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Historical Gardens in Cinema:
Location, Transformation, Image’

Abstract. The article explores the roles of historical gardens in Western cinema.
A garden can make a historical location (Versailles), mimic another historical gar-
den (Vaux-le-Vicomte as Chantilly in Vatel), embody a national way of life (gardens
of the National Trust in the 1995 TV series Pride and Prejudice), or be an abstract,
to a greater or lesser extent, setting. In Atonement, the historical garden becomes
asymbol,andin films about space (Silent Running) and the inner world metaphys-
ics (The Fountain), the garden is reduced to a cultural archetype—a patch of turf,
a spring, an old tree. One of the ways of utilizing the garden theme is its ironic
presentation: the historical garden is shown as a ridiculous formal extravagance
(The Draughtsman’s Contract) or as a costly project destroying the natural environ-
ment and the very life of the customer (The Serpent’s Kiss). The most intricate work
with the theme of historical gardens was performed by Alain Resnais in Last Year
at Marienbad. The nature for it was filmed in two Munich parks, and the formal
interiors of Schleissheim Palace, with its countless mirrors, and the Rococo floral
decor of the Amalienburg pavilion are continued in the views of the formal garden,
which the director called “carved in stone.” A sculptural group, which the charac-
ters encounter in different parts of the park, represents their emotional states and
existence on the border between reality and sleep. The conclusion is drawn that
the theme of gardens in cinematography opens up a number of unique artistic

HAYKA TENEBUAEHUA 18 (4), 2022 43 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-4542-503X
http://mailto;gardenhistory@gmail.com


http://doi.org/10.30628/1994-9529-2022-18.3-19-38

means. Among them are different levels of mediating documentary reality, utiliza-
tion of cultural archetypes, and using the garden as a symbolic space.

Keywords: garden in cinema, garden art, gardens of Britain, gardens of France,
gardens of Germany, British cinema, Peter Greenaway, Alain Resnais

YAK712.01+791.3
Cratbs nonyyeHa 21.01.2022, otpepaxtuposara 07.07.22, npuHaTa 29.12.2022

BEOPUC MUXANNOBUY COKOJIOB

POCCUICKINIA rOCYapCTBEHHbIN NyMaHWUTapHbINA YHUBEPCUTET,
125047, Poccud, Mocksa, Muycckas nnowaas, 6
ResearcherID: HNI-7860-2023

ORCID: 0000-0003-4542-503X

e-mail: gardenhistory@gmail.com

Lns yumuposaHus

CokonoB B.M. icTopuyecknii can B kuHemaTtorpade: HaTypa, TpaHchop-
Mauus, obpa3s // Hayka TeneBuaeHus. 2022. 18 (4). C. 43-102. DOI: https://
doi.org/10.30628/1994-9529-2022-18.4-45-102. EDN: KRAXOW

VIcTopryecKknin cag B KnHematorpade:
HaTypa, TpaHchopMaLms, obpas

AHHoTauus. CTaTbs MOCBSILEHA POMN UCTOPUYECKUX CafoB B 3apybexHOM
XY[LOXECTBEHHOM KMHeMmaTorpade 1 BapuaHTam 1x Ucnonb3osanus. Cag MoxeT
HbITb UCTOPUYECKON HaTypol (Bepcanb), UrpaTb posb PYroro MCTOPUYECKOTO
caga (Bo-ne-BukoHT B ponu LUaHTniin B dunbme «BaTenb»), npeactaBnath
HaUMOHaNbHbI 06pa3 ®13HM (cagbl HaumnoHanbHoro NoneunTenscKoro coseTa
AHMUK B cepunane «fopaocTb 1 npeaybexaeHne»), a Takke abcTparnpoBaTsCs
B Oonblwen NMOO MeHblien cTeneHn. VIcTopuyecKuii cafg, CTaHOBSLWMIACS
CMMBOJIOM, MUCMOMb30BaH B unbMe «MckynineHner, a B GuabMax 0 KOCMOCe
(«MonyanuBoe 6ercTBo») U MeTadu3nke BHYTPEHHEro Mupa (<MCTOUHYIK»)
cafl COKpallaeTcs A0 Ky/lbTYpHOro apxeTuna — y4acTOK AepHa, UCTOYHUK,
cTapoe aepeso. OgHUM 13 BapraHTOB OCBOEHWS CafjOBOW TeMbl CTAHOBUTCS ee
VPOHMYEeCKast nofada: UCTOPUYECKMIA caf NoKa3aH Kak Henenas popManbHas
3aTest (<KOHTpaKT pucoBanbluvka») nMbO Kak AOPOroCTOAWMA  3aMbicen,
paspyLlatolnii eCTECTBEHHYIO NMPUPOAY WU CaMy XU3Hb 3aKasdmnka («Mouenyit
3Meun»). Hanbonee cnoxHas paboTta ¢ TEMON UCTOPUYECKOTO cafa NpoBeaeHa
B dhunbme AneHa PeHe «B npownom rogy B MapueHbage». 3aeck HaTypa CHaTa
B ABYX MIOHXEHCKMX NapKOBbIX Pe3unaeHUMsx, npuyem hopManbHbIl xapaktep
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nBOpLA C 6eCYNCNIEHHbIMI 3epKanamu 1 NaBuIboHa AManuneHbypr, yKpaleHHOro
dnopanbHbIM AEKOPOM POKOKO, MPOAOMKAETCS B BWAAX PerynspHoro cajga,
KOTOPbINA  PeXmccep HasblBAET «BbITOYEHHbIM M3 KaMHs». CKynbnTypHas
rpynna, BCTpevatlowascs reposiM B PasHbiX YacTax napka, onuueTBopsieT
MX 3MOUMOHaNbHble COCTOSHUS U CYWeCTBOBAHWE Ha rpaHM peanbHoCTM
M CHa. B 3akntoyeHne caenaH BbIBOA O TOM, YTO TeMa WUCTOPWUYEeCcKoro cafa
B KMHemaTorpade fiaeT emy psf YHVKaNbHbIX XyLOXKEeCTBEHHbIX cpeacTs. Cpeaw
HVIX — pa3Hble YPOBHM ONOCPEAOBAHNS [JOKYMEHTANbHOW peansHoCcTuW, paboTa
C KyﬂbTyprIMVI apxeTmnaMm, MCnonb3oBaHWe Cafa B Ka4yeCTBe CUMBOMNYECKOro
NpocCTpaHcTBa.

KntoyeBble cnoBa. Cag B KMHemaTorpade, cagoBoe UCKYCcCTBO, cabl Bputanuu,
cafbl dpaHumn, caabl TepMaHumy, 6puTaHCKNA KuHeMaTorpad, MNutep MprHyaR,
AneH PeHe

1. INTRODUCTION

The use of historical gardens and parksin cinematography has a long tradition
that deserves the attention of art and cultural historians. Fiction cinematography
is a tool for the study of reality, and the garden as a work of art in itself provides
opportunities for complex mediation and figurative interpretation of the image.
Besides, it allows to culturally conceptualize garden art. This makes a subject study
of the role played by the historical garden in construction of the cinematic image
seem relevant.

First of all, however, let us determine the target under study—a garden, a
park, its historical affiliation. In the tradition, established by the 1980s, of studying
gardens and parks as works of art, the boundary between these two concepts of
landscape art was acknowledged to have little significance. Starting from the 16th
century, the forms of a garden—a cultivated area adjacent to the dwelling, and a
park—an area some distance away from the dwelling serving for recreation, began
to interact and merge. In relation to many large Renaissance and Mannerist manor
ensembles (Villa d’Este in Tivoli) and to most Baroque and Classicist ensembles
(Villa Borghese in Rome, Versailles of Louis XIV), the terms “garden,” “park,” “villa,”
and “estate” were applied at the time of their creation and are applied now equally.
The principles of landscape park design, developed in the 18th century, suggest a
single space with dedicated and beautifully designed zones that include a garden,
a promenade park, and agricultural land (Mosser & Teyssot, 2000, pp. 11-21). In the
international scientific literature, the term “garden art” was established, and with
the development of environmental thinking and culture of environmental design,
“landscape art” has also been used (Jellicoe & Jellicoe, 1995, pp. 248-251).

» o«
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There are many national traditions in landscape art, but only a few
recognizable artistic systems have been called “garden styles.” Having originated in
a particular country and historical environment, they have become universal and
are used in different situations. In European art, these were four revolving systems:
the Italian terraced garden of the 15th-18th centuries, the French parterre garden of
the 16th-18th centuries, the Dutch hedged garden of the 17th century with extensive
botanical plantings, the English landscape park of the 18th-19th centuries. These
types mixed and varied in different countries and in different eras, forming the basis
for the creation of original ensembles. Some of the garden cultures of the East
have also gained international fame. Among them are the Chinese system, with
its likening of the small garden to a large natural landscape; the Japanese system,
which turned the small landscape into a philosophically significant object; and the
Muslim tradition, known mainly from the gardens of the Mughal Empire of the 17th-
18th centuries, with their cruciform plan and complex water system (Jellicoe et al,,
1986, pp. 211-212).

In the middle of the 19th century, the aesthetics of historicism and bourgeois
tastes gave rise to an eclectic mix of elements of various historical styles, shaping
an ahistorical type of formal garden, which exists to this day. There is no significant
difference in layout, color scheme and plant choice between the garden of the
British Queen Victoria in Osborne and the garden of the Turkish sultan Dolmabahge
in Istanbul. Such gardens, serving as a sign of luxurious life, have repeatedly
appeared in cinematography (Salzburg Mirabell Gardens in Sound of Music, 1965; a
typical Japanese garden in the first Kill Bill, 2003).

A historical garden or park featured in a film is of much greater interest for
researchers. This group includes recognizable works of landscape art created within
the specified historical systems and thus able to mark the era and the environment
in which the story is set. Most often, directors choose gardens of the era to which
the story refers. However, this is not the only option, as will be demonstrated below.

The research issue are the strategies of using the image of a historical garden
in the creation of a new, cinematic image. The selection of material for this article
raised the question of the degree of historicism demonstrated in films featuring
historical gardens. Since garden art is very little known to the public, one garden
can be passed off as another (Vaux-le-Vicomte as Chantilly, Vatel), or it can help
create an era-appropriate image (Pride and Prejudice BBC series), or a particular
landscape can be turned into a symbolic space (Last Year at Marienbad). Using a
little-known garden as a recurring feature in a television series can give it enormous
popularity (tickets to Highclere Castle estate in England, the main set of Downton
Abbey, are in great demand). Since the historical garden itself is a work of art, a
complex combination of images, the filmmakers inevitably engage in a dialogue
with these images. Viewers see either a blend or confrontation of the two artworks
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(Kashchenko, 2019, pp. 366-374). It is the dialogue between the images of the actual
garden and of the garden in the film, as well as the transformation of the image of a
historical garden which is the subject of this article.

Tim Burton, who gravitates toward images of popular culture, has given
gardens a substantial place in two of his films. In Edward Scissorhands (1990), the
protagonist is trimming townspeople’s hedges into outlandish animals. It was not
a film set but the actual topiary—the Green Animals Topiary Garden in Portsmouth,
Rhode Island; the figures were created by two generations of owners in 1905-1945.
And in Charlie and the Chocolate Factory (2005), the characters find themselves
in a candy garden with sugar grass and a chocolate river. This landscape has no
historical allusions.

Most often historical gardens appear in biopics, acting in their own role or as
conventional surroundings appropriate for the era. A more complex and artistically
promising way to use the historical garden is to turn it into a symbol and interpret
this symbol. Unfortunately, there are very few examples of artistic use of historical
gardens in Russian cinema, whereas in Western cinematography, several types of
dialogue with the garden can be distinguished:

1) Familiar garden: Versailles, The Taking of Power by Louis X1V,

2) Typical garden: English gardens, The Serpent’s Kiss, Barry Lyndon;

3) National garden style: Pride and Prejudice;

4) Garden environment: The Secret Garden (1993), Blowup;

5) Garden as another garden: Vaux-le-Vicomte as Chantilly, Vatel,

6) Garden in ironic interpretation: formal garden of Groombridge Place, The
Draughtsman’s Contract,

7) Garden in symbolic interpretation: Munich-Nymphenburg, Last Year at
Marienbad;

8) Garden as an absent symbol: The Cement Garden, The Garden of Allah, Red
Desert;

9) Garden as an abstraction: Metropolis, Silent Running, Darren Aronofsky’s
The Fountain.

These options shall be considered in terms of creative opportunities and new
artistic means which they give directors. The hypothesis of the study is that variants
from 6109, allowing for the highest level of mediation of nature and the most subtle
figurative means, will bear the richest and most interesting results.
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2. GARDEN AS PART OF THE NATIONAL LIFESTYLE

The garden in the role of itself illustrates a historical scene. Such are the
numerous appearances of Versailles in French cinema, especially after the
reconstruction of the main garden and Trianon park after the 1999 hurricane: The
King is Dancing (Le Roi danse, Gérard Corbiau, 2000), Marie Antoinette (Sofia Coppola,
2006), Versailles: The Dream of a King (Versailles, le réve d’un roi, Thierry Binisti, 2008),
A Little Chaos (Alan Rickman, 2014). Of interest, including for the history of garden
art, is the period drama Royal Affairs in Versailles (Si Versailles m'était conté, 1953) by
Sacha Guitry. It depicts, in semi-serious form, the major eras of Versailles life, from
being built as a hunting lodge to the French Revolution, and records the state of the
ensemble and its vegetation as of 1952 (Fig. 1, 2). In the final scene, characters from
different eras descend the Hundred Steps staircase, reproducing the composition
from the cover of 1922 graphic album “Versailles” by Alexandre Benois. Roberto
Rossellini’s authentic biopic The Taking of Power by Louis XIV (La Prise de pouvoir par
Louis XIV, 1966) depicts the stages of the construction of the ensemble and explains
its significance.

Fig. 1. Still from Royal Affairs in Versailles (Si Versailles m’était conté), 1953*
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Fig. 2. Alexandre Benois. Cover for the lithographic album “Versailles”, 19222

Atypical garden, symbolizing the specific era, can play a very important role
in the film. The generalized image of an English landscape park is an integral part
of the famous television drama Pride and Prejudice (Simon Langton, 1995). The
filmmakers have thoroughly studied the historical and geographical background
of Austen’s 1813 novel. Jane Austen spent most of her life in the city of Bath, and
many of the gardens and townscapes of the film are set in the Southwest of England
(Conklin & Birtwistle, 2003, pp. 22-27).

The town near which the Bennetts lived was shot in the village of Lacock near
Bath. The feelings between Elizabeth Bennet and Fitzwilliam Darcy flare up mostly
on the lake and in the pavilions of Stourhead, a remarkable landscape park also
located not far from Bath. Finding a fairly palatial estate suitable for Mr. Darcy was
more challenging, but eventually Lyme Hall was chosen for the role. Although it is
located in the North, near Manchester, its imposing facade reflecting off the pond
and its rolling parklands fit the Pemberley Manor described in Austen’s novel (Fig.
3). The magnificent home belonging to Darcy’s arrogant aunt, Lady Catherine de
Bourgh, matched the large forms of Belton House. Tellingly, in creating the high-
culture environment of the novel, the crew worked closely with the National Trust

? See the image source: https://antikvaria.ru/product/benua-antikvarnyy-albom-versal-
1922-god/#pid=1 (06.02.2022).
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of England (Sokolov, 2018, pp. 592-603), a commercial charity that provided 24 of
its properties for filming. Unlike the 1940 Hollywood Pride and Prejudice, directed
by Robert Leonard, where the events unfold against the high society background
and the garden appears only as a conventional setting, the 1995 film has become a
monument to English culture, including garden art.

Fig. 3. Still from Pride and Prejudice, 1995. Scene was shot at Lyme Hall estate®.

A more common cinematic way of creating a garden environment is shown in
Stanley Kubrick’s Barry Lyndon (1975). The story of a young Irishman who becomes
an officer and a rouge begins in summer lakescapes. Barry’s unimaginable wealth
after his marriage is demonstrated through the grandiose views of the house
and park at Castle Howard (Sokolov, 2020, pp. 120-128). History buffs are aware
of the story of Charles Howard, Earl of Carlisle, whose descendants still own the
estate, but the film was not intended for English connoisseurs. As a recognizable
and exceptional ensemble, Castle Howard was the setting for many different films.
Among them are two adaptations of Evelyn Waugh'’s Brideshead Revisited (1981,
2008) and even the comedy The Spy with a Cold Nose (Daniel Petrie, 1966), in which
the house imitated the Kremlin.

Sometimes a garden location is chosen because of the history of its owners.
The characters of lan McEwan’s novel Atonement, who later end up in World War Il
meet in 1935 at an old and neglected estate. The film crew found a suitable manor
house in the photo archive of magazine. Just by that time, the heiress to Stokesay
Court had restoration work on the house completed. Its Victorian appearance was

3 See the image source: https://www.bbc.co.uk/programmes/b009016x (07.02.2021).
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enhanced by set decorators; the fountain bowl was furnished with a replica of
Triton by the Baroque sculptor Gian Lorenzo Bernini, mentioned in the novel. The
combination of the two images created the nostalgic appearance of the summer
garden and park, which became the symbolic dominant of the entire movie
Atonement (Joe Wright, 2006) (Fig. 4).

Fig. 4. Still from Atonement, 2006. Fountain at Stokesay Court with the sculpture added*

The Serpent’s Kiss (Philippe Rousselot, 1997), a little-noticed film about a
garden with the plot close to that of The Draughtsman’s Contract, is an intriguing
dive into a long era of garden design in Britain. A wealthy and thrifty entrepreneur
decides to impress his wife with a newfangled Dutch-style garden. Therefore, the
setting can be identified as the middle of the 17th century, when Dutch formal
flower gardens were a novelty. When a suspiciously young Dutch gardener arrives
and gets down to work with enthusiasm, the garden starts to emerge by the minute.
However, this upsets the owners’ daughter, who enjoyed the natural thickets of
the estate. A mystical hurricane destroys the parterres and greenhouses, and the
Dutchman confesses that he is only an assistant to the actual famous garden
master, and flees the manor together with the girl. The film does not depict an
authentic Dutch garden (especially since there are hardly any left in Britain), but
rather its typical appearance. In the film, this convincing-looking garden is being
built, destroyed, and rebuilt, and its flowerbed in the form of a serpent biting its own
tail serves as the mainspring for the detective part of the plot (Fig. 5).

* See the image source: https://stokesaycourt.com/about/house/atonement/ (07.02.2022).
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Fig. 5. Still from The Serpent’s Kiss, 1997°

A spoilt girl, after the death of her parents, finds herself in her uncle’s gloomy
manor, but manages to create for herself and others a little paradise in a neglected
garden—this is the plot of the 1911 children’s story The Secret Garden by Frances
Burnett. The American writer was well-acquainted with the English homestead
life. The title of the story refers to the long tradition of arranging a fenced garden
near the house, in which fruits and vegetables ripen faster due to less wind.
These gardens were often called “secret” after the private gardens of Italian villas
(“giardino segredo”). Mary, the heroine of the story, finds such a garden locked up
and abandoned because of her uncle’s grief for his deceased wife, who had spent
much timein it.

Among several feature and animated films based on the novel, Agnieszka
Holland’s The Secret Garden (1993) stands out. The setting for a typical English
manor was found at Allerton Castle in Yorkshire, which combines a pseudo-Gothic
palace, a formal Victorian parterre, and a hilly landscape park. The film emphasizes
the contrast between the dark rooms of the castle and the wide natural panoramas.
The overgrown walls of the secret garden are dusky, but inside it is full of light

® See the image source: http://www.iftn.ie/filmography/byyear/1997/?act1=record&aid=70&rid=17
30&tpl=filmography_dets&only=1&force=1 (08.02.2022).
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and—once Mary and her friends start taking care of it—of flowering plants. A miracle
happens here: the owner’s son Colin, supposedly terminally ill, starts walking again
and begins the life of an ordinary child. In the final scene, the heroes are joyfully
dancing on a wide meadow seen through a passage in the green hedge. The image
of the garden is generalized here, but the English flavor is pronounced.

3. GARDEN AS ANOTHER GARDEN: FROM IMAGE TO SYMBOL

On the example of The Serpent’s Kiss, we can see the shift from a specific
garden exterior to its mediation and interpretation. This is when the garden begins
to be used as a symbolic image. However, deviations from historical accurateness
are possible not only for the sake of symbolic generalization. Using one garden in
the role of another oneis usually a forced situation in which the differences between
them have to be disguised rather than emphasized. The semi-fictional screenplay
of Vatel (Roland Joffé, 2000) tells the story of Francois Vatel, cook and Master of
Festivities of Louis de Bourbon, known as the Great Condé. Willing to amend for his
partin the rebellion against Louis XIV, the commander throws a lavish feast in honor
of the king. The plot of the film demanded a showing of Chantilly, Condé’s estate.
However, the real Chateau de Chantilly has since been altered, destroyed during the
French Revolution, and rebuilt in conventional medieval forms only in the 1880s.
The only part of the original formal park designed by André Le Notre, which was
recreated in outline, is the parterre near the canal.

In the credits, the filmmakers show a distant view of the castle, while during
the on-location scenes we see the parterres of Vaux-le-Vicomte: on the one hand,
it perfectly represents Le Notre’s style, but, on the other hand, is well known to
thousands of visitors to this ensemble. The cameraman aimed at fragmenting the
landscape and obscuring it with festive decorations. However, the climactic scene—
the seafood feast—required a totally impressive location. The grotto on the far side
of the canal at Vaux-le-Vicomte became such a setting. Thus, instead of the historical
forms of one famous park, the film shows fragments of another, giving the viewer a
very approximate impression of the French style of the Sun King era (Fig. 6, 7).
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Fig. 6. Still from Vatel, 2000. The cook’s figure blocks the view of Chateau de Vaux-le-Vicomte
since the scene is assumed to take place at Chantilly®.

Fig 7. Vaux-le-Vicomte, view from the canal. Photo by Boris Sokolov, 2014. Archive of the author

Peter Greenaway’s cinematography is based on irony in relation to culture and
on the deconstruction of established values. The Belly of an Architect (1987) is a story
of a professor arranging an exhibition of Etienne-Louis Boullée’s projects in Rome,
whois obsessed by his own illness and his wife’s infidelity. The same countercultural
concept is at the heart of the widely acclaimed, visually spectacular detective story

® See the image source: https://www.imdb.com/title/tt0190861/ (08.02.2022).
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The Draughtsman’s Contract (1982). As in The Serpent’s Kiss, the action takes place
in the time when Dutch formal gardens were considered a fashionable novelty.
The year is explicitly marked—1694, just before the Age of Enlightenment and the
“landscape revolution.” The suitable garden was found in the southeastern county
of England, Kent. Groombridge Place has a long history and has retained the basic
forms of a formal trellis garden. Arthur Conan Doyle loved its eerie appearance and
made it the setting for his story The Valley of Fear and the ghost series The Edge of
the Unknown.

Like most large English estates, the formal garden of Groombridge Place is
surrounded by an open landscape park. According to the plot, the mistress of the
house, Mrs. Herbert, persuades a famous artist Mr. Neville to make drawings of the
estate, which she needs for reconciliation with her long-absent husband. Mr. Neville
sketches six views of the garden and the house with unexpected details like drying
laundry or a ladder leaning against the wall. (The drawings were actually made by
Greenaway himself, a professional artist) It then turns out that the missing husband
was murdered and thrown into a moat in front of a horse statue with a living huge
wild man with bronze-painted skin sitting on it. The horse itself is reminiscent of
Ludovico Sforza’s monument in Milan, never finished by Leonardo da Vinci.

Everyone begins, either seriously or feignedly, to suspect each other of
murder. The landlord’s daughter makes another deal with the draughtsman: in
order to retain her estate, she needs to conceive an heir. The second series of yet
another six drawings hints at the murder even more explicitly and at the same time
ambiguously. The artist leaves only to soon return under a strange pretext of making
a thirteenth drawing mentioned in the contract as the extra sketch for rejection.
He wishes to draw a view of the fateful pool and the equestrian statue. The three
pomegranates, which he has brought as a gift from a gardener he knows, also turn
out to be a fateful symbol. The mistress’s daughter sardonically explains to him that
pomegranate seeds are an attribute of Proserpine and the afterlife, and its juice
signifies blood.

After that, long lectures and dialogues give way to swift action. In disregard of
his plan to sketch the moat during the day, Mr. Neville does it at night, by torchlight.
Here, he is surrounded by enraged masked men, family members and friends, who
carry out a symbolic execution on him. They read out to him the “third contract”—
he is to be blinded, have his clothes torn, and be killed and thrown into the same
moat. The scene is reminiscent of the pursuit of Mozart’s Don Juan by the vigilantes;
but in this film, it is they, not some hypothetical demons, who murder the hero.
The dead artist’s drawings are writhing in flames. After the company leaves, the wild
man dismounts from his horse and reaches for a pineapple—a rare fruit—grown in
a greenhouse. He bites into it but immediately spits it out in disgust. This is the last
frame of the film.
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Film historians have noted that Greenaway likes to come up with supposedly
reasonable lists and classifications only to later reveal their falsity (Kashchenko,
2019, pp. 373-374). Here, the numerical series is quite transparent: six drawings for
the mother, which only slightly reveal the intent; six drawings for the daughter with
more explicit hints, dangerous for many of the characters; and a suicidal drawing of
the crime scene. In the second series, distant views and open landscapes appear,
but the last drawing depicts a very cramped scene—a wall, a statue, and a pool.

Greenaway emphasizes the theatrical nature of the formal garden, its
perspective views and green backdrops. In one of the drawings, a line of three
obelisks stretches into the distance. As the mistress’s daughter prepares a location
for the second-contract drawing, she passes behind the trellis walls, appearing
here and there and gradually approaching Neville’s easel. The double frame of his
drawing device looks like a gun pointer. Neville “catches” the living landscape with
the thin threads of his frame like with a spider’s web. When the other characters
look through this aligner, it looks as if they are trying on the role of the master of the
stage (Fig. 8).

Fig. 8. Still from The Draftsman’s Contract, 1982.
Scene was shot at Groombridge Place’

The director accentuates the whimsicality of costumes, wigs, and poses,
bringing them almost to the point of grotesque. The same impression is evoked
by the complex, artsy shapes of trees and bushes. In a drawing, the artist’s foe,
Talmann, looks like a crooked tree with his tall wig resembling a curly crown.
TSigeitihieTr;;éggngEg: https://web.archive.org/web/20100701184838/http://petergreenaway.org.
uk/draughtsman.htm (08.02.2022).
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Greenaway has no interest in the dialogue between the two parks, the formal and
the landscape. He contraposes the cultivated garden, which looks bizarre and
ostentatious, and the wild, brutal nature. It is represented by the animal passions
of men, brutal murders against a backdrop of exquisite dialogues, a naked statue
man resembling a mythical monster in a labyrinth. The image of Caliban from the
1991 film Prospero’s Books, based on Shakespeare’s The Tempest, is very close to
the “wild man” from The Draughtsman’s Contract, and the boy Ariel represents the
soft but equally wild side of the elements.

4. GARDEN AS A SYMBOLIC IMAGE

There are two ways to create the symbolic image of a garden in cine-
matography. One method is to show the garden as an abstract image, a visual
idea. The second way is more complicated: it implies symbolization of a particular
garden, including a historical one, its artistic transformation. For this purpose, the
creative team of a film must be proficient in the means of garden art and take into
consideration its cultural aura.

Let us start with films in which the image of the garden is simplified and
abstracted. One of the first films, in which a garden represents paradise and the
industrial environment—hell, is 1927 Metropolis by the German director Fritz
Lang. It is a fusion of utopia, dystopia, science fiction and disaster film. In the
autonomous futuristic city, the rich live in towers and the workers live in damp
basements near machines. The beginning of the film looks idyllic: the son of the
master of Metropolis wiles away with the girls in an interior garden. The garden is
endowed with the poster features of an earthly paradise—trees, flowers, a fountain,
and white peacocks (Figure 9). The young man then enters the lower tiers of the
city and is horrified by what is happening there. The factory area resembles hell,
and the blazing furnace in the hero’s imagination takes the form of Moloch who
demands human sacrifices.
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Fig 9. Still from Metropolis, 1927¢

Another science fiction film in which the garden plays a symbolic role is
Silent Running (Douglas Trumbull, 1972). In the future, Earth has suffered some
unexplained ecological disaster. A huge starship is flying slowly away from the Sun
with its precious cargo—glass domes with artificial gardens. They must be saved for
the future. The hero cherishes his plants, rabbits and birds, when all of a sudden, an
order comes from his command to jettison the garden oases and change course.
Unable to obey, the young astronaut kills the other crewmen and directs the last
dome on an endless space journey. After the hero’s death, the garden is watered and
cultivated by a touching robot. Interestingly, the green oases under glass are not a
figment of the imagination. As a model, the director took the Climatron dome of the
Missouri Botanical Garden greenhouse in St. Louis. Interestingly, the gardens were
originally intended to be filmed in another botanical microcosm, the Mitchell Park
Domes in Milwaukee (Fig. 10-12).

8 See the image source: https://documents.uow.edu.au/~morgan/metroa.htm (08.02.2022).
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Fig. 10. Still from Silent Running, 1972°

Fig. 11. Silent Running poster, 1972

° See the image source: https://www.imdb.com/title/tt0067756/ (08.02.2022).
19 See the image source: https://www.pinterest.ru/pin/568860996689295416/ (08.02.2022).
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Fig. 12. Biosphere in Genoa. Photo by Boris Sokolov, 2012. Archive of the author

The plot of Darren Aronofsky’s drama The Fountain centers on the doctor
searching for a cure for his dying wife. Reality here intertwines with two other
worlds. Oneis a novel about the Spanish queen and the search for the Tree of Life in
America, which the doctor’s wife leaves him unfinished. The other oneis the mystical
path of transcendence on which he seeks to embark. In the novel, the hero, in the
guise of a Spanish conquistador, tries time after time to break through the jungle to
the Tree of Life. When he finally succeeds, he opens the bark and greedily drinks the
milky sap. But the elixir does not simply heal the wounds—it completely transforms
the conquistador’s body into a mass of green sprouts. In the mental world, the hero
is shown as an Oriental monk flying in space in a transparent sphere. There is an
old dying withered tree and a barely visible stream of water. The moment the hero
reaches enlightenment, the tree crown comes back to life. The ending brings events
into the real world: the doctor drops a dried fruit on his wife’s snow-covered grave
and leaves. Enlightenment gave him a new attitude: he stops holding on to physical
immortality and turns to spirituality.
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Fig. 13. Still from The Fountain, 2006*

Fig. 14. Still from The Fountain, 2006**

! See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
12 See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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Fig. 15. Still from The Fountain, 2006**

The Fountain is full of biblical symbols. The tree in the light of dawn, to
which the hero aspires, corresponds to the Tree of Life in Eden. The Indian chief
who stands in his way reminds of the angel with the flaming sword at the gates of
Eden. Endeavoring to wrest immortality from the Tree, the man himself is devoured
and transformed into flowers. In their experiments to obtain a cure, doctors use
gums from tropical trees—the very ones that were used to make Egyptian balms
and Christian incense. The shape of the tree and the prickly fruit in the final scene
point to liquidambar, or sweetgum, known for its fragrant and healing gum. Its
fruit, planted at the grave, apparently hints that the hero finally reconciles with the
impossibility of eternal life; instead, there is hope for a seed, for “if it dies, it produces
many seeds” (John 12:24).

Garden as a symbolic image—as well as the image of its absence—occupies
an essential place in Michelangelo Antonioni’s cinematography. In his Red Desert
(Il Deserto Rosso, 1964), the heroine slowly goes mad against the backdrop of
a monstrous industrial landscape. Pipes, smoke, barrels, chemical emissions,
and a landscape without a single tree is her “desert.” In Blowup (1964), a young
and pretentious photographer Thomas (it was probably his image that was later
reflected in the character of Mr. Neville in The Draughtsman’s Contract) is absolutely
in his element among the city streets, dusky rooms, companies, and temptations.
On his way to an antique shop on the outskirts of London, he haphazardly enters
a public park in search for new plots among its rustling trees. Seeing a strange
couple, Thomas takes several photos of them, which makes the woman angry
and disturbed. After a skirmish with her, he returns to his lab. There, under high

3See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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magnification, the photographer discovers unusual details: the body of the man he
was taking photos of, and a barrel of a pistol among the greenery. The pictures are
then stolen by the woman from the park, and the corpse is gone by morning. The
symbolic disappearance of reality is reinforced by the final scene: a group of mimes
playing an imaginary ball in the park and prompt the photographer to join in the
game.

The murder scenes were filmed in Maryon Park, Greenwich, a typical
promenade area on the far outskirts of London. Antonioni was looking not for
a recognizable image, but rather an environment dissimilar to the character’s
cramped urban world. He enters the park through a line of large trees resembling
propylaea. Walking quickly through the thicket, he emerges to the sound of leaves
onto a large, flat bowling green—a sunk parterre, where a tennis court is also
located. Then, standing on a wide lawn with only individual trees, as is typical in a
landscape park, he takes a few shots of a couple hiding from prying eyes. The lawn
ends with a small fence, and behind it there are office buildings with illuminated
advertising. This makes the scene look equivocal: though standing in a vast green
world, the lovers are still at the edge of urban civilization, and the houses seem to be
spying on them. The advertisement board will be shown glowing later, at nighttime,
when the photographer revisits the park. The intimacy is only illusory: the couple
is watched by the killer, the photographer, and the city blocks. The mowed lawn,
which reappears in the final scene, gives the impression of a “green desert,” serving
as a backdrop for the title (Figures 16-17).

Fig. 16. Stills from Blowup, 1964. Scene was shot at Maryon Park, Greenwich'*

' See the image source: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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Fig. 17. Stills from Blowup, 1964. Scene was shot at Maryon Park, Greenwich*®

Zabriskie Point (1970), released four years later, explores the theme of
“desertification” of the modern human world. A student riot, which resulted in a
killing of a policeman, leads a young couple to the desert, which has a distinctly
symbolic character. The California landmark, the Zabriskie Point mountainous
desert, part of Death Valley, served as the setting. During the love scene, a sea
of hands rises above the sands, and we see many such half-naked couples. After
the young man’s death, the girl arrives at her boss’s villa and blows it up with a
long, hateful look. A desolate setting dominates the world of the characters: the
luxurious modern villa is located in desert cliffs, where there is not a flower; and
the only garden shown in the film is the university rose garden, where the shootout
with the police takes place. Likewise, desert and stone dominate in The Passenger
(Professione: Reporter, 1975), which begins in the Sahara and ends in a sun-scorched
Spanish village. One could say that in Antonioni’s world, it is not the garden but the
blatant absence of one that plays a major role.

5. LAST YEAR AT MARIENBAD:
DISSOLVING THE PLOT IN A GARDEN ENVIRONMENT

Last Year at Marienbad (Lannée derniére a Marienbad, 1961) is of particular
interest in terms of its source and artistic content. It was based on a ciné-novel

1 See the image source: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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by Alain Robbe-Grillet and directed by Alain Resnais, who had found that they
were on the same wavelength. The authors seek to atomize the plot, to make it
senseless, to bring the viewer’s experience to associative recollections and symbolic
generalizations. In 1961, the screenwriter and director gave a long interview to the
Cahiers du Cinéma magazine, but it is as vague and plotless as the film itself.

The story is based on the three characters encountering at a cumbrous
Baroque hotel with a garden. According to the script, the names of the characters
are X, A, and M. The man with an Italian accent constantly hints at his former
relationship with the woman and begs her to reconcile. They are shadowed by
another man, “who may be your husband,” while the rest of the hotel guests are
nearly motionless. Everything looks like a dream or an endless chain of memories.
In addition, in the script, the setting is referred to times long past: “It must have been
in 1928 or 1929. — Really... It's unbelievable.” As the creators point out, the repeating
scenes exacerbate the emotional state of the characters, and the encounter in the
past, which the woman denies at first, gradually consumes both their souls and
their surrounding;

In Marienbad at first we think that there is no last year, then we realize that

last year dominates everything: that we are definitely caught up in it. At first

we think that Marienbad did not exist, only to realize that we have been there
from the beginning. The event which the girl repudiates has, by the end of the
film, contaminated everything ¢

In the multilayered fabric of the film, the garden plays a huge role. Its
description in the script it very specific: “The grounds of that mansion were rather
in the French style... without trees, flowers, or any plants at all.” The only place in
the park that draws the attention of the characters is the sculptural group, to which
they give different explanations. Mr. X says: “They have come to the top of a cliff.
He stops her going too near the edge... while she points to the sea stretching to
the horizon.” Mr. M coldly clarifies: “It represents Charles IIl and his wife... but it isn’t
contemporary, of course. It is the oath before the Diet, at the treason trial.” Each
man projects his desires and fears onto the sculpture.

The complex semantic and visual composition required a very precise
choice of location, which was eventually found in Munich. The main views of the
parterre were shot at Nymphenburg, the residence of the former rulers of Bavaria.
Another detail, which Robbe-Grillet paid special attention to, was the similarity of

15 Here and elsewhere the interview (Cahiers du Cinéma, September 1961) is quoted from its transla-
tion into English on Neugraphic: http://www.neugraphic.com/marienbad/marienbad-text14.html
(first published in English in Films and Filming, February 1962, pp. 39-41; translated by Raymond
Durgnat from Cahiers du Cinema).
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the old artificial vines of Baroque stucco and the artificial life of the garden and
the characters: they walk along “this elaborate frieze beneath the cornice... with
its branches and garlands... like dead leaves...” Most of the scenes were shot in the
opulent interiors of Schleissheim Palace. “Antique foliage” is also present in the
Amalienburg hunting lodge (Nymphenburg Palace Park) designed by the Rococo
architect Frangois de Cuvilliés. Its mirrors, branches, and hunting trophies on its
plafonds are the core motif of the action.

A thorough study of the shots proves that the director did not make do with
the Nymphenburg parterre. Views of the garden with black boxwood pyramids
(most likely, these are decorations—there have been no living trees there for a long
time) are shown from a high staircase of the palace. But the views of the palace itself
are shot in a different place. Apparently, Alain Resnais found Nymphenburg, with its
tall and brisk profile and Dutch-style elements, unfitting for the role of a dusky hotel.
Instead, he picked a wide and squat facade of Schleissheim Palace, a less known
and less well-kept residence in a suburb of Munich. The Schleissheim parterre was
not suitable for the film for several reasons. Itis almost bare, and its topography and
trimmed plants are long lost. Besides, the Schleissheim parterre ends with a small
palace surrounded by a canal, while the low cascade at Nymphenburg does not
interfere with the endless perspective of the garden. The geometry of the garden,
composed of two real gardens, is so elaborate that a modern architect was able to
draw up a plan of this non-existent ensemble (Fig. 18-21)."

Fig. 18. Still from Last Year at Marienbad, 1961. Scene was shot at the parterre
of Nymphenburg*®

1" Sgolacchia, R. (2017, October 6). Deconstruction of the Filmic Space—L’Année derniere a Ma-
rienbad (Alain Resnais, 1961). Archined. Retrieved February 8, 2022, from https://www.archined.
nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-res-
nais-1961/ (08.02.2022).

'8 See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Fig. 19. Nymphenburg Parterre and Palace. Photo by Boris Sokolov, 2012.
Archive of the author

Fig. 20. Still from Last Year at Marienbad, 1961.
Scene was shot at the Schleissheim parterre®®

¥ See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Fig. 21. Last Year at Marienbad. Plan of the imaginary garden composed of parts
of Nymphenburg and Schleissheim parks?®

The image of a dead garden, which comes from the symbolist poetry, is
complemented by the motionless figures of the hotel guests. In the interview,
Resnais points to the idea that the reality in the film is multi-layered: “If you study
Marienbad closely, you see that certain images are ambiguous, that their degree
of reality is equivocal. But some images are far more clearly false, and there are
images of lying whose falsity is, | feel, quite evident.” One such scene is the parterre
panorama, where people cast long shadows, while trees do not (Fig. 18).

The sculpture of a man with a woman and a dog, about which the characters
talk so much, was custom-made for the film (Fig. 22). It drifts through the
Nymphenburg park, first towering over the parterre, then standing at the top of the
stairs and later on the balustrade near the cascade; sometimes facing the palace
and sometimes—the garden. What is more, the dog, the meaning of which the
heroes argue about, is now there, now it is not. This technique is reminiscent of the

% Sgolacchia, R. (2017, October 6). Deconstruction of the Filmic Space—LAnnée derniéere a
Marienbad (Alain Resnais, 1961). Archined. Retrieved February 8, 2022, from https://www.arch-
ined.nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-res-
nais-1961/
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wandering of the statue man in The Draughtsman’s Contract. In fact, for Greenaway,
Resnais’ film is the gold standard. In his interview to the Sobaka magazine, Saint
Petersburg, he said, “Sometimes | think that when | make films, I try to reproduce
Last Year at Marienbad.”**

Fig. 22. Last Year at Marienbad, film set. The platform with the sculpture was built
on to the staircase of Nymphenburg Palace?

Apart from the actual garden, there are four pictured images of the hotel in the
film. One is an engraving of the archaic garden, possibly Nymphenburg at its earlier
phase. The second is a Baroque setting in a theater hall, in which actors resembling
X and A meet. There is a parterre surrounded by transverse trellises, two statues,
and a small palace in the distance. This space reflects the mysterious aspect of the
garden, in which one can still get lost. The third image is an illuminated axonometric
model of the garden. Its arrangement is close to the combined garden shown in the
film: the facade of the palace, the same as Schleissheim; the central paired lines of
lawn surrounded by sheared pyramids; and the open parterre. Only instead of the
statues, like the ones in Nymphenburg, there are vases on pedestals. A night sky
and sand are black, and against their background the park, the palace, and lawns
seem to be glowing. This negative of the garden is similar to the dark landscape in
the last scene of the film, in which X and A walk away into nowhere. But even these
are not all the nuances of the deceptive garden reality. In another scene, M looks

2 Ludevig, I, & Poggenpol, A. (2012, July 6). Interv’yu s Piterom Grinueem [Interview with Peter
Greenaway]. Sobaka.ru. Retrieved February 8, 2022, from https://www.sobaka.ru/entertainment/
cinema/12365

2 See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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at a drawing that schematically depicts the same palace and the same garden.
However, the foreground shows the meeting place of X and A—a bench on the left
and a sculptural group on the right—facing the palace (Fig. 23).

Fig. 23. Still from Last Year at Marienbad, 1961.
The engraving features the Schleissheim parterre with sculptures added®

This endless circle of different realities embodied in the various guises of the
garden is the climax of complex cinematic constructions devoted to this theme.
Here, as later in The Draughtsman’s Contract, a number of artistic means of garden
art are used. Among them are theatrical composition, perspective and its closure,
open and chamber parts of the garden, creating very different moods.

6. CONCLUSION.
THE HISTORICAL GARDEN AS A POWERFUL TOOL FOR CINEMATOGRAPHY

As suggested at the beginning of this study, the most interesting results in
the creation of the cinematic image come from the indirect, symbolic use of garden
scenery. As in The Draughtsman’s Contract and Last Year at Marienbad, gardens can
bring not one but several historical and cultural contexts into the narrative at once,
adding to the complexity of the heroes’ characters and the audience’s associations.
In Marienbad, the historical garden environment is nearly impersonal, but the
hints of a recognizable garden and era create an intrigue that teases the viewer’s
perception. This work may be compared to Wassily Kandinsky’s “absolute” painting,
in which associative allusions to a recognizable object and subject are preserved.

% See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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By the way, in his Bauhaus period, Kandinsky was considering making an animated
film based on his synthetic play The Yellow Sound.

A rich material for filmmaking is the garden in its formation and/or decline,
the process of garden making demonstrating the elements and figurative means of
this art. Examples of such films are The Serpent’s Kiss and The Secret Garden. One
of the ways to show a garden in terms of its volume and movement is a moving
shot while passing through a hedge maze. The story told in Orlando (Sally Potter,
1992), which is based on Virginia Woolf’'s novel of the same name, begins in the
Elizabethan times. In one of the scenes, the protagonist runs through a labyrinth,
changing appearance, gender, and era along the way. In The Shining (S. Kubrick,
1980), the snow-covered maze near the hotel helps the boy hide from his mad
father. In mass film culture, there is the computer-generated maze in Harry Potter
and the Goblet of Fire (Mike Newell, 2005).

The above examples allow us to draw some conclusions about how the two
very complex cultural phenomena interact. On the one hand, there is a historical
garden—a combination of an earthly paradise, a “good place,” as ancient authors
called it, and the historical environment, imbued with associations. On the other
hand, the cinema, representing the world as images ranging from documentary to
fantasy, and colliding and combining them. We have traced how historical gardens
are used in cinematography on the way from documented realness to complex
images, in which different planes of reality combine and encourage the viewer’s
imagination, and enable associative and multiple interpretations.

Sometimes, the viewer’s associative work is organized through defamili-
arization: the old formal garden in The Draughtsman’s Contract and the front garden
in Last Year at Marienbad are pictured calm and motionless, in a sequence of states.
In other cases, the garden is a changeable object: in The Serpent’s Kiss, it is created,
destroyed by a storm, restored, and the last scenes take place amidst a picturesque
thicket. The park in Blowup is first shown afternoon as a peaceful place; then at
night, the focus is on its bustling trees and dusky forms; and finally, the bright
morning light makes the events of the previous day appear illusory. Apparently,
the two options, a series of static pictures of the garden or the dynamics of its life,
are the most popular and fruitful strategies for using the garden, park and cultural
landscape in cinema.

Another expressive means offered by the garden theme to cinema is the
utilization of cultural archetypes associated with it. The image of Paradise in
Aronofsky’s The Fountain stems from the biblical story of audacity and the fall of
man. This is why the hero’s attempts to find the source of immortality in spiritual
reality (and the cure for an incurable disease in physical reality) end either in his
death or in his transformation into springwood. Another plane of the film, the
travel in a transparent sphere with a tree and a stream, evokes associations with a
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greenhouse, an alchemical flask, and prelife. In Last Year at Marienbad, the mirrored
hallways and still servants in the hotel continue the motionless and austere garden
with its bosquets and statues that resemble each other like reflections in a mirror.

An important feature of the historical garden as an object for cinematic
interpretation is its spatial extent. It is a volumetric work of art with the means of
expression that are inherent in theater. Characters can walk through the garden,
stand out or be lost in its background, thus emphasizing how deep or confined the
space is. The Secret Garden and The Draughtsman’s Contract highlight the contrast
between the characters’ free self-perception and plasticity of movements when they
arein open park landscapes and their cramped, ceremonious behavior in the formal
parts of the manor. The makers of Last Year at Marienbad repeatedly juxtapose living
people with statues, leading the flow of associations to liken the trio of characters
to the sculptural group. Among these images, saturated with associations, are a
theater scene and paintings of the garden in various versions, from a scheme to a
toy theater with lights in the windows.

The theme of the historical garden offers cinematography a number
of valuable artistic means. Among them are: different levels of mediation of
documentary reality; work with cultural archetypes and historical environment;
theatricalization of topiary; the use of the garden image as a source of associations
and symbolic space. All of these means open up vast opportunities to filmmakers.

* ok ok

1. BBEAEHUE

/icnonb3oBaHWe NCTOPUYECKUX CaJOB W NapKoB B KMHemaTorpade — fas-
HAS TPagWLMa, 3aCNy)KMBAIOWAA BHYMAHWUS UCTOPUKOB MCKYCCTBA W KynbTypbl.
irpoBoi KuHemaTorpad SBNSETCS MHCTPYMEHTOM UCCNEA0BaHUS AelCTBUTENb-
HOCTW, @ Cafi KaK CaMOCTOSTeNbHOE MPOU3BefeHMe UCKYCCTBA LaeT BO3MOXKHO-
CTW CNIOXKHOMO OnocpefoBaHus, 06pa3Hoi nHTepnpeTaummn obpasa. Kpome Toro,
3[eCb CO3AAETCH CUTYALMS KyNETYPHOrO OCMbICNIEHNS CafoBOroO WMCKycCTBa. [o-
3TOMY NpefMeTHOE U3yYeHne PonK, KOTOPYIO UCTOPUYECKNIA Caf UrpaeT B cO3fa-
HUW KMHeMaTorpaduyeckoro 0opasa, NpeacTaBnseTcs akTyanbHbIM.

OpHaKo npexpe BCero Hyxaaetcs B onpefeneHny cam uccnegyemslii omb-
eKT — cafl, NapK, ero NcTopuyecKas NPUHaaNEXHOCTb. B cnoxmsweincs K 1980-m
rofjam TPaguLMn N3ydeHns caga v napka B KayeCTse XyJOKeCTBEHHOro Npon3Bse-
AEHUS TPaHNLA MeXaY 3TUMU ABYMS acneKTamu naHAwadTHOro UCKyCCTBa Npw-
3HaHa Mano 3Ha4yMMoit. HaumHas ¢ XVI ctonetus dopmbl cana, TO eCTb KynsTu-
BVMPOBAHHOMO y4acTKa Npu XuAuLLe, 1 Napka, TO eCTb TeppUTOPUN, OTAANEHHOM
OT XUAWLLA 1 CRyxalleid AN pekpeaLmn, HaunHatoT B3aMMOLENCTBOBAaTL U Cu-
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BaTbCs. KO MHOTMM KPYMHbIM ycageOHbiM aHCaMbsiM 3noxm Bo3poxaeHus 1 ma-
Hbepu3ma (Bunna o’3cte B TnBonu), K 60NbWMHCTBY aHCaMbneln 6apoKKo 1 Knac-
cnumama (Bunna boprese B Pume, Bepcans /liogosurka XIV) onpepeneHuns «cay,
«MapK», «BUANa» 1 «ycagbba» NPUMEHSNNCL B MOMEHT CO3AaH1s U MPUMEHSHOTCS
cei4yac paBHO3HaYHO. MPUHLMMbI CO3AaHMS Neli3aXKHOro Napka, BbipaboTaHHble
B XVIII ctoneTtunn, npegnonaratoT efrHoe NPOCTPAHCTBO C BbIAENEHHbIMU 1 Kpa-
CVBO OOPMIEHHBIMY 30HaMW, BKTIOYAIOLLMMU Cafl, MPOrYNOYHbINA NapK U Cenb-
CKOX035ACTBeHHble yroaps (Mosser & Teyssot, 2000, pp. 11-21). B mexayHapoaHow
Hay4YHOI nuTepaType yCTOSNOCh ONpPeAeneHye «CaoBoe NCKYCCTBO» (garden art)
M, C Pa3BUTUEM 3KONOTMHYECKOTO MbIWNEHUS U KyAbTypbl odopMaeHns cpepl,
CTan ynoTpebnsTbCs Takke TepMUH «naHawadTHoe ncKyccTBo» (landscape art)
(Jellicoe & Jellicoe, 1995, pp. 248-251).

B MMpOBOM naHAWadTHOM UCKYCCTBE CYLLECTBYET MHOXECTBO HaUMOHab-
HbIX TPaAMLMIA, HO BCErO HECKOMBKO Y3HABAEMbIX Xy[A0KECTBEHHbIX CUCTEM, KOTO-
pble NOMYYMIM Ha3BaHMeE «CafoBbIX CTUEN». BO3HVIKHYB B KOHKPETHOM CTpaHe
M MCTOPUYECKOW Cpefe, OHM CTanu YHVBEPCaNbHbIMK 1 UCMONBb3YIOTCS B Pa3HbIX
CHTyauusx. B eBpONencKoM NCKyCCTBE 3TO CMEHSIBLUME APYT Apyra YeTbipe cucTe-
Mbl: UTANbAHCKNI TeppacHbIi caf XV-XVIII BekoB, dpaHLy3CKuiA NapTepHblid ca
XVI-XVIII BeKOB, ronnaHACKWIA OropoxeHHblin cag XVII ctonetns ¢ obwupHbIMK
H0TaHMYECKMMM NOCAAKAMM, aHTTIMIACKMIA Neli3axHbIi napk XVII-XIX BexkoB. 31w
TUMbI CMELIVBANUCH ¥ BAPbUPOBANUCh B Pa3HbIX CTPaHax 1 B pasHble 3roxu, ob-
pasys OCHOBY [N CO3[aHWs OPUTMHaNbHbIX aHcambnel. Cpean cafoBbIxX Kynb-
Typ BoCTOKa MeXayHapoaHYHO M3BECTHOCTb MOAYYMAM KUTACKas cucTeMa C ee
ynoaobneHnem mManoro caga 60nbWOMY NPUPOAHOMY Men3axy, anoHcKas, npe-
BpaTVBLIas Manblii Nen3ax B GUNOCOMCKM 3HAUNMbIV OBBEKT, U MyCy/IbMaHCKas
Tpaguums, N3BeCTHas NperMyLecTBeHHO No cagam umnepun Moronos XVII-XVIII
BEKOB C WX KpecToobpasHbIM MNaHOM 1 CNOXHOM BoaHOW cuctemol (Jellicoe et al,,
1986, pp. 211-212).

B cepeante XIX BeKa 3CTeTUKa UCTOPU3Ma U BypXKyasHble BKYCbl MPUBEIN
K 3KNEeKTVYECKOMY CMeLWeHUIO 31eMeHTOB UCTOPUYECKMX CTUNel. dopmupyeTcs
BHEMCTOPUYECKMI TUN MapagHoro cafa, KOTOPbIN CyLecTByeT A0 HaCTosLero
BpemeHun. Mexay cafioM 6puTaHCKo KoponeBbl Buktopun B OcbopHe 1 cafom
Typeukoro cyntaHa [lonvabaxye B CTambyne HeT CyleCTBeHHOM pa3HuLbl B Nna-
HUPOBKe, LIBETOBOM peLleHN U PacTUTENbHOM HamnoaHeHu. MogobHble cagpl,
CNYXKalye NPU3HAKOM POCKOLIHOM XM3HW, HEOAHOKPATHO MOSBASNNC B KUHE-
MaTorpade (3anbUOyprckunii cag Mupabens B MIO3MKNE «3BYKW My3biKi», 1965;
TUNUYHBIN Caf ANOHCKOTO CTUAS B NepBOit cepun dhunbmMa «Y6uTb Brnna», 2003).

OpHaKo ropasgo 6obLWMIA MHTEPEeC AN UCCNEeA0BaHUS NPeACcTaBNseT uc-
nosnb3oBaHe B hubMe UCTOPUYECKOTO cada 1 napka. B 3Ty rpynny BxoasT npo-
V3BefeHNs NaHAWadTHOrO MCKYCCTBA, CO3AaHHble B paMKax yKa3aHHbIX UCTOpUYe-
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CKUX CUCTeM 1 obnagatoLLyve y3HaBaeMOCTbH0, a 3HaYMUT, COCOBHbIE MapKVPOBaThb
3N0XY U Cpefy, B KOTOPOW NPOUCXOAMT AelCTBYME. Yalle BCero B Ka4ecTBe HaTypbl
BbIOMPAIOT cafibl TOW 3MOXM, K KOTOPOM OTHOCUTCA CtoxeT. OHaKO BO3MOXHbI
¥ Apyrve BapuaHTbl, KOTopble ByayT NOKa3aHbl HYKe.

Mpobnemoii UcCnenoBaHus SBAsSeTC CTpaTervs MCnonb3oBaHus obpasa
MCTOPMYECKOrO cafia B CO3AaHUM HOBOTO, KuHemaTorpaduyeckoro obpasa. lNpu
oTbope MaTepuana BCTan BOMPOC O CTEMEHW UCTOPU3Ma, KOTOpast NMPOSIBASETCS
B hvbMax C UCMOMb30BaAHMEM UCTOPUYECKIMX CA0B. [TOCKONBKY CaloBOe UCKYC-
CTBO 3HaKOMO MNybMKe O4eHb Mano, OfiMH Caf MOXHO BblAaTb 3a Apyroi (Bo-ne-
BUKOHT B ponn LLaHTuniin, «BaTenb»), MOXHO CO3AaTb COOTBETCTBYIOLLMIA MOXe
06pa3 («fopnocTb 1 npeaybexaernes, Tenedunsm BBC) nnm BbIBECTU KOHKpeT-
HbI1 Neri3a)K B CUMBOMMYECKOe NPOCTPaHCTBO («[1pounbiM neTom B MapueH6ba-
ge»). Micnonb3oBaHne Mano M3BECTHOrO cafja B Ka4yecTBe MOCTOSIHHOW HaTypbl
Tenecepunana MOXeT NpyAaTb eMy OrPOMHYIO MOMYNSPHOCTL (BUneTsl Ha nocelle-
HWe aHrWICcKol ycaabbbl Xalknep Kacn, cHaslielcs B ponn Ab6aTcTBa [JayHTOH,
NOMb3YIOTCS XNOTAXHbBIM CNPOCOM). TTOCKONbKY MCTOPUYECKIIA caf caM no cebe
ABNAETCS NPON3BEAEHNEM UCKYCCTBA, CNOXHON KOMBUHaLMen 0bpa3os, co3aaTte-
M hUNbMOB HEN3BEXKHO BCTYNAOT B AMANON C 3TUMKU 06pa3amu. 3putenm BUasT
pe3ynsraTbl 3TOr0 AManora, CKpelleHve Anbo NpoTMBOBOPCTBO ABYX XyAOKe-
CTBEHHbIX Npou3seaeHuin (KaueHko, 2019, ¢. 366-374). linanor mMexay 06pa3om,
KOTOpbIV NpeanaraeT caf, 1 06pa3om caga B dhunbme, TpaHchopmaums obpasa
MCTOPUYECKOTO Cafa ABNSETCS TEMOI JaHHOW CTaTby.

Tum BepToH, TaroTetlowmnii K 0bpa3am MacCcoBOM KynbTypbl, OTBEN Cafjam
CYLeCTBEHHOE MEeCTO B ABYX CBOMX unbMax. fepoii dunbMa «3aBapa — pyKu-
HOXHWUBI» (Edward Scissorhands, 1990) BbICTpUraeT Ans XUTenein ropoaxa anKo-
BMHHBIX XKXMBOTHbIX 113 3€N1€HM. 3TO He AeKopaums: CKybNTYpbl CHATbI B OAHOM 13
M3BECTHbIX aMEPUKAHCKYIX TOMMAPHbIX MapKOB, «Caf 3eeHbIX UBOTHbIX» («Green
Animals Topiary Garden») B MopTcmyTe, WwTaT Poa-AineHa. durypsl bsinm co3aa-
Hbl 1BYMSI MOKONEHUAMM Bnafensles B 1905-45 ropax. B dunbme «Hapnm n wo-
KonapHas abpwika» (Charlie and the Chocolate Factory, 2005) repon nonaaatot
B Caf, CNafocTelt C caxapHOi TPaBOM M LOKONAAHOM PEKO. HUKaKmnx nctopuye-
CKUX anto3unid B 3TOM neii3axe HeT.

McTopuyeckue caapl Yalle Bcero hurypupytoT B hunbmax buorpadmyecko-
ro »aHpa. OHW MOTYT BbICTYNaTb B COOCTBEHHOM POAN MO0 B Ka4ECTBE YCOBHOM
cpefpl, COOTBETCTBYIOLLEN 3Moxe. bonee CNOXHBbIN U XyA0KECTBEHHO NePCNeKTB-
HbIi CNOCOH MCMONb30BaAHWS NCTOPUYECKOTO Cafla — NpeBpaLleHyie ero B CUMBOJ
¥ fanbHeilas MHTepnpeTaLms 3Toro cMMBona. K coxaneHuio, B 0Te4eCTBEHHOM
KMHO O4YeHb HEMHOIO MPUMEPOB TBOPYECKOrO MCMOb30BaHMS 06pasa McTopu-
Jeckoro caga. B 3anagHoM KuHematorpacde MOXHO BbIAENUTb HECKOMBKO THMOB
avianora c cafiom:
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1) 3HaKoMbIiA cafl: Bepcanb, «3axBaT BnacTv /ItofioBUKoM XIV».

2) TUNWYHBIN cap: aHrnitcKne caabl, «Mouenyin 3mes», «<bapput JIMHAOH>.

3) HaumoHanbHbIM CagoBblil CTUAb: TenedunbM «fopaoCTb v Npeaybexne-
Hue».

4) CapoBas cpefa: «TaiHblii caf», 1993, «doToyBennyeHmne».,

5) Can B ponv apyroro cana: Bo-ne-BuKkoHT B ponw LLaHTuin, «Batenb.

6) Cang B VMPOHMYECKOM WHTepnpeTauuv: perynspHbolii can pymbpunax
Mneic, «<KOHTPaKT prYCOBaNbLLMKa».

7) Cag B CUMBOMMYECKOW WHTEpnpeTauum: MIOHXeHCKUA HumdeHbypr,
«MpownbimM neTom B MaprieHbane».

8) Can Kak OTCYTCTBYIOWMIA CUMBON: «BETOHHBIN caay, «Cap Annaxa», «Kpac-
Has MyCThIHs».

9) Cap Kak abcTpakuums: «<MeTpononucr, <Monyanmeoe 6ercTBo», «McToy-
HUK» 1. ADOHOCKM.

Mbl pacCMOTPMM 3TV BapuaHTbl C TOYKM 3PEHUS TeX TBOPYECKMX BO3MOXK-
HOCTEM, HOBbIX XYAOXKECTBEHHbIX CPEACTB, KOTOPbIE OHU AAlOT pexuccepam. Mmno-
Te3a MCCNefoBaHMs COCTOUT TOM, YTO MaKCMMasnbHO 60raTbiM ¥ MHTEPECHBIM MO
pesynsratam OyayT BapuaHTbl 6-9, B KOTOPbIX MPOUCXOAMT Hanbonbluee onocpe-
[0BaHWe HaTypbl Y MPUMEHSIOTCS Hanbonee ToHKMe 06pa3Hble CPeacTBa.

2. CAA KAKHACTb HALUMOHANBHOTO CTUNA XXU3HN

Cap B ponu camoro cebsi, Kak NpaBuio, UAMOCTPUPYET UCTOPUYECKYIO CLie-
Hy. TaKoBbl MHOFOYMCNEHHblE NOsSBNEHUs Bepcans BO GpaHLy3CKOM KnHemaTo-
rpade, KOTOPbIM CMOCOBCTBOBANA PEKOHCTPYKLUMS Manoro caga v napkos Tpu-
aHoHa nocne yparaHa 1999 roga — «Koponb TaHuyeT» (Le Roi danse, . Kopbbo,
2000), «Mapus-AHTyaHeTTa» (Marie Antoinette, C. Konnona, 2006), «<Bepcanb. Me4Ta
kopons» (Versailles, le réve d’un roi, T. BunncTtu, 2008), «Hebonblioi xaoc» / «Bep-
CanbCKnii pomaH» (A Little Chaos, A. Pukmat, 2014). IHTepeceH, B TOM Yyncae 1 ans
NCTOPWK cafioB, 60MbLONV KOCTIOMHbIA hunbm Cawa MMTpu «Ecam 6 Bepcans no-
Befan o cebe» / «TaliHbl Bepcans» (Si Versailles m'était conté, 1953). 3neck B nony-
cepbesHoli hopMe 1306paxeHbl OCHOBHbIE INOXM XN3HK Bepcans, OT OXOTHUYbe-
ro napka 1o ®paHuy3ckoit PeBontounu, 1 3athKCMPOBAHO COCTOSHUE aHcambns
1 ero pacTuTenbHbln MUp Ha 1952 roa (Puc. 1, 2). B duHanbHoM clueHe repon pas-
HbIX 3MOX CMYCKaKTCs Mo JIECTHULE B CTO CTYMNEHel, NOBTOPsis KOMMNO3MUMIO 06-
noXKku rpacudeckoit cepun A. beHya «Bepcanb» 1922 roga. B poctoBepHoM 61o-
rpacduyeckom dunbme P. PoccennHum «3axeaT Bnactv liogosukom XIV» (La Prise
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de pouvoir par Louis XIV, 1966) noKa3aHbl 3Tanbl CTPOUTENbCTBa aHCaMbns v ero
rocyfapCTBEHHOE 3Ha4YeHVe.

Puc. 1. Kagp 13 punbma «TaliHbl Bepcans», 19531

TUNUYHBIN cad, ONNUETBOPEHUE 3MOXU MOXKET UrpaTh B XYAOKECTBEHHOM
bunbme BecbMa H60nblUyo posb. O600LLEHHbIN 06pa3 aHMMUIICKOTO Ner3aXHOoro
napka siBNSeTCs HeoTbeMIEMON YacTblo 3HaMeHUTOro TenedunsMa «[OPAOCTb
v npegybexaenne» (Pride and Prejudice, C. 1aHrToH, 1995). Co3gatenv dpunbma go-
CKOHaNbHO 3HanM UCTOPUYECKYIO U reorpaduryeckyio KaHBY poMaHa, 13gaHHoro
k. OcTvH B 1813 roay. MucaTenbHULa 60MbLIYIO YaCTb XU3HW NPOBena B ropoae
Bate, 1 MHOTVe cafbl ¥ TOPOACKME Nel3axu dunbMa CHATbI Ha tOro-3anage Ax-
rnvn (Conklin & Birtwistle, 2003, pp. 22-27).

LIcTouHVK n30bpaxeHus cM.: URL: https://www.kino-teatr.ru/kino/movie/euro/22185/foto/i2/
(06.02.2022).
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Puc. 2. A.H. BeHya. O6n0xkKa anbboma nuTorpaduii «<Bepcanb», 19222

Ponb ropofka, Bo3ne KOTOPOro Xunu beHHeTbl, cbirpana aepesHs J13KOK,
pacnonoxerHas psagom ¢ batom. CTpacTu repoeB pa3BopayvBaloTCs Npenmylie-
CTBEHHO Ha 03epe 1 B NaBunboHax CToypxeaa, Bblgatolerocs Nel3axHoro napka,
TakKe Haxofsllerocs Heganeko oT baTa. TpyaHee bbi10 HalTK B Mepy 6oraTtoe no-
MecTbe, nogxoasilee Gutuyvnesamy [apcu. Ha ero pons 6bina BeibpaHa ycagbba
Naiim Xonn (Lyme Hall). MpaBaa, oHa HaxoauTcs Ha CeBepe, Bo3ne MaHyecTepa.
3aTo ee BHyWMTENbHbIV hacag, OTpaxaroWmincs B Npyay, U XONMUCTbIE Aanu nap-
Ka MOMHOCTbHIO COOTBETCTBOBANM OMMUCAHUIO MMeHUs Membepnn B pomare [DxeliH
Octnt (Puc. 3). BoraTblii aBOpeL, CnecuBol TeTku reposi, KaTpuH ae bepr, cooT-
BETCTBOBaN KpynHbIM hopmam ycanebHoro goma bentoH Xayc (Belton Haus). Mo-
Ka3aTenbHO, YTO BBICOKO KyNbTypHash paboTa CbeMOYHOW rpynnbl MO CO3AaHMI0
cpefbl KMHOpPOMaHa Mpoxoawna B TECHOM COTPyAHWYecTBe C HauvoHanbHbIM
MNoneunTensckmnm Cosetom AHMuK (Cokonos, 2018, c. 592-603) — koMMepYeCKon
61aroTBOPUTENBHOM OPraHu3aLmen, KoTopas NpeaocTaBuna Ans CbeMrm 24 CBo-
vx obbekTa. B oTnnyme oT ronnnsyackoro unbMa «fopaocts u npegybexaeHmne»
(P. NleoHapg, 1940), rae AeNCTBYE NEpPeHeceHO B BEIMKOCBETCKME Cepsl, a cag no-
SBNSETCA TONbKO Kak ycnoBHas gexkopauus, unbm 1995 roga ctan namsaTHUKOM
AHIVIACKOW KyNbTYpbl, B TOM YUC/E 1 CAf0BOM.

2 VicTouHmnK n3obpanenus cm.: URL: https://antikvaria.ru/product/benua-antikvarnyy-albomver-
sal-1922-god/#pid=1 (06.02.2022).
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Puc. 3. Kagp n3 Tenedumnbma «fopgocTb 1 npegybexaeHne», 1995.
CueHa cHsATa B ycafbbe /laiim Xonn®.

Bonee NpuBbIYHLIV A5 KMHEMaTorpada cnocob cosfaHns cagoBow Cpegsl
xapaktepeH ans dunsma CTaHnn Kybpuka «bappu NinHaoH» (Barry Lyndon, 1975).
icTopwis MpNaHACKOro IOHOLWK, CTaBLIero opuLEepoM v NPoXoaMMLEM, HaYMHaeT-
S CpPeAV NETHUX 03epHbIX Ne3axeit. [1ns Toro, 4Tobbl NoKasaTb ero HeMbICIMMoe
60raTCTBO NMOC/NE KEHNUTLOBI, CbeMOYHAs rpynna UCnonb3yeT rpaHavosHble hop-
Mbl IBOpLA 1 Napka 3amka Xosapa (Castle Howard) (Cokonos, 2020, c. 120-128).
LieHnTensm nctopmmn Obina 13BecTHa UCTOpWs poda Yapnb3a XoBapaa, rpada
Kapnaiina, NOTOMKM KOTOPOTO BNaAEIoOT MOMECTbEM [0 CUX NOP, HO MVIbM Obin
paccyuTaH He Ha aHMMUICKUX 3HAaTOKOB. 3aMOK X0OBap/, KaK y3HaBaeMblii 1 UCKH0-
4MTENbHbIN NO MaclTaby aHcambb CTAHOBKACA MECTOM [EACTBUS O4eHb Pa3HbIX
cunemoBs. Cpean HUX — ABe 3KkpaHu3aumny «<Bo3spalleHns B bpaiacxen» MsnunHa
Bo (Brideshead Revisited, 1981, 2008) 1 fgaxe komeans «LLINMOH ¢ X0NOAHbLIM HO-
com» (The Spy with a Cold Nose, 1. MeTpu, 1966), rae aBopeL, Urpan ponb Xpama
Bacunwusa bnaeHHoro.

MHorpa cagoBast HaTypa BbIOMPAETCs C y4ETOM UCTOPWM ee Bnafesbles.
B pomaHe 3Ha MakioiieHa «/ickynnervie» geiicTeue HadmHaetcs B 1935 ropy
B CTAPMHHOM 1 3aMYLLEHHOM UMEHUW, 13 KOTOPOTO repoun PasHbiMU NyTaMuM Nona-
[atloT Ha Bropyio Muposyio BolHy. CbeMoyHas rpynna 00Hapyxmnna noaxoasiiyio
ycanpby B hoToapxvse xypHana «Country Life». Kak pa3 k aToMy BpeMeHu Hacnep-
HULa umeHus CToken KopT (Stokesay Court) 3aBepluvia NpoTMBoOaBapuiiHble pa-
60TbI B JoMe. Ero BUKTOPUAHCKNIA 061K BbIn OMONHEH JekopaTopaMy, a B Yally

*cToYHMK n30bpaxeHns cm.: URL: https://www.bbc.co.uk/programmes/b009016x (07.02.2022).
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(boHTaHa NoMecTVNM Konuio TpUTOHa bapoyuHOTro ckynbnTopa [xaHnopeHLo bep-
HWUHW, KOTOPasi YNOMsiHyTa B pOMaHe. Pe3ynsTaToM YCUAniA Mo COBMELLEHMIO ABYX
06pa30B NOMeCTbs CTaNn HOCTaNbrMYeCKnii 0bANK NETHEro cafa M napka, CMMBO-
nnYecKas aoMMHaHTa Bcero dunbMa «Vickynnenumes (Atonement, [x. PaiiT, 2006)
(Puc. 4).

Puc. 4. Kagp 13 punbma «MckynneHune», 2006. PoHTaH B uMeHun CTokcn KopT,
LOMNOSHEHHbIN CKYNbMNTYpPON-geKopaLmeir*

«Mouenyii 3mes» (The Serpent’s Kiss, ®. Pyccno, 1997), Mano 3ameyeHHbl
dunbM 0 cape, CoXeT KOToporo 61130k «KOHTPaKTy pUCOBanblLyvKa», MHTepe-
CeH NOrpyXeHrneM B AaBHIOKD 3NOXY Caf0oBOro CTPOUTENLCTBA B bpuTaHuu. fepoi
vnbMa, 6oraTblil ¥ 3KOHOMHbIV NpeanpUHYMaTeNb, pellaeT Nopa3nTb CBOIO
Cynpyry HOBOMO/HbIM CaflOM B rOANaHACKOM cTune. Takum obpa3om, pedb uaeT
06 3noxe, Koraa perynspHble UBeTo4Hble cafpbl fonnaHanm 6binn HOBUHKOM, TO €CTb
o cepenmHe XVIl ctoneTus. MpriexaBLunii No BbI30BY NOAO3PUTENBHO MONOAOW ron-
NaHACKNUI CaaoBOA C 3HTY3Ma3MoM 6epeTcs 3a Aeno, 1 caf NosBnseTcs byKBanbHO
Ha rna3ax BnagensLes. OHaKo OH KpalviHe He HPaBUTCS WX 104epy, NPUBbIKLLIEN
K ecTecTBeHHbIM 3apOCNsaM Ha Kpat UMeHUs. MUCTUYeCKUin yparaH pa3pyliaeT
napTepbl U OpaHXepeun, a Monoaol ronnaHael, NpU3HaeTcs, YTo OH BCEro Anlib
NOMOLHVIK C3A0BOr0 MacTepa, v yoeraeT U3 MeHust BMecTe C 1eBYLIKON. B dunb-
Me CHST He HaCTOSLMIA «roNNaHaCKMin» caa (Tem Bonee, 4To B BpuTaHUmM UX Noy-
TW He OCTanochk), a ero TUNUYHbIA 0BAKK. ITOT yoeanTensHO BbiMaasWniA cag,
B DunbMe CTPOUTCS, pa3pyliaeTcs, BOCCTaHaBAVBAETCS, a ero Knymba co 3me-

4 WcTouHnK wm3obpaxeHns cm.. URL: https://stokesaycourt.com/about/house/atonement/
(07.02.2022).
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€M, KyCalolnM COBCTBEHHbIN XBOCT, CAYXKUT MPYXUHOW ETEKTUBHOTO CHOXKETa
(Puc. 5).

Puc. 5. Kapp u3 dpunbma «Mouenyii 3mes», 1997°

Ha3wupaTenbHas UCTOpUS Kanpyr3HOW AeBOYKM, KOTopast nocae rmbenn po-
AVTENein nonana B MpavHyko ycaasby CBOEro Asav, HO CMOra co3aaTh Ans cebs
v 0N APYrvX ManeHbKuUi pal B 3anyLIEHHOM CaviKke — CIOXeT [eTCKOK NoBeCTU
®p3aHcuc bepHeTT, onybavKoBaHHOM B 1911 roay. AMepuKaHcKas nucatenbHULA
XOPOLO 3HaNa XM3Hb aHMUIACKOW ycaabbbl. Ha3BaHne noBecTn «TalHbIl capy
(Secret garden) cBsi3aHO C AaBHel TpaguuMelt ycTpaviBaTb Henoganexky oT fioMa
OFOPOXEHHbI Cafl, B KOTOPOM MPYKTbI 1 OBOLLM CO3PEBAIOT ObICTPEE 13-33 OTCYT-
CTBUS BETPA. TV CaMKM 4aCTO Ha3blBaM «TaliHbIMW» B MOAPaXaHNe YaCTHbIM Ca-
AaM uTanbsHcKux Bunn («giardino segredo»). Mapw, reponHs noBecTu, 0bHapyxu-
BaeT TaKoW cafl 3anepTbiM 1 3a0POLEHHbIM, KaK MOTOM BbISICHSIETCS, 13-3a CKOpOU
AA4M No yMepLleit cynpyre, KOTopas NpoBOAMNAA B HEM MHOTO BpeMeHU. He 3Ha-
foLLMe 3TUX peanuii NepeBOAYVKM Nepefenant 3arnasme B <TaMHCTBEHHbIV Cafy.

Cpean HEeCKONBKMX UTPOBBIX 1 aHUMALMOHHbIX (DUBMOB Ha CIOXET bepHeTT
Bblaensietcs pabota ArHewkwu XonnaHg (The Secret Garden, 1993). Hatypolt ans

®MicTouHwmK n3obpaneHus cm.: URL: http://www.iftn.ie/filmography/byyear/1997/?actl=record&a
id=70&rid=1730&tpl=filmography_dets&only=1&force=1 (08.02.2022).
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TUNUYHOTO aHMNIACKOTO NOMeCTbs Nocnyxuna ycaasba AnneptoH Kacn (Allerton
Castle) B ViopKwype, rae coyeTaloTcs NceBAoroTUYecKnii ABOpeLl, perynspHbIii
napTep BMKTOPUAHCKOW 3MOXM W XOAMUCTbIE Aanu neisaxHoro napka. B dunb-
Me NOAYEPKHYT KOHTPACT MEXIY TEMHbIMY KOMHaTaMu 3aMKa W WIPOKUMU NpK-
POAHbBIMM NaHOpamaMu. 3apoCLine CTeHbI «TalHOro cafa» CyMpayHbl, HO BHYTPK
OH MOSOH CBETa, a Noc/e Havyana paboTbl Mapu v ee Apy3ein — v UBETYLLMX pacTe-
HWI. 30eCb NPOUCXOAMT YYAO: CbIH XO391Ha, IKOBbI Her3ne4ynMo 6onbHOM, BCTaeT
Ha HOTW U HauYMHaeT XM3Hb 06bIYHOro pebeHka. B dhuHanbHoM cleHe CKBO3b Npo-
eM B CTeHe MaNeHbKOoro cafmKa BUaeH WNPOKMn CBOBOAHbIN Neli3ax, re paaocT-
HO TaHUytoT repou dunema. Obpas cafa 3aeck faH 0606UeHHO, HO aHMNIACKKIA
KONOPUT SPKO BbIPAXKEH.

3. CAA B PO/ APYTOIro CAAA: OT OBPA3A K CMMBOJTY

Ha npumepe dunbma «flouenyii 3mest» MOXHO BWMAETbH MPOLECC yxoAa
OT KOHKPETHOW CafloBOM HaTypbl K ee 0NoCpeioBaHuUIo, MHTepnpeTaLmm. 310 NyTb
K cMMBONMYeckoMy 0bpasy cafa. OfHaKo BO3MOXEH OTXOf OT UCTOPUYECKON KOH-
KPeTHOCTW 1 6e3 crmMBOAMYecKKx 0600LeHniA. Cag B ponuv Apyroro caga — Kak npa-
BWNO, BbIHYXAEHHAs CUTyaLus, MpU KOTOPO 3aMeHy CTapatoTCst He MOAYEPKHYTb,
a CKpbITh. [MonydaHTaCcTUYECKINiA CloXeT PpaHLy3CKoro Gunbma o MacTepe 3penmiy
¥ kynnHape ®paHcya BaTene («BaTtenb», Vatel, P. Mxodde, 2000) Tpebosan nokasa
WaHTuim (Chantilly), nmeHns Benukoro KoHge. MonkoBoaeLl 3arnaxusaeT CBoe
yyacTue B BbICTynaeHUn npoTue /ltoaosuka XIV, ycTpansas B ero H4ecTb MblliHbIK
npa3gHuk. OgHako 3amMok WaHTuiin 6bin ¢ Tex nop nepecTtpoeH, B nepuopg dpax-
Lly3CKOV PeBoNtoLMmn pa3pyLieH 1 OTCTPOeH B YCIOBHbIX CPeHEBEKOBbIX POpMax
b B 1880-x rogax. OT NpexHero perynsgpHoro napka, co3faHHoro AHape /leHo-
TPOM, OCTanCs TONbKO NapTep BO3/e KaHana, BOCCO3/laHHbIM B OOLLMX YepTax.

Co3naTeny hunbMa 1EMOHCTPUPYIOT B TUTPaxX AafbHUI BUA Ha 3aMOK, a B
HaTYPHbIX CLieHax MCnonb3yoT napTepsl Bo-ne-BukoHT (Vau-le-Vicomte), KoTopebii,
C Of4HOW CTOPOHbI, MPeKpacHO NpeAcTaBseT CTUAbL /leHoTpa, HO, C 4PYroi, XOpo-
L0 M3BECTEH ThicA4Yam NOCeTHTeNel 3Toro aHcambns. OnepaTop cTapaeTcs dpar-
MEHTMPOBATh Me3aX, 3aropaxmnBaeT ero NpasaHUYHbIMKU AekopaunsaMmn. OaHako
B Ky/IbMUHALVOHHOW ClieHe — NUPLIECTBO Ha TeMY MOPS U ero 1apoB — HEObXo-
AviMa bbina Bnevatnstolwas HaTypa. Eil cTan rpoT Ha AanbHelt CTOPOHe KaHana
B Bo-ne-BukoHT. Taknm 06pa3oM, B duabMe BMECTO UCTOPUYECKmnx hopM OAHOrO
3HaMEHWTOro NapKa NoKasaHbl GparmMeHTsl APYroro, co3aatoline y 3puTens oveHb
npubansnTenbHoe BnevatneHre o dpaHLy3ckom ctune anoxu Kopons-ConHua
(Punc.6,7).
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Puc. 6. Kagp u3 dunbma «BaTtenb», 2000. durypa repos 3acnoHsieT 3aMoK Bo-ne-BukoHT,
MOCKOJbKY fleNCTBUE MPOUCXOAMT B ycaabbe LLaHTuinmn®,

Puc. 7. Bug 3amka Bo-ne-BuKoHT oT kaHana. ®oto b. Cokonosa. 2014. ApxmB aBTOpa

KuHematorpad lMuTepa puHY3st NOCTPOEH Ha MPOHWM MO OTHOWEHWIO
K KyNbType 1 Ha AEKOHCTPYKLMN YCTOSBLUMXCS LieHHOCTel. B dunbme OKMBOT ap-
xuTekTopa» (The Belly of an Architect, 1987) npoceccop, ycTpausatounii B Prme
BbICTABKY MPOEKTOB 3TbeHa-/lyn bynne, ogepmm coBCTBEHHOW 60Me3HbIO U
M3MEHOW MeHbl. 3Ta KOHTPKYALTYPHAsh KOHLEMLUMS NEXUT U B OCHOBE WWPOKO
M3BECTHOTO, BM3yanbHO 3dhdeKTHOro AeTeKTnBa «KOHTPAKT PUCOBaNbLLMKaE»

® cToYHMK n3obpaxeHns cm.: URL: https://www.imdb.com/title/tt0190861/ (08.02.2022)
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(The Draughtsman’s Contract, 1982). Kak 1 B «[louenye 3mes», [eliCTBME OTHECEHO
K 3Moxe, Korfa perynsapHbIi cag ronaHAcKoro TMna cYnTancs MOgHOM HOBUHKOM.
BpeMsi 0603HaueH0 TouHO — 1694 rof, npeaasepue anoxu MpocselleHns 1 «nei-
32)XKHOW PeBOMOLMM». B KayecTBe HaTypbl ObINO BbIOPaHO NoMecTbe MpyMbpUaxX
Mneiic (Groombridge Place) B toxHOM aHruiickom rpadcTee KeHT, nmetollee
OAMHHYIO MCTOPUIO M COXPaHUBLUEE OCHOBHbLIE POPMbI PErYASIPHOTO WNanepHo-
ro cafia. MpauHoBaTbli 061MK ycaabbsl HpaBuncs ApTypy KoHaH [oiiny, KoTopbiit
chenan ee MeCTOM AeNCTBUS pacckasa «[loanHa CTpaxa» 1 MOBEeCTU O Npu3pakax
«Y rpaHn HEBEAOMOTOY.

Kak 1 B BOMBLWMHCTBE KPYMHbIX aHMUIACKIX MOMECTUI, PeryaspHbli cag
FpyMBpUIK TNENC OKPYKEH OTKPBITbIM MEN3aKHBIM NapkoM. COrNacHO CIOXeTY,
X034/iKa foMa YNpallMBaeT M3BECTHOMO XYAOXHMKA CAenaTh PUCYHKU UMEHWS,
KOTOpble HEOOXOAUMbI e/ ANs NPYMUPEHNS C AaBHO He BO3BPaLLaIOLIMMCS Cymnpy-
rom. Muctep HeBunn (a B 4eACTBUTENBHOCTU CaM [PUHY3I, NpodecCcnoHanbHbli
XYOXHWK) 3apMCOBbIBAET WECTb BUAOB Cafia ¥ ;oMa CO CTPaHHbIMK aTpubyTamu,
BPOAE Cyllallerocs 6enbs U NPUCTaBAEHHON K CTEHE NeCTHULbI. 3aTeM BbISCHSI-
eTCsl, YTO NPONaBLINIA Cynpyr 6bi1 YOUT 1 BpolleH B POB Nepes KOHHOM CTaTyel.
Ha 3TOM KOHe HeT BCafiH/Ka, ero Po/ib UCMOMHAET 3A0POBEHHbIV AVKUA My»4YUHa,
KOXa KOTOPOro OKpalleHa B LiBET CTapolt HpoH3bl. CaM e KOHb HanmoMUHAET Tak
¥ He 3aKOHYEHHbIN /leoHapao Aa BrvH4un MoHyMeHT /logosumko Cdhopua B MunaHe.

Bce HauumHakoT, BCepbe3 MO0 NPUTBOPHO, NMOAO3PEBATL B YOUIACTBE Apyr
apyra. VIHUUMaTVBY B OTHOWEHWSX C PUCOBAbLLMKOM NEpexBaTbhiBaeT Aoub you-
TOrO, KOTOPOW AN COXPaHEHMs 3a COHOI0 MOMECTbsi HeobXxoaMMOo 063aBecTUCh
HacneaHUKOM. BTopast cepuisi, Takoke 13 LeCTU PUCYHKOB, HaMeKaeT Ha yOuicTBo
ellle bonee SIBHO 1 B TO e BPEMS ABYCMbICIEHHO. XYAOKHUK ye3xaeT, HO NOTOM
BO3BpALLAETCs N0/ CTPaHHbIM NMPEAIOroM: B KOHTPaKTe Bblf YyNOMSHYT TpUHaaLa-
ThIA PUCYHOK, AN OTOPaKoBKM. OH eNaeT BbINMONHUTbL B Ka4eCTBE 3TOMO CHOKETa
BW[, POKOBOTO 6acceliHa U KOHHOM CTaTyw. TpuM rpaHata, KOTOpble OH NMpUBE3 B Mo-
AAPOK OT 3HaKOMOIO CalOBHMKa, TaKXe OKa3blBalOTCS POKOBbLIM CMBOIOM. [1o4b
XO39MKN 13[eBaTENbCKM OBbSACHSET eMy, CIOBHO LIKOMTbHUKY, YTO 3€PHO rpaHa-
Ta — aTpubyT MNPO3epnuHbI ¥ 3arpobHOMO MKPa, @ €ro COK 0603HaYaeT KPOBb.

Mocne 3TOro ANMHHbIE HOTAUUW U AUANOrK, KOTOPBIMX NOCTOSHHO OOMEHN-
Ba/VCb rEPOU, CMEHSIOTCS CTPEMUTENbHBIM eNCTBMEM. HeBuAn 3aprcoBbiBaeT
POB He AHeM, Kak cobupancs, a Houbto, Npw cBeTe hakenos. 3geck ero nogcrepe-
ralT pasbspeHHble 1 3aMacKNMPOBAHHbIE MYXUYUHbI, YNeHbl 1 APY3bst CEMbY, KO-
TOpble OCYWECTBASAOT Had HAM CUMBOMYECKYIO Ka3Hb. EMY 3a4MTbIBaIOT «TpeTuit
KOHTPaKT» — OCNenuTb, Pa30pBaTb OAEXAY U YMEPTBUTb, COPOCHB B TOT e POKO-
BoW poB. ClieHa HanoMmyHaeT npecnefoBaHune [loHa XyaHa MCTUTensmMu B onepe
MouapTa, HO 3[1eCb UMEHHO OHY, @ HE YCIIOBHbIE YepTu, CTAHOBATCS YouiLaMu
reposi. PUCYHKM MEPTBOIO XyAOXKHUKA KOPYATCs B OTHe. [IMKUiA YeNoBekK, [OXaaB-
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WWCb YXOA@ KOMMNAHWK, CNe3aeT C KOHSA U TAHETCS K PEAKOCTHOMY MAoMAy — Bbl-
paljeHHOMy B Tennwe aHaHacy. OTKyCWB, OH C OTBPALLEHWEM €r0 BbIN/EBbIBAET.
TaKkoB nocneaHnii kaap hunsma.

MCTOPUKM KMHO OTMeYanu, 4o MpriHy3i MobuT NpuayMsiBaTb MHUMO pas-
YMHbIE CMINCKN W KNaccuduKaLmmn, KOTOpble 3aTeM 0BHAPYXMBAIOT CBOK NOM-
HoCTb (KauleHko, 2019, ¢. 373-374). 3aecb YMCNOBOK Psf OCTAaTOYHO NPO3paYeH:
WeCTb PUCYHKOB ANs MaTepw, KOTOPbIe NUlb Cerka NpUOTKPbIBAIOT YMbICES,
WeCTb PUCYHKOB NS JO4epH, C ONACHBIMU AN MHOTUX NEPCOHANKEN HaMmeKamu,
V1 CaMOYBUIACTBEHHbIN PUCYHOK C MECTOM NpecTynneHus. Bo BTOpol cepum nosis-
NAOTCS fanbHUe BUAbI M OTKPbITbIE Nel3a)u, HO NOCAeAHWIA PUCYHOK 30bpaxa-
eT O4eHb TECHYIO CLIEHY — CTEHa, CTaTys 1 6acceiH.

[PUHY3Y NOAYEPKMBAET TeaTpanbHyo NPUPOAY peryaspHoro caaa, ero nep-
CMeKTUBHbIE BU/bl U 3e1eHble KyNNChl. Ha OfIHOM 13 PUCYHKOB B M1yOMHY CLEHBI
YXOAWT Psif U3 Tpex 06enncKoB. Koraa Aoy X0391MK1 FOTOBUT HATYpPY 1S PUCYHKa
«BTOPOr0 KOHTPAKTa», OHa NPOXOAMT 3a WNanepHsIMy CTeHAMK, BHE3aMNHO Nosis-
NSISCb TO TYT, TO Tam, U NOCTENEeHHO NPUBAMIKAETCS K MIONUTPY XyAOXHVKa. [1BOW-
Has paMmKa ero yCTPOWCTBa N9 PUCOBAHUS NOXOXa Ha NpuLen opyaus. Hesunn
NOBUT XVBOW Neli3ax TOHKUMW HUTSIMW PaMKK, CIOBHO NayTUHOK. Koraa apyrue
repouv mMsasT B 3TOT BU3MP, OHW C/IOBHO NMPUMEPSIOT PO/b NOBEAWUTENs CLEHb!
Ha cebs (Puc. 8).

Pexuccep akUeHTUpYeT NpUYyannBOCTb KOCTIOMOB, NapUKOB 1 NO3, 10BO-
s VX NOYTU 10 rpOTeCKa. Tak »e BOCNPUHUMAIOTCS CIOXHbIE, BblYypHbIE (hOpPMbI
[EePEeBbEB 1 KYCTOB. Heapyr xyAOXHUKa, Hemel, TanbMaHH, Ha ero pucyHKe npef-
CTaeT NOXOXMM Ha KpUBOE [1epeBO, a BbICOKMI NapuKk NogobeH KyapsiBoi Kpo-
He. TPUHY310 He MHTepeceH AManor Mexay ABYyMs BUAAMV NapKa, perynspHbim
Y Nen3axHbiM, KoTopble hurypupytoT B ero dunbme. OH NoaYepKBaET KOHTPaCT
MeXay KyNbTypoW, KOTOPas BbIMSAUT BblYYPHOW U HAPOUUTOMN, U AMKOK, BpyTans-
HOW Npupoaoii. Ee npencTaBnsatoT XMBOTHbIE CTPACTV obuTaTenein Nnpupoabl, xe-
CTOKMe yBrInCTBa Ha OHE M3bICKaHHbIX AMANOroB, rofblii YeNOBEK-CTaTys, Hamno-
MUHaWMA MUbUYeckoe YyaoBuLle B nabupuHTe. B hunsme «KHurm Mpocnepo»
(Prospero’s Books, 1991), cHaToM no «bype» LLlekcnupa, dhurypa KanvbaHa oveHb
6113Ka K «AMKOMY YenoBeky» 13 «KOHTpaKTa p1uCcoBanblUMKay, @ ManbymK Apuans
ONMUETBOPSIET 10OPYI0, HO CTOMb e ANKYIO CTOPOHY NPUPOAHbIX CTUXNIA.
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Puc. 8. Kagp 13 punbma «KoHTpaKT prcoBanblymka», 1982.
CueHa cHsiTa B ycagbbe Mpymbpumx Mneiic’

4, CAQl KAK CUMBO/IMYECKNIA OBPA3

CumBoOnMYecknin 06pa3 cafla co3aaeTcs B KnHemaTtorpade AByMs nyTsaMu.
OamnH 13 HUX Bonee NPOCTOM — Cafl MOKa3bIBAETCS Kak abCTpaKTHbIV 06pa3, Kak
BM3yanbHas naes. Bropoi nyTb CnoxHee — OH NpefnonaraeT CMBOAM3aLMIO, Xy-
[OXeCTBeHHOE NpeobpaxeHne KOHKPETHOrO, B TOM Y1C/e U UCTOPUYECKOro casa.
B 3TOM cny4ae TBOpYECKMIA KONNEKTUB dubMa LO/MKeH NOHMMaTb CpeacTBa ca-
[OBOMO MCKYCCTBA, Y4UTHIBATb €70 KyALTYPHYIO aypy. [03TOMY Mbl HAYHEM paccMo-
TpeHue ¢ GUAbMOB NepBOTro pofaa, rme 06pa3 cafa ynpolleH 1 abcTparnpoBaH.

OpfVH 13 NepBbix UNLMOB, rae caf ONULETBOPSET pail, a TexHnyeckas cpe-
Aa— afl, CHAT HeMelUKUM pexnccepom Gpuiiem NlaHrom. «Metpononuc» (Metropolis,
1927) npeacTtaBnseT coboi CnnaB yToNuW, aHTUYTOMUK, Hay4YHOM DaHTaCTUKW
v bunbma-KkaTacTpodsl. B aBToHOMHOM ropofie byayLiero 6oraun xmnyT B ballHsX,
a paboyne — B Cbipbix NOABaNax Bossne MaluH. Havyano dunbma BbIMSAUT Mann-
NINYECKN: CbiH Bnagenbla MeTpononwca urpaet ¢ AeBylWKamm B 3MMHeM cagy. 3ToT
Cafi HafeneH NnakaTHbIMY YepTammn 3eMHOTOo pasi: jepeBbs, UBeTsl, GoHTaH, bensle
naBAuHbl (Puc. 9). 3aTeM oHOLWa NONaAaeT B HUKHIME SPYCbl TOPoda U NPUXOAUT OT
HUWX B ykac. 30Ha habpyriK HanoMWHaeT afl, a Nbinatollas 4apom neyb B BOOLpaxe-
HUW reposi NpVHKMaeT 06aKK Monoxa, TpebyHoLLero YenoBeYeCKmxX epTB.

"NcTouHMK n3obpaxerus cM.: URL: https://web.archive.org/web/20100701184838/http://
petergreenaway.org.uk/draughtsman.htm (08.02.2022).
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Puc. 9. Kapp u3 dpunbma «<MeTpononucr, 19278

Ele oamH hunbM B xaHpe HaydHOM aHTacTViKu, rae caf Urpaet CUMBO-
nvdeckyto ponb — «Monvanusoe 6ercteo» (Silent Running, [. Tpambynn, 1972).
[eicTBre NoOMelleHO B Oyayllee, HayaBlieecs Nocae 3KONOrMYecKol KaTacTpo-
bl 3emnun. OrpoMHbIVi 3Be300NET MeffleHHO NeTUT K nepudepunt ConHeYHoM
CUCTEMbI, €0 1ParoUeHHbIM FPY30M SIBASIOTCS CTEKSHHbIE Nonycdepsbl C UCKyC-
CTBEHHbIMM cafiaMu. VX HyxHO cbepedb ans byayuiero. fepoli neneet cBou pac-
TEHUs, KPOSIMKOB U NTUL, HO HEOXKMAGHHO OT KOMaHOBaHWs NPUXOAMT NpUKas
— cBpOCKTh CafloBble 0a3MChl 33 6OPT U CMEHUTB KypC. He B cunax noguMHNUTLCS,
MO/IOA0OM acTPOHaBT yOMBAET CBOMX KOM/ET, @ MOTOM OTNPaBAseT NOCAEAHNI Caj
B GECKOHEYHOE KoCMUMYecKoe nyTellecTsme. Mocne rvubenu repos caf nonvisaoT
VI BO3AE/bIBAOT TPOraTesbHble POOOTbI-MALUHKN. IHTEPECHO, YTO 3eM1eHble 0a3U-
Cbl MOf, CTEKIOM He SBASIOTCA NN0A0M BOObpaxeHus. Pexuccep B3sa 3a obpasel
Kynon opakxepen boTaHmnyeckoro caga Muccypwu B ropoge CeHt-/lyunce. Mepso-
Ha4aNbHO ChbEMKM NNAHVPOBaNOCh NPOBECTU B APYrOM BOTaHNYECKOM MUKPOKOC-
Me — Kynonax napka Mutyen (Mitchell Park Domes) 8 Munyoku (Puc. 10-12).

8 McToyHmk wm3obpaxenns cm.. URL: https://documents.uow.edu.au/~morgan/metroa.htm
(08.02.2022).
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Puc. 10. Kagp v3 punbma <Monyanusoe 6erctso», 1972°

Puc. 11. Aduwa k punbmy «<Monyanusoe bercteo», 19721

® icTouHmnKk n3obpaxerns cM.: URL: https://www.imdb.com/title/tt0067756/ (08.02.2022).

0 NctouHnk mn3o6paxenns cm.. URL:  https://www.pinterest.ru/pin/568860996689295416/
(08.02.2022).

HAYKA TENEBUAEHUA 18 (4), 2022 87 THE ART AND SCIENCE OF TELEVISION


http://www.imdb.com/title/tt0067756/
http://www.pinterest.ru/pin/568860996689295416/

Puc. 12. 3kocdepa B leHye. doTo b. Cokonosa. 2012. ApxuB aBTopa

CioxeT kuHoapamsl JappeHa ApoHodckm «McTtoyHnk» (The Fountain, B poc-
CUICKOM npokaTe — «DoHTaH», 2006) — NOUCKM repoeM-BpayoM NeKapcTBa Ans
YMUPAIOLWEN xeHbl. PeanbHOCTb COYETaEeTCs 34eCh C ABYMS APYrMMU MVPaMU.
OfVH 13 HUX — pOMaH 06 MCNaHCKOM KOponeBe 1 Noucke [lpesa }13Hu B AMepu-
Ke, KOTOPbIM HEAONMCAHHbBIM OCTaBASIET repoto ero cynpyra. BTopoin — MucTuYe-
CKUIA NyTb Npeobpa)eHusi, Ha KOTOPbI OH CTPEMUTCS BCTYNUTb, B MUpe pomaHa
repor B 06114be MCNaHCKOro KOHKMCTaaopa pa3 3a pasoM MblTaeTcst NpopBaThCs
CKBO3b MXYHMM K [ipeBy }M3HK. Koraa 3T HaKoHeL, yaaeTcs, OH BCKPbIBAET KOPY
1 WaAHO NbET MAEYHbBIN COK. HO 3MKCKP He TONbKO 32XMBASIET paHbl, OH NOAHO-
CTblO MpeBpaLlaeT TeNo repos B rpyay 3eneHblX POCTKOB. B MeHTanbHOM Mupe
repoit nokasaH B 06AnYbe BYAANIACKOTO MOHaxa, NeTAWEro CPein Mex3Be3aHblX
MWUPOB B Npo3payvHol cepe. TaM CTOMT CTapoe 3acoxwlee AepeBo 1 YyTb BMAHA
Bofda pyybst. Korda repoi 4oCTUraeT NpoCBETNEHNS, OXMBAET U APEBHSS KPOHA.
3aKtoydeHre NepeHoCcUT CobbITUS B peasbHbIV NAaH — BPay POHSET Ha 3acHe-
KEHHYIO MOTWAY CYyNpYru Cyxoi nnofd 1 yxoauT. IpOCBETAEHME AaN0 eMY HOBbI
HaCTpoWt: He flepxaTbCs 3a Pr3nYecKoe beccMepTHe, a AyMaTh O IyXOBHbIX CBSA3SX
(Puc. 13-15).
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Puc. 13. Kagp 13 dunbma «McTouHmK», 20061

Puc. 14. Kagp 13 dpunbma «McTouHNK», 2006

1 cTouHMK n306paneHus cM.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).
2 \cTouHMK n306paweHus cM.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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Puc. 15. Kagp v3 dpunbma «McToYHMK», 2006

®unbM ApoHOMCKM HacbILLeH BUONENCKMU cMMBONamMu. lepeBo B Nnydax
3apw, K KOTOPOMY CTPEMUTCS repol, COOTBETCTBYET 3AEMCKOMY [peBy MU3HM.
NHpencKnii Boxzb, KOTOPbINA CTOUT Ha MyTW K HEMY, HANOMUHAET aHrena C OrHeH-
HbIM Me4oM BO BpaTax Jaema. [lep3kas nonsiTka BbIpBaTh Y [lpeBa beccMepTue
MPUBOAMT K NOMMOLLEHNIO CaMOT0 YeN0BeKa, ero NpeobpaeHto B pacTUTENbHYIO
CTVXUI0. B onbiTax no nonyveHunto 1ekapcTBa Bpayy MCNOMb3ytoT CMOMbI TPOMKYe-
CKUX 0EePEBbEB, Te CaMble, U3 KOTOPbIX M3roTaBN1BaNUCh eruneTckre 6anb3amel
VI XPUCTWMaHCKMIA nagaH. dopMa gepeBa W KoMYW NAOA B (DUHaNbHON CleHe
yKa3blBalOT Ha NMKBMAaMbap, aMbpoBOe AePEBO, M3BECTHOE CBOEI HNaroBOHHO
W LenuTenbHoi kameabto. Ero nnop, onyweHHbI B CHET, BUAWMO, HaMeKaeT Ha
NPUMVPEHVIE repost C HEBO3MOXHOCTBIO BEHHOW XMU3HW M HAlXK Y Ha CeMsl, KOTO-
pOE «eCNN YMPET, TO NPUHECET MHOTO nnoaa» (MoaHH, 12:24).

CvimMBONMYeckunii 0b6pas cafa — 1 0bpas ero OTCyTCTBUS — 3aHVMaeT Cylle-
CTBEHHOE MeCTO B KuiHemaTorpace MyikenaHmkeno AHTOHWOHW. B dunbme «Kpac-
Has nycTbiHs» (I Deserto Rosso, 1964) repouHs MeANEeHHO CXOAUT C yMa Ha oHe
YYOBULLHOTO MHAYCTPMANbHOTO nei3axa. Tpybbl, AblM, DOYKM, XUMUYECKYE Bbl-
Hpochl v nei3ax be3 enHOro AepeBa 1 eCTb ee «MyCTbiHsA», B «doToyBennyeHnm»
(Blowup, 1964) monopoit 1 npeTeHUro3HbI hoTorpad (BO3MOXKHO, ero 06pas no-
TOM OTPa3unics B xapakTepe repos «KoHTpaKTa prcoBanblinka») 4yBCTBYeT cebs
kaK pbiba B BOfie Cpefy ropOACKNX YL, CyMPaYHbIX KOMHAT, KOMMaHWIA 1 cobnas-
HOB. 3aexaB B aHTVKBapHYIO NaBKy Ha AanbHIOK OKpauHy /IOHAOHA, OH ClyYaliHo
BUANT BXOZA B ODLIECTBEHHbIN NapK ¥ ULLET CIOKETHI CPeAM ero WyMsLLMX BbICO-

B cTouHmK n3obparmeHus cm.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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KVX AepeBbeB. YBUIEB CTPaHHYto napy, Tomac CHIUMaeT v ee. [ocne cKaHaanbHOM
CTbIYKM CO BCTPEBOXEHHOM XEHLLMHOM OH BO3BpallaeTcs B 1abopaToputo, v Npw
CUNBbHOM YBENVYEHUM OOHapyXMBaeT HeobbluHble MOAPOOHOCTM — MYXUMHA,
KOTOPOTO OH CHUMAN, NeXUT YOUTbIN NOA AEPEBOM, @ CPeaV 3ef1eHN BUAEH CTBOS
nucToneTa. 3aTeM CHUMKYM MOXWLLAET Ta caMas 3acTUrHyTas XKeHWuHa, a Tpyn
K yTpy ncyesaeT. CUMBOMYECKOE UCYE3HOBEHME PeanbHOCTU 3aKkpennseTcs du-
HanbHOW CLEeHOW — rpynna MYMOB UrpaeT B Napke BOOOPaKaeMbiM MAYOM 1 Bbl-
HyxpgaeT dhoTorpada BKNOUYUTHCS B UTPY.

AHTOHWOHW CHUMaN CLeHbl ¢ youiicTBoM B MapuoH Mapke (Maryon Park),
TUNUYHON NPOryNoYHON 30He Ha fAanbHel okpauHe JIoHAOHa (OKpYr MPUHBKY).
Pexxunccepy HyxeH bbin He y3HaBaeMblli 06pa3, a cpeaa, Henoxoxas Ha TeCHbIN
ropofAcKoi Mup repost. OH BXOAMT B NapK CKBO3b psig 6oNMblLNX AepeBbEB, HaMo-
MUHaLWMX Nponunen. BeICTPO NPOIas CKBO3b 3apOCN, OH MOA LWYM NCTLEB BbI-
XOUT Ha 6ONLLION NNOCKNA BYAMHTPUH — YTOMNEHHbIA NapTep, rae pacnonoxeH
Y TEHHWUCHBbIN KOPT. 3aTeM OH CHVMaEeT NPsAYYLLYCs OT NtoAel napy C LWMPOKOK
NYXaNKK, Ha KOTOPOW CTOSAT NNLWb OTAENbHbIE AepeBbs, Kak 3TO W nonaraetcs
B neli3axHoM napke. CLueHa BbIMSANT ABYCMbICAEHHO: IyT KOHYaeTCst HeboNbLWMM
3360pOM, a 3a HUM BbICATCS ODMCHbIE 3aHKs CO CBETOBOI peKnamMoli. fepow Ha-
XOAATCS He B BeckpaliHeM 3en1eHoM Mype, a Ha Kpato ropo/CcKol LMBUAM3aLMN,
[OMa CNIOBHO MOAMMAALIBAIOT 338 HUMU. CHsHME BbIBECKM ByleT noka3aHo nos-
e, BO BPeMs HOYHOro npuesaa doTorpada B napk. YearHeHne okasbiBaeTcs
WNNIO30PHBIM — 3a BMOOAEHHbIMI CneaaT 1 ybuiila, n doTorpad, 1 ropoackue
KBapTanbl. CTpueHas MOBEPXHOCTb /1yra, KOTopasi BHOBb MOSBASETCS B 3aKM04M-
TeNbHON CLEHE, OKa3blBAETCA HEKOW «3e/1eHON NyCTbiHeW». IMeHHO OHa CyXWUT
(hoHOM Aans Ha3BaHMsa dunbma (Puc. 16-17).

Puc. 16. Kappbl 3 punbma «doToyBennyeHmne», 1964. CueHa cHsta B MapunoH Mapk, (puHBmy®

“YIcTouHMK n3obpaxerns cm.: URL: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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Puc. 17. Kappbl n3 unbma «doToyBennyermner, 1964. CueHa cHata B MapuoH Mapk, FpuHeny®®

CHSATbIN Yepe3s YyeTbipe roaa «3abpucku MoinHT» (Zabriskie Point, 1970) pa3Bu-
BAET TEMY «OMYCTbIHMBAHVIS» MMPA COBPEMEHHOTO YenoBeka. CTyaeHYeCKMiA OyHT,
NepexofaLnii B KpUMUHaNbHYO Apamy C YOUINCTBOM MOMULENCKOro, NpuBoauT
MOIOAYIO Mapy B NYCTbIHIO, KOTOPAs HOCUT SPKO BbIPaXXeHHbIV CHMBOMYECKNN Xa-
pakTep. HaTypHoW nocnyxuna kanndopHuicKas OCTONpUMeYaTensHOCTb — rop-
Has NycTbiHsg 3abpucku MolHT (Zabriskie Point), YacTe lonuHel CMepTH. Bo Bpems
NtOOOBHOW CUEHbI Hag NecKamu NOoAHUMAETCs NeC PyK — TaM MHOXECTBO TaKmx
e nonyronsix nap. focne rmbenu IHOWM AEBYLIKA NPUEKAET Ha BUAY CBOErO
6occa v BOArMM HEHaBUAAWMM B3rNAA0M ee B3pblBaeT. [1ycTbiHHas 06CTaHOBKa
FOCNOACTBYET B MUpE repoeB: POCKOWHAs COBPEMEeHHasi BUAAA PacrnonoxeHa
B MYCTbIHHbIX CKanax, HATAE HET HU LIBETOUKA, @ eANHCTBEHHbIN Cafi, KOTOPbI No-
Ka3aH B hunbMe, — PO3apuii YHUBEPCUTETA, e NPOVCXOANT NepecTpenKa c noan-
umel. MycTbiHSA U KaMeHb roCNOACTBYIOT Takke B hunbme «[podeccus: penopTep»
(Professione: Reporter, 1975), AeNCTBIME KOTOPOro HaunHaeTcs B Caxape, a 3akaHuu-
BAETCs B BbIHOKEHHOW COMHLIEM UCMaHCKON AepeBHe. MOXHO CKa3aTb, 4TO B Mupe
AHTOHWOHM BOMbLLYIO POMb UrPaeT He cafl, @ BONMIoLLee OTCYTCTBME caa.

5.«BMPOLWW/IOM rogy B MAPUEHBAE»:
PACTBOPEHWE CHOXETA B CAZJOBOW CPE/IE

OcCobblii MHTEpeC B WCTOMHMKOBEAYECKOM W XyAOXECTBEHHOM OTHOLe-
HUSX npeacTasnsieT GunbM «B npownom rogy B Mapuenbage» (Lannée derniere
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a Marienbad, 1961). OH CHAT NO ClEeHapuio-noBecTn AneHa Pob-Ipuite 6K3KUM
emy Mo fiyxy pexuccepom AneHoM PeHe. ABTOPbI CTPEMSTCS pacnbiinTb, obecc-
MbIC/IUTb CHOXET, JOBECTU NMEPEXMBAHNS 3pUTENS A0 aCCOUMATUBHBIX MPUNOMU-
HaHWI 1 CUMBOAMYECKKX 0006LWeHNIn. B 1961 rogy CLeHapUCT 1 pexuccep fanm
HonblIoe NHTEPBLIO XKypHany «Kaiie ae CrHeMa», OIHAKO OHO CTOMb e TYMaHHO ¥
HECCIOKETHO, KaK 1 cam ubM.

OCHOBOI NOBECTBOBAHMS SBSHOTCS BCTPEUM TPEX TEPOEB B OOCTAHOBKE T-
XeNoN POCKOLIM «bapOYHOI» FOCTUHLbI U ee cafla. My)4nHa «C UTanbSHCKUM aK-
LLEHTOM» MOCTOSHHO HAMEKAET KEeHLIMHE Ha NPEXHME OTHOLIEHWS 1 yNpallnBaeT
MX NPOAOMKMTL. MpauyHOM TEHBIO MX COMPOBOXAAET APYroN YEN0BeK, «TOT, KTO,
BbITb MOXET, Balll MyX», OCTa/lbHble 00UTATENN FOCTUHULBI MOYTU HEMOABVKHI.
imeHa repoes B cuyeHapun — X, A v M. [leiCTBME NPOUCXOANT CIOBHO BO CHE UK
HECKOHEYHO LIENM BOCMOMUHaHMIA. K TOMY e B CLIEHapUU BpeMs AeCTBIS OTHE-
CEHO K [IaBHO NPOLIeAWrM BpeMeHaM: «3T0, AOMKHO ObITb, Obi10 B 1928 mnun 1929
rofy. lNpaBga? HeBepoaTHO». 10 yKa3aHMto aBTOPOB, MOBTOPSAIOWMECS CLIEHbI Ha-
FHETAT 3MOLMOHANbHOE COCTOSIHME TepoeB, 1 BCTPeYa, KOTOPYIO XEHLLMHaA no-
Hayvany OTpMLLAET, MOCTENEHHO NOMOLLAET U UX AYLUM, 1 OBCTAHOBKY BOKPYT HUX:
«B “MapvieHbage” cHavana gymaellb, YTO HUKAKOro “mpoLnoro roga” He 6bi1o,
a NoTOM 3aMmeyaelllb, 4TO “NPOLWNbLIV roa” BCE 3aN0MHWMI, HTO Mbl BPO/E KakK B HEM.
K Tomy e gymaels, 4To 1 MapuneHbaaa He 6bI10, @ MOTOM 3aMeyvaellb, YTO Ha-
XO[M/CS B HEM C CaMoro Havana. CobbiTue, KOTOpPOe OTpULIaNna XeHLLVHa, B KOHLE
KOHLLOB BCe 3apa3unox»'®.

B MHOTOCNOMHON TKaHW GurabMa OrPOMHYIO PONb UrpaeT cag. B cueHapwmm
OH OMMCaH 04YEHb KOHKPETHO: «[1apK NPy 3TON rocTUHULE BbIN YeM-TO Bpofe cafa
BO (paHLly3cKoM CTune, be3 eanHoro aepesLa, 6e3 eAnHoro LBeTKa, 6e30 BCSKOW
PacTUTENbHOCTW». EAMHCTBEHHOE MeCTO B Cady, NpUBNeKatollee BHUMaHVe re-
POEB — CKyNbNTYpHAs rpynna, KOTOPOW KX/ U3 HUX 1aeT CBOe 0ObSICHEHNME.
fepoit X roBopuT: «OH yaep1BaeT Noapyry, YTobbl OHa He nofaoLwa CAULLIKOM
6113K0 K 0BpbIBY, @ OHa YKa3bIBAeT eMy Ha MOpe, PAcCTUNAIOWEECs Y X HOT A0
CaMOoro ropnsoHTar. [lepcoHax M xonofgHo yTouHseT: «3T0 cTatya Kapna TpeTbero
M ero cynpyru, Ho co3aaHa oHa, pasymeeTtcs, B boniee NMo3aHo0 3Moxy. M3o6pa-
eHa cleHa knsaTebl nepen CobpaHreM, BO BpeMsi npoliecca 06 naMeHes. Kaxablii
repor NpoeumnpyeT Ha CafoBYHO CKyAbNTYPY CBOM XENaHUs 1 CTPaxu.

[INsi CNOXHOW CMbIC/IOBOM U BU3YanbHOW KOMMO3MUMK HyXKHa Oblna 04eHb
TOYHO BbiOpaHHas HaTypa. CbeMoyHas rpynna Hawna ee B MioHxeHe. OCHOB-
Hble BU/Ibl MapTepa CHATbI B pe3naeHumMn baBapckux kyphiopcToB HuMdeHobypr

16 3neck v panee nHTepsbto («Cahiers du Cinémav, ceHTabpb 1961 1) UMTHPYETCS MO NepeBody Ha
AHIMUIACKMA Ha Beb-caiiTe Neugraphic: URL: http://www.neugraphic.com/marienbad/marienbad-
textl4.html (Bnepsble onyonnMKoBaHO Ha aHMMUIACKOM s3bike B xypHane «Films and Filming» B
tespane 1962 1, c. 39-41; nepesog Pelimorfa [roprHata, xypHan «Cahiers du Cinémav).
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(Nymphenburg). [ins Po6-Tpuite G610 BaXHO elle OHO ynoaobaeHne — UCKyC-
CTBeHHble BeTBM HapOYHOI NENHUHBI, KOTOPbIE CAVBAIOTCS C UCKYCCTBEHHOM XM13-
HbIO Cafia v TepoeB: OHU WYT CPean «OPHAMEHTa, CTEMOWErocs Nof NOTOKOM,
C ero BETBAMM U TMPASHAAMN, CIOBHO CTAPUHHOI MCTBOM». BOMbWMHCTBO ClUEH
CHSITO B MblWHbIX MHTEPbepax ABopLa B Lnsiicxalime (Schleissheim). OaHako «cTa-
PUHHas NCTBa» Takke Obina HageHa B HUMMbeHbypre, B NaBunboHe AManieH-
6ypr, CO30aHHOM BbIAAIOWMMCS apXMTEKTOPOM POKOKO PpaHcya KioBumite. 3epka-
na, BETBU 1 OXOTHUYbM TpOdew ero NnadoHOB SBASIOTCA NeTMOTVBOM ANCTBUS.

3yyeHne KappoB dunbMa MOKa3biBAET, YTO PEXUCCEP HE OrpaHM4mMnCcs
napTepoM HumdeHbypra. Buasl Ha caf C YepHbIMU CAMLWMTOBBIMU MUPaMUAKa-
MU (CKOpee Bcero, 3TO JeKopauuu, XK1BbIX A€PEBbEB TaM [AaBHO HET) MoKa3aHbl
C BbICOKOW NeCTHULbI ABOPLA. HO BMAbI Ha CaM ABOPEL, CHATbI B APYrOM aHcambne.
Mo-BuavMomy, AneHa PeHe He YCTPOW XapaKTepHbIiA, BBICOKMIA 1 x1BOW Npodunib
Asopua B HumMmdeHbypre, KOTOPLIN CO3faH C 3neMeHTaMu roanaHACKOro CTUAS.
Ponb cyMpayHOl rocTUHUUI B hUIbME UTPaeT WHUPOKMIA U NPU3eMUCTbIN dacag
Asopua B LnsiicxaliMe, He CTONMb 3HAYUTENBHOW 1 MEHEE YXOKEHHON pe3naeHUmnm
Ha Apyroi okpauHe MioHxeHa. MapTep Wnaiicxaiima He noaxoaun ans dbunsMa
N0 HECKONBKMM MpuYKHam. OH MOYTK MyCTOW, ero penbed v CTPYIKEHbIE pacTe-
HUS yTpadeHbl. Kpome Toro, naptep LnsiicxaliMa OKaHYMBAETCS MasbiM [BOP-
LIOM, KOTOPbIA OKPYXeH KaHanoM. Hu3Kkuii kackan Humderbypra, He Mellatomnii
HeCKOHEeYHOI NepcneKTrBe cafla, 3AeCk OKasancs ropasao yMecTHee. [eoMeTpus
cafia, COCTaBNEHHOrO U3 [1BYX PeasbHbIX CafoB, HACTOMBKO NPOAYMaHa, YTo CoBpe-
MEHHbI apxX1TEKTOP CMOT COCTaBMTb MAaH 3TOr0 HeCyllecTByoLero aHcamons’
(Puic. 18-21).

Puc. 18. Kagp 13 ¢punbma «B npowwnom rogy B MapreHbage», 1961.
CueHa cHsATa Ha napTepe pe3ugeHuun HumdeHobypr®

1 Sgolacchia R. Deconstruction of the Filmic Space—LAnnée derniere & Marienbad (Alain
Resnais, 1961). URL: https://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lan-
nee-derniere-a-marienbad-alain-resnais-1961/ (nata obpauerus: 08.02.2022).

% cTouHMK n30bpareHns cm.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Puc. 19. NapTep v gBopey, HuMdeHbypr. doto b. Cokonosa, 2012. Apxus aBTopa

Puc. 20. Kagp 13 dunbma «B npownom rogy B Mapuerbape», 1961.
CueHa CHsTa Ha napTepe pesugeHuuu LWnsiicxanm®®

9 YIcTouHMK n306pareHms cM.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Puc. 21. MnaH Boo6paxaemoro caga, Co3faHHoro B hunbMe «B npownom rogy
B MapueHbafie» U3 anemMeHTOB Napkos HumdeHbypr u LLnsiicxanm?

06pa3 «MepTBOro cafja», NpULLeAWNA U3 NO33MM CUMBOAM3MA, IONOAHSIOT
HenoaBKHble DUTYpbl NOCTOSIbLEB TOCTUHNLLI. PeHe B MHTEPBbIO YKasbiBaeT
Ha MHOTFOCNIOMHOCTb peanbHOCTY B hunbMe: «Ecnn KTo-H1byab BAPYr byaeT cMo-
TpeTb “MapureHban” coBCEM MPUCTaNbHO, TO YBUAMT, YTO HEKOTOPbIE Kafipbl MO-
[03pUTENBHBI, YTO WX CTENEHb PeanbHOCTU COMHUTENbHA. ECTb Kaapbl “nodans-
WwKnBee”, 1 ecTb Kafpbl, Ybs 0BMAHUYMBOCTb, NO-MOEMY, COBEPLIEHHO OYEBUAHAY.
OanH 13 TaknX KagpoB — NaHopama napTepa, rae hurypsl ntoaen oTbpacsiBaoT
ONVIHHbBIE TEHU, @ AiepeBbst UX nuiieHbl (Puc. 18).

CKyNbNTYpa C MyX4UHOMN, XEHLMHOW 1 COBaKOW, O KOTOPOI CTONBLKO rOBO-
PST repow, ABAsSeTCs feKopaLmnelt, cienaHHon cneumansHo ang dunsma (Puc. 22).
OHa bnyx#paaeT no napky HumdeHbypra — cHavana BO3BbIWAETCS Haf MapTepoM,
CTOSl Ha BePLIMHE NECTHWMLbI, @ MOTOM MOoKa3aHa Ha bantocTpaae Bo3ne Kackaaa,
CMOTPWT TO B CTOPOHY A1BOpL@, TO Ha NaHopamy caja. bonee Toro, oHa npeacTaet
TO € C0baKoW, 0 3HAYEHWI KOTOPOK CNOPST repow, To 6e3 Hee. ITOT NpKeM Hamno-

% Sgolacchia R. Deconstruction of the Filmic Space—L’Année derniere a Marienbad (Alain
Resnais, 1961). URL: https://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lan-
nee-derniere-a-marienbad-alain-resnais-1961/ (nata obpalueHus: 08.02.2022).
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MUHaeT bayxaaHus YenoBeka-cTaTyn B «KOHTpakTe prcoBanblinkay. CObCTBEH-
HO, Anst TPVHY3s 3TOT dUAbM 1 BbIN BbICWIMM 06pa3LOM. B CBOEM POCCUIACKOM
MHTEPBbLIO OH FOBOPWU: «/IHOTAA MHE KaXeTCsl, YTO KOrda s CHUMal unbMbl,
S NbITaKCh NepecHsTs “MpolwnbiM neTom B Mapuerbage” [elle 0auH BapnaHT Ha-
3BaHMs]»?L.

Puc. 22. doTorpadus gekopauum k bunbmy «B npowunom rogy B MapreHbage», 1961.
MnaTopma co CKyNbNTypaMm NPUCTPOEHa K SIeCTHULLE 3aMKa HumbeH6ypr??

B dunbme, NoOMMMO peanbHOro capja, MokasaHbl YeTbipe U306paxeHws,
KOTOpble repon BUAAT B rocTuHuLe. OfHO V3 HUX — rpaBlopa C 1300paxeHnem
apxanyHoro capa, BO3MOXHO, HUMMeHbypra paHHero atana ero CyLyecTBOBaHus.
Bropoe — bapoyHas gexopalms B TeaTpanbHOM 3ane, Ha GpoHe KOTOPOI BCTpe-
4atoTCa aKTepbl, NoxoxKne Ha X 1 A. 34eCb NapTep OKPYXeH psaamMut NonepeyHbx
wnanep, CTaTyu BCEro ABE, @ BAaNV BuAeH HebonbLIO 4BOpeLl. ITO NPOCTPaHCTBO
OTpaxaeT TaNHCTBEHHYIO CTOPOHY Cafia, B KOTOPOM BCE e MOXHO 3abnyauTh-
cs. TpeTbe n3obpaxeHmne — MOACBEYEHHas aKCOHOMETpMYecKas Modens caja.
Ee ycTpoicTBO 61M3KO K TOMY KOMOMHMPOBAHHOMY Cafy, KOTOPbIV MokasaH
B peansbHocTu. Pacap ABOpLa — Takow Kak B LLnaicxalnime, LeHTpanbHble NapHble
NONOCHI Fa30Ha OKPYKEHbI CTPYDKEHBIMU MMPaMMAKaMU, NapTep OTKPbIT. TONbKO
BMeCTO CTaTyM, nmetolmxcs B HuMdeHoypre, 3aecb paccTaBneHbl Basbl Ha NoCTa-
MeHTax. [Tapk 1306paxeH Ha GoHe HO4HOTO Heba C obnakamu, ero ra3oHbl U BopeL
CBETATCS, a NeCOK 1 HebO — YepHble. ITOT HeraTuB Cafa MOXOX Ha TEMHbIV Ner3ax
nocneaHel cLueHbl rnbma, B KOTOPOK X 1 A yxOAAT B HMKyAa. Ho 1 370 elue He Bce

ZVI—TTZF:!;;O_C_FE;EPOM IpuHy3eM BxypHane «Cobaka.py»: URL: https://www.sobaka.ru/enter-
tainment/cinema/12365 (08.02.2022).
2 lcTouHNK n3obpakeHms cm.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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OTTEHKM 0BMaHYVBOW Caf0BOV peansHOCTU. B apyroit cueHe repoit M cMoTpuT
Ha PUCYHOK, rae cxeMaTuyecKn 1300paxeHbl TOT e ABopel, 1 ToT xe cag. Oa-
HaKO Ha NepefHeM nnaHe NoKas3aHo MecTo BCTpeY repoes X 1 A — CKambs CieBa
W CKyNbNTYpPHAas rpynna cnpaga. 3aech OHa NoBepHyTa Ko Asopuy (Puc. 23).

Puc. 23. Kapp 13 dunbma «B npownom rogy B MapueHnbage», 1961.
paBiopa n3obpaxaeT napTep pesnaeHLum LLnsicxaiim co cKynbnTypamu-gexkopauusmy 2

®UNbM 0 3aMKHYTOM Kpyre pasHbiX peanbHOCTEN, BOMOWEHHbIX B pa3nny-
HbIX 0b/MKax cafia — BbICLIAs TOYKA CIIOXKHbIX KMHEMaTorpaduyeckux nocTpoe-
HWIA B 3TOV Teme. 3A€eCh, KaK 1 No3xe B «KOHTpaKTe pycoBanblinKa, MCNoAb30BaH
PSL XYLOXECTBEHHbBIX CPEACTB CafloBOro MUCKyccTBa. Cpean HUX — TeaTpasnbHas
KOMMO3WLWMS, NEPCTeKTVBA 11 ee 3aMblKaHWe, OTKPbLITbIE M 3aKPbITbie YacTy caaa,
co3patoLLye 04eHb pa3Hoe HacTpoeHKe.

6. 3AK/IFOYEHWE. MCTOPUYECKWNIA CALL
KAK MEPCIMEKTUBHAA TEMA /19 KWHEMATOI PAGA

Kak 1 npeanonaranock B Havane nccnefoBaHus, Hanbonee MHTEpPeCHble
pe3ynbTaThl AaeT ONOoCpefoBaHHOe, CMMBOMMYECKOe UCMOb30BaHMe CafjoBOK
HaTypbl B CO3AaHUM KMHemaTorpadhuyeckoro obpasa. B dunbmax «KoHTpaKT pu-
coBanbliMKa» 1 «B npownom rosy B MapreHbaae» cafibl BHOCST B NOBECTBOBaHME
Cpa3y HeCKONBKO UCTOPUYECKUX 11 KyNBTYPHbIX KOHTEKCTOB, YCNIOXHSAS XapaKTepsl

2 NcToYHMK n3obpaxerus cm.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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repoes 1 accoumaunm 3puteneit. Bo BTopom 13 rnbMoB NCTOpUYecKast cafoBas
cpefa noyT obesnmyeHa, Ho HaMeKn Ha y3HaBaeMblii Cajj U 3NOXy CO3AAI0T UH-
TPUIYIOLLYIO CUTYaUMIO, KOTOPast APa3HUT 3pUTeNnbCKoe BocnpusTre. 3Ty paboty
MOXHO COMOCTaBUTb C «abCONOTHOM» XMBONMUCHIO B. KaHAMHCKOrO, B KOTOPOIA
COXpaHeHbl aCCOLMATUBHbIE HAMEKU Ha y3HaBaeMblii NpeaMeT 1 cloxeT. KcTatu,
B 3noxy paboTbl B bayxayce XyAOXHWK paccMaTpuBan BO3MOXHOCTb CHSTb
N0 CBOEM CUHTETUYECKOW Mbece YKenTbli 3ByK» aHUMALUVIOHHbIA DUIBbM.

BoraTbiM MaTepuanom Ans KuHematorpada SBASeTCH caf B €ro CTaHoB-
neHvu v (nn) ynagre, paboTa Hafj co3aaHrem caaa, KoTopast NoKa3biBaeT ane-
MeHTbl 1 0bpa3Hble CPeacTBa 3TOrO WMCKYCCTBA. [pUMepsl 3TUX BO3MOXHOCTEN
nokasbiBatloT «[louenyi 3mes» 1 «TaiHbIi cag». Cpean NMOMbITOK NOKa3aTs Caf
B 0ObeEME 1 [ABWKEHWUN — MPOXOf Kamepbl No 3eieHoMy NabupuHTy. B dunbme
no pomaHy Bupmxuntun Bynsd «OpnanHpo» (Orlando, C. MoTTtep, 1992) repoin
€N1N3aBETVHCKOW 3MOXM BEXUT N0 NABUPUHTY U HA 3TOM NYTU MEHSIET 0bNNYbe,
Non 1 3M0oxy. 3aCHEXEHHbIN NabVPUHT NAPKOBOW FOCTUHULbI CKPbIBAET XepTRY
oT obe3ymesLuero repos dhunsMa «CusiHue» (The Shining, C. Kybpuk, 1980). Mpu-
Mep 13 MacCOBOW KMHOKYNBTYPbl — HAPUCOBAHHbIN Ha KOMMbIOTEPE OrPOMHbIA
NabupuHT B hunbme «fappu MoTTep 1 KyboK orHs» (Harry Potter and the Goblet of
Fire, M. Hbtoann, 2005).

PacCMOTPEHHbI MaTepuan No3BOASET CAENATh BbIBOAbI 00 OCHOBHbIX CMO-
cobax B3aMMOofeiCcTBIs ABYX CIIOMKHBbIX KyNsTYpPHbIX heHomeHoB. C 0aHON CTOpo-
Hbl, 3TO UCTOPUYECKUNIA Cafj, KOTOPbIN SBASeTCS KOMOMHaLmel obpasa 3eMHoro
pasi, «<bnaroro MecTa», Kak ero HasblBanau aHTUYHbIE aBTOPbI, U MCTOPUYECKON
cpefpl, HaCbILLEHHOM MHOMOYNCEHHbIMM accoumaumsaMu. C apyroi — KriHemaTo-
rpad, B KOTOpoM 06pa3 M1pa BapbMpPyeTCst OT AOKYMEeHTanbHOro 0 haHTasunii-
HOrO, NPUYeM pasHble BapuaHThl MOMYT CTANKMBATbCA MO0 COBMELLATbCS. Mbl
Npocnefnv BapuaHTbl MCMONb30BaHUS MCTOPUYECKOTO Cafa B KuHemaTorpade
Ha NyTW OT AOKYMEHTANbHOW PeansHOCTU 10 CNIOXKHbIX 00Pa30B, B KOTOPbLIX Pas-
Hble NNaHbl PeanbHOCTU COBMELLAOTCS U CO3AAI0T YCNOBUS AN 3pUTENBCKOrO
TBOPYECTBa, 4151 aCCOLMATUBHON 1 MHOTOKPATHOW MHTEPNPEeTaL M.

B psife cnyyaes Ans opraHvsalmmn accoumaTvBHOM paboTbl 3pUTeNs pexuc-
Cep MCNonb3yeT Nprem OCTPaHEeHWs: CTapblii PerynspHbli cag B «<KoHTpakTe pu-
COBa/blLMKa», NapagHble cagbl B bunbme «B npownom rogy 8 MaprieHbaae» noka-
3aHbl CNOKOMHbBIMY, HEMOABXHBIMU, AaHbl B NMOCNELOBATENBHOCTU COCTOSHUIA.
B apyrvix cnyyasx caf AaH Kak 1n3MeH4nBbI 0BbeKT: B dunbMe «[louenyi 3mes»
caf, CTPOUTCS, TMBHET OT Bypw, BOCCTaHaBNMBAETCS, @ NOCNeAHNE CLEHbI NPONC-
XOOAT CPeau XUBOMUCHOO bypenoma. B «PoToyBeanyeHn» cHayana noxkasa
CMOKOMHbIN NpefBeYepHUid Napk, 3aTem ero WyMsline AepeBbs U CyMpadHble
(hOpMbl HOYbIO, U HAKOHEL, NP IPKOM YTPEHHEM CBETE, B KOTOPOM CODbITHS NpPo-
WepaLwero AHs NPeacTaBAstoTCs UANO30PHbBIMU. [T0-BUAMMOMY, 1Ba Bap1aHTa, psij
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CTaTWYHBIX KapTUH Cafa MO0 AVMHaMMKa ero XW3HU, ABNSITCS Hanbonee BOC-
TpebOoBaHHbIMK V1 MNOAOTBOPHBIMY CTPATErMsiM UCNONb30BaHUS Cafa, napka
W KyNbTYPHOTO NaHawadTa B KnHemaTorpade.

Euje ofHO BbIpa3nTeNbHOE CPeACTBO, KOTOPOE CafoBas TeMa AaeT KHeMa-
TOrpady — MCMob30BaHWe CBA3aHHbIX C Hell KynbTypHbIX apxeTunos. Obpas Pas
B «MICTOUHVIKe» ADOHOMCKM BOCXOAUT K O1ONECKOM NCTOPUN HeOBEYECKO Aep-
30CTV U rpexonageHus. [103ToMy NOMbITKX reposi HANTKN B AyXOBHOW peanbHOCTU
MCTOYHUK BeccmepTus (a B hU3MYECKO — NeKapCTBO OT Her3neyrMon 6onesHu)
OKaH4MBaIOTCS TO ero r1benbio, TO MpeBpaLieHneM B pacTUTENbHYIO CTUXMIO. Elle
OOMH nnaH GunbMa, NoneT reposi B npo3payHoii cepe, rae ecTb AepeBo 1 pyyen,
CO3/aeT accoumaumnm ¢ oparkepeel, anxMMmU4eckor Konbo 1 0bpasom XKn3Hu
[0 poxpaeHus. B dunbme «B npownom rogy B MapreHbane» 3epKanbHble KOpu-
[OPbl U HEMOABWKHbIE CNYTW B TOCTUHWMLE NMPOO/KAIOT HEMOABWMIKHBIN 1 CTPO-
Vi Caf C ero bocKeTamu v CTaTysiMU, MOXOXMMU APYT Ha ApYyra Kak oTpaxeHune
B 3epKare.

Ba)HON OCOBEHHOCTBIO MCTOPUYECKOTO Cafa KaK ObbeKTa ANs KnHema-
Torpadnyeckon MHTeprnpeTaummn SBNSeTCS ero NPOCTPaHCTBEHHAS MPOTSKEH-
HOCTb. 3TO 06BEMHOE NMPOU3BeEeHNE NCKYCCTBA, B KOTOPOM NMPUCYTCTBYIOT CPej-
CTBa BbIPA3UTeNbHOCTH, CBOMCTBEHHbIE TeaTpy. [epon MOryT nyTelecTBOBaTh
Mo cagy, BblAENSTbCS UK, HA0OOPOT, TEPSTLCS Ha ero GoHe, CBOVIMU AelCTBUAMM
nogyepKmBaTh rybrHy NPOCTPaHCTBa NMBO ero 3aMKHYTOCTb. B «TaliHOM cage»
v «KOoHTpaKTe prcoBanbluMKa» NOAYEPKHYT KOHTPACT Mexay CBOOOAHbIM camo-
OLLyLeHMEM 1 MAACTUKOW ABVIKEHWIN repoeB, KOrfa OHM HaxoaAaTCs B OTKPbITbIX
MapKOBbIX NeN3axax, 1 CTECHEHHbIM, LLEPEMOHHBIM VX MOBEAEHVEM B PETYNSPHbIX
JacTsx ycagbbbl. Co3gatenu dunbma «B npownom rogy B Mapuerbage» MHOro-
KpaTHO COMOCTaBASHOT XMBbIX I0AEN CO CTaTysMU, MPUBOASA MOTOK accolvaLnii
K ynogobneHunto Tpro repoes CKyNbNTypHO rpynne 13 napka. Cpeam 3Tux acco-
LMaTVBHO HaCbILEHHbIX 0OPa30B eCTb TeaTpanbHas CLeHa U KapTuHbI C n3obpa-
KEeHWEeM Cafia B Pa3HbIX BapyaHTax, OT CXeMbl 40 UrPYLIEYHOrOo TeaTpa C ropsiLy-
MV B OKHaX OrOHbKaMU.

TeMa MCTOpPMYECKOro cafia AaeT KuHematorpady psf LeHHbIX XyA0KeCTBeH-
HbIX CpeAcTB. Cpean HMX — pasHble YPOBHYW OMOCPefoBaHNUs [OKyMEeHTaNbHO
peanbHOCTH, paboTa C KyNbTYPHBIMU apxXeTunaMmn 1 CTOPUYECKOW Cpefow, Tea-
Tpanu3sauus 3en1eHo apXMTEKTYPbI, NCMONb30BaHYe CafoBoro obpasa B kayecTse
MCTOYHVKa accoumaLlvii v CYMBOMMYECKOTO MPOCTPaHCTBa. 3TV CPeacTBa MoryT
BbITb MCNONB30BaHbI B 1 AaNbHELWX TBOPYECKMX MOVICKaX KUHEMATOrpachuCToB.
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