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ANALYZING MUSIC IN TV SHOWS:!
SOME METHODOLOGICAL CONSIDERATIONS

Abstract. The growing popularity of TV serials (broadly defined as multi-
episode TV productions of various character) goes along with the rapidly
expanding reputation of music accompanying such shows. We can talk about
the international success of several soundtracks. Recognizing this situation,
the article prompts undertaking profound studies on music featured in TV
shows suggesting analytical procedures embracing three, interdependent
perspectives: referring to one episode, to a musical scene/sequence and to
the whole serial understood as a cohesive entity. The first approach is of
normative character and involves gauging the length of musical fragments
versus the length of the episode, measuring how often and determining
where musical fragments appear, checking the patterns of their distribution
with the episode, etc. We also need to identify characteristic musical (leit)
motifs (most specifically the central motif, usually the one opening all
episodes) and divide musical fragments into those of diegetic and non-
diegetic character. While discussing scenes or sequences with musical
components, we focus on musical solutions assessing to what extent they
are (a)typical for the whole serial. The third stage involves an attempt to look
at music in all episodes as a structural element of the whole serial, as well
as is aimed at answering the question concerning the functions which music
plays in a particular serial.

! In the paper the terms ‘show’, ‘serial’ and ‘series’ are used referring to TV filmic formats with plot
spread over several episodes.
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The article is deeply rooted in the tradition of Film Musicology making
use of its terminology, concepts, definitions as well as analytical tools.
The theoretical framework provided in the article is designed as a modest
proposal for musicologists and film specialists alike, as well as all those
interested in musical and sonic aspects of TV shows, who can also develop
their own, methodological approaches to music in TV shows.

Key words: Film music, serials, TV music, analysis.

AHHA NUOTPOBCKA

NHcTuTyT My3bikoBeaeHuA B ArennoHcKom YHuBepcuteTe
Kpakos, MonbLua

ORCID: 0000-0003-1510-8682

e-mail: agpiotrowska@interia.pl

AHANIN3 MY3blKU

B TEJTEBU3NOHHbLIX CEPUATIAX:
HEKOTOPbIE METOAOJ/TOTMYECKUE
COOBPAXKEHUA

AHHOTauma. PocT nNonynapHOCTU TeNeBU3MOHHbIX CEpMaNoB CoYeTaeTcs C
6bICTPbIM pacnpoCTpaHEHNeM U3BECTHOCTU COMPOBOMXKAAMOLLEN UX MY3bIKU.
MOXHO roBOpUTb O MEXKAYHAPOAHOM YCrexe HECKOIbKMX NOA0OHbIX CayHA-
TpeKos. Mcxoaa 13 3ToM CUTyaLMu, B CTaTbe CTaBUTCA LieSb NPOBECTU aKkaje-
MUYECKOE UCCNef0BaHME My3bIKW TEJIEBU3MOHHBIX CEPUAIoB, OCYLLECTBAAA
aHa/u3 ¢ Tpex B3anmoobyCNOBNEHHbIX MO3ULMIA: NO OTHOLIEHWIO K OTAE/b-
HOW Ccepuu, K OTAENbHOI My3blKaNbHOW CLieHe/Nnocnef0BaTeNbHOCTM CLEH,
W, HAKOHeL,, N0 OTHOLLEHWIO KO BCEMY cepuasny, NOHUMAEMOMY KaK efuHoe
uenoe. B nepsom ciyyae aHann3 HOCUT CTaTUCTUYECKUIA XapaKTep U BK/OYa-
eT B cebAa onpeseneHe BpeMeHM 3By4aHUA My3blKa/bHbIX GparMeHTOB OT-
HOCWUTENbHO ANUTENBHOCTU Cepum, GUKCALLMIO TOTO, T4 U KOTAa NosBAAeTCA
My3bIKa, KaK OHa pacnpesenserca BHYTPU CEpUM U T. . Ha 3Tom 3Tane Tak:ke
Heobxo4MMO 06HAPYKWUTb NEUTMOTMBSI (B YaCTHOCTM, aBHbI 1IeMTMOTUB,
KOTOpbI OBbIYHO 3BYYWUT B HAuyaje KaxKOOW Cepuu) U pasaenuntb mysbi-
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KanbHble d)paFMEHTbI Ha guereTnyecKkume n HeguereTnyeckme. AHaAU3NpyA
OTAeNbHble My3blKa/ibHble CUEHbI, Mbl d)OKyCI/Ip\/EMCH Ha X My3blKa/IbHbIX
peweHnax, oueHneana, HACKONIbKO OHU XapaKTepPHbI AN1A BCEro cepuana. Tpe-
TWI 3Tan BKALOYaeT NOoNbITKY B3MMAHYTb Ha MY3bIKY Ka)Kp,OVI n3 cepMFl KaK
Ha CprKTyprIl‘a 3/1eMEHT Cepunana B LE/IOM, a TaKXKe OTBETUTb Ha BOMPOC O
(I)yHKLI,MﬂX, KOTOpbI€ BbINONHAET MYy3blKa B TOM U UHOM Cepuane.

ABTOp CTaTbM ONMPAETCA Ha YCTOABLUMECA TPAgMUMM UCCNEeL0BAHUA KUHO-
MY3bIKN, NCNO/Ib3YA CNOXKUBLUYHOCA TEPMUHONOIUIO, KOHLUEeNUnK, onpeaene-
HUA, a TaKXe aHaInTU4eCKne npmembl. ﬂpM 3TOM TeopeTnyeckmne npuHun-
nbl, NpeacTtaB/eHHble B CTaTbe, paspa60TaHbl dBTOPOM U npegnaratoTca K
MCNONb30BaHUIO MYy3blKOBEAAM U KMHOBELAM, a TaKXKe BCEM TeEM, KTO UHTE-
pecyeTca My3blKa/ZlbHbIMU U 3BYKOBbIMU aCNeKTaMmn TeNeBU3NUOHHbIX Cepuna-
0B ¥ cnocobeH C034aTb CBOM cobcTBEHHble meToaonornyeckme noaxogbl K
nccnenoBaHUIO My3blKKU Te/IeaKpaHa.

Kntouesblie cnosa: HVIHOMYSbIKa, cepuanbl, TENEBU3NOHHAA MY3blKa, aHa/U3.

The growing popularity of TV formats, and especially serials
(broadly defined as multi-episode TV productions of different nature/
of different genres) goes along with the rapidly expanding reputation
of music that accompanies them. We can talk about the international
success of several soundtracks, to mention internationally acclaimed,
flag-ship American series of the 1990s—Twin Peaks (music by
Angelo Badalamenti) or X-Files (music by Mark Snow). Despite that
recognition, TV serials soundtrack have been less willingly studied
than film music composed for the needs of big-budget blockbusters,
intended primarily for the distribution in the cinemas. Hence, this
article is designed as a methodological proposition how to approach
musical layer of TV serials and presents—step by step—what actions
need to be taken by the researchers who wish to discuss music in
TV serials. This proposition is deeply rooted in the tradition of film
musicology—making use of its terminology, concepts, definitions as
well as analytical tools.? Nevertheless, it is addressed not only to music

2 Although supporting literature on TV shows used for the purpose of this paper is predominantly
in Polish, it reflects the current tendencies as observed in the research on serials globally.
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undergraduates, or musicologists, but also to film lovers and film
researchers interested in musical (and sonic) aspects of TV shows.

I. THE POPULARITY OF TV SHOWS

From the second half of the 20th century we can talk about
the expansion of television and its domination over our social and
private lives: in that sense, as Zygmunt Bauman rightly pointed out in
Society Under Siege (2002), the television industry has made one of
the most successful conquests in the history of humanity. [1] Despite
the growing popularity of computer games or online social media, TV
is still eagerly watched. It offers a range of programs including films,
also those broadcast regularly and popularly referred to as ‘serials’.
While TV serials are still comparatively rarely analyzed in the scientific
perspective, they continue to be loved by viewers, who sometimes
only complain about too many advertisement breaks appearing during
their favorite shows. The viewers are impatiently waiting for new
episodes of their beloved serials, remaining open to new proposals.
Watching shows is considered to be a ‘social fact’ being a part of
everyday practices of millions of people all around the globe. [2,
p. 188] Therefore, new formats are still introduced and verified by TV
channels, new themes exploited. The diversity of formats and topics
seems to accommodate many tastes and is meant to fulfill various
expectations. It seems that serials enjoy such a great popularity
because they inject an element of regularity into our hectic lives and
«in the place of chaos and uncertainty they propose a ready-made and
consistent interpretation of the world». [3, p. 78] Undoubtedly another
factor that can contribute to the attractiveness of serials is music.
Often it features characteristic tunes appearing immediately during the
opening credits. These tunes are often remembered long after the first
emission of the serial, outliving the popularity of some shows. Hence,
it is worth paying attention to the role and importance of film music in
such television productions. In the times of the growing popularity of
‘cult’ serials (e.g. those attracting lots of fans sharing their fascination

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 13 THE ART AND SCIENCE OF TELEVISION



over mass-media, etc.) the musical aspect of TV shows should be duly
recognized as an important academic research area.

The reception of music in TV productions is a highly complex,
distractive process. [4, p. 71] Some theoreticians go as far as to claim
that music is not an important part of TV reality: David Bordwell suggests
that television viewers do not want to ‘feel’ but rather ‘understand’ the
narrative they are watching, and emotions caused by music do not belong
to that cognitive level. [5, pp. 30—33] Although enriching the production,
they are not necessary to understand the plot. However, it seems that
well designed music accompaniment can work on such a cognitive level:
for example a set of recognizable tunes may carry decipherable meaning
which allows viewers to understand the plot better.

The mechanisms employed to decipher the meanings attributed to
music follow the same pattern as this described by Bordwell: [musical]
hypotheses (i.e. cultural connotations of certain tunes, rhythms,
instrumental sounds, etc.) are tested/checked during the show, either
confirmed or repudiated. Music can serve as a means of facilitating
the reception of the TV show even in different cultural zones, and the
worldwide success of some musical tunes known from TV serials proves
this thesis. Music in TV shows not only helps popularize the brand
commercially, but in fact quite often becomes the hallmark of the entire
production, becoming one of the most essential features of TV industry.

Il. AFEW WORDS ABOUT THE SPECIFICITY

OF MUSIC IN TELEVISION

One of the best known contemporary directors—Steven Spielberg,
talking about the phenomenon of Indiana Jones and the Kingdom of
the Crystal Skull (2008) strongly emphasized that its success would
be impossible without music by John Williams. Spielberg clearly
underlined the intrinsic relationship between music and film saying
that “Indiana Jones cannot exist without [his musical] theme. And,
of course, that theme would be nothing without Indiana Jones”. [6]
This declaration was then commented by the British musicologist
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specializing in film music research—Ben Winters, who rightly
observed that “it is a statement that few would disagree with, and
yet it highlights a potentially troubling issue for film musicology”. [7,
p. 224] By the “potentially troubling issue” Winters meant the above
mentioned relationship between music and the image—certain
reciprocity occurring between them.

The reasons why the links between music and the image especially
in TV serials are still insufficiently studied can be connected with
the very origins and—consequently—quality of the early TV shows.
These were produced by TV companies and appeared as a part of
the TV broadcast. [8, p. 139] Their reach was limited because rarely,
if ever, were they distributed at cinema-theatres, due to their specific
character: initially designed as “fillers’ of around 90 up to 120 minutes
of broadcasting time, TV films even today are traditionally shorter
than films originally intended for cinemas. Additionally, their budget
is smaller in comparison with cinematic films and, consequently, in
television shows, specific solutions are preferred: for example, close-
ups dominate over panoramic views which might reveal the poverty
of the set, scarcity of props, etc. Hence, many techniques masking
these deficiencies are used, including replays, flashbacks, etc. The low
budget affects also the process of production: shows tend to be shot in
a certain hurry, sometimes under pressure, which reduces attention to
the details. Furthermore, television films often exploit recently popular
themes: reacting to the current modes they can become a voice in
the discussion about urgent, and socially sensitive, problems. Yet, the
action of TV shows tends to be rather slow, full of specific reminders
or even repetitions. These films take advantage of the fact that their
reception—especially the reception of TV serials—usually takes place
at home. The episodes return systematically, as if immediately available
(indeed, with the development of the new technology they are even
obtainable on request), thus giving the viewers the spurious feeling of
control and imposing an element of systematization, even stabilization
into their lives.
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Historically speaking, so-called television films (television movies,
made-for-television films, etc.) appeared first in the United States in the
1950s and already one decade later they competed with cinematic films.
The first film considered as a ‘proper’ TV movie was (lasting 100 minutes)
See How They Run (1964), directed by David Lowell Rich. Music for this
film was composed by Lalo Schifrin—it was one of the first assignments
for the composer who was about to begin his long and successful career
in film music industry. The same year, the film The Killers was made for
NBC television, but ultimately—due to its drastic content—it found its
way to cinema halls. The music for The Killers was composed by John
Williams, who—as commonly known— later provided soundtracks to
many smashing cinematographic hits. What seems striking though, is
the fact that this originally meant for TV film was actually broadcast
at the cinemas. It also cannot escape our notice that in both above
mentioned cases of TV films the composers employed to provide music
actually became successful cinematic composers—these details prove
minor differences between so-called TV and cinematic films.

With the development of television not only more and more
serials were produced but several sub-genres appeared, so today
we even talk about hybridization of television formats. [9, p. 10] As
a consequence, TV shows gained many variabilities—we distinguish
serials, series, soap operas, telenovelas, sitcoms, etc.® All of them
are accompanied by music, usually original (but also pre-existing

3 The term serial is often treated synonymously with the concept of ‘serial film’, especially
in colloquial language. Serials are usually multi-part productions (the number of episodes is
predetermined), presenting consistent story—often screenings of novels are shot as serials.
Series, though, should not be identified with a serial as it distinguishes from it in the way it
treats each episode as a closed entity, the one that resolves a problem. Similar to series is soap
opera: it is also made up of lots of episodes that do not tend to the ultimate resolution of the
presented problems. Consequently, soap operas may be broadcast for many years, particular
episodes are usually quite short (about half an hour). Just as soap opera (weekly soap), also
telenovela (daily soap) is intended to be broadcast for a long time, but it usually focuses on love
problems, and is especially widespread in the countries of Latin America. We also distinguish
so-called sitcoms (also: sit-coms, i.e. situation comedies), oscillating between the serial and the
series, whose most important feature is use of situational humor.
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music can be used). The method of composing music for TV shows
is not very different from composing for the cinema movies, but if
while writing music for the wide screen composers usually watch the
completed films and after provide music, in case of TV serials they
oftentimes create music following only the cues given by producers
commissioning particular musical themes. Composers are often
forced to make compromises, giving up some elements of their
musical language, exposing other aspects. This approach may—
although not necessarily—lead to the multiplication of some musical
clichés. Hence, many researchers say that music for TV shows tends
to be of mediocre level. At the same time this kind of assessment
actually allows us to talk about the music of some TV productions in
terms of artistic achievement. [10, p. 179] What seems problematic
though, is the very attempt to value music composed for TV shows in
terms of its autonomous character since this particular music fulfills
certain functions (e.g. co-creating the narrative), not always matching
expectations imposed on so-called absolute music. Some authors,
like Janet K. Halfyard strongly underline that even the process of
writing music for television films differs from writing music for cinema
movies. [11, p. 10] Despite obvious discrepancies, this view seems too
radical, although Halfyard is right when she notes the lack of archival
materials to be studied when analyzing music for TV shows (while there
already exist libraries, etc.—especially in Hollywood—with cinema
films’ scores). And Halfyard aptly emphasizes one more difference
between music for cinema and TV films: in the latter, because of the
limited budget, the (over)-use of electronics (with the privileged role
of the synthesizer since the 1980s) seems significant. Halfyard also
underlines technological constrains of listening to music coming from
a TV set: small (in comparison with cinematic) built-in speakers cannot
guarantee the highest possible quality of sound; instead they rather
assure sort of intimacy. This specific privacy of reception Halfyard
holds responsible for relatively less (than in cinema films) fragments
filled with music in TV shows. [11, p. 12]
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lll. ANALYSIS OF MUSIC IN THE TV SERIES:

METHODOLOGICAL PROPOSAL

When we think of analyzing music in television films we must
remember that the main source of information remains the film itself:
we treat it as a so-called phonographic document. In film musicology it
is widely accepted that musical scores are only auxiliary. Also listening
to the soundtracks alone, without images, can be helpful, but neither
the scores nor the recordings should be regarded as primary materials.
[12, p. 27]

For the needs of analyzing audiovisual works we often resort to
the descriptive method. As Maciej Gotab declares, it is not only “the
historical backbone of the analysis in general”, but it also allows to
examine both simple and compound structures in a normative way. [13,
p. 241] While discussing music in TV shows, we predominantly refer to
well established musicological terms such as: theme, leitmotif, musical
symbol (and sinthom), but also make use of the notions stemming from
film studies, including the division of musical layer into diegetic and
non-diegetic (so-called background music), or differentiating structural
units of a film into episodes, scenes, sequences.

Preliminaries, associated with basic information about the
show, include the establishing of the genesis of the script, describing
the plot and understanding the general context of the production (for
example, whether similar serials were produced at that time, etc.)
It is also worthwhile to sketch profiles of the show’s creators—the
director(s), the scriptwriter(s), and the composer(s). We also need
to specify who was responsible for performing the music, whether it
was released in the recorded form, e.g. as an album or perhaps even
published as a score.

Further research can be carried out within a larger framework that
differentiates between several analytical perspectives determined by
their temporality. Therefore, we can distinguish:

the perspective of an episode,
the perspective of a scene/sequence,
the perspective of the whole serial.

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 18 THE ART AND SCIENCE OF TELEVISION



The perspective determines research questions and goals,
whereby each of these levels of the analysis is characterized by
different approaches and analytical tools. In the perspective of an
episode we usually undertake normative measurements; in the
perspective of a scene, descriptive analysis is preferred; while in the
discussion and interpretation of the whole show, we usually venture
most speculative and hypothetical statements.

3.1. The perspective of an episode—the starting point for further
research—focuses on verifiable data. Here we proceed to the number
of seemingly prosaic, yet necessary actions (gauging) in order to:

¢ determine the length of every episode (counted from the initial
credits treated as a starting point, including end credits. The time code
[e.g. 0:00] is always given in minutes and seconds);

e extract musical fragments, and identify the exact moment of
their appearances in every episode;

¢ measure the duration of each musical fragment;

¢ calculate the percentage of musical fragments in every episode.

It must be remembered that the same procedure (measuring and
describing all musical fragments) needs to be repeated for every single
episode. In case of soap operas or sitcoms, etc. with an enormous
number of episodes we may, however, decide to analyze a cluster of
representative episodes, i.e. the ones that to the best extend illustrate
typical strategies used in the musical layer and hence serve as good
examples of the musical stylistics applied throughout the serial. For
the better clarity all obtained data can be presented in the form of
diagrams, tables, graphs, charts, etc. [14, pp. 123-133]

Atthisstage of theanalysiswe alsoneedto considerthedivisioninto
diegetic (being part of the narrative) and non-diegetic (background)
music, in both cases identifying the prevailing style, be it romantic,
popular, jazzy, etc. and establishing preferred instrumentation.

It is the next step though, that seems of crucial importance for
the whole analysis: it involves determining the most distinctive,
frequently repeated musical structures which can be tagged as
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leitmotifs. While carefully watching and listening we will be able to
determine the relation of these musical themes with the images
(heroes, objects, or places). What usually characterizes leitmotifs is
the specific use of instruments (e.g. in an atypical register), catchy
tunes, interesting rhythms (e.g. syncopated, tuplets), characteristic
harmony (e.g. modal) or other elements. The leitmotif is often defined
as «a cohesive and compound distinct gesture that unfolds within the
limits of a psychological present”. [15, p. 448] As Ruth Hacohen and
Naphtali Wagner write “each leitmotif contains an inherent semantic
content upon which its referential and contextual functions are
constructed”. [15, p. 447] Justin London compares the function of
leitmotifs with that of people’s names, but—contrary to Hacohen and
Wagner—he claims that leitmotifs (just like names) are semantically
empty (they do not carry specific information), and underlines their
referential role. [16, p. 87] Although usually quite short, leitmotifs
carry enormous musical potential, hence they are usually easily and
quickly remembered by the viewers. Thus the sonic identification of
the show is tightly connected with the recognizability of the leitmotifs
it introduces. Of seminal importance becomes the musical motif
accompanying the opening credits:*

it receives the status of the musical logo of the show. It may
be used as a tool to gain the viewers’ attention, [17, p. 128] and is
compared with a specific musical greeting (hailing). [11, p. 45] Also
closing motifs—often repeating the opening motifs—cannot be
overlooked: together with opening motifs they sonically define the
time of the particular episode as if taking it into cognitive brackets.
[18, p. 45] For some authors opening and ending motifs are the liminal
moments of each episode: Halfyard, for example, stresses that they—
in an almost magical way—mark the time of the episode separating
the ordinary world and everyday time from the period spent watching
the episode. [11, p. 47]

4 Instead of the opening motif, there may appear the song, fulfilling the function of the opening
motif. Alternative we may deal with a hybridization of instrumental motif and a song, e.g. in the
form of whistling theme or so called vocalise.
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When it comes to diegetic music, we need to pay attention to all
—usually rather short—fragments which make use of the pre-existing
material. While searching for their sources it is advisable to consult
the ending credits which usually provide such information. Diegetic
music can represent various stylistics (different from non-diegetic),
depending on the needs of the plot. We also need to consider whether
diegetic music takes over the role of the leitmotif. Moreover, in some
cases a distinction between diegetic and non-diegetic music is so
blurred (even on purpose) that it is almost impossible to determine
if we are dealing with diegetic or non-diegetic music, but these rare
situations should be carefully examined. [19, pp. 1-25]

Having established the set of mostimportant (or even all) leitmotifs,
we turn to identifying musical symbols and sinthoms. According to
Philip Tagg “music is particularly suited to the direct symbolisation and
communication of affective states and processes” [20, p. 25] and it can
be assumed that some sound effects heard in TV shows actually resume
the function of musical symbols. These symbols can be compared
with musical gestures or figures that become indispensable elements
of the narrative. Such musical symbols denote certain meanings only
in specific context, [21, p. 129] and their interpretation is always
dependent on that context. Sonic symbols can take on various forms,
e.g. identified even with some acoustic effects, not only musical one,
because their presence constitutes a part of cinematographic narrative
defined as super-reality which “turns towards the direction of anti-art,
a withdrawal of the aesthetic away from the beautiful and towards
the grain of brute actuality”. [22, p. 32] These ‘brutal’ sound effects
exceed the framework of reality as we know it from everyday life. As
Michael Filimowicz writes, this super-reality “represents an assault on
our senses. At the same time, it can be understood as an increase in
the resistance of the Real, a move in the opposite direction of Ideality
and will-amplification, pleasure and sensorial access”. [22, p. 32] As a
consequence, these musical symbols ‘vectorize’ the direction of our
reception, suggesting and prompting, perhaps even determining the
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way the viewers watch the episode. However, despite some obvious
advantages of introducing musical symbols there are also many doubts
concerning their (1) reception and (2) interpretation. Firstly, musical
symbols can go unnoticed by viewers as most sonic effects seem so
perfectly embedded into the acoustic layer of the shows. Alternatively,
they can be interpreted simply as ‘environmental sounds’—to use
Michel Chion’s terminology. [23, pp. 18—19] Secondly, musical symbols
are assigned to a variety of functions and their meaning can be either
imprecise or exaggerated, because symbols carry the element of
mystery, unlike leitmotifs whose identification is unambiguous (via
connection with visual elements). But what is even more confusing is
the fact that every single viewer can suggest their own interpretation
of a given symbol. While recognizing this situation, Slavoj Zizek noted
that some effects without carrying such pre-determined meanings
may be, nevertheless, endowed with them by the viewer. In other
words, these effects can be interpreted as symbols but this symbolic
function is not permanently assigned to them. In that case, instead of
symbols, Zizek talks about sinthoms (after Jacques Lacan). Sinthoms
remain totally dependent on the interpretation: recognizing them is
not necessarily connected with the context of their appearance, but
rather with the will of the observer/commentator. Zizek writes that
sinthom is a kind of ‘tick’, a repetitive feature that is able to “merely
cipher a certain mode of jouissance and insist from one to another
totality of meaning». [24, p. 98] Thus sonic sinthoms not only enrich
the musical layer, but also the narrative, adding to the attractiveness
of the show by allowing the viewers—introducing their own sinthoms
—to personalize these productions.

3.2. The role of music in TV shows can be also studied on
the example of selected scenes or sequences. The scene can be
understood as a basic film unit, consisting of at least one shot; it is
characterized by the unity of time, place and action. [25, pp. 12-13;
26, pp. 172-173; 27, p. 21] The sequence includes several consecutive
scenes combined by the narrative, sometimes common location or
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time. In some cases music plays a constitutive role actively shaping
dramaturgy, underlining the sense of continuation (both temporal
and geographical) between scenes, as well as emphasizing logical
and organic link between the shots. And yet, determining which
scene should be examined (as a case study) is not an easy task. Some
authors are of an opinion that finding the most representative scenes
is most often determined by the researchers’ intuition. [28, p. 156]
Other criteria include the literature overview, references to the press
reviews, following the choices of other viewers as expressed in polls,
or in online fora.

It is never futile to ask whether music heard in the selected scene
could be different: in other words, we may deliberate upon the cause
(why?), and the aim (what for?) of using particular musical solutions
in a given scene. At that stage of the analysis the researchers must
be especially aware of their methodological limitations (positionality)
as they often tend to pay attention to musical-visual associations
as determined by their own upbringing, cultural context, and/or
idiosyncratic preferences.

3.3. The perspective of the whole show is an attempt to think of all
episodes as one—complex as it is—entity. In this holistic approach we
assume that the essence of the discussed show can be grasped only
by looking at it as a coherent, organic unity. The sum of all principles
governing musical fragments appearing in all episodes may prompt
final conclusions. The set of these rules creates what Janet Halfyard
calls musical strategy of a given show. [11, pp. 24—25] While considering
all episodes in a simultaneous rather than successive manner their
syncretism hidden behind the idea of a cycle can be revealed. [29, p.
7] The term ‘cycle’ may even become the key term to understand the
organization of musical fragments appearing on a given TV show as its
very idea refers to the integration on the structural level. [30, pp. 6-9]

Crucial at this stage is also to observe such musical gestures—
tunes, rhythms, etc.—which are not only repeated in all episodes, but
in fact constitute their sonic aura. Most often they appear already in
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the opening theme or song: associated with a given production they act
as so-called sonic saddles, whose meaning is revealed in their constant
discovery. [31, p. 160] However, it is also possible to identify a number of
musical themes which appear only once, never re-used again: these are
so-called forgotten motifs or lost motifs. On top of that, there may exist
a number of such musical themes in the diegetic and/or non-diegetic
layer that actually re-occur several times, on different occasions, but are
not associated with any particular image (hero, place or even situation,
feelings). Denied the status of the leitmotif, neither symbols nor
sinthoms, they nevertheless prove their tremendous capacity fulfilling
the sonic space of numerous fragments. Their exploitation serves as an
excellent example of musical recycling. [11, p. 19]

At the end of this stage of the analysis it is worth to evaluate
the musical layer of the show. For example, we may look at other
soundtracks provided by the same composer, or compare given
soundtrack with music from other shows directed by the same
director. We may be interested in comparing soundtracks in serials
from the same time, e.g. dealing with the same topics, etc.

%k %k %

To sum up, this sketch inscribes into the widely observed tendency
to appreciate the role of music in films, but advocates studies on music
featured in TV films and especially TV shows (serials, series, etc.) These
productions not only attract more and more viewers (fans), but also
seem to transgress political and cultural borders: soundtracks from so-
called ‘cult’ serials should be treated as co-responsible for their huge
commercial success since they are used to advertise these shows all
around the globe. This paper presents methodological procedures
how to analyze music in TV shows, embracing three, interdependent,
discursive perspectives: referring to an episode, to a musical scene/
sequence and to the whole serial being a cohesive entity. The
theoretical framework provided in the article is designed as a modest
proposal for musicologists and film specialists alike, as well as all those
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interested in musical and sonic aspects of TV shows, who can also
develop their own, individual approaches to music in TV shows.
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SINGING ETHOS, PATHOS, AND ETHNOS:
THREE GENERATIONS, FOUR ISRAELI
EUROVISION VICTORIES, 1978-2018

Abstract: The article analyzes the musical and extra-musical factors that
may have influenced Israeli victories in the Eurovision Song Contest in 1978,
1979, 1998, and 2018. The role of folklore elements, sociohistorical and
geopolitical contexts are considered. The victory of the song-show “Toy”
(Netta Barzilai, 2018) is viewed as result of a complex strategy, constructing a
self-sufficient antimodel image and exploiting different factors like devotion
of queer community to the Eurovision and public solidarity with victims of
sexual assault #MeToo.

The case of Dana International (1998) is viewed against the background of
the LGBT movement culminating in the late 1990s in its struggle for acquiring
recognition as sociopolitical power and resulting in support by the European
Union.

The article focuses on two Israeli songs winning in 1978 and 1979: “Abanibi”
(music: Nurit Hirsh; lyrics: Ehud Manor; soloist Izhar Cohen) and “Halleluyah”
(music: Kobi Oshrat; lyrics: Shitrit Or; soloist Gali Atari). They are considered
through paradigm of folklore elements and national cultural symbols.

The author uses her theory of vernacularity in music subdividing it into phylo-
vernacular and onto-vernacular types/functions. The former applies mainly
to the primordial folklore associated with ritualistic agricultural societies, and
characterized by stability; the latter applies to the folklore practiced by an
urbanized population and implies an ongoing process of interaction between
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the initial corpus and popular music, openness to influences and borrowings,
and a separation from ritual. The onto-vernacular is characterized by
changeability.

The Eurovision presents a global culture “locus,” an extreme meeting point
between the two types of vernacular. Phylo-vernacular elements, ingrained
in each country’s cultural roots, are here mixed with a general, global pop
style creating onto-vernacular, aimed at intercultural communication
aesthetic preferences. Use of both types/functions reflects national identity
of participating countries.

Keywords: Eurovision Song Contest, Israeli folklore, popular songs, phylo-
vernacular, onto-vernacular.

INTRODUCTION

The Eurovision Song Contest (ESC), founded in 1956 and based on
the model of the San Remo Music Festival, is an annual international
competition mainly between countries that belong to the European
Broadcasting Union.! With its reputation for upholding the democratic
principles of voting, the ESC has eventually come to encompass more
than forty countries and is watched by billions of viewers globally. The
immediate exposure of its repertoire greatly influences the development
of popular music, both locally and internationally. The winner’s country
gets to host the following year’s competition. Israel has participated in
the ESC since 1973 and has its own story of success and failure.

This article analyzes the musical and extra-musical components of
Israeli winners of the ESC, spanning over a period of forty years. Israel
has celebrated several victories: four first places and two second places.
An analysis of these reveals the dynamic changes that have taken place,
not only in musical style and verbal and visual messages, but also
against the background of the political contemporary circumstances,
which provide a specific context and, to a certain degree, probably
influence votes.

11thank Esti Sheinberg and Naomi Paz for reading the draft and suggesting valuable comments,
as well as Asnat Goldfarb-Arzuan for our long discussions of Israeli songs and important
information.
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The 1979 ESC, which took place in Jerusalem following lIsrael’s
1978 victory in Paris, presented each country via pleasant cartoon-style
epigraphs displaying that country’s most commonly perceived cultural
symbols. One of those featured two men in ancient robes and sandals
carrying a huge cluster of grapes and accompanied by an oriental flute
improvisation. The animation drew images of biblical Joshua and Caleb
—two of twelve “spies” (in fact scouts or observers sent by Moses to
explore the land of Canaan for its conquest as a Promised Land, Numbers
13:30). Suddenly they stopped, removed their robes to reveal modern
red sport shorts, and sat down cross-legged. “Israel!” the broadcaster
announced to the amusement of the audience. [1, 52 min. 57 sec.—53
min. 42 sec.]

Indeed, being one of the most ancient and simultaneously one of
the youngest states in the modern world is characteristically an Israeli
dichotomy and one of the main sources of its vitality and attraction.
There are, however, other dichotomies that define Israel’s artistic
identity as presented at the ESC. Its geo-political location is on Europe’s
periphery, while also, like Greece, it is one of the founding nations of
Judeo-Christian Europeanism. The country’s cultural “double identity”
mixing Western and Eastern traditions and traits, grants it too a special
profile. Finally, the disproportion between Israel’s tiny territory and its
constant presence in media headlines (which more often than not are
politically biased) is yet another paradox, reinforced by the country’s
excellence in technology, science, defense ability, GDP per capita, and
other qualities, even if these are sometimes mythologized. In addition,
all its ESC first prizes wins—in 1978 and 1979, 1998, and 2018—
have remarkably coincided with celebrations of the State of Israel’s
anniversaries: 30, 50, and 70 years respectively, with wars and terror
attacks in between, against the background of the ongoing Arab-Israeli
conflict and the ever more distant dream of a peaceful coexistence.
The stubbornness of Israel’s national spirit, the kibbutzim, Holy Land
monuments, and diverse landscapes speak to the public imagination
and imbue it with mixed sentiments, of which Israelis are well aware,
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still being surprised whenever a positive international recognition is
received.

Some Eurovision Song Contest victories are remembered through
the name of the song, with the personality of the singer mattering less.
Other victories are remembered due to the name of the singer, and it
does not really matter what the singer has sung. This binarity highlights
the fact that the quality of the song (or the opportune timing for its
style) and the social image of the singer (or the right moment for his or
her popularity) are equally decisive factors in the ESC. Both musical and
extramusical features, therefore, are equally important when seeking
to explain the ESC’s wheel of fortune.

The recent ESC victory of Netta Barzilai (“Toy”) is still fresh and
in the spotlight, and therefore, it might be a bit early to understand
it in context. The 1998 victory of Dana International has been widely
discussed and researched. The present overview merely sketches them.
Subsequently | focus on the Israeli earlier 1978 and 1979 triumphs—the
songs that are remembered mainly by their titles.

NETTA BARZILAI

Notwithstanding the influence of the mass media in managing,
maintaining, and contributing to triumph, the success of a particular song
is largely beyond comprehension.? Nevertheless, some of the strategies
employed by singers and song-writers have proven their effectiveness,
as brilliantly demonstrated by the latest 2018 Eurovision winner, Netta
Barzilai. Both her aggressively anti-supermodel appearance and the
song (both lyrics and musical style), unmistakably resounded with the
multinational target audience. All worked in combination toward this
goal, starting with social network devices, such as a leak to YouTube
before the contest, and ending with Wonder Woman idol and model

2 Scholars and critics have sought to unravel the winning elements or their combinations:
melody, harmony, modulation, orchestration, visual solutions, textual topics etc. None of these,
however, can fully explain the reasons for a victory.
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Gal Gadot’s patriotic endorsement, encouraging her followers to
support Netta.?

The production, which is a spectacle rather than just a “song,”
presents a cluster of (often contrasting) meanings. While the song’s
motto is “I am not your toy,”* the singer’s visual image is precisely
that of a toy, including her hairstyle, make-up, costume, and colors
associated with Asian figurine in the onstage performance, [2] as well
as with a Barbie doll bride in a wedding dress, as she appeared for an
instant in the accompanying clip album. [3] Musical layer of the song
also contributed to the idea of a toy with its mechanical electroacoustic
loopers and ostinato-incantational “begging” chief motif.

The deliberate contradiction between the verbal meaning and
the visual image undermines any metaphorical significance of the
text. While this might confuse viewers with rationalizing tendencies,
a simple explanation to this alleged contradiction could be that these
appearances were aimed at teenage voters who are perfectly satisfied
with hearing the word “toy” while seeing a doll on the screen, hopefully
prompting them to add voting points to this entry.

The confusion, however, does not end here. Netta’s overall image/
message is vaguely transmitted from somewhere within a triangle of
different perspectives, all at the center of contemporary international
public interest. The first is suggested by the motto of the song, the
#MeToo movement, victims of sexual assault, as a subject hinted to
during various media interviews. This phrase, however, is not original
and (accidently or not) borrowed from a song by La Roux (Songwriters:
Eleanor Kate (“Elly”) Jackson / record producer Paul Benedict Langmaid),
which indeed conveyed a would-be #MeToo message as early as 2009.
Netta’s song lyrics tell, rather, the opposite: the annoyance felt by a
girl reacting to the lack of attention from a “stupid boy” who fails to

3 The historical moment/circumstances of the victory itself do not seem to play a role, at least
this time.

4 There is currently a controversial discussion being held regarding the song’s authorship.
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identify her as no less than a Wonder Woman. This song, unlike the
2009 one flashes certain feminist overtones, not without a challenge to
the opposite sex.

The second perspective is that of a subtle but transparent
reference to the LGBT community. Netta’s sexual identity has never
been publicly revealed, but in her acknowledgements to the production
team she highlighted their belonging to the gay community. [4] The
defensiveness of the motto “I Am Not Your Toy”, regardless of its other
visible and hidden messages, appeals to the large queer community,
which strives to advance from its current minority position to at least a
status of equality with the straight majority power. [5, pp. 25—-36; 6, pp.
123-133] Netta is attractive for both straight and queer camps, leaving
them all guessing at her own sexuality based on her image.

The third perspective is that of her “being different” in her physical
appearance, which is bluntly in dissonance with modern society’s
‘aesthetic’ ideals. This perspective has no expression either in the
verbal text or in the music. It is purely visual and supported by her
interviews and comments. She models her performance as a call to be
true to one’s own, and powerful, self regardless of its discrepancy with
the ruling aesthetic ideal of a model:

[l was told] dress like you have nothing to celebrate. Dress in
black. Dress big. Short skirts are not for you. Short sleeves are not
for you. You're not sexy or beautiful. You’re funny—that’s what you
are. And you are a good friend. Well | am here to break that because
this is a great evil that is done in the word to so many people.

People are locked in this state of mind and when | decided
that this [Netta gestures to herself] is who | am then that was that.
| always wanted to explore pop culture in my music and | didn’t
have a chance because being me and presenting that music... it’s
not existing. [6]

This latter perspective indeed appeals to many individuals, also
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being in accordance with social ideas of tolerance and respect for all
human beings, including those physically afflicted by disease, trauma,
or any discord with a socially preferred appearance.

In fact, as the general obesity epidemic expands, the aesthetics of
body perfection becomes increasingly irrelevant to everyday life, a kind
of reflection of past glamour. The unhappiness caused by not adhering to
the aesthetic ideal often sublimates into self-exotization, a metaphorical
“tattoo and graffiti”, the uglier the better. The phenomenon is neither
new nor isolated. The crisis of the post-WWII shattered illusory
expectations for a common prosperity and the triumph of Reason
sled into protest subcultures, which increasingly influenced three
generations over at least six decades. To borrow Curt Sachs’ (1946)
paradigm, the wave of Ethos that predominantly expresses “perfection,
permanence, serenity, strictness, and moderation” has become
overpowered by the wave of Pathos, tending to an expression of
“passion and suffering, freedom, and exaggeration” —both “by contrast
with a generation preceding”. [8, p. 334, quoted from 9, p. 140] Netta
Barzilai’s production serves to symbolize how deeply we are currently
immersed in the era of Pathos and what a gap separates it from the
past (and the next) era of Ethos. As history promises, the next “age of
reason” will probably come about some three decades into the future,
bringing with it new illusions and keeping humanity going.

DANA INTERNATIONAL

When, probably around 2005, Robert Deam Tobin wrote his
chapter “Eurovision at 50: Post-Wall and Post-Stonewall” and Dafna
Lemish wrote her “Gay brotherhood: Israeli gay men and the Eurovision
Song Contest” for lvan Raykoff’s and Robert Tobin’s A Song for Europe:
Popular Music and Politics in the Eurovision Song Contest (Ashgate,
2007)—both revealing the great affection of gay communities for
the ESC, they hardly predicted the appearance of the “bearded lady”
transvestite with décolleté, Conchita Wurst (Thomas Neuwirth) in 2014.
At the time of their writing, Dana International, with her song “Diva”
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(1998), was still the most expressive manifestation of modern liberation
—sexual, social, national, private—challenging and conquering nature
itself.

“Diva” (lyrics, Yoav Ginai; music, Tzvika Pick) constitutes a pretty,
mediocre, well-calculated Europop song that could have become quite
a hit even on its own merits. But:

Extravagantly performed by the popular transvestite electro-
dance singer Dana International (accompanied by loud protests
from religious members of the IBA directorate and Knesset
members), “Diva” became a European hit, embraced by gay and
lesbian communities across the continent. [10, p. 120]

The historical context is crucial here. The 1990s witnessed the
peak of the more than century-long struggle of the LGBT public for
social equality. In these years, the movement swiftly acquired political
strength and, like other minorities in democratic societies, became a
demanding power, imposing new rules upon the socio-political game.
The consolidation and political empowerment of Europe that began
soon after WWII and gained momentum with the fall of the Berlin
Wall in 1989, cajoled peripheral countries toward joining the European
Union. One of prices to pay for that, however, was the decriminalization
of homosexuality and a drop in the consensual sex age.

On 17 September 1998, the year of Dana International appeared in
the European public eye under the Eurovision limelights, “the European
Parliament made clear that it would not admit any nation that failed to
respect the rights of gays and lesbians.” [5, p. 31] To quote Tobin further:

Guaranteeing the rights of sexual minorities has become

a marker of European identity. Alisa Solomon, for example,

agrees that Israel’s entries to Eurovision — most obviously Dana

International’s participation —assert Israel’s membership in the

sexually liberal West rather than the orthodox theocracies of the

Middle East.” [5, p. 33; 11, pp. 149-165]

Waving the Israeli flag as she acknowledged her victory, Dana
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International both asserted her membership in Israel and Israel’s
membership in the arena of European popular culture, while
also queering, critiquing, and subverting the image of Israel and
Europe.” [5, pp. 34-35]

Represented by this performer, Israel, on its 50th anniversary,
appeared liberal, open-minded, progressive.

The 1998 ESC miraculously coincided with new markers of technical
progress, such as the system of televoting. This novelty allowed for
enormous support from the international gay community. Lemish
quotes one of her interviewees, Gideon:

“What warmed my heart was that this was the first year of
televoting and there was a huge buzz beforehand among the gay
community throughout Europe who promised to vote for her. And
when that was realized it was a sense of power. A gay power around
Europe.” [6, pp. 131-132, 133] The event constituted a climactic,
open and spectacular celebration of the entire LGBT community,
which “came out of the closet,” bestowing upon Dana the role of
their spokesperson. [6, pp. 131-133]

Like proselytes, who may become more religiously zealous than
those who were born into a religious environment, a man transitioning
to a woman seems much happier in her new gender, than any naturally-
born woman. Hence the delight in and glorification of cultural-historical
divas: “Viva Maria [Maria here is an English sonic swap of the Hebrew
word naria, meaning cheer, shout in triumph—M.R.] / Viva Victoria /
Aphrodita (sic!) / Viva la diva / Viva Victoria / Cleopatra.” No burden of
childbirth, nosocial inferiority. There is no mention of love in Dana’s song,
just a purely narcissistic admiration of femininity. Till then one could
legally change one’s name, religion, ideology, nationality, face, figure.
Changing one’s sex and, moreover, having this publicly acknowledged,
was an immense personal victory. Against the background of Dana’s
performance, we could see an entourage of girls attired in men’s suits.
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The victory is more than simply a personal one: the minority grows in
number and in power. Established by straight society, the Eurovision
increasingly resonated within the gay community, which intensely and
aggressively superimposed its own style and contents. Once empowered
by popular culture, the gay rights movement’s power became a reality.

SONGS FROM THE CONSERVATIVE PAST: ETHOS AND ETHNOS

During the first five years of Israel’s participation in the ESC a
professional committee selected the songs that would represent Israel.
In 1978, however, the sources of potential songs for the contest were
increased due to the traditional and very popular Israeli song festival:
“The IBA [Israel Broadcasting Authority—M.R.] decided to transform
the Israel Song Festival into a competition whose goal was to choose
the song that would represent Israel in the Eurovision contest.” [10, p.
119] The result was immediate and stunning. The candidate song “A-ba-
ni-bi” (or optimized as Abanibi; lyrics, Ehud Manor; music, Nurit Hirsh;
sung by Izhar Cohen, backing group Alphabeta) appeared to be the right
choice, albeit a risky one.

The risk related to the unusual topic of the song: a language “code”
used by children to keep secrets from their elders and “outsiders”. Such
language games are widespread in many cultures, following each syllable
of a word by a selected consonant (in this case “b”), echoing the vowel
of the syllable to hide its meaning from other listeners.> The words of
the refrain, A, were somewhat less than original: | love you; in Hebrew
ani ohev otakh, which, with the addition of the inserted “b” syllable,
becomes a-ba-ni-bi 0-bo-he-bev 0-bo-ta-ba-kh. The two verses, B and C
(in an A-B-A-C-A-B-A structure), convey the reflections of a mature man
and his reminiscence of children mocking adults and bullying the girls
they fell in love with (verse B), followed by the sentimental statement of
the meaning of love, “love, a beautiful word that should be pronounced
openly and proudly” (in verse C).

5 For example, in sixteenth- and seventeenth-century Russian church chant, bored monks
created the so-called anenaiki, inserting the syllables a-ne-na or ne-ne-na between the syllables
of canonic religious texts.
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The song was sung in Hebrew, and the audience was not supposed
to understand a single word during the stage performance. All its
meaning and message were to be expressed by the music, voice, and
visual details. To the credit of the team, it did a great job: the song
features a cluster of hooks.® Nurit Hirsh generously equipped this
relatively brief song with three styles: refrain A in a Modern Hebrew
folk style; verse B in Europop; and verse C as a Romantic cantilena—
each style reflecting imagery of the verbal text.

Refrain A dominates the song. Its modal and pentatonic melody
whirls within I-V fifth and stresses a frame of I-IV fourth. The minor-
mode trichord motive, multiplied and repeated with minimal variation
over a rhythmic ostinato, is ingrained in the ear like the ritualistic
formula of a primordial song. Darbuka as the mainly audible percussion
accompanying the band, and especially highlighted in the instrumental-
dance ritornello before the last A refrain, also ensured Mediterranean
flavor of the song.

The short verse B over the text describing the “bad behavior,”
consists of the plain and common Europop call-and-response phrase.
The rock and roll beat intensifies into a feeling of aggression, that is
strengthened by swing-style syncopated brass chords and flashing
string glissandi. This verse continues in the main fast tempo, generally
showing only little contrast to the refrain. The real musical contrast
appears after the first A-B-A section in the middle episode of the song,
verse C.

The C episode is unexpectedly lyrical. It is also diatonic and in minor
mode, but not modal, though with the use of natural, hence major, IlI
and VI (with its dominant). The composer allows the melody to ascend
in a sequence like a budding flower, with lyrics speaking on the beauty
of love, letting Cohen’s expressive voice to open in delight. The ultimate
and resolved climax sounds only once, leaving the listener with a

5 Hook is a term in popular music studies for any detail of a song (in melody, harmony,
orchestration, lyrics, vocal properties of a singer etc.) that is perceived by public as catchy and
contributes to the song’s popularity.
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desire to hear more. Instead, Nurit Hirsh repeats just half of the lyrical
phrase, sophisticatedly re-harmonizing the melody with a chiaroscuro
of interchanged minor and major chords and abruptly returning from a
dreamy image to the masculine dynamics of the initial A-B-A.

What the audience saw, was as follows: [12:1 h., 22 min., 32 sec.—
1 h.,27 min., 00 sec.] The composer and conductor Nurit Hirsh appeared
on stage first. She was one of the first women conductors in the ESC,”
thereby conveying a strong message of Israeli modernity and liberalism.
Entering the stage in a formal long black skirt and white blouse, heavy
wedge-heel sandals and plain hairstyle, she ceremoniously curtseyed.
Her presence, dignified and composed, and her confident conducting
the band’s rhythms, constituted a great symbol of the young and
liberal Israel.

The dark-skinned soloist, Izhar Cohen, already a successful Israeli
singer, radiated exotic Yemenite charm, with his mop of curly hair, his
behavior marked by lively spontaneity, a kind of younger and Middle-
Eastern version of Tom Jones. Clearly, he was the best choice for this
event. As the Paris ESC broadcast enabled the viewers to see the artists
offstage too, they were shown entering the lift that would bring them
up to the stage. There was a moment in which Western viewers might
be taken aback seeing Cohen entering the lift first, before the women,
something European men would never do (at least not in those years).
The sophisticated design of his shirt added to the conventional fashion
at the time for ESC competitors: low cut on the chest and a collar
edged with floral embroidery, suggesting a rather rustic, simple lad, an
image that organically suited the song. The backing vocalists were all,
uncoincidentally, attractive oriental types.

The combination of ancient, traditional, and modern elements in
the music, language, and on the visual plane, some of which can be
interpreted as both ethnographically defined and as transcultural,

7 Nurit Hirsh also appeared in Israeli debut at Eurovision in 1973, second after Swedish
composer/conductor Monica Dominique.
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constituted an unexpected and attractive image of a young, beautiful,
independent, both modern and traditional, strong and confident Israel.
There were no references to the trauma of East-European Jewry and
no references to the stigma of Israeli military presence in territories
occupied since the 1967 war. Rather, the message was of a new
generation of peaceful people, who were perhaps a bit mischievous in
the past, but then matured into caring adults, just like any other people
living their lives in their own lands.

With all the merits of “Abanibi”® one should not ignore the
element of mazal (luck). The year 1978 in the ESC was characterized
by experimental searches for new styles that could bring success. After
the 1975 winning Europop song “Ding Dong” (The Netherlands), the
1976 globally-embracing hymnic “Brotherhood of Man” (Britain), and
the 1977 somewhat conservatively-pathetic French song “L'Oiseau et
I'enfant” (whose melodic outline bears a surprising resemblance to
Blanter’s “Katyusha”), a clear tendency to seek new directions could be
perceived. This might have been influenced by the avant-garde jazz and
progressive rock trends, to which popular music responded, introducing
anti-“hit”, recitative features. Such searches, however, are in principle
ineffective, if indeed not harmful, because of the very nature of popular
music, which paradoxically combines conservatism with rejuvenation.
The experimental songs might have contributed to diversification of
the Eurovision’s stylistic spectrum, but they did not lead to winning the
contest. Moreover, several singers (and their audience) were afflicted by
poor intonation. This unstable context was thus, may be paradoxically,
favorable for the Israeli song. Appearing as the eighteenth song out of
twenty competitors, Israel received 157 points, well ahead of the next
place, Belgium (125 points). But who voted for Israel and with how
many points?

Six countries granted the maximum 12 points: Switzerland,
Belgium, The Netherlands, Turkey, Germany, and Luxemburg. Two
countries—Finland and Portugal, gave 10 points; and five—Ireland,

8 The song is still alive, telling new generations what they want to hear in it. An interesting and
very different and intimate version is presented by Netta Barzilai. [13]
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Norway, Italy, France, and Austria awarded 8. Denmark and Spain—6;
Britain and Greece—5; Monaco—3, and Sweden—O0. This renders
a variegated picture, but a certain trend of support from small or
peripheral countries can be spotted.® This is the point where a general
assessment of “Modern Hebrew folklore,” or rather, the concept of
vernacular in Israeli music, is due.

EUROVISION SONG CONTEST AND VERNACULARITY:

NATIONAL AND INTERNATIONAL

The refrain of “Abanibi,” as a study case, relates to my differentiation
between two types/functions of vernacular music, which can be found
in many cultures: the phylo-vernacular and the onto-vernacular. The
former applies mainly to the so-called primordial folklore, inherited
from previous generations, associated with ritualistic agricultural
societies, and characterized by stability; the latter applies to the
folklore practiced by an urbanized population and implies an ongoing
process of interaction between the initial corpus and popular music,
openness to influences and borrowings, and a separation from ritual.
Accordingly, the onto-vernacular is characterized by changeability. The
borders of these types/functions are blurred, since one often turns into
the other, for example, in situations of people’s migration and other
socio-historical changes. In my research during the last twenty years
| have examined and applied this theory to various cultures and their
music corpuses. The Eurovision, which represents a kind of a global
culture “locus,” is an extreme meeting point between the two types of
vernacular: the ancient, phylo-vernacular elements that are ingrained in
each country’s cultural roots are here mixed with a general, global pop
style creating onto-vernacular, aimed at intercultural communication
aesthetic preferences.

® Along with the 20 participating countries, the show was also broadcast live in Yugoslavia,
Tunisia, Algeria, Morocco, Jordan, East Germany, Poland, Hungary, Czechoslovakia, Dubai, Hong
Kong, the Soviet Union and Japan.
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As a general survey of the ESC repertoire demonstrates, including
the period after 1990, when many new East-European States joined the
contest, the smaller and the farther a country is from the “European
cultural center” (a West-European area), the higher it considers its
(phylo-vernacular) nationalidentity, and consequently its message to the
European family. It is not by chance that Ireland, with its unique wealth
and vitality of phylo-vernacular folklore, has been a multiple winner of
the Eurovision. Phylo-vernacular elements are a very strong component
of popular music, when it fulfills a national representation function in
international forums, which may range from prestigious contests to
advertising domestic tourist attractions. The ratio between phylo- and
popular (“onto”) elements in the complex stylistic combination—of a
desire to emulate the distilled Europop and the aspiration to express
unique national identities—is quite telling about the socio-cultural
nature and spirit of a country. The topic still demands substantial
research, but my preliminary observations suggest the following:

The posited phylo-vernacular materials employed for national
political ends, as manifested in a “peaceful competition” among nations
at the Eurovision at the end of the long twentieth century, included
instances of both displaying and avoiding phylo-vernacular features. In
the ESC, three kinds of messages can be detected through the use—or
avoidance—of phylo-vernacular characteristics. While elements of the
phylo-vernacular may express national pride, use of the onto-vernacular
is more communicative: the more onto-vernacular, the greater the
desire to be understood. A limited use of “soft” phylo-vernacular traits
manifests a wish for good relations; while “hard” phylo-vernacular
characteristics convey a defensive attitude of self-marginalization.

| return now to the Israeli case and specifically to the refrain of the
“Abanibi” song from a broader historical perspective. To call it “Modern
Hebrew folk” would be correct only in the context of conscious
construction (or what was imagined as reconstruction) of the national
Hebrew folklore in the 1930s. Even if it was based on medieval European
modes and on what was known to musicians from the pentatonic Slavic
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East-European corpuses of agricultural ritual folklore, it still fulfilled the
cultural function in constructing a new national identity.

There is a well-known psychological analogy: in the same way
that a smile could be an expression of relaxation, it can work in the
other direction: a smile as the facial feedback can induce relaxation.
Similarly, if agricultural folklore is an expression of life on the land, even
artificially created “folklore” can inspire and stimulate life on the land.*®
The analogy is indeed oversimplified, but it is hard to disagree with
the notion that Zionist ideology, strengthened by the Tolstoyan idea of
labor communities and socialist ideas, played a decisive role in building
the State of Israel; its folklore and song culture in general constitute a
serious cultural factor and source of power for the national spirit still
today. The refrain of “Abanibi” conveys a message of stability and deep
roots in the land. The presenter of the program added “Sabra”*! to the
introduction of the singer Izhar Cohen, which also contributed to the
general message of the song.

One should bear in mind that, in 1978, many tragic, heroic, and
glorious events associated with Israel were still fresh in the memory
of the European public. Only 11 years had passed since the Six-Day
War of 1967; only six years since the Munich massacre of 11 Israeli
athletes at the 1972 Summer Olympics; and only five years since the
1973 Yom Kippur War, when Israel was attacked by surprise on the
Day of Atonement, its holiest religious holiday. Two years before that
Eurovision, in 1976, the Israeli Rina Mor was crowned as the first
Israeli Miss Universe. In that same year, 1976, the incredibly daring

© To quote from Moshe Vilensky, one of the best and most important composers of Israeli
song, who said in 1965: about the role of Hebrewism in the Israeli popular song: “The local
character [of a song] cannot be imposed by an order, and generally the ‘light song’ speaks in
an international language, except for the local sound ... and such a sound exists in our song
because of the Hebrew language. ... It is also worth mentioning that what is considered among
us as a folk song is not a real folk song; it was also invented in an artificial manner.” [Quoted in
10, p. 122]

1 Hebrew word meaning cactus and, implying its being prickly outside and soft and sweet
inside, metaphorically used for “born in Israel”; the word entered as such in some European
languages.
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Operation Entebbe was carried out by Israeli commandos, to rescue the
passengers of a hijacked French plane bound for Israel—an event that
was immediately made into two television films: NBC’s Raid on Entebbe
and IMDb Victory at Entebbe, both released in the winter of 1976—
1977, and lIsraeli film Operation Thunderbolt.** The thrill of following
Israeli history’s unfolding in real time continued. On November 19,
1977, Egyptian President Anwar al-Sadat announced his wish to come
to Jerusalem and address the Knesset (the Israeli parliament). This was
the beginning of the peace process, realized in March 1979, when Israel
and Egypt signed the peace treaty. Europe was ready to embrace Israel.
Halleluyah!

HALLELUYAH (FIRST PRIZE, EUROVISION 1979)

Nothing could be more joyful, more optimistic, symbolic and
appropriate to that historic time than hosting the 1979 Eurovision Song
Contest in Jerusalem.

«The win [in Eurovision 1978 —M.R.] brought prestige and
national pride, and the right to host the 1979 Eurovision contest.
The extravagant production of the event in 1979, broadcast live from
Jerusalem to tens of millions throughout Europe,** and the first-
place win achieved again by the Israeli entry—“Halleluyah” (lyrics
Shimrit Or; music Kobi Oshrat; performed by the vocal ensemble
Halav u-devash [Milk and Honey], with soloist Gali Atari) —swept
the Israeli public with pride.

“Halleluyah,” perhaps one of the most Eurovisionic songs
ever composed, was chosen [in Israel, for participation in ESC
—M.R.] by a clear margin. The song had all the elements of the
Eurovision formula: a catchy, “international” word (halleluyah is a
biblical Hebrew word known to every Christian) repeated in almost

2|n USA the film was known as Entebbe: Operation Thunderbolt. It was theatricalized later in 1978
in the UK.

3 Live broadcast was in 19 competing countries and Turkey, Romania, Hong Kong and Iceland. [1]
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every line (the song has no refrain); a short symmetric melody of
sixteen bars that builds up to a climax through constant changes in
texture; and successive modulations of a minor second upward in
each repetition of the chorus, an effect that creates the illusion of
increasing tension in the song and a movement toward a peak».
[10, p. 120]

Contrary to the 1978 Eurovision in Paris, the 1979 competition
presented many high-quality entries, and the Israeli’s victory, with
125 points, was a close one with the very good Spanish song “Su
cancion”, excellently performed by Betty Missiego. Even if that night the
vocal performance by the Israeli singer was less confident than later, the
quality of the song, with all its musical and extramusical properties, was
overwhelming. What the above-cited description of the song does not
mention is the striking melodic similarity to the “Abanibi” refrain. The
basic trichord motive is common to both, initiating a generally diatonic
melody. The difference lays in the harmonization. Instead of I-llI-IV in
a minor mode, the very same trichord is performed here on IlI-V-VI,
in a major mode. Its effect is similar, the trichord being rooted in the
(almost universal) primordial phylo-vernacular musical memory.** The
general Europop style of the song, however, is so dominant, that the
sources cannot be found in the same “Modern Hebrew folk” dimension
as “Abanibi”. The hymnic cantilena of the song could be referred, albeit
with some stretch of the imagination, to the Judeo-Christian chant
tradition, while incorporating an active and heavy combination of rock
and swing rhythms and orchestral timbres.

The national Israeli—or phylo-vernacular—elements appear,
more than anywhere, in the iconic word “Halleluyah”, used in all
Jewish and Christian religious services. This word alone outweighs all
music significations, although they too contribute beautifully. These
include the location as the locus where the very word Halleluyah
originated. To sing “Halleluyah” in Jerusalem—the Eternal City, the
Center of Earth—and to broadcast it live across Europe and Asia,

14 On Deep Structure in music see, for example, works by Fred Lerdahl, Ray Jackendoff [14] and
John Sloboda [15].
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was by itself an exciting event of immense signification. It united the
ancient Biblical Ethos with the Beethovenian illusory call of the Age of
Reason for “Millions be embraced!”—and all of this fitting perfectly
into the very idea of the ESC.

The Israeli soloist Gali Atari’s dress sophisticatedly combined a
rustic-festive simple cut with a provocative transparency of fabric,
vaguely recallingancient world female figures as featuredin neo-Classical
European ballet. The name of the ensemble, Milk & Honey, referred to
the Promised Land “flowing with milk and honey” (Exodus 3:17). The
stage set design, where the presenters stood, included ancient stones
and green plants, all typical Israeli landscape details. This alone made
both the spectators in the auditorium and the viewers at home feel
they were immersed in a mythological wonderland of biblical reality.
The introductory film prior to the performance breathed the fresh air of
a modern and happy Holy Land. Indeed, the entire broadcast radiated
a feeling of happiness and celebration. All the elements combined to
transmit Halleluyah as a winning symbol.

The voting was, interestingly, similar to that for “Abanibi”. 12 points
were given by Portugal, Ireland, Finland, Sweden, Norway and Britain;
10 by Spain; 8 by Monaco, Luxemburg and Austria. Solidarity from the
periphery of Europe was even more evident than in 1978.

Under the assumption that the phylo-vernacular factor is a strong
one and important for the national identity of many countries that
maintain agrarian culture and feel peripheral in relation to the leading
European cultural centers, it can be posited that Israel twice succeeded
to win the ESC through a subtle balance between phylo-vernacular
elements and popular music ones. According to my classification of
Eurovision Song Contest messages, Israel, at leastin 1978-79, transmitted
confident Ethos and Ethnos: “We are small, proud of our uniqueness,
but competent, standing up to and with the European family.”
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MECHW 3TOCA, MA®OCA N 3THOCA:
TPN MMORONTEHNA —

YETbIPE NMOBEAbLI U3PAUIIA

HA «<EBPOBUOEHUW» (1978-2018)

AHHOTauma. B cTaTbe aHaNM3UPYIOTCA My3blKasibHble U BHEMY3bIKaNbHble daK-
TOpbI, KOTOPble MOMIN MOBAMUATL Ha YeTbipe nobeabl U3PaUIbCKUX NECeH Ha
KOHKypce «EBpoBuaeHue» B 1978, 1979, 1998 n 2018 rogax. PaccmaTtpumsatoTca
COLMANbHO-UCTOPUYECKUIA U FeOMONUTUYECKUIA KOHTEKCTbI, 0COBEHHOCTU BU3Y-
a/IbHOTO PAAa, Poab GONBKAOPHbLIX 3/1IEMEHTOB B My3bIKe.

OTMeYeHa C/OXKHas U MHOTOypOBHeBas CTpaTerus B CO34aHUWM MeCHU-LIoy
«Toy» («Mrpywka») B ucnonHeHum HetTbl Bap3unai (2018), cTposaweli camo-
LLeHHbIA UMUAXK aHTU-MOAENWN U SKCMAYaTUPYIOLLEel Takue pasHOoHanpaB/ieH-
Hble ABNEHNA KaK MHTepec K «EBPOBUAEHUIO» CO CTOPOHbI KBUP coobLiecTBa U
CONMAAPHOCTb C KepTBaMM CeKCyanbHbIX gomoratenbcts #MeToo. Mobega
[aHbl MHTepH3WwHA (1998) paccmaTpuBaeTcA B KOHTEKCTE Ky/IbMUHALMKN ABUKE-
HWA JITBT 3a 06LLeCTBEHHYIO IAaCHOCTb U MPU3HAHME ero Kak CamoCTOATENbHOTO
COLMaNbHO-MONUTUYECKOTO ABUNKEHUA, MONYYUBLLIErO NOAAEPKKY EBpocoto3a u
CTaBLUErO BAMATE/NbHbIM GAKTOPOM B BO3MOMKHOCTU MPUCOEAUHEHUA K HEMy
CTPaH Ha nepudepumn KOHTUHEHTA.

OcHOBHOe BHMMaHMWe B cTaTbe (OKYCUMpPYeTCA Ha aHa/iu3e ABYX MU3Pan/IbCKUX
neceH, BbIMIPaBLLUMX KOHKYpC «EBpoBuaeHme» B 1978 (Mapuk) n 1979 (Mepyca-
nmm) rogax. Obe necHu: «AbaHMbU» (My3bika Hyput Xupw, cnosa Ixyaa MaHopa,
conuct Usxap KoaH) n «<Anannyia» (mysbika Kobu Owpart, cnosa LWuTtput Op, co-
nuctka Fann Atapum) paccmaTpyBatoTca Yepes napagaurmy GobKAOPHbIX S1emMeH-
ToB («ABaHMBU») M HALMOHANBHO-KY/ILTYPHbIX CUMBOIOB («Annunyiis).

ABTOp cCblNaeTcA Ha CBOKO TEOPUIO O My3blKa/NbHOWN BEPHaKYNAPHOCTM, Noapas-
[ensemon Ha GUN0-BEPHAKYIAPHBIA M OHTO-BEPHAKYIAPHbIA TWUMbl/GYHKLMM
donbknopa. NMepsoe OTHOCUTCA NaBHbIM 0OPa3oM K ApeBHEMY PUTyanbHOMY
bonbKnopy, yHacnefoBaHHOMY OT NpeApblaylinMX NOKOJEHUI U CBA3AHHOMY C
3emefebyeckMMmn 0bLecTBamm, XxapaKTepusyoWUMUCA CTabuabHOCTbIO; BTO-
poe NPUMEHUMO K GponbkAopy ypbaHU3MPOBAHHOMO HaceseHUA U NoapasymeBa-
eT NpoLLecC NOCTOAHHOTO B3aMMOZAENCTBMA C MOMYNAPHON MY3bIKOW, OTKPbLITOCTb
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BAUAHMAM U 3aMMCTBOBaHUAM, OTAeNeHMe OT puTyana. COOTBETCTBEHHO, OHTO-
BEPHAKYNAPHOE XapaKTepm3yeTca M3MEHUMBOCTbIO.

«EBpOBMAEHMEY, KOTOPOE ABNAETCA CBOEro POAaA JIOKYCOM 7106a1bHOM KyNbTYpbl,
0Ka3blBaeTCA O4HOBPEMEHHO M TOYKOM MepeceyeHus AByX TUMOB BepHaKynap-
Horo. [lpeBHune Gpu0-BEPHAKYNAPHbIE 3NEMEHTbI, KOTOPble OTHOCATCA K KOpHe-
BOWM CMCTEME HALMOHANbHOW KyNbTypbl, 06BbeANHATCA C 06WMM, robanbHbIM
CTUNEeM, CO3aBas OHTO-BEPHAKY/NSPHOE KaK PECYpPC MEXKKY/IbTYPHONU KOMMYHU-
KalMKM U KaK acTeTnyeckoe npeanoyteHune. MokasbiBaeTcs, Kak UCNoNb30BaHWe
3/1€MEHTOB 060MX TUMOB/GYHKLUMIA OTpaskaeT HaLMOHA/MbHYI WMAEHTUYHOCTb
CTPaH-y4aCTHUL, MEXAYHapOAHOro KOHKypca necHu «EBpoBuaeHme».
KnioueBble cnoBa: EBpoBuaeHne, M3panabckuii $oabKaop, NONyAApHbIE MECHH,
buno-BepHaKyNAapHoOe, OHTO-BEPHAKYNAPHOE.

BBEAEHUE

MexayHapoaHblit KOHKYpC necHU «EBpoOBMAEHME», OCHOBAHHbIM
B8 1956 rogy no mogenn mysbikanbHoro ¢pectmusansa B CaH Pemo, npo-
BOAUTCA eXerofHo, U ero y4aCTHUKamu ABAAIOTCA B OCHOBHOM CTpa-
Hbl, BxoasAwwme B EBponelickunii BewatenbHblii Cotosl. fonocoBaHue,
OCHOBaHHOe Ha cob/AlAeHWM ChpaBeavBbIX U OEMOKPATUYECKUX
npuHumMnos, obecneunno «EsposuaeHuto» penytaumio, bnarogapa
KOTOPOWN KOHKYpC npuBiek 6osee CoOpoka CTPaH, U KOANYECTBO €ro
3puTenei UcUNCNAeTCA MUANMApAAaMKU NO BCeMy MUPY. MrHoBeHHas
[OCTYNHOCTb ero penepTyapa B OFPOMHOM CTeneHW NOBAMAMA Ha pas-
BMUTUE MONYAAPHON MY3bIKM KaK IOKaNbHO, TaK U rnobanbHo. MHoroe
B NPaBMAAX Urpbl N TEXHONOTUAX U3MEHUNOCH 3a 60 € IWHUM fIEeT, HO
He3bl6/1eMbIM OCTaeTCs NOPALOK, B COOTBETCTBUM C KOTOPbIM CTPaHa
nobeautens npuHMmaeT y ceba KoHKypc B creaytowem rogy. M3pannb
yuyacteyeT B «EBpoBunaeHun» ¢ 1973 roga, n y Hero, Kak 1 y Bcex yyacT-
HMKOB, CBOA UCTOPUA YCMEXOB U Heyaay.

B 37Ol cTaTbe aHaNM3MPYIOTCA My3blKa/ibHble N BHEMY3bIKa/IbHblE
KOMMOHEHTbI U3paunbCckux nobes Ha «EBPOBUAEHUNY Ha MPOTAXKEHUN
COpoKa NeT. M3panab npa3gHoBan HECKOAbKO nobea: YeTblipe pasa 3a-
HUManN Nepsble MecTa U ABaxabl — BTopble. AHann3 3TX nobes pac-
KpblBaeT AMHAMMKY NPOUCXOAALLNX U3MEHEHUI, MPUYEM HE TONIbKO B

181 6narogapto Haomu Mas, ctu LWeiH6epr n AcHaT lfonbadapb-Ap3yaH 3a N10A0TBOPHbIE AMUC-
KYCCUM M UX LEHHbIE 3amMmedaHUs Mo TeKCTYy CTaTby.
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MY3bIKaNbHOM cTuUe, BepbasibHOM M BU3yaslbHOM acneKkTax, Ho 1 Ha
doHe NONNTUYECKUX 0OCTOATENbCTB, KOTOPbIE CO34al0T onpenesieH-
HbIi KOHTEKCT M 40 HEKOTOPOWN CTerneHW BAMAIOT HA roN0COBaHME B
KaKabli KOHKPETHbI MOMEHT.

KoHKypc «EBpoBuaeHue» B Mepycanmme B 1979 rogy cocrtoanca
no cnefaam mspanabckoit nobeabl B Mapuke B 1978. OaHoi 13 ocoben-
HOCTel ero nporpammsl 6b110 TO, YTO Nepes BbICTYNIEHNEM KaXKA0ro
Y4YaCTHMKa AEMOHCTPUPOBA/ICA aHUMALMOHHBIN CHOXKET, 0bbIrpbiBato-
WM camble y3HaBaeMble Ky/bTypPHble CUMBO/IbI €r0 CTPaHbl, Hanpu-
Mep, pycasika Ha KaMHe 1 NPoxXoAALMiA MUMO Hee YTEHOK MIHOBEHHO
Y3HaBaA/MCb Kak [laHus. B ogHOM M3 TaKMX NpeseHTauuin boinun mso-
6parkeHbl 4BOE MYKUYMH B APEBHUX TYHUKAX U CaHAANNAX, HECYLLME Ha
na/ike OrPOMHYIO rpo3ab BUHOrpaga Noj akkomnaHeMeHT GpaeToBom
MMNPOBM3aLMM B BOCTOYHOM CcTUNE. AHMMAUMA n3obpaxkana bubneit-
CKMX nepcoHaxken [xowya n Kaneba — AByx U3 ABeHagLATH «LWMNNO-
HoB» (Ha camom Aene pas3BeauvMKoB UM Habatogatenen, NOCNAHHbIX
Mowuceem, 4yTobbl MccnesoBaTb 3emt0 XaHaaH U OLEHUTb BO3MOMK-
HOCTb ee 3aBoeBaHUA B Kayectse 3emsin ObeToBaHHOM, KHUra Yucen
13:30). Bapyr oHW ocTaHaBAMBaAlOTCA, COpaChIBAOT CBOM TYHMKU, OCTa-
HOTCA B COBPEMEHHbIX KPACHbIX CMOPTMBHbIX LIOPTAX M YCaXKMBAKOTCA
HOra Ha Hory. «M3paunnb!» — 06bABAAET ANKTOP K MPUATHOMY U3YMIIe-
HUIo Nybnmkn [1, 52 muH. 57 cek. — 53 MuH. 42 cek.].

[JelicteButenbHo, 10, 4to U3paunb asnaercs ogHon m3 Hambo-
Nlee APeBHUX CTPAH M B TO e BpemA O4HWM M3 CaMbIX MOJIOAbIX FO-
CyAapcTB COBPEMEHHOro Mupa, NpeacTaBaseT coboi xapaKTepHyr
M3PanUNbCKYO AUXOTOMUIO U OAMH U3 [M1aBHbIX MCTOYHUKOB €ro »Kus-
HecnocobHOCTU U NpUBAEKATENbHOCTU. ECTb, 04HAKO, 1 Apyrue amnxo-
TOMWU, KOTOPblE ONPEeAENAOT U3PaUbCKYHO XYL0XECTBEHHYIO UAEH-
TUYHOCTb, KaKoW OHa npeAacTaeT Ha «EBpoBuaeHnn». Hanpumep, ero
reo-no/IMTUYECKOe MOJIOXKEHNEe Ha nepudepun EBponbl — npuTom,
YTO HeKoraa OH, Kak u peuus, 6bi1 Konblbenbio eBpPONencKomn Kynb-
Typbl. «ABOMHAA MAEHTUYHOCTb» CTPaHbl, CMELINBAOLLAA 3anagHble U
BOCTOYHbIE TPAAULIMWN U YepPTbl, TaKKe NpuaaeT el ocobbiii Nnpodunb.
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HakoHeu, aucnponopuua mexay KpoleyHon Tepputopuen U3pamna
M ero NOCTOAHHbIM NPUCYTCTBMEM B MeAMMHBIX 3ar0/I0BKax (KOTopsble,
KaK MpaBwuio, NOSMTUYECKN NPeaB3ATbl) COCTABASAET ele OANH Mnapa-
[OKC, YCU/IEHHDBIN BbIAAOWMMUCA AOCTUKEHUAMM B TEXHONOTUM, Ha-
YKe, 060pOHOCNOCOBHOCTM, BbICOKOMY BasiOBOMY MPOAYKTY Ha Aywy
HaceneHna 1 gpyrux napameTpax, Aaxe ecan oOHU MHorga Mmudponoru-
3MpOBaHbI 3a Npesesammn CTPaHbI.

Kpome Toro, Bce nspannbckme nobegbl Ha «EBpoBMAEHUN» — B
1978 n 1979, 1998 1 2018 — npumeyaTtenbHbIM 0bpasom coBnaganu
C Npa3aHoBaHMeM tobunees cyllecTBOBaHUA rocyaapcTea (30, 50 u 70
NEeT), a TaK¥Ke BOMHaMM U TepaKkTaMu Ha GOHe NPOAO/IKAOLLErOca apa-
60-13pannbcKoro KoHGMKTa 1 Bce Honee oThanAwLWenca nepcnek-
TMBbl MMPHOTO CyLLEeCTBOBaHMA. YNPAMCTBO HaLMOHA/NbHOMO Ayxa,
KMOYLbI, UCTOPMYECKME NaMATHUKKM CBATOM 3eMan 1 pasHOobpasHble
nanawadTbl — BCe 6yanT BOOOPAXKEHME N HAMONHAET €ro CMELLaHHbI-
MW 4YyBCTBaMM, O KOTOPbIX U3PanIBTAHAM XOPOLIO U3BECTHO, @ MOTOMY
OHM He NepecTaloT YAUBAATLCA, KOT4a NOMYYaloT NO3UTUBHOE MEXaY-
HapogHoe NpusHaHue.

Cpeau nobes Ha «EBpOBUAEHUM» €CTb TE, YTO 3aMOMMHAIOTCA MO
Ha3BaHWIO NECHM, NPUTOM, YTO 0O6Pa3 U MMA NEBL,A OKa3bIBaKOTCA Me-
Hee 3HaYMMbIMK. [pyrue e nobeapl 3anomuHaroTca, HaobopoT, no
MMEHW NeBLa, U He CTO/b Ba¥KHO, YTO MMEHHO OH nesl. 3Ta BUHAPHOCTb
BbICBEYMBAET TOT PaKT, YTO KAyecTBO MECHU (MM yAaYHbIM MOMEHT
AN ee CTUAA) U coumanbHbl 061K NeBua (MM NOAXOAALLMUIA MOMEHT
AN ero UAu ee NONYAAPHOCTUN) ABAAIOTCA PABHO peLlarowumm GaKkTo-
pamMu B 3TOM COCTA3aHUKU. U My3blKafbHble, U BHEMY3bIKaNbHble Yep-
Tbl, TAKUM 06PA30OM, PAaBHO BaXKHbl B MOMCKaxX 0ObACHEHMA ycrexa Ha
«EBpoBmaeHUN».

HepasHsaa nobega Hettbl Bap3unai ¢ necHeit «Toy» («UrpyLu-
Ka») eLle CIMLWKOM CBEXa U HAaXO4MTCA B LEHTPE BHUMAHUS, MOSTOMY
ele HeCKO/IbKO PaHO OCMbIC/IMBATL €€ B KOHTEKCTe BpemeHu. Nobeaa
JaHbl UHTepHelwHA B 1998 rogy wWunpoko obcyxaanach U M3ydanacs.
MosTomy 0be OHM 34ecCb NPeACTaBAEHbI A0BOIbHO 06LWMM 0630poMm.
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3aTem A POKYCMPYIOCb HAa PAHHUX M3PANABCKUX TPMyMdax 1978 n 1979
rofoB, TO CTb HA TeX MeCHAX, KOTOpble 3aNOMHUANCH INaBHbIM 06pa-
30M MO MX HAa3BaHUAM.

HETTA BAP3UNAIA

HecmoTpsa Ha To, YTO Macc-meaima 3aMeTHO BAMAIOT Ha YCMex KarK-
OO KOHKPETHOW NecHW, rMaBHaa NpuMyYnHa ycnexa BCce paBHO OCTaeT-
€A 3a Npegenamy NoHMMaHuAZ, Tem He MeHee HeKoTopble cTpaTeruu,
NPUMEHEHHbIe NeBLAMW M aBTOPaMU NeceH, A0Ka3anu cBok 3ddek-
TUBHOCTb, KaK baecTalle NpoaeMOHCTpMpOBana nocsiegHsaa nobeam-
TenbHuua «EBpoBuaeHna-2018» Hetra bapaunaii. Takme pakTopsbl, Kak
arpeccMBHO aHTU-MOAENbHbIN 06/IMK CaMOi NeBULLbI M BECb KOMMNIEKC
TEKCTOBbIX M MY3bIKa/IbHbIX CTU/IEBbLIX 91EMEHTOB 6e30WMboYHO oTOo-
3Ba/IUCb B Ayluax c/aywaTtenei, Ha KOTOPbIX OHW BblIM pPaccUMTaHbI.
Bce BmecTe paboTano Ha JOCTUKEHME Le/In: HaunHas OT NPpUemoB B
COUMaNbHbIX CETAX, TaKMX KaK «cauTue» necHu B YouTube 3a HeKoTo-
poe Bpems 40 KOHKYpCa, U KOHYan NoaAepKKon HOBOro Maona ame-
PUKAHCKOTO KUHO, FONNNBYACKOW 3BE3/bl — WU3PaUIbCKON aKTPUChI U
mogenun lanb Ma40T, KOTOpaa accoLMMpyeTca CerogHA BO BCEM Mupe
¢ obpasom Yygo-KeHwmHbl (Wonder Woman). Fanb Mot Hanpasuna
CBOMX NocneaoBaTeneit B CeTU UHTEPHET Ha NoaaepsKKy HeTTbis.

XyOorKecTBeHHas MOCTaHOBKAa MeCHW caenana M3 Hee, CKopee,
LE/bliA CNEeKTaK/b, KOTOPbIM NpPeacTaBAsSeT MHOMECTBO (4acTo KOH-
TPACTUPYIOLWMX) 3HaYEeHUI. B To Bpemsa Kak MOTTO necHu «f He TBOSA
urpywka» (“I am not your toy”)*, Bu3yanbHblit 061K NeBULbI, Hanpo-
TUB, UMEET BCE YepTbl UTPYLLKKU, BKOYAS MPUYECKY, TPUM, KOCTIOM U
LBETOBYIO FrAMMy M HarloMWHaEeT CKopee a3uaTCKylo CTaTyaTKy (B pe-

2 YyeHble U KPUTUKM MbITAtOTCA BblUUCAUTL GaKTopbl, obecneymBatoLme ycnex, Takme Kak me-
NoAMA, rapMOHUA, MOAYNALMKU, OPKECTPOBKA, BUAEOPAL, TEKCTOBbIE 31IeMEHTbI U T.4. Hukomy,
OflHAKO, HE YAAETCA NONHOCTBIO 06BACHWUTL MPUYUHBI yCnexa.

3 B cnyyae ¢ gaHHoM nobesoi (B oTanume oT Apyrvx) UCTOPUYECKUIA KOHTEKCT NO-BUAUMOMY He
urpan ocoboi ponu.

4 B HacTosLLEe BPEMA NPOUCXOAMT AUCKYCCUA MO NOBOAY aBTOPCTBA 3TOM NECHU.
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albHOM CLLEHMYECKOM WUCMOJIHEHWUM Ha KOHKypce) [2], a TaKke KyKkay
Bapbu B cBasebHOM MnaTbe B COMNPOBOAMTENIbHOM Knaune-anbbome
[3]. My3biKanbHbI CNOM NECHU TaKXKe CnocobCcTBOBaA UAEe UIPYLLKK
C €6 MEXaHUCTUYECKMMM SNEKTPOAKYCTUYECKMMM IYNAMM U OCTUHATO
rNaBHOro NONYTOHOBOrO MOTMBA MO/IbObI-3aKNNHAHUSA.

HamepeHHoe npoTuBopeune mexay BepbanbHbIM CMbICIOM M
BM3Yya/ibHbIM 06Pa30M HUBENNPYET KaKoin-6bl TO HM Bbl1o meTadopu-
YECKUIM CMbICA TeKCTa. B To Bpemsa Kak 3T0 Morio 6bl cMyTUTb 3pu-
Tenen, TAroTelWMX K paLMOHaIbHOMY MbILWJIEHUIO, HanpawnsBaeTca
bonee npocrtoe 06bACHEHUE, YTO pacyeT Obin CKOpee Ha TUHengKe-
pOB, KOTOPbIE, YC/bIWaB c0BO “toy” B TekcTe, byayT padpl yBMAETb
UIPYLLKY M Ha 3KpaHe U C yA0BO/IbCTBUEM OTAAAYT CBOM r0/I0C 3TOMY
BbICTYMNJ/IEHUIO.

HepoymeHue, o4HaKO, Ha 3TOM He 3aKaHumBaeTcA. O6LwWwmit 06anK
repOMHU U Meccea TYMaHHO NepesatoTca OTKYAA-TO U3 TPeYronbHU-
Ka Pas/IMYHbIX MEePCreKTMB, KaxKaana U3 KOTOPbIX CerogHA Haxo4uMTCA B
LeHTpe obLLecTBEHHOIO MHTepeca BO MHOTMX cTpaHax. MNepsas nep-
CreKTUBa accoummpyeT MOTTO NecHU ¢ AsuxeHnem #Me Too — KepTs
CeKCyasibHbIX AOMOraTe/ibCTB, Ha KOTOpble eCTb HaMeK B Pas/iNyHbIX
MeLUMNHbIX UHTEPBbLIO HeTTbl.

JTa ¢pasa, 04HAKO, HE OPUTMHANBHAA M (CAYYAMHO UK HET) 3a-
MMcTBOBaHa M3 necHu La Roux (asTopsl: Eleanor Kate (“Elly”) Jackson /
3ByKopexuccep Paul Benedict Langmaid), KoTopas geicTBUTENbHO MO
CMbIC/Y MPeaBOCXMLLAET 3TO byayLuee npoTecTHoe AsukeHne #MeToo,
npuyem yxe B 2009 rogy. TekCT necHM HeTtTbl, BNpo4yem, roBopuT O
NPOTUBOMONOXKHOM: O Pa3fparkeHUN AEBOYKK, pearnpyrowen Ha He-
[OCTaTOK BHMMaHMA K Hell CO CTOPOHbI MasibuMKa, «Tynuubi» (“stupid
boy”), KOTOpOMy HEBAOMEK, YTO OH npeHebperaeT Yyao-*KeHLWMHOM.
Boo6asok, B otinumne ot necHm 2009 roga, aTa NecHa nepeaaeT Hekme
beMnHUCTCKME 06ePTOHBI, He 63 BbI30Ba NPOTMBOMNONOXKHOMY NOAY.

[pyraa nepcnekTnea cOCTOMT B TOHKOM, HO MPO3PaYHOM HameKe
Ha coobuwiectso JIFET. HeTTa HUrOe He AeKNapupoBasa CBOK CEKCy-
aNIbHYO MAEHTUYHOCTb, HO B C1I0OBaxX 61arof4apHOCTU CBOEM NOCTaHO-
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BOYHOM KOMaHAE OHa BHATHO YNOMAHYNA UX MPUHALNEKHOCTb K resam
[4]. B aTOM KOHTeKcTe gedeH3UBHOCTb CAMOro U3peyeHusn «f He TBoA
UrPYyLLKa», HE3aBUCUMO OT Er0 BUAMMbIX U CKPbITbIX MecceaKen, AB-
NAETCA NpuBAEKaTeNbHOW ANA rei-coobllectsa, KOTOPOE CTPEMUTCA
K CBOEMY pPaclUMPEHUIO U NPeBPALLEHUIO CBOEW NPOLWION npecne-
AYEeMOV MO3MLMM U HbIHELWWHEN NO3ULMN MEHBLUMHCTBA B MO3ULUMIO,
ecin U He HBONBLINHCTBA, TO, NO KpaitHen mepe, B CUY, CPABHUMYIO
¢ npambIM BonbwmnHcTBoM [5, €. 25-36; 6, c. 123—-133]. UTak, HeTTa
aTTpaKTMBHA ANsA 06oMX narepeit — NpAMOro u Keup, 6yaut mx so-
obpaykeHune v 3acTaBAsET ragaTh O CBOEM CEKCYa/bHOM OpUeHTaumu,
OCHOBbIBAACb HA €€ BHELIHOCTW.

TpeTbsA NepcnekTMBa — 3T0 ee «bbITUE APYroii», B TOM CMbIC/E,
4To ee GU3NYECKUN 06NMK ABHO HAXOAUTCA B AUCCOHAHCE C 3CTeTHYe-
CKMMMW Maeanamm COBpeMeHHOro obLLecTBa. Y 3Toi nepcnekTuebl HET
BblpaXeHnA HX B BepbanbHOM TeKCTe, HM B My3blke. OHa YMCTO BM3Y-
aNbHaA 1 NOALEPHKMUBAETCA KOMMEHTAPUAMWU U UHTEPBbIO NEBULbI B
npecce. HeTTa moaenupyeTt cBOE BbICTYN/IEHME KaK NPU3bIB K TOMY,
4TOObI 6bITb BEPHBLIM CAMOMY cebe, TaKOMY, KaKOB Tbl €CTb, U CAeNaTb
cBoe fl CMNbHbIM, HE3ABMCMMO OT TOFO, COBMAZAET OHO C 3CTeTUYe-
CKMM Maeasom MOAEN, NN HET:

«MHe rosopuu, 4Tobbl A ogeBanack TakK, Kak byaTo MHe He-
yero npasgHoBaTtb. OgeBalica B YepHoe. B npocTopHyto ogexay.
KopoTkue 106KM He ana 1ebs. KopoTkue pykasa He gns 1ebs. Tol
He CeKcU M He Kpacasuua. Tol 3a6aBHaA — BOT Tbl Kakas. U Tbl xo-
powwnit apyr. Tak BOT, A 34eCb ANs TOrO, YTObbI C/IOMATb 3TOT CTe-
PeoTMM, NOTOMY YTO 3TO BE/IMKOE 3710, KOTOPOE AEe/aeTCs B 3TOM
MWPE B OTHOLLUEHUN MHOTUX /I0AENn .

Jioam 3anepTbl B TakomM 06pase MbiCielt, 1 Korga s pelnna, Yto
37O [HeTTa KecTom nokasbiBaeT Ha cebs] TOT, KTO A ecTb, TOrAa OHO
npuwno. A Bceraa xoTena UCNONb30BaTb MOM-KYAbTypy B CBOEW My-
3blKe, HO Y MeHA He Obla10 WaHca, NoToOMyY YTO 6bITb camoi coboli u
npeacTaBAATb 3TO B My3blKe... TAKOrO NPOCTO He CyLecTBoBano» [6].
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3Ta nocneaHAs NepcnekTuBa 611M3Ka MHOTMM U CO3BYYHa obLLe-
CTBEHHbIM MAEAM TEPNUMOCTU U YBaXKEHUA K KarKAOMY, BKAOYas
nogein ¢ pUsnyeckuMmn HeLoCTaTKaMM, ABNAIOWMMUCA Pe3YIbTAaTOM
601€3HM, TPAaBMbI NN HEKOETO ANCCOHAHCA C 06LeCTBEHHbIMW CTaH-
AapTaMy BHELIHOCTM.

Mockonbky npobnema W36bLITOYHOrO Beca CTAHOBMTCA CBOEro
poAda rnobanbHOM annageMmnen, acteTmyeckoe 3HayeHne pusnyeckoro
06/1MKa CTAHOBUTCA BCE MEHEe PeNeBaHTHbIM B MOBCEAHEBHOW XU3-
HW, NPeBpPaLLanCh B HEKMI yXo4aLWmii B npoLunoe rmamyp. Hegosonb-
cTBO cob0i, BbiI3BAaHHOE HECOOTBETCTBMEM 3CTETUUYECKOMY Muaeany,
Yyacto cybanmmunpyeTca B CamMo-3K30TU3aL M0, MeTadpopUYECKM FOBOPS,
«TaTy U rpadpPpuTU» — Yem ypoaansee, TEM nyylle.

370 ABNEHUEe He HOBOE U He M30anpoBaHHoe. Kpusuc nantosop-
HbIX OXWAaHMW Bceobulero 6iarogeHCTBMA U ToprkecTBa Pasyma,
BO3HMKLIMX Nnocie BTopoit MMPOBOW BOWHbI, BbIIUACA B MPOTECTHbIE
Cy6-KyNbTypbl, BAMAHNE KOTOPbIX MHTEHCUMBHO YCUANMBANOCh Ha Mpo-
TAEHUU KU3HU TPEX NOKOJIEHUM, TO eCTb, N0 MEHbLUEN Mepe WecCTH
AecaTuneTumn.

Ecan 3ammcTBoBaTth napagurmy Kypta 3akca (1946), BonHa wau
anoxa 3Toca, KOTOoPbIM rMaBHbIM 06Pa3oM BbIPaXKaeT KCOBEPLUEHCTBO,
NMOCTOAHCTBO (CTabMAbHOCTL), BE3MATEKHOCTL, CTPOrOCTb M YMEpPEH-
HOCTb», CTAHOBATCA MepecusieHHbIMM BosHOM-3noxoi MMadoca, Taro-
TEIOLWEro K BblpaXKEHMIO «CTPACTU U CTpagaHuAa, csoboabl M npeyse-
NIMYeHUn». ITU BOJIHbI BbIPAXKAOTCA B AOMMHAHTHbIX TEHAEHUMAX MO
KOHTPACTy C Npeablaywum nokoneHmem (Mam anoxoi) [8, c. 334, uurt.
no 9, c. 140]. MocTaHoBKa HeTTbl Bap3nnai cayuT ogHMM U3 CUMBO-
JIOB TOr0, KaK rMyboKo mbl ceiyac Haxogmmcs B anoxe Madoca, 1 Kakas
nponacTb OTAENAET HAc OT npowsoi (u byaywei) anox IToca. Kak obe-
LaeT ucTopus, cneayowmnin «Bek Pasyma», MoxKeT 6biTb, NPUAET NeT
yepes TpPUALATb, NpUHeca ¢ cobol HOBbIe UANIO3UU U YAEPKMBAA Ye-
NI0OBEYECTBO Ha N/iasy.
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OAHA UHTEPH3LLHAN

BepoAaTHo, okono 2005 roga, Koraa Pobept Aum TobuH nucan
cBoto rnaBy «Eurovision at 50: Post-Wall and Post-Stonewall», a JadHa
JNlemuww nucana «Gay brotherhood: Israeli gay men and the Eurovision
Song Contest» gns cbopHuka MBaHa PalikoBa u Pobepta TobuHa
A Song for Europe: Popular Music and Politics in the Eurovision Song
Contest (Ashgate, 2007) — oba oTmevanun M NbiTaANCb OBBACHUTD
0Ccobyl0 M OrpoOMHYI0 MPUBA3AHOCTb reit-coobuiecTs K «EBpoBuae-
Huto». MpK 3TOM OHM BPAA M Npeasuaeny nossaeHne «bopoaaTon
Neau»- TPAHCBECTUTA B AEKONAbTUPOBAHHOM niaTbe KoHUMTbl Bypct
(Conchita Wurst, HacTosAuee nma Thomas Neuwirth) 8 2014 roay.
B Te rogbl JaHa MHTepHeLWHA Bce elle oCTaBasacb CaMblM Bblpasu-
Te/IbHbIM NPOABAEHMEM COBPEMEHHON NMbepanmn3aunm — cekcyanb-
HOM, COUMaNbHOM, HALMOHAIbHOM, MEPCOHANbHON — AEP3KMM U MNOo-
6eanTeNbHbIM BbI3OBOM CaMol NpUpoae.

«[lnsa» (cnosa Moasa MHas, Mmy3bika Lisuku Muk) npeactasnset
coboi CMMNaTMYHYIO, YCPEeAHEHHYI, XOPOLWO CKaNbKy/MPOBAHHYIO
MecHto B CTU/Ie eBPO-NOM, KOTOPAs BNOJIHE MOI/A HbITb XMTOM MO CBO-
MM COBCTBEHHbIM AOCTOMHCTBAM. Ho

«3KCTPABAraHTHO UCMOJIHEHHAA NONYASPHOM 3N1EKTPO-A3HC NEBU-

uen-TpaHceecTuTom [laHoh UHTepHeWwHA (Nog akKoMNaHeMeHT

rPOMKMX MPOTECTOB CO CTOPOHbI PE/IUIMO3HBIX YNEHOB AMpPEK-

TopaTa M3pannbckoi BewatensHon Accoumaumn (IBA) n uneHos

KHecceTa), “OunBa” cTana eBpONEMCKMM XMTOM, C OFPOMHbIM 3H-

TY31a3MOM BOCMPUHATLIM COOOLLECTBOM reeB U NecOUaHOK no

BCEMY KOHTUHeHTY» [10, c. 120].

McTopnYecKnin KOHTEKCT B AA@HHOM C/lyyae cbirpan enga Au He
pewatowyto ponb. 1990-e roabl bbln cBUAETENAMU NKUKa Bonee Yyem
BeKoBoi 60opbbbl J/ITET 3a coumanbHoe paBeHCTBO. B 3TM rogbl ABu-
KEHMEe CTPEMUTENbHO MPMODBPENO MOAUTUYECKYHD Cuay W, nodobHo
APYrMM MeHbLIMHCTBAM B ieMOKPATUYECKMX obLecTBax, cTano Tpebo-
BaTe/IbHOM CW/I0W, HaBA3bIBaA HOBble MPaBU/ia COLMO-NOUTUYECKON
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urpe. KoHconnpauma n nonanTnyeckoe ycuneHmne Esponsl, Hayaswnecs
BCKOpe nocne BTopoit MMPOBOI BOMHbBI M AOCTUILIME NWUKA C NaJEHNEM
BepanHckoit CteHbl B 1989 roay, npusneknun nepudepunitHole cTpaHbl K
npucoeanHeHuto K EBpocotosy. OgHUM U3 YyCAOBUIA LEHbI 3@ 3TO NpU-
CoeaMHeHWe, ogHaKo, bblna AeKPUMMHANM3AUMA TOMOCEKCYaiM3mMa U
NleranbHOe NOHWUXEeHMA BO3pacTa AA KOHCeHCyanbHOro cekca 8 JIFBT
coobulecTse.

17 ceHTAbpa Toro ke 1998 roaa, Koraa [aHa WMHTepHeLWwHA no-
ABunacb B pokyce «EBpoBuaeHnn», «Esponenckunin MapnameHT gan
ACHO NOHATb, YTO OH He NPUMET HM OAHY HaLMIo, KOTopasa He NposB-
NAET yBaXKeHMe K npaBam rees n necbuaHok» [5, c. 31]. Mpountmpyem
TobuHa panee:

«lapaHTMA NpaB CeKcyasibHbIX MEHbLLUMHCTB CTajla MapKe-
pom eBponeinckon naeHtTnyHoctu. Anmsa CoNlOMOH, Hanpumep,
COrNacHa, YTo «M3pansibCKMe BbICTYNAeHMA Ha EBpoBuaeHMn —
Hambonee oyeBMAHO yyactTne [aHbl IHTepHEWHN — yTBEPAUAN
yneHcTBO M3panns B cekcyasbHO nMbepanbHOM 3anagHoOM mupe
CKopee, YeM B OPTOAOKCA/IbHbIX TEOKPATMAX BanKHero Boctoka»
[5, c. 33; 11, c. 149-165].

«PasmaxunBas nspannbckum GAarom B MOMEHT MPU3HAHMUSA
csoelt nobegpbl, JaHa UHTepHewWwHA yTBEpAMAa U ceba Kak yacTb
MN3panns, n ydyactme U3pannsa Ha apeHe eBpPONeNCcKoOM nonynsap-
HOM KyNbTypbl, OAHOBPEMEHHO BbI3bIBaOLLE KPUTUKYA M NOAPbLI-
Bas obpas MN3pauns n EBponbi» [5, c. 34—35].

MpeacTaBAeHHbIM TaKMM UcnonHUTenem, M3panab B ros CBOEro
50-netna Bbirnagen no-eBponeinckm nmbepanbHbIM, OTKPbITbIM, NPO-
rPECCUBHBIM.

«EBpoBMaeHme» 1998 roga 4yaecHbiM 06pa3om COBMasIo C TaKUM
HOBbIM MPM3HAKOM TEXHMYECKOrO NPOrpecca, Kak cucTema Tenerono-
COBaHMA. TO HOBLUECTBO CAEMNAN0 BO3MOMKHOMN KOMOCCANbHYIO MOA-
[eP¥KKY CO CTOPOHbI reii-coobuectsa. [. /lemuw LUTUPYET OAHOTO U3
NHTEPBbLIONMPOBAHHBIX, MMAoHa:
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«Moe cepaLe corpeBaso To, 4To 3To 6bIN NepBbIN rog Tenero-
I0COBaHMA, U Nepes 3STUM BbICTyNAeHWeM no Bceit EBpone Bbian
OrPOMHbIe LWYM W BOJIHEHWE B cCpeje rees, KOTopble obelanm
roflocoBaTtb 3a Hee. M Korga 3To COCTOSN0Ch, BOSHUKAO YyBCTBO
CUNbl — cunbl rees no Bcen Eepone» [6, c. 131-132]. 310 cobbli-
THe ABMIO0 cOBOM KyIbMUHALMOHHO OTKPbITOE U APKOEe NpasgHo-
BaHue Bcel JITBT 06WMHbI, KOTopas «BbllWa M3 WKada», Hage-
nve [aHy ponbio cBoero cnukepa [6, c. 131-132, 133].

Moao6bHo TomMy, Kak HOBOOBGpalleHHble B pyryto Bepy CTaHOBAT-
ca 6osiee peBHOCTHbIMU, YEM T€, KTO POAUICA B PE/IUTUO3HOM cpeae,
TPAaHCHOPMMPOBAHHbBIN B MKEHLUMHY MYXKUYMHA KaxKeTcA cyacTiMBee B
CBOEM HOBOM POAE, YEM POXKAEHHAnA KeHWwuHoli. OTcroga BOCTOPT U
rnopudmrKaumsa KynbTypHO-Uctopuyeckmx ame: «Viva Maria [Mapus
34ecb ABAAETCA aHIIMNCKON COHOPHOM NOAMEHOM MBPUTCKOTO C/I0Ba
naria, YTo O3Ha4YaeT BECE/NTbCA, BbIKPUKMBATL TpUymdasibHble BO3-
rnacel. — M.P.] / Viva Victoria / Aphrodita (sic!) / Viva la diva / Viva
Victoria / Cleopatra». HeT HM TAroT AETOPOMKAEHMA, HU COLMANbHOM
HenonHoueHHocTU. B necHe [aHbl HET ynoMuHaHua nobeu, ectb
TONIbKO YWUCTO HAPLMCCUYECKOE BOCXULLEHME KEHCTBEHHOCTblo. [o
3TOro MOMEHTA Ye/I0BEK MOT IEra/IbHO U3MEHUTb UMS, PEIUTULo, nae-
0/10TUI0, TParKAaHCTBO, MNLO UK durypy. MiameHeHWe nona yenoseka
n, 6onee TOro, NPUZAHNE 3TOMY NYBANYHOIO NPU3HAHUA CTas0 HeBe-
POATHO CUIbHOM NYHOM Nobeson.

[aHa BbicTynana Ha ¢oHe AEeBYLUIEK, OAETbIX B MYMKCKUE KOCTHO-
Mbl. Bonee, yem nHanBMAayanbHas nobega: MEHbLUIMHCTBO pacTeT B
yucne u cune. OcHoBaHHOE OTKPbITbIM 0buecTBom «EBpoBMuaeHME»
BCce bonee pe3oHMPOBAIO BHYTPU reit-coobLuectsa, KOTOPOe MHTEH-
CMBHEE U arpeccnBHee HaBA3bIBA/IO CBOM CTUMb U coaepKaHue. Oa-
HaXabl YCU/IEHHAA MNOM-KyAbTYpPOW, CUNa ABWMKEHMA 3a Npasa rees
CTafna peasbHOCTbIO.
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MNECHU KOHCEPBATMBHOIO NPOLLUIOMO: 3TOC U 3THOC

Ha npoTaxeHuUn nepBbix NATU NET N3PaUIbCKOTO y4acTuA B «EB-
POBUAEHMM» MECHM, KOTOpble M3pamnab npeactaBasan Ha KOHKypC,
oTbupanunce npodeccmoHanbHoOlM Komuccuen. B 1977 rogy, oaHako,
6a3a ana Bblbopa NOTEHLMANbHOIO KaHAMAATa pacwmpunacb. «Ms-
paunbckoe BeuwaTenbHoe ynpasneHue (The IBA) pewmnno TpaHchop-
MWPOBATb OYeHb NONyAApHbIi U3pamnbcknin PectmBanb necHu B
KOHKYPC, C Lenbto Bbibopa necHu ana EBposuaeHma» [10, c. 119]. Pe-
3y/NbTaT OKazasnca HemealeHHbIM U U3yMUTeNbHbIM. MecHA-KaHanaaTt
«A-ba-ni-bi» (Mnn onTMmusnposaHHoe «AbaHNBNY, TeKcT Ixyaa Ma-
Hopa, My3blka Hyput Xupw, conunct U3xap KosH, rpynna «Alphabeta»)
OKa3anacb NPaBU/IbHbIM BbIGOPOM, XOTA U PUCKOBAHHbBIM.

PUCK 3aKNtOYaNCcsA B HEOXKMAAHHON TeEMe NECHU: AETCKMI A3bIKO-
BOM KO, NCNONb3yeMblii A5 TOro, YTobbl XpaHUTbL CEKPETbI OT B3pOC-
NbIX M YyXuX. Takne A3bIKOBble UIPbl LWIMPOKO PaCnpoOCTPaHEHbl BO
MHOIUX Ky/bTypax, KOrga Nocsie KaxKAoro cnora BCTABAAETCA KaKon-
TO abCTPaKTHbIVW CNOr, B JAHHOM C/lydae HAuYMHAKOLWMIACA C cornac-
HOM «6» W 3aKaHYMBAIOLMIACA TNACHOM, KOTOPaA NOBTOPAET MACHYIO
npeAblayLLero, CMbIC/I0BOro, c/iora. Takum o6pasom, cmbica Gppasbl
CTAHOBWJICA HEAOCTYNHbIM NOCTOPOHHEMY yxy°. CnoBa npunesa «A»
OTIMYANNCL PeAKOM OpUTMHANBbHOCTbIO: «fl Tebs ntobntox». Ha nspute
aTo «ani ohev otakh», uto ¢ fo6aBneHMem BcTaBHOro ciora «b», npe-
Bpallanocb B abpakagabpy a-ba-ni-bi-o-bo-he-be-vo-bo-ta-ba-kh. Ba
Kynaeta «B» n «C» (B cTpyKType A-B-A-C-A-B-A) nepefatoT pasmblLu-
JIeHUA NOoB3POC/IeBLIEr0 Ye/N0BEKA, BCMOMMHAIOLWLENO O TOM, KaK OHM
APasHWUAM B3POCAbIX U 33aMPaZINCh K AEBYOHKAM, B KOTOPbIX Oblan
BNOGNEHDbI (3aneB «B»), a Takke 0 N0BBU N ee 3HAYEHUN B KUSHU:
«J1t060Bb 3TO NPEKPACHOE C/I0BO, KOTOPOE A0/KHO HbITb MPOMU3HOCK-
MO OTKPbITO M ropao» (3anes «C»).

® Hanpumep, B pyCCKOM LiepKoBHOM neHumn XVI-XVII BEKOB CKydatowme MOHaxu neam Tak Ha-
3blBaeMble aHEeHalKuW, BCTaBAAA CNOTU a-He-Ha WUAN He-He-Ha MeXay CNoramMm KaHOHMYEeCKUX
PeSIUrMo3HbIX TEKCTOB.
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MecHs McnonHsanacb Ha MBpUTE, M BblNO ACHO, YTO Nyb6/MKa He
NoMMeT HW cnoBa. Bce ee coaep:kaHue AOMKHO ObINO BbiparkaTbCa
B My3blKe, F0/10Ce U BM3yaNbHbIX AeTanax. K 4yecT KomaHgbl, OHa
caenana BenuKonenHyto paboTy: necHa npeacTtaBaseT cobon uenyro
rpo3gb «KpoukoB»®. HypuT Xnpu weapo HanoaHua 3Ty OTHOCUTENb-
HO KOPOTKYIO MECHI0 TPEMS My3blKa/SibHbIMU CTUAAMMW: ee 3aneB Ha-
MMcaH B COBPEMEHHO-(OIbKIOPHOM U3PanIbCKOM CTUAE, 3amneB «B»
— B CTWU/ie eBpoO-non, a 3aneB «C» npeacraBaser cobolt pomaHTMye-
CKYIO KaHTUNeHyY. KaxK bl CTUAb NPy 3TOM COOTBETCTBYET 0bpasHomy
COAEPKAHUIO TEKCTA.

PedpeH «A» gOMUHMPYET B necHe. Ero moganbHaa M NeHTaToH-
Has Menogmsa BpalLaeTca BHYTPU TOHUYECKOWN KBUHTbI |-V. B Heit 060-
3HAYaeTCcs TPUXOPA B pamMKax TOHMYEeCKoM KBapTbl |-V, MHOrokpaTHO
MOBTOPEHHbIN U BapbMPOBaHHbIN HA PUTMUYECKOM OCTUHATO. OH Bpe-
3aeTcs B CIYXOBYO NamsATb NOA0OHO MenogmuyYeckomy MOTUBY s3blue-
CKOro puTyanbHoro ¢onbknopa. Japbyka Kak Hanbosnee CabILNMbIN
CONPOBOXAAIOWMNA YAAPHbIA UHCTPYMEHT, 0COBEHHO NoAYepPKHYTbIN
B MIHCTPYMEHTANbHOM PUTYpHENe-TaHLe nepes NnocneaHUM UCNOoAHe-
Huem npunesa A, TakxKe obecneymn HapoAHbIA XapaKTep MecHU co
Cpeam3eMHOMOPCKUM KOJIOPUTOM.

KpaTkuit annsogn «B» ¢ TEKCTOM O «M0XOM NOoBeAeHUN» COCTOUT
M3 npoctoit n 6e3nNKo BONPOCHO-OTBETHOM ¢pasbl B CTU/IE eBPO-
non. POK-H-PON/IbHbIA BUT MHTEHCUPUUMpPYETCA, NpuaaBas 4yBCTBO
arpeccum, ycuaeHHoe CBUHIOBbIMU aKKOPAAMMU Y MeAHbIX U KOPOTKU-
MM CBEPKAIOLWMMM IMNCCAHAO CTPYHHbIX. ITOT 3aneB Maso KOHTPACTU-
pYeT C NPUNeBOM U NPOAOAKAET OCHOBHOM BbICTPbIN Temn necHu. Ha-
CTOALWMIM My3bIKa/IbHbI KOHTPACT NOABAAETCA Nocne pa3gena A-B-A B
cpegHem anusoge necHyn — 3anese «C».,

3nusog «C» HeoXnagaHHO AnpudeH. OH ToXKe AMATOHWUYEH U B
MWHOPE, HO HE MOZA/IbHOM, XOTA M C UCMONb30BaHMEM HATypPasibHbIX

S KptouoK uam xyK (oT aHrmickoro hook) — 3To HEKMit anemMeHT B MonyiapHoO necHe (B meno-
AWK, rapMOHUYECKOM 060pPOTe, OPKECTPOBKE, TEKCTE, BOKA/IbHOM apTUKYNALMM NeBLA U T. A4.),
KOTOpbIi 0COBEHHO NpUBAEKaeT Ny6AVKY U COAeMCTBYET NONYAAPHOCTU NECHU.
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maropHblx Il v VI ctyneHelt. Komno3ntop no3BonseT menogun nog-
HUMATbCA B BOCXOAALLEN CEKBEHLMU, [OCTUYb KYIbMUHALMU KaK pac-
MyCTUBLUEMYCSA LBETKY, C TEKCTOM, rOBOPALWMM O Nt06BU 1 AatOWUM
BO3MOKHOCTb PACKPbITLCA B BOCTOPre Bbipa3uTesbHOMY ronocy MU3xa-
pa KosHa. MonHaa 1 nonyymsLlian paspeweHne KyibMUHAUMA 3BYYUT
TONIbKO OAMH Pa3, OCTaBAAA Yy CAYLIATENA KeNAHUE YC/bIWaThb ee eLle.
BmecTo aToro Hyput XvpLu noBTOPAET TO/IbKO NOJI0BUHY MPUYECKOM
¢$pasbl, MHTEPECHO NEeperapmoHM3MpPoOBaB MEIOANIO C UTPOI CBETOTE-
HU MEX Y MAXKOPHbIM U MUHOPHbBIM aKKOpAaMM, N pe3ko obpbiBaeT
MeyTaTeNIbHbI 06pas, YToObI BO3BPATUTLCA K MYXKECTBEHHOWN AWMHa-
MUKe nepBOHaYanbHOro coyetaHma A-B-A.

A Tenepb 0 TOM, 4TO Ny6aMKa Bugena. [12, 1 4., 22 MuH., 32 cek.
— 1 4., 27 MuH., 00 ceK.]. KomnosuTop un gupukep HypuT XupL Bbi-
Wna Ha cueHy nepsoil. OHa 6blNa eANHCTBEHHOM KeHLWUHON-AMpK-
KEpPOM Ha KoHKypce «EBpoBuaeHune» B 1978 roay’ v senana cobow
CU/bHBIN MecceaK U3PanuabCKON COBPEMEHHOCTU, XOTA BHELLHWI ee
06/1MK Bbln BECbMA KOHCEPBATUBHbIM, AMCCOHUPYIOLMM CO CTUNEM
TOro BpeMeHu. Bbiiga Ha cueHy B opdMUManbHOM ANMHHON YepHOM
tobKe, 6enoit 6/1y3Ke, B TAXKENbIX CAHAANNAX HA TAHKETKE U CO CTPOroi
CTPUNKKOW, OHa LEPEMOHHO NOKAOHWAACh (ABaxKAabl). To, Kak cobpaH-
HO M C AOCTOMHCTBOM OHa AeprKanacb, ee yBepeHHoe AMPUKMPOBa-
HWe B3HAOM COCTaBUAWM APKUIA CUMBOJI MOJIOAOTO U MbepanbHOro
MN3paunns (Toraa ele Tonbko 30-n1eTHero).

TeMHOKOKU1I conmcT U3xap KoaH, K TOMy BPEMEHMU yrKe M3BeCT-
HbIW M3PAUNbCKUI NeBeL,, U3/y4aN 3K30TUYECKMA MEMEHCKUIA WAapM.
C KOMNHOWM KyApABbIX BOMOC M ¥XUBbIM, CNOHTAHHbIM MOBEAEHUEM OH
HanomuHan monogoro Toma [»koHca. OH ABHO Obla OT/IMYHbBIM Bbl-
6opom ana yyactua B «EsposugerHun». TpaHcnauma us MNapuxa fa-
BaJla Tenie3puTenam BO3MOKHOCTb BUAETb apPTUCTOB 3a KyIMcamu A0
M nocne BbICTYNJIEHUI, BKAKOYAA TOT MOMEHT, KOF4a OHWU 3aX04MAN B

7 HypuT Xnpw Briepsble nossuaacb B u3panabckom aebiote Ha «EBpoBuaeHmmn» 8 1973 roay,
6yayuv BTOPOI KEHLMHOM Nocne WBeACKOro KOMnosuTopa u gupuxepa MoHUKN JOMUHMK.
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NPT, NOAHNUMABLLMIA UX NOYTU Ha cueHy. [osTomy Tenesputenu Bu-
0NV 3Nn304, KOTOPbIA MOF 03aZa4nTb eBponeickyto nybanky: KosH
BoLw e B MMT NepBbIM, HE MPOMNYCTUB KEHLMUH.

TOHKWMI An3aitH ero pybalKku B AOMNONHEHUE K CTaH4APTHOMY B
To Bpems pacoHy A/1A NEBLOB BK/IOYAN TaKMe AeTanu, Kak 4yTb bonee
rnyboKui Bbipe3 Ha rpyamn M BOPOTHUK, OKaHTOBaHHbIM TECbMOI C pac-
TUTEeNIbHbIM OPHameHTOM. Bce BMecTe co3aasano obpas npocToro ae-
PEBEHCKOro NapHs, YTO OYEHb COOTBETCTBOBA/IO COAEPKAHUIO NECHM.
ConpoBOKAatoLMI BbICTYNIEHUE BOKaNAbHbIM aHcambab cocTosn 13
ABHO Hecny4yaiHO NoaobpaHHbIX NEBLOB KPacMBOro OPUEHTANbHOIO
TMNA BHELWHOCTY.

KombuHaumsa gpeBHUX, TPAAULMOHHbLIX W COBPEMEHHbIX 3/e-
MEHTOB B My3blKe, A3blKE WU BU3yaNbHOM pAAe, 4acTb M3 KOTOPbIX
Morna 6bITb MHTEPNPETUPOBAHa KaK aTHorpadpuyeckme M TpaHCKy/b-
TYpHble O4HOBPEMEHHO, CO34aBasfa HEOKMUAAHHbIN U NPUBEKATENb-
Hbl 06pa3 MoI040ro, He3aBMCMMOTO, HO COBPEMEHHOIO, TpaauLm-
OHHOrO, CU/IbHOTO M yBEpPeHHOro B cebe U3panna. He 6bin0 HUKaKKX
YNOMWHAHUIA TpaBMbl BOCTOMHO-EBPOMENCKOTO €BPENCTBA M HUKaA-
KMX YNOMWHaHUI CTEPeoTMNa U3PanJbCKOro BOEHHOFO MPUCYTCTBUA
Ha TeppPUTOPUAX, OKKYNMMPOBaAHHbIX B BoiHe 1967 roga. Ckopee, 31O
6bl1 Meccea HOBOrO MOKOMEHUA MUPHbLIX Nt04eN, KOTopble 6binu,
BO3MOXHO, 030PHMKaMK B MPOLL/IOM, HO KOrda NoB3pOCNenun, CTanu
3a60TNMBbIMUM NOABMU, KOTOPbIE, KaK U ApYyrve NOAU, KUBYT CBOEM
¥KM3HbIO Ha CBOEeM cobCTBEHHOM 3eme.

HecmoTpsa Ha Bce AOCTOMHCTBA necHu «AbaHubu»®, He cneayet
WUrHOPUPOBATb MU MOMEHT yaaun. Peneptyap «EBpoBuaeHua» 1978
rofa XapakTepu3oBancsa TeHAEHUMEN K 3KCMepUMEHTANbHOCTH, MO-
MCKaM HOBbIX CTWU/Iel, KoTopble Morin Bbl npuHectn ycnex. Mocne
Toro, Kak B 1975 rogy nobeauna necHa «Ding Dong» (HnaepnaHapi),
B 1976 rogy — rumHu4Yeckan u obbeauHsowan necHa «Brotherhood

8 MecHsn eLe K1Ba, rOBOPA HOBLIM MOKONIEHUAM TO, YTO OHM XOTAT B HeWl yCAbIWaTh. MHTepecHan
M OYEHb OTIMYHASA OT OPUTMHANA, MOXKHO CKa3aTb, MHTUMHAA BEpCcUA npeacTasieHa Hettoi
Bapaunait [13].
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of Man» (AHrana), a B8 1977 KpacuBas, B HECKO/IbKO KOHCEPBATUBHO-
naTeTMyeckom ctune dpaHuysckas necHs «L'Oiseau et I'enfant» (uei
MENOAMYECKUI KOHTYP YAMBUTENbHO HAanmoOMMHaeT 61aHTepPOBCKYHO
«KaTiowy») B ucnonHenmn Mapu Mupuam, B KoHKypce 1978 roga
NPOCMATPUBANACL ABHAA TEHAEHLMA K MOMCKAaM HOBbIX HanpaBAeHUA.

Takoe BBeAeHME «AHTU-XMTOBOFO» CTUANSA, PEYUTATUBHbLIX 3/e-
MEHTOB MOI/I0 BbITb CBOEro pPoAa OTBETOM MOMNY/ASPHON My3blKM Ha
BAVAHWE aBAHFAPAHOIO A)Kasa W NPOrpeccMBHOro poka. MNoaobHble
MOWCKKN, OAHAKO, B AaHHOM cnyvyae HesddEeKTUBHbI, ecn He paspy-
WNTENbHbI, MOTOMY YTO Cama NPMpPOAA NONYAAPHON My3blKM Mapa-
OOKCA/NIbHO COYETAaeT KOHCEPBATU3IM M OMONOXKEHME. JKCnepumeH-
Ta/lbHble NMeCHU MOMKU ObiTb XOpPOLWW ANA pPa3Hoobpa3na CTUNEBOrO
cnekTpa «EBpoBMAEHMA», HO OHW HE MOMOTrAlOT BbIMIPATb KOHKYPC.
Bonee Toro, pag nesuLOB cTpagan GanblIMBON UHTOHAUMEN. ITOT He-
CTabW/IbHbIN KOHTEKCT, TakKum 06pa3om, mapagoKcasbHO OKasasica
61aronpUATHBIM ANA U3PanIbCKOM NeCHU. BbicTynasa BoceMHaauaTbiM
13 ABaALATM KOHKYpCcaHToB, M3pannb nonyumn 157 oukos ¢ 6oabwinm
oTpbiBOM OT Benbrnn (125 ouykos). Ho KTo rosiocosan 3a M3paunb u
CKO/IbKO OYKOB emy AaBan’?

LWecTb cTpaH Aanm makcumym, 12 oukos: LLseluapus, benbrus,
Hugepnangbl, Typums, fepmanus n Jllokcembypr. e cTpaHbl — PuH-
naHgma u Moptyranma — ganm 10 O4KOB; U NATb CTPaH: MpnaHaus,
Hopserua, Utanua, ®paHuma n Asctpmsa — ganu 8. aHuma n UcnaHua
— 6; bputaHua un Npeuma — 5; MoHako — 3; n Weeuna — 0. KapTuHa
O0BO/IbHO MO3anyHas, HO onpeaefieHHaa TeHAeHUNA NoAAEePKKN CO
CTOPOHbI ManbIxX UaK nepudepuitHbIX CTPaH NpocmaTpmBaetca®. 370 U
€CTb MOMEHT, B KOTOPOM OTPAXKaeTCA BaXKHOCTb MOHATUA KCOBPEMEH-
HOro M3pannbCKoro GoNbKNOPa» UK, KOHKPETHEE, MOHATUE BEPHAKY-
NAPHOTO B U3Pan/IbCKOW My3blKe.

° Hapsgy ¢ 20 cTpaHamu-y4acTHUL,AMK, WOY TaKKe TpaHCAMposanock B KOrocnasuu, TyHuce,
Anxkupe, Mapokko, MopaaHum, BocTouHol fepmanum, Monble, BeHrpun, Yexocnosakuwm, [y-
6ae, loHKoHre, CoBeTckom Cotoze u AnoHuu.
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«EBPOBUAEHUE» U BEPHAKYNTAPHOCTb:
HAUMOHA/NIbHOE N UHTEPHALLIMOHAJ1IbHOE

Mpunes «AbaHNOU» ABAAETCA XOPOLWMM NPUMEPOM MPOBEAEH-
HOM MHOW AubdepeHLMaLmMn mexay ABYMA TUnamu/oyHKUMAMM
BEPHAKYNAPHOIO B My3blKe, KOTOPbIe MOTYT ObITb HaAEHbI BO MHOTMX
Ky/IbTypax: ¢uio0-BepHaKyNAapHOEe W OHTO-BepHakynspHoe. lepsoe
OTHOCMKTCA NMAaBHbIM 06PA3oM K ApeBHEMY pUTyanbHOMY GONbKAOPY,
YyHacnefoBaHHOMY OT NpeablAyLLnX NOKONEHUIA U CBA3AHHOMY C 3eM-
NefenbyeckumMm obLLEeCTBaMM, XapPaKTEPUSYIOLLMMUCA CTabUNBbHOCTbLIO;
BTOPOE MPUMEHUMO K $ONbKAOPY YPOAHU3NMPOBAHHOIO HaceNeHus u
nofpasymeBaeT MpoLecc NOCTOAHHOrO B3aMMOLEMNCTBMA C Monynsap-
HOW MY3bIKOM, OTKPLITOCTb BAUAHUAM M 3aMMCTBOBAHUAM, OTAENEHUE
oT puTyana. CooTBETCTBEHHO, OHTO-BEPHAKYNAPHOE XapaKTepusyeTcs
WN3MEHYMBOCTbIO. [PaHM MEXAY 3TUMM TUNaMU/DYHKLMAMM HEYETKME,
MOCKO/IbKY OHW HEpeaKO NPeBpPaLLatoTCA O4HO B ApYroe, Hanpumep, B
CUTYaLMAX MUTPALLMM OOLMH M APYTUX COLMOUCTOPUYECKUX NEPEMEH.
Mccnepya aToT BONPOC Ha NPOTAXKEHUMM ABaguaTh neT, A nposepsia
TEOPUIO U MPUMEHAIA €€ K Pas3/INYHbIM Ky/lbTypam U My3blKaJibHOMY
bOoNbKNOPY KaK YacTu KyAbTypbl.

«EBpOBMAEHMEY, KOTOPOE ABAAETCA CBOEr0 POAA NOKYCOM [/10-
H6anbHOM KyNbTypbl, OKa3blBAETCA OAHOBPEMEHHO W TOYKOM nepece-
YeHuA ABYX TUMOB BepHakynspHoro. [pesHne ¢uno-BepHaKyNspHble
3/1eMEHTbI, KOTOPble OTHOCATCA K KOPHEBOM CMCTEME HaLMOHA/NbHOWM
KyNbTypbl, 06beanHATCA ¢ 06WMM, IMobasbHbIM CTUAEM, CO3.aBas
OHTO-BEPHAKYNAPHOE KAK PECYPC MEKKYIbTYPHOW KOMMYHUKALMK U
KaK 3CTETUYECKOe npeanoyTeHue.

Kak nokasbiBaeT obuwmii 0630p penepTyapa «EBpoBuaeHua»,
BKtOYan nepuog, nocne 1990 roga, Korga MHOrMe BOCTOYHO-eBpONe-
CKMe CTpaHbl MTPUCOEANHUANCH K STOMY KOHKYPCY: YeM MEHbLLE CTPaHa
1 yem b6osiee OHa yAaneHa OT KUEeHTpa 3anafHo-eBPONENCKON KyabTy-
pbl», Tem bosbliee 3HaYeHME NPUSAETCA B HE GUN0-BEPHaKYNAPHOM
WMAEHTUYHOCTU, U COOTBETCTBEHHO COOCTBEHHOMY MeCCeaKy «eBpo-
NnemcKom cembe».
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HecnyyaitHo MpnaHams ¢ ee YHUKabHbIM U *KU3HECNOCOBHbIM du-
No-BepHakynapHbIM GonbKAopom Bblna MHOrOKpaTHbIM nobeanTtenem
«EBpoBuaeHusa». Pnno-BepHAKyNAPHbIE 3/1eMEHTbI — 3TO OYEHb CWJIb-
HblA KOMMOHEHT MONYASPHON My3bIKM, BbIMOAHAOWMI PYHKUMIO pe-
npe3seHTaLMM HaLMOHANbHOMO Ha MEXAyHapoaHbIX popymax B Auana-
30HE OT NPECTUHHbIX KOHKYPCOB 10 PEKaMbl MECTHbIX TYPUCTUYECKUX
JoctonpumeyatenbHocTe. CooTHOWeEHME Mexay $uno- u nonynsap-
HbIMU (OHTO-) 3N1EMEHTAaMM B CNIOXKHOM CTUAUCTUYECKON KOMBUHaLMK
OTPa)KaeT COOTHOLIEHWE MPUOPUTETOB: MKENAHUA MOAPAXKaTb AUCTUA-
JMPOBAHHOMY CTU/IKO €BPO-MON M CTPEMJIEHUS BbIPa3nUTb YHUKA/bHYHO
HaLMOHaNbHYO MAEHTUYHOCTb. ITO COOTHOLLEHME BECbMa KpacHopeYu-
BO FOBOPUT O COLIMOKYNLTYPHOM NPUPOAE U AiyXe KOHKPETHOM CTPaHbI.

37a Tema TpebyeT OCHOBATE/ILHOTO UCCAeA0BaHNA, HO NO NpeaBa-
pUTENbHBIM HabOAEHUAM MOXKHO CKa3aTb CeaytoLlee.

®unno-BepHaKyNAPHbIE 3/1IEMEHTbI, UCMONb3yeMble B Ky/bTYpHO-
NOJIMTUYECKUX LLeNIAX, KaK 3TO NMPOSABUIOCL B K MUPHOM KOHKYPEHLMNY
MEXAY HaUMOHaNbHbIMKU KynbTypamMu Ha «EBpOBMAEHUWM» B KOHLE
[BafLaTOro BEKa, BKAKOYAN NPUMEPbI KaK UCMOb30BaHMUA, TaK U UC-
KAtoYeHNs GUIo-BePHAKYNAPHbBIX XapaKTePUCTHK. B penepTyape «EBpo-
BMAEHMA» MOTYT BbITb 0BOHApPYKEHbI TPU BMAA NOCHIIOB NOCPELACTBOM
MCMNO/b30BaHUA UM UCKAOYEHUA OUN0-BEPHAKYNAPHbIX XapaKTepu-
CTUK. B TO BpemMsA KaK anemeHTbl GUI0-BEPHAKYAAPHOIO MOTYT Bblpa-
¥KaTb HALMOHaNbHYO FOPAOCTb, UCNO/Ib30BAaHNE OHTO-BEPHAKYIAPHOIO
MMEET, CKopee, KOMMYHUKATUBHYIO QYHKUMIO: Yem Bosiblie OHTO-BEp-
HaKyasApHOro, Tem bonblue KenaHue 6biTb NOHATbLIM. OrpaHUYeHHOe
MCNO/Ib30BaHUE «MATKUX» GUNO-BEPHAKYNAPHBIX YEPT CBUAETENLCTBY-
€T 0 }KelaHMM Jo0pbIX OTHOLEHMWI; B TO BPeMS KaK «Taxenble» ¢uio-
BEPHAKY/APHbIE XapaKTePUCTUKM NepenatoT gedeH3nBHY No3numio
CaMO-MaprMHanun3aumm.

Al BO3BpALLLalOCh TEMEPb K M3PaUIbCKOMY CAyYato U KOHKPETHO K
npunesy necHn «AbaHnbu», 4yTobbl paccmoTpeTb ero B bosee Wupo-
KO MCTOopuYecKkoh nepcnekTuse. Ha3BaTb 3TO «COBPEMEHHbIM W3-
pannbckuM GoNbKAOPOM» BblNo Bbl NPaBUIbHO TOAbKO B KOHTEKTCE
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CO3HATENbHOW KOHCTPYKUMM (MM TOro, YTO NPEeAcTaBAfnoCb Kak pe-
KOHCTPYKLMA) HaLMOHabHOIo N3panibCKoro (MBpuTtckoro) dponbknopa
B 1930-e roapl. [larke ecam 3TOT KyAbTyPHbIM 3KCNepUMEHT 6bla1 OCHO-
BaH Ha CpeHEBEKOBbIX €BPOMNENCKMX LLEPKOBHbIX 1afax U Ha TOM, YTO
6b1710 M3BECTHO My3blKaHTaM M3 NMEHTATOHHbIX BOCTOYHO-EBPOMNENCKNX
KOPMYCOB CNABAHCKOrO 3emnesenibyeckoro ¢onbKAopa, OH, TeM He Me-
Hee, BbIMOMIHWUA CBOK KYyNbTYPHYO OYHKLMIO B CO34aHUM HOBOWM HaLu-
OHa/NIbHON NAEHTUYHOCTH.

CyliecTByeT XOpOLWO M3BECTHAA MCUXONOTMYecKaa aHanoruns:
yNblbKa MOXKeT OblTb BblparkeEHMEM PenaKCaLmm, HO OHA KE MOMKET
cnocobcTBOBaTh peniakcaumn. AHANOTMYHO, eCiU 3eMeLeNbYecKuii
boNbKNOp ABNAETCA BblpaXKEHNEM KU3HU Ha 3eMJie, TO JaXKe UCKYC-
CTBEHHO CO34aHHbI PONBKAOP MOXKET BAOXHOBUTb U CTUMY/IMPOBATb
¥WU3Hb Ha 3emne’’,

AHanoruaA, KOHe4yHo, ynpoLleHHas, HO TPYAHO He COMIacuTbecA
C NONOMKEHNEM, YTO UAEONOMMA CUOHU3MA, YCUNEHHAA TONCTOBCKOW
noee KOMMYH U MAEAMM COLMANM3MaA, Urpana PeLLAoLLY0 pPonb B
cTpouTenbcTBe rocygapctea Mspaunb; ero ¢onbKNop M neceHHas
Ky/NIbTypa B LLE/IOM COCTaB/IAIOT CUJIbHbIM KYAbTYPHbIN GaKTOP U UCTOY-
HWK MOLLM HAaLMOHANbHOrO Ayxa No celt AeHb. Mpunes «AbaHUOU»
nepesaeT Mecceay CTabunbHOCTU U IyHOOKUX KOPHEN Ha CBOEN 3eM-
ne. Begywmii nporpammy «EsposugeHus» B Mapuke pobasmn ciosa
«Cabpa»*! npu npeactasneHnn nesua Maxapa KosHa, YTo TakKe ycu-
Nnno obLee BoCNpUATUE CaMOBBITHOCTU NECHMU.

2 Mo»HO NpouUTMPOBaTL cNoBa Molue BUaeHCKOro, 04HOMO U3 KAacCMKOB M3PaunbCKoW nec-
HW, KOTOPbI CKasan B 1965 rogy o ponv rebpansma B U3pannbcKkol NonynsapHoi necHe: «Jlo-
KaNbHbI XapaKTep [neceH] He MOXeT bbiTb HaBsA3aH MO MPUKa3y, U 0BbIMHO “Nerkas necHs ”
rOBOPUT Ha MHTEPHALMOHANbHOM A3bIKE, 3@ UCK/IOYEHUEM MECTHOIO 3BYYaHUS... U TaKoe 3BY-
YaHWe CyLecTByeT B Hallel necHe 13-3a A3blKa UBPMUT. ... CTOMT 3aMeTUTb, YTO TO, YTO NPUHATO
CYMTaTb Y HAC HAaPOAHOM NecHen, He ABNAETCA HACTOALLEM HAaPOAHOM necHe; 3To 6bl1o U30-
6peTeHo NCKYCCTBEHHbIM 06pasom» [umT. no 10, c. 122].

1 Cabpa — 3TO MBPUTCKOE C/I0BO, O3HAYaloLEE «POXAEHHbIN B M3panne» 1 Bowealuee B pag,
€BPOMNEeNCKMX A3bIKOB. ITO CNOBO 03HAYAET KKAKTYC» M MeTapOopUYECKM O3HAUYAET KECTKUIA U
KOMOUUIA BHELLUHWIA BMA, NN0AA, NOL KOTOPbIM CKPbIBAETCA HEXHDbIN U CNaAKUIA COK.
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Hy>KHO NpUHATL BO BHMMaHMe, 4To B 1978 rogy elie mHorne ms
TParnyeckmx, repoNYeCKUX U CNaBHbIX COBbITUI, aCCOLUMPYIOLLMXCA C
MN3pannem, 66111 CBEXM B NaMATU eBPONeCcKoi ny6ankun. Tonoko 11
net npouw/io ¢ LectnaHeBHow BoMHbl 1967 roga, TonbKo 6 neT — co
3BepCcKoro youicrea 11 nspamnbckumx atnetos Ha JleTHeit Onumnuage
B MioHxeHe 1972 roaa v TonbKo 5 net nocne BoiiHbl Mom Kunyp 1973
roga, Korga M3pannb 6bi1 HeoXMAaHHO aTtakoBaH B CygHbiid [eHb,
CBOW CaMblil CBATOM U3 PEIUTMO3HbIX MPA3LAHUKOB.

3a 2 roga po «EsposuaeHua», B 1976 roay, nspamnbtaHka PuHa
Mop 6bia KopoHoBaHa Kak Mucc KOHuBepc. B Tom e 1976 roay ms-
pPaunbCKUMKU KOMMaHZOC 6blna MnpoBefeHa Hec/lbIXaHHO Aep3Kan
onepauua «IHTeb66e» No 0CBOBOXKAEHMIO 3a/I0}KHMKOB 3aXBa4e€HHOrO
¢bpaHLy3CcKoro camosneTa, Hanpasaaswerocs 8 U3pannb. 3To cobbiTne
6bl710 HEMEANEHHO OTPAXKEHO B ABYX TENIEBM3NOHHbIX dUbmax: «Pelig,
Ha JHTe66e» (NBC) n «Mobeana B IHTe66e» (IMDb), KoTOpble BbIAU
Ha 3KpaHbl 3uMmon 1976—1977 rofoB, a TaKKe B M3pauabCKom duabme
«Onepauna “Yaoap monHun”» (1977)2. Tpunnep passepTbiBaHUA W3-
PanbCKOM UCTOPUM B peasibHOM BPEMEHW NpogoKanca. 19 Hoabpsa
1977 ropa npe3uaeHT Ernnta AHBap anb-Cagat 06bABMA O CBOEM Ke-
NaHuu npuexatb B Mepycanmm v BbICTyNuTb B KHecceTe (M3panibCKom
napnameHTe). 3TO CTANO HA4Ya/IOM MUPHOFO MPOLLECCa, OCYLLECTBAEH-
Horo B mapTe 1979 roga, Korga M3pannb 1 ErMneT nognmcanm MUpHbI
forosop. EBpona 6bina rotosa npuHATL M3pannb. Anannyia!

«ANNTNNYUA» (nepeblit npu3 Ha «esposBuaeHun» 1979 roga)
Huyto He morno BbiTb Bonee PafoCTHbIM, 6oslee ONTUMMUCTMY-
HbIM, CUMBO/IMYHBIM 1 COOTBETCTBYIOLLMM UCTOPUYECKOMY MOMEHTY,
yem npuem KoHKypca «EsposuaeHua» 1979 roga 8 Mepycannume, Ko-
TopbIV NpoBoansca nocne nobeasl B Mapuxke B 1978 roay.
«MNobena [Ha “EBpoBugeHnn” 1978 roga. — M.P.] npuHecna
NPeCTUX U HaUMOHaIbHYIO0 FOPAOCTb, U NPABO NPUHMMATb Y cebn

12 dunbm TakKe 6bin TeaTpanusosaH B AHrnmM B 1978 rogy.
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KOHKypc “EBpoBuaeHuns” 1979 roaa. DKCTpaBaraHTHas NocTaHOB-
Ka cobbiTva B 1979 roay, npamas TpaHcaauua us Mepycanuma ge-
CATKamM MUNIMOHOB Mo Bcelt EBpone’®, n BHOBbL 3aBoeBaHMe nep-
BOr0 MecTa M3paunbCKol necHen “Annunyia” (cnosa Lumpwut
Op; my3bika Kobu Owpat; MICNONHUTENN — BOKaJIbHbIM aHCamb/1b
Halav u-devash [“Monoko n Meg”], conuctka fanu Atapu) — Bce
3TO HAMOJIHWAIO M3PAUBCKYIO MYB/IMKY rOpPAOCTbIO.

“Annunyins”, BO3MOMHO, O4HA M3 CaMbiX XapaKTEPHbIX ANS
“EBpoBMAEHUNS" neceH, Koraa-nMbo couMHeHHbIX, bbina BbibpaHa
[B U3paune gns yyactma B “EBpoBuaeHun”. — M.P.] nopasnsa-
IOWMM 60NbWKNHCTBOM. MNecHA umena Bce anemeHTbl GopMybl
“EBpoBuaeHuns”: uennsowasn, ¢ “MHTepHaLMOHaNbHbIM C10BOM”
(Annunylia aTo 6ubneickoe CNOBO, 3HAKOMOE KaXKAOMYy XPUCTU-
aHWHY), NOBTOPEHHbIM MOYTU B KaXKA0M CTPOKe (NecHa He nmeet
npunesa); KOPOTKaA CUMMETPUYHAn 16-TakToBaA Menoaus, KoTo-
pan nogHUMaecs K KyJIbMUHaLMK Yepes3 NOCTOsHHbIe CMeHbl dpak-
Typbl; NOCAeA0BaTENbHbIE MOAYNALMM Ha BOCXOAALLYIO Manyto ce-
KYHAY C KaXKablM NOBTOPOM 3aneBa, — 3pdeKT, KoTopblit co3aaBan
WNNIO3UI0 YCUIMBAIOLWETOCH HaMNPSAXKEHUA B NMECHE U ABUMKEHUA K
KynbmuHaumm» [10, c. 120].

B npoTtusononoxHoctb «EBpoBuaeHuto» 1978 roga B8 [Mapuke,
KOHKypC B Wepycanmme npeactaBu/l MHOTO BbICOKOKAYECTBEHHbIX
BbICTYN/IEHUIA, U HOBas M3pausbcKas nobega co 125 oykamu ocyuie-
CTBMAIACb INLWb C HEBONBLUMM OTPbIBOM OT OYEHb XOPOLLE MCMAHCKOM
necHn «Su cancién», BeAMKONENHO WUCNOAHeHHOoW bettn Mwuccuero.
OpHakKo, Aaxe ecnu uspamnbCKas CONMCTKA B TOT Bedep nena meHee
YBEPEHHO, YeM B La/IbHENLIEM, KAaYeCcTBO NECHM, CO BCEMMU ee My3bl-
Ka/IbHbIMMW M 3KCTPaAMy3blKaNbHbIMK CBOMCTBAMM, ObINO MpeBoCXxoas-
wum. To, YTO BblWENpMUBEAEHHAA LUTATA HE OTMETUNa, — 3TO YAMBU-

13 MNpamas TpaHcaauma Gbi1a Ha 19 KOHKYPUPYIOWMX CTPaH, atakke Typuuio, PymbiHuio, [OH-
KOHT 1 Ucnanauio [1].
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Te/lbHOE MefioAnYecKoe coBnageHune ¢ npunesom «AbaHnbm». OguH K1
TOT e TPUXOPAO0BbIA MOTUB ABASETCA 6a30BbIM, 0OLLMM A8 0beunx ne-
CEH, 13 KOTOPOro Pa3BOPAYMBAIOTCA B LLEIOM AMATOHUYHbBIE MENOAMUMN.
Pasnnune nponeraer B Ux 1af0BOV MHTEPRpPETALMM M TAPMOHU3ALLMM.
Bmecto I-III-IV cTyneHein B MnHOpe TOT e Tpuxopsa asasetca [II-V-VI
CTyneHAMM B Markope. PPeKT OKasbiBaeTCsH CXOAHbIM, TPUXOPL Kope-
HUTCA B MOYTM YHUBEPCANbHOW ApeBHenwen GUN0-BepHAKYNAPHON
MYy3bIKa/bHOW NamaATn,

OfHaKo, o6lWmMiA CTUAb NEeCHM — eBPO-Non — AOMUHUPYET Ha-
CTO/IbKO CUABbHO, YTO HECnoNe3HO UCKaTb MHTOHALMOHHbIE UCTOKK B
COBPEMEHHOM U3PanIbCKOM $OJIbKIOPE NO aHaormm ¢ «AbaHnbu».
MMMHMYECKas KaHTW/IeHa MecHW, ckopee, Mora bbl ObiTb OTHECEHa,
XOTA W C HaTAXKOM, K UYAEO-XPUCTUAHCKOM PENUrMO3HO-NEBYECKON
TPagauLMM, NPUTOM, YTO AKTMBHAA WU TAXKeNaa KOMOWHALMA POK- U
CBMHTIOBbIX PUTMOB M OPKECTPOBbIX TEMOPOB GaKTUYECKM onpeaenseT
0bWMin CTUNb NECHMU.

Ecnv roBopuTb 0 rNyBUMHHO-HALMOHANbHBIX — UAM GUI0-BEPHA-
KYNIAPHbIX — U3PaUIbCKUX 31EMEHTAX, TO bosbLie, Yem rae Obl TO HU
6b110, OHW NPOSABAAIOTCA B CIOBE-UKOHE «ANANAYIAAY, UCMOb3YEMOM
B UYAENCKOM N XPUCTUAHCKMX PENIUTUO3HBIX CYy»KB6ax. O4HO TONbKO 3TO
C/I0BO, CMbIC/1 KOTOPOTO «XBana» NPUMEHUTENbHO K AeaHnam focnogaa,
nepeBeLLMBAET BCe My3blKa/ibHble CMMBO/IbI, XOTA OHM 3aMeyaTesIbHO
AenatoT csoe geno. Puno-sepHaKynsipHble 3/eMeHTbl BKAOYAlOT pe-
annKn, cam NIOKYC, M3 KoToporo «Anannyina» npomsowna. MNetb «An-
nnyno» B Mepycannme — ApeBHEM ropofe, LEHTPe TPEX MUPOBbIX
penurnii, ga ewe TPaHCAMPOBATbL 3TO Ha EBpony n Asuto, 66110 camo
no cebe BOJHYOWMUM COBbITUEM OrPOMHOTO 3HAYEHUA U 3HAYUMOCTY.
310 06beANHANO APEBHUIN BUBNENCKUI ITOC C UANIO30PHBIM BeTxo-
BEHCKMM Npu3biBOM Beka pasyma «OBHMMUTECH, MUANMOHDBI!» 1 BCe
BMECTe NpeKpacHo 0TBEYaI0 camoit naee «EBpoBuaeHmA».

14 0 rny6uHHOM CTPYKTYype B My3blKe cM. paboTbl Slepaans, xakeHaoda [14] n Cnobogpi [15].
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[un3aliH nnatbA N3panabCKoi conncTkn lfanm Atapum, TOHKO code-
TaBLWMIM NPa3gHMYHO-NACTOPAsbHbIN NPOCTON $acoH C NPOBOKATUB-
HOM NPO3PaAYHOCTbIO TKAHWU, HECKOIbKO aCCOLMUPYETCA C aHTUYHBIMU
obpasamMm M3 HEOKNACCUYECKMX eBponenckux banetos. HaseaHue
conpoBoXaatowero aHcambia « MoJIoKo M mea» accouumMpoBanoch C
3emnein 06eToBaHHOM, «TeKyLlen Mmosokom n meaom» (KHura Ucxoaa
3:17). lM3aiMH CugeHbI, rae CToAAn Beaylme, BKoYan APEBHUE KAMHU
1 3e/1eHble pacTeHus (To U Apyroe — TUMUYHbIE AeTa/M U3PaUIbCKOro
naHgwadodta). OgHo 3TO AaBano 3puUTENAM — KaK B 3ae, TaK U Tene-
3putensm y cebs goma, — YyBCTBOBATb CeHA BOBJEUYEHHbIMU B CKa-
304YHbIN MUpP BUBNENCKOW peanbHOCTW.

BctynutenbHbii duabm, NpeaBapstowmMini Bevyep KOHKypca, Apl-
Wan NpoCTOPOM W CBEXMM BO3LYXOM COBPEMEHHOM M CYaCTAUBOM
Ceatolt 3emnn. [JeNcTBUTENBHO, BCA TPAHCAALMA U31yYyana YyBCTBO
CYacTbA M NPa3LHUYHOCTU. Bce anemeHTbl coeauHUANCL, YTObbI BbI-
CBETUTb U MNOAHATb «ANNUNYIAIO» KaK NnobegHbl cumBon. MIHTepecHo,
YTO rosI0coBaHMe BbINO CXOAHO ¢ «ABaHMBbU». MaKcumanbHble 12 oy-
KoB ganu MopTtyranua, Npnanauna, duunavgma, Leeuyma, Hopsernsa n
BputaHus; 10 gana Ucnauua; 8 — MoHako, Jltokcembypr u ABcTpus.
ConvpapHoCcTb CTpaH eBpornenckolr nepudepun bbina euwe bonee
O4YeBUAHA, YeM rOA0M paHbLUe.

Mcxopa 13 moero npefnosioxeHua, 4to Guno-sepHaKkynapHoe
— 3TO CU/IbHBIA U BaXHbIN GaKTOp A4NA BblPaXKeHMA HaLMOHANbHOM
NOEHTUYHOCTU MHOTUX CTPaH, KOTOPbIE XPaHAT CBOKD arpapHYHo Ky/b-
TYpPY ¥ 4yBCTBYIOT cebs neprudepuinHbIMM NO OTHOLLIEHWUIO K BEAYLLUM
€BPONEeNCKMM Ky/NbTYPHbIM LEeHTPaM, MOXKHO FOBOPUTb O TOM, YTO
MN3pannb asaxkabl nobexpan Ha EBposuaeHun 6narogaps TOHKOMY
H6anaHcy mexay ¢ouno-sepHaKyNApPHbIMU 3neMeHTamun U GoHOoM no-
nynapHOM mMy3blkU. CornacHO Moel KaaccuduKauum MecCeaKen,
npeacTaBAeHHbIX Ha «EBpoBuaeHUn», M3paunb, No KpaliHe mepe B
1978-1979 ropax, yBepeHHO TpaHcamposan 3T1oc M ITHoC: «Mbl ma-
Nan cTpaHa, ropAas Hawel caMobbITHOCTbIO, HO KOMNETEHTHAA U CTO-
AlaA pAaOM U BMecCTe ¢ “eBponeiickon cembein” ».
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NMOCTAHOBKA NPOBJIEMBbI
WCCNEOOBAHUSA

AHHoOTauma. CtaTbA noceaweHa GeHOMeHy BepHakynspHol doTtorpadun
PYVH 1 CBA3AHHBIX C HE M306paykeHU B COBPEMEHHBIX PYCCKOA3bIYHbIX CO-
umanbHblx Mmegma. PacuseT aToro dpeHomeHa npuwencs Ha 2010-e rogbl u
CEerofHA Mbl MOXeM Pa3rnALeTb ero BO BCEX acneKTax. ABTOp aHanusumpyet
co0bLecTBO «ICTETUKA e*eHel», cosgaHHoe B 2014 rogy v Becbma nonynsap-
HOe B COBPeMEHHOM ceTeBoM KynbType. Mcnonb3oBaH metos HabnoaeHusa n
aHaANM3a KOHTEHTA C 0Nopoit Ha Teopuw 3HakoB Y.Mupca u P.Kpaycc, KoHuen-
uum Studium m Punctum PonaHa bapTa, KoHuenumu Knuwe M.MakatosHa
n B.BatcoHa. Mpepnaraemas ONTMKa MO3BOAAET PACCMOTPETb MNPAKTUKK
doTorpadupoBaHma 1 pasrnagpisaHma ¢otorpaduii Kak urpsl. B pesynsrate
BbIfIB/IEHbl OCHOBHbIE MO/Ib30BATE/IbCKME UTPbl C KOHTEHTOM coobLuecTsa.
Tak 06HapyXMBaIOTCA CefyloLmMe Urpbl C KAMEPOM: MOUCK 3HAKOB CTapo-
ro B 06bl4€HHOM, NMOUCK COEAMHEHMS CTaporo M HOBOTO, aTTPAKLMOH nyTe-

* Pe3y/bTaThl NOJyYeHbl B PaMKax BbIMONHEHWUA TOCYAAPCTBEHHOIO 3aJaHns MuHOBpHayKu
Poccuu (Homep gnis nybaukaumii: 27.7384.2017/8.9)
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LWeCTBMIN B AaneKkne 3abpoLLeHHble MEeCTa, aTTPAKLMOH OTKPbLITUI Aanekmx
obuTaembix mecT. Urpbl ¢ poTorpadumeit Ha aKpaHe: KPUTUKA NPOUCXOAALLE-
ro B CTpaHe, yrajplBaHWe MeCTa ¥ BPEMEHWU CbEMKM, Y3HABaHME POLHOrO,
MoucK anntosmin, cnop ob atanoHe «e*eHei». Mocnenytollee paclimpexme
3TUX UTP, B KOTOPOM 06pasbl PyMH CTAHOBATCA apXETUNOM, KOTOPbIV Ap06UT-
CA Ha K/1LLe, CBA3AHO C II0BUTENIbCKMM PUCYHKOM U Kostnaxkem. Cpesm aTux
Urp: POMAHTM3aLMA HECYACTHOW NtO6BU M OAMHOYECTBA, CEHTUMEHTAN3A-
LMA YIOTa ¥ PEMUHUCLLEHLMI, KPUTUKA COLMANBHO-NONNTUHECKUX BOMPOCOB.
PaccmaTtpuBas 3HakM, Yepes KOTOpble B3aUMOAENCTBYIOT aBTOPbI U 3puUTe-
NN, Mbl MTPUXOAMUM K BbIBOZY, YTO YEPE3 MHAEKCANIbHOCTb CTaporo B n3obpa-
KEeHUAX NPOXOAWT 3K3UCTEHLMANbHOE MNeperuBaHue KonebaHus Mexay
CTapbiM U HOBbIM, }KM3HbIO U CMEPTbIO, CYBbEKTUBHOE, UHAMBUAYA/IbHOE.
B aTOM MOKHO 06HapyKuTb Punctum ¢oTtorpaduii pymH, KOTOpPbIA CNOXKHO
oTpedIeKCUPOBaTh, BbIFOBOPUTDL, KOTOPBIN BbI3bIBAET CMOPbI Y4aCTHUKOB CO-
obwectBa. CMMBO/IMYECKMIA aCNEKT 3a4acTyto CBA3aH, CKopee, co Studiumom
doTorpaduin. Tak paspywwaeTcs MobanbHbI UCTOPUYUECKUI HAPPATMB, NPO-
wnoe, HacTosiLee M byayuiee 6osee He CBA3aHbI B eAUHYHO LLEMOYKY, HO Bbi-
pacTatoT U3 OTAE/bHbLIX YaCTHbIX BOCMOMWHAHWUIA, UICTOPUI, KOMMEHTApPHEB.
Kak nokasblBaeT Halle uccnenoBaHue, NONyASsPHOCTb 3CTETU3ALUM PYUH B
COBpPEMEHHOMI CeTeBOM Ky/IbType BO MHOTOM CBA3aHa C KPU3UCOM UAEHTUY-
HOCTU M MEPEOCMbIC/IEHUEM OTHOLIEHWUIM C NMPOL/IbIM Ha MOCTCOBETCKOM
NpPOCTPaHCTBeE.

KnioueBble cnoBa: dotorpadus pywH, BepHaKynspHasa potorpadus, coum-
aNbHble MeAMa, 3HaKK, KnuLle.
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THE AESTHETICS OF RUINS

IN VERNACULAR PHOTOGRAPHY
IN RUSSIAN SOCIAL MEDIA:
STATING THE RESEARCH PROBLEM

Abstract. The article is devoted to the phenomenon of vernacular
photography of ruins and related images in modern Russian-language social
media. The flourishing of this phenomenon occurred in the 2010s, and
today we can discern it in all aspects. The author analyzes the community
of “Aesthetics of screwings” created in 2014 and very popular in the modern
network culture. The method of observation and analyzing content based
on the theory of signs of Charles Peirce and Rosalind Krauss, the concept
of Studium and Punctum by Roland Barthes, and the concept of the cliché
of Marshall McLuhan and Wilfred Watson are applied. The proposed optics
make it possible to perceive the practice of photographing and viewing
photographs as a game. As a result, the main games in which the users play
with the community content are identified. Thus, the following games with
the camera are found: the search for old signs in everyday occurrences, the
search for connection between the old and the new, the attraction of travels to
remote abandoned places, the attraction of discoveries of remote inhabited
places. Games with a photo on the screen: criticism of what is occurring in
the country, guessing the place and time of the film shooting, recognizing
the native, searching for allusions, disputes about the etalon of “screwings.”
The subsequent expansion of these games, in which the images of the ruins
become an archetype, which is split into clichés, is associated with amateur
drawing and collage. Among these games: the romanticizing of unhappy
love and loneliness, the sentimentality of comfort and reminiscences and
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criticism of socio-political issues. While examining the signs through which
authors and viewers interact, we come to the conclusion that through the
indexation of the old in images there occurs an existential experience of
oscillation between the old and the new, life and death, the subjective, the
individual. Therein it becomes possible to discover the “Punctum” in the
photos of ruins, which is difficult to reflect, to pronounce, which causes
controversy among the members of the community. The symbolic aspect is
often associated more with the “Studium” of the photographs. Thereby, the
global historical narrative is destroyed; the past, the present and the future
are no longer connected in a single chain, but grow out of individual private
memories, stories, or commentaries. As our research has demonstrated, the
popularity of the aesthetization of ruins in the modern network culture may
be associated with the crisis of identity and the reevaluation of relations with
the past in the post-Soviet space.

Keywords: photography of ruins, vernacular photography, social media,

signs, clichés.

BBEOEHUE

B 2010-x roaax B PyHeTe pacuBseTaeT (B ouepeaHoit pas) ¢oTtorpa-
¢usa 3abpolleHHOro, paspylEeHHOro, MOypPas’pPyLEHHOrO MPOCTPaH-
CTBa, a TaKxe doTorpadum nycTylollero nNpocTpaHcTea. Ha aToT pas
BHYTPM COOBLLECTB B COLMANbHBIX CETAX, B KOTOPbIX NO/Ib30BaTeNN (Kak
npodeccroHanbHble U nonynpodpeccroHanbHblie GpoTorpadsl, Tak U Nto-
6utenn) sbiknaabisatoT doTorpadum us pasHbix Yacteit Poccum u CHI, a
3aTem 1 Bcero mmpa. doTtorpadun caenaHsl Kak Ha LMppoBble UK Ne-
HOYHble PoToannapaThl, Tak U Ha 0b6blYHble cMapTdOHbI. YacTb M3 HUX
obpaboTaHbl ¢ nomoupbto MO, YyacTb BbikNaabiBaloTCs 6e3 0bpaboTKM.
Momumo ¢doTorpaduini No Ux MOTUBAM pPa3BMBaeTcA U PpaH-apT — Kon-
NaXkK, PUCYHKK, COBMELLEHNE PUCYHKOB € doTorpaduamu. KaHposoe
MHoroobpasue ¢otorpaduii U pUCYHKOB BKAOYAET B CEDA 1 Nel3ax, u
NOPTPET, U HaTIOPMOPT, U CIOXKETHYIO CbeMKY, U MapKO-CbeMKY, U T.A.

O4HMM M3 K/IHOYEBbIX TaKMX COOBLLECTB MOXHO Ha3BaTb coobuue-
cTBO «3cTeTuKa e*eHei» (https://vk.com/yebenya) n ero mHoroumc-
NleHHble «ppaHLwm3bl». CoobuwecTso b6bl10 co3gaHo B anpene 2014 roaa
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M Ha MOMEHT HanmncaHus 3Toro Tekcta (MoHb 2018 roga) HacuuTbIBaEeT
251 303 nognucymka.

CnoBocoyeTaHMe «3CTeTUKa e*eHei» pa3oLwwnochk No ceTeBow Kyb-
TYPE Kak TepMUH ana 0603HaueHns otaenbHoro seneHus. Mocne ocHoB-
HOro cooblilecTBa cTaan co3faBaTbhcA 6onee NoKanbHble, Hanpumep,
«ICTeTUKa NUTEPCKMX e*eHel» nnm «IcteTuKa cubupckunx e*eHeir». Mo-
ABUNINCH KAaHPOBble coobLLecTBa, Hanpumep, «/lMua e*eHe». XewrTer
#acTeTMKae*eHel (6e3 Kynop) MOXKHO BCTPETUTb B Instagram.

370 cnoBocoyeTaHMe, 6e3yCcNOBHO, HE aKaIeMUYHO, HO TEM He Me-
Hee npeacTaBaseT coboil HOBbIM KOHLENT B AMCKYPCE CETEBOMN KyNbTy-
pbl, KOTOPbIV CTOMT BbIAENUTb KaK OTAE/bHbIN CloxkeT. Hanbonee 61130k
K «3CTeTUKe e*eHel» «MOTUB PYMH», O KOTOPOM FOBOPAT B UCKYCCTBO-
BEIeHUN NPUMEHUTENbHO K 06pa3am paspyLieHHbIX U 3abpoLleHHbIX
34aHUIA. OKCIOMOPOH, NeXKallMiA B OCHOBE MUCC/IeyeMOro HaMm KoHuen-
Ta, 406aBNAET K MOTUBY PYMH MOTMB Urpbl U Gnep nerkoro npeHebpe-
YKEHUA, KOTOPOE, MEXK TEM, YacTO, KaK Mbl YBUAUM HUXKE, NEPEXOAUT B
yMuneHue. 3ecb 0T4aCTU MOXKHO NPOC/AeANTb NPOAOAKEHMe urp GoTo-
rpa¢oB c MKamn 6e3006pa3HOro, xoTd, KOHEYHO, «e*eHA» B AaHHOM
KOHTEKCTE NPeAnoaaratoTca COBCEM He KaK HeuTo «be3 obpasa», a BeCb-
Ma olLyTUMmoe, daKTypHoe u obpasHoe. TyT, ckopee, 6AN30CTb K «6Hes-
06pa3HOMY» COCTOUT B TOM, UTO «e*eHs» BOCNPUHMMAIOTCA KaK HeYTo
MeXAy MEeCTaMu, Y KOTOPbIX eCTb 3HauYMMble 06pasbl. Takoe MeXayMu-
pbe, NPOMEKYTOYHOE NPOCTPAHCTBO, ML KOTOPOrO HUYEM Hemnpume-
yaTenbHO, HO Bnarogapa B3rAAY Kamepbl obpeTaloT cBoi 06pas. Bot
KaK NMULYT O Ha3BaHUM cooblilecTBa ero aBTopbI:

«cmpacme K no0obHbIM Mmecmam poousacs y eepoes rnosecmeo-

8AHUSA He 8 mom 0eHb U He HaKaHyHe. Bozemu noboli pocculickuli

20p00 — KOpOMKuUe rneuiue nymu, KaK rnpasusno, npoxooam ro nos-

Heliwel e*eHu’<...> C camo2o Hayana meica4enemus HaWu Hoau

monmanu 8cAKyro pasHyto cp*HuHy... <...> Ha camom dene, Hu4e20

0c0beHH020 019 Hawea20 coome4YecmseHHUKA 8 OKpyHarowux nedi-

B 3pecb n panee Kynopbl NOCTaB/1€Hbl aBTOPOM CTaTbU
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3a3#ax U He 6bin0... <..> W 8 mo xe spemsa 8 okpyrarouweli deli-
cmeumesnbHocmu 6bia10 YMo-mo HeobbACHUMO MaHAUee»,

B 3TOM noAcHeHWW K Ha3BaHWIO MOMWMMO JIYKaBCTBA TBOPYECKOrO
4yenoBeKa, roBopALWEro 0 CBOEM NPOMU3BEAEHMM, NPOCTYNaeT Kak pas3
3TOT CHOXKET O TOM, YTO HeyTo 0bblAeHHOE, NOBCEAHEBHOE COAEPHKUT B
cebe 06pa3sbl, KOTOPbIE XOUYETCA PACKPbITh, BbITALLMUTL HAPYKY M3, Kasa-
nocb 6bl, OTCYTCTBMA 06Pa30B.

CywiecTByeT pAaf UCCNef0BaHUN CBA3U MOTUBA PYUH U KOHCTPYM-
pPOBaHWA COLMANbHbIX NPEACTAaBNEHUI O BPEMEHU U CMeHe 3nox. Ha-
npumep, AHapeac LLieHne nuweT, YTo UHTEPEC K pynMHam B obLiectse
MoZepHa npegnonaraet pedaekcuio, «...nPU KOTOpoK KonebaHue mex-
[y NPUBEPXKEHHOCTbIO MAee Nporpecca U HOCTanbrnen no yweawemy
MWPY, MEXKAY HOBbIM U APEBHUM, NO ONPEeLENEeHNI0, HE MOXET 3aBep-
wuTbea» [1, c. 133]. B obuiectBe nocTmoaepHa MOTUB PYUH NMO3BOIAET
pednekcnpoBaTb He TONbKO Ha TeMy KoebaHMA MeX 4y NPOLU/bIM U Ha-
CTOALLMM, HO U Ha TEMY CaMOT0 X043 BpemeHu. «Korga cTaHOBUTCA BO3-
MOXHbIM PacnpoCcTPaHUTb NOHATUE “PYMHBI” Ha COOPYHKEHUA Mmoaep-
HOW 3MOXM, AUCTAHLMA MEXAY NPOLW/bIM U HACTOALMM paspyLiaeTcs,
JIOMAEeTCa cama KOHCTPYKUMA BpeMeHn» [2, c. 89].

®oTorpadma pynmH uccnepyetca B pasHbIX KyabTypax mupa. «Knac-
CUKOW» B KaKON-TO mepe ABAAIOTCA PyMHbl B aMepUKaHCKoW doTorpa-
dun, BocnpmATME KOTOPbIX 3BOOLMOHMPOBaNO ¢ XIX Beka. Hanpumep,
Maiinz Opsenn nuwer, uto ecam B XIX Beke pyuHbl ans kutenent CLUA
6blIM YACTbIO POMAHTUYECKOM HOCTaNbMMK, TO B XX BEKE PYUHbI — 3TO
«OCKO/IKM», KOTOpble 3aCTaBAAOT NEPEOCMbICIUTL byayLee cTpaHbl (3,
c. 14]. AHanunsmpys deHomeH poTorpadun pymH B amepuKaHckomn poTto-
rpadum yxe B XXI Beke, OKcaHa MaBpulinHa nuweT: «MHTepec K MoTUBy
“coBpemeHHbIX pynH” B Hayane XX| BeKa, B TOM YnCe B aMepPUKaHCKOM
doTorpadumun, cBMAETENLCTBYET HE O 3aKaTe elle O4HON UCTOPUYECKON
anoxu, a 06 M3MEHEeHUN NapameTPoB UCTOPUYHOCTU. Tenepb “HacTos-

2 URL: https://vk.com/yebenya?w=page-69563163_49015725.
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n u

wee”, “npownoe” n “6yayuiee” 6onblue KeCTKO He pas3aeneHbl U He ra-
PaHTUPOBAHbI KOMJIEKTUBHLIM CyObeKTOM (Haumel). Ux 3HaYeHus pea-
NIM3YIOTCA KaXK bl pa3 NO-pa3HOMY B KOHKPETHOM MeCTe, B KOHKPETHbIX
obcToATENBCTBAX, NPU BOBNEYEHUM MHOXKECTBEHHbIX CyObEKTOB OMbITa,
namaTn n genctemna» [2, c. 95]. CoBpemeHHble poTorpadum 3abpolueH-
HbIX 34aHuKI B [eTpoiTe KaT bakan OTHOCUT K KyAbType nocTmoaepHa u
MOKa3blBAET, KaK OHW NO3BO/AIOT NEPEOCMbICNINTL «YpOAHM3NPOBAHHOE
NPOCTPAHCTBO», CO34,aBas MHOMXECTBO a/I/I03UIM U OTCbINOK K MPOLUbIM
KY/IbTYPHbIM 3noxam [4].

B KaKOM-TO CMmbICie B NMPOTMBOBEC amepUKaHCKon ¢oTorpadum
pyuH B XXI BEKE, NEPeoCMbICNAOWEN CBA3b BPEMEH U MPUHLMMbI KOH-
CTPYMPOBaHWA NPOCTPAHCTBA, ¢oTorpadmm pyuH B CTpaHax TpeTbero
MUpa UCCNELOBATENN PACCMATPMBAIOT Yepe3 COOTHOLWEHWEe APEBHEWH
NUCTOPUU PETMOHA U KONOHMANBHOTO BAWAHMSA, NONUTUYECKOM acrekTe
TOrO, KaK pernmoH pas3sMBanca fo obpeTeHUs He3aBUCMMOCTM U nocne
[5; 6] nonnUTUYECKMX M coLManbHbIX TPaHcHOPMALMI, NPOUCXOAALLMNX
cenvac [7].

C yem ke cBA3aH MOTMB PYMH B POCCMICKON BEPHaKynapHon ¢poTo-
rpadpum 2010-x roaos? B gaHHOI paboTe A chopmynnpyto npobaemy uc-
cnefoBaHMA Takoro poaa gotorpadum.

METO40/10TrMA UCCNNIEAOBAHNUA

B paHHOM paboTe Mcnosb3oBaH METOA aHa/M3a KOHTeHTa U3obpa-
YKEHWI, BbIKMaAbIBAEMbIX B COOOLLECTBE, U METOZL Hab/togeHus 3a co-
obLecTBom B Ayxe uMdpoBoi aTHorpadmm, No pesysbTaTam KOTOPOro
BbIAIB/IEHbI TUMNYHbIE CNOCODHbLI B3aMMOAENCTBMA aBTOPOB U 3puUTenem c
BOCMPMHUMAEMbIM KOHTEHTOM cO0bLLEecTBa.

B xoae uccnepoBaHuA A NPeanonoXKuia, YTo O4HOW U3 KAtoueBblX
NPaKTUK B3aMMOAENCTBUSA C N306pakeHNeM B aHHOM CcoobLLecTBe Bbl-
CTynaeT urpa. BeposTHO, y TaKOro noaxo/ia ecTb OrpaHUYEHUs U B Aasb-
HeWwem Ham yaacTtca bosiee ryboKo 1 pasHOCTOPOHHE NpoaHaAn3npo-
BaTb GEHOMEH «3CTETUKM e*eHel», HO Ha AaHHOM 3Tane PaccCMOTPUM
ero yepes onTUKy Mrpbl. Kak nucan MoxaH Xel3uHra, urpa — 310 oAHa
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13 obleyenoeyecknx Gopm, Yepes KOTOPY MOMKHO paccMaTpuBaTb
0COBEHHOCTM TOW UK UHOW KynbTypbl [3].

AHanu3 KoHTeHTa M300pa*KeHW onupasnca cpeau Mnpovyero Ha
npeacTaBiaeHns O BMAAx 3HaKoB Yapsb3a Mupca: 3HAaKM-MKOHBI, 3aKOo-
Hbl-MHAEKCbl U 3HAaKU-cumBOAbI [9, ¢. 89]. B 3HaKe-MKOHe O3Hayaemoe
TOXAECTBEHHO O3Ha4aloWeMmy, B 3HaKe-UHAEKCe O3Havaloulee yKasbl-
BAET Ha NPM3HAK 03HA4YaEMOrO, a B 3HaKe-CMMBO/Ie 03HaYaemMoe M 03-
HayaloLLLee COOTHOCATCA B CUY CAIOXKMBLUMXCSA B OOLLECTBE KY/NbTYPHbIX
Kozos [9, c. 89)]. 3To pasaeneHne BecbMa YCI0BHO, M B MPUPOAE YacTo
OAMH 3HaK coaepKuT B cebe Bce TpM BMAA, HO, TEM HE MEHEe, NPU aHa-
nmse ¢otorpaduii MOXKHO BblAENNUTb BeAylMiA BUA 3HaKa. Mpu aTom
BAXKHO OrOBOPMUTBLCSA, YTO ecnu ana MNupca dpoTorpaduns — npexae BCero
3HAK-MKOHA, TO nocneayowme uccnegosatenn ¢ororpadmm, B HYacTHO-
cTH, Hanpumep, PosanunHg Kpaycc roBoput o6 uHaekcanbHocTn ¢oTto-
rpadwum [10, c. 17], o Tom, yTo PoTorpadms — 3TO OTCbI/IKA K TOMY, YTO
OCTaeTCA 33 paMKamu, 3a Kagpom. B potorpadumax aaHHoro coobluecTtsa
CUMBOJIbI UMEIOT MECTO ObITb, HO B TO K€ BPeMA MOMUCK U y3HaBaHWe
WMHAEKCaNbHOCTM GoTOrpadMUecKoro TakKe CTaHOBUTCA YaCTbio UMPbI, B
KOTOPYH UFPaoT Yy4aCTHUKKM coobluecTBa.

PE3Y/IbTATbI UrPbl C KAMEPOM

B 3TOM pasgene paccMOTPUM Te Urpbl, B KOTOPbIE UrPatoT aBTOPbI
BblKNaablBaeMbix poTorpaduin B coobuLectse.

OfiHa U3 Urp COCTOUT B TOM, YTOObI OOHAPYXMBaTb B CBOEM 0OblI-
[EeHHOW PeanbHOCTU, B CBOEM OKPYKEHWUW Cedbl CTaporo, paspyLleH-
HOroO — PYMHU3AUMIO. APKUM NPUMEPOM TaKOW UrPbl Cay»KaT doTorpa-
dun, Ha KOTOPBIX COBPEMEHHbIE CTPOEHMA KOHTPACTUPYIOT CO CTapbIMMU,
paspyLeHHbIMM, 33a4acTylo BblWeAWMMMU U3 UCMOAb30BaHMA. Nan ke
HaobopoT: ycTapeBwne npegmeTtbl (HanpMMep, TPAHCMNOPTHbIE cpea-
CTBa — aBTOMOOW/M, TPamBawu), KOTOPbIE BCe eLle 3KCNIyaTUpyoTca B
COBPEMEHHbIX peanmnax. Cxoxan C 3TOi nrpa nepeHocuT aBTopa us yimy-
HOro MNPOCTPAHCTBA B UHTEPbLEP, F4e 3N1EMEHTbI CTapbIX aHTypaXKen co-
CeACTBYIOT C COBPEMEHHbIMWU. KOHTPACT HOBOrO M CTaporo CTaHOBMTCS
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OCHOBHbIM ABWMXYLIMM MOTUBOM 3TUX Urp. CTapoe U HOBOE B 3CTeTUYe-
CKOM MPOCTPAHCTBE KOHCTPYMPYHOTCA KaK Yepes CMMBO/bI, Hanpumep,
ambnembl CCCP, Tak M Yepes UHAEKCbl. MHAEKChbl B 3CTETUYECKOM MpPO-
CTpaHCcTBe «e*Hel» 3aHMMaloT BecbMa 3Haunmmoe mecto. O Konuue-
CTBEHHOM acCneKTe 3TOro ABAEHMA Mbl HE MOMEM CYAUTb B CUY OrpaHu-
YeHUI nccneaoBaHMA, OAHAKO MOXKEM BblAe/UTb TEHAEHUMIO. ABTOpPbI
CHUMKOB WUFPAIOT B OTCbI/IKM K NPOLLIOMY B HAaCTOALLEM.

Opyroi Tvn urpbl 61M30K K aTTpakUMOHY M npeanonaraeTt ¢poTo-
rpadupoBaHme TOro, YTo TPYAHOLOCTYMNHO, TpebyeT nyTewecTsuns, npu-
KNIOYEHUS, aBaHTIOPbI. B 3Tom aTTpakumoHe aBTopbl COBMPAtOT ONATb
e KaK CUMBOJIbI, TaK M MHAEKCbI 3a6pOLEHHOr0, CO34aBasA KONNEKLMM.
ITOT aTTPAKLMOH OTYACTU MOMKHO PACCMATPMBaTb Kak 4acTb CYybOKy/b-
TYPHOrO ABUMEHMUSA, MHOTAA UMEHYEMOTO CTaJIKEPaMmU», HO A Bbl He
CTafla MX NOJHOCTbI OTOXKAECTBAATb. Ha3BaHMe, 3aMMCTBOBaHHOE U3
pomaHa «[MUKHUK Ha 0bouyMHe» bpaTbeB CTpyrauKux B COBPEMEHHOM
KY/ZIbTYpe pacTUpPaKMpPOBaHO COBPEMEHHbIMW NMUcaTensiMmmn-paHTacTamm
Bpoge AmuTpua [NyXOBCKOro U Mnpexae BCEro KOMMbIOTEPHOM UrpoW
S.T.A.LK.E.R  HanucaHHbIMM NO ee MOTUBaAM KHUramu [11], ceTTuHr Ko-
TOPbIX NEPEHOCUT UrPOKa UK YnuTaTens B HepHobblib. 3TO He 03HAYaeT
nonynapHocTb CTpyrauKkux B MONOLEKHON KynbType. Tak, Hanpumep,
B MCCNeaoBaTeNbCcKol aKkcneanumn® B r. BopoHex netom 2017 roaa A
NMo3HaKOMMNACb C MHGOPMAHTOM, KOTOPbIN UrpaeT B 3Ty Urpy, BChea-
CTBME Yero pewnsa NoYnUTaTb KHUIM, HAMMCaHHbIE MO ee MOTMBAM, HO
HWUCKO/IbKO He 3HaKom ¢ TBopyecTBom CTpyraukux. OgHako obpas crtan-
Kepa 13 «MMKHMKA Ha 060YMHEN» SCTETUUECKM NEPEKIMKAETCA C YaCTbio
doTtorpaduii coobuiecTBa «ICTeTUKA e*eHell», AaxKe ecnn He pednek-
CUPYEeTCA ero y4acTHUKaMU, U 3TOT CIOXKET MOXKET ObiTb PaCCMOTPEH B
JanbHellem: «30Ha», n3obparkeHHana CTpyraukMmmM, — MecTo CO CBO-
MM 0CObbIM BPpEMEHEM, KOTOPOE KOHCTPYMPYETCA UHAMBUAYANbHO ANA
KakKaoro, Kak v BoobLlle BCe, YTO MOMaBLUMIA TyAa MOMKET BCTPETUTb.

3 Ikcneamuma “UsyyeHne UCTOPUKU MHTEPHETa B pernoHax, r. BopoHex”. URL: https://pf.hse.
ru/206012446.html.
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B 3TOM ecTb 4YTO-TO 06LWEee € 0O6Pa3OM PYMH COBPEMEHHOCTM, O KOTOPOM
nuwet OKkcaHa laBpulnHa.

Opyraa urpa Hocut 6onee Mo3HaBaTe/IbHYIO HANpPaB/iEHHOCTb U
npeanonaraet OTKPbITUE HEU3BECTHBIX B CU/Y OTAANEHHOCTH, nepude-
PUMHOCTKU, HO 0buTaembix mecT Poccmm 1 CHI. 310 He 3abpoLLeHHble me-
CTa, HO XWU/ble Hace/leHHbIe NYHKTbl, OTOPBaHHbIE OT «LUBMUAN3ALUMY.
Ecnu cTankuHr nHoraa HasbIBalOT MHAYCTPUANbHBIM TYPU3MOM, TO 34€Chb
peyb O TYpU3me 3K30TUYECKOM MM TYPU3IME «KOMOHWANIbHOMY»: NHOAMN
M3 LLleHTPa NOCELLAOT MEeCTa Ha nepudepum CTpaHbl, }KU3Hb B KOTOPbIX
NMB0 YHMKaNbHA B CUNY KaKMX-TO GpaKTOpOB, 16O HaxoamUTCA B MaTepw-
aNbHOM NnaHe Ha 6onee paHHUX cTaguAx passuTUA. Takue doTorpadum
HaMMeHee Harpy»eHbl CUMBONNYECKUM AN MHOEKCANbHbIM U 4aCcTo AB-
NAOTCA NPOCTO MKOHAMM TOTO, KaK KMBET MyOUHKA.

Takum 06pasom, oauH U3 NPUEMOB, SKCMIYaTUPYEMBIX B UIPax C
KaMepoMn — 3TO KOHTPACT, MpUYeM KOHTPAcT, He 0bs3aTesIbHO OKasas-
LWIMINCA B pamKax Kazpa, MHOTLA KOHTPACT BO3HWKaeT M3-3a NpOTMBO-
nocTaBfeHNAa 06beKTa B Kagpe U KyNbTYPHOTO KOHTEKCTA, U3 KOTOPOro
aBTOP CHMMKa Pa3mAabIBAeT OOBEKT.

UrPbl C ®OTOrPAGUEN HA SKPAHE
3puTenn coobLuecTBa TaKKe UrpatoT B pPasaunyHble urpbl. OgHa U3
TaKMX WUrp, KOTOpble C/I0XKHO NPOMYCTUTb, 3TO COKPYLIEHWe No nosoay
TOro, 40 Yero AOBeW CTpaHy, PEruoH, ropoa u 1.4. Tem He meHee npa-
BM/1a COOOLLLECTBA OCYKAQIOT PACCYKAEHMA HA NOAUTUYECKMNE TEMBI, NO-
3TOMY 3Ta Urpa mogepupyema:
«CTPOMO HE PEKOMEHAYETCA (u ¢ 8bIcOKUMU WAHCaMU Ka-
paemcs 6aHOM) ocmasaAasMes KOMMEHMapuU HA noaumu4yeckue U
CMex Hble (UCmopuKo-noaumuYeckue, eeonoaumuyeckue u op.)
memeol. OcobeHHO He npusemcmayemcsa pe3Kuli u Hemomugupo-
BGHHbIl pazsopom OUCKYcCUU 8 NOAUMUKY, 0 MAKHE KOMMeHMa-
puu € ucrnosnb308aHUEeM 0eMomu8amMopos, KAPMUHOK Uau 8udeo
Ha noaumu4eckue memsi. [1oAUMUKU Npuxodsm u yxo0am, e*eHs
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geyHol. [1na nonumuyeckux duckyccull cywecmsyem 8ecb 0ocmase-
Hol uHmepHem»®,

OcTanbHble Mrpbl CBA3aHbl C yragabiBaHMem 3HakoB. Camoe npo-
cToe — yragblBaHue, rae 6bia caenaH Kagap, Man B Kakoe Bpems. bonee
CNOXHOEe — TMOWCK a3, OTCbIIOK K MPOU3BEAEHUAM WMCKYCCTBA,
KOMMNbIOTEPHLIM UrPam, KyAbTypHbIM obpasam B uenom. OTaenbHo
HY}KHO PacCMOTPETb y3HaBaHWE MECTa, FAe WA Uau 6biBan paHbLUe.
KommeHTaTopbl 61arogapaT aBTOPOB 33 BECTOUKY U3 CBOErO MPOLLOro,
PacCcKasblBatOT UCTOPUK, CBA3AHHbIE C STUMMU MECTaMU. Tak BO3HMKAET
He rNnobasnbHbIN UCTOPUYECKUI HappPaTMB NAaMATM, @ MHOFO YaCTHbIX,
APOBHbIX, HENMHENHbIX, NepeceKkatowmxca APYr C APYrOM CHOMKETOB,
pPa3pacTaloWmMxXca My4ykKaMm U3 OTAENbHO BbIXBAYE€HHbIX MOMEHTOB.
B doTorpadusax obHapyKMBAKOTCA CMMBOJIbI, MOHATHbIE Y3KOW rpyn-
ne ntogen, a MHAEKCbl COeAMHAIT U300PaXKEHNUA C YEM-TO JINYHBIM,
YacTHbIM. 34eCb MOXXHO BCNOMHUTb Maeto PonaHa bapta oStudium wu
Punctum B ¢oTorpadum [12, c. 43—44]. Paccyaas o ¢otorpadumax cra-
poro, bapT pasgenset ux Ha Te, KOTOpble NpeaaaratoT maTepuan ana us-
yyeHus (B HMX ecTb ToNbKO Studium), 1 Te, B KOTOPbIX «CTPEna BbineTaeT
CO CLUEHbI M NPOH3aeT MeHA» (B HUX nomMmo Studium ecTb Punctum)
[12, c. 45]. Punctum cybbekTMBEH, MHAUBUAYANEH, HE CBA3AH C 0buwel
WCTOPMYECKOM MamATblO, MOAUTUYECKUMMU, COLMANbHBbIMW KOHTEKCTA-
MM, 3TO 3K3UCTEHLUMANbHOE NepexuBaHue. Tak, untmpya bapTta, MOXHO
npeanoaoXK1Tb, YTO yradbiBaHWe MecTa Mo AeTanam, obeyKaeHne Bpe-
MeHM CHUMKa, NOUCK aN/to3unii U T.4. — 3TO N b obpalleHune K Studium
aTux doTorpaduii, n3yyeHue, «NpuiekRaHne B YeM-TO, BKYC K YEMY-TO,
4TO-TO BpoAe 0bLero ycepama, HEMHOIO CYeTIMBOro, HO JINLEHHOrO
ocobolit ocTpoTbi» [12, c. 44]. Toraa Kak BbixBaTblBaHME «POAHOrOY», Be-
CTOYKM M3 NPOLUIOro, BO3HUKAOLWEN MHANBUAYAbHO U3 CYObEKTUBHO-
ro, 9K3UCTEHLMANbHOIO NEPEXMBAHMA, 3TO M eCTb ouyLeHne Punctum,
«paHbl, yKona, OTMETUHbI, OCTaBJAEMOW OCTPbIM UHCTPYMEHTOMY [12, C.
45]. OcTeTuKa e*eHell paHUT, KONET 3puUTeNiel, 3a4eBaeT TOHKME CTPYHbI,

4 URL: https://vk.com/yebenya?w=page-69563163_49019355.
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KOTOpble CI0XKHO NPOAHANN3MPOBaTb, 06paLLanch K obLiemy uctopuye-
CKOMY HappaTuBy.

B 37O CBA3M MHTEpPECHa eLue 04HA UrPa, KOToPas, BNPOYEM, TaKKe
MoZepupyeTcs npasuaaMmu. ITo Urpa B onpegeneHue, e*eHa uam Hert
npeacTaBaeHbl Ha cHUMKe. OHa Havanachb elle Ha 3Tane CTaHOB/EHMUA
COObLEeCTBA, M YETKOrO KaHOHA Tak M He CA0XMIO0Cb, HECMOTPA Ha To,
YTO YYaCTHUKM coOobLEeCcTBa NEPMOAMYECKM pPacCyKaatoT 06 aToM.

«POCTO HE PEKOMEHAYETCA (6aHom He Kapaemcs, HO He
npusemcmayemcs) 3aseaame: «3Imo He e*eHsal». Crop o mom,
ymo ecmb e*eHs, umo He ecmb e*eHs, seveH. Koz0a e coobuje-
cmee 6bino euwje yenosek 800, Mbl Uesnbie sevepa rnposoousnu 3a
makumu ouckyccuamu. lTfomom 8 KomMMeHmMapuu npuwen Hekul

YesnoBeK U cKaszasn: «pebama, Hy 80m Mbl Hce Ha 8acC He 3psA Noonu-

CaHbI, 3HAYUM, ecmb KaKol-mo pe30HAHC, 3Ha4uUm, HaM 8 KaKoUi-

mo cmeneHu 6auU30K saw eKyc. Bom 8ol u gbibupalime». Tak mbl U

cmanu 0ename»°,

Kak mMbl MOXKeM npocaeauTb U3 Npasuna coobllecTsa, e*eHn sey-
Hbl M CMOP O TOM, YTO 3TO TaKoe, TOXKe BeYeH. IK3UCTeHLUMANbHOCTb
nepeKmBaHuA e*eHell NnogYepKMBaeTca 3TMM obpalleHnemM K BeYHO-
CTU 1, BO3MOXHO, B 3TOM MOXHO 06HapYKUTb paccoeamHeHne uenu
BpPeMeH, pasfefieHne fMHelHocTM BpemeHu. KonebaHue mexay
CTapbiM ¥ HOBbIM, MOAMEYaHNE KOHTPACTa, MOMCK 3HAKOB, OTCblNato-
WMX K YCTapeBaHMWIO, Pa3pyLIEHUIO, NPOLWWAOMY, MOXKHO PacCMOTPETb
KaK 3K3UCTEHUMaNbHOE NeperKmBaHue KonebaHUa MeXay *KU3HbIo U
CMEpPTbIO, B KOTOPOM KaTapcucC BO3HMKAET U3 MPOHWUW, CapKasma, Cco-
YyeTaHWA HeCoYeTaemoro.

UIPbl C PUCYHKOM U KONNAXKEM

Momumo urp ¢ dotorpadueit, BHyTPU coobLLECTBA BO3HMKAET Ha-
60p urp, BbIXOAALWMX 3a pamkn dotorpaduun. OfHa U3 TakUX UTp — pU-
CYHOK no ¢oTorpadun. ABTOpbI-Nt06UTENN NEPEPUCOBbIBAIOT OTAE/bHbIE

5 URL: https://vk.com/yebenya?w=page-69563163_49019355.
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CHMMKM 13 CO0bLLEeCTBa, MHOTAA PEANMCTUYHO, MHOTAA co34aBas bonee
baHTaCTUYECKMIA, BbIMBILLIEHHbIN aHTYPaXK 4/19 TEX AN UHbIX OOBEKTOB.

[pyraa nrpa — 310 co3aaHue NtobUTENbCKOrO PUCYHKA CaMOCTO-
ATENbHO, MO MOTMBAM OMMUCAHHOIO Bbille MepexunBaHNA KonebaHua
MEXIY KM3HbIO U CMEPTbO, HOBbIM M CTapblM, KOTOPbLIA B PUCYHKe
CBOAMTCA A0 KAULLE, C MOMOLLBI0 KOTOPbIX aBTOPbI BbIPaXKatoT KakMe-To
CBOM cMbIcAbl. Tak «BeYHble e*eHsa» CTaHOBATCA «apXeTUnom», KOTo-
pbIN APOBUTCA Ha KNULLE, eciM PacCMOTPETb 3TO Yepe3 onTuKy Map-
wanna MakntosHa u Bunbdpeaa Batcona [13].

YacTb PUCYHKOB BbINOJIHEHbI C HAPOYMTON POMAHTM3ALMEN 06-
pa3oB-Kauwe, 0bblY4HO 3TO OYeHb BEPHAKYAAPHble NPOU3BEAEHMA
«M3 YacTHOro anbboma», NOCBALLEHHbIE TEMAM Hec4acTHON Nbsu u
oanHouecTBa. Tak 3CTeTUKA e*eHel CTaHOBUTCA OCHOBOW ANA «CTpasa-
HUI lOHbIX BepTepoB». Kpome ntobuTeNbCKON pOMaHTM3aLMK pacnpo-
CTpaHeHbl bonee pemecsieHHble paboTbl B akBape/ibHOM W NacTe/IbHOM
TEXHWKe, KOTOPble CO34At0T YIOTHbIE, HEXHble PeMUHUCLLEHLMU. B HMX
e*eHsA NPoLOMKAIOT CIOXKETbI, NONYAAPHbIE HA XONCTaX YANUYHbIX XYL,0MK-
HWKOB, NPOCALLMECA OKA3aTbCA Ha CTEHE B FOCTUHOM «MesIKoM ByprKy-
asum». [loctaTouyHo npodeccrmoHanbHas rpaduka (Kak obbluHas, Tak U
KOMMbOTEPHaA) B COOBLLLECTBE YACTO OTHOCUTCA K KaHPY PaHTaCTUKK,
aHTUYTONWUM U Xoppopa. TaK Yepes KNULIENPOBAHHYIO ICTETUKY e*eHel
aBTOpbl penpeseHTyoT dunocopckre npobaembl NOTPEOUTENBCKO-
ro obuiecTsa, TOTaAUTapPHbIX AMKTaTyp, «bosbworo 6paTta», paspbiBa
MeXay Knaccamu B obuiectse 1 1.4,

KOHTPaCTHOCTb }KM3HWM HA NOCTCOBETCKOM NPOCTPAHCTBE CTAHOBUTCA
npeAMeToOM W KO/NaKel, KoTopble co3aatoTca u3 goTorpaduii e*eHe.
B HUX coumanbHble Npobaembl 06bIrPbIBAOTCA CApKACTUYECKM, YTO COOT-
HOCWTCA C YaCTblo KOMMEHTApPUEB U 06LLMM TOHOM coobLLLecTBa.

Ewe opHa urpa ¢ n3obpakeHnem — 3TO NOUCK e*eHell B TEKCTaX
APYTUX KYNbTYPHbIX MAACTOB. YYAaCTHUKM COOBLLLECTBA NPUCHINAIOT Kap-
TUHbI XY40KHMKOB KaK NPOLLIOrO, TaK U COBPEMEHHOCTM, KOTOPbIEe NoA-
XOAAT N0 TeMaTHKe coobLecTBa. Tak, HanpUMep, NPU3HAH XyLOKHUKOM
e*eHell poccuiickuit nensaxuct tOnuin Knesep (1850-1924 rr.), ubto
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«3abpoleHHyo menbHuLy» (1890) MoxHO yBuaeTb B focyaapcTBEHHOM
TpeTbaKoBCKOW lanepee nam «3abbiToe Knagbuuwe» (1890) — B locy-
AapcTBeHHOM Pycckom Mysee. U3 coBpeMEHHbIX XYA0XKHUKOB B CO06-
wecTso nonanv pabotbl HOAMKM MannmHWHON. BOT YTO NULLET B peLeH3nm
o0 ee BbicTaBke «Industrial 2015» UpuHa Kynuk:
«lMonomHa tOnuu ManuHuHoU npedcmasnaom npPomMoluineH-
HyH apxumekmypy — 3a800bl U ¢pabpuKu. Ee xcusonuce moxem
HanomHume “UHAycmpuanecHbie apxeonoauu” Hemeykux gpomo-
epagos-koHUenmyanucmos bepHoa u Xunnel bexepos, ¢ Ha4a-
na 1960x 2o0oe cHumaswiux no 6oabwell Yyacmu 3a6pouieHHble
namMamHUKU 3asepuiusuielica npombiiaAeHHOU 3pbl — 3Moxu, He
ocmasusuwieli nocne ceba dsopyos, cobopos u Opyaux, bonee npu-
8bI4YHbIX, MOHYMeHmos. ®uzypamusHas xusonuce y Konuu Manu-
HUHOU 8bl21A0um ceoe20 poda pPeKoHcMpyKyuel XyoouecmeeH-
HO20 A3bIKa MoOepHu3mMa XX seka — 6yOb mo amepuKkaHcKull
peanusm 30s8apda Xonnepa uau Yapae3a LLunepa unu memacgpusu-
yeckue naHOwWagpmel xcopoxo de Kupuko»®.

Ecnn HOnna ManuHuHa genaet B CBOMX MOJIOTHAX OTCbI/IKY Ha ¢oTo-
rpadoB, CHUMaBLLMX 3abpoLIeHHble 34aHKA XX BEKA, TO YY4aCTHUKK CO-
obLecTBa «IcTeTMKa e*eHell» 3aK0NbLOBbLIBAIOT 3Ty CCbIIKY, MOMELLan
paboTbl XyAOKHUKA B KOHTEKCT GOoTOrpaduUecKoro, ye B peasibHoCTH
NOCTCOBETCKOro npocTpaHcrea 2010-x.

3AK/TIOMEHUE

B flaHHOW cTaTbe Mbl 06PMCOBAIM KOHTYPbI JOCTaTOYHO C/IOXKHO-
ro, KOMMJEKCHOrO U MHOFOFPaHHOIo GpeHOMEHa PYCCKOA3bIYHON ce-
TeBol KynbTypbl 2010-x roaos. Hagerch, YTO Ham yAana0Cb 3aTPOHYTb
X0TA Bbl OCHOBHbIE penepHble TOYKN. IKIUCTEHLMANBHOE NepPeXnBa-
HWe KonebaHma mexay CTapbiM M HOBbIM, XW3HbIO U CMepTbio, COo-

6 URL: https://moscow.arttube.ru/event/omelchenko-gallery-uchastvuet-v-yarmarke-sovremen-
nogo-iskusstva-cosmoscow-2017.
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eMHAACb C UPOHWEN U CAapKa3MOM, CTAaHOBUTCA YacTbHO UrPbl, B KOTO-
pyto urpatoT poTtorpadbl, XyA0KHUKK U UX 3puTenn. CrosocodeTaHue
«3CTETUKa e*eHel» CTaHOBUTCA AOCTOAHMEM CETEBOMN KyAbTypbl, U3
KOTOPOro Pa3pacTaloTCa Ny4YKM IMYHbIX UCTOPUIA, CMbIC/IOB, KYKO/IOBY,
HaNOMMHAIOLLMX O YEM-TO.

CBA3aHa v NONYAAPHOCTb 3CTETM3ALUN PYUH C NPOAOKAIOLLMMCA
KPM3UCOM MAEHTUYHOCTM, HEBO3MOMKHOCTbIO ONPEAennTbCA C HacTo-
ALWMM, NepecbopKoli OTHOLWEHMUI C NPOLIbIM U HEONPEeAENEHHOCTbIO
6yayLiero Ha NOCTCOBETCKOM MPOCTPAHCTBE MW eCTb MHble 0bbsACHe-
HMA? MoXKeT BbiTb, B 3TOM 3CTETM3ALMMN €CTb M MOMbITKA MPUMMUPUTLCA,
OZIOMALLUHMTb Pa3pyLUaloLLEeca NPOCTPAHCTBO, 3TOT MOE34 B OTHEY», O
KoTopom nes bopuc MpebeHLMKOB: «A 3eMA IEXNT B PrKaBUMHE... <...>
Ho xBaTUT Non3aTtb Ha 6ptoxe, Mbl y¥Ke BEPHY/IUCH AOMOMN»?
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«BPAT 2» AJIEKCEA BAJTABAHOBA:
HEMPOYUTAHHOE NMPU3HAHWE B JIKOBBU

AHHOTauma. B ctaTbe npeactaBneH [AeTaNbHbI aHaNW3 My3blKalbHbIX
KOMMNO3MLMK, 3ByYaLmx B dunbme Anekcen banabaHosa «bpaT 2». ABTOp
NPUXOAMT K BbIBOAY, YTO PEXMUCCEP UCMONb3YET PACLIMPUTENBHO-CUMBO/IU-
YeCcKul NoTeHLMan NeceH M BbICTPAMBAET C UX MOMOLLbIO MOJIe «BTOPbIX
CMbIC/IOB», HEPEAKO MNPOTMBOPEYALLMX CMbICIaM MPSAMOrO CHOMKETHOTOo
HappaTuBa. B cTpykType ¢uabma, N0 MHEHUIO aBTOPA, BbIPUCOBLIBAIOTCA
OBE CUCTeMbl MY3blKaJibHbIX IEMTMOTMBOB. epBas cuCTema CBA3aHa C
NIeMTMOTMBAMM MEPCOHAXKEN U XapPaKTEPOM OKpYrKaloLLei cpeabl, Toraa
Kak BTOpas cuctema — H6onee CNOXKHaA U CEMAHTUYECKM HACbILEHHaA —
BbICTPanBaeT ocobble OTHOWeEHUA ¢ obpasom AmepuKu. MporpammHoi
KOMMO3WLMEN B CTPYKType 3TO BTOPOW CUCTEMbI BbICTYNaeT necHa «ya-
6aii, Amepuka» («MpowanbHoe NucbMo») rpynnbl «Haytuayc NMomnuau-
yc». Ee CMMBOAMYECKYO MHOFO3HAYHOCTb AOMOHAET U Pa3BUBAET Lienbli
pAL APYrMX NeceH, B KOHEYHOM UTOre NPEBPALLAIOLLMIACA B CAMOCTOATENb-
HblI «3aKagpPOBbIV» BOKA/bHbIM LMKA O N106BU. B 3TOM UMKIe npociexu-
BAlOTCA BCE OCHOBHbIE CTaANW OTHOLLEHMWI: NpeaBKyLIEHWE t06BU, BCTPe-
Ya U YNOEHHOCTb YyBCTBaMM, NEPBOE Pa304YapOBaHME, HEMPEOAONMMBIN
KOHO/IMKT, OMyCTOLWEHHOCTb, NPOoLWaHue, CMHAPOM MOCT-BO6AEHHOCTU
C 0CO3HaHWEM HeM3bEeKHOCTU OAMHOYECTBA U, HAKOHEL,, OKOHYaTesIbHOe
pacctaBaHve. OfHaKo B pa3BepTbiBalOWENCA UCTOPUM NHOOBU rNaBHbIM
repoem sBNseTca oTHIoAbL He [laHuna barpos, a cam Anekceit banabaHos
KaK NpeacTaBuUTe/lb ONpeaesieHHOTo NOKoNeHUA. MMEHHO ero o4eHb Y-
HOCTHbII1, @ NOTOMY HEPEeAKO CNPATAHHbIV 33 UPOHUIO B3MIAL Ha AMEpPUKY
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KaK Ha CTpaHy-pali CTaHOBUTCA BTOPbIM, Maso Kem MpoYUTbIBAEMbIM, HO
KpaiHe BaXKHbIM CHOKETHbIM U CMbIC/10BbIM CTepKHeM Guabma.
KnioueBble cnoBa: my3bika KMHO, Anekceli banabaHos, nonynapHas my3bl-
Ka, PYCCKUI POK, CayHATPEK, My3blKabHOE BUAEO, NOMYAAPHas KynbTypa,
POCCUMNCKNIN KMHEMATOrpad, BOKaNbHbIN LUK,

DARIA ALEXANDROVNA ZHURKOVA
State Institute of Art Studies,

Moscow, Russia

ORCID: 0000-0003-0752-9786

e-mail: jdacha@mail.ru

“BRAT 2” [“BROTHER 2”]
OF ALEXEI BALABANOV:
THE UNREAD LOVE CONFESSION

Annotation. The article presents a detailed analysis of the musical
compositions sounded out in Alexei Balabanov’s film “Brat 2” [“Brother
2”]. The author arrives at the conclusion that the film producer uses the
expansively symbolic potential of songs and arranges them by means of the
field of “secondary meanings,” which frequently contradict the meanings of
the direct plot narrative. In the structure of the film, in the opinion of the
author, two systems of musical leitmotifs are traced out. The first system
is connected with the leitmotifs of the protagonists and the character of
the surrounding environment, whereas the second system—the more
complex and semantically more saturated—builds special relations with the
image of America. The programmatic musical composition in the structure
of this second system is the song “Goodbye, America” (“Farewell Letter”)
of the group “Nautilus Pompilius.” Its symbolic polyvalence complements

” (u

and develops a whole set of other songs, which ultimately turns into an
independent “off-screen” vocal cycle about love. In this cycle all the basic
stages of relations are traced out: the foretaste of love, meeting and
entrancement with feelings, the first disillusionment, an insurmountable
conflict, exinanition, saying farewell, the syndrome after being in love with
the sense of inevitability of loneliness and, finally, the ultimate parting.
However, in the unfolding story of love the main hero is not in the least
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Danila Bargov, but it is Alexei Balabanov as the representative of a certain
generation. It is particularly his perspective of America as a paradise-country,
very personalized, and hence hidden behind irony, becomes the secondary
plot-related and semantic core of the film, which few people are able to read
through, which makes it very important.

Keywords: movie music, Alexei Balabanov, popular music, Russian rock,
soundtrack, musical video, popular culture, the Russian cinematograph,
vocal cycle.

Ounorna Anekces banabaHoBa o npuKkatoveHuax LdaHunbl ba-
rpoBa cTana, MOMUMO BOIN peXKMCCEPa, EF0 «BU3UTHOM KapTOUKOMY.
«BbpaTt» n «bpat 2» 6€30roBOPOYHO AMAMPYIOT B dunbmorpadumm ba-
nabaHoBa No PEUTUHTY OLLEHOK M KOIMYeCTBY NPOCMOTPOB U ABNAIOT-
cA ero cambiMun obcygaembiMn KapTuHamu. lepon Cepres bogpo-
Ba-M/Ia4LLIEero NoAy4nMn HernacHoe 3BaHWE Ky/NbTOBOIO MepPCOHANa,
onvueTsopAtowero nokoneHne 90-x, U Bbi3Ban BypHble AUCKycCUM
Cpean KaKk oTeYeCTBEHHbIX, TaK U 3aMagHbIX KPUTUKOB.

Ecnm nepsbit «bpaT» npuBaekan 3apyberkHbIX UccnesoBaTenei
TE€M, YTO BbIHOCU/1 CME/bIA AMArHO3 NOJIOXKEHWUIO Aen B HOBoM Poc-
cum, To «bpaT 2» 3aLenua nx «3a *KMBoe» HeANLENPUATHOM KPUTUKOW
3anagHoro obuiectsa. B agpec pexkumccepa nocbinaaucb KpanHe He-
raTUBHbIE OLEHKM, CTO/Ib }KE PEe3KMe, CKONb U NPONUTAHHbIE HeMnoa-
AEeNbHbIM MHTEPECOM K ero TBopyecTBy. HeMpuKpbITbIA aHTUamepu-
KaHW3M U BO3POXAEHWE Ha HOBOM BUTKe coBeTCKon mudonorum [1;
2], He3HaHWe TOro, YTO AOMNYCTUMO, A YTO HET B aMepPUKaHCKOM obLe-
cTBe [3], HaKOHeL, Heymenoe UCMOoAb30BaHME IeKaN roNIMBYACKOrO
3KLWeHa [4; 5] — BOT Kpyr npeTeH3uit, KoTopble BblIN NpeabaB/eHbI
BbanabaHoBy 3aMagHbIMM KPUTUKAMKU. B KOHEYHOM uTOre, No HabAto-
aeHunto JoyHa Ceknepa u CtuseHa Hoppuca, 6narogapa BAWAHUIO
BanabaHoBa, cpeay 3apybexkHbIX MccnemoBaTesielt «CTano obwmm
MECTOM XapaKTepu30oBaTb MOMNY/AAPHbIA MOCTCOBETCKMIA PUAbM KaK
MMeloLWMIn NPeapacnoNoKEHHOCTb K TOMY, YTODbl ObITb aHTUaMepwu-
KaHCKMM, NPOPOCCUMCKUM, a TaKKe Bce bosee KceHOPOOCKMM U Ma-
TPUOTUUYHBbIMY [6, p.211].

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 94 THE ART AND SCIENCE OF TELEVISION



OfHaKo, Ha MoV B3rnag, MHOTME KPUTUKM, BNPOYEM, Kak U 60nb-
LUMHCTBO 3puTenein, Nonanucb Ha NPOBOKALMIO pexuccepa, CYMTaB
TO/NIbKO MEPBbI CI0M 3aN10KEHHbIX MM CMbICAOB. [pK BCel KaxkyLuen-
€A NPAMOJIMHEMHOCTN 6a1abaHOBCKOrO BbICKa3biBaHUA B Hem, 6es-
YCNOBHO, eCTb «BTOpPOE AHO», KOTOPOEe U AenaeT ero KnHemartorpad
aBTOPCKMM, BbIXOAALMM AaNeKO 3a Npeaebl }KaHPoBOW NpecKasy-
€MOCTU U MOJITUYECKOW KOHBIOHKTYPbl. OAHUM U3 TaKUX «JTHOKOBY,
BEAYLLMX K UCTUHHbBIM CMbIC/TaM PEXKMCCEPCKOro 3aMbliCna, N0 moemy
MHEHWI0, ABNIAETCA My3blKa, 3By4allasn B dunbme. B gaHHOM cTaTbe A
NAaHUPYIO AEeTasibHO PacCMOTPeTb cayHATpeK dunbma «bpat 2» u ¢
€ro NomolLLbo NOKas3aTb, YTO GUAbM, UMEIOLIUIA penyTaLuio OTKPO-
BEHHO aHTMAaMEPMKAHCKOIO KMHO, HAa CaMOM Aefie SIBAAEeTCA OYeHb
JIMYHOCTHbIM MPU3HAHMEM pekMccepa Kak npeacTtaBuTens onpege-
JIeHHOTO NOKoNeHUA B N06BU K AMepuKe.

AHann3 Mysblk1 BygeT NpoucxoamuTb Ha Tpex ypoBHAX: 1) U3Ha-
YyasibHOEe cofeprKaHWe My3blKajlbHOW KOMMO3MUuMK; 2) B3aMmogen-
CTBME €€ XYO4OXKEeCTBEHHO-BbIPasuUTENbHbIX CPeACTB C BM3yasibHbIM
pagom u 3) c ctoxketom dunbma. Mpu sTom NpocnexunsaHue ocobeH-
HOCTel TOM WM MHOM NecHM byaeT BCTPaMBaTbCA B aHanM3 obuien
KapTWHbI CMbIC/IOB, MPMBHOCUMbIX B KMHOMOBECTBOBAHWE MocCpes-
CTBOM MY3bIKU.

HOBAA MY3bIKA ANA NPEXHEIO rerof

Mocne yTOHYEHHbIX, NMPOHU3AHHbIX GUAOCOGCKMMM MOATEKCTA-
MW KoMnosnumin «Haytmnyca Nomnuanyca», LeAMKOM 03BYYMBLUNX
nepsoro «bpaTa», cayHATPEK CMKBEAa MHOTMM KPUTMKAM MoKasas-
€S C/IMILKOM TUPAXKHbIM, «MOMCOBbIM». KpaiHIO TOUYKY 3peHusa Mo
3TOMy NOBOZAY BbiCKasasna Hatanbs CUpUBAA, 3aMETUB, YTO «MECHM
B McnonHeHnn 3emoupbl, “MopanbHoro Kogekca” n “bu-2” HUKaKnx
[AOMNONHUTENBHbIX CMbIC/IOB B cebe He HecyT, M BCe UX 3HaYeHue CBO-
ANTCA K TOMY, YTO 3TO My3blKa MOAHasA, COBPEMEHHAsA M aKTya/bHas,
aBTOMATMYECKM BBOAALLAA 3pUTENA B COCTOAHUE 6E34YMHOro AUCKO-
TeyHoro gpaiea» [7]. Ho a 6epycb yTBEpP:KAaTb, YTO, MOMMMO 3aBe-
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[OMOW KMHOTEHWUYHOCTM (APKON NPOrpamMHOCTM M 3BYKOBOM NpUTA-
raTeNbHOCTK), B 3TON My3blKe €CTb COAEPKATENBHO-PACLIMPUTENbHDBIN
noTeHumMan, KoTopbii banabaHOB aKTUBHO UCMOJIb3YET.

B gaHHOM dunbme, Ha MOW B3rNA4, COCYLLECTBYIOT A4BE CUCTEMDbI
My3blKa/ibHbIX KOOpAuHaT. NepBas cBA3aHa C 1eMTMOTUBAMM NepCo-
Ha)Kel M XapaKTepoMm OKpyrKatouel cpeabl. Bropas cuctema — 60-
Nlee CI0XKHasA U CeMaHTUYeCKM HacbIWeHHan — BbICTpaMBaeT ocobble
oTHOLWeHuA ¢ obpasom Amepuku. Mpeanarato paccCMOTPETb 3TN ABe
CUCTEMBI MO NOPAAKY.

Mo cyTH, TONbKO 3a OAHMM repoem ¢uabma, bpatom BrMKTOpOM
(Buktop CyxopyKoB), 3aKpenieH CBOi 1eMTMOTUB — 3TO NecHA «Beu-
HO MosioZoM» rpynnbl « CMbIC/IOBbIE FafftlouMHaUNNY. Ee MHCTpyMeH-
TanbHble GpparmeHTbl CONPOBOMXKAAIOT repos, Korga OH CHavyana npwu-
e3)KaeT M3 pogHoro roposa 8 Mocksy, a noc/ie npuaeTaeT 8 AMEPUKY.
LleniKom 3Ke necHsA 3BYYUT B KYIbMUHALMOHHbBIA MOMEHT NMOTOHMU U
nepecTpesikM ¢ MOCKOBCKUMM BaHaMTaMu. [laHHas KOMMNO3ULMA CTa-
HOBWTCA CcBOEro poaa nebeamHON necHen repos, Begb Kak IMYHOCTb
OH 6e3HaferKHO noTepsiH. CoBa NeCHU U LWemsLLee coo cakcodoHa
HaMeKaloT Ha To, YTo cyabba b6paTa (a BMeCTe C HUM U LLesIoro NoKose-
HWs) Mmorna 6bl CNOXKUTLCA COBCEM MHAYe — Bonee cyacTameo, bnaro-
nony4Ho. CTpoka «g moe 66l 66imb Opy2um» NoAPa3yMeBaET, UTo bpaT
BUKTOP He No cBOEW BOJIE CTasl MEPKAHTWU/IbHbIM 334MPOW U NpeaaTte-
Nem, a Bpems 1 0bCToATeNbCTBA CAENANN €70 TAKOBbIM.

ApyrMm nelTMOTMBOM, HO Yy¥Ke He KOHKPETHOro MepcoHaa, a
HernacHoro 6paTtcTea repoes, CTAHOBUTCA CTPOUKA «THWU CBOO IMHUIO»
“3 necHu rpynnbl «CnanH»l. Komnosuuma Ha NpoTaKeHUU bunb-
Ma MosABAAETCA ABaKAbl: B MOMEHT, Korga [daHuna obHapyKuBaeT
Tpyn ceoero gpyra KoHcTaHTUHA pOMOBa, M YyTb NO3XKe — KOrga OH
BMeCTe C APYrMM CBOMM TOBAPULLEM — KOMMbIOTEPLLMKOM Unbeit un
H6paTom BUKTOPOM roToBAT HanageHue Ha Maduosm benkunnHa. Oboco-
6/1eHHOCTb U HecrnbaemocTb repoes, UX pelleHne AelcTBOBaTb BO-

t Cama necHs Ha3bIBaeTCa «JIMHUA KUSHUY.
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npeKkn obcToATeNbCTBAM M MATU A0 KOHUA MeTapopMUHO COBMNAAAOT
C TEKCTOM NecHu: « Mol ywinu 8 omkpeimelli Kocmoc, / B amom mupe
bonbwe Heve2o0 n08UMbY». Bce 3TO HaKNaAbIBAETCA Ha PEUYNTATUBHDIM
XapaKTep Mefoamn, KOTopbIA YCUIMBAETCA OCTUHATHbLIM, 3BYYalLUM
H6yKBa/NbHO Ha OAHOW HOTE COMPOBOXAEHWEM 3neKTporntapbl. Cos-
AaeTca ABONCTBEHHbIN 3pDEKT — HEKOEro ynopcTBa, HEOTCTYNMHOCTH,
3aKONbLLOBAaHHOCTU U BMECTE C TEM UANIO3UU ABUKEHUSA, HENPEPDIB-
HOro gencTaua.

MoMUMO My3blKasibHbIX EATMOTUBOB, B CTPYKType «bpata 2»
€CTb CHOKETHO-CEMAHTUYECKMI NEMTMOTMB ONAaCcHOM cpeabl, KOTOPbIN
COMpPOBOXAAETCA KarKAblM pa3 pa3HOM, HO roBopsLlelt o6 ogHom M
TOM e My3blKkol. Hanpumep, Korga Tpouua apysei Bo rnase ¢ [JaHu-
oM oTnpaBnseTca Ha pa3bopky ¢ BaHAMTamK, B Kagpe Kak bbl «cay-
YalHO» 3BYYUT OTPbLIBOK MECHM rpynnbl «KpemaTopuin»: «Ho moxcem
dame u no auyy / 3a podHyo KammaHoy». Komnosunumio nepeaatot
B 3TOT MOMEHT MO PaAuo, Urpatowemy B MallMHe, HO OHa BecbMa
TOYHO NOMAZAET B CIOKETHYIO CUTYaLMIO MECTU. YyTb NO3XKe, TOXKE MO
pPaamo B MALUMHE U TOXKE B CIOXKETHO HANPAMKEHHbI MOMEHT 3acagbl,
KoTopyto 6aHauUTbl ycTpounu [laHwune, 3By4UT APYroe MysblKasbHoe
npeaynpexaeHune: «/labpadop, lubpanmap / HayuHaemcs noxcap»2.
Ho, 6e3ycnoBHO, caMol My3blKa/ibHO APKOW, BUPTYO3HO HarHeTato-
e cocToAHMe Yrpo3bl CTAHOBUTCA NecHA «[TONKOBHMKY HUKTO He
nuweT» rpynnbl «6U-2». MoHavyany B punabme Bpemsa OT BpemeHu®
3BYYMT TONIbKO BCTYMNEHME: CIOB HET, HO PUTMUYECKU OAHOTUMHBIN,
CNIOBHO My/sieMeTHan o4vepesb, NOCTPOEHHbIM ByKBasbHO Ha ABYX HO-
Tax MOTMB, PaCUBEYEHHbIN ANCCOHUPYIOWMMU FaPMOHUAMM, 3343€eT
HeobXxoAMMOoe COCTOAHUE HaNpPSAKEHUs, KTOTOBUT» 3pUTENA K HAABU-
ratowenca Katactpode. B camom ¢uHane sToT MOTUB «BbICTPEINTY,

2MecHs rpynnbl «Teppapuym».

3 B nepBblii pa3 dbparMeHT NeCHW 3BY4UT B 3NU304e, Koraa [aHuna ¢ 6paTtom yxoaaT ot 6aHau-
TOB, Kapay/MBLUMX UX Y floma UpuHbl CanTbiKoBOM. B cnepytowmii pas aTa e Tema nossaseTcs
BO Bpems pa3bopku B aMepuKaHCKMX Tpylwobax, Korga [aHuna nepebiii pas nbiTaetcs BbiTa-
WMTb U3 pabCcTBa PYCCKyO NPOCTUTYTKY [dawy.
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pa3BepPHYBLINCH B MOJHOLEHHYI KOMMNO3ULUMIO, U CTaHeT addeKTHOM
3BYKOBOM Ky/IbMUHaLMeN, My3blKa/lbHO-CMbIC/IOBOW 3Mbemoit Bcero
¢unnbma. Ho 060 Bcem No nopAgKy.

WTaK, nepsaa cuctema IeMTMOTUBOB CKIaAbIBAETCA U3 MY3bIKM,
KpaiHe HanpaXeHHOM No xapaKkTepy. B Hel, 3a UCKAtOYEeHMEM Napbl
neceH, NOYTM HET pacrneBoB, NpeobaasatoT OCTUHATHbIE PUTMUYECKNE
duUrypbl, ANCCOHMPYIOLLME TAPMOHUU, «KECTKUN» TeMBP 31eKTporu-
Tap ¥ MeNoauKa B NpeaebHO Y3KOM AnanasoHe. 3Ta My3blKa MHTOHa-
LMOHHO CKyMa M CXKaTa, C/IOBHO KOMOK HEepBOB, BHYTPEHHE 3aKpbITa.
Ee xapaKTep nog, ctaTtb CoObITUAM, KOTOpblE OHA 03BYYMBAET — MNepe-
CTpenKkam W npecnefoBaHUAm, TPEOYOWMM OT repoes npeaesbHoM
KOHL,EHTpauuu.

BykBanbHO ABa pa3a B 3TOM 3ByKOBOM KOMIJ/IEKCE HAPYKY BbIPbl-
BAETCA «Oro/NeHHaA» IMOLMA, CMETaoLLLasA BCe Ha cBoeM NyTu. Mpowmc-
XO4MT 3T0 B necHax «Ty-ny-na» K0anm YuuepuHoi n «3emna» rpynnoi
«Mawa n megsegun». lNepsan U3 HUX 3BYYMT B aNu3oae, korga Januna
BbIXOAWUT M3 MOCKOBCKOW TIOPbMbl U pellaeT roToBMUTbCA K Hanage-
HWUIO Ha BenkunHa. A BTOpasd — B MOMEHT MNEPEroBOPOB C YMKATCKUMU
6aHANTaMM, 3aKaHYMBAIOLWMXCA NEPECTPENKON U YTOHOM MalUMHbI.
B 060ux cnyyanx BHeLIHe CNOKOMHOE, 3aMaCKMpPOBaHHOE NOA 3aypas-
Hoe u apyentobHoe, NosBeseHUe [MABHOMO repos COMPOBOXKAAETCA
MY3bIKOW 3MOLMOHA/NIbHO B3BMHYEHHOW, 3ByYallel Ha 3BYKOBbICOT-
HOM U AMHAaMWYECKOM Mnpesesax — OYeHb BbICOKO U OYEHb FPOMKO.
N, 4To TaKkKe He xapaKTepHOo AnA GuabMa B LEOM, UCMONHEHbI AaH-
Hble NECHW XXEHCKMM BOKa/IOM. 3Ta My3blKa y¥Ke He CTO/IbKO OTparkaeT
arpeccnBHOCTb OKPYKatoLLel cpeabl, CKO/IbKO CTAaHOBUTCA «3aKaApo-
BOM», UCTUHHOW peaKLMelt repoa Ha YrpoXKatoLLyto emy OnacHOCTb.
HemanoBaxHbl 1 cnosa neceH. B nepsom ciyyae B Kagp nonagaet
cTpoda: «fA cmoto Ha Kparo — Ha obpsise Had pekoli, /He moey no-
weesenumeo Hu pykod, Hu 2on08oli / 3awemuno cepdye mMHe, 8 20/108€
3aMKHyn0 / MHe 0cmasnocs MmosbKo nems mo, Ymo 8empom 8 201108y
Haodysno...». BKyne ¢ xapaKTepom My3blKM IMPUKA KaK HeNb3A aydlle
nepegaeT COCTOAHWE NOABELIEHHOCTU, HEONPEeAENEHHOCTH, CTPaxa U
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OAHOBPEMEHHO OTYaAHHOM pewnmocTn. Bo BTopoli necHe cnoBa ene
Pa3NIMYMMbI, HO TOXKE CUMBOAUYHbI: «X3-30, 3emns, / 3aneli meHsA cHe-
20M masbsim». TEKCT NECHU HaMeKaeT Ha HEeKM Marndyeckmn obpsaga,
oLlyLLeHNe KOTOPOro YCUIMBaET MPUEM NMEeHUA «Ha ropaey, OTCblnako-
LM K HAPOAHOM KyNbType.

Ecnu B nepBoit cucTeme My3bliKa/ibHbIX 1€ATMOTUBOB INPUYECKUE
YyBCTBa KpamHe peaKo NPopbIBAtOTCA HapyKy, TO BO BTOPOI cucteme
— HaobopPOT, OHWU CTAHOBATCA BeAywMMK. Ho, npexae Yyem nepenTtu
K HenocpeacTBeHHOMY pa3bopy 3Tol cuctemsl, He06X04MMO caenaTb
HeboNblIOe KOHUENTYa/IbHOE OTCTYMNEHNE.

B MOUCKAX OBbEKTA JTIOBBU

B cBoeit cTaTbe, NOCBALLEHHOW KynbType NOCTCOBETCKOM Poccuu,
Mapk JlunoseuKnii O4HOM U3 TEHAEHLMIA HAa3blBAaeT OTCYTCTBUE BHAT-
HOM }KEHCKOW /IMHUWN B HappaTMBE COBPEMEHHbIX XYAOMKECTBEHHbIX
NpousBeAeHU, B TOM ynucne n B KMHO. OCHOBbIBasiCb Ha aHanum3e
dmnbmoB Anekcess banabaHoBa, Hukonan Jlebegesa, Bauecnasa lo-
BOPYXMHa, AneKkcaHapa KoTTa, J/InnoBeUKUit NpuxoauT K 3aKatode-
HWIO, YTO «KaK NPaBWIO, <...> POMAHTUYECKME U KEHCKNE NEPCOHANKMN
UrPatoT HE3HAUYUTEIbHYIO POJIb B 3TUX [KMHeMaTorpaduueckunx] pabo-
Tax U MOTYT BbITb MONHOCTbIO UCK/IOYEHDBI U3 CloXKeTa» [8, p. 361]. B
KOHKPETHOM OTHOLWEHUN K «bpaTy 2» 3Ty ke ocobeHHOCTb noavep-
KHyna AHTOHMHa KploKoBa, NOCYMTaB, YTO ecin M3 GUIbMa BbIHYTb
Bce anu3oabl ¢ MpuHoit CanTbIKOBOM, TO «KAPTWUHA POBHbLIM CYETOM
HWuero He noTepseT» [9].

Be3ycnoBHO, OTHOLWeEHMA, KOTOpble cBA3bIBatOT CanTbikosy ¢ [a-
HW0M, ropa3fo NoBepPxXHOCTHee N GaKyAbTaTUBHEE TEX, YTO BO3HMKA-
IOT MeXAY HUM U npocTuTyTKoM Jawen (MepuamH). Ho nocnegHue
HUKaK He Ha3BaTb pOMaHTMYeckMmu, Odawa — apyr JaHwunbl, cBOWM
yesioBeK, HO TOYHO He ero AeByLlKa, AaXKe B nepcrnektuse. To ecTb,
OENCTBUTENbHO, MOJSIHOLEHHOM t0O0BHOM IMHUKM B CloxKeTe «bpaTa
2» HeT. Ho Torga noyemy 60/1bLUIMHCTBO 3BYYaLLUX B CayHATPEKe ne-
CeH TaK WM UHa4ye ABAAIOTCA NECHAMMU O N06BU, NOCBALLEHbI B3au-
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MOOTHOLLEHMAM MEXAY «A» U «TbI»? «Mckana» 3emdpupbl, «Cyactbe»
n «Bapsapa» rpynnbl «bU-2», «CekpeT» n «Hukorga» rpynnel «Arata
Kpuctn», «Konn 1abe Hema» n «Kasauvait» rpynnol «OKeaH d1b3bi»
— BCe 3TM MeCHM, NyCTb M NO-pasHOMY, HO PaboTatoT ¢ O4HOMN M TOM
e Temol — NtoboBHbIMM NeperkmnBaHuaMK. CnnucaTb 3Ty 3aKOHOMeEpP-
HOCTb Ha CTpeM/IeHUe pexxnccepa NOHPaBUTbLCA NyBMKe C NOMOLLbIO
6ecnpourpbILLHO XMTOBOW My3bIKK Bbl10 6bl CAKLWIKOM npocTo. Toraa
KTO Ke ABNseTcA 06beKTom tobBM B 3TOM dunbme?

Ha Mot B3rnsg, BCe BbllLenepeyncieHHble NecHu CKNaabiBatoT-
CA B eINHYI0 ApamMaTypruyeckyo MHUI0 1 06pasyoT cBoeobpasHblit
3aKaApoBbI BOKA/IbHbIN LMK/, MOCBALEHHbIN poMaHy ¢ AMepUKON.
B 3TOM LMK/e NPOCNerKMBAOTCA BCE OCHOBHbIE CTagMU OTHOLUEHUN:
npeaBKylweHue NobBM, BCTpeYa M YNOEHHOCTb YyBCTBaMW, Nnepsoe
pa3ovapoBaHue, HeENPeOoAONMbIA KOHGAMKT, ONYCTOLWEHHOCTb, NPO-
LaHMe, CUHAPOM MOCT-BAHOBNEHHOCTU C OCO3HAHNEM Hen3berKHOCTH
OAMHOYECTBA M, HAKOHEeL, OKOH4YaTe/bHOe paccTaBaHue. Kntouom
K ApamaTyprum 3TOro uUmKna senasetca necHs «lyabai, AmepuKa»
(«MpouwanbHoe nucbmo») rpynnsl «Haytnuayc Nomnuanycy.

Bnepsble 3Ta necHA 3By4MT B anun3oge, Korga [aHuna npuxoaut
Ha TOPKECTBEHHYIO NIMHENKY B 3/IUTHON TMMHA3WuK, rae yYnTca CbiH Ma-
¢uro3mM benknHa. B nyywmx Tpaguumax ronnmeyackux 6n1okbacrepos
OETCKMM NpasgHMK CTAaHOBUTCSA NOBOAOM A/1A BbIACHEHMA OTHOLUEHWA
MEXAY BpaXKAyowmmmn B3pocabiMu. Mo CIOXKEeTY NECHIO, OTHOCALLYO-
CA K POK-My3blKe KoHua 1980-x, noeT AeTcKuii xop B KoHue 1990-x.
C TOYKM 3peHus NpAMOoro HappaTMea — 3TO abcontoTHO abcypaHas
cuTyauma. NMoyemy AT, KOTopble yKe MOoy4atoT NpecTurKHoe o06-
pa3oBaHWe B Poccuu, U pogutenn KoTopbix ABHO METAT OTNPaBUTb
CBOMX Yag, yumTbCs 3a pybexk, NOKT NPOH3MTE/IbHYIO NECHIO O NpoLa-
HUK ¢ AmepuKol, rae, AKobbl, OHM HUKOr4a He OblM U, YTO camoe
Henpasaonono6bHoe, Tak U He NobbiBatoT? COBCTBEHHO, ANA LWKOb-
HOro npasgHMKa MOXKHO bblno BbIbpaTb NOOYIO ApYryto, Kyaa bonee
OETCKYIO MO COAEPKAHUIO U ONTUMMUCTUYHYIO MO AYyXYy KOMMO3ULMIO.
To ecTb AaHHAA NecHA BCTPAMBAETCA He CTONbKO B ClOXeT ¢uabma,
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CKO/IbKO B €ro MM$ON0rnyeckunii NoATEKCT, C TOUYKU 3pEHUA KOTOPOro
OHa KpaliHe yMeCcTHa U CUMBOJIMYHA.

[eTckuin xop, Kak 1 cama necHa «lyabai, AmMepuka», HanpAMyto
OTCblIAaeT K coBeTcKoM anoxe. C ogHOM CTOPOHbI, Yepe3 TeMbp aet-
CKMX rO/I0COB 3BYYUT SIBHbIA HAMEK Ha TPaaULMIO MMOHEPCKMX NECeH
— HEOTbEMJ/IEMYIO YaCTb BCEI COBETCKOW Ky/nbTypbl. A ¢ Apyroi cTo-
POHbI, CaMa NecHs npeacTaBaseT cobol HauBHbIN, Kak bbl AETCKUNA,
MOJIHbIN 0BOXaHUA U TpeneTHon NbBM B3rNAL Ha HeaoCAraemyto
CTPaHy-MeuTy — Tako AMEpPUKY BUAENN TOXKE UCKNOUNTENIbHO B CO-
BETCKoe Bpems. HoO KOHTEKCT U Bpems, B KOTOPOM MUCMOJIHAETCA 3Ta
necHs, NoCpeacTBOM abCypaHOCTM NPOMCXOAALLETO U UPOHUM CO3Aa-
toT 3pdeKT ocTpaHeHMA. Takum 0bpasom, ocyLecTBAAETCA ABOMHOe
KoaupoBaHue. [na WMPOKOW ayaAnTOpPUM XOP TMMHA3UCTOB, CTapa-
TeNbHOo BbiBOAAWMX «[yaban, AMepuKa, 0-0-0» — 3TO YaCTb aHTyparka
3/ITHOW TMMHA3UKN ANA AeTel HOBbIX PYCCKUX, HapaBHe ¢ 6opAoBbIMM
rapgMHamu; a AN 3CTeToB — 3TO KpaliHe CUMBOJIMYHbBIN, «HALIMUIO-
BaHHbIM» BTOPbIMW CMbICIaMW 3/1IEMEHT NMOCTMOAEPHUCTCKOrO TEKCTA.

B KOHTeKcTe BoKanbHOW Apamatyprun «lyabai, Ameprka» 06b-
efMHAET BOKPYr cebs elle HECKOIbKO MeceH, TakKe GUKCUpPYIoLWwmX
HauBHbIV B3rNAg4 Ha 06beKT 0OBU U NpeaBKyLEHNE HOBbIX YYBCTB.
B ogHOM M3 HayanbHbIX 3NNM30408 GUIbMA, KOr4a KOMNaHUA gpy3en
OdaHnnbl paccnabnnetcs B 6aHe, OHOM 3BYUUT NPUNEB M3 NECHU Fpyn-
nbl «CMbICN0BbIE Fa/IIIOLUMHALUN» CO C/IOBaMU: «[Oe po308bie O4KU?
/ Mos pakema, 20e moi? / Moe Kpueoe cyacmee...». YyTb Nnosxe, B
Apyrom anusoge, Korga [daHuna npocbinaetcs B KBapTupe Cantbiko-
BOM, MO Te/IeBU30PY NOKa3bIBAIOT K/UM Ha ee MeCHo Co c/lIoBamu: « Tbl
npunemad, modl conHeyHslli Opye / Ybepeau om pasayk». A yxe no-
c/le anNn3o4a B 3/IMTHOM r’MMHa3uu, Korga JaHuna ¢ 6paTtom rotoBATcs
K noesgKke B AMepuKy, B Kade, rae um nepenatot 3arpaHnacnopra u
6uneTbl, TOXe Kak bbl HEHapOKOM UrpaeT necHA «Konun Tabe Hema»
rpynnbl «OKeaH dab3bi». KaXkaaa U3 aTUX neceH, NycTb U COBEPLLUEHHO
Pas/INYHbIMM My3blKa/IbHO-BbIPa3uTebHbIMM CPeACcTBaMM, NPeacTaB-
NAET IMPUYECKOro repos B MOMCKaxX CYacTbA, repos, OLLyLLAoLWEro ny-
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CTOTY U 6€CCMbIC/IEHHOCTb CBOETO CYLLEeCTBOBAHUSA BHE Aa/fIeKOM Mey-
Tbl. B KaKUX-TO NeECHAX NPU3bIB O NH0OBU 3BYYUT CUNbHEE, B KaKUX-TO
— K HEeMy NpMMEeLLIMBALOTCA Apyrve YyBcTBa. Ho pexkmccep o4eHb TOH-
KO «Hape3aeT» pparmMeHTbl NeceH, 4aBan B Kagp vwb Heobxoaumsble
CN0Ba, yonpana «IUWHUEY» CMbIC/bI M BKNaAbIBas HoBble. Hanpumep,
B NecHe «P0o30Bble OYKM» OCTAeTCA 3a KaAPOM ropbKas MPOHUA repos,
Pa304apPOBAHHOIO AEWCTBUTENBHOCTbLIO, @ UCMONHEHWE HAYTUIYCOB-
CKOTO LAsrepa AeTCKMM XOPOM YMCTbIX, 3ByYaLmx a’capella ronocos,
nepedopMynmpyeT npoLiaHme c AMEpPUKON B NpenBKyLIEeHNe BCTPeYn
C HeM.

OfHaKo, npexge yem BAHOOUTLCA 3aHOBO, HAZO MPOCTUTLCA C
NpeXKHel BO3/1I0O6NEHHOM, B POIN KOTOPOM OYEHb CMMBOJIMYHO MNOA-
pa3yMeBaeTcs NMoKuaaemasn reposmu poguHa. dnn3o B asponopTy,
Korga 6pat BUKTOP NPOXOAUT TAMOMKEHHbIN KOHTPOJIb, COMPOBOXKAa-
etcsa necHen «[opora» rpynnbl «AykumoH». CnoBa ee npunesa: «A
cam cebe u Hebo, u nyHa, / fopdas, xono00HAA AYHA» CTAHOBATCA CUM-
BOJIOM AyXOBHOIo 0CBOBOXKAEHMA repos, NpUmMmeyaTesibHO CoBnaaan c
ctoxketom punbma. Mpoueaypa 4OCMOTPaA, OKHa perncrTpauunun, nam
B yHMudpopme — Bce 3T aTpmnbyTbl oPULManbHbIX CTPYKTYP HakNaabl-
BAlOTCA Ha My3blKa/ibHbI BO3INac: €0, 30Ha». B TaKom KOHTeKcTe, nog,
30HOM, MO CYTW, HauMHaeT nogpasymeBaTbca BcA Poccus — CTpaHa,
KOTOPY!o repoit puabma B AaHHbIA MOMEHT Nokuaaert. Mpu 3Tom Bbi-
COKWM, NoYTH danbLETHbIN TEMOP CONMUCTA, MOCTOSHHOE «3aBMUCaAHMEY
Me/IoAMUM Ha BbICOKMX HOTax C MNOC/AEeAYHOLMM KCKaTbiBAHUEM)» BHU3
— BCe 3T0 co3aaeT 3ddeKT oPOACTBOBAHMUSA, HEBOJIbHO COODLLLAEMbIN
n npoucxoasiiemy B dbunbme AencTeunio. Takmm o6pasom, HanpsaKeH-
Has cLeHa yxo4a OT npecsiegoBaTesieit 3a CHET My3blKM HaMoJiHAeTCA
MPOHWEN, N IKLIH MmogynunpyeT B 6anaraH. C ogHOW CTOPOHBI, 6paTbs
BarpoBbl pasbirpbiBatoT nepes baHgMTaMKn NpeacTaBaeHne-NoaAMEHY,
rae ctapwuii 6pat BUKTOP NMOCTOSHHO AEMOHCTPUPYET TaMOMKEHHMU-
Kam MAMOTCKYIO YNbIOKY A0 ywel. C Apyroi cTopoHbl, pexuccep ba-
NnabaHoB MrpaeT ¢ NaTPMOTUYECKMMM YyBCTBAMU U UMMAKeM Poccuu,
HameKan Ha ee 3aKPbITbIN, KPEXUMHBINY XapaKkTep.
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MepBas nporynka JaHuabl No AMeEpUKe COMPOBOXKAAETCS nec-
Hel 3embupbl «Mckana», KOTopas CUMBOAN3UPYET BCTpeUy repon C
06BEKTOM CBOMX MeYTaHMI. JaHHbIA XUT 3aneyatnieNn CrycTok oYeHb
APKMX, HECAEPKMBAEMbIX SMOLMI, CBA3AHHbIX C 0bpeTeHnem aonro-
AaHHOro 06beKTa 06oXKaHMA:

A uckana mebs, 2co0amu 0oa2UmMu.
Uckana mebs, 08opamu memHbIMU,
B x#typHanax, 8 KUHO, cpedu opy3el,
B O0eHb, Ko20a Hawina, ¢ yma cownd.
Tbl coBCEM KAK 80 CHe,

Coscem Kak 8 anbbomax,

[Oe A pucosana mebs 2yawsio...

BaxkHO 06paTUTb BHMMaHWE, YTO B MECHe peyb UOET ABHO O
NnoApOCTKOBOM, KpalHe MMMNYAbCUBHOW U BCenornouatouwein popme
nobeu. 06 3TOM roBOpPUT NpeEXKae BCEro xapakrep mysblku. UHCTpy-
MEHTA/IbHOE BCTYyNAEHWe U KynaeT CTPOoATCS Ha MOHOTOHHOM NOBTO-
PEHUWN OAHOWM WU TOM e dpasbl CHAYana y 3NEeKTPOrMTapbl, a NOTOM
— ¢ HeboNbWKNMM BapuauMaMNU — B BOKasbHOM napTuu. B npunese
¥Ke NPOUCXOANT B3PbIB HAKONUBLUEWNCA SHEPTUM — MENOANA YXOAUT B
BbICOKMI AMana3oH M NpubanKaeTcs K ckaHAMpoBaHuio. Takne pes-
Kue nepenagbl MeXAy perMcTpamun U, COOTBETCTBEHHO, MEXAY dMO-
LMOHA/IbHBIMU COCTOAHUAMM — XapaKTePHbIM MPU3HAK He CTOJIbKO
HOBbIX, CKO/IbKO HE3PENbIX, FOHOLLIECKMX YYBCTB.

«3aBoeBaHMe» AMEpUKM MPOUCXOOUT He TOAbKO C MOMOLLbHO
HaTUCKa SMOLIUIN B My3blKE, HO U C MOMOLLBbIO MY3bIKM KaK TaKOBOW.
Mano Toro, 4To, nonas Ha bpaliToH 6u4, JaHnna BUANUT CNIOLHAKOM
PYCCKOA3bIYHbIE HAZAMUCK U CAbILUT PYCCKYIO peyb. Ho 1 aanblie, Ha
NPOTAXEHUN BCErO CBOEro MyTELEeCcTBMA €ro CONpPOBOMXKAAET UCKLO-
YUTENbHO PYCCKas My3blka — 3a BeCb PUIbM Mbl TOJIKOM HE YC/bILLUM
HW O0AHOW 3anaaHoM necHW. [laxke B cBATas CBATbIX — rPy30BMKe aMe-
PUKAHCKOTo Aa/ibHObONMWMKa — ByaeT 3By4aTb PYCCKOA3bIYHbINA POK.
Jpyroi Bonpoc, 4To cogeprkaHne COnpoBOXKAAOLLEN repos My3blKu
6yaeT CMNbHO MEHATLCA CO06PA3HO 06CTOATENLCTBAM.
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JKcTa3 nepBoM BCTPEYU, 3aneyaT/eHHbIN B necHe 3emdupbl, ycTy-
naeT MecTo NepBbiM Pa3o4yapoBaHUAM U BbIJIMBAETCA B BbIACHEHMWE OT-
HoweHui. Mocneaylowme NeCHN cayHATPEKA HUKAK HeNb3A Ha3BaTb
NPAMbIM KOMMEHTUPOBAHMEM MPOUCXOSALMX B dUIbME CODbITUN.
CKopee, OHM MepeceKatoTcs C CIOKETOM Ha ONoCpPefoBaHHOM, MeTa-
dopunyHom ypoBHe. C 0IHOM CTOPOHbI, OHU NEPEOCMbIC/IMBALOT U pac-
WM PAOT rPaHMLLbl NPAMOro HappPaTMBa, a C Apyroi — obpasyroT camo-
CTOATENIbHYIO APaMaTypPruyeckyto IMHUI0. Tak, BO BPEMS CMEHSAIOLLMX
ApYr Apyra 3apMcOBOK COBMECTHOW noesaku JaHwunbl ¢ ganbHoboM-
WMKom BeHom no Tpaccam AMepUuKu 3By4UT necHs «CyacTbe» rpynnbl
«BM-2». o OTHOLEHWNIO K KOHKPETHOMY 3Nn304y PUabma NenTMoTmB
3TOW NecHU — «cyacmee moe, 20e mol?» — 04eHb CUMBOJIMYHO COOT-
HOCUTCA C TEMOM MYTU KaK NOMCKOM ny4wei gonu. MNpumeyatenbHo,
YTO B MecHe OTBETOM Ha MHTOHALMMU-BOMPOLLAHUA IMPUYECKOrO repos
3BYy4aT aKKopAbl y popTenmnaHo, KOTopble CTAHOBATCA CBOeOBpPas3HbIM
BOMJ/IOLLEHMEM KOHCTaHTbl OO bEKTMBHOM peasibHOCTU. BmecTe ¢ Tem
YTPUPOBAHHO MeNogpamaTUYecKMi, Kak Obl egBa caepruBatowmi
pblAaHMA FON0C CONNCTA CHUMAET Cepbe3HOCTb 3aZaBaeMblX BOMpPO-
coB, MeHAA GUAOCODCKUI PErUCTP IMPUKN HA NOCTMOAEPHUCTCKYHO
YC/IOBHOCTb, BN/0Tb 40 OTKPOBEHHOIO rpoTecka. MocnegHemy BTopAT
60lMKMe NPoUrpbILN MegHbIX AyXOBbIX MHCTPYMEHTOB. Tem He meHee
06u1as 601e3HEHHOCTb CTEHAHUIA OCTAeTCA M 3aKOHOMEPHO BMUCbIBA-
€TCA B BOKa/IbHbIN LMK Ha NpaBax NepBOro pasoyaposBaHus, GuKcu-
PYIOLLLErO MOMEHT OTPE3B/IEHMA NOC/E COCTOAHUA BesornagHoro obo-
KaHua.

[danee «pomaH» C HE3HAKOMOM CTpaHOW pa3BMBAETCA LLEHTPO-
cTpemuTeNbHbIM 06pasom. MponopLMOHaIbHO TOMY, KaK OKpy»Kato-
LLan peasibHOCTb CTAHOBUTCA BCe DONee KeCTOKOM Mo OTHOLEHUIO K
rNaBHOMY repoto (CKMTaHMe Mo ropoay, OTCYTCTBME AEeHer U HeBO3-
MOKHOCTb BbIIMTU Ha CBA3b C HY*KHbIM YENOBEKOM, Pa3bopKu C YmKar-
CKMMM BaHanTamm, nsbrneHue, 3aaepaHne NoamLmeit), Tak n conpo-
BOXKAAtOLLLAA 3T COBbITUA My3blKa OKa3blBaeTcs Bce 6osee oTYasHHOM
N QUCrapmMoHUYHOU. «Tbl 3aKpbina cepoue Ha 3amoK, / Ymobel s
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8 Hezo 3alimu He cmoz» — 3n0Belle NoeT rpynna «Arata Kpucrtmy,
Korga [daHuna becuenbHo 6poguT no yanuam Yukaro. NMommumo KyT-
KOBATbIX C/I0B U WKMNALWEro Tembpa CoONUCTa, OLLyLEeHNe HagBurato-
wenca KatacTpodbl yCUIMBAET MOTUB KKPEcTa» — CMMBO PacnaTus,
XOPOLIO M3BECTHbBIN eLle co BpemeH baxa. Ha 3Ty 3ByKoByto ambremy,
HenpepbIBHO 3BYy4YalLyto B NapTMm H6ac-rutapbl, HAHM3bIBAKOTCA ANCCO-
HUPYIOLLME FTAPMOHMM, YTO BKyne co3gaeT a¢pdeKT 3aKo/1bLOBAHHOrO,
Henpeoao/IMMOro MOpPOKa.

Mocne OTKPBITOro U KpaHe HanpAXeHHOro KoHGANKTa HacTyna-
eT ¢aza onycToweHuA. B ToT MomeHT, Korga [laHuna oT neperosopos
peLaeT NepenTn K HaCTyNIEHUIO U AeN0BUTO CTPOraeT CaMomnasibHbli
NUCTONET, 3BYYUT KoMmnosnuma «Kasayai» rpynnbl «OKeaH Inb3bin?,
Clo}KeT NecHM pucyeT napy, 4yBCTBA KOTOPOM OCTbIAN, A Bblioe cyacTbe
ocCTanocb No3aau: «Tbl He 020Hb, U He 800d, Mbl MaHeKeH. / CMbiao
0asHo aHzenbcKuli cad. Xoyy ob6pamHo»®. Ho nyTn obpaTHO, Kak Mbl
NOHMMaEeM M3 XapakTepa My3blKM, yKe HeT. HauMHaAacb C NpoCTeHb-
KOro BasibCOOBPA3HOro rMTapHOro BCTYMJ/IEHUA, KOTOPOMY BTOPUT U
nepBblii KyNaeT, B NPUNeBe apaHKMPOBKa NePEKNOYAETCA Ha MNOHbIN
COCTaB MHCTPYMEHTOB, @ Menoamna HabunpaeTt AManasoH U SHEPreTUKY.
B nMTOre BM3yanbHbIM PAL U COAEP!KaHNE NECHU COOTHOCATCA MeXay
coboii npumedaTenbHbiM obpasom. CornacHo BuaeopAdy, My3blKa
CMMBO/IM3NPYET HapacTalollee cTpemaeHme JaHunbl BbINTU HA NyTb
OTKPbITOM BOMHbI, B TO BPEMS KaK C/10Ba NECHN GUKCUPYIOT OTYasHUE
JIMPUYECKOro repos, OCO3HaBLUEro HensbexXHOCTb paccTaBaHus. Tem
CambIM U1 B ctoxkeTe GMAbMa, U B pamaTyprum 3akapoBoro BoKasib-
HOTO LMK/a pOMaH C AMEPUKOW BbIXOAMT HA 3aBepLUAOLLYIO CTaaunIo.

Cnepytowweit pasBepHYTON My3blKafibHON LMTAaTOM CTaHOBUTCH
necHs «Bapsapa» rpynnbl «bU-2», B KOTOpPOI cTeneHb MUCMbITbiBAE-
MOW IMpUYECcKUM repoem 60K OT PasayKu ¢ BO306AeHHON Nponop-

4 Hapo otmeTtutb, 4YTO B d)VlﬂbMe ncnonblyetca MN3MEHEHHbIN BapMaHT NecHU, B KOTOPOM OT-
CYTCTBYIOT NpuneBbl. brarogapa 3ToMy NecHA 3By4UT SMOLMOHANIbHO CAEPMKAHHEE U XKeCcTye.

® B opUrvHane Ha yKpamHCKOM fAsbike: «Tu He BOTOHb, | He BOAA, TV MaHeKeH. / 3Muo faBHO
aHrenbCcKuii cag,. Xouy Hasazgy.
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LUMOHabHa CTerneHM aBTOPCKOro cteba Hag cBoum repoem. Komnosu-
LMA NECHM NeCTPUT OTKPOBEHHLIMN MHTOHALMOHHbLIMU (CEKBEHLUMMN),
rapMOHUYECKUMU («Tpex-aKkopaoBas» 6as3a) U CNOBECHbIMM LITAM-
namu («MHe npocmo 0budHO waau oduHo4Yecmea caviwame. / U
CMPAWHO Nodymams, U 8pA0 AU A HU3Hb 0oxcusy»). Bagoxu, npu-
ObIXaHWA M rpaccMpoBaHMe 3BYKA B BOKA/JbHOM NapTuM [OBEpPLUAOT
HaCcKBO3b MPOHWYHbII 06pa3 reposA-ropeMbiki. C TOUKM 3pEeHUsA Ccro-
XeTa ¢punbma 3puTenb HabaogaeT aBToNoOBTOP — BHOBb [aHuna ro-
TOBUT HanafeHue, Ha celt pas aenas TanHWK C OPYKMEM B YMKArCKOM
HOYHOM Knybe, YTOObl PAaCKBUTATLCA C €ro X03AMHOM — BusHecme-
HOM MsHHMcOM. OfHAKO My3blka MAacKMpyeT NMOBTOPHOCTb 3MNM304a
B CMTYaLMIO YyYBCTBEHHOIO NepeXnBaHNA 6ECNOBOPOTHOMO PaspbIBa,
nycTb N cA0OPEHHYIO N3pAAHON goneit MpoHMKU. Ho B JaHHOM c/iyyae
MPOHUA MOKET bbITb NepedopMynMpoBaHa B MHANKATOP UCKPEHHO-
CTM YyBCTB, TaK KaK NPU3HATbCA HANPAMYIO B UCMbITbIBAaEMOM 601n m
OTYAAHWM He XBaTAET CWUJI, @ UPOHMUSA NO3BONSAET OTKPbITLCA, COXPAHUB
CNacUTENbHYIO ANCTAHLMIO.

KynbmuHaunen m duabma, M 3aKagpoBOro BOKANBHOMO LMK-
Na CTAHOBUTCA CLLeHa NepecTpesikKn B TOM CaMOM YMKarckom knybe.
B 3TOM 3nM304e HAKOHEU-TO LLeIMKOM 3BYYUT NecHsA «MOAKOBHUKY
HWKTO He nuweT» rpynnbl «bN-2», nossnaswasnca 8B ¢uabme Bpems ot
BPEMEHM B KayecTBe NENTMOTMBA ONACHOW cpebl. B HOBOM KOHTEK-
cTe «[M0NKOBHMK...», BBUAY CBOE MHOTOMAAaHOBOCTM, CTAHOBUTCA TOY-
KOW BCTpeYM ABYX IEMTMOTUBHbIX cucTemM. bonee Toro, necHs BbIXo-
ANT 33 rPaHNULblI KOHKPETHOTO 3NM3043 W OKa3blBAaETCA My3blKaslbHbIM
CMMBOJIOM BCcero Guibma, a, MOXKeT bbITb, U duabmorpadpum banaba-
HoBa Boobue. MponcxoanT 3To NOTOMY, YTO B 3TOM NecHe B APKoM 06-
pasHol popme cnaeTatoTcA BCe camble OCTPble A5 pexnccepa TemMbl
— YKeCTOKOro ropoaa, NoOBCEMECTHOM BOMHbI, HepasaeneHHon nobsu
N HeusbexHOro ogMHo4YecTBa. MpyM 3TOM annO3UM Ha 3HAMEHUTYHO
nosectb Mapcma Mapkeca BBOAAT B CTPYKTYPY NecHU ewte u mmudono-
rMyecKkoe U3ImepeHue.
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Bbonbwue 20pooa,

lycmeie noe3da,

Hu 6epeza, HU OHa,

Bce HauuHame cHa4vana.
Xon00HaAa soliHa,

U spems Kak soda.

OH He cowlen c yma,

Tl HUYe20 He 3Hana.
MoaKoBHUKY HUKMO He nuuwiem,
MonKo8HUKA HUKMO He xoem...

Heobxoaumo OTMeTUTb, YTO «[ONKOBHUK...» CTAaHOBMTCA eauH-
CTBEHHOW NEeCcHel, CLLEHNYECKOe UCMONHEHNE KOTOPOM 0ObIrpbiBaeT-
csa B dunbme BHYTpUKagposo. CornacHo croxkeTy, «6M-2» BbicTynatoT
B YUMKarcKkom Knybe Kak pa3 B TOT Beuyep, Koraa [aHuna peluaet ao-
6paTtbca Ao MaHHKUca. CHavana Mol BUAUM [aHWAY BHUMATENBHO CNy-
LIAOLWMM BbICTYMNIEHME TPYNNbl, @ 3aTeM OH MAET 3a CLLEHY U, C/IOBHO
repoii BUAeoUrpbl, NPULLEALHO CTPENSET MO AAAM-MULLEHSM, BCTpe-
YaoLLMMCA Ha ero NyT! B TECHOM Kopuaope-nabupuHre®.

B paHHOM KOHTeKcTe necHA «[MONKOBHMK...» JIOXKUTCA Ha BUAe-
opsag Kak BauTan. Mponcxoant 3To NO HECKOJIbKMM MpuyYnHam. Bo-
nepBbIX, OHA OBE/JIMPHO COBMNaZaeT C MOHTAXKOM, YETKO NoAcTpanBa-
IOLLMMCA NoA, PUTMUYECKYIO Mynbcauuio. Bo-BTopbIix, NecHsA cama no
cebe KnHematorpadmyHa BBMAy APKOM 0b6pasHOCTU. B Hell HeT cBs3-
HOro HappaTUBA, Kax4an CTPOKA — 3TO HOBbIM 3NN304, Pa3OMKHYTOM
NCTOPWUU, KOTOPbI COOTHOCUTCA C NPeablAyLMM KaK bbl Yepes ckaen-
Ky-3aTeMHeHue — 13nbeHHbIN npuem camoro banabaHosa ewle co
BpemeH nepsoro «bpaTta». B Mmy3biKe e TaKMMU MHOFO3HauYNTENbHbI-
MW CKNeNKamMMU-3aTMEHUSMMN CTAaHOBATCS WMHCTPYMEHTasIbHble COJO,

% Ha aToT npuem obpalian BHUMaHNE IHTOHU AHEMOH, roBopsA O TOM, YTo «banabaHos BOC-
CO34,aEeT TUNWUYHYIO TOUKY 3PEHUA 4R BUAEOUTPLI-“CTpenankun” (T.e. cTpensby U3 TOUKM 3peHus
NOAHATOW PYKM C OPYKMEM, KOrAa CTPENOK NEPEMELLAETCA Yepes KOpUAOopPbl U NpuaeratoLme
KOMHaTbl). TeM cambiM pexknccep NPUrNaLLaeT 3putenei MaeHTMGULMPOBaTL ceba ¢ ybuiLei n
noaaBAseT ux cnocobHOCTb NoABepraTb COMHEHUI0 060CHOBaHWE CBOMX AelcTBuiix» [2, p. 140].
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pasfenAowme Kaxay CTPOKY U OCTaBAAOLWME MECTO A AOMbIC-
NMBaHUA. OHU TO PUTMUYECKM HEMPEKNOHHbI, CJIOBHO aBTOMaTHan
ouyepeab, TO PacTArMBalOT Bpemsd, Nafdas Nno nycTbiIM KBUHTAM BHU3.
HakoHeL, nmeHHO bnarofapa CMbICN10BOI MeTapOpPUUYHOCTM NECHM,
Kasanocb Obl, BeECbMa KaHOHMYeCKas CLeHa npuobpeTaeT Haacobbl-
TUIAHbIN, aKTUYEeCKM — MUPONOrnYecknin macwtab. 7o y:Ke He HaH-
AWTCKanA nepecTpesika B HOYHOM Knybe, a mexkHauMoHaibHas 6opbba
33 CnpaBea/IMBOCTb — elle OAWH BUTOK TOM CaMOWM «XON04HOMN BO-
MHbI», HECYYaMHO NPOCKANb3bIBAOLLEN B TEKCTE MECHM.

C TOYKM 3peHnn OTHOLWEHUI C AMEPUKOM — AaHHaA CUueHa ABAA-
€TcsA NOBOPOTHOWM, NOC/ie Hee NMyTU Has3ag 6biTb HE MOXKET. ITO OKOH-
YyaTeibHbIV M OYEHb APaMaTUYHbIV Pa3pbiB, yKe 6e3 TEHN KaKon-1Mbo
MPOHUU. JINPUYECKUIA Fepoii He NPOCTO OCTAeTCA OAMH, OH HAKOHeL-
TO NPUHMMAET CBOE OAMHOYECTBO Kak HEM3BEXKHOCTb, Kak CBOE HOBOE
KU3HEHHOE Kpezo.

HecmoTps Ha TO, YTO raBHbIN guanor ¢puabma — mexay JaHu-
Noi n MaHHUCOM — elue Briepean, B My3blKaJlbHOM MaaHe OTHoLe-
HMA 3aKaH4YMBalOTCA Ha «[ONKOBHMKe...». [lanee Npomucxogmut ecau
He CMepTb JIMPUYECKOrOo repos, To, KaK MUHMMYM, OTMUPaHME KaKUX-
NMbo uyyBCcTB. HecnyyaHO cneaytowylo KAHOYeBYHO CLEHY BCTpeuu
Dannnel 1 MaHHMca npeasapAaeT necHAa «Hukorga» rpynnbl «Arata
Kpuctn». Ee nMpuyecknin repoit, nogpasymeBaeTca, HaXoAUTCA YKe B
NMOTYCTOPOHHEM MUPE U UMEHHO OTTYAa NPWU3HAETCA B BEYHOM Jt06-
BM WU NaMATW cBOel BO31t061eHHOMW. Ecnmn 6bl HE rOTUYECKUIA KONOPUT
(«1 mepmevbie ycma / Caosamu xeym 2paHUmM»), ToO OCHOBHOW No-
Cbl/1 MECHM MOXHO 6bIN0 Bbl CUMTATb He Bonee, YeM CEHTUMEHTA/b-
HOW ceHTeHuuMel («A He 3a6ydy 0 mebe HUKo20a, HUKo20a, Huxkozaoa!
/ C moboto 6ydy 0o KoHua, 00 KoHUa, 00 KoHUa»). MpayHas, npuray-
WeHHaA apaHXMPOBKA, MHTOHAUMOHHO Mon3yllasn, «becxpebeTHan»
Me/IofMKa, NOBTOPAOLWMECSH, CIOBHO 3aKNMHAHME, OKOHYaHuA ¢pas
— BCe 3TO NpeBpalLaeT KOMMNO3ULMIO B CBOEODBPa3HYIO KNATBY, 3BY-
YalLyto U3 3arpobHoro mupa. BpemeHHoe n3mepeHne oTMeHseTcA, U
6blnas NtoboBb TENEPb HABCerAa 3aCTbIBAET B BEYHOCTMU.
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Mex Tem Mo ctoxeTy duabma BblsICHEHWME OTHOLLEHWIA, Haobo-
pOT, B CaMOM pas3rape. U 3noselLee neceHHoe «40 KOHLa, A0 KOHLa,
[0 KOHUa@» 6yATo BOM/IOWAETCA U O4HOBPEMEHHO 06pbIBAETCA Bbl-
cTpenom [aHunbl, BpbiBatoueroca B oopuc MaHHuca. Ho, ecnun paso-
6paTbCA, TaK /M BaXKEH MUX NPeacToAWwMi pasrosop? ECTb v 4TO BbI-
ACHATb 3TUM ABYM repoam mexay coboin? Kaxketca, uto ga — JaHune
HaZO BOCCTAaHOBWUTb CMNpPaBeA/INBOCTb, BEPHYB A€HbrM 06MaHyTOMy
6paTy cBOEero ybutoro gpyra, Tem camblmM B 0O4epeaHOM pas fOKa3as.,
YTO «PYCCKME CBOMX Ha BOMHe He HpocatoT». [pyron Bonpoc, no-
NPeXHEeMY /i1 TaK aKTyasibHO A/1A repos 3TO YYBCTBO HALLMOHANbHOWM
NPUHALNEXHOCTU, KOTOPOE UM ABUNKET?

CTouT «OTMOTATb» Npeaplaywmii anu3oh Hasag U BCMOMHUTD,
yto «HuKorga» «AraTbl Kpuctn» 3ByumT, KOoraa JaHuna nogHMmaeTcs
Mo NoXapHou nectHuue B opuc MaHHMCA. B 3STOT MOMEHT OH MeTo-
ANYHO YUTaeT AETCKUI cTUWoK «O PoauHe», yCAbIWaHHbIA UM, Y4TO
NpMMeYaTeNbHO, Ha TON CaMOW TOPXKECTBEHHOM IMHENKE B 3/IMTHOM
TMMHa3nK. MHOrmMe KPUTUKM YBUAEAN OTKPOBEHHDBIM NAaTPUOTUYECKUI
nponaraHAM3m B 3TOM 3nu3oge’. Ho, Ha Mot B3rnsa4, OH POBHO 06
o6paTtHOM. [laHHbIN CTULIOK W XapaKTep ero 3By4aHMUA HaNpPAMYHO OT-
CbINAOT K CTUXOTBOPHOM «MaHTpe» APYroro KMHemartorpadpuyecko-
ro repos, ewe ogHoro NobopHMKa cnpaBeaMBoCcTM — K Maombymy
ns dunbma Bagnma Abapawmtosa «Maombym, uam OnacHasa urpa»
(1986). LLUKoNbHMK MAtoMbYM, FOHAACH 32 XyAUraHaMK U NPECTYNHK-
KaMu, TO U Aeno TapaTopu CKOPOFrOBOPKY Ha 3anomMuHaHue dopm
rnaronos, 60/blan YacTb KOTOPbLIX Oblna arpeccuBHO-AENCTBEHHOMO
XapaKkTtepa. [laHuna ke MHOFOKPaTHO NOBTOPAET CTULLIOK, COCTOALLMIM
M3 CEHTUMEHTA/IbHbIX K/IMLIe O POoAHOM npupoae («A y3Hasa, ymo y
meHsA / Ecmb o2pomHas cembs: / M mponuHKa u necok, / B none Kax -
Oblli KONOCOK...»). N B TOM, 1 B APYrOM C/ly4yae HaauLo ocobbli cno-
co6 aBTOKOMMYHMKaLMK. CNoBa M NAOMOYMOBCKON CKOPOFOBOPKM, U
AAHWUIMHOTO CTUXOTBOPEHMA TEPAIOT CBOM M3HAYalbHbIA CMbICA. OHK

7 Cm., Hanpumep, [10].
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OKa3blBAOTCA MacCKOM, abcontoTHoin ¢ukumelt, ceoeobpasHon dop-
MOI Pa3roBOPHOM «)KBAYKM», KOTOpasA, C OAHOM CTOPOHbI, AO/XKHA
NPUKPbITb NYCTOTY U UCKYCCTBEHHOCTb BbITUA repoes, a ¢ APYyrol cTo-
POHbI, BbIbMpaeTca B KayecTBe 3aroBopa-obeperaé. Moatomy, Koraa
[aHuna geknamupyet: «fl y3Han, 4To y MeHs eCTb OFPOMHAs CEMbA»
— Ha CaMOM Jie/le HUKaKOM CEMbU Yy HEro yXe HeT, 3To anodeos re-
posA-oanHo4KK®. CobcTBeHHO, U «HMKoraa» «AraTbl KpucTu» B Takom
packnaze CTaHOBUTCA, MO CYyTW, 3ayNOKOMHOW NecHel O NoTepsAHHOM
YyBCTBE POAHOIO NPUCTAHMULLA.

B anunore ¢punbma, korga OaHunna u Jawa noknaatotT AMepuKy,
Ha 6opTy camoneTa BHOBb 3By4yuT «lyabail, AMepuka». BosHMKaeT
CeMaHTMYeCKas apKa, 3aBepLUAlOLLAn PAacCKa3aHHY UCTOPUIO, a TaK-
e W 3aKaapoBbIli BOKaNbHbIN LUK 0 to6BK. Ha celt pa3 npowaHue
AEeNCTBMTENIbHO HacTosALEe, YTO OObIFPbIBAETCA HE TOJIbKO CHOXKETHO,
HO M My3blKasbHO. Hepapom 3amneB AEeTCKOro xopa mnoAxsaTbiBaeT
«popHoi» Tembp BavecnaBa byTycoBa M COCTaB MHCTPYMEHTOB OpU-
r'MHANbHOW BEPCUM NeCHMU. MNperKHNIM, NONHbIN 060XKaHMA U BOCXMLLE-
HWA B3MNAL CMEHAETCA YMYAPEHHOM, MENaHXO/IMYHOM HOCTaNbrnEN.
lewTanbT 06bABNAETCA 3aKPbITbIM.

Ho rnaBHbI BONPOC — KTO 6bln BNOOAEH B AMEPUKY, MeTaHuUsA
YbWX YYBCTB HALUM OTPAXKEHWME B NECHAX? — TaK M OCTAETCH OTKPbI-
TbiMm. MpunucaTb 3Ty CTpacTb K AMepuKe Ha cyeT rMaBHOro repos He
npeacTaBNAeTcA BO3MOMHbIM. [laHWna He WcnbITbiBaeT K 3anagy
CKOJIbKO-HWMOYAb TPENETHbIX YYBCTB, HaNpPUMep, HUKAKOro 3KCTasa oT
nepBoi BCTPEYM CO CTPAHOM, KOTOPbIN 3anedatsieH B necHe 3emoupsl,

8 CnyyaiHO M/ HET, HO fAake B BU3ya/ibHOM MaHe MEXAy 3Nu304amMMu 3TUX ABYX GUnbmos
BO3HMKAIOT onpeaeneHHble napannenu. Tak, Maombym, YnTas CBOH CKOPOrOBOPKY, B OAHOM
M3 3N13040B B3rpPOMONKAAETCA Ha TYPHUK C IECTHULEN M BEXUT NO 3aKpenieHHoOMy Konecy.
A [laHuna, Kak Mbl MOMHWM, BO BPEMA YTEHMA CTUXOTBOPEHMUA MOAHMMAETCA MO MOMKapHOW
nectHuue. U B Tom, 1 B ApYrom cayyae, napaanenbHo C «3aKaikown Ayxa» npoucxoauT dpusmue-
CKas TpeHMpOoBKa Tena.

®Ha npotusopeuune [laHW/bl CBOEMY HaLMOHAIbHOMY CaMOCO3HAHMIO («pyccKue CBOMX Ha BO-
He He BpocatoT») obpalyaeT BHMUMaHWe 1 HaHcy KoHau, 3ameyas, YTo OH OCTaBAAET CBOEro
6paTa BUKTOpa Ha OTKyn amepuKaHCKoW cyaebHol cucteme u ynetaet B AMepuky 6es Hero.
[4, p. 233].
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Yy Hero He 6bi10. 9T0 He uctopua daHunbi®, [a, ero nyTewecTaune u
npoucxoasume ¢ HUM COBbITUA CTAHOBATCA ApPamMaTypruiecknum CTu-
MY/ZIOM 417 3By4aHUA TON UM MHOW KOMMNO3ULUK, HO, eLle pas nog-
YEepPKHY, 3TU NECHM He OTPAXKAKOT HANPAMYHO YYBCTB [/TaBHOIO repos.

Ha moli B3rnag, aTo npMsHaHue B N1t06BM K AMeEpUKe ecTb KpaitHe
JIMYHOCTHOE M NOTOMY HepeaKo 3akaMydIMpoBaHHOE B UPOHMUIO, Bbl-
CKasblBaHWe camoro banabaHosa. HaHcK KoHayM oyeHb TOHKO noame-
TMna, yto JaHuna senaeTcA aBatapom BanabaHoBa, cpaatowerocs
¢ AMKkTaTtom fonnmeypa ero cobcTBEHHbIMU e meTogdamu [4, p. 235].
MpaBaa, A HMKaK He cornallycb C MHEHMEM 3TOro aBTopa, 4Yto banaba-
HOB — HALMOHANNCT. 3a BEPXHUM CIOXKETHbIM C/IOEM, B KOTOPOM Jier-
KO YCMOTpPETb NPEeTeH3UN Ha HALNOHAIUCTUYECKOE AOMUHUPOBAHME,
CKpbIBaeTCA Macca ApyrMx CMbIC/I0B, YTO U AenaeT KMHo banabaHoBa
ropasgo 6o1ee MHOrOCNOMHbIM, HEKEIWN KaXKeTCs Ha NepBbli B3rnaa,
[aHuna aencTBUTENbHO aBaTap pexuccepa, HO MPUKIOYEHUSA repos
CTAHOBATCA MOBOAOM He CTO/IbKO A5 TOro, YTobbl pacckasaTtb O CO-
MHUTENIbHOM PYCCKOM NPEBOCXOACTBE, CKOJIbKO NPU3HATLCS B A0/ITOM
W, yBbl, 6e30TBETHOI N06BM K AMepuKe.

3a necHAMM, 3ByYalmmu B duabme, npadetca cam banabaHos, a
ToYyHee — ero nokoseHue. MoKoneHne, KOTOpPOE eLle ycneno Ucnbi-
TaTb KaK POMaHTUYECKUE WAO3MMU B OTHOLIEHMM 3anagHoro mupa,
Tak U NPOWNTK Yepes NyTb pa3oyapoBaHusa. Takum obpasom, ¢ Nomo-
b0 POK W1 MOM-My3blKK, HeoTaeaumom ot 2000-x!!, banabaHoB cmor
BbICKa3aTb YyBCTBA NpeablayLLero, No34HEeCOBETCKOro nokosieHua. To
€CTb, ec/iv B nepBom «bpaTte» No34HEeCOBETCKMI POK NOMOraa OCMbIC-

% Ha yy»aocTb [JaHWIbl aMepUKaHCKOM Ky/bType obpalaeT BHMMaHue u Cat [paxem, 3amevas,
yTo [laHnna «He WHTepecyeTcs KyNbTypoi [AMepuKu], He CKpblBaeT CBOeN MAEHTUYHOCTU U He
npunaraeT HUKaKUX YCUNNIA ANA M3ydeHUs MecTHOro A3bika. OH oTnpasnseTca B CLUA Kak pyc-
CKuit Pambo. Ero muccus Ha aKkpaHe, Kak 1y Pambo, AKo6bl 06ycnosneHa IMYHbIMU MOTUBAMM,
HO 3TV MOTMBbI NPO3PAYHO CUMBONUZUPYIOT B0/bLLYIO NOTPEBHOCTb OTOMCTUTB 33 HaLMOHab-
Hoe yHuskeHue» [11, p. 103].

1 Kak Bblpasunack no atomy nosogy Mapusa KyswmnHoBsa: «“CnanH” n 3emdumpa — my3biKaHTbI
6e3 COBETCKOro KOHTEKCTa W OMbITa, KOTOPbIE Y ayAUTOPUN OAHO3HAYHO aCCOLMUPYIOTCA C HO-
BbIM BPEMEHEM; HOMlb HocTanbrmm» [12, c. 73].
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NTb Bbonesble TOYKM HOBOrO MOKONEHUs MocTcoBeTckol Poccuun, To
BO BTOpPOM «BbpaTte» ¢ NnoMolLblo COBPEMEHHOM MY3bIKM Obl/IN 3aKpbl-
Tbl FELITA/IbTbl NOKONEHUA Npeaplayuiero. Tem cambim 06a NoKoieHUs
«BbpaTbeB» U C My3blKaNbHOW, U C CUMBONYECKOMN TOUKM 3PEHUSA OKa-
3a/1MCb KBUTbI.
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CNELUUNDUKA PA3BUTUA

N dPOPMUPOBAHUE OCOBEHHOCTEMN
OTEYECTBEHHOW

AHUMALMOHHON MHAOYCTPUU

B KOHTEKCTE KOHLEMUWW AETCTBA
YACTb 2

AHHOTaumA. B cTaTbe paccmaTpuBaeTcs cneuudmnka u ocobeHHoOCTH oTeve-
CTBEHHOW aHMMauuu. Ha npoTaeHUM Bcero nepuona CBOEro PasBUTUA
OHa dopmuMpoBanacb Kak 061acTb 3KPAHHOW MHAYCTPWM, BbIMyCKatOLLEN
npoaykuuio ana aetei. OpMeHTaLMA Ha AeTCKoro 3puTens 6bina 3afaHa B
0oTeYecTBEHHOW aHMMaumn B Havane 1930-x rofos B pycie popmmnpoBaHus
AeTckoro kKnHematorpada. C obpasosaHvem ctyaun « Coroamynstduabm» B
1936 roay BbINYCK aHUMaLMK AN1A AeTel CTan NPUOPUTETHLIM Ans obnacTu.
O9Ta HanpaBAEHHOCTb COXpaHANAcb B aHMMauun o cepegmHbl 1980-x ro-
£0oB. C Ha4anom NepecTporiki NPoun3oLLIo ociabneHve 3Tol TeHAEHUWH,
CMEHWIUCb BEKTOPbl Pa3BUTUA B aHUMALMW. YKe HauMHaA C cepeauHbl
1950-x rogoBs, aHMMATOPbI CTaPaIUCh PACLUMPUTD Y3KME TPaHULbI aHUMa-
LMW U aKTUBHO CTPEMUINCL CO34aBaTb IEHTbI AA 3pUTeneit Apyrux Bos-
pacTHbIX KaTeropuii. OpMeHTaLLMA Ha B3POCYHO ayAUTOPUIO CTasla MpUopu-
TETHOM ANa oTeyecTBeHHOM aHMmaumm B 1990-2000 roapb!.

B nocnepHee pecatunetve XX BeKka NpovsoLlLn cepbesHble npeobpasosa-
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HWUA B aHMMALMOHHOW MHAYCTPUU. HECMOTPA Ha NOABAEHUA HE3aBUCUMbIX
aHUMALMOHHbIX CTYAWM, OHAa OKa3asiacb Ha rPaHW MOJIHOMO YHUUTOXKEHUA.
B 3Tv ke roabl 6blna AMKBUMAMPOBAHA CUCTEMA [ETCKOrO KMHOMpPOKaTa U
[eTcKoro TenieBuaeHus. Boinyck ¢uabmos v nepegay ana geteit 6ol noy-
TV NpeKkpaLleH. M3meHeHMA B 061aCTM aHUMALMU HAMETUIUCH B cepeanHe
nepsoro aecatunetua XX|I BeKa, Korga ctanv npeanpuHUMATbCA UHULMA-
TUBbI CO CTOPOHbI rOCYAAPCTBA, HAaNPaBAEHHbIE Ha BO3POXAEHWe OTpacau.
MNepBble cepbesHble M3MEHEeHUA CTann oTMmeyvaTbcA K cepeguHe 2010-x ro-
£08B. Hayanocb BO3pOXKAEHME aHUMALMOHHON MHAYCTPUM, HO TONBbKO Kak
obnacTn getckoro kKMHematorpada. Bo mHorom 3to npousowno 6aarogaps
rocyfapCTBEHHOM NOAUTUKE, HaNpPaBAEeHHOM Ha pa3BUTUE AETCKOro CermeH-
Ta ay4MOBU3YaNbHOW UHAYCTPUN.

Kniouesble cnoBa: aHvmauma, TenesuaeHne, AeTCKoe KMHO, aHUMALMOH-
HaA WHAYCTPWA, KMHOMPOKAT, pernoHasbHble MynbTcTyammn, «Coto3mysnb-
TPunbm», « MynbrTenedpunbm», AeTCKME TeNeKaHanbl, cepuanbl.
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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 2

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
children. The directedness on the children’s audience was set in Russian
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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.

MNOTEPA CUCTEMbI NPOU3BOACTBA U MPOKATA

OETCKOIro KMHO U AHUMALWU B 1990-e rr.

B cuTyaLmm cuctemHoro Kpmsuca npobnemam passuTmaA SETCKOro
KWMHO, KaK U AETCKOW aHMMALUKU, NOYTU HUKTO He yAenan BHUMaHMUA.
YTpaTuB rocysapCTBEHHYIO NMOAAEPKKY U NIMWMBLUMCD MPOKATa, OT-
e4yecTBeHHAsA aHUMALMOHHAA NMPOAYKLMA CTana MeneHHO 1ucyes3atb
C 9KPaHOB, MOKA He PACcTBOPMIACL B NOTOKE 3apybeKHbIX IEHT, yA0B-
NeTBOPAIOLLMX 3anpockl ayamTopuu. Kak coobuiaeTtca B uccnenosa-
HuMM 2013 roga, NnpoBeAeHHOro No 3akasy denepanbHOro areHTCTBa
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Mo neyaTM U MaccoBbiM KOMMYHUKALUAM, «Ha GOHEe NOCTEMNEHHOro
CHUXKEHWUS POSIM OTEYECTBEHHOTO AETCKOro TENEBUAEHUA BO BTOPOWA
nonosuHe 1980-x rr. NPOUCXOANAO HANOAHEHWE 3dUpPa 3apyberKHOM
npoAyKuuen, paccuMTaHHON Ha loHyl ayauTopwuio. lMpexae Bcero,
[aHHbIA KOHTEHT 6bln NpeacTaBneH aHUMALMOHHBIMU CepUaNamm»
[1, c. 10]. Ho TaK KaK B 3T roapl oTe4yecTBEHHas aHUMALMA He NpPo-
nsBoauaa cepunasnbl B Tpebyemom obbeme, TO B NOAABAAIOLLEN CBOEM
Yactu 370 Hblna NpoayKLMA 3apybexHOro NPoM3BOACTBA, 3@ UCKAIO-
YeHMEeM HE3HAUUTENbHOMN J0NM COBETCKMX CEPUANOB, TaKMX KaK «Hy,
norogu!», «MpukatoyeHne nopoceHka PyHTUKa», «KoT Jleononbay,
«Obe3bsiHKU» U T.4,.

PasBuTHe poccuiickolt aHumaumm B nepmog 1990-x rr. npoxoaunio
Ha ¢oHe cepbe3sHbIX Npeobpa3oBaHUIl B 061aCTH BCe ayaMoBU3yanb-
HoW cdepbl 1 B NepByto ouyepesb B chepe npoKaTa. K coxkaneHuto, no-
cne 3HameHuToro XX cbesga KMHemaTorpadmcTos, Ha KOTOpOM bHbiNo
NPUHATO cyAbOOHOCHOE AN1A OTPAC/IN PELLEHUE O Pa3feNeHNn NPOKa-
Ta W NPOM3BOACTBA, Hayasca «YEpPHbINY Nepuod Ansa aHumaumn. Ku-
HOTeaTpbl, MOMaB B KOHKYPEHTHYIO PbIHOYHYIO Cpeay, OAMH 33 APYTUM
Haya/In OTKa3bIBATbCA OT HEMPUHOCALLMX AOX0AA AETCKMX CEaHCOB.

B 1990 rr. npousowno obpyweHne Bcen cucTembl obLepoccuit-
CKOro NPOKaTa, Pe3KO COKPATUIOCh KOJIMYECTBA 3KPAHOB. B pesynbTaTte
Masble ropoga Poccum 1 celbckue nocesieHnsa OKasanmncb GakTUYecKku
HEKMHODULIMPOBAHHBIMK, @ COXPaHUBLLUMECA KMHOTEATPbl B KPYMHbIX
ropogax 6111 NPUMBATU3NPOBaHbI U MCNO/Ib30BaHbI IMOO He Mo Ha3Ha-
YeHuto, NMMHBO CTaNM YACTbO KMHOCETEW, NPUHAL/EKABLUMNX NPEUMYLLE-
CTBEHHO 3apybexkHbiM KoMmnaHMAM. Mo gaHHbIM nccheaosanmin ¢ 1991
r. NocewaemocTb KMHoTeaTpoB K 1997-my ynana ¢ 14,2 pa3s B rog Ha
ogHoro 3putens go 0,25 (paccuntaHHaa no popmyne «KOAMYECTBO Kn-
HonocelleHuWI / HaceneHune cTpaHbl»), T.e. NoYTH B 57 pas. M3-3a ybbi-
TOYHOCTM LETCKME KMHOTEATPbI 3aKPbIBA/INCb OAMH 33 APYrUM.

B ycnoBusax KMHOTEATPasIbHOTO Kpu3Mca MpoMCXoguno bypHoe
pa3BUTME aNbTepHaTMBHbIX GOPM MOKa30B. B 3TM roabl OCHOBHbIM
KOHKYPEHTOM KWHOTEaTpam CTAHOBATCA CHa4yana BWAEOCA/IOHbI, a
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Npw AOCTYMHOCTU CUCTEM AOMALLIHEro NPOCMOTPa, — LeHTPbI NO Npo-
KaTy BuaeonpoayKkumn. Ha poHe orpaHnM4eHHOro penepTtyapa B KMHO
OHM Npegnaranu WUPoKKi CNeKTP MyAbTGUIbMOB, NPEUMYLLECTBEH-
HOro 3anafHblX, B OCHOBHOM aMepMKaHCKNX Npou3BoguTenei. B ston
CUTyaLMM NPaKTUKA AETCKMX CEaHCOB B KMHOTeATpax B CUJTy UX MaoM
PeHTabeNIbHOCTU W HU3KOTO A0X043 CXOAMUT Ha HET. AHMMaUMA, Npu-
YeM He TOJIbKO OTEYECTBEHHAA, HO U 3apyberkHas, Ha KMHO3KpaHax
baKTUYECKM He NPUCYTCTBYET. MCKAtoYeHMe COCTaBAAT HEMHOMOYMC-
NIeHHble NPembepbl FTMraHTOB aHUMALMOHHOMW UHAYCTPUM, TaKUX KaK
«Disney», «Pixar» nnn «Dreamworks». KWHOTeaTpanbHbIN NPOCMOTP
dnnbmoB cpeam apyrux Gopm AETCKOro AOCYyra TEPSAET CBOMU NO3NLMMK,
yCTynaa MecTo Tene- u Bugeocmotpenunto. B TeyeHune 1990 rr. Bbipac-
TaeT NOKONEeHWe, yTpaTUBLLEE Ky/NbTYpPy KMHOTeaTpasibHOro Npocmo-
Tpa, KOTOPOE OKa3anoCb NOYTU HE3HAKOMO C OTEYECTBEHHOM aHMMa-
LUMen, He TONbKO COBPEMEHHOM, HO flake COBETCKOM. B npoBogmmom
Hamu B 2003 r. MccnepoBaHUKU cpeam WKOAbHUKOB, MPOXUBAKOLWMX B
eBponeicKkon Yactu Poccun, B Kateropmm ntobmMmble aHUMaLNOHHble
bUAbMbl 0TEYECTBEHHAA aHUMauUms (B 3aBUCMMOCTM OT BO3PACTHOW
KaTeropuu LWKOMbHUKOB) 3aHMMana ot 6% Ao 13%. Mpu aTom y cTap-
LIEKJIACCHUKOB 3TOT NpoueHT nagan ao 1,2%, mHorme us HMUX He Mmor-
/M YNIOMAHYTb HW OHOrO COBPEMEHHOIO POCCUMCKOrO MyAbTOUAbMA.

CHMMaeMmble poccuiickne mynbTduabmMbl GaKTUHECKM HE UMENU
KWMHOTEeaTPanbHOro MoKasa, a CTyAuW He Bcerga mornn obecneyunTb
penunsbl HOBMHOK Ha DVD. B 1990-€ rr. 370 np1Beno K popmMmnpoBaHumto
B OOLLECTBEHHOM CO3HAHWWM NpeacTaBieHUA 06 OTCYTCTBUM cOBpe-
MEHHOW POCCUMICKON aHMMaLMN.

Pa3BuTMe anbTepHATUMBHbBIX KAHAJ/IOB PACNpPOCTPAHEHUA NPOAYK-
LMW CTANo BaXKHbIM GaKTOPOM, NOBAUABLUMM Ha TO, YTO POCCUIACKan
aHMMaLMA OKa3anacb BblAABNEHHOM U3 KMHOMpPOKaTa. Kak otmeyvaer
I CemeHUEeBa, CTPEM/IEHNE K 3aMagHOMY CTUAIO KU3HM TpeboBasio
YLOBNIETBOPEHMA CNPOCa HA 3apyberkHYo KyabTypy [2, ¢. 19]. KpaH-
HaA NPOAYKLUMA CTana O4HWM M3 AOCTYMHbIX KaHA/I0B, NO3BOJIAIOLLMX
npMobLLaTbcs K Hel. Bo3pocwnit nHTepec K 3apybexHbIM KUHO- U
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Tenedpuabmam Ha poHe oTMeHbl B KOHUe 1980-x rr. 3anpeToB naeo-
JIOTMYECKOTO XapaKTepa Npueen K bypHOMy pacL,BeTy BUAEOCA/IOHOB
M NYHKTOB NPOKaTa KacceT. ITO CTaslo OAHOMN M3 NPUYMH BbITECHEHUA
OTeYeCTBEHHOW aHMMaUMM C KMHOPbIHKA. CpeacTBa OT npokaTa «30-
notoro GoHAa OoTeYECTBEHHON aHMMALMM» He BO3BPALLANUCh K NpPOo-
N3BOAMTENAM, CTAHOBACb WCTOYHMKOM HeneranbHoro goxoga. Mpwu
3TOM «30/10TaA Koanekuua» «Cowosmynstounbma» B obbeme 1200
$nNbMOB, CHATbIX B Nnepunog ¢ 1936 no 1991 r., oKasanacb nepenaH-
HOM amepuKaHckon KomnaHuu «Films by Jove Inc» O. Bugosa ans
npokaTa 3a npegenamu CHI.

MpoKaT oTeyecTBEHHOM aHMMALMKM Ha 6O/IbLLIOM 3KpaHe OKaszascs
$aKTUYECKM HEBO3MOMKHbBIM M3-3a TOTO, YTO OTPAC/ib He MOr/la NPeao-
CTaBuTb 414 nNpokaTa ¢punbmbl cooTBeTcTBytoLero dopmaTta. Peopra-
HW3yeMbl KUHOMPOKAT U BO3HMKatOLWME KMHOCETU BblI OPUEHTUPO-
BaHbl HA MOJIHOMETPAXKHYIO aHUMaUuto. OTeyecTBEHHAsA aHMMaLMA B
CUTYaUMAX KpU3Mca MHAYCTPUM U OTCYTCTBUA GUHAHCUMPOBaAHMA bBblia
He rotoea K pabote Hag nofobHbIMK NpoekTamu. Kpome Toro, ana
OTEeYEeCTBEHHON aHMMALMM BbIMYCK NMOHOMETPAXKHbIX IEHT OblN ABNE-
HUEeM eaUHUYHbIM, 061acTb Oblla OPMEHTUPOBAHA Ha NPOU3BOACTBO
KOPOTKOMETPaXKHbIX GUIbMOB.

CuctemaTMUeCKMIM BbIMYCK POCCUMCKUX MOJAHOMETPANKHBIX NEHT
6bln1 HanaxeH Tonbko nocse 2000-x rr. MepBbiM NOAHOMETPAMXKHbLIM
dUNBbMOM, CHATBIM B HOBOM POCCUMCKON aHMMaUuK, bbiia neHTa «Ko-
ponu n Kanycta» (52 muH., pexx. M. Myart, 1996), 3atem Bbiwen Gunbm
«Bonwe6bHan ceupenb» (47 muH, pex. B. Yraposa, 1998). 3T1 neHTbI
He LW B LUMPOKOM MPOKATe U NEFW Ha NOAKY nocne GpecTuBaibHbIX
NMoKa3oB. [epBbiM POCCUNCKMM NMONHOMETPAXKHLIM GUABMOM, BbilLea-
UMM B NPOKaT, 6b1an «HoBble BpemeHCcKMe My3biKaHTbI» (56 MUH., pex.
A. TopneHko, 2000). Ho nepBoi NeHTON, OKYNUBLLENCA B NpoKaTe, CTan
«Kapnuk Hoc» (78 muH., pex. U. Makcumos, 2003). OH 6bIn CHAT Ha
cTyamm «MenbHuLa», KoTopas cTasia Angepom no NPou3BoACTBY NOJ-
HOMETPaXKHOW aHUMaUUU U GbaarmaHoM POCCUMCKOM aHMMALMOHHOM
MHAYCcTpUKn neps.bix aecatnnetnin XXI seka. CornacHo oduumManbHbIM
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AAHHbIM CTYAMA €XerogHo CHMMaeT 8—9 4acoB aHMMaLUN.

3ameHOoM KMHoTeaTpasibHOMYy Moka3sy B 1990-e rr. cTanun TpaHc-
naumm Ha TB. CornacHO COUMONOrMYECKMM UcCcneaoBaHUAM, noaa-
BAAOLWAA YacTb 3puteneit (ot 65% B KpynHbIX ropogax U o 92% B
Ma/ibIX ropoAax M CefbCKOM MeCTHOCTU) 3HAKOMMNACb C aHUMaLMeN
6narogaps Tenenokasam. Ho n ¢ TB-nokasamu cutyauus 6bina He
nydwe. TenekaHanbl TPAHCAMPOBANM OTEYECTBEHHYKD aHWMMALMUIO B
camoe Henoaxogsallee BPemMs, pasmelLas ee B CETKE BellaHuA anmbo
B paHHWE yTpeHHUe, 160 B HOYHbIe Yacbkl. Kpome Toro, mocteneHHo
NPoLUEeHTHaA A0NA OTe4YeCTBEHHbIX PUABMOB Ha POCCUMCKMX KaHanax
CTana CHUXATbCA U K KOoHUy 1990-x rr. OHX NPAKTUYECKM Mcyesnn c
3KpaHa. [onoxeHne gen 0CTaBasoCb KPUTUUECKUMM JaxKe B MepBoe
pecatnnetHme XXI Beka. o gaHHbIM Pa3/IMYHBLIX UCTOYHUKOB A0NA
OTeYeCcTBEHHOM aHMMAUMM Ha POCCUMMUCKUX TeneKaHanax coctasasana
ot 10% no 13% [3; 1, C. 47], npuyem NoN0OBMHA NOKA3bIBAEMbIX IEHT
6bl/1a CHATA B COBETCKOE BPeEMS.

CuTyauma B 061acTU K KOHLY NepBOro AecATUNeTUs, HECMOTPS
Ha BCe yCMAUSA, NPeAnpUHUMaEMbIE aHUMALMOHHbIM COOBLLECTBOM,
6blna KpuTUyeckon. OHa Morna ToNbKo ycyrybutbca, ecamn 6bl bbina
peann3oBaHa NpPaBUTENbCTBEHHAA NPOrpamMmma, HanpaBaeHHasa Ha Cco-
KpalleHMe KaK MUHMMYM B ABa pa3a GMHAHCMPOBAHMA OTEYECTBEH-
HOro KuHematorpada COIMAaCHO MnoCTaHOBAeHUIO [lpaBUTENbCTBA
Ne 1216 ot 31 gekabpa 2009 r. «O6 yTBEPKAEHMM NPaBWUA NPeaOCTaB-
nenus B 2010 r. 3 peaepanbHoro brogxketa cybcuamii Ha nogaep-
KY KMHemaTtorpadum», noanucaHHoro lpeacepatenem npasuTesb-
ctBa B.B. MNyTuHbIM. Myb6anKaumMa 4aHHOTO NOCTaHOBAEHUS Nobyauna
aHMMaUMOHHOe coobliectBo obpatuTtbesa 25 aHBapa 2010 r. k MMpe-
3naeHty PO [1.A. MeaBeneBy C OTKPbITbIM MMCbMOM, B KOTOPOM JAa-
BA/IOCb TaKOE OMMCaHMe COCTOAHMA 06/1acTU: «...nocNeaHUe ABa-TPU
roga cosgatesin aHMMaLMOHHOIO KMHO HaxoaAaTcA B KpaiHe 3aTpya-
HUTENbHbIX 06CTOATENbCTBAX — (MHAHCUPOBaHME HecTabwuibHO, a
TO U BOOOLE M3-3a peopraHM3aunn CTPYKTyp oTcyTcTByeT. EaBa Ha-
pOXKAaloLWanca NponsBoacTBeHHaA basa co3gaHuA AHMMALMOHHOIO
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KWHO pylumnTCca, He MMes BO3MOXKHOCTU 3aKpenuTb pesysbtaT. Cneun-
anucTbl yxogaT us npodeccum!» [4]. CokpalueHne pUHAHCMPOBAHWUA,
MO MHEHWI0 aHMMATOPOB, 06EPHETCA M COKPALLEHMEM NPOU3BOACTRA,
a «3TO o3HayaeT, yto B 2010 r. HACTYNUT Kpax LEenoi oTpPacan KMHe-
maTorpada — POCCUIMCKOM aHMMaLMK. Becb yxKac B Tom, 4to bonee
15 neT Hasag OTeYyeCcTBEHHas aHMMaLMA Y¥Ke Mepexuna aroHuto.
MHor1e yHuKasbHble CNeumanucTbl ywam ms npodeccum, paspym-
JICb CBA3W, NepecTanu AeNcTBOBaTb CTYAUU... aHUMALMOHHOMY CO-
obLecTBy yAan0Cb NO KPYNMLam BOCCO34aTb TO, YTO CErOAHA MOXKHO
y}Ke Ha3BaTb “NPou3BOACTBOM aHMMALMOHHbIX GUNbMOB” B CTpaHe.
Ecnv ¢ TakMM TpyaoOM pacKkpyyYeHHbI MaxoBWMK NpPousBoacTBa byaer
BHOBb OCTAHOB/IEH, LIAHCbl Ha BO3POXAEHWE aHUMaLMK B BaMKan-
WKe roapbl MPAKTUYECKM PaBHbl HYt0. Mbl BHOBb Byaem oT6poLLeHbI
Ha AecATUNETUA Ha3ag, OT MMPOBOTrO aHMMaUMOHHOro npouecca» [5].

MPUYMHA CHUXKEHMA [0/ OTeYecTBEHHOW aHumauum B TB-
npoKaTe, C OAHOWN CTOPOHbI, Kpbllacb B TOM, YTO COBETCKME U poC-
CUNCKNE MyNbTOUAbMbI Oblnn He dopmaTHbIMU. ITO BblIM KOPOT-
KOMETPaXKKK, Mo NpeumyLlecTsy ganHon B 1 yactb, uam 10 MUHYT
3KpaHHOro BpemeHW. MNpu 3ToM Kaxkapbli Guibm MMmen CBO ANNTENb-
HOCTb, KOTOpaA HUYEM He pern1aMeHTUPOBANACh, KPOME TBOPYECKOro
3aMblC/la aBTOpPOB. B pe3synbTate duabmbl 6blIM PasHON ASWHDBI, HO
CUCTEMA COBETCKOro MpoKaTa bbla TAKOBOW, YTO NO3BO/IANA COCTAB-
NATb NPOrpammbl U3 pa3HOpPa3MepHbIX NEHT. B pesynbTaTe nepexoaa
OTEYECTBEHHOTO TeNIeBUAEHUA HA HOBbIW, 3anafHbli, NPUHUMN CO-
CTaB/IEHUA CETKM BelaHua 3TN GUAbMbl NNOX0 B HEE BMUCHIBAAUCH.
Kpome Toro, TenekaHasibl OTKa3blBa/IMCb MPOKATLIBATb OTAE/IbHbIE KO-
POTKOMETPAXKKK, OTAaBaA NpesnoyuTeHns TPAAULMOHHOW Ana Tene-
BMAEHMA CEPUNHOMN NN CepUanbHOM NPOAYKLIUN.

C Apyroi CTOPOHbI, OTeYeCTBEHHbIE aHMMATOPbI, BOCMUTAHHbIE
TPAAMLMAMM aBTOPCKOTO KMHO, C TPYLOM NepecTpamBaincb Ha penb-
Cbl KOMMEPYECKOT0 M WHAYCTPUAZIbHOTO NPOW3BOACTBA, OPUEHTU-
POBAHHOIO MPEUMYLLECTBEHHO Ha BbIMYCK MacCOBOM cepuanbHoM/
CEepPUIHOIN NPOAYKUMU. B cUNy UCTOPUUECKUX U COLMOKYABTYPHbIX
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0CODOEeHHOCTElN B COBETCKOM aHMMauUMKM MPAKTUYECKM He CHUManu
aHMMALMOHHbIX CEPUIA, KOTOpble MO Bbl COOTBETCTBOBATb KpuUTe-
PUAM KOMMEPYECKOM NPOAYKUMM U OTBEeYaTb HOBbIM TpeboBaHMAM
TenesngeHuA. Te HEeMHOrOYUC/IEHHblE NMPOEKTbI, CO3AaHHble B CO-
BETCKMI nepunog, — «Hy, norogu!» (16 cepuir), «KOAMNMN» (18 cepuit),
«BonwebHunk WMsympyaHoro ropoga» (10 cepwuit), «MpuKkntoyeHun
KoTa Jleononbaa» (11 cepuit), «38 nonyraes» (10 cepuit), «O6e3bsH-
Ku» (7 cepuin), «BennkonenHoit fowa» (10 cepuit), —6blAN Henpo-
AOMKUTENBHBIMU U HE BOCMOHAAN 3anpocbl BypHO pa3sBuBatoLeroca
M KOMMEPLMAIMINPYIOWErOCA OTeYecTBEHHOro TenesuaeHus. Mpu
3TOM GUNbMbI CEPUIA, OPUEHTUPOBAHHbIE NMPEUMYLLECTBEHHO HA KU-
HOMOKA3, KaK U KOPOTKOMETPAXKKMU, UMENUN HeCTaHAAPTHbIN XpOHOMeE-
TPaX U NOTOMY NJIOXO BNMUCbIBAIUCL B CETKY Te/IEBELLAHMA.
Haporkaatowanca poccuMickan aHMmauma B cUTyaLmm ceoboaHo-
ro pblHKa OKa3asacb HECnocobHOM NepecTPoUTLCA Ha BbIMYCK KOM-
MepYecKor NPoAyKUMM B WHAYCTPMA/bHbIX MacwTabax Kak u3-3a
TEXHUYECKOro OTCTaBaHUSA B YCOBUAX Nepexosa Ha unmdposoe Npouns-
BOACTBO M GMHAHCOBOIO KpM3nca, NeperKMBaeMoro oTpac/blo, Tak U B
CWY BHYTPEHHEN MHepLMM U OpUEHTALMM Ha aBTOPCKOe KMHO. Kpome
TOro, co3gaHue cepuanbHoOi aHMMaLumMu TpeboBano UHBECTUUMI, HO
CO3/aHNe aHMMALMOHHON NPOAYKLMN — AOPOrocTosALLee NPOU3BOA-
CTBO, U MUHBECTOPbI HE CTPEMUINCL BKNAAbIBATL B HEFO CPEACTBa B yC-
NoBUAX OTCyTCTBUA TB-NpoKaTa, AUCTPMOYLMM U MEXaHU3MOB 3aLLMTbI
aBTOPCKMX NpPaB B CUTyaLMM HANNYMA BUAEONUPaTCTBa. Ho aaxke npwm
¥enaHUM aHMMATOPOB HaNaLUTb BbIMYCK NOA0OHOM NPOAYKLMM, YTO
nbiTanca caenatb A. TaTapcKkuii Ha cTyamu «[nnoT», poccuiickme Tene-
KaHaNbl He COAENCTBOBA/IM 3TOMY MPOLLECCY U HEe CTPEMWUIUCL NPO-
[ABUraTb OTEYECTBEHHYIO aHUMAUMI0. TeneKkaHanbl He TOIbKO He Bblan
CNoco6HbI 3aKa3blBaTb NOA0OHYI NPOAYKLMIO, BbICTYNAasA B KayecTse
NPOAOCEPOB, HO U HE COBUPANUCL NAATUTb 33 TPAHCAALMUK. 3a CHATbIE
duAbMbI Npegnarann HENOMepPHO Masible CYMMbl, HE NO3BOJIABLINE
CTYOUAM He TOJIbKO MOy4YnTb NPUbBbINb U HanpaBUTb ee Ha co3daHue
HOBbIX PaboT, HO laXKe KOMNEHCMPOBATL BJOKEHHbIE B NPOM3BOACTBO
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cpeactsa. Mo cnosam A. Tatapckoro, B KoHue 1990-x rr. oTeyecTseH-
Hble TeneKkaHanbl 3a OAHY MUHYTY BPEMEHW roToBbl 6blAIN NNATUTH
OKono 25 A0oNnnapos, TOraa Kak MMHYTa roTOBOro NpoAyKTa npu npo-
N3BOACTBE CTOMIA MUHUMYM 3 TbicAYM Aonnapos.. B pesynbrate npo-
M3BOACTBO aHMMALMKU ANA CTYAMUIA CTAHOBUIOCH YObITOYHBIM U HEBO3-
MOXHbIM 6e3 rocyaapcTBeHHOro puHaHCMpoBaHus. Ho Bblaensemble
rocyAapcTBOM CpeAcTBa Ha KMHemaTtorpaduio 6bliv He3HauYnUTeIbHbI-
MM, @ caMo PUHAHCUPOBAHNE — HecTabunbHbIM. B pe3ynbTaTte ob6bem
CHMMaeMOW NPOAYKLMN C KaXKAbIM ro40M TO/IbKO COKpaLLancs.

B 1990-e rr. HeXBaTKy KOHTEHTA Te/sieKaHalbl KOMMNEHCMPOBAAU
33 cYeT NpokaTa 3apybexkHbiXx Cepuin, KOTOpble CTOWMAM FOpPasao Ae-
wessie, YeM CO3JaHNE OTEYECTBEHHbIX NPOEKTOB, N NOPOI0 AOCTaBa-
JIMCb UM KaK BOHYC MM COBCEM 33 HE3HAUYUTENbHble BO3Harpaxae-
HWA B MaKeTe C NPUobpeTeHNemM NpaB Ha TPAHCAALMIO 3apybeXKHbIX
6nokbacTepoB 1 cepuanos. MI3meHeHUA 3TON CUTyaLUMU HAaMETUIUCh
Wb K cepegmnHe NepBoro AeCcATUNETUA, KOraa CTaaun NosABAATLCA OT-
eyecTBEHHble aHMMaLMOHHble cepuanbl — «JIYHTUK 1 ero Apy3ba» u
«CmeLapuKmn», HO X £onA B obwem obbeme aHMMALMOHHOTO Tese-
BEeLLLaHMA COCTaBAAMA BCero okono 5%.

POCCUMNCKOE TENEBUAEHUE 1990-x rr.

KAK OCHOBHOM KAHAN

TPAHCNAUMU AHUMALIUU

B cuTyaumm, Korga nponcXoamsio CoKpalleHne AeTCKOro KOHTEH-
Ta Ha POCCMMUCKOM TeneBuaeHUM, Korga GakTUYecKM npomsoLwna no-
Tepa KMHOTeaTpasibHOro NpoKaTta, NOTpebHOCTb MeAnapbiHKa B aHU-
MaLmn no-npexkHemy 6bina Ha BbICOKOM ypoBHe. B nepsyto ovepenp
OHa dopmMMpoBaiack AETCKUM 3puTenem. MpocmoTp aHuMaLmm bbin
Ba*KHOW YacCTbio AETCKOro A4ocyra, Npu 3TOM AEeTCKOe TeNecMoTpeHue
B 1990-e rr. BO3pocno u 3aHAno ot 50% B pernoHax u ao 70% B cto-
nvue [7; 8; 9]. Ha npoTsaMKeHun 3Tux feT ana 60/blUelt YacTu KuTenemn
Poccun MHble KaHanbl TPAHCAALUM aHUMMALMK HE MOI/IN COCTaBMUTb
aNbTepHaTMBY TeNeBUAEHUI0. B ycnoBMAX NOBasibHOTO OOHULLAHKS
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rpaxkaaH, perynapHbIX HeBbINAAT 3apnaaT, pa3pyLleHna CUCTEMbI Kn-
HOMOKA308B, AOPOroBM3Hbl KMHOTEATPasibHbIX OUAETOB, OTCYTCTBUA
CKOPOCTHOro MHTepHeTa TeneBmaeHme H6bl10 CambiM AeLeBbIM U A0-
CTYNHbIM KaHasi0M noTpebneHna skpaHHOM NPOAYKLMU.

MopaBnAoWwan foNa TPAHCAMPYEMOM Ha OTe4YeCTBEHHbIX TeNnekKa-
Hasiax aHMMauun Hbina OpUeHTUPOBaHa Ha AETCKOro 3puTens. Mogo6-
HaA CMTyauuA BO3HUKJ/IA NOCAE TOrO, KaK Ha rocyapCTBEHHOM YPOBHe
6bln NPUHAT 3aKOH 06 06A3aTENBHOM HANWYMU AETCKOTO KOHTEHTa
Ha TenekaHanax. B pesynbtaTe Bpems, oTaaBaemoe nog AeTCKoe Be-
WaHWe, Ha GOHe 3aKPbITUA AETCKUX pefaKLMi U CBOPAYMBAHUA NPO-
N3BOACTBA AETCKMX nepepnad, CTaso 3anonHATbLCA N0 NPenMyLLecTBy
aHMMaLMen. ITa NPaKTUKA elle CUbHee YKpenuaa B MacCOBOM CO-
3HaHMM YCTAHOBKY Ha TO, YTO aHMMALMA — 3To cyrybo aetckasa 06-
NacTb, a TeneBnaeHue ABNAETCA OCHOBHbIM KaHa0M ee TPaHCAALNM.

HecmoTpsa Ha NPUHATLIN 3aKOH, A0NA AETCKOro Te/IeKOHTEHTA Ha
denepanbHbIX KaHaNax He JOTArMBaNA AaKe A0 YCTAaHOBNEHHOW 3a-
KOHOAATeNIbCTBOM HOPMbI B 7%-10% OT 061L1ero s¢pMpHOro BpeMeHm.
MpoueHT aHMMaLUK 6bla 1 TOro MeHbLUE, MPUTOM YTO MY/IETGUIBMOB,
dopMMNPOBaBLUMX AETCKUI KOHTEHT KaHa0B, nepeaay n puabmMoB 4na
aetell, 6b110 HEMHOro. AHMMaLMA oS8 B3POCAbIX COCTaBAsANA CTONb
He3HauuTe IbHbIM NPOLLEHT, YTO €ro MOXHO BblJI0 OTHECTU K apudme-
TUYeCKoM norpewHocTn. Ecnv oHa 1 nonagana Ha aKpaHbl, TO Yalle ee
MOKas3blBa M Ha KaHase «KRynbTypay, «My3 TB», «TB 3», inb6o paHHMM
yTpoMm, b0 B HOYHOE BpemMs. AHMMaUMeN 3aM0NHANM CamMble HECMO-
TpnbenbHble BpEMEHHbIE NMPOMEKYTKM B CETKE BELLaHMA.

MycTylowasn HUWa AEeTCKOro TefecMoTpeHusa 6blna 3amnonHeHa
nepegayamun 3apyberKHOro nNpousBOACTBa WM afanTUPOBaHHbIMU
AR OTeYECTBEHHOIO 3pUTENA X aHANoraMK, a TaKKe 3apybekHbIMM
KaHanamu, Takumm Kak «Nick Junior» nam «Disney», AeMOHCTpUpoO-
BaBLUMMU MPEUMYLLECTBEHHO aHMMALMOHHYIO NpoAayKuuio. Ha KaHa-
ne «Disney» aHMmauma coctasnseT 80%, a Ha KaHane «Nick Junior»
97%. MNpun 3TOM NPENMYLLLECTBEHHO 3TO CepUAibHAA NPoAyKuuA. Be-
WaTeNbHasA NOAUTUKA STUX KaHaN0B CNOCOBCTBOBaNa YKPENIEHUIO B

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 126 THE ART AND SCIENCE OF TELEVISION



MaCCOBOM CO3HaHUM MHEHMA O TOM, YTO aHMMaLMA — 3TO NPOAYK-
umA, NnpeaHa3HaYeHHana ANA AeTeN, a AETCKOe TesieBeLaHne LOMKHO
6bITb NPeACTaBNEHO aHUMALMOHHBIMW CepUanamm.

AnbTepHaTMBOM NOAOOHOM TOYKM 3pEHMA CTaNO NOsBEHUE Tese-
KaHana «2x2», HayasLlero BelwaHue B 1989 r. Ha TeppuTopmn MOCKBbI
M MOCKOBCKOM 0bnactu, a ¢ 1993-ro Ha Tepputopun Bcei Poccuum.
CeTKa BeLLaHWUA KaHana copeprkaia aHMMALMOHHbIE B0KK, KOTopble
6blIM OPUEHTMPOBAHbI Ha MOJIOAENKHYIO ayauTopuio. MocTeneHHo
COBETCKME /IEHTbI BbITECHWU/IM AMOHCKME, aMepUKaHCKue n BpuTaH-
CKMe aHUMaLMOHHbIE WOy U cepuanbl ANA B3POCAbIX. HO 3TOT KaHan
He CMNbHO NOBAMAN Ha OBLLYO CUTYaLMIO C TPAHCAAUMEN aHUMALUN.
BO/NbWWHCTBO 3puUTENEN aHMMALMIO MO-MPEXHEMY BOCMAPUHUMANU
WCKAOUUTENbHO KaK NPOAYKUMIO, NPeAHA3HAUYEHHYIO ANA AeTeN.

MopobHoe ybexaeHMe NopoanIOo CKaHAANbHYIO CUTYaALMIO C Tene-
KaHa/om «2x2», Havyaswum c 2007 r. TpaHCANPOBATb NPEeNMyLLLECTBEH-
HO 3apybeXKHYI0 aHUMALLMOHHYIO CEpPUaNbHYIO MPOAYKLMIO, HE paccym-
TaHHYIO Ha AETCKOro 3putend. KaHan nosHakomua 3putenei ¢ Takumm
cepuvanamm Kak «Yepenawkm HuHaza», «Cennop MyH», «ToHWMK Cnu-
an», «JeHan — HoBasA peanbHOCTb», «KeHau KeHawn», «[pukniove-
Hus 6onbworo Oxedar», «Pytypama», «Llapb fopbl», K AMepUKaHCKUI
nanawa», «fpnddPuHbl», «CUMncoHbl», «HOXHbIM Mapk». B maccosom
CO3HaHUKM ntoban aHMMaUMOHHAA MNPOAYKUMA BOCMPUHUMANACh Kak
NPOAyKLMA, NpegHasHavYeHHasa UCKAouMTenbHo gaa getei. CooTseT-
CTBEHHO, aHANN3 KOHTEHTA TeneKkaHana «2x2» CTan Bbi3blBaTb BO3MY-
LEHME CO CTOPOHbI POAUTENBbCKMX KOMUTETOB M LUMPOKOI 0OLLLEeCTBEH-
HOCTW B CBA3M C HapyLlEHWEM NpaB AeTel N HeobXoAMMOCTbIO 3aLLMTbI
nx oT MHGOPMALUK, NPUYMHAIOLLEN BPea MUX 340POBbI0 M Pa3BUTUIO.
B obuwecTBe WwWan Wnpokue aebatbl OTHOCUTENbHO HPABCTBEHHO-3CTeE-
TWUYECKOro COAEPMKAHNA AEMOHCTPUPYEMOW aHMMaL MK, KOTOPbIe NoJy-
YNAM NPOAOIKEHMNE AAXKe HA rocyaapCTBEHHOM ypoBHe. B Hauane cen-
TA6pAa 2008 r. [eHepanbHaa nNpokypatypa PP BHecna npeacrtaBaeHue
PoccBA3bKOMHaAA30pY B CBA3M C HapyLEeHUAMM NpaB AeTel TeNeKaHa-
NIOM «2X2», B KOTOPOM FOBOPW/IOCb YTO TPAHC/AMpPyeMble aHMMaLMOH-
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Hble MPOEKTbl KHE COOTBETCTBYIOT TPeboBaHMAM 3aKOHOAATENbCTBA O
3alLMTe HPABCTBEHHOIO M NMCUXMYECKOTO Pa3BUTUA AeTel, 0b oxpaHe ux
34,0pOBbA... MPONArAHANPYIOT HAacUAME W KECTOKOCTb, NopHorpaduio,
aHTMOOLWECTBEHHOE NoBeAEeHNE, N306MAYIOT CLLeHaMW HaHeCEeH S yBe-
YMi, NPUYMHEHMA U3NYECKUX M HPABCTBEHHBIX CTPAAAHWUI, HanpaBse-
Hbl Ha BbI30B Y AeTel CTpaxa, NaHUKM, yxKaca... Takas MHPOPMaLMOHHasA
NPOAYKLMA HU3KOTO HPABCTBEHHO-3TUYECKOTO COAEPKAHMA OKa3blBaET
KpaliHe HeraTMBHOE BO3AENCTBME Ha AETEMN, UCKAXKAET UX LLEHHOCTHbIEe
OpWEHTaL MK, CO343ET ONACHOCTb BO3SHUKHOBEHMA NaHNUYECKUX COCTORA-
HWI U HEBPOTUYECKMX paccTpoiicTey» [10].

MpeTeH3nMM K TPAHCAMPYEMOW KaHa/MOM aHMMALMOHHOM npo-
AYKUMN NpeabABAAnNCb U paHee, Aaxe PoCoxpaHKynbTypbl BblAano
npeanucaHna o CHATUM ¢ apupa mynstcepnanos «ManeHbKkme nec-
Hble Apy3ba» u «lpukntodeHna bonbworo Axkedda», Tak KaK OHU
nponaraHAMPOBAAM «KYAbT HACUAMA W XKeCcTOKoCcTu». Kpome Toro,
CTOPOHHMKWN PEINTMO3HbIX OPraHn3aLMii NbiTaanUCb Yepes NPoKypaTy-
py MocKBbl 3anpeTuTb TpaHcAAUMIo cepuana «HOXKHbIM NapK», NPOTMB
PYKOBOZACTBa KaHasna BO36yauTb YyroNoBHOE AEeN0, @ CaM KaHan 3a-
KpbITb 3@ aMOpasibHOCTb. [1aBa KoMUTETa NO Aenam moaogexn locy-
fapcteeHHOM aymbl PO Masen TapakaHOB nonara, YTo «Nnokas mMy/b-
TOUNBMOB, KOTOPbIE TPAHCMPOBAA TeNEKaHaN «2X2», TPAaBMUPYET U
HeraTMBHO BAMAET Ha [aeTckyto] ncuxuKky» [11]. NogobHan cuTyaumsa
BO3HWKANA INLLb B CUY TOTO, YTO y NpeacTaBuTenen obLwecTBEHHOCTH,
3alMTHMKOB NpaB [AeTel U rocyAapCTBEHHbIX CAyX6 6bl10 chopmu-
POBaHO YCTOMYMBOE NpeacTaBNeHNE O TOM, YTO aHMMALMOHHbIe ce-
puanbl, TPAHCAMPYEMbIE HA KaHane, OTHOCATCA K KaTeropum AeTCKOM
npoaykunu. O4HaKo pyKoBOAMTENN KaHana «2x2» HeO4HOKPaTHO 3a-
ABNANN, YTO AaHHAA NPOAYKUMA He npeaHasHayaeTca ANsA AEeTCKON
ayAMTOpPUM N OPUEHTUPOBAHA Ha B3POC/IOrO 3pUTeN .

CuTyauma c KaHalom «2x2», BO3MOXHO, bblna cBsizaHa C TeMm,
41O OH B 2007 I. NO3ULMOHNPOBANCA KaK €4MHCTBEHHbIA POCCUNCKUIA
KaHan, 6osbliaa YacTb BEWATENbHOIO BPpEMEHW KoToporo ¢popmmpo-
BaflaCb aHUMALMOHHOM npoagyKumen. O6LLecTBEHHOCTb U pPOgMUTENH,
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NPUBbIKLWME BOCNPUHUMATb aHMMALMIO UCKAOYUTENIbHO KaK npo-
OYKUMIO, NpeaHa3HaYeHHY ANA AEeTCKOro 3putens, COOTBETCTBYHO-
Wwmm 06pasom pearMpoBanm Ha KOHTEHT, IPeACcTaB/eHHbIM Ha KaHane
«2x2». NopobHan cnTyauma cTana BOSMOXKHOW B CUY TOTO, UTO Y Ka-
Hana «2x2» He 6bl1I0 aNbTepPHATUBbI.

Ha doHe pa3suTUA pOCCUIMCKOro TeneBmaeHUA, NOABAEHNA HOBbIX
KaHanoB 1 nepeaay, 40NA NPOrpamMmm, OPUEHTUPOBAHHbIX HA AETCKOro
3puTens, B KoHuUe 1990-x rr. He TO/IbKO He yBenn4mBanacb, HO U COKpa-
Wwanacb. IPUpPHbIX KaHAOB C AETCKMM KOHTEHTOM He CyLL,ecTBOBaso,
xota B 1997 r. B cucteme cnyTHMKOBOro tenesnaeHuna «HTB-Mawoc»
6bln1 co3aaH geTckuii KaHan «HTB-Mntoc Oetckuit mmp». Ha Havanb-
HoMm 3Tane paboTbl Te/leKaHaNa ero BelllaHue ocyLwecTsaanoce ¢ 7:30
yTpa Ao 21:00 Beyepa, KOHTEHT KaHa/la COCTaBAANAN UCKAOUYNTENbHO
OTeYeCTBEHHbIE, NPENMYLLECTBEHHO COBETCKME GUAbMbI, Nepesayn
n mynetdmnbmbl. B 2000 r. B fAeuMmeTpoBOM AMana3oHe B Mockse
Hayan BellaHWe KaHan «JeTckuii npoeKT». MakeT nporpamm KaHana,
CneumanbHo NpeaHa3HaAYeHHbIX UCKAOUYUTENBHO 1A AETCKON U Noa-
POCTKOBOM ayAUTOPMM, COCTABAAN BECOMYIO A0/0 0bLWero BelaHms,
HO B CeTKe KaHa/sa 6blin Nporpammeol 1 o5 B3POCAON ayaANTOPUMN.

Cutyauma c geTckum TeneselaHnem B KoHue 1990-x rr. BbI3biBa-
Na 6ecnoKoMCTBO He TO/IbKO Y 0ObIYHbIX 3pUTENEN, O HEll cTasna roBo-
pUTb O6LLECTBEHHOCTb, AEATENN KYNbTYPbl U UCKYCCTBA, NPOU3BOAM-
TENM KOHTEHTA. B KOHeYHOM MTOre Ha npobaemy 06paTUIN BHUMaHUe
M npepctasuTenn eaactu. B nioHe 1999 r. 66110 NpuHATO MNocTaHoB-
nenHue locygapcTBeHHOM aymbl «O rocyAapCcTBEHHOW NOAUTUKE B 06-
NacT TeNneBU3MOHHOrO BELLaHWA U paAnoBeLLaHNA B MHTepecax ae-
Ten n monoaexu» (N4065-11 T[1), B KOTOPOM rOBOPUIOCH, YTO «B TO
BPEMA KaK BO MHOIMX rocyfapcTeax HabatoaaeTca TeHAEHLMA K yBe-
NIMYeHnto ob6bema TeNeBM3MOHHOTO BELaHWA U paAMOBELLLaHUA A
AeTell U MONOoAEXN, B TOM YMC/IE Ha CMeuMann3mpoBaHHbIX AETCKUX
TeNEeBU3MOHHbIX KaHanax, B Poccuiickon degepaymm Kommepyeckune
WHTepecbl BellaTenel NPaKTUYECKM BbITECHUIM U3 3duMpa AETCKME U
MONOAENKHbIE NPOrpaMmbl U nepesadun. OcobeHHo OCTPOo 3TO NposB-
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NAeTCcA NPU OCyLWEeCTBAEHUN BeLLaHWUA PETMOHA/IbHBIMW Tene- 1 paau-
OKOMMNaHMAMW. BelaTtenm NnoCTOAHHO HapPyLUAKOT YCIOBUA IULLEH3UI
Ha BellaHMe, B COOTBETCTBMM C KOTOPbIMM HEOOXOAMMO BbIAENATb
onpeaeneHHbli 06bem 3GUPHOro BpeMeHW AAA MOKas3a AETCKUX U
MOJIOAEXKHbIX NPOrpamMmm v nepegay». B nocTaHOBAEHUN rOBOPUNOCH
0 HeobxoAMMOCTM BbIpabOTKM rocyaapCTBEHHOW MONUTUKKM B 0bna-
CTW LETCKOro TefeBelaHunsa, a TakKe BblAeNeHUs CPeacTB «Ha rocy-
[ApPCTBEHHYIO NOAAEPXKKY NPOrPaMm M MPOEKTOB, HanpaB/JeHHbIX Ha
NHPOPMaLMOHHOE 0BCNYKMBaAHUE AETEN U MONOAENKWN CPeacTBAMM
TeNeBM3MOHHOrOo BewaHna». HecmoTps Ha NpUHATOE NOCTaHOB/IEHME,
CUTyaLmA B nocaeaytoLLme roabl He MeHANach.

B 2002 r. Mpe3ngeHT PO B.B. MyTnH, BbicTynasa Ha 3acegaHum Co-
BETA NO Ky/IbTYPE M UCKYCCTBY, NMOCBALWEHHOMY Npobaemam [eTcTBa,
Bblpa3ua HeyAOoBNETBOPEHNE KauyeCcTBOM [AETCKOrO TeneBellaHusa u
06paTna BHUMAHWE Ha HEOHXOAMMOCTb ero passuTUA. B ceoem BbICTy-
nneHun MNpesngeHT oTMETUA, YTO HONBLIMHCTBO POCCUMIMCKUX 0BLLEeHa-
LWOHANbHbIX KaHA/I0B HapyLlaeT yC10BMA NIMLLEH3UPOBAHUA B YacTu
[0NV AeTCKOro BelaHua. Mpy 3ToM Bbi3biBaNo HAPEKaHUE U KavyecTBO
TpaHCAMpyeMOW NPoAyKUmMK. Bonblias Aona 4eTckux nporpamm 6oina
no-npexKHemy npeacTaBieHa MynbTGMAbMaMM B OCHOBHOM 3apybek-
Horo (amepuKaHCKoro) NpomsBoacTea. O4HAKO, HECMOTPA Ha TO, YTO
BOMPOCHI AETCKOTO TENEBELLAHUA CTaM NPeamMeTomM obCyKaeHMs Ha
CaMOM BbICOKOM YPOBHE, 3TO 3aMeYaHMe He NOBANAN0 HA NMONOXKEHME
aen B otpacaun. CornacHo gaHHbIM ucciegoBaHusa «MponsBoacTso
M MOKas aHMMaUMOHHbIX GUIbMOBY, NpoBedeHHoro Accouunaumen
AHMMALMOHHOIO KMHO COBMECTHO C KoMnaHuen Movie Research, Ha
26 OCHOBHbIX 3QUPHbIX KaHaax BNaoTb 40 2016 r. oTMeYanochb 4OMMU-
HUPOBaHWe NPOAYKLMM 3apybexHOro NPoM3BOACTBA NPU MUHUMAb-
HOW [0/1e COBPEMEHHbBIX POCCUMIACKUX dunbmos [12].

Hu 3ameyvaHuna npesngeHTa, HU WTpadsbl, BbinMcbiBaemble dPepe-
pasibHbIM areHTCTBOM MO MeYaTV U MacCoBbIM KOMMYHUKALMAM Beay-
LWMM POCCUACKMM KaHanam, He BAMANN Ha CUTyaLMIO C TpaHcnsaumen
[eTCKOro KOHTEHTa Ha oTeyecTBeHHOM TenesugeHun. OHa cTana ewe
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6onee cnoKHoOM C nNpuHATMEM B mapTe 2006 r. PesepanbHOro 3ako-
Ha «O pekname». CornacHo ctatbe 14 3TOro 3aKOHa BBOAWACA 3anpeT
Ha MpepbiBaHWE AETCKMX Nepegad ANUTENbHOCTbO MeHee 15 MUHYT
PEKNAMHON Nay30i, NpU 3TOM pPeKsaMy MOXHO MOKa3blBaTb TO/bKO
[0 Hayana nepegayy WaM No ee OKOHYaHMUI0. Mo MHEHWIO 3KCNepToB
npodeccMoHanbHOro coobuwiectTsa, 3aMMUHUCTPA cBA3M A. Bonbnu-
Ha W npe3sungeHTa HauMoHanbHOM accoumaunn TenepaguoseLLaTenei
3. CaranaeBa, TefieKaHaNaM B 3TUX YCAOBUAX CTaNI0 SKOHOMUYECKMN He-
BbIFOAHO NOKa3bIBaTb AETCKME Nepegaun. Kak nonaraet Caranaes, UMeH-
HO «M13-3a TOrO, YTO TesieKaHasibl He MOTyT 3apabaTbiBaTb Ha peKlame,
OHW 33 NoCAegHUe rofbl 3aMeTHO COKPATWUIM YNCNO LETCKUX Nnepeaay
8 adupe» [13]. CornacHo nccnegosaHuam, nposegeHHbim OMD MD/
PHD Group (ceituac Media Direction Group), ¢ 2009 no 2011 r. yncno
[AETCKUX Nepesad Ha deaepanbHbiX KaHanax cokpatuaocs B 1,5 pasa.

Mo mHeHuto MuHucTpa Kynbtypbl PO B. MeanHckoro, MmeHHO
M3-3a OrpaHMYEHUA peKNambl B AETCKOM KOHTeHTe «deaepanbHble
TeneKaHasbl HEOXOTHO MPUHUMAIOT y4acTe B NPOU3BOACTBE My/b-
TPUNABMOB, XOTA Ha B3POC/IOE KMHO AeHbrn TpaTtaT» [13]. Boigenerue
CPeacTB Ha «B3POCNOE KUHO» abCOMOTHO HEe 3HAYMT, YTO 3TO KMHO AB-
NAETCA aHMMALMOHHbIM. TakKMm 06pa3om, KaK Ha rocyfapcTBEHHOM
YPOBHE, TaK U Ha YPOBHE NPOKATYMKOB 1 MPOU3BOAUTENEN. aHUMALUA
BOCMPMHMMAETCA KaK NPoAyKUMS, NpeaHasHaYeHHan gna geten. AHu-
MaLmn, NpeaHasHavYeHHON ANA B3POCAOro 3puTens, Ha OTeYecTBEH-
HbIX OBLLEHALMOHANbHBIX KaHanax NPaKkTUYecku HeT. Mpu sTom Tene-
KaHanbl He 3aMHTEPECOBAHbI B BbiMyCcKe NOAOOHOM NPOoAYKUMK, XOTA
MO OTHOLWIEHMIO K Hel 3aKOH O 3anpeLeHnn pasMeLLeHnn peKkaambl
He AEeMCTBYET U HUYTO HE MOXKET MOMELLATb PYKOBOACTBY KaHana no-
Ka3 nofobHOM aHMMaUuUK ¢ peknamHbIMK 610KamMU.

KoHeYyHOo, MHOrMe MOTyT CKa3aTb, YTO Nogo6Han aHMMaLMa He Npw-
B/IeKaTeNbHa A/19 PYKOBOACTBA TE/NIEKaHa/I0B U peknamogaTenei, Tak
KaK y Hee orpaHuyeHHas ayautopua. Ho 310, ckopee, 3abayxaeHue.
JoCTaTouHO NOCMOTPETb Ha PEUTUHIN aHANOTUYHOM 3apybexHOoM npo-
OYKLUMKW, Hanpumep, TakUX cepuanos Kak «HOXHbIM napk» uam «Cumn-
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COHbI», HO WU OTEYECTBEHHbIE MPOEKTbI, CywecTByowme B MHTEpPHETE,
TaKkue Kak npoekt O. Kyesaesa «MacsaHa» nnaun «Mr. Freeman», cobupa-
IOT OFPOMHYIO ayAUTOPUIO NOKAOHHWKOB M, COOTBETCTBEHHO, ABNAIOT-
€S KOMMEPYECKM NPUBNEKATENbHbIMU. ITO NOATBEPKAAIOT M NPOEKTHI
Co3ZaHHOM B HOosAbpe 2016 I. aHUMALMOHHOW CTYANN «2X2» HeAEeTCKOM
aHUMaLMK, ABNAOLLENCA TPETbEN POCCUINCKON cTyanen no ob6bemy Bbi-
nyckaemown npoaykumun. K coxaneHuto, nogobHas aHMMauma He BMu-
CbIBAaeTCA B BELLATENbHYIO NOAUTUKY denepanbHbIX KaHanoB U MaeT
Bpaspes ¢ odULMaNbHOM TOYKOWN 3peHusn, rae aHMMaums noHMmaeTca
KaK NpoayKuma, GopmupyoLLan AeTCKOE TeNeCMOTPEHME.

U3MEHEHUE CUTYAUUU C AETCKUM TENEBELLAHUEM

M ErO POJ1b B BO3POXAEHUUN

POCCUMNCKON AHUMALIMOHHOW MHAOYCTPUMU

K Havany BToporo gecatunetma XXI seka cuTyauma B oTeyecTBeH-
HOWM aHUMALMOHHOM MHAYCTPUM Bbla NO-NPEXHEMY TAHKENOM, HO Ha-
METU/INCb NepBble NONOKUTENbHbIE MOABUXKKM B ee yaydlweHun. Oa-
HUM M3 HUX DbINO CO34aHNE AETCKO-IOHOLIECKOrO KaHana « BUbUroH»,
HayasLwero BewaHune B aBrycte 2007 r. Ha naatdopme «HTB-Matoc».
Bnocnenctenm B BUAE BelLaTeibHbIX 6/T0KOB TefleKaHan CyLLecTBoBan
Ha KaHanax «Poccusa», «Kynbtypa», «Cnopt». O nossneHum nopob-
HOro KaHasa B AeKkabpe 2006 r. Ha 3aceaaHun CoBeTa 3aKoHoaaTe-
nen, rae obeyxaganucb npobnembl gemorpadun, obvasun MpesmaeHTt
P® B.B. MyTnH. Maena co3gaHuMsa AeTCKOro KaHana obcy»Kaanacb Kak B
cpese npodeccnoHaNbHOro coobLEeCTBa, TaK U Ha BbICOKOM rocyaap-
CTBEHHOM YPOBHE.

KOHTEHT KaHana coCTaBaAaAM MO MPEMMYLLECTBY OTeYeCTBEHHbIe
npoeKTbl. K MOMeHTY Hayana BellaHuA TenekaHana «bnburox», B cex-
TA6pe 2007 r., poccuitckuin busHecmeH Annwep YcmaHoB Bbikynua y O.
Buaosa 1 amepuKaHcKkoit KomnaHuu «Films by Jove» konnekuuio «Co-
103MyN6TOUNbMa», KOTOPYHO OH Nepeaan ANA NOKasa Ha KaHase. Nomu-
MO TPAHCAALMM COBETCKOW KNACCUMKM U 3apyberkHbiX aHUMALMOHHbIX
Ccepuanos, KaHan CTan NJOWAAKOM ANA HOBbIX POCCUMCKMX aHUMALN-
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OHHbIX cepuit: «JTyHTUK», «CmeLwwapmkmn», «Mawa n Meagegb».

Ha 6ase KaHanoB «buburoH» mn «TeneHaHsa» pelieHnem [Mpe-
3naeHTa PO . Measegesa B 2010 r. nosABUACS AETCKO-IOHOLLECKUN
KaHan «Kapycenb». 3T0 6bI1I0 Ba*KHbIM COObITUEM ANA U3IMEHEHUSA
OETCKOW Belw,aTenbHOW MOAUTUKU B CTPaHe, TakK KaK KaHan Ben Kpy-
rNOCYTOYHOE BelllaHue U ABnsancsa obledbenepanbHbim, T.e. 6bia A0-
CTYMEH Ha BCel TeppuUTOpPUKN CTpaHbl. KaHan No3nuMoHMpoBanca Kak
FNaBHbIA POCCUIMCKMIA OETCKMI TeneKaHan B mupe. CeTKy BellaHus
KaHana COCTaBMAM NO3HaBaTe/IbHble W pPa3B/eKaTeNbHble NPOrpam-
Mbl, UTPOBbIE M AaHUMALMOHHbIE cepuanbl. Ha KaHane TpaHcAMpyroTcA
N COBETCKME aHMMaUMOHHble PuabMbl. HecmoTpa Ha To, YTO KaHan
3aABNIEH KaK IOHOLIECKMI, ero KOHTEHT OPUEHTUPOBAH HAa AOLWKO/b-
HWUKOB M AeTel HavyanbHOW WKoNbl. COOTBETCTBEHHO, NOKa3blBaemas
aHMMAUMOHHAA NPOoAYKUMA B OCHOBHOM Halug/ieHa Ha AaHHY BO3-
PaCTHYIO KaTeroputo 3putesei.

C nosBneHMem [OETCKMX KaHa/NoB POCCUNCKOe TeneBugeHue
BK/IIOYMNOCb B MPOM3BOACTBO aHMMaLMOHHOW npoaykuuu. B 2011
rogy no 3akasy KaHana «Poccua-1» ana nepegaum «CnoKoMHOM HOUM
ManbIWKN» HAYaNCA BbINYCK aHUMALMOHHOIO cepmana «bapboCKUHbIY.

MUHUCTP KynbTypbl B. MeanHckuin, aenas goknag s 2014 r. Ha oa-
HOM M3 3acegaHnin MpaBMTENbCTBA, XKaNoBaAICA HA TO, YTO Ha POCCUIA-
CKOM TenesnaeHun cywectayeT 10 MHOCTPAHHbIX MY/1IbTKAHaN0B U1 elle
5 nofanwv 3aABKM Ha 3aMyCK, TOr4A Kak POCCUMCKMIA KaHa BCErO TO/IbKO
oanH — «Kapycenb». Mpn 3TOM KOHTEHT KaHana GopMUPYEeTCA Kak oTe-
YyecTBEHHOM, TaK U 3apybexkHoW npoayKumen. HegonyctTmocTb Nogo6-
HOM CUTYauumn no3soanna B. MeanHCKomy BbICTYMUTb C NPeaoXeHNEM
0 CcOo34aHMKM Ha Base KaHana «Kapycenb» AETCKOro TenekaHana, KoTo-
pbIi1 foKeH Obln 6bl MOKA3bIBaTb TOIbKO OTEYECTBEHHYIO aHUMALMIO.
B pesynbraTe Bo MHOrom 6narogaps rocyapCTBEHHOMY COAENCTBUIO U
NpPoBOAMMOMN NONUTUKE B 06/1aCTM AETCKOro TeneselaHus B uone 2014
r. NoABMACA KabenbHbl KaHan «MynbT», Bxogawmi B «Ludposoe Tene-
BuaeHune» BITPK. Hapagy ¢ poccuicKkol aHMMaLMOHHOW NpoayKumen,
WCKNIOYMTENBbHO CEPUANbHON, HA KaHale TPAHC/IMPYETCA apXMBHAA aHU-
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maumsa «Cotosmynbtdunbmar» m «foctenepagnodoHaay.

MoABneHMe fETCKOro aHMMALMOHHOTO KaHaNa CTaso BaXKHbIM CTU-
MY/IOM B Pa3BUTUM OTEYECTBEHHON aHUMALMOHHOM MHAYCTPUK, TaK KaK,
MOMMMO TPAHCAALUM MYyNbTOUNBMOB, KaHaN CTan OOHUM U3 HEMHOTUX
POCCUMICKUX KaHAN0B, BKAOUMBLUMIACA B MPOU3BOACTBO aHUMALMOHHOM
NPOAYKLMM ANA 3aM0/HEHMA CETKU BelL,aHUA. COBMECTHO C aHUMALMOH-
HOW cTyamen «MapoBo3», BO3HUKLIEN TakxKe B 2014 1., KaHan «MynbT»
HenocpeacTBEHHO y4acTBYeT B MPON3BOACTBE aHMMALMOHHOIO KOHTEH-
Ta. Kpome TOro, KaHan «MynbT» pelwmnn pacliMputb CBOE BellaHue U
nonpobosaTb MCMO/b30BaTb MHOW KaHan TPaHCAALMM, CO34aBaeMoin
NpPW ero y4actunm aHMMAUMOHHOM NpoayKLmMuK. B uctopmum poccuiickomn
aHMMaLMK npounsoLlen becnpeLeneHTHbIN Wwar: megua-xonguHr BITPK
N TenekaHan «MynbT» 3anycTuam akuuio «MynbT B KMHO», B paMKax
KOTOPOM B POCCMINCKMX KUHOTEATPAX Haya M NMOKa3blBaTbCA HOBbIE 3MK-
304bl CaMbIX NMOMYIAPHbLIX OTEYECTBEHHbIX MY/IbTCEPMANIOB, YCTPanBaTb
npembepbl OTEYECTBEHHOM AETCKOM aHMMaLuuun. dunbmbl cobupanmcb
B CMELMaNbHbI aNlbMaHax NPOAOKUTENbHOCTbIO B 45 MUHYT, KOTOPbIN
AEeMOHCTPUPYETCA NPEUMYLLECTBEHHO MO BbIXOAHbLIM C PETYAAPHOCTbIO
ABaXKAbl B MECALL U B AHWN LWKO/IbHbIX KAHUKYA U NPasAHUKOB. ITOT Npo-
€KT OKa3aicA BecbMa YCMelwHbIM, TaK Kak Bce npembepbl puabmos
YCTPaMBaNUCb CHaYaa Ha 60bLLIOM IKPAHE, @ MOTOM OHWM BK/OYANIUCD
B CETKY BellaHMA KaHana. KNHOXypHan, XoTa 1 ABNAETCA YCNELWHOW aK-
LMEN, HO BCE e Hesb3A He OTMETUTb €r0 KOMMEPYECKYHO COCTaBNAD-
wyto. Mo cyT™, OH BbINOAHAET peKkNamHble GYHKLMU MO OTHOLLEHUIO K
CaMOMYy KaHany, KOTOPbI ABAAETCA NAATHbIM.

C Apyroi CTOpPOHbI, CTPYKTYpa KypHana No3BOAAET NPMBAEKATb
3puTener K HepacKpyyeHHbIM, HEMO/b3YHOLWMMCA MNONYAAPHOCTHIO
NPOEeKTam 3a CYEeT TOro, YTO B NMPOrpamme NMPUCYTCTBYIOT CHOXKETbI ce-
pnanoB-xuToB. B pe3ynbrate NnonynapHble cepuu, NPUBAEKaa 3puTe-
Nnei B 3a/1bl, NOMOTatoT OKYMUTb 3aTPaTbl HA NPOU3BOACTBO MEHEE NOo-
NYNAPHbLIX MPOEKTOB.

ITOT NPOEKT umeeT Ho/bLIoe 3HAYEHME HE TONbKO A/1A Pa3BUTUA
OTEeYECTBEHHOM AaHMMALMOHHON MHAYCTPUM, TaK Kak crnocobctyeT
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BO3BpPALLEHNIO KOPOTKOMETPAXKHOM aHMMALMM B KMHO3abl, HO U Bbl-
MOJIHAET BAXKHYIO KyNbTYpHY0 OYHKUMIO. ManeHbKMe 3puTenn ctanm
NPUXOAUTb B KUHOTEATPbl, BO30OHOBUANCH AETCKME KMHOMOKA3bl, Ha-
Yyasia BO3POXKAATLCA KOMJIEKTMBHAA KyAbTypa CMOTPEHMA aHMMaLUK
Ha 60nblIOM 3KpaHe. A KaK U3BECTHO, COBPEMEHHOE NMPOoM3BOACTBO
aHMMaALMM BO MHOFOM ornpefenaetca KaHasom TpaHcaauuun. bonb-
IO 3KpaH TpebyeT MOBbIWEHMA KayecTBa CHMMAEMOM NPoayKLUuMK,
NOSTOMY BbIXOZ, OTEYECTBEHHOMW aHMMALMKN HA KMHO3KPaHbl HanpA-
MYIO MOB/IMAN KaK Ha TEXHUYECKUW, TaK U Ha XYAOMKECTBEHHbIN ypo-
BEHb CHUMAEMDbIX NIEHT.

MpoeKT «MynbT B KWHO», OTKPbIBAIOLLMIA HOBblE BO3MOMHOCTH,
nonyynn ogobpeHne co CTOPOHbI rocyaapcTBa B MOMEHT ero cTapTa.
Mo MHeHMIO ObiBLIErO ANPEKTOPA AenapTameHTa KMHemaTorpaduu
MuHucTepcTsa KynbTtypbl P® B. TenbHOBa, AaBLIErO BbICOKYIO OLLEHKY
NpoekTy, oH byaeT cnocobcTBOBaTH NPOTUBOAENCTBUIO 3aCU/Ibsi POC-
CUIMCKUX SKPAHOB rONINBYACKOM aHUMaUMEN.

OpHako, B cuay TOro, YTO BO3PACTHaA Kateropua KaHana «Mynbt»
— 370 3puTenu ot 1,5 go 6 net, KaHan CTaHOBUTCA NOLAAKOM TONbKO
ANA AeTCKoM aHuMaumu. Mo cyTu, KaHan «MynbT» ABNAETCA HEKOM anb-
TEePHATUBOWM KaHany «2x2». Ho Ha KaHane «2x2» npeacTaB/ieHa B OCHOB-
HOM 3apybeKHaa cepuanbHan aHMMaUMA, OTEYECTBEHHAA aHMMALMS,
npefHasHaYeHHaA He ANA MasleHbKMX 3puTesield, CHOBA OKa3blBaeTcA
BHE CMCTEMbI LLEHTPaNIM30BAHHOIO MOKa3a. 3T0 GopMUpyeT UCKaXKeH-
HOe NpeAcTaBieHMe O XapaKTepe COBPEMEHHOMN OTeYeCTBEHHOM aHUMa-
LMK, NPe3eHTYA ee Kak 061acTb cyrybo AeTCKOM 3KpaHHOM NPOAYKLMN.

Bnarofapsa KMHOXYypHany «MynbT B KUHO» Ha BonbluMe 3KpaHbl
TaK)Ke MonagaeT TONbKO AETCKas aHMMaLMA, Torga Kak Guabmbl Ans
MHbIX BO3PACTHbIX KaTEropun WAWM NEHTbl, TPAHCAALMA KOTOPbIX He
NAIaHUPYETCA HA KaHane « MynbT», No-NpexHemMy NpakTUYeckn Heao-
CTYMHbl OTEYECTBEHHOMY 3PUTENIO, 338 UCK/IOYEHMEM CMELNOKa30B U
KMHodecTmMBanem.

Henb3a He oTmMeTUTb, YTO NpeAnpUHMMAEMble FOCYLAapPCTBOM
Mepbl MO CTUMY/IMPOBAHUIO Pa3BUTUSA OTEYECTBEHHOIO AETCKOro Te-
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NneBeLaHna 4ann cBou NONOXUTENbHbIe pe3ynbTaTthl. Hapaay ¢ KaHa-
namu «Kapycenb» n « MynbT», NOABUAUCL Apyrue AeTCKMUe KaHasbl,
Takue Kak «[eTckuin mup», «Pagoctb moa», «AeTckuinm, «Pbixxun»,
«Coto3sMynbTdpunom», «Epanalu», a TakKe KaHan 4s1a ceMelHoro npo-
cmotpa «Disney» n «Tijin. PaccmatpmBana CeTKy BelaHUA 3TUX KaHa-
N10B, MOYKHO OTMETUTb AOMUHUPOBAHME AaHUMALLMOHHOMN NPOAYKLMK
MO OTHOLLEHMUIO K OCTaNbHbIM NPOrpaMmmam, Npu 3TOM KaHanbl aena-
0T CTAaBKY Ha My/nbTCepuasibl B Ka4eCcTBe OCHOBHOIO KOHTeHTa [14, c.
225, c. 229, c. 231]. B 2014 r. Ha KaHane «Kapycenb» B bygHue aHU
06beM aHMMaUMOHHOW NpoayKkuuun coctasnan 71% ot obuero Bpe-
MEHM BEeLaHNA, U3 HUX 66% 3aHMMaNN MyabTcepun/cepmnanbl n 5% —
KOPOTKOMETPAXKHaA M NoJIHOMETPaXKHasA aHnmauma [14, c. 227]. B BbI-
XO4Hble AHW A0 aHUMALMOHHOW NPOAYKL MM Ha KaHane «Kapycenb»
HblNa HECKONIbKO HUMKE U cocTaBnsANa 52%, NPy 3TOM 3HAYUTENBHO CO-
KpaLlanca npoueHT mynbrcepuanos 0o 25%, Toraa Kak gona nosHo-
METPaXKHOM N KOPOTKOMETPAXKHON aHMMaLMK Bo3pacTana 4o 27%.

AHanoruyHaa cuTyaums bbina Ha KaHane «JeTtckuii». B byaHue
AHW 8ONSA aHMMALMOHHON NPOAYKLMM OT 0b6LLero BelLaHns cocTas-
nana 82%, npu aTom 73% 3aHMMaNM aHUMAUUNOHHbIE cepuanbl U 9%
— OCTasibHas aHMMauuA. B BbixogHble AHM 0BLWMIA NPOLEHT aHMMa-
LUWKM TOIbKO BO3PACTa/l, MPU COXPAaHEHUWU LOAU CepPUaNbHON NPOAYK-
LUK OH yBenmumnsanca o 15%. C yyueTom g0 KOPOTKOMETPAXKHOW U
NONHOMETPAXKHOW aHMMaUmK, obLWMit 06BbEM aHMMALLMOHHOTO Tene-
BellaHMA Ha KaHane coctasnan 88%. Ha kaHane «Disney» cutyaums
6bl/1la HECKONBbKO MHOW. B ByaHWe AHW [0NAa aHUMALWMOHHOM NPoAayK-
unn coctasnana scero 41%, npu sTom oHa Hblna NpeacTaBieHa UC-
KAOYUTENBHO aHUMAULMOHHBIMKM Cepuanamu. B BbIxogHble AHU 06-
MM NPOLLEHT aHMMALUMM YBENMUNBANCA U A0XOAMN A0 65%, Npy 3TOM
NPOUCXOAMU/IO YBEIMYEHNE MPOLEHTHOTO COOTHOLIEHMA aHUMALMOH-
HbIX cepuanos [0 57%, a TakKe NOABAANNCH B CETKe BELLLaHWUA NOHO-
MeTpaKHble M KOPOTKOMeTpaxKHble duabmbl. Ha nx gonto yxoanno B
cpeaHem oKos10 8% OT 06LLero sKpaHHOrO BPEMEHM.

B Hauane 2018 roga KONMYECTBO BPEMEHMU, OTBOAMMOIO aHMMa-
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UMM Ha KaHanax «Kapycenb», « JeTCKUin», TONbKO BO3pOcCao. Ha KaHane
«Kapycenb» B byaHWe AHM 06bem MynbTNPOAYKUUKN cocTaBnan 77% ot
06LLEero BpemeHm BellaHna, U3 HUX 74% 3aHUMaloT mynstcepumn/cepu-
anbl N 3% — KOPOTKOMETPAXKHaA U NOJTHOMETPAXKHAA aHUMALMA.

MNpuBeAeHHblE AaHHbIE OEMOHCTPUPYIOT, YTO aHMMALMA Ha Co-
BPEMEHHOM POCCUINCKOM TefieaKkpaHe npeacTaB/iieHa rNaBHbIM 06-
pa3om npoayKumen, npeaHasHaYeHHOW gns aeTckoro 3putens. Mpu-
yem B HO/IbLLUMHCTBE CBOEM OHAa OPUEHTMPOBaHa Ha geten Ao 12 ner,
NPEMMYLLLECTBEHHO AOLWKONbHUKOB, NPOBOAAWMX Y 3KpaHa bonblue
BPEMEHMU, YEM AETU CpeaHEN LWKObI, KOTOPbIE CaMU YyKe MoryT pop-
MUPOBaTb NPOrpammy CBOEro CMOTPEHUA, UCNONb3YA ANA 3TOr0 He
CTO/IbKO TeNeKaHabl, KOTOPble, K COXaJIeHUto, NOKa He MoryT npea-
CTaBUTb UM anbTepHaTMBbI ANA Bblibopa, a UHTepHeT. B pesynbtaTe
NPOUCXOAUT He TO/IbKO NOTepsA NOAPOCTKOBOM WM HOHOLIECKOW ayan-
TOPUU TEIECMOTPEHUA, HO U NEPEKoYeHne 3puTenda C oTevyecTBeH-
HOWM NPOAYKLMM HA NPOAYKLMIO MHOCTPAHHOIO NPOM3BOACTBA, TaK Kak
ONA JAHHOM BO3PACTHOM KaTeropum otevyecTBeHHas MHAYCTPMA NOKa
MaNo YTO MOXKET NPeanoXunTb. ECIM BbINYCK NONIHOMETPAXKHbIX NEHT
OoTeyeCcTBEHHble aHMMATOPbI MbITAOTCA OCBOUTb, TO aHMMALMOHHbIX
cepmanoB gnfa NogpoCTKOBO-IOHOLLECKOro 3puUTensa NokKa He co3aaHo.
XOTA NONbITKM OCBOUTbL 3TO NPOCTPAHCTBO NpeAnpuHumatoTca. Ctyaua
«MapoBo3» Hayana BbINyck cepun «fepon dHBENNA», NpeaHa3HAYEeH-
HYIO 418 NPeanoapoCcTKoBol ayamuTopun (8-13 nert).

CoBpemeHHOe aeTcKkoe TenesnaeHne NpUHMMaeT akTUBHOE yya-
CTUe B TOM, YTOObl aHMMaLMA Oblla HEOTbEMAEMOM YacTbio COBpe-
MEHHOro POCCUMCKOro AEeTCTBa, NPM 3TOM €l 0TBOAMTCA He TONbKO
[0CcyroBoe, HO M 0bpa3oBaTesibHOE BpemA. ITO CBA3AHO C Tem, YTO
Hapsaay C pa3BfieKkatenbHbiIMU GUAbMamMu B 061acTn CepUMHON aHK-
MaLMW CTaNM NoABNSATLCA 0bpa3oBaTesibHble, pa3BMBatoLLIME UK MNO-
3HaBaTe/IbHble aHMMALMOHHbIE MPOEKTbl, TaKMe KaK «CmelapuKu:
NUH-KoA», KPUKCUKMY, «YPOKU TETYLLIKU COBbI», «JoKTOp MallnHKO-
Ba» U Ap.

MepenomHbIM FroAoM A1A aHMMALMOHHOM MHAycTpum ctan 2005-

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 137 THE ART AND SCIENCE OF TELEVISION



1, Korga HaAMeTUIOCb YBEIMYEHUWE BbINMYCKAaeMOM Ha SKpaHbl NPOAYK-
unn. 1Byma rogamv paHee Ha 3KpaHbl BblWesa NepBbli POCCUIACKUI
NONIHOMETPAXKHbIN Puabm «Kapank Hoc», cHATLIN Ha cTyaumn «Menb-
HULUAa» npu nogaepxke komnaHuu C. CenbaHoBa «CTB». ITOT puabm
6b11 NPOBHOM NaCTOYKOM, ero ycnex 6bi1 3akpenneH dunbmom «Ane-
wa MNonosuy u TyrapuH 3meii», CTaBLUMM NEPBbLIM B LiMKAE NOAHOME-
TPa*KHbIX KapTMH Npo boraTtbipei.

OpueHTauma Ha NONIHOMETPAXKHbIe NPOEKTbl 03HaMeHOBafa BO3-
POXAEHNE POCCUMNCKON aHUMALLMOHHON MHAYCTPUU. PUAbMbI @HHOTO
dopmaTa BEPHY/NM OTEYECTBEHHYIO aHMMALMIO B LUMPOKUIA KMHOTea-
TpanbHbIM NPoKaT. OCHOBHOM YNOpP NPW BbINYCKe AaHHbIX IEHT Aenancs
Ha A,eTcKoro 3puTens, XoTa dunbmbl cTyaumn «MenbHuLa» umetoT 6onee
LUMPOKYIO BO3PACTHYIO ayAMTOPMIO U MOTYT PAcCMaTPMBATLCA KaK ce-
MelHoe KuHo. MNepexod Ha HoBbIM dopmaT cnocobCcTBOBaN paclumpe-
HUIO MPOKATHbIX BO3MOXHOCTEN, GUIbMbI MOMKHO ObIJIO AEMOHCTPUPO-
BaTb HE TO/IbKO B YTPEHHWUE U AHEBHbIE Yacbl, HO U B BEYEpPHEE BPEMS.
3T0 NoBbICMNO KaccoBble cbopbl. B pesynbraTe NnpogymaHHOW NOAUTK-
KM W KayecTBEHHOW aHMmaumn ¢paHwmza «boraTblipn» cTana cambim
ycnewHbIM KNHOMPOEKTOM POCCUMIACKON aHMMauun. K coxkaneHuto, sTot
ycnex — BHYTPUHALMOHANbHBIN U O BbIXOAE Ha MeXAyHapOAHbIN Pbl-
HOK NMONHOMETPAXKHOM aHMMALMM MOKa roBOPUTL He npuxoautcsa. Ho
TO, YTO He yAanochb CTyAmMn «MenbHULA», NbITaeTCA OCYLLECTBUTL KOM-
naHusa «Wizart Animation» c npoektamm « CHeXKHO KOPOEBbI».

OTeyecTBEHHblE aHMMATOPbI TaK U HE HAYYMUAUCH CO34aBaTb KOM-
MEpPYECKM YCMeLHbIA NPOAYKT, CNOCOOHOM oTBEYaTb 3anpocam nog-
POCTKOBOWM M HOHOLIECKON ayauTOopmn. BbiNycK NpoayKumMu Ans 3Ton
KaTeropumu 3putenen cumtaetca Hambonee cnoKHbIM. B nocnegHue
rofbl NpeanpPUHMManMCb NONbITKU CO34aHMA NOA0OHbIX eHT («KHA3b
Bnagumup», «Ky! KuH-g3a-a3a», «lodmaHuaHa»), HO MX KpaiHe
Masio, U OHM TepAtoTcA B 06LWEeM NOTOKe GUIbMOB.

BbixoZ M3 3TOr0 KPM3MCHOFO COCTOAHMA W HA4Yano ABUMKEHMA B
CTOPOHY MONOXKUTENIbHOM AMHAMUKM BblN CBA3AH C NPUHATUEM pALa
NPOrpamm, HanmpaBAEHHbIX HA MOAAEPXKKY oTpacau. Hauano stomy
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NONOXKMNA BCTPEYA MITPOB OTEYECTBEHHOM aHMMATOPOB C Npembep-
muHucTpom B.B. MyTuHbIM, npowegwana 28 utoHa 2011 r. OHa cTana
BO3MOXHa Moc/sie ABYX OTKPbITbIX MMCEM, HanpaBaeHHbIX B agpec Mpe-
3ngeHTa PO [1.A. MeageaeBa u npembep-muHnctpa B.B. MNyTtnHa. Joro-
BOPEHHOCTU, MPUHATbIE Ha BCTpeYe, 4ann UMNYNbC PAa3BUTUIO OTPACW.
B ee npegpsepun 14 noHa 2011 r. Ha 3acegaHumn npesunanyma lNpasu-
Tenoctea PP B.B. lMyTWH 3asBKMA 0 HamepeHWUn pa3obpaTbea B Npobne-
Max POCCUICKOrO aHMMALLMOHHOMO KMHO M PacCMOTPETb BONPOCHI MO
€ro noagepKke. B xone BcTpeun pelweHo Obl1o yBennunUTb GUHAHCK-
poBaHWe aHMMaumK. K 3annaHnpoBaHHbIM 257 MaH. pybneit BblAennTb
pononHuTtensHo 500 maH. pybnei, a B cneaytowem, 2012 r. dpuHaHcK-
poBaHWe A0MKHO Oblno yBennuntbes fo 1,5 mapg pybneir. Mpuyem
B.B. MNyTH BO Bpema BCTpeUn NoAYepKHY, YTO 3TU CPeaCcTBa AOMKHbI
NOMTU Ha GUHAHCUPOBAHMUSA AETCKOr0 aHUMALMOHHOTO KUHO [4].

B pesynbraTte gmanora lNpasutenbcrsa ¢ NPeAcTaBUTENAMM aHU-
Mauumn bblna paspaboTaHa KOMMIEKCHaA Mporpamma passuTMA OT-
€4YeCTBEHHOM aHMMauMKn W CcoaeincTBMA NobOMpPOBaHUIO rocyaap-
CTBEHHOrO PUHAHCMpPOBaHMA oTpacaun. [ocyaapcTBEHHAA NoALEpPKKa
aHMMaLMM OCYLLECTBAAETCA B HECKONbKUX HanpasaeHuAxX: pa3pabot-
Ka 3aKOHOB U deaepasibHbIX aKTOB, PErYINPYIOLLUX NPAaBOOTHOLLEHMA
B ayamoBusyanbHou cdepe; GMHaHCOBAA NogaepHKa aHMMaLMOHHO-
ro NPOW3BOACTBA, KNHOMPOKATa U KMHOMOKa3a, a TakKe KuHodecTu-
Ba/fieil; rocyfapcTBeHHas NoALepKa COBMECTHOTO MpPOM3BOACTBA.
Bce aHMMaUMOHHbIe CTyaMK B Poccumn Noay4ymMnm BO3MOXHOCTb rocy-
AapcTBEHHOro GUMHAHCMPOBAHMA 3a CYET NpAMbIX cybcuamii n bec-
NPOLEHTHbIX 3alMMoB M3 «PoHaa KMHO». MNoaasnstowiee 6ONbLWNH-
CTBO @aHMMALMOHHbIX KOPOTKOMETPAXKHbIX GUABbMOB CHUMAETCA NpU
noggep*kke MuHuctepctea Kynbtypbl P®D. TaKyto e noaaeprKKy, HO
B MIHOM 0bObeme, NOMYYatoT U CTYAMMU, NPOU3BOAALLME NOTHOMETPANK-
HYIO 1 CepUanbHy0 aHMmaumto. B nepunog ¢ 2013 no 2016 r. rocnoa-
OeprKKa bblna OKazaHa Npom3BoacTBy 260 aHMMALMOHHbIX MPOEKTOB.
CornacHo 3KcNepTHbIM OUEHKam 3a nocnegHue NATb NeT pas3BuTue
AHMMALMOHHON UHAYCTPUN AEMOHCTPUPYET CTabUbHbIN POCT, KOTO-
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Pblli eXKEerofHo cocTaBnneT nopagKka 12% [15].

MpopblBOM A5 COBPEMEHHOW POCCUNCKON aHUMAL MK CTan pery-
NAPHBIA BbINYCK CEPUANbHOM NPOAYKLUMN B KOMMEPYECKMX MacLuTa-
6ax, TpaAMLMOHHO OPUEHTUPOBAHHOM HA AETCKOro 3puTensa. Cambimu
nNonynApHbIMU OTeYeCTBEHHbIMM CepuaiamMu, CyMeBLLUMMK 3aBOEBaTb
noboBb Kak Ha PoauHe, TaK M 3a pybeom, NOKOPUTb TENEBU3UNOH-
Hble U NIHTepHeT-KaHanbl, cTann «Mawa n megseab», «Cmewwapukn»,
«Mu-Mun-mumwkm» n « OUKCMKN». UMeHHO 3TU NPOEeKTbl, HapALy C Ta-
KMMU NPOeKTaMM Kak «[lepeBAwkun», «JleTaowme 3sepu», «bymax-
Kn», «Tuma n Toma», «CKazouHbI NaTpynb», «Jleo n Tur», bopmmpy-
0T 06pa3 pPOCCUMCKOM aHUMaLUMK BToporo decatunetua XXI BeKa Ha
MeXAYyHapoAHOM MeAMapbiHKe Ny OTeYeCTBEHHOrO 3puTens.

3a nocnegHue rogpl PasBUTME aHUMALMOHHOW OTPAC/M NOKa3blBa-
eT cTabunbHyto aMHamuky. C 2011 r. oTmeyvaeTcsa yBeandyeHne obbema
CHATOM NPOAYKUMU C 3 TbICAY MUHYT A0 4 Tbicay 200 MUHYT B rof, BbIpoC-
no Konnyectso ctyamit ¢ 30 go 50. MpounsoLen KauecTBeHHbI CKa4YoK B
3KCnopTe OTeYyecTBEHHOM aHMMaumn. Ecam B 2011 r. OHa NpaKTUYECKU
He 3KcnopTupoBanack, To 8 2016-m ee skcnopT npesbicun 2,4 muanmap-
na pybneii. Kpome Toro, B nocneaHue rogsl (2014-2018) Ha MIPJunior,
PbIHKe-CNYTHWKE [MABHOIO U KPYMHENWero MexayHapoaHOro pbliHKA
TeNeBU3UOHHOTO U UMPPOBOro pasBsieKkaTelbHOro KoHTeHTa MIPCOM,
perynAapHoO NpeacTaBAAeTCcA POCCUMCKAA aHMMALMOHHAA MPOoAyKUMA.
Mo cnosam A. MoaecToBoi, reHepasbHOrO ANPEKTOPA KOMMAHUN «DKC-
NMOKOHTEHT» (oduLManbHoro npeacrasmTens B Poccun, YkpanHe n CHI
KomnaHum REED MIDEM — opraHu3satopa KaHHCKUX MeXAyHApOaHbIX
PbIHKOB ayAnoBM3yanbHOro KoHTeHTa MIPCOM, MIPJunior, MIPTV,
MIPFormats, MIPDoc v ap.), cam ¢paKT BKAKOUYEHUA POCCUIACKON aHUMa-
LMOHHOW MpoayKuMn B NPOrpammy nokasos pbiHKa MIPJunior umeet
ANS Hawen MHAYCTPUM PEBONIOLMOHHOE 3HaveHme [16].

Bkntovasa B nporpammy nokasoB POCCUINCKUIA KOHTEHT, ANPEKTOP
pbiHKa MIPJunior J1. CMuUT, OTMETMA], YTO A8 HUX ObINIO BaXKHO He
TO/IbKO BbICOKas CTeneHb OPUrMHANbHOCTU NPeacTaBaAAeMOn NPOoaYyK-
LUK, HO M TO, YTO OHA NPOM3BEAEHA B CTPAHe, OTKPbIBAOLLEN HOBblE
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BO3MOHOCTM B chepe AeTCKOro aHMMaLMOHHOIO KOHTEHTA.

Mo MHEHMIO POCCUMCKUX 3KCNEPTOB MHAYCTPUWU Pa3BEYEHUN,
MMEHHO aHMMaLMA ABNAETCA CErof4HA CaMblM NPOAABAEMbIM OT-
eyecTBeHHbIM Meamanpoayktom. CornacHo MHeEHWIo npepacepartens
npasneHusa KmHoctyamm «CotoamynbTdunom» 0. CnawieBol, oteve-
CTBEHHAA aHMMAUMA aKTUBHO 3aBOEBbIBAET HE TO/NbKO MeXAyHa-
poAHble PbIHKK, HO U Ha BHYTPEHHEM PbIHKE 3a NociegHue cemb net
CNpOC Ha OTeYecTBEHHYIO NPOAYKLMIO Bblpoc 6onee Yem B Tpu pasa u
3TOT pocT npogokaetca [17]. ITn AaHHble NO3BOAAIOT BONbLLUMHCTBY
AHANIMTUKOB KOHCTAaTUPOBaTb, YTO KPU3MC, B KOTOPOM aHMMALMOHHaA
NHAYCTpMA npebbisana B 1990-e 1 B Havane 2000-x rr., NpeosoneH,
HameyeHa TeHAeHUMA yBepeHHoro pocta. OgHaKo oA coxpaHeHusA
[OCTUTHYTbIX YCNEXOB U YBE/IMYEHUA NPOU3BOACTBA HEOOX0AMMO A0-
noNHUTeNbHOEe GUHAHCUMPOBAHUE OTPACN U BHECEHME U3MEHEHUI B
3aKoHoAaTenbHyto 6a3y. OTpacib NO-NPEeXKHEMY UCMbITbIBAET MHOMO
npobnem. Cpean HUX — HexBaTKa TENEBU3MOHHbBIX NAOWAMA0K, HU3-
Kan 3aMHTepecoBaHHOCTb KaHa 0B B OTeYeCTBEHHOM aHUMALMOHHOM
KOHTEHTE, YTO BblpaxKaeTcA B HU3KOW 3aKyno4HOM CTOMMOCTMU, KOTO-
pan He MOKeT MOKPbITb 3aTPaTbl HA NPOM3BOACTBO, a TakKe abcontoT-
Has 3aBMCUMMOCTb OTPAC/IM OT UMMOPTHOTO NPOrpammHoro obecneve-
HWA, HEXBATKa CNeLMaNMCTOB BTOPOro 3BeHa, Npobiema cueHapHoro
nopTdens, }KaHpoBasa orpaHUYeHHOCTb. MNpobaembl ocTatoTca U B 06-
nactn GMHaAHCUpPoBaHUA. U He BCe M3 UTPOKOB PbIHKA CTOJ/Ib ONTUMM-
CTUYHbI B Pa3BuUTMKN oTpacau, Kak t0. Chawesa. Mo mHeHuto A. lepa-
CMMOBaA, rnaBbl OTKPbLITOrO POCCUICKOro dpecTuBana aHMMaLMOHHOIO
KuHo B Cy3pane n gupekTopa KomnaHum «Mactep-duabm», «Henb3a
CKasaTb, YTO NocneHMe HECKOIbKO JIET KapANUHANbHO U3SMEHUAN CU-
TyauMio, HO Mbl 3aMeYaeM, YTO OHa CYLLECTBEHHO MEHAETCA B y4LLYIO
CTOPOHY... Mbl HabAtogaemM pasBUTUE UHAYCTPUUN, KOTOPOE OCOBEHHO
3aMEeTHO B ABYX CErMEHTAaX — MOJIHbIA METP U aHMMALMOHHbIe ce-
punanbi». [18] C C. lfepacumoBbim cornacHa U A. JIyHbKOBa, UCNONHU-
TenbHbIV npogtocep cTyamm «Cotoamynstdunbm». Moguepkusasn, 4To
rocygapcrteeHHoe GUHaHCMpPOBaHME B NOC/NeAHME oAbl BbloenaeTca
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CTabWNbHO, OHA OTMEYAET, YTO ero No-npexHeMy HeLOCTaTOYHO, OCO-
H6eHHO 3TO KacaeTcsA Taknx obnacTen oTpacan, Kak A4ebHTHON U KopoT-
KOMETPAXKHOM aBTOPCKOMN aHMMaumm [18].

Henb3sa He OTMETUTB, YTO AOCTUTHYTbIE yCNeXM B OTPACAW CBA3aHbI
C NOCTOAHHBIM BHMMaHWEM K HEWN CO CTOPOHbI rocyaapcTtsea. Berpeum
AHMMATOPOB C NPeACTaBUTENAMM BNACTU HA CaMbIX PA3HbIX YPOBHAX
npuobpeTatoT perynapHbin xapaktep. B mae 2017 r. rnasa rocyaap-
ctBa B.B. MyTWH B o4epesHOM pa3 BCTPETUACA C NpeacTaBUTENAMMU
BEAYLLMX aHMMALMOHHBIX CTYAMW. Pe3ynbTaTtom 3TON BCTpeYn cTana
noaAep’KKa MHULMATUBbI NO 0CNabNeHNI0 HANIOTOBOM HArpPy3KKU U Bbl-
AeneHuve oTpac/am A0NOAHUTENbHOIO GUHAHCMPOBAHUA U3 Pe3epPBHO-
ro doHaa npesngeHTa. O4HAKO AaKe 3Ta CYMMa He CMOMKET peLnTb
nmetowmeca npobnemol PUHaHCMPOBaHMA oTpacau. Mo cnosam reHe-
pasibHOro npoAatocepa rpynnbl KOomnaHui «Pukmu» W. Monosa, B 2017
r. obwmii 06bem NoaaepKKnM aHMMaL MM coctaBma nopsagka 800 mun-
NIMOHOB pybiei, YTo ABNAETCA OAHOWN YETBEPTHIO 3aTPAT Ha NPOU3BOA-
ctBo B CLUA mynbtdmnbma «lpek»» [19]. Ho malickas BcTpeya Aana
UMMYNbC NPUHATUIO AaNbHENLLMX Mep, HanPaBAEHHbIX HA NOAAEPKKY
AHUMALMOHHOM MHAYCTPUU U aHUMALMK KaK OAHOIO M3 COUMANbHbIX
N KYNIbTYPHbIX MHCTUTYTOB.

CrabunbHoOe pasBUTME aHUMALMW KaK OTPaACaM UHAYCTPUM pas-
BN€YEHWA, OPUEHTUPOBAHHOMN HE TONIbKO Ha BHYTPEHHWI PbIHOK, HO
M Ha 3KCMOPT, AeNaeT ee NPUBAEKATENbHOW A4 SKOHOMUKKU. Te pe-
3y/NbTaTbl, KOTOPAA OHAa AEMOHCTPUpPYeT B MOcCAedHue roabl, CTanu
BO3MOMHbI B NEPBYH0 o4epesb 3a CYET CerMeHTA AETCKON NPOAYKLUW.
Mpu3HaBasA ycnewHoCcTb OTEYEeCTBEHHOW aHUMALMK, BULLE-NPEMbEP
P® Onbra lonoagel, Bo Bpems MNeTepbyprckoro mexxayHapoaHoro 3Ko-
Homu4yeckoro Gopyma 3afaBuaa 0 TOM, YTO FrOCyAapcTBo byaeT NPUHK-
MaTb AaNbHENLINE YCUAKA, HanpaBaeHHble Ha ee NnogaepaHue [20].
Taknm obpasom, B3aTbI BEKTOP Ha pa3BUTUE COBPEMEHHOM POCCUMn-
CKOM aHMMaALLMM KaK 061acTU AETCKOro KMHO TONbKO JINLLb YKPEmnUTCA.
Ho Bce ke ocTaeTcA HafexAaa, YTo 3TO pPa3BUTME He NPUMET 0aHO060-
KM XapaKTep U MOXHO OyaeT roBOPUTb O AOCTUMKEHUAX U B APYIUX
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o0bnacTax oTe4ecTBEHHOM aHMMaUMu.

3AK/TIOMEHUE

PasBuTHe OTeYEeCTBEHHOW aHUMALMOHHOW MHAYCTPUN UMEET Ly-
KAMYECKMI XapaKTep. B Hem HabaoaatoTcA nepmoabl CTarHaLmMm U ak-
TUBHOTIO Pa3BUTUA.

B nepuoabl cTarHauum LOMUHUPYIOWUMM CTAHOBUTCA aHMMALLMA
aBTopcKan, dectMBanbHasa. YacTo 3Ta aHMMAUMA UMEET 3AUTAPHbIN
XapaKTep, 3HAKOMCTBO C Hel MPOUCXOLMT He B LLMPOKOM MPOKaTe, a,
KaK NpaBuio, B paMkax pecTtMBanei, cneumanbHbiX CMOTPOB, XyAo0-
YKECTBEHHbIX MepPONPUATUIA. B 6ONbLUMHCTBE CBOEM OHA OPUEHTUPO-
BaHa Ha B3pOC/IOro 3putena. B nepmoabl cTarHaumMm B passuTMm aHu-
MaLMOHHOW MHAYCTPUM B CAMOW aHMMaALMN MPOUCXOLAT CepPbesHble
npeobpasoBaHus B 06/1acT 0OHOBMEHUA BbIPA3UTENbHbIX CPEACTS,
nosABAEHUS N anpobMpoBaHMA HOBbIX TEXHONOTMI, AaKTUBHOIO NOMUCKA
HOBbIX M PaCLUMPEHUA UMEIOLLUXCA KAHPOBO-TEMATUYECKUX HAMNpPaB-
NneHwi. Mepuoabl CTarHauMmM B pa3BUTUN aHUMALMOHHOW UHAYCTPUN
NPUXOAATCA Ha BPEMSA COLMOKYNbTYPHbIX Npeobpa3oBaHuii B 06Le-
CTBE M 3KOHOMMYECKUX pedopm. B 3TOT neprog NponcxoanT HEYKIOH-
HOe COKpallleHne aHMMALMOHHOIO NPOoM3BOACTBa, obopaunsatoLlee-
CA TEXHO/IOTMYECKMM OTCTaBaHMEM OT 0BLLEMMPOBOM aHUMALMOHHOW
nHaycTpun. Ho npu aTom HabarogaeTca cTuaeBas BapMaTUBHOCTb, NO-
fB/IeHNE MHHOBALMOHHbIX PpopMm.

[na nepnonos akTMBHOMO PasBUTUA aHUMALMOHHOW MHAYCTPUK
NPUOPUTETHBIM CTAHOBUTCA obpalleHuMe K aHUMMALWUWU, OPUEHTUPO-
BAHHOM Ha MAacCOBOro NoTpebuTens — AETCKOro 3putens. Bbinycka-
emas B 3TM Nepuoabl aHMMALMA OPUEHTUPYETCA Ha TPALMLMOHHbIE,
NHAYCTPUabHble cNocobbl CO34aHUA IKPAHHbIX NPOU3BEAEHUN.

Mepuoapbl aKTUBHOFO Pa3BUTUA aHUMALLMOHHOM MHAYCTPUM COBMaA-
[3atoT C Nepuogamm cTabunbHOro SKOHOMMUYECKOTO Pa3BUTUA U YCTOW-
4YMBOM coLMaANbHOM cucTeMbl, BNAroNpPUATHOM MAKPOIKOHOMUYECKON
CUTyaLMK, NO3BONAIOWEN OCYLIECTBAATL [LOArOCPOYHbIE MPOEKTbl. B
3TO Bpems AN aHUMALMOHHON MHAYCTPUM CTAaHOBUTCA XapaKTEPHbIM
3KCMAyaTauMsa OnpeseeHHbIX TEMATUYECKMX HanpaBiAeHUH, Bblaens-
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HOTCA MPUOPUTETHBIE XKaHPbI, BblPabaTbIBAOTCA M 3aKPENAAOTCA XyL0-
¥ecTBeHHble npuembl. Bce 310 NpMBOAUT K GOPMMPOBAHUIO CTUNEBOTO
€[MHCTBa, BO3HUKHOBEHUIO XYAO0MeCTBEHHbIX CTaH4apToB. K coxane-
HUO, UX GOPMMPOBAHME MOMKET OMNPEAENATbCA HE XYOO0XMEeCTBEHHO-
3CTETUYECKMMM 3aKOHAMW, a KOMMEPYECKOW LLenecoobpasHOCTbIO.
B 3T1 nepuoabl HabntogaeTcs BbICTPanBaHUE MHAYCTPUANBHON cUCTe-
Mbl NPOWU3BOACTBA C TAFOTEHMEM K YKPYMHEHMUIO CTYAMMHbBIX MPOU3-
BOACTB M MACCOBbIM Mepexofom Ha WUX HOBble MEeTOoAbl, MPOUCXoauT
BbIpaboTKa HOBbIX CUCTEM U MPUHLLMMNOB NPOKaTa, OCBOEHWE HOBbIX Ka-
HaNoB TpaHCNALMU. POCT aHMMALMOHHOIO NPOMU3BOACTBA NPOUCXOAUT
KakAbIM pa3 3a cyeT nepexosa Ha CoBpemeHHble, bonee sKOHOMMYE-
CKU NPOAYyKTUBHbIE TexHonoruu. Tak B cepeanHe 1930-x rr. 370 ocyLe-
CTBU/IOCb 3@ CYET CO34aHUA KPYMHOro cneLuann3npoBaHHOro LLEeHTpa
C OpUeHTauMen Ha KOHBeNepHbI MeToA NPON3BOACTBA U LeNyNoua-
Hylo TexHonoruio. B cepeguHe 1960-x rr. UMNYAbCOM K Pa3BUTUIO aHU-
MaLMOHHOW MHAYCTPUM CTAN0 NOABNEHME HOBbIX KAHA0B TPAHCAALMM,
a UMEHHO: TenesnaeHuA. B pesynstate nponcxoauT aeueHTpanusauma
AHMMALMOHHOrO NPOU3BOACTBA, NOABAAIOTCA HOBbIE CTYAMU, TaKNE KaK
«TBopuyeckoe obbeanHeHue IKpaH», «lepmb TeNeueHTpP», NPU3BaH-
Hble YBE/IMYUTb BbIMYCK 3KPAaHHOM NpoAyKUMM.

B HOBOW poCCUINCKOM aHMMALLMKN Pa3BUTME aHUMALMOHHOW UHAY-
CTPUU NPOUCXOANT 33 CYET BO3SHUKHOBEHMA U POCTa YMC/a HE3aBUCK-
MbIX CTYAuI, obecneymBatoLLmMX KOHKYPEHTHYIO Cpesly Ha pblHKE, U B
pa3BUTUM KOMMeEpPYECKMX GOpPM MPOM3BOACTBA U NPOKATA, A TAKXKe B
nepexoae Ha Lupposble cnocobbl co3gaHna Guabmos, crneactTemem
Yyero ABMNOCb COKPaLLeHUe nsgepKek Ha NPoM3BoACTBO. ITa TeHAEH-
LMA CTana OTYET/IMBO 3aMETHA B OTEYECTBEHHOM aHMMALMOHHOMN MH-
ayctpun sToporo gecatunetua XX| Beka, Korga npousowno cavmaHue
TeNeKaHanoB U NPOU3BOACTBEHHbIX LLEHTPOB. B pesynbtaTe TpaHC-
dbopmaummn metonoB M Gopm aHMMALMOHHOFO MPoM3BOACTBA Obe-
CMeymBaeTca POCT KOIMYECTBA 3KPAHHOM MpoAyKUMM (KONMYecTBo
CHMMAEMbIX 4acoB), MHTErpaums OTeYeCTBEHHON WMHAYCTPWMaNbHOWM
aHMMaLMK B 06LLEMUPOBYIO aHUMALMOHHYIO UHAYCTPUIO, 3aBOEBbI-
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BaAOTCA 3apyberKHble aHUMALMOHHbIE PbIHKMU.

B nepuopbl akTUBHOIO Pa3BUTUA MPOUCXOANT YBEINYEHME BbIMy-
CKaeMoW NpoayKuuu, nepeopmeHTaLma Ha UHble BO3PaCTHbIe KaTero-
pun. B 3TM nepuogbl aHMMALMOHHAA UHAYCTPUA OPUEHTUPYETCA Ha
[AETCKOro 3puTeNns Kak OCHOBHOrO MoTpebuTens co3gaBaemoro KoH-
TeHTa. Npuyem, No cpaBHEHUIO C NePUOAAaMMN aKTUBHOIO POCTa B aHU-
MaLUM COBETCKOM LIKOJIbI, 417 COBPEMEHHOM POCCUIACKON aHMMaLUK
XapaKTepHbIM CTAHOBUTCS KOMOJIOXKEHUEY» 3pUTENA. B aHMMaumu Ha-
6nt0gaeTca TEHAEHUMA OPUEHTALMN MPEUMYLLECTBEHHO Ha GUAbMbI
[AOLWKONBbHOIO M M1afLLIEero WKo/IbHOro Bo3pacTa.
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«JINLLO C IKPAHAY.
B YEM CEKPET NOMNYNAPHOCTHU
TOK-LLOY «BAYAb»?

AHHOTauuAa. B cTatbe aHanU3MpPyeTca OAHO M3 CaMbiX YCMELHbIX TOK-LIOoYy
poccuiickoro cermeHTa YouTube nocneaHux asyx net — «slyab», 31-net-
Hero CropTUBHOTO KYPHAANCTA U BbIBLLETO [MaBHOTO peAakTopa usgaHusa
Sports.ru, a HbIHe 3aMeCcTUTeNA ero reHepanbHOro AnpekTtopa, KOpua dyas.
Y 3TOro TOK-WOoy MHOTOMWAZIMOHHAA ayaUTOPUSA, KOTOPasA NPOAO/XKaeT CcTpe-
MuUTenbHo pacTu. K cepeamHe ceHTabpa 2018 r. ero KaHan umen cnegyoiine
nokasartenu: 6onee 3,7 MUANMOHOB NOANUCYMKOB M 6onee 360 MUNINOHOB
npocmoTpos. B nporpammax [yaa npUHUMAIOT y4acTe U3BECTHble pOCCUiA-
CKME NOMNTUKM, aKTepbl, My3blKaHTbl, BU3HECMEHDI, MPOAIOCEPDI, PEXKUCCE-
pbl, «3Be3abl» Youtube, Instagram u gp. JocTaTo4yHO Ha3BaTb UMEHA TONIbKO
HeKoTopbIx U3 HMX: KceHna Cobuak, Bnagumnp HupmnHosckuii, Anekcew Ha-
Ba/sbHbIN, Muxann Xognopkosckui, AnekcaHap PoaHAHCKUA, EBreHnin Ynu-
BapkuH, Oner TMHbKOB, Anekceil BeHeanKkTos, Bnagumup MosHep, Ceprei
LLHypos., AnekcaHap Hes3opos, fleonug, MapdeHos, CemeH Cnenakos u ap.
Takxke [yab ABNAETCA aBTOPOM HECKONbKUX AOKYMEHTaIbHbIX GUAbMOB, NOo-
CBALLEHHBIX, [N1aBHbIM 06pa3om, anoxe 1990-X IT. u ee reposiM — OT Y4aCTHU-
KOB YEeUYEeHCKMX BOMH 10 co3AaTesiel KyNbToBbIX KUHOKApTUH. Kak oTmeyvatoT
MeAMasKCnepTbl, Nepunog, « TMXuUX AeBAHOCTbIX» UMeeT ocoboe HocTanbrmye-
CKOe 3HayeHue BO BCeM ero npoekrte. PaccmatpusaloTcAa BOSMOXKHbIE NpuU-
YWMHbI HeobblYaltHOW MOMYNAPHOCTM 3TOro BMAE06/I0ra, YKas3blBAOTCA €ro

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 151 THE ART AND SCIENCE OF TELEVISION



0COBEHHOCTM, MPUBOAATCA MHEHUA O HEM M3BECTHbIX KypHanucTos (Onera
KawwuHa, IOpua CanpoikuHa, Cepresa JopeHKo). MpumeyaTensHo, 4To ponu-
Kun HOpua Lyas cobupatoT B pasbl 60/blie MPOCMOTPOB, YeM Y APYIUX OT-
eyecTBeHHbIX BUAE06/10repoB, MMEILMX NOPoW ropasao bonblue noanuc-
4YnkoB. OH6OCHOBBIBAETCA, YTO ycnex Woy «Byab» OTHIOAb HEC/YYAEH U YTO
OH OCHOBAH Ha YHWKa/IbHOM CoYeTaHMM paga GpakTopos.

Kniouesble cnosa: HOpuit yab, HoBble Mmeguna, MHTepBsblo, YouTube, 610-
repbl, Oner KawwH, KOpwuii CanpbikMH, BUAEO, TOK-LIOY, COLMA/bHbIE CETH,
WMHTEPHET-KypPHaINCTUKA.
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“A FACE FROM THE SCREEN”.
WHEREIN LIES THE SECRET OF THE
POPULARITY OF THE TALK SHOW “vDUD”?

Annotation. The article analyzes one of the most successful talk shows of
the Russian segment of YouTube of the last two years — “vDud,” hosted by
the 31-year-old sport journalist and previous editor-in-chief of the website
Sports.ru, and presently the assistant of its general director Yuri Dud. This talk
show has an audience of many millions of people which continues to grow.
Towards mid-September 2018 its channel had the following data: over 3,7
subscribers and over 360 million viewings. Numerous well-known Russian
politicians, actors, musicians, businessmen, producers, “stars” of YouTube
and Instagram, etc. participate in Dud’s programs. It suffices to mention the
names of only some of them: Ksenia Sobchak, Vladimir Zhirinovsky, Alexei
Navalny, Mikhail Khodorkovsky, Alexander Rodnyansky, Evgeny Chichvarkin,
Oleg Tinkov, Alexei Venediktov, Vladimir Posner, Sergei Shnurov, Alexander
Nevzorov, Leonid Parfyonov, Semyon Slepakov and others. Dud is also the
creator of several documentary films devoted primarily to the era of the
1990s and its heroes — from the participants of the Chechen wars to the
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creators of the quintessential motion picture. As media experts note, the
period of the “swashbuckling nineties” carries a special nostalgic meaning
in his entire project. Various reasons of the extraordinary popularity of this
video blog are examined, its peculiarities are indicated, opinions about it
of well-known journalists (Oleg Kashin, Yuri Saprykin, Sergei Dorenko) are
cited. It is noteworthy that Yuri Dud’s video gather exponentially more
viewings than other Russian video bloggers who frequently have much more
subscribers. It is substantiated that the success of the show “vDud” is hardly
an accidental occurrence and that it is based on a unique combination of
factors.

Keywords: Yuri Dud, new media, interviews, YouTube, bloggers, Oleg Kashin,
Yuri Saprykin, video, talk show, social networks, internet-journalism.

B cBoem nocnegHem NpoOrHo3e pa3BUTUA COUMANbHbIX Meama
B 2018-2019 rr. meaunaskcnept Uropb YybeHKo M Apyrve aHanu-
TMKK areHTcTBa Hello Blogger otmeTtnnm, 4yto Tonosble Instagram- u
YouTube-6norepsbl yxe «npuobpenn craTyc cenebputn, MHOTMe Ka-
Hanbl M aKKayHTbl 06poCAM KOMaHZAMM, CO34AOLWMMMN KOHTEHT Ha
NOCTOAHHOM OCHOBe. PyKoBoAUTENN APYrMX KaHaNoB AUCTPUBYLMU
KOHTeHTa, npexae scero TB n oHnanH-CMMU, npusHanm macwtabbl AB-
JIeHUA U ero BANAHME NOYTU HA BCe cdepbl X KU3HKU, OT NPOM3BOACTBA
N NPOAakM TOBAPOB A0 MOJIUTUKM U COUManbHbIX Hopm» [1]. Mo ux
AaHHbIM, B 2018 r. 3aTpaThbl Ha peknamy B 6aorochepe A0NKHbI CO-
cTaBUTb Nopsaka 10 mapa pybneid. Bcero e Ha pblHOK boniee-meHee
OLLYTMMO BAUAIOT OKO0 12 TbICAY PYCCKOA3bIYHbIX 6/10repoB.

CornacHo uccneposanuio komnaHmu Cisco, K 2019 r. yxxe 80%
MWPOBOro MHTEPHET-TpadmKa cocTaBuT BUAEO [2]. KOHKypeHLmA cpe-
An BuaeobaorepoB YpesBbluaiiHO BbICOKA, U BblAEIUTLCA Ha 0bLLem
¢doHe HenpocTo. B nccnegosaHuu npodeccopa YHMBepcuTeTa npu-
KnagHbix Hayk OddeHbypra Matnaca baptnsa, onybivMkoBaHHOM B
KoHue deBpans 2018 r. B Bloomberg, coobuuiaeTcs, 4to KaxKablii Tpe-
TUI COBpPeMeHHbI BpUTaHCKMIA pebeHOK B Bo3pacTe oT 6 go 17 net
xo4yeT paboTtatb YouTube-610repom. 3To YMC/I0 B TpM pasa NpeBbilla-
€T KOJIMYECTBO AeTel, KoTopble XOTAT CTaTb Bpayamu. Kak oTmeyatot
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3KCnepTbl, UeNb MONOAbIX N0AEN — CTaTb Cynep3Be3gamu 3a cyet
6bicTpo nonynapHoctn B MIHTepHeTe. Cxoxue TeHAeHUMM Habnoaa-
totcs u B CLLUA. OgHako no gaHHbIM UccnenoBaHusa, 6onee 96% ame-
PUKaAHCKUX Mosb3oBaTenen, *enaowmx cratb YouTube-6n0repamuy,
He noay4yaT 40X0Z4, CONOCTaBUMbIN C MPOXUTOYHBIM MUHUMYMOM [3].
AccucTeHT npodeccopa No KOMMyHMKaumAM B YHUBepcuTeTe Cesep-
Hol KaponuHbl 9i11c MapBUK KOMMEHTUPYET 3TO c/ieayolmm obpa-
3om: «Ecnu Bbl BegeTe cBoe TB-woy, Bbl 6yaeTe xopowo 3apabathbl-
BaTb. Ho y Bac moryT 6b1Tb 500 ThicAY nognucymkos Ha YouTube, 1 Bbl
no-npexkHemy bynete pabotatb B Starbucks» [3].

B Poccuu cuTyauma 3ano3gano v ¢ nonpaBKon HA A3bIKOBOM Mac-
WTab KonupyeT npoucxoasilee Ha 3anage. MPoueHT Tex, KTO MOXeT
noay4yaTb OT cBoero 6a0ra cTabunbHbIV J0X04, NO3BOAAOWMI 6ONb-
e HUrae He paboTaTb, TaKKe COCTABAAET NLLIb HECKONbKO MPOLLEH-
TOB, HO HACTOALUMX «3BE34» CPeau HUX, KOHEYHO, eanHuupl. Jaxe
cenyac pabota BegyLLMM aBTOPCKOM nporpammbl Ha degepanbHOM
TENeBUAEHMN, KaK NPaBWIO, rapaHTUpyeT ropasao 6onee BbiCOKME
[0X04bl U Y3HAaBAEMOCTb, YeM BeaeHMe IMYHoro 61ora B UHTepHeTe.
OpfHaKo B nociefHWe rogbl, BBUAY POCTa NONYAAPHOCTU COLCETEN, OT-
AenbHble CNeuMaancTbl U KOMaHA4bl NPOU3BOAMTENEN BUAEOKOHTEHTA
ANA TeneBUAeHMA CTanun nepenpoduanpoBaTbca A4 3anycka Loy Ha
YouTube 1 aHanorMyHbIX cepBucax.

B KauecTBe NpMMEpPOB TaKMX LWOY MOXHO Ha3BaTb MPOEKTHI
«syab» HOpusa Ayas n «MNapdeHoH» JleoHmaa MapdeHosa. B oboux
CNyyasx, pasymeeTcs, cnesyet roBOpUTb O BECbMa YC/I0BHOM repexoae
W3BECTHbIX XYPHA/UCTOB U TeneseayLmx C T.H. TPAAULMOHHOrO Tene-
BMAEHMA B popmMaT BUAEOONOIMHIA, MO0 HU TOT, HW APYroWi ¢ Tenesnae-
HMEeM OKOH4YaTesIbHO U 6ecnoBOPOTHO He NopbIBaAK. [POEKT rMaBHOro
peaakTopa (8o ceHTabpa 2018 r.) M3gaHmaA Sports.ru 1 BbiNyCKHMKa ¢a-
KyNbTeTa *KypHanuctuku MrY tOpua Oyaa «sdyab» [4] B 3TOM cMbicnie
OKasanca ropasao 6onee ycrnewHbim, Yem «lapdeHoH» U OCTaNbHbIE,
MO3TOMY 33C/YKMBAET OTAENbHOIO BHUMAHMA U pasbopa.

MepBblit BbINYCK TOK-WOY «BAyAb» MNOABUACA Ha BUAEOXOCTUHIE
YouTube 7 deBpana 2017 r., n, no coctoaHMto Ha 23 ceHTabpa 2018
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roga, Ha KaHane [lyaa Bblwum yxKe 4 ce30Ha ero npoekTa ¢ 66 Bbiny-
CKaMu. B OCHOBHOM 3TO MHTEPBbLIO C Pa3HbIMU /IIOAbMU, HO TAKXKe B
pPaMKax Woy 6bl10 BbINYWEHO 6 AOKYMEHTaNbHbIX GuabMOB. B cpea-
HeM Kax bl poanK cobmpaeT oKoao 5 MUAIMOHOB MPOCMOTPOB, ECTb
Bnaeo ¢ 12 u gaxke ¢ 15 munnmoHamu npocmotpos. K cepegmHe ceH-
TA6pAa 2018 r. kKaHan lOpua Ayas umen cneaytowme nokasaTtenu: bonee
3,7 MWIJIMOHOB NOANMUCYMKOB U 6onee 360 MIH MPOCMOTPOB.

B ceoit 31 rog HOpuin Ayab cnonHA NoOXan nnogbl CBOEM UHTep-
HeT-nonynAapHocTn. OH cTan nobeguTenem npemumn KypHana «GQ»
«Yenosek roga 2017» B HoMMHauum «JInuo ¢ akpaHa» [5], nobeau-
Tenem npemun B 061actm NpodeccMoHabHOM KYPHANUCTURK «Pen-
Konnerma» B 2017 r. 3a AOKyYMeHTanbHbI Ppunbm «Cepren bogpos —
rNaBHbIV PYCCKUIA cyneprepon» [6], nydywmnm xypHanmctom 2017 r. no
nTOram rosiocoBaHus Ha cante «KawuH.lypy» [7] u npou. Takke oH
gowen B Ton-20 «Moa0oApIX U NepCnekTUBHbIX FepoeB 3aBTPalLHero
AHA», cocTaBneHHom PBEK B mae 2017 r. [8], 1 3aHsAn 50-e mecTo cpegm
POCCUMCKUX 3HAMEHUTOCTEN B peTuHre XypHana Forbes, onybanko-
BaHHOM B utone 2018 r. — aKcnepTbl U34aHNA OLLEHUAM ero AO0X0Ab!
MoYTN B MUIIMOH aMepPUKaHCKUX A011apoB [9]. Poccuitickoe uccneno-
BaTe/bCcKoe areHTcTBo 610repos (PUABE) otBeno [dyato nepsoe mMecto
B CBOeM pelTuHre aBTopos YouTube-KaHanoB No CTOMMOCTU OGHOTO
PEKNIAMHOr0 pa3sMeLleHMA B NepBom KeapTase 2018 r. [10].

HypHanuct Oner KawuH Tak nonbiTanca o6bACHUTL deHoMeH
nonynapHoctu Oyaa: «[dyab — repont Toro BpemeHu, B KoTopom Ap-
Tem WelHUH 6beT Malikna boma, a MyTMH NpuxoauT B Nporpammy
«Bpemsa» otmeTnTb ee 50-netre. ITo AENCTBUTENBHO BaXKHbIN HIOAHC:
NOTPeObHOCTb B HOBbIX APKUX /IMLLAX U NOABAEHME 3TUX NIUL, — YepTa
He HOBOW, @ UMEHHO 3acTosBLUEeNCs, 3acToMHOM anoxu. Oyap-2017 —
yenosek He 13 byayLiero, a UMEHHO U3 Hallero 3acTos, NOTOMY YTO
Y 3aCTOf, NOMMMO NPOYMX ero 0b6A3aTesIbHbIX YepT, eCTb M BOT 3Ta —
Korza NoTpebHOCTb B HOBbIX AMLAX U HOBbIX MHTOHALUMAX BO3HUKAET
MMEHHO KaK NoTpebHOCTb B KOHTpAcTe ¢ npuesBwmMmca GOHOM U Ha-
AoeBWNMKU amuamu. [yab copsan 6aHK, HO 3TO TOT BaHK, KOTOPbI
BOT-BOT NONAAET NOA CaHaumto, U nobeanTento elle NpuAaeTca nocra-
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paTbCA cAenatb Tak, YTobbl BbIUTPaAHHbIE AEHbIW HE NPeBPaTUINCL B
HUKOMY He HYKHble pa3HoLuBeTHble daHTUKK» [11].

Mo cnosam KawwuHa, «oT [yan BeeT NnepecTpoiikoi», n ero npea-
LEeCTBEHHMKAaMMN MOXHO CYUTaTb NONYAAPHbIX B KOHLUe 1980-x rr. Be-
OYWMX KyNbTOBOM Mporpammbl «B3rnagy», a TakKe BeayLwero nepe-
Aaun «TeneBM3MOHHOE 3HAKOMCTBOY», 3CTOHCKOIO TefieXypHanucTa
Ypmaca OTTa, C HENPMBbLIYHOW AJ1A TOrO BPEMEHM JIErKOCTbIO 3a4a-
BaBLUEro CBOMM rocTAM BOMNPOCHI BPOAE TOro, «CKO/MbKO CTOWUT Balla
Aa4a?» B Lenom oTHOCUTENbHO Aa/IbHENLLMX KapbePHbIX NEPCNEKTUB
Oyaa KawmnH oa4HOBPEMEHHO ONTUMUCTUYEH U caepKaH: «CeMvac yxe
NMOHATHO, YTO CTAaHAAPTHAA TeNeBM3NOHHAA 3Be34a ABaALATbIX r040B
XXI Beka bygeTt noxoxka Ha [yas, Ho byaeTt am 310 cam Ayab — 40 cux
nop sonpoc» [11]. B Tom, 4To BCA 06pyLUIMBLIAACA HA HEro c/laBa Mo-
XeT yNeTyunTbea B 1to60oi momeHT, FOpuii [lyab 4eCTHO NPU3HA/CA Ha
noaseneHum ntoros 2017 r. TenekaHanom «Joxab» — BMeCTe C HUM
B nporpamme Hatanbn CUHOEEBOW MPUHAAWN yYacTUE U U3BECTHbIE
TeNnexypHanucTol 6onee cTaplimx nokoneHun: Bnagummp MNosHep n
NeoHunpa MapdeHos [12].

OcobeHHOoCTb 06pa3sa [lyan-saorepa COCTOUT B TOM, YTO OH YMEO
CoYeTaeT LMHU3M C CEHTMMEHTA/IbHOCTbIO, WOY-O613HEC C NOAUTUKOM,
KOHPOPMM3M C Nerkon GpoHA0N MO OTHOLIEHMUIO K HAabUBLLEMY OCKO-
MUHY 0dunumno3y. OH BNOAHE MOXKET NPUINNACcUTb B CBOE LLIOY OMNMNO3u-
umoHepa Anekcen HaBanbHOro, 3anmcatb beceny ¢ NOJIMTIMUTPAHTOM
Muxannom Xog0pKOBCKUM UM ONasibHbIM M3pom EBreHnem Polizma-
HOM, HO BCE OHU AN HEro — He Bosiee YeM 3K30TUYECKNE MeaUIiHble
dUrypbl, TOYHO TaKUE XKe, KaK panepbl, KOMUKU MU KUHOAKTEpbI. Emy,
no 60/1bLLOMY CYETY, BCE PABHO C KEM pasroBapmeaTb — C TMHbKOBbLIM
nnun KupuHosckum, Liekano nauv JopeHko, LLeBuykom mnam Guf.

[yab He ABNAETCA NOSUTUYECKMM aKTOPOM, 3 €ro Loy, Npexae
Bcero, bU3HeC-NPoeKT, rMaBHan LUe/ib KOTOPOro — MOHETM3aUmA Yepes
peKknamy pasHoobpasHbIx bpeHA08B OT aBMaKomMNaHKUit M 6aHKOB [0 Obl-
TOBOWM TEXHWKWN K ogexabl. B aTom cmbicne «anbepanbHan» pUTOpUKa
[yas, Bpems oT BpEMEHW MPOHU3UPYIOLLETO Hag, NepeKkocaMum rocyaap-
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CTBEHHOW nponaraHabl, OTHIOAb HEe NMPU3HAK ONMNO3ULMOHHOCTU PEXN-
MY, HO CTOJIb }Ke CUCTEMHOE fIB/IEHME, KaK U «auccnaeHTcTso» Bnagu-
mupa MNo3sHepa. B nHtepsbto noptany PEK [yab ogHaxabl NpU3Hanca:
«fl XO4y XMTb B Kak MOXHO Bonee KanutanncTuyeckoin Poccuun, B Ko-
TOPOW NpeanpPUHUMATENbCTBO BaXKHEe rocyAapCTBEHHbIX CTPanoHOB,
Ha KOTOpble MeYTaloT NPUCECTb A0 Ura MONOAbIX U CTAPbIX NHOAEN»
[13]. B cBA3KM C 3TUM, HEYAUBUTE/IbHO, YTO €r0 OXOTHO MPUIIALLIAKT B
a¢unp MNepBoro KaHana, B OMOPUCTMYECKYIO Nporpammy MeaHa YpraHTa
KaK y3HaBaemoe nnuo PyHeTa, obnafatollee, npexae Bcero, TaNaHTOM
pa3BfeKaTb M Pa3orpeBaTb NPecbIWEeHHY0 Nybaunky [14].

Ha elue oanH xapaKTepHbI aneMeHT Wwoy «Byab» 0b6paTna BHU-
MaHue KypHanuct tOpuit CanpbikuH. Mo ero HabnogeHuo, Oyab B
CBOWX AOKYMEHTa/IbHbIX GUNbMAxX OPUEHTUPYETCA Ha NOKONEHME, KO-
Topoe 6bi10 getbMu B 1990-€ IT. 1 ceiyac Tak Uan MHavye HOCTanbrn-
pyeT no Ton anoxe: «Bce 3T PMAbMbI, KaK HETPYLHO 3aMeTUTb, NPO
90-e roabl. OHM BCe CO34al0T KaKoW-TO 0bpa3s faxke He BpemeHw, a
06pa3 CTpaHbl, HALMOHANbHOM UAEHTUYHOCTU, KOTOPAs COCTOMUT U3
¢dunbmoB banabaHosa, Cepres boapoBa-mnaawero Kak KyibTypHOro
reposn, U3 Toro, Yto genan LLesuyk B 90-e roabl, U3 YEYEHCKUX BOIH,
n3 pycckoro MTV, us nepenaumn Cepres CyrnoHeBa «3Be3aHbI Yacy.
3To BO MHOrOM NOKoJIeHYecKan Bellb. Ceyac Ha apeHy BbIXOAMT Mo-
KoneHue, ana Kotoporo 90-e — 3TO AETCTBO, 3TO BPEMSA, K KOTOpOMY
YXKe MOMKHO 0BpaTUTbCsA C HOCTaZIbIMYECKMMM BOCMOMUHAHUAMU. U
KaHOHM3MPOBaTb €ro Kak 06bEKT HOCTaNbIMM», — 3aMeyaeT ObIBLUMIA
rNaBHbIN pefakTop XKypHana «Aduwa» [15]. «B KaKom-To cmbic/e Bce
3TV nepegauun npo duabmbl “BpaT”’ 1 NPo TO, KaK HAa4MHANOCh PyCcCKoe
MTV, — pobasnset CanpblKMH, — 3TO TakMe «CTapble NecHU o rna.-
HOM» /17 HOBOTO MOKONEeHUA. Ecnu paHblue NpuATHbIE YKOAbI Y3Ha-
BaHMA BO3HMKaNMU OT TOro, YTo Tbl BUAen Hatawy Koponesy, nepeose-
TYH0 B KOCTIOM U3 «KyHaHCKMX Ka3aKoBY», TO CeYac OHM BO3HUKALOT OT
TOro, YTO Tbl BUAULIb Mosioforo boaposa-maagwero nanm monoaoro
Bacunusa CtpenbHUKOBa, KoTopble 20 feT Ha3ag Tebs passaekann no
Teneky» [15].
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3a «n3nuwHee» BHUMaHWe K 1990-m [yan B 3KCUEHTPUYHOM Ma-
Hepe PacKpPUTUKOBAA U OAMH U3 FTOCTEN ero NPorpammbl, XKypHaancT
W TNaBHbIM pegaktop paano «foBopuT Mocksa» Cepreit [lopeHKo
[16], yBuAaeBwNiA B 3TOM CBOEro poaa 6erctBo oT COBPEMEHHOCTU B
APXaUKY.

Monb3oBaTenn cepsuca TheQuestion, oTBevasn Ha Bonpoc «B yem
deHomeH woy Kpua lyaa?», ykasbiBatoT Ha NpodeccMoHanbHOe UCKYC-
CTBO MOHTA)Ka BUAEOPOJIMKOB, KOTOPOE, BNPOYEM, ABNAETCA 6Aa30BbIM
HaBbIKOM Kagoro nonynsapHoro 61orepa, U CUNbHYIO 3MOLIMOHANb-
HYIO 3apPAKEHHOCTb CPOAHM «MALAHCKMM 3a4yLeBHbIM Pa3roBopam
Ha KyxHe» [17]. Oyab npu 3TOM He NbITAETCA BbIMALETb UHTENNEK-
TYasioM U 3pyAUTOM, B HEM HET U HaMeKa Ha MHTEeIFeHTHOCTb, 06-
CLEHHas NIeKcMKa 419 HEero He CPeacTBO YCUIEHMA pedn, a obblaeH-
HOCTb, €ro 4YacCTo N0BU/IM Ha PaKTMYECKMX OWNBKax U HETOYHOCTAX,
He3HaHWW 3/1eMeHTapHbIX BeLen, HO BCe 3TO NIMLLb CNOCOBCTBYET ero
NONyNAPHOCTM KaK «CBOEro MapHA», NPOCTOro, AyLIEBHOIO U MOHAT-
Horo. MHorne nx Tex, KTo BHUMaTe/IbHO OTC/IEXXMBAET MeaMaTpeHAb,
NbITalOTCA YBUAETb B [yAe «ronoc NOKOJEHUA» U Yepes Hero fyyue
MOHATb TO, YEM «HA CaMOM AEe/Ie» KUBET COBPEMEHHAA POCCUIMCKasdA
monogeb. OgHako yab He CTONbKO uccaenyeT nokoneHue Z, CKob-
KO KOHCTPYMpPYeT cOBCTBEHHbIV NPOAYKT Ha Npoaarky, obnekas ero B
APKYIO M yA0OHYO YNaKoBKY C KPUYALLMMKM HAAMNUCAMM U Bbi3blBato-
LWMMW HaK/IeMKamu.

NHTepHeT-npoeKT [yana HapoYMTO aHTMNPOCBETUTENLCKUIA U MO
NoOAHUMaeMbIM UM Temam (B OCHOBHOM OHM BeCbMa MPU3EM/IEHHbI
N HU3MEHHbI), U NO OTOOPY rocTen ANA y4acTus B NporpaMmme: cpeam
HECKONbKUX AecATKOB cobeceaHNKOB Baorepa HET HM OA4HOIO YYeHO-
ro, COTPyAHWKa my3en, By3a uaun 6ubnunorekun, bnaroteoputens, npa-
BO3ALLUTHMKA U T.M., MOCKO/IbKY BCE NEepeyYncNeHHble, Kak Npasuo,
C/IMLLKOM C/IOXHbI U HeyaobHbl AnA Wwoy Takoro dopmaTa. Kaxkabii
BbINMYCK NpoeKTa «Blyab» AO/MKEH Mpexae BCero cos3hasaTtb Xain u
paboTaTb Ha KOZIMYECTBO NPOCMOTPOB, KOTOPOE, B CBOIO oYepesapb, He-
0bxoaMMo AnA peknamogaTtenen.
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YAVBUTENBHO, HO HU OAHO U3 MHOTOYMCAEHHbIX MHTEpPBbIO Ayan
He Habpasno meHee 2 MUNJIMOHOB MPOCMOTPOB, NPU 3TOM KaXK bl Bbl-
MYyCK B CYMTaHHbIe Yacbl nonagan B TpeHapl YouTube. MoXHO ToNbKO
ragatb, Yem obbACHAETCA Takoe GeHoOMeHasibHOe OTCYTCTBME «MpPO-
Ba/IOB», BeAb AaxKe y 6bnorepos c ropasao 64nbwent aygutopuen no-
poit 6bIBalOT Heyaauu, Koraa ToT UAM MHOM POSNK HabupaeT Bcero
HECKONIbKO COT TbICAY MPOCMOTPOB. B KauecTBe npumepa MOXKHO npu-
BECTM BMAe0ba0rM He meHee meduiiHbix Anekces HasanbHoro [18]
nnu Unbn Bapnamosa [19] — y oboumx nokasaTenn Koanyectsa npo-
CMOTpPOB ropasgo Huxe, yem y Alyaa. Huxke oHn n y Katn Knan, ume-
towen Ha YouTube B ABa pa3a 6onblie nognuncumkos, yem Adyab [20].

PUCKHY NpeanonoXuTb, YTO A/1A HaYaIbHOM PACKPYTKU POIMKOB
woy «Byab», CKopee BCEero, UCMNob3yHTCA U YUCTO TEXHUYECKNE UH-
CTpymeHTbl. MU3pgaHne «Meay3a» B ntoHe 2017 r. nncano o Tom, Kak
YCTPOEHa 3KOHOMMWKA poccuitckoro YouTube m Kak cneumanusmpo-
BaHHbI@ areHTCTBA NOMOratoT borepam ¢ packpyTkon [21]. Oyesna-
HO, YTO TaKOro poda yc/yrM OKasblBalOT U ApyrMe nocpeaHuyeckue
bMpPMbI, NPUCYTCTBYIOLLME Ha PbIHKE HOBbIX Megua. K Tomy e BOKpyr
OCHOBHOrO BMA€eOKaHana dyas ero KOMaHAa co3gana pag AONOAHU-
Te/IbHbIX MPeACcTaBMTeNbCTB B MONYAAPHbIX coLceTAX. TONbKO B O4HOM
BKoHTakKTe Ha nabauk «BAyab» nognucaHo yxe 6onee 460 Tbicay Ye-
nosek [22]. Bnpouem, nogobHas ceTb NPeACTaBUTENLCTB €CTb Y MHO-
rmx 6norepos, N OHa He 0OBACHAET CTO/b BblAAMOLWEroCA ycnexa Ha
YouTube.

BBunAy BCero nM3noxeHHOro Bbilwe, MOXKHO NOMbITAaTbCA BblAEAUTb
OCHOBHbI€ COCTaBAAOLLME NONYAAPHOCTU BU3HEC-Moaenu «Byab».

Bo-nepBbix, — 3TO BbICOKM npodeccmoHannsm bnorepa u ero
KomaHgbl. FOpuin yab — He gUNEeTaHT, a YeNIOBEK, KOTOpbI eaga n
He C AeTCTBA 3aHMMAETCA KYPHAUCTUKOM, NOAYYUA SUNNOM KypHa-
JINCTA B OAHOM M3 NIYYLIMX POCCUIACKMX BY30B, NopaboTan Ha pasHbiX
OOJKHOCTAX B pAge dpeaepanbHbiX U3gaHui u 1.4. Ero KomaHga Tak-
Ke COCTOUT M3 MacTepoB CBOEro Aesa, YMeILWMX KauecTBEeHHO opra-
HW30BaTb BUAEOCHEMKY, MOHTaX OTCHATOro matepuana, NpoaymaTtb
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AM3aH NOMELLEHUA U BHELWHWIA BUA, Beaywero, obecneunts SMM-
npoasuxeHue n nogaepKky CMU u 1.4.

Bo-BTOpbIX, B cBOEe woy [yab npurnawaeTt TObKO LUMPOKO W3-
BECTHbIX II0AEN, KOTOPbIX 3HAKOT MUIMOHDI: AaKTEPOB, NEBLLOB, 3837,
Instagram, pesepanbHbIX NOAUTUKOB U NpoY. Nx daHaTbl U CTOPOHHK-
KW TaK»Ke HeBO/IbHO paboTatoT Ha MPOABUMKEHME ero NPOAyKTa.

B-TpeTtbux, y [yaa ectb MOLWHbIA Meauapecypc B BUAE M34aHMA
Sports.ru, rnaBHbIM pefakTopom KoToporo oH Asaanca ¢ 2011 no
2018 r., a c ceHTAbpsa 2018 r. cTan 3aMeCTUTENIEM €ro reHepasibHoro
avpekTopa. CornacHo aBTOPUTETHOMY CHETUMKY MOCELLEHNA MUPOBbBIX
cantoB Alexa.com, noptan Sports.ru, N0 coCToAHUIO Ha 17 ceHTAbpA
2018 r., 3aHMMan 83 mecTo No NoCeLaemocTm cpeam Bcex canTos Py-
HeTa — 3TO BbilWe, Yem y calToB lMepBoro KaHana, HTB nan «Mezay3bi».

B-ueTBepTbiX, [lyAb OpueHTUpPYyeTCA Ha CaMyrd MacCCOBYIO U aK-
TUBHYIO ayauToputo PyHeTa — monogexb Ao 25—-30 neT n roBopuT Ha
TeMbl, KOTOPbIe MHTEPECHbI 6ONbLINMHCTBY 06bIYHBIX MONOABIX NHOAEMN,
rae 6bl OHU HU KWAM U Yem Bbl HU 3aHMMANUCD, — O TOM, KaK MOXKHO
3apaboTaTb MHOro AeHer, A06UTbCA 0OLLECTBEHHOMO NPU3HAHWS, Bbl-
CTPOUTb OTHOLLEHUA C APYTUMU NIOAbMU U NPOY., Npuyem obcyKaaeTt
3TO Ha A3bIKe TO/MbI, C PYCCKUM MATOM N peyeBbIMW WTaMNamu.

B-nATbIX, Kaxgbl BbINYCK WOy «BAyab» MMeeT MowHoe nuap-
CONPOBOXAEHWE, U ero Nybankauusa He ABAAETCS NPOXOL4HbIM CObbI-
Tvem. [lyab He No3BONAET cebe CHATb M Pa3MeCTUTb KaKoe-TO BUAEO
NPoCTO TaK, paau WYTKW, NO3HaBaTe/IbHOro UHTepeca WAKM B JONON-
HeHWe K npeablayLWwmm, KaK 3TO AenatoT MHOrne Apyrue XypHaaucTbl
n 610repbl, MOCKONbKY 3TO Pa3pyLLMA0 Bbl CTPONHYIO KOHLEMLMIO er0
3KCKNO3MBHOM CynepnonyasapHOCTU. TakKe OH He nyb6anKyeT BUAeo-
POMMKKN NOAPAL OAMH 33 APYTMM, KaK, CKaxem, NONynsapHbIi B YKpa-
MHe MHTepBbloep AmuTpuin fopaoH, HO BCeraa Aenaet Mexay HUMU
nepepbiBbl, KAK MUHUMYM, B HECKO/IbKO AHEM, a TO U Heaenb.

B-wectbix, Opuit Ayab BUPTYO3HO OBAALEN MHCTPYMEHTAPUEM
T.H. CKYPHANUCTUKM 3IMOLMIA», Ype3BblYaMHO NONyAAPHON cpean ay-
antopumn coucetei. Ee 3aga4a He CTO/IBKO OOBACHUTL ABEHUE UK
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PaCKPbITb YeNoBeKa, CKONbKO WM3OLPEHHO MrpaTb Ha 3MOLMOHaNb-
HbIX pa3gpaxuTensx, NPUKOBbLIBAIOLLMX BHUMaHWE 3puTenei 3a cuet
0BCYKOEHUA KTOPAYMXY» TEM, ONUCAHUA TaBYMPOBAHHbIX CUTYaLUIA U
ynoTpebneHnsa «3anpeTHbIX» C/0B.

B-ceabmbix, Ha 3Tane 3anycka Takoro Loy, HeCOMHeHHO, Tpebo-
Ba/ICb BHYLLMTE/IbHbIE JleHEXHbIe Pecypcbl Ha CbeMKY M NPoaBuKe-
HWe BUOEOPO/IMKOB, @ TaKXKe Cepbe3Hble JINYHbIe CBA3U AN Npuria-
LUEHWNS N3BECTHbIX NHOLEN B HOBbIV NPOEKT C HEACHOM cyabboii.

MHoto onucaHbl AaneKo He Bce cocTasnalolme yenexa [dyaa Kak
6aorepa, HO M MX AOCTAaTOYHO, YTOBbI MOHATL, YTO 3TOT yCnex Aaneko
He c/nydvaeH. PasymeeTca, ocyllecTsieHMe nogobHon busHec-uaeu
TpebyeT 60/1blLION TNYHOWN LeNeyCTPEMIEHHOCTM U BOB/IEYEHHOCTU B
npouecc. Ayato, AeACTBUTENbHO, HPABUTCA TO, YTO OH AenaeT, U 3To,
BbITb MOET, OZIVH U3 [M1aBHbIX CEKPETOB €ro NonyaapHOCTY.
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MOJZINSIKPAHHAA 3CTETUKRA
B MYNBTUTINTUKALNN
COBETCKUX XYAOXKHUKOB

AHHOTauma. CyTb MOAM3KpPaHHOrO npuema — pasgenatb. OgHako napa-
[OKcanbHbIM 06pa3om OH 0b6beanHAET 0OBEKTbI U MPOCTPAHCTBA, COMO-
CTaBNAET WX, POXKAAET HOBble cnocobbl B3anmoaencTamna. MonnmskpaHHOCTb
0TObparkaeT CTPYKTYPY NPOCTPAHCTBEHHOIO PACMO/IOKEHUA NEPCOHAXKeEN U
KapTy COLMaNbHOro NPOCTPaHCTBa repoes, NoMoraet Hosiee AeTanbHO Npo-
pucoBaTb MX XapaKTepbl U NAaBHO BBECTM APYruX nepcoHaxen. B HacTos-
el cTaTbe aBTOP BNepBble PacCMaTPMBAET 3CTETUYECKYIO COCTABNAIOLLYIO
NOAM3KPaHHOro GpeHoMeHa B aBTOPCKOW aHWMaLMK MO3AHEro COBETCKOro
nepuoga Ha npumepe mMynstTduAbMOB «MCTOPUA OAHOMO NPECTYyNaAeHUA»,
«dunbm, punom, dunbm» d. Xutpyka, «/luca u 3aau» t0. HopTweliHa, «KoH-
TakT» B. TapacoBa. M0/IM3KpaHHOCTb B A@aHHbIX paboTax ByasvpyeT oTobpa-
YKEHHYI0 COBPEMEHHOCTb, YCWIMBAET AEKOPATUBHbIE W pa3B/ieKaTe/bHble
CBOWCTBa BU3yaibHOW MaTePUK. 3a CYET «UrPbI» KaAPOB M OKOH A0CTUraeTca
He TONbKO PacLIMPEHMEe CMbIC/IOBbIX KOHHOTALMI, HO M NOBbLILLAETCA OpU-
TMHANBbHOCTb «KAaPTUHKMY». NNONNIKPAHHOCTb AAeT PeXMCCepy YHUKANbHYIO
BO3MOXHOCTb KaK MOKa3aTb PasHuL BOCMPUATMA MMPa NEPCOHAMKaMM, TaK
U YCUAUTb CEMAHTUYECKME MOATEKCTbl. ABTOp noApobHo paccmaTpusaet
BHeApeHHble B BU3yaslbHOE NOBECTBOBAHME NONNIKPAHHbIE 3N1304bl U 3¢-
beKTbl NOAM3KPaHa, OTMEYAn UX B KaUeCcTBe OTPAKEHUA KapTUHbI MMUPa Tex
NIeT, M aKLEHTUPYET MHTEPEC HA YeNI0BEKE, ero BHYTPEHHEM MUPE C BblparKe-
HMeM aBTOPCKOW GPUNOCOPCKO-3CTETUHECKOW NO3ULLMM B CTPYKTYpe duibma.

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 168 THE ART AND SCIENCE OF TELEVISION



Takum 06pa3om, BCe BU3yasibHbIE U CLEEHAPHbIE KOMMOHEHTbI MyAbTGUAbMA
B LLeJIOM W NOAIMIKPAH, B HaCTHOCTH, paboTatoT Ha co3aaHue ryboKoro aTu-
KO-3CTETUYECKOro Npou3BefeHNA, MHOTOBapMAHTHOTO B CBOEM MPOYTEHUMN.
KnioueBble cnoBa: NoAMakpaH, aHUMaLMA, COBETCKAA My/bTUMIMKALMA,
BM3Yya/sibHaA KyabTypa, 3KpaHHble NcKyccTBa, ®. Xutpyk, H0. HopwTelin, split
sreen, animation, soviet animation, formal techniques, visual arts, visual
culture.
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THE MULTI-SCREEN AESTHETICS
IN THE ANIMATED CARTOONS
OF SOVIET ARTISTS

Annotation. The essence of the multi-screen technique is to divide, however,
paradoxically, it unites objects and spaces, juxtaposes them, and generates
new means of interaction. The multi-screen technique reflects the structure
of the spatial position of the protagonists and the map of the heroes’ social
space, helps trace out their characters in greater detail and to bring in other
protagonists smoothly. In the present article the author examines for the first
time the aesthetical constituent of the multi-screen phenomenon in authorial
animation of the late Soviet period on the example of the animated cartoons
“Istoriya odnogo prestupleniya” [“The Story of One Crime”] and “Film, film,
film” by Feodor Khitruk, “Lisa i zayats” [“The Fox and the Rabbit”] by Yuri
Norstein, and “Kontakt” [“Contact”] by Vladimir Tarasov. The multi-screen
technique in these works veils the reflected modernity and enhances the
decorative and entertaining traits of the visual matter. By means of the “play”
of the cadres and windows not only expansion of the semantic connotations
is achieved, but the originality of the “picture” is heightened. The multi-
screen technique presents the film producer with the unique opportunity
of both demonstrating the difference of the protagonist’s perception of the
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world and enhancing the semantical implications. The author examines in
detail the multi-screen episodes and effects of the multi-screen techniques
implemented into the visual narration, noting them as serving as a reflection
of the picture of the world of that time period, and accentuates the interest
in the human being, his inner world with the expression of the authorial
philosophical-aesthetical position in the structure of the film. Thereby, all
the visual and scenic components of the animated cartoon in general and
the multi-screen technique in particular work on the creation of a profound
ethical-aesthetical work, multiple in its interpretation.

Keywords: multi-screen, animation, Soviet animated cartoon, visual culture,
screen arts, Feodor Khitruk, Yuri Norstein.

B 3KpaHHOM pexkuccype CyLecTBYeT MHOMECTBO XYOO0MKeCTBEH-
HbIX U TEXHUYECKUX NPUEMOB ANA 06beaMHEHMA OTAENbHbIX 0ObEK-
TOB B €AUHbIN BMU3yaNbHbI TEKCT. MOXKanyin, cambiM NPUBbIYHbIM AB-
NIAETCA IMHENHOe NOBECTBOBAHME, HO CYLLECTBYET U ApYyroin cnocob
bGOpPMUPOBAHUA PEKMCCEPCKOrO 3aMblCna — MNOIM3KPaH. Oas Hayana
YTOYHMM MOHATME: CYyTb NMpPMeMa 3aK/oYaeTcA B CErMeHTauumn npo-
CTPaHCTBa Kafpa, KOTOpbIA AeAUTCA Ha ABa U 6osiee «BHYTPEHHUX»
Kagpos. MNonyyaetcs «nonnvkagp». B Kaxkaom M3 yactein nonvkagpa
MOKET NPOoTeKaTb CBOA KM3Hb B CBOEM NPOCTPAHCTBE, MPUHLMNNASIb-
HO OT/INYHOM OT NPOCTPAHCTBA CMEXKHOI0 CermeHTa. PUTmbl cocyule-
CTBYHOLLMX BHYTPEHHMX KapOB TOXKE MOTyT He coBMagaTtb. A MOXKeT
HabntoAaTbCA HE TONIbKO CUMY/IbTAHHOE CYLLECTBOBAHME Pas/INYHbIX
06BEKTOB B pPasHbIX Cpesax, HO M CUHXPOHHOE CYLLeCTBOBaHWE cer-
MEHTOB, MOBTOPSAIOLWMNX APYT APYra, YMHOXKAOLWMUX O4HY U TY Ke «Kap-
TMHKY» B pamKax Le/ioro Kaapa.

Mogasnstollee 6ONbLWIMHCTBO UCCAEA0BaHUIA MOANIKPaAHA pac-
CMaTpPUBAIOT ero Kak GopmasibHbIA NPUEM B 3KPaHHbIX MCKYCCTBaX
n CMW. Cpegyn oTmeUeHHbIX GYHKUUIN MOXKHO BblAENNTb HECKOJIbKO
TUMUYHBIX: NO/IM3KPaAH KaK addeKTUBHOE MYbTUMEAMIAHOE CPeaCTBO
MacCOBOM KOMMYHMKALUMK, KaK cnocob noBblleHNs MHPOPMaLIMOH-
HOM eMKOCTU Kagpa W AMHAMUKK TeNIeTEeKCTa, KaK paclmnpeHme npo-
CTPaAHCTBEHHO-BPEMEHHOIO KOHTMHYyMa KWHOMpowusseadeHuA. Tak,
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H. AradoHoBa [1] oTmeyaeT NOBCEMECTHOCTb U TMMNepPaKTyanbHOCTb
NOJIM3KPaHa B COBPEMEHHbIX BM3Ya ibHbIX NPOU3BEAEHUAX, HO ee 06-
palleHne K TemMme MOJIMSKPAHHOCTM HOCUT CKOpee 3NM304MYECKUIA U
KOHCTaTUPYHOLLMI XapaKTep. B page 3apyberkHbIX uccnenoBaHuii no-
JIM3KPAHHOCTb paccmaTpuBaeTca Kak metadopa paspbiBa, HaA/oMa,
CKPbITOrO MPOTUBOCTOAHUA MEXKAY HappaTUBaMWU OTAENbHOrO rocy-
Aapctsa [2, 3]. NonnaKkpaH Kak BUA MO3aM4YHOr0O 3KpaHa paccmaTtpu-
BaeT C. bpaHKo, oTMeyas GYHKLMOHaNbHOCTb NpMemMa C TOYKM 3peHuns
AEMOHCTPALUN OAHOBPEMEHHOCTU U NPUYNHHO-CNEACTBEHHOMN COOT-
HeceHHOCTM n3obparkaembix cobbiTuiA [4]. OfHAKO CyTb MO3aNYHOCTH
COCTOMT B COCTaB/IEHUM LLeIOCTHOTO M306parkeHUs U3 pasanyHbIX Ya-
cTel, He UMetoLWMX MO OTAE/IbHOCTM XYA0XKECTBEHHON CAMOLEHHOCTH,
a KaXKAbl CErMEHT MOJIM3KPAHHOMW KOMNO3ULMM, KaK NPaBuUIo, MOX-
HO paccMaTpMBaTb Kak CAMOCTOATENbHYIO eauHULLY.

Takum obpasom, onpegeneHme noamMaKkpaHa Kak cnocoba popmu-
POBAHMA MO3aMYHOTO N300parKeHUa ABAAETCA BECbMA CMOPHbIM. 3Ha-
YMMble Hay4Hble pe3y/ibTaTbl OTPaXKeHbI B UccnesoBaHuu [l. Busokuuy,
KOTOPbIV BblaenaeT TPy YpoBHA GYHKLMOHANbHOCTM MONUIKPAHHOTO
npuema: HappaTUBHbIN, peryanpytowmii GopmanbHble OTHOLIEHMUSA
BPEMEHW M MPOCTPAHCTBa, rpadmyeckuii [5]. OgHako, 1 B aTon pabo-
Te NOJIM3KPAH TaK U ocTaeTcs GopMasibHbIM KMHEMATOrpaduyeckum
NPUEMOM.

Hanbonee 6aun3koe aBTOPYy AAHHOM CTaTbW OTHOLWIEHME K MOo-
NIM3KpaHHOMY npuemy BbicKasbiBaeT M. Kastouul, (Mo oTHOLWEHMUIO K
COBETCKOMY KnHemaTorpady 1960-x — 1980-x rogos): «[aHHbIA TMN
cuctem 6bin B LEOM yaobeH CBOMMWU CUHTETUYECKMMU BO3MOMKHO-
cTAMU. BbicoKasa cteneHb MHGOPMALMOHHOM HACbILWEHHOCTU CoYeTa-
Nnacb 34ecb € 3pPEKTUBHbIM 3CTETUYECKUM BO3LAENCTBUEM CamMOli No-
NIM3KPaHHOM KoMmno3nunn» [6].

LleHHbIMM ONA Hac TaKXKe ABAAITCA YMO3aKNOYeHUs, BbiCKa-
3aHHble O. lopoxoBoi u I. Kpusyneii. MNepBas, oTMeyas TeHAEHLUUN
aBTOPCKOWN aHMMaUUK, AenaeT BbiBOA, YTO K cepeamHe 1950-x rogos
3apOoX4aeTca CTUIeBOE ABUKEHNE aHMMaLMK: «3TOT NPOLLECC BO MHO-
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rOM CBfA3aH C MOBbILEHNEM UHTEPECA K YENOBEKY, er0 BHYTPEHHEMY
MUPY C BblpaxkKeHNEM aBTOPCKON PUNOCOPCKO-3CTETUUECKOM NO3MLNN
B CTPYKType ¢dunbma. <...> B Havyane 1960-x ronos B COBETCKOM My/b-
TUNIMKALMOHHOM KMHO HauMHaeTCA NociefoBaTeNbHbIA npoLecc 06-
HOBJ/IEHUA 06Pa3HOM M NaacTUYECKON GOPMbI, XYAOKHUKN UHTEHCUB-
HO 3KCM/yaTUPYIOT, OTKPbIBAIOT HOBbIE MPUEMbI KOHLLEHTPALMMU MbIC/IU
B 0bpase, obpalLatoTca K 6osiee coBpeMeHHbIM TEXHUKAM U MaTepua-
nam» [14]. H. Kpusynsa, BbISBAAA CUMBOIM3M, METAaMOPPO3HOCTb U Na-
pafoKCcabHOE NPOHMYECKOE BOCMPUATUE PEANIbHOCTH, AENAET BbIBOA,
yTo «MmeTadopuyHocTb 1970-X rof0B BbICTYNAET KaK CPeaCcTBO YKNOHe-
HWA OT LLeH3Yypbl U yXo4a B CBOM MHAMBUAYANIbHbIA MUP, YTO NPUBENO
K CO3aHUI0 C/TOXKHOW, afINIH030PHON CTUANCTUKNY [12]. OfHOM 13 Tex-
HUYECKMX HOBMHOK CEMAHTUYECKOTO U CTUAMCTUYECKOTO NMOCTPOEHUS
BM3Yas/IbHOrO TEKCTA U CTAHOBMUTCA NOJIMIKPAHHOCTD.

Mcxoga M3 npuBedeHHbIX HabntogeHWi, 3agadvelt HacToALeln
CTaTbW ABNAETCA BNepBble NPeanpUHATbIA aHaN3 3CTETUYECKON CO-
CTaBAAOWEN MONNIKPAHHOTO (GEHOMEHA B aBTOPCKOM aHMMaUUU
no3gHero COBETCKOro nepuoga. Ans aHanvsa B3ATbl aHMMAUMOH-
Hble NPOM3BEAEHMA OTEYECTBEHHbIX pexuccepos: «Mctopus ogHoOro
npectynnenusa» (1962), «®unom, punom, punom» degopa XutpyKa
(1968), «/lnca v 3asau» Opus HopwTeiHa (1973) u «KoHTakT» Bnagu-
mupa Tapacosa (1978).

B 1962 rogy @. XMTpyK NpeasioxunA 3pUTENAM CBOM MyAbTOUIbM
«WcTopuio ogHOro npectynieHus», B KOTOPOM BMepBble UCNOJb30-
Banacb bonee cnoxkHaa Gopma, Yem y Apyrmx aBTOPOB MYbTUNIN-
Kauuu: COBMELLEHME PUCOBAHHbIX OOBEKTOB C GOTOBbIPE3KAMM U
nosnakpaH. OTpasus XKuM3Hb 0buTaTeneit 60abLOro ropoaa, CTo/b no-
HATHOM 3pUTE/t0 3NOXM MEranoancoB, XUTPYK CTPEMUICA NOUTPATb C
dopmon: «MeHsA B 3TOM KapTUHE NPUBAEKAIN U YUCTO GOpPManbHble
naeu, Kotopble A BblHaWMBaA ewe B ObITHOCTb CBOKO aHMMATOPOM...
XoTenocb McnpoboBaTb NpUem NOANIKPAHHOTO AENCTBUA, NPU KOTO-
poM B Kagpe morno 6bl NPONCXoaANTb O4HOBPEMEHHO HECKONBKO CO-
6biTn [7].

HAYKA TEJIEBUOEHUA Ne 14.3, 2018 172 THE ART AND SCIENCE OF TELEVISION



®abyna MynsTGUabMA CTPOUTCA BOKPYT UCTOPUMN O TOM, KaK Ao-
6penwwnii byxrantep (Bacunb-Bacnnnu MamuH), noseaeHHbIM o 6e3-
YMUS HU Ha MUHYTY HE CMOJIKQIOWMMM LIYMaMM TOPOACKOMN KU3HM,
coBepLUaeT NOKyLIeHNe Ha youincteo. CioxeT MmynbTduUabMa CTPOUTCA
KaK paccnefoBaHue npuunH npectynaenus. Kputuk . floaep otme-
YyaeT HOBATOPCKYIO A/1A TeX /IeT YCOBHOCTb M306parkeHusa: «B Kagpe
6bI210 TONBbKO TO, YTO HEOBXOAMMO, HUKAKUX IMLLHMX AeTanewn (Hanpu-
Mep, KoMHaTa MaMnHa — 3TO TO/IbKO CTyN U TeNEeBM30P Ha CUHEM
bOHe, HET HM CTeH, HW NONa, HU APYrUX NnpegmeTos). M oTToro oH 6bin
0CODOEeHHO BblpasuTenieH. Mpuyem yCNIOBHOCTb /IEFKO CMELIMBANACh
C rMNeppeasbHOCTbO: MO HAaPUCOBAHHOMY TENEeBU30pPY NOKasbiBaau
HacToslee KMHO, KOMHATa coceaa, ornywaswero Bacunb-Bacuanya
MY3bIKOW, COCTOANA /IULLb U3 OFPOMHOIO My3blKa/fIbHOFO LIEHTpPa, COo-
€AMHEHHOTO C Te/IEBM30POM, 3aTO 3TOT LEHTP Obll HE PUCYHKOM, a
yepHo-6enoit potorpaduei, byaro AeTckaa annamMkaums Ha LBETHOM
doHe» [8].

MosABneHWe NONMIKPAHA B BU3yaNbHOM TeKcTe «McTopum ogHOro
NPecTynieHnsa» No3BOJINAO He 3aMblKaTb repos B pamKax 04HOro U30-
bpakeHUs; Mbl BUAMM KM3Hb U MPOCTPAHCTBO, B KOTOPOM OBUTaeT
NepCcoHa U1, Kak 0603HAUYNA TNABHYIO JIMHWUIO CaM peXKMccep, cTpasa-
€T OT «6bITOBOro TeEppopm3manr.

B anu3oge, rae NpoTaroHUCT CUAUT B CBOEM KOHTOpPE, KapTMHKA
33 OKHOM «OXMBaeT» — TaM MAET aKTMBHaA CTPOKKa. [dBMxKyLmincs
KpaH M CTPemMUTesIbHO HapacTatowume 6N0KM ovyepesHOro BblICOTHO-
ro 4OMa 33 OKOHHbIM MPOEMOM ABAAIOT CO6OI Kak Bbl aBTOHOMHOE
NPOCTPAHCTBO. YeTKMe reoMeTpUYECcKMe rpaHuLLbl MPeBPaLLAtOT ero B
Pa3HOBWUAHOCTb 3KPaAHHOW peasibHOCTU. MpoCTpaHCTBEHHO 6M3Kan
pPeanbHOCTb CTPOMKM OKa3blBAeTCA AasieKoW OT repos, CocpenoTo-
YeHHOro Ha bymarax, NuLyLLeit MaWnHKe U KapToTeke. OH 3aMKHYT
B CBOEM MUpe, 060COHBNEHHDBIN OT BCErO OKPY!KAIOLWEro, C/IOBHO Bbl-
pe3aHHbI HOXHMLAMM M3 06LLEN FOPOACKON CyeTbl.

Perkmccep MHOrOKpaTHO NoayepKMBaeT NapafoKCasibHOEe coye-
TaHMe TOPOACKON CKYYEHHOCTU NtoAel, eaMHOBPEMEHHOCTb Pa3nny-
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HbIX BMAOB AEATENbHOCTU U, B TO e Bpems, aBTOHOMHOCTb, AaKe
BHYTPEHHIOI W30/IMPOBAHHOCTb Ka)KAOro 4yesoBeka WAM Hebonb-
LWOro YenoBeyeckoro coobuwectsa OT BCEro ocTajibHoro mupa. Mo-
JIM3KPAHHOCTb, NEepMoaNYEecKM BO3HMKAOLWAs NpU 0OPUCOBKE XKU3-
HW 60/bLIOrO AOMA, aKUEHTUPYeT ApamMaTM3M COCYLLeCTBOBaHUA B
e4MHOM MHOTOKBapTUPHOM MPOCTPAHCTBE Pa3HbIX Ntoaen, BeayLmx
Pa3NnYHbIN 06pa3 XKM3HU, 3aHATbIX PA3HbIMKU AeNaMU, HAXOAALLNXCS
B Pa3HbIX HacTpoeHuax. Mpn 3TOM NOAUIKPAHHOCTb MOMOraeT no-
KasaTb 3pUTENI0 NPOCTPAHCTBEHHOE PACMONOMKEHME MEPCOHAXKEN,
obuTaloWMX B CBOUX CErMEHTax-KBapTupax M Kak byaTo He nogospe-
BAKOLWMX O HAa/IMYMK coceaeld. Tak, B 04HOM U3 3NU30A0B [/1aBHbIN re-
POW OKa3blBaeTCA CMELLEH B NPaBbl HAXKHUIA Yron, a coceq, ryneHa
N UrPOK, NpUWeALW A AOMON HOYbIO U CKaHOANALWMMN C KEeHOM, — B
NeBblit BepXHU yron. Npu 3Tom, B OAHOM KaZipe OHU He NepeceKatoT-
€A, OAHAKO YepHOEe MPOCTPAHCTBO BOKPYF «OKHA» C I/1aBHbIM repoem
0603HavaeT CBA3YIOLWYO TEPPUTOPUIO IECTHUYHBIX KNETOK U ApYrux
KBapTMpP, CKBO3b KOTOPbIE BCE 3BYKM CBOBOAHO NPOXOAAT U AOCTUratoT
cermeHTa 0bMTaHMA raBHOrO repos.

TaK BO3HMKAET 06pa3s }KU3HM YesloBEKa B MYCTOTE, HO NpW Nepma-
HEeHTHOM, arPecCMBHOM M COBEPLUEHHO BHE/IMYHOCTHOM BO34ENCTBUU
APYruX *Kutenen meranonmnca. XMTpyK co3gaeT KapTUHY O4MHOYECTBA
N CKYYEeHHOCTM, NPOCTPAHCTBEHHOM M30/MPOBAHHOCTU U NPOHULAE-
MOCTU, OTCYTCTBMA PEMNPECCUBHbIX UHCTUTYTOB M aTMmocdepbl HeHa-
NpaB/Ne€HHOMN, CTUXUNHOWN arpeccMBHOCTM FOPOACKOro NMPOCTPAHCTBA.
fipko obpucoBaHHas nNcuxosiorva Noaen meranosuca, boiToBble pe-
anun, BeaylimMe K nepmaHeHTHOMY CTPeccy, B KOTOPbIX TepatoTcaA no-
HATUA NOEO0N0TUM, TOCYAAPCTBA, NOJIUTUKKN, NOAHUMAIOT GUAbM Hag
NCTOPUYECKMM KOHTEKCTOM. Cam peXkuccep BCNOMMUHAET: «...npuLLen
Cepreit ANMMMOB... NPUHEC CBOW PUCYHOK, BbIMOJIHEHHbI B COBPEMEH-
HOM CTUE, OYEHb KECTKOM M ocTpoM. Caenan coBepLUeHHO Apyryto
KapTMHY ropoa, KOTOpbIA BbIFISAEN KaK HEKUI KOHFnomepaT. 34a-
HWs ByATO BMCENW B BO3AyXE U CMOTPENMCb He MPOCTO apXUTEKTYp-
HOW KOMMNO3uuMein, Ho nonyuynam obpasHyto, aHTpornomopdHyo xa-
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PaKTEPUCTUKY, OHU CTa/IN KaK Bbl ManeHbKMMM MUpPaMU. A NOHAN: BOT
cenyac d¢munbm obpeTaeT Ty OTCTPAHEHHOCTb OT BbLITOBbIX AeTanen, Ty
OCTPOTY, KOTOPYIO A UcKan» [7]. U aTa coumanbHana 4eACTBUTENbHOCTD,
TaK TOHKO 0BHa)KeHHana XUTPYKOM, f,0 601 3HAKOMA HaM U CErogHs.

B anu3o4e ¢ TaHUAMM NOJIMIKPAHHOCTb YCUIMBAET ApamaTtnde-
CKWUIM HaKan cuTyaumn. BepxHaAs YacTb 3KpaHa U306UNYET ABUKEHMEM,
a BOT B HUXKHEW — TEMHOM — /IMLWb KAYaeTcs NOCTPa, HO 3TOT NoAn-
KaZp CBOMM JIaKOHU3MOM YCUAMBAET 06pa3 HanpaKeHUn, LapALLero
B HUXKHEM OKHE».

XUTPYK HEe OCTAHOBW/ICA Ha Ae/IeHUM Ha ABe 4acTu, a NonbiTanca
BMECTUTb U TPeTbe KOKHO». [OCTU pacxofAaTcsa, B BEPXHEM OKHe A0-
6aBnaeTca ele of4HO MPOCTPAHCTBO — /NGT, KOTOPbLIA 3anosHAeT
MOYTM BCIO TEMHYIO YacTb 3KpaHa, ABAAsS coboi cBoeobpasHoe cBS-
3ylollee 3BEHO MEXKAY NECTHUYHbIMU KNEeTKaMU M CEerMeHTOM KBap-
TUP, TOYKY HEMNOCPeACTBEHHONO COMPUKOCHOBEHMA M30AUPOBAHHbIX
APYr OT Apyra ropoAcKkux xutenen. MHTepecHo, 4To 1 B APYrom my/b-
Tonnome Xutpyka «®dunom, dunom, dpunom», nMdT ToxKe CTaHOBUTCA
TOYKOW CONPUKOCHOBEHWA Pa3obLLLEHHbIX NPOCTPAHCTB U PaboTHMKOB
KUHOCTYAMUWN.

Taknm 06pasom, ¢ NOMoLLbo NoM3KpaHa ®. XUTpyK co3gan «no-
NMOOHMIO CMbICNIOBY», 3CTETUYECKOE MHOMECTBO, 3aKNaAblBaeMOE B BU-
3yaNIbHYIO CTPYKTYpy «McTopMM ofaHOro npectynneHus». MHorocnom-
HOCTb M MHOTFOBAapPWaHTHOCTb MPOYTEHUA MYAbTUNAMKALMK XUTPYKa
oTMeyaeT U B. DomuHa, aenan BbIBOA, YTO «CTU/IEBOE eANHCTBO 0be-
CNeynBaeTca 3a CHET NOAYNMHEHHOCTN KOMMOHEHTOB aee dunbma [9].

C «TeXHMYECKON» TOYKU 3peHUn BHEAPEHHbIN XUTPYKOM NOAN3-
KpPaHHbI TpMeM MMeeT HECKObKO cneunduyeckmx Kavects. Cnegyto-
LMe 4pYr 33 APYrom NOANKAAPbl ABUKYTCA B JOCTAaTOYHO YMEPEHHOM
Temne. HoBble cermeHTbl BHEAPAIOTCA B MOBECTBOBAHME NOOYepesHo,
He neperpyan NPOCTPaHCTBO OKHA; €C/IN Ke HAYMHAETCA aKTUBHOE
OBUXKEHME B O4HOM CErMeHTe, B APpYrMX OHO CTAHOBUTCA CTaTUYHbIM
AN MUHMMANbHBIM. Takoe pelleHne He co3haeT BrevyaTaeHus Xao-
TUYHOIO MeNbKaHUA NepcoHarkel n getanen. MNpu 3ToM NOANIKPaH
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BbINONHAET U HECKONIbKO ApYrvMx GYHKLMI: pUCyeT Ham KapTy couu-
aNbHOro NPOCTPaHCTBa repoes, NnomoraeT bosiee AeTasbHO NPOPUCO-
BaTb XapaKTepbl, MO3BO/AET BBECTU APYrUX NEPCOHaXKel NaaBHo, Ha-
npumep, MPOCTO «BK/THOYMB CBET» B UX KBAPTMPaX.

Mpu aHanMse 3TUX MOJIMIKPAHHBLIX COMOCTABJEHUA BO3HMKAET
BOMPOC O PeanbHoOW NpUYMHE NCUXMYECKOTO CPbIBA repos B 3aBA3Ke
MyNbTOUABbMA: AEUCTBUTENBHO N WYM U HEBO3MOMXKHOCTb HOPMa/ib-
HOTO CHAa MPUBENUN K KPU3WUCY UW €0 OAMHOYECTBO, 3aLMKIEHHOCTb
Ha paboTe 1 naeanbHoM nopsake? OQMHOYECTBO B TONMNE CTAHOBMUTCA
OZHOW U3 TNaBHbIX TEM MyNbTGMAbMA, Ero nogvepKuBaeT pasobuieH-
HOCTb 3aMKHYTbIX B CEITMEHTaxX CBOMX KBApTUP XKUTenel Meranosmca.

B upoHuuyeckoir popme XMTPYK NOKasbiBaeT, KaK 6e3rKasnoCcTHO
NCUXON0TMYECKOe AaBNEHME HA OTAENbHOMO Ye/IOBEKA CO CTOPOHbI Ye-
NOBEYECKOro MacCcMBa, PaBHOAYLWHOMO K MHAVBUAYAbHbIM BO3MOMK-
HOCTAM M noTpebHocTaM. CoumanbHaa CMCTEMA CKPbLITO BpaxkaebHa
MO OTHOLLEHMIO K OTAE/IbHO B3ATOMY «4e/I0BEKY-BMHTUKY». ITO U Bbl-
HYKA,AET repos BbICTYNWUTb B CBOO 3aLWMTY, CTaTb arpeccuBHbiM. «OH
6bl/1 C TONNOM Ha YyAULE U OFN0X OT COBCTBEHHOrO KpMKa... » [10]. Ho
YTO ecTb HacTosAwee npecTynaeHne? ToNbKO Te NMOCTYMNKWU, KOoTopble
OCTaBNAIOT BeLEeCTBEHHbIE YANKKN, obpasylowme «aeno»? A Kak xe
MOpPanbHbI YPOH, KOTOPOKN HeceT JIMYHOCTU obe3ayweHHoe obue-
CTBO, rOCyAapCTBEHHAA MaluHa, meranoamc? IMOoXeT, MMeHHO 3TO
NpecTyn/ieHne u BbiHeC B Ha3BaHUe CBOEro My/ibTduabMa perkuccep?

PaboTa XuTpyKa 6bln1a OpMeHTUPOBaHa He TOJIbKO Ha B3POC/OE,
HO M Ha AeTcKoe BocnpuaTMe. B NONIMIKPAHHOM «3auUrpbIBAHUMN» OK-
HamMM M KaZpamu PacKpbIBAlOTCA He TONbKO FyBOKMe CMbICNOBbIe
NOATEKCTbI, HanpaBAeHHbIE Ha B3POC/bIX 3pUTE/NIEN, HO U pa3BieKa-
TesbHan obonouyka «UcTopum ofdHOro npectynneHus». Hesecenas
TEMA, MHTEPNPETMPOBAHHAA B HEOXKMUAAHHOMN NONUIKPAHHOW 3CTETH-
Ke, NpMobpeTaeT aeMeHTbl aTTPAKLMOHHOCTM. AKLEHT nepeHocuTea
Ha 3KCTpaBaraHTHyl0 GpOpMy, TOYHO COOTBETCTBYIOLLYIO 3asB/IEHHOM
npobneme — TPYAHOCTU COCYLLECTBOBAHMA OYEHb PasHbiX Noaei B
meranonuce. A B pesynbraTe, acTeTusauusa npobnembl paboTaeTr Ha
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npeogoneHve atmocdepbl SMOLMOHANBHOW NOAABAEHHOCTU. Mynb-
TOUNAbM BCENAET [arke JIETKYH0 HaZeay Ha Mpeodo/IMMOCTb XKU3-
HEHHbIX 0BCTOATENbCTB U HEKYIO BbICLIYIO CMPaBeaanBOCTb. B KoHuUe
KOHLLOB, HE TONbKO repoi pa3bumn cBOK CKOPAIYNY U BbilEN 33 PaMKM
[03BO/IEHHOTO, HO M CaMO O6LLLECTBO OKA3aI0Ch B Er0 MONOXKEHUU Ne-
pes, MLUOM LIYMOBOIFO «TEPPOPUCTa», FPY3YMKa, CO34ABLIETO TaKoM
rPOXOT, YTO Ha4yan TPACTUCb BECb MHOTOKBAPTUPHbIN LOM.

«McTopua oaHoro npectynieHuns» crana ycnewHom He ToNbKo Y
3puTenem, Ho U B cpeae cneunanncTos B 0bnactu nckycctsa. M. bosp-
CKMIN OTMEYas, YTo B MYNbTUMIMKALMOHHOM MCKYCCTBE HAaMETWUAchb
TEHAEHUMS OBUMKEHMUA K UHTENNEKTYalbHbIM GUIbMaM, K PUCYHKAM U
KyK/Nam oKasasiocb nog, cuny ¢unocodckoe obobuieHme [11].

Taknm ob6bpa3om, Bce BM3yasbHble U CLEHAPHblE KOMMOHEHTbI
MyNnbTOGUABbMA B LLESIOM M NOAM3KPAH, B YaCTHOCTH, paboTatoT Ha cos-
AaHune rnyboKoro sCcTeTMYecKkoro nNpovsBeaeHMsa, MHOTOBapUaHTHOIO
B CBOEM MPOYTEHUMU.

B pabote 1968 roga «®unbm, dunbm, duabm» XUTPYK noKasan
NapoaMio Ha KMHOMPOWU3BOACTBO. 3apoaeHue uaen. CnokolicTemne
My3bl U My4YUTENbHbIE UCKAHMA CLLEHApPMUCTa, NOoZaHHble B Hecnew-
HOM pUTME, Ha KaxAOM nocieaylolem 3STane KMHONPOWU3BOACTBA
HabupaloT «06opPOTbI», PACKpy4yMBas PUTMMUYECKMIA PUCYHOK. Halum
repom NPoxXoanT Mo TECHbIM U OXKMB/IEHHBIM KOPUAOPAM KMHOCTYAMM,
NPOCTPAHCTBO 3KpaHa UCMEeLPeHO STUMMN TYHHENAMM B XaOTUYECKOM
CTpoe, NYCTbIX MECT HET — B KaKAOM TOYKe aKTUBHO MUAET npouecc
KMHOMPOM3BOACTBA. BBEpX — K XyAOXHMKY. UcnewpeHHoe reome-
TPUYECKUMUN ANHUAMM U GUTYPaMM NMPOCTPAHCTBO KUHOCTYAUM, Hamno-
MUHaeT KOHCTpYKTMBM3M «Komnosunumm VIlI» Bacunmna KaHanHcKoro.
3Tn Kagpbl cybnmumnpytoT He aTmocdepy TBOPYECTBa, a PUCYHOT BHY-
TPEHHEee YCTPOWCTBO rocyAapCTBEHHOM MALUMHbI, TAe KaXabli Yeno-
BEYECKMI 3/IEMEHT — NINLLb BUHTUK, JIETKO 3aMeHAEMbI NPW NOOM-
Ke WK B c/lyyae OTKasa paboTaTb N0 HAMEUYEHHOW AR HEro CXeme.

B Kagpe orpomHas rosioBa ermneTckoro couHkca, Kotopaa cobu-
BAEeT C HOr 1 6€e3 TOro UCMyraHHOro cueHapucTa. Ero yxac v Bbi3blBaeT
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CMeX, M 3aCTaBAAET 3a4yMaTbCA O KECTOKOCTU NpoLecca KUHOMPOU3-
BOACTBA. YCU/IMBAETCA M HEPBO3HOCTb PEMKMUCCEPA, PA3APAKEHHOrO
3aTAHYBLUMMCA NOAFOTOBUTE/IbHBIM NPOoLLeccoM. [BuKeHne Ha nndTe
BHU3 ByATO NpeaynperKaaeT O HUCXOXKAEHMMN U3 NAaTOHOBCKOrO MUPa
30COB B «AENCTBUTENbHOCTbY, rae uaes cueHapua obpeyeHa no-
CTPaZaTb OT LLeH3YpPbl U BOMJIOLLEHUS.

KomnosuTop HaurpbiBaeT CbeMOYHOM KOMaHAe Ha GopTenbAHO
npuLweaLwmnii emy B ro0BY MOTUB, @ B 3TO BPEMA TO/MNbl CTaTUCTOB M3
Apyroro ¢puabma NPOHOCATCA MUMO, CHOBA Nyras HECYaCTHOTO CLEeHa-
pucTa.

KaHOHMYECKOro MOM3KPAHHOro npuema B MynbTPuabme HerT,
HO MHTepecHaa KOMOMHAUMA NPOCTPAHCTB, UX aTmocdepa, 3aMKHY-
TaA rpaHuLamm cBoeobpasHbIX OKOH, co3aaeT 3pdeKT NoansKpaHa,
YCUANBAOLWMNIN AMHAMUYHOCTb ABUXKEHUA B Kagpe. JIdT HaxoanTca B
NOCTOAHHOM ABUXEeHWUN, NPOHOCACb MUMO reoMeTpn4ecKmnx a6CTpaK-
UWIA, NUHUAMKU bparMeHTUPYIOWMX NAOCKOCTb Kafpa; OAHAKO rpa-
HULBI MeXAay cermeHTaMu npoHuuaemsl. Tak, H. Kpueyna otmevaer,
YTO «TEHAEHUMA KONNAXKHOCTM NPOABAAETCA B COEANHEHUMN B €ANHOWM
cMcTeME Pa3sHOPOAHbIX 3/IEMEHTOB, BUAOB M TEXHONOTMIA aHUMaLLUW,
B MCMONb30BaHWWU HECKO/IbKMX U306pa3nTeNibHbIX A3bIKOB U CEMU-
OTMYECKUX KOAOB, BK/IOUYEHUA APYTrUX TEKCTOB B TEKCT ¢duabmMa. ITO
NPMBOAMUT K PaspyLIEHMIO KaK BHELIHMWX, TaK U BHYTPEHHUX rPaHuL, B
CTPYKType npounsseaeHunsa» [12].

B omnume o1 «McTopmm ogHOro npectynneHua», rae XMTpyk ¢ no-
MOLLLbIO NOIM3KPAHA AAET 3PUTESIO OLLYLLLEHME IMOLMOHA/IbHOM NYCTOo-
Tbl CKYYEHHbIX CEFMEHTOB HEOCBELLEHHbIX OKOH KBAPTUP MHOrO3TaX-
KW, B YCNOBUAX KUHOCTYAUWU, HANPOTUB, pexnccep TeMHbIMUN NATHaMU
MOKa3bIBaET, YTO CBOOOAHbIX CEKLMIA HeT. Y nonasLllero BHyTPb KMHO-
MaLUMHbI HET WaHca 6bITb 3aMKHYTbIM BHYTPW IMYHOTO MPOCTPAHCTBA
— OHO 3ZeCb NPOCTO He NpPeaycMoTpeHo. M ecan B nepBoM U3 paccmo-
TPEHHbIX MyNbTPUIBMOB Y FreposA HAYMHAETCA CTPECC OT OAMHOYECTBA B
TO/INE, TO B XaOCe KMHOCTYAMMU HaNpsAXKeHUe repoes YCUIMBAETCA M3-3a
OTCYTCTBMA JIMYHOTO NPOCTPAHCTBA M IMOLMOHANbHbIX Nay3.
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CUHeprua HapoUunTO YTPMPOBAHHbIX NEPEKMBAHUI N XapaKTepoB
YNEHOB CbEMOYHOM KOMaHZbl, MPOHUYHOCTb 3aMbIC/la, MOCTOSIHHOE
AsvxKeHne u 3ppeKT NonaKpaHa He TONbKO Npuaanu mynstduabmy
COBEPLUEHHO YHUKA/IbHYIO SMOLMOHANbHYO aTMocdepy U pUTM, HO U
obpucoBanu obLMe TeHAEHLMM TOTO BpeMEHU. B sTom mynbtdunbme
BOM/IOLLLEHbI MOTMBbI TBOPYECKOM 60PbObI XYA0XHMKA 33 NPaBO CBOE-
ro UCKyccTBa 6bITb HEMOBTOPMMbIM Y COOTBETCTBYHOLLLMM 3aMbICy €ro
cosgaTtenei. Kak B «McTtopun ogHOro npectynaeHma» cuctema sioma-
eT JIn4HOCTb, TaK B «Punbm, duabm, Guabm» NPOKPYCTOBO SIOXKE Yro-
TOBAHO 3amblicCAy.

XUTpPYK He 6e3 ropbKOM MPOHMUM KOHCTATUPYET, YTO HepeaKo daH-
TaCTUYeCKOoe HanpaXeHue BCell TBOPYECKOM rpynmbl, BbIHYXAEHHOM
B3aMMOAENCTBOBATb C YNHOBHUKAMM, NPUBOAAT K CamMbiM OBbIKHO-
BEHHbIM 6aHa/IbHOCTAM M CIOXKETHbBIM KAuwe. Ho 1 3Tu Kanwe JaroTca
HEMMOBEpPHbIM TPYAOM, U B KOHEYHOM WUTOre OKa3blBAlOTCA BECbMA
BOCTPebOBaHHbIMM ayanTopuen. bBbiTb MOXKET, NOTOMy, YTO 6€e3 HUX
HeT MCKYCCTBA KNHO. «Bce 3Tn mydyeHusa, 6opbba c MANMOTUIMOM, C Ca-
MUM cobol, ¢ maTepuanom. Tbl FOTOB MPOKAACTb BCE, BCEX, KTO pA-
AOM, camoro ceba — NOTOM OKa3bIBAETCA, YTO 3TO M €CTb TBOE KMHe-
maTorpaduyeckoe cyactbe» [13].

BHeapeHWe NONAMIKPAHHOMO NPUEMA B BU3YasIbHbIN TEKCT My/b-
TPunabma 06ycnoBaeHO HECKONbKMMM OCHOBHBIMW CMbICIOBbIMMU Ha-
npasaeHnamu. JIECTHULbI, KOPUOOPbI, CTPOMKA AEKOpauuii, KOMHaTa
C OPKeCTpOM — MOANIKPaHHbIe NPOCTPAHCTBA PUCYIOT Ham 06Luyto
KapTMHY TBOPYECKOrO MMPa, FAe MAes NbiTaeTcA ynopaaounTb Xaoc
M HanpasBuTb Pa3IMYHbIE CU/bl Ha CO34aHWME YHUKANbHOIO ¢puabma.
XUTPYK penpeseHTyeT CBOEMY 3PUTEI0 «KYXHIO» KMHemaTorpaduye-
CKOro MMpPa, FAe Ha OAHOM 3TaXKE MOMKHO OKYHYTbCA U B MUP ernnet-
CKMX MUPaMKUA, M B MUP PbILapei 1 NPeKpPacHbIX AaM, U HAaTONKHYTb-
CA Ha TaHK. PdEKT NONMIKPAHA CAYKUT UANKOCTPALMEN, Ha NePBbIN
B3rN1A4, XaOTUYHOrO, a B AENCTBUTENBHOCTU MPOCTO C/I0XKHOFO Opra-
HW3Ma KMHOMPOM3BOACTBA. BHeWHUI xaoc, nogumHAsce Bone TBOp-
ua, TpaHchopMUpyeTCA B XyA0KECTBEHHOE NPOU3BEAEHNE.
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B 1973 rogy 0. HopwTteitH aHMMmnpoBan cKasky «Jlnuca u 3aauy.
Mcnonb3ya NMoAMaKpaH, OH 3HAYUTEIbHO PACLUMPUA TPAAULMOHHYIO
NIMHEHY0 NO3TUKY BM3yanbHOro pAaga. C nepsblx Kagpos OH ybpan
YeTBEPTYIO CTEHY M3OYLWKM U AUCBUX XOPOM, NPUrAaLas 3puTens
ObITb CBUAETENEM MPOUCXOAALLETO BHYTPU NOMeLLeHWUR. Monnakpa-
HOM Pa3fenunB Ha/IOXKEHHbIe C/IOM M306paXKeHUs, aBTOP MOKA3blBaeT
ybpaHCTBO «XpycTanbHOro Agopua» Jlucbl, nepemeLLan BHyTPEHHUE
«OeKopaLMmM» CUHXPOHHO C ee nepeasukeHnem. ITOT npuem no-
3BO/IN PACLUMPUTL CMbICIOBbIE U BU3Ya/ibHbIE COCTABAAOLLNE MY/b-
Tdunbma: 6oratctBo ybpaHCTBa nefdsHoro aAsopua JIMcol, BblSB/IEH-
HOe ABUKEHMEM MepcoHaXka B NPOCTPAHCTBE, NPOTMBOMNOCTaBAAETCA
CKPOMHOCTM 06CTaHOBKM B M3DOYyLUKe 3aiua.

B anu3oae Ha mocty HopwTeliH cnesa oT ¢urypbl 3aliua noka-
3blBaeT CHayasa MaJleHbKOE OKOLWIKO C MOTPECKMBAOLMM OTHEM B
neyn. MoNNUIKPaAHHLIN CErMEHT YBENIMYMBAETCA, KaK bbl BNycKaa Hac
BO BHYTPEHHWI MUP repos, TOCKYOLLEro No yTpayeHHOMY AOMallHe-
My MPOCTPAHCTBY. Bckope ¢urypa 3aiiLa NOKaxKeTca MasfeHbKOW no
OTHOLLEHMIO K Pa3pocCLLEMYCA OKHY B Bblioe cyacTbe. MoasaseTcs Ha-
rnafHoOe NpoTMBONoOCTaBaeHne «bblno-cTano». BHeapeHue sToro no-
NIMKaApa cuibHee NoavYepKUBAET MYCTOTY OT yTpaTbl U O4MHOYECTBO
6e340MHOro repos, HeXenu 3To caenano 6bl TPaAUUMOHHOE, MOHO-
3KpaHHOE pa3BepTbiBaHME NOBECTBOBATE/IbHOMO PAAA.

MpumeyaTtenbHo, 4To HopLluTeitH B NpMHLMNE He 3aMblKaeT CBO-
MX repoeB B rpaHuMLax Kaapa. Measeab, cnacascb 6erctBom oT pasb-
ApPeHHoWM JInckl, NPOCTO NepemMelLaeTcs B cocegHue Kaapbl. C nomo-
Wb MOJIMIKPAHHOIO CTPOEHUS BM3YasibHOIO TEKCTa MPOUCXOAUT U
NNaBHbIN Nepexoa 13 oAHOM MMU3aHCLIEHbI B APYryto (KaK B caydyae C
ABukeHnem lMeTyxa 1 3aliua K nsbyLwke), 6e3 npepbiBaHUS HapacTa-
toLen KyNbMUHALLUN.

B nuKoBol YacTn mynbTdunbma HoplwTeinH ¢ NOMOLLbIO NOAK3-
KpaHa co34aeT NOUCTUHE reHMabHY MMU3aHCLeHY. [eTyx BpbiBaeTcA
B U3byLWKY, 3aAL, BONHYACH, 3aMAAbIBAET B OKOLIKO. ITOT 3KPaH OTb-
€3KaEeT, N ero co BCEX CTOPOH «0BCTYyNatoT» OKHa ¢ BonKom, Bbikom K
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Meageaem, KaxKapl B CBOEM MPOCTPAHCTBE. ACHO YMTAETCA MbICNb
HopuwTeiiHa: 3a npegenamm sKpaHa «KU3Hb» NPOAOMKAETCA, rPaHM-
bl 3KpPaHa — TONIbKO JIMHUU, NPOBEAEHHbIE CYObEKTUBHOM BOIEN aB-
TOPa, LWL BblPe3Ka 13 06LLel KapTUHbI.

MpumeyaTenbHO, YTO COOLITUA B LEHTPA/NIbHOM OKHE HanpAMYyto
BAUAIOT Ha NOBeAeHNE APYrMxX NepCcoHaXKel: OHU B cTpaxe yberatoT us
30Hbl obuLero Kagpa. MpMmeHeHe NOANIKPAHA B STOM 3NM304€e Mno-
MOF10 HarNsAHO M306pasuTb NPUYNHHO-CEeACTBEHHbIE CBA3U U Ha-
NMOMHMUTb O BTOPOCTEMNEHHbIX reponx (B MMTepaTypHbIX BEPCUAX CKa3KK
nocse Heyaa4yHbIX MNOMbITOK CNPaBUTbCA € JIMCOM 0 HUX Bonblue HU-
yero He roBopuTCA). B 3TOI, KyIbMUHALIMOHHOM, YaCcTN MyAbTGUAbMA
MHOIOOKOHHOCTb YCUAMBAET HaKan cTtpacteit. U Bonk, n Measeasb, 1
BbIK N1LWb HabAAAOT 38 BUTBOM, Y HUX HET AaXKe U MbIC/IU BCTYNUTb
B CXBaTKy, noMmoub MNeTyxy u 3aliuy nobeautsb Jlncy.

tOpnin HopluTeliH ocTaeTca B pamMKax 3CTETUKM PYCCKOTO CKa3ou-
Horo nosectBoBaHMA. O4HAKO CKBO3b TPAAMULMOHHYIO GOPMY CKa3Ku
npobuBaloTCs oYepTaHMA y3HaBaeMOro NopPTpPeTa No3AHEro COBETCKO-
ro couMyma, B KOTOPOM HepeaKo Mpoc/iexuBaeTca pa3obLleHHOCTb
NoAen, Nx 3aMKHYTOCTb, 60A3Hb Pas3byauTb IMXO M HaB/EeYb €ro Ha
cobcTBeHHyto ronosy. O. lopoxoBa obpalLaeT BHUMAHME Ha TO, YTO aB-
TOpCKaA aHMMaumMa HoplTeiMHa akKymMyanpyeT BbITUAHOE OCMbIC/e-
HWe AeTcTBa U AeTckocTu: «PebeHoK ana 0. HoplTeliHa, B Tpaauum-
AX PYCCKOM aHTPONOSIOTMYECKOM MbICAU, — CYLLECTBO 6e33alLmTHOE U
MasieHbKoe (4acTo — CYaCT/IMBOE KaKMM-TO CBOMM, 0COBbIM cHacTbem
M cTpagatowee ogHoBpeMeHHO)» [14]. 3Tn oTronocku 6e3salmnTHo-
CTW repon 1 }KEeCTOKOCTM CO CTOPOHbI «CU/IbHOTO» NPOCNEXNBAKOTCA U
B KMHemaTtorpade. «Mctopua Acn KnaumHol, kotopasa ntobuna, aa He
BblwAa 3amy» AHapesa KoHuyanosckoro (1967), «Yyyeno» P. bBbikoBa
(1983), «Kypbep» K. LLlaxHasaposa (1986), «OT4e Haw» b. Epmonaesa
(1989) 1 mHorne apyrve Tak UaM MHa4Ye obpaLLatoTCa K 3TUM TeMaM.

3aKNoYNTENbHbIM Kaap: TEMHAA 3MMHASA HOYb, MAET cHer. N36yLw-
Ka 6e3 yeTBepTOl CTEHbI. Y neykn cuaat 3asau u MNeTyx, B Tenne, obpets
KaXkabli cBoe cyacTbe. HeobblualiHO TOYHAA M YyTKas pexxunccepckas
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paboTa O CNOKHOCTU KU3HU B COLMYME, O HE3aLLMLEHHOCTU CNabbIx
nepeg cuion, nepes XMHNKamm1, CO34a€eT OLLyLLEHME rPYCTH, HECMO-
TPA Ha CYaCTINBbIN KoHel,. Beab 61arononyyHbin puHan — Anllb ma-
JIEHbKU 3MU304, }KECTOKOM ¥KU3HWU, HAPUCOBAHHOM B MyNbTPUAbME.

B 1970-e rogbl B aHMMaLMM Ha NepeaHnin NaaH BbIXOAUT NCUXO-
J1OTUA YeoBeKa, aKLEHT CMELLAETCA B CTOPOHY BHYTPEHHMUX, IMYHOCT-
HbIX npoueccoB [cm.: 12]. MynbTdunnbm Bragnmmnpa Tapacosa «KoH-
TAKT» BblAENAETCA Cpean ApYrnx NPponusBeseHnin aHMMaTopoB Tex feT
He TONIbKO HENONy/AAPHbIM A1A TOrgalHen aHMMaUumM *KaHpom daH-
TaCTUKM, HO U HEOBbIYHbIM BU3YaNbHbIM PeLIEHUEM: ONTUYECKON rpa-
dUKOM, NONNIKPAHHOM KOMMO3ULMEN Kagpa.

B ocHoBe ctoxkeTa MynbTdUIbMa — BCTPEYA XYLOMKHUKA U MHO-
NAaHeTaHMHA, NPUIETEBLUEro Ha 3eM/I0 C 03HAKOMUTE/IbHON MUCCH-
eil. YenoseKk npmxoguT Ha 6eper o3epa MU YMUPOTBOPEHHO NIOMKUTCS
Ha bepery, CHAB canoru. YeBnaes npuilesbla, Ye/10BEeK B NaHWUKe ybe-
raeT, Hanpoyb 3abbIB O canorax, a BOT NPULLENbLA OHU 3anHTepeco-
Ba/n. B 6e306MAHOCTN CBOMX HAMEPEHMUI NpULLIENeL, Ha NPOTAXKEHUN
Bcero puabma NbiTaeTcsa YenoBeKa ybeauTb, Npecneays ero ¢ Uenbto
BEPHYTb 3abbiTbie UM Ha Bepery o3epa canoru. B npouecce noroHu
MHOMMAHETHbIN rOCTb NOCTOAHHO OCTaHABAMBAETCA, 3a/11060BaBLUNCH
KpacoTamu Npupoabl. A YTobbl «MPOHUKHYTLCA» UMW, OH NPUHUMAET
dopmy HoBoro ans ceba obbekTa, byab To canoru, 6abouka uam nTu-
ua. [lobpoTa npuwwensbLa, ero NPUBETINBOCTb U OTKPLITOCTb HOBOMY,
Herno3HaHHOMY, Ha/leT HaMBHOCTM 3aCTaB/IAIOT YE/IOBEKA B KOHLLE KOH-
L,OB 320bITb CBOMU CTPaXM.

YyaecHbIi CONHEUYHbIN NETHUIN AeHb. XyAOXHWK OTNpaBaseTcs
Ha NPUPOAY, LWMPOKO Liaraa M pasmaxmBas 3TIOAHMKOM. ApKas ba-
604YKa NpMBAEKAET BHUMaHME repos, N OH CKAOHAETCA Hag Hel. ba-
604YKa OKa3bIBaETCS 3aK/OUYEHA B MPOCTPAHCTBE /INH3bI U HbeTCs 0 ee
rpaHuubl. M3o06paxkeHne B 3STOM CermeHTe 3KpPaHHOro NPOCTPaHCTBa
HanMoMMHaeT HeraTMe NAeHKW. ABTOp ByATO NbITaeTcA Ham MOKasaTb
06paTHYO CTOPOHY YeNI0BEYECKOW HATypbl: Mbl BUAMM, KaK BynaBka
npokKanbiBaeT 6abouKy, U OHa, yMUpas, pacnpasaseT Kpbl/bs, 3aCTbl-
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BalOLLME KaK NpaBu/IbHasA, HO HEXKMBAA reomeTpuyeckas durypa. Oa-
HaKO B PeanbHOCTU Y XYAO0KHWUKA HET }KefaHUsA HaBpeauTb Npupoae,
n 6aboyka ynetaeT C NagoHM YyesioBeKa. «TeMHana», AeCTPYKTUBHaA,
CTOPOHA NPOTUBONOCTAB/AETCA CBET/ION: NTULLA, TONIbKO YTO MOKa3aH-
Has ObloLLENCA B KNETKe, 3aMKHYTOM B NPOCTPAHCTBE OMNpPaBbl OYKOB,
B peasibHOCTM CNOKOMHO CUAMT Ha Najble Xy/A0XKHMKa, a NOTOM TOXKe
ynetaet. MpauHble CLLeHapun B3aMMOoAenCcTBNS YeoBeKa C NpMpoao
OCTalOTCA HEOCYLLEeCTB/IeHHbIMU. BO3MOXKHO, pexnccepy 6bin10 BaxK-
HO NOKa3aTb OCO3HaHME «TEMHbIX» CTOPOH YeN0BEYECKON AeATesb-
HOCTW, AaTb NOHATb, KAKMe CYLLECTBYIOT MHblE, CBETNbIE» BAaPUaAHTbI
B3aMMOAENCTBUA NIIOAEN C BHELUHUM MUPOM.

B npoTnBoOBeC «0bbIYHOMY» BUAEHUIO MMpPa YeN0BeKa, NpuLenel,
BOCMPUHUMAET ero Kak C/I0XKHYI0 reOMEeTPUYECKYH CTPYKTYpY, bonblue
MOXOXKYH Ha pparMeHTUPOBaHHOE 3peHune. [0CTb U3 APYro ranakTUKK
6yATO CMOTPUT Ha Halll MUP Yepes IMH3bl 06 EKTNBA CBOETO TPeYro/b-
HOTO 71a3a M Cpa3y HAaBOAUT «MPULEN» Ha XYAOXKHMKA. MpM 3Tom cam
XYAOXHWMK OKa3blBaeTCcA NO APYryto CTOPOHY pPeasibHOCTH.

C nomoulblo reoMeTPUYECKOro CermeTMpoBaHMA MPOCTPAHCTBA
3KpaHa TapacoB aKuUeHTUpyeT O0COBEHHOCTM BOCMPUATMA OENCTBU-
TEeNbHOCTU rocTem 3emnun. Mpu 3TOM B TPeyrosibHUKE «rnasa» 4yet-
KOCTb M306pakeHna 1 APKOCTb KPacoK COXpaHAEeTCA, a 3aAHWUIM NnaH
pa3MbIT, LBETA 3aMyTHeHbI. [pMmeyaTeslbHO, YTO TaKUM bparmeHTH-
POBaHHbIM 3PEHMEM MHOMNAHETHbIM NepcoHax TapacoBa oTmevaeT
ana cebs rnaBHoe, cyTb YBUAEHHOrO, COCPEAOTAYNMBANACL BCAKUMN pas
TONbKO Ha ogHOM obbeKTe. MHTepecHa 1 BHUMaTenbHasa paboTa pe-
XKUCCEpPa C OTPAXKEHUAMMU: B Kanae BoAbl beamaTekHa purypa xyagox-
HWKa, a BOT B OTPaXEHUW ero O4KOB MOoA UCMyraHHbIMU r1a3aMu cro-
KOEH CUYST NpuLLenbLa.

CnocobHOCTb K TpaHchopmauumn cobCcTBEHHOTO Tena, UMMUTaLMS
HabnogaeMbix BELWEN paan UX NO3HAHUA ABAAETCA CYTblO NpULLENb-
ua. U pexunccep npuceamBaeT 3TO KMHOM/AaHETHOEY KauyecTBO 3KpaH-
HOWM AeNCTBUTENbHOCTU. Tem cambim, Npuenel, Kak bbl AapuT cBou
CBOWCTBA 3€MHOMY OKPYKatoLLLEMY MUPY.
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OZHaKo NoABAAIOLWMIACA CTON-KaAp C UCMYFaHHbIM IMLLOM XYLOX-
HWKa B YepHO-6enbix TOHaX aCCOLUMPYETCS C MPAYHbIMKU Trpaduye-
CKumu npowmssegeHnamm Maypuua dwepa. CermeHT SIMH3bl OYKOB,
OTpakaloLLMii NOACO3HAHME repos, pa3pacTaeTcs, BU3yannusmpys ero
CTPaxM OKa3aTbCA B TOM }Ke KNEeTKe, YTO yroToBaHa ntuuam. Mpume-
YaTesbHO, YTO NIACTUYHAA MaTePUsA NPULLENbLA B KCTaBUIBHOM» CO-
CTOAHUN nmeeT GopMy, OTAANEHHO HAMOMUHAIOLLYIO YAUTKY. A B Yep-
Ho-6e10M BUAEHUM XYAOKHUKA FOCTb C APYron nAaHeTbl NpUHUMaET
$OpPMY XTOHMYECKOrO OCbMMHOrONoA06HOro MOHCTPA, AepratoLLero
33 HUTKM MApPUOHETOK — XKuUTenel 3emaun.

MopobHO BepTOBCKOMY KWMHO-MMasy, npuwenel, «dpotorpadmpy-
eT» 6ercTBo XyA0XKHWKa, HO HeLL0IT0 PacCTPamnBaeTcA U3-3a 3TOro: ero
BHUMaHWe nepektovaeTca Ha 6abouKy, 1 OH UMUTUPYET ee dopmy,
CaM NbITasCb B3NeTeTb. B3neTeB, OH CHOBA BMAWUT Npeanosaraemoro
ApYyra B NLE XYAO0XKHUKA M NpuHMMmaeT GopmMy YesioBeKa, HageB Ha
ceba yenoBeyeckme «aTpubyTbi»: canoru, wapd, WAANY U STIOAHUK
XYLOXHMKA. He Mmea BO3MOMKHOCTU BbIPa3uTb CBOM MWUPHbIE Hame-
PEHUS CI0BaMM, NPULLENEL, MbITAETCA BOCNPOM3BECTU My3blKa/IbHbIN
NnenTMoTMB MynbTdMAbMa. TONIbKO TOr4a BCE CTAHOBUTCA HA CBOU Me-
CTa, XYAO0KHMK HAaYMHAET NONPaBAATb HOTHYO MNApPTUTYpY, U BCe ona-
CeHMA Nponaaatot. 3eMASHUH U Npuenel, B3sSBLWKCb 32 PYKKU, YXO-
AAT BAANb, KaK Koanern u gobpsole apy3bs. KOHTaKT ceeplumacs.

MomMMO HeobBblYHOM BWU3yasibHON MNOAM3IKPAHHOMN CTPYKTYPSI,
MynbTGUNBM yTBEPKAAET U 0O6beaUHAIOWYO cuny mMy3blikU. U LBe-
TOoBan Nanutpa «KoHTaKTa», U1 MOAHbIN 06pa3 Xy4OXKHUKA, U COBME-
LEeHNE CEMAHTMYECKUX KOHTEKCTOB HAaBEBAKOT acCOLMALMU C KAUMOM
Yellow Submarine rpynnbl «buTA3». MOCKONBKY B Te roAbl LieH3ypa eLe
AMKTOBaNa XYLOXKHUKAM NPUAEPHKMBATLCSA CTPOTMUX rpaHuL, cam Tapa-
COB BCMOMMHAET, YTO «PaHTACTMKA Obla OTAYLIMHON B HALLeM TBOpYe-
CTBE — MOMKHO ObINI0 AeNaTb TO, YTO HE MPOXOAM0 B APYIUX ¥KaHPaX U
HanpaBieHuAx, paboTaTb cMesiee, NPUAYMbIBATb KaKMe-TO HEOKNAAH-
Hble CUTYauMm... <...> A Toraa KacaTbCsi BCero, 4to 6bis1o cBA3aHo ¢ “The
Beatle”, 6b110 npobnemaTnyHo Besae, Kpome paHTacTUKK...» [15].
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Moa mackow npuwenbua TapacoB CKPbIN NPeacTaBUTENA «BparK-
AeBHbIX KanUTaNIMCTUYECKUX CTPaH», CTpax Nepes KoTOPbIMM HacaX-
[aN1CA HA rOCYAapCTBEHHOM YPOBHE. Pexuccep BCensieT Hagexay, uto
3a rpaHuuamm CCCP obuTaloT Takue Ke nogmM, BO3IMOXKHO, bonee oT-
KpbITble U A06pble, YeM PALOBOM COBETCKMI rparkaAaHUH. U B npea-
asepun Onmmnuinckux murp B Mockse B 1980-m rogy nepcnektusa
BCTPETUTLCA C «MPULLIEbLLAMMN» HE TaKaA YK M NyrawoLLas.

MoNnsKpaHHOCTb, BHEAPEHHAA TapacoBbIM B BM3yasibHOE CTpoe-
HWe MynbToUAbMA, U 0COBEHHOCTU LLBETOBOI KOMMO3ULMKN HAX0AATCA
B TECHOM B3aMmogeicTenun. MNepexos Ha YepHo-Henoe nsobparkeHne
N 0bpaTHO CMMBOAU3UPYET ABUKEHUE MEXAY NAACTamMM peanbHo-
CTe CO3HaHMWe-NoACO3HaHWe. Y MOANIKPAHHbIX KaJpoOB TOXe ecTb
pAg, 0cCO6EHHOCTEN: KOrAa B MOBECTBOBAHWME «BK/OYAETCA» peasb-
HOCTb BHYTPEHHEro CermMmeHTa KOMMO3WUUMM, ABUXKEHWE OCHOBHOW
3KPaHHOI AEeNCTBUTENIbHOCTM 3aMUPAET, B HEKOTOPbLIX CAYYaAx 3TOT
«3a4HWM NNaH» pasmbliBaeTca. PamKkoi 4na nosnaKkpaHHOro cermeHTa
CNYKAT YeTKUe reomeTpuyeckme Gurypbl, byab To onpaBa O4KOB UK
TPEeyronbHbIl rNa3 NnpuwenbLa.

B uenom ¢aHTacTMYecKkuit }aHp mynbtouabma «KOHTAKT» nos-
HOCTbIO OMpaBAbIBAaeT BU3yasbHble MOJIMCEMUYECKME peLleHus,
BHeApeHHble B NOBeCTBOBaHWe. MONM3KPaAHHOCTL Aana pexkuccepy
YHWUKaNbHYIO BO3MOMKHOCTb KaK NMOKa3aTb Pa3HMLY BOCMPUATUA MUPa
NepcoHa*kamm, TaK U YCUANTb CEMaHTUYECKME NOATEKCTbI LBETOBbIMM
nepexofamm Mexay CerMmeHTaMu «peasibHOCTeN ».

MpoaHannM3MpoBaB MyNAbTUMAMKALMOHHbIE MPOU3BEAEHUA, Mbl
NPUXOAMM K BbIBOAY, YTO NMONMIKPAH, UMEA CBOEN CYTblo BU3yasibHOE
pasgeneHne obbeKTOB M MPOCTPAHCTB, NAPaLOKCA/bHbIM 0H6pasom
ABNAETCA TOYKOM MX STUYECKU-CMbICIOBOrO 06beANHEHUSA, CONOCTAaB-
NIeHUA 1 B3auMOoZencTeumA.

NHTepecHO, 4TO B TpeX U3 PaCCMOTPEHHbIX HAMW NPOU3BEAEHU,
Ka3anocb bbl, CTONb pa3sHbIX, NENTMOTUBOM MPOXOAMT TEMA AOMa,
ObITOBAHUA NepcoHa)Kel B AOMalLHeM npocTpaHctee. B «Mctopum
ogHoro npectynaeHus» [om 6onblie He BbICTYNaeT B PON KKpeno-
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CTU», 3aWUTHbIE GYHKLMM 0cnabneHbl KAPTOHHOCTBIO U 3BYKOMPOHK-
LLAaEMOCTbIO CTeH. B « 4OMaLLHEM» MPOCTPAHCTBE KMHOCTYAMUMU B MY/b-
Tounome «dPunbm, dGunbm, GUAbM» 3apPOXKAAOTCA Pa3fopbl, CNOpPbI
N ncuxonornyeckoe HanpsaxeHue. A B «Jluce u 3anue» Tak U Boob-
e NPoUCXoauT MOMHAA yTpaTa JIMYHOIO NPOCTPAHCTBA, AoMma. Mo-
JIN3KPAHHOCTb MOMOraeT nepeaaTb KOHGIMKTHOCTb CYLLECTBOBAHMA
NPWUBATHOM, ACHO OYepYEHHOW TEPPUTOPUN FrepoeB BO BpaxKAeOHOM
Mupe.

MonunakpaH OKasbiBaeTcAa CNocobeH Kak MogvyepKMBaTb 3HaYM-
MOCTb OTOBpaXKEHUA COBPEMEHHOCTU, AAXKeE YbTPACOBPEMEHHOCTH,
TEXHUYECKOro U COLMaNbHOrO Nporpecca, HapoXAatoLleroca mera-
NO/IMCHOTO CTUAA XU3HU, «PabpuyHOro» MPOM3BOACTBA MCKYCCTBA,
TaK WU OpPraHMYHO co4yeTaTbca C GONbKAOPHBIMU, TPAAULMOHHLIMM
dopmamu. B «McTtopmum oaHoro npectynieHua» NoAMIKpaH Koppe-
CNoHAMpPYeT ¢ GOpMaMm OKOH, ABEPEN, NPAMOYTObHUKAMM KOMHAT
B MHOFOKBapTUPHbIX gomax. B «®unbm, dunom, dunbm» adpdeKTnbl
NOJIN3KPAHHOCTU BOMN/IOLLAIOT 06pa3 KMHOMNPOU3BOACTBA-MYPaBENHN-
Ka, «MogaHHoro B paspese». Y HopluTeiHa OHM cAMBAtOTCA BOEAMHO
¢ 06pasom M3b6yLKK, pa3nnMYHbIe YacTU KOTOPOW CNIOBHO He NOKMAa-
toT 6egHOro repos, a COMNyTCTBYIOT eMy B BUAE BM3Ya/IM3UPOBAHHbIX
3TanoB NoBecTBOBaHMA. B mynbTouabme TapacoBa «A0M» O3HaYaeT
BHYTPEHHMIA MUp repoeB. C NOMOLLbIO MONNIKPAHHON ICTETUKM OH
NPOTUBOMOCTABAAET HEe TO/IbKO PeasibHOCTU CO3HAaHUE-NOACO3HaHMeE,
HO 1 BU3yanusumpyeT cneumduKy BOCNIPUATUA KCBOUX» U KUYKUXD.

Kpome TOro, o4eBMAHO, YTO MNONMIKPAHHOCTL B AaHHbIX paboTax
YCUIIMBAET AEKOPATUBHbIE M pa3B/ieKaTe/IbHble CBOMCTBA BM3YaIbHOM
MaTepumn. 3a CYET «UFPbI» KAaAPOB M OKOH AOCTUIaeTca He TO/IbKO pac-
WMPEHNE CMbICNOBbLIX KOHHOTALWMIM, HO W MOBbILLAETCA OPUTMHANb-
HOCTb «KapTMHKM». OHa HepeaKo CTAHOBUTCA YacTblo Massa, B KOTO-
POM MOMKET BbITb MHTEPECHO Pa3bMpaTbca He TONbKO B3POC/bIM, HO
N AeTAM.
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