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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 aboutit: “It’s all so independent. I'm so sick of
that word. I reach for my revolver when I 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).
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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 tonein 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 feller a 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
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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 cinema in 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
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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

HAYKA TENEBUAEHUA 18 (1), 2022 102 THE ART AND SCIENCE OF TELEVISION



(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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