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MEXAYHAPOAHAS
HAYYHASA KOH®EPEHL M
«MCKYCCTBO

Y MALLVHHASA UMBUAN3ALMA»

AHHoOTaumA. [aHHbIN TEKCT npeacTaBnseT coboit 0630p MexAyHapoAHOW Ha-
YYHOWN KOoHbepeHUmMn «MCKYCCTBO M MalUMHHAA UMBUAU3ALMAY, NPOLLeaIlen C
30 mapTa no 2 anpensa 2021 roaa. OpraHn3aTopamu KoHGepeHLUN BbICTYNUAN
foCyAapCTBEHHbIN MHCTUTYT UCKYCCTBO3HAHWA, MHCTUTYT KMHO M TenesuaeHus
(TUTP) un CaHkT-MNeTepbyprckuii rocyAapCcTBEHHbIN yHMBepcUTeT. KoHdepeH-
LMK, NOCBALLEHHbIE COBPEMEHHOW KyNbType, 3KPaHHOMY MCKYCCTBY U Tenesu-
peHuto, nposoaAtca B N'MU Ha npotaxkeHun 17-Tn net. B atom rogy Bnepsble 3a
McTopUIo Nofo6HbLIX GOPYMOB Nepes uccneaoBaTensMmum 6bina NnocTaBieHa 3a4a-
4a NPoaHaNU3nPOBaTb TO HOBOE, YTO NPUBHECEHO MaLLMHAMM B chepy UCKYCCTB
1 B LLE/IOM B YE/I0BEYECKYHO KU3Hb.

B uncne npolweawmx 3a nocneaHuii rog 8 Poccum u 3a pybexkom ¢opymos B obna-
CTU UCKyccTBeHHOro nHTenneka (Artificial Intelligence Journey, Mocksa, Poccus);
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MalmrHHoro obydyeHusn (International Conference on Machine Learning, BeHa, As-
cTpua, 3-a MexayHapoaHas KOHPepeHLMA MO MaWMHHOMY 06Yy4YeHUIO U MaLUUH-
HOMY aHanu3y, XaHusoy, Kutait); umsnnvsaumm sHaHui («LluBuamsauma sHaHui:
poccuitckue peanmmn», MockBa, Poccusa) v ap. AaHHas KoHdepeHLUua 3aHaNa cBoe
0coboe mecTo. HoBM3Ha ee KOHLENLMM COCTOUT B 06beMHEeHUU, Kasanoch bbl,
HECOBMECTMMbIX ABAEHUI: UCKYCCTBA U MaLLMHHOM UMBUAN3ALMN. KaK N3BECTHO,
TPaAMLMOHHO UCKYCCTBO NPOTUBOMNOCTABAANOCH TEXHUKE KaK YEMY-TO YYKAOMY,
MHOrAa BpaxaebHOMYy, XOTA U TO, U PYroe ABUAOCH Pe3yLTaTOM TBOPEHUA PYK
4e/I0BEYECKMX U €T0 YyMA. 10 CUX MOP BbIPAKEHWE «MALUMHHAA LMBUAN3ALUAY» B
MCKYCCTBE UCMOJ/Ib30BA/IOCh [N1aBHbIM 06pa3oM B KaHpe GaHTaCTUKM U C aKLEH-
TOM Ha OTPULATENbHbIE KOHHOTALMN. Lienb KOHpepeHLMU — OCMBICANUTb XyZLOXKe-
CTBEHHbIE NPAKTUKM UCKYCCTBA B 3MOXY MALUMHHOW LMBUAM3ALLMK, TO3HAKOMUTHCA
CaKTyanbHbIMU rMNOTE3aMM, 06HAPOL0BaTb HOBbIE GaKTbl M 06CYANTL COBPEMEH-
HYH0 TEPMUHOOTUIO («3aKOH CMOHTAHHOCTUY», «3aKOH CMbIC/I0BOM HEOMpPeAeneH-
HOCTWY, «aNIrOPUTMMYECKan anodGeHna», «NocT-onepar», KMCKYCCTBEHHanA }KM3Hb
1 HOBasA BMTaNbHOCTb»). Hapaay ¢ M3yyeHnem HOBbIX Npobsiem, 6biiv NOAHATLI
1 CTapble, KOTOpble CTanu BOCTPe6OBaHbI MaLIMHHOM LMBUAMU3ALMEN: OPUTMHAN
1 KOMWUA XYLOKECTBEHHOTO NPOU3BEAEHMSA, TPaHMLbl YCIOBHOCTU W Npeogone-
HWe HeZloBepMA K HOBbIM MeZiva, HappaTuBbl U NMO3THKa B CEPbE3HbIX U pa3B/ie-
KaTeNlbHbIX 9KPAHHbIX KaHpax.

Becb Kopnyc fOKNAA0B KOHPepeHLMM Bbin pasgeneH Ha wecTb 610KoB: «Teope-
TUYECKME MOZENN», «DKPAHHbIE UCKYCCTBA — KMHOY», «M306pa3unTtenbHoe UCKyC-
cTBO», «My3blKa», «KomnbloTepHble Urpbi» U «Lindposmsauuny».

KnioueBble cN0OBa: MCKYCCTBO, 3KPAHHAsA Ky/NbTypa, 3CTETUKA, MALUMHHAA LUBU-
NN3auus, TEXHONOTUSA, KMBEPNPOCTPAHCTBO, HOBbIE MeAuna, TEXHOAPT, NUKCEeNb,
MHCTaNNAUMA, KuHematorpad, 3syK
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ARTS AND MACHINE CIVILIZATION
INTERNATIONAL SCIENTIFIC CONFERENCE

Abstract. The text reviews the Arts and Machine Civilization International
Scientific Conference. The conference took place on March 30—April 2, 2021,
and was organized by the State Institute for Art Studies, GITR Film and Television
School, and the Saint Petersburg State University. SIAS has been hosting
conferences on contemporary culture, screen art and television for 17 years. This
year, for the first time in the history of such forums, the researchers were tasked
with analyzing the new things that machines have brought to the arts and, in
general, to human life.

The conference took its special place among the forums held over the past
year in Russia and abroad in the following areas: artificial intelligence (Artificial
Intelligence Journey, Moscow, Russia); machine learning (International Conference
on Machine Learning, Vienna, Austria; 3rd International Conference on Machine
Learning and Machine Intelligence, Hangzhou, China); civilization of knowledge
(Civilization of Knowledge: Russian Realities, Moscow, Russia), etc. The novelty of
the conference lies in the unification of the seemingly incompatible phenomena:
artand machine civilization. As is commonly known, art was traditionally opposed
to technology as something alien, sometimes hostile, although the both were
born in human mind and created by human hands. Until now, the expression
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“machine civilization” in art has been used mainly in the genre of fantasy and
with an emphasis on its negative connotations. The purpose of the conference
was to comprehend the artistic practices in the era of machine civilization, get
acquainted with current hypotheses, publish new facts and discuss modern
terminologies (law of spontaneity, law of semantic uncertainty, algorithmic
apophenia, post-opera, artificial life and new vitality). Along with the study of
new challenges, old issues were raised, which became in demand in the machine
civilization: originals and copies of artworks, the boundaries of conventionality
and overcoming distrust in new media, narratives and poetics in serious and
entertaining screen genres.

The conference reports were divided into six blocks: Theoretical Models, Screen
Arts—Cinema, Fine Arts, Music, PC Games, and Digitalization.

Keywords: art, screen culture, aesthetics, machine civilization, technology,
cyberspace, new media, techno art, pixel, installation, cinema, sound

Mpobnembl, cBA3AHHbIE C BHEAPEHMEM MALUMH B YENOBEYECKYIO LUBU-
IN33LMI0, PAacCMATPUBAIOT C PasHbIX NO3UUWUIA — OT BO3AENCTBUA Ha Yeno-
BEYECKYI0 AeATENbHOCTb U CUCTEMY LIEHHOCTEN A0 BO3MOXKHOCTEN Pa3BUTUA
WCKYCCTBEHHOTO MHTEN/IEKTA, KOMMbIOTEPHOTO 3peHus, POBOTOTEXHWKM U Ap.
AKTyanIbHOCTb A@HHOIO KPYyra BONPOCOB NOATBEPKAAETCA 3HAUUTE/bHBIM YMC-
IOM MacwTabHbIX Hay4HbIX popymos, npowealmx B Poccun n 3a pyberkom
Tonbko B 2020 r. Tak, Tpuduame cedbmass MeuOyHapoOHAs KOHpepeHYus
ICML (International Conference on Machine Learning), BeHa, Aecmpus, B KOTO-
poi B BUpPTYaibHOM popmaTe npuHaan yyactme 10800 yyeHbix U3 75-TM CTpaH,
6bln1a noceALLleHa MaWwWMHHOMY obyyeHuto. lBa TMNa npobnem, CXemaTUYHO:
«MalMHA — MaWWHA» U «MAlMHA — YeNI0BEK» HAaXOAWIUCL B MOJe 3peHus
3-eli MexdyHapoOHoU KoHgepeHuuuU no MauwuHHOMY 0By4YeHUr U MAUWUH-
Homy aHanuzy MLMI’ 20, XarHuxcoy, Kumat. B IV Extezco0Hom cammume o
UCKycCmeeHHOMY UHMesnAeKkmy, KOMnblomepHOMY 3peHUI0 U MAWUHHOMY 06-
y4eHuto Machines Can See (Mockea, Poccus) Bce BHMMaHMe 6bl10 TaKXke Co-
CPefoTOYEHO UCKIOUUTENBHO HA Npobaeme «MalnMHa — MaLluHay.

A BOT Npob61emMbl BANAHWA MALLMHHOMN LIMBUAM3ALMM Ha XYA0KECTBEHHYHO
JKUM3Hb, Ha BbITUE NCKYCCTBA B NpOorpaMmax 3apyberHbIX U POCCUMCKMX KOHde-
PeHLMI CneumanbHo He CTaBUAACh, XOTA aKTyaNbHOCTb MX AABHO Haspena.

B HacToswwem o0b630pe npeacTaBieHbl 4OKAAAbl, NPO3ByYaBLLME HA Mex-
AYHApOAHOM HayYHOW KOHpepeHLMM « ICKYCCTBO M MaLLMHHANA LMBUAN3ALUAY,
COBMECTHO OpraHu3oBaHHOM [0CyAapCTBEHHBIM MHCTUTYTOM MCKYCCTBO3Ha-
HUA, MHCTUTYTOM KMHO u TenesuaeHus (TUTP) u CaHKT-MeTepbyprcknm rocy-
[apcTBeHHbIM yHUBepcuTeToMm (30 mapTa — 2 anpens 2021 roaa). HosusHa ee
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KOHL,ENUUM cCoCToUT B 06beAMHEHMM, Ka3anoCb bbl, HECOBMECTUMBIX ABNEHUI:
MCKYCCTBA U MALUMHHOW UMBUAM3aLMK. TpagMLMOHHO MCKYCCTBO NPOTUBOMO-
CTaB/IANOCh TEXHUKE KaK YeMy-TO YyXKAOMY, UHOTAa BpaxaebHomy, xoTa 1 To,
W Apyroe ABUOCb Pe3ynbTaTOM TBOPEHUA PYK YesoBeyeckux u ero yma. o
CUX NOP BbIpaXKeHMe «MaLIMHHAA UMBUAMU3ALMAY» B UCKYCCTBE MCNOIb30BaN0Ch
rnasHbIM 06pa3om B KaHpe GaHTaCTUKM M C aKLEHTOM Ha OTpuuaTesibHble
KOHHOTauuu. Lienb KoH$epeHUUM — OCMbIC/IUTD XYA0MKECTBEHHbIE MPAKTUKM
MCKYCCTBA B 3MOXY MALIMHHOM UMBUAN3ALMN, NO3HAKOMUTLCA C aKTYa/IbHbIMM
rmnotesamu, obHapoaoBaTh HOBble GakTbl M 06CYANTbL COBPEMEHHYIO TEPMU-
HOOTNIO («3aKOH CMOHTAHHOCTUY, «3aKOH CMbIC/IOBOW HeonpeaeneHHOCTUY,
«aNropuTMMYecKana anopeHma», «NoCT-onepar», KUCKYCCTBEHHAA XU3Hb U HO-
Bas BMTa/JIbHOCTb»), Hapsaay ¢ u3yyeHMem HOBbIX Npobnem, Bblan NOAHATLI U
CTapble, KOTopble CTann BocTpeboBaHbl MalUMHHON LMBUAU3ALMEN: NOSUH-
HOCTb, OPUTMHAA U KOMWUA XYA0XKECTBEHHOIO NPOmn3BeAeHUA, rPaHULbl YCNOB-
HOCTM W NpeofoNeHne HefoBepUA K HOBbIM Meauna, HappaTuBbl U MO3TUKa B
CepbesHbIX U pa3BAeKaTe/IbHbIX SKPAHHbIX XaHpaXx.

®opym 3TOro rofa Nokasas, YTo y4yeHble afanTUPoOBaanUCb K HOBOMY, No-
NymalwmnHHoMy o6pasy paboTbl, aKTUBHO 3KCMAYyaTMPYA BOSMOMKHOCTU COBpe-
MEeHHbIX KOMMbIOTEPHbIX YCTPOMCTB, NPOrpamm Aia AUCTaHUMOHHOro obuie-
HuA. KoHdbepeHuua nog HazBaHWem «MCKycCTBO M MalLUMHHAA LMBUAU3ALMAY»
cobpana noytn 80 LOKNAAUYMKOB U3 PA3HbIX rOPOA0B OT ANOHWM A0 lepmaHum
(27 13 HMx goKTOpa HayK). HoBbIM 6bINI0 y4acTMe acCNMPAHTOB M3 KPYMHBIX YHU-
BEPCUTETOB, YTO B MPOLLIOM ObIIO XapaKTEPHO TONbKO AN MHCTUTYTa KMHO
u TenesugeHus (TUTP). OpraHusaTopam NpPULOCH YBENUYUTL BPeMsA KOHde-
PEeHLMM M BMECTO TPEXAHEBHOM OHa WAa NofHbIX 4 AHA. Becb Kopnyc AoKNa-
0B 6bl1 pasgeneH Ha 6 6NOKOB: OCHOBHble — «TeopeTUYeckne Moaenu» u
«IKpPaHHble UCKYCCTBA» — KUHO, @ TaKXKe OTAeNbHble BUAbl NCKYCcCTB — «M30-
6pasutenbHoe McKyccTBo», «My3bika», «KomnbloTepHble urpbi» 1 «Ludpo-
BM3auma». B 2021 roay 6onblioe BHUMaHWE yAeNsanocb aKTUBHOM AUCKYCCUM
nocsie Kaxgoro 610ka.

TEOPETUYECKMUE MOAENN

TeopeTtnyeckuit 6nok KoHbepeHuUn bbin o4eHb pasHoobpaseH. YyeHble
MCKa/IM aHTPONOIOTMYECKOoe 400 Ye0BEKA M MaLUMHBI, NbITaIUCb HACTPOUTb
3epKaso COBPEMEHHOMN LMBUAM3ALMN. FICHO BbINO, YTO «MALUMHA» OTKPbINA
AWMK MNMaHgopbl. Bpema n NpocTpaHCTBO U3MEHWAUCH, PALOM C Ye/I0BEKOM
OKasasncb poboTbl U aHAPOWMAbI, KOTOpble MO-CBOEMY MepecTansatoT mMup.
M B 3TOM NpoLecce BaKHYIO pPOab UIPaeT UCKYCCTBO.
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KoHdepeHLMto OTKpbIN A0KNaA AOKTOpa dunocodckmx Hayk E.B. lykoBa
(TocymapcTBEHHDbIM MHCTUTYT MCKYCCTBO3HAHMA): «OHU yKe NPULWAKN: KaK Ham
UTb C MAWMHAMKU?». [lOKNag4YMK OTMETU, YTO MALUMHHAA LUBUAN3ALLUA NN-
LKA YeNoBeKa OLLyLLIeHNA NPEBOCXOACTBA Haj, BCEM MUPOM, KOTOpOe Aano
yenoseyecTBy Bo3poxaeHue. B LeHTp MMpo3gaHuA oHa nocTasuaa 6es3ayw-
HY0 MawwmnHy. CpeiHEBEKOBbIE PEMECNEHHUKN U UX HEBONbLUME MacTepCKue
ycTynuan mecto bonblumm dpabpukam, 3aBogam M HOBOMY Knaccy fogei,
KOTOpble HAaHUMANWUCb ANA UX 0BCNYKMBAHUA. YenoBeK 06CAyKMBAN Maluu-
HY, KaK B NpoL/IOM 06CnyKMBanu 6apuHa cayru. B HOBOW peanbHOCTU rnaB-
HOWM Bblla OHa — 6e3ayLLHbIM KYCOK Kenesa, a ceinyac — elle v NaacTMaceol.
C XVIII BeKa HaunMHaeTcA HacTOAWAA MAaWWMHHAA LMBUAN3ALLMA, A0 CUX MOP He
ucyepnasLiee CBOEro noteHuMana. Yenoseyectsom CTaiM KOMaHAOBATb Ma-
LIWHBI, @ CO BpeMeHeM NPUCTa/bHO CNeanTb 3a Bcem — 3KpaHbl. U cerogHa
Mbl [LO/IKHbI YY4UTbCA COCYLLECTBOBATb C MAWWHOM. MalunHbl HakanauBeatoT
OrPOMHOE KONNYeCTBO GpaKTUYECKOro maTepmana 13 Bcex chep YenoBeYECKON
AeAaTenbHOCTU. M roToBbl NPeaIoKUTb HaMm NOYTK BCe, Yem OHU BnagetoT. Oa-
HaKO MalUMHbI yA3BMMbI B chepe YyBCTB, FAe KAoYeBbIM MHCTPYMEHTOM CAy-
KUT UHTYMLMA. YenoBeK Npu NPUHATUMN PELLEHWNI BKIOYAET SMOLUM — B 3TOM
BMAMTCA ero npemMmyLecTso. M McKyccTBO 34ech 3aHMMAET BarKHOE MEeCTO.

JokTop KynbTyponormn (MOCKOBCKMIA MeXAYHAPOAHbIA YHUBEPCUTET)
A.H. PbineBa B poknage «B Kaxaol noa(p)enke ectb foNS NOAAMHHOCTUY,
NPOA0KUB 03ByYeHHYo E.B. lyKoBbIM TeMY MHTYMUMM, 06paTUia BHUMaHNE
Ha dunbm «Jlydwee npeanoxkeHue» (La migliore offerta, pex. 4. TopHaTope,
2013) » noayepKHyna, 4To 3TOT PUAbM — MNpeayyBCTBME Byayluero yenose-
YecTBa, NbITAOLLEroCA NOHATL COOTHOLUEHWE YEeN0BEYECKOTO U MeXaHUYeCKO-
ro. Co3gateny puabma NPoOBOAAT BAXKHYIO MbIC/Ib O KMEXaHUYECKOM 3aKoHe
CMOHTAHHOCTM», HEUCK/THOYAOLLEM BO3MOXKHOCTU lyXOBHOMO NEPEPONKAEHUA.
lfepoi punbma — «aBTOMAT» NO NOALENKAM, YENOBEK-MALUMHA — B MOMEHT
Nto6BM NepepoKAaeTca U OKa3blBAETCA MPOCTO YETOBEKOM.

PAf, BaXKHbIX BOMPOCOB O COBPEMEHHOW LMBUAM3aLUK nogHAau duno-
codbl U KynbTyponorn. Joktop $unocodcknx HayK, raBHbIN Hay4YHblA CO-
TPYLHMK [0CYyapCTBEHHOMO MHCTUTYTA UCKycCcTBO3HaHMA H.A. XpeHoB B cBoem
poknage «Kynbtypa n TeXHONOrMK: OT opraHonpoeKkuum 3. Kanna K onpegme-
ymBaHuio [lyxa lerensa» paccmoTpen peHomeH punocodum TexHMKn n obpaTtun
BHMMaHME Ha WUHTEPECHYI TEOPWUI0 KOPraHMYECKoM MPOEKLMU» HEMELKOTO
¢dunocoda XIX 3. Kanna [1]. CornacHoe e, TEXHUYECKNE CUCTEMBI NPeaCTaB-
natoT coboit nogobre yenosBeveckMM opraHam, U npexae scero pyke. Popmy-
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NIMPYA CBOIO aHTPOMOOTNYECKYIO Teoputo, 3. Kann noayepKMUBaEeT: KakoBbl 6bl
HW BbINN TEXHONOTUU, KOTOPbIE BBOAMUT B NMPAKTUKY YE/I0BEK, 0 MbIC/Ib OTpa-
HWYeHa CTPYKTYpOW YesioBeyecKoro opraHnsma. Kann nonaraert, 4To UMEHHO B
CNoBax ApeBHerpeyeckoro molcantens Mpotaropa: «4enosBeK ecTb Mepa Bcex
Bellen» — 6bln Bnepsble CHOPMYIMPOBAH AHTPOMOJOTMUECKUIA KpUTepuit
A4PA YeN0BEeYECKOM AeATENbHOCTU.

Cam 06pa3 «4yenoBek-MalmMHa» 6bin BBeAeH GppPaHLy3CKMM CeHcyanu-
ctom 1 Bpadom H.O. ge Jlametpu (1709-1751) B OAHOMMEHHOM TpaKTaTe
1747 roay [2]. Ans ae JlTameTpu YeN0BEK — UCKYCHbI YaCOBON MEXaHU3M Un
KNaBECUH, @ ero YesoBeYecKoe TeN0 HaNOMMHAEeT «CaMO3aBOAALLYIOCA Ma-
LWKMHY». ITO rMNoTe3a NPoAep Kaaacb NOYTU ABa BEKA M HAYana paspyLlaTbes
nog, HaTMckom umopsbl. B goKknage «YenoBek-mallMHa M MALLUMHA-YENOBEK B
UCKyccTBe: BCTpeya B uudpe» goktop dunocodpum M. TynbunHckmit (Hauwm-
OHa/IbHbIM UCCNeA0BaTENbCKUI YHUBEPCUTET «BbICLIAA WKOMA SKOHOMUKMY,
CaHKT-lMeTepbyprckuii rocyaapcTBEHHbIN YHUBEPCUTET) 3aUMKCUMPOBaAa HOBYHO
cutyaumio XXI Beka: undpoBm3aLMA CEroAHA YKe He NPOCTO 3aMEeHAET KU3Hb
ee duKcaumen n gemoHcTpaLmen, Ho GopPMUPYET UCKYCCTBEHHYIO Cpeay, BTA-
reatoLyto B ceba 6MONOrMYEcKyo NpUPoLy YeNoBEKA, NPeBpaLlas U camy
KyNbTYpY B Nogobue mexaHu3ma.

W.B. KoHpaKoB, foKTop dpmnocodckunx Hayk (focyaapcTBEHHbIN UHCTUTYT
WCKYCCTBO3HaHUA M POCCMCKMI rocyAapCTBEHHbIA TYMaHUTapHbIA YHUBEP-
cuteT) B foknage «PeHomeH “cmblicioBOM HeonpeaeneHHoCT” B YCNOBUAX
MaLWWHHOW LMBUAM3aLUM» NMO-HOBOMY PACKPbLI TEMY HeonpeaeneHHOCTU B
KBaHTOBOW peanbHocTu®. A.M. /liocblii, JoKkTOp dunonormyeckux Hayk (MHCTU-
TYT KMHO U TenesuaeHusa (TUTP)) B aoknage «M3onauma u wrypm: K HOBbIM
pUTMaM M COPa3MEPHOCTAM MaLUMHbI KyJbTypbl» PacCMOTPEN HOBble Bbl30-
Bbl COOTHOLEHUA «xneba un 3pennuy. [JokTop uckyccteoseaeHus U.U. Oraii
(CaHKT-MeTepbyprckuii fymaHUTapHbI yHUBEPCUTET NPodCO0308B) B OKNa4e
«CoBpeMeHHble LMpPOBbIe TEXHONOTUW B UCKYCCTBE: TEOPUA U NPAKTUKA» 3a-
TPOHYNA B3aMMOZLENCTBMA XYAOXKHMKA U KomnbtoTepa. Monogaa uccnenosa-
TenbHuua E.C. BUBMY, acnUpaHT WKoOAbI KynbTyponorny (HaumoHanbHbIN uc-
CNefoBaTeNbCKUIA YHUBEPCUTET «BbICLIAn LIKOAA 3KOHOMWKWU»), B OOKNa4e
«Bpema M MaTepmanbHOCTb LUPPOBOro M306parKeHMA» NAOAOTBOPHO pas-
MbILWAAMA HAZ BONPOCAaMMN MaTEPUANbHOCTU U TeMMNOpPaabHOM Npupoapl Lmd-
pOBOro U306parKeHun.

1 HecKosbKo NeT Ha3ag, OH NOAHA 3Ty TEMY Ha MaTepumane pycckoi antepatypbl XIX Beka [3].
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MHoOrMe y4YacTHUKM CpaBHWBA/ZM Ye/I0BEYECKOM TeN0 U «4eNOBEKOO-
6pasHble MalMHbIY. Tak, KaHauaaT ¢unocodckmx Hayk (MIHCTUTYT KUHO U
TenesnaeHus (FTUTP)) O.B. CtpoeBa npeanoxuna cobpaslimmca Ooknag,
«KaK MaTb-BanbKMpUA U TEMHOKOMXMUI aHAPOMZ, BO3POAAT Ye/N0BEYECTBOY.
B ueHTpe foknada — cepuan «BocnuTaHHble Bonkamu» (Raised by Wolves,
pex. J1. CkoTT, A. Fabaccu, C. Mumuka-lessaH, 2020-...) o poboTe-komnbioTepe
«MaTb», aHgpouae W u nogax-kocmoHasTax. [.H. BeTpos, cTapwuii npeno-
fAasaTtenb Kadbeapbl TEOPUM U UCTOPUN KyAbTypbl (MHCTUTYT KMHO U Tenesuae-
Hua (TUTP)), B Aoknage «AnodaTuyeckan aHTPONOMONUA HayYHOW paHTacTu-
KW: aHapoug, u pernctp Boobpaxkaemoro» obpatun BHMMaHME, YTO MOTUBbI
BpaxaebHoro nMbo ApyKecTBEHHOro NOBEAEHMA aHAPOUA0B NO OTHOLIEHUIO
K NePCOHAXKy-YeN0BEeKY NPeaCcTaBaAAeTCa BO3MOXHbIM MHTEPNPETMPOBaTb MUC-
XOL4A U3 reTeporeHHOCcTN Boobparkaemoro n Cumsoanyeckoro. Mm paccmatpu-
BAETCA BO3MOMKHOCTb 3KCTPANOAMPOBaTb NPEANONKEHHbIN METOA, Ha Apyrue
KapTWHbI }KaHpa Hay4HOW GaHTACTMKKM, NEPCOHANKAMM KOTOPBIX ABNAKOTCA aH-
apovapbl. J1.T. ¥uranosa, acnupaHT MOCKOBCKOrO rocyapcTBEHHOIO YHUBEP-
cuteta um. M.B. JlomoHocoBa, npeactasuna temy «MCKyccTBeHHaa U3Hb 1
HOBasA BUTa/NbHOCTb repPOEeB COBPEMEHHbIX paHTaCTUYECKUX CEPUAOBY.

O.H. lypos, acnupant TN n npenogasatenb MHCTUTYTa oTpaciesBoro
MeHeaKMeHTa POCCUIACKOM aKageMMmn HapOLHOrO X03AMCTBA U rOCYAaPCTBEH-
HOWM cy6bl Npu NpesunaeHTe Poccuiickoit Gegepaumm, B Aoknage «4enosek,
aHAPOUA, Napas3vUT» Pa3BUA UAEWN, U30KEHHbIE B 0 HOBOM KHUre «paHuLLbI
yenoseyeckoro» (B coastopctae ¢ M.C. CadoHoBbIm) [4]. CoBpemMeHHas KNU3Hb
— NoAYepKHYN AOKAAAUMK — BCe Bonblue BbIXOAMT 3a FPaHMLLbl eCTECTBEHHO-
ro. MeHATCA KAYEBbIE KaTErOPUM KYbTYPbl, @ BOWTU B UX CMIUCOK CTPEMATCA
HOBble TEXHONOMMYECKME ABNEHUA U UCKYCCTBEHHbIN UHTENNEKT, KOTOPbIE Ha-
YMHAIOT 3aXBaTbIBATb N1ALLAAPMbI B OOLLECTBEHHOM KMU3HW U B 3CTETUHECKOM
npoctpaHctee. [OKTOp WMCKyccTBoBeAeHMsA (MOCKOBCKMIM TOCyLapCTBEHHbIN
yHusepcuteT um. M.B. JlomoHocosa) H.I. Kpusyns B noknage «OT mexaHu-
YeCKOM KyK/bl K KNbopram: TEXHOreHHaa 3BONIOLMA aHUMALMOHHOFO Nepco-
Haa» paccMoTpesa 3BOJIOLMIO aHUMALMOHHOTO NePCOHAXKa, BO3SHMKAOLWWETO
nog, Bo3AencTenem uaen TexHOKpaTMama. AKTyaibHOCTb TeMbl 06ycn0BAEHa
BO3PACTAOLMM MHTEPECOM K NepcoHaXkam, obnagatowmm rubpuaHoi npupo-
[0, BO3HMKAIOLLLEN HA OCHOBE MHTErpauun 4eN0BEYECKOTO U UCKYCCTBEHHOTO
Hayan. MalwuHbl B KOHUe 1980-x HepeaKo NpeAacTatoT Kak bosee coBepLueH-
Hble CyLLecTBa, NPUYEM MX OCHOBHAA QYHKUMA 3aKAOYAETCA B CMACEHUU U
COXpaHeHWW YenoseyecTBa Kak Buaa. KaHguaat kynetyponoruu (MpKyTckui
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dunman Bcepoccuinckoro rocyfapcTBEHHOMO MHCTUTYTA KMHEMaATOrpadum Um.
C.A. Tepacumosa) T.H. LLlemeToBa npoaHaM3npoBasa TeNIECHOCTb B YyBCTBEH-
HoW KynbType XXI Beka. [loknaaumK KOHCTAaTUPOBas, YTO B HACTOALLEW cynep-
MaLUMHHOW LUBUAN3ALLMM Mbl BbIHYKAEHbBI TBOPUTb HOBbIM KOHLLENT YeNoBeKa
6yaywero. Ho roe 6yaeT obuTaTh TakoM Yenosek? Kako mup emy nogonaert
U3 TeX, YTo NpeasiaraeT MaWWHHAA LMBUIM3ALMA — peasibHbli, BUPTYasibHbIN
WAWU MUP OOMNOJHEHHOM peanbHOCTU? U KaK KPU3WUCbl MOBAMAIOT HA CTAHOB-
NeHVe HOBOro YenoBeKa? B Aoknafe KOHLENT AyaNbHOCTU Tena U CO3HaHMUA
paccMOTpeH B pycsie naen TpaHCrymaHM3ma.

YacTb AOKNAAYMKOB yAeNWNa BHUMaHWE MeTOA0N0rMU. [JOKTOp Kynb-
Typonorum (MarKoNCKWUIA rocypapcTBEHHbIV TEXHONOTMYECKUIA YHUBEPCUTET)
A.M. CuioxoBa BbICTynuAa ¢ A0KAaAom «[pobnembl COOTHOLEHUA KaTero-
puii “nckyccteo”, “kmbepnpoctpaHcTBo” 1 “knbepuckyccTeo”». OHa obpaTu-
Na BHUMAHWE Ha TEPMMHONOMMYECKME acneKTbl LMbPOBM3aLLMM UCKYCCTBA U
NOAYEPKHYNA, YTO PACCMATPUBAET MX KaK 3/1EMEHTbI CTPYKTYPbl, CUHTETUYECKM
06beAMHAIOWEN «UCKYCCTBO», «KMOEPMNPOCTPAHCTBO» M «KUBEPUCKYCCTBO»
B COBPEMEHHYIO CUCTEMY AYXOBHO-MaTEPMANbHOMO NPOM3BOACTBA. JoKTop du-
nocodCKux Hayk (Bbicwee TeatpanbHoe yumauile um. M.C. LenkuHa) M.WN. Ko-
3bAKOBA 006paTUNACh K TEME HOBbIX Meama U HoBoM acTeTuku. O.I. Luwkos,
acnupanTt ®re0Y AMNO «Akagemus MeavanHayCTpUmny, CTapwnii cneumManmct
IBY «MoccTpoitnHdopm» 1 ero coaoknagumk 3.B. Pupcos, KaHANLAT UCTOPU-
YeCKMUX HayK (busHec-aHannTuK E.ONSE), nocBaTunu cBoli Aoknaa «BupTyanb-
HOW LLEHHOCTU Y.

Kanamaat kynstyponornn K.KO. BoxopoB (MOCKOBCKMI rocyaapcTBeH-
HbI NCUXONOrO-NEAArorMYecKnil yHUBEPCUTET) B fOKNAAE «ANTOPUTMUYECKan
anodeHusa 1 3cTeTU3aLMA AAHHBIX» PACCMOTPEN XYLOKECTBEHHOE OCBOEHUE
WCKYCCTBEHHOTO MHTE/IIEKTA C TOYKM 3PEHUA €ro TEXHNYECKMX BO3MOXKHOCTEN
06paboTKM NOTOKA AaHHbIX, YCBOEHWE KOTOPOro NPeACTaBAAETCA NPEeBOCX0AA-
LMM YenoBeyeckne BO3MOXKHOCTU. B KauecTBe npeameTta uccnegosaHma ao-
KNafumK obpaTuaca K NponsBefeHNAM COBPEMEHHbIX XYAOXHMKOB, paboTa-
HoLWMX ¢ PEHOMEHOM «anropuTMmuyeckol anopeHnmn» — Mapuo KnmHremaHa,
3aka bnaca. KaHgnpat drMnocodckmnx HayK, KypaTop BbICTaBOYHbIX NMPOEKTOB
B Poccuiickolt rocymapcTeeHHoin 6ubnanoteke nckyccte A.M. OpnoBa caena-
na poknag, «OT UMUTALMM K BbiclieMy pa3ymy. Kak malluHa cTaia coaBTopom
B COBPEMEHHOM UCKyccTBe». B LeHTpe goknaga — kaptuHa [Ixkakomo banna
«AnHammnam cobakm Ha nosoake» 1912 roga. Torga 3TO MOJIOTHO SABAAIOCH
3KCNEPUMEHTOM B 06/1aCTU M306pa3UTENBHOMO UCKYCCTBA, KaK U ero 3ByKoBoe
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npovssedeHve «MaluMHa», UMUTUPYIOLLEE 3BYKM aBTOMobWnei. C Tex nop
npowno 6osnee cTa NET U TEXHONOMUK (B AAHHOM C/y4Yae OHW ABAAIOTCA CU-
HOHMMOM MaLUMHbI) CTaM HEOTHEM/IEMOM YaCTbHO KM3HM YeNOBeKa, BHeAPU-
/1Cb B UCKYCCTBO. B goKnage 6blna npomsseaeHa NoMbITKa COOTHECTU OMbIT
MPOLL/IOTO C BO3MOMHbIMM TEHAEHUMAMM Byayuiero.

9KPAHHbIE MCKYCCTBA. KWHO

JKpaHHbIe UCKYCCTBA 3aHAIM BTOPOE MeCTO B KOHdepeHLMK. YacTb Bbl-
CTYNAeHui bblna NOCBALLEHA TEOPUMU KMHO, Apyras — ero uctopuu. [okTtop
dunocodckux Hayk (CaHKT-lMeTepbyprcknin fymaHUTapHbIN YHUBEPCUTET MpPo-
¢coro3os) C.b. HUKOHOBa B foKNase «06 YCNOBHOCTM B KMHO U €€ FpaHnL,ax»
MOKasana, Kak KMHOMCKYCCTBO CMOCOOHO He NPOCTO YKa3bliBaTb HA KaKyk-TO
BOObOparKaeMylo peanbHOCTb BHe cebs (YTO MOXKHO CYUTATb XapaKTEPHbIM ANA
XYLOMKECTBEHHbIX MPAKTUK), HO GOPMMPOBaTL COBCTBEHHYIO PEANbHOCTL Ha
3KpaHe HenocpeaCcTBEHHO M BOBJIEKaTb B Hee BOOOPaXKeHWe 3puTens, KoTopbIv
OKa3blBaeTcsA B 6onee NacCMBHOM MO3ULMK, YEM NMPU CTONKHOBEHMUU (U UHTEp-
npeTaummn) NpousBeAeHNn APYrMX UCKYCCTB, HO B TO Ke BPEMS 3HAYMTENbHO
6onee 3axBayeHHbIM PeasibHOCTbIO Npoucxogalero. Paa npuemos, Kotopble
camu no cebe yCNI0BHbI, CO34aK0T KUHEMATOrPadUYECKYIO TKaHb 1 ee MOoLLLb No
BOM/IOLLEHMIO KMHOM» peanbHOCTU (Hanpumep, MOHTax). Ho nmetotea m yc-
NOBHOCTW MHOTO NOPAAKA: CIOXKETHOT0, M306Pa3nTEIbHOrO, CBA3AHHOIO He Co
CTPYKTYpOM cnocoboB BOCNPUATUA, a C COAEPKAHNEM BOCMPUHUMAEMOTO Onbi-
Ta. KaK Janeko MOXKeT 3axX0anTb N0 OTHOLEHUIO K KMHO TpeboBaHMe 06 «ucto-
pUYeCKoM AOCTOBEPHOCTU» — 3TO HYXKHO u3y4yatb. [.4. Cmones, KaHanaaTt pu-
NnocodCcKkMx Hayk (locyaapcTBeHHbIM UHCTUTYT UCKYCCTBO3HAHMA), NPOLONNKMA
TEMY «OBBEKTUBHOMO» B3INALA MaLlUMHbI C TOYKM 3PEHMA PAKYpPCa B KUHO.

M.®. Kastoumu, KaHauaat dunocodckmnx Hayk (AKagemusa meamavHay-
CTpuK 1 TOCYAaPCTBEHHbIVW LLEHTPaNbHbIA My3el KMHO), NMOCBATUA CBOE Bbl-
CTynneHne obpasam HayKu U TEXHUKM B OTEYECTBEHHOM U 3apybekHOM Ha-
YYHO-NONYAAPHOM NOANIKPAHHOM KMHO 1950-x—1970-x rogos. OH oTmeTun,
YTO pa3BUTUE KMHemaTorpada B 3TU roAbl ONPELENsANoCh OCTUNKEHUAMM Ha-
YKW, TEXHWKW, @ B OTEYECTBEHHOM MOIM3KPAHHOM KMHO pa3BMBanoCh No B3a-
MMOCBA3aHHbIM HanpaBAEHUAM: OCBOEHWE Kocmoca («3emns n Heboy», «YTpo
KOCMMWYECKOW 3pbI») U BHEAPEHNE TEXHUKM B XKM3Hb YesoBeKa («Bennkas no-
6epa yenoseyectBa»). CUMEHTUCTCKME 06pa3sbl: 06bEKTbI PAKETOCTPOEHUS;
06BbEKTbI ATOMHOIO CTPOEHMS; 0OBEKTBI MHbIX OTPAC/IEN C HAYKOEMKUMM Tex-
Honornammn — B 1950-e—1970-e roapl CTAaHOBATCA HEOTbEM/IEMbIM 3/1IEMEHTOM
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naeonormn. CCCP cTpemunca K BHeAPEHUIO MHHOBALMOHHbIX TEXHONOTUN, B
TOM YWCNe B KMHO. B OoTeuecTBEHHOW AUTepaType OHM U3BECTHbI KaK HOBble
KMHOTEaTpasibHble CUCTEMbI (MOAMIKPaAH, KMHOMAHOPaMa, LMPOKOIKPAHHOE
KWHO, Kpyropama). Mpu pasnnyHbIX 0COBEHHOCTAX B OTAE/bHbIX CTPAHAX NONU-
3KpPaHHOE KMHO MCNOJIb3YeTCA MPeXae BCero Ha MeXAyHapOAHbIX BbICTaBKaxX
9KCNO, r4e OHO 3aHNMMAET MeCTO MHCTANNALMM, aTTPAKLMOHA.

AcnupaHT ¥ npenogasaTenb LUkonbl gusaitHa B.B. Henuitnos (HWNY
«BbICLUan WKOMA SKOHOMUKKY») B AoKNaze «TpaHchopmauma KoHLEeNUUK pe-
anusma B UMdppoBoM KMHemaTorpade» npeasioRunn runoTtesy o TpaHchopma-
LMK KOHUENUUKU peann3ma B umppoBom KnuHematorpade. Onupasce Ha Tpyabl
JlbBa MaHoBwMYa 0 LuMppoBOM KuHemaTorpade n Hatanbm CamyTUHOWM O Ky/b-
TOBOM KMHO, OH MPOTUBOMOCTaBWU/ UX KNacCUYeCKo Teopumn peannsma AHgpe
BaseHa, npeacTaBuB, TakUM 06pa3oM, OAMH U3 BO3SMOXKHbIX METOAOB aHa/M3a
«peannsma» B umdposom knuHematorpade. BHeapeHme undposbix TEXHONO-
TMin B NpoLLeCcC COBPEMEHHOTO KUHOMNPOU3BOACTBa NPeACTaBAAeT UHTEpPEC ANA
HOBOrO 3Tana KMHoTeopuu. OgHOM M3 BarKHeWLWMX Npobaem ABAAETCA TO, YTO
COBPEMEHHDIM KMHemaTorpad HauyMHaeT CyLecTBOBaTb B PaMKax 3aKOHOB,
419 ONUCAHMUA KOTOPbIX TPAANLMOHHbIX METOA0B aHan3a GuabMa CTaHOBUT-
€A HeJOCTaTOYHO. BOo MHOrom 3TO CBA3aHO € NOBCEMECTHbIM NPUMEHEHNEM B
dunbmax KomnbtoTepHOW rpad KK, U3-3a Yero rpaHnLa mexay dotorpadpude-
CKUMM U rpadUUeCcKUMU 31eEMEHTAMU ANA 3pUTENA CTUPAETCA.

KaHamaat KynbTyponornu, Hesasucumbln uccneposatens J1.B. NMonosa
coenana foKNag 0 KOHCTPYKLMKM YesioBeKa B KMHeMaTorpade HeMeLKUX IKC-
npeccMoHucToB. KaHanaat kynbtyponorun A.WU. MoxaposB (MHCTUTYT KMHO M
Tenesungenus (TMTP)) nocBATUA CBOE BbICTYNIEHUE FTHOCTUYECKOMY MUY B Me-
OVMaKYNbTYpe Ha NpuMepe KUHoBCeNeHHoW «/ltoan-Uke» (X-Men). Loknagumk
otmeTu, 4to XXI Bek oTmeyeH GOpMUPOBAHNEM YHUKANIbHOM CUHKPETUYECKOM
MOAENN, B KOTOPOW MPUYYA/IMBO MEPENnIeTaloTCA CaMble pasHble peanrnos-
Hble, coumanbHble, Gunocodpckne n KynbTypHble napagurmbl. OH OCTaHOBUACA
TO/IbKO Ha OJHOM — «THOCTMYECKOM AyXe», MO OnpegeneHnto 0gHoro 13 ca-
MbIX aBTOPUTETHBIX MCCNeaoBaTeNelt 3Toro peHomeHa MfaHca MoHaca.

Ha KoHdepeHLMU ucTopuyeckne napanneny KMHO paccmaTpuBaNMUCh,
HauumHas c XIX Beka. [lokTop dunonornyeckux Hayk J1.U. CapackuHa (focyaap-
CTBEHHbIA WMHCTUTYT MCKYCCTBO3HAHWA) B pamMKax AOKNaga «JlutepaTypHble
M 3KpaHHble 06pa3bl NEPBbIX OTEYECTBEHHbIX BE/IOCMNEANCTOB U UX BENOCK-
negoB» OTMETUNA, YTO Benocunedpl M306peTanncb M COBEPLLEHCTBOBANCD
B TEYEHME MHOTMX BEKOB BCEM MWPOM W CTasv MONYAAPHENLWMM KONECHBIM
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TPAHCMNOPTOM, OT KOTOPOrO Ye/I0BEYECTBO BPAL /M KOTAa-HUOYAb OTKaMeT-
ca. Bo MHOrux cTpaHax esfa Ha Benocunege Ctana HblHE 06PasoM XKWU3HM,
XOTA MOHaYany N0y NPUBLIKAAN K 3penuLly «Hae3gHUKOB Ha Konecukax»,
0COBEHHO KeHLWMH, ¢ Tpyaom. CTonuubl, Kak NpaBmao, WAKM HAaBCTpeYy BCe-
My HOBOMY OXOTHO M 6bICTPO, MPOBUHLMA XKe — C HefoBepuemM. Poccuiickuii
KuHemaTorpad 3apuKcnpoBan sTanbl BHEAPEHWA BENOCUNEA0B B NOBCEAHEB-
HOCTb, HaunHas ¢ 1860-x no 1895-i. KapTuHbl «HecKonbKo AHEN U3 KU3HU
N.U. ObnomoBsa» (pex. H. Muxankos, 1979), «MepTsblit Lom» (pex. B. depo-
pos, 1932), «Yenosek B dyTnape» (pex. N. AHHeHcKkunin, 1939), peTpo-cepuan
«AHHa-aeTekTMBBLY (pex. ®. Nepunkos, E. CemeHos, C. MeseHues, 2016-...) ¢
pa3HoM cTeneHbto NoAPO6HOCTEN NOKA3anu, Kak ocsamBana Poccus esponei-
CKOEe HOBLUECTBO — BeAb MepBbIM PYCCKUM BEOCUMEANCTOM CTan nmnepaTop
AnekcaHgp |l, KoTopble NpuBe3 CBOW «KOCTOTPAC» U3 MNapuka B 1867 roay, rae
npoxoamna BcemmpHaa npombllLneHHas BbICTaBKa.

KaHgupat uckycctsoseaeHus E.A. CapueBa (locyaapCcTBEHHbIA UHCTUTYT
WCKYCCTBO3HaHMA) B AOKNAAe «IKpaH Ha TeaTpasibHOW cueHe. MNepBble onbl-
TbI» aHa/IM3NMPOBANA IKCNEPUMEHTAIbHbIE OMNbITbl UCMONb30BAHNA B TeaTpab-
HbIX CMEKTAKNAX KMHemaTorpapuyeckmx KapTuH. MpeactaBnseTca Hecayyam-
HbIM MOfBNEHWE KMHemaTorpada Ha CLeHax TeaTpoB, OPUEHTUPOBAHHDBIX Ha
MacCOBbI/ BKYC M B TaK Ha3bIBAEMbIX «HU30BbIX }KaHPax», MMelLWMX obime
WCTOKM C HELABHO POXAEHHLIM KMHEMATOrpadom.

B pamkax AMcKyccum K ceoemy aoknaay «Obpasbl Tpyaa U TEXHUKM B He-
MOM KMHO» AOoKTOp KynbTyponornn E.B. CanbHUKOBa BbiCKasana rmnoresy o
COCYLLECTBOBAHUWN HaTYpPa/IMCTUYECKOM U UIPOBOM, GaHTasMIMHOW UHTepnpe-
Tauuu Tpyda B Kagpe. Tak, gna [3vrn BepToBa xapaKTepHa nosTv3auuma pe-
aNbHOW YeNIoBeYEeCKOoW AenaTenbHOCTU. Ho poccuiickuit KMHematorpag paHblie
3aMafHOro OTKPbIa COBCEM ApYyrne MoTuebl B «Aanute» (pex. A. MpoTasaHos,
1924). B punbme nokasaHo, Kak MapcuaHe, oTpaboTaB CMeHY, NpeBpaLlaTca
B 6€3)KM3HEHHbIE TeNa-PENIMKAHTbI, CKAAgMPYEMbIe YNPaBAAIOWMMMU, CNOBHO
BELLM, 4O HaYana caedytoleit CMeHbl. 3TOT MOTUB NPEeABaPAET YKe COBPEMEH-
Hble 3KpaHHble 06pasbl YNCTO GYHKLMOHANBHOTO OTHOLWEHNA K aHTPONOMOpd-
HbIM CyLLEECTBaM-PENNNKAHTaM, Hanpumep, B «0bnayHom atnace» (Cloud Atlas,
pex. /1. BauoBcku, T. ToikBep, /1. BauoBcku, 2012). E.B. CanbHUKOBa A0baBuna,
Y10 «A3/1MTa» — BO MHOTOM HeA0OLEHEHHbI GunbM, 0COBEHHO C TOYKM 3pe-
HUA MOJENNPOBAHMA GAHTACTUYECKOrO, 3KCNPECCMOHUCTKU-KOHCTPYKTUBUCT-
CKOM CTUIMCTUKM U Pa3BUTUA MOTUBA TOTa/IbHOM AerymaHunsaumm obLectsa.
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A.E. batapuHa, acnupaHT ([ocyaapCTBEHHbIM MHCTUTYT MCKYCCTBO3HA-
HWA) B AOKNade «3KpaHHana WAMO3UA COBETCKOrO LIAXMATHOro crnopTa (Ha
MaTepuane XyLoKecTBeHHbIX KUHOGUAbMOB «lpoccmeicTep» (pex. C. Muka-
ansaH, 1972), «benbiit cHer Poccumn» (pesk. 0. BbilwumHcknin, 1980), «KanabnaH-
Ka» (pex. M. dppepa, 1986))» obpatnnack K 06pa3am COBETCKOTO LLAXMaTHOTO
cnopTa B KMHouckycctee CCCP. Ha npumepe Tpex XyAoXKeCTBeHHbIX PUIbMOB
BTOPOM MOM0BMHbI XX BeKa Oblia 3adnKCMpoBaHa 3BOOLMA UHTEPRpeTaLMm
LWaxmaTHOW Mrpbl. Moga Ha WaxmaTbl, N0 MHEHMUIO LOKNaAYMKA, BO3HUKANA
He ToNbKO 6narogaps MexAyHapoAHbIM LWAXMATHbIM TYPHUPAM, HO U UHTe-
pecy 3KpaHHbIX Meama K AQHHOMY WHTENNEKTyalbHOMY CnopTy. ACNMpaHT
WMHcTUTYTa KMHO U Tenesuaerus (TUTP) u KOHTEHT-peAaKTop BallKupcKow ro-
CyAapcTBeHHON dpunapmoHum um. X. Axmetosa A.Y. bainTypuHa npescrasunia
[oknag, «TpaHCAUMA TPAAUUMOHHBIX KYJbTYPHbIX LEHHOCTEN U CMbIC/IOB B
npousseaeHnAx BaAWKMPCKOro KnHemaTorpada».

[oktop dumnocodcknx Hayk (MHCTUTYT KMHO un TenesnaeHus (TUTP)) B
AoKknage «Kak npeogonetb Hegosepue K meama» E.A. BoraTbipeBa obpatu-
lacb K MegmnaacneKkTam TBopyectsa B. BbicouKoro, 4To CTano OpuUrMHanbHbIM
B3I/1A40M KaK Ha KOMMYHWMKATMBHbIE acMeKTbl Meana, Tak U IMYHOCTb Mo3Ta.
E.A. BoraTbipeBa 3aKnto4aeT, YTO B NPOTUBOBEC MEXaHW3MPOBAHMUIO 3BYKO3a-
MUCbIBAIOLLMX TEXHONOMMM, Bnagnmup BbiCOLKMI1 04es0BEYNBAET BCE, YTO MNO-
nagaet B Nose ero 3peHna 1 HacTpamnBaeT CBOEro 3pUTeIA HA KOMMYHUKALMIO,
B KOTOPOM CaMoLLe/lb — UCKPEHHOCTb. Y BbICOLKOro Aarke CpeacTBa TPaHCASA-
unn (MMKpodOH) COBHO CTPAZAIOT, EC/IN YYACTBYIOT B NPOLLECCE /KM, B Hawwm
AHW y Bblcoukoro HaBepHsKa okasasca 6bl cBo YouTube-kaHan, a cpeacTsa
TpaHcaAumm obecneymBany Bbl CTaHOBAEHME OBWMPHOM KOMMYHUKATUBHOM
CTPYKTYpbl. O6paTHas cBA3b, UHTEPAKTUBHOCTb, NPOABUANCH Obl B TOM, YTO Ny-
611Ka BMANa Ha ero penepTyap. Joknagymk obpaTun BHUMaHME Ha NoTpe6-
HOCTb B 3aKpenieHnn, TPaHCAALMM UMEHHO TBOpYecTBa BbicoLKoro, KoTopoe
He MOrno He Npobutb cebe Aopory, a OKas3anoCb CYLLHOCTHO CBSA3aHHbLIM C
YTBEPXKAEHMEM HOBOrO CPeAcTBa KOMMYHMKaumMm — WHTepHeTa, NpoTMBO-
cToAlLeMy, CKopee, TeNeBUaeHnIo, Hexenn nedatHoim CMUW. OnAa BbicouKoro
rnaBHoe — 3T0 MeAMa, MarHUTHOE 3BYKO3aMnuCbiBatOLLLEE YCTPOMCTBO, KOTOPOE
CnocobCcTBOBaNO PACLUMPEHMUIO TOPU3OHTOB BOCMPUATUA, CO3aBaso YCA0BUA
ONA 0CBOEHMA HOBbIX Meaua. MpeactasnseTcs, 4T0 UMeHHO Bnaanmup Bobl-
COLLKMI NOAFOTOBMA HAC K BOCMIPUATUIO COBPEMEHHbIX Meana.

Kanamaat uckyccrsoBeseHua H.M. banaHguHa (locyaapcTBEHHbIN WH-
CTUTYT UCKYCCTBO3HaHWA, POCCMICKMIA rOCyAapCTBEHHbIV T'YMaHUTAPHbIN YHU-
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BEpCUTET) paccmoTpena npobiemy yenoBeka U TeXHUKM B dunbmax Kaka
Tatn. B goknage «PuTyanbl, KoTopble HaMm Aana dotorpadua» KaHaMAaaTa mc-
KycctBoBeaeHus AJ1. KOpreHeBa (focysapcTBEHHbIN MHCTUTYT UCKYCCTBO3HA-
HWA) 3adUKCMpPOBaNa 3apoXKAEHUE PALA COBPEMEHHbIX PUTYanoB, KOTopble
BHOBb 0003HAUYNAM, BO3POAUAN U TPAHCHOPMMPOBAAN MOMEHTLI bbITUA Ye-
NOBEKa, Npexae CONPOBOXAABLINXCA PUTYaNbHbIMU AEACTBUAMM, COXPAHMB-
LIMMM B CERYNAPHbBIX 06LLECTBaX NPerKHee 3Ha4YeHWe nLb AR CPaBHUTEIbHO
HebonbLlWoM rpynnbl. MccneposaTtenb 3akAOUMA, YTO akT doTorpadupoBaHmua
CTan BbINOMHATL yHKUMIO BnarocnosneHus nuwy; cosgaHue dotorpadpum
HOBOPOXAEHHOTO U ee NybanKaLmA B COLMANbHOM CETU aHANOMMYHbI Npea-
CTaB/IEHUIO HOBOTO Y/ieHa 0bLLMHe (Kak cBOero pofa obpsag nepexopa us He-
6bITUA B COLMANbHYIO XM3Hb). PoTorpadum cosgatoTca, YTobbl OTMETUTL Ha-
Yano KaKoro-To AeNCTBUA MAM ero 3aBeplueHne. Bocco3gaHue cnycTa rogbl
CeMeMHbIX CHUMKOB C COXPAaHEHMEM KOMMNO3NUMU U AENCTBYIOLMX ANULL CAY-
KWUT CBUAETENbCTBOM CWUJIbI CEMEMHbBIX Y3 U KaK Bbl BHOBb YTBEPXKAAET UX (TO
YK€ MOMKHO 0TYACTM CKa3aTb 1 0 GoTorpaduax apy3en, ofHOMNONYAH, LUKObHbIX
rPynnoBbIX CHUMKAX). 3anevyaT/iieHne Ha BCTPOEHHYIo B TenedoH Kamepy 06b-
eKTa (NamATHMKA, NePCOHbl, CTPOEHUA, B TOM YMC/IEe KYNbTOBOrMO), K KOTOPO-
My 4e/ioBEK WUCMbITbIBAET YyBCTBO MMeTeTa, CTAaHOBUTCA aHa/IOTOM KPEeCTHOro
3HaMeHuA, MOKNOHa uau nouenya pyku. OTaMume 3TOro puUTyasbHOrO KecTa
OT CYLLECTBOBABLUMX NPeXAe 3aK/04aeTcd B MOMEHTA/IbHOM BO3HUKHOBEHUM
[OKYMEHTaNbHOIo cBMAEeTeNbCTBA. MOMEHT OKa3blBaeTCA COXPAHEHHbIM B BU-
3yasibHOW popme 1 3aMUPAET B BEYHOCTMU.

Kanampat kynbtyponorun B.A. dsannbe ([0CyaapCTBEHHbIA WHCTUTYT
WCKYCCTBO3HaHMA) B A0KAage «MOCKOBCKMIN METPOMOAUTEH B ABWUXKEHWM:
CTapble ¥ HOBble NOe3a B KyNbTYPHO-3CTETUYECKOM KOHTEKCTE» obpaTtunach
K deHomeHy MOCKOBCKOrO METPOMO/IMTEHA KaK C/IOXHOIMO MefuaopraHusma
M COCPenoToUMNACh HA ero AMHAMMYHOM YacT — noe3gax. He npeTeHaya Ha
BCEOXBATHYIO KNAAcCUPMKALMIO, OKNAAYMK 0OPaTUN BHUMAHME HA HOMEpPHbIEe
(4aCcTMYHO MOAEPHU3MPOBAHHbIE), TEMATUYECKM OPOPMIEHHbIE, «BUHTaX-
Hble», HoBble («Ay3a», «Pycuy», «OKa») U rMnepcoBpeMeHHble noesga «Mo-
cka». B.[. IBannbe obpaTia BHUMaHWE Ha KyNbTyPHO-NMPOCBETUTENbCKUI
XapakTep TemMaTnyecku opopmIEeHHbIX COCTAaBOB, aKTUBALMIO Pa3HOO6Pa3HbIX
NAacToB BOCMPUATUA HaPYKHOWN U BHYTPEHHMX YacTeil BaroHOB. BHeLWHW Bug,
HOBbIX Noe3a0B «fly3a», «Pycnu» n «OKa» ABHO y3HaeTcA «1mLo» poboTa, oco-
6eHHO BO BHELWHeM BuAge ronoBHoM Yactu. Hoselwmne noesga «MockBa» —
9TO N/IACT BbICOKOTEXHOIOTMYHOCTHM, TMMEPCOBPEMEHHOCTM METPOMNONUTEHA.
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B.[. 3Bannbe caenana BbiBoA, YTO MOCKOBCKMIA METPONOAUTEH NOAYEPKMNBA-
€T He TO/IbKO Pa3Hoobpasne KOMMYHMKALMOHHBIX MOZeNel, Ho U npeasiaraeT
TEXHO/IOTMYHOe, be3onacHoe, NPoLYMaHHOe 3pesinLLe, TEXHUYECKan CTOPOHa
KOTOPOro Haxo4MTCA NoA KOHTpoemM Yenoseka. O TaKoOM COBMELLEHUN NpU3Ha-
KOB BOK3a/1a M 3pe/INLLHOrNO UCKYCCTBA NUCan OAMH U3 apxmuTekTopos MoCKoB-
cKoro meTpo W.E. PoxuKH: «CTaHLMA METPONOUTEHA COeaNHAET B cebe yepTbl
BOK3a/ia M MHTepbepa OOLLEeCTBEHHOTO 3aHWA, MOXET BbiTb, Aaxe 3pUTeNb-
Horo 3ana. [...] Ho B 3aMKHYTOM NpOCTPaHCTBE NOA3EMHOrO 3a/1la MOXHO 3a-
AepKatbes [...] M Toraa apxMTeKTypa CTaHLMM NpeBpaLLaeTca AN Naccaxmpa B
3penuuie» [5, c. 173]. CoBpemeHHbIi MOCKOBCKMIA METPONOAUTEH Npeaiaraet
He OAHO CTAaTUYHOE 3PEINLLE, a LUMPOKUIA CNEKTP BU3YasIbHbIX AaTTPAKLMOHOB.

M30BPA3SUTE/IbHOE NCKYCCTBO

Bonpocbl n306pa3nTenbHOrO UCKYCCTBA B OCHOBHOM CrpynnMpoBaauch
B MOHOrpaduyeckme LOKNaAbl, HO HECKONbKO BbICTYNIEHWUIA HOCUIO 06LLMiA
xapakTtep. [loknag AokTopa uckyccteoBeaeHus b.M. Cokonosa (Poccuitckuin
rOCy4apCTBEHHbIN 'YMaHUTAPHbIM YHUMBEPCUTET) Obl MOCBALWEH HEMELKO-
My nucatento Maynto LWeepbapty: «Hunumwe 6yaywero B Tpaktate Mayns
LWeepbapTa “CreknaHHan apxutektypa” (1914)» [6]. Cpegy ero NOCTOAHHbIX
0b6pasos — Bpalatowmecs balHN U WNWUAK, CTEHbI U3 LBETHOIO CTeKAa, Na-
KOHWYHas mebenb U3 metanna. B 1914 roay, 3a rof 4o CMepTW, OH NOYYUN
BO3MOXHOCTb paboTaTb BMECTE C NaMeHHbIM NMOKIOHHWUKOM ero TBOPYECTBa,
apxuTtekTopom BpyHo TayTom. TayT co3gan « CTEKNAHHBIN 4OM» Ha BbICTaBKe B
KenbHe, a LleepbapT Hanmcan TpaKTaT C NPOrpammMol Nepexoaa oT «KMpnuy-
HOM» apXUTEKTYpPbI K CTEKAAHHOW. Ero 06pasbl M apryMeHTbl NpeaBOCXMLLALOT
He TO/NIbKO apXMTEKTYpy aBaHrapga (bayxays), HO M TEXHOKpaTUYeCcKue UHTe-
pobepbl XX 1 XXI Bekos. OtBeyan Ha Bonpoc E.B. CanbHMKOBON O cemaHTuKe
CTeKNa, BO3MOXHbIX COOTHOLIEHUAX C XPYCTa/ibHbIM ABOPLOM U 3BONIOLMU
MHTepnpeTaunn ctekna c cepeauHbl XIX BeKa, uccnegosatenb NOAYEPKHYA,
YTO HAUYMHANOCh BCe C opaHXepei U nadoca 3acTekneHHoro Heba, TO ecTb C
obpalleHnsa K CTEPUABHOCTM U YMCTOTE MPO3PaYHbIX CTEH, KOraa cTekno bne-
CTUT M BMECTe C TEM ero Kak bbl HeT. XpycTanbHblil A4BOPEL, HE UMEN HU OAHOTO
LiBETHOrO CTEKNA — 3TO YNCTOE cuAHMe. CuaHMe peanbHocTu. M. LeepbapT ke
6blN1 YeNOBEKOM 3MOXM MOAEPHA; €r0 MPUBAEKAN HE KOHLLENT CTEePUSIbHOCTM
CTEKNA, a 3PPeKT BUTParka, LBETHOCTb, UANtO3UN. Ero daHTasum He nonyuu-
NV NPaKTUYECKOro BonaoLWeHuA. A GaHTasum U MeyTbl NepeLLsiv B NpoCTpaH-
CTBEHHbIE MOCTPOEHMA B KMHEMaTOrpade.
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KaHgupat nckycctsoseaeHus P.M. BaitbypoBa B cBoem goknage «Mc-
KycCTBO mocnefHeln TpeTu XX Beka (Ha npumepe MHTepbepa) Kak pesynbtaTt
BO3HWKHOBEHUS MALLUMHHOWN UMBUAN3ALMKMY 06paTUNa BHUMAHME Ha pa3oya-
poBaHue KynbTypbl XIX BeKa B ngeax NpocBeLeHns, Ha MecTe KOTOpbIX, Tem
He MeHee, He MOABMIOCb HOBbIX, AOCTAaTOYHO MacWwTabHbIX. MHTepbep cTan
LEHTPOM CeMbM, AOMA, NOHAYaNy aKLEHTUPOBAICA UCTOPUYECKUIA CTUAb, HO
MOLLLHbIX XY0XeCTBEHHbIX MAel He BblNo: aKLEeHTbl, COFIACHO INYHBIM Npes-
CTaB/IEHUAM XKWUbLOB, AENasncb Ha Moge, KpacoTe, yaobctee. Munuwa cra-
Ny obpacTaTh Belwamm, Ha KOTOPbIX BO MHOTOM M NepeknagbliBanack GyHKUuA
TPaAHCAALMM ONpeseneHHbIX aKTya/lbHbIX CMbIC/I0B, KOTOpble 0buUTaTeNn nHTe-
pPbePOB CHUTANIN 3HAYUMBIMU U PENPE3EHTATUBHBIMU A/17 CBOETO COLLMANBbHOTO
W KyNbTYpPHOrO cTaTyca. B uenom nHtepbep npogonxkan oborawatbca «besgen-
KaMmu» U Mebenblo, Ha YTO OTPearupyoT XyA0XKHUKM MOAepHa, MPOBO3riaLlan
HeobX0AMMOCTb OYUCTUTL MHTEPbEPbI OT JINLHUX U CNYYaiHbIX NPeaMETOB,
[enas akueHT Ha GYHKUMOHANbHOCTYM BeLle. [10CTeENEeHHO CNOXKUANCL HOBbIE
naeasnbl XUNOro NPOCTPaHCTBa, oTobpasmsLiMecs B MogepHusme (bayxays,
e Kopbtosbe). Maeanom cTano oTKPbLITOE 30HMPOBAHHOE MPOCTPAHCTBO, OC-
BOOOXAEHHOE OT /IMLWIHMX BeLlei. M Tak NMOABMACA KyNbT MYyCTOTbl, KOTOPbIN
nosxe byaet NpoABAATLCA U B MPOCTPAHCTBaX C JOMUHUPOBAHNEM BCEBO3-
MOMHbIX MEXaHWU3MOB.

MHTepecHbI BbiBOA 03ByYMna 0.B. XpuctodpopoBa, KaHAMAAT COUMO-
NOTMYECKMX HaYK (YKpPaUHCKUIA rymaHWUTapHbIM GOHA) B paMKax AUCKYCCUM K
[OKNaAy «3BYK U LBET: CUHTETUYECKME IKCMEPUMEHTbI B My3blKa/lbHOM U XKU-
BOMWCHOM aBaHrapZe», akLeHTUPOBaB BHUMAHME HA NPOLLECCE XYA0MKECTBEH-
Horo TBop4ecTsa. [10 ee MHEHMIO, KOraa KapTUHa CO34aeTcA, 3TO NPOUCXOAUT
BHE TEOPETUYECKMX KOHLLENTOB U GOPM, HO MOTOM Mbl MOXEM 3TW BELLM Bbl-
ABNATb, MOTOMY UYTO Xy[O0eCTBEHHOEe TBOPYECTBO — 3TO Bceraa bonblue, yem
3a/10)KeHHanA CTPYKTypa 1 TeopuA.

Hapsagy c obuweit npobnemaTnkol B KoHbepeHUMn BbliM U MOHOrpa-
duueckune aooknagbl 06 obpase «mawnH» y B. bapaHosa-PoccuHe u I MaoHm
(0.B. KonraHoBa, KaHAMAAT UCKYCCTBOBEAEHWSA, POCCUMCKMIN MHCTUTYT UCTO-
pun uckyccts), y B. bapaHosa-Poccute (A.M. CnupungoHoBa, HauMoHanbHbIM
uccneposatenbckuin yHusepcuter UTMO), Payna XaycmanHa (E.B. BbikaHOBa,
Poccuiickuii rocylapCTBEHHbIN 'yMaHUTapHbIM yHUBEpPCUTET), PpaHKa ManuHsl
(kaHamaaT nctopuyeckux Hayk U.H. 3axapueHko 1 maructpaHTt O.M. Weapu-
Ha, POCCUICKMIA rocyaapCTBEHHbIM F'yMaHWUTapHbIA YHUBEPCUTET), ANeKcaHapa
PaixwTeiHa (gOKTOpP coumonormyeckmx Hayk M.J1. Marngosuy, Poccuiickuin
roCyAapCTBEHHbIM NeaarorMvyecknii yHmueepcuteT mmenn A.U. TepueHa), y
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M. Llo6y:umHckoro (M.K0. OBCAHHMKOB, acnunpaHT, Kadeapa TEOPUUN U UCTOPUM
WCKYCCTBA, POCCUMIACKMIA rOCyAapCTBEHHbIV NYMaHUTaPHbIN YHUBEPCUTET).

MY3bIKA

Hebonblwas rpynna AOKNAL0B Obina cBA3aHa C TEXHUKOM 3BYKOU3B/EYe-
HUWA U POSIY 3BYKa B KMHO. C MHTEPECHbIMU AOKaAaMU BbICTYNUAM PoCToBCKME
y4eHble U3 rocyaapcTBeHHON KoHcepBaTopun um. C. B. PaxmaHnHOBa — AOK-
TOP KYyNbTYPONOTUU, NPOPEKTOP MO Hay4HOM paboTe POCTOBCKMIA KOHCEpBaTO-
puun A.B. KpbinoBa n goKktop uckycctsosegeHua E.B. Kuceesa. A.B. Kpbinosa
Bbl6pasa M3 BGYpHO Pa3BMBAIOLMXCA BUAOB XYAOMKECTBEHHOrO TBOPYECTBA,
MOKa3bIBAKOLLMX YOUHHYIO CBA3b TEXHUYECKOW W XYA0MKECTBEHHOMN CTOPOH,
WHCTanNAumMIo. T.e. KaK MCKYCCTBO cpeapbl MU COBPEMEHHbIE NHCTANNALMOHHbIE
KOHCTPYKLMM OPraHWYHO BMUCbIBAIOTCA B FOPOACKME NaHAwadThl, Aenas ux
b6onee oAyxoTBOPEHHLIMM, CMOCOBHBLIMM Ha TBOPYECKUI KOHTAKT M TPAHCAU-
PYIOLWMMM KYNIbTYPHO U COLMANbHO 3HAYMMBbIE CMbICAbI.

E.B. Kuceesa oTmeTnna, 4to B ONEpPHOM aHpe Ha pybexe XX—XXI Be-
KOB Npou3oLlia oyepeaHas pepopma, KOTopas NPMBENU K NOABAEHUIO NOCT-
onepbl. locT-onepa obpeTaeT He XapaKTepHble ANA KaHpa 3CTeTUYecKue
cBOWCTBA. [103TUYECKUIA TEKCT, paHee CTaHOBMBLUMIACA OCHOBOW Ana NMBpeTTo
W onpeaensslIniA ONOPHbIE TOYKM MY3bIKaNbHOM ApamaTypruu, yTpayuvsaer
CBOIO AOMMHUPYIOLLYIO CMbIC006pasytowyto dyHKUMIo. Ee ponb HaumHatoT
BbINONHATL BU3yasibHble 06pa3bl. B MoCT-onepHbIX NponsBeseHnax GyHKLMM
MYy3blKaIbHbIX, BU3Ya/ibHbIX M BEpHasibHbIX TEKCTOB HE pPa3fefieHbl Mepapxuye-
CKM, @ KNtoYeBas A4 Uctopumn onepbl npobaema B3aMMoLeNCTBMA My3bIKU U
APaMbl AN HUX HE UMEET 3HaYeHMA. XapaKTepHOM 0CO6EHHOCTbIO NOCT-0Mnepbl
CTaHOBWTCA BBEAEHME B APAMATYPruto HENMHENHbIX METOA0B, HanpaBAEHHbIX
Ha pa3pyLlleHne NPUYUHHO-CNEeACTBEHHBIX CBA3EN B HAappaTUBE U B 3BYKOBOM
cpene. Komnosntop npu sTom paboTaeT Kak peTpaHCcaAaTop.

Kanguaat uctopuueckux Hayk A.C. KonecHuk (MHCTUTYT rymaHMTapHbIX
NCTOPUKO-TEOPETMYECKNX nccieaoBaHunit um. A.B. Monetaesa, HNY «Bbicwasn
LIKO/1a SKOHOMMKM») BbICTYNWUAA C AOKNAL0M O PENPE3eHTaLMN MALLKH U TeX-
HUKKN B BpuTaHCKOM xeBu-meTan 1980-x rr. bbina paccmoTpeHa cneunduka
daHTacTMyeckoro aA3bika rpynn «HoBOW BOAHbI BPUTAHCKOrO XeBU-MeTanax:
KaK 1306paKanncb MawmHbl U pobOoTbl, NOCPEACTBOM KaKUX MPUEMOM CO3aa-
Ba/IMCb MALUMHHbIE 3BYKOBble naHAWadTbl, KaK AaHHAA TeMATMKa obbIrpbiBa-
N1acb B pamKax KOHLEPTHbIX BbICTYN/JIEHUIM, HAKOHEL,, KaKyto PO/b BbIMOAHAAN
OTCBbIJIKM K MaLMHAM 1 TEXHWKE B TBOPYECTBE MY3bIKaHTOB.
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KaHgupat mckycctBoBegeHuna O.A. MnatoHoBa (Huxkeropopckas rocy-
JapcTBeHHas KoHcepBaTopua M. M.U. TNnHKK) B foknage «“fonoca mawwmnH”
M X ponb BO GppaHLYy3CcKo KuHOMy3bIke 1930—-1940-x rr.» yaenvMna ocCHOBHOe
BHUMaHWE aHaNM3y OCHOBHbIX MPEANOCbIIOK BHEAPEHWUA 3SNEKTPOAKYCTU-
YECKMX IKCMEPUMEHTOB B MUPOBYIO KMHOMY3bIKY B LLESIOM U B KMHOMY3bIKY
®paHumMmn B YacTHOCTU. [lOKNAAYMK BblAENWUN ABe TeHAeHUuuW. MNepBas cBA-
3aHa C pacwupeHMem TemMbpOoBOI MANUTPbI 338 CYET BXOXKAEHMUA B MPAKTURY
MeXaHMYeCKMX LIYMOBbIX (TeaTpanbHblt opraH Wurlitzer, uHTOHapymopw,
pycconopoH), 3NEeKTPOHHbIX (TePMEHBOKC, BO/HbI MapTeHo, TpayTOHWUYM)
MHCTPYMEHTOB, MEPBbIX OMTUYECKUX CUHTE3aTopoB (HMBOTOH BouHOBa, Ba-
puodoH LLonno, BubpoaKcnoHaTop AHKOBCKOro, «cBeToBas My3blka» [deH-
HWHrepa). Bropas conpsyKeHa C pasBUTUEM TEXHOIOTUM ONTUYECKOW 3anucu
W MOABNEHMEM Pa3/MYHbIX cnocobos npeobpasoBaHMA 3ByKa (yCKOpeHMe,
3amegneHune, uHsepcus). Onupascb Ha uaen ¢paHuUy3CKoro MysbikoBeaa
®. NlaHrnya, aBTop paccmoTpen Hanbonee BaxKHbIe 3Tanbl 3BYKOLIYMOBBIX 9KC-
NepUMEHTOB, NPeANPUHATLIX B NEPBYHO NONOBUHY XX BEKA M CBA3AHHbIX C KU-
HemaTtorpapom.

B poknage KaHgupata uckycctBoBegeHusa H.I. KoHoHeHKo (locyaap-
CTBEHHbIA WHCTUTYT MCKYCCTBO3HAHWMA) «My3blkanbHaa MexaHMKa 3aMKa:
onbIT banabaHoBa M KypexnmHa» peyb Wna 0 MexaHM4eckom Havane B CBOEO-
6pasHoi ApamaTypruyeckon KOHCTpYKunn dunbma A. banabaHoBa «3aMoK»
(1994) n ero obycn0BNEHHOCTM My3blKa/bHOW KOHUENUMEN KapTuHbl. O6pa3
MYy3blKanbHOM WKaTynKM XVIII BeKa — BM3yanbHOro fieMTmoTmea ¢puabma, 03-
BYYMBAEMOrO «MeXaHW4ecKon mysbikoi» C. KypexuHa, — 6bin paccmoTpeH
KaK meTadopa 0b6LLeCcTBEHHOTO YCTPOMCTBA, CBOEro poaa abcypamncTckuii Ba-
pVaHT 6apoYHOro MeXaHM4YeCcKoro yHMBepCyma.

B noknapax poktopa dunocodekmx Hayk (fepmanusa) H. HoBak «“Ma-
LWNHHbBIN” 3BYK M YNbTPAXpOMaTU3M» U LLOKTOPA UCKyccTBoBeaeHUA H0.B. Mu-
xeeBoM (BcepoccuiicKuii rocyaapCTBEHHbIM MHCTUTYT KMHEeMaTorpadumn MMmeHu
C.A. TepacmoBa) «“MysKumHa 1 KeHLwmHa” 2.0: ronoc onepaLMoHHON cucTe-
Mbl B duabme “OHa” Kak runeppeasnbHblii 06beKT N06BM» Bbl NOCTAB/EH Lie-
Nblit pAS BONPOCOB, aKTya/ibHbIX HE TOIbKO 4717 3KPaHHbIX UCKyccTB XXI Beka,
HO ¥ ANA NI0AEN, XUBYLLMX B MUpe LMdPOBbIX TEXHONOTMIA. Peyb Wwaa o HoBOM
3BYKe M «HOBOW YyBCTBEHHOCTMY, KOTOPble HECET PObOT.

Kanguaat kynetyponornn K. KHOKKM-OKU3, npenogasatesnb YHUBepCUTe-
Ta PuuymaiikaH (AnoHua) n KaHaAnAaT uckyccteoBeseHna A.b. HukaHoposa
NOAENANCHE CBOMMMU MbICISIMM, KaK CTapUHHbIE UHCTPYMEHTbI NPOLO/KaeT
XWUTb B CpeAe MaLLMH.
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KOMIMbKOTEPHbIE UTPbI

[JaHHbIl pasgen 6bin HebONbWMM, HO COAEPMHKAN UHTEPECHbIE AeTanN.
Mpexae Bcero 3To KacaetcA Au3aiiHa. CnekynATUBHAA apXMTEKTypa KOM-
NbIOTEPHbIX UrP NpeacTaBaseT cobov ManousyyeHHbIt 0BbEKT MccnenoBa-
HuA. KaHamzat coumonornyeckmx Hayk (CouMonorMyecknini MHCTUTYT PAH)
H.A. 3uHoBbeBa BbICTYNMAA C AOKIaA0M «[OPOACKanA apXMTEKTYpHasA cpesa B
NPOCTPaHCTBaX KOMMbIOTEPHbIX UrP: COLIMONOTNYECKoe ocBOeHue». Urposoe
NPOCTPAHCTBO, 3aMETUN AOKNAAUMK, 3a43ET MEXAHUKY UTPbl, bopMaT aeaTesb-
HOCTK (6eraTb, 6UTb, OTKPbIBATbL KAOYOM, CTPOUTb, 1OMaTb), BOSMOMKHOCTHU U
OrpaHUYeHuns ANA AeUCTBUIA UrpoKa (Kyaa 1 Kak MOXKHO NpobpaTbes, ¢ Kakoro
pPaccToAHMA NONACTb BbICTPEIOM B Lie/Ib, 33 KaKUMWU CTEHAMW CNpATaTbCA OT
Ny/b), a TaKXKe 3aZaeT HappPaTMBbl, UHTEPNPETUPYA KOTOPbIE, UTPOK NPOHUKA-
eTca atmocdepoit U naeamm, TPaHCAMPYEMbIMU NMOCPEACTBOM Urpbl. MoaTomy
ApPXUTEKTYPHAA cpesa CTaHOBUTCA BAaXKHbIM 3n1eMeHToM Ntoboli urpbl. A.B. Tpa-
ne3HuKoBa (MIHCTUTYT KMHO 1 TenesnaeHus (TUTP)) npogonxkuna Temy Ha npu-
Mepe M306pasnTeNbHOro NPOCTPAHCTBA B KOMMbIOTEPHbIX Urpax. [JoKAaaumK
cPOKycMpoBan BHUMaHWE HA TEXHWUYECKOW M 3CTETUYECKOM acnekTax co3na-
HWUA YHUKAIbHOTO XYA0XKEeCTBEHHOIO NPOCTPAHCTBA, NMPOUAIIOCTPMPOBAB CBOU
BbIBOAbI APKMM M306pasnTeNbHbIM MaTepmanom. Maructp Teopun n UCTopum
uckyccrsa U.WU. LLlegbKko caenana BbiBOA, YTO BUAEOUrPa CTAHOBUTCA B OAMH
pAL C HOBbIMU LUPPOBLIMU MeAMa, C MOMOLLBIO KOTOPbIX MOXHO 06paLaTben
K TPagUUMOHHBIM GOPMaM UCKYCCTBA, K HAKOMNEHHOMY OMbITY M NbITaTbCA OC-
MbIC/IATb MPOLUAOE B HOBbIX POpPMax M YCI0BUAX COBPEMEHHOIO MMPA.

BaKHbIX BOMPOCOB B BM3ya/ibHbIX HAappaTMBax, MMGOMNOSTUKMN B Cepbes-
HbIX KOMMbIOTEPHbIX UrPax KOCHYIUCb COAOKNAAYMKN — [AOKTOP COLMONOrn-
Yyeckux Hayk 0.B. CepreeBa (CaHKT-leTepbyprckuii rocyaapcTBeHHbI YHUBEP-
CUTET) U KaHAMAaT coumonornyecknx Hayk E.A. Opex (CaHKT-MNeTepbyprckuit
rocy4apCTBEHHbIN yHUBEpPCUTET). B cBOEM BbICTyNAeHUWU «Bu3yanbHble Hap-
paTMBbl Cepbe3HbIX KOMMBIOTEPHbLIX UrP» OHU PACCMOTPENu AnAepoB no
BHEAPEHUIO «CEePbE3HbIX UIP», TaKUX TaK chepa 340POBbA U MELULLMHCKUIA
YXO4, a TaKXe rpaxgaHCKoro aktmemsma. B goknage nogyepymsanacb ponb
BM3YaNbHOrO AM3aliHa, KOTOPbI Hanpas/ieH Ha NoAJeprKaHWe UMMEepPCUB-
HOCTM, OLLYLLEHUA UFPOBOr0 UCMbITAHWUA, KOHTPOAA Hag UrPOBbIM MUPOM U B
LLeNIoM Ha NosyYeHne UrpoBoro yA0BONbLCTBUA. Ecan npeapiayuime Aoknagum-
KM COCPeaoTOUMINCD Ha CEPbEe3HbIX UTpax, TO KaHANAAT NeaarorMyeckux Hayk
E.A. CemeHoBa (PTEHY «MHCTUTYT XyA0KeCTBEHHOTO 06Pa30BaHUA U KyNbTy-
ponorun Poccnitckoi akafemun obpasoBaHMA») Npeaioxmnna NOCMOTPETb Ha
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CMEXOBYIO KY/NbTYpPY Urp, aKLEHTUPOBasa BHUMaHWE Ha TEXHO/IOMMU KOHCTPY-
MPOBAHMUA CMEXOBOr0 KOHTEHTA B MIHTepHeT-cpesie M paccMOTpena B KavyecTse
NpeTeHAEeHTOB Ha 3BaHWE Y/bTPACOBPEMEHHON «MaLLUHbI CMExXa» Takue co-
umanbHble cetu, Kak TikTok u Clabhouse.

LUNPPOBN3ALNMA

TeHAeHUMA CONUMKEHUA TYMAHUTAPHbIX HayK C TOYHbIMM HapacTana Ha
NPOTAXKEHWUM BCeN BTOPOW NonoBUHbI XX BeKa. OpraHM3aLMOHHO-3KOHOMUYe-
CKMe acnekTbl pa3paboTki 1 BHeApeHUA UUdPOBbLIX TEXHOAOMMI NOCTENEHHO
3aBOEeBbIBaNM chepy KynbTypbl. Ha ponb undpoBmnsaLmmn 1 ee 3HaYMMOCTb 06-
patuna BHUMaHue J1.b. 3y6aHoBa, JOKTOP KyabTyponorun us YensabuHckoro
rocyaapCcTBEHHOMO MHCTUTYTA KynbTypbl. MicTopuyeckme, dunocodckme un tep-
MWHOIOTMYECKNE aKLEHTbI COOTHOLIEHMA MALWMUHHOIO U YeN0BEYEeCKOro Npo-
3ByYa/iv B lOKN3AaxX: KaHAMAATA NOAUTUYECKUX HayK U.C. The6oBoit (MHCTUTYT
KUHO U Tenesnaerus (TUTP)) «CTPMMUHIOBbIE CEPBUCHI KaK MHAMKATOP COLM-
aNbHbIX M3MEHEHMWI B MOCTMOAEPHUCTCKOM 0bLLecTBe», KaHAMAATa MCKyC-
ctBoBegeHun .M. KOcynoBoii (locyapcTBEHHbIN MHCTUTYT MCKYCCTBO3HAHMA)
B fOKNade «KMHO M TeneBuaeHWe: MeXaHU3Mbl NOALEPHKKU B COBPEMEHHOM
EBpone», KaHAuAaTa 3KOHOMMYecKMX HayK KO.M. BenosepoBoit (MHCTUTYT
KMHO U TenesuaeHuna (TMTP)) «OpraHM3aLMOHHO-3KOHOMMUYECKME ACMEKTI
pa3paboTKu 1 BHeApeHUs LUPPOBLIX TEXHONOTUI B cdHepy KyAbTypbl, MpocBe-
WEHMA U TYpU3Ma Ha NpUMepe BUPTYasibHbIX IKCKYPCUt». B BbICTynaeHUAX
6bIn11 NpUBEAEHDI BbIBOAbI M3 NMPAKTUKM LUMPPOBOro KOHTEHTA, 3adUKCUPOBa-
Hbl OCHOBHblE MUPOBble TpeHAb! LMbPOBM3aLMKN OBBEKTOB UCKYCCTBA U POC-
CUICKan nNpakTuKa. AcnupaHT LLUKoAbl no nckycctey u gusaiHy ®.C. [BOPHUK
(HWY «Bbicwas WwKona sKOHOMUKKNY, [ocyaapcTBeHHas TpeTbAKOBCKan rane-
pes) B foknage «McKyccTBo, KOTOPOro He 6b110. IBPUCTUUECKMI NOTEHLMAN
nuccnegoBaHUiA Ha maTepuane My3erHbIX LMbpoBbiX 6a3 AaHHbIX» OTMETU,
410 TpeboBaHMA K 6onbliein popmanmn3aLm ryMaHUTapPHbIX HAYK TONbKO yCu-
JIMBAIOTCA MO Mepe TOro, Kak MHopMaTuKa (computer science) npegnaraer
Bce 6osiee CNoXHble M pPa3HOObpa3Hble cnocobbl cbopa, aHAaNN3a M OLEHKM
[OaHHbIX.

B uTore, paccMoTpeB MHorme npobaembl B chepe CXOKAEHUA UCKYCCTBA
M MALIMHHOWN UMBUAM3ALMM, YHAaCTHUKM KOHOEPEHLMN OKa3anucb nepeg, oT-
KpbIBLUENCA BO3MOMHOCTBIO MpeaBuaeTb WMAW MpeayragpiBaTb HeKoTopble
npobnembl byaywero.
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HYENOBER U TEXHOJTOTUMN:

KTO KOMY MAPA3UT?

OnbIT NCCNEAOBAHUNA 3APYBEKHDIX
CEPMAIOB N KUHOD®U/IbMOB

AHHOTaumsa. Pa3suTue 1 pacnpocTpaHeHne LundpoBbIX TEXHOMOMMI BO Beex cdhe-
pax O6LWECTBEHHOMN XW3HWM AAeT MMMYNbC GOPMUMPOBAHUIO HOBOW LMBUAM3A-
LUMOHHON napaaurmel. Mog Bo3aeicTenem UNGPOBLIX TEXHONOTUIA U3MEHAETCA
Cama I0TMKa 3KOHOMMYECKMX, COLMAbHbIX U KYNIbTYPHbIX npoLeccoB. OCHOBHbIe
KaTeropuu KynbTypbl NpeTepneBatoT TPaHCHOPMALLMIO B pe3yibTaTe CTPeMUTE b-
HOI NepecTPOKM BCETO KMU3HEHHOTO YKNaaa. TeXHONOrMYecKan COCTaBNAOLLAnA B
HEeKOTOPbIX 0OLLECTBAX Y)Ke HAUMHAET KOPPEKTUPOBATL LLEHHOCTU LIMBUIM3ALIUM.
PasHoo6pasHble NPoayKTbl LMPPOBLIX TEXHONOTUIA NPUOBPETAOT CyObEKTHbIE
XapaKTEPUCTUKK, OKa3blBas BO34ENCTBME B TOM YMC/IE U HA HEKOTOPbIE KaTero-
PUM KyNbTYpbl, KOTOPbIE NPE0A0NEBAOT COBCTBEHHbIE «ecTecTBeHHbIe» (B 3Ha-
YeHUM HAXOAALLMXCA B PAMKaX TPAAULMOHHbIX NPEACTaBAEHMIN O YeNOBEYECKOM
NPMPOAE) rpaHuLLbl M OXBaTbIBAIOT BCE MPOCTPAHCTBO TexHochepbl. Mpobnema
KOMMYHMKaLMK 1 KoonepaLuum, CONEPHUYECTBA U KOHKYPEHLMU MeXay Yenose-
KOM M UCKYCCTBEHHbIMW CyBbEKTaMM Pa3MYHOro BMAa, byab To aHAPOUAbI UK
onepaLyoHHbIE CUCTEMDI, NEPeXoanT U3 chepbl HayYHO-PaHTACTUYECKUX Npes-
CKa3aHWUii B COLMANbHYIO U KyNbTYPOSOrMYecKyto 061acTu, COOTBETCTBEHHO, CTa-
HOBACb NPEeAMETOM NPaBOBOTO Pery1MpoBaHusa. Takum obpasom, yenoseyeckas
NPMPoAa MEHAETCA — YeNOBEK UHTErPUPYET TEXHONOMMKU B CNOCOBbLI KOMMYHU-
Kauuu, B NpoXxunBaHMe COBCTBEHHOM TeNeCHOCTM, cam npeBpaLiancb U3 homo
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sapiens B MHdopra u knbopra. Mpu 3TOM CoLMaNbHO-KYNbTYPHOE NPOCTPAHCTBO
YCKOPEHHO Pa3BOPAYMBAETCA NPEUMYLLECTBEHHO B [ABYX HanpaBneHWsAx, BO-
nepBbIX, PAcLIMPAACL B BUPTYanbHyto, Undposyto 061acTb, U, BO-BTOPbIX, UH-
TErpupys UCKYCCTBEHHbIX CYObEKTOB B YENOBEYECKYHO Ky/abTypy. Takasa KOHBep-
reHuMs NpoBoOLMPYET TEKTOHMYECKME U3MEHEHUA B 0bLuecTBe Aaxke 6e3 yyeTa
nepcnekTms OyKBanbHOro, GpU3MYECKOro PaCLUMPEHUA TOPU3OHTOB, KOTOpble
BCKOPE [LONIKHbI OTKPbITLCA YEI0BEYECTBY B CBA3U C HOBbIM BUTKOM r106a/1bHbIX
NNaHOB OCBOEHWUA KOCMMYECKUX NpocTpaHcTs. OAHAKO MHOrOypoBHeBOe pas-
BepTbiBaHWMe OMKyMeHbl NOKa He cnocobctayeT 3GEeKTUBHOMY pPeLLUEHUNIO T10-
6anbHbIX NPo6em, KOTOpble MHOXKATCA, NPUOBPETatoT BCe 60bWMIA MacluTab u
HaK/1aZlblBAOTCA ApYra Ha Apyra, CTaBA nepes, 4enoBeyecTBOM BbI30BbI, LLeHa KO-
TOPbIX BbIXKMBAHME LMBUIM3ALLMM M CAMOTO YeNoBeKa. He NeXuT nn B ee ocHoBe
napasuTapHas CyLLHOCTb, PaspyLwmnTenbHan 418 BCEro OKpyatowero? CmoxeT
/M YeNnoBeK COXPaHUTbL B cebe Nyyluee, M36aBUBLLIMCH OT COBCTBEHHOIO AECTPYK-
TUBHOTO Hayana 6narofaps HOBbIM BO3MOMXKHOCTAM? UK paspylunTenbHbli 3a-
pPAL CUNEH HACTONBKO, YTO KYMYNATUBHbBIN 3OPEKT, YCUNEHHDbIV TEXHONOTUAMM,
YHUUTOXWT Ye/I0BEKA U ero MeyTbl? ITOT KOMMNIEKC NPobaem 3aHMMAET CeroaHsA
NMOJIUTUKOB U YUEHbIX, XYAOKHUKOB, NMcaTenel n KuHematorpapucros. B cTaTbe
QHANMU3UPYIOTCA MAEN MbICIUTENIEN, NOAKPENNEHHbIE NPUMEPAMM U3 COBPEMEH-
HbIX KUHODUIBMOB U CEPUANoB O CLeHapuax byayLiero YenoBeka C y4eTOM ero
CTONb HEOAHO3HAYHOM NPUPOAbI.

KnioueBble cnoBa: meTa-napasut, gosepue, COVID-19, kopoHasupyc, JoH [e-
amnno, Puann Crott, Jasua KpoHeHbepr, TeXHOTeHHasA LMBUAN3ALMA, HayYHasA
dbaHTacTMKa, KMHemaTorpad, Yykol, aHapous,
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HUMAN AND TECHNOLOGIES:

WHO IS A PARASITE?

RESEARCH EXPERIENCE

OF FOREIGN TV SERIES AND MOVIES

Abstract. Development and spread of digital technologies over all spheres
of public life boost formation of a new civilizational paradigm. The very logic
of political, economic and cultural processes is changing under the influence
of digital technologies. The main categories of culture are undergoing
transformation as a result of the rapid rearrangement of the entire way of life.
In some societies, the technological component has already begun modifying the
civilizational values. Various digital products acquire subjective characteristics
and, among other things, influence certain cultural categories overcoming
their own “natural” boundaries (in the sense of being within the framework
of traditional concepts of human nature), and embrace the entire space of
the technosphere. The challenges in communication and cooperation, rivalry
and competition between humans and artificial subjects of various kind, be they
androids or operating systems, proceed from the field of sci-fi predictions to
the social and cultural spheres, turning them into the subject of legal regulation.
Thus, human nature is changing: humans integrate technologies into the methods
of communication, living their own corporeity and turning themselves from
Homo sapiens into “inforgs” and cyborgs. At the same time, the sociocultural
space is rapidly expanding primarily in two directions: firstly, spreading into a
virtual, digital area and, secondly, integrating artificial subjects into human
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culture. Such convergence causes tectonic changes in society, even without so
much as prospects for a literal, physical expansion of horizons, which should soon
be disclosed to humanity in connection with a new round of global plans for outer
space exploration. However, so far, the multilevel deployment of the Ecumene
does not effectively contribute to solution of global problems. Instead, these
problems multiply, acquire an even larger scale and superimpose on one another,
posing challenges to humanity, the price of which is the survival of civilization
and human beings themselves. Is it possible that its essence lies in a parasitic
nature destructive to everything around it? Will human beings, thanks to new
opportunities, be able to preserve the best of themselves, getting rid of their own
toxic origin? Or is the destructive charge so strong that the cumulative effect,
enhanced by technologies, will destroy humanity and its dreams? Nowadays,
the minds of politicians and scientists, artists, writers and filmmakers are occupied
with these questions. The following article analyzes the ideas, expressed by great
thinkers and supported by examples from modern movies and TV series, on
the scenarios of the human future in terms of our ambiguous nature.
Keywords: meta parasite, trust, COVID-19, coronavirus, Don Delillo, Ridley
Scott, David Cronenberg, technogenic civilization, science fiction, cinema, Alien,
android

B ¢paHTacTMYeckom KnuHemaTtorpade nosnem 6MTBbI HacTo BbICTyNaeT 3em-
N, @ B peasibHOM KU3HW CpakeHue UAET B NPOCTPAHCTBE KyAbTypbl, nepes
KOTOPOW cerogHa CTOUT HenpocTas 3agada. Bo Bcex cdepax obuiecTtBeHHOM
U3HU HabAtoAaloTCA MacwTabHble KPU3UCHbIE ABNEHUA. LieHa NOAUTUYECKMX
N 3CTETUYECKMX, TEXHOJOTMYECKMX M F'YMaHUTApHbIX BblI3OBOB, 3aTparusaio-
LMX, HA NepBbIi B3r1A4, Henepecekatowmeca chepbl — caMo CyLLEeCcTBOBaHME
YeNoBEKA, COXPAHEHME TOTO, YTO CBA3bIBAET U B TO KEe BPEMSA OTAENAET ero oT
NPUPOAbI, C O4HOW CTOPOHbI, M OT TEXHONOIUMK, C Apyroi. TpebyeTca dopmmpo-
BaHWE HOBOM KyNbTYPHO-LMBWU/IM3ALMOHHONM NapaAnrmbl, KOTOpas No3BOAUT
He yTpaTUTb Ye/IoBEYECKME LLEeHHOCTU B Pe3y/bTaTe MHOMECTBEHHbIX TPaHC-
dopmaumii. HeT COMHeHMs, YTO MPOUCXOAALME U3MEHEHMS OBYCNOBAEHDI
BO MHOTOM Pa3BUTUEM W PACNpPOCTPaHEHUEM LUPPOBLIX TEXHONOMMI BO BCEX
cdepax XKn3HU YenoBeKa. ITa IKCNAHCUA CONPOBOMKAAETCA MHTEHCUBHBIM CO-
BEPLUEHCTBOBAHNEM TEXHUYECKUX CUCTEM U TEXHONOTUYECKUX MPOLLECCOB, KO-
TOpble yXKe cerofHa GYHKLMOHMPYIOT 3a NpesenamMm Yes0Be4eckoro noHMma-
HuA. MpKn 3TOM KNtoYEBbIe KaTEropuM KyabTypbl, roBopA 06pasHo, TpewaT no
LUBAM MOA Harpy3Koi HOBbIX TPeboBaHW, NOABMBLLMXCA B NpoLEecce nepexo-
[1a Ha TEXHONIOTUYECKYIO U, Y3Ke, LMDPOBYIO CUCTEMY KOOPAMHAT. TEXHOTEHHble
KaTeropum KynbTypbl NPOHWUKAIOT B MPOCTPAHCTBO NYMaHWUTAPHbIX LEHHOCTEN,
TpaHcHOPMUPYA KYNbTYPHO-TEHETUYECKUIA KOZ LUMBUAN3ALUN.
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B cTaTbe paccmatpuBaeTcAa YenoBevecKkas NpUpoAa B KOHTEKCTe pas-
BUTUA LUPPOBLIX TEXHONOMMI U UX MPOHUKHOBEHWUA B OOLLECTBEHHYIO KU3Hb
yepes aHaNu3 Uaein COBPEMEHHbIX MbICIUTENEN U pedNeKCUIo STUX ABNEHUN B
npouv3BeAeHNAX MacCOBOM KyNbTypbl. B YacTHOCTH, nccnenyetca macwtab B3a-
MMOMPOHMKHOBEHUA U B3aUMHOIO B/IMAHUA YE10BEYECKOrO U TEXHOTEHHOro
Hayas, a TakKe AMCNOo3MLMMN eCTECTBEHHOTO U UCKYCCTBEHHOTO Yepes Npusmy
KOHLENUUW MeTa-napasmTtmama. Mbl MHTepnpeTupyem LUPpoBbie TEXHONO-
rMu B Kayectse 6a30B0ro ¢pakTopa BO3LEWCTBMA Ha MPUPOAY YENOBEKA, U NpK
3Tom obpalLaem BHUMaHWE Ha MaclTab u rybuHy ux NPOHUKHOBEHMSA C Mo-
3ULMK TOTO, KaK UMPPOBbIE TEXHONOTUN NPeaonpeaensatoT rmnepTpodpupoBaH-
Hoe notpebneHune. CoBMeCTHOe pa3BUTUE M PACNPOCTPAHEHWUE TEXHONOTUM
W cBepXNOTPebAeHUs YCUAMBAET AerymaHu3aumio 3a cyeT TpaHchopmaumm
KYNbTYPHbIX LEHHOCTEN, YTO, B CBOKO OYepesb, AETEPMUHUPYET USMEHEHUE
M camoi 6uonorunyecko npupoabl homo sapiense. Takum 06pasom, Kaxkabli
COBPEMEHHBIN YeIOBEK — He MPOCTO CBUAETE/b, HO YYaCTHUK U 0OBbEKT Mac-
WTAabHbIX M BCEOOBEMIOLLMX M3MEHEHMI 0BLLECTBEHHBIX cUcTEM. TpaHcdop-
MaLMOHHbIe NMpoLecchbl 3aTparMBatoT Bce chepbl M pa3BUBAKOTCA NO PA3NMUY-
HbIM BeKTOpaM. Mnobanunsauma NOAUTUKM, SKOHOMMKKU, MACcCOBOM KybTypbl 1
coumanbHol chepbl obecneymna nnaHeTapHoe BuaeHue. B pamkax geateno-
HocT OOH nnaHbl pa3BUTUA HALIero MMpa 3aTparmeBaloT KOMMIEKC B3aMmoc-
BA3aHHbIX M Pa3HOO6Pa3HbIX LieNel, OT IKOHOMUYECKOTO POCTa 10 COBEPLUEH-
CTBOBaHWA cucTemMbl obpasoBaHua [1]. KaTteropum BpemeHun M NpocTpaHCTBa
MEHAIOT CBOWN XapPaKTEPUCTUKM: OHU CUMAKOTCA, U UHTEHCUBHOCTb UX UCNOJb-
30BaHWA YBE/IMYMBAETCA HACTO/BKO, YTO Y¥Ke cerogHa chepa noauTUYECKOro u
KYNbTYPHOO B3aUMOZLENCTBMA PacluMpmraach 0 KOCMUYECKOTO MPOCTPAHCTBA,
[0 NPaKTUYeCcKMX BONPOCOB OCBOEHMA U KOoNOHM3aumm JlyHbl 1 Mapca, KoTto-
pble COOPMYNUPOBaHbLI B NPABOBbLIX AOKYMEHTaX MO KOCMUYECKOW NOAUTUKE
pasnuuHbIX rocyaapcTs [2, c. 680]. MpeoaoneHme NPOCTPAHCTBEHHbIX OFPaHu-
YeHWI, KOKpbINEHNEN» YenoBeKa M HOBble BO3MOXHOCTU Pa3fiBUHYTb FOPU30H-
Tbl — Be/IMKaA MeyTa, MHOTOKPaTHO BOCMeTasA B /y4lMX NPON3BEAEHUAX UC-
KycCTBa, Nyratouie 6113Ka K OCyLLEeCTBIEHMIO.

C Apyrov CTOPOHbI, FOBOPSA O BO3AENCTBMU TEXHONIOTUI Ha Npupoay Ye-
NoBeKa, HeobXoaMMO OTMETUTD, YTO OHU NPEACTaBAAT COBOM MaBHbIN 1 ca-
MOZOCTAaTOYHbIM GAKTOP FEHHOWN UHXKEHEPUU. Beab LOCTUNKEHUA HAYKU U TeX-
HWUKM NO3BOJIAIOT HE TO/IbKO NPOABUHYTHCA BOBHE, HO U 3arNAHYTb BOBHYTPb.
MHCTPYMEHTbI CeroaHALIHero AHA AaloT BO3MOXHOCTb MCCNe0BaTb YeN0BeKa
BN/0Tb A0 ypoBHAa AHK. OcTpoTa 3peHus CTaHOBWUTCA YHWUBEPCAsbHOM, Mo-
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3BO/IAS OXBATUTb KOCMMUYECKME NMPOCTPAHCTBA M OGHOBPEMEHHO «HALLyNaTb»
aNemeHTapHble YacTuubl. B pesynbtate mbl Habnogaem KoHBepreHumio 6uo-
NOTUYECKOTO M TeXHUYecKoro Havan. UtanbaHckuin punocod A. Herpu xapak-
TepusyeT COBPEMEHHOCTb MMEHHO C TOYKM 3PEHUA pacUIMPEHUA «BUOTEXHU-
YeCKMX» BO3MOXKHOCTEN: CYLLECTBYIOWMIA B MPUPOAE FEHOM WU BUPYC MOXKET
6bITb PEKOMBUHMPOBAH M NOABEPrHYT MyTALMAM B NaBOPATOPHbIX YCNOBUAX.
Pe3ynbTaTbl TAKOro aKCnepumMeHTa MoryT bbITb NepeBeaeHbl B Lndposyo dop-
My M BNOCNEACTBMM BOCCO3aHbl, CTaB MOAMPULMPOBAHHON BMOIOrMYECKOM
MaTepuanbHocTbio [3]. BnonHe BepoATHbIM MpPeAcTaBAAETCA BapwaHT, npu
KOTOPOM Nogo6Hble MaHUNYNALUKM MOTYT NMPOU3BOAUTLCA HEOrPaHUYEHHOE
KOAMYECTBO pas3, TeEM CaMbIM CTUMY/AMPYA MHOTOKPATHYIO KauyeCTBEHHYLO
TpaHchopmaumio. 34eCb Mbl UMeeM Aeno ¢ Napagokcom «Kopabna Teces», ¢
KOTOPOro Hayanacb 6ecKkoHeYHasa AUCKYCcUsA 06 UCTUHHOCTM U ayTEHTUYHOCTM
MEHSIOLLMXCA KaTeropuit: «TpuauaTMBecesibHOe CyAHO, Ha KoTopom Tecel ¢
NoApOCTKaMM Bbllen B NaaBaHbe v 61arononyyHo BepHyAca, apuHAHE XpaHu-
M ..., yburpas cTapble OCKM M BanKku N0 Mepe TOro, Kak OHW BETLaau, U CTaBA
Ha UX MEeCTO Apyrue, Kpenkue, Tak YTo Kopabib 3TOT cAeNaNca AaXKe ONOPHbLIM
NPUMMepPOM B paccyKaeHuax Gunocodos ... O4HU YTBEPKAA/M, YTO OH OCTAET-
ca camum cobolo, pyrme — YTo OH NPeBpPaTUACA B HOBbIM NpeameT» [4, c. 16].
MoHayany 3TOT NapafoKC MMEN UCKIIUUTE/IbHO TEOPEeTUYECKOe 3HayeHue,
HO K HacTOALLEMY BPEMEHM B CBETE ONUCbIBAaeMblx TpaHCHOPMaLM OH Npu-
obpeTaeT NPaKTUYECKYIO BaXKHOCTb, €C/IM EF0 3KCTPANOAMPOBaATb, K MpUMepY,
Ha BO3MOMHOCTM MaHUMNYANPOBATb YENOBEYECKOW TENECHOCTLIO, UK, HaNpPo-
TUB, Ha MNepPCNeKTUBbI NepeHoca YeI0BEYECKOTO CO3HAHMA B BUPTYaNbHOCTD.
CerogHs napagokc «Kopabnsa Tecea» farke MHOr4A@ Ha3biBAOT MApPaLOKCOM
enesHoro [1poBOCEKA N0 MMEHM NEPCOHAKA U3BECTHOM CKa3KM «BonwebHUK
CTpaHbl O3», KOTOPbIN BblN BbIHYKAEH 3aMEHUTb CHayana CBOM KOHEYHOCTU
W 3aTeM MOMIHOCTbIO TE/I0 HA MeTaa/in4eckue npotesbl. ITa babyna HepeaKo
CTAHOBWUTCA OCHOBHOW TEMOW MpPOM3BEAEHMI MACCOBOMN KyNbTYpbl UAU WC-
No/Ib3yeTCA KaK HECTAHAAPTHbIN CIOXKETHbIN X04, B kuHopunbme «Kopabnb Te-
cea» (Ship of Theseus, 2012) A. TaHAM NapaAoKC UCCAeayeTca C No3MLuUK nep-
COHaXXei, NONYYMBLUMX B pe3ynbTaTe TPAHCMAAHTALMU KHOBbIE» BHYTPEHHMWE
opraHbl. PeunneHTbl NbITalOTCA 0CO3HATL, OCTAKOTCA /1M OHU NMPEXHUMU NocNe
noTepu Yactm ceba 1 3aMeHbl YHEM-TO HOBbIM U OTHOCUTENBHO YYKEPOLHbIM.
HecmoTps Ha TO, YTO KMHOOWAbM [aeT 6e3yC/I0BHO MONOXKUTENbHOE
pelweHne 3Tol gunemmbl (B KapTUHe OODBACHAETCA, YTO KJAETKU yenoseue-
CKOro opraHv3ama B /l06OM Cay4Yae pereHepupytoT U CO BPEMEHEM YeNoBEK
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€CTeCTBEHHbIM 06Pa30M NOAHOCTbIO GU3MYECKM U3MEHAETCA, OAHAKO He 3TO
0b6ycnoBANBaET USMEHEHWNE TIMYHOCTM), Mbl AOMKHbBI NPU3HATD, YTO KOMMJIEKC
npobnem 3gecb ropasgo cnoxHee. TeXHOMOMMYECKOe COBEPLUEHCTBOBAHWE
CTaBUT MNepes, Yes0BEYECTBOM BbI30Bbl, KOTOpble 0OOCTPAIOT aKTyaNbHOCTb
KOMMNAEKCHbIX NPobaem M NpPeBpaLLaloT UX B HaCyLHble 3a4a4n. TeXHOAOrMM-
Yyeckas M BUonornyeckas KaTeropuMm CTaHOBATCA HE TOIbKO PAaBHOLLEHHbIMY,
HO CNMBAIOTCA M NEPETEKAIOT OAHA B APYryto. Boiwe mbl nucanu ob octpote
3peHus, No3BONAIOLLEN YenoBeKy onepuposaTb JHK 1 nsmeHaATs ee, a Ha Lu-
BU/IN3ALMOHHOM YPOBHE TEXHOreHHble MPOLEeCcCbl OKa3blBAOT MyTareHHoe
[eNcTBME HA Cam KyNbTYPHO-TEHETUYECKMIA KOA, YeN0BEeYeCTBa.

Buonornyeckune, KyabTypHblE U KOMMbIOTEPHbIE KOAbI, paHee ObiBwne
CTPOUTENBHBIMWU KKMPMUYMKAMM» COOTBETCTBYHOLLMX KaTEroOpuii, B HacToALee
BPEMSA MEHSAIOT CBOK CYLLHOCTb. TO, YUTO paHee 6blN0 KOHLENTOM, NPaBUIOM
3anucy onpeaeneHHol HGopmMaL MK, NpeBpaLLaeTca B TOBap, B NpeaMeT Kyn-
nm-npogaxu. OfHaKko TpaHchopmauma MAET elle Aanblue, U 3TU KaTeropum
nepecTpanBatoTCa CUNbHEE, CTAHOBACL CPEACTBOM NPUHYXKAEHUA, nog bpeme-
HEM «OMEeKM HaZ KM3HbIO» KOTOPbIX MEHAETCA U Cam Yes10BEK MO MHOXeCTBY
nokasatenen [5, c. 247]. «locTeneHHO TeXHMKA Havyasia MOrNowWwaTb KWBOM
3BYK M YenoBeyeckoe Teso [...]. [laxe Bpems 4enoBevecTBO CTas0 OTCYUTHIBATD
He TONbKO OT AaTbl POXKAEHMA XPUCTA, @ OT TaK HasblBaeMoro “Havana anoxu”
— ¢ 00:00:00 1 aHBapsa 1970 roga [...]. YenoBeyectBOM CTann KomaHAo0BaTb
MalllKHbI, @ CNeguTb 3a BCeM — 3KpaHbI» [6, . 661].

Mpwu BCei pagukanbHOCTM NogobHaa TpaHchopMauma He sBnseTca bec-
npeLeseHTHbIM ABAEHMEM B YesI0BeYeCKoM KynbType. Mbl nonaraem, Yto ro-
TOBHOCTb K COBCTBEHHOMY M3MEHEHUIO 3a/10KEHa B CTPYKTYpPE YeN0BEYECKOTO
CO3HaHMA KaK apxeTun, NogpasymeBsatoLwmin Bepy B MeTamopdosy, B pesynbra-
Te KOTOPOM Ye/I0BEK MEHSAET, HO HE YHUUTOXKAET U He yTpaumsaeT cebs. CTpax
nepes M3MEHEHUAMMU KOMMEHCUPYETCA KeNnaHWem TPaHCPOPMMPOBATHLCA.
BO3MOXHO, MO3TOMY OMMCAHHbIE BbIllE N3MEHEHUA NPUPOAbLI YeN0BEKA NPO-
XOAAT Noj, BO3AEWCTBUEM HEKOEN aHecTesnu U He Bbli3blBAOT OXKMAAEMOIO
CTOMKOrO OTTOPMKEHMUA W y¥Kaca. ApKas AEeMOHCTpauMa Takon TpaHcdopma-
UMK npeactasneHa B puibme «TaLyo — KenesHblit yenosek» (Tetsuo, 1989)
C. UykamoTo (Puc. 1). 9Ta KMHOKApTMHA CHATA Ha CTbiKe Xoppopa, KnbepnaH-
Ka M Hay4yHOW GaHTACTMKMK, M 3TO COYETaHME KAHPOB MNO3BOIAET NOKa3aTb Ha
JKpaHe npeBpalleHne YesloBEKa B HeYTOo, He nogaatolweeca onncaHuio. MNe-
pen 3puTenem ¢ ByKBaNbHOW TOYHOCTBIO M BO BCEX AETaNAX NPeaCcTaeT XKyT-
KoBaToOe C/IMAHME MALUMHBI M Ye/lOBEKa, B pe3ynbTaTe KOTOPOro poKaaerca
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nonypoboT-NnosyyenoBeK, BbIBEPHYTbIM HaM3HAHKY. Haauuo TemHas CTOpoHa
TpaHchoOpMaLMKM YeNoBEYECKOW NPUPOAbI NoA, BO3AENCTBMEM TEXHOMOMMMA,
LEeMOHCTPUPYIOLLAA KaK XPYMKa JIMYHOCTb M yA3BMMa TeNEeCHOCTb nepes, Aery-
MaHU3aLMOHHbIMM NPaKTUKaMM,

Puc. 1. Kagp 3 dunbma «Tauyo — xKenesHblii yenosek» (Tetsuo),
pex. C. Uykamoro, 1989

Fig. 1. Screen capture from the film Tetsuo: The Iron Man
directed by S. Tsukamoto, 1989*

MeTadopy NnogobHOW AerymaHU3aLmMmn KU3HU MOKHO YBUAETb U B UTe-
paType. B cTuxoTBopeHun «PanopT U3 ocaxAeHHOro ropoga», HanMCcaHHOM B
TpeBoXKHOM A Monbwm 1983 roay, 3. XepbepT onmcbiBaeT npubankeHue He-
n36eKHOro NoparKeHUa 3aWUTHUKOB abCTPAKTHOTO ropoAa OT OCaXKAatoLLero
€ro BHelHero Bpara. Pucysa KapTUHbI NpubamnKatowwencs rubenn, nosTt nuwer,
yTo BE3HaZEKHAA CUTYALMA NPUBENA K TOMY, YTO KyNbTypHble NpaBuaa 1 yc-
NNOBHOCTM HAYaNM UCNapATLCA, U AaxKe BMeCTO feHer «[...] eanHuuelt obmeHa
cTana Kkpsica [...]» [7]. Mo3gHee amepuKaHcKuiA nucaTens [. lenunno ucnonb-
30Ban 3Ty ¢pasy Kak anurpad B pomaHe «Kocmononmcy», onyb6aMKoBaHHOM B

! UctouHuK u306paskeHus cm.: / See the image source: URL: https://www.kinopoisk.ru/
film/55181/ (06.04.2021).
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2003 rogy. PomaH noBecTByeT 0 MMpe, B KOTOPOM BE3AECYLLas «Uundpa» oKon-
[OBbIBAET M «OYaPOBbIBAET» YE/IOBEKA, C/IOBHO CMpeHa 3acTasaseT 3abbiTb 0
ero MHAMBUAYANbHOCTU U HE3aMETHO YTPaTUTb CBOK YEN0BEYHOCTb.

Cnycta aecatunetne, B TeYeHME KOTOPOro TEXHOMOrMM NPOABUHYANCH
HaCTONbKO, YTO MHTEPHET-NPOCTPAHCTBO KaYeCTBEHHO n3meHunoco u Web us
NMOMCKOBOrO NPEBPATU/ICA B COUMAbHBIN, KaHagackuii pexkumccep . KpoHeH-
6epr cHAN OAHOMMEHHbIN GUAbM, B KOTOPOM MOKa3as, Kak TEXHONOMMK B Nps-
MOM CMbIC/1E€ HAYMHAIOT YNPaBAATb O6LLECTBEHHOMN XU3HbIO U ONPEeAENaTb Ye-
NIOBEYECKYH IK3UCTEHLMI0. TaKoW MUP XPYMOK U UNNHO30PEH, M YENIOBEK B HEM
TepaAeT MHANBMAYANbHOCTb U YeN0oBEeYHOCTb. MHOroYMcAEHHbIE 3POTHUYECKME
CLEHbl B KUHOKAPTUHE NOJHOCTbIO INLWEHbl MUHTUMHOCTM, CTPACTU U AaKe IMO-
LUMOHaNbHO NycTbl. CeKCyanbHbIM aKT MNOKa3aH KaK COBEPLIEHHO MEXaHUCTUY-
HblI NPOLECC, M 3TU Kagpbl AEMOHCTPUPYIOT BbICLLYH CTEMNMEHb OTPELLEHHOCTM
N 3aKPENOLLEHUNA NEPCOHAXKEN, CBUAETENLCTBYIOT 06 aBTOMaTU3aLMKN UX KU3-
HU. Mo xoay cloxeTa nporpeccupyetT omepTeeHue repos. OHemeHue, aTpodua
M HEKPO3 JIMYHOCTU NPEACTABAAIOT MABHYIO IMHUIO KUHO/IEHTbI, rAe ABCTBEH-
Has HEKPOOUAMA ONMLETBOPAET NOLMEHY KMBOFO — MEPTBbIM U OpraHuye-
CKOrO — TEXHO/IorMYeckMM. B pomaHe 1 ¢uibme rnaBHbI repoit 3HaMeHyeT
MYTMPOBABLUErO MEePCOHaXKa «ryMaHUCTUYECKOTro» MPOM3BEAEHNA UCKYCCTBA,
O/IMLLETBOPAET CKPbITYIO U OPraHUYHYIo (B MEPEHOCHOM CMbIC/Ee 3TOro C/10Ba)
AerymaHusaumio yenoseka. «Kocmononuc» 3actaBnfer 3alymaTbCs, Kakue Ye-
NNOBEK B COCTOSIHUM MPUMEHUTb CPeaCcTBa 060POHbI NPOTUB BCEOObEMIIOLLLETD
BO34€eNCTBMA MHPOPMALMOHHO-KOMMYHUKATUBHbIX TEXHONOTUI, U MOXKET N
OH COXPaHWTb CBOK MPUPOAY NPW Takoi Harpyske. Oba npounsseseHuUs ABAA-
HOTCA Pe3ynbTaTOM HEMpOCTbIX Pa3MbIWAEHMI BblAAMOWMXCA U He3aypALHbIX
XYOO0XKHUKOB O CBA3M rMNepTpodpupoBaHHOro notpebaeHnsa, obycioBneHHOro
NPOHUKHOBEHMEM TEXHONOMMIA B OBLLECTBEHHYIO KU3Hb, U TpaHchopmaLlmm
KY/ZIbTYPHbIX LEHHOCTEN B HanpaBAeHMM agerymaHusauuun. deamnno n KpoHeH-
6epr, obnasatowme yHNKaAbHbIM NPOPOYHECKMM A3aPOM U BRagetolLme b6oratbim
TBOPYECKMM MHCTPYMEHTapPUEM, B XYA0XKECTBEHHOW GopMe paauKannsmpyoT
«TEXHONOTMYECKMEN» IMHUM YE/I0BEYECKOTO NOBEAEHUSA, KOTOPbIE AETEPMUHU-
pYIOT NPaKTMKM BMeLIaTeNbCTBA B G1onormyeckyto npupoay homo sapiense.

B obeunx unocracax «Kocmononuc» ABNAETCA OTCbIIKOW WAW KaK Mu-
HUMYM BO3AaeT Ao/mkHoe reHnto ®. SlaHra U ero aKCNPeccMOHUCTCKOMY Ku-
Hoounbmy «MeTpononuc» (Metropolis, 1927), KOTOpbiiA OKasan 3Ha4UTE/b-
HOe B/IMAHME Ha BCIO MACCOBYH KY/NbTypy M Ha pa3BUTME KMHemaTorpada,
B YacTHocTu [8, c. 93]. B punbme nogBepraeTcs COMHEHUIO OAHO3HAYHO MO-
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3UTUBHOE 3HAYEHWE HayKW W TEXHONOTWUI, CBOMUCTBEHHOW TEXHOFEHHOWM na-
pagurme. B KMHOMCKYCCTBO BBOAMTCA 06pa3 6e34yWwHON MaLLMHbI-4eN0BEK],
NVWeHHoM mopanu. Punbm yTBEPIKAAET, YTO HAYKa UMEET U TEMHYIO CTOPOHY,
N MOMeT OKasaTbcA la femme fatale B cynbbe yenoseuvectsa. O6pasbl mexa-
HM3aLMK M 06e3ayLINBaHNA KU3HW BbIPaXKeHbl He TOIbKO B GUrype MalLUHbI-
YeNoBEeKa, HO U NepCcoHaKen, NPeacTaBAAOLLMX BCe 06LWEeCTBEHHbIE KAacchl:
3n1Ta NpoAana Aywy 3a KoMOPTHbIE YCA0BUSA KU3HM, GAKTUYECKM 33 palt Ha
3emne; paboune NOYTU NONHOCTLIO MOTEPSAIN YENOBEYECKMI 0O6AUK B pe3yb-
TaTe TAXKeNoro u becnepcnekTMBHOroO TpyAa.

Brnocneacteun M. MaKnto3H CTaHET Ha3biBaTb TaKyl TpaHCpopmaLmio
MMMNNO3MBHbIM MPOLECCOM TEXHO/IOTMYECKOrO Pas3BUTUA, NMPU KOTOPOM Tex-
HOMOrUA BHEAPAETCA B YeNOBEYECKYIO NPUPOAY, UAET BOBHYTPbL. M0 MHEHUIO
MbICIUTENA, TEXHONOMUA CTAaHOBUTCA NPOAO/IKEHMEM YenoBseKa [9, c. 24]. Ko-
HeyHo, Takasa TpaHchopmaLma He morna bbl NpoxoauTe 6e3bonesHeHHO cama
no cebe, Aaxke HECMOTPA Ha MMMAHEHTHYIO Bepy B meTamopdosy. MprumeHs-
I0TCA aHecTe3us, NpuTynastowas 6oab, U pasgpaxatowme cpeactea, obnaga-
olWMe «OTBNEKAOLWMMM» CBOMUCTBAMU. [103TOMY MArKOe Hacuave U AUCUm-
NAMHAPHOE NPUHYXAEHWE NPOXOAAT HE3aMeTHO 1 onocpeaoBaHHo [10, c. 76].
Mo cnosam XK. Boapwuitapa, coBpeMeHHoe 06LLecTBO «[...] ABAAETCA B O4HOM U
TOM e naaHe obLecTBoM 3a60Tbl U 06LLECTBOM Penpeccum, MUpHbIM obLLe-
CTBOM M 06liecTBOM Hacuaua. Mbl BUaenu, 4to “mupHan” noscefHeBHOCTb
NOCTOAHHO MOAMMUTbLIBAETCA MNOTPEBNEHHbIM HacuAMeM, Hacuauem, “copep-
KalMm Hamek”: ctofa OTHOCATCA pasnnyHble GakTbl YOMINCTBA, peBoaoLnN,
aToMHasA unu baKTepuonorMyeckas yrposa (Becb anoKaannTUYeckmini maTepu-
an cpeacTs maccosoi HGopmaumn)» [11, c. 237]. Kpome 3Toro, 6oneytonsa-
oWMe cpeacTsa ANLWb YCTPAHALOT 60NEBOM CUHAPOM, HaKan/MBanACb B Opra-
HM3Me KyNbTypbl U yxyawan ee obuiee cocTosHue. B 6onee nosgHel pabote
«Hacuane robanusaumm» punocod yToUHAET, YTO Hacuaune rnobanbHOro no-
[aBNAET aNbTePHATMBbI HEraTUBHOCTU U MPUBOAMT €ro BaXKHYIO XapaKTepUCTH-
Ky — Al0BUTOCTb, FOBOPS O TOM, YTO HacuMe ABAAETCA BUPYCHbIM M OCYLLECT-
BaAeTca «[...] yepes 3aparkeHune, LEenHy PeakLmio 1 NOCTENEeHHO paspyLaeTt
BECb HAW UMMYHUTET U CNOCOBHOCTb conpotusaTbea» [12]. 3geck mbl ele
pa3 oTMevyaem, YTo LMdppoBble TEXHONOMMU BHOCAT BKAAZ B TpaHCchopMaLmio
KYNbTYPHbIX LLEHHOCTEN, B NepBYl0 odepeap, YCUAUBAA AeryMaHM3upyowme
TEHAEHUMM 33 CYET paguKanu3aumm NParmaTUYecknx MHUIM YeNnoBevYeCcKoro
noseAeHus, HanpaBJeHHOro Ha MHOTOYPOBHEBOE BMELIaTeIbcTBO B B1onoru-
YeCKylo Npupoay YesoBeka.
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YiKe Bbl10 OTMEUYEHO, YTO KaTEFOPUM KyNbTYpbl NPeooNeBatoT cobCTBEH-
Hble Npeaesbl, U LUMPOKas 061acTb, B KOTOPOW UCMONb3YETCA CEroAHA NOHATUE
«AO0BUTOCTbY, MOATBEPHKAAET 3TY MbIC/Ib. AL0BUTOCTL O3HAYAET TOKCUYHOCTb
B BMONOrMYECKOM CMbICAE, ABAAETCA CUHOHMMOM A3BUTENBHOCTU B COLMANb-
HbIX KOMMYHWKaLMAX, U TaKKe 03HAYaeT BUPYNEHTHOCTb, B CBOKD OYepesb, B
Pa3NNYHbIX KOHTEKCTax. CerogHsalHee Ky/nbTypHO-UMBUAN3ALMOHHOE Mose
MOKET BbITb B LLIE/IOM 0XapaKTEPM30BAHO KaK A40BUTOE, TOKCMYHOE, MyTareH-
Hoe 1 6one3HeTBOPHOE NPOCTPAHCTBO, YTO NO3BO/AET NOABEPTHYTb COMHEHUIO
€ro NoAAMHHOCTb M He3blbnemocTb. Mpogonkum cnosamm 3. baymaHa: «|...]
CEerogHa Mbl NPOAO/KAEM MEHATb MUP, HU Ha YTO yXKe He HageAcb. “lMocTcos-
peMeHHOCTb” A onpeaensto Kak “coBpemeHHOCTb 6e3 unnwosuii”» [13].

foBopA 06 YCKONb3HYBLUIEW NOAANHHOCTU, Mbl BCIOMWHAEM, YTO Macco-
BasA KyNbTypa AOCTAaTOYHO AABHO Hallymnana 3TOT CUMHAPOM. 3HaUMMble Hayuy-
Ho-daHTacTMYeCKMe NPoM3BEAEHMA HA TEMY UNIO30PHOCTU CYLLLECTBOBAHMS,
OTPaAKAIOLLErocs MMEHHO B IMHAMMKE TEXHOOTMYECKOTo Nporpecca, yBuaenu
cseT 6onee nonyseka Hasag. B 1960-e C. Jlem B unkne «Knbepmnaga» onvcan
naeanbHoe obLecTBO, CO34aHHOE Ha OCHOBE MAaTEMaTUYECKOr0 MOAE/IMPOBa-
HuA. OauH U3 pacckasos npo UitoHa Tuxoro noceaLeH 6eckoHeyHoW Yepeae
peanbHOCTEN, Kaxaasa M3 KOTopbIXx popmupyeT cobCTBEHHbIM 06pa3 nocneay-
tollelt BceneHHoM.

B 1964 roay amepuKaHCcKUin nucatenb-daHTacT . Manyie onybamkosan
pomaH «CUMyNaKpoH-3», cObbITUS KOTOPOro MPOUCXOAAT B KOMMbIOTEPHOM
CUMYNALNN, CO34aHHON B KaYeCTBE MHCTPYMEHTA MAaPKETUHIOBbIX MCCNeL0Ba-
HWWA. ITOT UCKYCCTBEHHBIN MUP C TOYHOCTbIO BOCNPOU3BOAMUT PeasibHOCTb, ero
obuTaTenv 06nafatoT CO3HaHMEM, M UM KXKETCA, YTO OHM KMUBYT NOHOLEHHOM
¥KW3HbIO, B TO BPEMA KaK Ha CAMOM ZieNe BCe npoucxogallee ABAAETCA IKCne-
pUMeHTOM. BnepBble poMaH 3KpaHM3MpoBan HemMeLKul pexunccep P.B. dac-
6uHaep B 1973 roay: B MCKycCTBEHHOM mMupe «Mupa Ha nposoge» (Welt am
Draht) 06UTatOT NONHOUEHHbIE TMYHOCTU, KaK U B KHUTE, HE 3HAIOLLME, YTO OHU
KUBYT B CUMYIALUKN W ABAAIOTCA Habopom eauHuL, U Hynel. UCKycCTBEHHbIN
Mup 0bnagaeT XxapaKTeprUCTMKaMmM PeasibHOro MUPa, U TO e Camoe OTHOCUTCA
K NEePCOHaXam — OHW UCMbITbIBAIOT Nt06OBb U HEHABUCTb, HYKAAKOTCA B 3a-
60Te M TennoTe, UCMbITbIBAOT aMBULMKN U NPOABNAIOT YenoseyHocTb [14, c. 8].
B nocnegnytowime rogbl Ha 3KPaHbI BbILWAO eLLe HECKONIbKO GUIbMOB Ha aHao-
TMYHYIO TEMATUKY, FAe UCCNeAYOTCA PeaNbHOCTb U CUMYNALMA; STUYECKAn COo-
CTaB/AKOLWLAA HAYYHO-TEXHONOTMYECKOTO Pa3BUTUA; IK3UCTEHLMANbHbIE Nepe-
KMBaHME U CMbIC/1 YE/IOBEYECKOM KM3HW B TEXHOFEHHOM MUpE.
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TeKy4nin MUp, KNPOMKMBAIOLLMIA» MHOMKECTBO U3MEPEHUI, ABNAETCA TOK-
CUYHBIM U BUPYIEHTHBIM: C OLHOM CTOPOHBI, 3TO MUPAXK, C Apyroin — «XKu3Hb
— 370 60/bHULLA, FAE KAaXKAbIN MALMEHT CTPACTHO XKenaeT nepesedb Ha 4pyryto
KpoBaTb» [15, c. 255]. dyHAamMeHT 3aTonneH, U3 noABasna BbiPbIBAlOTCA CTau
KPOBOCOCYLLMX HACEKOMbIX, PACNPOCTPAHAOWMNX BUONOrMYECKNe U KynbTyp-
Hble BUPYCbl. TO, YTO ONMKUCbIBAETCA B KHUFAxX U n3obparkaeTca B KWHemaTorpa-
de kak meTadopa v XyaoKecTBEHHbIA 06pas, CTaHOBUTCA pPeasibHOCTbIO Me-
AVLMHCKON M 06LWEeCcTBEHHO-NONUTUYECKON. Bbiwe mMbl Kacanucb npobnembl
YyTPaTbl YENOBEYECKOW NPUPOAbI, KYNbTYPHbIX OCHOBaHUN U AeryMaHU3aunu.
B cBA3M C 3TMM HEOOXOAMMO HAMETUTb KOHTYPbI YE/I0BEYECKUX rPaHUL,. 3aaa-
AVIM HECKO/TbKO NPOBOKALMOHHbIV BOMPOC: HE ABAAETCA JIN YE/IOBEK NPOMENKY-
TOYHbIM 3BEHOM MEM Y *KMBOTHBIM M HEKMM TEXHOTEHHbIM NOCTYE/I0BEKOM, U
He obpeyeH /I OH B 3TOM C/ly4Yae Ha ecTecTBeHHoe yracaHue? He asnsetca
M YenoBeYecKan LUMBUAN3ALMA AENCTBUTENBHO OTPAXKEHNEM UCTUHHOW Npw-
PO/bl «4EI0BEYECKOTO», A1A KOTOPOMN r'yMaHUCTUYECKME MAEaNbl BCErO NLb
KOKOH, BpemeHHan 060/104Ka, KOTOPbIMK YeNOBEK CEOA OKPYKMA B NpoLecce
nepexofa Ha CieayroLyto CTaAuI0 Pa3BUTUA, NOSO0OHO TOMY, KaK AenatoT Ha-
CekoMble B xoZe npespatieHus (metamopdosbl)? B «Matpuue» (The Matrix,
1999) /1. n 3. BayoBcKku areHT CMUT, 06/1M4an Ye10BEYECTBO, BOSMOXKHO, UMEN
B BUAY MMEHHO 3T0. OH Ha3Bas Ntofen ANHO3aBPamM, Ybe Bpems yxogmT. CMUT
06BUHAN YENOBEYECTBO B BUPYNEHTHOCTU, B TOM, YTO, OKKYNMMPOBAB Y4acToK,
NIOAM Pa3MHOXKAlOTCA, MOKA HE MCYEPNAIOT BCE Pecypcebl, MOC/e Yero Npoaon-
JKAlOT 3axBaT HOBbIX TEPPUTOPUIA, OCTABAAA 32 CODOW BbIKKEHHYH 3EMJIO.
OfHaKo OH OKa3asics Henpasg: cam areHT CMUT OKa3anca HEXM3HECNOCOBOHbIM,
NPeBPaTUBLUNCL B KOMMbIOTEPHYIO OLIMOKY, a H0AM NPOAC/IKUAN CYLLECTBO-
BaHWe 1 cBoto 6opbby. Mo3TOMY BONPOC, KTO ABASETCA BUPYCOM-NAPa3nTOM, a
KTO »KepTBa, [O/IXEH pacCMaTpuBaTbheA «[...] Kak HeuTo bonee-4yem 6ruonoruye-
CKOE€, KaK CoLManbHoe, KybTypHOE M noautTuyeckoe [...]» none TpaHcdopma-
LK YenoBeyeckoi npupogabl [16, c. 117].

B eLue fOKOBUAHbIE BpEMEHA Mbl MPEANIONKMUAN TEPMUH «MEeTa-NapasnT»
B Kayectse meTadopbl MPOTUBOPEUMBOI NPUPOAbLI COBPEMEHHOW 0OLLLECTBEH-
HOW Xu3Hu [17, c. 41]. B rymaHUTapHOM CMbIC/Ie MeTa-NapasuT NpeacTaBseT
coboi cTpax HEMOHATHbLIX M BPaKAEOHbLIX ABAEHMI, PacnpOCTPaHAOWMnCA
KaK napasuTapHas MHOEKLMA C NOMOLLbI MHGOPMALMOHHO-KOMMYHUKATUB-
HbIX TexHonorui (Puc. 2).
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G
Puc. 2. O. Typos. MeTa-napasut. 2021. ®oTo, Konnax. 21 x 30 cm
Fig. 2. O. Gurov. Meta parasite. 2021. Photo, collage. 21 x 30 cm?

PasHopoaHble M MHOTOYMCAEHHbIE BbI30Bbl BO3DOYXKAAKOT NaHMYECcKue
peakumn 1 Bbi3biBaloT Gobun. Takne COCTOAHMA AOCTMraloT BceobbematoLe-
ro macwTraba, TpaHCAMpPYLOTCA B MHbOChEPE M 3aMyCKAOT LEMHYIO peakLuio.

23 nnyHoro apxmea asTopa / From the author’s archive.
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B KMHemaTorpade 370 ABNEHME BU3YaIM3MPOBAHO B CAMOM Havasne duibma
«28 pHel cnycta» (28 Days Later, 2002) [.. boina: obesbaHam (Kctath, 6ams-
KMM POACTBEHHMKAM YesoBeKa) B KaYecTBe 3KCNEPUMEHTA AEMOHCTPUPYIOT
YKEeCTOKMe Meamaobpasbl. 3apaxKeHHble HEHABUCTbLIO }KUBOTHbIE NepeaatoT BU-
PYC 3KONI0rMYECKMM TEPPOPMCTaM, KOTOPbIE, B CBOKO oYepesb, 3aMyCKatoT anu-
aemuio. lMocne 3Toro 4enoBeyecTBo B BYKBaSIbHOM CMbIC/Ie HAYMHAET MOXMK-
paTb cebA, U KyNbTypHble YCTAHOBKM CTPEMUTE/IbHO OTMAAAI0T KaK HEHYXKHan
060/104Ka. Mbl NpuBEAN UMEHHO 3TOT Npumep U3 Gunbma, 4Tobbl NOKa3aTb
HE/NIMHEMHOCTb CBA3M MEXAY PasNINYHbIMK BUONOTMYECKUMMN BUAAMU, MEeSU-
aBUPYCOM U MHOEKLUMEN, MEXAY KYNbTYPOI U XaOCOM, WU, HE B MOCAEAHIO0
ouepenb, MeXay MeaAUNHbIMU TEXHONOTUAMM U UX NOTpebUTenammn, Kotopan
[OMKHA OTAENATb B Ye/IOBEKE YPOBEHb NPUPOAbI OT YPOBHSA KY/bTYpbl.

Ba)KHO TO, YTO HenocpeacTBeHHo Anddy3na pasHOPOAHbIX ABNEHMI 3a-
MyCKaeT B3PbIBHYIO pPeaKLMIO LMBUAN3ALMOHHOrO macwTaba. Yacte «META» B
CTPYKTYpe TEPMMHA YKa3bIBAET Ha BCEOOBEMIOLLMI U BCENPOHUKAIOLLMI Xa-
paKTep M Ha npegenbHbI MaclTab, a ocHoBHasA YacTb — «MAPA3UT» nogBo-
ANT K CUCTeME COCYLLLEeCTBOBAHMA BUONOTMYECKMX OPraHNU3MOB U YyXKEePOLHbIX
KY/IbTYPHO-MHPOPMALMOHHBIX M TEXHOTEHHbIX CTPYKTyp. CocyliectBoBaHuWe
MOXeET OblTb CUMOUOTUYECKUM MK Pa3BMBATLCA B GOpMe aHTaroHM3ma. 37a
YacTb TEPMUHA NPUBAMIKAET K NOHATUIO BUPYCA, TaKXKe UMEIOLLLEro HECKONIbKO
unocracei (6MONOrMYECKYIO, KYAbTYPHYI, MHOOPMALMOHHYIO U KOMNbIOTEP-
Hyt0). NaHgemusa COVID-19 ybeautenbHo NpPoOAEMOHCTPMPOBAna, Kak Ciu-
BatoTCcA BMONOrMYeckas M ConyTCTBytOWMeE el anuaemummn. PacnpoctpaHeHue
60/71€3HN COMPOBOXKAAETCA SKOHOMMYECKUM KPU3MCOM (KOPOHaKpU3MCcoM),
MCUXMATPbI TOBOPAT O POCTE NCUXMYECKMUX paccTpoicTs. HabnatogaeTca u UH-
dopmaumoHHasa naHgemua. B 2020 roay BcemupHas opraHvsauums 34paBo-
oXpaHeHus onybankoBana cratbio «YnpasneHue nHbogemmeit COVID-19», B
KOTOPOM yTBEPKAAETCA, YTO LMGPOBbIE TEXHONOIMU HECYT OTBETCTBEHHOCTH
3a pacnpoctpaHeHue MHGOLEMUN, NPOABNAIOLWENCA B NOBCEMECTHOM POCTe
HanNPAXXeHHOCTM U HacWUUSA, B HEraTUBHBIX MPOAB/IEHUAX BO BCEX 0bLLeCTBEH-
Hbix cdepax [18]. 3HayeHMe MHPOPMALMOHHOW COCTaBNAIOLLEN C/IOKHO nepe-
OUEHUTb. AHANN3MPYA TEPAKTbI C NPUMEHEHMEM LUTAMMOB CMBUPCKOM A3BbI B
CLUA B Hauane XXI BeKa, t0. Takep oTmeyaerT, uTo «[...] LeNblo TaKMX aTak CTaHo-
BU/ICA CKOpee pacnag, Yem yHU4ToxKeHne. HoBOCTHbIE CIOXKEeTbl U BCnaeck bec-
NnoKoicTea B obuiectse Hb11M He MeHee 3HaUUTE/IbHbI, YHEM peasibHble CyYau
3apaxeHua» [16, c. 14].
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Ewe ofHO OTpaxeHWe MeTa-napasuTapHOCTU B MacCOBOM KyabType TaK-
)Ke No3BONAET YBUAETb, KaK TECHO CBA3aHbl CAMBAIOLIMECA, Pa3MHOXKatOLWMe-
CA M PacnpoCTPaHAOLLMECA B HOBbIX M3MEPEHMAX KOMMYHUKALNU, TEXHONO-
rn 1 3apaxkeHue. CioxeT punbma «Bepcua 1.0» (One Point 0, 2004) (Puc. 3)
. PeHdpo n M. TopccoHa NOCTPOEH BOKPYr AeWACTBMA ABYX BUPYCOB: OAMH
U3 HUX ABNAETCA KOMMbIOTEPHbIM BUPYCOM B NPOrpamme r1aBHOro repos-npo-
rpammucTa. BTopoit — pyKOTBOPHbIN HAaHO-BMPYC, 3apakatoLLmnii repoes, YTo-
6bl YNpaBNAaTb MX NOTPEOUTENBCKUM NoBegeHneM. DaKTUYECKN MOXKHO bbiao
6bl Ha3BaTb 3TOT PpuUAbM TaK: «MUP Ha NPOBOSIOKE» HAU3HAHKY, r4e BMecTo
WCKYCCTBEHHOTO Mupa, 06pasHO roBops, C XKMBbIMU MEPCOHaXKaMM NOKasaH
€CTeCTBEHHbIN MUP, B KOTOPOM AENCTBYIOLME MLA 0O6peyeHbl cTaTb be3ayL-
HbIMW MapuoHeTKamn. CIMBAIOLLAACA BUPYNEHTHOCTb BbI3bIBAET ANUAEMUIO,
KepTBaMM KOTOPOI OKa3blBatoTcA repoun Guabma.

Puc. 3. Kaap v3 dpunbma «Bepcus 1.0» (One Point 0), pex. Ax. PeHdpo n M. TopccoH, 2004
Fig. 3. Screen capture from the film One Point O directed by J. Renfroe and M. Thorsson, 20043

MppaunoHanbHbI CTpax, NeallmMil B OCHOBE MeTa-Mapa3nTapHOCTH,
MOET ObITb MOHAT B KOHTEKCTE UCTOPUU UCCAEA0BAHMA CTPAxa HaCEKOMBbIX U
MapasmnToB (XOTA He BCe HAaCEKOMbIe ABNAIOTCA NapasnMTamu, n HaobopoT). NH-
cektodobuto nsydanu 3. dpeiig u K. FOHr. OHM OTMEYanu, 4To HaceKoMble B UX
NPaKTUKe HEPEAKO CTaHOBUNCL 06beKTOM Ppobuid y NnaLmeHToB. B YacTHOCTH,

3 UctouHMK m30bpaxeHua cm.: / See the image source: URL: https://www.kinopoisk.ru/
film/24773/ (06.04.2021).
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FOHr cpefm NepBUYHBIX KONNEKTUBHBIX BOCIOMMHAHUI («apxeTunosy) Bblae-
NAn vHcektodobuto. Mo ero MHEHUIO, B XOA€E LMBUAN3ALMOHHOIO Pa3BUTUA
YesIoBeYECKOe CO3HaHWNE OTAENAETCA OT IYOOKUX MHCTUHKTUBHbIX CIOEB MCK-
XUKU. [py 95TOM OHWM COXPAHAKOTCA B MOACO3HAHMM U MHOTAA BO3BPALLAOTCA B
BMAe Kowmapos u ¢obuit [19, c. 3—7]. CornacHo tOHry, 4Tobbl ycnewHo npo-
TUBOCTOATb MPPALMOHANIbHOMY CTPAXY, YE/I0BEK AO0/IKEH HAyYMTbCA CAyLwaThb,
MHTEPNPETUPOBATL U UCMO/Ib30BaTb KMHCTUHKTUBHOE 3HAaHWE» — rOBOPA C/0-
BaMW COBPEMEHHbIX NONYAAPHbIX NMCUXO/IOTOB, CTPEMUTHCA K OCO3HAHHOCTU
KU3HW. Mpob6aema 0CO3HAaHHOCTM BXOAMT B aKTya/IbHYHO MOBECTKY 06LLECTBEH-
HOW YKM3HW, HO Ha CAMOM fefe, He CTPEMUTCA /N B PEaNbHOCTU YENOBEYECTBO
cTaTb Yy»KMM camomy cebe, aHecTeanpoBaTb 60/1b U cnpATaTb CTPax, Nepesas
OTBETCTBEHHOCTb TEXHONOTUAM? MPeasoXnm ele oguH HeyaobHbIN Bonpoc:
He MOXKET /1M TaKan CaMOUHAY/IbreHLMA BbITb O4epesHbIM 3TaromM CTPOUTE b-
CTBa TPaHCHOPMALIMOHHOTO KOKOHA A1 Nepexoa B HOBOE COCTOAHME?

Mbl He roToBbl OTBETUTL Ha 3TOT BONPOC NONOXUTENLHO. [Tpeanonaraem,
YTO B «4E/I0BEYECKOM C/IULLKOM MHOTO Ye/I0BEYECKOTO, KOTOPOe byaeT Bceraa
[OMUHMPOBATb, HECMOTPA HA MHOTOYMC/EHHblE cobnasHbl, byab OHU KOHCHO-
MEPUCTCKMMMU, TEXHONOTMYECKUMU AN UHbIMKU. A. Mopya nucan: «4enoseuye-
CTBO BOODOLLE U3MeHAETCA Kyaa MeHbLUe, Yem aymatoT. OHO Kak Mope: Ha no-
BEPXHOCTU BYpPAWUT, BONHYETCA, HO CTOMUT MOTPY3UTLCA B MYYUHY JIFOACKUX Ayl
— W HaNLLO HEM3MEHHOCTb BaXHEWMLWMX Yyenoseveckux yvyscte» [20, c. 459].
TexHoNOrMYecKan COCTaBNAOWANA cama No cebe He ABNAETCA NMABHOW Npuun-
HOW KPU3WCHbIX ABJIEHUI B YHENOBEYECKOW KY/NbTYPE, YbM TPAAULMOHHbBIE KO-
YyeBble KaTeropmm UCMbITAlOT SKCTPEMA/IbHYIO Harpy3Ky, MOCKONbKY Ha UX me-
CTO CTapaloTCA BCTATb HOBblE LLEHHOCTM, ONMPAIOLLMECA Ha NMPOHUKHOBEHME U
pacnpocTpaHeHWe TeXHONOTMYeCKMX MHHOBaUuin. PedneKkcuna no noBogy mecta
HOBbIX TEXHO/IOT M1 B 06LLLECTBEHHOM M 3CTETUYECKOM NPOCTPAHCTBE byayLlero
[eNCTBUTENbHO ABAAETCA aKTya/ibHOM TEMOW, K KOTOPOI B NOCNeAHNe fecATH-
NeTuA YacTo 06paLlatoTCA MHOFOYUCIEHHbIE NUCATENN U KMHEMATOrpaducTbl
[21, c. 112]. P. CKOTT, ONbITHbIN KNHOUCCAEA0BATEb FPAHML, K4ENOBEYECKOTOY,
CKasasn no 3ToMy NOBOAY CBOE BECKOE C/I0BO MPU y4acTUM B CO34aHUMN Hayy-
Ho-paHTacTUYecKoro cepnana «BocnutaHHble Bosikamu» (Raised by Wolves, c
2020 roga) /1. CkoTTa, A. Fabaccu v gp.

OpHako Npob6a1emMaTUYHOCTb M HEOAHO3HAYHOCTb YEN0BEYECKOW NPUPO-
Abl 6€3 NPUBA3KM K TEXHONOTMAM HEe MeHee SIPKO NpeacTaB/eHa B cepuane ¢
NMOXOXKMM Ha3BaHMeM «[o BonubMM 3akoHam» (Animal Kingdom, ¢ 2016 roaa)
K. Yynaka u gp. (Puc. 4).
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Puc. 4. Kaap v3 cepuana «o Bonubum 3akoHam» (Animal Kingdom), pex. K. Yynak v gp., c 2016

Fig. 4. Screen capture from the TV series Animal Kingdom directed by C. Chulack et al., 2016*

370 Npowv3BeseHNe OTHOCUTCA K KPMMMHA/NIbHO-APAaMaTUYECKOMY KaH-
py. CHATbIN MO CHOXKeTy OLHOMMEHHOrO aBCTpasuiickoro ¢uabma, cepvasn
YLOCTOUAICA CPAaBHEHWA C NYYLIMMU Cepuanamu, nepeBepHyBLUMMU Y 3pUTe-
NA NpejCcTaBNEHNE O KYNbTYPe U UCTOPUM, 0BLLECTBE U NOBCEAHEBHOMN KU3-
Hu: «Papro» (Fargo, ¢ 2014 roaa) H. Xoyaun u ap., «CbiHbl aHapxun» (Sons of
Anarchy, 2008-2014) N. bapknas v ap.

BnarononyyHbln Ha nepsblit B3mAL damuabHbIN BU3HeC OKasbiBaeTcA
MOJIHOCTbIO KPUMMUHAJIbHBIM, U MOJIOZ0M YENOBEK UHTETPUPYETCA B KECTKUIA
1 KOHKYPEHTHbI MUP BHE 3aKOHa, B KOTOPOM CeMbs Koyau UrpaeT 3ameTHyHo
ponb. CMypd aBnseTcA maTepbio-BoNunLEen, obeperatolleit ouar 1 3awmia-
foLLeN MOTOMCTBO, @ UX «CeMenHasa Ky/abTypa» — COYeTaHUe MYMKCKoro bec-
CTpaLLUA, [epP30CTH U OTBATU C KECTKUM CONEPHUYECTBOM MENKAY CamLamMy,
KOTOPbIMU YMENIO MaHUMYyIMPYeT MaTb C MOMOLLbIO WHTENEKTYa/IbHbIX U
SMOLMOHA/bHbIX YN0BOK. Cembs BHayane NpUHMMaeT HOBOTO YJ/iEHa C NoAo-
3peHunem, 1 [KoLlya HenpoCTO BANTLCA B KOIEKTUB, XKUBYLLUI yOuiicTBamy,
pa3boem v NOCTOAHHbLIMM NPa3aHUKAMM C BbINMBKOM, HAPKOTUKAMU 1 CIyYaii-
HbIM CEKCOM — B CMCTEMY, KOTOpasn BOMJIOLLAET NpeacTaBaeHne 06 nepapxum
B CTae XULLHbIX }KMBOTHbIX M OHOBPEMEHHO O KPOBOCOCYLLMX HACEKOMBIX, Ma-
PasUTHPYIOLLMX Ha TEMIOKPOBHBIX. 3Ta CEMbS HE NMPOCTO COOBbLLECTBO NHOOW-

4 UctouHmK usobpaxeHusa cm.: / See the image source: URL: https://www.kinopoisk.ru/
series/928372/ (06.04.2021).
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Teneli NOCTOAHHO PUCKOBATb M NEePExXoauTb YepTy, OHa BOMJIOLLAET KOMMIEKC
arpeccum, Xxaoca u paspyLueHus.

KaK M Y }KMBOTHbIX, B CEMbe XKeCTKan nepapxua u rnyboKkas cBA3b Mexay
BCEMMU YneHamu. Peskue u anKosaTtble B3pocsble getn CMypd pasaensoT UH-
TUMHYIO 6/IM30CTb C MATEPbIO, LLENYACh C HEW B Tybbl U MPUNKMMAACL K HeW
B MOCTENN BO BpeMs CHA. MPaHMLLbl MEXKAY Y4aCTHUKAMM 3TOro coobLiectsa
CTepTbl BYKBaNbHO Ha GM3MYECKOM YPOBHE: B OAHOW M3 NepBbIX cepuii nocne
BEUEPUHKM aaaa [Kolya NpocbiNaeTcs B KOMNaHMK ABYX AEBYLUEK U BCE elle
6e3 ogexabl MAET Ha KYXHIO, 4ToBbl Pa3buTb COKOBLINKMMAIKY MaTepu, 3BYK
paboTbl KOTOpPOI1 ero pasbyaun. HUKoro He 6GECNOKOUT, YTO OH XOAWT MO AOMY
COBEPLUEHHO ro/ibli, Wb [KoLya NOHa4any COXPaHAET COBCTBEHHbIE IPaHK-
Ubl. YneHbl cemby Koyay NOCTOAHHO NNAHUPYIOT M COBEPLUAIOT NPECTYN/IEHMS,
3aHMMALOTCA rpabekamu 1 LaHTaXKoM, KOPPYMNMPYIOT U 3aMyrMBatoT OKPY»Ka-
IOLWMX, NAETYT Nayybl CETU BOKPYr cebs. Bce, KTO He npuHagneKaT ux mupy
— pecypc, KOTOPbI HEOBXOAMMO MCMONb30BaTb M BbIBPOCUTL, KOrLa OH nepe-
CTaet 6biTb HYXKHbIM. OHM YHUUTOXAIOT KOHKYPEHTOB, 3aXBaTblBalOT TEPPUTO-
pVIO 1 ABUralOTCA Aablle, OCTABAAA NO334M BbIXKKEHHYIO 3eM/It0 (BCMOMHUM
MOHo/OT areHTa CMuTa). UcnbiTbiBaeMble Y1IEHaMKU CEMbUW YYBCTBA U SMOLLMM
ABNAIOTCA UCTOYHUKOM PaspyLIMTENbHOW 3HEPrUM AR OKPYrKaloLLero Mmpa,
KOTOPbI OHWU MHTEHCUBHO 3KCNIYaTMPYHOT. He 3TO M KBUHTICCEHLMA «Yeno-
BEUECKOro», nepes, KOTopbiM 6eccuibHbl U TEXHOMOTMMU, U «HOBAA 3TUKa», 1
CMOXET N U3MEHWUTLCA /1N YEI0BEK NPU OCBOEHMM KOCMOCA W NPeoaoeHus
oyepenHbIX rpaHuL?

Cepwan «BocnutaHHble BONKaMM» NEPEHOCUT 3pUTENSA B MHOMNAHETHbIN
MUp, rae aHapounabl OTew, 1 MaTb BOCMUTBLIBAIOT Ye/IOBEYECKMX AeTel 4R HO-
BOM LMBUAM3ALMM, KOTOPAA AOMKHA CTaTb CBODBOAHOWM OT CTPAXOB, HACK/IMA U
HeHaBWCTU (MO/IHAA NPOTUBOMOONKHOCTL «MO BONYBMM 3aKOHaM»). 3emna K
3TOMY BpPemeHM CTana MoYTU HEenpurogHoN ANA XWU3HU, U €ANHCTBEHHOMN Ha-
[EeXO0N OCTAaeTCA MONHAA «nepesarpyska». B cepuane ocTpo cTouT BOMpOC,
ABAKOTCA I HACU/IME U arpeccus, paspyLUUTebHOE Hayano U CTpax, OCHOBOW
4e/I0BEYECKOro reHOTMMA, UK 3Ta CUCTEMA CIOXKMNACh B XOAE MCTOPUYECKOTO
Pa3BUTMA, M eCTb LWaHC NpepBaTb NOPOYHbIN Kpyr. MapasuTapHOCTbL Yenoseye-
CKOW NpMpoabl UCCNeayeTcA NyTeM CPaBHEHMA YE0BEKa C CO34aHHbIM UM Ke
CaMMM aHAPOMUAOM, KOTOPbI NLLIEH MPPALMOHAIbHO-AECTPYKTUBHOMO Hayana.

Co3paeTcs BneyatneHue, 4to P. CKOTT CKENTUYECKU OTHOCMUTCA K Yeno-
BEYECTBY M CUMTAET, YTO MapasmTapHas CYLLHOCTb Ye/IOBEKA HECET PUCK Camo-
paspyweHus. Ero dpunbm «Yyoit: 3aset» (Alien: Covenant, 2017) gaeT NoHATb
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3puTento, uto Yyxoi bbin co3paH aHAPOUAOM, OTAINYAOLMMCA OT aHAPONA0B
u3 cepunana «BocnutaHHble BONKaMM». ITOT aHAPOUA, Obla CAENaH YENTOBEKOM,
OLLEPKUMbIM TLLECNABUEM, KOTOPbIN XOTEN OLLYTUTL CebA BCEBNACTHLIM AEMU-
yprom. AHAPOUAA HAZENNAN UCKIIOUUTENBbHBIMU UHTENNEKTYaIbHbIMU U U-
3UYECKMMM XapPaKTEPUCTUKAMM UL ANS TOTO, YTObbl, roBOpPA YyTb 06pPasHoO,
TBOPEL, UCMbITaN Haj HUM CBO BNacTb. B pesynbtaTe cknagbliBaeTca AecTpyk-
TUBHbIN MeTa-napasuTapHbIv Nasn: Yenosek-gemuypr — AHgpouna-cosgatens
— Yyxon-paspywmtens. OQHaKO NPUroBOP JOACKOMY POLY HE OKOHYaTesb-
HbIVi: BNOC/eACTBUM Yy}KOMY YCMELWHO NPOTUBOCTOUT NelTeHaHT Punau, ob-
NafatoLLas NyyLWMMU YeN0BEYECKMMM KauecTBamMm U TalaHTOM PacKpbIBaTb UX
Y Apyrux, obbeanHAa yecunua ana ycnewHow 6opbbbl ¢ NOYTU HEYA3BUMbIM
paspywuTenem.

WTaK, npuposa YyenoBeka HeofHo3HayHa. HeoAHO3HAYHO U camo «ye-
noseyeckoe». Ho Takas HeonpefeneHHOCTb HE CHUMAET OTBETCTBEHHOCTb C
homo sapiens 3a o4yeBUAHYIO AEryMaHM3aLMO KyabTypbl U TpaHchopmaLmio
YeNoBeYECKOW NPUPOAbI, KOTOPas MPOUCXOAUT cerodHs. He 3ps aTa npobne-
Ma, B TeYEHWEe NoCAeAHero CToNEeTUA CTaBLan 06BbEKTOM HayYHOTo U Xygoxe-
CTBEHHOTO TBOPYECTBA, COXPAHAET OCTPOTY U aKTya/lbHOCTb BO BCEX 3HAYUMbIX
obLecTBEHHbIX ANCKypcax. CoBpemeHHble NOAUTUYECKUE NO3ULMU, 3HAUM-
Mble NPOU3BEAEHNA MACCOBOM KYNbTYPbl M HAay4YHAA MbIC/Ib CXOAATCA B TOM,
4yTo ANA 61aronosy4YHOro PasBUTUA YENOBEKY CEroAHA KaK HUKOraa KpuTuye-
CKM BaXKHO ycneTb No3HaTh cebs, NOKa He CTaso CIMLWKOM no3aHo. Heobxoau-
MO YyBUAETb B COBCTBEHHOM OTPAXKEHWM Te KayecTBa U OCHOBAHWA, KOTOPbIMU
YyenoseK Hagenaet obpasbl CBOMX Bparos M ntoboro Jpyroro, n npeogonetb
3TOT «BONYMIY B3rNA4,. B 3TOM c/yyae YesnoBeK CMOXKET 0CO3HaTb NapasuTap-
HYIO TpaHb CBOEN NPUPOAbI, MUTAIOLLENCA U NONYYatOLEN SHEPTU0 U3 nppa-
LMOHANbHbIX CTPAXOB U HAaCUAIUA, AEeCTPYKTUBHOCTU U HETEPNIMMOCTU. A 0CO3-
HaHue — HeobXxoAvMoe yCNoBMe A4/ NPEOAONEHUA U ABUKEHUA BNepes, AnA
$oOpMMpPOBAHMA HOBbIX OCHOBAHUIA.

Puckya nokasatbcA u36bITOYHO M Aaxke 6e30CHOBaTENbHO ONTUMMUCTUY-
HbIMK, 06PaTUM BHUMaAHUWE, YTO CEroAHALLIHEee NepexmnBaHue Tparegumn Kopo-
HaBMPYCHOM NaHAeMWUU B BUONOTUYECKOM, KYNbTYPHOM U MHPOPMALIMOHHO-
KOMMYHWKaTUBHOM M3MEPEHUAX He TOJIbKO NPOBOLMPYET MHbOAEMUYECKHE
ABNEHWA, HO TaKKe co3daeT 6aarogaTHyo NoYuBy AnA CONMAAPHOCTU U B3au-
monomouuu. MNMoka yenoseyecTso He oTbpacbiBaeT TakMe LEHHOCTH, HadeXaa
euwe coxpaHsaetcA. Ho nogobHoe 4yBCTBO Hy)KaaeTcA BO BHUMaHUK, Tpebys
pednekcun, aUCKyccMn U aaxke BAOXHOBeHUA. KMHOPAHTACTUKa, K KOTOpOW
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Mbl obpaliaemca B gaHHOM paboTe, He Bcerga Npenapupyet Snb PUCKK U
Yrpo3bl TEXHOTEHHOIO Pa3BUTWA, HO MHOrda pa3pabaTtbiBaeT U MNONOKUTENb-
Hble, BHyLIAOWME ONTUMMU3M CIOXKETbI, NOAAEPKMBAA BEPY B KOMOCCANbHbIN
noTeHUMan «4esoBeYeCcKoro». B KayecTse Takoro npumepa npmsegem Gpuabm
«MocnenHasa noboBb Ha 3emne» (Perfect Sense, 2011) [I. MakkeHsu. Mo cio-
KETy, YeNNOBEYECTBO MOPAKEHO 3NMAEMUEN Heayra, B pesy/bTaTe KOTOporo
y Ntogeit oTMUPatoT opraHbl YyBcTB. OAHAKO UX NoTeps, NOCTENEHHO OrpaHu-
YMBAIOLLAA BO3MOXHOCTM BOCMPUATUA, HE PAacYeNOBEYMBAET U HE «CTUPAET»
YenoBeKa, a OKPbINAET, BAOXHOBAA HA NPEe0A0/IeHNE OFPaHNUYEHNI U CTPAXOoB.
KoHeuHo, 3ToT 06pa3 — meTadopa, a He peLenT Uam mapLipyT. 3To meTadopa,
Le/ib KOTOPOM He BHYLIMTb 6€30roBOPOYHbIN ONTUMMU3M, @ MPOLEMOHCTPUPO-
BaTb KPacoTy W yA3BMMOCTb, YHUKA/bHOCTb M XPYMKOCTb YE/I0BEYECKOM Npu-
poAbl, 32 KOTOPYO CTOUT BOpOThCA.
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“THE SEAMY SIDE OF THE CITY”:
MARGINAL LANDSCAPES AND
CONTEMPORARY VISUAL CULTURE*

Abstract. The topic of people thrown to the sidelines of life is considered in
a double frame—in the context of the way the urban space is arranged and in the
context of modern visual culture (feature films, video and photo blogs, videos
on popular YouTube channels). The most hyped-up type of marginal landscape in
modern media is slums. The otherness of such spaces has always been a subject of
interest and curiosity, for “gazing” —interpretation, perception and entertainment.
In modern mass culture, the “location” of the global south slums is especially
trendy. In such exterior, hyper-popular feature films such as Slumdog Millionaire
have been shot, causing a new cultural phenomenon—mass slum tourism. This
phenomenon seems to be ambiguous from an ethical point of view; but from
the point of view of visual culture, it is voyeurism brought to the level of an art
and everyday life practice. The second type of marginal urban landscapes is local
“invasion” into the decent and institutionalized city space. This art form serves as
a “location” for a psychological drama of superfluous people. Features of national
identity are most clearly manifested on its seamy side rather than anywhere else.

* Translated by Anna P. Evstropova.
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Japanese townships of the homeless, incorporated into central and well-to-do
areas, are no strangers to order and aesthetics; while Russian realities—chaos,
departure from norms and underground—are completely opposite. Classic films
devoted to this issue—Dodes’ka-den by Akira Kurasawa, Promised Heaven by
Eldar Ryazanov, The Lady in the Van by Nicholas Hytner—model these seamy
spaces and their peculiarities inherent in national culture. Very popular now are
YouTube channels about the life of homeless people, which show real characters
in their real habitats, introducing marginal spaces into the rank of a hot-topic
visual culture. This type of visualization provokes another cultural phenomenon—
the perception of marginal loci and their inhabitants as an interactive performance.
Interactivity can vary from attacking to fraternization, from preaching to charity.
0Odd as it may seem, hyper-visualization and aestheticization of social ulcers
contributes to their social invisibility. It is a problem, which no one is going to
solve anymore; it has become a part of modern culture with its own philosophical
and aesthetic arguments—and in a certain sense they act as its justification.
Keywords: city, slums, marginality, cultural landscape, visual culture

In modern humanities, the concept of marginality is quite broad
and polysemantic and is usually interpreted as “a marginal, borderline or
interstratous position of an object. [...] a marginal person is an individual
without a specific culture who is forced, due to various reasons, to master new,
sometimes hostile cultures” [1, p. 61]. But no less relevant is a highly specialized
social approach. “Within the framework of the concept of social marginality,
the latter is considered mainly in sociological terms as a consequence of
poverty, unemployment, and social crisis” [2, p. 4], as well as alcoholism and
drug addiction. Therefore, marginality is understood, first of all, as a problem
related to superfluous people, rejected by society and often denying social
values, that is, living “on the edge.” In this study, marginality will be considered
in this particular context.

The ontological essence of culture is most poignant where no one sees
or looks for it—in marginal spaces. These are places outside social norms, and
if there is something human left in them, it is exactly what belongs to this
culture. These are the exceptions that prove the rules. If we are speaking about
the cultural landscape, these are a sort of “black holes” that are imminently
incorporated into its structure and at the same time are an integral active
agent of meaning creation.

The designated topic of marginal landscapes with reference to visual
culture is a kind of a matryoshka, a box inside a box, and a frame in a frame.
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First, it is the problem of marginality in a frame of the cultural
landscape arrangement, in its structure. Second, it is a visualization frame—
on the Internet, on blogs, on YouTube channels, in feature films—that
will address marginality in the context of the cultural landscape. Third, it is
the everyday practices generated by visual culture, such as slum tourism and
interactive performances involving the homeless.

1. HISTORY

Studying of urban areas of concern has a long history, mainly within the
frameworks of social and urban studies. Various forms are being studied—
ghettos, informal settlements, refugee camps, that is, the most visible socio-
spatial formations, in which economically, politically and socially marginalized
urban dwellers live. There has been a large amount of field and theoretical
research in sociology, anthropology, and critical urban geography, including
the classic Chicago school, in particular Harvey Zorbaugh’s book [3], and later
works from the neoliberal period [4]. The early works of the Chicago school
contributed to the perception of urban marginality and spatiality as closely
related and mutually constitutive [5]. The modern approach involves the
study not so much of social phenomena as of numerous structural processes
that lead to the emergence of marginal spaces in the city. This approach, in
particular, was declared in a special issue of the Anthropological Forum journal
devoted to urban marginality [5] and other articles [e.g., 6].

Scientific research on urbanization, urban poverty and initiatives goes
beyond European science. Asian scientists arrange complex studies on the
implementation of various initiatives and social programs aimed at changing
the quality of life in slums and possible solutions to this problem in a global
perspective; such as, for example, the research on Bangladesh slums [7; 8].
An Indian study of the most famous slum in the world, Dharavi in Mumbai,
combines dialogues with their inhabitants, visual series, which is part of the
narrative, and discussion of social problems [9]. New studies of slums in
India from the standpoint of neo-Marxism and the crisis of urbanism are of
immediate interest as well [e.g., 10]. In Russian socio-philosophical studies,
there are precedents when the otherness of the homeless’ subculture is
comprehended philosophically against the background of the culturological
concept of the Other [11].

Since the 2000s, a new discourse has begun to be discussed—the
performativity of marginal spaces, their visualization in modern media,
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documentary and fiction films, and, as a consequence, the emergence and
development of a powerful trend known as slum tourism. A whole series (2012)
edited by Fabian Frenzel, Malte Steinbrik and Ko Koens [12] and a book (2018)
by Tore Holst [13] were devoted to it. In connection with the topic of slums,
the topics of sexuality and the rights and liberties of women and their images
in modern media are being explored [14]. The very spatiality and structure are
also viewed as a performative force, in which materiality and affectivity are
interrelated [15].

Another topic in question is the so-called “spatial stigmatization”—
places with a high concentration of poor—and the possibilities of managing
their inhabitants and their integration into society and “monetizing social and
spatial reproduction” [6].

Matthew O’Brien, a renowned explorer of underground settlements
in Los Angeles, author of Beneath the Neon [16], has recently released a
new book, Dark Days, Bright Nights. In it, the problems of marginality and
homelessness are described through the stories of real people, as a collection
of life’s tragedies [17].

In film studies, performativity and visual images of slums have received
their attention, too. In his recently published book, Slums on Screen [18], Igor
Krsti¢ suggests neorealist and documentary aesthetics to be thought of as ways
for representing reality. He illustrates how the slums were visualized through
history, from the beginnings of photography to digital cinema. He also analyzes
existing cinematic images of the slums.

Thus, we see two fairly clear directions in the study of marginality—
in the framework of social urbanism and in the framework of critical studies of
contemporary visual culture.

This article attempts to combine these discourses in the context of the
cultural landscape conception, where the visualization and spectacularity of
marginal spaces are considered as “bearing” elements of its semantic structure.
And, of course, a distinctive feature of this study is the appeal to Russian visual
material, which remains beyond the field of attention of foreign researchers.

2. MARGINALITY AS PART OF THE CULTURAL LANDSCAPE STRUCTURE

The cultural landscape is defined differently in different scientific
disciplines, but everybody agrees that it is a functional unity of culture and
the space containing it. This unity includes not only manmade objects, but also
energy and information. The semiotic concept of the cultural landscape, which
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will be used in this article, assumes that for the most part the information
includes: 1) signs, into which toponyms, hills, rivers, cities and individual
artifacts on the earth’s surface are transformed, as well as 2) signs and
codes, originally existing in culture, which influence the perception and new
designation of space.

Inside this space, transformed by culture into a sign system, there are
inevitably places which the classic of American humanistic geography Yi-Fu
Tuan defined as “topophobic”: they evoke fear and negative feelings, and
have the corresponding semantics of the “seamy side” of a comfortable
everyday life.

While in prehistoric times topophobia referred to untapped wild areas
(mountains, forests, etc.), now topophobic places are concentrated inside
the most developed loci—cities. And while earlier the objective causes of
fear were some infernal or natural forces, now it is the people themselves.
It’s just “other” people “with low social responsibility”, as they are politically
correctly called in Russia. These people reclaim from the city a place to live,
and it becomes taboo for everyone else.

Here we will just touch upon the topic of crime-ridden neighborhoods as
topophobic areas of a modern city (which can be located in the city center and
look quite well); instead, we will focus on territories chosen by the homeless
and/or marginalized people living on the outskirts of social life within their
own system of values.

An important category in this discourse is the “home—homelessness”
dichotomy, which undergoes a semantic and practical inversion. Traditionally,
“one of the salvational principles of human existence is the home, and the
destructive principle is the absence of a home or homelessness. At the same
time, home asaphenomenonis usually endowed with such a basic characteristic
as sedentism, and mobility is a property attributed to homelessness. In this
case, homelessness is made of mobile people” [19, p. 115]. But spiritual
pilgrimage, which used to be synonymous with homelessness, has nothing to
do with socially conditioned homelessness. In the latter case, mobility tends
to a minimum even in the absence of a house: the homeless settle in some
specific places and, whenever possible, begin to equip their life, at least arrange
a permanent sleeping accommodation, at most—an illegal squatter. Both are
just a phantom of the house, since any squatter building can be demolished by
the authorities, and the cot can be burned by hooligans. Thanks to this quasi-
settledness, it is possible to speak about the spatial structures of marginality.
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Marginality is often correlated with intermediateness—not in the
sense of a state of transition, but in the sense of filling the voids, since it fills
the “pores” of a city, squeezes in between the controlled and organized areas.
“The in-between-ness of minoritarian spaces refers [...] to the fact that they
are surrounded by other more institutionalized spaces. Most importantly,
however, the way in which such ‘being surrounded’ takes place in practice
makes interstices more or less livable, more enclave-like or more threshold-
like” [20, p. xix].

3. MARGINALITY AS A SPECTACLE

Ideally, planning of a city space implies creation of many subspaces,
carefully packed to minimize the risk of contact with mavericks.

On the one hand, the commodification of everyday life requires that
spaces of different quality used by different social groups be separated by
some boundaries. Ideally, these boundaries should be tacit and implicit, and
spaces should be structured by the stable images of difference.

On the other hand, the diverse spaces of the city were and are in constant
interaction. The traffic has always been two-way. In search of easy earnings or
alms, beggars and homeless people tend to the richer districts of the city, get
driven away, but always return.

“Interstitial” spaces evoke not only fear, but also affection, they
“fascinate, incite, excite and inspire people from all walks of life. They have been
visited, revisited, researched and reported ever since their first appearance”
[21, p. 66]. World literature testifies to a long tradition, a practice that was
originally created by jaded aristocrats as a recreational pastime. In the 19th
century, “flanerie” comes into fashion—strolling around the city and observing
the lower classes while not forgetting about safety, however. “From the late
nineteenth century and up until the second world war, visiting the poor areas
of a town or city represented an escape from social constraints backed by a
romantic imaginary but also a place for well-off upper-class women to provide
charity in order to raise their own self esteem” [22, p. 1319].

In the first case, the main driving force for the “expulsion” into a different
social space is economic (marginal spaces are always economically dependent
on institutional ones), while in the second case it is emotional and existential.
“The attempt to make sense of in-between-ness generates a polysemous
discursive field oscillating between connection and disjunction: the interstice
is sometimes a rapture and sometimes an opening up” [23, p. 21].
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When assessing the desire to enjoy the view of the slums, modern
researchers speak of “voyeurism” and “the aestheticization of poverty.”
Analysis of slums as a spectacle through the lens of a prosperous society “offers
ways to think critically of how urban space is reordered and urban knowledge
is produced and circulated” [24, p. 431].

Stigmatization—the consolidation of negative labels—becomes the
subject of not only comprehension, but also preservation as visual images; and
this process, which was supposed to act as a means of emphasizing differences,
is being rapidly commercialized.

In a sense, when observed from the outside, marginal spaces acquire the
qualities of a low farce—a performance on city streets, which, among other
things, carries a kind of moral instruction and forces viewers to experience
catharsis, to renew spiritually.

Before cinema was invented, literature played upon these spaces, causing
a wave of burning curiosity around the object of description. People interact
with literary texts and feel the desire to immerse in the cultural context giving
rise to such texts—in order to observe how other values and meanings emerge
and exist, and thus how new narratives are born.

For example, after Charles Dickens’ American Notes were published, the
Five points slum became the most visited tourist attraction in New York [25].
In Europe, interest in marginal spaces was fueled by the novel The Mysteries of
Paris by Eugéne Sue and works by his many imitators.

Fyodor Dostoevsky did not make the Petersburg slums the main
background for his novels. However, there were some characters related to
the slums, who caused painful compassion. But while the western flanerie
was rather distanced, its Russian variation, a movement called “going to
the people,” especially popular in the 1860s-1870s, was set towards active
missionary driven by either the desire to spark people’s wrath or to show
mercy and steer the lost souls onto the right path.

The Lower Depths by Maxim Gorky, although not tied to any specific locus,
is genetically linked to the Khitrov marketplace, the worst den in Moscow, and
was originally written in the genre of a play (that is, targeted at a viewer).
Konstantin Stanislavski, the artists and actors who were then working on the
production of the play went to Khitrovka for impressions, where they observed
and made sketches in order to reconstruct the slums on the stage.

Modern understanding of the visualization of marginal spaces in cinema
and media leads to the categorical attribution of photo and video images to
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“epistemological background,” when people and places in the focus become
“background” in the knowledge obtained from their images [26].

4. SPATIAL SELF-ORGANIZATION OF MARGINALITY AND VISUALITY

If we start from social problems that affect the spatial pattern of
the “seamy side of the city” and its character, semantics and visual
representations, then we can list such phenomena and problems as invasive
culture and its relationship with the “indigenous” culture, the problem
of separation from or integration into the social space and, accordingly,
the problem of borders, the problem of seasonality, constancy and temporality
of marginal loci, the problem of family and personal loneliness.

4.1. SLUMS AS A PERFORMANCE AND A BRAND

The most widespread and the most represented variant in modern visual
culture are slums and ghettos—vast areas inhabited by the poor. As a sight
and as an everyday practice, slums have a powerful potential for creating
alternative urban images. “Slums offer a challenge to our sense of reason and
morality as well as our sense of beauty or place” [27, p. 170].

The United Nations define slums as a place where people have an unsecure
tenure status. This means that they do not have a legal right to housing and
land and do not have access to the basic blessings of civilization—clean water,
sewage, medical care, etc. [28]. Therefore, their dwellings can be demolished or
taken away by the authorities at any time, which is what often happens.

The layout pattern and the quality of marginal places in a city space
depends not only on the diversity of climate and social problems, but also
on cultural characteristics. The slums around Rio de Janeiro are not at all like
the famous Kond [29] in Yerevan, which is a pseudo-slum—an area with poor
and shabby but legal houses inhabited by honest hard-working people.

Classical slums are spatially and visually separated from the main “body”
of the city, they look like some kind of extraneous “outgrowths” and “corridors.”
Structurally, these are “escheated areas” arising on land that is inconvenient
for urban development, such as ravines, for instance, the corridor-type slums
in Caracas, Venezuela [30].

And at the same time, slums are genetically related to both
the metropolis and the cultural landscape of the country as a whole. This is
the result of false urbanization, migration of citizens from villages and small
towns to urban areas in search of (often illegal) higher income.
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In such enclaves, there are many social problems in different contexts:
segregation and stigmatization; statelessness (people without documents,
refugees); marginal social positions that limit residents’ access to safe urban
spaces and resources [5].

Slums are a distinctive feature of the global south, where squatter areas
are an integral part of any large city. There are adobe, slate or sometimes even
brick shacks about two by two meters. There are unsanitary conditions, gutters
turned into landfills, criminal gangs completely controlling the area. But the
paradox is that modern slums are becoming part of the city’s economy. Small
businesses are flourishing (if we can put it this way) there, there might even
be large enterprises like waste recycling, and besides, a significant part of
the population works in the city. Slums are an enclosed space that includes
broad economic, political and cultural ties in a rather unpredictable way.

It is the slums, as integral and concentrated spaces of poverty and
otherness, that have become the most demanded spectacle for the jaded
public and, accordingly, one of the essential international tourist destinations.
This happened before, but films like City of Joy (Roland Joffé, 1992) and
especially Slumdog Millionaire (Dany Boyle, 2008) (Fig. 1) have provoked a
surge of interest.

Fig. 1. Photo from the filming location. Fun facts about the Slumdog Millionaire (2008)*

! See the image source: https://in-w.ru/slumdog-millionaire-2008/ (03.03.2021).
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The films themselves are regarded by critics and cultural experts as a
Western, colonial view of Asian reality. The slum world appears as sexualized,
exotic or primitive spaces that are also overly romanticized: “When one of
the largest slums in Asia is extolled as ‘a model for the world’, something has
gone wrong” [31, p. 45].

The screen space is projected into real space, and the tourist becomes
a new type of viewer—a viewer indeed, since his or her interactivity is
minimized. “The tourists ‘enjoy’ a ‘sanitized’ version of the slums which does
not seek to challenge the dominant representations from the films that they
have watched. [...] There is little linguistic interaction with the local people
which increases the sense of the tourist ‘gaze’” [22, p. 1328]. They are mere
passive spectators, voyeurs viewing the happenings. The abundance of travel
companies and journalists suggests that the largest slums exist not only as a
reality, but also as an idea generated from the outside [32].

“Unsurprisingly, slum tourism carries negative connotations like ‘safari’,
‘z00 tours’, ‘negative sightseeing’, ‘poverty tours’, ‘poorism’, ‘social bungee’,
‘peeping’, and exploitation. The idea of treating poverty as a tourist attraction
is seen as morally questionable” [33, p. 207].

Romance and “a model of contentment and neighbourliness” created
by filmmakers turn life on the verge of starvation into a new buffoonery, so
that “western visitors <get> transformed by ‘life-changing’, ‘eye-opening’ and
‘mind-blowing’ experiences” [31, p. 37]. Interview-based case studies record
the emotional excitement experienced at the sight of naked female bodies
while bathing, when participating in price negotiations with prostitutes, at
the sight of old people left to die [34]. The experience provoked participants
to reflect on their good “luck”, but also justified a sense that they had taken
the right life choices and of cultural superiority [24, p. 433].

The children who starred in Slumdog Millionaire were indigenous to
Dharavi, Mumbai’s largest slum. After the success and fame, their lives got back
to the way they were. This, too, became the reason for the media performance:
for instance, the journalists from a British tabloid News of the World came as
buyers to the father of the leading role, and the father was not at all opposed
to selling his daughter, since the family received nothing for the film [35].

Non-European slum cinema raises sensitive social issues and tries to
minimize romance. Such are, for example, little-known Filipino films Slingshot
(orig. Tirador) (Brillante Mendoza, 2007), Grandmother (orig. Lola) (Brillante
Mendoza, 2009), etc. “Many of these new wave Filipino films draw their stories
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(as well as “found’ actors, props and sets) from a documentary approach to
filmmaking” [18, p. 172].

The Cannes Film Award-winning Lebanese feature film Capernaum
(Nadine Labaki, 2018) (Fig. 2) about slum of Beirut provokes little desire to
follow the filming locations, perhaps due to cultural geography. Slum tourism
does not emerge in every poor region of the world, its “development seems to
be triggered by certain events and specific socio-cultural contexts” [36, p. 50].
In contrast to Mumbai, Beirut is not explored by European tourists because of
its uncontrollability and danger for a wandering viewer.

Fig. 2. Poster for the film Capernaum (directed by N. Labaki)?

2See the image source: URL: https://vfl.ru/fotos/foto_zoom/5a3751f929795749.html?antid=1
(01.03.2021).
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Slums as a spectacle and as a problem have spawned a myriad of
documentaries. All these films actively use the “familiar—strange,” “beautiful—
terrible” dichotomies. In his three-part documentary Kevin McCloud: Slum-
ming It (2010) [37], McCloud, an architecture critic, captured his two-week
stay in Dharavi. Interestingly, the journalist himself is constantly in the frame,
very expressively showing his surprise, bewilderment and even delight—for
example, over the beauty of local women who manage to look clean and
elegant.

On the Russian Internet, there are many illustrated text and video blogs
about the largest slums, for example, about that same Dharavi [38]. Russian
YouTube travel bloggers have also been expanding into slums recently.
However, unlike Western tourists, they tend to skimp on security and contracts
with local travel agencies. That is why Russian visual tours to slums are a game
of roulette, in which reckless Russians either fraternize with everyone, or
get “a pain in the butt.” This is, on the one hand, an amateur documentary
that recreates the laws of the art genre, where action is essential; and on
the other hand, a reality show where the expected happy ending is completely
different—the blogger takes a chance and survives.

The slums have also become the setting for high-rated television shows.
BBC’s Rich, Famous and in the Slums (2011) is a two-part reality television
program, in which four “rich and famous” personalities—Lenny Henry, Reggie
Yates, Samantha Womack and Angela Rippon—spend several weeks in Kibera,
the largest slum of the Kenyan capital, living side by side with the indigenous
slum dwellers. It all ends happily: each of the main characters helps someone
to get out of their social hole.

Missionary work associated with help in embedding the marginal slum
space into the institutional space of the city, charity, the creation of schools
and missions for the poor [39] give rise to another option for visualization—
films made by charitable organizations in order to attract donations. Such is,
for example, a video about the wards of the Maltese Aid Service [40].

On the other hand, television shows and soap operas are becoming an
integral part of the social life of slums themselves. A case study, which was held
in one of the Brazilian favelas, revealed that unemployed women literally live in
a virtual word, watching up to six hours of telenovelas a day, often during hard
physical labor at home. Their real-life suffering correlates with the spiritual
torments glorified in TV shows; in their minds, reality and fiction, real poverty
and fictional wealth are intertwined [41].
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An interesting divagation, a bright spot on the gray canvas of slum life
and its visual representation are videos about the Central African dandies. On
the dirty clay streets of the poorest regions of Congo, Kenya and some other
countries, you can often find men (not women!) in posh and unusual outfits.
This is a unique subculture, which becomes a fairly common plot for travel
blogs [e.g., 42] and documentaries, including famous The Swenkas (Jeppe
Regnde, 2004) and films on YouTube channels [e.g., 43]. This socio-cultural
phenomenon can be interpreted as “performance from the inside”: these
people are not observers to the performance, they create it with their own
lifestyle, thereby brightening up and ennobling the marginal space.

The inversion of sociocultural values against the background of visual
culture reached its climax in an attempt (which was failed, by the way)
to turn one of the favelas in Rio de Janeiro into an open-air museum. This
indicated the expansion of the semantic spectrum of a favela: in the recent
years, the state started to perceive it not only as the city’s problem, but also
as its legacy, worthy of demonstration, preservation and visiting [44, p. 83].
The representation of slums through turning them into museums might
become a state-recognized practice, which is nonsense in itself.

4.2. INVASIONS OF MARGINALITY,

PSYCHOLOGICAL DRAMA AND ENDLESS NARRATIVE

In contrast to slums in terms of spatial organization and, in fact,
visualization, separate loci are areas where sparse representatives of marginal
subcultures are nesting. Most often, such a pattern of the city’s “seamy side”
may be found in harsher climates and under more severe political regimes,
where any noticeable squatter construction will inevitably be plowed over by
excavators.

For example, in the United States, the city authorities destroy the tent
camps of the homeless as soon as they grow large enough, and, in fact, as
soon as they become organized well enough to provide some security for their
residents [45, p. 66].

A typical example of “cluster marginality” are Russian megalopolises,
where a marginal subculture is forced to hide in the backyards, between
garages and train stations, under railway platforms.

This type of marginality has spawned a distinct visual culture—from
psychological drama to endless narrative, absurd and merciless. It can be
assumed that the psychological perspective is set here precisely by the type
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of spatial self-organization within the city’s cultural landscape. For many of
their inhabitants, slums, although they are functionally connected with the city
space, are largely self-contained and self-sufficient—people are born, live and
work, and die here. Invasiveness, on the other hand, presupposes stronger ties
with a prosperous lifestyle, both genetic (many of the outcasts hail from here)
and day-to-day ones. This gives rise to numerous personal tragedies, which are
comprehended anew by writers and filmmakers. Such feature films evoke great
sympathy for the characters, they have a deep philosophical meaning that
makes the viewer feel responsible, at least for a while, for what is happening
on the screen and in life.

The vector of psychological drama was set as early as in the Gorky’s play
The Lower Depths and developed towards the aestheticization of marginal
space in feature films. This immortal play was projected into Japanese historical
realities by Akira Kurosawa in 1957.

The theme was continued by Kurosawa’s Dodes’ka-den (1970), a classic
of the genre. Movie scholars usually describe this film as the life in a Tokyo
slum; although the locality and not totality of the marginal space presented on
the screen and the continuous communication between the characters and the
off-screen prosperous city makes it possible to speak exactly about invasion.

Shooting was mainly interior; simulacra of the marginal spaces were
artificially created. The composition of almost every frame is so perfectly
balanced that the visual imagery, which in theory should reflect and symbolize
the seamy side of city life, is perceived as aesthetically correct and perfect, like
any work of art.

It is worth mentioning that Kurosawa does not by and large stretch
the truth. Japanese marginal subculture and its “cluster” spaces have in fact
a fair amount of order and aesthetics. Everything in them is quite logically
organized, and the daily routine is minimized. At the same time, people living
there remain socialized, many of them are employed, some even have small
businesses selling homemade products or reselling basic necessities to their
companions in misfortune. These are not space-consuming stone or adobe
squatter developments like favelas; these are cardboard boxes that fit under
bridges or even literally on the streets, wherever there is a quiet nook. There
is no chaos or mess. Surprisingly, people are trying to decorate their wretched
dwellings: in their cardboard box towns, doorways are covered with clean
curtains, walls are embellished. All this indicates that even in difficulty people
tend to organize their life and fit up their dwellings against all odds.
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One of the most iconic films in European cinematography is The Lady
in the Van (Nicholas Hytner, 2015), dedicated to the personal drama and the
intrusive, relatively mobile type of marginality. A lady lives in a van moving
from one house to another in a nice neighborhood, until finally she settles next
to the house of a writer suffering from a multiple personality disorder. Thanks
to the decency of the British mentality, a marginalized lady blends in the local
cultural landscape both optionally and functionally. She uses the utility systems
of the private house near which she parked her van: she washes her hands,
goes to the toilet, and no one raises a single objection—respectable citizens
are too polite to drive the poor woman away. She herself was once part of this
respectable world, but after hitting a motorcyclist her mind broke down, and
she broke off her ties with the world—on the one hand, to escape punishment,
and on the other, choosing a homeless life as self-punishment. Again, all this
looks very beautiful from the screen, including the dimmed colors, typical
of English aesthetics, in which the film was shot, and the expensive grunge-
looking outfits of the lady, who has not lost her aristocracy. Again, we see the
inversion of style, the inversion of aesthetic preferences...

Among Russian films, Eldar Ryazanov’s Promised Heaven (1991) was and
remains the most powerful in terms of emotional impact. The setting—a dump
near the railway station—is a marginal space very typical of the Russian reality.
The “home” for the homeless here is a railway car that has served its purpose,
which is also quite realistic: abandoned cars are rather suitable for living in
them during cold winters, so they often become the shelter for the homeless.
The drama of superfluous people represented by the top-class Soviet actors,
brilliant camera work—all this once again contributes to the aestheticization
of marginality among the gross audience. An important moment is the time
when the film was shot—the chaotic nineties, when the Soviet way of life
ended, and a new identity was forming, when many people unwillingly found
themselves “overboard” and had to switch to the underside of life. Since then,
it so happens that Russian marginalized people are not necessarily those
who were born in poverty and inherited it. To this day, “more than half of the
homeless have a secondary education, a quarter has secondary vocational or
secondary technical education, which means that the majority of them are
fairly educated people, many have demanded skills” [11, p. 42]. For the most
part, these people were simply unable to overcome life’s challenges and went
down the hierarchy, sometimes quite deliberately and fast.
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The awareness of choice and a distinctive philosophy of marginality
was brilliantly noticed by Gorky more than a century ago and crystallized in
Satin’s monologue: “Man! It is glorious! It sounds—oh—so big! Man must
be respected—not degraded with pity—but respected, respected! [...] When
I’'m out on the street people stare at me as if | were a scoundrel—they draw
away from me—they look after me and often they say: ‘You dog! You humbug!
Work!” Work? And what for? to fill my belly? [Roars with laughter] I've always
despised people who worry too much about their bellies. [...] Man is loftier
than that! Man stands above hunger!” [46]. In the film The Lower Depths
(orig. Na Dne) (Vladimir Kott, 2014) (Fig. 3), the monologues from Gorky’s play
were slightly edited and shortened, the story was updated to the present, and
the setting moved from an uptown shelter to a city dump.

Fig. 3. Satin’s monologue. Russian trailer for The Lower Depths (directed by V. Kott)®

An isolated urban dump is certainly not the same as an invasive marginal
space and appears to be a kind of light-version of the southern slums. It is a
separate world where corruption merges with marginality, a good basis for
investigative journalism and documentaries, both Russian and foreign. One of
them is the BBC film Something Better to Come (Hanna Polak, 2014) [47]. The
forty-minute documentary became the essence of the director’s long-term
narrative—filming at a dump near Moscow lasted fourteen (!) years. Just like
many Western reality shows, there was a classic happy end: with the crew’s

3 See the image source: https://www.youtube.com/watch?v=rnRR5JIP1rw&t=14s (18.03.2021).
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help, Yula, the main character, managed to solve the housing problem and
move to appropriate conditions together with her mother and her boyfriend.
As for the modern narratives, they emerged in the Russian media zone
not so long ago and quickly gained great popularity. There are many such
channels on YouTube; in two of them, the topic is stated in the titles: Lyudi ub(h)
Iyudi, which can be translated as “scum people” [48] (27 thousand subscribers)
(Fig. 4), and Den” bomzha—“homeless’ day” [49] (42 thousand subscribers).
Such videos leave no place for psychological drama, as long as their lengthiness,
the excessive use of long takes (even if there are some cuts), the abuse of
streams, in essence, do not contribute to maintaining tension, ruefulness and
philosophizing. One could say that such videos, on the material of a marginal
subculture, realize Pasolini’s idea of an infinite film about people’s lives.

Fig. 4. Headquarters. Scum people Breakfast at Savka [the Savyolovsky railway station]
| Kolya is back | Homeless’ day (Radio Bashka YouTube channel)*

Speaking about media coverage, such projects have associated channels
in social networks; as for commerce, they offer paid subscriptions with early
access to new episodes, additional information about the heroes of the videos,
and contacts with advertisers.

The main semantic message here is not only performativity, peeping,
but also active participation, including that of subscribers. Unlike slums, an
invasive space is relatively safe for the viewers, so the narrative acquires some

* See the image source: URL: https://www.youtube.com/watch?v=_W?77nj0dA50 (15.03.2021).
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properties of interactivity, of reaching another world with different personal
goals. “Anyone who has become a homeless person loses their status or simply
ceases to exist: you can stumble over them and not notice, you can stand and
look at them, pointing with your finger, you can come up and take a picture
with them or hit them if you are in a bad mood” [50, p. 98]. Each video might
be (and is) followed by thugs with bats or compassionate women with food,
who come to places where homeless people can be encountered.

The comments under the videos are a separate topic. The audience
is polarized: some say that living like this serves the characters right, others
want to help the homeless. Girls write love letters to especially remarkable
characters, but after a couple of seasons the character ceases to be as
remarkable, since the camera dispassionately captures progressive alcoholism
and personal degradation.

These channels perfectly capture the interconnection of marginal spatial
self-organization with the peculiarities of the national mentality.

An interesting phenomenon of Russian YouTube is the video blogs of the
homeless themselves. The most striking characters are Zhenya Yakut [51] and
Oleg Mongol [52]. Zhenya Yakut is “the pioneer (or at least the first known)
of the ‘marginal’ Russian YouTube. He launched his channel in the spring of
2015, but died of pneumonia six months later, on October 29th. During these
months, Zhenya Yakut posted 39 videos” [53]. The more successful Oleg
Mongol does well out of his channel, he went to Thailand for a vacation, had
his teeth replaced and participated in several talk shows.

Trash is declared as the content of many videos (as a hashtag), implicated
in philosophical considerations like the above monologue of Satin—the denial
of the blessings of the material world for the sake of “freedom,” a kind of
semantic inversion of the famous statement of Grigori Skovoroda: “The world
tried to catch me but could not.”

If we depart from the position of feature films, it becomes obvious that
in modern Russia the “seamy side of the city” is in most cases the result of
the end-stage alcoholism of its inhabitants. This determines the visual and
qualitative characteristics of the microlandscapes in which they live. Excessive
alcohol consumption is considered a national trait of the Russian people, and it
is especially clearly manifested in the marginal subculture: its representatives
are deprived of their families, housing, and work for this very reason. This is
why the habitats of Russian homeless people, even if it is heating pipe mains,
railway stations, garages, strips of wood and not dumps, turn into a dump

HAYKA TENIEBUAEHUA Ne 17.2, 2021 78 THE ART AND SCIENCE OF TELEVISION



anyway—people simply do not organize and ennoble their patches of land,
there is always garbage, empty alcohol bottles and filth.

Instead of being a brand and performance, visualization of cluster
marginality can become a tool in suppressing the invasion of marginal spaces
into the regular city spaces. Though such cases are rare. In particular, in the
summer of 2015, a surge in public anxiety about the strangle of the homeless in
New York City resulted in the police announcing of an anti-homeless campaign
“Peek-A-Boo, We See You Too.” The citizens photographed the homeless on
the street, tagging their location and uploading the photos to a dedicated
website [26].

As a consequence, the US marginal subculture is forced to be mobile.
With all their belongings in a trolley borrowed from a supermarket, homeless
people move from place to place, because as soon as they settle down, here
come problems. That is why the episodic homelessness assistance programs in
the States include the distribution of one-person mobile cabins in which one
can sleep and store things.

The spatial localization of the marginal subculture is associated with
the problem of boundaries. On the one hand, these are the boundaries
between prosperous and disadvantaged areas. On the other hand, in terms
of invasive marginality, the entire environment of the city can turn into a
borderline, liminal space with appropriate laws. This phenomenon is somewhat
similar to the frontiers in the American Old West, where the border between
the reclaimed and undeveloped territories became a place of settled life and
gave rise to a special subculture taking it as normal that anyone could grab a
pistol and start shooting. The total ubiquitousness of marginality within the
institutionalized “body” of the city can be observed, for example, in Lima, the
capital of Peru, where all the well-to-do and “average” houses, that is almost all
houses in the city, are coiled up with barbed wire or electrified wire, because
the streets are a danger. Thus, the entire city turns into a border area.

When the city itself is a semi-marginal environment, then, like in a wild
forest, there emerge well-trodden paths. Just step off it, and you immediately
find yourself in an undeveloped hostile space. And this can happen not only on
the outskirts, but also at the historical center of a city. When in Barcelona, if
you leave the well-known La Rambla and go straight towards the Fundacié Joan
Miré Museum (author’s personal experience), a couple of households away
from La Rambla you encounter a completely different environment, where
there is no place for tourists and law-abiding citizens. But this environment is a

HAYKA TENIEBUAEHUA Ne 17.2, 2021 79 THE ART AND SCIENCE OF TELEVISION



seamy side of particularly La Rambla, with its abundance of people and money.
A little further, an almost deserted, abeyant urban landscape begins, where
there is neither people nor money.

The ubiquitousness of marginality is not necessarily total, it can be point-
like, too—one can speak of its scatter or dissolution.

Scatter is when the marginality loci are not grouped within the city space,
but represented by individual colorful (or not) characters. Scatter is most
vividly represented on the streets of Buenos Aires, where there are people
living on the streets in a totally prosperous historic center. These are upcountry
people and emigrants who come there with families, bear children there; the
mattresses they sleep on become stationary centers, and volunteers provide
them with hot dinners every evening. Many illustrated blogs about Argentina
describe this order in detail [54].

Dissolution is when burgher and marginal subcultures are mixed in
the concrete jungle, and there are no special trodden paths for the average
citizens and tourists. This feature is typical, for example, of Indian cities: amidst
both fancy and backwater areas there are people who sleep on straw mats
on the street and live by begging. In India, marginality permeates the urban
space, it is almost everywhere, like air. At the same time, it does not feel like
living within borders, and the city does not create a sensation of a fortress.
The national feature is a philosophical approach to life, conditioned by the
concept of reincarnation—there is no point in struggling to achieve material
well-being in this life, if it will be given in the next life. Many of the people
living on the streets come to the city from the countryside, where they have a
house of some sort, that is why they do not feel like they have sunk in the social
scale. They do not set up their dwellings, but at the same time do not make
them a mess. And this, too, generates distinctive visualization, for instance,
a viral photo by Gautam Basu [55] (Fig. 5), one of the winners of the CIWEM
Environmental Photographer award: the mother is getting her daughter ready
for school sitting in a concrete pipe, which is home for them.

Another variant of invasive marginality are dungeons—a way of keeping
the city’s stigma from prying eyes. If we address the Russian-language
classics, the reference point is the story In Bad Company, better known in
Russia as Children of the Underground (1881-1884), by Vladimir Korolenko.
It is a romantic psychological drama about a homeless family living under
an abandoned chapel in a cemetery. In the modern Russian version, these
are basements and underground heating plants; in many cities of the global
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Fig. 5. Mother preparing to send her daughter to school. Gautam Basu®

south, these are old cemeteries, where people were buried in crypts, now
actively used for dwelling. The largest underground city—the Los Angeles
storm sewers—is a place where police don’t like to be, so it is rather stable,
unlike tent towns. Some inhabitants set up their living space thoroughly and
comfortably, while the major part of the underground city is a shelter for drug
addicts and criminals. This is a place with a hint of peculiar aesthetics—the
storm drain walls are covered with graffiti, sometimes quite professional.
Journalist Matthew O’Brien gave the underground city its visual and textual
representation: his website [56] contains links to his reports and books Beneath
the Neon [16], Dark days, bright nights [17], My week at the Blue Angel [57].
The latter was created in tandem with renowned photographer Bill Hughes.
Underground cities have received attention in some of the Russian blogs as
well [e.g., 58].

Seetheimage source: https://hatefsvoice.files.wordpress.com/2011/10/indial2.jpg (18.03.2021).
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5. CONCLUSION

To sum up, marginality is always built into the urban cultural landscape.
The cultural mentality and the national cultural landscape define its spatial
structure. It is associated with a whole spectrum of social problems, which,
again, provoke and shape spatial structures, their visual qualities and the ways
to represent them in texts, films and media. The problem of marginality, on
the one hand, exists as a reality in the geocultural space, and on the other, as
images captured in documentary filmmaking and feature films. Video images
accumulated by human kind over the past half century now fill the Internet
space, creating an information environment for every taste and interest—
from romance to trash. Exploration of the city’s stigmas by art leads to an
inversion of aesthetics and ethics. Cinema and documentary video narratives
are becoming a precedent text in the context of culture. Looking at a marginal
environment through a camera touts it as normal, arouses curiosity and even
pleasure, provokes a desire to visit the “location” —either as a gazer or as an
active figure. Through the prism of the precedent movie texts, the text of a
real cultural landscape begins to be read. Marginalization is increasingly
perceived not as a problem, but as a spectacle and an interactive performance.
Interactivity can be different—from releasing one’s aggression at the expense
of socially unprotected people to trying one’s fate in a potentially dangerous
environment, from hobnobbing to charity.

Apart from the problems of homelessness and pseudo-urbanization,
which seem to occupy a central place, the information conveyed through
visual images reflects the peculiarities of the semantic structure of cultural
landscapes. It forms a visual epistemology of an unsafe, strange, “other” urban
space. This epistemological background becomes a necessary basis with which
it is possible to interpret marginality both as hyper-visuality and as social
invisibility—as a matter of fact, the focus related to social shifts to a certain
degree from discussing the causes and solutions to mere observation, taking
photos and recording videos.
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«M3HAHKA TOPOOA»:
MAPTUHAJIbHbIE NTAHAOLWAS®TbI
N COBPEMEHHAA BU3YAJIbHAA KY/IbTYPA

AHHoTauus. Tema ntogei, BbIGPOLLEHHbIX Ha 060UMHY KU3HU, PACCMATPUBAETCA B
[BOMHOM dppelime — B KOHTEKCTE OpraH13aLMm NPOCTPAHCTBA rOPO/A U B KOHTEK-
CTe COBPEMEHHO BU3yasibHOW KyabTypbl (XYA0XECTBEHHbIX GUAbMAX, BUAEO- U
¢doTo- Bnorax, B ponmkax nonynapHoix YouTube-kaHanos). Hanbonee packpydeH-
HbIA B COBPEMEHHbIX MeAua TUN MapruHanbHOro naHawadra — Tpywobsl. MHa-
KOBOCTb 3TUX NPOCTPAHCTB Bceraa 6bina NoBOAOM ANA MHTepeca U 1to6OonNbITCTBa,
«TN1a3eHUA» — WHTEPNPETaLLMK, BOCNPUATUA U UCMIONb30BaHMA MX KaK 3peuLLa.
B coBpemeHHOM MacCKynbType 0CO6eHHO NOMNyAsApHa «HaTypa» TpyLwob rnobanb-
Horo Ora. Npo HKX CHATbI TMNepnonyaspHble UrpoBble GuUbMbI, TaK1e Kak «Mun-
NIMOHep M3 TPyLo6», U 3TO BbI3BAJO HOBOE Ky/bTYpPHOE ABAEHWE — MACCOBbIi
TPYLLOBHbIM TYpU3M, KOTOPbIN NPeacTaBNAETCA HEOAHO3HAUHbIM ABAEHWEM C 3TU-
UECKOI TOUKM 3peHUs, HO C TOUKM 3peHUs BU3yasibHOM KyNbTypbl — 3TO BO3Beae-
HWe Byailepuama B paHT UCKYCCTBA U NMOBCEAHEBHOM NPaKTUKK. BTopoii Tvn ropoa-
CKMX MapruHanbHbIX NaHALWAdTOB — NOKa/bHbIe KMHBA3UKU» B BaaronpucToiiHoe
U MHCTYLMANN3MPOBaHHOE NPOCTPAHCTBO ropoa. ITOT TUM B UCKYCCTBE ABAAETCA
«HaTypO» ANA NCUXONOTUYECKOM Apambl HA TeMY AWLIHKX Ntogei. OcobeHHOCTH
HaLMOHaNbHOIO CAMOCO3HAHUA Hanbonee APKO NPOABARIOTCA UMEHHO C U3HAHOY-
HOi €ro CTOPOHbI. INOHCKME roPOAKM 6E340MHbIX, HE UyKAble MOPAAKY U 3CTETU-
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Ke, BCTPOEHHbIE B LLEEHTPabHbIE U BNOJHE 61arono/yyHble paioHbl, COBEPLIEHHO
NPOTUBOMOJIOMNKHbI POCCUMCKMM PEANNAM — XaoCy, yXo4y OT HOPM W B NOAMNONbE.
Knaccuyeckne ¢unbmbl, NOCBALEHHbIE 3TOM Npobnematnke — «Joa3cKkageH»
A. Kypacasbl, «<Hebeca obeToBaHHble» . Pa3aHoBa, «/lean B dyproHe» H. Xant-
Hepa — MOAENMPYIOT 3TU U3HAHOYHbIE MPOCTPAHCTBA U UX OCOBEHHOCTH, CBOWA-
CTBEHHbIE HaLMOHabHOM KynbType. BonbLlwoi NonynspHOCTLIO ceyac Nob3yoT-
ca YouTube-KaHanbl 0 XKMU3HM BOMKEW, KOTOPble CHUMAIOT PeaNbHbIX NePCOHaKeM
Ha peasibHbIX MecTax UX 0bUTaHUA, BBOAA MaprvHa/bHble NPOCTPAHCTBA B PaHT
BOCTPeb0BaHHOW BM3yanbHOM KyNbTYpbl. TakoW TMN BU3yasM3aLMKU NPOBOLMPYET
MHOE Ky/NbTYpHOE ABNEHWE — BOCMPUATME MAPTUHA/bHBLIX JIOKYCOB U UX 0bUTa-
TeNnel Kak UHTepPaKTMBHOroO nepdopmaHca. TUN MHTEPAKTUBHOCTU MOXKET ObITb
pasHbIM — OT HanaZeHWi A0 6paTaHMI, OT MOpasbHbIX HOTALMI A0 BnaaroTBOpU-
TeNbHOCTU. [MNepBM3yann3aLma U 3CTETU3ALMA COLMANBHBIX A3B, KaK HW CTPAHHO,
CnocobCTBYET MX COLMANbHOM HEBUAMMOCTU. ITY NPObAEMY yXKe HUKTO He cobu-
paeTca peLwaTb, OHa CTana YacTbio COBPEMEHHOM KyNbTYpPbI, UMetoLLei cBoe dpuno-
codckoe U acTeTMYeckoe 060CHOBaHME, — M 3TO CBOEFO POLa ee onpasaaHue.
KnioueBble cnosa: ropog, TpyLobbl, MapruHanbHOCTb, KYbTYPHbIN naHAawaodT,
BM3yasibHaA KynbTypa

B cOBpeMeHHOM ryMaHWUTApUCTUKE NOHATUE MaPrMHaNbHOCTU [0CTa-
TOYHO LUMPOKO, MOSUCEMAHTUYHO U OObIMHO TPAKTYETCA KaK «OKPauHHOE,
NorpaHUYHOE UM MEXKCTPATHOE MOJIoXKEHME KaKoro-mbo obbekra. [...] map-
TMHaNbHBIN YenoBeK — 3TO YenoBek 6e3 onpeseneHHoW KyabTypbl, KOTOPbIN
BbIHYK/EH, B CWJ/Ily COBEPLUIEHHO Pa3/IMYHbIX MPUYMH, OCBaMBaTb HOBblE U
nopow BpaxaebHble KynbTypbi» [1, c. 61]. HO He meHee aKTyaseH y3Kocne-
LMaNbHbIM COLMANbHbIN Noaxod. «B pamkax KOHUenLuMu coLmanbHon mapru-
Ha/NIbHOCTW NOCNEAHAN PACCMATPUBAETCA NPEUMYLLECTBEHHO B COLLMONOTMYe-
CKOM N/iaHe Kak cneacreme besHocTH, 6e3paboTuLibl, COLMaNbHOTO KpUsmca»
[2, c. 4], a TakKe ankoronnsma u HapkomaHuu. COOTBETCTBEHHO, N0, Mapru-
Ha/NIbHOCTbIO MNOHMMAIOT, Mpexae Bcero, Npobaemy «ANWHUX» NOAEN, OTBEp-
THYTbIX OBLLECTBOM M 3a4acTyto OTPULAIOWMX OOLLECTBEHHbIE LLEHHOCTY, T.€.
TeX, KTO Haxo4MTCa «Ha Kpato». B aHHOM McCnefoBaHUMM MaprHaabHOCTb
byLeT paccMaTpMBATLCA UMEHHO B 3TOM KOHTEKCTE.

OHTONOrMYECKan CyWHOCTb Ky/abTypbl — Hanbosiee NpoH3UTE/bHA TaMm,
r4e ee HUKTO He BUAWT U He ULLET — B MapruHa/IbHbIX MPOCTPAHCTBAX. 3TO Me-
CTa BHE COLMA/bHbIX HOPM, U €C/IN B HUX YTO-TO M OCTAETCS Ye/IOBEYECKOrO,
— TO 3TO UMEHHO TO, YTO NPUHALJIENKMUT STOW KyNbType. ITO Te UCKIIOUYEHUS,
KOTOpble NOATBEPIKAAOT NPaBuAa. ECnv Mbl FOBOPUM O KYNbTYPHOM NaHAawad-
Te, TO 3TO CBOeobpasHble «YepHble AblPbl», KOTOPble HEU3OEKHO BCTPOEHbI B
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€ro CTPYKTYPY M TaKKe ABAAIOTCA HEOTbEMIEMbIM aKTUBHbIM areHTOM COo34a-
HWA CMbICNIOB.

0603HaYyeHHasA TeMa MaprMHaNbHbIX N1AaHALWADTOB B KOHTEKCTE BU3Ya/lb-
HOI KyNbTypbl — 3TO cBOeObpa3sHan «maTpeLlKka», <KopoboyKa B KOpobouKe»
n dpeinm B dppeime.

Bo-nepBblIx, 3T0 COBCTBEHHO NPobeMa MaprMHanbHOCTH BO dppeiime op-
raHM3aumn KynbTypHOro naHawadTa, ero CTpykType. Bo-8Topbix, — 310 dpeinm
BM3yanusaumm — B IHTepHeTe, B 6n0rax, B YouTube-KaHanax, B XyA0KeCTBeH-
HbIX GUNbMax — B KOTOPOM ByAeT paccmaTpuBaTbca Npobiema mapruHaib-
HOCTM B KOHTEKCTE Ky/IbTypHOTro NaHawadTa. B-TpeTbux — 3T0 NoBceLHEBHbIE
NPaKTUKKM, NOPOXKAEHHbIE BU3YasIbHOMN KYNbTYPOK, TaKMe Kak TPYLLOOHbIN Ty-
PY3M 1 MHTEPAKTUBHbIE NepdOPMaHChI C y4acTuem 6e340MHbIX.

1. NPEAbICTOPUA

M3yyeHne npobnemHbiX paiioHOB ropoga WmeeT AoArylo u 6oratyto
MCTOPMIO, B OCHOBHOM B PamKax COLMONOrUU 1 ypBaHUCTUKK. U3yyatoTca pas-
Hble Gopmbl — reTTo, HedopmasibHble NOCENEHUA, Narepn BEKeHLEB, T.e. Hau-
60/1ee 3amMeTHble COLMANbHO-NPOCTPAHCTBEHHbIE 06Pa30BaHMA B ropoaax, rae
NPOXKMBAKOT 3KOHOMMYECKU, MONUTUYECKU U COLMANbHO MaprMHaAN3npOBaH-
Hble TopoAaCKMe XuTtenn. bbin nposeseH 60bWON 06bEM «NONEBBLIX» U TEO-
PeTUYECKMX UCCNef0BaHMIN B COLMONOMMMN, aHTPOMONOTMUM U KPUTUYECKOW ro-
poacKoi reorpadun, Cpeam HUX — Knaccuyeckan YnKarckas LWKoIa ropoacKoi
COLMONOrMM, B YaCTHOCTU, KHMra Xapsu 3op6o [3], n 6onee nosgHme paboTbl
HeonmnbepanbHoro nepuoaa [4]. Kak pesynbrat BAMAHUA paHHUX paboT YuKar-
CKOW WKOAbI, TOPOACKAs MAapPrMHaNbHOCTb M NPOCTPAHCTBEHHOCTb MPOAO/KA-
0T PaCCMaTPUBATLCA KaK TECHO CBA3aHHbIE M B3aMMHO KOHCTUTYMpYtowwume [5].
CoBpeMeHHbI Noaxod Npeanonaraet, YTo UCCNEAYIOTCA YiKe He CTOMIbKO COo-
UManbHble ABNEHUA, CKONbKO MHOFOUYMUC/IEHHbIE CTPYKTYPHbIE MPOLECCh, KOTO-
pble NPUBOAAT K BOSHUKHOBEHWIO MapriHaAbHbIX MPOCTPAHCTB B ropoge. ToT
noaxopa, B YaCTHOCTM, B6blN NPEACTaBAEH B CNEeLManbHOM BbiNyCKe, MOCBALLEH-
HOM rOpPOACKOW MaprMHaAbHOCTH, KypHana «AHTponoaornyecknin popym» [5]
W ApYyrux cTatbsax [Hanp., 6].

HayuHble nccnenoBaHua no ypbaHusaumm, ropoackon 6e4HOCTU U UHK-
UMaTMBaM BbIXOAAT 33 PAMKM €BPONENCKON HayKNM — a3naTCKMe yYeHble Co3-
[at0T KOMMN/IEKCHbIE UCCNEL0BAHUA O BHEAPEHUW PA3/IUYHbBIX UHULMATUB U CO-
LMaNbHbIX NPOrPamm, HanpPaBAEHHbIX Ha U3MEHEHWEe KauecTBa U3HU TpyLwo6
M BO3MOXKHOTO peLleHus 3Tol Npobaembl B r106a1bHbIX NepcnekTUBax, Hanpu-
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Mep, uccnefoBaHua TpyLob B baHrnagew [7; 8]. MccnegoBaHue MHONMMCKMMM
aBTOpPaMM CamoMl M3BECTHOW TPyLWwobbl mupa — [Jxapasu B Mymbau, couetaeT
B ceba amanoru ¢ ux obuTaTeNnsamu, BU3yanbHbl pag, ABAAIOLMINCA YaCTblo
NoBecTBOBaHUA, obcyKaeHMe coumanbHbix Npobnem [9]. TakKe MHTepecHbI
HOBble UCCNefoBaHUA TPYLO6 UHAMKM C NO3MLMIA HEOMAPKCM3MA U KpUsKca
ypbaHuama [Hanp., 10]. B oTeyecTBEHHbIX 0OLLECTBEHHO-PUAOCODCKUX LWITY-
AVAX eCTb NpeueaeHTbl GUA0CoPCKOro OCMbICAEHUS MHAKOBOCTMN CYBKYNbTYPbI
6e340MHbIX B KOHTEKCTE Ky/IbTypOa0rMyeckoi KoHuenumm Apyroro [11].

C 2000-x rogoB HauMHaeT obcyAaTbCA HOBbIN AMUCKYpPC — nepdpopma-
TUBHOCTb MapruHa/ibHbIX NPOCTPAHCTB, WMX BM3ya/iM3auma B COBPEMEHHbIX
Meana, LOKYMEHTaIbHOM Y UTPOBOM KMHO, U KaK CNeacTBUE — 3apoXKaeHue
W pa3sBUTME MOLLHOTO TeyeHus «TpyLobHOro TypmMama». IToi Teme bbin no-
CBAILLLEH Lenbli cbopHMK nog pepakuuent . dpeHuens, M. LTelMH6pUKa K
Ko KoeHca (2012) [12], kHura Tope XoncTa (2018) [13]. B cBA3M c Temoli Tpy-
wob uccneayetca TeMa CEKCYaNbHOCTM M NPaB M cBO6OA, EHLWMH U UX 0bpa-
3bl B COBPEMEHHbIX Meana [14]. Cama NpoCTPaHCTBEHHOCTb M CTPYKTYpa TOXKe
paccmaTpuBaloTca Kak nepdopmaTmBHan cuMia, B KOTOPOI MaTepUanbHOCTb U
addeKTMBHOCTb CBA3aHbI ApYr ¢ gpyrom [15].

TaKkKe 0bcyKaaeTcs TeMa TaKk Ha3blBaeMoM «MPOCTPaAHCTBEHHOM CTUIMa-
TU3aLMM» — MECT C BbICOKOI KOHLeHTpaLmen 6eaHOCTU, — U BOSMOMKHOCTbIO
ynpasieHnUsa Ux obutaTeNaMM 1 UX MHTErPaLMnN B OBLLECTBO M « MOHETU3ALMN
COLMaNbHO-NPOCTPAHCTBEHHOIO BOCNPOM3BOACTBAY [6].

M3BecTHbIN UccneaoBaTeNb NOA3EMHbIX noceneHuin Jloc-AHxeneca Ma-
Toto O’BbpaitH, aBTop KHWMM «Mof HeoHom» [16], HefaBHO BbINYCTUA HOBYLO
KHUTY «TeMHble AHW, ApKUE HOoUMY, rae Npobaembl MaprmHaabHOCTU U 6e3ao-
MHOCTV ONUCaHbl Yepes UCTOPUM OTLENbHbIX H0AEN, KaK COOPHUK KU3HEHHbIX
Tpareauii [17].

B KMHOBeaAeHWM Tema NepdpopMaTUBHOCTU U BM3YyaibHbIX 06Pa3oB Tpy-
wob nonyuynna ceoe ocselleHMe. HegaBHO Bblwna KHuUra Urops Kpuctuua
«Tpyw06bl Ha aKkpaHe» [18]. Kpuctnu npeanaraet NOHMMATb HEOPEANUCTU-
YECKYI0 U [OKYMEHTa/IbHYI0 3CTETMKY KaK cnocobbl penpeseHTaunu peasb-
HoCTW. OH NpeAcTaBAAeT YMTaTeNs M BU3yann3aLmio TPyLLOO B MCTOPUYECKOM
nepcnexkTMBe — OT 3apoXaeHusa ¢otorpadum 1o UMPPOBOro KMHO. TaKKe OH
aHaM3UPYET CyLLecTBYOLLME KuHemaTorpaduyeckmne obpasnl TpyLwo6.

Takum 06pa3om mMbl BUAUM ABaA A0CTaTOYHO YETKUE HanpaBAeHUs B U3-
YYE€HUM MaPrMHaNbHOCTU — B PaMKax COLMaNbHOM YPOaHUCTUKM U B paMKax
KPUTUYECKMX UCCAeS0BaHNI COBPEMEHHOM BM3YaibHOM KyNbTypbl.
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[JaHHan cTaTba npeacTaBnseT coboit NonbITKy 06beanHUTL 3TN AMc-
KYPCbl B KOHTEKCTE KOHLENUMM KyNbTYPHOTO NaHawadTa, rae susyannsauma n
3PENLLHOCTb MapPrMHaIbHbIX MPOCTPAHCTB PACCMaTPMBAKOTCA KaK «HecyLwme»
3/1IEMEHTbI er0 CEMaHTUYECKOW CTPYKTYpPbI. W, KOHEYHO, OTIMYUTENbHOW OCO-
H6EHHOCTbIO 3TOr0 UCCNefoBaHUA ABAAETCA 0bpalleHMe K POCCUIACKOMY BU-
3yaNbHOMY MaTepuasny, KOTopas OCTAeTCA BHE MOAS BHUMAHUA 3apyBerKHbIX
nccnegosaTenei.

2. MAPTUHA/TIbHOCTb

KAK YACTb CTPYKTYPbI KY/IbTYPHOIO TAHALLADTA

KynbTypHbI naHAwadT B pasHbIX Hay4YyHbIX AUCLMNAMHAX onpeaens-
tOT MO-Pa3HOMY, HO BCE CXOAATCA B TOM, YTO 3TO PYHKLMOHANbHOE €UHCTBO
KYJIbTYPbl ¥ BMELLAIOLLEro NPOCTPAHCTBA. ITO €4MHCTBO BK/OYAET B ceba He
TO/IbKO TBOPEHMSA YeN0BEUYECKUX PYK, HO TaKKe 3Hepruio u nHpopmaumio. Ce-
MMOTUYECKAA KOHLEeNUUA KyabTypHoro naHawadra, Kotopas byaeT MCnonb-
30BaTbCA B AaHHOW CTaTbe, Npeanonaraet, YTo MHPopmaLums B 601bLIMHCTBE
cBoem — 1) 3T0 3HaKW, B KOTOPble NPEBPALLAOTCA TOMOHWMBI, XO/IMbl, PEKM,
ropoga 1 otaenbHble apTedakTbl Ha 3eMHOM NOBEPXHOCTH, 2) @ TAKKe 3HAKU U
KOAbl, U3Ha4yaibHO BbITylOWME B KyNbType, KOTOPbIE BAUAIOT HA BOCNPUATHE U
HOBOEe 03HauYMBaHMe NPOCTPaHCTBA.

BHYTpM 3TOro NPOCTPaHCTBA, MPEBPALLEHHOrO KyAbTYpol B 3HAKOBYIO
cucTemy, Hem3beXXHO ecTb MeCTa, KOTOpble KNAaCCUK aMepUKaHCKOM ryMaHu-
TapHol reorpadum N-®y TyaH onpegennn Kak «tonopobHbie», Bbi3blBatowwme
CTPax M HeraTMBHbIE YyBCTBA, M MMEIOLLME COOTBETCTBYIOLLYIO CEMAHTUKY «U3-
HaHKM» 06blAeHHOM 61aroyCTPOEHHOM KU3HM.

Ecan B goncTopuyeckne BpemeHa TonopobHbIMU BblIM HEOCBOEHHbIE
AMKME mMecTa — ropbl, IeC U T.N., TO CenYac OHW KOHLEHTPUPYIOTCA BHYTPU
Hanbonee 0CBOEHHBIX NOAbMU JIOKYCOB — ropogoB. Ecnn paHblue 06beKkTuB-
HbIMM NPUYMHAMM CTPaxa BbINN HEKME MHPEepPHaNbHbIE MW MPUPOAHBIE CUbI,
TO Tenepb — camu Ntoaun. TONbKO «Apyrue» Noam, «C HU3KOM coumanbHoOM oT-
BETCTBEHHOCTbIO», KaK UX MPUHATO Ha3bIBaTb ceiyac B Poccuu, utobbl cobto-
CTV NONUTKOPPEKTHOCTb. ITU /IIOAM OTBOEBLIBAIOT Y rOPOAA MECTa 4/1 MU3HMY,
M OHM CTAHOBATCA Taby A41R BCEX OCTasIbHbIX.

34ecb IMLLb BCKO/Ib3b KOCHEMCA TEMbl KPMMMHANbHBIX PAiOHOB, KakK To-
no¢obuit coBpeMeHHOro ropoga (KoTopble MOryT HaXoAUTbLCA B LIEHTPE ropo-
[la W BbITNAAETb BNOJHE 61aronosyyHo), M cocpesoToymmea mecTax, 061t060-
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BaHHbIX 6€3L0MHbIMU /UM MaprHaNamu, TEMM, KTO HAXOAMUTCA Ha OKpauHe
COLMANbHOM KU3HU U ee CUCTEMbI LLEHHOCTEMN.

BarKHOW KaTeropuen B 3TOM AWUCKypce ABNSETCA AUXOTOMMUA «AoM—bes-
[OMHOCTb», KOTOPAA NpeTepneBaeT CEMAHTUYECKYHO U NPaKTUYECKYO MHBEP-
cuto. TPaAMLUMOHHO «OAHMM M3 CMACUTE/bHBIX Havyan YenoBeyeckoro 6biTua
BbICTYNaeT A0M, a TybuUTenbHbIM HayaioM — JIMLLEHHOCTb AOMa uau be3go-
Mbe. lMpun 3Tom ABNeHUE AOoMa Ob6bIMHO HaZenAeTca Takon 6a3oBON xapaKTe-
PUCTMKOM, KaK 0CceanocTb, a 6e340MHOCTM NPUMMUCHIBAETCA CBOMCTBO MOBU/Ib-
HocTW. B Takom cnydae 6e3g0mbe COCTOMT U3 MOBUNbHbIX togei» [19, c. 115].
Ho ayxoBHOe CTpaHHMYECTBO, KOTOPOE paHblue Bbl10 CUHOHMMOM 6e340Mbs,
COBCEM He TO, YTO coumanbHo obycnosneHHaa 6e3gomHoCTb. B nocnegHem
cnly4ae MOBUIbHOCTb CTPEMMUTCA K MUHUMYMY AayKe NMpu OTCYTCTBUW AOMa,
6e340MHble 0CeatoT B KaKMX-TO KOHKPETHbIX MecTax v npu o060l BO3MOXK-
HOCTM HauMHaloT 0byCcTpamBaTb CBOM ObIT, KAK MUHUMYM — MOCTOSAHHYIO /ie-
’KaHKy, KaK MaKCMMyM — HeneranbHbli camocTpoi. U To u gpyroe anwb daH-
TOM [0Ma, NMOCKO/IbKY CAMOCTPOM MOXKET BbiTb CHECEH BNACTAMM, @ JIEXKaAHKa
COXXKEeHa XynuraHamu. bnarogaps 3Tol NceBoOCEANOCTM MOXKHO FOBOPUTL
MMEHHO O MPOCTPAHCTBEHHbIX CTPYKTYPAX MaprMHaibHOCTH.

MaprmHanbHOCTb 4acTO COOTHOCAT C MPOMEXKYTOYHOCTbIO, HE B CMbIC-
Nle COCTOAHMA «nepexoaa», a B CMbIC/e 3anN0/IHEHUA NYCTOT, MOCKO/IbKY OHa
3ano/iHAET «MOPbI» rOPoAa, TECHUTCA B MPOMEXKYTKAX Mexay KOHTponupye-
MbIMU U OPraHM30BaHHbIMUK paloHamMK. «TPOMeEKYTOYHOCTb MUHOPUTAPHBIX
NPOCTPAHCTB B TOM, YTO OHU OKPYKEHbI APYrMMHK, BONee MHCTUTYLMOHANN3ZK-
pPOBaHHbLIMM MpOCTpPaHcTBamn. Camoe raBHoe, OAHAKO, TO, KaK TaKoe «OKpy-
KeHue» MpoUCXOaMT Ha MpPaKTUKe, AenaeT NPOMEXYTKM Bonee nanm meHee
NPUTOAHBIMU ANA XU3HKU, Bonee aHKNABHbIMU UAW AOCTUTAOWMMMN HEKOTO
npegena» [20, p. xix].

3. MAPTUHATbHOCTb KAK 3PE/IULLE

B naeane npy NpoMsBoACTBE NPOCTPAHCTBA rOPOAA OPraHMU3yeTcs MHO-
YKeCTBO NOANPOCTPAHCTB, TIWATEbHO YNAaKOBAHHbIX A1 MUHUMM3ALLMMU PUCKa
KOHTaKTa C acoLMaNbHbIMU 3N1EMEHTAMMU,

C ofHOWM CTOPOHbI, KOMMOAUdUKALMA NOBCELHEBHOM KU3HW TpebyeTt
MOCTPOEHMA FPaHML, MeXay NPOCTPAaHCTBaMM Pa3HOrO KayecTea, MCMO/b3y-
€MOro pasHbIMK CouManbHbIMKU rpynnamu. B naeane stm rpaHmubl 4ONKHbI
6bITb HEMMACHBIMM M HEABHbIMM, @ NMPOCTPAHCTBA — CTPYKTYPUPOBAHHbIMM
yCTOMUMBbIMM 06pa3amMm pasnnums.
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C Apyroit — pa3HOMN/aHOBbIE MPOCTPAHCTBA FOPOAA HAXOAMUCH U HAaxXo-
[AATCA B NOCTOAHHOM B3aMmoaencTeum. [igukeHue Bcerga 6bi10 BCTPEUYHbIM.
B nouckax nerkoro 3apaboTka uau NofasHuUA Huwme u 6e3gomHble cTpemu-
nncb B boratble M 61aroyCcTpoeHHble paoHbl ropoaa, UX OTTyAa NPOTroHANM,
HO OHW HEM3MEHHO BO3BPALLLANUCD.

«MHTepCTMUMaNbHbIE» MNPOCTPAHCTBA BbI3bIBAOT He TO/bKO 4YYBCTBO
CTpaxa, HO W MPUA3HM, KOYAPOBbIBAOT, BO3OYKAAIOT U BAOXHOBAAIOT NtOAEN
u3 Bcex cnoes obulectea. Mx nocelwanu, nepecmaTpusanu, UccaegoBanm u
rOBOPMAN O HUX C MOMEHTa MX MepBOro nossaeHua» [21, p. 66]. Muposas
mTepaTypa CBUAETENbCTBYET O AABHEW TPaAWLMM, NPAKTHUKe, KOTOpas U3Ha-
YanbHo BbiNa co3gaHa NPechILEeHHbIMW apPUCTOKPaTaMM KaK peKkpeaunoHHoe
BpemsanpenposoxaeHue. B XIX Beke noasnsetca TeHAEHUMSA K ‘GnaHepusmy’
— NpPOry/sikam Mo ropoay v Hab/togeHMe 3a KHU3amu» 06LWEeCcTBa, NPU 3TOM He
3abbiBas o cBoel HesonacHocTH. «C KOHLA AEBATHAALATOrO BEKA U BNIOTb A0
BTOPO MMPOBOW BOMHbI NoceleHne BeaHbIX PalOHOB ropoda npeacTaBas-
No coboit 6ercTBo OT couMasnbHbIX OrpaHUYEeHNA, NOAKPENIEHHbIX POMAHTU-
YeCKMM BOODpPAXKEHMEM, HO TAKKE U MECTO A/1A COCTOATENbHbIX KEHLMH U3
BbICLIEro Knacca, 4Tobbl 0KasaTb 671aroTBOPUTENbHOCTL, YTODbI NOAHATL CBOIO
cobCTBEHHYIO0 CamooLeHKy» [22, p. 1319].

Ecnu B nepBom c/y4ae OCHOBHOWM ABMXKYLLEN CUAON «BbINJECKa» B MHO-
COLMaNbHOE NPOCTPAHCTBO — SKOHOMMYECKas (MaprmHanbHble NPOCTPAHCTBA
BCErga 3KOHOMMYECKM 3aBMCUMMbl OT MHCTUTYLMOHA/NbHbIX), TO BO BTOPOM
— 3MOULMOHANbHAA N 3K3UCTEHUMANbHAA. «[1OMbITKA OCMbICAUTL MPOMEXKY-
TOYHOCTb MOPOXKAAET MHOFO3HAYHOE AMCKYPCMBHOE none, Konebntouweeca
MeXAy CBA3bIO U AN3BIOHKLMEN, MOPOXKAAOLLEN MHOMLA BOCTOPT, @ UHOTAA U
OTKpoBeHwue» [23, p. 21].

CoBpemeHHble UCcaef0BaTeNIn, OLEHWBAA CTPEMIEHWE HAacAaaUTbCA BU-
[OM TPYyLLOB, roBOPAT 0 «Byaliepnsame» M «actetTnsaumm begHoctny. AHanms
TPyLWo6 Kak 3penuviia Yyepes npusmy npeactasieHuii 6aarononyyHoro obue-
CTBa «npeanonaraet cnocobbl KPUTUYECKOTO OCMbIC/IEHWA TOTO, KaK nepeyno-
pPALOYMBAETCA FOPOACKOE NPOCTPAHCTBO, KaK MPOU3BOAATCA U PACNpPOCTPaHA-
toTCA 06pasbl ropoda M 3HaHWA 0 Hem» [24, p. 431].

CTUrmaTmsauma — 3aKpenjeHne HeraTMBHbIX AP/AbIKOB — CTaHOBMTCA
NPesMETOM He TONIbKO OCMbIC/IEHMSA, HO U 3aKPenaeHun B BU3yanbHbIX 0b6pa-
3ax, M 3TOT NPOLECC, KOTOPbIN AOMKEH OblaA AeNCTBOBATb KaK CPeacTBO Nosa-
YepKMBaHUA Pas3NYniA, CTPEMUTE/IbHO KOMMEPLMAAU3MpyeTcs.
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B onpegeneHHOM CMbIC/ie MapruHafbHble MPOCTPaHCTBa, Habnwogae-
Mble M3BHe, obpeTatoT KavecTBa H6anaraHa — nepdopmaHca Ha ropoACKUX
YAMLAX, KOTOPbIM KO BCEMY NPOYEMy HeceT B cebe HeKoe MopanbHOe HacTaB-
NeHune, cnocobHOCTb 3aCTaBNATL 3pUTENIEN NEePEKMBATb KaTapcmc, 0OBHOBAATbL-
€A lyXOBHO.

[lo NoABNEHUA KMHO 3TV NPOCTPAHCTBA OObLITPbIBAIUCL NUTEPATYPHO,
BbI3bIBAA BOJIHY }Kryyero tobonbITCTBa HEMNOCPEACTBEHHO K 06BEKTY onuca-
HuA. JlloAn B3aMMOAENCTBYIOT C IMTEPATYPHBIMU TEKCTAMM U UCTbITbIBAIOT XKe-
NaHWe NorpysuTbCa B NOPOAMBLUMIA MUX KYNbTYPHbIM TEKCT, YTobbl HabaoaaTh,
KaK 3apOMKAatoTCA M CYLLECTBYIOT UHbIE LIEHHOCTM M CMbIC/IbI, U TaK POXKAat0TCA
HOBble HappaTMUBbI.

Hanpumep, nocne Bbixoga B cBeT KHUMM Y. [InKKeHca «AMepUKaHCKue
3aMeTKM» paioH Tpywwob MaTb Touek (Five points) cTan camoit NnpuBAeKaTenb-
HOM TypUCTMUecKol JocTonpumevatenbHocTbio Hbto-Mopka [25]. B Espone
MHTEpeC K MapruHa/ibHbIM MPOCTPAHCTBAM MOAOrPenn pomaH «lapuxckue
TalHbI» IxKeHa Clo 1 Npou3BeAeHNA ero MHOTOYUCEHHbIX NOAPaKaTeNen.

B Poccum oueHb BaxkHa ¢urypa ®.M. [JlocToeBCKOro, KOTOpbIN He aenan
netepbyprckme TpyLwobbl OCHOBHbIM MECTOM AeWCTBUA, HO B €r0 NOBECTBO-
BaHMWAX NEPUOAMNYECKM BO3HUKANN CBA3AHHbIE C HUMM NEPCOHAXM, BbI3blBatO-
LMe MyynTenbHoe cocTpasaHue. Poccuitckme «xoxaeHusa B Hapoa», ocobeH-
HO nonynsApHble B 1860—-1870-e roabl, Kak BapnaHT BPEMEHHOTO HUCXOXKAEHUA
no coumanbHom nectHuue B XIX BEKE OTAIMYAACA OT 3aNaLHOro OTCTPAHEHHOro
dnaHepcTBa AeATENBHON MUCCMOHEPCKOW HANPaBAEHHOCTbIO — MO0 Kena-
HMeM pasKeyb UCKPbl HAPOAHOTO rHeBa, MBO KenaHMem NPoABUTL MUAoCep-
Ve 1 HanpaswuTb 3abyalWwmne AyLn Ha NpaBeaHbIl NyTb.

Knaccmueckuin Teket «Ha gHe» M. TopbKOro, XOTb U He NPUBA3aH K KOH-
KPETHOMY OKYCY, FEHETUYECKM CBA3AH C XUTPOBbIM PbIHKOM, CAMbIM 3/1a4HbIM
MmecToM MOCKBbI, U M3HAYa/IbHO HaMMCaH B XaHpe Nbechbl (T.e. OPUEHTUPOBAH
Ha 3putens). K.C. CTaHUCNaBCKUiA, XyLOKHWUKU U aKTepbl, paboTaslumne Toraa
Hag, NOCTaHOBKOM MbeCbl, XOAUAW Ha XUTPOBKY 3a BNevyatneHnamu, Habaoga-
W, fenanu 3apucosku, 4Tobbl BOCNPOM3BECTM OOCTAHOBKY TPYLLOD Ha CLEeHe.

CoBpemeHHOe 0CMbICNEHUE BU3aYNN3ALLMM MAPTMHAbHbIX NPOCTPAHCTB
B KMHO M MeZMa NPUBOAUT K KaTeropmmHomy oTHeceHuto $oTo M BUAE0-06-
pa30B K «3MUCTEMOIOrMUYECKMMY GOHY», KOraa N0AU U MeCTa B LIEHTPe M30-
6parkeHnin cTaHOBATCA «GOHOMY» B 3HAHWM, NOAYYEHHOM OT ux 06pa3os [26].
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4. MPOCTPAHCTBEHHAA CAMOOPTAHU3AUMA MAPTUHAIBHOCTU

N BU3YA/IbHOCTb

Ec/n OTTanKMBaTbCA OT COLMaNbHbIX MPOBAEM, BAUAIOLWLMX HA NPOCTPAH-
CTBEHHbI PUCYHOK «M3HAHKM ropoga», ero xapaKkTep, CeMaHTUKY U BU3yaib-
Hble PenpeseHTaLmm, TO MOXKHO NEPEUNCUTD TaK1e ABNEHUA U NPOBAEMbI Kak
MHBa3MBHas Ky/bTypa v ee OTHOLWEeHMe C «abopureHHoi», npobiema cenapu-
POBAHHOCTM MAN MHTErPUPOBAHMA B COLMANbHOM MPOCTPAHCTBE M COOTBET-
CTBEHHO — Npobaema rpaHuL, Npobaema Ce30HHOCTH, NOCTOAHCTBA Y BPEMEH-
HOCTM MapruHabHbIX NOKYCOB, Npobaema ceMbM 1 IMYHOCTHOTO OAMHOYECTBA.

4.1. TPYLLOBbI KAK MEP®OPMAHC U BPEHA

Camblit pacnpoCTPaHEHHbIN BAapUMaHT U Haubosee penpe3eHTUPOBaH-
Hbl/i B COBPEMEHHOW BM3YyaNbHOWN KynbType — 3TO Tpyw,o06bl 1 retto — 06-
LWMpPHbIE pPalioHbI, 3acesieHHble 6egHOTON M NH0ABMU «C HU3KOM COLMabHOM
OTBETCTBEHHOCTbIO®. TPyLL06bl KaK 3pesiniLe U Kak NoBCeAHEBHAn NPaKTUKaA,
MMEIOT MOLLHbIV NMOTEHLMAN AR CO34aHMA aNbTEPHATUBHBIX TOPOACKMUX 06pa-
30B. «Tpywo06bl 6pocatloT BbI30B HalIeMy YyBCTBY pasyMa M MOpanu, a TakkKe
Hallemy YyBCTBY KPacoTbl M YyBCTBY MecTa» [27, p. 170].

CornacHo onpegeneHunto OpraHusaunn ObbeanHeHHbIx Hauui, TpyLuo-
6bl — 3TO MECTO, Fae N0AM MMEIOT HeBe30MaCHbIN KUANLLHBIN CTaTyC. ITO 03-
HayaeT, YTO OHM He MMEIOT 3aKOHHOTO MPaBa Ha KUAMULLA U 3EMAIO, HE UMEIOT
[OCTYNa K 3NeMeHTapHbIM 61aram UMBUAM3ALMUM — YUCTOW BOAE, KaHANMU3a-
UMK, MEAULNHCKOMY OBCNYKMBAHMIO U T.M. [28] ITO 03HAYAET, YTO MX XKUauLLa
WX CTPOEHUSA MOTYT b6bITb CHECEHbI UM OTOBPAaHbI BNACTAMM B 060 MOMEHT,
M 4acTo TaK U cayyaeTcs.

PUCYHOK pasmeLleHua 1 KayeCcTBO MaprMHaNbHbIX MECT B NPOCTPAHCTBE
ropofa onpeaenseTcs He TO/bKO pasHoobpasvMem KAMMATa M coumanbHbIX
npobnem, HO U KynbTypHbIMW OCOBEHHOCTAMM. TpyLiobbl BOKpyr Puo-ae-
KaHeWpo coBcem He TO, YTO 3HaMeHUTbIV KoHga [29] EpeBaHa, KoTopbil npea-
cTaBnseT cobol «nceBAoTpywWwobbi» — 6eaHble NoaypasBaanBLIMECH, HO Je-
ra/fibHble AOMa, HacesieHHble YeCTHbIMU TPYKEHMKAMMU.

Knaccmueckue e TpyLLo6bl TeppUTOPUAIbHO U BU3YasibHO OTAENEHbI OT
OCHOBHOFO «Tena ropoAa», NPeacTaBaAtoT cOboM KaK bbl HEKME YyKepoaHble
«HapOCTbI» U «KOpUAopPbI». C TOYKM 3peHUA CTPYKTYPbl 3TO «BbIMOPOYHbIE
NPOCTPaHCTBA», KOTOPble BO3HWMKAIOT Ha 3eMAAX, HEYAOBHbIX 417 rOPOACKOM
3aCTPOMKM, TaKMX KaK OBParu, Kak Hanpumep, «Kopuaopbi» Tpywo6 B Kapaka-
ce (BeHecyana) [30].
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M B TO e Bpemsa TPyLLOObl reHEeTUYECKM CBA3aHbl U C Meranosmcom, u
C KYNbTYPHbIM NaHAWAdTOM CTpaHbl B LLeJIOM — 3TO pesynbtaT ncespoypba-
HM3aLMK, Nepeessa KuTenein U3 gepeseHb U U3 MaseHbKUX ropoaos, YTobbI
6bITb 61MKe K BO3MOXKHOCTU NoslyuyeHus bonee BbICOKMX JOXOLOB (Yalle BCero
HeneranbHbix).

B TaKuMx aHK/MaBax CyLLECTBYET MHOXECTBO COLMaNbHbIX Npobiem B
Pa3HbIX KOHTEKCTax: Cerperaumm u CTUrmaTu3aLmmn; OTCyTCTBUA TPaXKAaHCTBa
(ntoan 6e3 gOKYMEHTOB, BeXeHLbl); MaprMHaabHbIX COLMANbHbBIX NO3ULMINA,
OrPaHMYMBAIOLLMX AOCTYN KUTENEeN K 61arononyyHbIM rOPOACKUM NPOCTPaH-
CTBam U pecypcam [5].

Tpywobbl — oTamumtenbHasa ocobeHHocTb robanbHoro HOra, rae ca-
MOCTpOI Tpywob — HeoTbemnemas 4actb Aboro Honbloro ropopa. 1o
CaMaHHble, WudepHble, MHOTAA AaXKe KMPRNUYHbIE a4yrM NPUMEPHO ABa Ha
[Ba MeTpa. 34ecb LApUT aHTUCAHWUTAPUSA, BOAOCTOKM NPeBpaLLeHbl B CBAIKK,
3/1eCb NPaBAT KPMMMHA/IbHbIE 6aH/bI, KOTOPbIE KOHTPONMPYIOT 3TO NPOCTPAH-
CTBO NOMHOCTbI0. HO NapaAoKe B TOM, UTO COBPEMEHHbIE TPYLLODObI CTAaHOBATCA
YacTblo 3KOHOMMKM ropoAa, 346Ch NPOLBETAET (€C/IM TaK MOMKHO BbIPa3nUTbCS)
MefIKuit BU3Hec, 34eCb ecTb M KpynHble NpeanpuaTUA, Hanpumep, No nepe-
paboTke OTX0L0B, KPOME TOro, 3HA4YMUTENbHaA YacTb HaceseHWA paboTtaeT B
ropoze. Tpywobbl — 3TO 3aMKHYTOE NPOCTPAHCTBO, KOTOPOE BK/IOYAET B CEHA
LUIMPOKME IKOHOMMUYECKMNE, NONUTUYECKME U KY/IbTYPHbIE CBA3M AOBOJIbHO He-
npescKasyembim obpasom.

MIMEHHO TpyLL06bI, KaK LLe/I0CTHbIE U KOHLLEHTPUPOBAHHbIE NPOCTPAHCTBA
HULLETbI M MHAKOBOCTW, CTain Hanbonee BOCTPeBOBAHHbLIM 3peaulLem ANA
npecbILeHHON NYBANKM U, COOTBETCTBEHHO, OAHWUM U3 CYLLECTBEHHbIX HAaNPaB-
NEHUI MeXAYHapogHOro Typuama. 3To 6blN0 U paHblue, HO BCMIECK UHTepe-
ca cnposouuMpoBanu punbmbl «fopoa yaosonbcTeuity (Ponnan Modoe, 1992)
n ocobeHHo — «MunnuoHep m3 Tpywob» (Slumdog Millionaire, A3Hn Boin,
2008) (Puc.1).

Camu GUAbMbI KWHOKPUTUKAMKM U KyAbTYPONOramMmn OLEHUBAKOTCA KaK
3anafHblii, KONOHMANbHBIN B3MAL Ha a3MaTCKYlO peanbHOCTb. Mup Tpyw,o6
NPEeLCTAET KaK CEKCyasIM3UPOBAHHbIE, IK30TUYECKME AU NPUMUTUBHBIE NPO-
CTPaHCTBA, KPOME TOro, M3/WWHE POMaHTU3MpoBaHHble: «Korga oaHy w3
KpynHenwmnx Tpywob Asnm npeBo3HOCAT Kak “moaent Ans Bcero mupa”, uto-
TO MAeT He Tak» [31, p. 45].

IKpaHHOE NPOCTPAHCTBO NPOELMPYETCS B peasbHoe NPOCTPAHCTBO, U Ty-
pUCT NpeacTaBnseT cobon HOBbIV TUM 3pUTENA, UMEHHO 3pUTENA, MOCKOIbKY
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”u

MHTEPaKTUBHOCTb MMHUMMU3UPOBaAHA. « TypUCTbl “HacnaxaatoTca” “caHupoBaH-
Hoi” Bepcuel TpyLob, KOTopas He CTPEMUTCA OCMapMBaTb AOMUHUpPYOLLME
npeacrasneHns M3 GUAbMOB, KOTOPblE OHW CMOTPenu. [..] mano A3bIKoBOro
B3aMMOLENCTBUA C MECTHBIMMU KUTENAMM, YTO YCUNMBAET OLLYLLEHME OTCTPa-
HeHHoro “B3rnaga”» [22, p. 1328]. OHM ABNAIOTCA MACCUBHBIMM 3PUTENAMM,
ByallepucTamu, HabatodaloWwmMMK 3a npomcxoaamm. Obunne TypUCTUYECKNUX
KOMMAHWI U }KYPHA/NUCTOB FOBOPUT O TOM, YTO KpynHenwme TpyLLobbl cyLie-

CTBYIOT He TO/IbKO KaK peanbHOCTb, HO U KaK uaesn, NopoxaeHHas ussHe [32].

Puc. 1. Kagpbl co cbeMok. 3aHumaTenbHble GakTbl 0 duabme «MunanoHep us TpyLwo6» (2008)*

«HeyamBuTeNbHO, YTO TPYLWOBHLIN Typn3m HeceT B cebe HeraTUBHble

” u n u ” o«

KOHHOTaUMu Kak “cadapu”, “300napk Typbl”, “HeraTuBHble 3KCKypcumn”, “Typsbl
6eaHocTn”, “poorism”, “coumanbHan Tap3aHKa”, “noarnagbiBaHne”, sKkcnaya-
TaumA, U CYUTAETCA MOPAZIbHO COMHUTE/IbHBIMY [33].

PomMaHTMKa U co3paHHas KMHemaTorpaductamMm «Mogesb YL0BNETBO-
peHHOCTU K fobpococeacTBay, NPEBPALLAET KMU3Hb HA FPaHMN BbIXKMBAHUA B
HOBbIW 6anaraH, U «COMPMKACAACb C HUM, 3anagHble NoceTuTenun npeobpaxa-

HOTCA “USMEHAOLLMMM KU3HB", “OTKPbIBAOWMMM F1a3a” n “ymonompaymntens-
HbiMK” nepexnsaHuammn» [31, p. 37]. Kelic-cTagm, OCHOBaHHbIE Ha MHTEPBbIO,

! UcTouHumK n3obpaskenna cm.: URL: https://in-w.ru/slumdog-millionaire-2008/ (03.03.2021).
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OUKCUPYIOT 3MOLLMOHANIBHOE BOJIHEHUE, UCMbITbIBAEMOE MPW BUAE OBHaMKeH-
HbIX YKEHCKUX TeNl NPU KynaHUK, MPU y4acTMM B NEPEroBopax O LEeHax C npo-
CTUTYTKaMM, NPU BUAE CTapUKOB, BPOLIEHHBIX Ha MecTe ymupaHua [34]. 3toT
OnbIT NOBYKAAET TYPUCTOB 334yMaTbCA 00 yaaue CBOEro poXKAEHMUsA, BO3HMKa-
€T YyBCTBO Ky/IbTYPHOro NpeBocxoacTsa [24].

[etn, cHumaslumnecs 8 punbme « MunnmoHep m3 TpyLob», 6oiam KopeH-
HbIMM }uTenamm [ixapasu, KpynHeiwen TpyLo6sl Mymbau, 1 nocne WyMHOro
yCrexa 1 CnaBbl UX }KU3Hb BEPHYIACh Ha KPYrK CBOA. ITO TOXKE CTaNo NOBOAOM
ana CMU-nepdopmaHca, Hanpumep, KypHaAucTbl bpuTaHckoro Tabnouza
News of the World npuexanun B ponv nokynaTtenem K oty UCNONHUTENbHUL,bI
rnaBHOW posu, 1 oTel, 6bin COBCEM He NPOTMB NPOAATb A40Yb, TaK KAaK CemMbA
HUYero He nosy4mna 3a ¢puaom [35].

HeeBponeiickoe KMHO O TpyLL06ax CTaBUT OCTPOCOLMANbHbIE BOMPOCHI
W CTapaeTcA MUHWMWU3MPOBATb POMAHTUKY, HaNnpUMep, Manou3BeCTHoe Ou-
NIMNNWHCKOE KWHO, B YacTHocTH, «Tupagop» (Bpunavante MeHgosa, 2007),
«/lona» (BpunnuaHte MeHgo3a, 2009) un ap. «MHorue 13 3Tux GUANNNUHCKUX
$GUNbMOB HOBOW BO/HbI YePNaoT CBOU UCTOPUK (a TaKKe «HaNAEHHbIX» aKTe-
POB, PEKBU3UT U AEKOPALMM) U3 OKYMEHTAIbHOTO NOAX0AA K KWHONPOU3BOA-
cTay» [18, p. 172].

MoAHOMETPAXKHbIN JIMBAHCKUIA XYAOMKECTBEHHbIN GUAbM O HBENPYTCKUX
Tpywobax «KanepHaym» (HaguH flabaku, 2018) (Puc. 2), nonyumslunin npus
KaHHCKoro ¢ectBans, He BbI3blBAeT 0CObOro XenaHua nocnaenoBatb No me-
CTaM CbEMOK, BO3MOXHO, BaXKHOI NMPUUYMHON 34eCb OCTAETCA KyAbTypHas reo-
rpadwma. TpyLwobHbI TYypn3m BCTpeyaeTca He BO Bcex BelHbIx paitloHax mupa,
«ero pasBuTME ONPeaensieTca KOHKPETHbIMU COLMOKYNbTYPHbIMU KOHTEKCTa-
mu» [36, p. 50], n cooTBeTcTBEHHO, BelipyT, B oT/iMume oT Mymban, — He oc-
BOEHHOE eBPONENCKMMM TYPUCTaMM NPOCTPAHCTBO, NO NPUUYMHE CBOEW Hemnoa-
KOHTPONbHOCTM M OMACHOCTU 418 NOTEHLUMANBHOTO GNAHUPYIOLLLEro 3pUTens.

TpyLwobbl KaK 3peauLLia 1 Kak npobiema Nopoannn BEIMKOE MHOXKECTBO
[OKYMEHTaNbHbIX GUAbMOB. Bce 3Tv ¢uAbMbl aKTUBHO UCMONL3YIOT AUXOTO-
MUIO «3HAKOMOFO — CTPAHHOrO», «MPeKPacHoro — yxacHoro». Hanpumep,
TPEXCEPUMHBIA [OKYMEHTANbHbIN GUNbM aPXUTEKTYPHOTO KpUTMKa KeBWHa
MakKnayaa (Kevin McCloud: Slumming It, 2010) [37], B KOTOpOM 3anevaTnen
CBOe AByxHefenbHoe npebbiBaHWe B [lxapasu. MHTEpPECHO, YTO CaM XypHa-
JCT NOCTOAHHO HAXOAMTCA B KaZpe, OYEeHb SKCMPECCUBHO BbIparkaeT yanene-
HWe, HeJOYMEHME 1 AayKe BOCTOPr — Hanpumep, BOCTOPT MO NOBOAY KPacoTbl
MECTHbIX }KEHLLMH, KOTOPbIE YXUTPAIOTCA BbITNAAETb YNCTO U HAPAAHO.
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Puc. 2. Apuwa punbma «KanepHaym» (pesx. H. Nabaku)?

B pyccKoA3bIMHOM MHTEPHETE MHOr0 WMANKOCTPUPOBAHHBLIX TEKCTOBbIX
1 BUAeo-610roB 0 KpynHenwmnx Tpywobax mmposoro tOra, Hanpumep, o Ton
e [Oxapasu [38]. Poccuiickme YouTube-6norepsl, cneumanmsnpyowmecs Ha
nyTeLWecTBUAX, NocieqHee BPEMA TaKKe 0CBaMBaKOT NPOCTPAHCTBO TPYLLO6,
HO B OT/IMYMeE OT 3anafHbIX TYPUCTOB, OHWN 0BbIYHO SKOHOMAT Ha OXPaHe U [0-
roBOpPax C MECTHbIMW TypareHcTBaMu. [03TomMy poccuiickue BU3yasbHble Typbl
B TPYLLOObI — 3TO CBOEObOpasHan urpa B pyneTky, rae 6esballeHHble pycckue

2 WcTouHuK u306paxkenna cm.: URL: https://vfl.ru/fotos/foto_zoom/5a3751f929795749.
html?antid=1 (01.03.2021).
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nmbo co Bcemu bpaTatoTcs, MO0 NonyyatoT «Npobaembl Ha CBOK 3a4HULY».
370 NtObUTENBbCKAA LOKYMEHTANUCTUKA, KOTOPAsA C OAHOMN CTOPOHbI UMUTUPY-
€T 3aKOHbl XY[,0KeCTBEHHOTO KaHpa, rae 06a3aTeneH HEKMI 3KLWH, C ApYyroi
— PeanuTu-Woy, KOTOPoe UMEeeT COBCEM MHOW X3NNu-aHA — To, Yto Baorep
PUCKHYA U BBIXKUI.

TpyL,06b! CTanM TaKKe MECTOM AeNCTBUA PENTUHIOBbLIX TENEBU3UOHHbIX
woy. Rich, Famous and in the Slums (2011) — aByxcepuitHas Tenenporpamma
peanuTH-Lwoy, B KOTOPOM YETbIpe U3BECTHbIX IMYHOCTH, JIeHHU TeHpu, Peasku
Meiitc, CamaHTa Bomak u AHpKena PunnoH, 6binmn oTnpasneHsl BBC Ha He-
CKO/IbKO Heaesnb WUTb B Heapbl Kubepbl, camoit KpynHOM TPyLLOObl KeHWUi-
CKOW cToNMubl. 3TN «boraTble U 3HAMEHUTbIE» BbIHYXKAEHbI KUTb 6OK 0 6OK
C KOPEHHbIMW 0BUTaTENAMM, N BCE 3aKaHUMBAETCA X3MMNU-3HAOM — KaKAbl
M3 OCHOBHbIX AEWCTBYHOLIMX JIULL MOMOraeT KOMY-TO BblIBpaTbCs U3 3TOM coLm-
aNlbHOM Ablpbl.

MMUCCMOHEPCTBO, CBA3AHHOE C MOMbITKAMW MOMOYb BCTPOWUTb Mapru-
Ha/slbHOE MPOCTPAHCTBO TPYLLOO B MHCTUTYLIMOHAIbHOE NMPOCTPAHCTBO rOPOAa,
61aroTBOPUTENBHOCTb, CO34aHNE WKOA U MUCCUA ana beaHbix [39] nopoxaa-
€T eLLe OAMH BapuaHT BU3yanusaunmn — Guabmbl 61aroTBOPUTENbHbIX OPraHu-
3alUMii, co3aHHble ¢ Lenbto cbopa NOXKEPTBOBAHMUM, KaK, HAaNnpuUmep, POanK O
cyabbax nogoneyHbix MansTUiCKoM cny»K6bl nomouym [40].

TeneBM3NOHHbIE LWOY U Mbl/IbHbIe OMepbl CTAHOBATCA TaKKe HeEOTbeMe-
MOM YacTbto COLLMANBbHOM KU3HM camux Tpywob. Kelic-cTagm, npoBeaeHHoe B
OfHOM U3 6pasnnbCKMX GpaBes, OTKPLIBAET MUPY NOYTU BUPTYaNbHYO BbITUIA-
HOCTb 6€3pabOTHbIX }KEHLLMH, KOTOPblE CMOTPAT [10 LIECTU YACOB TENIEHOBEN
B Ai€Hb, 4acTO BO BpeMs TAXenoro Gpusnyeckoro Tpyaa B gome. Mx peanbHble
CTpagaHUA COOTHOCATCA C MPOCaaBAeHWEM AYLIEBHbIX MyK B cepuanax, peanb-
HOCTb ¥ BbIMbICE/, peanbHan 6eHOCTb M BbiMbIlLIeHHOEe 6OraTcTBO Nepense-
TaeTca B UX CO3HaHuu [41].

MHTepecHbIM OTCTYN/IEHUEM OT TEMbI, APKUM NATHOM Ha CEPOM NONOTHE
TPYLLOOHOM KM3HM M ee BU3yaNbHOW penpe3eHTaLuu, ABNAIOTCA BUAEONOBe-
CTBOBaHUA 0 «cTUAArax» LieHTpanbHo AGpuKK. Ha rpAasHbIX IMHUCTBIX yanLax
b6epHenwnx paioHos KoHro, KeHUM 1 ap. HepeaKo MOXKHO BCTPETUTDL LIMKAp-
HO M CTPaHHO OAEeTbIX MYXUYMH (He XeHWwuH!). 9To ocoban cybKynbTypa, KOTO-
pas ABAAeTCA LOBONbHO PAaCNpPOCTPAaHEHHbIM ClOXKeToM 610roB NyTelecTBeH-
HWKOB [Hanp., 42] » JOKYMeHTaNbHbIX GUIBMOB, CPEAM KOTOPbIX M3BECTHbIN
«3ynycckue ctunarn» (The Swenkas, 2004, Janvs, pex. Menne PéHge) n dunb-
Mmbl YouTube-KkaHanos [Hanp., 43]. MOHO TPaKTOBaTb 3TO COLMO-KY/IbTYPHOE
ABNEHME KakK «nepdopMaHC U3HYTPU» — 3TV NtoaM He HabatopatoT npeacras-
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NEHWE, OHM ero CO34a0T CBOMM CTU/IEM KU3HU, TEM CaMbIiM PaCcLiBEYMBALOT U
o0bnaropaxkmnsatoT MapruHaabHOE NPOCTPAHCTBO.

Anoreem MHBEPCUU COLMOKYNbTYPHbIX LLEHHOCTEN B KOHTEKCTE BU3Yaib-
HOM KynbTypbl CTasa NOMbITKa (KCTaTW, HeyaauyHaa) NpPeBpaTUTb oaHy u3 da-
Ben Puo-ae-KaHepo B My3eii Nog, OTKPbITbIM HEBOM, YTO CBULETENLCTBYET O
paclUMpPeHNN CeEMaHTUYECKOro cnekTpa gasesbl, KOTOpasa B NocaeAHMe rogpl
BOCNPUMHMMAETCA TOCYAapCTBOM He TO/bKO Kak «npobnema» ropofa, Ho U
KaK ero «Hacnegue», OCTOMHOE AEMOHCTPALLMM, COXPAHEHUA U NOCELLEHUS
[44, p. 83]. PenpeseHTauma Tpywob yepes myseedunKaL MO MOMKET BbINTU Ha
YPOBEHb FOCYAapPCTBEHHOIO NPU3HAHMA, YTO CaMo Mo cebe HOHCeHC.

4.2. NUHBA3NWN MAPTMHA/TbHOCTMH,

NCUXO/IOTMYECKAA APAMA U BECKOHEYHbI HAPPATUB

MpPOTMBOMNONOMKHOCTLIO TPYLLO06aM NO NPOCTPAHCTBEHHOMN OpraHM3aLuu
W, KCTaTW, BU3yann3aLmm, CTaHOBATCA OTAE/bHbIE IOKYCbI, B KOTOPbIX THe34AT-
CA HEMHOrOUYUC/IEHHbIE MPeaCcTaBuUTeEIM MAapPrMHaNbHOW cybKynbTypbl. Yale
BCEro TaKoM PUCYHOK «M3HAHKU» ropofa BCTpevaeTca B 6osee CypoBOM Kan-
maTe u npu 6onee KECTKOM MONUTUYECKOM PEXUME, Tae No60i 3aMeTHbIN
camocTpoit byaeT HensbeKHO 3anaxmMBaTbCA IKCKAaBATOPaMM.

Hanpumep, B CLLA nanatoyHble ropoaku 6e30MHbIX YHUUTOXKAKTCA ro-
POACKMMM BNACTAMM, KaK TOJIbKO OHW CTAHOBATCA AOCTAaTOYHO MHOTOYUCIEH-
HbIMW U OBLLUMPHBIMM, U KCTaTM, KaK TOIbKO OHW OPFraHM30BbIBAlOTCA LOCTATOY-
HO XOpOLUO, YTObbl 06EeCNeYnTb HEKOTOPYIO 6E30MNacHOCTb 417 CBOMX KUTENEN
[45, p. 66].

OAVH M3 XapaKTepHbIX NMPUMEPOB «THE340BOM MapruHasbHOCTU» —
POCCUICKME Meranosiuchl, rae mapruHaabHas CybKyabTypa BbIHYXKAEHA npsA-
TaTbCA HA 334BOPKaxX, MeXAy rapaxamu U Ha BOK3anax, Nof, Kene3HoLoPOXK-
HbIMW NaTGopmamum.

3TOT TMN MAPTMHANBHOCTM NOPOANA OCOBYIO BU3YasIbHYIO KyNbTypy — OT
NCUXONOTMYECKON Apambl A0 BeCKOHEYHOro HappaTMBa, 6ecCMbICIEHHOIO U
6ecnowagHoro. MoXHO NPeanonoKuTb, YTO NMCUXONOTMUYHOCTL 34eCh 3a4aHa
MMEHHO TUMOM MPOCTPAHCTBEHHOM CaMOOPraHM3aLUMM B KyAbTYPHOM JaHA-
wadTe ropoga. Tpyw,06bl, XOTA U CBA3AHbI GYHKLUMOHANBHO C NPOCTPAHCTBOM
ropoAaa, AN1A MHOMKECTBA UX XKUTeNeh BO MHOFOM 3aMKHYTbl Ha cebe u camo-
[OCTaTOUHbl — /04N 34€Ch POXKAAIOTCA, KMBYT U paboTatoT, ymupatoT. MHBa-
3MBHOCTb ¥Ke npegnonaraet 6onee cUbHble CBA3M € 6naronony4HbiM obpasom
M3HU, PAaBHO KaK reHeTuyeckue (MHorme obuTateniM MaprmHanbHOro MUpa
0Ka3blBalOTCA OTCIOAA POAOM), TaK M NMOBCEAHEBHbIE. ITO M NOPONKAAET MHOTO-
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YMCNeHHble NepCcoHasbHble Tpareann, KOTOPble OCMbIC/IMBAKOTCA 3aHOBO /IUTe-
paTopamu n KMHemaTtorpaductamu. NoaobHble Urposbie GubMbl Bbi3bIBAOT
oyeHb 60MbLLIOE COYYBCTBUE K MEepPCOHaXKam, B HUX 3asBAeH rybokuit duno-
CODCKUIA CMbICA, KOTOPLIN 3aCTaBAAET 3pUTeNs XoTA bbl Ha BPeMs NMoYyBCTBO-
BaTb OTBETCTBEHHOCTb 3@ TO, YTO NPOMUCXOAUT Ha IKPAHE U B KU3HM.

BekTOp ncmxonornyeckoi apamol bbin 3asaH elle nbecoi fopbkoro «Ha
[AHe», KOTOpbl pa3BMBANCA B CTOPOHY 3CTETU3AUMWM MAPTFMHANBLHOMO MpPo-
CTPaHCTBA B UrpoBbIX duabMax. ITa beccmepTHas nbeca bbina cNpoeLmpoBa-
Ha Ha AMOHCKME UCTOPUYECKME Peannm U IKPAHU3MPOBAHA AMOHCKUM PeXUC-
cepom AKnpa Kypocasoit B 1957 roay.

MpogonxkeHnem Tembl cTan «JoaeckageH» unam «og CTyK TpamBaliHbIX
Konec» Kypocasbl (1970) — Knaccuka KaHpa. XoTa B KMHOBEAYECKMX KOM-
MeHTapuAX 3TOT GUIbM 0ObIYHO OMMCLIBAETCA KaK KMU3Hb TOKMICKMX TPYLLOD,
NNOKaNbHOCTb, @ He TOTaNIbHOCTb NPeACTaB/EHHOrO Ha 3KpaHe MaprHaAbHOro
MPOCTPAHCTBA, NOCTOAHHAA CBA3b NEPCOHaMKeW C 3a3KpaHHbIM Bnarononyy-
HbIM FOPOAOM, NO3BONAET FOBOPUTL UMEHHO 06 MHBA3WMK.

CbemKM 3T0ro Guabma BeIMCb NPEUMYLLECTBEHHO B NAaBUIbOHE, TO CTb
6bI/IM UCKYCCTBEHHO CO34aHbl CUMYAKPbI 3TOTO TUMA MaprMHasbHbIX NPo-
CTpaHCTB. KOMNO3MLMA NPAKTUYECKM KaXKA0ro KaZpa uAaeanbHoO BbiBEPEHA, B
pe3ynbTaTe Yero BM3yasibHblil PAL, KOTOPbIN NO MAee AOMKEH oTobparKaTb M
CMMBONN3MPOBATb M3HAHKY FOPOACKOM KM3HU, BOCTIPUHUMAETCA 3CTETUYECKU
NPaBUAbHbBIM, COBEPLUEHHbIM, Kak Ntoboe NponsBeaeHne UCKYCCTBa.

CnepnyeT ckasaTb, 4to Kypocasa no 6onbwomy cyety He nykasut. Map-
rMHanbHas cybKynbTypa ANOHUM M OpraHM30BaHHbIE €10 «FHEe3[0Bble» MPO-
CTPaHCTBA Ha CaMOM Jiefie He NNLIEHbl NOPAAKA U 3CTETUKKU, B HUX BCe O0-
CTAaTOYHO JIOFMYHO OPraHM30BaHO, ObIT MUHMMU3MPOBAH. Mpu 3TOM AtOAM,
KOTOpbIe 34,Ch XMBYT, OCTAIOTCA COLMANN3MPOBAHHBIMU, MHOTUE U3 HUX XOAAT
Ha paboTy, y KOro-To fake ecTb MasieHbKUii BU3HEC No Npoaarke CaMoaenoK
WM Nepenpoaarke Koaseram no HecyacTblo NpeAMeTOB NepBoi HeobxoaMMo-
CTW. 3TO He KaMeHHbIA W He CaMaHHbI camocTpoli pases, KOTOPbIM HYXKHO
0b6WKMpHOe NPOCTPAHCTBO, @ KAPTOHHbIE KOPODOKM, ymelLatoLLmMecs Noa MocTa-
MU 1 Aaxe BYKBasIbHO Ha yauLAX, FAe HAaxXO4WUTCA YKPOMHbIN YronoK. 34ech
HET Xaoca U NPU3HAKOB MOMOWMKW. YAMBUTENbHO, HO I0AM MbITAOTCA YKPACUTD
cBOM yborve KuamiLa, B ropofKax U3 KapTOHHbIX KOPOBOK ABepHbIe NPOEeMbl
3aKpbITbl YACTEHBKMMM 3aHABECOYKAMM, HA CTEHbI HAHECEHbl AEKOPaTUBHbIE
y30pbl, T.€. 04U, OKA3aBLUMECA B TAXKENON XKU3HEHHOW CUTYaLLMK, CTapatoTcA
KaK-TO OpraHM30BaTb CBOW ObIT M 06YCTPOUTLCA BOMPEKU BCEMY.
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B eBponelickoi KNHemaTorpapumn ognH U3 3HakoBbIx Gunbmos — «Jlegm
B ¢pyproHe» (Hukonac XantHep, 2015), NocBALLEHHbI MYHOMK Apame OTaeNb-
HOTO Ye/I0BEKA U MHBA3MBHOMY OTHOCUTE/IbHO MOBWMILHOMY TUMY MapruHab-
HocTW. Jlean xuBeT dyproHe u nepemelLaetcA B HnarononyyHom parioHe
ropofa oT OAHOro AOMA K APYroMy, NOKa, HAKOHeL, He oceflaeT pAAoM C A0-
MOM MUcaTens, CTPaLaloLWero pasaBoeHnem AMYHOCTU. baaronpuctoiHoCcTb
6PUTAHCKOWM MEHTANbHOCTM NO3BONAET MaprMHaabHON Aame BbITb BNMCAHHOM
B MECTHbIW KY/NIbTYPHbIN NaHAWADT M ONUMOHANbHO U GYHKUMOHANbLHO, B 4acT-
HOCTW, OHa NOJ/Ib3YETCA KOMMYHMKALMAMM YAaCTHOTO AOMaA, K KOTOPOMY Mpu-
napKosana cBoi GyproH — MOET PYKU, XOOUT B TyasleT, U HUKTO HE MOXKET el
BO3pasuTb, 4O6PONOPAAOYHbIE FPpaXKAaHe He Tak BOCMUTAHbI, YTOObI NPOrHaTh
6eaHyt0 KeHWwMHyY. OHa, KCTaTh, ToXKe bblna YacTbio 3TOro 406ponopaLoUHO-
ro MMpa, HO B KaKOM-TO MOMEHT, Noc/ie Haesaa Ha MOTOLMK/NCTA, ee CO3Ha-
HWe CNOManocCb, U OHA NOPBaNa CBA3U C MMPOM — C OLHOM CTOPOHbI, YTOObI
CKPbITbCA OT HaKa3aHuA, c Apyro — Bbibpas 6€340MHYIO0 }KU3Hb Kak CaMOHa-
KasaHue. Ho 1 onaTb e, BCe 3TO BbIMAANUT C 3KPaHa OYeHb KpacuBo, Guabm
CHAT B NPUIYLWEHHON LBETOBOM raMme, TUMUYHOMN ANA aHITUINCKON 3CTETUKM,
a HapALbl Nean, He yTpPaTUBLUE apPUCTOKPATUUHOCTM, HAaNOMMHAIOT Aoporue
ofeAHNA B CTUNE rpaH:K. ONATb Ke MHBEePCUA CTUAA, UHBEPCUSA ICTETUUECKUX
NpeAnoYTEHNN. ..

B pOCCUIMCKOM KMHOKY/NBTYpE CaMbiM MOLLHbIM MO CUIE SMOLMOHANb-
HOro Bo3gencTeua b6bin u ocTaetca dunbm «Hebeca obeToBaHHbIE» dbAapa
PasaHoBa (1991). MecTo AeicTBUA — CBasika HEAANIEKO OT Kee3HOA0POKHO-
ro BOK3a/sia — O4YeHb TUMUYHO 4NN PEaNbHOro MapruHaAbHOrO NPOCTPaHCTBa
pOCCUICKOM fencTBUTENbHOCTU. «[loM» BoMKel B JaHHOM Caydae — OTCAy-
YKMBLUMIA CBOE BAroH, YTO TOXE A0CTAaTOYHO PeasuCTUYHO — B HEM PeasibHO
BbI)KMTb B CYPOBOM KAMMATe, M 3abpPOLUEHHbIE BArOHbl Ha 3aMacHbIX MyTAX
HepegKko CTaHOBATCA obuTanuwem 6e300MHbIX. [cuxonorMyeckas Apama
JMWHKX Ntogei, pa3BoOpPayYMBalOLLAACA Ha 3KpaHe, MPeLCTaBAeHHasA Korop-
TOW NyYLIMX COBETCKMX aKTEPOB, BE/IMKONENHAs OnepaTopcKan pabota — Bce
3TO ONATb e cnocobCTBYET 3CTETU3AUUM MAPTMHANBbHOCTA B 06bIAEHHOM CO-
3HaHMMW. BaxKHbIM MOMEHTOM ABAAETCA BPemMs Co34aHus duibma — anxue
AEeBAHOCTbIE, 3M0Xa pacnaga COBETCKOro obpasa Xu3HM U GOopMMPOBaHUA
HOBOM MAEHTUYHOCTM, KOr4a OYeHb MHOTME MOHeBONE OKasanucb «3a 6op-
TOM» WU NepeLliv Ha U3HAHOYHYIO CTOPOHY M3HU. C Tex Nop NoBenoch, 4To
pOCCUMICKME MaprMHaabl — 3TO He Te, KOTO Yropasau/io poaMUTLCA B HULLETE
W yHacnepoBath ee. M no cet feHb «6onee NonoBuHbI GOMKEN UMEIOT cpea-
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Hee obpa3oBaHWe, YeTBEPTb — CpefHee cneLunasbHOe U CpefHee TeXHUYe-
CKoe, T.e. 6ONbIUMHCTBO — AOCTAaTOMHO 06Pa30OBaHHbIE NtOAU, MHOTME UMEOT
XOpOoLUMe CMeuManbHOCTU Nocie OKOHYaHMA NPOGECCMOHANbHBIX YUMAMLLY
[11, c. 42]. (3aecb HafO OTMETUTb, YTO CNOBO «BOMMK» — Cyrybo COBETCKO-
poccuiickan abbpesBuaTtypa, o3HavaowWwaa Lo «bes onpeseneHHOro mecta
WUTENbCTBa», MOCKOJIbKY B COBETCKOE BPEMS C/OBO «He340MHbIN» NpOTUBO-
Peyunno CoLMaNNCTUYECKUM peanmnam.) ITo Te N0, KoTopble B 6ONbLUMHCTBE
CBOEM He CMPAaBUANCD C *KU3HEHHBIMWU TPYAHOCTAMM U NOLAN BHU3 NO COLM-
aNbHOM NECTHULE, MHOTAA [0BONbHO CO3HATE/IbHO U CTPEMUTENBHO.

Oco3HaHHOCTb Bbibopa 1 ocobas dpunocodus mapriuHanbHOCTM 6bina 6o-
Nee CTONeTUA Hasag reHnanbHo nogmedeHa fopbKMM U CKOHLLEHTPUMPOBaHa B
moHonore CatuHa: «Ye-no-sek! 310 — BenmkonenHo! 3710 3ByunT... ropao! Ye-
no-sek! Hazo yBaxkaTb YenoBeKka! He KaneTb... He YHUKATb €ro XKanocTbio...
yBaxKaTb Hago! [...] Korga a nay no ynuue, ntoam CMOTPAT Ha MEHS Kak Ha XKy-
NMKa... U CTOPOHATCSA, U OMNAAbIBAIOTCSA... U YACTO roBopAT MHe — “Mep3asel!
LapnataH! Pabotain!” Pabotath? Ans Yero? Ytobbl 6biTh ChiThIM? (XOXOUeET.)
Al Bcerga npesunpan Aoaen, KOTOpble CAULWKOM 3ab0TATCA O TOM, YTO6bI BbITb
CbITbIMU... [...] YenoBek — Bblwe cbiTocTM!» [46]. MOHONOIMM rOPLKOBCKOM MNbe-
Cbl 6blIM HEMHOTO NOAPEAAKTUPOBAHbI U COKPALLEHbI B €€ HOBOM KMHEMATO-
rpaduueckom npouteHun — dunbme «Ha aHe» (Bnaaumup Kortr, 2014) (Puc.
3), roe aencTene NepeHeceHo B HaLWKW AHM, @ MECTO AENCTBUA — U3 HOUNEKKU
Ha OKpanHax ropoga Ha ropoacKyto CBAsKY.

fopopcKan cBasika, KOHEYHO, OT/IMYAETCS OT MHBA3UBHOIO MaprMHaAbHO-
ro NPOCTPaHCTBA CBOE 060COBAEHHOCTbIO, U NPEACTaBNAAETCA HEKOMN «NalT-
Bepcuen» Tpywob tOra. 310 0cobbIM MUP CpalLeHUs KOPPYMNMPOBAHHOCTM
M MaprMHanbHOCTU, TAe NPOBOAATCA MHOFOYUCIEHHDBIE KYPHANUCTCKME pac-
CNefloBaHUA M CHUMAIOTCA AOKYMeHTasnbHble GUNbMbl, KaK OTeYeCcTBEHHbIE,
Tak U 3apybexHble, Hanpumep, dunbm BBC «[leBouKa, *MUBYLLAA HA CBaNKe»
(Something Better to Come, XaHHa lMonak, 2014) [47]. COpoKaMUHYTHbI f0-
KYMEHTaNbHbIN GUAbM ABUACA PEKMUCCEPCKOW 3CCEHLUMEN MHOTONETHErO Hap-
paTMBa — CbEMKM HA NOAMOCKOBHOM CBa/iKe BEIUCb YeTbipHaguaThb aeT (1) u
3aKOHYM/INCb KNACCUYECKMM A1 3anafHbIX PeasnTu-woy X3Nnu-3HA0M — C
NMOMOLLbIO CbEMOYHOM Fpynnbl MaBHOM reponHe dunbma aesouke HOne yaa-
NOCb PELIMTb KBAaPTUPHbIM BOMPOC M NEPECENUTLCA B YesI0BEYECKMNE YCNOBUA
BMECTE C MaTepbl U BO3/I0BNEHHBIM.
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Puc. 3. MoHonor CatuHa. Pycckuii Tpeitnep dunbma «Ha gHe» (pex. B. Kotr)?

YTo e KacaeTca cobCTBEHHO COBPEMEHHbIX HappPaTUBOB, TO B POCCUIA-
CKOM MeamasoHe OHM MOABMAUCL HE TaK AaBHO M A0BOJ/IbHO BbICTPO 06penu
60/bLWyt0 nonynapHocTb. B YouTube Takux KaHanos MHOro, Ho co6CTBEHHO
B [BYX MX HWX Tema 3asB/eHa B Ha3BaHMM — 310 «Jlioam y6(x)ntogm» [48]
(27 Tbic. noanucumkos) (Puc. 4) n «eHb 6omxka» [49] (42 TbiC. NOANUCYMKOB).
TyT y»Ke HEeT 0cobOro MecTa NCUXONOTMYECKON ApamMe, TaK KaK PacTAHYTOCTb BO
BPEMEHW, 310yNoTpebaeHne ANMHHBIMU NAaHaMK (AaXKe NPU HANUYUU MOH-
Ta)a M cKneek), 3noynotpebaeHve cTpUmamu B NpuHUMNE He cnocobeTeyeT
HanpAMKeHHbIM NepexnsaHmam n ¢punocodcTeoBaHMAM. MOKHO CKasaTb, UTO
B TAKMX KaHasax Ha MaTepuane MapruHaabHoOW CybKynbTypbl peanmsyeTcs cTa-
pas naes MNasonnHn o 6eckoHe4HOM GUNbME O KU3HW NHOAEN.

Ecau roBopuTb 0 MELMIMHOCTU, TO TaKMe MPOEKTbl UMEIOT CBOU oYep-
HWe KaHa/bl B COLCETAX, €C/IN O KOMMEPLMM — TO Y HUX NAATHbIE NOAMUCKM,
KOTOpble NpeanonaratoT PaHHMI 4OCTYN K HOBbIM CEPMAM, BOSMOXHOCTb No-
NY4UTb AOMNONHUTENbHYIO MHGOPMALMIO O repoAx POJIMKOB, eCcTb CBA3b C pe-
KNamopgatensamu.

OCHOBHOM CMbICNIOBOM MOCbIT HAPPATUBOB — 3TO HE TO/IbKO nepdop-
MaTUBHOCTb, MOAMAAbIBAHME, HO U aKTUBHOE y4acTMe, B TOM YuCie U Noa-
NMUCYNKOB KaHaNoB. B oTnume oT Tpyw,06 MHBa3MBHOE NPOCTPAHCTBO CPABHM-

3 McTouHuK wm3obpaxeHusa cm.: URL: https://www.youtube.com/watch?v=rnRR5JIP1rw&t=14s
(18.03.2021).
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TenbHo 6e3onacHo ana 3puTena atoro nepdopmaHca, NosTomy oH obpeTtaet
CBOMCTBA MHTEPAKTUBHOCTM, BbIXOA4A B MHOE MPOCTPAHCTBO C Pa3HbIMU Y-
HbIMU Lenamu. «ToT, KTO cTan HOMMKOM, TepAeT CTaTyC YesoBeKa MW NpPo-
CTO NepecTaeT CyLWecTBOBaTb: 06 HEFO MOMHO CMOTKHYTHCA U HE 3aMeTUTb,
MOYHO CTOATb M PAaCCMaTPUBATb €ro, NOKa3blBas NasibLeM, MOXHO NOLONTHU U
choTorpadmnpoBaThCA PAZOM C HUM, NOLOUTU U yAAPUTb, ecn y Teba naoxoe
HacTtpoeHue» [50, c. 98]. Mo cnefam cloXKeToB B MecTa 0Kanusaumm bomken
MOTYT NPUIATK (M NPUXOAAT) MONOAYMKM C BUTaMM Unm ceppobonbHble TeTyL-
KW C NUPOXKKaMMU.

Puc. 4. «basa». Radio Bashka. NltognY6ntoau. 3asTpak Ha Caske | Kons sepHynca | JeHb 6omxa*

OTnenbHas TeMa — KOMMEHTapuu Nog, PO/IMKamu, B KOTOPbIX 3puUTenu
AenAatca Ha ABa narepa. OfHW rOBOPAT, YTO, MO/, CamMW BUHOBATbI, Apyrne —
Hy AaBaiiTe UM nomoxkem. [leBywWwKu NUWYT Nt060BHbIE MMCbMA 0COBEHHO Ap-
KMM nepcoHaXkamM, HO Yepes napy Ce30HOB MepPCoHaXK nepectaeT bbiTb TaKNUM
e APKMM, TaK Kak Kamepa beccTpacTHO GUKCUPYET NPOrpeccupyroLwnii anko-
ro/IM3M C NOMNYTHOW Aerpagaumnen AMYHOCTY.

3TM KaHanbl KaK Henb3a ayywe GUKCUMPYOT B3aMMOCBA3b MapruHaib-
HOM NPOCTPAHCTBEHHOM CaMOOpraHM3aLmnm ¢ 0CO6EHHOCTAMM HALMOHANBHOTO
MeHTanuTeTa.

4 WcTouHnk wnsobpaxenna cm.. URL: https://www.youtube.com/watch?v=_W77nj0dA50
(15.03.2021).
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MHTepecHoe ABneHne poccuitckoro YouTube — Bnaeobnoru camux 6om-
*el. Hanbonee «packpyyeHHble» NEPCOHAXKM — 3TO MOCKOBCKMI BoMK HKeHs
AkyT [51] u Oner MoHron ([dpakoHopoaeHHbI) [52]. HeHa ARyT — «nepBo-
npoxoZey, (MM no KpaitHel mepe NepBbl U3 U3BECTHbIX) “MapruHanbHoro”
pycckonsbiuHoro YouTube. 3aBen KaHan BecHow 2015 roga, Ho ymep OT Bocna-
NeHUA Nerkux cnycta nonroaa, 29 oktabpsa. 3a 3T mecaubl MeHa AKYT BbII0XKUA
39 ponukos» [53]. bBonee yaaununsbiit Oner MoHron Ha CBOEM KaHasie XopoLlo
3apabatbiBaeT, cnetan oTL4OXHYTb B TannaHza, BCTaBuA 3y6bl, CcTan repoem He-
CKOJIbKMX TOK-LUOY.

Tpell 3a8BAEH KaK KOHTEHT MHOTUX PO/IMKOB (KaK X3LWTer), 3aMeLlaHHbIN
Ha dUN0COPCKMX paccykAeHMAX Bpoae BbllenpuseseHHoOro moHonora Catu-
Ha — OTpMLAaHWUA Baar MaTepuanbHOro M1pa pagu «csoboapl», cBoeobpasHan
CEMaHTMYECKan MHBEPCUA M3BECTHOrO BbICKa3blBaHUA Mpuropua CKoBopoabl
«Mwup N0BUA MEHSA, HO He NoMany...

Ecnun oTOMTU OT NO3MLMKM UIPOBOTO KUHO, TO CTAHOBUTCA O4YEBUAHO, YTO
B COBpPEMEHHOM Poccumn «M3HaHKa ropoga» — 370 B HO/bWMHCTBE Cyvaes
pe3ynbTaT NocnegHux CTaagni ankoronnsama ee obutaTtenen, Yto obycnaenu-
BaeT BM3yasIbHble U Ka4eCTBEHHbIE XapPaKTEPUCTUKU TEX MUKPONAHAWADTOB,
rae oHu obutaloT. HeymepeHHoe notpebneHne anKorons cYMTaeTcs Haumo-
Ha/IbHOW YepTOM PYCCKOro Hapoaa, HO 0COBEHHO APKO MPOABAAETCA UMEHHO
B MapruHanbHoOW CybKynbType, NpeacTaBUTENM KOTOPOM NIMLIAKOTCA CEMbM,
Xunbs, paboTbl UMEHHO Mo 3Tol NpuunHe. COOTBETCTBEHHO, MeCTa 0buUTaHuMA
POCCUMICKUX BOMIKEW, JaXKe eCnn 3TO He CBasIKa, a TEM/oTpacChl, BOK3abl,
rapawu, 1econosiocbl, BCe paBHO NPEeBPaLLAOTCA B MOMOWMKY — /04N HUKAK
He OPraHM3yloT U He 0BN1aropakMBatoT CBOM «MATAYOK» 3eM/In, 34ecb Bceraa
NPUCYTCTBYIOT MyCOp, NycTble BYTbIKM U3-N0OA, aIKOTONbHbIX HAMUTKOB, rPA3b.

Buayanusauma «rHe3goBoi MapruHasbHOCTUY BMecTo BpeHaa u nep-
dopmaHca MOXKeT CTaTb CPeACcTBOM 60pbbbl C BTOPXKEHUEM MapPrUHaIbHOIO
NPOCTPaHCTBA B peryaapHoe MpocTpaHCTBO ropoga. Mpasaa, Takue cnydau
eMHWYHbI B TOPOACKOM NpakTuKe. B yactHocTu, netom 2015 roga B pasrap
BCM/iecka obuiecTBeHHoro 6ecnokoicTea No NoBoay 3acuibA H6e300MHbIX B
Hbto-Mopke 6bina opraHM3oBaHa KaMnaHMA, NOArOTOBAEHHAA MOANLEACKUM
cotozom, — «Ky-Ky, mbl Tebs Buanm». lobponopagoyrble xutenm dotorpa-
dupoBanu 6e340MHbIX Ha yauLE, MOMEYAn UX MECTOMONONKEHUE U 3arpyKas
doTorpadum Ha cneumanbHbIn Beb-calT [26].

CooTBeTcTBeHHO, B CLUA mapruHanbHas cybKynbTypa BbiHYKAeHa bbiTb
MobunbHON. Yenosek nepemeLlaeTca BMecTe CO CBOMMM BELLAMMW, CO CBOEM
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TE/IeKKOW, N03aMMCTBOBAHHOM B CynepmMapKeTe, Kak TONbKO OH ocefaeT Ha
OHOM MEeCTe, Y Hero BO3HMKatoT Npobnemsl. M noatomy anusoanyeckue npo-
rpammbl nomoLuy 6e3gomHbim B LLiTaTax BKAOYatoT B ceba pasgady ogHOMeCT-
HbIX NepeaBUMKHbIX KABUHOK, B KOTOPbIX MOXHO HOYEBATb U XPaHUTb BELLU.

Tema NPOCTPAHCTBEHHON NIOKANIM30BAaHHOCTU Mapr1HaNbHON CyBOKybTY-
pbl cBA3aHa ¢ Npo6naemoit rpaHuy,. C 04HOW CTOPOHBI, 3TO rPaHULLbI Mexay bna-
romnosly4HbIMKU U HebNaronoNy4HbIMK paoHamu. C Apyroi CTOPOHBbI, eC/IN peyb
naet 06 MHBA3MBHOM MaprMHaNbHOCTH, BCA CPEAA FOPOAA MOXKET NpeBpaLLaThca
B NOrPaHNYHOE, IMMUHAIBHOE MPOCTPAHCTBO C COOTBETCTBYIOLLMMM 3aKOHAMM.
3T0T peHOMEH B 4eM-TO cxofeH ¢ beHoMeHOM GpPOHTHPa Ha amepUKaHCKOM [un-
KoM 3anage, rae rpaHuLa Mexay OCBOEHHbIM U HEOCBOEHHbIM NPOCTPAHCTBOM
CTaHOBM/IACb MECTOM OCEA/I0M XM3HU U NopoxKaana ocobyto cybkynsTypy, rae
CYATANOCb HOPMA/IbHBIM, YTO KaKAbl MOXKET BbIXBaTUTb MUCTONET U HaYaTb
cTpenaTtb. ToTaslbHOe BCEMPOHUKHOBEHWE MAPrUHANbHOCTU B MHCTUTYLMOHA-
NU3UPOBaAHHOE KTENO» FOPOAA MOXKHO HabntoaaTh, Hanpumep, B Jlume, ctonunue
Mepy, roe Bce 6aarononyyHble U «CpegHEHbKME» AOMa, T.€. MPAKTUYECKU BCE
ZloMa B ropoge, 3aTAHyTbl N0 NepuMeTpy Kontouell NPoBOIOKON UM NPOBOAO-
KOI Mog, TOKOM, NOTOMY YTO MPOCTPAHCTBO YAWL, — 3TO OMACHOCTb. Takum 06-
pa3om BeCb ropoA, NPeBPaLLAETCA B MOrPaHUYHOE NPOCTPAHCTBO.

Korga ropog cam no cebe npeactasafeT NoaymapruHabHyto cpeay, To
B HEM, KaK B IMKOM Niecy, MOABAAIOTCA HAXOXKeHHble Tponbl. YyTb copewb ¢
TPOMNbI, CPa3y e nonajaeLlb B HEOCBOEHHOE BpaXKAebHOe NpoCcTPaHCTBO, KO-
TOPbIM MOXKET BbITb HE TONIbKO OKPaUHbI, HO U UCTOPUYECKME LLEHTPbI FOPOAOB.
Ecnu B BapcenoHe cOMTU € HaXOXeHHOM Pambibl M NOMTU HANPAMKU B CTOPOHY
Mysess Mupo (Mol InYHbIN ONbIT), TO Cpasy e B Nape ABOPOB OT Pambbl
yKe CTaNKMBaeLbCA C COBEPLIEHHO UHOW Cpesoin, rae He MecTo TypucTam U
npeacTaBuTeNnam neranbHoro mupa. Ho ata cpefa — cBoeobpasHasa U3HaHKa
UMeHHO Pambnbl, ee MHOFONIOAbA M MHOTOAEHEXbA. YyTb Aanblue HauMHaeT-
CA y}Ke NpaKTU4Yeckn 6e3ntofHbIi BbIMOPOUHbBIN FOPOACKON MNeii3a, rae Het
HW TOTO, HU Apyroro.

BcenpoHWKHOBEHWE MaprMHaNbHOCTU MOXET BbITb He TOTa/IbHbIM, @ TO-
YEeUYHbIM — MOXHO FOBOPUTL 06 MX PACCEAHHOCTU UM PAacTBOPEHHOCTU. Pac-
CeAHHOCTb — KOFAa /IOKYCbl MAaprMHaNbHOCTU NPeACTaB/eHbl B MPOCTPAHCTBE
ropoga He rpynnamu, a oTAe/bHbIMU KONOPUTHLIMU (MM HEe OYEeHb) NepPCcoHa-
Xamu.

PaccesHHOCTb Hanbonee sApKo NpeacTaBneHa Ha yauuax byaHoc-Alipeca,
rae NoAM XKUBYT HA yanLaX B abCoNOTHO 6aaronony4yHom palioHe ucTopuye-
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CKOro LEeHTpa. ITO v /IloAn U3 IyOBUHKM, U SMUTPAHTbI, KOTOpPble NpuesKatoT
CEMbAMM, POXKAIOT 34eCb AETel, HOUYIOT Ha MaTpacax, KOTopble CTaHOBATCA
CTaLMOHAPHbIMM NYHKTaMM, BOIOHTEPbI KA bl BEYEp NPUHOCAT UM ropsaume
YWHbI. ITOT NOPALOK NOAPOB6HO ONUCLIBAETCA B MANOCTPUPOBAHHbBIX B10rax
06 ApreHTuHe [54].

PacTBOpeHHOCTb — Korga btoprepckas M mMapruHanbHas cybKynbTypbl
nepemewanbl B «KaMeHHbIX OMKYHIIAX», U TYyT HET 0COObIX «HaXOMEHHbIX
Tpon» Ana obbiBaTeNs M TypucTa. ITO 0COBEHHOCTb, HaNpPUMeEp, KYAbTYpHO-
ro naHawadTa meranonncos NHAUW, rae B MPECTUMKHBIX U HEMPECTUNKHbIX
paiioHax ecTb NtoaM, KOTopble CRAT Ha LIMHOBKAX Ha yauLe U npobasaatoTcs
nonpoLlaiHuyectsom. B MHAMM MapruHanbHOCTb NPOHU3bIBAET rOPOACKOe
NPOCTPAHCTBO, MPUCYTCTBYET NPAKTUYECKM Be3ae, Kak Bo3ayx. [pu aTom HeT
OLLYLLEHMA TPAHWML, U TOPOZA He NpeBpaLLeH B KpenocTb. HauuoHanbHoli yep-
TOW ABNAeTCs GUA0COPCKOE OTHOLIEHUE K KMU3HM, 0OYC/I0BIEHHOE NOHATUEM
penHKapHauum — He 06s3aTe/IbHO CTapaTbCA AOCTUYb MaTepuanbHoro 6aaro-
COCTOAHWA B 3TOW YKM3HW, €C/IM OHO U TaK ByAeT AaHO B CNeayloWwel XKU3HM.
Noan, KusyLMe Ha yAnLLe, HYacTo NPUEXaBLUME B TOPOL U3 AEPEBHM, FAe Y HUX
6blN1 CBOM KaKOM-HMKAKOM AOM, HE CYMTAIOT, YTO OHM OMYCTUAIUCL HA HU3KUE
CTYNEHU coumanbHOW necTHUUbl. OHU He 06ycTpamBatoT CBOM ObIT, HO U He
YCTPanBatloT NOMOMKY M3 MecTa CBOEro NpoXKuBaHUA. M 3To Toxe nopoxapaeT
CBOIO BM3yanu3aLMio, Hanpumep, BoleAlee B TON NPU3EPOB KOHKYPCa KO-
nornyeckon dotorpadum u cTasluee BUPYCHbIM GOTO, Ha KOTOPOM MaTb cObu-
paeT AeBOYKY B WKONY B 6eTOHHOM Tpybe, cTaBwein nm gomom (Gautam Basu)
[55] (Puc. 5).

Ewe oanH BapMaHT MHBA3WBHOM MaprMHaibHOCTY — NoA3eMeNiba — CO-
KpbITWE CTUTM ropoAa OT NOCTOPOHHMUX Na3. Ecin 06paTUTbCA K pyCcCKoA3bIY-
HOI KNacCuKe, TO 34eCb OPUEHTUPOM OcTaeTcs nosecTb B. KoponeHko «etu
noasemenba» («B aypHom obuiectse») (1881-1884), pomaHTMUYeCKasa NCUXO-
Nornyeckas Apama o cembe 6e34,0MHbIX, XKUBYLLMX B Nognose 3abpoLueHHoM
YacoBHM Ha Knagbwuuie. B coBpemeHHOM pOCCUMIACKOM BapuaHTe 3TO Noaga-
Nbl M NOA3EMHbIE TEMIOLEHTPANM, BO MHOMMX ropogax rmobanbHoro KOra aTo
Knaabuwa — Tam, rae cTapble 3aXOPOHEHUA NPOM3BOAMANCL B CKAEMax, Ko-
TOpble Cernyvac akTUBHO WUCMOMb3YHTCA ANA KU3HWU. Camblii MaclITabHbIN noa-
3eMHbIV TOpos, — NMBHEBAA KaHanusauma Jloc-AHxeneca, — MeCTo, rae He
NobAT 6bIBaTb NOAULENCKME, NO3TOMY OHO CTabu/bHO, B OTIMYME OT Nana-
TOYHbIX TOPOAKOB. YacTb KUTeNel Nog3emMHOro ropoga obycTpamsatoT csoe
YKM3HEHHOEe NPOCTPAHCTBO OCHOBATENbHO U ¢ KOMbOPTOM, BosbLLAsA XKe YacTb
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Puc. 5. Matb cobupaet 404Ky B WwKony. Gautam Basu®

— 3TO NPUIOT HAPKOMAHOB U1 KPUMUHaA/bHbIX IMYHOCTEN. 34eCb eCTb CBOS CBO-
eobpasHas 3CcTeTMKa — CTEHbl IMBHEBKM MOKPbITbI rpadduTH, MHOraa AoCTa-
TOYHO NpodeccnoHaNbHbIMUK. ITOT NOA3EMHbIV FOPO/, MOAYUYNA CBOIO BU3Ya/lb-
HYIO M TEKCTOBYIO penpe3eHTaumio B MLEe XKypHanucta Matrbto O’BpaiiHa, ero
calT [56] copepKuT B cebe CCbIIKM Ha ero PeNopPTaXKK U KHUMM «og HEOHOM»
[16], «TemHble gHK, aApKue Houm» [17], «Mos Heaens B fonybom AHrene» [57].
MocnepHssa KHUra bbina caenaHa B nape ¢ n3BecTHbiM ¢oTorpadom Emniom
Xbto3om. MogzemHble ropoga noayvyuan OCBELLEHME U B POCCUMACKMX Bnorax
[Hanp., 58].

5. 3AK/THOYEHUE

0606L1an, MOXKHO CKa3aTb, YTO MapPrMHaNbHOCTb BCETAA BCTPOEHA B MO-
POACKOM Ky/NbTYpPHbIN NaHgwadT. B 3aBUCMMOCTU OT 0COBEHHOCTN MEHTasb-
HOCTW Ky/NbTypbl M OT 0COBEHHOCTEN HaLMOHANbHOTO KYALTYPHOTO NaHawadTa
OHa MMEET PasHYyH NPOCTPAHCTBEHHYIO CTPYKTYPY. C Heli CBA3aH Le/blii CnekTp
coumanbHbIX NPobaem, KOTOPbIE, OMATb e, MPOBOLMPYIOT 1 GOPMMPYIOT NPO-

5 UcTouHmK nsobpaskenunsa cm.: URL: https://hatefsvoice.files.wordpress.com/2011/10/indial2.jpg
(18.03.2021).
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CTPAHCTBEHHbIE CTPYKTYPbI, MX BU3ya/ibHble KauecTBa U MyTU UX penpeseHTa-
UMM B TEKCTAX, KUHO M meama. C 0gHOM CTOPOHBI, Npobiema MapruHaibHOCTH
CYLLECTBYET KaK PeasibHOCTb B reOKy/IbTYPHOM NPOCTPAHCTBE, a C APpyron —
Kak 06pa3bl, 3aneyaT/ieHHble B JOKYMEHTA/JIUCTUKE U UTPOBOM KMHO. Bugeo-
06pasbl, HaKoMN/IeHHbIe Ye/I0BEYECTBOM 3a NocaegHune MOACTONETUSA, ceilyac
HaMONHAOT NPOCTPAHCTBO MHTEPHETA, CO34a0T MHGOPMALMOHHYIO cpeay Ha
Noboii BKYC M 3aNpoc — OT POMaHTMKKM Ao Tpewa. OcBOeHWe CTUrM ropoga
MCKYCCTBOM BEAET K MHBEPCUM ICTETUKM U ITUKU. KMHO M LOKYMeHTaNbHble
BWAEO-HapPaTMBbl CTAHOBUTCA NpPeLefeHTHbIM TEKCTOM B KOHTEKCTE KyNbTy-
pbl. B3rnag yepes KMHOKaMepy Ha MapruHasbHYlO cpeay BO3BOAMUT ee B paHr
HOPMaNbHOCTH, BbI3bIBAET MIOOOMNBITCTBO U AaKe YA0BONLCTBUE, MPOBOLMPY-
€T JKeNnaHune NoceTUTb «HATYpy» — B KauyecTBe «INa3eroLero» Typucta uam B
KayecTBe aKTMBHOrO AesaTens. Ha ocHoBe npeueAeHTHbIX TEKCTOB KMHO(Ub-
MOB HauMHAET YMTaTbCA TEKCT PeanbHOro KyabTypHoro naHawadra. Mapru-
HaNbHOCTb BCE Yalle BOCMPUHMMAETCA He Kak npobaema, a Kak 3pesuiue u
WMHTEPAKTUBHbIA NepdopmaHc. MHTEPAKTUBHOCTb MOXKET ObiTb pPasHOM — oOT
peanusauumn CBOeM arpeccum 3a CYeT COUMaNbHO HEe3aLWMLEHHbIX Noael A0
UCMbITaHMA Cyabbbl B MOTEHLMANbHO OMAcHOM cpege, OT NaHMbpaTcTBa A0
6.1aroTBOPUTENLHOCTU.

MHdopmauma, nepesasaemas uyepes BU3yasbHble 06pasbl, NOMUMO
npobnembl 6e340MHOCTM M nceBaoypbaHu3aumm, KOTOpble 3aHMMaloT, Ka-
3an0cb 6bl, LEHTPa/NbHOE MECTO, OTPaXKaeT OCOBEHHOCTM CEMaHTMYECKOM
CTPYKTYpPbl KYAbTYpHbIX naHAawadToB. Popmupyerca BMU3yanbHaa 3MMUCTEMO-
norvsa Hebe3onacHoro, CTPaHHOro, «MHOro» ropoACcKoOro NPOCTpaHcTBa. IToT
«3MUCTEMOIOTMYECKMI HOH» CTAHOBUTCA HEOHXOAMMOMN OCHOBOM, C MOMOLLLbHO
KOTOPOW BO3MOKHO TPAKTOBaTb MaprMHaibHOCTb M KaK rMnepsmsyanbHOCTb 1
KaK COLManbHY0 HEBUAMMOCTb — coLManbHble Npobiembl, N0 CyTU, YaCTUYHO
nepemeLLaloTcs U3 chepbl 06CyKAEHNUA UX NPUYMH U NYTEN UX PeLleHns B NIo-
CKOCTb HabntoaeHus n ¢oTo- 1 BuaeodUKcaLmm.
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«BE3bIMAHHAA 3BE3A»:
MY3bIKA 34NCOHA AEHNCOBA
B ANCKYPCAX
HEOBbIKHOBEHHOW NCTOPUU

AHHoTauma. CTaTbA NOCBALLEHA TeNEBU3MOHHOMY dUNbMy «Be3biMAHHan 3Be3-
na» (1978, pexuccep M.M. Kosakos, komnosuTop 3.B. [leHncoB) Kak ogaHomy
M3 HEMHOTMX NPMMEPOB 3KPAHHOIO UCKYCCTBA, r4e My3blKa He NPOCTO noaaep-
YKMBAET NOBECTBOBaHWE, HO BbIXOAMUT Ha MepBbIfi MAaH KUHOMEHTbI, CTAHOBACH
OOHMM M3 eé nepcoHaxkei. [oaTomy ecTecTBEHHO, YyTo Ppuabm M. Kosakosa —
3. leHncoBa B AAHHOM CTaTbe PacCMOTPEH CKBO3b MPU3MY ero My3blKaibHOM
KOHLenuun. B doKyce BHMMaHMA OKa3blBalOTCA HEKOTOpble MHAMBUAYANbHO-
aBTOPCKME 0COBEHHOCTM, XapaKTepusytoLimMe KUHOMY3bIKY [eHucosa. B uucne
rNaBHbIX — NPUHLMNMANbHAA YCTAaHOBKA KOMMO3UTOPA Ha MHTErpaLuio My3blKku
B €41HbIV TEKCT KWHOMPOWU3BELEHMA, HENOCPEACTBEHHbIM 06Pa3om BAMAIOLLAA
Ha ero obpasHO-CTUNEBbIE XaPaKTEPUCTUKM M MO3TUKY B LeOM. B aTom pycne
aHaANM3UPYIOTCA Pa3/IMYHble MHTepnpeTauun cloKeTa (TOUuHee, OCHOBHbIX ero
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JMHWI — BCTPeYM rMaBHbIX TepoeB, OTKPbLITUA HOBOW 3BE3/pl U T.4.), UMetoLue
CYLLLECTBEHHbIE PACXOXKAEHMA B TEKCTAX PasHbIX aBTOPOB WM HEMOCPEACTBEHHbIX
Y4aCTHMKOB CbeMOYHOrO MPOLLECCa; [1aBHblE CMbIC/OBbIE TOYKM, MOAYEPKHY-
Tble B GUNbMe KNOYEeBbIMM CNOBaMM («BOK3an», «AWU3e/b-3/1eKTponoess» u
T.N.); HaKOHeL,, 3BYKOBOM M My3blKa/bHbli AW3aiiH KapTUHBbI, CO3aaloWmi ean-
HYIO NIMHUIO NoBecTBOBaHMA. OBbHapyKMBaeTcA ocoban posb 3BYKOBbIX AeTanein
(wym noesaa, BOK3anbHbIN KOMOKON U T.4.), CONPOBOMKAAMOLLMX NOBECTBOBaHME
1 npugatowmx emy ocobyto TlaTeNbHOCTb U AOCTOBEPHOCTb. OTMeYaeTcs, 4To
ApamaTypruyeckMm LeHTPOM GpUIbMa CTaHOBUTCA MMMPOBU3NMPOBAHHOE UCMON-
HeHne CUMGPOHUN, COUMHEHHON OAHUM U3 TNABHbIX NEPCOHAaXeNn — yuntenem
My3bIKK Yapei. 3HaUMMOCTb 3TOrO NPOU3BEAEHUA B KOHTEKCTE NMOBECTBOBAHMA
upesBblYaiiHO BesKa: ¢ CuMOoHMelt CBA3aHbI peLuatoLue NoBOPOTHI CIOXKeTa, B
HeW coeaAMHAIOTCA MHTOHALMMW U IENTMOTUBLI, onpegenstoLye obLuii aMoLmo-
HaNbHbIN TOH KapTUHbI. 3AUCOHY [leHNCOBY yAaeTca B TOMHOCTU BOCNPOU3BECTU
3amblicen Yapu, co3aaB AeTann3npoBaHHbIN MHTOHALMOHHO-TEMATUYECKUI1 Npo-
dunnb CumdoHunmM, yemy cnocobcTBOBana M UCKyCHas TeMOPOBO-PUTMUYECKAA
anddeperumauma. Kpome Toro, OH BbICTPaMBaAET My3bIKabHYIO ApaMaTypruto
TakMM 06pa3om, YTO B MOMEHT 3By4aHUA CUMPOHMM aKTyann3UpPyOTCA CMbIC/IO-
Bble JOMMUHaHTbI pUIbMA, BON/IOLLEHHbIE B CUCTEME €0 FMaBHbIX 3ByKO06pa3os
(tema Topona, Tema MoHbl 1 Ap.). B onpeseneHHOM CMbIC/IE MOXKHO YTBEPXK-
[aTb, YTO B 3TOM GW/IbME My3blKa CTAHOBUTCA YEM-TO HONbLIMM, YEM CayHATPEK
B NPMBbIYHOM MOHUMAHUM 3TOrO C/IOBA: OHA AB/AETCA HEOTHEMJ/IEMOW YacTbHo
CIO¥KETa, MPOHWUKAET B Pen/ivku repoes (NoBTopAtoLLeecs YNOMUHAHWE aHIINI-
CKOrO POXKKa MM pacckasa o cTpoeHnn CumdoHum). Bo mHorom 6rarogapsa my-
3blKe, BHOCALLEN B AeicTBUE PUIbMa HOBblE MOATEKCTbI, POMaHTUYECKas Kome-
VA NPeACTaeT Kak CNOXKHOe HEOAHOM/IaHOBOE Mpou3BeaeHue, 0bHapyXKuBas
HenpuBbIYHYIO FPaHb TBOPYECKOTO AapOBaHUA O4HOTO M3 CambIX YBEXAEHHbIX
KOMMNO3WUTOPOB-aBaHrapancToB XX Beka.

KnioueBble cnosa: KOMNO3NTOP, CayHATPEK, aHA/N3 CIOXKeETa, APamaTyprus, cno-
BOLEHTPUYHOCTb, 3ByKOObpa3
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NAMELESS STAR:

EDISON DENISOV’S MUSIC
IN THE DISCOURSES

OF AN UNORDINARY STORY

Abstract. The article addresses the 1978 film Nameless Star (directed by Mikhail
Kozakov, music by Edison Denisov) as one of the few examples of on-screen art
in which music not only supports the story, but comes to the fore, becoming one
of its characters. Naturally enough, in this article, Nameless Star is considered
through the lens of its musical concept. The focus is on some of the composer’s
individual features that characterize his film music. Among the main ones is
Denisov’s fundamental idea about integrating music into a single canvas of a film
work, which directly affects its figurative and stylistic characteristics and poetics
in general. In this vein, the author analyzes various interpretations of the plot (or,
rather, plotlines—the encounters of the main characters, the discovery of a new
star, etc.), which have significant divergences in the texts of different authors and
direct participants in the filming process; the main semantic points highlighted in
the film by keywords (“station”, “diesel-electric locomotive”, etc.); and, finally, the
film’s sound and musical design shaping a single line of storytelling. The special
role of sound elements (train noise, station bell, etc.) accompanying the narration
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and endowing it with special thoroughness and authenticity is revealed. It is
noted that the dramatic center of the film is an impromptu performance of the
Symphony composed by one of the main characters—Mr. Udrea, music teacher.
The significance of this artwork in the context of the narration is extremely high:
decisive plot turns are associated with the Symphony; it combines intonations and
leitmotifs that determine the overall emotional tone of the film. Edison Denisov
manages to reproduce Udrea’s intention to the finest detail, creating a nuanced
intonation-thematic profile of the Symphony, thanks to, among other things,
skillful timbre-rhythmic differentiation. Over and above, he structures musical
drama in such a way that during performance of the Symphony, the semantic
dominants of the film, embodied in the system of its main sound images, get
actualized (theme of the city, Mona’s theme, etc.). In a sense, the music here
goes beyond being a mere soundtrack: it becomes an integral part of the plot,
penetrating into the words of the heroes (recurring mentioning of the English
horn or the story about the structure of the Symphony). Largely thanks to the
music, which brings new implications to the film, the romantic comedy appears
as a complex, multiplanar work, revealing an unordinary facet in the creative gift
of one of the most convinced avant-garde composers of the 20th century.
Keywords: composer, soundtrack, plot analysis, drama, word-centricity, sound
image

BBEAEHUE

CocToAHME M3y4eHHOCTN KMHOMY3bIKM DancoHa Bacunbesmya [leHncosa
(1929-1996) — oaHa M3 CTPaHHOCTEN, KaKUX, B 06LLEM, HEMaO B OTeYeCTBEH-
HOM My3bIKO3HaHMU. KOMMNO3UTOP, IMYHOCTb M TBOPYECTBO KOTOPOTO Ha Mpo-
TAMKEHUMW JeCATUNETUI NPUTATUBANN OTPOMHOE BHUMaHWe, «MouapT ABajLa-
TOFO CTONETUAY, KaK ero HasblBasM Ha 3anage [1], B 061aCTM KNHOMY3bIKM OH
TaK W OCTa/ICA KOMMO3UTOPOM, HE CIULLKOM 3aMETHbIM ANA UCcCnefoBaTeNnen.
TaKoe NoNoXKeHWe COXPaHAETCA U B HaWKW AHK. [loCcTaTO4HO 06bemMHas nTepa-
Typa, NocBALWEeHHan [leHUCOBY, NPOAO/IKAET PACTU B LLMPOKOM TEMATUYECKOM
AnanasoHe: oT buorpaduyecknx uccnesoBaHUm 40 U3y4eHNa My3blKaibHO-Te-
opeTuyeckux Tpyaos [2; 3; 4] MNpu aTom 061acTb NPUKNAAHON My3bIKM OCTa-
€TcA, KaK U Npexae, 3a npeaenamm cepbe3Horo aHaIMTUYECKOro UHTepeca.

Mexay Tem, 3Ta YacTb Haceama KOMNO3UTOPA — OZHA U3 CaMbIX Npes-
CTaBUTENbHbIX U MHOroobpasHbix. TpuauaTb neT (c cepeamHbl 1960-x go ce-

! Bripoyem, 1 B 06/1aCT1 aKaZeMUYECKON My3bIKM HEKOTOPbIE 3amnajHble UCCNef0BaTeNN CUMTAIOT
[leH1coBa KOMMNO3UTOPOM, Ybsi My3blKa HYXAETCA B NEPEOCMbICIEHUM, — B YacTHOCTH, JleoH BoT-
CTaliH, FNaBHbIA PefaKkTop aBTOPUTETHOTO KypHana «The Musical Quarterly» (Oxford University
Press) [5, p. 5].
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peaynHbl 1990-x) [eHncos 6bin Komno3muTopom TeaTpa Ha TaraHKe; B Te4eHMe
Tex e TPMALATK NeT OH paboTan B KMHO, HanMCcaB My3bIKy NPUMepPHO K 70-TK
duNbMam pasNnYHbIX KaHPOB. B Mx uncne — JOKYMEHTasIbHbIE M HAayYHO-MO-
nynsapHble dunbmbl (0Kono 30), XyLoKecTBeHHble (KUHO- 1 Teneduabmbl — B
06Lei CNOKHOCTM 29), MyNbTUNANKALMOHHBIE (3), dUnbmbl-cnekTakam (7).

Mpu 3TOM KOMMO3UTOP He CAWULLIKOM CEPbE3HO OTHOCUJICA K 3TOM YacTu
cBoero TBopyecTBa («He Aait 60r, KTO-TO HaYHET M3y4yaTb MOe TBOPYECTBO MO
KWHO nan TeaTpy» [1]). O4HAKO 3TU cnoBa BpAA, M CieayeT BOCNPUHMMATL Kak
OLLEHKY: W TeaTpasibHas, U KWHOMY3blKa [leHMcoBa no 60o/bLueit YacTu Npesoc-
XOZHA, @ B HEKOTOPbIX C/IY4asnX MOMKET PacCMaTPUBATLCA B PALY BEPLIMHHbIX
OOCTUMKEHUI }KaHpa. Tem He MeHee, ero BbICKasblBaHWA MOMOTaloT MOHATb TO
I71aBHOE, YTO BbINI0 ONPESENAoLLMM B €70 OLEHKe COBCTBEHHOM KUHOMY3bIKU.

Cpean OecATKOB KMHOPAboT KOMMO3UTOP BbIAENAN BCEFO ABE WU TPU.
MnaBHbIM B CO34aHWMM 3BYKOObpasa GpuabMa OH CYMTaN CNOCOOHOCTb My3bIKM
€034aBaTb COOCTBEHHBIN BHYTPEHHUI NaH, BbipaxaTb TO, YTO TPYAHO BbIpa-
3UTb B c/oBax. Ero paboTta co 3BYKOBOW LOPOMKKOM OTHOCUTCA K TOMY Tuny,
KOTOPbIN ONPeaenfeTcs Kak «MHTepnpeTauma u3obpaxeHus»: [leHUCoB, Kak
NpaBuio, He WUCMONb3YyeT HeWTpasbHble, GOHOBbIE 3BYYaHWUs, MpeanoyYnTas
«the emotional or empathetic synchronization image with sound» [6, p. 108].
B 6ecesax ¢ [. LUyabrMHbIM KOMNO3MTOP BCNOMMWHAET COBMECTHYIO paboTy ¢
pexuccepom B. Teoprmesbim, B COAPYHKECTBE C KOTOPbIM NOABUANCL «Maeanb-
HbIR my>k» (1980) u «*KenaHne nobsn» (1993) — Te HEMHOIME KapTUHbI, KO-
Topble [leHNCOB CYMTAN CBOEM KOMMNO3UTOPCKON yaayel. B HEKOTOpbIX cayya-
AX OH BbIAENAET OTAE/bHble My3blKa/ibHble 3NN304bl — Hanpumep, B Gunbme
«OnbIT 6peaa noboBHOro ovaposaHua» (1991), AeicTBME KOTOPOrO NPOMUCXO-
ONT B NCUXMATPUYECKOW NedebHuue: «Tam ecTb bonblumne, a banke K puHany
— MPOCTO OrPOMHbIE, KYCKU MY3bIKM, YyTb N HE AECATUMMUHYTHbIE 3MM304b,
rae NoYTU HET CI0B M eCTb TOIbKO OZ4HA NOYTU CIOPPEaNMCTUYECKAA NO CBOEM
Kpacke my3sblika» [7, c. 117].

B psaZy ntob1MbIX KWHOPA6OT [leHUCOB Ha3bIBAET U My3bIKY K Tenedunb-
My «besbimaHHaA 3Be3ga». CHATbIM B 1978 roay pexuccepom Mwuxamaom
Ko3akoBbIM MO Mbece PyMbIHCKOrO gpamaTypra Muxauna CebacTbaHa, 3TOT
dunbM CTan oAHOMN M3 NPEKPACHbIX CTPAHUL, YXOAALLErO B HEGLITUE COBETCKO-
ro KuHematorpada pybexa 1970-x — 1980-x rogos.

«be3biMAHHaA 3Be3ga» — AEUCTBUTENIbHO He3aypsaaHoe npousBene-
HWe, JOCTOViHOe OBCTOATE/NIbHOrO aHanu3a. 3TOT GpUIbM HAaXoAWUTCA B Ync/e
CPaBHWUTENBHO HEMHOIUX NPUMEPOB, r4e My3blKa He NPOCTO NoaJepXusaeT
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NMOBECTBOBaHME, HO BbIXOAMT Ha NEPBbIM NNaH, CTaHOBACb OAHUM U3 Mepco-
Haxkel ¢unbma. Takas posb 3aaHa CAMUM CHOXKETOM: OAMH U3 LLEHTPasbHbIX
NepcoHaXKel — y4nuTeNb My3blKM, COMMHMBLLMI CUMPOHMIO. «Bonblue, Yyem
CayHATPEK»: 3TU CNoBa, KOTopbIMM Komnosutop Cepreit HeBckuii 0603Haunn
OAHY M3 cBOMX cTaTeW [8], B NOAHOW Mepe MoK BblTb OTHECEHbI K My3blKe
«besbimAHHON 3Be3A4bI», XO0TA HeBCKWIA ee He ynomuHaeT. Bnpoyem, cpeau
NepeyvncneHHbIX UM KMHOKAPTWUH, B KOTOPbIX PAacCMATPMBAOTCA Pas/nYHble
CNly4an aBTOHOMM3AUMKM My3bIKKM, «CayHATPeK» [leHncoBa BCe PaBHO CTOAN
6bl 0cObHAKOM. KOMNo3uTOp 6611 NPOTUBHUKOM TOTO, YTOGbLI €ro My3blika A5
KMHO 3By4asa B KOHLEPTHOM UCMOJHEHWUM, B OTPbIBE OT KUHOMNPOM3BEAEHMUS;
OH HUKOTAA He AeNlan U3 Hee CIOWT, XOTA M CYMTasl, YTO B HEKOTOPbIX CayYanx
My3blKa/IbHbIi MaTepuan BrnosiHe 3T0 nossonseT. 3. Jlucca cnpaBeannBo OT-
MeYaeT, YTO KMEeTOAbl KOMMO3ULMN KMHOMY3bIKM HECKOIbKO OT/IMYAOTCA OT
MEeToA08B COYMHEHUA aBTOHOMHOM My3bIKM», NOAYEPKMUBAnA, YTO ABa rNaBHbIX
TBOpUA dMAbMa — 3TO pexkuccep U komnosutop [9, c. 302]. Cam [leHuncos 0b6b-
AICHAN CBOWM TBOPYECKMIN METOZ, I1aBEHCTBOM PEXKMCCEPCKOTo 3ambicna: «Koraa
A NULWY TO, YTO CYMTAI0 CaM HeoBXO4MMbIM, TO BCE 3TO Y MEHA BbiCTpaMBaeTca
KaK eCTeCTBEHHbIV pe3ynbTaT NoAYMHEHUA KAKMM-TO BHYTPEHHE YCAbILLaHHbIM
naesm, To ecTb 34ecb A TO/IbKO CaM, 3eCb TO/IbKO MOE€, U i BCE 3TO NPEKPaAcHO
cnbiwy 6e3 BCAKUX MHCTPYMEHTOB. M coBcem Apyroe Aeno B KUHO AW B Te-
aTpe. 34ecb A YacTo AOMKEH [...] Ha4eBaTb YyXKYt0, HEMPUBLIYHYIO 1A MEHSA
macky» [7, c. 15].

OpHaKo Tenepb, Koraa TBopyeckoe Hacneane [leHncosa obpeno HoBble
CMbIC/Ibl, HEKOTOPbIE OTCTYM/IEHWUA BCe e caydvatotcAa. Mysbika 13 puabma
«be3bIMAHHAA 3Be34a» CTasa UCMOMHATLCA Ha decTuBase MMEHU IMCOHa
[JeHncoBsa, KOTOPbIN NPoxoanT B TOMCKE, Ha POAMHE KOMMNO3WUTOpa, — TO Kak
BM3UTHaA KapToyka meponpuaTtma (2015) [10], To Kak 04HO U3 COYMHEHMIA KOH-
uepTHoM nporpammsl (2019) [11]. 3To NOKa3bIBAET, YTO OHA BCE-TaKM LWarHyna
3a PaMKM KMHOTEKCTa U Npruobpena cBoe cOBCTBEHHOE 3BYYaHME, KaK bbl KOM-
NMo3MTOP HM BO3parkan NPOTUB 3TOrO.

CHOXKET U BOKPYT HETO

«be3bIMAHHanA 3Be34a», BOLWEALWAA B penepTyap COBETCKMX TEATPOB eLle
B 1950-e rogbl, 4O cMX NOp He TepsaeT nonynAapHocTU. CerogHa OHa NPUCYT-
CTBYET Ha TeaTpanbHbIX apuLIax M KaKk Mbeca, U Kak MIO3MKA, U Kak onepa, U
KaK 6anet. BnoaHe BO3MOXHO, 4TO ee TpuymMdanbHON CLLeHNYecKon cyapbe B
onpefeneHHow cteneHun cnocobereosan ycnex ¢unbma Muxamna Kosakosa,
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KOTOPbIN faxe B PyMblHMM, Ha poauHe ApamaTypra, MPU3HaH aydwen skpa-
HM3aLmel nbecol.

MonynapHocTb GuabMa 1 B caMom aene bblna orpomMHol. ITomy cnocob-
CTBOBA/O BCE: YAAYHbI CIOMKET, BE/IMKONIENHbIN aKTEPCKUIN cocTas, paboTa pe-
Xuccepa U onepaTopoB, My3blKaibHOe conpoBoxKAeHMe... OfHaKo, HeCMOoTpA
Ha 370, 1 0 nbece Muxanna CebacTbAHa, M 0 GUAbME HanMCaHO HeMHoro. [laxke
roZ CO34aHMA NEePBOMCTOYHMKA Yallle BCEro YKa3biBaeTCa HETOYHO — 19422,

Hanbonee [0CTOBEPHbIE, XOTA W YPe3BblYAMHO KpaTKMe CBeAeHUA O
nbece M ApamaTUYecKMX 0BCTOATENbCTBAX ee Co3haHuA codepkaTt “AHeBHU-
K1 nucatens” [12]. YNoOMUHaHUI COBCEM HEMHOIMO — BCEro MATb WM LIECTb,
HO B HWMX 0603HaYeHa XpPOHMKa OT Hayana A0 3aBepleHns pabotbl. MOXHO
NPefnoNoXKUTb, YTO TparMyeckne cobbiTWA, CONYTCTBOBABLUME CO3AAHMUIO
«Bbonblwon Megsegunupi» (aBTOPCKOE Ha3BaHWe MNbecbl), 4O HEKOTOPOM cTene-
HW NOB/IMANIM HA YCTAHOBKM ee aBToOpa U 0BYCN0BUIM MHOMKECTBEHHOCTb BO3-
MOYKHbIX MHTEPNPETaLMiA CloXKeTa.

OaHa 13 HMX npeacTaBneHa B ctatbe H). COpoku «“be3biMAHHaN 3Be3-
43" NPOBMHLMA KaK COLMOKYNbTYPHAA KaTeropua u cnocob BocnpmATUA ropo-
Za» (Ha yKpauHcKkom sasbike [13]), B pycCKOA3bIMHOM BapuaHTe pasmelleHHas
aBTopom B ero 6nore [14]. B 3Tolh paboTe 3aTparmBaeTca TO/bKO OAMH, XOTA
M 3HAUMMbII ACMEKT CloKeTa, — NPOBMHLUMANbHLIA FOPOA, CUMBOIMYECKOE
MECTO, B KOHTEKCTE KOTOPOTro TO/IbKO M MOT/1a NPOU30MTM NogobHas uctopwms.
ITOT acneKT PaccMaTpPMBAETCA KaK O4MH M3 BO3MOMKHbIX K/OUel K MOHUMa-
HWIO Npou3oLealmx cobbITUi, KOTOpble, NO CNpaBesAMBOMY HabAOAEHUIO
aBTOpPa, B OCHOBHOM CYMTbLIBAKOTCA HA OCHOBAHMMW BHELLUHUX NPU3HAKOB: «Yalue
BCEro KpaTKoe onucaHue ctoxeTa komegun M. CebactnaHa (Tak onpegensaert
aBTOP }KaHP NPOM3BEAEHWNA) CBOAMUTCA K TOMY, UTO M3DanoBaHHaA CKyyatowwas
CTOAMYHAA KpacaBuua cobnasHAET CKPOMHOrO MPOBMHLMANBHOMO yuuTeNs,
BNOGNAETCA B HEr0, HO OKA3bIBAETCA He B CM/IAX BPOCUTL MPENKHIO KU3Hb
pagM NpeKpacHOro BO3BbIWEHHOro 4yBCTBA. Takoe cBOeobpa3Hoe nepeso-
payMBaHMe M3BECTHOrO NpuHUMna chercher la femme B gyxe AOMWUHAHTHOM
MACKY/IMHHOCTM MacCOBOM KynbTypbl. C MOE TOUKM 3pEHUSA, CIOXKET O TOM, KaK
HEOXMNAAHHO HYXXHbI APYT APYry ObIBALOT CTONb Aa/NEKME BO BCEX OTHOLEHUAX
(v B KynbTYpHOM, 1 B cCOLMANbHOM, U B dM3nYeckom) noany» [14].

MozKeT bbITb, 06LLLENPUHATAS TPAKTOBKA U CTaNa OLHOM M3 NPUYMH TOTO,
YTO OCHOBHas YacTb JUTEPATYpPbl O GUNbME — CTaTbM B rasetax W nonynsp-
HbIX }XYPHanax, paccyXAeHua B COLMANbHBIX CETAX U Npoyee, 4To, BCaes 3a

2 Mbeca okoHuyeHa 21 aekabpsa 1943 roaa; npembepa coctoanack 1 mapta 1944,
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E.C. 31HbKeBMY, MOXHO 6bIN10 O6bl ONPeaennTb Kak «nepudepurto KyasTypHOro
nons» [15, c. 659]. OaHaKo No mepe HEOHXOAMMOCTM Mbl 3aTPOHEM U HEKOTO-
pble U3 3TUX UCTOYHMKOB.

YpesBblualiHO cTpeMUTeNbHAsA NOOOBHAA UCTOPUSA, ACHO OYEpPUYEHHAn U
ybeauTenbHo cbirpaHHas, CTaHOBUTCA OAHWM M3 [aBHbIX LLEHTPOB NPUTAXKE-
HUA, caBUras Ha 060YMHY HEKOTOpbIE ApYrUe IMHUK. 33 STUM POMAHTUYECKUM
bacagom CTaHOBATCA NOYTU HEPA3NUYMMBIMWU HEKOTOPbIE KOHTEKCTbI U MOA-
TEKCTbI, pa3bpocaHHble Mo BCeMy NPOCTPAHCTBY AUCKYPCOB (Mbechl, CLieHapus,
dunNbMa) M CBUAETENLCTBYIOLIME, YTO B ITOM UCTOPUM BCE HE TaK YK NPOCTO.

PasHornacua B NpodMTEHUM CIOXKETa HA4YaMCb C CAMOro Hadvana paboTbl
Hag ¢unbmom. Mpexae BCero M3-3a HUX BOSHUKAM TPYAHOCTM C aKTEPCKUM
cocTaBoM. [epBOHaYaNbHO NPUIAaLLEHHbIe Ha raBHble poav MapuHa Heeno-
Ba W Oner [Janb oT yyacTva B punbme OTKasanMCb. Heenosow nokasanoch He-
npaeaonogobHbIM, 4To MoHa, NpeKkpacHasa M3bICKaHHaA fama, Morna Bcepbes
PaccUmUTLIBATL HAa CHACTIMBYIO ¥KM3Hb C HULLMM NPOBMHUMANOM [16] — To ecTb
ee He yb6eaun OCHOBHOM CIOXETHbI X0/, CaMOM Mbechbl.

3TO [0BO/MIBHO MpUMeYaTeNbHaA MO3MLMA, CTaBALWLAA N0 COMHEHWe
OOMH M3 TNaBHbIX GAKTOPOB UHTPUIM: B CAMOM AE/Ie, YTO MOI/I0 NOC/YKUTb
NPUYNHOM CTONIb BHE3AMHOM BNHOGAEHHOCTM? HanoMHMM, 4TO TeKyLume obcTo-
ATENbCTBA, Ka3anocb Obl, COBCEM 3TOMY He cnocobcTeoBann: MoHa okasanacb
B HE3HAaKOMOM MecTe («B CTENUY, N0 ee C/IoBam), Houbto, 6e3 aeHer, B yborom
Xunuuwe 6e3 ygobceTs, B ropoae, rae HyXKHO CKpblBaTb CBOWM YyBCTBa, r4e Bce
CNepAaT Apyr 3a 4pYrom AaxKe Bo BpeMA CHa. [TOMMMO 3TOro, HakaHyHe OHa no-
ccopunacs ¢ Mpurom, cBoMm NtOHOBHUKOM; 3Ta cCopa CTasa NpuymMHoM bercTea
13 CMHau, YTo NPUBENIO ee CHaYaNa B Kyne AU3eNb-31eKTPonoesaa, a 3aTem Ha
HOYHOW BOK3aA 3alITaTHOrO ropoAKa. To ecTb, C O4HOM CTOPOHbI, MOHa NoHO-
CTblO /IMLIEHA MPUBbIYHbIX OPUEHTMPOB, @ BO3HMKLLAA NYCTOTA HY)KAAEeTcs B
CpOYHOM KomMneHcaumun. Ho ¢ apyroi, — noyemy Takoit KOmneHcaumen cTaHo-
BUTCA He 06blYHOE NPUKILOYEHME («M3MeHa rae-To Ha bonbwoit Measeguue»,
KaK onpeaenseT 3To COCTOAHME NOABUBLLMIACA HayTpo Mpur), a KenaHue pagu-
Ka/JIbHO M HaBCeraa NOMEHATb CBOK KU3Hb?

Mosuuma [ans, HanpoTMs, Kacanacb MaBHbIM obpasom cueHapwuA
(AnekcaHap XmenurK), B KOTOPOM aKTep YCMOTPE OTCTYMN/IeHME OT MYOUHHbIX
naein nepBouCToMHMKA. B oTnume ot HeenoBol, oH yBUAEN B 3TOW UCTOPUM
He NPUKNoYEHUe CBETCKOW Aambl 1 6eHOro yunTens, a TparMyecknin NyTb K
KaTacTpode — «HWMKaKoW 3Be3abl MUpot He OTKPbIA»! UMEHHO No3TOMY OH
CuYuUTan, YTo repoto bonblue He3auem KuTb.
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B nuceme Kk M. Kosakosy ot 30 aHBapAa 1978 roga Aanb nuwet: «[Aymato,
K CLEHaputo, a TeM nave K Gubmy HaZo NogouTu no mepke: “no Cebactnany”,
no nbece “be3bimsAHHanA 38e34a” » [17, c. 393—-394]. YnomunHaHKe B 04HOM pady
He TONbKO Mbecbl, HO U aBTOPA, KOTOPbIM BblAEPMKAN BCE YXKacbl GpaLMCTCKOro
pexunma, 4tTobbl Tparmyeckm normbHyTL B Mae 1945 roaa nog Konecamu rpyso-
BUWKa, YETKO NoKa3sbiBaeT GoKyc Bocnpuatua. Kak bbl HM 6bIN0, B CBOEM NUCbME
[anb cbopmynnpoBan rasHble TOYKU UHTEPNPETALLMM, OTCYTCTBYIOLIMNE B TEK-
cTe Xmenuka. Mpuseaem HEKOTOPbIE BbIAEPHKKMU U3 3TOTO AOKYMEHTA.

1. Ysxac.

Bom, Ha moli 8325150, dsuxtumerns eceli #U3HU 3Mo2o 20podd. Emy noo-

yuHeHo 8ce u 8cAl. PoxdeHue, cywecmesosaHue, 1106086, HeHasucmeo U

cmepme.

OH npoHUKaem 8 % u3Hb arodeli HesamemHo 0414 HUX U nepepoxcoaem ux.

3mozo e cyeHapuu Hem.

2. Cmpax.

Cmpax — Kak delicmeue. CmpawHo om nepemeH. CmpawiHo om Hero-

CYWAHUA U 8bINadeHUA U3 Haece20a 3a8edeHH020, MOHOMOHHO20 Cy-

wecmeosaHus [...]

3. u3sHe.

MuszHb — amo 2de-mo mam. u3Hb — amo myawjulica aKcnpecc [...].

Henb3sa ocmaHosums 1#u3Hbe — no2ubHews. B 6yK8anbHOM CMbIC/e 3KC-

npecc pazdasun Mupor, Koeda mom noneIimasca 0CMaHo8umMs ezo |[...J.

Bce ocmanoce, Kak 6bla0, U mosnbKo He cmano Muporo. OH ynemen Ha

csoto 38e30y. 38e30y, obpemuiyto umA [...] Imozo 8 cyeHapuu Hem.

4. Cymacwecmesue unu n0608s.

B amux 08yx 0603HaYeHUsAX Yesn08eYecKux cyu,ecmeosaHull, no-moemy,

ecmo obuwjee. Muporo cowen ¢ yma 30ece. MoHa cowna ¢ yma mam.

OHu 06a3amenbHO 00M#cHbI BblAU COMPUKOCHYMbCA C8OUMU MpPAeKmo-

pusmu. (Opbumamu.) Ho oHU He conpukocHynauce. OHU CMOKHYAUCS.

B3peis! (Heyxcmo, kpome cmepmu Mupoto, mak-maku Hu4ez2o ¢ cobol u

He npuHecwuli?) Oname-maku He 3Har. B cueHapuu smozo Hem.

5. PasmbiwneHus o pasmeliwineHusx [...]

Ho som e yem wmyka-mo — Hukakoli 3ee30bl Mupoto He omkpoin!

WU KHuza amo nodmeepduna!l 1 HUMoYKa, deprawas e2o 8 #U3HU, ro-

psanace, a nomom ecmpeya ¢ MoHol. 3mo 6yHm |[...]

HedonzoseueH bbin celi byHm. beina au eca ama ucmopua? beian au ma-

Kol 20p00? bbina AU cmaHyus, Mumo komopol KaxObll geyep NpoHO-

CU/ICA 3KCAPECC, U #umesnu 8bixoduau scmpeyams e2o? [...]
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Ewe pa3 nogyepkHemM: TparMyeckas TPAKTOBKA NbeCbl, K KOTOPOW CKO-
Hanca Oner Janb, 6blna obycnosneHa eguMHCTBEHHbIM MYHKTOM ClOXKeTa —
Mwupoto 3Be34y He OTKpPbI/. ITO 03HAYAET, YTO BCE, Ha YeM BblIM OCHOBaHbI €ro
rNaBHble CTPEM/IEHUA W YTO AaBaso eMy CUNY U BHYTPEHHEE NPaBO Ha He3a-
BMCUMOCTb, B OANH MOMEHT OKa3a/10Cb YTPAYEHHbIM.

OpHako M. Ko3aKoB BbIOBMPAET MHYIO IMHUIO UHTEPNPETALLMK, YBOASA re-
PO MaKCMMaIbHO AaNEKO OT TOV Tpareamnu, KoTopas Morna 6bl NOAYYUTLCA NPU
MHOM paccTaHOBKe aKLEeHTOB. Ha HeKOTOpble 06CTOATENLCTBA B CIOMKETE NbeChI
obpalaer BHUMaHWe oguH U3 astopos b6aorocdepsl, [. PuamMmoHeHKoB. OH
CpaBHMBAET [Ba MMEILLMXCA nepesBosa nNbecbl — M. KOHCTAaHTMHOBCKOrO U
M. CtenHoBo#, caguraa ¢oKyc Ha OAHO-eAMHCTBEHHOE MECTO, KOTOpOe, OA-
HAKO, pagMKaNbHO MeHAeT pe3y/bTaT. Peub NAeT BCe O TOM Ke Y3/10BOM MO-
MeHTe NepBOMCTOYHMKA: MUPOIO U3y4aeT TOIbKO YTO MOYYEHHbIV 3Be34HbIV
KaTanor BaH Mepwa — Ana Hero 3To NocnefHAA BO3MOXKHOCTb yoeantbca B
CBOEM OTKpbITUK. PUNMMOHEHKOB NpMBOAUT 06a Nepesoaa:

lMepesod CmenHosoli:

YYUTEJIb: daxe y Heeo. O0HO spems A dymas, ymo y lepwena — HO

Hem. Y lepwens mam 0soliHas 38e30a. Coscem dpyaoe. TonbKo y Hezo,

eduHcmeeHH020, 0Ha Mmoxcem bbimb, mosnbKo y BaH Mepuwia.

To 3e mecmo y KoHCmaHmMuHo8cKo20:

YYUTE/Ib: [la. O0Ho epems s 0ymas, Ymo y [epuiens, Ho 0KA3as0Cb, YMo

Hem. Y [epwensa 6bina 08oliHaa 38e30a — amo coscem Opyzoe. EOuH-

cmeeHHbil, y K020 OHa Mo2a bbl OKA3aMbCA, — 5MO OH.

«Tak “moxeT bbITb” Man “morna 6bITb”? — 3a4aeTca BOMNPOCOM aBTOP.
— fl coBepLUEHHO YETKO NMOMHIO 3TOT MOMEHT Ha crnekTakne B Konsaa-teatpe,
aKTep cKaszan no KoHCTaHTMHOBCKOMY, “Mora 6biTb”. 3To He menoub! 3To cyTb
ponu! “Morna 6bITb” — 3TO 3HAUUT, UTO €e TaM BCEe-TakM He OKaszanocb! ITo
3HAUUT, YTO BCE, YTO MHTEPECYET €ro B KHWUTe, OH yxKe Hawen!» [18].

Ecnv 3TV paccy:kaeHus BepHbl, TO BEPHO U Apyroe: B 3TOT Beyep, nepes,
CaMOW OCTAaHOBKOM Noesaa v NoABAEHWEM NPEKPACHON HE3HAKOMKM Mupoto
ybexaaetca, 4to 6bln NPaB B CBOMX pacyeTax, YTo AENCTBUTENIbHO COBEPLUUA
OTKPbITME MMPOBOrO 3HaYeHUA. U Torga nonyyaetcs, 4To MoHa 3HaKOMUTCS He
NPOCTO € 6eAHbIM LWKONbHBIM yYuTENEM, NYCTb U CHACTNIMBLIM B CBOEM MUPE
oTLeNbHUKa-0aNHOUKK. Mepea MoHOM — BENUKWIA yueHblid. OHa BNepBble BU-
[T ero MMEHHO Ha 3TOM BbICLUEN TOYKe CaMOOCO3HaHMA, KOTOPOe, HaZlo Npu-
3HaTb, MUPOIO HeceT ¢ peaKUM AOCTOUHCTBOM U CAEPKAHHOCTbIO.
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TonbKo No3¥Ke, Noby:KAaemMbli CaMoit HE3HAKOMKOM, OH pacCcKasblBaeT
el 06 OTKpPbITOM UM 3Be3ae. YBNEKanACh, OH TepAeT camoobnagaHue, Yem CKo-
pee nyraeT ee, Yem NpuBAeKaeT. MoHa faKe NbiTaeTca 6eaTb — 3TO BaXKHbIM
MOMEHT; C HEFO HAYMHAETCA OTCYET, NPUBAMKAIOLWNIA TepoeB K MUHYTE, KOraa
nx obomx Hacturaet ntoboBb. Y ABepeit oHa efBa He cbMBaeT € HOr rocnoaunHa
Yapto, WKONbHOTO yuYnTena mysbiku. M ganblue cobbiTUA HAaUMHAIOT YCKOPATb-
CA W YNIOTHATLCA, MOTOMY YTO BbICHAETCA elle OAHa YAMBUTENbHAA BELLb.
TaK ke, KaK O4MH NPOBUHLMANbHbIN YYUTENb OTKPbII HOBYIO 3BE34Y, LPYroi
NPOBUHLMANbHBIN YYUTENb COUMHUA CUMOOHMIO. ITU ABa COOLITUA KaKMM-
TO TAMHCTBEHHbIM 06PA30M CBA3aHbI, YTO MOAYEPKMBAETCA PENIMKOWN YapK
(«A noyemy 6bl emy ee He OTKPbITE? Hanucan e a8 cumdoHuto»). Pasymeercs,
OH TYT K€ HauMHaeT ee HaneBaTb, YB/IEKasACb NPUMEPHO Kak MuMpoto, TONIbKO
YTO NbITABLIMIACA PaccKkasaTb O cBoeW 3Be3ge. YapsA noet ana MoHbl — U OHa
BOBJ/IEKAETCA, MPOHUKAETCA STON My3bIKOM, CTAHOBUTCA YaCTbHO UMMNPOBU3NPO-
BAHHOIO MCMONHEHMSA. B KAKOM-TO MOMEHT AeNCTBUTENIbHO BCTYNAET OPKecCTp,
cumdoHmnn obpeTaeT peasbHOE 3By4aHWE — U B HEM CTAaHOBMWTCA ACHO pas-
JIMYMM FONI0C AHINIMIACKOTO POXKKA. EFO TemMa caerka KOHTPacTMpPYeT ¢ rMaBHOM
napTuen, B HeM CblleH OTTEHOK HeonpeaeneHHOCTU U IeTKOW TPEBOMU, «3MO-
LMW TOMIEHUAY», OTCbINAOLLEN K HEeA0CKAa3aHHOCTM 3BY4YaHMI BarHEPOBCKOrO
«TpuctaHa». MMeHHO B 3TOT MOMEHT MOHY 1 MMPOIO M HACTUIAeT COCTOSAHME,
KOTOpOe, BEPOATHO, OMPEeAENUT BCHO UX MOCNEAYHOLYIO KU3Hb, KakuUm Obl
HW OKasanca nosopoT ctoxkeTa (Mpumep 1. «besbimaHHan 38e3aa». Cepua 2.
3 MUH. 29 ceK. — 4 MuH. 57 cek.)3.

O KNHOYEBbBIX CNTOBAX

Ob6patMmca K HEKOTOPbIM MeANasMHIBUCTUYMECKMM XapaKTepUCTUKam
dunbma, ero «sepbanbHomy namepenuio» [19, p. 7].

dunbm «be3biMAHHAA 3Be34a» C/IOBOLLEHTPMYEH: 06 3Tom cBuae-
TENIbCTBYET MHOXECTBO C/10B U C/IOBECHbIX 0OOPOTOB, BLICTYMNAOLMX B POAU
NnenTmoTBoB. OHM CO34AlOT CBOErO POAa TOUKU HaMPAMKEHWUsA, BOKPYT KOTO-
pbIX FPYNNMPYIOTCA CMblC00bpasytolme cobbiTuA croXKeTa. B coBpeMeHHbIx
nccnefoBaHUAX BBOAMTCA 6onee LUMPOKOE MOHATUE «BOKOLEHTPUYHOCTUY
(D. Neumeyer), paccmaTpuBaemoe Kak dyHAAMEHTa/bHOE CBOWCTBO KWMHO:
«The narrative sound film is vococentric» [20, p. 24]. 3To onpeaeneHune Oo-
BO/IbHO TOYHO OTPAXKaeT KOHLUENUMIO WKMPOKO MOHUMAEMOMN MY3bIKaNbHOCTH

3 Cm.: URL: https://www.culture.ru/movies/544/bezymyannaya-zvezda (15.06.2021).
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dunbma. OpgHako [JeHMCOB NMPUMEHSET HECKO/IbKO MHOW MOAXOA, B 3HaAuu-
Te/IbHOMN CTeneHW OPUEHTUPOBAHHBIN HAa CMbIC/IbI C/IOBECHOMO TEKCTAa — 3TO
OT/IMYaeT pasinyHble 06NacTM ero TBOPYECTBa, OOHapyKMBas ceba n B Npu-
KNafHOMN My3blke. Bce TO, YTO BXOAMT B MHTOHALMOHHBIN KOMMAEKC TOFO UK
MHOrO 3BYKOODOPa3a, COCTOUT «Ha CNyKbe» y cMbICNa: }KaHPOBble U TeMbpoBble
pelleHunn, NafoBble U PUTMUYECKME XapaKTEPUCTUKU. «PuUTopuyeckas cuna
dunbma» (M. WLnoH) [21, p. 172] ycunmeaeTcs BoO MHorom bnarogapsa Tomy,
4YTO KOMMO3MTOP PaboTaeT, Npexae BCEro, UMEHHO C K/OUEBbIMM C/I0BAMM.

CooTBETCTBEHHO, BCE INMaBHble COObITUA MPOUCXOAAT BOKPYT HECKOMbKUX
Y3110BbIX MOMEHTOB, KaXXAbl U3 KOTOPbIX C/I0BECHO 0603HauYeH 60 NPUHLLK-
nmnasbHO He 0603HaYeH. «be3bIMAHHOCTL» B 3TOM GUIbME 3HAUUT HE MEHbLUE,
YeM MMEHOBAHME: 3TO AAHO HaM Y¥Ke B CaMOM MepBOM repMeHeBTUYECKOM
yKasaTtene [22], KaKum aBAseTca HasBaHWe Npom3BeaeHus. HeT UMeHu y 3Bes-
[bl, KOTOPYIO OTKPbIN yunTesb MuUpoto, HET UMEHWN Y TOPOAA, B KOTOPOM pas-
BOPaYMBaOTCA COObITUA, HAKOHEL,, HET UMEHW Y MaeMyasenb KyKy — TouHee,
KOra-To OHO 6b1/10, HO NOTEPANOCH M NOCTeNeHHO 3abblnock. 3a6aBHO Habto-
[aTb, KaK B 04HOWM M3 PpUHANbHBIX cLueH pur nbiTaeTca yrafatb 3TO UMSA, Ha-
pounTo nepebupas camble Henenble U HanbllWweHHble: dunodTes, EBnamnus,
dcmepanbaa... NoTepaHHOE MMA B ero NOHMMAHMU O3HayaeT HecbbiBwMecs
Hagexabl, OTKas oT ceba («fA NpMBETCTBYIO B BalLEM JIMLE TO, YEM Bbl MOI/M
6bITb»).

B Kakoi-To cTeneHu B pAady 6e3bIMAHHbIX BELLEA OKa3blBAETCA M CUM-
boHuMA Yapu: HacToMumMBble YNIOMMHAHMA aHIIMIACKOTO pPOXKa, 6e3 KoToporo
MCNONHEHWNE TepPsET BCAKMIA CMbIC/, BbIMAAAT KaK NONbITKA NPUAATb el YepTbl
WMHAMBUAYANbHOCTM WU HEMOBTOPUMOCTM. TUNOBbIE HA3BaHUA He CnacalT —
BeAb B MMpPe A0CTaTOYHO CUMGOHUM, HANUCAHHbIX B TOHa/IbHOCTU MU-6emob
Mmaxop u coctoawmx m3 Allegro, Andante, Scherzo n cHosa Allegro. Moatomy
cumPoHMA YApM NOKa OCTAETCA TaKOM Ke HeBUAUMOW U «Be3bIMAHHOMY, KaK
3Be3aa Mupoto, CyLLEeCcTBYIOLWAA TONbKO B €ro roN0Be.

OpHaKo B KaXKAoOM CNyvae mMbl UMEEM Aeno ¢ 6e3bIMAHHOCTbIO Pa3nny-
HOW Npupoabl: Hanpumep, y Magemyasenb KyKy 3To cneacteue yTpayeHHOro
MMEHM, KoTopoe 6biNo, HO OCTaNIoCh FAe-TO B NPOLU/IOM, a Y 3Be34bl (U cm-
¢doHUM) — coBcem HaobopoT. 18 HUX CKOPO BCE U3MEHMUTCA: YApa Noayuut
aHINIMICKMI POXKOK, @ 3Be34a B co3Be3aumn bonblwoin Measeauupl ctaHeT Mo-
HOM. U TONbKO ropog, COXpaHWUT CBOW Status quo: B KOHLENUUN GUAbMa OH fAB-
NAETCA HOCUTENEeM TOM «HyNeBOW cTeneHu nnucbMay (no P. bapTy), oTHocUTeNb-
HO KOTOPOW MOXKHO Habnto4aTb TEKTOHMYECKUE CABUTU CIOXKETA.
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MTaK, «ropoa» B KOHTEKCTE pUNbMA CTAHOBUTCA NEPBbIM pybeXoM, Ko-
TOPbIA NO3BONAET OLEHUTb CUY M MAcLTab npoucxoaAawmx MsmeHeHnn. Ha
dOHe «UMKNMYecKoro H6bITOBOro BpemeHu», Kak ero onpegenan M. baxTuH
[23, c. 280], Bce cobbITMA TaKkKe HOCAT MOBTOPAIOLWMIACA XapaKkTep. Ynoms-
HyTan paHee cTaTtba HO. COpoKM yrnybnaeTca B KaTErOpUIO KMPOBUHLUNY, U3-
B/IeKan Ha NOBEPXHOCTb ee HOPMbI M NpaBuaa: «fopoackoe obliecTtso — “Bce
noan” — BCTPevatoTcsa B KMHOTeaTpe (Mo cpegam v NATHULAM), B Napke, Kade,
3a urpoli B nokep. A no Beyepam OHM cobMpaloTca Ha BOK3ane HacAaanUTbCA
HOBbIM 3penuiLem — Ansenb-anektTponoesgom “byxapect — CuHaa”. OH He-
[aBHO BK/IIOYEH B pacnucaHWe U HUKOTA4A He ocTaHaBauBaeTca» [14]. Mlioboe
OTCTYNAEHWUE, CNef0BaTe/IbHO, CTAHOBUTCA HApyLIEHUMEM 3TOFO 3aBEeAEHHOrO
nopagka.

ABTOpP OTMEYEHHOI CTaTbM MbITAETCA BMMCATb KOHLEMNUMIO 3TOrO ropo-
[a B MTepaTypHyto Tpaamumio XIX BEKa, O4HAKO B TaKOM TPAKTOBKE CXOAUTCA
AaneKko He Bce. ECnn y pycckmx KNaccMKoB NPOBMHLMANbHbBIN rOpog, HacbIWweH
XMBbIMU AeTaNAMM, HEMOCPELACTBEHHO BAMAIOLLMMU Ha XOZ, ClOXeTa M nose-
[AEHUe NepcoHaxKewn, To B puibme npu BAnNKaMWeM PacCMOTPEHUN «ropoa»
OKa3blBaETCA, CKOPEE, YC/IOBHbIM NPOCTPAHCTBOM, PEA/IbHbIE XapaKTEPUCTUKU
KOTOPOro TO M AeN0 3aCTaBAAT YCOMHUTLCA B UX AOCTOBEPHOCTH.

OpHa M3 TaKMX XapaKTepuUCTUK — reorpaduyeckan: NpoBUHLMANbHOCTb
«ropoga» obbACHAETCA YAANEHHOCTbIO OT LeHTpa. OTHOCUTEIBHO €r0 MecTo-
NONOMEHUA B GUNbME COLEPKMUTCA TONbKO OAHO YKazaHWe — pPacrosIoKeH-
HOCTb rZe-To Ha noanyT oT byxapecrta o CHan. O4HAKO U 3TOro AOCTAaTOUHO,
4TObbI YOEeaUTbCA — «ropoa» He TaKas YK M NPOBUHLMA, 3TO, CKOPEe, YTO-TO
BPOAE roposa-caTeNINTa: Befb PAaCcCTOAHME LaXKe MEXKAY KOHEYHbIMM TOUKa-
MW MapLLpyTa coCTaBnAeT YyyTb 6onblie 100 KM. Taknum XKe npeyBennyeHnem
KaXKyTCA M YacTble A0XAM, O KOTOPbIX FOBOPUT Magemyasens Kyky B oaHOM 13
3aK/IOYMTENbHBIX CLEH: 34eCb, Ha tore EBponbl, Fae Tak APKO CBETAT 3Be34bl,
DOMANNBbLIX AHel bbiBaeT He bonee NATU B MecAll.

CBOEero posa CMMBONAMM ABASIOTCA U KUTENWU TOPOAA: HaYabHUK BOK-
3a/1a, ero NOMOLLHUK, CyAbA... Ha NpoTaxKeHMmn Bcero ¢puabma passmBatoTca u
TpaHchopmMmMpytoTCa AnLWwb ABa obpasa — Mupoto u MoHa: cayumBLIanca UCTO-
pyA UMeET 3HaYeHWNE TOIbKO ANS HUX.

Takum 06pa3om, ycnoBHaA 3alITaTHOCTb «ropofa» — 3TO YTO-TO Bpoae
[OrOBOPEHHOCTM MEXAY aBTOPamMW U 3pUTeeM, YTO OOHAPYKMBAETCA yiKe
¢ nepsbix Kagpos. Ha ¢oHe TMTpoB yunTtens Mupoto naeT Ha BOK3an 3a CBO-
el KHUIoM, KOTOpYo eMy A0/MKeH npuBe3T u3 byxapecTta rocnofuH Macky,
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BNafenel, yHMBepcanbHOro marasuHa. NyTb cnefoBaHus Mupoto aaeT BO3-
MOYHOCTb 3PUTE/II0 HEMHOTO MO3HAKOMMUTLCA C BUAOM FOPOACKUX yNoYek U
[OMOB, a 3a04H0, 6aarofapA NPUATHON My3blKe, HAaCTPOUTLCA Ha 0BLWMIA TOH
BOCNPUATUA. «TUTPbI» — NEPBbIM 3ByYalLMit 3Nn304 B napTutype JeHncosa,
nepBO3/IeMEHT BCEro CayHATPEKA, B LESOM OTMEYEHHOrO MHTOHALMOHHbLIM
eamHcTBomM. OH COOBLWaeT, YTo K MPOUCXOAALLEMY He ciesyeT OTHOCWUTLCA
CMLLKOM BCepbes. Cam KOMMNO3UTOP NOATBEPXAaN NMPaBOMEPHOCTb MMEHHO
TaKoOro BOCMPUATHA: «346Cb My3blKa — BCA Ha FPaHM C TAKUM M3ALLHBIM AyKa-
3om» [7, c. 15-16].

®parmeHTy € TUTPaMM NpeaLecTByeT elle oaunH anusoa. Ero mectonono-
)eHue B puabme — cBoero poga anurpad — ykasbiBaeT Ha 0cobyto cmbic/o-
BYIO PO/ib B CTPYKType dpunbma. B Kagpe Ha ¢oHe Wwyma noesga BUAHbI MLa
ropoXaH, BOCTOPYKEHHO NPMBETCTBYIOWMX MUYALLMICA IKCNpecc: Takum obpa-
30M «JM3eNb-3/1IeKTPONoe3a» No NPaBy PACMONOKEHUA («CUNbHAA NO3ULUAY)
OKa3bIBaeTCA CI0BOM AaKe 6osiee 3HaUMMbIM, YeM «ropogy. «KMHO Havanoch
€ noesfia — M 0 CMX NOP HEe MOXKET C HEro CrPbITHYTb», — FOBOPUT KMHOKPU-
TMK M. PaTrays, umes B BUAY NOYTU HEOTPAHMYEHHbIE BO3MOMXKHOCTM 3TOTO 3a-
MeuaTe/IbHOro ApamaTtypruyeckoro obbekTa [24]. 3To noaTsep:KAaeT U GpuHan
KapTWHbI, B 3aK/I04MTENIbHOM 3MM304€ KOTOPOTO LWKO/bHULIbI B 04epesHOM pa3
MULIYT NoZ, AMKTOBKY Magemyasesb KyKy npaBusio, 3anpeluatoLiee noceLieHune
BOK3ana B onpeAeeHHbIl Yac. TOT Yac — BpeMs, KOrga MUMO MX CTaHLuu be3
OCTAHOBKM NPOXOAMT BCE TOT e «AN3E/b-3NEKTPONOE3»: NPOU3HECEHHOE Ae-
BOYKAMM BCAYX, 3TO C/IOBO CTAHOBMUTCA NOCNEAHUM, KaKoe 3BYyYMT B dunbMe.

«BOK3an» — CMbIC/I0BOW aHTUMNOZA, rOPoAa», C HUM CBA3aH CaMblii Ap-
KW 1 MaccoBblit 3anu3og ¢unbma. s 4yactu ropoxkaH (Hanpumep, rMMHasu-
CTOK) 3TO MeCTO OKa3bIBAeTCs 3aMNpeTHbIM, YTO TO/IbKO YCU/IMBAET ero npuee-
KaTenbHOCTb. OfHaKo AN BONbLIMHCTBA KUTENel exxeBeyepHee noceweHne
BOK3a/1a, Ky/IbMUHALMel KOTOPOro KaK pa3s M CTAHOBUTCA MPOXOAALLUIA Snek-
Tponoesa, ABAAETCA CBOEro PoAa OTAYLIMHOW, OKHOM B MHYIO KU3Hb. Mpume-
YaTeNibHO, YTO MMEHHO MUPOLO, KOTOPbIM CaM HUKOTA4A He y4acTBYeT B FOPOA-
CKMUX TYNSAHBAX, NbITaeTcAa 06bACHUTL Magemyasesib KyKy UCTUHHbIE MOTMBbI
LIKOAbHUL,: «B TaKOM 3aX0/lyCTHOM FrOPOAMLUKE, KaK Hall... BOK3as — 3TO Ha-
cTosAwee mope. ITO NOopPT, HEM3BECTHOCTb, Aa/N... ITO XKaKaa yexaTb, yoexaTb
B ApYrue Kpas, B Apyron Mup».

EcTb B cueHapuu ¢unbma u ¢pasa-obmaHka — «Hu ogHa 3Be34a He oT-
KNIOHAETCA OT CBOEro NyTu». 3TO TUNMYHAA NOXKHAA NOACKa3Ka, obnagatoLas,
0AHaKo, 3G HEKTUBHOCTLIO, ECIN UMETb B BUAY YaCTOTY €€ LIUTUPOBAHUA B KOH-
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TEKCTE Pas/IMYHbIX UHTEPNPETALNIA CloXKeTa. BepoATHO, NonynapHOCTb 3TOM
¢$pasbl BbiI3BaHa €€ KPacoTon M NO3ITUYHOCTbIO, OAHAKO K UCTUHHBIM NPUYK-
Ham npousoluesllen UCTOPUU OHA UMEET NNLWb KOCBEHHOE OTHOLWEeHMe. MoHa
octasnaetT Mupoto BoBce He NOTOMY, YTO OHa — CYLLECTBO UHbIX MUPOB U ee
cyabba daTtanbHO npefonpeseneHa. MoHa — XMBas XKeHLWMHA cO CBOMMM
€NabocTaAMM, CTPaXxammn ¥ COMHEHWUAMM, a 3BE3/0M OHA CTasNa TONIbKO Ha OgHY
HOYb U TONIbKO ANnA Mupoto. Bce octanbHble — 1 [pur, 1 magemyasens Kyky, n
WKONbHMLA 3eMUPECKY, N AarKe yuuTeb My3blKM YApA — Haxo4AT B pelle-
HUM MOHbI BMOJIHE MOHATHbLIN 34PaBblii CMbIC/, XOTA, KOHEYHO, B HEM TOXe
3aKN0YeHa He BCA NpaBsaa.

Ha camom gene MoHa BMamT B MuUpoto He yunTensa-besHsAKa, a BeAu-
KOro 3Be3/104eTa, OTKPbIBLUErOCA el MUHYBLEN HOoYbto. OHa 3HaEeT, YTo YK
OH-TO TOYHO HMKOTAA He OTK/IOHUTCA OT CBOETrO MyTU M NO3TOMY XOYEeT HaBcer-
[a oCcTaTbCA ANA HEero eAMHCTBEHHOMN 3Be3/0M, yragaHHOW UM B CO3BE3auu
Bonbwoit MenBeauLbl. [l0O3TOMy OHa NOKMAAET €ro. 3TO XOPOLIO NOKa3aHo B
NpoLasbHOM [Manore repoes, KOTOPbIM OT Havana 40 KOHLA 33JaeTca U Ha-
npasnaetca MoHou:

YYUTEJ1b (830pozHys): Tol ye3ncaew, MoHa?

MOHA: a... 5 dommkHa...

YYUTE/1b: MoHa!

MOHA: Ho A eepHyce.

YYUTE/Ib: Kozda?

MOHA: Ckopo.

YYUTE/Ib: 3aempa?

MOHA: He 3Hao...

YYUTEJIb: Mocnezasmpa?

MOHA: He dymatro.

YYUTE/Ib: B sockpeceHbe?

MOHA: [la... 8 8ockpeceHbe... OOHa*Obl 8 BOCKPECEHbE...

YYUTEJIb: }damb meba?

MOHA: KoHeyHo!

YYUTE/Ib: Ha soK3ane?

MOHA: Hem, Ha 8ok3ane He Hado. A npudy ctoda. #ou meHs 30ece.

YYUTE/Ib: Kozda?

MOHA: KaxOdvlli geyep.

YYUTE/Ib: MoHumaro.

MOHA: Ymo mel noHumaews...
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3pecb AaHO NOYTH HarnagHoe nNpeobpa3oBaHMe BPEMEHHOTO B BEYHOE,
e «BOCKPECEHbE» U3 OUepPeHOro AHA Hedenu NPeBpPaLLaeTcs B «04HaXAbI B
BOCKpeceHbe», a KOHKPETHOE BPeMSA OXKMAAHUA — B «Ka bl Bedep». To ke
KacaeTca M mecTa byayLiei BCTpeUn: KOHeUYHO, 3TO ByAeT He BOK3as U faxe He
Aom Mupoto; 3To ByAeT 3araf04HOE «34eCb» — TOT UCTUHHBIN MUP, B KOTOPOM
OHM TOJIbKO ¥ MOT/IM NOBCTPEYATHCA.

MY3bIKA B APAMATYPTN ®UIBMA

CayHAaTpek «be3bIMAHHOM 3Be34bI» UrpaeT HEMaNoBaXKHY ponb B hop-
MUpOBaHUM 0bLwer KoHuenuuu ¢unbma. Ero obwas npomsonKuUTeNbHOCTb
[0BONbHO 6onbwaa — okono 30 MMHYT. B 3aBUCMMOCTM OT CBOErO pacnosno-
YKEeHWA OHa BbINONHAET Pa3/IMUHble SIOKabHble GYHKLUW: UANOCTPATUBHYIO,
KOMMO3ULMOHHY0, GOHOBYIO U T.4. OAHAKO 3TUM PO/b My3biKK, 6e3ycNoBHO,
He orpaHMYMBaETCA, B YeM Hac yoexxaaeT 6onee AeTaNbHbIN aHanu3 ee B3au-
MOZEMNCTBUA C BUAEO- U BepbasibHbIM pAaaMM.

Maptutypa [eHucosa coctomT u3 28 Homepos (Ne 19 oTcyTcTayeT, 3aT0
ABaxkabl BcTpeyaeTca Ne 18). B ¢unbme 3By4aT NoyYTH BCE HOMEPA, KOTOpble
[AaHbl MPAKTUYECKM 6e3 USMEHEHWN, KaK B NEPBOMCTOMHUKE: BO3MOXKHbI /IULLb
WX NOBTOPEHMA UM COKPALLEHHOE 3ByYaHWe. My3biKanbHbIN pag «besbimaH-
HOW 3Be3fbl» co3fgasancA [eHWCoBbIM B KOPOTKME CPOKM: BCe dparmeHThl,
Kpome «CumdoHum Yapu» (Ne 18), 66111 HanncaHbl NPEUMYLLLECTBEHHO B XPO-
HO/IOTMYECKOM Mopsfike B nepuog ¢ 27 ceHTabpa no 13 oktabpsa 1978 roaa.
Komnosutop coumHAN NX, PyKOBOACTBYACH Y¥Ke OTCHATbIM MaTepuanom. «Cnum-
boHuMA» e Bblna HanncaHa 4 UIOHA, K HaYany CbeMoK, T.K. Npeanonaranoch,
4TO OHa ByaeT 3By4aTb B Kaape. UMeHHO 3TO M 06YC/I0BMI0 OTMEYEHHOE BbllLE
WHTOHALMOHHOE e4MHCTBO CayHATPEKA, BCE TEMbl KOTOPOTO CBA3aHbl ¢ «Cum-
doHuen». Ho ans 3putens Bce NPOMCXOAUT HAOOOPOT: IMaBHble MHTOHALWUU
NOSABNAIOTCA NOCTENEHHO, NO Mepe Pa3BUTUA CIOXKETA, YTOBbl COMTUCL BOEAM-
HO B KYy/IbMMHAUMOHHOM TOYKe puabma. 3ameTUm, YTo Npu NOBTOPHOM MNPO-
CMOTpe 3ByKOBOM 06pa3 ¢unbma npoctynaet 6osee OTYETAUBO, T.K. My3blKa
CTaHoBUTCA bonee y3HaBaemoW (PONb 3pUTENBCKOTO BOCMPUATUA B KOHTEKCTE
No3TMKN dUNbMa, 0COBEHHO OYEBMAHAA NPWU NMOBTOPHbIX MPOCMOTPAX, OTMe-
yaetca [l. Kynesunu-YuncoH (Danijela Kulezic-Wilson)) [25, p. 125—-126]. OgHako
3/€Cb BaXKeH He TONbKO 3puTesb (agpecaT) Uam ycTaHOBKa Ha ero npeanonara-
emylo peakumio. NepeocmbiCneHMIO NOABEPraeTca camMa BpemMeHHas KOHLen-
LUMA CayHATPEeKa: NOrMKa My3blKasbHOTO Mpouecca, Npeactarowan B NMHeN-
HOW NocneaoBaTeIbHOCTY 3MU30A0B, Ha Ae/le OKa3bIBAETCA COBCEM He TaKoM
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OflHO3HayHOW. Kaxpas Tema 6narogapa MHTOHAUMOHHOMY CXOACTBY C FNaB-
HbIM My3blKa/IbHbIM 3MM3040M HAaYMHAET BOCMPUHMMATBLCA KaK ero npeadys-
cTBMe (B aXxMaTOBCKOM CMbIC/ie — «Byayluee, KOTOPOe, KaK M3BecTHo, bpocaeT
CBOIO TeHb 33J0/1T0 Nepes, Tem, Kak BOITK, CTy4asio B OKHO, NpATanock 3a ¢o-
HapsMK, NMepeceKano CHbix...).

B yBepTiope NpefcTaBieHbl OCHOBHbIE 3BYKOOOPa3bl, KOTOpbIE pacnona-
ratoTcs, B OCHOBHOM, MeXAy ABYMS MOMOCaMM: NEPBbIN CBA3AH C XapaKTepw-
CTMKOW 6bITOBOM chepbl (MPOBUHUMANBHBINA TOPOA, KUTENMU, UX EKEAHEBHbIE
NPUBbIYKK U pUTYasbl). YCNOBHO Hazosem ero memoli fopoda. IMeHHO B 3Toi
YacTu cayHATPEKa KOMMO3MTOP BBOAMT TOT TWUM COMPOBOXAEHMA, KOTOPbI
onpefenseT Kak «My3blKy Ha FPaHu C M3ALWHbBIM AKa30M». BTOpoI 0THOCUTCA K
06pa3am BO3BbILLEHHbIM, POMaHTUYECKUM — 3TO ByayLlas mema MoHel. BHa-
Yyane mexay HUMM ele He HabNtoLaeTCa CUIbHOMO KOHTPAcTa — OH MPOABUT
cebs noske, o mepe passutua cobbiTnit. 0b6a 3ByKoobpasa byayT NnoABNATLCA
B Pa3HbIX 06/1MYbAX — MHTOHALMOHHBIX, TEMMNOBbIX, PUTMUYECKUX, PEFUCTPO-
BbIX, GaKTypHbIX... Ha 3TOM XapaKTtepe paboTbl C MaTepnasoM NOCTPOEH NpakK-
TUYECKM BECb CAYHATPEK.

B 3TOM 3Ke pasgene NoABAAOTCA U OCHOBHbIE MHCTPYMEHTbI, KOTOopble by-
ZyT CONPOBOXKAATb KaXKAbli M3 3BYKOOOPA30B HA NPOTANKEHUM dUNbMa: Nep-
BbIVi NPeACTaB/IEH NPENMYLLECTBEHHO KnaBecMHoM, pneliTol, Tpyboi, BTopoit
— KNapHeTOM M CKpUNKamu. B HEKOTOPbIX CLieHaX My3blKi IMB0 OYeHb Mano
(3nn304, noasneHna MoHbl), 1M60 OHa M BOBCe OTCYTCTBYET (HayanbHbIN 3nu-
304, CLUEHbI B TMMHasuK). Ho ecTb U GparmeHTbl, KOTOpble CONPOBOXKAAOTCA
My3bIKOI Ha BCEM NPOTAXKEHUN: «BOK3an», cLLeHa UCnofHeHUa cuMboHUU, BTO-
pas yacTb anm3oaa «Ha H6ankoHey, cueHa «YTpo», npowwaHue MoHbl 1 Mupoto.

PaccmoTpum nogpobHee posib My3blKM B OTAEbHbIX 3NM304aX U CLEHaX.

«BoK3an» — caman maccoBas cLeHa ¢uabma, ero aKCnosnums. 3aecb
NOAB/AIOTCA BCE NEPCOHAXM, 32 UCKOYEHNEM MOHbI U yuntens Yapu, Kom-
nosutopa. Cny4aHbiM 06pa3om B 3TOT Ae€Hb HA BOK3an Npuxoamt 1 Mupoto:
OH NepenyTan Bpems, Koraa Biagenew, yHusepmara Macky JOMKEH NpUBesTH
eMy 3aBEeTHYIO KHUTY. YyKepoaHoCcTb Mupoto oueBnaHa: ybeamBLInCh B CBOEMN
OWmnbKe, OH NOKMAAET BOK3aA, HE AOXKMAAACL NPUBLITUA AN3Eb-3/1EKTPONO-
e3ga.

OcHoBHa#A YacTb 3Nn304a «BOK3an» CTPOUTCA Ha BapUaLLMOHHOM Pa3Bu-
TUW OBYX Y)Ke 3HAKOMbIX MOTMBOB — TeMbl fopoga v byayuieit Tembl MOHbI.
3T0 A0BONABHO MPOAO/MKUTENbHbIN 3NM304, (ANUTCA OKONO AECATU MUHYT),
KpaliHue YacTu KOTOpOoW NPeaCcTaBAAoT cobol pa3roBOpHbIE CLEHbI C KUTENA-
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MW TOpofa, a CpeaHAR — CLEeHY NPOXOAALLEr0 MUMO AU3€eNb-31eKTPON0e3aa,
KOTOPOFO C TaKUM HETEPNEHUEM KAANN ropoKaHe. Mysblka cpegHero pasgae-
Nla BHOCUT 04eBUAHDBIN KOHTPACT: paHTacTUYeCKas MeyTa, HeyJl0BUMOCTb M No-
NIeT NPOTUBONOCTABAAOTCA 04HO0OPa3HON MOHOTOHHOM peanbHOCTU. B Kpait-
HWUX pa3genax 3Byyallme BapuaHTbl ABYX Ha3BaHHbIX TEM, TO BBOAACH B CLIEHbI,
TO HEOXWAAHHO 06PbIBAACH, CYXKaT, B OCHOBHOM, GOHOM A1A Pa3roBOPHbIX
avanoros. CpegHwii »Ke pasgen LesMKOM NOCTPOEH Ha HOBOWM My3blKa/ibHOWM
Teme (Ha30BeM ee yc10BHO Temoi MNoe3aa), MHTOHauuoHHO 6au3Kol Teme lo-
poaa; pasroBopbl Ha ee GpoHe OTCyTCTBYIOT. Tema Moe3aa conpoBOXKAAET BCO
CUEHY: €e YETKMI U HEM3MEHHBIN PUTM, ACHOCTb M 3aBEPLUEHHOCTb KaXKaowm
bpasbl, OAMH U TOT KEe MHCTPYMEHT BO BCcex npousBeaeHusax (poptennaHo
CONO0) BbIPa3UTENIbHO UAMIOCTPUPYIOT ABUXKEHWe. [oe3a npoesrKaeT, HO B BO3-
[yxe oCcTaeTcA BUTaTb 3anax AOPOrnx AyX0B; MKeHLMHbI HAYMHAOT 06CyKAaTh
NPeKpacHble WAANKN U BPUANNAHTBI NaccakMpoK. OAHAKO o4YeHb bbICTPO BCe
YCMOKaMBAETCA, TOPOXKAHE PACXOAATCA M BO3BPALLAIOTCA K CBOMM OObIYHbIM
aenam. MysbliKa BbIpasuTe/IbHO UAMOCTPUPYET 3TOT NEPEXOL: HAaYano penpu-
3bl 3MM3043a COMPOBOXAAETCA My3blKOM MMMNPOBM3ALMOHHOIO XapaKkTepa y
dopTenmaHo, NOCTPOEHHOM Ha MHTOHALMAX TemMbl Moe3aa (Kak OT3BYK, BOC-
NoMWHAHKWE), BCKOpe nepexogawmin B Temy lfopoga. Cnepyet pobasutb, 4T0
CueHa obpamseHa yaapaMu B KOJIOKO/, KOTOPblE HEM3MEHHO CONPOBOMKAAOT
COObLEHNA O ABUKEHUN MOE34a U BXOAAT B €4MHbIN 3BYKOBOW 06pas Bce-
ro anusoga (Mpumep 2. «besbimaHHan 3Be3ga». Cepua 1. 11 muH. 56 cek. —
13 muH. 15 cek.?).

OTAeNbHOro YNOMUHaHWA 3aCNyXKnBaeT TeMbpoBoe pelleHne cayHAaTpe-
Ka. JeHucos Boobuie yaenan ocoboe BHUMaHMe Tembpam, ogHaKo B dpuabme
«be3bIMAHHAnA 38€34a», r4e OTHOLIEHME K BbIBOPY My3blKa/ibHbIX MHCTPYMEH-
TOB BXOAMT B CTPYKTYPY CIOXKETA, OH BbICTPAMBAET TEMBPOBYIO ApPaMaTypruio
0COBEHHO TLATENbHO.

Kak y»Ke 0TMe4aniocb, MHTOHALMOHHbIV MaTepuan Ha NPOTAXeHUN GUib-
Ma NoCTOAHHO NpeobpasyeTca, N3MeHsAETCA, MHOrAa NoYTU A0 Hey3HaBaemo-
CTU. B My3blKe MOXHO yCAbllWaTb TLWLATE/IbHO CKPbIBAEMOE; B HEM 3ByYaT MO-
TWUBbI YTPAT M COXANEHMWI, OTCYTCTBYIOLLME Ha BUAMMOM YPOBHE CloXKeTa. Tak,
Hanpumep, Tema opoaa Yalle BCEro 3ByYMT Y KaBECHMHA, CYXOBaTOe U MeXxa-
HUCTMYHOE 3BYyYaHWe KOTOPOro cO3AaeT aTMoCchepy YHbINOW KU3HU TOPOLAKA,
B KOTOPOM HMYero He npoucxogut. OgHaKo B MOMEHT, Korga mafemyasenb

4 Cm.: URL: https://www.culture.ru/movies/544/bezymyannaya-zvezda (15.06.2021).
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KyKy, TaiiHo BntobneHHan B MuUpoto, NOAXOAUT K ero Aomy, 3Ta Ke Tema npo-
BOAMTCA y TPY6bI B CONPOBOXAEHMUM apdbl: HA 3TOT pa3 OHa 3BYYMT B MUHOpE
B MeA/IeHHOM TEMME U B Hel CNbILUTCA ¥KMBaa YenoBeyeckas nevanb. Heyau-
BMTE/IbHO, YTO C Pa3BUTMEM CODbITUI, CBA3AHHbIX C MoHOI 1 Mupoto, 3Ta Tema
NMOCTENEeHHO MCYE3aET COBCEM.

Tema MOHbI Yalle BCEro 3BYYMT Y KNApHETa M CTPYHHbIX, CaMbIX YyB-
CTBEHHbIX TeMbpoB. B nocnegHem pasrosope C Yapen, NpakTUYECKU B KOHLEe
dunbmMa, oHa 3By4uT y TPYObl CONO M HaMoOAHEHA TYBOKOW NPOLLaNbHOM TO-
CKOW.

TembpoBbIMK XapaKTepucTMkamm [leHNCOB HaZeNsAeT TaKKe OTAe/bHble
npegMmetbl U ABMeHUA. Tak, Hanpumep, 3ByKoobpas KHuau, Urpatowwel BaK-
HellWyo posib B Apamatyprum dunbmMa, NpeacTaBieH 3BydaHMem BubpadoHa
(8 MoMmeHT, Korga Mupoto BnepBble ee OTKpbIBaeT). B aanbHelwem subpadoH
CTaHOBUTCA ee 1eUTTeMbpOoM, [laXKe Koraa OHa OTCYTCTBYET B KaZpe, — Hanpwu-
Mep, B MOMEHT npubaunkeHua Macky K gomy Mupoto B CLieHe pa3gayu 3aka-
30B. Tembp 4enecTbl CONPOBOXAAET 3ByKO0OOpa3 38e30H020 Heba (cueHa Ha
6ankoHe). B aTux gByx cnyyaax [JeHUCOB aKTya/M3NPYyeT «namsaTb Tembpay,
€ro accouMaTuBHbIe CBOWCTBA: U BUBPadOH, U Yenecta UMeIOT B My3bliKe C0b-
CTBEHHY0 UCTOPUIO 0BpasHbIX BONIOLLEHUI (MOpe, ABUMKEHUA NAaHeT, naja-
olme Kanau...).

MonyTHO oTMeTUM U paboTy 3BYyKOpeKMccepa, OPraHUYHO AOMNOAHAD-
LLLero 3ByKOBOW AM3alH GpMAbMa®. ITO BCEBO3MOXKHbIE LUYMbI: TPOXOT ABUXKY-
LEeroca noesna, pasroBopbl FOPOXKaH, WYM CTO/IOBbIX MPMOOPOB, CTYK Kaby-
KOB, CBEPYKM, Nnali cobak, aBTomobunbHble curHanbl. Ocoboe mecto B 3TOM
LIYMOBOW MapTUTYpe 3aHWMaEeT neHne NTUL®: 3TO He MPOCTO 3BYKWU OKpYKa-
loLLEent cpeabl, a 3HaYMMOe CPeACTBO Bblpa3uTeNbHOCTH, BONJOLEHWE 06pa3a
MeuTbl. Hanpumep, B cueHe amanora MoHbl 1 Mpura 6obLas YacTb pa3rosopa
NPOXOAWT B MOJIHOM TULWIKNHE, 6€3 NOCTOPOHHMX 3BYKOB. M TO/IbKO B MOMEHT,

5 0. MuxeeBa cnpaBe/IMBO OTMEYAET, YTO 3BYKOBasA CTOPOHa GpUAbMa — NPOCTPAHCTBO ANA Bbipa-
YKEeHMA IMYHOrO roN10ca aBTopa: «XapaKTePUCTUKM UCMONb30BAHHOMN MY3bIKM U peyu, npeobpaeH-
HbIX, YCUIEHHbIX UM UCKAKEHHBIX LLIYMOB U 3BYKOB, PaCCTaHOBKA MHTOHALMOHHbIX aKLEHTOB UK
CMbICI0BbIX May3 MOTYT MOMOYb, NPeXae BCEro, B NOHMMaHWUM 3CTETUKMU, MUPOBUAEHUA U MUPO-
4yyBCTBOBaHMA aBTopa» [26, c. 15].

© 3TOT MOMEHT HaM NPeACTaBAAETCA BECbMa NPUMeYaTe/IbHbIM B GUAbME, My3bIKy K KOTOPOMY Ha-
nucan 3. [leHncos. B 1969 roay KOMNO3WUTOP CTan aBTOPOM 3NEKTPOAKYCTUHECKOTO COYMHEHNA —
«MeHua NTUL» ONA MarHUTHOM NIeHTbl U NOATOTOBAEHHOTO GOopTenuaHo: B HEM MCMNOb30BaNach
aHTonorua «fonoca nTuu B Nnpupoge» b. BenpuHuesa. «3amedaHusa K nTuuam» (HassaHue «Pabo-
4yux 3anucei» [leHMcoBa) NOKa3bIBaAKOT, KAKOE BHUMAHWE KOMMNO3UTOP YAENAN 3BYYaHUIO KaxKAoro
NTUYBLETrO ro10Ca, a TaKXKe ero MecTonooXeHuio B naptutype [27, c. 17].
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Korga MoHa roBopuT O KpacoTe M cYacTbe HOBOM KU3HU, 3BYUUT NeHME NTUL,
KOTOPOE TYT e YMOJIKAeT nocie oTpe3Baaowmx penaunk Mpura (Mpumep 3.
«besbimAHHan 38e3aa». Cepus 2. 35 muH. 08 cek. — 36 MmuH. 25 cek.’).

Takum obpasom, my3bika 6epeT Ha cebs MPOPUCOBKY HEKOTOPLIX AeTa-
new n noapobHocTel, coobuian AeNCTBUIO AONONHUTENbHYO AOCTOBEPHOCTb
n ybegutenbHoctb. OHa e 0603HaYaeT CMbIC/IOBble MOATEKCTbI, MO3BO/IAO-
WMe elle OCTpee MoYyBCTBOBATb MYyOUHY U MHOFOMEPHOCTb NMPOUCXOAALLUX
cobbITui.

OpHaKo BepHEMCA K [TaBHOMY My3blKanbHOMY dparmeHTy dpuabma —
«CumdoHumny». MpUcTynan K ee COYMHeHUo, [leHUCOB OTTaNIKMBAACA OT PUTMA,
334aHHOI0 CaMMM ApamaTyprom, — 3TO BUAHO NPMW COMOCTAaB/NEHUMN KOAUYe-
CTBa C/I0TOB B TEKCTe Mbecbl U NapTUType. TaK e BHUMATE/NIbHO KOMMO3UTOP
OTHecCcA K HEOAHOKPATHOMY YNOMUHAHMUIO aHIIMIMCKOTO POXKKA, KaK U Apyrux
MHCTPYMEHTOB: B «CUMPOHUM» 3By4aT MMEHHO Te Fpynnbl, Kakne ynomMuHaeTt
Yapa, Korga pacckasbiBaeT MoHe 0 CBOEM COYMHEHWUW. EAMHCTBEHHOE OTCTY-
NNeHNe — TOHaNbHOCTb 3ByYalLero ¢parmeHTa, A4O-MUHOP BMECTO MU-6EMONb
maxopa. Ho Beab 310 3-a yactb, CKepuo, YTO NOATBEP)KAAETCA U TEMNOM
(Moderato, a He Allegro), 1 TpexaonbHbIM pasmepom. Kpome Toro, Ha 3To ecTb
YKasaHue M B Camom cueHapuu, B penavke Yapu: «[o Scherzo elle Kyga Hu
Wno, Ho camo Scherzo 6e3 aHrMIACKOro poKKka mepTeo! BoT cmoTpute. CHa-
Yyana gyxosble... MOTOM CKPUMKK... M Tenepb BCTYNAeT aHIMACKUIA POMKOKY.
B MmomeHT, Korga Yaps ucnonHset CumdoHuto, cryliatenb BA4PYr OCO3HAET, YTO
B My3blKe KOMMO3MTOPA, B €e TEMaTU3Me, Y)Ke BCe NpeayrafaHo 1 NoacKasaHo:
1 nossaeHne MoHbl, 1 Ux Nto60Bb ¢ MUpPOIO, U HECOLITOYHOCTL 3TOM NHDHBMU.

E. KynpoBckas, paccy:kpgas ob stom ¢unbme, npusHaetca: «Mysblka
MeHA Mo-HacToALeMy Nopasuia — 0cobeHHO Ta CLeHa, rae rocnoauH Yapsa,
KOMMO3UTOP, 0OBACHAET CTPOEHWE CBOEW HOBOW CUMPOHUU. My3biKasibHble
TemMbl byayLLero onyca Tak TOYHO C/1e0BaAN 3a NOBECTBOBaHMEM YA PU, UTO A
HWKaK He MOra NOHATb, KaK e co3aatenam puabmMa yaanocb HauTK B Knaccu-
YecKoMm penepTyape Npon3BeseHME, HAaCTO/IbKO COOTBETCTBYHOLLLEE TEKCTY Nep-
CoHaKa. PoKyc pewanca Npocto — “cumpoHnn” Hblna MacTEPCKM CKPOEHA Ha
“3aka3” damncoHom [eHucosbim [...]» [28, c. 5].

O Tom, noyemy Bbibop M. Ko3akoBa nas UMeHHO Ha 3. [leH1coBa, MOX-
HO TONIbKO AoragbiBaTbes. CKopee BCEro, 34ecb NOBAUAMA U3BECTHOCTb [eHu-
COBa KaK KMHO- 1 TeaTpalbHOro KOMNO3MTOPa, 3HAKOMCTBO C ero paboTamu u

7Cm.: URL: https://www.culture.ru/movies/544/bezymyannaya-zvezda (15.06.2021).
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06L1,aA YCTAaHOBKA Ha CUJ/IbHbIM TBOPYECKMI KONNeKTUB. Kak bbl HU Bbino, B pa-
60Te Hag, My3bIKOI K aToMy dunbMy [JEHUCOB OCTaNCA BEPEH cebe KaKk «KOM-
NMo3UTOpy CBETa» — TaK HA3Bai €ro OAWMH U3 y4YeHWKos, AMUTpuit CMUPHOB.
Ewe B 1964 roay [leHWCOBY y4anocb NpomMTH NyTb CO34aHMA NPOU3BEAEHMUS,
CTaBLUEro BOM/OLLEHWEM abCONOTHOMO CUAHMA — KaHTaTbl «CONHLLE MHKOBY.
«My3bIKaNbHbI CBET INKYET, NepenoHeHHbI cammum coboit», — nucana ob
aTomM npousseseHun T. YepeaHuueHko [29, c. 62]. Ero otbnecku npucytctaytoT
W 34€Cb, B 3TOM UCTOPUK, TaKOW NeYabHOM, HEBO3MOMXKHOM, HECOBLITOUYHOM.

3AK/THOYEHUE

®dunbm «be3biMAHHAA 3BE34a» OTKPbIBAET A8 UccnenoBaTens obwmp-
Hoe none MHTepnpeTaunit. CAMWKOM MHOTME NNHWUM COLLIUCH B 3TOW, Kasa-
nocb 6bl, NOYTU CKa3O4YHOM MCTOpUKU. CMEHA COLMOKYALTYPHbIX KOHTEKCTOB
Nno3BONAET NO-MHOMY B3MIAHYTb U HA caM GUAbM, U HA KMHOMY3bIKY 3amco-
Ha [leHncoBa, BCe elle coxpaHALoLLYHO CTaTyc terra incognita, 1, KOHEYHO, Ha
NepBOMCTOYHMK — Nbecy Muxaunna CebacTbsiHa. YUTaA CMbIC CKBO3b NpPU3MY
MY3bIKWU, MOYHO YBUETb, KaK UCKNHOYMTENbHAA TOYHOCTb B leTANAX, CONPOBO-
KOQKOLWMX 3HAUYMMBbIE 3MM304bI, KEeCTbl, ABUKEHNA, obpasyeT cBol cobCTBEH-
HbIM NAACT BbIPA3UTENbHOCTU. BcaywinsaHmne B 3TM geTann — 370, No CyTH, TOT
e cnocob BocnpuATUA My3blKKM, O KOTOPOM nncan CebacTbaH B cBOMX “[HeB-
HuKax” («fl 3acTaBnAo ceba cnenosath et Gpasa 3a ¢pa3oi, 3BYK 3a 3BYKOM.
Al cTapalocb MAEHTUPULMPOBATL M 3aNOMUHATb KasKabli UHCTPYMEHT»). MNo-
3TOMY M NOAXOA K CO34aHMI0 3ByKOBOro obpasa ¢unbma obHapykmBaeT He
TONbKO TeMBpOoBble MPeAnoYTEHNA «3aKasuMKa», HO Wwar 3a warom o603Ha-
YyaeT ocobble TOUKM HAMPAKEHUA — AaXKe Te, KOTOPbIX B TEKCTE, Ka3anoch Obl,
HeT. BO3MOXHO, MMEeHHO noaTomy [leHWcoB Bcerga BO3pakas MPOTUB KOH-
LLepTHOro UCMONHEHUA CBOEM KMHOMY3bIKM — MHOro eT paboTas B TeaTpe U
KMHO, KOMMO3WUTOP 3HaN UCTUHHYIO LLeHY TOMY, YTO ONpeaenaeTca KaK «CNOMXK-
Hbli CUHTETUYECKUIA TEKCT». Heapom OH BpeMeHaMu coxKases, YTo He CTan
pexuccepom. U, cyaa no Bcemy, KOMNO3UTOPY Obla 3BECTEH r1aBHbIN CeKpeT
TaKOro TEKCTa. B HayuHbIX TepMUHax emy 6113Ko onpeaeneHune slow reading
[30, p. 62], a B 3ByKOBOI MHTepNpeTaumm puibma 03HaYaeT BHUMAHUE K KaK-
[01 3HaUMMOM feTanu, NoapobHOCTH, HioaHcy. COBCTBEHHO, AN1A 3TOMO B KMHO
M cylLlecTByeT My3blKa.
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«3TIEKTPUYECKUW MPOTOMNEPDPOPMAHC»:
ABTOMAT SHUTMAPE/b

HA MEXAYHAPOAHOW

BbICTABKE CIOPPEA/IU3MA 1938 TOA?

AHHOTauma. Hukecneayowan ctaTba HanuMcaHa No mMaTepuanam BbICTYNIeHNA
Ha MeXAyHapOAHOM Hay4yHOM KOHpepeHLUMM «MCKYCCTBO U MalIMHHAA LMBUAU-
3aumA». B cTaTtbe NpoBOAWTCA aHaNU3 Nyb6AMKALMI B NEPUOANYECKUX U3LAHU-
AX Hayana XX BeKa, CBA3aHHbIX C JHUIMapenb U aBTOMaTamMu, AN BbiABAEHUA
3HaYeHUA ABAEHWUA DHUIMapenb Ha MexayHapoaHOM BbICTaBKe Cloppeanusma
1938 roga. B xoae uccnefoBaHnA aBTop NpULLEN K BbIBOAY, YTO ABNEHUE DHUT-
Mmapesnb 6bl10 UEHTPaNbHbIM COBbITUEM OTKPbITUA, CBOEro poaa «Bobbnepom»,
KOTOPbIV A0KEH 6bln NPUB/EYL U 3aUHTPUTOBaTb NYBAKKY. IHUIMApenb — 3TO
[LOKYMEHTANIbHO NOATBEPMKAEHHbIN Kypbe3 Havana XX Beka, MUCTUOULMPOBAH-
HbIV B MONYAAPHbIX NAPUMKCKMX ra3eTax nepBoi nonosuHbl XX Beka. M3Havanb-
HO JHWrMapesnb CO34anu NUlb AR pa3BaevyeHna nyb6anKK, TaK Kak nonynsap-
HOCTb aBTOMaTOB BO30OHOBMW/IACh B CBA3W C Pa3BUBLUEICA BO BTOPOM NOMOBUHE
XIX Beka KyknomaHuein. OgHako B 1938 roay ana MexayHapogHoi croppeanu-

* ABTOp BbipaxaeT 61arofapHOCTb CBOEMY Hay4HOMY pyKkoBoauTento — npodeccopy Kadeapbl 3a-
pybexHoro uckycctsa CaHkT-MNeTepbyprckoii akagemum xyaoxects K0.U. ApyTIOHAH, a Tak:Ke rnas-
HOMY Hay4YHO-TBOPYECKOMY KON/JIEKTUBY XKypHana «HayKka TeneBuAeHMA» U IMYHO ero rnasHoMy
pepakrtopy E.B. lykosy, Hay4yHomy pegaktopy I.P. KOoHcOHy u oTBeTcTBEHHOMY cekpeTapto O.b. XBo-
MHOM 33 HEOLLEHMMYIO MOMOLLb B MOATOTOBKE CTaTbU.
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CTMYECKOM BbiCTaBKe B MapuKe CIOpPpeanncTbl NPeBpaTUAN aBTOMAT IHUIMapenb
B BbICTABOYHbI/ IKCMOHAT U CMECTU/IM aKLEHT C ero passnekaTenbHOn QyHKLMM
Ha CMMBOJ/IMYECKYIO, B pe3y/ibTaTe Yero «MexaHU4Yeckuin 4YenoBek» cTan obpa-
30M «MAEaNbHOTO» YesI0BEKA, HECYLLLero onacHoOCTb U cMmepTb. MofobHoM cme-
He WHTepnpeTauuy cnocobcTBOBaNa UCTEPUA, NPUHLMNMANBHO 3HAUMMaA ANA
TBOPYECTBA CIOPPEannNCTOB. TaKKe LeHTpasbHOe 3HaYeHue JHUTMAapenb MOXK-
HO O6BACHUTH CCbINIKOM Ha CBA3b C OpaHKeHWTeHOM. ABTOMAT NPeACTaeT Kak
YNPaBASEMbIN C NOMOLLbIO 31EKTPUYECTBA MEXAHU3M, YTO NPOBOAWT Napannenu
C MPaKTMKaMU MecMepr3ma, BO BPEMSA KOTOPbIX MOMXKHO BblJ10 KOHTPOANPOBaATL
ntoboe TeNo ¢ NOMOLLbIO 31EKTPUYECKOTO MMMY/bCa.

B xoge vccnefoBaHUA MOMKHO MPUIATU K BbIBOAY, YTO CIOPPEANIUCTbI NpeBpaTy-
N1 GeHOMEH NONYNAPHOW KyNbTypbl aBTOMATa IHUIMapesb B BbICTABOYHbIN IKC-
NoHaT, KOPPEeIMPOBaBLINIACA C KMHoNpousBedeHnamn 1920-x—1930-x roaos 06
OMBNEHUWU U COTBOPEHUM HEXKMBOrO cywecTBa (dunbmbl «DpaHKeHLWTENH»
1931 ropa, «MeTponoauc» 1927 roga, «fonem, Kak OH npuwen 8 mup» 1920
roga). MopgobHoe No3nLMOHUPOBaHME BbIN0 CBA3AHO C MECMEPU3MOM U UCTEPU-
€W, CBA3aHHbIMU C OKYNAPLEHTPU3MOM M NPeABOEHHbIM HACTPOEHUAM BPpEMEHMU
ctoppeanncTos. Ha ocHOBaHWM NPOBEAEHHOTO aHann3a NybAnKaLmii B nepuogm-
YeCKMX U34aHMAX, MOXKHO NPeAno/ioKUTb, YTO ABEHNe DHUrMapens npeanona-
raso aKTUBHYIO BOBJ/IEYEHHOCTb 3puTens. 3To, B CBOKO oYepesb, C/YXKWUI0 CBOEro
poaa «CBA3YIOWMMY», 06beANHAIOWMM PAa3PO3HEHHbIE INEMEHTbI BbICTABKMU.
KntoueBble cnosa: ctoppeanvam, aBToMaTt, SHUIMapesb, MeXaHU3Mbl B UCKYCCTBE,
npotonepdpopmaHc, poboTbl B KUHO, COPPEANNCTUHECKME BbICTABKM, SHBANPOH-
MEHT, KyKknoMaHusa, opxk Menbec, mexayHapoaHble BbICTaBKM ClOppeannsma,
Makc pHcT, CanbBagop danun
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“ELECTRIC PROTO-PERFORMANCE”:
ENIGMARELLE THE AUTOMATON

AT THE 1938 EXPOSITION INTERNATIONALE
DU SURREALISME?

Abstract. The following article is based on a report presented at the Arts and
Machine Civilization International Scientific Conference. The author analyzes
publications related to Enigmarelle and automata in periodicals of the
early twentieth century in order to identify the significance of Enigmarelle’s
phenomenon at the 1938 International Exhibition of Surrealism. In the course
of the study, it was concluded that Enigmarelle became a centerpiece of the
opening, a kind of a wobbler that was intended for attraction and intriguing the
public. Enigmarelle is a documented curiosity of the early twentieth century,
mystified in popular Parisian newspapers of the first half of the century.
Initially, Enigmarelle was created only for the entertainment of the public, as
the popularity of automaton resumed in connection with the dollomania in the
second half of the 20th century. However, for the 1938 International Exhibition
of Surrealism in Paris, the surrealists turned Enigmarelle the automaton into
an exhibition object and shifted the emphasis of its function from entertaining
to symbolic; as a result, the “mechanical human” became the image of an

2| would like to thank my scientific supervisor Julia I. Arutyunyan, Professor of the Foreign Arts
Department at the Russian Academy of Arts, Saint Petersburg, as well as The Art and Science of
Television journal staff, namely Yevgeny V. Dukov, Editor-in-Chief, Grigoriy R. Konson, Scientific
Editor, and Olga B. Khvoina, Executive Secretary, for their much-appreciated assistance in preparing
this article.
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“ideal” person bringing danger and death. This change in the interpretation was
facilitated by the hysteria, which is fundamentally significant for the surrealists’
work. Also, Enigmarelle’s paramount significance can be explained by a reference
to its connection with Frankenstein. The automaton, a mechanism controlled by
electricity, drew parallels with mesmeric practices, during which a body could be
controlled by electric pulses.

It can be concluded that surrealists turned the popular culture phenomenon,
Enigmarelle the automaton, into an exhibit that correlated with the films of the
1920s and 1930s about the revivification and creation of an inanimate being
(Frankenstein, 1931, Metropolis, 1927, The Golem: How He came into the World,
1920). Such a presentation was associated with mesmerism and hysteria, which
was related to the ocularcentristic concept and surrealists’ pre-war mood. Based
on the analysis of publications in periodicals, it can be assumed that Enigmarelle’s
phenomenon anticipated viewers’ active involvedness. This, in turn, served as a
kind of a binder, uniting the disparate elements of the exhibition.

Keywords: surrealism, Enigmarelle the automaton, mechanisms in art, proto-
performance, robots in cinema, surrealist exhibitions, environment, dollomania,
Georges Méliés, international exhibitions of surrealism, Max Ernst, Salvador Dali

17 anBaps 1938 roaa cocToANOCh OTKPbITUE MeXKAyHAapOAHOW BbICTaBKM
croppeannsma, KoTopas NpoXoAuna B ranepee UsAWHbIX UCKYCCTB NOJA, PyKo-
BoAcTBOM oprKa BunbaeHwrTeliHa no aapecy ynuua ®obyp CeHT-OHope, 140.
JTa BbICTaBKa Noggena UTor NepPBO BOJHE ABUMKEHMSA, CTaNa CBOEOOPA3HbIM
NPOLLAHMEM C Haya/ibHbIM 3Tanom cloppeannsma, MociegHel BbICTaBKOM
ctoppeanncTtos B EBpone.

Momumo 3TOro, mexayHapoAHaa BbiCTaBKa ctoppeanm3ama 1938 roga
CTasia BOM/OWEHNEM HOBOM BbICTaBOYHOM KOHLEMLMK, KOTOPan CTPeMMUIach
0Tpa3uTb 6bITOBaHWE MPEAMETOB B «ClOppeanncTUYEecKon cpede»: paccma-
TpvBaeMas KONNEKTMBHAA 3KCMO3MLMA Oblia cBOEro posa sepbasbHbiM Mo-
CblJIOM, KOTOPbI NO3BOIMA NPeoaoneTb KoHuenuuio «benoro kKyba»® u cos-
[aTb MPOTO3HBAUPOHMEHT?, YTO MO3BO/IMNO BOBJEYL 3PUTENA B CO3ZaHHOE

3 KoHuenuua «6enoro Ky6a» — 3T0 BbICTaBOYHAA KoHuenuua. Ee cyTb 3aknioyaeTca B TOM, YTO
BCE IKCMOHATbI BbICTAaBAAIOTCA HA GpoHe 6enbix CTeH, YTOBbl CBECTU K MUHUMYMY OTB/IeKaloLime
dakTopsl.

4 DHBaPOHMEHT — 3TO CKOHCTPYMPOBaHHAsA CPeAa, OCHOBHAA Lie/ib KOTOPOI — BOB/EYEHWE 3pu-
Tena B XyZAOXXeCTBEHHOE MPOCTPAHCTBO. ABTOP BBOAWUT TEPMUH «MPOTOIHBAUPOHMEHT» NO OTHO-
WeHuio K MexXayHapoAHOit BbicTaBKe ctoppeannama 1938 roaa, Tak Kak CloppeanucTsbl NbiTaauch
BOB/IEYb 3PUTE/NIA B BLICTABOYHOE NPOCTPAHCTBO C NMOMOLLbIO Pa3HO06Pa3HbIX NPeACTaBAEHUN, IKC-
NOHATOB, UHCTANNALMI U LeKOPaLWiA.
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MMMEpPCUBHOE NPOCTPaHCTBO [18, p. 101; 9, p. 21]. O macwTabax 1 3HaYEHUK
BbICTaBKM CBMAETENbCTBYET COCTaB ee «KypaTopos»: Mapcenb [wowaH 6bin
reHepaTopom M apbUTPOM, KOTOPbIN TaKkKe LOMKEH Dbl perynMposatb KOH-
bAnKTbE Mexay TBopLamm, Makce IpHcT n CanbBagop [anm — TeXHUYECKUMU
KOHCy/NbTaHTaMu, MaH Pait u Bonbdranr NMaaneH — opopmutenamu.

MMeHHO IpHCT 1 Janu, naeiHo 6anskue apyr gpyry, otBedanu 3a oT-
KpbITWE BbICTaBKM. JIOrMKa BepHUCaxa bblna TWATeNbHO NPoAgymaHa M npo-
nucaHa, COOTBETCTBYA LEHTPA/NIbHON naee penpeseHTaLMm pacLenieHHon K
nozasneHHon MnYHOCcTU. CoXxpaHMBLLEECA NPUTNALLEHME HA BbICTABKY AeTallb-
HO NOBECTBYET 0 «COBLITUAXY», KOTOPbIE OXMAANMN NPULLIEAWMX [NPUrIaeHne
onybnukosaHo B: 8, p. 175]. NMepBoe TpeboBaHWe, NponMcaHHOe B NpUracK-
TesIbHOM, BbI10 aAPECcOBaHO CAMUM NOCETUTENAM — BXOZ, Ha BbICTaBKy npea-
nonaran obsasatenbHoe cobntogeHne apecc-koga — BeYepHWUi Hapag. 3To
6b171 UPOHUYHDIN KECT, KOTOPbI KOHTPACTMPOBA C aNI0OTUUYHBIM YCTPOWCTBOM
BbICTABKM W FOTOBALLMMMUCA TaK Ha3blBAEMbIMM «CODBITUAMMY.

Mpu cobntoaeHNM NpPaBuIa NOCETUTENN MOTIN YBULETb OTKPbITUE AHApPE
BpeToHOM BbICTaBKW, ABNEHME CYLLECTB-OOBEKTOB, UCTEPUIO, OCBELLEHHbIN
Knesep, «YNyLWEHHbIN akT» B UCNONHEHUW IneH BaHenb, CBA3aHHbIX NETyXO0B,
cBeTALWMecA CKobbl, CNyCcK KpoBaTh No 6okam oT rugpodunos, «Camble Kpa-
cuBble yauupl Mapuka», «[JoxKaaMBoe TakcM» U Hebo, NOJHOE OMACHOCTEW.
M ecnu Bce 3TU «COBLITUA» BbIAN NNLLIb TEKCTOBO YNOMSAHYTbI B MPUMNALLIEHNMY,
TO 0A4HO U3 HUX BbINO BU3yanM3nposaHo doTorpadueit, HanevyaTaHHOM B LEH-
Tpe npurnawenuna. dotorpadua saneyatnena Hekoe mayliee no yauue 4Yeno-
BEKOMNOAO0OHOe CyLecTBO B HENENOM KOCTIOME U C MOHCTPYO3HON ynblGKoM
noZ KOHBOEM TO/Mbl NONNLENCKMX. B KauecTBe 06bAcHeHMA nog, doTorpadumeit
HaneyaTanu: «MoAMHHbIN NOTOMOK ®paHKeHWTeliHa, aBTOMAT IHUIMapenb,
CKOHCTpyMpoBaHHbIN B 1900 rogy amepuKaHCKUM WHXKeHepom ApneHaom
B MOMIHOYb B JIOXKHbIX MAOTU U KOCTAX MepeceyeT BbICTaBKYy CHOPPeannsmar»
(8, p. 175].

MopobHble BM3yanu3auMa U TEKCTOBaA pacliMPpoBKa roToBALLerocs
«cobbITUA» CBUAETENBCTBYIOT, YTO ABJEHWE JHUIMapesb 6blN0 LeHTPaNbHbIM
cobbITeM OTKPbITUA, CBOEro poaa «Bo661epom»°, KOTOPbIN A0NXKeH 6bin Npu-
B/IeYb W 3aMHTPUroBaTb Ny6AnKy. OfHaKo, B 0TMUMe OT nepdopmaHca «Yny-
LLEHHBIM aKT» B UCNOAHEHUM GPaHLY3CKOM TaHLOBLLMUbI INeH BaHenb (Mano-

> Bo66nep (C aHM. «NPUMaHKa») — PEKNaMHbIA 31EMEHT, KOTOPbI CBOel HeobbluHOM dopmoit
npuBAeKaeT BHUMaHWe NPOXOKMX. B faHHOW cTaTbe cnoBo «Bo66ep» Ucnonb3yetca B nepeHoc-
HOM 3HAUYEHWU: KOHCTPYKLMA IHUTMapenb Npusiekana ny6anky cnoBHo Bo66nep.
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U3BeCTHbIV NepdOpPMaHC B KOHTEKCTE ClOppeasnM3ma), KOTopbli B nocneaHee
AecATuneTe CTan NpeameToM NPUCTANbHOTO aHaAM3a UCCNefoBaTENbHULLbI
Mapwuun Po3bl-/lemaHH (BOCCTAaHOBMBLLEN €r0 XPOHOMOMMIO U Halealwen Boc-
NomMuHaHuA ceuaeteneit gercrsa) [16; 18], npo sBneHWe DHMIMapenb Ha
MeKayHapoAHOW BbICTaBKe Cloppeannsma HUYero Hem3BecTHo.

Mpu onucaHnm 3Toro «cobbITUA» UCCAea0BaTeNIN OTTAIKMBAKOTCA OT NPU-
rnacuTenbHoro n onybankoBaHHOM Tam MHGoOpMaLumn 06 IHUrMapens, He Noa-
HMUManA apXMBHbIE NCTOYHMKMK [Hanp., 6, p. 52]. 9To NpuBOAMUT K abeppaumam:
4acTo B TEKCTax JHMIMapesb Ha3blBatOT «aBTOMaTOHOM»®, a He «aBTomaToOM»’
[8, p. 175], 4To AnameTpanbHO MeHsET GpYHKLMOHANbHOE Ha3HAYeHne Mexa-
HW3Ma; MOMMMO 3TOTO, UCCeA0BaTENIM NYTALOT AaTbl NOABNEHUA IHUIMAPEND,
yKasbiBas ambo 1904, nmbo 1905, imbo 1900 roaa [4, p. 41; 22; 8, p. 246]. MNo-
[06Hble OWNBKM CBA3aHbI C UPOHMEW BU3YaNbHOCTU «COBbITUAY: HaneyaTaH-
Haa ¢oTorpadusa (KoTopasn, Ha camom aene, H6bl1a UCKYCCTBEHHO CO34aHHbIM
Konnaxkem) cosgaet 3dPeKT U3yYeHHOCTH, KNErKOCTU» MHTEPNPETaLUN.

OpHako NoAO6HbIN BUAMMBINA aKLEHT HAa JHUIMapesb YKasbiBaeT Ha
NonynApPHOCTb 3TOTO «MOHCTPa», Ha ero cpopPMMPOBABLUYIOCA «PENyTaLMo»
B TOT Nnepuog, BpemeHu. ITO NOATBEPKOAET CTaTbA U3 MAPMUMKCKOM raseTbl
Le Figaro, KoTopas nepeneyaTana TEKCT NPUIIALLIEHNA U COCPEAOTOUMNR BHU-
MaHWe Ha JHMIMapesib Kak Ha «MU3IOMUHKe BbICTaBKM» [15]. B cBs3u c aToM
rMNOTEe30 OCHOBHOM Le/Iblo HACTOALLEro UCCefoBaHMA ByaeT aHanu3 raset-
HbIX CTaTei Hayana XX BeKa, CBA3aHHbIX C IHUTMapesb U aBTOMATamMMu, AN Bbl-
ABNEHMUA 3HaYEHUA DHUIMapenb Ha MeXAyHapoAHOW BbiCTaBKe Cloppeannsma
1938 roga. Ctout otmeTuTb, YTO, paboTtas B UMdpoBOM apxmee HaumoHa b-
HoW BMbanoTekn OpaHumm 1 B Konnekumm A.J1. Taitota (N2 8) HaumoHanbHoM
6ubnnotekn PpaHLMKM, aBTOPY HACTOALLEN CTATbM YAANOCH HAUTU ONMCAHMUA
JHUrMapenb NUWb B KHUMAX U NePUOAMYECKMX U3AAHMAX NEPBOMN NOAOBUHbI
XX Beka. B uTore nakyHbl B M3y4eHUW 3HAYEHUA DHWUIMApeb CUCTEMHO 3Ta
CTaTbsA He BOCMOJIHUT, TaK KaK aBTOPY He yAanocb 06HapyKUTb BOCNOMUHAHMSA
COBPEMEHHUKOB 06 3TOM CObbITUM MeKaAyHapOoaHOW BbICTaBKM COPPeanuns-
Ma. B CBA3M C 3TUM OTKPBITbIMW OCTAHYTCA HEPA3peLleHHbIMUW BONPOCHI O BOC-
NPUATUM NOABAEHUA DHUIMApPEb NPUMNALWEHHBIMW U YY4AaCTHUKAMM BbICTaB-
KM, @ TaKKe peasbHOCTU 3Toro cobbitna (Bonpoc o danbcuduKaumm aBneHuns

5 ABTOMaTOH — 3TO KYK/Jla C MeXaHU3MOM, KOTOpaA 06bI4HO MOXKET BbINONHATL TONbKO OAHO ,D,El’l-
cTBne (MMeeTCﬂ B BUAY PYCCKOA3bIYHAA aKagemunyeckasn Tpaﬂ,MLl,Mﬂ).

7 ABTOMAT — MexaHu4eckoe yCTpOﬁCTBO, BblNO/HAKOWEE HECKO/IbKO ,D,el’lcTBMﬁ 6e3 y4actua 4eno-
BeKa (MMEETCH B BUAY PYCCKOA3bIYHAA akaaemunyeckan Tpa,D,MLI,Mﬂ).
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OCTaeTcA OTKPbITbIM). O4HAKO B CTaTbe NPOCAEKMBACTCA FreHE3UC IHUTMAPEsb,
3Ha4yeHue aBToMaTa A1A NONyNAPHOM KyabTypbl ®paHLUMM NepBoi NONOBUHDI
XX BEKa, a TakKe ByAeT oxapaKTepusoBaHO 3Ha4YeHWe IHUrmapens gaa Mex-
AYHapoAHOM BbICTaBKM ctoppeannsma 1938 roga.

JHMUIMapenb — 3TO AOKYMEHTA/NIbHO NOATBEPKAEHHbIA Kypbe3 Havana
XX BeKa. BnepBble ynommnHaHMe 0 HEM BCTPEYAETCA He B XKypHane «YyeHblit
amepuKaHeu» 1906 roga, Kak yKasblBalOT HEKOTOpble M3gaHus [8, p. 176], a
BO $paHLy3CKuX }KypHanax 1905-1906 rogos [Hanp., 11]. Tak, 16 AaHBaps 1905
roga »ypHan Gil Blas Illustré nuweT 0 «TaMHCTBEHHOM MepPCOHaXKe IHUrma-
pefib, 0 KOTOPOM Y3Ke BCe CyZiauaT U KOTopbIv aeboTupyeT ceroaHa B “KasnHo
MapwuKka”» [22], a 6 dpeBpans Toro e roga Le XiXe siécle ykasbiBaeT IHUIMa-
penb cpeam Apyrux passiedveHuin mecaua [23]. 3TU Bbipe3KM CBUAETENbCTBA
TOrO, YTO «PONKAEHME» aBTOMATa MOXHO OTCYMUTbIBATb C AHBapA 1905 roaa, a
TAKXKe YTO 3TOT KTAMHCTBEHHbIM NEPCOHAXK» 3a KOPOTKOE BPems CTan [1aBHOM
«ANKOBUHKOM» M NOMNYAAPHbIM pa3BaedeHmem Mapuka Havyana XX Beka.

9 Hosbps 1906 roga *KypHan Le Radical nemuctuounumpyet dHMrmapens:
«3T0T repol 6611 co3aaH Hemuem Gpeaepukom ApneHgom. brarogaps ato-
My MeXaHWKY NOonynapHbIA “mexaHnyeckuit Yenosek” MoXeT ABUraTb CBOMMU
KOHEYHOCTAMMW, XOOMTb, €34UTb Ha Befocuneae v gaxke nucaTb CBOE UMA Ha
Aocke» [24]. B aTom e rogy Ha cTpaHuuax *KypHana Le Petit Magasin nossns-
eTcA noapobHoe onuncaHue yCTPOMCTBA KMEXAaHUYECKOTO YenoBeka»: «Hemel,
®penepvik AlipneHa, nsobpetatenb — MOXKHO CKa3aTb, OTel, — 3TOFO HOBOTO
MexaHM3Ma, NOTPATUA Frofbl HEMPEPLIBHOTO TPYAA, SHEPrMYHOM PaboTbl, YTo-
6bl ero co3gath. [JOCTaTOYHO paccKka3aTb cnocobbl KOHCTPYMPOBAHUA U PyHK-
LMOHMPOBAHMA aBTOMaTa, YTOObI KaXK bl BbINOAHUA Tpebyemyto MHTENNEKTY-
aNbHYO 1 MaTepuanbHyto paboTy No pacyeTam M HaCTPOMKAM OMMUCbIBAEMOTO.

JHUIMapenb BbICOTOM OKOJO LWecT ¢pyToB, BECUT CTO AEBAHOCTO BOCEMb
GYHTOB M COCTOUT M3 TPEXCOT LUECTUAECATU NATU PA3/IMUYHbIX YacTel, nomo-
FHaHHbIX ApYT K Apyry. Ero Horv 13 xenesa u aepesa, a pyKu U3 ctaam 1 CBUH-
ua. B gBuKeHMe ero NpuBOAAT ceMb ABurateneit, pabotatowmx bnarogapa
NPYKUHE N 3N1eKTpUYecTsy.

[lBa caMbIX MOLLHbIX ABUraTeNA NpeaHa3HayYeHbl ANS Toro, YTobbl 3acTa-
BUTb paboTaTb HUIKHNE KOHEYHOCTU ONUCbIBAEMOTO CybbeKTa, Kopoye roBops,
4106bI NOBYANTL €50 X0AUTb. YTOObI AaTb ABUTaTENAM HEOOXOAMMYIO UM MOLLL-
HOCTb, B HUIMapesb YCTAaHOBUAW YeTbIpHaALAaTb aKKYMY/ATOPOB N0 BOCEMb-
[ECAT YeTbIpe BObTAa KaXKAbli, KOTOPble MPOU3BOAAT ABE ThbICAYM CEMbCOT aM-
nep B Yac. ITM aKKYMYNATOPbI TaKXKe NPUHYXKAAI0T aBTOMAT K BEPTUKAIbHOMY
NONOMKEHWUIO.
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BoT KaK paboTaeT mexaHM3m npu xoabbe. MNpexae Bcero, oAuH U3 AByX
ABuratenein, 0 KOTOpbIX Mbl TO/IbKO YTO FTOBOPU/IN, TOJIKAET IEBYHO HOTY Bre-
pea, 3TO ABWMKEHME 3aBEpPLUAETCA, PTYTb, CAYXKALLAA NPOBOAHUKOM 31EKTPU-
YeCKOro TOKa, MaaeT Ha pblyar, 3aTeM BO3HMKAET 3/IEKTPUYECKUIA KOHTAKT, a
APYro MOTOp, aHa/IorMYHbIN NepPBOMY, U3MEHSET BeC Takum obpasom, 4to
6anaHc ocTaeTcA NpPeXHUM. B 3TOT MOMEHT BTOPO MOTOP TO/IKAeT Npasyto
HOry Bnepea, 1 NoBTOPAET Ty e paboTy, YTo 1 ¢ 1IeBOM HOroi. TakMum 06pasom,
aBTOMaT paboTaeT War 3a LWarom, Kak HacToALLMIA YenoBeK.

Kaxkabli pas, Korga SHUrMapens BbIXOAWUT M3 MALLMHBI, KOTOPas BE3ET ero
B TeaTp, 3pUTeNn anioaupYOT emy CTOA, Mbl CripallMBaeM O ero 340pOBbe, U
KaXK bl Y3HAET, YTO BbIN0 Y MX COCena B KeyaKe B TOT AeHb» [UmMT. no: 2, p. 251].

370 OAHO M3 camblX MOAPOOHbLIX OMWCAHUI IHUTMapenb B Mpecce.
OcTanbHble KypHasabl YNOMMWHAKOT aBTOMAT CPeAM MHOFOYMC/IEHHbIX pas-
B/IEYEHWUN, KOTOpble YyBeCceNuTeNbHble MecTa NpeanaralT NoCceTUTENsAM
[cm., Hanp., 5]. M3 3TUX ra3eTHbIX COODOLLEHWUI CTAHOBUTCA ACHO, YTO Cloppe-
a/NCTbl YKA3a/M NIOXKHbIE CBEAEHWUA B MpUrnaweHun (ckopee Bcero, YTobbl
yCUAUTb 3G PEKT OT ABNEHMA IHUTMapenb): aBTOMaT nosBmacA Bo OpaHuum B
Hauyasne 1905 roaa, a He B 1900 rogy, ero KOHCTPYKTOPOM AeACTBUTE/IbHO Obin
dpenepvik AlpaeHs, HO OH Bbl He aMepPUKaHLEM, @ HEMLLEM, MPOXKMBABLIMM
B0 ®paHumu.

Momumo 3TOro, U3 aHaNM3a ra3eT Nepeoi NON0BMHbLI XX BEKa CTana ACHa
0fHa M3 NPUYMH, NOYEMY ABNIEHNE DHUIMapeNb — CBOeObpa3Haa «NpPUMaH-
Ka» Ha MexXayHapoaHYIo BbICTaBKY Cloppeann3ma: NoABAeHNA MexaHU4ecKo-
ro YesIoBEKa CTan BONbLIMM KyJBTYPHbIM GEHOMEHOM, KaXKA0€e U3 HUX MOYTK
BCErga COMPOBOMAANOCb BOCTOPMKEHHbIMM FaseTHbIMKU NybauKaumamu. U3
ONUCaHUM IHUTMAPEeNb MOMKHO CAENATb BbIBOZA, YTO 3TOT aBTOMAT bbln yHU-
KaZlbHbIM: OH MOT Ka4eCTBEHHO BbINONHATb HECKO/IbKO AEUCTBUM, K HEMY He
6bIIM NOAKOYEHDI NPOBOAA, EF0 MEXAaHU3Mbl He OblAn BUAHbI 3puTensm. B
CBA3M C 3TMM BCTaBa/l BOMPOC O QYHKLMOHNUPOBAHUN U KOHCTPYKLUUM IHUIMA-
penb, Tak Kak 0O6blY4HO aBTOMAT MOT BbIMOMHATb TONBKO OAHO AeicTeue (Ha-
npuMep, Xo4WTb, MUCaTb UAN UIPaTb B LAXMATbI).

OTBeT Ha 3araaky dHMrmapenb gaet KHura fappu JSlaHcoHa «Bce o upe-
BOBELLAHMWN, UNN YpeBOBeLLaHMe gna Bcex» 1912 roaa, KOTopana yKa3blBaeT Ha
KOJI0CCaNIbHOE 3HaYeHMe aBTomaToB B XX Beke [14]. B aToi KHWre oTaenbHan
rnaBa 6blna NMOCBAWEHA Pa3sHOO6pPa3HbIM aBTOMATaM C Pas3/IMYHbIMU YHK-
UMSMW: aBTOMaTbI-4eTV (Hanpumep, KHEMCNpPaBUMbIA pebeHoK» — aBTomaT-
«CTpaLlUMIKa»), aBTOMATbI-KEHLIMHbI, aBTOMATbl-MY}KYMHbI, ABTOMATbI-}KU-
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BOTHble M T.4. MOMMMO 3TOro, B KHWUre NPUBOAATCA pa3HOOOpPasHble CXeMmbl
KOHCTPYKLMMN KYKOA, MAapMOHETOK M aBTOMATOB, KOTOPbIE HarNALHO PA3bACHA-
OT X YCTPOWMCTBO.

SHUrMmapenb CTAaHOBUTCA NPeaMETOM NPUCTANbHOIO MHTEpeca Co CTOpPOo-
Hbl . JlTaHcoHa [14, p. 35—36]. OH aHaIM3UpYeT ero Yepes NPU3mMy YpeBOoBeLLa-
HuA. B yacTu, noceAwweHHOM 3HameHUTOMY aBTomarty, . JTaHCOH NpUBOAMT B
NpUMMep aBTOMAaT-NMAHUCTA, KOTOPbIA CaM UrpaeT U NOeT, OAHAKO, Ha CaMOM
Aene, 3ByK MCXoauT oT YpeBoBeluatens [14, p. 34-35]. Mocne 3toro I. J/laHCoH
NULWET O TOM, YTO HEMEL,-MEXAHMK BbICTaBM/1 HANOKa3 CBOEro MexaHWU4ecKo-
ro «4enoBeKa-3aragKy», Yo ABMKEHUA 1 Aenctena 6yaro 6biam ynpasasemsl
Marom MM HeBUAMMbIM KOHTPOSIEpOM B 6epiHCKoM LupKe Byckan. MonyT-
HO JTaHCOH 0BDBACHAET, Novyemy IHUIMapenb CTan APKUM GeHOMEHOM nony-
NAPHOM KyNbTYpbl: OCHOBHblE GYHKLMU aBTOMATOB — YAMBAATL U Pa3B/ieKaTb
[06 aBTOmaTax Kak ¢eHomeHe NONyAsPHOM KyNbTypbl U Pa3BJAEYEHUM CM.:
4, p. 36—38]. dHUrMapenb BbIFOAHO BbIAENANCA CPEAN BCEX MEXaHU3MOB: OH
COBEpPLUAN HECKO/IbKO AENCTBUIN Noapad. IHUIMApenb MOT XOAMTb, NPUKY-
pvBaTb, KypuUTb, €34UTb Ha Benocuneae U NUcatb MeaoM Ha AOCKe CBOe MMA
[14, p. 35]. Mo cyTv, SHUrMapenb coBmelan B cebe HECKO/IbKO aBTOMAToB,
a ero MHOropyHKLMOHAIbHOCTb MOYTU NPUPABHMBaAA €ro K YeN0BEeKy, YTO U
yamenano nybavky. Hapsay ¢ atum I JTaHCOH cpasy e NogpobHO onmcan KoH-
CTPYKLMIO DHUTMapenb U TPYAHOCTU, C KOTOPbIMU CTONKHY/ICA MEXaHWUK Mpu
€ro Co3ZaHnn, PacKpbIBas CEKPET YCTPOMCTBA IHUIMaPEsb, YTO HUBEIMPOBA-
/10 HEKYIO MUCTUPMKaLMIO NoNyaspHOro asTomarta [14, p. 36].

OpHako nocne nepeyncaeHna Tpyaos M mexaHnama dHurmapens I SlaH-
COH YKa3bIBAET, YTO aBTOMATbl — 3TO BbIFO4HbIN PEKBU3UT 418 YpeBOBELLATENA
W AN ero TeaTpasbHOro npeacrasneHunn. O6bacHeHMe STOMY — NepedncneH-
Hble TPyAbl U MexaHU3M. Yvucna, MeTann, feTanu, OTCYTCTBME NPU3HAKOB KN3-
HW — BCE 3TO CBUAETENbCTBA CBOETO POAA KOOBEKTUBHOCTU» KOHCTPYKLUUMK, ee
«Hay4YHOCTW», BMeLLaTEeNbCTBA PaLMOHANbHOMO B, MO KpaliHel mepe, ABuUra-
Te/IbHYI0 KU3Hb MEXaHNYECKOTO YeN0BeKa.

CnosHeWLme mexaHM3Mbl aBTOMATOB, AOMOSIHEHHbIE OMUCAHWAMMU U
cxemamu, ybexaatoT 3putesieit BO BMELATENIbCTBE HAYKM B «}KM3Hb» aBTOMA-
Ta. Ecnm 06bI4HO YpeBOBELLLATE/Ib MPOCOBLIBAN PYKY B OTBEPCTUE AEPEBAHHON
KYK/Ibl ¥ YNPABAAA C NOMOLLbIO Nefaneit U HUTEN CBOUM PEKBUIUTOM-MeMNY-
MOM, TO Tenepb YpeBoBeLLaTeNb MOT JINLWb 03BY4YMBaTb aBTOMAT.

MoMMMO aBTOHOMHOCTU MEXaHNYEeCKUX toaei, 6onblioe 3Ha4YeHne ana
UX NOMYNAPHOCTM UMENO YBIEYEHME TMMTHO30M U Mecmepu3MoM. HaumHasa co
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BTOPOM N0N0BUHbI XIX BEKA, TeNa NaLMEHTOB NCUXMATPUYECKUX KAUHUK CTa-
M acCOLMMPOBATLCA C MapUOHETKAMM, KyKNamMu 1M aBTomaTamu. MogobHble
accoumaumm BblIM CBA3aHbl CO CLLEHMYECKMM XapaKTepoM ceaHca rMnHosa u
MarHeTM3Ma, KOTOPbI CNPOBOLMPOBAN KPUTUKY 3TUX NPAKTUK. Benbruiickunin
dunocod Kosed Jenvbed Hanucan psas KPUTUYECKUX CTATEN MO NOBOAY 3TUX
«TeaTpasibHbiX npeactaBaeHnit» [umT. no: 21, p. 97, 98]. OH aHanun3MpoBsan
pasnnyHble eAVHUYHbIE KMEeCMEPUYECKME CMEKTAK/IM» B KOHTEKCTE «LIoy»
60nbHULbI CanbneTpuep. COracHO ero UCCNef0BaHMAM, NALMEHTbI CTAHOBU-
/NCb YNPaBAfEMbIMU MEXaHM3MaMK Nog, BAUAHUEM FMNHOTU3Eepa/marHeTu-
3epa. OH YCTAHOBMWA, YTO OHM CTA/IN KEPTBAMMU «HEMPOMMME3MCa», TO eCTb
noA BAVWAHWEM BHYLIEHUA MOTAW KOMWPOBATb Nt0Oble NpPeasoXKEHHbIE UM
TenecHble NPOABAEHUA, B pe3y/bTaTe Yero CTaHOBWUIMCb BUPTYO3HbIMKU aKTe-
paMu, KMapUOHETKaMM», KaBTOMATaMM», KMaHEKEHAMMNY, «1abopaToOpPHbIMM
NATYLIKAMMY, KEeNAHHbIM MACOM A1 9KCNEPUMEHTOB» U MAeanbHbIMU «a-
6opaTopHbIMM 06pasuamm» [umT. no: 21, p. 99]. Yepes 3ty npusamy 6oabHULA
CTAHOBMNACb CBOErO pofa TeaTPOM, KOTOPbIN CO34aBan 418 CBOMX «aKTEPOBY»
«CLEeHapUm» U «ponm».

dTa «CuUEeHapHaA» KOHLUEeNuMA [NaBeHCTBOBasa MpW penpeseHTauum
60/1bHbIX. B NpeaBoeHHY0 3MOXy NOHATUA KKYK/bI» M «aBTOMaTa» CTajn 0Co-
60 nonynApPHbIMK, TaK KaK NO3BOAAAN He TONbKO CO34aBaTh MAMto3uMto bec-
CMEepPTHOCTU M HEBO3MOXHOCTM MNONYUYUTb PAHEHMA, HO U OLLYLLEHWUA KOHTPONA
W ynpasneHus. B cBA3M C 3TUM 4YenoBeKoNofobHbIM KOHTPOAUPYEMBIA Me-
XaHu3M 061aaan 601blWON CUAOK M Bbl Ype3BbIYAMHO NpUBAEKATENEH ANA
3puTenei. ABTOMaT JHUIMapesb acCoOLMMPOBANCA C TeAOM, YNpaBAfemblM
MeCMepPUYECKUM MMMYAbCcoM. Mecmepuyeckne NpPakTUKK Oblan U3BECTHBI C
KoHua XVIII BeKa. Ux cyTb 3aKntoyanacb B KOHTPO/E Hag Te/IOM U pasymom
nauyeHTa C NOMOLLbIO HEBUAMMbIX SHEPTUIA U SNEKTPUYECKMX UMMY/bCOB. AB-
TOMAT IHUTMApPENb YNPABAANCA M 3aMYCKa/ICA C MOMOLLbIO 3/IEKTPUYECTBA, YTO
1 NO3BOAN/IO NPOBECTU Napanieniv C MECMEPU3MOM, UHTPUIOBABLUNM XYL,0MK-
HWKOB CBOEW NapaHOPMa/IbHOCTbIO.

«OKMBLUMIY aBTOMAT, KOHBOMPYEMbI MONULENCKMMMU M3-33 CBOEM
«OMacHOCTW», KOPPENMPOBaACcA, MOMUMO BCEFO CKa3aHHOrO, C KMHOObpasa-
MW yNpaBAAemMbIX MU HEMOLKOHTPO/IbHbIX Ye0BEKY 'YMaHOUA0B U aBTOMA-
TOB, OT KOTOPbIX UCXOAMAA O4EBUAHAA Yrpo3a Yenoseyectsy. Tak, napannenu
MOXHO MPOBECTU C PaHHUMM KMHOpeepuamm Hopka Menbeca, CBA3AHHbIMM
C MarHetTnsmom («MMnHoTM3ep» — yTpadeHHbln dunbm 1897 roga u «BaHHa
Mecmepa» 1905 roga). Hanpumep, B «BaHHe Mecmepa» K. Menbec cHAN aK-
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TPWUC KaK MapUOHETOK, MOAYMHEHHbIX UMMNY/IbCY MarHeTusepa, B KOHUe npu-
paBHMBAA MX K NOAKOHTPONbHBLIM M 6E39MOLMOHAbHBIM CTaTyAM. U ecnun B
atom dunbme K. Menbec 3aTparnBaeT TeMy MEXAHWYECKOrO, HEXMBOTO Ye-
IOBEKa KOCBEHHO, TO B KMHOKapTuHe 1897 roga «lyrycc n ABTomaT» Heus-
BECTHbI ABTOMAT CTAHOBUTCA rNaBHbIM repoem. B dpunbme Bbin CHAT KNOYH,
CPaKEeHHbIM N MOPaXKEHHbIN MEXaHUYECKUMU ABUNKEHMAMM ABTOMaTa. Tem
cambim K. Mesibec, caM BOCXMLLLABLUNIACA HOBbIMM TEXHONOTUAMM, MPOLEMOH-
CTPMPOBAJ CTOIKHOBEHMWE OAHOM NONYAAPHOM KYAbTYpbI C Apyroi. Cam ¢punom
CTan NepBov KNHONEHTOM, B KOTOPOU NOABU/ICA POBOT Kak OANH W3 repoes.

B atnx dpunbmax K. Menbec 4eEMOHCTPUPOBaN CBOE BOCXULLEHME Nepes,
MEXaHUYEeCKUMU N0AbMU, KOTOPOE OTBEYaN0 NPUCTPACTUAM KOHLA BeKa. Ky-
K/1bl, MapPVOHETKWN, aBTOMATbl CTAHOBM/IMCb CBOETO PoAa CUMYIAKPaMM Jto-
[el, KOTOPbIX MOXHO OblJI0 KOHTPOAMPOBATb, YTO CNPOBOLMPOBANO Pa3BUTHE
beHoMeHa TaK Ha3blBAaEMOW «MOHOMaHWM KYKOM» B BU3YaslbHOM KynbType.
MonynapHocTb aBTOMaToB (0COBEHHO KEHCKWUX) B KmBonucu, dotorpadpuu,
TeaTpe WA KMHO Bblna cBA3aHa ¢ Npobaemolt AUCAoKaLMKN U JOCTYNHOCTU 06-
Ha*KEHHOTO XEeHCKOro Tefla B BU3yasIbHOM Ky/bType.

Ob6HaxeHHOe pemMUHHOE Teno 6bl10 HEBO3MOXKHO YBUAETb HUTAE, KPO-
Me KaK B NapuKCKOM Mopre, Ha CTO/le MaTosI0roaHaToMa uamn B 6onbHULE.
Be3BosibHble, 06€34BUKEHHDIE, YNIPaBAAEMbIE TENA CTAHOBATCA UCTOYHMKAMM
cB0E06PA3HOro «3HaHUAY. X 6E3KU3HEHHOCTb NEPEHOCUTCA U HA YKEHCKYIO
06pasHOCTb BO BTOPO nonoBuHe XIX BeKa, CNPOBOLMPOBaB NPOHUKHOBEHMWE
KYKO/ M aBTOMATOB B UCKycCTBO. Tak, B 1860-e rogbl arap [era Hanucan npo-
HWYHOE NOJIOTHO NOoZ Ha3BaHMeM « MyKYMHA U KyKna», rae rMaBHOM MOAEbio
XY[LOKHMKA CTAHOBUTCA KEHCKaA KyKa B NAaTbe No nocnegHel moae (ckopee
BCero, npou3seaeHue aBTobMorpadnyHo, a YepTbl rMABHOMO repos CNUCaHbI C
camoro [lera). XyAoXHuK ¥aH Bebep Hanvcan NoNoTHO «YenoBeK ¢ Kyknamm»
B 1896 rogy, KOTOpOE 3KCNOHMPOBANOCH B 3TOM e rogy B CanoHe. B 1899 rogy
nosABAAETCA poMaH «YenoseK ¢ Kyknamu» KaH-Jlym PeHo, B KoTopom noapob-
HO onucbiBaeTca GeTUM3M KyknomaHa [umuT. no: 10]. NpumeyaTenbHo, 4To
B KOHLLE POMaHa XeHLWWHa, BNOOMBLLIAACA B OAEPHKMMOTO KyKaamu, pelmna
CbIrPaTh PO/ib aBTOMATa, NOCKO/bKY 3TO 6blN eAUHCTBEHHbIV cCNocob BNOOUTb
B ceba rnasHoro repos [umt. no: 10].

Co3gaHne DHUrMapesib XPOHOMOTMYECKU COBMAaNo C «KYKJOMaHUen».
Cloppeanunctbl BOCMOMb30BANUCL MONYAAPHOCTBIO MYASXKEN, aBTOMATOB U
NPOTEe30B, BO3HUKLLEN B CBA3W C TpaBMamu 1 notepamm NepBoit MUpoBOW BO-
MHbI, YTOBbI NPEBPATUTL Pa3BNEKATENbHYIO KOHCTPYKLMIO NEPBOW MOMOBUHbI
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XX BeKa B BbICTaBOYHbIN 3KCMNOHAT. B pe3ynbraTe UX BU3yaibHbIX MaHUNYNALMN
(co3pgaHum Konnasa, akLEHTa Ha «3IEKTPUYECKOE NMPOUCXOXKAEHNE» IHUTMA-
penib) MexaHU4YecKuii YenoBek cTan 06pasom «uaeasbHOro» YeNoBeKa, Hecy-
LLLero onacHocTb U cMepTb. MogobHOM cmeHe MHTepnpeTaumm cnocobcTBoBan
UCTEPUYECKUIN OUCKYPC, NMPUHUMMMANABHO 3HAYMMbIM AR TBOPYECTBA COp-
peanuctoB. Mctepua onupanacb Ha BU3yasbHOCTb B MOCTAHOBKE CMMMTOMa.
B pe3y/bTaTe OHa cTana NpoYHO acCOLMMPOBATLCA C OKYAAPLEHTPUIMOME: me-
OVKU-MYKUMHBI J@MOHCTPUPOBANN OBHaKeHHble UCTEPUYECKUE TeNa B «Te-
atpe 6onbHUUBI CanbneTpuep». MogobHble AEMOHCTPaLMK cnocobcTBOBaANN
BHeApeHUto obpasa «UCTEPUYECKOrO Tena» B MCKYCCTBO BTOPOW MOMOBUHBI
XIX BeKa («McTepuyeckne Tesla» MOXKHO BCTPETUTL B NpousseaeHusx Orocta
PoaeHa, ®envcbeHa Ponca, Capbl BepHap U MHOMMX Apyrux).

Ynpasnsemoe «6eCcKOHTPONbHOE» U «NOACO3HATENbHOE» NPEeACTaBNAN0
60/1bLUIOM MHTEPEC ANA COPPEANNCTOB, B CBA3M C STUM MHOTUE NPEeACTaBUTENN
Hanpas/ieHMsA 06PaLLANNCL K «MCTEPUYECKMM Tenam»: Makc IpHCT 1 CanbBa-
fop Jann. YunTbiBas, 4TO OGHUM U3 TEXHUYECKUX KOHCYNbTAHTOB 6bl1 MakKc
IpPHCT, TO MOXKHO NPEeANONONKUTL, YTO aBTOPOM KOJI/1aXKa Ha NPUrIacuTesIbHOM
MexayHapoaHou BbicTaBkM 1938 roga 6bi1 UMEHHO OH. M. IpHCT 6bin 3auH-
TPUrOBaH BO3MOXHOCTAMMU MEXaHWM3MOB M aBTOMATOB, 4YTO M OTPa3n B KONa-
»ax 1920-x rogos [cm.: 13]. OH coeauHAN }KeHCKMe TeNa C 4acTAMM CaMO/IETOB
nnan 6omb, co3gaBan yCTONYMBbIE K BOEHHbBIM NOCNEACTBUAM «MEXAHU3MbIY.
MOXHO NPeAnoNOXKNTb, YTO UMEHHO U3-3a TAKON MHTEpPNPeTaLumn KMexaHus-
MOB» JPHCT U BKAOYUN DHUIMapesab B Nporpammy OTKpbITuA MexayHapoa-
HOW BbICTaBKM cloppeanvama 1938 roga.

CTOUT OTMETUTb, YTO aBTOMAT DHWUIMapesib CTAHOBUTCA KOMMNO3MULMOH-
HbIM LLeHTPOM doTorpadmm NPUINALLEHUA 33 CYET BbIAENEHUA CBETOM U YETKO
OYEepYEHHbIX KOHTYPOB. 3TW AETanMn YKasblBalOT Ha To, 4To dpoTorpaduma noa-
BEprnacb onpeaeneHHbIM MaHunynaumamu: Gurypa asTomata IHUrMapens
6bln1a BKNeeHa, To ecTb Nepes 3putesiemM Npeactasuam He ¢oTo, a KOANaX.

B 30-e roapbl XX BeKa M. IpHCT A0CTaTOYHO YacTo npuberan K rennorpa-
BlOpe, YTOObl «HWMBENMPOBATLY LUBbI MEXAY CKAEMKaMWU MPU U3rOTOBNEHMM
Konnaxein. Momumo 3toro, M. IpHCT 6bln 3aMHTEPECOBAH B TEME MecMe-
pv3Ma, NOAKOHTPONBHOTO M 06e3ABUMKEHHOTO Tela U POHOTOB M aBTOMATOB.
370 APKO NpPOoABUAOCH B pomaH-Konnaxe 1934 roga «Hepena nobpotbl uam

& Mog 3TMM onpeaeneHneM MMeeTca B BUAY rOCMOACTBO 3peHUs B BOCMIPUATUM YENOBEKOM KaKoro-
nnbo ABNeHUSA.
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CemMb CMepTeNibHbIX 371eMeHToB» [7, p. 282-285], rae »KeHckue Tena 6biau
NO3MUMOHUPOBAHbI KaK FNaBHbIA 06bEKT. ITOT 06BbEKT CTAHOBUICA UCTOYHU-
KOM HaCNaXkAeHWUs ANA MyXKYUHbI-Byaepucta. B ogHom 13 anctos M. IpHcT
NPeACTaBUA KeHLWMHY-poboTa, cOBpaHHYO M3 Pa3pO3HEHHbIX YacTel Tena u
MeXaHWUYECKMX 31IeMEHTOB, U KoTopasa 0b6a1aAana ApPKol CeKCyasbHOCTbIO.

Bce 3T AncTbl cBAsbiBana nctepus. CKBO3b NPU3MY UCTEPUU MKEHLLMHA
CTAHOBWMNACb NOAKOHTPO/IbHBLIM POHOTOM, YNpaBAAEeMbIM BpaYoM. UcTepuuka,
no KoHuenuun Kaka /lakaHa, 3aBUCUT OT KOHTPO/IEpa, OHa HyXXJaeTcA B 3a-
[AaHHbIX MOAENAX NOBeAeHUsA, KOTOpble MexaHWYeCKM NOBTOPSET (3Ta KoHLen-
uma onucaHa B Mactep-cxeme JlakaHa 06 nctepuke v rocnoamte) [1, c. 31].

UcTepusa obbegnHmMNa U pa3posHEHHbIe 06BEKTbI, U 3abl MexayHapoa-
HOW BbICTaBKK cloppeannsma 1938 roga. Bce odpopmneHme BbICTaBKM 6biNo
NPU3BaHO «YCTPaHUTb» Byp)KyasHOe CMOKOMCTBME M HAMOMHUTb 06 yyKacax
MepBoii MMPOBOW BOWHbI. « MeXBOEeHHasa anoxa» NopoAnna, No MHEHUIO Clop-
PeanunucToB, KCOMHaMbyn», KOTOpble He MO/ BbIPa3MTb CBOE NOACO3HATENb-
Hoe. MoceTUTENN HYKAANUCh B MarncTpansax, NPobyKAAOLMX UX OTO KCHa»
N NO3BONAIOWMM MM TPE3BO B3MAHYTb Ha OKPYXKAIOLLYO AEeNCTBUTENbHOCTD.
CsucatoLme yronbHble MeLWKn ¢ NOTOAKa, NPYL NOCPeAM KOMHATbl, KpomeLl-
Han TbMa B 3a/1aX — BCe 3TO CO3/aBasio AUCKOMDOPT, OTUYYKAEHHOCTb U MPO-
6y»K4ano cTpax. Paspo3HeHHble M aforMyHble 31emeHTbl cobpann BoeguHO
npeacrasiaeHun, yctpoeHHble M. 3pHctom u C. Janu.

MO OTHOLWEHWIO K 3TUM CIOPPEATUCTUYECKUM MPEACTaBJIEHUAM Ha OT-
KPbITUAX BbICTaBOK MccnegosaTeibHuua Mapua-Posa JlemaHH BBesa B Hayu-
Hbl1 060pOT TepmMUH «nepdopmaHc» B psage cBoux ctaTen [17; 18, p. 102].
B cBoto ouepesnb naeto o nepdopmaHcax Ha OTKPLITUAX CHOPPEANNCTUYECKUX
BbICTAaBOK OHa 3amMmcTByeT y 3anc MaoH, KoTopas HasBasia npeacraBneHue
«YnyweHHbI akT» 1938 roga npoto-xanneHuHrom [20, p. 54]. JlemaHH 3a-
MMCTBYET 3TO C/I0BO U3 UcCNefoBaHUA MaoH, B pesy/bTaTe Yero npoucxoaut
penHTepnpeTaums TepMmnHa «nepdopmaHc» No OTHOLIEHUIO K CIOPPEaNnCTU-
YEeCKMM NPAKTUKAM Ha OTKPbITUAX BbICTABOK.

BBoaMMbIV TepMUH «nepdopmaHc» JlemaHH NpUMeHseT K BbICTyne-
HUAM TaHUOPOB M aKTEPOB Ha CIOPPEAIMCTUYECKMX BbICTaBKAX: «YNyLLEHHbIN
aKT» (1938), «MonuTea 0 NpuKocHoBeHUM» (1947), «baHKeT KaHHMBanos»
(1959) [17, p. 13]. OHa nuwWeT, YTO 3TV NpPeACTaBNEHUA AeNaNn 3pUTens aK-
TUBHbBIM COYYaCTHUKOM, 3pUTENb BOBNEKANCA B 3TY UIPy, NPOeLMpys Ha Tena
CBOM NNYHbIN onbIT [17, p. 14]. MogHMMan npobnemy B3rnAAa Kak Bceraa Ha-
CUNIbCTBEHHOTO aKTa, JleMaHH NPUXOAUT K BbIBOAY, YTO CIOPPEANUCTbI HECNy-
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YalHo ycTpamBanu pasHoobpasHble NPELCTABAEHWUA: OHWU MNbITANUCh BU3YaNu-
3UPOBATb MOAABNAEHHbIE U CKPbITblE B INYBUHAX NCUXMKM XKeNaHUA NyO6AnKMN.
3710 obecneynBano CBOEOOPA3HYIO PEUHTEPNPETALMIO KOHUENUUM B3MALa:
BMECTO HAaCUNbCTBEHHOrO OH CTAHOBWJICA BOBJ/IEYEHHbIM, TO €CTb CBA3AHHbIM C
BM3yasIbHbIM OMbITOM U COLMANBbHBIM Y4aCTUEM.

MoaBneHne dHWUrMmapenb, 3aABJEHHOE B MPOrpaMme paHblle, Yem MUC-
Tepuyeckuii nepdopmaHc IneH BaHenb, JOMKHO OblIO CNPOBOLMPOBATL MNy-
611Ky Ha pasMblWNEHUA, BbICBOOOAUTL ee becco3HaTeNbHOE, aKLEHTUPOBATb
BHMMaHMe Ha BUTalOLLMX Npobaemax (HanoMHMM, 4To 1938 rog, — nNpeaBoeH-
Hbll, rof, KOraa YeTKO HAMETU/INCb COLMA/bHbIE U MONUTUYECKME KOHPPOHTA-
LUun). B 3TOM KOHTEKCTE M «ABNEHNE JHUITMAPEb» MOMKET CYMTaTbCA Nnepdop-
MaHCOM, OZLHAKO B HACTOALLEW CTaTbe aBTOP NPeAnoYen BBECTU onpeaeneHume
«npotonepdopmaHc»’, coeaMHNB 34eCb TEPMUHbI MaoH («NPOTO-X3MMNeHUHr)
1 JlemaHH («neppopmaHcy»). Mcnonb3oBaHMe Nogo6HOro TEPMUHONOTMYECKO-
ro He0/I0rM3Ma CBA3aHO C TeM, YTO TePMUH «nepdopmaHcy elle He bbin BBe-
[OEH B Pa3roBOPHYIO M HAyYHYIO MPAKTUKMU B NEPUOL CO34aHNA COPPEeaNCTU-
YeCKUX npeacTaBneHuin.

«MpotonepdopMaHC» C yyaCcTMEM MEXaHMYEeCKOro 4enoBeka CTaHO-
BW/ICS CUMBOJIOM NPEABOEHHOW 3MNOXM, HANOMUHaHWeM 06 y¥Kacax BOWHbI OT
CanbBagopa [anv u Makca dpHcTa. 3TM ABa pa3HbiX MacTepa 06beauHUANCD
N CTaIM TEXHUHECKMMM KOHCYNIbTAaHTAMM He cydainHo. O6omx poaHuA noaxon,
K H6ecco3HaTenibHOMY M N1t060Bb K MeauumHe u ncuxmatpun. C. Janu, Kak u
M. DpHCT, He pa3aenan «no3TUYECKYHO» KOHLEMLMIO UCTEPUN, OH CUUTAN, UTO
3Ta 60/1€3Hb NO3BONUT BbIPA3UTb KOOBEKTMBHYIO» COCTaBAAOLWYIO Hecco3Ha-
TenbHoro™ [25, p. 10]. B AOKa3aTeNbCTBO 3TOr0 OH yCTpoun «npotonepdop-
MaHC» Mog, HazBaHWeM «YNyLLEeHHbIA aKT», BO BPEMA KOTOPOro TaHLOBLMLA
3neH BaHenb B Tpex akTax MMUTMPOBaaa UCTEPUYECKMI NPUNALOoK, B3aUMO-
AENCTBYA C OKPY*KAtOLLEN cpesiol.

Camo HasBaHWe «YNyLWEHHbIA aKT» YKasblBaeT Ha ambUBaNEHTHOCTb U
HecTabunbHOCTb UcTepun — bonesHn-npotesn. Ee HEBO3MOXKHO YIOBUTb, 3a

° BBeAeHWe NPUCTaBKM «NPOTO» MO OTHOLIEHWIO K TEPMUHONOTMYeCKOoMY 0603HaueHuIo cloppe-
AIMCTUYECKUX NPEACTABNEHNI Ha OTKPLITUAX BbICTaBKM 0BYCNI0BNNBAETCA aBTOPCKUM CTpemie-
HWEeM CNefoBaTh NPUHLMMNY UCTOPU3MA, T.K. CAMM CIOPPeanncTbl He 0603Ha4ann CBOM NOCTaHOB-
KM Kak «nepdOpMaHChi», @ OTHOCUIUCH K HUM, CKOpEE, KaK K CMEeKTaKkAAM Uau cBoeobpasHoM
Urpe co 3puTenem.

1 Takum 06pa3om, Npoxoamnna NOAEMUKA MeKAY ABYMA Pa3HbIMU HAaNPaBAEHUAMU Cloppeanus-
Ma (MMHMAMK Pa3BUTUA cloppeannsma bpetoHa u [lanw), BbIIMBLLAACA B «CIOPPEANUCTUYECKUE
BOWiHbI).
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Hell HeBO3MOXKHO ycneguTb. «lpoTonepdopmaHc» B UCNONHEHUU IneH Ba-
He/sb BOCCO37aBan YMNylWeHHOe Pa3BUTUE «UCTEPUYECKOTO CMEKTAKAA», ero
UCTOPUYECKME KOHHOTALMM (CBA3b C OKOBAMM MCUXMYECKMX BONbHbIX, MOMbIT-
Ka NpeofoneTb «CAepKMBaHME» Tela U, HaKoHeL, CTaanA «0CBOBOXKAEHMAN»
— ucTtepuyeckan apka). Mo cytu, C. [lanu nokasan, K 4emy NpuBOaMT caep-
nBaHWe 6eCcco3HaTEeNIbHOTO, M YTO MOXET NPOM30MTH, ECIN NOAAATLCA CAep-
XnBaemomy. ITO KOPPEMpPOBaNOCh C COBPEMEHHON COppeanncTy cutyauum
— NpeaBOEHHbIM HACTPOEHUAM U CTPaxy, KOTOpble He 06CYKAANNCh, HO MyC-
cupoBanuck B obuiecTtse.

MopobHasa cTpaTerna penpeseHTaLMM «pPaCLLEnIeHHON» U UCKaneyeH-
HOM IMYHOCTM, HYXKOAMOWENCA B CAEPKMBAHUMN U OTBEPratoLelt ero, HaxoguT
napannenn B KuHematorpade. ComHambyna Yesape, MHOrOKPaTHO AEMOH-
CTpUpyemasn JOKTOPOM, BOCCTAeT MPOTUB CBOErO «rocrnoguHa» B punbme «Ka-
6uHeT goktopa Kanurapu». CToUT OTMETUTD, YTO 06pa3 AOKTOPA, LOMUHUPYIO-
LLEero Hag, BCEM, BbICTYMAOLErO TPUKCTEPOM Y HEBUAUMO KOHTPONNPYIOLLETO
repoeB U 3pUTENA Ha NPOTAMXKEHUN KMHONEHTbI, 6bl1 cnncaH ¢ gokTopa LWapko,
nccaepoBaTeNs UCTEPUN U «3aBOAYMKA UcTepuyek» [12, p. 63-64; 24, p. 91].
O6pauweHune K 06pasy LLlapko 6bi10 HecayyaliHbIM: NPOCAABAEHHbIA AOKTOP,
3aHUMaBLLKNICA BepudMKaLmelt CUMNTOMOB UCTEPUN C MOMOLLbIO BU3YaNbHbIX
cpeacts [3, p. 185-186], co3agaBan n3 cBOMX NaLMeHTOB obe3nnyeHHble cTa-
TYW, KOTOPbIE MOI/IM HAXOAMUTLCA B HEYENOBEYECKUX YCIOBUAX (HEMOABUMKHO
CTOATb, NEXATb Ha ABYX CTYNbAX, UMUTMPOBATbL NPUNAAKK) JONTOE BPpeMs Npu
MOMOLLM TMNHO33 U mecmepusma [cm. nogpobHee: 19].

«flBNeHMe IHUrMapenb» B3aMMOAENCTBOBANO C «YNYLWEHHbIM aKTOMY.
Ecnm 3. BaHenb AEMOHCTpUpPOBana «0CBOBOXKAEHNE» OT pasyma, TO DHUTMa-
penb, HaNpPOTMB, CTa/l CBUAETE/NIbCTBOM «BOEHHOM» LIMBUAU3ALMM U KOHTPONSA.
Y «MexaHMYeCcKoro YeNI0BEKa» HET YyBCTB: OH He WUCMbITbiBaeT 60K, No6BMY,
COCTPafaHMA, HO NPU 3TOM OH MOAKOHTPOEH, YTO AENAET ero naeaabHbIM BO-
eHHbIM. KoHBOMpPYeMbI NOAULENCKMMI DHUIMApe/b NPeacTaeT Kak conaar,
npeagewas byayLlyo Katactpody.

MoMKMO 3TOrO, LeHTPasIbHOE 3HAYEHWE DHUTMAPENb MOXKHO 0O BACHUTD
CCbI/IKOM Ha cBA3b ¢ PpaHKeHLWTeNHOM. ABTOMAT NpeAcTaeT KaK ynpasasemblin
C MOMOLLbIO 3NEKTPUYECTBA MEXAHM3M, YTO, KaK BblN0 OTMEYEHO paHee, Npo-
BOAMT Napansienn ¢ NPakTUKaMn Mecmepu3ma, BO BPEMA KOTOPbIX MOXHO
6bl710 KOHTPOIMPOBATL /ID60E TESI0 C MOMOLLBIO SNEKTPUYECKOTO MMMYAbCa
(sT0 ApPKO NPoAEMOHCTPUPOBAHO B KoAaxKe Makca IpHcTa «lpurotoBneHue
KocTHoro Knesa» 1921 roga).
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[naBHOe npoaBneHMe KOHTPONA — poxaeHue. «Ku3Hb» JHUrmapens
3aBucena OT 3/1eKTPMYecTBa, KOTOPOe NoAaBasoCh YeJI0BEKOM. B aTomM KOH-
TEKCTe Ha BbICTaBKe MPOM30LAA AEMOHCTPaALMA «COTBOPEHUA» «HEKMUBOTO
CyLLEeCTBa», OXKUB/IEHNE UHEPTHOTO Te/a, KOTOPbIe BOJIHOBA/IM YMbl CO BPEMEH
dombl AKBMHCKOrO (NepBoe NosB/ieHWe aBTOMAaTa CBA3aHO ¢ yuntenem Gombl
AKBUMHCKOro Anbbeptom Bennkum [14, p. 30]).

MNopobHas cueHa gybavMposana nonynsipHblie 06pasbl KWHeMaTorpada —
OXMBJIEHWE cywecTBa B 1abopaTopmmn foKTOpa B duabme «DpaHKeHLITENHY
1931 roga, nonbiTKa NpesBpaTtMTb Mapuio B MalmnHy y4eHoro PoTeaHra 8 «Me-
Tpononuce» 1927 roga, a ocobeHHO — «HeopopmieHHoe Teno» fonema w3
dunbma «lonem, Kak oH npuwwen B mup» 1920 roga.

Takum obpasom, Ucnonb30BaB GEHOMEH NOMYAAPHOM KyAbTypbl — MU-
CTUPULMPOBAHHBIA MeXaHUYECKUIM YeNoBEK DHUIMAapesb — CoppeanucTbl
NpeBpaTMAN ero Noss/ieHWe Ha BbicTaBke B Gopmy «npoTonepdpopmaHcay,
KOTOpan KoppenunpoBsana C KMHonpoussegeHnamm 1920-x—1930-x ronos 06
OMB/IEHUN U COTBOPEHUU HEXMBOTO cyliecTBa. MogobHoe No3nUMOHMpO-
BaHWe OblN0 CBA3AHO C MECMEPM3IMOM U UCTEPUEN, CBA3AHHBIMWU C OKYAAp-
LEHTPM3MOM M MpeABOEHHbIM HACTPOEHMAM BPeMeHW cioppeannctos. Ha
OCHOBAHWW NPOBEAEHHOrO aHaAM3a NybANKaLMIA B NEPUOAMYECKUX U3JAHUAX,
MOXHO NPeANnoNoKUTb, YTO ABNEHME DHUIMapenb bblo CBOErO POAa ABNEHU-
€M «MCKYCCTBa B3aUMOAEWUCTBUAY U NPeAnonarano akTMBHYI BOB/IEYEHHOCTb
3puTens. ITo, B CBOK OYepesb, CAYKUAO CBOETO Poaa «CBA3YHOLWMMY», 06b-
€OUHALWMM Pa3pO3HEHHbIE 3/1EMEHTbI BbICTaBKU.
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“EVERY GENERATION HAS ITS SHERLOCK”:

THE CHARACTER'’S IMAGE IN THE FILM
ADAPTATIONS OF STORIES BY A. CONAN DOYLE
ABOUT SHERLOCK HOLMES?

Abstract. The article covers the problem of the protagonist’s image portrayal in
modern cinema on the example of the three most recent film adaptations based
on works by Conan Doyle. The relevance of this scientific issue is explained by
the fact that the peculiarities of representing the character in modern cinema
partly reflect the state of society itself, its social problems, phobias and neuroses.
Cinematography, like no other type of contemporary art, has broad opportunities
to embody almost any character in three-dimensional reality, which imposes a
certain social responsibility for the results of the main characters’ portrayal.
The appeal to the archetypal images of world literature implies not only the
openness of improvisation, but also the preservation of the character’s social
function. The article analyzes the representation of one of such archetypal
images of world significance—Sherlock Holmes. The research methodology is
based on a systematic approach and general scientific methods, and also includes
special methods: content analysis of scientific literature related to the topic;
the method of sociological survey (questionnaire survey), the method of statistical
analysis. The empirical study, the results of which are presented in this article, is
based on three screen adaptations of the Sherlock Holmes stories, produced in
the 2000s in Great Britain, Russia and the United States. The study involved 150
respondents, whose answers were converted from a qualitative to a quantitative
format to analyze the specifics of the representation of the main character
(the protagonist). The authors of the article came to the following conclusions:
in modern film adaptations the protagonist is portrayed not as a genius of
the scientific method of thinking, but as a sociopath who is unable to interact with
society without an intermediary (a companion character). Moreover, modern
screen adaptations violate the archetypal image itself due to improvisations with
the static characteristics of the character, which leads to a negative perception of
such a character by the audience. The very strengthening of sociopathic features
of the protagonist’s character, shifting the emphasis from the idea of higher
justice, from eternal values to private motives, lead to a certain simplification

tAuthors are deeply grateful to the translators: Diana S. Solobuto, Senior Lecturer at the Maurice
Thorez Institute of Foreign Languages, Member of the Union of Writers of Russia, Winner of
the Golden Pen of Russia Award-2007 (Moscow, Russia), and Irina B. Maslova, Head of the
Department of Russian as a Foreign Language at the Institute of International Educational
Programs (Moscow, Russia).
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of the character, and also serve as an indicator of the state of society itself.
The theoretical significance of the research is determined by the fact that
this article offers original criteria developed by the authors to analyze
the representation of the character. The practical significance of the article is
backed by the conclusions and results of the study, which can be used for further
work to identify the impact of characters’ representations on shaping value
orientations in modern society.

Keywords: cinema, protagonist, character, improvisation, static characteristics of
the character, dynamic characteristics of the character, social function, archetypal
image, ways of representation

INTRODUCTION

The relevance of the topic is due to the fact that the problem of
representing the main character (the protagonist) is an indicator of aesthetic,
moral, ethical and mental characteristics of modern society. Modern cinema,
undoubtedly, possesses the most powerful tools for this purpose, being a part
of the general screen culture [1], allowing to transmit the created images to the
whole world, to replicate and visualize fictional and national-political myths
[2, p. 119]. The popularity and wide coverage of the cinema, its modern digital
versions and a wide range of expressive means determine the uniqueness and
special power of the impact this type of art has on the modern world.

Movie makers use certain techniques to build and develop characters.
The choice of filming techniques, action, mise-en-scene, editing, lighting and
sound—all of it determines the artistic way of shaping the character’s image
using a combination of the author’s thought and cinematic techniques. The
process of transforming an artistic image into a screen image is based on a
specific cinematographic dramaturgical canon. Both mise—en—scene—colors
and light, costumes, makeup, placing of props, placement of actors on the
set—and the shot composition itself carry certain information about the
character, which was already pointed out by S.M. Eisenstein [3, pp. 81-93] and
LV. Kuleshov [4, pp. 75-95] in the 1920s—1930s. Cinematographers carefully
consider the frame sequence, the montage tempo and the usage of editing
techniques, which also influence the narration, the character’s representation
and the involvement of the audience into the action. Coincidental sound
trimming, continuity editing, frame cutting, insertion, dissolving, gradual
appearance, disappearance, rapid movement, transition, overlapping—
these all are editing techniques that also contribute to the character’s image
[5, p. 50]. In most feature films, although the lighting may look usual and
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natural, the filmmakers put a lot of effort to achieve the specific effect
they want. Lighting always significantly and meaningfully contributes to
the narrative—German expressionism and film noir, with their semidarkness,
interplay of shadows and side-lighting of characters’ faces, are classical
examples. Filmmakers carefully consider the quality and location of light
sources, influencing the narrative and character development [6, p. 130].

The sound sequences in the motion picture are also carefully thought
through, the same way the visual editing of the film is. Sound effects and music
also contribute significantly to the creation of the screen image. According
to most researchers of modern cinematography, the representation of
the character in the film can also be described by the formula: “dialogue +
physical movement = the character” [7, p. 2].

This brings us to the main component of the film—its characters.
Identifying oneself with the characters is a frequent reason why people are
attracted to a particular film. Viewers want the protagonist and supporting
characters to evolve just like people in real life do. They want a film to reflect
this evolution; the character must show the development of moral and ethical
virtues, such as decency, honesty, or courage, and “have a very detailed
biography, which makes the character three-dimensional” [5, p. 54].

To create a three-dimensional character with a well-developed
background, a film must illustrate the sociology, psychology, and physiology
of the character. Since a film is a visual experience, sociology and psychology,
together with physiology, are subtly portrayed using visual means through
physical movements and dialogues in any situation depicted in the film.

By shaping the character in cinematography, his or her physical actions
and dialogues change depending on the exposition and conflict, as he or she is
moving through the rising and falling action of the film. Each frame should be
aimed at completing the action and developing the character’s story. Besides,
dialogues in these situations should match physical movements. For example,
dialogue “cannot be ranting and raving about a particular situation when a
character is standing still, looking into the window” [8, p. 102].

In the history of cinema there have been many examples of representing
a character from literature. But for now, Sherlock Holmes, striking as it may
seem, remains the most brilliant and popular image to be portrayed on
the screen, a character created two centuries ago and still successfully gaining
the attention of viewers. This character, according to K. Jung’s famous ideas,
is an archetypical image carrying a social idea in itself, the idea that has been
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significant for the whole mankind in the course of all periods of historical
development, clear for any national culture and complying with the moral and
ethical demands of the society [9, p. 9]. In the case of Sherlock Holmes, an
archetype that appeared in the late 19th—the first half of the 20th century
reflects the idea of higher justice, which can be implemented by man with the
help of scientific analysis.

Analyzing this timeless image, some researchers note that “Sherlock
Holmes is one of the most adapted characters of all times” [8, p. 17].
The phenomenon of this character lies in the fact that it represents not only an
archetypal image, clear and accessible for any culture and nation, but also that
it actually reflects the myth of Holmes, which has absorbed the intertextuality
of the previous screen incarnations, a kind of “Holmes’s canon”. In scientific
literature, there have been many attempts to analyze the phenomenon of
this character, from studying the discrete transition of the text from page to
the screen [8, p. 18] to the character’s evolution as it has been changing in
various intertexts and through time [10, p. 226]. By analyzing, researchers tried
to show that it is the character that is adapted, not the fictional text with its
narrative, genre and aesthetic aspects, and thus, studying screen representations
of Sherlock Holmes should include analysis of various aspects related to
cinematography that shape, change and define this character throughout
his hundreds of screen lives. To date, the world cinema has 135 cinematic
incarnations of Sherlock Holmes, created by actors from different countries (UK,
Russia, USA, Canada, Poland, Japan, etc.) [11, p. 44] (Fig. 1, p. 174).

The study of Sherlock Holmes’s archetypal image in the context of its
cinematographic representations allows, in our opinion, to identify the main
peculiarities of moderninterpretations of the character and toreveal the specific
attitude of modern society to the character. There are different points of view
on the specifics of the screen image embodiment. For example, in his work
A. Bachmann puts forward the following thesis: “Countless reinterpretations
have touched all the aspects of Holmes’s character and world—costume,
appearance, time period, gender, sexuality—but one thing never changes: he
is a scientist. This character is a mixture of all the stereotypes we have ever had
about scientists—lonely, introverted, brave, reckless, a little inhuman, cruel,
obsessive, creative, and brilliant” [10, p. 329].

This statement can be taken as a ground for analyzing the peculiarities
of the character’s representation, since the world in which he was originally
created was literally obsessed with science. The Victorian era saw the creation
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of Charles Babbage’s first “Analytical Engine”, a precursor of modern computer
technology. Many literary predecessors of Holmes, detective characters—
A. Dupin by Edgar A. Poe, Lecoq by Emile Gaboriot, “The Thinking Machine” —
Professor Van Dusen by Jacques Futrelle—were characters who were proud
of their systematic, unemotional approach to solving complex mysteries
[13, p. 38].

Fig. 1. The canonical image of Soviet cinema—Sherlock Holmes performed
by V.B. Livanov. Screen capture from the series of television films
The Adventures of Sherlock Holmes and Dr. Watson
directed by Igor Maslennikov, 1979-19862

Sir A. Conan Doyle’s character, Sherlock Holmes in his classic version was
also distinguished by his lack of emotion. (Interestingly, in British detective
fiction there is also an exact opposite of Holmes—H.C. Chesterton’s Father
Brown, whorelies not on logic to investigate crimes, but rather on his knowledge
of human nature. Robert Hamer’s 1954 adaptation of The Blue Cross—Father
Brown, starring Alec Guinness, is considered a reference standard. Comparing
cinematic representations of Father Brown, including the one in BBC One
series Father Brown (2013-2020) and cinematic representations of Holmes is a
topic for further research) (Fig. 2).

2 See the image source: https://aif.ru/culture/movie/1076684 (08.07.2021).
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Fig. 2. Father Brown performed by Mark Williams.
Screen capture from the BBC One series Father Brown (2013-2020).
The series is based on the works of Gilbert Keith Chesterton
about the Catholic priest-detective father Brown?

As with Babbage’s machine, it is not the personality that is involved here,
but only the application of the method. But apparently, as A. Conan Doyle well
knew, no scientist, let alone a popular character from literature, can survive
only thanks to cold mechanical logic [13, p. 39]. A stubborn collector of facts,
devoid of imagination, is not our only stereotypical image of a scientist. Holmes
is also a reserved eccentric man relying on intuition and mysterious flashes
of insight. In some cases, he completely “abandons his deductive methods
and chooses good old-fashioned fist-fighting” [13, p. 40]. By combining
these seemingly contradictory characteristics, Holmes becomes a more
realistic scientist and person than any of his fictional rivals. He also adapts
himself well—each film director creates his own image of Holmes, guided by
a canonical set of personality traits attributed to this figure from literature.
As N. McCaw writes: “Some emphasize drug abuse in this character, others
emphasize playing the violin, and others emphasize wit. P. Downey Jr. focuses
on his physical shape, Jeremy Brett was quietly mysterious, Basil Rathbone

3 See the image source: https://www.kino-teatr.ru/kino/movie/euro/117224/foto/864506
(08.07.2021).
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was a classic gentleman, and Cumberbatch’s Holmes is a brilliant intellectual.
But they are all scientists because the method and purpose never change”
[13, p. 46]. A. Conan Doyle’s character, thus, has no clear, closed characteristics,
which gives almost boundless freedom for interpretation, representing a kind
of cinematic palimpsest.

This aspect, perhaps, is at the heart of this appeal of Holmes as a
character in modern cinema, especially in its neo—Victorian version, which also
has a therapeutic effect: the viewer is comforted by the idea that, however
mysterious the riddle may be, there is a solution that someone can find and
will surely find, that Holmes uses logic, imagination and help of volunteers—
street boys, rather than relying on artificial intelligence to solve problems. In
his review of Guy Ritchie’s film A. Anastasiev, however, emphasizes that the
film reflects the public mood and demands of mass culture of the 2000s for
anti-science and all kinds of mysticism [12].

Fig. 3. Sherlock Holmes performed by Benedict Timothy Carlton Cumberbatch.
Screen capture from the British television series Hartswood Films, shot for BBC Wales. The plot
is based on the works of Sir Arthur Conan Doyle about detective Sherlock Holmes, but the action
takes place (with the exception of one series) nowadays (2010-2017)*

However, in the three most recent film adaptations Sherlock starring
B. Cumberbatch (2010-2017) (Fig. 3), Sherlock Holmes (2009) and Sherlock
Holmes: A Game of Shadows starring R. Downey Jr. (2011) (Fig. 4) and Sherlock
Holmes starring |. Petrenko (2013) (Fig. 5) the love of viewers to Holmes as well
as to science is clouded by concerns: it is not very clear from the representation

4 See the image source: sherlock-serial-sherlock-bbc-sherlock-holmes-sherlock-she-39.jpg
(1332x850) (goodfon.ru) (08.07.2021).
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Fig. 4. Sherlock Holmes performed by Robert John Downey Jr.
Screen capture from the American film Sherlock Holmes is a detective action film directed
by Guy Ritchie, which is based on the works of Arthur Conan Doyle about Sherlock Holmes,
although the main plot is original.
The film premiered on December 24 (in Russia—December 31), 2009°

Fig. 5. Sherlock Holmes performed by Russian actor Igor Petrenko.
Screen capture from the Russian television series produced by the Central Partnership film
company, shot by director Andrei Kavun based on the stories
of Arthur Conan Doyle about detective Sherlock Holms.
The film premiered from November 18 to 28, 2013 on the TV channel Russia-1°

of this character in these films, how far he can go in his search for truth. If
we take into consideration that Sherlock Holmes’s archetype is expressed

5See the image source: https://thumbs.dfs.ivi.ru/storage28/contents/9/8/28252fd2c21f9ed090
83fa0f8fb086.jpg (08.07.2021).
6 See the image source: https://rg.ru/2013/12/31/holms-site.html (08.07.2021).
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not only in the universal cultural idea of the eternal triumph of justice, but
was perceived throughout almost the whole 20th century as a source of the
rational and the scientific [11, pp. 65-66], then it is important to determine,
how exactly the representation of this character is shaped in modern cinema,
how modern audience sees the character and, accordingly, how modern
society perceives higher justice and whether it needs it.

Scientific literature on the problems of film adaptations is quite extensive,
has a long tradition, and includes works of both Russian and foreign authors.
Theoretical foundations of the interrelation between literature and cinema
were laid by Russian formalists Yu.N. Tynyanov [14, pp. 55-85], V.B. Shklovskij
[15, pp. 709-871], S.M. Eisenstein [16, pp. 283-297] and L\V. Kuleshov
[17, pp. 99-112], which were close to the circle of the mentioned ones, and
others. These ideas were further developed in the later works by Y.M. Lotman
[18, P. 38-46].

The works by Russian scientists V.A. Kolotaev, A.V. Markov [6], O.Yu. Os-
mukhina [19], T.V. Savelyeva [20], E.N. Shapinskaya [7, 21], O.l. Yushchenko,
Y.A. Gamaleeva [2], A.N. Yankovsky [5] are dedicated to a more specific
problem—character representation in cinematography.

Foreign researchers who study film adaptations of works of literature,
starting with S. Kracauer’s book Nature of Film: The Redemption of Physical
Reality (1960), have analyzed both general theoretical problems of the relations
between literature and film: S. Kracauer writes about cinematographic nature
of literary works and about limited abilities of cinematic language in preserving
the spirit of literary source [22, pp. 313, 316]; and more specific issues: for
instance, Bryan McFarlane writes about two different languages—the language
of literary sources and the language of the film director to narrate the same
story, distinguishing between “stories told” (the plot of the source) and “stories
presented” (the cinematic interpretation). Most works, however, concentrate
on how characters are represented on the screen. The works of such authors as
L. Benett, D. Hwang [11], A. Bachmann [10], N. McCau [13], C. Naidoo [9] and
A.L. Polachek [8] offer the authors’ original techniques for analyzing cinematic
representations of characters based on empirical research. Nevertheless,
modern scientific literature has not yet analyzed the criteria for evaluating the
representation of characters and its perception by viewers. From this point
of view, the study presented in the article has a certain scientific novelty and
contributes to the Russian scientific literature on the topic under study.
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METHODS

The research methodology is based on systematic approach, including
general scientific methods (analysis, synthesis, deduction, induction), as well
as a number of specified methods: content analysis of scientific literature on
the topic; method of sociological research (method of mechanical sampling
and questioning) and method of statistical data analysis.

Content analysis of the scientific literature on the topic allowed us to
identify two criteria for evaluating the representation of the character:

1. Static (unchanging) basic characteristics: the character’s background,
appearance and attributes (cap, pipe, raincoat, violin)’, the protagonist’s
companion (J. Watson). Despite the fact that in the series Elementary (2012—
2018) the character of Watson is represented by a woman, as an exception to
the classic set of static characteristics of the archetype, the companion of the
character is always present as a constant value.

2. Dynamic characteristics: the character’s habits, manifestations of his
temper, moral and ethical beliefs. These characteristics may change in the
socio-historical context of almost a century-long history of film adaptations
about Sherlock. Moreover, all of the later versions present the character almost
as an open sociopath (Sherlock by Igor Petrenko is the most graphic example).

We conducted a mini-survey in the social network Twitter in the group
“Contemporary Cinema” in order to assess the specifics of the character’s
representation. The questionnaire contained six questions (three questions for
each criterion of representation that we’ve singled out).

MATERIALS OF THE STUDY

We selected three most recent film adaptations as the object of our
study (Sherlock in Russia, 2020, directed by Nurbek Egen, is not a screen
version in its full meaning; the series was based on an original script offering
a free interpretation of the classic image of Sherlock Holmes.), what llona
Egiazarova writes about in her review [24], placed in chronological order in
the survey: Sherlock Holmes by Guy Ritchie (2009, USA); Sherlock by Mark
Gatiss (2011-2016, UK) and Sherlock Holmes by Andrey Kavun (2013, Russia).
The criterion for the analysis of the received responses is a 10-point level

7Sidney Paget created an iconic image of Sherlock and Watson on the pages of The Strand
Magazine in 1891 illustrating the story Scandal in Bohemia. It is this image that guided the
creators of many films and TV series about the famous detective: these drawings were used by
Igor Maslennikov when he was selecting the cast for his TV series The Adventures of Sherlock
Holmes and Doctor Watson (1979-1986).
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system that evaluates the perception of the character’s representation in each
of the film adaptations: 1-3 points—low level, 4—-6—medium level, 7-10—
high level. All the results obtained were summarized; the average for each of
the questionnaires, and then the average for each of the screen adaptations
assessed by the respondents was calculated. Such a system made it possible to
convert qualitative results (the respondents’ answers) into quantitative data,
which were then processed using special Neural Designer software applied for
advanced statistical analytics.

The questionnaire designed for the mini-survey included the following
questions:

1. Evaluate to which extent the image of Sherlock Holmes matches

the idea of higher justice.

2. Evaluate to which extent the character’s appearance reflects his

character traits.

3. Evaluate to which extent the character’s genius is expressed in this

adaptation.

4. Evaluate to which extent the character’s sociopathy is expressed in this

adaptation.

5. Evaluate how dangerous this character might be.

6. Evaluate how reliable such a character might be as an embodiment of

the idea of justice.

The presented questions allowed us to reveal the viewers’ attitude to
the character, as well as to find out the main trend in the cinematographic
representations of Sherlock Holmes at the present stage of development of
this image.

A total of 150 respondents took part in our mini-survey. The survey was
conducted in two languages (Russian and English), which allowed us to involve
a broad audience. The research was conducted in the period from May 1 to
May 20, 2021.

RESULTS

The conducted survey gave the following results: according to the film
adaptation by Guy Ritchie, 90% of the respondents estimated the character
as an unreliable, too emotional, unbalanced person, who is not able to play a
meaningful role in achieving higher justice without his companion. Among the
respondents’ answers there were, for example, the following remarks: “he’s
always drunk, | don’t like it, how can you investigate something if you just can’t

” o u

stand on your feet”, “it seems to me, if it wasn’t for Watson, such a Sherlock
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would have been killed several times in London even in broad daylight”;
“Downey Jr. has a way of being a hero, but he’s no closer to Holmes”, etc.
Statistical data of the survey results are shown in the Fig. 6.

Screen adaptation by Guy Ritche

5
3 3
] I I
Reliability Justice Genius Sociopathy

Fig. 6. The representation of the character in the adaptation by Guy Ritchie

As you can see from the data in the Fig. 6, in the representation of
the character in Guy Ritchie’s film, sociopathy comes to the fore: justice,
reliability and genius are evaluated by the viewer at a low level.

The screen version by Mark Gatiss had the following results: 75%
of respondents rated Sherlock as a sociopath, 15% as a genius and the
embodiment of higher justice. At the same time the following statements were
mentioned in the respondents’ answers: “I like this Sherlock, he is a kind of
extraordinary”, “he looks more like a genius than a drunkard, like it was with Guy
Ritchie”, “Cumberbatch is not appropriate for the role of classical Holmes, but
the actor completely expressed what the director wanted to express”. The work
of cameramen, the soundtrack, and high-quality work of script—writers played
their role in representation of the character: “the script is brilliant, without
it Cumberbatch’s Holmes would be very boring”, “the cameraman’s work is
excellent, the camera saved Cumberbatch from a failure”. It is interesting that
the respondents especially mentioned the technical ways of representing
the character. Also 85% pointed out that “Holmes exists only thanks to Watson”,
“l like the character more than Holmes”, “Watson is more natural than
Sherlock”. The second film adaptation we analyzed, thus, allowed us to reveal
the role of technical means in the representation of the hero, as well as
the shift of the emphasis from the protagonist to his companion.

The results of the survey related to the second film adaptation are
presented in the Fig. 7.
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Screen adaptation by Mark Gatiss
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Fig. 7. The representation of the character in the adaptation by Mark Gatiss

As you can see from the data presented in the Fig. 8, the main
characteristics of the character’s representation in Mark Gatiss’ adaptation
were sociopathy and the idea of justice, while the reliability of the hero was
rated at an average level and his genius earned a low rating.

Concerning Andrey Kavun’s film adaptation, the following data were
obtained: 89% of respondents rated Holmes as unreliable, unbalanced,
neurotic, actually a sociopath, with almost no signs of genius. At the same
time the following opinions were expressed: “he is running like a person
stung by a wasp throughout the film, his hands are shaking, he’s all twitchy
and insecure”, “how a man who cannot cope with his own emotions, can
investigate something”, “Holmes looks like a mental patient”, “he is puffing
all the time and uttering words through his teeth, he’s weird” (see the Fig. 8).

The summary chart of the data on the three film adaptations (fig. 9)
shows an increase in sociopathy in the representation of the hero.

Let us point out that in this screen version the image of the character’s
companion was liked by everyone as an antipode to the presented Holmes:
“Watson is always concentrated, clever, fair and human, he is better than
Holmes”, “without Watson such a Holmes is something unreal, he would have
died of his hysterics before his time”. Such opinions show that the representation
of the protagonist through the supporting character—his companion—Iled to
the opposite effect: the audience doesn’t perceive the protagonist as the main
character, and the supporting character takes the central place.
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Screen adaptation by Andrey Kavun
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Fig. 8. The representation of the character in the adaptation by Andrey Kavun

The summary chart of the data on the three film adaptations (fig. 9) shows an
increase in sociopathy in the representation of the hero:

Summary data of three film’s adaptation
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Fig. 9. Summary data of three film’s adaptation
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CONCLUSIONS

Our study of the character’s representation on the examples of three
film adaptations of the works about Sherlock Holmes allows us to draw
the following conclusions:

1. Specific conclusions: in modern film adaptations sociopathy
and neurasthenia prevail over genius, which, on the one hand, gives
cinematographers an opportunity to expand the static characteristics of
the image, but, on the other hand, narrows the field of representation by
sociopathy itself, not allowing the character to implement the social function
of ideas of higher justice, the triumph of scientific thinking and rationalism,
the important components of the myth related to Sherlock Holmes. In all
the three film adaptations, the character is explicitly driven not by the idea
of the triumph of justice (indeed, even the canonical Sherlock investigates
another case for the sake of an intellectual challenge), but by personal motives,
mostly connected with love (particularly expressed in A. Kavun’s adaptation in
the story of the tragic love of Holmes and Irene Adler, only slightly outlined in
A. Conan Doyle’s story Scandal in Bohemia), emotional and sentimental, which
leads to a certain distortion of the archetype. In their turn, such representations
are perceived by the viewer (often not familiar with the literary source) not as
new screen versions of A. Conan Doyle’s works, but as independent works with
an original plot. The limited interaction of the introverted hero with society
also leads the filmmakers to the necessity of creating an image of a stronger
intermediary between the character and society, whose role Watson actually
plays in all the three film adaptations. Therefore, Holmes'’s faithful acolyte is
more appealing to the audience than the sociopathic protagonist. Moreover,
in A. Kavun’s film Watson practically becomes a kind of a new Pygmalion:
the image of his friend, created by Watson, acquires the canonic Holmes
features from S. Paget’s drawings in the final part of the series. And Holmes
himself obeys the artistic will of his creator.

2. General conclusions: modern film adaptations reveal an attempt to
radically reinterpret the archetype, which to a certain extent has influenced
several generations (Holmes not only as an embodiment of higher justice, but
also as a harmonizing force in the neo—Victorian discourse), by absurdizing
the image of the character. This includes mockery and simplification of
the character: for example, in Will Ferrell’s American parody comedy Holmes
& Watson (2018) or Rachel Lee Goldenberg’s mockbuster Sir Arthur Conan
Doyle’s Sherlock Holmes (2010), which received an extremely negative reaction
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from the audience. Such adaptations are not only considered unsuccessful, but
even displeased the British Royal Court [11, p. 47]. Moreover, the very attempt
to mock the archetypal character and the destruction of the Holmes’s myth
leads to the career failures of actors and to the oblivion of such adaptations
from the side of the viewers. Sherlock Holmes still inspires filmmakers both as
a social phenomenon and as a timeless image, a myth from literature, being
open to improvisation even taking into account its static characteristics. Here,
in our opinion, there are two ways: to be careful and correct about the style,
the essence of the original source and the literary and cinematic myth, or to
create a completely new style of narration and a new image, like Guy Ritchie,
who shot both films about Holmes in steampunk style, and Andrey Kavun and
Nurbek Egen. However, the idea of higher justice, an important component
of the literary myth and the screen image of Holmes as a superhero. Nikita
Kartsev compares Holmes to the superheroes of Marvel Universe but not
wearing the costume and the mask of Batman or the armor of Iron Man, should
not, in our opinion, be vulgar, silly, or ridiculous. It is one of the accepted social
fundamental values, and Sherlock Holmes embodies this justice for several
generations of readers and viewers. Unfortunately, from our point of view,
modern film adaptations are going not only further and further both from the
original literary source (in the cited review of Guy Ritchie’s film A. Anastasiev
writes that the main characters could be called Tarapunka and Shtepsel) and
from the recognized classic film adaptations, but they are getting more and
more controversial. The mentally unhealthy Sherlock Holmes (Elementary
by Michael Cuesta, Fig. 10), the exalted, almost hysterical neurotic (Sherlock
Holmes by Andrey Kavun) can a priori represent neither ultimate justice, nor a
rational balancing force, which is the reason why the screen image falls out of
the archetype: all the strange Sherlocks (“Same but completely different”) is
the slogan of Andrey Kavun’s series) are not perceived as heroes, but only as a
succession of simplified versions.
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Fig. 10. Sherlock Holmes performed by American actor Johnny Lee Miller.
A shot from the detective series Elementary, based on the characters in Arthur Conan Doyle’s
books about Sherlock Holmes, takes place today.
The premiere took place on CBS on September 27, 20128

Further research into the dynamics of social characteristics, belonging to
a screen sociopathic character of such scale as Sherlock Holmes, is promising.
Analyzing interpretations of both the literary myth and its screen embodiment
is of undoubted scientific interest, as they reflect the state of society itself, the
transformation of its moral, ethical and aesthetic values.

This paper has been supported
by the RUDN University Strategic Academic Leadership
Program

8 See the image source: https://www.kino-teatr.ru/kino/acter/m/euro/59398/foto/m100008/356360/
(08.07.2021).
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«KAXKAOMY MOKOJIEHNKO —

CBOW WWEP/IOK»: OGPA3 FEPOA

B 9KPAHU3ALMAX MPOU3BELEHNI

A. KOHAH IOMNA O LLEPTOKE XONMCE

AHHoTauusa. CTaTba NocBALLEHa Npobaeme Bon/oweHMs obpasa raBHOro repos
B COBPEMEHHOM KUHemaTorpade B Haubonee No3gHMUX SKPaHU3aLLMAX NPOU3Be-
Aenuit A. KoHaH [oiina. AKTyanbHOCTb AaHHOM Hay4HOM npobaembl obycnosne-
Ha Tem, YTo cneumdrKa penpeseHTaLMmn repoa B COBPeMEHHOM KMHemaTorpade
OTparkaeT COCTOAHME CaMoro 0bLLecTBa, ero couuanbHble npobiemol, Gobum u
HeBpo3bl. KuHemaTorpad, Kak HM OAWMH APYroi BUA, COBPEMEHHOTO UCKYCCTBa,
MMEET OrpOMHbIE BO3MOXHOCTU A/ BOM/IOLEHMA Nt0OOro NepcoHaxa B Tpex-
MEepHOW peasibHOCTW, YTO HanaraeT onpeAeseHHYH0 COLMaNbHYI0 OTBETCTBEH-
HOCTb 3a cOo3faHuWe obpasa rMasHbiX repoes. ObpaLLeHNe K apXETUMUYECKUM
obpasam MUPOBOI NWUTEpaTypbl NPeAnonaraeT He TONbKO OTKPbITOCTb MMMPO-
BM3aLMI, HO M COXpPaHEHMEe CouManbHOM OYyHKUUKM repos. B cTatbe aHanusu-
pyeTca penpeseHTauma OLHOMO M3 TaKUX apXeTUMUYECcKUX 06pa3os MMUPOBOro
3HayeHua — LUepnoka Xonmca. MeTtogonorna nccaefoBaHUA OCHOBaHa Ha Cu-
CTEMHOM MOAXOAE U ObLLEHAYYHbIX METOAAX, @ TaKKe BK/IKOYAET creunasbHble
MeTOAbl: KOHTEHT-aHaIU3 Hay4YHOW NNTepaTypbl N0 TeMe UCCNef0BaHNA; MeToZ,
COLMONOrMYECKOro onpoca (aHKeTUPOBaHWUE), METOZ, CTaTUCTUYECKOTO aHAIU3a.
B KauecTBe maTepuanos IMNUPUYECKOTO UCCNef0BaHMA, pe3ynbTaTbl KOTOPOro
npuBefeHbl B HACTOALLEN CTaTbe, UCNOb30BaHbl TPU 3KPaHM3aLMM PACCKa30B
o LWepnoke Xonmce, cosgaHHble B 2000-x rogax B BennkobputaHum, Poccum u
CLUA. B uccnepoBaHum npuHaam yyactme 150 pecnoHAeHTOB, OTBETbI KOTOPbIX
6blN NepeBeageHbl U3 KaYeCTBEHHOMO B KONMYECTBEHHBIN dopmaT anA aHanu-
3a cneunduKK penpeseHTaLmm repos (NpoTaroHMcTa). ABTOPbI CTaTby NPULLK
K CNeflyloWwum BbIBOAAM: B COBPEMEHHbIX SKpaHU3aLMAX repoit NnpeacTaBnieH He
KaK reHni Hay4HOro MeTofa MbILLIEHMS, @ KakK COLMONaT, KOTOPbINA He B COCTOA-
HWUW B3aMMOZENCTBOBATL C 0bLecTBOM 6e3 nocpeaHMKa (NepcoHaxa-cnyTHMKa).
Bonee TOro, B COBpeMeHHbIX 3KPaHU3ALMAX HAPYLLAETCA CaM apXeTUMNUYECKUi
06pas bnarogaps UMNPOBMU3ALLUAM CO CTAaTUYECKUMM XapaKTepUCTUKAMK repos,
4TO BbI3bIBAET HEraTUBHOE BOCMPUATUE TaKOro repos 3putenamu. Camu no cebe
ycuneHune coumonaTmyeckmx YepT XxapaKkTepa repos, CMeLLeHne akLeHTa ¢ naeu
BbICLUEN CnpaBes/IMBOCTM, OT BEYHbIX LI@HHOCTEM K YacTHbIM MOTMBAM, NPUBO-
AAT K onpefeneHHOMY YNPOLLEHUIO repos, a TaKKe CNYXKaT MHAWKATOPOM CO-
CTOSAIHWA camoro obuiecTBa. TeopeTUyecKas 3HaYMMOCTb UCCNIe0BaHUA onpese-

HAYKA TENIEBUAEHUA Ne 17.2, 2021 193 THE ART AND SCIENCE OF TELEVISION



NAETCA TeM, YTO B AAHHOM CTaTbe NPEe/IoKEHbl aBTOPCKME KPUTEPUM aHaAIM3a
penpeseHTaumm repos. MpaKkTUYecKas 3HaYMMOCTb CTaTbM 3aKNHOYAETCA B TOM,
YTO BbIBOABI M PE3YNbTaTbl UCCAIEA0BaHMA MOTYT 6bITb MCMO/Ib30BaHbI 415 Aasb-
HeWwwKnx paboT No BbIABAEHMUIO BAUSHWUA BOM/IOLWEHMA repoes Ha GopmmnpoBaHue
LLleHHOCTHbIX OPUEHTaL M COBPEMEHHOTO 06LLEeCTBa.

KnioueBble cnoBa: kKuHematorpad, repoi, NnepcoHax, MMNpoBu3aLma, ctatmue-
CKME XapaKTepUCTUKM repos, AMHAMUYECKME XapaKTePUCTUKK repos, coumab-
HasA GYHKLMSA, apxeTUnuyeckuii 0bpas, cnocobbl penpeseHTaLmm

BBEAEHUE

AKTyasIbHOCTb TeMbl UCCNELOBAHUA 0BYcIOBNEHA TeM, YTo npobnema
penpeseHTaLMM MaBHOTO repos (NPOTaroHWCTa) ABNAETCA MHAMKATOPOM 3CTe-
TUYECKUX, MOPASIbHO-3TUYECKUX M MEHTA/IbHbIX XapaKTEPUCTUK COBPEMEHHO-
ro obwecrea. Hanbonee MOLLHbIMM UHCTPYMEHTAMM 418 STOTO, HECOMHEHHO,
06/1a4aeT COBpeMEHHbIN KMHeMaTorpad Kak 4acTb 06LLLei 3KpaHHOW KybTypbl
[1], no3BonAtOWMIN TPAHCAMPOBATL CO34aHHble 06Pa3bl BCEMY MUPY, TUPAXKK-
poBaTb M BW3ya/sM3UPOBATb /IMTEPATYPHbIE U HALMOHAbHO-NOANTUYECKUE
mudbl [2, c. 119]. MoscemecTHOe pacnpocTpaHeHMe KuHemaTorpada, ero co-
BpeMeHHble LMpPOBble BEPCUMU W LUMPOKMI HAabOp BbIpasUTENbHbIX CPEACTB
onpesenseT yHUKasbHOCTb U 0COBY0 CUY BO3AEWCTBUA STOFO BUAA UCKYCCTBA
Ha COBPEMEHHbBIN MUp.

Co3pgatenu ¢puabMa UCNONb3YIOT onpeaeneHHble npuembl GopmmpoBa-
HWUA U Pa3BUTUA NEPCOHaXKeW. BbIBOP TEXHUKM CbeMKM, AENCTBUSA, MU3AHCLLE-
Hbl, MOHTaa, OCBELLEHNA U 3BYKA, — BCE 3TO ONPeAeNAeT XyA0KEeCTBEHHbIN
cnocob KOHCTPyMpOBaHMA 0bpas3a repos Ha OCHoBe CMMOMO3a aBTOPCKOM
MbIC/IM U KMHemaTorpaduyecknx TexHuK. lNpouecc TpaHchopmauum xypo-
}ecTBeHHoro obpasa B obpa3 sKpaHHbIA OCHOBAH Ha cneuuduyeckom KuHe-
MaTorpapuyeckom ApamaTypruyeckom KaHoHe. M musaHcueHa — LBeToBoe
peLlleHne 1 OCBELLLEHME, KOCTIOMbI, FPUM, PACCTAaHOBKA PEKBU3UTA, pasmelLie-
HMe aKTepOB Ha M/IOLLAAKE, U CaMa KOMMO3ULMA Kagpa HECYT onpeaeneHHyo
MHPOPMaLMIO O MepcoHaxe, Ha uTo elle B 1920-1930-x rr. obpallanm BHUMA-
Hue C.M. 3i13eHwTenH [3, c. 81-93] un /1.B. Kynewos [4, c. 75-95]. Cozaatenu
dunbma TWATENbHO NPOAYMbIBAIOT NOCNEA0BATENbHOCTb KaApOoB, TEMM MOH-
Taka M UCMO/b30BaHME TEXHUK PEAAKTUPOBAHMA, TaKKe BAUAIOLLMX Ha NoBe-
CTBOBaHWE, penpe3eHTaLMIo repoa U BOBIEYEHHOCTb ayAUTOPUN B SKPaHHOE
fewncreue. Obpeska 3ByKa C COBNagZEHNEM, PeAAKTUPOBAHNE HENPEPLIBHOCTH,
obpesKa paMKu Kagpa, BCTaBKa, pacTBOPEeHMe, NOCTeNeHHOe NoABAEHWeE, UC-
Ye3HOBEHME, ObICTPOE ABUNKEHWUE, NEPEXOA, HANIOKEHME — BCE 3TO MPUEMDbI
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MOHTa}Ka, TaKKe BHOCSALLME CBOM BKaA B co3aaHue obpasa repos [5, c. 50].
B 601bLWINHCTBE XYAOMKECTBEHHbIX GUIBMOB, XOTA OCBELLEHUE MONKET BbIMA-
[eTb 0ObIYHbIM U eCTeCTBEHHbIM, CO34aTeNn Guabma NpunaraloT HEMano ycu-
NI, 4TOBbI JOBUTLCA HYXKHOTO MM onpeseneHHoro ceetoBoro adpdekra. Oc-
BELLeHWe BCcerga BHOCUT 3HAUUTEbHbIN M 3HAUYMMBIN BKNag, B NOBECTBOBaHUE
— HeMeLKUI 3KCNPeCccMoHm3M U GUIbMbI XKaHpa «Hyap» C UX MOAYMPAKOM,
UrpoM TeHell N BOKOBLIM OCBELLEHUEM NINLL, FepOeB, — KAacCUYecKue npume-
pbl. Cozaatenu duabma TLLaTe/IbHO NPOAYMbIBAOT KQUEeCTBO U PacnoNOKeHUe
WCTOYHUKOB CBETa, OKasblBaloWMe BAUAHME Ha NOBECTBOBAHWE W pPasBUTUE
nepcoHaxe [6, c. 130].

MopobHo Tomy, Kak co3gatenn Gpuabma NPoAyMbIBAOT BU3yasibHOE pe-
JaKkTUpoBaHue $uabma, 3BYKOBble PAAbl B KUHOKAPTMHE TaKiKe TLLATe/NbHO
npoAyMaHbl. 38yKoBble 3hdEeKTbI ¥ My3blKalbHOE CONPOBOXKAEHUE TaKKe BHO-
CAT CYLLLECTBEHHbIN BK/AAA B CO3AaHMe 3KpaHHOro obpasa repos. Mo MHeHUto
60ONbLINHCTBA UccnefoBaTeNel COBPEMEHHOW KMHEMaTorpadum, penpeseHTa-
LMto repon B GpUNbMe TaKKe MOXKHO onucatb popmynoit: «guanor + dpusnue-
CKOEe ABUKEHUE = NepcoHax» [7, c. 2].

3T0 NOABOAWT HAC K MMaBHOM cocTaBaAolein duabma — ero reposim.
OTOXAECTBNEHME C MEpPCOoHaMaMyW — 4YacTasa MPUUYMHA, MO KOTOPOW Noau
nobAT onpeneneHHblit Guabm. 3pUTeNb XOUeT, YTOObI MPOTArOHUCT U BTOPO-
CTeNeHHble NMepPCOHAXKMN Pa3BUBANUCL TaK Ke, KaK /II0AN B PeasibHON XKU3HM.
YT106b1 GUAbM MOT OTPA3UTL 3TO PA3BUTME, NEPCOHANK AONKEH NOKA3aTb 3BO-
OLMIO MOPAsIbHbIX M 3TUYECKUX KaUYeCTB, TaKUX KaK MopaA0YHOCTb, YeCTHOCTb
WK XpabpocTb, a TaKKe KMMETb XOPOLLO AeTaIM3MPOBaHHYO bruorpaduto, Ko-
TOpasn AenaeT NepcoHaXK TpexmepHbim» [5, c. 54].

YT106bI CO34aTb TPEXMEPHDIM NMEPCOHAXK C XOPOLWOo NpopaboTaHHbIM ¢o-
HOM, OUIbM JONKEH UANKOCTPUPOBATL COLMONOTUNIO, MCUXONOTUIO U GU3NONO-
rvto repos. NMockoNbKy GUAbM — 3TO BM3YyasbHbli OMNbIT, COLMONOTUA U NCUXO-
norus, Hapaay ¢ $p1snonorven, TOHKO M306paXKatoTcA BU3YaNbHO C MOMOLLbIO
dU3NYECKMX ABUKEHUIA U OMANOrOB repoi B Nt060M KOHKPETHOW CUTyaluu
dunbma.

Mpu co3paHnmn 06pasa repos B KMHemaTorpadum pusmyeckune gencrema
W AMANOr repos MEHATCA B 3aBUCMMOCTU OT 3KCMO3ULMKU U KOHOAMKTA MO
Mepe TOro, Kak OH W/IM OHA NPOXOAUT Yepes BOCXOAALLME N HUCXOAALLME Aelt-
ctBuA dunbma. Kaxaplit Kagp ¢uabma fonKeH 6biTb HanpasaeH Ha To, YTobbI
3aBEpLUNTbL AEWCTBME U Pa3BUTb UCTOPMIO repos. Kpome Toro, AManor B 3TUX
CUTYaUMAX OO/MKEH COrNAcoOBbIBATLCA C GU3NYECKMMU ABUKEHUAMU. Hanpu-
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Mep, AMANor «He MOXeT OblTb pa3rnaronbCTBOBaHMEM U Bpefom No noBo-
[y KOHKPETHOWM CUTyauuu, Korga NepcoHaK CMOKOMHO CTOWT, MAAA B OKHO»
[8, c. 102].

B nctopumn KMHematorpada HacUMTbIBAETCA MHOXECTBO NPUMEPOB pe-
npeseHTaLuUm IMTepaTypPHOro repos, O4HaAKO Ha CEroAHALHUIA AeHb Hanbonee
APKUM M MHTEPHaUMOHAIbHbIM 06pa3om A4/19 BOMJIOLWEHMA Ha SKPAHE CAYIKMUT,
KaK 3TO HM NapafoKcanbHO, repoit, CO3AaHHbIW eLle ABa CTONETUA Ha3a M [0
CUX MOP YCNELUHO 3aBOEBbIBAOLLMI BHUMaHWe 3puTenelt — Lepnok Xonmc.
ITOT repoi CYMTAETCA apxeTMnom — 06Pa3oM, COMMACHO M3BECTHLIM MAEAM
K.-T. lOHra, Hecywmm B cebe coLmanbHyto MAELD, 3HAUMMYLO 418 BCETO Yenose-
YecTBa BO BCE NEPMOAbLI UCTOPUYECKOTO PA3BUTUA, MOHATHYIO B 060N HaLu-
OHa/IbHOWM KyNbType W OTBEYAlOLLY0 MOPasIbHO-3TUYECKMM 3anpocam obLue-
ctBa [9, c. 9]. B cayyae ¢ Wepnokom Xonmcom chopmmnpoBaBLUMIACA B KOHLLE
XIX — nepBoii nonoBmHe XX B. apXeTun BbiparkaeT UAEIO BbiCLIEN CNpaBeaNNBO-
CTW, KOTOPYIO CNOCOBEH peann3oBaTb YENOBEK C MOMOLLbIO HAY4HOrO aHaAn3a.

AHanusnpys aToT BHEBPEMEHHOW 06pas, HeKoTopble nccaeaoBaTenm oT-
meyatoT, 4To «Lllepnok Xonmc — 370 OAMH M3 CaMbiX afanTUPOBAHHbIX nep-
COHaKel Bcex BpemeH» [8, c. 17]. DeHOMeH 3TOro repos 3aK1H4aeTcA B TOM,
YTO OH NpeACTaBNAEeT cOOOW He TONbKO apXeTUNUYECKUA 06pa3, NOHATHBIN U
[OCTYNHbIN ANA Nt06ON KyNbTYPbl U HaLWUK, HO U dakTMYeckn Mo Xonmca, Bo-
6paBLUNii B ce6A MHTEPTEKCTYANIbHOCTb NPEAbIAYLLMX SKPAHHbIX BOMIOWEHWNN,
cBoeobpasHblii «KaHOH Xonmca». B HayuyHOI nnuTepaType 6bi10 caenaHo He-
Masio MOMbITOK aHanM3a peHoOMEHa 3TOro repos: OT UCCNEAO0BAHNA AUCKPET-
HOro nepexoAa TeKCTa OT CTPaHWUbl K 3KpaHy [8, c. 18] Ao sBontoumu nep-
COHaXKa No Mepe ero M3MeHeHWA B Pas3/IMYHbIX MHTEPTEKCTaX U BO BPEMEHMU
[10, c. 226]. Npwu 3TOM UCCNeAO0BaTENN CTPEMUIUCH NOKA3aTb, YTO aganTupyeT-
CA UMEHHO NEePCOHAX, a He INTEPATYPHbBIN TEKCT C ero NOBECTBOBATE/IbHLIMMU,
YKaHPOBLIMWU U 3CTETUHECKMMM XapaKTEPUCTUKAMMI, U YTO C Y4ETOM 3TOTO, U3-
y4YeHUe 3KpaHHOM penpeseHTaumm LLlepnoka Xonmca AOMKHO BKAOYATL U3Y-
YeHune Pas/INYHbIX aCNeKToB KMHemaTorpadumm, Kotopble GOPMUPYIOT, USMEHSA-
0T ¥ ONPeaenatoT 3TOr0 repon Ha NPOTANKEHUMN COTEH Er0 IKPAHHBIX KU3HEN.
Ha cerogHAWHWIA AeHb MMPOBOI KMHEMaTorpad HacumtbiBaeT 135 KuHema-
Torpaduyeckux sonnoweHnin LLlepnoka Xonmca, co3gaHHbIX akTepamu pas-
HbIX cTpaH (BenukobputaHus, Poccus, CLUA, KaHaga, NMonblwa, AnoHus u ap.)
[11, c. 44] (Puc. 1).
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Puc. 1. KaHoHWuecKuii 06pas coBeTckoro kKuHematorpada — Lepnok Xonmc B UCNonHeHUH
B.B. NlInBaHoBa. Kagp 13 TeneBmMsnoHHOro ¢puibma Lukaa
«MpuknoyeHuns Lepnoka Xonmca n gokTopa BatcoHa».
Pex. Uropb MacneHHukos, 1979-19861

WccnepoBaHue apxeTunuueckoro obpasa Lepnoka Xonmca B KOHTeKcTe
€ro KnHematorpaduyecknx penpeseHTaumii No3BOASET, HA HALW B3rNA4, Bbl-
AIBUTb OCHOBHblE OCOBEHHOCTM COBPEMEHHOM TPAKTOBKM MepCOHaXKa M pac-
KpbITb cneundurKy OTHOLIEHMA K repoto coBpeMeHHoro obuectsa. CyuiecTsy-
0T Pas/iMyHble TOYKM 3PEHUA HA cneumdUKy BONJIOLLEHNA 3KPaHHOro obpasa
Lepnoka Xonmca. Tak, B pabote A. BaxmaHH BbIABUHYT C/eAytoWwmnin Tesuc:
«becuncneHHble NepeocmbICNeHUs 3aTPOHYAM BCE aCMeKTbl XapakTepa M
MMpa X0IMCa — KOCTIOM, BHELLHOCTb, NepMog, BPEMEHM, N0/, CEKCYaNbHOCTb
— HO OZHO HMKOrAa HEe MEHAETCA: OH YYeHbIN. ITOT repoi NpeacTaBAfAET Cco-
60 cMecb BCeX CTEPEOTUNOB, KOTOPble KOraa-1Mbo 6blin y Hac B OTHOLEHUM
YUYEHbIX — OAWMHOKMX, MHTPOBEPTUPOBAHHbIX, CMeNbIX, be3paccyaHbIX, He-
MHOTO 6ecyenoBeYHbIX, KECTOKUX, OAEPKMMbIX, TBOPUECKMX U BNECTALLMUXY
[10, c. 329]. 310 yTBEPKAEHME MOMKHO B3ATb 3@ OCHOBY ANS aHA/M3a 0cobeH-
HOCTel penpe3eHTaLumn repos, NOCKObKY TOT MUP, B KOTOPOM OH U3HaYabHO
6b11 co34aH, 6bln B OYKBaIbHOM CMbIC/IE OAEPKMUM HayKOI. B BUKTOPMAHCKYIO
anoxy 6blna co3gaHa nepsBas «BblMMCAUTENbHAA MalluMHa» Yapnb3a babbua-
’Ka, NPeaLecTBEHHMLA COBPEMEHHbIX KOMMbIOTEPHbIX TEXHOMOMMIA. MHorne

! UcTouHunK n3obpaskenna cm.: URL: https://aif.ru/culture/movie/1076684 (08.07.2021).

HAYKA TENIEBUAEHUA Ne 17.2, 2021 197 THE ART AND SCIENCE OF TELEVISION


https://aif.ru/culture/movie/1076684

NMTepaTypHble NpeaLwecTBeHHMKM Xonmca, repoun-getektnsbl — [ioneH 34-
rapa A. Mo, /lekok Imuna fabopuro, «MbicanuTenbHaa mallinmHa» — npodeccop
BaH [ly3eH }Kaka ®ytpens — 6blan nepcoHarkamm, KOTopble ropAUANCL CBOUM
CUCTEMATUYECKMM, 6E33MOLMOHANbHBIM NOAXOAO0M K PeLUEHMIO CNOXKHbIX 3a-
ragok [12, c. 38].

lepoii capa A. KoHaH [owina, LepaoKk Xonmc B €ro KNaccuyeckom Bepcun
TaK¥Xe OT/IMYaNCA OTCYTCTBUEM SMOUMI. (MHTEPECHO, YTO B BPUTAHCKOM Nu-
TepaTypHOM AETEeKTMBE NPUCYTCTBYET M MOHAA NPOTUBOMOIOKHOCTb XoMca
— natep bpayH l-K. YecTepToHa, B paccnegoBaHUAX NpecTynaeHnin nonara-
IOLLMIACA He Ha NIOTUKY, @ Ha 3HAHWEe YesloBeYeCKOM NpMpoAbl. KpaHU3auua
pacckasa «Canduposblii KpecT» — «OTeu, bpayH» Pobepra Xeiimepa (1954) ¢
Anekom [MHHECCOM B 3ar1aBHOM PO/M cYUTaeTCA 3TaNoHHON. ConocTasneHue
KMHemaTorpaduueckon penpeseHTaumm obpasos natepa bpayHa, B Tom uncne
B cepuane BBC One «Oteu, bpayH» (2013-2020) n Xonmca — Tema Ans Aanb-
HelWwunx nccnegosaHuin (Puc. 2).

Puc. 2. Otey, bpayH B ucnonHeHnn Mapka Yunbamca. Kagp us cepmana BBC One
«Orteu, bpayH» (2013-2020).
Cepwuan CHAT N0 MOTMBaM npousseseHnii Tnnbeprta Kuta YectepTtoHa
0 KaToNIMYECKOM CBALLEHHUKe-aeTekTuBe oTue bpayHe?

2 UctouHnk m3obpaxenua cm.: URL: https://www.kino-teatr.ru/kino/movie/euro/117224/foto/864506
(08.07.2021).
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Kak v B cnyyae ¢ mawmrHow babbuaa, 34ech y4acTByeT HE IMYHOCTD, A
TONbKO NpuMmeHeHne meToga. Ho, Bnanmo, Kak xopowo 3Han A. KoHaH Join,
HW OAMH YYeHbIW, He TOBOPA YXKe O NONyAAPHOM /IMTePaTypHOM MepcoHa-
e, He MOXKeT BbIXXWUTb Bnarogapa TONbKO XON04HOW MeXaHUYeCKOW Noruke
[12, c. 39]. YnopHbIi, nnleEHHbIA BoobpaxKeHUA cobupaTtenb ¢pakToB — He
€AMHCTBEHHbIM HaL CTEPeOTUN M306parKeHMA y4eHOro. XoaMC TaKKe ABNAeT-
CA 33aMKHYTbIM, S3KCLLEHTPUYHbIM, YE/IOBEKOM, MOMArAOWMMCA Ha UHTYULMIO 1
TAMHCTBEHHbIE BCMbIWKM NPOHMLATENbHOCTU. B HEKOTOPbIX CayyYasx OH non-
HOCTbIO «OTKa3bIBAETCA OT CBOWUX AeAYKTUBHbIX METOLOB U BbiOMpPaET cTapble
Ao6pble KynayHble 6om» [12, c. 40]. O6beamHAA 3T, Ka3anocb bbl, MPOTUBO-
peunBble XapaKTEPUCTUKM, XONIMC CTaHOBUTCA Bosiee peannucTUYHbIM YYeHbIM
M YenoBeKkom, Yem Nt0boM M3 ero BbIMbILLJIEHHbIX CONEPHMKOB. OH TaKxKe
XOPOLIO MOAAAeTCcA afanTaumm — Kaxabl pexuccep co3gaeTt csov obpas
Xonmca, pyKoBOACTBYACb KAHOHWUYECKMM HabOPOM IMYHOCTHbIX KaYecTB uTe-
paTypHoro repos. Kak nuwet H. MakKay: «HekoTopble noa4epKnsatoT B 3TOM
repoe 310ynoTpebneHne HapKOTUKaMK, ApYrMe — UIPy Ha CKPUMKe, TPETbM
— ocTpoymue. P. JayHU-Mmnagluimii cocpeaoTavumBaeTca Ha cBoen Gpu3nyeckom
dopme, [xkepemu bpeTT Bbln TUXO TAMHCTBEHHbIM, ba3nn PatHoyH 6bin Knac-
CUYECKMM AXKEHTIbMEHOM, a Xonmc b. Kambepbatya bnectawmin nHTeNnek-
Tyan. Ho Bce OHM yyeHble, MOTOMY YTO HUKOTAA HE MEHAKTCA MEeTOA, U Lieb»
[12, c. 46]. MepcoHaxk A. KoHaH [oina, Takum ob6pasom, He MMEET YETKMX,
3aMKHYTbIX XapaKTEPUCTUK Fepos, YTO OCTABAAET NPAKTUYECKN Be3rpaHNYHYIO
csoboay 417 ero MHTepnpeTaumn, NpeacTasann coboit cBoeobpasHblit KUHe-
maTtorpapuyeckmit naanmncecr.

3TOT acneKT, BO3MOXKHO, U IEKUT B OCHOBE yB/ie4eHUA XO/IMCOM Kak re-
poem B COBPEMEHHOM KuUHemaTorpade, 0cobeHHO B ero HEOBMKTOPWMAHCKOM
BepCUK, 0bnasatowein n tepaneBTUYECKMM 3GGEKTOM: 3pUTENA YTELLAET MbIC/b
0 TOM, YTO, KaKOM Obl TAMHCTBEHHOM HK BblNa 3aragKa, ecTb peLleHne, KoTopoe
KTO-TO cnocobeH HalTh U HakZeT 06a3aTeNbHO, YTO XOIMC ANA pelleHus Npo-
61em MCNoNb3YEeT NI0rUKY, BOOBpaXKeHUe 1 NOMOLLb A06POBObHBIX NMOMOLLHN-
KOB — YAMYHbIX MafbYMLIEK, @ HE MOMAraeTcA Ha UCKYCCTBEHHbIW UHTEN/IEKT.
B peueH3umn Ha ¢unbm Maa Puum A. AHacTacbeB, TEM He MeHee, Nog4YepKuBa-
€T, YTo B PUbMe NnepesaHbl 0bLLECTBEHHbIE HACTPOEHMA M 3aNPOChbl MacCOBOM
KynbTypbl 2000-X IT. M Ha aHTUHAYKY, M Ha BCAKOTO poAa MUCTURY [12].

OpHako, B Tpex Haubonee no3gHWX 3KpaHusaumax — «Lllepnok» c
B. Kambepbatuem (2010-2017) (Puc. 3), «LLepnok Xonme» (2009) u «LLepnok
Xonmc: urpa TeHei» ¢ P. JayHun-mnagwmm (2011) (Puc. 4), n «LlLepnok Xonme»
¢ W. NetpeHKo (2013) (Puc. 5) 3putenbckas nt060Bb K XOMCY, KaK U K HayKe,

HAYKA TENIEBUAEHUA Ne 17.2, 2021 199 THE ART AND SCIENCE OF TELEVISION



Puc. 3. Wepnok Xonmc B ucnonHeHnn beneankra Tumotn KapntoHa KambepbaTya.
Kaap v3 bputaHcKoro Tenecepuana komnanuu Hartswood Films, cHatoro ana BBC Wales.
Clo’KeT OCHOBaH Ha npowu3seaeHusax capa Aptypa KoHaH [oiinsa o getektuse LLepnoke Xonmce,
O/flHaKO AeWCTBME NPOUCXOAMT (33 UCKIOYEHEM OAHOW cepuu) B Halwm AHW (2010-2017) rr.?

Puc. 4. LLlepnok Xonmc B ucnonHeHuu Pobepta [layHu maagwero.

Kaap v3 amepuKkaHckoro puabma «Llepnok Xonme» (aHrn. Sherlock Holmes) —
[eTeKTUBHbIN 6oeBUK pexuccepa Mas Puun, B 0oCHOBE KOTOPOTO /IeXKaT Npon3BeseHus
ApTypa KoHaH [oiina o Lepnoke Xonmce, XoTi OCHOBHOM CIOXKET OPUTMHANEH.
Mpembepa punbma coctosnacs 24 gekabps (8 Poccun — 31 gekabps) 2009 roaa.

3 YcTouHunk usobpakenna cm.: URL: sherlock-serial-sherlock-bbc-sherlock-holmes-sherlock-she-39.jpg
(1332x850) (goodfon.ru) (08.07.2021).

* UcTouHmk n3obpaskenns cm.: URL: https://thumbs.dfs.ivi.ru/storage28/contents/9/8/28252fd2c21f9ed
09083fa0f8fb086.jpg (08.07.2021).
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Puc. 5. LLiepnok Xonmc B UcnosHeHMM poccuiickoro aktepa Urops MeTpeHKo.
KaZp 13 poccuitckoro Tenecepuana npousBoACTBa KUHOKOMNaHUK «LleHTpan napTHepLmn»,
cHATOro pexxnccepom Angpeem KasyHom
no MoTMBaM pacckasos ApTypa KoHaHa [oina o coiwmke Lepnoke Xonmce.
Mpembepa dpunbma cocroanach ¢ 18 no 28 Hoabpa 2013 roga Ha TenekaHane «Poccua-1»°,

OMpayeHa ONaceHUAMM: No penpeseHTaLMAM 3TOro repos B AaHHbIX GUabmax
He O4YeHb AACHO, HACKO/IbKO AAaNEKO OH MOMET 3aiTV B MOMCKAX UCTUHbI. Ecu
NPUHATL BO BHUMaHWe, YTo apxetun LLlepnoka Xonmca BbIparkeH He TONbKO
B OOLLEKYNBTYPHOM MAEe BEYHOrO TOPHKECTBA CNPaBeaIMBOCTU, HO U BOCMPU-
HUMANCA Ha NPOTAXKEHUWU MOYTU Bcero XX B. KaK paLMOHaNbHOE M HayyHoe
Hauyano [11, c. 65—66]. TO BaXKHO YCTaHOBUTb, Kak MMeHHO popmupyeTca pe-
npeseHTaLuMsa L4aHHOMO repos B COBPEMEHHOM KMHemaTorpade, Kakum BuaaT
COBPEMEHHbIE 3pUTENN Fepos U, COOTBETCTBEHHO, KaK COBPeMeHHOe oblLue-
CTBO NpeAcTaBnsfeT cebe BbICLLYHO CNPaBeANMBOCTb M HYKAAETCA /I OHO B HEM.

HayyHaa nuTepatypa no npobiemam 3KpaHM3aLMM A0CTaTOYHO 06-
LUMPHA, MMEeT A0y TPaAUUMIO, U BKAKOYaEeT paboTbl Kak OTeYECTBEHHbIX,
TaK 1 3apybexHbIX aBTOPOB. TeopeTUYeckme OCHOBbI B3aMMOOTHOLIEHUSA /K-
TepaTypbl U KMHO 3an0XeHbl pycckumu dopmanuctamm HO.H. TbIHAHOBbLIM
[14, c. 55-85], B.b. LWknosckum [15, c. 709-871], 6AN3KMMM K UX Kpyry
C.M. di13eHwTenHom [16, c. 283-297] u /1.B. Kynewosbim [17, c. 99-112] u
Ap. 9TV uaeu Noayuunu ganbHelee pas3BuTUe B 6osee Nos3aHux paboTax
H0.M. NotmaHa [18, c. 38—46].

® UcTouHmK usobpaskenunsa cm.: URL: https://rg.ru/2013/12/31/holms-site.html (08.07.2021).
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Bonee yactHoli npobneme — penpeseHTauMn repos B KMHemaTorpa-
e, nocesalLeHbl paboTbl poccuiickux aBTopoB B.A. Konotaesa, A.B. MapkoBa
[6], O.H0. OcbmyxuHoit [19], T.B. Casenbesoit [20], E.H. WanuHckon [7, 21],
O.U. IOweHkKo, H0.A. Tamaneesoli [2], A.H. AHKoBcKoro [5].

3apy6exkHble uccnefoBaTenn npobnem skpaHu3aumm (agantaumm) nute-
paTypHbIX NPON3BEAEHUIA, HAUMHAA C KNnaccuYeckol KHurm 3. Kpakayapa «Mpu-
poza ¢unbma: peabunutauus Gpusmuyeckoi peanbHocTu» (1960), paccmaTpu-
BAlOT KaK obLieTeopeTnyeckme npobaembl B3aMMOOTHOLLIEHUSA NNUTEPATYPbI 1
KMHO: 3. Kpakaysp nuweTt o KMHEMaTorpapuyHOCTU AUTEPaTypPHOro Npoms-
BEAEHMA U 06 OrpaHNMYEHHOCTM BO3MOMKHOCTEWM KMHOA3bIKA AN COXPAHEHUA
AyXa NUTepaTypHOro UCTodHMKa [22, c. 313, 316], Tak n 6onee KOHKpeTHble
BOMpPOCHI: Hanpumep, b. MakdapneiH NuLWeT 0 ABYX Pa3HbIX A3blKax — auTe-
PaTypHOro UCTOYHMKA U pexmnccepa Aa pacckasa OLHOM U TOW e UCTopwuMy,
pasnnyas noBecTBOBaHME (CIOXKET UCTOYHMKA) M BbICKa3blBaHME (KMHemaTo-
rpadpuyeckyto nHTepnpertaumio), stories told — stories presented [23, p. 70].
OpHako, B 6onblUMHCTBE paboT AenaeTcs aKLEHT Ha penpeseHTaunto obpasa
repoa B KMHemaTorpade. B paboTtax TakuMx aBTOpoB, KaK J1. beHeTT, [. XBaH
[11], A. BaxmaHnH [10], H. MakKay [12], C. Haiay [9] v A.J1. Monauek [8] npea-
CTaB/IeHbl OPUTMHa/IbHbIE aBTOPCKME METOAMKM aHanM3a KMHemaTtorpadpuye-
CKMUX penpe3eHTaLMil repoa Ha OCHOBE 3MMMPUYECKUX MUCCAenoBaHWi. Tem
He MeHee B COBPEMEHHOW Hay4HOM AnTepaType A0 CUX MOP He NPOBOAMACA
aHaNN3 KPUTEPUEB OLLEHKM PENpPE3EeHTaLMM repon U ee BOCIPUATUE 3pUTENEM.
C 3O NO3MUMK NpeaCTaBNEHHOE B CTaTbe UCCNeA0BaHNE UMEET onpeseneH-
HYIO Hay4YHYIO HOBU3HY U AOMO/HAET OTEYECTBEHHYIO HAayYHYI AUTepaTypy No
uccneayemon teme.

METOAb! U MATEPUA/bI

MeTogonorua uccaeaoBaHnA OCHOBaHa Ha CUCTEMHOM MOAXOAE, BK/IIO-
YatoLem MeTogbl 0bLLeHay4YHOM rpynnbl (aHaNu3, CUHTE3, AeAyKUMIO, MHAYK-
LMI0), @ TaKKe pAg, creunanbHbiX METOA0B: KOHTEHT-aHa/IuM3 HayyYHOW auTe-
paTypbl N0 Teme MCCNefoBaHMA; METOL COLMOAOTMYECKOro UCCAeaoBaHuA
(MeToa MexaHWYecKol BbIBOPKM U aHKETMPOBAHMA) U METOZ, CTAaTUCTUYECKOTO
aHanM3a AaHHbIX.

KOHTEeHT-aHann3 HayyHoW AnTepaTypbl N0 Teme UCCNea0BaHUA MO3BO-
NV BbISIBUTb ABa KPUTEPUA OLEHKM penpe3eHTauum repos:

1. Ctatnyeckue (HensmeHHble) 6a30Bble XapaKTEPUCTUKK:

NPOUCXOXKAEHME repos, BHEWHOCTb M aTpnbyTUKa (Kenka, TpybKa, nnaly,
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CKPUMKa)®, cNyTHWK npoTaroHucTa (K. BaTcoH). HecmoTps Ha To, 4To B

cepuane «nemeHTapHo» (2012-2018) nepcoHaxk BaTtcoHa npeacTasnieH

YKEHLMHOM, KaK UCKNIOYEHWE U3 KACCUYECKOro Habopa cTaTUYecKmx xa-

PaKTEPUCTMK apXeTuna, CNyTHUK repos BCeraa NpUCyTCTBYET KaK NOCTo-

AHHAA Be/INYUHA.

2. InHamnyeckume:

NPUBLIYKK Frepon, NPOABJEHNA XapaKTepa, MOPaibHO-3TUYECKHE YOex-

OEHUA. DTN XapaKTEPUCTUKM M3MEHYMBBI B COLMANIbHO-UCTOPUYECKOM

KOHTEKCTE MOYTU CTONETHEW UCTOPUM 3KpaHu3aunin LLlepnoka Xonmca.

Mpuuem Bce Hambonee No3AHME BEPCUM NPEACTABAAIOT repon NoYTH Kak

OTKPOBEHHOro coumonarta (LLepnok B ucnonHeHun W. MetpeHKko Hanbo-

Nlee ApKUI Nnpumep).

[na popmmnpoBaHmna 0606LLatoLLEN OLLEHKM CeundUKN penpeseHTaumnm
repos Hamu 6bln NPOBEAEH MUHM-OMNPOC B coLManbHoM ceTu Twitter B rpynne
«CoBpeMeHHOe KMHO». AHKEeTa cofepykana LWecTb BONPOCOB (Tpu Bonpoca no
KayKZLOMY BblAe/IeHHOMY HaMWU KPUTEPUIO penpe3eHTaLmK).

MATEPWA/bl UCCNEOOBAHKUA

B KauecTBe 06beKTa UCCNeA0BaHMA HaMM bbliv 0TOBpaHbl TpU Hanbonee
no3AHWX 3KpaHu3aumm («LWepnok 8 Poccumny, 2020, pexkmccep Hypbek 3reH, —
He 3KpaHM3aLmA B NOJIHOM CMbIC/IE; Cepuan Bbll CHAT MO OPUrMHANbHOMY CLie-
Hapwio, NPeACTABAAOLLEMY BOIbHYIO MHTEPMPEeTaLMIO KAaccMyeckoro obpasa
LLlepnoka Xonmca, o 4em nuLLET B CBOeW peLieH3nn MnoHa Ermasaposa [24]),
BbICTPOEHHbIX B OMPOCe B XPOHOAOrMYecKom nopagke: «Lepnok Xonme» las
Puun (2009, CLLUA); «LWepnok» MapkKa 3TMcca (2011-2016, BenMkobputaHus)
n «LWepnok Xonmc» AHgpesa KasyHa (2013, Poccua). Kputepuii aHanusa nony-
YeHHbIX oTBeToB — 10-TM 6annbHas ypoBHEBAA CUCTEMA BOCNPUATUA penpe-
3EHTaLUMM repon B KaXKAOW M3 3KpaHM3aumn: 1-3 6anna — HU3KUIN YPOBEHD,
4-6 — cpeaHuil ypoBeHb, 7-10 — BbICOKMI ypOBeHb. Bce nonyyeHHble pe-
3ynbTaThbl 6bIIM CYMMMUPOBaAHBI, BbIYUCAEH CPeaHNUIA Bann No Kaxaomn U3 aHKeT,
a 3aTem — cpeaHuit 6ann No KaxaoMn U3 oLEeHMBAEMbIX PECNOHAEHTaMM 3Kpa-
HM3auMin. Takaa cucTema NO3BO/MAA NEPEBECTU KAaYeCTBEHHbIE Pe3ynbTaThl
(oTBETBHI PECNOHAEHTOB) B KOIMYECTBEHHbIE AaHHble, 06paboTaHHble 3aTem ¢

¢ CuaHeit MagykeT co3gan KaHoHUYeckuin 06pa3 Lepnoka 1 BatcoHa Ha cTpaHuuax “Strand Magazine” 8
1891 r. B unntocTpaLmaAx K pacckasy «CkaHaan 8 boremuu». VIMeHHO Ha 3TOT 06pa3 opuUeHTUPOBaAUCH
co3gatenn MHOrMX GUAbMOB 1 CepUanoB O 3HAMEHWUTOM CbiLLMKE: NO 3TUM pUCYHKam Mropb MacneH-
HMKOB noabupan akTepos AnA ceoero cepuana «lMpukatoueHuna Lepnoka Xonmca n fokTopa BatcoHa»
(1979-1986).
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NMOMOLLbIO creLunanbHoro nporpammuoro obecneyenusa Neural Designer, npu-
MEeHAEMOro A1 PACLUMPEHHOMN CTaTUCTUYECKOM aHANUTUKMN.

MpennoxeHHaa ANA MUHU-ONPOCA aHKeTa BK/lOYana cnefylouive Bo-
npocol:

1. OueHunTe, HackonbKo obpa3 Llepnoka Xonmca cooTBETCTBYET uaee

BbICLUEW CNPABEeaNBOCTU?

2. OueHwuTe, HAaCKO/IbKO BHELHOCTb repos OTPaXKaeT ero Xxapakrep?

3. OueHUTe, HACKONbKO BbIpaXeHa reHNasibHOCTb repos B aHHOW 3Kpa-

HU3aummn?

4. OueHuUTe, HaCKONbKO BbIPaXKEHA COLMONATUA reposA B JAHHOM 3Kpa-

HU3auUUn?

5. OueHWTe, HACKOJ/IbKO OMAaceH MOXKET ObITb TaKOM repoi?

6. OLEeHMTe, HACKONbKO MOXKET bbITb HaJeKeH TaKoM repo, Kak Bblpasu-

Te/b UAEW CNpaBes/IMBoCTU?

MpenctaBneHHble BONPOCHI NMO3BOIUAN BbIABUTL OTHOLLEHWE 3pUTeneit
K repoto, a TaKXKe BbIACHUTb OCHOBHYH TEHAEHLMIO B KUHEMATOrPapuieckmx
penpeseHTauuax Lepnoka Xonmca Ha coBpeMeHHOM 3Tane pa3BuUTUA 3TOro
obpasa.

B npoBefeHHOM HaMKM MUHU-ONPOCe NPUHANK yYacTne 150 pecnoHaeH-
ToB. Onpoc npoBeAeH Ha ABYX A3blKaX (PYCCKOM M aHIIMICKOM), YTO NO3BONU-
N0 PacLIMpUTL ayAMTOPUIO PECNOHAEHTOB. MccneoBaHe NpoBeAEHO B Nepu-
o4 ¢ 1 no 20 mana 2021.

PE3Y/IbTATDI

MNpoBeaeHHOe MCCNef0BaHUE [AN0 Caeaytowme pe3ynbTaTbl: MO 3Kpa-
Hu3aumm Mas Puum 90% pecnoHAEeHTOB OLLEHWAN Treposl KaK HEHaZEeXHOoro,
C/IMLIKOM 3MOLMOHANbHOrO, HeypaBHOBELIEHHOMO YE/0BEKA, KOTOPbIA He B
COCTOAHMM 6e3 CBOEro CNyTHUKA CbIrpaTh 3HAUYMMYIO PO/b B AOCTUMEHUM BbIC-
wen cnpasegamnsoctn. Cpean OTBETOB PECMOHAEHTOB BCTPEYasnCb, Hamnpu-
Mep, clieayroLme 3aMeYaHna: KOH NOCTOAHHO NbAHbIW, MHE 3TO He HPaBMUTCH,
KaK MOXXHO paccnefoBaTb YTO-TO, €C/IM OH MPOCTO He CTOUT Ha HOrax», «MHe
Kaketcs, ecam 6bl He BaTcoH, Takoro Lllepnoka Heckonbko pas youau 6bl B
JNloHaoHe gaxe cpeam 6enoro aHa»; «dayHn Mnagawmii UMeeT CBOMCTBO BbITb
repoem, Ho OH He NPMBaM3MACA K XONMCY HM Ha Wwar» U T.n. CTaTudeckune gaH-
Hble pe3y/nbTaToB ONpoca NpeacTaBneHbl Ha Puc. 67.

7 MpeacTaBneHHble B TEKCTE PUCYHKM CO3AaHbl aBTOPaMM CTaTbM NO pe3y/bTaTam NpoBeAeHHOro onpoca.
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3kpaHuszauma Mas Puum

5
3 3
] I I
HagexHocTb CnpasegmBocTb  [eHMANbHOCTb Couuonatusa

Puc. 6. PenpeseHTauma repos B skpaHusauum Masa Puun

Kak MoXHO BMAETb NO AaHHbIM, NpUBeAEHHbIM Ha Puc. 6, B penpeseH-
Tauum repon B 3KpaHu3aumm faa Puum coumonaTma BbIXO4MT Ha NePBbIv NAaH,
CNpaBeA/IMBOCTb, HAAEKHOCTb M FeHNaNbHOCTb OLEHEHbl 3pUTENEM Ha HU3-
KOM ypOBHe.

Mo aKkpaHu3aumm Mapka 3TMCcca O6bIaK NoyYeHbl CaeaytoLmne pesyb-
TaTbl: 75% pecnoHaeHToB oueHnan Lepnoka Kak coumnonaTta, 15% Kak reHus
W BOMJIOLLEHME BbICLLEN CNpaBeaMBOCTU. [Py 3TOM B OTBETAX PECMNOHAEHTOB
BCTpPEYaINCb CleaylolimMe BbICKasblBaHMA: «MHe 3TOT LLiepnioK HpaBuTcA, OH
KaKOMI-TO HeobbIUHbINY, «OH BO/bLUE MOXOXK Ha FeHUA, YEM Ha MbAHULLY, KaK
6b110 y Masa Prun», «<Kambepb3Tty He NOAXOAMT HA PO/b KNACCMYECKOro Xoim-
€a, HO TO, YTO XOTEeN pPeXKUCccep, akTep Bbipasua BnosHe». B penpeseHTaumm
repos Cbirpann CBOK Posib paboTa Kamepbl, CayHATPIK, BbICOKOE KayecTBO
paboTbl cLeHapUCTOB: «bnecTawmi cueHapuin, 6e3 Hero Xoamc Kambep6aT-
Ya 6bin1 6bl OYEHb CKyYHbIMY», «paboTa onepaTopa NPOCTO Ha BbICOTE, Kame-
pa cnacna Kambepb3tua oT nposana». MIHTEpecHO, YTO pPecrnoHAeHTbl 0cobo
OTMETUNN TEXHUYECKMe cnocobbl penpeseHTauun repod. MNpu 3Tom TaKke
85% 0b6paTnan BHMMaHWe Ha TO, YTO «XO/IMC CyLLLeCTBYET TOIbKo 6iarogaps
BaTcoHy», «nepcoHax 6onblue HpaBuTcs, Yem Xoamc», «BatcoH 6osee Ha-
TypanbHbIi nonyumncs, yem Lepnok». Bropas aHanusnpyemas Hamu 3Kpa-
HW3aums, TakKum 06pasom, NO3BOJIMNA BbIABUTb PO/Ib TEXHUYECKUX CPEACTB B
penpeseHTaunn repos, a TakxKe CMeLLeHNe aKLeHTa C NPOTaroHUcTa Ha cnyT-
HWKa repos.

Pe3ynbTaThl ONpOCa No BTOPOW 3KPaHU3aUMKM NpeacTaBneHbl Ha Puc. 7.
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3kpaHusauma Mapka MTucca
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HapexHocTb CnpaBeannBoCTb [eHnanbHOCTb CoumonaTtua

Puc. 7. PenpeseHTauuma repos B akpaHusauumn Mapka Mtucca

Kak BUAHO NO AaHHbIM, NPeAcTaBAeHHbIM Ha PUC. 7, OCHOBHbIMM Xapak-
TEPUCTUKAMM penpeseHTalum repos B aKpaHu3aumm Mapka aTucca ctanu co-
LMonaTus M Uaes Cnpases/iMBoCTU, NPY STOM HaAeXHOCTb repos bbina oue-
HeHa Ha cpefHeM YPOBHE, @ €r0 reHNasIbHOCTb 3aC/Y}KMIa HU3KYHO OLLEHKY.

06 3KpaHu3aumm AHapes KasyHa (Puc. 8) 6bian nonyyeHsl cieaytowme
ZaHHble: 89% pecnoHAeHTOB OLEeHWAN X0IMCa Kak HeHadeKHOro, HeypasHo-
BELUEHHOTO, HEBPOTUKA, GaKTUYECKM coLLMONaTa, NPaKTUYECKM 6e3 NPU3HAKOB
reHuasbHOCTU. Mpu 3TOM BblaM BbICKa3aHbl CefyloWMe MHEHUA: KOH beraeT
KaK y»Ka/NleHHbIl 0co BeCb GpUAbM, Y HETO PYKM TPACYTCA, OH BECb AePraHHbIN
W HeyBepeHHbI B cebe», «Kak YenoBek, KOTOPbI He B COCTOAHUM CNPaBUTbCA
€ COBCTBEHHBIMM IMOLIMAMM, MOXKET YTO-TO PaccneAoBaTb», «XONMC BbIFAAUT
KaK MCUXMYECKN BOIbHOW Ye0BEK», «OH BCE BPEMA MbIXTUT U MPOU3HOCUT
CN0Ba CKBO3b 3yDbl, OH CTPAHHbIN».
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JKpaHuszauma AHapes KasyHa

HapexHocTb CnpaBeannBoCTb [eHnanbHoOCTbL Coumonatusa

Puc. 8. Penpe3eHTauma repos B akpaHm3aunm AHgpea KasyHa

CBogHaa gmMarpamma [aHHbIX O TPeX 3KpaHM3aUuMAX AEeMOHCTpupyeT
yBenuyeHue coumonaTum B penpeseHtaumm repos (Puc. 9):

CBoAHble AaHHble 0 Tpex aKpaHusaumax

6,7
4,3
34
32 3,2
3 3.1 3
2,1

HagexHocTb CnpasenMBOCTb leHnanbHocTb CoumonaTua

. SKpaHusauma Maa Puun
B 3«panusauma Mapka Matucca
. 9KpaHu3auma AHgpes KaByHa

Puc. 9. CBoaHble faHHble O Tpex sKpaHM3aLMAX
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OTMeTMM, YTO B 3TOM 3KpaHU3aLMK obpas CNyTHWUKA repos BbI3Ba Noj-
HYI0 CMMNATUIO KaK aHTUMNOA npeacTaBneHHomy Xonmcy: «BaTcoH Bceraa co-
6paH, YMeH, CpaBeLNnB U YeNIOBEYEH, OH /ly4lue, Yem XonMe», «be3 BaTcoHa
TakoW Xonmc BoobLue HepeanbHoe ABNEHUE, OH Bbl OT UCTEPUK CBOUX YMeEpP
paHblue BpeMeHU». Takue MHEHUA FOBOPAT O TOM, YTO penpe3eHTaumsa repon
Yyepes NepcoHaXk-CnyTHUK Npusena K Npamo obpatHomy sdpeKTy: 3puTenn He
BOCMNPUHUMALOT repos KaK IMaBHOrO, a BTOPOCTENEHHbIM NepCoHaXK 3aHMMaeT
LEHTPaIbHOE MECTO.

BbIBOAbI

MpoBefeHHOE HaMM UCCIeA0BaHUE PeNpPe3eHTaLLMM repos Ha NpMMepax
Tpex 3KpaHu3auui npomsseseHuin o Llepnoke Xonmce nossonset caenatb
cnepyoLme BbiBOAbI:

1. YacTHble BbIBOAbI: B COBPEMEHHbIX IKpaHM3aLMAX COLMONATUA U He-
BpacTeHusa npeobnasatoT HaL reHUanbHOCTbIO, YTO C OAHOM CTOPOHbI, AaeT
KMHemaTorpapuctam BOSMOXKHOCTb PacLUMPUTb CTAaTUHECKME XaPAKTEPUCTUKM
06pasa, HO C ApYroM — Cy*KaeT nosie penpeseHTaLumn caMoi coLmonaTmen, He
Nno3BoNAA eMy peann3oBaTb couManbHyo GYHKUMIO Mael BbiCLWen cnpases-
JIMBOCTU, TOPXKECTBA HAYYHOTO MbILWNEHUA U PALMOHANIM3MA, BaXKHbIX COCTaB-
NALWmX nuTepatypHoro muda LLiepnoka Xonmca. Bo Bcex Tpex akpaHm3aLmMAxX
repoem NoAuvepKHYTO ABUMKET He uaea TopyKecTsa npasocyams (Co6CTBEHHO,
M KaHoHM4Yeckuii LLiepnok paccneayet oyepegHoe AeN0 pajy UHTENNEeKTYab-
HOTO BbI30Ba), @ IMYHOCTHbIE MOTUBbI, B OCHOBHOM — t060BHble (0c06eHHO
APKO BbIparKeHHble B 3KpaHU3auumn A. KaByHa B MCTOPUM Tparmyeckom ntob-
BM Xosimca u UpeH Agiep, HaMeyeHHOM nLb MYHKTUPOM B pacckase A. Ko-
HaH [olna «CkaHgan B boremun»), aMoUMOHabHbIE N CEHTUMEHTA/NbHBbIE,
4YTO NPUBOAUT K ONpeLeNleHHOMY MCKaXKeHUIO apxeTuna. B csowo odepesb,
TakMe penpeseHTauMu BOCMPUHUMAIOTCA 3puTenem (4acTo He 3HAKOMbIM C
NNTEPATYPHbIM MCTOYHMKOM) He CTONIbKO KaK ouyepenHas 3KpaHHaA Bepcua
npovsseaeHnin A. KoHaH [lolina, HO M Kak cCaMoCTOsTe/IbHOe Npou3BeseHne
C OPUIMHANbHbIM CloXXeToM. OrpaHUMYeHHOe B3aMMOAENCTBUE repoA-UHTPO-
BEpTa C 06LLECTBOM, B CBOIO ovepesab, NPUBOAUT KUHEMATOrPadUCTOB K HEOb-
XOLMMOCTU co3faHusA 06pasa 6onee CUAbHOTO NOCPEAHUKA MEXKAY repoem U
obuiecTBom, B KOTOPOro GaKkTUYECKM NpeBpaTnaca BaTcoH BO BCEX TPEX 3Kpa-
HU3aumax. NoaTomy BepHbIit akoAUT Xoamca Bbi3blBAeT H0bLUYIO CMMMATUIO
3puTenei, Yem rnaBHbIN repoii-coumonat. bonee Toro, B cepnane A. KaByHa
(Pnc.10) BaTcoH ¢$aKTUYEeCKM CTaHOBMTCA CBOeOobpasHbiM HOBbIM Murmanuo-
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HOM: CO3ZaHHbI BaTcOHOM nuTepaTypHbIi 06pas ero apyra B duHane cepu-
ana obpeTaeT KaHOHUYECKMe YepTbl Xonmca ¢ pucyHkos C. Magxketa. U cam
XonmMmc NOBMHYETCA TBOPYECKOW BOJIE CBOErO Co34aTen .

2. O6Lwme BbIBOAbI: B COBPEMEHHbIX 3KPAHM3ALMAX BbIsBIEHA MOMbITKA
pPagMKanbHO NEPEOCMbICIUTL apXeTun, B ONpeaeNeHHOM CMbIC/e MOBAUAB-
LN Ha HECKONbKO MOKONEHWI (XOAMC He TONIbKO KaK BOM/OLLEHME BbiCLIEMN
CNpaBeaNMBOCTU, HO U KaK rapMOHM3UpYIoLee Hayano B HEOBUKTOPUAHCKOM
Anckypce), nytem abcypamsaunm obpasa repos. MNpeanpuHUMalOTCA B TOM
yncne BbICMEMBAHME U NMPUMUTUBU3ALMA FepoA: Hanpumep, B NONyYMBLIEN
KpaHe HeraTMBHYIO peakuMio 3puTeniell amepuKaHCKoM NapoaminHoi Kome-
ann Yunna ®eppena «Xonmc v BatcoH» (2018) nawm ke mokbactepe Paiiuen /in
fongeHbepr «Sir Arthur Conan Doyle’s Sherlock Holmes» (2010). Takue aKkpa-
HU3ALMN CYUTAIOTCA HE TONbKO HeYAAYHbIMM, HO AaXe Bbi3blBalOT HE40BO/b-
cTBO BpUTaHCKOro KoponescKoro gsopa [11, c. 47]. bonee Toro, cama nonbiTKa
BbICMEMBAHMA apXeTUNUYECKOro repod WM paspylieHna muda Xonmca npu-
BOAMWT K KapbepHbIM HeyAayaM aKTepoB WM K 3pUTESIbCKOMY 3aBBEHMIO TaKMX
3KpaHuM3auuin. LLiepnok Xonmc Ao cux nop BLOXHOBAAET KMHemaTorpadpumcTos
M KaK CoLManbHbli eHOMEH, 1 KaK BeYHbI 06pas, intepaTypHbIn Mud, faxke
B CBOMX CTaTUUYECKMUX XapaKTEPUCTUKAX OTKPbITbIN ANA MMNPOBU3aLMiA. 34ech,
Ha HalW B3rAL4, ABa NYTU: ObITb OCTOPONKHBIMU U KOPPEKTHBIMU B OTHOLLIEHMM
CTUNA, CYTU NEPBOMCTOMHWKA, U NIMTEPATYpPHOro U KUMHemaTtorpaduyeckoro
Mmuda, MmMbo co3aaBaTb COBEPLUEHHO HOBbIA CTU/Ib NOBECTBOBAHWUA U HOBbIV
06pa3s, KakK 310 caenanu u fan Puun, cHaswmii oba dpuabma o Xosmce B CTUAN-
CTUKe CTUMNaHKa, n AHapeit KasyH, n Hypbek reH. Bo3MoXKHO npum aTom, YTo
naesn BbICLLEN CNPaBeSIMBOCTU, BaXKHAA COCTABAAOLWAA IMTEPATYpHOro Muoda
M 3KpaHHOro obpasa Xonmca Kak cyrneprepos, Ho, Kak 3ameyaeT Hukuta Kap-
ueBs, 6e3 KocTIoMa U Macku batmeHa nnm gocnexos KenesHoro Yesnoseka [25],
He O0/M¥KHa, Ha Hal B3rnsag, 6biTb NOLWIOK, FYNON UAK CMEeLIHOW. ITO oAHa
M3 O6LENPUHATBIX COLMANbHbIX QYHAAMEHTANbHbIX LleHHocTen, a Lepnok
Xonmc BonnowaeT Ty cnpaBes/MBOCTb ANA HECKOJbKUX MOKOJEHWU YnTaTe-
neni v 3puteneit. K coxaneHuto, CoBpemMeHHble 3KPaHM3aLMM CTAHOBATCA, Ha
Hall B3rNAf4, He TONbKO AaNeKo OTXOAAWMMMU U OT IMTEPATYPHOr0 UCTOYHMKA
(8 uMTMpPOBaAHHOI peuLeH3nM Ha ¢unbm las Puum A. AHacTacbeB NULLET, YTO
rMaBHbIX repoeB MOXKHO Hbl10 6bl Ha3BaTb TapanyHbKa v LLTencenb), n oT npu-
3HaHHbIX KNACCUYECKMMM IKPaHU3aLMAMU, HO BCe Bonee 1 6onee cnopHbIMMU.
Mcuxmyeckn HesgopoBbii Lepnok Xonmc («dnemeHTapHo» Malikna Kyacta),
9K3a/1IbTUPOBAHHbIMN, MOYTU UCTEPUYHDBIVA HEBPAcTeHUK («LLepaok Xonme» AH-
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Apes KaByHa) anpuopu He MOryT ABAATb HU BbICLLYIO CNPABeAANBOCTb, HU pa-
LIMOHaNbHOE rAapPMOHMU3MPYIOLEE HAYaNo, B CBA3M C YeM NPOUCXOAUT Bbinage-
HWe 3KpaHHOro obpasa M3 apxeTuna: Bce cTpaHHble LLepaoku («ToT camblit, HO
Apyroi» — cnoraH cepuana AHapes KasyHa) He BOCMPUHMMAIOTCA Kak repou,
a TONbKO Kak yepesa NpMMUTUBU3NPOBAHHbIX Bepcuid (Puc. 10).

Puc. 10. Lepnok Xonmc B UCNONHEHUM aMEPUKAHCKOTO akTepa KoHHU Jlu Munnepa.
Kaap 13 geTekTMBHOrO cepuana «InemeHTapHo» (aHrn. Elementary),
OCHOBaHHOrO Ha NepcoHaxax KHur Aptypa KoHaH [Jovina o LWepnoke Xonmce,
[AeNCTBME NPOUCXOANT B HALUU [HW.

Mpembepa cocToAnack Ha TenekaHane CBS 27 ceHtabps 2012 roaa®

MepcneKkTMBHbIM NpeACTaBAAETCA JafibHellee wccnenoBaHUe AWHA-
MWKM COLMANBHBIX XapaKTEPUCTUK SKPAHHOrO repof-counonaTa Takoro mac-
wTaba Kak LWepnok Xonmc. AHanu3 MHTepnpeTaLmit U cCamoro NTepaTypHOro

8 McTouHuK nsobpaseHnmna cm.: URL: https://www.kino-teatr.ru/kino/acter/m/euro/59398/foto/
m100008/356360/ (08.07.2021).
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MUda, ¥ ero 3KpPaHHOro BOM/IOLWEHWUA NPEeACTaBAAT OO0 HECOMHEHHbIN
HayYHbI MHTEPEC, MOCKO/IbKY OTPaKaloT COCTOAHME CaMOro ObLLEeCTBa, TPaHC-
dopmaumii ero MopanbHbIX, STUYECKUX U ICTETUYECKUX LLeHHOCTEN.
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MPUMEHUMOCTb XOHTOJ10TUN
KUCCNEOAOBAHWNIKO MPOUCXOKAOEHNA
3KPAHHbIX MCKYCCTB

AHHOTaumA. B cTaTbe paccmaTpuBaeTc BO3MOXKHOCTb CAEMaTb XOHTOIOTUIO Me-
TOAOM M3YYEHWA 3KPAHHbIX UCKYCCTB Ha 3Tane UX CTaHOBNEHWA, YTO MO3BOAMUT
NpPaBUAbHO MHTEPNPETUPOBATb WMCMOAb30BAHME MPUEMOB PaHHMX 3SKPAHHbIX
MCKYCCTB B MO34HeilemM KnuHemaTorpade M TeneBusMOHHbIX nepegayax. XoH-
TONOTUA — MEeTOZ, 3a KOTOPbIM CTOWT Nporpamma UCC/ieaoBaHus CouuabHoOM
YM3HW W POJIM aCCOLMALIMIA B NOALEPMKAHMM YCTONUMBBIX CTPYKTYP KOMMYHMKa-
LMK, OCHOBaHHAasA Ha JONYLLEHUWU KMPU3PAKOB» KaK aKTOPOB KY/IbTYpbl, HEOTb-
eMNeMOo NpUHaAZNEeKaLLMX NOPAAKY KyabTypbl. C onopoi Ha naew aka Jeppu-
Aa v Mapka duwwepa, BocxoasaLume K METOAAM U3YHeHMA «KYTKOro» n «addeKkTa
peanbHOCTM», CO3AaHHbIM 3UrMyHAOM PpPeingoM, XOHTOIOTUS YTBEPIKAAET, UTO
NPY3paKuM ONpesenstoT PeXMMbl HOCTabrK 1 NO/Ib30BATE/LCKYIO OPUEHTALMIO
PAAA IKPAHHbIX U BM3YasibHbIX UCKYCCTB, B YaCTHOCTM, BM3YasibHbIX MPUHLMNOB
COBPEMEHHOM My3bIKasIbHOM KyNbTypbl.

B cTaTbe yKa3blBaeTcsa, YTO XOTA UCCNeA0BaTENM, UCMONb3YIOLLME STOT METOA, He-
MaJio BHUMaHMA yAeNAI0T MUPY NPU3PaKoB B KyabType XIX BeKa, OHW orpaHuun-
BAOTCA YaCTHbIMM 3aMEYAHMUAMM M YaCTO ONTUMUCTUYECKM UCXOAAT U3 TOTO, UTO
CIOMETHbIW PaLMOHaNM3M B KOHLLE KOHLOB nobexaaer BaacTb npuspakos. Ho
3TO NPOTUBOPEUUT U AENCTBUTEIbHOMN MCTOPUM KYNLTYPbI TOTO BpEMeHM, 1 6a3o-
BbIM MPUHLMNAM XOHTOIOTUM, YTBEPIKAAKOLLEN, YTO NPU3PAKM HEe MOTYT BbITb 0
KOHLA paLMoHann3mpoBaHbl. [103ToMy B CTaTbe NpeaiaraeTca BU3yasbHO-Kpu-
TUYECKaA XOHTO/IOMMA, KOTOPasA M NO3BOAAET 06BACHUTb, KaK TEXHUKMW BU3yanu-
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3aLmMK cnocobCTBOBaNM PaLMOHaNMU3aLMUMN NPU3PAYHOTO CYLLECTBOBAHMSA, U Kak
Ana co3panus adpdeKTa peanbHOCTM NoTpeboBanca sKpaH Kak 6a3oBbii MmeTog,
3TOM BU3yanm3aLmn. Kak OCHOBHOW MCTOYHWK BMU3YasIbHO-KPUTUUYECKOW XOHTONO-
TMK paccMoTpeH Tpya Baagumupa Tonoposa o mucTMYeckol npose TypreHesa,
rae [A0Ka3blBaeTcA HeOBXOAMMOCTb SKPAHHOM MPOEKLMM ANA apTUKYAMPOBaHUA
aBTOPCKOW MNO3ULMK B PACCMATPUBAEMYHO SMOXY.

B cTaTbe ycTaHOB/IEHA CBA3b MeXAy CTaTycamu NPU3payHOro U Heobxomumo-
CTbO 3KPAHHOTO pexnma pedaeKkcun, JaroLLero HeNnpPoOTUBOPEYMBOE ONMUCaHUe
NCUXONIOTMYECKOW PeanbHOCTU. YKa3biBAETCA, UTO Lie/Ibli PAS, IMTEPATYPHbIX SKC-
NepUMEHTOB BUKTOPMAHCKOM 3MOXM, OT CHOXKETa BHYTPEHHEro NCUXos0rMyeckoro
npeobpaxeHunn B «PoKAECTBEHCKOM NecHM» [IMKKEeHCa A0 TEXHUKM KHEHaAex-
HOro pacckasumka» B «lloBopote BUHTa» leHpwu [xelimca TpebytoT 3KpaHHOro
MefMyma Kak 6a30BOro AnA MOHMMaHUA CaMOCTOATENbHOW MocienoBaTenb-
HOCTU CObbITUIA. BU3yanbHO-KPUTUYECKAs XOHTONOTUA, obpallasck K UCTopun
NCUXONIOTUM, PELUEHUAM PEKMUCCEPOB, NMPEXAEe BCero XWMUYKOKa, HEeOCnopuMmo
[L0Ka3blBaeT, YTo CMPABUTLCA C NPM3PaKaMM M PaLMOHaANN3NPOBATL MX yAAeTCA
He C MOMOLLbIO TeaTpanm3aumum 6biTa, Kak 0BbIMHO CYUMTAIOT, @ C MOMOLLBIO €ro
9KpaHM3aLLMK, KOTOpas MO3BONAET MPUMEHATb HOBYH TEXHWUKY ANA CO34aHMA
ycToiumBoro adpdeKTa peasbHOCTH.

KntoueBble c0Ba: XOHTONOTUA, BU3yaNbHO-KPUTUYECKAn XOHTONOMMSA, NPU3PaK,
3KpaHHbIE MCKYCCTBA, BM3yasibHble WMCKYCCTBA, BM3ya/nn3aLmsa, BUKTOPUAHCKan
3M0Xa, PaLMOHANN3M B IMTepaType, TEXHONOTMU BU3YaNn3aLLmm
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APPLICABILITY OF HAUNTOLOGY TO THE
STUDY OF THE ORIGINS OF SCREEN ARTS

Abstract. The article discusses the possibility of making hauntology one of the
methods of studying screen arts at the stage of their formation, which might
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make it possible to correctly interpret the use of early screen arts techniques
in later cinema and television broadcasts. Hauntology is a method backed by a
program of research into social life and the role of associations in maintaining
stable communicative structures, which program is based on the assumption of
“ghosts” as cultural actors inherently belonging to the cultural order. Based on
the ideas of Jacques Derrida and Mark Fischer, going back to Sigmund Freud’s
methods of studying the “uncanny” and “effect of reality”, hauntology claims
that ghosts determine the modes of nostalgia and user orientation of a number
of screen and visual arts, in particular, the visual principles of modern musical
culture.

Although hauntology researchers focus extensively on the world of ghosts in the
culture of the 19th century, they limit themselves to private remarks and often
optimistically presume the fact that the plot rationality ultimately triumphs over
the power of ghosts. However, this contradicts both the actual history of the
culture then, and the basic principles of hauntology, which asserts that ghosts
cannot be fully rationalized. Therefore, the article proposes a visual-critical
hauntology, which allows us to explain how visualization techniques contributed
to the rationalization of ghostly existence, and how, to create the effect of
reality, a screen was required as the basic method of this visualization. Vladimir
Toporov’s work on the mystical prose of Turgenev provides the main source of
visual-critical hauntology thus proving the need for screen projection to express
the author’s position in the era under consideration.

The article establishes a connection between the ghostly statuses and the need for
a screen reflection mode, which provides a consistent description of psychological
reality. It is pointed out that a number of literary experiments of the Victorian
era require a screen medium as a basis for understanding the independent
sequence of events, from the plot of internal psychological transformation in
Dickens’s A Christmas Carol to the “unreliable storyteller” technique in Henry
James’s The Turn of the Screw. Visual-critical hauntology, referring to the history
of psychology, the decisions of directors, especially Hitchcock, indisputably
proves that it is possible to cope with ghosts and rationalize them not with the
help of everyday life staging, as it is usually considered, but with the help of its
adaptation, which allows to apply emerging technology for creation long-term
effect of reality.

Keywords: hauntology, visual-critical hauntology, ghost, screen arts, visual arts,
visualization, Victorian era, rationalism in literature, visualization technologies

BBEAEHUE
TepmuH xoHmosnoeusa (hauntology), uan npuspakonoaus, cpaBHUTENb-
HO HOB B COLMabHbIX HayKax. TO YCIOBHOE Ha3BaHMe ANA pada NoAxXoao0s,
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06beMHEHHDbIX 0COObIM OTHOLIEHMEM K GAaKTUYHOCTM Npu3paka — Npu3pak
NOHUMAETCA He KaK HeYTO 3aBe,0MO BTOPUYHOE MO OTHOLLEHUIO K NCUXMYe-
CKOM KM3HU nan apdekTam GM3MYEeCKoro MmMpa, He Kak cboi cuctembl Man
YK/NIOHEHME CUCTEMbI OT MArMcTPasbHOrO PasBUTUA, KOTOPOE AO/KHO BbiTb
ncnpaeneHo 6aarogaps obuemy YyBCTBY peasibHOCTU, HO Kak HeoTbemse-
Mas YacTb N0OOM CNOXKHOMN COUMANBHOM CUCTEMBI. XOHTONOMMUA BOCXOANT K
OAHOMY M3 OCHOBHbIX TE€3MCOB MCUX0AHaM3a, KOTOPbIN M30bpaxaeT «3¢-
beKT peanbHOCTU» He Kak camo coboi pasymetoLeecs NOHMMAHWE TOTO, Kak
BCE 06CTOMT Ha CAaMOM Ziefle, HO Kak onpeneneHHbli MOMEHT UAW pe3ynbTaT
Pa3BUTMA NCUXMKU. XOHTONOTNA NMPUMEHAETCA K PasINYHbIM 0bbeKTam, OT
rOPOACKUX PYMH M 3a6POLLEHHbIX NPOCTPAHCTB A0 NPUBbLIYHOTO AOMALLHERO
6biTa. O6beaMHAET BCE 3TU UCCAEA0BAHUA TPAKTOBKA KYAbTYPHOM NamaTH
KaK HMKOTZa He CBOAMMOW K roTOBbIM KaTEropuAM MOBCEAHEBHOMO «OMbl-
Ta» U NCUXOAHANUTUYECKOM «TPABMbI» MW «BO3BPALLEHUSA BbITECHEHHOTOY.
XoHTonorua Tpebyet nocmoTpeTb Ha 06O OMbIT, B TOM YMC/Ie CaMblli TPaB-
MaTMYECKWI, HE KaK Ha YacTb JIMYHOW UCTOPUM, HO KaK Ha ocoboe aeicteue
Npu3paYyHoOro, He NOAAAMLLErOCA YYETY, HO CNOCOOHOrO K NOoAAEpPKaHUIO U
COXpaHeHwuto cebs.

MpeBpalLeHNne XOHTONOMMK U3 PAAA YACTHbIX IUTepPaTypPHbIX NPUEMOB
N NCUXONOTUYECKUX TMMNOTE3 B COLLMA/IbHYIO ANCLMNNMHY 06A3aH0 HKaKy [ep-
puaa v ero Kuure «Mpuspakn MapKcay, rae oH, oNnMpPasch Ha NOHATUE «NPU-
3paK KOMMyHM3Ma» M3 nepBoi ¢pasbl KommyHucTMyeckoro MaHudecrta
[1, c. 14], 3ameTun, 4TO NPU3PAKM NPOLLAOTO UAN ByayLLEero HEBO3MOXKHO
Pa3MeCTUTb B KAKOM-TO OAHOM MECTe, KOTOPbIe MPUCYTCTBYIOT NOBCIOAY, NPU-
MEpPHO KaK Mbl FTOBOPMM «3X0 MPOLUEALEit BOMHbI» UIN «BETEP NEepPeMeH».
B a0l KHUre [eppuaa nsobpaxkaetT MapKca Kak npexae BCcero gpamaTypra,
paBHoro LWekcnupy [Tam ke, c. 17-18], HO pa3birpaBLLEro CBOK Nbecy 0 CMme-
He UCTOPMYECKMX 3NOX HA MaTepurasie He YeNOBEYECKMX XapaKTepos, HO No-
NIUTUYECKUX M IKOHOMMYECKNX cOBbITMI, — MapKc Kak u LLiekcnnp paboTan c
YasHUAMMW, UANKO3UAMM, JOTALKAMM, C HENPEMEHHbBIM yCUAneM NpubansnTb
byayuiee, KOTOpOe BOT-BOT AO/IKHO HACTYNUTD.

CornacHo [eppuaa, Mapkc npamo 3anporpammupoBan U3meHeHue
He TONIbKO CaMol Teopun, HO U MaHudecTa Kak coneprKaTeslbHOro eanMHCTBa
B CBfA3M C PagMKaibHbIMU COBLITUAMM CamMoi UCTOpUK [Tam XKe, c. 56-57],
YTO He NO3BONIAET NPEBPATUTL «MPU3PAKOBY NPOCTO B KAKME-TO OLUMBKKU UAn
cboun BoCnpuATUA, KOTOpble ByayT NpeosoneHbl 6e3ynpeyHol No3HaBaTeb-
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HoM cuctemoit. B gpyroi pabote o Mapkce [leppuaa Aaxke HasbiBaeT No3u-
umnio Mapkca «nepsepdopMaTUBHONY, KaK Bbl O4HOBPEMEHHO NEPBEPCHOM
1 nepbopMaTUBHOM — OH CTPEMUTCA NPUBAN3UTL KOMMYHUCTUYECKOe byay-
LLee M NpY 3TOM NOHMMAET, YTO 3TO ByayLlee AOMKHO eLe BbITb MPUHATO ro-
CTEMNPUMMHOMN NAaMATLIO, LOMKHO CTaTb YACTbO HALLEro onbITa, YTobbI Ntoan
cMmornu paboTaTb Ha NpubankeHue byayluero, a He NpuHAAKM bbl 3a byayuiee
KaKOM-TO ero npuspak.

Takaa coumanbHana XOHTONOMMA UcCaenyeT He OTAe/IbHble CNyvau BAU-
AHWA NpoLwaoro uaun byayuiero, a To, Kak Npuspaku obnagatoT cobCcTBEHHOM
Bonen, — u [eppuaa co6aMKaeT CBOK XOHTO/MOrMIO C ydyeHnem Ppeinga o
«BO3BPALLEHUN BbITECHEHHOTO» U «paboTe ckopbu». MapKc, cumTaet ep-
puaa, UCXoAWN U3 TOFo, YTO KOMMYHU3M BYZeT TOXKAECTBEH CO34aHUIO NPO-
3PayYHON CUCTEMbI MPUHATUA YNPABAEHUYECKUX U SIKOHOMUYECKUX PELIEHWUN,
roe npuspakam, NOPOXKAEHHBIM MPEXHUMU abCTpakumamK, yKe He byaer
mecTa [Tam ke, c. 67]. Hanpumep, MapKc rosopuni 06 «oTMUpaHUM rocyaap-
CTBaY», CYMTAA, UTO TaKaA abCTpaKuma Kak focyaapCcTBO, CO34aETCA KaK MACKK-
pOBKa 3KOHOMMYECKMX OTHOLIEHWIM NPWU KanuTanusme, a NpU KOMMYHU3IME
W TaK Bce ByayT 3HaTb CTeneHb A0/ra, CTeNeHb TPYAOBOM 06A3aHHOCTM —
3aMeTuM, JIEHWH B 3TOM e CMbIC/ie TOBOPWA, YTO Toraa M Ntobaa Kyxapka
CMOXeT ynpaBaaTb rocygapctsom. Ho deppuaa ckenTuyHee JleHWHa [Tam
e, ¢. 70], nOTOMy YTO CaM 3TOT }KeCT AOCTUTHYTOrO 3HAHUA NoAPa3yMeBAET
OTCPOYKY: MPO3PaYHblE COLMANbHbIE OTHOLWEHUA ByayT obpeTeHbl TONLKO B
byayLem, 03HaYaeT, YTO Te 3aKOHbI UCTOPUM, C KOTOPbIMU Mbl CEAYAC MMEEM
[eN0, OCTaoTCA NPU3PAYHBIMM.

AKTyanbHOCTb Npeanaraemoro ucciesoBaHuUA 3aKA4aeTca B npume-
HEHWUW KaTeropuit XOHTONIOTUM K SKPAHHbIM MCKYCCTBAM, YTO OTBEYAET C/IONK-
HbIM OHTOJIOFMYECKMM MPEANOCHIIKAM 3KPAHHbIX UCKYCCTB, r4e HEBO3MOMXK-
HO peayuMpoBaTb K roTOBOM OMO3HaBAaeMOM MPegMETHOCTU TOT MOMEHT,
KOTOPbI 06bIYHO OMMUCHIBAETCA C NOMOLLbIO TaKUX ONpeaeneHui, Kak npu-
3pPaYHOCTb, BUAMMOCTb, MHUMOCTb UM UANKO30PHOCTb, HU OAHO U3 KOTOPbIX
camo no cebe He UcuepnbiBaeT NPUPOAbLI ABAEHUA. B faHHON cTaTbe Mbl CTa-
BMM BOMPOC, KaK CBA3aHbl Te 3aKOHOMEPHOCTU MPUCYTCTBUA MPU3PAYHOFO
B MCTOPWU, KOTOPbIE OTKPbIBAET XOHTO/IOMUA, U BO3SHUKHOBEHWE 3KPaHHbIX
MCKyccTB. MOHATHO, YTO 3MOXa FOTMYECKOTO POMAHA M MOC/AeayoWwasn Kyab-
Typa, B YaCTHOCTM, BUKTOPUAHCKOW AHIINKU, UMena AeNo C Npu3pakaMm Kak
NOCTOSAHHbIM MOTUBOM, HEOTAEMMbIM OT APYrMX MOTUBOB, CBA3AHHbIX C Bbl-
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paxKeHHbIM B pOMaHax UCTOPUYECKUMM 4yBCTBOM. OCHOBHble TEXHUYECKME
n3obpeTeHus, caenaslumMe BO3MOMXHbBIMU 3KpaHHbIE UCKYCCTBA, NPUXOAATCA
Ha 3TOT Nepuos, 4To NogPo6HO PacCMOTPEHO B KHUrax Kuttaepa u LnamHcku
[2; 3]. Ecnn KynbTypHas cBA3b OTAE/bHbIX AYXOBHbIX OMNTUK U TEXHUYECKUX
ONTUK MOKET NPOCNEeXNBaTLCA, U KHUrn &. Kuttnepa [2, c. 128-160] 1 3. LUun-
JIMHCKM [3, c. 205-240] gatot ybeauTenbHble MpMMepbl TakKMX Napannienen, To
B PpaMKax XOHTONOIMMK TaKasn CBA3b ELLLE HW Pasy He NPOC/IeXKMBaNach.

HoBu3Ha vccnenoBaHUA COCTOUT B PacnpOCTPaHEHUU METoAa XOHTO-
JIOTMM Ha 3KpaHHble UCKycCTBa. B AaHHOM paboTe mbl CTaBUM pag, BONpO-
COB, KOTOpble U ONPeaenaAloT ee HayyHylo U MEeTOAO0N0rMUYECKY0 HOBU3HY:
BrepBble NPU3HAKK, KOTOPble N3yYaeT MeTo/ XOHTON0MMK, paccMmaTpuBatoTca
He KaK NPUCYTCTBYIOLME B HEKOTOPOM OBLLEM MPOCTPAHCTBE BOCNPUATUS,
HO KaK 3KpaHHble. Mbl CTaBUM BOMPOCHI, KAK MMEHHO MOABAEHWE He Mpo-
CTO MHUMbIX 06pPa3oB, HO CaMOCTOATENbHbIX MPU3PaAKOB NPEABOCXUTUNO
3KpaHHOE BOCMPUATUE ABUNKYLIMXCA M306paXKeHUI, U KaK HEOTMEHMMOCTb
CyLLLECTBOBAHMA NPU3PaAKOB CBA3aHa C NpeAcTaBNeHNeM O HEOTMEHMMOCTU
BM3yasibHOW MHPOPMaLUK, NepegaHHOM C MOMOLLb0 Meauma. [na 3Toro mMbl
uccnegyem crneumduKy 3KpPaHHOMO BbICKA3biBaHWUA KaK UCTOPUYECKYLO, CBS-
3aHHYIO C TeM, YTO MOKHO B Ayxe ¢paHLYy3CKOM TeEOpPMM Ha3BaTb 0bpaLyeH-
HOCTbIO K pemmam UCTUHbI. Ha coBpemeHHOM 3Tane pa3BuMTUA Hay4yHOro
3HaHWA HEeLOCTAaTOYHO YKa3blBaTb Ha CXOACTBO CNOCO6OB OCYLLECTBAEHMUSA
BM3Ya/IbHOrO B C/ly4Yae Npu3paKka B pOMaHe 1, CKaXkemM, TeHU Ha 3KpaHe. Tpe-
byeTca yCTaHOBUTb CTPYKTYPHble 3aKOHOMEPHOCTH, caenasne Heobxoam-
MOCTb MPU3PaAKoB B Ky/bType XIX BeKa 3a/10rom Heo6X04MMOCTN SKPaHHbIX
meaua.

MATEPUANDBI U METO/bI

XOHTONOrMA YCTOMYMBO 3aKpenuaacb B TaKUX AUCLMNANHAX, KaK UC-
cnefoBaHue MNONynspHOM My3biku [4, c. 22—24], My3blKa/lbHOW Ky/bTypbl
Boobule [5, c. 140-142] nsyyeHne KONNEKTUBHOW WUCTOPUYECKOM MamATU
[6, c. 11]. Mapk duwep, uccnegoBatenb 3BYKOBOM Ky/bTypbl, AOAXKEH ObITb
NPW3HaH M3TPOM XOHTON0TMKU. B cBOEI nporpammHoli cTatbe [7, p. 16] du-
lwep 3afBWA, YTO B HaCTOALLEE BPEMs HEBO3MOXHA HWMKaKas KoHUenuus
JIMHEMHOro nporpecca My3sblkW, HU O4HO M306peTeHMe B My3bike He BygeT
Mo-HacToALEMY HOBbIM, BCE C/I0BA Ye CKasaHbl. [103Tomy My3bliKasbHan
KY/NIbTYpa MOXKeT ObITb ONMCaHA TO/NIbKO KaK BHE3anHOe BO3BpalLeHue Npu-
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3pPaKoB, TeX UM UHbIX MATTEPHOB CTUAA U BOCNpUATUA. Teopua Puliepa cTu-
paeT rpaHuLy mexay GYHKLMOHUMPOBAHMEM My3blKa/IbHOTO 3BYKa M perKMma-
MW €ro BOCNpuATKA, TaK YTO NPOCAYLIMBAHNE 3BYKA OKa3blBAETCA y4yacTUem
B HEKOTOPOM COBbITUK, TAe NPU3PaKKM y¥Ke ecTb. B nocnemyrowmx cTaTbsax,
BOLUeALINX B MepeBeleHHYI0 Ha PYCCKUI A3bIK KHUTY [8, c. 145-148], duwwep
NPAMO YKa3blBaeT, YTO B COBPEMEHHOM MUPE My3bIKU KPU3UC UCTOPUYHOCTH
TONIbKO YCUINBAETCA, @ 1t0ObIe PEXUMbI HOCTaNbIMW, AAXKe NPU UX Npeaenb-
HOW pauMoHanM3aLmu, TONbKO YBEMYMBAIOT PA3pbiB MeXAY JIMYHbIM U NO-
NIUTUYECKUM. TTO3TOMY XOHTONOMMA MOXKET NOoKa3aTb, B KAKOM MOMEHT [aH-
Hble PeXMMbl CTAHOBATCA JIOXKHbBIMMU.

PasymeeTcA, BUKTOPMAHCKUI POMAH TailHbl CTaa O4HUM U3 UHTEpec-
HellWmnx 06 BEKTOB XOHTONOTUN. Besib B pomMaHe TalHbl NPU3paku Bceraa no-
ABNAIOTCA, NPW STOM POJIb UX A0 KOHLLA He AACHA: OHU XPAHAT TalHy, YrpoKa-
HOT XMBbIM MW NPOAOKAIT AeNa U MbIC/IN KUBbIX B HOBOW chepe. BaxkHO
TONIbKO, YTO 3TU NPU3PaKK CNOCOBHbI K CAMOCOXPAaHEHMIO U CAaMOPa3BUTHIO,
OHWM He MOryT 6bITb KOHBEPTUPOBAHbI HUKAKMMMU PEYEBLIMU YCTPOWCTBAMM
(nopagkamu opraHMsaLMK BbICKAa3biBaHUI, OTCbIIAIOWMUX K MUPY BeLLei)
B MPOCTO raj/touMHaLMKM UM metadopbl KU3HW. Elle B paHHUX paboTtax
[9, p. 138] 6bI/10 YKa3aHO Ha TO, YTO HEOBUKTOPUAHCKUIA POMaH ABUJCA OT-
BETOM Ha COMHEHWe B HafeXHOCTM Hallero UCTOPUYECKOro 3HaHWA, Koraa
obpa3 byayuwero ytpaumsaetcs, a 06pa3 NPOLWIOrO CTAaHOBMTCA pPasMbl-
TbIM — POMaH [0/IXKEH TOrAa BOCCTAHOBUTb XOTb KaKyl-TO OCMbICNIEHHOCTb
nctopuyeckoro nporpecca. [anbHellume uccnegoBaHUs MNoKasaau, YTo B
HEOBMKTOPMAHCKOW NNTEPATYPE U YTBEPKAAETCA HEKOTOPbIN KPUTUYECKUI
npeseHTensm [10, p. 5], NPOTMBONONOKHbIN HAMBHOMY Npe3eHTEU3MY CTa-
POro UCTOPUYECKOrO POMAHA, KOTOPbIN TOT HE MOT U3}KNTb HECMOTPA Ha BECb
NCTOPUYECKUIA KONOPUT.

Mo3ToMy B COBpPEMEHHbIX HEOBMKTOPUAHCKUX POMaHax XOHTOAOrMA
06bIYHO MNO3MTMBHA: 06Opasbl MPU3PAKOB Pa306/1a4valOT HEKOTOPbIE KU3-
HEHHble MPUHLMMNbI BUKTOPMAHCKOM 3MOXM, MOKa3blBAtOT MPOAYKTUBHOCTb
TeaTpanusaumm 6biTa, B TOM Yncae ANA Pa3BUTUA COLMANBHON KPUTUKK, Ha-
KOHeL, npeaBelLatoT HensbexxHoe HacTynieHWe 3MoXM COLMANbHOrO, reH-
AEpPHOro M KnaccoBoro paseHctBa [11, c. 197]. 3Ta rnyboKkaa coumanbHas
KPUTMKA OCHOBAHA HA KPUTUKE IMHEMHOW KOHUENUUWU BPEMEHU: NOABEHNE
npu3spaKka, COeaMHSAIOLLErO MUP KMUBbIX U MEPTBbIX, YHUUTOXKAET NperKHee
TeYyeHue BpeMeHMU, MOKa3bIBaeT ero HEOAHOPOLHOCTb, CYOBEKTUBHbIN XapaK-
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Tep, TEM CambiM NpeaBeLLas KPUTUKY CYyObeKTUBHbIX YCTaHOBOK [12, c. 22].
Kasanocb 6bl, B HEOBUKTOPUAHCKOM POMAHE PeXxmnmbl HOCTaNbriMmn Npeoao-
NeHbl, 6bln OCYLLECTB/IEH TOT BbICOKMI YPOBEHb pedaeKCumM HaL 3TUMK pe-
KMMaMK, 0 KoTopom meyTan Puiiep. Ho NoKa mMbl He NOMMEM, KaK co3aaBa-
Nlacb cama 3Ta TEXHUKA PAacCMOTPEHUA NPU3PAKOB B BUKTOPUAHCKYIO 3MOXY,
Mbl HE CMOYeM roBOPWTb, HACKO/IbKO 3a4ecb 0becneynBaeTca BbICOKUIA ypo-
BEHb pedeKcum, a HACKONbKO NMPOCTO NPOUCXOAUT BU3yasibHaA OTCPOUKa, B
TOM CKENTUYECKOM CMbIC/Ie, KOTOPbIW yTBepKAan deppuaa.

JoCTUKEHMA COBPEMEHHOM XOHTONOMMM NOKa3anm, Kak 3aKOHOMepPHO-
CTVM NMOHWMAHWA NPU3PAKOB KaK UCTOPMYECKOrO daKTopa NPMBOAAT K onpe-
AeneHHbIM 3aKOHOMEpPHbIM BW3yanusauuam. B yacTHoOCTWM, ucTopm3aums
XOHTONIOTUM BENA K NOHMMAHUIO CNEMNoTbl Kak YacTu Bonee CNOKHON mexa-
HUKM KpUTUYECKOM penpeseHTaumm [13, p. 20], K NOHUMAHWUIO NCTOPUYECKO-
ro AencTBMA Kak BCerga BU3yasivM3yemMoro B COBPEMEHHOWN MEeCeHHOW Ky/b-
Type [14, p. 22], K CO34aHUI0 NOCTKO/IOHMANIbHON XOHTONIOMMM KaK BapuaHTa
paAnKanbHOM KPUTUKU MMEHHO BU3YanbHbIX COCTABAAIOLLUX COBPEMEHHOMN
KynbTypbl [15, p. 154], 4To CKOppeKTUpoBano psaa npegnocbinok duwepa.
Ho Kak pa3 pa3BuTUE TEXHUKN BUKTOPMAHCKOM 3MOXM B 3TUX paboTax He pac-
CMaTPMBAETCA: MOMYYaAETCA, YTO KaK OYATO B KAKON-TO MOMEHT HaKoN/ieHue
NPU3PaYHOCTH, YCUNEHWE NPUCYTCTBUA NPMU3PAKOB B KyNbType, COBNagaeT C
HaKonneHnem Tex n3obpeTeHnin, KOTopblie U NOMOFAOT PACLUMPUTL ONTUYE-
CKMe HaBblKK, B TOM YMcae YTobbl CNPaBUTLCA C HABA3YMBBIM MPUCYTCTBUEM
npuspakos. YTobbl M3BeKaTb TaKMX YNPOLLEHHbIX KYMYAATUBHbLIX (HaKoMu-
TeNbHbIX) TPAKTOBOK, Mbl Npeanaraem BBECTU BU3YaNbHO-KPUTUYECKYIO XOH-
Tonornto. Coepa BU3yaNbHO-KPUTUYECKOW XOHTONOTMU — UCCNEfOBaHWE
TOrO, B KAKOM MOMEHT BM3YasN3aummn NPU3PaKoB, B TOM YMCAe TEXHUYECKU
NnoslydeHHblE UAWN BOCMPUHMMAEMbIE KaK 4acCTb TOM TEXHMKU, KOTOPOW Mbl
OKPY*KEHbl, HAYMHAIOT TOXKE NMOHMMATbCA Kak Heobxoaumble. Toraa Heobxo-
AVMBIM, YTOBbI CMPABUTLCA CO CTPaxaMu, CTAaHOBUTCA U BBEAEHWE IKPAHHbIX
TEXHO/IOTUI, KOTOPbIE U OTCPOUMBALOT NOABAEHUE NPU3PAKOB, OCTABAAIOT €€
no Ty CTOPOHY 3KpaHa.

MpeawecTBEHHUKOM BM3Ya/IbHO-KPUTUYECKOM XOHTONOTMU Bbl CTPYK-
TYpPanucTckuii ¢munocod KynbTypbl B.H. Tonopos, KoTopblit Ha maTepuane
NO3AHUX MWUCTUYECKUX NpoussefeHuit TypreHeBa c034an MeToA, TaKoro
NccneaoBaHMA, XOTA U U3N0XKMA ero B BMUAE YaCTHbIX 3amedyaHnin. Tonopos
[OKasan, 4yto muctnyeckoe y TypreHeBa HUKOT4A HE MOXKET BbITb IOKAaNU30-
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BaHO B MMpe GpaHTaCTUKK, anieropmm uam nputum [16, c. 47], nostomy oHo
NPUHALNEKNUT YIKe 3MOXe TEXHUYECKOro Mporpecca, a He POMaHTUYECKOro
nepexmeaHuA. TakKe OH yBUAEN B 3TOM MUCTUYECKOM crnocob penbedHee
npeACcTaBuUTb aBTOPCKOE «A», TEM CaMbIM IETUTUMUPOBAB U TEXHUYECKYIO
n306peTaTeNnbHOCTb cebA KaK POMAHMCTA, OHO «MO3BO/IAET aBTOPY rOBOPUTL
OMKpo8eHHee 0 TOM, YTO NNLLb Ha NocnesHen rybuHe MoXKeT BbiTb OTHece-
HO K HemMy camomy» [Tam e, c. 69].

Mpuspak y TypreHeBa, yTBepxaaeT TOMOPOB, HE MCYEPMNbIBAETCA HU
O4HMM 0003HaYeHMEM WAM OMUCAHMEM, U MMEHHO M3-3a 3TOM CKY[0CTU
A3blKa NPU3PaK MATepPMaNN30BbIBaETCA, TPebys HOBOM NOBECTBOBATENLHOM
TEXHUKM, yKe BIM3KON MOHTAXKY B IKPAHHbLIX MCKYCCTBAX, COEAUHAIOLEMY
MOKa3 KPynHbIM N1aHOM C Kak bbl 6€33ab60THbIM Npoao/KeHUem Habnoae-
HuA [Tam Xe, c. 70]. HakoHeL, npu3payHoe B npose TypreHeBa TpebyeT u
AEeMOHCTPaLMKM NCUXMYECKOWM XN3HU B BUAE npoeumpyemoro obpasa, Bpoae
«MOPCKMX BOJIH B FO/10BE», YTO TOXE OKa3blBAeTCA AOCTAaTOYHbIM MCUXMYe-
CKMM MEXaHU3MOM, NETUTUMMPYIOLLMM IKPAHHOE OTHOLLIEHMWE K NPOUCXOAA-
wemy. Takum 06pasom, B pa3po3HEHHbIX, HO MHOTOYUCNEHHbIX 3aMeYaHMUAX
Tonopos chopmMynnpoBan ocobblli MeETOA UCCIE[0BAHUA TEXHUYECKU-BU3Y-
aNbHOM CTOPOHbI NPU3PAYHOIO B BUKTOPUAHCKYIO 3MOXY, U Mbl JOKa3blBaeM
NPYMEHMMOCTb 3TOFO METOAA He TO/IbKO K Npo3e TypreHeBa, HO U KO BCeM
KynbType anoxu. [lanee mbl AOKa3biBaemM HEOHXOAMMOCTb 3KPAHHOCTM AnA
BCEX OCHOBHbIX MCUXO/IOrMYECKMX SKCNEPUMEHTOB, OTINYAIOLLMX UTEPATYPY
BMKTOPMAHCKOM 3anoxu, oT [InkkeHca o Jxelimca.

OBCYXKAOEHUE

B 1878 r. npecca obbasuna (Puc. 1), 4To 3HameHUTbIN n3obpeTaTtenb
Tomac 34MCOH co3aan BUAEOCBA3b, U MOXKHO Tenepb 06LaTbcA C POAHbIMU
Ha 3KpaHe, KaK paHblle 06Lanmcb TONbKO ¢ Npu3pakamu. Ha camom aene
37O 6blN1a MUCTUDUKALMA — KOHLEMLMIO U €€ BU3yasibHYIO Peannsaumio npu-
ayman [xopaxk Ao Mopbe — BpUTAHCKMIN XYOOXKHUK U NucaTtens, aed Jad-
Hbl [lto Mopbe, aBTopa 3KpaHU3MpoBaHHOTo Xn4Ykokom B 1963 roay pacckasa
«MTULbI» — a BHYKW OT APYrOM *KeHbl CTasin NPOTOTUNAMM FrepoeB NMoBecTU
[. bappu «lMutep Man». Jxopax Ao Mopbe co3gasan pacckasbl C UANKO-
cTpaumMaMmn ans NonynapHoro xypHana «MaH4y», nybaMKoBaBLIEro pasHble
CeHcauuu, 1, B TOM Yncie, n3obpasmnn tenepoHOCKOM, Kak LUMPOKOIKPAHHbIN
buAbM Hag KAMUHOM, Y KOTOPOTO CUMAAT NONb30BaTENU C ayANOTPYyOKammu —
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BMOJIHE roTUYeckaa o6cTaHOBKa. 3a 3TUM NPOEKTOM CTOANA He TONIbKO MeYTa
0 ABMIKYLLIMXCA KaPTUHKaXx, KOTOPble y¥Ke 6blnn Ha ApMapKax, a ryboko npo-
AYMaHHasA XOHTONI0rMA rOTUYECKOro pOMaHa.

Puc 1. TenedpoHockon Ao Mopbe. McTouHuk: MaHy, 9 aexkabps 1878 r.t
Fig 1. Telefonoscope by Du Maurier. Source: Punch, December 9, 1878

Oxkopax Ao Mopbe apyxun ¢ lfeHpu [xeiimcom, bpaTtom ncuxonora
Yunbama [keimca, Bblpatowmmen nucatenem. Camas u3BecTHasa MoBecTb
xelimca — «loBopoT BMHTa» (1898), Kak pa3 6blna co3gaHa Nog, BAUAHU-
em mucTuyeckux nosecteit U.C. TypreHeBa, Takux Kak «Knapa Munnu» (1882)
[17]. B aTOM NOBECTM TOXKE HECKO/IbKO YENOBEK CMAAT Y KAMMUHA M KakK bbl BU-
3ya/NM3MpPYyIOT B pacckase Apyr Ana gpyra obpasbl M3 MUCTUYECKOM MOBeCTU
YMepLUeN KeHLMHbI. 3Ta KeHLWMHa bblna HAHEN B 3aMKe U BUAENA NpU3pa-
KOB, YIpOMaBWMX AeTAM. [Kelmc 34ecCb BBEN TEXHUKY «HEHAZEXHOro pac-
CKa34MKa»: Mbl HE MOXeM bbITb YBEPEHbI, YTO AEBYLUKA NPaBUAbHO NepegaeT
cobbITHA, YTO 3TO ObINN He ee TaNOLMHALMM, LOMbIC/bl U OLIMOKM NAaMATK.
B pe3synbTate UCTOpUA MOXKET ObITb IBOAKO PEKOHCTPYMPOBAHa, Kak MUCTUYe-

! UcTouHuK m3obpaskeHms cm. / See the image source: URL: https://metkere.com/2015/11/
videophone1879.html (27.06.2021).
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CKas NOBecCTb, rae AeWCTBUTENbHO NPU3PaKM 06BbACHAIOT NOC/1ef0BaTE/IbHOCTL
pa3BepTbIBaHWUA COOBITUI, U KaK peaNnCTMYeckas NoBecTb, fae repovHe-pac-
CKa3umue BCE MPMBMAENOCH, a NMOCAeA0BATENbHOCTb COBLITUI MMeeT maTe-
puanuctnyeckoe obbacHeHne. Ho obe PEeKOHCTPYKLMM OKa3biBAlOTCA HeAo-
CTaTOYHbIMM U HE OCBOBONKAAIOT CIOMKET OT BCEX HEYBA3OK — TaK M BO3HWMKANA
XOHTONOIUA KaK NPaKTMKa: HeNb3A CKa3aTb, YTO NPM3PAKM NPOCTO YacTb Hallewn
MCUXMYECKOW KU3HU, HO HE/Ib3s MX CYMTATb NPOCTO OAHOM U3 peasibHOCTeN Ha-
paBHE C ApYrMmu No3HaBaeMbIMK peanbHoCcTAMM. OKasbIBaeTcs, YTo accouma-
LMW He CBOAATCA TO/IbKO K CBA3bIBAHMIO BNEYATNEHUI OT OKPYXKAIOLLLEro Mm1pa,
HO MMEIOT CBOM 3aKOHbI, B MONIHOM COOTBETCTBUM C AOrMATOM COBPEMEHHOM
XOHTONOTUN.

TexHMKa HeHaZEeXHOro PaccKasyMKa Nocae He pas UCMoNb30BaNach U B
NUTepaType, U B KMHO, NPUYEM AaxKe B KOMeAMAX, TaKMX Kak «CenunH u HKionm
OTNpPaBAAIOTCA B NAaBaHue» Kaka PuseTTa (1974). 3To NOYTH YETbIPEXYACOBOW
duUNbM, KyAa BOLWAU U UMNPOBM3aLLMM aKTEPOB, He NPeayCMOTPEHHbIE CLEeHa-
pvem, HassaHue (Kpome NPAMOro 3HauYeHus) KOTOPOro O3HaYaeT «HeCcyT YTo
Hu nonaga» (Puc. 2).

Puc. 2. UmnpoBun3auma nepeckasa cHa.
«CenuH u Hionu oTnpaBaatoTca B NnasaHue» Kaka Pusetra 1.13'02

Fig. 2. Improvisation of dream retelling.
Celine and Julie Vont en Bateau by Jacques Rivette 1.13’022

2 WctouHnK m3obpaskeHna cm. / See the image source: URL: https://www.allocine.fr/film/
fichefilm_gen_cfilm=1542.html (27.06.2021).
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B cueHapun, BAOXHOB/IEHHOM B TOM YMC/e TBOpYecTBOM [erimca, co-
eAMHWUNACh FOTMYECKan 3CTETMKA M SKCLLEHTPUKA Kabape, 4To MO3BOIM/IO MOKa-
3aTb NCUXMYECKME 3aKOHOMEPHOCTM, HE CBOAMMbIE K NPOCTbIM acCoLMaLUAM.
[Opyroit npumep — «berywuit no nessunio» (1982) Puanm CKoTTa, rae okasbisa-
€TCA BO3MOYHO NOACENUTb AETCKME BOCMOMUHAHNA MaTepu pebeHKy, noTomy
YTO HeNb3A CKa3aTb, eCTeCTBEHHbl WM CBEPXbECTECTBEHHbI TaKMe BOCMOMMU-
HaHWA: KOHEYHO, GUbM ONMPaETCA Ha XPUCTMAHCKMe 06pasbl HEMOPOYHOrO
3a4aTMA U CNaceHus Bcex /ilogent — aHAPOoMAbl OKasbiBatoTca meTadopoit pa-
608, KOTOPbIX TONbKO XPUCTUAHCTBO HAAENNO YENIOBEYECKUM AOCTOMHCTBOM.
Bonee rpybo, HO 0AHOBPEMEHHO KaK MAapoAMA HA BCE MOMYAAPHbIE KaHpPbI
(neTekTMB, KOMeaWs, BOEHHas Apama), TO e caMoe NPOAEMOHCTPUMPOBAHO
B NOCTMOAEPHUCTCKOM dunbme «bonboit JleboBckn» (1998) 6patbeB KoaH.

KoHeuHo, Yunbsam [xkenmc fonxkeH 6biTb NPU3HAH NpapoanTeNnem XoH-
Tonormun [18, c. 24—34]. o Hero NCUXoN0rM CYUTANIM, YTO IMOLMUA ABNAETCA
HEenocpeACcTBEHHON peaKLMen YenoBeKa Ha BO3OYKAEHME OT OKPYMKatoLWEero
MWpPaA: BbIFIAHYNO COMHLE — CTAN0 PAAOCTHO, BOJIK PACKPbIA NAcTb — CTano
CTpawHo. A [IXKelMMC UCXOAMA U3 MOHATUA, KOTOPOE MOMKHO COMU3UTL C NpU-
BbIYHbIM B HALUW AHW NMOHATUEM IMOLMOHANIbHOTO MHTENeKTa U3 06blAEHHOM
MCUXONOTUN: YENOBEK CHavana pearnpyet GU3MONOTMYECKH, @ MOTOM YKe IMO-
LUMOHaNbHO; CHaYala bneaHeeT, a Noc/ie 0CO3HaET 3Ty 6/1eAHOCTb KaK «CTPax».
MoaTtomy, cuntan [kenMmc, 34eCb TOXKE MOXKHO NMPOTUBONOCTaBUTbL OLHOMN He-
NnonHow Bepcum, GU3MoN0rMYECKMM NEPUNETUAM HALLErO OPraHM3Ma, APYryto
HEeMoJIHYI0 BEPCUIO, Hallle YNpaBNeHWe IMOLMAMM, KOTaa, Hanpumep, Mbl Ha-
YMHAEeM COBEpLUATb OAHOTUMHbIE AENCTBUA U TeM CamblM Bbi3biBaTb B cebe
HEeKoTOpble 3MOLMK, CBA3aHHble C HUMU. LLinpoTa ynTaTenbcKoro Kpyrosopa
MOMeT ObITb NPOAEMOHCTPUPOBAHA aHA/IMTUYECKON OLEHKOM, a He pedepu-
poBaHMem. TakMM 06pa3oMm, HEHaALEXHbIN PACcCKAa34MK OKasascA He TOJbKO
NPUHLMNOM NOBECTBOBAHWUSA, HO U NPUHLMMOM MCUXUYECKON AEATENbHOCTU.
Ho TaKKe 3T0 ynpasneHue amoumamm dakTMyeckn TpebyeT aKpaHa, onpeae-
NEHHOW NPOEKLMKN, Ha KOTOPOM Mbl CUUTHIBAEM SMOLMM MMEHHO KaK 3MOLLUMK,
a He peaKkuMK, Kak TO, YTO B MUPE HEHAAEXKHOro paccka3ymKka OKasblBaeTcA
YeM-TO BPO/AE 3KPAHHOIo AeNCTBUS, a 418 HAaC — HenocpeacTBEHHbIM Habto-
AEeHUEM, OTPELLIEHHbIM OT HALWWX PEaKLUN.

Teopus Yunbsama [xkeimca noaTsepAmnack He BO BCEM — 3KCMepUMEH-
Tbl NOKa3a/au, YTO Yalle Ucnyr npeawecTsyet GU3MONOrMYECKUM N3MEHEHU-
AM B opraHmsme. [xkelimca 6osblue Bcero HeHaBuaenn GUXeBUOPUCTbI Nocne
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BTopoii MMPOBOW BOWHbI, ANA KOTOPbLIX ObIIO MOXHO HENocpeacTBEHHbIMM
BO34EMCTBUAMM NPOrpamMmmMMpoBaTb IMOLMOHA/IbHbIE PeaKLun Yenoseka. Ho
3KpaHHas Ky/NbTypa B3a/1a peBaHLW — XMUUYKOK B cBoem duibme «lMcuxo» (1960)
ocnapusaeT 6UXeBMOPU3M (M He TONbKO), NOKa3bIBas, YTO HMKAKOe MpocToe
BO3AENCTBME Ha YeNIOBEKA He onpegenser ero rnoseaeHue, korga HopmaH
Beitc noarnaabiBaeT 3a MapuoH KpeliH, 1 3puTentb noarnagbiBaeT BMecTe C
HWUM, TOr4a Kak 6bl BUXEBMOPUCTCKME NPUHLMMBI OCTaHABAUBAIOTCA, BNOKMPY-
FOTCA TEM, YTO NMCUXOMNATUYECKUIA KPYT HE MPOCTO YrHETAeT Ye/I0BEKa, a YTo OH
«paboTaeT» KaK YacCTb MEXaHUKKU NCUX0aHaNM3a (NCUXOaHANUTUYECKON OLEH-
KM) B3rNAZa. OTa TEXHWKA NOANALbIBAHMA Y XMUYKOKA paboTaeT MMEHHO KaK
CNeXKa, HO MpU 3TOM He NoApasymeBatoLLlas onpeameYMBatoLLErO B3MAAA,
HO HAaobopOoT, Kak BYATO yAMBAEHHAA MPU3PAYHOCTBIO KaXAOro OTAE/NbHOro
BneyvatneHus (Puc. 3)

Puc. 3. Kagp n3 dunbma «lcmxo»
Fig. 3. Shot from the Psycho®

O npupogae ncmuxonatum [xKelmMc MHOTO nMcan B CBOEM CaMoi U3BeCT-
HOM KHWre « MHoroobpaswue peanrmosHoro onbita» (1902) [3, c. 160-172], rae
B OT/IMYMeE OT, Hanpumep, LLIapKo, dpaHLy3ckoro yuntena dpeiiga, KOTopbIi
CYUTaN NCUXONAaTaMM OCHOBATENEN BCEX PE/INTUIA U CEKT, Kak CnocobHbIX 3apa-

3 UcTouHmK n3obpaskeHua cm. / See the image source: URL: https://live.mts.ru/moscow/cinema/
psixo (27.06.2021).
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KaTb CBOMMM B3MNALAMM OKPYIKAIOLMX Nt0AEN, OTPAHNYUA NCUXONATUIO TONb-
KO OTAE/IbHbIMU PENIUTMO3HbIMU AEATENAMM, MPU STOM 33aABMB, YTO MOCKO/b-
KY PENUrMo3HbIA ONbIT HEeNb3A BbIBOAUTb U3 GU3UONOTUM, NMCUXONATUYHOCTD
OnNbITa OCHOBATE/NA HMUYETO He FOBOPUT O crieLMduKe onbITa ero nocseaosate-
neii. Hanpumep, yyeHne KBaKepOB U O4EHb MOPaAJIbHO, U OYEeHb paLMOoHaNu-
CTUYHO, HO OCHOBATeNb KBakepcTBa JxopaxK PoKc 6bin, N0 MHEHUIO Ynnbama
[elimca, ncuxonatom — oH 6osanca rHeBa boxumsa, BCE Bpems gpoxan, u oT-
TOro 1 6bl/1 TaK BbICOKOMOpPasieH. [KelMmc AOKa3bIBa, YTO NCUXOMATbl MOTYT
€034aBaTb MosiesHble COOOLWECTBA NPU ONPELENeHHbIX YCNOBUAX, NPUBENa,
Hampumep, K CO34aHU0 «0bLWecTB aHOHMMHbIX aIKOFOIMKOB» M NOoA06HbIX
OpraHM3auuK, rae HayvasbHbIA UCNYr OCHOBATENA NPUBOAMUA K PaLMOHa/bHO-
MY HOPMWPOBAHUIO BCEM KMU3HM y4aCTHUKOB obuiectsa. M HaobopoT, pasHble
KLEeNMTENN» YACTO AENCTBYIOT KaK BUXEBUOPUCTBI, KOTOPbIE C MOMOLLbIO aBTO-
PWUTAPHOTO BHYLLEHUA, CAAUCTUYECKUX MPUEMOB U BCE BOMbLLErO BTOPKEHUA B
YaCTHYHO XM3Hb NaLMeHTa A0OMBAIOTCA CNELOBAHUA UX METOLMKE.

Ho umeHHO 34ecb OKa3bIiBAEeTCA, YTO BM3YasIbHO-KPUTMYECKAA XOHTONO-
rvA, Tpebylolwan OTCPOYKM, HagenAeT NONOKUTENbHBIM CMbICIOM U CaMy 3Ty
OTCPOYKY, MO3BONAA CAELNATb CAMY KM3Hb COOOLLECTBA HEKMM SKPAHOM paLy-
OHaNIbHOrO HOPMMPOBAHMWA, TOFAA KakK NPU3PAKM NpecnesytoT CaMmoro ncmxo-
nata — a noboe npespalleHMe NCUXonaTMm B cnocob HenocpeacTBEHHOro
HabniofeHWA, He ONoCcpPeo0BaHHOIO SKPAHOM, NPUBOAUT K TOMY, UTO 3TOT NCU-
XonaT HaHoCUT cebe u apyrum Bpesd. Takum 06pa3om, IKPaHHOCTb CTAHOBUTCA
HeobxoAMMON, Kak NoKasan U XUYKoK, YTobbl NcMxonaT He CTan AeicTBOBaTh
No MMMETUYECKMM 33aKOHaM, HO AeNCTBOBaN B MUPE Y¥Ke OCYLLEeCTBUBLLENCA
XOHTON0MMK, NoTpeboBaBLUEN IKPAHHOCTU AA CO3LaHUA NOCNef0BaTENbHO-
o CHO}KETa, OT/IMYAIOLLErocA OT MPOCTOro CloXKeTa KaTacTpodbl. Ho To, yTo 3Ta
9KPaHHOCTb BbITEKAET U3 TeX aHTPOMOJIOrMYECKUX MpPeanocbIIoK, KoTopble
npeaLwecTBYOT MCMXONOTMYECKOMY 3KCMEPUMEHTY, CnefyeT U3 Autepatypbl
BMKTOPMAHCKOM 3MOXMU.

XMYKOK MCMOMb30BaN B CBOMX PaHHWUX GUAbMAX, TaKMX KAk «LLlaHTax»
(1929), TexHUKy, KOTOPYIO MPUHATO Ha3biBaTb MeToaom LUodTaHa — ncnonb-
30BaHMe NoAynpo3payvyHoOro 3epkana, KOTopoe No3BOMSET, YTOObl He CTPOUTb
[oporocTonlume AeKopauun, CKOMBUHUPOBATL ABMKYLLETOCA YeN0BEKa U OT-
paKalowminca B 3epkane makeT 3gaHuA. Ho metog WiodTtaHa — 310 npuno-
JKEHME K rnasy Kamepbl 3HAMEHUTOro «npuspaka MNennepa», Uaao3nm, co3aa-
BaBLUEMCA KaK pa3 6/1arofaps TakxKe pasBEPHYTOMY Nog yriom 45° K 3putento
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nonynpo3spayHomy 3epkany (Puc. 4). B Heit KaK pas 1 cneayeT BUAETb, ECAN TaK
MOKHO CKa3aTb, NPAKTUYECKYIO XOHTONOMMIO BUKTOPMAHCKOW 3MOXMU.

Puc. 4. Cxema Teatpa lNennepa. lpastopa 13 xypHana «Spectator», 1863

Fig. 4. Scheme of Pepper’s theater. Engraving from Spectator magazine, 1863*

[xoH Mennep 6b1n1 3Hakom ¢ AuKKeHcom M B 1860-e rogpl NpumeHUn
no/lynpo3payHoe 3epKano Npu NocTaHOBKe «PoxaecTBeHCKON NecHW B Npo-
3e» (1848 — rog, korga MNennep ctan coTpyaHMKom JTOHAOHCKOro MHCTUTYTa,
NCCNeA0BaTeIbCKOTO YUPEXKOEHMS, KaK XMMUK), rae ckpsare CKpyaKy ABASANCD
npu3paKku ero rpexoBHOM KU3HW. [NaBHbIM TpeboBaHMEM K TaKoW nosysep-
Ka/IbHOW XOHTO/IOTMYECKON MOCTaHOBKe Dbl WaxmaTHbIM NOA: TO/IbKO Toraa
3epKasio He paspylaeT y3op nona. CTporo roBops, 3Ty TEXHUKY NPOEKTUBHOM
WUNN03UN pa3pabaTbiBan elle PeHeccaHCHbI UHXeHep U mar [JKambaTtucra

4 UcTouHunK n3obpasxkeHus cm. / See the image source: URL: https://atomicdigital.design/blog/1863-
the-patent-ghost-john-pepper-and (27.06.2021).

HAYKA TENIEBUAEHUA Ne 17.2, 2021 231 THE ART AND SCIENCE OF TELEVISION


https://atomicdigital.design/blog/1863-the-patent-ghost-john-pepper-and
https://atomicdigital.design/blog/1863-the-patent-ghost-john-pepper-and

aenna Nopra [3, c. 89-92], Ho BapuaHT Mennepa nogpasymesan c/ieaoBaHue
3a NpM3pakamMmn He KaK 3a YacTblo MopAAKa BOCMPUATMA, HO KaK YacTbio Mo-
pAaKa cobbiTnit.

XoHToNOrMA 1 0bycnoBuna peannuctTuyeckyto yoeamtenbHoCTb Ncuxmuye-
CKOM KM3HM CKpYOKa, TaK YTO Mbl BEPUM B €ro AyLIeBHOE MNpeobparkeHue:
NPU3PaKM CTaAn ero eguHCTBEHHOMN peasibHOCTbI, eAUHCTBEHHbIM COAep-
’KaHMeM ero Co3HaHuA, 1 NO3TOMY OH MPOCTO He MOT He MepecKoYnTb Yepes
NPUBbIYHbIE ONOPbI ANA CO3HAHWUA B €ro PeasibHOCTU CKynua. Takum 06pasom,
XOHTO/IOTUA HaMNPAMYIO CBA3aHa U C NpeacTaBNeHMEM O BO3MOXKHOCTU becno-
BOPOTHOTO BHYTPEHHErO M3MEHEHMS, HE CBOAMMOTO K ObITOBbIM NCUXMYECKMM
moTuBaumam. MonynpospayHbiidi 3KpaH M NO3BOAAET NepenTu He NpocTo OT
OTCPOYKM K MPOEKLMMU, HO OT OTCPOYKM K OTCYTCTBMIO OTCPOYKM M Henocpes-
CTBEHHOMY LEWCTBUIIO.

MTaK, XOHTO/MIOTMYECKMI MOAXOA, K 3KPaHHbIM WMCKYCCTBAM MO3BOASET
paccmaTpuBaTb NPU3PAKOB HE KaK YacTb CHOXKETa UAK GUTypy pa3BUTUA LeW-
CTBMS, HO KaK HEKOTOPbIN NPUHLMM GYHKLMOHUPOBAHMA CAMOM SKPaHHOW UA-
no3nn. Uctopuyeckoe MANKOCTPUPOBAHHOE PacCMOTPEHUE, NpensioKeHHoe
34eCb Ha OCHOBE NPOCTOrO NPOCMOTPA CTapbIX }KYPHAN0B, MOKA3ano, YTo cam
MeAMYM 3KpaHa C ero napagoKcaibHbiM ByalepnusmMom M O4HOBPEMEHHO KaK
6bl n3onsaumMen npoucxogawero, obaagaeT XOHTONOMMYECKUM MOTEHLMAOM.
Ho aToT noTeHuuan peannsyeTca Kak NoTeHLMan pa3roBopa o NpM3pakax cer-
[la UCTOPUYECKM, @ HE UCXOAA U3 CaMMUX SKPAHHbIX CBOMCTB, B paMKax Tex Hap-
paTMBHbIX 3a/1a4, KOTOpble pellaeT MTepatypa. B aTom cmbicne Kak pas npas
[Jeppuaa, yKasblBaOWMM, YTO NPOCTasn penpeseHTaLma NpuspakoB o3HavaeT
MX OTCPOUKY, @ HEe NOHWMaHWe, TOTAa Kak MOHMMaHMWe NPU3paKoB TpebyeT 3Ha-
HWA YCTPOMCTBA HaYaNbHOro HappaTtmMea o Hux [1, c. 17-19]. Mbicnb Aeppu-
43, BOCX0OAALWAA K NOCTpoeHMAM JlakaHa, NosyyMna B HallemM UCTOPUYECKOM
3KCKypce MosHOe MOATBEpPrKAEHME: 3HAA, KOraa MMEHHO NpM3paKK 3anycka-
0T AeCTBUE 3PEeHUA, a KOTLa — AENCTBME CAaMOTO CHOXKETa, Mbl MOHUMaeMm U
TO, KaK OpraHmn30BaH CTpax, MeHAIOWMIA CamMy IOTUKY COBbITUI B KOHKPETHOM
KWMHOMOBECTBOBaHWM, AENAOWMNIA NOITOMY NPEXHNE MHTEPTPETALUN CXOKMX
CHOXKETOB, NPEXKHMWE K/H0YM, HEBO3MOMXKHbIMM.

BbIBO/bI

Takum 06pa30M, BUN3Ya/IbHO-KPUTUYECKaA XOHTON0IMMA npun onpeaeneH-
HbIX YCNOBUAX MOXeT O0MNO/IHUTb 06b|‘-IHYIO XOHTO/10rM0, NOKa3biBaA, 4YTO U
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Ta OTCPOYKa, O KOTOpOW Nucan Jeppuaa Kak 0 HEO6XOAMMONM COCTaBNAIOLLEN
aHanM3a NpuU3paKkoB, MOXKeT ObITb MOCTaBAeHa NOA COMHEHWE U XOTA Obl B
YaCTHbIX MOMEHTaX OCNOPEHA CaMOWM MPAKTUKOMN 3KPAHHbIX UCKYCCTB. TeXHU-
YyecKas CTOPOHa 3KPaHHbIX MCKYCCTB M CBA3b UX C POMAHTUYECKMMM U NOCTPO-
MaHTUYECKMMU NPeaCTaBAEHMAMM O NPU3PAYHOM U PeaNbHOM, OKa3blBAETCA
NPOACHEHa, eCNn AONYCTUTb, YTO «3PPEKT peanbHOCTU» He bbin n3obpeTeH
MCMX0aHaIM30M OT Ha4yana M A0 KOHLaA, HO Bbla NPeanoChbiIKOM NCUXONOTUM
XIX BeKa, 3HauMmol gaa nucatenen ot [InkkeHca ao leHpu Oxkenmca. TonbKo
NPUBbLIYKM BUXEBMOPUCTCKONO aHanM3a MNepPCOHaXKen U MUMETUYECKOrO aHa-
N33 NUTepaTypbl, KOTOPblE MHOTAA NPUHUMAIOTCA B XO4e UCCNefoBaHuA bes
[OCTaTOMHOM KPUTUYECKOMN pedaeKcunm, 3aKpbliBatoT OT HAC IKPAHHYIO NpUpoay
aToro a¢dekTa peanbHOCTU. [103TOMY AaHHYIO CTATblO CNeayeT cyuTaTb npe-
Oe BCcero cBoeobpasHoi OCTaHOBKOW, BHOCALLEW BKNAZ B KPUTUYECKYIO ped-
NEKCUI0 NPeANoCbINOK, MPUHUMAEMbIX Ha BEPY.

B cTaTbe 6bl710 NOKAa3aHO, YTO A0 MOABMEHWUA PEANbHbIX IKPAHHbIX UC-
KYCCTB MOSBAANMCH 3KPaHHbIE WMCKYCCTBA, KOTOpPble MOryT ObiTb KBanivou-
LMpOBaHbl Kak BoObparkaemble, OT npoekta lennepa A0 MUCTUPMKALLMM
Ao Mopbe. OHM MMEIOT TEXHUYECKYIO peasnv3aumio, Kak B caydae Mennepa,
HO OHM 6blNM BOOGPaXKaeMbIMU B BbICLUEM CMbICNE. B HUX NpU3payHoe Morio
6bITb NPeaCcTaBAeHO NPAMO 34eCb U Ceiyac, U TEXHUYEeCcKoe npeacTaBneHne
NPU3paYyHOro He Oocnapueaso TOro, YTO MPU3paKu 06/1afatoT CO6CTBEHHbLIM
CMbIC/IOM U cogepxKaHuem. MpeanpuHaTbii ToNopoBbIM aHa M3 MEXaHU3MOB
MUCTUYECKOM Npo3bl TypreHeBa, B TOM YMCNE KaK NPeACTaBAAIOWMX aBTOpa
B KauyecTBe 3KpaHa HemnocpeacTBeHHO Habalgaemoro AencTeuA NpU3pakos
W OLHOBPEMEHHO MHCTAHLMWN TEXHU3ALMMN STUX MPU3PAKOB C MOMOLLbIO C/I0B3,
NMOMOT YTOYHWUTb, YTO HEHAAEKHbIN PACCKA34MK He SBNSETCA TO/IbKO co3zaTe-
Nem TeaTpasibHbIX UIO3MI, KaK 3TO 0ObIYHO NOAYYAETCA NPU TPAKTOBKE BUK-
TOPMAHCKOMN M HEOBUKTOPMAHCKOMN INTEPATYpbl, HO CamM OKasascsa NpesMmeTom
cneumdUYecKoro sKpaHHOro HabnwoLeHMA. TeM cambiM, XOHTONOMMA Ha AaH-
HOM 3Tane NPMMeHNMa K SKpaHHOMY MeanyMy B paMKax 633080l onnosuLmm
peanbHOro U Boobparkaemoro, KOTopas TONbKO M NO3BONSAET OOBACHUTL pa-
60Ty MexaHM3MOB BOCMPUATUA SKPAHHOTO MeAMyMa 3puTeseM, He CBOAA ee
K YaCTHOW NMCMX0N0MMYECKOM cUcTemMe peakLuii U NPUBbIYEK.

BHMMaTeNbHbIM aHaIN3 NCUXOIOTMYECKOM Nporpammbl Yuabama dxxenim-
Ca MoKasaJ/l, YTo TPAKTOBKA NCUXOMATUM, NPecnefoBaHMA NPU3PaKamu, TakkKe
nogpasyMeBaeT TEXHWU3ALMI0 SKPAHHOTO NPOU3BOACTBA, @ 3HAUYUT, U BBEAEHUE
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HEenpOTMBOPEUMBLIX TEXHONOTUIA NPOMU3BOACTBA IKPAHHBIX UAHO3MIA ANA BCEX
NPUCYTCTBYIOWMX, B TOM YWUC/NE MOATBEPMKAEHHbIX COOBLEHUAMMU MpPECCh.
B 3TOM M CMbICA BCEX HOBbIX M//THO3UM, TPEBYIOLWMX HabaogaTeibHOW Ny6anKn
Hag 3KpaHoM, OT nctopum CKpyaxa 40 MHUMMOTO TenedpoHoCKona — NokKasatb,
YTO 3KPaH He MPOCTO NPOU3BOAMT KaKoe-To MyratoLee BnevyatieHme Ha Henog-
rOTOBNEHHOTO 3PUTENSA, HO HANPOTUB, NO3BO/AET 3PUTENAM 0CBOBOAMUTLCA OT
nyraooLLein BAaCTU NPeXKHeN TeaTpanbHOCTU M OT YCIOBHOCTU NMPUHATLIX B BbITy
YKEeCToB. ITO U MO3BONAET aHAIM3Y SKPAHHbLIX UCKYCCTB C MOMOLLBIO XOHTO/O-
MK 06BACHUTL GAKTUYHOCTb CMOHTAHHOW NCUXMYECKOM PeaKkLmm, He CBOAA ee
K CIy4alHOMY CTEYEHUI0 0O6CTOATENBCTB U BHYTPEHHWUX COCTOAHMMI, HO YBUAEB
3a Hell COBCTBEHHYIO 3Hepruio onpeneneHHbIM 06pa3om OpraHWM30BaHHOIO
3KpaHHOro meauyma.

MHorouncneHHble 06palLeHna XMUKOKa U APYIUX PEXKUCCEPOB K 3TOMY
OMbITY CAOMKHON MANKO3UM KaK XOHTONIOrMYECKoro GakTa NoATBEPIKAAIOT, UTO
Takoe 0CBODOXAEHWE MPOUCXOAUT, U M306peTeHne COOTBETCTBYIOLLMX Tex-
HWYECKMX MEXAHWM3MOB bbl1I0 CNeACTBMEM OTKPLITUA CTO/b e HeOBbX0AMMbIX
NCUXONOTUYECKUX MEXAHM3MOB COBMECTHOIO MepexkuBaHus. UTak, Busyanb-
HO-KPUTUYECKAA XOHTO/IOMMA CNOcobHA CTaTb HEOBXOAMMOM YacTblo aHanu-
33 3KPaHHbIX MCKYCCTB U MPUUNH 0BPALLEHMA PEKMCCEPOB Pas3NNYHbIX 3MOX,
BK/IIOYAA TENEBU3MOHHbIX PEXKUCCEPOB, K 3ITOMY NMEPBUYHOMY OMbITY, — KOTO-
pbii NnpeactasnseT u3 ceba BoBCce HE apXeosIorMUeckuii Kypbes, HO CTO/b XKe
BaXKHYIO KOHCTPYKLMIO NCUXMKK, KaK U TE KOHCTPYKLMK, KOTOpPbIe BblM OTKPbI-
Tbl KNIAaCCUYECKUM MCUXOaHAIU30M.
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METAMOP®O3bl KWNHOK/TYBEHOTO
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AHHoTauma. CTaTbs OCHOBaHa Ha uccnefoBaHuAx Otaena pa3paboTku M anpo-
6aumm meToguK KnMHonpocselweHus BIMK B obnactn ntobuTenbckux KMHOO6Bb-
€IMHEHWUI N KMHOKNYDHOB. ABTOPbI OMMUCBIBAIOT UCTOPULD OTEYECTBEHHOTO KMHO-
KNYO6HOTO ABUXKEHUA M aHANM3MPYIOT 3HAYMMOCTb NOA00OHbIX 06beaMHEeHUN ana
KYNbTYPHOTO MPOCBELLEHUA U BCECTOPOHHEro obpa3oBaHua AnyHocTU. Monrob-
HbI Cpe3 BKNKOYAETCA B MEXAYHAPOAHbIM npoLecc dopmmnpoBaHusa coobliectsa
«KMHOGMNOBY, KOoTOpbIX B CCCP Ha3biBaNM He MHaYe Kak KNHOMaHaMMu.

CTONEeTHWUI ONbIT OTeYeCTBEHHOIO KMHOOOPA30BaHWA, KaK NtOOUTENbCKOTO CTU-
XMMHOTO, TaK M KOMNIEKCHOIO roCyAapcTBEHHOM0, PaCCMATPUBAETCA B KayecTse
MCTOYHMKA METOAMK 1 HapaboToK A1 BHEAPEHUA B COBPeMeHHoe 0bpa3oBaHune

" MccnenosaHve BbINOMHEHO Npu GUHAHCOBOI noanepikke PODU B pamkax HayyHOro npoekTta
Ne 21-012-43026 «CoBETCKOE KMHO KaK 3CTETUYECKUW U COLMOKYNbTYPHbIN peHOMEH B MeXayHa-
POAHOM KOHTEKCTe».
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B 061acT1 Meama. TakKe NPOACHAIOTCA 0COBEHHOCTU BAUAHUA KUHOKYHO0B 1 UX
penepTyapa Ha pacnpocTpaHeHWe U NOMNyaAAPU3aLLMIo NPON3BEAEHUIN KUHEMATO-
rpada, B 0c06EHHOCTM Ha TaK Ha3biBaeMble GeCTMBA/IbHbIE U «MONOYHbIEY Kap-
TUHbI, NPOKAT KOTOPbIX BblN OrpaHMYeH TOrAa, @ ceifyac CTaHOBUTCA NONEeM BUTBbI
MeXAy KOMMEpPYECKUMU U XYAOKECTBEHHbIMU NPUOPUTETaMMU KMHOMpPOLECca.
B TeKkcTe npuBeAeHbl PaccKasbl M ONUCAHUA YHAaCTHUKOB KUMHOKAYBHOro ABuiKe-
HUA: co3gaTenelt ob6beguHEHNN, KypaTopoB U KPUTUKOB. UX MHTEPBbLIO MO3BO-
NIAOT NPeAcTaBUTb 06bEMHYIO KapTUHY 6biTa coobLLecTB Ntobuteneit KMHemMa-
Torpada.

MpocneeHbl OCHOBHblE BEXW UCTOPUM KMHOKAYB6HOro asuxenuna 8 CCCP u B
mupe: ctaHosneHue B 1910-e—1920-e rogpbl, cnag 8 1930-e—1940-e, Bo3poxae-
Hue 33 pyberkom ecTMBaNbHOTO ABUMKEHWUA nocne BTopoit MMPOBOW BOWHbI,
a B Poccun — B nepmog Otrenenn, Kpusunc 1980-x—1990-x, a TakKe co3gaHue
Pepepaumm KMHOKNYHOB, NONbITKM Bocco3aaTh O6LWECTBO Apy3ei COBETCKOro
KWHO, U, KpOME TOro, COBpEMEHHbIe TeHAeHUMM B 061aCT KMHOKNYBHOM pabo-
Tbl B KOHTEKCTE MEXAYHAPOAHOIO COTPYAHWUYECTBA, HAYaN0 KOTOPOMY MOMOXKUA
VI BceMupHbIii decTrBasb MONOLEKN U CTYLEHTOB.

COBETCKMI OMbIT U3yYaeTca B KOPPeNALMnN He TONbKO C yKpenieHvem B 3anag-
HoW EBpone Takux ABNEHWM, Kak KUHOKNYObI U 06beauHeHMs NtobuTenen KMHo,
HO U GOPMMPOBAHMEM CMELMANN3MPOBAHHbBIX KMHOTEATPOB MCKYCCTBA M 3KC-
nepvMeHTa KnybHOW KMHOCETWU, KOTOPOM MPOrHO3UPYIOT 0CObYO PO/ib B MOCT-
NaHAeMUIAHYI0 3NoXy. BHMMaHWe aBTopoB GpOKycMpyeTcs U Ha XPYNKOM paBHO-
BECUW, COMPOBONKAABLUEM BCHO UCTOPUIO KMHOKNYOHOTO ABUMKEHMA: UMeeTcA
B BMAY 6anaHc mexay MHULMATUBOM CHU3Y, CNIOHTAHHbIM MaCcCOBbIM ABUMXKEHU-
€M, ¥ roCyAapCTBEHHBIMMU YCUAUAMM NO OPraHu3aLMK U CTPYKTYpU3aLmum 3Toro
npouecca, 6anaHc Mmexay cTpemneHnem K cBoboae TBOpYECTBa U CTPOTOM LieH-
3ypOW «CBEPXY».

ABTOPbI PAaCCMaTPUBAIOT OTEYECTBEHHbIM M 3apyberKHbI KUHOKTYOHBbIM OMbIT Kak
BO3MOMHOCTb PacnpoCTPaHEeHUs NPOU3BELEHUIN POCCUMIMCKOrO KMHOMCKYCCTBA
B TOW ayauTopuu, KotTopas bonee BCero B 3TOM 3aMHTEPECOBAHA, M HANAXKMBAHUA
CUCTEMbI OTFPAHNYEHHOIO KUHOKAYBHOro NpokKaTa, KOTopblit N03BoAUA bbl CONU-
3UTb cO3AaTenel NponsBeaeHNn 1 nyb6auKy.

KntoueBble cnoBa: KuHematorpad, KMHOKNYO, nobuTtenbckoe KMHoobbeaunHe-
Hue, O6wecTBO Apy3en coBeTckoro knHo, OACK, O6wecTso cTpouTenel npone-
Tapckoro kKnHo, OCIK, ®epepaumsa KUHOKAYHOB, «NONOYHbIE» KapTuHBI, VI Bee-
MWPHbIV GecTBaNb MOOAEKM U CTYAEHTOB, KWNHOKNYOHbIN NpoKaT

HAYKA TENIEBUAEHUA Ne 17.2, 2021 242 THE ART AND SCIENCE OF TELEVISION



UDC 791.4
LBC 85.37

KIRILL E. RAZLOGOV
Russian Film Institute (VGIK)
Moscow, Russia

ResearcherID: AAU-7353-2020
ORCID: 0000-0002-2158-504X
kirill.razlogov@gmail.com

EVGENIA V. PARKHOMENKO
Russian Film Institute (VGIK)
Moscow, Russia

ResearcherID: AAT-3916-2021
ORCID: 0000-0002-6406-7154
eva.parchomenko@mail.ru

METAMORPHOSES OF THE CINEMA
CLUB MOVEMENT*

Abstract. The article is based on the studies by the Department for the
Development and Approbation of Film Education Methods (VGIK) in the field of
amateur film associations and cinema clubs. The authors profile the history of
the Russian film club movement and analyze the significance of such associations
for cultural enlightenment and comprehensive education of a personality. Such
a survey is included in the international process of the formation of a cinephile
community, who in the USSR were called nothing short of “kinomany” (movie
addicts).

A hundred years of experience of Russian film education, in the forms of both
spontaneous amateur one and complex state one, is considered as a source of
methods and best practices to be implemented in modern media education.
The article also explains the influence of film clubs and their repertoire on
the distribution and popularization of cinema works, especially on the so-
called festival and “shelved” films, limited in release then and now becoming a
battleground between commercial and artistic priorities of the filming process.

* The research was funded by RFBR according to the project No. 21-012-43026 Soviet Cinema as an
Aesthetic and Sociocultural Phenomenon in an International Context.
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The text contains stories and descriptions of participants in the film club
movement: the founders of associations, curators and critics. Their interviews
make it possible to imagine a three-dimensional picture of the life of cinema
lovers’ communities.

The main milestones in the history of the film club movement in the USSR and
in the world are traced: the formation in the 1910s-1920s, the decline in the
1930s-1940s, the revival of the international festival movement abroad after
World War ll, and in Russia—during the perestroika, the crisis of the 1980s—1990s,
the creation of the Cinema Club Federation, attempts to revive the Friends of
Soviet Cinema Society, and modern trends related to the film club work in the
context of international cooperation, which was initiated by the VI World Festival
of Youth and Students.

The Soviet experience is studied in correlation not only with the strengthening in
Western Europe of such phenomena as film clubs and film lovers’ associations,
but also with the formation of specialized art cinemas and the experiment of
the cinema club network, which is predicted to play a special role in the post-
pandemic era. Among other things, the authors’ attention is focused on the
delicate balance, that accompanied the entire history of the film club movement:
the balance between initiative of the people, a spontaneous mass movement,
and state efforts to organize and structure this process, between the desire for
creative freedom and strict censorship of the elite.

The authors consider the domestic and foreign cinema club experience as an
opportunity to distribute works of the Russian cinema art among the most
interested audience and to establish a system of limited cinema club distribution,
which would bring originators and the public closer together.

Keywords: cinematograph, cinema club, film society, amateur cinema association,
Friends of Soviet Cinema Society, Proletarian Cinema Builders Society, Cinema
Club Federation, “shelved” films, VI World Festival of Youth and Students, film
distribution

BBEAEHWUE

B Hauane mapta 2014 roga Coto3 KMHemaTorpadumcToB Poccum npuHAA
peLleHue o Bo3poxaeHun ObLiectsa gpy3er KMHo. Mo 3ambicy MHULMATOPOB
MPOEeKTa MaBHOM 3aga4el 3Toro obuecTsa, Kak U B KoHue 1920-x — Havane
1930-x rogoB MUHYBLUErO CTONETUA, AOMKHA Oblia cTaTb NponaraHaa oTeve-
CTBEHHOTO KMHemaTorpada.

«HecmoTps Ha oTaenbHble decTuBasbHble U NPOKATHblE yaaun, — yT-
BepKAanocb B cooTBeTcTByowem coobuieHmnmn UTAP-TACC, — nonoxeHue B
CeroAHAWHeM OTe4EeCTBEHHOM KMHeMmaTorpade Henb3s NPMU3HATb YCNELWHbIM.
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Ycunua rocyaapcTBeHHbIX OpraHoB NnoAgepiKaTb NPOM3BOACTBO M MPOKaT OT-
€4eCTBEHHbIX GMIbMOB pPeLlUTENbHbIX U3MEHEHUI B CIOXKMBLLYIOCA CUTYaLMIO
He npuHocAT. OCHOBHAA NPUYMHA B yTpaTe MOCTOAHHOW CBA3WU Npodeccno-
HaNbHbIX KMHemaTorpaducTos ¢ Hanbonee NPOABUHYTLIMU 3PUTENAMM, KOTO-
pas cylecTBOBaNa B A4onepecTpoeyHble rogpl. Toraa cyabby Halero KuHema-
Torpada BO MHOrom onpeaenana akTMBHaA AeATenbHOCTb Blopo nponaraHapl
COBETCKOI0 KMHOMCKYCCTBA U eAnHan ceTb KMHOKy6oB» [1].

KuHemaTorpaductbl pewnnn cosgate OprkomuteT, bepylimii nog KoH-
TPONb npouecc pPa3BUTUA BO3pOXKAEeHHOro ObuiecTBa Apy3el KUHO: AnA
NPOABUMKEHUA OTEYECTBEHHbIX GUNbMOB, MNOAAEPKKM KUHOOOPa3oBaHWA
B yuebHbIX 3aBeeHNAX U Ha NPeANPUATUAX, @ TaKKe NPOBEAEHUA EXEroAHbIX
KOHbepeHUMiA, NOABOAALLMX UTOTU KWHOMPOMW3BOACTBA M KMHOMPOKATa.

B pamkax storo noctaHosneHna Coto3 KuHemaTorpaductoB npusbisa-
eT KMHOKNYDbl Poccum 3apernctpmpoBaTbea ANA Aa/bHeNWero coaencTama
n passuTmAa: «B 3agayvy OprkomuTeTa BXOAUT M PErmcTpauma CyLLecTByoLWwmx
B CTpaHe KMHOK/AYb6OB. 3aperncTpupoBaHHble KMHOKAYObl nonyyat ocobble
npedepeHLMmn, OHN CMOTYT BCTPEYATLCA C MAaCTUTbIMKU KUHeMaTorpaductamu,
obcyxaatb HoBble GU/IbMbI, @ TaK¥Ke 3HAKOMUTbCA C Hanbonee MHTEPECHbI-
MW KUHOMPOEKTaMW, 3aryCcKaembiMK B MPOU3BOACTBO, MPOBOAUTL EXKErogHble
UTOrOBble Bcepoccuitckme KoHbepeHumMn. MnaHnpyeTca TakKe yyacTre B MeX-
LyHapoaHbIx akumax»[1].

K coxaneHuto, 3Tu 6narMe HamepeHus B MNOJIHOW Mepe BOMIOTUTb
B }XM3Hb He yaanocb. OprkomuTeT BO3rMaBmA Toraa pexuccep feHHaauii NMono-
Ka, NPEeKPacHO 3HAaKOMbIN C AeATeNbHOCTbIO KMHOK/Y60B, KOTOpble MOMOranmn
emy B TpyAHble rofbl 3actos, ocobeHHO nocne 3anpeta ¢unbma «MHTEpBEH-
uma». Ero ycunua obopsana 6e3spemeHHas KOHYMHaA 5 fekabpa Toro e roaa,
M NepcneKkTMBHOE HaYMHaHWE He NOAYYNI0 PA3BUTUA.

HacTtoAwana cTaTbA OCHOBbLIBAETCA HA NEPBbIX CUCTEMHbIX UCCNEOO0BAHN-
AX KMHOKNYOHOrO ABWMKEHMA, OCYLLECTBAAEMbIX COTPYAHMKamn OTaena pas-
paboTkn n anpobauun metoauKk KnHonpocseleHna BIUK. AsTopbl onupa-
NNCb Ha He6obLWOW 06beM NMCbMEHHbIX UCTOYHUKOB, B OCHOBHOM apXMBHbIX
MaTepuanos U BOCMOMUHAHWUIA KMHOKNYOHMKOB, MOCKONBKY Hay4HbIX UcCae-
[l0BaHWI No 3Toi npobneme M y Hac B CTPaHe, U B MUPe OTHOCUTE/IbHO He-
MHOro. 3TO OAMH U3 TeX KMBbIX NPOLECCOB, KOTOPble aKagemmnyeckasa Hayka,
KaK NpaBM0, He 3aMeyaeT M OCO3HAET M HAaYMHAET CUCTEMHO M3y4aTb CNycTA
ctoneTus. Mbl e pacCMaTpMBaeMm OMbIT KUHOKAYOHOTo ABuKeHua B Poccum m
B MMPE C MOMEHTA ero 3apoXKAeHnA 1 [0 CerofHALIHEero AHA C Lenblo TBopye-
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CKOTO OCBOEHWA 3TOrO OMbITA U BKNKOYEHUA OTEYECTBEHHOTO KMHO B CUCTEMY
pacnpocTpaHeHMa GUNbMOB B TOW ayanTOPMM, KOTOPas B NEPBYIo oyepesb 3a-
MHTEPECOBaHa B Pa3BUTMM IKPAHHOIO MCKYCCTBA B CaMblX Pa3HbIx ero Gopmax.

NCTOKM

NHTepec 3putens K KnHematorpady poanscs BMecTe C CamUM KMHEMa-
Torpadom: B 1896 roay oH B yCKOPEHHOM Temne collen B peasbHocTb ¢ «[o-
e3ga» b6patbeB Jllombep cHavana B Mapuike, a Yepes HECKONbKO MeCALEB —
B Mockse, lMNeTepbypre, HuxkHem HoBropoae, 3aTem 1 B Apyrux ropogax. 1o
6bIN11 LOKYMEHTANbHbIE KaZpbl, AE6MOHCTPUPOBABLLMECA 3PUTEIO KaK «KMUBaA
doTorpadua». B 1908 rogy knHoaTenbe AnekcaHapa [JpaHKoBa HauMHAET ano-
Xy OTeYecTBEHHOrO UrPOBOro KMHemaTtorpada, BbINyCTUB HA 3KPaH KOPOTKO-
MeTPaXKHyto NieHTy «MoHN30BasA BonbHULA» («CTeHbKA PasunHy).

Ha 3Tom HayanbHOM 3Tane B nepBble OECATUAETUA CYLLECTBOBaHUA
«KuBOW ¢oTorpadumn» roBOpUTb O KAKMX-TMBO KUHOKNYBAx HEBO3MOMKHO:
AVCKYCCUMM O KMHO MMEIOT OYEHb OrpaHUYEHHYI0 HAaNpPaBJEHHOCTb U BeayTcA,
no 6onbliei cTeneHu, N0AbMKU, BAU3KMMU K UCKYCCTBY MAM K Baactu. Cepa-
¢dumoBMY B cBOei cTaTbe «MalMHHOE HAABUIAeTCA» OTMEYAeT HEBUAAHHYIO
npexae OeMOKPaTUYeCKylo HamnpaB/ieHHOCTb HOBOrO 3penunuia: B KMHO3ane
PALOM CUOAT «CTYAEHTbI W KaHAAPMbl, NUCATENN U NPOCTUTYTKK, oduLiepbl 1
KYPCUCTKM, BCAKOTO POAA MHTENNUTEHTbI B 04KaXx, C 6opoakol, u paboune, npu-
Ka34YMKK, TOProBLbl, JaMbl CBETA, MOAUCTKM, YUHOBHWMKK, CIOBOM, — BCE...»
[2, c. 8]. KuHO B 3T rosbl 3aBOEBbIBAET Ty HULLY, O KOTOPO rpe3namn asTopbl An-
TepaTypHbIX NPOM3BEAEHWI 1 TeaTPa/IbHbIX MOCTAHOBOK, CTAHOBUTCS NOUCTUHE
MacCOBbIM: 1 3aBOACKON pabounit, n umnepaTtop Hukonaw [l cMoTpaT punbmel.

Bnnotb go pesontoumn 1917 roga KMHONPOMBbIWAEHHOCTb, COCPEAOTO-
YeHHaA B YaCTHbIX pyKaX, pa3BMBAETCA AMHAMWYHO, KONM4YeCcTBO GUAbMOB,
NpPou3BOAMMbIX B rog, pacteT. Ho nocne pesontouumn NponsBoacTBeHHan 6asa
OKa3aNacb YaCTUYHO paspyLUeHa, YaCTUYHO BbIBE3E€HA IMUIPaHTaMM 3a pybex.
MHorune cneumanncTbl OTPACAU HaBCeraa NOKMHYAN CTPaHy, yBe3a ¢ coboit He
TONIbKO TEXHWKY, HO W BECLEHHbIN ONbIT.

Mpuwepawas K Bnactu B pesynstate OKTAGpbCKON pesontounn 1917 roaa
napTua 60NblLEBMKOB BbICOKO LLEHWNA aruTaLMOHHbIE U MPOCBELeHYecKue
BO3MOXHOCTM HOBOTO, «BaKHEMLIEero», WUCKYcCTBa, W MNepBbiM Ae/0M 6bin
co3zaH KnHonozotaen npu BHeLWKoNbHOM oTaene focyaapcTBEHHOM KOMMUC-
CUK NO HAaPOAHOMY MPOCBELLEHMND, MOTOM — MOCKOBCKMI K [eTporpaackuit
KWHOKOMMTETBI. YacTHble KNHONPOW3BOAMTENM, HE NMOKUHYBLUNE CTPaHy, CTa-
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pannCb COTPYAHMYATb C HOBOM BNACTbiO U KUHOKOMUTETaMMU, MO BonbLuel cTe-
MeHW, YCNeLHo, MOCKObKY KBaIMOULMPOBAHHBIX KafpoB B Te rofbl O4YEHb He
xBaTano. B 1919 roay 6bin co3gaH Bcepoccuiickuin poTokmHootaen (BPKO),
M HALMOHANN3NPOBAHHAA OTPAC/Ib YCKOPEHHbIMM TEMMAMM CTafa BbINyCKaTb
arMTauMoHHbIe M NPOCBELLEHYECKME GUAbMbI, CHUMATb KMAOMETPbI XPOHUKM
M 3KPaHW3MPOBATb /INTEPaTypHble MPOU3BEAEHMA, aKTMBHO PacnpocTpaHAA
HOBYIO MAE00MMI0 CPean HAPOAHbIX Macc.

Yike ¢ Hayana 1920-x rogoB cTanv BO3HWKATb /IIOOUTENIbCKME KUHOKPYK-
KM, 06CYy)XAaBLIME MPOCMOTPEHHbIE KAPTMHbI, @ TaK¥Ke CO34aBaBlUMe CBOM
cueHapuu. Taknm KpyKKam NpeanucbiBanocb HECTM KMHOObpa3oBaHMe B Mac-
Cbl: NPOBOANTL Pa3/IMYHblE MEPONPUATUA, BECTU 0bLLecTBEHHYO paboTy, no-
BbllasA 06pa3oBaTesibHbIM U KyNbTYPHbIN YPOBEHb HAaCeEHUA.

20 aBrycta 1925 roga 6b110 ocHoBaHO «O6LLECTBO Apy3elt COBETCKOrO
KuMHo» (OACK), nornotusliee ceBoero npeawecrseHHnKa OCIMK («O6uwecTBO
cTpouTenei NponeTapckoro KMHo»). [lOoKasaTenbHo y:Ke TO, YTO Ha3BaHue
OACK npuayman He KTo MHOW, Kak JleB Tpoukmid. Tak, cnycta noytn 30 net
nocne nossaeHus «xusok ¢otorpadum», B CCCP BO3HMK OFPOMHBII LEHTpa-
JIM30BaHHbIN KMHOKYG.

B nepsom Homepe }KypHana «CoseTckoe KMHO» 3a 1925 rog K. Manbues
paccMaTpMBAET OCHOBHbIE NPobiembl, CBA3aHHbIE C POPMUPOBAHMEM U TPA-
Aylien aeatenbHocTblo «ObLiecTBa Apy3ent COBETCKOrO KMHO»: OH OTMeYaeT,
YTO yB/IeYEHME KMHEMATOrPadOM OXBATWU/IO LUIMPOKME MACChl HAaCeIeHUSA, OHO
NAET CHU3Y — W PYKOBOACTBY CTPaHbI CieayeT OpraHM30BaTh 1 BO3M1aBUTb 3TO
ABWXKeHue, 4Tobbl Cnonb30BaTh ero Ha Haaro pasBUTUA COBETCKON KMHEMa-
Torpadum.

ABTOp NULWET 0 TOM, YTO npealecteeHHMK OCK, «ObLiecTBo cTpouTe-
Nei NPoNeTapCcKoro KMHO», HE MOI/IO CNPABUTLCA C 3aZla4elt LeHTpann3aumm
W Pa3BUTUA 3TOTO ABUMKEHMUA, N YKA3bIBaeT HA ABa OCHOBHbIX €r0 HeAO0CTaTKa:

«1) 06beanHAA U NPU3bIBaA PaboUYMX K OKA3aHUIO MaTePUabHOM U MO-

panbHoW nomouum AKL,. O-By MponeTknHo, coBeplieHHo obxoauno apy-

rve, bonee conmaHble, COBETCKME KMHOOPraHu3aumm (fockuHo, Cessan-

KWHO 1 Aap.),

2) HanNpaBAANO AEATENIbHOCTb CBOMX AYEEK Ha CO34aHME CBOMX MPOMU3-

BOACTBEHHbIX MU KOMMEPYECKMX KUHOMNPEeANpuATMIA, TeEM CaMbiM pas-

BMBAA W3/IULLHIO KYCTapLMHY U OTB/EKaa AYelKku obliectsa OT He-

NOCPeACTBEHHbIX 3a4ay COAENCTBMA COBETCKOMY KMHO BO BCEX €ro

npoasneHuax» [3, c. 15].
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B ntore OCIIK npeKpaTnio cBoe CylecTBOBaHWE, a ero YaeHbl BANAUCH
B HOoBoe A06poBo/IbHOE 06LLEecTBO coAencTBMA coBeTcKoMy KMHO OACK, Ko-
TOpOe CTaBW/IO CBOEW 33fa4el NoAAEePKKY HE KAaKOro-TO KOHKPETHOro KMHO-
npeanpuATUA, a CTapanocb NOMoraTb KWUHemMaTorpady B npuHLumne.

«CpasHueasa ycrasbl OCMK n HoBoro «O6uwectea [py3eit CoBeTcKoro
KuHo» (OACK), Haxoamlb B HUX 04eHb MHOFO 06LEro, U ToAbKo Npu bonee
BHMMATENbHOM PAaCCMOTPEHMUMU MOXKHO BUAETb, Kakaa r1ybokasa u npuHUMnu-
anbHasA pasHuua ux pasgenset. Y OCMK ocHoBHbIM B paboTe 6bina Nnomolb
Aku. O-sy MNponeTknHo, y OACK — nomouwb 1 comeincTene Bcel COBETCKOM
KuHemaTtorpadpum; y OCMNK ayeinkn mornmn 3aHMMaTbCA CBOENM NPOM3BOACTBEH-
HO-KOMMepYecKoi aeatenbHocTblo, y OJCK — ayeikun ceoero nponssoacTea
M KOMMEpPLMM He 3aBOAAT, a INLb COAENCTBYIOT NPOM3BOACTBEHHON paboTe
COBETCKMX KMHOOPraHusauun», — nuwet Manbues [3, c. 15].

«MapTuiiHble 1 NpodeccMoHanbHble OpraHM3aLmMmn AOMKHbI ABUHYTb 3TO
£Aeno B macchl, — 3akntoyaeT K. Manbues. — U BMecTe ¢ HUMM NOMOYb NapTum
M COBETCKOI pecnybMKe MakcMMasibHO UCNOb30BaTb KMHO, KaK O4HO U3 CUAb-
HeMLWNX OPYAMIn KOMMYHUCTUYECKON NponaraHabl M NpocseLeHuns» 3, c. 16].

O6uwecTBo Apy3elt coBeTcKol KuHematorpadmm (OLCK) Kak macco-
Boe A06poBo/bHOE 06LWecTBO 6bIN0 0dULManbHO opraHu3osaHo 20 aBrycra
1925 roga no uHMuUMaTMBe Accoumaumy PeBOOLMOHHON KMHEMaTorpadpum
(APK) n Thasnonutnpoceeta Hapkomnpoca. 12 Hosbps Toro e roga 6bin
co3paH CoseT 0b6LecTBa, B KOTOpbIi Bxoamnn C. diiseHwwTelH, B. MyaoBKWUH,
[. BepToB, B. TYpKWH 1 Apyrue nssBectHble KMHematorpadumctbl. Bosrnasun Ta-
Kylo 06LLEeCcTBEHHO 3HaUYMMyto opraHusaumio O.3. [3epKUHCKUI, U3OPaHHBbIN
npeacenatenem npasneHuna 3 anpena 1926 roga Ha naneHyme Coseta OZCK.

CTPYKTYpPHO M GaKTUYECKM TaKas KOM0CCaNbHan opraHM3auma npeacras-
nsana coboi ceTb «AYEEeK»-KMHOKNYHOB, KOTOPblE 3aHUMANUCL MPOCMOTPOM
KMHOPUABbMOB, MX OOCYKAEHWEM, BbINMYCKaNM ra3eTbl, yCTpauBaan BCTPEUN C
M3BECTHbIMM AEATENAMMN KMHOUCKYCCTBA: PeXMUCCepaMu, CLLeHapMCTamm, one-
paTopamu. MHorme CTpemMuancb K cobctBeHHOMY, 0BUTEIbCKOMY KMHOMPO-
n3BoacTsy. Mo yctasy, Ux MO0 6bITb He 6oslee 04HOM B HACENIEHHOM MYHKTE,
a OpraHM30BaTh AYeliKy — mecTHoe OOLLecTBO Apy3ei COBETCKOrO KMHO —
6b110 BO3MOXKHO NpU NOMOLLLM XoaaTaicTea B LleHTpanbHoe OACK, noaaHHoe
WHULMATMBHOM Fpynnoi B Koanyectese He meHee 10 YenoBek.

OdwuumanbHo B 3agaum OCK Bxoanam npubamKeHme KMHO K pabounm
N KPecTbAHCKMM Maccam 1 60pbba c NPOHNKHOBEHMEM B CO3HaHWeE 3puUTeneit
6yp:Kya3HON MAEONOrMM, OAHUM CNOBOM, MPOTUBOAENCTBUE BAUAHUIO NPeob-
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NajaBLWmMX TOr4a B MPOKaTe 3anagHOeBPONENCKUX M aMePUKAHCKUX GUAbMOB.
Kak otmeuaet A.A. TyK, auelikam O[CK no3BonsnoCh gaxKe NpocmaTpmBaTh 3a-
pybexkHble GUbMbl — pasymeeTcs, C Lesblo KPUTUKK ByprKyasHOro cTpos M
OTCYTCTBMSA Knaccosoit 60pbbbi [4, c. 27].

BmecTte ¢ Tem, y Obuiectsa 6bi1a M no3uTUBHaA nporpamma. OT YaeHoB
OACK TpeboBanocb akTMBHOE COAENCTBME PA3BUTUIO KWNHOMPOMbILWIEHHOCTMH,
pa3BuTME U 0BYCTPOMCTBO CTALMOHAPHbBIX U NEePeaBUNKHbIX KUHOYCTAHOBOK,
COAENCTBME BCEBO3MOMKHBIM Hay4YHbIM U3bICKAHUAM, A TaK¥Ke CO34aHMI0 Hayy-
Horo u obpasoBaTtenbHoro KuHematorpada. OACK nposeno 6onbluyto paboty
B NOMOLLb KMHODUKALLMM CTPAHbI, 0OCOBEHHO AEPEBHU, CO34aN0 KMHOKPYKKM
Ha ¢abpurKax v 3aBoAax, pa3BeEPHYN0 KMHONOOUTENIbCKOE ABUKEHME, OPFaHU-
30Ba/i0 paboTy B y4ebHbIX 3aBeAEHUAX U NPU KMHOTEATPax.

AKTMBHaA nponaraHia KMHematorpada He Moria He AaTb Pe3ynbTaTos:
y*Ke B 1926 roay *ypHan «CoBETCKOE KMHO» co0bLLan O TOM, YTO KOJIMYECTBO
KMHOXPOHWKA/bHbIX NIEHT, CHATbIX tobutensmm — uneHamm OLCK — yxe npe-
BbICU/IO KOIMYECTBO /IEHT, CHATbIX NpodeccuoHanamu [5, c. 23]. MpaKTMyeckm
C MOMeHTa cBoero o6pasoBaHua OLCK BbINONHAMO eLle OLHY HEMANOBAXKHYHO
bYHKLMIO: OHO CTasI0 KMOCTABLLMKOMY» NMPOdeCcCUOHaNbHbIX KUHEMaTOrpadum-
YeCcKMX KagpoB, cBOeobpasHOM HavyasbHOM CTYNEHblO KapbepHOW NECTHULbI
BO «B3poC/blii» KMHematorpad. B pabore OACK y4acTBOBasM MHOTUE KUHE-
maTorpaducTbl, B Nepeyto odyepeab, NPeACcTaBUTENIN KCOBETCKOTO KMHOABaH-
rapaa», 8 Tom uncne . Beptos, B.M. KupwoHn, B.K. TypkuH u gp.

Kpome kuHonwbutenei, OACK obbeanHano takxke n potonobutenei,
W B CBA3M C 3TUM 06cTOATENbCTBOM B 1929 rogy oHo 6bln10 nepeMMeHOBaHO B
O6buiectBo Apy3eli coBeTcKoM KnHematorpadum u potorpadun (OACKD), uto
Nydwe oTobparkano cocTas ero y4aCTHUKOB.

MocteneHHo obpasoBaTeNbHble U BOCMUTaTENbHbIE GYHKLMKM 0bLLecTBa
OTXOAWNMN Ha BTOPOM NNaH, AYENKM U3 MAEONOTMYECKOTO NPOBOAHMKA BCe
60/ble CTAHOBMAMUCH LEHTPAMWU XYLO0MKECTBEHHON CaMOAEATENbHOCTU TPY-
aawmxca. Takas camofesTeslbHOCTb He MOr1a He HAaCTOPOXKUTb NapTUIHbLIN
annapat, KOTopbli K KoHUy 1920-x rogos ctaHoBMACA BCe bonee u 6onee aB-
TopuTapHbIM. HecmoTps Ha To, uTo npeaceaatenem OACK 6bin He KTO UMHOW
KaK ®Penunkc [13epKUHCKMIA, pasHOroa0cuL,a A4EeeK He BNOJIHE COOTBETCTBOBA-
Na IMHUK CTPOUTENbCTBA eANHOIO COBETCKOro rocy4apcTsa, a cpeam nsobu-
NN KUHOXPOHUKANbHbIX MAaTEPUANIOB, CHATLIX APY3bAMU KMHO, MOIIN ObITb U
NEHTbl, He BMOJIHE COOTBETCTBYHOLIME FeHepasibHON MAE0I0rMYEeCcKO TMHUN
napTuu.
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Mo 3ambICNy KUHOKNYObI fOMKHbI OblaIM MOMOraTb Pa3BUTUIO KUHEMATO-
rpadumn, XoTa Ha cCaMom Aene 3a 3STUM CTOAN0 CTPEMIEHNE NOCTABUTb e MNog,
KOHTPO/b. AHA/IOTMYHOM, KCTaTK roBops, bbla1a U TpaeKTopua GopMUpPOBaHUA
Coto3a kuHematorpagucros CCCP ot ocHoBaHwua ero OprkomuteTa B 1957 rogy
[0 co3aaHmsa B 1965.

Y106bI MPOUNNIOCTPUPOBATL FOCYAAPCTBEHHOE MOHUMAHWE Tex Mpo-
61em, KoTopble CTOANM B 3TOW 06/1aCTU, MOXKHO COCNATbCA Ha CAyKebHyto 3a-
nucky npeacegatens npasneHma OACK @.3. [1zepknHcKoro ot 24 anpena 1926
r., YyTb N He Cpa3y Nocne Ha3HaYeHuA Ha 3TOT NOCT:

«Cnyymnocb Tak, Yto A nonan B npeaceaatenu MpasneHuns «06u. Apy-
3eit CoseT. KuHo». Llenb o6wectsa — copencTene KuHemaTorpaduu. 1 aymato,
YTO Ha b6amKaliluee BPeMs CambiM yYLWIMM COAENCTBUEM OyAeT BbiABIEHUE
BCAKUX 6€306pasuii M U3NLWECTB B 3TON 06/1aCTK, @ TaKKe NPUHATUE MepP MO
CHWXeHuto cebectommocTtu 1 np. Mpowy Bac nostomy nomoyb MHe 1 cobpaTb
HeobxoaMMble maTepuanbl. Xopowwo 6bino 6bl, ecan bbl TOT TOBApULL, KOTO-
pblIiA 3aHUMAETCA STUM AE0M, LON0KUA MHE O NONOKEHUN. Mexay Npounm,
HeobX04MMO HaMETUTb MepPbI MO YBIEYEHUIO CHUMATBCA, YTO ABAAETCA TO/IbKO
pacTpaToi cpeacTB U maTepuanos» [6].

B mapTe 1928 roga bbl10 NpoBeaeHO 3HaMeHUTOe nepBoe BcecotosHoe
napTUiMHOe coBellaHne no KuHematorpadum npu LK BKM(6), koTopoe 6onee
KECTKOo, YeM paHee, CTaBM/I0 BONPOC O NOJAUTUHECKOM NOAYMHEHUU KMHEMA-
Torpada TeKkyLMM MaeoNornieckum sagadam [7].

BoA3Hb NpaBUTENbCTBA HE CMPABUTLCA C aKTUBHOM TBOPYECKOM BOMTHOM,
nepeopueHTauma OOCK ot obwecTBeHHOW paboTbl B CTOPOHY TBOPYECKOW Ca-
MOAEATENbHOCTHU, HEAOCTAaTOK NPOdECCUOHANN3MA YYACTHUKOB M NOJHOTO Mo-
HUMaHUA Lenei U 33434 COBETCKOrO KMHemaTorpada, yctapeBaHUe TEXHUKM
W HEeJOCTATOK NNEHKWU NPUBENU K TOMY, 4TO B Havane 1930-x rogos featenb-
HOCTb 3TOI OpraHM3aumu CcTana yracatb.

Mpouecc camoonpegenerHmsa ObwecTBa Apy3eit COBETCKOTO KMHO Npo-
[LOJIKANCA NPAKTUYECKN HENPEPbLIBHO BMIOTb 40 ero Ankemaaumv 8 1934 roay.
C ero feATeNbHOCTU U NMPUHATO HAYMHATb UCTOPUIO KUHOKNYOHOTO ABUMKEHMUSA
B Poccum, XoTa UCTOKM ee, Kak Mbl ybeannucb, bonee fasHue.

B pe3ynbraTte 3T0 HAYMHAHWE — MEePBbI B MUPE LLeHTPAIM30BaHHbIN KK-
HOKNY6, OXBaTUBLUMIA BCIO CTPaHY, — HEe MOMYyYMNO0 AaNbHENLWero passuTua B
CoseTckom Coto3e, HO NocenAno nepsble 3epHa NOA0OHOTO NoaxoAa K KUHeMa-
Torpady B APYrvx CTpaHax.
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3BYKOBOE KMHO U KWHOK/TYEHOE ABUXEHUE

PasymeeTtca, ucyesHoserune OCK ogHOBpEMEHHO C HACTyNAeHMEM 3pbl
3BYKOBOIO KMHO HE 03HAYAET, YTO KMHOKYBbl BMECTE C ThicAYamMm ntobutenem
KMHemaTorpada CruHynu B ogHo4acbe. Mpon3ownm cepbesHble U3MEHEHUA
B chepe ynpaBneHua: Tenepb KPYKKU M KAybbl CTaHOBUAUCL noapasgene-
HUAMM AOMOB KY/NbTypbl M OpraHM3auui, YTO CyLECTBEHHO YNPOLLANo nae-
O/IOTUYECKMI KOHTPO/Ib TakUX 0bbeauHEHWUW, a TexHWYeckaa 6asa, kotopas
BbIAENANACh HA HYXKAbl KUHOOBPa30BaHMA, bblna CUABHO ype3aHa, YTo He no-
3BOANA10 HONBLUNHCTBY Y/1€HOB KMHOKY60B 3aHMMATbCA COBCTBEHHbIM NMPOU3-
BOACTBOM. BO3MOXHOCTb CMOTPETb KUHO COXPaHANACh, HO TOTaZIUTaPHbIA No-
NINTUYECKUIA NOPAJOK OTBepran Ntobyro BO3MOXKHOCTb 06CyKaeHudA, Ananora
WU KPUTUKK. ecToyalwan LeH3ypa oTMeTasla U BO3SMOXKHOCTb, U KenaHue
3aHMMaTbCA CAMOAEATENbHOCTbIO B KMHO. B BoeHHOe Bpems Tem 6onee 6bia10
He [0 TOoro.

A ¢ 1946 roga, nocne Toro Kak CTa/iMH KeCTKO PacKpUTUKOBAN BTO-
pyto ceputo KuHodpuabma «bonblias KusHb» (pexuccep J1. Jlykos), BTOpyLO
ceputo dunbma «MBaH MposHbI» (pexuccep C. IM3eHLITENH) U KMHOKAPTK-
Hy «Agmupan Haxumos» (pexkuccep B. MynoBKuH) [27], HacTynaeT nepuop,
«MaNIoKapTUHbAY, CUNbHO COKPALLAETCA 06beM yKe M NpodeccMoHaNbHOro
KMHONpPOM3BOACTBa. Bo Bpema BTOpoit MMpoBOW BOMHbI KMHOCTYAWUM Oblan
9BaKYMPOBaHbl, MHOTME KMHOTEATPbl M JOMa KyJbTypbl pa3pyLlleHbl, TEXHUKA
6€3B03BpPATHO yTEPAHA, U HEBO3MOXHO FOBOPUTb O BO3POXKAEHUWN KUHOKAY-
608 3a OTCYyTCTBMEM MAaTepuasibHO-TEXHMYECKON 6asbl, Heobxogumoin pna
npoBeAeHNA KNHOMOKA30B NI KNHOCHEMOK.

B 1945 rogy y4yacTHUKM || JleHUHrpaacKkon KOH$epeHLMM No Hay4yHOM
KnMHemaTtorpadpum obpatunmnce K BLICNC c npocbboii BOCCTaHOBUTL /1t06UTENb-
CKMe KMHOOObeaMHEHWA, OAHAKO YC/bIWaHbl He 6bliK, U BNAOTL 40 CMepTU
CtanuHa B 1953 roay v nocneaytowero HactynaeHusa Otrenenu cesegeHun o
GYHKUMOHMPOBAHUM KUHOKNYHOB Hamu He HaitaeHo.

BTopoWi cylLecTBeHHbIW B3N1eT KMHOKAYOHOro asukeHusa B CCCP, 06 uc-
Ye3HOBEHMM KOTOPOrO COXanenu KMHeMaTorpaducTbl B NPUBEAEHHBIX B Ca-
MOM Hayase cTaTby CTpoKax coobueHna MTAP-TACC, — 1 cobcTBEHHO roBops,
ero GopmMMpPOBaHME B Hallel cTpaHe, bblNO cBA3aHO ¢ Nepuogom OTTenenu
nocne cmeptu CtanmHa.

BmecTe co cmeHoW anoxu u cmaryeHem pykosoactsa CCCP nsmensetca
W OTHOLLEHME K KUHemMaTorpady: B TOTaIMTapHOE NPOLIOe YXOAUT UAE0N0TU-
YeCKM NPaBUJIbHbIN CXEMATUYHbIW repoit akpaHa 1940-x. CueHapuu CTaHOBAT-
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ca 6onee OPMEHTUPOBAHHBIMU Ha 3pUTENS, Ha ero NOTPeBHOCTU M UHTepechI.
Ha cmeHy nponaraHAMCTCKOMY KMHO MPUXOAUT YeNnoBeveckoe NtobonbITcTBO
K BHYTPEHHEMY MWPY repoeB, LEeH3ypa He ncyesaeT BOBCE, HO ocnabnsetcs
HaCTo/1bKO, YTOBbI MO3BONUTL TBOPLLY BbICKa3biBaHME He TO/IbKO O 06BU K po-
AVHE 1 NapTuK, Ho M Nto6BYM K YenoseKy. KMHONpPoM3BOACTBO CHOBa HabupaeT
obopoTbl. B npokaTte noasnsetca u 3apyberxHoe KMHO, cneumnanbHoO NnpusBeseH-
HOe 4/ AEMOHCTPaLMK, a He A006bIToe «TPOdENHBIM» NYTEM U AEMOHCTPUPY-
€MO0€e UCK/TIYMTENIbHO N0 NPUYUHE OTCYTCTBUA APYITMX KUHONEHT.

A.A. TyK NOBOAOM KO BTOPOMY POMKAEHWNIO KWNHOKNYOHOTO ABUKEHUA Ha-
3bIBA€T MaccoBOe MPOWM3BOACTBO KMHOAMMAPATYpPbl, @ TaKKe I0OUTENbCKUX
KMHOKaMep M NAeHKW, HavaBweecs B cepeguHe 1950-x rogos [4, c. 36]. Mo-
ABNEHWE MaTEPUAIbHO-TEXHNUYECKOM BO3MOXKHOCTM BHOBb CHUMAaTb M NOKa3bl-
BaTb KMHO CMocobCcTBOBasI0 BO3OOHOBNEHNIO TBOPYECKOW aKTUBHOCTU KUHO-
nobutenen.

Ewe 6o0nbluyto aKTMBHOCTb Npobyaun coctoaBwMiica netom 1957 r.
VI BcemupHbIn dectnBanb MONOLEXM WU CTYAEHTOB. B pamKax nporpammbl
dectmBana 6bin opraHn3osBaH U KuHodecTuBanb, OTKpbiBwMicA 30 uiona
1957 roga B KMHOTeaTpe «YaapHUK». 3a 12 gHelt 6bin0 NoKasaHo 125 KuHo-
KapTuH 13 30 cTpaH MMpPa, He TONbKO COLLMAIUCTUYECKUX, HO U KanuTannctnye-
CKMX, M MOXKHO C YBEPEHHOCTbHIO CKa3aTb, YTO TAKOro Pa3HOObPa3nA ronocos u
B3rnagos CCCP He BMAeno 3a BCo cBOK Uctopumio. Cpeaun naypeatos, NOMMUMO
KuHemaTtorpadpuctos m3 CCCP, 6binn npeacrtasutenn Kutas, Yexocnosakuu,
r4p, peumun, MoHronuu, Erunta, ®paHuymm, PymbiHumn, Uuamm, LWseuuu, Ano-
Huu, CLLA, U3paunna [8]. PasHoObpasue CIOKETOB, *KaHPOB M CTUNEN NpesocTa-
BW/I0 OTEYECTBEHHbIM NpodeccmoHanam u ntobutensim KMHo boraTblii maTepu-
an 4nA pasmbllWieHna, CpaBHEeHWA, TBOpYeCTBa.

LeHHocTb VI BcemmnpHoro ¢pectmBansa MoOAEHKM U CTYAEHTOB COCTOANA
B CAMOI BO3MOXXHOCTU CBOBOAHOMO 06LLEeHNA M 06CYKAEHMSA UCKYCCTBA, TBOP-
YeCcKoro meToaa, UHAMBUAYANbHOTO CTUAA C TOBAPULLAMM NO UHTEPECaM He
TonbKo 13 CCCP, HO 1 U3 ApYrux, Nog4ac MAEONOTNYECKU BparKaebHbIX rocy-
Aapcts. CylecTBoBaBLWAA B CU/IbHO YPE3aHHOM M O4HOHanpas/JeHHOM Buge
BO BpemeHa ayeek OLCK, Bosce 3anpeleHHan B cepegnHe 1930-x, BO3MOXK-
HOCTb AMCKYCCMM BO3POXKAANACh, HAYMHAA ¢ cepeanHbl 1950-x ronos, u pac-
usena netom 1957 roga.

Ha 6a3e pa3nuyHbIx opraHmsauuii, B yHusepcutetax, HUN, mysesx, Jo-
MaXx KynbTypbl BO306HOBAAETCA KMHOKNYOHOe ABueHue. Ha BcTpeyax 3pu-
TE/M He NPOCTO CMOTPAT GUNbM — MOCNE MOKa3a NPOBOAMUTCA 0bCyXaeHUe
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KMHOJ/IEHT, YTO, pa3yMeeTcs, CnocobCcTBYeT He TOMbKO yYllemy NOHUMAHUIO
0oTAeNbHOro GUAbMa, HO U CAYKUT ANy KMHOMPOCBELLEHUA U MOBbILWEHUSA
KY/IbTYPHOTO YPOBHA B LileioM. MHeHWe 3puTena HaunHaeT LEeHUTbCA.

«B CTpyKType KMHOMPOKAaTa BO3HMK HOBbLIM KaHan OBLEHUA C KMHO, —
nucan no nosoay KMHoKAy6Hou paboTbl H.A. XpeHoB, — NoKa HefoCTaTOYHO
MaccoBbIi, HO B byayliem obellatowmnin TakoBbIM ObITb. Mo cyT aena, B Te
rogpbl B CO3HaHWUM MaccoBoM NyBANKK yAAN0Ch OXMBUTb CPOPMMPOBABLLYHOCA
B NepBble AeCATUNETUA ero UCTOPUN NereHay KuHematorpada. Kcratm, cnoco-
6bl B GopMMpPOBaHUM AfpPa MAcCOBOM MyBAMKM, CBA3AHHbIE C KMHOKAYBamu,
TaKe NOBTOPSANIN HEKOTOpPbIe OpraHn3aLMoHHoe mepbl 1920-x roaos, cnocob-
CTBOBABLUME 3CTETUYECKOMY Pa3BUTUIO KMHONYBAnKK» [9, c. 79-80].

Bblno Jarke nNpeanoXeHo co3gaTb HEYTO aHanormyHoe Ob6LecTBy Apy-
3ell COBETCKOro KMHO, OAHAKO 3Ta naen Toraa He bblna peannsosaHa.

B KoHue 1950-x roaoB B KMHOK/Y6ax Npu pasHbIX OpraHM3aumsax cTanu
6ecnnaTHO LEMOHCTPUPOBATbL CTapble GUNbMbI, KOTOPbIE YXKEe HE JaBaNn Kac-
coBbIX c60OpoB B KMHOTeaTpax. C y4eTom TOro, 4To B TO BPEMS TENEBM30p Hbln
PeaKoCTblO B OMAX M TO/IbKO BXOAMN B 06MX0A, 3Ta MHULUMATMBA MO3BOJM-
Na MHOTMM NIOAAM BNepBble YBUAETb COBETCKME LeaeBpbl KMHemaTtorpada:
«BbpoHeHoceL, “MotemMkunH”» (C. dn3eHwTenH, 1925), «Mbl 13 KpoHwTaaTa»
(E. A3uraHn, 1936), «Matb» (B. MNyaoskuH, 1926), Tpunoruto o Makcume (I. Ko-
3uHueB 1 /1. Tpaybepr: «HOHocTb MaKkcumay, 1934; «Bo3spaleHne Makcumay,
1937, «Bbiboprckaa ctopoHa», 1938), «lenytat bantuku» (A. 3apxu n U. Xeit-
¢éuu, 1936); n gp. [10, c. 299].

OTeyecTBEHHaA CUTyaLMA TeX IeT APKO OXapaKTepu3oBaHa B NocaegHen
KHUre BeTepaHa KMHokaybHoro asuxkeHua B CCCP Jlapucbl OcTpoBCcKoM «BKyc
XU3HUY (TPETUI BbINyCK): «B ganekune rofbl cepeanHbl NPOLWAOrO CTONETHA,
KOT4a KMHOMaHbI Pa3HbIX BO3PACTOB, Pa3HbIX MPodeccuii n BKYCOB METaanChb
B MOMCKax BO3MOXKHOCTEN yBUAETb GUAbMbI BbIAAIOLWMXCA MITPOB MUPOBOTO
M OTEeYeCTBEHHOIO KnHemaTorpada, BO3MOXKHOCTEN TakUxX H6blJ10 Mano: YTo-To
Ha MOCKOBCKOM MeXAyHapoAHOM KMHOECTMBAE, YTO-TO HA NPUBO3HbIX BU-
[leo-KacceTax, YTO-TO U3 COBCTBEHHbIX 3aKPOMOB HALLNX PEXKMUCCEPOB U YTO-TO
€ nonoK rocomnbmodoHaoB. Mpobrembl «KKMHOroN04a» HbIAN INaBHbIM NOBY-
AVUTENbHBIM CTUMY/IOM AN15 STUX NHO4EN IPYNNMPOBATLCA B KUHOKAY6bI: N0 me-
CTy paboTbl B pazHoobpasHbix HUW, B BY3ax, npn KMHOTeaTpax U Ky/lbTypHbIX
LEeHTpax, HaxoauTb JOCTYN K puabmam 1 pexrmccepam, 0bMeHMBATLCA KOMUA-
MW 1 APOCTHO 0bCyKaaTb yBuaeHHoe» [11, c. 43].
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KuHonpocselyeHMe BO306HOBAANOCL HA MaTepmane cTapblx, HO He yTpa-
TUBLUMX aKTya/lIbHOCTb KMHOJIEHT, @ B KMHOTEATpax CTa/lM BbIXOAUTb HOBble
KapTUHbI, TaK}Ke CTAaHOBMBLUMECS MaTepUanoM A1 0bCyKAeHUA cpean Ntobu-
Tenen kKuHo. OgHaKo obopyaoBaHuMA BbI10 BCe elle HeJOCTaTOYHO A1A NoBCe-
MECTHOWM OpraHu3aLnn AYeeKk KMHontobuTenen.

Kak 3ameuaet M.P. 3e31Ha, KBO3MOXHOCTM MOCMOTPETb PUIbMbI BHE F0-
CYLapCTBEHHOW CETU KMHOMPOKaTa CyLLEeCTBOBaAWN, HO ObliM BeCbMa OrpaHu-
YeHHbl. B MocKBe 6b1/10 HECKOIbKO MECT, T4 Takue NpocMOTPbl NPOBOAUANCH
Ans n3bpaHHol nybankn — Hanpumep, B lome KMHO U B HEKOTOPbIX APYrvX
[OMax TBOPYECKON UHTENNIUTEHLMM, B LEKOBCKUX U COBMWHOBCKUX AOMAX OT-
Ablxa, B Knybax HEKOTOPbIX MUHUCTEPCTB U BEeJOMCTB. B yuyebHbIX Lensax He-
KOTOpble COBpeMeHHbIe 3apyberkHble puibMmbl, He 4EMOHCTPMPOBABLUNECS B
npokaTe, NOKasblBa/u B CTyAEHYECKMX ayanTopmsax, Bo BIMKe, Ha dakrynbTete
KypHanuctukm MIy» (12, c. 396].

OpHMM 13 NepBbIX MaTepmnanos, onMcasLLMM paboTy KMHOKNY60B, bbina
onybankoBaHHaa B 1963 rogy B »KypHane «MCKyCCTBO KMHO» CTaTbA Mog, Ha-
3BaHMeM «KMHOKNy6bl BO3MOXKHbI BClogy». OHa npeacTasaseT coboit cbop-
HUWK LMTaT KMHOKAYOHbIX geATtesel, BbICTPOEHHbIX MO MPUHLMNY 06WKMpPHO-
ro MHTepBblo. M3 3TOI HecueHHON NOAOOPKM MOMKHO CAeNaTb BbIBOA, UYTO K
1963 roay KMHOKNY6bI noasuancb B Mockse, JleHuHrpage, Tounncu, KasaHu,
Pure, Tomcke un apyrux ropogax. U. Bupko, uneH coseta LleHTpanbHoro knyba
ApYy3el KMHO, roBOpUT 0 Tom, 4To ¢ 1961 roga B MocKBe nof pyKoBOACTBOM
pexuccepa lpuropua Powana pabotaeTt LleHTpanbHbI KNyb Apy3en KuHO.
B opraHu3aLmm KMHOKAYOHON AeATENbHOCTU €My aKTMBHO MOMOTaeT ropKom
B/TKCM, cam ke Kny6 pacnonaraetca B OKTA6pbCcKOM AoMe coto30B [13, c. 96].

M. BuWHOKypOB, npeacedatesib COBeTa KUHOKAY6a «MonOAEKHbBINY
u3 JIeHWHrpaga, PaccKkasblBaeT, YTo 3TOT KAy nobuteneit KMHO BO3HUK B
1958 roay No MHWULMATMBE HEOONLLION FPYNNbl MONOABIX IOAEN U cyLLecTByeT
Ha 0bLLeCTBEHHbIX Ha4Yanax. «3aHATUA NPOBOAATCA MO YeTBepram. Ymcno yne-
HOB Knyba He NpeBbIWaeT ABYXCOT YENO0BEK. [...] Mexay npounm, Halw Knyb He
OAMHOK. TaK, PUMCKMIN KWHOKNYD, paccKasbiBasia Ham OfAHA M3 ero opraHu3a-
TOPOB, COTPYAHUK My3est uctopum Jlateuiickoit CCP 3. ipeiibaHa, o6beguHseT
6onee NAaTMCOT Yenosek» [13, c. 96]. U. TypOBHMKOB, PyKOBOAMTE/Ib KUHOKAY-
6a NoAUTEXHUYECKOTo MHCTUTYTA KayHaca, roBOpUT, YTO «HA 3aHATUA NPUXO-
OAT OKONO TPEXCOoT cTyaeHToB» [13, c. 97]. [1BeCTV YeNOoBEK, TPUCTA YENOBEK,
MATbCOT YE/IOBEK B OAHOM 3a/ie — 3TO e HemasieHbKue 3abl!
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BarkHeMLW MM GaKTOPOM KOHCONNAALMU KMHOKAYOHOIO ABUMKEHMUSA B CTO-
e cTano oTKpbiThe B 1966 rogy KMHoTteatpa locounbmodoHaa CCCP «Un-
JHO3MOHY, TAe MOXKHO Obl1I0 NOCMOTPETb OTEYECTBEHHbIE U B Npeaenax BO3-
MOYKHOTO 3apybeHble GpUAbMbI NPOLLbIX AECATUNETUNA.

B 1969 rogy B KHUre «KMHO U 3puUTeNb» NATPUAPX POCCUIACKOTO KMHO-
obpasoBaHua H.A. Jlebeges cmellaeT KMHOBEAEHWE C MO3ULUWU U3YYeHUn
dunbMa U ero co3gaTens Ha NO3ULMIO U3yYeHWA 3pUTeNs, NOAYEPKMBAA 3Ha-
YMMOCTb 3TOFO KOHEYHOrO 3BEHA B OTPAC/MW, U Y¥Ke Toraa roBopuT o0 Heobxo-
AVMOCTM CO34,aHMA CMCTEMbI KWHOKIYBHOro npoKata. MNepeyncnseT oH 1 Hau-
6onee ycneluHble, Ha ero B3rsA, KUHOKNYDObI TOrO BpeMeHU: «3BecTeH TaKKe
pag KOK, ycneswmnx 3apekomeHA0BaTh ceba coaeprkaTelbHOCTbIO CBOEN pa-
60Tbl. 3T0 KNY6 “Curma” B HoBocMbMpCcKoMm akagemropogke. TakoBbl MOCKOB-
CKMe Knybbl apyseit KnHo npu MIY, KnHoTeaTpax “YaapHuK”, “XymoxecTseH-
HbI”, “Poccuna”. Xopoluo 3apekomeHgoBanu cebs ropoackue KAK BopoHexka u
KpacHopapa. LieHHelwyo paboTy cpeam CTapLIeKNaCCHUKOB CPeAHEen LKobI
BEAET KMHOKAYD uMeHn A. [loBXKeHKo npu nHtepHate Ne 1 ropoga KannHuHa.
NmetoTca cBeaeHnsa 06 opraHusauumn kKnybos gpysen ko 8 Pure, Ceepanos-
cKe, XapbKkoBe, PoctoBe-Ha-[loHy, Hosropogae, ®pyHse, Apocnasne, Kemepose
n apyrux ropogax» [14, c. 32].

PaccmoTprm HeKoTopble KUHOKNYObI, BOSHWUKLIME B 3TOT NEPUOL U CTa-
BMBLUME CBOEN LLeNIbI0 KUHOOOPa30BaHME MONOLENN U CTYAEHTOB.

OaHMM U3 Takux KNyboB cTan Knyb apysei KMHo «Apbat», co3gaHHbIN
8 1965 rogy No WHMLMATMBE aKTUBHOW TPYyNnbl MONOAENKMN U Of0OPEHHbIN
paitkomom B/IKCM. Kny6 o6beanHuna 900 KUHOMAHOB, a XyA0KeCTBEHHOE py-
KOBOACTBO OCYLLECTBAAN U3BECTHbIN KUHOKPUTUK X.H. XepcoHcKnit. «MepBbim
duAbMOM, KOTOpPbIN LWNMPOKO 0bcykaanca B Knybe, bbina HoBas paboTa mono-
Aoro pexuccépa A. MuTTbl “3BOHAT, OTKpoiTe asepb!” (No cueHapuio A. Bono-
AnHa). 3aTem bbiin 0b6cyKaeHbl GuAbMbI: “OBbIKHOBEHHbIN damn3m” peskuc-
cépa M. Pomma, “Baw cbiH 1 6pat” pexkunccépa B. LykwuHa, “Tpuauatb Tpn”
pexuccépa I JaHenus, “NMoxoxaeHus 3ybHoro Bpaya” 3. Knumosa, “Ctpoutca
moct” O. Eppemosa» [15, c. 27].

MHTepeceH cnocob ero opraHusauumn M npmvema HoBblX YieHoB: «CHa-
Yyana 6bl10 CO34aHO OCHOBHOE AAPO KAyba, Kyaa BOWAO HeGO/MbLIOE YMCNO
KOMCOMO/IbLLEB U MONOLENKMN PPYH3EHCKOrO paiioHa, MHTEPECYHOLLMXCA KUHO-
MCKYCCTBOM. BnocnepctBum Kaskaaa KpynHas KOMCOMOJIbCKAA OpraHusaumn
paitoHa HanpaBnsna CBOMX NpeacTasuTenein ansa pabotbl B KAy6. [...] Bonpoc o
npuéme B YneHbl KNyba u UCKAOYEHUMN U3 ero PAAOB PeLLAeTCs CneLmaabHOM
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Komuccuen. 3putenu, umetrowwme aboHeMeHTbl Ha LKA GUAbMOB U PerynsapHO
noceLLatoLLmMe NPOCMOTPbI, ABAAIOTCA KaHAMAATAMU B YneHbl Kay6a. [...] Mpu-
€M B uneHbl Knyba NpoBoAMTCA B MHAMBKAYaNbHOM nopaake» [15, c. 25-26].

Kakan cTporocTtb B OTHOLEHWM NPUMEMA B KNy6 — CHavana 3puTesIbCKUit
aboHemeHT, noTom ero obnagatenb CTaHOBMTCA KaHANAATOM B YneHbl Knyba
M TOMIbKO 3aTeEM — B MHAMBUAYaA/IbHOM nopsagKe! — ero npMHUMatoT B Kyb.
To ecTb, K 3puUTeNto AONr0 NPUCMATPUBAIOTCA M KAYT, KaK OH NpoAsuUT cebs.
Cozaatenb ONUCAHHOIO HUMKEe KMHOKAy6a «Curma» nucan o Tom, YTo cTporas
cUcTema UneHCTBa B Kaybe bbina Heobxoguma g/1a NPOBeAEeHWUA «3aKPbITbIX
NMOKa30BY, rae AeMOHCTPUMPOBAINCG HEOAHO3HAYHbIE C UAEO00rMYECKOM Tou-
KW 3peHUA KapTUHbI, KyAa AONYCKAaANCh UCKAOYUTENBHO «cBOMY» [16].

Taknmmn GMAbMamMmM CTaHOBUIUCH «MOJIOYHbIE» KAPTUHbI, HE BbiNycKae-
Mble B npokart. Mo cnoBam KMHoseaa Muxauna Kynepbepra, KWHOKAY6bI Aa-
Ba/IM BOSMOXHOCTb NOCMOTPETb TaKue NeHTbl, KaK «lpoBepka Ha goporax»
A. TepmaHa, «Komuccap» A. AckonbgoBsa, «KopoTkue BcTpeun» u «Jlonrve
nposoabl» K. MypaToBoii. «3agadya KMHOKNY6a bbina He TONIbKO B TOM, YTOObI
MOKa3blBaTb KUHO M AlaBaTb BO3MOXKHOCTb AN15 ero obcyKaeHuaA. OH TaKKe Bbl-
TACKMBA/ Ha 3KPaHbI y¥Ke He3anpeLeHHoe, HO, TaK UM MHaYe, HerMoKasaHHoe
“nonoyHoe” KNMHO. B 0CHOBHOM, Ntoan cMmoTpenv dunbMbl TapKoBCKoro, Gpuib-
Mbl AHTOHMOHMU, XyuMeBa, AOKYMEHTAIbHOE COBETCKOE KMHO. TO Obl NOTOK
BO3/yXa, YTO MOXHO 6bIN0 yBUAeTb “PacemoH” KypocaBbl. HbiHelwHemy noko-
NEHUIO CNIOXKHO NOHATL, HO TOrAa 3TO BbINO YTO-TO HEBEPOATHOE. Mbl cMOTpe-
nm dunbmsbl 1 obeykaanm nx» [17].

A B JleHunHrpage B 1959 roay 6b11 0OCHOBAH KMHOKNYD JIEHUHIPaACcKoro
MHCTUTYTa KyNbTYpbl, NPOCYLLECTBOBABLUMI HoNee COpOKa NET U NEPEKMBLLNIA
CoseTckuii Coto3 1 nepectpoitky. CeKpeT ero JONTONETUA 3aKA0YaCA B TOM,
YTO BCE roAbl Be/l ero OANH-eANHCTBEHHbIV Yes10BeK, 6eCCMEHHbIV PYKOBOAW-
Tenb KUHOKNYba, npenogasaTens /ITMKa b.C. MUHXacoBMY, KOTOPOrO MHOrMe
ero ObIBLUME CTYAEHTbl BCMOMMHAIOT ¢ 61arogapHOCTbIO M TenaoTol. BoT uto
nuwet o6 s3Tom raseta CM6EIYKU:

«B 50-e rr. npoLusioro Beka, NOCAe TOro, Kak BHOBb Obl1 OTKPBIT GpaKkynbTeT
KYNbTYPHO-NPOCBETUTENBHOM PaboThbl, B Hal By3 (Toraa ewé — JIeHWHrpaa-
CKWI1 rocyapCTBEHHbIN BUBANMOTEYHBIN MHCTUTYT M. H.K. Kpynckoi) npuwna
60/1bLan rpynna pykosoauTesnei u npenogasatenet — My»K4uH, NpoLeaLmx
foporamu Benunkon OteyecTtBEHHOM BOWMHDI. [...] Cpean HUX Bblgensaca pas-
MaLLUCTbIM LLIArOM, APKOM MaHepoW 0BLWEeHUs, TEM, YTO BCEX CBOMUX CTYAEHTOB
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NMOMHMA MO UMEHAM, 3Ha/l BCE, YTO MOXKHO Obl10 3HATb O PYCCKOM, COBETCKOM
M MUPOBOM KuHemaTorpade, bopuc CamcoHosud MuHxacosnu. |...]

Bopuc CamCOHOBMY CTan OpraHM3aTopomM U BeCCMEHHbIM PyKOBOAMTE-
NeM CTyAEHYECKOro KMHOK/y6a, KOTopbIM npofonkan pabotaTb A0 Hadana
2000-x rr. Knyb nepectan paboTtaTb TONbKO NOTOMY, YTo 3abonen u ysonunca
€ro PyKoBOAMTENb, KOTOPOMY B TO Bpems yke 6b110 6onble 80 nert. (Celtyac,
nocne nepepbiBa B paboTe, KNHOKNYD BO3poAM/ICA NOA PYKOBOACTBOM NPeno-
AaBatens Kadedpbl KMHO- 1 poTomckyccTea H0.A. LLyiickoro)» [18, c.3].

Ewe ognH npumep yaavyHow mHoroneTHen pabotel — 310 KAy6 Apysei
KMHO (M03’Ke nepenmmeHoBaHHbIN B KUHOKAYH) «CUrma», opraHM3oBaHHbIN B
1965 rogy B Jome yyeHbix HOBOCMOUPCKOro Akagemropogka. Ero ocHosanm
BukTop XaHapoc, Hatanba MNputeuu, JleoHnaMyHgeumnemc n Jleonng bosp-
CKUW.

liobonbITHa UCTOpUA Ha3BaHWA KMHOKAyba: B Hayane 1960-x rogos B
AKageMropogKe nNosBUACA AUCKYCCUMOHHBIN Knyb «Moa uHterpanom». OH 06b-
efHAN B cebe oTaenbHble Knybbl MO MHTEPECcaM: ANCKYCCUOHHbIM U coumono-
TMYECKMI KNyObl, @ TaKXKe ABa IMTEPATYPHBIX, MO O4HOMY — MECHM, TaHLLOPOB,
nyTewecTBEHHNKOB. KNHO OHU He CMOTPEeM, U HWLLIA OKasanacb cBOHOAHOMN.
MOCKONBKY MHTErpan — 3TO CyMMa BECKOHEUHO MasiblX BENNYUH, B MUKY emy
6b1710 NPUAYMAHO Ha3BaHWE «CUIMa» — «CUrMa — TOXe CyMMa, HO Oro-ro,
Kaxdpbl uneH Knyba [—] ato ronosa» [16].

B ycTaBe KMHOKNyHa HanucaHo, 4To «Curma» — 370 06beaAnHeHue aul,
McnoBeayowWwmnx NPUHLMA «M3 BCEX KMHO ANA HAc BarKHEWWWM ABAAETCA UC-
KyccTBo». C oMOpOM nepeBepHyTan uutaTa JleHMHa onpeaennna penepryap
KMHOKNy6a. Mo cnosam ogHoro u3 ocHoBaTeneit «Curmbl», JleoHmpa bosp-
CKOro, KMHOKNYH NPOABNSET «NOCTOAHHBIN MHTEPEC K NPOM3BEAEHUAM KAac-
cukoB: Pepepuko dPennnun, MHrmapa beprmaHa, ®paHcya Tproddo, Jlyuca
ByHtoana, Otapa MocennaHun. KoHEYHO, HAaC MHTEPECYET U TEKYLLUIA KUHOMNPO-
LeCcc, ero HOBMHKM U MOUCKU. B ntobom cnyydae mbl CTPEMUMCA NPUOBLLUTD
CepbesHyH 4acTb ayAUTOPUM K KMHEMATOrpady MbICAU 1 BbICOKOFO YyBCTBA...
Cnepyem cnoBam AnekcaHapa Cepreesuya [ylwKMHa, 3aBeLaBLIero YyBCTBa
[o6pble B ntogax npobyxaatb. U xota opuLmanbHble 06CyKaeHUA yBUAEHHO-
ro Mbl celyvac cneumanbHo He opraHusyem, nocse Guabma 06bIMHO BO3HUKALOT
Hebonblwne KoHbepeHuun» [19].

[ncKkyccnoHHblin Knyb «Mog uHTerpanom», KoTopomy «CUrma» KoCBeH-
Ho 06A3aHa Ha3BaHMeM, bbla NPU3HAH NAPTUAHBIMKU BAACTAMM «uaeonornye-
CKolt oWwnbKoM» u 3akpbinca B 1968 roay. A «Curma» B 2015 rogy otmetuna
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50-n1eTHUI obunen n npoaonkaer paboty no cei AeHb. BcTpeun npoxoaat
BOCKPECHbIMM BeYepamMu C KOHLa CeHTABPA NO KoHeL, anpens.

B otanune ot Knyba JIeHUHIPAACKOTO MHCTUTYTA KYAbTypbl, U «ApbaT», n
«Curma» 06A3aHbl CBOMM NOABNEHMEM TOMY 06CTOATENLCTBY, YTO 28 anpens
1965 r. Ha 3acegaHuu npesnguyma OprkomuteTa Coto3a pabOTHMKOB KMHe-
maTtorpadum CCCP bbiia nogaeprkaHa MHMLMATMBA CO34aHMA KyboB apyseit
KMHO, a 3TO, B CBOIO O4yepesb, CBUAETENbCTBOBAIO O COMIAaCOBAaHUN AAHHOTO
BOMpPOCa W Ha 6o/iee BbICOKOM ypoBHe. KoNMYecTBO KMHOKYHOB OT 3TOTO CTa-
N0 pacTut BbICTPO M HEYKNOHHO.

HameTuBlweeca pa3BuTME KMHOOBPA30BaHWUA M KMHOKAYOHOro ABuKe-
HWA, NEPEOPUEHTALMA HA XYA0KECTBEHHYIO LLEHHOCTb ay4MOBU3YyasbHbIX NPO-
N3BEAEHMI, UX ICTETUKY, @ TaK}Ke HA AMANOT CO 3puUTeieM bblan NoaaepKaHbl
Ha rocyaapcTBeHHom ypoBHe. B 1967 rogy 6bin cosgaH CoBeT no KMHoobpa-
30BaHuIO B WKose 1 By3e npu Coto3e kKMHemaTorpaductos. Ero Ha obuiecTseH-
HbIX Havanax Bo3rnasua knHoses H.A. Nlebenes, a 3aTeM — TEOPETUK KUHO-
Apamatyprum W.B. Baiicdenba. ITo cobbiTe CTaNo BaXKHOW BEXOK B pa3BUTUM
mepmaobpasosaHus. MNosxe, B 1988 roay, coseT TpaHcdopmumposanca B Poc-
CUMCKYIO accoumaumio geatenelt KWHoobpasosaHus, a B 1999 — B Accouma-
LMI0 KUHOODOpa3oBaHUA U meguanegarornku Poccun) [20, c. 106].

Mo aaHHbIM Penepaumn KMHOKAYH60B Poccuu, OCHOBHasA BONMHA CO34a-
HWA KMHOKNY60B BO3HMKNA MMeHHO B 1960-e—1970-e roabl: «Ocobblit pasmax
ABVXKeHue npuobpeno B 60-70-e rogpl B umcie Apyrnx HOHKOHPOPMUCTCKUX
06LLECTBEHHbIX ABUXKEHWIA.

MMeHHO B 3TW rogbl B Hallel CTpaHe MOABUAUCL KMHOKAYObI, MHOrne
M3 KOTOPbIX COXPaHUANCL A0 CUX MOP — TaKue, Kak «Bapwasa», «Mnnwo3u-
oH», «Kagp», «/lutepatop», «J/lyu», «®PpaHkodoH», «IKpaH» (Bce — Mo-
ckBa), «[py3ba X Mysbi» (BopoHex), «3epkano» (Omck), Kny6 nobuteneit
KuHO (O6HUHCK Kanyskckoit obnactu), «IMK» (Bnagnmup), «MonogemHblin»
(CaHkT-MNeTepbypr), «MywmHo» (MywmnHo MockoBckoli obnactu), «Curma»
(HoBocnbupck), «CoBpemeHHMK» (PbIBUHCK fAipocnaBckoit obnactu), «LaHe»
(Bonrorpag), «3kpaH u Bpemsa» (Coum KpacHogapckoro kpas), «HOHOCTb»
(Apocnaenb) n gpyrue. B atux u apyrux knybax 8 70-80-e rogbl UMenu Bos-
MOYKHOCTb NMOKa3bIBaTb M 06CyKAaTb cBOM PpunbMbl AHApen Tapkosckuii, Cep-
reii NMapaaskaHos, TeHrns Abynagse, AHapei KoHuanosckuid, Anekceit lepma,
Kupa MypaTtosa, Hukuta Mwuxankos, Inem Knnmos, Jlapuca WennTbko, AH-
apevi CmupHos, Anekcanap Cokypos u gpyrue» [21].
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OTEYECTBEHHbIE KWHOK/NYEbI B MEXAYHAPOAHOM KOHTEKCTE

K 60—70 rogam NpoLwaoro Beka OTHOCUTCA U IMYHOE y4acTue O4HOro u3
aBTOPOB AaHHoOM cTaTby, K.9. Pasnorosa, B pabote KMHOKNY60B. B roabl yuebbl
Ha uctopuyeckom dakrynbtete MY (1964-1969) B KMHOKNYBe yHUBEPCUTE-
Ta Ha JIEHMHCKMX ropax OH BnepBble NonpoboBas CBOWU CU/bl B CUHXPOHHOM
nepesoge GpUIbMOB, YTO CTAsI0 B AasIbHENLLEM BTOPOI (Mocae UckyccTeoBee-
HUA) Nnpodeccuelt 1 rMaBHbIM UCTOYHMKOM 3apaboTKa.

Torga oH nosHakomwuscs ¢ Onbroit OcunoBHoOM PoiTeHbepr — MUCKyc-
CTBOBEA,OM M 3HTY3MACTOM KMHOKAYOHOro ABUXeHUA. «Onbra OcunoBHa Polt-
TeHbepr (1923-2001), — nucana PeBekka PpymKuHa Ha caliTe « TPOULKKIA Ba-
puaHT — Hayka», — 6blna Yes0BEKOM, HEOObIYHBIM BO MHOTMMX OTHOLUEHMSX.
ObpemeHeHHana Cc AeTCTBA TAXKeNoW 6onesHblo, nepeaBUraBLLancaA Ha KOCTbI-
NAX — B Jly4LWEM C/ly4ae C NanKkon, — oHa bblna NOABMMKHA HE TOIbKO AyXOBHO
W AYWEBHO — OHA M PpM3nYeckn bbina HeyTomnma, ecnmn atoro Tpebosano ee
Oeno. [...] B1960-e rogpl Onbra OcnnoBHa yBAEKNACb KUHO — HO, pa3ymeeTcs,
OHa He morna 6bITb NpocTo 3puTesiem. Co CBOMCTBEHHOM ell CTPACTbIO NPUOG-
WAaTb APYIUX N04eln K 6AU3KMM elt LeHHOCTAM, OHA OpPraHW30Baa 3HAMEHMU-
TbIi KUHOKNYO Npy MOCKOBCKOM AOME XyAOXKHWKA M CTaNa ero 6eccmeHHbIM
npeacepatenem. Knyb nmen BO3MOXKHOCTU NOKa3blBaTb GU/IbMbI, HE NpeaHa-
3Ha4YeHHble A4/1A NPoKaTa, U 0bCyKAaTb 3T GUbMbI C UX CO3AaTeNAMM (TaK, B
¢dunbme . CTapoBepoBa Bbl yBUANUTE paccKas o BcTpeye ¢ Peaepuko dennmHu
n [xynbettot MasuHoi). Kak pykosoauTenb Knyba PoiTeHbepr nposoguna
NPOCMOTPbI U 06CYXKAEHUA NYULINX OTEYECTBEHHbIX U 3apybexkHbIX Gpnabmos,
npeacTaBUTENbCTBOBANA Ha popymax M KMHodectusanax B Poccun m 3a pybe-
wom» [22].

Mo uHuumatuee Onbrn OcunosHbl Kupwan Pasnoroe 6bin n3bpax Mpe-
3UAEHTOM oTeyecTBeHHOM deaepauny KUHOKNYHOB U NONYYMA BOSMOKHOCTb
HenocpeacTBEHHO MO3HAKOMMUTLCA ¢ paboToi Peaepaunm mexayHapoaHOMN.

Ha py6exe 1980-x n 1990-x emy [0BENOCb y4acTBOBATb B OAHOM M3
KOHFPEeccoB 3TOM TOrAa OYEHb BAUATENbHON OpraHusaunm [26]. UmeHHo Toraa
CTaszIo ACHO, YTO B MUPE CYLLECTBYET AB8a TUMNA KMHOKNYHOB, TONbKO OAMH U3
KoTopbIx cywectsoBan B CoBetckom Coto3e. BONbWNHCTBO NpeacTaBieHHbIX
Ha KoHrpecce KMHOKNYy60B Bblnn topuanyeckm o60cobaeHHbIMM CaMoCTon-
TENbHbIMW OPraHM3aLMAMM, UHOTAA BeCbMa KpynHbiMU. OHM Ha3biBaNWCb B
aHrnon3blMHOM BapuaHTe Film Society (6yks. KuHoobuwiectBo vnam KuHoco-
06uecTBo). XoTA 3TOT TEPMMH YaCTO NEePeBOAUTCA Ha PYCCKUIA A3bIK KaK Ku-
HOKNY6, 3TV OpraHM3aLMmn CUCTEMATUYECKM 3aHUMAKOTCA NOKasoM GUAbMOB,
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CNOXHbIX AN BOCNPUATUA, GUABMOB, TPEOYIOLLMX cneLnanbHON NOATOTOBKM,
dunbmoB ana ntobuTteneit KUHO Kak MCKycCTBa. Bo ®paHLmMK UX yBaXKUTENBHO
Ha3bIBalOT CMHEOUNAMM, Y HAC — KMHOMaHaMM [23], uTo BanKe K amepuKaH-
ckomy «filmbuffy.

Takoro poaa opraHmsaumm 6biam 0cobo pacnpocTpaHeHbl B Bennkobpu-
TaHUM, 3 3aTEM MepPeKoYeBas v, B OTIMYME OT TPAAULMOHHBIX €BPONENCKUX
KUHOKNY60B, 1 B CLUA, rae coxpaHUAUCh No cel AeHb, HO y¥Ke Kak bonblune
HEKOMMEpPYEeCKMe opraHMsaumu. B kauectse npumepa mMoxkHo npueectu Film
Society B /IMHKONbH-LIeHTpe B Hblo-MopKe, rae nposogatca 6onblume dectu-
BaAn. Ero KynbTypTperepckana paboTa onupaetcs Ha camo Cyw,ecTBOBaHWeE
JINHKONbH-LEHTPA W KaK 34aHUA, U KaK KY/bTYPHON HEKOMMEPYECKOW OpraHu-
3aUMM — U yKe A0BOJIbHO AA/IeKO OTCTOMT OT TeX NMepBOHAYabHbIX KAYOHbIX
06beAMHEHMI, C KOTOPbIX BCE HAYMHANOCH.

B HacTosLee Bpema KnybHbIit npokaT B CLLA pa3BmBaeTcs No yHUBEPCU-
TEeTaM U KMHOAPXMBAM, NP KOTOPbIX MOTYT CyLLECTBOBaTb M OpraHM30BaHHbIe
KUHOK/Y6bI.

B oTanume ot Film Societies Film Clubs (cobcTBeHHO KMHOKANY6bI) cyLue-
CTBOBA/IM MPU LUKOMIAX M BbICWUMX Y4EOHbIX 3aBEAEHUAX KaK camofenTeNbHble
06beAVHEHMA UM OPraHM30BaHHbIE KYPCbl A/A BHEKNACCHOW paboTbl. OHU
6b1211 6oNbLLE NOXOXKM HA TO, YTO CYLLECTBOBAJIO Y Hac. PasHuua 6bii1a B TOM,
YTO TaKkoro pofa geatenbHocTb B CCCP BnacTam HepeaKo npeacTasnsaach ob-
LLLeCTBEHHO ONaCHbIM NPOBOAHMKOM «TNETBOPHOIO BAMAHMA 3anaaa».

B CoseTckom Coto3e, B rofibl «OTTENENN» KMHOKNYOHOE ABUMKEHME He
OYeHb NOOLLPANOCH FOCYAAPCTBOM, He BblN0 KECTKO OpraHn30BaHo, a, CKopee,
dopmmpoBanocb CTUXMnHO. KMHOKNYObI 06beanHANM BOKPYT cebs ntoaei, 3a-
MHTEPeCcOoBaHHbIX B KMHO KaK MCKYCCTBE U B MPOCMOTPE Tex Gpuabmos (B Tom
yucne M OTeYeCcTBEHHbIX), KOTOpble BbIMYCKAa/MCb B Hallei CTpaHe orpaHu-
YEHHbIM TUPAXKOM B A,BECTU KOMWM, T.e. NONaZanm TOAbKO B Camble KpyMHble
NPOKaTHblE KOHTOPbI, FAEe OCeAanu 1, Kak Npasuao, BoobLle He BblAaBaNUCh,
XOTA MPAMOTO 3anpeTa Ha 3TO He 6bla10. Tak UM MHaYe, UMEHHO B KMHOKAY-
6ax HauMHanacb XM3Hb 3TUX GUIBMOB, MOTOMY YTO GOPMANIbHO OHU He Obln
3anpeLLeHbl, X MOXKHO BblN0 NONYYaTb B NPOKATHbIX KOHTOPaX 3a A40CTaTOY-
HO YMEPEHHYIO NNaTy, U, CAamoe MaBHOE, MOXHO bbl/I0 Ha 3TUX OCHOBAHMUAX
npurnawwaTb Ha BCTPEUYU PEXUCCEPOB, MHOMAA aKTEPOB, CLLEHAapUCTOB, CO34a-
Tenen GUAbMOB, U CO34aBaTb TAKYO KY/JIbTYPHYIO CPeay He TOIbKO B KPYMHbIX
ropoaax-MmANNOHHMKAX, HO U B HEBONbLUMX HAceNeHHbIX NyHKTax, rae ¢pop-
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MWPOBaNIUCb MHOTAA KMHOKY6bI, UMeloLMe AOBObHO CEPbE3HOE BAUAHME U
3HaueHwue.

3HauMTeNnbHas 4acTb KMHOKNY6OB co3gaBanach (OPULMANBHO UAKN He-
dopmanbHO) Npu BbICWKX Y4ebHbIX 3aBEAEHUAX, YHUBEPCUTETAX, A€ KUHOMA-
Hbl cobMpanncb, CaMoopraHM30BbIBaNUCD, U 3aABNAAKN O cebe, NpeBpalLanch
B MECTO BCTPeYM Tex Ntofei, KOTopble 3aMHTEPECOBaHbl B CEPbE3HOM MOMUC-
KOBOM KMHOWCKycCcTBe. B EBpone aTto nponcxoamno B KoHue 1950-x — Havane
1960-x B Nopy BbIABUMKEHWUA HA NEPBbIA NAaH UHTEANEKTYaNbHOTO dunocod-
CKOTO KMHO, B rofibl, KOra BO BCEM MUpPE COKPALLANOCh KOIMYECTBO KMHOTEA-
Tpos. B Poccmm 3TOT npouecc nonaeT 3HaYnTeNbHO NO34HEE, TONbKO C KOHLA
1960-x, n bygeT cBA3aH C pacnpocTpaHeHuem TenesuaeHua. PasrpaHuyeHue
KMHO Ha Xy[OXeCTBEHHOe N KOMMEPYECKOE, Ha KMHODUIbMbI, MMetoLLne ce-
Pbe3HYH XYAOXKECTBEHHYIO LIeHHOCTb, U JIeHTbI, KOTOPble MPEVMYLLECTBEHHO
CO34aBanuCb Kak noTpebuTenbckue ToBapbl, NePBOHAYaIbHO Obl0 BECbMA
ycnosHbiM. U Te, U apyrne GUAbMbI BbIXOAWAM B OAHY U Ty Ke NPOKATHYHO
CeTb, BbIMYCKANUCb B OLHMUX M TEX YK€ KMHOTeaTpax, cobupanu, npasaa, pas-
Hble ayauMTOpPMK NO BO3PAcCTy, COLMANBHOMY COCTaBY U T.4., HO Oblan OTKPbITHI
ANA Bcex. BbiTecHeHMe cepbe3HO NPoAyKLUMK Ha cBoeobpasHyto nepudepuio
becTMBanbHOIO AN apTXayCHOTO KMHO NPOM30LLA0 3HAYUTENbHO NO3AHee.

B 1970-e roabl N0 Mepe yCUAeHUA KOHTPOA 3a KUHOpenepTyapom U no-
ABNEHMA Bce bonbliero Koanyectsa GUAbMOB, KOTOpble BbIAN paspeLleHHbI-
MW, HO He NOKa3blBa/UCb, GOPMMUPOBANUCH KY/IbTOBbIE pPeXUCCEPCKME dUry-
pbl, K KOTOPbIM OTHOCMAUCL: Knpa MypaToBa, AHApel TapKOBCKUI, a TaKke
MOOAble PEeXMCCepPbl, KOTOpble, Tak UM MHAye, 3aBOEBaN NOMYAAPHOCTD,
W Te NpeacTaBUTEIN CTapLIEero NOKONEHWA, B Kapbepe KOTOPbIX MOABAAAUCH
CNOXHOCTU. Mo Mepe Toro, Kak cBa3n npodeccnoHanbHoM cpespbl ¢ KUHOKNY6-
HOW HenpodeccMoHanbHOW cpeaiol YKpennsaauch, sce 6onblie 1 6onblie pe-
YKMCCEPOB, UCKANM CBOIO ayAMTOPUIO B KMHOKJ/IY6aX, MOCKO/bKY HE Haxo4uam
€e B MAaCCOBbIX KMHOTeaTpax. ITO ABUXKEHME NPUOBPENO LOBOIBHO BaXKHYHO
KY/NIbTYPHYI0 GYHKLMIO.

OfHUM M3 3HTY3MACTOB KUHOKNYOHOro ABWMKEHWA B TOT Nepuos U B
AanbHelwem n 6bin lfeHHagui MNonoka, KOTopbIA B KAKOW-TO MOMEHT BO3r/1a-
BUA yKe ynoMunHasLumnitca OprkomuteT Coto3a KuHemaTorpadmcTos no Boccos-
AaHuto ObLiecTBa 4py3eit KMHO.

B ToT nepuog K.3. Pasnorosy f0BOABHO YacTo NPUXOANAOCH €34UTb MO
KMHOKNyBam cTpaHbl. HekoTopble M3 HMX BblAM XOPOLLO M3BECTHbI, 0COBEHHO
Te, KOTOpble coyeTann B cebe NOOUTENBCKYIO KMHOCTYAMIO U KUHOKNYD ans
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obcyKaeHVsA GUIbMOB Kak, Hanpyumep, KWHOKAY6 «FOHocTb» B ipocnasne, rae
6b1/1a LOBONLHO CEPbE3HAN ayAUTOPMUA AN TaKOro poaa BCTpey.

YKpenieHue cBaseil Mexay KMHOKAy6amu pasHblX CTpaH crnocobcTso-
Ba/I0 TOr4a LOCTaTOYHO CNOXHOMY npoueccy obmeHa Gpuabmamm, NMOCKONb-
KY CYLLECTBOBA/IM TOJIbKO M/IEHOYHbIE BapWaHTbl, KOTOPbIe BbIN0 AOCTATOYHO
TPYAHO NepeBo3nTb Yepes rpaHuLy, Hago 6bl10 NosyyYaTb PasHOro poaa pas-
peweHus, n 0bmeH Gpuabmamu He Bbla cucTemaTyeckum. Ho 3aTo cuctema-
TUYECKMM CTa/l0 Ha/NaXKMBaHME KOHTAKTOB, MPOBeAeHMe Pa3HOro poja cose-
WaHWI, KOTopble He Cpasy CTa/sM BOCMPUHUMATLCA KaK TIeTBOPHOE BAUAHUE
3anaga. B 3TOT nepuog, Kak pas MMpoBO KMHemaTorpad u KnHematorpad co-
BETCKWI Pa3BMBaNNCL B EAMHOM HanpasieHUN NPEBPALLEHNA KMHO B Cepbes-
HOE UCKYCCTBO.

Mo mepe HapacTaHMA MONUTUYECKOTO KOHTPOAA M 060CTPEHNA MeXKAYHa-
POAHOM 06CTAaHOBKM, a TaKKe NOPAKEHUA CTYAEHYECKMX BONHEHWIA HA 3anage
W B pesysbTaTe BBOAA BOMCK CTpaH BapLlasckoro 4orosopa B 4exoc/10BaKuio,
KMHOKNYBbI NprMoBpenn CTaTyc HernacHom onnosuLmMmn TOMy, YTo NPOUCXOANI0
B CTPaHE M B MMpE B CBOEM CTPEM/IEHUM COXPaHUTb U MOKas3aTb Te GpuibMbl,
KOTOpble A0 3KPaHOB Aa/IeKo He BCerga Aoxoawaun. KMHoknybbl cTpemuamncs
He TOJIbKO MX NMOKasblBaTb, HO U KAKUM-TO 06Pa3oM yCTpanBaTb BOKPYT 3TOTO
[LOBOJIbHO BakHble KyAbTypHble cObbITMA. Henb3a He cKasaTb Npu 3TOM, YTO
yuebHble 3aBeieHMA U YHUBEPCUTETbI NPOAOMKAAN UrPaTb B KMHOKNYBHOM
[ABUXKEHUWN O0BONbHO 3HAYUTE/IbHYIO POJb, TaK Xe, Kak U MHCTUTYTbI U opra-
HM3aLMM KYNbTYPbI.

YPOKWU KPU3NCA

MonbITKa BO3pOANTb KUHOKAYOHOE ABWKeHMe nocae MAToro cbesaa co-
BETCKMX KMHemaTorpaductos (1986) B xoae nepecTpoiku KMHOOTPACAH, Ko-
TOpas OKOHYMNACb OYEHb MEeYasbHbIMK A1 KMHO MNOCAEACTBUAMM, YCNIEXOM
He yBeH4anacb. KMHOKNY6bl B HOBOWM CMCTEME KOMMEPLMANN3aLMM KUHEMa-
Torpada MNLWNANCH paHee CyLL,eCTBOBABLLMX BO3MOXKHOCTEN, @ GUNbMbI, KOTO-
pble OHW XOTEe/IM MOKa3bIBaTb, TaK UK MHaYe BblaKn BbIMYLLEHbI B KMHOTEATPDI
B pe3y/bTaTe AeATeNbHOCTU KOHGIMKTHOM Komuccumn Cotosa KuHematorpadu-
CTOB, e YCNexom He Nob30BaNUCh U AOBOALHO BbICTPO COLIAN C SKPAHOB.

ITOT npouecc obocTpuaca ewe M n3-3a o0bLWEro Kpusmca POCCUICKOM
KMHemaTorpadum n nNpakTUYECKOro MCHE3HOBEHMA CUCTEMbI MPOKaTa Nog BO3-
ZlelicTBMEM PA3HOro pPoja BUAEOCA/IOHOB, KOTOPbIe MyBIMYHO NOKa3biBaAu BU-
[leo3anucu, ana ny6MYHOro NPOCMOTPa He NpefHa3HaYeHHble, U, KaK Npasu-
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N0, NJI0XOro KayecTsa. 3ToMy nocnocobcTBoBano HavaBlweecs B 1980-e roabl
pacnpocTpaHeHue BugeomarHntodoHos. CTonnm BuaeomarHMTodoHbl Toraa
[0pOro, KacceTbl K HUM — TOXe, U NO3BOANUTL cebe ya0BObCTBUE CMOTPETD
KMHO, cnaa Ha coBCTBEHHOM AMBAHE, MOT AAZIEKO HE KaXKAbl rpaxAaHWH
CrpaHbl CoBeToB. 3TO NMPMBENO K CO3AAHMIO NOTYNOANONbHbIX BUAEOCAIOHOB,
B KOTOPbIX COBMpPanncb 3pUTEAN U 3@ YMEPEHHYIO NAATy CMOTPEaU TOT UK
WHoW ¢unbm. B 1986 rogy Bnactu, YTobbl KaK-TO B3ATb CUTyaLMIO NOJ KOH-
TPOAb, AaXKe NOCTAaHOBW/IM OTKPbIBaTb OPULLMANbHbIE BUAEOCANOHbI, HO NMOTOK
NMPaTCKOM KUHOMPOAYKLUUM U POCT Yncna BUAEOKAYOOB NO MHTepecam ocTa-
HOBUWTb HbIIO yXKe HEBO3MOKHO.

BOT Kak BCNOMMHAET 3HAKOMCTBO C BUAEO My3blKaHT AHApel MaKape-
BMY: «B 1980 rogy mbl 6bia1 B TOMAUCK M HAC NPUIIACKMAN B TOCTU, TOBOPU-
NN, cervac NpusesyT TeNeBU30p M BUAeoMarHUTodoH. Mokasanm Ham Toraa
dunbm “Tpeyeckas CMOKOBHUUA”» [24]. BUaeocanoH cTan BECOMbIM KOHKY-
PEHTOM KMHOKNYDY, TaK Kak BK/KOYan B CBOW penepTyap To, YTO ABAANOCH He-
KenaTeNibHbIM 419 COBETCKOTO 3KpaHa — 3POTUKY, yrKacbl, BOEBUKM.

Becombim 06CTOATENBCTBOM CTaNM MONAUTUYECKME peannn. B ycnosusax
HecTabunbHOM CUTYaLLMM UCKYCCTBO CTAN0 OTCTYNaTb HA BTOPOW NAaH, U KNy6
CTAHOBM/ICA MECTOM NOAUTUYECKUX AUCKYCccuid. KuHoses Muxann Kynepbepr
paccKasbiBan 0 paboTe cBoero KMHOKNyba «PaKypc» B 3TOT nepwuog: «Ha ob-
CYKOEHMAX 3a4acTyto pasroBopbl 6bian He 06 3cTeTUKe PunbMa, a 06 obLe-
CTBEHHO-NOIUTUYECKOM cocTaBaatowen. C cepeanHbl 80-xX rog0B Mbl CTann CO-
TPYAHMYATL C PPAHLY3CKUM, NONBCKMM, HEMELLKMM NMOCO/IbCTBAaMU, Y KOTOPbIX,
nommMmo npouyero, 6bina cobcTBEHHAA KMHOTEKA. A TOYHO 3HAA, YTO K HaM Ha
ceaHcbl xoaAaT npeactasutenu KI'b, 1 Becb Halw coBeT Knyba noovepesHO Npu-
rnawanu Ans coTpyaHuYecTsa. MOXHO BblN0 HAc 3aKPbITb, MOTOMY YTO HapOA,
He TOT cobupanca — uHTennureHuma. HUKakoro paboyero Knacca, KPecTbsaH-
cTtBa. foBOpWMAM BOr 3HAET UYTO, HE CTeCHAACb B BbipaxeHusax» [17]. Ero kon-
nera, bopuc KpeiiH, ocHoBaTenb KMHOKAY6a «CoOBPEMEHHUKY, TaK OMMUCbIBaET
CNIOXMBLUYHOCA cuUTyaumio: «lpaHyslaa B 1980-x nepecTpolika 3HaMeHoBana
nogbem — AYXOBHbIN, 0blwecTBeHHbIA. CTann co3gaBaTbcA O6LLECTBEHHbIE
ABUXKEHUA. AKTUBUCTbI KMHOKAYBA npurnacunn pebat us apocnasckoro “Ha-
poaHoro ¢ppoHTa”, opraHn3oBanu ero otaeneHue B PbibuHcke — “Mpynny co-
OeucTBMA nepecTporke” — yBNEKAUCb MNOAUTUKOW. EcTecTBeHHO, NPodKoOm
BKyMe C MapTKOMOM He MOI/IN cTepneTb NogobHOM BObHOCTH B CO6CTBEHHOM
BoTYMHe. Mocne usrHaHua us “Asmatopa” (oM KynbTypbl, B KOTOPOM pac-
nonarasnca KMHOKAY6 — MpuM. aBT.) yneHbl coBeTa “CoBpemeHHMKA” 3aperu-
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CTPUPOBANW KMHOKIYD KaK OPAULLO M 3aHANUCH NPOKATHOW AeATeNbHOCTbIO»
[25, c. 61].

C HacTyn/ieHMem NepecTpoviKK, a 3aTeM M CMEHOW BAacTu NOABNAETCA
eule 6onee cywecTseHHaa npobnema: oTcyTcTBne dUHAHCUMPOBAHMUA. YcTape-
BaeT TEXHWKA, He BblAENATCA AEHbMM Ha ONAaTy TPYAa, 3aKpbiBalOTCA UK
CLAl0TCA B apeHay KMHOTeaTpbl M AoMa KyabTypbl. OTTOK 3puTenei CTaHoBUTCA
MOXOX Ha naBuHYy. MHOIMe KpynHble KUHOKNYObI, He Bblaep:kueasa besseHe-
b, 3aKPbIBAOTCA UK, KaK «COBPEMEHHMK», HAYMHAIOT 3aHMMATbCA KOM-
MepyeckMm npokatom. OgHaKo KpynHenwme KMHOKAY6bI, MO C10Bam MX CO3-
naTenen, u B 3To Bpemsa cobupatoT nybuky.

30 HoAbpa 1991 roaa 6bina yupexkaeHa Pesepaums KuHoknybos. Mep-
BOW ee 3aZa4el H6b110 pa3BUTUE KUHOKNYOHOTO NPOKAaTa, 04HAKO B Te rofbl U B
TeX YC/NI0BUAX 3Ta UHULLMATMBA OKa3a/1acb YPE3IMEPHO CI0XKHOM U Pa3BUTUA TaK
1 He nonyuunna. Ceiyac PeaepaLma HACUMTbIBAET MHOMECTBO Y/IEHOB, aKTUB-
HO coTpyAHMYaeT ¢ MOCKOBCKMM MexAyHapoaHbIM KUHOGECTUBaNEM U B €r0
pamkax yupeguna «Npu3s Pegepaummn KMHOKNY60B Poccumy.

Tem He MmeHee B NOCNeAHNE AECATUNETUA, TaK UAN MHAYeE, KUHOKAYOHOe
ABWKEHME CTaNo BO3POMKAATbCA BHOBb, M OMATb BO3HMK/IA HEOBXOAMMOCTb
KaKMM-TO 06pa3om CBA3ATb OTEYECTBEHHbIE KMHOKNYObI C TEMM KNyBHOro TMNa
OPraHM3auMAMM, KOTOPbIE CYLLECTBOBA/M M CYLLECTBYIOT B pa3HbiX popmax B
3anagHoeBPONENCKMUX CTPaHax, Tenepb yxe B EBponeickom cotose, U B Tex
cTpaHax EBponbl, KOTOpble He ABNAIOTCA ero YaeHamn. Ha Kakoe-To Bpems ak-
TUBM3MPOBA/IUCH CBA3U MEXKAY aMEePUKAHCKUMMU YHUBEPCUTETAMM U POCCUI-
CKMMW KMHOKNY6amK, HO 3aTem 3TOT MHTEpeC yrac ¢ ob6enx CTOPOH nog Bos3-
Aenctenem obocTpeHMa MexayHapoaHOM 06CTaHOBKM M OTOLLEN Ha JaNEeKyLo
nepudepuio KuHemaTorpaduyecknx MHTepecoB. Tak 4TO KUHOKNYBHOe ABUMKe-
Hue B Poccuun B Havyane XXI BeKa BHOBb CTa/sio ABAIEHWEM NO NPEenMyLLEeCcTBY
HaLMOHa/IbHbIM, OTPaKaKOLWMM 0COOEHHOCTM HALMOHANBbHOMO KUHOMPOKAaTa U1
HeobxoaMmocTb GOPMUPOBAHMA, MOMUMO MOCTOAHHO PACTyLEN CETU KMHO-
dectnsanen, cuctembl KNyBHOro NPOKaTa, KOTOPbIM NO3BOAAN Obl MOKA3bIBATb
3puUTeNaM Te GUAbMbI, KOTOPble M3HAYabHO He 6bln U He [OMKHbI 6blan
6bITb paccyMTaHbl HA MACcCOBbI KOMMEPYECKHUIA ycnex MernHCTPUMa.

MepexunB TPYAHbIV Nepuoa, KUHOKNYDObI BO3BpaLLatoTcs B bonee kamep-
HoM ¢dopmate. Bo MHOMMX KpynHbiXx BY3ax nepuogmyecku npoxogaT nokasbl
apXUBHOIO UM COBPEMEHHOTO aBTOPCKOTO KMHO. K npumepy, aecaTtb neT Ha-
3a4,6bl1 BO3POXKAEH KUHOKAYD MY, KOTOpbIN cobUpaeT 3puTeneit No seyepam
ABaXAbl B Hegento — B cyb60Ty 1 B BockpeceHbe. CnocobcTayeT KUHOKAYBHO-
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My OBUNKEHUIO U AeaTenbHoCcTb BMMKa, coTpyAHMKIM KOTOPOro perynsapHo npo-
BOAAT BCTPEYM, NMOKa3bl M 06CYKAEHUA B PAa3NINYHBIX POCCUMCKMX KUHOKNYDaX.

MHorne KMHOKNYHbI CO34at0TCA UCKNHOYUTENbHO NO IMYHOM MHULMATU-
Be KOro-mb60, Ucnosb3ys NpocTpaHcTea Kade uam [K, u Toxe cobupatoT cBoto
ny6auKy. Hanpumep, 8 MOCKOBCKOM Kade «CTaKaH» Kaxapli1 BTOPHUK cobupa-
€TCA TBOPYECKan MO/I0AEKb, YTOObl NOCMOTPETb U 06CYAUTL aBTOPCKOE KMHO,
He Bcerga 3ameTHoe B 06Lem notoke Hdopmaumn. Unun knyb «KnHomactep-
CKan», PacnooXKUBLUNICA B MOIOAEKHOM LEHTpe ropoga yKOBCKOro, Ko-
TOpbIN yaensetr ocoboe BHMMaAHME BCTPEYaM C aBTOpPamMM, Y4ToObl NoAPO6HO
paccnpocuTb O TOM, KaK e CO3aeTcA KMHO.

M3MeHMNCA C COBETCKMX BPEMEH M MOAXOA K YNEHCTBY B Knybe: Tenepb
BCE peXe MOXKHO BCTPETUTb Kakoe-1Mbo 3340KYMEHTUPOBAHHOE Y/IEHCTBO,
KOTOpOe B NpeXHME BpeMeHa NO3BO/IAIO0 NOCELLATb «3aKPbITble NPOCMOTPbI».
Yalle Bcero ABepu KMHOKYBOB OTKPbITbI 414 KaXKA0ro 3puTens, XoTa MHoraa,
€c/un peyb naet o BY3ax, ato TpebyeT 3aKa3a NponycKa.

MHorune uccnegosateniv U NPAKTUKM YKasblBAOT Ha TO, YTO B Bek WH-
TEpHeTa KMHOKNYD CTaHOBWUTCA HeaKTyanbHbIM. «KOHEYHO, 3puTeneit ceiyac
MeHbLUe, Yem npu «3actoe». OHO M NOHATHO: undposoe TB, DVD, MHTepHET.
3T0 yxKe apyrov Bek», — rosoput Muxaun Kynepbepr [17]. [a, UHTepHeT
AaeT JOMNONHUTENBHOE NPOCTPAHCTBO A8 NMOUCKA U 06CYKAEHNA KMHOKAPTUH
(a Takke npepocTaBAAET BCE 3TO «34€Ch W Ceiryac»), HO UMEHHO XuBoe 06-
LeHWe, BCTPEYU C co34aTeNsiMU, BOSMOXKHOCTb M3 NEPBbIX PYK Y3HATb YTO-TO
HOBOE M NPMOBLWNTLCA K NPEKPACHOMY NPUBAEKAIOT B KUHOKNYDObI BCe HOBbIX
3putenei.

B 3TOoM cmbicne coumanbHble GYHKLUM KMHOKNYHOB B COBPEMEHHOM
MMpe CTanu eLle bonee o4eBULHbLI M KUHOKNYOHOE ABUMKEHMWE CTANI0 OGHUM U3
ABWraTenen xyfoXecTBeHHOro npoLecca, KOTOPbIN HepeaKo Wwen B NpoTUBO-
MOJIOXHOM HanpaBJAeHUW MO OTHOLIEHUIO K MENHCTPUMY.

Hy»HO CKa3aTb, YTO NMepcnekTMBHAA 3a4a4a pa3paboTKM NpoeKTa Knyob-
HOro npokaTa, KoTopblli 6bl 06beaUHUA MeXay cOB0N MHOTOUUCAEHHbIE KU-
HOKNY6bI, cerofHa GopmMmupytoLMecs B CamblX PasHbIX ropoaax, Kak npasuio
BOKPYT KaKMX-TO BbICWIMX y4yebHbIX 3aBeAeHMI, WMHOrLa TeaTpoB, KMHOTea-
TPOB, CTaHOBMUTCA Bce 6onee n Bonee akTyasnbHON. [lo3TOMY, €C/iM TOBOPUTH
0 BO3POXKAEHUM KaKoW-TO dopmbl desepaumm KMHOKAYBOB, KOTOpaa XoTb U
bopmanbHO cylecTByeT, HO GaKTUYECKM NPOCTO 06BEANHAET HECKOBKO Jto-
[eW, NPUYACTHBIX K KUHOKAYBHOMY [IBUMEHUIO B NEPUOA, Er0 PAcLBeTa, T.€. B
60-x—70-x rogax, To, COOTBETCTBEHHO, 3Ta HOBasA cUCTemMa L0KHA GOPMUPO-
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BaTbCA Ha OCHOBE YKPENNEHUA MeXAYHAaPOAHbIX CBA3EN U U3yYeHUA ONbITa,
B Nepsylo ovepespb, HEMELKUX KOMMYHaNbHbIX KMHOTEATPOB, KMHO3a/08B, U
KWMHOKNYBOB B aMEePUKAHCKUX YHUBEPCUTETAX, HY W, eCTECTBEHHO, dpaHLy3-
CKWIA ONbIT, r4e KUHOKNYOHOE ABUNKEHME, NEPEKMB HECKO/IbKO KPU3MCOB, NPO-
[LO/IKAET CYLLECTBOBATb U ABMAETCA [AOBO/JIbHO AaKTUBHOM YacTblO TEKYLLEro
KMHOMpoLecca.

BbI3BaHHbIA MaHAEMMEN MOBCEMECTHbIV KPWU3UC KMHOTEATPaNbHOro
npoKaTa 3acTaBu/ Ha MHorve npobaembl PacnpPOCTPaHeHUA Npou3BeaeHUI
9KpaHa NOCMOTPeTb NO-HOBOMY. 3aMpeTbl HAa KOHTAKTbl MEXAY 0AbMU Bbl-
3Ba/I rON104, O6LLEHMSA, CTANO ACHO, YTO B KMHO XOAAT HE TONbKO ANA MPOCMO-
Tpa ¢ubMa (3TO MOXKHO cAenaTb 1 B AOMALLHKX YCI0BUAX), @ A11A aKTUBHOTO
obuweHua. bes bydeta, obmeHa MHEHUAMM L0 M NOCAEe NPOCMOTPA KMHOTea-
TPbl B 3MOXY MACCOBbIX OFPAHWMYEHUIN KOHTAKTOB MOTEPANMN CBOKO MpUBAEKa-
TENbHOCTb.

MIMEHHO Ha 3TOM OCHOBE CeAyeT pacCMaTPUBaTL NPOEKTbI BO3POXKAEHUA
M HOBBIX TPAHCPOPMaALMIA KUHOKNYBHOTO ABukeHUa. ObcyRaeHUa GUabmos K
WX co3faTeneil B CKaHAA/NbHbIX TENEBU3MOHHbBIX NPOrPaMMax M COLMaNbHbIX
ceTax, 3abBeHMe 06 MCKycCTBe 3KpaHa B Monb3y LMdpP KMHOMOCELLAeMOCTH
npu ecTecTBEHHOM 06PaTHOM [BUXKEHUU MAATHMKA NPUBELET K 06beAMHEHUIO
nobutenein KMHO Kak MCKYCCTBa, KOTOPOE MOoKa Mbl Habntogaem npevmylue-
CTBEHHO Ha KMHOdecTnBansx. CyLLecTByeT MHEHWE, YTO KOHLEHTPaLWUA KOM-
MepyYecknMx HOeBMKOB Ha «MOHTaXKe aTTPaKLMOHOB» NPUBEAET K Napanienb-
HOMY pacnpocTpaHeHuto KMHoKade v KnyboB No MHTepecam, rae eAUHCTBEHHO
M MOXHO BYAeT NoCMOTPeTb PaboTbl BLICOKOTO XYAOXKECTBEHHOIO YpoBHs. 06
3TOM CBMAETE/NIbCTBYET U OMbIT TAKOTO HAaUMHAHUA KaK «Kapo-apT», coeanHs-
towero B cebe Bo3BpaLleHWe Ha H6o/bMe IKpaHbl MUPOBOI KMHOKNACCUKM U
NpemMbepbl OTEYECTBEHHbIX MOMCKOBbLIX U AeBOTHLIX KapTUH. MeTamopdosbl
KMHOKNYBHOTO ABUMKEHUA NPOLOMKAIOTCA AAXKeE B YC/I0BUAX NAHAEMUN.
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KWHO U TENEBUAEHME:
MEXAHU3Mbl MOAAEPHKKM
B COBPEMEHHOW EBPOME

AHHOTaumAa. B ocHoBe COBPEMEHHOTO MUMPOBOrO KMHOMPOWU3BOACTBA iexaT 6o-
nee yem 120 mexaHM3MOB 06LLECTBEHHOM NOAAEPKKM. HaunoHanbHble mogenu
KUHOWHAYCTPUM GOPMUPYHOTCA B 3aBUCUMOCTU OT CTEMNEHWN BOB/IEYEHHOCTU rOCY-
[apcTBa B perynMpoBaHue pbiHKa B faHHoW cdepe.

B co3gaHuu eBponencknx Urposbix GpuaIbMOB UX MPOAIOCEPDI ONMPAKOTCA Ha NATb
rNaBHbIX UICTOYHUKOB: NPAMOE rocyaapcTBeHHOe GMHAHCUPOBAHME, UHBECTULUN
BellaTenemn, BNOXKEHUA NPOU3BOAUTENEN, NPEeABAPUTENbHbIE NPOAANKM U HANO-
roBoe CTUMynnpoBaHue. Hanbonee BaXkHbIMWU CTAHOBATCA 34eCb Nepsble ABa,
KoTOpble GOKYCUPYIOT COOTBETCTBEHHO 26% 1 21% noaaepiKu.

BO/IbLIMHCTBO eBPONENCKMX CTPaH CerogHa obecneymBaloT GpyHKUMOHUPOBaHME
COBCTBEHHbIX KNHOMHAYCTPUI, MHBECTUPYA B MPOM3BOACTBEHHbIN NpoLEecc Ha-
npamylo — 4Yepes npeasaputensHoe npmobpeteHne n/mMam coBMmecTHoe Npoms-
BOACTBO PUABMOB U TENEBU3UOHHBIX MPOrPaMM, a TaKXKe KOCBEHHO, T.e. BHOCA
BKNafA B HaUMOHaAbHble GOHAbI KUHO. MogobHblIe pOpMbl BNOXKEHMI NOCTOAHHO
pa3BMBAlOTCA, MOCKOJIbKY YXKe 3apeKoMeHA0Banun cebs Kak BecbMa 3pdeKTns-
Hble.

[pyrMe y4acTHMKM pblHKA — 3KCMOHEHTbI, AUCTPUOBLIOTOPLI ayAN0BU3YaNbHOIO
KOHTEHTA M CO34aTe/IM KUNHOKOHTEHTA Ha GU3NYECKMX HOCUTENAX — MOAAEPHKM-
BAlOT HaLLMOHANbHOE U eBPONENCKOe KMHONPOM3BOACTBO B BUAE 0653aTesbHbIX
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B3HOCOB B KMHOGOHABI. YBennueHnto GUHaHCOBbIX 0683aTeNbCTB BellaTeNbHbIX
KOMMNaHMit cnocob6cTBOBaNO NOABAEHME U NONYAAPHOCTb NAatGopm BUAEO MO
3anpocy (video-on-demand).

B gaHHOM 0630pe TakKe npeacTasneHa MHPOPMaLMA O TEXHUYECKMX AeTanax
3TOr0 MHOFO3TAMHOrO MpoLecca: NPUMBOAUTCA KaaccudUKauma AeNCTBYIOLWMX
0653aTeNbCTB CO CTOPOHbI BelaTtenei, a TakKe aHaM3nMpyoTCca MexaHU3Mbl Gu-
HaHCOBOW NOAAEPXHKN KUHOMPOM3BOACTBA TENEBU3MOHHbLIMM KaHanamu.
KnioueBble cN0OBa: rocy4apcTBeHHasn NOAAEPMKKA KMHO, GUCKasIbHbIE CTUMYbI,
obna3aTenbHble cO6OpbI, ayAMOBM3YaNbHbI CEKTOp, 0b6sA3aTeNbCTBa BellaTene,
«MArKME AEeHbrM», Hanorm n cbopbl, HaLMOHaNbHbIA GUAbM, TEeNEeBU3UOHHaA
MHAYCTPUA

UDC 791.6 + 654.1 + 658
LBC 85.374(3) + 76.032 + 65.290

GALIYA M. YUSUPOVA

State Institute for Art Studies,
Moscow Art Theatre School,
Moscow, Russia

ResearcherID: AAT-5009-2021
ORCID ID: 0000-0002-1767-8876
e-mail: usupova33@mail.ru

FILM AND TELEVISION:
FINANCIAL SUPPORT FACILITIES
IN MODERN EUROPE

Abstract. Modern global filmmaking is fed by more than 120 public support
mechanisms. Depending on the degree of government involvement in film
industry market regulation, the national models in this area may vary.

When it comes to European feature films, the producers ride on five main sources:
direct government funding, broadcasting investment, producer investment, pre-
sales, and tax incentives. The most important here are the first two, which focus
26% and 21% of support, respectively.

Most European countries today provide their film industries by investing in the
production process directly—through the pre-acquisition and/or co-production
of films and television programs, and indirectly, by contributing to their national
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film funds. Such forms of investment are constantly evolving, since they have
already proven themselves to be very effective.

Other market players—exhibitors, distributors of audiovisual content and
creators of film content on physical media—support national and European film
production through compulsory contributions to cinema funds. The emergence
and popularity of video-on-demand platforms has boosted broadcasters’
financial commitments.

The article also provides information on the technical details of this multi-step
process: the author classifies the existing types of broadcasters’ obligations, and
analyzes the mechanisms of financial support for film production by television
channels.

Keywords: government support for cinema, fiscal incentives, mandatory compul-
sory contributions, audiovisual sector, obligations for broadcasters, “soft money”,
taxes and levies, national film, television industry

O TOM, YTO MepemeHbl B CYLLECTBYIOLWEN OTeYeCTBEHHOM cUCTemMe Noa-
AEPXKKN KUHO HEOBXOAMMbI, CErofgHA roBOPAT NPaKTUYecKn Bce npodeccuo-
Hanbl KMHOOTpAcau. dPPEKTUBHOCTb PACXOA0BaHWUA BLOAKETHbBIX CPEACTB,
NMOMOLLb «KOMMAHUAM-IMgepam» 6e3B03BPaATHbIMU KpPeauTaMu Bbi3biBaeT
MHOXECTBO BOMPOCOB He TO/MbKO Y KMHOCOOOLLECTBA, HO M Y CAMUX YMHOB-
HWKOB. MexXay Tem, eaMHCTBEHHbIM KpuTepuem 3bGeKTUBHOCTM rocydap-
CTBEHHOW NOAAEPKKMN KMHO CUMTAETCA [0S OTEYECTBEHHbIX GUNBMOB B NPO-
kaTe. COOTBETCTBEHHO, [1aBHAA Le/ib KOMNJAEKCa afiMUHUCTPATUBHbBIX Mep B
nocnegHue roabl — yBennyeHue 3Ton Joau. Hu TBopyeckme pesynbraThl, HU
KaccoBble cbopbl, HU 3aBOeBaHWE COBCTBEHHOrO 3pUTENs He ABAAITCA Mpu-
OpUTETHBIMM 33Ja4aMMU.

B Takom cnyyae o6paTMMCA U Mbl K 06BbEKTUBHBIM LiMbpam npokaTta oT-
€YeCTBEHHOIO KMHO?.

PeHTabenbHOCTb POCCUIMCKOrO KMHO mno mToram 2020 roga cocTaBua
Bcero 7,36 %: U3 95-TM O0TeYEeCTBEHHBIX PEM30B NPUObLISIbHLIMWU CTaNU TO/b-
Ko 7. To ecTb GMHAHCOBbLIE BNOXKEHMUA B OCTasibHble 92,6% POCCMINCKOrO KMHO
okKasanucb HeaddekTMBHbIMK. B 2019 rogy u3 161 oTeuecTBEHHOrO penusa B
KMHONpOKaTe NpubbiNbHbIMK cTanu 12, 31o 7,45% (HanomHWUM, YTO penmns cun-
TaeTcA OKYMUBLUMM CBOE MPOM3BOACTBO, eC/iM cHopbl KaK MUHUMYM B 2 pasa
NPEeBbICAT 3aTpaTbl Ha NPON3BOACTBO.)

[Jona oteuectBeHHOro kKnHo B 2019 rogy coctasuna 20,9%. fecatb net
Hasag, B 2009 roay nocnegHuii pas B AeCATKE NMAEPOB NpokaTa 6bi1o 5 poc-

! laHHble npuBeaeHbl no ctatbe C. Jlasposa [1].
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CUcKknx pennsos. B 2019 roay, no gaHHbim ®oHAA KMHO, 3TO 0AUNH GU/bM,
«T-34» [2]. 3a 10 nocneaHux NeT yObITKM POCCUIACKOM KUHOUHAYCTPUM OT Npo-
BaJIbHbIX KWHOMPOKAaTHbIX pesin30B cocTasunn $3,5 mapa. 3a 2019 rog, oteue-
CTBEHHAsA KMHOOTPAcAb noTepana ewe 10 mapa. pybnen.

KnHooTpacib pas3BMBaeTcA MpW HaAcTOMYMBOM Y4aCTMM TFOCYAApPCTBa,
KOTOpPOE Ha CEerogHsALWHNIN aeHb He npeanaraet adpPpeKTUBHOW Moaenu noa-
OEPKKU — HU MO KakuM-nbo 3apybexHbim o6pasuam, HM No cobctBeHHOMY
peuenty. Mpu 3TOM rocyaapcTBO NPOAO/NKAET MHBECTUPOBATL B KMHO 3Ha-
YuUTeNbHblE CYMMbl, OGHOBPEMEHHO YCW/IMBAA WAEO/0TMYECKOe AaB/EHMeE.
MMmeHHO rocynapcTeo B anue MUHUCTEPCTBA KybTypbl 1 PoHAA KMHO, MO CyTH,
CTaNo reHepasibHbIM NPOACEPOM HAaLMOHANBHOIO KuHemaTorpada.

Ecnn cuutaTtb, No norvke MuHUCTEPCTBA KynbTypbl M PoHAA KWHO,
YCMexomM O0TPacaun A0 HAaLUMOHANbHOIO KMHO B NpokaTe, byaeT nonesHo ob-
paTUTLCA K AaHHbIM MO eBponeicknm ctpaHam. Lindpbl, onybamkoBaHHble
European Audiovisual Observatory (OBS) no 2018 roay, roBopsT 0 TOM, YTO
JaXKe Mo 3TOMy MoKasaTento Poccua cunbHO yCTynaeT He TOIbKO CTapenwmnm
KMHOAZEepKaBam EBponbl, HO 1 KMHemaTorpady TypLmK, KOTOPbIN CTPEMUTENb-
HO pa3BuBaeTca nociesfHue rogpl (Tabn. 1).

Ta6nuua 1 [Table 1]

[ona HauMOHaNbHOro KMHO B NpoKare (2018)

Share of national cinema distribution (2018)

CrpaHbl [lona HauMOHaNbLHOrO KUHO B NpOKaTe
cTpaHbl (2018 1.)

Typuns 63,4%

BesmkobputaHus 44,8%

[OIETNVE 39,0%

Monbwa 33,8%

Poccus 28,5% (2019 1. — 20,9%)

lepmaHua 23,5%

[aHHble EBponeiickoi ayanosusyanbHol obcepsatopumm [3]

Source: European Audiovisual Observatory (OBS) [3]

OueBMAHO, YTO CYLLECTBYET HacToATeNbHaA HeOBXoAMMOCTb B Nepeoc-
MbIC/IEHUW B3aMMOOTHOLLEHMM rOCYAAPCTBA U KMHemaTorpada. B aTux ob6cton-
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TeNbCTBAX NPEACTaBAAETCA IOTMYHBIM M NOJIE3HbIM 06PaTUTLCA K OMbITY €BPO-
NeNCKUX CTPaH, CO3A4aBLUMX CTPOMHYIO M 3dpdeKTMBHO paboTatoLlyto cucTemy
noaAep*KK1 HauMoHaNbHOro KNHOMNPOWU3BOACTBA.

HecmoTps Ha cyluecTsytollMe pa3inuma B cnocobax NoaaepKKn KyabTy-
pbl U, B YaCTHOCTU, KMHEMaTOrpada, HeobXoAMMOCTb Y4acTUA rocyaapcTBa B
3TOM MPOLECCE HE BbI3bIBAET COMHEHWUN. U B LLeSIOM CEerogHsa HacuMTbIBaeTCA
cabiwe 120-T1 MexaHM3MOB OOLLECTBEHHOM NOAAEPHKKM.

CeroaHsa B 35-T eBPOMENCKMUX CTpaHax, AOCTYNHbIX ANA aHanu3a’Z, aen-
CTBYIOT NpumepHo 250 PpoHA0B, HaUENeHHbIX Ha Pa3sBUTUE KMHemaTorpada
[4, p. 29]. Unudpbl MOryT HE3HAUUTENIBHO MEHATHLCA oA, OT roAa, Tak Kak oaHu
$OHAbI 3aKpbIBAKOTCA, HA CMEHY OTKPbIBAKOTCA ApYrne NpoUCXOAMUT CAnAHWNE
n peneHve GoHAOB, HO B LLEe/IOM KOIMYECTBO GUHAHCUPYIOLMX OpraHM3aLmit
HEN3MEHHO.

Puc. 1. Pacnpegenexune GoHA0B No reorpaduyeckomy NpuHLmMy.
[axHble EBponelickoii ayanosmusyanbHol obcepsatopum [4, p. 29]

Fig. 1. Geography-based distribution of funds.
Source: European Audiovisual Observatory (OBS) [4, p. 29]

Kak Buamum, Hambosbliee YNCN0 GUHAHCUPYIOLLMX KMHOOTPACAb UHCTU-
TYUWIA HaxogmMTCA Ha BHYTPEHHEM, peroHasbHOM ypoBHe (puc. 1). Tak, Ha-
npumep, B fepmaHum BcA CTPYKTYPa NOALEPKKU KMHO M Ky/IbTypbl B LLEJIOM
obcyxaaerca He Ha deaepanbHOM YPOBHE, a B pernoHax/ gpenepasibHbix 3em-
nax. MonosumHa ns €350 MAH., eXXerogHo BblenAemblX Ha NOAAEPHKKY HeEMeLL-

23aecb 1 fanee Mbl UCMIO/b3YEM AaHHbIE, MPUBELEeHHbIe B UcCief0BaHUAX EBponeiickom ayanosu-
3yanbHoW Komuceun B 2014-2020 rr. [3, 4], rae paccmaTpuBanunch NokasaTenn Ha Pas/IMyHbIX YpoB-
HAX — 06LLeeBpPONencKom («HagHaLMOHa bHOMY, supranational), HauMoHanbHoOM/deaepanbHOM
N «Cy6HaLMOHaNbHOM» YPOBHE, TO €CTb Ha PErMOHA/IbHOM.
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KOro KuHematorpada, yxoauT B 7 permMoHanbHbix GOHAOB. MONLCKUIA UHCTUTYT
K1HO (PISF) pacnpeaenset geHbru yepes 11 cooTBETCTBYIOWMX PErMOHANbHbIX
¢doHpos [5, c. 47].

MHTepecHO, YTO yAeNbHbI BeC rocyAapCTBEHHOrO ¢MHaHCUpOBaHUA
YMEHbLUAETCA B COOTBETCTBMM C YBEIMYEHMEM Pa3mepa PbiHKa, U HaobopoT.
Ha 5-Ti cambIX KPYMHbIX pPbIHKaxX A0NA rOCYAapCTBEHHOMO y4acTua cocTaBnfer
Bcero 21% obuiero obbema GpUHaAHCUMPOBAHUA, Ha CpeaHUX 3Ta umMdpa yBenu-
ynBaetca 40 43%, n 6onee NoNOBMHbI broaKeTa KMHooTpacau (54%) 6epeT Ha
cebs rocygapcTBo Ha MasnbIX pbiHKax (puc. 2).

Puc. 2. MpoueHTHas fonsA rocyaapcTBEHHOTO GUHAHCMPOBAHUA KMHO B 3aBUCMMOCTH
OT Pa3MepoB PbIHKa.
[aHHble EBponelickol ayamosusyanbHol obcepsatopun [6, p. 9]

Fig. 2. Share of state funding for cinema, depending on the volume of the market.
Source: European Audiovisual Observatory (OBS) [6, p. 9]

EBpONENCcKUii KMHO- N ayAMOBM3YyasIbHbIN CEKTOP NONaratoTcs, ¢ O4HOM
CTOPOHbI, Ha YaCTHbIE MHBECTULMMU, C APYrOi — Ha rocyAapCTBEHHYIO NOAAEPHK-
Ky. COOTHOLIEHME ITUX [NaBHbIX UCTOYHUKOB MEHAETCA B Pa3HbIX CTPaHax U 3a-
BMCUT OT pasHbIX $aKTopoB: GpMHAHCMPOBAHME KMHO WU ayLMOBU3YasIbHOIO
KOHTEHTA, TUMN NPOEKTa U T.4. B co34aHMKN eBPONencKkMX UrpoBbIX GUAbMOB UX
NpoAtocepbl OMMPALOTCA HA NATb INaBHbIX UCTOYHMKOB: NMPAMOE roCyAapCTBeH-
Hoe ¢MHAHCUPOBAHME, MHBECTULMM BELLATENEN, BNOKEHMA NPOU3BOAUTENEN,
npeagapuTeNibHble NPOAANKM U HANIOTOBOE CTUMYNMPOBaHMe. focyaapcTBeHHan
noaAepsKKa OnMpaeTcs, B CBOK oYepesb, Ha YeTblpe OCHOBHbIX CTpaTervu:

* npamoe pMHaAHCMpPOBaHUE (Yepes rocysapcTBeHHble GoHAbI, U3 rocy-
[apCTBEHHOTO 6loasKeTa, HaLMOHANbHbIX I0TEPEN 1 T.4);
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* ducKanbHOE CTUMyAnpoBaHue («tax shelters», «tax credits», «rebates»,
KOTOpPbIE MOMHO ONPeaeNuTb Kak «HaNOrOBbIE IbTOTbI», KHANIOTOBbIE BbIYETbI»
N «NPsAMble AeHEXHble BO3BPaThI»);

e obsAsaTenbCTBa MO Y4yacTUo B GUHAHCMPOBAHWMM KMHOMPOW3BOACTBA
[ANA KMHOTeaTpoB, ANUCTPUObIOTOPOB, TeIEKaHANOB (3PUPHBIX U NAATHbIX, YacT-
HbIX W FTOCYA,APCTBEHHbIX), BUAeou3aaTenen ¢GuabmoB Ha GU3MYECKUX HoCUTe-
NAX, CEPBUCOB BUAEO MO 3aNpOCy (TaK Ha3blBaeMbIX «OHAWH-KUHOTEATPOBY), A
TaKKe onepaTopos BMAeO No 3anpocy (VoD) B ceTax NAaTHOro TeNeBUAEHNA U
[axe nposaigepos goctyna B MHTepHET U T.4;

® [OCy4apCTBEHHbIE rapaHTUM 4 obecnedyeHWs AOCTyNa K YacTHOMY
duHaHCMpPOBaHMIO. ITOT MEeXaHM3M NpPU3BaH NPeOoAOETb Pa3pbiB MEXKAY Ku-
HOMNPOU3BOANUTENSAMMU U KPEAUTHLIMU YYPEKAEHUAMU U 06AerynTb AoCTyn K
dUHaAHCMpPOBaAHUIO KMHemaTorpada.

EBponeiickas NpaKkTUKa CBUAETENLCTBYET O TOM, YTO BO3MOXHa Ntoban
KOHOUrypaLma M cooTHOLWEHMNE 3TUX GopM noaaepsKKU. OgHAKO HaLo UMeTb
B BMAY, YTO roCyAapCTBEHHAsA NOMOLLb TpebyeT OT NPOoAKocepPa U CbeMOYHOM
rpynnbl 6onee CTPOroro COOTBETCTBUA KPUTEPUAM NOAAEPKKM, Yallie BCero aB-
TOMATMYECKOW. B TO e Bpemsa Ha/oroBble CTUMY/bl 60/blue OPUEHTUPOBAHDI
Ha 3KOHOMMKY — MHBECTULLMM U COOTBETCTBYIOLME pacxoabl (Taba. 2).

Tabnuua 2 [Table 2]

PacnpepeneHmne coBoKynHoro o6bema puHaHCMPOBaHUA KMHO B EBpone
no UcTouHUKam (2016)

Distribution of the total volume of film financing in Europe
by source (2016)

1. | MpAamoe rocysapctBeHHoe pUHAHCMpOBaHKe 29% 41%
2. | UHBecTuuwmm BewaTenen 25% 15%
3 Mpeanpoaaxu (uckn. TB) 16% 11%
4. | MHBecTuuMK npoatocepos (Mckn. TB) 15% 16%
5. | Hanorosble ctumynbi 10% 8%
6. | 3aemHble cpeacTBa 2% 3%
7. | Apyrve puUHAHCOBbIE UCTOYHUKMU 1% 3%
8. | YacTHble nHBecTMLMM 1% 1%
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9. | HaTtypanbHble MHBECTULIMM 0% 2%

06wuit 06Lem 1411.7 mnH.Euro 679.0 MnH Euro
¢$uHaHCcMpoBaHUA

[aHHble EBponelickoii ayamoBusyanbHol obcepsatopum [3, p. 8]

Source: European Audiovisual Observatory (OBS) [3, p. 8]

[Byms Hanbonee 3HaUYMTENbHBIMU UCTOYHUKAMMN GUHAHCMPOBaAHUA Bblan
npsAMoe rocyfapcTeeHHoe GUHAHCUPOBAHME U MHBECTULIMM BELLATENbHBIX Op-
raHW3aLmi, Ha KoTopble Npuxoaunock 29% u 25% ot obero obbema GprHaHcK-
POBaHWA, COOTBETCTBEHHO (CM. Tab1. 2). B COBOKYMHOCTM Ha 3TW A,Ba UCTOYHMKA,
KaK BUAMM, NpUXoaMaoch bonee NonoBMHbI 06bema GMHAHCMPOBAHMA UFPOBBIX
dunbmos. MHBecTMUMM NpogatocepoB (6e3 yyacTvs Bellatenei) U npeasapu-
TeNbHble Npogau (6e3 npas Ha BewaHue) coctasunn 15% un 16% ot obuiero
06bema PUHAHCMPOBAHUA, COOTBETCTBEHHO. MHBECTULLMM NpoAtocepa B Npous-
BOZACTBO (COBCTBEHHbIE MHBECTULMMN) ONPEAENAIOTCA KaK CPeACTBA, BNOXKEHHbIE
npoatocepamum B Npou3BOACTBO GpUAbMa, YTO AaeT UM LONH0 B KanuTane puib-
Ma, TO ecTb (YaCTUYHOE) BNafEHNE HEFATUBHBIMM U aBTOPCKMMM NPaBamu, CBS-
3aHHbIMK ¢ dunbmom. Cloga BXOAAT BOKEHUA NPOU3BOAUTENEN B HATypasb-
HoI hopMe, HO UCK/HOYAOTCA BNOXKEHWA B HaTypanbHo dopme (cpeacTsa ans
CO3/aHu1A COBCTBEHHOrO KanuTana) TPETbUX CTOPOH, TaKMUX KaK KOMMAHUK no
apeHae obopyaoBaHNUA, CTYAUM UM NOCTNPOAAKLILH. Cloga TaKKe He BKNKOYAtOT-
€A OTCPOYKaA MM CCyZa CO CTOPOHbI MPOM3BOAMTENEN, MOCKO/bKY OHU KBaNnu-
LMpYtoTCA Kak goarosoe puHaHcMpoBaHue. CO6CTBEHHbIN KanuTan Npou3Boau-
Tenel obbl4HO 3aHNMAET NocaesHee MECTO B COBOKYMHOM Bloa KeTe NpoekKTa.

MMoOMMMO 3TUX YeTblpex OCHOBHbIX UCTOYHWMKOB, HA/IOFOBblE CTUMY/Ibl —
BCE aKTUBHee paboTatollan chepa — obecneumnn 10% obuiero brogKera es-
poneicKkoro KnHemaTorpada.

[pyrve NcTouHMKM GUHAHCUMPOBAHUSA, BKNKOYAA YACTHbIM aKLMOHEPHbIN
KanuTan, Aonrosoe GpUHAHCUPOBAHUE UAM HATypaNibHble MHBECTULMM, Bblan
He3HaYyuTeIbHbIMU C COBOKYMHOM TOUYKU 3pEHUA.

ObLecTBEHHOE BellaHWe yXe HEeCKObKO NOCNefHUX NeT TepsaeT cpea-
HIOHO 4,010 Ha pbiHKax EBponbl: ¢ 2013 no 2018 rogbl 0Ha cokpaTuaack Ha 4%.
CepBucam ODLLECTBEHHOIO BELLAHMA, KAaK U KOMMEPYECKMM KaHanam, npu-
XOOMTCA Yy4YUTbIBaTb HOBble TEHAEHLUMM PbIHKA. YBE/IMYEHME YMCIA KaHaNoB
LUMdPOBOro BelaHWs, UHTEPEC aYAUTOPUMN K UCNONb30BAHUIO CTPMMUHIOBBIX
nnatpopm A8 NPOCMOTPa — BCE 3TO C OAHOMN CTOPOHbI, MPMBOAMT K BosbLIei
dparmeHTaLMmM ayantopmm, a C Apyron — K noTepe 4acTu 3puTenei.
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Bce Bo3pacTatouieit npobnemoit gaa eBponencknx poHL0B CTaHOBUTCA
NOCTOAHHOE COKpaLLleHWe BKaaa TeneselaTenei. 3Ta TeHAEHLMA NPOCAEXKM-
BAETCA MPaKTUYECKN BO BCEX E€BPOMENCKUX cTpaHax. Mpu gone pbiHKa B 31%
8 2018 r. NOANMCKM Ha CNYTHUKOBOE Te/leBUAEHMNE TEM HE MEHEE CHUKAIOTCA
BCe nocneaHee pecatnnetne. [lona pbiHKa N1aTHOro LMdpoBoro TeneBmaeHna
TaKXe nagaet. MICKtoYeHMe COCTaBAAIOT TO/IbKO TPU CTPaHbl, AEMOHCTPUPY-
fOLME B 3STOM CEFMEHTE He TOIbKO CTabWAbHOCTb, HO U HEKOTOPbIW POCT: 3TO
lepmanusa, Utanma n Poccus.

3a ncknoyeHem OpaHUMKY, rae MHBECTULMW BeLLATE/IbHbIX KOMMAHWUA
TPAAUULMOHHO BbICOKM, BELLATE/NIbHbIE KOMMNAHUWN B OCTasIbHbIX EBPOMENCKUX
CTpaHax BHocAT oT 10% A0 15% B 06wmii 06bem GUHAHCMPOBAHMA. ITN BKNa-
Abl NPOUCXOAAT HA BCEX PbIHKAX — MasiblX, CPEAHMX U KPYMHbIX. AHaAW3 No oT-
AeNnbHbIM cTpaHam EBponbl MOKa3bIBaeT, YTO HET HUKAKOWM 3aBUCUMOCTU MEK-
Ay 06bEMOM NMOMOLLM BeLLaTENbHbIX KOMMAHMI M pa3MepOM PbIHKA B CTPaHe.

MNHTEpecHO, YTO KapTWHa AOBOJbHO 3HAaYMMO MEHAETCA, €CNU UCKII0-
YnUTb M3 obLen cxembl PPaHLMIO, UCTOPUYECKM OKa3bIBAIOLLYHO KMHOMPOU3-
BOZCTBY MOLLHYIO NOAAEPKKY No BCcem HanpasieHuam. O630p BbIGOPKM Mo-
Ka3sblBaeT, 4yTo 60/bwan YacTb €BPONENCKMX UrpoBbIX PUAbMOB CO34aeTcA 3a
CYET MHBECTUUMI BelwaTteneit: 71% dbmnbmoB 6bian YacTUYHO NPodUHAHCMPO-
BaHbl 33 CYET MHBECTULMIA BelLaTenei: 1Mbo Yepes npeasapuTebHble NPOAa-
YW, MO0 KaK npaAmble (COBMECTHbIEe) MHBECTULMM BellaTeneli B NpoM3BOACTBO
(Puc. 3 1 4). bes yyeTta ppaHLy3CKUX GMUAbMOB 3Ta A0AA CHUXKAETCA 40 64%.

Puc. 3. ®unbmbl, cHaTble B EBpone (2017) no gonsam ot obwero Konnyectsa Guabmos.
[axHble EBponelickoii ayanosmusyanbHol obcepsatopum [7, p. 56]

Fig. 3. Films shot in Europe (2017) by shares of the total number of films.
Source: European Audiovisual Observatory (OBS) [7, p. 56]
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Puc. 4. [lons Bewareneit B 0b6wem obbeme GpUHaHCUMPOBAHUA €BPONENCKUX GUIbMOB.
[axHble EBponeiickoii ayanosmusyanbHol obcepsatopum [7, p. 56]

Fig. 4. Share of broadcasters in total funding for European films
Source: European Audiovisual Observatory (OBS) [7, p. 56]

Bo ®paHumu BeLLaTeNlbHble KOMMAHWUM UFPAKOT UCKIOUNTEIBHO BaXKHYHO
posb B PUHAHCUpPOBaHUM GUABMOB, O HEM ACHO CBUAETENLCTBYET TOT GaKT, YTO
— NpPU PaCcCMOTPEHUMN BCEX CHATHIX GUABMOB — WHBECTULMM BELLATENbHbIX
KOMMaHKWi1 coctaBuam 24% ot obuiero obbema pUHAHCUPOBAHUA HA KPYMHbIX
BbIGOPOYHbIX PbIHKAX MO CPAaBHEHWUIO ToNbKO ¢ 11%, ecniv dppaHLy3ckue dunb-
Mbl UCKNHOYEHbI U3 aHANU3a.

M3BecTHO, YTO cucTeMa GUHAHCUPOBAHMA KMHO BO PpaHuumn GyHKUU-
OHMPYET MUCKAUNTENBHO 3PdeKTUBHO. MMEHHO MOSTOMY WMCMONb30BaHME
bpaHLy3CcKoro onbiTa NOAAEPHKKM HALMOHANLHOFO KMHemaTorpada moxKeT
6bITb Upe3BbIYAHO NONE3HO NPU pedpopMUPOBAHUM KMHOOTPACaK B Poccum.
Mpexae BCEro, Hy»KHO OTMETUTb, YTO TesleKaHabl BO OpaHuUMM CTaan OCHOB-
HbIMW NApTHEPaMM KMHOMPOM3BOACTBA ELLE C TEX MOP, KaK TeNeBUAEHUNE CTa-
N0 KOHKYPEHTOM KWMHOMOKa3a. YyacTMe TeNekaHanoB CTano cBoeobpasHoi
dbopmoit KomneHcaumMmn 3Toi KoHKypeHumn. ObA3aTesbcTBa BelaTtesiein pas-
NNYAOTCA, HO BMECTE C 3TUM MpecreaytoT O4HY Lenb — MNogAepiKKa M npo-
ABWXKeHWe dpaHLy3CKoro U esporneinckoro kuHematorpada. Ecam becnnat-
Hble KaHa/fbl (TenekaHanbl «CBOBOAHOrO A0CTyna») NOKa3blBalOT HE MeHee
52 $1nbmoOB B rosl, OHM JO0MXKHbI HANPABAATb eXeroaHo 3,2% YMCTOro ToBapo-
060poTa 3a NpeablayLmii rog Ha pasBuTMe EBPONENCKOTO KUHOMPOU3BOACTBA
[8, c. 77]. 3T nHBECTULMM MOTYT UMeTb GOpPMYy NpPeaBapUTESIbHOW NOKYMKM
(no3aBepLeHna cbeMOYHOro Nepmoaa), UM MHBECTULLMAMM B COBMECTHOE NPO-
n3BoACTBO. TaKk, Hanpumep, dpaHKo-HemeLKuMiA KaHan ARTE France, dopmans-
HO He NoAYMHAIWMIACA GPAHLLY3CKUM 3aKOHaM, GUHAHCUMPYET B CpeaHEM A0
10% 6toaKeTa apTxayCHbIX GpUAbMOB COBMECTHOTO NpounssoacTsa. Ewe 6onee
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3HAUYUTE/IbHOW ABNAETCA NOAAEPKKA CO CTOPOHbI TEMATUYECKMX KaHanos. MNa-
ket Cine+, 06beanHAWMIA 7 KaHaNoB ¢ npeobnagaHmem KUHOGUAbMOB, 065-
3aH He meHee 27% cBoero 6toa)KeTa HanpPaBAATb HA NOKYMKY NPaB Ha TPaHC-
NAUMIO eBPONEeNCKMX GpuIbMOB M GUAbMOB Ha GpaHLLY3CKOM A3biKe (22%).

YacTble cCbINKM HA GPaHLy3CKMI ONbIT KBOTUPOBAHUA HALMOHANIbHOMO
KMHO Ha CEroAHAWHNIA AeHb BPAA, M NPaBoMepHbl. Bo PpaHumm, Kak nssecT-
HO, HE MPUMEHSAIOTCA KBOTbI Ha MOKa3 B KMHOTeaTpax. Mexay Tem, BCe Tunbl
TENEBU3MOHHbBIX CAYXKO LOMKHbI NPeAoCTaBATb He MeHee 60% BpemeHn oT
obuiero KonnyecTsa KMHOMOKA30B eBponenckum dunbmam, u 40% — KUHO-
dunbmam Ha dpaHLyscKkom asbike. Takoe cBoeobpasHoe KBOTMPOBaHWE CO-
6ntoaaeTca U ANA KaHAN0B HETEMATUYECKOTO KOHTEHTA.

Ba)KHO, YTO pernameHTUpoOBaHWe AeNcTByeT M B 06paTHOM Hanpas-
NneHuun. Hanpumep, KMHOOUABMbI NEPBOrO, SKCK/O3MBHOIO MOKasa He Mo-
ryT A4EMOHCTPMPOBATLCA B ONpPeAesieHHble Yacbl U OHW Hedenu: Hanpumep,
B cy660Ty ¢ 18.00 go 23.00. 3TO Hy}KHO, YTOObl OrpaHUYUTb KOHKYPEHLMIO
TeNEeBMOEHUA B TO BPEeMS, KOrAa 3pMTeNnu nocewatoT KuHoteaTpbl. Ana HeTe-
MaTUYECKMX KaHa/I0B 3aMnpeT elle CTPOoXKe: AeMACTBYEeT OrpaHMYeHme Ha NoKas
BEYEPOM B cpeay v NATHULY: cpesa Bo PpaHUMN — TPaaULMOHHbIN AEeHb Bbl-
X0fila HOBWHOK B MPOKaT.

MocKonbKy B faHHOM 0630pe, NOCBALLEHHOM UCTOYHMKAM GUHAHCMPO-
BaHMA eBPONENCKOro KMHO, HaC Npexae BCero MHTepecyeT yyacTue BeluaTe-
Nneli — KMHOTeaTpoB, ANCTPUBOLIOTOPOB, TeNeKaHanoB (3pUpHbIE U NAaTHbIE,
YacTHble U rocyAapCTBEHHbIE), BUuaeousaatenein GpunbMoB Ha GU3NYECKMX HO-
CUTeNAX, CepBMCOB BMAEO MO 3anpocy, NpoBakaepos foctyna B UHTepHeT —
Mbl 60nee NogpPobHO PAacCMOTPUM MEXaHU3MbI 3TOTO Y4YacTuUA.

Kak Mbl yke oTMeyanu, BKAaA BellaTeneil — ofauH U3 AByX Haubonee
3HAYUMBbIX MICTOYHMKOB NONOAHEHNA BloaKeTa KMHooTpacau. B cBoto ouepesb
MHBECTULMM BELLATENbHbIX KOMNAHWIA MOTYT NMPOUCXOAMUTb B ABYX OCHOBHbIX
dopmax: npegBapuTenbHble NPOAAXKM U COBMECTHOe npoussoacTso. Mpea-
BapuTesibHble NPOAAXM ABAAIOTCA, KaK MpPaBwuo, OMUHUPYIOLLER dopmoit
WHBECTULMI BeLLaTeNie Ha ManblX U KPYMHbIX PbIHKAX, B TO BPEMA KaK UHBe-
CTULMM B COBMECTHOE NPOU3BOACTBO, KaK NpaBuio, 6onee pacnpocTpaHeHbl
Ha cpeaHuX pbIHKaxX:.

Ha obuieeBponeickom ypoBHe BelaTeibHble KOMMNAaHUKU GUHAHCUPOBA-
N1 NPOVX3BOACTBO UIPOBbIX GMUIbMOB B OCHOBHOM 32 CYET NPeANPOLAAMKHbIX UH-

3 Mpeanpoaaxa onpesensetca Kak Npogaka npae Ha PacnpoCTpaHeHWe (MULEeH3WA Ha pacnpo-
CTpaHeHMe), KoTopas NPOUCXOAMT B Nto6oe Bpems A0 3aBeplueHMsa NPonM3BoACTBa Gpuabma.
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BECTULMIA, @ HE MHBECTULMI B COBMECTHOE NPon3BoACTBO: 81% BbI6OPOUHbIX
MHBECTULMI BeLLaTeNbHbIX KOMMaHWWA NpUHAAM Gopmy npeasapuUTenbHbIX
npoAa, B TO BPemsA Kak MHBECTULMN B COBMECTHOE NPOM3BOACTBO COCTaBUAN
TONbKO 19% COBOKYMHbIX MHBECTULMIA BellaTenelt B pazmepe 445 munnnmoHos
eBpo (maHHble 2017 r). KapTMHa MEHAETCA, ecin UCKAUUTL GpaHLy3cKue
dunbMbl U3 aHanm3a. B aTom cayyae pacnpegeneHve UHBECTULMI BelLaTeNb-
HbIX KOMMNaHWI 6onee PaBHOMEPHO MEXKAY MHBECTULMAMM B NPEANPOAAKM 1
KONPOAYKLUMIO: nepBble cocTaBnsann 54%, a BTopble — 46% COBOKYMHbIX Bbl-
60POYHbBIX MHBECTULLMN.

Cama CTpyKTypa LOXOA0B Pa3/INYHbIX ayANOBU3YaIbHbIX PbIHKOB TaKKe
oTnnyaeTca. Tak, Ha KpynHeWLWmnx eBponencknx pblHkax — BennkobputaHum,
®paHumn, fepmaHnm = Jonsa TENEBU3MOHHON PeKNambl MPUMEPHO OAMHAKO-
Ba M COCTaB/AET YeTBepTb BCEX A0XOAO0B. [11aTHoe TeneBnAaeHUe U CepBuUchI
BMAEO Nno 3anpocy, bonee passuTbl B Bennkobputanmm (41%), yuem Bo dpaH-
unn (38%) nnam fepmarmm (32%). O6bem rocyLapCTBEHHbLIX MHBECTULMIA B
lfepmanum (35%) ropasgo Boile, Yyem Bo dpaHumu (24%) nam BennkobpuTa-
Huu (31%). KaccoBble B KMHOTEaTpax CoCTaBnsAu 8% Bbipyykn BO PpaHumm.
B BennkobputaHum ata uudpa coctaBnset 7%, a 8 lepmaHum — 4%.

[ona cepBMCOB, NpPeaoCTaBAAIOWMX BUAEO NO 3anpocy, TaKke cylie-
CTBEHHO BapbMpyeTCA MexAay CTpaHaMW, He3aBUCMMO OT pa3mepa PbliHKa.
B 2018 roay, B cpegHem, TakuMe cepBUChI COCTaBnAAM 6,1% ayanoBusyanbHo-
ro pbiHKa B EBpone. 31a fona 6bl1a 3HaUUTENBLHO Bbile B CTpaHax CeBepHOi
EBponbi (15% B [laHuu n Hopseruu, 12% B Lseuun n 9% B dPuHAaHANK) U B
HuaepnaHgax (10%). Cpeam YeTbipex OCHOBHbIX PbIHKOB EBpOMbI 3TOT NoKasa-
Tenb coctaBua 9% B BenmkobputaHum, 7% B lfepmanum, 5% 8 Utanumn n 4% Bo
®paHumn. Cambilt HU3KKIA NPOLLEHT BbifBAeH B MopTyrannn, CeBepHoit Make-
[oHUM 1 CnoBakum (1%), a Takke B YepHoropum 1 Bonrapum (2%).

MNPAMbBIE UHBECTULUN BELLI,ATE}'IEM B KMHO
MpsAmble MHBECTULMM B MPOM3BOACTBO CO CTOPOHbI BelaTesneit 06bI4HO
NPUHUMALOT cneaytolme Gopmbl:

® PaMOYHble COMALLEHNA, ONPeaenstowme NPUHLMMbI, B COOTBETCTBUM
C KOTOpbIMM BeLlaTenu byayT MHBECTMPOBATL, BKAOYAA TUM NPOrPamm,
YCNOBMUA MHBECTUPOBAHMA, CYMMbl MHBECTUUMI M T.4. ITM pamoyHble
COrnaweHns B OnpeaeneHHoN CTeneHn MOMHO Ha3BaTb «406pPOBO/b-
HbIMM», MOCKOJIbKY OHM MNOAPA3yMEBAOT HEKOTOPbLIN YPOBEHb A0r0BO-
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PEHHOCTU MeXAy BelaTeNbHbIMU KOMMAHUAMKU U FOCYAAPCTBOM WU
ayAmMoBM3yaibHbIMW OPraHU3aLMAMM.

® 06f3aTeNbCTBA, YCTAHOBNEHHbIE MO0 B ayAMOBM3Ya/ibHOM 33KOHE,

nnMbo B KOHLECCHAX BellaTenen;

® 0643aTeNbCTBA, OXBATbIBAOWME TONLKO MHBECTULMMN B GUAbMbI UK

TaKKe B/IOXKEHUA B TENIENPOrpaMmbl.

PamoyHble cornaweHusa B 60bWMHCTBE CTpaH Hallel BbIBOpKK pery-
NMpyloLMe MHBECTULMKN, OTHOCATCA, B OCHOBHOM, TO/IbKO K OBLLECTBEHHbIM
Bewartenam. MHorga TakvMe cornaweHns moryT NoANUCbIBaTb BCE KaTEropuu
BelLaTenein.

PamoyHble cornaleHmsa MoryT 6biTb NOANMCAHbI MEXAY BelaTeIbHbIMK
KOMMaHMAMU U Pa3UYHbIMKU UHCTUTYLMAMMU: 3TO MOXKET BbiTb FOCYAapcTBO,
HaLUMOHabHbI KNHOGOHA, TOProBble OpraHU3aLuu.

EBponelickue BewaTenn obbI4HO BbIOBUPAIOT AN cebs CXemy KOCBEHHOM
UK NpaAmoii obsasaTenbHoM nogaepku. Ho ueTbipe cTpaHbl 06beauHUAn obe
cxembl: 3To ®paHuma, fepmanua, Nonblua u benbrus. Kakow 6bl HK bbina cxe-
Ma (npAmas UAn KocseHHas), 06583aTeNIbcTBa MOTYT BbITb OAMHAKOBLIMU A5
rOCYAapCTBEHHBIX M YAaCTHbIX BeLLaTe/IbHbIX KOMMNaHWM, a MOryT BeCbMa 3Ha-
YUTENBHO OTINYATLCA.

Cxembl MOTYT NpeaycmaTpuBaThb, 4To:

e 06A3aTeNbCTBA PACMPOCTPAHAIOTCSA TONbKO HAa O6LLECTBEHHbIX Bella-

Tenu;

® 06s3aTeNbCTBA PACNPOCTPAHAOTCA TO/IbKO Ha YaCTHbIX BellaTenei;

® pasHble 06s3aTeNbCTBA MPUMEHAIOTCA K YACTHbIM U OBLLECTBEHHbIM

BeLLaTeNAM;

® 0AMHaKoBble 006A3aTeNbCTBA NPUMEHAIOTCA KaK K roCyAapCTBEHHbIM,

TaK U K YacTHbIM BelLaTeNam;

® 06s3aTeNbCTBA OCHOBAHbI Ha pa3mepe L0XO40B Belatens (T.e. ¢ no-

pOrom [0X0A4a, Bbllle KOTOPOro B3HOC ABAAETCA 06A3aTeNbHbIM);

® 06s3aTe/IbCTBA OCHOBaHbI Ha Mporpamme Belatens (T.e. KOraa eBpo-

nerckme GunbMbl NPeaCcTaBNAOT OO0 penpe3eHTaTUBHYIO YacTb CeT-

KU1 BewaHus).

3TM MHOroYMUCIEHHblE cxemMbl 06f3aTenbHOM MNOAAEPMKKM, COCyLle-
cTeytowme B EBpone, MOXHO NpeacTaBuTb B BUAE NATM OCHOBHbIX Moaenen
(Tabn. 3):
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Ta6auua 3 [Table 3]

[LomUHMpYIOWME Mogenn NoALEPI KU
KMHONPOW3BOACTBA NO CTPaHam

Dominant film support models by country

Mogaenb

CTpaHbl

1. TonbKo 06LLECTBEHHbIE BeLLlaTeNbHble
KOMMaHWK, BHOCALLME BK/IAZ, HaNpsamyHo
B NPOM3BOACTBO MU KOCBEHHO Yepes
KUHObOHA,

[anna, Hnaepnanapl, Asctpua, bonrapumsa

2. To/IbKO YaCTHble UrPOKK, OKa3blBatoLLME
KOCBEHHYIO NOAAEPHKKY

Yexus, Cnosakusa

3. Bce y4aCTHUKM BHOCAT TONIbKO KOCBEHHbIE
BK/aAbl Yepes KMHODOHAbI

Xopsatus, MNonblua, PymbiHnA, CnoBeHus,
Lseuusa, NMopTtyranma

4. Bce UrpOKM MHBECTUPYIOT HaNpPsAMYLo B
KMHOMPOU3BOACTBO

Wcnanua, Utanus Weenuapus

5. Bce Urpokun AonxHbl HaNpAMYO UHBe-

dpaHumns

CTMPOBATb B NPOM3BOACTBO Y KOCBEHHO
noAAepKMBaTb KUHOGOHA,

Kom6uHauma mogenei KombuHauua mogenei

benbrua, fepmanua, Monblua

[axHble EBponeiickoii ayanosmusyanbHol obcepsatopum [4, p. 85]

Source: European Audiovisual Observatory (OBS) [4, p. 85]

Ecnu roBopuTb 06 ycnewHom coveTaHnm, KombUHaLMn dopm noanepsK-
KW, HEMb3A He ynomsaHyTb npumep Monbwu. MoAbCKUIA UHCTUTYT KMHOMUCKYC-
ctea (PISF) pacnpenenseT exerogHo, no gaHHbImM 2018 1., $29,5 maH, AeicTeyA
yepes 12 pernoHanbHbix GoHA0B [3, c. 34]. HoBbli1 3aKOH 0 KMHO, MPUHATBIN B
Hauyane 2000-x, oTpakaeT HOBYIO KOHLENLMIO 0BLWEeCTBEeHHOW NOAAEPKKN KU-
HemaTorpada. 3TOT HOBbIN B3rNA4 NpeaycmaTpusaeT GUHAHCMPOBaHWE KMHO
TEMMU UHCTUTYLMAMM, KOTOPbIE COCTaBAAIOT KaK Obl OKpYKEHUE KUHEMATOrpa-
¢da B nnaHe 3KOHOMMKK. C OLHOW CTOPOHbI, OHM NOAL3YIOTCA KMHOMPOAYKLM-
€N, HO UX LeATeNbHOCTb ropasao npubbinbHee nNpoussoacTBa ¢uabmoB. Ta-
KMM 06pa3om, pacxoabl No PUHAHCUPOBAHUIO KMHeMaTorpada He noxKaTtcaA Ha
roCyZapCTBEHHbIN BIOAXKET MK HanoronaaTeNnblumMKkos. OTYMCNAIOT CPeACTBA B
nonb3y PISF naTb BUAOB opraHusaumii [6, c. 18]:

® onepaTopbl KMHOTeaTpoB (1,5% A0X040B OT NOKa3a GUAbMOB U pekna-

Mbl),

® ANCTPUBBLIOTOPBI KMHOMPOAYKUMK (1,5% [OX0L0B OT NPOLAXKM M apeH-

Abl KUHOGUBbMOB)
288
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* TeneBelLaTenu (Bnagenblibl TenekaHanos) B pasmepe 1,5% 0oxoa08 ot

peKNambl U AOXOA0B OT MPOAAXKM NOAMUCKM

* onepatopbl LuMdposbIx Naatdpopm (1,5% Ao0x0A0B OT NpeAoCcTaBieHNUn

A0CTyna K Tefienporpammam)

® onepaTopbl KabenbHbIXx ceTeit (1,5% A0X040B OT MpPeAoCTaBAfAEMbIX

yeayr).

locypapcTBeHHoe TenesugeHune (TVP) npy 3TOM Nosyyaet A4ONONHUTENb-
Hble MpeuMmyLLecTBa: rocyapcTBeHHble KaHa/lbl MMET MpaBo nepeaaBaTb
cpenctsa He B doHA PISF, a B cobcTBEHHOE MPOM3BOACTBO KMHODUIBMOB UK
KonpoayKumio. OAMHAKOBbIM YPOBEHb OTYMCAEHUI MeXay TEM He O3Hayaert
paBHOro o6bema GUHaAHCUPOBAHWA ANA BCEX UIPOKOB pbiHKaA. TaK, Hanpumep
noctynaeHus B 6loaskeT doHAa Mo A0AAM pacnpenennanuch creayowmm ob-
pasom:

Puc. 5. MoctynneHue B 6rogKeT GoHAA KUHO NO UCTOYHMKaM (MonbLia).
[aHHble NMoAbCKOro MHCTUTYTa KUHOMCKycCTBa [5, p. 19]

Fig. 5. Receipt to the cinema fund budget by source (Poland).
Source: PISF [5, p. 19]

Taknm obpasom, 6onee 90% cpeacTB B NONbCKMI GOHZ KMHO MOCTynaeT
OT TeNEeBU3MOHHOIO PbiHKA. HecMoTpsA Ha To, YTo 06bem 3TMX NOCTyNAeHUM
CHUKaeTca (M 3To ABNAeTCA 0b6LeeBpPONencKoi TeHAeHUMENR), UMEHHO Tese-
KaHanbl B [10/1blUe NPOAONKAIOT OCTABATLCA KPYNHENWMNM GUHAHCOBbLIM AOHa-
TOPOM KMHOMPOWU3BOACTBA.
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CXEMbl KOCBEHHOWM NOAAEPHKN CO CTOPOHbI BELLATE/EN

[Jarke Koraa 06a3aTenbcTBO GUHAHCMPOBATHL HALMOHANbHbIM KUHOGOHA,
pacnpocTpaHAeTca Ha BCex BELLaTeNel, KaK YacCTHbIX, TaK U OOLLECTBEHHbIX,
Ha NIaTHbIX M 6ecnNaTHbIX KaHaNax — MeXAY Y4aCTHUKaMMU MOMKET BO3HMKATb
MHOXECTBO Pas/iMumii, KaK C TOYKU 3peHMA HaNoroBow 6a3bl, Tak U NPUMEHMU-
MbIX CTaBOK COOpOB.

OueHb HarAAHO 3TO pacnpejesneHne MOMXKHO OTCIeAMUTb Ha NpumMmepe
cTapeiwen KuHematorpapuyeckon gepasbl — lfepmaHun. Bce TenekaHanbl
CTpaHbl 06A3aHbI NOAAEPKMBATL KUHOMPOU3BOACTBO. Pasmep 0bs3aTesIbHOro
B3HOCA 3aBMCUT OT TOTO, KAKOE MeCTO B CETKe BellaHua U brogxkeTe KaHana
3aHMMatOT UHAHCUpPYEeMble KUHOGUABbMBI. UTaK, B TepmaHumK AEMCTBYIOT cie-
Aylolme BapnaHTbl 0693aTeNbCTB:

* 06A3aTeNIbCTBa 06LWEeCTBEHHbIX BelaTeneir* coctaBnsAoT 2,5% oT cym-

Mbl, KOTOPYIO BbINNA4YMBAETCA NPOAIOCEPAM 33 NPaBa Ha NOKa3 PUNbMa;

® 06s3aTe/IbCTBA BELLATE/IEN YACTHbIX KaHA/MIOB TaK¥Ke 3aBUCAT OT 40U

$MAbMOB B UX pacnucaHuK U moryT BapbuposaTbea oT 0,15% po 0,95%

OT YNCTbIX [LOXOA0B OT PEKNAMbl;

® 06A3aTeNbCTBA BelaTeneid NN1aTHOro TenesuaeHun coctasnsatot 0,25%

oT aboHeHTCKoM NnaThl.

B ApyrvMx eBponencKMx CTpaHax HaiorM OCHOBbLIBAOTCA B0 Ha obLem
oboporTe Belatens, MM60 Ha 0bopoTe OT peKknambl.

AHanu3 JaHHbIX, cobpaHHbIX EBponelickol ayanoBuMsyanbHoi obcep-
BaTOpMEN, ACHO NOKa3blBAET, YTO TO/IbKO MHBECTULMWN HALMOHA/bHBIX BELa-
Tenen, To ecTb BeLlaTeNbHbIX KOMMNaHWUM, 6a3npPyOLWMUXCA B OCHOBHOW CTpaHe
npoussoacTsa Guabma, 4eNCTBUTENbHO MMEIOT 3HAYEHME B KaYeCTBE UCTOUHU-
Ka GUHAHCUPOBAHUA: MHBECTULLMM HALMOHANbHbIX BeLLaTenein coctasuam 99%
OT 0B6LMX MHBECTULNIA U TONbKO 1%. NOCTYNaeT OT BeLaTebHbIX KOMMAHMI U3
CTPaH, YYacCTBYIOLWMX B KOMPOAYKLUMN. TaKas e TeHAEeHUMA NPOCaeKMBAETCA
B Ko/MyecTBe GUIbMOB, NOAAEPMKAHHBIX BELLATENbHbIMKU KOMMaHUAMMK: 70%
d1NbMOB NOAAEPKMBAETCA HALMOHANbHBIMM KOMNAHUAMM, U TONbKO 8% Ku-
HOGUABbMOB OblIM COPUHAHCUPOBAHBI MHOCTPAHHBIMM BeLLATENAMMU

M3 0blWMX TEHAEHUMIN, NOMNKaNYyM, HYKHO OTMETUTL elle usbupaTtensb-
HOCTb BJ/IOKEHMI TENeKOMMaHMI: Tak, Hanpumep, npeobnajatolas 4vacTb
WHBECTULMI NpULINAch Ha BbICOKOBIOAXKETHble duabmbl (49%) M CBEPXBbICO-
KobtogkeTHble (31%) dunbmel, a ewe 16% — Ha cpegHebloaKeTHble. Takum

4 B lfepmaHuu TepmuH «obLuectBeHHble KaHanbl» (offentlich-rechtliche Rundfunkanstalten) coot-
BetcTeyeT «public service broadcasters» (PSB). Ha aTx KaHanax HeT peknambl.
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obpasom, 6onee 8-mu 13 10-Tn eBPO, NPUBIEYEHHBIX EBPONENCKMMM Bella-
TENIbHBIMM KOMNAHWAMMU B KMHOMPOM3BACTBO, ObIIM BAONKEHbI B WUrPOBbIE
dUNbMBI C BI0AKETOM, NPEBLILLAOWMM €3 MIH..

Puc.6. Mpumepbl CTaBOK, NPUMEHAEMBIX K 40X04aM BellaTenei
npu GuHaHCUpoBaHUKM KUHODOHAOB (B %).
[axHble EBponelickoii ayanosmusyanbHol obcepsatopum [4, p. 86]

Fig. 6. Examples of rates applied to broadcasters’ income for financing cinema funds (in%)
Source: European Audiovisual Observatory (OBS) [4, p. 86]

* * %

Hy»KHO MpU3HaTb, YTO AENCTBMTENbHO Ype3BblYaliHO CNOXHO pa3pabo-
TaTb MPUHLMNbI KYBTYPHOM NONNTUKK B chepe KuHemaTorpada. 3To oTpachb,
KOTOpas JO/KHA O4HOBPEMEHHO COYETaTb CTOMb Pa3HOObpasHble 3agaun —
peHTabeIbHOCTb M SKOHOMMUYECKYIO YCMELHOCTb, a C APYro — TBOPYECTBO U
KYNIbTYPHYIO LLEHHOCTb.

EBponeiickne cTpaHbl — KMHOZEPXKaBbl M CTPaHbl C Pa3BMBatOLMMUCA
KMHOPbIHKaMM NMOCTOAHHO ULLYT HOBbIE PECYPCbl U CXEMbI, KOTOpPblE MO/ Bbl
npuB/eYb AOMNOJHUTENbHbIE CPeacTBa B KMHOGOHAbI. Ha 3ToM nyTu YpesBbl-
YaWHO aKTyaNbHbIM CTAHOBATCA TaKME MepbI, KaK BHEAPEHNE HaSI0rOBbIX 1bFOT
n/mnu ansepcudukauma «noptdena» AeaTeNbHOCTU.

HoBble pecypcbl KpolTCA B aKTUBHOM MPUMEHEHWW HANOroBbIX NbrOT,
HabnoaaeTca yCToOMYMBaAA TEHAEHUMA K KOHLLEHTPauumn 60/1bLuei 4acTu HOBbIX
pecypcoB BOKPYF MPOCTbIX U MOHATHbIX aBTOMATUYECKMX HA/IOFOBbIX CTUMY/OB.

3TOT UCTOYHMK NOCTYN/IeHN Tem Bonee BaxKeH, NOCKONbKY 0b6A3aTeNb-
Hble B3HOCbI BelaTenei B GpuUHAHCMPOBaHUE OOLLECTBEHHbIX KMHOGOHLOB
MOTYT OKa3aTbCA Mo, yrpo3oi B bamarwem byaylwem. CTaTUCTUKA yKe no-
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Ka3blBaeT CHUMKEHME MOCTYNNEHMIN U3 3TOr0 BaXKHeMWero NcTouHmnKa. Obuue-
CTBEHHOE EBPOMNENCKOE BELLLAHNE TepaeT CPeaHIo A0/ Ha pbiHKax. C 2013
no 2018 rogpl OHa cokpatunacb Ha 4 npoueHTta. CepBrcam obLLECTBEHHOTO
BELLAHMA, KaK U UX KOMMEPYECKMM COMEPHMKaM, NPUXOAUTCA npucnocabnm-
BaTbCA NOJ, HOBblE Peannn pbiHKa, B MEPBYIO OYepenb — MOA HapacTatoLyto
bparmeHTaumio Ny6AMKN, CBA3AHHYIO C YBENIMYEHUEM YUCAA KaHANOB Lmdpo-
Boro TB. M3meHeHMA BKYCOB 1 NpeanoyTeHnii 3puteneit obycnosneHbl pacTy-
MM YPOBHEM NOTPEONEHUA BULAEOKOHTEHTA Yepes CTPUMMHIOBbIE NaaTdop-
Mbl. ITOT PpaKTOp 3aTPYAHAET COXPAHEHNE ayaANTOPUMN.

Bonpocbl, BCTaowme nepen KnMHematorpadpuyeckon cdepoit Esponsl,
aKTyanbHbl U Ana Poccun, npuyem, BUAMMO, AaxKe B bosblueit cTeneHu, Tak
KaK OCHOBHbIM MCTOYHWKOB PUHAHCUPOBAHMA B CTPAHE NO-MPEXKHEMY OCTatOT-
€A BO3BPaATHble NAKM 6e3B03BpPaTHbIE FOCYAAPCTBEHHbIE TPAHTBI.

Mpobnembl KUHOOTPAC/AN CEFOAHA HEMb3A PELNTb NPOCTbIM BAUBAHUEM
6e3B03BpaTHbIX CybCMAMIA, AarKe eciM YBENMUUTbL B pasbl 06BbEMbI 3TUX BAIO-
YKEHWI. Hy}KHO co3faBaTb MHAYCTPUIO, rae pa3HoobpasHble UCTOYHUKKU du-
HaHcMpoBaHuA ByayT AONOAHATL APYr Apyra, @ 3apaboTaHHble geHbrn 6yayT
BO3BpALLaTbCA B OTpPaciab. Heobxoamm KomMnaekc mep, cpesu KoTopbiX npu-
OPWUTETHBIMM, Ha HaLW B3rNAA, ABNAIOTCA:

® CO3JaHMNE CUCTEMbI, NPU KOTOPOW AeHbIv ByayT BO3BPALLATLCA B KUHO-
Npou3BOACTBO (Yepes oTyncneHus ¢ TB, OHMalH cepBMChI MO 3anpocy, Haaoru
c bunetoB n 1.4);

® pa3paboTka MexaHWM3MOB pacnpegeneHna 6roaXeTHbIX feHer U Npo-
ueaypbl PYHKLUMOHMPOBAHMSA ¥KIOPU U SKCMEPTHbLIX COBETOB;

® MPUMEHEHME YCMNEeLWHOo AeNCTBYIOWMX B MUPE CXEM NOAAEPMHKKMN KUHE-
maTorpada 1 cTpaxoBaHMs PUCKOB B KUHOOM3Hece;

® MPMMEHEHME NPOrPamMM HaI0rOBbIX /1bFOT;

® 1MCNO/b30BaHME PA3/INYHBIX MCTOYHUKOB GUHAHCUMPOBAHUA, B TOM YMC-
Ne BHEOOAKETHBIX;

® npuBaeYeHMe 3apybexHbIX KONPOACEPOB AN1A NOAYYEHUA AONOAHM-
Te/IbHbIX MHBECTULMI U BbIXOAA HA MEXAYHAPOAHbIA KMHOPbLIHOK.
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