEHTOB: CMOHTAHHOCTb CMeXa, Kap-
HaBa/ibHaa damuabapHan peudb, (xBanebHas HGpaHb), TeNeCHO-UrPOBO
KOHTaKT, psAXeHbe (Maco4YHOCTb), BepbanbHbI M HeBepbHanbHbIN toMOp,
ZByronocoe cnoBo (CKas, NapoAMMHOCTb, cTUAM3aLMS). Ona co3pganun
WHCTPYMEHTA ANArHOCTUKM Bblnn BbIOpaHbl TEOPETUYECKME NOOKEHUSA
A. Ko3unHuesa, b. MNopwHesa, B. LLUknosckoro, M. baxTunHa.

KapHaBanusauwmsa, B NoHMMaHuK A. Ko3nHLeBa, BeEeT CBOO poaoc-
JNOBHYIO OT NEPBOrO TUMA arPeccun — MUPHbIX apXanyeckmux Gopm urpsbl
becnopnaaka. MccnegosaTens CYMTAET, YTO MOHATUE «AEKapHaBaiM3a-
uma» obo3HayYaeT Npouecc nepepacTaHUA LWYTOYHOM arpeccuu B Noa-
JVHHY1O (BTOPOM TMN). 3TO CBA3AHO C YyTPATOW Y€/I0BEKOM NaMATH O ero
3BOJIIOLMOHHOM MPOLLIOM, C Pa3BUTUEM CTPYKTYPbl MO3ra, KOrga peyb
NPUXOAMT Ha CMeHY MHOTUM HepeyeBbiM GYHKLMAM. [03TOMY MOMKHO
CKa3aTb, YTO MPOHUA, B OTINYME OT tomopa [22], asnaeTca cneumdpuye-
CKM-4Ye/10BEYECKOM PAa3HOBUAHOCTLIO NPSAMOM arpeccuu.

[ns OUEHKN TaKTUKM HeBepbaibHOTO OMOpPa M CMOHTAHHOTO CMexa
8 pan-buTeax npumeHanacb Teopus b. MoplwHeBa 0 «TOPMO3HON AOMU-
HaHTe», 06bACHAOLLEN NPOLLeCcChl B3aMMOTOPMOKeHUA [23, ¢. 170-177]
BTOPOM CUFHANbHOW CUCTEMbI M NEPBOCUTHAMbHBIX cucTem. MpuHumMn
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«TOPMO3HOMN OMUHAHTbI» 06bACHAET BO3HUKHOBEHME Y/IbTpanapaiokK-
canbHoW [23, c. 186—-206] akTMBHOCTU (NOBeAeHMUS, CTpaTernm, pedaek-
ca, AeWCTBMA) B YCIOBUAX, KOTAA NPEXHAA TaKTUKA JOCTUXEHUA Lean
HeaddeKkTnBHa. FOMOP Y MPOHMA MOTYT BbITb NPOABAEHUAMMN CMELLEH-
HOM aKTMBHOCTU WM TOPMO3HOM AOMWHAHTbI B payHAax pan-6aTtnos,
Tpebyowmx oT y4acCTHMKOB OAHOBPEMEHHOW aTaku U 0BOPOHbLI. ITOT
e MPUHLMMN TOPMO3HOW AOMUHAHTbI 06BbACHAET PUPMOI CMOHTAHHbIN
cmex Ny6anMKM M camoro aTakymowero. Cmex 0OgHOBPEMEHHO aTaKyeT
(3apakaeT) u obopoHsaeTca (6A0KMPYET-TOPMO3UT) pedb M MbIC/Ib CO-
nepHuKa. HeageKkBaTHbIN pedneKc (MHTepaMKLMA) He TONbKO NMPOBOLLM-
pYeT HeNpPou3BOJIbHOE MOAPaXKaHUe emy, 3aTOPMaXKMBaA aLeKBaTHbIN
pedneKc, HO 1 AaeT BO3MOXKHOCTb MCMO/1b30BaTb COBCTBEHHOE MHTEp-
AVKTUBHOE TOPMOMKEHMWE, BAMAA HAa TOPMOXKEHNE UHTEPAUKLMN Y ApY-
roro [23, c. 231-240]. b. MNopLwHEB cYMTaET CYrrecTnio TpeTben cTyne-
HbIO PA3BUTUA MHTEPAMKLMM, HA KOTOPOM NponcxoamT GopmmMpoBaHme
peun. UHTepamKuma B pan-6aTTiax Ucnonb3yeTcs B Lensx 060poHbI U
HaCTynieHna, Tak Kak peyb NPOTUBHMKOB BCErga COCTOMT M3 BO3AEN-
CTBMA U NPOTUBOAEMNCTBUA.

Ocobyto LLeHHOCTb B AMArHOCTUKE TEKCTOB Pan-6aTT/10B Ha npes-
MEeT cofepXaHuA B HUX HOMOpa MPeaCcTaBAAT MbICAW O Mapoguu
A. Ko3uHuesa [22], B. LLknoscKoro [24, c. 32], M. BaxTuHa. MocneaHui
noj, «ABYro/ioCbliM C/IOBOM» MOHMManN NapoauiiHoe CNoBO, CTUAU3a-
LU0, CTU/IN30BAHHbIN cKas, anasnor [25, c. 219-220]. Bo Bcex YeTbipex
3/1IeMEHTaXx, COCTaB/AILWMX «ABYrosocoe cnoBo», baxTnH octaHaBan-
BAeTCA Ha 0bLuel YepTe: CIOBO BO BCEX C/TYYanX MMEET «ABOSKOE Ha-
npaB/eHne»: Ha NPeaMEeT Peyn Kak Ha 0bbl4HOE CNI0BO M Ha Apyroe
C/I0BO, Ha YyKyto peyb. py 3TOM «yC/IOBHOE CNOBO — BCEraa ABYro-
Nocoe ¢c1oBo. YCI0BHbIM MOXKET CTaTb INLWLb TO, YTO KOFAa-To H6bIN10 He
YCNOBHbIM, cepbe3Hbim» [25, c. 220]. NMapoaua oTAnYaeTcsa oT CTUK-
3aUMN TeM, YTO aBTOP, FOBOPA YYXKMM FONOCOM, KBBOAWUT B 3TO C/O-
BO CMbIC/IOBYIO HamnpaB/ieHHOCTb, KOTOpasa MPAMO NMPOTUBOMO/IOKHA
yyxkoi» [25, c. 224]. A. KO3UHUEB CYMTAET, YTO MarXKOPHaA CTOPOHa
napoamu obHapyKMBaeT OPraHUYHYH CBA3b C KOMM3MOM [22, c. 155].
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Ha ocHoBe comnocTaBieHMA AaHHbIX O NPUCYTCTBMM KapHaBa/lb-
HOW peayLMpoBaHHOM NAOWAAMN B COBPEMEHHOM Y/IMYHOM TeaTpe U
KynbType pan-6aTTna MOXKHO caenatb caeaytowme BbiBoAbl.

Mpoueccbl ANAXPOHUM, ANATOMHOCTU, CUMYILTAHHOCTU aAKTU-
BM3UPYIOT pacnpocTpaHeHne nHpopmauum o6 yaMyHbIX TeaTpax B
MeAManpoCTPAHCTBE, HO OHM He CMOCOBOHbI MOPOXKAATb, OTPAXKATbL U
nepepasaTb camy cneunduKy KapHaBabHOro cobbITUA, KOTOPOE pac-
nonaraeTca Ha rpaHMLAx UCKYCCTBA U XKU3HMU.

PennmKkauma — of4HO M3 HEMHOMMX CBOMCTB, NMO3BOASAIOLLEE KaK
C034aBaTb, TaK MU MaKCMMA/IbHO CO3HaBaTb WJ/O3UI0 MOrPaHUYbA
WCKYCCTBA W KWU3HU. [JaHHOE CBOWMCTBO LIMPOKO U 3PPEKTUBHO WUC-
NoNb3yeTcs B COLManbHbIX ceTax (dpencbyke, MHcTarpamme v T.4.),
BMAEO-6/10rax, yIMYHOM TeaTpe W pPan-KynbType. Penankauma — 3T1o
CTPEM/IEHME K OMANOTY, KOTOPOE MOMHO YBUAETb B AETCKOM 3roLeH-
TPUYECKOI peumn, Korga pebeHOK HaYMHAET aKTMBHO pasroBapuBaThb
cam ¢ coboit npu Apyrux. ITo NPOSBAAETCA B UPOHUM, CTAHOBACb OC-
HOBHOW GOPMOIN CaMOBbIPAXKEHMA NOAPOCTKOB, MOJIOAENKM B UHTEP-
HeT-cpefe, B YIMYHOM TeaTpe. Y HEKOTOpbIX, Haubosee APKMX pPan
ncnonHutenen (OKcumopoHa, Ausactepa, Cawwn CKyna u ap.) ato
CBOWCTBO NPOABAAETCA B CAMOMNapoguu.

B pe3ynbTate nposeaeHHON paboTbl ObIN0 BbIABNEHO, YTO OAHUM
M3 METOA0B NOTPY}KEHWUA B KapHaBas/ibHYO aTmocdepy, Npexae BCero
caMux cebs, YneHbl KONNEKTUBOB YIMYHbIX TEATPOB BbIOMPAIOT HE TONb-
KO rOpPOZACKYHO Cpeay, HO U CENbCKYI0 MECTHOCTb, AEPEBHIO, YAa/IEeHHble
OT UMBUAM3ALMK (B TOM YMC/e OT MHTepHeTa) MecTa. OpraHmsaTopbl U
aKTepbl TPYNM YAUYHbIX M OTHEBbIX TEATPOB NMPEUMYLLECTBEHHO COCTO-
AT U3 MONOAbIX N0AEN, KOTOPblE MMEIOT TeaTpasibHOe, LMpKoBoe 0b-
pa3oBaHMe, aKTEPCKOE, PEXKMUCCEPCKOE UAWN T'yMaHUTapHoe. B TeaTpax
OrHA HabNtoAAETCA MEHDBLUMIN NPOLEHT MONOAEKM C BbICLUIMM 06pa3o-
BaHMeM, bosilee M0I0A0M KOHTUHIEHT (MOAPOCTKOBLIM BO3pacT). B cTa-
pPenLINX YIMYHbIX TeaTpax CpeaHUn BO3pacT OCHOBHOro coctaBa 30—45
net. CambIiM BO3PACTHbIMW TEATPAMM MOMKHO CYMTATb TaKME KOMaHAbl,
Kak «TeaTp-dKc», «OrHeHHble nwoam», «Kamukagse-woy», «OrHMBO».
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MHorve aKTepbl OrHeBbIX TeaTpoB TAroTetoT K bypdoHaae, KnoyHase,
MMeT NOTPEBHOCTb B MO3TUKO-POMAHTUYECKOM OCMBIC/IEHNN YAUYHO-
ro Teatpa. B 1o ke Bpems B 06LEHMM aKTEPOB YIMYHOIO TeaTpa Habto-
[aeTca TATOTEHME K LWYTOBCKOMY 0BLLEHMIO, CBOMCTBEHHOMY elle Npw-
MWUTMBHbIM obLiecTBam (BbIGOP NapTHepa MO NOALWYUYMBAHUIO: XKEHDI,
My»a, bpaTa, cecTpbl U T.A.). B Takom 06LLEHNN CNOBECHbIN «NaHY»
npuobpeTaeT APYHKECKYIO, UTPOBYIO HAaNPABAEHHOCTb.

YacTnyHo, HeuTo NofobHoe HabNAAeTCA U B MONIOAEKHOMN Ky/b-
Type pan-6atTaa. NpUMeHUB BCe BbllLe NEPEUYNCIEHHbIE MONOKEHUA
K NOBEAEHUIO M TEKCTaM YYaCTHMKOB OTEYECTBEHHbIX Pan-6aTTnos
(Oxxxymiron; Slim; NTaxa; MHolHbIA Man Cnasa KMNCC; 3amai; Makc
Kops; 'One; [skoHu Boit; dpHecTo 3aTKHUTech; denbduH, ST u ap.),
6blAM NoNyYeHbl cnepyrolwme pesynbTaTbl. BbiABAEHO, YTO umcTas,
npAmas arpeccus (MPoHUA) B HUX NPaAKTUYECKM OTCYTCTBYET, TaK KakK
6aTTA pacnonaraeTca Ha rpaHuLax UCKYCCTBa MU XU3HU. Mapoausa m
MaHy, CAy»KalimMe O4HUM N3 OCHOBHbIX XYA0XKECTBEHHO-UIPOBbIX NPU-
eMOB CO3[aHMA KapHaBa/bHOro, NapoguiiHoro aybnepa, TOpMo3aT
peanbHyHo arpeccuto.

Pan-6attn mexay Cawoli Ckynom (conuctom rpynnbl «BbyxeH-
Banbg, Pnasa») u AxkoHom Paem B 2014 rogy Hambonee sipKo noa-
TBEPXKAAET T MO0XKEHMUA, COTNMACHO KOTOPbIM IOMOP M CMOHTAHHbIN
cMex TOpMO3AaT npamyto arpeccuto. Panep Cawa CKyn Hayan csoe
npeAcTaBAeHWE C aBTONAPOANMN, BbIPAKEHHOM B NPUAYMAHHOM UCTO-
pun o cebe, oTanYatoLLENCA HENOCPeACTBEHHOCTbIO, NOAYEPKHYTbIM
KOMUWYECKUM CHUXKEeHNEM cBoero obpasza. OH Hayan roBopuTb O TOM,
YTO HMKOFOA He yyacTBoBan B 6aTTnax, YTO OH MOKAXKET HapoAHble
CKa3KM, TaHLbl, YTO OH NPOCTOW PYCCKMUI MapeHb (CKMHXeA), KoTopblii
XO4MT Ha 3aBog. Ero npeactaBneHne M MHTOHAUMS NepenatoT YepTbl
MBaHYLWKN-AypayKa, B KOTOPOM C/AUT repoit U ero NapoauiHbIA ay-
6nep. Ero npoTMBHMK [KOH P3ii, HanpoTuB, BedeT ceba noaYepKHYTO
arpeccusHo. B otanume ot Cawwm Ckyna, OH He UCNONb3yeT Camonapo-
anto. Kpome Toro, Taktmka Cawwm CKyna oTanM4anacb UCMoNb30BaHMEM
NPMHLMNA NAPOAMM HE CTONbKO HAa KOHKPETHOro YesioBeKka ([xKoHa

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 70 THE ART AND SCIENCE OF TELEVISION



P3s), ckonbKko Ha 06pa3 nogpocTka. BoictynneHne Cawu CKyna — 370,
CKopee, CHMUCXoAMTe/IbHOe Noy4yeHue cTapluero bpata: «Jan Homep
CBOEN MaMKMW... Mbl C HE NOAXOAMM APYT APYry MO BO3pacTy... HuKor-
a He bpeil ycoB M LWWMPUHKY Ha 3acoB. [ybepTaTHbIN nepuog,... A mory
CTaTb TBOMM OTYMMOM...». [locne pennmkun Cawm CKyna: «OTtaait One-
ry 1,5 Tbicaun», HEOXNOAHHO 3BYYaLLEN NOC/e 3aBepliatoLLen puo-
Mbl, pasfaeTca Bceobwmii 4o6pbI CMeX 3puTeNein 1 ero conepHuUKa.
B paHHON pan-6buTBE MCMOMb3YIOTCA BCE OCHOBHbIE KapHaBaJibHble
peyesble Npuembl (BpaHHble TEKCTbI HA TEMY MHLLECTA, POSOB MATEPU
NPOTUBHMKA M T. N.). ITO NOATBEPKAAET CYTb MHCTUHKTMBHOIO PacTop-
MaXKMBaHUA MMUTATUBHOIO pediekca Napogmen, KoTopan Bbi3blBAET
CMex UMEeHHO CBOE MeXaHWYHOCTbIO, @ AaNeKo He BCerga Tem, YTo
KTO-TO KOFO-TO BbICMEWBAET UM HEHABUAMT.

Mocne pas3bopa TekcToB pan-6atrios OkcumupoHa, Cnasa KICC,
[koHu Boa n Apyrux, a Takke yuuTbiBaa nosuumio B. LLKnosckoro o
napoauu [24, c. 32], 6b110 0b6HapyXeHo cneaytollee. Pan-6atTabl npo-
BOLMPYIOT MUIPOBYIO MceBAoarpeccumnto. 3To obbACHAETCA TeM, YTO B
pan-buTee xBana-6paHb HECO3HATENbHO BbIMOAHAET QYHKUMIO KapHa-
Ba/IbHOW paMUIbAPHOM Peyn, NOPOXKAAOLWEN CNOHTAaHHbIA cmeX. B To
e Bpems HeNb3fA UCKIoYaTb BO3MOMKHOCTU MPOABNEHMA AEKAapHaBa-
NIN33LMK, NPOBOLMPYEMON KYNbTYPOM pan-6aTTnoB. ITO CBA3AHO C TeMm,
YTO KapHaBa/iM3aLMA MOXKET MMETb OTHOLLEHME K BPAXKAE M arpeccum
BCNEACTBME TOFO, YTO OHA PACTOPMAXKMBAET HE TONIbKO UMMUTATUBHbIN
pedneKc, CBA3aHHbIN C UTPOM U ApYKendbuem, Ho U pedaeKe 3alNTHO-
HanagaTeNbHbIN, aHTU-UIPOBOMN U aHTU-APYKENOOHbIN, BbIPaXKEHHbIN B
peun (MpoHMK) 1 B GU3NYECKOM arpeccum.

B 3aBepLIEHMN MOKHO NPESNOKUTD NPOAONKEHME NOCAEAYOLLEN
NPOAYKTUBHOMN NOMIEMUKM Hag, NONYYEHHbIMU Pe3yNbTaTaMMm:

1) CoBpemeHHble cpeacTBa KOMMYHUKALUKU, MeaMaTeEXHONOMUN
BMAOU3MEHSIOT NO3TUKO-POMAHTUYECKYIO HanpPaBAEHHOCTb YANYHOTO
TeaTpa, KOTOPbIN TONbKO BHELHE aKTUBHO BCTPAMBAETCA B MeAnanpo-
CTPAHCTBO.
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2) KapHaBanbHaa naowagb (ynuua), peayumpyacob B meauma, fe-
dopmmpyeTca, npespaLan obLLECTBO B CNEKTaK/b, B KOTOPOM He Tpe-
byeTca M4yHOE PU3MYECKOe NpUCYTCTBUE.

3) Pan-6atTn — 3TO M3HAYaNbHO pPeAyLMpPOBaHHaA KapHaBa/bHasA
naowaab, KoTopaa B MeAna APKO 3BY4YUT B popmax HOMOPUCTUYECKMX,
MPOHUYECKNX TEKCTOB U T.A.

4) OMOp KaK UrpoBO CUIrHai NceBao-arpeccum rapMoHN3NpyeT oT-
HOLEHMA MeXAy y4acTHUKaMuM pan-6aTTaa 4o M Noc/e payHAaoB.

B 3aKk/N04EHUN MOMKHO cAenatb BblBOA O TOM, YTO CMOHTAHHbIN
KapHaBa/NbHbl cMex B Pan-6aTTaax v B YIMYHOM TeaTpe, B OTIMUME OT
tOMOpPa M MPOHWK, NErko BOCMPOU3BOAMMbIX B MeaManpoCTPaHCTBe,
HEBO3MOXHO MMUTUPOBATb. ITO CBUAETE/bCTBYET O XUBYYECTU KapHa-
Ba/IbHOM YenoBeYeCKOM NPUPOAbI, KOTOPasA aKTUBHO OTCTaMBAET CBOM
PENMKTOBbIE KaYecTBa B YC/IOBUAX MyTaL MM CMEXA B COBPEMEHHYIO Lnb-
POBY!IO 3MOXY.
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U3 TENECTYAUW B BO/bLLION MUP
W OBPATHO.

K MPEAbLICTOPUN OAHOM MOLENN
TENEBM3MOHHOIO AEMCTBA

AHHoTaumaA. CTaTbA NOCBALLEHA COLMOKYNbTYPHOMY bEHOMEHY TeneBusu-
OHHOW CTYAWMM W ero TeaTpasibHO-AUTepPaTypPHON mpeabicTopun. YacTuyHo
[aHHOe uccnefoBaHMe MOXeT BbiTb OTHECEHO K apXeosiormuM meama, Tou-
Hee, K apxeo/iofMM 3CTETUKU COBPEMEHHbIX TeNeBU3MOHHbIX GOopMaToB.
PaccmaTtpuBaetca oguH M3 Haubonee TUMWUYHLIX BUAOB TENEBU3MOHHOIO
BELaHNA — COBMeLlleHMe CTYAUMHOro AeMCTBa M TPAHCAALMM IKPaHHbIX
npou3BeaeHnin PasNnUHbIX KaHPOB B pamKax e4uHOMN nporpammbl. ABTOp
MONAraeT, YTo BaKHEMWMMM 31eMeHTaMM CTYAUNHBIX NPOrpamm ABAAKOTCA
MX YNOPAA0YEHHOCTb U KOHTPOIMPYEMOCTb BEAYLLUMMU, a TaKKe aTmocdepa
6e30nacHON ANCTaHUMPOBAHHOCTU OT 6ONLLIOIO MMUPA UAM OT MHOMECTBa
BUPTYasIbHbIX U PeanbHbIX MUPOB. B CTyaumn mofenupyerca UMBUAU30BaH-
Hoe obleHne M ynpasneHne WMHPOPMALMOHHO-06PA3HbIMM MOTOKAMM.
KoMMyHMKauma paumoHann3nposaHa, CnaaHMposaHa. [M1ostomy CTosb Cuib-
HOe BreyaTt/eHve NPouU3BOAAT HapyLLIEHMA 3TOro NaTTepHa.

McToku noTpebHOCTU B CTYAMIMHOM aTMOChepe BO MHOFOM CBA3aHbl C aHTWY-
HbIMMW U, B eLle 6oNbLUEN CTeNEHU, PEHECCAHCHBbIMM 06Pa3amm M HAaCTPOEHMU-
AMU — npebbiBaHMEM B «MpesecTHOM yronke» (locus amoenus), nouckamm
YyTPaYeHHOMN PANCKOWN rapMOHUM, @ TaKKe Pa3BUTMEM MHAMBUAYANU3MA M
OCO3HaAHMEM BbICOKOM L@HHOCTM 3alUMLLIEHHOCTU YeNoBeKa-3puTeNs u ye-
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NIOBEKa-KOMMeHTaTopa. HecnyyaliHo MMEHHO B NpoLecce pasBUTUA peHec-
CaHCHbIX GOpPM pOXKAAETCcA TeaTp, B KOTOPOM 3puUTeNb AMCTAHUMPOBAH OT
pa3birpbiBAEMOr0 NPeACTaBNeHUA U He MOXKET bbiTb NOABEPTHYT HUKAKOMY
BO34EWCTBMIO CO CTOPOHbI UCNOAHUTeNe. HecnyyaiiHo B Tpex Hanbonee no-
KasaTesbHbIX 415 PeHeccaHca cbopHMKax HoBenn Yocepa, Bokkayyo u Map-
rapuTbl HaBappcKoii co3aaHbl cBoeobpasHbie 0bpamneHns ana oTaeNbHbIX
paccka3oB — CMOAENMPOBaHbl CUTYyaLMU MHOTOLHEBHOIO PacCcKasblBaHWA
UCTOPUIA M MX KOMMEHTUPOBAHMA B MPUATHOM 0b6wecTBe. TeneBusnoHHbIe
CTyZAMIiHbIE NPOTPaMMbl YHacneayoT QyHKUMIO 6e3onacHoro gas y4acTHU-
KOB W 3puTenei, 3aHMMaTeIbHOTO U 3CTETUYECKU MPUB/IEKATENIbHOTO Aeid-
cTBa — HabaoaeHMs 3a 601bWKMM MUPOM U PA3MbILLJIEHNA O HEM BCAYX B
cBETCKOM obLuectBe cobecegHMKoB. B XX Beke KOMGOPTHbIN, NULLEHHDbIN
Npo3anyeckux BbITOBbIX YEPT UHTEPbEP, PA3HOBUAHOCTbIO KOTOPOro ABASA-
eTcsA TenecTyans, 3aHMMaeT MecTo LeHTPaAbHOro obpasa uaeanbHOro ny-
6/IMYHOrO NPOCTPAHCTBA.

B anoxy MHTEpHeTa KOMHaTa-CcTyaua Buaeobnorepa CMHTe3MpyeT B cebe
NPMBATHOCTb M BUPTYasibHYI NyBANYHOCTL. Maea 6e3onacHoro nyb6anyHoro
NPOCTPaHCTBA OBLLEHUA YKEe HE [NaBEeHCTBYET, yCTynas MecTo uaee ToTaslb-
HOW WHTErpMpPOBaAHHOCTM JIOKA/NbHOTO «MecTa AeNCTBMA» B NPOCTPAHCTBO
6EeCKOHEYHbIX PeasibHbIX ¥ BUPTYAIbHbIX MUPOB, YTO LO/IXKHO NOBbLICUTL CO-
LMOKY/bTYPHBIN CTaTyC NPMBATHOM TEPPUTOPUN U ee obutaTens.
KntoueBble cnoBa. JKkpaHHasA KyabTypa, TeneBuaeHue, Tenectyams, pacckas
B paccKase, peHeccaHCHbI TeaTp, KeHTepbepuiickuit pacckasbl, [ekame-
poH, lenTamepoH, TeneseayLmii, 6€30NacHOCTb, AUCTaHLMOHHOE obLieHue,
NoBCeAHEBHAA KyNbTypa, apXxeonorna meama, pau, cag 3eMHbIX Hacnaxae-
HWIA, Ny6IMYHOE NPOCTPAHCTBO.
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FROM OUT OF THE TELEVISION STUDIO
AND BACK AGAIN.

THE PREHISTORY OF ONE MODEL

OF ATV SHOW

Abstract. The article is devoted to the sociocultural phenomenon
of the television studio and its theatrical and literary background.
In part this research may be classified among the archeology of
media, more precisely, to the archeology of the aesthetics of modern
television frameworks. One of the most typical types of television
broadcasting is examined—the combination of studio action and
broadcast of screen works of various genres, within the framework of
one program. The author presumes that the most important elements
of studio programs are their orderliness and controllability by the
hosts, as well as the atmosphere of safe distance from the big world or
from the multitude of virtual and real worlds. Civilized communication
and direction of the streams of information and imagery are modeled
in the studio. Therefore, violations of this pattern create such a strong
impression.

The origins of the necessity for the studio atmosphere are
in many ways connected with the images and moods of Ancient
Greece and Rome and and, to an even greater extent, those of the
Renaissance—the stay in a “charming corner” (locus amoenus), the
search for the lost harmony of Paradise, as well with the development
of individualism and the awareness of the high value of the protected
state of the spectator and commentator.
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It is not by chance that particularly during the process of the
development of Renaissance forms theater was generated, in
which the audience is distanced from the acted out performance
and cannot be subject to any impact of the performers. It is not by
chance that in the three most significant compilations of novelettes
in the Renaissance, those by Chaucer, Boccacio and Margaret of
Navarra peculiar frameworks have been created for some of the
stories—situations of the many-day-long narration of stories and their
commenting in pleasant society was modeled. The television studio
programs shall inherit the function of the diverting and aesthetically
attractive action, harmless for the participants and the audience
members—assessment of the large world and contemplations about
it aloud among the high society of interlocutors. In the 20th century
the comfortable interior, devoid of any prosaic traits of everyday life,
an exemplar of which is the television studio, takes up the position of
the central image of the ideal public space.

In the era of the Internet era the studio room of the video blogger
synthesizes in itself the traits of privacy and virtual publicity. The idea
of a safe public space for communication no longer prevails, giving
place of action” into
the space of infinite real and virtual worlds, which should increase the

IM

way to the idea of total integration of the loca

socio-cultural status of the private territory and its inhabitants.

Keywords. Screen culture, television, television studio, story
within a story, Renaissance theater, Canterbury tales, Decameron,
Heptameron, television presenter, safety, remote communication,
everyday culture, media archaeology, Paradise, garden of earthly
pleasures, public sphere.

BBEAEHUE

BmecTe ¢ pa3BuTHEM TENEBUAEHUA B MOBCEAHEBHbIN BU3YabHbIN
OnbIT YesioBeKa XX BEKA NPOYHO BOLLJIO CMOTPEHWE NPOrpPamm, Beay-
WMXCA U3 Tenectyauii. NMocteneHHo cama TenectTyamus npespaTuaach
B MPOCTPAHCTBEHHbIW Ky/NbTYPHbII TUM, NPOAC/IKAIOWMIA OCTaBaTbCA
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aKTyasbHbIM U B Hawwu gHWU. O cxoACTBE MPOCTPAHCTBA TENECTYANN C
TeaTpa/bHbIM CLLEHWYECKMM MPOCTPAHCTBOM YXKe HeOAHOKPATHO Nu-
cann. B 4acTHOCTK, 3TOT ACNEKT PacCMATPUBANCA B KHUre AHHbl Ho-
BMKOBOWN «TeneBuaeHue M TeaTp: nepeceyeHmns 3aKOHOMEpPHOCTEN»
[1, c. 20] v page cTatei. Tak, leHpuaTTa Mamanen npegnpUHMMana
noApo6HbI aHaM3 MOAENMPOBAHMA NPOCTPAHCTB Ha poccuiickom TB
W cnpaBea/IMBO YTBEPXKAaNa, YTO, KECM B KUHO XapaKTep 3ano/IHEHUS
NMPOCTPaHCTBA — «NEepPBOMATPULA» U €e NPUPOAHO-MaTepuasibHoe
YyBCTBEHHOE HA4a 10 NPOPbLIBAETCA B Chepy XyLOKECTBEHHOTO KaK 06-
pas, nogobue KaKk nogparkaHne — MMMECUC, TO TeleBU3NOHHOE Npo-
CTPaHCTBO, CBSI3aHHOE C “ceMyacHbiM” AeNCTBUEM, BOBJIEKAET B HETO
1 3puTens. 3puTesib BCTYNAaeT He TO/IbKO B MPOCTPAHCTBO AEUCTBMA, HO
N B UCKYCCTBEHHYIO Cpeay — MCUXON0MMYecKoe KOHUEeNTyanbHOe Npo-
CTPaHCTBO, BMECTU/INLLE 3pUTENEN, BOCMPUHUMAIOLLMX, OLLYLLAIOLWLMX
3TO NPOCTPAHCTBO CO BCEMW YMOMNOCTUTaEMbIMU U YMO3PUTE/IbHbIMM
cmbicnamu» [2, c. 13].

B gaHHOM e cTaTbe peyb NoMAaeT, CKoOpee, O LeIOCTHOM CyLHO-
CTV TeNeCTYAMUU U O TeX UCTOKaX KOMMYHWUKALIMOHHbIX MoAe/el, KOoTo-
pble OKa3a/ncb CTo/b BOCTPebOBaHHbIMU B COBPEMEHHOM Ky/bType.
XoTenocb 6bl OTTO/IKHYTLCA OT yTBEPKAEHMA [aManien 0 3aBUCMMOCTH
PELIEHMA NPOCTPAHCTBA Ha TB OT cMCTeMbl KOMMYHUKaunit [2, c. 13]
M 334aTbCsA BOMPOCAMM O INYOUHHOM NCUXONOTNYECKON U KYNbTYPHOM
NnpaocHOBE CaMoi NOTPebHOCTU B TENIECTYAUM U MPUHLMUNEX KOMMY-
HUKALLMK, C HEIO CBA3AHHDIX.

[ns oTBeTa Ha 3TW BONpPOChl HEOBXOAMMO CHavasla NpoaHaNm3m-
pOBaTb CYWHOCTb GYHKLMOHMPOBAHMA NPOCTPAHCTBA TenecTyann u
KOMMYHMKaLMUN B HEM, @ 3aTEM UCC/eA0BaTb UX Ky/NbTYPHbIE KOPHMU,
JIOTUKY NPOUCXOXKAEHUS.

HauHem ¢ ogHoM M3 Hanbonee TUNUYHbLIX GOPM TENEBM3UOHHO-
ro BellaHWss — COBMELLEHMA CTYAUMHOrO AeiCcTBa U pernopTaxHbIX
BK/IIOYEHUN UAWN TPAHCAALUKN SKPAHHbIX NPOU3BEAEHUIN Pa3/INYHbIX
’KaHPOB B pamMKax egMHoOM nporpammsl. Hanpumep, B cTyaMm HOBOCT-
HOWM Nporpammbl CUAAT ABOE BedyLMX W, noovyepeaHo obpalwanck K
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NoTeHLMaNbHbIM TENE3PUTENAM NO TY CTOPOHY 3KpaHa U Tenectyauu,
NPOU3HOCAT TEKCTbl, MOCBALWEHHblE COObITUAM AHA. Bo MHOrom co-
AeprKaHne MOHO/I0roB BeayLwmMx NMbo npeasapaeT, 1M60 KOMMEHTH-
PYeT Te PenopTaXkn, KOTOpble TPAHC/IMPYIOTCA B XO4e NPOrpaMmbl.

Ho He TONbKO penopTa)ku MNpocaavBatoT CTYAUMHOE AENCTBO.
M3 Tenectyamn moryt BECTUCb TPAHCAALMM CaMbIX PasHbIX MO KaH-
PY 3KPaHHbIX NPOM3BEAEHNI — My3blKa/ibHbIX KAUMOB, KaK CcerogHs
NPOUCXO4MUT B NPOrpammax My3blKasbHbIX KaHa0B, pparmeHTOB 40-
KYMEHTaNbHbIX GUAbMOB, KaK 6bi10 B «Knybe KMHOMyTEWeCTBUI»,
«B Mupe KMBOTHbIX», XY[0KECTBEHHbIX GUIbMOB, KaK B COBETCKOM
«KnHonaHopame», nepectpoedyHoM «KMHOCepnaHTUHE», nocTnepe-
CTPOEYHOM «3aKpPbITOM NOKa3e», HaKoHeL,, GpParmeHTOB APYrux Tene-
nepenad, Kak bbiBano B «CTapom TeneBnsope» un T.4.

Hawwu 3aaaun — 0603HauYMTb ONOPHbIE TOYKKN NPEAbICTOPUM TeNe-
CTYAUN U ONPEAENNTb KYNbTYPHO-3CTETUYECKYIO CYLLHOCTb NpPOrpam-
Mbl, BeAyLenca U3 Tenectygmm, o4HaKo He 3aMbIKaloLWENCa TONIbKO
B HEM W TPAHCAUPYIOLLEN PA3/IMYHble 3KPAHHbIE NPOM3BEAEHUA U3
Tenectyamu. Mbl A0MKHbI OCO3HATh «NOAUTUKY» AaHHOIO XaHpa, KaK
cKasan 6bl MapTtuH WycTep [3, c. 2]. YacTnyHO gaHHOe UcciefoBaHue
MOKEeT BblTb OTHECEHO K apxeosornn meama. Ho ecam 601bLLIMHCTBO
paboT n3 aTol chepbl coCPeaoTOUEHBI HAa U3YyYEHMM NPEAbICTOPUM CO-
BPEMEHHbIX TEXHUUYECKUX YCTPOMCTB, TUPAKUPYIOLLNX N306parkeHusa
[4, c. 40-48], pa3Ho0bOpa3HbIX 3KpaHoB [5; 6, c. 323—-333; 7], TO MblI
pa3spabaTbiBaem, CKOpee, apxeosiormi0 3CTETUKU COBPEMEHHbIX Me-
AniHbIX dopm, UTo ABNAeTca b6osee peaKol TEMON B COBPEMEHHOM
HayKe [8].

B cambix HegaBHUX TPyAax Hala TeMa [ajieKo He BCceraa pacno-
NaraeTca Ha Marmctpasm, NocKo/IbKY CEerofHs y4yeHble aKTMBHO 00-
CYXXAat0T COLMaNbHYIO 3HAUMMOCTb 3KpaHHbIX meauna [9; 10], npouec-
Cbl KKMHEmaTorpadu1saumm» N «KMHTEPHETU3aLMM» TenesngeHuns [11,
c. 84-87; 12, c. 57]. Bnpouem, K coumanmsaumm otaenbHbIX MHAMUBU-
O0B U K UHTEPHETU3ALMKN TeEMA TeNeCTyaumn TOXKE UMEET OTHOLLEHME,
0 4yem byaeT ckasaHo B GMHaNbHOM YacTW Hallero ucciegoBaHus. OHo
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[OMKHO MOMOYb OCMbIC/IEHUIO HOBEMLLMX TPAaHCHOPMaLMI KOHLENTa
Tenectyamu B NtobuTeNIbCKOM BUAE0610repcTBe, NOCKO/bKY, KaK yiKe
6b110 3aMeYEHO, UHTEPHET CErofHA CTaHOBUTCA HOCMTENEM NMPUHLM-
NOB TENEBU3NOHHOM TPAHCAALMM, NPEEMHUKOM TENEBUAEHUA, PA3BU-
BAIOLLLMM MHOTUE YePTbl €ro 3CTETUKM.

[na peannsaummn NocTaBaeHHbIX 33434 NPUMEHAOTCA MEXANC-
UMNAMHApHble NoAaxoAbl. MCKyccTBoBegveCKME M KynbTyposiormye-
CKME MeTOAbl CUHTE3UPYIOTCA, TaK Kak PeHOMEH TenecTyammn ceroaHa
He MOMKeT 6blTb NPOaHANN3NPOBaAH B CBOEMN LLENIOCTHOCTU M COUMO-
KY/ZIbTYPHOM 3HAYMMOCTU B paMKax Kakon-nMbo ogHon metogonoruu,
OCTaBafACb XyAOXECTBEHHON MNPOCTPAHCTBEHHON MOAENbIO, ChneLu-
a/IbHO CO3,aBaeMOW UM KOPPEKTUPYEMOI A/1A TeleNOKasa 1 B TO e
BPEMA HEOTAEMMOM OT aTMmocdepbl NOBCEAHEBHOW KU3HM COLMYMa.

KOHLIENT CTYAUAHOCTU

PaccmoTpum deHomeH Tenectyauu, AencTBO BHYTPU KOTOPOW
nepebuBaeTca pparmeHTamm UAU NOJHbIMKU 3KPAHHLIMKW NPon3Beae-
HUAMM pasHbIX XKaHpoB. Cama Tenectyaus MoXKeT 6biTb odopmieHa
COBEpPLIEHHO No-pa3Homy. OgHAKo ee MPOCTPAHCTBO 3aBeAOMO Ny-
6/1M4HO M NpeaHa3HaYeHOo A/18 TOro, YTo6bl B HEM COBMPaNUCh, YTOObI
B HEro NPUXoAnan Te, KTo ByaeT BeCTU Nporpammy U B Hel y4yacTBo-
BaTb, TaK UM MHaYe 06paLlanch K TENEBU3UOHHOM ayauTOPUM.

B cTyauKM Henb3A 3aHMMaTbCA MOCTOPOHHUMMK Aenamun 0bblaeH-
HOro MM IMYHOTO XapaKTepa — TaK, YTobbl 3TO 3aneyaT/ieBanoChb Ha
Kamepbl. Ecin Ha cTone B CTyAMM CTOAT YalKKu, 6OKanbl AU gpyrue
6bITOBblE NMPEeAMETbl, OHU TeM CaMbIM OTPbIBAOTCA OT CBOEro obbi-
OEHHOro cTaTyca M npeBpawaTca Mb6o B YacTb 0POPMAEHUA CTY-
anun, nnbo B NnpeaMeTbl ANA AEMOHCTPALMKN B KOHTEKCTE aKTyasbHbIX
Tem. To ecTb, NPEeAMETHbIN MUP NPEBPaALLAETCA MO0 B PEKBU3MUT,
POACTBEHHbIN TeaTpasibHOMY, MO0 B 3KCMOHATbI, POACTBEHHbIE Bbl-
cTaBoyHbIM. (Tak, netom 2010 roaa, Bo Bpema cmora B Mockee v no-
’KapoB B Jiecax Ha TeppuTopun P, B HEKOTOPbIX CTYANNHbBIX NPOrpam-
Max peyb LW/a O TOM, YTO HEOBXOAMMO HOCUTb MEANLMHCKUE MACKM.
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ITM MacKu, NOABAAACL B PyKax BeAYLMX U FOCTEN CTyAMM, SKCNePTOB-
NCUX0/1I0rOB, METEOPO/IOFOB, Bpayei, CTaHOBUANCL AEMOHCTPALMOH-
HbIMK 0bCyXKaaemMbiMU NPeaMeTaMM, a MONYTHO — CUMBOIAMM aKTY-
aNbHOM Npobnembl.)

OaHMM cnoBom, cTyama — ocobas TeppuTopus. B cBoem poacTse
CO CLIeHMYECKMM NPOCTPaAHCTBOM TenecTyaus Hanbonee 6an3Ka gpes-
HerpeyeckoMy TeaTpy M TeaTpy Kaaccuumama, B KOTOPbIX CAOXKHOMO-
CTAHOBOYHbIE U CBA3AHHbIE C KPOBOMPOJANTMEM COObITUSA HE AONMKHbI
6bINN NPOUCXOANUTL B UFPOBOM MPOCTPAHCTBE, HA [Nasax 3puTenei.
B Tenectyamu e He NPOUCXOAAT Te BaXKHble COObITUA, KOTopble byayT
«4yepes CTyAMIo», U3 CTYAUMN NOKA3bIBaTbCA. [TaBHOE KavyecTBO TenecTy-
MU — ee NPUHUMNUANbHAA OTTOPOMXKEHHOCTb OT CTAHOBALLMXCA Npes-
METOM MOKa3a B TPaHCIMPYEMbIX MaTepuanax NPoCTPaHCTB U CObbITMN
«60onblIOro Mmnpay, Kak ckasan 6ol B. Muxankosuu [13, c. 16]. B ctyguu
He BeAeTCs HUKAKoW Apyroi AeATebHOCTU NOBCeAHEBHOIO XapaKTepa,
Kpome cObCTBEHHO pa3BepPTbIBAHUA APaMaTyprumn Tenenporpammel.

A 4TO »Ke B TAKOM C/lyd4ae MOXKET M, KaK NpaBuao, NPOUCXOAUT B
Tenectyamu npexae scero? ObcyxkaeHus, pednekcna BCAyX, MHTeEp-
Bblo. Peub B MOHO/MIOTMYECKUX U Ananorndeckmx ¢opmax. Mosectso-
BaHMe OT MLA TeX, KTOo B CcTyauu?, obueHme y4acTHMKOB Nporpammbl
ApYyr C Apyrom n oblieHne nx co CBOel ayamuTopuei, BepHee, obpa-
LLLeHME K Hel, OCTaloLWenca no 3Ty CTOPOHY TesfieaKpaHoB. Bnpouem,
3TOro 06paLLEHMA K TENE3PUTENAM MOMKET U HEe BbITb MM OHO MOKET
ABNATLCS OTHIOAb HE OCHOBHbLIM NMPUEMOM OpPraHM3aLUn Npoucxoan-
LLLero B CTy4Auu.

Mopauya npebbiBaHUA B CTyAMM BeayLMX BapbupyeTca. Beaywmit
MOMET BXOAUTb B CTYAMIO Ha HalLMX r1a3ax, TO eCTb aKLEHTUPOBATD,
YTO Haya/io Nepesaymn n ero NPUXoL B NMyHKT BbIX04a Ha CBA3b € 60/1b-
MM MUPOM COBMAZAOT BO BpemeHu. M uto Beaywmii — 3to 06bly-

!B A@aHHOW CTaTbe He PaccMaTPUBAIOTCA CTYAMIHbIE LWOY C aKTUBHbIMU UTPOBLIMU NEMEHTA-
MU, nogobHble coBeTcknm «YTo? lae? Koraa?», «ByannbHuKy», HegasHemy «[poskeKTopne-
PUCXMATOHY» UMW HbIHE NONyAApHOMY «[010Cy», MOCKObKY 3TO MPMHLMNUANALHO Apyr1e, XoTa
TOXKe CTYAWIHbIE XKaHpbl, TPEBYIOLLME OTAENBHOTO U3YYeHMA.
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HbI Ye/I0BEK, XOAUT Ha ABYX HOrax, No rnojy, Kak NpocTble CMepPTHbIE.
Nnn — Beaywimii yxke CMANT HAa CBOEM MecTe, Kak byaTo NpuUrotosum-
CA 3apaHee K NpeacToALemMy BbICTYNNIEHUIO — WM NPOCTO XKMBET Ha
cBoem paboyem mecte? Teneseaylmii BOCNPUHMMAETCA B TON MM
WMHOWN Mmepe M30IMPOBAHHbLIM OT 06bIAEHHON AEUCTBUTENBHOCTY.

Bo BpemeHa coBeTcKoro tenesuaeHuUa appeKTbl TenectygmiiHo-
CT1 BoObOLLE AOMUHUPOBAAM U 0B6HUMaNM coboit Bce Bpema adupa,
MOTOMY YTO OT MPOrPaMmbl K NPOrpamme 3putesieil CONPoBOXKAANN
ANKTOpbI. MpeKpacHbIX Aam cpean HUX 6bino 3ameTHO 6osblue, Yem
MMMO3aHTHbIX AUKTOPOB-MYKUMH, HO U Te, U ApYyr1e NosaBAAINUCH, KaK
npaBuNo, B CMAAYMX MO3axX, XOPOLIO OAeTble, U3yYatolmMe CNOoKon-
CTBUE M JobpoXKenaTenbHOCTb. OHM 06PALLANUCD K 3PUTENSAM POBHbI-
MW ronocamu. Horaa psaaom ¢ AMKTOPOM BUAHENCA Kpal CTONMKa, a
B HOBOrOZHWI Nepunoa B Kap Morna nonactb Hebonblias HapsaaHas
efloyKa. Becb aHTYpaXK U MaHepbl 4MKTOPOB NOAYEPKMUBAIM UX HAXOXK-
AEeHVEe B UHTepbepe, cneunanbHo npeaHasHayeHHOM gas Toro, YTo-
6bl 6bITb ONOPHLIM NYHKTOM TPAHCAAUMKN BCEM Yepeabl Tesienepeaad.
[OMKTOPOB COBETCKOro Te/IeBUAEHNA HEBO3MOXKHO Bbl/I0 NpeacTaBUTb
BHE 3TOro 3aKPbITOro, CNOKOMHOIo, HEMTPANbHOFO NPOCTPAHCTBA, K-
LWEHHOrO NPUPOAHbBIX U TOPOLACKUX LLIYMOB.

BbiaBnssa cneunduky TenesmaeHms, B. Muxankosuy nncan o Tom,
YTO «BellaTeNbHas ero NPorpamMma HacblleHa KOMMEHTapUAMU BCA-
Koro poaa. x nsobunme nopogmno cneunduyeckyto ana tenesunae-
HUs duUrypy KommeHtatopa. CyTb ero AesTenbHOCTU B TOM COCTOMT,
4yTO6bI CHABANTL 3HAKAMM ONpeaeNeHHbIN GpParmeHT AN onpeaeneH-
HbI/ acnekT “o06,1acTW NPOCTPAHCTBEHHOrO"”, HalleAW WA OTParKeHue B
nepegadye. MocTynas Tak, KOMMEHTATOP BMOJIHE apXaudeH N TpaauLm-
OHEeH He N0 CoAep*KaHUIo CBOeN peumn, HO No GYHKLUMMU: Kak 1 B KHure
BbiTns, OH AaeT umeHa sBneHuam» [13, c. 34]. Ho nockonbKy cTyauii-
HaA nporpamma MOXKeT KOMMEHTUPOBATb Apyrve Tenenporpammbl,
$UNbMbI, KOMMNbIOTEPHbIE UTPbI, UHTEPHET-NPON3BEAEHUSA, NPABU/Ib-
Hee b6yaeT roBOPUTb O TOM, YTO Te/IeBUAEHUE «AaeT UMeHa» U 0bCyX-
[3aeT MHOKeCTBO MUPOB MO Ty M 3Ty CTOPOHY 3KPaHOB.
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B. MuxankoBmMY He roBOpUT 06 OTAINYMAX Ha3BaHHOTO Bubnelcko-
ro anusoga oT TeNeBM3MOHHOIO BelaHuA. bor NpUBOAUT K YeNoBeKyY
BCEX YXMBOTHbIX M NTUL,, «4TODObI BUAETb, KaK OH HAa30BET MX, U YTOObI
KaK HapeyeT Ye/sioBeK BCAKYIO AyLUY KMBYHO, TaK U OblI0 UMA el.

N HapeK yenoBeK MMeHa BCEM CKOTaM M NTULAM HebecHbIM U
BCEM 3BEpAM MOAEBbIM...»%. TemM cambIM, AUCTaHLMOHHOE Hayano,
TO €CTb MPUHLUMNNANbHOE YCNOBUE Te/IEBUAEHMA, NOKA OTCYTCTBYET.
MepBblii YENOBEK HEMOCPeACTBEHHO ObpalieH K npeacTtaBuUTenam
TONIbKO YTO COTBOPEHHOrO MMpa. bor HanpaBAAeT KMBbIX CYLLECTB K
yenoBseky. M TOT genaeT MMeHHO To, Yero oT Hero *KenaeT locnogpb, TO
eCTb Ha3blBaeT Bcex. Hanbonee cyllecTBeHHOE OTHOLLEHUE K CEMaH-
TUKe TeNeBUAEHUSA U TeNecTyaum UMeeT ynopagovYeHHOCTb KOHTPO-
IMpyemMoro npouecca U camo To, YTO YeNOBEK NPM 3TOM HAXOAUTCA B
palickom cage, B daeme.

Heobxoanmo noHATb, MO KaKMM MPUYMHAM CTaHOBUTCA CTOJb MO-
NynspHO BU3yanbHO-BUPTYanbHOe $naHMpOBaHME M3 MPOCTPAHCTBA
TeNecTyann B passiniHbie MUPbI U He BbIN0 N Nocae co3gaHua mupa
W HapeyeHUss UMeHaMK BCEro CYLLEro KakuMx-NMbo MHbIX Moaeneit aes-
TE/IbHOCTU, TaK¥e 0TOBPaXKeHHbIX B IMTEPATYPHbIX TEKCTAX U HECYLLUX
B cebe bonee npsamble aHaNOMMM C NPUHLMNAMWN TENEBU3UOHHOM CTy-
AnnHocTn. Ecnun XaneHn ®anToH 3agaetcs BONPOCOM O cneumduUKe Tou-
KM 3peHus, NpeacTaBNeHHOW B peanbHOCTM GUabMa, CUHTE3UPYIOLLIEH
HOBE/IZINCTUYECKYIO U TeaTpabHYylo penpeseHTaumto [14, c. 87], To mbl
choKycnpyemca Ha cneunduKe TOUYKU 3peHUN U3 TENECTYANN, T4 TOXKe
NPOUCXOAMUT CUHTE3 HOBEITUCTUYHOCTU U 3PEIULLHOIO ApamaTiama.

ONCTAHUMPOBAHWE OT YCNOXKHAKLWENOCA XAOCA

Bor, co3gaBaBwuii Mmp, He Obl JIOKANN30BaH B NPOCTPAHCTBE,
OH CyLLEecTBOBa/ Cpasy Be3ge. YenoBeK aKpaHHOW 3pbl, CUAALLMI Ne-
pes TeneBM30pOM, cnocobeH Aub A0CATaTb CO3HAHMEM WM B3OPOM
Cpasy U BClogy, OAHAKO Cam MPW 3TOM HaxoAWUTCA B Onpeae/ieHHOM

2 bnbnuna. boitne. 2, 19-20.
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MecCTe C BeCbMa 0603pMMbIMKM rpaHMLamun. aycToBCKUE NPUTA3AHMA,
OTHIOAb He yTpayeHHble B HoBoe Bpems, nepeHanpas/ieHbl B MHOe
PYCN0 U CHabXeHbl HOBbIMU «METOA0/I0TMYECKMMM OCHOBAHUAMMU»
— He CpaBHATbCA ¢ BOrom B CBOMX CNOCOBHOCTSAX, HO CO3A4aTb TEXHUKY
[OCTUXKEHMA UNNIO3UIA CBEPXYENOBEYECKOTO BUAEHMUSA.

Kak Mbl yXXe nucanu, B 3MoXy 3KPaHOB NPOUCXOAUT HEYKIOHHOE
pacwmpeHne «rpaHuL, AUCTaHUMOHHOIO B3aMMOAENCTBUA YenoBeka
co BceneHHom» [15, c. 462]. U AMCTaHUMOHHOCTb 3Ta NPUHUMNNASb-
Ha, HeobXx0AMMa KaK Camo YCI0BUE NPOLAO/IKAOLErocA paclMpeHnn
M HapalMBaHMA BU3YasbHOrO NPUCYTCTBMA B BiM3NexKalleln noscea-
HEBHOCTM MMPOB, PACMO/IOKEHHbIX «HE 34eCb» M YacTo «He cenyacy.
0. CtpoeBa crnpaBeanMBO MULLET, YTO KCOBPEMEHHbIN YeNOBEK Bbl-
CTPOUN TEXHONOMMYECKYIO Nperpasy mexay coboi MU mupom, KOTo-
pas CAYKUT CBOEOOPA3HOM 3aLMTON OT SK3UCTEHLMANBbHbIX CTPAXOB:
nepedpasmpya Huyle, MoXKHO 6b110 Bbl CKa3aTb: “Ham AaHO MCKYC-
CTBO 3KpaHa, 4yTobbl He ymepeTb nepes UCTUHOW” ... COBPEMEHHbIM
Ye/sIoBEK OTFOPAXKMBAETCA OT BHELIHEro 3K3MCTEeHLMaNbHOMO Xaoca
Cco6CTBEHHOPYYHO CKOHCTPYMPOBAHHOW BMPTYa/ibHOM peasibHOCTbHO»
[16, c. 91]. XX BeK 0b6pyLINA HA Ye/10BEYECTBO PEBOOLUM, MUPOBbLIE
N NIOKa/ibHble BOMHbI, TEXHOFEHHbIE U KAMMaTUYECKUE KaTacTpodbl,
3HaHME O KM3HW MUKPOYACTUL, U KOCMMUYECKOTO NPOCTPaHCTBA. Hu-
KOr4a ele YesioBeK He MMEN BO3MOMXKHOCTM KWUTb NEPMaAHEHTHO Noa-
KJKOYEHHbIM K 3penuLy bywyowen KaTakin3amamm naaHeTbl, KOCMO-
ca, BHYTPEHHeN AMHaMMNKN PU3NYECKON MaTePUN.

Mepedpasmpys nepedpasMpoBaHHOE, NPOJOKUM: TENECTYAUA
[aHa BCEM Ham Ana Toro, YTobbl He NOTOHYTb BO PpparMmeHTapHOCTH
TPaHCAUPYEMbIX MUPOB, YTOObI He 3abyaUTbCA B MX MPPaLMOHaib-
HbIX MATTEPHaX M HeonpeaeneHHOCTM B3aMMOOTHoweHui. Ctyaua
NpPeaocTaBAsfEeT ACHYO, MPUBbLIYHYIO ANA OObIAEHHOIO MbIWAEHUS,
NPOCTPAHCTBEHHYIO /IOKANIM3ALMIO, KaXKYLLYIOCA MOHATHO OpraHM3o-
BaHHOW, CKOmnaHoBaHHON. CTyaAns — 3TO KOMHaTa, a KoOmHaTa — 3TO
Kopobka. He o6s3aTenbHO ¢ NpPaBUIbHOM U OYEBUAHOM reoMmeTpuei
¢$opMm, HO BCE PAaBHO — 3TO NOJbIN KOPMYC, BHYTPU KOTOPOTO CTPOATCA
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MM3aHcLeHbl. CTyans-KopobKa Kak b6bl coobuiaeTcs Yepes NaoCKoCTb
3KpaHa C KOMHaToK-KopobKoW, rae B 6ONbLIMHCTBE CAy4yaeB cUAUT
Tenesputenb. BmecTe 3TW NpocTpaHcTBa 06pasytoT CBOEro poaa AByX-
YyacTHyto Kancyny. Eit Toxe cBoicTBeHHbI 3¢ deKTbl 3epKanbHOCTU U
ABTOKOMMYHMKaLMKN, O KOTOPbIX NULWET B cBoel cTatbe E. B. [ykos
[17, c. 317-319]. HecnyyailHO NOCTOSIHHbIE YYAaCTHUKM M Beayuime
CTYANIAHBIX NPOrPamMm 4acTo BOCMPUHMMAIOTCA 3pPUTENIAMMN KaK HEKKNe
ApYy3bA (XOTA HEKOTOPbIE UMEHYIOT UX MHUMbIMU APY3bAMW, NCEBAO-
apysbsamu [18, c. 28]), poaHble, NOHATHbIE NOAN: BEAb OHU TOXKE TaM,
«y ceba» cnaAaT u 0 Yem-TO roBOPAT, MOYTU KaK 3puUTeNnN AOMa.

B KOpobKe, KaK 1 B rpaHuLLaX CLEHbI-KOPOOKM, MOXKET, B NPUH-
uune, NPoOUCXoauTb BCe, YTO YrOAHO, U UMETb CaMblii PasHbI BUA,
Ho 3To 3aBegOMO He caMu ABNEHUA CTUXUMHOTO BECKOHEYHOro MMU-
pO3/aHuA, a MOAENN, NPUCNOCOBNEHHbIE ANA UHTEPbEPHOM KOMMY-
HUKauMn. MHbIMMK CIOBAMM, HU BOMHbI, HU U3BEPXKEHUA BYJIKAHA, HU
HaBOAHEHWA, HX HAaCUAUA B CTYAUMN ObITb HE LO/KHO.

Mwudonorus Tenectygum — 6esonacHas, BCELENIo KOHTpoanpye-
Man TeppuUTopUsA, 3alUMLLEHHAA OT KaTacTpod M HenpeacKasyemocTu
6bITMA. Takas TeppuTOpMA MAEANbHO FAPMOHWMYHA, U 3TUM NoA06-
Ha Daemy, Kak bbl Aaneko OoT 3Toro obpasa HW yBOAWA COBPEMEH-
HbIW CTYAUMHBIN AM3aiH. B cTyamm mogenmpyeTca UMBUAN30BaHHOE
obuieHMe 1 ynpaBneHne MHPOPMALNOHHO-06pPa3HbIMU MOTOKAMMU.
KoMMyHMKauma paumoHannsnpoBaHa, ynopsaovyeHa, cnjiaHMpoBaHa.
MosToMy CTO/Mb CMAbHOE BreYaTAeHne NPOU3BOAAT HapyLeHMA 3To
mudonornm, byab To 061MBaHME COKOM NapTHEpPA MO CTyAUIAHOMY AN-
anory uam cooblleHmne y4acTHMKam NpaMoro admpa u Tenesputenam
HEOXWJaHHON WMHbOPMALMKU, HE CAHKLUMOHMPOBAHHOM HUKAKMMM
odULMaNbHbIMU CTPYKTYPaMM U CNOCOOHOM paanKaibHO U3MEHUTb
KapTUHY MuMpa.

Cymmumpya Bce CKazaHHOe, OTMETUM, YTO TOYKa 3peHunAa 13 Tene-
CTYAMWN — 3TO TOYKa 3pPEHMUA NIlOAEN, KOTOPbIE BO BpeMA nepesayn He
MOrpy*KeHbl B ryLly cobbITM 60NbLIOTO MUPaA M UMEKOT BOSMOXKHOCTb
CMOTPETb He HEMOCPeACTBEHHO HA COOLITUA, HO Ha UX SKPAHHbIe OTO-
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6parkeHNsi, KOMMEHTMPOBATb 3TU OTPAXKEHHble COBbLITUS U Npouue,
HEeBW3ya/IM3MpPOBaHHbIE B CTYAMM COBLITUA, NPONYCKas U To, U Apyroe
yepes cBOE UHAUBUAYAIbHOE BOCNpUATHE.

Takum obpasom, CTyaAus — 3TO MEeCTO AEeNCTBUA-0O6CYXKAEHUs,
OENCTBMA KaK npoLuecca Nokasa pasHbiX 3anevyat/ieHHbIX mupoB. Ho
3TO MECTO AEeWNCTBUA He PaBHO CTYAMMHOMY NPOCTPAHCTBY, B KOTO-
POM UM Yyepes3 KOTOpPOe MPOHOCATCA BM3YyasibHble 06pa3bl MHOXKECTBA
yAaneHHbIX NPOCTPAHCTBEHHO-BPEMEHHbIX Mogenen. MpocTpaHcTBO
CTYAUWN PAa3OMKHYTO M MaTepuasbHbIX FPaHUL, He UMeeT, byayun ne-
pexoAHol TeppuUTOopUueEit Ansa HabnaeHUs, NOBECTBOBAHUSA, Pa3MblLL-
NieHnsa, obmeHa MHeHuaMK. Bce nHTepecsl, Bce BOJIHEHUS U CNOPbI B
CTYAMW CBA3aHbl UMEHHO C ¥KM3HblO 6O/IbLLIOrO MUPA MAN MHOMKECTBA
peanbHbIX U BUPTYaNbHbIX MMPOB 33 CTEHAMW CTYAUMN.

PEHECCAHCHbIE MATTEPHbI MOBECTBOBAHWMA N 3PE/TULLLA

Koraa B. CuntoHac onmcbIBaeT IM1aBHble NPUHLMMILI PEHECCAHCHOTO
TeaTpa, OH AeNaeT akLEHT Ha TOM AMCTaHUMW, KOTopas B HEM NOSBASA-
eTcA MeXAay 3puTenem U npeactaB/ieHnem, B oTinumne ot bonee paH-
HeWn 3pennLLHON KynbTypbl: «pembepa camocToATe/IbHOTO Teatpa —
3TO M NpPembepa JIMYHOCTU, BbIXOAALLEN HA UCTOPUYECKYIO aBaHCLEHY.
B npasgHMKax KONIEKTUBHOE Hayasno MMeNo NodaBnsiowee npenmy-
LEecTBO Hajg UHAMBMAYyaNbHbIM. BecuepeMoHHOCTb KapHaBana 6bina
NMo-CBOEMYy AECMOTUYHOM — KayKAoro MOI/IM TOJ/IKaTb, 06/ IUTb NOMOS-
MW, 06CbIiNaTb MYKOW, M3Mas3aTb CaKel, caenatb NpegMeToMm Hewaa-
HOWM NOTeEXW — NULWLb B TeaTpe 3puTenb ynogobnanca 6oxecrsy, nony-
yMBLUEMY NPABO Ha BCe NPOUCXOAALLEE MAAETb CO CTOPOHbI. YyBCTBO
JINYHOM 6e30MacHOCTN — peHeccaHCcHoe 3aBoeBaHue. [epBbiMK 3pUTe-
NAMM MCnaHcKoro TeaTpa XVI B. 6bliv AtogM NPUBUNErMPOBAHHbIE, HO
BCKOPE B NPUBMAEIMPOBAHHOM NO CPABHEHWUIO C YYaCTHUKAMM KapHa-
Ba/1a NOJIOXKEHUUN OKaXKEeTCA KaxKablit 3putenb» [19, c. 45].

He To/IbKO peHeccaHCHbIM TeaTp, HO U INTepaTypa 0COBEHHO A0-
POMWUAM NPUHLMMNOM AUCTAHUMPOBAHUSA, onocpenoBaHusa. MHanBK-
AyanucTuyeckas anoxa cnocobcTBoBasia OCO3HAHMIO BbICOKOMW LLEH-
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HOCTW ZINYHOM 6E30NaCHOCTU U 3pUTENA KaK PeLmnueHTa, u ¢urypbl
nocpegHuKa, pednekcupyrolero KOMMeHTaTopa. B noteHuuane um
MOXKET OKa3aTbCs Nt0b0oM 3pnUTeNb, a TaKXKe 1 060 paccKkasyuk, Ke-
NaoLWNn NoBeaaTb HEKYHO UCTOPUIO U AaTb OLEHKY ee AeNCTBYHOLLMM
nmuam. Tak uto pedb naet o GopMUPOBAHNKN KOHLENTa 6e3onacHom
NPOCTPaAHCTBEHHOW No3MuMK, TpeboBaBlwen GU3NYECcKon yaaneHHo-
CTV pedneKkcUpyoLLero YenoBeKa Kak OT UrPOBOro AeNCTBa, TaKk U OT
Hebnaronony4yHol NoBceaHEBHOM peasbHOCTU. [JaHHbIN KOHUENT He
yTpaumBaeT coBpemeHHOCTU. Kak nuweTt M. Ko3bsikoBa, «0gHOM U3
BaXKHEMLLMX XapaKTePUCTUK NyBAMYHOIO NPOCTPaHCTBa ABAAeTCA be3-
onacHocTtb» [20, c. 61].

OnucbiBas npuHumnbl TenesnaeHuna, 0. boromosos akueHTUpo-
BaJl UMEHHO MPUMHLUUN «PacCcKasa B paccKkase», onocpesoBaHua, aen-
CTBUTE/IbHO CBOMCTBEHHOIO TENEBUAEHUIO, HO aKTya/IM3MPOBaHHOIO
PEHECCaHCHOM KynbTypoW, B TOM Yncae B inTepaTypHbix dopmax. Pac-
CKa3 B paccKkase «o4yeHb nonynspeH 6bin B 3noxy PeHeccaHca, aa 1 B
6onee nosgHee Bpems. YcTHas GopmMa 34eCb — yrKe cyrybo yCca0BHbIM
npmem. KHura Kak 6bl He HanucaHa, a BCero /iMLb 3anuncaHa. Noatomy
NoAYePKMBAETCA UCMONHUTENBCKOE BPEMSA, TO €CTb BPEMSA PACCKasbl-
BaHMA, KOTOPOE HaxXoAWUTCA B HEMOCPeACTBEHHOM 6AM30CTM K YmMTa-
Tenbckomy. U obe BpemeHHble NNOCKOCTU 06beAMHEHbI YCNOBHbIM
CHOXeTHbIM xogom» [21, c. 41]. Ecnv B iMTepaTypHbIX NPoU3BeaeHUAX
PeHeccaHca pa3BMBanacb Mofesib MHOFOKPATHbIX «PAaccKa3os B pac-
CKase», TO B pPaccMaTpMBaemoi HamMW PA3HOBUAHOCTU CTYAUMHbIX
Nporpamm peasnmsyerca NPMHLUMN «NOKa30B B NoKasex. [11s Toro, yto-
Obl YBUAETb BHYTPEHHIO COOTHECEHHOCTb 3TUX ABYX XYAOXKECTBEH-
HbIX GOpM, 06pPATUMCA K UCTOPUM INTEPATYPSI.

CpaBHMM 0BpPUCOBKY CUTyauuin B obpamnstoliem NOBecTBOBA-
HUM Tpex 3HaMeHWTbIX COOpHUKOB HoBenn — «KeHTepbepuinckmx
pacckasax» xeddpu Yocepa (KoHey, XIV B.), «[dekamepoHe» Bok-
Kauyo (cepeanHa XIV B.) u «fentamepoHe» Mapraputbl HaBappckoit
(cepeamna XVI B.). Y Yocepa, xoTs 1 HanMcaBLUEro cBoe npoussene-
HWe nose BOoKKay4o, HO coxpaHawwero 6onbwyto 6AM30CTb cpea-
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HEBEKOBbIM TPAAMLMAM, LEe/blo KKOMMNaHUM» ABAAETCA NasoMHUYe-
CTBO [22, c. 46]. OAHaKo CMTyauuMa NaNOMHUYECTBa OKasbiBaeTcA ANs
Yocepa B 3HAUMTENbHOM CTENEHU NOBOAOM OMpaBAaTb ANMTE/IbHOE
COBMeCTHOe npebbliBaHME MHOXKECTBA NH04EN Pa3HbIX 3BaHWUM, COC/O-
BMW M 3aHATUN. Bce OHWM 3HAKOMATCA APYr C APYFOM Ha TEPPUTOPUM,
B PaBHOW CTENEeHU ANA BCEX YyXKoK, Ny6AnYHOM U pacnonaratouemn
K cBobogHoMy obLeHUo, — B TpakTupe «Tabopa», BbIMNOSHAIOWEM
PO/b «OTNPABHOM» KOMHaTbI-CTYANN. TPaKTUPLMK (34ecb OH Bros-
He aHa/iorMyeH BeaylemMy) BbICTyNaeT MHULMATOPOM NOoYepeHOoro
paccKasblBaHWA UCTOpKUIA No gopore K mowam. OH Ke nogaet uaeto
YCTPOUTb KOHKYPC Ha NyYLUMIA paccKas, Harpagoii 3a KOTOPbI JOMKHO
cTaTb HecnnaTHoe yroweHne B TPaKTUpe Ha obpaTHOM nNyTU. To ecTb
npeanaraeTca TMN noBeAeHWUs, NpeBpalalowmii NaloMHUYECTBO B
pa3BieKaTeNbHOe UFPOBOE B3aMMogeNCTBUE.

KoMnaHuna nNanoOMHMKOB MNOKMAAET TPAKTUP M ABUXKETCA No
anpesibCKoM CONHEYHOM Aopore, Nod HEYroOMOHHOE NeHue NTuL, pac-
CKa3blBaa cBou muctopun. CepuAa HApPPaATMBOB Pa3HbIX MEPCOHAXKEWN
CMMBOIN3UPYET camo nepeasuxeHune. Obpallas ocoboe BHUMaHKE
Ha 4ygo Bceobulero coriacusa TAHYTb Kpebuit 1 yyacTBoBaTb B pac-
CKasblBaHUKW UcTOopKii, Yocep, TeM camblM, BHYTPEHHE MPU3HAET U3-
PAAHYIO CTENEHb YC/IOBHOCTU CKOHCTPYMPOBAHHOM CUTYaLMN:

«M, BUAHO, BbINIO CyKAEHO Ha Hebe

WNnb TyT cyabero HalumMm peLleHo,

Ho TonbKo BCce Mbl APYKHO, 3a04HO,

Cyabbbl pasyMHOM BCTPETUNN PELLEHLE,

Y7106 pbliLapb BblAYMKY Wb NPUKAOYEHBE

Mo *kpebblo NepBbIM TYT »Ke pacckasan» [22, c. 69].

ABTOp fIBHO NtobyeTcs HayepTaHHOM UM MOAE/IbI0O KOMMYHUKaA-
LMK, C/IOBHO C/OMMBLUENCA CNOHTAaHHO B MUpe repoes. 3Ta MOgeNb
BOM/IOWAET rapMOHUIO BbITUA A0BONLHO 60/bLIOTO M Becbma pas-
HOPOAHOrO COObLECTBA — PACCKa3YMKOB-MAJIOMHMKOB ABAALATH
[eBATb yenoseKk. Ho oTHIOAb He MX B3aMMOOTHOLWeEHUa byayT npea-
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METOM [a/ibHEMLWIEro NOBECTBOBaHUA, a 60ONbWONA MUP, BUAUMbIN
CKBO3b MMPOBO33pEHUSs, Pas3iNdHble cyAbbbl, CaAyd4au, CyKAeHus,
npUHagnexalme Kak reposam paccKkasbiBaemblX UCTOPUIA, Tak U Mo-
BecTBoBaTensaM. Kaxkaol nctopun npeaectsyer Nposor, B KOTOPOM
PaCcCKa3yMK BbICTYNaeT Kak BPEMEHHbIN BeAyLWMN AelicTBa, nocpes-
HUK MeXay OnuCbiBaeMbIM MUPOM UM, C OAHOM CTOPOHbI, YNTATENEM,
a C ApYroi CTOPOHbI, MPOYMMM YHACTHUKAMM NYTELIECTBMA K CBATbIM
mowam. To ecTb, B «KeHTepbepuUMCKMX paccKasax» MCMosb3ytoTes
NPUHLMMNbI ONOCPEeAOBAHUA, PELLEHHbIE KAaK NEePCOHA/IbHOE nocpes-
HWUYeCTBO pAda NEPCOHAXKel Npu co3a4aHNN HOBOM KapTUHbI MUpa U3
OTAeNbHbIX GParMeHTOB, YTO BO MHOTOM npeaBapaeT NPUHLUMbI Be-
LWAHMA U3 TenectTyanu.

NcTtopun 06 oTaeNbHbIX N04AX, HAKAK HanpaMyl C paccKkasuu-
Kamu He CBA3aHHbIX, HO NOAABAaEMbIX MMEHHO B KayecTBe MX UHAW-
BMAYa/IbHbIX PAcCKa30B, MHAMBUAYA/IbHOTO BUAEHWS, CTAHYT TOM CU-
CTEMOM KOKOH» 1 OHOBPEMEHHO «0Yei», KOTOPbIE NMPENOMAIT BUA,
HenocpeacTBEHHOM PeanbHOCTM U BbIABAAIOT €€ MHOTOrPaHHOCTb. Ho
BeAb 3TO MPOUCXOAUT U B TEIEBU3NOHHbIX CTYAUNHbIX MPOrpammax, 1
B COBPEMEHHOM MHOTO3KPaHHOM MMpPE, NPU aHa/IN3e KOTOPOro He-
cnyyanHo E. HuKkonaesa Ucnosib3yeT UMEHHO ABOMCTBEHHYIO meTado-
py OKHa-oKa [23, c. 41].

B «[lekamepoHe» BoKkKau4o obLWecTBO OHbIX Aam U KaBanepos,
CNacatoLLMXCsa U3 YYMHOro ropoaa u beceayroLmnx B NOMecTbe nocpe-
AWM YMCTOM NpPEeKpacHOM NpMpoabl, Ha TEHUCTOM Ny¥KaliKe C «BbICOKOM
3eN1eHol TpaBoin» [24, c. 21], Kak HeNb3a oYeBUAHEE BOM/IOLWLAET aHa-
noruio ¢ npebbiBaHMEM B pato M 3aHATUEM YNOPAAOYEHHBIMW, TAPMO-
HUYHBIMWU AEUCTBUAMMU MO KHAPEYEHMUIO», ONUCAHWNIO, KOMMEHTUPO-
BaHMIO CyLLero.

KoHeuyHo, 34ech y:Ke mmeeT MecTo 0bpas pas, npeobparkeH-
HbI PEHECCAHCHbIM MbILW/AEHUEM, €r0 OTCbI1IAaMM K aHTUUYHOM Ky/b-
Type C XapaKTepHbiM Ana Hee obpasom «npenecTHoro yroska (locus
amoenus), CTaHOBALLEroca MNpUIOTOM HeccMmepTHbIX 6oXKecTB AnMbo
CMEPTHbIX FrepoeB, yA0CTOMBLUMXCA 06LWEeHMEM € HUMKM» [25, c. 233].
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C ppyroit CTOPOHbI, MOTUB 3EMHOIO PasA UAM «NPENeCTHOro Yroska»
ABCTBEHHO HAMNOMMHAET O CTUXMIAHO NPOMCXOAALLENA B MAaCCOBOM CO-
3HaHMM MndOoorn3aumnm TesieBeayLLMX Kak CBOEro poda «boxecTs», a
roctei cTyamm — Kak M3bpaHHbIX, repoes. COOTBETCTBEHHO, 0bLLEHME
TeX U gpyrux B nuaeanbHou cpeae Tenectyamm obpeTaeT cakpanbHble
OTTeHKKU. [a 1 BooblLe B HallemM mupe NpeacTaBaeHus ob uaeanb-
HO NPEeKpPaCcHOM MPOCTPAHCTBE BCE NPOYHEE CBA3bIBAOTCA HE TO/IbKO
C MOHATUEM MEAMMHON MPUBUNETMPOBAHHOCTU — HAXOXAEHWEM B
nopTa/ie CBA3eN C MHOMEeCTBOM MMUPOB, B COOBLLECTBE C M3BECTHLIMMU
NNUAMU, TO ecTb boramm « MeaninHOro oAMmna.

MoKasaTeNbHO, 4YTO MCXOAHble CUTyauun obpamnamowero no-
BECTBOBaHWA y BOKKauyyo v y Mapraputbl HaBappckoi cnopaTt gpyr
C OpPYyrom 3a MepBEHCTBO B 06MAMM ycTpawatowmx nogpobHocTel.
Y BOKKayy40 3TO KapTMHA ropoAa Bo BPeMs aNMAeMnUm Yymbl: « MHbIe KOH-
YasICb NPAMO Ha YINLE, KTO — AHEM, KTO — HOYbO, DO/BbLLIMHCTBO e
XOTS U YMUPANo AOMA, O4HAKO coceam y3HaBaam 06 Ux KOHYMHE TONbKO
Mo 3anaxy, KOTOPbIM UCXOAUAN OT UX pasnarasBLLMXcA TPYNOB... OCTOSHHO
Habntloganncb cayyaum, Koraa 3a CMHOMN ABYX CBALLEHHMKOB, WeALmnX C
pacnaTMem Brepeam NOKOMHMKA, K MOXOPOHHOM NPOLLECCUN MPUCTaBano
eLLe HECKOIbKO HOCU/IOK, TaK UYTO CBALLEHHWUKKU, HAMepeBaBLLMECA XOPO-
HUTb OZHOMO NOKOMHMKA, B KOHLE KOHLLOB XOPOHW/IM WeCTb, BOCEMb,
TO 1 6onbwe. N HUKTO, BbIBAaNO, HE NOYTUT YCOMWMX HU CNE3AMM, HU
CBEYOM, HM NPOBOAAMM — KaKOe Tam: YMEpLLUIA YeN0BEK Bbi3blBa TOr-
[a CTO/IbKO Ke y4acTua, CKOJIbKO M340XwWan Kosa» [24, c. 11-12].

Y Mapraputbl HaBappCcKoin — 3TO 310KAOYEHMA pAJa uL, 3a-
CTUTHYTbIX HaBoAHeHMeM nocne 6narononyyHoro npebbiBaHMA Ha
NeyebHbix Bogax KoTape. lepoam rposuT rmbenb B 6ypHOM MOTOKE,
YKECTOKas CMepTb OT HanaBLIMX Pa3boIMHMKOB, OT PasbAPEHHOro Mmea-
BegA. MHorve B npouecce 3/10KAt04eHMA normbatoT. HakoHel, Bbl-
MBLUME repou cobUpaloTca B MOHACTbIpe U XKAyT, Koraa byaeT no-
CTPOEH MOCT Yepes Pas3/IMBLLYIOCA PEKY.

Tem cambim, B 060MXx COOPHUKAX KOHCTPyMpyeTca 06pas HKU3HU
KaK bbl noCne «BTOPOTro NnoTona», Aa*Ke Noc/ie «3eMHOro aga», To ecTb
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MHOroo6pasHbIX My4eHWUIt U HapyLLUEHMA BCEX MPUBbIYHbIX, PYTUHHbIX
cnocoboB opraHuMsaumMm cBoero BpemeHu. Torga KOMMAAHUKU BbIXKMB-
LIMX CTA/IKMBAOTCA C HEOBXOAMMOCTbIO YEM-TO 3aHATb BCEX Cpasy U
n3berkaTb HOBOM beabl — CKyKM (B «[enTamepoHe»), SMOLMOHaNbHOM
ANCrapMOHUK, KaKan bbiBaeT NpU Urpax C BbIUIPbIBAIOWMMUK U NPO-
urpbisatoWnMn (B «lekamepoHe»).

Ob6wecTBy repoeB MaprapuTtbl HaBappcKkoi cnaceHue BUAUTCA B
cnegoBaHUKM ToMy 06pasy AeUCTBUIM U NPENPOBOXKAEHUA BPEMEHM,
KaKoBble M3BECTHbI No «JekamepoHy» boKKauyo. «U, ecnu Bam byaeT
YFOAHO, Mbl KaXKAbl AeHb OT MOAYAHA U A0 YeTblpex YacoB MOXKEM
NpPOBOAUTb Ha 3TOM NPeNecTHON Nyxalike Ha bepery ropHoro py4bs,
rae JIMCTBA TaK rycTa, YTO CO/MHEYHbIE SIy4M He B cuaax npobpaTtbea
Tyga M NomellaTb Ham HacnaauTbCA Npoxnagoin», — npepgnaraetr
MapnamaHTa [26, c. 12]. B onncaHumn mectonpebbiBaHUSA KOMMNAHUY,
obMmeHMBatoLLEeNCs HOBENNaMKU, BHOBb BPe3XKUT 3aByasIMpPOBaHHbIN
06pa3 paickoro caga: «B nonaeHb e BCce OHM BCTPETUINCD B JONN-
He, KoTopas 6blia TaK XopoLa, YTO HYKHO 6bl10 Hbl UCKYCCTBO BOK-
Kayyo, 4yTob6bl ee onuncatb. Hagerocb, 04HAKO, BCE MHe NOBEPAT, ecin
A CKaKy, 4TO 3TO BbIN Yro/IOK HECIbIXaHHOM KpacoTsl... Bce 0bwecTBo
PacrnonoXMni0Cb Ha 3e/1eHOM TPaBe, TaKOM MATKOM U HEXHOM, UTO He
noTpeboBanocb HWU KOBPOB, HU NoayLek...» [26, c. 13].

NTaK, npun BCex CTPYKTYPHbIX OT/IMYUAX B NponsseaeHnax Yocepa,
BokKauuo 1 Mapraputbl HaBappckoi o4eBnAHbI BaXKHbIE CXOACTBA.

Bo-nepBbIX, peHeccaHCHbIM MAeanomM MNPOCTPAHCTBA, U30/MpPO-
BAHHOTO OT YKUTEMCKMX HEB3rod, NPUATHOrO ANA a3 U Ansa npebbi-
BAHWA B HEM B MpoLecce AAUTEbHOM0 FrAPMOHUYHOIO 06LeHMA ©
Pa3MbILU/IEHWNI, BbICTYMaeT NpPeKkpacHana Npupoaa UM HenTpasbHas
npupoaHas cpega. OHa HeNpemMeHHO pacnonaraeTca Hemnoganeky oT
04Yaros UMBWUAM3AUMK, Byab TO NOMECTbE, MOHACTbIPb UK TPAKTUP.

Ha TtenesmaeHun ke wnpgean 6esonacHoro, Kom¢popTHOro Ajs
06LIEHMA M BHELIHe NPWB/EKaTeNbHOro MPOCTPAHCTBA BOMJIOLWLAET
AV3anHEepPCcKM 0HOPMJIEHHBIN UHTEPbEP CTYAUMN, KaK MPaBU/IO, Hecy-
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WK1t B cebe pag, 04EBUAHBIX OTIMUMIA U OT NPUPOAHOro NaHAWadTa,
M OT NPUBATHOIO XUANWA. B cylwHOCTM, Hanbonee TUNUYHLIN gU3altH
TENecTygmMmM KoppecnoHaMpyeT C UAEAMWU TOPOACKOro Mnyb6aMYHOro
MPOCTPAHCTBA, YTO BMOJIHE 3aKOHOMEPHO, MOCKOJIbKY B COBPEMEH-
HOCTWU COLMANbHOM OYHKLMEN ropoda CTAaHOBUTCA «rapMOHM3aLUA
06LLEecTBEHHOrO OpraHn3ma, Aas Yero HeobxogMMo Co3gaHue Kom-
¢dopTHOM cpeabl 06MUTaHMA, B TOM Yyncie bopMmmnpoBaHue nybanyHbIX
npoctpaHcTe» [20, c. 71].

NpeanbHo cbanaHCUMpPOBaHHAA FOPOACKan cpesa, 0asuc LMBUAK-
3auUuun, KOMPOPTHbIN HTepPbep B XX—XXI BeEKax BO MHOFOM HacneaytoT
MECTO LeHTpanbHoro obpasa naeasbHOro NPocTpaHcTea. B anoxy Pe-
HeccaHca TakMm 06pa3om Bbin yiKe He pait Kak TakoBOWM, HO ero bosee
COBPEMEHHbIE, 3CTeTU3MPOBAHHblE MoanduKaumn: Cag 3eMHbIX Ha-
cnaxaeHui [25, c. 233-238], yCnoBHbIN NacTopanbHblii 3aem, POXK-
OEHHbIN, No onpeaeneHuto J1. BaTkMHa, «HOCTaNbIMEN MO eCTECTBEH-
HOMY CyLLEeCTBOBaHMIO B MepBOOLITHON cenbCKoW npoctote» [27,
. 97] 1 B TO XKe Bpem NpeobpasyoWwmiica B KLEJNKOM CKOHCTPYMPO-
BaHHbIN, AeanbHbIA MUPY», «3HAK KyAbTypbI» [27, c. 97].

TenesnaeHe cO3LaeT elle OAMH «3HaK Ky/bTypbl», MOAENb Ny-
6/1M4YHOro NPOCTPaHCTBA, KOTopoe GYHKLMOHMPYET U KaK Henocpes-
CTBEHHAA PeasibHOCTb, U KaK AMUCTAHLMOHHbIAN TPAHCAUPYEMbIN 06-
pa3s naeasbHOro MecTa AeNCTBUA — 3CTETUYECKU NPUB/EKATENIBHOTO,
6€e30MacHOro U NPy 3TOM He M30/MPOBAHHOMO OT OCTA/IbHOIO MMPA,
HO Hao60pOoT, 06/1a4aK0LLLErO BU3YaA/IbHBIM AOCTYNOM K Hemy. Tak nam
WHauye, Tenectyamns asnseT cobon CMMBON NMO3UTUBHOMN Ny6ANYHOCTU
«3aMHTepecoBaHHOro Ye/I0BEKaY, CAENABLLEro CBOMM 06 bEKTOM BHU-
MaHuA N pedneKkcnn pasfMyHble ABAEHMA MUpPA 33 Npegenamum CTy-
ANV K1, B CBOKO ovepesb, CTAHOBALLErocd 06 beKTOM BHUMaHUA ayau-
TOpUKM — NOZ0HHO reposam XyA0KeCTBEHHOrO NPoOU3BeAeHUA.

Bo-BTOpbIX, Hocep, bokkayyo u Mapraputa Hasappckaa Becbma
O0pOoXKaT naeen rapMmoHUYHOM CaMoopraHM3aLmMm obLLecTBa paccKas-
YMKOB, KOTOPOE CaMo cebs yuperkaaeT, caMo U3bUpaeT raBy, COYUHA-
eT NPUHLMMbI pernameHTa U obcyKaaeT NpaBuaa ero NoAAepHKaHUA.
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B aTom cTpoe AeicTBMIA OLyLLAeTca NepeKknMyka ¢ ytonuen Tenem-
cKoro abbatctea, cosgaHHoro B «lapraHTioa M MaHTarptoane» reHu-
em Pabne: «bnarogapna ceoboge y TeNeMUTOB BO3HUK/IO NOXBaJibHOE
CcTpemM/ieHuMe genatb BCEM TO, YETrO, NO-BUANMOMY, XOTENOCh KOMY-HU-
6yab ogHOMY. ECnu KTO-HUBYAb U3 MYXKUMH UK KEHLWMH npeasaran:
“Bbinbem!” — TO BbINWBANW BCE; €CNM KTO-HMBYyAb npeanaran: “Coi-
rpaem!” — To urpanu Bce; ecan KTo-HMbyab npeanaran: “lMoraemrte
nopes3BmMmcsa B nose” — To Wwau Bce» [28, c. 148].

B ngeane peicrene B Tenectyamm — 3TO XOPOLIO CPEXUCCUMPO-
BaHHOe AencTBo, obnagatoulee UNNO3NER UMNPOBU3ALMOHHON Ca-
MOOpPraHM3aLmu.

N B peHeccaHCHbIX O6LLECTBaX PACCKA3uMKOB, U B MHTepbepe
TeNnectygmm nogJ/IHHyto 6e30MacHOCTb M rapMOHUYHY0 aTmocde-
py rapaHTMpyeT He caMo MPOCTPAHCTBO, a NO3ULUA 06XOAUTENbHbIX,
BNafEeoWNX MaHepammn CBETCKOro obLlieHusa WUHOMBUAOB, KOTopble
M3Ha4YanbHO M3bpanu ansa ceba ponn obCyKAaOLWMX, TOBECTBYHOLLMX,
OLLEeHUBAOLLMX CO CTOPOHbI TO, YTO MPOUCXOANT HE 34ECh U He cenyac,
a CNy4ynniocb Korga-To HeaBHO, B MUpe, OTAaZIeEHHOM U HepocArae-
MOM B Nepuos, paccKasa.

Coaep:KaTenbHoe Haro/IHEHWE HOBE/N, PAcCKa3oB OYEBUALEB,
PEeNOPTaXKHbIX MaTepManos, To ecTb GOPMaTOB TPaHCNPYEMOro u ob-
CY»JAEMOro, Kak 1 MaHepbl 06CyKAaloLWMX, NpeTepnenn cuabHenwmne
M3MEHEHMA C PEHECCAHCHbIX BPpeMeH. Ho coxpaHWica nNpuHUmMN auc-
TaHLUMOHHON pednieKcUn BCAyX, B AMasorax U MOHO/Orax, B COCTPOS-
HWUW SMOLLMOHA/IbHOTO CAMOKOHTPOAS. MUMEHHO 3TOT NPUHLLMM HaYMHaN
aKTUBHO KY/IbTUBMPOBATHLCA B MEPEXOAHYI PEHECCAHCHYH 3MOXY KaK
CTUAb BbITUA M CNOCODH OCMbIC/IEHMA MUPA, Ero LIEHHOCTEN U NMOPOKOB,
ero KpacoTbl U 6e306pa3us, ero cambix pPasHbIX NPOUCLLIECTBUMN.

B-TpeTbux, BCce Tpu COOPHMKa HOBEN NPeaCTaBAsAOT CBOEro poda
NPUHUMN PEryaapHOro «BeLaHMa», OPraHn3yIoLLEro KM3Hb oblie-
CTBa PACCKA34YMKOB Ha MPOTAXKEHUU MHOTUX AHel. MNpuyem B mupe
pacckasuymMkoB MaprapuTbl HaBappckon 3HatoT o «[lekamepoHe» u
BbICTPaMBalOT CBOM AEWUCTBMA MO aHANOMMM C HAM, TO €CTb OLLyLLatoT
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yXKe Hanuume Hekoero «popmarta», KoTopomy yaobHo cnegosath. Ta-
KMM 06pa3om, NPOLECC PaCcCKa3biBaHMA M 06CYKAEHNA KaK Obl nepe-
NNeTaeTca U CAMBAETCSA C MOBCEAHEBHOCTbIO, YTO ByAeT XapaKTepHO
ANA TeNEBU3NOHHON MOAENM «NPOPACTaHMA» B OObIAEHHON MKU3HU
coumyma.

PaccKasumMKM CNOBHO CMOTPAT B OKPYKAOLMN MUP CKBO3b CBOM
ncTopuu. bbiTMe KaK NpoLecc OKasbiBaeTcA TBOPYECKMM MPOLECCOM
PacCKasblBaHMA M KOMMEHTUPOBAHUSA, @ 3TO YCTHOE KOJIIEKTUBHOE
TBOPYECTBO — MPOLLECCOM CaMOro 6bITUA, UTO TOXKE OTCbINAET K pe-
HeCCaHCHbIM MOAENIAMM CaMOOpPraHn3auumn noscegHeBHocTH. J1. bat-
KWMH nucan 06 MHTMMHOCTM TBOPYECKOro npouecca M notpebHocTu
YNaBAMBATb MUP CKBO3b «fA» — U «fA» Kak ocobbili mup [29, c. 368],
paccykgan o MYHOCTM MeTpapKu, KyNbTUBUMPOBABLLENO NEPMAHEHT-
HbIA NPOLLECC YTEHUA U NUcaTeNbCTBa. «M3BECTHO, YTO MHOTO MO3XKe
3TO 3aBOPAXKMBAIOLLEE KPYXKEHWE, NOTOHA 33 COBCTBEHHbIM XBOCTOM,
CTaHeT A1 UCKYCCTBA OAHMM U3 HaMBaXKHeMLMX ctoxkeToB. Cp. C Te-
MOW “XYA0KHWK B CBOEM MACTEPCKOM” K “Xya0XHMK U ero mogens”
B HOBOEBPOMENCKOM KMBOMUCK; U/IU XKe C pasblrpblBaHUEM CNEKTAKAA
BHYTPM CreKTakna (HauymHaa ¢ “famneta”’); UaM ¢ MOTMBOM “CHUMa-
eTcs KMHO” B KMHO» [29, c. 368]. Bpoae 6bl, noBeaeHMe B CTyaUM He
MMeEeT NPAMOro CXOACTBA C MOBEAEHWEM NtoAel B NOBCEAHEBHOCTU
— €C/W NMOHMMATb ee 04YeHb Y3Ko. HO ecamn cumTathb, YTO AN MHOMMX
BMOJIHE MOBCeAHEBHbI beceabl 3a 06eAeHHbIM CTO/IOM WU TBOpYE-
CKMe AMCKyccuu B Kade, nam oblieHme 3a CToI0M Ae0BbIX U Noau-
TUYECKMX NEPErOBOPOB, 0OCYKAEHNE TEKYLUMX NPobaem B pefakumm
WK B KOHdepeHL-3ane, TO Mbl YBUAMM, YTO Nepesaya B TenecTyamu
npegnaaraet ugeanbHole 06pasbl JOBOIbHO PAcNPOCTPAaHEHHOW MO-
Aenv noseaeHus.

KoHeuHo, coBpemeHHble CTyauiHblE MPOrpaMmbl YCAOKHUAN
KOMMYHWKaUNOHHYIO MOAENb, HAMEYEHHYIO B PEHECCAHCHOMN AnTepa-
Type. Tenepb BO3MOKHO 06LLEHME M3 TeNECTyAUU C NPEACTaBUTENAMM
MOKa3blBaeMbIX MUPOB — B HACTOSALLEM BPEMEHMU NPAMOro 3¢upa, B
PeXMME TENEMOCTA U/IN }Ke NPUrNaLleHMe B CTYAMNI0 AKTOPOB TOMO UK
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WMHOrO 3KPAHHOTO CloXKeTa, GuUrypuposasLuero B nporpamme. MHoro-
MUpUe CTaHOBMUTCA Bce Honee NpoHULAEMbIM, Bce bonee noxoxke
Ha coobuatowmeca cocyabl, CUCTEMY TPAH3UTHbIX Tepputopuii [30,
C. 63—65]. Ho Kakue 6bl HoBeMLIME BO3SMOMKHOCTM HU MUCMO/Ib30Ba0
TenesuaeHue, CTyANMHaA Nporpamma NpPoAosIKaeT BONIOWaTb NPUH-
uun 6es3onacHo AUCTaHUMPOBAHHOCTM OT MMpa-3penuuia. MmeHHo
B YTBEPXKAEHMM BO3MOMKHOCTEM JIOKA/IM30BAHHOM B MPOCTPAHCTBE
pednekcnn o bBypHO-AMHAMUYHOM NOTOKE ObITUS COCTOUT NOSUTUKA
0603HaYeHHOro TeneBM3MoHHOro ¢opmaTa. B 3HauuTenbHo mepe
3TO M 0byCcNoBAMBAET TepaneBTUYEcKne 3PPeKTbl TeNEeBUAEHNS, UM
«TeneTepanmio», 0 peasbHOCTU MU MHUMMOCTM KOTOPOW BeayTca Auc-
Kyccum B HayyHoM cpege [31, c. 19-20].

MOCTCKPUNTYM. CTYONA B SMOXY MHTEPHETA

Hauano XXI Beka co3gaeT peHoMmeH BUAe0610repcTBa B UHTEPHE-
Te. ABTOpbI BUAE06A0roB 3a4acTyto BEAYT CBOW TPAHCAALMM C NPUBAT-
HOW TeppuTOpMM, BYKBaNbHO N3 COBCTBEHHOM KOMHaTbI. BHelWwHe oHa
COBEPLUEHHO He MOXOXKa Ha TUMUYHYIO TenecTyamto. OgHaKo TyT nopa
HaNMoOMHUTb, YTO Te/IEBU3NOHHbIE CTYANNHbIE NPOCTPAHCTBA, B CYLLHO-
CTW, MOTYT BbIMNIAAETb COBEPLIEHHO HEMPUBbIYHO. B TOM uncne oHu
MOryT BbITb CTUAN30BaHbI NOA NPUBATHOE KUULLE WU NPOXOANUTL B
AeKopaumax TUMMYHOIO KUAMLWA — KaK Oblno, K Npumepy, B nepe-
CTpoeyHol nporpamme «CTapas KBapTMpa». B nporpammax KaHana
«KynbTypa» BegylimMe nepefay HepeaKo npeactatloT B obCcTaHOBKe,
HaNnOMWHAIOLWEN NEKTOPUIA, BUBANOTEKY, LOMALIHUIN YrONOK C NUCH-
MEHHbIM CTO/IOM.

TaK YTO NPU BCEM BHELLHEM HECXOACTBe 0bblYHAA KOMHaTa, U3 Ko-
TOPOW BeAeTcA MOKa3 Kakux-nMbo Buaeosanuceit B CONPOBOXKAEHUM
KOMMeHTapua BeayLLero, byab To NPOdECCUOHANbHBIN XKYPHANUCT UK
nobutenb, MoxeT ObiTb KnaccuduumpoBaHa Kak cTyaus. Mpocto oHa
«paboTaeT» CTygMen HENOCTOAHHO, Byay4YM NPU STOM U XKUNON KOMHa-
TOW, AaYyHOMN HBeceaKom, KyxHen. MogobHOM NOANPYHKLMOHANBHOCTLIO
obnafanu n paHHue skpaHbl. E. HUKonaesa genaet TodHoOe Habntoae-
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HuWe: «PaHHME 3KpaHbl MO UMETb COBCEM MHOE Ha3HayeHne — ObITb
NPOCTbIHEN, CKaTePTblo, 060AMM Ha CTeHe, ABEPbIO B KOPUAOP, Yep-
TEXHOW AOCKOM U T.A. U CYMKUTb 3KPAHOM «MO COBMECTUTENbCTBY» [32,
C. 42]. Mo3aHAA TENeCTyAnA MOXKET He NPUHAANEKATb TENEBU3UOHHO-
My KaHany v BECTM BELLAHWE, O KOTOPOM Hac He MHpOpMMpYIOT cre-
UpanbHble raseTbl, *KypPHaabl UAKN CTpaHUUbl Beb-caliToB. OgHaKo acTe-
TMYECKM OHa Hac/ienyeT OCHOBHble QYHKLMM U CBOMCTBA TENECTYAUMU B
TPaAMLMOHHOM ee NoHUmaHun. KomHata-cTyama sugeobnorepa cuH-
Tesupyet B cebe NPUBATHOCTb M BUPTYa/bHYO NYOAMYHOCTb, MO CYTH,
NpeBpawancb B HEOTbEMIEMYIO COCTABAAIOLLYIO «HOBOW Ny6ANMYHOM
chepbi», Kak onpenenaeT gaHHbIN GeHomeH E. [lykos, aHannsmpys nH-
TepHeT-6710repcTBO M ero npeabictopumto [33, c. 115-135].

NTaK, Tenectyama B 3Moxy UHTEPHETA CYLLECTBYET B ABOMHOM pe-
XUMe — TPaaULMOHHOM TENEBU3MOHHOM, Y3HABAaEMOM M HOBEMLIEM,
[a/IeKo He Bcerga y3HaBaemoMm, CBA3aHHOM C NMPaKTUKOM NPUBATHOM
TBOPYECKOM AenaTesbHOCTU B MHTepHeTe. Tenectyaus Bce bonee cra-
HOBUTCA 06pPa3oM-TpaHCHOPMEPOM, CNOBHO HAPOUHO UANOCTPUPYA
NOCTMOAEPHUCTCKME Naen 06 OTHOCUTENBHOCTU NHOObLIX YCTOMYMBDIX
$opM, TEKYYECTU CMbIC/IOB M LWATKOCTU pasrpaHuyeHunii. Upea 6es-
onacHoro ny6MYHOro NPOCTPaHCTBA OOLLEHUSA YIKe He [1aBEHCTBYeET,
YCTYyNaa MecTo MAesm CUHTEe3a NPUBATHOMO M NYHAMYHOrO, a TaKKe
TOTa/NIbHON MHTErpMpPOBaHHOCTU /IOKAZIbHOMO «MecTa AeNCTBUA» B
MPOCTPaAHCTBO BECKOHEYHbIX PeasibHbIX U BMPTYyanbHbIX MUPOB. ITO
MOBbILAET COLMOKYNbTYPHbIN CTAaTyC NPMBATHON TeppuTopumn, nepe-
KoAMpyeT ee 0OCTAHOBKY B AEKOPALMOHHYIO cpeay M coobuiaeT ee
06UTaTENI0 3HAYMMOCTb MOAEPATOPA MHTEPHET-BELLAHMSA.
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CNELUUNDPUKA PA3BUTUA

N dPOPMUPOBAHUE OCOBEHHOCTEMN
OTEYECTBEHHOW AHUMALMOHHOM
WHOYCTPUU B KOHTEKCTE KOHLLENL MW

NETCTBA
YACTb 1

AHHOTaums. B cTaTbe paccmaTpuBaeTca cneundmka u ocobeHHOCTU oTeye-
CTBEHHOW aHMMaumu. Ha NpoTsaXKeHMM BCEero nepuoga CBOEro PasBUTUA
oHa dopmMMpoBanacb Kak 061acTb IKPAHHOM MHAYCTPUM, BbIMyCKalOLLEN
npoaykumto ana aeteit. OpMeHTaumMa Ha AeTCKoro 3putens bbina 3afaHa B
0oTeYeCcTBEHHOW aHMMauun B Havane 1930-x rofos B pycie popmnpoBaHus
OeTcKoro KuHematorpada. C obpasoaHmem ctyaun « CotoamynsTduabLM» B
1936 roay BbINYCK aHMMALLMK g5 AeTel CTan NPUOPUTETHLIM ANnsA obnacTu.
OTa HANPaB/IEHHOCTb COXPaHANACb B aHMMaUnK Ao cepegmHbl 1980-x ro-
noB. C HayaioM NepecTpoirKM NPOU3oLWN0 ocnabneHune 3Toi TeHAEHUMN,
CMEHWIUCb BEKTOPbI Pa3BUTUA B aHMMaLMW. Y:Ke HauMHas C cepeauHbl
1950-x ropoB, aHMMATOPbI CTapaINCb PaCLUIMPUTL Y3KME FPaHMLbl aHUMA-
UMM N aKTUBHO CTPEMUANCH CO34aBaTb NEHTbI ANA 3pUTENEN APYrUX BO3-
PacTHbIX KaTeropuii. OpMeHTaumMa Ha B3POC/YHO ayauMTOpUIO CTana NpuMopu-
TETHOI ANA oTeyecTBeHHOW aHuMaumm B 1990-2000 roapi.
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B nocneaHee gecatunetve XX Beka NpoM3oLWLImM cepbesHble npeobpasosa-
HWA B aHMMALMOHHOW MHAYCTPMU. HECMOTPA Ha NOABAEHUA HE3aBUCUMbIX
AHMMALMOHHbBIX CTYAMIA, OHa OKas3anacb Ha rPaHM MOJIHOTO YHUYTOMKEHMS.
B 3TM e roabl 6bina NMKBUMAMPOBAHA CUCTEMA AETCKOTO KMHOMPOKATa M
[OETCKoro TenesmaeHus. Boinyck ¢puabmoB 1 nepegay ana getei 6oia nou-
TU NpeKpaleH. M3ameHeHUs B 061acTM aHMMaL MM HAMETUINUCL B cepeamHe
nepsoro gecatmnetna XXI Beka, Korga Cctanu npeanpuHMMATbLCA MHULUMA-
TMBbI CO CTOPOHbI FOCYAApPCTBa, HanpaB/eHHble Ha BO3POXKAEHMUE OTPaCaM.
MNepsble cepbe3Hble M3MEHEHMA CTann oTMedaTbcA K cepegmnHe 2010-x ro-
£0B. Hauyanocb BO3pOXKAEHME aHUMAUMOHHOM MHAYCTPUU, HO TONbKO Kak
obnactn getckoro KMHematorpada. Bo mHorom 3to npousowno 6naarogapn
rocyapcTBeHHOW NONMTMKE, HaNpaBNEeHHOM Ha Pa3BUTUE AETCKOro CermeH-
Ta ay4MOBU3YaNbHOW UHAYCTPUN.

KnioueBble cnoBa. AHMMaUWA, TeneBuaeHne, AeTCKoe KUHO, aHUMALMOH-
HafA WHAYCTPWUA, KUHOMPOKAT, pervoHanbHble mynbtcTyaumn, «Coro3mynb-
Tounbm», «MynbtTenedmnbm», AeTCKME TeNleKaHaNbl, Cepuansl.

NATALIA G. KRIVULYA

Higher School (Department) of Television at the Moscow State Lomonosov
University, Moscow, Russia
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THE SPECIFICITY OF DEVELOPMENT AND
THE FORMATION OF THE PECULIARITIES
OF THE RUSSIAN ANIMATIONAL INDUSTRY
IN THE CONTEXT OF THE CONCEPTION OF
CHILDHOOD

PART 1
Abstract. The article examines the specificity and the peculiarities of Russian

animation. During the course of the entire period of its development it was
formed as the domain of the screen industry manufacturing articles for
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children. The directedness on the children’s audience was set in Russian
animated films in the early 1930s in line with the formation of children’s
cinematography. With the establishment of the “Soyuzmultfilm” studio in
1936 the release of animated films became prioritized for this field. This
directedness was preserved in the animated film industry until the mid-
1980s. With the beginning of the Perestroika there was a weakening of
this tendency, the vectors of development of animation changed. Already
beginning with the mid-1950s the animators attempted to broaden the
narrow boundaries of animation and actively to create films for audiences
of other age groups. Directedness towards an adult auditorium became
prioritized for the Russian animated film industry in the 1990s and the 2000s.
During the final decade of the 20th century serious transformations in
the animated industry. Despite the appearance of numerous independent
animation studios, they found themselves on the brink of total destruction.
During those years the systems of children’s film rental and children’s
television was liquidated. Release of films and programs for children was
almost entirely terminated. Changes in the field of animation began to take
shape in the middle of the first decade of the 21st century, when initiatives
started to be undertaken from the side of the government directed at
the revival of this branch. The first serious changes began to be observed
towards the mid-2010s. The revival of the animated film industry began, but
only as a field of children’s cinematography. In many ways this happened as
the result of state polity directed towards the development of the children’s
segment of the audiovisual industry.

Keywords. Animation, television, children’s movies, animation industry,
film rental, regional animation studios, “Soyuzmultfilm,” “Multtelefilm,”
children’s television canals, serial movies

OTeyecTBEHHYD aHMMaALMIO YAacTO PACCMATPUBAIOT KaKk 06aacTb
OETCKOro KnHematorpada. 3T0 MHEHWe MPUCYTCTBYET He TONbKO Y
PALOBLIX 3pUTENEN, O YEM CBUAETENLCTBYIOT NPOBOAMMbIE ONPOCHI.
OHO NOABAAETCA B HAayYHbIX CTaTbAX [1; 2] U B 0OTYETaX KOMMAHWIA, CBA-
3aHHbIX CO CTaTUCTUKOM M aHANUTUKON B 061aCTM KMHO, Hanpumep,
B MCCNeOoBaHUAX aBTOPUTETHOM He3aBUMCMMOW KomnaHum Movie
Research, 3aHuMatowelica cTpaTerMyeckKMm aHajnM3oM M NPOrHO3U-
pOBaHMEM Pa3BUTUSA KMHOOTPACN, Pa3pPaboTKON MEXaHU3MOB U Mep
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rocy4apCcTBEHHOM NOIMTUKM NO PAa3BUTUIO OTEYECTBEHHOM KMHEMATO-
rpadun. B caenaHHom ee akcneptamu B 2017 roay aHanMTUYECKOM
oT4yeTe roBopuTCA 06 aHMMALMK KaK «O4HOM M3 NOABUAOB KMHEMA-
Torpada, <..> BO MHOIFOM OpPMEHTUPOBAHHOM Ha aeTei» [3, c. 23].
Jarke npeactaBuTenn KMHOKPUTUMKWM HepeaKo MNoAvepKUBalOT AeT-
CKYIO HanpaB/IeHHOCTb OTeYeCTBEHHON aHMMauuu. foBopa o cneum-
¢dVKe oTeyecTBeHHOM aHUMaLmu, [. fogep, NPOrpamMMHbIA ANPEKTOP
«Bbonbluoro dectmeana MynbToUAbMOBY, OTMETUAA, YTO OAMH U3 CTe-
PeoTUNOB, 3aKPENUBLLUMXCA 3a HEl, eCTb NPeACTaB/IeHNE ee KaK KMHO
ana peteit [4]. Mo ee MHEHUIO 3TOT CTEPEOTMN CO3AAETCHA HE CTO/bKO
KeNnaHnem BUAETb ee TaKOBOM, CKONbKO MPUCYLLUMM e 3CKaNM3MOM.
Takum o0bpasom, oTeyecTBEHHAA aHUMALMA, TAFTOTESA K CIOXKETHOCTM U
CKa304YHbIM GOpMam MOBECTBOBaAHUSA, AAET NOBOA K TOMY, 4TOObI ee
BOCMPUHUMANMN KaK OETCKOe KMHO, NMpu 3TOM, He y4MTbiBasA TO, YTO
CKa3KuM MoryT 6bITb COBCEM He ANA AeTeN.

Mexay Tem cOBpemMeHHasa POCCUIMCKaa aHMMaLMA ropasgo Wwupe
PaMOK [AEeTCKOro KMHO, B KOTOPble ee YNOpHO MbITAlOTCA BNUCATb U
NpeAcTaBUTENN HAapOXKAAOLLENCA aHUMALMOHHON MHAYCTPUM, U MCKU-
XON0rY C negaroramum, v NpeacTaBUTENN rOCYAapCTBEHHbIX CTPYKTYP.
JocTaTouHo B3rnsAHYTb Ha nporpammbl OTKpbIToro Poccuiickoro ¢e-
CTMBaANA aHMMALMNOHHOTO KMHO, ABAAIOWErOCA eXKerofHblM KOHKyp-
COM BCEro TOro, YTO CO34aeTcA OTeYeCTBEHHbIMM aHMMATOPaMM, Ha-
YMHasA OT NOIHOMETPAMKHbIX NEHT M KOHYaA NPUKNALHON aHUMaLMEN,
COUMANbHBLIMU POZIMKaMK U peknamon. Ho Ha obuiee mMHeHue 3TO
MOYTU He B/IMAET.

TakK, NCUXO/I0TM M Nefarorv Yalle BCero NPoABAAIOT MHTEpPeC K OT-
€YeCTBEHHOM aHMMaALMM KaK K CpeacTBY BOCMMUTAHMUA, COLMANM3ALUN
NoAPacTaloLWEero NOKONEHUA U GOPMUPOBAHUAM Y HEFO COLMOKY/bTY-
HbIX KOMneTeHUMIiA. CTaB 06bEKTOM NPUCTAZIbHOTO BHUMAHUA U TEMOW
ON19 aKTUBHO BEAYLUMXCA MCUXON0r0-KybTYPOIOrMYeckux AebaTos u
nefarormyeckn-coLMONOrMYECKMX WUCCNef0BaHUIA, aHMMaUMA pac-
CMaTpMBAETCA KaK BUA AETCKOrO KMHO U HEOTbeM/IEMAA YaCTb AETCKO-
ro mupa [5]. M. PomaluoBa nonaraet, 4To OTe4yecTBEHHas aHUMAaLNA
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pa3BMBa/sacb KakK YacTb KOHLUEeNTa AeTcTBa [6, c. 114]. Mo ee MHeHuIo,
POCCUNCKNI 3pUTENb HE TOTOB BOCMPUHUMATb MHYIO aHMMAUMIO, TaK
KaK y HEro Ha NpoTsAXeHUM MHOMUX AecATUNeTUi chopmMmnpoBaInCh
coaeprKaTenbHble N HPABCTBEHHO-3TUYECKME KPUTEPUU TOTO, KaKUM
OONIKEH ObITb aHMMALMOHHBIA Puabm. Ux nctokn M. PomaluoBa Bu-
ANT B AETCKOM OMbITe, NOY4eHHOM NPKU BOCNPUATUN «A06PbIX COBET-
CKUX MY/IbTOUNBMOBY», CHATbIX cTyamnein «Cotosmynbtouabm». N ana
TeX, KTO NOMYYMA AaHHbIW ONbIT, aHUMaUMA ABNAETCA BUAOM AETCKO-
ro KMHO, 6O MHOTO OMbITa OHU HE MMEIOT M He 3HAKOMbl C UHbIMU
dopmamu bbITMS AaHHOTO MCKyccTBa. Kak roBopuT H. JIyKMHbIX, Npo-
rPaMMHbIN anpekTop OTKPbITOro pOCCUMCKOro ¢pectuBana aHMMaLm-
OHHOro KMHO, «OyeHb YacTo B Poccum owyLieHne oT aHMMALUUOHHOTO
KMHO Yy 3puTenei nckaxkeHHoe. OHO, K COXKasleHUHo, BOCMPUHMMAETCA
KaK «MCKYCCTBO B KOPOTKMX LUTAaHULLKaX», TO eCTb UCKYCCTBO ANA Ae-
Ten» [7]. AHanornyHyo nosnumilo noaaepxueaetr AHHa MopsaKoBsa,
reHepanbHbll ANPEKTOP «KAHMMALMOHHOM CTyAMM 2X2», co3datoen
«HeAeTCKyto aHMmaumto». o ee cnoBam, elle He TaK AaBHO Y Hac B
CTpaHe cyLLecTBOBasa CTporaa yBepPeHHOCTb, YTO PUCOBAHHbIE WOy —
TONbKO AN getei» [8].

MoHWUMaHMe coBpeMEHHON aHMMALLMK KaK MPOAYKUMKN ANA AeTel,
KaK 4acCTu AEeTCKOro gocyra, Kak cpeacTsa NpPocBeLLeHus, obyyeHmsa m
BOCMMUTAHUA onpeaensieT No3numnto, 3aHMMaeMyto NpeacTaBUTENAMM
KMHOBU3Heca, MmeaMaxoNAMHIOB U PYKOBOAUTENAMMU FOCYAapPCTBEH-
HbIX CTPYKTyp. MMEeHHO Ha co3gaHue AEeTCKOW aHMMauuu rocyaap-
CTBOM BbIAENAKTCA CPEACTBA, HAa TaKy aHMMAaLMIO ecTb CNpocC y Te-
JIeKaHaNoB, U1 MMEHHO TakKad aHMMaLMA Ny4lle BCEro NpPoAaeTcs Ha
MeXAYHapoaHbIX MeaMapbliHKax. Bce 310 3akpensiAeT B MacCOBOM CO-
3HaHMM OTHOLIEHME K aHMMALMWN KaK NPOAYKTY, NpeAHa3Ha4YeHHOMY
ANna neTckoro notpebutens.

TouKa 3peHMs Ha aHUMaALMIO KaK Ha CerMeHT AEeTCKOro KMHO CTa-
HOBWUTCA 4acTbio OPULMANBbHOM MOJIUTUKKU, HaMpaB/IEHHOW Ha pas-
BMTUE 061aCTV B LENOM U aHUMALMOHHOW UHAYCTPUM B YACTHOCTW.
Ha npoTakeHMn nosytopa NocneaHuX AEeCATUNETUN BblAeNsieMble
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rocy4apcTsoM CpPeacTBa Ha NOAAEPXKKY OTe4eCcTBEHHOW aHMMaLUK B
CNOXKHbIX SKOHOMMYECKMX YC/IOBUAX HANpPaBAAKOTCA B OCHOBHOM Ha
NPOEKTbl, UMetoLWMe AETCKYI0 HanpaBAeHHOCTb (4aHHble MOAyYeHbl
Ha OCHOBAHMM aHa/N3a UTOTrOBbIX MPOTOKO/IOB, ONY6/MKOBAHHbIX Ha
cavite MUHKynbTYpbl Poccun).

B 2011 rogy MuHucTepcTBo KyabTyp P® npuHsano peleHune
«0O Mepax no BbIBOAY OTEYECTBEHHOMN aHMMALLMN U3 KpM3KCca», B Nep-
BbIX CTPOKax KOTOPOro yTBEp*KAanocb: «MWHUCTEPCTBO Ky/AbTypbl
Poccuiickoit Depepaumm TPaaUUMOHHO yaenseT 60/bloe 3HaveHne
Pa3BUTUIO aHMMALMOHHOIO KMHemaTorpada. bonbwKnHCTBO GMAbMOB
3TOr0 BMAA KMHO, CO34aHHbIX MPU rOCyAapcTBEHHOW (MHAHCOBOM
noafepKKe, afpecoBaHbl AETCKOW U NOAPOCTKOBOM ayauTopumn» [9].
3a nocnegHue rogbl (2011-2018) perynsapHO NPOXOAMUIM BCTPEUYU U
COBelLaHMA NpeacTaBuUTeNeN TOCYAAPCTBEHHBIX CTPYKTYP M aHMMA-
LMOHHOro cooblecTBa, B paMKax KOTOPbIX pPacCMaTpuMBaanCh Mepbl
NOAAEPMKKN NPOU3BOACTBA POCCUMUCKMX GUNBMOB ANA AeTEel U HOHO-
WecTBa, B TOM YMC/AE M aHMMALMM KaK 06/1acTV co34atoLLelt NpoayK-
LU0, OPUEHTMPOBAHHYIO B Bosbluei CBOEM YacTM Ha LETCKOro 3pu-
Tenst. O4HMM M3 UTOrOB 3TUX BCTPEY CTano noctaHosBneHue CoBeTa
depepaumnmn depgepanbHoro cobparua PO «O peannsauum ctpaternm
rocyAapCcTBEHHOM KyNbTypPHOM NOAUTUKM Ha nepuog go 2030 roga B
cybbekTax Poccuiickoit degepaumm» ot 1.02.2017 roga, B KOTOpOM
HanpAMYyo roBOpPUTCA O HEOBXOAMMOCTN OKA3aHWUA rocyAapCTBEHHOM

1 28 uioHa 2011 cocTosnacb BCTpeya aHMmaTopoB c [peacesatenem Mpasutenscrea PO
B.B. MyTuHbIM. 22 mapTa 2013 roga npowwsio paboune coselaHne MuUHUCTpa KyabTypbl PO B. Me-
AVHCKOTO C BeAyLMMM aHMmaTopamu. Ero Temolt cTana BbipaboTka [OPOXKHOMN KapTbl pa3BuUTMA
OTeyecTBEeHHOM aHMMauuu, onpeaeneHne byaywero ctyammn «Colo3mynsTGUaAbM» U BbiABAEHWE
npobnem otpacnun. 26 mapta 2014 rofa Ha 3acefaHUM NPaBUTENbCTBEHHOTO COBETA MO Pa3Bu-
TUIO OTeYecTBEHHOM KuHemaTorpaduu nog npepcesatensctsom m. Measegesa B nosecTke
AHA BblNKM BOMPOCHI, Kacalowmeca NoafepKKNU U NPOABUMKEHWUA LETCKOTO KUHO U aHUMaLuu.
23 Hoabpn 2016 roga npolwna BeTpeya Mpeacepatens Coseta Peaepaunm B.U. MaTBMeHKo ¢ npea-
CTaBUTENAMM POCCUICKOW aHMMaLLMK. B xoae BCTpeun obeykaanack poab MynbTUNIMKALMM B BOC-
NUTaHNW NOAPACTAIOLLErO NOKONEHWSA, OCHOBHbIE JOCTUXKEHWSA, NP06AEeMbI U NepCneKTUBbLI Pa3Bu-
TUA aHUMaALMOHHOM oTpacan. 8 anpena 2017 ropaa cocToanach BCTpeya B. MeauHcKoro ¢ eayLummm
POCCUMACKMMU MynbTUNAMKaTopamu. 13 maa 2017 roga npowna BcTpeya lMpesunaeHta Poccun
B.B. MyT1Ha c NpeacTaBUTENAMU aHUMALMOHHBIX cTyauin. 17 maa 2017 roga coctosanach BCTpeya
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NOAAEPKKN OTEYECTBEHHOM aHMMaL MK B 06/1aCTV CO34aHMA, NPOKaTa
1 Nnokasa GMNbMOB oA AeTel U toHowecTsa. B pespane 2018 roga Bo
rNaBe C 3aMecTuTenem npeaceaatena npasurtenoctsa PO O. lonogel,
M ¢ yyactuem MuHUCTpPa KynbTypbl Bn. MeanHCKOro, 3aMMMHUCTPA
npombllneHHOCTH 1 Toproeau . KaablpoBoW, npeacenatens npasne-
HUA KMHocTyamn «CotoamynbTdpunom» K. CnawleBoi, UCNOAHUTENb-
HOro gMpeKkTopa Accoumaumm aHMMaUMOHHOro KuHo W. MaTtycoBsoi,
reHepanbHOro AupekTopa KomnaHuu «0+Media» A. Cabnykosa, re-
HepanbHOro npojtocepa aHMMaAUMOHHOM cTtyaum Wizard Animation
0. MockBKMHa, npogtocepa, pyKoBoauTena KUHoKomnaHum «CTB»
C. CenbsiHOBa NPOLLJIO COBELLAHNE Ha TeMy «AHMMaLMA Kak 6a30BbIN
WHCTPYMEHT AETCKOro BOCNUTaHUA M Pa3BUTUA», B PaMKax KOTOPOro
aHMMaALMA PacCMATPMBaNACh UCKNOUYUTENIbHO KaK 06/1acTb AETCKOro
KMHemaTtorpada M HeoTbemsIemMas 4acTb FOCY4aPCTBEHHOM Nporpam-
Mmbl «[lecaTnneTne oeTcrear.

MPUYNHBI COOTHECEHMA aHUMALLMKN B OTEYECTBEHHOM KYNbTYPHOM
N KMHemaTorpapuyeckom CO3HaHUM C KMHO, KOTOpOoe NpegHa3HavYeHo
ANA peTtei, pasnnyHbl.

OfHa U3 HUX, CBfA3aHa C 0OLWKMM COCTOSSHUEM AEN, B POCCUIACKOM
AEeTCKOM KnHematorpade. B Havane 1990-x rogos OHO NpULLIO B yna-
[OK, GUNAbMbI ANA AeTel 1 IOHOLWeCTBa NPAaKTUYECKM NPEKPaTUAN CHU-
MaTb. MHOrme skcnepTbl, aHA/IMTUKU U NPAKTUKM NONAratoT, yYto no-
cneaHune 30 NeT poccUMcKoe AeTCKoe KMHO M BoBce ucyessno [10; 11].

B.MegaunHckorocC.CenlbAHOBbIM, HAKOTOPOM 06CYKAaNMCb BOMPOCHI 4ETCKOrO KUHO MAHMMAL UK. 23
asrycta 2017 roga npowso cosellaHue B. MeanHCKOro no Bonpocam passuTtua ctygumn « Coroamysnb-
TOUNBbM» M aHMMaLMK. 9 oKTA6PA 2017 ropa Ha coBelwaHnu MpesungeHTa cuneHamm MpasuTenbcTea
B. MeauMHCKuIA BbICKa3an npeasioKeHne no co3aaHuio HoBoro TB-KkaHan oTeyecTBEHHOM aHMMaA-
unn pna petei. 19 pekabpsa 2017 coctoanoch 3acegaHune NpaBUTENbCTBEHHOIO COBETa Mo pas-
BUTUIO OTEYEeCTBEHHOW KMHemaTorpaduu, Ha KOTOPOM MOAHUMANUCL BOMPOCHI AETCKOTro KUHO
1 aHumaumn. 13 pespana 2018 roga Ha ctyamm «Coto3mynsTduabm» BO INaBe C 3aMecTuTesiem
MNpepcenatens MNpasutenbctBa Poccuiickoin eaepauum O. fonogew, cocToANOCh COBELLLAHME, NO-
CBALLLEHHOE Pa3BUTUIO OTEYeCTBEHHON aHMMaumKn. B pamkax CaHKT-MeTepbyprckoro MexayHa-
pogHoro skoHommuyeckoro ¢opyma, npoxoamsLiero B KoHue mas 2018 roga, O. lonoaeu, BHOBb
BCTpeYasacb € NPeACcTaBUTENAMMU aHUMALMOHHON MHAYCTPUM, roBopa 06 oTMeyeHHol obnacTu
KaK 4acTu nporpammbl «[lecATuaeTHme 4eTcTBar.
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Mogo6bHOTrO MHEHUA MPULEPHKMUBAETCA PEXUCCEP U PYKOBOAUTEND KU-
HOKOHLUepHa «Mocdunbm» K. LLlaxHazapoB. B o4HOM 13 MHTEPBbIO OH
C COXanieHMem OTMETWJ1, YTO AeTCKoe KMHO B Poccum He npocTo nepe-
KUBAET rNyboKnin Kpusuc, a nornbsao [12]. MevanbHoM U ApamaTuye-
CKOWM Ha3blBAET C/IOKMBLLYIOCA 3a MOCAeHue OecATUNETUA CUTYaLMIo
C LETCKMM M cCeEMENHBIM KMHO B. pammaTtunkos. 1o ero MHEHUIO «MUp
[ETCKOro KMHO C¥Ka/fcA KaK warpeHesasn Koxa» [13]. C. 3epHos, byayum
AVPEKTOPOM AenapTameHTa KMHemaTorpadum MuHKynbtypbl Poccum,
BbICTYNas Ha KPYraom ctone «POCCUICKMIN KMHemaTorpad ona aeven
1 toHolwecTBa. Buepa. CerogHA. 3aBTpa», npoxoguswem B PoHge co-
LMaNbHO-KYNbTYPHbIX MHMLMATUB B HOsA6pe 2010 roga, roBopsa o npo-
6nemax AETCKOro KMHO, OTMETWJI, YTO 3TA HUMLLA B MPOKaTe 3ano/IHEHa
HECKO/IbKMMM NMOAHOMETPAXKHbIMU aHUMALMOHHbBIMU KapTUHamm [14].
MopobHasa ToYKa 3peHus, elle pa3s NoAYepKHYa, YTO aHUMALMEN 3a-
MeLLLaNI0Cb OTCYTCTBYIOLLEE AETCKOE KMHO, TEM CaMblM 3a Hel 3aKpe-
NAANOCb OTHOLIEHME KaK K GUabMam, NpefHa3HauYeHHbIM A5 AeTeW.

B 1990-e rogbl npobsembl MUCNbITbIBAaNa BCA KMHOOTPAC/b, HO
OLLYTMMEE BCEro OHW YAAPWUAN MMEHHO MO AETCKOMY KMHemaTorpa-
¢y, TaK Kak 3aTpaTtbl HA NPOM3BOACTBO AETCKMX GUAbMOB Bblle, a
BbIPy4YKa OT npokaTa Huxke [11, c. 151; 15]. focyaapcTBo, OKa3biBas
NoALEPKKY OTeYeCTBEHHOMY KWHO, JOATOe BPeMA He yaenAano of-
AeNbHOro BHUMaHUA AeTckoMmy KuHematorpady. B aoknaae «06 mto-
rax pabotbl MuHucTepcTBa KynbTypbl Poccuinckoin Pegepaunm 8 2009
rogy v 3agayax Ha 2010 rog» o GMHAHCMPOBAHUWN AETCKOIO KMHO BO-
obuie He roBopuaocs [16].

3a nocnegHue rofpl CMTyaLmMa HECKONBbKO U3MeHunack. baaroga-
pA rocnoaneprKke KMHOMPOM3BOACTBA, BOCCTAHOBAEHUIO KMHOCTYAUN
C rOCYZLapCTBEHHbIM Y4acTUEM, NOAAEPIKKE YACTHbIX CTYAUA-MINaKe-
POB M HAUWMOHAJIbHOTO KMHOMPOKAaTa, COAEWUCTBUIO B MPOABUKEHUN
OTEeYECTBEHHOTO KMHO Ha BHELWHWUX PbIHKaX, BOCCTAHOB/IEHUIO KMHOTE-
aTpoB B paMUeHTpax, Co34aHUI0 cUCTeMbl pubeToB, OTeYecTBEeHHan
KMHOMHAYCTPMA CTana akTMBHO Pa3BMBaTbCA. Pa3BuTne KMHOOTpacau,
no MHeHM1Io B. MeaMHCKOro, 4eMOHCTPUPYET «ABUKEHNe BBEpX» [17].
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3Ta XKe TeHAEHLMA rogom paHee bblsia OTMeYeHa B aHaIMTUYECKOM OT-
yeTe Movie Research [3, c. 26]. UcchepgoBaTtenn KomMnaHMM oTMeYanu
NOMOMKUTE/IbHYIO AVMHAMUKY B Pa3BUTUM aHMMaLMOHHOMN obacTu: «3a
nocnegHue NATb eT yBEANYUIUCL 06 BEMbI NPON3BOACTBA, MOABUANCH
HOBble NPOeKTbl. KoAnMyecTBo MUHYT NPOM3BEAEHHOM aHUMaL MM yBe-
NN4mnock Ha 25%, ecnun cpaBHUBATL € NoKasatenamm 2014 roga. Ctano
BbINYCKaTbCA 60/blLE MOIHOMETPAXKHON aHMMaUnK. Poccuinickue aHu-
MaLMOHHble ppaHLLIM3bl HAXOAAT CBOEro 3puTensa 3a pybexom. <...>
YBeNIMYMN0Cb KOANYECTBO CO3A4aBaeMblX aHMMALMOHHbLIX Cepuanos,
Ha PbIHKE MOABAAKOTCA HOBblE YY4AaCTHMKM, MOBLILWAETCA KA4ecTBo ce-
puanbHOM npoayKummn» [3, c. 26].

AHANOTMYHOTO MHEHUS MPUAEPHKMBAETCS M POCCUICKMIA Mpo-
atocep, coyypeamtens CTyaum aHMMALMOHHOIO KMHO «MenbHuua»
C. CenbsHOB, KOTOpPbI Ha BCTpe4Ye OTEYECTBEHHbIX aHMMATOPOB C
B. NMyTnHbiMm B mae 2017 roga 3ameTuA, YTO OTe4YeCTBEHHAaA aHUmMauuA
MOKa3blBaeT cepbesHble focTMXKeHUs [18]. MonoKUTENbHYIO ANHAMM-
KY B pa3BUTUM OTpPaACAM OTMeYaeT U npeacepatens npasneHma «Co-
to3mynbTodunbma» H0. Cnawesa, KOoTopan yTBepKAaeT, UTo bnraroaaps
yBenmMyeHnto GMHAHCUMPOBAHMA FOCYLAaPCTBOM OTPAC/M 33 NOCAeAHUe
LecTb /IeT OHa WarHyna snepeg, [19]. HenocpeacTeeHHble co3gatenu
$dMNbMOB, B YaCTHOCTU peXKMCCEP aHMMALMOHHOTO KMHO C. MepuHOB,
TaK¥e N0/1aratoT, YTO K POCCMCKaa aHMMaLMA cermYac ogHa U3 caMblX
YCMELWHbIX B KUHOOTPAC/An — U B MuUpe, 1 B cTpaHe» [18]. Ho Bce ke
NONOXUTENbHAA AMHAMMKA B PAa3BUTUM OTEYECTBEHHON aHUMaLMK U
AHUMALMOHHOW UHAYCTPUN NPOUCXOAUT 3a CYET AETCKOro CEermeHTa.
Kak oTmevaeT reHampeKkTop KomnaHum «Mawa n Meagegb» [. Jlo-
BEMKO, BECb yCrNex COBPEMEHHOW aHMMaumn B Poccum B Lenom Ha-
61t04al0TCA 3@ CYET MOJIOXKUTENIbHOIO BEKTOPA PasBUTUA LETCKOM
aHumauum [20].

K coxaneHuto, B 061acTM AeTCKOro KMHO He HabnogaeTcs noaob-
HOro pocta. Poccuiickum geTam, Kak M paHblue, He XBaTaeT COBPEMEH-
HbIX OTEYECTBEHHbIX UIPOBbIX KAPTUH. B 0bLel 1oam KMHOMpOKaTa Mx
KONMYECTBO HMYTOXKHO Mano. [laxke, HECMOTPA Ha Ty MNONOKUTENbHYIO

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 115 THE ART AND SCIENCE OF TELEVISION



AVNHAMUKY pa3BMTUA OTEYECTBEHHOW aHMMaLMK, KOTOPYHO NpeacTaBu-
N1 B CBOEM OT4eTe 3KcnepTbl Movie Research, OHW He MO He KOHCTa-
TMPOBATb, YTO OTeYeCcTBEHHAsA aHMMaLMA KaK 061acTb AETCKOro KMHO
«morna bbl passuBaTbcsa bonee AMHAMUYHO, ecau Hbl rocyaapcTBo pea-
NIM30BbIBa/I0 NONHOLLEHHYO MAcLITabHYO NPOrpammy, HanpaBAEHHYO
Ha pa3suTMe oTpacam» [3, c. 27]. HecMoTpa Ha OOCTUXKEHUA OTeye-
CTBEHHOWM aHMMaLMK 33 NOCAegHMe roapl, HAa BCTPeYe aHMMATOPOB C
npesungeHtom Poccum B.B. MyTuHbIM B Mae 2017 roga oHM TaKKe 6binn
€4M1Hbl B TOM, YTO OKa3blBaeMas NoaAeprKKa cO CTOPOHbI roCcyAapcTBa
HeA0CTaTo4YHa M HEOOXOAMMO NPUHATL KOMMNEKC Mep, KoTopble byayT
CNocobcTBOBATb AA/IbHENLIEMY YCKOPEHUIO PAa3BUTUA MHAYCTPUMN.
3anonHeHWe NyCcTyoLLein HULWK AETCKOro KMHO npoucxoauT anbo
3a cyeT 3apybeXKHbIX KapTUH, 1MB0 33 cYeT aHUMauUnUK. B pesynbTaTte
OHa HAYMHAEeT paccMaTPMBATLCA KaK IKpPaHHOE Npoun3BeseHune, npea-
Ha3Ha4YyeHHoOe ANA AeTeld, a ee BOCMPUATME CBA3bIBAETCA C MUPOM
Aetckoro pocyra. NoaobHas TouKa 3peHna BAUAET Ha pa3BUTUE BCe
aHUMaUMOHHOM oTpacan. focyaapcteo B anue MuHWUCTEPCTBA Ky/b-
TYpbl U COOTBETCTBYIOLWMNX GOHAOB MU KOMUTETOB, NOAAEPKMBAA Pa3-
BMTWE aHMMaALMW, BblAENAET CPeAcTBa, OTAAET NPUOPUTET PUibMam,
OPUEHTUPOBAHHLIM Ha AeTel U NpeacTaBfeHHbIM B NOAABAAOLLEM
60NbLINHCTBE CepManbHON NpoayKumein®. NMponssogalme KoMNaHUK
TaK e [eNatoT CTaBKM Ha BbIMYCK NOAOOHON NpoAyKLuMM, @ KoMmna-
HUW NO AMUCTPUBYUMM OTAAIOT NpegnovTeHne GpMabMam COOTBETCTBY-
tolwen BO3pacTHOM KaTteropuu. Mpu 3TOM NeHTbl, NpefHa3HaYeHHble
ANA Apyrux Kateropum sputenei, 1mbo Boobule He 3akynatoTcs g
MOKas3a Ha BHYTPEHHEM pblHKe, IM60 X NPOKAT BECbMA OrpaHUYEH.
Mopoit punbm B3POCNOIM AN IOHOLLECKOM BO3PACTHOM KaTeropum He
MMeeT faKe KMHOTeaTpasibHOro NPOKaTa, a MOXKET ObITb NpeacTaBaeH
Ha pbliHKe DVD-pennsamun. OrpaHMYEeHHOCTb aHUMALMK NO BO3pacT-

2 Hanpumep, B 2013 rogy rocyfapcTBo OKa3ano GUHAHCOBYIO NOAAEPHKKY 69 aHUMALMOHHBIM
npoekTam, oTobpaHHbIM IKCNEPTHLIM COBETOM MO aHUMALMOHHOMY KMHO MUHKynbTa P®. U3
HuWX, no cnosam J1. Mantokosoit, 54 — Gunbmbl AnA AeTeit, Npu 3TOM NPEUMYLLECTBEHHO NEHTbI
13 cepuanbHbix NpoekTos [21].
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HOW KaTeropumn B MpoKaTe MeHAET NPeACTaBAeHNE O Hel KaK CaMoCTo-
ATEeNbHOW 061acTM ayaMo-BM3yaibHON KyAbTypbl, a GUAbMbI, CHUMA-
eMble A5 FOHOLIECKOM 1 B3POC/AON ayauTOPUM UK He OTBevalolmne
KPUTEPUAM AETCKOr0 CMOTPEHMA, HaYMHAIOT MaprMHaAU3MpoBaThCA
M NMOHMMATLCA KaK ABNEHMA apT-XayCHOro uUau GpecTmBanbHOrO KUHO,
XOTSl TAKOBbIMW OHW BOBCE MOTYT U He bblITb.

MCTOPUYECKME NPEANOCHINTKA

[ETCKOW HAMPAB/NIEHHOCTU OTEYECTBEHHOW AHUMALLMU

MpuynHbl GOPMMPOBAHMA COLMOKYABTYPHbIX NPEACcTaBAEHUI OT-
HOCUTENIbHO OTEYECTBEHHOM aHMMALLMN N ee UHAYCTPUN KaK obnacTm
AETCKOro KMHO MMEIOT UCTOPUYECKYO 0bycnoBneHHocTb. E. Eansapos
euwe B 1966 roay nmucan, YTo «KOCHOBHAA 3a4a4a MyNbTUNAMKALMN BO
BCE Nepuogbl ee pasBUTUA COCTONANA B TOM, YTODbI Kak MOXKHO flydlle
M NonHee OTBETUTb Ha 3anpocbl AETCKOro M OHOLIECKOrO 3puUTensa»
[22, c. 11].

Takoe onpeseneHune 3a4a4 aHUMaLUKM BOBCE He yanBmuTenbHo. Ha
NPOTAXEHUN COBETCKOro Nnepuoga oTeyecTBeHHble aHMMATOPbl CHU-
Manu NPeuMmyLLECTBEHHO GUAbMbI S5 MafeHbKUX 3puTeneit. [aH-
Hbll ee BeKTop 6bl/1 3a4aH ewe B 1930-e roabl.

MpeanocbIIKK K TaKOMY PasBUTUIO aHUMaLMK OblIM 3a/10XKEHDI B
npeaplaylwiee gecatnnetne, korga bolia pasBepHyTa AeTCKaa Komna-
HWSA M BO3HMKAA HEOBXOAMMOCTb MCMNOIb30BAHUA KMHEMaTorpada ans
$boOpMMPOBAHUA AETCKOro AOCyra U MAEWHOro BOCMMUTaHMA nogpacTta-
tOLLLero NoKosieHuA. B 3To Bpema oTeyecTBEHHAnA aHUMaUMA He bblnia
OpPUMEHTMPOBAHA Ha AETCKOro 3puTena. BoinosHAA 3agaum armtaumm,
MHPOPMMPOBAHUA N NPOCBELLEHNA, OHAa 0bpaLLanacb K B3pOCaoit ay-
antopuun. ®uabmbl TEX IET HOCUN NO NPEUMYLLECTBY NIAKATHbIN Xa-
paKTep, ABAANUCL PYNOPOM WAEO0NOTMYECKMX YCTAHOBOK, pPenpeseH-
TUPOBANWN MOAENb HOBOFO COLMANbHO-KOMMYHa/IbHOFO MMPaA C HOBOIA
CUCTEMOW AyXOBHO-HPABCTBEHHbIX U LLEHHOCTHbIX OPUEHTUPOB, AOHO-
CUAWN A0 3puTens NpaBuia U 3aKoHbl BbITUS B HEM.

OpHaKko ye B cepegmHe 1920-x roaos CTaHOBMAOCL ACHO, YTO
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ANA o4eHb 60/1bLLONM YacTM COBETCKOro 0bLecTBa, aKTUBHO BOB/IEYEH-
HOW B npouecc noTpebaeHna sKpaHHOW NPOAYKUUM, — ANA AeTen —
CYLLECTBYHOLME SKPAHHbIE NPOM3BEAEHNA HE TONBKO HE NOAX0AAT, HO
M OKa3blBAOT HA HUX BpeaHOe BAMAHUE. Kpome Toro, ogHOM 13 rnas-
HbIX Lefiei rocyaapctea ctano ¢popmMmmpoBaHmMe U BOCNUTaHME HOBOTO
yesioBeKa. ITO NOATONKHYNAO roCyAapCTBEHHbIE OpraHbl, Nesaroros,
MCUXONOrOB K HEOBXOAMMOCTM NePecMOTPeETb cTpaTernn B obnactu
KMHemaTorpada 1 Ha4yaTb pPa3BMBaATb AETCKOE KMHO. DKpPaH HaYMHaeT
MCNONb30BaTbCA B MOJIMTUYECKU-BOCMUTATENBHbIX LENAX U paccma-
TPMBATbLCA KaK CPeaCcTBO COLMANM3aumm NOAPACTAOLLENO MOKOJIEHMUA.

dopmMpoBaHME KOHLEMLUM AETCKOro KMHO 1 ero akTUBHOE pas-
BMTWE OTPA3UIOCh Ha OTEYECTBEHHOM aHUMaALMK, KOTOPYHO HauyMHatoT
NpuWBAEKaTb ANA AOCTUMKEHWUA NOCTaBAEHHbIX uenei. K KoHuy 1920-
X rog0B MNPOUCXOAUT U3MEHEHME TEMATUKN MyNbPUIbBMOB U PacLLmn-
peHue ayautopun. B 1927 rogy Ha 3KpaHbl BbIXOAAT NEpPBble My/b-
Tounbmbl ana aetein — «Katok», «CeHbKa-AppukaHel». KoHeuHo,
AETU U paHblle CMOTPENN aHUMALUMOHHbIE GUAbMbI, HO UX KyAbTypa
CMOTpeHMA B ABajuaTtble rogbl XapakTepusoBajsacb BCEAAHOCTbLIO.
B KMHOTeaTpax wan dunbmbl B NoAaBAsOWEM BONbLIMHCTBE, SBHO
HenpeaHa3HauYeHHble ANA AEeTCKOM ayaANTOPUN, O YEM CBUAETENIbCTBY-
FOT COLMOIONMYECKME UCCIeA0BaHNA TEX NIET.

B 3TM rogbl cknafpiBaeTcA ABa NMOHATUMA B OTHOLIEHMM aHUMA-
UMK KaK 06/1acTU AEeTCKOro KMHOCMOTpeHus. C o4HOM CTOPOHBI, ee
HauMHalOT pPacCcMaTpPMBaTb KaK KMHO, NpeAHa3HaYeHHoe A4N1A OeTen.
B cBA3M C 3TMM aHMMaAUMA BOCIPUHUMAETCA KaK OXKUBLLAA UANKOCTPA-
LUMA AeTCKoW nnuTepaTtypbl. BnocneacTtBum aTa ToUYKa 3peHUs cnocob-
CTBOBana TOMYy, YTO ANA CO34aHUA CLEHapWeB CTanu NpuraawaTbea
OETCKME NUcaTeNn, a pexunuccepam peKoOMeHZ0BaIM NUCKATb CHOXKETDI
CBOUWX NIeHT B obnactun getckon antepatypbl. C gpyroit CTOPOHbI, BOC-
NpUATUE aHUMALMM KaK AETCKOro KMHO BblN0 CBA3AHO C TeM, YTO 3TO
dnnbmbl 0 geTax. MmeHHO B KOoHUe 1920-x rogoB NoABAAETCA HOBbIN
TUN FNaBHOTO repos, Ha CMeHy obpasam pabounx KpacHoapMenLEB U
KpecTbsiH NpuxoanT obpasbl aeten.

C KoHua 1920-x rogoB coBeTCKME aHMMATOPbI HaYanM nepectpa-
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MBATbCA C BbIMyCKa MAAKATHO-arMTaUMOHHOW W HarnagHO-y4ebHOM
NPOAYKUMM Ha NPOU3BOACTBO XYAOMKECTBEHHbIX JIEHT, CPEAN KOTO-
pbIX Npeanonaranancb U Gunbmbl ana geteit. o Havana 1930-x rogos
bunbMbl ANA aetert He JOMUHUMPOBANM Cpeam Bcero obbema coBet-
CKOM aHMMaLUu.

CuTyauma crtana pe3ko M3MEHATCA K cepeguHe AecCATUNETUA.
B 3TO BpemAa OCTpO, KaK W Ha HblHELWHeM 3Tane, BCTa/l BONPOC O He-
06X0AMMOCTU PAa3BUTUA AHUMALMM HE KaK «NPOM3BOACTBA TPETbECTE-
NMeHHoM BaXHOCTU» [23, c. 25], a Kak camMoCTOATEIbHON UHAYCTPUM,
KoTopan fo/KHa b6blia paboTatb Ha MUP AeTcTBa.

MepecTpoiika oTpacan bblna cBA3aHa C BHEAPEHMEM UHAYCTPU-
a/IbHbIX METOAOB CbeMKM GUIbMOB, HOBbIX TEXHOMIOTMN N OCBOEHU-
€M aMepPUKaHCKOro onbiTa, OPUEHTUPOBAHHOIO Ha KOHBENEpPHbIN TUN
npoussoacTsa ¢ AnddepeHumaumen Tpyaa. B uenax ynyywenma npo-
KaTa BHeAPAETCS TaKoe MOHATUE KaK dopmaT, perlameHTUPYoLWMiA
OAnHy dnnbma B pamkax 180-200 m. 3aMMCTBOBAHME KOCHYNOCb He
TO/NIbKO TEXHUYECKOM CTOPOHDI AeN1a, HO M OKa3asio BAUAHUE HA CMEHY
YKaHPOBbIX CUCTEM. B 3TO Bpems Mosy4aloT pa3BUTUE MY3bIKaJIbHO-
KomeguiiHble GOpMbl U AUAAKTUYECKUE KaHPbl. AHMUMaLMA CMeHAET
CBOW arMTauMoHHbIM TOH Ha pa3B/ieKaTe/IbHbIN XapaKTep.

OpfHakKo yxe B cepeanHe 1930-x rogos Ha GpoHe NOABNEHUA KO-
MeANNHO-Pa3B/IeKaTe/IbHbIX KOPOTKOMETPaXKHbIX (WIbMOB 0OCTPO
BCTa/l BOMPOC O HEYA0BNETBOPUTE/IbHOM UAENHOM COAEPMKAHUMN Kap-
TUH, BbIMYyCKaeMbIX OT€YECTBEHHbIMM AaHMMATOPAMMU.

Co CTOPOHbI PYKOBOACTBA CTPAHbl K aHMMaUMK CTann Npenbas-
NATbCA HoBble TpeboBaHUA. Ee Havyanmn paccmaTpumBaTb Kak CpeacTso
BocnuTaHuA. Ha coctoaBwemca B gekabpe 1935 roga BcecotosHom
NPOW3BOACTBEHHO-TEMATUYECKOM COBELLaHMK cekpeTapb LleHTpansb-
Horo komuTeTa BKI (6) A.A. AHapeeB ckasan: «Mbl Mano cosgaem
KapTUH A5 BoCnuUTaTenbHOM paboTbl cpeam aeten. Mbl Hally AeTBO-
py Moriv Bbl B OFPOMHOW CTENEHW BOCMUTLIBATb KWNHOKAPTUHAMM, 04-
HaKO 3Ta BaXHaA NPOAYKLMA COCTaBAAET eLle OYEHb HE3HAYUTENbHYIO
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ponto» [24, c. 1].

K cepegmHe TpuAauatbix rogos B CO3HaHUM PYKOBOACTBA CTPAHbI
OKOH4YaTe/IbHO CHOPMMPOBAIACL TOYKA 3PEHUA, COMMACHO KOTOPOM
aHMMaUuMA BMAenacb Kak obnacTtb getckoro KMHo. Ha lMNepeoit Bececo-
t03HOM KOHGbEPEHLMN NO NAAHMPOBAHUID AETCKUX XYL0XMECTBEHHbIX
dunbmos (aekabpb 1935 r.) roBopuaoch 0 3aga4ax AETCKOro KMHO, B
TOM YMC/E M O MyAbTUNAKKALUK. OT OTpac/M cTanm TpeboBaThb BbIMyCK
$MNbMOB, OTBEYalOLWMX 3anpocam AeTckoro 3putens. Ho ana Toro,
yTObbl aHMMALMA CTana AEUCTBEHHbIM CPEACTBOM BOCMUTAHUA, He-
obxoanmbl 6b11M NpeobpaszoBaHmMA, HanpaBAeHHble Ha NpeBpaLleHne
€e 13 KyCTapHOro Npom3BOACTBA B MOLLHYIO MHAYCTPUIO, CNOCOBHYIO
HanoO/IHUTb BHYTPEHHWI PbIHOK WAEO0/IOrMYECKU U COAepKaTesibHO
BepHOWN npoaykumeit. MNpeobpasoBaHUs OTPAC/M CTaHOBWUIUCL roCy-
AapctBeHHON uenbto. Pykosogutens NYK® b. LymAauknin, nogsoas
NTOrM KoHdepeHUMM, BbICKA3anca o HeobXxoaMMOCTM OpraHu3aLmm
OTAENbHOWN CTYAWUWU, CHUMAIOLLEN AeTCKMe MynbTOUIbMbl. ITO 3asB-
NIeHMe NOCNYKMAO TONYKOM K CO34aHMI0 COBETCKOM aHMMALMOHHOM
MHAOYCTPUN.

Ha nepsom 3Ttane 6blia co3gaHa 3KCnepuMeHTanbHasA macTep-
CKan rpadmyecKkom MynbTUNANKALLMK 415 OCBOEHUSA M anpobupoBaHus
WMHAYCTPManbHbIX METOAO0B Npounssoactea ¢uabmos. Ee pykosoauTe-
nem ctan B. CMMpPHOB, CUCTEMATU3NPOBABLLMI ONbIT aMEPUKAHCKUX
CTYAMN, UX METOAbl MPOM3BOACTBA C OPWMEHTALMElN HA pasgesneHue
TPyAa, a TaK e NPUMEHUBLINI ANA CbeMKU PUABbMOB TEXHONOIUIO
uennynouaHon aHmmauum®. OnbiT MacTepckoi 6bin NpU3HaH yaay-
HbIM. B pe3ynbTaTe BHeApPEHMA HOBbIX METOAOB OpraHU3auMmn Tpyaa
N TEXHONOMMIM yaanochk A0OUTbLCA Pe3KOro COKPaLLEHMA CPOKOB Npo-

3 CoBeTcKMe aHMMaTOpbl Ha4aNu UCMONb30BaTh LieTYIOUAHYI0 TEXHOMOTUIO PaHbLLe, Yem OHa
6blna BHeApeHa Kak OCHOBHaA B macTepckoit B. CMMpHOBa. Ha CTyauu KUHOXPOHUKM elle B
1931 roay rpynna aHMMaTOPOB NOA PYKOBOACTBOM XYZAOXKHMUKa 3. KouepruHa npumeHsna uen-
nynoua,. Ho MX onbIT He NoAyYnn pacnpoCcTpaHeHUnA 13-3a HeCOBEPLUEHCTBA, CBA3AHHOTO C TeM,
YTO OHM He 6b1IM 3HAKOMbI C NPOBOMHUKOM U WTUdGTAMK, NO3BOAAOLWUMU GUKCUPOBATL NNUCTbI
Lennynounaa oauMH OTHOCUTENbHO APYroro.
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nssoacTea neHT ¢ 9-10 go 1,5-2 mecaues. Nocne 6 mecsaues paboThbl
MacTepCcKoi, OoHa 6blna nepeaaHa AeTckoh KuHoctyaum MYK. Cnycta
mecay, 10 noHa 1936 roga npmMKasom HavyanbHMUKa MNasHoOro Ynpas-
NeHna KnHo-doTto-npombiwieHHoctn Ne 246/001 ans aanbHenwero
pa3sutua B CCCP petckux ¢punbmos bblan co3aaHbl e ctyamm: «Co-
to3getTdunom» n «Cotoamynotaetduaom». Yepes rog, 8 aBrycte 1937
roga cryama 6bina nepenmeHoBaHa B «CotoamynbTduabmy». MoTeps
YacTULbl «-AeT-» He 03HAYaNa CMeHbl MPUOPUTETOB CTyAMM MO BbINy-
CKY dunbmoB. OpueHTaLMA Ha AETCKOro 3puTens bblna 3akpenneHa
Ha YpOBHe ee TeMMJIAHOB M penepTyapHon noamtuku. Ctyaua «Co-
t03MYIbTOUIBMY CTasla MHAYCTPMAIbHOM 6330/ oTeYecTBEHHOMN aHK-
MaLuMKn, OPUEHTUPOBAHHOM HA NPOM3BOACTBO PUCOBAHHBIX GUABMOB
ONA AeTCKOro 3putens.

Ocobyto ponb B OpMeEHTaLMM COBETCKOM aHMMALMA Ha AETCKOro
3puTena coirpann n euabmol Y. JucHes. Bnepsble oTeyeCTBEHHbIN
3pUTENIb NO3HAKOMMICA C ero paboTamm Bo Bpema MOCKOBCKOTO Mex-
AyHapoaHoro KuHodectnsans (Toraa oH HasbiBanca COBETCKMI KMHO-
dectmBanb B Mockse), npoxoausluero ¢ 21 ¢espana no 1 maprta 1935
roga. Bo Bpema ¢pectnsana 6ol1M NOKasaHbl TPU AUCHEEBCKMUX NEHTbI
«Becenble NUHIBUHbLI», «Tpu NopoceHKa» N « MUKKN-gupuxkep». OHU
BbI3blBa/IN BOCTOPr Y AETCKOW ayAUTOPMU, U MYJbTUNMKATOPbI, Ha-
610430 peakLumio 3puTeneit, ¢ coxXaleHMeM KOHCTaTMPOBA/IU, YTO OT-
€4YecTBEHHAA aHMMaLMA He AenaeT Nofo6HbIX KAapTUH. AncHeeBcKan
CTYOMA K 3TOMY BpeMeHM Hblna 1Maepom no BbiMyCKY aHUMALLUK B UH-
AyCTpUanbHbIX MacwTabax. KauecTBo ee NEHT BOCXMLLLANO HE TOIbKO
NPOCTbIX 3pUTENIEN, HO W BblAAKOLLNXCA PEXNCCEPOB COBPEMEHHOCTY,
cpeam Kotopblix bbin u C. di3eHWwTenH. PykoBognTen KWUHONPOMbILL-
NIEHHOCTM NOCTaBUAW Nepes, OTeYeCcTBEHHbIMW aHMMaTopamu Tpebo-
BaHMe «Co3aatb coBeTckoro Mukkm Mayca». [TonynapHOCTb AUCHe-
€BCKUX JIEHT NOATOJIKHYNa PYKOBOACTBO CTPaHbl U MyNbTUNANKATOPOB
K TOMY, YTOObl paccmMaTpmMBaTb aHMMALMIO KaK BUA, AETCKOrO KMHO.

Cutyauma B aHMMaLMKM HEMHOMO U3MeHunnach B KoHue 1930-x ro-
[00B, KOTAa Ha 3KpaHax Hapaay ¢ NeHTamu, npefHasHaYeHHbIMKU ANA
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[LeTCKOTr0 3puTens, BHOBb CTaAMN NOABAATLCA GUAbMBbI NAAKATbI U CaTK-
puUYeckue NeHTbl He AeTCKON TemaTuKu. MogobHoe nonoxeHue gen
NPOAO/IXKAN0Ch HA NPOTAXKEHUWN NEPBbIX 1ET BOMHbI.

C Ha4YasIoM BOEHHbIX AENCTBUI OBblIM NEPECMOTPEHbI TEMMNAHDI
cTyanu. eTckue MynbTonAbMbl NPOAOKANMN BbIXOAUTb, HO UX KO-
yecTBo 6bIN10 COKpaLeHo*. Ha 3To 6binn 06bEKTUBHbIE MPUYMHBI, Bbi-
3BaHHbIE C/IOXKHOCTAMM BOEHHOIO BpeMeHu. Ho elle B NpeaBoeHHble
rogbl aHUMALMA NOCTapanacb PacliMpUTb CBOM KAHPOBO-TEMATUYE-
CKMe rpaHuubl M BO3PACTHbIE KaTeropuu 3puteneit, bnarogaps yemy
Ha Hee NepecTann CMOTPETb TONbKO KaK Ha 061acTb AETCKOTO KMUHO.
Ee BbipasuTenbHble cpeacTBa U 06pasHbIi A3bIK CTA/IM CHOBA MCMOAb-
30BaTbCA KaK MOLLHOE Opy:KMe nponaraHabl, a bnarogaps Bo3obHOB-
NEHUIO BbIMYCKa MHCTPYKTUBHbIX JIEHT OHa cTana U 3P EeKTUBHbIM
cpeacTBom obyyeHus.

Mocne Bo3BpaLLeHna «Coo3mynsTduabma» 13 aBakyaumm B mae
1943 roga paboTbl 6611 BO30OOHOBAEHbI U K CEHTADPIO AOCTUINN A0-
BOEHHOro 06bema. HecmoTpa Ha NPOAO/NKAIOLLYIOCA BOVHY, rocyaap-
CTBO MPUHUMAET pelleHne O HapaliMBaHWM NPOM3BOACTBA. [lepes,
aHMMATOPaMU CTaBMTCA LE/b «BEPHYTb AETAM YyTPAYEHHOE AETCTBOY.
CTyama B0O306HOBAAET BbINYCK PUIbMOM UCKIOYUTENBHO AETCKOM Te-
MaTUKKU. AHMMaUWA CHOBA HAaYMHAET COOTHOCUTLCA C 06/1acTblo AeT-
CTBa. Ha 3KpaHbl BbIXOAAT CKa3KK, GMUAbMbI O AETAX UAN O MUPE OETEN.

KoHuenumua MWMPHOro [eTcTBa HACTONbKO CW/bHO BAWMANA Ha
XapaKTep OTEeYECTBEHHON aHMMaLWK, YTO B 3TO Bpems NOsBASAETCA
MHOTO NeHT, rae GaKTUYECKM OTCYTCTBYIOT KOHGIMKTLI, @ raBHbIMU
reposiMM CTaHOBATCA MIPYLWKK. ITO AayKe NOPOAMAO OTAE/NbHOE Ha-
npaBneHue, NONYYMBLLUME HA3BaHME «UTpyLLUeYHble GUAbMbI» WK
«BECKOHPNNKTHOE KMHO».

MopobHoe NonoXKeHue Jen CoXpaHANocb A0 cepeanHbl 1950-x

* COKpaLLEeHWI0 KOAMYeCTBa AETCKUX MyNbToWUIbMOB CnocobCTBOBaNO M TO, YTO paboTa Hag,
MHOTMMU JIeHTaMU, HaXOAALLMMUCA B 3aMyCKe, C HA4aNOM BOEHHbIX AeicTauil 6bina npuocTa-
HoBNeHa. dBaKyauus cTyanmn «Coo3mynsTdunbM» TONLKO YCyrybuna aty TeHAEHUMIO.
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rogo8, Koraa ocTpo Haspesa HeOBXoAMMOCTb PACLLUMPEHMA KaHPOBbIX
rPaHUL, aHUMAUMK. B cUTyaLMm yCUMBAIOLLEICA CTarHaLumm, TeMaTtu-
YeCcKOoro u CTUNeBOro oAHoobpasuna, aHUMATOPbI CTaIM 06PaLLATLCA K
HOBbIM CIOXKETaM U TEXHONOMMAM. B 3TO Bpems BO3pOXKAaETCA KYKO/b-
Has aHMMaLMA, MOLEPHU3MPYETCA CUCTEMA NPOU3BOACTBA, BHEAPA-
etca dopma paboTbl Hag GMALMOM B TBOPUYECKOW (CbeMOYHON) rpyn-
ne. Ha aKkpaHax NoABUANCD JIEHTbl, OPUEHTUPOBAHHbIE HA B3POC/IOr0O
3puTens («3no4eiKa c HakneMkon», «Henblowmii Bopobeii», «Yyaec-
HUUa», Bbl1 OPraHN30BaH BbIMYCK NEPUOANYECKOTO aHUMALUMOHHOMO
XKypHana caTupbl ¥ OMOPA, AaHUMALMOHHbIE CIOXKETbI CTa/IM NOABAATD-
€A B XXypHane «Putunb»). Bo3ob6HOBUACA BbINYCK PEKNAMHOM aHMMa-
LUK, XOTA ellle A0roe BpeMsA OHA OCTaBafach LUTYYHOW.

M3meHeHUs o06pasHOM CTPYKTYpbl U XYAOXKECTBEHHOIO A3blKa,
nepexmnBaemble OTEYECTBEHHbIM KuHemaTorpadom B 1950-e roabl,
B aHMMALMIO NPULWAN TONBKO K Havany 1960-x rogos. B aTOT nepuog,
3CTETUYECKOM PEBO/IIOLMM OTeYeCcTBEHHas aHMMaUMA obpeTaeT MHoe
nmuo. O Helt BHOBb 3ar0BOPU/IM He B paMKax KOHLENUUK AETCTBA, a Kak
06 ncKyccTBe, 061afatoLLEemM CBOMM BbIPasUTE/IbHbIM A3bIKOM, CMOCO6-
HbIM BECTM Pa3roBoOp O CambiX PasHbIX Npobaemax, 3aTparmBaTb OCTPO-
coumanbHble U punocopckne Tembl, 06paLLATLCA C IKPaAHaA K camomy
LUIMPOKOMY Kpyry 3puTenei. B 3T rogpl aHMMauma CTaHOBUTCA Mpo-
CTPAHCTBOM TBOPYECKOTO 3KCMEPUMMEHTA U CBODBOAHOrO BblCKa3blBa-
HUA, NPOUCXOAUT NpeoaosieHme WabaoHHOIO MblWAeHUA. AHUMATOPbI
HaYMHAIOT aKTUBHO 3KCNEPUMMEHTUPOBATb, PACLUMPAA KAHPOBbIE rpa-
HULbI M Npeasiaras HoBble TEXHONOMMK, UCMO/b3Ys HOBble MaTepuanbl.
B 3TO Bpems B OTEYECTBEHHOW aHUMALMKN NMPOUCXOANT NEPEOCMbICe-
HUE PONIN XYLOMKHMKA, TBOPLA KaK coszgartens ¢unbma. BosHukaeT no-
HATME aBTOPCKOM aHMMaumn. MeHseTca 1 Tun repos. Hapaay ¢ aeTcku-
MW 06pazamu, reposiMm IEHT BCe Yalle CTaHOBATCA B3poc/ble. HoBbli,
NOB3POC/AEBLUMI FrePOM, CTAHOBUTCA MHTEPECEH B3POC/ION ayaUTOPUN.
OH HayMHaeT roBOPUTL C IKPaHa CO CBOMM 3pUTE/IEM A3bIKOM MHOCKa-
3aHuMA 1 obpasHoro o606LeHmMs, pa3BmnBatoTCA NpUTYEBO-MmeTadopuye-
Ckne GopmMbl aHUMaLMKN. B CO3HAHUM 3puTeneit NPonCcxoanT nepeoc-
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MbIC/IEHNE aHMMaLMM KaK GUIBMOB UCKIOUYUTENBHO AN1A AETEN.

B cuTyaumm yxKectoueHuMa nAEeO0N0rMYECKOro KOHTPOAA Mo OT-
HOLLEHWUIO K OTEYEeCTBEHHOMY KMHemaTorpady paHee ClOXUBLIAACA
N YKPENMBLLAACA B CO3HAaHUWN PYKOBOACTBA CTPaHbl TOYKA 3peHUA Ha
aHMMALMIO KaK Ha 06/1acTb AETCKOro KMHO, MO3BO/INAA eli CTaTb CBO-
€0bpasHbIM WUTOM OT NPUCTANbHOTO OKa LieH3ypbl. B dopme dpuno-
COPCKOro pasmMbll/IEHNA aHMMALMA HAYMHAET BECTU Pa3roBOpbl O
HPaBCTBEHHOCTW, B3aMMOAENACTBUN TBOPLLA U BAACTU, AYXOBHOM, 06
3K3UCTEHLMANbHBIX Npobaemax. Ha sKpaHax noABAAOTCA NEHTbI, KO-
TOpble He BMWUCLIBAKOTCA B PAaMKU AETCKOro KMHo. Cpeaum Hux «Mcro-
pusA oAHOro npectynseHua», «4enosek B pamke», «Kun bbin Kosa-
BUH», «CTeKNAHHAA rapmoHuKa», «Mup gomy TBoemy», «He B wnane
cyacTbe», «ABe Mapua», «baHA», «25- nepsbiit AeHb!», «LLUNMoHCKKue
CTpacTu».

POJ/1b TENEBUAEHNA B ®OPMUPOBAHUWN OTEYECTBEHHOW

AHUMALWU KAK OBNNACTU AETCKOIO TENECMOTPEHUA

B 1960-e roabl gnA oTe4ecTBEHHOM aHMMALMKM OTKPbIBAETCA HO-
Bbli TPAHC/AALMOHHbLIA KaHan — TenesuaeHue. B cBA3nM ¢ ocobeh-
HOCTbHO COBETCKOIO TeNeBMAEHUA OHO He OKa3asio CyLeCTBEHHOro
BAMAHMA Ha XapaKTep, popmaT U 3CTETUKY MYNbTPUNBMOB, HO ero
nons/eHne cnocobCcTBOBasIO YBEMYEHNIO 06BEMOB NPOAYKLMM, TEM
CaMbIM OHO CTUMY/IMPOBAJIO PA3BUTUE aHMMALMOHHOM MHAYCTPUN.

MepBOHaAYaNbHO TeNeBeLLAaHME OFPAaHMUYNBANIOCh CTO/IMYHbBIMM FO-
pogamu, Ho B 1960-e rogbl OHO CTAHOBMTCA MACCOBbIM, BOBJIEKaA B
CMOTpPEHME BONbLLYIO YacTb ayAUTOPUN CTPaHbI.

B Hayane 1960-x rogoB 6bl/10 NPUHATO rOCYyAapCTBEHHOE pelle-
HME O CO34aHUWN CEeTU PEernoHasibHbIX Tenectyamn. Kaxpaa us Hux
OONIKHA Bblna TPaHCAMPOBATb HE TONIbKO Tenenepenayun, Ho U Npo-
N3BOAUTb TENENpPOAYKLMIO, NpeAHa3HaYeHHY0 A1A MHOFOKpPATHOro
MOKa3a Ha KaHanax LeHTPaNbHOro WU PerMoHanbHOro TeneBUAeHUA.
Cpeaym BO3HUKWMX 19 TeneueHTPOB, He MHOTMe CMOTIM HAJTAAUTb Bbl-
NycKk $pMNbMOB, KaKk CaMOCTOATE/NIbHOM NpoayKuMn. U elle meHblle
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OKa3aNUCb cnocobHbl OpraHM30BaTb COHBCTBEHHbIE MY/LTNPOU3BOA-
cTBa. Bce aTu cTyAnmn umenm rochmHaHcMpoBaHme, rogoBsoM NaaH npo-
N3BO/CTBA C YTBEPXKAEHHOM TEMATUKON.

B deBpane 1960-ro roga oprkommuTeT Coto3a paboOTHMKOB KuHe-
matorpadpum CCCP n YnpasneHue no npomssoactsy ¢nabmos MuHu-
ctepctBa KynbTypbl CCCP opraHmM3oBano coBellaHue, pesyibTaTom
KOTOPOro CTaso pelweHne 06 opraHU3aumm cTygmum MynbTUNAMKaLm-
OHHbIX TenedpunbmoB. PelieHune 6b110 NPUHATO, HO CTYAMA BO3HUKAA
noutn cnycta 10 net. CHayana npu TeneueHTpax NOABAAANCH My/b-
TUNANKALNOHHbIE OTAE/bl, OPUEHTUPOBAHHbIE HE HA BbIMYCK XyA0MXe-
CTBEHHOW NPOAYKLUMM, @ Ha odopmaeHne 3durpa, co34aHNe TUTPOB U
3aCTaBOK Tenenepenay. Takum ob6pasom, TeeBU3MOHHAA aHMMaLMA
nepBOHaYabHO MMeNa NPUKNALHOM XapaKTep.

B 1969 roay npu TBOpYECKOM 06beAnHEHUN «IKpaH» bbiia op-
raHuMsoBaHa ctyama «Mynotrenedunom» un yxe 8 1970 rogy Bbiwan
nepsble ee feHTbl. Ee onbIT Ob11 pacnpocTpaHeH Ha permoHanbHble Te-
NeueHTpbl. B cneaytowee aecatunetve npu TeneueHtpax Mepmum, Ca-
paToBa, EkaTepuHbypra (Ceepanoscka), Boarorpaga u Camapbl (Kyit-
OblleBa) BO3SHMKAIOT My/IbTOTAEbI, PErYAAPHO BbiNycKatowme Gunbm.
B 1980-x npeanpuvHUMAOTCA MOMbITKWM HANaauTb BbINYCK GpUAbMOB
Ha TenecTyamax HuxkHero Hosropogaa (fopbkuit), HoBocubupcka, Yool
(Pawkmpckana Tenectyamns) n Kasauu (TaTapckas Tenectyama). Ho 3gech
CO3aHMe aHUMaLUUKN He HOCKUIO PeryNAPHOro XapaKTepa.

C nosABneHMem PErvoHaNbHbIX MYAbTTENeCTyAuN HauyMHaeTcs
npouecc No geueHTpann3aLmm aHMMaLMOHHOIO NPON3BOACTBA.

AHMMaLMA Ha TeNeBUAEHUN BOCMPUHUMAETCA Kak cyrybo aet-
CKUIW BUA, 3KPAHHOM NpOoAyKUMN N GYHKUMOHUPYET Kak dopma aet-
CKOTrO A0Cyra v TeeCMOTPEHMUS.

K cepegmHe 1970-x rogoB MynbTUNIMKALMA HA TeNledKpaHe CTa-
HOBMTCA MPMBbLIYHBIM ABNEHUEM. KonnMyecTBO NIEHT, BbIMYCKaemblIX
«MynbTTenectyanein», HemameHHO pacTeT. K KoHUy AecaTunetma
OHa BbINyCcKaeT B rog, 6onee 20 KapTuH. PopmupyeTca Aaxke NOHATUE
«TENeBU3MOHHAA MYNbTUMMKALMAY, HO 3TO BblN He GUNbMbI, CHS-
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Tble My/IbTTENECTYAMAMM, @ NPoAyKUMA, obnasasluan onpeaeneHHbl-
MW XY[LOXKECTBEHHbIMU XapaKTEPUCTUKAMM, UCXOAA U3 MapamMeTpoB
TpaHcnauun. MoABNAOTCA HOBble ANA OTeYeCTBEHHOW aHWMMaLMu
¢dopmatbl. bonblwolt dopmaT npeacTtaBieH MHOrocepuitHbiM GUb-
MOM CO CKBO3HbIM CHOXETOM, F4e KaxKAad cepua Mor1a CHMMAaTbCA
pasHbIMMK peruccepamn («lMpuKkntoyeHna HesHaMKku U ero apysen»,
«BonwebHnk UympyaHoro ropoga»). AHUMaUMOHHbIE CepUn COo3-
[aBa/UCb UCKIIOYMTENbHO C OpWEeHTaLMel Ha AEeTCKOro 3putens.
K manomy dbopmaTy OTHOCUANCE GUABMbBI-MUHYTKKU AnHO oT 1,5 Ao
2,5 MUHYT, NpeAHa3Ha4yeHHble A 3aMNo/IHEHMA Nay3 mexay nepe-
Aavyamu. IToT popmaT TeNeBU3IMOHHON aHUMALMM NOABMACA Ha py-
6erke 1980-x rogos. MuKpodmabmMbl YalLe 6bl1M OPUEHTUPOBAHDI Ha
B3pocsioro 3putena. Mo ceoemy »KaHpy OHW, CKopee, NpeacTaBAAaN
OCTpOCOLMaNbHble MAaKaTbl. MX BbINYCK NpuobpeTaeT perynspHbii
XapakTep K cepeanHe 1980-e rogos.

Ha npotaxkeHun 1970-x rogoB AETCKaAA HanpaB/IeHHOCTb oTeye-
CTBEHHOW aHMMALUMMN HUKYAA He ncyesna, Ho HapAA4y C HeM Ha 3KpaHbI
CTann BbIXOANUTb GUIbMbI A5 UHbIX BO3PACTHbIX KaTeropuit. B 1970-
80-e roabl npeacTaBaeHne 06 oTe4ecTBEHHOM aHMMALMM KaK o cyrybo
OEeTCKoM obnactu bblsio nepecmoTpeHo bnarogapa feHtam B. Kypues-
ckoro, A. XprkaHoBckoro, E. fambypra, 0. HopwTeliHa, ®. XuTpyKa,
B. Tapacosa, H. LLopuHoit, A. deaynosa n apyrux.

Ha TeneakpaHax noasmaMcb GuabMbl A1A HOHOLECKOTO M B3pOC-
N1OT0 3pUTeNs, HO UX BbINO0 HEMHOFO M UX TPaHCAALMA He Bblna pery-
NAPHOWN. AHMMAUMA Ha TeNeBUAEHUM NO-NPeXHEMY BOCNPUHUMANach
KaKk cyrybo AeTCKMIA BUA 3KpaHHOW npoaykuuu. OHa dopmupoBana
60/1bLLIYIO AO0NIO AETCKOro TENEBU3NOHHOIO KOHTEHTA M MO3TOMY pac-
CMaTpMBaNach Kak YacTb AETCKOro JOCyra.

CMEHA BEKTOPA OTEYECTBEHHOW AHUMALMMK

B rofbl NEPECTPOMKMW: MEPUOL B3POC/IEHUSA

W INOBANbHbIX MPEOEPA3OBAHUI

Mpw XapaKTepuCTUKe OTeYeCTBEHHON aHMMaLMK COBETCKOTO ne-
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puvoaa BbloeNnAeTcA ee HanpaBAEHHOCTb Ha AEeTCKOro 3putens. KoHeu-
HO »Ke, B Hell CHUManucb GuabMbl g1A B3POC/bIX, NPeAnpPUHUMANNCH
MOMbITKM CO34aBaTb NEHTbl U ANA NOAPOCTKOB, HO UX KOAUYECTBO
Bcerga 6bIN10 He3HauuTenbHbIM. CUTyaLMA Havyana MEHATbCA K ce-
peanHe 1980-x rogos. Ha ¢poHe npeobpasoBaHnii, NPOMCXOAALLNX B
06LLEeCcTBEHHO-NOIMTUYECKOW KU3HWU CTPaHbl, KOHTPOJIb CO CTOPOHbI
rocygapctsa 3a TeMMaHAMM aHMMALMOHHDLIX CTYAMIA CHA4ana 3Ha-
YyuTeNbHO 0cNab, a K Hayany 1990-x 1M BoBce Mcye3. AHMMATOpPbI BCe
Yalle B CBOMX JIeHTax 06paLLlasivch K MHTEPECYIOLLMM UX TEMaM, He-
cyLwmm GMNocodcKyo Uan oCcTpoCoLManbHy0 NpobaemaTuky.

C ocnabneHunem rocyaapcTea M NePexofom Ha NPUHLMMbI PbIHOY-
HOM 3KOHOMMKM aHMMALMOHHbIE CTYAMM, CYLLEeCTBOBaBLUME 3a CYyeT
rocGMHaHCUPOBAHUA, NUWNANCD NOAAEPKKU. ITO OKa3anocb cmep-
TENbHbIM YAAPOM A1 OTe4YeCcTBEHHOW aHMMALMOHHON WHAYCTPUW.
KpynHole ctygum npebbiBann B cuTyauumn Konananca. Hanbonee Ta-
NAHT/IVBbIE aHMMATOPbI MbITAaZIMCb OPraHM30BaTb HOBbIE, Herocyaap-
CTBEHHbIE CTyAMU. B cBOMX paboTax OHM ANCTAHLMPOBAIUCH OT XYA0-
KECTBEHHOMN 3CTETUKU, CTUJIMCTUKU U TEMATUKW, XapaKTePHOW AnsA
aHMMaUMK, BbinycKaslweica Ha «Coto3mynbtdunbmer». B 310 Bpems
AKTMBHO Pa3BMBAETCA aBTOPCKAA aHMMALMA, OPUEHTUPOBAHHAA He Ha
LUIMPOKOro 3puTens, a Ha dectnsasibHble NoKasbl. Ho BbiNycK Nogo6-
HbIX JIEHT NOYTU HE MMEeN NPOoKaTa U He MPUHOCKUA A0X04a CTYAUAM,
NMO3TOMY HEMHOIME U3 HUX CMOI/IN BbIKUTb B C/IOXKHbIX IKOHOMMUYE-
CKkux ycnosuax 1990-x rogos.

3KOHOMMYECKMIM U NONUTUYECKMIA Kpu3nc B Poccmum cosnan ¢ ro-
AaMu, Korga MUMpoBas aHMMALMOHHAA WMHAYCTPUA Nepexofmna Ha
HoBble LMbpoBble TexHONOMMU. OTeyecTBEHHOW aHMMaALMKM B 3TOT
nepuog 6b110 He A0 ux ocBoeHuA. B 1989 rogy ctyausa «Coro3mynb-
TGMAbM» B CBOEN NpexHeln popme nepectana cywectsoBaTb. Ee npa-
BONPEEMHUKOM CTasi0 apeHAHOE NPeANPUATUE C TEM XKe Ha3BaHMEM,
a BCe COTPYAHWKM CTyAUM B 0gHOYacbe CTanu apeHgatopamu. Cnycra
yeTblpe roga NPoM30LWJia o4epeaHasa peopraHn3auma CTyann n cMmeHa
ee cTaTyca, Tenepb OHA Oblna NPeBPALLEHA B OTKPLITOE aKUMOHEPHOE
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obuiecTBo. NepeBoa aHUMALNOHHOM UHAYCTPUM U3 TOCYAAPCTBEHHOM
chepbl B pyKu YacTHOro 6usHeca obepHysca cokpalleHmem ob6bemos
BbIMYCKAaeMOM MPOAYKUMM U CHUXKEHMEM ee KayecTBa. Ha BHyTpeH-
Hem pblHKe OCTPO OLLYLLAacb HEXBAaTKa COBPEMEHHOM OTeYecTBeH-
HOW NpoAyKLMK, cnocobHol yaoBNeTBOpUTb cnpoc ayantopuun. OH Ha
6bITOBOM YPOBHE B YC/N0BUAX AOMALLHMX NPOCMOTPOB YaCTUYHO KOM-
MEeHCMPOBAJICA CTAPbIMU COBETCKMMU MYNbTGUAbMAMM, BbINYCKAEMbI-
MK Ha VHS-KacceTax, HO KMHOTeaTpbl UCMbITbIBaAM OCTPbIM AeduunT B
COBPEMEHHbIX MYyNbTOUAbMAX, OTBEYAOLWMX N3MEHUBLUMMCA KpuTe-
PUAM NPOKATHOMN NOAUTUKMU.

MN3MeHEeHNA KOCHY/IUCb TeNEBU3MOHHOIO MPOKATa U MPOU3BOA-
ctBa. C cepeamHbl 1980-x rogoB HabntogaeTca CHUMKEHWE BHUMAHUS
K OETCKMM Nporpammam Ha TenesnaeHumn, nx Aona B CETKe BellaHuA
HeM3MeHHO cokpallaeTtca. B nepByto ouyepeapb CTan COKPaLLaTbca 06b-
eM BeLaHMA ANA AOLWKONbHMKOB U MAAALWNX WKONbHUKOB, KOTOPbIM
6bl1 NPeacTaB/leH He TO/IbKO MPOrpamMmmamu, HO B MePBYIO oyepesb
AHMMAUMOHHbIMM PUNbMaMKn. Ha COKpalleHue AEeTCKOro KOHTEHTa
NoBAMANO OrpaHNYeHne GMHAHCUPOBAHMA.

C 1989 roga pernoHanbHble Tenectyauu nepecranm Noay4vaTb
CcpeacTBa Ha NPOM3BOACTBO aHMMAUWMKM, B pesynbrate Ha pybexe
1990-x ro0B ee BbINYCK Ha 3TUX TENeCTYAMAX NocTeneHHo bbia cep-
HyT. CTyAMM NbITaINCb NPOAO/IKUTL BbINYCK PUNBMOB Ha 3HTY3Ma3Me,
nosly4as MU3epHble CPeACTBa OT MPOKaTa paHee CHATbIX GUAbMOB, HO
K 1994 roay UeHTpanbHoe TenesnaeHne OKoHYaTeIbHO NPeKpaTUIo
TPaHCAMPOBaTb NPOAYKLMIO permoHanbHbiX oTaeneHuin. B 1992 roay
3aKpblnocb otaeneHne «MynbTrenedunbm» MNpu TBOPYECKOM 06b-
eanHeHumn «Cotostenedpuibm»°.

Ha ¢oHe cBOpaumBaHma TeNeBU3MOHHOIO aHMMALMOHHOIO NPOK3-
BOACTBA B Hayane 1990-x rofoB B Te4eHUE ABYX-TPEX NeT NPOU3oLWNo

° B 1989 r. peweHuem Mpasutensctea CCCP (MoctaHoeneHne N2 1207 ot 15 okTabpsa 1988 r.)
Teopyeckoe obbeanHeHMe «IKpaH» Hbin0 Npeobpa3oBaHo B TBOPUECKO-NPOU3BOACTBEHHOE
obveguHeHne «Cotostenedunbm», npu Kotopom Ao 1992 roga NpoaoKano cylwecTtsoBaTb
MYNBTUNANKALMOHHOE OTAeNeHMe.
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oTAeNeHne aHMMaUMOHHOW MHAYCTPUM OT KaHa/oB TeneBelaHuA.
OTeyecTBeHHOEe TeneBugeHMe ocBoboANNOCH OT MPON3BOACTBEHHbIX
CTPYKTYp. OTEeYecTBeHHble MyNbTTENECTYAUM, HE OCBOUBLLME METOAbI
WMHAYCTPUANbHOM aHMMALMUKN, HEe NPUCNOCOBAEHHbIe BbINMyCKaTb NPo-
AYKUMI0, HEOBXOANMYO KOMMEPYECKOMY TENEBUAEHUIO, HE UMES TO-
CY[apCTBEHHON NOALEPMKKN, UCMbITbIBAA AaBJEHME CO CTOPOHbI KOM-
MEPYECKMX CTPYKTYP, NPEKPATU/IN CBOE CYLLEeCTBOBAHME KaK 4acTb
aHMMALMOHHON MHAYCcTpuK. OTeyecTBEHHOE TeeBMAEeHNE NOYTU Ha
[Ba AEeCATUNETUA OKA3aN0Cb OTOPBAHHbIM OT OTEYECTBEHHOW aHWMa-
LWUOHHOM MHAYCTPUKN, OHA, HE MMEA BbIXOAbl HA KaHa/bl TPAHCAALUN,
baKTUYeCKM nepecTana CyLLecTBoBaTb.

OTcyTCTBME NOAAEPHKKM U PUHAHCUPOBAHMA CO CTOPOHbLI roCy-
[apcTBa, C/NOXKHOCTM nepexoda Ha KOMMEpYecKuMe MpUHUMUMbI No-
CTPOEHMA CUCTEMbI NPOU3BOACTBA M MPOKaTa, TEXHONOTMYECKOe OT-
CTaBaHWe cTann TeMun GaKkTopamm, KOTopble BBEPI/IM OTEYECTBEHHYIO
aHMMALMOHHYI0 MHAYCTPUIO B IYOOKUIN KPU3UC, MOCTABUB €€ K KOHLLY
1990-x roaoBs Ha rpaHb NCYE3HOBEHMUA.

K cepeanHe 1980-x rogos Ha ¢oHe ocnabneHus rocKoHTpons,
CHUXeHUA GUHAHCUMPOBAHUA OTPACAM, NOTEPU KAaHANOB NPOKaTa, Co-
KpaLLeHUA Man INKBUMAALUM NPOU3BOACTBEHHbIX MOLLHOCTEN aHUMA-
TOPbI OKa3a/MCb NPEAOCTaBAEHHbIMU camu cebe B CUTyaL MM NOSHOMN
TBOPYECKOM M 3KOHOMMYECKOM cBoHoAbI. OHM C ynoeHMem 0CBanBanu
paHee 3anpeTHble TeMbl, 06paLAACh K IMYHOCTHOM MNAMATU U UCTO-
pWK, K MPOCTPAHCTBY BHYTPEHHEro MMpa, MPOHM3MPOBAAUN B OTHOLLE-
HUW abcypgHocT BbiTvA. OTeyecTBEHHAA aHMMaums ctana Gopmoi
aBTOPCKOro BbICKa3blBaHWUA, NPUOBPETA UCNOBEeAAbHbIN UAN OCTPO-
COLMaNbHbIA XapakTep. AHMMATOPbl CTasn BbICKa3aTb CBOK TOYKY
3peHMA Ha Ty UK MHYI0 Npobiemy, oTpaxkaTb 06pa3s HbITHA, NorpyKa-
tOLLLerocA B KPM3MC M NepecTpoeyHyo KapHaBaibHOCTb. OTevecTBeH-
HaA aHMMaLMA pe3Ko NOB3pOC/ena, NOB3POCAEN U ee 3pUTENb.

CTOWUT OTMETUTb, YTO KOrza BbIMYCK HOBbIX PUAbMOB CTan Hepe-
FYAAPHBIM, @ LOXOAbl OT MX NPOKaTa GpaKTUYECKM HEBO3MOXKHO 6blo
NONYYNTb, MHOTME aHMMATOPbI 3aHAJIMCb CbEMKOMN PEeKIaMHOMN Mpo-
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AYKUMK, NPpUHOCALLLEeN peanbHyo Npubbiib. B coBETCKUIN Nepuog, aHu-
MaLMOHHOW peKiambl, Kak U peKkaambl Booblle, CHUMaNOCh KpaitHe
maso. C pa3BUTUEM KOMMEPYECKOIO PbiHKA M BO3poclLel noTpebHo-
CTbIO B PEeKNaMHOM NPoAyKLMM aHMMATOPbI CTa/M OCBanBaTb HOBble
dopmbl. MoasneHne 06aacTU aHUMALMOHHOM peKaambl NOBAUANO
Ha XapaKTep aHMMaLMOHHON UHAYCTPUU, CNOCOBCTBOBANO Mepexo-
Ay Ha HOBble Ll,VId)pOBbIe TEXHONIOTMN U USMEHEHUIO TOYKU 3PEeHNA Ha
aHMMaLMIO, OTAANAA ee OT 061acT AETCKOro KUHO. AHMMaLMA cTana
paccMaTpuMBaTbCA Kak NpuKNaaHas chepa, OpueHTUpPoBaHHAA Ha KOM-
MEepYECKUN CermMeHT pbiHKa. Ee pa3suThe B 3TOM HanpaBAeHUU CTU-
MY/IMPOBaAN0 TexHWyeckoe obHoBMeHWe, npeobpasoBaHne moaenu
6u3Heca aHMMaLMOHHbIX KOMMNaHWUA. AHMMALMOHHAA peKknama ctana
HeoTbeMIEeMOW YacTbio TeNEBU3NOHHOM aHUMaLMK. Ho npu 3ToM oHa
co3faBanacb He B OTAeNaX NPU TeNeueHTpax Uau TenekaHanax, a Ha
HE3aBUCUMbIX CTYAUAX.

MpoponskeHue cneayet / To be continued

NINTEPATYPA:

1. lonoskuHa E.M. BavaHue coBpemeHHbIX POCCUMCKUX MyNbTGUIBMOB Ha
bopmmpoBaHUE reHAEPHbIX CTEPEOTUMNOB NOBEAEHUA Y AeTel [INeKTPOHHbIN
pecypc] // KonuenT. 2014. T. 20. C. 3316-3320.

URL: https://e-koncept.ru/2014/54927.htm (Aara obpalueHua:
21.03.2018).

2. EpmusnHa E.B. MynbTdUAbMbI — AETU: OT KOHTEHTA K MOHUMaHWIo //
Mwup ncuxonorum. 2010. Ne 1. C. 51-58.

3. AHMMALMOHHOE KMHO B Poccrmn: BOCNPOM3BOACTBO U NPOABUMKEHME Tpa-
OVLMOHHDBIX KY/NIbTYPHbIX LleHHOCTel. M.: Accoumauma aHUMALMOHHOIO KUHO,
2017. 114 c.

4. OuHa logep O COCTOAHMM aHMMaUMK B Poccum M mupe [DNeKTPOHHbIN
pecypc] / P. JaHunos // Look at me.

URL: http://www.lookatme.ru/mag/people/experience/197947-animation
(AaTta obpaweHusa: 20.03.2018).

5. LWWyKknunHa E.C. Ponb coBpeMeHHOW MyNbTUMNIMKAUMK B BOCIUTaHUN pe-
6eHKa // BecTHMK MMeH3eHCKOro rocyaapcTBeHHOro yHusepcuteTa. 2013. Ne 4,

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 130 THE ART AND SCIENCE OF TELEVISION



C.12-14.

6. Pomawosa M.B. OT ncrtopum aHmmaumm K uctopum getcrsa 8 CCCP: no-
cTaHoBKa npo6iemsbl // BecTHuk lMepmcKoro yHusepcuteta. Cepua: Uctopus.
2011. Ne3 (17). C. 114-1109.

7. NykuHbIX H. Hawa aHnmauma 3a pyberkom — ogHa M3 camblX NPU3HAH-
HbIX [Dn1eKTpoHHbIN pecypc] // Regnum.

URL: https://regnum.ru/news/312417.html (AaTa obpatleHus:
20.03.2018).

8. 2X2 OTKpbI/l CBOKO CTYAMUIO HEAETCKOW aHMMAUUWM NPU3HAHHbIX [dNek-
TPOHHbIN pecypc] // 2X2TV.ru.

URL:  http://2x2tv.ru/blog/2x2-animation-studio  (Jata o6palieHus:
15.04.2018).

9. O mepax no BbIBOAY M3 KpU3MCa OTEYECTBEHHOM aHWMauuu. Pewexune
Konnernm MuHuctepctsa KynbTypbl PO No 15 ot 28 okTabpa 2011 r. [DneKTpoH-
HbliA pecypc] // MuHKcTepcTBO KyNbTYpbl Poccuiickoi ®eaepaumu: cair.

URL: https://www.mkrf.ru/documents/o-merakh-po-vyvodu-iz-krizisa-
otechestvennoy-animatsii-15// ([ata obpaueHua: 15.04.2018).

10. EpmakoBa E. B3pocsible npobaembl 4€TCKOrO KMHO // TexHUKa 1 TexHo-
norua knHo. 2010. Ne3. C. 28-31.

11. CupopeHKo B. OTeyecTBeHHbIN KMHemaTorpad Ana Aetein U toHole-
cTBa. HepeweHHble npobaembl // BectHuk BIUK. 2010. Ne3-4. C. 148-156.

12. Tpomosa H. B Poccum nornbaeT AeTCKOe KMHO [DNeKTPOHHbIN pecypc]
// Bek: aneKTpoHHas raseTa.

URL: https://wek.ru/v-rossii-pogibaet-detskoe-kino (JaTta o6paleHus:
23.03.2018).

13. lTpammaTtmkos B. Mup OEeTCKOro KMHO CXKaCA KaK LiarpeHeBan KoXKa
[2nekTpoHHBbIN pecypc] // KnHo-TeaTp.py.

URL: http://www.kino-teatr.ru/kino/person/235/ (Jata o6paleHus:
23.03.2018).

14. borgaHoBa O. [leTckoe KMHO: BYepa, CerogHs, 3aBTpa [INeKTPOHHbIN
pecypc] // TaTbAHWH AeHb: MONOAENKHbIN MHTEPHET-KypHan MIY.

URL:  http://www.taday.ru/text/721192.html  (Jata  obpaleHus:
22.03.2018).

15. CupopeHKko B. KapT-6naHw. HepeTckue npobnembl AETCKOTO KWMHO
[2nekTpoHHbIi pecypc] // Hesasucumas raseta. 2015. 27 asrycra.

URL: http://www.ng.ru/cinematograph/2015-08-27/3_kartblansh.html
(AaTta obpaweHus: 24.03.2018).

16. 06 utorax pabotbl MUHUCTEPCTBA KY/NbTYPbl Poccuiickoit deaepaumm B
2009 roay v 3agayax Ha 2010 roa. MUHUMCTEPCTBO KynbTypbl Poccuiickont dpene-

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 131 THE ART AND SCIENCE OF TELEVISION



paumnun. PeweHune konnernn Nel ot 26 despana 2010 r. [DNeKTPOHHbLIN pecypc]
// MuHUCTEpCTBO KyNbTypbl PO.

URL: http://www.mkrf.ru/documents/ob-itogakh-raboty-ministerstva-
kultury-rossiyskoy-federatsii-v-2009-godu-i-zadachakh-na-2010-god-1/  (fdarta
obpalueHna: 24.03.2018).

17. MepuHckuin B.P. [iBuskeHne BBepX POCCUICKOro KuHo. Utorn 2012—
2017: nekums [dneKkTpoHHbIin pecypc] // Uctopus. PO.

URL: https://histrf.ru/biblioteka/book/v-r-miedinskii-liektsiia-dvizhieniie-
vvierkh-rossiiskogho-kino-itoghi-2012-2017 (JaTa obpalyeHus 20.03.2018).

18. MynbTUNANKATOPbI OLEeHUAM nopyyvyeHua NyTuHa No pasBUTUIO aHUMa-
LMOHHOTO KMHO [1eKTpoHHbIl pecypc] // Pravda.ru.

URL: https://www.pravda.ru/news/economics/14-07-2017/1342022-
cartoon-0/ (Aata o6paleHmns 20.05.2018).

19. MynbTMNAMKaTOPbI MONPOCUN YABOUTb TOCOUHAHCMPOBAHME OTPACAN
[9nektpoHHbIi pecypc] // TACC. MHbopmaumoHHoe areHTCTBO Poccum.

URL: http://tass.ru/kultura/4825513/ ([data o6pauieHus 20.05.2018)

20. MecTo noj, CONHLEM: POCCMICKana aHUMaLMA yunTca bbiTb BocTpebo-
BaHHOW B MuUpe [InekTpoHHbIl pecypc] // PUA HosocTu.

URL: https://ria.ru/culture/20171027/1507687704.html / (JaTa ob6patie-
Hua 20.05.2018).

21. MantokoBa /1. [a 34paBCTBYIOT CnaaKkme HaKKu! [DNeKTpoHHbIA pe-
cypc] // Hoeas raseta. 02.09.2013. Ne 97.

URL: https://www.novayagazeta.ru/articles/2013/08/30/56136-da-
zdravstvuyut-sladkie-nyazhki (JaTa o6palueHnn 20.03.2018).

22. Enusapos W. Cotoamynstdunbm // Enusapos IK. CoBeTckan mynbTu-
nAvKaumsa: cnpaBoYHuK. M.: focdmunbomodoHa. 1966. (KMHO 1 Bpems: npunoxke-
Hue Nel K 6onneTeHio fochmnbmodoHaa).

23. LexaHoBckuit M.M. OT «Myp3unku» K 6onbomy mckyccrsy // Coset-
CKoe KMHo. 1934. Ne 10. C. 20-27.

24, Peub A.A. AHApeeBa Ha BCECOK3HOM KnHocoBelwaHuu // Kuxo. 1936.
Ne 1 (713). C. 1.

REFERENCES:
1. Golovkina E.M. Vliyanie sovremennykh rossiyskin mul’tfilmov na
formirovanie gendernykh stereotipov povedeniya u detey [The influence of
contemporary Russian cartoons of the formation of gender stereotypes in
children’s behavior] // Kontsept [Concept]. 2014. Vol. 20, pp. 3316—3320.
URL: https://e-koncept.ru/2014/54927.htm (21.03.2018).
2. Ermizina EV. Mul'tfil’'my — deti: ot kontenta k ponimaniyu [Cartoons

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 132 THE ART AND SCIENCE OF TELEVISION



— children: from content to understanding] // Mir psikhologii [The World of
Psychology]. 2010. No. 1, pp. 51-58.

3. Animatsionnoe kino v Rossii: vosproizvodstvo i prodvizhenie
traditsionnykh kul’turnykh tsennostey [Animated movies in Russia: replication
and advancement of cultural values]. Moscow: Assotsiatsiya animatsionnogo
kino [Association of Animated Films], 2017. 114 p.

4. Dina Goder o sostoyanii animatsii v Rossii i mire [Dina Goder about the
condition of animated movies in Russia and in the world] / R. Danilov // Look at
me.

URL: http://www.lookatme.ru/mag/people/experience/197947-animation
(20.03.2018).

5. Shchuklina E.S. Rol’ sovremennoy mul’tiplikatsii v vospitanii rebenka [The
Role of Contemporary Cartoons in a Child’s Upbringing] // Vestnik Penzenskogo
gosudarstvennogo universiteta [Bulletin of the Penza State University]. 2013.
No. 4, pp. 12—-14.

6. Romashova M.V. Ot istorii animatsii k istorii detstva v SSSR: postanovka
problem [From the history of animation to the history of childhood in the USSR]
// Vestnik Permskogo universiteta. Seriya: Istoriya [Bulletin of the Penza State
University. Series. History]. 2011. No.3 (17), pp. 114—119.

7. Lukinykh N. Nasha animatsiya za rubezhom — odna iz samykh
priznannykh [Our animated cinema is one of the most accepted in other
countries] // Regnum.

URL: https://regnum.ru/news/312417.html (20.03.2018).

8. 2X2 otkryl svoyu studiyu nedetskoy animatsii priznannykh [2x2
established its studio of animated cinema not for children as one of the accepted]
// 2X2TV.ru.

URL: http://2x2tv.ru/blog/2x2-animation-studio (15.04.2018).

9. 0 merakh po vyvodu iz krizisa otechestvennoy animatsii. Reshenie kollegii
Ministerstva kul’tury RF No. 15 ot 28 oktyabrya 2011 g. [About the measures for
turnaround from the crisis of Russian animation. Decision of the Collegiate of
the Ministry of Culture of the Russian Federation No.15 from October 28 2011]
// Ministerstvo kul’tury Rossiyskoy Federatsii: sait [Ministry of Culture of the
Russian Federation. Website].

URL: https://www.mkrf.ru/documents/o-merakh-po-vyvodu-iz-krizisa-
otechestvennoy-animatsii-15// (15.04.2018).

10. Ermakova E. Vzroslye problemy detskogo kino [The adult issues of
children’s cinema] // Tekhnika i tekhnologiya kino [The Technique and Technology
of Cinema). 2010. No.3, pp. 28-31.

11. Sidorenko V. Otechestvennyi kinematograf dlya detey i yunoshestva.

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 133 THE ART AND SCIENCE OF TELEVISION



Nereshennye problemy [Russian cinematography for children and youth. The
unsolved problems] // Vestnik VGIK [bulletin of VGIK]. 2010. Ne3-4, pp. 148—156.

12. Gromova N. V Rossii pogibaet detskoe kino [Children’s cinema is dying
in Russia] // Vek: elektronnaya gazeta [Century: Electronic Newspaper].

URL: https://wek.ru/v-rossii-pogibaet-detskoe-kino (23.03.2018).

13. Grammatikov V. Mir detskogo kino szhalsya kak shagrenevaya kozha
[The World of Children’s Movies // Kino-Teatr.ru.

URL: http://www.kino-teatr.ru/kino/person/235/ (23.03.2018).

14. Bogdanova O. Detskoe kino: vchera, segodnya, zavtra [Children’s
Cinema: Yesterday, Today, Tomorrow] // Tat’yanin den’: molodezhnyi internet-
zhurnal MGU [St. Tatiana’s Day: The Youth Internet Journal of the Moscow State
University].

URL: http://www.taday.ru/text/721192.html (22.03.2018).

15. Sidorenko V. Kart-blansh. Nedetskie problemy detskogo kino [Carte
blanche. The unchildlike problems of children’s cinema] // Nezavisimaya gazeta
[Independent Newspaper]. 2015. 27 avgusta [August 27, 2015].

URL: http://www.ng.ru/cinematograph/2015-08-27/3_kartblansh.html
(24.03.2018).

16. Ob itogakh raboty Ministerstva kul’tury Rossiyskoy Federatsii v 2009
godu i zadachakh na 2010 god. Ministerstvo kul’'tury Rossiyskoy federatsii.
Reshenie kollegii No.1 ot 26 fevralya 2010 g. [About the Outcomes of Work of
the Ministry of Culture of the Russian Federation in 2009 and the Goals for 2010.
Ministry of Culture of the Russian Federation. Decision of the Collegiate No.1
from February 26, 2010]] // Ministerstvo kul’tury RF [The Ministry of Culture of
the Russian Federation].

URL: http://www.mkrf.ru/documents/ob-itogakh-raboty-ministerstva-
kultury-rossiyskoy-federatsii-v-2009-godu-i-zadachakh-na-2010-god-1/
(24.03.2018).

17. Medinskiy V.R. Dvizhenie vverh rossiyskogo kino. Itogi 2012-2017:
lektsiya [The Movement Forward of Russian Cinema. Outcomes of the Years
2012-2017: A Lecture] // Istoriya [History]. RF.

URL: https://histrf.ru/biblioteka/book/v-r-miedinskii-liektsiia-dvizhieniie-
vvierkh-rossiiskogho-kino-itoghi-2012-2017 (20.03.2018).

18. Mul’tiplikatory otsenili porucheniya Putina po razvitiyu animacionnogo
kino [The Cartoon Producers Evaluated Putin’s Commission for Development of
Animated Cinema] // Pravda.ru.

URL: https://www.pravda.ru/news/economics/14-07-2017/1342022-
cartoon-0/ (20.05.2018).

19. Mul'tiplikatory poprosili udvoit’ gosfinansirovanie otrasli [The Cartoon

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 134 THE ART AND SCIENCE OF TELEVISION



Producers Asked for the Stat Funding of the Field to be Doubled] // TASS.
Informatsionnoe agentstvo Rossii [TASS Informational Agency of Russial.

URL: http://tass.ru/kultura/4825513/ (20.05.2018).

20. Mesto pod solntsem: rossiyskaya animatsiya uchitsya byt’
vostrebovannoy v mire [A place under the sun. Russian animation learns to be
on demand in the world] // RIA Novosti [RIA News].

URL: https://ria.ru/culture/20171027/1507687704.html / (20.05.2018).

21. Malyukova L. Da zdravstvuyut sladkie nyazhki! [Long live the sweet
shrimps!] // Novaya gazeta [New Gazette]. 02.09.2013. Ne 97.

URL: https://www.novayagazeta.ru/articles/2013/08/30/56136-da-
zdravstvuyut-sladkie-nyazhki (20.03.2018).

22. Elizarov G.l. Soyuzmul'tfi'm [The Soyuzmultfilm] // Elizarov G.K.
Sovetskaya mul’tiplikatsiya: spravochnik [Soviet Animated Cartoon: A Reference
Book]. Moscow: Gosfil’'mofond [State Film Fund]. 1966. (Kinoivremya: prilozhenie
No.1 k byulletenyu Gosfil’'mofonda [The Cinema and Time: Supplement No.1 to
the Bulletin of the State Film Fund]).

23. Tsekhanovskiy M.M. Ot «Murzilki» k bol'shomu iskusstvu [From
“Murzilka” to High Art] // Sovetskoe kino [Soviet Cinema]. 1934. No. 10, pp.
20-27.

24. Rech’ A.A. Andreeva na vsesoyuznom kinosoveshchanii [The speech
of A.A. Andreyev at the Soviet Movie Broadcast] // Kino [Cinema]. 1936. No. 1
(713), p. 1.

CBEAEHWUA OB ABTOPE:

HATANbA TEHHABEBHA KPUBY/A

npodeccop Bbiclwei WKonbl (Ppakynbreta) TeNeBUAEHUA,
MTY nmenn M.B. JlomoHocCOBa,

MockBsa, J/leHuHcKkue ropesl, 4.1., cTp.51

[OKTOP UCKYCCTBOBEAEHMA

ORCID: 0000-0003-4580-1357

vgik-anima@yandex.ru

ABOUT THE AUTHOR:

NATALIA G. KRIVULYA

Professor at the Higher School (Department) of Television
Moscow State Lomonosov University

1/51, Leninskie gory, Moscow

Doctor of Sciences in Art History

ORCID: 0000-0003-4580-1357

vgik-anima@yandex.ru

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 135 THE ART AND SCIENCE OF TELEVISION



UDC/YOK 791.43  DOI: 10.30628/1994-9529-2018-14.2-136-185
LBC/BBK 85.317* recieved 09.04.2018, accepted 21.06.2018

GRIGORY R. KONSON
Russian State Social University, Moscow, Russia

ABOUT THE MUSIC

OF DMITRI SHOSTAKOVICH

IN THE ACCUMULATION OF MEANING
OF THE ETHICAL CONCEPT

OF GRIGORIY KOZINTSEV’S

FILMS “HAMLET” AND “KING LEAR"*

Annotation. The article is devoted to study the role of music in the
“Shakespearean” films created as the result of the outstanding collaboration
of Grigoriy Kozintsevand Dmitri Shostakovich. The article reveals the attitudes
of the film director and the composer towards the role of music in cinema,
and demonstrates its semantical features, due to which the signification
of goes on screen is deepened, which makes it possible to make the sight-
and sound-related images more expressive more alive and the conception
more relief-based. For this aim Shostakovich used not merely a method for
depiction of the events on screen, but a well thought out ramified system
of musical characterizations, due to which his cognitively capacious and
emotionally expressive music within the context of cinematographic works
of art obtained the status of a particular participant of an action and became
a powerful means for revealing the emotional psychological states of the
protagonists, foretelling their fates, in particular, and the development of
the plot, in general, and in the outcome—disclosing the authors’ ethnical
conceptions, in which Shostakovich’s autobiographical features were
also revealed. In such a dynamic comprehension of the works of art, the

* Translated by Dr. Anton Rovner.
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principles which disclosed their profound tragic meaning and accumulated a
new understanding were those of intellectual mounting of the highest order.
Keywords. Hamlet, King Lear, Grigoriy Kozintsev, Dmitri Shostakovich, film
director, composer, image, meaning, music, musical theme, intonation, grief,
lyricism, vertical and intellectual mounting.

Collaboration between film directors and composers within the
realm of cinema has presented a unique phenomenon in the field of
Russian cinema studies, albeit, one that has not been sufficiently studied
up to the present day. In the genre of Russian historical films such
outstanding collaborative works as “Alexander Nevsky” and “lvan the
Terrible” by Sergei Prokofiev and Sergei Eisenstein are well known. As are
the collaborations of Isaak Dunayevsky and Grigoriy Aleksandrov, Tikhon
Khrennikov and Ivan Pyriev, Gennady Gladkov and Mark Zakharov; in the
spheres of adaptation for the screen of the Russian literary classics—of
Victor Ovchinnikov and Sergei Bondarchuk. Animmense role in the art of
the cinematographer has been played by the work of Eduard Artemiev
in collaboration with Arseny Tarkovsky, Nikita Mikhalkov and Andrei
Konchalovsky. We shall turn to the unique collaboration of a film director
and a composer in cinema—Grigoriy Kozintsev and Dmitri Shostakovich,
who worked together for 40 years and who have created the well-known
films: “Novy Vavilon” [“New Babylon”], 1929; the trilogy about Maxim
(“Yunost’” Maxima” [“Maxim’s Youth”], 1935; “Vozvrashchenie Maxima”
[“The Return of Maxim”], 1937; “Vyborgskaya storona” [“The Vyborg
Side”], 1939); “Pirogov,” 1947.

In some of the early collaborative works of Kozintsev and
Shostakovich the music was presented in the form of song and
dance genres and revolutionary songs and marches, which were so
widespread that they even accompanied lyrical movie episodes, such
as the pre-final scene of farewell (in the film “Vyborgskaya storona”:
1.47. 52-1.48.50)%. This kind of music carried the additional function

! Here and onwards the numbers indicate the chronometric data of the episode examined in
the film.
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of documenting the time period depicted in the movies. And there
were plenty such “documents” in movies. They alternated with the
genres of everyday life scenes, which were also very characteristic for
that time period. The prologue to the film “Yunost’ Maxima,” where
pre-New Year revels were recreated, was opened by the music of a
gallop, on which the sound of a krakowiak was superposed. Overall,
the musical basis was comprised of operetta-circus music, as well as a
polka and a vernacular waltz, either unaccompanied or accompanied
by a harmonica. The songs with many stanzas were performed in their
entirety, while the dramaturgical situation in many of the episodes
remained static.

However, it would be erroneous to say that Sostakovich only wrote
music in lightweight genres for movies. In other early works, such as,
forinstance, “Novy Vavilon” (and subsequently, in the remarkable song
from the movie of film director Alexander Faintsimmer “The Gadfly,”
1955) Shostakovich’s music was of a lyrical romantic character?. And
not only limited to that. The lyricism in “Novy Vavylon” appeared only
in the scenes of presentatations of hard working people, most notably,
the main heroine—the French saleslady Louise. In his depiction of
the people in power the composer introduced an uproarious gallop,
which downplayed their idle lives. However, as Shostakovich himself
admitted, when he composed music for this film, he adhered least
of all to the principle of mandatory depiction of every single scene:
“| started, chiefly, from the main scene... Its chief aim [i.e. that of
the music—G.K.] was to follow the tempo and rhythm of the movie
picture and to strengthen the impression from it. | aspired to endow
the music, along with the novelty and unusualness present in it, with a
dynamic sense, and to convey the pathos of ‘Novy Vavilon’” [2].

After the movie “Pirogov,” not devoid of a certain schematic
quality, Kozintsev, having been fascinated with Shostakovich’s music,

2Shostakovich’s music to the early movies made in collaboration with Kozintsev was the object
of the research of Joan Titus [1].
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wrote to him: “I have been amazed for many years. Having heard your
music, | have heard my own concept—the most precious things in it
for me” [cit. from: 3, p. 100].

The main protagonist of the film, the outstanding Russian
surgeon Nikolai Ivanovich Pirogov (performed by artist Konstantin
Skorobogatov), is pronouncing patriotic monologues, while the
music follows the “procedures” customary for those years: a folksong
assemblage, includingunaccompanied melodies,amongthemwedding
and humorous songs; a restaurant-style instrumental background,
conveying the drunken frenzy of visitors, then, the musical context
of a park setting, demonstrating people at recreation, and, finally,
illustrative, applied music sounding out during the words addressed
to Pirogov by his colleague: “Life passes, speeds ahead at full gallop,
and you fail to notice it” (while there is a light gallop sounding behind
the film screen); “life should include pleasures” (accompanied by a
powerful sound of a Viennese waltz).

Two other firmly established images must also be noted—the
bell as a symbol of Russia, danger and duty (it is incorporated at the
moment of the doctors’ call to their oath of loyalty), and the signal of
a trumpet—a call to action dating back to remote antiquity (a similar
start was also used in an early work by Shostakovich—the music to the
film “Novy Vavilon”). The trumpet solo is presented here adjacently to
a narrative-type, lyrical theme, anticipating the image of the peacefully
evolving country from Shostakovich’s “Leningrad” Symphony, i.e. an
objective stanza-song document of the epoch is replaced here with
something personal—a lyrical introduction, “an author’s note.”

The enumerated set of topoi includes the growth of new images—
tragic and grotesque. The first of them are become ramified. The
sphere of the tragic in the film “Pirogov” is at first presented bit by
bit—in connection with the images of the cholera epidemic, and in the
pre-final section of the movie (upon the detection of Pirogov’s illness
upon the words, “Gentlemen, somebody, give me some drink”) it is
concretized by a sinister theme, which transforms into the image of
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heightened anxiety developing prior to the battle for Sevastopol. It is
conveyed in the desolate pressurization of an ostinato-like repetition
of the same sound personifying a state of tense expectation. It turns
out to be that this is only the background against which a lengthy
episode of mysterious steps occurs, culminating in the triumphant
march of the Russian army.

But, most importantly, there is yet another theme, which, though
pertaining to the sphere of the tragic, possesses a dramatic-efficacious
character associated with many of Shostakovich’s acutely intense,
“fulminating” themes. It is heard the moment Pirogov, while setting
out to start operating a patient and not suspecting anything in the
least, is presented with a counterfeit drug. It combines the image of
danger, as well as the attempt to prevent it. We shall relate it to the
protest themes.

Finally, the grotesque image of death (brought along by the
cholera epidemic), which is expressed in the intimidating and
triumphant hymn “contorted” on the beginning of the turns of the
Dies irae (Day of Wrath) sequence, which from the times of the Middle
Ages has symbolized the Day of Judgment.

Altogether, the utilized “new” musical themes in the film
“Pirogov” were directed at the expression of alarm, news of danger,
the creation of the psychological condition of the heroes of Sevastopol,
the concretization of the invisible image of death. All of this tragic
imagery in a non-tragic film in combination with music with the visual
element generated strata of synesthesia in the perception of the
content, conveying great significance to semantic meaning.

The source of such accumulation of semantic meaning was in
Shostakovich’s attitude towards music in cinema, which, according to
him, consisted not in depiction by musical means of each film scene,
but in a well thought-out system of musical characterizations. Those
principles, which were developed in the “Shakespearean” films,
where music transformed from an applicative position to a status of
the participant of the action and became the means of manifestation
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of the authors’ conception, were formed in the context of this system.
Such an understanding of the role of music in cinema, appropriate
for a film director, stemmed from Kozintsev’s conviction that “images
appear not only ‘visible,” but also ‘audible,”” while music is the ‘flesh
of cinematographic imagery’” [cit. from: 3].

In order to analyze this kind of multiplane sonic-visual imagery,
let us focus our attention on two outstanding screen adaptations
of Shakespeare made by Grigoriy Kozintsev in collaboration with
Shostakovich: “Hamlet” (1964) and “King Lear” (1970). We shall start
with the pre-history, with the moment when the film director in 1953,
having begun work on the screenplay to the film “Hamlet,” expressed
his attitude towards him in his celebratory letter to Shostakovich,
congratulating him on his 50th anniversary: “how much your art and
you have meant and still mean to me. In my dark moments (and there
are so many of them!) | remember you and think to myself: what a
great force is enclosed in you, that “the largest calibres of artillery”
could not do anything with your music. And that our time—with all
the great and terrible things enclosed in it, has been imprinted by you,
without a shadow of a sign of servility or calculation—imprinted with
such a force of truth and expression by art, that it takes one’s breath
away” [cit. from: 3, p. 99].

And after the film came out, in 1968 he suggested to Shostakovich
to write music to the film “King Lear.” However, as Laurel Fay observes,
the composer (despite the fact that, as John Riley writes, he was
exceptionally pleased with his score to the film “Hamlet” [4]) initially
wanted to decline the invitation, despite the fact that the film director,
bearing in mind the composer’sill health and overall fatigue, promised
him that in this case considerably less musical material would be
required than that for the preceding work [5, p. 267]. Later, however,
the essential reasons for his wavering also became apparent. One of
them was the rejection of the attitude towards music in cinema was
a subservient background means. Isaak Glikman recounted that after
the first repeated recording of the music to the film “Hamlet” poor
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Shostakovich “was distressed after having seen for the first time a
movie in which the music was mingled up with the noise of the sea,
howling of the wind, clatter of hooves, neighing of horses, rustle of
silk, the grating sound of drawbridges, etc., etc., etc. | was also upset
about this, and | demanded that these ‘veracious’ noises be taken off
and the orchestra allowed to be on the loose. Kozintsev promised to
do this. In truth, during the last few days he cleaned out this cinema-
realistic trash with a spade” [cit. from: 3].

Another reason was expressed in the composer’s letter to
Marietta Shaginyan, where he lamented that that his wishes to write
music to “King Lear” in the form of an original separate composition
were not destined to come true, regarding the film with the same title
by Kozintsev merely as a first musical delineation of an independent
composition based on this plot [5, p. 267].

And indeed, even prior to creating the film “Hamlet,” Kozintsev,
directing Shostakovich’s fantasy, suggested to him his own
understanding of the musical content of the film. Olga Dombrovskaya
cites the film director’s wishes expressed at the end of 1963, that
is, a year prior to the creation of “Hamlet”: “We need to have the
appearance of two separate orchestras, each playing a different style
of music. So to speak, one orchestra ‘representing the composer,’ a
contemporary symphony orchestra, and a sort of stylized historical
orchestra, depicting the action itself. By the second variety | have
in mind the palace court music: fanfares suiting the tastes of a king,
military kettledrums, music-making of court dames, instruction in
dance for Ophelia, and maybe some variety of art song. Here we must
also mention the farcical orchestra brought over by the comedians:
the trumpets, denoting the introduction to the performance, the jig,
arousing fears of the bloody melodrama to come” [3].

In explaining this variety of sounds needed for the film music,
Dombrovskaya writes that “there is not a single ‘characterization of
the imagery, and nonetheless so much is said of ‘the character of
the music’” [ibid]. But it is hard to agree with this. The film director
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divided in an unusually thoughtful manner the entire auditory space
of the future film into three spheres: the tragic image ‘stemming from
the author, the pompously superficial image of the court with the
farcical-clownish element, adjoining to the former, and the menacing
jig (replaced in the movie by a gallop).

As for the last invitation of Shostakovich on the part of Kozintsev,
according to T. Moore, the film director suggested the composer to
write the music for “King Lear,” because the latter possessed the ability
to compose music which expressed the genuine feelings of people
when “truth in public forums, and even private ones, was scarce”
[6, p. 150]. For this reason, the music in the scene with Cordelia was
presented by the film director as the “voice of truth” [6, p. 150].
In addition, having seen portrayals of wartime adversities, Moore
correctly noted their connections with the images of World War I3

Summing up these assertions, | shall permit myself to utter another
one, presuming the reason for Shostakovich’s consent to participate in
both of Kozintsev’s Shakespearean films—the perspectives of the figures
of Hamlet and Lear, outcast, lonely and opposing society as being similar
to himself and possessing certain traits of his own character. This was
written about, already after Shostakovich’s death, by Georgy Sviridoy,
who during the lifetime of his teacher, occasionally subjected him to
unfair criticism: “In speaking of his wonderful human qualities, | would
like first of all to talk of his uncompromising courage, arousing a great
amount of respect. Being soft, compliant and at times undetermined in
mundane affairs, this person in his most important characteristics, in his
innermost essence was firm as a firestone” [cit. from: 7, p. 93].

Fromthisestimationitbecomes obviousthatinitially Shostakovich,
although, naturally, having been inspired by Kozintsev’s initiative,
nonetheless, remained true to himself, and the initial leadership of

3 According to her, “Schostakovich’s works expressed people’s grief over the trauma of war
and loss, and this too was part of Kozintsev’s vision for Lear and another key reason for his
collaboration with the composer: ‘the cry of grief, bursting through the dumbness of time, must
be heard’” [Ibid, p. 150].
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the film director did not fetter his consciousness, and in the long run
gave the composer creative freedom. The designs of both lay in the
platitude of the ethical idea in correspondence with the conceptions
of the two “Shakespearean” tragedies, at the core of which lay
the moral test of the human being, experienced by him inwardly,
psychologically. And the “inward element,” according to Alexander
Mikhailov, is the same theater, the same world “where there is heaven
and hell, where a ceaseless struggle is carried out between virtues and
vices demonstrating themselves quite actively and independently, as
the personified powers aspiring to subjugate human beings to their
power—one and all, ‘me,’ just as any other “I.” [8, p. 132]. In the
transmission of such an inner world of the protagonist, Shostakovich’s
music, remaining an inalienable part of the sonic and visual image of
the film, virtually carried out the most important role. For this reason,
we shall pay special attention on it.

In both of the tragedy films the main protagonists, having lost
their close relations, unexpectedly for themselves went through an
immense scale of calamities which erupted in their families, royal
courts and countries. These protagonists were obliged to comprehend
the reasons for the catastrophes and their frightening escalations.
This aspiration obliged the composer to convey in his music the sound
image of the cognitive process (let us remind ourselves that the main
weapon at Hamlet’s disposal is his power of thought). Shostakovich
possessed the ability of recreation of such sound imagery. He was
distinguished for “a special combination of intellectualism and the
most intensive emotionalism,” where “feeling is intellectualized and
refined, while thought is heated to such a degree, that it becomes
acute experience” [9, p. 77].

Shostakovich’s intonations were characterized by an unusual
cognitive capacity. They carried in themselves the semantics of
remote medieval images, as well as those of the recent history of
Stalin’s times, when the composer himself experienced years of
public political persecution. As a result of this, the sound imagery
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of the cognitive process in both films is also permeated with the
protagonists reflecting about their tragedies, as well as the composer’s
own emotional experience. Why the composer?—Because he himself
inserts by musical means his own autograph (known as the “monogram
motive” or the “monogram theme”)—the initial of his name and
the first few letters of his surname, spelled “Schostakowitsch” in
German, which results in the appearance of the recognized intonation
of D-es-c-h (the German equivalent of the notes D, E-flat, C, B). The
latter conveys intense thought and a broad spectrum of emotional
conditions connected with images of overcoming obstacles, which in
Shostakovich’s case are connected “with a special kind of ‘heaviness’
of vocal-speech intonations” [ibid., p. 45].

Shostakovich’s monogram theme permeates the leitmotif system
in his music to both films and creates an emotional psychological
contrast to their visual element. In “Hamlet” the visual exposition of
the image of the Elsinore castle is assembled from a deserted rocky sea
landscape, a burning torch against the background of a stone wall of a
gloomy medieval castle, lowered funeral flags, a precipitate galloping
of horsemen speeding to the place where the tragedy occurred, a
massive drawing-bridge serving as the gates of the castle, and the
bars descending menacingly, with sharp battlements tightly closing
off communication with the outer world. And towards the end we can
also see a deep moat with black water, from where there is no rescue.

Example 1 a, Screenshot from film “Hamlet”
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Example 1 b. Screenshot from film “Hamlet”

The musical exposition, permeated with Shostakovich’s monogram
theme opens up a broad-scale panorama of the approaching of
catastrophe and grief, which is based on the interaction of the grim
and the lyrical themes:

— repeated orchestral clustery “thuds,” evoking in the listener’s
memory a similar image from Shostakovich’s vocal-symphonic poem
“The Execution of Stepan Razin” occurring during the words “the
deacon hit me with tarriance in the teeth” (the poem was written in
1964, the same year as the music to the film “Hamlet”);

—in this sphere another image is active—the infernal, grim image
of mysterious footsteps, as recreated by the orchestra), subsequently
concretized in connection with the Ghost of Hamlet’s father and its
short reminiscence in the light footsteps of Ophelia going towards the
water)*;

—the theme of the mournful and heroic funeral march soundingin
a state of “high-degree upheaval” [an expression of Sergei Eisenstein];

— the theme of the composer’s reflections in connection with
influxes of the symbol of footsteps.

41t must be reminded that the theme of the footsteps used by Shostakovich for the concretization
of the preparation of the Russian warriors preparing for the battle for Sevastopol in the film
Pirogov is brought in here again, but for a more complex—psychological image of the Ghost of
Hamlet’s father.
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Towards the end the Prologue is unexpectedly illuminated by a
short choral fragment melting in ether, most likely connected with the
epitaph to Hamlet. Along with this, a well-known share of bitter irony
lies concealed here, since in Denmark, which is a prison, there cannot
be any enlightenment.

Let us also mention here the sort of nonmusical sound images: an
alarm bell heralding misfortune, four cannon shots, Gertrude’s crying
on Hamlet’s chest (artists: Elsa Radzina and Innokenty Smoktunovsky)
and the rumble of a resounding bass drum gathering together the
people on the plaza, separating the Prologue from the commenced
action, following the principle of layering one type of thematic
material on the other. This entire “vertical mounting” [a concept
of Sergei Eisenstein]®, based on two expositions which are given in
simultaneity, not only conveys the spirit of the time period, but also
leads into Shakespeare’s “space of tragedy” [a concept of Grigoriy
Kozintsev]. The development of the tragic meaning takes place here
as the result of the mounting of two conceptions: the visions of the
Prologue as conceived by the film director and the composer.

In the short musical “
given not only in their exposition, but also in development—the
intertexture within one narration and confrontation. Thus, the theme
of the funeral march moves closer to the theme of sad reflections
and is suspended in the air unresolved on the question motive, while
the “strokes of the sexton” intrudes into the ostinato rhythm of the
bell. The theme of the reflections is also endowed with the rush of
the sound image of heavy footsteps, after which the gates of the
Elsinore fortress become hermetically closed. In the creation of this

summary” to the film all the themes are

> The vertical mounting is labeled as such, because Eisenstein compares it with the outward
appearance of a musical score for symphony orchestra, elucidating that “passing from the
image of such a musical page to a sonic-visual score, we would have to say that on this new
stage another line is added to the musical score. This is the score of the visual cinema frames

which correspond in their own way, pliably, to the motion of the music, and vice versa” [10, p.
104].
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musical masterpiece we can see that nobody else’s will weighed over
Shostakovich’s fantasy.

The themes of sad reflections about the fates of the two protagonists
is what each of Kozintsev’s two films on Shakespeare’s plots begins with.
These themes are likewise sounded out by many of the monologues
spoken by the leading characters: Hamlet’s “To be or not to be?”,
Claudius’ discourse with himself, Edmund Gloucester’s monologue,
wherein he contrives this perfidious designs, King Lear’s speech after
the banishment of Cordelia, after having become disappointed with his
daughters. At the same time, there are also some differences present
in the musical introductions to the films. In “Hamlet” the theme of
the reflections is preceded by the question intonation. As in colloquial
speech, its core is an ascending melodic line repeated numerous times.
In the 19th century the “question” intonation was a favorite in the music
of the Romanticist composers and was of lyrical character (Schumann
“Warum?”), dramatic (Wagner, Trtistan and lIsolde, Prelude and
Liebestod), chorale-like and exalted (Tchaikovsky “Romeo and Juliet”)
or mournful (Rachmaninoff song “Oh no, | pray, do not go away”).

But never before has the “question” intonation been so pained
or carried such a universal and, at the same time, such a personal
character as in Shostakovich’s music. Repeating itself numerous times,
ascending to a certain high pitch register among the “incandescent”
horns, it is distinguished by an unusual concentration of mournful
imagery existing in an insoluble conflict with a depersonalized
force expressed in shattering orchestral thrusts of fate. This theme,
particularly, is what forms the basis of Hamlet’s funereal-heroic march.
This kind of change testifies of the development of his image from the
reflexive to the active.

Example 2. Hamlet. Series 1. 2 min. 43 sec.—duration 3 min. 47 sec.: https://

www.youtube.com/watch?v=vaORGojXf8I.

It is significant that the interrogatory musical intonations in the
mono-scene of King Claudius in front of the mirror (artist Mikhail
Nazvanov), resulting from his admitting to having committed crimes,
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seem to be alleviated and toned down, due to the fact that his
explicit answers dismiss the arising questions, as the result of which
the intonations are predominantly directed downwards. And it must
be said that Vygostsky, in all fairness, considers him to be the most
efficient character®. Notwithstanding all the paradox, in the tragedy
the king seems not to be a criminal (the murder of his brother was
carried out by him before the beginning of the play, while the king in
many ways demonstrates himself as being favorable towards Hamlet,
trying to establish good relations with him and even to disperse his
sorrow, since the prince’s persistence in this mood would ultimately
be quite dangerous for Claudius). For this reason, he is in a state of
constant alarm, and this, in the long run, leads to his death. And this
is why he also embarks on steps to bring in Hamlet into the court
atmosphere, whereas in reality, as Daniil Elkonin would say—into an
inter-psychical form [13] (organizing meetings and conversations of the
prince with Ophelia, the courtiers, Polonius, the queen mother, even
allowing the theatrical performance, and, only after having already
despaired of his amiable goals, arranging for Hamlet’s departure for
England and, ultimately, the latter’s duel with Laertes). From hence the
impression is created that he is rushing towards his death “preparing
his destruction” [according to Lev Vygotsky]’. And in the scene of the
king’s confession, even though the action seems to halt, it continues its
development in the music, showing Claudius’ impending doom.

In the film “King Lear” the theme of tortuous reflections is
dispelled by the character of brittle gloom, conveyed by a lonely solo
flute line. It imitates an artless pipe tune, on top of which a lonely
melodic line sung by a male voice is superposed without any further
accompaniment. The answers to the interrogatory intonations are

¢ According to Vygotsky, the “mechanism of the motion of the action is entirely in the king,
and not in Hamlet; had the former been absent, the action would have stood in one place,
since nobody, except for him, undertakes anything in the play, not even Hamlet, and everything
occurs as the result of the king’s actions...” [12, p. 473].

7 For a more detailed discussion of this, see: [14].
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provided by unusual fragmentary dance-like elements, creating the
effects of swift clownish speech-like effects. And, indeed, the theme
of the reflections, in which the composer’s “personal” thoughts are
expressed, in this case, about the destinies of personality and the
state, is entrusted here to the Fool, the only character who is allowed
to utter incriminating thoughts. Subsequently, this let-theme, as in
“Hamlet,” will appear surrounded by other, sharply conflicting images.
One of them, resembling the strokes of fate is presented by menacing
clusters with “gnashing sounds” created by brass and woodwind
instruments. And here also, in contrast to the aforementioned, the
mournful, tragically sounding lexemes of sighs and groans find their
way, preparing the appearance of the monodies of wanderers,
overcome with deathly sadness.

The most relief episode built on the theme of the composer’s
reflections on the fate of his native country is the scene after
Cordelia’s banishment, when the leit-theme becomes infiltrated with
motives of fate, menacing footsteps, the intonations of Shostakovich’s
“autograph,” which in combination with the immense mass scene
of the people bowing to the king recreates the image of sorrow of
a planetary sense. Here, once again, the crescendo motion of the
double expositions (the musical and the sonic-visual) results in the
accumulation of tragic semantical meaning.

Example 3 a. Screenshot from film “King Lear”
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Example 3 b. King Lear. Series 1. 18 min. 07 sec.—20 min. 37 sec. https://
www.youtube.com/watch?v=aVZirl-TPFs.

The mournful strokes of fate as a characteristic topos in the
music to “Hamlet” is connected with the image of the Ghost. Sadness
reigns in Hamlet’s consciousness from the very beginning. According
to Vygotsky, Hamlet “feels that there will be cause for grief—he
does not know yet, the secret has not been opened to him, but it
is encumbered in his soul... and from hence comes the deep, doleful
unease, unsurpassable in its intensity .. only the subconscious
subliminal sphere of his soul feels this, and he suffers from the yet
unborn, springing up knowledge” [12, p. 387].

Theimage of the Ghostis characterized by a depersonalized, supra-
temporal theme of heavy infernal gait, conveying the sense of the
impending catastrophe. In the scene with the queen mother Kozintsev
consciously abstains from the visual manifestation of the Ghost at the
moment of Hamlet’s vision of it. The film director even allows us to
hear his words. But instead of presenting the visual element, he brings
out into the forefront Hamlet shaken by horror, accompanied by the
leitmotif of his father. According to the observation of D. Fairfax,
“his image is thus present auratically, by having been synesthesically
paired with a musical refrain. There is no need to show the Ghost, as it
is evoked through other means, and Kozintsev thus ingeniously leaves
the objective reality of its appearance as an open question, to be
decided upon freely by the spectator” [15]2. In this episode the image
of the Ghost is revealed only by means of musical expressivity, the so-
called “substituting refrain” [a term of Marina Sabinina], and Hamlet’s
psychological characteristic features, while his outward appearance is
replenished by means of “intellectual mounting” [a concept of Sergei
Eisenstein]®. Such a fusion of expositions results not in the sum, but

8 Analogously to the Ghost, the auratic image of death was created by Shostakovich in the
movie “Pirogov.”

9 Intellectual mounting is not the “mounting not of the roughly physiological overtone sounds,
while the sounds of overtones of an intellectual type, that is the conflict-filled combination of
accompanying intellectual effects between each other” [11 p. 58].
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in their composition and, maybe to a certain degree, in which the
powerful accumulation of the tragic semantical meaning occurs.

Henceforward, the theme of menacing footsteps shall accompany
the image of Hamlet, appearing in the scene of the improvised
performance of the street actors, the episode of the queen mother’s
condemnation of him, the return of the prince to Denmark, the scene
of Ophelia’s death and the episode with the gravedigger, in the screen
episode of Hamlet’s fatal wounding, as well as in his funeral march.

However, the image of the heavy gait produces an intimidating
effect not only by its vociferous sounding, but also in the suppressed
soft one, as well. The grim footsteps depicted by the orchestras sound
in an ostinato manner in the depiction of the Ghost and accompany
his dialogue with Hamlet. But what is most interesting is that the
theme of the footsteps appears long before the appearance of the
Ghost himself and prepares Hamlet’s words: “My father’s spirit in
arms. All is not well.”

Example 4. “Hamlet”. Series 1. 14 min. 17 sec.—15 min. 17 sec: https://www.

youtube.com/watch?v=vaORGojXf8I.

The footsteps, hollow, yet precisely delineated in the orchestra,
are depicted in Hamlet’s monologue “To be or not to be?”, the light
footsteps with a dancing gait are recreated in an orchestra during the
actor’s narration about Hecuba, the short, disconnected steps can be
heard in the orchestra during the murder of the king, her husband,
the suppressed funereal steps—in the scene with Claudius before the
mirror. All of these metamorphoses show that the depicted events
do not occur without the participation of hidden, albeit extremely
powerful forces, while the music is brought into the scene on the
screen following the laws of symphonic development, i.e. with the
ceaseless elaboration of the chief musical themes and their conflicting
interactions. Consequently, the image of supernatural forces not
possessed of visual embodiment may be recognized by its traditional
auratic meaning, and solely through the means of music.

Compatible in both films is the musical depiction of the royal
court. In “Hamlet” it is ambiguous and is expressed in four elements.
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The first element is expressed by the heralding heavyweight
orchestral clusters which grew out of the chord theme of the Prologue,
resembling “strokes of the sexton” in “The Execution of Stepan Razin.”
They concretize the triumphant fanfares sounding at the ball.

The second element presents a stylization of pretentious “pas
in the motion of the gavotte, as well as the ceremonial festive
appearance of Gertrude with Claudius, in which their inviolable power
is demonstrated.

The third element presents the motions of Ophelia®®, which she
had learned by heart during her dance lessons, and mechanical in
character, in correspondence with Kozintsev’s conception. Such doll-
like imagery in Shostakovich’s music is brought out by musicologist
Vera Valkova into an archetype endowed with an evil character, not
infrequently changing into a frightening robot, and at times into
the image of death [16, p. 100]. The evil here is represented not by
Ophelia, but by the castle walls surrounding her as a prison and the
court intrigues destroying her life.

The fourth element is the generalized image of the court atmosp-
here, expressed in an aimlessly eccentric run against a continuous
toccata. The ceaseless fluster is also conveyed during the musings of
Hamlet, who is in doubt of his mother’s innocence.

Also, during the unhurried appearance of the actors on the street
before the Elsinore castle and the end of their conversation with the
prince and on the threshold of their going out on stage, there is a fast
gallop sounding off-screen, anticipating Claudius’ shameful reaction,
which is inactivated according to the principle of “being beside oneself
with rage,” i.e. losing one’s natural state of being. Such a phenomenon,
defined by Sergei Eisenstein as a “leap into the opposite” [17, p. 249], is

”

©During the time of the shooting of the film Kozintsev wrote to Shostakovich a letter with the
request to write a “Dance of Ophelia,” which would recreate the image of the sweet half-child
girl who “is turned into a doll, a wind-up toy with artificial movement and a learned smile...”
since he wished “to express by means of the monotonous mechanical quality of dance the
qualities of soullessness and inhumanity” [cit. from: 3].
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used here as direct pathetic composition: the standing person starts to
run, the silent person begins to scream. At that, it is a paradox that the
gallop begins subtly, in a hostile suppressed way, long before Claudius’
flight. And when it builds up to a rabid tempo, such a sumptuous
composition enhances unusually the sense of catastrophism.

In this scene the intensity in the accumulation of meaning
runs so high, that the vertical element of the two expositions, not
bearing the pressure, explodes, after which each of the expressive
elements (the musical and the visual) seems to reduce itself to the
level of absurdity. The music brings into motion all of the depicted
people on screen, including the orchestral musicians, who begin to
play some absurd buffoonish themes. Predicting the moral unmasking
of the king, it intensifies this event continuously, as a result of which
the cinematography “rouses itself,” and the tempo of development
accelerates remarkably. In this speedy race, an immense role is also
played by its outer “drive” by means of an unusual combination of
the majestic mournful march and horse galloping. At the same time,
the exposition of sound and image—the king—turns into a cowardly
madman, who, similarly to an animal, saves himself by flight.

The contrariety to this “explosion” of expositions is the prince.
However, he comprehends well and intellectualizes the “emotionally
charged idea” [to use the expression of Sigmund Freud], bringing
in a sense of “arbitrariness” (i.e. used in his own manner), merely
“covering” it by madness. Hamlet openly “drags” Claudius into his line
of actions of disclosing the latter’s crime by creating a living copy of
the otherworldly message from the Ghost. Consequently, what at first
seemed to be madness turned out to be in reality as real as it can be.

Example 5. “Hamlet”. Series 1. 1 hour 02 min. 15 sec.—1 h. 03 min. 50 sec.:

https://www.youtube.com/watch? v=vaORGojXf8I.

In “King Lear” there is satire present that is no less explicit. It can
be heard in the trumpet signals, which in the scene of gathering of
the knights for battle against Edmund Gloucester (artist Regimantas
Adamaitis) are built not on the sounds summoning people for the
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gathering, but on the swift scherzo-like musical themes. Concretely,
the satire is expressed in the figure of the Fool (artist Oleg Dal), who
in his dialogues with the king throws out bold incriminating retorts,
alternating them with a certain simple song performed in an almost
pattering manner and a subsequent incorporation of a lightweight
tune from the Prologue, which creates the effect of discrediting
the actions of the crowned elder. But what is most astonishing, the
satire in the role of the Fool during the course of the development
of the dramaturgy gives place to lyricism. Such is his tune at the
very end of the movie, acquiring the mournful-lyrical character with
hardly noticeable mocking echoes in the scene of Cordelia (artist
Valentina Shendrikova) bent over Lear, which is perceived as a bitter
summing-up “from the author.” Such a reinterpretation of the musical
theme demonstrated the relief manifestation of the principles of
Shostakovich’s symphonic writing, which in this fragment serves as an
expansion of lyrical imagery.

The intergrowth of lyricism in both films is the idea directed at
the manifestation of human traits in the protagonists. This is what
happens with Ophelia (artist Anastasia Vertinskaya), who prior to her
death frees herself from her conditional conventional frameworks.
In comparison with its stylized exposition, reminding of an image of
a wound-up toy, she appears in the image of a simple artless girl,
humming to herself the sad lyrical song “Bonny sweet Robin is all my
joy,” which conveys her presentiments of her death. The impression is
created that in such moments the girl seems to be more alive than she
was at the time of the dance. It is astonishing that the leit-timbre of
the harpsichord, which previously characterized Ophelia, is replaced
here by the expressive sound of the muted, almost speaking violin.
The harpsichord, too, seems to acquire human traits, rendering images
of short steps alternating with disconnected retorts. And the short
landscape-like musical motive associated with dispersing circles of
water seems to be absolutely new. It carries death and enlightenment,
what the subsequent screenshots of Ophelia drowned convince us of.
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Expansion of the lyrical sphere revealing itself in the music serves here
as a sort of compensation and “lightning rod” of the tragedy.

One of the most significant fragments of germination of lyricism
is the scene of Hamlet’s duel with Laertes (artist Stepan Oleksenko),
based on a peculiar parade of all the infernal forces (the dynamic
recapitulation of the musical themes of the Prologue), which includes
the themes of the royal court, menacing bass drum strokes, shots,
alarm bells and the theme of the Ghost seeming to speed in a demonic
gallop. It is astonishing, how it sounds triumphantly and victoriously,
intertwining with patches of the theme of the court, after which, after
exhausting its hostility, calms down, accompanying Hamlet’s quiet
passing onto nonexistence.

Example 6. Screenshot from film “Hamlet”

In the film “King Lear” the lyricism germinates in the scene of
Edgar Gloucester at the grave of his father (artist Leonhard Merzin). It
organically appears from the impendent silence disrupted only by the
howl of the wind. The mournful choral lament in the desolate space,
sounding softly at first as a symbol of the spiritual catharsis of the
elder Gloucester and an extended silence, acquires unprecedented
strength and during the course of a lengthy period of time (42.36—
46.50), growing to the significance of supra-temporal music, spreads
over a wide-ranging battle scene, associated with analogous episodes
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from World War Il. Once again, just like in “Hamlet,” in combination
of the composers’ reflection elucidating the visual element, there
occurs an “explosion” of both expositions: in the plotline there is
an unmasking of the negative characters (Goneril, Regan, Edmund),
the buildup of the death of all the main characters of the play, the
misfortunes of the people during the war, the scorched earth. And in
the music there occurs the theme of the sorrowful reflections of the
composer, interfused with the nation-wide grievous and at the same
time protesting angry cry, reaching universal significance (similarly to
the indignant cry of the people in the poem “The Execution of Stepan
Razin”), which in the gigantic space of the tragedy accumulates the
meaning of catastrophism to an ultimate degree of shock.

The protest music of an explosive character is also a manifestation
of human characteristics, which are expressed in the protagonists’
efficacy. The feelings of protest are conveyed most acutely in the
storm scene, most notably, not even as much the outward type, as
a phenomenon of nature, as the inner, taking place in the struggle of
the perturbative and penitential feelings of Lear (artist Yuri Yarvet).
This image is transmitted by a sort of “episode of invasion,” the sounds
of which are cut through by the desperate calls of the trumpet. In
order to intensify this effect, the music here is also mixed with non-
musical timbres, which seem to comprise its continuation. It seems to
grow from the howl of wolves and the wailing of the winds and then
passes back into them. The convergence of sonic and visual means
of artistic expression brings into the famous picture of the perturbed
natural elements and the tempest of the soul that extended meaning
generated by the integration of the visible and audible exposition.

Example 7. “King Lear.” Beginning of Series 2 up to 2 min. 17 sec.: https://

www. youtube.com/watch?v=BFkNen7sqwO.

And, finally, the grievous lyricism germinates in connection with
the sound-image of the bell, the herald of tragic events. In the film
“King Lear” the sound of the bell is used in the scene of the exemplary
test of daughterly love. The sort three-note motive of the bell (one
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of the versions of Shostakovich’s monogram theme) after Goneril’s
and then Regan’s answer (artists: Elsa Radzina and Galina Volchek),
appearing after the order to banish Cordelia, notwithstanding the
atmosphere of outward daughterly envigoration, sounds as a short
philosophical summary, in which in consequence of the seemingly
writhen and deformed information there is a concealed prediction of
the death of the protagonists.

Example 8. “King Lear” 11 min. 05 sec.—12 min. 04 sec.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

In “Hamlet” the bell strokes occur 25 times still before the
appearance of the introductory titles and during the time of their
demonstration, when there is no action yet, while the character of the
plot and its outcome are already foretold. Along with that the sound
of the bell is utilized in a poly-semantical combination with the theme
of the royal court, preceding the implied love scene of Claudius and
Gertrude. In such a mutually exclusive convergence of images the
incriminating-ethical essence of the film is revealed. But, altogether,
the appearance of the alarm bell in the orchestral score is usually
interpreted as a symbol of a nation-wide tragedy, accumulating its
meaning many times over.

However, what is most paradoxical is that in the second series of
both films, especially in “King Lear,” the authors almost completely
reject music, and the text for the most part comes without accompani-
ment. Such an ascetic use of the musical component expressed both
the contemporary understanding of the medieval epoch, and the
extraordinary instinct of the composer, who a while before, after
having watched the film “Michurin,” made the following utterance
about the role of music in movies: “music should sound only when it
is extremely indispensable” [cit. from: 3].

In such a manner, having started their work in cinema with
an overabundant usage of the simplest everyday type of music in
some films and diverse lyricism in others, in their late films—the
screen adaptations of Shakespeare Kozintsev and Shostakovich,
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on the one hand, consciously shortened the musical fragments,
having shown in the expression of the meaning the self-sufficiency
of the psychological play of the actors. But on the other hand, they
revealed the remarkable role of music as the analogy of the ethical-
philosophical conception of cinematized literary works, which not
only enriched their image-related structure, but also presented a
powerful means of accumulation of semantical meaning in the art
of the cinematograph. This phenomenon was used by them in the
multifaceted scale of emotional and psychological combinations:
from traditional vertical mounting of sonic-visual and musical-sonic
elements to their volatile opposition to each other, leading to a radical
transformation of dissimilar lines. Such a dynamic comprehension of
works of art, uncovering their innermost meaning and accumulating
a new meaning manifested the principles of intellectual mounting of
the highest order.
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O MY3bIKE A. LHOCTAKOBUYA

B HAPALLMBAHWN CMbIC/TIA 3STUYECKOM
KOHUEMUWUU ®NNTBMOB I. KOSUHLLEBA
«TAMJTET» N «kKOPOJ1b JIUP»

AHHOTauma. CTaTbaA NOCBALLEHA UCCNEA0BAHUIO POU MY3blKM B KLLEKCMU-
POBCKMX» GUbMAX, CO3AaHHbIX B pe3ynbTaTe BblAAIOLWErOCA COAPYKECTBA
I. KosunHuesa n [. WoctakoBuya. B ctaTtbe pacKkpbiBaeTcA OTHOLEHMWE pe-
uUccepa v KOMMO3UTOPa K POIY My3bIKM B KMHO, NOKa3aHbl CEMaHTUYeCKMe
ee CBOMCTBA, 3@ CYET KOTOPbIX YrNybaAeTcas CMbIC/ MPOUCXOAALLETO Ha 3Kpa-
He, YTO laeT BO3MOMXHOCTb CAeNaTb 3BYKO3pUTE/IbHbIE 06pa3bl bosiee Bbipa-
3UTE/IbHBIMM U }KUBbIMM, @ KOHLeNuuto — 6onee penbedHoin. ins storo LLo-
CTaKOBMY N0/1b30BA/ICA HE METOAOM MANIOCTPALIMM, @ XOPOLLIO NPOAYMaHHOM
pa3BETBAEHHOW CUCTEMOM My3bIKa/bHbIX XapaKTEPUCTUK, bnarogaps yemy
€ro KOrHUTUBHO eMKas M IMOLMOHA/IbHO IKCMPECCUBHAA My3bIKa B KOHTEK-
CTe KnHemaTorpadumyeckoro npovsseseHusa npruobpena cratyc ceoeobpas-
HOTO Y4YaCTHUKA AEeNCTBMA U CTaNa MOLLHbIM CPEACTBOM BbISABNEHUA SMOLLM-
OHa/IbHO-NCUXONOMMYECKOr0 COCTOAHUA repoeB, NpeacKasaHua ux cyaeb, B
YaCTHOCTU, U PA3BUTUA CIOKETA B LIE/IOM, @ B UTOTE — BbIAB/IEHWUA STUHECKON
KOHLLeNLMM aBTOPOB, B KOTOPOW NPOABUANCH U aBTOBMOrpaduIeckme YepTbl
LLlocTakoBnya. B TakoM AUHAMWYHOM OCMbICIEHUMN XY[0MKECTBEHHbIX NPO-
N3BeAEHWUI, BbIABAAIOLWEM UX IYOUMHHbIN TPArMyecknin CMbICA U HapallMBa-
IOLLLEM HOBBI, CKa3aMCb NMPUHLMMbI MHTENIEKTYaIbHOTO MOHTaKa BbICLUe-
ro nopagka.

Kntouesble cnosa. famner, Koponb /np, Mpuropwuii KosunHues, Amutpuii Wo-
CTaKOBMY, peXMCCEP, KOMNO3UTOP, 06pas, CMbIC/, My3blKa, My3blKaabHas
Tema, MHTOHaUWA, CKOpbb, IMPUKA, BEPTUKA/bHbLIA U UHTENNEKTYabHbIM
MOHTaX
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Coppy»KecTBO pexuccepa M KOMNO3UTOPA B KMHO — ABAEHUe
3aMeTHOoe, HO B OTeYeCTBEHHOM KMHOBEAEHUWN Hef0CTaTOYHO uccne-
[oBaHHOe. B »XaHpe OTeYeCcTBEHHOIO UCTOPUYECKOro Gpuabma WNPo-
KO M3BECTHbI Bblaatowmecs coBMecTHble paboTbl C. Mpokodpbesa U
C. di13eHwWwTeMHa «AnekcaHap Hesckuit» n «MBaH Mpo3HbIn». B Kome-
amn — cotosbl U. AlyHaesckoro — . AneKkcaHaposa, T. XpeHHUKoBa
— W. Moipbesa, I nagkosa — M. 3axapoBa; B 3KpaHM3aLMM oTeye-
CTBEHHOW Knaccuknm — B. OBUMHHKMKOBaA — C. BoHAapuyKa. bonbyto
PONib B UCKYCCTBE KMHemaTorpada cbirpana pabota 3. AptembeBa B
aHcambnsax c A. TapkoBckMm, H. Muxankosbim, A. KoH4YanoBCKMM. Mbl
e 06paTMMCcA K YHUKaZIbHOMY COAPYKECTBY PEXMUCCEPA U KOMMO3U-
Topa B KMHO — [puropuio KosuHuesy u Amutpuio LLloctakosmnuy, co-
BMeCTHO npopaboTtaslumnx B TedeHMe 40 nNeT U co34aBLUMX U3BECTHbIE
dunbmbl: «HoBbI BaBunoH», 1929; Tpunoruto o Makcume («HOHoOCTb
Makcuma», 1935; «BosspaweHne Makcuma», 1937; «Bbiboprckas
cTopoHay, 1939); «Muporoe», 1947.

B HeKoTOpbIX paHHUX cOBMeCTHbIX paboTtax KosnHuesa—LUocTa-
KOBMYA My3blKa bblia npeacTaBaeHa B BUAE NeCEHHO-TaHLEBAbHbIX
YKaHPOB M PEBOJIIOLMOHHbIX MECEH U MapLLei, KOTopble CONPOBOXAA-
NN faXKe IMpUYecKne KMHO3NU3oAbl, NoaobHo npeaduHanbHOM cue-
He npouwaHusa (B punbme «Bbiboprckaa ctopoHa: 1.47.52-1.48.50).
MNopo6Haa My3blka MMena 3Ha4YeHWe CBOero pofa AOKYMEHTMPOBA-
HMA 3NoXK. N TaKMX AOKYMEHTOB B KMHO OblN0 Hemano. OHW Yepe-
[0BaAIUCh C ObITOBbIMM KaHPaMU, KOTOPbIE TOXKE OblNN XapaKTepPHbI
ans Toro sBpemeHun. Mponor punbma «KOHOCTb MaKcmar, rge Boccos-
[aBannCcb NPeAHOBOrogHME TyNAHUA, OTKPbIBAJCA My3bIKOM ranona,
Ha KOTOPbIA HaKNa4blBanoChb 3ByYaHME KpaKoBsAKa. B uenom mysbl-
Ka/IbHYl0O OCHOBY COCTaBAAAM OMEPeTOYHO-LUMPKOBAA My3blKa, a Tak-
e NnosibKa v BbIToBOM Basibc 6€3 CONPOBOXKAEHMA UM NOA FAPMOHb.
MHorokynieTHble NeCHU UCNONHANUCH LLeJIMKOM, @ CUTYaLMA BO MHO-
TMX 3NM3043X OCTABAlACh CTaTUYHOM.

1 3pecb 1 ganee undpbl 0603HaAYAOT XPOHOMETPUYECKME AaHHbIE PaCCMaTPMBAEMOrO 3Mn30-
na B dunbme.
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OpHako 6bl1o 6bl owKnboYHO roBopuTb, YTO LLlocTakoBuu ans
KWMHO MWCAn TOMbKO KAaHPOBO-ObITOBYIO My3bIKYy. B Apyrnx paHHMX
paboTax, Kak, Hanpumep, «HoBbIM BaBunoH» (a no3gHee — B 3ame-
YyaTeNbHOM pOMaHce U3 KMHoPUAbMa pexunccepa A. PalHUuMMmepa
«0Bog», 1955), my3bika LLlocTakoBMYa HOCKMNA IMPUKO-POMAHTHYeE-
CKUI1 xapaKTep!?. Ho He TonbKo. J/InpuKa B «HoBOoM BaBmaoHe» nons-
NANAcb NMWb B CLLEHAX MOKAa3a Nto4en-TPYKEHMKOB, B 0COBEHHOCTH,
rNaBHOM reponHn — dpaHLy3cKon npoaasLymubl Jlymusbl. B 06pucos-
Ke e BNacTb MMYLMX — YrapHbIN ranon, o6AnYaBLwnim nx npasgHyto
Xu3Hb. OgHaKo, No Npu3HaHuio camoro LLlocTakoBMYa, OH, co3aaBas
My3bIKY K 3TOMYy GpUIbMY, MeHbLLE BCETro NPUAEPKUBANCA NPUHLMMA
06A3aTeNIbHOM NOKaAPOBOM UANOCTPALINM: KA UCXOAW, T/TaBHbIM 06-
pa3om, OT [MaBHOro Kagpa... OcHoBHan ee [Mmy3blkn. — MLK.] uenb —
ObITb B TEMMNE U PUTME KapTUHbI U YCUIMBATb OT HEE BNevaTieHue.
Al cTpemmaca NpuaaTb My3biKe, MPU HAIMYMUM HOBU3HbI U HEOBbIYHO-
CTW, AMHAMUKY U NepeaaTb naTteTuKy “Hosoro BasuaoHa”» [2].

Mocne KapTuHbl «MpoOros», HeAUWEHHON HEKOEro CXemaTus-
Ma, . Ko3nHueB, BOCXMLLEHHbIV My3blKoi LLlocTakoBuYa, nucan emy:
«fl y>Ke MHOrO JIET Noparkatoch. Ycabiwas Bally My3biKy, s C/blLLy CBOW
3ambicen — camoe B HeM 4S9 MeHAa goporoe» [uuT. no: 3, ¢. 100].

TnaBHbIN repoli duabmMa — BblAAMOLLMINCA PYCCKUIM XMpypr HuKo-
navi MeaHoswuu Muporos (apTuct K. CkopoboraToB) — NpoM3HOCKT Na-
TPUOTUYECKME MOHOOM, @ My3blKa cnefyet 0bblMHOMY ANS Tex et
«PEernameHTy»: HapogHO-NeceHHbI GOHA, BKAOYAOWMI necHn b6es
CONPOBOXAEHWA, B TOM YMCNe CBafeOHbIE U LIYTOUYHbIE; PECTOPAHHO-
WMHCTPYMEHTA/IbHbIN GOH, NepenatoWnii NbAHbIA yrap noceTutenen,
MY3blKa/IbHO-MAaPKOBbI KOHTEKCT, MOKa3blBalOWMIA Atogen Ha oTabl-
X€, W, HAaKOHeL, UANOCTPAaTUBHO-NPUKAALHAA My3blKa, 3ByYallas Ha
obpalleHHbIX K Mporosy cnosax ero Konnern: «KusHb NPoxoguT,
BCKayb MYMTCA, @ Tbl €€ He 3ameyvaellby (3a Kagpom Nerknin ranonuk);

2 Mysbike LLlocTakoBMYa K paHHUM GUIbMaM, CAENaHHbIM B COAPYXHeCTBe C KO3MHLEeBbIM, No-
CBALLEHO uccnegoBaHue [xoaH TanTyc [1].
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«B KM3HW OO/MKHbI BbITb PagocTU» (MoLLHOEe 3ByYaHWe BEHCKOro
Ba/sibca).

OTMeTUM U ABa YCTOABLUMXCA 06pa3a — KONOKONA Kak CMMBOAA
Poccuun, onacHocTuy, aonra (OH BKIOYaeTCs B MOMEHT Mpu13biBa Bpa-
yel K npucare) u curHana Tpybbl — BOCXoAALLErO M3 IMyOUHbI BEKOB
NnpusbiBa K Hayany AeicTBUA (aHanorMyHoe Ha4vasno UCNOoNb30BaHO B
paHHel pabote LWoctakoBnya — mysbike K ¢uabmy «Hosbln Basu-
noH»). Cono Tpybbl 34ech JaHO B COCEACTBE C MOBECTBOBATE/IbHO-/U-
puyeckon Temown, npeapocxuuiatollet obpas MUPHO co3naatowen
CTpaHbl U3 «JleHnHrpaackoi» cumeboHum LLlocTakoBmya, To ecTb 06b-
E€KTUBHbIN KyNAeTHO-NEeCEHHbI AOKYMEHT 3MNOXM 34eCb 3aMeEHEH Ha
HEeYTOo INYHOCTHOE — JIMPUYECKOE BCTYMN/IEHME OT aBTOpa».

B npuBeaeHHOM TonocHOM Habope NpopacTatoT U HoBble 06pa-
3bl — TparmMyecKkue u rpoteckossble. MepBble — pa3BeTB/ieHHble. Cohe-
pa Tparnyeckoro B ¢punbme «Mnporos» BHayane NposBAAeTcA Ucnoa-
BOJIb — B CBA3M C 0Bpasamu anuaemmm xonepsol, a B npeapuHaibHoOn
YacTM KapTUHbl (NpM obHapy*KeHun 6onesHn Mnporosa Ha croBax:
«[ante MHe, rocnoga, KTo-HMbyab NONUTb») KOHKPETU3MPOBaHa 3/10-
seweli memoli, KoTopaa nepepacTtaeTr B obpa3 obocTpeHHoro bec-
nokonctea nepen 6utsoi 3a Cesactononb. OHO NepesaHo B INYXOM
HarHeTaHWM OCTMHATHOrO MOBTOPA OAHOrO M TOrO Ke 3BYKa, o/iuLe-
TBOPAIOLLEro COCMOAHUE HAMNpAMeHHo20 oxudaHusA. OKasbiBaeTcs,
3TO TO/NIbKO $GOH, HA KOTOPOM BO3HMKAET ANUTE/bHbIN 3NU304, MAUH-
CMBEeHHbIX Wa208, KyNbMUHUPYIOLLMIM B NoBegHOM mapLue PyCcCKuX.

Ho rnaBHoe — 3TO elle oAHa TeMa, KOTOPasi, XOTb U OTHOCMUTCS K
chepe Tparnyeckoro, ABAAETCA ApamaTUUYECKU-AENCTBEHHOM, acco-
LUMPYIOWENCA CO MHOTUMW OCTPO-HANPAXKEHHbIMM, «B3PbIBYATLIMMUY
Temamu LLloctakoBuya. OHa 3BYYUT B MOMEHT Nepesayum nog/0xKHoro
HapKo3a HM 0 YeM He nogo3peBatolemy MNMporosy, NpUCTyNatoLWeEMy
K onepauuun 6onbHoro. B Helt coBmewatoTcs U obpas onacHocTH, U
CcTpemeHue ee NpeaoTBpaTnTb. OTHECEM ee K IPOMeCcmHbIM memam.

HakoHel,, rpoTeckoBbI MK cMmepTh (4To HeceT ¢ coboi annae-
MW XONEepbl), KOTOPbIN BbIPa)KeH B YCTPALLAMOLLIEM U TOPKECTBYIO-

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 165 THE ART AND SCIENCE OF TELEVISION



Wem a2uMHe, «3aKpy4yeHHOM» Ha Hayasne obopoToB cekBeHuuu Dies
irae (deHb rHeBa), KoTopaa co BpemeH CpeaHEeBEKOBbA CUMBO/IU3M-
pyeT CyaHbIi AeHb.

B uesnom, KOMMAEKC UCMO/b308AHHbLIX «HOBbIX» MY3bIKA/bHbIX
mem 8 ¢uneme «llupo2oe» bbla HANPABAEH HA BbipaMdEHUE MpPeso-
au, uzsecmusa o6 onacHocmu, co30aHUSA MCUX0A02U4EeCKo20 COCMOS-
HusA 2epoes Ce8aCcMOnonA, KOHKpemu3ayuu HeaudumMoz0 /UKA cmep-
mu. Bca ama mpaauveckas o6pazHoOCmMb 8 Hempa2uyecKkom usnbme
8 COYEMAHUU My3bIKU CO 3pUMmesibHbIM PAOOM opoXAana Hosevle Cu-
Hecme3suliHble c/0U 8 80OCMPUAMUU COOePHAHUSA, NMPUOABaAs CMbICAY
60bWYI0 3HAYUMOCM®.

MCTOYHMKOM TaKOro HapalMBaHMA CMbIC/Ia ABMAOCH OTHOLLEHME
LLocTakoBMYa K My3blKE B KMHO, KOTOPOE 3aK/l04asocb He B My3bl-
Ka/NbHOW WAMIOCTPALMM KaxKaoro Kaapa, a B XOpoLwo MnpoayMaHHOM
cucTEME My3bIKa/bHbIX XapaKTepUCTUK. B Hell cdopmuposanmch Te
NPUHUMMbI, KOTOPble OblIM PasBUTbI B «LIEKCMUPOBCKUX» dUIbMax
KosmHueBa u LLlocTakoBWYa, rae My3siKa U3 MNPUKAAOHO20 3HAYeHUs
nepeuwina 8 cmamyc y4acmsuka 0elicmeus u cmasna cpedcmsom 8bise-
/IeHUA KOHUenuyuu asmopos. Takoe persmnccepckoe NoHMMaHMe poau
MY3bIKM B KMHO ucxoguno u3 ybexaeHua KosmHueBa, 4to «obpasbl
BO3HMKAIOT HE TONbKO “BUAMMbIMUK”, HO U “CAbllMMbIMUK” », @ My3blKa
ABNAETCA «NJO0TbO KMHEMATOrpaduieckon obpasHocTU» [UuT. no: 3].

Y106bl NpoaHanM3MpoBaTb MNOAOOHYIO MHOrOM/IAHOBYHO 3BY-
KO3pUTENIbHYI0 00Pa3HOCTb, OCTAaHOBMMCA Ha [ABYX BblAAMOLLUXCA
aKpaHum3aumax Y. lWekcnupa I KosnHuesbim B coapyxectae ¢ [. LWo-
cTakoBuyem: «famnet» (1964) n «Koponb Ninp» (1970). HauHem ¢ npe-
AbICTOPMU, C MOMEHTA, Koraa pexkuccep B 1953 roay, Hayas paboty
Hag, cueHapuem K dunbmy «lfamnet», B NO3ApaBUTENIbHOM NUCbME
LWocTtakoBuuy c ero 50-n1eTvem Bbipasu/ K HEMY CBOE OTHOLLEHME:
«KaK MHOrO 3Ha4Mn0 W 3HAYMUT AN MeHA Bawe mckycctso, Aa 1 Bbl
caMu. B yepHble MUHYTLI (a MX Tak MHoro!) A BcnomuHatlo Bac v ay-
Malo: KaKas e Be/IMKas cuia 3ak/toueHa B Bac, uto “camble KpynHble
Kanumbpbl apTUAnepun” HAYEro He MO cAenaTthb ¢ Bawen mysbIKoW.
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M 4TO Halwe BpemA — CO BCEM 3aK/IIOY4EHHBIM B HEM, U BEJINKUM, U
yXKaCHbIM — 3aneyatsieHo Bamu, 6e3 TeHU Npu3HaKa yrogHU4ecTBa,
pacyeTa — 3anevyaT/IeHO C TaKOW CMUJI0M NPaBAbl U BblPaXKeHMA UCKYC-
CTBOM, YTO AyX 3axBaTbiBaeT» [UuT. no: 3, c. 99].

A nocne Bbixoaa punbma B cBeT, B 1968 rogy npeanoxun LocTta-
KOBMYY HanucaTb My3blky K ¢unbmy «Koponb Jlp». OgHako Slopen
deit 3ameyvaeT, YTO KOMNO3UTOP (HECMOTPA Ha TO, UTO OH, Kak nucan
. Painnn, 6bin HeobbluanHO AOBOMEH CBOEM NAPTUTYPOI K duabmy
«famnet» [4]) nepBOHaYaNbHO XOTeN MPUrAalLeHNE OTKAOHUTb, BO-
NPeKM TOMYy, YTO pexunccep, NamaATya O He340POBbE KOMNO3UTOPA M
obuiei ero yctanocTtu, noobelan, 4to B aHHOM Cy4ae My3blKaJibHO-
ro matepuana notpebyeTcs cyLLecTBEHHO MeHblLUE, YeM K Mpoussese-
HUIO-NPeaLWecTBEHHUKY [5, ¢. 267]. Mo3aHee, 0AHAKO, BbIACHUAWCH U
CYLLHOCTHbIE NPUYUHBI ero KosiebaHuit. OgHa — 3TO HENPUATUE OTHO-
LWEHUA K My3blKe B KMHO KaK K NoAYMHEHHOMY POHOBOMY CpeacTBy.
Mcaak MKnKMaH pacckasbliBa, YTo NOC/E NePBOM Nepe3anmcu My3blku
K ¢unbmy «lfamnet» 6eaHbin LLlocTakoBMY «Oropumnsicsa, NnocMoTpeB
nepBbli Pa3 KapTUHY, B KOTOPOM My3blKa bObla 3ax7aMNeHa LWyMOM
MOp#A, BOEM BETPa, CTYKOM KOMbIT, PXKaHWEM KOHEeN, LWypliaHuem
LUIE/IKOB, CKPMMOM MOAbEMHbIX MOCTOB etc, etc, etc. MeHa 3To ToXKe
0oropumno, 1 A noTpeboBan CHATbL 3TN “npaBanBble” WyMbl M AaTb pas-
rynateca opkectpy. KosnHues obelan ato caenatb. OH, AeCTBUTE b-
HO, 33 Noc/ieAHne AHM Bbirpeban N1onaTom sSTOT KNHOPEANNCTUUYECKUIA
xnam» [umT. no: 3J.

[Opyraa npuunHa bblna BbiCKaszaHa B nucbme K M. LWarunHaH, roe
OH CETOBAJI, UTO €r0 ¥KeSlaHUAM HanucaTb My3blKy K «Koposto Jlupy»
B KayecTBe OPWUIMHANIbHOTO OTAENbHOIO MPOM3BEAEHUSA HE CyXKae-
HO 6bls10 CObITbCA, paccMaTpMBas O4HOMMEHHbIA duabm KosmHuesa
JIMLWb KaK NepBbliA My3blKa/ibHbIM abpuUC COUMHEHUS Ha AaHHbIW Cto-
»ert [5, c. 267].

W nencTeuTeNbHO, elle nepeq co3agaHnem ¢uabma «framnet» Ko-
3UHUEB, HanpaBnsaa ¢aHTasmto LLlocTakoBMYa, NPEANOXKKUN eMmy CBOE
NOHMMaHME My3blKaibHOro cogeprkaHua B punbme. O. lombpoBcKas
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NPUBOANT NOXKENAHUA pexunccepa, caenaHHble B KOHUe 1963 roga, To
ecTb elle 3a rog, A0 co3gaHua «famneTtar»: «Y Hac Kak BbyaTo A0MKHO
ObITb A4Ba OTAENbHbIX OPKECTPa, PA3HOro CTUAA My3blKK. YTO an ro-
BOpSA, “OT aBTOpa” — COBPEMEHHbIN CUMPOHNYECKUI OPKECTP U POL
CTUIN30BaHHOMO CTAPMHHOIO OPKEeCTpa — MPUHALIENRHOCTb CAMOro
aencteua. MNoa BTOPbIM pasaesiom s NOHUMA0 ABOPLIOBYIO MY3bIKY:
¢daHdapbl Ha BKYC KOPO/iA, BOEHHbIE INTaBPbl, My3ULMPOBaHWE NpU-
ABOpPHbIX Aam, obyyeHne Odenum TaHLaM, MOMKET ObiTb, KaKON-TO
pomaHc. Cloaa e 1 6anaraHHbI OPKECTP, NPMBE3EHHbIN KOMeaUaH-
Tamu: Tpy6bl — BCTYMN/IEHME K CNEKTAKAIO, AKUra, HABEAEHME CTPAXoB
AN KpoBaBoW mesioapambi» [3].

MoAacHsA TaKkol cnyxoBok psag, JombpoBCcKas NULLET, YTO «HWU O4-
HOWN “06pa3HOl XapaKTEPUCTUKM” U NPU 3TOM — KaK MHOIO CKasaHo
0 “xapaKTepe My3blkn”» [Tam xe]. Ho ¢ 3Tum TpyaHo cornacuTbea. Pe-
Xuccep HeobblYalHO YYTKO pasaenivn Bce CAbILMMOE NPOCTPAHCTBO
byaywero ¢uabma Ha Tpu cdepbl: Tparmyeckmini obpas «oT aBTopay,
napagHo-NycTon — ABOPLIOBbIN C MPMMBbIKAOLWMUM K HeMy BanaraHHo-
LWYTOBCKMM M yCTpaLUatoLLas *Kura (B KUHO — ranon).

Y10 Kacaetca nocnegHero npurnawenma LWoctakosnya KosmHue-
BbIM, TO, MO MHeHuto T. Moop, pexuccep NPeaNoKuUa KomnosuTopy
€03/aTb My3blKy K «Koposio /lupy», noTomy 4to oH obiagan cnocob-
HOCTbIO MMCATb My3blKy, YTO Bblparkasna NoAJ/IMHHbIE YyBCTBA /toAei
B TO BPeMs, Korga «npasaa B NybAMUYHbIX U Aaxe 4YacTHbIX becegax
6bina geduumntom» [6, c. 150]. Mostomy my3biky B cueHe Kopaenunu
pexuccep NPeacTaBAAn KaK «rooc UCTUHBI» [6, c. 150]. Kpome Toro,
yBUAEB B 3TOM GUAbME KAapTUHbI BOEHHbIX 6eacTenii, Moop BepHO
noAmMeTMNa X CBA3b C 0bpasamum BTOPOI MUPOBOM BOMHbIY,

Cymmupysa 3Tu cyaeHusA, no3Boto cebe BbiCcKasaTb elle 04HO,
npeanonaratouiee nNpuynHy cornacua LLlocTakosBuYya y4acTBoBaTb B

3 No ee cnosam, «nponsseaeHun LLiocTakoBMYa BbiPaXKau JIOACKOE rope Yepes TpaBmy U no-
TEpW BOWMHbI, YTO TOXKE ABWUIOCH YaCTbiO KO3UHLEBCKOrO BIMAeHMA “JInpa” u Apyroi Knouesoi
NPUYMHOM COTPYAHUYECTBA C KOMMO3UTOPOM: “NNay BOMHbI, PaspbiB Yepe3 HEMOTY /eT, Yepes
TNYXOTYy BPEMEHW J0MXKeH bbln 6bITb yenbiwan”» [Ibid, c. 150].
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060MX WeKCNnpoBCcKnx dunbmax KosmHuesa, — sldeHue 8 omaep-
HEHHbIX, 0OUHOKUX U npomusocmoauux obwecmsy obpasax lam-
nema u Jlupa cxodcmeo ¢ camum coboli u HeKomopbIMu c8oUMU
cobcmeeHHbIMU Yepmamu xapakmepda. O HUX y)Ke Noc/ie CMepTy
LWocTtakoBuua nucan freopruit CBMpPMAOB, KOTOPbIN NPU KU3HU CBOE-
ro yuutens, 6biBano, He3acNy»KeHHO ero KpuTuKosan: «foBopaA o ero
MPEeKPaCHbIX YE/IOBEYECKMX KAYeCcTBax, A XoTes bbl Npexkae BCero cka-
3aTb O €ro Henpek/JOHHOM MY}KeCTBe, Bbi3blBalolem rybouyaliwee
yBarkeHne. MArkui, ycTynumBbliA, HEPELIUTENbHbIM noayac B 6biTo-
BbIX [ie/1aX, 3TOT YE/I0BEK B [TABHOM CBOEM, B COKPOBEHHOW CYLLLHOCTU
cBoew bbln1 TBEPA, KaK KpemeHb» [uuT. no: 7, c. 93].

N3 3Toro cy:aeHua CTaHOBMTCA OYEBMAHbLIM, YTO M3HAYa/bHO
LLlocTakoBuu, XOTs M BblN1, €CTECTBEHHO, NOA BNAACTbIO MHMLMATMBbI Ko-
3MHLEBa, BCE e 0CTaBa/icA BepeH cebe, MU M3HavaibHOE AOMUHUPO-
BaHWMe pexmnccepa He CKOBbLIBAIO €r0 CO3HAHME, @ B KOHEYHOM cyeTe
[aBano KOMMNO3UTOPY TBOPYECKYIO cBOOOAY. 3ambicaibl 0boux nexa-
AU 8 NMA0CKOCMU 3muyecKoli udeu 8 coomeemcmeuu ¢ KOHYenyus-
MU 08yX WeEKCnuposcKux mpazeduli, B OCHOBE KOTOPbIX HaXxoAnA0Ch
HPaBCTBEHHOE UCMbITaHME YEe/I0BEKA, NEPEKMBAEMOE UM BHYTPEHHE,
NMCUXOIOTUYECKU. A «BHYTpPeHHee», no cnoBam A. MuxainnoBsa, ecTb
TOT »Ke TeaTp, TOT XKe MUp, «rae ecTb Hebo u aa, rae BegeTca Henpe-
CTaHHaA bopbba mexay 4obpoaeTeEN MM N MOPOKaMM, BbICTYMAKOLLIN-
MW BMOJIHE aKTUBHO M CaMOCTOATE/IbHO, KaK O/IMLETBOPEHHbIE CUAbI,
CTpeMALLMEecs NOKOPUTb MO BACTb CBOIO /0AEN — OAHOrO, Kak U
BCEX, “MeHn”, KaK n BcAkoe gpyroe “a”» [8, c. 132]. B nepedaye ma-
K020 BHYymMpeHHe20 mMupa 2epos mMy3bika LLlocmakosu4ya, ocmasascs
Heombvemaemoll 4Yacmoero 38yKO3pumenoHo20 06pasa, 6bINOoAHAAD
e08a /U He 21a8Hyo posb. MO3TOMY Mbl COCPEAOTOMMM HA Hel 0co-
60e BHUMaHMe.

B oboux ¢punbmax-tpareamnsax rnaBHble repou, TepAas 6aU3KKX,
HEOXWAAHHO CTa/IKMBaA/IMCb C OFPOMHbIM MacwTabom 6eacTBuUA,
pa3pasMBLUMXCA B UX CEMbSIX, KOPOJEBCKUX ABOPaX, rocyaapcrsax.
3T repom AoAXKHbI Bbln pa3obpaTbca B NpUUMHAX KaTacTpodbl U ee
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yCTpaluatolei ackanaumn. [laHHoe cTpemsieHne 06A3bIBas o KOMMNO-
3uMTOpa nepenaTb B My3blke 38yKO0OPA3 MbICAUMENbHO20 Npouecca
(HanoMHMM, YTO raBHOE opyKue FamaeTa — 3To MbiC/b). Bo3morKHO-
CTbiO BOCMPOU3BEAEHMA TAaKOro 3ByKoobpasa obnagan Loctakosuy.
Ero otnMyano «ocoboe eguMHCTBO MHTENNEKTYa/IM3Ma U HanpsyKeH-
HeMLero sMOLMOHaNN3Ma», e «YYBCTBO MHTENIEKTYaIM3UPOBAHO
M YTOHYEHO, @ MbIC/Ib HAaKANAETCA 40 TaKOWN CTeNeHU, YTO CTAHOBMUTCA
OCTPbIM NepexunBaHnem» [9, c. 77].

LLlocTakOBUYEBCKME MHTOHALMW XapaKTepu3oBaancb Heobblyali-
HOWM KOTHUTUBHOW eMKOCTbio. OHU Hecn B cebe ceMaHTUKY Kak aane-
KMX cpegHeBeKoBbix 06pa3os, Tak U HeAaBHENW UCTOPUM CTASIMHCKUX
BPEMEH, KOrga cam KOMMO3UTOP Nepexkun rogbl Ny6an4HOM Tpasau.
B cBA3M C 3TMM B 3BYKOODOPa3 MbICANTENbHOIO npouecca B obounx
dUNbMaXx BNOXKEHbI U lyMbl FEpPOEB O CBOUX Tpareamsx, U Nepexmnsa-
HWA camoro asTopa. Moyemy aBTopa — NOTOMY YTO OH Be3je OMmy-
3blKa/IMBaeT cBOM aBTorpad (M3BECTHbIM KaK «KMOTMB—MOHOrpamma»
AN «TeMa—MOHOrpamma») — MHULMAA UMEHU N Haya/ibHble BYKBbI
damunmm Schostacovich, B pesynbTaTe yero BO3HMKaeT y3HaBaemas
MHTOHauua D-es-c-h. B Hel nepepaeTtca HanpaAXeHHaas MbICAb U LWN-
POKWUIA CNEKTP 3MOLMOHA/bHbIX COCTOAHWUM, KOTOPbIE CBA3aHHbI C 06-
pasamu npeogoneHus, coyetatowmmucs y LLloctakoBmya «c ocoboi
“TAMKKOCTbIO” BOKa/IbHO-pPEYEBbIX MHTOHALUMIA» [Tam e, c. 45].

Tema-moHorpamma LLocTakoBMYa MPOHU3bIBAET NEUTMOTUBHYIO
cucTeMy B ero Mysblke K obomm duibMam M co3gaeT IMOLNOHabHO-
NMCUXONOTUYECKUI KOHTPANYHKT K UX 3pUTenbHomy psagy. B «famnete»
BM3yanbHaA 3Kcnosuuma obpasa 3amKa INbCUMHOP CKNaAblBAeTCa U3
6e3/1104H0-CKaIMCTOro MOPCKOro neinsaxa, ropawero ¢akena Ha poHe
KaMeHHOM CTeHbl MPaYHOro CPegHEBEKOBOrO 3aMKa, CNyLeHHbIX Tpa-
YPHbIX $GN1aroB, CTPEMUTENBHOM CKAYKW BCAZHUKOB, CELWaLLMX K MecTy
npouvcluieaLwen Tpareamm, MacCMBHOIO NOAbLEMHOIO MOCTa, C/YKaLLEro
BOPOTAMM 3aMKa, M yCTPALLAOLLE ONYCKAIOLLENCA PELLETKN C OCTPbIMM
3ybLuamn, HaMepTBO 3aKPbIBaAlOWEN COODLLEHME C BHELWIHUM MUPOM.
A nog KoHel, ewe ry6oKuii poB C YepHOI BOAOM, OTKYAA HET CNaceHus.
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Mpumep 1 a, 6. Kagpol n3 dunbma «famnet»

My3blKanbHasA 3KCNO3MLMA, NPOHN3aHHAA TEMON-MOHOrPaMMONn
LLlocTtakoBKYa, OTKPbIBAET LIMPOKOMACLWITAOHYIO MaHOpamy HaaBuKe-
HUA KaTacTpodbl M cKopbu, KOTopas OCHOBaHA Ha B3aMMOAENCTBUM
FPO3HbIX U IMPUYECKUX TEM:

— MHOTOKpPaTHble OPKECTPOBbIe K/AcTEPHbIE «yAapbl», Bbi3blBa-
towme B NamaTh NOXoXKMi 06pa3 B BOKa/IbHO-CUMPOHMYECKOM Noame
LocTakoBuya «KasHb CtenaHa Pa3nHa» Ha c/ioBax «AbsAK MHe 6un ¢
OTTSXKKOM B 3ybbI» (MO3ma HanucaHa B TOM e, 1964 rogy, 4to u my-
3blKa K KUHOPUAbMY «[amneT»);

— B 3TON cdepe AelcTBYET ewe oAnH — UHepHanbHO-ycTpa-
LaoWMin 06pa3 TaMHCTBEHHbIX LUAros, BOCCO34aHHbIX B OpKecTpe (B
AanbHelLWeM KOHKPETU3MPOBAHHbIN B cBA3M C Mpm3pakom oTua Mam-
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NleTa N KpaTKOM ero pemMMHUCLEHUMEN B IETKUX LIAXKKaxX Uaywen K
Boge Odenunmn)'4;

— Tema CKopbHO-reponYecKoro NoXopoHHOro mapLua, 3By4yalas
Ha «BbICOKOM rpagyce noTpaceHua» [BbipaxeHue C. di3eHwTenHal;

— Tema pasgyMuii aBTopa B COYETAHUM C Hamn/biIBaMW CMMBO/A
LIaros.

B KoHue lMponor HeoXMAaHHO 03apAeTCcA KpaTKUM, MUCTauBalo-
WMm B adMpe xopasbHbIM MIHOBEHMEM, CBA3aHHbIM, NO BCEN BUAM-
MocCTH, € anuTadumelt famnety. BmecTte c Tem 34eCb CKpbITa U U3BECT-
HasA [0/1A ropbKO MPOHUU, TaK KaK B [laHUU—TIOpbMe NPOCBET/IEHUSA
ObITb HE MOI/IO0.

MpucoeanHUM cloga elle Kak bbl BHEMY3bIKasbHble 3BYKOBble
06pasbl: HabaTHbIN KO/IOKOA, OMOBELLAOWMI O HECYaCTbe, YeTblipe
nyLeYHbIX BbicTpena, nnad lepTpyabl Ha rpyav Ffamneta (aprt. 3. Paa-
3MHb U . CMOKTYHOBCKMIM) 1 rPOXOT rynkoro 6osblioro 6apabaHa, co-
6upatoLLero Hapoa Ha NaoLWaam, KoTopblii oTaenset MNposor oT Havyas-
lwerocs AeWCTBMA NO NPUHLUUMNY HANOXKEHUA OOAHOTO TEMATUYECKOTrO
maTepuana Ha Apyroi. Becb 3TOT «BEPTUKA/IbHbBIA MOHTa)» [MOHATUE
C. Jii3eHwTeltHa]®, OCHOBaAHHbIA Ha ABYX 3KCMO3MLMAX, KOTOPble
AaHbl B OAHOBPEMEHHOCTM, HEe TO/IbKO NepesaeT AyX BPEMEHMU, HO U
BBOAUT B «NPOCTPaHCTBO Tpareaun» Lllekcnupa [noHatne I. KosuH-
uesa). HapawusaHue mpazeduliHo2o CMbiCaa 30ecb MPou3oWso 8
pe3ysibmame MOHMaAM A 08yX KOHUenuuli: u pexuccepckozo, U Kom-
nosumopckozo sudeHus lNposnoea.

1 HanomHMM, YTO TeMa LWaros, MUCMo/ib30BaHHan LLlocTakoBMYEM AN KOHKpPETM3auuu noa-
rOTOBKW PYCCKMX BOMHOB, rOTOBAWMXCA K 6uTBe 3a CeBactononb B duibme «lMunporos», npu-
MeHeHa 34ecb BHOBb, HO A/ 6onee cNoXHOro — ncuxonornyeckoro obpasa Mpuspaka otua
lamnera.

15 BepTUKaNbHbIA MOHTaX Ha3bIBAETCA TaK NOTOMY, YTO DM3EHLUTENH CPaBHMBAET €ro C BHeL-
HUM BUMAOM NapTUTYPbl ANA CUMOOHMYECKOTO OPKecTpa, NOACHASA, KaK, «nepexoas oT obpasa
TaKOWM My3bIKaNbHOW CTPaHWLbl K MapTUType 3BYKO3PUTE/IbHOM, MPULINOCL Obl CKa3aTb, YTO Ha
3TO HOBOW CTaguMM K My3blKanbHOM NapTUType npubasnseTtca ele ofHa CTPoKa. ITO CTPOKa
nocnesfoBaTeNbHO NePexoAaLLmMX APYT B APYra 3pMTe/IbHbIX KaAPOB, KOTOPbIE NIACTUYECKM NO-
CBOEMY COOTBETCTBYIOT ABUMKEHUIO MY3bIKM U HaobopoT» [10, c. 104].
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B KpaTKOM My3blKa/lbHOM «KOHCMEKTE» K GUAbMY BCE TEMbI AaHbl
He TO/IbKO B CBOEM 3KCNO3MUWUKU, HO U B PasBUTUM — CMNJIETEHUMU B
eAMHOM NoBecTBOBaHMM U NpotueobopcTee. Tak, TeMa NOXOPOHHOIO
mapla cbnunkaercs ¢ TEeMON TAXKENbIX PasayMuUii U NOBUCAET B BO3-
[AyXe HepaspeLweHHOW Ha MOTMBE BOMPOCa, @ «yAapbl AbAKa» BTOpra-
OTCA B OCTUHATHbBIN PUTM KONOKOANA. Ha Temy pasaymuii Takke gaetcs
HanblB 3ByKOODOPa3a TAMKENbIX Waros, 3a KOTOPbIMKU HArNyxo 3ax/1o-
MbIBAOTCA BOPOTA KPENOCTN INbCMHOP. B cO3a4aHNKN 3TOrO My3blKa/ib-
HOro LWeaeBpa BUAHO, YTO Hag, paHTasmnen LloctakoBuYya He gosnena
HWYbA BOAIA.

Temamu msaxcensix pazdymuli o cyabbax rnaBHbIX repoes HaunHa-
toTcst 06a dpMnbma Ko3nHLEeBa Ha LWEKCMMPOBCKME CIOXKETbI. TeMbl 3TU
03BYYMBAIOT U MHOTME MOHOJIOTU AeNCTBYOWMX nu,: famneta «bbiTb
nnn He BbITb?», Knasama HaeauHe ¢ cobolr, dgmoHaa MocTepa, 3a-
MbILINABLIErO CBOM KOBApPHble NaaHbl, KOposa JInpa nocne u3rHaHua
Kopgennun n 8 MOMeEHT pa3oyapoBaHuA B CBOUX go4epsx. Mpu atom 8
MY3bIKa/IbHbIX BCTYN/EHUAX K PUAbMaM eCTb M OTAnYuA. B «famnete»
Tema pasgymumin npeaBapaeTca MHTOHaumer sonpoca. Kak u B pas-
FTOBOPHOMN peun, ee CTeP)KHEM ABAAETCA BOCXOAALLAA, MHOTOKPATHO
NoBTOPAIOWAACA Menogmyeckasa nanHma. B XIX sBeke uHmoHayuAa eo-
npoca 6bina n3nbAeEHHOW B TBOPYECTBE KOMNO3UTOPOB-POMAHTUKOB
M HOoCMNa AnpuYeckuii xapaktep (P. LUymaH «OTyero?»), apamatunye-
ckuit (P. BarHep. BctynneHue n «CmepTb M301bapi»), XopasibHO-BO3-
BbllweHHbIM (M. YanKkoBCKMIA. «Pomeo n [KynbeTTta») uam ckopbHbIi
(C. PaxmaHMHOB. PomaHc «O HEeT, MOo/to, He yXxoau»).

Ho HMKoraa elle MHTOHaLMA BOoNpoca B My3bike He 6blna Takow
BbICTPAZaHHOM W He HOCU/1a TaKoro BCceobLLero n BMecTe € TeM NPOH-
3UTENIbHO JINYHOCTHOTO XapaKTepa, Kak y LLloctakoBmya. MHorokpar-
HO NoBTOpAOLLANACA, B3bMpatoLasnca Ha NpeaenbHy BbICOTY Y «pac-
KaNeHHbIX» Ba/JITOPH, OHa OT/IMYaeTca HeobbluyaiHOM KOHLUEHTpauuei
CKOpbHOI 06pa3HOCTH, HaxoAALeNcA B Hepa3pewmnmMomMm KOHOANKTe
C BHEJIMYHOW CU/ION, BbIParKEHHOMN B COKPYLUUTENbHbBIX OPKECTPOBbIX
yaapax cyabbbl. MMeHHO Ha 3TOl Teme OCHOBaH TpaypHO-repouye-
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CKMI mapuw FamneTa. Takoe n3meHeHne CBUAETENbCTBYET O Pa3BUTUM
ero obpasa oT pedieKCUPYIOLLETrO K AEACTBEHHOMY.

Mpumep 2. Ffamner. 1 cepua. 2 MUH. 43 ceK. —ANUTENbHOCTb 3 MWH. 47 cek.:

https://www.youtube.com/watch?v=vaORGojXf8I.

MoKa3aTenbHO, YTO My3blKa/IbHO-BOMPOCUTE/IbHbIE MHTOHALMUM
B MOHoOcLeHe Kopons Knaegus nepeg, 3epkanom (apt. M. HassaHoB)
BCNEACTBME €ro NPW3HaHMIA B CBEPLUEHHbIX NPECTYMNAEHUAX KaK Obl
noraluatTcs, NOTOMY YTO €ro OTKPOBEHHbIE OTBETbI CHUMAIOT BO3HMU-
KatoLume BONpPOChI, B CBA3M C YEM MHTOHALMUKN NPENMYLLECTBEHHO Ha-
npasfeHbl BHM3. A Beab BbIrOTCKMIA cnpaBea/iMBO CYUTAET €ro CaMbiM
AeicTBeHHbIM®. MpKn Bceld NapagoKcanbHOCTU B Tpareamun Koposb
NPecTYNHUKOM KaK bbl He sBnseTca (ybuicTeo 6paTa coBepLLEHO UM
[0 Hayana nbecbl, Aa U K famneTy Kopo/ib BCAYECKU Pacro/ioXKeH,
CTapaeTcs HAaNagUTb C HUM OTHOLLEHUSA M AaXKe pa3BesTb ero CKopbb,
notomy yto ana Knasausa oHa HebesonacHa). MMo3Tomy OH HaxoguT-
CA B COCTOAHWMU MOCTOSHHOW, NpuUBOAALLEN K ero rmbenn Tpesoru.
N noatomy oH NnpeanpuHUMaET 1 AeACTBUA 418 BpalLMBaHUA famneTa
B NPWUABOPHYIO aTmocdepy, a B peanbHOCTU, Kak bbl ckasan . Inb-
KOHWH, — B MHTepncuxmudyeckyto dopmy [13] (opraHusyeTt BcTpeun u
6eceabl npuHua c Odpenunei, npuasopHbiMK, NonoHWEM, KOPONEBON-
MaTepblo, Aaxe TeaTpa/ibHOE NPEeACTaB/IeHME W, YXKe OTYasBLUUCH,
— otbesa lamneta B AHMNIO, HaKoHel, Ayanb ¢ flasptom). OTcloaa
M CKNaAblBaeTcs BNeyaT/NeHWe, YTO OH TOPOMMTCA HABCTpeuy cBoew
CMepTH, «rOTOBMT CBOO rMbenb» [J1. Bbirotcknin]’. B cueHe ke ucno-
BeAM KOPOAs, BOMPEKMU TOMY, YTO AeNCTBME C/IOBHO Obl OcTaHaBAW-
BaeTCA, OHO MPOLO/IKAET CBOE Pa3BUTME B My3blKe, MOKa3blBatoLwemn
obpeueHHocTb KnaBgus.

B punbme «Koponb /lp» mema myvyumensHoix pazdoymuli npu-
obpeTaeT xapaKTep CMepTHOMN TOCKKU, NepeaaHHoM B OAMHOKOM CO/0

6 Mo cnoBam BbIrOTCKOro, «MeXaHM3M ABUKEHUA AeNCTBUA BECb B KOPOAE, a He B [amneTe; He
6yab ero, gencTaue cToano bbl Ha MecTe, MOTOMY YTO HUKTO, KPOME Hero, HUYero He nNpeanpu-
HUMaEeT B nbece, gaxe famneT, U Bce NpoucTeKaeT U3 aencTeuin koponsa...» [12, c. 473].

7 MoapobHee 06 3Tom cm.: [14].
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dnenTbl. OHO UMUTUPYET BECXUTPOCTHBIN CBUPE/bHbIN HAaUrPbIL, Ha
KOTOPbI HaKNagblBAaETCA OAMHOKOE MY¥KCKOoe neHue 6e3 conposo-
XaeHua. Ha BonpocuTenbHble MHTOHALMKU OTBETOM C/YKAT HEOXMU-
[AaHHble 06PbIBOYHO-NNACOBbIE 3/1EMEHTbI, MPOM3BOAALLME BreYaTae-
HWe ObICTPbIX LWYTOBCKMUX NPOrosapuBaHuin. M aencteuTeNbHO, Tema
pasayMuiA, B KOTOPOW BbiPaXKeHbl MbIC/IN «OT aBTOPa», B AaHHOM CAy-
yae o cyabbax IMYHOCTU U rocyapcTBa, nopyyeHa 3gechk LyTy, eguH-
CTBEHHOMY NEPCOHaXy, KOTOPOMY Z103BOJIEHO BbICKA3blBaTb 06AMYK-
Te/lbHble MbICAW. B ganbHenwem 3Ta nenTrema, Kak u B «famnertey,
OyaeT NoABAATLCA B OKPYKEHUWU APYTUX, PE3KO KOHAMKTHBIX 0bpa-
30B. OA4MH 13 HUX, MOXOXMIN Ha yoapbl cyObbbl, — rPO3Hble KiacTepbl
CO «CKPEXEeTOM» MefHbIX U AepeBAHHO-AYXOBbIX MHCTPyMeHTOB. U
TYT e CKOpPHHO-06peyeHHble nekcembl CKOpbu, roToBALLMe NosABAE-
HWEe MOHOAUW CTPAHHMKOB, NPENUCTOHEHHON CMEPTHOM Nevasnu.

Hanbonee penbedHblit anM304, NOCTPOEHHbIN Ha Teme aBToOp-
cKoi pednekcun o cyabbax PoamHbl, — cueHa nocne nsrHaHus Kop-
Aennn, Koraa B NEUTTEMY BHEAPAIOTCA MOTUBbI CyAbbbl, IPO3HbIX La-
roB, UHTOHaUMI «aemoepagha» LLlocTakoBMYa, KOTOPbIE B COYETAHUMU
C MacwTabHON MAcCcoOBOW CLEHON MPEKNOHEHHOrO nepes Kopoaem
Hapoga Bocco3gaeT ob6pa3 ckopbu nnaHeTapHOro 3HayYeHua. 34echb
BHOBb 33 CYET KpelleHAUPYIOLWEro ABUKEHNUA CABOEHHbIX 3KCMO3U-
UM (My3bIKaNbHOM U 3BYKO3PUTENbHOM) NPOUCXOAUT HapalmBaHue
TparMyeckoro cMmbicna.

Mpumep 3 a. Kagp n3 dpunbma «Koposnb flvp»
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Mpumep 3 6. Koponb Jnp. 1 cepus. 18 muH. 07 cek.—20 muH. 37 cek. https://

www.youtube.com/watch?v=aVZirl-TPFs.

CKopbHble yaapbl cyabbbl Kak XapaKTepHbIN TOMOC B My3blKe K
«lamneTy» cBaszaH ¢ obpasom Mpuspaka. CKOpOb IEXKUT B CO3HAHUMU
lamneTa nsHavyanbHo. Mo cykaeHunto BoiroTckoro, NamneT «4yBCTBYeET,
yTo byaeT ckopbb, — OH elle He 3HAeT, eMy eLle He OTKpblaach Tai-
Ha, HO OHa Y)Ke 3a/10)KeHa B Aylle ero... U oTctoga rnybokasa u Hese-
POATHas MO CBOEM HaNpPsAXKEHHOCTM CKOpbHan TpeBora... TO/IbKO NoA-
CO3HaTesibHaA cybMmMMHanbHan chepa AyLln ero oLyLaeT 3To, U OH
MYYMTCA HEPOLMBLUMMCA, HAPOXKAAOLWMMEA 3HaHKem» [12, c. 387].

O6pas MNpuspaKka oxapaKkTepusoBaH 8HeAUYHOU, Ha0spemeHHOU
memoll msaxenoli uHepHanbHOU nocmynu, nNepegaoLen YyBcTBO
HaZBuratowenca Katactpodsl. B cueHe ¢ Koponesoli-matepbto Ko-
3WHUEB CO3HATE/IbHO BO3AEPXKMBAETCA OT BM3Ya/IbHOrO NPOABAEHMUA
Mpu3paka B MOMEHT BUAEHUA ero famneTy. Pexuccep gaxke nosso-
NAET yCbllwaTh ero cnosa. Ho BMecTo Hero BBOAMT KPYMHbIM NaaH
NOTPACEHHOro yXKacom lamneTta, CONPOBOXAAEMOrO NEUTMOTUBOM
ero otua. Mo HabnogeHuio [l. epodakca, ero obpas «NpUCyTCTBYET B
aypaTMyeckom Buae, byayum cCMHeCTe3MYEeCKU COeAMHEHHbIM C My3bl-
KasibHbIM pedpeHom. HeT HeobxoamMmocTun nokassieame Mpuspaka,
MOCKO/IbKY OH 8bI3bl8aemMcA APYTMMU CpeacTBaMu, U KO3UHLEB TaKMM
06pa3om reHManbHO OcTaBaAeT 0O bEKTUBHYIO PeasibHOCTb ero NosBs-
JIEHWA B KaYecTBe OTKPbLITOro BOMPOCa, PeLnTb KOTOPbIM NpeacTtouT
3putento» [15]%. B atom anm3oae obpas lMpuspaKka BbiABAEH TONbKO
3@ CYeT My3blKaJIbHOM BbIPa3nTeNbHOCTU, TaK Ha3blBAEMOro «3ame-
watowero pedppeHa» [TepmnH M. CabUHMHOWM] M NCUXONOTUYECKON
XapaKTEPUCTUKMN [amneTa, a ero BHEWHWN 06AMK BOCMOAHAETCA C
MOMOLLbI KUHTENNEKTYANbHOTO MOHTaXa» [NoHATHe C. dn3eHwTen-
Ha]'. Bnarofapsa TakomMy CniaBy 3KCNO3MLMI, OCTUrAETCA HE CYMMa,

8 AHanoruyHbIii Mpuspaky aypatMyeckuit Mk cmepTu 6ol cosaaH LLloctakoBuyem B KapTuHe
«lnporos».

% HTeNNEKTYaIbHbI MOHTa¥ — 3TO KMOHTaX He rpy6o ¢usmonornyecknx 06epToHHbIX 3BY-
4aHWi, a 3By4aHUIt 06€PTOHOB UHTENIEKTYaNbHOO NOPA/KA, TO eCTb KOHONMKTHOE coveTaHue
MHTENNIeKTYaNbHbIX CONYTCTBYIOWMX 3ddeKkToB Mexay coboii» [11, c. 58].
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a Ux NpousBeneHne N, MOXKeT BbiTb, B 3HHOW CTEMNEHU, B KOTOPOW Npo-
NCXOAUT MOLLIHOE HapacTaHWe TpareaMnHOro CMbicna.

OTHbIHE mema 2po3HbIX Wa208 byaeT conpoBoXKAaTb 0bpa3s Mam-
NeTa, NoABAAACh B CLLEHE UMMNPOBU3UPOBAHHOIO CNEKTAKAA YANYHbIX
aKTepoB, 3MNN304E OCYKAEHUA UM KOPOJIEeBbl-MaTepPU, BO3BPaLLEHNS
npuHua B aHuto, dparmeHTe cmeptn Odennmn n annusoae ¢ Morunb-
WMKOM, B Kafpe CMepTenbHOro paHeHuna famneTa, Hy U B ero Tpayp-
HOM MaplLue.

OpaHako obpas msaxcenoli nocmynu NPOU3BOAMT yCTpaLUaOWMA
3¢ dEKT He TO/IbKO CBOMM FPOMOI/TAaCHbIM 3By4YaHMEM, HO M 3aTaeHHO
TUXUM. M306parkeHHble OPKECTPOM MPayHble LWarM OCTUHATHO 3By4YaT
B obpucoBke Mpu3paka n conposoxaatoT ero gnanor ¢ lamnetom. Ho
camoe WHTepecHoe, YTo obpas LaroB BO3HMKAET 3a40/r0 A0 MNosB-
NeHus camoro Mpuspaka U roToBUT cioBa famneTa: «OTLOBCKUIA Npu-
3pak B n1aTax — ObITb beae».

Mpumep 4. «Famnet». 1 cepua. 14 muH. 17 cek.—15 muH. 17 cekK.: https://

www.youtube.com/watch?v=vaORGojXf8I.

[nyxme, HO YeTKO OYePUYEHHbIE LWarn B OPKecTpe BOCNPOn3BOaAT-
¢ B MoHonore MamneTa «BbbiTb AU He BbITb?», IeTKME NPUTAHLLOBbI-
BaloLLMe LarM BOCCO34atoTcA B OPKECTpe BO BPEMSA paccKasa aKkTepa
o lekybe, KpaTKMe OTPbIBUCTbIE LIATK CAbILLIATCA B OPKECTpe BO Bpe-
M5 yOUINCTBA ee My¥Ka-Kopona, NPUMYLWEeHHO-TPaypHble Wwarn — B
cueHe Knaesgua nepes 3epkanom. Bce 3T metamopdosbl roBOpsAT o
TOM, YTO U306 parkaemble COBbITUA NPOUCXOAAT He 6e3 y4acTUa CKpbi-
TbIX, HO OYEHb MOLLHbIX CUJ1, @ My3blKa BBOAMUTCA B Kagp NO 3aKOHam
CMMPOHM3MA, TO €CTb HEMPEPBLIBHOTO Pa3BUTMUA OCHOBHbIX TEM U UX
KOHOIMKTHBIX B3aumogencTeuii. CnegosatenbHo, 06pas nomycmo-
POHHUX CUs, He umetouwuli 3pUMOo20 80r1/10WEeHUS, y3Haemcs 8 CBOeM
MpaoduyUOHHOM aypamu4yeckoM 3HA4YeHUU U MO/AbKO C MOMOULbIO
MY3bIKU.

CxogHol B oboux punbmax siBnAaeTca MysblKa/ibHas 0bpMCcOBKa
Koponesckozo dsopa. B «famnete» oHa HEOAHO3HauYHa M BbipaXKeHa
B YeTbIpex a/leMeHTax.
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MepBblit 31€MEHT — 3TO CUFHa/IbHbIE TAXKENOBECHbIE OPKECTPO-
Bble K/laCTepbl, KOTOPbIE BbIPOC/N U3 aKKOPAOBOM TeMbl [ponora, Ha-
NoOMMHaLWEN «yaapbl Abska» B «KasHu CtenaHa PasnHa». OHM KOH-
KPETU3NPYHOT TOPKECTBEHHbIE, 3ByYalume Ha 6any paHbapsl.

BTopon — nepepaeT CTUAM3AUMIO MAaHEPHbBIX «MNa» B ABUXKEHUU
raBoTa, a TaK)Xe NapagHbl Npas3aHUYHbIN Bbixog lepTpyabl ¢ Knasan-
eM, B KOTOPOM MOKa3aHa Mx He3blbsiemas BNacTb.

TpeTuii — 3ayyeHHble BO BPEMS YPOKOB TaHL,a MEXaHUCTUYHbIE, B
COOTBETCTBMM C 3aMbic/ioM Ko3unHUeBa, AsukeHna Opennn?. MNoaob-
HYH KYKO/MbHYIO 06pa3HocTb y LLlocTakoBMua my3bikoBe, B. BasibkoBa
BO3BOAMT B apPXETUM, KOTOPbI HAZENEH 3/1IbIM XapaKTEPOM, HepeaKo
obopaumnBaroMMca B ycTpalwatowero poboTta, a Nopoi U CMMBONA
cmepT [16, c. 100]. 3nbIm 34€eCb, ECTECTBEHHO, fiBAAeTcA He Odenus,
a CTeHbl 3aMKa, KOTOPbIE OKPYKAlOT ee, KaK TIoPbMa, 1 paspyLuatoLumne
€€ KM3Hb NPUABOPHbIE UHTPUTH.

YeTtBepTbii — 3TO 0606LLEHHbIA 06pa3 ABOPLOBOIN aTMocdepbl,
BblpaXKeHHOW B 6ecLieNbHO-3KCcLLeHTPpUYHOM Bere nog 6e3ocTaHoOBOY-
HYlO TOKKaTy. HeckoH4Yaemasn cyeTa nepeaaHa M BO BpemMs pasmblLuie-
HUI famieTa, COMHEBAIOLLErocA B HEBMHOBHOCTU MaTepU.

[a v BO Bpems HecnewwHOoro NoABJEHNA aKTEPOB Ha yuLe nepes,
3aMKOM I/1bCMHOP, OKOHYAHMA MX Pa3roBopa C NPMHLEM M B npes-
ABEpUU X Bbixoda Ha CLEHY 32 KaApOM 3BYy4YMT BbICTPbIN ranon, npea-
BELLAIOLWMIA NO30PHYIO peakumto Knaeaus, Kotopasa ocyLiecTsaseTcs
Mo MPUHUMMNY «BbIXo4a U3 ceba», TO eCcTb U3 CBOEro ecTeCTBEHHOro
coctosiHuA. Takoe aBneHwe, onpegeneHHoe C. DU3EHWTEMHOM KaK
«CKa4yOK B NPOTMBOMNONOXHOCTbY [17, c. 249], ncnonb3yetca 3gech B
KauecTBe MPAMON «nateTnyeckoin kKomnosnumm» (C. DM3eHLWTEnH):
cToAwmMi — nobexkan, monyawmii — 3akpuyan. Mpu sTom Napagok-

20 Bo Bpems CbeMoK puabma Ko3mnHues Hanucan LLoctakoBMYy NMCbMO € Npocbboii HanmcaTtb
«TaHew, Odennny», roe 6bin HGbl BOCNponsBegeH 06pa3 MUNOKN AEeBYLIKU-NONYypebeHKa, KOTo-
pylo «NpeBpaLLatoT B KYKAY, 3aBOAHYIO UTPYLLKY C UCKYCCTBEHHbIMMW ABUKEHUAMM, 3ay4EHHOM
YNbIOKOM...», MOCKO/IbKY EMY XOTENOCb «0AHO0OPA3HOM MEXaHWMYHOCTbIO TaHLA BbipasuTb 6es-
aywue, 6becyenoBeyHocTb» [UnT. no: 3].

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 178 THE ART AND SCIENCE OF TELEVISION



CaNlbHO, YTO rasoN HaYMHAETCA UCNOABO/b, BPaXKAebHO-3aTaeHHO, 3a-
ponro go 6erctea Knasaua. U Koroa pasroHseTtcs Ao 6eweHoro tTem-
na, Takaa napocHan KoMMNo3numa HeobblYaliHO YCUIMBAET OLLYLLEHNE
KaTacTpopmama.

B aToi cueHe Hanps:KeHWe B HapaluMBaHUMM CMbICAA HACTONb-
KO 3allUKa/IMBAET, YTO BEPTUMKA/b ABYX IKCNO3ULMNA, HE BblAEPKUBAS
[aBNEeHUA, 83pbleaemcs, NOCNAE YETo KaXaaA BblpasuTenbHas ANHUSA
(my3blkanbHan 1 BU3yanbHan) Kak 6bl npeBpaLlaeTca B 6eccmbicamLy.
My3blKa NpUBOAMT B ABUNKEHME BCIO M306parkaemyto nybAnKy BNAOTb
00 OPKeCTPaHTOB, HaYyaBLUMX MUrPaTb KaKYl-TO HecypasHyto ¢urnsap-
cKyto Temy. MpeackasbiBan pa3obiavyeHme Koposa, OHa MHOFOKPATHO
YCUIMBAET 3T0 cobbITME, B pe3ybTaTe Yero KUHoAPamaTyprus «BCTpa-
XMBAETCA», U TeMN Pa3BUTUSA HeobblyalHO Bo3pacTaeT. B aTom rano-
NMPOBaHUKN BONbLIYIO PO/b UFPAET U BHELLHEEe ee «MNoAcTerMBaHme»
npu nNomowy HeobblYHOrO COBMELLEHUSA PUTMOB CKOpPOHO-Be/nYe-
CTBEHHOTO MapLLia M KOHCKOM CKauKM. 3ByKOO6pasHas e SKCnosuuma
KOpOs1a 8bIKA3biBAem e20 mpycaugbim 6esymyem, KoTopbli, NogobHO
KMBOTHOMY, criacaeTtcs 6ercteom.

MpoTnBoAENCTBMEM ITOMY «B3PbIBY» IKCNO3ULUIN aBAseTcA 06-
pa3 npuHua. OgHaKO OH XOPOLWO OCMbIC/INA, UHTENNEKTYann3oBan
«3MOLIMOHANbHO 3apsAMKeHHY uaeto» [BbipaxeHune 3. Ppengal m
BHElLlHe «Onpou3BOAMA» (MCNONb30Ban MO-CBOEMY), NUlIb «Npu-
KpbIB» ee cymacwectsnem. famneTt npuntogHo «Bpactun» Knasaua s
CBOW AEWCTBMSA MO PACKPbLITUIO NPECTYNIEHUS, CAENaB KMBYIO KOMUIO
C NOTYCTOpPOHHero coobueHun ot MNMpuspaka. CregoBatesibHO, TO, YTO
Kasanocb 6esymmem, B eNCTBUTE/IbHOCTU ABUIOCb CAMbIM YTO HU Ha
€CTb peasibHbIM.

Mpumep 5. «famnet». 1 cepma. 1 yac 02 muH. 15 cek.—1 4. 03 muH. 50 cek.:

https://www.youtube.com/watch?v=vaORGojXf8I.

B «Kopone /inpe» — He meHee OTKpPoBEHHaa cathpa. OHa cbl-
LWMTCA B CMrHanax Tpybbl, KOTOpblE B CUEHE CO3biBa pbiLapen ans
cpakeHus ¢ 3gmoHaom noctepom (apT. P. AgamaliT1c) NOCTPOEHbI
He Ha NpPM3bIBHbIX 3aKAMYKax cbopa, a Ha CTPEMUTENIbHbIX CKepL03-
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HblX ¢pparmeHTax. KOHKpeTHO caTupa BbiparkeHa B aunue Lyta (apT.
O. [anb), KOTOpbIA B AManorax ¢ KOPosem POHAET 06ANYUTENBHO-
AEp3KUe pensivky, Yepeaysa MX C KaKoM-TO MPOCTEHbKOW, MOYTH ro-
BOPKOM MPOM3HOCMMOWN MeceHKe M NOAKAOYEHHbIM BNOCNEACTBUM
NerkoBecHbIM GpAerToBbIM Haurpbliwem 13 Mposora, YTo NPoOU3BOANUT
addeKT pasBeHYaHMA AeNCTBUIA KOPOHOBAHHOrO cTapua. Ho yto no-
pasuTenbHo — camupa B ponu LLyTa no mepe pas3BuTua Apamatyp-
TMWn ycmyrnaem mecmo sAupuKe. TakoB ero Haurpbilw B camom puHane
KapTUHbI, NpuobpeTatowmii CKOPOHO-TMPUYECKUIN XapaKTep € eaBa
3aMeTHbIMM HAaCMELLNBbIMM OTTOIOCKAaMU B CLLEHE CKIOHEHHOM Hag,
Nnpom Kopaenun (apt. B. LLleHapuKoBa), UTO BOCMPUHUMAETCA Kak
ropbKoe pestome «OT aBTopa». B makKom nepeocmoicaeHUU My3bIKaslb-
Holi membl penbehHO MPoABUAUCL NMPUHYUMNLI WOCMAKO8UYEBCKO20
CUMPOHU3MA, KOMOopble 8 3MOM hpazmeHme CayHam pacliupeHuro
Aupuveckoli obpasHocmu.

MpopacTaHue ANPUKN B 0boux dunbmax — smo udes, HaNpPas-
/IeHHAA HA BblfisfeHUE 8 2epofx vesnogeyHocmu. Tak NpoucXoguT
¢ Odenneir (apt. A. BepTuHCKan), KOTopas nepes CMepPTbHO BbICBO-
60K AaeTCA U3 CBOMUX YCIOBHbIX CBETCKUX PamoK. Mo cpaBHEHUIO C ee
CTU/IN30BAHHOM 3KCMO3MUMEN, HAaNoOMMHaloLWel 0b6pa3 3aBefeHHOM
UrPyLLKK, OHA NpeacTaeT B obpase npoctoi 6ecxMTpoCcTHON AeByLU-
KU, HaneBatoLen CKopbHo-MpurYecKyto necHto « Moli PobuH, poaHoi
MOW», B KOTOPOWM Nepepaetca npea4vyscTeue rmbenn. CknaapisaeTcs
BMNEeYaT/IeHNe, YTO B TaKME MUHYTbI AEBYLUKA KaxKeTca bosee KMBOW,
4yem BO BpeMsd TaHLa. [lopasuTenbHoO, YTo NeiTTeMbp KNnaBecuHa, xa-
pakTepu3oBasluero paHee Odennio, CMeHaeTca 34eCb 3KCNPeccus-
HbIM 3BY4YaHMEM 3aCypPAMHEHHOM, NMOYTM roBopALWER CKPUNKKU. da u
K/1aBeCMH CNOBHO OYE/I0BEYMBAETCA, BOCNPOMN3BOAA 06pa3 KOPOTKUX
LIAYKKOB, YepeayroLLMXca ¢ 06PbIBUCTbIMU perninkamu. U yx coscem
HOBbIM OKa3blBAETCA KPaTKMI Nel3axKHO-My3blKasibHbIA MOTUB, acCo-
LUMPYIOLWMICA C pacXogAaLMMMUCa Kpyramum Bogpbl. OH HeCeT cMepTb U
npocBeT/ieHne, B Yem ybexaatoT nocneaytowme Kagpol Openmm-yto-
NAeHHWUUbI. PacwupeHue aupudyeckoli cdhepbl, Komopas packpbieaem-
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CA 8 My3biKe, CAyxum 30ecb c8oe20 poda KommneHcayuel u «2pomo-
omsodom» mpazeduu.

OAHUM M3 cambIX MOKasaTeslbHbIX PparMeHTOB NPOPACTAHUA n-
PUKK ABAAETCA cueHa ayanun famneta c Jlasptom (apT. C. OneKceHko),
OCHOBaHHAaA Ha cBOeObOpasHOM Mapajge BCEX aACKUX cua (AMHAMU-
yeckas penpwusa MysblKanbHbix Tem lponora), B KOTOPOM y4acTBYOT
Tema KoposieBckoro Asopa, 3/oselne ygapbl bonblioro 6apabaHa,
BbICTPebl, HAbaT M CNOBHO HecyLanacA B AEMOHUYECKOM CKayKe Tema
Mpuspaka. NopasutenbHo, HO OHa, ciaeTascb C 0bpbIBKaMKU TeMbl
[BOpa, 3By4MT TOPXKeCTBYIOLLE U NOBEeAOHOCHO, Noc/e Yero, ucyep-
nbiBad CBOK BpaxaebHOCTb, yCNOKaMBaeTCs, COMPOBOMXKAAA TUXWUN
yxoa FamneTa B HebbITHE.

Mpumep 6. Kagp 13 punbma «framnet»

B dunbme «Koponb Ninp» aupuka npopacmaem B cueHe darapa
lnoctepa y morunbl ceoero otua (apt. /1. Mep3uH). OHa opraHMYHO
BO3HMKAET U3 HAaBUCLLEN, HapyLaemoli N1Lb BOEM BETPA TULLMHDI.
CKOpOHbIN xopoBOoM Nsay B 6e3104HOM NPOCTPAHCTBE, MOHa4any
TMXO 3BYYaLLMIA KaK CUMBO/ LYXOBHOMO Katapcuca crtapuero Mocte-
pa 1 0606LeHHON neyann, npuobpetaeT HebbIBANYO MOLLb U B Te-
yeHue anuTenbHoro BpemeHu (42.36—46.50), Bbipactan A0 3HaYeHUA
HagBpPEMEHHOW My3blKW, NPOCTUPAETCA Had LWMPOKOMacLuTabHo ba-
TaNIbHOW KapTUHOM, aCCOLUUMPYIOLLENCA C aHANOTNYHbIMM 3MU304aMMU
BTOPOW MUPOBOW BOWMHbI. BHOBb, Kak 1 B «famneTte», B COMETAHUN aB-
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TOPCKOM pedniekcnmn, pasbACHAOWEN BU3Ya/ibHbIN pPAg, NPOUCXOANUT
«B3pbIB» 06EUX IKCNO3ULMIA: B CIOMKETHOW NMHUN — pa3obnaveHue
oTpuuaTenbHbix repoes (PeraHbl, foHepuabu, dAMOHAA), Hacnoe-
HWe cmepTen BCeX MaBHbIX AeUCTBYOWMX Auy, 6eacTens Hapoaa Bo
BpemMA BOMHbI, BbIKKEHHaA 3eM/iA. A B My3blke — Tema FroOpecTHbIX
pa3MblLLIEHNIA aBTOpa, CNAaBNeHHaA CO BCEHAPOAHbIM CKOPOHbIM U
BMeCTe C TEM MPOTECTHO-THEBHbIM MJIAYeM, AOCTUTAOWMM BCENEH-
CKOro 3HayeHus (NogobHO BO3MYLLEHHOMY MJlayy Hapoga B Mosme
«KasHb CTenaHa PasunHa»), KOTOPbIN B 2U2GHMCKOM MPocmpaHcmee
mpazeduu Hapawueaem CMbiC/a1 KAMAcmpoguama 00 rnpeodesbHo20
epadyca nompsceHus.

lMpomecmHas mMy3biKa 83pbi8HO20 XapAKmMepa — 3TO TOXKe Npo-
SIBJIEHWE YE/I0OBEYHOCTU, KOTOpas BblparkaeTca B AEUCTBEHHOCTU re-
poeB. Hanbonee ocTpo NpoTecTHble YyBCTBA MepeAaHbl B KapTUHe
6ypu, Nnpuyem Aaxke He CTONbKO BHELHEN — KaK ABAEHMA NPUPOAbI,
a BHYTPEHHeW, NnpoucxoaaLlen B 6opbbe BO3MYLLEHHbIX M MOKaAHHbIX
yyBcTB J/lnpa (apT. t0. ApBeT). O6pas 3TOT B My3blKe NepesaeTcs CBOEro
pofia «3NU3040M HalLeCTBUA», 3ByYaHUE KOTOPOro NnpopesatoT oT4a-
AHHble BO3rnacbl Tpybbl. Ana ycuneHma adpdekTa mysbika 34eCb cme-
LUMBAETCA eLe U C HeMy3blKalibHbIMM TeMBpamK, KOTopble ABAAOTCA
KaK bbl ee npogosxkeHnem. OHa C/IOBHO BblpacTaeT U3 BONYLErO BOA,
3aBblBaHWI BETPA M BHOBb NepexoauT B HUX. COBMELLLEHME C/TYXOBbIX
N 3pUTENbHBIX CPEACTB XYA0XECTBEHHON BbIPa3MTe/IbHOCTM BHOCUT B
3HAMEHUTYI0 KapTUHY BO3MYLLEHHOM CTUXMKU U AyweBHOM Bypu ToT
HapaleHHbIA CMbIC/, KOTOPbIN NOPOXKAEH MHTErPALMEN BUOMMON U
CNbILUMMOW 3KCNO3ULUNA.

Mpumep 7. «Koponb Jinp». Hayano BTopon cepum n 4o 2 MuH. 17 cek.:

https://www.youtube.com/watch?v=BFkNen7sqwO.

N, HakoHeLl, ckopbHasa AMpUKa NpopacTaeT B CBA3M C 38yK00bOPa-
30M KO/10K0/1d, BECTHUKA TPArn4eckmx cobbitnn. B ¢punbme «Koponb
Jlnp» 3By4aHME KOJIOKOMA UCNOb3YETCA B CLLEHE MOKa3aTeIbHOro UC-
NbiTaHMA AodepHeit NbBU. KpaTKuii Tpex3By4YHbIi MOTUB KOMIOKONA
(ogMH M3 BapMaHTOB LIOCTAaKOBUYEBCKOW TEMbI-MOHOIPaMMbI) nocae
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oTBeToB [OHepuUAbY, a 3aTem PeraHbl (apT. 3. Pag3auHb u I Bonyek),
BO3HUWKAIOWMIA TaKKe nocne npukasa ob usrHaHum Kopaenuu, He-
CMOTPSA Ha aTMocdepy BHELLHERO A0YEPHErO BOOAYLLEBAEHWA, 3BYUUT
KaK KpaTkoe ¢punocodckoe pestome, B KOTOPOM BCAEACTBME C/IOBHO
CKPYYEHHbIX U U3/IOMaHHbIX MUHTOHALMIN TanTCA NpeacKasaHune rubenu
repoes.

Mpumep 8. «Koponb /inp». 11 muH. 05 cek.—12 muH. 04 ceK.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

B «famneTte» KONOKONbHbIE yAapbl 38y4aT 25 pas ewe Ao nosasne-
HWS TUTPOB U BO BPEMSA UX AEMOHCTPALNM, KOTAa HUKAKOro AeUCTBUSA
HET, @ XapaKTep CIOXKETA M ero pa3BA3Ka yXKe npeacKasytotca. Momum-
MO 3TOrO, 3By4aHWE KOJIOKO/1Ia UCNOb3YeTCA B NOJIMCEMAHTUYECKOM
coyeTaHuun ¢ Temoit Koponesckoro aBopa, NpeslecTByowein Hame-
KaemoW ntobosHoOM cueHe Knasama u lepTpyabl. B Takom B3aMmowu-
CK/1I0YatoLLEM COBMELLLEHMN 06pa3oB MeTadhopMUECKM PacKpbIBaeTCs
061U4UMENbHO-3MUYECKaa CyuyHOCMb KapmuHsl. Ho B uenom noss-
JIeHVe B OPKECTPOBOM NapTUType HabaTa 06bIYHO ABAAETCA CUMBOIOM
BCEHAPOAHOM TparegMm, MHOTOKPaTHO HapaLLMBAOLWMM ee CMbICA.

OfHaKo camoe napafoKcasbHOe, YTO BO BTOPbIX cepusax oboux
dnnbmoB, B ocobeHHoCTM B «Kopone /inpe», aBTopbl MOYTU OTKa3bl-
BAKOTCA OT MY3bIKWU, N TEKCT BoNbLIEN YacTbio MAeT 6e3 conpoBoxae-
HWS. B TAaKOM acCKETUYHOM UCMONb30BaHMM MY3blKaSIbHON KOMMOHEH-
Tbl CKa3a/10Cb KaK COBPEMEHHOE MOHMMaHWE CPeLHEBEKOBOM 3MOXM,
Tak U HeobblYaMHOE YyTbe KOMMNO3MTOpa, KOTOPbIM elle nocne npo-
cmoTpa dnabma « MUUYypUH» BbICKA3aACA OTHOCUTENIbHO POSIU My3bl-
KM B KMHO: «HAA0, YToObl My3blKa 3By4asia TOJIbKO TaMm, F4e OHa Kpal-
He HeobxoamMma» [uuT. no: 3].

Takum obpasom, HayaB CBOK paboTy B KMHemaTorpade c us-
6bITOYHOrO UCNO/b30BaHMA NpocTeliweln BbITOBON My3blKM B OAHUX
dnnbMax U MHOTroobpasHOM AUPUKKM — B APYrUX, B NO3AHUX PUb-
Max — 3KpaHu3aumsx Tparegmii Lekcnmpa KosmHues 1 Loctakosuy,
C OAHOM CTOPOHbI, HAMEPEHHO COKPATUAM MY3blKa/ibHble GparmeHThbl,
MOKas3aB B BblpaXK€HUM CMbIC/Ia CaMOAOCTAaTOMHOCTb MCUXOJIornYe-
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CKOM Urpbl apTUCTOB. HO C Apyro — BbIABUAU YOANUBUTENbHYIO POsb
MY3bIKU KOK GHA/1020 3MUKO-(hUnocogcKoli KOHUenuyuu 3KpaHu3upo-
BAHHbIX Mpou3sedeHuli, KOHLUENUUN, KoTopana He TOoJIbKo oboratuia
nx 06pasHbI CTPON, HO U ABUAACb MOLLHbIM CPEeACTBOM HapallMBa-
HWS CMbICNA B UCKYCCTBE KMHemaTorpada. 9To ABAEHNE OHU UCMONb-
30Ba/IM B MHOrOrPaHHOW LWKane 3MOLMOHANbHO-NCUXONOTUYECKMX
COBMELLEHUI: OT TPAAMLUMOHHOIO BEPTUKANIbHOrO MOHTA)Ka 3BYKO3-
PUTENbHOTO U My3blKa/lbHO-C/IYXOBOrO PAAOB A0 MX B3PbIBOONACHO-
ro NpoTUBOAEWNCTBMA, NMPUBOAALLETO K KOPEHHOW TpaHchopmaumm
Pa3HOPOAHbIX JIMHUN. B TaKOM AMHAMMUUYHOM OCMbICIEHUU XyOO0XKe-
CTBEHHbIX NPOU3BEAEHUI, BbISBAAIOWEM UX [YOUHHbBIA CMbICA U Ha-
palLMBatOLLEM HOBbIW, CKA3aaUCb MPUHLMUMbI UHMENAEKMYanoHO20
MOHMAMA 8biCcUIE20 MOPAOKA.
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THE CALL OF THE BEYOND:
MUSIC IN ANTONIONI’S RED DESERT

Remembering Oleg Sergeyevich Semenov

Abstract. This article discusses Michelangelo Antonioni’s use of music in
his 1964 film Red Desert (Il deserto rosso). Before Red Desert, Antonioni
had avoided the Hollywood convention of the near-continuous musical
score, and made only very sparing use of largely diegetic music. Instead
of music in any straightforward sense, he used a kind of structured sound-
effects score instead. In Red Desert, there is much more music, and in many
ways it performs the traditional function of elucidating or enhancing the
film’s narrative and symbolic elements. Even so, the content of the music
was strikingly original at the time: an abstract electronic score by Vittorio
Gelmetti. Close examination reveals Antonioni’s subtle and ambiguous play
with the diegetic or non-diegetic role of his music. At the same time, he
retains a sound-effects score that begins to take on musical properties, and
which also has a significant function in elucidating the narrative.

The two scores contribute much to Antonioni’s portrayal of the central
character, Giuliana. Much of the critical response to the film took the main
theme to be alienation brought on by industrial development, and demoted
the story of Giuliana’s mental illness, assuming that she was to be understood
as frivolous and trivial as a character. This article presents an alternative
reading, drawing on the rich musical evidence that Antonioni did indeed
place his plot at the centre of the film, and, contrary to many of the critics, it
demonstrates how the music foregrounds the mental state of Giuliana and
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invites the viewer to view her plight with compassion.
Keywords. Antonioni, Red Desert, music, electronic, sound effects, sound-
track, mental illness, symbolism, modernism

In his early films, Michelangelo Antonioni’s use of music differs
radically from the Hollywood norm of an almost continuous musical
soundtrack that unobtrusively created a suitable mood for each scene.
In Antonioni, by contrast, we are struck at first by the absence of
music, and perceive it as silence, a gap in the soundtrack. On several
occasions, indeed, Antonioni spoke against the standard use of music,
which to his mind was a kind of external commentary that allowed
the viewer to bypass the image, and for Antonioni, this amounted
to bypassing the film itself.! Even so, sound remained an important
dimension for Antonioni, and he sought to control the sound just as
much as the image. In both Lavventura (1960) and La notte (1961)
he experimented with the organization of sound effects into a quasi-
musical score: «For L'avventura, | had my crew record a huge variety
of sound effects: every kind of noise made by calm or rough sea, or by
the waves crashing down on the rocks and inside the caves, and so on.
| had hundreds of reels of magnetic tape, just for the sound effects.
Then | selected those that | would use for the soundtrack of the movie.
| think this is the kind of music best suited for the images. [...]. Ideally,
one could create a marvellous soundtrack using noises, and then put
it in the hands of an orchestra conductor. Ultimately, though, maybe
only the movie director would be able to do it...» (quoted in [1, p. 4]).

Even when music (in the normal sense) does finally make an
appearance towards the end of La Notte, its use is anything but
conventional. There is an all-night party, and when we first hear the
sounds of a jazz quartet, their music seems non-diegetic. At first
light, the camera takes us out of the house and into the garden,
where we see a jazz quartet playing. The acoustic, however, belongs

* Antonioni, as quoted in Roberto Calabretto [1, p.3].
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clearly to the studio, and not to the open air, and on close inspection,
the musicians are not playing the music we hear (nor miming to it
accurately, although the discrepancy is not blatant). So the originally
non-diegetic music has moved closer to being diegetic, but still
remains at a distance from the scene. A little later, the same music
behaves in a non-diegetic manner again: the two main characters (a
married couple in crisis) have been walking slowly down the garden,
away from the camera, and the moment they come to a standstill is
timed to coincide exactly with the end of the piece of music. During
their walk down the garden, we could only hear the music, but now
the conversation re-emerges.

When the music restarts, the viewer will most likely suppose that
its status will be non-diegetic once more, especially since the end of
the film is obviously very close. This would allow the music to continue
into the end titles once the last line had been spoken. This does indeed
happen, but a little later. First, there is a disruption when the wife turns
around in the direction of the musicians back at the house (who would
now be far away, but still sound as if they are beside us). She refers to
them directly, bringing the music back towards the diegetic end of the
spectrum: “What do they expect? Do they think their playing will make
the day any different?” Her remark is ambiguous, itself both diegetic
(when taken at face value) and non-diegetic, if she is understood to
be crossing the fourth wall and addressing the audience: perhaps the
music will at least give them some comfort at the end of the bleak
story, even if it cannot help the two characters? At the very end of the
action, the music moves to the foreground of the soundtrack and we
hear it as the director’s closing comment on the film—the music is
melancholy but unsentimental. This subtle play between the diegetic
and non-diegetic is at the heart of Antonioni’s use of music, which is
highly self-conscious and even self-referential.

After the studied avoidance of music through most of L'avventura
and La notte, Red Desert (Il deserto rosso, 1964)isstriking foritsembrace
of music, but this has both conventional and highly unconventional
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aspects. The music follows tradition by representing people, objects
and events in the action, and by helping to create and enhance the
mood of various scenes. It also latches on to visual symbols and other
elements of the narrative in a Wagnerian/Hollywood manner. But
the kind of music Antonioni has chosen was anything but traditional,
especially for its time. Instead of using an orchestra or a jazz ensemble,
Vittorio Gelmetti’s score consists of electronic music, which in the
early 60s was still little known outside the small following enjoyed
by the musical avant-garde. This choice of music matched the film’s
frequent evocations of abstract expressionist painting (for example,
in the scene where samples of paint in different colours had been
randomly splashed on the walls of a room that was intended for shop
space in the future). But even the apparently traditional aspects of
the score sometimes form the basis for a deception, in the manner of
apparently obvious visual metaphors that turn out to be red herrings.
The richness of this film lies in its abundance of techniques for creating
meaning in a way that always seeps beyond the boundaries of any
attempt at a straightforward, self-contained reading. The musical
score is a part of this overflowing richness, sometimes assisting the
viewer, sometimes causing confusion. The musical soundtrack is
still more complicated than Gelmetti’s score, since there is also an
elaborate scoring of sound effects that was assembled by Giovanni
Fusco, not unlike the electronic score representing the squawking of
thousands of birds in Hitchcock’s thriller of the previous year, although
Fusco’s sounds are much more variegated (the Italian release of The
Birds at the end of 1963 was too late for any influence to be attributed
to the Hitchcock soundtrack).? This essay is an attempt to makes sense
of how the Gelmetti and Fusco contributions function within the film’s
narrative.

At first, the very distinction between an abstract electronic-
music score and a score of organized sound effects (electronic or

2The “sound-effect score” has been analysed in great detail by Roberto Calabretto in [1].
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electronically manipulated) might seem pointless or spurious. The
soundscape of rhythmicized effects such as the hum of the factory or
the noise of the sea clearly has its own musical aspects, and like the
musical score proper, it influences our perception of the narrative, as
we shall see later. Sometimes when we hear a sound effect, we cannot
even be sure whether it is intended as realistic or symbolic. Since
the electronic musical score also contains much noise—unpitched
material—we might suppose that there is merely a continuum from
the most musical passages through to realistic sound effects. But the
film does not bear this out, because the cues of electronic music are
discrete and quite short, each with a definite beginning and ending,
and appear in longer gapped sequences within single scenes.

The electronic music (hereafter EM) is heard immediately the film
begins, during the opening title sequence. | will refer to this passage
as the “overture”, because it provides us with a musical preview of the
action, as in most operas and many Hollywood films. As a sprawling
industrial plant gradually emerges from the fog on screen (we never
find out what it manufactures, but we can see that it pollutes mightily),
we hear the hum of the machinery or generators, and then out of
this emerges the EM with its disturbing knocks and swipes. Just under
a minute later, a third component is introduced, a soprano solo—a
lonely female voice. The melody has an Oriental character (especially
as it begins and ends), and its mood swings between melancholy
longing and a free-spirited joy. The vocal performance is virtuosic and
yet naive at the same time, as if the singer, although very capable,
is free of the constraints of professional discipline.® This melody
stretches out for another two minutes and, importantly, it gradually
takes over the soundtrack, with the EM disappearing, followed by the
factory hum. For the last 30 seconds of the opening titles, all we hear
is the singer.

3 The soprano part is sung by Cecilia Fusco, a professional opera singer, and the daughter of
Giovanni Fusco who worked on the soundtrack.
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When the music ends, the film proper begins,* and the sounds-
cape switches abruptly to the more aggressive and rhythmical noises
of the factory. In this dystopian industrial landscape, alongside a
picket line of strikers, the central character appears. Giuliana, as she
is called, leads her young son by the hand, her fashionable green coat
and high-heeled shoes at odds with the mud and debris around her.
Here begins her troubled journey.

The second sequence of EM cues appears at the 17° mark, and
echoes the factory noises of the previous scene through its own
continuous humming and rhythmical murmurings. Giuliana is alone
in the frame, inviting us to associate the EM with her interior world,
especially when it stops for a few seconds at the moment when she
is distracted from her thoughts by the arrival of her husband. The
EM is effectively the sounds in Giuliana’s head, and in this scene, it
represents her anxieties and fear. When Giuliana shares the torments
of her nightmare with her husband—a sensation of being sucked into
quicksand—the EM returns and continues to sound while Giuliana
begins to weep, while her husband tries to comfort her, but as his
caresses become more intimate, Giuliana’s reacts negatively.

There is a short passage of EM at about the 25" mark, when
Corrado, a colleague of Giuliana’s husband, seeks out Giuliana,
intrigued by her on first sight. Giuliana is clearly anxious and her
behaviour is odd and unpredictable. At this point, instead of following
Corrado in search of adventure, she sits down next to a fruit seller as if
suddenly overcome by fatigue. “Are you tired?” Corrado asks her. She
does not answer immediately, and during the pause (filled by EM) we
have a chance to notice that the fruit and chestnuts on the stall are
coloured grey—in his colour films, one of Antonioni’s trademarks was
to paint objects, both large and small, in order to create correlations

4 For timings, | have used the Italian-produced DVD “Il deserto rosso”, un film di Michelangelo
Antonioni, versione restaurata, Cinema Forever, PSV34000 (2014). In this DVD, the original titles
were preceded by a new sequence of titles pertaining to the restoration, lasting just over one
minute, so | have subtracted about a minute from the timings of scenes in the film.
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between colour and emotion. Later the same day, when Giuliana
tells Corrado about her mental iliness and her suicide attempt, there
is no music. This introduces a complication in the role of EM: it is
not a general accompaniment to Giuliana’s illness, but indicates on
particular occasions that her mind is afflicted.

The film’s lengthy central scene features Giuliana, her husband,
Corrado, and another three friends, who spend the afternoon
drinking and flirting in a small wooden shack by a quay at a seaport.
During the scene, an emotional and erotic connection is established
between Giuliana and Corrado, to the extent that it becomes obvious
to all present. The scene’s closing sequence also reveals the gravity
of Giuliana’s condition with unexpected force. The revellers in the
shack watch as a doctor climbs aboard a ship that is moored nearby.
A little later, a yellow flag is hoisted, indicating an outbreak of some
infectious disease onboard (as one of the revellers tells the others).
Giuliana panics, runs for the car and almost drives into the sea,
coming to a halt only at the very end of a pier. While the action is very
tense, surprisingly, there is no EM. We may be able to discern a certain
logic here: in earlier scenes, the EM told us that Giuliana’s illness was
more serious than her behaviour alone would indicate, whereas in the
scene with the car, her behaviour is so extreme that the assistance of
the EM is not required.

In any case, Antonioni is able to create correlates from other
dimensions of the film. Visually, a thick fog begins to gather in the later
part of this long scene, symbolising the state of Giuliana’s mind. Tightly
linked to this, the music of organised sound effects also contributes
a symbol of its own, namely ships’ foghorns, which partition time
through their mysterious iterations. The ships and smaller vessels
passing through the frame also take on a symbolic aspect because
of the magnetic pull they exert on Giuliana’s mind. The mysterious
quality of the foghorns is enhanced by the fact that they seem to come
from somewhere outside the frame, since their sound never clearly
coincides with any ship as it comes into view. The foghorns actually
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seem closest at the moment when Giuliana is literally on the edge,
showing that they are as much part of the furniture of her deranged
mind as a realistic soundscape of the seaport.

In contrast to the foghorns, the scene in the shack also features
some lively dance music on the radio coinciding with Giuliana’s change
of mood, when she joins in with the merriment and even takes the
lead for a while, comically imitating sexual arousal after she has eaten
some allegedly aphrodisiac quails’ eggs. But the music stops, and
the foghorns eventually call to Giuliana once again, drawing her into
another world. Living in the real world is clearly a struggle for Giuliana,
and we find out later, she is only attempting to do so because she gave
her promise to the doctors who were treating her at a mental hospital.

At the 81’ mark, we enter a fairy tale that Giuliana relates
to her son. The colours in this episode are sharply different from
everything before and after, the azure sea and the pink sand of the
beach providing joyful relief from the greys, dirty greens and red
tones that dominate the rest of the film. This riot of colour was not
the result of Antonioni’s paintbox tricks but was taken from nature (as
seen through Technicolor, that is), leaving the location of Sardinia’s
Budelli Island to work its magic. In the fairy tale, we see a teenage girl,
perhaps Giuliana idealised picture of her younger self. She swims and
sunbathes, completely at home in this paradisiacal landscape. This is
when the Oriental song from the film’s “overture” finally reappears,
allowing us to place its joyful arabesques in the context of a dream in
which Giuliana longs for another world to inhabit.

The beach fantasy episode shows us that the film’s overture was
actually very traditional in form, in spite of its electronic music and
industrial sounds. Both operatic overtures and Hollywood title music
acted as musical equivalents to “teasers” in television thriller series,
giving us tantalising previews of what was to come. The title music of
Casablanca (1942), for example, opens with some earnestly dramatic
music, followed by an oriental theme evoking the location of Morocco,
and then cuts to the Marseillaise, which prefigures the film’s climactic

HAYKA TEJIEBUAEHUA Ne 14.2, 2018 194 THE ART AND SCIENCE OF TELEVISION



scene. Red Desert’s title music behaves in a similar way, presenting
the central divide between Giuliana’s adult malaise and her idealized
childhood, which map onto the divide between an industrial dystopia
and a natural paradise.®> At a more abstract level, the film presents
the problems of the individual in the modern world (Giuliana’s
inability to adapt to adult life), and the problems of world at large
(industrialisation that is both chemically and aesthetically toxic).® The
fact that the soprano melody is Oriental evokes a common fantasy
trope that had already been strongly present in La Notte, where it was
Africa that was portrayed as as the exotic dream place for a natural
human happiness [3, p. 84-85]

The appearance and disappearance of a mysterious tall ship forms
the fairy tale’s centre point. The ship seems to be devoid of crew or
passengers, in an apparent reference to the Flying Dutchman legend.
In her encounter with the mysterious ship, the girl on the pink beach
experiences for the first time the longing that separates a pubescent
teenager from a child in a state of innocence. It is the moment when
her sexuality is awakened, the song emanating from everywhere while
the rocks of the shoreline seem to take on fleshly forms and colours.
But it is also more than just that—perhaps a suggestion that from now
on the heroine will be searching for a meaning to her existence and
the world itself. The dream-world encounter with a mysterious tall
ship gives us a key to the soul of the adult Giuliana, who continues to
pine after passing ships, drawn by the sound of their foghorns.

Giuliana’s longing is for another world, the chief motif of the
Symbolism that shaped the arts at the turn of the century. This other
world offers perfection, but the road that leads there passes through
death. Giulianais not unlike a Symbolist maiden, a Mélisande wrapped

5 Christine Henderson eloquently explains how these two layers are connected, making use of
motifs Lacan and Kristeva. [2, p. 161-178].

6 This should not be taken too far, however, since Antonioni insisted on many occasions that
industry and technology possess their own beauty, as some aspects of the industrial scenes in
Red Desert do indeed bear this out.
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in the enigmatic trauma of her previous life and now trapped in a reality
from which she is profoundly alienated. This Symbolist situation is also
reflected in Antonioni’s portrayal of Giuliana’s mental illness, which
exceeds the bounds of realism, and becomes a romanticized condition
that gives the heroine a special sensitivity. She sees the world in a way
that those around her cannot, and the musical score(s) tell us that
she also hears it differently. The sea evokes in Giuliana that longed-for
other world, and she is fascinated by it, even though she is afraid to
direct her gaze upon it. Not all the products of an industrialised world
are at odds with this otherworldliness: she is also fascinated by the
technicians in Medicina who are setting up elaborate apparatus “for
listening to the sounds of the stars”. Aside from the single appearance
of the Oriental song in the fairy-tale episode, musically, the world
beyond is symbolised tentatively by the sound of the foghorns, as
mysterious as the fog that accompanies them. And although they may
be perceived as a kind of music, their source is ultimately rooted in the
real world, unlike the EM, which is only in Giuliana’s mind.

Earlier in the film, Giuliana’s son had apparently contracted a
paralytic condition, but her telling of the fairy tale comes to a sudden
halt when she realises that his illness was feigned, merely an attempt
to gain attention from her. This leads to the final, climactic phase of the
film. The next block of EM, which begins at the 90’ mark, is particularly
intense, with a series of 20-30 second cues separated by short gaps. The
content has also changed: instead of the anxious knocking and swiping
sounds we heard at the beginning, there are sustained pitched sounds
instead. These are an elaboration on the symbolic foghorns, which have
been transferred from the sound-effects score to the musical score, a
dramatic correlate of the fact that the foghorns, as we noted earlier,
began as diegetic sound, but also became part of Giuliana’s mental
soundscape. Giuliana, losing her composure again, runs to Corrado’s
hotel, so distressed that she has trouble even recalling his name. She
confesses to him that she is very ill, and she has little hope now of any
recovery. Corrado is both puzzled and excited by the apparent signs
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of Giuliana’s desire for physical intimacy, and a seduction begins. The
EM heightens the tension: the short cues now in such quick succession
that they are like contractions that periodically grip and release her,
only to return with renewed force. At the 100" mark, Antonioni harks
back to his treatment of the music at the end of La Notte, when the
non-diegetic EM suddenly seems to become diegetic when Giuliana
takes notice of it and looks for its source. She goes to the window and
pulls aside the curtain, only to see a street that is deserted apart from
one man walking by. This explains nothing of course, as we should
realise, since the EM can only be “diegetic” within Giuliana’s psychosis.
Still, we might have hoped for something of significance in the street,
but Antonioni awakens this desire only to frustrate it.

When Corrado and Giuliana make love, the harsh greens and reds
of the hotel room modulate into saturated pinks, as if reminding us
of the dream-like beach. But this illusion (accompanied again by the
foghorn-inspired EM) is shattered by the harsh (diegetic) sound of a
car passing by. We find that Giuliana (while the camera was turned)
has already run out of the hotel, understanding even in her confusion
that an affair with Corrado cannot offer a solution.

In the next sequence of EM cues, the character of the music is
still more agitated, but its distinctness as music is compromised by its
resemblance to the sounds that we might expect to hear in a port at
night. This oddity falls into place if we interpret the scene as a dream
sequence, for which there is ample evidence. It is the most surreal
section of the film, in which we find Giuliana trying to gain entry
where she cannot, and she meets a man who speaks to her, but she is
unable to follow his words.” In a dream, the soundscape of Giuliana’s
deranged mind and the environmental sounds are one and the same,
hence the difference in the behaviour of the EM score here.

’The man is a sailor, and the language he speaks is Turkish, although the subtitles in the DVD
tell us, bizarrely, that it is Russian. The sailor is quite prosaically asking Giuliana whether she
needs help, offering her coffee, and so on. But if this is a dream, the viewer is not intended to
understand the sailor.
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If in many previous scenes we noticed ships gradually getting
closer, now the whole frame is taken up by a huge red hull of a ship
which Giuliana has decided she must board. The moment when
she speaks to a Turkish sailor who doesn’t understand Italian is her
attempt to communicate directly with a representative of the other
world. By asking him whether the ship can take passengers, Giuliana
is contemplating the possibility of suicide. Her failed attempt to
communicate with the sailor prompts a soliloquy that leads her to
repudiate this course of action. She is not alone in the present world,
and the thought of her family holds her back.

In the final scene which is a kind of reprise of the opening scene,
we return to the original industrial landscape, in which Giuliana is
again wearing her green coat and leading her son by the hand. Bright
yellow smoke issues from the chimneys, and the boy asks his mother
whether the birds would die if they passed through it. Giuliana replies
that the birds have learnt to evade this danger. Her words sound
positive, and it appears that she has pulled through the worst of her
illness and is regaining a hold on life. But the EM creates a disturbing
counterpoint to this apparent happy ending, becoming more intense
as it proceeds, and continuing beyond the appearance of “the end”
(fine) on the screen. The swipes and knocks which we remember from
the opening scene, return with a vengeance. And because this music
of Giuliana’s illness has now spilt over the boundaries of the narrative,
it transmits a vague dread to the viewer as if Giuliana’s demons have
moved on to our own minds.

It is this disturbing, open ending that makes us realize that the
apparently traditional uses of music in the film have, to some extent,
led us astray. The EM had been developing along with the plot,
intensifying as Giuliana’s state of mind deteriorated. But in his aberrant
use of the EM at the film’s end, Antonioni makes us wonder who can
hear the music, what it represents and what it is telling us, as he had
done at the end of La Notte. Is it telling us that Giuliana’s mind is in
fact beyond repair? Perhaps, but perhaps not, since this would not
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only belie the promise of her words to her son, but also the conclusion
of the ship dream sequence (which would then serve no particular
purpose in the narrative). Perhaps, instead, the psychotic EM is merely
serving as a kind of theme tune, reviewing the general character of
the film without any bearing on the final scene? But this seems too
simple, given the subtleties of Antonioni’s approach to music, and it
is too intense to leave the viewer with any such impression. This final
moment of confusion takes firm ground away from underneath our
feet, bringing us as close as possible in the dramatic arts to a kind of
empathy with Giuliana: it may seem that we are on firm ground, but
with the next step, we might be sucked into quicksand.

Ishasbeen notedthat Red Desert wasboth achallengingmodernist
masterpiece and a box-office success on the cusp of Antonioni’s
mainstream recognition (his next film, Blow-Up, was in English and
aimed at an audience beyond the arthouse circuit). And although
the musical score is electronic, the bare fact that some kind of music
was used at all can be regarded as a step towards the mainstream for
Antonioni. Like standard musical scores, it usually plays a clear role
in the film’s drama and symbolism. And yet the closer we listen, the
better we can appreciate the subtlety of the EM’s interaction with
the sound-effects score; the two can overlap in time and sometimes
in content (the foghorns), blurring the distinction between the
external and internal worlds, and the distinctions between natural,
technological, and imaginary sounds.

One further significant aspect of the film’s music deserves
discussion: its contribution to the portrayal of the heroine. Many
commentators have noted Antonioni’s sympathy for his female
characters (at least in the early films); as Joseph Luzzi puts it,
“Whereas the men in his films are ready for sex and little else—Red
Desert is no exception—Antonioni’s women are generally complex,
lovely, subtle, and intelligent creatures too good for the worlds they
grace” [4, p. 205-209]. Even so, contemporary critical reception of the
films tended to bypass the distinctive features of Antonioni’s story and
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characters (here, Giuliana’s mental illness and her attempts to cope
with it), and instead focused on what they saw as the big, important
themes. Red Desert was therefore “really” about industrialization
and the alienation that comes in its wake. Critics rarely matched
Antonioni in his sympathy for Giuliana, and even took a hostile stance,
as in Stephen Taylor’s 1965 review, which dismissed Giuliana’s illness
as “neurosis a la mode”, the behaviour of a bored, leisured woman
married to a factory manager on a good salary. Half a century later,
this approach still has its advocates, like Haime N. Christley, who in
2011 insisted that the film was about “alienation, anxiety, modern life,
and industrialized landscapes”, and that its “preoccupations with the
physical environment overtake... the human concerns”. Giuliana, he
thought, was chiefly worthy of attention because she was the first of a
series of “shrilly neurotic housewives of postwar cinema” [5].

But there is surely a point in looking at the story that Antonioni
has given us, in all its details. We do not know whether her illness is
purely neurological, or whether it stems at least partly from some
psychological cause, some trauma in her past, but she is clearly
oppressed by herillness, feels that she is failing both as a wife and as a
mother, and the lack of any signs of recovery creates a malign feedback
loop. Monica Vitti brings a remarkable degree of skill and imagination
to this role, with her hunched shoulders, angular, jerky movements,
and her habit of walking close to walls. Giuliana’s contemplative
attitude to the world around her is miles more attractive (in the world
of the film) than her husband’s complacency; Corrado may be more
appealing, but his man-of-action approach to Giuliana’s problems is
bound to fail. In some mysterious Symbolist manner, Giuliana is the
character who is connected to the natural world: to the stars (in the
Medicina scene), or to the sea (in the shack scene). As for the rest,
she is “afraid of streets, factories, colours, people, everything”. In
the final scene, when she and her son talk about the dangers of the
toxic yellow industrial fumes for the birds who fly through it, there
is a clear parallel with Giuliana herself, and we may also recall that
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Maeterlinck’s Mélisande dies of a wound “the would hardly have
killed a bird”.®

Giuliana does not find much real sympathy for herself within
the story, aside from the Turkish sailor whom she cannot understand
(and even he may only be part of a dream), but she has Antonioni’s
sympathy and no doubt the sympathy of many viewers, despite the
critics who prefer to look elsewhere for the film’s meaning, as if this
weak, unstable woman is unworthy to be situated at the centre of
an intellectually challenging film. And as | have argued here, it is
Antonioni’s use of music that allows us the best access to Giuliana’s
inner world. The camerawork does not fulfil this role—it is not
committed to Giuliana and her point of view. As Luzzi puts it, “the
film’s principal visual tension lies in the contrast between subjectivity
and objectivity, between free indirect point-of-view shots that
give us Giuliana’s perceptions, and tracking shots that render her
a pointedly sexual object”. [4, p. 207]. The music, on the contrary,
belongs exclusively to Giuliana: the EM offers us a direct access to her
mind, the soprano solo holds the key to her past and her soul, and
the music of the foghorns evokes that world beyond that is calling to
her. Even when the EM spills over from Giuliana’s mind (as at the very
end), it is to create an intimate connection between her and us, the
viewer, inviting our sympathy and compassion. Compassion—which
poured out so vividly in the last scene of Lavventura—was Antonioni’s
antidote to the alienation rampant in the world. Through music, even
such unusual and adventurous music as in Red Desert, the viewer is
asked to rise to compassion. To paraphrase the heroine from La Notte,
it is this that can make a difference to the day.

8 The link between Antonioni and Symbolism has been noted by several commentators. David
Huckvale in his Visconti and the German Dream: Romanticism, Wagner and the Nazi Catastrophe
(xxx), includes Antonioni in a list of directors who were heirs to the Symbolist aesthetic [6,
p. 131]. Ned Rorem makes the connection precisely between Mélisande and Antonioni’s
heroines ntonioni himself never mentioned em makes a precise connection between Mic.
Antonioni’imate connectiothe idea of the beyond th in «A Mélisande Notebook” [7].
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