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Metaverse—
Flight From Dusk to Darkness?”

Abstract. The article studies the phenomenon of the metaverses, that is, projects
developed by technology companies, where physical, virtual and augmented
(extended) realities are brough together in digital space. Apologists for the metaverses
argue that soon the Internet will cease to exist in the usual sense, and its place will be
taken by the metaverses as global virtual spaces for communication, work, and leisure.
This vision is compared with the concept of the Panopticon, formulated by Jeremy
Bentham and subsequently interpreted by Michel Foucault. The growing dependence
of the state, the society, and the individual on technology and their increasing
interconnection forms a set of problems with an ever increasing acuteness, yet no
obvious solution has been found so far. The article demonstrates how technology
manipulates human weaknesses, increasing its power and gaining control over society.
Among the major risks related to the metaverses are the decay of values and morality
in the virtual world, and the collapse of the individual’s identity. Possible scenarios
of interaction between human and technology are illustrated by Tarkovsky’s Solaris,
Cronenberg’s Videodrome, and Folman’s Congress. The study ends with an assumption
that a new socio-humanitarian rationality must be formed to enable control over the
logic of the development of tech companies promoting the metaverses.

Keywords: metaverse, singularity, digital technologies, metaverse, rectitude, morality,
metaparasite

" Translated by Anna P. Evstropova.
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Ana yumuposaHus
lypos O.H. MeTaBceneHHas — 13 CyMepeK BO TbMy Nepenetas? // Hayka Te-
nesuaexns 2022. 18 (1). C. 11-46. DOI: https://doi.org/10.30628/1994-9529-
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MeTaBceneHHble —
13 CYMEpEK BO TbMy Nnepesietan?

AHHOTauusA. B cTaTbe paccMaTpvBalOTCH MeTaBCeNeHHble B kayecTBe (eHoMeHa,
NOA KOTOPbIM Mbl NOAPa3yMeBaeM MPOEKTbI CONVKEHUS U CAUSHUS DU3NYeCKow,
BUPTYaNbHOW 1 JONZEOrgeoNHEHHOM (PacliMpeHHO) peanbHOCTH B L POBbIX MPo-
CTPaHCTBaX, OCYLIECTBASIEMbIE TEXHONOMMYECKMY KOMMNaHMSMUN. ANOAOreTbl pa3Bu-
TUS METaBCENEHHbIX YTBEPKAAIOT, YTO BCKOpe MIHTepHEeT nepecTaHeT CyllecTBoBaTb
B NPVBbLIYHOM CMBIC/IE, U €ro MeCTO 3aliMyT MeTaBCe/eHHbIe B Ka4YecTBe rMobanbHbIX
BMPTYanbHbIX MPOCTPAHCTB ANs 0bLeHns, paboTsl 1 oTabIxa. B nccnegoBarmnm npo-
BOAWTCS CpaBHeHWe 3TUX B3rNs[0B C uaeei MaHoNTUKOHa, chopMynMpoBaHHOM
V. BeHTaMOM 1 BNOCNEACTBUM UHTEPNPETUPOBAHHOK M. dyko. AKTYanbHOCTb NPo-
BnemaTnku 0bycnoBNeHa TeM, 4TO pacTyllas 3aBUCHMOCTb roCyAapcTBa, ObLLecTBa,
VIHOVBMAA OT TEXHONMOTUIA 11 UX KPEMHyLLAs B3aWMOCBS3b DOPMMPYET KOMMNEKC Npo-
Bnem, 0CTPOTa KOTOPbIX BO3PACTAET, HO PeLLEHNE MOKa He 04eBMAHO. B cTaTbe Noka-
3aHO, KaK TEXHONOT UM, MaHUMYNNPYS YeNOBEYECKUMI CNaboCTSMU, YCUANBAIOT CBOKO
BNaCTb Hafj 0OLWeCcTBOM, Nonyyas Haf HWUM ynpaeneHwe. MpoBefeHHOe vccnefoBsa-
HUe AEMOHCTPUPYET, YTO MNaBHLIMU PUCKAMU METaBCeNeHHbIX ABNAeTCH Aerpafa-
UMS B BUPTYanbHOM MUPe LEHHOCTe 1 MOpanu, pacnag MaeHTUYHOCTY MHAVBMUAA.
B paboTe C TOYKM 3pEHMst BO3MOXHBIX CLIEHAPWEB B3aWMHOTO BUSHMS YenoBeKa
Y TEXHONOTWI aHaANV3MPYKOTCS TaKve NPOU3BEeAEeHV S MacCOBOI KynbTypbl, KaK K-
HodunbMbl «Consipuc» A. TapkoBcKoro, «Buaeogpom» [l. KpoHeHbepra, «KoHrpecc»
A. donbMaHa. B pesynbrate NpoBefeHHOM paboTbl A€NaeTCs BbIBO, YTO HEOOXOAMMO
CHOPMUPOBATL HOBYIO COLIMONYMAHUTAPHYIO PaLMOHaNnbHOCTb, Ha OCHOBE KOTOPOM
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CTaHEeT BO3MOXHbIM KOHTPONMPOBATL NIOMMKY Pa3BUTUS TEXHONOMMYECKMX KOMMa-
HWI, NPOABUratOLMX METABCENEHHbIE.

KnioueBble cnoBa: MeTaBCeNeHHas, CUHIYNSPHOCTb, UMbPOBbIE TEXHONOTK, MeTa-
BEpC, HPABCTBEHHOCTb, MOPab, MeTanapasuT

INTRODUCTION

In my work, | will use the term metaverse without quotation marks, as a
concept that has already entered the lexicon, and often in the plural, when talking
about the technology in the broad sense. According to Collins, in 2021 “metaverse”
was one of the ten most actively used terms. The concept describing a three-
dimensional virtual world was coined and first used by writer Neal Stevenson in his
1992 novel Snow Crash. In 2021, the use of the word increased twelvefold compared
to 2020, as today the idea of a metaverse represents the cultural challenge—the
evolution of the Internet and the consequent growing interaction of people with
virtuality (Bayley, 2021). In July 2021, Facebook* founder and CEO Mark Zuckerberg
presented his vision of how the social network would be transformed into a
“metaverse company.” In a few years, he believes, this will be an online world for
work, communication and entertainment, where solutions based on augmented
reality (AR) technology are applied. According to his idea, in that world, people
will communicate using their avatars, content will be presented as holograms, and
users will have virtual homes and workplaces.?

Already in October, Zuckerberg announced that the parent company, owning
a number of social platforms, would change its name to Meta**. In numerous
publications and interviews, the heads of leading technology corporations,
including Zuckerberg and Microsoft CEO Satya Nadella, claim that the metaverses
(meaningthe conceptin general, not any particular project by a particular company)
are the inevitable future of the Internet. But what form will it take: an endless video
game, a more advanced version of Zoom, or something new and revolutionary?

We are at a tipping point. The debates about what a metaverse is are
reminiscent of the 1970s debates about what the Internet was. At that time, the
structural elements of the network were already being created and developed,
although it was not yet possible to predict what the new “reality” would be like.
That is why, despite the obvious fact that the Internet is a promising project, its
likely incarnation in terms of scale, form and logic itself, remains a mystery. And, of
course, not all of the predictions of technical experts, scientists and mass culture

! Zuckerberg wants Facebook™ to become online. (2021, July 23). BBC News. Retrieved February 15, 2022, from
https://www.bbc.com/news/technology-57942909
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representatives have turned out to be correct. In particular, in the seventies, Ken
Olsen, the founder and head of Digital Equipment Corporation, an early generation
developer and manufacturer of computers (consisting of a huge mainframe and
terminals), argued that personal computers could have no future. In 1995, Robert
Metcalfe, the inventor of Ethernet, expected that the Internet as a non-viable project
would disappear within the following year. And Bill Gates was sure that his company
would never be able to develop a 32-bit operating system.?

* * *

The above challenge predicated the purpose of this study—to analyze what
technology companies put into the concept of the metaverses, and how they use
it to expand the technosphere and encourage people to dive in it with a focus on
increasing their power and influence.

The objectives of my study are:

1. to examine the concept of the metaverses in scientific, cultural, and artistic
contexts;

2. to show how the evolvement of technologies associated with the meta-
verses exposes humanity to the risk of losing autonomy;

3. to demonstrate how mass culture predicts and reflects on the evolvement
of the metaverses and their impact on everything human.

The object of the study is the threat to everything human, taking into account
technological progress and the evolvement of the metaverses in the context of
the convergence of humanitarian and technological principles; the subject is the
explication of the influence of the metaverses on culture up to the very nature of
everything human, based on the existing discussion in mass media and in modern
mass culture.

The hypothesis of the article is that digital technology at its modern level
poses a threat to the prospects of civilization and humanity. Current development
trends have not yet allowed to form a sufficient set of tools that would direct
progress in a benign direction. A new rationality® must be formed and outspread in
order to shift the epistemic and semantic reference frame so that the evolvement
would be vectored toward the well-being and progress of humanity.

2 For more unfulfilled predictions made by notable experts see: Amelia Tait. (2016, August 25). 25 years on, here
are the worst ever predictions about the internet. The New Statesman. Retrieved March 20, 2022, from https://
www.newstatesman.com/science-tech/2016/08/25-years-here-are-worst-ever-predictions-about-internet
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WHY META-?

Since the interaction between the technosphere and the anthroposphere
is a highly topical and speculative topic, there is a whole range of opinions,
sometimes polar, on the prospects of the metaverses. This is a point of intersection
of philosophical, political, and socio-economic discourses, and, by every measure,
the stakes are high here (Kim, 2021, p. 234). Therefore, it seems that rectitude
becomes a kind of denominator for the discourse. In recent years, the concepts of
ethics, morality and rectitude have often been used as synonyms in public space;
above that, their scope of application is extended (often unjustifiably) not only to
philosophy and culture, politics and law, but also to technology, economics, and
so on. With this in mind, let us recall exactly what the distinction between ethics,
morality, and rectitude is. In the simplest sense, ethics juxtaposes and contrasts the
concepts of good and evil in a system of beliefs. Morality regulates social relations
through norms and principles. Rectitude represents actual behavior and specific
actions, and how that behavior is reflected in the actual experience of a person,
group, or society. In other words, by rectitude we mean unbiased assessments of
practical actions. Therefore, now-popular initiatives to induce so-called ethical
themes (in the form of formalized domestic moralizing, propaganda, and even the
forcible imposition of certain strictly defined moral values) are either a fruitless
discussion of abstractions or playing with concepts in orderto implant ethical codes
into public life as quasi-legislation.* It is an attempt to introduce a new simulacrum
which threatens individuals, stimulates the polarization of society, and ratchets
up social tension. In my thinking, modern social trends form a single moral knot,
linking the human and the technological, the physical and the virtual. | see this knot
as the foundation on which progress must be based.’

This constructis, in fact, the main issue of this study. Illlustrative is the fact that
Facebook*, due to a variety of circumstances, is in a vulnerable position.

The most obvious threat to this social network, the one lying on the surface,
is Apple’s update released in spring 2021: it banned the collection of user data in
social media applications without users’ consent. It put the very business model of
Facebook™ at risk.

Therefore, when trying to conceptualize Facebook’s* almost artistic revolutio-
nary fantasy of a future where everyone will own a digital wardrobe in the virtual

*In this case, a set of requirements for the knowledge system.

*What is meant here is the tendency of administrative bodies, public organizations, business associations, and
individual companies, not vested with lawmaking powers, to act within such initiatives as rule makers. Hence, the
regulations they develop and adopt have no legal force.

° | express my gratitude to Professor Grigoriy R. Konson, Scientific Editor of The Art and Science of Television
journal, for his help in formulating the main idea of this paper and for his valuable recommendations on the use
and interpretation of some key concepts presented in the text, in particular, “single moral knot.”
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world, it is necessary to invoke the fact that the company’s main goal in the meta-
verse is to generate and maximize income from the sale of those virtual clothes.

Actually, if we define the metaverse as a stable three-dimensional virtual world
supported by VR and AR technologies, we can say that such worlds have long existed
in a variety of forms, from video games to virtual chat applications (Mystakidis, 2022,
p. 488). More than that, the Internet as a whole is already firmly embedded in the
anthroposphere, becoming a bizarre parallel reality. Therefore, for a deeper dive,
we must identify the meaning of a metaverse as a concept—with a special emphasis
on “meta-". According to Alexander Segal and Alexei Savchenko, metaverse is
a typical English compound formed by the fusion of arbitrary parts of the words
rather than their roots (Savchenko, Segal, 2021, p. 3). As of late, words containing
“meta-" have become quite popularin scientific and public discourse. In philosophy,
art studies, and other sciences, the term metalanguage is often used to denominate
the language of science as a means of representing natural language (Barthes,
1989, p. 131). Similar method is applied in film studies. Film scholars, who study
how literary works are transformed into films through literary and director’s scripts,
use the metatextual approach (lvannikov, 2017, p. 337). On a larger scale, in near-
philosophical discourse, metamodern is a popular concept, which is understood
as a claim to synthesize the many cultural transformations of the recent decades
in order to overcome the postmodern pessimism and offer hope for achieving
harmony for everyone and for culture as a whole. Many sources argue that the term
was introduced by Robin van den Akker and Timotheus Vermeulen “as a method
of describing the existing ideology in culture” (Zan’kovsky, 2016; Syundyukov,
2021; Pavlov, 2018, p. 2; Vermeulen & van den Akker, 2010, p. 1). However, a little
earlier, in 2007, the word was used in a similar meaning by Nirmala Srivastava, the
founder of a New Age religious movement Sahaja Yoga. In her book Meta Modern
Era about spirituality in the modern world, Srivastava identifies the prerequisites
for a paradigm shift in the twenty-first century through a tangible breakthrough in
human consciousness. Furthermore, she aspires to create a metascience which
could overcome the gap between traditional science and spirituality—that is, she
proclaims her own metaverse (Srivastava, 1997, p. 7). Therefore, it is clear that
the ambition to use the prefix “meta-" for ideas and projects is not an individual
phenomenon, but a trend evidenced in various categories of social life. It is the desire
of numerous actors to take part in the “reconstruction” of models of culture and
human beings using conceptual and technological capabilities.

The above suggests the paradoxical idea: if we wish to see the real perspectives
of the metaverses, we must set aside the present day realities. As we develop the
idea presented above, it becomes evident that the possibilities and technologies
associated with the metaverses have long existed and are actively used in everyday
culture: among them are multiplayer online games (virtual worlds), digital concerts/
streams/lectures, video calls with people from around the world, online avatars,
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trading platforms, and so on. For these tools to merge and grow into culture,
becoming the basis of a new paradigm, something larger and more conceptual
needs to be added that will serve as a catalyst for a qualitative change. That is
why the apologists of the metaverses refer to the VR worlds of the aforementioned
Stevenson’s novel and the film Ready Player One (2018) by Steven Spielberg as
examples of a viable model of a new world, where humanity is fully and successfully
immersed in virtuality. At the same time, the promotion in popular culture of the
head-up displays (like, for instance, in the Iron Man franchise (2008-present)) and
holograms (episode Edge of Tomorty: Rick Die Rickpeat of the Rick and Morty series
(2013-present)) together forms the starting point for the conceptualization of a
metaverse, which only in this combination can become something really new.

METAVERSES THROUGH DIFFERENT LENSES

Excitement and hype around the idea of the metaverse is in itself its most
important component. In the current reality, the word “metaverse” can be
undoubtedly replaced with “cyberspace” without the essential change in the
connotation. It should be mentioned, however, that over the last decade, dozens
of sociological, cultural, media-theoretical, ethnographic and other concepts
have been introduced in order to conceptualize the metaverses. In particular,
anthropologist Lisa Messeri defines a metaverse as an immersive digital world which
is basically a new frontier. In her opinion, at the root of the metaverse development
are technologies coming from the VR industry, and such an evolvement is fraught
with serious risks for humanity. A number of researchers of digital technologies and
the Internet define a metaverse as a virtual universe, that is, as a set of spaces formed
as a result of the convergence of virtual, augmented and physical realities, virtual
worlds and the Internet (Dionisio, 2013, p. 32). Gavin Baker, a well-known investor
and expert in technology and media, calls a metaverse a set of connected virtual
worlds, says that video games would be their basis, and believes that already in the
coming years people would spend most of their lives there. Some global economists
define the metaverses as virtual spaces in which augmented and virtual reality, data
networks and decentralized financial and payment systems will be the foundation
of a realistic digital world for communication, work and trade of digital goods. Other
researchers study culture of the metaverses as a kind of digital virtual culture. They
believe that metaverse technologies would change society for the better precisely
because of the resources of culture (Hovan George et al., 2021, p. 1). There are also
purely artistic interpretations of the metaverses. Forinstance, hereis a graphicimage
of my vision of this concept.
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Fig. 1. Oleg Gurov. Metaverse visionaries. 2022. Paper, pen, drawing. 21x30 cm*®

Simon Mackenzie explores the ethnography of the metaverses in the
context of society’s trajectory toward techno-sociality, examining the shadow
cryptocurrency markets (Mackenzie, 2022)." Technology companies promoting
cutting-edge products, such as NFT? are particularly interested in the viable idea
of the metaverses and promoting them as a project of the new world economy.
That is why one should not take seriously the predictions that the metaverses will
evolve organically, linearly and safely, and that such development is evolutionarily
predetermined, as, for example, Australian philosopher David Chalmers claims.
Virtual worlds, in his view, are as full-fledged as physical reality, and the subject can
live a full life in both modalities without sensing any difference (Chalmers, 2022).

¢ From the author’s personal archive.

" This and other approaches to the concepts and essences of the metaverses are disclosed in detail by various
specialists. In particular, in his blog, renowned technology analyst Nicholas Pappageorge refers to the definition
of the metaverse presented by investor Gavin Baker: Pappageorge, N. (2020, April 9). The metaverse: A grand
unifying theory of media. NpappaG. Retrieved March 20, 2022, from https://npappag.com/2020/04/09/the-
metaverse-a-grand-unifying-theory-of-media/; interview with antropologist Lisa Messeri: Cummings, M. (2022,
January 6). Anthropologist Lisa Messeri on the “metaverse” and other digital worlds. Yale News. Retrieved March
20, 2022, from https://news.yale.edu/2022/01/06/anthropologist-lisa-messeri-metaverse-and-other-digital-
worlds-0; forecast by political scientist lan Bremmer on the development of international politics in the realities
of the metaverses: Bremmer, I. (2021). The technopolar moment: How digital powers will reshape the global
order. Foreign Affairs. Retrieved March 20, 2022, from https://www.foreignaffairs.com/articles/world/2021-10-19/
ian-bremmer-big-tech-global-order

81 the context of this study, NFT (non-fungible token), according to the definition given by its creator, is a proof
of ownership of a digital commodity, which can become a crucial element in the future infrastructure of the
Internet.
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Yet it seems to me that such an attitude simply reduces human nature, exclu-
ding any ethical, moral, and rectitudinous requirements to the point of threatening
to render human beings superfluous and to factor them out from a potentially non-
human-sized world. To illustrate this statement, let us turn to Andrei Tarkovsky’s film
Solaris (1972) based on the novel of the same name by Stanistaw Lem (1961). All
science fiction authors, whether writers or filmmakers, are pure philosophers, since
science fiction is the fruit of an imaginary experiment. Sci-fi films tend to exploit
possible future scenarios in order to model different variants of technological
progress and the transformation of human nature, and to predict the prospects
of interaction between people and the technosphere. But no less important for
Tarkovsky is the man, burdened by existential dilemmas and the agonizing search
for the meaning of life. For this reason, the science-fiction component in Solaris
is mostly background: the interiors of the space station appear on the screen
only episodically. The main focus of director’s attention is the psychology of the
hero and his spiritual order. Throughout the 20th century, thinkers, writers and
filmmakers felt the need to anticipate and perceive what changes in human nature
might be provoked by the introduction of technology into everyday life.” Tarkovsky
sensed that the world of his day was on the verge of a transformation of all major
categories of culture caused by rapid development of technologies. Perhaps he
foresaw that human nature itself, and especially the ethical-moral-rectitudinous
complex, would also be subject to change because of technological progress and
the revolution in communication technology, so he conveyed his concerns into the
future. The director saw the main point of his film “in its moral issues. Penetration
into the innermost secrets of nature should be inextricably linked to moral progress.
When taking a step on a new stage of knowledge, the other foot must be put on a
new stage of rectitude. With this film, | wanted to prove that the issue of stamina
of rectitude and goodness pervades our entire existence, manifesting itself even in
the domains which are seemingly not related to morality, such as going into space,
exploring the objective world, and so on” (Kofirin, 2013).

Therefore, the modern discussion about the perspectives of the metaverses
lacks close attention to the life challenges of an individual, it lacks the desire to
comprehend the true human nature, the “verification” of the true human essence in
extreme situations.

Speaking of cinema as an activity and an art form, we should note how cinema
itself is being transformed by the evolvement and proliferation of technologies.

°1n 1961, Arthur C. Clarke predicted space tourism (in his novel A Fall of Moondust); about 40 years later, this
idea became the basis of the promising business projects of Elon Musk and Richard Branson. In his 1972 novel
Cyborg, Martin Caidin predicted the invention of bionic organs (which came true in 2013). Today, this direction in
medicine has become very promising, as it is aimed at ensuring inclusiveness in the daily life.
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Ten years ago, making a movie required (in addition to talent and inspiration) a
significant amount of money to buy and process film strips, as well as to rent or
purchase expensive cameras and other equipment. Then, it was necessary to
find a buyer or distributor for the film and hope that the expenses would pay off.
These requirements virtually eliminated the chances of making a film not only
for amateurs, but even for professionals wishing to do it on their own and at their
own risk. Today, it is possible to shoot a film of excellent quality with a digital
camera or a smartphone and edit it in a home studio. Distribution is available on
the Internet through numerous platforms and services without substantial cost.
And here we see another paradox: digital cameras and access to the Internet have
increased the possibilities to create and promote films using technologies related
to the metaverses. Visual media, in their turn, spread new values and enhanced
opportunities for users (or rather prosumers—producers and consumers in one)
to interact with the metaverses. This is reminiscent of what Jean Baudrillard said
about the first film of The Matrix trilogy in one of his interviews: “The Matrix is surely
the kind of film about the matrix that the matrix would have been able to produce”
(Skrytyy smysl, 2003). In the same interview, the philosopher remarked: “The
system produces a negativity in trompe-l'oeil, which is integrated into products of
the spectacle just as obsolescence is built into industrial products. It is the most
efficient way of incorporating all genuine alternatives. There are no longer external
Omega points or any antagonistic means available in order to analyze the world;
there is nothing more than a fascinated adhesion. One must understand, however,
that the more a system nears perfection, the more it approaches the total accident”
(Skrytyy smysl, 2003).

Thus, the concept of a metaverse is a notion which is construed differently
and quite situationally by representatives of different fields of knowledge, while a
generally accepted definition and comprehensive interpretation is still missing.

METAVERSES FOR CORPORATIONS

Let us take a closer look at what exactly technological corporations mean by
the metaverses. In this case, we do not need to look for analogies in the works of
mass culture because the seeds of the idea of the metaverses have managed to
sprout in everyday and business reality in the form of such popular and actively
developing ecosystems, on the basis of which individual companies create their
own metaverses (Lee, 2021, p. 47). Venture capitalist Matthew Ball describes the
metaverse as “a massively scaled and interoperable network of real-time rendered
3D virtual worlds which can be experienced synchronously and persistently by an
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effectively unlimited number of users with an individual sense of presence, and with
continuity of data, such as identity, history, entitlements, objects, communications,
and payments” (Ball, 2021). For technology corporations, the biggest challenge
is to ensure that users join their platforms (ecosystems, metaverses) and stick
to them. It is here where the interaction segues to control, giving birth to an
association between the metaverses and the Panopticon. The idea of Panopticon
was formulated in the 18th century by Jeremy Bentham and later interpreted by
Michel Foucault, who offered his understanding of this concept (Verry, 2021, p. 7).
According to Bentham, the Panopticon is a prison built in the form of a ring. Inside
of the ring there is a tower with windows facing all sides of the inner wall of the
ring. Each cell also has windows, one looking into the ward and the other one
looking out. The main purpose of such a structure is that prisoners feel like they
are constantly supervised, like the warden is watching them at all times—but they
must not be able to see him. Foucault sees in the Panopticon the most concentrated
expression of the principles of disciplinary power and claims that power is primarily
represented in hospitals, prisons, and educational institutions (Furseth, Repstad,
2021, p. 24). It should be noted, however, that in the modern society health, safety,
and personal development are considered priority values. The panoptic scheme is
an instrument for enhancing power of any kind: it saves human, time, material, and
technical resources, and enhances efficiency through automation, the permanent
nature of action and the preventive principle. In such a system, there is no place for
ethics, morality, and rectitude; regulation and control are provided by completely
different, “unhuman”formations. This is how figures of the past saw the Panopticon.
Today, one of the main trends is the digital transformation of the major spheres of
social life. And the main goals of this transformation are economy and efficiency—
exactly the same principles as the Panopticon model provides.

Therefore, the three-dimensional space offered by the metaverses is a
new, modern version of the Panopticon. The metaverses are yet another way of
controlling and monitoring people, only more innovative and less obvious. We can
draw certain parallels between the life of a criminal in a Panopticon transparent cell
and that of a participant in a metaverse. Of course, the images and contents of the
metaverse inhabitants will not totally match those of their “hosts” in the physical
world. But the rapid spread of technology invokes a serious reflection on the elusive
boundary between the people and their avatars, between the real and the virtual.
In April 2021, Epic Games released the MetaHuman Creator toolkit allowing to easily
create a realistic digital character with facial animation. The cloud-streamed app
can be launched through a browser. Within Studio recently released its own fitness
app, Supernatural, designed for Oculus Quest VR glasses. Fitness classes offer a
choice of beautifulimmersive locations; there is also an option to invite a consultant
or a coach to check whether exercises are performed correctly and give advice if
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necessary. The Within studio developers soon joined the Meta** team, which opens
up new horizons for the technology development. Stimulated by such technologies,
people risk to get voluntarily confined in the Panopticon, depriving themselves of
physical and moral freedom, autonomy, the possibility and necessity to exist within
the coordinates of rectitude. Thus, a space where the subject remains under the
supervision and control of a virtual coach (and, first of all, the metaverse systems
itself) is nothing other than the embodiment of Bentham’s idea.

METAVERSES THROUGH THE PRISM OF MASS CULTURE

Now that we have examined the concept of the metaverse from the
corporations’ perspective, let us explore how it is reflexed in mass culture. For this
purpose, | shall address the creative legacy of David Cronenberg, the author of a
number of prescient films about the interaction between people and technology.
His movies of different years still retain their topicality and relevance. As for
understanding the nature of social media, they are quite valuable here—largely
thanks to Cronenberg’s masterful ability to make physicality seem defiantly
unnaturaland problematic. He pushes the boundaries of physicality through the use
of bio, medical, media and social technologies. Thisis why the interrelation between
physicality and technology in his films is very evident. Cronenberg explored various
aspects of this interactivity, but in this article, I shall focus on Videodrome (1983).
In this movie, he interprets technology as the “new flesh,” offering an unexpected
perspective on how media, technology, and human interpenetrate. Cronenberg
shows the transition to the new flesh as a mysterious and dark process.
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Fig. 2. Videodrome by D. Cronenberg, 1983

Even though the film was released in the early days of the Internet, it can
be called a warning about the threats that later came from Facebook™* (although
technically Cronenberg is dissecting television, not the Internet; however, it is the
interactive nature of mediathathe demonstrates). Indeed, alittle later, the interaction
between the individual and the media through digital technology reached a whole
new level—targeted, personal, private, and even intimate. What seemed potentially
possible just a few decades ago in relation to television, has now become evident in
the light of the development of social media seeking to evolve into the metaverses.
The connection has turned into interpenetration, and the line between flesh and
virtuality has begun to blur. In this sense, Videodrome is the antipode of The Matrix.
In the latter, virtual reality is opposed to physical, and physicality is marked by
scars and implanted connection ports. Conversely, the structure of Cronenberg’s
film shows how virtuality impenetrates human mind and flesh, how soul and body
mutate, and ultimately how technology takes control over everything human.
James Woods, as the president of a private cable TV channel, and Deborah Harry
(in real life, the lead singer of the Blondie punk band and H. R. Giger’s muse), as a
psychiatrist, are exposed to electronic brainwashing technology and gradually fall
into a bottomless pit of destructive hallucinations. Bizarre visions mingle with reality,
forming in the characters a completely new picture of links between consciousness
and the world around them, which eventually causes terrible transformations of the
physical body as well, making it the “new flesh.” It is then when, as Deborah Harry’s
character says, death ceases to mark the end. And again, we are reminded of how
admirers of the metaverses (like Apple CEO Tim Cook, filmmaker Steven Spielberg,
numerous investors and techno-optimists) define it, claiming that the metaverses
are a promising space for endless communication and entertainment.

19See the image source: https://www.kinopoisk.ru/film/8853/ (20.03.2022).
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Another film which predicted the emergence of the metaverses is
The Congress (2013) written and directed by Ari Folman and co-produced by
France and lIsrael. The movie, combining live-action and animated scenes, is a
free adaptation of Stanistaw Lem’s 1971 novel The Futurological Congress. From
it, Folman borrowed the idea of mass usage of hallucinogens, adding to it the
prediction about digital cloning of celebrities. The Congress shows how actors
are forced to sell their images, renouncing any possible chances to act in films in
the future, while their digital twins can be used in endless serial blockbusters over
decades at the producers’ discretion (Cardefia, 2014).

Fig. 3. The Congress by A. Folman, 2013

Actually, deep fake technology already allows recreation of the images of the
deceased personalities for political and commercial purposes, which has repeatedly
raised ethical questions. In this film, Robin Wright plays a version of herself, who
transferred the right to use her image in future films to a major film studio. At the
same time, there is a new trend of using chemical cocktails which enable entering
the animated world, where people can be disguised as any avatar of their choice.
Here virtual reality is created by the efforts of big pharma and Hollywood studios—
an ingenious view on the merge of powerful but very different activities.

Inany crisis, subtle matters sufferthe first—andin the case with the metaverses,
the main burden falls on the very moral knot | mentioned earlier. In confirmation,
let us recall that these two films were certainly ahead of their time. Later the COVID
crisis, which began in 2019, convincingly demonstrated how a biological pandemic
was accompanied by a pandemic not only informational and cultural—it reached
the humanitarian level. Being the part of these events, we personally witnessed the
synthesis of heterogeneous categories, and experienced first-hand how incredibly
fragile and vulnerable everything human is. We witnessed how social media—

1 See the image source: https://www.kinopoisk.ru/film/581906/ (20.03.2022).
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without prior arrangement—have taken advantage of the situation to further
strengthen their position.

CONCLUSION

Technology corporations use the concept of the metaverses to justify their
activities aimed at expanding the technosphere and immersing people in it. The
purpose of the study was to demonstrate that corporations seek at all costs to
increase their power and influence on social life, and this purpose seems to have
been achieved.

The results obtained confirm the hypothesis: the strategy and motivation of
technology companies that have set their sights on the creation of the metaverses
do not correspond to the tasks of the successful development of mankind. Moreover,
the position taken by digital technology in social life allows us to speak of a threat
to civilizational development and human prospects. Obviously, whether it is about
expanding the entertainment sphere, getting more access to users’ personal data,
or gaining full control over users, the main function of the metaverses is to generate
super-profits. And for this, the concept of the metaverses will be promoted and
integrated into culture under the most euphonious pretexts, as a blessing and as
a tool for improving the quality of life, offering people new opportunities for self-
expression. Current digital progress undoubtedly bears the risks of dehumanization
and loss of human positions in the convergence of the anthroposphere with the
technosphere.

The current situation and the development trends within the existing
paradigm have no potential to, and do not provide humanity with the tools that
would allow the society to control the evolvement of technology and direct it
toward commonweal. Another question worth asking is, how the increasing
duplication of reality in digital space affects culture as a whole and the psyche of the
individual, and whether this trend will lead to the final blurring of the boundaries
between reality and digital world (Stokel-Walker, 2022, p. 39). The above examples
from the mass culture show that this integration is mutagenic and destructive to
human nature; this threat must be taken into account, and ways to control and
reduce such risks must be sought. The synthetic perception of each individual and
the society, of media and technology as inextricably bound elements might lead to
the uncontrolled expansion of the technosphere, in which everything human could
die out as an excessive, unnecessary and even harmful biomass. There is another
important factor left out of the scope of this paper, which should be considered
in the future: the acceleration of time. A few decades ago, the green lines of the
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Matrix code seemed fantastic, but today the idea of merging the physical and the
virtual worlds provokes no rejection and seems quite organic. This is significant,
because over a short period the basic idea of the metaverses—the convergence of
the physical and the virtual—began to come true. The boundaries between the two
worlds are blurring and can eventually be erased. Paying little attention to this issue
can lead to the fact that the natural offline world, more human in nature, deeper
and truer, bounded by the complex of ethics, morality, and rectitude would be
forced out to the periphery of culture and social life.

To overcome these threats, people must form a new socio-humanitarian
rationality, that is, a set of requirements for ensuring systemic epistemic security.
These requirements must include scale, sufficiency of relevant values, consistency
and dynamism, reflexivity, openness to discussion, etc. (Lebedev, 2015, p. 8).
Comprehensive fulfillment of these requirements will make it possible to think in
a new way, to overcome illusions and stereotypes, and to combine the complex
of ethics, morality, and rectitude with the technological paradigm. And this is
necessary to achieve the main goal: to consciously adapt the logic and model of
evolvement of technological corporations creating the metaverses, and through
this to ensure the human-dimensional development.

* By the decision of the Tverskoy District Court as of March 21, 2022, Meta company,
owner of the Facebook social network, was adjudged an extremist organization. Access to
Facebook in the territory of the Russian Federation is banned.

** By the decision of the Tverskoy District Court as of March 21, 2022, Meta company
was adjudged an extremist organization. Access to some of its products in the territory of the
Russian Federation is banned.

BBEAEHUE

KoHuenT «MeTaBceneHHas» Mbl byaeM ynoTpebnsTs B Hawel paboTe 6e3
KaBblYeK, KaK yKe BolefLLIee B NIEKCHKOH MOHATUE, @ TakKe YaCTO BO MHOXECTBEH-
HOM Yucne, koraa bygeM roBOpUTb O TEXHONOT UM B LIMPOKOM CMbicAe. 10 oleHKam
nekcukorpados Collins, B 2021 rofy TepMUH «METaBCENEHHAs» BOWEN B AECATKY
Hanbonee aKkTMBHO ynoTpebnsieMbix CNOB. [OHATKE, OMUCLIBAIOLLEE TpexMep-
HbIVi BUPTYaNbHbIA MUP, ObII0O NPUAYMaHO 1 BNEPBbIE UCMONb30BAHO NMCaTeNeM
H. CTuBeHcoHoM B 1992 rofly B poMaHe «CHexHas katactpoda». B 2021 roay yno-
TpebreHre 3TOro TeEpMKHa BO3POC/IO B ABEHAALATbL Pa3 Mo CPaBHEHWIO C Npefbl-
AYWMM rOfjoM, TaK Kak CerogHs nges MeTaBceneHHoW ONMNLETBOPSET aKTyanbHbIi
A5 KyNbTypbl BbI30B — 3BOMOUMIO VIHTEpHeTa 1 pacTyllee BCNeACTBYE 3TOMO
B3aMMO[eCTBME YenoBeKa C BUPTYyanbHOCTbIO (Bayley, 2021). B uione 2021 roaa
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OCHOBaTeNb 1 pykoBoanTens Facebook™ M. Llykepbepr npeactasun BraeHme, Kak
B OnmKalme HECKONBKMUX NET OH NpeobpasyeT CoLManbHyo CETb B «KOMMNAaHMIO
MeTaBCeNeHHOW» — B OHNANH-MUP AN paboTbl, KOMMYHUKALMK 1 pa3BneveHmin
C NOMOLLbIO PeLeHnin, OCHOBAHHbIX Ha TEXHONOTVN AOMONHEHHOW peanbHOCTU.
Mo ero naee, B 3TOM MUpe Ntoav ByayT CNOCOOHbI KOMMYHULMPOBATb C MCMONB30-
BaHMeM CODCTBEHHbIX aBaTapOB, KOHTEHT OyAeT NPeACTaBneH B BMAE roNorpaMm,
ay nonb3osatenei byayT CBOM BUPTyasbHble JoMa 1 paboyne MecTal,

Yxe B oKkTabpe M. Llykepbepr o6baBUM O NPUHATOM pelleHnn NMoMeHsTh
Ha3BaHWe rofIoBHOM KOMMNaHUW, BRafetoLllei psaoM coumnansHbix NaaThopM, Ha
Meta**. B MHOTOYMCNEHHbIX MYBAUKALMSX U UHTEPBBIO PYKOBOAMTENN BEQyLiMX
TEXHONOMMYECKUX KOMMNaHWU, Cpeamn KOTopbIX YNoMsaHyThIn M. Llykepbepr v an-
pexTop Microsoft C. Hagenna, yTBepxaatoT, YTO METaBCENEHHbIe (MMEeeTCs B BUIY
MeTaBCeNeHHble B KayecTse oblielt KOHLUENUMM, a He Kakon-nbo KOHKPETHbIN
NpoeKTa OTAENBHON TEXHONOMMYECKOW KOMMNaHuUKn) — 3TO HensbexHoe byayuiee
MiHTepHeTa. Ho B KaKOM BUMfe OHO HAC XAET — KaK HempepbiBHas BUALOMTPa, KaK
norpyeHue B bonee NpoABMHYTYIO BEPCUIO ZOOM WK 3TO OYAET YTO-TO peBosio-
LIMOHHO HOBOE?

Mbl HaxoAMMCs Ha nepenoMHoM 3Tane. CerogHs Cnopbl O TOM, 4TO Takoe
MeTaBcefleHHasi, HalmoOMUHAIOT AUCKYCCUIO CEMUAECATBIX rOf0B XX Beka no noso-
Ay TOrO, YTO TaKoe VIHTepHET. B TO BpeMs CTPYKTYpHbIE 31eMeHTbI CETU YxKe CO3-
[aBanuncb 1 pasBKBanUCh, HO AOCTOBEPHO €lle Hemb3s BbiNo YTBePHAaTh, KaKow
TOYHO ByaeT HoBas «peanbHOCTby. [03TOMY, XOTS O4EBUAHO, YTO VIHTEpHET sBNs-
€TCsl NepCneKTUBHbLIM MPOEKTOM, €0 BePOSTHOE BOM/OLLEHMe B YacTW MacluTaba,
(hOpPMbI M CaMOI NOTMKK, OCTAETCS 3arafKoi. 1, KoHe4Ho, aaneKko He Bce npeacka-
3aHUS TEXHUYECKUX CNEUNaNCTOB, YYEHbIX U NPeacTaBUTENe MAaCCOBOM KybTy-
pbl OKa3annch BePHbIMU. B 4aCTHOCTH, B CEMUAECATLIX rofax NPOLWNOro CToNeTus
K. OncoH, ocHoBaTenb 1 pykosoamTens Digital Equipment Corporation, komnaHum-
pa3paboTyumKa v NPOV3BOANTENS KOMMBIOTEPOB PAHHENO MOKONEHMS (COCTOSALMX
13 OrPOMHOrO MeiHdperMa 1 TepMUHANoB), YTBEPHAAN, YTO Y NEPCOHaNbHbIX
KOMMbIOTEPOB He MOXET HbITb Byayulero. B 1995 roay P. MeTkand, n3obpetatens
Ethernet (TexHonorvn nepepayn AaHHbIX MEXAY OTAENbHbIMU YCTPOICTBAMM)
npefAcKasan, YTo B TeYeHue clegyiollero roga MIHTepHeT NCYe3HET KaK HeXxn3He-
CNOCOOHbIN NpoeKT. A b. TeliTC 3as8BNs/, YTO ero KOMMaHWs HUKOMAa He CMOXeT
pa3paboTaTh 32-61THYIO ONepaLVOHHY CUCTEMY?,

! Zuckerberg wants Facebook™ to become online // BBC News. 2021. Jul. 23. URL: https://www.bbc.com/news/
technology-57942909 (nata obpalierns: 15.02.2022).

2Bbonee NoapobHO 0 HECOBIBLVXCS MPEACKa3aHNsX, CAeNaHHbIX 3HAYMMbIMI 3KCNepTamy, cM.: 25 years on,
here are the worst ever predictions about the internet. By Amelia Tait // New Statesman URL: https://www.
newstatesman.com/science-tech/2016/08/25-years-here-are-worst-ever-predictions-about-internet  (gata 06-
palyers: 20.03.2022).
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* * *

PaccMOTpeHHoe Bbile NpobnemMHoe none obycnosuo Lenb paboTsl — npo-
aHanM3K1poBaTh, YTO BKNAAbIBAIOT B MOHATHE METABCENEHHbIX TEXHOMOMMYeCKme
KOMMaHWW, ¥ KaK OHW MCMONMb3YIOT 3TY KOHLENLUWMIO N5 paclunpeHns TexHocheps|
VI MOrPY)KEHMS B Hee YenoBeka C POKYCOM Ha YCUNEHWE CBOEI BNACTU U BIUSIHUS
B Pa3nyHbIx 00NacTsAX 0OLIECTBEHHOMN KU3HN.

3agauu nccnefoBaHus:

1. PaccMOTpeTb NOHATHE METABCENEHHbIX B HECKOMbBKIMX HaYyYHbIX, KynbTyp-
HbIX 1 XYJOXECTBEHHbIX KOHTEKCTaX.

2. lokasaTb, KaK pa3BUTME TEXHONOTUM, CBA3AHHBIX C METABCENEHHbIMMY,
NofBEePraeT YeNoBeKa PUCKY NOTEPSTb aBTOHOMMIO.

3. TpoAeMOHCTPUPOBaTh, Kak COBpEMeHHas MaccoBas KynsTypa npep-
CKa3blBaeT 1 pedneKcnpyeT pa3BepTbiBaHNe METaBCeNeHHbIX, UX BO3AeNCTBYe Ha
NPUPOLY «4EN0BEYECKOrO.

O6BEKT MCCe0BaHNS — Yrpo3bl «4eN0BEYECKOMY» B YCTIOBUSX TEXHOMO-
rMYecKoro Nporpecca ¥ pasBUTUS METaBCENEHHbIX B KOHTEKCTE KOHBEPreHLmy
rYMaHMTapHOIO 1 TEXHONOMMYECKOro Havar, MPeaMeT U3yYeHnst — IKCNAnKaums
BAMsHUS (DEHOMEHa MeTaBCeNEeHHbIX Ha OCHOBHbIE KaTeropvin KynsTypsl BNAOTh
[0 CaMoWi NPUPOfbl «4EN0BEYECKOrO», HAa OCHOBE CYLIECTBYIOLIEN AMUCKYCCHM B
Maccmena 1 B Npou3BefeHisix COBPEMEHHOM MaCCOBOM KynbTypbI.

MMnoTesa CTaTby 3aKMi04aETCs B TOM, YTO Tekyllee pa3suTue LUMdpoBbIX
TEXHONOTUIA CO3[aEeT Yrpo3y NepCrnexkT1BaM pasBuTus UMBUAK3ALWN 1 YeloBeka.
TekyLUye TeHAeHUMY PAa3BUTKS NOKa He NO3BOAMAN CHOPMUPOBATL AOCTATOUHBIN
Habop MHCTPYMEHTOB, KOTOPbIE HanpaBuu Hbl pa3sBuTUe B brarononyyHoe pyc-
no. Heobxoanmo chopMmpoBaTh M PacnpoCTpaHaTb HOBYIO paLMOHaNnbHOCTLS,
KOTOpast NO3BOANT «CABUHYTb» IMUCTEMUYECKYIO 1 CMbIC/IOBYIO CUCTEMY KOOPAM-
HaT TakMM 06pa3oM, 4TOObl BEKTOPOM pa3BUTHS CTano baarononyyve v nporpecc
YesnoBeka.

MOYEMY UMEHHO «META-»?

CerofiHst Mbl BUAWMM MHOXECTBO pa3HOObpa3Hbix MHEHWI Mo NoBody nep-
CNEKTWB Pa3BUTUS MeTaBCeNeHHbIX. HepeaKo 3TV MHeHUs NOASiPHbBIE, MOCKO/bKY
B3aMMOfeNCTBME TexHOCHEPbl 1 aHTponocdepsl ABASETCS KpaiHe 310604HeB-
HOW 1 CneKynNsaTUBHOW TeMol. ITO TouKa nepeceyeHns hrUnocodCKoro, NOANTU-
4eCKOro ¥ CoLManbHO-3KOHOMUYECKOTO AMCKYPCa, U MO BCEM MOKasaTensM CTas-
Ku 3aech BbICOKM (Kim, 2021, p. 234). Mo3ToMy NpeAcTaBAseTcs, YTo CBOEro poja

* B laHHOM Cyyae B BULY MIMEeTCst COBOKYNHOCTb TPEBOBAHUI K CUCTEME 3HAHUS.
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3HaMeHaTenem INCKypca CTaHOBUTCS NOHATME HPaBCTBEHHOCTU. C y4eToM TOro,
4TO B NocnegHue rofbl B 06UECTBEHHOM MPOCTPAHCTBE KOHLENTbl 3TUKN, MO-
panvi 1 HPaBCTBEHHOCTW HEPeAKO UCMOMb3YIOTCS Kak CUHOHMMbI, 11 6onee Toro,
cdepa vx NpUMeHeHNs (4acTo HE0bOCHOBAHHO) 3axBaTbiBaeT 061aCTH HE TONbKO
brnocodum 1 KynsTypbl, NOAUTUKL 1 NPaBa, HO TaKKe TEXHONOT WA, SKOHOMUKY
W Ap., BCMOMHWM, B YeM VIMEHHO 3aKMOYaeTCst pasnuyme Mexmay STUKOW, Mopa-
NbIO U HPABCTBEHHOCTHIO0. ECAIM B CAMOM MPOCTOM CMbIC/e 3TWKa CONOCTABASET U
NPOTMBOMNOCTABASET NOHATUS «A0OPO» 1 «3N10» B CUCTEME MUPOBO33PEHNS, @ MO-
panb perynupyet obuiecTBEHHble OTHOWEHWS NOCPeACTBOM HOPM ¥ MPUHLMMOB,
TO HPABCTBEHHOCTb MpeAcTaBnseT coboll peanbHoe NOBeeHNEe Y KOHKPETHbIe
NOCTYMKK, @ TakkKe TO, KaK 3TO NOoBefeHNe OTPaxaeTcs Ha haKTUYeCKoM OnbiTe
cybbeKTa, rpynnbl, CoUMymMa. HbIMM COBaMK, NOf HPABCTBEHHOCTbIO Mbl MOHU-
Maem OOBEKTVIBHbIE OLEHKM NPaKTUYECKMX MOCTYMNKOB. M03TOMY MOAHbIE Cerof-
HS MHULMATVBbI NO BKIKYEHMIO TAaK HA3bIBAEMOKN 3TUYECKOM TemaTukn (B BUAe
(hopMann3oBaHHOro HbITOBOrO MOPaNK3aTopcTBa, NPoNaraHisl U AaXe Hacub-
CTBEHHOIO HaCaX/eHWsl OTAENbHbBIX, CTPOTO OMNPefeneHHbIX HPABCTBEHHbIX LieH-
HoCTell) NpeacTaBnstoT cobol nubo becnnoaHoe obcyaeHne abcTpakumia, NMbo
NOMbITKY NOAMEHUTH MOHATUS, YTOBbI BBECTU ITUYECKME KOAEKCHI B 0DLIECTBEH-
HYH XW3Hb B Ka4eCcTBE quasi-3akoHOAATeNbCTBA . ITO NOMbITKM BHEAPUTb HOBBI
CYIMYNSIKP, KOTOPbIN YrpOXaeT NMYHOCTU U CTUMYAMPYeT nonspusaumnio obule-
CTBa v NOBbIWAET rpajyc 0bLWECTBEHHON HANPSKEHHOCTM. Mbl Nonaraem, 4To co-
BpeMeHHble 0bLIEeCTBEHHbIE TeHAEHLMN (DOPMUPYIOT eanHbIA MOpanbHbIi y3en,
CBSI3bIBatOLIMI YENOBEYECKOE U TEXHONOrMYeckoe, hU3nYeckoe v BUPTyanbHoe.
Y3€e 3T0T, N0 HalleMy MHeHWH, ABASeTCs TeM DyHAaMEeHTOM, Ha KOTOPOM [0MKEH
OCHOBBIBATbCS NpOrpecc®. [laHHbIM KOHCTPYKT haKTUYeckn 1 aBASeTCS raBHOM
npobaeMoii HacTOSILEro UCCNeaoBaHus. [1okazaTenbHo, Y4TO coumanbHas CeTb
Facebook*, BBMAY Lienoro psfa pa3sHoobpasHbIX 06CTOATENbCTB, HAXOANTCS B yA3-
BVIMOM MONOXEHWN.

Camas odyeBwHas, nexaulast Ha NOBEPXHOCTY yrpo3a ee bu3Hecy — 3To
obHoBneHue Apple, BbinylleHHoe BecHo 2021 rofa, NocpeacTBOM KOTOPOro Hbin
BBefleH 3anpeT Ha cbop B NPUNOKEHUSX COLMANbHbIX MEAMA MONb30BaATENbCKMIX
AaHHbIx 6e3 vx cornacus. Takoe pelleHne NocTaBuao Nofd yaap camy 6riaHec-Mo-

“Togapa3ymeBaeTcs, 4TO B paMKax Mofo6HbIX MHULMATUB aAMUHVCTPATVBHbIE OPraHbl, ODLECTBEHHbIE Opra-
HW3aLMK, accoLMaLmMu NPeaNpUSTU TEX AU UHbIX OTPACNEN, OTAENbHbIE KOMNaH, He 0bnajaloLne 3ako-
HOZaTeNbHbIMM MOMHOMOYMSAMY, OCYLLECTBASIOT AEATENBHOCTb, NOA0BHYI0 HOPMOTBOPYECKON. COOTBETCTBEH-
HO, NOATOTOBNEHHBIE U MPUHSTLIE VMY LOKYMEHTbI HE IMEIOT CUNY 3aKOHOAATENbHbIX aKTOB.

5 Bblpaxato npu3HaTensHocTb npodeccopy I.P. KOHCOHY — Hay4HOMY pefakTopy xypHana «Hayka Tenesuge-
HWs» — 33 NoMoLLb B GOPMY/IMPOBAHNN MABHOW MAEN HACTOsILEN PaboTbl, @ TakKe 3a LieHHbIe peKoMeHaa-
L1 MO UCMOM30BAHMIO 1 MHTEPMPETaLMM Psifja NPeACTaBNEHHbIX B TEKCTE KNKOYEBbIX MOHATUI, B 4aCTHOCTY,
ONpefeneHns «efyHbI MOPabHbIA y3en».
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Mo3ToMy, NpK NOMbITKE KOHLENTYann3npoBaThb NPaKTUYECKUN XyA0KECTBEH-
Hble peBONOLMOHHbIE haHTa3nm Facebook™ o Byayliem, rae Kaxabli YenoBek
CTaHeT obnagatenem uMdpoBoro rapaepodba B BUPTyanbHOM MUpe, HE0BX0AMMO
OTTaNKMBaTbCs OT (haKTa, YTO MaBHOW LENbio KOMMaHWUKN B METABCENEHHON SBNS-
eTcs NoNyyYeHne 1 MakCUMU3aLms AOXoaa OT NPOAAXKM TON CamMoit BUPTYanbHOW
ofexapl.

Mpu 3TOM ecnu Nof, METaBCeNEHHON NMOHKUMAaTb YCTONUMBLIN TPEXMEpHbIN
BUPTYanbHbIA MUP, NMOAAEPKMBaEMbIVi TexHonornsaMn VR 1 AR, To Takoin mup
AaBHO CyLLECTBYET B pa3HO0bpasHbIx (hopMax, OT BUACOUTP A0 NPUNOKEHWI Ans
BUPTYanbHbix 4aToB (Mystakidis, 2022, p. 488). bonee Toro, VIHTEPHET B LIEIOM ke
NPOYHO BPOC B aHTponocdepy, CTa NpUYyAnBOMA NapannensHon peanbHOCTbHO.
MoaTomy ans 6onee rnyboKoro NOrpyKeHVs CTOUT MOMbITATbCS BbISBUTH CMbIC
CaMOro NOHATUS MeTaBCeNeHHas, CAenaB 0cobbli aKUEHT Ha «MeTa-». A.M. Ceran n
A.B. CaB4eHKO OTMeYatoT, 4TO TepMUH «metaverse (No-pyccK — MeTaBceneHHas)
npeacTaBnseT cobow TUNMYHYIO AN aHINONA3bIYHbIX COKpaLLeHNIt abbpeBmnaTypy,
Kora WMCnonb3yloT He KOPHY MOTVBUPYIOWMX COB, @ WX NPOM3BONBHO B3sThiE
yacTu» (Caeyerko, Ceran, 2021, c. 3). HeobxogMMo OTMETUTD, YTO CNOBA, B COCTaB
KOTOPbIX BXOAMT 4acTb «MeTa-», C HelaBHEro BpeMEeHM CTanu oCTaTo4HO Nonynsp-
HbIMW B Hay4YHOM 1 OOLLECTBEHHOM AMCKypce. B dunocodum, MCKyccTBO3HaHNUM
VI APYTVIX HayKax HepegKo MCMOMb3yeTcs TEPMUH «MEeTasn3blk», O3HAYaRLLMIA S3bIK
HayK1 KaK CPeACTBO OTODpaXKeHWs ecTecTBEHHOro A3bika (bapT, 1989, ¢. 131). Mo-
XOXUMe Noaxofsl MPUMEHSIOT U UccnegoBaTenn KrHematorpada. KuHosegbl, 13-
yyatoume TpaHchopMaumio INTepaTypHOro Npov3eeaeHns B KUHOMUNbM Yepes
NUTEepPaTyPHbIA 1 PEXUCCEPCKUIA CLIEHAPWIA, UCMONBL3YIOT METaTeKCTOBbINA Noa-
xof, (MBaHHMKOB, 2017, c. 337). bonee mMacwTabHo — B oKonodunocodckmnx pac-
CY)KOEHUSX — MOMNyNspeH KOHUENT MeTaMofepH, MOHMMaeMbll KaK MpeTeH3us
Ha CMHTE3 MHOrOYMUCNEHHbIX TpaHchopMaLWin KynbTypbl, KOTOPbIE Mbl Habntoaa-
eM B NoCnefHNe AecaTUNeTus C LUenbio NpeofoneTb NecCUMUCTUYHBIA NOCTMO-
AEPH 1 faTb HafeXay Ha AOCTWKEHME TapMOHUV MHAMBUAY 1 KyNETYpe B LIeNOM.
BO MHOMMX UCTOYHMKAX YTBEPXAAETCS, YTO AaHHbIA TepMUH BBeaeH P. BaH aeH
AKkkepoM v T. BepMioneHoM «Kak MeTof OnmcaHns CyllecTBytoler Maeonorum
B KyNbType» (3aHbKOBCKMI, 2016; CtoHaokoB, 2021; Maenos, 2018, ¢. 2; Vermeulen,
van den Akker, 2010, p. 1). OgHaKo YyTb paHblue, B 2007 rofy, 3TOT TEPMUH B aHa-
NOTMYHOM 3HaY€eHMM UCMONb30BaNa OCHOBATENbHMLA HbIO-3MIKECKOTrO BepOyYe-
Hus H. WpuBacTtasa B KHUre «<MeTacoBpeMeHHas 3pa», NOCBSALLEHHOM IyXOBHOCTU
B COBPEMEHHOM Mupe. ABTOP BbigenseT NPeanochinku Ans CMeHbl Napagurmbl
B XXI BEKa 3a CYeT OLLYTMMOrO NMpopbIBa B YeN0BEYECKOM CO3HaHWK. [Tpy 3TOM
H. WpvBacTaBa NpeTeHayeT Ha Co3faHue MeTaHayKy COBPEMEHHOCTH, KoTopast
CMOXET NPeooNeTh Pa3pbiB MeXAY TPAANLNOHHOW HayKON 1 AYXOBHOCTBIO — TO
eCTb aBTOP NPOBO3MMalaeT COOCTBEHHYIO MeTaBceneHHyto (Srivastava, 1997, p. 7).

HAYKA TENEBUAEHUA 18 (1), 2022 30 THE ART AND SCIENCE OF TELEVISION



VITaK, o4eBUAHO, YTO aMOUYUU UCNO16308AMb6 NPUCMABKY «<Mema-» 07151 Udel U Npo-
€Kmo8 — 3Mo He UHOUBUOYA/IbHOE s8/IEHUE, 0 MEHOEHYUST, KOmOopas NPosi8Semcs
8 PA3/IUYHbIX KaMe20pUsIX 06LECMBeHHOU KU3HU. MO CmpemseHue MHO204UCEH-
HblX QKMOPO8 NPUHSM® y4acmue 8 «DeKOHCMPYKYUU» MOOEIU Ky/bmypsl U Yeno8e-
Ka € UCNO/1b308AHUEM KOHUENMYA/TbHbIX U MEXHOM02UYECKUX 8O3MOXHOCMEU.

BbIlEN3N0KEHHOE HAaBOAMT, BO3MOXHO, Ha NapafoKCanbHyo MblCb, YTO
€CNIN Mbl XenaeM y3peTb eNCTBUTENbHbIE MEPCNEKTUBLI METAaBCENEeHHbIX, HEOD-
XOIMMO OTOPOCUTL peannmn CerofHaWHero aHs. Npu pa3BuTUM NpeacTaBNeHHOM
HaMW BbllLE MAEV CTAHOBUTCS OYEBUAHbBIM, HTO BO3MOXHOCTM U TEXHONOM MM, aCCO-
LUMMPYIOLLMECS C METABCENEHHbIMU, ke aBHO CYWIECTBYIOT ¥ aKTVBHO UCMONb3Y-
t0TCS B MOBCEAHEBHON KyNbType: Cpefin HUX MacCoBble MHOMOMNOMb30BaTENbCKME
OHMaWH-UrPbl (BUPTYanbHble MUPbI), LMDPOBbLIE KOHLIEPTbI/CTPUMbI/NEKLMM, BU-
[€03BOHKM C N10f1bMU CO BCETO MVPa, OHNaHOBbIE aBaTapsl, TOProsble nnatdop-
Mbl M MHOTO€ ipyroe. YTo6bl 3TN MHCTPYMEHTbI CIMANCH U BPOC/W B KYNbTYPY, CTaB
OCHOBOW HOBOW MapaaurMbl, HEObXoAMMO A06aBWTL HeYTO Honee MaclTabHoe
1 KOHUENTYaNbHoe, YTO MOCAYKUT KaTanu3aTopoM KayeCTBEHHOMY U3MEHEHWIO.
IMEHHO MO3TOMY anosoreTbl METABCENEHHbBIX MPUBOAAT VR-MUPbI YNOMSIHYTOMO
pomaHa H. CTvBeHcoHa 1 KHodWbMa «epBoMy UrpOKy MPUroTOBUTLCS» (Ready
Player One, 2018) C. Cnunbepra Kak NpUMepbI XK13HeCNoCcobHOM MOeN HOBOro
MUpa, rae YeN0BeYeCTBO MOMHOCTBIO M YCMEWHO NOrpy3nnocs B BUPTYanbHOCTb.
BMecTe € 3TUM NPOABMIKEHWE B MacCOBOW KynbType Maen o nepcnekTmueax head-
up gvcnnees (MOXHO BCNOMHUTb UAbMbI DpaHLWN3bl KenesHblii Yenosek» (Iron
Man, 2008 — HacT. Bp.)) ¥ roforpamMm (OCTaTOMHO BCMOMHWTbL 3nm3on Edge of
Tomorty: Rick Die Rickpeat cepnana «Puk v Moptu» (Rick and Morty, 2013 — HacT.
Bp.)) B koMnnekce hopMUPYET TOUKY OTCHETa A1 KOHUENTyanM3aumum noHaTUs
MeTaBCeNeHHOW, KOTopas TOMbKO NPK TaKoM KOMBYHALUMM CMOXKET BbICTYMUTb Kak
0eACTBUTENBHO HEYTO HOBOE.

METABCE/IEHHbIE HEPE3 PA3/TNYHbIE IMH3bI

AXNOTaX 1 LWYMMXa BOKPYT UAeV MEeTaBCeNeHHOM cama no cebe ABnseTcs ee
e BaXHEMNW MM KOMMOHEHTOM, 1 B CYLLECTBYIOLLEN «peanbHOCTU» CI0BO MeTaBce-
NeHHas Noka 6e3 COMHeHUIA MOXeT ObITb 3aMEHEHO Ha KbepnpoCTPaHCTBO, U NpH
3TOM CMBIC/T CYLLECTBEHHO He U3MEHUTCS. HeobX0AMMO, OfiHaKO, YNOMSIHYTb, H4TO B
TeYyeHve NoCNeiHero 4ecATUNETIS B HayKy BBEAEHbI COLMONOTNYECKIe, KyNbTypO-
NIOrvYecKyre, MefnaTeopeTiecKkre, STHOrpaduryecKe 1 Apyrvie KoHUeNnumMmn ans
OCMBICNIEHMS METaBCeNEHHbIX. B 4acTHOCTW, aHTpononor /1. Meccepu onpepenset
MeTaBCeNeHHble Kak MMMEPCUBHBIA LMPPOBOI MUP, KOTOPbIA NPeAcTaBnseT co-
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6011 HOBBIV DPOHTUP ANs YenoBevecTBa. [10 ee MHEHNID, B KOPHE BEKTOPa pa3Bu-
TWS MO 3TOMY HaNPaBAEHMIO NEXAT TEXHONOTUW U3 MHAYCTPUM BUPTYaNnbHOW pe-
aNbHOCTU, U TAKOE Pa3BUTHE YPEBATO CEPbE3HLIMM PUCKAMY A/s HeNoBeYEeCTBa.
Psan nccnepoBateneil LMMPOBbIX TEXHONOTMI U VIHTEpHETa OnpeaensioT MeTaBce-
NEHHYIO KaK BUPTYasbHY BCENEHHYHO, TO CTb KakK COBOKYMHOCTb MPOCTPaHCTBa,
COOPMMPOBAHHYH B pe3y/bTaTe KOHBEPreHUMM BUPTYanbHOM, AOMNOAHEHHON 1
(DM3MYECKON peanbHOCTU, BUPTYanbHbIX MUPOB 1 MIHTepHeTa. (Dionisio, 2013, p.
32). MI3BECTHbIV MHBECTOP M 3KCMEPT B 06nacTu TexHonoruii u Meana I beikep
rnonaraert, 470 MeTaBCeNeHHble — 3TO HAbOP CBA3aHHbIX BUPTYaNbHbIX MUPOB, re
yxe B bnmxaiiume rogsl moan 6yayT NpoBOAMTL BOMbLIYID HaCTb XU3HK, 1 YTO
OCHOBO METaBCENEHHbIX CTaHYT BUALOWT Pbl. HEKOTOPbIE CNeuuanmcTsl Mo MUPO-
BOW 3KOHOMMUKe ONpeaenstoT MeTaBCeNeHHble Kak BUPTyanbHble NPOCTPAHCTBA, B
KOTOPbIX AOMOHEHHAs 1 BUPTYaNbHas peanbHOCTY, CeTv nepedadn AaHHbIX 1 fe-
LeHTpann3oBaHHble M1HAHCOBbIE U MAATEXHbIE CUCTEMBI CTaHYT MYHAAMEHTOM
peanuCTUYHOro UMdPOBOro M1pa ans obuieHvs, paboTsl U TOProBAM UMDPOBbIMY
ToBapamu. Elle ofHa rpynna nccnefoBaTeneit n3yyaoT KynsTypy B MeTaBCceneH-
HbIX B Ka4ecTBe UMGPOBOI BUPTYaNbHON KynbTypbl. 110 UX MHEHUIO, TEXHONOT UK
MEeTaBCeNeHHbIX MO3BONSAT U3MEHWTb OBLLECTBO NyyLeMy MMeHHO Bnarogaps pe-
cypcam kyneTypbl (Hovan George et al., 2021, p. 1). CyLLeCTBYIOT U UCKIOUYNUTENBHO
XYLOXECTBEHHbIE MHTEPNPETaLUM KOHLENUMW MeTaBCeNeHHbIX. B YacTHOCTY, aB-
TOP AaHHOW CTaTb MPEANOKIN BUAEHNVE 3TOTO KOHLENTa B rpacdnyeckom obpase:

Puc. 1. l'ypoB Oner. BuanoHepbl MeTaBceneHHbIx. 2022. bymara, pyyka, pucyHok. 21x30 cm®

8 13 N'N4HOTO apx1Ba aBTopa.
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C. MaKKeH3M nccneayeT aTHOrpaduio MeTaBCeNleHHbIX B KOHTEKCTE 3BOMHO-
LMy 0bLyecTBa B CTOPOHY TEXHOCOLMANbHOCTU, 13y4as pa3BUTUE TEHEBOTO PbiHKa
TOprosnu KpunTtoeantoTo (Mackenzie, 2022)". TexHonormnyeckre kKoMnaHum, Npo-
ABvratouie HoBelwwme NpoayKThl, Hanpumep, NFTS, ocobeHHO 3anMHTepecoBaHbI
B NMPOABWIKEHMM XIM3HECNOCOBHON Maen MeTaBCeNeHHbIX U X peanu3aunm Kak
NpoeKTa HOBOW MVPOBOI 3KOHOMUKM. [103TOMY He CTOUT BOCMPUHMMATL BCEPbE3
NPOrHO3bI, YTO MeTaBceNeHHble OyAyT pa3BMBaTbCS OPraHUYyHO, MMHENHO 1 Hna-
ronoyyYHo, U YTO TaKoe pa3BUTUE IBOMOLMOHHO NPEAONPEAENeHO, KaK yTBepX -
[aeT, HanpuMep, aBcTpanuiickmin dunocod [. Hanmepc. BupTyanbHble MUPSI, N0
€ro MHeHWto, ABASIOTCS CTOMb e MOAHOLEHHbIMU, CKOMb 1 du3nyeckas peanb-
HOCTb, V1 CYOBEKT MOXET XUTb MONHOLEHHOW XIN3HbIO B 060MX MOAANBHOCTAX, He
outyulas npv 3ToM pasnuusl (Chalmers, 2022).

HaMm e kaxweTcs, 4To Takas No3uLmMs NoNpoCTy peayLMpyeT Nprpoay Yeno-
Beka, UCKMto4as TpeboBaHs 3TUKM, MOPanu 1 HpaBCTBEHHOCTU, BNAOTb [0 Yrpo-
3bl CieNaThb HEHY)XXHbIM CAMOro YenoBeKa 1 BbIBECTY €ro 13 MoTeHLManbHO Heveno-
BeKOopa3MepHOro Mupa. YTobsl NpouANCTPUPOBaTh 3TO 3asBieHne, 0bpaTUMCs
K kuHodunbmy «Conapuc» (1972 rog) A. TapKOBCKOTO, CHATOMY NO MOTWBaM OAHO-
“MeHHoro pomaHa C. /lema (1961 roa), 6yab OHW NUCATENSIMU UK PEKMCCEPAMU,
ABAAIOTCS B YUCTOM Buae hunocodamn, NockonbKy science fiction npegcrasnser
coboii pe3ynsTaT MbICINTENBHOIO 3KCNepuMeHTa. KHohaHTacT1Ka, Kak npasuno,
3KCNNyaTVpyeT BO3MOXHbIE CLieHapun ByayLLero NS MOAeNMpoBaHns pasanyHbix
BapWaHTOB Pa3BUTUS TEXHUKU, TpaHCHOPMaLMM NPUPOAbI YenoBeKa v Ans npea-
CKa3aHus NepCcrnekTUB B3aMMOAENCTBUS YenoBeKa v TexHocdepsl. Ho He MeHee
BaxeH Ans A. TapKOBCKOTO YenoBeK, 0bypeBaeMmblii 3K3UCTEHLMANbHBIMY A1EM-
Mamu 1 My4YUTENbHbIM MOUCKOM CMbICAA XWU3HW. [10 3TON NPUYMHE B KUHOKapTUHE
«Consipuc» Hay4HO-haHTaCTUYECKMUII KOMMOHEHT HeceT no 6onbliein YacTu do-
HOBYIO (DYHKLMIO — Ha 3KpaHe ANLb 3MU30ANYECKM MOXHO YBUAET MHTEPbEPbI

"MoapobHO 3TOT 1 APYrvie NOAXObl K MOHSITVSIM U CYLIHOCTAM METABCeIeHHbIX PACKPbIBAIOT NpeAcTaBuTe-
7N Pa3nnyHbIx 0bnacTell 3HaHKs. B 4acTHOCTY, B CBOEM B10re N3BECTHbIN aHANUTUK B Chepe TEXHONOT WA
H. Manamxopmx CChiNaeTcst Ha ONpefeneHe METaBCeNeHHOM, NpeacTaBeHHoe TexHonHeecTopom I beit-
kepoMm: Pappageorge N. The Metaverse: A Grand Unifying Theory of Media // NpappaG. URL: https://npappag.
com/2020/04/09/the-metaverse-a-grand-unifying-theory-of-media/ (20.03.2022); vHTepBbIO C aHTPONOOTOM
1. Meccepu: Cummings M. Anthropologist Lisa Messeri on the “metaverse” and other digital worlds // Yale News.
January 6, 2022. URL: https://news.yale.edu/2022/01/06/anthropologist-lisa-messeri-metaverse-and-other-
digital-worlds-0 (20.03.2022); nporto3 noautonora 1. bpemMmepa 0 pPasBUTUV MEXAYHAPOAHOK MONMUTUKM B
peanusx MeTasceneHHbix: The Technopolar Moment. How Digital Powers Will Reshape the Global Order. By lan
Bremmer // Foreign Affairs. URL: https://www.foreignaffairs.com/articles/world/2021-10-19/ian-bremmer-big-
tech-global-order (20.03.2022).

¢ B koHTeKCTe Halwero nccnegosaris NFT («<HeB3anMO3aMeHseMblli TOKEH», B JOCNOBHOM NEpeBoae C aHm.
non-fungible token) B cOOTBETCTBUM C aBTOPCKUM ONpefeneHnem — cepTuduKaT COBCTBEHHOCTY Ha LGPo-
BOVI TOBAp, KOTOPBIN MOXET CIYKUTb BAXHEMWMM 371EMEHTOM UHAPACTPYKTYpbl Byayuiero MHTepHeTa.
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KOCMUYECKOW CTaHLMK, TAE MPOVCXOANT HacTb COObITMI. OCHOBHOE e BHUMaHKe
pexwccepa yaenseTcs NCUxonorun repos U 0CO6EHHOCTSM ero yXOBHOIO COCTO-
SHMS. B XX Beke y MbICAUTENEN, NUCaTeNel U PEXMCCEPOB Ollyllanack noTpeod-
HOCTb NPEABMAETb M OCO3HATb, KAKNE 3MEHEHUS NPUPOLLI HENOBEYECKOTO ByayT
NPOBOLMPOBATLCS BHEAPEHNEM TEXHONOM MM HENMOCPEACTBEHHO B MOBCEAHEBHYHO
KN3HB®. A. TAPKOBCKMI OLLYLLaN, 4TO COBPEMEHHBI eMY MUP HaxOAMTCs Ha nopore
TpaHchopMaLMn BCEX OCHOBHbIX KAaTErOPUIA KyNbTypbl, BbI3BAHHOW CTpEMUTENb-
HbIM TEXHOMOMMYECKUM Pa3BUTMEM. BO3MOXHO, OH NpeaBuraen, YTo v cama npu-
pofa Yenoseka, B NepByi0 Ovepedb 3TUKO-MOPaNbHO-HPABCTBEHHbIN KOMMEKC,
CTaHeT OOBEKTOM M3MEHEHW BCeACTBME PAa3BUTUS TEXHONOTUIA U PeBOMOLMM
B chepe KOMMYHVKaUWIA, 1 TpaHCAMpoBan B byayllee BECNOKOMCTBO MO 3TOMY
noBogy. Pexwccep NOSICHAN, YTO BUAUT MNABHbIA CMbIC KMHOKAPTUHBbI B «B €r0
HPaBCTBEHHOM NpobnemaTyike. [IPOHNKHOBEHWE B COKPOBEHHbIE TaliHbl NPUPOLb
[OMKHO HAXOAWTHCS B HEPA3PbIBHOW CBA3M C NPOrpPeccoM HpaBCTBEHHbIM. Cae-
NaB War Ha HOBYIO CTYNeHb NO3HaHWS, HEOBXOAVMO APYry HOTY MOCTaBUTL Ha
HOBYIO HPaBCTBEHHYHO CTYMeHb. 51 XOTeN 0Ka3aTb CBOE KapTUHOM, YTO Npobnema
HPaBCTBEHHOM CTOMKOCTH, HPABCTBEHHOW YMCTOTbI MPOHM3bIBAET BCE Hallle Cylle-
CTBOBaHWE, NPOSBAASCH axe B TaKux 00NaCTsx, KOTOPble Ha NepBblii B34 He
CBSA3aHbl C MOpasblo, HaNpUMep, TakUX Kak NPOHWKHOBEHWE B KOCMOC, M3y4eHne
0OBEKTMBHOIO MYpa 1 Tak ganee» (KodbipuH, 2013).

TakwvmM 06pa3oM, cospemeHHOU OUCKYCCUU O NePCNEKMUBAX MEMABCENEHHbIX
Hedocmaem NpucmManeHo20 8HUMAHUS K NPobaemMam UHOUBUOYaaeH020 bbimus
Ye/108€Ka, CMPEMAEHUS NOCMUYL UCMUHHYIO YE/108E4ECKYIO NPUPODY, «8epUGUKA-
Yuu» N0OAUHHOU Yen08e4ecKol CyLHOCMU 8 SKCMPEMAbHbIX CUMYAYUSIX.

FoBOPS O KMHeMaTorpade Kak o B1Ae ASTENbHOCTY 11 O TBOPHECTBE, HY)XHO
OTMETUTb, KaK CaMO KUHO MPAHCGHOPMUPYEMCS 8 pesysnemame passumus U pac-
npocmpaHreHus: mexHonozul. Ewe 10 neT Hasag Ans cbemok dunsma (MoMmMo
TanaHTa v BOOXHOBEHNS) TpeOOBaNUCh 3HaYUTENbHbIE PACXOMbI HA MOKYMKY 1 06-
PaboTKy NNeHKK, @ Takke Ha apeHay UK NprobpeTeHne JOPOrOCTOSMX KaMep
v gpyroro 0bopyaoBaHus. NoMUMO 3TOro, HEOBXOAMMO BbINO HAMTK NOKynaTens
bunbMa vAv napTHepa 4as NpokaTa, NOC/e Yero 0CTaBanoch TOAbKO HagesTbCs,
YTO pacxofbl OKYNATCs. TN TPEOOBAHMS NPAKTUYECKM UCKKOHANN BO3MOXKHOCTb
KWHOMPOM3BOACTBA He TOMbKO ANs nbuTeneil, HO 1 Aaxe npodeccroHanos,
eCIM OHW XOTEeNN OeliCTBOBaTb CAaMOCTOSTENBHO, Ha CBOW CTpax 1 puck. Celvac

°A. Knapk B 1961 rogy npefcKasan nosiBeHne KOCMUYECKOro Typuama (pOMaH «/IyHHash Mbib»), U CrycTs
npuMepHo 40 NneT 3Ta 1aest peann3oBanach Ha NPakT/Ke, CTaB OCHOBOM NepPCneKTUBHbIX O13HeC-NPOeKTOB
1. Macka u P. BpaHcoHa. M. KaiiauH 8 1972 rogy B pomMaHe «Knbopr» nporHo3uposan nosisieHne GuoHn4ecKmx
nNpoTe30B yTpayeHHbIx 0praHoBs (8 2013 rogy), 1 JaHHOE HanpaBneHyie CerofHs CTano BeCbMa 3Ha4uMbIM 1
nepcneKTUBHbIM, NOCKONbKY HaNpaBAeHo Ha 0becneyeHne MHIIO3NBHOCTY IMEHHO B NOBCEAHEBHOM XV3HM
4enoBekxa.
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e MOXKHO C03AaTb KMHOMPOLYKT OTAMYHOIO Ka4yecTBa C MOMOLLbIO LnbpOoBOI Ka-
Mepbl UK CMapThoHa U CMOHTMPOBATbL (DVNbM B AOMALLHEN CTyAMKW. PacnpocTpa-
HeHvie hunbMa BO3IMOXHO B MIHTEpHeTe Yepe3 MHOroYMCeHHble NnaTdopMbl 1
cepByChl 6e3 3HauMTeNbHbIX 3aTpaT. M 30ech Mbl OTMeYaeM ellle OAnH NapagoKc:
UMPPOBble Kamepbl U VIHTEpHET yBeAUYMAN BO3MOXHOCTM CO3A4aBaTh U NPOABH-
raTb KMHOMPOMYKUMIO C MOMOLLBIO TEXHONOT NI, OTHOCAWMXCS K METABCENEHHbIM.
B pe3ynbraTe 3TOr0 B CBOKO 0Yepefb BM3yabHble Meavia pacnpoCTPaHsoT HOBble
LEHHOCTM 1 paclWMpeHHble BO3MOXHOCTW B3aUMOAENCTBIS C METaBCEeNEHHbIMM
ANs nonb3oBaTeneit (Mnu, ckopee, NPoCbioMepoB — NPOU3BOAUTENEN 1 NOTpe-
buTeneit B 04HOM NnLie). ITO HanoMmrHaeT cnosa XK. boapuitspa o nepBoit cepum
«MaTpuLbl», KOTOPblE OH MPON3HEC B OAHOM UHTEPBLIO: «MOXHO CKa3aTb, 4To “Ma-
Tpuua” —3T1o hrnbM 0 MaTpuue, KOTOpPbIA Morna Obl CHATL Cama MaTpuua» (bo-
apuinap, 2003). Tam xe dunocod oTMedaeT: «B cucteme 3anporpaMmMrMpoBaHo ee
COBCTBEHHOE —MHMMOE — OTPULaHKe, NOAOBHO TOMY B MPOMBILINEHHbIX TOBapax
3anporpaMMmpoBaH Mx BbICTPbINA M3HOC. Mexay MPOYMM, 3TO CaMblid HaEKHbIV
CNOCob YHUYTOXMTL Kakyto Bbl TO HW BbINO ansTepHaTuay. CylecTBYOWMn MUp
NVLLIAeTCs BHEMONOXKEHHOMN TOUKM, C KAKON MOXHO ObIN10 Bbl MOCMOTPETH Ha Hero,
NIVILIAETCS @aHTArOHMCTa; OH MOMHOCTBIO 3aBOPAXMBAET U MOMOLLAET BCEX U BCS.
Mex TeM He cneayeT 3abbiBaTh, HTO YeM BMKE CUCTEMA K COBEPLIEHCTBY, TeM 6n-
e OHa K ToTanbHOMY KpylieHuto» (boapuiisp, 2003).

TakuM 06pa3oM, KOHUENT MeTaBCeNeHHbIX NPeAcTaBnseT coboi NoHsaTve,
KOTOpOe NO-pa3HOMY 1 OCTaTOYHO CUTYaTMBHO OCMBICASIETCS NPeACTaBUTENSMM
pa3nnyHbIX 06NACTEN 3HAHWMS, NPU 3TOM OBLIENPUHATOE OnpeaeneHmne n Bceobn-
emntoLLee HanoHeHWe 3TOro KOHLENTa NoKa OTCYTCTBYyeT.

METABCENEHHbIE /19 KOPMOPALWUIA

LlenecoobpasHo 4yTb 6onee BHUMATENbHO PACCMOTPETb, YTO UMEHHO BKNa-
AbIBAIOT B MOHATME METaBCENEHHbIX TeXHONOrMYecKMe Kopnopauuv. B gaHHom
CNy4ae Ham noka He TpebyeTcs UCKaTb aHanorMn B NpoW3BeeHrsX MacCoBON
KyNbTypbl — Beflb CEMEeHa MAEN MeTaBCeNeHHbIX YCNenu AaTb BCXOAbl B NMOBCeA-
HEBHOW W [1e/10BOW PeansbHOCTY B BY/le CTOMb MOMYASPHBIX U aKTUBHO pa3Bu1Ba-
IOLMXCSI IKOCKCTEM, Ha OCHOBE KOTOPbIX OTAE/bHblE KOMMaHWK 1 CO3AaI0T CBOW
cobcTBeHHble MeTaBceneHHble (Lee, 2021, p. 64). BeHuypHbIl UHBecTop M. Bonn
OMNWCbIBAET METABCENEHHYIO KaK «OBLIMPHYIO CeTb MOCTOSHHBbIX, BU3yanu3snpye-
MbIX B pEasbHOM BpEMeHU TPeXMEepHbIX MVPOB W CUMYNSALMIA, KOTOpble noaaep-
KMBAOT HEMPepbIBHOCTb UAEHTUYHOCTU, OOBEKTOB, NCTOPUK, NNATEXEN U NpaB
M MOTyT ObITb WCMbITAHbI CUHXPOHHO MPAKTUYECKU HEOrpPaHWYeHHbIM Y1CNOM
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nonb3oBaTenei, Kaxablii U3 KOTOpbIX 0bnafaeT MHAVBUAYANbHLIM OLyLLEHNEM
npucyTcTBus» (Boll, 2021).

[ins TEXHONOrMYECKNX KOMMaHuii Hanbonee BaxkHOW 3afjayen sBnseTcs
0becneynTb POCT KONMYECTBa Nob3oBaTeNel U Ux yaepxaHve Ha CBOMX nnat-
topmax (B aKkocKCcTeMax, MeTaBceneHHbIX). W 3peck KaTeropus B3auMogencTams
NNaBHO NEPEeXOAUT B KaTeropuio KOHTPONSA. 3Ta MbIC/b POXAAET acCoUMaLMIo
Mexay MeTaBceneHHbIMU 1 MaHONTUKOHOM. CyUHOCTb aHHOMO NOHATKS, chop-
MynuposanHoro B XVIII Beke WM. beHTamoOM, BMNOCNEACTBUM WHTEPMNPETUPYET
M. ®dyKo, npeanaras Ha 3TOM OCHOBE CBOE NMOHVMaHKWe KoHuenTa (Verry, 2021, p. 7).
Vipes MaHonTvkoHa M. BeHTaMa — TopbMa, NOCTPOEHHas B BMAE KONbLA, BHYTPH
KOTOPOro pasmelleHa balwHs. B cTeHax baluHy pacnonoXeHbl OKHa, KOTOpble CMO-
TPAT BO BCe CTOPOHbI BHYTPEHHEN CTEHbI KO/bLa. B 30aHnu TIopbMbl pa3melle-
Hbl KaMepbl C OKHaMK, B KO0 13 KOTOPOI OAHO OKHO CMOTPUT BO ABOP, a ApY-
roe — Hapyxy. OCHOBHas Lieflb JAHHOTO COOPYXKEHMNSA B TOM, 4TO Y YeI0BEKA JOMK-
HO ObITb YYBCTBO MOCTOSIHHOMO Haf30pa. 3aKt04eHHbIN JO/MKeH NOCTOSHHO YyB-
CTBOBATb MPUCYTCTBME HAA3MPATENS, HO HE MMETb BO3MOXHOCTW €ro BUAETb.
M. ®yko BMAMT B [aHOMTMKOHE Hambonee KOHLEHTPUPOBAHHOE BblIpaXeHne
NPUHUMNOB AVCUMNAMHAPHOW BNACTK ¥ MOKa3blBAET, YTO BNACTb NPEex/ae BCero
npefcTaBneHa B 6oabHULAX, TIOpbMax U y4ebHbix 3aBeaeHusix (Furseth, Repstad,
2021, p. 24). OTMETUM NPW 3TOM, 4TO 3[10POBbE, 6E30MACHOCTb U IMYHOE Pa3BUTHE
NO3MLMOHMPYIOTCA KakK OCHOBHble LIEHHOCTM COBPEMEHHOTO Yenoseka. MaHon-
TUYecKas cxema SBASETCS MHCTPYMEHTOM ycuneHus Bnactu nwoboro Buaa, no-
CKOMbKY NPV €€ NPUMEHEHNI JOCTUIAETCS IKOHOMMS YENOBEYECKIX, BDEMEHHbIX,
MaTepuanbHO-TEXHUYECKMX PECYPCOB, a Takwke 3PMEKTUBHOCTb 3a CHeT aBToMa-
TM3aLUMKM, NOCTOSHHOTO XapaKTepa AenCTBMUS 1 NPEBEHTUBHOIO NpuHUMna. Ans
3TUKM, MOPanu U HPaBCTBEHHOCTU B TaKOW C1CTEME Ha HalgeTCa MecTa — peryau-
POBaHWe 1 KOHTPO/b 06eCNeYnBatoTCs COBEPLIEHHO UHBIMU, <HEYENOBEYECKUMMU»
cUcTeMaMn. VIMEHHO Tak BUAAT MAEto MaHONTVKOHa aedTenn npowwnoro. CerogHs
e OfIHUM W3 rNaBHbIX TPEHAO0B ABASETCS LUMdpoBas TpaHCHOPMaL Mg OCHOBHbIX
cdep 0bLecTBEHHOM XKMU3HW. A TNaBHbIM LieAsiMK 3TOM TpaHchopMaumn obbssne-
Hbl 3KOHOMUYHOCTb 1 3P PEKTUBHOCTL — POBHO TO Xe, YTO 0becneymBaeT NaHon-
TUYECKasn MOfeNb.

Mo3ToMy NpegnaraeMoe MeTaBCENEHHOM TpexMepHoe NPOCTPaHCTBO Npef-
CTaBnsieT CcobON HOBYO, COBpeMEHHYI0 Bepcuio aHonTvKoHa. MeTaBceneH-
Has — 37O ellje OAWH CNOCO6 KOHTPOANSA 1 HabNoAEHNS 3a NIOAbMU, TONbKO bonee
MHHOBALMOHHbIV 1 MeHee 04eBUAHbIV. Mexay «Mpo3payHbiM» CyLLLeCTBOBAHNEM
npecTynHuKa B MaHONTUKOHE 1 «y4aCTHUKa» METaBCENEHHOW MOXHO MPOBECTU
onpepeneHHsle napannen. KoHeuyHo, YeNoBeK MeTaBCeNEeHHOM He ByaeT NonHo-
CTbtO COOTBETCTBOBATH 00Pa3y U COAEPKAHMIO CBOETO «HOCUTENS» B (DU3NYECKOM
Mupe. OHaKO CTpeMmUTenbHOEe pPacnpoCTPaHeHne TEXHOMOMMIA 3acTaBAIoT ce-
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Pbe3HO 3afyMaTbCs 00 YCKONb3atoWen rpaHunLe MeXay YenoBeKOM 1 aBaTapoM,
MEXay peanbHbIM 1 BUPTYanbHbIM. B anpene 2021 roga Epic Games BbinycTuna
MHCTpymMeHTapuii MetaHuman Creator, KOTOPbI NO3BONSET C NErKOCTbIO CO3AaTh
«PeannucTUYHOrO» KOMMbITEPHOTO YenoBeKa ¢ NMUEeBOI aHnMaumeln. Cepeuc pa-
b6oTaeT B 0bnake 1 3anyckaeTcs Yepes bpay3ep. Tawke HegaBHo cTyams Within
BbINYCTUNA NpunoxeHue Supernatural, koTopoe co3aaHo Ansg HUTHEC-3aHATHI
€ ncnonb3osaHueM VR-oukos Oculus Quest. 3aHATUS CMOPTOM MPOBOAATCA B
VIMMEPCUBHbIX TOKaLMsIX C NPEKPACHbIM AM3aHOM, NOMb30BaTe/lb MOXKET TakKe
NPUINacUTb KOHCYNbTaHTa MKW TPeHepa, YTOObl OHW MOHUTOPUAN, KaK BbIMIONHS-
l0TCS DU3MYECKMe YNPKHEHNS, 1 B Cly4ae HeobXoa MOCTV KOMMEHTVPOBaNM 1
AaBanu coBeTbl. Pa3paboTuMKM NPUCOSAMHMUANCE K KOMaHae Meta™™, 4To oTKpbIBa-
€T HOBble TOPU3OHTbI Pa3BUTHS NOAOOHbIX TEXHONOMMIA. CTUMYNMPYEMBIA TaKMK
TEXHONOTUAMY, YeNOBEeK CaMOCTOSTENIbHO 3aTBOPSETCS B [1aHONTUKOHE, nuwas
cebs hM3nYecKon 1 MopanbHo cBOHObI, BBTOHOMHOCTM, BO3MOXHOCTM 1 HEOb-
XOAMMOCTH CyLLeCTBOBATb B U3MEPEHUSIX HPABCTBEHHOCTU. TakM 06pa3om, 1oKa-
ums, rae cybbeKT ocTaeTcs Nof NPYCMOTPOM U KOHTPONEM BUPTYaNnbHOMO TpeHepa
(a B nepByto o4epefb, BCEX CUCTEM CaMOli METaBCENEHHOM), He ABASETCS HUYeM
NHbBIM, KaK BonoleHem naewn M. beHtama.

METABCE/IEHHbIE CKBO3b NPWU3MY MACCOBOW KY/ILTYPbI

Mocne n3ydeHns KOHLEnuUMmM MeTaBceneHHoM C NO3MUNIA TEXHONOTUYECKMX
KOMMaHMn 06paTUMCs K 3TOMY (heHOMEHY C TOUKM 3peHus TOro, Kak OH pednex-
CYIpYeTCs B MAcCOBOW KynsType. [ 3TOro BOCMONb3yeMcs TBOPHECKMM Hacne-
avem [l. KpoHeHbepra, aBTopa cepumn NpopoyecKkmx huabMoB O B3anMOAencTBIM
TEXHONOTUIA 1 YenoBeka. PaboTbl pexunccepa, CHATble B Pa3Hble rofbl, COXPaHoT
CBOIO 3N10604HEBHOCTb W aKTyanbHOCTb. OHW SBASIOTCS LEHHbIM MATepuanom,
NO3BONSIOLLMM OCMBICIWUTL NPUPOAY COLManbHbIX Medma BO MHOrOM bnarofaps
TOMY, 4TO []. KpoHeHbepr — MacTep NpoBOKAaTUBHO BbICTaBNATL TENECHOCTb Kak
HEYTO HeecTecTBeHHOE U NpobnemaTnyHoe. B cBOMX paboTax OH pa3fBuraer rpa-
HULbI TENECHOrO NOCPEACTBOM UCMONb30BaHNs 610, MEAUUMHCKIX, Meaua v co-
UManbHbIX TEXHONOTWIA. /I NO3TOMY B3aMMOCBSI3b TENECHOCTH W TEXHONOTWIA Npo-
CNeXVBaeTCs B ero GunbMax 04eHb SpKo. Pexxuccep nccnegosan pa3HoobpasHeie
acneKTbl 3TOTO «MHTePaKTVBa», HO B AaHHON paboTe Mbl 06paTiiM 0coboe BHUMa-
HWe Ha KapTuHy «Buaeoapom» (Videodrome, 1983), rae [1. KpoHeHbepr nHTepnpe-
TVPOBaN TEXHONOTMMN KaK <HOBYIO NAOTb», MPEANOKMB HEOXKUAGHHbIN B3rNsa Ha
B3aMMOMPOHMKHOBEHME Meaua, TEXHONOMMIA 1 YenoBeka. 10 MHeHIto pexwccepa,
nepexof K HOBOI NNOTU SBNSETCH TAUHCTBEHHbBIM U TEMHbIM MPOLECCOM.
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Puc. 2. Kapp u3 dunbma «Bugeogpom» (Videodrome), pex. [l. KpoHeH6epr, 198310

HecMoTps Ha TO, YTO DUbM BbilEN Ha 3KPaHbl Ha 3ape pa3suTys MHTepHe-
Ta, ero MOXHO Ha3BaTb NpegynpexaeHnem ob yrposax, KoTopble BMOCAEACTBUM
CTanu ncxoanTb oT Facebook™ (xoTs TexHuyeckn KpoHeHbepr npenapupyeT He
MIHTepHeT, a TeneBuaeHne, AEMOHCTPMPYS, BNPOYEM, UMEHHO WHTEPAKTUBHYIO
npvpogy mMeana). I AemcTBUTENbHO, HEMHOTO MO3Xe B3aWMOJEeNCTBIE YenoBeKa
v Mefmna Yepes UndpoBble TEXHOMOM MM BbILLNO Ha COBEPLIEHHO HOBbIN YPOBEHb —
afpeCHbliA, NEPCOHANbHbIV, MMYHBIN U AXKe MHTUMHBINA. TO, 4TO HECKONBKO feciTu-
NETWI Ha3af B OTHOLWEHWUV TeNeBMAEHUS Ka3anocb NOTEHUMANbHO BO3MOXHbIM,
CErofiHs B CBeTe Pa3BUTUSA COUMANbHbLIX MeAMa, CTPEMSLMXCS 3BOMOLMOHMPO-
BaTb B MeTaBCeNeHHble, CTano o4eBnaHbIM. CBS3b 00epHynack B3aMMONpPOHUKHO-
BEHMEM, V1 TPaHb MeX/y NAOTbIO U BUPTYanbHOCTLIO Havana pasmbiBaTbes. B 3Tom
cMbicne «Buaeogpom» BbICTYNMA aHTUNOAOM «MaTpuUbl», rae NpoTUBONOCTaBe-
Hbl BUPTYyanbHas 1 r3nyecKas peanbHOCTb, a h13nyecKas TeNeCHOCTb OTMeYeHa
Wpamamu 1 BXMBAEHHbIMM B TENO COAMHUTENBHbIMY NOPTaMu. KOHCTPYKLUYMS e
KpoHeHbepra — 3T0 MPOHWKHOBEHWE BUPTYaNbHOCTY B YeNOBEYECKMI pa3yM 1 B
NNOTb, 3TO MyTaLUWK JylUW U TeNa, a B UTOre OBAafeHNe TEXHONOTUSAMMU KOHTPONS
Haf YenoseyeckuM. [l. Byac B poau pykoBOAMTENs HacTHOro KabenbHOro Tene-
KaHana v [l. Xappu (B peanbHoOW XU3HW conucTka nark-rpynnel Blondie v my3a
X. P. Turepa) B obpase ncuxvaTpa nof BO3[eiCTBUEM TEXHONOT UM 31EKTPOHHOW
«MPOMBIBKV MO3rOB» MPOBaNMBatOTC B OE3A0HHbIN KONofeL, pa3pyLnTenbHbIX
rannloymHaLmnii, KOTOpble CMEeWNBAOTCS C peanbHOCTbI0, POPMUPYS COBEPLIEHHO
HOBYIO KapTVHY CBS3M CO3HAHMS 1 OKPYXKatoLWero M1upa, Nof BO3AeNCTBrEM Yero
v (h13nYecKe Tena TakKe NpeTepneBatoT CTpallHble TpaHchopMauuu. B pesynb-
TaTe TaKvx NpeBpalleHnii BO3HMKAET «HOBasi M0Tb», W, MO CI0BaM NepcoHana
[. Xappw, cMepTb nepecTaeT 3HameHoBaTb coboii koHel,. CHOBa BCMOMMHaeTCS

1 icToyHmK n3obpaxerns cM.: URL: https://www.kinopoisk.ru/film/8853/ (aata obpalyeHus: 20.03.2022).
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onpepeneHvie NOKNOHHMKOB METaBCENEHHbIX, YTBEPHAAOWMX, YTO 3TO Nepcrek-
TUBHOE NPOCTPAHCTBO ANs HECKOHEYHOro 0bLLIEHNS, Pa3BnedeHnii U Tak fanee,
Kak yTBepxaatoT rnasa Apple T. Kyk, pexwuccep C. Cnunbepr, MHOro4YMCneHHble UH-
BECTOPbI M TEXHOOMTUMUCTBI.

Ewe oawH dunbM, NpeackasbiBaloWmMii NOSBAEHWE METaBCENEHHbIX —
unbm «KoHrpece» (The Congress, 2013) COBMECTHOIO NPOM3BOACTBa — PpaHLmm
n M3panns. Mpu ero cozganmnm A. GonbMaH BLICTYNNU B Ka4eCTBe pexunccepa u
cueHapwucTa. KapTviHa BK/IKOYAET MIPoBYID M aHUMALMOHHYKO YacTu U SBASeT-
cs BONbHOW aganTaumeli pomara C. flema «PyTyponornyecknii KoHrpecc» (1971
rog), OTKyfa asTop unbMa 3aMMCTBOBAN WAL MACCOBOMO MCMOb30BaHWS ras-
NOUMHOTEHOB, AONOMHUB ee MpeAcKa3aHneM O MOSBNEHWU NMPaKTUKL U PbIHKa
UMMDPOBLIX ABOMHMKOB 3HamMeHUTOCTel. Co3patenn hunbMa NOKasblBatoT, Kak
KUHOMPOM3BOAMTENN NPUHYXAAIOT apTVCTa NpofaTh CBOW 06pas, OTKa3aBLWCh
OT BO3MOXHOCTW CHUMaTbCS B ByayuieM. LindpoBoii e ABOMHMK B Te4eHue no-
CNeayroLLMX ec TUNETUIA MOXET MCNOb30BaATbCS B PA3NIMYHBIX CHOKETAX MHOTO-
cepuiiHbIx bnokbacTepos nNo yecMoTpeHwuto npoaocepos (Cardefia, 2014).

Puc. 3. Kapp u3 dunbma «KoHrpecc» (The Congress), pex. A. ®onbmaH, 20134

KcTaTw, yxe ceroans TexHonorun deep fake no3sonsitoT Bocco3naTb 0bpa-
3bl YWeAWMX TMYHOCTEN AN UCNONb30BAHNS B NOAUTUYECKMX U KOMMEPYECKIX
uensix, 4To HeOHOKPATHO Bbl3bIBANO MHOXECTBO 3TUYECKNMX BOMPOCOB. B 3TOM
dbunbMe P. PainT urpaet camoe cebs, nepenas no CIOXETY KPYMHOW KUHOCTYAMM
NpaBo MCNonb30BaTh CBOV 06pa3 B byayLmx hrnbMax. B To xe Bpems B obliecTse
CylecTByeT Mofia Ha ynoTpebneHmne XMMU4eCKmnx KOKTEMNEN, C MOMOLLbIO KOTOPbIX
YesI0BEK NePeHOCUTCS 13 PEanbHOro MVpa B aHUMaLMOHHbIN, Tie MOXeT CBOOOf-
HO BblAaBaThb cebs 3a Ntobyo NMYHOCTL MO CBOEMY BbIOOPY. 3AeCh BUPTYyanbHas

1 UcTodHuK n30bpaweHns cm.: URL: hitps://www.kinopoisk.ru/film/581906/ (aata obpatyeHus: 20.03.2022).
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peanbHOCTb CO3AaETCs yeunmsamm big pharma v ronamneyacKmx cTyani, YTo npea-
CTaBAsieT cOBON OPUTMHANBHbIV B3NS4 HA KOHBEPTEHLUMIO MOTYLLIECTBEHHBIX, HO
TaKUX PasHbIX HanpasneHuii gesTensHoCTW. Mpy NBOM Kpr3Kce B NepByto oYe-
pefb CTpafatoT TOHKME MaTepuy — 1 B HalleM Cllydae OCHOBHas Harpyska na-
[aeT, 04EBMAHO, Ha TOT CaMblil MOPanbHBbIA y3en, 0 KOTOPOM Mbl MUCaNU paHee.
B noatBepxaeHne HamoMHWM, YTO 3TW fBa unbMa, 6e3ycnoBHO, onepeannm
cBoe Bpems. [Mo3xe HavaBwmiics B 2019 rogy KOpoHaKpU3mnc ybeanTensHoO npopae-
MOHCTPUPOBAN, Kak B1oNornyeckas naHaeMus conpoBoXaanacs naHaemmeit He
TONbKO NHMOPMALMOHHON U KyNbTYPHOW — Npobnema BblliNa Ha ryMaHUTapHbii
YPOBEHb. Y4acTBys B 3TUX COBbITUSX, Mbl BOOUMIO HabAOAANN CHHTE3 Pa3HOPOA-
HbIX KaTeropui, — ybeamBLINCh, HACKONBKO XPYMKO U YSI3BMMO «4€0BEYECKOEY,
VI CTaB CBUAETENSMM TOTO, KaK CoLvanbHble Meana iBOYHbIM MOPSAKOM BOCMOMb-
30BanvCh CUTyaLmeint, 4Tobbl elle 6onblie YKPenuTb CBOU MO3ULMN.

3AK/TFOMEHUE

MpoBefieHHOe MCCNeaoBaHne No3BONUIO YCTaHOBKTb, YTO TEXHOMOrMYe-
CK1E KOMMNaHWM UCMOMb3YIOT KOHLEMNLMIO METABCENEHHbIX i1 060CHOBaHMS CBO-
el peaTensHOCTW, HanpaBneHHOM Ha pacluMpeHmne TexHocdepbl U NorpyxeHue
B Hee yenoBeka. Llenblo nccnenoBaHus 6610 NPOAEMOHCTPUPOBATb, YTO TEXHO-
613Hec cTpeMunTCs N10OOW LEHOW YCUNNTBL CBOKO BNACTb M BAUSIHME BO BCEW LIMPO-
Te 0bWEeCTBEHHOM XW3HK, 1 LieNb 3Ta, AyMaeTcs, bbina AOCTUTHYTa.

B COOTBETCTBUM C MOAYYEHHBIMY PE3Y/bTaTaMu Mbl MOXEM YTBEPHAATb, 4TO
3asiBNeHHast B Havyane CTaTby r1noTesa NoATBepaMnach: CTpaterus 1 MoTuBaL s
TEXHONOTUYECKMX KOMMaHWI, KOTOpble HaLenuanch Ha Co3faHne MeTaBceneH-
HbIX, HEe COOTBETCTBYIOT 3agaqam 61aronony4Horo pasBuTHs denoseyectsa. bo-
nee Toro, NoNoXeHKe, KOTOPOe CEerofiHs 3aHsIn LMPOoBbIE TeXHONOrMK B oblie-
CTBEHHOW XKVM3HW, NO3BONSIOT FTOBOPUTH O COCTOSIBLIENCS Yrpo3e B OTHOWeHUM
UMBUM3aLUMOHHOIO Pa3BUTKS U NePCrneKTyB Yenoseka. O4eBnaHO, UAET U pedb
0 paclwmpeHvn cdepbl pasBnedeHuin, nonyseHuy bonbliero 4ocTyna Kk nepco-
HaNbHbIM JaHHbIM NONb30BaTeNel, UK xe 06 0BPETEHNN NOAHOTO KOHTPONS Haj
NoNb30BATENAMY, — MNABHBIM A/ METABCENEHHbIX U3BeYeHWe CBEPXNpUbbIK, 1
pagv 3TOro KOHLEenuUus MeTaBceneHHbIX byaeT NPOABUIaTLCS U MHTErPUPOBATLCS
B Ky/IbTYpY NOf CambiMK 61aro3ByYHbIMI NPEANoraMu, Kak 61aro 1 Kak MHCTpy-
MEHT YNyYLIeHMs Ka4ecTBa XW3HW, Npeanaratolinii YenoBeKy HOBbIE BO3MOXHO-
CTW ANS CaMOBbIpaXeHus. Tekyliee pa3BuTHe LUMMPOBLIX TEXHONOT WA, 6e3ycnoB-
HO, HECeT PUCKM PacyenoBeyrBaHUs v MOTepy YENOBEKOM CBOUX NO3WUMIA Npw
KOHBepreHUmm aHTponocdepsbl ¢ TeXHoChepoil.
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MpoaHan1M3npoBaHHOE NONOXKEHVE Y TEHAEHLMU Pa3BUTUS B PaMKax Cyllie-
CTBYtOLIEV NAPaAUTMbl HE MMEIOT NOTEeHUMaNa u He 06eCNeYrnBaloT 4enoBeYecTBo
VHCTPYMEHTaMU, KOTOPble N03BONMAN Bbl MY KOHTPONMPOBATH TEXHOMOT VYecKoe
pa3BMTVe U HaNPaBAsTb ero B baarononyyHoe pycno. OTaensHO CTOUT 3aAaThCs
BOMPOCOM, KaK BANSET Ha KyNbTYpY B LENOM U Ha NCUXMKY OTAENBHOTO YenoBeKa
Bce 6onee 1 bonee nonHoe fy6NMpoBaHue peanbHOCTY B UMMPOBOM NPOCTPaH-
CTBe, U He NpUBEAET N1 3Ta TeHAEHLMS K OKOHYaTeNbHOMY CTUPaHWIO rpaHuL
MeXay peanbHocTbio v undpoin (Stokel-Walker, 2022, p. 39). MpeactaBneHHble
BbllLie NPUMepbl U3 NPOM3BEAEHUIA MACCOBOW KyNbTYPbI NOKA3bIBAIOT MyTareHH»li
W pa3pylnTenbHblA A5 YeNoBEeYeCKON NPUPOAbI XapakTep Takol MHTerpaumm
— 1 C 3TUMM Yrpo3amm TakKe HeOOXOAMMO CHUTATHCS, UCKATb MHCTPYMEHTbI KOH-
TPONS W CHWXeHNst pUckoB. CUHTETUYECKOE BOCTIPUATIE MHAVBIAA U 00UIeCTBa,
Mefmna v TEXHOMOMMI KaK 31eMEHTOB, CBA3aHHbIX <HaMePTBO», BEAET K ONacHOCTY
HECKOHTPONBHOrO paclMpeHmns TexHochepbl, B KOTOPOW BCe YenoBeyeckoe Mo-
XKET OTMEepeTb KaK 130bITOYHas, HEHY)KHas 1 faxe BpeaHas briomacca. 3a ckobka-
MW AaHHOM paboTbl Obin OCTaBNeH ellle OAMH BaxKHbIN GaKTop, KOTOPbIV cneayeT
Y4ECTb NPV NPOAOMKEHUN HACTOSILETO UCCIEA0BAHNS — YCKOPEHVe BPEMEHM:
HECKONbKO AeCATUNETUIA Ha3a[ 3eeHble CTPOYKM Kofla MaTpuilbl Ka3anucs daH-
TacTUKOW, a CerofiHs B OBLIECTBEHHOM CO3HAHWM Maes CAnsHUS hU3n4eckoro
Y BUPTYaNbHOrO YXKe HE BbI3bIBAET OTTOPKEHUS U KAXETCs BMOAHE OPraHUYHOM.
3TO CyulecTBeHHO, NOTOMY YTO 3a KOPOTKWIA NMepuop Ha NPaKTKe Havyana Bo-
NNOWATLCS MaBHAs Maes MeTaBCeNeHHbIX, B OCHOBE KOTOPOW, Ha Hall B3rnaf,
NEXNT KOHBEpPreHuMst GU3NYecKoro U BMPTYyanbHoro. HegocTaTok BHUMaHMS
K Nnpobneme pasmbITUS UK AAXe NONHOTO CTUPAHWS TPaHWL MEXY «<MVPaMu» MO-
XKET NPUBECTU K TOMY, YTO €CTECTBEHHbIN 0hDNANHOBbIN MUP, NO CBOEN NPUpoae
bonee YenoBeYECKUI, TMYOOKNIA M UCTUHHbIW, CKPENnNeHHbIN 3TUKO-MOPanbHO-
HPABCTBEHHbIM KOMMEKCOM, OKAWETCS BbITECHEHHbIM Ha nepundepuio KynsTypbl
1 OBWECTBEHHON KUBHN.

[na npeononeHns 03By4eHHbIX Bbllle yrpo3 TpebyeTcs, 6e3ycnosHo, dhop-
MWPOBaHVE HOBOW COLMANbHO-TYMaHUTAPHOW PaUvoHanbHOCTW, NOf KOTOPOM
NOHMMAETCH COBOKYMHOCTb TPeOOBaHNI K 06ECNeveHnto CUCTEMHOM 3nucTeMu-
yeckol besonacHocTn. Cpeam aTnx TpeboBaHWt: MaCWTabHOCTb, HANONHEHHOCTb
aKTyasnbHbIMU LEHHOCTSMM, CUCTEMHOCTb U AVHAMUYHOCTb, PeDIEKCUBHOCTb, OT-
KpbITOCTb ANs Anuckyccum v np. (Nlebepes, 2015, c. 8). KomnnekcHoe BbINOAHeHWe
3TUX TpeBOBAHMIA MO3BONNT MbICAVTbL NO-HOBOMY, MPEOAONETb UMO3WN U CTEPe-
OTWMbI, N COBANHUTL 3TUKO-MOPANbHO-HPABCTBEHHbIN KOMMNEKC C TeXHONOrYe-
CKOW NapaanrMoi, 4Tobbl BbINOAHUTb MABHYHO Lieflb — OCO3HaHHO aanTMpoBaThb
NOTVIKY VI MOAENN Pa3BUTIS TEXHONOTMYECKNX KOMMaHUIA, KOTOPblE CO3AAt0T B Ha-
cTosiljee BpeMst MeTaBceneHHble, Takum 0bpa3omM, 0becrnedns 4enoBekoMepHoe
pasBuTye.
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* PelweHunem TBepckoro cyfa oT 21 mapTa 2022 r. komnaHus «Metar, Bnagetowas co-
uManbHow ceTbio «Facebook», MprU3HaHa IKCTPEMUCTCKOIN opraHu3auwmeit. octyn K coup-
anbHoi cetn «Facebook» Ha TeppuTopuK Poccuiickon depepalyiv 3a6n0KNpPOBaH.

** PeweHunem TBepckoro cyaa ot 21 mapta 2022 r. komnaHus «Meta» nprsHaHa sKc-
TPEMWCTCKO opraHu3auyeit. [locTyn K HEKOTOPbIM ee NPOAyKTaM Ha TeppuTopum Poccuii-
ckoit depepalinm 3a610KMPOBaH.
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[nereTnyeckoe ncyesatoulee/
HEBUAMMOE B HEMOM KWHO 1 €r0 KOPHM

AHHOTauus. pegMeToM CTaTbu SBNSETCS NPYMEHEHME B PAHHEM HEMOM KMHO
npvema (MOTMBA) WMCYE3HOBEHWS B Kadpe, a TawkKe OTHOCUTENbHO AONAroro
npebbiBaHNs Tena B Kafpe B CKPbITOM, HEBUAMMOM COCTOSIHMW. [nereTuyeckoe
HEeBMAMMOE/MCYEe3alollee MOXHO HasbiBaTb W MpUeMoM, 1M MoTuBOM. [pue-
MOM — eC/IM paccMaTpuUBaTh ro C TOUKM 3peHns GOPManbHOro S3bIKa, Kak OfunH
13 NPUHUMNOB CENEKUMU U KOMMO3ULMK NpK OPMUPOBAHUM BHYTPUKAAPOBOrO
NpoCTpaHCcTBa. MOTUBOM — €CAN MHTEPECOBATLCS €0 COAepKaTeNbHOM LUenocT-
HOCTbIO 1 B3aWMOAEICTBMEM CO BCEM CMbICIOBBIM MOJEM Npon3seaeHns. CTaTbs
COCPeaoTOYMBAETCA Ha MOTUBHbIX acneKTax.

O603Ha4YeHHbIi  MOTWMB  BbINMOMHAET MHOXECTBO (YHKUMI B  aBaHTOPHOM
Y aBaHTIOPHO-haHTacTMyeckoM dunbMe. ABTOP OCTAHaBAMBAETCH Ha HECKO/b-
KVMX KapTUHax C Uenblo BbISIBNEHUS BapMaHTOB XYAOXKECTBEHHOro dyHKLUW-
OHMPOBAHMSI MOTMBa, €ro 60raToro CeMaHTU4eCKOro noTeHumana. AHanu-
3upyetcs  MUAONorMyecKoe MpPoMCXoXaeHue MOTMBA, CNOCOGHOMO HeCTw
CNOXHYIO CMbICTIOBYIO Harpy3ky B 3aBUCUMMOCTM OT ODOLIEro CIOKETHOro KOH-
TeKCTa ¥ TOHaNbHOCTU Npoun3BefeHus. PaccmaTpurBaeTcs pob TeaTpa, LMpKa,
aTTPaKLUMOHa ¥ CKa3Ku B MPepICTOPUN MOTVBAE AMEreTUYECKOrO MCUE3atoLLETO.
ABTOp aHaNM3MpyeT 3CTETUKY TPoKa B duibMax Xopxa Menbeca, rae coCTosH-
Me 1 MEeCTOHaxXOXAeHWe nponafalolero Tena OCTalTCs HeonpefeneHHbIMM
M He npegnonaralT uMHTepnpeTauun astopa dunbma. PekBM3UT (KOP3WHbI,
CYHAYKM, TKaHb ¥ Np.), C MOMOLLbID KOTOPOrO MCYe3alT MepCoHaxu, co3gaet
WNNO3MIO TOTO, YTO UMEHHO BHYTPY HWX MPOUCXOAWT TaliHa dokyca. OpHako
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hoKyC nMeeT cyrybo KuHemaTorpauyeckyio NprUpoay W ero MexaHW3m Haxo-
OWTCS 338 KagpoM, COCTOUT B perynsumm paboTsl kamepbl. ®unsM cumynnpyet
npvieMbl TeaTpa v UMpkKa.

B oTAn4me 0T 6eCCIOMETHbIX KapTUH Menbeca, CoxXeTHbIe UAbMbI NPeanonaraoT
Bonee onpefeneHHoe WCTONKOBAHWE WCYE3HOBEHUS MepcoHaxa. Tak, B tu-
HanbHOM 3nuK3oae bpuTaHckoro dunbma OKM3HbL Yapnb3sa Muca» (1905) noa-
pasymeBaeTcs CMepTb repos BO BpeMs Ka3Hu Yepe3 noseleHbe. OpHaKo
HEBMAMMOCTb TeNa Co3aaeT UAMO3MI0 BEPOSTHOCTU OTKPLITOrO hrHana.
MoppobHo pa3bupaeTtcs aBTOpcKoe BbicKa3biBaHue [.Y. pudduTa B ero gedioT-
HoM dunbme «MpuknodeHus Jonnn» (1908). MyTelwecTBre AEBOYKM, 3aKPbITOM
B BOUKe, MO peKe ¥ CHACTAMBOE BO3BPalUeHMe K OTLY NpeBpallaeT Menogpamy
C 3NeMEHTaMUN KPUMUHANBHOCTU B CKa304HYIO MCTOPUIO, NONHYI0 pednexcun 06
AMepyiKe KaK MyApOM NPUPOAHOM YHUBEPCYME.

ABTOpP MPYXOAWT K BbIBOAY, 4TO paboTa C MOTMBOM [MEereTMyeckoro HeBUAVMO-
ro / ucyesatollero 3HaunMa s 3CTETUKN KMHO BHE 3aBMUCHMOCTM OT MOTHBALMIA
M CMblCNa MPOUCXOAALIEr0 B KaX[oM OTAENbHOM cyyae. MHoroobpasme
OMEreTNYecKoro HeBMAMMOro oTobpawaeT MOTPebHOCTb aBaHTOpPHO-haHTac-
TUYECKOrO KWMHO B BbIXOAE 3@ Mpefesbl PaLMOHANbHOTO MbIWEHNS W Mofe-
NIVPOBaHNM KapTUHbI MarM4eckoro yHMBepcyMma.

KntoueBble cnoBa: MU, KUHO, UMPK, TeaTp, aTTPaKLUMOH, AUereTniecKoe, TPIokK,
CKaska, Menbec, Urpa, aBaHTIOpHOE NoBeCTBOBaHYe, [ puddUT
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Diegetic Invisible/Vanishing
in Silent Cinema and its Origins

Abstract. The article studies the early silent cinema motif of disappearance or
invisibility of bodies in a frame. In adventure and adventure-fantasy films, this motif
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performs a whole set of functions. Using the example of several films, | uncover
its rich semantic potential. Further on, the mythological origins of the motif are
analyzed, as are the role of theater, circus, attraction and fairy tale in the prehistory
of the diegetic disappearing. Attention is paid to the aesthetics of the trick in Georges
Mélies’ films, where the condition and location of the vanishing body remain
uncertain. Narrative films suggest a more definite interpretation of the character’s
disappearance. For instance, the final episode of the British film The Life of Charles
Peace (1905) implies the hero’s death by execution. However, the invisibility of the
body creates the illusion of a likely open finale. Another example is D. W. Griffith’s The
Adventures of Dollie (1908) about a girl locked in a barrel and traveling down the river
to be returned to her father in the end. The happy-end gives this melodrama a touch
of fantasy, presenting America as a wise natural universe.

Working with the motif of the diegetic invisible/disappearing is significant for the
cinema aesthetics, regardless of the motivations and meaning of what is happening.
The diversity of the diegetic invisible reflects the need of cinema to model the picture
of the magical universe.

Keywords: myth, cinema, circus, theater, attraction, diegesis, trick, fairy tale, Georges
Méliés, game, adventure film narration, D.W. Griffith

BBEJEHWE

B naHHOI CTaTbe Mbl OCTAHOBMMCS Ha OfHOM OYeHb PaHHeM MOTWBE
HEMOTO KWMHO, HE YMMPaIOWMM 1 B 3BYKOBOW Mepuof, HO NpeBpaTUBLIMMCS
B YCTOMYMBLIA 3NEMEHT KMHOMOITUKN. 1peaMeT CTaTbl — AMereTnyeckoe He-
BMAVIMOe, NpOnajatolliee 13 Nons 3peHus B Kagpe, HO BCe-Taku B Kafpe ocTa-
tolleecs. Mpsuylmecs 3a KakUMU-MMbo NpeamMeTamu Uan BHYTPU HKUX Nepco-
HaXW, Ucyesatoline nof NNaloM-HeBUANMMKOW, NpoBanvBaoLvecs B 6e3aHy
1 Np. bes Bcero 3Toro He 06x0AMTCS NPEXe BCEro NonynspHoe KUHO, KOTopoe
HEe CTPeMUTCS K CO3AaHMIO KapTVHbI MMPa B COOTBETCTBUM C MPUHLMNAMU KpU-
TUYECKOTro pean3ma, a Takke HePEAKO BKNIOYAET B Hee 3n1eMeHTbl haHTacTu-
4eckoro.

Bnpouem, anereTnyeckoe HeBUAMMOe MOXET ObiTb U HVKaK He CBS3aH-
HbIM C haHTaCcTUKON. K pa3psay Takunx anemMeHToB MaTepuu ruabmMa OTHOCATCS,
K NpUMepy, BbIXOAsLIMe U3 Kafipa NepcoHaXu, MPOAo/KatoLLMe NoAaBaTs ronoc
1 y4acTBOBATbL B 3MM307e. Takke 3T0 MOTyT ObITb MEPCOHAXKM 1 NPEAMETbI, KOTO-
PbIX 3aKPbIBAIOT KaKue-nMbo Apyrue 06beKTbl, HO Ybe MPUCYTCTBIE B CLieHE NoA-
pa3yMeBaeTcs, HUKaK He Hapyllast UNMto3um XK3Henonobwms. Mbl noKa ocTaBum
B CTOpPOHe 3TOT BTOPOW BapWaHT AWEereTMYecKoro HeBMAMMOro 1 COCPeAoTo-
4MMCS Ha aBaHTIOPHO-PaHTaCTUHECKOM HEMOM KMHO.
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O603HaYeHHbIN aCNEKT 3CTETUKM KUHO aKTyaneH B KOHTEKCTe COBPEMEH-
HbIX MCCNeAoBaHWI KuHemaTorpada, nocBsleHHbIX BU3yanbHoW cneundure
3KPaHHOIO UCKYCCTBA M TeNecHOCTV 06pa3oB. Bce akTvBHEE TEOPETUKM UCXO-
AAT U3 naen aBTopuUTETHOTO nccneposaTens BusmaH Cob4ak 0 TOM, 4TO Mbl BOC-
NPUHMUMAEM 3KpaHHOe NMPON3BEAEHNE He TONbKO 3pUTENBHO, HO BCel Halleit
TenecHow cyuHocTslo (Sobchack, 1992, p. 3), a NOTOMYy BCe, 4TO HEBWAMMO, HO
KOppPecnoHAMPYeT C 3KpaHHOW B13yanbHOW 06Pa3HOCTLIO, UTPaeT BeCbMa 3Ha-
4MMYIO POSb B MpoLiecce peuenumn. XoTs, KOHEYHO, KaK KoHCTaTupyeT Mioppait
MomepaHc B MoHorpacdumn «<KnHO 1 3dheKT peanbHOCTW», 3KPaHHbIe Meava Ha-
XOAATCS B NapagurmMe MHTeHCMpUKaUMmM BUAEHNS, XapaKTePHON ANs KyALTYpbl
Hosoro BpemeHu. M103TOMY 3aKOHOMEPHO, YTO OAHWM W3 dyHOAAMEHTaNbHbIX
NpaBu 3KPaHHOTO UCKYCCTBA SBASETCS BU3yanmn3aLms BCero, 4To MOXET npep-
CTaBNATb MHTEPECHOE 3penuLie, faxe BHE 3aBNCUMOCTY OT LienecoobpasHocTy
3ToM BM3yanu3auuu (Pomerance, 2013, p. 48). Tem He MeHee 1 3hdeKTbl «He-
BUAMMOTO CBUAETENS» TakKe NpeacTaBnseT 0cTPo BOCTpeboBaHHbIN cneudd-
(eKT, YK He TOBOPS O NPUHLMNE «HEBUAMMOW ayauTopumn» (Pomerance, 2013,
p. 57). CuMUH HuHa /nTTwBarep, nuwywas o dunbmax urpsl yma (mind-game
films) (Littschwager, 2019), n /lu3a boge, aHannsupyowas cneudddexTsl no-
nynspHoro kuHo (Bode, 2017), obpaliatoTcs k deHoMeHyY HeBMAMMOTO B Kaape.
Inza boge ocTaHaBnMBaeTCs Ha NpobnemMe KOMMO3UTHOCTU MHOTMX 06pa3os,
POXAAOLLMXCS MNOCPEeACTBOM KynMpoBaHUs dhparMeHTOB Tex 06beKToB, KOTO-
pble 3anevaTneBaloTCs KaMepOoW, a Takke co3a4atoT UANO3UN NPUCYTCTBUS B Ka-
Ape oTCyTCTBYOWMX 00beKToB. OHa 13 MaB ee KHUMM HOCUT NMoKasaTenbHoe
Ha3BaHue «There Is No There There: Making Believe in Composite Screen Face»
(Bode, 2017, p. 154). 13 4ero, cO6CTBEHHO, COCTOUT MaTepus B13yansHOro obpa-
32 W HAaCKONbKO OHa flaneka OT peanbHOro «oToBpaXeHus» 4ero 6bl TO HIM HbINO,
paccy)aatoT aBTOpbI KHUMW «MeaunitHble Tena Mexay BbIMbICAIOM ¥ hakTonoru-
ell. BHoBb n306peTas TenecHocTb» (Butnaru, 2020).

OfHaKo Bce 3TW TpyAbl pa3BopavMBaloT CBOM KOHLEeNUMM Ha MaTepuane
NpenMyLLeCTBEHHO COBPEMEHHOMO KWUHO, HOBbIX Mefuna, MPOYMX BU3yanbHbIX
dopm. A nog heHOMEHOM HeBM3yanbHOTO, HEBVAVIMOTO MK UCYe3atoLero as-
TOpbI NOAPa3yMeBatoT ropasafo bonee WUPOKMIA Kpyr 31eMeHTOB A3bIKa 3KpaH-
HOTO MCKYCCTBa. Mbl e BblensemM y3Ko KOHKPETHbIA TUMN cuTyaumuu guereTu-
4ecKOro HeBMAMMOTO: MaTepuanbHblil OB6BEKT, ellie TOYHEE, XKMBOW NEePCOHaX,
HaxoAALLMIACS, COTMACHO NOTMKe CloXeTa, B MPOCTPaHCTBe Kagpa, HO ocTato-
WMIACS HefocsraeMbiM A5 3pUTENbCKMX B30OPOB.

Bavxe Bcero K Halleli Teme HekoTopble rasbl MOHOrpaduu Hosama 3n-
KoTTa «McKyccTBeHHas TbMa...», UcCneaytollelt yBneveHve paboTol ¢ YepHbIM
(hoHOM Kak TeaTpa pybexa XIX-XX Beka, TaK 1 paHHEro KMHo. ABTOP NoApobHO
OCTaHaBnMBaeTcsa Ha onbiTax Xopxa Menbeca, npumMeHsBwero acddexTbl Yep-
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HOro oHa ANs Co3aaHNs BCEBO3MOMHbIX BHYTPUKAAPOBbLIX 3P heKToB npona-
AaHNs NpeaMeToB, NepcoHaxen nnm Yactein ux tena (Elcott, 2016, p. 135-149).
Takoke Tema HEBUAMMOTO B HEMOM KMHO MAOAOTBOPHO pa3BMBaeTCs B ABYX CTa-
TbsIX U3 HEJaBHEro MacWTabHOro KONNEKTUBHOMO Tpyaa «TeNecHOCTb B paHHeM
KMHO: BHYTPEHHOCTU, KOXa 1 hur3ndeckas obonoyka» (Dahlquist, Galili, Olsson,
Robert, 2018). 13BeCTHbIV cneumanucT B 061aCTh HEMOMO KMHO TOM TaHHUHT
B CTaTbe «HeBO3MOXHOE TeNo B paHHeM duabme» NogpobHO aHanM3npyeT Kap-
TUHY 6pUTaHCKOro KnHematorpaducta xelimca YunbsaMcoHa «bonbwoin ro-
Tok» (The Big Swallow, 1901), B KOTOPOW € NOMOLLbto cnel3ddeKToB NoKasaHo,
KaK KMHOOMepaTop BMECTe C KaMepol MCcYe3atoT BO PTy YenoBeKa, CHUMaeMoro
Ha Kamepy xe (Gunning, 2018, p. 20-23). K gaHHOoMy urnbMy obpalatotes 1 To-
Mac Jnb3eccep ¢ MansTe XareHepoM, oTMedast, 4TO OrPOMHbIA POT «3anonHseT
BECb 3KPaH W NpeoaoneBaeT 0bbIYHO HeBMAMMOE “NPOCTPaHCTBO HanpoTns”
Kamepbl» (Anb3eccep, XareHep, 2016, ¢. 151), TeM caMbIM KaK bbl «Cbefas» camo
NpOCTPaHCTBO B Kaape. (Mbl ocTaBnseM faHHbIi GunbM B CTOPOHe, cymTas
6onee apheKTNBHbIM ero PacCMOTPEHVE B KOHTEKCTe npolecca camopednek-
CUW paHHEro KrHo.) BUTO AgpuaHceHc cocpefoTo4MBaEeTCs Ha MOTHBE CTaTyu
B hmnbMax Menbeca 1 paccMaTpmBaeT addekTbl MeTaMopd03, Nnoapa3yMesa-
IOLLMX MCHE3HOBEHMWE OHNX 06BEKTOB M NosiBNeHve apyrux (Adriaensens, 2018,
p. 30-32).

OTkyna bepeTcs 0603Ha4YeHHbIV B HA3BaHWW CTaTbW NPUEM, OH e MOTYB,
¥ KaKOBO €ro CMbIC/I0BOE HamnosHeHne? Mbl MULIEM «TTpUeM», MOTOMY YTO Auere-
TUYECKOe HEBMAMMOE MOXHO pacCMaTpuBaTh MEHHO C hOpManbHOM TOYKM 3pe-
HUWS, KaK NPUHLMN CeNekumm 1 KOMNO3nLUMKM, CO3AatoLLMIA BHYTPUKAAPOBOE Npo-
CTPaHCTBO. M Mbl NMLIEM «MOTHB», TaK KaK HEBUAVMMOE CeMaHTUYECKM HaCbILEHO,
aKTVBHO, 1 IMEHHO B 3TOV CBOEI UMOCTacK OHO ByAeT MHTepecoBaTh Hac.

Llenv naHHOWM cTaTb — BO-NepBbIX, 0603HAYEHNE MPEAbICTOPUN faHHO-
ro MOTVBA [0 POXKAEHWS 3KPAHHOIO UCKYCCTBA, BO-BTOPbIX, PACCMOTPEHME Ha-
YanbHOW CTaAWV XKM3HU MOTUBA A5 BbISIBIEHNS €ro 3CTEeTUYECKOro NoTeHLma-
na. B cBs3K ¢ YeM Mbl 0bpallaeMcs K BapraHTaM BOMAOWEHMS MOTVIBA B paHHeM
HEeMOM KWHO: dunbMax Menbeca, B bpuTaHCKOM bunsme ©Kmn3Hb Yapnb3a
Muca» (The Life of Charles Peace, 1905) n B nebtoTHoM dunbme [.Y. lpudduTa
«Mpukmodenus Jonnw» (The Adventures of Dollie, 1908). PaHee aaHHble GUAbMbI
noapobHO He aHaNM3MpPOBaNNCh, YTO, Hapsay C M3bpaHHbIM PaKypcoM nccne-
AOBaHMs, CNocobCTBYeT HOBM3HE npeanaraemori pabotsl. Cenexums KapTuH
NPOAMKTOBaHA CTPEMEHMEM He MPOCTO BBECTM B MCCMELOBATENbCKOE Mone
ManounsyyeHHsle GuUabMbI, MpUHagNexalie NonynspHOMY HEMOMY KWUHO, HO
pacWUpPKTL U YTOYHWUTL NpefcTaBneHns 06 3CTETUKE paHHero KNHOMCKYCCTBa,
KOTOpOe [0Nroe Bpems CYUTaNoch TEXHUYECKM 1 CoepXaTenbHO MpUMUTYB-
HbIM. OCMbICNIEHME WIVMPOKOrO AMana3oHa Bblpa3uTeNbHbIX BO3MOXHOCTEN
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AMEreTVYECKOro HeBMAMMOro/1ucyesaloliero CylecTBeHHO oborallaeT Halw
npencTaBneHus ob acTeTuke KuHemaTorpada Ao 1910 roga 1 ONONHSET yxKe
HaliAeHHble paKypchbl aHann3a GeHoMeHa HeBUAMMOrO B 3KPaHHOM UCKYCCTBE.

KTMNPEALICTOPUN MOTUBA

B oTe4YeCcTBEHHOW HayKe NOCAeAHNX AeCATUNETUIA UHTEHCYBHO pa3BLMBa-
nack KoHuenums hopMrUPOBaHMS MacCOBOrO 3KPaHHOMO MCKYCCTBA Ha OCHOBa-
HMsaX honbkiopa. 3Ha4YUTeNbHYO PO/b B 3TOM Chirpanu Tpyasl H.M. 3opkoi «Ha
pybexe CTONETUI: y UCTOKOB MacCoBOro MCKyccTBa B Poccun 1900-1910 rogos»
(3opkas, 1976) 1 «YHUKaNbHOE 1 TUPaXUPOBaHHOE. . .» (3opKas, 1981). B bonee
no3aHen kHure «donbknop. /lybok. IkpaH» 3opkas nucana: «McTokn coBpemeH-
HOWM MaccoBOW KynbTypbl — ONBKOP, TPAAWLMM APEBHUX KaHPOB HAPOAHOIO
TBOPYECTBA: CKa3KK, HAPOAHOW Urpbl, NecHu, obpsaa» (3opkas, 1994, ¢. 9). 3Tu
naen passmBany camble pasHole nccnegosarenu, B yactHoctu, A.C. BaptaHos
(BapTaHos, 1996, c. 98-100) v B./. ®oMuH nuncan 0 HECOMHEHHOW CBSI3U MO-
NYASPHOTO KMHO CO CKa3Kol (PomuH, 2001). KoHeuHo e, DOoNbKIop He eanH-
CTBEHHbIA UCTOYHMK MOTMBOB U 0OPa30B MOMyNASPHOrO KuHemaTorpada, HO
NNWb OOVH 13 MHOXECTBA, CPefV KOTOPbLIX M POMaH C NPOAO/IKEHMEM, U pa3-
HOOOPAa3HbIE XaHPbl 1 Bl TeaTPanbHOIo UCKYCCTBa.

OfHaKo KOPHWM MOTMBA AMEreTMYeCKOro HEBWAMMOro/mcyesatolero
YXOAAT ropasfo rybxe. HeCoOMHeHHO ero npoucxoxaeHne 13 muda, 3 npep-
CTaBMEHUI O CBEPXYENOBEYECKOM MOTYLIECTBE, BKIOYAOWEM CMOCOOHOCTb
repos MrHOBEHHO MOSBNATLCA U MFHOBEHHO MCYe3aTb, TO €CTb MEPEHOCUTLCH
B Apyroe NpOoCTPaHCTBO, UM e NPeBpallaTbCs B HEBMAVMOE TEN0, OCTaBasACh
Ha TOM e MecCTe, a Takxe HaxOAWTb BCEBO3MOXHbIE HEOLITOBbIE 3aBEChI, BPOAE
obnaka, TyMaHa. Kak npaBuno, agpesHve 60ru 1 apyrve CBepxcyulecTsa OTiu-
4atoTCs OT MPOCTbIX CMEPTHBIX CTOCOBHOCTHIO CBOOOHO PErYNPOBAThL PEXIM
NPVCYTCTBWS CBOEro BK3yanbHOro obpasa, cBoeit hr3nyeckol B1aMMoN 06o-
NOYKM Nepef BCeobUMMM B30PaMU, O YEM YKe OTHACTU Nrcanm paHee (CanbHu-
KoBa, 2018, c. 139-141). 3T0 0AHO V3 MMaBHbIX KAYeCTB, PACLUMPSIOLLMX CMEKTP
NPOM3BOJbHBIX AESHNIA 1 NOBEAEHYECKMX NAaTTEPHOB CBEPXCYLLECTB.

Obpaulasicb K npvMepy WneMa-HeBuanMKK, 9.3, fonocoBkep oTMmevan,
4TO «HY[ECHbIM aKT B MUde — eCTeCTBEHHO-3aKOHHbIV aKT», He HyXaatoWmni-
csi B 0ObsiCHeHusIx (Tonocoskep, 1987, c. 26). «<ABCONOTHAs Cua TBOPYECKON
BO/IN, KeNnaHus, TO eCTb TBOPYeCKoM (aHTa3nm — BOT NOrMYecKoe OCHOBa-
HVe, nopoxaaoLiee Noboe YyaecHoe AelicTBUE UK YyAeCHOe CBOMCTBO Kak
cBoe cneactaue» (fonocoskep, 1987, ¢. 26). MoTOMy YyAecHble NCYE3HOBEHUS
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He HY)KOAl0TCs B 0OBACHEHNM UX MeXaHM3Ma. To eCTb 3TOro MexaHu3Ma Kak Obl
HET — UapcTByeT NOTPebHOCTb, Bepa M YyBCTBO HEOOXOAMMOCTM KOHEYHOro
BoNWeHBHOro pesynsrata. «<Ha KoM LWnem-HeBMaAMMKa Anaa, TOT CTaHOBUTCS He-
BUAMMbIM, KaK TONbKO NMOBEPHET Ha rofose wnem. Aua 03HadaeT “HeBUaNMbIA”:
HapogHas 3TuMonorus. Mo cylecTsy OH — cMepTb. CMepTb NPUXOAUT HEBUAW-
MOW... AKT nepexoaa obpasa 13 3p1MMOro B He3puMbIii (Hanpumep, koraa Mep-
celi noAcTynaeT k Mey3e B WNeMe-HEBUAVMKE) MPeACTaBUM, HO MPUYMHHO He
obycnoBneH v HenoHaTeH» (TonocoBkep, 1987, . 27).

31O noruke muda [0N0COBKEP MPOTUBOMNOCTABASET NOMMKY Hay4HO-
(baHTaCTMYeCKoro poMaHa «4enoBeKk-HeBVAVMKa» Y3ca, CONMHUBLIEMY HayY-
Hoe 0OOCHOBaHMeE HEBMAMMOCTYM repos. «/1orMKa YyaecHoro CHsTa: MeTaMop-
o3a reposi Npu4MHHO obycnosneHa. (...) [ns annMHa NOrMKa YyfecHoro He
HY)K1aeTca B MHTepnpeTaLUmm 30paBoro cMbicna» (fTonocoskep, 1987, ¢. 27). [AaH-
Hbl1 parMeHT 13 KHWMW T0N10COBKepa MOMOraeT NoHATh NPUCTpacTue KiHema-
Torpacda K YygecHbIM MCHE3HOBEHMWSIM 1 NOSIBNEHMSM BCeX BMAOB. B haHTe3w
W APYroi HeHay4YHoM haHTaCTUKe OHWM MOTYT HUKAK He O6BbACHATHCA U MOTHU-
BMPOBATLCS UCKNOYUTENBHO HEOOXOAMMOCTbO 0bLero pa3BuTus daHTacTu-
4eCcKOro 3KpaHHOro Mupa. B Hay4HOW KMHOMaHTacT1Ke 3pUTeNto MOTYT yCTa-
MW pa3HbIX NepcoHaxel 06bACHATL, Kak MPOUCXOANT ncHesHoBeHue. Ho cyTb
B APYroM: BM3yann3upyscb, 06pa3 ncHe3HOBEHNS CTaHOBUTCS Bonee BaXKHbIM,
4yem ero MoTMBaLMN.

Vicye3HoBeHwe B NtOOOM ClyYae OKa3blBAETCS NPOAMKTOBAHO XKaX oM 1c-
KycCTBa KMHemaTorpada nokasbiBaTb HEYTO YygecHoe 1 B HbITy HEBO3MOXHOE
WV XKe He Npou3Boasiiee cToNb MOWHOro acddekTta. CHOBA, KaK B 3MNMHCKOM
MUcbe, BaXKHee BCero pesynsraT, NorKa BoOObpaxeHns — HO K Hell Npubasns-
€TCs OMbIT HEeMOCPeACTBEHHOTO BM3YanbHOMO BOCMPUSATHS, 3aTMEBaOWMIA BCe
OCTanbHoe, BCtO hUNOCOPUI0 1 TOYHYID HayKy. 3penuile UCYe3HOBEHUS, ero
3bdeKT 1 3MOLMK, KOTOPble OHO BbI3bIBAET, — BOT YTO CTAHOBWTCS MMaBHbIM.
Mundonoruyeckoe MbilneHne, BEpHee, MHCTUHKTMBHASA Tara K Mudonoruye-
CKOMY, OXMBaeT BHOBb, MOAOrpeBaemMoe BO3MOXHOCTSMY SKPaHHOTO MCKYCCTBa
He NMpOCTO NOKa3blBaTb BCE, YTO YrOAHO, HO CO3MaBaTh UAMK3MUMN YANBUTENBHO
peanbHoro ObITUS, MaTepranbHO 4OCTOBEPHOMO NPUCYTCTBUS U 04eHb 3 deKT-
HOTO Nepexofa K OTCYTCTBUIO.

HecnyvaiHo H.A. XpeHOB cCrneynanbHO OCTaHaBAMBAETCS Ha KOMMEH-
CaTOPHbIX YHKUMAX MUda AN AMYHOCTM B Mepuof BbITECHEHMS: «...0TKa3
OT YAOBNETBOPEHNUS WUHCTUHKTA MPUBOAWT K HEObXOAMMOCTU KOMMeHcalumm
B opMe cHoBMaeHMs, MUda, CKa3Kkn 1 Booblle daHTasmu» (XpeHos, 2011,
€. 32). Ho ecnv y NMYHOCTW 3TO Nepuop, TO y COBPEMEHHOIO 06LLeCTBa, NOXOXe,
BbITECHEHWME — NepMaHeHTHOoe COCTosHMe. MoToMy obLiecTBEHHOe Hecco3Ha-
TeNbHOE CTONb HYXAaeTcs B MUe, CKkaske 1 Bcex Braax haHTacTuveckoro. Kak
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cnpaBeanvBo 3akmtodaeT H.A. XpeHoB, «B NNOCKOCTN MCKYCCTBa MU paclie-
NASeTCs Ha pUTyanbHoe, T.e. CePbe3HOE, NACONOMMYECKO., NMPaKTUYECKoe, yTH-
NMTapHOe 1 OpraHu3ytollee 0bUeCTBO, U Ha UTPOBOE, T.e. pa3BepThiBatoLLeecs
B BOOOpaXKeHWM, BUPTyanbHOE, KoMMNeHcaTopHoe» (XpeHos, 2011, ¢. 70). Mox-
HO CKa3aTb, YTO BTOPOW TUM 0COBEHHO MHOrOObPa3HO NpeacTaBneH UMEHHO
B MOMNyNspHOM KmHemaTorpacde. Bnpoyem, BbiCKaXeM MpeanonoxeHune, 4To,
KaKkuM Obl CUNBHBIM He BbIN0 «pacliennerre Mruda», a HeKMe CBA3YILIME HUTK
MEXay PUTYaNbHbIM, CEPbE3HbIM U UTPOBbIM, HECEPbE3HBIM UK He BMOMHE ce-
pbe3HbIM, BCe-TaKy Bcerga ocTatTcs. W gpeBHMe MUBONOrnyeckne MoTuBbI
(B TOM YMCne MOTMB MCHE3HOBEHWS), NOMNafas B pa3nnyHble NPOn3BeAeHUs 1C-
KYCCTBa, BCSIKMIA pa3 OOHOBASAIOT COYETaHWe CTeNEeHN Cepbe3HOro 1 Hecepbes-
HOTO, UTPOBOTO.

Mexay apeBHUM MUBOM 1 KnHemaTorpadom nponeraet Lenas 3pa obl-
TOBaHMWS MOTMBA WCYE3HOBEHWS B AMTepaType v 3penuuax. M3 muda MoTvB
NPUXOAUT B CKa3Ky M 3M0C. MOXXHO BCMOMHUTL 1 0bpeTeHIe Wanku-HeBnanMKI
WAV Nnawa-HeBUAMMKI, U YMEHWe NepCcoHaxa XOpoWo CnpsTtaThes (Kak Ma-
LeHbKa B PYCCKOMN CKa3ke, CagsaLiascst B KOP3WHY C MUPOXKKaMU, KOTOPYIO HeceT
MefBefb). BonlwebHble NepcoHaXu MCNOb3yOT CBOM NMYHbIE Marnyeckue Ka-
4ecTBa UM Marunto BOALWEBHbIX NPeAMETOB Pa3HOro NPOUCXoXaeHus. A nepco-
Ha)1 6e3 cBepxyenoBeYecKmx CnocobHoCTen nprberatoT NMbOo K OCTPOYMUIO,
XUTPOCTW, U30DPETATENBHOCTM, MO0 K MOMOLM HYXKOrO, «ApPYKeCTBEHHOMO»
BonWeHCTBa. W, Kak NpaBKno, TeM CaMblM CMacaroTCs B IKCTPEManbHON, Kpu-
31CHON CUTYaLMN.

VlcHe3HOBEHVE 13 NONS 3PEHMS eCTb CBOEro pofa MeTadopa «yMypaHus»,
0CBOBOXKAEHMS OT Tena, OT CBOEMN «CAULIKOM YeN0BEYECKOM» MPUPOoLbl, @ NOsB-
NeHne BHOBb — MeTadopa «BOCKpeCeHMWs», BO3BPALLEHNs 13 LlapcTBa MepTBbiIX,
nepepoxaeHus. VIHbIMM CNOBaMU, laHHbIi MOTUB BO3HVIKAET B MEPEXOAHbIX CUTY-
aumsax 1 obnafaeT ABOVHOM UNOCTAChbiO — aBaHTIOPHOW / UTPOBO / MMNPOBM3a-
LIMOHHOW 1 CakpanbHOW / pUTYyann3mpoBaHHOM, CBSA3aHHON C 06psaamMu HWLMa-
umu. MNepBasi MNOCTach POXAEHa CUIOMUHYTHBIMY MOTPEBHOCTAMU KOHKPETHOTO
VHAMBWAA, B KAKOM-TO CMbIC/e OHa BCerfa — CTUXMIAHOE NPOSIBNEHNE UHAVBUIY-
ann3ma 1 BMecTe C TeM MHCTMHKTa BbKMBaHWS reposi. Bropas nnoctack poxaeHa
NpeacTaBNeHNMI O BHENNYHOW NPUPOAE BCEX OCHOBHbIX 3aKOHOB M NMPOLIECCOB,
onpeaensomnx X1U3Hb MarnyecKoro yH1BepCyMa 1 3acTaBAsOWMX OTAENBHOTO
MHAMBMAA U Lenble 06LLeCcTBa NOAYMHATLCS STUM 3aKOHaM.

Mexay 3TVMK MNocTacsaMmn CyLLeCTBYET CBSI3b, KaK U Mexay npouecca-
MW CMEPTU U POXAEHNS, TO ¥ AeN0 NOATBEPXAAOWMMUN CBOK BCTPOEHHOCTb
B UVKNMYECKOe BpeMs ¥ nepeTeKkaHve Apyr B Apyra. YaauHoe cBoeBpemeH-
HOe nponagaHune NepcoHaxa 1 peleHne UM CUIOMUHYTHON Npobaembl MOXeT
NPUBECTU K KaTacTpode Ha KaKOM-TO APYroM BUTKe ero YCrewHbIX 4esHUA —
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KaK NpMBOAWT K KaTacTpode 1 rmbenu Bcex rasHbix repoes B «[lecHn o Hnbe-
NYHrax» MCMonb30BaHWe nnawa-HeBUaAUMKL 3nrdpuaom Ans nomMowm MNyHTepy,
XKawayliemy 3aBoeBaThb AeBY-BOUTENbHULY BpyHxunbay. B HEBUAMMOM y4acTuu
3urcdbpuga B noegmHke NyHTepa 1 BpyHXMAbAbI yXKe KPOeTCsi BO3MOXHOCTb 00-
Hapy)eHus yNoBKU TyHTepa, Marnyeckux cnocobHoctein 3urcdpuaa, HO U ys3-
BMMOrO MecTa Ha ero Tene. OT XUTPOCTV NPU 3aBOEBAHUMN BOMTENBHULBI NCXO-
AT UMNYNbC, BEAYLWMIA K KOBAaPHOMY YOUICTBY CaMoro 3nrdpuaa Ha oxoTe.

OfHVM CNOBOM, MOTUB MPONafaHus-nosiBNeHns NepcoHaxa rmbko BCTpa-
VIBaeTCs B CaMble Pa3Hble CIOXETbI M 0BHAPYKMBAET Pa3/NYHbIE CMbICNIOBbIE HIO-
aHChl B 3aBUCUMOCTH OT 06LLEero KOHTEKCTa, XaHpa, TOHanbHOCTN HappaTuBa.
A 4TO NPOUCXOAMT C 3TVM MOTUBOM B 3penLHbiX hopmax? B apeBHerpeyeckol
Tparefuu BbICOKa CEMaHTUYeCcKas HaCblWEHHOCTb BHYTPEHHEro NpocTpaHCcTBa
CKeHBbl, Kyfla He MPOHMKaOT B30PbI 3pUTenelt 1 Kyaa MOryT YXO4MTb repou, 4TO
ByneT 03HayYaTb camble pasHble AeCTBUS B 3aBMCUMOCTU OT HyKJ CtoxeTa. Kak
M cama CKeHa MOXeT CMMBOMM3MPOBATh pasfinyHble NMpeaMeThl 1 CTPOeHUS.
B KakoM-TO CMbIC/le 3TO BCeraa 0bpa3 Marnyeckon TaHbl 1 BM3yanbHOM Heao-
CSATaeMOCTM CaMOro BaXKHOTO, CMBO MUPO3AaHNs, NOAYMHSIOLLEroCs MOTyLe-
CTBEHHOMY POKY.

Mu3aHCLEHbI APEBHEPVIMCKON KOMEANH, Kak NoKka3biBaeT [1.B. TpybouKmH,
CTPOSATCA NpeXae BCEro no NpuHLUMNY sBAeHKs NepcoHaxa. «<KOHCTpYKUMs, No-
A00Has KKHOWTANUINCKON NNOLWaAHOM CLeHe. .. 06yCcnoBneHa CeMaHTUKON AB-
NeHus Yyda U NoTOMY COCpefioToYeHa Ha TOM TUMe CLUEHNYECKOro ABMKEHWS,
KOTOpOe MOXHO OnpeaenuTb Kak “nokas”, unu “Bbixoq”... Bbixod Ha cLeHy — 3To
Kak Obl HEOXKMAAHHOE BBElEHWE 3HAKOMOW AeNCTBYoWen Cnibl» (TPYOOUKMH,
2005, ¢. 169). Ho 4T06bl 6611 3 heKTHbIe BbIXOAbl, HEMUHYEMO AOMKHbI CyLle-
CTBOBATb YXOfbl, UCYE3AHMS 32 3aHABECKOW WM ABEPbIO, 00Pa3yoLLMM HacTb
CUEHMYECKON KOHCTPYKLMN.

Ecnun ans TeaTpa yxof M MCHe3HOBeHMe MepcoHawa — YHKUMS U He-
0bxofMMoe yCnoBmne rMaBHOrO AENCTBUS, KakUM CTaHOBWTCS NOSIBNEHME, TO
A5 LMPKOBBIX (DOKYCOB ¥ BCEBO3MOXHbBIX aTTPaKLMOHOB, BUAMMO, POBHO Ha-
000pOT: MPUCYTCTBME U BbIXOZ / ABVMXKEHWE MepcoHaxa WUNu npeamera ecTb
(YHKUMS NpUBNEYEHUS BHUMAHWUA K TOIN 3arafKe, KOTOPYIO TauT HEBWAVIMBIN
MexaHW13M / HeMOoHATHbIV NpuHuMn. E.B. [lykoB, obpallascs K MCTopum aTTpak-
LMOHa, MMLWeT o NpeaMeTe 13 Konnekummn ydeHoro XVII Beka AdaHacus Kupxe-
pa: «OfHO MarHWTHOe YCTPOWCTBO MpeACTaBAsAO KPOXOTHOE M30bpaxeHue
Tudba, rpedeckoro 6ora BeTpa, CUASLLErO Ha KpUCTaNIMYeCcKol NoaKe, KoTopas
nyTelecTBOBana NoO MUHUATIOPHOMY OKeaHy C MOMOLbIO “CeKPeTHOR” CHbl.
“BeTep’, NPVBOAMBLUMI B ABMIKEHME KPOLIEYHYIO NOAKY, OblN ManeHbK1M mar-
HUTOM, CNPSTaHHbLIM MOA BOAOW... HO MarHuT He Bbin NPOCTO 3K30TUYECKMM
npegmeToM ans Kvpxepa: oH BOMAOLWan HeBUAMMbIE CUAbI, KOTOPble yNpasasioT
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BcenerHon. OH v pacckasbiBan 0 HEBUAMMbIX LEMSX, KOTOPbIE, MO ero MHeHWo,
NOAAEPKUBAIOT CaMy TKaHb BceneHHo. /liobas Hayka, KoTopast CTPeMUTCS pac-
KPbITb CTPYKTYPY MMPa, 0653aTeNbHO AOMKHA 3aHUMATbCS STUMU HEBUAUMbBIMU
OCHOBaHUsAMMK, cymTan oH» ([lykos, 2020, c. 653-654). Oco6EeHHOCTb NOABOAHOTO
HEBWAMMOIO OCHOBAHMWS B aTTpaKumoHe Knpxepa — B TOM, YTO OH HaxoamTcs
TeM He MeHee B Nose 3peHns 03afaveHHbIx HabnoaaTenei.

slBneHue, «BbIXOf» B LMPKe — YCI0BMe nocneaytollero ahdeKTHoro 1 3a-
ragovHOro MCYe3HOBeHMWs. BepHee, NepBoe NOSBNEHME YHaCTHUKA LMPKOBOTO
3penuuia — 3T0 BBOf B NOMe 3PEHNs ayanToOprn HOBOTO Ae/CTBYOWEro nua
1 OAHOBPEMEHHO NOTeHLManbHOro NMbo 06beKTa TPIOKOB, MMHO Ma3CTPO, NPo-
n3Boasuero Mokychl, MNNO3MKN. U 3TO Nepeoe sBNeHve Npexpae BCero AomK-
HO 334apOBbIBaTb CBOEM KpacoTol unm obeljaHnem 3arafiki, OHO eCTb, eciu
YrOAIHO, 3KCMO3MUMS UK 3penuiuHas ysepTiopa doryca. TauHCTBEHHas My-
3bIKa, «Maru4eckme» WecTbl OTTArMBaOT MOMEHT MeTaMopdO3bl NPUCYTCTBUSA
B OTCYTCTBWE, BUAMMOrO — B HeBMaMMOe. Bpems 3ameansercs ans Toro, YTo-
6bl 3HAYMMOCTb NPEACTOSALIEro TPHOKA BO3POCA, YTODbI 3pUTENu ycnenu co-
CPefoToOunTLCS, HaNpPsaYbCs, BOMTU B COCTOSIHWME MpeABKYLEeHMs, cacneHca
1, BO3MOXHO, MOMbITOK C MOMOLbIO COOCTBEHHOIO HabMOAEHNSs NMOHATD, «KaK
3TO Aenaetcs». cyeaHoBeHMe — KynbMUHALMS. A NOSBNEHKWE NOCNE KyNbMU-
Hauuu (KcTaTw, He Bcerma 0b6s3aTenbHOE) MOXET OblTb pa3Bs3kol (okyca,
HO He pa3raakoli. DOKyC AOMKEH OCTATbCS HepPasraflaHHbIM, JO/KEH COXPaHNTb
B cebe TallHy CcBoero MexaHu3mMa. YTobbl BTOpoe NosiBNeHmne Toxe CTano oky-
COM, Marmem n HoBOW 3aragKom.

B 3KpaHHOI peanbHOCTV BO3MOXHbI MTHOBEHHble McYe3HoBeHus 6e3
NOMOLLY NOBKOCTW PYK U KaKNX-TMHO NpeamMeToB. Ho Hapsay C 3TUMM «HUCTO
KviHeMaTorpaduyeckmMm» BapuaHTamu CYLLECTBYIOT MHOTOYUCIEHHbIE Bapu-
aHTbl CKPBITOrO — HEBMAMMOrO — NMPUCYTCTBMUS NEPCOHAKa B AMNEreTUYeCKoM
npocTpaHcTee. OHO OCYLeCTBASETCS NPY MOMOLLM Pa3HO0BPa3HbIX NTPeaMETOB
M UX MM3aHCUEHMPOBaHMS B Kadpe. PaCCMOTPUM HECKONbKO HacTHbIX Cryya-
€B MCHE3HOBEHVA-NOSBNEHMS NepCoHaxa B HEMOM KUHO, OCTAaHaBAMBAsACh Ha
MIPOBOM MCMONB30BaHUY NpeaMeToB. Hac MHTepecyoT BapuaHTbl CMbICOB,
BO3HMKaIOWMX B NPOLECce NpUMEHEeHWs MOTUBa C MUMONOrMYeCcKon npeabl-
CTOpWEN, B aBAHTIOPHOM 3KPaHHOM AENCTBUM.

NCYE3HOBEHWA B ®U/TbMAX XXOPXA ME/TBECA

Ma3CTpo NNNO3UOHNCT — B 3TOM ponn BCerfga CaM )KOp)K Menbec — Ha-
KpbiBaeT Aamy nonocaTom TKaHbtO, MOTOM CHMMAET ee, N Mbl BUAWM, 4TO laMa
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vcyesna. MascTpo NPOM3BOAMT BOMLWEOHbIE XECTbI, U NOABASAETCA ckeneT. Ho
Mefibec HaKpbIBAET W €ro, 4ToObl MOTOM COPOCKTL TKaHb, — 1 BOT Nepes Hamu
BHOBb flama, XKMBas 1 HeBpeaMMas, a CKeneta HeT 1 B nomuHe (Escamotage
d’une Dame chez Theatre Robert Houdin, 1896).

Puc. 1-2. Kagpbl 13 dunbma «McyesHoBeHre gambl B TeaTpe PobepTa YaeHa»
(Escamotage d’une Dame chez Theatre Robert Houdin), pex. Xopx Menbec, 1896

Fig. 1-2. The Vanishing Lady (Escamotage d’une dame chez Robert-Houdin)
directed by Georges Méliés, 1896

L UcToYHMK n3obpaxeHmns cm.: URL: https://www.youtube.com/watch?v=f7-x93QagJU&list=PLHQODI6Agb
eTpT4B00g6F_yAXM6BjAO-rq&index=4 (gata obpalueHus 23.12.2021).
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B psige apyrvix hrnbMOB NOCaXEHHbIe B pasHble AWWKK y4aCTHUKN TPHo-
Ka MFHOBEHHO MEHSTCS MecTamu, YMHOXAETCs WX KOMMYECTBO UMW XKe OHU
npeBpaLiatoTcs B MPOM3BObHO PacChiNalolmecs «4acTu Tenar, Myasku, Kno-
Ybsi HEXMBOW MaTepuu. Bce 3To npomcxoanT bnarogaps oCTaHOBKaM Kamepsbl
1 BKMIOYEHMUAM MOCNe o4epefHON MU3aHCLEHNYECKoM nepemeHsbl. Ceityac Mbl
OCTaHaBMMBaeMCA Ha BOMpPOCe BWAOM3MEHEHUs TPOKa Npu nonagaHun Ha
3KPaH 1 TOM pONK, B KaKOW OKa3blBaeTCS NPEAMET, CYXaLnii BpEMEHHOMY CO-
KpbITUO 06beKTa, NOABEPratollerocs MaHnMnynaumsaMm, byab To aMa, pebeHok,
MY>XXYMHa.

/l@eT urpoBoe ynpasneHyvie Tenamm, KOTopble NPonagatoT v NOSBASOTCS
C NOMOLLbIO PEKBM3MTA TPIOKA, U KOTOPbIE 0OECNEeYMBAtOT ... HO YTO OHM Obe-
cneunsatoT? KakoBbl GYHKLMM TKaHK, BOYKK, KOP3UHBI, CYHAYKa, WKada 1 apy-
TMX eMKOCTel, Kyaa Menbec noMewlaeT CBOMX «MeAnyMOB»? Bce 3To — Tenepb
Wb KamydsHK KuHemaTorpabmyeckon NpUpoasl TPIOKa, COCTOSLLENO B MPU-
OCTaHOBKe paboTbl Kamepbl ANs BbIXOAa M3 Kafpa NepcoHaxa, npefHasHa4eH-
HOMO K MCYE3HOBEHMIO. [1e/10 y)Ke He B «Marnmn» 604eK 1 WwKadoB C ABOMHbLIM AN
TPOWHbIM AHOM, COEAMHEHHbIX CO CLIEHWNYECKUMY NtoKaMK 1 Np. [leno He B noB-
KOCTU pyK hOKYCHMKa-MAMNO3MOHNCTA U HE B Urpax CBeTa U TbMbl, OTBAEKAOLLMX
AeVCTBYSX 1 My3biKe. [leno B MaHUNyNsumMsx C KaMepoi — Ans MOAenvpoBaHus
3KPaHHOM peanbHOCTL.

TeM He MeHee Npu BCE HOBM3HE NPOA0MKAET OblTb HEOBXOAMMA CUMYNS-
LS TallHOro NPOCTPaHCTBa, rAe NponagaeT 1 0TKyAa HeOXKMAAHHO NOSBASETCS
06BEKT MaHUMYNALUMI — UNW XKe APYroin 06beKT, 3aMeHsoLMn npeablayLero.
(MHOrMe huNbMbl YCIOXKHSIOT TPHOKK, NPUBaBASS K MCHE3HOBEHMIO-NOSABNEHMIO
elle v MeTamopdo3y 0AHOTO 06beKTa B APYrol, HO B l@HHOM CTaTbe Mbl He by-
[eM Ha 3TOM OCTaHaBNMBaTbCS.) HeobXxoaMMbl MU3aHCLEHbI, OFpaHnYnBatoLL Ve
BpeMsi HabnoaeHNs 3a NepcoHaxeM-0O6beKTOM 1 3aTpyaHSAIoWME KOHTPOb
3a ero NpUCyTCTBUEM-OTCYTCTBMEM. B MpUHLUMNE, NEPCOHaXM MOTYT 1cyesaTb
BHE3amnHo 1 NOSBNATLCS BHE3aMHO 6e3 BCAKMX O0YeK, CYHAYKOB 1 MOKpbLIBan.
B «3amke [ibsisona» (Le Manoir du Diable, 1896), «Kowmape» (Le Cauchemar,
1896) nnun B dhunbme «KonayH, NpuHL, 1 4o6pbIi reHnin» (Le Sorcier, le prince et
le Bon Genie, 1900) npoucxoaaT NoaobHble MCYe3HOBEH WS 1 NosBReHus. B «/lbs-
BOJle B MOHacThIpe» (Le Diable au couvent, 1899) akTUBHO YepeaytoTcs fBa BUAA
TptokoB. To [IbsiBOA MPOCTO [OCTaeT «M3 BO3Myxa» WAV 3acTaBisieT mcyesaTb
npeaMeTbl U Ntofieid, TO OH CHavana Bbi3bIBaeT BOLWEOHbIN KOTEN, a yrke U3 Hero
NOSIBASIOTCA YEPTU, HTO BHITASAUT Kak BTOpas CTyNeHb Marum — nocpeAcTBOM
Marn4yeckoro nHeeHTaps. CambiM e WHTEPECHbIM, Ha Hall B3rnsag, SBAseTcs
B 3TOM uabMe nepBoe NosiBNeHne [1bsiBoMa — W3 Yalin CO CBATOM BOAOMN.
To nv TakoBa cUNa JEMOHMYECKOro MepCoHaXa, YTo OH CNOCOBeH NPoTH Yepes
CBSTYI0 BOAY. TO 1M OH CHavana 3akonAoBan vally v Bofdy, @ MOTOM yxe «NPOCTO»
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NPUMEHWA UX AN5 MPOHUKHOBEHWS B MOHACTbIPb. CLieHa 0bbIrpbiBaeT Heomnpe-
AeNeHHOCTb NOLOMNNEKN AeNCTBIS.

Ha camoM e gene MCnonb3oBaHWe NpeaMeToB B XO4e HOMEPOB C MIHO-
BEHHbIM MCYE3HOBEHMEM N MOSBAGHVEM YXKe He YaCTb MeXaHu3Mma TPIOKOB, HO
4acTb MexaH13Ma BO3AENCTBUS, CYKALLErO YCUAEHMIO 3PUTENBCKOTO NepPexn-
BaHWs TproKa. Tak 3puTenb COXpaHseT U3KI0, YTO BCe AeN0 — B OCOBEHHO-
CTAX 6OYEK, KOP3WH, WKadoB, NNaLlel, KOTNOB 1 NpoYero pekensunTa. K npume-
py, B dunbmax «lllusions fantasmagoriques» (1898), «Llllusioniste fin-de-siecle»
(1899) ¥ MHOTVIX aHanoOrMYHbIX MNOAAEPKMUBAETCS UANMO3MS TOTO, YTO CaM TPHOK
NPOVCXOANT B MPOCTPaHCTBe kagpa. Menbec MCnonb3yeT MHOFOCNOMHOE TPUK-
CTepCTBO NpMemMa, NPOLO/MKAIOLErO BbIMAAETb KaK NAOTb OT MAOTU XUBOTO
3penuia, XoTs Ha cCaMoM fene nepef Hamun «6eCLlOBHbIV» MOHTaX ABYX M3Me-
HEHHbIX B Kafjpe MM13aHCLEH, NrPa BO3MOXHOCTAMU KaMepbl.

TakunM 06pa3omM, AvereTnyeckoe ncyesatllee y Menbeca HepeaKo okasbl-
BaeTCsi CMMBOJIOM UMpbl KMHeMaTorpada B 3amneyaTieHHblid Ha NaeHKy TeaTp.
BOoXHOBEHHO NpodaHMpyeTCs He TONBKO Marus, HO ¥ TeaTpanbHO-LUMpPKOBas
npupofa TProKa, U OrpaHNMYeHHOCTb MecTa MeTaMopdO3 KOP3MHOM UK LWKa-
(oM, 11 OrpaHNYeHHOCTb UTPbl MPOCTPAHCTBOM Kadpa (Ha camoMm fAene 'y Urpbl
€CTb BTOPOW LEHTP — Kamepa B KOHTaKTe C yNpaBAstoWmM el PeXnCcCepoM-
onepaTopom).

ShdeKT YyaecHoro NoAAePKMBaeTCs ellle U B Culy 3aragoyHOCTM Npouc-
XOLSLLLero: 4TO BCe-TaKM 03HavaeT ncyesHoBeHme? To, YTo Teno BonWwebHbIM 06-
Pa30M NepeHecnoch 3a Npefensl Kagpa v NoTOM NOSBASETCS, MOTOMY YTO OHO
«BepHYNOChb»? /TN OHO CTaNo HEeBUAMMbIM BHYTPUM Kaapa? Mnu e — oHo fema-
Tepvanv3oBanoch M NOTOMY CTaNo HEBMAMMbIM, a MOTOM CHOBa 0bpeno naoTb
1 NOTOMY CTano BUAMMbIM? CIOXeTbl PUABMOB, eCIM OHW 1 eCTb y Menbeca, no-
npocTy nHANMMOEPEHTHbI K TaKKM BOMPOCaM.

Mo3aHee v BNNOTb [0 HAWWMX AHEN KMHO MPEeAnoYMTaeT, HanpoTuB,
BCTPOEHHbIe B CIOXKET TPIOKM, NOApasyMeBatoLLye HeKyto 0ByCNOBAEHHYIO Cto-
KETOM UHTepnpeTauuto. B cnyvae repoes, HakpbITbIX NAALLOM-HEBUANMKOW, Mbl
MMeeM [,eno C TeNeCHO NPUCYTCTBYIOLMMU, HO HE BUAMMbIMU 15 OKPYXaIOLLMX
noabMu. HenoBek-HeBMAVIMKA OTHOCUTCA K 3TOM Xe KOropTe, TONbKO ero Teno
00peno HeBMAMMOCTb MOf BO3AENCTBMEM XMMWYECKOTO MpenapaTta (poMaH
Y3nnca Bnepsble 3KpaHM31MpoBanca B 1933 roay 1 € Tex NOp HacYMTbIBAET OKONO
fecaTka KMHo- 1 Teneepcuii). Ho BoT B «/JokTope CTpaHmKe» (2016) MrHOBeH-
Hoe ncye3HoBeHWe MucTuka Ancient One (Tunbaa CyMHTOH) 03Ha4aeT CMepTb
3TOro NepcoHaxa.
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HEBMOUMAA CMEPTb YAP/1b3A NMNCA.
THE LIFE OF CHARLES PEACE, 1905

«Kn3Hb Yapnb3a Muca» (The Life of Charles Peace, 1905?) 6putaHckoro pe-
Xuccepa Yunbsima Xarrapa® nocssileHa peanbHoMy UCTOPUYECKOMY LY, 13-
BECTHOMY BOPY U MOLWEHHWKY Yapnb3y ucy, noselweHHoMy B 1879 roay.

MocnepHwuii anuson — «KasHb». Ecnv duHan MCTopumM BbIMbILLIAEHHOTO
NpecTynHMKa, TaKoro Kak daHToMac, MOXET OCTaBaThCs BCeraa NpuHUMnmanb-
HO OTKPbITHIM, TO B C/ly4ae peanbHOro NOBELIEHHOrO NPEeCTyNHMKa aBaHTIOpHOE
HanpshkeHne NUTAETCs He HeM3BECTHOCTbIO hKHana. Becb BONPOC B TOM, Kak
MMeHHO ByaeT NoKa3aH M3BECTHbIV KOHeL.

Ka3Hb Yapnb3a lMuca nofaetcs B TpaauLMOHHOM A5 NEPBbIX NET KUHO
MaHepe CyXOro BM3yanbHOro oT4eTa. TeM He MeHee OHa CyLeCTBEHHO OT/MYa-
eTcs OT NPoYMX PUNBMOB C aHANOTUYHbBIMKW CLUEHaMK B CUNY CeumdUyHoOCTM
CaMoro Tuna KasHW. Kamepa ycTaHoBneHa Ha bonblieM, YeM B ApYrux cleHax,
«be30nacHOM», pacCTOSIHUM OT MPOUCXOAAWEro. Kaabli1 y4aCTHUK 3TOM CLEHbI
NPOCTO fenaeT cBoe Aeno. CBALEHHUK CTaHOBMTCA B yry swadoTta 1 YyntaeT
MOMINTBY, HE BCTyMasi B MPSIMOM KOHTAKT C OCYXXAEHHbIM W HE MblTasiCb €ro HU
yTewathb, HU NPUHYKAATH K ropsyeMy nokasHuto. Yapnb3 (ero ceirpan YonTtep
Xarrap, CbiH pexuccepa) aenaet cnabyro NoMbITKY CONPOTUBAATLCS, HO CNYIKU-
TeNn KapaTenbHOro NPaBoOCyAMa HEBO3MYTUMO PaboTatoT: NOABOAAT OCYXAEH-
HOMO K BMCeNVLe, CBSA3bIBAIOT BEPEBKOW HOMM, HAfleBatoT Ha WEK NeTto, a Ha
ronoBy — MewokK. OanH 13 KOHBOVPOB NPWBOAUT B AE€NCTBIME pblyar, 1 repon
NpoBanvBaeTCs B JIIOK, OKa3blBasiCb BUCALIMM Ha BepeBKe BHyTpwW 3swadoTa,
4ero 3pUTEeNb yxe He BUAMT. B none 3peHns oCcTaeTcs TONbKO HaTsHyTas Bepes-
Ka, yxoasLlas B NPSIMOYrobHYI0 Ablpy B AOLIATOM HacTue.

[JaHHbIi TMN noBeweHus (long drop) WMPOKO MPaKTUKOBaNcs B CBOE
BpeMsi, N0O3BO/ISAsS U30eXKaThb 3penuila Cyaopor. Ecav B ciydae runboTUHbN Uan
3N1EKTPUYECKOro CTyNa CaM MOMEHT YMEPLLBNEHWS XOPOLWO BMAEH, TO KOHYMHA
Yapnb3a lNrca ocTaeTcst HeBMAMMOM. Camy TaKyto IK3EeKYLIMIO MOXHO HTeprnpe-
TMPOBAaTb [IBOSIKO — W KaK 3aboTy 0 YyBCTBaX CBUAETENEN, Cpeamn KOTOPbIX MO-
ryT 6bITb BAN3KME KA3HUMOTO, U KaK HeXenaHue BAacTW BbICTaBASTh HAaNOKa3
COBCTBEHHYIO XECTOKOCTb, NPsya yMEepPL|BASEMOe TeNo B KOPMYC 3adoTa, Kak
B CBOEro pofa ALMK-KOMHaTY.

2 Bo MHOrUX MH(OPMaLMOHHBIX pecypcax, Brtoyas BFI (British Film Institute), panHbii dunbm gatu-
pyetcs 1905 rofjoM, ofHaKo B TuTpax ctout 1903 rog. URL: David Berry. Haggar, William (1851-1925).
Director // BFI Screenonline. The definitive guide to Britain’s film and TV history http://www.screenonline.
org.uk/people/id/44 (nata obpalueHuns 23.12.2021).

3B 1905 rogy B Weddurnae pexviccepom GpeHkom MaTTepLioy Obin CHAT GUAbM C TaKVM e Ha3BaHW-
€M, HO OH He COXPaHWUACS; M3BECTHO, YTO HEKOTOPOe BpeMst GuabM YinbaMa Xarrapa npuHuMani 3a
hunbm MaTTepuioy.
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Puc. 3-4. Kagpbl 13 dhunbma <KnsHb Yapnbsa Mucax, pex. Yunbsam Xarrap, 1905
Fig. 3-4. The Life of Charles Peace directed by William Haggar, 1905*

C TOYKM 3peHus KMHO NofobHas CLeHa BbICOKO CemMaHTUYHa. B Hell co3-
[aeTCs ABYXCNONHBI 06pa3 MCMONHEHUs MPUroBopa, B KOTOPOM cMepThb Mica
eCTb «KOHYMHa NePCOHAKa» KaK BU3yanbHOro 0ObeKTa, LeHTpanbHoOW durypsi
BHYTPVKagpOBOro 3penuila. To ecTb, yOMINCTBO NepcoHaxa CoBnaaaeT C ero

* cToqHuk n3obpaxerns cm.. URL: https://www.youtube.com/watch?v=DBjptnKSFnA (nata obpatieHus
23.12.2021).
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BbIObIBAHMEM U3 MOAS 3PEHUS 3pUTENEN — HO He C BIXOAOM U3 Kagpa B nos-
HOM CMbICNe cnoBa. byay4yn He BuaeH, Yapns3 MN1c He TONbKO OCTaeTcs B 0TOb-
pa)xaeMOM MPOCTPAHCTBE, HO ¥ MPOAOMKAET ObITb LeHTPabHbIM NpeaMeToM
VHTepeca ayauTopuu.

C TOYKM 3pEHUs 3KPaHHON peanbHOCTU CMepTb nca CTONb Xe [OKy-
MEeHTanbHO 3aPUKCMPOBaHa, CKOMb 1 MHMMA B TOM CMbIC/le, YTO BM3yaNnbHO He
noATBepKaeHa. A BCe, YTO He MonyyYaeT NPsMbIX BU3yasbHbIX AOKA3aTeNbCTB,
SBNSETCS NUWb OTHOCKUTENBbHO peanbHbIM B peanbHoCTU dunbMa. Bo BCSKOM
cnyyae, B punbMe 3HaMeHuTas QOKyMeHTanbHas ncropus Yapnb3a lMuca (co-
FNacHO KOTOPOW NMPECTYMHWKA Ka3HWAW, U Ka3Hb NMONHOCTbIO YAanack) BXOAUT
B NPOTUBOpPEYME C BU3YaNbHOW MaTepuelt CLieHbl Ka3HM.

Yunbsim Xarrap HeBOMbHO MPUMeHSET 3PheKT AMereTU4ecKoro ucye-
3atoLUero, Bblpaxkatollero camopedneKkcmnio KMHO O rpaHuLax CBOel BU3yanb-
HOCTN ¥ O HETOXAECTBEHHOCTU BW3yanbHOro obpasa v peanbHOro cobbiTus
B KMHOHappaTunBe. 34ech 3Ta camopedneKcrs OKa3biBAeTCS yBsi3aHa C Hacuw-
eM B ero meTaopuUYecKol MNoCTach — 3CTETUYECKOM cenekummn AeEMOHCTPU-
pyembix B Kafipe cobbiTuid. MpepbiBaHmne BM3yanbHOM OCTYMHOCTX NEPCOHaxa
AN 3pUTENBCKOro BOCMPUATUS MPOUCXOAUT 6e3 NpepbiBaHus ero averetuye-
CKOTO MPUCYTCTBYUS. 3TOT MOMEHT (hOPManbHO COOTBETCTBYET MCTOPUYECKON
[OCTOBEPHOCTU. HO B UTPOBOM KUHO OH aBTOMaTUYECKM NepeKoampyeTcs B Co-
HbITEe aBaHTIOPHOMO MOBECTBOBAHUS — U CUMBOAMU3MPYET OTHOCKTENbHOCTb
uHana. Bbixoa 13 BU3yanbHOW MaTePUM B MOMEHT Ka3HW COAEPKUT XOPOLLUI
noTeHuman ans 6eCKOHeYHbIX <BOCKPELIeHWI» repost, eCnu Bbinv bl CHATbI Ce-
aytoume cepum o Yapnb3se Muce’.

B cdunbme YunbsmMa Xarrapa Mbl Habnogaem HOBYIO CTauio pa3BUTUS
BCE TOr0 e NPUHLMMIA, XOPOLWO M3BECTHOro No paboTam Menbeca: B3anmopei-
CTBME XKMBOTO CYLLECTBA C 3aMKHYTbIM, MOJbIM BHYTPU KOPNyCcoM, obnagatoLmm
OTBEPCTMEM A5 BXOfA M Bbixofa. Ho Tenepb MrpoBoe nponagaHue, aHanormy-
HOE YMUPaHUIO, AENCTBUTENBHO MO CIOXKETY ABNSeTCs rmbenbto AeNCTBYIOWEro
NNUa, OAHAKO COAEPXUT 1 Cneabl UTPOBOV aMBUBANEHTHOCTH BbITHS/HEDBITUS,
peann3yemon B KMHoKaape.

Hepenko B KMHOBEAEHMIN MOrPyeHWe 1 3aTo4eHMe NepcoHaxa BHYTpU
KaKuMx-NMbBO 3aMKHYTBIX Y3KWX MPOCTPaHCTB, Byab TO AUMK, YynaH, noTaiHas
KOMHaTa 1 Mnp., MHTEPNpPeTUpyeTCs LOBOABHO OAHO3HAYHO, KaK 1 daKT nona-

° Mpw 0bLEeM XPOHOMETPaxe NPUMEPHO B 13,5 MUHYT, KapTUHA AEIWTCS Ha KOPOTKME 03arnas-
NeHHble C MOMOLLbIO TUTPOB YaCTU, Kaxaas OKONO NONyTopa-AByx MUHYT: «[1epBbiit pa3boli Mvca»,
«Mnc goma y [laincoHar, «YouincTBo Muctepa [alicoHar, «<4apnbc Mucy cebs gomar, «Mpectynnexune
B bnakxapTe» 1 np. MPUHATO CBA3bIBATL 3aPOXAEHME CEPUITHOCTM C 60oM1ee NO3AHNM KMHO, HO 3[eCh
y)Ke MpOCMaTpMBaeTCs cepranbHas CTPyKTypa. bonee 3pensiit KrHematorpad caenan bl 13 Kaxao-
ro parmMeHTa CloxeTa ropasgo 6onee NPOTHKEHHYIO CEpUIO.
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OaHVs NepcoHaxa B MPOCTPAHCTBO «MEXAy KafpaMuy», BO BHEIKPAHHOE Mpo-
CTPaHCTBO, rae «KkpoeTcs aTanbHOCTb, CMEPTb, HEYTO HeBuaumoe» (Bean,
2018, p. 30). Kak nuwet [reHHUdbep M. BrH 0 xepTBax B unbMax MpuddunTa,
WX «OTCTYMNEHWE B 3aMKHYTble MPOCTPAHCTBA» POXAAET «y)KaC OTCYTCTBUS,
y)Kac HEBUAMMOTO NPOCTpaHCTBa» (Bean, 2018, p. 30). ABTOP NOAYEPKMBAET, YTO
BM3yasbHble peLleHrs NogobHOro pofda Bceraa BOMOWAtOT He TONbKO onpefe-
NeHHble COOLITUS, COMMAacHO CIOKETY PUIbMa, HO M «IBASIOTCS 0O6pa3HbIM Bbipa-
XKEHMEM 3HAKOBOW cUCTeMbI kKnHemaTorpada» (Bean, 2018, p. 30).

Ho cama 3HaKoBasi CMCTeMa KMHO COXPaHSET CBSA3b CO 3PENULLIHON KybTy-
PO, C ee OCHOBOMOAralolWMMN MOTVBAMU, YXOAAWMMU KOPHSMY B JPEBHION
00ps0BOCTb. VIMEHHO MO3TOMY, Ha Haw B3rNsf, B MOAOCOHBIX BHE3KPAHHbIX,
«MeXayKapOBbIX» MPOCTPAHCTBAX KPOETCS He TONBKO CMEePTb U BCE, HTO C Heto
CBSI3aHO, — HO TaKKe 1 NPoobpasbl UrPOBON 3PENULLHOV aMOMBANEHTHOCTM.
ObocTpsieTca cpasy W apamaTvaM, faxe KaTacTpodursM, OTBEHAOWMI KOH-
KpeTuKe CloXeTa, HO 1 CMbIC/TIOBOE MoJie MHOTOBEKOBOW MTPOBOM KyNbTypbl, ee
NO3TUKa OTHOCUTENBHOCTM U BECKOHEYHbIX NpeBpaLleHyid. MonoxeHne Tena
B 3aMKHYTOM MPOCTPaHCTBe, Kak v Ntobas MeTamopdo3a, CNoCObHbI BbipaxaTb
OfHOBPEMEHHO NPSMO NMPOTVBOMONOMKHbIE CMbIC/IbI U/, BO BCIKOM C/y4ae, ak-
TUBMPOBATb CBOE TATOTEHME K MOIMKOANPOBAHMIO.

C 3TVIM-TO ¥ CBsI3aH CaCMeHC, BEflb 3TO «3IMOLMOHANbHOE COCTOsIHME» BO3-
HUKAET NPU HEOMNPeaeneHHOCTHN, HEM3BECTHOCTM U BO3IMOXHOCTY [JBOMCTBEH-
HOWM MHTepnpeTaumm cobbiTuii (Carroll, 2009, p. 82). Koraa rpaHb MeXay X13HbHo
Y CMEpPTBIO, MEXY ObITMEM U HEDLITMEM, BOSMOXHbLIM U HEBO3MOXHbBIM TOHKa
¥ NpoHuLaeMa. AMOMBaNeHTHas poNb OAHOMO U TOTO e 3aMKHYTOro Kopnyca-
BMECTUMLLA YCBOEHA 1 COXPaHeHa KMHemMaTorpathoMm Kak reHeTuyeckast OCHo-
Ba, CBA3YIOWAs KMHO C ApeBHel MUBONOTMYECKO/UrPOBOI CTUXMEN, C LIUKAN-
YeCKMM BOCMPUSATUEM KUIHEHHbIX MPOLIECCOB. Y pexxmnccepos bonee NospHero
BPEMEHM Mbl HEOHOKPATHO YBUAWM NOATBEPHKAEHUS STOMY.

®daHTOoMac B dunbmax Jlyn deitana bynet B dhrHane HEKOTOPLIX Cepui
«MpOBanVBaThCs», MCHYE3aTb B HEKMX MOTAMHbIX MopTanax; ofHawdbl Ha4YHyT
NPOBaNMBATLCA B 3eM/II0 OXOTUBLUMECS 32 Aep3KMM BaHaAUTOM XioB 1 GaHaop.
Ho BO Bcex 3Tux cnyyasx NpoBannBaHue-MCHe3HOBEHVE CTaHET He CUMBO/IOM
rnbenw, a KpacvBbIM 3aBepLIeHeM O4ePeAHON CTaAMMN O4epefHOro LMKa BeY-
HbIX MOTOHb W YCKONb3aHWI. B COBPEMEHHOM KMHO cam aKT Toro, 4To CMepTb
NepcoHaxa He nokasaHa, 4acTo MPUBOAMT K 3PUTENbCKUM HaAeXAaM, YTO KOH-
YMHa UX NBKMMOro repost Hbina MHUMOM M MOXHO XAaTb ero BO3BPalleHWs
B CvKBenax. To, 4To, K npumepy, B «Mnpatax Kapubckoro mops: CyHayK mepT-
Beua» (2006) [hxek Bopoben ncuesaet B nactu KpakeHa, 03HavaeT He rnbenb
reposi [pkoHHM [lenna, HO NUWb ero BbIXOf M3 ObBbIAEHHOrO PaLMOHanbHOro
M1pa, NepeHeceHne B MarM4yeckoe NpoCcTpaHCcTBO, OTKyAa ero 6yayT BbI3BONATb
B cregytolleM dunbme.
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B 3aBeplueHMI HalWX pa3mMbllneHnii o dunsme OKnsHb Hapnssa Mucay,
Mbl MOAYEPKMBAEM CTUXMIAHOE YCIOKHEHWE KMHEMaTorpau4ecKoro TeKcTa,
HabntofatoLeecs B 3TOM PaHHEM KPUMUHANbHO-3aBAHTIOPHOM (hubMe.

MPUKTHOYEHUA BOYKW. THE ADVENTURES OF DOLLIE, 1908

C camoro nepBoro pexmnccepckoro onbita Assua Y. Mpuddut HaunHaeTt
NpnbaBnsThb K BNAAEHNIO 3aKOHaMV MeNofpaMaTi3Ma 1 aBaHTIOPHOCTH HEYTO
CO3HaTeNbHO HE NPeayCMOTPEHHOE 1 Kak bbl Heobs3aTenbHOe — CBOW aBTOp-
CKVe MOTMBbI. OHM PacTBOPEHbI B BECbMa MMa[IKOM, OPraHUYHOM XU3HEMNoa0-
6uK, yem MpUddUT CyLleCTBEHHO NMPEBOCXOANUT APYrUX KMHeMaTorpaducToB
Tex e net. B nebioTHON KapTuHe «Mpuknovenvs fonnn» (1908) pexuccep
CO3AaeT UMI3MI0 HEMPEPBIBHOMO 1 COBEPLIEHHO CMOHTAHHOIO Pa3BUTUS CO-
6bITUIA. HenpoheccroHanbHOMY 3pUTENIO MOXET Ka3aTbCs, YTO Nepes HUM [10-
KyMeHTanbHas UCTOPUS B pEasibHOM BPEMEHU.

®WIbM HAYMHAETCS NMOKA30M KapTWHbI MMUpPa C TOYKM 3peHVs naeansbHbIx
pecnekTabenbHbIX aMepUKaHLEB — CEMbM, COCTOSILLEN U3 MOIOAOIO MyXa/oTua,
KpacCKBOW eHbl/MaTepy 1 UX oYepY NET YETbIPEX-NIATY. ITO naeanbHas CeMbs,
re BCe NMPEKPACHO BbITAASAT, 3NEraHTHO OEThI M MPOBOAAT BpeMs BMecTe. Po-
OUTENN UTPAIOT C I0MEPBIO UK TYASIOT C Helt. [epBble Kagpbl AEMOHCTPUPYIOT
bnarononyyne, COOTBETCTBME ITASIOHAM CEMECTBEHHOCTY 1 BHELIHEN NpUB/e-
KaTenbHOCTUW. Bce NponcxoauT Ha NoHe Nprpoabl. 110 0fHy CTOPOHY AOPOXKM
— 3anpyaa, No Apyryto — nonsHa. Baanexe BuaHeeTCst OBOMBHO HOMbLION 1OM.

IKCNO3NUMS COBEPLIEHHO NNLIEHa KaKMX-NMbo WepoxoBaTocTel. Eule
HEMHOTO, 1 FTapPMOHUS MONIOAOV CEMbM Ha MUPHOW Ny)XaKe MOKaXeTCs npu-
TOpHOW. HO 3Ta NpUTOPHOCTb MH(MOPMAaTVBHA — CMOKOWCTBUE 1 PafoCTb BCEX
TPOUX O3HAYAET, YTO OHW B CBOEW XKM3HEHHOW Cpefe, OT KOTOPOW He XayT Hu-
Kakoro noasoxa. OAHaKO CTOUT My)Xy OCTaBUTb EHY W [0Yb, HAYMHAKTCS NPO-
HneMbl — NOSABNSETCS KaKON-TO LipIraH 1 NpeanaraeT Aame KynuTb Yy Hero kakme-
TO MOCYAMHbI. [laMa A0BOMBHO HECLEPEMOHHO KECTOM FOHUT LiblraHa npoyb
1 NPOAO/KAET 0OLWATLCS C PEOEHKOM. LibiraH CTaBUT CBOIO MOKNAXY Ha 3eM/TH0
W MbITAETCS YKPacTb CyMOYKY. [laMa 3aMeyvaeT 3TO, BCKAaKMBAET, BbIHYXAeHa
BCTYMUTb B MEPEroBOPbI ¥ MOYTU NOTACOBKY. TyT NpuberaeT Myx, M3b1BaeT Libl-
raHa v MporoHsieT ero.

KamepHbiMW cpeacTBaMmn MprddOUT paccKasbiBaeT NCTOPUIO O MPOTUBO-
CTOSIHUM COLManbHBIX CNI0EB 06WEeCTBa. PecriekTabenbHble aMeprKaHLbl CaMo-
[OCTATOYHBbI, UM He HYXXHbl U HEe MHTEepPeCHbl befiHble, CTPaHHbIE, «Apyrue», oT
KOTOPBIX UCXOAWT OMACHOCTb.
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Puc. 5. Kapp u3 dwunbma «Mpukniodenns Jonnur, pex. A.Y. FpudduT, 1908
Fig. 5. The Adventures of Dollie directed by David W. Griffith, 1908°

[leBouKa B hunbMe BbINMOMHAET VCKOUYNTENBHO POSb XEPTBbI/COKPOBK-
WA, HMKaK 3MOLMOHANbHO He y4acTBys B MpomUcxoasaLiem’. banskas K Tunaxy
brave girl, pudduTa He nHTepecyeT. OH NOAYEPKMBAET NACCHBHOCTb AEBOYKY
Vi NOJTHYHO HEOLWYTUMOCTb B HE IMYHOCTHOTO Havana. 3T0 MOXHO PacUeHNTb
KaK NpU3HaK HEOMbITHOCTM MONOAOIO pexmccepa. Ho Mbl ycMaTpriBaeM v ovep-
TaHWs HeKoel crneundruyecKon Moaen KOMMyHUKaUMM — YenoBeK B Hell conu-
KAEeTCs C BEWWbIO. YeM 1eBOYKa NacCHBHEE, TEM OHa NMPeKpacHee v NpuTsaraTenb-
Hee Kak 0OBEeKT NOTeHUMANbHOM arpeccumn nnu NposiBAEHUs HEXHbIX YyBCTB.
(Ha cdoHe dopmupytollerocs CoBpeMeHHOro nocTheMyHUCTCKOro AMCKypca
[EBOYKM 1 MOMIOAON AeBylKYM B KMHO (Handyside, Taylor-Jones, 2016) 1, wupe,
B Meauna punsmbl FprdduTa, hoKyCHpyoWmMecs Ha [eBOYKaX U FOHbIX ieBYLIKaX,
NpeacTaBnsoT 0COOEHHBIN MHTepeC.)

© McTouHMK n3o6paxenmns cum.: URL:  https://www.youtube.com/watch?v=go0sRYTVU1k (nata obpalieHums
23.12.2021).

" [1leTy BeCbMa pPaHO CTaHOBSATCS aKTUBHbBIMUW LEHTPaNbHbIMU NEPCOHAXAMU B KUHO, C HUMUW CHUMa-
10T Liefible cepum 1 OTAeNbHbIE NPUKIKYEHYecKre GrnbMbl. Hanpumep, dunbm Annc M bnanw «Ye-
ThlpexneTHsis repounHs» (Une heroine de quartre ans, 1907) nokasblBas, Kak npenectHas Manbilika,
OCTaBUB HAHIO CMsLLel Ha NaBoYKe, NOMOraeT NONMLENCKMM 3aepaThb AepyLUmnXcs, NpoTarnsas
CKaKanKy Mexay CTonbuamm KanuTky, AaeT CNenomMy nepeiTi Ha ApYryto CTOPOHY PEKU C MOMOLLbIO
HaBOAHOrO MOCTA, CNacaeT NbsiHbIX OT NONafaHus Nof Noe3[, BOBPEMS NepeaBuras 3arpaxieHue.
OKazaBWnCh B NOMULENCKOM y4aCTKe NOC/e CBOMX MOABUIOB, OHa B COCTOSHWM OGBACHUTD, e
XUBET. [oNNLENCKNA CONPOBOXAAET ee A0 NOABE3AA M NPOLLAETCS, OTAAB YeCTb. B huHane geBouy-
Ka BXOAMT B KOMHaTy, rfie B3poC/ible B PaCcTEPSHHOCTM 0DCYXAALOT, Kak ee nyylle uckats. [leBoyka
BCTaeT B NO3Y PaCCePKEHHOW HavanbHMULbl U YCTPanBaeT «pa3HOC» HAHe, TacKas ee 3a yxo. 3aech
nepep Hamu YeTbIpexneTHUA nuaep, cnacaTenbHyLa U aBaHTIOPUCTKA B OAHOM KLe.
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Kpome Toro, ecnvi ManeHbKyio CyMOYKY YKPacTb He yanock, To 00MbLuyio
AEeBOYKY — yaaeTcs. [T0TOMY YTO CyMOYKy He OCTaBnsav 6e3 NpUcMoTpa HU Ha
MUHYTY, @ A€BOYKY — Ha HECKOIbKO MUHYT (CEKYH[] 3KPaHHOro BpeMeH!) ocTa-
BUAW. TyT eCTb Hekast OeCKOHTPONbHas pexunccepckas pednekcrs o cCobcTeeH-
HOCTW 1 NPUOPUTETAx, O TOM, YTO MPOLLE NOABEPTHYTb «MCHE3HOBEHMIO» Kak
nepemeLeHuio. MOXXHO pacCMOTPETb 1 MeYanbHY0 POHWIO MO NOBOAY ObLe-
CTBEHHbIX HPaABOB.

ECNY MHOXeCTBO PeXMCCePOB 3KCMAYaTMPYHOT MOTMB MOFOHM Kak OCHOB-
HOM, HaHN3bIBasi Ha HEro BCe MOBOPOTHI CloxeTa, pUdduUT, easa NprobLmB
3pUTENs K KapTUHEe NpecaefoBaHus, TyT e NepexntoyaeT AeicTBMe B Apyron
perucTp. Pexuccep co3gaet 6onee CNOXHbIVM NPUHLMN BO3AENCTBUS: He Npo-
CTO PaBHOMEPHO HarHeTaeT HanpshxkeHue, a TO U Aeno obellaeT paspsaky, HO
YBUAMBAET OT Hee U MeHSeT XxapaKTep HarHeTaHus.

Puc. 6. Kapgp 13 dunbma «Mpukniodenuns Jonnux, pex. [.Y. lpnuddut, 1908
Fig. 6. The Adventures of Dollie directed by David W. Griffith, 1908°

YT06bI AEBOYKY HE HALLMK, LibiraH CaXKaeT ee B HOUKY 1 3ab1BaeT KPbILLKY
reo3asMu. A Korga npecneaoBaTenn HakoHel AobupatoTcs 40 Teneru, Ubirax
CnAnT cebe KaK HU B YeM HU OblBaNo BO3e OOYKU U KypUT. [INereTnyecku He-
BMAMMAs 1EBOYKA He NOJAEeT NMPY3HAKOB XU3HW. Ee maccMBHOCTL — 3an0r OT-
NIOXEHHOW pa3Bsi3ku. [lepeBepHYB BCE BHYTPU TENEMM U HUYEro He Halias, npe-
cnefoBaTeny yaanstoTcs, nobbiB B TECHOW BAM30CTY OT HEBUAMMOTO pebeHKa.

& VcToyHUK n3o6paxeHmns cM.. URL: https://www.youtube.com/watch?v=goOsRYTVU1k (nata obpalieHus
23.12.2021).
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LibiraHe CHUMAIOTCS C MecTa v yexatoT. Mpu nepeespe peykn B6pog 6ouka ¢ ge-
BOYKOW NafiaeT B BOLY, YET0 HE 3aMeYatoT NOXUTUTENN, NPOROMKAs CBOV NyTb.

Ocobyto ponb B 3thdeKTe ANEereTYecKoro HEBUANMOTO, Kak HaM KaxeTcs,
WTPaeT ero NPUHLUMNMaNbHOE BHELLHEE HECXOACTBO C TeM NPeaMeToM, KOTOPbIN
ero CKpblBaeT. Munas, U3slHas v HapsaHas 4eBOoYKa B NerkoM nnarbuue —
v rpybas, C NPOCTbIMU OYePTaHUAMU, NULLEHHAS BCAKOO «M3sLiecTBa» 604K,
6bITOBas Bellb. B CBOK ouvepefb, HEKA3UCTOCTb BOYKM COCTaBNSET KOHTPACT
C ee 3aMeyaTeNbHO «BONWEOHbIM» YMEHMEM AepXKaTbCs Ha NAaBy U CAYKUTb
obeperatolelt kancynoit. laHHble KOHTPACTbI KaXyTCs TEM CUbHEe, YeM [10/b-
Lie BpeMsi HeNpPepPbIBHOMO NPUCYTCTBUS COKPBITON AEBOYKM B HOUKE.

MpuknodeHns 6oukn npogomkatoTcs’. Ee nepemelleHne ¢ cuasiLen BHy-
TPW [1€BOYKOW 3aHMMaeT NpeanocnefHton TpeTb 12-MUHYTHOM KapTuHbI. Moy-
TV TPY MUHYTBI Mbl CO3epLiaeM, Kak Ho4Ka MeaeHHO MbIBET MO TEYEHWIO, NO-
TOM NOANAbIBAET K HebObLIOMY BOLONaAyY, NajaeT BHIU3 U CHOBa NAbiBeT. Mope
BO3MOXHOCTEN AN POXKAEHNS CacreHca. ..

Puc. 7. Kagp u3 dunbma «lpukntodenns Jonnu», pex. 4.Y. [puddut, 1908
Fig. 7. The Adventures of Dollie directed by David W. Griffith, 1908

HakoHel, cHoBa beper 3anpyabl U ManbyuK, yasuwmin peidy. Emy yaaetcs
3auUennTb BOUKY 1 NOATAHYTL ee K bepery. NoaderaeT oTeL, NOXULLEHHONM, OHW

° BO4Ka B KMHO K TOMY BpeMeHU yxe ycrnena nepenTi 13 AeKopaLumii MenbecoBCKOro Tuna Ha Ha-
Typy. B 1906 rogy Anvc v BnaHw cHumaeT dhunbM «3akpyyseHHas uctopus» (Une histoire roulante),
BeCb NOCTPOEHHbIN Ha NEPeABMKEHMN repost B BOYKe 1 nepuneTrsx camoii 6o4kn B becKpaiiHeMm
NpOCTPaHCTBe.

1 UctouHunk n3obpaxerns cm.: URL:  https://www.youtube.com/watch?v=go0sRYTVU1k (gata obpatieHus
23.12.2021).
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https://www.youtube.com/watch?v=go0sRYTVU1k

BMeCTe BbITaCKMBaOT 6OYKY 13 BOfbl, TPUCNYLIMBAIOTCS K 3BYKaM U3HYTPH, Obl-
CTPO OTKPbIBAIOT BOYUKY, 1 OTeL, OCTAET XKUBYIO U HEBPEANMYIO AEBOUKY.

B cambix ynauHbix dunbmax Mpuddrta gocTrraetcs nonHoe camnsHmne
repoes u cpefpl. B «[Mpuknodenusax Jonnu» addeKT eqnmHcTBa AelCTBytoLLe-
ro MMua Co Cpefoi NPOAOMKAETCS KaK NapafioKcanbHOe pas3BUTUE CIOXETa.
LibiraHe crviHynu 13 Kagpa, byaTo ux u He H6biBano BoBce. OHY OKa3bIBaKOTCS
(byHKUMEN BBEAEHWS B CIOXKET BOYKN. A BMECTO OXKMA3eMbIX NMOrOHb ¥ ApaK ¢ No-
XUTUTENSAMN Mbl CMOTPUM MOYTU BUAOBON GuUibM BoobLLe 6e3 3p1MMoro Yeno-
BEYECKOro NpucyTcTBMs. CoUManbHbIA ApaMaTnam U KOHMANKT B fiyxe TpaguLm-
OHHOM Nbechl C NePCOHNMUUMPOBAHHBIMU @aHTATOHMUCTaMI CXOASAT Ha HeT. MaeT
cyrybo KnHemaTtorpaduyeckoe NOBECTBOBaHME O MNEpUNeTUsx HeBUAMMOM,
HO NPWCYTCTBYIOLLEN B Kaape AeBOYKMN.

Puc. 8. Kagp 13 dunbma «Mpukntovenuns Jonnux, pex. 4.Y. pucdduT, 1908
Fig. 8. The Adventures of Dolly directed by David W. Griffith, 1908

B 3TUX NepuneTunsx ecTb HEYTO CKa304HOe — B BOYKY NOCAANAN 1 TONBKO
4TO He 3aCMOAWAM, HO NYCTUAM MO BONHAM. A BOAbI PEKN HecyT BOYKY C eBOY-
KO 1 HecyT... [leBoYKa 3fech raBHoe AencTBytolee NnLo. A 6o4Ka — rnas-
HbIA ABVKYLLMICS 3pUMbIV OGBEKT. T1pY BCEX O4EBMAHBIX KMLLE 1 Menoapama-
TU3Me NPUKNIOYeHUI [Jonan, pexmnccep COMMHSAET COBEPLIEHHO CBOID, OCODYI0
uctopuio. Kto cnacaet flonnw? Npu Hannunm acouymanbHbix 6eAHIKOB, XKepTBbl
M NIOAeN, WaxayLwmx cnacaTtb, 34eCb TaK M He MOoSBASETCS OfyWeBNeHHOro

1 YcTouHuk n3obpaneHns cm.: URL:  https://www.youtube.com/watch?v=goOsRYTVU1k (gaTta obpalieHus
23.12.2021).
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NepcoHNMULMPOBAHHOIO Cnacatens uav cnacarenei. onnu cnacatT 6ouka,
peka, Np1pofa, aMEPUKAHCKMIA BETEP, MOATOHAIOWMIA 604Ky NPSIMO K POAHOMY
[OMY [1eBOYKW. BeTep, onsTb xe, HeBUAMM 1 NofobeH HEBUAMMOMY MarHuTy
B aTTpaKumoHe Kupxepa, 0 KOTOPOM LWa peyb B NepBOM rase cTaTbu.

Bce HeBMAVMOe BOMOWAET NOYTW BOMWeOHOE BMELLATeNbCTBO J06POl
CNYYaHOCTM, OHAa Xe — MOryLWecTBeHHas (GOPTYHA, UK, KaK Han1caHo B TU-
Tpe dunbMma Mpudduta A Rocky Road (1910), «fate’s capriciousness». 3necs dop-
TyHa — NMPUPOAHBIN YHUBEPCYM AMEpVKK. B 3TOI agpecaumn K Npupoae ecTb
4TO-TO OYEHb aMEPUKAHCKOE, MPOABAAIOLLEECH Ha Pa3HbIX YPOBHSAX 1 B Pa3HbIX
KaHpax. Mictopus JopoTu B «YanBKTensHOM BonwebHuKke cTpaHsl O3» (1900)
N.®. Bayma Ha4yMHaeTCs C UMKNOHA, NepeHoCALLero AeBOYKy C ee NeCUKOM ToTo
13 KaH3aca B HeBefloMyto CTpaHy. PomaH Maprapet Mutyenn, BbICOKO 3Ha4u-
MbIVi AN BCEM KyNnbTypbl AMEPUKM, TaK W Ha3biBaeTCs «YHeCeHHble BETPOM»
(1936). 1 B UENOM OLLYyLLEHWE MPUPOAHON CIAbI, YNIPABASIOLLEN XKU3HBIO AeBOY-
KV MV BEBYLIKM, CIYXKUT MeTachopoit 1 Cnenoi opTyHbI, U MarnyecKomn cunebl,
1 0DLLECTBEHHbBIX MPOLLECCOB.

BHYTPUW 13HeNOfo0OHON aBaHTIOpHOW ncTopun pudduTt 6e3 BCskmx
npeaynpexaeHni pacTBOPSEeT 3N1EMEHTbl BU3YanbHOIO «HaLWOHaNbHOTMO VM-
Ha» 1 cKasku. M He TonbKo 6e3 npeaynpexaeHuns, Ho 1 6e3 nepekTiodeHrs npo-
MCXOASALEro B PErMCTP CKa304HOCTH, 6e3 YTBEPKAEHNS Hanmnyuns BonwebcTBa
KaK y3aKOHeHHOI YacTulisl M1pa B 3ToM Gunbme. BonwebcTsa «oduymansHo»
30ecb HeT. Ho OHO TBOPWTCS Ha Halumx rasax. [leped Hamu COBpPeMeHHas pe-
aNbHOCTb, COBPEMEHHbIE MOAN, 1 BMECTE C TEM CKa304Has peanbHOCTb, B KOTO-
PO ManeHbK1e 1 6e33alMTHbIE CYLLeCTBa HE MOTYT He BbITh CMaceHbl 10OpbIMU
MIMMEPCOHaNbHbIMU CUNAMU.

MprddUT CNOBHO BeaeT onocpefoBaHHbIv 4nanor ¢ AMEPHKON KaK pop-
HbIM MPUPOAHBIM YHUBEPCYMOM, C €ro 3HepreTMyecKnMu Tokamu. W kak Obl
3aMOfIKaeT C BHYTPEHHUM BOMPOCOM O POAM OTLA U MyXa B 3TOM HyAECHOM
MUpe, rae BOAa, BETEP U fePEBAHHAA eMKOCTb CTOMb PasyMHbl U [PY)KEeCTBEH-
Hbl B OTHOWEHMM K HEBUHHOMY AnTs. OTel noayvaeT f404Yb 06PaTHO, XKUBYIO U
HeBpeavMyto. MaTb NoSBNAETCS B NOCNEAHNI MOMEHT U TOXe OOHMMaET pe-
HeHka. Kazanock Obl, MpeKpacHbIi xennu-3H4. HO CAUWKOM HEAOCTaTOuHBI WC-
MbITaHWS, BbINaBLUMe Ha AO/0 MaTEPH 1 OTLa (CMPOBOLMPOBABLUETO LibiraHa Ha
NOXMUIEHNE 1 OCTaBMBLLIETO pebeHKa 6e3 NpUcMoTpa). Tak YTO eCTb COMHEH NS
B TOM, 3aCNy)KVMBAET /1 OTEL, Harpagpl, He ycreB NOATBEPAMTL CBOE MAepCTBO
N 0eecnocobHOCTb.

MNoxoxe, rpndhrUToBCKOE BECCO3HATENBHOE CYUTAET, YTO aMEPUKAHCKII
YHVBEPCYM HaKasan-Takv no-CBoeMy 3TOro oTLa, NLIMB ero cTaTyca crnacute-
ns. BO3MOXHO, 3TO 04eHb CypoBas Kapa, Cyas No TOMY, HACKOMbKO KynbTUBH-
pyeTCs apxeTun cynepMena 1 cnacuTens B no3gHenwem aMepuKaHCKOM K1HO.
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durypa xe MaTepu OKa3biBAETCS 3aBeJOMO BTOPOCTEMNEHHOM, MOCKONbKY pebe-
HOK B XOfe CBOVIX MPUKIOYEHWA NONyYnn BTOPOe POXKAEHNE — 13 BOUKM KaK
113 HOBOTO IOHA, U3 BOJ, PEYHBIX, KaK V3 XMNBOPOASLLEN NpupogHown ctuxmm. Co-
XpaHsis aBaHTIOPHOCTb, PEXMCCEP COEAUHSET ee C NaTeHTHOW CKa304HOCTbIO,
C MOTVBOM CUIbI Cyfb0bl 1 BONMPOCOM 00 1Mepapxum NepcoHanbHOro 1 MMMNepco-
HaNbHOTO B Hallem MUpe.

KVHO TO 1 fieno OkMMaeT NPOCTPaHCTBO: IKPaHHbIE Tepon HEOKNAAHHO
W CNy4aHO BCTPEYaloTCs, 3aX0f4aT POBHO B Te JoMa, oTenn, kade v gpyrue
3aBefieHns, rae BCTPeYatoT POBHO TeX, KOro OHW AOMKHbBI BCTPETUTb. ITO Ha-
cnefmne CLUEHWUYECKOI Yy30CTV MPOCTPaHCTBa NpeBpaLiaeTcs B KMHO B CBOEro
pofa MarHeTu4ecKmne BOJHbI, KOTOPbIe Jat0T O cebe 3HaTb B Pa3Hbix KOHMUTY-
paunsax n putMmax. Ho B «MpuknoyeHmax [Jonnm» HoCUTeNneM MarHeTUYyecKux
BOJH, «BONLUEOHOMO» MPUTHKEHNS CTAHOBSTCA He IMaBHble AelCTBYIOWME N1La,
a HeYTO MMMEPCOHanbHoe — XU3Hb NPOCTpaHCcTBa. OHO XpaHWT, nepemella-
€T 1 BO3BpallaeT camoe [Oporoe 1 LieHHoe, Yero He ymetoT cbepeyb Moau.
B ctoxeT 0 NPUKMIOYEHMAX EBOYKM BMNUCAH CIOXET O B3aUMOOTHOLWEHWI Yeno-
BeKa CO CBOEN CTPaHOW, CBOMM CaKpasibHbIM MPOCTPaHCTBOM bbiTHs. BepHee,
MPOCTPaHCTBO HANMOMMUHAET reposiM O CBOEM MOTYLLECTBE, a PEXNCCYpPa 3puTe-
NSIM — O €ro CakpanbHOCTU. ITO U CIOXET O CIOKHOCTW COOTBETCTBMUSA POAUTE-
ne MyapoCTV Npupofabl 1 nrpe cyabdsl. I 06pa3 604KKM, CKpbIBatOLLEN AeBOY-
Ky-COKPOBMLLE, MOXET MPOYUTBIBATLCS KaK CMMBOJM CaKpanbHOW TaiHbl 1 He-
BbICKa3aHHbIX YMO3aK/MOYEHNIA O COOTHOWEHNW WHAMBUAYANbHOIO AesiHNS W
BHENMYHOW MarMyecko BONMW, yNpaBnstolWeln BCeM B 3TOM MUPE.

3AK/TIOMEHUE

/ITaK, CoBeplIeHHO 04EBUAHO, YTO MOTMB AWEreTUYECKOrO HEBMAMMOrO
WU UCHE3HOBEHWS B Kafpe 6eCKOHeYHO MHOro3HaueH. Ero npucyTcTame BCs-
Kuii pa3 0bpeTaeT HOBbI CMbIC/IOBON OTTEHOK B 3aBMCUMOCTM OT 0bLLero ueno-
ro NpounseeaeHust. No3aToMy abCoMTHbLIX BbIBOAOB O PON PAacCMaTpriBaeMoro
MOTMBA C1eNaTb HEBO3MOXHO U HE HY)KHO, KaK 1 BbIBOAOB O APYrMX 31eMeHTax
A3bIKa KMHO: WX 3afla4a B TOM, 4TOObI TMOKO MOACTPANBaTLCS MOf Camble pas-
Hble CTUNUCTUKM, XaHPbl, TOHANBHOCTU U COAePKaTENbHbIE aKLIEHTbI 3aMbICNa.
B npuHumne, s3bik KuHeMaTorpada, Kak 1 1toboro apyroro MCKyccTea, Cylie-
CTBYET AN TOTO, 4TOObI Ha HEM HbINO BO3MOXHO CAienaTh Mtoboe XyaoKeCTBEH-
HOE BbICKa3biBaHMe. A BOT KaK 3TUMYK H6e3rpaHnyHbIMU BO3SMOXHOCTIMM MOSb-
3YHOTCS NPaKTUKL KMHOMPOLLECCa — Ha 3TOT BOMPOC OTBEYaeT aHann3 MoT1Ba
B UCTOpUM KnHemaTtorpada. B npuHuMne, yKe oaHa AaHHas CTaTbs, Kak Ham
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KaXxeTcsi, NOKa3blBaeT, 4TO AMEereTU4ecKoe HeBuaMMoe/uciesatollee — BeCbMa
CYLLECTBEHHbIN MOTUB ¥ MPUEM C MaclUTabHbIM 3CTETUYECKUM MOTEHLMANOM.
OH ponroe BpeMst HaxoAuNCs B TEHW APYTUX 3/1EMEHTOB KMHOS3bIKA, TaKNX KaK
MOHTaX. Ho 6bI10 6bl MONE3HBIM NPOCNEANTb Pa3BUTNE 03HAYEHHOTO MOTMBA
¥ Nprema B MICTOPUM KUHOWCKYCCTBA, YTO BO3MOXHO B paMKax MOHOrpaduu.

Kaxpgoe 13 Tpex pacCMOTPEHHbIX B CTaTbe KMHemaTorpaduyeckmx sane-
HWI 0BYCNOBNMBAET pa3Hble BbIBOAbI, HE MPOTVBOPEYaLlMe Apyr Apyry, HO Noa-
4epKMBatoLLMe SCTETUYECKYIO MHOTOrPaHHOCTb MOTHBA.

B dumnbMax Menbeca oH co3gaeT WAMO3MI0 aTTpaKLMoHa U UMpKa, Ha-
BOAWT Ha OllyUleHMe HeonpefeneHHOCTU COCTOSHUS Tena, BHe3amnHo Mc-
Ye3HYBLEro 1/vnu NosBMBLIErocs. Kpome TOro, TPIOKU C UCHE3HOBEHMSMU
V¥ NpeBpalleHnsMu B hunbMax Menbeca BecbMa 0nocpefoBaHHO, HO BCe-Taku
COOTHOCATCS C (DEHOMEHOM pa3BellecTBAeHMS UCKYCCTBA B 3Py KOMMbOTEP-
HbIX GOPM XpaHEeHUS 1 UMPKYASLMM MHDOPMaLIMK, O KOTOPOM Mican B CBOEK
cTaTbe AnekcaHap [Apvkkep (Apwvikkep, 2019, ¢. 18-19). Tak 4TO MOXHO NPUATK
M K YMO3aKNOYeHWIO O TOM, YTO [aHHbI MOTUB U NPKEM MMeeT OTHOLWeHWe
K BOMpOCaM 3BOMOUMM BU3yanbHOW KynbTypbl, CneundrKku pasHbix ee cTa-
AN — HO ¥ BHYTPeHHel 0bUHOCTN. B 0COBEHHOCTM AaHHbINA NpyYeM 1 MOTHB
nofYepKrBaeT OOLHOCTb BCEX AMHAMUYECKMX BMW3yafbHbIX NPOV3BedeHUN,
noapasyMeBatolnx CMeHy U300paKeHWU, TOT UM UHON PEXUM NOSBAEHUS
Y MCYE3HOBEHMS CaMOro NPON3BEAEHWS, YepeaoBaHUs ero LOCTYNHOCTU U He-
[OCTYNHOCTYM ANS BOCMPUSATUS.

B dunbme ©Kn3Hb Yapnb3a Muca» Yunbsima Xarrapa MoT1B UCHe3HOBe-
HUS repost M3 Halero Nons 3peHus, Npu NPOAoMKeHUN NpebbiBaHNSA B Kagpe
COTMNacHO CHOXKETY, NNWAET 3puUTens AOCTOBEPHON BU3yanbHOW MHOOpMaLmm
0 KOHYMHe Ka3HEHHOrO, YTO B NoTeHUMane BefeT K ahdeKTy HeonpegeneHHo-
CTU Cyabbbl reposi, He3aBepLUeHHOCTH ero XM3HeHHOoro NyTu. 3aeck avereTu-
Jeckoe vcyeszatollee paboTaeT Ha NoTeHUMan cepmanbHOCTU U Ha yCuneHune
aBaHTIOPHON OTHOCUTENBHOCTM, OTKPLITOCTU B 3aKpbITOM dhurHane. lanbHel-
was UcTopus cepmana NoaTBEpAUT LUEHHOCTb AMereTMYecKoro HeBManMoro/
Mcyesatolero.

B «MpukntodeHnsx Jonnms MpudduTa BOSHMKET CIOXKHbIA CNEKTP CMbIC-
NOBbIX OTTEHKOB Ha TPaHy BO3BbILIEHHOrO, CEPbe3HOro, MUMONOrNYecKoro
¥ @aBaHTIOPHOTO, UFPOBOTO, MPOHMYECKOTO. AKTUBHOE 1CMONb30BaHWe auereTy-
4ecKOoro 1cYye3atoLlero/HeBnanMoro aeT NpupaLieHmne CMbICI0BOro obbema 1
BbIXOf, 32 NMpeAenbl xaHpa Menogpamsl. Menogpama c aneMeHTamMmu KpyMmHanb-
HOCTW ApelidyeT B CTOPOHY He CTONBbKO (WbMa-CKa3Ku, NpeacTaBAstolLlero
0co0bIi WaHp (Zipes, Greenhill, Magnus-Johnston, 2015), ckonbKo CKa304HOM
UCTOpWN, KaK ckasan bbl AiixeHBanba (AixeHBanbf, 1978, ¢. 71), TO eCTb Ctoxe-
Ta V13 COBPEMEHHOW peanbHOM KU3HKW, 0bnafatoLlero B TOM MAK MHOW CTeneHu
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anemMeHTaMm ckasku. MpumeHerne MpuddOUTOM AMEreTMYecKoro ucyesatoule-
ro/HeBMUAMMOro MOKa3blBaeT CeMaHTU4eckoe HoraTCTBO CKa304HbIX MOTUBOB,
NPOSBASHOLMXCS BHE (DUNbMA-CKa3KM KaK KaHpa.

ITak, y)Ke nepBble Wark UCKYCCTBa KuHemaTorpada HallynbiBaoT He-
CKONbBKO CYLLECTBEHHbIX BapuaLnii MOTUBA AMEreTUYEeCKOro HeBUAMMOrO/nc-
Ye3aloLLero, a TaKKe AeMOHCTPUPYIOT TECHYIO 3aBUCUMOCTb €ro CeMaHTUKK OT
CIOXKETHOIO 1 BM3YaNbHOro KOHTEKCTa KOHKpeTHoro dunbma. CobcTBeHHo, 6e3
3TOr0 KOHTEKCTa MOTMB He ByaeT «urpatb». OH OTHOCMTCS K TeM 31emMeHTaMm
(b1NbMa, C NOMOLLBIO KOTOPbIX MPOUCXOANUT MOAENMPOBAHNE ABYX NAaTTEPHOB
MHMOPMALMOHHbIX MOTOKOB: OAMH U3 HUX OMEreTUYecKui, npuHaanexalimn
MUPY MNEPCOHAXeNn, apyro — BHEAUEreTUYeCKuii, NpuHagnexawmi ayamTo-
pun. VX HecoBnageHue cnocobCTByeT YCUNEHNo HanpshkeHus. VHoraa aue-
reTvyeckoe HeBuaMMoe/vcye3atollee paboTaeT Ha Co3faHne HepasrafjaHHbIX
3araflok 1 BO3HMKHOBEHVE BOMPOCOB 6e3 oTBeTa (Kak B ciyvae dunsmos Me-
nbeca), TeM cambiM NPOBOLMPYS 3pUTENbCKOE NOBOMNBITCTBO U thaHTaswto, ae-
nas bonee MHTEHCKMBHbIM NPOLIECC KOMMYHUKALMK BU3YanbHOW MaTepum huib-
Ma 1 ero ayauTopun.

Oco3HaHue noteHumana 3eKToB AnereTU4eckoro ncyes3atllero npu-
BOAUT K MOHMMaHWIO ero NMpPaKTUYecKon W aaxe, Npu XKenaHuw, KomMepye-
CKOW LLeHHOCTM. 3TO MOMe3HbI Npuem ans TM3epoBs, Tpennepos, 3aBepLleHIs
OTAENbHOM cepumn B NtoHOIM CepUIiHO OpraHn30BaHHOW opmMe, a Takxe Ans
BCEBO3MOXHbIX (DOPM aHOHCOB U MPOMOYLIeHa 3KPaHHOV NPOAYKLMK, noaYep-
KMBaOLWMA HENONHOTY BU3yanbHON MHMOPMaLMK 1 NPOBYKAAIOWMIA NHCTNH-
KTVMBHYI0 Xaxdy ee BOCNONHEHVS. BepOSTHOCTb U BO3MOXHOCTb 3TOr0 BOCMO/-
HEeHWs BbICTyNaeT Ha 6ecco3HaTeNbHOM YPOBHE Kak OflHa M3 CUMBOMNYECKHMX
opM npofomkeHus bbiTus. MpakTuyeckas LEHHOCTb MOTVBA BO MHOTOM 3a-
MOTVBMPOBaHa ero npeapicTopueit: GaHTacTMYecKoe aBaHTIOPHOE KUHO, CBSI-
3aHHOe ¢ MUdOoM, bepeT Ha cebst BO MHOTOM ero yHKLMK, B TOM YWUCe KOMMEH-
catopHble. OHO 3aCTaBNSET 34PaBbIVi CMbIC U «4YBCTBO PEanbHOCTW» Y 3puTens
eCNN He UCHEe3HYTb Ha BpeMsi BOCNpusTHs dhunbMa, To, BO BCIKOM Cryyae, ne-
pectatb JOMVHMPOBATb. I cO3AaeT He To, 4TO ObIBAET M YTO NpeacTaBaseTcs
BEPOSITHbIM, @ TO, 4TO HEODXOAMMO COBPEMEHHOMY HeNlOBEKY — MOAK/IIOYEHNe
K MOZIENN LMKNa Marnyeckoro M1po3aaHus C BbICOKOW CTeneHbio aMbusaneHT-
HOCTV HEOXWMAAHHOTO/TPaAVLVIOHHOIO, CMbICJIOBOI MPOCTOTHI / CMbICIOBO
HeckoHeYHOCTH.
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Smart Cinema and Reincarnation of Camp’

Abstract. The juxtaposition of camp and smart cinema in the context of American
filmmaking seems justified since both categories fit into a more general notion of
Indiewood, reflecting the culture of irony and parody. | consider three comic book
movies with their camp characteristics: 1966 Batman by Leslie H. Martinson and
2016-2018 dilogy, Deadpool by Tim Miller and Deadpool 2 by David Leitch. Leslie
Martinson’s Batman is one of the first comic book movies in the stylistics of camp, a
concept introduced by Susan Sontag. The Deadpool dilogy can be referred to as smart
cinema, aimed at a special form of emotional sensibility of the viewers, which brings
smart cinema closer to the notion of camp. However, the excessive redundancy and
hyperbolism of Batman is to a greater extent quirky and does not reach the level of
smart cinema, which implies a more sophisticated “culture” of irony and parody.
Deadpool is constructed as a self-referential, mockingly ironic film that uses the
technique of breaking down formulaic clichés by accentuating them. Leveraging
the resources of its media universe allowed Marvel to spark viewers’ interest. And by
mixing various groups in a specific gaming space, by encouraging the audience to
participate in discussions of its products on social networks, the studio went beyond
the Hollywood unidirectional marketable filmmaking.

Keywords: comic book movies, 1966 Batman, Deadpool, camp, quirky, smart cinema,
culture of irony, Marvel universe, marketing ploy, transmedia narrative
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Smart cinema 1 penHKapHauma Kamna

AHHoTauusa. CONonoXeHne KaTeropvii Kamna 1 Tak HasbliBaemoro smart cinema
B KOHTEKCTE COBPEMEHHOIO aMepUKaHCKOro KMHOMPOW3BOACTBA NpeacTaBnseT-
€S OMpaBAaHHbIM KaK BMWCHIBALLMXCS B Oonee obliee MOHATUE «MHAMBYA», TO
eCTb rMbpufa HE3aBMUCHUMOTO W FONAMBYACKOTO KUHO, 1 OTPaXatoWmMX KyALTYpPY MPO-
HUV 1 napoaun. B CTaTbe paccMaTpuBalOTCs TPU KUHOKOMMKCA («BaTMeH», 1966
v aunorns 2016-2018 rogos «[daanyn» v «d3anyn 2») ¢ xapakTepUcTUKamu KaMna.
«B3aTMeH» Jlecnn MapTVHCOHa BOWeEN B UCTOPUIO KaK OAWH W3 NepBbIX KUHOKOMMK-
COB B CTUUCTVKE Kamna. Avnoruio o [3anyne MOXHO OTHECTM K KaTeropum smart
cinema, HaueneHHbIX Ha 0cobyto hopMy 3MOUMOHANBHOW BOCMPUMMYMBOCTU 3pU-
Tens, conuxatouelt smart cinema ¢ NOHATUEM «K3MT», BBEIEHHbIM aMEPHKAHCKMM
KyneTyponoroM CbtozeH COHTAr € MCKYCCTBEHHOCTbLIO 1 130bITOYHOCTHIO KOTOPOro
KOppecnoHAMpoBana 3CTeTuKa TeXHONOrMYecKon 3pbl. OfHaKo YpesamepHas u3-
BBITOYHOCTL W TMNepboNNYHOCTL «B3TMeHa» COOTBETCTBYET, CKOpee, MOHSATUIO
quirky (4TO O3HaAYaeT «MPUYYANVBbINY», «IKCLUEHTPUYHBINY), HO He [OTArMBaeT Ao
smart cinema, npegnonaratollero 6onee N30oLWPEHHYIO «KyNETYPY MPOHWUM» 1 Napo-
avn. «[13anyn» KOHCTPyMpyeTcs Kak aBTopedepeHUManbHbIi, HacMelwnmnBo-npo-
HUYeCKUI GrnbM, UCNONb3YIOWNIA Nprem 13baBneHns oT hopMybHbIX KAuLe 3a
CYeT UX aKUeHTUPOBaHWMs. MOAKNIOYMB pecypchbl CBOeW MeauaBceneHHown, «<Marvel»
aKTMBMpoOBana MHTepec 3puteneit. CTUMyNMPOBAB CMeWeHMe PasnuyHbIX rpymn
B 0COHBOM MTPOBOM MPOCTPAHCTBE, NOOYANB ayAUTOPMIO Y4HaCcTBOBATb B OOCYKAEHM
CBOEN NPOAYKUMM B COLCETSX, €e CO3AaTENM BbIW/N 33 PaMKX OAHOHAMNPaBAEHHOrO
TOBAPHOrO KNHOMPOM3BOACTBA.

KnioyeBble cnoBa: KMHOKOMUKC, «BaTMeH» (1966), «[daanyn», kamn, quirky, smart
cinema, KynbTypa poHuy, BcenenHas Marvel, MapKeTUHIOBbIV X0f, TPaHCMeANIAHbIN
HappaTus
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INTRODUCTION: INDIEWOOD AND SMART CINEMA

Jim Jarmusch, traditionally regarded as an independent film director,
nevertheless once spoke quite harshly about it: “It’s all so independent. I'm so sick of
that word. I reach for my revolver when | hear the word quirky. Or edgy. Those words
are now becoming labels that are slapped on products to sell them” (Hirschberg,
2005, p. 19). The implication is that independent directors, who emerged at the rise
of New Hollywood (after 1967) under the slogan of quitting the Hollywood “system”
of production and its typical set of artistic features emphasizing their commitment
to auteur cinema devoid of commercial ambitions, gradually accommodated
themselves to it, consistently losing the proclaimed pathos.

The very notion of independent cinema has blurred over time, and its
founders can hardly live up to this label now. All of them had long ago entered “the
system” and become commercially successful directors and producers, especially
since they were originally associated with the major studios. This whole community
is now referred to as New Hollywood. In the New Hollywood era, directors and
screenwriters were largely freed from the dictate of producers. The turning point
came when Steven Spielberg’s Jaws created by the independent studio, Zanuck/
Brown Productions, and the major, Universal Pictures, hit the screens in 1975. It
was the beginning of the blockbuster era characterized by a combination of studio
control and elements of directorial freedom.

Nevertheless, even during this period, the dominance of majors continued
to a certain extent, and studios originally associated with independent cinema,
such as Miramax and Sony Pictures, shifted toward more expensive financing and
distribution in the late 1990s and early 2000s. At the same time, majors, given their
interest in art house, create small subsidiary companies that take into account the
artistic potential of authors, further blurring the lines between independent and
mainstream cinema.

Today, there are thousands of small studios in the US that produce films
independently. Independent filmmakers and producers (or those identifying
themselves as such) making low-budget films have their ways of reaching audien-
ces—primarily due to numerous film festivals which ensure that their releases travel
across countries and continents, which facilitates at least limited distribution. As a
result, at the intersection of mainstream and independent cinema we are dealing
with “double coding” inherent in that array of cross-branch films which has been
called smart cinema and which fits into the general notion of Indiewood, that is,
the fusion of independent and Hollywood cinema. The definition was introduced
by the American film theorist and media researcher Jeffrey Sconce. Smart films,
he noted, reflect the “culture” of irony and parody characteristic of that part of the
audience (largely young and educated) which distances itself from the sociocultural
establishment (Sconce, 2002, pp. 249-269). Smart cinema, which stops being
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the prerogative of American filmmaking, is the result of a playful postmodern trend
largely driven by modern digital media, including video games, social networks, etc.
And, most importantly, it expands the possibilities in film viewing by pitching the
audiences into a kind of dialogue.

New Hollywood, which was initially rigorist and focused on the French New
Wave, Italian neo-realism and the British “angry young men,” dissociated itself from
a large array of films that were allegedly not serious or highly artistic enough. In this
respect, smart cinema is a more democratic genre, into the orbit of which comics
have been naturally included. One of the icons of this trend was Christopher Nolan,
director of The Dark Knight trilogy. Today, we can speak of the two facts. One is that
the hybrid genre of comics is aimed at not only teenagers but also at a more mature,
educated audience. The second fact is that it can no longer be unequivocally
considered purely commercial; in many cases, in its basic attributes it fits into the
category of smart cinema.

The emphasis on irony and parody allows to link to this concept the so-
called quirky trend in contemporary American cinema. The term quirky, coined by
the British theorist James MacDowell, suggests that such films should be a unique
marketing product that, on the one hand, does not scare off audiences who are
not inclined to see hard-to-receive or avant-garde cinema, but on the other hand,
recruits fans who are flattered by a sense of belonging to a community willing to
watch something out of the line. MacDowell points out that, just like smart cinema,
the wave of quirky films first emerged in America at the turn of the 1990s and 2000s
and is aimed at a special form of viewer’s sensibility. While noting its unconditional
affinity with smart cinema, he emphasizes their difference: quirky films “come far
closer to expressing ... ‘sincerity, ‘positivity, ‘passion” (MacDowell, 2010, p. 11).
The reference to sensibility brings to mind the concept of camp, introduced by
the American cultural scientist Susan Sontag in Notes on Camp (2014). (The term
is derived from the French se camper—to behave provocatively, to show off.})
The article was published in 1964.2 And in 1971, the famous Soviet culture expert
and film critic Maya Turovskaya published her monograph, Heroes of the Heroless
Time, examining non-canonical genres, including comics. She called the fashion
for comics in the most intellectual part of society “epidemic-like.” And as a reason
behind this Turovskaya pointed out the situation when not only a hero, but even
an anti-hero has nowhere else to come from, and this is why they are taken from a
“low” genre—not seriously, but only as a negation of negation, as a cynical, parodic
replacement of the missing hero” (Turovskaya, 1971, p. 91).

1 For more details see: Tsyrkun, 2020, pp. 170-178; Tsyrkun, 2013.
2 First publication see: Sontag, 1964.
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1966 BATMAN, CAMP AND COUNTERCULTURE

The same year as Sontag published her article, Andy Warhol produced and
directed the feature film Batman Dracula, which is considered the first camp movie.
The director called it an homage to Batmaniana. Constructed mainly as a series
of sketch-book posters, the comic book took on a visual form characteristic of the
1930s graphic novels. It was a new aesthetics of the technological era, consonant
with camp, its artificiality and redundancy typical of pop-art.

And in 1966, the Batman series was premiered on television. It was shot
in the style of camp, that is, in the words of Sontag, as an “extravagant gesture,”
a “tentative and nimble” code to bypass the restrictions of the then unrevoked
Hays Code of censorship. The idea to make a film about Batman came to producer
William Dozier after he witnessed the public’s reaction at the rerun of the 1943
Batman series: viewers laughed at its murderous seriousness. So, Dozier decided to
do the opposite—to stage an absurdist parody of this and similar comics.

The television series (120 episodes) aired for 26 weeks, won a huge audience,
and Batman gained a new cohort of fans. They were mostly young people, students,
who sensed in the series that special “sensibility of an era” which, according
to Sontag, was most authentically expressed in camp, and of which the hippie
movement was the lifeblood. It was a counterculture audience that was either part
of the hippie movement or close to it.

On the wave of success, it was decided to make a movie based on the
series. Its creators were counting on an even wider range of viewers, as the credits
announced: “To lovers of adventure, lovers of pure escapism, lovers of unadulterated
entertainment, lovers of the ridiculous and the bizarre.” Some way or other, camp
is esoteric in its own way or, as Sontag wrote, it is “a badge of identity even, among
small urban cliques” (Sontag, 2014, p. 289).

The new Batman: The Movie was filmed at Greenlawn Productions, a small
studio set up specifically for the occasion, by Leslie H. Martinson—the same director
as in the TV series. The film looked like an exaggerated caricature of the Batman
stories, like a parody of the main characters, their costumes and attributes, and the
setting that viewers of the TV series and readers of the comic books were used to.
Batman deliberately emphasizes its genesis, its birth from graphic comics, primarily
through the large-printed labels and written exclamations like “Pow,” “Ouch,
“Sploosh” in the scene where almost all the characters take turns falling off the
submarine into the ocean.

A deliberate overabundance of accessories prefixed with bat- strikes the eye.
There are even corresponding stickers: Shark Repellent Bat Spray, which Batman
utilizes to deal with an obviously rubber shark, Batmobile, Batcopter, Batladder, Bat
Pole Elevator (for descending into the cave where Dick Grayson and Bruce Wayne
turn into superheroes) and even Bat Cuffs which Robin puts on Catwoman.
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Fig. 1. Batman, 1966°

Martinson’s Batman positioned itself as an example of the anti-genre that
emerged on the ruins of more or less authoritarian ideological systems. By anti-
genre, here we mean comics as opposed to the grand narratives, the death of which
was marked by the French structuralists. An answer to the hippie culture was the
disruption of screen clichés and stereotypes, the theatricalization of everyday life,
and the carnivality inherent in hippism, which corresponded best to the costumism
of the comics.

Aesthetically, Robin in his golden-green-red and Batman in his coffee-yellow-
purple, not to mention a clownishly dressed band of baddies, are what can be
defined, according to Sontag, “not in terms of beauty, but in terms of the degree of
artifice, of stylization” (Sontag, 2014, p. 291).

Screenwriter Lorenzo Semple Jr. wrote the script based on the TV series, but
took the plot to its absurdity. Supervillains plan to take over the world by using
a dehydrator to destroy—literally turn to dust—members of the United World
Organization’s Security Council (a reference to the United Nations). The grotesque
appearance of the delegates emphasizes their affiliation with one country or
another. (In particular, the Soviet participant appears in a military uniform with
huge shoulder marks and huge medals.) Batman and Robin rush to their rescue.

The parodic artificiality of the film alludes to Bondiana, a franchise that had
been launched in 1962. The opening credits—with silhouettes as if seen through a
gun muzzle or through a telescope—were inspired by the graphic prologue of the
James Bond films created by Maurice Binder for the first Bond films:

*See the image source: https://ascmag.com/articles/bat-matography-or-capturing-batman-on-film (27.03.2022).

HAYKA TENEBUAEHUA 18 (1), 2022 86 THE ART AND SCIENCE OF TELEVISION


https://ascmag.com/articles/bat-matography-or-capturing-batman-on-film

Fig. 2. 1966 Batman opening credits*

A thinly veiled parody of Bond discourse is the love story with Catwoman,
who seduces Batman/Wayne in the guise of Kitayna Ireyna Tatanya Kerenska Alisoff,
or Miss Kitka, a fake Soviet reporter for the Moscow Bugle. For his part, Adam West
as Bruce Wayne in a tuxedo, wooing Miss Kitka, clearly mirrors Sean Connery in the
Bond movies. One of the funniest and totally unbelievable episodes is Batman’s
attempt to dispose of a ready-to-explode bomb which he found in the villains’
headquarters on the pier. It does not occur to the superhero to call for people to
evacuate; he rushes around with the smoking bomb trying to find a safe place to
dropit, butisinterrupted by a marching band, a couple kissing in a boat, babysitters
with strollers, and ducks floating on the waves. And Batman utters one of his many
punchlines: “Some days, you just can’t get rid of a bomb!” And here one cannot help
but feel echoes of the reality from which the filmmakers sought to disassociate their
audience.

However, Martinson’s film, with its deliberate caricature and hyperbolization,
is too eager to be defiantly campy. From Susan Sontag’s point of view, while the
essence of camp lies in its predilection for the unnatural, the artificial and the
exaggerated, the most successful examples of camp are unintentional, the ones that
retain a certain seriousness and maintain their tone in a smooth way (2014). (Sontag,
2014, pp. 296-297). It is in this gap between intentional seriousness and self-parody
where true camp is born. Its significance and artistic value are in the duality of
interpretation, the possibility of finding a deeper meaning than the one that lies on
the surface, and even contradicting it. The 1966 Batman, with its deliberately absurd
plot woven from a chain of gags, is too silly, too full of details, designed to impress
with burlesque bravado. That is why, although complying with the characteristics of

“ See the image source: https://annyas.com/screenshots/updates/batman-1966/ (28.03.2022). (Registration is
required to access the website page with the above image.)
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quirky, this movie does not fit into the category of smart cinema. It could rather be
compared to early American eccentric comedy, even slapstick.

Nevertheless, from the point of view of camp ideology, Batman succeeded as
asocial fact. As Sontag writes, “what camp taste responds to is ‘instant character, ...
a person being one, very intense thing” (Sontag, 2014, pp. 300-301). The characters
of Batman and Robin in this case, though excessively hyperbolized, are quite
definite, and the lack of depth does not hurt them. In this respect, the film has to
a certain extent fulfilled its social order to create images of ideal heroic defenders.
“Gives a fellera good feeling to know they’re up there doing their job!” complacently
utters a philistine sitting with his wife at a tea table in a cozy courtyard when he
sees a Batcopter flying by. On top of all, Martinson’s Batman solved another and
perhaps more important problem: it showed that restrictionsin art cannot live long,
and that the wall of prohibitions and regulations will be, in one way or another, if
not destroyed, then at least bypassed. Thus, artistically and socially, the film has
become part of counterculture. Finally, the example of Batman: The Movie proved
that this universal genre, evolving in the social and artistic paradigm of its time, can
come off the spotlight for some time, but only to renew and revive, including in
unexpected forms which attract new audiences.

DEADPOOL AND TRANSMEDIA NARRATIVE

One of the most important characteristics of camp is its variability, even the
obsolescence of some of its manifestations. For instance, the modern audience of
Batman: The Movie apparently finds the film too naive. As a counterexample, we can
name the Deadpool dilogy. It is a much more sophisticated product, a somewhat
campy quirky movie, but in my view, it can be called smart cinema. Referring to
Sontag’s Notes on Camp, James MacDowell mentions her idea that “‘sensibility is
almost ... ineffable” (MacDowell, 2010, p. 2), for, being crammed into the mold, it
“hardensinto anidea” and thus loses its essential ability to affect primarily viewers’
psychology rather than reflectivity (Sontag, 2014, p. 290). And that is the uniqueness
and appeal of it. It is sensibility that McDowell places at the center of consideration.
It takes quirky beyond genre distinctness. The same-type characters and situations,
the play with stylistic conventions, and the recurring themes provoke a special kind
of perception provided by a peculiar tonality.

The title character of the dilogy, Wade Winston Wilson, who takes the name
Deadpool (a word for a sweepstakes where bets are made on the age at which
celebrities would die), first appeared in a comic book by artist Rob Liefeld and
writer Fabian Nicieza in 1991. In 2009, he appeared on screen in Gavin Hood’s

HAYKA TENEBUAEHUA 18 (1), 2022 88 THE ART AND SCIENCE OF TELEVISION



X-Men Origins: Wolverine. (The role of Deadpool was played by two actors, Ryan
Reynolds and Scott Adkins.) The 2016 Deadpool, directed by Tim Miller from a
screenplay by Rhett Reese and Paul Wernick and starring Ryan Reynolds, tells
the story of a former special forces operative and then mercenary Wade Winston.
The film was a resounding success. Among other awards, it received two Golden
Globe nominations for Best Motion Picture and for Best Actor in a Motion Picture.
An R-rated movie (viewers under 17 must be accompanied by a parent or adult
guardian) with a modest budget of $58 million, but under the auspices of 20th
Century Fox and Marvel Entertainment, by early 2022 it grossed approximately
$783 million worldwide, becoming the highest-grossing X-Men franchise film ever
made and the highest-grossing R-rated film overall. And along with the 2018 sequel,
Deadpool 2 directed by David Leitch (screenwriters Reese and Wernick were joined
by Ryan Reynolds), this time with an increased, but not too much, budget, the box
office was over $1.5 billion.

What is most distinctive about Deadpool is that the filmmakers turned down
the well-known formula of superhero movies demanding a clear contrast between
the protagonist and the antagonist. Instead, they weaved the plot around an anti-
hero becoming a superhero. The dilogy is filled with sarcastic humor, blood and
violence, but also with lyricism. The lyrical line tells the tragic love story of Wade and
Vanessa, a prostitute murdered by gangsters. Blaming himself for her death, Wade
attempts to die by suicide several times in rather extravagant ways—and fails due to
his ability to regenerate which he acquired after medical experiments that had cured
his fatal disease. Film scholar Jane Katherine Sible even finds similarities between
Wade and the Arthurian knights, particularly Lancelot, noting a new trend of making
love the focus of a comic book superhero arc (Sible, 2020, p. 20). It is worth noting
that the image of an anti-hero who ceases to be anti- plays an ever-increasing role
in contemporary global film and television production. At the same time, according
to Aleksandra Tarasova, emotional connections facilitate the healing of such an
unconventional character, who often suffers from loneliness and drama (Tarasova,
2021, p. 113). This includes family connections, which quite corresponds to the
image of Deadpool, who dreamed of having a normal family and a child.

Allin all, the movie is an alternative to the established content of superhero
cinema and its artistic and ideological conventions. For instance, obscene language
is combined here with the use of what appears to be some child’s plot-based
drawings. As in Martinson’s film, a variety of narrative clichés is used here, from the
offscreen history of the characters, both of whom had a difficult childhood, to their
status—a former mercenary seeking revenge for what was done to him (his face was
disfigured in the process of medical manipulations) and a prostitute with a heart
of gold. However, this technique is actually an ingenious type of deconstruction of
mainstream cinemain the form of spontaneous shifts of meaning. This tactic evokes
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the ambiguity, marginality, and therefore the oneness and uniqueness of the dilogy,
atthe sametime pointing at the inability to go beyond the framework of a superhero
movie. This is further emphasized by the trajectory of Deadpool’s image, which fits
into the Marvel universe. Not without reason MacDowell mentions that quirky is not
aimed at audiences inclined toward avant-garde cinema—the case is actually the
opposite. Apparently, we may be talking about a so-called third, liminal audience
simultaneously claiming and rejecting hierarchical constructions, as American film
scholar Laura Canning writes about in her thesis (Canning, 2014).

From the very credits, Deadpool is demonstratively arranged as a self-
referential, mockingly ironic film that accentuates the postmodern technique of
breaking down formulaic clichés by emphasizing them. A special tonality colors
every component of the work—the plot, the body of characters, the sequence of
events. Deadpool is constructed as a traditional narrative Hollywood film, part of
the umbrella structure of a comic book cinema incorporating elements of action,
drama, comedy, fiction, and sometimes even tragedy. (Susan Sontag considered
camp and tragedy to be antitheses, but | believe, in this case we can speak of an
alteration, which, in Sontag’s own opinion, camp was doomed to over time). Right
after the opening credit frames, the title character comments on the film. A red
superhero costume that mimics that of Spider-Man has the pragmatic purpose of
hiding traces of blood, he says. With two katanas behind his back, he is mocking the
loyalty of the audience who have waited so long for the real beginning of the film,
and the casting of the film, alluding to his own ability to telekinesis. He prophesies
the future of the franchise by particularly promising the appearance of a time-
traveling mutant Cable. Breaking the fourth wall, Deadpool repeatedly addresses
the audience by looking into the camera throughout the film, including describing
himself and his reluctance to become a superhero: “l may be super, but 'm no hero.”

Fig. 3. Deadpool wallpaper®

° See the image source: https://wallscloud.net/ru/wallpaper/films/marvel-deadpool-movie/IO8r (27.03.2022).
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The characters’ auto-commentaries in the frame, the breaking of the fourth
wall in this case take on a special meaning. The novelty of Deadpool lies mainly in
the fact that the title character transcends the space of the movie. Characterizing
Deadpool and considering his story from the metaphysical viewpoint, Elena
Ivanenko notes that in his case there is even “flirting with the ontological boundaries
between the worlds,” which places him in “the game of creation” (Ilvanenko, 2020).

Deadpool is well aware of the fact that he is a fictional character, a mere
performer in the role offered to him. Commenting on events, Deadpool wipes the
fogged-up camera lens; he knows what is happening behind the set and casually
gives instructions to the crew about the soundtrack. What is more, when Wade tries
to remember whether he left the stove on at home, he uses slow-mo to have some
time to concentrate. Deadpool ironically complains about the modest budget of the
movie, due to which fact no high-status representatives of the X-Men were invited,
limiting the team to the episodic ones—Colossus and Negasonic Teenage Warhead.
Deadpool stops the viewer’s attention at key plot points, clearly emphasizing the
stereotypical nature of the film: “Some of the best love stories start with a murder.
And that’s exactly what this is, a love story.” Opening credits with a prevalence
of self-irony set the desired tone. The irony intensifies towards the finale, when
Deadpool gives a passionate speech to his team that he was always appalled by the
name “X-Men.” In keeping with the zeitgeist and the pathos of gender balance, he
theatrically proclaims that in order to be gender-neutral, the team “will be known as
X-Force,” thus using this amusing situation to banter of the “cancel culture.”

In his article on the stylistics of quirky, MacDowell selected a certain corpus
of recent comedies and emphasized their “inoffensive” mode helping them to
avoid transgression. However, the abundance of scenes involving a lot of blood
in Deadpool suggests that transgression has not been avoided in this case; and it
is transgression that Jeffrey Sconce calls one of the hallmarks of smart cinema,
leading to the conclusion that Deadpool is not just quirky. More precisely, not
only: we are rather dealing with a variation of smart cinema masked as quirky. For
example, the filmmakers resort to self-irony as the best way to protect themselves
from accusations of insult. Instead of names of the crew and cast in the opening
credits, we see mocking, if not sardonic, labels: “Some douchebag’s film” “written
by the real heroes here” and so on. In one of the episodes of the sequel, Deadpool
slurs to Cable, “Shut up, Thanos!” Josh Brolin, who played Cable, also appeared
as the malevolent titan Thanos in Anthony and Joe Russo’s Avengers: Infinity War
released earlier that year. This was one of the tricks used in the dilogy to emphasize
the artificiality of what we see on screen.

Here is another iconic example. By the time of Deadpool release (that is,
before the 2021 Hawkeye TV series came out), there was a perception among fans
of the Marvel universe that Hawkeye was completely useless in it. And in a moment
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of desperation, Deadpool exclaims: “Give me a bow and arrow, I'm basically
Hawkeye.” This serves as a marketing ploy to connect audiences to the array of
Marvel movies.

However, along with the breaking of the fourth wall and the use of all kinds
of templates, there are signs that the traditional superhero cinema matrix is
depleted, and at the same time—that the new vectors of the comic book movie
structure are opening, extravagantly fitting into the context of smart cinema. And
Deadpool himself, according to comic book researcher Tomas Lukac, is a trickster.
Comic book characters have repeatedly been recognized as such buoyant mockers;
but in this case Lukac implies a renewal of the very nature of heroes crossing the
text boundaries “through the general information about the character, to the
characteristic features of the figure and the roles which he takes upon himself or are
given to him” (Lukac, 2019, p. 51).

In constructing its film strategy, the Marvel team drew on their personal
experience in publishing comic books, creating a universe with its own narrative,
characters and themes, living by its own laws, with its own history. Deadpool
acts as a figure that André Gaudreault called the monstrator. The Canadian film
theorist wrote that the transfer of film information is by necessity syncretic and
includes various modes of signification (Gaudreault, 2009, p. 77). One could say
that Deadpool as a monstrator is a visual counterpart to cinema’s narrator, that is,
the director; he manipulates viewer reactions and participates in the creation of
the modern transmedia product. Mike McCleary said that cinema “evolving in the
increasingly networked and interconnected digital world, is becoming recognized
less by its uniquely definable and limiting qualities, but instead by its polysemy, its
polyaestheticality, and polynarrativity, by its multitudes and interrelations rather its
individualistic and independent qualities” (McCleary, 2019, p. 125).

The consumers (viewers), in turn, going beyond everyday reality, are included
in a new fan community in which elements of archaic oral culture are revived
through fan websites and social media. Densely eventful films generate a variability
of apprehension and comprehension, forcing viewers to rewatch the film, refer
to source graphic novels, TV versions, and actively discuss it all. Having studied
contemporary film advertising, Marika Valo notes that since the turn of the century,
and even more in the last decade marketing has switched to online. At the same
time, “it's not enough that the film studios and distributors know the target audience
and make a campaign that appeals to them, they also need to know where to reach
that specific target group. It is getting more important than ever to know the target
audience in detail, and to keep up to date with what online platforms they use.”
(Valo, 2018, p. 35). For example, before Halloween, Marvel released a video clip with
Deadpool recruiting children for his superhero team. And before Christmas, they
uploaded an hour-long video of Deadpool on YouTube. Ryan Reynolds regularly

HAYKA TENEBUAEHUA 18 (1), 2022 92 THE ART AND SCIENCE OF TELEVISION



posts about the movies and the character on Twitter. Among other things, 20th
Century Fox has released a series of smartphone emoji featuring Deadpool.

Deadpool website and advertisement became the platform for the
specification of media convergence theory, integrating numerous media functions
and addressing various users’ experiences. The website offers free access to the
synopsis, critical articles, visual content, video trailers and audio podcasts, as well
as one-click connections to social media and discussions.

There are also numerous online databases, including Marvel Cinematic
Universe Wiki® and Marvel Movies Wiki” with all the information about the universe
and its inhabitants. Fans reconstruct every detail in the form of biographical
articles or decrypted easter eggs. As a result, the focus shifts from the film itself
to its perception. Within an immersive space organized by new technologies, the
author as a subject loses their hierarchical advantage. And not only the author—to a
large extent, marketing becomes the domain of the fans too, gaining pervasive and
free (for the producers) access. Many established comic makers use their personal
pages to directly communicate with fans, getting immediate reactions to their work.
As a result, Marvel has reconceptualized itself from a comic book publisher to an
intellectual property company that profits from licensing movies, games, TV series,
toys, and assorted merchandise.

CONCLUSION

Comics as a transmedia narrative is a form of communication that involves
viewers in an area of attraction, turning them into participants in the action. This
means the involvement of many media platforms creating interdependence
between the individual and society as a whole. Gennady Bakulev, who explored
transmedia in serial production, emphasizes that the advantage of this immersive
process s that “symbolic material,” which is distributed non-linearly across different
media platforms, “helps the public to meaningfully architect their lifeworlds in
specific sociocultural contexts” (Bakulev, 2020, p. 140). At the same time, a variety
of discourses as a way of expressing viewpoints (opinions) generates interaction.
In precisely this way the narrative is expanded and supplemented, creating a
transmedia narrative. In a specific game space, where representatives of different
social groups communicate more freely than in the real world, the addressee, who is
also a member of the interaction, is encouraged to create meanings: the social and

¢ See: https://marvelcinematicuniverse.fandom.com/wiki/Marvel_Cinematic_Universe_Wiki (28.03.2022).
7 See: https://marvel-movies.fandom.com/wiki/Marvel_Movies (28.03.2022).
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discursive nature of communication is based on a well-known social discourse of
the comic book cinema, which becomes not only amusing and entertaining quirky,
but also smart cinema.

BBEAEHWME: MHANBYA N SMART CINEMA

A3BECTHbIN ameprKaHCKMin pexxiccep kM [prapmyll, TPaAMUVOHHO Npu-
YMCNSIeMbI K HE3aBMCYMOMY KWMHO, TEM He MeHee OfHax/bl I0BO/bHO PE3KO Bbl-
CKasancsa B ero agpec: «HesaBncrmMoe KMHO... MeHs TOWHKUT OT 3Tux cnoB. Korga
S CAbIWY VX UK UX CUHOHUM “apTXayCHoe”, XBaTatoCh 3a peBonbBep. CerogHs 31w
C/lOBa NpeBpallatloTCcs B ITUKETKM, KOTOPble HaKNenBaloT Ha ToBap, YTobbl MOBbI-
rogHee npogatb» (Hirschberg, 2005, p. 19). Mogpa3ymeBaeTcs, 4TO He3aBUCKMbIE,
BbICTYNMBLIVE B MOMeHT nogbema Hosoro fonnveyaa (nocne 1967 roga) nog n03yH-
OM BbIXOfa 13 «CUCTEMbI» FONANBYACKOTO CNocoba Npov3BOACTBA V1 COOTBETCTBYIO-
lero emy Habopa XyaoKeCTBEHHbIX OCOBEHHOCTEN, aKLEeHTUPYS NPYBEPKEHHOCTb
K @aBTOPCKOMY KMHO, TMLEHHOMY KOMMepYeCKMx aMBuLui, NOCTeNeHHo aganTupo-
BaNNChb K HEeit, NOCNeA0BaTeNbHO YTpaymBas NPoKNamMy1poBaBLniics nacdoc.

CamMo NOHATVE «HE3aBUCUMMOE» KUHO CO BPEMEHEM Pa3MblIoCh, @ OTLbI-OC-
HOBaTeNN BPALS NV TeNepb MOryT COOTBETCTBOBATH 3TOMY APAbIKY. Bce OHM faBHO
BOLUAW B «CUCTEMY», CTAIN KOMMEPYECKM YCNELWHbIMU PeXMccepamu U NPOACe-
pamu, Tem 6onee YTo M3HavanbHO BbIAN CBA3AHbI CO CTYAMSIMU-MENMKOPaMU, TaK
4TO 3TO COOBLLECTBO 0ObeaVHeTCS NoHATHEM «HOBbIN [onavBya». B anoxy Hoso-
ro foNNMBYyaa pexmccepsl U CLLEeHapUCTbI B 3HaYKTENbHOW Mepe 0CBOGOAMANCE OT
NPOJIOCEPCKOro AviKTaTa. MepenoMHbIi MOMEHT HacTynun, korga B 1975 rogy Ha
IKpaHax nossunach KaptuHa CtuseHa Cnunbepra «HentocTu», co3gaHHas Hesa-
BUCMMON cTyamnelt Zanuck/Brown Productions v meinpxopom Universal Pictures —
npuvwna «3pa bnokbacTepoB», KOTOPLIE XapaKTepPV30BaNMCh COYETAHVEM CTYANN-
HOrO KOHTPOS C 3NEMEHTaMU PEXUCCEPCKOI CBOOOAI.

TeM He MeHee ¥ B 3TOT nepuop 4OMUHUPOBaHWE CTYAMI-MelKOpOoB B Of-
pefeneHHo Mepe MPOLOMKAN0 COXPaHATLCS, @ KMHOCTYAMM, 3HAYanbHO accouu-
MPOBABLUMECS C HE3aBMUCUMBIM KMHO, Takme Kak Miramax u Sony Pictures, B KOHUe
1990-x 1 B Havane 2000-x CABUHYANCH B CTOPOHY Honee Aopororo duHaHcMpo-
BaHMS 1 AUCTPUOYLMN. BMeCTe C TeM MeNKopsbl, y4nTbIBas MHTEPEC K apTxaycy,
co3fatoT HebonbLIve foHepHIEe NPOU3BOACTBEHHbIE KOMMAHUM, YYUTbIBAOLLME XY-
[OXECTBEHHbIN NOTEHLMaN aBTOPOB, 4TO elle HobLIe pPa3MbIBAET FpaHunLbl MEXaY
HE3aBUCUMbIM U MEHCTPVMHbIM KMHO.

CeroaiHs B CLUA cylecTBYIOT ThICS4M HEOONbLWNX KOMMAHWIA, KOTOPbIE NPO-
M3BOAST KMHOMPOAYKLMIO CAMOCTOSATENbHO. He3aBucumeble (Mnn yucasume cebs
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TaKOBbIMU) PEXMCCEPDI M MPOAKCEPDI, co3aatolime ManobmKeTHble huNbMbl,
VIMEIOT MyTW BbIXOfa K 3puTento (npexae Bcero bnaropaps 3Ha4UTENbHOMY YMC-
ny KnHodecTvBaneii, obecneymBatolnx NyTewecTBMe UX PennM3oB No CTpaHaM
Y KOHTWHEHTaM, YTO CMOCOBCTBYET, MO KpaliHel Mepe, orpaHMYeHHOMY NpoKary).
B pesynbTaTe npu nepeceyeHnn MEMHCTPUMA W HE3aBMCMMOTO KUHO Mbl UMe-
eM [en0 C XapaKTepHbIM «ABOMHbIM KOAMPOBAHMEM», MPUCYLLEro TOMY KOPMyCy
«TPaHCBMAOBbIX» (DUNBMOB, KOTOPbIN MOMYYMN Ha3BaHKe «smart cinema» 1 KoTo-
Pl BNUCbIBaeTCs B obliee NoHATHeE «MHAVBY D («indiewood», To ecTb, cansHmue
HEe3aB1CUMOrO ¥ TONNMBYACKOrO KMHO). OnpeaeneHmne emy Aan BBeAWNii B 061xop
3TOT TEPMUH aMEPUKAHCKMIN TEOPETVIK KMHO W UCCNeaoBaTeNb MeananpoCcTpaH-
ctBa [reddpu CkoHC. OH, B YaCTHOCTW, OTMETWI, YTO «YMHbIE» DUAbMbI OTPa-
XaIOT «KYNBTYPY VPOHWUM» 1 MapOAUM, XapaKTEPHYIO ANs TOW YacTy B OCHOBHOM
MONOfOA 06pPa30BaHHOW ayanTOpUK, KOTOpas AMCTaHUMPYETCS OT COLMOKYb-
TypHOro nctebnuuwmenTa (Sconce, 2002, pp. 249-269). «<YMHble DUNbMbI», KOTOPbIE
He OCTalTCs NMPEPOoraTvBOM aMEPUKAHCKOTO KUHO, SBNSIOTCS Pe3ynbTaToM Urpo-
BOM MOCTMOAEPHUCTCKON TeHAeHLMM, BO MHOTOM 0BYCNOBNEHHOW COBpPeMeH-
HbIMV UM@POBBIMA Meaya, B TOM YMCNe BUAEOUrpaMu, couceTsmu 1 np. W, 41o
0COBEHHO BaXKHO, PACIMPSIOT BO3MOXHOCTM KUHO3PUTENBCTBA, NOAKYas ay-
AVTOPUIO K CBOEOOPA3HOMY ANanory.

/13Ha4yanbHO PUrOPUCTUYECKM HACTPOEHHbIM HOBbIA Tonnmeya, opueHTH-
POBABLINICA Ha (DPaHLY3CKYI0 «HOBYHO BOMHY», UTanbSHCKNIA Heopeanuam n 6pu-
TaHCKMX «PaCCePKEHHbIX», OTMEXKEBbIBANCS OT HOMbBLIOTO KOHIOMepaTa (hUAbMOB,
KOTOpble SKOObI BbINY HEAOCTATOYHO CEPbE3HBIMU U BbICOKOXYAOKECTBEHHBIMU.
B aToM nnaHe smart cinema signsieTcs 6onee [eMOKPaTUYHbIM XaHPOM, B 0pbu-
Ty KOTOPOro 3aKOHOMEPHO Monan KUHOKOMUKC; OAHON U3 «MKOH» HanpaBneHus
cTan, Hanpumep, Kpuctodep HonaH, NOCTaHOBLWMK TPUNOTMM O «TEMHOM pbiliape»
BaTMmeHe. CerofHs MOXHO KOHCTaTMPOBAaTh, YTO CaM Mo cebe rMbpuaHbIA XaHp
KWHOKOMMKCA, PacCHMTbIBAEMbIV He TOMbKO Ha MOAPOCTKOBYHO, HO 1 Ha bonee
B3POC/Yt0, 06PA30BaHHYI0 ayaVTOPUIO, Y)Ke HE MOXET OAHO3HAYHO BKOYATLCS
B YMCTO KOMMEPYECKYIO MPOAYKLMIO 1 BO MHOTUX Cy4asix BMUCHIBAETCS MO CBOMM
OCHOBHbIM MpK3HaKaM B KaTeroputo smart cinema.

AKLEHT Ha UPOHMM U Napoaun NO3BONSET NOAKMOYNTE K STOMY MOHSTHIO
TaK Ha3sblBaemoe «quirky»- (MpUYyaNnBbIA, IKCLEHTPUYHBbIA, 3aMbICNOBaTHIN, 3a-
6aBHbI) HanpaBneHWe B COBPEMEHHOM aMepUKaHCKOM KUHO. 3TOT TepMWH,
BBefeHHbIN BPUTAHCKMM TeopeTUKoM [PKelMcoM Makaayannom, npeanonaraer,
4To «quirky film» gomKeH BbITb YHUKaNbHBIM MAPKETUHIOBbLIM MPOAYKTOM, He OT-
NYyruBaloWmM ayauTopuio, He CKAOHHYK CMOTPETb TPYAHO BOCMPYHMMaeMoe
VNN «aBaHrapaHoe» KMHO, HO BepOYoLWMM aHaTOB, KOTOPbIM NbCTUT OLLYLLEHNE
NPUHAANEXKHOCTMN K COOBLLECTBY, TOTOBOMY CMOTPETh HEYTO BbIXOAsLIEE 33 paM-
KN NpYBbIYHOrO. BonMHa Takoro poda unbMOB, yKa3biBaeT aBTop, kak 1 smart
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cinema, nosiBunack B AMepuke Ha pybexe 1990-x-2000-x rofoB 1 HaleneHa Ha
0cobyto GOPMY IMOLIMOHANBHON BOCMPUUMYMBOCTY 3puTens. OTMevas 6e3ycnos-
HO€e POACTBO TaKoro poaa h1nbMOB Co Smart cinema, OH B TOXe BPems MoA4epKu-
BaEeT WX pa3nnyme B TOM, 4TO quirky OTAMYAETCS <MCKPEHHOCTBIO, MO3UTUBHOCTBIO,
cTpacTHocTbio» (MacDowell, 2010, p. 11). OTCbINKa K BOCMPUMMYMBOCTH 3aCTaB-
NS€T BCMIOMHUTb O MOHATUM «K3MM», BBEAEHHOM aMEPUKAHCKMM KyNbTYPOIOrom
Cbto3eH CoHTar B cTaThbe «3ameTkn o kamne» (CoHTar, 2014). (TepMUH npoucxoanT
OT (hpaHLy3CKOro Se camper — fiepaTbCs Bbi3blBatoLLe, BbiNeHApuBaThes)!. CTa-
Tbs Hbina onybavkoBaHa B 1964 roay?. A B 1971 roay B CCCP nosiBnnacs MOHorpa-
us M. TypoBcKoit «fepovi 6e3repoHOro BpeMeHW», rae M3BECTHbINA KynbTy-
POJIOT 1 KUHOBER MCCnefoBana <HeKaHOHWYECKME XaHPbl», K KOTOPbIM OTHecna
KOMWKC, OTMeYas B Ka4eCTBe NPUYNH «3MUAEMUYECKON MOAbI» Ha KOMUKChI B HaW-
bonee NHTENNEKTYanbHOW YacTu 0bLecTBa MaKTop, KOraa He TOMbKO repoto, Ho
[aXe 1 «<aHTUTEPOIO» YIKe HeOTKya B3SThCS, U 13 <HIU3KOro» aHpa bepeTcs ero
repoii, HO He BCepbes, a ML KaK «OTprLaH1e OTPHLAHNS», KaK LMHUYeCKoe, na-
poAMIiHOE 3amellieHne NyCcTyroLlero MecTa repos» (TypoBckas, 1971, ¢. 91).

«B3TMAH»-66, K3MI N KOHTPKY/1bTYPA

Kak pa3 B rof BbIxoga B cBeT ctaTo COHTar IHaM Yopxon npoacmpoBan
¥ caM CHSN UrPoBOM hunbm «baTMmeH [1pakynar, CHUTAIOLLMIACS NEPBOI KUHONEH-
TOW B CTWNE KIMM, KOTOPbI aBTOP Ha3blBa «OMMaxeM» 63TMaHuaHe. CMOHTUpPO-
BaHHbI B OCHOBHOM KaK cepus «MAaHLIETOB»-NN1aKaToB, KOMUKC 0bpen Ha 3KkpaHe
BM3YyasnbHYO POPMY, XapaKTePHYIO ANs rpacuyecKkrx Kommkcos 1930-x rogoB. 3To
Hbina HoBas 3CTETHKA TEXHONOMMYECKOM 3Pbl, KOPPECMOHAVPOBABLUAS C KIMMOM,
€r0 MCKYCCTBEHHOCTbBIO 1 M30bITOYHOCTbIO, CBOMCTBEHHbIM 3CTETVKE NOMN-apTa.

A B 1966 roay B 3dup Bbllen Tenecepunan «baTMeH», CHATLIA B CTUAUCTYIKe
KaMNa, To eCTb, N0 cnoBy COHTar, «3KCTPaBaraHTHOrO XecTa», 0cobOro Kofa «10B-
KOCTV 1 M3BOPOTAMBOCTM», C MOMOLLbIO KOTOPbLIX MOXHO 6bIN0 060ATN pecTpuK-
UMM HEeOTMeHEHHOro elle Toraa UeH3ypHoro Kopekca Xelca. Mpes CHATb KUMHO
0 baTMmeHe npuwna B ronosy npogrocepy Yunoamy lo3eepy, Korga oH ctan ceugere-
nem peakumun Nybavikin Ha NOBTOPHbI MOKa3 cepuana «batmeH» 1943 roga — 3pu-
TeNn CMesNNCh Haf ero YOUMCTBEHHOM cepbe3HOCTbI0. COOTBETCTBEHHO, [l03bep
pelwun caenatb BCce HA0OOPOT — MOCTaBUTb abCYpAMCTCKYIO Napoamio Ha 3TOT
¥ NoAOHBHbBIE €My KOMUKCI.

! MogpobHee cm.: (LibipkyH, 2020, ¢. 170-178; LipIpKyH, 2013).
?Mepayto Nybankayumio cM.: (Sontag, 1964).
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Tenecepuan (120 3nn3oaoB) wen B 3chmpe 26 Hefenb, 3aBOeBas OrPOMHYHO
ayauTopwito, 1y B3TMeHa NosiBMNach HOBasi KOropTa MOKNOHHMKOB. 3TO Oblw
B 60NbLWMHCTBE CBOEM MONOAbIE NHOAM, CTYAEHTbI, NOYYBCTBOBABLINE B DUAbME Ty
0COBYH0 «4YBCTBUTENBHOCTb 3MOXM», KOTOPYIO, N0 cnoBam CoHTar, Hanbonee ay-
TEHTUYHO BbIPA3Wa KIMM, 1 XKUBLIM HANONHEHNEM KOTOPOW SBASNOCH ABVXEHMWe
XUNNW. 3TO BbiNa ayaUTOPUS «<KOHTPKYLTYPbI», NMO0 BXOAMBLIAS B IBUKEHMWE XUT-
nu, oo 6ansKkas ew.

Ha Bo/He ycnexa peleHo 660 CHATb GWbM MO MOTMBaM cepuana, ero
co3aaTeny paccyMTbIBaNM Ha ellle boee WHPOKMI Kpyr 3puTenen, o 4em coob-
wan TMTp: «[ns nobuteneli NpUKIOYEHN, KeNarLmx YIATU OT AeCTBUTENbHO-
CTW, NtodUTENEN AETCKUX pa3BeveHuii, CMEWHOro v BeCenoro». Tak Unu nHave,
cnepyet OTMETUTb, YTO KIMM NO-CBOEMY 330TepUYeH 1w, Kak nucana CoHTar, 370
«YTO-TO BPOLIE 3HAKA OTANYUS CPeay ManeHbKUX 3aMKHYTbIX coobLecTB» (CoHTar,
2014, c. 289].

HoBblIlh «baTMeH» (Batman: The Movie), CHATLIV Ha cneunanbHoO CoO3AaHHON
AN AaHHOTO Cnyyas ManeHbKon ctyamm «Greenlawn Productions», pexwmccepom
KOTOPOro, KaK 1 cepuana, ctan Jlecnn MapTUHCOH, MOAYEPKHYTO BbIASAEN Kapu-
KaTypoln Ha CloXeTbl 0 baTMeHe, Napoamneit Ha rMaBHbIX FEPOEB, Ha WX KOCTIOMbI
W aTpubyThl, Ha AeKopaLny, K KOTOPbIM MPUBbLIKAN 3PUTENN NPEXHUX CEPUANoB
M YMTaTENM PUCOBAHHbBIX KOMUKCOB. B dUabMe HaMepeHHO aKLEHTMPYETCS ero
reHe3nc — poXaeHve 13 rpadrvecKmx KOMMUKCOB, NPeXae BCEro 3a CYeT KPYnHO
HaneyaTaHHbIX 3TUKETOK-APABIKOB U MCMONB30BAHMS MUCbMEHHbBIX BOCKAMLAHWIN
Trna «bamch, «byxb, «Mntox!» B ann3oae, rae NoYTH BCe NePCOHAXM NOoYepeHo
NafatoT C NOABOAHOW NOAKM B OKEaH.

Puc. 1. Kagp u3 dunbma «batmeH», 1966°

* UcTounnk n3obpaxenus cM.: URL: https://ascmag.com/articles/bat-matography-or-capturing-batman-on-film
(nata obpalyers: 27.03.2022).
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BpocaeTcs B ra3a HapoUWTbIA M3BLITOK aKCeccyapoB C NPeduKCoM «H63T»,
npuyemM 06beKTbI ellje U CONMPOBOX/AAIOTCS COOTBETCTBYIOWIEN HaKNelKo — Npo-
TUBOAKYNMI 63T-a3pP030/b, C MOMOLLbIO KOTOPOI B3TMeH pacnpaBnseTcs ¢ ABHO
PE3NHOBON aKynow, 63T-Mobunb, 63T-KoNTep, 63T-necTHuLa, 63T-NUMT (ans cny-
CKa B neLepy, rae nponcxoamnT npespalieHne PobrHa 1 bptoca YaliHa B cynepre-
poOeB) 1 faxe 63T-HAPYYHUKM, KOTOPbIE HAEBAOT Ha PyKM HeHumnHe-Kowwke.

«b3aTMeH» MapT1HCOHa NO3MLMOHNPOBANCS KaK «aHTUXaHP», KOTOPbIM Mbl
MOXeM 0D603HauWTb 3[1eCb KOMMKC B MPOTUBOMONOXHOCTb «O0MbLWMM HappaTyH-
BaM» (MX cMepTb 0603HaUMNW DPaHLLy3CKME CTPYKTYPaNUCTbI), BO3HUKLIWIA Ha py-
MHax bonee UM MeHee aBTOPUTAPHbBIX MAEONOTMYECKUX CUCTeM. KynbsType xvnnu
OTBeYan HapylleHne YTBEPAMBLUMXCS Ha IKPaHe KAKLe v CTepPeoTnmnoB, TeaTpa-
nvi3auys BbiTa U NpUCyWlas XMNMU3My KapHaBanbHOCTb, KaK Heb3s nyylle CooT-
BETCTBYIOLLAS «KOCTIOMHOCTY» KOMMKCA.

JcTeTnyeckn PobuH B 30M10TUCTO-3eN1EHO-KpacHOM, BaTMmeH B KodeliHo-
XeNTo-h1MoNeTOBOM, He rOBOPS YIKe O KNOYHCKU pa3psixeHHoW HaHae 3n10yMblL-
NIEHHWKOB, — 3TO TO, 4TO MOXET bbITb OnpeaeneHo, no CoHTar, B TepMUHax He Kpa-
COTbI, @ CTENeHU UCKYCCTBEHHOCTM Unu cTuam3aumn (CoHTar, 2014, ¢. 291).

CueHapwcT SlopeHuo Cemnn-MaaaLWwmvin Hanvcan cUeHapuii Ha OCHOBe Tefne-
cepwvana, Ho JOBeN CIOKET 0 NOMHOro abcypaa: cynepsnofen 3amblWNsioT B3sTb
BNACTb HaZ MMPOM, C NOMOLLIO CNeLMansHOro BeLWeCTBa «4ervapaTopa» yHUYTo-
1B — BYKBaNbHO 06PaTUB B Mblflb —COBELLAHME MEXAYHAPOAHOK OpraHv3aLmm
O6beanHEHHbIN YECTHbIA MUP, B KOTOPOW YraabiBaeTcs OTChiNKa K OpraHu3aumnm
O6beanHeHHbIX Hauwit. [leneratsl npecTaBneHbl B KApUMKaTYPHOM BUfe, Nogyep-
KuBatoLeM NPUHAANEXHOCTb K TO UK MHOW cTpaHe. (B 4acTHOCTM, COBETCKMIA
YHaCTHUK DUryprpyeT B BOEHHOM MyHAMPE C OFPOMHbBIMU MOTOHAMM, yBeLWEeHHOM
OrPOMHbIX pa3mepoB Meaansamin.) batMmen 1 PobuH BpocatoTcs Ha Ux cnaceHue.

MNapoauitHas WCKYCCTBEHHOCTb dubMa MPOYMTHIBAETCS B anmo3msx
Ha dvnbMbl BOHAMAHBI — DPaHLWN3bI, KOTOpPas Havana BbIXOAWTb B 1962 roay.
K dwvnbmam o cyneplinunore [hxelimce boHae OTCbINAKT HavanbHble TUTPbI B Ayxe
rpaduyeckoro Nponora, Co3aaHHOro XyLoXHUKOM MoprcoM ByHAepOM K nepBbIM
dbunbMam boHAMaHbBI ¢ NpeacTaBneHneM KallMpoBaHHbIX (ByATO CHSATLIX CKBO3b
AyNo NUCTONETa UK NVMH3Y NOAMNAAbIBAOLLErO Teneckona) urypok nepcoHaxeit.

Mpo3pavHolt napoaneit Ha BOHAOBCKUIA AUCKYPC SBNSETCS U CIOXKETHas Nn-
HUs ¢ XeHlwyHoR-Kowkol, koTopas obonbliaeT baTmeHa/YaliHa noa Buaom Ku-
TaHbW VpyHbK TaTbsHM KapeHCKoW-AnnMcoBon, «<Mncc KTKM» — 9Ko0bl PYCCKO
XKYPHANUCTKM 13 COBETCKOW ras3eTbl «MoCKoBCKas npasaa». B ceoto ovepenb, Anam
YacT B ponn bptoca YaitHa/baTMeHa B CMOKMHTE, yXaxunBas 3a MUCC KUTKHM, SBHO
3epKanuT WoHa KoHHepu B boHavaHe. OAMH M3 cambix CMeLWHbIX 1 abCOMOTHO
HEBEPOSATHbIX 3MM3040B — NOMbITKa baTMeHa 06e3BpeanTh roTOBYK B3OPBATLCS
H60oMOY, 06HapYKEHHYIO B XpaHWnuLLe 3noaees Ha nupce. Cyneprepoto He Npuxo-
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AWT B rONIOBY NPU3BaThb HAPOf K 3BaKyaLMK; OH MeYeTcsi ¢ 6oMOOW, y KOTOpOW ro-
PUT PUTUAB, NbITASCh HAWTU MECTO, Kyaa Obl ee BPOCUTL, HO MY MeLatoT TO Map-
WWPYIOLLMIA OPKECTP, TO LIeNYIOLascs B 10/1KE NapoyKa, TO HAHbKYM C KONSCKaMu,
aTo NAbIBYLLIME NO BOHAM YTKU. /I BATMEH NPON3HOCUT OfHY M3 MHOMOYMCEHHbIX
3a0aBHbIX penuK: «<B MHOM ieHb NPOCTO HeNb3s M30aBUTbCA OT 6oMObI!». 1 3nech
HEeNb3s HE MOYYBCTBOBATL OTFOOCKM TOM peanbHOCTU, OT KOTOPOM CTPeMUNCh
OTMeXeBaTb CBO NybnunKy cozgateny hunbma.

Puc. 2. TuTp k hunbmy «63TmMeH», 1966

OfHako unbM MapTUHCOHA C ero HapOYUTOW KapUKaTypHOCTbIO U TU-
nepbonmn3aumen CAUWKOM CTPEMUTCS K OTKPOBEHHON Kamnu3auuu. Mexay Tem,
€ ToYkK 3peHuns C. CoHTar, eCv CyLLIHOCTb KIMMa 3aKM04aEeTCs B ero NpUCTpacTum
K HeeCTeCTBEHHOMY, WCKYCCTBEHHOMY W MpeyBennyYeHHOMY, TO Hanbonee yaau-
HbIA KIMM — HenpefjHaMepPEHHbIN, TOT, YTO COXPaHsieT ONpefeneHHyo cepbes-
HOCTb, «CMOKOWCTBME MHTOHauuW» (CoHTar, 2014, c. 296-297). B 3a30pe Mexay
HaMepeHHOW Cepbe3HOCTHIO U CaMOMNaPOAUMHOCTBIO POAMTCS HACTOSLMIA KIM,
3HAYUMOCTb U XY[OXECTBEHHAsA LEHHOCTb KOTOPOro COCTOST B [ABOMCTBEHHO-
CTU VHTepMpeTaumnm, BO3MOXHOCTY U3BNEYL 13 NPOM3BeaeHNs bonee rmyboKuii
CMbIC/1, HEXeNW TOT, YTO NIEXUT Ha NOBEPXHOCTY, U flaXKe NPOTUBOpEYalLMi emy.
«B3TMeH» e 1966 rofa € ero Hapo4UTO HEeNemnbIM CIOXKETOM, COTKAHHbIM U3 Lenu
r3roB, CNMWKOM [lypalinve, NepeHachIlieH AeTansgMu, MpU3BaHHbIMK BNeYaTANTb
BypneckHol bpaBafol, Tak YTo, BMOAHE COOTBETCTBYS XapaKTepuUcTuKam quirky,
B KaTeroputo smart cinema oH SBHO He BnuchiBaeTcs. Ero, ckopee, MOXHO CpaB-
HWUTb C PaHHel aMepUKaHCKON 3KCLEHTPUYECKON KOMeaNe, fiaxe CNIMCTUKOM.

“VicTouHuK n306paxerns cum.: URL: https://annyas.com/screenshots/updates/batman-1966/ (aata obpalyeHus:
28.03.2022; Ans LOCTYNa K CTPaHMLe CaliTa, rie pa3MeLLeHo NpeacTaBneHHoe Bbllue 1300paxeHiie, Heobxoan-
Ma perucTpaums).
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TeM He MeHee C TOYKY 3peHUs MAeoNOr M KIMNa 3TOT DUAbM COCTOSNCS KaK
couvanbHbIi dakxT. Kak nuwet C. CoHTar, «<Ha 4TO OT3bIBAaETCH KIMMOBCKUIA BKYC,
TaK 3TO Ha bpocaroWMiics B rasa “xapakTep’, MMYHOCTb, MPEeACTaBASAIOLLYI0 OAHY
cebs, 1 NpUTOM oYeHb Hanopucto» (CoHTar, 2014, c. 300-301). A xapakTepbl b3T-
MeHa 1 PobuHa B JaHHOM Cy4ae, NyCcTb Ype3MepHO r1nepbonn3oBaHHo, HO 3aTO
[OCTaTOYHO OMpPefeneHHO BblYepyYeHbl, 1 UM He MeLlaeT OTCYTCTBME yOUHBI.
B 3TOM nnaHe hrnbM B ONpeaeneHHon CTeneHn BoiNoaHWA CBOV COLManbHbIV 3a-
Ka3 Ha co3faHne 06pa30B MaeanbHbIX repoeB-3alMTHUKOB. «KaK NPUSTHO CO3Ha-
BaTb, YTO OHM BCErAa HayeKy!» — 6narogylwHo NPOV3HOCUT CUASLINIA C EHOI 3
4alHbIM CTONIOM B YIOTHOM [IBOPUKe 00bIBaTENb, BUAS NeTaWwMin 63T-konTep. bonee
TOro, «b3aTMeH» MapTUHCOHa pelwnn elLe OAHY W, NoXanyi, bonee BaxKHyto 3agauy:
nokasar, YTo 3anpeTuTenbHble Mepsbl B Chepe NCKYCCTBa HeloNroBeYHbI, 1 610Ka-
[a 3aNpeToB 1 pernaMeHTauyii byaet TeM v MHbIM CNocoboM ecnn He paspylue-
Ha, TO, MO KpaiHel Mepe, oboraeHa. Takum 06pa3oM, MUIbM CTan XynoKeCcTBEHHO
1 COLMANBHO HaCTbO KOHTPKY/LTYPbl. KpOMe BCero npoyero, KUHOKOMUKC Ha Npu-
Mepe «baTMeHa»-66 AoKa3an, YTo 3TOT YHMBEPCaNbHbIN XaHp, Pa3BKBatOWMNIACS
B COBPEMEHHOI emy COLManbHON 1 XyA0XKeCTBEHHOW Napaanrme, BpeMEHHO OT-
CTynasi B TeHb, CNOCOBEH K 0OHOBNEHWIO U BO3POXKAEHWMIO, B TOM YUCTE B HEOKM-
[aHHbIX PopMax, MPUBAEKAIOLNX HOBbIE C/ION 3PUTENBCKON ayAUTOPUN.

«J3ANY/N» VI TPAHCMEAWAHbIN HAPPATUB

OpHa 13 BaXHEMLWVX XapaKTepUCTUK K3MMa — ero M3MeH4YMBOCTb, AaXe
ycTapeBaHWe HeKOTOPbIX ero MPOSIBNEHWI, YTO, IOMKHO ObITb, 3aMeyvaeT cerof-
HSLWHWIA 3puTent «b3TMeHa»-66, KOTOPOMY (UNbM HABEPHSIKA MNOKaXeTCs CAuL-
KOM HavBHbIM. 3[ecb B KayecTBe KOHTPNpMMepa YMecTHO MpWBECTU AWAOTMIO
«[1agnyn» Kak ropasgo bonee U30LWpPeHHbINA MPOAYKT, CBOEro pofa BapuaHT KIMMo-
Boro quirky-hunbmMa, HO KOTOPYHO, Ha MOV B3, MOXHO MOCTaBUTb B psia smart
cinema. [pxeimMc Makaayann, ccoinasch Ha «3ameTku o kamne» (MacDowell, 2010,
P. 2), YNOMWUHAET «HEBbIPa3NMOCTb» BOCMPUUMYMBOCTH, MO0, Byayun BTUCHYTOM
B WabnoH, OHa «3aTBepaeBaeT B MAEH0», @ 3HAYNT, TEPSET CBOK CYLIHOCTHYIO Xa-
PaKTEPUCTVKY — CNOCOBHOCTb BO3[EVICTBOBAThH MPEUMYLIECTBEHHO Ha MCUXO-
NOTNI0 3pUTeNs, a He Ha ero pednekTuBHble cnocobHocTn (CoHTar, 2014, ¢. 290).
/1 B 3TOM €ro YHVKanbHOCTb ¥ NPUBAEKaTeNbHOCTb. VIMEHHO BOCMPUMMYMBOCTb CTa-
BUT B LIEHTP CBOEro paccMoTpeHus [hreimc Makaayann. 3Ta KaTeropvs BbIBOAUT
quirky 3a npepensl XaHpoBol onpeaeneHHoOCTU. OAHOTUMHbLIE TEPOU U CUTYaLMK,
Urpa co CTUAUCTUHECKMMU KOHBEHLMSMU, NOBTOPSIOWMECS TeMbl MPOBOLMPYIOT
0coboro pofa BoCnpusTue, obecneyrsaeMoe cB0eobpasHoW TOHANbHOCTbIO.
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3arnaBHbIVi repolt AnAorumn — Yaia YMHCTOH YWUNCOH, B3sBWWIN cebe nms
[Oaanyn (370 cnoBo 0b603HavaeT TOTanNM3aTop, e AenatoTcs CTaBKy Ha CMepTb
3HaMeHUTOCTel), BNepBble MOSBUACS B PUCOBAHHbIX KOMUKCaxX XyAoxHVKa Poba
Nadenna n nucatens ®abbeHa Hucnsbl B 1991 rogy. B 2009 rofy oH BO3HMKaN
Ha 3KpaHe B unbMe MBUHa Xyaa «/ltoaun Vke: Havano. Pocomaxa». (Ponb Aaany-
na UCNonHWAW ABa akTepa — PaliaH PelHonbac n CkoTT 3akmnHc.) A B 2016 roay
Ha 3KpaHbl Bbllwen «[sgnyn» Tuma Munnepa no cueHapuito Petta Pussa 1 Mona
BepHuka c PeliHONbACOM B 3arnaBHO Ponw, rae pacckasbiBanach UCTOpus Obls-
Lero onepaTvBHUKa CNELICYKOD, @ MOTOM HaeMHVKa Yalaa YMHCTOHa. dunbmy co-
NyTCTBOBAN OWENOMUTENbHbIN yCMeX. B yncne npoymnx npr3os OH NOAYYUA f1BE HO-
MUHaLMW Ha «3010TON rOBYC» — 3a NyHWKWiA GUABM 1 3a NYULIYIO FMaBHYI0 Pofib.
Co CKpOMHbIM BIOAKETOM B 58 MUAANOHOB [1011aPOB 1 NPY OrpaHMYMBatoLLel
ayauToOpMIo NPOKaTHOW R-kaTeropuw (3puteny Ao 17 neT AomnycKaroTcs TONbKO
B COMPOBOXAEHWUW B3POCAbIX), HO MOA 3rnaok Meimropa «20th Century Fox»
1 koMnaHuk «Marvel Entertainment» k Havany 2022 rofa oH cobpan B MUPOBOM
npoKaTe OKoNMo 783 MUANMOHOB U CTan CaMbiM KacCoBbIM GUAbMOM (paHLUN3bI
«/liogw Vike» 1 Booblue hunbMoB R-kaTeropun. A BMecTe ¢ crksenom «/aanyn 2»
(2018) [Osuaa /nTtya (K cueHapucTam Pusy 1 BepHUKY NpUCOeaMHMUACS aKTep
P. PelMHONBAC), Ha 3TOT pa3 C yBeAUYEHHbIM, HO He 0COBEHHO 3HaYNTENLHO, btoa-
XKETOM, KacCoBble COOpbI COCTaBUAN Bonee NoayTopa MUANKAPAA fONNaPOB.

[naBHas 0CobeHHOCTb «/[]3ANyna» 3aKato4aeTcs B TOM, YTO ero cospjare-
N 0TKa3anuCb OT M3BECTHOM OPMYyNbl Cyneprepomckoro KUHO C OTHETANBbIM
NPOTVBOMNOCTaBAEHVEM FEPOSt U aHTaroHWUCTa, NOCTaBMB B LEHTP 0bpa3 aHTu-
repos, NpeBpallatollerocs B cyneprepos. Aunorus HanonHeHa capKaCTUYeCKUM
IOMOPOM, KPOBaBbIMM CLiEHAMM 1 KECTOKMM HAaCUIMEM, @ BMeCTe C TeM IMPU3MOM.
JInpuyeckas NMHUS CBA3aHa C Tparuyeckor MCTopuen Noban Yainaa v npocTuTyT-
Ku BaHecchl, youTon baHanTaMun. BUHUBLWWI cebs B ee CMepTU Y3l HECKONbKO
pa3 3KCTpaBaraHTHbIMK CNOCOBaMV MbITANCA MOKOHYMTL XKIM3Hb CaMOYBUICTBOM,
HO 6e3ycnelHo, NOTOMY YTO B pe3y/bTaTe MeAMLMHCKOrO 3KCNepUMeHTa, 13ba-
BMBLIErO €ro 0T CMepTeNbHOM 60oNe3HW, NOAYYMUA CNOCOBHOCTL K pereHepaumu.
KuHoBen [hxeitH KatpuH Calbn gaxe HaxoaMT CXOACTBO Yaiaa C reposiMu-phi-
LapsMK apTypOBCKOMO LUMKAA, B HaCTHOCTK, C JTaHCeNoTOM, OTMeYas B KavecTse
HOBOIO CBOWCTBA COBPEMEHHOMO KOMWKCOBOTO aHTUIEpPOs MOMEeLIEHNE Ha MUK
ero «apku» nobossb (Sible, 2020, p. 20). CneayeT 0TMETUTL, 4TO 06pa3 aHTUrepos,
nepecTatoulero 6biTb TAKOBbIM, 3aHVMAET BCe Honee BaKHOE MECTO B COBPEMEH-
HOW MVPOBOW KMHO- 1 TenenpoayKuuu. Mpu 3ToM, Kak nuwweT A.B. TapacoBa, «umc-
LeNeHWI0» TaKoro «HecTaHAapTHOrO» MEPCOHaXa, Y4acTo CTPafatoLlero oT OAMHO-
YecTBa W NepeXmTON fipambl, «<CNOCOOCTBYIOT 3MOLMOHa/bHbIE CBA3M» (TapacoBa,
2021, c. 113), B TOM YuCNe CeMeiiHble, 4TO BNOMIHE KOPPECNOHANPYET C 0bpa3om
[Oaanyna, MeYTaBLEro 0 TOM, YTObbl 3aBECTU HOPManbHYIO CEMbIO 1 pebeHkKa.
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B LeNoM 3TO ansTepHATUBHbIN MO OTHOLIEHWIO K CTIOXKUBLIEMY KOHTEHTY Cy-
NepreponCKoro KMHO 1 ero XyA0KeCTBEHHO-MAEON0MMYECKIUM KOHBEHUMSM DrbM,
rae, K npymepy, UCNonb3oBaHue 00CLEHHO IEKCHIKM COYETAETCS C UCNOMb30BaHN-
em Kak ByaTo MCNONHEHHbIX AETCKON PYKOW PUCYHKOB MO MOTKBAM CtoxeTa. Kak
v B rnbme MapTUHCOHa, 3eCb 0ObIrPbIBAETCS HOMEHKNATYPA MHOTOYMCIEHHbIX
HappaTMBHbIX KNULWe, OT 3aKagpOBON WMCTOPWU NEPCOHaXKEN, KOTOPbIX POAHUT
Tshxenoe 4eTcTBo, 40 UX CTaTyca — ObIBLIEro HAEMHUKA-MCTUTENS, 0603N1EeHHOr0
XKECTOKMM obpalleHneM (B npouecce NPon3BOAMBLINXCS Haf HAM MaHUNYAALMA
66110 06e306paXKEHO ero NMLO) U NPOCTUTYTKM C 30N10TbIM cepfLeM. OaHaKo 3TOT
npuveM NpeacTaBaseT cobol OpUrMHanbHbIA TUM AEKOHCTPYKLMN MEAHCTPUMHO-
[0 KMHO B BMAE CMOHTAHHbIX CMeLleHWI, CABMIOB CMbICNIOB. 3Ta TaKTVKa Bbi3blBaET
HeonpefeneHHoCTb, MaprMHanbHOCTb, a, CNefloBaTeNbHO, eANHUYHOCTb W YHU-
KanbHOCTb AWNOTVIN, OAHOBPEMEHHO HaMEKaoWMX 1 Ha HEBO3MOXHOCTb BbINTK
3a npefensl Cyneprepoinckoro unbmMa, YTo NogYepKMBaeTCcs B AanbHenWem Bex-
TOpoM pa3BuTus 06pa3a [13anyna, BNUChIBatoLErocs Bo BcenexHyto Marvel. Hepa-
poM Makgayann ynoMmuHaeT, 4To quirky He HaueneH Ha ayauTOpHIo, PacronoXeH-
HYIO K aBaHrapgHOMy KVHO, U Aaxe HanpoTyvB. [10-BUAVIMOMY, Peyb MOXET UATH
0 TaK Ha3bIBaeMOM «TPeTbeli», a UMEHHO NMMUHANbHOM (MOPOroBOK) ayanTopuK,
OfHOBPEeMeHHO BOCTpebyioLlel 1 OTBEPratollen CNOXMBLUMECS MepapxmuyecKme
KOHCTPYKLWMK, O YeM, B HaCTHOCTW, NMULWET B CBOEK AnCCepTaLMmn aMepUKaHCKIi
KuHoBseq Jlopa KaHHuHT (Canning, 2014).

HaunHas ¢ TUTpoB, «3anyn» AeMOHCTPATUBHO KOHCTPYMPYETCS Kak aBTope-
bepeHUManbHbIi, HACMeWNNBO-NPOHMUYHbIN HUABM, AEMOHCTPUPYIOLLNIA NOCTMO-
AEPHUCTCKNIA NpueM n3baBneHns oT hOPMYNbHbIX KAKLIE CAMUM X HAaCTOSTeNb-
HbIM aKueHTupoBaHveM. Ocobasi TOHANbHOCTb OKPALIWBAET KXKAbIA KOMMOHEHT
NPOM3BEAEHNS — CIOKET, MEePCOHAXHbIN KOPMYC, COOLITUIHBIA psaf. «d3anyn»
CTPOUTCS KaK TPaAMUMOHHbIV HappaTVBHbINA FONAMBYACKMIA hUNbM, BXOASLINI
B 30HTUYHYIO CTPYKTYPY KMHOKOMMKCA, BOMPaKOLYl0 B Ccebsi 3nemMeHTbl Kule-
Ha, Apambl, Komeaunu, aHTacTKK U nHoraa gaxe Tparegun. (C. CoHTar nucana,
4TO TparefMMHOCTb K3MMY NPOTKMBOMOKAa3aHa, O4HAKO B AaHHOM Cilyyae, Ha Hall
B354, MMEeT MeCTO M3MeHEHMe, Ha 4TO OH C TeYeHMeM BPEMEH U, MO ee e MHe-
HU0, 06peYeH.) 3arnaBHbIVi repoli KOMMEHTUPYET DWNbM, Ha4ylHas C NocneTu-
TPOBBIX KalpOB. B KpacHOM CynepreponckoM KOCTIOME, UMUTUPYIOLLEM KOCTIOM
Yenoseka-nayka, HO MMeKOLLEM NparMaTUYecKyio Lenb — CKPbITb Cledbl KPOBK
nocne NpoBefeHHbIX Hag HUM MeLULUMHCKUX 3KCMIEPUMEHTOB; C ABYMS KaTaHaMu
3a CMUWHOW, OH, CNerka HacMelHMYas Haj BEPHOCTbIO 3pWTens, CToNb AONTO
OXMAABLIEro HacTosWero Havana Gunbma, U Hag KaCTUHIOM KapTWHbI, HaMeKas
Ha COBCTBEHHYIO CMOCOBHOCTb K TeneKMHesy, NpopoYecTByeT HacyeT byayliero
(bpaHLWK3bl, B 4aCTHOCTK, 0bellas NosiBNEHKe Nerko nepeMeLiatollerocs Bo Bpe-
MeHW MyTaHTa Kelibna. Pa3pylwas «4eTBepTyro CTeHy», [3anyn Ha NpoTsHKeHWK
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(h1bMa MHOTOKPATHO 06PALLAETCs K 3pUTENO, TS B KaMepy, B TOM HYKCAe Xa-
paKTepun3ysi camoro cebsi 1 CBOE HexenaHve cTaTb cyneprepoeM: «/a, s MOXeT
cynep, HO He repoitl».

Puc. 3. Oagnyn — obom Ha pabounii cton®

ABTOKOMMEHTapUu NepcoHaXel B Kaape, CIOM «4eTBepPTOIN CTeHbl» B aH-
HOM Cly4yae NpuobpeTatoT 0cobbIi cMbici. HoBM3Ha «[13anyna» 3akntoyvaeTcs
rNaBHbIM 06PA30M B TOM, YTO MNEPCOHAK BbIXOAWT 3@ NPOCTPaHCTBO GubMa. Xa-
pakTepu3ys [13anyna B 3TOM Ka4ecTBe U paccMaTpuBas ero UCTopuio B MeTaduan-
4eCKOM Kntove, E.A. IBaHEHKO OTMEYaeT, YTO B ero Ciy4ae MMeeT MeCTo faxe «3a-
UrpbiBaHMe C OHTONOTMYECKUMMI FPaHNLAMY MUPOB», MOMeLLatoLlee ero B «1rpy
B MMpO3aaHue» (IBaHeHko, 2020).

[aanyn nogaet 3puTento 3HaK, 4TO MOHMWMAeT: caMm OH — MUKTUBHaS NnY-
HOCTb, UrPatoLWWn NPEANOKEHHYI0 eMy Ponb UCNONHUTENb., KOMMEHTUPYS Co-
66TV, [3ANYN BbITUPAET 3aN0TEBLIMIA OBBEKTUB KaMepbl; OH 3HAET, Y4TO Mpo-
UCXOAMT 3a CbEMOYHON NMOLAAKON 1 MO X0AYy Aena AaeT yKa3aHUs CbeMOYHOMN
rpynne HacyeT cayHATpeka. bonee Toro, B TOT MOMEHT, KorAa Y3 BCOMUHAET,
BbIKOYMA I JOMa NANTY, OH MPOCUT MCMONb30BaTb NpueM slow motion (3amen-
neHne NPOUCXOAALLEro IENCTBUS 33 CHET YCKOPEHHOW ChbeMKM) — MO, AaiiTe MHe
BpEMSs COCPeAoTOUNTLCSA. I3ANYN MPOHUYHO CETYET Ha CKPOMHbIV BogKeT dunb-
Ma, B KOTOPOM CaM UryprpyeT, B CBSA3M C HYeM B Fpynmy He HazHauunM CTaTyCHbIX
npeacTaBuUTeNein KoMaHasl VIKC, orpaHuYnBLWINCG 3NM3oamMyeckumMm — Konoccom
1 CBepx3ByKkoBON BoeronoBkoi. [13AnyNn OCTaHaBNMBAET 3pPUTENbCKOE BHUMa-
HMe Ha KNOYeBbIX CIOETHBIX MOMEHTaX, SBHO aKLEHTUPYHOLMX CTEPeOTUNMHOCTb:

5 VicTouHuk n3obpaxenus: URL: https://wallscloud.net/ru/wallpaper/films/marvel-deadpool-movie/l08r (gata
obpalleHws: 27.03.2022).
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«Kaxablii xopownit GunbM HaunHaeTCs ¢ yOUINCTBa, HO 3Ta UCTOPUS HaYMHAETCs
Kak love story, a huHan BbISaWT Kak happy end». HyHy0 TOHaNbHOCTb 3a4atoT
TWUTPbI C NPeBaNMpPOBaHNEM CaMOUPOHMN. VIDPOHWUYHOCTb YCUAMBAETCS K (hUHany,
Korga cobpaBLUKiA CBOKO KOMaHAy [3anyn coobLiaeT 3puTento, YTO ero Bceraa Bo3-
MyLLano Ha3saHue «/ltoan MKe» (X-Men, T.e. «MyxuumHbl VIKC»). B cooTBeTCTBIM C
[yXOM BpeMeHW 1 NachoCoM reHepHOro banaHca OH TeaTpanbHO NPOBO3rallaeT:
«Mbl ByieM Ha3bIBaTbCs reHAepHO HenTpanbHo: “OTpsa MKe”», camoit 3Tol gekna-
pauueli B KOHTEKCTe 3abaBHOM CUTYaLMM UPOHU3MPYS HaL U3AEPHKKAMU «Ky/bTY-
Pbl OTMEHBI».

BbibpaB A1 aHanv3a B CBOEW CTaTbe O CTUAUCTVIKe quirky onpeneneHHsIi
KOpMyC HOBEMWWMX KOMeAWn, MaKkaayann nogYepK1UBaeT nx «HEObUAHbIN» XapaK-
Tep, MOMOraoLmin UM n3bexats TpaHcrpeccun. OgHaKko obunme KpoBaBbIx M-
30408 B «/]3Anyne» Kak pa3 roBopuT O TOM, YTO B JAHHOM C/ly4ae TpaHCrpeccum
136exaTb He yaanoch, a UMeHHO ee HasbiBaeT [xeddpyr CKOHC B Ka4ecTBe OfiHOM
M3 NpvMeT smart cinema, YTo MPUBOAWT K BbIBOAY O TOM, YTO 3TO He MpocTo quirky.
To4Hee — He TONbKO, MO0 B JAHHOM Cly4ae Mbl, CKOpee, IMeeM Jeno VMEHHO C
BapuaLmen smart cinema nog Mackol quirky. Hanpvimep, cozgatenv dunbma npu-
HeratoT K CaMOMPOHMU KaK nydliemy crnocoby obesonacuts cebs 0T 06BUHEHNI
B OCKOPOMIeHUsIX — CaMOHa3bIBaHNIO, KOTOPOE CYXUT HAIeXHOW aBTopeabunm-
Tauvelt. Ha BCTynuUTeNbHbIX TUTPax BMECTO 0BbIYHOTO MePeYnCieHns CbeMOYHO
FPyNMbl v akTePOB «[J3ANYN» HAYMHAET UrPy CO 3pUTENeM C HaCMELNUBBIX, ECAN
He CKa3aTb W3AeBaTeNbCKUX SPBbIKOB BMECTO MMeH: «PrbM OT KaKoro-To npuayp-
Ka», CLIeHapUCTbl — «HeOMNOHATbIE reHUV» 1 T.M. B 0QHOM 13 3130408 C1KBena
[O3pnyn 6pocaeT Keinbny: «3aTkHUCh, TaHOC!». Kebna coirpan Iow BponwH, ko-
TOPBIN BbICTYMUA B PO 310KO3HEHHOTO TUTaHa TaHoca B GubMe IHTOHU Pycco
n [hxo Pycco «<McTutenu: BoliHa 6€CKOHEYHOCT W, BbILUEALIEM B TOT Xe rof, — 3T0
OAVH V3 NPUEMOB, UCMOMb3YEMBIX B AVMOTUM A5 aKLEHTUPOBAHWS NCKYCCTBEH-
HOCTY TOTO, YTO 3pUTENb BUAWT Ha IKpaHe.

BoT elle oavH 3HaKoBbIv Npumep. K MoMeHTy pennsa «[a3gnyna» (To ecTb
[0 nosieneHns B 2021 rogy Teneceprviana «COKONMHbIN ras») cpeamn dhaHaTos Map-
BE/IOBCKOWN BCENEHHOM BbITOBaN0 MHeHue, 410 COKONMHbIV 1a3 ABNAETCH B Hen
COBEPLIEHHO DecrnonesHbIM. /1 B MUHYTY OTHYasHMS [13anyn naTeTryecky BOCKM-
LyaeT: «[lanTe MHe NyK 1 cTpensl, s e npocTo CokonmHbIN rasl». Bce ato cnyxumT
MapKETUHTOBbIM NPVEMOM ANS MOAKNOYEHUS ayauTOPKM K MacC1By MapBesos-
CKMX DUNBMOB.

OpAHaKo Henb3s He OTMETHTb, YTO Hapsidy CO C/IOMOM «4eTBEPTOMN CTEHbI» 1
MCMONb30BaHMEM HOMEHKNATYPbl WabaoHOB 37eCh NPOCMATPUBAETCH HaMeK Ha
MCYEPNaHHOCTb TPAAMLMOHHOM MaTPHLl CyNeprepoincKoro KMHO U OAHOBPEMEH-
HO OTKPBITE HOBBIX BEKTOPOB Pa3BUTUS CTPYKTYPbI KWHOKOMMKCA, IKCTpaBaraHT-
HO BMMCbIBAOL|Erocs B KOHTEKCT smart cinema. A camoro [Jaanyna uccnegosatens
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KOoMMKCa Tomal Jlykay HasbiBaeT TPUKCTEPOM. B nepcoHaxax KOMMKCOB He pas3
pacnosHaBanu NogobHbIX HeyHbIBAMOWWMX HACMELWHMKOB, HO B JaHHOM Cry4ae
Jlykay roBopuT 06 06HOBNEHNM CaMOTO TUMNa repost, NePEXOAsLLEro rpaHmnLbl Tek-
CTa «4epe3 061yt MHHOoPMaLMIO 0 COBCTBEHHOI NePCoHe 1 XapaKTEPHbIX YePT U
PONeN, KOTOPbIE OH MPUHUMAET AN KOTOPble eMy NpuaatoTcs asTopami» (LUKAC,
2019, p. 51).

B KOHCTPYMpOBaHUY CBOEIN KMHOCTpaTernm komaHaa «<Marvel» Bocnons3osa-
Nack NUYHBIM OMbITOM B MyOAMKALMY NEYaTHBIX KOMUKCOB, CO3AaHNS BCEIEHHOW CO
CBOVIM HappaTUBOM, KOPMYCOM repoeB 1 TeMaTUKON, XMUBYLLEW MO 3aKOHaM, UMe-
tollen COBCTBEHHYIO UCTOpUID. [13ANyN BbICTyNaeT B KauyecTse urypbl, KOTOPYIO
AHpope Tofpo Ha3Ban «MOHCTPAaTOPOM». KaHafCKUiA KUHOTEOPETUK Mucan o ToM,
4TO nepepava GUNbMUYECKON MHMOPMaLMK NO HEOBXOAMMOCTY CUHKPETUYHA, W
BK/tOYaeT B cebs pas3nmyHble cnocobsl curHndukaumn (Gaudreault, 2009, p. 77).
Mo)HO cka3aTb, 4To [13anyn Kak MOHCTPATOP — BY3yarbHbI KOHTPNapTHep (hunb-
MUYECKOro HappaTopa, TO eCTb PEXMCCePa; OH MaHUMYNUPYET peakumsmMu 3puTe-
N5 U y4acTBYeT B CO3aHMMN COBPEMEHHOMO TPaHCMEANAHOTO NpoayKTa. Kak nuweT
Maiik Makknmpu, «<B NOCTOSIHHO Pa3BKBatoLLEMCS CETEBOM LMPPOBOM MUPE KUHO
BCE MeHee BOCMPUHUMAETCS B €70 YHUKaNbHOM, OnpefensieMoM OrpaHuyeHHbIMM
KavecTBaMu BUfe, TO €CTb 3a CHET UHAMBYAYANbHBIX U HE3ABWCKIMBIX CBOWCTB, HO
BCe bonee 3a CYeT ero NoAvCeMUM, NONNICTETUKM, NOANHAPPATUBHOCTU, MHOXe-
CTBEHHOCTM 1 pa3BeTBAEHHOCTM B3aumMocBszeli» (McCleary, 2019, p. 125).

A noTpebuTens-3puTens, BbIXOAS 3a Npefenbl NOBCeAHEBHOW peanbHOCTH,
BK/OYAETCS B HOBYHO OBUIHOCTb (haHATOB, B KOTOPOM Yepe3 haHCalTbl U COLCETH
BO3POXKAAKOTCS INEMEHTbI apXauyHOW YCTHOM KynbTypbl. [YCTO HacklWeHHble Co-
HbITUAMMU DUABMBI MOPOXKAAKT BapUaTVBHOCTL BOCTIPUSTUS 1 NOHUMAHWS, 3a-
CTaBnsAs 3puTeNs nepecMaTpurBaTh KapTuHY, 0bpaliaTbcs K rpadyecknm nepeo-
MCTOYHMKaM, TeNEBMU3MOHHBIM BapMaHTaM ¥ akTUBHO BCe 3TO 06CywaaTh. /13y4ns
COBpEMEHHYI0 peknamy dhunsMoB, Maprika Bano oTMevaeT, YTo C Havanom Beka
1 0CODEHHO B NOCNEAHEM AeCATUNETUN MapKETVHIOBas CTpaTeruns cMecTunach
B obnactb online. Mpy 3TOM «HEAOCTATOYHO 3HATh LieNIeBYIO ayANTOPWIO 1 CTPOUTH
PEeKNaMHyto KaMMNaHWMIo B pacyeTe Ha Hee; HeobXOAVMO 3HaTb, rae 3Ta ayauTopus
HaxoaWTCs. Bce BaxHee CTaHOBMTCS [AeTafNbHO 3HATb CBOK ayaMTOpWiO U OpU-
EHTMPOBATbCS Ha Te OHNANHOBbIE NNATMOPMbI, KOTOPbIE ee Ucnonb3ytoT» (Valo,
2018, p. 35). Tak, HanpuMep, nepep XannoynHom «Marvel» BbinycTvNa BUAEOKNUN
¢ [3anynom, peKpyTUPYIOLLIMM B CBOKD KOMaHy cyneprepoes feTeit. A nepen Pox-
[eCTBOM — YacoBoe Buaeo ¢ [1aanynom Ha YouTube. P. PeliHonbac perynspHo nu-
weT o hunbmax 1 ero repoe B Twitter'e. Kpome Bcero npoyero, «20th Century Fox»
BbINYCTWNA CEPUIO 3MOA3M ANst cMapThOHOB € 13obpaxeHveM [agnyna.

Beb-caliT 1 peknama «[laanyna» cTanv NAoWaaKon cneumdrKaummn Teopmm
MeaMa-KoOHBepreHLUmMm, MHTerpupoBaBLLEeln pas3nnyHble Meamna-pyHKUMK, obpalla-
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ACb K Pa3HOMY OMbITY NOMb30BaTeNEeN. Ha caiTe MOXHO CBOBOIHO 3HAKOMUTbHCS
C CMHOMNCUCOM (DUNBMOB, KPUTUHECKMMU CTATbAMU O HUX, C BU3YaNbHbIM KOHTEH-
TOM, BUIeOTpeinepamMmn 1 ayanonoaxKacTaMu, a Takke Yepes OfinH KWK NOAKMO-
YNTbCS K COLMANbHbIM CETAM W MPUHSATD y4acTre B 06CyWaeHU.

MHOroYMcneHHble OHNANH-6a3bl gaHHbIX, B TOM Yncne «Marvel Cinematic
Universe Wiki»® n «Marvel Movies Wiki»" cobupatoT Bcto MHGOPMALMIO O BCeNeH-
HOW 1 ee 0buTaTensx, haHbl PEKOHCTPYMPYIOT KaXayto AeTanb B Buae buorpadu-
YecKUxX cTaTel nu paclnmdpPOoBKM CKPbITbIX MOCNAHWA-NAcXanok. B utore akueHT
nepeHoCuTCs € camoro unbMa Ha ero BoCnpusTue. B UMMEPCMBHOM NPOCTPaH-
CTBe, OPraHN30BaHHOM HOBbIMU TEXHOMOMVSAIMI, @aBTOP Kak CyObeKT yTpadnsaet
CBOE MepapxmnyecKoe NpernMyLiecTBo. U He ToNbKO aBTop — AOCTOsSHViEM haHOB B
60NbLON Mepe CTaHOBUTCS Y MAPKETVHT, MOAYHatoLLMIA BCRNPOHMKaLOWNIA 1 bec-
NNaTHbIM AN NPOAIOCepPOB AOCTYN. MHOTMe COCTOSIBLIMECS KOMUKCMeWKepbl WC-
NONb3YIOT CBOU NIMYHbBIE CTPAHUYKM AN NPAMOTO 06LeHNs C haHaTamu, nosyyas
HENOCPeACTBEHHYIO PEaKLMIO Ha CBOE TBOPYeCTBO. B ntore «Marvel» pekoHuen-
TyanusmpoBana cebs 13 U3[aTeNst KOMUKCOB B KOMMaHWIO-AepKaTeNbHULY WH-
TeNneKTyanbHoW COBCTBEHHOCTU, U3BNEKatoWEN NPUbbINb U3 NULEH3MPOBAHNS
(bVNBMOB, UTP, TENECePUANoB, NMPYLIEK 1 pa3HOOBPA3HOro MepYa.

3AK/TFOMEHUE

deHOMEH KOMMKCA Kak TpaHCMeaMIHOro HappaTuBa nNpeacTaBnseT cobo
OfHY 13 POPM KOMMYHMKaLMK, KOTOPast BOBNEKAET B 30HY aTTPaKTUBHOCTY 3pu-
Tenein, NpeBpallas vx B y4acTHUKOB AeliCTBa. 3Ta CuTyaumns hakTUYecKn MHCTPY-
MeHTanM3npyeT COUMANbHYIO KOMMYHMKaUMWIO, MacWwTabuipys KOMMYHUKaLWIO
NOCPEeACTBOM MeAMHbIX NNaTPOpPM, YTO CNoCOBCTBYET CO3AaHMI0 cnelmdunye-
CKOV B3aUMO3aBUCYMOCTW MEXY OTAENbHbIM UHANBUAOM ¥ OBLIECTBOM B LIENOM.
[lOCTOMHCTBOM 3TOrO MMMEPCUBHOIO NpoLiecca, kak nogyepkusaet L1, bakynes,
ncenenys TpaHCMeauinHOCTb B cepranbHoV MPOAYKLMK, IBASETCS TO, YTO «CUMBO-
NNYECKMIA MaTepKan», HeNVHeHO pacnpeaensemMblii Ha pasHblx MeavannaTdop-
Max, «roMoraeT nybnuKe 0CMbICNEHHO KOHCTPYMPOBATh CBOW XUWU3HEHHbIE MUPbI
B KOHKPETHbIX COLUMOKYNBTYPHbIX KOHTEKCTax» (bakynes, 2020, c. 140). Mpu 3ToM
pa3HoobpasHble ANCKYPChl Kak CMocob BbIPaXKEHNs TOYeK 3peHus (roaocoB) no-
poXaatoT Ananor. Takum 0bpa3oM pacluvpseTcs, JOMONHAETCS ClOXeTHOe noBe-

¢ URL: https://marvelcinematicuniverse.fandom.com/wiki/Marvel_Cinematic_Universe_Wiki (naTa o6pauyeHns:
28.03.2022).
TURL: https://marvel-movies.fandom.com/wiki/Marvel_Movies (nata obpatierus: 28.03.2022).
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CTBOBaHWe, co3aaBast TpaHCMeaViHbI HappaTyB. B 0coboM MrpoBOM NPOCTpaH-
CTBe, rae NpeacTaBuTENN Pa3HbIX COUMANbHbIX FPYNM 0bLWalTCs CBOOOAHEE, YeMm
B 0ObIYHOW IN3HW, aAPecaT, OH Xe COy4aCTHUK rManora, NpoBOLMPYETCS Ha CO3-
AaH1e CMbICNOB, MOCKOMbKY COLManbHO-AMCKYPCUBHAS NPYPOAa KOMMYHMKaLIMW
OCHOBBIBAETCS Ha 0OLLEN3BECTHOM COLMANBHOM AMCKYPCE KUHOKOMMKCA, CTaHO-
BALIEroCst He TOMbKO 3abaBHbIM 1 yBEKaTeNbHbIM qUirky, HO 1 «yMHbBIM KUHO».
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Features of Screen Construction
of the Image of the President

of the United States:
Hollywood—Media—Politics

Abstract. Analysis of the text and the context of screen production is a necessary link
for comprehending social processes. Capturing time through the screen and film im-
ages allows us to form an idea of the actual cultural, aesthetic, ideological (value) spec-
ificity of society. Whether cinemais a reflection of the truth of life, or a form of second-
ary communication, or a means of formation of viewers’ worldview positions, are the
questions, the relevance of which has increased significantly against the geopolitical
background of the first quarter of the 21st century.

This article is an attempt to analyze how it works today in the US—using some exam-
ples of political cinema in conjunction with the media agenda. According to my study,
the specific potential of cinema, combining different ways of communication and in-
formation, clearly highlights the American socio-political realities.

As the traditional frameworks of filmmaking expand (meaning the Internetization of
space and the possibility to shoot a movie on a mobile device), the specifics of film-

"Translated by Anna P. Evstropova.
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makers’ work are transforming too: a more active use of media principles of present-
ing socially significant information is noted, and the stylistics of materials change as
well (shifting to journalism, keen satire or sharp documentary style). The article traces
the influence of modern media on the film content and examines the most famous
“politically charged” films against the background of the centerpiece of the American
domestic politics—the presidential elections.

Keywords: political cinema, US cinema, screen culture, media, Trump, Joker, presi-
dential election, image of the president, political satire, film image
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OCOBEHHOCTM 3KPaHHOMO
KOHCTPYMpPOBaHms 0bpa3sa
npesngeHTa CLUA:

[onnnByn — Meana — NoANTUKA

AHHOTaUMSA. AHANN3 TEKCTa M KOHTEKCTA 3KPaHHOW MpoayKumu — Heobxoammoe
3BEHO B CUCTEME OCMbIC/IEHMs1 OBLIECTBEHHbLIX MPOLEeccoB. DuUKcauns BpemeHu
Yepes 3KpaH M KMHOObPasbl MO3BOMSET COCTaBUTL MPEACTaBNEHWE O peanbHON
KYNBTYPHOW, 3CTETUYECKON, MAEONOrMYECKON (LLeHHOCTHOW) cnelmduke obujecTsa.
SBNSETCS NN KUHO OTPaXeHMeM «MpaBabl U3HW», 1AM HOPMON «BTOPUYHOM
KOMMYHUWKaLUWW», UKW CPeacTBOM (DOPMUPOBAHUS MUPOBO33PEHYECKNX MO3ULMNA
3puTeNen — BOMPOCHI, aKTyanbHOCTb KOTOPbIX 3HAYUTENbHO MOBbICWIACh Ha hoHe
reononuUTHYECKKX COBBITUI NepBoOlt YeTBepTH XXI Beka.

B AaHHOW cTaTbe NpeanpuHMMaeTcs MoMbiTKa NpoaHanv3npoBaTh, Kak 3TO
«paboTaeT» cerofHs 8 CLIA — Ha HEKOTOPbIX MPUMepax «MOMUTUYECKOTO KUHO»,
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CMbIKIOLLVIXCSA C MeANHON MOBECTKOW AHs. Mo MHeHUIO aBTopa, cneunduyeckme
BO3MOXHOCTW KNHO, COeAMHSIOLLErO B cebe pa3nmyHble Cnocobbl KOMMYHULUMPOBA-
HUS U MHDOPMUPOBaHWS, OTHYETMBO BbICBEYMBAIOT aMEPUKAHCKIME OBLLeCTBEHHO-
NOANTUYECKIE peanmn.

Mo Mepe pacluMpeHns TPaarLMOHHbIX PAMOK KMHOMPOW3BOACTBA (MHTEpPHETH3aUMM
NPOCTPaHCTBA ¥ BO3MOXHOCTY «CHUMATb KUHO» Ha KaMepy MOOU/IbHOIO YCTPOICTBA)
TpaHCOPMYMPYIOTCS 1 0COOEHHOCTMN PaboThl KMHEMATOrpaduCTOB: OTMeYaeTCs bonee
aKTMBHOE 3a7eiiCTBOBaHMe MeAuiHbIX MPUHLMNOB NoAayYv COLMANbHO 3HaYMMON
MHbOpMaUUK, MEHSETCS CTUAUCTVKA MaTepuana (CaBWrasics B NyGAVLMCTUYHOCTb,
eKyt0 CaTUPY MNK OCTPYHO AOKYMEHTAIUCTUKY). B CTaTbe NPOCNEXMBAETCS BAUSHIE
COBPEMEHHbIX MefiMa Ha KOHTEHT KWMHOMPOAYKUMMW, PacCMaTpUBAIOTCS MPUMEPSI
Hanbonee 13BECTHbIX «MOMUTUHECKN 3aPSHIKEHHBIX» DUNBMOB B KOHTEKCTE MMaBHOMO
aMEPUKAHCKOrO BHYTPUMONUTU-YECKOTO COBBITUS — NPe3nNAEHTCKIX BbIBOPOB.
KntoyeBble cnoBa: nonuTnyeckoe KnMHo, knHo CLUA, sKkpaHHas Kynstypa, Megna,
Tpamn, [prokep, BbIOOPLI Npe3unaeHTa, 0bpa3 npesunaeHTa, NoAnTUYeckas catmnpa,
KnHoobpas

INTRODUCTION

The portrayal of the president’s image by cinematic tools is a tradition that
originated in the United States almost as early as the invention of cinematog-
raphy itself. There are many reasons for that, one of which is the special status
of the presidency in the United States. In essence, it is an elected person with a
team formed by him or her, which in many ways is equal to the whole congress.
The president is the highest rank of the US executive branch. In the perception of
Americans, it is the president who symbolizes a certain stage in the country’s life,
its successes and failures in all spheres: social, economic, and international. The
latter has a special significance, because since the times of Woodrow Wilson (who
held office from 1913 to 1921), the American president is traditionally perceived as
the leader of the free world, the guarantor of that part of the planet where demo-
cratic values are established and celebrated.! In other words, it is presidents who
write America’s history with their terms in the White House. So it was until now, and
so it remains today.

! The 28th President of the United States, one of the most interesting and significant figures in American
history of the twentieth century. Woodrow Wilson, who worked his way from a teacher, an academic, and an
educational reformer to the president of the country, the recipient of the Nobel Peace Prize, the initiator of the
democratization of political practices, is one of the most influential personalities of American historiography.
See: Frail TA. Meet the 100 Most Significant Americans of All Time. (2014, November 17). Smithsonian Magazine.
Retrieved December 19, 2021, from https://www.smithsonianmag.com/smithsonianmag/meet-100-most-
significant-americans-all-time-180953341/
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It is not surprising that the presidential figure has long become a constant,
an important key for developing all kinds of plots in the cinema. And—important-
ly—in a wide variety of genres. Once biopics dominated this “presidential” range of
films, but over time they have become fewer, being supplanted by thrillers or films
of mixed genres (thriller/action films focusing on the biographical background of a
real president). It is noteworthy that the “presidential message” moved into fiction
as well: even in the fictional reality, the fictional president becomes the key figure of
the plot, for example, in Abraham Lincoln vs. Zombies (2012).

Let us briefly name some other notable examples of cinematic representa-
tions of American presidents. Woodrow Wilson, the first president to represent and
symbolize the America that emerged from self-isolation and entered the world po-
litical scene as a leader of the winners’ camp in World War |, was not spoiled by
Hollywood’s particular attention. The most important film about him, Wilson (1944),
directed by Henry King, appeared only 20 years after his death. It was screened to
the leaders of the United States and Great Britain at the September 1944 Second
Quebec Conference, at which Roosevelt and Churchill discussed their plan to dis-
member doomed-to-fail Germany. With their professional intuition, the Hollywood
executives sensed the growing need of the Americans and the British to recreate the
image of the victorious president in the Great War, so they tried to project Wilson’s
image onto Roosevelt? through the screen.

Theodore Roosevelt was more fortunate to be depicted in films and televi-
sion: there were 12 feature-length films (from 1942 to 2017), seven TV films, and six
TV series about him.

Slightly fewer films have been made about John F. Kennedy. American film
critics and reviewers usually highlight 10 notable films about the 35th President.
Among them are the 1963 biographical war drama PT 109 about his heroism during
WWII, which was critically acclaimed for its hagiography and explicit propaganda
glorification with an eye to his re-election® (Morgan, 2013), and JFK directed by Oli-
ver Stone (1991). The film was an event of decades and occupies a special place in
the pantheon of American films about presidents: not only it showed an alternative
interpretation of events, but also internalized the narrative as public memory and
has been absorbed into the national bloodstream (Hornaday, 2021).

Richard Nixon was the 37th President of the United States (1969-1974), whose
image was exploited by Hollywood to its maximum. Nixon became the protagonist
of 12 feature films, including the famous All the President’s Men (1976), the biopic
Nixon directed by Oliver Stone (1995), and The Post directed by Steven Spielberg
(2017). These films have been included in the lists of the most hard-hitting American

? Franklin Delano Roosevelt (FDR) was the 32nd President of the United States from 1933 to 1945.
¥ The film was released during Kennedy'’s lifetime, which was unusual for America around that time.
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political thrillers of all time.* There were also four comedies about Nixon, including
the satirical short film Men of Crisis: The Harvey Wallinger Story directed by Woody
Allen (1971), two television series and five documentaries. All these film stories con-
tained a wide variety of diverse meanings, sometimes forming a contrast to each
other in their assessments of Nixon with his many political masks. This shows us
how a sense of national identity is forged through such contradictory mythic stories
(Frick, 2008).

The arrival in 2016 of such an unconventional president as Donald Trump
at the White House was a shock to many Americans. Actually, he got there largely
thanks to television and TV shows. Almost the entire establishment of the Republi-
can Party distanced itself from him already at the very early stage of the election race.
But with his extraordinary populism and skillful manipulation of visual communica-
tions, he reached his goal. And preventing his second term in office and knocking
him out of the White House became possible thanks to the extensive mobilization of
the film, TV and Internet people. Such is the new “visual-political” reality.

The purpose of this article is to trace and show the close relationship be-
tween the processes associated with the actual election of the top American execu-
tive officers (with their functions as a Chief of State) and the media constructions
built by cinematographers in the genre of political cinema. The latter is the object
of this study, while its subject is the analysis of genre-diverse and politically driven
film content.

JOKER-2019 AS A MARKER
OF THE AMERICAN “ERA OF MASS SHOOTINGS™®

Avyear before the presidential election, Trump vs. Biden, Warner Brothers stu-
dio released Joker, a psychological drama directed by Todd Phillips. The film was
released in October 2019, the last decade of a “frenetic news year,” as the American
media characterized it (CNN Staff, 2019). The informational backdrop of everyday
life in the country was indeed often overshadowed by all kinds of calamities. Natural
(like the devastating tornados in May in Ohio and other states) and domestic politi-
cal disasters (Trump’s impeachment, the beginning of the presidential race, deadly

4 MDb. (2012, May 30). The 25 best political thriller films. Retrieved December 19, 2021, from https://www.
imdb.com/list/1s009001106/; Susman G. (2015, Jan. 27). Democracy ‘n” action: 25 powerful political thrillers.
Entertainment Weekly. Retrieved December 19, 2021, from https://web.archive.org/web/20151130012953/http://
www.ew.com/gallery/democracy-n-action-25-powerful

° Definition by the Metropolitan State University sociologist and criminal justice professor James Densley
(Peterson & Densley, 2021).
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shootings in public places fueled by domestic and racial hatred®) have all made the
national news. The latter was a shock to Americans, causing heightened anxiety due
to a large number of incidents and casualties. Research by the National Institute
of Justice within the framework of the Gun Violence Prevention Project confirmed
the fears: 2019 showed the highest rate of such crimes in the US in 50 years, with
41 assaults (The Mass Shooter Database Version 3.0, 2021). One of the authors of
the project, Metropolitan State University sociologist and criminal justice professor
James Densley, called it a grim record of that “angry and frustrated time” that we are
living in (Pane, 2019).

In that manner, Joker, the psychological drama about a tragically unhappy,
unhealthy man who chooses violence as a response to his everyday humiliation,
surprisingly coincided with a fierce public debate around the causes and conse-
quences of the unprecedented surge in violence. Audience interest in this “manic”
film, as aptly described by the film critic Travis Bean,” was incredibly high, and rat-
ings varied widely.

The film’s box office stunned with its rapid growth practically on a daily basis.
Onthefirst day it gathered about 40 million dollars, in five days—almost 120 million,
at the end of the rental (only in the US and Canada) the box office exceeded 335
million.® The film became a blockbuster and one of the leaders of the decade. Such
high interest in the emotionally exhausting film, full of suffering and psychological
abuse,” was a surprise even for the WB management, who a priori decided to keep
their backs covered and invite outside investors.’® Joker became a triumph—eleven
Oscar nominations and financial Olympus. A nine-digit worldwide box office ($1.07
billion against a $55 million budget) meant that the Trump-era blockbuster outper-
formed its extremely popular predecessors, Batman and The Dark Knight.

©This refers to a number of the following incidents:

«ascandalinearly 2019 around Jussie Smollett, an African American actor best known for his role in the television
series Empire, as well as in the television projects Alex Haley’s Queen, On Our Own, Revenge, The Mindly Project.
Smollett claimed he was attacked for his criticism of Donald Trump’s racist statements: two white men beat him,
shouting the Trump slogan MAGA (Make America Great Again);

+ shooting at the food festival in San Jose, California, in July. An armed man killed three people and wounded 17,
+ massacre of by a lone shooter in a shopping center in El Paso, Texas, in August. Twenty three people died and
22 were injured;

+asimilarincident in August in Dayton, Ohio: 10 people were killed, 27 were injured;

+ shooting at Walmart in Southaven, Mississippi—two dead, one wounded.

" Bean, T. [@t|_bean]. (2019, May 29). 56. Joker (2019). People praised Joker for its striking commentary on
America [Images attached] [Tweet]. Twitter. Retrieved March 15, 2022, from https://twitter.com/tl_bean/
status/1266390420273192960.

&Box Office Mojo by IMDbPro. (2019). Joker. Retrieved December 16, 2021, from https://www.boxofficemojo.com/
release/rl252151297/

°The movie is categorized as R—restricted, requiring accompanying parent or adult guardian for viewers under 17.
Warner Brothers management did not dare to place all the financial risks entirely on the studio and shared them
with the third-party investors—BRON Studios and Village Roadshow.
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The public response to “the most divisive film of the year” (Cavna, 2019) and
to the reactions of a mysterious villain with mental health issues expanded in pro-
portion to the film’s increasing box office success—on two fronts. The first fit in with
how Todd Phillip explained his main idea: Joker is not about a villain, but on the
contrary, “about kindness and empathy.”! In this aspect, the effect of the film on the
audience was manifested in the level of understanding/sympathy/condemnation of
the (anti)hero. But itis more important to note the second thread of discussions: the
very emergence of antipodal discourse in public perception of the film raised new
questions and astonishment in society. Not unfrequently this sharp divergence was
linked to a general assessment of the current domestic political situation and the
“climate” that has prevailed in America since Trump’s accession to the White House.
A rift emerged on the political-ideological line. The film literally confronted the dis-
courses of the extreme left, who denounced America’s “social diseases” as the in-
evitable consequences of the “age of capitalism,” with the radical right, with their
inherent set of views in the vein of “former greatness” and “America’s glorious past.”
Proponents of the centrist post-democracy ideas argued that the film reflected a
range of negative effects of the destruction of the “balance of power between labor
and capital” (Crouch, 2010, pp. 35-46).

Oscar-winning documentary filmmaker and Democrat Michael Moore, with
his characteristic emotional intensity, called Joker a mirror in which Americans can
see themselves and the present-day society; and the issues raised by this cinematic
masterpiece, by this important movie made at such an important time he called
profound and necessary. According to Moore, Joker is not about Trump. It is about
the America that gave us Trump—the America which feels no need to help the out-
cast, the destitute.”?

American film critics echoed Moore, noting the inherent iteration of the im-
age: now in the Trump years, “Joker mirrors our fascination with monsters. .. Joker
is more like a sketch written the morning after the 2016 presidential election, when
journalism seemed intent on understanding why so many Americans turned to a
man they didn’t fully understand” (Borrelli, 2019).

In light of these judgments, it is worth noting that over the 80 years of his
existence in American cinema, Joker’s image as such has been enriched with ad-
ditional meanings. The character, who stepped out of the comic book to the screen,
acquired additional qualities with each new film version. From a comedian and Bat-

* Chichizola C. (2020, January 6). What Joker is really about, according to director Todd Phillips. Cinema Blend.
Retrieved December 20, 2021, from https://www.cinemablend.com/news/2487838/what-joker-is-really-about-
according-to-director-todd-phillips

2 Moore M. (2019. Dec.18). Joker: Michael Moor writes tribute to Todd Phillips’ cinematic masterpiece.
Variety. Retrieved March 15, 2022, from https://variety.com/2019/film/awards/michael-moore-todd-phillips-
joker-1203446280/
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man’s adversary (played by Cesar Romero in 1966 Batman) he transformed into a
psychopathic gangster (Jack Nicholson in Tim Burton’s 1989 version of Batman),
then—into a mentally unstable clown with the terrorist inclinations (in Christopher
Nolan’s The Dark Knight played by Heath Ledger, 2008), then into an extravagant vil-
lain (Jared Leto in David Ayer’s Suicide Squad, 2016), and finally into an outcast born
of trauma and societal vices (Joker starring Joaquin Phoenix, 2019).

“Joker's feeling of untethered free fall into moral bankruptcy is truly its most
Trump-era quality,” Vanity Fair magazine summarized. “What is this Joker if not a
clown sent to drive the world as mad as he is?” (Robinson, 2019).

SATIRE ON TRUMP

The 2019 Joker, which essentially went beyond the studio’s stated psycholog-
ical drama, has partly become a bearer of a political statement, virtually announc-
ing a verdict on the Trump era. And the American president himself got it in the neck
too, especially since the Trump-Joker connection had existed before the film.

The mask of a not quite adequate clown was repeatedly “tried on” the 45th
President of the USA on television. The most famous was a scathing parody of
Trump, which appeared in early 2017 after his interview with one of the TV channels.
It was about immigrants; Trump spoke harshly, justifying his decision to legalize
restrictions on citizens of seven Muslim countries to enter the United States (Presi-
dential Executive Orders 13769, 13780: Protecting the Nation from Foreign Terrorist
Entry into the United States, 2017, 2017). The interview was widely discussed: the
president’s stance on the Muslim ban drew mostly negative reactions, criticism was
harsh, and Trump’s remarks were called villainous, sounding almost like that of The
Dark Knight’s Joker’s. The Daily Show parodied this conversation by contextually
and textually linking Trump to Joker: they showed “Trump” disguised as Joker and
speaking in a similar bloodthirsty style: “The world is a mess. The world is as angry
as it gets. The world is an angry place.”

Following that, in late January 2017, the Trump-Joker parallel emerged again.
This time, in the wake of the government’s fiscal shutdown.*® The crisis once again
erupted over disagreements over immigration policy: the Democrats in the Senate
and Congress had stalled funding for a wall on the Mexico border. Trump was ob-
structed for inaction, empty bravado, “foot-stomping” and “utter failure to deliver on
promises” (Trump’s shutdown was a cruel joke, 2019). “Do | really look like a guy with

1 Shutdown—a suspension of government agencies funded by Congress. It was announced twice during Trump’s
presidency, in January 2018 and from December 2018 to February 2019. Both times, the crisis occurred because
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a plan?” mockingly says the meme that emerged in the wake of this scandal, linking
Trump and his rhetoric with Joker’s monologue all to the same The Dark Knight.

Fig. 1. Astill from a parody of Trump’s ABC News interview published
in the Hollywood Reporter on January 29, 2017*

Fig. 2. Photo illustrations for the Intelligencer publication on January 23, 2019, referring
to the source of Trump-Joker’s phrase, “Do | really look like a guy with a plan?”*®

Satirical outbursts against Trump, based on famous movie stories and movie
images, have haunted him throughout his presidential tenure. It began in 2016: just
before the election, Funny or Die web platform'® released a 50-minute parody film

of the disagreements between Democrats and Republicans on bills related to the Trump administration’s
immigration policy.

 See the image source: https://www.hollywoodreporter.com/movies/movie-news/donald-trump-defends-
immigration-ban-as-joker-surprisingly-seamless-parody-969678/ (12.03.2022).

© See the image source: https:;//nymag.com/intelligencer/2019/01/trump-ransom-shutdown-do-it-again-
hostage-negotiation.html (12.03.2022).

 Funny or Die web platform was launched as a site that contained comedy videos; since 2011, it has expanded
and is now positioned as a television and film production company.
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based on his biopic book. The secretly filmed Donald Trump’s the Art of the Deal: The
Movie, directed by Jeremy Konner, was released on Netflix three months before the
election and did not go unnoticed. According to Funny or Die editor-in-chief Owen
Burke, Johnny Depp, who personated Trump, performed “absolutely bananas” (Lee,
2016). It was funny, masterful, and additionally drew quite a few viewers to the film.
According to the reviews, the satire on Trump was not flawless, sometimes it was
crude due to brutal locker-room jokes, but the grotesque hit the mark. “The jokes
are so accurate that they made it absolutely clear what kind of person this Trump
is,” says a critic on a popular film review aggregator.t” The lines from the movie were
quoted, some went viral. For example, “Busy people are always on the phone, even
if thereis no one on the otherend.” Or: “I had my own Vietnam. I had to start up with
nothing but the shirt on my back and a small million-dollar loan from my father.”

The screenplay for The Art of the Deal: The Movie was engagingly structured
and compositionally interwoven with Trump’s autobiographical book of the same
name (Trump: The Art of the Deal, 1987). The action was reduced to an eloquent
monologue by the 40-year-old Trump about himself and his road to success. The
message of the story, addressed to a casual listener—a boy who raninto Trump’s of-
fice to escape a security guard pursuing him—was a simple, but meaningful (to the
voter watching the film) idea.’® The goal was to convey the idea that businessman
Trump, even at his 40, was a person unencumbered by ethics and morality. In pur-
suing his goal, he used all means available, including bluffing, deception, forgery,
bribery, and intimidation.

In its form, it was a movie within a movie, ostensibly made by Trump about
himself, from his own script and with his own cast. Only the soundtrack was per-
formed by some other person, “though Donald J. Trump could have performed it
better,” the credits ironically stated.

' Rotten Tomatoes. (n.d.). Donald Trump’s the Art of the Deal: The Movie. Retrieved January 11,2022, from https://
www.rottentomatoes.com/m/funny_or_die_presents_donald_trumps_the_art_of_the_deal_the_movie

18 A reference to the reality shows The Apprentice and The Celebrity Apprentice, both of which were broadcast
by NBC. Trump hosted them since the early 2000s for 14 seasons. The show promoted Trump as a successful
businessman with a luxurious lifestyle. Biographers believe that it was these shows that eventually pulled Trump
out of debt and made his name a brand.
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Fig. 3. Astill from The Art of the Deal: The Movie*

The years, that the movie “Trump” recalls in deliberately boastful intonations,
in reality were full of significant events for the real Trump. It was the tumultuous
period of his entry into the big league of Manhattan business. He got involved in big
scandals, risky ventures with junk bonds, litigation,”® and close interaction with a
man of such sinister reputation as lawyer Roy Cohn. The latter, in turn, went down
in American political history as a ruthless, hypocritical, “devilish inquisitor’—an as-
sociate of Senator Joseph McCarthy.? Since then, the name of Donald Trump has
been linked to Cohn forever: the specifics of Trump’s business acumen have often
been attributed to the lawyer’s direct influence in shaping his worldview, just as
many of political decisions that Trump made are a consequence of this fact in his
biography.

19 See the image source: https://www.youtube.com/watch?v=NOB7dkuatG (12.03.2022).

% At that time, Trump’s name was above all associated with such grandiose projects as the Trump Taj Mahal
casino in Atlantic City—or, as he called it, “the eighth wonder of the world”—and the 58-floor luxury skyscraper
on Fifth Avenue in New York, which he named after himself. The film sarcastically plays around with the facts that
Trump used junk bonds, i.e., high-yield bonds with a credit rating below investment grade, to get the money for
the casino, and that he demolished the Bonwit Teller building, including its Art Deco reliefs, to build his famous
tower.

2 Joseph McCarthy was a Republican senator with far right radical views. His name is associated with a period in
American history known as McCarthyism—the famous “witch hunt.” It was an influential anti-Communist social
movement (late 1940s-1957) associated with repressions against those who, in their opinion, tended towards
anti-Americanism.

The following is remarkable: it was precisely during the growing influence of McCarthyism that the practice of
using television in presidential campaigns became widespread in the United States. It was largely thanks to
it that Dwight Eisenhower got to the White House in 1952. Nevertheless, it was through TV programs and live
broadcasts of the Permanent Subcommittee on Investigations hearings that McCarthyism ideas and methods
were eventually exposed and condemned. A glimpse of how this played out in America in the 1950s you may get
from Good Night and Good Luck (2005, directed by George Clooney).
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WHERE DID TRUMP COME FROM: THE TV VERSION

Studying the serious, not satirical, film material in order to comprehend the
Trump-President-Trumpism phenomenon could be the subject of a separate study
in view of the impressive documentary filmography on him. For the purposes of
this article, I shall focus on the most significant works. These include the documen-
tary Fahrenheit 11/9 by the Oscar-winning director Michael Moore and the TV series
Frontline (distributed by the Public Broadcasting Service of the United States).?

Michael Moore’s film about “how the American dream died” hit the big
screens in America six weeks before the 2020 presidential election, received an im-
pressive box office and a lively response from audiences and the press. “Fahrenheit
11/9 finds Michael Moore in fine fighting form, delivering a political call to action
that ranks among his most effective works,” summed up the Rotten Tomatoes re-
view aggregator.?

Fahrenheit 11/9 attracted special viewer attention as the second edition of
Fahrenheit 9/11 released in 2004 (Shumilina, 2005). As the title suggests, the director
practically equated the dates of two American disasters: 9/11, the terrorist attack of
2001, and 11/9, the day Trump was announced to have won the 2016 election.

Fahrenheit 11/9 is two hours of “exceptional condemnation,” as the press im-
mediately wrote about it. However, unlike one might assume, it condemns not so
much Trump as, more broadly, America’s political class. Working in his signature
style of engagement, the director composed the film relying on his in situ interviews
to reveal two important theses: 1) what caused someone like Trump to become
president of America and 2) how to overcome electoral apathy and prevent it from
happening again. “Moore has once again done what journalism should do,” Bill Ma-
her, political commentator and host of the popular Real Time talk show, aptly noted
when announcing the film on his program.*

Indeed, a committed Democrat, Moore explored in detail the twists and turns
of the key events that he saw as having an impact on the outcome of the 2016 presi-
dential election. In his study, he spared neither Republicans nor Democrats. Using

2The distribution and program content of the Public Broadcasting Service (PBS) depend on the results of
audience measurement and underwriting data, similar to commercial TV and radio stations. More about PBS in
Witherspoon et al., 2000.

2 Rotten Tomatoes. (n.d.). Fahrenheit 11/9. Retrieved January 12, 2022, from https://www.rottentomatoes.
com/m/fahrenheit_119

2 Real Time with Bill Maher talk show is broadcast on HBO. Bill Maher is widely known for his sharp social and
political commentary. He once said, “We have survived many recessions. We can’t survive another Donald Trump
term” (see: Overtime: Terry McAuiffe, Richard Engel, Anthony Scaramucci, Catherine Rampell, Tom Nichols (HBO)
[Video]. Retrieved January 12,2022, from https://www.youtube.com/watch?v=G-SWFBgiJEw). A phrase was later
promoted on Fox as “an example of a millionaire’s irresponsibility in the face of an inevitable economic downturn
if Trump loses the 2019 election” (see: Millionaire Bill Maher pushes for recession. (2019, August 10). Fox Business.
Retrieved January 12,2022, from https://www.foxbusiness.com/politics/bill-maher-presses-for-recession)
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the events in Michigan as an example, Michael Moore told a story momentous for
America—Democrat Obama’s crushing mistake during the Flint water crisis.?> Moore
then delved into the essence of West Virginians’ problems, making clearer the chain
of events that ultimately led to Clinton’s loss of votes in the decisive primaries in a
state that was previously relatively loyal to the Democratic candidate.?®

Notably, Moore did not aim to whitewash or mythologize Clinton, given his
own reputation as a consistent Democrat supporter. Moreover, he showed that disil-
lusionment with the Democratic candidate on the ground was gradual; that racial
and class problems have accumulated over the years; and thus the “road to Trump”
has been paved for decades. The result was a lack of faith in the old guard of Demo-
cratic candidates (and the Democratic Party, by Moore’s definition, is a “people’s
party,” whose candidates must be those “who get on the same bus as their constitu-
ents”).?

Donald Trump’s personality is highlighted early in the film. Michael Moore
does it rather uncompromisingly, focusing on unsightly traits that sometimes verge
on the criminal: his suspiciously close ties to certain media outlets that “jammed
him to the presidency (in 2016—IS) instead of the dock,” recalling vicious remarks
by this “sexual predator” about the attractiveness of his daughter Ivanka, and so
on. The apotheosis of Moore’s accusations in the finale is an extreme comparison
of Trump to the Fiihrer of Nazi Germany conditioned, in his view, by the similarity of
man-hating ideas related to nationality and race. Due to such a defiantly straight-
forward analogy at the film’s climax, Moore himself was exposed to criticism of the
audience.”® Similar to his earlier films, the director was accused of abusing the pow-
er of editing to manipulate the viewers’ perception. Moore, however, had foreseen
this quibble and astutely included the explanations of the famous historian Timothy

“This is referred to a massive scandal that erupted in 2014 in Flint, Michigan. The drinking water source was
reconnected to the Flint River, the water was not properly treated, and the residents were not warned about
it. In 2015, tests showed the water was unfit for consumption due to high concentrations of E. coli and lead.
Obama called the situation a failure and demanded emergency funding from Congress, but, to everyone’s
disappointment, did not blame it on the governor, although Flint residents called for his resignation.

% |n the West Virginia Democratic primary, Hillary Clinton lost out to Bernie Sanders. Clinton is believed to have
made a strategic mistake in this coal-mining state, having previously made rash statements on energy policy (her
proposals on renewable energy) and the possible loss of jobs for coal miners that could follow.

A line from an interview from Michael Moore’s film, see: Fahrenheit 11/9—Michael Moore Documentary [Video,
01:07:06-01:07:33]. Retrieved January 12, 2022, from https://www.youtube.com/watch?v=0DzZRKX1HIE

% For instance, Moore combined the audio of Trump’s speech with the video sequence of the Reichskanzler’s
speech. This was qualified as an unethical and unwarranted manipulation involving the documentary evidence
of Nazi crimes, see: Fahrenheit 11/9 — Michael Moore Documentary [Video, 00:01:40-00:01:45]. Retrieved January
12,2022, from https://www.youtube.com/watch?v=0DzZRKX1HIE
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Snyder in the film. “No comparison’s ever perfect,” he told the camera. “History is
this huge resource of patterns. It is a way to try to get your bearings.”

The director himself—a veteran in documentary filmmaking—is pessimistic in
his conclusions. Recalling his own films exposing certain social ills or political injus-
tices,*®in Fahrenheit 11/9 Moore scales up his disappointing verdict for the first time.
Moving from the particular to the general, he concentrates the whole pathos of the
film on stating a systemic problem. “We had spent too much time trying to comfort
ourselves with the belief that the Constitution would save us, elections would save
us, ... impeachment will save us..We needed action... What we need to do is to ac-
knowledge that we have to get rid of the whole rotten system that gave us Trump,”
he declares in the finale.

Fig. 4. A still from the official trailer for Michael Moore’s Fahrenheit 11/9,
symbolic of America’s contemporary domestic political condition®

“TRUMP LIKES BEING THE WRECKING BALL"*

Frontline is a series of documentaries, each based on an investigation of a
specific subject. It is a very popular, highly-rated TV series maintaining its reputa-

2 A line from an interview with Timothy Snyder from Michael Moore’s film, see: Fahrenheit 11/9—Michael
Moore Documentary [Video, 01:40:17-01:41:00]. Retrieved January 12, 2022, from https://www.youtube.com/
watch?v=0DzZRKX1HIE

% See: Bowling for Columbine (2002), Fahrenheit 9/11 (2004), Capitalism: A Love Story (2009).

* See the image source: https://www.youtube.com/watch?v=WRQv9xMQ3E0 (12.03.2022).

* Director Michael Kirk’s metaphor, see: Bernstein, A. (2020, October 21). Frontline: The Choice 2020: Producer
Michael Kirk on the new PBS documentary. Assignment X. Retrieved December 18, 2021, from https://www.
assignmentx.com/2020/frontline-the-choice-2020-producer-michael-kirk-on-the-new-pbs-documentary-
exclusive-interview/
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tion as an example of unbiased, fair investigative journalism for over 40 seasons. For
nearly 20 years, the program has been accompanied by a web site featuring series,
supporting material, documents and related links. The covered themes range from
domestic American to international and global issues. Runtime of most reports is
60 minutes, with individual stories being developed up to 120 minutes. In contrast
to Michael Moore’s manner of idea development (credited as a so-called participa-
tory mode®), Frontline is styled as non-fiction.

One of the abiding themes of the program is the presidential election. Since
the late 1990s, there has been a special, The Choice, devoted entirely to this topic.
Let us take a look at the latest of these specials, The Choice 2020: Trump vs. Biden,
directed by Michael Kirk and aired at the end of September 2020.

The suspense is set as early as in the introduction: in the manner of a catchy,
almost poster chronicle, we see the black and white photos of American presidents
and their opponents in the elections of the last twenty years. Their catchphrases
are played:

« George H.W. Bush: “Our challenges are great, but our will is greater.”

« Bill Clinton: “A generation assumes new responsibilities.”

« George W. Bush: “We will meet aggression with resolve and strength.”

« John Kerry: “We have it in our power to change the world.”

« Barack Obama: “Let it be said we refused to let this journey end.”

« Hillary Clinton: “We have to heal the divides in our country.”

« Donald Trump: ‘I'm your voice.”

« Joe Biden: “That the end of this chapter of American darkness began here.”

After this spectacular introduction, Kirk and his team proceed to create a dual
portrait of the candidates in the classic documentary style (Nichols, 1991). Multi-
ple testimonies—archive photos, videos, interviews with biographers, relatives and
those who personally knew the “heroes”—are woven into the story about the mile-
stones of their lives. The main idea was to show how each of the candidates dealt
with personal life crises and to see how this influenced their character traits and
their ability to react to challenges. In other words, how their absolutely opposite
“life tactics” and “survival instincts” developed.®

Thus, through a complex analysis of the candidates’ ups and downs, Kirk
builds up his cinematographic investigation which concerns many voters, appar-
ently answering some of the important questions. Namely, whether or not Biden’s

 Using the documentary mode classification developed by American film theoretician Bill Nichols (Nichols,
1991).

*M. Kirk is the author of eight documentaries about Trump during his presidency.

* Bernstein, A. (2020, October 21). Frontline: The Choice 2020: Producer Michael Kirk on the new PBS
documentary. Assignment X. Retrieved December 18, 2021, from https://www.assignmentx.com/2020/frontline-
the-choice-2020-producer-michael-kirk-on-the-new-pbs-documentary-exclusive-interview/
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leading position after Super Tuesday®, which was basically a prologue to his presi-
dency, was not an accidental twist, but a reasoned political breakthrough, “the
culmination of all of his training, and ambition, and his mistakes, and his regrets,
and his attempts to be better”?*” Or another question: is Biden’s rich political past
a boon or a burden for his presidential platform? And how accurate is the assump-
tion that Biden came to power thanks to African-Americans and Arab Americans,
who gave him an advantage over Trump? And is it true that Trump did not want
to “acknowledge we were facing a severe threat” due to the pandemic, which was
critical because it proved his “unwillingness to think about the implications,” as for-
mer National Security Advisor John Bolton argued in the film?*® Or do American
voters “appreciate a fighter, and they appreciate someone that they think is fight-
ing for them,” as Member of the House of Representatives Jim Jordan commented
on the thought?** The Choice 2020 is a cinematic attempt to find answers to these
and many other voter questions—within the coordinates of objective and subjective
evaluations. Kirk used a competently structured, carefully gathered material, and an
impressive array of interviews. The message of the film is not difficult to decipher, it
addresses the viewers with one simple question: with which of the candidates they
associate themselves.

Fig. 5. A caption of The Choice 2020*

% The results on Super Tuesday, when the greatest number of U.S. states hold primary elections, can have a
tangible effect on the outcome of the presidential election. On March 4, 2020, Biden was more successful than
expected in this stage, winning in 9 of the 14 voting states that voted.

" A quote from the commentary in the film, advancing the idea that each new failure in Biden’s career was
accompanied by his efforts to “get better” in the future.

 Aline from an interview with John Bolton, see: The Choice 2020: Trump vs. Biden (full film) | FRONTLINE [Video,
01:44:25-01:45:00]. Retrieved January 12,2022, from https://www.youtube.com/watch?v=7Icu6qupf40&t=130s
* A line from an interview with Jim Jordan, see: Kirk, M. (2020, June 16). The Choice 2020: Jim Jordan. PBS—
FRONTLINE. Retrieved January 12, 2022, from https://www.pbs.org/wgbh/frontline/interview/jim-jordan/

“0 See the image source: https://www.youtube.com/watch?v=Tlcubqupf40&t=4935s (12.03.2022).
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In the dynamic development and transformation of the American politi-
cal system, such notions as the presidency and leadership (which determines the
functioning of this institution) invariably remain the subject of study and reflection
for political scientists, sociologists and cultural scientists. The so-called concept
of a president as the best among equals remains basic American, consonant with
the tradition and the scale of social values. But voters’ requirements for a future
president are dynamic, and their variability depends on a set of circumstances. In
addition, the very content of the concept of presidential leadership as an equiva-
lent of effectiveness in the evaluation of the president is changing. For example,
the approach described by the American political scientist Fred Greenstein is quite
innovative in this sense. He believes that today’s successful leader president is not
someone who can be persuasive, as has traditionally been the case for decades.
The emphasis, he argues, should be shifted to the president’s ability to make effec-
tive use of his entourage. According to Greenstein, facilitators* can make a decisive
contribution to policy transformation without engaging in transformational leader-
ship* (Greenstein, 2009). Similar thoughts are expressed by other authors research-
ing the mechanisms of an effective presidency operating within the strict checks
and balances of a power structure. Michael McConnell’s book, The President Who
Would Not Be King: Executive Power under the Constitution, based on carefully stud-
ied historical sources, traces the stages of formation of such restrictions designed
to protect the system from the so-called imperial presidency (McConnell, 2020, pp.
95-213). At the same time, describing the difficulties faced by presidents in this re-
gard, McConnell writes, in particular, that Trump had to confront fierce resistance
from state institutions. This was a great contrast to his predecessors, and it may
have made his presidency weaker than it was under Bush and Obama (McConnell,
2020, p. 4).

The quintessence of the outcome of voters’ preferences for “their” candidate
usually boils down to such an established criterion of future effectiveness as the
combination of the rational (the total of positive expectations based on objective
facts) and the emotional (the public opinion formed under the influence of mass
media and film production).

Let us turn to specific examples of “one criterion” formed in the audience.

« Bill Clinton, who replaced George HW. Bush in 1992, came to the White

House on the back of the society’s request to withdraw from solving foreign

problems and focus on the American economy.

“Thetermis widely used in the English-speaking environment. Facilitator ensures the successful communication
in a group aimed at achieving a good comprehension of the objectives, the purpose of a discussion, etc.

“ According to the Transformational Leadership concept, a transformational leader (TL) is a person who is able
to inspire confidence and encourage the team in order to achieve tasks in hand through such positive influence
on people.
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« After the 9/11 attacks, George W. Bush, who came to power after Clinton,
declared the strategy of fighting against terrorism, which helped him gain
and maintain high ratings till the elections in 2004. He was re-elected with
the same idea: despite the spreading fatigue from the military démarches in
the Middle East, the public still demanded control over the points sensitive
forthe US.

« By the 2008 election, the demand for winding down military operations
had become more relevant, and public irritation with military spending and
tensions in the Middle East was growing. Barack Obama successfully ran the
presidential race promising to reset relations with the Arab world and expand
negotiation processes. Obama’s image as a peacemaker, backed by the Nobel
Peace Prize, eventually dried up in his second term.

« Donald Trump “came down the escalator of his luxurious Fifth Avenue high-
rise”in 2017 and headed for the White House with the image, paradoxically,
of “a man of the people,* intending to “drain the swamp in Washington,
D.C." (Peters & Woolley, 2016).

« Joe Biden defeated him in 2020, drawing on the potential of his reputation
as an experienced politician capable of measured and fair (a message which
mobilized the Afro- and Arab-American voters) decisions for a united Ameri-
ca—"“a beacon of freedom and democracy” for those craving for protection.

CINEMA AS A MATRIX OF ACTUAL TIME.* IN LIEU OF A CONCLUSION

Anintegral part of modern life is constantimmersion in the world of mass me-
dia—an intensively expanding system of communication. It is in this way—through
the continuous consumption of “media text”—that media culture is formed. Modern
Russian scientific knowledge definiens the essence of this process as “a special type
of culture of the information society, which is an intermediary between society and

* Aquote from The Choice 2020: Trump vs. Biden (full film) | FRONTLINE [Video, 1:10:38-1:11:39]. Retrieved January
12,2022, from https://www.youtube.com/watch?v=Tlcubqupf40

“ Like Andrew Jackson, the 7th President of the United States, an opponent of cronyism and elitism. Trump
deliberately cultivated the idea of associating him with Jackson and even hung a portrait of Jackson in his White
House office.

“ This refers to reforming the state apparatus. Trump made this a point of his election campaign (“get rid of
elitism”) and later put it in the reform plan for the first 100 days of his presidency. Mainly it involved his intention
to pass bills that would impose restrictions on lobbying by officials after their leaving the administration.

“ According to Tarkovsky, cinema is a way of directly capturing time. And at the same time, it is an opportunity to
reproduce this time on the screen as many times as one wants, to repeat it, to go back to it. Man has got a matrix
of actual time (Tarkovsky, 2002, pp. 155-184).
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the state, society and government” (Kirillova, 2005, p.7). Thus, the media text of the
contemporary postmodern era is a product created by the press, television, radio
and cinema. The specifics of the impact of “media messages,” i.e., media texts, their
accumulation and combination are an integral part of individual and collective ex-
perience (and memory) of modern society. In this regard, according to the famous
culturologist and film theorist Kirill Razlogov, “since the importance of screens in
contemporary media practices increases, the task of understanding their cultural
roles becomes urgent” (Razlogov, 2012, pp. 9-10). In his article of the same name, he
metaphorically called the screen a “meat grinder of cultural discourse” (Razlogov,
2012, pp. 9-38). By this we mean that the screen form of information presentation
as such is a “formative principle of modern media culture” (which is relevant in the
context of this article). In their turn, cinema and television are a “representation of
reality” (Razlogov, 2012, p. 14), laced with the information flow (“noise”), the seman-
tic filling of mise-en-scéne, the focus of the frame, etc. This is how the illusion of
reality, influencing the mass consciousness, is created. The correlation of cinematic
reality and common life can be however relative (precise or otherwise); it can be of
pseudo- or documentary nature; it can be filled with hidden meanings, agitation or
propaganda, or simulate fictitious meanings.

Based on the specific examples presented in this article, we can state that
the construction of the presidential image in the media space is firmly linked to the
ideological objective and, perhaps, is often subordinated to it completely (depend-
ing on the motives of the author). Thus, the film process and the images it produces
become part of a certain cultural and informational environment. This, in turn, sig-
nificantly affects the interaction between the society and the government. Screen
designing, including by means of cinematography, has the ability to most actively
influence the audience. Cinema evokes in the viewers a sense of authenticity, gener-
ates impressions and experiences related to personal life experiences.

As Yuri Lotman wrote, “a film is part of the ideological struggles, culture and
art of its era. In these respects it is related to numerous aspects of life lying outside
the text of the film, thus giving rise to an entire series of meanings which are often
more important to a historian or a contemporary than strictly aesthetic problems
might be” (Lotman, 1973, p. 30).

Creation of the narrative cine-text, according to Lotman, is the construction of
narration using cinema, thus reflecting “not only the general laws of all story-telling,
but also the specific features inherent in narration through the cinema” (Lotman
1973, p. 57). This determines the cognitive value and informational aspect of the
“cinematic narration.”

In this regard, the Trump era, which provoked an unprecedentedly high activ-
ity in film production on presidency, is of particular interest. It is remarkable that the
ratings of TV products on this topic on streaming television significantly exceeded the
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“consumption” indicators of wide screen films on the same subject. The specifics of
Trump’s presidency—with ideological separation within the administration, scandal-
ous resignations, political confrontations on painful topics (like immigration policy),
and racial and religious disunion of the nation—created a surge of diverse film in-
carnations of topical questions in the 2016-2020 American political cinematheque.*’

It seems that the tenseness of the presidential races during the last decade
hasincreased the importance of political cinema (both fiction and documentary) in
the American entertainment industry. It was also a direct response to the increased
demand for getting the information “right here, right now,” almost in real time.

Series about political subjects came to the fore and became a high-demand
ingredient of modern culture, capable of carrying an entertainment element and at
the same time giving an opportunity to comprehend (or illusion of comprehension
of) what is going on.

The presentation of film material has changed. In essence, it was a direct con-
sequence of the development of Internet and streaming broadcasting and video-
blogging,* providing a hypothetical opportunity for every user to shoot and upload
videos on topical subjects in real-time.

By the 2020 United States elections, the cinéma vérité (or close to it*) stylis-
tics of political documentaries gave way to a different technique used for creating
the image of a president. The frame space typical of the textbook realistic narration
and the dramaturgy of “simple things” has changed and began to absorb the speci-
ficity, dynamics and vigorousness of information presentation in mass-media. And
s0, the entertainment TV show content was built into the political documentary,
incorporating elements of mass pop culture. In this regard, it is important to men-
tion several other movies about politics in addition to the aforesaid films. Let us
mention briefly the most popular ones. Among them is the mini-series The Comey
Rule (2020), based on the memoirs of former FBI director James Comey, Supreme
Loyalty: Truth, Fiction, and Leadership (Comey, 2018). In detail and with documen-
tary precision, the film depicts the dynamics and drama of Comey’s decisions. His
name became globally known in connection with the investigation of Hillary Clin-
ton’s private correspondence, recorded on the office servers at a critical point in the
campaign against Trump.

Totally Under Control (2020) is a documentary film about the actions of the
Trump administration in the early stages of COVID-19 which resulted in the failed
activities of the whole US pandemic working group.

TIn 2020 alone, more than ten releases have been announced on this topic.

“tis pertinent to mention in this regard the involuntary “zooming” of everyday life during the pandemic.

“ Note that cinéma vérité as a special method of documentary filmmaking in its pure form has only existed for a
few years; the influence of its possibilities, however, is enormous—both on non-fiction films, and on journalistic
genres (reports, interviews, etc.).
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A popular series is House of Cards, which was released in 2013, during Obama
presidency, and lasted until 2019. It focuses on the unfolding intrigues around a
congressman treacherously deceived by a president, and the last season is devoted
to the twists and turns of political cuisine in the highest corridors of power and to a
female president (2018).

The Veep comedy series also first aired under Obama in 2012, and its final
season came out in 2019, during Trump’s term. Real-life election campaigns and
replacements of the US presidents generated the plot twists for the show as well.
And just like in the House of Cards, the last season brought the first American female
president into the center of the plot.

Finally, worthy of mention are films about the extravagant events of early
2021—the US Capitol attack and the armed protests in January. The most notable of
these was Trump’s American Carnage by Frontline about the crises and dissension in
the Trump administration that led to that final chapter of his presidency and “such
stunning but predictable events.”

These film messages about presidency were presented in a variety of ways,
either with thoughtful analysis of events or with mockery of them. It is noteworthy
that visualization of mosaicity of social and public discourses, mentioned in the ar-
ticle, coincided with a palpable viewers’ demand for a new stylistic approach to film
material. This encouraged the authors to use a more laconic technique of cinema
text, to focus attention on its information capacity, and to avoid undershoots in the
tempo-rhythm dynamics. But this is a topic for another study.

* * *

At the end of the 20th century, the image of a US president was most often
presented in the biopic form portraying their personality; the 21st century turned
this tradition upside down. And it is quite understandable: starting from George W.
Bush, each new head of the White House demonstrated a fundamentally opposite
position on questions related to both domestic and foreign policy than their prede-
cessor. Each incomer swung the political pendulum backward, contributing to the
split of the American society: George W. Bush—with wars; Barack Obama—with soft
socialism; Donald Trump—with national isolationism (so-called “a populist rhetoric
strategy”—Novoselova, 2020, p. 357); and Joe Biden—by encouraging immigration.
The people are in turmoil, and each dividing line is steadily associated with the im-
age and face of a particular president. That is why films with presidents as leading
characters are not so much about them as they are about how high is the “fever” in
the country, and the “temperature” is measured through certain interpretations of
the president’s image.

% See: Trump’s American Carnage (full documentary) | FRONTLINE [Video, 00:02:08-00:08:10]. Retrieved March 15,
2022, from https://www.youtube.com/watch?v=BVUs4dS30c0
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BBEJEHWE

OTobpaxeHne obpasa npeswvgeHTa CpeacTBamMu KUHO — Tpaguums, 3apo-
avBwascs B CLUA 4yTb N1 He ¢ nosiBeHneM KuHemaTorpada. 310 0ObsCHSeTCS
MHOXECTBOM MPUYYH,0fHa M3 KOTOPBIX—OCODbIN CTaTyCUHCTUTYTANPe3nAeHTCTRa
B CLUA. T1o cyTw, 3TO BCEHapOAHO 136VpaeMblil OAMH YenoBeK ¢ opMMpyeMon Um
KOMaH[OM, KOTOPbIA BO MHOTOM PaBHOBECEH LiefloMy KOHIpeccy. /IMEHHO OH ecTb
BepXyLUKa UCMONHUTENBHOM BNacTK B CTpaHe. B co3HaHMM aMepyrKkaHLUEeB MMEHHO
Npe3wvaeHT NepcoHndULMPYET U CUMBOAV3MPYET ONPefeneHHbI 3Tan B pasBuTum
CTPaHbl, ee yCnexu 1 npoBanbl BO Bcex cdepax — coLmanbHOM, SKOHOMUYECKOW,
MexayHapoaHow. MocneaHee nMeeT ocoboe 3HaveHve, Wbo co BpemeH Byapo
BunbcoHa (3aHnmMan nocT ¢ 1913 no 1921 rr.) aMepuKaHCKUiA Npe3vaeHT BOCNpU-
HUMaeTCs Mo TpaguuMK elle 1 Kak nuaep cBOBOAHOMO MUpa, rapaHT Tov YacTh
nNaHeTbl, rae YCTaHaBAMBAIOTCS M TOPWECTBYIOT [AeMOKpaTMyeckue LeHHOCTHY.
VIHbIMKM COBaMM, UMEHHO Mpe3uaeHTbl CBOMMK CpoKamu B Benom gome nuwyT
ncToputo AMepukm. Tak 6bi10 10 CUX NOP — TaK OCTAETCS U CeroaHs.

HeyamBuTenbHO, YTO hUrypa npesuaeHTa 4aBHO CTana KOHCTAHTOW, BaXHbIM
KNIOYOM  OAS1 pa3BUTUS KMHeMaTorpaducTamm camblX PasfnyHbIX CHOXKETOB.
/I — 4TO BaXHO — B CaMbIX Pa3NMYHbIX xaHpax. ECAu Korga-To B 3TOM «Mpe3n-
AEHTCKOM psiae» hunbMoB Npeobnagani 6aonukm, To CO BpeMEHeM KX CTaHo-
BMIOCb MEHbLUE — OHW OTTECHANUCH TPUAEPaM AN leHTaMU CMELLaHHbIX XaH-
pOB (TpUnnepbl/60eBNKN, OPUEHTUPOBAHHbIE Ha Guorpaduyecknii 63KrpayHa
peanbHoro npesugerTa). MpuMeyaTenbHo, YTO «Npe3naeHTCKMIn nockil» nepe-
MeCTUACS W B XaHP MaHTaCTVIKW: faxe B BbIMbILUIEHHOW CLEHapucTaMu peans-
HOCTV CTOfb YKe BbIMbILIAEHHbIA «Pe3nAEHT» CTAHOBMUTCS KtoYeBon hurypon
CtoXeTa — BCMOMHUM, HanpumMep, «ABpaam JIMHKONbH NpoTuB 30Mbu» (Abraham
Lincoln vs. Zombies, 2012).

OTMETUM KpaTKO HEeKoTopble ApYrue 3aMeTHble MNPUMEPbl «KMHOOTO-
BpaxeHWit» amMepuKaHCKUX Npe3naeHToB. Byapo BunbcoH — nepBblid npe-
3WAEHT, NPeACTaBAsBWMIA M CMMBONU3MPOBABLUVIA AMEPUKY, BbIUEALIYO K3
CaMoM30MALMN Ha MUPOBYIO MONUTUYECKYIO apeHy B KavecTse nwuaepa nareps
nobeautenelr B MepBolii MWPOBOW BOVHe, He bGbin 136aN0BaH MOBbILEHHbIM
BHUMaHMeM lonnusyaa. Camblid raBHbIn GunbM 0 Hem nossuacs 20 neT cnycTs
nocne ero cMepTu, B 1944 roy — «BunbcoH» (Wilson, pex. TeHpu KuHr). A noka3saH
oH 6bin nupepam CUIA 1 BenvkobpuTaHum BO Bpemsi BTOpoW KBebeKkckol

18-l npe3npeHT CLUA — 0fHa 13 CamblX MHTEPECHBIX 11 3Ha4MMbIX DUryp aMeprKaHCKon ncTopu XX Beka. ViMst
B. BunbCoHa, NPOoLUeALIEero X13HeHHbIN MyTb OT NpenofaBaTens, Hay4Horo Aestens — pedopMatopa cicTeMbl
00pa30BaHus 40 Npe3naeHTa CTpaHbl, aypeaTa HobeneBCKoit Npemmun Mrpa, MHULMaTopa AeMoKpaT3aLmm
NONUTUYECKIX MPaKTVK — BXOAWT B YMCNO Havbonee BANATENbHbIX IMYHOCTEN MCTOpUorpadui AMepuku. Cu:
Frail TA. Meet the 100 Most Significant Americans of All Time // Smithsonian Magazine. 2014, November 17. URL:
https://www.smithsonianmag.com/smithsonianmag/meet-100-most-significant-americans-all-time-180953341/
(nata obpallenns: 19.12.2021).
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KoHMepeHUMK (ceHTs6pb 1944 1), Ha KOTOPOK Py3BensT 1 Yepunnnb 0bcyxaanm
NNaH pacyneHeHns obpeyeHHoN Ha nopaxeHwve fepMaHnu. MpodeccroHanbHbIM
4yTbeM aesTenn fonnunByaa NoYyBCTBOBANM HapacTaBLUylo NOTPebHOCTb aMepu-
KaHLEB 1 aHrM4YaH B BOCCO3aaHuu obpasa npesuvaeHTa-nobeantens 8 bonblion
BoiHe. VI nonbiTannch cnpoeuvpoBaTh Yepe3 akpaH 06pa3 BunbcoHa Ha Pys-
BenbTa’.

Teopopy Py3BensTy NoBe3no 6biTb 3anevaTneHHbIM B KMHO- 1 Teneobpasax
6onblie: 0 HeM BbIWNO 12 MOAHOMETPaXKHbIX duabMoB (¢ 1942 no 2017 rr),
7 TenedunnbMOB 1 6 Tenecepranos.

YyTb MeHblle KapTWH 6biNo cHATO O [DroHe KeHHeau. AMepuKaHcKue
KWHOBebl ¥ KMHOOO03peBaTenu, kak npasuao, oTMeyatoT 10 3aMeTHbIX dhusb-
MoB 0 35-M npe3naerTe CLUA. Cpean Hux — brorpaduyeckas BoeHHas Apama
«MT 109» (PT 109) 1963 rofa, paccka3biBatollas O ero reponsme Bo Bpems Bro-
POV MWPOBOI BOWHbBI W MOMYYMBIIAS B CBOE BpeMs KPUTUYECKMe OLeHKM
3aarvorpaduio 1 OTKPOBEHHOE NponaraHANCTCKOe BO3BENMYMBAHME C MPULENOM
Ha nepewnsbpaHwue’® (Morgan, 2013), v «/bkoH ®. KeHHeaw. BeicTpens! B [annace»
(JFK, pex. Onveep CTOyH, 1991). 3TOT GWAbM CTan CobbITUEM Ha AeCATUNEeTUS
M 3aHAn 0coboe MeCTO B MaHTeOHe aMepyrKaHCKUX GUbMOB O MpesungeHTax
Kak He TOMbKO TMOKa3aBLUWMIA anbTepPHATUBHYIO WHTEpPNpeTaumio  cobbITUiA,
HO 1 NpPeBPaTUBLINIA 3TO U3NOXKEHNE B ODLIECTBEHHYIO NamMsaTb U BNWUTaBLWNIACS
B HaLlMOHaNbHyto KpoBb (Hornaday, 2021).

Puyapa HukcoH — 37-i npe3vaeHT AMepukin (1969-1974 rr.), yein obpa3
MaKCKMarnbHO aKTMBHO 3KCMNyaTMpoBancs FonnmnByaoM. HUKCOH CTan rnaBHbIM
repoem 12 MOMHOMETPaXHbIX (DUNbMOB, BKMOYAs TaKMe M3BECTHble Kak «Bcs
npesunaeHTckas patb» (All the President’s Men, 1976), 6aiionunk «Hukcon» (Nixon,
pex. Onnsep CToyH, 1995) u «MoyTax (The Post, pex. CtuseH Cnunbepr, 2017). 311
NIEHTBI BOWNW B CMIMCKM CaMbIX MOLLHbIX aMEPUKAHCKMX MOMUTUYECKMX TPUANEPOB
«BCex BpeMeH»* [ToMMMO 3TOro, 0 HUKCOHe CHAM 4 KoMeamu, cpean KOTOpbIX
caTupuyecKas KOpOTKOMETPaXKKa «/Itofn Kpr3Knca: nCtopus Xapsu YonnuHmrepa»
(Men of Crisis: The Harvey Wallinger Story, pex. Byau Annen, 1971), nBa Tenece-
puana u naTb JOKYMEHTaNbHbIX KapTWUH. Bce 3TU KMHOUCTOPUM HaMOMHSAWCh
CaMbIMX Pa3HOOBPA3HbIMK CMbICNAaMK, MOPON KOHTPACTMpys ApYr C APYroM
B OL|eHKax HVMKCOHa C MHOXECTBOM ero MONUTUYECKMX MAcoK.  3T0 nokasbiBaerT,
Kak C MOMOLUbIO 3TUX MPOTUBOPEUMBLIX MUMDUYECKMX UCTOPUIA M30b6peTaeTcs
4YBCTBO HaLMOHaNbHOM naeHTnYHoCTw (Frick, 2008).

2 ®paHknvH Py3senst (FDR) — 32-1 npeaugenT CLUA, 3aHnman noct ¢ 1933 no 1945 .

* KapTvHa 6bina BbINYLLEHa Ha IKPaHBI eLLe NPY KI13HN KeHHeau, 4T 6b110 HEOBbIYHO NS AMEPVIKY B TE FOfbl.
“The 25 Best Political thriller films // IMDb: site. 2012. May 30. URL: https://www.imdb.com/list/Is009001106/ (aata
obpaulerms: 19.12.2021); Susman G. Democracy ‘n’ Action: 25 Powerful Political Thrillers // Entertainment Weekly.
2015. Jan. 27. URL: https://web.archive.org/web/20151130012953/http://www.ew.com/gallery/democracy-n-
action-25-powerful-political-thrillers (naTa obpatieHus: 19.12.2021).
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MoTpsiceHneM Ans MHOTMX aMepuKaHLes cTan npuxoa 8 2016 roay B benbii
[OM «HecTaHgapTHoro npesugerTa» [. Tpamna. CobcTBeHHO, OH nonan Tyaa Bo
MHOrOM bnarofaps TeneBnAeHNo, Tenewoy. Yke Ha CaMOM paHHeM 3Tane npea-
BbIOOPHON TOHKM OT HEro AWCTaHUMPOBANCS YyTb W HE BeCb UCTEBNUWIMEHT
PecnybnukaHckoi naptum. Ho Gnaropapst YHUKanbHOMY MOMYAW3MYy W YMeNbiM
MaHUMNYNAUMSM BU3yanbHbIMA CPEACTBAMU KOMMYHMKALMA OH [OCTAT Lenw.
BocnpensTcTBOBaTh €ro BTOPOMY CPOKY BO BNacTu, «BblbWTb» ero u3 benoro
AOMa CTano BO3MOXHbIM BO MHOTOM 6arofiapsi MOWHOM MOBUAM3aLmMy «<oaen
KWHO, TENeBWAEHMSs, WHTepHeTa». TaKoBa HOBas «BW3yanbHO-NMONAUTUYECKAs»
peanbHoOCTb.

Llenb paHHOW cTaTbM — NPOCNEAWTb M MOKa3aTb TECHYH B3aMMOCBS3b
MeX [y NpoLeccamu, CB3aHHbIMU C peanbHbIMK BbIBOpaMy raBbl aMepuKaHCKoi
UCNIONHUTENBHON BNacTu (C yHKUMSMKU [NaBbl roCyaapcTBa), U MeAunHbIMU
KOHCTPYKLMSMU, BbICTPaMBaeMbIMU KrHeMmaTorpaducTamy B XaHpe MnoamnTu-
4eCKOro KMHO, KOTOPOE SBNSETCS 06EKTOM HACTOSILLEr0 UCCe0BaHS, NpegMeT
KOTOPOTo COCTaBASET aHaNN3 aHPOBO-Pa3HOOBPA3HOIO M MOANTUYECKM MOTUBH-
POBaHHOMO KMHOKOHTEHTA.

«KOKEP»-2019 KAK MAPKEP AMEPUKAHCKOW
«3MOXWN MACCOBbIX PACCTPE/IOB»®

3a rog fo npesuaeHTcKkux Bbibopos B CLUA «Tpamn vs baviaeH» cTyaus
Warner Brothers BbinycTuna B NpoKaT NCUXONOrnyeckyto apamy «/hokep» (Joker,
pex. Toaa dunnunc). dunbm Boiwen B okTabpe 2019-ro — nocneaHen aexane
«IMXOPaN0YHOTO HOBOCTHOMO roAa», KaK XapaKTepu3oBanu ero amepuKaHcKue
CMM (CNN, 2019). MHbOPMaLMOHHbIM (BOH NOBCEAHEBHOCTM B 3TON CTpaHe
AeVICTBUTENbHO YacTO OMpaYvancs «CTUXMMHbIMK beacTBUAMMU». Ha ypoBEHb Ha-
LMOHaNbHbIX HOBOCTEN BbIXOANAN TO MPUPOAHbBIE NOTPSACEHNS (Pa3pyWNTENbHbIN
yparaH, Ba/pl NpoHocuBLIVecs Haf Oralio U HEKOTOPbIMY APYrUMU WTaTaMu),
TO BHYTPUNONUTMYECKIME (MpoLIecC MMNMYMeHTa TpaMna, Hauano Npe3naeHTCKO
FOHKM, CMEPTOHOCHblE CTpenbbbl B 0OLIECTBEHHbIX MECTax Ha no4yse HGbITOBOM
Y pacoBOV HeHaBMCTK®). MocnenHee M3 NepevncneHHbIx ObI10 WOKOM Ans ame-

° OnpenesneHne aMeprnkaHCKoro couponora 1 npodeccopa YrofoBHOMo Npasa yHuBepcuTetTa MUHHECOTbI
[hxeiimca [leHcnw (Peterson & Densley, 2021).

¢ VIMeeTcs B BULly Psifl CREYIOUIMX MHLIEHTOB:

« CKaH[an B Havane rofia BOKpyr aktepa [pkyccu CMonneTta — adhpoamMeprkaHCKoi 38e3/pl, Hanbosee n3sect-
Horo no Tenecepuany «Mmnepusi» (Empire), a Takxe no pabotam 8 Tenenpoextax KyvHH (Alex Haley’s Queen), «Ha
Moei nnowwaan» (On Our Own), «PeBaHw» (Revenge), «Mpoekt Munamn» (The Mindy Project). CMoneTT yTBepxaarn,
4TO Ha Hero BblI0 COBEPLIEHO HaMafieHne B CBS3N C KDUTUKON PACUCTCKX BbiCKasbiBaHuil [loHanbaa Tpamna
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PUKaHLEB, BbI3BaB, BBMAY MHOXECTBA WMHUMAEHTOB W EPTB, MOBbILEHHYIO
TPEBOXHOCTb. MccnefgoBaHns B pamkax NpoeKTa no NpefoTBPaLLeHio Hacuaus
C NPUMeHeHNeM OrHECTPeNbHOTO OPYXMUsS HaLOHANbHOMO MHCTUTYTa KCTULMM
noaTeepxaany onaceHns: B8 2019 rogy B CLUA duKcMpoOBancs camblii BbICOKMIA
nokasaTtenb NofobHbIX NpecTynaeHnii 3a nocneaHue 50 net — 41 HanageHue
(The Mass Shooter Database Version 3.0, 2021). Mo onpegeneHuio oaHoOro un3
aBTOPOB MpoeKTa, Npodeccopa COUMONOrMM 1 YroNOBHOMO Npasa YHMUBepcuTeTa
MuHHecoTbl [xeiimca [leHCnn, 3TO bl MPaYHblii PEKOPA «3N1070, Pa304apoBaHHOMO
obuiectsa» (Pane, 2019).

TakuM 00pa3oM, BbIXOf Ha 3KpaHbl AMEPUKM MCUXONOrMYEeCKOW Apambl
«[brokep» O TparMyecKkn HeCcHaCTHOM, HE3OOPOBOM YenoBeKe, BbibpaBLieM Hacw-
NVie B Ka4YeCTBe OTBETa Ha CBOW XU3HEHHbIE YHIDKEHWS, YAMBMTENbHbBIM 0Bpa3om
COBMan C OCTPbIMY OBLLECTBEHHBIMU AVUCKYCCUSMY BOKPYT MPUYKH W MOCNEACTBUN
HebbIBANOro BCnaecka Hacuus B cTpaHe. MiHTepec 3puteneit k hunbmy, «coupato-
LeMy C TOMKy», MO METKOMY 3aMeyvaHuio KMHOKpUTYKa Tpasuca buHa’, okazancs
HEBepPOSTHO BbICOK, a OLIEHKN — BeCbMa pa3HoobpasHbl.

BOKC-O0DWC  KapTUHBI MOpaxan CTPEMUTENbHbIM POCTOM  (haKTUYeCKM
exenHeBHO. B nepBbIi e aeHb OHa cobpana nopsaka 40 MAH [0NNapoB, Yepes
NaTb aHen — noyTu 120 MAH, Ha duHKuwe npokaTta (Tonbko B CLUA v KaHape)
nocTynneHvs npesbicuan 335 MaH®. KapTwHa Bbllna B AvAepbl NOCNeaHero
pecatunetTns u caenanack 6nokbactepom. CTOMb BbICOKMIA MHTEPEC K 3MOLMO-
HaNbHO V3HYPUTENbHOMY hDUABMY, MONHOMY CTPafaHW 1 NCUXONOTUYECKOrO Hag-
pbiBa’, CTaN HEOXMAAHHOCTBIO faxe Ans PykoBOACTBa WB, anpuopu peluvBLimnx
NOACTPaxoBaTbCs CTOPOHHMMU MHBECTOPaMK®. Tpnymd «[hrokepa» —oanHHaauaTs
HOMUHaLUWIA Ha npemuto «Ockap» 1 BUHAHCOBbIA oNuMN. [leBATU3HaYHas Kacca
B MMPOBOM npokate (1,07 Mapa Ao, Npu brompKeTe KapTuHbl B 55 MH) 03Havana,

+ Befble MyX4MHbI M3BMAK €ro, BbIKPMKIBas TPAaMMOBCKIA N103yHr MAGA (Make America Great Again — Caenaem
AMEpUKY BHOBb BENMKOM);

« cTpensba Ha racTpoHomuyeckom ectrigane 8 CaH-Xoce (wrat KanudopHus) 8 vtone. BoopyxeHHbIN Myxy1Ha
youn Tpex Yenosek v paHun 17;

+ MaCcCoBOE YOUICTBO CTPE/IKOM-OMHOYKOM B TOProBOM LieHTpe B 3nb-lNaco (wTat Texac) B aBrycre. 23 yenosexa
nornbam 1 22 Nony4unu paHeHns;

+ aHANOMMYHbI MHUMAEHT B aBrycTe xe B ropope [eiToH (wrat Oraiio) — norv6no 10 4enosek, 27 paHeHsbx;

+ NepecTpefka B Marasute nonynsipHoit cetn Walmart 8 CayTxeliseHe (wtat Muccucuny) — agoe norubuvx,
OfIVH PaHEHbI.

"Bean T. Joker. People praised Joker for its striking commentary on America // Tw. 2019. May 29. URL: https://
twitter.com/tl_bean/status/1266390420273192960 (nata obpalyeHyis: 16.12.2021).

¢ Joker: crime drama film / director T. Phillips. 2019. 122 min. // Box Office Mojo by IMDbPro. URL: https://www.
boxofficemojo.com/release/r252151297/ (nata obpaluerms: 16.12.2021).

° OTHeceH K KaTeropuu R — Restricted, 4To HanaraeT orpaHyyerus Ha NpocMoTp Ans 3puTeneit o 17 ner.

1 PykosogcTao Warner Brothers He prCKHY10 BO3NOXMTE (D1HAHCOBbIE PUCKM LENVKOM Ha CBOIO CTYAMIO U pa3-
[eNNN0 WX C MHBECTOPaMK Co CTopoHbl — BRON Studios 1 Village Roadshow.
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4yTo 6nokbacTep «BpemeH Tpamna» obouen CBepXMonynspHbiX MNPeaLecTBeH-
HUKOB — «b3TMeHa» 1 «TeMHOro poilaps».

OO6LLECTBEHHbIA OTKAMK Ha «CaMblii CMOPHbIM hunbM roga» (Cavna, 2019)
M Ha MOCTYMKKX «3aragoyHoro 3aofest ¢ NpobaeMamu NCUXMYECKoro 300pOBbs»
pacLIMpsncs NPOMOpUMOHaNbHO HAapacTaHMID KaCcCOBOTO yCnexa KapTuHbl — Mo
ABYM HanpaBneHusM. MepBoe yBs3bIBaNOCh C MOSICHEHMEM pexuccepa uaen
KapTuHbI: «[DKOKep» — 3TO He KMHO O 31104ee, a HaobopoT — «DunbM 0 o0bpoTe
W YenoBexomobum»it, B 3ToM acnekte 3dheKT OT BO3AENCTBMA KapTWHbI Ha
3puTenein NposiBAsSNCS B YPOBHE MOHVMaHUS/COYYBCTBUS/OCYKAEHUS (aHTu)re-
poto. Ho Ham BaxHee OTMETUTb BTOPOE HamnpasneHue AUCKYCCUIA. A MMEHHO TO,
4To cam aKT AvameTpanbHO MPOTUMBOMONOKHOIO AMCKypca OBLLECTBEHHOTO
BOCNpUATAS punbMa Bbi3biBaN B COLUMYMe HOBbIE BOMPOCHI W M3ymneHue. He-
PEMKO 3TO PE3KOE PACXOXKAEHNE YBA3bIBANOCH C OOLLEN OLEeHKOM TEKyLLEN BHYTpU-
NOANTUNYECKOV 0BCTAHOBKU U «KNVMMATOM», BOLLAPUBLIEMCS B AMEPHKe C MPUXOLOM
Tpamna B benblii goM. MposiBUACS pa3noM No MONUTUKO-MAe0NOrMYecKon nu-
HUM. dunbM OyKBaNbHO CTONKHYA PacCyKAeHUs KpaliHe NeBblX, 06nMyaBLimnx
«coumanbHble Hemyr» AMEPUKM B KayecTBe HeMUHYeMblX MNOCNeACTBUIA «3MOXM
KanuTanuaMar, C NpaBbIMK pagvikanamy ¢ NpUCYWMM UM HabopoM BO33peHuit
B Ayxe «OblIoro BenuuMs» U «CNaBHOMO MPOWOro AMepuKm». CTOPOHHMKM
LEHTPUCTCKUX MAEN «MOCTAEMOKpPATUM» 3asBNSNW, YTO Ha 3KpaHe OTpa3uncs
Lenbiii psia HeraTBHbIX 3MhEKTOB pa3pylieHus «banaHca cun Mexay TpyaoM
v kanuTanom» (Kpayy, 2010, c. 35-46).

OCKapOBCKMIN naypeat, KWHOLOKYMEHTANUCT M fAemokpaT Mankn Myp
C XapaKTepHbIM 3MOLMOHAa/bHbBIM HaKanoM Ha3Bas KapTUHY 3epKanioMm, B KOTOPOM
amepyKaHLbl MOTYT yBUaETb cebs 1 HblHelHee 0bLWeCTBO, @ BOMPOCHI, KOTOpbIe
NOAHMMAIOTCS KMHeMaTorpaduyeckum WeaeBpoM v BaXKHbIM (DUABMOM, CHATbIM
B BaXKHOe Bpems — MyboKMMU U HeobxoaumbiMu. Mo Mypy, 370 dunbM He
o Tpamne. Peyb naeT ob AMepuKe, KoTopas ana Ham Tpamna, 06 AMepuKe, KoTopas
Honblie He YyBCTBYET HEOOXOAMMOCTM MOMOraTh U3rosM 1 06e3001eHHbIMY,

AMepUKaHCKME KUHOKPUTUKM BTOpWUAM Mypy, nogMedasi NpuCyLLyto Bpe-
MeHW nTepaumto obpasa: «Celivyac — B rogbl TpaMna — “[Prokep” OTpaxaeT Halle
yBfeveHne MoHcTpamu. [hxokep ... 60onblie NOXOX Ha HabpOCOK, HanmMcaHHbI
Ha cnepytollee yTpo Nocne NpesnaeHTCKMX Boibopos 2016 T., KOraa XypHanuUcTb
CTPEMUNNCH PaclIMGPOBATh, MOYEMY TaK MHOTO aMeprKaHLeB 06paTUANCh K ve-
NOBEKY, KOTOPOro OHW He 10 KoHUa NoHumanw» (Borrelli, 2019).

* Chichizola K. What Joker Is Really About, According To Director Todd Phillips // Cinema Blend. 2020, Jan.06. URL:
https://www.cinemablend.com/news/2487838/what-joker-is-really-about-according-to-director-todd-phillips
(nata obpatlerms: 20.12.2021).

2 Moore M. Joker: Michael Moor Writes Tribute to Todd Phillips’ Cinematic Masterpiece // Variety. 2019. Dec.18.
URL: https://variety.com/2019/film/awards/michael-moore-todd-phillips-joker-1203446280/ (nata obpalyeHns:
14.01.2022).
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B cBEeTe 3TUX CY)KAEHWIN CTOUT OTMETUTb, YTO COBCTBEHHO 06pa3 [xokepa
3a 80 NeT cyLLecTBOBaHNS B aMEPUKAHCKOM KMHO 060raTuCs LONONHNUTENbHbIMM
cMbicnamu. LLiarHyBLINIA 13 KOMUKCA Ha 3KPaH repoii B Ka)Kao HOBO KUHOBEPCUY
obpeTan gONoAHUTENbHbIE Ka4ecTBa. M3 KomeamaHTa UM NpoTHBHMKA b3TMeHa
(B ponu hrokepa — Cecap Pomepo, 1966 I.) npespallancs B ncuxonata-raHrcrepa
(xex HukoncoH B Bepcum «batMeHa» TuMa bepToHa, 1989), 3aTeM — B NCUXUYECKH
HeYpaBHOBELIEHHOTO K/IOYHA C HAKNOHHOCTAMK TeppopwucTa (B «TeMHOM pbila-
pe» Kpuctodepa HonaHa, B ucnonHeHuu Xuta flepxepa, 2008), nanee — B 3KCTpa-
BaraHTHoro 3noges ([xapen /leto B «OTpsiae camoybuiity [3suaa diiepa, 2016)
W, HaKOHel, — B U3r0s, MOPOXAEHHOTO TPaBMaMu v OBLLECTBEHHbBIMY MOPOKaMK
(«[Drokep», B rNaBHOW ponu XoakuH deHukc, 2019).

«4yBCTBO 6e3yaepKHOro CBOOOAHOrO MafeHWs B MopanbHoe HGaHKPOT-
CTBO — CaMOe XapaKTepHOe Ka4yecTBO 3Moxu Tpamna, — Pe3toMMpoBan BAUSTENb-
HbIA XKypHan “Vanity Fair”. — KTo 3ToT [KOKep Kak He KNOyH, KOTOPbIA nocnaH
CBOAWTH C yMa Becb Mup?» (Robinson, 2019).

CATUPA HATPAMNA

NeHTta «[Hrokep»-2019, CYUHOCTHO BblWEAWas 3a pamKu 3asBNEHHOM
CTYAMe NCUXONOTUYECKO fipaMbl, OTHACTU cefanacb HOCUTEeNeM MoanTUYec-
KOro 3asBneHus, MakTUYecky ornacuna NpuroBop anoxe Tpamna. [a u camomy
amMepyvKaHCKOMY Mpe3naeHTy [ocTanoch. Tem 6onee 4To cBsika «Tpamn —
[xokep» cyllecTBoBana 1 o 37oro hunsma.

Macky He COBCeM afileKBaTHOMO KNOYHa MHOTOKPATHO «MPUMePSny» Ha 45-ro
npeswvaeHTa CLUA Ha TeneBmaeHnn. Hanbonbliyto M3BECTHOCTb NOAYYMAA X1eCTKas
napoavs Ha Tpamna, nosiBMBLIasAca B Hadvane 2017 rofa nocne ero MHTEPBbIO
OAHOMY W3 TenekaHanoB. Peub wWna o6 wvMMUrpaHTax; Tpamn BbICKa3blBancs
B )KeCTKOW hopme, 06OCHOBbLIBAS CBOE pelleHue Y3aKOHUTb OrpaHUyeHus Ha
Bbe3n B CUIA rpaxaaHaM cemu MycynbMaHCKux cTpaH (Presidential Executive Or-
ders 13769, 13780: Protecting the Nation from Foreign Terrorist Entry into the Unit-
ed States, 2017). IHTepBblO WNPOKO OBCYyXAaNOCh — NO3WLMS Npe3naeHTa no
«MyCynbMaHCKOMY HaHy» Bbi3Bana B OCHOBHOM HeraTWBHYIO peakuuio, KpUTUKa
nocnefoBana peskas, penauky TpaMna Ha3Banu «3104eCKUMIM», MPO3BYYaBLIN-
MM NOYTYM KaKk 13 yCT [hxokepa 3 «TeMHOro peitaps». [onynspHoe TeneBnsnoHHoe
The Daily Show cnapogupoBano 3Ty 6ecefly, KOHTEKCTHO W TeKCTyaNnbHO CBS3aB
Tpamna c [hxokepom, To eCTb Nokasas «TpaMnar, 3arpuMmMpoBaHHoro nog xokepa
VI TOBOPSALLEro B @aHaNOMMYHOM «KPOBOXAAHOW» CTUAUCTYIKe: «B Mupe — Bappaak.
Mup HaCTONBKO 3071, HACKONIBKO BO3MOXHO. MUP — 3710€ MeCTo».
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Puc. 1. Kagp 13 napoguu Ha nHTepsbto Tpamna TenekaHany ABC News;
ony6anKkoBaHo BxypHasne «Hollywood Reporter» 29 sHBaps 2017 r.13

Cnefom 3a 3TuM, B KOHUe aHBaps 2017 r, napannens Tpamn-[xokep
BO3HMKMAA BHOBb. Ha 3TOT pa3 — B CBS3W C HaKPbIBWWM MNPaBUTENbCTBO
(bVHaHCOBbIM WaTaayHoM™, Kpu3nc B ovepeaHOW pa3 paspasuncs Ha nodyse
pa3Hornacuii No MMMUrPaLMOHHOW NoNUTKKe — AemoKpaThl B CeHaTe 1 KoH-
rpecce 3aTOopMO3uNn hUHAHCMPOBaHWeE CTPOUTENLCTBA 3arPanTeNbHON CTeHb
Ha rpaHuLe ¢ Mekcunkoit. Tpamn noageprcs 0bCTpyKUMK 3a 6e30eincTBue, MyCTyIo
bpaBagy, «TonaHbe Horamw» K «abCoMOTHYIO HECnoCOBHOCTb CMpPaBUTLCS C
obeuanusamm» (Trump’s Shutdown Was a Cruel Joke, 2019, Jan. 25). «4 noxox
Ha MapHs C nNnaHoM?» — U3AeBaTeNbCKM Nacka MeM, BO3HUKWWK CRefoM
32 3TUM PUHAHCOBO-MOANTUYECKIM CKaHAAN0M, CBS3biBasi Tpamna, ero pUuTopumKy
¥ MOHoMOT [hxoKepa Bce C TeM xe «TeMHbIM pblliapem».

Puc. 2. doTonnntocTpaumm K nybnukauum B «Intelligencer» ot 23 siHBaps 2019+,
oTChblnatLme yutaTenei K GuabMy-«nepBOUCTOUHNKY»
pasbl Tpamna-Ixokepa «5 NOXOX Ha NapHs C NIaHOM?»'®

B UctoyHuk n3obpawerns cum.: URL: https://www.hollywoodreporter.com/movies/movie-news/donald-trump-
defends-immigration-ban-as-joker-surprisingly-seamless-parody-969678/ (nata obpaluerus: 12.03.2022).

“ [llaTaayH (shutdown) — nprocTaHoBKa paboTsl rocyupexaeHnii, huHaHcpyemsix KoHrpeccom. B nepriog
npesuaeHTcTBa Tpamna obbsBasncs ABaxasl — B sHeape 2018 roga v 8 fexabpe 2018 - despane 2019. Oba
pasa Kpu3MC NpOoK30LWeN 13-3a Pa3HOMaCKil AEMOKPATOB 1 PecnybInKaHUEB NO 3aKOHOMPOEKTaM B CBS3M
C NPOBOAMMOI AMUHUCTpaLyelt Tpamna MMMUTPaLIYIOHHON NOANTUKOIA.

B Uctounnk nsobpaxeruns cm.: URL: https://nymag.com/intelligencer/2019/01/trump-ransom-shutdown-do-it-
again-hostage-negotiation.html.7 (aata obpalyerus: 12.03.2022).
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CaTnpuyeckme Bbinadsl NPOTUB Tpamna, OCHOBAHHbIE Ha M3BECTHbIX KMHO-
CIOKeTax U KMHOOobpa3ax, npecnefoBant ero Ha NnPOTHKeHWIN BCeli Npe3naeHTCKOM
KageHuumn. Havano atomy 6bino nonoxeHo B 2016 rofy: HakaHyHe Bbl6OpOB
Beb-nnatcopma Funny or Die'® BbinycTuna 50-MUHYTHBIA KOMEANAHbBIA DUbM-
NapoAVio Ha ero NTepaTypHbIn baonuK. GrnbM «MCcKycCTBO 3aKN04aTh CASMKN»
(Donald Trump’s the Art of the Deal: The Movie, pex. Myxepemmn KoHHep) bbin CHAT
B YCNOBWSX MOMHOM CEKPETHOCTY, pa3MelleH Ha MomynspHOM CTPUMMUHTOBOM
pecypce Netflix 3a 3 Mecsila 40 BbIGOPOB U He OCTancs HesameyeHHbIM. [PKOHHM
[enn, nepeBonnoOTUBWMIACS B Tpamna, Cbirpan «COBEPLIEHHO Cymacliefer,
Kak 3aMeTun raBHblin CTyaniAHbIA pegaktop OyaH Bepk (Lee, 2016). 310 6bIN10
3a6aBHO, TaNAHTANBO 1 AOMONHUTENBHO MPUBNEKNO K (DUNbMY HEMANO 3pUTENei.
Mo oT3biBaM, caTpa Ha Tpamna He 6bina 6e3ynpeyHa, mectamn — rpybosata u3-
3a OpyTanbHOCTY LUYTOK «HYDKe NOsiCa», OQHAKO rPOTECK nonagan B Lenb. «LLyTku
HaCTONBbKO TOYHBI, YTO cenany abCoMoTHO MOHSATHBIM, Y4TO 3a YenoBeK 3TOT
Tpamn», — nucanu 3puTen B OT3bIBaX Ha MONYASPHbIX arperatopaxt’. Penavku
dunbMa UMTMPOBANWCh, HEKOTOPbIE CTanu BUPYCHbIMU. K npumepy, Takas:
«5 Bcerga Ha TenedoHe, faxe ecn Ha Apyrom KOoHLEe NPOBOAa HUKOTO HeT». nu:
«Y MeHs Bbln COBCTBEHHbI BbeTHaM — MHe BCe MPULLINOCh HauyMHaTb C HyNs.
Y MeHsi He OblNo HWYero, KpoMe pybalikn Ha CnuHe W HeboNbLION CyMMbI
B MUIVIOH JONNAPOB OT MOETo OTLa».

CueHapuii dunbMa «/ICKycCTBO 3aKMtodaTb CAENKM» Obin BbICTPOEH yBe-
KaTenbHO, KOMMO3MLUMOHHO nepenneTasch C OfHOUMEHHOW bBrorpathuyeckon
KHurovt Tpamna (Trump: The Art of the Deal, 1987). [leiicTBMe CBOAMNOCH K Bene-
pe4nBomy MoHonory 40-netHero Tpamna o cebe camMOM K CBOEM MyTW K yCrexy.
OcHoBHol nathocpacckasa,obpallieHHOro KCay4anHoMy CAyLIaTeNto —ManbymLLKe,
3abexaBlieMy K Hemy B KabWHET, cracasicb OT MpecnefoBaHNs OXPaHHWKa, —
3aKYancs B He3aTelnuBoOM, HO 3HauMMoW (ans m3bvpaTens, CMOTPSLIEro
unbm) maee®, CTaBunoCh LeNblo AOHECTU [0 3puTens (M3bupatens) MbiCib
0 TOM, 4TO Br3HecMeH Tpamn yxe 1 B 40 NeT HbiN NMMYHOCTbIO, HEe 0BpeMeHeHHO
MBICNSIMW O HOPMaXx 3TVIKM W Mopanu. Ha nyTu K CBOEN Lenu OoH 3aeicTBOBarn
ntobble cpeacTBa, BKOYas bned, 0bmaH, Noanor, NoaKyn, 3anyrusaHue.

1 Beb-nnatcdopma «Funny or Die» 6bina 3anylueHa KaK caiiT, Npon3BOAALLIA KoMeauiiHble BiAeo; ¢ 2011 roga
pacWKpKack v Tenepb NO3MLMOHMPYETCS el U KaK TeNne- v KUHOMPOU3BOACTBEHHAS KOMMAHNS.

" Donald Trump’s the Art of the Deal: comedy film / director J. Conner. 2016. 50 min. // Rotten Tomatoes. URL:
https://www.rottentomatoes.com/m/funny_or_die_presents_donald_trumps_the_art_of_the_deal_the_movie
(naTa obpaluerms: 11.01.2022).

8 Hamex Ha peannTy-Lwoy «Y4eHunk» (The Apprentice) u «Y4eHuk 3HameHnTocTu» (The Celebrity Apprentice), koTo-
pble Tparcnposan Tenexkaran NBC. Tpamn sen nx ¢ Havana 2000-Hbix Ha NpOTshKeHK 14 ce30HoB. Loy npoasu-
rano Tpamna KaK yCnewHoro Br3HecMeHa «C POCKOLHbIM 0BPa30M XWM3HW». Briorpadsl NOArakoT, YTO UMEHHO
3TV WOY «BbITHYNN» Tpamna B KOHLE KOHLIOB 113 AONTOBbIX Nepeapsr 1 CAenanyi ero uMsi OpeHaoM.
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Mo dopme 310 6biN «dUnbM B GUabMe», SKOBbI CHATLIA camMuM Tpamnom
0 cebe, N0 CBOEMY CLEHapWI0 U COBCTBEHHbIM AKTEPCKUM KaCTUHIOM. TONbKO
CayH[-TpeK OblN MCMNONHEH He UM, «HO Tpamn Mor Obl ClenaTh 3TO Ny4Lle», po-
HUYHO 3HAYMNOCh B TUTPAX.

Puc. 3. Kagp 13 punbma «McKkyccTBO 3aK04aTh CAENKU»Y

fodbl, O KOTOpbIX «Tpammn» B HapOYWUTO XBACTIMBbIX WMHTOHAUMSX pac-
CKasblBaeT B TenedunbMe, B peanbHOCTW HacTosWero Tpamna 6blav NoNHbl 3Ha-
YUMbIX AN Hero cobbITUIA. 3TO BblN BYPHBIN NEPUO ero BXOXKAEHUS B «BbICLIYIO
ANry» AenoBoro MaHxaTTeHa. 370 6bINO BpeMs ero HeNOCPeACTBEHHOTO Y4acTHs
B OOMbLIMX CKaHAaNax, PUCKOBaHHbBIX aBaHTIOPax C TaK Ha3blBAeMbIMU «MyCOp-
HbIMW» obAUraUMaMU, cyaebHbIX TKbax® 1 TECHOTO B3aMMOAENCTBUS C TaKUM
4esI0BEKOM 3710BeLLEN penyTalmm, Kak anBokaT Poit KoH. ToT, B cBOO ouepefp,
BOLWEN B MOMAUTUYECKYIO UCTOPWIO AMEepUKM Kak BecnouiafiHbli, nuueMepHsii,
«AbSIBONBCKUIA MHKBU3UTOP» — CMOABWMIKHUK ceHaTopa [hko3eda MakkapTu?.
C Tol nopsl UMs Tpamna yBA3anocb C UMeHem KoHa HaBe4HO: creunduky
[eNoBO xBaTkM Tpamna 4acTo OOBACHAAM NPSMbIM BAUSHMEM afjBOKaTa Ha
(hOpPMMPOBaHME Er0 MUPOBO33PEHNS, TaK e Kak MHOT1e NMOAUTHYeCKMe pelle-
HUs Tpamna — CNeacTBreM AaHHoro dakxTa ero buorpacdun.

B Yctounmk n3obpanerus cm.: URL: https://www.youtube.com/watch?v=NOB7dkuatG (nata obpauierus: 12.03.2022).
% Ams Tpamna BbiN0 CBA3aHO B TOT NEPUO — B NEPBYIO 04epeb — C TaKVMMU MPaHaMO3HbIMU NPOEKTaMI KaK
3asBNeHHOE UM «BOCbMOE YYf0 CBETa» KasuHo Tamk-Maxan 8 ATnantnk-Cutu (Trump Taj Mahal) u pockoWwHbIM
58-3TaxHbIM Heb0CKpeboM Ha MATol aseHio B Hbio-Mopke, Ha3BaHHOMO UM B 4eCTb caMoro cebs. dakThl Toro,
4TO ANst 3aMyCKa KasuHo Tpamn 3afe/iCTBOBaN MexaHU3M Tak Ha3blBaeMblx «6pPOCOBbIX 06AMraLNii» — T.e. 06-
JITAUMIA C BLICOKMMI JOXOMI0M, HO C KDEANTHBIM PEITUHIOM HKE HBECTYPOBHS, a NS NOCTPONKI CBOEH 3Ha-
MEHMTOM BaliHU CHEC NaMSTHIK apXMTEKTYpbl — 3aaHue «Bonwit Tellers, Bkntodas bapensedbl ap-aexko — earo
0bbIrpbIBaETCS B TNehmIbME.

2 [Iwo3ed MakKapTh — ceHaTop-pecnybnnkaHeL, KpaiHe Npasblx PavkanbHbIX B3MMSLOB; C €70 UMEHeM CBs-
3aH TaKoM Neprof B UCTOPUM AMEPUKN KaK «MaKKapTV3M» — 3HaMEHWTas «ox0Ta Ha BeflbM». ITO BNMsTENbHOE
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OTKYJA B34/1CA TPAMI: TB-BEPCUA

V13y4eHne KvHOMaTepuana Ha MnpegMeT OCMbICTEHVS SBAeHWs «Tpamn-
Npe3naeHT-TPamMN13M», CHATOrO He B CaTMpUYeckon GOopMe, @ B CEPbE3HOM Kilto-
Ye, MOMO Obl CTaTb TEMOW OTAENbHOMO WCCNEAOBaHMUS, BBUAY BNe4aTnsiollen
AOKYMEeHTanbHOM dunbMorpadun. B pamkax faHHOM CTaTbM OCTAHOBWMCS Ha
Hanbonee 3HauMMbIx paboTax. Cpean HUX — UAbM OCKAPOHOCHOMO pexumccepa
Maiikna Mypa «®dapeHrent 11/9» 1 cepuan Frontline (pacnpoctpansetca Public
Broadcasting Service — Cnywb60i 0buiecTBeHHOr0 Bellanums CLLIA)%.

®unbM Maiikna Mypa o TOM, KaK «ymepna aMeprKaHcKas MeyTar, Bbilen Ha
Honblivie 3KkpaHbl AMEPUKM 3a WECTb Heaenb 0 Npe3naeHTCKMX Bbibopos 2020
rofa, NoNy4vN BHYWWTENbHbIA BOKC-O0PUC MIKMBON OTKANK Y 3puUTeneli n B npecce.
«MaWikn Myp B oTany4Hol 60eBoin hopMe, AaeT NOANTUYECKUI NPU3bIB K AECTBIIO,
a GunbM BXOANT B YMUCNO ero camblx 3theKTHbIX paboT», — pe3toMMPOBan CBOAHYIO
KpuUTUKy Beb-arperatop peueH3uii «Rotten Tomatoes»?,

KapTuHa «PapeHrent 11/9» npusnekna ocoboe 3pUTensckoe BHUMaHue
ellle U B Ka4ecTBe BTOPOro Bbinycka «PapeHreinTa 9/11» oT 2004 rofga Bbinycka
(WymmnnHa, 2005). Kak cnegyeT 13 Ha3BaHWs, pexuccep NpakTUYeckn ypaBHsN
AaTbl 1BYX aMepuKaHCcKmX KaTacTpod: «9.11» — TepaxT 2001 roga 1 «11.9» — neHb,
Korna 66110 06BABNEHO, 4TO Tpamn Bbirpan Bbibopsl 2016 roaa.

«@PapeHreiT 11/9» — ABYX4acoBON DUNbM <UCKMOUYUTENBHOTO OCYXAEHS»,
KaK 0 HeM cpasy xe Hanwucanu B npecce. Mpuyem, He CTONBKO oCyxaeHUs Tpamna,
KaK MOXHO 6bIN0 Bbl NPeAnoNoKUTh, a ropasfo Wrpe — NOAUTUYECKOro Knacca
Amepuvikn. PaboTast B CBOe (QUPMEHHOW MaHepe «COoy4acTUs», Pexmnccep
KOMMOHOBAN CBOM KMHOMPOLYKT, ONMPasiCb Ha MHTEPBbIO «HA MecTax» — Ans
PACKPBITUS BYX BaXKHbIX TE3UCOB: 1) YTO NMPUBENO K TOMY, YTO TaKoW 4Yenosek,
Kak Tpamn, cTan npesnaeHToM AMEPUKIM 1 2) KaK caenaTb Tak, 4Tobsl NobopoTh
«M3bMpaTenbHylo anatumio» U He AOMYCTUTL MOBTOpeHMs 3Toro. «Myp onsTb
caenan To, YTO AOMKHa AenaTb XypHanUCTUKa», — MeTKo 3ameTnn bunn Masp,

AHTUKOMMYHICTIYECKOE 06LLIECTBEHHOE IBUKEHYE (KOHEL 1940-x-1957), 0TNNYaBLIEECs PENPECCHBHbIM XapaK-
TEpPOM AeICTBMIA B OTHOLIEHWY TEX, KTO, MO X MHEHWIO, Obll HACTPOEH «aHTVaMepHKaHCKI».

MpuMeyaTenbHo, YTO MEHHO B NepPHOf HapacTaHws BASHS MakkapTuama B CLUA pacnpocTpaHinace Npaktu-
Ka 3af1eiCTBOBaHYIS TENEBUAEHWS B NPE3NAEHTCKIX KaMnaHusix. Bo MHOrom 6narogapsi 3Tomy xo3simHoM beno-
ro goma B 1952 rogly ctan [lyalit Sii3eHxayap. Tem He MeHee UMEHHO Yepes TeNeBU3MOHHbIe NPOrPaMMbl ¥ TPaHC-
NAUMKM NPsiMbIX 3DMUPOB CyLWaHWA NogroMuTeTa CeHata no paccnefoBaHyisiM MAeN v METOAbI MaKKapTH3Ma,
B KOHLIE KOHLIOB, BblM pa306aadeHbl v NoABEPTINCH OCYXaeHNH0. O TOM, KaK 3TO NPOKCXOAN0 B AMepuke 50-X,
MOXHO NONYYUTb NpeAcTaBneHue 13 bunsma «Jobpoit Houw 1 yaaun» (Good Night and Good Luck, 2005, pex.
[hxopmx KnyHu).

2 MoppobHee o Public Broadcasting Service, pUCTPUObIOLYMS 11 NPOTrPaMMHOE HAMNOAHEHE KOTOPOI CBSA3aHbI
C pesynbTaTamu fJaHHbIX M3MEPEeHUI ayAnTopum 1 aHAEPPaUTUHTA, AHANOTMYHO KOMMEPYECKIM TeNe- 1 Paavo-
cTaHuwsim, cm.: Witherspoon et al., 2000.

B Fahrenheit 11/9 // Rotten Tomatoes. URL: https://www.rottentomatoes.com/m/fahrenheit_119 (nata obpatie-
HIs: 12.01.2022).
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NOAUTUYECKMIA KOMMEHTATOp W BeayluMin nonynspHoro Tok-woy Real Time,
aHOHCUPYs NEHTY B CBOEN NporpamMme?,

I nencTBnTensHO, yoexaeHHbIn aemokpat Myp noapobHo nccneaosan ne-
PUNETUM HEKOTOPBIX KNKOYEBBIX COOBLITWIA, NOBNAUABWMX B fanbHENWeM, NO ero
BUAEHWIO, Ha UTOrW BbIGopOB 2016 roaa. He nouaamnn oH B CBOEM MUCCNenoBaHmm
HU pecnybavKaHUeB, HM AeMOKpaToB. Ha npumepe cobbiTuii B MudnraHe Myp
pacckasan O BaKHOW ANs AMEPWKM UCTOPUM — COKPYWMUTENLHON OWKnbKe
gemokpata Obambl BO Bpems CKaHgana C TOKCUYEeCKMM OTpaBfieHueM BOfpbl
B ropofie PAvHT?, 3aTeM pexunccep Norpy3nncs B peanbHoOCTb Npobnem xutenen
3anagHoi BupmxunHum, aenas noHsTHee Uenb COBbITWIA, NpUBeAWnx B UTore
K noTepe ronocoB v3bupateneli kaHauaata ot Jemnaptun Xunnapn KnuHTOH
Ha pelarounx NpaiMeprs B 3TOM OTHOCUTENBHO NOSNBHOM K HEI paHee wTaTe?.

MpriMeyaTeNnbHO, YTO PEXMUCCEP HEe CTaBWUA CBOEW Lefblo «OTMbITb» WK
MUONOrM3MPOBaTh KaHAMAaTa OT 3TOM NapTWK, Y4UTbIBAS ero cobCTBEHHOe
peHoMe NocnefoBaTeNbHOr0 CTOPOHHYKA AEMOKPATOB. bonee Toro, Myp nokasan,
4TO pa3oyapoBaHMe B AEMOKPATUYECKOM KaHAMAaTe «Ha MecTax» NPoUCXoamno
NOCTEMNEHHO, pacoBble M KiaccoBble Npobnembl HapacTanu rogamu 1, Takum
obpasom, «gopora K Tpamny» NpoKnagsiBanach AecaTUAeTUIMU. MITOrom xe ctano
HeBepue B «CTapyl rBapamio» AEMOKpPaTUYeCKMX KaHaMaaToB (a [demnaptus,
no onpegeneHnto Mypa — 3TO «HapogHas» NapTus, W KaHAWAATOB [AO/MKHA
BbIABWIaTb U3 TeX, <KTO CAAMTCS B TOT )e aBTOBYC, 4TO v ero n3bupatenmn»?).

* Tok-woy «B peansHoM BpemeHn» (RealTimewithBillMaher) TpaHcnupyeTcs no kabenbHol Tenecet HBO.
Bunn Masp WMpOKO W3BECTEH CBOMMM OCTPbIMI COLMANBHO-NONMTUYECKUMI KOMMEHTapUaMU. EMy npuHaz-
NEeXNT hpasa «Mbl NEPEXIAN MHOXECTBO PELECCUI, HO HE CMOXEM MEPEXMTL ellle OANH NPe3NAEHTCKIIA CPOK
[loHanbpa Tpamna» (cm.: Overtime: Terry Mc Auliffe, Richard Engel, Anthony Scaramucci, Catherine Rampell,
Tom Nichols (HBO): video. 8.16 min. URL: https://www.youtube.com/watch?v=G-SWFBgiJEw (nata obpalieHus:
12.01.2022), packpy4eHHasl 3aTem Ha kaHane Fox kak «obpaseL, 6e30TBETCTBEHHOCTM MUNMOHEPa NEPes NMLOM
HeN3DEeXHOCTU 3KOHOMMYECKOrO Crafa B cilyqae npourpeiwa Tpamna Ha sbibopax 2019». (cm.: Millionaire Bill
Maher pushes for recession // Fox Business. 2019. Aug. 10. URL: https://www.foxbusiness.com/politics/bill-maher-
presses-for-recession (gata obpalyerysi: 12.01.2022).

» Peyb 1AeT 0 MaclTabHOM CKaHAaane, paspasusluemcs B 2014 rofy B CBA3u C NepenoarnodeHneM NCToYHMKa
NMUTLEBOI BO/bI K PEYHOMY CHabMeHUIo OnvHTa (WTaT Muynran), rae Boga He Bbina fOMKHbIM 06pa3oM o4uLie-
Ha, @ X1TeNn ropofa He npeaynpexaeHs 06 3Tom. B 2015 rofy TeCTbl NOKa3anu, 4To 3Ta BOAA HENPUTOAHa Kyno-
TpebneHuio 13-3a NOBLILEHHOTO COAEPHKAHMUS B HEl KMLWEYHON Nano4kv 1 ceuHua. Obama Hassan cuTyaumio
«MpoBanom», NoTpeboBan oT KOHrpecca 3KCTPEHHOMO (MHAHCKMPOBAHWS, HO, K BCeObLLEMY pa304apoBaHuio,
He CTa/ BO3naraTb BIHY 3a Mpov3owwesLlee Ha rybepHaTopa, KOTOporo xuTeau GauHTa npussiBany yinTv B oT-
CTaBKy.

%X, KNIMHTOH Ha NepBIYHbIX BbIOOPax AeMOKPaTOB B 3anafHo BUPMKMHUY He Bblfepxana KOHKypeHLn ¢ bep-
Hv CaHaepcom. CynTaeTcst, 410 KNMHTOH CoBepLIMAa CTPATErMYeCKyio OLWWBKY B 3TOM yrefobbiBaoLLEM WTaTe,
paHee fienasi ONPOMETHVBbIE 3asiBNEHNS MO SHEPTeTUYECKON NONTHKE (MPeAoXeHUs KAMHTOH Mo «incTol
BO306OHOB/NAEMOI SHEPTUM») 1 BEPOSTHO B TaKOM Cy4ae noTepe paboux MECT B OTPACY A5 YTONbLLMKOB.
7 Pennnka u3 nHTepebro B unbme Maiikna Mypa «dapHereiiT 11/9» — cm: Fahrenheit 11/9 — Michael Moore
Documentary: video. 01:07:06-01:07:33. URL: https://www.youtube.com/watch?v=0DzZRKXIHIE (nata obpalye-
HIs: 12.01.2022).
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JIMYHOCTHbIE KayecTBa Tpamna Myp BbiCBEYMBaeT B CaMOM Havane Gubma.
[lenaet 310 6€CKOMNPOMUCCHO, aKUEHTUPYS BHUMaHWE Ha HEMPUMSAHBIX YepTax,
NOPOI rPaHNYaLLMX C KPUMUHANOM: MOAO3PUTENBHO TECHBIX CBSA3SIX C HEKOTOPbIMU
CMW, «<npoTalmBLIVMY €70 B Npe3naeHTs! (B 2016 roay — ML) BMECTO CKaMby Nop-
CYAMMbIX», HAMOMMHAS MOPOYHbIE BbICKA3bIBAHMS «3TOMO CEKCYaNbHOMO XMLLHMKa»
OTHOCWTENbHO MpWBNEKaTeNbHOCTY ero govepu MBaHkM M T.N. Anocdeo3om
06BMHeHWW Mypa B (uHane CTaHOBUTCS 3KCTpemanbHoe cpaBHeHue Tpamna
C GtopepoM HaUWCTCKOM TepMaHuu, 06YCNOBNEHHOE, MO ero MHEHWIO, CXOACTBOM
4eNoBeKOHEHABUCTHMYECKMX MAEN N0 BONPOCAM HaLWOHANbHOCTU 1 packl. CTonb
BbI3bIBatOLLE-NPSMONMHENHAsS aHaNorus B KybMUHALMOHHbBIA MOMEHT KapTUHbI
noctaBuna v camoro Mypa nop yaap 3pUTenbcKol Kputukw®, Mo aHanorunm
C ero NpexHuMn hunbMamu, pexmnccepa yrnpexkHynu B 310ynoTpebneHn BOIMOX-
HOCTSIMM MOHTaX@ C Liefblo MaHUNYASLMIA 3pUTENbCKAM BOCTIPUSTHEM. Bripoyem,
Myp npefycMoTpen 3TOT 3KMBOK U AaNbHOBUAHO BKAYUA B MWLM MOSICHEH NS
M3BECTHOrO McTopuka TumoTn CHanpepa. «CpaBHeHWs Bcerda He uaeanbHbl, —
CoObLWMN TOT Ha Kamepy. — MCTopus — 3TO OrPOMHBIN Pecypc NaTTepHOB. 3TO
pecypc, KOTOPbIN aeT HaM BO3MOXHOCTb COPUEHTVPOBATLCSA».

CaM xe pexwccep — ObiBanblil BeTepaH-AOKYMeHTaNNUCT — NecCUMUCTHYEH
B CBOMX OKOHYaTENbHbIX BbIBOAAX. BCOMYIHAs COOCTBEHHbIE DUNbMBI, HaLeNeHHble
Ha obnmyeHne onpeaeneHHbIX CoLManbHbIX MOPOKOB UK (HAKTOB NOAUTUYECKON
HecnpaBeanvBocTn®, B «dapeHrenTe 11/9» Myp BnepBble MacwTabupyeTt CBOM
HeyTeLMTeNbHbIN NPUroBOp. Iepexoas OT YacTHOro K obllemy, OH CocpeaoTo-
4MBaeT BeCb CMbICIOBOV NadoC KapTUHbI Ha KOHCTaTauum CUCTEMHOW Npob-
nembl. «<Mbl MOTPATUAM CAUWKOM MHOTO BpeMeHu, nonaras, 4To KoHCTUTyums
craceT Hac, 4To BbI6OpbI CNacyT Hac, ... UMAUYMEHT CnaceT Hac ... Mbl Hyxaaemcs
B AeUCTBMW. Mbl AOMKHBI 136aBUTLCS OT BCEW MPOrHUBLLEN CUCTEMbI, KOTOPas
nana Ham Tpamna», — 3asBnseT oH B GuHane CBOel NeHThI.

% Myp 11CNONB30BAN, HANPHMEP, CUHXPOHHOE HANIOXKEHIIE ayANO BICTYNNEHUS Tpamna Ha BUAEOPs BbICTyMe-
HWs! pelixcKaHLnepa. 3To pacLieHBanoch Kak He3TV4Has v HeonpaBaaHHas MaHUMYASLMS C AOKYMEHTAbHbIMM
CBMAETENbCTBAMM NPECTYN/EHUI Halm3Ma: cM. Fahrenheit 11/9 — Michael Moore Documentary: video. 00:01:40-
00:01:45. URL: https://www.youtube.com/watch?v=0DzZRKXIHIE (nata obpaluerns: 12.01.2022).

% Pennuka u3 nHTepsbio T. CHalifepa B dunbme Maiikna Mypa «®apHereit 11/9» — cm: Fahrenheit 11/9 —
Michael Moore Documentary: video. 01:40:17-01:41:00. URL: https://www.youtube.com/watch?v=0DzZRKX1HIE
(nata obpauieHms: 12.01.2022).

0 CM. «BoynuHr anst KonymbuHbi» (2002), «dapereiit 9/11» (2004), «<Kanutanuam: nctopus nobsm» (2009).
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Puc. 4. Kapp 13 odmumanbHoro Tpennepa k punbmy Maiikna Mypa «dapeHreiT 11/9»,
CMMBONU3NPYHOLLMI COBPEMEHHOE BHYTPUMONUTUYECKOE COCTOSHME AMepUKIn®

«TPAMMY HPABUTCSA BbITb PA3PYLLUNTE/IbHBIM LUAPOM»*

TeneBU3MOHHbIN cepunan «Ha nepeposoii» (Frontline) npeactaBnseT coboi
LMKN AOKYMeHTanbHbIX MPOrpaMM, B OCHOBE Ka) A0V U3 KOTOPbIX — pacciefoBaHme
KakoW-TO OfHOWV 3asBNEeHHOW Tembl. «Ha nepenoBoit» sBASET cobol npumep
04eHb MOMYASPHOW, BbICOKOPENTUHIOBOIW NPOrpamMMbl, CIOCOBHON yaepK1BaTb
penyTaumnio 6ecnpucTpPacTHOrO, YeCTHOrO XyPHaNUCTCKOrO pacciefoBaHms yKe
Ha NpoTseHun 40 ce3oHOB. MoyTy 20 neT nporpammMe ConyTcTByeT Beb-caliT
C U3NOXeHWeM Cepyiin, MOATBEPKAAIOLMX MaTepnanos, AOKYMEHTOB 1 CBA3aHHbIX
CCbINOK. TeMaTuyecKuin oxBaT MpPOrpaMm WHWPOKUIA — OT BHYTPEHHWUX amepu-
KaHCKMX NpobfeM 40 MeXAyHapOAHO-3Ha4YMMbIX U robanbHbiX. Kawgas cepus
MMeeT XpoHOMeTpaX< B npefenax 60 MWHYT, OTAENbHbIE CIOKETbl Pa3BUTHI
00 120 muHyT. Cepuan CHMMAETCA B CTUNE HEUTPOBOTO KMHO — €CN CPaBHWBATb
C MaHepon BbiICTpanBaHus naen y Maiikna Mypa (4elt cTunb cuntaeTcs 06pa3Lom
TaK Ha3bIBaEMOW «y4aCTBYIOLLE» AOKYMEHTANNCTUKIN).

Mpe3naeHTCKMe BbIBOPE — OfiHa M3 NOCTOSIHHbIX TeM NporpaMmbl. C KOH-
ua 1990-x npou3BoOAMTCS Takke cnelBbinyck «Boibop» (The Choice), uennkom

L UctoyHuk n3obpaxerns cm.. URL: https://www.youtube.com/watch?v=WRQvIXMQ3EQ (aata obpalleHus:
12.03.2022).

%2 MeTacbopa pexuccepa Maitkna Kupka, cm.: Bernstein A. Frontline: The Choice 2020: Producer Michael Kirk on
the new PBS documentary—Exclusive Interview // Assignment X. 2020. Oct. 21. URL: https://www.assignmentx.
com/2020/frontline-the-choice-2020-producer-michael-kirk-on-the-new-pbs-documentary-exclusive-interview/
(nata obpauleHns: 18.12.2021).

S /cnonb3yeTcs aMepuKaHckas TUNONOrM3aums AOKYMEHTANbHOTO KMHO COMNAcHO KnaccuduKaLmm TeopeTmka
KuHo Brnna Hukonca (Nichols, 1991).
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NOCBSLIEHHbIV 3TOW Teme. PacCMOTPUM MOCNeAHNIA 13 BbINYCKOB: «Bbibop 2020:
Tpamn vs baigen» (The Choice 2020: Trump vs. Biden), pexuccep Maiikn Knpk,
B 3(h1p BbINYLLEH B KOHLe ceHTAbps 2020 roga™.

VIHTpUra 3agaeTcs y)Ke 3aCTaBKOM cepun: B MaHepe BpOCKol, NoyTn nna-
KaTHOW XPOHUKN Ha 3KpaHe CnegytoT YepHo-Oenble POTO amepuKaHCKMx npe-
3WEHTOB NOCNEAHVX 1BAALATH N1ET 1 OHOW KaHAMAATKM, YyTb ObINO He CTaBLIel
Npe3nAeHTOM. 3By4aT MX KOPOHHbIE CIOTaHbI:

« [oxopmx Byw-cT.: «Hawu 3apaun BenvKu, Ho Halla Bonis bonbliel»

« bunn KnuHTtoH: «MokoneHne bepeT Ha cebst HoBble 0653aHHOCTH

o [bxopmK Byw-mn.: «BCTpeTnm arpeccuio pelwmnTensHo!»

« [hioH Keppw: «Cenaem Bce, 4TOObI M3MEHWUTL MUP!»

+ bapak Obama: «[ycTb CKaXyT ... YTO Mbl OTKa3anucb NMO3BONUTb ITOMY

NyTeWeCTBUIO 3aKOHYNTHCS!»

« Xunnapu KnMHTOH: «Mbl O/MKHbI YCTPaHUTL PACKOS B Hallelt cTpaHel»

« loHanba Tpamn: «f — TBOW ronoch

« [xo balineH: «<BoT 1 HacTynwn KOHeL, 3TON raBbl aMEPUKAHCKOW ThMbl!»

Mocne 3To 3pdeKTHON BBOAKM KMPK 1 €ro KomaHaa NprcTynatoT K co3fanHnto
ABOWHOrO NOPTPEeTa KaHAMAATOB B CTU/E KNAcCKYeckol aokymeHTanmcTmkm (Nich-
ols, 1991). B noBecTBOBaHMe O Ba)KHbIX 3TaNax XW3HEHHOTO NyTW KaXaoro U3 Hux
BMIETAIOTCS MHOXECTBEHHbIE CBUETENbCTBA — apXUBHbIE (OTO, BUEO, IHTEPBbIO
61orpacoB, POACTBEHHMKOB ¥ TEX, KTO JIMYHO XOPOLIO 3HAKOM C «reposiMi».
MnaBHas maes — MoKas3aTb KaHAMAATOB B HEOOBIYHOM pakypce MnpeofofieHns
JINHYHBIX HU3HEHHbIX KPV3WCOB, BBICHWTb, KaK 3TO BAUSIO Ha hOpMUpOBaHMe
0COBEHHOCTEN VX xapaKkTepa W yMeHWe pearvpoBaTb Ha CHOXHble CUTyaLyN.
VHbIMKM cnoBamK, Kak BbipaboTancs Mx abCcontoTHO NMPOTUBOMONOKHbBIV ©KI3-
HEHHbIN METOM» W <MHCTUHKTbI BBDKUBAHUS»®.,

Takvm 06pa3oM, Yepe3 HETPUBMANbHbIA aHANM3 KMU3HEHHbIX KOMAK3W
KaHAMAATOB PEXWCCep CKNafplBaeT CBOe KVHOpaCCNefoBaHve, 3aTparviBatollee
MHOTUX 1301paTeneit 1, BO3MOXHO, fiatolliee OTBETHI Ha BaXKHbIe A/1s HUX BOMPOCHI.
A IMEHHO: AeCTBUTENBHO N CRyYMBLLIEECs NaepcTBO baiifeHa B «CynepBToOp-
HUK»*, MO CYTW CTaBliee NPONOroM K ero npe3uaeHTCTBY, ObiNo He CnyYalHbiM
NOBOPOTOM, @ MOTUBUPOBAHHbIM NOMUTUYECKUM MPOPLIBOM, «Ky/IbMVIHaLMEN BCex
npeasiayLLVX “TpeHnpoBoK” baiiaeHa Bo BNACTU, ero ambuLiA, oLMBOK, CoxaneHuii

M. Kupk — aBTOp BOCbM JOKyMeHTanbHbIX D1bMOB O Tpamne B NEpVOA ero Npe3ngeHTCTsa.

*Bernstein A. Frontline: The Choice 2020: Producer Michael Kirk on the new PBS documentary - Exclusive Interview
// Assignment X. 2020. Oct.21. URL: https://www.assignmentx.com/2020/frontline-the-choice-2020-producer-
michael-kirk-on-the-new-pbs-documentary-exclusive-interview/ (nata obpatienus: 18.12.2021).

% Pe3ynbTaThl «CynepBTOPHIKa» — KOTfa NepBuYHble BLIOGOPEI MPOXOAAT CPasy B 6OMbLIOM KONMYECTBE WTa-
TOB — MOTYT OLYTUMO NOBNMSTL Ha (hWHANBHbIE UTOMM NPE3UAEHTCKYX BbIOOPOB. 4 MapTa 2020 roaa baiigeH
ycnelwHee, 4em OXMAAN0Ck, NpoLen 3ToT 37an, Nobears B 9 WTaTax 13 14 ronocoBaBWmX.

" |nTata no TEKCTY KOMMeHTapyies B dubMe, rae NPOBOAMTCS MbIC/Ib O TOM, YTO Ka/blii HOBbIV NpoBan B
Kapbepe baiifieHa CoNPOBOXAANCS Er0 YCUAMAMY B flaNlbHENLIEM «CTaTb N1yYLLe.
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BalineHa — 370 6naro Ans «nNathopMbl» ero NPe3nAeHTCTBa UK «oby3a»? A Ha-
CKONBbKO BEPHO MPEeAnoNoXeHue, 4To adpoamMepukaHLbl U LBETHble MpUBeny
BalineHa K Bnactu, obecneyms emy npevimMyliecTso nepen Tpamnom? W npasaa
AN TO, 4TO Tpamn «He XOTen 3ameyaTb Cepbe3HOCTb Yrpo3bl MaH4eMun», 1 3T0
BbIN0 KPUTUYHO, MBO MMEHHO B 3TOM CKa3blBanoCh «ero NocTOsIHHOE HexenaHune
AyMaTb O MOCNeACTBUSX», — KaK YTBEPXaan B (DUIbMe IKC-COBETHUK Npe3naeHTa
[xoH BonToH®? Wnn e amepukaHckue mnsbupaTenn bonblie «lUeHsT 6Bolua
¥ TOrO, KTO CPaeTCs 3a HUX» — KaK MPOKOMMEHTMPOBAN 3Ty MbIC/b YAeH Manatsl
npeactasutenelt [xum [ropaan®? «Bbibop 2020» — KuHemaTorpaduyeckas
NOMbITKa HaWTV OTBETbI Ha 3TV 1 NOAOOHbIE BOMPOCH! M3bKpaTeneli — B KOOp-
AVHaTax OOBEKTUBHBIX UM CyOBEKTMBHBIX OLEHOK. VCnonb3oBaH rpaMoOTHO Bbi-
CTPOEHHbIN, TLaTeNbHO COBpPaHHbIN MaTepran, BneYaTnsoumii MacCue MHTEPBBIO.
«KnHonocnaHme», 3anomeHHoe B hubM, paclundpoBaTh HECIOXHO — OHO 0bpalle-
HO K KaXXQOMY 3pVTENHO C IMaBHbIM BOMPOCOM: C KEM 13 KaHAMAATOR OH acCoLMmpyeT
cebs bonblue.

Puc. 5. Tutp unbma «Bbibop 2020»%°

TakMe NOHATMS Kak Npe3uaeHTCTBO W AWAEPCTBO (onpegensitowero gyHk-
LUVMOHMPOBaHVe 3TOW MHCTUTYLWM) B AMHAMMKe Pa3BUTVS 1 TpaHchopmalinin amepu-
KaHCKO MONWUTMYECKOW CHCTEMBI HEW3MEHHO OCTatoTCs MPeAMETOM MPUCTaNbHOMO
VM3y4eHUS 1 OCMBICAEHMS MOAWTONOrOB, COLMONOIOB U KyNBTYpPONOroB. Tak Hasbl-
BaeMas «KOHLeNUMs Npe3naeHTa» KaK «1yqlWero cpegn paBHbx» OCTaeTcs 6a3oBo-
aMEpPUKaHCKOW, CO3BYYHOW TPaguLMM W LEHHOCTHOW OOLLECTBEHHOM LWKane.

3 Pennvika n3 uHTepsbto k. bonToHa — cM.: PBS—Frontline: The Choice 2020. Jim Jordan. URL: https://www.pbs.
org/wgbh/frontline/interview/jim-jordan/ (aata obpalierns: 12.01.2022).

¥ Pennvika 13 sugeonHTepsbto . [ropaara — cu.: Frontline: The Choice 2020. Trump vs Biden: video. 01:22:23-
01:22:31. URL: https://www.youtube.com/watch?v=7Icubqupf40&t=130s (nata obpatleHus: 12.01.2022).

O UcTouHnk n3obparenus cm.: URL: https://www.youtube.com/watch?v=7Icubqupf408&t=4935s (nata obpatie-
HI1s: 12.01.2022).
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Ho TpeboBaHus w3bupateneit K Oyaylwemy npe3naeHTy MepemMeH4qmBbI,
WX BapMaTMBHOCTb 3aBWUCMT OT KOMMeKca obcTosTenscTs. Kpome TOro,
cofepxatenbHoe HanofHeHWe MOHATUS  «MNPEe3UAEHTCKoe NWUAEPCTBO»  Kak
3KBUBaNeHTa 3(hEeKTVBHOCTU B OLIEHKe Npe3nieHTa NpeTepnesaeT U3MeHeHus.
K npumepy, AOCTaTOYHO HOBATOPCKUM B 3TOM CMbIC/IE CHMTAeTCs Moaxof,
OMWCaHHbBIN aMepUKaHCKUM KcCnefoBaTeneM AaHHoW Tembl ®pegom puHLI-
TeitHoM. OH nonaraet, YTO COBPEMEHHbIN YCMelHblid Npe3naeHT-nuaep — 370
He TOT, «KTO yMeeT ybexaaTb», Kak 3TO TPaAUUMOHHO TPAKTOBANOCh MHOrMe
fecsaTuneTus. AKUEHT B TaKOM MPU3HaHWKM, N0 ero MHEeHWo, ClelyeT CMecTuTb
Ha CNocOBHOCTb Npe3naeHTa 3hPEeKTUBHO NCMONb30BATb BOIMOXHOCTI CBOEro
oKpyxeHus. CornacHo MPUHWETIHY, GacuAnTaToOPbI* MOryT BHECTU pellatoLmnii
BKNAJ B NpeobpasoBaHue NOMUTUKNA, HE 3aHWMasCh TPaHCHOPMaLMOHHbIM
NMAEepPCTBOM®, Kak MULIET OH 06 3TOM B CBOel KHure «[1pe3naeHTcKas pa3Huia»
(Greenstein, 2009). AHanor4HbIe MbICIM OOHAPYKMBAIOTCS W'Y APYrUX aBTOPOB,
OCMBICASIIOUMX  MEXaHWU3Mbl  PEe3ybTaTUBHOMO MPEe3UAEHTCKOrO  NpaBneHus,
HaxXOAUIerocs Npy 3TOM B PaMKax XeCTKMX «CiepxeK 1 NpoT1BOBECOB» pabo-
Tatollel CTPYKTYpbl BnacTu. B kHure Maiikna MakKoHHena «Mpe3naeHT, KOTopbiit
He XxoTen BbITb KOPONeM: UCNONHWUTENbHAS BNACTb N0 KOHCTUTYLMI», OCHOBAHHOI
Ha TWATENbHO U3Y4eHHbIX UCTOPUYECKMX UCTOYHMKAX, MPOCAEXMBAIOTCA dTanbl
(hOPMUPOBAHNS TaKMX OFPaHUYEHWH, NPU3BAHHBIX 3aLLMUIATL CUCTEMY OT TaK
Ha3bIBaeMOoro «MmnepcKoro npesunaeHtcTea» (McConnell, 2020, pp. 95-213). Bmec-
Te C TeM, OMUCHIBAs TPYAHOCTH, C KOTOPLIMU CTANKNBAKOTCS NPE3nAEHTbl B 3TON
CBsI3, MakKoHHeN NuuweT, B YaCTHOCTK, O TOM, 4TO Tpammny NpULLAOCH CTONKHYTbCS
C IPOCTHbIM CONPOTUBNEHNEM CO CTOPOHbI FOCYAAPCTBEHHbBIX MUHCTUTYTOB. B 3TOM
3aKntoYancs 6oNbLWON KOHTPACT B CPABHEHWI C €ro NpeALecTBeHHUKaMu, 1 1o,
BO3MOXHO, CAleNano ero NpesuaeHTCTBO cnabee, Yem npu byue 1 Obame (McCo-
nnell, 2020, p. 4).

KBUHT3CCEHUMS e WTora MpeanouTeHus «CBOero» KaHampara n3bupa-
Tenem CBOAUTCS, KaK NpaBuno, K Takomy chopMrpoBaBLIEMYCS KpUTEpUIo Byay-
wen 3hdEeKTUBHOCTY KaK CcoveTaHMe pauMoHanbHOro (CyMMbl MO3WUTUBHbIX
OXNAAHWUI — Ha OCHOBaHMM OB BEKTUBHBIX (DaKTOB) 1 AMOLMOHANBHOTO (peaKLny
06U|eCTBEHHOMO CO3HAHMSA — NOA BAUSHYEM MAacCMeana U KWHOMPOAYKLMUK).

Mo nosoay GOPMUPOBAHMS Y ayAUTOPUN «OHOTO KpuTepus» — 0606unM
1 06PATUMCS K KOHKPETHbBIM NPUMepam.

“I TepMUWH LUMPOKO NPUMEHSETCS B aHMO0S3bI4HON cpefie. DacunnTatop — YenoBekK, CnocobHbIi 0becneunTs
YCMELWHOCTb (NerkocTb) rpynnoBOi KOMMYHWKaLLMVM — ANst JOCTVXKEHWS NOHMMAHWS 3324, Lenu AUCKyccum
NT.A.

#2 CornacHo KOHLEenNLMK «TpaHcOPMaLIMOHHOTO NMAEPCTBa» NpeanonaraeTcs, YTo T/1— 370 TOT, KTO CnocobeH
MOBNMSITb, BbI3BATH 0BEPHE, BOXHOBMTb OKPYXAIOLLYIO €0 KOMaH/Y HACTONBKO CUABHO, 4TO 6narogaps 3TuM
KayecTBaM MocTaBNneHHbIe 3afaun OyayT pelueHbl.
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« bunn KnvHToH npwviwen B8 Benbiii gom B 1992 roay, cMeHns [k, byuia-cT.
Ha BonHe npeobnafaBWunx B ODOWECTBE HACTPOEHWIA YCTPaHUTbCA OT
pelleHns BHeWHWX NpobneM 1 COCPeoTONUTLCS Ha COCTOSHWUM amepu-
KaHCKOM 3KOHOMUKM.

« [k, Byw-mn., NpuWeaWwnin K Bnactu Bcieq 3a KAMHTOHOM, NpOBO3rnacu
KOHUenumto 6opbbbl ¢ TeppopoM nocne Tepaktos 9/11/2001, nony4un
Ha 3TOM BbICOKME PENTUHIY 1 COXPaHSN X BNAOTb 10 BbIOOPOB Ha BTOPOM
Cpok B 2004 roay. EMy yaanock n36paTbCsl BHOBb Ha 3TOM e Uaee — HeCMOT-
Ps Ha PacNpOCTPaHsBLIYIOCS YCTaNOCTb OT BOEHHbIX AeMapluein Ha Bamx-
Hem BocToke, obuiecTBo Bce elle TpeboBano KOHTPONS B3PbIBOOMACHbIX
ans CLA Tovek.

+ K Bbibopam 2008 rofga Tema CBOPauMBaHMS BOEHHbIX OMepauuii aKTy-
ann3npoBanach, pasfpaxeHve B 06LECTBE OT BOEHHbIX PacXofoB M Ha-
NPSHKEHHOCTN B ONVXKHEBOCTOYHOM pervoHe Hapactano. bapak Obama
ycnewHo npowen npesnaeHTCKYI0 MOHKY Ha obellaHusx nepesarpysmnTs
OTHOWeHUs ¢ apabCKUM MUPOM W PaclMpUTb NEPEroBOPHble MPOLECCHI.
Mmupx  Obambl-MMpoTBOpLE, MOAKpPenaeHHbIi Hobenesckol npemuen
MIPa, OKOHYaTeNbHO UCTOWMACS Ha BTOPOM ero Npe3unaeHTCKOM CPOKe.

« [loHanbg Tpamn «CnycTWACS MO 3CKanaTopy CBOEro poCKOWHOro Hebo-
Ckpeba Ha [saToi aBeH»? B 2017 romy M Hanpaswncs B benbiin oM
Ha VIMUIKE, KaK 3TO HW napafoKcanbHO, «CBOWICKOrO MapHs U3 Hapoga»*,
HaMepeHHOro «OCYLWNTb BaLUVHITOHCKOe 6010T0»* (Peters & Woolley, 2016).
« 1o BaiipeH B 2020-M ofionen ero, onnpasch Ha NoTeHUMan CBoel penyTa-
UMM OMBITHOMO MOAWTMKA, CMOCOBHOrO Ha B3BeLleHHble, CripaBeanvBble
(4TO MOBUMAK30BaNo ronoca adpo- 1 apaboamepuKaHLeBs) peleHns Bo Ms
eavMHCTBa AMEPUKM — «Masika CBODOABI M AEMOKPaTUM» ANs CTPaXayLivx
3aLUUThI.

* 3nu3og 13 gokymeHTansHoro dunsma Frontline: The Choice 2020 [Video]. URL: https://www.youtube.com/
watch?v=7lcu6qupf40 1:10:38 - 1:11:39 (nata obpalyeHus: 12.01.2022).

“TopobHo 3. [hkeKcoHy, T-my npe3uaeHTy CLUA, NpOTYBHMKY KNaHOBOCTY U 31UTapHOCTU. Meto accoummpo-
BaTb €ro ¢ [HKeKCOHOM Tpamn HaMepeHHO Ky/bTUBMPOBAN W NOBECU axe AN HarNSAHOCTY NOPTPeT [hKeKco-
Ha B CBoeM KabuHeTe B benom gome.

“meeTcs B BNy pedhopmupoBaHme rocannapara. 3TOT NyHKT Tpamn 3asiBuA B CBOeN NPefBbIOOPHOI roHKe
(«113BaBneHue OT 3NMTAPHOCTHY), 3aTeM BbIHEC €ro B NnaH pedopm nepsbix 100 Helt CBOero npe3naeHTCTBa.
Peyb LUna, rMaBHbIM 06Pa30M, O HaMePeHUM NPOBECTY 3aKOHOMPOEKTbI, HaknadblBaloLL/e OrpaHIYeHIst Ha N06-
BUCTCKYIO AeATENBHOCTb YMHOBHWKOB NOCNE YXOAa U3 aAMUHUCTPALLY NPEe3nAeHTa.
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KWHO KAK MATPULIA PEATbHOIO BPEMEHW*.

BMECTO 3AK/TFOMEHUA
HeoTbeMneMon 4acTblo COBPEMEHHOM HKU3HU  SBNSETCS  MOCTOSHHOE
NOrpyKeHe B «MUp Macc-Meaua» — WHTEHCMBHO PaCWIMPSIOLLYIOCT CUCTEeMy

KOMMYHMKaLMA. IMEHHO Tak — 4epe3 HemnpepbiBHOe NoTpebneHue «MeauinHoro
TekcTa» — opMupyeTcs MeamnakynsTypa. o onpeaeneHnto cyT 3Toro npouecca
COBPEMEHHbBIM OTEYECTBEHHbIM Hay4YHbIM 3HaHWEM, 3TO «OCOObIV TUM KyAbTYpbI
MH(MOPMaLMOHHOMO 00LLECTBa, ABASIOLWEroCs MOCPEAHVKOM Mexay 0b6LecTBOM
Y rOCyAapCTBOM, COLMYMOM 1 BRacTbto» (Kupunnosa, 2005, ¢.7). Takum 06pa3om,
MeaMaTeKCT COBPEMEeHHOM MOCTMOAEPHUCTCKOV 3MOXM — MPOAYKT, CO3AaHHbIN
npecco, TenesuaeHneM, pagro 1 KrHo. Cneumdurka Bo3aencTBus «Meamnanocna-
HWIA», TO eCTb MeAWIHBIX TEKCTOB, UX HAKOMNEHWe 1 KOMOUHAUWS — HeoTbeMneMas
4acTb MHAVBUAYANbHOTO W KONNEKTUBHOIO OMbITa (M NaMATV) COBPEMEHHOTO CoLW-
yma. B CBA3M C3TUM, KaK CHopMyNMpoBan M3BECTHbIN KyAbTYPOOT Y TEOPETUK KUHO
K.3. Pa3noroB, «3aa4a NOHUMaHWS KyNbTYPHON POAM KPAHOB CTaHOBUTCS BCe
bonee BaXHOW C BO3pacTaHUEM MX POMN B COBPEMEHHbIX MEANAHbIX NPaKTVKax»
(Paznoros, 2012, c. 9-10). IKpaH — 3TO «MACOPYOKa KyABTYPHOrO AMCKypCa», —
MeTaopUYHO YTOYHAN OH B CBOEI OfiHOMMEHHOI cTaTbe (Pa3noros, 2012, c. 9-38).
MoHMMaeM Nof, 3TWM, YTO 3KpaHHas dopma noaayv MHMOPMaLMK Kak TakoBas
npeacTaBnseT cobol coBpeMeHHbIN «hopMooBpa3yoLMIA NPUHLMM B KYABTYpe»
(4TO aKTyanbHO B KOHTEKCTe faHHOW CTaTbk). KMHO U TeneBuaeHWe — B CBOK
oyepefb — KaK «0TnevaToK peansHocTW» (Pasnoros, 2012, ¢. 14), cnobpeHHbIi
MH(MOPMaLMOHHBIM MOTOKOM («LLYMOM»), CMbIC/IOBbIM HANOMHEHWEM «MU3aHCLEH>,
okycoM Kagpa M T.A. TaK cO3[aeTcs «MAM03ns peanbHOCTU», BO3AeNCTBYS
Ha MaccoBoe CO3HaHwve. Tpu 3TOM KOpPensums KMHOPeanbHOCTU U ObbIIEHHOM
XU3HV MOXET OblTb CKOMb YrOAHO OTHOCUTENbHOM (TOYHOM MAM HaobopoT),
HOCUTb MCEBAO- UMW AOKYMEHTAMbHbIN XapaKTep, HaNOMHATLCS CKPbITHIMUA CMbIC-
namu, aruTauMoHHOW WAM NPONaraHAWUCTCKOM Harpy3kon wnu MOAenvMpoBaTh
BbIMbILNEHHbIE CMbIC/bI.

Onunpasicb Ha KOHKpeTHble MpUMepbl, NpUBeAeHHble B AaHHOW CTaTbe,
MOXHO YTBepX/aaTb, YTO KOHCTPYyMpPOBaHWe KMHoobpasa npe3naeHTa B Meaunin-
HOM MPOCTPaHCTBE MPOYHO CBA3AHO C WMAEVHOM (Maeonoruyeckol) 3apaden
¥, BO3MOXHO, 4aCTO MOAYMHEHO el MONHOCTbIO (3aBUCUT OT MOTWBOB aBTOpA).
Taknm 06pa3oM, KMHOMPOLECC W BOCMPOM3BOAMMbIE KMHOODPa3bl CTaHOBATCS
4acTblo ONpeaeneHHon KynsTypHO-MHMOPMALUMOHHOM cpefbl. 3TO, B CBO
oYepefb, CyLIeCTBEHHO BMSET Ha B3aMMO/eNCTBIE 06LLeCTBa 1 BNacTW. IKpaHHoe

“ Mo TapKOBCKOMY, KMHO — 3TO CNOCOB HEMOCPEACTBEHHO 3arnevatneTb Bpems. 1 oHOBpeMEHHO — BO3-
MOXHOCTb CKO/bKO YrOAHO Pa3 BOCMPOM3BECTM 3TO BPEMst Ha IKpaHe, MOBTOPUTL €ro, BEPHYTLCS K HEMY.
Yenosek Nony4vn Mampuyy peansHozo apemenru (TapkoBckuii, 2002, ¢. 155-184).
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KOHCTpYVpOBaHKe, B TOM Y1c/e cpeacTBamu kKuHematorpada, obnagaeT cnocob-
HOCTbIO aKTVBHee BCEro BO3AENCTBOBATb Ha ayanToOputo. KMHO BbI3bIBAET Y 3py-
Tens olyuleHre 1OCTOBEPHOCTM, MOPOXAAET BNeYaTNeHNs U NepexmnBaHns, CBs-
3aHHble C IMYHBIM XNU3HEHHbIM OMbITOM.

Kak nucan o6 atom FO.M. /loTMaH, «KMHOMUAbM NPUHAANEXNT UAEONO-
rmyeckon 6opbbe, KynsType, UCKYCCTBY CBOEM 3MOXW. ITUMU CTOPOHaMK OH
CBSI3aH C MHOTOYMCNEHHbBIMY BHE TeKCTa DuibMa NeXaliMy CTOPOHAMU XI3HU,
W 3TO MOPOXAAET Uenblid Wwnend 3HayeHnin, KOTopble U AN UCTOPWKA, U Ans
COBpeMeHHMKa NOpOoi OKa3biBatoTcs 6onee CylleCTBEHHbIMM, YeM COBCTBeHHO
acTeTMYecKme npobnembl» (floTmaH, 1973, c. 30).

Mogenb NoCTpoeHWs HappPaTUBHOTO KMHOTEKCTa, Mo /I0TMaHy, eCTb BbICTpa-
VBaHvie NMOBECTBOBaHWS CPeACcTBaMy KMHO, «re OTPaXaloTcst He TONbKo obuine
3aKOHbI BCAKOMO pacckasblBaHUsi», HO W cneunduyecKkre YepTbl, NpuUcylve
MMEHHO TaKoMy «MOBeCTBOBaHWtO» (floTMaH, 1973, c. 57). 3To onpepenset
no3HaBaTeNbHy LEHHOCTb U MHPOPMALMOHHYIO CTOPOHY «KMHOMOCAAHUS».

B 3101 CBSA3M 0COOLIN MHTEpecC NpeacTaBaseT coboii «anoxa Tpamnar, cCnpo-
BOLMPOBaBLWas OecnpelefeHTHO BbICOKYIO aKTMBHOCTb B KMHOMPOW3BOACTBE
no npobnematuke «npe3naeHTcTBa». ObpallaeT Ha cebs BHUMaHWe TOT haKT,
4TO PENTUHIM TenecepuanbHOM MPOAYKUMM MO 3TOM Teme Ha MOTOKOBOM
TeNeBUAEHUN 3HAYUTENBbHO MPEBLICUAM NOKasaTenu No «noTpebneHuio» aHa-
NIOTMYHOM MO TemMaTUKe KMHOMPOAYKLMM «LWIMPOKOro» aKpaHa. Cnelmduka npas-
nexuns 45-ro npesunaeHTta CLUIA — ¢ vAelHbIM pa3MexeBaHeM B aqMUHUCTPaLIMN,
CKaHAanbHbIMK OTCTaBKaMW, MapTWMHBIM MPOTUBOCTOSHVEM MO «BONEBbIM»
TemMam CTpaHbl (MMMUrpaUMoHHas NOANTUKE, HanpuMep), pa3obuieHneM Haumn
MO PacoBOMY U PENUTMO3HOMY NMPU3HaKaM — NMOPOAMIa BCMNECK Pa3HOMNaHOBbIX
KWHOBOM/OWEHN aKTyanbHbIX TEM B aMEPUKAHCKOM MOAUTMYECKON «CUMHEMa-
Teke» 2016-2020%".

Kak BMAWTCS, HaKaNeHHOCTb NPe3naeHTCKYX TOHOK Ha BPEMEHHOM OTpe3Kke
nocnefHero AecaTUIeTHs OWyT1MO NOBbICKNA 3HAYMMOCTb MOANTUYECKOTO KMHO
(XyBOXKeCTBEHHOrO U AOKYMEHTaNbHOro) B aMepuKaHCKOW WHAYCTPWUK pa3she-
YeHMs. ITO CTano v NPsSMbIM OTBETOM Ha YCUAMBLUMIACS 3PUTENbCKUIA 3anpoc
nosyyaTtb MHPOPMaLMIO «3AECh U CEeNYaCc», MPaKTUYECKN — B peanbHOM BPEMEHMU.

CepManbHoe KVHO Ha MOMUTUYECKMEe Tembl CYWEeCTBEHHO BbIABMHYIOCH
BNepes v NpeBpaTUNOCh B BOCTPEOOBaHHbIV 31EMEeHT COBPEMEHHOWN KynbTypbl,
CNOCOBHbIN HecT B cebe aneMeHT pa3BnevyeHns W OfHOBPEMEHHO [atoLinii
BO3MOXHOCTb (M1 €€ UAMIO3WI0) OCMbBICNIEHNS MPOUCXOASLLETO.

V13meHnnack nogada kuHomaTepuana. 1o cywecTsy, 370 CTano NpsiMbiM cnefd-
CTBVEM PA3BUTUS MHTEPHET- U CTPUMMHIOBOIO BellaHus v BUaeo-bnorepctaa®,

“TTonbko B 2020 rogy 66110 3a8BNEHO GONEe AECATY PENN30B Ha 3Ty TEMY.
“6YMeCTHO YNOMSIHYTb B 3TO CBA3M 11 BbIHYKAEHHYIO «3yM3aLMi0» MOBCEAHEBHON XI3HN B NEPVOL NaHAEMIN.
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NPEefOCTaBNSIOLETO TUNOTETUYECKYID BO3MOXHOCTb KaXAOMy MOJb30BaTeNto
CaMOCTOSITENbHO CHUMATb V1 3arpyXaTh B CETb 31060AHEBHbIE CHOXETbI B PeaslbHOM
BpeMeHu.

MonynsipHas CTUANCTMKA [OKYMEHTaNbHOrO MOMUTUYECKOTO KMHO Ciné-
ma vérité (Mnu 6nunskas K Heit*®) kK amepukaHcKkmum Bbibopam 2020 roga ycTynuna
MeCTO WMHOW TexHWKe CO3faHus KMHOoobpasa «MaBHOro repos» — npesuaeHTa.
MpOCTPaHCTBO KafpOB M3 XPECTOMATUIHO PeanncTUYHOTO MOBECTBOBAHUA U C
ApamMaTyprueli «npocTbix Beljer» M3MEHUNOCh U CTano BoupaTh B cebs cneumduky,
AVHAMUKY ¥ aKTUBHYIO 3HEpreTuky nogauv vHdopmauuy B Maccmenma. Takum
06pa3oM, KOHTEHT pa3BneKaTebHbIX TeNeLoy, Mo CyTUW, BCTPOUACS B MONAUTUYECKYIO
AOKYMEHTANWCTUNKY, BOBpaB B cebst 3NeMeHTbl MacCoBOM MOM-KynbTypbl. B 3ToR
CBSI3V1 K BbllWeONUCaHHbIM dhrbMam «Npo MNOAUTYKY» BaXHO 400aBUTb HEKOTOpPbIE
Apyrve, Hambonee nonynsipHslie. KpaTko 0CTaHOBUMCS Ha HUX. B nepByio o4epesnb
ynomsHem MuHu-cepuan «Mpasuno Komu» (The Comey Rule, 2020), CHATbIA NO
Memyapam bbiBliero aupektopa OBP [hkeiimca Komu «Bbicwas NosinbHOCTb:
npaena, BbiMbicen v nuaepcteo» (Comey, 2018). [leTanbHo v C AOKYMEHTaNbHOM
TOYHOCTbIO MUALM OTOBPaXaeT AVHAMUKY U ApaMaTu3M pelleHuin Komu, rms
KOTOPOTro CTano naaHeTapHO WM3BECTHO B CBS3M C pacciefoBaHMeM YacTHOM
nepenuckn Xunanapw KavHTOH, 3aVKCMPOBAHHOW Ha CAyXebHbIx cepBepax
B peLlatoLLMin MOMEHT NpeaBbIGOPHOM CXBATKYM C TpaMnom.

®unbM «Bce nop koHTponem» (Totally Under Control, 2020) pa3obnavaet
AeNCTBMS DefepanbHOro NpaBuTeNsbCTBa NOA PYKOBOACTBOM TpaMna Ha Havanb-
HbIX 3Tanax pacnpocTpaHenmns COVID-19, npusedwmre K nposany paboTbl BCen
NpaBUTeNbCTBEHHOW LieNeBol rpynnbl no 6opbbe ¢ naHaemmeit B CLUA.

MonynspHbIA 1 ponrourpatolmnii cepvan «KapTouHblid gomuk» (House of
Cards), nepBblii CE30H KOTOPOTO Bbllen elle B ObITHOCTL Npe3naeHTa Obambl B
Benom pome (2013) 1 npogomkanca ao 2019 roaa, NOCBALIEH Pa3BepPTbIBAHMIO
VIHTPWTU BOKPYr Mpe3uaeHTa 1 npefaTenbcki 0bMaHyToro UM KOHrpeccMeHa,
a NoCNeaHU Ce30H — NepUNeTUsM NOAUTUHECKON KyXHU B BbICLIMX KOPUAOPaX
BNACTU W XeHUMHe-npe3naeHTy (2018).

KomenuinHblin cepran «Buue-npesunaeHT» (Veep) Takke Bbiwen B ahup npu
Obame B 2012 rofly, a 3aKNtoUUTENbHbI €ro ce30H Npuiencs Ha 2019-1 — To ecTb
Ha nepuopn npasneHvs Tpamna. MpeagbibopHas 6opbba, cMeHa Npe3naeHToB
B XW3HW NMoOpoXfdana v CIOXeTHble pa3BopOThl cepuana. B nocnefHeM cesoHe
B LEHTP pa3BuTMs CIOKETa Takke Oblna BbiBefleHa MepBas amepuKaHcKas
KeHLMHa-Npe3naeHT.

“ OTMeTUM, YTO cinéma VErité Kak cnewyanbHbiii METOf KUHOAOKYMEHTAAUCTMKM B YUCTOM BIAE CYLLEeCTBOBAN
BCEr0 HECKONBKO NET, OfIHAKO BAUSHIE €70 BO3MOXHOCTEN OFPOMHO — Kak Ha HEUTPOBOE KMHO, TaK W Ha XKaHpbl
KYPHANVICTUKN (DENOPTaXU, HTEPBBIO W T.M.).
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V1, HakoHel, cnegyeT YynoMsHyTb UMb, MOCBSLLEHHbIE IKCTPABAKHBIM
aMepuUKaHCKUM cobbiTusaM Havana 2021 roga — 3axsaTy KanuTonus 1 Boopy-
XEHHbIM CTONKHOBEHWSM B siHBape. CaMbIM NMpUMeYaTebHbIM U3 HUX CTan CHATBIV
CbeMoyHol rpynnoi Frontline dunbM «AmepnkaHckas 6oiiHs Tpamna» (Trump’s
American Carnage), pacckasblBaloWmii O KpW3wcax M pasHornacusx B agmu-
HUCTpauuv B nepuod npasnexns Tpamna, NpUBeALWMX K 3TON NocneaHel rase
€ro NpesueHTCTBa 1 «CTOMb OWENOMUTENbHbIM, HO MPefCcKasyeMbiM COBbITUSM».

MNog4YepKHeM, YTO YNOMSHYTblE «<KMHOMOCNAHUS» Ha TeMy Npe3naeHTCTBa
6bINM NpeacTaBneHbl B Pa3HoW CMbICIOBONM (hopMe — cofepxallein BAyMUMBbIV
aHanu3 cobbITUIN MNK BbICMEMBatOLLEeW UX. TpuMeYaTenbHo, YTO BU3yanmn3aums
NnepevyncneHHor B CTaTbe  «MO3aMYHOCTM»  aMepPUKAHCKMX — COUManbHO-
06LLECTBEHHbIX IMCKYPCOB COBMana C OULyTUMOW 3PUTENbCKOW MOTPEOHOCTHIO
B HOBOW CTWAWCTMKE ToOfayv KuHOMaTepuana. 3TO [AWMKTOBano aBTopam
HeobxoAMMOCTb  UCMONb30BaTh 0O0Mee NAaKOHWYHYI TEeXHUKY «KMHOTEKCTa»,
330CTPSATb CBOE W 3pUTENbCKOE BHUMAaHWE Ha CTEMeHW HamnoNHSeMOCTH ero
MHPOPMaTUBHOI CTOPOHBI, HE AOMYCKaTb «MPOBAa0B» B AMHAMUKE TEMNOPUTMA.
Ho 370 Tema yrxe Apyroro nccnefoBaHus.

* * *

Ecnu euje B KOHLe ywepwero cTonetvs dburypa npesnaeHTa npenofHocu-
Nacb aMepuKaHCKMM KUHO MPeVMYyLLECTBEHHO B NMYHOCTHO-MOPTPETHOM Kitoye
B cTune baionuk, To XXI-i Bek nepeBepHyn 3Ty Tpaauumio. M 370 NOHSATHO:
HaunHas ¢ k. bywa-mnagwero (2001), yepena xo3sieB benoro gomMa CMMBONN3NPO-
Bana BO MHOMOM WX (YHAAMEHTANbHO NPOTUBOMOOKHbIE MO3VLMN MO OCTPbIM
BOMPOCaM BHYTPEeHHel M BHeWHel MNOAWTUKM CTpaHbl. CMEeHsBWMIA CBOero
NPeALecTBEHHMKA B 3TOT Nepuof CTaHOBWUACS «TMpeit», KoTopas OTTankusana
«MasTHUK» B 0B6PaTHYKO CTOPOHY W NMPK 3TOM, TaK UK MHave, BHOCWA CBOK NenTy
B packon amepukaHckoro obulectsa: [hx. byw-mn. — soiHamu;, b. Obama — «mar-
KM coumanuamom»; [. TpamMn — HauMOHan-u3onsuUMOHU3MOM (T.H. «CTpaTe-
rMs nonynucrTckoin putopukn» — Novoselova, 2020, p. 357); k. baigeH —
bnarosonexHnem vmmmurpaummn. ObuecTBO BypnAnT, a Kawpaas NWHUS packona
YCTOMYMBO accoLmmpyeTcs c 06pa3oM 1 INLOM KOHKPETHOrO npe3vaeHTa. [oTomy
CerofHs GubMbl C FMaBHbIMY reposiMU B BUAE X03sieB Benoro goMa He CTONbKO
0 HUX CaMWIX, CKONIbKO O «TeMnepaType 3aboneBaHNs» LeNol CTpaHbl. AumepseTcs
3Ta «TeMnepaTypa» TPaKTOBKOM 0bpa3a raBbl MCMONHUTENBHOI BNACTW.

%0 Cwm.: Frontline: Trump’s American Carnage [Video]. URL: https://www.youtube.com/watch?v=BVUs4dS30c0
00:02:08-00:08:10 (nata obpaluerns: 15.03.2022).
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TpaHchopMaums

AHMMALUMOHHOIO NEPCOHaxa

B YCOBMSAX IOMUHMPOBAHMS
TEXHOTeHHOW Napagnrmbl*

AHHOTaLMsA: B cTaTbe NpegnpuHsTa NOMbITKa PacCMOTPETH IBOIOLMIO aHVMALIOH-
HOTO MepcoHaxa, NOsIBMBLIErOCs NOJ BO3AEKCTBMEM UAEH TEXHOKPaTU3MA. AKTyasb-
HOCTb TeMbl 0OYCNOBMEHA BO3PACTAIOWMM MHTEPECOM K MEPCOHaaM rmbpuaHo
NPYPOAbI, BO3HMKAIOLLEN Ha OCHOBE MHTErpaLmumn YeN0BEYECKOrO M UCKYCCTBEHHOMO
Havan. Ha matepuane oTe4ecTBeHHbIX 1 3apybexHbIX (rNbMOB NPOCNEXMBAETCS
3apoxpaeHvie 1 TpaHchopMaLys BapyaTMBHBIX TUMOB MEPCOHAKEN, COAEPHaLmX
B cebe KOHLENT MeXaHUCTUYHOCTY. BblgensitoTcs Takme TUMbl NepCcoHaxelt Kak KyK-
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Na, MapuoHeTKa, MexaTpoH, poboT, KUGOPT UM UCKYCCTBEHHbIA YenoBeK (mocTye-
noBek). [IBONCTBEHHOCTb, NPUCYLAs AaHHbIM TWNaM NEPCOHaXeN, NposBASETCS,
C Of\HOW CTOPOHbI, B CTPEMIEHUM KYKMbl AWM MalHbl UMUTUPOBATL YenoBeka,
a C Apyroii CTOPOHBI, B enaHnu YenoBeKa ynofobuTbes MalvHe C Lenslo npeo-
LONeHNs BMONOTMYECKOTO HECOBEPLLIEHCTBA CBOEI TENECHOCTU 1 pacMpeHns du-
31YECKUX BO3MOXHOCTEN. B KaXaA0M 13 PacCMaTpUBaEMbIX TUMOB NEPCOHaXeN Npo-
SBNSAETCH CTPeMNIEHNe UMUTVPOBATbL YenoBeKa, ObiTb NOAOGHbIM €My, HO B TO xe
camoe BpeMsi NOAYEPKMBAETCS HEMOXOWECTb Ha Yen0BeKa, 3a0CTPSeTCs BHUMaHKe
Ha MHaKOBOCTY 1 AaXxe BPaxaebHOCTU MO OTHOWEHWMIO K YenoBeKy. AMOVBaneHTHas
NPMPOAa UCKYCCTBEHHbIX TBOPEHWIA MOPOXAAET [ABONCTBEHHbIE YyBCTBA: OT yMufe-
HYS, BOCXWLLEHUS 1O OTCTPAHEHUS), CMATEHMS U CTPaxa. XOTs YeNI0BEK NO-MPeXHeMy
OCTaeTCs TOYKOM OTCHeTa Npyv pa3paboTke AaHHbIX TUNOB NEPCOHAXEN, ero NoNoxe-
HVIe N0 OTHOLWEHMIO K «<YMHOW MalWHE» UMW UCKYCCTBEHHOMY TBOPEHUIO MEHSETCS.
[o 1960-x-1970-x rofoB B aHWMaLMK AOMUHMPYIOWMM Npu pa3paboTke 06pa3os
«YMHBbIX MalWWH» GbIN0 CTpemMaeHne Npuban3nTb, ynofobuTs 1x Yenoseky uav bro-
NIOTMYECKOMY CyliecTBy. K KOHLYy XX Beka 3Ta TeHAEeHUWs nepecTaeTt ObiTb eaunH-
CTBEHHO BO3MOXHOW. Bce Yalle B huabMax npegnpuHUMatoTcs MOMbITKA YiATW OT
4eNOBEYECKOW UAEHTUYHOCTY, Pa3MbITh €e NMOHSATHE U NPEANOXKNTb MHbIE ee Bapua-
yyn. OCHOBaHVIEM K NOSIBAEHMIO TaKoM TOYKM 3pEHNs CTaHOBATCS NefanuposaHue
Vfev HeCOBEPLIEHCTBA YeOBEYECKON 1 B LIeNoM BUO0rMYeckoit nopopsl, Ha oHe
KOTOPOW MCKYCCTBEHHbIE AW NONyYeHHble MOAUMULMPOBAHHBIM MyTEM CyLieCTBa
NpeAcTaBnAtoTCs 6onee CoBEPLIEHHbIMI U NPOrPECCUBHBIMU. M3MeHeHNe npeTep-
NeNo He TOMNbKO NONOXEHNE NCKYCCTBEHHOTO CO3/aHNs, YMHOW MallHbI MO OTHOLe-
HVIO K Y€IOBEKY, OHO KOCHYNIMCb ANCTAHLIMU MEXAY HUMU, KOTOPasti AEMOHCTPUPYeT
TEHEHLMIO K COKPALLEHUIO U flaxe yCTpaHeHto. VICKycCTBeHHble co3paHns bonee
He BOCMPUHMMAIOTCS Kak HEYTO HecoBepLIeHHOe, KOCHOE, 06/1afatoLLee orpaHuyeH-
HOM (DYHKLMOHaNbHOCTbIO, OHU NPEACTAOT Kak bosee COBepLIEHHbIe CyLLEecTBa, Npu-
4eM OBOMBHO HaCTO UX OCHOBHAsH (DYHKLMS 3aKNI04AETCS B CACEHNM 1 COXPAHEH NN
4enoBeyecTBa KakK BUAa.

KnioueBble C/10Ba: aHMMaLWs, NEPCOHaX, Kykna, MapuoHeTka, poboTsl, knbopri,
Maen MexaHnUM3ma, TEXHOKPaTU3M
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Mechanomorphism—

From Mechanical Dolls to Cyborgs:
How Animation Characters
Transform Under the Dominating
Technogenic Paradigm?

Abstract. The article studies the evolution of animated characters, which is
influenced by the technocratic ideas and is based on the integration of human
and artificial. There are such types of characters as doll, puppet, mechatron,
robot, cyborg or artificial person (posthuman). The duality inherent in them
is manifested, on the one hand, in the desire of an artificial creature to imitate
a human being, and, on the other hand, in the desire of a human being to
partly become a machine in order to overcome the biological imperfection.
The ambivalent nature of created beings gives rise to conflicting feelings:
from amusement and admiration to detachment, confusion and fear. While
humans remain the point of reference in the development of such characters,

2The study was conducted within the framework of the Development Program “Preservation of the World
Cultural and Historical Heritage” established by the Interdisciplinary Research and Educational School of
the Moscow State University.
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the position of people in relation to artificial creations is changing. Until
the 1960s-1970s, the dominant characteristic in the animation of artificial
creatures was the desire to make them look more like biological beings. By
the end of the twentieth century, the tendency changed to shifting away from
human identity or to offering other variations of it. The reason for this is the
pedaling of the idea of human imperfection, against which artificial creatures
seem to be closer to the ideal.

Not only has the position of the artificial towards the human altered: the
distance between the two is also reducing, and they even come towards the
point of convergence. Artificial beings appear as more perfect creatures, the
main function of which is to save and preserve humans as a species.
Keywords: animation, character, doll, puppet, robots, cyborgs, ideas of
mechanism, technocratism

Bepa B Hay4YHO-TEXHMYECKMIA NpOrpecc, onpeaenstollas passuTme Yeno-
BeYeCTBa C Hayana HoBOro BpeMeHu, KapaviHaabHO MeHSIeT CO3HaHKe YenoBeka.
CHavana bora-gemuypra CMeHsieT AeKapTOBCKMIA BOr-4acoBLMK, COTBOPUBLLMINA
MUP ¥ HaCeNSIOLWMX ero CyLeCcTB KaK CNOXHbIM MexaHu3M. Bmecto meTadopsbl
«MUp — TeaTp» YTBEPXKAAETCS HOBbI METaOPUYECKUIA KOHLENT, Fie MUP — 3TO
CNOXHbIM MEXaHN3M. B paMKax 3Toi YCTaHOBKM YenoBeK hopmupyeT HoBoe npep-
CTaBneHne o cebe KaK CI0XKHOM YCTPOCTBeE, B KOTOPOM BCE NOTMYHO M paumo-
HanbHO. OCTaBasiCb BEHLOM TBOPEHWS, OH HAa4YMHAET MbICIUTb cebst uaeanbHo
MaWWHON. 3Ta TOYKa 3PEHUs MONyYaeT OTPaXeHve B NnTepaType U UCKYCCTBe.
OcobeHHO aKTMBHO OHa HauvHaeT pa3pabaTbiBaTbCs C KOHUa XIX Beka, korma
XYAOXKHUKM 1 NNTEPaTopsbl, BAOXHOBNEHHbIE UAESMU TEXHOKPATM3Ma, HauHatoT
KOHCTPYVPOBaTb HOBYKO MOAENb MVPa, Fie Hapsay C YeNOBEKOM MOSBASIOTCS HO-
Bble repov — «yMHbIE MaWWHbI» U UCKYCCTBEHHbIE CyLLecTBa. Llenbto gaHHoi pabo-
Tbl IBASIETCS NPOCNeANTbL NOsSBAEHME Y TPaHCOPMaLWIO laHHbIX TUMOB NepcoHa-
et Ha MaTepviane NeHT MUPOBOM aHUMaLMN.

VIcTOKM NpefcTaBneHns YenoBeKa Kak aBToMaTa BOCXoAsaT K dunocodum
XVII Beka v pekapToBoi aHTpononornv. X. O. ae /lameTpu, pa3BuBLIMIA Uaen
P. [lekapTa, B CBOEM HallyMeBLWEM Tpyfe «HenoBek-MawmrHa» nucan: «bbiTb Malum-
HOW, YyBCTBOBATb, MbIC/INTb, yMETb OTAMYaTb AODPO OT 3M1a TaK e, Kak ronyboe ot
XENTOro, CI0BOM, POAMTBCS C Pa3yMOM W YCTOWYMBbIM MOPAbHBIM MHCTUHKTOM W
HbITb TONBKO XMBOTHbIM, — B 3TOM 3aK/04aEeTCs He Honblie NPOTUBOPEYHS, YeM
B TOM, Y4TO MOXHO ObITb 06€3bsHOM UV NONyraeM 1 yMeTb NPeaaBaThCs Hacnax-
aeHnsam» (lametpu, 1976, ¢. 237-238). OH Tarke yTBepXaasn, YTo «4enoBeveckoe
Teno npeacTaBnseT cobol YaCoBOW MexaHV3M, HO OrPOMHENLINX Pa3MepoB ¥ Mo-
CTPOEHHBIN C TaKMM UCKYCCTBOM U1 M30WPEHHOCTBIO, YTO €C/IM OCTAHOBMTCS Kose-
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CO, NPV MOMOLLY KOTOPOrO B HEM OTMEYatoTCs CEKyHAbI, TO KONeco, 0bo3Havato-
l|ee MUHYTHI, ByAeT NpoaoMKaTk BpallaTbes...» (flameTpu, 1976, c. 237).

CornacHo [lekapTy, pasHuLia MeXay XMBbIM V1 HEXMBBIM TaKas Xe, Kak 1 pas-
HULA MeXay paboTaloWMM 1 CIOMaHHbBIM MEXaHM3MOM: «...Te0 XMBOro YenoBeKa
TaK e OTNMYaeTCs OT Tena MePTBOrO, Kak OTNNYATCS Yackl VAW VHOM aBToMaT
(T.e. MalWHa, KOTOPas ABMKETCS CaMa COBOi), KOrAa OHM COBPaHsbI... OT TeX xe
4acoB WM TOW e MalViHbl, KOTAa OHM CIOMaHbl U KOrfa YCIoBUE WX ABVKEHUs
oTcyTcTBYeT» ([exapT, 1989, c. 484).

B KynbTypHOM NpocTpaHcTBe hopmupyeTcs 06pa3 YenoBeka-aBToMaTa, Me-
XaHUCTMYECKOro 0ObeKTa, rae MecTo AyWwn, SBASIOLeACS NPUYNHON ABMKEHNS
OpraHuyecKrx Ten®, Tenepb 3aHMMaeT dur3nyeckas 3Heprus, noMelleHa BHyTPb
Tena. [lekapT ycTpaHseT aywy Uav «AyxOBHYK CyBCTaHLMIO» KaK OCHOBHYIO Npw-
YMHY, 3aCTaBSHOLLYIO YeNoBeYeckoe Teno MyHKUMOHMPOBaTh. Teno u aywa 6onb-
lWe He NPeACTaBASIOT HEYTO eMHOE U HePa3pLIBHO CyLLeCTBYoLee. Teno obpeTa-
€T CaMOCTOSTENbHOCTb. OHO HaYVHAET BOCMPUHUMATBCS Kak DYHKLMOHUPYOLWMIA
MexaHW3M, KOTOPOMY flaH SHepreTUYecKUin MMNYbC, MPUBOASLLMIA BCE €r0 YacTh
B ABMKeHwMe. Mpu 3ToM 1 [lekapT, 1 /laMeTpu roBOPST O YeNoBeKe Kak O XUBOK
«MallnHe Tena», CoCTosLeR M3 B3aUMOCBS3aHHbIX MeXy COOOI BUHTUKOB U Le-
CTepeHoK. 1ns /laMeTpu YenoBeK — 3TO He MPOCTO XKMBas MalWWHa, @ MPUPOAHbIN
MexaHu3M 0coboro poaa, CnocobHbln YyBCTBOBATh, MbICANTL, OTANYaTL A0HPO
OT 3N1a; OAHO U3 MaTepuanbHbIX CYLWeCTB, HUYEM NPUHLMNUANbLHO (KpoMe bonee
CNOXHOTO YCTPOMCTBA) HE OTAIMYatOLLEeCs OT MHbIX CYLLECTB OPraH14eckoro Mupa.

C MOMeHTa NpefcTaBneHys YenoBeka Kak MallviHbl 3amnyCcKaeTcs MexaHn3Mm
aenepcoHnduKaLm. Henosek HaunHaeT MbICIUTL cebs He B AyXOBHOW nepcnex-
TUBE, @ B BelHO-MaTepuanbHOM naHe. MecTo «yxoBHOW CybCTaHLmmW», Hanosn-
HSIOLLEN YeNOBEeYECKOe TENO KMIHEHHbBIMY CUAaMU 1 feNatoLel BO3MOXHbIM TO
MNW VHOE YenoBeyecKoe MnoBefieHve, Tenepb 3aHsn SHePreTUYecKuin UMmynse,
NOCbINaeMblii U3BHe.

Teno 4yenoBeKa, MbICAsWErO cebs Kak MexaHw3M, npeacTaeT Kak pabo-
TaloWWI yNnopsaoYeHHbI Habop WeCTePeHOK W BUHTUKOB, CO3AAOLIMIA Urpy
nporpamMmupyemMbix KOMOMHaUWIA ¥ BapyvaHTOB. Ha MecTo YyBCTBytOWEro Tena
NPUXOAUT «BeCTenecTHOCTby, YCOBHAs NI0Tb MexaHM3Ma, CBOOOAHOrO OT Yeno-
BEYECKMX MPOSIBNEHWI TENECHOrO.

TouKa 3peHNs Ha YenoBeKa Kak Ha ynpaBnsemblii MexaHV3M nosyyaeT oTpa-
XeHue B aHUMaLm. Pa3BuTre 3TOM TeMbl CTOMT HavaTb paccMaTpyBaTh € 0bpasa
NepcoHaXa-MapuoHeTKN. MapuoHeTKa — 3TO KyKNna, HeKWUI COTBOPEHHbIV 06b-
€KT, HO UMELLMI VHble KyNbTypHbIE KOHHOTaUMW. Ee Teno, B OTANYME OT KyKbl,

3 ApuctoTens B paboTe «O fylie» 0TMEYaeT: «aylla eCTb NPUYMHA Kak To, OTKYAa ABMKEHNE KaK Lefb
1 KaK CyLHOCTb OflyLUEBAEHHbIX Ten» (ApuctoTens, 2020, ¢. 415 B 9-11), «aylia eCTb nepBas aHTenexms
€CTEeCTBEHHOTO Tena, 06nafatoLiero B BO3SMOXHOCTW XI13HbI0» (ApucToTens, 2020, ¢. 412, a 27-29).
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COCTOWT W3 OTAENbHbBIX, HO NPV 3TOM OOBbEAVHEHHDBIX 1 MOTOMY COMOAYMHEHHBIX
YacTel. B oTAnyme OT KyK/bl, MapYOHETKa AWCTaHUMPOBaHa OT Yenoseka. Bau-
MOAEWCTBYS C MapUOHETKOW, YeNoBeK CTaHOBWTCS KyknoBogoMm. OH obnapaeT
BO/NEN, B TO BpEMS KaK MaproHeTKa — 3T0 6e3B0/IbHOe Co3faHue, He CNocobHoe
K ABVKEHMIO. VICTOUHMK ABVIKEHWS MapMOHETKU HaxXOAWTCS 3a ee npegenamu.
OHa cBsi3aHa C HUM HUTAMU. TO eCTb eCN KyKNa HeMoCpeaCcTBEHHO aHUMUPYeET-
CSl YenoBeKOM, TO MapriOHeTKa OMoCpefoBaHHO. Yepe3 HWUTY OCyLieCcTBASETCS
nepefaya 3HepreTU4ECKoro UMMybca, MPUBOASILLENO ee YacTu B ABWxeHKne. Ma-
PUOHETKA — 3TO KyKNa, POXaeHHas MUMONOrnen MepTBOV MallMHHON XU3HMU.
OHa «accoummpyeTcst C NCeBAOKM3HBIO, MEPTBbIM [BVKEHUEM, CMEPTbIO, MPUT-
BOPSIOWENCS XKMU3BHBIO. .. HAMOMMHAET O MAWWHHON LBUAK3ALUM, OTHYKAEHUN,
ABOMHWYecTBe» (/ToTMaH, 1998, c. 647). MapuoHeTka — 370 63BOMbHbIV NpeaMeT,
OpYAMEe NV UTPYLLKA B YbUX-TO pyKax. B 3TOIN CBS3M BaXHbIM CTAHOBWTCS BOMPOC
«4T0 VAN KTO OCYLLECTBASIET ABVKEHME MAPUOHETKOM ?». YCTPOMCTBO MapUOHETKM
TaKOBO, YTO OHa OKa3bIBAETCS Lie/IMKOM BO BAACTM 3TOO UCTOYHMKA. [1o3TOMy 06-
pa3 MapUOHETKM CBS3aH C MOHATUEM 3aBUCUMOCTH, MOAYUHEHHOCTH, OTCYTCTBUS
BOMM 1 OTBETCTBEHHOCTW. Byly4n 06bEKTOM MaHUNYANPOBAHWS, OCHOBHOM (yHK-
UMel MapYOHETKM CTAHOBUTCS pa3BieyveHye TOro, KTO eto ABMIKET ¥ TOro, KTO CO-
3epuUaeT 3TOo ABMKEHNE.

Teno MapuoHeTKM yTpayvBaeT LeNbHOCTb, OHO CTPEMUTLCS pacnacTbes
Ha OTAEeNbHble YaCTu, KOTOPbIE ellle HaxOASTCs B C1aboi B3anMOCBS3M Apyr C ApY-
rom. Mony4as 3HepreTUYecKnii UMNyAbC, MaproHETKa MPYBOAUTCS B ABWIKEHNME,
KOTOpOe MO NPUPOAe CBOEN MMUTALMOHHO. I YeM UCKyCHee 3Ta MMUTaLWUS, TeM
Honee 3aBOPAXKMBAOLMM U MATUYECKMM SBNSETCS AeliCTBIE.

Obpallasch K aHMMaLmK, NOA MAPYOHETKON CTOUT NOHMMATb He CaMy KyK-
ny (nnockyto nnm o6bemHyto), Ho 0bpas NepcoHaxa, AenCTBYoLLero He No CBO-
el Bone, 3aBWCKHMOro OT APYrviX, NePCOHaNa, MPOSBASIOWEro NpU3Haku Belu,
00beKTa MaHUNYAMPOBaHMS. TakoM TUN reposi NOSIBASETCS B MCKYCCTBE 324010
[0 POXKAEHWS aHUMALMW, HO B HEIM OH NoNyYaeT pa3paboTKy HaumHas ¢ 1960-x ro-
0B, KOra UrpoBble MOTVBbI U 3peyLLHO-pa3BneKaTenbHble hopMbl B KynbType
Y UICKYCCTBE CTaw He NPOCTO OAHMMY U3 OCHOBHbIX, HO ONpeaestoLMi.

3ayvacTyto 0bpas nepcoHama-MaproHeTKN NPeACTaBseT TN onpeaMeyeH-
HOro YenoBeKa, NPeBPaLLEHHONO B Belllb, OOBEKT UMPbl U MaHUMYASLMIA, YenoBeka,
NIVILIEHHOTO BOMW M KU3HEHHOW SHEPT UK, yTPaTUBLIEro BNacTb He TOMNBKO Hag MU-
POM 1 Bellamu, HO 1 NPEBPALLEHHOTO B 06beKT noTpebneHus.

TeMa YenoBeKa-MaprMOHETKN, YeNoBeKa-Belln CTana LeHTpanbHo B TBOP-
YyecTBe YelcKoro pexwuccepa Axa LLiBaHKkMaepa. Moyt BCceM aHTponomMopd-
HbIM reposiv ero GuAbMOB MPKCYLLEe MapYOHETOYHOE MoBefeHWe, 3T0 0bpasbl
«OfIHOMEPHbIX Ntofer». Y LLIBaHKMalepa ntoamn B 6onblieit CTeneHn npuHaanexaTt
K «MepTBOMN NpUPOAEe», YeM OfyLIeBAEHHbIE MPEAMETHI, KOTOpble 6epyT BAacTb Haj
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ONpeAMEeYeHHbIM YeN0BeKOM. YpaBAss N0AbMY, OXUBLINE BELLW UTPAOT C HMM
B XKECTOKVE Urpbl.

06pa3 yenoseKa-kykbl BBOAUTCS LLIBaHKManepoM B ero nepsoM dunbme
«MocnepHnii Tpiok naHa LLBapuBanbaa v naHa 3arapaa» (1964). OH HaunHaeT-
Csl C TOrO, YTO [iBa aKTepa HafleBatoT Ha Cebst OrPOMHbIE KyKOMTbHblE FO0BbI, Kak
6bl BXOAS BHYTPb KYK/Ibl, ¥ TEM CaMblM MEPECTaoT CyLIeCTBOBaTb Kak toan. OHM
CTaHOBSATCS NpeaMeTamMmu MaHWUMYNSUMM 1 UTPbl. Ha NPOTSHIKEHMM BCErO CloxeTa
LLIBaHKMalep MOCTOSIHHO MOKa3bIBAET 3pUTENsAM, YTO BHYTPU MepCoHaxeli-mMa-
PUOHETOK HET YenoBeKa, HeT XWBOW, pedneKcnpytolen MMYHOCTH, eCTb TONbKO
MEPTBbIV NYCTOV 06BEKT UrPbl, BEllb AN MAHUNYASALMN.

MpOCTPaHCTBO BHYTPU BOMBLUVX FONOB MOXET ObITh 3aNONHEHO YeM yrof-
HO — CNIOXHbIMU MeXaHW3MaMy C BpalatoWMMMICS KONeCUKaMu 1 WecTepeHKamu,
BbIPE3KAMM U3 CTaPbIX FA3eT W XXyPHANoB, adullaMu U OTKPLITKaMU, B HEM MOXET
pacnonaratbCs, CNOBHO B DyTASpe, CKpUNKa unu nobow 13 MHCTPYMEHTOB Ans
“3BneveHus 3ByKOB. LLIBaHKMalep Br13yanm3npyeT MeTadopy NyCcTOW roNoBbl KaK
OTCYTCTBYE YeN0BEeKa, BMECTO HEro ecTb NMyCToe MecTo.

Pexknccep NOAYEPKMBAET, YTO €ro repov — MapUoHeTKM. VX Tena yTpayvsa-
0T LIeNIbHOCTb W pacnafaloTcs Ha OTAeNbHbIE YaCTu, KOTOPbIE CTAHOBSATCS 06beK-
TaMW UrPbl U BUPTYO3HbIX MAHWUMYASUMIA. OHM C NErKOCTBIO CHUMAIOT CBOW FO/0BbI
C N1€Y W XKOHIAIMPYIOT VMK, BbICTPANBAIOT U3 HUX MPaMULLl UV NepeKuabiBatoT
VX Apyr apyry. Ha npoTsbxenunn Bcero dunbMa naaHoOMepHo, OT 3nm3ofa K 3nu-
307y Pa3pyLlaeTcs NokasaHHbIV BHavane 0bpas KyKmbl, BHyTPKU KOTOPOW CnpsTaH
JenoBek. Bce AeNCTBMS repoeB COBHO [OKA3blBalOT, YTO aKTepsl, «Boleawme»
B KYKJTy, UCYE3/M B HEW, YyTPATUB CBOID TENECHOCTb. MocneaHM 10Ka3aTenbCTBOM
3Toro sensercs huHan dbunsMa, B KOTOPOM NEPCOHaXM pa3pbiBatoT Apyr Apyra
Ha YacTu, B ByKBaNbHOM CMbIC/e pa3pylias CBoe MaTepuansHoe Teno. Ho ecnn
4151 YenoBeKa — 3TO Tpareaus, TO AN MapUOHETKM — He Bonee YeM ellie OayH BUL
Wrpbl, €e YacTy MOryT pacnagaTbCs, MeperpynnuMpoBbIBaTbCS U 06beANHATLCS
BHOBb. Tepsisi TeNeCHOCTb, MapUOHETKa yNoWwaeTes, nvwaeTcs obbema, ee ABU-
XKEHUS 1 MO3bl HANOMHSIOTCS CXEMATV3MOM, CTAHOBATCS CUMBOMYECKMMU XKeCTa-
Mu. B. Mogopora roBopuT, 4TO MaprOHETKa «He MMeET TeNeCHOro BOMOLWEHNS»,
B ee IBWKEHMSX COblBaeTCs «yTonus npeoaoneHHoro Tenax (Mopopora, 2003, ¢. 71).
tO.M. /loTmaH B cBOeM nccnegoBaHum «KyKibl B CMCTEME KyNbTYpbI» M1can o ToMm,
4TO MapuOHeTKa — ropasfo Honee «MepTBbIf» BUL KyK/bl MIMEHHO MOTOMY, YTO
MapUWOHEeTKa NblTaeTCs NoApaxaTh ABVKEHNSIM YenoBeka: «HyBCTBO eCTeCTBEHHO-
CTV NPEPBIBUCTBIX 1 CKaYKOOOPA3HbIX ABVMIKEHMIA BOZHMKAET UIMEHHO NpK B3rsae
Ha 3aBOAHYIO KYKY UM MapUOHETKY (...) BO3MOXHOCTb COMOCTaBNEHNS C XKMBbIM
CyYLLIECTBOM YBENMYMBAET MEPTBEHHOCTb KyK/bl» (/ToTMaH, 1998, . 647).

MoTVB NpeBpaLlleHns YenoBeKa B Map1OHETKY, TO eCTb B Bellb, NPOXOANT
Yepes BCe TBOpYeCTBO LLIBaHKMaliepa. TemMa nepcoHawa-KyKibl aKTyanusmpyet
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BXKHbIA 4151 HErO MOTUB CMepTU. KyKna, MexaH13M, npeaMeT NpuHaanexat Mupy
HEXMBOM MaTepun. «HexrBoe» BOCMPYHMMAETCS He TOMBKO Kak 6e3ayliHoe,
HO ¥ KaK MepTBOe, pa3pyluatolieecs. MoTus cmepTn LLIBaHKMaliep He paccmaTpu-
BaeT B TparmMyeckom npenomaeHnu. 1ns Hero HeT Tparefuv B TOM, YTO MaTepwan,
TenecHoe, paspylaeTcs. Tparegus 3aKNo4aeTcs B OMEPTBAEHUM MUPa, B yTUAN-
TapHOM XapaKTepe COBPEMEHHON UMBMAN3ALMW, NOTEPSBLUIEN AYXOBHbIE OpUeH-
Tupsl. LUBaHKMalep He UCMbITbIBAET COCTPaaHMs K 3TOMY MUPY, OH UPOHUYHO
HabnogaeT 3a ero akTVBHbIM paspyweHneM. CyLLecTByOWMIA MUP MEPTBbIX Ma-
PUOHETOK 1 MeXaHUYECKMX MOfeN, MPOHU3aHHbI NParMaT3MOoM 1 paunoHanb-
HOCTbIO, ME0NOreit NOTPebNeHNs He eCTb NYUWNIA 13 MUPOB. B 0HOM 13 CBOMX
VIHTEPBbIO pexuccep 3amedaeT: «<CMeWwHo roBopuTb 06 3TON LUMBUAK3aUMK. MHe
KaXKeTCs, 4TO 3Ta LUMBUAM3AUUS HELOCTOVHA XanocTu. ECAn cornacuTses ¢ Tem,
4TO YeNOBEYECKOE CHACTbe — MaBHas XMU3HeHHas LeHHOCTb, s He BMOMHe yBepeH
(¥ He TONbKO 5, pa3yMeeTcs), YTO YeNOBEYEeCTBO, WarHyB Ha NyTb UMBMAN3ALMN,
He COBepLUMIO POKOBYHO OLIMOKY, 33 KOTOPYIO 3aMNaTuT CBOUM CYLLECTBOBAHVIEM,
Kak BUO»*.

0O6pa3 MapMOHETKN CTAHOBMUTCS aKTyanbHbIM B NepenoMHbIe UCTOPUYECKN e
nepvofbl (fronaoBckmia, 2011), B MOMEHT OCTPO MNEPEXMBAEMOro aHTPOMNONOrnyec-
KOro Kpu3uca (B aHvMMaLmMm eBponeicKoro asaHrapaa 1920 roaos, B 3anagHoes-
poneinckor aHuMaumm 1960-x, B duabMax BOCTOYHOEBPOMENCKMX PEXMCCEpPOB
B 1970-x-1980-x, B pOCCUICKOW aHUMaLMX BTOPOW NONOBUHbI 1990-X).

B cuTyaumm yTpaThl eCTECTBEHHOW TENECHOCTYN BHUMaHWE COCPeoTouMBa-
€TCsl Ha TeNeCHOM, OTCIofa TaKoW MHTepec K pasHbiM OpMaM NposiBfeHns Tenec-
HOTO, K DU3MONOTUN, XKM3HU Tena U NOBEPXHOCTW. C APYroi CTOPOHLI, BOCMPHS-
THe Tena Kak MexaHu3Ma N1laeT YenoBeka HAVBUAYaNbHOCTY, YYBCTBEHHOCTH,
VIMMYNbCYBHOCTHM, 3MOUMOHANbHOCTU. OH NprobpeTaeT KOCHOCTb, MEPHOCTb,
NporpamMMypyeMocTb. HaunHaeT oulyllaTb cebst BCTPOEHHbIM B CUCTEMY U HaCTbO
cucTeMbl. BocnpurHmMas cebst kak aBTOMaT, YeNoBeK MoaraeT, YTo ero ecTecTBeH-
Has 060104Ka MOXKET BbITh yNy4llEeHa, UCMpaBneHa, 0TPEMOHTYPOBAHA 1 AaXe 3a-
MeHeHa bonee CoBepLIEHHOW UCKYCCTBEHHON.

/nes cTaHOBNEHWS HOBOIO MUPa, PaboTatoLLEro Kak CIaXeHHbI MeXaHu3M,
AEeNaeT aKTyanbHoW 1 naet CO3AaHNs HOBOMO CBEPXYENOBEKA. ITO yxe He KyKna
VI He MapMOHETKa, @ MexaTpoH — YenoBeKonogobHas MalwvHa. Ee PyHKUMS yxe
He CBsi3aHa C 061aCTblO UIPbl, 3PEANLLHOCTM 1 pa3BneveHuns. MexaTpoH BO3HM-
KaeT Ha OCHOBe 3aMelleHns ynogobneHns. Bo3HVKHYB, OH HaYMHaEeT 3aHKMMaThb
TO MecTo, KOTOpPOe OTBOAMIOCH YEeMOBEKY. 3aMelleHne YenoBeKka MexaTpoHa-
MW BbI3bIBA€T YyBCTBO CTpaxa. OH POXAEH He TONbKO OXMBAKLLEN MEPTBEHHOM

* Uunt. no: Skazzka. UckycctBo KnHo: Mupbl AHa LBaHkmaliepa // Livejournal. [pyroe kuHo. Cmo-
TpuM. Muwem. Obcyxpaem. URL: https://drugoe-kino.livejournal.com/144730.html (gata obpalueHns:
13.03.2022).
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MaTepuent, ee UMUTaLVOHHON NPUPOON, HO U TEM, YTO YeNOBEK NPOUTPbLIBAET NO
CBOMM (DVI3MYECKMM MOKa3aTeNsm NCKYCCTBEHHOMY CO3AaHWI0. MexaTpoH OfnH 13
NepBbIX NPETEHAEHTOB Ha MECTO COMEPHMKa YENOBEKY.

Noen [exkapTa v /laMeTpu NONyYunm OTKIMK 1 pa3BUTME CHavana cpeau
bpaHLy3ckux MaTepnannctoB (fonbbaxa, Anapo, fenbeeuus), a BO BTOPOW MNo-
noBKHe XIX BeKa OKa3anucb NepeocMbiCneHbl B drnocodumn TexHrkn, Kak nucan
3. Kann, yenoBsek, co3faBas MaWmHbl U MeXaHK3Mbl, GECCO3HATENBHO CTPEMUTCS
BOCMPOW3BOANTL camoro cebsi. CoBepLIeHCTBYs CO3aBaeMble MM MexaHU3Mbl, Ye-
NI0OBEK OCHOBbIBAETCS Ha COMOCTABNEHMM KX C COOCTBEHHbIM TENOM 1 TelaMu Apy-
rux 6ruonormyecknx cyuiects. OTKpbIB BO3MOXHOCTb TBOPUTL cebe NoaobHbIX, HO
He OMONOrMYECKMM, @ MEXaHWNYECKMM MyTeM C OCHOBOW Ha TEXHOMOM UM, YenoBeK
YBAEKCS 3TUM NMPOLECCOM, NOPOXAA0 apMUIO MEXaHNYECKMX MaWKH, COCODHbIX
3aMEHWTb ero B Tex UK UHbIX cchepax 3aHATOCTM 1 0CBOOOAWTb ero oT du3smyec-
Koro Tpypa. 3Ta vges obpeTeHus cBoHOAbI M MOHbIHE BbI3bIBAET Y YeN0BEYeCTBA
BOCTOPT, OTOABUIatOLLIEI B TEHb CTPax OT NOTepU COBCTBEHHON NAEHTUYHOCTY.

CoOTHeCeHw e YenoBeKa ¢ MallHOW NPUBEAET K NMOSIBAEHWIO HOBOTO TWMa
nepcoHaxel, BO3HMKaIOWEro Ha OCHOBE CYHEPr 1M MaLLMHHOIO 1 BUONOrMYecKo-
ro / YenoBeyecKoro. [lepBoHaYanbHO 3Ta CHeprus byaeTt NposiBNsTLCS Ha YPOB-
He BHelwHen dopmbl. B kuHemaTorpade 1 aHMMaumMmn Hadana XX Bexka nosssaTcs
06pa3bl aHTPOMHbIX 1 300MOPMHbIX pOOOTOB. NepBOHAYANBHO TaKKe NePCOHAKM
BO3HWKHYT B NIEHTaX KOMEAMHbIX XKaHPOB.

KocHOCTb MallviHbl ByaeT OCHOBOW AN CO3AaHms raroBbix cUTyauuid. Mon
Teppy Oblif1, MOXOXE, OAHVIM V3 NEPBbIX aHNMATOPOB, B YbMX DUNbMax MOSBUANCH
3ab6aBHble POHOTHIKMBOTHbIE. B ero cepun «bacHu 330ona» B 1922 roaly Bbilen cto-
xeT «MexaHnyeckas nowagb». BnusiHme atoro dunsMa OyaeT ouyLaThCs B aHW-
MaLvKW Ha NPOTSHKEeHUM Bcex 1920-X rofAoB 1 Aaxe B Nocaeayollmnii nepuoa, Kor-
fa aHMMauus CTaHeT 3BYKOBOW. Teppw onpeaenvT v CTUANCTUKY M306paXeHws
poboToB. Wx Tena ByayT COCTOSATb U3 CTapoVt BOUKM UK NEeYKM, BHYTPU KOTOPOM
MOXHO XPaHWTb pa3nnyHble Beln, a HOTU BBITSAST TaK, CIOBHO OHY cObpaHbl
M3 TPYObI M XKECTSHbIX BaHOK, COEAMHEHHBIX LUAPHUPHBIMUW CyCTaBaMK, He roBOps
YXKe O CbeMHOI ronose 13 6rAoHa UK BOPOHKM. TaKoW NPUHLMN M306paXKeH s
C TeMU VNN MHBIMW BapuauusMu byneT UCnonb3oBaThCs Npy M300paxeHny po-
60T0B B (hrnbMax 1920-x-1930-x rofioB. BeposTHO, Takoe n3obpaxeHue Bbi3Bano
CMex Y 3puTenel HeBEPOSTHOCTBIO KOHCTPYKLUMMW U TEM, YTO 3TO MexaHu4eckoe
CYWLECTBO MOAOOHO XMBOMY MPOTOTUMY. Teppy pelwus, YTo 3TO XOPOWNIA 3HaK,
VM aHanoru4Hele obpasbl NOSBUAUCH B NeHTax «BeHrepckuid rynsw» (Hungarian
Goulash, Terrytoons, 1930) u «Cyactnusslii Pono» (Happy Polo, Van Buren, 1932).
Y aMepuKaHCKNX aHUMaTOPOB BO3HUKIO HeMmncaHoe npaswno, COrnacHo KOTopo-
My B 99 cnydasx 13 100, ecnu B unbMe ecTb MexaHnyeckas nowas nnv poboT, To
OHM M306paxancs B CTUANCTUKE, NMPEANOXeHHOM Teppu.
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TONBKO MEXaHWMYECKUMY NIOWaAbMM Teppu He OrpaHnYnBancs, B ero NeqTe
«BbICOKMe CTaBKM» NOSBNSETCS MeXxaHMYecKas Mbilb U poOOT-CNOH. MexaHuyec-
Kvie XVBOTHbIE HAaBOAHAT HE TONbKO NEHTLI Teppu, HO M aHNMAUMOHHbIE Cepum
Yonta [lucHes. MexaHu4ecKkue Kypbl, KO3/bl 1 KOPOBbI ByayT perynspHo noss-
NATLCS TO B cepusx «Komeamm Anucel» 1 «Kponuk OcBanbiy, TO B NeHTax ¢ Muk-
K MaycoMm. MexaHunyecKkasi KOpoBa CTaHOBUTCS repoeM B OAHOUMEHHOM duibme
1927 roga ancHeesckow cepun «Kponnk Ocsanbay (puc. 1).

Puc. 1. Kagp u3 dunbma «<MexaHuyeckas KOpoBa», pex. YonT [ucHei, 1927
Fig. 1. The Mechanical Cow, directed by Walt Disney, 1927°

PoboT-nowans durypupyeT 1 B neHTe «BaaeTsl v nagenvs» (Ups'n Downs,
1931) Xbto XapMmaHa 1 Pynonbda M3nHra ¢ Ux 3HaMeHUTbIM nepcoHaxeM bocko.
MoYTw BCe raru 13 3Toro unbMa, CBA3aHHbIE C MEXaHWUYeCKO nowaabto, bbinn
BOCMPOWV3BEAEHbI peXxmccepamit B UX NepBOM LBeTHOM dunbmMe «CTapas nnaHTa-
ums» (The Old Plantation, 1935). He oTcTaBan oT cobpaTbes Mo Lexy 1 YonTtep JlaHL.
PobOTN3MPOBaHHbIE XKUBOTHbIE GUIYPUPYIOT Y HEro B NeHTax «KpbinaTblii KOHb»
(The Winged Horse, 1932) n «[lenaTb fobpo» (Making Good, 1932).

Ho Hapsgy C MexaHUYeCKUMM KUBOTHbIMU B UbMax NOSBUAUCL U aH-
TponomMopdHble poboThl. BOIMOXHO, OfMH 13 CaMbiX PaHHWX MPUMEpPOB aHTpPO-
noMopHbIX POBOTOB MOXHO OBHapYyXWTb B OTeYecTBEHHOW neHTe «Mexnna-
HeTHas peBontoLms» (1924). 3aeck poboTbl — 3TO HE MeXaHMYeCcKmne yCTPOCTRa,
3aMeHsoLLMe YenoBeKa B TPYAOBbIX NpoLieccax, a 6oeBble MalwnHbl. OHW ABASIOT
coboit 06pa3 HOBOTO MPO3HOTO MYTYPUCTUHECKOTO OPYXKUS, BCTaBLIErO Ha CTOPO-
HY KanuTana u cnyxaulero emy Ans 3awWmnTsl ero MHTepecos. MalnHbl 1 poboThl
B CO3HaHMMW COBETCKUX aHVMaTOPOB acCOLMMPYIOTCS C CUCTEMON KanuTanucTu-
4eCKOro NPOW3BOACTBA, YrHETAIOLEN TPYAALWMXCS, NMLLAIOLLEN X NpaBa Ha Tpyq
Y NOCTOMHOE CylleCcTBOBaHMeE. M03TOMY COBETCKMI paboynin 1 KpacHoapMeel,

° UcTounnk nsobpaxerus cm.: URL: https://www.intanibase.com/iad_entries/entry.aspx?shortiD=70 (gata
obpateHns 16.01.2022).
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Beas BOWHY 3@ CBEPUWEHME HE TONbKO MUPOBOM, @ KOCMUYECKON PEeBOMIOLMN,
xenas 130aBuUTb MUP OT yrHeTaTenel, OTNPaBAsioTCS B MEXKOCMUYECKOe NyTe-
WeCTBMEe C LeNbio YHUHTOXWTL coexaBluvx ¢ 3eMnn Ha Mapc bypxyes. Mpunbbis
Ha Mapc, OHM BCTyMatoT B CxBaTKy C 60eBbIMM poboTamu, 3allyLaoLLyMK ero
npasuTeneit. B 3TOM HavBHOM C TEXHUYECKON TOYKM 3peHns dunbme Bnepsble
B MMPOBOM KMHeMaTorpade noaHMMaeTcs TemMa BoMHbI poboToB v Mtoael. 3nech
aBTOPbI NEHTHI co3aat0T 0bpa3 poboTa He Kak MOMOLLHWKA YeNoBeKy, a Kak boe-
BOM MaLIMHBbI, T.e. MPOUCXOAMT CMeHa CMbICOBbIX KOHHOTaUWi. MpeacTasneHne
poboTa, Tem Honee aHTPOMHOTO, Kak FPO3HOMO OPYXMs, HANPaBNEHHOMO NPOTHB
YenoBeka, byneT NPUYMHON BO3HVKHOBEHNS CTpaxa nepeq VCKYCCTBEHHbIM TBO-
peHveM. 3TOT CTpax Bbi3BaH He CTOMbKO pa3pylleHWeM rpaHuL, UAEHTUYHOCTK
4enoBeka, CKOMbKO TeM, YTO MallMHa CNOCOBHA BbIMTU 13 NOAYVHEeHNS, 06pecTy
CaMOCTOSTENBHOCTb, UM TEM, YTO CUCTeMa AaeT chboii UM NPOrpamMmMa COAEPHKUT
OWWBKY, NPOsiBNeHNE KOTOPOW MOXET HECTM OMAaCHOCTb A5 YenoBeka.

Tema cTpaxa nepef yrpo3oi 6yHTa «yMHbIX» MalnH OyaeT HaxoauTb Bapua-
TUBHblE BOMNOWEHNS B aHUMALMM Ha NPOTSHKEHWUM Bcero XX Beka. B HoBselillee
BpemMs 3Ta Tema byaeT mMoandULMPOBaHa B CBA3W C Pa3BUTUEM MCKYCCTBEHHO-
ro uHTennekTa («faHpaxap: CeeToBble rofbl», 1987 (puc. 2); «MeTpononuc», 2001,
«AHUMaTPULE», 2003; «<A6104HOE 3epHbILLIKO», 2004; «9»,2009; «<bnam!», 2017; «MunT-
4ennbl NPOTUB MalWH», 2021).

Puc. 2. Kagp 13 punbma «laHfgaxap: CBeToBble rogpl», pex. PeHe flany, 1987
Fig. 2. Gandahar, directed by René Laloux, 1987¢

FoBOPS O CTpaxe nepef aHTPONMoMopdHbIM POHOTOM, HEKOTOPbIE UCCAE0-
BaTeNM NONAraloT, YTO OH BbI3BAH BHELIHVM CXOACTBOM MEXaHWYeCKoro Yenosexa

5 UcTouHnk m3obpawerns cm.. URL: https://moviebot.ru/movie.php?film=22500 (nata obpalieHus
16.01.2022).
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1 Yyenoseka buonorudyeckoro (Kosnosa, 2020, €.74). OAHAKO HaM KaXeTcs, YTO 3TO
TONBKO OAHO M3 BO3MOXHbIX O6BbACHEHWI, TaK KaK YenoBeK Ao nossaeHus pobo-
TOB VMEN OMbIT B3aVMOAENCTBUS C MEXaHUYECKUMYI CO3AaHMAMM, TEMM e aHUMa-
TPOHUKAMU AW TUAPABANYECKUMY aBTOMATaMK, NPeACTaBAEHHbIMI B @HTPOMHOI
thopMe. 1o OTHOWEHWMIO K HUM OH He UCMbIThIBa/ TAKOTO YyBCTBa CTPaxa U enaHums
AMCTaHUMPOBATbCS. [pobnema CTpaxa Bbi3BaHa He CTONbKO BHEWHMM noaobrem,
CKOMIbKO OCO3HAHWEM TOrO, YTO MallMHA MOXeT OblTb COBEPLIEHHEE YENOBeKa, ee
bur3myeckme, a cenyac, C aKTMBHbIM Pa3BUTUEM HEMPOHHBIX CETEN, U UHTENNEeKTY-
anbHble CNOCOBHOCTY B OTAE/NbHbIX 001aCTSAX MPEBOCXOAAT CIOCOBHOCTY YeroBekKa.

B amepuKaHCKoW aHUMaLmMy aHTPonoMopdHbI poboT UnK aHapous Bnep-
Bble NosBNSETCS B cepuu «bacHM 330na» B ctoxeTe <KenesHblii yenosek» (The fron
Man, 1930) [xoHa docTepa v Fappu belnu. MoytoBas cnyxba aoctaBnsgeT dep-
Mepy Any ®anbde NochinKy, B KOTOPOW OKa3biBaeTcs poboT. Kak ToNbKo ero ms-
BEKNM U3 SLLMKA, OH CPa3y e NyCTUCS B NAAC, a 3a HUM 1 chepmep. ITOT TaHel
AANTCA He AONTO, MOKa POBOT He NMHAET depmepa HOroM Nof 3af. ITOT NOCTYNOK
6e3nyMHON MalVHbl Bo3myllaeT Ana ®anbdy, v TOT pewaeT aaTb caaym. Ho Kak
TONBKO 3TO NMPOUCXOANT, B pODOTE HTO-TO HAPYLWAETCs, U OH HAYMHAET yBEeInYH-
BaTbCs 10 HEBUAGHHbBIX Pa3MepoB, NpuHMUMas yrpoxaiowmnii Bua. Bo3sbilwasch
[0 Hebec, OH BAPYr HEOXMAAHHO B3pbiBaeTcs. BMecTo Toro, 4Tobbl pa3bupats-
Csl B Npou3ouleawem 1in npocTo UCyraTbCst OT MMraHTCKOro pa3Mepa poboTa
v nocnedytoLlero B3pbia, hepMep NoKaTbiBAETCS CO CMeXy, He HapajysiChb Cy4unB-
wemycs, NoKa Nagatouime ¢ Heba 0610MKM poboTa He COBMPatOTCsS BOEAVHO, BOC-
CTaHaBAMBash CBOI LIeNOCTHOCTb. ITO Tak nyraeT hepmepa, 4To OH BMecTe CO Bce-
MV XUBOTHBIMK CKOTHOMO IBOPa B NaHUKe yberaeT npoyb 3a ropu3oHT. B neHTe
He CO3/1aeTCs rapMOHMYHOIO CYLLECTBOBAHUS aHAPOMAA U YEN0BeKa, KOMUYeCKas
cnTyaums 0bopadnBaeTcs KOHMAVKTOM ABYX BUAOB MM GOPM CyLIECTBOBAHMS.
AHTponomopdHas MalHa NpeacTaeT yrpo30i, CNacTUCh OT KOTOPOI BO3MOXHO
NWLWb GErCTBOM, T.e. CAaMOyCTPaHeHveM. 30ech B, Ka3anoch Hbl, KOMUYHOM CHOKETE
BriepBble 3aTParMBaeTCs TeMa CTPaxa, BbI3BaHHOTO MOLLLIO MALWWHbI U TeM, 4TO
B Cnydae cbos Nporpammbl, BCe MOXET 0bepHYTbCSH KaTacTPohOoil.

B cambix nepBbix hrnbMax ¢ yyactneMm poboToB, Koraa NporpamMMHbIid Kog,
MallVHbl AaeT OO, M OHa Ha4YMHaeT BecTn cebs HenpeacKasyemo, YenoBeK cTpe-
MUTBCA OTCTPAHUTLCS OT POHOTa, T.€. YBENUUUTL AUCTAHLMIO Mexay COBOI 1 Me-
XaHW3MOM. He B Cvnax BO3AEUCTBOBATb Ha MEXaHMYECKOe KeNesHoe co3aaHne
Y NTPOTUBOCTOSITh €MY, OH CNacaeTcst GercTBom.

B neHTax Cnefylowero noKoNeHus C pa3BuTMeM TemaTuKM MosBaseT-
Csl HOBble CHOXETbI, TPAHCAUPYIOUINE V3MEHEHME TOYKM 3PeHUs Ha aHTPOMHbIe
MalVHbl. MocTeneHHo 1306paxeHvie poboToB CTaHOBWTCS Bce Honee aeTanb-
HbIM, MPOAYMaHHbIM 1 Hofee CNOXKHbBIM. MEHSIETCS He TONBKO X U306paxeHKe,
HO 1 DyHKUMW. OHK BCe Yalle NPeacTatoT B POW NOMOLIHUKOB.
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HoBblIli pakypc Ha 0bpa3 poboTa nossnseTcs B hunbme «brmMb0o BHYTPK po-
60T1a» (Bimbo in The Robot, 1932) cTynun Makca ®neiilepa. 3aecs poboT npespa-
LlaeTcs B yNpaBAsieMyo MaluHy, CocobHyo NobeanTb MOLLHOMO NPOTUBHUKA.
BrM60, )enas [06UTbCS PYKM 1 cepfilia CBOe BO3NONEHHON, AOMKEH y4acTBO-
BaTb B HOKCEPCKUX MOeAMHKax 3a MaBHbIV MpU3, HO eMy He 0f0NeTb FPO3HOrO
NPOTWBHMKA. TOrAa OH HaxoaMT BbIXOA W TpaHchOPMUPYeT CBOM aBTOMOOUSb,
npeBpallas ero B aHTponomopdHoro pobota. buMb0O 3aHVMaeT MecTo nNunoTa
BHYTPU MalWnHbl. ECnv nepBbIfi payHA rpo3Hblil Malik HokayTupyeT poboTa, To
y)Ke BO BTOPOM payHfe He CTONbKo BUMB0, CKOMbKO ero MalvHa, bbicTpo OCBOMB
TexHVKy BoKca, NOHSANa, YTO HY)XKHO AenaTb. B pesynstate bumbo ctan nobeavite-
neM, OTNPaBKB B HOKaYT rpO3HOro Maiika. AHanorMYHbIN CoxeT Bbin NpeacTaBneH
B neHTe «KenesHblii Yenosek» (Man of Tin, 1940). 3aeck Takke poboT MCNONB30-
Ba/ICs KaK CoNepHUK B HOKCEPCKOM NOEAMHKeE, I OH TakKe Hblin NMA0TUPYEMOIA Ma-
WrHOW. MM ynpasnsn CKpannu — toHbIV NOMOLWHMK Npodeccopa-n3obpeTaTens.
Manb4nK pellaeT 3ane3Tb BHYTPb pobOTa B TOT MOMEHT, Korfa npodeccop nocne
Heyaa4YHOM NMOMbITKM 3anycTUTb poboTa 3nNeKTpopaspsgaMmn 0THasNCs U OCTaBI
OTKPbITON ABepLy BHYTPEeHHero oTceKa. Monagas BHyTpb poboTa, Cpannu okasbl-
BaeTCs nepef NynsToM ynpasneHus. Ynpasnss peldaramu, oH NpuBoanT poboTa
B ABMKEHMe. 3TO BoodyweBnseT npodeccopa, KOTOPbIN He AOrafbliBaeTcs, YTo
pobOT Havan ABMraTbcs He bnarogaps 3amycky NporpaMmbl, a Tak Kak CKpannu
yNpaBnsn vM Kak MalnHoW. Yeuaes obbsaBneHvie B rasete, npodeccop peuaer,
4TO PObBOT JOMKEH Yy4acTBOBaTb B HOKCEPCKMX NoeaviHKax. CIoeT UcTopum pas-
BOpaymMBaeTcs nofobHo npepbigyliemy dunbmy. B nepsom payHae Ckpannu,
ynpaensowmin poboTom, TepNUT NOPAXKeHNe, HO BO BTOPOM payHie OH ofep-
XunBaeT nobeny. ITO NpoucxoamT He Bnarogaps CBEPXCNOCOBHOCTAM poboTa
Y He ¥3-3a YMesoro yNpaBneHns 1M, a No YUCTOW ciyYaiHOCTH. T1oYTu noTepsie-
WK 13-3a NoboeB cozHaHmne CKpennu cyYaHo HaXKMMaeT pbldar CUibl, 1 poboT
npeBpallaeTcs B rpO3HOE OpyxMe, passiiee NpOTUBHUKA.

Vpes vncnonb3oBaTh poboTa Kak CBEPXCUBHOE CYLLECTBO B HOKCEPCKUX
NoeAMHKax OKasanach 3apa3uTenbHON AN aHMMauMK. He npowna oHa U MUMO
aHMMaToOpOB CTyaAnW [lucHes. B neHTe «MexaHnyecknii Yenoek Mukkmn» (Mickey’s
Mechanical Man, 1933) (puc. 3) ancHeeBCKuMiA pexwuccep Yundpen IpKeKCoH co3na-
eT 0bpa3 poboTa-boKcepa, TPEHEPOM KOTOPOTO BbICTYNAeT 3HAMEHUTbIA MbILLIO-
HOK MUKKM. PoB0T MUKKIK BOKCHpYeT ¢ youinuen ropunnoii KoHrom (3nech seHas
OTChINKa K NeHTe «KuHr-KoHr», BhileAwen B ToMm xe 1933 roay). HecMoTps Ha To,
4TO MepBbI payHa Obin hakTuyeckn NnpourpaH poboToM, U OH Bbin NOYTH CNOo-
MaH ygapamu ropunnel, bnarogaps cmekanke MUHHM 1 3BYKY ee KnakcoHa poboTa
YAanoch BO3BPATUTL Ha PUHT. YCAbILWAB 3BYKM KNAKCOHa, KOTOPbIE BO3AENCTBYOT
Ha Hero ocobbiM 06pa3oM, POBOT MUKKK TOTOB K HOKO C YMHOXEHHOI CUMON.
OH npeBpalLaeTcs B 6e3)KanoCTHYH DOKCEPCKYO MaLLViHY, COKPYLIAIOLLYHO CBOETO
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NPOTMBHMKA. XOTS CErOAHS 3TO He CaMblil U3BECTHBbIN CtoxeT ¢ MUKKY, B CBOe Bpe-
Msl OH OKa3a/ 3HaYUTENbHOE BANSHME HE TONbKO Ha aHUMALMOHHYIO MHAYCTPHIO,
HO ¥ Ha UrpoBoe KHo. 06pa3 poboTa-bolLa CTaHeT oAHUM 13 Havbonee pacnpo-
CTPaHEHHbIX TUMAXEN B MVPOBOW KUHOMPAKTUKE.

Puc. 3. Kagp u3 punbma «<MexaHuyeckuin Yenosek Mukku», pex. Yundpea IxekcoH, 1933
Fig. 3. Mickey’s Mechanical Man, directed by Wilfred Jackson, 19337

Tema nunoTupyemoro 60eBoro poboTa, 3asBaeHHas B aMepUKaHCKOW aHw-
Maumu, cnycTs nouTn 30 NeT Noy4YuT pa3BuTvie B SMOHCKOM aHMMaLvn. B aHume
1960-x rofjoB 3Ta TeMa NPUOOPETET MHOW PaKypc, a MHTepec K Hell chopmupyeT
CaMOCTOSITENbHbIN KaHP, W3BECTHbIN Kak Mexa. OHUM 13 TMaBHbIX COCTaBAsIO-
WX GUNBMOB 3TOTO XaHpa CTaHeT HanWumMe rUraHTCKUX MUNOTUPYeMbIX HOEBbIX
poboToB. Brnepsble 06pa3 ynpasnsemoro poboTa MosiBUTCS B aHMMe-cepuane
OKenesHbli Yenosek N2 28», KOTOPbIN CHMTAETCS POLOHAYANbHUKOM XaHpa Mexa.
Ho B 3TOM cepviane pebeHoK ynpasnsi rMraHTCKM poboToM Yepes ANCTaHLUMOH-
HbIA NY/BT, T.€. OH He OblN NMOrPYKEH B CTANbHYIO MaLIWHY, YTO CTAHET NPUHLMNK-
anbHbIM 15 BCEX NOCNeAYIOUMX NEHT.

" MicTouHuK n3obpaxeHus cm.: URL: https://www.imdb.com/title/tt0024330/mediaviewer/rm2270890240/
(naTa obpalleHns 16.01.2022).
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O6pa3 nunoTupyemoro poboTa, Korga 4enoBeK HaxoAMThbCs Hemocpep-
CTBEHHO BHYTPW MallWHbI, BNEpBble NOABUTCS B ceprane «MasuHrep 3eT» (1972-
1974, To Harawn) (puc. 4). Mo cnosam ®p. /1. LLloaTa, nomelleHve NunoTa BHYTPb
MallViHbI CTANo WaroM Ha nyTu nepcoHnduKaLmm MawmHel (Gilson, 1998, c. 367).
PO6OT 06M1aaeT CBEPXCUIONM, HO TONBKO YEN0BEeK MOXET NpPaBUAbHO YNPaBnaTh
3TUM TPO3HbIM OpyXMem. OCHOBHOW Maeein CTaHOBUTCA TO, Y4TO nobegy MOXHO
ofepxaTb, TONBKO KOrda eCcTb COeaVHeHne YenoBeka v MalWwHsbl. MUAoT cTaHo-
BWTCS HE CTO/bKO AYLIOW XENe3HOro MOHCTPA, CKOMbKO ero Mo3rom. Mostomy
He cnyYaiiHo, pa3pabaTbiBas 0bpa3 ruraHTcKoro pobota MasmHrep 3eT, ero aBTo-
pbl pelwnaK, YTO MeCTo NNoTa OyAeT pacnonaratbCs B rofoBe MalVHbIL. [NaBHbIiA
nepcoHax cepunana nunot Koaau KabyTo, Hanpaenss CBON neTaTenbHbI annapat
BHYTPb pobOTa, BCTPANBAET €ro B Ty YacTb, e N0 aHaTOMWK Y YenoBeKa pacno-
naraetcs Mo3r. Kak ToMbKO NeTaTenbHbl annapaT BCTpansancs B npegHasHaveH-
HOe AN Hero rHe3no, MraHTCKUA poboT NPUXOAWN B ABMKEHWE, YNIPaBASEeMbIi
MMMyNbCamu, nepefaBaeMbiM1 13 MalWHbI NX0TA.

P

Puc. 4. Kapp u3 dunbma «MasuHrep 3eT», aBTop o Harau, pex. F0eo CapukaBa, Tocuo KauyTa,
Tomoxapy Kauymata, Tokys CupaHa, Hobyo OHyku, 1972-1974

Fig. 4. Mazinger Z, author Go Nagai, directed by Yueo Serikawa, Toshio Katsuta, Tomoharu
Katsumata, Tokue Shirane, Nobuo Onuki, 1972-1974%

CoefnHss cebs ¢ MaWMHON, YenoBeK NosyyYan HoBble BO3MOXHOCTM, 3Ha-
YMTeNbHO NpeBoCXofsLLMe Te, KOTOPbIMU OH 0bnagan oT NPUPOodbl. ITO Npespa-
Wano ero B CBepxreposi. Ho MpocTo BCTpamBaHus cebs B KenesHble gocnexw,
pasMeLleHns cebs BHYTPY MalUVHbI YeNoBEeKY NOKAKETCS HEAOCTaTOUHbBIM, 1 OH
3axo4eT YCTpaHUTb UMetolwmiics Hapbep. B aHWMaLmK, HauvHas ¢ nocnefHumx
pecaTuneTnit XX Beka, Bce akTUBHee OyAeT 3By4aTb Tema CpalleHuns MallvHHOMo

& VicTouHmK n3obpaxerus cum.: URL: https://www.pinterest.co.uk/pin/495536765246229750/ (nata obpalyeHus
16.01.2022).
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¥ YenoseyecKkoro. TeHAeHUMS Ha KMboprn3auumo — «nepexo 0T 61Monornyeckon
3BONIOUMM K TEXHOIBOMOLMMY — B YCIIOBUSX aKTUBHOMO Pa3BUTUS MHGOPMaLW-
OHHO-KOMHUTVBHbIX M BMONHXEHEPHbIX TEXHONOT M, @ TakKe Uael TPaHCryMaHun3-
Ma, CTaHOBMTCS OfIHOM V3 Onpefensomnx Ans coBpemeHHoro obuecTsa (Baeva,
2018, p. 139). OHa HaxoaWT OTPaXeHe B IKPaHHbIX MPOU3BEfEHNsX, BblABMIas Ha
aBaHCLEHY HOBbIV TWUMN repost. TpaaMUMOHHbIX POBOTOB 1 aHAPOUA0B B hrnbMax
NOTECHST KMbOPru, Co3aaHNs, BOHUKAKOLLME Ha OCHOBE MHTErpaLmn MaWwmnHHOM
COCTaBASHOLLEN B YenoBeka («3auT 1 A», 2009) nnun 4enoBeveckon MaeHTUYHOCTY
B MallVHHOe Teno («Mpu3pak B focnexax», 1995 (puc. 5), «MaHaok Ckpamb1», 2010.

Puc. 5. Kagp 13 ¢punbma «puspak B gocnexax», pex. Mamopy Ocuu, 1995
Fig. 5. Ghost in the Shell, directed by Mamoru Oshii, 1995°

Mocne NofobHON MHTErpaLmm NN TEXHONOTUYECKOW CUHIYNSPOCTU HOBOE
NoCTOMONOrMYECKOe CYU|eCTBO MU NOCTHENOBEK HAYUHAET MyYMTLCS BOMPOCOM
camoonpegenexns. IMeHHO 3TO U NPOUCXOAWT C repouHeit dunsma «3Kcnepu-
MeHTbI /leiH» (1998, PioTapo Hakamypa), paspyliatollelt rpaHb Mexay peanbHo-
CTbHO W BUPTYanbHbIM MUPOM. 3aTEPSIBLUMCH B CETYW, OHa B KOHEYHOM UTOre TepsieT
CBOI MAEHTUYHOCTb U 3a1aeTcst BONMPOCOM «KTo OHa?». B oTBeTe Ha 3TOT BONpoc
co3fatenu hunbmMa NpUXoasT K TOMy, 4TO B ByaylieM YenoBeK, MHTerpupoBas-
WWCb C MAWWHOW 1NN CETbIO, He ByaeT onpeaens T CBOK UAEHTUYHOCTb TONbKO
B COOTBETCTBUM C (DU3MONOTMYECKMMI NapameTpamMu. VigeHTUYHOCTb ByaeT pas-
MbITa, OHa eCTb HEYTO, YTO He UMeeT oMnpeaeneHHoro MecTononokeHus. B cuty-
auMW pa3MbITUS TPaHK MEXY peanbHbIM U BUPTYanbHbIM CTAHOBUTCS HEBAXHbIM
MEeCTO IOKaNM3aLmmn MAEHTUYHOCTH, TOYHO TaK XKe NPy CUHePrin BUONOTrUYECKOro
M UCKYCCTBEHHOTO HEBAXHbIM CTaHOBWTCS v Ta hopMa, B KOTOPOI HalAEeT BOMO-
LieHne NaeHTUYHOCTb. CTpax, BbI3BAHHbIN NOTEPEr NAEHTUYHOCTY, NPUBOAALLEN

° VicTouHMK n306panerns cM.: URL: https://ru.kinorium.com/103242/ (naTa obpauierns 16.01.2022).
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K aHTPOMONOTrMYEeCKOMY KPH3KCY, O KOTOPOM, HauMHas C KOoHLa XX Beka, BCe Yalle
CTanu roBopwTb, B hUabMax, NOCTENEHHO NPUTYMNASETCS U Ha €r0 MeCTOo NPUXoanT
ybexaeHvne B HeM36eXHOCTV NOA0OHON CUHEPTUM 1 MPUHATUN «OCTHENOBEKa»,
KOTOPbIV AOMKEH NPUIATK Ha MECTO TPaAMLMOHHOMY YenoBeKy Kak buonormnye-
CKOMY CylLecTBY. Bce Yalle MOXHO 3aMeTUTb He NyratoLine MHTOHaLMK, Bbi3blBato-
L€ YyBCTBO CTPaxa B OTHOLIEHU YW CUHEPT M BMONOTMYECKOTO Y UCKYCCTBEHHOTO,
a HeCcKpblBaeMblil BOCTOPT, BbI3BaHHbIN OTKPbIBAIOLWMMUCS NepcneKkTnesamm no
NOBOAY PacLUMPEHNS YEN0BEYECKYX BOSMOXKHOCTEN 1 NPEOA0NeHNs KOHEYHOCTH
ero vanyecKkoro buITus.

AHann3npys nepeble NEHTLI C aHTPOMHbIMU POOOTAMU, MOXKHO NPUIATY K 3a-
KIKOYEHWMI0, 4TO OHM CHavana NoKasblBaAnCh Kak 3abaBHble MexaHW3Mbl, Bbi3biBa-
folLMe CMEX CBOE KOCHOCTBIO U CTPEMIEHMEM MOXOAUTL Ha YeNoBeKa.

K Havany 1930-x rofoB ¢ pacnpocTpaHeHneM 1Uaein TexHoKpaTv3Ma paclin-
pseTcs NpeacTaBneHve o poboTax. Tenepb OHM NOKA3bIBAOTCS 3aMeCTUTENSMM
Jenogeka. [p1yem 3Ta 3aMeHa NPOUCXOAMNA HE HA UHTENNEKTYaNlbHOM, a Ha Te-
NecHoM, hr3ryeckoM yposHe. POBOoT 3amMellian YenoBeka nan aHTponoMopdHOro
NepcoHaxa B CUTYaLWK, KOraa HY)KHO BbIN10 NPOSBUTbL FPydyto dUsnyeckyto cuny.

B aHMMaumy 3To chopMm1poBano ABa HamnpaeneHws, B KOTOPbIX MPOUCXOAH-
no pa3suTre 06pa3os poboToB. C 0HOW CTOPOHBI, MX 06pa3bl pa3pabaTbiBanuch
Kak 60eBble MalMHbI. TaKoW TUN POBOTOB MOSBNSETCS B aMEPUKAHCKOIN aHMMaLMN,
VX hr3ndecKoe NPeBOCXOACTBO MCMONb3yeTCs Ans AOCTKEHUS Lenei n nobeasb
NpoTMBHWMKA. CHavana 3To HOKcepcKme NoeaMHKL UNK CKadkn, T.e. 6e3061aHble
TYPHMPSI, TA€ eCTb NPOTUBHMK, HO He Bpar. MIHTepec K 3ToMy Tuny poboToB aKTy-
anu3npyeTcs C Havanom BTOPOW MUPOBOI BOMHbI. Hanpumep, B inoHun B 1940-e
rofibl HaYMHaOT U3AaBaTbCH MaHM C y4acTmem 60eBbix po6oToB. OfHON 13 Nep-
BbIX MOXHO CYMTaTb MaHTy «31eKTPUYEeCcKMii OCbMUHOM, a B 1943 rofy nosiBmnnach
nponaraHaMCTCKas MaHra EkosiMbl Plondn «BouH Hayku npuxoguT B Hito-Vopk,
n306paxatoLas rMraHTCKOro aHTPONHOro poboTa (H £, 2007, ¢. 49-51). U yxe
B bviNbMax MOCNEBOEHHOrO Nepuoaa akTUBHO pa3pabaTbiBaeTcs 06pa3 boeBbIx
pOBOTOB, MPU3BAHHbIX CPAXKaTbCS C BParom.

[pyroe HanpasneHue, B paMKax KOTOPOro paspabaTbiBanncs 06passl po-
60TOB, 6bIN0 CBS3aHO C NPEACTaBAEHNEM UX KaK MaLUMH, MPU3BaHHBIX 3aMeCTUTb
JenoBeKa B cdepax NprYMEHeHUs TsKenoro hU3MYecKoro 1 pyTUHHOIO Tpyaa.
B aToW CBS3M pOHOTOB BCe Hallle M306paxatoT Kak MOMOLLHUKOB N0 X03aUCTBY, 06-
CNYXKVBAKOLWMI NEPCOHaN, 1 Aaxe NOSBASIOTCS POBOTLI-HSHbKM W BOCMIUTATENMN.
Taknm 0bpa3oMm, 3a O4eHb KOPOTKMIA Nepuos BpeMeHr poboTbl U3 KOCHbIX MallH,
cobpaHHbIX 13 MOAPYHYHOrO XNama, NpespaLlatoTcs MO0 B rpo3HbIX 60WLIOB, MO0
B ObITOBBIX MOMOLHWKOB. C NosiBneHneM poboTOB-MOMOLIHMKOB YeNOBEK CTpe-
MUACS AenernpoBath UM BCe 6onblie 1 6onblie CBOMX 06S3aHHOCTEN.

HAYKA TENEBUAEHUA 18 (1), 2022 175 THE ART AND SCIENCE OF TELEVISION



06pa3 poboTa-NOMOLIHNKE B aMEPVKAHCKOM aHUMaLMK BO3HMKAET B ne-
pUOA BENUKOW fienpeccunit. AHTponoMopdHbI poboT nossnseTcs B neHTe YonTe-
pa NlaHua «MexaHn4eckmin Yyenosek» (1932). Mo croxeTy 6e3ymHbIii M306peTaTens
Mep3Kuit MUT 13 NeYHbIx TPYH 1 KOHCEPBHbIX 6aHOK cobupaeT poboTa 1 OXMBASET
€ro, CNIOBHO 3TO CTapblii aBTOMOOWb. Mocne NOBOPOTa PyyKM CTapTepa, BCTas-
NEHHOW B rpyab poboTa, OH OXMBAET U CPa3y e NPUHMMAETCS KONOTUTb CBOEro
cospjaTens, HaHOCs eMy OAVH yaap 3a ApyrvM. Tak BnepBble B aHUMaLWK B LLYT-
nvBoi thopme 0603HavaeTcs Tema ByHTa MalinHbl NPOTUB YenoBeKa. JTa Tema
noTom OyaeT HeOAHOKPATHO NonafaTb B LUEHTP BHUMaHWS aHuMaumu. Ho Mur,
B 0TAmume oT Ana ®anbdbl, SBASETCS cozpaTenem poboTa 1 MOXET KOHTPONNPO-
BaTb CBOe co3faHne. OH NUMHKOM Nof 3af 0TNpasnseT poboTa B YynaH. besymHbiit
n3obpeTaTenb Ha 3TOM He OCTaHaBNMBaETCs. YTOObI He MPOCTO OXMBUTL MaLNHY,
a 04€eN0BeYUTb ee, OH PeLaeT, Y4To As 3TOro HeobXxoAMMO HenloBeYecKoe cepale,
KOTOPOe fO/MKHO BbITb BXMBNEHO B MaWnHY. Taknm 06pa3om, yxe 34ech, B HanB-
HOM KOMeAMIHOM CloeTe 0B03Ha4aeTcs NOMbiTKa COEAUHUTL WUCKYCCTBEHHOE
v brionorvyeckoe. ABTOPbI OTKPLITO 3asBASIOT 00 Maee C1HTe3a AByX GOpM, Heob-
XOMMOTO AN AaNbHENLWEN 3BONIOLMN MALLIWHbI U CO3AaHNs ee bonee coBepLIeH-
HOW DOpMbl. DaKTUYeCKM 3TO ObiNa 3asBKa Ha NosBNEHWS Kubopra.

MNosenerne B 1920-x-1930-x rofax B unbMax NepcoHaxen-poboToB Npowv3o-
WO He TONBKO MOA BAUSHVEM NUTEPATYPHbIX MCTOYHMKOB, TaKUX Kak Npou3sese-
Hus Kapna Yaneka, ®panka bayma v Mapu LLennw, Ho 1 bnaropaps NonynspHOCTY
MeXaHWYECKMX UrpyLIeK TOM 3MOXM, KOTOpPble MOMM ObITb JOBOMBHO CNOXHbIMM
YCTPOMCTBaMM, a TakKe NofJ HAaNOPOM TEXHMYECKOro Nporpecca U Moo Ha BCe-
BO3MOXHbl€ aBTOMATbI, MaLUVHbI 1 OMALLIHKE MEXaHWYEeCK1e annaparsl.

B nepuog Benukoit aenpeccum B CLUA nony4mnu pacnpocTpaHeHve naen
TEXHOKPATUW, COMMACHO KOTOPbIM HayYHO-TEXHWYECKMIA NMPOrpecc 3aHMMaeT He
NPOCTO AVAMPYIOLLVE, HO OMpedenstolyie No3nLUMU B Pa3BUTUM LUUBUAN3ALUN.
TexHnYecKoe 3HaH1e paccMaTprBanoCh Kak OCHOBHOE Afs pelleHns noboii Bos-
HUKWeEN Npobaembl. B pa3Hbix Kpyrax BenvcCb AMCKYCCUMM MO MOBOAY Bbixoda W3
CNOXMBLIEACS IKOHOMUYECKON CHTyaumn. CTOPOHHUKM TeXHOKpaTWK nonaranu,
4TO BCE DMHAHCOBbIE MPOBNEMbI B MMPE MOXHO PELIWTb, 3aMEHNB PYYHOW TPy.,
MaLWMHHBIM. 3TW pagvKanbHble vaen oKasanu u rybokoe BAKsSHYE Ha obnacTb
aHVMaLMOHHOM KOMEANH, U BAOXHOBUAM BedyLMX aHMATOPOB Ha Co3faHue no-
UCTUHE He3yMHbIX hUIbMOB.

BrepBble vaen TeXHOKpaTUM HalWnu OTpaweHue B neHTe Aba AiBekca
«Techno-Cracked» (1933). /leHWBbIN NATYLIOHOK DA LOMKEH BbINONHATH 0653aH-
HOCTM paboTHMKa NO AOMY, HO AenaTb eMy 3TO COBCEM He X04eTcs. HeoxumaaHHo
BOKypHaNe OH HaxoA4MT CTaTbHO C FPOMKIM 3arofIOBKOM «TexHOKpaTus. 3ayem ObiTh
pabom? MexaHW4ecKmin YenoBek paboTaeT, NoKa Bbl CMTE», B KOTOPOW FOBOPUTH-
€81, 4TO BCHO PYTUHHYIO PaboTy MOXHO A0BEPUTL MallviHaM. O6paioBaBLWINCh 3TOV

HAYKA TENEBUAEHUA 18 (1), 2022 176 THE ART AND SCIENCE OF TELEVISION



Vaee, OH pellaeT obnerynTb cebe XU3Hb 1 KOHCTPYMPYET B capae U3 NogpyYHbIX
cpencTB poboTa, KOTOPbIN ByAeT BbINOAHATL 3@ Hero BClo ero paboTy. Moa pas-
pSlamMmn TOKa CKOHCTPYMPOBaHHbIN POBOT 0XKMBaeT. PAnN y4UT €ro KOCKUTb TPaBy.
Y6eanBwmnch, 4To poboT 0CBOUA 3TO AencTBMe, dnun oTnpasnseTcs cnatb. Ho
6e30yMHas MallvHa KOCKT BCE NOAPSIA M €8 HEBO3MOXHO OCTaHOBUTb. EAMHCTBEH-
HbliA CNOCOH NPEeKPaTUTb 3TO pa3pylwnTensHoe beaymmne — yHUYTOXRUTb poboTa.

Tema TexHOKpaTuK Halna OTpaXKeHne 1 B neHTe ctyammn Yapnssa MuHua
«Technoracket» (1933). Tak xe Kak v B npeasiayLiemM hunbme, repoit neHTbl CKpan-
MW YWUTAET B ra3eTe 3aroN0BOK CTaTbM «TexHOKpaTns — Hosad 3pa. MexaHunyeckmne
paboTHUKK ANs dhepmbl». iaes 0OHOBNEHUS BAOXHOBASET repos, U OH pellaeT
YBOMWTb BCEX C PepMbl, 3aMeHNB X POBOTaMu. YaKe Ha crneaytoLmi ieHb Ha dep-
Me XM3Hb NOBTOPSETCS, HO BMECTO BYEPALUHMX XKMBOTHBIX U paboTHMKa Ynu no-
ABAAOTCSA POBOTHI: POHOT-NETYX, POHOT-KOPOBa, POOOTHI-KYPULILI 1 Aaxe PoboT-
4epBsiK, 1 BCeM 3TVM pobOTU3MPOBAHHbIM XO35CTBOM ynpasnseT CKpannu, cnas
B OOMe 3a MyNbTOM-KOMMYTaTOPOM. 3anyCcTWUB MexaHWU3MPOBaHHY0 depmy, rae
BCe paboTaeT Kak YaCOBOW MeXaH3M, AOBObHbIV TEXHUYECKVIM HOBOBBEAEHNEM
CKp3annu oTnpaBnseTcs OTAbIXaTb. TeM BpeMeHeM yBONeHHbIN Y BMecTe ¢ dep-
MEPCKMMU KMUBOTHBIMU PelaeT YHUUYTOXNTL POOOTOB, OTOBPaBLWMX Y HUX paboTy
v thepmepckyto x1n3Hb. OH NpobMpaeTcs B 4OM W pa3pyllaeT NynsT ynpasneHus
MexaHun4eckon hepmoit. Bce npuxoamT B xaoC. POBOTbI BbIXOAAT 13 NOAYMHEHNS,
VX NpOrpaMmbl COMBAIOTCS, U OHM HAYMHAIOT KPYWWTL Bce BOKpyr. Cnacascs oT
B3OYHTOBaBWMXCS MalnH, CKpannu B NaHuke yberaeT, 6pocas CBo depmy.
/1 cHoBa, Kak B unbMe ¢ hepmepomM Anom ®anbhoid, HenoBeK BbIHYKAEH CNacTb-
cs 6ercTBoM OT 0be3yMeBLIVX MallViH. PuibM BbiN peakumein Ha NpoaBMKeHme
Vael TexHoKpaTun.

B 1930-x rojax B aMeprKaHCKOW aHVMaLMK HAaxXoaaT OTPaXeHue HacTpoe-
HUS, BbI3BAHHbIE CKEMCMCOM MO OTHOLIEHWIO K UAesiM TeXHOKpaTuu. MosienseTcs
Lensin psg hunbMOoB, B KOTOPbIX MEPCOHAXW C HEV3MEHHbBIM YNOPCTBOM CO3AatoT
pOBOTOB, FOTOBBIX CTaTh WX MOMOLWHUKAMU UAN 3aMEHWTb UX Ha PabouMx MecTax.
OHW KOHCTPYMPYIOT UX 13 MOAPYYHbIX CPEACTB — MapoBbIX KOTNOB, NeyeK, BOO-
CTOYHbIX TPYD, YTIOTOB, XECTsHbIX 604YeK 1 TOMY NOAOBHOrO EeNe3Horo xaama.
C BbIXO[I0M KaX[0ro HOBOTO unbMa KOHCTPYKLMM PODOTOB CTAHOBSTCS BCE CNOMK-
Hee 1 xuTpoyMHee. Ecnn B neHTax Havyana 1930-X rofjoB OHW CO37aBanunch 13 Tpyb
W KECTAHbIX BoYeK, TO yKe K cepeavHe 1930-X UX KOHCTPYKLMK BKIOYAOT 3aBO-
AHblE MexaHN3Mbl, NaMNOYKK, HaCbl, HarpeBaTesbHbIe MPUOOPbI, MOSABASIOTCS NPK-
MUTMBHbIE YCTPOWCTBA ANA VX NMPOrpamMMypoBaHns. AHApovaa, KOTopbi ByaeT
BMeCTO Hero paboTaTb No AoMy, co3naeT Bocko B neHTe «<MexaHWYecKnin Yenosek
Bocko» (1932). MonobHO NArywoHKy ®auny, oH KOHCTPYMPYET ero U3 noapyyHo-
ro MeTaNiM4yeckoro xpama, CHabxaeT CTapbiM MalWVHHbBIM MOTOPOM, @ BMECTO
rna3 BCTaBNSET 3NEKTPUYECKMe NamMmnoYKuM. BKMOUMB CBOe co3faHue, Bocko aaxe
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He JorafblBaeTCs, K KaKUM NOCNeACTBMEM NPUBEAET ero BKIYeHKe. Ho Kak Tonb-
KO MallVHa NPUXOAMT B ABKeHWe, BOCKO MOHMMAET, YTO OH, BO3MOXHO, CO3aar
MOHCTpa. POBOT HaumHaeT npecnefoBaTh CBOErO CO3faTeNs 1 yrpoxatolle Bpa-
WaTb pyKamu, NblTasicb CXBaTUTb ero. BOCKO MbiTaeTcs cnacTuch 6ercTBoM v 3a-
nupaeTcs B oMe, HO Ha nyTv poboTa HeT nperpag. OaHy 3a Apyroi oH cpbiBaeT
ABepu C netenb, Noka He OKasblBaeTCs nepef NoAPYKKoM bocko XaHu. MblTasch
3aWNTUTL Cebs OT KeNesHoro MOHCTPA, YrpOXatoLero e, oHa xBaTaeT hakoH
AYXOB C KOMOofa 1 bpbi3raeT poboTy B nmuo. OT 3anaxa AyxoB POHBOT MIHOBEHHO
MeHSeTCS B XxapaKTepe 1 NpeBpaLiaeTcs 13 rpO3HOro MOHCTPaA B XKeHoMnogobHoe
MexaHM4YecKoe Co3faHne C POMaHTVYeCKMM HacTpoeM. Ho achdeKT oT ayxoB He-
NPOAOMKMTENEH, U POBOT CHOBa MEHSETCS M Ha4YMHAET 3M0BELLe CKpeXeTaTb
3ybamm v yrpoxatb Bocko. XaHu, cnacasi CBOero BO3Nt06AEHHOTO, NpyayMbIBaeT
HOBbIV Tptok. OHa pellaeT BCTaBUTb B poboTa rpaMModOH C Becenow AeTCKOM ne-
CEeHKOW B Hafiexnae, 4To poboT Nof BO3ALACTBMEM My3bIKM MPUMET A0BPOAYLLIHbIV
BMA. TaK 1 MPOUCXOANT, POOOT Ha4YMHAET TaHLEBaTb, HO, K COXaNeHUo, ee TPIOK He
yAancs, Ha NnacTuMHKe okasanach LapanvHa. PoboT cHoBa NpUHMMAaeT 310BeLL
BUA ¥ FPO3UT yOUTb BCex. [laxe 6ercTBOM OT Hero He CnacTucb. EAMHCTBEHHbIN
€Nocob — 370 YHUUTOXUTb poboTa. bocko, foberas o rapaxa, HaxoanT AVHAMUT
¥ 3anycKaeT ero B poboTa, TOT, 3ar1aThiBas HAXMBKY, B3PbIBAETCS 1 OT HEro ocTa-
€TCs TONBKO rpyaa NPYXWH U LeCTePEHOK.

AHanorn4HbI cnocob n3basneHuns ot Heynpasnsemoro poboTta npeacTas-
NAT co3paTteny neHTbl «<MexaHuueckuin ymeneuy» (The Mechanical Handy Man,
1937) n3 cepun «<Kponuk Ocsanby. CIOXKET HaunHaeTcs ¢ Toro, 4To OcBanbay npes-
naratoT COBEPLWEHHOTO MOMOLLHKKa Mo hepme — MHOrodyHKLUMOHaNbHOro pobo-
Ta CO CTPaHHOM 300MOPMHON KOHCTPYKLMENR. Y Hero ecTb pene-nepexntodaTens,
6naropaps KOTOPOMY OH MPOrPaMMUPYETCS Ha TOT AW VHOM BUA AesSTeNbHOCTU.
BAOXHOBAEHHbI TEXHUYECKM Nporpeccom OcBanbf pag CBOEMY MPUOBPETEHUIO.
BbicTaBnsis nporpammy poboTy Ha 101Ky KOpoBbl, OCBanbA fAaXe He NoAo3peBaeT,
K KaKUM y)KacatoWmnm NocneacTBrsSM 3TO MOXKET NPUBECTU, BeAb OTKMOYUTL pObOo-
Ta HEBO3MOXHO, MOXHO TOMbKO CMEHUTb MPOrPamMy, HO U 3TO He BbIXog. [oiKa
KOPOBBI beccu, YeMMUOHKY MO HafgosM, NPEBPALLAETCS B YYAOBULHYIO MOMOHIO,
rpo3suyto OcBanb/y U KOPOBE CYAOM Vi MOXNU3HEHHbIM THOPEMHbIM 3aKTIOYEHVEM.
Cnacasi CBOIO KOpPOBY OT 3anporpamMMMpOBaHHOrO Ha pe3ynsTaT poboTa, KpOAnK
OcBanbf NepeKniodaeT pene Ha ero CnviHe Ha MYHKUMIO «3apybuTb NeTyxax». 3To
OKa3blBaeTCs He NyyLWwii Bbixod. POBOT nepexntoyaeT CBoe BHVMaHWe ¢ beccn Ha
netyxa Knaky. CMeHa nporpamMmbl rpo3nT CMEePTbEO BEPHOMY MOMOLLHMKY OcBasb-
fa. PoboT cxBaTun Knaka v yxke 3aHec TOMop Haf ero ronoBoi. EAMHCTBEHHbIM
BbIXOAOM OCTaHOBMTb POBOTA CTAHOBUTCS TONBKO OHO — YHUHTOXUTL YyAO0 Tex-
HUYeCKoro nporpecca. M CHoBa, KaK v B NpefblayLleit NeHTe, TONbKO pa3pylleHne
4y[0-MaWKHbI NPefoTBpallaeT KaTacTpody.
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Mup MalvH, BTOPraloLWMXCs B KN3Hb YEN0BEKA U 3aMEHSIIOLLYIX ero, nyrar.
MHOrMM Ka3anoch, YTO C NPUXOAOM 3pbl POBOTU3NPOBAHHbBIX MALIWH MUD OXM1Aa-
eT MOrpy)KeHne B Xaoc, Bbl3BaHHbI TEXHOrEHHOW KaTacTpodOin AW BbileALIN-
MU 13 NOAYMHEHUS MalwHamu. TexHodobbl nonaranu, 4To poboTbl, Npulieawne
Ha MecTo nofelt, AnwaT vx paboTsl, @ 3Ha4YUT U CPEACTB K CyLieCcTBOBaHWMI0. Ko-
MeaWiHble MHTOHALUWW, BbI3BaHHblE MOSBAEHWEM B YeOBEYECKOM NPOCTPaHCTBe
POBOTOB KaK HEKMX HeCOBEPLUEHHbIX, KOCHBIX CO3AaHWi1, NOCTENEHHO CMeHSHOT-
C HapacTatoWmMM YyBCTBOM CTpaxa nepef MallMHOW, NPEBOCXOASLLEN YenoBeka
B CMIe U CNOCOBHOW BOCCTaTb NMPOTMB CBOErO Co3aaTens. B dunbmax HaumHaoT
OTYET/IMBO 3BYy4aTb VIHTOHALMW TexHOMOBUM, KOTOpbIE MPOSIBASIOTCS, HauYMHas
C NMOKa3a CTpaxa No OTHOLIEHMIO K 0ObIM TEXHUYECKMM YCTPOMCTBAM 1 KOHYAs He-
NPUSTUEM HayYHO-TEXHUYECKOrO NPoLecca.

Ha thoHe YCNOXHEHNS KOHCTPYKLUMM MEXAHUYECKUX CYLIECTB B IEHTaX 3TOMO
nepuopa LeHTpanbHoM TEMOK KOHMINKTa CTAHOBMUTCSA NOTEPS KOHTPOAS Haf Me-
XaHMYECKUM CyL|eCTBOM. 3TO [1aBano NOBOJ, CO3AaHNI0 BCEBO3MOMHbIX KOMUYEC-
KX CUTyauuit. B ogHMX ciydasix poboT BOCCTaeT MPOTUB CBOMX co3aaTteneit («<Me-
XaHUYeCKnii YenoBek Bocko», 1933), B ApYrviX OH NOKa3bIBAETCS HEPErynnpyemol
MaLIMHOM, MEXaHVUYECKM BbINOMHSIOLLEN 3afaHHY0 Nporpammy («MexaHu4ecKumit
ymenel, 1937, Yapnb3 P. bayapc), B TPeTbUX 3an10XKeHHas B HEro nporpamma gaet
cOol 1 3TO Kaxapli pa3 obopaunBaeTcs KatacTpodoi. Oco3HaHme hrUnYecKo-
ro NpeBoCXoACTBa poboTa BHyWaN0 YeNoBEKy BHYTPEHHWIA cTpax. Ecnm B neHTax
KoHLa 1920-x 1 Havana 1930-x rogoB 4YenoBeK cracancs 6ercTsoM oT B30yHTOBAB-
LWeWcs MalWKHbI, TO YXKe B IEHTaX BTOPOM NoAoBUHbI 1930-X rofoB eAMHCTBEHHbIM
BbIXOAOM U3 CIOKMBLUIENCS CUTYaLMM CTAHOBUTCS ee (hU3MYeCKoe yCTpaHeHne.

B chmnbmax 1930-x rofjoB LEHTPaNbHOM CTaHeT TeMa 6opbObl CO CTaNbHbIMM
MalKnHaMK, KOTopasi OKOHYaTeNbHO CHhOPMUPYETCS K KOHLY ieCATUNETUS. JIeHTbI
cTyamuu bpaTbeB @neiiliepos 13 cepun ¢ CynepmeHoM («<MarHUTHbIV Teneckon»,
«MexaHunyeckune YyaoBwila», 1942) CTaHyT 3HAKOBbIMU SBAEHUSMU B 3TOM MaHe.
B Huvx BygeT npefnoxeHa COBCEM MHas TOYKa 3peHne Ha B3aUMOOTHOLWeEHMWS Ye-
noBeKa 1 poboTOB, NOSABUTCS MHOWN XapaKTep NpeacTaBneHns KoH@ArKTa. OH yxe
He ByAeT MMeTb KOMeaMHbIX MHTOHaLMI. KOHMAWKT NepepacTeT B HEYTO yrpoxa-
loLLe-pa3pylmnTensHoe. 13 MOMOLLHUKOB ¥ NPUYYANMBbIX CAMOAENOK POBOThI Bbl-
PACTYT B KENE3HbIX FUTraHTOB, HECYLLMX C COBOW arpeccuio 1 YHUYTOXEHVE YenoBe-
YecTBa. B cepum OHW NpeaCcTatoT NOPOXKAEHWSIMM 371070 reHus. BrepBable B NCTOPKK
aHVMaLUMM MalWWHBI HaYHYT ONULETBOPATL 3/0Bellee Havano, NpoTUBOCTONATb
KOTOPOMY YEOBEK YXKe He B cunax. YenoBek oka3biBaetcs cnab v becromolleH
Ha hoHe Co3[aHHOTr0 UM TBOPeHUs.. [119 NPOTUBOAENCTBUS MEXaHUYECKUM T1raH-
TaM Hy)XHa CBEpPXCWNa, U Takon cBepxunoi sensetcs CynepMsH. TemMa npoTvBo-
[ENCTBUS Ye0BEKa MMIraHTCKUM poboTaM MoyumuT pa3BuTHE B aHUM3 B GribMax
aHpa Mexa, pofloHavanbHNKoM koToporo cTan Ocama Tea3syka C ero 3HaMeHNTO
cepuen «ACTpoboi» (puc. 6).
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Puc. 6. Kagp 13 punbma «AcTpoboit», pex. Ocamy Teg3yka, 1963
Fig. 6. Astroboy, directed by Osamu Tezuka, 1963*°

Tef3yka SBUACS HOBAaTOPOM M B TOM, H4TO O H NMPeANOXUA 3pUTENIO HOBYHO
KoHLenumto poboTa. [1o Hero poboThl COOTHOCKUANCH C 06Pa30M B3POCAOrO Yeno-
Beka. Pexxuccep pa3paboTan 1 caenan nonynspHeiM 06pa3 poboTa-pebeHka. Eule
[0 nossneHus «ActTpobos» TeadyKa cospan obpa3 Muyn — rnaBHOroO nepcoHa-
*a MaHr «<MeTpononuc», onybnunkosaHHol B 1949 roay. Muyu He 6bin poboTOM
B TPagMLMOHHOM NOHMMaHWK. COrNacHO CIOXETY, OH Obl MCKYCCTBEHHO CO3aaH-
HbIM CyLlecTBOM, obnafatollM CBepxcnocobHocTsaMu. Mpu 3ToM Muyn 3agyman
Kak pebeHOK, KOTOPOro co3faTeNb BOCMUTbIBAET Kak CBOEro CObCTBEHHOrO. MaH-
ra «<MeTpononuc» bbina akpaHu3MpoBaHa Tonbko B 2001 rogy. Moatomy obpa3
«AcTpobosi», NosBMBLIMIACS B MaHre 1952 ropaa, okasancs 6onee ycnewHsiM. Oa-
HOMMEHHbIV cepunan Havan BbIxoanTb B 1963 roay. Mocne «AcTpobosi» NepcoHax
poboTa-peberka Nony4aeT 0cobyto NOMYNSPHOCTb B AMOHCKMX KOMMKCAX 1 aHKMe
(Dmitruk, 2018, p. 65-95).

Llenyto ranepeto XMTPOYMHbIX MaluWH CO3AAOT aBTOPbl NeHTbl «CoBpeMeH-
Hble n30bpeTeHun» (Modern Inventions, 1937). Mo ctoxeTy [loHanba [lak oTnpas-
nseTcs B My3el COBpeMeHHbIx 130bpeTeHnii «Mup byayuiero», rae BcTpedaeTcs
C Pa3NNYHbIMUA HEBEPOSTHbIMU MexaHM3MaMu (POBOTOM-HSHBKON, POBOTOM-
YNaKoBLUMKOM, pOBOTOM-NaprKMaxepoM 1 poboToM-CMOTpUTeNeM Myses). 3ToT
UNbM MeHsieT npefcTaBneHre o poboTax-MoMOLHMKaX. B aHuMaummn nony-
4aeT pa3BuTHe 06pa3 «yMHOM MalMHbl». [epBOHaYanbHbIN CTpax 3aMellaeTcs

0 UcTounmk n3obpaxenns cm.: URL: https://www.pinterest.ru/pin/323485185711181045/ (nata obpatue-
HKs 16.01.2022).
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NBONBITCTBOM K NPeAMETY, KOTOPOEe NePexoanT B 3aMHTEPeCcOBaHHOCTb U faxe
BOCTPebOBaHHOCTb. 3Ta CMEHa TOYKM 3peHWs CTAaHOBMTCS OCHOBOW CloxeTa
B hunbme «Ha spmapke Bce cpeactsa xopowm» (All’s Fair At the Fair, 1938), cHs-
TOM K OTKPbITUIO B Hbto-Mlopke BceMUpHOIt BbICTaBKU. B neHTe AeMoHCTpupyeTcs
nepexof OT NaTpuapxansHoro 06pasa Xm3Hu K COBpeMEHHOMY, ypbaHUCTUYeCKo-
MY MVPY L@apCTBa yMHbIX MalMH. Yenosexa kak bbl NepemeliaoT 13 HacTosulero
B byayluee. Mocellas BbICTaBKy, KOTOpas No CBOEMy iM3aliHy npeacTasnseT dy-
TypuCTUYecKnii obpas ropofa byayLiero, rae Ha Kaxaom yray obcnyxvsatouime
YesoBeKa pobOTbI ¥ aBTOMATbl, OH, B BYKBanbHOM CMbIC/IE MPOXOAs CKBO3b Yu-
CTUNLLe, NPEBPaLLAeTCS U3 NPOBUHLUMANBHOTO 1epeBEHCKOro 0bbiBaTeNs B «0b-
NaropOXeHHOro» rpaXaaHHa HAYCTPUanbHOro Mupa. Mpuedxas Ha BbICTaBKY
Ha HEKA3WCTON NOWa/Ke, MONO/ast YETa OKA3bIBAETCS B OKPYKEHUY YyAec TeXHU-
4ecKoro Nporpecca. 3aecs Bce MexaHW3MpOoBaHO, BCE Bbi3bIBAET NWLLb YANBAEHWE
V BOCXMLLEHME: PODOTbI AenatoT Mebenb, CTPOST A0Ma, CTPUTYT OBELL Vi BSKYT CBUTE-
pa, BbIPaLLMBAIOT PAaCTEHNS U TOTOBAT CBEXKMIA COK. POBOTbI B BYKBANLHOM CMbiC/e
npeobpaxatoT ntoaei. OHKM CTPUTYT, BPetoT, AenatoT MaK1sK, MEHSIOT CTapOMO-
HYI 0@y Ha COBPEMeHHbIE MOfIHbIE KOCTIOMbI 1 flaxe 00y4atoT HOBbIM MaHe-
paMm — y4aT TaHueBaTb No-HOBOMY. B npouecce nocelleHys BbICTaBKM Cynpyxe-
CKas Napa KapavHanbHo MeHsieTcst 1 faxe MonofeeT. Ee obHoBNeHKe 3aBeplua-
eTCst 3aMeHO CTapoi, 3abpaHHON B YTWb NOBO3KM, HA HOBEHbKWA POCKOLLHbIV
aBTOMO6UNb. OCHOBHas naes dunbMa — poboThl 1 XUTPOYMHbIE aBTOMaTbI Npe-
06pa3ytoT Bac v OTKPOT AN Bac byayliee, caenas ero haHTacTUYecKkuM, po-
60Tbl BCe byayT AeNaTh 3a Bac, a Bbl JOMKHbI TONBKO XOPOLWO NPOBOANTL BPEMs
M HaCNaxXaaThCs XM3HbI0. TeMa poboTOB, 00YCTPanBaIOLIMX YENOBEHECKYHO HIN3Hb,
NPUBHOCSLLMX B Hee KOMMOPT, B TeX UM UHbIX Bapvauusx OyaeT npoxoamnTb
CKBO3HOW HUTBIO Yepe3 BCo aHuMMaLmio XX BeKa (HaunHas ¢ «KnbepHeTnyecko
6abyuwkm» (1962), «Mpo Kctowy v Komnbiowy» (1989), <YTWHbIX ucTopuii» (1987)
¥ KoH4Yas «B roctu K PobuHcoHam» (2007), «Bann-W» (2008), «flopogom repoes: Ho-
Bas vctopus» (2018)). AHMMaLMS, KaK 1 KuHemaTorpad, akTMBHO y4acTByeT B hop-
MVPOBAHWW Y YeN0BEYeCTBa JOBEPUS K MalVHE U K TEXHONOMVN B LENOM. AHU-
MaTopbl, pa3pabaTbiBas 06pa3bl pOOOTOB, UCMONL3YIOT FYHOKKE NPOCOLManbHble
CNocobHOCTU YenoBeKa. B pesynsraTe 3TO CHUMAET OTYyXKAEHWe 1 hopMupyet
OTHOLWEeHMe YenoBeKa K poboTaM Kak K M0AsM UAN KUBOTHbBIM. AHUMALMOHHbIE
(UbMbI, B OTAKYME OT UTPOBOTO KMHO, Yallle <y4aT» YesoBeKa 10BepsTb poboTam,
HEXENM UCTbITBIBATH N0 OTHOWEHWIO K HUM CTpax v HefoBepye. 3To CnocobeTay-
eT GopMMPOBaHMIO HOBOTO MbllneHus. [loBepre K MallmHe, No MHeHuto [hKoHa
M. CannunH3a, ecTb BONPOC HE TOMBKO A0BEpHA MHPOPMaLMK, HO 1 He30MacHOCTY
yenoseka (Sullins, 2020, p. 315).

Ecnm ans YenoBeka BaxHa CBs3b CO CBOMM TBOPEHWEM, U OH A@Xe roToB
OAyWeBNATb, BOCMPUHUMATL KaK XMBbIX, MbICASLLMX CYL|ECTB CO3[aHHble UM
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YCTPOWCTBA ¥ MPOrpamMMbl, TO fiN1s MaLLUMHbI CBSA3b C CO3faTeNeM He BaxHa. Pauuo-
HaNbHO OpPraHM30BaHHOE ObITE MALWMHbI HE HY)KAAETCS B MPUCYTCTBUM APYroro.
MalmHa MOXeT ¢ ycnexoM GyHKLMOHMPOBaTh 6e3 Yenoseka. OH HyxeH Ans Toro,
4TOObI 3aNyCTUTL MeXaHU3M, 3adaTh anrOpuTM, HanKcaTh KoL UK 0BCAYKNBATS
YCTPOWCTBO, HO 3TO MOTYT AenaTh Apyrue MawwHbl. Tem 6onee Y4TO MalVHbl MO-
ryT cOo30aBaTh MalViHbI, 1 B 3TOM LieNOYKe yxe He OCTaeTcs MecTa Yenoseky. Ma-
WKHa BYHKUMOHUPYET, BLINOMHSAS 3aN0XKEHHYIO B Hee nporpammy, a bnarogaps
MCKYCCTBEHHOMY UHTENNEKTY U HEMPOHHbIM CETSM NyOOKoro obyyYeHns mMallnHa
He TONbKO HaYMHaeT NPEBOCXOAWTb YeoBeKa BO MHOMMX 061aCTsX, HO U AEMOH-
CTPUPYeT CNOCOBHOCTM K Pa3BUTHIO 1 COBEPLLIEHCTBOBAHWMIO. Mony4as Bce bonee
COBepLIEHHbIE MalWHbI, YEN0BEK MOXET YTPaTUTh BO3MOXHOCTYM WX KOHTPONS.
Ecnv MalviHa He HyXaaeTcs B ApyroM, B CBOEM CO3faTene, TO YeN0BekK, co3aasas
MaLWKHbI, CTAHOBMTCS 3aBUCKIMBIM OT HUX.

JTa 3aBMCMMOCTb BO3HMKAET He TOMbKO Ha OCHOBE CBs3M TBOpeL-co3fa-
HUe KaK MaTb-pebeHOK, HO 1 MOTOMY, 4TO MallVHbl NMPEeACTaBASIOT YCOBEPLIEH-
CTBOBaHHbIe, BbIHECEHHbIE BOBHE YaCTU YenoBeka. MallvHbl, CTAHOBSICb €ro npo-
LOMKEHVEM W KOCTBIIIMU, YCUAMBAIOT €ro BO3MOXHOCTY, AaloT eMy OulylleHne
CBepxcnocobHocTH. CTpemsich YCOBEPLIEHCTBOBATb UX, OH BbIHYXAEH NO3HaBaTb
camoro cebs. 3To No3HaHKMe BbISBASET ero cnabble CTOPOHbI. Ha hoHe co3naHus
BCe Honee COBepLIEHHbIX MallWH YenoBeK Bce OCTpee OllylaeT CBOe HeCcoBep-
WeHCTBO. MawnHa CTaHOBKTCS «[lpyrim», KOTOPBINA, C OAHON CTOPOHbI, MOMOraeT
NpeofoneTb YENOBEKY ero 3K3UCTeHUMaNbHY OTYYWAEHHOCTb ¥ OAMHOYECTBO,
a ¢ Apyrol — cobCTBEHHOE HECOBEPLUEHCTBO U OFPaHUYeHHOCTb. [103TOMY Yeno-
BEK CTPEMUTCS BNOXUTb B MalWHY YeOBEYECKYIO MCKXONOrnIo, CAenaTh ee He
TONBKO NMOMOLLHWKOM, HO U ApYroM. IMEHHO 3TUMU ABYMS CTPEMAEHUSMY CO3/a-
TNV NEeHT, KaK NPaBWIo, MOTUBKPYIOT MOSBAEHME YMHbIX MAlIWH B MUpe ntogel
(«, pob0oT» (2004), «<Bpemsi EBbi» (2008) «EBa — MCKYCCTBEHHbIN MHTENNeKT» (2011),
«[opop repoes» (2014) (puc. 7).

Ho aBa 3Tvx dakTopa B KOHEYHOM UTOre U (POPMUPYIOT [ABE 3aBUCHMOCTY
y yenoseka. C 0HOW CTOPOHbI, 3TO GU3MYecKas 3aBUCUMOCTb: CErOAHS OHa yKe
CYWLECTBYET, COBPEMEHHbIN YENOBEK HE MOXET OTKa3aTbCs OT MOMOWM MalMH
v 60ToB. C Apyro CTOPOHbI, Ha4YMHAET Pa3BMBATLCS IMOLMOHANbHAs 3aBUCH-
MOCTb YenloBeKa OT MaLlMHbI, M CMOXET /1M OH C Hell BOPOTLCS — elle Her3BeCTHO.
He obepHeTcs N1 3TO aHTPOMONOrMYECKNM KPU3VICOM W «Pa3pyLLeHNeM repapxin
YyenoBeyecTBa»?

MawnHa Bcerga bygeT cofepwaTb B cebe KOf WMCKyCcCTBeHHOro [pyroro,
KOTOPbIA MOXET MPOSIBUTL CBOK MHAKOBOCTb. Kak Mpaswno, pasnvine Mexmy
4eNnoBeKOM U MalMHOW, aenatollelt ee [1pyroi No OTHOLWEHMIO K YeNoBEKY, MpPo-
SBNSETCA HE Ha YPOBHE MHTENNEeKTa UMM BO3MOXHOCTENW, a Ha IMOLMOHANbHOM
ypoBHe. OAVH 13 NepcoHaXelr NeHTbl «XUiiHble KyKabl» (2003) nonaraeT, 4To
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YesoBeKa OT MallMHbI OTAMYaeT eAnHCTBEHHas 3MOLUMS — CNOCOOHOCTb UCTbI-
ThiBaTb 60Mb. 10 €r0 MHEHWIO, TONLKO GOMb 1 BONSA ee NPeoAoneTb ONpeaensioT
Pa3BMTVIE YeN0BEYeCTBa, ero 3BOIOLMIO, IeNaeT Ye/0BeKa BEHLOM BCENeHHOW.
Ho naHHoe 3akntoueHune repost dhunbMa nyrawolle, OHO He OCTaBnsfeT Yenoseky
ViHble 3MOLMOHaNbHbIE CHEpPbI, OTANYAIOUINE €70 OT MaLMHBI.

Puc. 7. Kapp u3 dunbma «fopopa repoes: HoBasi uctopusi», pex. Hukonac dununnu,
beH [xyoHo, [xoHHM KacTy4naHo, Kanasun OHo, CTuBeH XeHeBenba v ap., 2018

Fig. 7. Big Hero 6: The Series, directed by Nicholas Filippi, Ben Juwono,
Johnny Castuciano, Kenji Ono, Stephen Heneveld, 2018

[lexapT B cBOVX paboTax nucan, YTo oLyleHvie 6onu ecTb AnLWb pednekxc,
M OH BOCTYMEH Y YeNOBEKY U XMBOTHOMY. HO €CNn KMBOTHOE OH paccMaTpuBan
Kak He CMOCcObHYto AymaTh W He obnafatoLlyto AyLoi MallKHy, TO Yenoseka, no-
MUMO pedneKcoB, [lekapT Hagensn CTpacTsMu B B1UAe HYyBCTBEHHbIX BOCMPUATUN,
3aMoUMI U T.A4. YyBCTBO, COrnacHo [lekapTy, ecTb CyObeKTUBHO NepexvBaemas
CO3HaHWeM bonb. NoMnMOo pednekca, y YenoBeKa ecTb elle U UAen, poxgaemMble
B €ro co3HaHuu. bonb — 3T0 TO, 4TO NEpPeXMBaETCs AylWon. [ywa — 3To To, 4TO OT-
CYTCTBYET Y MallnHbI, €€ DYHKLMIO MOXET 3aMel|aTb NPOrpaMmMa, CUMyMpPYLoLLas
4YBCTBa W NEePeXMBaHNS YenoBeKa.

MblTasCb CO3AaTb MaWMHY MO CBOEMY NOACOUIO, YEN0OBEK CTPEMUTCS CAe-
NaTb ee aHTPOMHOM He TONbKO BHELIHE, HO U HaAeNWTb UCKYCCTBEHHbIM MHTENNEK-
TOM, a TaKkKe Hay4uTb COMepexuBaTh, YyBCTBOBATh, MOTOMY 4YTO 0bpabaTbiBaTh
Y OUEHNBaTb MHMOPMALIMIO OHa YXKe YMEET.

HaunHas ¢ 1970-x ronos, npobaema NCUXoNornmyecKkon aHTponm3aumum Ma-
WWH CTAHOBMTCS OIHOM M3 LUEHTPaNbHbIX B NEHTaX aHUMaLMOHHOM haHTacTUKN,

1 UcTouHnK n3obpaxeris M. URL: https://www.pinterest.ru/pin/323485185711181045/ (nata obpatie-
HKs 16.01.2022).
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NosiBnAtoTCa hUAbMbI, rae pa3pabaTbiBaeTcst 06pa3 YyBCTBEHHOW MaliMHbl —
«BonbTPOH: 3alMTHUK BCeneHHow» (1984), «[1ByxCOTNeTHMIA YenoBek» (1999), «Mc-
KYCCTBEHHbIN pa3ym» (2001), «MuHokkmo 3000» (2004), «Bann-M» (2008) (pwc. 8),
«AcTpoboii» (2009) n ap.

Puc. 8. Kagp u3 punbma «Bann-W», pex. 3Hgpto CTaHTOH, 2008
Fig. 8. Wall-E, directed by Andrew Stanton, 20082

Mneannsunpys 1 o4enoBe4vrBas MallnHy, YenoBeK CTpemMuncs bbiTo el no-
[o6HbIM. C Havana Beka CBOMM MeanoMm OH BCe Yalie BbibvpaeT malmHy. OH
BO3BOAMT ee Ha Mbefectan. MalwuHa, HayaBlwas onpeaensTs HbiTve Yenoseka,
CTaHOBMTCS UCTOYHMKOM BAOXHOBEHUS, 33AaeT napaMeTpsl uaeansHoro. B ato
BpeMsi MallMHa ¥ MexaHn3Mbl 0boxecTBAsOTCS. H. bepases, pasmbilwnss o cyap-
He yenoBeka v KynsTypbl, Nucan: «B Bek Manosepus, B BEK 0CNabneHuns He ToNbKO
CTapoi Penunrvo3Hom Bepsbl, HO U r'yMaHUCTUYECKO K Bepbl XIX Beka eAnHCTBEHHOM
CYNbHOW BEPOII COBPEMEHHOTO LIVBIAIN30BAHHOTO YeN0BEeKa OCTaeTCs Bepa B Tex-
HIKY, B ee BeckoHevHoe pa3BuTue. TexHWKa ecTb nocnefHss NtoboBb Yenosexa,
¥ OH roTOB M3MEHWUTL CBOV 06pa3 nof BAMSHMEM NpeaMeTa Mobsu» (bepases,
1989, c. 147-148).

BocxuuieHre MawmnHon hopMypoBano HOBbIN B3rs Ha 0OLECTBO 1 Yeno-
BeKa, KOTOpbIV AOMKeH BblN yNoaobnaTbCs CAAKEHHOMY MeXaHN3MY.

Mpes co3gaHuns HOBOMO YenoBeka Yepes3 pauyoHani3alumio ero npupopsl
nonyyuna passutre B 1920-e rofsl. HOBbIN TWN ntoaen fomkeH 6bin bbiTh co3aaH
no 0bpasy MawuHsl 1 QYHKUMOHMPOBATL CTOMb e YeTKO, Kak paboTaeT Mexa-
HI3M.

2 YcTouHunk n3obpawerns oM. URL:  https://oirmobi/627437-robot-vallihtml (gata o6pauieHus
16.01.2022).
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B Havane gBaguatbix rogos A. [acTaes, pa3suBasg TEOPUIO O HOBOM YefloBe-
Ke, Ha3blBas ero «CoUnanbHO-VHXEHEPHONM MalnHoW». OH nucan, 4To «HenoBek
eCTb OfiHa M3 CaMbIX COBEPLIEHHbIX MaLlMH, KaKkve TONbKO 3HAeT Halla TeXHMKa
(...) TexHWueckunii nporpecc 3Tol MalnHbl becnpepeneH» (Ffactaes, 1966, c. 47).
B cBOMX paboTax OH BeCbMa aKTMBHO MponaraHAMpoBan Uaen MallnHepusaLmm
NIOACKOW NPUPOALI, NOAYUHEHNS AECTBUIN YeNOBeKa MexaHuKe: «B MallnHe-opy-
AV BCE PACCUMTaHO ¥ MOAOrHaHO. byaeM TakKe pacCumTbIBaTh U KUBYIO MaLlin-
Hy — YenoBeka» (facTaes, 1973, ¢. 101).

MeuTbl O HOBOM YesnoBeKe-MallViHe Halu CBOe OTPaXKEHWe B aHMMaLWN.
B chunbmax 1930-x rofloB BrepBbie NOSIBASETCS HOBbIN TVM NEPCOHax)a — HYenoBeK-
MalnHa. HoBbIM repoi — 3TO YeNOBEK MaKCUManbHOW PaLmoHaNbHOCTH, YETKO
BbINOAHSIOUMIA MPOTPaMMy.

Ho ecnn B TpuaLaTblie rofpl CTpeMAeHne YenoBeka ynoaobuntees MalvHe
BbIIMBANOCh B CTPEMIEHME JOOUTLCS YETKOCTU W CaXXEHHOCTU B ABMKEHMSX,
W NYTb K 3TOMY IeXan Yepes TPEHNPOBKY Tena, TO yxe B cepeaunHe XX Beka 4eno-
BEK OTKPbIN Anst Cebst HOBbIE CMOCOObI, CBA3AHHbIE C MHTErPaLMen TEXHNYECKOTO
n bronorndeckoro. OH CTan BOCMPUHMMATb CBOE TeNO Kak OYOMexaHn3M, Ko-
TOPbIVi MOXHO PEMOHTVPOBATH 1 3aMeHsATb OfHW, BbllleALIne 13 CTPOS AeTany,
Ha apyrve — 61Monornyeckmne nm NCKYCCTBEHHbIE aHanoru.

CpallleHve YyenoBeka C MalWHOW TpaHchopMUpyeT ero Teno. MMbpuaHble
00beKTbl BO3HMKAIOT Ha OCHOBE COEAMHEHUST BUONOTMYECKUX 1 MEeXaHUYeCKIX
3N1EMEHTOB. MUp, KOTOPbIV HacensatoT NoAoOHbIE NePCoHaXK, CoppeanncTuyec-
Ku-haHTacMaropuyeH, B HEM LLapuUT XONOAHOCTb, PABHOAYLIME N OTHYYKAEHHOCTb.
0O6pa3 Takoro Mnpa BO3HMKAET B UAbMax NOAbCKUX PeXMCCepoB fHa /leHunua
v Banepunara bopounka («[lom», 1958; <Anam», 1959; «/1labnpuHT», 1962).

MprieMbl ONpeaMeyrBaHs YenoBeKa NepeBoasT ero B MorpaHuyHoe COCTO-
SHWE, OH He SBNSETCSH HUOKMBBIM, HU MepTBbIM. ObuTaTen KathKMaHCKM Nyratoule-
ro Mupa «/1abupuHTa» (1962) yTpaTnav Npu3HaKn XMBOro, YyBCTBYIOLLENO Yeno-
BeKa, OHM NPEBPaTUANCE B TMOPUAHbBIX YPO0B, COBANHSIOLINX B cebe dhparMeHTbl
4enoBeka, MalWHbl 1 XMBOTHOTO. MpuyeM, ecin obbiBaTenv NPeACTaBASOTCA Kak
300MOpHbIE CYLIECTBa, TO NPaBUTENb rOPoaa, HeYyCTaHHO Ceaslinii 3a BCem,
4TO NPOUCXOANT 1 BE3KANOCTHO YHUUTOXAOWNIA N10O0E NPOsiBNeHWe YenoBeYe-
CKUX, C €ro TOYKM 3peHusi, CnabocTeit, — 3T0 KBEP-MOHCTP, Ybe TENO — CIOXHbIN
MexaHn3M. CBOK MEXaHWUYECKYI0 MOHCTPYO3HOCTb OH NEPEHOCUT Ha ropof U ero
obuTaTenel, yHu4TOXKas B HeNOBEKE €ro YeNoBeYeCKoe, 3aMeHss ero aylly MepT-
BbIM MEXaHM3MOM, a CO3HaH1e — NPOrpamMMHbIM KOAOM.

Mup, coeauHstOLMIA YenoBeKa C MalWWHOK, CTAHOBUTCS MPOCTPaHCTBOM
BbITUS repoeB B NEHTaX KaHpa KOKMaHKa, CTUMMaHKa Ui gu3ensnaqka («Metpo-
nonucr, 2001; «Ctumboii», 2005; «3aragouHble reorpadpuyeckme nccnefoBaHus
[xacnepa Mopenno» 2005; «/1306peTeHue nobaw», 2010; «focnoanH NnniomuHa-
TOp», 2013 (Puc. 9); «<MexaHwka cepauar, 2013 (puc. 10.).
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Puc. 9. Kagp u3 dpunbma «focnogut UnntoMuHaTop»,
pex. JlopaH YuTtu, AnekcaHap Scnurapec, 2013

Fig. 9. Mr Hublot, directed by Laurent Witz, Alexandre Espigares, 2013%

Puc. 10. Kagp u3 dunbma «<MexaHuka ceppaua», pex. Ctedax bepna, Matuac Manb3be, 2013
Fig. 10. Jack and the Cuckoo-Clock Heart, directed by Stephane Berla, Mathias Malzieu, 2013

MepcoHaxu B 3TVx (UBMAX He UCMbITHIBAOT AUCKOMMOPTa OT 3aMeHbl Ya-
CTV CBOEro Tena U3bICKAaHHbIMK MEXaHUYeCKUMIM NpOoTe3aMm UK CTAHOBSCh Ya-
CTbtO abCYpAHON MEXaHM3MPOBAHHOW LMBUAK3ALWN, He MBICNST cebs be3 nHTe-
rpauyu C MexaH13mamu, CTaBlWVMU UX TPOJOSKEHNEM. B 3TVx hunbMax cospaeTcs
06pas UMBMAN3aLMM, B KOTOPOI CO3HaHWe YenoBeKa M3MEeHEHO OKPYXKatownMu
ero mawmHamu. OH yxe MUMUKPYPYET MOf MalWWHBbI, a He TONbKO BOCMPOU3BOANT
MexaHW3Mbl M0 aHanoruy ¢ buonoruyeckumMm hopMamu.

CToWT OTAaTh [IO/MKHOE, YTO 3a4acTylo CMHEprvisi YefoBeka C MalMHOM
B €BPOMeICKON aHVMaLuy NOpoXaana anoKanmncuyeckme HacTpoeHns. 3pute-
N0 HEOOXOAMMO ObINIO KaK-TO OOBACHUTL YNOPHOE CTPEM/IEHME K CUHTE3Y BL1Oo-

B YcTouHnk nsobpaxenuns cm.: URL: https://altereos.ru/multfilm-gospodin-illyuminator-2013-mr-hublot/
(naTa obpalleHns 16.01.2022).
¥ IcToYHMK n306paxeHmns cM.: URL: https://ru.kinorium.com/439233/ (nata obpatueHus 16.01.2022).
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NIOTUYECKOTO U MeXaHUYECKOro. 3a4acTylo MPUYMHAMU K TaKOW UHTerpaumny cra-
HOBW/IOCh YCTPaHeH e TPaBM 1 BOCCTAHOB/EHME MOCNE NEPEXMTON KaTacTpodsl.
JTa kaTacTpoda Morna ObITh KaK TMYHOCTHAS, NEPEXMTas OTAENbHbIM YEOBEKOM,
Tak 1 obleyenoBeyecKas.

Ecnn B dmnbmax 1930-x-1940-x ronoB MHTerpaums 4enosexka ¢ MallviHOM
BOCMPUHMMaNach Kak He4To nyratliee, NOPOXgatoliee MOHCTPYO3HbIX CO34aHU,
TO yKe B aHMMaumy 1970-X B 3TOM BMAENM HOBYIO hOPMY HAyYHO-TEXHWUYECKOM
3BONOLMM, NMO3BOASAIOWLYIO PEWUTb Psd NpobneM ryMaHMTapHOro nnaHa, BCTas-
WKX Nepef COBPEMEHHbIM YENOBEKOM MOCAE NMEPEXUTBIX UM [ABYX MUPOBbIX BOMH.
MexaH14ecKme MMMNAHTaHTbl CTanu HaCyLLHOM HEOOXOAUMOCTbBIO.

3HauMTeNnbHas YacTb XM3HEHHbIX GYHKLUMI HaunHana obecneynBaTbCs 1c-
KyCCTBEHHO. lNoaBepriieecs HacUAWO Teno, MUWEHHOe YacTu CBOWX (yHKLMI,
BOCCTaHaB/VBANO VX 33 CHET MPOTE30B. BXMBNAEMblE MEXaHUYECKME YaCTV CTanm
KOMMEeHCMpoBaTb MU3MONOTNYECKMe HEQOCTATKN YenoBeka. M3 HenonHoueHHo-
ro YyenoBeka, MHBaNMaa, OH BHOBb 06peTan BO3IMOXHOCTb MOAHOLEHHOIO BbITHS.
HO MHTErpMpoBaHHbIE MEXaHW3MbI HE YCMANBANW €ro BO3MOXHOCTU. [ToCTeneHHO
TOYKa 3PEeHMA Ha NPOTE3bl, PEKOHCTPYVPYIOLWME NOBPEXAEHHOE YeNoBeYecKoe
Teno, MeHanack. [poTesbl He TONbKO CTanv 3aMeHATb YacTN 4e0BEYECKOro Tena,
HO 1 MO3BOAANM YCUANBATL UX NOTEHUMAN, Hagenss obnagatens HOBbIMY CBEpPX-
BO3MOXHOCTAMMU.

Yenogek yxe AaBHO ybeamnncs B HECOBEPLLIEHCTBE CBOETO Tefa, v CNpaBUTh
3TO HECOBEPLIEHCTBO OH PELLNACA, BCTAB HA NMYTb HAYYHO-TEXHWYECKOTO NPOorpec-
ca. lpegHamepeHHasi, a He BbI3BaHHas TPABMOW, MHTErpaLUyWs B Teo Yenoseka
MexaHMYeCKuX YacTell filenana ero 6onee COBepLIEHHbIM.

Cpefn Tex, KTO 13 HECOBEPLIEHHOTO Ye/l0BeKa NpeBpaTuica B Cyneprepos,
66N IHTOHW SaBapa «ToHU» CTapK nnwv XKenesHblin Yenosek. [epBblii aHUMALVOH-
HbIi cepuran C ero y4acTuem Bbllen Ha 3kpaHbl B 1966 roay («KenesHsiii Yenosek»,
1966). OH HbIn CO3aH Ha OCHOBE OAHOMMEHHOIO KOMUKCA, U3[aBaBLIErocs B ne-
puoa ¢ 1963 no 1964 ropa. BnocneacTsum 3TOT repoit HEOAHOKPATHO BO3BpaLLan-
€5t B NPOCTPAHCTBO 3KpaHa®.

MNepcoHax «ToHW» CTapK BO3HMK B Nepunop, BOMHbI BO BbeTHame. CornacHo
ctoxeTy, «TOHM» — CbIH 6OraToro NPOMbILWNEHHVIKA, yHacneq0BaBLInii 61u3Hec oTua

5C 1994 no 1996 rof CHMMAETCS HOBbIV aHMMALMOHHbIN cepran ¢ XKenesHblM 4eN0BEKOM B MaBHOW
ponu. [ToMKMOo 3TOro, ero 06pa3 NosBASETCS B HECKONbKUX CEpUsX O HenoBeKe-nayke, B aHUMaLMOH-
HoM cepunane «daHTacThyeckas yetsepka» (1994-1996), B 0aHOW U3 cepuii «HeBeposTHOTO Xanka»
(1996-1998), B HECKOMbKMX Cepusix ceprana «McTutenn. Beerga Bmecte» (1999-2000). OH cTaHOBUTCS
OfHMM 13 repoeB NONHOMETPaXHOTO hunbMa «Hosble McTuTenm» (2005) 1 ero NpoaoMKeHus «HoBble
Mctutenw 2» (2006), a B 2007 rofy Ha 3KpaHbl BbIXOAUT MOMHOMETPXKHBINA MyNsTOUABM «HecoKpyLu-
MblII YKenesHblit yenosek» (2007), a 8 2008 rogy TpeTuii MynsTcepuan «KenesHbii Yenosek: Mpuknode-
Hus B 6poHe» (2008-2012) — B 060MX NPOU3BEAEHUSX eMy OTBefleHa LeHTpanbHas ponb. B 2010 rogy
OH CTAHOBUTCS OfJHUM W3 TEPOEB NMOTHOMETPAXKHOM NeHTbI «[TnaHeTa Xankar.
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Y NPOABVHYBLUMIA KOMMAHMIO B IMAEPbI NPOM3BOAMTENEI OpyxUs. CTapK bbin pa-
HEH OCKO/IKOM B rpy/lb B A3UM U NNeHeH opyKeliHbiM 6apoHoM BoHT-Yy, KOTOPbIN
3acTaBnsieT ero 1 ero apyra dusmka Xo MHceHa paboTaTs B ero nabopaTtopum no
CO3/aHMI0 OPYXKUSi MAaCCOBOrO nopaxerus. MimenHo Tam CTapk Havan paboTaTb
Haf MOANMULMPOBAHHbBIM 3K30CKENETOM, OCHALLEHHbBIM TSKENbIM BOOPYXEHVEM.
Ero apyr Xo ViHceH BTalHe oT CTapKa CKOHCTPYMPOBAn emMy 3alUUTHYIO TPYyaHYIO
NNacTuHy, CNocobHYy NOAAEPKMBATL €ro paHeHoe cepaue. lNoMmnmo 3Toro, byay-
4K TSHKENO paHeHHbIM, CTapK BBe B CBOK HEPBHYIO CHUCTEMY BMPYC IKCTPEMMUC,
KOTOPbIA faBan eMy KbepnaTUYecKyio CBsi3b C KOCTIOMOM, YCKOPUA ero peaKkLmn
M faxe NpuBen K mcueneHwto. bnarogaps atomy KocTiomy CTapk cmor bexars
“3 nneHa. Mocne nobeabl Hag 6apoHoM BoHr-Hy, «ToHW» BepHYNcs B AMepuKy
¥ NoBen ABOWHYH XWM3Hb, NPVAYMaB UCTOPMIO O TOM, 4TO YKenesHbllii Yenosek
6bin ero oxpaHHUKOM. CKOHCTPYVMPOBAHHbIN 3K30CKeNeT, B KOTOpPbI obnavancs
«ToHn» CTapk, NpeBpallan ero U3 MHBanMaa B CBEPX4ENOBEKa. IK3OCKENeT OKa-
3a/Ccs CPefcTBOM, OTKPbIBAKOWMM MNeped HUM HOBble BO3MOXHOCTH. [epBoHa-
4anbHO BPOHS KocToMa-NpoTe3a «ToHW» CTapka genanach U3 XKULKOro MeTanna,
COBMECTVMOrO C 3K30CKENETOM, KOTOPbIA NOC/Ne BBeAEHNs B OpraHv3amM Bupyca
IKCTpeMKca CTaHOBMUACS HacTbio anuaepMuca.

C obpa3za «ToHu» CTapka — XKenesHoro YenoBeKa B aHMMaLUMmM HauvHaeT-
Csl ABVIKEHVE B CTOPOHY CO3AaHNs NMepcoHaxein-knbopros. Ecnn asTopsl «TOHW»
CTapKa He MHTErpMpoBany B ero Tefo MexaHW4eckne 3feMeHTbl U X NepCoHax
MOF CyLLeCTBOBaTh 6e3 CBOEro KOCTIOMa-NpoTe3a, Befs ABOVHYIO XM3Hb, TO aB-
TOPbI NMOCAEAYIOWMX NEHT YKe CTanu BXMBNATH B Tena CBOMX repOeB KenesHble
(bparmMeHTbl. TaKOBbIMM CTanu NEpPCOHaXM «lanakTuyeckoro 3akcnpecca 999»
(1978-1981), «Mpwm3paka B gocnexax» (1995) (puc. 11, cM. cTp. 172), <Knbopra 009»
(2001-2002). MexaHu3m Tenepb SBAANCA YacTbto, obecneymBatolleit ux buiTue,
VX pa3genbHoe CyulecTBOBaHMe CTano HeMbICAUMbIM. Kubopri 3aHsav npoMexy-
TOYHOE MOJOXEHNE, OHW NepecTaBant ObiTb NOABMY, HO He BbiAv U poboTamu.
/I nBOMCTBEHHas NPYPOAA CTAHOBWNACh OCHOBOW CIOXETHbIX KOHMDANKTOB.

CoBeplUeHCTBOBaH e YenoBeKa, HavaBweecs B 1920-e roapl, npeBpallaeT-
Csl B YCOBEPLIEHCTBOBAHWE Tena 1 yMeHWi, T.e. CTAaHOBUTCS YUCTO TEXHUYECKUM
coBepueHcTBoBaHmeM. M ecnu B 1960-x rogax 310 CTpeMieHne K COBepLUEHCTBO-
BaHMIO BMAENOCh Yepe3 COeMHEHNs YeNOBEKa C MEXaHUYeCKUMY dneMeHTaMu,
NpeBpaLlleHus ero B HeKMi aBTOMaT, TO C M3MEHEHWEM XapaKTepa Camol LMBH-
nn3aumn 1 nepexoay K MHdopMaUMoHHOMY OBLIECTBY nepes 4enoBekoM Obinn
OTKPbITHI HOBble MepCreKTVBbl. Bo3BOAS B MAean MalWnHy C ee pauyoHanbHoOC-
Thi0, YENOBEK CTPEMUTCS YNOAOBUTLCS el, palMOHaNM3npoBaTh He TONbKO CBOE
Teno, ABVKEHUS, HO U UHTENNEKTyabHble CNOCOBHOCTM, OTKa3aTbCs OT cdepsl
4YBCTBEHHO-CEHTUMEHTANBbHOMO, BHOCAWEro anorMyHoCTb B ObiTWe. MawuHbl,
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npyvieawmne B MUP, OPraHn30Bany B HEM HOBYHO TEXHU3MPOBAHHYIO AelCTBAUTENb-
HOCTb, 1 B 3TOM A€NCTBUTENBHOCTI HEe OCTAeTCs MeCTa MPEXHEeMY YenoBeky.

Puc. 11. Kagp u3 dunbma «[puspak B gocnexax», pexx. Mamopy Ocuu, 1995

Fig. 11. Ghost in the Shell, directed by Mamoru Oshii, 1995

MapafoKC COBPEMEHHOM CUTyaLUMM 3aKN04aeTCs B TOM, YTO YenoBeK, BOC-
MUTaHHbIN B 3Py TEXHWYECKOrO NPOrpecca v BbIPOCLUMI B OKPYKEHWM COBEpPLLEH-
CTBYEMbIX MaLVH, Y)Ke He XO4eT OCTaBaThCs YENOBEKOM B CBOEMN M3HAYanbHOM
copme. OH X04€eT MalMHM3MPOBATLCA, UMETH Te XKe CBOWCTBA, 4TO M MallvHa.

PaccMoTpeHUe YenoBeka, BepHee, ero Tena, Kak MallviHbl, NpefnoxeHHoe
P. [lekapToM, OTKPbINO MyTb K €ro YCOBEPLIEHCTBOBAHMIO UM NMPOAJEHUIO ero
CAYKObI. OAHUM 13 CNOCOBOB [OCTUIKEHWS 3TOMO ABNSETCS 3aMeHa buonoruye-
CKMX YaCTeln Ha HeopraHMYecKme v HEMPOHHBbIe MMMAaHTaThl. 3TO BefeT K noss/e-
HUIO TMBPUAHBIX CYLLECTB — TEXHONOTUYECKYIX KeHTaBPOB.

Vinew [lekapTa vi laMeTpu NoNy4MAN HOBbIA UMMYNbC Pa3BUTHS B paMKax hu-
NOCOMUM TEXHNKN 1 KNOEPKYNETYPbI, CTAHOBNEHME KOTOPOW NPOUCXOAUT Ha hoHe
TpaHcdopMaLuuy aHTPOMOLEHTPUYECKON MOAenn Mupa. B 3TOT nepuriof akTUBHO
bopMupyeTcs HOBOe npefcTaBneHne O TeNecHOM, CBA3aHHOE C KUbep-MaeHTUY-
HOCTbt0. OCHOBBI HOBOW TENECHOCTU NexaT B 001aCTW MHTErpaumum 1 CpaLvBaHus
B1ONOrNYECKOrO 1 HEOPraHWMYeCKOro, Yen0BeYECKOrOAKMBOTHOTO W MaLLMHHOTO.
B pe3ynbTaTe 3T0Oro BO3HMKaeT HoBasi rmbpuaHas hopmMa CyllecTBOBaHWS, ABAsHO-
Liasics MPOAYKTOM TeXHOTeHHOM LMBMUAM3aUmy. HoBble CyLLECTBa, KOTOPbLIX MOXHO
onpefennThb Kak KNbOoPros, HaYMHaKOT BbICTParBaTb HOBblE OOLLECTBEHHblE CUCTe-
Mbl, B KOTOPbIX NepecTatoT PYHKLMOHMPOBATL TPaAULMOHHbIE KyNbTYpPHbIE 1 COLM-
anbHble ONMO3MLMN — XKN3Hb/CMEPTb, KEHCKOE/MYKCKOE, MPMPOoaa/KynbTypa.

18 JicTouHmK n3o6paxenns cm.: URL: https://ru.kinorium.com/103242/ (nata obpauieHus 16.01.2022).
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MpoLecc cAnsaHUS YenoBeKa 1 MalWnHbl MAET B ABYX HanpasneHusx. B npo-
CTPaHCTBE 3KpaHa MosSBASKOTCS HOBbIE TUMbI TMOPUAHBIX NepcoHaxel. C 0gHON
CTOPOHbI, 3TO JIIOAW UM KMBOTHbIE, B KOTOPbIX UHTErPUPOBaHBI MeXaHWYecKue
M UMdpOBbIE INEMEHTbI, HANPUMEP YWMbl, C APYIO CTOPOHBI, 3TO UCKYCCTBEH-
Hble CO3AaHNs, CTpemMalmnecs 06nagaTh He CTONbKO YENOBEYECKM UHTENNEKTOM,
CKONBKO ero TBOPYECKMMM CMOCOBHOCTAMM UM IMOLIMOHANBHOK cchepoi.

CTpemMneHue YenoBeka COeAVHNTLCS C MaLLMHOW, 0OPECTU HEYSA3BUMbIA 10M
4151 yMa v cepaLa, HaxoAMT BOMOLLEHKE B 0bpa3e nepcoHaxa knbopra. B Hem pe-
anusyetcs meTacopa YenoBeKa-MallWHbl, HaAeneHns YenoBeka CBePXCNOCOOHO-
CTSIMM 32 CHET Pa3BUTHS He HeNIOBEYECKOTO, @ UMMNAHTALMM UCKYCCTBEHHOTO, Me-
XaHW4ecKn-UMdpoBOro. B 3ToM CMbice KMOOPT Kak Obl OnpeaensieT KOHeYHOCTb
Ye/loBEYeCKOM ecTeCTBEHHOIM 3BOMIOLMM, YTO MepeBOAMT pa3BUTMeE YenoBeKa,
ero v3nyecKne N MHTeNNeKTyanbHble CMOCOBHOCTY Ha HOBbIV YpOBeHb. ITOT
YPOBEHb CBsA3aH He C OMONOrMYECKON 3BOIOLMEN, @ C HAYHHO-TEXHONOTUYECKMM
MPOrpeccoM, HaaensHoLWMM YeNoBeKa Ka4ecTBaMm VHTENNEKTYaNbHON MalUUHbI.

B kubopre, Oyab OH @HTPOMHOrO 1AW 300MOPGHOro TUNa, bronoruyeckue
OpraHbl 3aMeLLaloTCs TEXHUYECKUMI AeTansmMu. MHAMBMAYanbHOE MEHSETCS Ha
KOHBeepHONPOM3BOAMMOe, MporpaMmupyemoe. MallvHHOE, MexaHW4eckoe,
nporpammpyemoe nosyyaeT NpUopUTET nepes YenoBeYecKnM unmu bronornye-
CKUM (MpUpPOAHbIM). 3Ta TeMa Hallina oTpaxeHwe B neHTe «Pobokon» (1987). Ecnm
pobokon Anekc Mepdw unwm knbopr MoToko KycaHaru 13 «fpuspaka B gocnexax»
(1995) co3pnatoTcs, 4TOBBI CMAcTV He Teno, a CO3HaHMe YenoBeka, Haxoasaulerocs
Ha rpaHv Mexay CMepTbio 1 XKM3HbBI0, TO KMBOPrK B aHUM3-cepunane «Knbopr 009»
(2012) nosiBNsItOTCS B pe3ynsraTe MOAepHU3aLMK Ten NoxmLLEeHHbIX Moaen. Haps-
Ay C Knbopramu aHTPOMHOTO NnaHa v NoAbMu, NpeBpaLleHHbIMK B 61opo6oTOoB,
B MPOCTPAHCTBE 3KpaHa MOSBASIOTCS aHaNOrMyHble KNOeppacTeHUs U XUBOT-
Hble. Hanpumep, B nexTe «ApmuTtax Ill: nonumatpuua» goktop Ocakypa B CBOeM
nabopaTopun co3aan IKCNEPUMEHTANbHBIX aHTPOMUTOKMOEPCYLLECTB, a cepnane
«Knbopr Kypo-TaH» (1999-2001) rnasHbIvi NepcoHax KoT Kypo npeBpalleH B Ku-
HepK1BOTHOE.

Knbopru, SBnssCb rymbpuaHbIMm CyLIeCTBaMY, BbIXOAST 3a NPeaesbl MoHUMa-
HUS UX KaK aHTPOMOMOPHbIX MPEAMETOB UM MaLWKH, HO B TO e BPEMS X HeBO3-
MOXHO OMpPefenuTb 1 Kak MeXaHYeCKMX XUBbIX CYLLECTB. B Mx CTPYKType rpaHuLa
OTHOCWTENbHA W MOABVIKHA, OHa MOXET CMeW|aTbCs Kak B OfHY, TaK v B Apyryto
CTOpOHyY. CMelleHWe rpo3nT npeBpatuTh Krnbopra B 6e3ayliHyto 61oMopdHyto
MaLWKHY, HO [ABWXeHWe B MPOTMBOMNOAOKHOM HamnpaBAeHUV NpUBOAWT K TOMY,
4TO NPOAYKT TEXHONOTMYECKMX MaHUMYNSLMIA NPEBPaLLaeTCs B HEKOE CBEPXCYLLe-
CTBO, KOTOPOE MOXeT HEOXMAAHHO 0Ka3aTbCs Hosiee HYenoBEYHbIM U MYMaHHbIM
Ha oHe NoTepsBWMX COOCTBEHHYIO WMAEHTUYHOCTL MOAEN, CTPEMALMXCS Npe-
Of0NETb B cebe NPYPOAHOE Havyano C ero HeCOBEPLIEHCTBOM, OrPaHNYeHHOCTbIO
M KOHEYHOCTbI0. CTOUT Y4eCTb, YTO KaK COXpaHeHVe 1MetoLLerocs banaHca Mexay
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4esI0BEYECKMM U MALMHHBIM, TaK U ABVKEHWE B TY UAN UHYIO CTOPOHY CTaHOBUTCS
NpeAMeToM BbI6OPa, KOTOPbIN MOXET ObITh IMYHOCTHBIM MU MAHUMYNATVBHbIM,
AETEPMUHUPOBAHHbIM BHELWHMMY (hakTopamu.

MosiBneHre KNOOProB eCTb BbIXOL, 3a NPeAenbl NPUBbLIYHOM, TPAAULMOHHOMN
MAEHTUYHOCTU YenoBeKa 1 ABVKeHNE B CTOPOHY NMOsSBAEHUS NOCTYenoBekKa. Ipu-
YyeM 3TO ABMIKEHMe He 06s13aTeNbHO MoxeT BbiTb hopMolt nporpecca. OcMbiche-
HUWe 3TOro ABMIKEHNS TONBKO HA4YMHAETCs.

XOTs 4eNoBEK NMO-NPEeXHEMY OCTAeTCs TOYKOM OTCHETa NPy pa3paboTke nep-
COHaXel, NPEeACTaBASIOLLUMX pasHble (POPMbI «YMHBIX MaLUMH», HO MONOXKEHWE ero
MO OTHOWEHMIO K MCKYCCTBEHHOMY CO3AaHMI0 MeHseTca. [lo 1960-x-1970-x rogos
B aHVMaLWM LOMUHMPYIOLWMM NPy pa3paboTke 00pa3oB «yMHbIX MalMH» HbIN0
CTpemseHne ynofobuTb UX YenoBeKy nnu bronormyeckomy cyllectsy. K KoHLy
XX Beka 3Ta TeHAeHUMs nepecTaeT ObiTb eAMHCTBEHHO BO3MOXHOW. Bce yalie
B DuNbMax NpeanprHUMAtOTCS MOMBITKK YIATY OT YeN0BEYECKOW UAEHTUYHOCTY,
pa3MblTb €e NOHATUE U NPENOKNTb MHble ee BapuaLumun. OCHOBaHVeM K nossne-
HUIO TaKOW TOYKM 3pEHNS CTAHOBATCS NefjanvpoBaHyie 1aen HeCoBEpLIEHCTBA Ye-
N0BEYECKO 1 B LienoM BUOoNoruyeckoi nopoasl, Ha GoHe KOTOPOW UCKYCCTBEH-
Hble AW NONyYeHHble MOAMMULMPOBAHHbIM MyTeM CyllecTBa NPeAcTaBAstoTCs
6onee coBepLIEHHbIMU, MPOrPECCUBHBIMU U KM3HECTIOCODHBIMMN.

/13MeHeHVie NpeTepneno He TONbKO MONOKEHME NCKYCCTBEHHOTO CO3aaHus,
«YMHOW MalWKHbI» NO OTHOLWEHWIO K YeNOBEKY, HO OHO KOCHYNUCh CaMOM ANCTaH-
LMK, KOTOpas AEMOHCTPUPYET TEHAEHUMIO K COKPALLEHMIO U faXke YCTPaHEeHWIO.
Ecnv B punbMax nepBoit NONOBMHbI XX Beka poboTbl U MCKYCCTBEHHbIE CyLLeCTBa
NpeAcTaBany Kak HecoBeplieHHble co3faHus, TO NOCTeNeHHO OHW npuobpenn
CTaTyC yMenbiX MOMOLWHMKOB, MALUVH, Ye MHTENNEKT NPEBbILIAET YeN0BEYECKMA.
PaclimpeHvie hyHKUMIA CTano NpUYMHON U BapUaTUBHOCTU pelleHrs ux 0bpasos.

Mnes poboTa Kak cOBpaHHOro 13 KeNesHoro xnaMa CyLecTsa, BOmnoLLato-
tjero cobolt nofobue aHTPONoOMOpPhHON 1K 300MOPdOHON HOPMbI, MOCTENEHHO
n3meHseTcs. Yke B neHTax 1970-x-1980-x rof0B BHEWHWI 0BAMK <yMHbBIX MalUWH»
npeTepneBaeT cepbesHyto TpaHchopmaumio. Tenepb 1Mx 0bpasbl NpeacTaBasioT
BapMaTMBHYIO peann3aumio KOHLENUMM MCKYCCTBEHHOTO CO3HAHWS, BOM/OLWEH-
HOro B kenese. MHoroobpasue 1x popm, NpeanaraemMoe 3KpaHoM, eCTb CNeACTBME
pacluMpenns Ux GyHKLMOHaNa v CTPeMNeHUst He MpubAU3MTLCS K YenoBeky,
a HaobopOT, ObITb €70 3KBMBANEHTOM W MPOAEMOHCTPMPOBATL CBOK MHAKOBOCT.
Ha 3ToM doHe 13 0bLeln Maccsl YMHbIX MaWWH HaYMHaOT BblgensTbcs obpassl
aHOpPOWOB, KOTOPble BHELWHE HEOTAMYMMBI OT YenoBeka, HO UX MHAKOBOCTb 3a-
KNKOYaETCs B MX CNOCOBHOCTSX.

VIcKyccTBeHHbIe co3faHys bonee He BOCMPUHMMAOTCS Kak HEYTO HeCcoBep-
LWeHHOE, KOCHOe, 0bnapatoliiee orpaHnIeHHOM MYHKLMOHANbHOCTBIO, OHYM Npea-
CTaloT Kak bonee coBeplUeHHbIe CYLLEeCTBa, MpUYeM JOBObHO YaCTO MM BMEHSET-
ca PYHKLMS cnaceHus YenoseyecTsa.
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Ha aToM doHe npossnsieTcs obpaTHas TEHASHUWS, B paMKax KOTOPOI 4eno-
BeK ynofobasetcs MawmHe. OH TepSeT CBOK MAEHTUYHOCTb, AyLWIEBHbIE Ka4eCTBa,
YYBCTBEHHOCTb, HA4YMHAET 1eMCTBOBATh, PYKOBOACTBYSCH HE CEPALEM UKW pasy-
MOM, @ COODpasHO MpaBwnam, NPeAnucaHnsM, UMPKYNSpaM, 3alaHHbIM KeM-TO
NporpamMmam, OTKa3blBaeTCst OT UCTOPUK U OMbITa, HAKOMAEHHOTO ThiCsueneTus-
M1, O6pa3 Takoro 06e3n11MYeHHOro YenoBeKa ecTb OHO U3 NPOSBAEHNIA aHTPOMo-
NIOTUYECKOro Kpur3uca.

MoaBOAs UTOT, MOXHO CKa3aTb, YTO B aHWMAUMOHHbIX (DUIbMax MPOUCXO-
OVTb Pa3BWTHE KOHLUENTA UCKYCCTBEHHOTO YenoBeka. [epBoHavaibHO 3TOT KOH-
LenT peanu3yeTcs B 0bpase Kykbl, MOANMUUMPOBAHHOW BapuaLmeid KOTOPOK
ABASETCS MapnoHeTKa. B 1920-x rofax 3TOT KOHLENT HaxoAMT BONAOLIEHME B 06-
pa3e Co3[laHHOro MeXaHM4eCKoro CyLLecTBa, Ha CMeHy KOTOPOMY NMPUXOAUT 0bpa3
poboTa. MNapannenbHo ¢ oyenoBeyrBaHneM poboToB HaboaaeTcs NPOTUBOMNO-
NOXHOE sBneHne. B dunbmax nonyvaet paspaboTky 0b6pa3 YenoBeKa-MallvHbl,
YTPaUMBAIOWErO CBOK WMAEHTUYHOCTb U «4€/10BEYHOCTby. [1pOTMBOAENCTBIEM
[aHHOW TEHAEHUMM CTAHOBUTCS NOSIBAEHNS TMOPUAHBIX MCKYCCTBEHHbBIX (OpM —
KNOOProB, a Takke CTpeMeHve NpeacTaBuTb 06pas UCKYCCTBEHHOTO CyLLECTBa,
0bnanatoLlero He TONbKO MHTEANEKTOM, HO M YyBCTBEHHOW COCTaBASIOWIEN 1 CNO-
COBHOCTbLIO K TBOPYECTBY, T.€. TEMU Ka4yecTBaMu, KOTOPble OTINYAKOT YenoBeKa oT
BVI0NOTMYECKNX 1 UCKYCCTBEHHBIX CO3AaHWIA.
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A3bIK OMMCaHMA TPAANLIMOHHOW ANOHMM
B MegnagncKypce
OpUTAHCKOWN KMHOXPOHMKN 1920-X rofoB

AHHoTauus. CTaTbs HalleneHa Ha NPosiCHeHVe 0COBEHHOCTeN A3biKa, NOCPeACTBOM
KOTOPOrO OMUCHIBAETCS TPAAMUMOHHAS SNOHMS B MeAMaamncKypce OPUTAHCKON Ku-
HOXPOHUKM 1920-x. Peannsauys NnocTaBNeHHOW 3aa4v NpeacTaBSeTCs BO3MOXKHOW
bnarogaps COBPEMEHHOM TEHAEHUMM K ANTUTANM3ALMN KMHONEHT U3 apX1MBOB KMHO-
KOMMaHWIA, 3aHUMABLUMXCS B JaHHbIV Nepuo Npou3BOACTBOM U ANCTPUBYLMEN K-
HOXPOHMKM. B npeacTaBneHHon paboTe TakoBbIMU BbICTYNAOT Npexae Bcero «Pathé
News», «Gaumont Graphic» 1 «Empire News Bulletin». B HacTosiLLee BpeMst OTKPbITbIV
AOCTYN K BMAeOMaTepuanam npefoctaBnser MIHTepHeT-apxne bpuTaHCcKow opraHu-
3aumu «British Pathé». ViMeHHO 3TOT pecypc MCnonb3yeTcs B kayecTBe OCHOBI MC-
TOYHMKOBOW 6a3bl NpoeKTa. [MOCKONbKY S3bIK ONWUCaHWS TPAANLMOHHON ANOHWY Bbln
NPOV3BOAHbBIM OT MEANAANCKYPCA KUHOXPOHWKW, UMW, UHBIMY COBAMU, IMHIBUCTU-
4ecKoro NPOCTPaHCTBa AaHHOTO CPefCTBA MACCOBOV KOMMYHMKaLIMW, onpeaensslue-
O BO3MOXHOCTU M OTrPaHWUYeHNs BbICKa3blBaHWUS B HEM, 3HAYMTENbHOE BHUMaHNE
yaeneHo ero PeKOHCTPYKLUMKM. OHa OCHOBaHa Ha 0bpaLeHni K MHOrOr paHHOMY KOH-
TEKCTY NPOM3BOACTBA KMHOXPOHUKNW. B cTaTbe NOAHMMAIOTCS BOMPOCH! aBTOPCTRA,
MOTMBOB, LieNeld 1 3a1ay CO3aHNs KMHOXPOHWKM, ee ayaUTOPKM 1 MAE0NOrYECKOro
HanonaHeHus. AHaN13 camoro si3bika ONMCaHUs NPeAcTaBAeH Ha NpUMepe KUHONEHT,
B KOTOPbIX BO3MOXHO BbIAENNTb AUCKYPCYBHBIE MapKePbl IMOHCKOW KynbTypbl. Ta-
KUMW MapKepaMmu BbICTYNatOT TPagMLUMOHHbIE SMOHCKME KOCTIOMbI, 06pa3bl camypa-
€B W1 reil, CUHTOUCTCKME XpaMbl, LBETYLIas BULWHS (Cakypa), XpU3aHTEMbI, NETHME
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30HTUKM, AepeBsiHHbIE HOCOHOXKKN, PUTYabHble NPAKTUKK SMOHUEB U T.4. To, Kak
CHUMaNNChb KMHOMEHTbI, MO3BONSIET YTBEPKAAT, 4TO OPUTAHCKAS KMHOXPOHVIKA AaH-
HOro Neproaa BOCNPOU3BOAMAA 3aMafHYI0 TPAAULIMIO ONMUCAHNSA BOCTOYHBIX CTPaH,
KaK auCTOpVYHOro MPOCTPAHCTBA, B KOTOPOM COXPaHWUANCh ApEBHME 0bbIYau v no-
psaKn. OBHAKO KMHOXPOHWKA 3TOT OPUEHTANMCTCKMI ANCKYPC B ONPefeNeHHON cTe-
neHy MoanUUMpYeT, akUeHTUPYs BHUMAHVE Ha 3anagHoM BAUSHKM Ha ANOHWIO,
KOTOpOe Kak Bbl NpuaaeT el TeMNopanbHOCTb, NOMELLAs B YCNOBHbIA KOHTEKCT CO-
BPEMEHHOW LMBUAN3ALUN.

KnioueBble cnoBa: Bennkobputanus, ANOHKS, KWHOXPOHUKA, aHTO-ATIOHCKIE OTHO-
WeHNs, MEBOEHHOE BPEMS, MeaVaanCKypC, opreHTanun3M, British Pathé, Gaumont
Graphic, Empire News Bulletin
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Discourse of Traditional Japan
in the British Newsreels of the 1920s

Abstract. The article aims to distinguish the features of the language used to describe
traditional Japan in the media discourse of the 1920s British newsreels. This becomes
possible thanks to a modern trend of digitizing reels from the archives of companies
which were involved in production and distribution of films at that time. In this paper,
| consider reels of Pathé News, Gaumont Graphic, and Empire News Bulletin. At the
present time, open access to video footage is provided by British Pathé Internet archive,
therefore it served as a basis for my source database. The language for describing
traditional Japan was derived from the media discourse of newsreels, or, in other words,
their linguistic space, which determined the possibilities and limitations of expressive
means; this is why considerable attention is paid to the reconstruction of this language.
For this purpose, | address the multifaceted context of newsreel production. The article
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raises questions of authorship, motives, goals and objectives of newsreels, its audience
and ideological content.

In order to analyze the means for describing traditional Japan, | choose films in which
discursive markers of Japanese culture are present: Japanese costumes, samurai
and geisha, Shinto temples, cherry blossoms, chrysanthemums, summer umbrellas,
wooden sandals, ritual practices, etc. Judging by the patterns used, British newsreels
of that period reproduced the Western tradition of describing Orient as an ahistorical
space in which ancient customs were preserved. At the same time, newsreels modified
this Orientalist discourse by accentuating Western influence on Japan, giving it some
temporality by placing it in the conventional context of modern civilization.

Keywords: Great Britain, Japan, newsreel, Anglo-Japanese relations, interwar years,
media discourse, orientalism, British Pathé, Gaumont Graphic, Empire News Bulletin

BBEJEHWE

K HacTosiweMy AHIO ANs UCCefoBaTenell KMHOTEKCTOB Bce bonee foCTyn-
HbIM CTAHOBWTCS TaKoW ayAMOBU3yanbHbIM MEANYM, KaK KMHOXPOHVKA. [aHHas
TeHaeHuUMs obycnoBneHa Mpex/ae BCero akTUBHOW AWrMTanv3auMen apxvMBoB
KMHOXPOHUK. B nocneaHee aecatunetme 6e3ycnoBHbIM N1MepOM B 3TON 06nacTu
cTana 6puTaHcKas KomnaHwus British Pathél. CeroaHs ee 3neKTPOHHbIN KMHOApP-
XVB NpefocTaBaseT AoCcTyn K 6onee Yem 220 ThbiC. KUHONEHT, MPOM3BEAEHHBIX Ha
NPOTH®eHMN XX B. TaKUMUW KMHOKOMNaHUsaMK, Kak Pathé News, Gaumont Graphic,
Empire News Bulletin n 7.4,

Co3paHvie 3TOro KMHOapXvBa MO3BOAWNO PeaKTyann3npoBaTh TeHAeHUMIO
nocnegHUX NATUAECATN NET, HanNpPaBNeHHbIX Ha NCCNefoBaHMe KUHOXPOHWKI. Han-
Honee 3HaYMMBbIN NPOEKT B 3TOW 06NacTn, MeHyeMmbilit British Universities Newsreel
Database (aanee — BUND), HanpaBneH Ha cbop AOKYMEHTaLUMW U apxXMBHbIX MaTe-
p1anoB, OTHOCALLMXCS K MpobneMe MPOU3BOACTBA KMHOXPOHUKM, @ Takke pa3me-
LieHne 1X B OTKPbITOM gocTyne?. dakTUYecKn 3TOT NPOEKT YaCTUYHO 3aKpbiBaeT
HenocTaTKK apxunBa British Pathé. LleHoi OTKPbLITOro AoCTyna K M1upuaaam KnHo-
3anucelt 6bI10 NOYTW NONHOE OTCYTCTBME MHMOPMaLMK O TOM, Kak OHW CO3/1aBa-
nuco (Kaye, 2018, p. 297). BUND, pacnonaratoliymin 6onee noapobHbIMU AaHHbIMK
O KMHOMEHTax: aBTopax, MecTe, BpeMeHU v Mp1HLUMNax UX co3aaHus, — no3sonset
4acTb 0603HaY€EHHbIX TPYAHOCTEN HUBENMPOBATD.

HecMOTpst Ha AOCTYNHOCTb KMHONEHT, OHU He TaK YacTo CTaHOBSTCS 06b-
eKTaMu 3MHTepeca WMCTOPVKOB. BO MHOMOM 3TO CBSI3aHO C YNOMSIHYTHIM paHee

1 3neKTpoHHbI apxiB cM.: URL: https://www.britishpathe.com/ (aata obpalleHus: 20.09.2021).
2MpoekT cm.: URL: http://bufvc.ac.uk (nata obpalleHms: 20.09.2021).
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HELOCTaTKOM KUHOZOKYMEHTaUMMW, NO3BONSIOWEN BOCCTAHOBUTL «PeanbHOCTb»
33 06 BEKTMBOM KMHOKaMePbI, NPOCeaMTh NPOLeCC co3aanHums, 06opoTa 1 UCnonb-
30BaHus KnHoxpoHuK (Hiley, McKernan, 2001, p. 187). OnpeaeneHHbIM (hakTopom,
3aTPYAHSIOLLYIM BOCMIPUATIE UCCNefoBaTeNEM KUHOXPOHWKM, CTAHOBUTCS TO, YTO
B YIOBNETBOPUTENBHOM COCTOSIHUM MHOTME KUHOMEHTLI He coxpaHunuce (Hiley,
McKernan, 2001, p. 189). OqHaKo Ha NPOTSKEeHWIN BCE BTOPOI MONOBUHbI XX B. UC-
CnefoBaTeNy «0TKPbIBaNu» Ans cebst 3HaYMMOCTb KMHOXPOHMKM. [OCTeNeHHO Npu-
XOA4MN0 NOHMMaHUe TOTO, KaKoe OHa BAVISHME OKa3blBana Ha 3puTeneit Toi anoxw,
M KaK BO3[eWCTBYET Ha COBPEMEHHbIX, YTO BOCMPUHMMAIOT OTPbIBKY XPOHUKY,
TpaHcAMpyemble pasnnyHbIMUA KUHOKOMMAHUSAMM BHE WX M3HAYaNbHOMO KOHTEK-
cta (Hiley, McKernan, 2001, p. 186).

[NaBHbI BONPOC, KOTOPLIM 3aal0TCS COBPEMEHHbIE MCTOPUKM BU3YaNbHBIX
VMCKYCCTB, — NOCPEACTBOM YEro KOHCTPyMpyemas peanbHOCTb KUHOXPOHMKM BAW-
Ana, BAUSET U ByaeT BAUATL Ha NtoAel B byayuliem, Ux naeHTnyHocTb (Chambers,
2018, p. 265); KaK pa3BopaynBancs, pa3Bopa’mBaeTcs 1 byaeT pa3BopaqmBaThb-
CS AMCKYPC KUHOXPOHWMKM M COOTBETCTBYIOWIME eMy AMCKYPCHBHbIE MPaKTUKU.
B gaHHOM Cnyyae BaXkHa He CTeneHb AOCTOBEPHOCTU KalPOB KMHOXPOHMKY, a Mo-
HUMaHMWe TOro, KaKve AMCKYPChI, BbliaBaeMble 3a AeliCTBUTENbHOCTb, TPaHCANPO-
BanVCh ayaMTOPUY B NMPOLLIOM U1 IeNatoT 3TO cerofHs. ToNbKO eCnn paHblle 3T
AVICKYPCbl NPETEHA0BANN Ha AeNCTBUTENBHOCTb HAaCTOSILLEro, TO Ceiivac OHK CTpe-
MSTCS MOAYMHUTL AENCTBUTENBHOCTD MCTOPUYECKOTO MPOWOro, APYrvM NnyTem
OCYLLEeCTBASAS BNACTb Haf, COBPEMEHHOCTbHO.

B KauecTBe mccnefoBaTenbCKoro Bonpoca fAns paboTsl ¢ MaTepuanamm
KuHoapxwuBa British Pathé 6bina BbibpaHa npobnema penpeseHTauum TPaaULMOH-
HOW SINOHMW B MeanaamncKypce BPUTaHCKON KMHOXPOHMKM 1920-x. B CBA3M C 3TWM,
aKTYanbHOCTb NPenpUHATLIX LUTYANA 0BYCNOBNEHAa KaK NOCTENEHHO BO3pacTato-
WM MHTEpPEeCcOM aKaeMm4eckoro coobllecTsa Kk npobneme COBpeMeHHOro 3Have-
HUS MeAMAANCKYPCa KUHOXPOHWKM, TaK 1 paclunpeHneM chepbl MHTeNNeKTyanb-
HOrO N1CKa B 061aCTV aHMO-ANOHCKMX KyNbTYPHbIX OTHOLIEH WU NePBOV YeTBEPTU
MUHYBLLErO CTONETUS.

O6bEeKTOM VCCNefoBaHMS BbICTYNaeT MeaMagnucKypC KUHOXPOHUKM, nof
KOTOPBIM MOHMMaETCs obllee NMHIBUCTUYECKOE MPOCTPAHCTBO 3TOrO CpeAcTBa
KOMMYHMWKaLMW, B pamMKax KOTOPOro AeMCTBYIOT Npaswna, onpeaensioulne, YyTo 1
Kak MOXeT BblTb CKa3aHO (M, TeM CaMblM, MOKa3aHo), a 4To HeT. COOTBETCTBEHHO,
npeaMeToM 13y4eHnst CTAHOBKTCS COOTBETCTBYIOWMI MEAMNAAMCKYPCY S3bIK OMNK-
CaHUs (DUKCUMPYEMbIX KUHOXPOHWKOW SBNEHWUN, aKTyann3mpylowmnii CBs3aHHble
C HUMV AMCKYPChI 1 MpUCYLLMe UM naeonornyeckue knuwe (Fairclough, 1995, pp.
23-45; Talbot, 2007, pp. 3-15), v €10 UCNONB30BaHMWE Ha NPUMepe KMHOTEKCTOB, MO-
CBSILLEHHBIX SMOHCKMM CtoxeTaM. Lienbto paboThl IBASETCS peKOHCTPYKLMS 3TOrO
A3blKa.
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TaknMm 06pa3oMm, ans NOHUMaHWS TOro, NoYeMy TPaaULMOHHas ANOHKS onu-
CblBanach TaK, a He MHayve, HEOOXOAMMO Mpex/e BCEro peKOHCTPYMpOBaTh Meana-
AVCKYPC BPUTAHCKOW KWHOXPOHUKM lAHHOTO BpeMeHW. [1ns 3Toro cnefyeT oTBeTUTb
Ha psif BOMPOCOB: KeM Bbiv CO3AaTeNM KMHOXPOHWMKM, Ha KOTO OHW OPUEHTHPOBa-
NINCb NPU ee CO3AaHVN, Kakne Lenu 1 3afaqn o/MKHa Obina BbIMONHATL KMHOXPO-
HUMKa, KaKve CMbICbl BKNaAbIBaN1Ch B Hee CO3HaTENbHO, a Kakue becco3HaTenbHo.

MEAUAONCKYPC KWHOXPOHWUKW U A3bIK ONMUCAHUA ANTOHUN

B BenvkobpuTaHum 1920-x «aBTOpaMmn» KMHOXPOHUK SBASANCE KMHOKOM-
NaHWW, BCTPOEHHbIE B MHMPACTPYKTYPY BPUTAHCKOM CETW TeNeKOMMYHUKaLWA,
Takwve Kak Pathé News, Gaumont Graphic n Empire News Bulletin. Mpexae Bcero
OHW BbINK BOBNEYEHbI B NPOLLECC POPMUPOBAHNMS €AVHOTO AUCKYPCUBHOMO MONS
KUHOXPOHMKW, PYKOBOACTBYSCh OAMHAKOBbBIMM MPUHLMNAMU OpraHm3aLmm cbe-
MOYHOTO npoLecca, AUCTPUOYLMM 1 4eMOHCTPaUUM KMHONEHT. B 3TOM cnTyaumm
KWHOXPOHMKa OKa3blBanach OfHVM 13 TOBAPOB Ha pbIHKe MHAYCTPUM pa3sneye-
HWI, W, MOCKO/bKY OCHOBHbIM MOTMBOM NMPOW3BOACTBA bblNa MakcMMmu3aLms npu-
6binn, ee cozgaTtensm NPUXoANIOCH B NepPBYIO 04epedb Y4UTbIBaTh NOTPEBHOCTM
CBOeV ayanTopum.

MoCKOoNbKY KUHOXPOHMKa eMOHCTPUPOBanach OfiMH-ABa pa3a B Hegento
nepeq NOKa3oM XyAOXKECTBEHHbIX (UIbMOB, ee ayauTopus COCTosNa MNpenmy-
LeCTBEHHO M3 MOCETUTENEN KMHOTeaTPOB. B NONOBO3PaCcTHOM OTHOLIEHUMW 3TO
BbINK, KaK MPaBKNO, HEXeHaTble MYYMHbI 1 XKEHLLVHbI A0 COpoKa neT (McKernan,
2018, p. 39). MNoxof B KMHOTEATp OblN HEJOPOrM 3aHATHEM, U3-3a Yero 3Ta Colw-
anbHas NpakT1Ka Nonb3oBanack NONyNSPHOCTbIO y HeboraTbiX CNOEB HaceneHus,
npviBneKas v ntofet co cpegHnM JoctaTkoM. Mo cnoBaM M. XarruHca, 3putent
nocewjany KnHoTeaTpbl 45 TOro, Y4TOObI pa3Bneybes U HeHafonro coexarb OT
peansHocTu (Huggins, 2007, p. 84). C 3TWUM CBs3aH W OrpaHUYEHHbIV Kpyr Cloxe-
TOB — TO, YTO YAOBNETBOPSO BKYChI «<CpefiHero Yyenosekxa» (Huggins, 2007, p. 85):
4neHbl KOPONEBCKOW CeMby, MONUTUYECKKEe AesTenu, CNopT, NPa3aHUKY, napaasl,
KaTaKAM3Mbl 1 T.M.

KUHOXPOHMKaA [OMKHa Bblna He CTONBbKO MHMOPMKPOBATh, CKOABKO pPas-
BfleKaTb, YTOObI YeNOBEK Pa3 3@ pa3oM BO3BPALLaCs 3a HOBOW NMOPLMen «aBNKY-
LMXCS KAPTUHOK». IMEHHO NMO3TOMY ee HappaTWBHas CTPYKTYpa Takxe BKoYana
nuTepaTypHble TPOMbl U COOTBETCTBOBANA TPAAMUMOHHbIM CIOKETHBIM CXeMaM:
TaK, HanpuMep, BOEHHbIe CIOXeTbl M300paxanich Kak gpama, B KOTopoi fobpo
6opeTcs co 3nom (Maitland, 2015, p. 573). BecbMa nokasaTenbHbIMU AOKYMEHTaMM
NPeACTaBNSIOTC pekoMeHalun KnHoonepaTopaM OT MOHTXEPOB O TOM, YTO
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¥ Kak cHUMaTb. OfWH 13 TakWx NpeanucsiBaeT OKyCMpPOBaTh BHYMaHNE Ha AETSX,
KpPaCKBbIX 1EBYLUKaX 1 B LLeNIOM Ha BCEM HeOBbIYHOM A5 3puTens. Ecnu cHumaet-
s ropofl, CHavana gomkHa bbiTb M306paxeHa ero naHopaMa; Npw nokase npep-
CTaBWTENS MOHAPXMW, B NEPBYIO 04ePefb, KPYMHbBIM MAaHOM OH CaM, U TOMbKO 3a-
TeM naHopama, U T.n.

OfHVM 13 OCHOBHbIX NpeanucaHnii onepaTopy 6610 TpeboBaHve hrKcu-
poBaTh ABWKeHMeE. IMEHHO CNOCOBHOCTL M300paXaTh ABVKYLLMECS B MPOCTPaH-
CTBe 00beKTbl paccMaTpuBanach Kak OCHOBHOE MPEeMMYLLECTBO KUHOXPOHUKM
NO CpaBHEHMIO C BepbanbHbIMU NCTOYHMKaMK nHdopMaumn (Hiley, 1993).

OnepaTopam faneKko He Bceraa yaaBanock COOTBETCTBOBATL 3TUM PEKOMEH-
AaLUvsM, OHAKO OCHOBHbIE 13 HUX BbIMOMHAAMCL. 3TO CBUAETENLCTBYET 00 onpe-
AeNeHHON cTeneHu WwabnoHHOCTW B 0T6Ope v BU3yanu3auuu ctoxeTos. Co3aatenn
MbiTanncb M3beratb MOAUTHIVPOBAHHBIX U OCTPOCOLMANbHLIX NpobneM — Bcero
TOrO, 4TO MOT/IO MPUHECTU 3PUTENID ANCKOMMOPT M, TEM CaMblM, BbI3BaTb Hefo-
BonbCTBO (Althaus, 2010, p. 199). TakvmM 06pa30oM, 0TKa3blBasiCb OT BbIXO1a 33 PaMKM
CouManbHbIX HOPM, KMHOXPOHMKA YTBEPXKAANA WX, MOAAEPHKMBaNna NOAUTUYECKNIA
W COUMAanbHbIN CTaTyC-KBO, TPAHCANPYS CBOEN ayauTOpUM AOMUHMPYIOLLVE B 0b-
LiecTBe AUCKYPChl. KOHCepBaTM3M AaHHOMO MeanyMa 0ObSCHSETCS TakKe TeM, H4TO
BNafenbLbl KNHOKOMNaHWIA Hepeako Bbinn achdrnmpoBaHbl ¢ Npassllelr Ha ToT
MoMeHT KoHcepBaTWBHON napTueit Bennkobputanum (Harrison, 2014, p. 45).

KoHCTpyMpyemyto peanbHOCTb KMHOKaMepa BblfaBana 3a NofannHHY, Yemy
CNocobCTBOBANO B TOM YUC/E W TO, HTO KMHOXPOHMKA MO CPaBHEHMIO C nevaT-
HOW MpoayKLMen NpeacTaBnsnach ropasno 6onee 06beKTUBHbIM UCTOYHUKOM
MHbopMaLMK, NOCKONbKY ByaTo Bbl GUKCMpoBana AeNCTBUTENbHOCTL B CBOEN
nepso3aaHHoi popwme (Hiley, 1993). Co3naTtenyt KWHOXPOHWKIM MOHUMANM 1 NoMb-
30BaNnNCh 3TUM ybexaeHnem nybnmkm, HepeaKo BbiAaBas MOCTAHOBOYHbIE ChbEMKM
3a lokyMeHTanbHble (Ramirez, 2020, p. 2). Ecnu raseTbl v KypHanbl NO3BOASAN Yi-
TaTento y3HaBaTb 00 aKTyasnbHbIX COOLITUSX, TO KUHOXPOHMKA NO3BONSNA BUAETD
X CBOMMM rna3aMu. OgHaKo OT 3TOW CaMOl nevaTHOW NPOAYKLMM KUHOXPOHMKA
HblNa HaNpsMyto 3aBKUCKMa, Byayym BCELeno NoMeLleHHOW B MeAManpoCcTpaHCcTBo
CBOEro BpemeHu. leproavika gaBana aBTopaM KMHOXPOHUKIN CHOXeTbI ANs Aanb-
HEMWWMX CbeMOK, MOC/e Yero OHU Kak Obl NepeBOAMANCE Ha S3bIK BK3YanbHOrO,
npeBpallas cTaTu4Hoe BepbanbHOe NoBECTBOBAHVE B HApPaTUB, pa3BopaYnBa-
HWe KOTOPOro 3pUTEeNb MOT YBUAETH COBCTBEHHbBIMY Fa3amu.

KHONEHTbI CTAHOBUAWCH AN OPUTAHLEB ellle OiHVM CPeaCcTBOM (POPMHUPO-
BaHWS NpeaCcTaBNeHMIA 06 OKpYXatoLeM MUpe: Kak 0 COBCTBEHHOM, TaK 1 O Yy)KOM,;
Kak 0 bpuTaHuu, Tak 1 o0 AnoHun. Ho KMHOXPOHMKa, Kak 1 ntoboe apyroe CMU,
He npecnegoBana Lenb M306pas3nTb peanbHbI MUP, @ CTpeMUnacs b npea-
CTaBWTb €ro TakoBbIM, 3alWNdPOBAB B HEM Pa3fnyHble MO CBOEMY COAePXaHWo
KynbTypHble Kofbl. [MaBHOe oTnnyme Obi10 B TOM, YTO KMHOKamepa fenana 3to

HAYKA TENEBUAEHUA 18 (1), 2022 202 THE ART AND SCIENCE OF TELEVISION



ybeauTensHee. Kak nevaTb Bbibvpana, 0 YeM NucaTh ¥ Kak nucaTh, KUHOKamepa
BbIGMpana, YTo NMOKa3bIBaTb U KaK NMOKa3biBaTb, HAAENSs BAXKHOCTHIO TO UK UHOE
cobbiTve. OHa ToXe MMena BnacTb onpefensTs akTyanbHoe (Sieber, 2016, p. 25).

OnpepeneHHoe MecTo B MeauaamncKypce BpUTaHCKOM KUHOXPOHVIKK BCeraa
3aHKMana BoCToYHas TemaTuka. bnarogaps aToMy axkTyanbHol B 1920-x Hbina v
penpeseHTaumns AnoHUn: nHTepec bpUTaHCKOW NyBANKIL K 3TOW CTpaHe npocne-
XKIBAETCS Ha MPOTSHIKEHMI BCErO leCATUNETMS, O YeM CBMAETeNbCTBYET bonee coT-
HW NPOM3BeeHHbIX 33 AECATUNETNE KUHOMEHT.

CBs13aHO 370 6bINO ¢ ABYMS thakTopamu. C oiHOM CTOPOHBbI, CTpaHa BOCXO-
AsiLLero COMHLa 0CTaBanach BAHbIM MeX/AyHapOaHbIM NapTHepoM BenvkobpuTa-
HUK, C APYrO — NPOAOMKANa MbICAUTLCS BpPUTaHLAMMU B Ka4eCTBe 3K30TUYHOM
Y NPVIBNEKATENbHOM BOCTOYHOM CTPaHbI.

SinoHWs BoOWNa B TPeTbe AeCATUNETHE BOEHHO-MONUTUYECKON COHO3HULEN
BenukobpwTaHuun. [1Be MHCYyNspHble AePXaBbl 0ObEAVHAN aHMO-ANOHCKUIA COI03-
Hblii goroBop 1902 1., KOTOPbIN, OAHAKO, NPEKPaTWA CBOE CYLIeCTBOBaHMe B 1921 T.
MHorve nccnefoBaTeny CXoasaTcs Ha TOM MHEHUM, 4TO NMpeKpaLlieHue coto3a Hbino
3aKOHOMEPHbBIM UTOrOM MOYTU ABYX AECATUNETUIA aHMO-SMOHCKYX OTHOLWEHWUN,
KOTOpble BbINN He CTONBKO NMAPTHEPCKUMU, CKOMBKO COMEPHUYECKUMM, OCHOBAH-
HbIMW Ha B3aMMHOM HepoBepun apyr k apyry (Nish, 2000, p. 256; Best, 2006, pp.
813-814; Naraoka, 2017, p. 53). Tem He MeHee B 6pUTaHCKOM NyHBANYHOM NPOCTPaH-
CTBe NEePBbIX AeCATUNETU XX B. LOMUHMPOBANM B OCHOBHOM MONOXKUTENbHbIE 00-
pa3bl AnoHuK. Tak, HanprMep, Ha HavanbHbIX 3Tanax MepBoi MMPOBOI BOMHbI B
HpUTaHCKOM Npecce oHa M306paxanacs akTMBHOW COO3HWMLe BenkobputaHuu,
cTpeMsLelncs 0ocBoboaAnTb BOCTOUHYO A31t0 OT repMaHCKoi yrpo3bl (BykiH, 2020,
. 109). MNocne 1915 1., kKoraa BOCTOUHbIN NapTHep hakTUYecKu npexpaTun ydactue
B BOVIHE, €ro He MnepecTany 13006paxaTtb B NOAOKUTENBHOM CBETE, MPOAOMKas
OMUCHIBATb B KA4eCTBe BeCbMa LIeHHOW BCoMoraTensHon cunbl (BykuH, 2020, c.
110). V>xe B 1920-x 3Ta TeHAEHUMS NONYYMNa CBOE NPOAOMKEHME B CBA3M C yNyyLle-
HUEM aHINO-SMOHCKMX OTHOLWEHWIA, BbI3BaHHbBIM COBMECTHbIM NMPOTHUBOCTOSIHUEM
60MbLIEBUCTCKOM POCCHM 1 peBOMOLIMOHHOMY KuTato.

B nybanyHoM auckypce FnoHMs OCTaBanacb COBPEMEHHOWN [ApyKeCcTBeH-
HOW [epXaBoil U UMBUAM30BaHHbIM NpeacTaBuTenem BoctoyHol Asnm. OgHako
Hapsay C NOAWTUYECKMUM CYLLECTBOBAN U KYNbTYPHbIM 06pa3 AnoHuM — CTapoi,
KOHCEPBATMBHOW, TPaAVLMOHHOW. VIMeHHO 3Ty «apyryto» CTpaHy BOCXOASLLEro
COMHLa CTPEeMUANCH NPEACTaBNUTb OPUTAHCKME JOKYMEHTANNCTBI.

CloxeTbl, CBsi3aHHbIe C penpeseHTaumel TpPagULMOHHOW ANOHMK, HepeaKo
MeNbKann Ha 3KpaHax BPUTAHCKUX KNHOTeaTpoB. MogobHoe NOCTOSHCTBO 06bsC-

3 370 meKnapypoBasnock, HanpvMep, B MapaaMeHTCKUX pevax, MPUYeM Kak KOHCepBaTopamu, TaK v
nubepanamm 1 nenbopuctamu. CM. CTeHorpammbl 3aceflaHnii GpuTaHckoro napnamenTa: (The Late
Emperor of Japan, 1927; Leaders’ Tributes, 1927).
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HAETCA NOTMKOW KMHOXPOHWKM, KOTOpasi, Kak yke 6bi10 CKa3aHo, bbina cocpeao-
ToYeHa Ha hrKcaL My HeObbIYHbIX U IMKOBUHHbIX A5 €BPONeNLEB Bellell — BCero
TOro, 4TO MOT/IO NPVBNEYb W YAEPXKaTb BHUMaHWe 3puTens. B iHTepTuTpe oaHoM
V3 KMHOMEHT BbICKa3bIBaeTCs Takoe npeanonoxeHve: «Movyemy-To BOCTOYHbIe Clo-
XKETbl HPABATCA €BpONeiLamMm — BO3MOXHO, KOHTPACT B NAaTbe 1 0OblYasx BCEMY
BUHOW» (Three Minutes in Japan, 1921)*. AKUEHT CTaBWUTCS, KaK BUAHO, Ha «MNaTbe»
1 «0BbI4aAX», KOTOPbIE Pa3UTENbHO OTIMYANMCH OT TaKOBbIX B 3aMaHOM MonyLla-
pUK MVpa. B 3To CuTyalUmm nponcxoamna peakTyanusaums muda o BocToke Kak o
Opyrom ans 3anaga. IMeHHo oH Bbin CBOE0OPa3HON «rPaMMaTHKOM» XPOHUKaNb-
HOrO s13blKa onucaHus CTpaHbl BOCXOAALLEro COMHLA.

Tpaauums Mudonormsaumum AnoHUK KynsTBMPOBanack B EBpone ¢ MoMeH-
Ta «OTKPbITUS» 3TOV CTpaHbl B cepeamrHe XIX B. ANOHCKOe NCKYCCTBO (raBHbIM 06-
Pa3oM B INLIE UMMOPTUPOBAHHbIX FPaBOP YKMe-3)° Mopa3nio 3anafHyto nyoanky,
BNOCNeACTBUY 3HAYUTENBHO NOBNWAB Ha Takne HanpaBneHns B MCKYCCTBe Kak no-
CTUMMNPECCUOHN3M 1 CMMBONM3M. EBponeltbl hopMmnpoBani cBoe BocnpuaTme
3TOW BOCTOYHOA3MATCKOW CTPaHbl Ha OCHOBE KOMWIA NPOM3BeaeHin SNOHCKKX Ma-
CTEPOB W XYNOXHNKOB, MPEACTABAAN €€ KaK «CTPaHy LBETOB» U «HaLMIO XYAOKHW-
KOB». HepeanucTnyHocTb 3Toro obpasa oTMevan eule Ockap Yainba, koraa nvcan
0 TOM, YTO «SAMOHLbl BbIN HAMEPEHHO W OCO3HAHHO CO3AaHbl KOHKPETHbBIMU Xy-
AOXKHMKaMU. (...) HacTosiwme uTenmn AnoHum He Tak YK He MOXOKM Ha TUMUYHbIX
aHIVYaH, a UMeHHO, OHU UCKNIUYNTENbHO BaHanbHbI, 1 B HUX HET HUYero CcTpaH-
HOro MNW U3 psifa BOH BbixoasLwero. Mo cyTu CBoen, ANoHUS — Y1CTas BblfyMKa.
HW TakoW cTpaHbl, HY Takoro Hapofa HeT» (Yainbga, ¢. 241). Ha npakTuke AnoHus,
NPOXOAMBLIAS Yepe3 NPOoLEeCcCh MOAEPHM3aLMM, BHEWHe HEMHOMMM OTMYanach
OT APYruX 3anafHbix CTPaH, U3-3a Yero oKa3biBanacb ManonpuaneKaTenbHom Kak
AN BPUTAHCKNX NYTELEeCTBEHHNKOB, TaK 1 AN TeX, KTO HUKOMAa B 3TON CTpaHe
He 6bIn®. MHOrVe NpeanoYMTan BOCTOUHYO haHTasuio cepoit SNOHCKOW peanb-
HOCTW, KOTOPast He CUNbHO OTAIMYaNach OT TOrO, YTO eBPONeNLbl MOV BUAETH
y cebs foma.

Boobpaxaemas AnoHus bbina NOpoOXKAEHNEM OPUEHTANNCTCKOrO AMCKYPCa,
KOTOPbIN B CBOE BpeMs BbiNl OCMbICNIEH aMepUKaHCKM nuTepaTypoBeaoM 3. Cau-
aoMm. Mo ero Mbicau, Co BpeMeHu rpeko-nepcuacknx BoH noboe 3anagHoe onu-
caHne BocToKa CTPOMMOCH Ha NoruKe BUHapHbIX ONNo3unUKMiA: ecin ang 3anana
HbINN XapaKTepHbl TaKue CYLHOCTHbIE YepTbl, KaKk akTUBHOCTb, Pa3BuTMe U CBO-
6ona, To Ansg BoCToka — NacCUMBHOCTb, CTarHaums, Heceoboaa. 3anafHble aBTopb|
“ Three Minutes in Japan: documentary film. Pathé News, 1921. 01:41:26™-01:44:00" // British Pathé. URL:
https://www.britishpathe.com/video/three-minutes-in-japan (gata obpauierns: 20.09.21).
°TMoppobHee cm.: MpuwmnH M.B. Mydonornsaums TpaguumoHHOro BocToka B UCKYCCTBE W HayYHOM MbIC-
v 3anaga. M.: focynapCTBEHHbIN MHCTUTYT MCKYCCTBO3HaHMs, 2013. C. 304-365.

© fipkoe onuncaHue pa3oyapoBaHMs eBponenLEes B HACTOALWE ANoHWK NpeacTaBneHo B: (Japan As It
Is, 1917).
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13 reorpacuyeckoro BocToka (East) coznaBan BoCTOK KaK KynbTypHbIA KOHCTPYKT
(Orient), Teno KOTOPOTO BKAOYANO BCE He-3anafHoe NPoCTPaHCTBO. OH OKasbiBan-
Csl He MPOCTO NPOTMUBOMONOXKHOCTBIO, HO M 3epKanoM 3anaga, B KOTOPOM OTpaxa-
NINCb ero NOAAB/EHHbIE KeNaHws, Bpoae CTPEMNEHUS K 3MaHCUNaLUMm CEKCyanbHO-
ctu (Cawmpa, 2006, c. 298). KXIX B. B TEKCTax OpMEHTaNMCTOB — 3anafHblX «areHTOB»,
CO3/aBaBLUMX IKCMEPTHOE 3HaHWe 0 BocToke, — 3anaf NpeacTasnsncs onaoToM
UMBMAM3aLMN, B TO BPeMs Kak BocTok npebbiBan B BapBapcTBe, Oyayun TeHbIO
CBOEro BEMUKOro MPOLUOro, OT KOTOPOro OCTanWCh NMNLb KNacCUYeCKne TEKCTbI.
Kak yTBepaan aBTop KOHLEeNUmK, nepBoHaYanbHo obpasbl pa3suToro 3anaga 1
0TCTanoro BocToka KOHCTPYMPOBANWCh C LENbI0 YTBEPHAEHNS COOCTBEHHON LK-
BMAV3AUVOHHOW MAEHTUYHOCTW, a B HOBOE BpeMs MHCTPYMeHTann3mpoBanuch
AN5 ocyllecTBneHns BnacTu Hag BocTokom (Cana, 2006, €. 10) 1, TeM caMmbIM, feru-
TUMaLVW KONOHMANBHOM 3KCNaHcwm B A3nn 1 Adpuike.

HecMOTpsi Ha MHOTOYUCIEHHbIE KPUTUYECKUE BbICKA3bIBaHUS, akLeHTHPY-
folMe BHVYMaHWe Ha MHOXeCTBe haKTUYeCcKMXx HETOYHOCTEN 1 obuleln naeono-
MM3MPOBAHHOCTY KOHUenuUun (Hanpumep, JibiceHko, 2009, ¢. 74; LTteiHep, 2010,
¢. 15-16), Cana 0603Ha4MA NPUHLMMBI ONVICaHUS He-3anaHbix 0OLLECTB, KOTOpbIe
HaXOAST CBOE MOATBEPXAEHME U Ha STIOHCKOM MaTepuarne. SiNoHWs BO BTOPOM no-
noBuHe XIX B. 1€MCTBUTENBHO ONUCHIBANACh B Ka4eCTBE BapBapCKoW cTpaHsbl. Oa-
Hako 3TOT 06pa3 bbiN aMbyBaNeHTeH: C OHON CTOPOHbI, HEKOTOPbIE eBPOMeNLbl
BMENN B iNOHLAX ML OTCTanoe 1 He AoTarMBatollee [0 3anafHbIX CTaHAapToB
06LLEeCTBO, ApYre e — TaKoM e OTCTanblit, Ho bonee eCTeCTBEHHbIN U ayTeHTHY-
HbIA HApOM, B OTNIMYME OT eBPONeliLieB He YyTPaTUBLINIA CBSA3W C NPUPOAOIA, Tpa-
AVUMASMU 1 IYXOBHOCTBIO (MpuitviH, 2013, ¢. 84). Tak, Hanpumep, BbIBLIWIA aHWR-
CKMIA nocon B AnoHuK (1858-1864 rr.) Pesepdopp InKoK, Aenas B CBOMX 3aMeTKax
AKUEHT Ha YHUKaNbHOCTW SMOHCKOMN KyNbTypbl, C HEAOBOABCTBOM OTMEYas, YTo
C ycuneHneM MofiepHM3aLnm OHa Tepsiaa CBOIO NpMBAeKaTeNbHOCTb. CTpemneHve
CTaTb «UMBUNN30BAHHOW», KaK BbIPaXascs aBTop, yrpoxano cTpaHe noTepen Toro
CYLHOCTHOTO KOMMOHEHTa, KOTOPbIV Aienan ee 0COBEHHON 1 OTAMYHOM OT APYrX
(Alcock, 1880, p. 850). B »enaHnu coxpaHnTb YHUKaNbHYIO KynbTYpY NPOCNEXNBa-
eTCcs M NOTPebUTeNbCKOE OTHOWEHME K HEW, NPUAaHNe el OHTONOMMYECKOro CTa-
Tyca CpeACTBa YAOBNETBOPEHWS MHTEpeca eBPOMelilia K BOCTOYHOMN 3K30THKE.

KMHOXPOHMKa C CaMOro MOMEHTa ee 3apOoX[eHUs CTPeMUnach NCNomb3o-
BaTb 3TOT MHTEPEC B KOMMepyecKux Lensx. OfHako 3To bbin MHTepec K Boobpa-
*aeMon ANOHUM — 3acTbiBLEN BO BPEMEHN «CTpaHe LiBeTOB». [103TOMY ero yaoB-
NEeTBOPEHNE YacTo TpeboBano BCTPOUTL AeCTBUTENbHOCTb B MPUBbIYHbIE PAMKU.
MpyMep 3TOW MPaKTWKWM NpeaocTaBaseT paHHsas dpaHLy3CcKas KUHOXPOHMKA.
Kak oTmevaeT [alicke M1sio, AOKYMEHTANNUCTbl KMHOKOMMNaHUW bpaTbes JlioMbep,
OTNpaBneHHble B ANOHWIO B KOHLe XIX B., CTPEMUANCH 3aUKCMPOBaTh HE TONbKO
nonynsipHble CUMBOAbI INOHKK, BPOAE CaKypbl, relill, CUHTOUCTCKUX XPamoB U T.1.,

HAYKA TENEBUAEHUA 18 (1), 2022 205 THE ART AND SCIENCE OF TELEVISION



HO W MOBCeAHEBHbIE NPAKTUKKM, KaK, Hanpumep, cemeinHblin obea, npeacTaBneH-
Hbli B OAHOMMEHHON KuMHoneHTe 1897 . KapTuHa, M300paxatolias Myx4mnHy,
XEHUMHY 1 ABYX AeTel aKobbl B MpoLecce CeMeHOro NPUHATHS NULLX, Ha CaMOM
aene 6bina NOCTaHOBKOW, CPEXMUCCMPOBAHHOV ONepaToOPOM, KOTOPbIV CTPeMUNCs
NoKa3aTb, KaK Ao/mkeH ObiN BbIMAAeTb SNOHCKMIA ceMeitHblii 0ben (Miyao, 2016,
p. 82). A BOMmKeH OH ObiN BbIMSAETb MEHHO B COOTBETCTBMM C €BPOMENCKUMM
NPeAcTaBNeHNSAMM.

Puc. 1. Kagp 13 knuHoneHTbl «<CeMenHbI 0bep», 1897
Fig. 1. Repas en famille, 18977

BpuTaHCKas KMHOXPOHMKa Hadyana noKOpPsTb MUP HECKOMbKO MO3Ke, Yem
(hpaHLy3cKas, a pacuBeTaTb CTana TonbKo K 1920-M ropam. B 310 Bpemsi oHa Bce
Takke NpecnefoBana Lesb 3aneyatneTb «3arafgoyHyto» CTpaHy Yepes npeseHTaumio
ANOHCKNX NPa3aHMKOB, DecTVBaneit, puTyanos, TPAgUUMOHHbIX 3aHATWIA 1 T.M. Bce
OHW B TOM WAV MHOW CTENEeH BKMOYanu B cebst AMCKYPCUBHbIE MapKepbl TpaanLm-
OHHOW SNOHCKOW KyNbTYPbl. Ha KUHONEHTax MOXHO HbIN0 BUAETL NPOLECCHM, e
NIOAN WAK B KOCTIOMAX CUHTOUCTCKUX CBSILIEHHUKOB U CaMypaeB C PasnuyHbiMy
HaHHepamu, Nofen, KOTOPbIE 3aHUMAIOTCS U3TOTOBAEHNEM 30HTUKOB U [lepeBsiH-
HOW 0BYBU, KPECTbSIH, NCMONHSIOLLMX CaKpabHble pUTyansl Ans POCTa NOCEBOB,
AETEN, N3yYaloLnX CaMypaicKoe NCKYCCTBO U MH. Ap.

[leMoHCTpaLyms NogoBHOM IK30TUKN CyKUNG ANs Pa3BedeHus 3puTens.
370 0bbsICHAET NPUMEPSI, KOTrAa MaTepuan NPenofgHOCUACS B 3aBe0MO OMOpPU-
CTUYecKo dhopme: B xofle NpeacTaBAeHns KUHOMEHT NOKa3biBANNCh MHTEPTUTPI,

"UcTouHMK n306paweHus cm.: (Miyao, 2016, p. 80).
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Bpofe «[oyemy bbl HaM NOAO0OHO ANOHLAM HE CMeHUTb 0BYBb Ha AEPEBAHHYIO —
MOXET 3TO CHM3MAO Bbl HallW pacxofsl Ha 0byBb» (Three Minutes in Japan, 1921)
u «[laxe B ANOHUM eCTb CTyaeHuYecKme coobulecTsa. M Ha ux dhoHe Hawn Bbirs-
st xankol» (Japan: Students Take Part in Battle of the Shrines, 1929)%. TTockonbKy
1920-e B OCHOBHOM BCe elle 0CTaBaNnCb BPEMEHEM HEMOTO KMHO, TaKne NoAnucH
6bIMN OAHUM U3 CPEACTB, MO3BONSBLINX AOHECTU [0 3PUTENS CEMaHTUKY KUHO-
neHT. Ty e camyro MYHKUMIO BBINONHANN NPeBbIO-KaApbl K KUHOAeHTaM. MHorme
M3 HUX ObIAV WabAOHHBIMK UV MPOCTO COLEPXanu OAMH ML TEKCT, XOTs Ans
HEKOTOPbIX XPOHWK M3rOTaBAMBaNUCh OTAE/bHbIE Kapbl, BKIKOYAOLWME CUMBOSbI
SANOHUM. Ha HUX MOXHO BbIN0 HabntoaaTh ANOHCKKE UMNepcKme dhnaru, Xpu3aH-
Tembl, UMKaabl, Cakypy v T.4. Kak npaBuno, oHu Obinv Nvib OAHWUM U3 31EMEHTOB
Kagpa. 3HaYNTENbHO pexe MOXHO BbIN0 YBUAETH MNOMHOLEHHbIE PUCYHKN. T1pu-
MEPOM NMOAOBHOTO CAYKUT N3006paxeHVe SMOHCKOW AEBYLWIKMA U3 KMHONEHTbI «TpK
MUHYTbI B AnoHum» (Three Minutes in Japan, 1921), koTopas 0feTa B KUMOHO, f1ep-
XUT UBETBI Y NETHUI 30HTUK.

Puc. 2. MpeBbto-Kagp K KNHONEHTe «Tpu MUHYTbI B ANOHWUM», 1921
Fig. 2. Preview to Three Minutes in Japan, 1921°

OpQHaKo TpaguLuMoHHas ANOHMS B KNHOXPOHWKe 1920-x IT. peflko npeacTa-
Bana M301MPOBAHHOW OT COBPEMEHHOW ANOHUM, MEXAY HUMK HE BblN0 YeTKOM

8 Japan: Students Take Part In Battle Of The Shrines: documentary film. Gaumont Graphic, 1929. 00:00:41’
// British Pathé. URL: https://www.britishpathe.com/video/VLVADK2COK5K3C3JCSY4VBHYUHDZQ- JAPAN-
STUDENTS-TAKE-PART-IN-BATTLE-OF-THE-SHRINES (paTa obpauieHns: 20.09.21).

° UcTouHnK n3obpaxenns cM.: URL: https://www.britishpathe.com/video/three-minutes-in-japan (aata
obpalleHms: 20.09.2021).
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rpaHnLbl. B KOHLE KOHUOB A@Xe MHOrvie napafbl NPOXOAMaM B MOEPHMU3MPO-
BaHHbIX TOPOAax, Takux Kak Tokno v Knoto. Mo3aToMy 3aKoHOMEpHO Co3aaBancs
KOHTPACT, KOTOPbIN CaM No cebe MHNLMUPOBanN NofobHble cloxeTsl. [peacTaBns-
eTCsl, 4TO BPUTAHCKAs KMHOXPOHYIKa y4acTBOBasa B npoliecce MoanduKaLmm opu-
eHTaNUCTCKOro ANCKYPCa K SMOHCKUM peanviam. Ecnu paree 3anafHas Tpaanuyvs
1300paXeHNs BOCTOUHbIX CTPaH NOAPasyMeBana 1x onucaHme Kak aucTopriHbIx
CYUIHOCTEM, TO 53bIK KWHOXPOHWKM OfIHOBPEMEHHO MCTOPU3MPOBAN U 1encTopu-
3vipoBan AnoHuo. OH NOATANKUBAN K BONPOCY O TOM, KakuM 06pa3omM BOCTOYHas
CTpaHa Mor/1a Of]HOBPEMEHHO COXPaHATb TPAAMULMOHHbIE YCTOM NPU BHELIHEN MO-
AepHM3aLmn.

Puc. 3. NMapag Ha poHe KNoTo U3 KUHONEHTbLI «Bo3BpalleHne cTapoli AnoHumu», 1928
Fig. 3. Parade in Kyoto from The Old Japan Returns, 1928

KMHOXpOHMKa 4acTo COCpefoTouMBanach Ha 3Tol npobneme. MocssuieH-
Hble el KMHOTEKCTbl MOBTOPSIN MbIC/b, 0BO3HAYEHHYIO B TUTPE-NPEAnCNOBIN
K ofHomy 13 Hux: «CoBpeMeHHasl “BecTepHU3npoBaHHas” AnoHus elle pas CTa-
HOBWTCS AnNOHMEN cTapblx aHenl» (Japanese Festival, 1920)!. Mpuyem YacTto ans
0603HaYeHns BbIOpPaHHOW TeMbl B 3arofioBKE KMHONEHTb UCMOMb3YeTCs COBO
«CTapblii». Tak, B XpOHWKe nof Ha3saHueM «CTapas v Hosas AnoHus» (The Old and

OYicToyHMK n306paxeHus cm.: URL: https://www.britishpathe.com/video/the-old-japan-returns (20.09.21).
I Japanese Festival: documentary film. Pathé News, 1920. 01:28:48™-01:29:27" // British Pathé. URL:
https://www.britishpathe.com/video/japanese-festival (gata obpallerns: 20.09.21).
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the New Japan, 1923)2 TTp-NpeaucnoBmne cpasy 3asBiseT 3puTento O TOM, YTO
«Tonbko bnaroaapst TakMM KafpaM Mbl MOXEM NOHSITb X0, Nporpecca B “CTpaHe Boc-
XOASILLEro CONHUA”». [1ocse 3TVX CNOB CreayeT 1eMOHCTPaLMs Napajaa, B KOTOPOM
CHavana uayT Moan B TPAAMLUMOHHBIX KOCTIOMax, Moc/e Yero Kagp obpeiBaeTcs,
W YK Ha CnefyiolleM BUAHO, KaK Ha VX MecTe WayT CONaaThl U MaTpoChl B BOEH-
HOW hopme. B laHHOM Cly4ae BeCTepHU3MPOBaHHbIE BOEHHbIE CU /bl BLICTYNAMN B
KayecTBe MapKepa MOAEPHOCTY, MPOTUBONOCTABASEMOrO BOCTOYHON TpaanLmn.

Puc. 4. NMpeBblo-Kafp K KnHoneHTe «CTapas n Hoas SinoHus», 1923
Fig. 4. Preview to The Old and the New Japan, 19231

B TemaTunyeckn nopobHol knHoneHte «Ctapas Anoxus» (The Old Japan,
1927)*, n3obpaxatolLeli LlepeMoHNo NOXOPOH NOYMBLIErO UMMNepaTopa EcvxmTo,
TakKe NpeacTaBneHbl NoaM B TPaANLMOHHBIX 0AeXaax U B BOEHHOU dhopme. Tonb-
KO B J@aHHOM C/y4ae OHM HEe NMPOTMBOMOCTABASIOTCS APYr APYrY, @ CyWecTByoT
KaK 6bl OIHOBPEMEHHO B OAHOM NPOCTPAHCTBE, TEM CaMbiM BHOBb [1EMOHCTPUPYS
eVHCTBO MOflepHa v Npe-MofiepHa B ANOHWM, 1X B3aMMOCBSI3b. TakviM 06pasom,
KOCTIOM, UK, 06061Las, BHeLHss POpMa, B KNHOXPOHWMKe CTaHOBUTCS MapKepoMm
TeMMopanbHOro 13MepeHHs, CTaporo ¥ HOBOTO.

2 The Old and The New Japan: documentary film. Pathé News, 1923. 01:27:10-01:27:55’ // British Pathé.
URL: https://www.britishpathe.com/video/the-old-and-the-new-japan (aata obpalierus: 20.09.21).

B JIcToYHMK mn300paxerns cm.. URL: https://www.britishpathe.com/video/the-old-and-the-new-japan
(naTa obpalleHms: 20.09.21).

¥ The Old Japan Returns: documentary film. Pathé News, 1927. 01:48:26'-01:50:03’ // British Pathé. URL:
https://www.britishpathe.com/video/the-old-japan-tokyo (naTa obpatyerns: 20.09.2021).
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ConoCTaBneHyie pasHblx BPEMEHHbIX 3HAYEHWI SPKO NPeACTaBAeHo B Ku-
HoneHTe «MowntaHue cBATbIX» (Honouring their Saint, 1927)*, nocesilieHHON nNpo-
LIeCCUM AMOHCKMX BEPYIOLLMX B BYAANACKMIA XxpaM. Hanbonblwmnii UHTEPEC Bbl3blBa-
eT caMblii NepBbIi Kaap: OH AEMOHCTPUPYET OrPOMHYI0 TONMY OAEN, B KOTOPOW
MYXUMHbI HOCAT 3aMafiHblii KOCTIOM, @ XeHLWWHbI — TPaAULYIOHHOE SMOHCKOe Nna-
Tbe. [lpyrvie XpoHMKM, NOCBSLLEHHbIE ByAAVINCKAM LiepeMoHvaM (Japan: Japanese
Ceremonies to Mark Buddha’s Birthda, 1928%; Cherry Blossom Time in Old Japan,
1928)*, pybnupytoT U AONOAHAIOT 3TO M306paXeHne. B HX MOXHO HabnaaTb He
TONBKO MYXUYMH B €BPOMENCKMX KOCTIOMAX, @ XeHLWUH B TPaANLMOHHbBIX NAaTbsX,
HO 1 HAOBOPOT — MYXUWH B TPAANLMOHHBIX, @ XEeHLUMH B COBPEMEHHbIX. Mpume-
YaTesbHO TO, KaK MYXUMHbI B TPAAMLIMOHHbIX OAEXAaX AONONHSIOT CBOIM KOCTIOM
eBponeicknumn wnsnamu. Ctapoe 1 HoBoe ByATO bl CMELIVBAOTCS B ANOHUN.

Puc. 5. LLlecTBMe ANOHLEB BO BPeMs NPa3fHMKa Ha Kagpe KMHONEHTbI
«[loYmTaHme CBATbIX», 1927

Fig. 5. Procession during a celebration from Honouring their Saint, 1927

¥ Honouring Their Saint: documentary film. Pathé News, 1927. 01:00:01’-01:01:06 // British Pathé. URL:
https://www.britishpathe.com/video/honouring-their-saint (zata obpaueHus: 20.09.2021).

15 Japan: Japanese Ceremonies To Mark Buddha’s Birthday: documentary film. Empire News Bulletin, 1928.
00:00:33" // British Pathé. URL: https://www.britishpathe.com/video/VLVA41H4AMOKEUBV4HOHYUJTPXTZ5D-
JAPAN-JAPANESE-CEREMONIES-TO-MARK-BUDDHAS-BIRTHDAY (nata obpatieHus: 20.09.21).

" Cherry Blossom Time In Old Japan: documentary film. Pathé News, 1928. 01:00:01’-01:23:00" // British
Pathé. URL: https://www.britishpathe.com/video/cherry-blossom-time-in-old-japan (gata obpaueHus:
20.09.21)

18 \cTouHmK n306panerns cm.: URL: https://www.britishpathe.com/video/honouring-their-saint (20.09.21).
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COOTHOLWEHMe MOEPHOTO Y JOMOAEPHOIO TaKxke NPOCNEXMBAETCA U B pe-
ann3yembix SMoHUaMKM npaxTrKax. [puMepoM TpaguLMOHHOW NPaKTUKKM, NPUBHe-
CEHHOWN B COBPEMEHHbIV MUP, CIYKWUT obydeHne aeTein 60eBbIM UCKYCCTBaM KX
NpenKoB — camypaes. KUHONEHTa «ANOHYS: AeTH 00y4atoTCs camypariCKOMy UCKyC-
cTBy» (Japan: Children Learn Samurai Arts, 1928)* Tak 1 TOBOPUT O TOM, 4TO «SAMOHWS
OTKPbIBAET LWUKOMbI N5 BOCKPELIEHWS APEBHEro MCKYCcCTBa CaMo0b0poHbl». OgHa-
KO, KaK MUHKMYM, HE MeHee 3aH1MaTeNbHO BbIMSAAAT NOMbITKY NPeACTaBnTb TO, Ka-
KM 06pa3oM MoflepHOE NPUBHOCKTCS B NPOCTPAHCTBO TPaANLMOHHOIO. Spye Bce-
[0 3TO IeMOHCTPYIPYET KUHOMEHTa «[0CnoXa ANOHNUS HaYMHaeT UrpaThb B GUAbSpa»
(Miss Japan Takes up Billiards, 1929)%, B Ha3BaHUW KOTOPOI AENAKOTCH HEBYCMbIC-
NEHHble HaMeKn. HauynHaeTcs hunbM C NPOBOKALMOHHbIX CNOB «KTO cKasan, 4To
ANOHWS OTCTAET OT XWM3HU? [leBYLIKM CAMOCTOSTENBHO UMPatoT B O1Abapal». 3aTem
XPOHVKa MOKa3biBaeT [eByLIEK B KMMOHO, Y4acTBYIOWMX B NOAOOMM M3BECTHOW
Urpbl. [ins TOro 4Tobbl PEWTb, KTO OyAEeT NepBbIM, OHW UrPatOT B «KaMeHb, HOX-
HUUBI, Oymara». MoKa3blBaeTCs, Kak OHWM «yCrewHo» UrpakoT, bnarogaps Yemy mnx
VPOHWYHO Ha3blBatOT «npocbeccroHanammy. MpuHumMas bunbapa, NoHus CNoBHO
BMYyCKaeT K cebe 3anafHyto LMBUAM3aLMIO, OCTaBasiCb NPY 3TOM Camoii COHoW.

Puc. 6-7. UHTepTuUTp «KTO CKa3an, 4To ANOHUS OTCTaeT OT KU3HU?
[leBYLIKM CaMOCTOSTENIbHO UTPatOT B GUNbAPA!» 1 Kagp U3 KUHONEHTbI
«locnoxa AnoHMs HaunHaeT urpaTb B bunbsapa», 1929

Fig. 6-7. Intertitle “Who said they were behind the times in Nippon?
The girls play a billiards game all their own!” and a still from Miss Japan Takes up Billiards, 1929%*

19 Japan: Children Learn Samurai Arts: documentary film. Empire News Bulletin, 1928. 00:00:21’ // British
Pathé. URL: https://www.britishpathe.com/video/VLVAS6FALGAANOM70O4IUPT73WQ4E0-JAPAN-CHILDREN-
LEARN-SAMURAI-ARTS (paTa obpalueHus: 20.09.21).

2 Miss Japan Takes Up Billiard: documentary film. Pathé News, 1929 // British Pathé. URL: https://www.
britishpathe.com/video/miss-japan-takes-up-billiards (nata obpalyerns: 20.09.21).

2 YicTouHmK n3obpaxenunii cm.: URL: https://www.britishpathe.com/video/miss-japan-takes-up-billiards
(20.09.21).
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3AK/THOMEHUE

Moagoas UTOrM, OTMETUM, YTO BPUTAHCKAs KUHOXPOHMKa 1920-x cchopmmpo-
Bana cneuuduYeckmnii S3blK onrcaHms TpaanumMoHHon AnoHunn. OH hopmupoBsancs
B pamMKaXx CNIOXMBLUETOCS MEANAAVCKYPCa KMHOXPOHVIKM, ONPeaensiBLIEro BO3MOX-
HOCTU 1 OrpaHMYeHNs 3TOro S3bika. [JaHHOE ANCKYPCMBHOE Nosne Hbino onpefeneHo
KOHTEKCTOM CO3faHust KMHONEHT. Mpexe BCero oHn Npov3BOAMANCE KMHOKOMMa-
HUSIMU C LeNbIO M3BMEYeHUs KOMMEPYECKOM BbIroabl. [103MUMOHNPYS KUHOXPOHMKY
Kak OOBEKTUBHbIN HOBOCTHOM pecypc, PUKCUMPYIOWNIA peanbHble cobbITUS B Aek-
CTBWW, Ha [ieN1e OHa Mano Yem OTanYanack OT ApPYr1X AOKYMEHTaNbHbIX NEHT AaH-
HOro BpeMeHu B TOM CMbIC/E, 4TO, CKOpee, KOHCTPYMpOBana peanbHoCTb, HEXeN
MAMIOCTPUpOBana ee. YTobbl MPMBAEYL MAaCCOBOMO 3pUTENS, KMHOXPOHYIKA 1eMOH-
CTpUpOBana xenaemyto AeNCcTBUTENbHOCTb, He NMoaBeprast COMHEHWIO CIOXMBLUNIA-
Csl couManbHbIv MOPSAOK, TEM CaMbIM PETPAHCAMPYS U yKpennsis ero. Bce aTu yc-
NOBVISt OMPefenvnn peaniam, pa3sneKaTenbHOCTb U KOHCEPBATVI3M Kak OCHOBHbIE
PaMKM IMHIBUCTUYECKOTO NPOCTPAHCTBA KMHOXPOHVIKU.

TpagnuMoHHas AnoHKs cTana 06bEKTOM BHMMaHUS KWHOXPOHWKK bnaropa-
psi NONYASPHOCTY B BPUTAHCKOM 06LLecTBe OPUEHTANNCTCKOro M1da, npeacTas-
NSIBLUEro KOHCepBaTUBHbIV BOCTOK B Ka4ecTBe aHTUTEe3bl MPOrpeccrBHOro 3anaga
- OTCTanoro, Ho bonee ecTeCTBEHHOTO U ©KMBOTO». B COOTBETCTBUM C 3TUM MUDOM
SInoHMs onuMcbiBanach B 3anafHbIX TEKCTax Kak BOMOLLLEHWE BOCTOYHOM KPacoTbl,
B NPOCTPAHCTBO KOTOPO eBponeel Mor chexaTb OT CepoCTH U 0ObIKHOBEHHOCTU
3anafHov x13HKU. Boobpaxaemas AnoHuns npusnexana ropas3ano 6onblie, Yem pe-
anbHas ANoHKs, Ha TOT MOMEHT Maso YeM OTAMYaBLIASCS MO BHEWHOCTH OT Cepoi
EBponbl. 03TOMY 1 KMHOXPOHWKA UCMONb30Bana OPUEHTANVCTCKIIA AUCKYPC Ans
onuncanms CTpaHbl BOCXOAAWLEro CONHUA B CBOWX KMHOTEKCTax. HecMoTps Ha To,
4TO SINOHMSA M306paXKanack B 3HaYUTENbHOW Mepe NOABEPKEHHON BAUSHUIO LN-
BUAM3ALMM 3anaaa, 3TO BANSAHME HOCKUNO BYATO Obl TONBKO BHELIHWIA XapaKTep.
SANOHLUbI NENCTBUTENBHO CTanu CTaBUTb dNEKTpUYecKne cTonbel, nrpatb B 6u-
NbSPA Vi HOCUTB WASMbI, OGHAKO S3bIK KMHOXPOHVIKM OMKUChIBaN SNOHUIO B KaTe-
ropusix BCe TOW e CybCTaHLMOHANBHO BOCTOYHOW CTPaHbI, B KOTOPOW Tpaamums
OCTaBanach XvBOW 1 NPOAOMKANA KNTb, HECMOTPS Ha BAUSIHME 13BHE.
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TV-Therapy:
A Preliminary Theoretical Framework

Abstract. Broadly speaking, television is regarded as a mass media array
providing information and entertainment. From a scientific perspective it
also involves artistic features and counts as a highly influential socio-cultural
phenomenon. While in this context also pathogenic and pathological aspects
have been discussed and studied, health promoting and therapeutic factors
of television are still greatly underrepresented in the realm of TV-sciences.
On the basis of a random sample of qualitative data and meta-synthetic con-
struction, the present article suggests a preliminary eight-dimensional theo-
retical framework of TV-therapy: (i) identity fusion and introjection, (ii) parallel
worlds and escapism, (jii) subliminal mirroring and self-exploration, (iv) bio-
graphical work and self-integration, (v) therapeutic transference and creative
coping, (vi) self-administration and self-regulation, (vii) social adjustment
and virtual networking and (viii) TV as a source of topics and an incentive for
people to communicate. Regarding psychodynamic impacts of television,
the article encourages further studies on the interaction between television
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and individuals with mental conditions such as schizophrenia or eating dis-
orders, as well as health-related TV-education. Television may become an im-
portant tool in public health, which calls television programme creators and
television production companies into play.

Keywords: biographical work; coping; escapism; fiction; identity fusion;
parallel worlds; public health; self-exploration; self-regulation; social adjust-
ment; socio-cultural changes

INTRODUCTION

The notion of Television therapy is not new. Although various authors such
as G.G. Young (1988) used that term, TV-therapy is not as broadly established and
profoundly developed as, for instance, cognitive behavioral therapy (CBT) or mu-
sic therapy. Nonetheless, already in 1956 Gaither Lee Martin and Charles H. R. Over
(1956) spoke of therapy by television. Their empirical study used closed-circuit tel-
evision in psychiatric settings and concluded that mentally ill patients improve sig-
nificantly in behaviour patterns, especially in the areas of communication, interper-
sonal relationship and socialization, as well as that programs of general education
and instruction may have positive effects on that clientele. Moreover, some of their
approaches also combined therapeutic TV-watching with creative art work, which is
akin to intermodal forms of arts-based therapies.

One year later, Hyman Tucker et al. (1957) published their results about ef-
fectiveness of closed-circuit television as a therapeutic medium to treat psychiatric
patients, and Floy Jack Moore et al. (1965) used the term television in the context of
videotaped therapeutic sessions both for self-experience and a sort of retrospective
archive analysis. Although this practice was miles away from what we may call TV-
therapy today, it is remarkable that this new mass medium had inspired the thera-
peutic domain at such an early time: We remember the Olympia-Kanone, an icono-
scope produced for the 1936 Berlin Olympic Games, as well as the implementation
of the 525-line TV in the United States in 1941, the world’s first 625-line television
standard designed in the Soviet Union in 1944, and the Philips production and com-
mercialization of the image iconoscope and multicon from 1952 to 1958.

Back to watching TVin psychiatric wards. Notwithstanding the fact that the or-
igins of TV-therapy were highly promising, this approach—at least as we know from
reviewing relevant literature—did not flourish, and from today’s perspective we may
assume following reasons: (i) in the early stages of TV-therapy, television was still a
highly captivating medium and thus prone to attract the patients’ attention. How-
ever, the more TV became commonly used, the more it lost this mesmerizing aura;
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(i) while Martin and Over spoke of chronically psychotic females who were con-
fined to a closed ward and had no access to television during their hospitalization,
psychiatric circumstances have been changing for the last decades, particularly in
terms of increased liberty and community psychiatry (Burns, 2014). In spite of the
warning that these trends may have an adverse impact on patients, there is good
evidence that such social openness does not entail homelessness, incarceration or
suicide after discharge from hospital (Salisbury & Thornicroft, 2016)—consequently
TV lost its function as social surrogate; (iii) the more sound and film storage devices
became available and affordable, the more patients used them for own therapeutic
archives. Broadly speaking, the original incentives of TV-therapy went into a decline,
while self-administered TV-therapy was in the ascendant—and this is a main focus
of the present article.

Discussing TV-therapy also touches upon approaches such as cinema therapy
and video therapy, where we have to distinguish between different definitions. By
way of illustration, the term video therapy is also used as a synonym of telehealth,
e-counselling, teletherapy, e-therapy or cyber-counselling, while in the realm of crea-
tive therapies it may refer to video art performed by patients and involve practices
comparable to therapeutic filmmaking (Johnson & Alderson, 2008; Cohen et al., 2015),
expressive (video) remix therapy (Jamerson, 2013) or digital storytelling. These mod-
els are also topics of the Beijing Normal University Research Centre for Arts Therapies.

The discipline of cinema therapy or movie therapy—both expressions are of-
ten used synonymously—goes back to the work of Gary Solomon (Solomon, 1995),
who was the first in the West to write about using movies for therapeutic purposes,
and Michael Powell’s PhD thesis (Powell, 2008) focused on cinema therapy as a
clinical intervention. Today, cinema therapy is used to treat a broad spectrum of
medical conditions such as relationship problems (Egeci & Gengdz, 2017) or anxiety
disorders (Dumtrache, 2014, p. 717):

Cinema-therapy refers to the use of movies as a support for the individual’s personal
and interpersonal development and it represents a promising method that enhances
both the attractiveness of the therapeutic process and the depth of a significant per-
sonal and relational development. By means of this research, we aim to build and de-
velop a cinema-therapy program, as well as to identify its effects on the participants’
anxiety level. The results of the present study indicate a significant drop in anxiety
among the participants in the cinema-therapy program as opposed to those from the
control sample. This paper is an advocacy of the use of movies as a support in the
personal development process, in the modelling of emotional, value and behavioral
dimensions of human personality.

While the term cinema therapy commonly refers to distinct models in clinical
settings, the present article is dealing with a completely different issue: the phe-
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nomenon of self-administered TV-therapy as both an intended and an involuntary
curative process. Particularly through experience and discovery of beneficial im-
pacts of watching TV on the psyche, this medium is used for emotional self-regula-
tion as well as the improvement of quality of life. In this context, the term TV-therapy
also applies to the use of similar mass-media for similar purposes. Given that such
application of TV-therapy is hidden from the public and institutionalized treatment,
related research is difficult and has to be tailored to its specific conditions. This also
requires interdisciplinary collaboration with sociology, cultural anthropology and
clinical sciences.

Regarding the global prevalence of mental disorders, self-designed and self-
administered TV-therapy is of considerable relevance to public health systems,
though. A meta-analysis—in the sense of statistical processing of results from mul-
tiple studies to get pooled data and identify central tendencies—estimating the
prevalence of mental disorders from the late 1970 to about 2010 (Steel et al., 2014,
p. 476) confirms that common mental issues are highly prevalent and affect people
across all regions of the world:

Pooling across all studies, approximately 1 in 5 respondents (17.6%, 95% confidence
interval: 16.3-18.9%) were identified as meeting criteria for a common mental disorder
during the 12-months preceding assessment; 29.2% (25.9-32.6%) of respondents were
identified as having experienced a common mental disorder at some time during their
lifetimes. A consistent gender effect in the prevalence of common mental disorder was
evident; women having higher rates of mood (7.3%:4.0%) and anxiety (8.7%:4.3%) dis-
orders during the previous 12 months and men having higher rates of substance use
disorders (2.0%:7.5%), with a similar pattern for lifetime prevalence. There was also evi-
dence of consistent regional variation in the prevalence of common mental disorder.
Countries within North and South East Asia in particular displayed consistently lower
one-year and lifetime prevalence estimates than other regions. One-year prevalence
rates were also low among Sub-Saharan-Africa, whereas English speaking counties re-
turned the highest lifetime prevalence estimates.

Also, in children and adolescents the worldwide prevalence of mental dis-
orders is high. According to a comparative study from the University of Sdo Paulo
Medical School in Brazil the pooled prevalence is 13.4% (Polanczyk et al., 2015),
and the World Health Organization specifies that the burden of mental disorders is
particularly high in conflict-affected populations (Charlson et al., 2019). Given that
television embodies both therapeutic and pathogenic potential, educational issues
come into play—and this is a key topic of Beijing Normal University. Regarding ex-
cessive TV watching, psychopathology also speaks of hidden addiction (Sussman &
Moran, 2013), which is comparable to the epidemiology of internet addiction (Pan
etal,, 2020). Additionally, to such forms of TV binge-watching, TV-viewing is also dis-
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cussed as an important factor influencing personality and behaviour such as ado-
lescent sex attitudes (Tolman et al., 2007) or negative dietary patterns (Kelly et al.,
2016). By and large, television can be considered a huge psycho-modulating factor
and TV-self-therapy a phenomenon of still underestimated effect.

METHODS

Television therapy is a relatively young discipline and empirical research
still scant. Moreover, the considerable lack of relevant meta-theoretical considera-
tions and theoretical frameworks calls for basic research and orientation. On that
account, informal and often casually acquired verbal data from mainly students,
academics, artists and patients have been collected, compared and re-grouped in
order to identify possible categories. Their characteristics cover a broad spectrum
from random talks, e.g., about TV-based self-regulation techniques, to in-depth in-
terviews, which helped to elucidate how watching television supports self-discov-
ery and self-integration. Qualitative data-processing and meta-synthetic construc-
tion resulted in a preliminary theoretical framework.

HAYKA TENEBUAEHUA 18 (1), 2022 223 THE ART AND SCIENCE OF TELEVISION



Key principles of systemic meta-syntheses (Mastnak, 2021) go back to in-
depth analyses of seminal theories in psychology, psychosomatics and medicine.
Throughout the course of history of science such cornerstones witness the power of
epistemological syntheses of all sorts of findings and shed light on ground-breaking
concepts and innovation. Broadly speaking: great minds discovered the inner logic
of data from clinical experience, subjective theories and interdisciplinary research
and created consistent frameworks—and this is precisely the way, systemic meta-
syntheses are built.

This also explains the use of the word “systemic.” Given that tangible enti-
ties have their very unique characteristics, holistic truth-philosophical representa-
tion strives for a most adequate isomorphism between the actual object in the real
world and its theoretical representation in the realm of science. Distinct from re-
search on single perspectives, dimensions or parameters, systemic meta-syntheses
try to take the complexity of phenomena into account, hence the term systemic.

In general, there are two different ways to create a systemic meta-synthesis: a
bottom-up and a top-down mode. In bottom-up mode studies on a given issue or
thematic field are taken into account and explorative comparative processing tries
to trace down general principles as well as their inner logic and coherence. This
process generates hypotheses, which are usually more robust than results of single
hypothesis generating studies.

The top-down mode starts with a given hypothesis and goes on searching for
confirmatory or contradictory evidence. While the whole process reminds of con-
ventional hypothesis testing, the “timeline inversion” makes the decisive difference:
What supports or destroys the hypothesis is derived from previous studies. The ad-
vantage of this approach lies in the enormous pool of relevant data, which have to
be re-evaluated, though.

In addition to these two main types, the notion systemic meta-synthesis en-
compasses all approaches (i) which respect epistemology and philosophy of sci-
ences and (i) integrate data and results from various types of studies (iii) to create a
novel theory or theoretical framework. And there are basically no discipline-related
limitations or apodictic exclusion criteria. The present study combined bottom-up
and top-down approaches and used various forms of inductive and deductive rea-
soning.

RESULTS

Based on a pool of qualitative data and meta-synthetic reasoning, this arti-
cle suggests an eight-dimensional framework to deal with TV-therapy. Its dimen-
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sions describe factors of individual TV-therapeutic attitudes and practices and may,
similar to the differential-psychological model of factor analysis, differ in strength
and manifestation. This dynamic theoretical framework may help to elucidate ther-
apeutic features of television consumption in the broad sense of watching live or
recorded television, as well as viewing DVDs and streaming shows on TV sets, com-
puters and portable devices. Nonetheless, there are various theoretical approaches
to explore TV-therapy imaginable. Consequently, further theoretical considerations
to formulate and assemble pertinent components into coherent wholes are highly
welcome.

Identity fusion and introjection

From Aristotle’s views of the relationship between drama and spectators to
modern psychological considerations there is a wealth of theories dealing with
merging identities and introjection, and Maria Grazia Turri (2015) proposed in her
PhD-thesis a new understanding of spectatorship as transference dynamic.

This article suggests to differentiate between identity fusion and trait trans-
ference. Concerning identity fusion, we refer to group-psychological theories that
differentiate between two distinct forms of group alignment: identification and
fusion—the former asserts that group and personal identity are distinct, while the
latter means that group and personal identities are functionally equivalent and
mutually reinforcing (Kavanagh et al., 2020). In the context of TV-consumption and
TV-therapy, particularly identity fusion (Reese & Whitehouse, 2021) enormously im-
pacts on an individual’s personality and is likely to create hybrid-identities, which
merge “pro-protagonist-behaviour” and unconscious motives alongside unrealistic
self-images. Moreover, such phenomena may interdepend with psychotic traits and
even aggravate symptoms. From a psychopathological perspective we have to dis-
tinguish between two outcomes: on the one hand such modes of TV-consumption
may counteract psychiatric treatment, on the other they may give rise to a feeling of
self-actualization and improve the subjective experience of quality of life.

TV-associated introjection differs markedly from the comprehensive and
dominating processes that go hand in hand with identity fusion: they only con-
cern several personality traits, are controllable and easily reversible, and are likely
to improve mental well-being. The notions projection, introjection and projective
identification belong largely to psychoanalytic theory (Malancharuvil, 2004), while
Meissner (2009) suggested a neuropsychological reconstruction of projective identi-
fication, hence the neuroscientific substantiation of the previously phenomenologi-
calterms. As regards the realm of TV-therapy, this article proposes the term introjec-
tive trait dynamics.

In this connection, we rather focus on the subjective (and possibly unrealistic)
discovery of a TV-character’s personality traits in oneself, alongside this detection’s
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psychodynamic—we use this term in a broader sense, not only referring to psychoa-
nalysis—consequences. Introjection of a TV-protagonist’s feature may concern (i)
the re-activation of suppressed personality traits and self-concepts, (i) animaginary
space that allows talents and self-images to bloom, while the “real world” inhib-
its their growth, and (iii) the egosyntonic realization of “elementary psychosomatic
variables” (Mastnak, 1994, p. 137).

Elementary psychosomatic variables (EPV)—in German language psychoso-
matische Grundvariablen—form a core concept of the Perspektiventheorie [“Per-
spectives Theory”]. The Perspectives Theory was developed in the late 1980s and
is meant to contribute to comprehensive models of differential psychology and
theories of personality. In a sense akin to the concept of role-person merger (Turner,
1978) in the social construction of personality or Erwin Roth’s (1969) theory of at-
titudes as the basis of his concept of personality, elementary psychosomatic vari-
ables are considered qualitative entities which require individual realization to form
distinct personalities. By way of illustration, the EPV which creates the desire of be-
ing loved cannot be sufficiently replaced by other EPVs. During the later intrauterine
period and particularly during childhood it develops distinct features of bonding,
which may give rise to resilience, emotional wellbeing or traumatic deficiencies.
Perspectives Theory suggests to understand the entire personality as a dynamic
system consisting of EPVs which can, e.g., through life-experience or educational
impact, change their intensity and significance like “perspectives,” hence the name.

Parallel worlds and escapism

Broadly speaking, we may differentiate between four kinds of parallel worlds:
(i) the physical notion of multiverse alongside various hypotheses of multiple uni-
verses such as expressed by Hugh Everett or the Copenhagen Interpretation, usu-
ally summarized under the umbrella-term many-worlds interpretation (MWI), (ii) the
mortal world and spiritual worlds as described in various religions such as heaven
and hell in Christianity, which are in a sense comparable with the temporary places
Svarga and Naraka in Hinduism, or—according to Tibetan Buddhist religion—over-
lapping worlds occupied by ghosts, (iii) parallel and mutually penetrating worlds as
described in various social and differential psychological theories such as profes-
sional, private, criminal or cyber worlds, and (iv) imaginary worlds as well as worlds
created by our minds, such as in psychotic hallucinations or mesmerizing creative
acts.

Variatio delectate—this famous Latin phrase, literally “variation is delightful,”
sometimes also translated as “there’s nothing like change”—may be interpreted in
various ways, also concerning the human need for balance between stability and
alteration. However, people may experience right the opposite, namely “permanent
chaos”—and thus fall into despair. For centuries the arts have been successfully pro-
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viding means to temporarily immerse oneself in fictional worlds, such as novels or
theatre plays—and since the 1890s cinema, and later on television.

The private availability of films has given rise to self-administered changes of
worlds, where intensity and reversibility decide between aesthetic experience and
pathological escapism. In general, a lack of change is likely to cause mind wander-
ing and a “drive to distraction” (Faber et al., 2018). From a TV-psychological and
pathological perspective we have to clearly identify functions and characteristics of
fantasy worlds and to differentiate between artistic pleasure and pathological delu-
sion as a tendency to seek escape and distraction from reality or real-life problems
(Jouhki & Oksanen, 2022). Relating to loneliness, escapism and identification with
TV and film characters, an Italian study (Gabbiadini et al., 2021) pointed out:

Nowadays, binge-watching (i.e., watching multiple episodes of a TV series in one ses-
sion) has become a widespread practice of media consumption, raising concerns about
its negative outcomes. Nevertheless, previous research has overlooked the underlying
psychological mechanisms leading to binge-watching [...] psychological determinants
of problematic digital technologies usage (i.e., feelings of loneliness), as well as some
of the mechanisms related to the enjoyment of media contents (i.e., escapism and the
identification with media characters), were considered as predictors of the tendency
to binge-watch. Results indicated that higher feelings of loneliness were associated
with higher levels of problematic digital technologies usage. Additionally, direct and
indirect effects showed that only escapism—out of the four dimensions measuring
the problematic use of Internet-related technologies—predicted participants’ stronger
identification with media characters, which in turn promoted greater binge-watching
tendencies. Overall, we suggest that binge-watching could be interpreted as a coping
strategy for media escapists, who enjoy TV series as a privileged online space in which
the need to escape finds its fulfillment, allowing them to manage loneliness by identi-
fying with a fictitious character.

Such phenomena call for (i) representative studies about modes of TV-watch-
ing and associated escapism, pseudo-psychotic delusions included, (i) conditions
that are likely to trigger binge-watching such as social distancing and curfews (Dixit
et al., 2020), (iii) clear differentiation between the relevant clusters of recreational
TV series viewers (presenting low involvement in binge-watching), regulated binge-
watchers (moderately involved), avid binge-watchers (presenting elevated but non-
problematic involvement), and unregulated binge-watchers (presenting potentially
problematic involvement associated with negative outcomes) (Flayelle et al., 2019)
and (iv) relevant psycho-education. Dealing with these issues, we are permanently
faced with the vague boarder between fascination with film and movie art on the one
hand and pathological binge-watching alongside associated escapism on the other.
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Subliminal mirroring and self-exploration

The question “Who am I?” penetrates practical anthropology and human on-
tology as well as spiritual areas and personal doubts about one’s identity and sense
of living. “Who am 1?” is both a philosophical and a psychological question, which
notonly arises in the context of mental disorders such as depression or pathological
dissociation and fragmentation of the self, but goes to the roots of existence and its
deeper meaning (if there is a deeper meaning of existence). Since the cradle of hu-
man culture, the arts have been inspiring the human mind and encouraged creative
thinking, the question about one’s origin and nature included. Today, television is
an enormous source nourishing self-discovery, both in a clarifying and in a bewil-
dering way.

Guided self-exploration has always been an explicit goal of psychoanalysis
(Kantrowitz, 2012), and continuing self-exploration is likely to become a habit or
traitin former analysands. However, self-exploration is not the monopole of psycho-
analysis, but rather an important principle in many psychotherapeutic areas, and
Stanislav Grof (1988) even spoke of the “adventure of self-discovery.” There is broad
consensus that self-discovery plays a crucial role for psychotherapeutic progress
and personal growth, whereas psychotherapeutic schools of thought greatly differ
in method as well as the rationale behind.

While psychotherapy usually works with external professional support of
self-discovery, the present article suggests the existence of an autonomous neuro-
cognitive processor within the human brain that strives for self-discovery and acti-
vates relevant processes. Although still on a hypothetical level, we assume that this
processor isinextricably intertwined with the default mode network (Yeshurun et al.,
2021), a central-nervous system specializing in information processing. Moreover,
it is a dynamic high-capacity module to integrate incoming intrinsic (e.g., thought)
and extrinsic (e.g., social situations) information with consolidated knowledge. This
forms rich, context-dependent models, self-images included.

This self-discovery processor appears to encompass a sort of “mirroring unit”
that compares—in a subliminal way—own traits with features of other individuals
from real, artistic and imaginary areas. These modes of comparison resemble psy-
chotherapeutic mirror techniques such as in psychodrama, but differ in the impetus
behind. While in therapeutic sessions the therapist encourages mirror techniques,
in self-administered television therapy mirroring is triggered by an internal self-dis-
covery processor, which seems to be able to also adjust the intensity of discovery—
according to one’s readiness to accept related insights.

Moreover, these modes of mirroring alongside associated self-discovery may
also serve as a driving force for further film-guided self-exploration. In this context
we assume a dual principle consisting of (i) an inner processor regulating aspects
and modes of self-discovery and (ii) a subtle interplay between subliminal infor-
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mation processing and conscious (often seemingly spontaneous) recognition, self-
recognition included.

Biographical work and self-integration

Mindful work with a patient’s biography has become an important means
in various therapeutic areas and curative domains, e.g., in palliative care (Hesse et
al,, 2019). The rationale behind is complex and involves the notion of biographical
continuity, which is both an ontological and a personality psychological problem,
hence the recent discussions about cisism and cisnormativity (Silverman & Baril,
2021). Notwithstanding such qualifications, there is relatively broad consensus
about the significance of biographical work and self-integration. By way of illustra-
tion, geriatric findings suggest that maintenance of the self in dementia is associ-
ated with socio-biographical factors (Surr, 2006).

Particularly in cases of repressed traumatic experiences, fragmentation of the
self and distinct dissociative symptoms the notion of self-integration comes into
play (Weeks & Pasupathi, 2011): critical to identity, self-integration is considered
the process of connecting experiences to the self. It essentially involves subjectively
constructed connections between the self and negative events, stability and chang-
es of the self as a whole, as well as the dynamic relationship between conscious
self-images and external stimuli such as a therapist’s responsiveness.

However, dealing with the self alongside the notion of self-integration also
addresses its dynamic wholeness, and Gil G. Noam (1988) suggested a model
consisting of two related dimensions: self-complexity and biographical topics,
including schemata and themata. This framework is basically consistent with our
understanding of biographical work and self-integration in self-administered tel-
evision therapy. Particularly in adults and the older generation, television offers
an enormous potential to enhance biographical work and thus to facilitate self-
integration.

An example: at the age of 55 Charles casually browsed the internet and found
a film series he adored when he was around 10 years old: Der Kurier der Kaiserin
[“The Empress’s Courier”] (not to be confused with Mortimer Stewart’s The Queen’s
Messenger from 1928). At that time Charles’s beloved grandmother died, he was
confronted with social classroom-issues and felt depressed by his parents’ fear he
might be doomed to fail his school career. Watching these old films, Charles felt
completely mesmerized. He not only remembered certain scenes, but also re-ex-
perienced emotions he had 45 years ago, particularly self-doubts and his belief that
success was just casual, while suffering shipwreck would eventually be inevitable.
Through repetitive watching the series his still debilitating feelings of imperfection
began to fade.
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Therapeutic transference and creative coping

Reality TV has become a captivating genre that also accesses therapeutic do-
mains. Jenny Hamilton (2013) coined the term reality television therapy (RTVT) and
was one of the first researchers to study this phenomenon. While the “counselling
world” has given comparatively little consideration to this genre, Hamilton raised
the question how RTVT may make therapy more accessible to people and whether
watching these programs can be considered a therapeutic experience for audienc-
es. She summarized:

So how might RTVT work as a therapeutic experience for audiences? RTVT shows use
the conventions of TV filming and editing to create emotional drama and intensity,
such as cutting between speakers, close ups on eye movements and facial expressions,
editing out less emotionally charged material, self-disclosing monologues and use of
music to heighten emotion. Aristotle identified catharsis as a process of emotional
purging experienced by the audiences of Greek tragedies. RTVT programs almost in-
variably seem to follow the stages of therapy recognized by both Rogers and Snyder:
an initial stage of catharsis (through emotional disclosure, often via monologues to
camera); a phase of insight (provided by both the helper and participant), followed by
“positive choice and action” as we watch the participant embark on a change process.
The viewer may identify with participants and feel they have shared in their emotional
journey. They may experience emotions associated with the therapeutic process, or
tap into or release emotions around their own issues, as in group therapy where signifi-
cantissues can be prompted by others, raising clients’ self-awareness and offering “[...]
the invaluable healing factor of simply knowing that you are not alone with yourissue.”
Referring to Bohart and Tallman (1996), she shed light on the authors’ propo-
sition that “all therapy is ultimately self-help and it is the client who is the
therapist,” highlighting that self-help has proven to be as helpful as contact
with a therapist, can suit some clients better, and that “ultimately clients must
manufacture solutions from their own experience.” Although the present ar-
ticle does not agree with the assumption that professional psychotherapy
can be replaced with the patient’s “therapist within,” we greatly encourage
research on mechanisms underlying TV-based psychotherapeutic self-help.

In this context, we suggest to distinguish between four essential domains:
(i) the use of TV-watching to modulate pathological conditions such as obsessive-
compulsive thought and behaviour, e.g. workaholism (Cossin et al., 2021) and the
overestimation of one’s importance, (i) enhancement of resilience through model-
based learning or emotionally stabilizing introjection, (iii) construction of psycho-
therapeutic self-help models or self-application of techniques as seen in reality tel-
evision or documentary films and (iv) the creative development of individual coping
strategies inspired by movie scenes or characters.
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Self-administration and self-requlation

One of the most striking and probably most promising results of this small
framework-generating research concerns psychotherapeutic self-help, in particu-
lar self-administration of watching TV for the express purpose of self-regulation. In
public health areas, self-regulation is not only a core factor of human functioning
that facilitates the successful pursuit of personal goals, but also gains importance
in the promotion and maintenance of mental health, therapy of (subclinical) men-
tal and psycho-affective syndromes included. While some related approaches only
provide shallow insights, recent comparative research designed a pertinent integra-
tive model of self-regulation in social psychological, personality psychological and
cognitive neuroscientific contexts (Inzlicht et al., 2021).

A British meta-analysis (Pandey et al., 2018) highlighted the effectiveness of
universal self-regulation-based interventions in children and adolescents. Implicitly
addressing this huge clientele of television-associated social networks, the authors
emphasized that childhood and adolescence self-regulation is gaining importance,
as well as the mounting evidence of its positive associations with health, social and
educational outcomes.

Qualitative analysis of our data pool suggests that particularly the combina-
tion of (i) high awareness of psychopathological traits, susceptibilities and vulner-
abilities and (i) a distinct readiness to self-experimentation may give rise to effec-
tive television-based self-regulation. These efficient techniques differ sharply from
television addiction or the obsessive-compulsive use social media, and comprise a
broad spectrum of individualized models such as short TV-based cognitive recov-
ery, mental relaxation, control of compulsive thought or coping with transient feel-
ings of emptiness or low spirits.

Due to a lack of robust data substantiating this phenomenon, further research
is needed to explore both the nature of this sociocultural phenomenon and its pub-
lic health relevance. Moreover, television-related mental health education comes
into play.

Social adjustment and virtual networking

Although social coherence and communication styles are changing, genetics
of social behaviour and neurogenetics of sociality (Donaldson & Young, 2008) wit-
ness the profound interactive character of the human race, hence the risk of depri-
vation syndromes. Social media have greatly responded to and impacted on social
adjustment and virtual networking has immensely gained ground. Qualitative data
analysis suggests four main incentives to use interactive television devices: (i) basic
communication to get the impression of social inclusion, (ii) sharing of life experi-
ences and development of (maybe also fictitious) closeness, (iii) mutual support,
both in the sense of empathy and advice, and (iv) online creative interaction.
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Decades ago, a project called R4R Recording for Recovery—not to be confused
with models such as Reading for Recovery to support the treatment of substance
abuse and addiction—was created to inspire music-based social networking among
isolated people: people sent each other audio tapes with favorite music as a sign
of social bonding, as well as an invitation to share aesthetic experiences evoked by
listening. The vivid dynamics evoked by this network could not be predicted: shar-
ing music became the source and inner drive of a new feeling of emotional security
and social responsibility.

Likewise, social media with television function bring about unpredictable
dynamics, both in a beneficial and in a potentially harmful way. In this regard we
emphasize three critical aspects: (i) different from genuine human connection and
authentic bonding, which involve continuous feedback-loops, individuals may
regulate frequency and intensity of communication in an (unintentionally) egocen-
tric way and thus cause traumatic reactions. Moreover, unrealistic projection may
lead to delusional relationships alongside obsessive-compulsive as well as pseudo-
psychotic traits, (ii) falling in love with robots has become a real phenomenon (Viik,
2020), also in the realm of social networking. Although individual experiences may
satisfy, anthropological considerations point towards serious risks. Moreover, we
have to differentiate between robots as colleagues and partners (Nyholm & Smids,
2020): “in comparison with the more demanding ideals of being a good friend or a
good romantic partner, it is comparatively easier for a robot to live up to the ideal
of being a good colleague. The reason for this is that the ‘inner lives’ of our friends
and lovers are more important to us than the inner lives of our colleagues,” and (iii)
discussions about social network facilities as surrogate connection should not ig-
nore the nature of bodily, spiritual and (face-to-face) empathetic interaction: “ersatz
connections” have limitations.

At this point, looking back over changes in communication styles help to
understand recent phenomena. There was in living memory a period, e.g. in Cen-
tral Europe, dominated by small talks and hollow conversation, marked by nearly
obsessive-compulsive avoidance of responsibility and commitment, followed by an
era of—mostly completely dispensable—pseudo-organizational communication on
smartphone screens: particularly younger people exhibit symptoms of smartphone
addiction paired with social isolation (Tateno et al., 2019) alongside nomophobia
(Notara et al., 2021), athazagoraphobia, i.e. the fear of being forgotten, and FoMO
(Akbari et al., 2021), the fear of missing out. Self-images and self-values are exter-
nalized and thus uncontrollable and fragile, while the soul is arid and empty. Not-
withstanding these pathogenic traits, social media also encompass an enormous
potential to enrich life, deepen communication and inspire the mind: creative tel-
evision can also be regarded as a viable countermeasure to bring back deep satis-
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faction and personal growth—and comparable to community music education and
therapy the notion of community television education and therapy comes to mind.

Pool of contents and incentive of communication

Without a doubt, the art of communication is one of the great chapters of
human culture, and disastrous communication one of the darkest sides of human
life. The world of communication encompasses verbal flow that gives rise to mu-
tual discovery of interior lives, non-verbal communication in perfect harmony as
expressed, for instance, in the Philemon and Baucis scene in Wolfgang Roscher und
Claus Thomas’s film Doktor Faustus (Archives of the University Mozarteum in Salz-
burg), as well as the phenomenon the Austrian communication expert Paul Watz-
lawick described as “you cannot not communicate.” Although the present article
is not primarily focusing on this topic, communication is still an important factor of
TV-related quality of life.

A life-style platform called communication deficit “the silent scourge that
hampers relationships”—and habituation of adverse communication patterns is
widely known as a heavy burden: partners feel lost or unseen, constantly criticized,
or experience a huge lack of intimacy. Moreover, communication may become
dreary and narrowed down to meaningless formulae such as talking about the
weather or—during the COVID-19 pandemic—actual rules and the incompetence
of politicians. For several decades cinema has been regarded as a tool to develop
communication, particularly in the context of social messages (Riber & Smith, 1985),
while the potential of television to improve communication at home, e.g., by sug-
gesting topics of interest, has been widely ignored.

As regards topics of interest, the present article suggests to differentiate be-
tween grades of subjective significance. While, for instance, a TV-documentation
about astrophysics may inspire communication about the beauty of galaxies,
another movie may elicit the spontaneous recognition of one’s own frozen com-
munication style and petrified relationship, and thus spark off intimate in-depth
conversation. Such processes go hand in hand with TV-guided self-discovery and
mirroring, and are also regarded a promising path in couple therapy (Alexander,
2009):

Psychiatrists need to be aware of how their individual clients are impacted by issues
they may be having in their intimate relationships and how couples’ issues, in turn,
impact and are impacted by emotional and mental disorders. In addition, psychiatrists
need to be able to offer sound advice to individuals in troubled relationships, know
how to make referrals to trained marriage therapists and know how medications they
prescribe may impact couples. Over the past twenty years, there have been significant
advances in couple research to assist health professionals in offering insight to couples
struggling with communication, conflict resolution, affairs, addictions and many other
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aspects of the couple’s odyssey. Movie clips offer an effective way of teaching psychia-
trists about common issues in coupling and couple therapy.

While Matthew Alexander discussed movies and movie clips for educating
psychiatrists about common clinical issues in couple therapy, the present article
focuses on unintended effects of television on communication styles, as well as im-
plicit self-regulation and improvement of verbal exchange in relationships. In this
context, the present article emphatically suggests further research on the use of film
and television to treat communication issues, not only in order to explore associ-
ated mechanisms in individuals with relevant medical conditions such as autism
spectrum disorder (Bolton et al., 2020), but also to discover therapeutic values of
television in a broader clientele.

Discussion

Qualitative processing of a random data alongside meta-synthetic construc-
tion resulted in the present theoretical framework of TV-therapy. We consider it a
preliminary model and are aware of its limitations, hence the need for further sys-
temic, quantitative, qualitative, cross-cultural and epistemological research in this
domain.

Dealing with TV-therapy and TV-pathology, we emphatically encourage differ-
ential-diagnostic approaches to explore interactions between television consump-
tion and mental diseases such as schizophrenia, depression, anxiety disorders,
post-traumatic stress disorders, eating disorders, obsessive-compulsive and oppo-
sitional defiant disorders, or the broad spectrum of addiction.

TV-related pathogenesis and pathological dynamics are challenging and may
bring about a broad spectrum of “aberrations.” And yet, we have to be extremely
careful with ethical and pathological assessments of main-streams: they may be
nourished by biased views and thus crucially misunderstand sociocultural trans-
formations. From a meta-theoretical and epistemological perspective, we have to
clearly distinguish between cultural and anthropologic criteria, and we must be
aware of the “natural” dynamics of customs and the relative invariance of the hu-
man (genetic) nature.

While the present article expressly focuses on TV-therapy prospects, we also
have to explore adverse phenomena such as—pars pro toto—television addiction,
which is “no mere metaphor” (Kubey & Csikszentmihalyi, 2002): psychiatry explic-
itly states that television addiction functions similarly to substance abuse disorders
and claims that a great deal more research is needed (Sussman & Moran, 2013).
Given that trends to obsessive and excessive TV-consumption alongside associated
pathogenic impacts on the psyche are likely to jeopardize the younger generation,
implementation of TV-oriented health education has to be discussed.
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Notwithstanding such risks, there is an enormous therapeutic and health-
promoting potential inhering in television. Taking the widespread reluctance to go
to psychotherapy into account, TV-self-therapy is not confronted with such “inhibi-
tion thresholds.” Together with the perspectives and factors discussed in this article,
TV-makers are called to get aware of their function in public health and psycho-
epidemiology. Television may also greatly contribute to a better common under-
standing of mental disorders alongside improved social inclusion (Damjanovi¢ et
al., 2009).

To derive broad benefits from the therapeutic potential of TV requires (i) fur-
ther research, (i) educational support to develop skills of health-promoting TV use,
(iii) specific training of staff in areas such as psychiatry, geriatrics or prisons, and
(iv) promotion of the novel health- and therapy-oriented genre of TV programs. In
general, TV-therapy may become an inexpensive and broadly accessible tool to en-
hance quality of life, improve prevention of psychosocial problems, and provide ef-
ficient self-therapy alongside psychological self-regulation.
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