ISSN: (Print) 1994-9529, (Online) 2587-9782

HAYKA

HAna19(2

The Art and Science of Television




WHCTUTYT KuHO 1 TenesugeHus (TNTP)

Hayka TeneBugeHus 19 (2), 2023

Hay4HbIN xypHan

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-2023-19.2

YupeguTenb n nsgatenb — WHCTUTYT KMHO v TeneBugeHus (TUTP)
Appec — Poccus, 125284, MockBa, XopolueBCKoe L., A. 32A

MeproaNYHOCTb BbIMyCKa — eXeKBapTasbHO.

Mepropnyecknii xypHan «Hayka TeneBuAeHWs» MOCBSLWEH aKTyalbHbIM BOMPOCaM
MCTOPWU, TEOPVM 1 MPAKTUKN UCKYCCTBA LWPOBbIX Meawa.

MybnnKkyeT pe3ynbtaTbl UCCNEA0BaHMA NO Hay4HbIM CrielnanbHOCTaM «KuHO, Tene- v
[pyrue 3KpaHHble WMCKYCCTBa», «Teopus 1 UCTOPUS KynbTypbl», «COLMONOrMS KynsTypbl,
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3KPaHHBIX UCKYCCTB W CNELVANNCTOB-NPAKTUKOB TENEBUAEHNS, KUHO, Pagno W HOBbIX

Meawa.
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3KPaHHbIX UCKYCCTB W SKPaHHOW KyNLTYpbI.
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Lns yumuposaHus:

MaskoBa C.A. «[TMKHVIK Y BUCSIHEIN CKasbl»: OMbIT COLUMONOrMYECKON WH-
TepnpeTaummn AByx dKpaHM3aumnii pomara [xoaH SiuHack // Hayka Tene-
Bugerus. 2023. 19 (2). C. 13-37. DOI: https://doi.org/10.30628/1994-9529-
2023-19.2-13-37. EDN: CIPBSK

«[TUKHWK Y BUCAYEM CKaNbl»:

OMbIT COLUMONOMNYECKON MHTEPNPeTaLUH
[BYX 3KpaHU3auMm pomaHa

[xoaH JInHacy

AHHOTauua. B cTaTbe NpeanaraeTcs CPaBHUTENbHbIN aHanu3 AByx 3KpaHu3a-
UM pomaHa k. JinHacy «MukHrK y Bucsyeit Ckanbl», CO3aaHHbIX B pa3Hoe
Bpemst. Bce Tpu xyaoxecTBeHHble hopMbl: NMTepaTypHOe Npou3sefeHne, K-
HOMUNBM 1 Tenecepnan — PaccMaTpUBAIOTCSH B METOAONOMMYECKMX PaMKax
HappaTMBHOIO aHanmnsa, CoUMONOrnM BMU3yanbHOMO W COUMANBHON CEMMO-
TUKW, YTO MO3BOMIAET COMOCTaBUTb MHTEPMNpPETaTVBHbLIE CXeMbl, MCMOIb30-
BaHHbIE B KMHO- 1 TeNe3KpaHN3aLmsx, B Ka4eCTBe HAMKATOPOB N3MEHEHWN,
NpoMCXoaaLIMX B COUMYME: €ro CoOLManbHOM CUCTeMe, CoLManbHbIX HOpMax
W UEHHOCTsX. TepBasi Mo BpeMeHu 3KkpaHu3saums (1975 r) BocnponssoamuT
CNEKTP COUMaNbHbIX OTHOWEHMIA 1 HOPM aBCTPanMIACKOro 6enoro obuwecTsa
Havyana XX B., ONMUCaHHbIX B poMaHe. COKpalleHVaM NOABEPratoTCsa CHoXeT-
Hble MHWK, HO HE MOTVBbI W [aBHbIe OMNMNO3NLMM POMaHa. JKpaHM3aums
B hopmaTe MuHU-ceprana (2018 r.) TpaHCHOPMUpPYET CIOXKET 1 BBOAMUT B Hap-
PaTMB OCOBPEMEHEHHbIE COLMANbHbIE HOPMbI M OTHOLWEHWS, aKTyanbHble A5
BPEMEHN CO3AaHus TenecepuanbHOM BEPCUM, AaeT HOBYKO TPaKTOBKY nep-
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COHaxaM. B gaHHOM cnyyae cpabaTbiBatoT He TOAbKO MPUHLMMbI CO3AaHNMS
cepvanbHOro MenMinHOro NPoAyKTa, HO 1 3P hEKT BpeMEHHON yaaneHHoCTH
BTOPO 3KpaHHO BEPCUY OT BpEMeHU CO3AaHNs NMTepaTypHOro Npon3sese-
HWS, 33 KOTOPLIM CTOST NPOU3OLIEALLIVE V3MEHEHNS B COLMaNbHON CUCTEME,
COLManbHbIX CTaTyCax U CBA3AHHbBIX C HUMMW HOPMaX W LIeHHOCTSX aBCTPanuii-
CKOro (v lWnpe — 3anagHoro) obulecTsa.
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Picnic at Hanging Rock:

A Sociological Interpretation
of Two Film Adaptations

of Joan Lindsay’s Novel

Abstract. The article offers a comparative analysis of two film adaptations
of Joan Lindsay’s Picnic at Hanging Rock created at different times. All three
artistic forms—the novel, the film, and television series—are considered within
the methodological framework of narrative analysis, sociology of the visual, and
social semiotics. This allows us to compare the interpretive schemes used in
film and television versions as indicators of changes taking place in society: its
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social system, social norms, and values. The 1975 film adaptation reproduces
social relations and norms of the early twentieth century Australian white
society described in the novel. Although the storylines are cut, the motifs and
main oppositions remain unchanged. The mini-series screen adaptation (2018)
transforms the plot and introduces the modernized social norms and relations
relevant for the time of making the series, and gives a new interpretation to
the characters. Here, not only the principles of creating a serial media product
come into play, but also the effect of the temporary remoteness of the later
screen adaptation from the time when the novel was written, behind which
there are changes in the social system, statuses, and associated norms and
values of the Australian (and, more generally, Western) society.

Keywords: screen adaptation, film, television series, narrative, social semiotics,
sociology of the visual, Victorian society, Joan Lindsay, Peter Weir, Picnic at
Hanging Rock

BBEJEHWE

Bonpoc 0 TOM, HaCKOMbKO penpe3eHTaummn CoUManbHoro Mmupa B Xyao-
KECTBEHHOM nAMTepaType M KuHemaTorpade [elCTBMTENbHO OTpaa@toT ero
M MOTYT pacCMaTpVBaTbCS KaK AOCTOBEPHbIE CBUAETENbCTBA O HEM, ABNSETCS
NpeaMeToOM MHOTOYMCAEHHbBIX AMCKYCCUIA. Penpe3eHTaTUBHOCTb KMHO MOXET
paccMaTpmMBaTbLC Ha 2-X YPOBHSX: KaK NpsiMoe M306paeHune, «<MopTpeT» 06-
LIeCTBa, B KOTOPOM OH CO3[3eTCs, ... <KKMHO ... MPeACTaBASET ero C NOMOLLbIO
COUMaNbHO-CTAaTUCTUYECKUX [aHHbIX WCMOAHWTENEeN (BO3pacT, npodeccus u
T.0.), MecTa cobbITWI (rOpoa — AEPEBHS), AMHAMUYHBIX S1EMEHTOB NOBEAEHMS
(KOHDANKT, MOBUABHOCTB) U WAEMHOrO CoAepKaHus (Tpaauumu, LUEeHHOCTY,
yTonum)» (Kium, 2006, c. 107). Hanpvmep, B pyc/ie Takoro noaxoda Hanwcaxsl 19
COLUMONOrMYECKMX 3CCe O KMHO (Pafaes, 2021), rae coaepxaHne KUHOMUNbMOB
pPacCcMaTpPMBAETCS KaK Ha YPOBHE COUMANbHOM CTPYKTYPbI, TaK M Ha coumnanb-
HO-AYXOBHOM: B MEPCOHaXaX BbIIBASETCSA COUMANbHO-TUMMUYECKME YepThl, a
CIOXKETHbIE IMHMM 1 MOLENW NOBEAEHMS AAt0T MHPOPMaUMIo Ans BbIBOLOB 00
aKTyanbHbIX Ha MOMEHT CO3AaHNs DMIBMOB COLMANBHbBIX HACTPOEHUAX U LOMU-
HVPYIOLLMX MAeONOoremax.

OfHaKo ecnu roBOpUThL O BO3MOXHOCTSAX COLMONOTUN BU3YyanbHOro, TO
HEe TONbKO M306paKaeMble B KUHO COLMAbHbIE aKTOPbI U OTHOLWEHMS MEXY
HUMY MOTYT ObITb NPEAMETOM UCCNEf0BaHMs. HacTblo CoLManbHOM peansHo-
CTV ABNSIOTCS TEXHONOTUMN CO3AaHUS XYAOXKECTBEHHOIO 3KPAHHOMO NPOMAYKTa,
4TO BAMSIET Ha ero cogepxaHue. M3yyas To, KakuM 06pa3oM CTPOUTCS 3KpaH-
HOe NOBEeCTBOBaHME, TO eCTb pedieKcus Hag AeNCTBUTENBHOCTBIO, MOXHO K3Y-
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4aTb MPOLECCh CoLUManbHbIX M3MeHeHul (EBcTurHeesa, Obepemko, 2007, ¢. 95).
Coumonorus B13yanbHOro — 3To obliee HanpasieHne COUMONOrMYECKOro 13-
YYEHMS BMU3yanbHbIX MPEACTABNAEHWIA W BM3YyanbHbIX MPOSBAEHWIA COUMANbHO
XKW3HW, B TOM YuKcne 1 B hOpMe MX IKPaHHbIX pernpeseHTaumii. Bmecte ¢ coum-
anbHOW CEMUOTMKOV OHa NMO3BONSET NEPEKMIOYMTH BHUMaHWe 1cCefoBaTenei
ayaMoBM3yanbHbIX HAPPATUBOB C Ky/MBTYPONIOrMYeCcKrX NpobaeM Ha ypoBeHb
COUMAnbHOMO M OTBETUTbL Ha BOMPOC: KaK MPOUCXOAUT KOHCTPYMPOBaHME CO-
LManbHbIX KaTeropuii NOCPeACTBOM BY3yanbHbIX penpeseHTaumnii (KoxeMsaKmH,
2018, c. 87). PazpaboTaHHas METOLONOMMS BU3YyanbHOIO ANCKYPCUBHOTO UCCTe-
[OBaHWS NMPUMEHMMA K MeMaMCKypcam, B TOM YKCIE U K XYAOKECTBEHHbIM.
NosicHsis ee, T. BaH /1EBEH BbiAENSET TPU NapamMeTpa ONUCaHs OTHOWEHMIA CO-
LManbHbIX aKTOPOB U 3pUTENEN, a TakKe M30DparaeMblx COLManbHbIX aKTOPOB
B MefMaTeKcTax. 3TO: coumanbHas AUCTaHUMs (CUMBOIMYECKOe COKpalleHue
WAV yBENUYEHME COUMANBHBIX Pa3nnyuii MeXay 3puTeneM U M306parKeHHbI-
MU WHAWMBMAAMU), COUManbHble OTHOWEHUS (AOMVHMPOBaHWE/MOAYMHEHNE,
a TakkKe OTHOLWEHNS BOBEYEHNS/OTCTPaHEHNS B OTHOLIEHUM M300paKeHHbIX
couManbHbIX aKTOPOB), U CoLManbHOe B3aMMOAENCTBME (CUMBOMMYECKOE Bbl-
paXXeHWe HEMoCPeaCTBEHHOW CBS3M MEXTY 3pUTENEM U N306PaKEHHbIMN Nep-
coHaxamun) (van Leeuwen, 2008, p. 141). Ha3BaHHble NapaMeTpbl BKIOYEHb
B JlaHHYyt0 paboTy.

MNpeanaraeMoe UccneaoBaHve NOCTPOEHO Ha CPaBHUTENbHOM aHanmse
pafa KN4YeBbIX 31EMEHTOB HappaTUBOB poOMaHa aBCTPanuIACKOM nucatenb-
HUubl k. SIuHacy «MnkHUK y Brcsiven ckanbl» (Picnic at Hanging Rock) n aByx
€ro pa3HOBPEeMEHHbIX IKpaHW3aLnii. Bce Tpy Npov3BeaeHns Co3aaHbl B OHOM
M TOM e KyNbTYPHOM KOHTEKCTe ABCTpanuu, H4TO MO3BOASET pacCcMaTpuBaTb
TpaHchopMaummn HappaT1Ba MMEHHO KaK M3MEHeHVst B paMKax OfHOM KynbTyp-
HOW Tpaanummnt,

PomMaH «MUKHKK y Brcsivein ckanbl» 6bin onybnvkoBaH B 1967 1. CobbITUS
pomMaHa passopadmsatorca B 1900 . B NpOBMHUUK BUKTOPUA B YaCTHOM KO-
nemke Ans AeBOYEK, KOTOPLIN cofepumT Magam 3nnnbsapa (Appleyard College).
B neHb CB. BaneHTuHa rpynna cTapwux AeBoYeK C ABYMs YYMTeNbHUUAMY U
Ky4epoM OTMpaBsSTCS Ha MOBO3KE Ha MUKHUK B MECTO, MoMb3ytolleecs mno-
NYASPHOCTBIO ANSt MeWunxX NPorynoK — K Bucsyen ckane — reonormyeckomy
CKaNbHOMY OOBEKTY B OKpPECTHOCTSX ropoga. C Mporynku BO3BpaLWlatoTCs He
BCE — TPV AEBOYKM 13 YETbIPEX, OTNPABMBLLMXCSA B CAMOCTOSITENbHYIO MPOTYKy
K rope, U y4uTenbHMLa MaTeMaTuKn beccnegHo ncyesatoT. MNocneaytouyve no-

! TOT daKT, 4TO B KOMaH[e PexnccepoB cepvana NoMUMMO aBcTpanuiiles Maiikna Paiivepa u
AMaHabl BpoT4mn NpucyTCTBYeT U KaHaaka /lapnca KoHapauKku, MOXeT CBUAETENbCTBOBATbL O pac-
WMPEHW KyNETYPHOTO KOHTEKCTa B cepunane oT COBCTBEHHO aBCTPaNMIACKOrO 10 COBPEMEHHOTO
rnobanbHOro B €ro 3anafHomn Bepcum.
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VICKM NpOMaBLUKMX, NpeanpuHMaemMsle NoAnLMen 1 4O6poBobLAMY, HU K YeMy
He NpuBOAAT. bnarogaps HacTOMYMBOCTM MOMOAOTO aHMMMYaHKHa, CTaBWero
cBMAeTenem Mporyskuy, Yepes3 Hefdento nocne UCHe3HOBEeHUS yaacTCs HanTu
OfHY M3 NPOnaBLWKX, HO 3TO TaKxe He MPOMbET CBET Ha TalHy, NOTOMY YTO fe-
BYLUKa NoTepsina namsTb. B caMoM Konnemke Toxe NpoVCXOAnNT Tpareamns: ogHa
13 MNagWWX BOCMMTaHHML, OCTaBWMCh 6e3 noneveHns cTaplwen nogpyr, npo-
naBwel BO BpeMs MUKHUKAE, MOKOHYMT C coboit. Tpareams y CKanbl OKaXeTcs
pa3pywmnTenbHOM Ans penyTaummn Konnemka, AMpeKkTpuca 1 Bnagenvua Koto-
poro Magam INNbsapa Takke NOKOHYMT ¢ coboit y Bucsvel ckanbl, BUHOBHM-
Libl ee Kpaxa, U ellle 0fjHa Napa AeNCTBYOWMX KL, — cnyxaulas konnemxa [opa
Namnuv v ee bpaT, — NOrMOHET Npu Noxape B roCTUHMLE, NOCe Toro, kak [opa
NOKMHET KONNEeMX.

B 1975 1. BbllWNa 3KpaHM3aLMa poOMaHa, CHATas pexuccepom [1. Yrnpom
B XXaHpe MUCTUYeCKOW ApaMmsbl, KoTopas No 6€30roBOPOYHOMY MHEHUIO KUHO-
KPUTUKOB MOMOXMMA Ha4Yano «HOBOW BONHe» B aBCTPAMICKOM KMHEMATOrpa-
e. B dheBpane 2018 r. MUHW-Cepuan nof HasBaHmeM «[UKHNUK Y Bucsyen cka-
Nbl» BbI1 NOKa3aH Ha aBCTpanuiickoM TenekaHane Showcase?.

CPABHWUTE/IbHBIA AHANIN3

PomaH . /IMHACK HanwcaH B TON CAePXKaHHOM Mo CTUIO MaHepe, KOTo-
pasi OblNa CBOMCTBEHHA PeanmCTUYeCKOn NnTepaType KoHLa XIX — Hayana XX BB.
HekoTopble KpUTUKKM OTMeYanu CTapoOMOLHOCTb A3bIKa, a Takke 6aHanNbHOCTb
CloeTa 1 cHobusm aBTopa (McFarlane, 2008, p. 72). MOMUMO MCMONB30BaHWS
y3HaBaEMOrO BUKTOPMAHCKOTO CTUAS, aBTOP B pOMaHe BOCCO3AaeT OTHOLIEeHMS
VI KONAW3MW aBCTPANMNIACKOro 0bLLEeCcTBa MCTOPUYECKM JOCTOBEPHO, TO €CTb He
MOJEePHU3UPYET ero, He OCOBPEMEHNBAET NMePCOHAXeEN, B MUHMMAaNbHOM cTene-
HU TPaKTys VX BHYTPEHHWA NCUXONOrMYeCcKniA Myup. CTPOroCTb M AeTanbHOCTb
aBTOPCKOro Nofxoda cnocobcTsoBana ToMy, 4TO caMo npoucluecTsme Ha Ckane
nybnvka BOCNpUHSNA Kak peanbHoe, MHOTOYMCAEHHble MOWCKM HOBOCTHbIX CO-
00LeHnin 06 onmcsiBaeMOM B POMaHe NPOUCLIECTBMN B ra3eTax TOro BpeMeHu
CBMAETENbCTBYIOT 06 3TOM.

SKpaHM3aums 1975 r. XxpoHONOrMYecKn 6An3Ka BPEMEHU HanmucaHus po-
MaHa v Takoke 3HaMeHyeT CABUI B KyNbTYPHOM CO3HaHWKN COBPeEMeHHO ABCTpa-
v, KnHoBedbl NOA4EpKMBatOT, 4TO 3KpaHW3aLMs He AoMKHa paccMaTpUBaThCS

2 Cepuan 6bin Taroxke npuobpeter BBC B Benukobputaruu, Canal+ Bo ®paHumum n Amazon Video B
CUA. Mpembepa B Poccun coctosanack 15 asrycta 2018 1.
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Kak «DyKBanbHbI NepeBod» NUTepaTypbl Ha 3KPaH, HO Kak ee MHTeprnpeTaums.
B kuHeMaTOrpade CyuwlecTByiOT ONpeAeneHHble npaBuia Tako UHTepnpeTa-
LMY — 3KpaHM3aLmsa No MoTMBaM Npowu3sBeaeHus. B xoae akpaHm3aymm nponc-
XOAMT 3aMeHa TEKCTOBBIX CPEACTB BblpaXKeHWs KMHemaTorpaduyeckumm ([e-
3opueBa, 2018). IKpaHM3aLUms npegnonaraeT TaKke aganTupoBaHvie obpa3os
repoes/nepcoHa)el K cucteMe HOpPM 1 LIEHHOCTeW CeroaHaWHEN ayauTopun.
B 3TOT MOMEHT MPOUCXOANT «HACbILLEHNE» MCXOAHOIO HAapPaTKBa COBPEMEHHbI-
MW CMbICIaMK 1 0bpa3amu. IKpaHM3aLmMs CO3aeTCs AN CeroAHsWHEN ayanTo-
pYK, MO3TOMY «COBPEMEHHASA 3KPAHM3aLMSA KNACCUYECKOro IMTePaTypHOro Ha-
cnegns npeacTasnseT coboit cneunduydeckyto HTepnpeTaLmio Npov3seseHus
NPOLLAOW 3MOXM C TOYKUN 3peHMs COBPEMEHHOCTU, BOSbHO AW HEBONBHO pea-
NN3YS HOBbIE 3CTETUYECKME KPUTEPUU, NOEONOreMbI, COBPEMEHHbIE BO33PEHNS
Ha YyenoBeka v 0bWEeCcTBO U T.4.» (ApyTioHsH, 2003).

YXaHp KvHOMWAbMa COOTBETCTBOBAN AyXy OMNyBIMKOBAaHHOIO pOMaHa
¥ BbIn onpefeneH KpUTUKaMK Kak «<MUCTUYECKas Apamar. PelleHre pexwcce-
pa ocTaBuTb hUHaN hUnbMa OTKPbLITHIM, 6e3 pasrafky TaliHbl, KAKETCs TakKe
HOBaTOPCKMM, HO 3aTO COOTBETCTBYIOWMM NNTEPATYPHOMY TEKCTY, BEfb Ony-
6AMKOBaHHAs BepCcUs poMaHa He COAEePXMUT OBLIENPUHATOrO 3aBeplleHNs’.
M. Ynp Tak KOMMEHTMPOBaN 3TO B CBOEM MHTEPBbIO: «B “IMMKHUKE”, KOTOPbIN CO-
OEePXNT 3arafiky 6e3 peleHns, s 3Has, YTO [O/MKEH 3aBOPOXKMTL ayanuTOpuio,
BBECTM ee B CBOETO pofJa COCTOSIHWE CHa, YTOObI He BO3HMK/O CaMOro Oxwmaa-
HUs obulenpuHsToro duHana» (Bliss, 2000, p. 190). B npeancnosun K nybnmnka-
ummn B 1987 r. paHee Hen3aaHHoW rnasbl 18 [k, Telinop, NMTepaTypHbIV areHT
oK. IMHACK, YyNOMUHAEeT, YTO NPUYMHOW peleHns 0b U3bATUM 3aKIoumnTeNb-
HOW rnaBbl U3 pOMaHa CTano MHeHWe n3paTens O HEBO3MOXHOCTYW afanTupo-
BaTb €e K KMHO3KPaHy. M3bATne 3aKN0uMTENbHOW aBbl BbIHYAWAO Cnerka
TPaHchOPMMPOBaTh TEKCT POMaHa, YTobbl CAenath ero bonee 3aKoHYeHHbIM*
(Taylor, 1987, p. 8). To eCTb Ha CTPYKTYPY 1 CIOXKET POMaHa NoBAMSNA €ro elle He
CHATas KMHOBepCus. iccnefoBaTensaMmn aBCTPanniicKoro KuHematorpada ot-
MevaeTcs, 4To pomaH K. inHacy 1967 r., dunbm M. Yrpa 1975 r., BO3HUKLWAN
Ha MX OCHOBe NapanuTepaTypa, a Takxe NyénuKkaumm B 1987 1. 3aKN04NTENBHOM
rnaBbl pOMaHa CHopMMPOBaNM 3HaYMMbIA HEHOMEH A aBCTPANMIACKOTO Ky/lb-
TypHoro nanawadTa (Bladen, 2012, p. 160).

3B 1987 1. bbina onybnmkoBaHa nocneaHss rmaea «TaliHa Bucsyeit ckanbl», He BOLEALas B NepBoe
3AaHvie POMaHa, rae MOXHO 0BHapYXUTb MyTb K pa3rafke KI4eBoro cioxeTa pomana. Mpume-
4aTeNbHO, YTO ITOT TEKCT NPAKTUHECKM HE MOBVSAET Ha XYA0XKECTBEHHOE PeLleH e B TefleBepcum
2018T.

* OpHaKo ocyllecTBneHHoe B 1987 r. 0bpaTHOE BK/OYEHMe r1aBbl 18 B TEKCT poMaHa BCe paBHO
He BO3BpalLaeT NepBOHaYaNbHbIN TEKCT, MOCKOJbKY OH Y)Xe MpeTepren U3MeHeH!s B NepBoM
n3pannu. CnpaBeannBo YTBEPXKAEHUE, HTO Tenepb 3TO He BOCMONHEHHbI TEKCT poMaHa, a ABa
CaMOCTOATENbHbIX TEKCTA.
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Bropas akpaHu3auusa poMaHa B dopmaTe MuHU-cepuana B 2018 T. 3Ha-
KOMWT 3puTeneii C elle oHoOM Bepcrein nctopum. Ha pelleHne woypaHHepos
B35Tb B pa3paboTKy CIOXKET poMaHa MOT MOBUSATb He TONbKO HAappaTWBHbIV No-
TeHUMan ero BUKTOPMAHCKOM TeMaTUKM, NONYNSPHOIN Y COBPEMEHHOW 3pUTENb-
CKOV ayanTOpMK, HO 1 Cam KynbTYPHbI heHoMeH «TTUKHUKa», NpuobpeTLlni
CaMOCTOATENbHOE CUMBOIMYECKOE 3HaYeHne B MacCOBOM CO3HaHun. B 2017
r. 0bpasbl unbma M. Yrpa 6binv anponprMpoBaHbl B paMKax NonuTUYeCcKon
KamnaHuu «Miranda Must Gol» («MupaHaa fomxHa yiTnl»)®, 4To aKLeHTMpoBa-
N0 HEeOHO3HAYHOe MPOoYTEHME 3TOro MUMa B COBPEMEHHOW aBCTPanNnCKOM
MaCCOBOMW KynbType. 3TO COBbITUE MO0 CTaTb OHOW U3 NPUYMH A1 3aMETHOM
nepeakUeHTUPOBKM CUCTEMbI MEPCOHAXeN 1 CloxeTa B MUHUK-Ccepuane.

PaccMOTpUM OCHOBHbIE 31EMEHTbI HappaT1Ba TPex Bepcuid «IUKHMKa Y
Buicsivein ckanbl», M3MEHeHs B KOTOPbIX MOTYT CBMAETENbCTBOBATH 06 1M3MeHe-
HUSX B MHTEpNpeTaLmm coumnanbHbiX GaKToB.

CUCTEMA MEPCOHAXE POMAHA, ®UIbMA 1 CEPUASIA

B pomaHe npucyTcTBYHOT 60/bLIOE YMCNO NEePCOHAXEN, 13 KOTOPbIX HEMPO-
CTO BbIAENWTb FMaBHbIX UAK BTOPOCTEMEHHbIX, MOCKObKY Ha NMPOTSHXEHWUN NoBe-
CTBOBaHMA Halle BHYMaHMe NepeKItodaeTcs C OAHMX Ha apyrux. [lepBoHavansHo
4MTaTeNs 3HaKOMSAT C obuTaTensMy Konnemxa Ans AeBOYeK INNABbAPA: 3TO XO-
3siiKa Konnemka Magam INNNbsApa — Aama NATUAECSTU NeT, CTPoras U KoHcepBa-
TUBHas, y4mTenbHMLa paHUy3CcKkoro Magemyasens [inara ae MNyaTbe, Mucc MpeTa
MakKpoy — y4yuTenbHuLa MaTeMaTuku, MUCC Jlamav — Mnagwas yantensHuua
TaHLeB, BOCMUTaHHMLbI KONNemMxa pasHoro Bo3pacTa, M3 KOTOPbIX NATEPO yya-
CTBYIOT B pa3BUTUM aeicTBus: MupaHaa, MapvoH, Vipma, 3amMT 1 Mnaguwas Boc-
nUTaHHKMUA W cvpoTa Capa YabypH; Takke BTOPOCTENEHHbIMU AeCTBYOLIMMM
viLaMu B KoANemKe SBAAIOTCS Npucayra v cayxawue. ocne ncyesHoBEHWS
[EeBYyLIEK MOBECTBOBAHME JOMONHSAETCS HOBbIMU NEPCOHAMAMM — NONULENCKUIA-
KoHCTebNb Bamdep, BeayLLMin paccnefoBaHume, cembs NOAKOBHMKa DuULXbIobep-
Ta (apuCTOKpaTbl) 1 UX NAEMSHHUK U3 AHIIMIK MaiKn, KOHIOX MONKOBHMKa dDuL-
xbtobepTa AnbbepT, Npo KOTOPOTro cpasy CTaHOBUTCS WM3BECTHO, Y4TO 3TO HpaT
Capbl; NOsSBNSETCS B KOHLie NOBECTBOBaHMS 1 O6paT Mucc flamnu.

Bce 3T1 nepcoHaxun NosiBASIOTCH U B KUHOMDUNBME, OfHAKO CHOXKETHbIE
NVHUK TaM CyLLLeCTBEHHO COKpallatoTcs. B dunbme He faeTcs 06bsicHeHUs 06-
CTOATENbCTBAM, COMPOBOX/AABLUMM YXOf CO CLieHbl OpaTa v cecTpsl /laMnu, Kak

° «[MMKHWK y Brcsyeit ckanbi» k 2017 . MHTEPNPETUPYETCS KakK CUMBOM OEPXKMMOCTU ABCTpanu
BbIMbILLNEHHON CTOPUEN BMECTO MOAMHHOM NCTOPWI KOPEHHbIX HAPOAOB.
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1 CobbITMAM B goMe PuuxbiobepToB nocie Toro, kak Ha Ckane Hawnm Mpmy;
HUYero He PaccKasbiBaeTCs 3pUTENo 1 O B3aUMOOTHOLIEeHUsX VpMbl, Maiikna
1 AnbbepTa, ON1CaHHbIX B pOMaHe.

MepcoHaXu KMHOMWUAbMa BM3yanbHO COOTBETCTBYIOT TEM OMUCAHMSM,
KOTOpble Mbl BCTPEYaEM B pOMaHe: BO3PacT, BHEWHOCTb, XapaKTep, noBeaeHve
BOCMpPOV3BeAeHbl B hunbMe ¢ 60/1bLON TOYHOCTHIO (PUC. 1).

Puc. 1. Kagp n3 dunbma «MuKHKK y Bucsivent ckanbi», pex. Mutep Yup, 1975.
25 MuH. 30 cek. CKpMHLLOT aBTopa
Fig. 1. Picnic at Hanging Rock [film, 25:30]. (1975). Directed by Peter Weir®

MepcoHaXn — ayTeHTWUYHbIN 3NEMEHT KPaHHOW peanbHOCTU. HecooT-
BETCTBME NEPCOHAXKEN HAWMM NpeAcTaBNeHUsIM O TWMaxax TOW 3MoXM, B KO-
TOPYIO OHM NOMeLlleHbl cozaaTensMmn hunbMa, MOXeT paboTaTh Kak aBTopckoe
yKa3aHue Ha To, YTO 3pMTeNbCKOe BOCMPUSATYIE NEPEKNIOYAIOT B APYro perncTp
Y PaccKasbiBatoT MHYKO UCTOPUIO. TUNAXM KUHODUIbMA ayTEHTUYHbI M300pa-
aeMON peanbHOCTU MO3AHEBUMKTOPUAHCKOTO aBCTPaNMIACKOro obLyecTsa.
TUNaXW ceprianbHON BepcMU MaKCMManbHO el He cooTBeTcTByloT. CnegyeT
OTMETUTb Hanbosnee BaXHble U3MEHEHMWS KaK B COLMAbHbIX XapaKTepucTu-
Kax 3HaKOMbIX MEPCOHAKEN, TaK 1 B TPAKTOBKE WX XapaKTepoB, Habntogaembix
B cepuane. Tenecepuan Kak 6onbluas ayaMoBuM3yanbHas GopMa poMaHa npea-
nonaraeT yAnvHeHMe NOBECTBOBAHMWS 3a CYET ero CIOXETHOIO YCNOKHEHNS W
paclWVpeHns Kpyra AeNCTBYOWYX ML, Bce 3TO MMeeTcs B 3KpaHm3aummn 2018 1.

Muccurc Innnbsapa CTaHOBKTCS MONOAOM BOOBOW, NpuexaBLueli 13 /loHao-
Ha. OHa He KOHCepBaTMBHA, a HA0OOPOT, BeCbMa NMPEANPUNMUKBA, PELUNTENb-

® MicTouHMK n3obpanerus cm. / See the image source: https://www.youtube.com/watch?v=upJilu
97IWM&Iist=PLHQODI6AgbeTpT4BOOE6F _yAXM6jAO-rq&index=5 (27.06.2023).
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Ha ¥ aBaHTIOPUCTMYHA (KOHCEPBATM3M ee OrPaHNYNBAETCS TOMBKO BOMPOCaMu
3CTETVIKMN 1 YMECTHOCTY BaTEPK/I03ETOB B XMIOM [OME), K TOMY e OHa obna-
[2eT KPUMMHANbHbBIM NPOLLJbIM, YTO BbiCHAETCS no3aHee. OHa He Ta, 33 KOro
cebs BbIAET, a ee OTAe/bHbIE MOCTYNKM WOKMPYHOT OKPYXKAOLLMX.

MaTemaTnyka Mucc MakKpoy Takke 13 3penoi aambl NpeBpaliaeTcs B
MOJOAYIO WEHLLMHY, O LIOTAAHACKOM MPONCXOXKAEHUM KOTOPOW OYEeBUAHbLIM
06pasoM CUTHANM3MPYIOT PbKME BOMOCHI WU 3MEMEHTbI OfEXabl C OPHAMEH-
TOM «KeTKoM». Cepran nonb3yeTcs Bu3yanbHbIMU MapKepaMm ans onpeagene-
HUS NPUHAANEXHOCTM MUCC MakKpoy, [ONONHAS ee «roBOPSLLYO» hamuimio
(Pnc.2n 3).

Puc. 2. MaTemaTuyka peta MakKpoy Ha NukHWKe y Bucsyei ckansi.
Kapp 13 dunbma «MUKHUK y Bucsiyeii ckanbi»,
pex. Mutep Yup, 1975. 21 MuH. 49 cek.
CKpVHLWOT aBTOpa
Fig. 2. Math teacher Miss Greta McCraw at a picnic at Hanging Rock.
Picnic at Hanging Rock [film, 21:49]. (1975).
Directed by Peter Weir

"VIcTOuHMK M306paxeHns cM. / See the image source: https://www.youtube.com/watch?v=upJilu
97IWM&list=PLHQODI6AgbeTpT4B0Og6F_yAXMEJAO-rq&index=5 (27.06.2023).
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Puc. 3. MaTtemaTnyka MpeTta MakKpoy. Kagp v3 Tenecepuana «MMKHUK y Bucsiuen ckasnbi»,
pex. Maikn Paiimep, 2018. 5 cepusl, 1 MUH. 28 ceK. CKpUHLIOT aBTOpa
Fig. 3. Math teacher Miss Greta McCraw. Picnic at Hanging Rock [series, ep. 5, 01:28]. (2018).
Directed by Michael Rymer®

B nepBoM 1 BO BTOPOM Clly4ae M3MEHeHVe BO3pacTa NepcoHaxeit Bbl-
3BaHO NOTPEBHOCTLIO CO3AaHMS AONONHUTENBHbIX CIOKETHBIX IMHWIA. B poMaHe
obe 3TV eHCKMe PUurypbl BoIrSaenu repmMeTnyHo. KpuMmuHanbHbiin 63krpayHa
Mafam INNAbaApA B cepuane — Takke HEOOXOAMMOCTb aBaHTIOPHOIO CloXeTa:
OHa CKpbIBAET CBOE HebNaroBMaHOE NPOLOE, @ MOCAE XKePTBYET BOCMUTAHHK-
LaMu, pacKpbIBLMMY ee TaitHy (Puc. 4 1 5).

Puc. 4. Magam 3nnnbapg. Kagp v3 Tenecepuana «MMKHUK y Bucsiuen ckanbi»,
pex. Mankn Paiimep, 2018. 3 cepusl, 32 MUH. 01 ceK. CKPUHLIOT aBTOpa
Fig. 4. Madame Appleyard. Picnic at Hanging Rock [series, ep. 3, 32:01]. (2018).
Directed by Michael Rymer®

8 MicTouHMK n306paxeHus cM. / See the image source: https://hd.kinopoisk.ru/film/404852f1c280f
0f3a3205a3d076¢720d?episode=5&season=1&watch= (27.06.2023).
2 YIcTOYHWMK 1306paxeHus cM. / See the image source: https://hd.kinopoisk.ru/film/404852f1c280
f0f3a3a05a3d076c720d?episode=3&season=1&watch= (27.06.2023).
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Puc. 5. Magam 3nnnbspa. Kagp u3 dunbma «MUKHWK y Bucsiveid ckanbi», pex. Mutep Yup,
1975. 17 MUH. 47 cek. CKpMHLLOT aBTOpa
Fig. 5. Madame Appleyard. Picnic at Hanging Rock [film, 17:47]. (1975).
Directed by Peter Weir*®

HekoTopble pelieHs Mo NepcoHaXam B ceprane 04eBUAHO Bbl3BaHbI CO-
BPEMEHHbIMM OBLLIEKYNBTYPHBIMW TEHAEHUMAMMW: OfiHa U3 TPex Noapyr, Nponas-
WX Ha ckane, MapuoH Kyaia, meeT abopureHHoe NponcxoxaeHmne (OHa Me-
TUCKa), YTO CYLIECTBEHHO MOHWKAET ee CoLManbHbIV CTaTyC. 3a rMasa MecTHas
3HaTb HasbiBaeT MapuoH «bacTapaom Kyaiaas. O4eBMaHO, YTO OHa poxaeHa oT
BHEOPaYHOW CBSA3M MECTHOIO 6e10r0 apucToKpaTa UKW NPOCTO 6oratoro Yeno-
BeKa 1 abopureHku. ITo A0BONbHO CMenas HoBaLMs, eCin BCMOMHWM, Y4TO A0
1967 r. abopureHbl He 0bnafanm HUKakMMK NpaBamu 6enoro Yenoseka (Puc. 6).

Puc. 6. MapuoH Kyaig v MupaHnga. Kagp v3 Tenecepuana «[IMKHUK y Bucsiueit ckasbi»,
pex. Maiikn Paiimep, 2018. 2 cepus, 17 MuH. 40 cek. CKpVHLLOT aBTopa
Fig. 6. Marion Quade and Miranda. Picnic at Hanging Rock [series, ep. 2, 17:40]. (2018).
Directed by Michael Rymer **

0 YcTouHmK n3obpaxermns cM. / See the image source: https://www.youtube.com/watch?v=up
Jilu97iWM&list=PLHQODI6AgbeTpT4B0OOg6F_yAXM6jAO-rq&index=5 (27.06.2023).

Y YcTouHmK n3obpaxerns cM. / See the image source: https://hd.kinopoisk.ru/film/404852f1c2
80f0f3a3a05a3d076c720d?episode=2&season=1&watch= (27.06.2023).
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3Ta yepTa aBCTPANUINCKON KyNbTYPbl Y BHYTPEHHEN NOANTUKIN 0O bsCHAET
OTCYTCTBME KOPEHHBIX aBCTPANVINLIEB B pPOMaHe U hUnbMe, He cHmTas yrnoMuHa-
HVS B pOMaHe v nosieneHus B Guabme GuUrypbl KOPEHHOro aBcTpanuiila-cne-
[0MbITa B CLIEHaX NMOWCKOB Ha rope. AbopureHbl B KynsType 6enbix aBcTpanmii-
LeB ANvTeNbHOe BpeMs BOCMPUHUMANUCh B KayecTBe 6eccyObeKTHOW YacTu
aBCTpanumnckoro naHawadTa 1 He MO NOSBUTLCA B KONNemKe ANs AeByLWEK
13 6NaropoAHbIX 1 COCTOSTENBbHBIX CEMENA.

B cepunane He pacckasbiBaeTcs npefsicTopus MapuoH, noTomy 4To ee
CNOXHO BbINO Obl NpUAyMaTb AaXke B COOTBETCTBMM C HOBbBIM MONUTUKO-KyNb-
TYPHbIM Kypcom XX| B., NO3TOMY €AMHCTBEHHO BO3MOXHbIA BAPUAHT Pa3BuTus
CloxeTa fienaeT MaproH puUrypoin Tparuyeckon, Tak Kak oHa Hen3beXKHo UCMbl-
TbIBAET Hanaraemble B Havane XX B. aBCTPaNUNCK1M HenbiM 0bL1IeCcTBOM Orpa-
HUYeHns. Kak 1 B poMaHe, MapunoH B cepvane yMHa 1 3pyarMpoBaHa, no3Tomy
MagaMm SNNAbspg NpegnaraeT el Nocne BbiMycKa 3aHATb MeCTO YYUTENbHULbI
MCTOPVIN B KONNemke (YTO CMMBOANYHO: abopurreHaM BO3BpallatoT NpaBo pac-
CKa3bIBaTb (CBOM) UCTOPWIO), HO OrOBapMBAETCS, YTO POAUTENM, KOHEYHO, He
ByayT ee BUAETb, OTHIFPbIBAS B 3TOM 3MM304e TeMY PacoBbIX NpeapaccyaKoB,
KOTOpble MOYeMY-TO HMKaK He NPOSBASAIOTCS BHYTPY KOANeMxKa.

MNpobnema nepecbopkin 0bpa3a NPOLWNOro, Kak B AaHHOM MNpumepe, ny-
TeM BMUCbIBAHWS B HEr0 PacoBbIX MEHBLIMHCTB BO3HMKAET B MACCKYNETYPHOM
HappaTvBe NpMMepPHO € KoHUa 2000-x. Tak Ha3biBaeMas MHKKO3VBHAsA TEHAEH-
UMS HanpaBneHa Ha KOHCTPYWMpOBaHMe HOBOW eBPONENCKOM UAEHTUYHOCTM
nyTem YAPEBNEHUS NPUCYTCTBUS W YBENUYEHWUS KyNbTypHOro BKAada 3THUYe-
CKMX MEeHBLUMHCTB B €BPOMeNCKOM CTOPUM; Takke 3TO onpefeneHHas nonsiTka
CHATb BMHY 3a KONOHWaNbHoe Hacneane (KanopuHa, 2021). MosBneHne nepco-
Haxa c abopUreHHbIMU KOPHSMM B MICTOPUM NPO «Benbix aBCTpanuiies» — o4e-
BUAHAs AaHb TaKON TEHAEGHLMN Ha aBCTPaNNINCKOM KyNbTYPHOM NoyBe.

BocnuTanHMua-cupoTa Capa, KOTOPYIO MO CIOKETY aKTVBHO NPUTECHSET
Magam Innabsapa (B pomane v bunbme HenpussHb Magam K Cape Bbi3BaHa npe-
XAe BCero aKOHOMMUYECKUMMN NPUYMHAMN — BO3HUWKLWEN 60NbLIOW 3a0/MKeH-
HOCTbtO NO onnate obyyYeHns co CTOPOHLI onekyHa Capsbl), He 3aMKHYTbIV Noa-
POCTOK, MNAaCCUBHO BYHTYIOLMIA MPOTWB HaNpPaBNeHHbIX Ha Hee penpecCcUBHbIX
MEeTO0B BOCMUTaHMS (KaK B poMaHe 1 duabMe), a Heoby3aaHHas COpBY-rono-
Ba, A€P3KO KOHMANKTYIOWASs C AMPEKTPUCOIN KONNeaxa 1 ee rMaBHON npucneL-
HULen — mucc Slamnu.

MupaHfa, 06pa3 KOTOPOI 1 B poMaHe 1 B huibMe flaH CxeMaTUyHO (y Hee
OfHOWM M3 Tpex NMponaBWKX feBylleK He Ha3BaHa dhaMunns) U BO3BbLIWEHHO,
B TeneBepCuUM CTAHOBUTCS MPOCTOBATOW, MPW3eMNeHHON 1 rpyboBaToit fe-
BYLLUKOM, OTBEpratoLLeli NpaBmuaa XopoLero TOHa: OHa MOXeT AeMOHCTPaTUBHO
CeCcTb Ha ropLIOK Nepea yunTenbHULEN, BOWeALEeNR K Hell B KOMHATY, AU CHATb
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YY/IKM Ha NPOTY/KE B NPUCYTCTBUM MOMOAOMO MYXYMHbI U PA3BECUTb WX Ha BET-
Kax 1epeBbes.

MNonobHas CMeHa XxapaKTepoB NMepcoHaxel AenaeT nx HenpeacKasyembl-
MW 1 HEOAHO3HAYHbIMM. A 3TO OfIHO M3 YCIIOBMIA ANHAMUYHOIO Pa3BUTUS AeW-
CTBWS B A/IMHHOM MOBECTBOBAHWM, KOTOPbIM 1 SBASETCS cepuan. VX MOTKBbI,
NOCTYMKK, COBLITHS, MU NOPOXKAAEMbIE — ABVKYT CIOXKETHbIE TMHWUM (ApXKMMO-
Ba, Heknogoea, c. 148).

OTHOLWEHWA, MOAENT NMOBEAEHWA, CFOXXETHBIE MOTUBBI

BmecTe ¢ xapakTepaMu MeHsOTCS U MOAEeNu MNoBefeHus nepcoHaxen.
Mo penepTyapy mMofenein nosefeHus NepcoHaxel MOXHO MOAYYUTb MHDOP-
MaLwuto 06 obulecTBe, 06 OTHOWEHMAX MeXAY MOABMM U3 Pa3HbIX COLMANbHbIX
rpynn, coumanbHbix Hopmax. [Ans n3obpaxaeMoro B poMaHe BUKTOPUAHCKOrO
oblLecTBa xapakTepHa 4eTKas coluanbHas pernaMmeHTauus, KOHCepBaTu3M,
XKECTKMIA pacnopsgoK COLMANbHOM XM3HN BO BCEX COLMaNnbHbIX Fpymnnax, cTpo-
rasg Mopanb. CounanbHas pernameHTaumns NpoaBnaeTca U B pacnpefeneHnmn
AKTVBHbIX U MAaCCUBHbIX ponel. B poMaHe akTMBHOE NoBefeHve 4eMOHCTPUPY-
0T HECKONBKO NMepcoHaxelt — MupaHga, yeoas nogpyr Ha Ckany, Capa — npo-
TecTys NPOTWB OTHOLUEHWI JOMUHUPOBAHNSA, MUCC /laMan — npecnenys CBow
KOPbICTHbIE Lenw, Malikn — oTnpaBassacb Ha MOMCKX MPONaBWWX AeByLIeK, a
TaKKe HeCKOMbKO pa3 Hapyllas oxuaanus asav 1 Mipmel, AnbbepT, nprHnMas
camocCTosATeNbHble pelleHns, Magemyasens, pa3bickuaas Capy. Bce oHM (kpome
Mucc Jlamnu) BedyT cebs COBCeM He Tak, KaK NPeAnuchIBatoT coLmnanbHble Hop-
Mbl 1 MpaBwaa NoBeaeHns 130bpaxaeMoro BUKTOpMaHcKoro obulectsa. OHK
MM NMPOTUBOCTOAT UM CONPOTUBAAIOTCA.

B dunbme T, Yrpa Tpy nponaBLine AeByLIKY CAOBHO CefytoT HenoHAT-
HOMY 30BY, UX eMNCTBMS HEMOTVBVPOBAaHbI 418 3pUTENs, OCTanbHble YHeHMLbl
KONnemKa BbIMAAAT NACCUBHLIMW 1 MOKOPHbIMU, AUCUMMINNHUPOBAHHbIMY,
TOMIbKO OAHAMAbl CTAHOBATCA arpeccBHbIMY MO OTHOLWEHWMIO K VIipMe, BOMNNO-
TUBLUEN ANS HUX TpaBMaTMyecKoe nepexumsanie. «CoH BO CHe» — 3TO NyyLas
MeTadopa, Npo3ByyaBluas B puasbMe, A1 ONMCaHNS NeTaprMyeckoro cocTos-
HUS BUKTOPUAHCKOro 0bLLECTBa, KOTOPOE TOXE CKOPO MCHe3HET.

Cepvian MHTepnpeTupyeT reHAepHYo C1Tyaumio B Ayxe Havana XX| 8. 6e3
ornsAAKK Ha peanuy 1900-x: AN KEHCKNX NEPCOHAKeN xapakTepHa apTUKynu-
POBaHHasd HEMOKOPHOCTb, aKTMBHOE NMPOTUBOCTOAHNE OTHOLWEHUAM LJOMUHW-
POBaHWs, OTTOPXKEHWNE TPAAMLMOHHbIX FeHAEPHbIX poneit. ipMa rotosa «mrpaTb
no npasunam» 1 ObITb 31eraHTHON MONOAOW Neawn, a MrpaHaa He xo4eT noTe-
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pATb cBOHOAY. «TBOS XM3Hb ByAeT onpeaeneHa TBOUM MyXeM», — COOBLIaeT en
AVpeKTpuca, Ho MrpaHaa He CKNOHHA cornawaTbCs C 3TON HEMUHYEMOW nep-
CNeKTUBON. MapnoH He MPOCTO CBsi3aHa C abopunreHHOW ABCTpanmel, oHa elle 1
OT4asHHO COBPEMEHHa B CBOMX XapaKTEPUCTHKaX: OHa «Mapus» MO UBETY KOXMU,
BHEHPaYHOMY MPOVCXOKAEHNIO Y HETPAAULMOHHOM 3POTUYECKOV MPUBSA3aHHO-
cTn. OBBEKT ee BNeYeHns — yuynTenbHuLUa MatemaTukn [peta MakKpoy, — cHa-
Yyana OTBeYaeT el B3aMMHOCTbO, HO nepen TpeboBaHUAMN OBWECTBEHHOM
MOpanu, eCTeECTBEHHO, CAAeTCs.

B dunbme M. Ynpa nogobHble MOTMBbI MPUCYTCTBOBANW TOMbKO Ha-
MEKOM, O YeM YMOMUHaNU HekoTopble KpuTukK (Aitken, Zonn, 1993, p. 203),
¥ B POMaHe OHU He OOHapPYXKMBAIOTCS, a B cepuane CTaHOBSATCS OAHUM U3 Cto-
YKETHbIX MOTUBOB, YTO ObINO OTMEYEeHO B peLeH3usx (Byrnes, 2018). AkTyaneH
B cepuane u MOTUB NPEOAONeHUs OTHOLWEHWI LOMUHVPOBaHUS. JupekTpuca
AOMVHUPYET Hag CBOMMMU MOAYMHEHHBIMU 1 BOCMIMTaHHMLAMK, KOTOPble CTpe-
MSTCS 3TU OTHOWEHWS NPeofoneTb, PaspyLnTb: MOKa3as HenermTUMHOCTb
cTaTyca AMPEKTPUCH], KoTopas ero cebe npuceouna (MupaHaa), vn3bexats,
coBepwunB camoybunincto (Capa), ynTu OT rHeTylwel aTMocdepbl naHcuo-
Ha (yunTenbHMLa PPaHLYy3CKOro); CAyYatTCs M MHble CUTyaUMu U peakumnu.
Hacunne B KnHodpunbme vmeno cyrybo ncuxonormyeckyto npupomdy. Tonb-
KO OfHaXabl OHO BM3yaNbHO NMpefbsBAeHO B NpsMoii dopme B CLeHe, Koraa
Capy YanbypH NpuBA3bIBalOT K CTaHKy A1 WCMpPaBNeHUst OCaHKM Ha Bpems
ypOKa TaHLeB. B cepuane Hacunme npeacraet B rpybolt dursnyeckon hopme
B KaX<[OM Cepuu, v Yallle BCero ero CoBeplIaeT AMPeKTpUca Konnemxa. /loruye-
CKMM OBBSICHEHMEM CKIOHHOCTM MagaM INNAbSpa K HacUAnt, KoTopoe AatoT
co3faTenu cepuana, SBASeTCs ee colManbHOe NPOVCXOXKAEHWE: OHa CMpOTa M3
nputoTa, BOCMMTaHHAs OAHUM U3 raBapel NPecTynHoro Mupa JIoH4oHa, xe-
HOW KOTOPOro OHa Gbina BbIHYXAeHa CTaTb. 3Ta nevaTb «COUMANbHOMO H13a»
He [acT el BO3MOXHOCTM «MponucaTtbCs» B BEpXHWX Cnosx obuiectsa. [o-
BOMIbHO HEeOXMAaHHas TPaKTOBKa HeyAayHoM couvanbHOM MOBWABHOCTK
AN COBPEMEHHOMO 3KPaHHOMo NPou3BefeHus, HO 1 B 3TOM Cly4ae OHa bbina
npegonpegeneHa 3akoHamu XaHpa — AMPeKTpuca He Morna ocTaTbCst NPocTo
KOHCEPBATUBHOM U HEMpUSTHOW IMYHOCTBIO, OHa 0bs3aHa Oblna oKasaTbes
3nogeiikoit. CoumanbHas nofonneka ee 310AeMNCTBa — 3TO U 0ObICHEHWE, U NOo-
BO/, el N0COYyBCTBOBATb.

KpuMUHanbHas npeabicTopus MagaM SNnabsapa, ee o4eBuAHas CBSA3b
C LOKTOPOM, NlevallM BOCIUTaHHUL, KOANemxa, CBA3b yunTenbHMULbl hpaHLy3-
CKOTO C 4aCOBLUMKOM, K KOTOPOMY OHa OTKPbITO CHeraeT 13 naHcMoHa HoYbio
B nocnefHel cepun, TOrAa Kak B KMHOBEPCUM MaKCUMYyM, Ha YTO pellnnach
Magemyasenb — 1CNoNb30BaTh NyApy B CBOEM MaKusKe, MOBEeAeHYECKne 3KC-
Lleccbl M1paH/bl — BCe 3TO HECOMHEHHbIE MOBefeHYECKMe «aHaXPOHW3Mbl», NMO-
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SIBNEHME KOTOPbIX 0BYCNOBNEHO M HapPaTUBHOW CTPYKTYpPOI cepvana, 1 LeH-
HOCTHbIMW OPMEHTaLMAMUN COBPEMEHHOW ayAnTOPUY

CHOXKETHBIE SIMHNWN 3KPAHU3ALNIA

CTPYKTYPHO KMHOMUABM MOXHO Pa3fennTb Ha TPU CIOKETHbIE IMHUK:
1) CHYE3HOBEHME, KOTOPAsi CTAHOBUTCS NEUTMOTUBOM, 2) UCTopust Malikna (no-
VCKN 1 HaxoxaeHue Vpmsl), 3) nctopust Capbl — yTpaTa v rvbens.

CloXeTHbIe NMHMW B Cepuane CyLeCcTBEHHO oboraljeHbl: nctopus ber-
CTBa MafaM Innabspg OT CBOETO MPOLUIOro NMOACKXeT el oWnboYHyo Bep-
CVIIO NPUYMH MCHE3HOBEHWS AEBYLLEK 1 B MTOTe NPUBEAET ee camy K rnbenu,
abblO3MBHbIE OTHOWEHMS MafaM Innnbsapg ¢ Capoit v MypaHAoK, pOMaHTUYe-
CKas cBsi3b MapuoH v peTsl MakKpoy, ABYCMbICIEHHOE NPUSATENLCTBO Malik-
na n AnbbepTa, UCTOPUS pa3oyapoBaHUs CNACeHHON VpMbl, pOMaHTHYecKas
CBs3b Magemyasenb 1 HacoBLMKa, U, HAKOHeL, rMaBHas — Apyxba Tpex AeBy-
wek: MvpaHabl, MaprioH v MIpMbl, — B KOTOPOW OHM MPOTUBOCTOST BPaxaeOHo-
MY BHELUHEMY MVPY. BCe OHM YCAOKHSIOT NepBOHAYanbHyo NCTOPUIO «MTUKHY-
Ka» 1 NpeAnaratoT CBOK BEPCHIO MaBHOMO KOHMAMKTA, OTANYHYIO OT TON, YTO
HaxoavM B pOMaHe 1 KHohubMe.

COUMANBHBIE ANCTAHUWW B POMAHE, ®WU/IbME N CEPUAIE

Ans ceropHsaWHero YnTatens u 3puTens, B TOM YUCne aBCTPannincKoro,
coumnanbHble peannn BUKTOPMAHCKOro 0bLecTBa, O4EBUAHO, HECOBPEMEHHbI,
OHW OTHOCATCS K NpeacTaBnseMoMy 06pasy NpoLwnoro. YCNoBus colmansHow
XU3HW, colManbHble ponu 1 CTaTychl, MOBeAeHYecKMe U MopanbHble HOPMbI
npetepnenn cepbesHble ndmeHeHns ¢ 1900 . Kak xe npefcraBneHbl 3T «Co-
UManbHble PaKTbl MPOLLNOTO» B aHaNM3MpyeMblx TPeX cayyasnx?

Mapkepbl CoLManbHbIX CTaTycoB MOryT (DUKCMPOBATLCS HECKONbKUMM
cnocobamu 1 npexae Bcero BepbanbHO: B CNOBax M OMNMUCAHUNAX, KOTOPbIMY
NOAN XapaKkTepusytoT cebs 1 CBOM B3aMMOOTHOWEHWS, B NPeAMETHOM MUpE:
ofiexne, efe, TMNax XUNuLL, X MHTepbepax 1 aKCTepbepax, NpeaMeTax bbiTa
obwvxoaa; v, HakoHell, B COBCTBEHHO AENCTBUAX 1 NPeACTaBAeHNSAX: STUKETHbIX
HOPMaXx, MOPanbHO-3TUYECKNX B3MNAAaX, 3CTETUYECKUX NPeanodYTeHNSX, Npea-
CTaBAEHWNAX O TUTMEeHe, BOCMUTaHuK 1 obpasoBaHuu (PeanH, 2018, c. 11-12).
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YCNOBMEM CHMTBIBAHMS TaKMX MapKepoB COLManbHbIX CTaTycoB ByneT Hale
3HaHWe NX CUMBOIMYECKOTO 3HaYeHUs, MO3BONAIOLLEE X BEPHO MHTEPMpPeTU-
poBaTb.

Mo HalwemMy MHEeHWto, Hanbonee NMokasaTeNbHOW XapaKTePUCTUKON ans
BM3yanbHOro HabntogeHvs 3a couManbHbIMU MNO3NUMSMY NIOAEN SBASETCS CO-
UManbHas AWCTaHUWs, KoTopas No3BonseT HabiogaTh peanbHble pasnnyus
CTaTYCHbIX MO3MLMI NepcoHaxen «MnkHmKa y Bucsayein Ckanbi».

TepMUH «coumanbHas AMUCTaHUMS» XapaKTepu3yeT pa3MelleHve Co-
LManbHbIX TPyNn v MHAMBKMAOB B COLMANbHOM MPOCTPAHCTBE M MOHMMAETCS
KaK cTeneHb 6M30CTN UAK OTYYKAEHHOCTU UX Mexay cobon (Mapcosa, 2015,
. 175). CoymanbHble ANCTaHLMM 3aAat0TCA MPOCTPAHCTBEHHbIM Pa3MeLLeHnem
nepcoHaxel (counanbHbiX aKTOPOB) B Kaape, WX peyeBbiM NoBeaeHreM, CUM-
BOIMYECKMMM MapKepaMmn COLManbHOro cTaTyca («Bepx» 1 «HW3»), 0COBEHHO-
CTAMU B3aUMOJENCTBUS NMepPCOHaXel pa3HbIX COLManbHbIX CTaTycoB. B poma-
He coluvanbHbIi CTAaTyC NMepcoHaXa Ha3blBAeTCs PacCKa34yMKOM UCTOPUM MK
APYTMM NEPCOHaXeM, a TakKe AOMONHSETCS ONMcaHNeM AeiCTBHUIA, B KOTOPOM
Nerko OTMeTUTb OTHOLeHWs nepapxnu. CoumanbHble AUCTaHLUMM NepCoHaxel
pasHbIX CoUManbHbIX rpynn (MPUBWUAErMPOBAHHbLIX W HW3LWMWX) NPOSABASIOTCS
B OMOCPefOBaHHOCTY KOMMYHUKALMM MEXAy HUMW PasHbIMK MPOMEXYTOY-
HbIMU 3BEHbSMMU, @ TakKe UCKIOYEHNeM NpeacTaBuUTeneil HU3LWMxX rpynn 13
KaKux-nMbo AeMCTBMI, KOTOPbIE COBEPLWAIOT MPEACTaBUTEeNN BbICWIMX FPYM.
Halwwm npeacTaBneHns 0 COCIOBHOM OOLLEeCTBe KOHCTPYMPYHOT ABa Pa3HbIX My-
pa — MUP NPUBUAErMPOBaHHbBIX HOraTbix 6enbix aBCTPaANALIER ¥ MUP NPOCTOrO
Hapogda, He3HaTHbIX 6enbix paboTsr. [POMEXyTOYHOE NOAOXeHWE 3aHKUMatoT
0bpa3oBaHHble befble aBCTPanuiiLbl — Bpayu, y4uTens, B T.4. AMPEKTprUca Kon-
nempka, KOTOPbIM faHo 0bWaTbCst ¢ HOraTbiMK U 3HATHBIMM MOYTU Ha PaBHbIX,
HO He MO3BOAAETCA CTaTb YacTbto 3TOro Mupa. CouranbHoe AUCTaHLUMpOBaHve
VIMeeT 1 reHfepHyto Npupoay — pasfenbHoe obyyeHune npeacTaBuTeneii Bbic-
WX COCNOBUI M30AMPYET AEBOYEK OT BHELIHENO «IPybOro» MyXCKOro Mmupa,
npasua 3TMKeTa 3anpeLlatoT roBOPUTb C MYXXYMHAMK O HEKOTOPbLIX MHTUMHBbIX
Temax: JAMT OTKa3blBaeTCs CKaslaTb NONULENCKOMY, 4TO OHa Buaena Ha Ckane
YYUTENbHULY MaTeMaTUKN «B UCMOAHEM», @ Npucayra B foMe OUTLXbI0OETOB,
Kyga noMecTunu HangeHHyto 6e3 cosHaHus MipMy, He coobluaeT NoAnLENCKIM
006 oTcyTCTBMM Ha VipMe kopceTa.

B KnHodunbme coumanbHble AnCTaHUMM BOIMOXHO OnpefenvTh B Xoae
HabnoaeHNs 3a 06ANKOM ¥ [eNCTBUAMM NepCoHaxel B Kagpe v vx B3anMo-
pevicTBrieM. OTHOLWEHMS epapxmy NPOYUTbIBAIOTCS 6e3 0CobbIX 3aTPYAHEHNMIA:
npefcTaBUTENV BBICLIMX CNIOEB U KNACCOB Ny4lle OAETbI, OHW AEMOHCTPUPYIOT
XOpolre MaHepsl, ABUratoTcs bonee NNaBHO M MeANIEHHO, Y HUX CAEPXKaHHOe
peYeBOe NoBefeHNe. bonee HMU3KMe KNacchl OfleTbl NPOLLEe U HebpexHee, Kpome
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Tex, KTO HaxofMTCs B YCIYKEHUN: UX OAEXAA aKKypaTHa, MX MaHepbl MpOCTOBa-
Thl, 93bIK 60N1€€e CBOBOAHbIV Y HENUTEPATYPHbIN.

CouvanbHas mepapxms KpacHOPeYMBO NPOSIBASETCS B OTAENbHbIX CLie-
Hax, Hanpumep, Npv NepBoM obuieHnn Malikna ®uTuxblobepTa U Kydepa ero
asav — AnbbepTa. AnbbepT AepHUTCs C NAEMSHHUKOM NONKOBHMKA NOYTU Ha
paBHbIX (OHM OAHOTO BO3pacTa), M Malikn xo4eT NoaaepaTh 3Ty NPUATENbCKYHO
MaHepy obLleHns, ofHako, koraa AnbbepT npoTarMeaeT emy GyTbINKY NUBA,
13 KOTOPOW OH TOMBKO YTO NWA (HapyleHne aTnkeTa), Maiikn bepeT ee HexoTs
1 cobupaeTcs cHavana obTepeTb ropbIWKO BYTbINKK, YTOBbI BbIMUTbH CAMOMY,
HO CTecHsieTcs B3rnsaa AnbbepTa, KOTOPbI MOXET MOHATL 3TO KaK XecT npe-
HebpexeHus (Puc. 7).

Puc. 7. Kagp n3 dpunbma «MMKHUK y Bucsiyein ckanbl», pex. Mutep Yup, 1975. 14 MUH. 28 cek.
CKpVHLOT aBTOpa

Fig. 7. Picnic at Hanging Rock [film, 14:28]. (1975). Directed by Peter Weir'?

Bo Bpems CBETCKOro npuema y nonakoBHuKa AnbbepT HaxoauTCs Ha yaa-
NEHNV OT rOCTel Y MPOHUYHO HabMoAAeT 3a HMK, a Takke coobuiaeT Malkny,
4TO OTKa3asncs NPUCYKMBATb NOMKOBHYWKY 1 rOCTSM. B cLieHe nomncKa Ha rope
KpYMHbIM KafpOM HaM MOKa3bIBatOT pyKy AnbbepTa C rpsi3HbIMU HOMTAMUY — ellle
OAVH BU3YyanbHbIN MapKep COUMaNbHOro HK3a.

Mpucnyra B GuiabMe nepef xo3seBamu AepKUTCS HOMOPHO, AENCTBYS
MeanuTeNbHble, B Pa3roBOpe AEMOHCTPUPYIOT HEYBEPEHHOCTb. Tak, Kyvep
Mafam SNnNNbsapA roBOPUT HEYBEPEHHO W C AUPEKTPUCON, U C NOAVLENCKUM.
B0ofpo roBOpMT OH TONBKO C y4MUTENbHULUAMU, C KEM HAXOAUTCS Ha OfIHOW CoL-
anbHOM CTyNeHu — HaeMHble PaboTHYVIKK, U C BOCMUTAHHULAMK, KOTOPbIE elye
AETV 1 TaloKe HaxoasaTCs B 3aBYCUMOM NONOXEHWW. [leByLIKM pobKo BeayT cebs

2 Y\cToqHUK n30bpaxerns cM. / See the image source: https://www.youtube.com/watch?v=upJilu
97IWM&list=PLHQODI6AgbeTpT4B0Og6F_yAXMEJAO-rq&index=5 (27.06.2023).
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C B3POC/bIMW, BCE WX AENCTBMUA B KOMNeMKe NOAYMHEHbI CTPOTMM MpaBuiam
pacnopsfKa, BHeWHM BUA 1 NMOBEAEHWE He NPOTMBOpeYaT STHKETY.

[Ovanor mexmay NoabMU M3 pPasHbiX COCNOBMIA OOpeyeH Ha Heygauy.
B pomaHe clueHa pa3roBopa VipMbl 1 cnacuero ee AnbbepTa B cafly NOAKOBHMKA
duTuXbIO6EepTa AEMOHCTPUPYET NONHYIO HENOBKOCTL ANbbepTa nepes 3HaTHOW
1 60raToi AeBYLIKON. [IUCTaHUMIO MeXIY HYMI OH BOCTIPUHWMAET KaK Hernpeo-
AONVIMYIO MPOMACcTb: OH MOYTU He CMOTPUT Ha Hee B pa3roBope 1 He oCMenuBa-
eTCs NoXaTb NPOTAHYTYIO emy pyKy. B dunbme AnbbepT 1 Vipma He obuatoTcs.
B cepunane oHn becenytoT 63 0cobbix 3aTPYAHEHMI CO CTOPOHbBI ANbbepTa, XoTs
OH AeMOHCTPUPYET ONpefeneHHyH OTCTPaHeHHOCTb.

B cepunane couvanbHas ANCTaHUMS MapKUPYETCS OAEKAOW U, CKOpee, Ha-
3bIBAETCS NEPCOHAXaMU, HO B AeCTBUM AN B Kape NOYTU He akLueHTHpyeTcs.
TaK, HanpuMep, 0 HEYMECTHOCTM MOSIBNEHUS AMPEKTPUCHI Ha CBETCKOM Mpw-
eMe roBopsT NPO3payHbiM HAMEKOM, HO 3TO OCTAETCS PEMNKON, KOTopas 3BY-
YUT NPU NOSBNEHUN CPeau rocTelt Magam INNNbsaps. BruayanbHbiX 3HaKOB 3Ta
AVCTaHUWS He nony4YaeT. [eByWKN-BOCINTAHHMLbI BCAYECKM BO3paXatoT Npw-
Ka3HOMY TOHY AVPEKTPUCHI U BHELLHE He O4YeHb-TO ee BOoSTCS, HECMOTPS Ha ee
yBneyeHune br3nyYecKnMmn Mepamu Hakasanus. CoumnansHas AUCTaHUMS Mexay
6enbiMm aBcTpanuinuaMu 1 abopureHamu, MeTUcammn NPUCYTCTBYET BeCbMa
yCNoBHO: M3pMOH MocellaeT BCe CBETCKME MeponpusTus BMecTe C 6enbimMu
CoyYeHMLaMu, OpHMYHas naHcMoHa MUHHM BbIXOAMT 3aMyX 3a MeTuca Toma
(B cepmane 1 pomaHe TOM — pbhxeBaTblid MpnaHaew). BHeWwHoCTb NoanLecKko-
ro Takke roBOpPUT O ero CMeWaHHOM abopUTreHHOM MPOWCXOXAEHUN. TaKuM
00pa3oM, coumanbHble AUCTaHUMM Mexay NpUBMAErMPOBaHHbLIM, CPeaHWUM
M HU3LMM KNaccoM, a Takke benbiMu aBcTpanuiilaMmn 1 MeTucamu B cepuane
MaKCKMManbHO CriaxeHsbl.

BonbHoe obpalleHvie ¢ coumanbHbiMU peannsMm BUKTOPUAHCKOro 06-
LlecTBa M COBPEMEHHas TPaKTOBKa CloXeTa MO3BONSIT OTHECTW Tenecepwan
K NONyNsipPHOMY CErofiHs XaHpy HeO-BUKTOPVAHCKOrO KMHO, MO KOTOPbIM MO-
HMMaEeTCs 3KpaHM3aLUmMs BUKTOPMAHCKOTO U HEO-BMKTOPMAHCKOro AnTepaTyp-
HOro MaTepuana C 04eBMAHbIMY MHKOPMOpaLuMsMM COBPEMEHHON npobnema-
TUKN 1 naeonornn (Ckopoxoabko, 2016, Oyarzun, 2021).

NOKALIM

[lelicTBrE poMaHa pa3BopavnBaeTcs B aBCTPANNNCKON NPOBUHLMN BUk-
TOpUS, rae B OKPECTHOCTSX ropoAKa MaceaoH pacnonoxeHbl KONNeMK Maaam
INNNbapa U CTaBllas MecToM 3arafxu Bucsdas Ckana, oTaeneHHas oT ropoaa
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AMKMM NPOCTPaHCTBOM aBCTPanMnCKOro bylia. B 3Toin BHyTpeHHen reorpadumn
poMaHa, M0 MHEHWI0 MHOTMX, CKPbITbI [1@BHbIE ONMO3UUUN 1 KOHPANKTbI.

Konnemx ssnset coboit 06pa3ymKk aHMUINCKOro KONOHWaNsHoro nopsia-
Ka, KOTOpPbIV, OfiHAKO, He3HafexHo ycTapeBaeT. B pomaHe 3paHue Konnemka
0XapaKTepu3oBaHoO BeCcbMa 0fHO3HauHO: «Appleyard College was already in the
year nineteen hundred, as architectural anachronism in the Australian bush —
a hopeless misfit in time and place. The clumsy two storey manson». («Yxe
B 1900 rogy Konnemx INNnbsapa O6bi1 B aBCTPANMINCKOM Bylie apXMTeKTYPHbIM
aHaxpoHN3MOM — be3HafexHOoe HeCOOTBETCTBME BPEMEHU 1 MecTy. Heykito-
XU ABYX3TaXKHbIN 0COBHSAK» (Lindsay, 1967, p. 8). OCOBHSAK 1 Npuneratowmin K
Hemy capg B dunbMe v cepuane CyWEeCcTBEHHO pa3nnyatoTcs. 3To 6bino oTMe-
YeHO M B PYCCKON3bIYHbBIX PeLieH3usX: «B oTanMumne oT MapTuHaenn-xonna, rae
CHUManach NeHTa Ynpa, apxnuTeKTypHbIi KOMNeKe Beppnbu-MeHLUH, YTo mnc-
NONHSET B cepuane ponb KoNnemxa, He 0CObHsK, a hopMeHHbIn asopeL» (Ky3b-
MUHCKWIA, 2018). 3TO KOHTpaCTUpyeT C NPUHLMNOM BM3yann3aummn B KUHOMWb-
Me, Toe WHTepbepbl CTapolt ycaabbbl, NnepeaenaHHble MO HYyXabl KonnemKa,
roBOPST, CKOpee, 0 KOHCEePBATN3ME Vi YOMOPHOCTK, YeM O NMOKa3HOW POCKOLLW,
(DYHKLMA KOTOPOW B cepriane — NpuaaTh 3penliHOCTb MeCTy AeicTems. [py-
roe LUeHTpanbHoe MecTo AencTBus — Bucsyas ckana, MeHstowas cyasbbl no-
Ael, HanpsiMyto 1K ONOCPEAOBaHHO COMPUKOCHYBLIMXCS C Held. W He TonbKo
ntofeit. [k, IMHACK B pOMaHe NULLIET O TeX MHOTOYUCAEHHbIX XKVBbIX CO3AaHUSX,
HaCeKoMbIX, NTWLAX, PACTEHMSIX, KOTOPbIE Oblv 6E3KaNOCTHO CMETEHbI CO CBO-
X MECT BO BpeMsi NMM1KHMKa 1 NOCNeAytoLLMX MOVCKOB. B poMaHe 3T1 onucaHums
He3aMeTHbIX /15 Yen0oBeKa COBbITUI COCTABNSIOT BAaXHYHO 4aCTb CTPYKTYpPbI MO-
BECTBOBaHWS, 3aMe/1fs BHUMaHWe YuTaTens v nepeBofs ero ¢ aHTponoueH-
TPUYHOM Ha KOCMOLLEHTPUYHYIO MOAENb BOCMPUSATHUS.

MUKpPOMUP B KMHODUNbME NOSBASETCS B TAKOM aKTUBHOM KavecTse 3nu-
30[1M4eCK:

1) MypaBbW Ha KyCKe TOPTa B MOMEHT, KOrf1a 1eBYLIKM NOrPy*aloTCsl B COH
Ha NoNsHe ANs NUKHUKa;

2) MypaBbW Ha rool CTyNHe Cnsiei AeBYLWKK U sepuLa psAoM Co Cnsi-
e MnupaHaon Ha Ckane,

3) NTUUBI B3NETAIOT NPY NOSBNEHWUU NtOAEN Y NOAHOKMUS CKanbl, 3TH xe
NTWLbI BCTpeyatoT Maiikna n AnbbepTa, Koraa Te Bo3BpallatoTcs Ha Ckany ans
NPOAOHKEHNS MONCKOB.

KMHONOBECTBOBAHMWE CNOXHO BbICTPOUTb Ha I'IO,CI,O6HbIX «CTATUYHbBIX»
Kagpax, 4yTOObI He NoTepATb TeEMM. Ka,qpu C 3TUMK obUTaTeNIMU «AVKOTO Npo-
CTpaHCTBa» Ckanbl HanoMuHakT 3puTeNto O TOM, 4TO 3TO MPOCTPAHCTBO OT-
HIOOb He MyCToe. Tak pexmnccep MHTeEPNPETNPYET BaXKHYHO A4 CaMOCO3HaHNA
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aBCTpanninLeB naeonoremy o6 aBCTPaNMNCKOM KOHTUHEHTE Kak O HUYeHOM
3emne (terra nullus), koTopas xaana cBoux 6enbix NepBoOTKpbIBaTENE. [poTy-
BOMOCTaBNEHME KyNbTYPHbIX NaHAWadTOB: «AMKOrO NyCTOro/Mnoporosoro npo-
CTpaHCTBa “HeOOXMTON 3eMan” ¥ NPOCTPaAHCTBA “BMKTOPMAHCKOIO nopsiaka
W UMBUNM3aUMKU” ABASETCA LEHTPaNbHOM CMbICNIOBOW onno3nuvern hunbma»
(Holmkvist, 2013).

B cepwane 3TV ONMoO3uLMKM NMOAHOCTBIO CHATbI, BHUMaHWe 3puTens nepe-
KNHOYaEeTCs Ha NCUXONOrMYeckue KOHMANKTbI, BbI3BaHHbIE KOHCEPBATUBHbLIM CO-
UManbHbIM NOPSAKOM. MUKPOMUP B Ceprane Takxe He MrpaeT CaMoCTOSTENbHOM
ponu. MblWHas pacTUTENbHOCTb B cagy W AuKMe 3apocnu y Ckanbl BbICTynatoT
B POIM KPAaCOYHbIX fieKkopaLmnii Ans aeincTeus. Ckana CTaHOBUTCS NOKaLWEN, C KO-
TOPOJA CBSA3bIBAOT MUCTUYECKME UCTOPUM abopHreHOB: «HOYbIO 30eCh HUKTO He
ocTaeTcs. MpuxoamnT Npu3pak», — coobllaeT abopureH 13 NOUCKOBOW CYKObI.

BusyanbHas penpeseHTauyvs NPUYPOAHOTO MUpa B Tenecepviane Toxe
BbIMNAAMT Honee NblWHON U APKOI. B KUHOMUABME NPUPOAHbLIN naHawadT aB-
CTpanuiickoro bylla BblAepXaH B KeNTOBaTbIX Kpackax, Co3AaBas Bu3yanbHbll
3DDEKT CONHEYHOTO 1 CyXOro MPOCTPaHCTBA, ONACHOrO U ManonpUroAHOro Ans
XPYMKOM 4E10BEYECKON I3HK, TeM Honee 13HN HeNpUCNoCobNEHHbIX K Cypo-
BOW aBCTPANMICKON Npupo/ae eBpONnenLes.

TaknM 00pa3oM, LUeHTpanbHas onno3nums pomaHa 1 dunbma: nprupoga-
HOTO M LUMBMAM30BAHHOTO MPOCTPaHCTB, — B cepuane TpaHchopMmupyeTcs
B ONMNO3MLMIO0 «BbITh CaMMUM COBOM» UM «Ka3aTbCs TEM, KEM Tbl HE SBASELbCS».
OcTaTbcst cOO0M Ans YeTbipex BOCMUTAHHUL KoAnempka Madam SNnnbapg He
NpeacTaBNseTcs BOIMOXHbIM B CYLLECTBYIOWMX yCNoBusx. Ckana CTaHOBUTCS
€AVHCTBEHHbBIM «ybexuLLeM» OT HENMPaBUABHOIO COLManbHOro NopsaKa, Npo-
NUTAHHOIO NCUXONOTNYECKUM U MPSMbBIM HaCUNMEM.

3AK/TIOHEHUE

Bo BCex Tpex Npon3BefeHNsX NOBECTBOBaHWE BeeTCs O COBbITUSAX NO3-
HEBUKTOPVAHCKOW 3n0oxu. T103TOMy 1M306paKeHne colmanbHbiX U NCUXONOoru-
YeCcKMX TeM W KOHMAVKTOB MUCMbITHIBAET BO3AENCTBME Npobnem 1 cnocobos
MbILUNIEHWS, aKTYabHbIX Ha MOMEHT CO3[aHus 3TUX NPomn3BeaeHNiA. IKpaHu3a-
ums 1975 1. 4OCTaTO4HO NOHO BOCMPOU3BOAMT [1aBHbIE CMbIC/IOBbIE KONMN3MY
pomana k. /InHacy, Aaxe npuberHys K cokpallernto ero abynbl, He ocoBpe-
MeHMBaeT NepPCOHAKEN 1 CBOMCTBEHHBIN 3MOXe CTUNb COLManbHbIX B3avMoaei-
CTBUIA. POMaH 1 KnHobUAbM cchopMMpoBan MUMONOTMYECKNIA CIOXKET, CTaB-
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WA 3HAKOBBIM AN MaCCOBOW KyNbTYpPbl COBPEMEHHON ABCTpanuu.

CepuanbHas Bepcvs poMaHa BbIXOAWT CrycTs bonee Yem 40 neT nocne
nepsow 3KpaHusauuu. CouranbHble 1 KyAsTYpHbIE U3MEHEHNS, NPou3oLea-
LWne 3a 3TV ACATUNETUS B aBCTPANNICKOM 06LLECTBe, MPOELMPYIOTCS Ha aeto
POMaHa, MEHSHOT XapaKTEPUCTUKM NEPCOHANKEN, LONONHAOT CIOXKETHbIE MOTH-
Bbl, MEHSIOT TWMbI KOHMIMKTOB ¥ CNOCObI UX pa3pelleHns. Cepuan oTKasbiBa-
€TCs OT [aBHOW AN pOMaHa 1 GrUabMa KyNbTypHOW ONNO3MLUMK: AnKas ABCTpa-
NN — OKYNbTYpeHHas ABCTpanns, Npeanaras CBOK BEPCUIO LEeHTPanbHoro
KOHAVKTA: coUvanbHas Mepapxusi U KOHCepBaTV3M COCOBHOIO 0bLLecTBa
NpOTWB CBOHOAbI M HE3ABUCUMOCTU NMMYHOCTH. OH MHTEPNPETUPYET CIOXKET PO-
MaHa B CMCTEME CEroAHAWHMX CTPAXOB U KOMTMIEKCOB, MOHATHbIX COBPEMEHHO-
MY 3pUTEMO: OTHOLIEHWS JOMUHUPOBAHWA, HaCUMe, pacoBble Npeapaccyiky,
rOMOCeKCyasibHble OTHOLWEHWs!, KOHPANKT CBOOOAHOTO WMHAMBMAA U KOHCep-
BaTWMBHOrO OOLLECTBA, CaMOpa3spyLlleHne 1 Cynums. YCNOXKHEHNEe XapaKTepos,
HafeneHve VX NpoTUBOPEYVBbIMU KaYeCTBaMM 1 TaliHaMu JatoT BO3MOXHOCTb
cosfaTensm TefieBepCcH BbICTPAUBaTh AVHAMUYHbIV CIOXKET, @ POCKOLb UHTe-
PbepOB 1 KPaCOYHOCTb NaHAWA(TOB YBENVYMBAIOT €€ 3pefINLLHOCTb. HappaTvB
cepuana CTpyKTypupyeTcs B COOTBETCTBIM C NOTUKOW obecrneyeHus LUMPOKOTro
3pUTENBCKOrO MHTEPEeca, UMEHHO MO3TOMY B MepBOHAYabHbIN CIOXET BCTPa-
MBAIOTCS Hamnbonee axkTyanbHble Maeonoremsl. Mo 3ToW NpUYKMHE coLnanbHble
MapKepbl BUKTOPVAHCKOI 3MOXK NepecTatoT paboTaTh B cepuane Kak B 3Hauu-
TeNbHOV Mepe yTpaTuBLIME aKTyaNnbHOCTb ANs1 COBPEMEHHOTO 3puTens. Buay-
anbHO oTobparkaemble coumanbHble AUCTAHLMN MEXAY NMPUBKNETMPOBAHHbIM,
CPEefHMM ¥ HU3LWWM KNaccoM, a Takke OenbiMy aBCTpanuiLamu 1 MeTncamu,
XapakTepusytoujne obLecTso Havana XX B., Kakue Mbl MOMIN BUAETb B KMHO-
bunbme, — B cepuane MakCMManbHO CriaXeHsl.,

Bce 311 n3mMeHeHns NpruBOAAT K TOMY, 4TO Tenecepuan «[MMKHUK y Buca-
yein Ckanbl» penpeseHTUpyeT COBCEM MHOE aBCTPaINIACKOe 0BLIECTBO, YeM TO,
4TO ObINO OMKMCaHo B pomaHe k. /IuHACK 1 nokasaHo B dunbMe M. Ynpa: 310
COBpEMEHHOE aBCTpanminckoe 06uiecTso 2010-x B YCIOBHbIX eKOPALIMSX.
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Recycling of the Soviet Estrada
in The Voice Television Show’

Abstract. The article explores how The Voice re-actualizes the Soviet era songs
and symbols. The nature of the show’s interaction with Soviet culture is traced
through five parameters: the geography of the participants, the repertoire, the
figure of one of the mentors, voice timbres, and specifics of interpretation.

The Voice, like the all-Union song festivals of the Soviet era, strives for
geographical pervasiveness and maximum ethnic diversity within the project.
This diversity, however, turns out to be very conditional. It does not imply
musical immersion into different cultures, but is limited to a linguistic, and, at
most, arranging reworking of the titular nation’s culture.

Among the Soviet pop music themes, in the highest demand in the show are
dramatic love ballads, songs about nature, and compositions about the artist’s
fate. Alexander Gradsky, being one of the mentors, gave newly found relevance
to the half-forgotten hits of the Soviet time, creating a new image of the Soviet
music stage, far from sterile piety and emotional restraint.

The analysis of participants’ timbres and the peculiarities of their vocal technique

shows that The Voice brings back the fashion for trained, powerful and velvety
*Translated by Anna Evstropova.

HAYKA TENEBUAEHMA 19 (2), 2023 41 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-0752-9786
mailto:e-mail:%20katyakartseva%40gmail.com%0D?subject=
https://doi.org/10.30628/1994-9529-2023-19.1-13-78
http://elibrary.ru/RJTXFK

voices of the Soviet estrada. Another trait noticed was the two vectors of the
performing interpretation of Soviet pop songs. Most of the contestants tend to
become completely identical, indistinguishable from the original (canonical)
version of the song, while only few dare to radically rethink the Soviet-time
songs, striving to show their originality and uniqueness by significantly changing
the well-known music.

Keywords: Soviet estrada, Russian television, cultural recycling, talent show,
singing competition TV shows, cover versions, Alexander Gradsky
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PecanknmHr COBETCKOW 3CTpafbl
B Tenewoy «fonoc»

AHHoTauus. CtaTbs NMOCBsLUEHa peaKTyannsalymn neceH U CMBOMOB COBET-
CKOW 3MOXM Ha Tenewoy «[0n0C». XapakTep B3aMMOLEHCTBUS Tenewoy ¢ Co-
BETCKOW KyNbTYpOW MPOCNEXMBAETCS N0 NSATY NapaMmeTpam: reorpadus y4acT-
HUKOB, MCNOMHSAEMbI penepTyap, GUrypa ofHOro 13 HaCTaBHMKOB, TeMOPSI
FON0COB U OCOOEHHOCTY MHTEPNPETaLMN.

BbISICHSETCS, 4TO «T0N0C», KaK ¥ BCECOO3Hble NeceHHble hecTUBanm COBETCKO-
O BPEMEHW, CTPEMUTCS K reorpadmyecKoin BCEOXBAaTHOCTU M MaKCVIMabHOM
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NPEACTaBNEHHOCTU Pa3NnyHbIX STHOCOB B pamKax TenenpoekTta. OfHako 3Ta
NPEeACTaBNEHHOCTb Ha MNOBEPKY OKa3blBaeTCs O4eHb YCNOBHOK. OHa He noj-
pa3lymMeBaeT My3bIKaNbHOTO MOTPYKEHUS B MHYHO KYNETYPY, @ OrPaHNYMBaETCs
JIMHTBUCTUYECKOW, MAaKCUMYM — apaHX1pPOBOYHOW NepepaboTKON KyNnsTypbi
TUTYNBHON HaUWN.

MakcMansHO BOCTPEOOBAHHbBIMM TEMATUYECKMMU HanpaBNeHWsM1 CoBeT-
CKOW 3CTpagbl B TenenpoekTe ABASIOTCA fpaMaTuyHble NtoboBHbIe bannagl,
NEeCHW 0 POAHON NPVPOAe 1 KOMNO3ULMK O cyabbe apTucTa. AnexkcaHap pag-
CKMIA B Ka4eCTBe OJHOTO M3 HACTaBHMKOB TeenpoeKTa aKTyanu3mposan s
WIPOKOW NybAMKKM Nony3abbiThle WASrepbl COBETCKOrO BPeMeHu, co3faBas
HOBbIA MMUIPK COBETCKOW 3CTPafbl, AaNeKuin OT CTepunbHoi bnaroobpasHo-
CTV 1 3MOLMOHANbHOM BbIAEPKAHHOCTU.

AHann3 TeMbpoB rofl0COB YHACTHMKOB TeNewWoy U 0CODEHHOCTEN 1X BOKaNb-
HOW TEeXHMKM NOKa3an, 4To «[oN0c» BO3BPalLaeT MOAY Ha NOCTaBNEHHbIE, MOLL-
Hble 1 GapxaTWCTble rofoca COBETCKON 3CTpafbl. Takke Obinv BblgeneHbl 4Ba
BEKTOpa MCMOMHUTENBCKOW HTePNpeTaLymn NeceH COBETCKOW 3CTpafbl. bonb-
Was 4acTb KOHKYPCAHTOB TATOTEET K MOAHOW MAEHTUYHOCTU, HEOTIUYUMOCTM
OT OPUrMHaNbHOW (KAHOHWYHOW) BEPCUM NECHW. MeHblias 4acTb — pellaeTcs
Ha KapavHanbHoe NepeocMbICieHne NeCEH COBETCKONO BPEMEHU, CTPEMUTCS
NoKa3aTb CBOK CaMOBbITHOCTb 1 YHMKANbHOCTb 33 CHET CYLLECTBEHHOIO M3Me-
HEHMS XOPOLWWO M3BECTHOW MY3bIKM.

KntoueBble cnoBa: COBETCKAs 3CTPafa, POCCUICKOE TeneBUaeHWe, KynbTyp-
HbI/i PECAMKIWHT, WOY TanaHTOB, NMeceHHble TeNeloy, KaBep-Bepcuu, Anek-
caHap MpaacKuid.

BnaropgapHocTu: CTaTbs NMOArOTOBNEHA NPV NOAAEPHKKE POCCUIICKOTO Hayy-
Horo doHaa B pamkax npoekta N 19-18-00414 «CoseTckoe ceroaHs: Gopmbl
Ky/IbTYPHOIO pecaiknnHra B pOCCUIACKOM UCKYCCTBE U 3CTETUKE NMOBCEHEBHO-
ro. 1990-2010-e rogpi».

INTRODUCTION
The Voice [Golos / Tonoc] is justly considered to be the major singing

competition TV show in Russia. Among the other shows on national television, it
is one of the most long-running and high-status projects, which has become the
hallmark of Channel One. The first season of The Voice Russia took place in 2012;
by 2022, the show had 10 seasons, not counting offshoots—The Voice Kids and The
Voice Senior.

The show is a franchise of the Dutch format of The Voice, which, in turn,

belongs to a talent show format. Their similarities are
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a focus on ordinary people with special talent, the appearance of a
small group of judges or mentors who select the contestants, the
transformation of these contestants into stars and, in most cases, a
deciding role for television viewers at home, who are invited to support
contestants by voting for them through phoning in and sending SMS
messages. (Bruin & Zwaan, 2012, p. 2)

Along with The Voice, similar formats include such TV projects as /dol
(adapted in Russia as People’s Artist), and The X-Factor (adapted in Russia as
Secret of Success, The A Factor, Main Stage?). However, on Russian television, it
was The Voice that unequivocally won in this keen rivalry of talent shows.

Western scholars studying the phenomenon of transnational television
formats and talent shows point out two important patterns.

The first pattern, articulated by Silvio Waisbord, is that “formats are
culturally specific but nationally neutral” (Waisbord, 2004, p. 368). Despite the
fact that formats are invented and launched in different countries, becoming
irrefutable evidence of the globalization of the television industry, they do not
bear any traces of national cultures of the countries of origin. On the contrary,
they are surprisingly malleable in adapting to the specifics of local national
cultures. Moreover, according to Waisbord, global television formats play an
active role in marking national identity because they “organize experiences of
the national,” “provide spaces for the representation of national cultures,” and,
most importantly, “offer opportunities for audiences to recognize themselves as
members of national communities” (Waisbord, 2004, p. 372). It is no coincidence
that Yuri Druzhkin, analyzing the phenomenal success of the Russian adaptation
of The Voice in 2013, suggested that “this song project itself bears a certain glow
or premonition of something akin to the ‘national idea’ and, perhaps, contains
some of the meanings that can become these very [spiritual] staples” (Druzhkin,
2015, p. 188).

The second, no less significant, pattern is related to talent shows themselves:
they have changed conceptualizations of fame and celebrity by puttingthe
previously invisible star-making process on display (Bruin, Zwaan, 2012, p. 3). This,
on the one hand, constitutes the essence of their success with viewers, but on

L People’s Artist [Narodny Artist /| HapodHeil apmucm] was aired on the Russia-1 TV channel from
2003 to 2006.

2 Secret of Success [Sekret Uspekha / CexpeT ycnexal, The A Factor [Faktor A / ®akTop A], Main Stage
[Glavnaya Stsena / MasHas cuera] are Russian adaptations of the American The X Factor reality
television music competition show and were aired on Russia-1 in 2005-2006,2011-2013, and 2015~
2016, respectively.

*Forinstance, according to the TNS Russia report for 2015, The Voice Russia ranked third among the
entertainment programs (8.4%), behind the leader of the rank, Let Them Talk talk show (9.3%), and
The Voice’s own offshoot—The Voice Kids (8.6%). Main Stage talent show (Russia-1 channel) took
the last, 10th place in the rating (6.0%) (Top-10, 2016, p. 24).
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the other hand, it raises a lot of criticism, as there are always doubts about how fair
the selection of “real talents” is.

That is why such shows “have to use several strategies of promotion and
narration to convey to viewers that the contestants do have an innate talent and
that Idols is only helping them on an inevitable journey to becoming famous”
(Bruin, Zwaan, 2012, p. 4).

One of the manifestations of national culture in The Voice Russia is the active
circulation of Soviet pop songs in it. The purpose of this article is to examine how
the project is recycling Soviet culture or, in other words, to trace the reincarnation
of Soviet popularmusicin asuper-successful reality television singing competition.

The concept of cultural recycling has been actively and polyphonically
developed in the western humanities since the 1960s. The conventional and most
widespread interpretation of this metaphor-term implies a three-phase model,
which includes “the phase of initial relevance of some topicality, the phase of
its receding into the background, and the phase of its return into the limelight”
(Vyugin, 2021, p. 20). That is, between the periods of the actual existence of a
phenomenon and its resurrection in a new (changed) context, there is often a
period of oblivion, a time of unclaimedness, “archiving” of tradition.

Importantly, the concept of recycling in no way implies that the subject
of “recycling” is treated as “garbage,” something outdated and no longer
required. This concept is first of all applied for tracing the cycle of existence of a
phenomenon—in our case, Soviet pop songs.

As the starting point in the re-actualization of Soviet culture in post-Soviet
Russia, many researchers name the Old Songs About the Main Thing television
project [Starye pesni o glavnom |/ Cmapsie necHu o enasHom], broadcast on
Channel One in 1995-2001. Not only did it arouse nostalgia for the Soviet era,
but also largely determined the canons of its presentation in modern times.* The
Voice, while not being retro-oriented, continues, nevertheless, this tradition and
attracts the heritage of Soviet pop music into its orbit.

The nature of The Voice’s interaction with Soviet culture and, in particular,
with popular music of that period can be traced back to five parameters. The
first parameter is the geography of the participants; the second—the repertoire
performed; the third—the figure of one of the mentors; the fourth is the
participants’ timbres; and the fifth—the specifics of interpretation, that is, the
performer’s reading of Soviet pop songs.

All these parameters will be considered in order.

“For more details, see (Zhurkova, 2021).
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GEOGRAPHICAL INCLUSIVENESS AND ETHNIC REPRESENTATION

Having analyzed the official websites of the /do/ music competition television
series in different countries, Joost de Bruin showed how global TV formats serve
to signify not only national, but also regional and ethnic identities. For example,
regional identity is often signified through the naming of contestants’ hometowns
and/or audition cities and directly refers to national identity.

Hometowns and audition towns are presented as naturally belonging
to the nation; there is no discussion of contested boundaries and
local specificities are not dwelled on. Rather than articulating regional
identity, these citings of place merely flag the territory encapsulated by
the nation. (Bruin, 2012, p. 47)

In addition, national identity is often manifested in contestants’ singing of
national anthems and in the audience’s waving of national flags in the studio. As
for the ethnic identity, de Bruin traces it by the representation of ethnic minorities
among the finalists of the project in Canada and Australia. The author is surprised
to find that

[w]hile Canada was one of the first countries in the world to adopt
multiculturalism as a national policy, the Canadian Idol top 10
contestants are all white and from Anglo-Saxon backgrounds (Byers
2008). Conversely, while immigration in Australia has been historically
framed by the so-called ‘white Australia policy’ and race relations can
be tense at times (...), Australian Idol contestants represent a range of
ethnic backgrounds and are given ample opportunities to articulate
their own voices. (Bruin, 2012, p. 50)

In the Russian version of The Voice, there is also a place for the manifestation
of all three types of identity: national, regional, and ethnic. However, the way they
are labeled refers, in many respects, to the underlying ideas of Soviet culture
associated with a large, multinational society and friendship between peoples.

Participants of The Voice Russia come from all over the country, including
national republics of Bashkortostan, Dagestan, Kabardino-Balkaria, Tatarstan, the
Chechen Republic, etc. A significant number of contestants are representatives
of former Soviet republics—Armenia, Azerbaijan, Belarus, Georgia, Kazakhstan,
Kyrgyzstan, Latvia, Lithuania, Uzbekistan, Ukraine, Estonia. There are also singers
from various countries of Europe, Africa, and the Americas. Elena Gritsenko
and Evgeniya Aleshinskaya believe that in this international status of The Voice
Russia lies its difference from other localized versions of the show (Gritsenko &
Alyoshinskaya, 2015, p. 38).

Indeed, turning to the Joost de Bruin’s method, one can see that in each
season of The Voice, among the eight contestants reaching the semifinals there
are one to six representatives of different ethnicities or citizens of former Soviet
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republics. On average, the number of such contestants makes up half of all
semifinalists.> More than that, representatives of ethnic minorities and former
Soviet republics have often become winners of The Voice. They are Dina Garipova
(season 1, ethnic Tatar), Sergey Volchkov (season 2, Belarus), Selim Alakhyarov
(season 6, Dagestan, ethnic Lezgin), Asker Berbekov (season 8, Kabardino-
Balkaria), Aleksandr Volkodav (season 10, Kyrgyzstan).

Representatives of different nationalities often designate their ethnic
identity through music. The most natural way is to perform songs in one’s native
language, which was a characteristic feature of song festivals in the Soviet Union
as well, up to such status festivals as the Song of the Year [Pesnya goda / ec-
Hsa 200a]. However, the fundamental difference is that in Soviet times composers
of national schools deliberately composed original estrada songs in their native
languages, while in The Voice the contestants re-sing originally Russian songs in
their national languages.

Forinstance, Elena Gritsenko and Evgeniya Aleshinskaya analyze the Dilyara
Vagapova’s (season 3) cover of Soldier [Soldat / Condam] by 5’NIZZA in Tatar
(Aleshinskaya & Gritsenko, 2017, p. 54). An equally vivid example is The Horse [Kon’
/ Kons], composed by Igor Matvienko to Alexander Shaganov’s lyrics, but in the
public consciousness inescapably considered a Russian folk song. In season 8 of
The Voice, Pelageya performed it together with contestants Nurzhigit Subankulov
(Kyrgyzstan) and Asker Berbekov (Kabardino-Balkaria). The song about love for
the homeland was performed in three languages at once—Russian, Kyrgyz, and
Kabardinian, and launched a wave of enthusiastic reviews on the web, many of
them expressing joy for the revival of the idea of friendship between peoples.®

A more radical intrusion in the original musical and poetic text of a song
was demonstrated in season 5 by a contestant from Cuba, William Borges Hidalgo.
At the Blind auditions, he sang Nikita Bogoslovsky’s Dark Is the Night [Temnaya
Noch’ / TemHas Hous] in Spanish with a Latin American music arrangement. This
interpretation changed the characterand meaning of the song beyond recognition.
As Leonid Agutin later admitted in the discussion with the other mentors, he was
directly involved in this arrangement after hearing the harmonic identity of Cuban
folk music and the famous Soviet song of the war years.

°The detailed data are summarized in the table in Appendix 1.

® Here are the most impressive commentaries to this performance on YouTube: “This is no longer
a show, but something higher) Friendship of peoples, that’s our strength! It is pleasant to listen to
it in Russian, Kyrgyz, and Kabardian languages!)”; “To strengthen interethnic relations, those who
came up with this have done more than a dozen forums on this topic. It does not matter who is
the first, who is the second. Artistic life does not follow these rules”; “The best performance of the
semifinal) And how bright the voices of the performers sound in their native languages. .. How the
three languages blend into one song... Once again, compliments to Meladze for the interethnic
number, just a brilliant idea, it is beautiful to the extreme.”
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Such performances of originally Russian-language popular songs in other
languages demonstrate a certain compromise in terms of ethnic representation.
There s, in fact, no real contact with another culture—the participants do not sing
national folk songs. There is not even the degree of appropriation of a different
culture that was present in non-Russian-speaking Soviet pop songs, when
composers introduced characteristic elements of national music into pop songs
at the melodic, rhythmic, and harmonic levels. In this case, paradoxically, the
audience gets acquainted with other cultures through recycling of its own. Parallel
to recycling of the Soviet idea of friendship between peoples, Russian-language
popular culture, including that of the Soviet period, is being recycled too.

In many ways, Soviet culture is the “common ground” (in the terminology
of Svetlana Boym (2022)) that makes it possible to find points of contact between
different countries today. For example, it is indicative that contestants from
European countries that were once part of the USSR often sing Soviet hits in
Russian. For example, all the songs that Intars Busulis (Latvia), participant of the
3rd season of The Voice, was singing in Russian, were written by Raimonds Pauls.”
And in the finale of the 6th season, Ladislav Bubnar from the Czech Republic
performed Lady Carneval ® from Karel Gott’s repertoire, singing it in two languages
(Czech and Russian).

Brandon Stone, a composer and singer living in Berlin and officially
representing Germany, demonstrated a rather curious example of moving
towards his ethnic identity through Soviet pop music. At first, he performed only
English-language pop hits; but in the quarterfinals, he came on stage with a 1995
composition from the repertoire of Tamara Gverdtsiteli, Mama’s Eyes,” in which
there sounded characteristic intonations of Georgian music. And in the Final,
Brandon Stone performed a passionate anthem of the capital of Georgia, Thiliso
(1959) by Revaz Lagidze, in two languages—Georgian and Russian.® Behind the
shell of a polished European, it transpired, there was a charismatic Georgian
temperament, which unexpectedly revealed itself in the performance of the Soviet
pop song.

Brandon Stone’s strategy of moving from singing foreign songs at the stages
where the decisions are made by mentors to songs in Russian when the outcome

"At the Knockouts, he sang | Draw You [Ya Tebya Risuyu / 51 me6s pucyro] to Andrey Dementiev’s
lyrics, and in the quarterfinals—/ Love You More Than Nature [Ya Lyublyu Tebya Bol’she Prirody /
S nobno mebs bonslue npupodsl] to the lyrics of Yevgeny Yevtushenko.

§ Music by Karel Svoboda, lyrics by Jiff Staidl, Russian text by Onegin Gadzhikasimov. Here and
below, when the song is mentioned again, the authors are not indicated.

® Mama’s Eyes [Maminy Glaza /| Mamunel 2nasa). Music by Evgeny Kobylyansky, lyrics by Simon
Osiashvili.

0 Thiliso [Téunuco]. The song was written to Petre Gruzinsky’s lyrics, Russian text by Mikhail
Kvaliashvili and Vadim Semernin.
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of the competition is determined by the viewers’ vote, is quite standard within the
framework of this projects. The implication is that the English-language repertoire
helps to better demonstrate vocal abilities for the professional jury, while Russian-
language songs are necessary to elicit viewers’ emotional response (Aleshinskaya
& Gritsenko, 2017, p. 47). In the case of Brandon Stone, the appeal to local
popular music coincided, firstly, with the disclosure of his true ethnic identity,
and, secondly, with “time travel,” when a common language with the viewers was
found through a return to the heritage of the Soviet era.

Recourse to the hits of the Soviet era, however, does not always lead to
the disclosure of ethnic identity and establishing a convincing contact with the
audience. At times this tactic works in the opposite way, turning well-known songs
into a cheap absurdist razzmatazz. Such was the case with Arsen Mukendi, an
African-American singer from Congo. At the Battles stage, he dueted with Victoria
Karachun and performed Conversation with Happiness* from the 1975 movie Ivan
Vasilievich Changes Profession directed by Leonid Gaidai. In the original context
of the film, this song, on the one hand, was the star hour of the artistic nature of
the swindler George Miloslavsky; and on the other hand, it raised philosophical
questions about the hero’s search for his destiny. In the context of the show, it
turned into a reckless lounge schlager with cartoon puppets of characters.

In the finale of the show, Arsen Mukendi performed /'ll Take You to the
Tundra.*? In Soviet times, this song was strongly associated with the small peoples
of the north, as it was sung in the voice of the reindeer herder. it was not without
reason that its most famous performer on the Soviet stage was Kola Beldy, ethnic
Nanai. Showrunners of The Voice leveled a conditional Chukcha with an African-
American on the principle of exoticism, ironically playing on the geographical
polarity of their regions of residence. They dressed the dark-skinned performerin
a fur coat, turning the search for ethnic identity into quasi-colonial bacchanalia.

Thuswise, The Voice, like the all-Union song festivals in Soviet times, strives
for geographical comprehensiveness and maximum representation of various
ethnic groups within the framework of the television project. This representation,
however, turns out to be nominal and very conditional. It does not imply any
musical immersion into a different culture, but is limited to a linguistic and, at
most, an arranged reworking of the culture of the titular nation. Singers from non-
European nations in no way represent their national musical tradition. Quite the
contrary, they are encouraged to copy as closely as possible the vocal technique
of the Western European tradition, be it pop or academic style.

Zatsepin, lyrics by Leonid Derebenyov
2 P'll Take You to the Tundra [Uvezu Tebya ya v Tundru | Yee3y mebs s 8 myHOpy]. Music by Mark
Fradkin, lyrics by Mikhail Plyatskovsky.
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Often, the material for recycling is the culture of the Soviet period, as it is the
most familiar, universal and already containing characteristic elements of other
national cultures. Some singers do come to their true ethnic identity through
Soviet pop music (like Brandon Stone), while others ineptly try on a xenogenic
outfit, distancing themselves as much as possible from their original identity (like
Arsen Mukendi).

REPERTOIRE POLICY

The next point in recycling of Soviet culture in The Voice Russia is the
repertoire policy. Here we can turn to statistics and count the number of songs
performed on the show that can be attributed to Soviet popular music.

In the context of this article, the concept of Soviet popular music is
interpreted as broadly as possible—primarily, in relation to chronological and
socio-cultural principles. In this sense, the Soviet popular music comprises not
only the compositions of recognized Soviet composers and songwriters, but
also bardic songs, and pop songs by late Soviet bands, like Laskovyi Mai. The
conglomerate of Soviet popular music also includes the work of young composers
who in the 1980s were just beginning their career—among them, for example,
Viktor Reznikov, early Igor Nikolaev, and Igor Krutoy.

Strictly speaking, it is problematic to classify all of the above examples as
Soviet estrada—if by Soviet estrada we mean only the officially approved and
ideologically aligned popular songs. However, Soviet popular music was never
monolithic in its essence. Very often, songs that were in open confrontation with
the Communist party’s policy gained nationwide popularity. (Suffice it to recall Alla
Pugacheva’s lyrical heroine in the mid-1970s and 1980s, for whom the search for
personal happiness, freedom of self-expression, and the sharpness of emotions
became the meaning of life in disregard of any external institutions and social
dogmas.) Sometimes, on the contrary, the party itself encouraged and nurtured
outwardly countercultural musical trends—ranging from structural support
for VIAs (vocal and instrumental ensembles), which were assigned to regional
philharmonic societies and allowed to rehearse on their premises (Tsuker, 2012,
pp. 79-80), to the organization of the first rock festival Spring Rhythms: Tbilisi-80
under the auspices of the Ministry of Culture of the USSR.**

3 This patronage was mentioned by Alexandr Kutikov, bass-guitarist and soloist of the Soviet
rock band Mashina Vremeni, in his interview at Svetlana Sorokina’s Program Parade [Programma
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That is why the category of popular music of the Soviet period also included
Sovietrock songs, in particular the compositions of Andrey Makarevich®, Viktor Tsoi
and the Bravo band created before 1991. Despite the oppositional, countercultural
message of Soviet rock, it was inseparable from the socio-cultural conditions and
times in which the musicians lived. According to the song count, over the course
of ten seasons of the project, the number of Soviet pop songs fluctuated within
16% on average. Falling out of this trend are season 5, when the number of Soviet
songs went down to 11.7%, and seasons 6 and 10, when it increased to 20%.

Diagram 1
Share of songs from the Soviet era in the total number of songs
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The reasons for these fluctuations are directly related to the figure of one
of the mentors—Alexander Gradsky. He was absent in season 5, triumphantly
returned in season 6 and passed away in the middle of the recording of season
10. Not only Gradsky determined the repertoire of his own team, but also tangibly
influenced the preferences of his colleagues. Seeing how advantageous—from
the point of view of demonstrating vocal abilities—are the hits by Aleksandra
Pakhmutova, Arno Babajanian, Mark Minkov, Alexey Rybnikov, Aleksandr Zatsepin
and many other Soviet composers, the other mentors of the project—Leonid
Agutin, Dima Bilan, Pelageya, Valery Syutkin, Grigory Leps—also began to give
their mentees this vocally and dramaturgically challenging music.

Peredach / lNpoepamma nepeday] dedicated to the Spring Rhythms: Tbilisi-80 all-Union rock
festival. 5TV Channel, 03.09.2010. Retrieved June 1, 2023,
from https://www.youtube.com/watch?v=r1DppblLJYIs&t=216s (27.06.2023).
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The role of Alexander Gradsky as a living symbol of Soviet pop music in
The Voice will be discussed separately. And now, let us dwell on the themes and
character of the Soviet songs performed on the show.

The greatest demand was for poster lyrical ballads with an impressive
range both in vocal part and dramatic experience. The record-breakers were
They Don’t Renounce Loving* by Mark Minkov and I'm Dreaming About You' by
Aleksei Mazhukov, performed six times each. Arno Babajanian’s Nocturne,* I'll Pick
Up the Music* by Raimonds Pauls, and Aleksandra Pakhmutova’s How Young We
Were'® were performed five times each. Four times were presented Pakhmutova’s
Belovezhskaya Pushcha,* Minkov’s Monologue, or Requiem [Monolog (Rekviem) /
MoHonor (Peksriem)] to poems by Marina Tsvetaeva, and / Will Never Forget You®
by Alexey Rybnikov.

A starting point in the history of recycling not only Soviet pop music, but
Soviet culture in general, was the television project Old Songs About the Main Thing
(1996-2001). And even since the time of that project, there has been a big problem
with the re-actualization of national patriotic songs, which remains relevant to this
day. There have actually been no patriotic songs proper in the show, yet there
have been three categories of compositions close to this theme.

The first category is lyrical songs of the Great Patriotic War and postwar
ballads written in memory of fallen soldiers and children. Such are the already
mentioned Dark Is the Night* (1943) by Nikita Bogoslovsky, Cranes? (1969) by Yan
Frenkel, Ballad About Mother® (1974) by Evgeny Martynov, Panama Hats [Panamki
/ Naramku] (1981) by the bard Vadim Egorov. Noteworthy is that in all these songs
not heroism and patriotism, but personal, very dramatic and tragic experience of
war is brought to the fore.

The second category of near-patriotic songs includes ballads about the
native land and nature. Among them are Volga* by Mark Fradkin, the already
mentioned Belovezhskaya Pushcha and Vologda by Aleksandra Pakhmutova,
Thbiliso by Revaz Lagidze, and Russian Field® by Yan Frenkel. As in the case of war

“They Don’t Renounce Loving [Ne Otrekayutsya, Lyubya |/ He ompekatomcs, no6si). Lyrics by Veronika
Tushnova.

> I’'m Dreaming About You [Ty Snish’sya Mne / Tel cHuwecst mHe]. Lyrics by Nikolai Shumakov.

' Nocturne [Noktyurn / HokmropH]. Lyrics by Robert Rozhdestvensky.

Il Pick Up the Music [Podberu Muzyku / [od6epy my3eiky]. Lyrics by Andrei Voznesensky.

S How Young We Were [Kak Molodly My Byli | Kak mon006l mbi 66i1u]. Lyrics by Nikolai Dobronravov.
19 Belovezhskaya Pushcha [benosexckas nywal. Lyrics by Nikolai Dobronravov.

2| Will Never Forget You [Ya Tebya Nikogda Ne Zabudu / 51 mebs Hukozoa He 3a6ydy]. Lyrics by Andrei
Voznesensky.

2 Dark Is the Night [Temnaya Noch’ / TemHas Hoys]. Lyrics by Vladimir Agatov.

2 Cranes [Zhuravli | Xypaenul]. Lyrics by Rasul Gamzatov.

% Ballad About Mother [Ballada o Materi / bannada o mamepu]. Lyrics by Andrei Dementiev.
*Volga [Boneal. Lyrics by Lev Oshanin.

» Russian Field [Russkoe Pole / Pycckoe nosnel. Lyrics by Inna Goff.
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ballads, these songs appeal to universal, eternal values and present the feelings in
the first person, without any appeal to the collective “us.” There are references to
regional toponyms, but no Soviet ideology postulates; these songs are universal
in their admiration of nature.

Finally, the third category of songs close to the patriotic discourse is formed
by compositions of, strictly speaking, non-Soviet estrada, but which reflected
on the country’s historical past, trying to create an image of new heroes with a
pronounced civic stance and offering their own formula of the “Russian spirit.”
This direction was opened by the song Former Sub-Yesaul [Byvshiy Pod’esaul /
Beigwul nodvecayn], written by Igor Talkov in 1990, and continued with the hits
of the early 1990s: Yesaul [Esaul / Ecayn] (1991) and Officers [Ofitsery / Oguyepei]
(1993) by Oleg Gazmanov, The Horse [Kon’ / KoHs) (1994) and Combat [Kombat /
Komb6am] (1995) by the composer Igor Matvienko to Shaganov’s lyrics, performed
by the patriotic rock band Lyube.

Despite being composed thirty years ago, within The Voice the rhetoric
of these songs was implied to be timeless, as they managed to combine the
proclamatory character inherited from Soviet patriotic songs with a sincere faith in
the new Russia. It is indicative that all these compositions were presented closer
to the season finale, becoming an expression of the new civic lyrics, so necessary
in terms of status for the main federal channel on which the show was broadcast.®

The theme of labor and professional vocation, which was an indispensable
componentof Soviet pop music, has undergone a similar semantic transformation.
On the one hand, there were no Soviet songs in The Voice about people of
various professions at all. But, on the other hand, throughout all the seasons, the
participants ofthe showturned tothethemeofthefateofanartist, primarily singing
iconic songs from the repertoire of Alla Pugacheva: from the famous Harlequin®
and The Woman Who Sings® to When I'm Gone® and the already mentioned Mark
Minkov’s Requiem. These songs, dedicated to the dramatism of the artist’s fate,
the hard-to-achieve and fleeting nature of fame, sounded especially acute within
the framework of the singing competition, at the stake of which were national love
and professional self-realization.

%In her article, Pia Majbritt Jensen discusses the importance of channel politics in adapting global
show formats. Comparing the Danish and Australian adaptations of the Idol, she concludes that
the differences between the two countries’ versions of the show “depend more on which specific
channels broadcast the adaptations, the competitive situation in the media system, production
values of the adaptations, funding regimes, demographic target audiences, content regulation and
media policies than on cultural values and national mentalities” (Jensen, 2012, p. 28).

2" Harlequin [Arlekino / Apnexuro]. Music by Emil Dimitrov, Russian lyrics by Boris Barkas.

% The Woman Who Sings [Zhenshchina, Kotoraya Poet / XeHwjuHa, komopas noem]. Music by Alla
Pugacheva and Leonid Garin, lyrics by Kaisyn Kuliev.

“When I'm Gone [Kogda Ya Uydu / Kozda 5 ytidy]. Music by Alla Pugacheva, lyrics by Ilya Reznik.
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Thus, from a numerical perspective, the number of songs from the Soviet
erain The Voice was relatively small. But extremely important is the fact that most
of these songs were performed at the Blind auditions, when contestants needed
to make a first impression on the jury, and in the semifinals and finals, when
the fate of the contestants was in the hands of the viewers.

In my opinion, there are two reasons for the demand for Soviet pop songs
at these stages. Firstly, these songs competed with English-language pop
music in terms of external effect, and the contestants could demonstrate their
vocal and artistic range. Secondly, Soviet pop music evoked an unconditional
emotional response from the viewers, whose opinion was decisive at the final
stages of the project.

The success of this strategy is no coincidence. Let us consider China, for
instance, where the predominant audience of musical talent shows is teenagers,
familiar with modern technologies and using them to unite in fan groups (Liu,
2020, p. 539). In Russia, on the other hand, the main audience of The Voice is
the older generation, which is confirmed by the Mediascope statistics for 2019-
2021.%° According to these data, the number of viewers of The Voice aged from
4 to 17 years old and from 18 to 35 years old fluctuates within 1-2%; the number
of viewers from 36 to 59 years old reaches on average 5-6%; and in the category
60+, it goes up to 10-12% of the total audience in each age group.® Thus, in terms
of emotional impact on the “minds and hearts” of the show’s key audience, Soviet
estrada songs have an undoubted advantage.

However, as in many other media examples of Soviet pop music recycling,
the genre palette of songs underwent a significant “purification.” The most popular
genre was dramatic love ballads, in which the belonging to the Soviet era was not
so obvious and pronounced. Another demanded genre was songs about Russian
nature, in which the ideological component was also muted, and the universal
admiration of the nature’s beauty came to the fore. Finally, songs about the artist’s
fate, which directly correlated with the dramaturgy of the show itself, played
a significant role in the repertoire of the contestants.

*1lwould like to sincerely thank Professor Alexander Sharikov of the HSE University for the provided
data.
31 See Appendix 2.
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THE FIGURE OF ALEXANDER GRADSKY

Alexander Gradsky became a living symbol of the Soviet estrada in The
Voice. On many occasions his fellow mentors and participants referred to him
as the most authoritative judge, and he was the “honor and conscience” of the
entire project. It was he who gave the most accurate, detailed and professionally
substantiated comments. In his team, there were always the strongest participants
from the vocal point of view, and the winners of the show were often his mentees.*

No wonder that Gradsky’s own musical background largely influenced the
repertoire performed by his teams in the course of the project. In Soviet times,
Alexander Gradsky successfully balanced between rock music (Skomorokhi band,
the rock opera Stadium) and official pop music (collaborations with Aleksandra
Pakhmutova, David Tukhmanov, Yuri Saulsky). As one of the mentors in The Voice,
Gradsky actualized for the general public unexpected, half-forgotten hits of the
Soviet time. Some of them he even wrote himself: such are Lullaby?* from the film
A Lover’s Romance (1974) directed by Andrei Konchalovsky, or the song With My
Face Pressed Against the Glass.** Also, Gradsky performed such unremembered
masterpieces as Song of the Ship®* by Eduard Artemyev from the 1974 film At
Home Among Strangers directed by Nikita Mikhalkov; Once Upon A Time* by
David Tukhmanov from the legendary record How Beautiful The World (1972)
or, for example, took part in the recording of Gennady Gladkov’s songs® for the
cartoon Blue Puppy (1976) directed by Yefim Gamburg.

These compositions considerably expanded the familiar list of Soviet pop
songs, partly “worn out” by constant performance. Dramatic, bright, vocally
virtuosic, with a wide range of feelings—these songs, rediscovered by Gradsky,
created a new image of Soviet pop music, far from sterile elegance and emotional
restraint. Moreover, they turned out to be incredibly consonant with modernity,
thatis, timeless in their artistic value.

% There were only two times when Alexander Gradsky’s students took the second place (season
4—Mikhail Ozerov, season 10—Alisher Karimov). In all other seasons when Gradsky was among the
mentors, the winners of the project were his mentees: Dina Garipova (season 1), Sergey Volchkov
(season 2), Aleksandra Vorobyova (season 3), Selim Alakhyarov (season 6).

3 Lullaby [Kolybel'naya | KoneibensHas). Lyrics by Natalia Konchalovskaya. The song was performed
at the season 2 Knockouts by Angelina Sergeeva.

* With My Face Pressed Against the Glass [K Steklu Pril’nuv Litsom / K cmekny npuneHys auyom].
Original lyrics by Paul Eluard, Russian lyrics by Maurice Waksmaher. The composition was performed
at the season 4 Finals by runner-up Mikhail Ozerov.

% Song of the Ship [Pesnya o Korable / NMecHs o kopabne]. Lyrics by Natalia Konchalovskaya. The
composition was performed at the season 3 Knockouts by Andrey Lefler.

% Once Upon a Time [Zhil-Byl Ya / XXun-6ein 5]. Lyrics by Semyon Kirsanov. The song was performed
at the season 3 Knockouts by Stanislas Vitort.

3 Lyrics by Yuri Entin. The medley on the songs to the cartoon was performed at the season 6 Battles
by Svetlana Syropyatova and Dmitry Yankovsky.
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More than once has Alexander Gradsky joined his students on stage,
literally connecting the Soviet estrada with the modern stage in the flesh.
Gradsky’s performances on the show were not flawless in terms of vocal
professionalism. Age manifested itself not only in the physical state of the vocal
apparatus, but also in excessive sentimentality. The singer often could not
control the emotions that overwhelmed him during the performance, which
adversely affected the sound of his voice.

Nevertheless, every Gradsky’s appearance on stage as a singer was a great
success with the public. In terms of recycling, the most unusual performance of
Alexander Gradsky was his appearance in the finale of the 10th season in a “duet”
with his mentee Alisher Karimov. By the time of the season 10 finale, Gradsky was no
longer alive, but modern technology made it possible to reincarnate the maestro.

The song How Young We Were was chosen for the performance. Firstly, this
composition was the singer’s “business card” and was part of his golden repertoire.
Secondly, its philosophical content, balancing between farewell to youth and
reflection on the life’s journey coming to an end, was in perfect harmony with the
dramaturgical idea of the show.

The showrunners combined a recording of Gradsky’s duet with another of
his mentees, Mikhail Ozerov (season 4 Final) with a live performance of the song
by Alisher Karimov on air, accompanied by an orchestra in the studio. Gradsky’s
performance was projected in close-up on the stage. The hall was plunged into
darkness and lit up by the waving flashlights of smartphones of the audience.

Fig. 1. Alisher Karimov and Alexander Gradsky. How Young We Were. Voice-10, Final.
Fragment of the episode of December 30, 2021. Channel One. 1 min. 44 sec.
Screenshot of the author®

*® See the image source: https://www.ltv.ru/shows/golos-10/vystupleniya/alisher-karimov-
i-aleksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-2021
(01.06.2023).
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http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-i-aleksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-202

Fig. 2. Alisher Karimov and Alexander Gradsky. How Young We Were. Voice-10, Final.
Fragment of the episode of December 30, 2021. Channel One. 2 min. 00 sec.
Screenshot of the author®

The spectacle took on a mystical character. Gradsky, giant in proportion to
other participants, appeared as alive. The illusion that maestro continued to sing
from the overworld was complete. He started as if on direction of the conductor
from the studio, in a gentlemanly way let his mentee to solo, and his face,
projected in close-up, lived all the emotions of the song. Symbolic was also the
final tonic: major instead of the supposed minor, a method well-known since the
times of Bach, indicating the connection with the higher forces, creating the effect
of “visually” audible enlightenment.

In this performance, not only the Soviet pop song itself was recycled, but
also the figure of its performer. Alexander Gradsky seemed to come to life and
was incorporated with the help of modern technologies into the live performance.
Tellingly, between the singer’s death and his reincarnation there was an extremely
short time interval, the period of oblivion actually wiped out, and Alexander
Gradsky continued his stage life immediately after his death.

% See the image source: https://www.1ltv.ru/shows/golos-10/vystupleniya/alisher-karimov-
i-aleksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-2021
(01.06.2023).
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TIMBRES OF VOICES AND VOCAL TRAINING

The next parameter by which we can trace the connection between The
Voice and the Soviet estrada is the timbres of the participants’ voices and their
vocal technigue. My thesis is that the show brings back the fashion for trained,
powerful and velvety voices of the Soviet estrada. As Vadim Ponomarevy, a
columnist for Musical Journal [Muzykal’nyy Zhurnal], noted when analyzing the
success of the first season of The Voice, “the mass audience has missed a beautiful
voice, a well-trained and processed vocal with logical accents and clean open
notes” (Ponomarev, 2013, p. 121).

Continuing hisarguments, the critic marked the large number of participants
with an academic vocal school and sees this as a specific feature of “the Russian
version of the competition—in other countries, classical repertoire was almost
never sung” (Ponomarev, 2013, p. 122). Indeed, over the ten seasons of the
television project, among its participants there were quite often singers with an
academic background—students and graduates of classical singing departments,
soloists of opera theaters or military ensembles. More than that, they were often
among the top three winners of The Voice.

It is noteworthy that female opera voices were in much less demand than
male voices. Firstly, they were often sifted at the stage of Blind auditions, with a
wording of insufficient training™ or, more truthfully, indicating their belonging to
the “other league” of music.* Secondly, the opera singers who did appear on the
show rarely staked on opera repertoire.* Rather, they “seasoned” popular songs
with opera arias, demonstrating their vocal plasticity and creative versatility. For
example, of the ten songs performed by Elmira Kalimullina, runner-up of the first
season of The Voice, only two were related to classical music.® Elena Minina,
who reached the season 4 semifinals, turned to an opera aria only once* over
the course of the show; in the semifinals, she sang a “compromise” Anyuta’s
Song by Isaak Dunayevsky, the canonical performance of which implies mastery
of academic vocals. Thus, those few female participants with a classical training

0 For instance, at the Blind auditions Gradsky repeatedly pointed out breathing mistakes to the
contestants performing Dalila’s aria from Camille Saint-Saéns’ opera Samson et Dalila. In season 2
it was Aleksandra Zaikina, and in season 4 it was Marianna Vagida.

# This is how Leonid Agutin explained to Natalia Kirillova at the season 5 Blind auditions why the
mentors did not turn around.

42 An exception here is the example of Svetlana Feodulova, coloratura soprano, who managed
to reach the middle of the 2nd season of The Voice, demonstrating vocal equilibrium on taking
prohibitively high notes.

* For example, at the Knockouts, Elmira Kalimullina performed Carmen’s aria Habanera from the
opera by Georges Bizet; and one of her songs for the Final was Adagio of Remo Giazotto, wrongly
attributed to Tomaso Albinoni.

“Elena Minina performed Lauretta’s aria O Mio Babbino Caro from Giacomo Puccini’s opera Gianni
Schicchi'in the quarterfinals of the show.
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who made it to the project, often hid, masked their professional background and
rarely turned to Soviet pop songs in order to “fit into the format” of the pop music
singing competition.

For male participants with an academic vocal school background, the
strategy was exactly the opposite. Firstly, they were much more numerous than
women, and they reached the final stages of the project much more often and
even became its winners. Secondly, one of the common and successful strategies
of “mimicry” for the TV show format among singers with a classical training was
the insistent referring to the repertoire of Soviet pop music and imitating the vocal
and performing manner of specific singers.

The first precedent of this kind was the participation in season 1 of The
Voice of Evgeny Kungurov, soloist of the Novaya Opera Theatre, who reached
the semifinals. Of the seven songs he performed during the project, five were
the “golden fund” of Soviet pop music—from Aleksandr Zatsepin’s Conversation
with Happiness to Blue Eternity* and Nocturne from the repertoire of Muslim
Magomayev. To top it off, at the out-of-competition performances, Kungurov
had the opportunity to sing the iconic song Hope*® by Aleksandra Pakhmutova
together with losif Kobzon himself.

Sergey Volchkov, a participant of the second season, strove for complete
identity with Muslim Magomayev, not only in terms of voice timbre and repertoire,
but also in the manner of holding himself on stage. Melody,*” Give Me My Music
Back,*® | Love You, Life,”® Blue Eternity, I'll Pick Up the Music and twice the Aria
of Mister X from Emmerich Kalman’s operetta The Circus Princess—quite a
representative list of songs performed by this singer at the show. Low, velvety,
well-positioned voice, formal suit, statics uncharacteristic for modern variety
show, concentration on the sound of the voice and the trademark gesture of wide
open arms—all these components unambiguously referred to the image of the
Soviet entertainer and eventually led Sergey Volchkov to winning the show. The
unconcealed reincarnation of the Soviet estrada found a powerful response from
viewers.

Subsequently, a similar strategy based on the reincarnation of the image
of a Soviet singer led to the victory of Selim Alakhyarov in season 6 of the project
and Petr Zakharov in season 7. However, both participants found ways to push

* Blue Eternity [Sinyaya Vechnost’ / CuHsis Be4HoCTb]. Music by Muslim Magomayey, lyrics by
Gennadiy Kozlovsky.

* Hope [Nadezhda / Hadexdal]. Lyrics by Nikolai Dobronravov.

" Melody [Melodiya | Menodus]. Music by Aleksandra Pakhmutova, lyrics by Nikolai Dobronravov.

“ Give Me My Music Back [Verni Mne Muzyku | BepHu mHe My3biky]. Music by Arno Babajanian, lyrics
by Andrei Voznesensky.

“Music by Eduard Kolmanovsky, lyrics by Konstantin Vanshenkin.
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the boundaries of the Soviet repertoire without losing touch with the bygone era.
For instance, Selim Alakhyarov performed songs of “underground” songwriters
Vladimir Vysotsky and Viktor Tsoi. And Petr Zakharov re-sang foreign hits of that
period with Russian lyrics—for example, Love Story® by Francis Lai and Je Suis
Malade®* from the repertoire of Dalida.

It is important to note that almost all of the above mentioned singers with
an academic school, who reached the final stages of the show, belonged to
Alexander Gradsky’s team. The exception is Petr Zakharov, who was a member
of Konstantin Meladze’s team. But even in the absence of Gradsky that season,
Zakharov continued, both in repertoire and timbre, the trend set by the maestro.
Thus, recycling of Soviet pop music in the show was separated from the figure
of its particular representative and reached a new level. The demand for trained,
powerful voices became a mainstream, an independent trend, at least within the
framework of the project.

This trend was also confirmed by the 10th season, which turned out to
be Alexander Gradsky’s last one. The second place in the 10th season, after the
death of his mentor, was taken by Alisher Karimov. He also has an academic vocal
training and minimizes visual and gesture effects in his performances, relying
on the sound of his voice. The prevalence of Soviet pop songs in his repertoire
was a kind of tribute to his departed mentor. In this case, there was an additional
symbolic load in the songs—in addition to demonstrating the vocal abilities of
the contestant, they were supposed to convey the grief of the loss. In addition to
the already mentioned “joint” performance of How Young We Were, the audience
heard Alexey Rybnikov’s Naval Officers’ Romance (I Will Never Forget You) and Arno
Babajanian’s Nocturne. Thuswise, the repertoire presented by Alisher Karimov
confirmed the fashion for recycling Soviet pop music and at the same time
transcended it, becoming a symbolic gesture, a tribute to both the bygone era and
the singer who left this world.

However, it would be unfair to reduce the variety of timbres that sounded
both on the Soviet stage and within the framework of The Voice project to the one
type of a trained, low, velvety voice. According to the laws of cover-shows, which
will be discussed in detail below, many contestants in their performances tried to
come as close as possible to the timbres of the original performers of the selected
songs. For example, when performing The Woman Who Sings,” Nargiz Zakirova
tried to imitate Alla Pugacheva’s characteristic timbre and manner of singing. And

0 Lyrics by Carl Sigman, Russian text by Robert Rozhdestvensky.

51 Music by Alice Dona, lyrics by Serge Lama. The Russian text of the song was written by the
contestant himself.

52 The Woman Who Sings [Zhenshchina, Kotoraya Poet / KeHujuHa, komopas noém]. Music by Leonid
Garin and Alla Pugacheva, original lyrics by Kaisyn Kuliev, translated by Naum Grebnev.
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in the semifinals of the 3rd season, Yaroslav Dronov managed to make his voice
sound very similar to the timbre of Valery Kipelov for the rock song / Am Here®.

But the most remarkable in this context was the timbre of Yury Yushkevich’s
voice from Dima Bilan’s team in season 5. Ayoung countertenor with the wide smile
of a Soviet Pinocchio—Buratino, during his participation on the show managed
to sing only one song directly related to Soviet culture—Eduard Artemyev’s
vocalization Admirers [Poklonniki | MoknoHHuku] from the 1975 film A Slave of Love
directed by Nikita Mikhalkov. But with his sunshine appearance, and the pure, high
timbre, and Franz Schubert’s Ave Maria, which he had sung at the Blind auditions,
he reminded the iconic idol of the Soviet era—the Italian wonderkid singer
Robertino Loretti. Yury Yushkevich has significantly expanded both the range of
timbres on the project and the range of the concept of Soviet estrada.

Summarizing all of the above, we should note the duality of the fashion for
timbres in The Voice. On the one hand, it is quite natural that within the framework
of cover shows, which quite strongly limit performers in demonstrating their
individuality through the unique character of songs, competitive advantage
is given to those who have professional vocal training, including in academic
singing. Such singers have a much better command of their vocal apparatus, are
better able to cope with stage excitement and, most importantly, already have a
matured (“tried and tested”) repertoire. On the other hand, the priority direction
of The Voice is pop music. Classical music, if appears on the show at all, is present
only as famous opera arias, as an non-format attraction in mastery of bel canto.

Therefore, a compromise, especially popular among male singers, is Soviet
pop songs. With their help, contestants can demonstrate their extraordinary vocal
talent without departing from the format of the TV show, and win the affection of
viewers preferring songs in Russian. Thus, the fashion for well-trained, powerful,
predominantly low voices, which directly refer to the timbres of popular singers
of the Soviet era, is returning. And in order to understand to what extent the
“copy” is indistinguishable from the “original,” we should turn to the issue of song
interpretation.

VECTORS OF INTERPRETATION

In one of his interviews in 2023, Yaroslav Dronov, who by that time had
gained impressive popularity under the stage name Shaman, was asked about his
participation in The Voice in 2014. He said:

| Am Here [Ya Zdes’ / 51 30ecs]. Music by Valery Kipelov, lyrics by Margarita Pushkina.
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The main problem with most television contests is that participants
perform other people’s songs, that is, they become known as cover
musicians. But real popularity can only come from one’s own unique
material. (...) At the time when | participated in these contests, | had
already matured as a performer and got my few minutes of fame, but as
an author, | was completely green at that time. (Barabanov, 2023, p. 4)

This statement of the musician summarizes a previously discussed and very
significant (from a musical point of view) flaw of talent shows—an extremely limited
space for creative expression.* On the one hand, the format of such projects is
already a form of recycling, that is, based on the reworking of well-known pop
music. And on the other hand, the participants of the show are supposed to
demonstrate their uniqueness, originality, and distinctiveness. To do this by
singing other people’s songs is extremely difficult, but not impossible. A narrow,
but still existing space for creative maneuvering is the performing interpretation.

Forexample, coversinrock musicimply asignificant reworking of the original
source material. Michael Rings outlines a whole range of possible interpretations,
when, for example, modern metal and pop-punk bands offer an ironic reading of
pop hits of the ‘80s; or when new, emerging artists re-sing the well-known songs in
unexpected genres—heavy rock turns into bluegrass (a kind of country style), hip-
hop becomes bossa nova, etc. The researcher notes that, as with the film remakes,
in cover versions of pop and rock songs

perfect replication of the original is not generally the ideal according
to which a cover version is created or evaluated. On the contrary, the
covering artist is expected to depart to at least some degree from the
earlier version; in fact, most musicians treat the practice of covering as
an opportunity to offer their own unique spin on previously recorded
material. (Rings, 2013, p. 56)

The Voice, addressing Soviet pop songs, constantly balances between
two strategies of performing interpretation. Most of the contestants strive for
complete identity, indistinguishability from the original (canonical) version of the
performance. Such a “word-for-word” reincarnation of a song from the past is
seen as a special skill, similar to the skill of virtuoso copyists of paintings. Another
part of the contestants, much smaller in number, radically rethinks the songs of
the Soviet time, striving to show their originality and uniqueness by significantly
changing the well-known musical material.

shows, including The Voice of Poland. Among the positive changes for the contestants, he points to
the developing careers, growing popularity and improving financial situation thanks to the prizes.
And “[n]egative changes occur when the vision of the benefits offered by the program does not
happen a participant’s life in a beneficial way, and even makes it more difficult” (Chudy, 2018, p. 85).
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These two vectors in the interpretation of Soviet pop songs give rise to
many related questions. How accurately do contemporary performers manage
to reproduce the original sound and aura of Soviet pop music? Is it possible to
identify the specific stratum of songs that undergo the most significant reworking?
What techniques do the authors of radically different cover versions turn to in
orderto demonstrate their performing identity? Finally, which of the two strategies
is more promising in terms of success with the audience?

When striving to recreate verbatim the original version of a Soviet pop song,
the control markers are, 1) the identity of the arrangement, and 2) the timbre of
the singer’s voice and performance style. A convincing effect occurs only when
both these parameters match the original. Such was the case of Sergey Volchkov,
whose victory in the second season of the project was based on the reincarnation
of Muslim Magomayev’s voice timbre and performing manner. The orchestra also
strove for indistinguishability, reproducing the arrangement of Magomayev’s hits
as accurately as possible.

However, the identity of the arrangement to the original song combined
with the discordancy in the singer’s timbre and performance style can lead to a
controversial result. This is what happened in the case with Alexandra Belyakova
and the song Cranes by Yan Frenkel in the season 2 quarterfinals. The creators
of the show clearly wanted to reproduce all the canonical elements of the
original performance of this song: they invited a full symphonic dance orchestra
and a children’s choir, recreated the arrangement with numerous timbre
undertones and the original calm tempo. Still, the effect was discomforting due
to the inconsistency of the singer’s voice and manner of performance with the
original. Firstly, Alexandra Belyakova used sexualized aspirations, so typical of
Western vocal school, but completely inappropriate in the context of Soviet pop
music. Secondly, she clearly lacked support in her voice and competent breath
distribution to sustain long notes at the end of phrases. Finally, her appearance
emphasized a sexually attractive body (bright makeup, deep cleavage, open
shoulders), which again went against the content and character of the song.

Alexandra’s fiasco was largely due to the extremely difficult theme of the
song—the memory of soldiers who died in the Great Patriotic War. The feelings
of a mother who lost her son do not allow even a shadow of insincerity, so, in
addition to the competent vocal performance, the song requires a convincing
living through the story.

However, it would be unfair to say that the format of a modern vocal show
is obviously unsuited to reflect such emotionally complex and grievous themes.
Lora Gorbunova’s performance of Panama Hats (1981) in the sixth season
showed that war lyrics can find adequate expression within such a project. The
singer managed to convey the drama of the unlived lives of children who died
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during the Great Patriotic War by constantly switching pitch registers—going from
hyper-emotional singing every note with her guts to distantly reciting the tragic
events of the war. Lora Gorbunova stood in front of the microphone like a stoop,
minimizing external movements, which concentrated the audience’s perception
on the content of the song.

But even this interpretation was far from the initial sound, radically
reworking the original. Vadim Egorov’s author performance of Panama Hats was
an example of Soviet bardic lyrics: he sang it to his guitar, with no strain, with the
emphasized simplicity of form and intimate-chamber sound. In The Voice, the
song was accompanied by a symphonic dance orchestra, with many spectacular
techniques—from the chased cries of brass instruments to an abrupt interruption
of the orchestra’s tutti into a drilling pause. The intimacy of the original song grew
to the scale of a grandiose fervent canvas. The bardic lyric tried on the canonic
arrangement of Soviet patriotic music, the spirit of which it was initially opposite
to. However, the singer’s performance skills and the obscurity of the song made
this substitution imperceptible to the uninitiated listener and very convincing in
terms of artistic effect. In this interpretation, the creators of the show seem to have
re-created and embodied the poster style of Soviet pop music.

The described case refers to the second strategy of performing
interpretation, when the participants do not copy the original verbatim, but try to
present a unique interpretation of the song. On the one hand, Lora Gorbunova’s
performance is not typical because of its vector of music arrangement aimed at
enlarging and compacting the sound, at turning the intimate and lyrical statement
into a large-scale drama. On the other hand, this example indicates that musical
material subjected to the most radical reworking can hardly be categorized as
official Soviet estrada. Experience shows that in The Voice, the Soviet-era songs
that are essentially a-Soviet, that is, that stand out of the official canon because
of their themes and/or musical expressive means, undergo the biggest changes.

For example, Dark Is the Night (1943), which was performed twice over the
course of the project, stands out not only for its uncharacteristic for Soviet songs
twilight time of day, but also for its “split” chronotope, balancing between life
and death.® Both times this composition was performed in a radically different

% Yuri Druzhkin very subtly defines the “split” chronotope of this song:
One—big—sphere is alienated. There is death, darkness, cold, the whistle of bullets...
The other sphere—the realm of life—is represented by two “islands” of relative safety.
Oneisland is here, the other is far, far away, on the other side of the territory of death.
This external topography is complemented by an internal one, where the forces of the
soul—love, loyalty, faith, patience—connect the two distant islets into one territory of
life, irrationally saving it from quite material threats. (Druzhkin, 2018, p. 231)
Itisindicative how such “non-normative” songs of the war years were rejected by official censorship.
Here, for example, is one of the characteristic statements of that time, aiming to delist these
compositions from the official song canon:
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arrangement: in the mentioned Latin American arrangement in Spanish and as
soul.®® Isaak Dunayevsky’s post-war song My Dear Muscovites® also did not fit
into the canon of official pop music: instead of mobilization rhetoric, it had jazz
harmonies and peaceful, “calming down” reality poeticizing the anticipation of
rest. In The Voice, this composition also underwent a significant transformation,
becoming a moving Latin American dance.®® No less radical transformation
awaited the songs of the late Soviet period. Wonderland [Chudesnaya Strana /
YydecHas cmpaHa] by Bravo was performed in an electro-pop arrangement with
elements of blues,*® and White Roses [Belye Rozy | bensie po3si] by Laskovyi Mai—
in ltalian, accompanied by a chamber ensemble of the strings,® rising from a
boulevard schlager into a poignant canzonetta.

In all such cases of deep revision of well-known Soviet-era hits, the
participants aimed at demonstrating their individuality as a co-author of the
song being performed. The changes concerned the language of performance,
articulation of words, acceleration or deceleration of tempo, and, of course,
implied radically different instrumentation. Often the vector of arrangement was
aimed at updating “old” songs, at giving them a fancy contemporary sound. The
only exception was White Roses, which was artificially aged and “ennobled” with a
quasi-academic arrangement.

SO HOW DID THE MENTORS AND AUDIENCE PERCEIVE SUCH INITIATIVES?

The soul arrangement of Dark Is the Night and the Latin American reading
of My Dear Muscovites did not resonate with the viewers—based on the results
of the audience voting, both performers left the project. On the contrary, the
Latin American arrangement of Dark Is the Night, the bluesy Wonderland and
the academized White Roses elicited a positive response from the mentors and

Much space in the battlefield life in music was taken by sentimental pop songs,
intimate-romance or jazz songs, rhapsodize about the everyday life in the trenches
or the images of ordinary soldiers (Dark Is the Night, Accidental Waltz, Let’s Smoke,
Mishka Odessit). But these ‘front schlagers’ quickly faded away without leaving a deep
and lasting
% The soul version of the song was performed at the season 4 Final by Era Kann from Basta’s team.
"My Dear Muscovites [Dorogie Moi Moskvichi / lopozue mou mockauyu). Lyrics by Vladimir Mass and
Mikhail Chervinsky.
% Eteri Beriashvili from Leonid Agutin’s team performed this song in the second season of The Voice.
% This version of the song was presented at the season 5 Knockouts by Vadim Kapustin, a member
of Agutin’s team.
5 In the sixth season, Dmitry Yankovsky performed such a version of this pop song at the Blind
auditions, which led him to join Alexander Gradsky’s team.
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the audience. The reason for such a divergence in evaluations, in my opinion, is
related not only to the success of specific performances, but also to the temporal
affiliation of the songs. The compositions of the 1940s have the unspoken status of
classics of Soviet popular music, despite their a-Soviet content.®* Wonderland and
White Roses are hits of perestroika time, their reputation is much more malleable
and allows for a freer relationship with the original.

Having analyzed the interpretation of Soviet pop songs on the show
The Voice, we can draw the following conclusions. Firstly, the vast majority of
performers who turn to Soviet pop songs use the strategy of verbatim copying of
the original. However, the decisive factor in the persuasiveness of the performance
is not so much the arrangement of the song, which is reproduced quite easily, as
the timbre of the voice and the performing manner of the contestant. Secondly,
the most significant reworking is done to the songs which, although written
in the Soviet period, are a-Soviet in their content and expressive means, which
deviate significantly from the ideological restraint and canons of the official Soviet
estrada. Thirdly, the authors of radically different cover versions often resort to
modern arrangements and turn to styles that demonstrate their own performing
preferences and specializations. Finally, in terms of success with the audience,
the first strategy—the pursuit of an identical interpretation—seems more reliable.
A significant departure from the original resonates more with mentors, who are
professionally interested in the experiment than with conservative viewers.

CONCLUSION

In 2010, when the first season of The Voice of Holland was released, lan
Inglis published a book about popular music on British television in the period
from 1950s to 1980s. In the preface to his book, he prophetically pointed to the
unrelenting role of television in the contemporary functioning of pop music.

Despite these developments [in the forms of television broadcasting
and music listening], the role of television as a vehicle through
which exposure to popular music is facilitated, and ideas about it are
generated and circulated has never been more vibrant, as the success
of shows like The X Factor (ITV, 2004-) and Britain’s Got Talent (ITV,
2007-), both of which reach end-of-series audiences of nearly 20 million
(63 per cent of the viewing public), clearly demonstrates. Furthermore,

5 In the case of the Latin American version of Dark Is the Night performed at the Blind auditions, the
mentors were impressed by the absence of accent in Spanish and the unexpected arrangement.
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its influence has extended into the routine aesthetics of live
performance, as increasingly flamboyant stage presentations attempt
to satisfy expectations of visual (as well as musical) entertainment
from audiences accustomed to the extravagant imagery of much
music video. (Inglis, 2010, p. 7)

The song talent shows with The Voice at the top have significantly shaken
the usual scheme of the Russian show business, which since the 1990s had
been centered on the figure of the producer. For the first time in a long period,
the center of gravity was shifted to the vocal data of potential pop stars and their
artistic charisma. It is not without reason that comments under the clips of The
Voice performances on YouTube are full of lamentations that there are hardly
any singers among modern pop stars, while this project, on the contrary, shows
people with phenomenal vocal abilities. Thus, The Voice brings back one of the
main postulates of Soviet pop music—the priority attention to the vocal talent.

That participation and even victory in the project does not guarantee real
popularity, is a different matter. And the main reason for this, as the study showed,
is that the audience themselves do not support the original, author reading of
well-known songs, including Soviet stage music. It is extremely difficult to become
an artist with an “uncommon expression on the face,”®?if it is not originality that is
valued, but indistinguishability from the existing original.

Yuri Druzhkin aphoristically defines this trend as a competition of ghosts,
as television singing competitions turn into “a competition of images of famous
performers who are not physically present on the show themselves, but
participate, so to speak, indirectly, because their repertoire and recognizable
performing manner are reproduced by live participants” (Druzhkin, 2016, p. 15).
The scholar is extremely pessimistic about the reasons for such a fashion:

When the present is faceless and has no voice of its own, it is filled with
the voices and faces of past times. Isn’t that why song culture (and not
only song culture) is so actively engaged in recycling of old material?
There is, perhaps, another reason for this. The conscious perception
of the spirit of the time is difficult, not accessible to everyone, and not
always pleasant. This spirit may tell us something we do not want to
hear. The more willingly our consciousness switches to playing with
external visibility. (Druzhkin, 2016, p. 16)

However, turning to the past can be not only the escape from reality, but
also a way of defining one’s identity. It is not for nothing that Leila Zenderland,
reflecting on recycling in the context of the use of historical heritage by Americans,
said that “the past serves as an emotional aid for those who feel uncertain about

52 Aline from the 1829 poem The Muse by Yevgeny Baratynsky (1800-1844).
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theiridentity: historical reconstructions show them what ‘Americanism’is” (Vyugin,
2021, p. 21). In our case, this thesis can be reformulated: Soviet pop songs, which
we regularly hear on one of the country’s main entertainment shows, turn out to
be a timeless expression of the notorious “Russian soul.”

This insistent appeal to Soviet culture in general, and to popular music
in particular, is largely due to a lack of sincerity, soulfulness, and emotional
involvement both on television and, more broadly, in society. Soviet culture
was aimed at alleviating alienation. As Christine Evans notes, during the 1960s
and early 1970s, the socialist way of life in the Soviet Union “came to be defined
primarily in terms of emotion—the Soviet way of life became a way of feeling.
Within this larger transformation, television played a central role in promoting the
affective qualities” (Evans, 2015, p. 544). Contemporary television, by turning to
the Soviet legacy, is also trying to compensate for the lack of genuine emotions.

In a more general sense, recycling of Soviet pop music in The Voice becomes
evidence of Russian society’s transition to metamodernity, two key characteristics
of which are working with what has already been recycled and the resurrection of
faithin bigideas (metanarratives). Nastasia Khrushcheva defines metamodernism,
as a style of art in the era of metamodernity, through the category of longing “for
devalued super meanings. It is this longing that becomes for the metamodernism
artboth areasonto getasaving pill (orto become one) and an object of poetization;
all metamodernism turns into a reflection of this longing” (Khrushcheva, 2022,
p. 16). In the space of The Voice, such a universal “saving pill” for great meanings
and realfeelingsturns out to be the Soviet estrada, which undergoes the processes
of appropriation, mimicry and simulation, while at the same time never ceasing
to be itself.

* By the decision of the Ministry of Justice of the Russian Federation dated September 2,
2022, Andrey Makarevich was designated a person performing the functions of a foreign agent.
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Appendix 1

Semifinalists of the television project The Voice
Ethnic and national origin and citizenship

Representatives of national republics of the Russian Federation and

ethnic groups

Representatives of other countries

Season Semifinalists Result City (region/country), ethnic origin
Season 1 Evgeny Kungurov Moscow
Dina Garipova Winner Zelenodolsk, Republic of Tatarstan
Edvard Khacharya Sochi, ethnic Armenian
Anastasia Spiridonova | Third place | Velikiye Luki, Pskov Oblast
Elmira Kalimullina Runner-up | Kazan, Republic of Tatarstan
Margarita Pozoyan Moscow, ethnic Armenian
Olga Klein Ekaterinburg
Maria Goya Kyiv, Ukraine
Season 2 Sergey Volchkov Winner Bykhaw, Republic of Belarus
Sharip Umkhanov Tolstoy-Yurt, Chechen Republic, Chechen
Tina Kuznetsova Kazan, Republic of Tatarstan, ethnic Russian
Anton Belyaev Magadan
Gela Guralia Third place | Poti, Georgia
Elena Maksimova Sevastopol, Ukraine
Nargiz Zakirova Runner-up | Tashkent, Republic of Uzbekistan
Season 3 Intars Busulis Talsi, Republic of Latvia
Mariam Merabova Moscow, ethnic Armenian
Aleksandr Bon Third place | Murmansk
Ksana Sergienko New York, USA, ethnic Ukrainian
Yaroslav Dronov Runner-up | Novomoskovsk, Tula Oblast
Alisa Ignatieva Moscow
Valentina Biryukova Troitsk
Aleksandra Vorobyova | Winner Engels, Saratov Oblast
Season 4 Ivan Dalmatov Ulan-Ude, Republic of Buryatia
Olga Zadonskaya Third place | Vladimir
Elena Minina Moscow
Mikhail Ozerov Runner-up | Moscow
Vitold Petrovsky Kolomna, Moscow Oblast
Hieromonk Fotiy Winner Borovsk, Kaluga Oblast
Era Kann Moscow, ethnic Korean
Maria Eroyan Moscow, ethnic Armenian
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Season 5

Oleg Kondrakov | | Dzerzhinsk, Nizhny Novgorod

Mikhail Zhitov Arkhangelsk

Darya Antonyuk Zelenogorsk, Krasnoyarsk Krai
Ksenia Korobkova Chernitsyno, Kursk Oblast

Daria Stavrovich Moscow

e R

- Zelenodolsk, Republic of Tatarstan

Timofey Kopylov Vladimir
Lora Gorbunova Khabarovsk

Season 7

Andrey Polyakov _ Vologda

Petr Zakharov m Saint Petersburg

onTokarer | Runerup | Mescow
Third place | Maisky, Perm Krai

Season 9 Kirill Suslov - Rzhev, Tver Oblast

Season 8

Maria Rusakova Omsk

Dmitry Vengerov Third place | Volgograd

Suren Platonov Moscow

Oleg Akkuratov Runner-up | Yeysk, Krasnodar Krai
Elizabeth Puris Moscow

Vasily Pasechnik Sovetskoye, Saratov Oblast
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Season 10

Elina Pan

Julia Koshkina Irkutsk
Tatyana Kachurina Lipetsk

Vyacheslav Yavkin

Saransk, Republic of Mordovia
Norilsk, Krasnoyarsk Krai, ethnic Korean-Moldavian

* In September 2022, Nur-Sultan gained it former/previous name, Astana.

Appendix 2

The audience of The Voice for 2019-2021, according to Mediascope*

Date

Season 8
11.10.19
18.10.19
25.10.19
01.11.19
08.11.19
15.11.19
22.11.19
29.11.19
06.12.19
13.12.19
20.12.19
27.12.19
01.01.20

Season 9
09.10.20
16.10.20
23.10.20
30.10.20

Total Ind. {4170, 18-35e.0. 36-59e0. 60+eo.

Rtg%** Rtg% Rtg% Rtg% Rtg%

4,99
4,35
4,58
4,16
4,79
4,48
4,36
3,86
4,24
4,19
3,98
3,66
4,25

4,91
4,59
4,7
4,94

* The author would like to sincerely thank Professor Alexander Sharikov of the HSE University for

the provided data

** Rtg%—share from the general the audience The highest percent of the audience in the age
group during the season is highlighted in white
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06.11.20
13.11.20
20.11.20
27.11.20
04.12.20
11.12.20
18.12.20
25.12.20
30.12.20
Season 10
08.10.21
15.10.21
22.10.21
29.10.21
05.11.21
12.11.21
19.11.21
26.11.21
03.12.21
10.12.21
17.12.21
24.12.21
30.12.21
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BBEJEHUE

Tenewoy «onoc» No NpaBy CYUTAETCS MMaBHbIM TeNEBU3NOHHbIM KOHKYP-
COM 3CTpafHbIX NeBLOB B Poccun. Ha coBpeMeHHOM OTe4eCcTBEHHOM Tenesuae-
HIM 3TO OLVH U3 CaMbIX «AONTOUTPAOLLMX» 1 CTATYCHbIX TENENPOEKTOB, KOTOPbIi
CTan BU3UTHOW KapTo4KoM lNepBoro kaHana. MNepBsblii ce30H «[onoca» cocTosNcs
82012 rogy, a k2022 rofy WOy Hac4nTbiBaeT 10 Ce30HOB, He CHMTas OTBETB/IEHMN
B BUAae «[onoc. [letn» n «fonoc. 60+».

«fonoc» aBnsieTcs dpaHwm3on ronnaHackoro dopmata «The Voicer,
KOTOpbIV, B CBOIO OYepefdb, OTHOCUTCA K rpynne GopmaToB WOy TanaHTOB.
VI cxoACTBO «3aKno4aeTcs B GOKyce Ha 0BbIYHbIX MOASX C 0CODbIM TanaHToM,
B NMOSBNEHNM HEBONBLIOW FPYNMbl CyAei UM HaCTaBHUKOB, KOTOPble OTHBMpatoT
KOHKypPCaHTOB, B NpeBpalleHnn 3TUX KOHKYPCaHTOB B 38e3f 1, B 60NbWWHCTBE
CNyYaes, pellatollel ponu Tenesputenei, KOTOpbIM NpefnaraeTcs NofgepxKatb
KOHKYpPCaHTOB, rONIOCYS 3a HUX NO TenedoHy nam oTnpasnss SMS-coobuieHws»
(Bruin, Zwaan, 2012, p. 2). Hapsgay c «fonocom», kK NoaobHbIM dhopMaTaM OTHO-
caTCs TenenpoekTol «Maon» (B poccuinckoit agantaummn — «<HapoaHblin apTucT»?),
«MKc-dhakTop» (B poccuitckoit aganTaumnm «CekpeT ycnexar», «daktop A», «nas-
Has cueHa»?). OaHaKo Ha POCCUIICKOM TeneBuaeHU 6e30roBOPOYHYD nobeay
B 3TOW NNOTHOW KOHKYPEHLMM WOy TaNaHTOB OfiePXKan UMEHHO «[0n10C»°,

3anagHble nccnefoBaTenu, 3aHuWmatolwmecs (heHOMeHOM TpaHCHaLMO-
HanbHbIX TeNeOpPMaTOB U1 LWOY TaNaHTOB, OTMEYatoT, B HACTHOCTU, ABE BaXKHble
3aKOHOMEPHOCTH B OTHOLEHMI NOJOOHbIX TeNenpPOeKTOoB.

MNepBas 3aKOHOMEpHOCTb, chopMynmpoBaHHas CunbBMO Y3Mcbopaom,
3aKN0YaEeTCs B TOM, YTO «[d]opMaThl KyNsTYPHO cneunduyHbl, HO HaLYOHaNb-
HO HelTpanbHbl» (Waisbord. 2004, p. 368). HecMoTps Ha To, 4To hopmaThl Npu-
AYMbIBAIOTCS W 3aMyCKatoTCst B Pa3HbIX CTPaHax, CTaHOBSCb HEONPOBEPIKMMbIM
CBMAETENbCTBOM rnobanmsaunm TeNeBU3NOHHON MHAYCTPUM, OHU He HecyT Ha
cebe cnefoB HaLMOHANbHOMN KyNTYPbl CTPaHbl MPOVCXoXAeHKs. HaobopoT, oHK
YAMBUTENBHO MNACTUYHO afanTVpYOTCs Nof CreunduKy NoKanbHbIX Haumo-
HanbHbIX KyNTYp. Bonee Toro, No MHeHWto Yaiicbopaa, rmobanbHble Tenesm3n-
OHHble (hopMaThl UrpatoT aKTUBHYIO PONb B 0603HaYEHWM HaUMOHaNBHOW MAeH-
TUYHOCTH, TaK KaK OHW «OpraHu3yloT OMbIT HaLUMOHaNbHOro», «obecneynsatoT

! PeanuTw-Loy BbIXOAMNO Ha TenekaHane «Poccus» ¢ 2003 no 2006 rog,

2 Bce Tpw TenenpoekTa SBASIOTCS POCCMIACKOM apanTauueli amepukaHckoro dopmata «The
X Factor» 1 BbIxoaunu Ha TenekaHane Poccus B 2005-2006; 2011-2013; 2015-2016 rogax cooTBeT-
CTBEHHO.

3 Tak, no gaHHbIM npoekTa TNS Poccus 3a 2015 rog Tenewwoy «[0n0c» 3aH1MMano TpeTbe MecTo B
pEeNTUHIe pa3BnekaTenbHbIX Nporpamm (8,4%), ycTynune nepsoe Mecto nporpamme «ycTb roBo-
psaT» (9,3%), @ BTOpoe — CBOeMY xe 0TBeTBNeHWI0 «[onoc. [leTu» (8,6%). Loy TanaHToB «[MasHas
cueHa» (TenekaHan «Poccus») B 3TOM PENTUHTE OKa3anoch Ha nocnegHem, 10-m mecte (6,0%).
(Ton-10 ny4wux pasenekamensHeoix npoepamm 2015 2., c. 24)
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NPOCTPAHCTBO AN5 PENnpPe3eHTaLMK HaUMOHaNbHbIX KyNbTyp» W, 4TO Hamubonee
BaXHO, «MPeoCTaBAsIoT ayAUTOPUM BO3MOXHOCTb OCO3HaTb Cebs YneHamm Ha-
LMOHanbHbIX coobulecTs» (Waisbord. 2004, p. 372). HecnyyaitHo HOpuid JpyxKnH,
aHanu3npys eHoMeHanbHbIM ycnex POCCUicKolr agantaunu «fonoca» B 2013
rofly, BbICKa3blBan NpeanonoxeHune, 4To «CaM 3TOT MECEHHbI NPOEKT HeceT
B cebe HeKuin 0THNecK Unu npeadyBCTBUE Yero-To POAICTBEHHOMO “HaloHanb-
HOI naee” n, MOXET BbITb, COAEPXKATCSH B HEM KaKMe-TO ero CMbIC/bl, CMOCOOHbIe
6bITb 3TUMM CaMbIMK [yXOBHbIMM] CKpenamm» (ApyxKinH, 2015, c. 188).

BTopas, He MeHee 3HauMMas 3aKOHOMEPHOCTb, OTHOCUTCS Henocpe-
CTBEHHO K LIOY TAaNaHTOB ¥ CBSI3aHa C TEeM, 4TO OHU M3MEHUV NPeacTaBneHms
0 CNaBe 1 3HaMEHWTOCTSX, NPeAbsBMB NPeXae HEBUANMbIN NPOLLECC CO3aaHMs
3Be3/bl Ha Bceobllee obo3peHme (Bruin, Zwaan, 2012, p. 3). 3T0, C OiHOW CTO-
POHbI, COCTaBASAET CyTb VX YCMexa y 3puTenelt, a, ¢ Apyroli, — BbI3bIBAET Maccy
KPUTWKN, TaK KaK BCErfa eCTb COMHEHUs B NPaBuibHOCTY 0TOOPa «HaCTOsILiMX
TanaHToB». M03TOMY NOAOBHbIE WOY «OMKHBI UCNONb30BaTh HECKOLKO CTpa-
Teruin NPOABMIKEHNS ¥ MOBECTBOBAHMS, YTOObI AOHECTU 10 3pUTENeNn, YTO KOH-
KypCaHTbl AeCTBUTENbHO 061aAatoT BPOXKAEHHbBIM TanaHTOM 1 YTO WOy NNLb
NOMOTaeT UM Ha NyTW K HeMuHyemon cnase» (Bruin, Zwaan, 2012, p. 4).

OAHMM 13 NPOSIBAEHWIA HAaUMOHaNbHOW KyNbTYypbl B POCCUIACKOM BapuaHTe
«[onoca» ABNSETCH aKTUBHAA UMPKYASALUMS B HEM NeceH COBETCKOM 3cTpafpbl. Llens
A@HHO CTaTbll — PACCMOTPETb, KaK B 3TOM TENeNpoeKTe OCYLIeCTBASETCS pecaii-
KIVHI COBETCKOM KynbTypbl. [lpyruMu cnoBamm, NpocneanTb pevHKapHaumto co-
BETCKOW NOMYNSPHOW My3bIKM B CynepycrneliHOM BOKabHOM TenenpoexTe.

KoHUenuus KynbTypHOro pecankimHra akTuBHoO U nonndoHYHO paspa-
H6aTbiBanach B 3apyb6eXKHON ryMaHUTapUCTUKE, HaunHas ¢ 1960-x rofoB. YCTosB-
leecs U Hanbonee pacnpoOCTpaHEHHOE TONKOBAHMe 3TOr0 TepMuHa-MeTadops!
noapasymeBaeT TpexdasHyto MOAenb, BKOYaoLWYo «ha3dy M3HavyanbHOW aK-
TYanbHOCTM HEKOTOPOW TOMWKM, a3y ee BbITeCHEHWs Ha nepudeputo 1 dhasy
NOBTOPHOTO BO3BPaLleHNs B LeHTP» (BbtoriH, 2021, c. 20). To ecTb Mexay ne-
PUOOM aKTyanbHOro ObITOBAHWS TOTO UK MHOTO (hEHOMEHA 1 ero «BOCKpeLle-
HUEeM» B HOBOM (M3MEHMBLIEMCS) KOHTEKCTE 3a4acTyio MPUCYTCTBYET Nepuriof
3abBeHus;, BpeMst HEBOCTPEOOBAHHOCTW, «apXMBUMPOBAHMS» Tpaguumn. BaxHo
0003HaYNTb, YTO MOHATME PECANKINHIA HU B KOEM Cryyae He noapasyMesaeTt
OTHOLLIeHWEe K NpeaMeTy «nepepaboTKiy» Kak K «MyCopy», YeMY-TO OTKUBLIEMY
W HEHYXHOMY. 3TO NOHATWE NPEeXae BCEro HeOBXOAUMO NS NPOCIEXUBAHNS
UMKNa BbITOBaHNS SBNEHMS, B HAWEM Cllydae — NeceH COBETCKOW 3CTpafpbl.

MokasaTenbHo, YTO TOYKOI OTCHETA B PeaKTyanm3almmn COBETCKON Kynb-
TYpbl B MOCTCOBETCKOM Poccum MHOrve NccnefoBaTeny Has3biBatoT TeNenpoexT
«CTapble NnecHK o raBHoM» (1995-2001, MepBbIii KaHan), KOTOPbIY He TONBKO Bbl-
3Basl HOCTa/bIMIO MO COBETCKOW 3MOXe, HO 11 BO MHOIOM ONPEAen KaHoHbI ee
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npenopfHeceHus B coBpeMeHHoCT®. Tenewoy «[0n10c», He byay4n OprueHTMpoBa-
HO Ha PETPO-CTUANCTUKY, NPOAOIKAET, TEM HE MeHee, 3Ty TPAANLMIO Y aKTUBHO
NpPUBNEKAET B CBOKO OPOUTY Hacneame COBETCKON 3CTpaabl.

XapaKkTep B3avMoaencTBus «[onoca» C COBETCKOW KynbTypol 1, B 4acT-
HOCTW, NOMNYNSIPHOI MY3bIKOW TOTO Meprofa MOXHO NPOCNeAnTb NO NATU Na-
pameTpam. lepBbi NapameTp — 37O reorpaduvs y4acTHVUKOB; BTOPOA — WUC-
NONHSEMbIN penepTyap; TPeTuUii — urypa oHOro U3 HaCTaBHWKOB; YeTBEPTIN
— TeMbpbl rONOCOB YHACTHUKOB; MATbI — OCOBEHHOCTU MHTepnpeTauum, T.e.
MCNOMHUTENBbCKOTO NPOYTEHWS NEeCeH COBETCKOM 3CTpafbl.

[anee Bce 0603HaueHHbIe NapameTpbl OyAyT PaCCMOTPEHbI MO MOPALKY.

FEOTPA®NYECKAA BCEOXBATHOCTb
N 3THUYECKAA NPEACTAB/IEHHOCTb

MocT ne Bpyu, npoaHananpoBas B CBOE CTaTbe 0huLManbHble CaiThl
TenenpoekTa «Mfon» B pasnuyHbIX CTpaHax, NoKasan, Kak rnobanbHble Tene-
opmaThl cnyxaT ansg 0603HaYEHUS He TONBKO HALMOHaNbLHOWM, HO Takke pe-
TMOHANbHOW M 3THUYECKON MAEHTUYHOCTEN. TaK, permoHanbHas NaeHTUYHOCTb
3avacTyto obo3HavaeTcs Yepes HasbiBaHWe POAHbIX FOPOAOB W/WAW FOPOAOB
NPOCNYWNBAHNI KOHKYPCAHTOB 1 HaMpPsIMytO OTCbINAET K HaLMOHaNbHOM naeH-
TUYHOCTW. «PofHble ropoda ¥ ropofa MpociylvBaHUS NPeacTaBASIOTCH Kak
ecTecTBeHHas NPUHALNEXHOCTb K HalUWK; 30eck HeT 0bCyAeHns ocnapuBae-
MbIX FPaHuL, 1 MecTHas creumduKa He paccmaTpuBaeTcs. BMecTo Toro, Y4Tobsl
apTUKYNMPOBaTb PErMOHaNbHYI0 MAEHTUYHOCTb, 3TV YNOMUHAHWS MeCT NPOCTO
0603HavaloT TEPPUTOPUIO, OXBaTbiBAEMYIO HalMeln» (Bruin, 2012, p. 47).

Kpome Toro, HaunoHanbHas MAEHTUYHOCTb HepeKo MPOSBASETCS B UCTMON-
HEHWW KOHKypCaHTaMM HaLMOHanbHbIX TMMHOB 1 B pa3MaxvBaHWUW HalMoHamb-
HbIM D1aroM 3pUTeNsMY B CTYAUM. A STHUYECKYIO aeHTUYHOCTL MocT ae Bpyw
NpOCAeX1BaeT No NPeACTaBNEHHOCTU ITHUYECKMX MEHBLIWHCTB Cpeav hrHanw-
CTOB TenenpoekxTa B KaHaae 1 ABCTpanuu. ABTOp C yavBeHEeM 0OHapyKVBaeT,
47O «[X]oTs KaHaga Obina ofHOM 13 NepBbIX CTPaH B MUPe, NPUHSABLUMX MyNbTU-
KyNbTYpanun3m B Ka4eCTBe HaLMOHaNbHOW NOANTUKM, BCe 10 raBHbIX y4aCTHUKOB
KOoHKypca “KaHagckuii naon” — benble U BbIXOALbI 3 aHMOCaKCOHCKON cpefbl.
1 Hao60pOT, BONPEKN TOMY, 4TO UMMUTPaLmMs B ABCTpanuu MCTopuyeckn boina
obycnoBneHa Tak Ha3blBaeMoit “NoAnTUKON 6enoi ABCTpanimn’, a pacoBble OTHO-
WeHNUs nHoraa HbIBaloT HANPSHKEHHBIMU (...), Y4aCTHUKM KOHKypca “ABCTpanmii-
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CKMI MAoN" NPeacTaBAsoT PasnyHble STHUYECKME TPYNMbl U UMEOT WUPOKYe
BO3MOXHOCTW ANS BblpaXeHMs cOBCTBEHHOO MHeHMs» (Bruin, 2012, p. 50).

B poccuitickoMm BapuaHTe TenenpoekTa «[0n0c» Takke HaxoamTCs MecTo
AN51 NPOSIBNEHNS BCEX TPEX BUAOB MAEHTUYHOCTYM: HAaUMOHANbHOM, pervoHanb-
HOM 1 3THMYecKon. OgHAKO TO, Kak OHM 0003HaYatoTCs, BO MHOIOM OTCbifaeT
K OCHOBOMOMaraWmM MaesM COBETCKON KynbTypbl, CBSI3aHHbIM C BOMAbWUM,
MHOTOHaLMOHaNbHbIM 0BLECTBOM U APYXHOI HAPOAOB.

Cpeawn y4aCTHMKOB POCCUIACKOTO «[010Ca» OKa3bIBAKOTCS XUTENM Camblx
PasHbIX M OTAANEHHbIX YTONKOB CTPaHbl, B TOM YMC/e HaUMOHaNbHbIX pecnybnmnk
(bawkopTocTaHa, [larectaHa, KabapanHo-bankapun, TatapcTtaHa, YeueHcKon
pecnybnavku v ap.). Kpome TOro, CyuleCTBEHHOE KOMMYECTBO KOHKYpPCaHTOB
«[onoca» COCTaBNAOT NpeacTaBUTen ObIBLIMX COBETCKMX pecnybnnk (Asep-
banmkaHa, Apmerun, benopyccun, Mpy3nu, KasaxctaHa, KnpruscraHa, /lateum,
JInTBbI, Y36eKncTaHa, YKpaviHbl, ICTOHUN), @ Takke NeBLbl M3 Pa3nnyHbIX CTPaH
EBponbl, Adbpuki, AMepukn. EneHa MpuueHKo 1 EBreHns AnewmHcKas canTatoT,
4TO B 3TOM MeXAyHapOAHOM CTaTyce POCCUMIMCKOro «fonoca» NposBASETCsS ero
OTNIYME OT APYrMx NoKanbHbIX Bepcuin «The Voice» (MpuueHko, AnelmHcKas,
2015, c. 38).

[lelicTBuTENBHO, 0BPaTUBLIMCH K MeToay VocTa ae Bpyn, MOXHO yBUAET,
4TO B KaXOOM Ce30He «[onoca» Cpean BOCbMM KOHKYPCAHTOB, AoWeAwmnx [0
nonydvHana, NpUCYTCTBYET OT OAHOrO A0 LWeCTV NpeacTaBuTenel pasnuyHbix
3THOCOB WA rpaxaaH bbiBwnx COBETCKMX pecnybnuK. B cpefHeM Konm4ecTso
TaKVX Y4aCTHUKOB COCTaBASET NMOMNOBUHY BCeX NonyduHanucToB npoexTa®. bo-
nee TOro, NPeacTaBUTENN STHUYECKMX MEHBLIMHCTB U ObiBWNX COBETCKUX pe-
cnybnnK Hepeako CTaHoBUAKUCH NobeanTenamu «fonoca». 31o [lMHa lapunosa
(1-# ce30H, 3THMYecKas TaTapka), Cepreit Bonukos (2-i ce3oH, benopyccus),
Cenvm AnaxspoB (6-1 ce3oH, Pecnybnuka [larectaH, 3THUYECKUI Ne3ruH),
8- ce3oH — Ackep bepbekos (8- ce3oH, KabapanHo-bankapus), AnekcaHap
Bonkonas (10-# ce30H, Kblprbi3cTaH).

MpencraBuTEN PasfnyHbIX HaUMOHANBHOCTEN HepeaKko 0003HavarT
CBOI 3THUYECKYIO MAEHTUYHOCTb My3blKanbHbIMY cpeacTBamu. Camblii 3aKOHO-
MEPHbIN CNocob — 3TO UCMONHEHWEe NeceH Ha POAHOM A3biKe, YTO BbINo Xapak-
TepHoW 0COBEHHOCTbIO NeceHHbIx hecTrBaneit 1 B CoseTckom Coto3e, BMNNOTL 10
TaKMX CTaTYCHbIX, KaK TeNeBU3NOHHbI dhecTnBans «lecHs roga». OaHako NpuH-
LUMNManbHOe OTAMYME 3aKK0YaeTCs B TOM, 4TO €CIM B COBETCKOE BPEMS KOMIMO-
3UTOPbI HAUMOHAMBHbIX WKON CelManbHO CONMHSANMN OpUTHANbHbIE 3CTPaHbIe
NEeCHW Ha POAHbIX A3bIKaX, TO B «[0ON0Ce» Ha HAaUMOHaNbHbIX S3bIKax NepeneBatoT-
€S NONYASPHbIE MECHM, M3HAYaANbHO HaMMCaHHbIE Ha PYCCKOM 5i3biKe.

°MNoapobHsble aaHHble NpuBeaeHs! B Tabnuue B Mpunoxerun 1
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Tak, EneHa MpuueHKo 1 EBreHns AnewmrHckas noapobHo pa3bupatoT Bbl-
cTynnenHve Aunapsl BaranoBoi (3 ce3oH), nepenesliein Ha TaTapCKOM A3biKe
necHto «Conpat» rpynnsl «5’NIZZA» (Aleshinskaya, Gritsenko, 2017, p. 54). B kaye-
CTBE HE MEeHee SPKOro NMpriMepa MOXHO MPYBECTU NECHIO «KOHb», HanNMcaHHyo
Mropem MaTBreHKo Ha cnosa AnexkcaHapa LLaraHosa, HO B MacCOBOM CO3HaH MK
NPOYHO YTBEPAMBLLIYIOCS B CTaTyCe PyCCKOM HapoaHOW necHu. B 8 ce3oHe «[ono-
Ca» ee UCnonHWna Menares COBMECTHO C KOHKypcaHTamu Hypxurntom CybaH-
KynosbIM 13 KbiprbiacTaHa 1 Ackepom bepbekosbiM 13 KabapanHo-bankapckoi
pecnybnuku. MecHs o NtobBK K poanHe Npo3ByYana cpasy Ha TPex s3blkax — pyc-
CKOM, KbIPrbI3CKOM 1 KabapAmMHCKOM, ¥ BbI3Bana MacCy BOCTOPKEHHbIX OT3bIBOB
B CeTu, bonbllas YacTb KOTOPbLIX BblpaXana pagocTb 3a BO3POXAeHME uaen
APYKObI HAapoaoB®.

Bonee KapanHanbHOe BHeApeHMe B M3HaYabHbIM My3blKanbHO-MO3TUYe-
CKMI TEKCT necHW HbI10 NPOAEMOHCTPUPOBAHO B 5 Ce30He TenenpoeKTa KoH-
KypcaHToM 13 Kybbl YnbsaMoM BopxecoM Maanbro, KOTOpbIV Ha CAemnbIX Mpochy-
WnBaHMAX cnen «TeMHy HOYb» HUKNTLI BOrOCNIOBCKOrO Ha UCMNaHCKOM A3bIKe
C apaHXMpPOBKOW B CTUNE NAaTUHOAMEPUKAHCKOW My3biKW. B npeactaBneHHoM
TPaKTOBKE XapaKTep ¥ CMbIC/ MECHN M3MEHWUANChH 40 Hey3HaBaeMoCTu. Kak npw-
3HanCs B Nocnefyoulein AUCKYCCUM HACTaBHUKOB /leoHna AryTUH, OH MPUHAA
HEMoCpeACTBEHHOE YYacTVie B CO3MaHNM 3TOM aparKMPOBKY, YCbIWaB rapMo-
HUYECKYIO NAEHTUYHOCTb KYBUHCKOM HAPOAHOW MY3bIKWU Y 3HAMEHUTOWN COBET-
CKOW NeCHW BOEHHBbIX €T,

Takoe WCMoNHeHWe 13HavYanbHO PYCCKOS3bIYHBIX MOMYASPHBIX NeceH Ha
APYrMX s3bIKax AEMOHCTPYPYET OnpefeneHHbl KOMNPOMIUCC B OTHOLIEHWN 3T-
HUYeCKoV NpeacTaBneHHOCTU. HacToswero COnpMKOCHOBEHWS C APYroi Kynb-
TYpOW, N0 CyTU, HE MPOUCXOAUT — YHaCTHUKM «[010Ca» HE UCMOMHSIOT HaLMo-
HanbHbIX HAPOAHbIX MeceH. 34ech HET faxe TOW CTeneHu anponpuaumm NHo
KyNbTypbl, KOTOpas Oblna B WNgrepax He-pycCKOs3bIYHOW COBETCKOW 3CTPaapbl,
Korga KOMMO3WTOPbI Ha MENOAMYECKOM, PUTMUYECKOM 1 TaPMOHUYECKOM YPOB-
He BBOAWNM XapaKTepHbIe 31eMeHTbl HaUMOHaNbHOM My3bIKM B 3CTPadHble nec-
HW. B gaHHOM cnyyae, Kak H1 NapafoKcanbHoO, 3HAKOMCTBO C MHbBIM MPOUCXOANT
yepes nepepaboTKy COBCTBEHHOM KynbTYPbI. [1apannenbHo C pecaikinHIoM co-

¢ BoT Hanbonee sipK1e 0T3bIBbI Ha 3aMUCb 3TOMO BICTYNEHMs B YouTube: «3T0 yxKe He woy, a
4TO-TO BbiWe) [pyxba HapoaoB, BOT B YeM Halwa cuna! MpusaTHO CAylwaTb U Ha PYCCKOM, U Ha
KbIPTBI3CKOM, U Ha KabapArHCKOM s3biKax!)»; «[1nsi YKpenneHmns MexHalLMoHabHbIX OTHOWEH I
Te, KTO 3TO Npuayman, caenanu 6onblue, Yem AecsiTok (hopymMoB Mo 3TOK Teme. HeBaxHO KTO nep-
BbIA, KTO BTOPOU. TBOPYECKast ®13Hb MAET HE MO 3TUM Npasinam»; «/lyylnii Homep nonydbrHana)
A KaK 3By4aT rofoca UCNoHMUTENEeN Ha POAHbBIX A3bIKax... KaKk BAVAKCH TPU S3bIKa B OAHY NECHIO...
B o4epeaHoit pa3 npocTo NoKNoH Menaa3e 3a MEXITHUYECKUI HOMEp, reHalbHas 1aes npocTo,
KPacuBO e A0 HEBO3MOXKHOCTM.
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BETCKOM uaen apy»KObl HAPOAOB MPOUCXOANT PECANKINHI PYCCKOS3bIYHOM Mo-
NYASPHOV KyNbTYpPbI, B TOM 4MC/e COBETCKOTrO Nepuofa.

CoBeTCKas KynbTypa BO MHOTOM OKa3blBaeTCs TeM «0bLMM MeCTOM» (B Tep-
MUHonorum CeetnaHsl boiim (boim, 2022)), KOTOpoe NO3BONSET CErofHs HalTK
TOYKM COMPUKOCHOBEHMUS MEXIY pasinyHbiMK CTpaHaMmu. Hanpumep, nokasa-
TeNbHO, YTO NPeACTaBUTENN EBPONENCKNX CTPAH, HEKOMAa BXOAMBLUMX B COCTaB
CCCP, Ha pycCKOM $3blKe 3a4acTyto UCMOMHSIOT WASTepbl COBETCKOM 3CTpabl.
Tak naTbiw MIHTapc bycynuc, NpyHUMaBWKi y4acTie B 3-M ce30He «fonocar, Ha
PYCCKOM $3bIKe Men NCKYUTENbHO NecHu PaimoHaa Maynca’. A vex flagvcnas
BybHap B dh1Hane 6-ro ceaoHa BbICTYNIA C NecHel 13 penepTtyapa Kapena loTTa
«Lady Carneval»®, cnes ee cpa3y Ha [1ByX S3blKaX (4l CKOM 1 PYCCKOM).

[10BONbHO NOBOMbBITHBIA NPUMEp ABMKEHWS K CBOEM STHUYECKON MaeH-
TUYHOCTM MOCPEACTBOM COBETCKOW 3CTPagbl MPOAEMOHCTpUpPOBan bpeHaoH
CTOYH — KOMMO3WTOP 1 NeBeL, XMBYLWMiA B bepnnHe 1 odrumanbHo NpeacTas-
NABWWIA FepMaHnto. MNoHavany OH UCMOMHSAN WCKIOYUTENBHO aHIosA3bIYHbIE
NON-XUTbI, HO B YeTBepPTbdMHANE BbILEN Ha CLUEHY C KOMMNO3WLMEN U3 penepTy-
apa Tamapsl [BepaumTenn «MamuHbl rnasa» (1995)°, B KOTOPOI NPO3BYyYanu xa-
paKTepHble MHTOHALMW IPY3UHCKOW My3biKK. A B h1Hane Tenenpoekta bpeHaoH
CTOYH WUCNONHUA CTPACTHbIV TUMH cTonuue Mpy3nu «Tounmnco» (1959) PeBa3a
Narngse, cpasy Ha ABYX S3blKax — FPY3MHCKOM M PycCKOM. BbISCHUNOCH, YTO
32 060/104KOM NOLLEHHOTO eBpONeiiLia CKPbIBANCS XapU3MaTUYHbIV FPY3UHCKI
TeMnepameHT, KOTOPbIV HeOXKMAAHHBIM 06Pa30M PACKPLINCS NPY UCMONHEHNY
Wwnsirepa COBETCKOMN 3CTpagbl.

Ctpaterus bpeHgoHa CToyHa, iBUraBWErocs OT UCMOMAHEHMS 3apyDexXHbIX
neceH Ha 3Tanax, rae pelweHne NPUHUMAKOT HAaCTaBHMKK, K MCMIONHEHWIIO NeceH
Ha PYCCKOM $3blKke TOrfa, KOrfa WMCXOA COCTS3aHWs onpepfensieT ronocoBaHue
Tenesputenen, Ha camoM fene sBAsSeTCs CTaHAapPTHOM B paMKax Tenernpoek-
Ta. MoapasymeBaeTCs, YTO aHMMONA3bIYHbINA penepTyap NOMOraeT BhIUIPbILIHEE
NPOAEMOHCTPUPOBaTL BOKasbHble faHHble AN NPOodecCMoHanbHOro Xopu,
a PYCCKOSI3blYHbIE KOMMO3MLMM HEOBXOAMMbI AN HAXOXAEHWS IMOLMOHANb-
Horo oTkAnKa y Tenesputeneit (Aleshinskaya, Gritsenko, 2017, p. 47). B cnyvae
¢ bpeHgoHoM CToyHOM 0bpalleHye K NoKanbHOM NONYyNspHON My3bike COBMano,
BO-MEPBbIX, C PACKPHITUEM CBOEMN MOAAMHHOM 3THUYECKON MAEHTUYHOCTH, U, BO-
BTOPbIX, C «NyTELECTBMEM BO BPEMEHW», KOrda ObLMIA S3bIK C TenespuTensmu

" B «HokayTax» oH crnen necHto «f1 Tebst pucyto» Ha cnosa AHapes [leMeHTbeBa, a B 4eTBepTbOMHa-
ne — «5 nobnio Tebs bonblie NPUPOAbI» Ha CnoBa EBrexHuns EBTYLWEHKO.

& KomnosuTop — K. CBobopa, asTop cnos — W. WTanan, pycckuid Teket — O. Magpkukacrmosa.
3pech 1 ganee npy NOBTOPHOM YNIOMUHAHWWM NECHY aBTOPbI HE YKa3blBAOTCS.

 Komnozutop — E. KobbinsiHcknia, asTop cnos — C. Ocnawwsmnnu.

1 NecHs HanwvcaHa Ha cnoBa M. [py3rHCKoro, pycckuia TekeT M. KBanuawsunm n B. CemepHuHa.

HAYKA TENEBUAEHMA 19 (2), 2023 78 THE ART AND SCIENCE OF TELEVISION



OpfHako obpalleHe K COBETCKOMN 3CTpaje OTHIOAb He BCeraa BeAeT K pac-
KPbITWIO 3THNYECKON NAEHTUYHOCTUN 1 YOeanTeNbHOMY KOHTaKTY C ayAuTOpuen.
MopoM TaKas TaKTWKa AenCcTByeT NPOTUBOMNONOXHbIM 06Pa30oM, NpeBpaLlas xo-
POLLO V3BECTHbIE WAsATepbl B 06pa3el, abcypanCTCKolM BaMnyKu. TakoBOW cTanu
BbICTYNNeHNs adpoamepukaHua ApceHa MykeHay 13 KOHIO ¢ necHsMK COBeT-
CKOW acTpaabl. Ha aTane «MoeanHKm» OH ayaToM ¢ Buktopueit KapauyH ucnon-
HWN «Pa3roBop co cyacTbem»t 13 hunbma «MBaH BacunbeBny MeHseT npodec-
cnto» (/1. Fanpai, 1975). B opurHanbHOM KOHTEKCTe dunbMa 3Ta necHs bbina
3Be34HbIM HYacOM apTUCTUYECKON HaTypbl acdepucTa Xopxa MUNocnaBcKoro 1
OfHOBPEMeHHO 3afiaBana HeTpMBMabHbIe BOMPOCHI O MOWCKE repoem CBOEro
npenHa3HaveHus. B KOHTeKCTe Woy oHa npeBpaTunach B becluaballiHblii «pecTo-
PaHHbIA» Wnsrep ¢ NyOOYHbIMU NEPCOHAKAMMN-MAPVOHETKAMU.

B durHane woy ApceH MyKeHAW UCNONHUA MecHio «YBe3dy Tebs g B TyH-
Apy»*. B coBeTCKOe Bpems 3Ta NecHs MpoYHO accoUMmMpoBanach C MasnbiMu Ha-
POAHOCTAMM CeBepa, TaK Kak nenack OT NuLa repos-ofieHeBoda — HeapoM ee
CaMbIM M3BECTHbIM MCMOMHWUTENEM Ha COBETCKOM 3CTpafe CTan HaHael Kona
Benbabl. «F0N0C» YPOBHSAN YCNOBHOTO YyK4y C adpoameprKaHLem no NpuHLK-
Ny 3K30TUYHOCTU, UPOHWUYHO Urpast Ha reorpadryeckoi NonspHOCTA PerMoHoB
VX NPOXMBaHUS. Ha TEMHOKOXEro MCNOoNHUTENs Hagenu Wwyby, a MecTo 3THuYe-
CKOW MAEHTUYHOCTU 3aHsN1a KBa3W-KONOHMabHas BakxaHanus.

MTaK, «<fonoc», Kak 1 BcecotosHble neceHHble hecTrBany B COBETCKOE Bpe-
M, CTPEMUTCS K reorpadryecKkoin BCeOXBAaTHOCTM U MaKCMManbHON nNpeacTaB-
NEeHHOCTM Pa3NNYHbIX STHOCOB B paMKax TenenpoekTta. OfHaKo BbISCHAETCS, YTO
3Ta NPeACcTaBNeHHOCTb OKa3bIBAETCS HOMUHANBHOM 1 04eHb YCNoBHOW. OHa He
nofpa3yMeBaeT My3bIKabHOTO MOTPYXKEHMS B MHYH KyNbTypy, a OrpaHnyvBsa-
eTCs NMHTBUCTUYECKOM, MAaKCUMYM — apaHXMPOBOYHOM nepepaboTKon Kynb-
TYpbl TUTYNBHOW HauMK. MeBLbl U3 HEeBPOMENCKMX HaLMIA HUKOUM 06pa3oM He
NpefcTaBAsioT CBOK HALMOHANbHYHO My3blKanbHYyO TpaauLumio. HaobopoT, oHK
AOMKHbI MAKCMManbHO TOYHO CKOMMPOBATh BOKaMbHYK TEXHVIKY 3analHOeBpoO-
nercKomn Tpaguumnn, byb TO 3CTpafHas NV akageMmuyecKkas MaHepa nexHus.

HepefKo B Ka4yecTBe mMaTepuana Ans pecankavHra BbICTynaeT KynbTypa
COBETCKOro Nepuoaa, Kak Hanbosnee 3HaKoMast, yH1BepCanbHas U yxe cofepxa-
Was B cebe xapaKTepHble 3NeMEHTbI APYr1X HaUMOHaNbHbIX KynsTyp. KTo-To 13
NEeBLIOB NPUXOAWT NOCPECTBOM COBETCKOW 3CTPaAbl K CBOEW NOANMHHOW 3THU-
4yecKom naeHTnYHocT (BpeHaoH CTOYH), a KTO-TO HeyMeno npuMepsieT Hapss ¢
YYXKOro nneva, MakCMManbHO AUCTaHUMPYSCh OT CBOEN UCXOAHON MAEHTUYHO-
cTu (ApceH MykeHaw).

'Komnosntop — A. 3auennH, asTop cnos — /1. [lepebeHes.
2KoMno3ntop — M. ®pafikiiH, aBTop cNoB — M. MASLKOBCKUIA.
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PEMEPTYAPHAA MONNTUKA

CnegytowmmM NyHKTOM B pecaiKimHre COBETCKOM KyALTYPbl Ha Loy «[010C»
SBNSETCS penepTyapHas NoAWTHKa. 34eCb eCTb CMbIC 06PaTUTLCS K CTaTUCTUKE
M NOCYUTATb KONMYECTBO NPO3BYYABLUMX B TENENPOEKTE NeCeH, KOTOPbIE MOXHO
OTHECTM K COBETCKON NONYNSAPHOW My3bIKe.

HeobxoarMMo OroBOpUTb, HTO B JaHHOM KOHTEKCTe MOHSATUE COBETCKOM
NONYASIPHOW My3bIKW TPAKTYETCs MaKCMManbHO WWPOKO, B COOTHOLWEH NN, Npe-
X[e BCero, C XpOHONOMMYECKMM U COLMOKYNBTYPHBLIM NPUHLUMAaMu. B 3Tom cny-
4ae K COBETCKOW NONYASiPHOW My3blKe MOXHO OTHECTM He TOMbKO TBOPYECTBO
NPM3HaHHbIX COBETCKMX KOMMO3UTOPOB-NECEHHVKOB, HO 1 HapOBCKYIO MeCH!o,
KOMMO3WLUMW NO3AHECOBETCKMX NON-TPynn Hanogobue «/1ackoBoro mMas». Takxe
K KOHTIOMepaTy COBETCKOM NMOMYNSPHOMA My3bIKW MPYMbIKaeT TBOPYECTBO MOSO-
AbIX KOMMO3UTOPOB, KOTopble B 1980-X TONBbKO Ha4MHaNM CBOW npodeccmoHanb-
HbI NyTb, CPean HMX, Hanpumep, BUkTop Pe3HrKkoB, paHHwve Miropb Hukonaes 1
Viropb KpyToii.

CTporo roBops, OTHECTV BCe BbllenepeyncieHHble NPUMepPsl K MOHATUIO
«COBETCKOW 3CTpagbl» BeCbMa NpobaeMaTyHO, ecv nofpasyMeBaThb Nof COBeT-
CKOM 3CTPaion TONbKO 0 ULManbHO NOOLPSeMble U MAEONOTMYECKN BblAepaH-
Hble MonynsipHble necHu. OgHaKo COBETCKas 3CTpaja HVKoraa He Hbina MOHO-
NUTHOW B cBOel cyTW. O4eHb 4acTo BCEHAPOAHYO NOMYNSpHOCTb NprobpeTani
NecHW, BCTyNaBLLIMe B OTKPOBEHHYIO KOH(POHTaLMIO C NOAWTHKOM NapTuu. (Jo-
CTaTOYHO BCMOMHUTL 06pa3 NMPUYECKO reponHu Annbl MyrayeBoi cepeamHbl
1970-1980-x rofoB, A8 KOTOPOW MOUCK IMYHOTO CHacTbsl, CBOHOAA CaMOBbIpa-
XKEHMS 1 OCTPOTa IMOLMIA CTAHOBUANCH CMbICNIOM BCEM XM3HW, 6e3 Kakoro-nnbo
paBHeHWs Ha BHELIHWe NHCTUTYLMKN 1 colManbHble Aormel). MHoraa, HaoboporT,
napTvsg cama noowpsana U NecToBana BHELHE KOHTPKYNLTYPHbIE My3blKaNbHbIE
HanpaBneHns — HauymHas OT CTPYKTYPHOM noaaepxku BUA, koTopble NpUnumcel-
BaNUCb K permoHanbHbiM hUNapMOHUSAM 1 peneTnpoBanv Ha ux base (Llykep,
2012, c. 79-80), 3aKaH4MBas OpraHu3aLmeil NnepBoro pok-hecTrnBans «<BeceHHme
pUTMbI. TOUANCK-80» Noa arnaon MuHucTepcTBa KynsTypbl CCCPE,

IMEHHO NO3TOMY B KaTeropuio NOMyasipHOM My3bIK COBETCKOrO Nepuo-
Aa Oblnu Takke BKIIOYEHbI MECHM COBETCKOTO POKa, B HaCTHOCTU, KOMMO3ULMY
AHpapes Makapesuya®, Buktopa Llos 1 rpynnsl «bpaso» 4o 1991 roga. HecmoTps
Ha BeCb OMMO3WLMOHHbIN, KOHTPKYALTYPHbIV MOCHIN COBETCKOrO POKa, OH Obin
HEOTAEeNNM OT TeX COLMOKYLTYPHbIX YCNOBUI 1 BpEMEHW, B KOTOPOM XUAN Npw-
HagNexaBLUMe K HEMY My3bIKaHTbI.

306 3TOM nNaTpoHaxe YyNoMsiHy B CBOEM BbICTYMIEHNN Bac-ryTapucT v CoAncT rpynnsl «Ma-
WrHa BpeMeHn» AnekcaHap KyTukoB B Bbinycke «Mporpamma nepegay Ceetnansl COPOKMHOM»,
NOCBSALLEHHOIO BCECOO3HOMY pPOK-hecTnBanto «BeceHHue puTMbl. Tomnucu-80». MaTbiii KaHan,
03.09.2010. URL: https://www.youtube.com/watch?v=r1DppbLJYIs&t=216s
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http://www.youtube.com/watch?v=r1DppbLJYIs&t=216s

Kak nokasan noacyeT KOMNo3uLnii, Ha NpoTsHkeHUK 10 Ce30HOB Tenenpo-
eKTa «[0n10C» KONMYECTBO NMeceH COBETCKOW 3CTpafbl B CpefHeM konebanocs B
npegenax 16%. /13 3Toi TeHAeHUMM BbINagatoT 5-1 CE30H, Koraa Konu4ecTso ne-
CeH COBETCKOro Nepunopa CHU3MNoCk 10 11,7%, a Takoke 6-1 1 10-1 ce30HbI, Korga
KONMYECTBO COBETCKMX NeceH Bo3pocsio Ao 20%.

[varpamma 1.
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MPUYMHBI 3TUX NepenagoB HanpsMyto CBS3aHbl C GUrypoi 04HOTO 13 Ha-
CTaBHWKOB TenenpoeKTa — AnexcaHgpa pafgckoro, KOTOPbIN OTCYTCTBOBAN B 5-M
ce30He, TpUyMdanbHo BepHYCS B 6-M 1 CKOHYancs nocpeamnHe 3anucu 10-ro ce-
30Ha. [pafcKuii onpepensn penepryap He TONbKO y4aCTHUKOB COBCTBEHHON KO-
MaH/bl, HO 1 OLLYTUMO BAVSA Ha NPEANOYTEHNS CBOUX KONNeET. Bnas, HaCKONbKO
BbIVTPBIWHBIMK C TOYKM 3PEHMS LEMOHCTPALMM BOKANbHbIX AAHHBIX ABASHOTCS
wnsrepbl AnekcaHapel MNaxmyToBon, ApHO babamkaHsaHa, Mapka MuHkoBsa, Anex-
ces PbIGHMKOBa, AneKcaHapa 3auenviHa v MHOTUX Py X COBETCKMX KOMMO3UTO-
POB, OCTaNlbHbIE HACTABHUKN NpoekTa — JleoHn AryTuH, Anma bunan, MNenareg,
Banepuii CloTKUH, Ipuropnii flenc — ToXe HaunHanu AaBaTb CBOMM NoAOMNeY-
HbIM 3TY CIOXHYIO C BOKANbHOMN 1 ApamaTypriyeckoi TOUKM 3PEHNS My3bIKY.

Ponb AnekcaHapa PafcKoro Kak WBOTO CMMBOMA COBETCKOW 3CTpajbl
B TenenpoekTe «[0n10c» byfeT 0roBopeHa oTAeNbHO YyThb NMo3xe. Celtyac xe cTo-
MT OCTAHOBUTBCS Ha TEMATUKE U XapaKTepe KOMMNO3WLUMI COBETCKOW 3CTpaabl,
KOTOPbIE 3By4anu B pamkax Woy.

Camoli 60nbWol BOCTPebOBaHHOCTBIO MONb30BANUCL MNaKaTHble NUpu-
Yeckune bannagbl, C BHYLMTENbHBIM 1Mana30HOM KaK B BOKanbHOW NapTuu, Tak
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¥ ApaMaTUHecKUX NepexmnsaHnin. PekopacMeHamm no KoNMYeCTBy MCNONHEHWH
CTanu koMno3numu: «<He oTpekatotcs, Ntobs» Mapka MuHkoBa v «Tbl CHULLLCS
MHe» Anekces MaxxykoBa'®, npo3ByYaBLLMe B TeNleNpoeKTe Mo WecTb pa3. o naTb
pa3 6binn ncnonHeHbl «HoKTOpH» ApHO BabamkaHsaHa', «[oabepy My3biky» Pai-
MoHAaa Mayncal” n «Kak Monoasl Mbl Obinn» AnekcaHapbl MaxmyToBon!E, YeTbipe
Pa3a Ha NPOTHKEHMM «[0n10Ca» NCNONHANNCH «benoBexcKad nyLa» AnekcaHapebl
MaxmyToBOW™, «MoHonor» («PekBrem») Mapka MHkoBa Ha cTuxmn MapuHbl LiBe-
TaeBon U« Tebs HMKoraa He 3abyay» Anekces PbibHMKOBa.

Eule co BpemeH TenenpoekTa «CTapble NecHu o rmasHoM» (1996-2001), ko-
TOPbIN CTan TOYKOW OTCHETA B PECaKIMHIE HE TONbKO COBETCKOW 3CTPaabl, HO U
COBETCKOW KyNbTYpbl B LIeIOM, BO3HMKNa 60oMblas npobnema c peakTynv3aumer
NeceH rpaxaaHCcKo-NaTpUOTUYECKON TeMaTUKI. U 3Ta npobnema ocTaeTcs aKTy-
anbHol o cvx nop. COBCTBEHHO COBETCKMX NMaTPUOTUYECKNX NeCeH B Tefewoy
«[0N0C» NCNOAHEHO He BbIN0, HO BIN3KOW K 3TON TEMaTVKe OKa3anoCh TPy KaTe-
ropun KOMMNO3WLMIA, MEPUOAMYECKY 3BYHaBLIMX B TENENPOEKTe.

MepByto KaTeropuio COCTaBASOT NMMPUYECKMe NecHK Bennkoii OTevecTBeH-
HOV BOMHbI U NMOCAEBOEHHbIe Bannagbl, HanVicaHHble B NamsTb O MOrMOLWMX con-
Aatax U aeTsx. TakoBbl ke YyNoMUHaBWancs «TeMHas Houb» (1943) HukuTbl Bo-
rocnosckoro, «Kypasnu» (1969) iHa ®perkena?, «bannaga o matepu» (1974)
EBreHvs MapTbiHOBa?, «MaHamku» (1981) Bagnma EropoBa. BaxkHO, 4TO BO BCex
3TUX MECHSIX Ha NEePBbIN NNaH BbIXOAUT He repOMKO-NaTPUOTUYECKO., a TMYHOCT-
HO OKpalleHHOe, O4eHb ApamMaTYHOe 1 TpareaniiHoe nepeXKMBaHyie BOMHbI.

Ko BTOPO KaTeropwm oKono NaTpUoTUYECKMX NeceH OTHOCATCS bannagbl
0 pofiHOM Kpae v npupoge. Cpeau HUx «<Bonra» Mapka ®pagkmHa®, yxxe ynomu-
HaBLWecs «<benosexckas nyla» v «Bonoraa» AnexkcaHapbl [MaxmMyToBOW, «TOUAN-
co» Pesa3a flarvaze, «<Pyccrkoe none» AHa dpeHkens?. Kak n B cnyyae c bannana-
MW O BOVHE, 3TV NecHM obpallatoTcs K 06Le4enoBeYeCcKM, BeYHbIM LIEHHOCTSM
¥ NOAAIOT BCE MepPEeXMBaHUS OT NepBOro N1ua, 6e3 obpalleHns K KoNneKTUBHO-
MY «Mbl». B HUX €CTb OTCBINIKM K PErVIOHaNbHbIM TOMOHVIMAaM, HO HET MOCTYNaToB
COBETCKOMN MAe0N0rum, OHIN YHUBEPCabHbI B CBOEM OBOBaHMM NPUPOON.

¥“ABTOp CNoB — B. TywHoBa.

> ATop cnos — H. lymakos.
 ABTOp CNOB — P. POXAECTBEHCKUIA.
" ABTOpP CNOB — A. BO3HECEHCKUIA.
8 ABTOp CNoB — H. [lo6poHpaBoB.
1 ABTOp cnoB — H. [lo6poHpaBoB.
2 ABTOP CNOB — A. BO3HECEHCKMIA.
1 ABTOp CNnos — B. AraTos.

22 ABTOp CNoB — P. lam3aToB.
*AsTOp cnoB — A. [lemeHTbeB

% ABTOp CNOB — /1. OWaHuH.

» AsTop cnos — . lodd.
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HakoHeLll, TpeTblo KaTeropuio neceH, ban3KMX K rpaxaaHcKo-naTproTuye-
CKOMY AMCKYPCY, 0bpasyroT KOMMO3WLMKM, CTPOro roBOPS, He-COBETCKOM 3CTpa-
[bl, HO KOTOpbIe Ha HOBOM BUTKe pednekcMpoBani 06 MCTOPUYECKOM MPOLLIOM
CTpaHbl, MbITaNNCh CO3AaTb 00Pa3 HOBbIX repPOeB C SPKO BblPAXKEHHON rpaxaaH-
CKOM No3unumert v npeanaran cobCTBeHHyo GopMyny «pyccKoro ayxa». OTKpPbI-
Na 370 HanpaBneHue necHs «bbIBWWIA nogbecayn», co3aaHHas Mropem Tanbko-
BbIM B 1990-M rofly, a MPOAOMKMAN XM1Tbl Hadana 1990-x ronos: «Ecayn» (1991) 1
«Ocbumuepbl» (1993) Onera MasmaHoBa, «KoHb» (1994) 1 «KombaT» (1995) Urops
MaTBMeHKO, MCNOIHeHHbIE B CBOE BpeMs rpynnoit «/11063».

HecMoTps Ha TPUALATUAETHIOW AABHOCTb, B paMKax «[onoca» puTopuKa
3TWX NeceH NofpasyMeBanach HeycTapeBatoLlelt, Tak Kak MM yaanoch CoenHUTb
NPOKNaMaLUMOHHbIA XapaKTep, yHacnefoBaHHbI OT COBETCKMX NaTPUOTUYECKHMX
NeceH, C CKPEHHEN Bepoit B HOBYO Poccuto. MoKasaTenbHo, YTO BCe 3TU KOM-
no3MUMK 3ByHanu B TenenpoekTe bamke K hrHany cesoHa, CTaHOBSCb Bblpaxe-
HVMEM HOBOW MPa)KaaHCKoW NMPUKK, CTONb HEOOXOAMMOW MO CTaTyCy rMaBHOMY
enepansHOMY KaHany, Ha KOTOPOM BbIXOAMA TeNenpoeKT?,

CXOXyH CMbICIOBYIO TpaHchopmMaLumio npeTepnena Tema Tpyaa v npo-
(beccnmoHanbHOro NpK3BaHWs, KoTopas Obina 0bs3aTensHON CocTaBnstoLLel
coBeTcKoM 3cTpaabl. C O4HOM CTOPOHBI, COBETCKMX MECEH O MOASX Pa3NYHbIX
npodeccuin B «fonoce» He Npo3ByYano coscem. Ho, C Apyrovi CTOPOHbI, y4acTHU-
KV TenenpoeKTa Ha NPOTHKEHNM BCEX CE30HOB 06paLlianich K NecHsM o cyabbe
apTuUCTa, Npexae BCero nepenesas 3HaKoBble WAsSTepsl U3 penepTyapa Anbl I1y-
rayeBoii: OT 3HAMEHUTOTO «APNEeKNHO»?" 1 KeHLMHbI, KoTopas NoeT»? [0 yxe
ynomuHasuerocs «Pexsnema» Mapka MuHkoBa 1 «Koraa g yiay»®. 3Tu necHw,
NOCBSILLEHHbIE APaMaTUYHOCTV apTUCTUYECKON A0NM, TPYAHOLOCTVIKUMOCTUI 1
CKOPOTEYHOCTU CNaBbl, 3By4ant 0CO6EHHO OCTPO B paMKax MeBYECKOro KOHKYp-
Ca, Ha KOHY KOTOPOro MofdpasymeBanvch BceHapoaHas NtoboBb 1 npodeccuo-
HanbHas camopeannsauus.

TakvMm 00pa3oM, B MepCcrneKTViBe YMCIOBbLIX MOKasaTeneil KonM4ecTBo
neceH COBETCKOM 3MOXM, MPO3BYYaBLUMX Ha WOY «[0n10C», BbINO OTHOCUTENBHO

%0 BaXKHOCTM NOAMUTWKM KaHana npw agantauum robansbHbIx Woy-hopMaToB roBOPUT B CBOEN
cTatbe Mua MaiibpuTT Mercen. CpasruBas aganTaumn [laTckoro U ABCTPanUiickoro BapuaHTa
woy «Maon», nccnegoBaTenbHyLa NPYXOAUT K BbIBOAY, YTO Pa3nyns Mexay BEPCUAMU LWOY B
3TUX iBYX CTPaHax «B O0MbLUIEN CTeneHn 3aBUCAT OT TOrO, KakKvie KOHKPETHbIE KaHasbl TPaHCNPY-
0T aflanTauyn, OT KOHKYPEHTHOW CUTyalLuy B Meguacucteme, T NPOV3BOACTBEHHOM CTOMMOCTH
afganTayyi, oT peXUMOB DYHAHCUPOBAHWS, OT AeMOrpatUYEeCKyIX LieneBblx ayauTopwii, OT pery-
NIMPOBaHUS KOHTEHTa U NoAnTUKK CMU, 4em OT KynbTypHbIX LEHHOCTEN 1 HaLVoHanbHbIX MeHTa-
nuTeToB» (Jensen, 2012, p. 28).

TKomno3utop — 3. AMMUTPOB, aBTOp pyccKoro TekcTa — b. bapkac.

% Komnosutopsl — A. lNyrayesa, /1. FTapviH, asTop cnos — K. Kynues.

» Komnosuntop — A. lNyrayesa, aBTop cNoB — U. Pe3HuK.
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HeBeNMKO. Ho KpaliHe BaXKHO, YTO 3ByYaHMe 3THX KOMMO3MLMI KOHLEHTPYpOBa-
NOCbh Ha [ABYX 3Tanax TenenpoeKTa: Ha Cienbix MPOCAYLIMBAHUSAX, KOTAa KOHKYpP-
CaHTaM HeobXoaMMO NPOM3BECTM NepBOe BrieYaTNeHve Ha Xopw, U B nonydu-
Hane v b1Hane, Koraa y4acTb KOHKYPCAHTOB peLlatoT Tene3puTeni.

BocTpeboBaHHOCTL MeceH COBETCKOW 3CTPafbl MMEHHO Ha 3TWX 3Tanax
00ycnaBnmnBaeTCs, Ha MO B3MNsA, ABYMS NPUYMHaMK. Bo-nepBbix, AaHHbIE KOM-
NO3MUMM MO COCTaBMUTb KOHKYPEHLMIO aHTOA3bIYHOW MOM-My3bIKe C TOYKM
3peHus BHelwHeln achdeKTHOCTH. bnarofaps 3TMM NEeCHSAM Y4acTHUKU KOHKYpCa
nony4any BOIMOXHOCTb NMPOAEMOHCTPVPOBATL WMPOTY AMana3oHa CBOWX BO-
KanbHO-apTWCTUYECKUX AaHHbIX. BO-BTOPbIX, COBETCKas 3CTpaja BbibiBana bes-
YCNOBHbIV 3MOLMOHANBHbIV OTKAWK Y Tene3puTenei, MHeHe KOTOPbIX OKa3blBa-
N0Ch pellaouiM Ha hUHaNbHbIX 3Tanax TefenpoeKTa.

YCnewHoCTb Takow cTpaTeruv HecnyyaiHa. Ecnum, Hanpumep, B KuTae
NpevMyLLECTBEHHON ayanTOPHEN My3blKabHbIX WOY TaNaHTOB SABASIOTCS Noa-
POCTKM, KOTOpble C MOMOLLbIO COBPEMEHHbIX TEXHONOTUA OBbEeAMHAITCS B
an-rpynnsl (Liu, 2020, p. 539), To B Poccun 0CHOBHOR ayauTopueit «fonoca»
CTAHOBUTCS CTapliee NOKONEHWE, YTO NOATBEPHAAIOT CTaTUCTUYECKNE AaHHbIe
KomnaHun «Mediascope»® 3a 2019-2021 roabl. COrnacHo 3TUM AaHHbIM, Konuye-
CTBO 3puTenen «fonoca» B KaTeropusax ot 4 Ao 17 net n ot 18 ao 35 net konebnet-
cs B npegenax 1-2%, B kateropuu oT 36 40 59 NneT COCTaBASeT B CPeHEM Yyxe
5-6%, a B KaTeropum 60+ goxoauT 0o 10-12% oT obLiein COBOKYNHOCTY ayanTo-
PV B KaX[O01 BO3pacTHOM rpynne’, TaknuM obpa3om, COBETCKas 3CTpaga MMeeT
6e3ycnoBHOE NPerMYLLECTBO C TOYKM 3pEHMs 3MOLMOHANBbHOMO BO3AENCTBIS
Ha «yMbl ¥ cepfilia» KNoYeBo YacTu Tenesputeneli TenenpoexTa.

OfHaKo, Kak 1 BO MHOTVIX APYT X MeAMIAHbBIX NPUMepax pecaknvHra coBeT-
CKOW 3CTPajbl, )KaHpoBas NannTpa neceH Npoxoamnna npoueaypy CyLeCcTBeHHOM
«OYUCTKW». MaKcMManbHO BOCTPeOOBaHHbIM XKaHPOM BbICTYNanu ApaMaTuyHble
ntoboBHble Bannaabl, B KOTOPbIX MPUHAANEKHOCTb K COBETCKOW 3Mnoxe He bbina
CTONb OYEBUAHOM U SPKO BbIpaXKeHHOW. [1pyrm BOCTpeboBaHHbIM HanpaBneHw-
€M CTaHOBUIUCh MECHN O POAHOMN NPUPOAE, B KOTOPLIX Takxke bbina npuriyleHa
MAeoNnornyecKas cocTaBasiolas, a Ha NepBbIi NaaH BbIXOAMIO YHMUBEPCANbHOE
noboBaHve NpUPoAOH. HakoHel, 3aMeTHYH0 pofb B pernepTyape KOHKYPCaHTOB
Wrpanun necHn o cyabbe apTuCTa, KOTOPble HaMpPsMy COOTHOCUANCH C Apama-
Typrvier camoro Loy.

0 ABTOp MCKpeHHe BnarofapuT 3a NpefocTaBneHHble AanHble npodeccopa HNY «BLLU3» Anekcan-
Apa Bsyecnasosuya LLapukoga.
3L Cwu. Mpunoxexue 2.
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PUTYPA ANEKCAHAPA TPALCKOIO

HMBbIM CMMBONIOM COBETCKOM 3CTPafibl B TeNenpoekte «[o10c» cTan Anex-
caHap Mpagckuid. Mo MHOrOYMCNEHHBIM BbICKAa3blBAHMSM KOMer-HacTaBHUKOB
M OT3bIBaM Y4aCTHUKOB OH BOCMPUHMMANCS CambiM aBTOPUTETHbIM CyAbel, Obin
«4eCTb}0 1 COBECTbIO» BCEro NpoeKTa. VIMEHHO OH fjaBan camble TOYHbIE, pa3Bep-
HyTble U NpodeccnoHansHoO 0OOCHOBaHHbIE KOMMEHTapHK. B ero koMaHay Wan
CaMble CUbHbIE C BOKANBHOM TOYKM 3PEHMS YHaCTHUKM, 1 ero NofomneyHble He-
OfIHOKPATHO CTAHOBUNWCH NOHeANTENSIMU LLOY.,

Be3ycnoBHO, COBCTBEHHbIV My3blKanbHbIA O3KrpayHs pagcKkoro BO MHO-
rOM BAWSA Ha penepTyap, UCNOMHSEMBbIN ero yH4eHVKaMm1 B pamkax npoekTa. 3a-
MeTUM, 4TO B COBETCKOe BpeMs [pafiCKuii 4OBOMBHO ycrnewHo banaHcuposan
MEX/Y POK-MYy3bIKOW (rpynna «CKOMOpPOxW», pok-onepa «CTaamnoH») n oduum-
anbHOMN 3CTPafol (CoTpyAHNYECTBO C AnekcaHapo MaxmyToBon, laBruaom Tyx-
MaHoBbIM, FOpriem CaynbCKmM). B KayecTBe OAHOMO 13 HaCTaBHMKOB B TeNenpo-
ekTe «fonoc» [pafcknii akTyann3mMpoBan Ans WMPOKON NyBANKK HEOXKUAAHHbIE,
Nofy3abbiTble WASrepbl COBETCKOrO BpeMeHu. HeKoTopble 13 3TUX KOMMO3MLMiA
OH Hanwcan cam, Kak, Hanpumep, «KonbibenbHyo» 13 dunsma «PomMaHc o Bto-
H6neHHbIX»* (pexx. A. KoH4anoBcKniA, 1974) unm necHio «K cTekny npuibHyB nu-
Lom»*. Takoke TpafcKnii Bbi1 UCMONHUTENEM TaKMX «3abbIThIX WEAEBPOB» Kak:
«MecHs o kopabne»® dnyapaa ApTembesa 13 hunbma «CBOV CPEAM YYIKMX, HYHKOW
cpean ceoumx» (pex. H. Muxankos, 1974); ©Kun-6bin 9»* [laBuaa TyxMaHoBa C ne-
reHAapHOV NNACTUHKK «Kak npekpaceH 3ToT Mup» (1972) nnwu, Hanpumep, Npu-
HVMan yJacTve B 3anuncu necen® feHHaaws Maakosa K MynsTdunsmy «fronyboin
weHok» (pex. E. Tambypr, 1976).

icnonHeHne 3TWX KOMMNO3UUMI 3HAYUTENbHO PacmMpsno NPUBbLIYHbINA
M OTYaCTW «3aTepTbln» MOCTOSAHHLIM UCMOMHEHWEM KPYT LUASTEPOB COBETCKOM
3cTpagbl. [ApamatunyHble, sipkue, BOKanbHO BUPTYO3Hble, ¢ BOAbWMUM AMana-
30HOM raMMbl YyBCTB — 3TV «HalfeHHble» [PafcKmMM NecHW co3aaBanyt HOBbIN

32 TonbKko ABaxabl, korga AnekcaHap pagckuid bbin cpeamn HaCcTaBHUKOB TeNenpoeKkTa, ero Nogo-
neyHble 3aHsAAM BTOPOe MecTo (4-/1 ce30H — Muxaun O3epos, 10-i ce3oH — Anvep Kaprmos).
Bo Bcex ocTanbHbIX ce30Hax, korfaa Mpafackuil bbin B COCTaBe KOMaHAbl HaCTaBHUKOB, €ro NoAo-
neyHble CTaHOBMAMCH NobeanTensMu npoekta: [AuHa fapunosa (1-i ce3oH), Cepreit Bonykos
(2-11 ce30H), AnekcaHapa Bopobbesa (3-11 ce30H), Cenvm Anaxspos (6-11 ce30H).

¥ AsTop cnos — H. KoHuanosckas. Komnosvumio Ha 3tane «<HokayTbl» BO 2-M C€30Ha 1CnonHuna
AHrennHa Cepreesa.

* ABTOp cnoB — M. 3ntoap, pycckuii TekcT M. Bakcmaxepa. KomMnosuumio 8 GuHane 4-ro cesoHa
ncnonHun Muxann O3epoB, 3aHABLNI 2 MECTO.

# AsTop cnos — H. KoHyanosckas. Komnosuuwmio Ha 3tane «HokayTbl» B 3-M Ce30He UCMOHWA
AHppeit lednep.

% AsTop cnos — C. KupcaHoB. KoMno3wnumio Ha 3Tane «<HokayTbl» B 3-M ce30He ncnonHun CtaHuc-
nac Butopr.

3 ABTOP CNoB — t0. SHTWH. MonNyppu Ha TeMbI 13 NeCeH K MynsThrabMy Ha sTane «[oeuHKn» 6-ro
ce30Ha ncnonHunm CeetnaHa Celponatosa v IMUTPUIA AHKOBCKWIA.
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VMWDK COBETCKOM 3CTPpaabl, AaneKunii oT cTepunbHoi 61aroobpasHoCcTH U aMo-
LMOHaNbHON BblAEPKaHHOCTUN. Bonee TOro, 3T KOMMNO3MLUMM OKa3bIBaNNCh He-
BEPOSITHO CO3BYYHbl COBPEMEHHOCTH, T.e. BHEBPEMEHHbIMU B CBOEN Xydoxec-
TBEHHOM LIEHHOCTN.

[PaACKNA HEOLHOKPATHO BbIXOAM Ha CLeHy CO CBOMMU MOAOMEYHbIMY,
BbICTYNast C HUMK B aHCamMbsix. Tem cambiM OCYLLECTBASNOCH HAarMSAHOE, KUBOE
COMPSHKEeHMe COBETCKOW 3CTPajbl C COBPEMEHHON. BbICTynneHuns Mpagckoro Ha
Woy He BbiNn 6e3ynpeyHsbl C TOYKM 3peHus BOKaNbHOro npodeccrmoHanmuama.
Bo3pacT nposiBAsncs He TONbKO B DM3MYECKOM COCTOSIHIM FOI0COBOrO anmnapa-
Ta, HO U B U3MMLHEN CEHTVMEHTaNnbHOCTY. MeBel, HepeaKo He MOr coBnagaTb
C 3MOLMAMM, KOTOPbIE 3aX1ECTbIBANN €ro BO BPEMS BLICTYMEHUS, Y4TO Hebnaro-
NPUSTHO CKa3bIBanOCh Ha 3By4YaHUu ronoca.

TeM He MeHee BCe BbIXOAbl [PAfCKOro Ha CLeHy B Ka4yecTBe neBua MMenn
6onblon ycnex y nybankm. C TOUKM 3peHnst pecaiknmHra cambiM HeObbIYHbIM
BbICTYNNeHneM [pafckoro ctano ero noseneHne B vHane 10-ro ceaoHa Tene-
NpoeKTa B «ay3Te» C ero nofoneyHbiM Anviepom KapnmoBbiM. K MOMeHTY duHa-
na 10-ro ce3oHa paficKoro yxe He BbIN0 B XKMBbIX, HO COBPEMEHHble TEXHONOM K
NO3BOMANAM PEMHKAPHMPOBATb M3TPa.

[ns BbICTYNNEHMs Obina BbibpaHa 3HaKoBas BO BCEX OTHOWEHMSX NECHS
«Kak Monofbl Mbl 6binW». Bo-nepsbix, 3Ta KOMNO3WLMS BbiNa «BU3UTHON Kap-
TOYKOM» NeBLa, BXOAMNA B €ro «30/0TOW» penepTyapHblii CNMUCOK. Bo-BTOPbIX,
ee hunocotcKoe cogepxarme, banaHcmpyrollee Mexay NpoLaHneM ¢ Monoao-
CTblO ¥ pecneKcrein o NponaeHHOM NYTW, KaK Henb3s Nydlle oTBeYano apaMa-
TYpryyecKkon uaee woy.

OpraHu3aTopbl COeAMHUAN 3anucb BbICTyNNeHus [pagckoro B ayaTe
C Apyr1M CBOMM mnopaoneyHsiM (Muxavnom O3epoBbiM) U3 dUHana 4-ro ce3oHa
«[onoca» CKMBbIM UCMONHEHKEM necHU AnviepomM KapuMOoBbIM B MPsiMOM 3u-
pe, NMof aKKOMMaHeMEeHT OpKecTpa B CTyanu. BeicTynneHne MpafcKoro npoeuu-
POBaNOCh KPYMHbIM MAAHOM Ha cLeHy. 3an 6bia MOrpyXxeH BO TbMy W CBETUANCS
oHapuKamu cMapThOHOB, KOTOPbLIMYM MOKAYMBaNN B TaKT 3pUTENV B CTYANN.

3penuntie obpeTano MUCTUYECKUIA xapaKTep. [PafcKuii, B COM3MepeHn ¢
APYTMMU yHaCTHUKaMUM [eCTBa, NPeAcTaBan B MMraHTCKOM MacluTabe Kak xu-
Bol. Co3gaBanach NoaHas WNK3UsS TOro, YTO NeBel NPOAOMKaeT NeTb C Toro
cBeTa. OH BCTynan Kak Obl MOf XeCT AnpiKepa U3 CTYAMW, NO-AKEHTENbMEHCKN
AaBan NpoconnpoBaTh CBOEMY MOLOMEYHOMY, a €ro NMLO, MPoeLVpyemMoe Kpyn-
HbIM MJ1aHOM, MPOXMBANO BCE 3IMOUMM UCMOAHAEMON necHU. CUMBOMNYHOM
cTana v urHanbHas TOHMKa, NPO3BYyYaBLlasi BMECTO Mofaratolerocs MnHopa
B MaXope, — M3BECTHbIN CO BpemeH baxa v AeiiCTBeHHbI NpueM yKasaHus Ha
CBS3b C BbICWMMY CUNaMu, co3aarolimin ahdeKT «HarngaaHo» CAbILUMOro Npo-
CBeTNeHYs.
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Puc. 1. Anuwep KapumoB u AnekcaHap Ipagckumit. «<Kak Monofbl Mbl 6b1n».
®uHan. fonoc 10. dparmMeHT BbINycKa oT 30.12.2021.
MepBbi KaHas. 1 MUH. 44 cek. CKpUHLLOT aBTopa®

Puc. 2. Anuwep KapumoB u AnekcaHap Ipagckumit. «<Kak Monofbl Mbl 6b1mn».
®uHan. fonoc 10. dparmeHT BbiNycKa oT 30.12.2021.
MepBbI kKaHa. 2 MUH. 00 cek. CKpUHLLOT aBTopa®

¥ YIcTouHUK M300paxeHns cM. / See the image source: https://www.1tv.ru/shows/golos-10/
vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-
vypuska-ot-30-12-2021 (01.06.2023)
¥ McTouHuK n30bpaxeHns cM. / See the image source: https://www.ltv.ru/shows/golos-10/
vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-
vypuska-ot-30-12-2021 (01.06.2023)
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http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-202
http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-202
http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-202
http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-2021
http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-2021
http://www.1tv.ru/shows/golos-10/vystupleniya/alisher-karimov-ialeksandr-gradskiy-kak-molody-my-byli-final-golos-10-fragment-vypuska-ot-30-12-2021

TakuMm 06pa3oM, B 3TOM BbICTYMNEHUM OCYLECTBASCS PECAKNUHT He
TONBKO COBCTBEHHO MECHW COBETCKOMN 3CTPafibl, HO 1 (DUTYPbl €8 NCMONHUTENS.
[PafcKmii Kak Bbl OXMBAN 1 BCTPAMBANCs C MOMOLLLIO COBPEMEHHbIX TEXHONOM M
B npoxofsiiee B NpsMoM 3vipe BbICTyNNeHve. [ToKa3aTenbHo, 4TO MeXay cMep-
Tht0 NEBLA 1 €ro peuHKapHaLmen NpoLen KpariHe Manblid BpeMEHHOM NpoMexy-
TOK, Nepvof 3abBeHus hakTUYecKkn HUBeNMPOBANCs, U NeBeL, NPOAOMKMN CBOKO
CLUEHMYECKYI0 XKIM3Hb Cpasy nocne cMepTiu.

TEMEBPbI FO/10COB M OCOBEHHOCTW BOKA/IbHOM NMOCTAHOBKM

Cnegytowmii napameTp, No KOTOPOMY MOXHO NPOCNEANTb CBSA3b TENEnpo-
ekTa «[0N0C» C COBETCKOW 3CTPaAoN, — 3TO TeMBpPbI FON0COB Yy4aCTHUKOB Tene-
NpoeKTa U 0COBEHHOCTU MX BOKanbHON MNOCTaHOBKM. Mo Te31C COCTOUT B TOM,
4TO WOy «[onoc» BO3BpallaeT MOAY Ha NOCTaBNEHHbIE, MOLLHble 1 bapxaTucTble
rofloca COBETCKOM 3CTpafbl. Kak 3ametnn obo3peBatens «My3biKanbHOMO xyp-
Hana» Bagum ToHOMapeB, aHanu3upys ycrex nepBoro ce3oHa TenenpoekTa,
«MaCCOBbIVi CnyWaTenb COCKY4MACS MO KPacKMBOMY rofocy, No XOpPoWo NocTas-
NeHHOMY 1 06paboTaHHOMY BOKany C NOTMYHbIMUI yAapeHUSIMU 1 YUCTO B3STbIMY
OTKPbITbIMW HOTaMW» (MoHoMapeB, 2013, ¢. 121).

MpofomKas CBOM paccyxaeHus, KpUTUK oTMeYaeT 6oNblioe KOANYeCTBO
YHaCTHVKOB C aKaieMM4eCKo BOKanbHOW WKOMNON 1 BUAWUT B 3TOM cnelmnduKy
<MMEHHO POCCUINCKON BEPCHM KOHKYpCa — B APYrMX CTPaHax KnacCuyecKkuin pe-
nepTyap no4tn He nenw» (MoHomapes, 2013, ¢. 122). [leicTBUTENbHO, Ha NPo-
TSOKEHWMW AeCATY Ce30HOB TeNenpoeKTa Cpeam ero y4acTHUKOB AOBOBHO HacTo
BCTpeYanuch NeBLibl C akafeMU4ecKkm 63KrpayHAOM — CTYAEHTbI U BbIMYCKHVKM
Kaeap akafeMU4ecKoro NeHns, CONNCTbI ONEPHbIX TEaTPOB MW BOEHHbIX aH-
cambneli. bonee Toro, IMeHHO TaKme NeBLbl HaCTO BXOAMNM B TPOMKY NPK3epoB
«fonoca.

MpuyeM MNoka3aTenbHO, YTO XEHCKMEe MOCTaBfeHHble OMNepHble rofoca
6611 BOCTpebOBaHbl B TenenpoeKTe ropas3fno MeHble, Hexenun Myxckue. Bo-
nepBbIX, VX 4acTO OTCEMBANK ellle Ha NePBOM 3Tane CAenbiX NPOCAYWMBaHUIA C
(hOpMYNMPOBKOW O HEeOCTaTOYHOM 0BYHeHHOCTU* nnn e, YTo NpaBaviBee, yKa-
3bIBast Ha MPUHAANEKHOCTb K «4PYroi nure» My3biki*!, Bo-BTOpbIX, KpaiiHe peaKo

“ Hanpumep, Mpafckuil HEO[HOKPATHO YKa3blBan Ha OLWMOOYHOE fibIXaHNe KOHKYpCaHTKaM, Wc-
NONHSABLUMM Ha Cnenbix NPoCAyWwrBaHnsx apuio Janunel us onepsl K. Cen-CaHca «CamcoH v [lanu-
na». Bo 2-M ce3oHe 370 6bina AnexcaHapa 3ankuHa, a B 4-m — MapuaHHa Baruga.

“ /IMeHHO TaK chopMyNMpoBan NMpHUKHY TOTO, YTO HACTaBHUKY He MOBEPHYANCE, /IeOHUA AryTUH
MpW BbICTYNNEHUM Ha CNEMbIX NTPOCNYLINBAHUsX HaTanbn KupunnoBo B 5-M ce30He TenenpoexTa.
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onepHble NeBWLbI, MONaBLUVe Ha WOy, Aenanu CTaBKy Ha ONepHbIN penepTyap®.
Ckopee, OHY «pa3baBnsau» ONepHbIMU apusMK NOMYASPHbIE WASTEPbI, 4eMOH-
CTpVpYs CBOK NPOdECCMOHANbHYIO MAACTUYHOCTb U TBOPYECKYIO YHMBEPCab-
HOCTb. Hanpumep, 13 AecsTu neceH, UCMOMHEHHbIX SNbMUPOA KanumynnnHow,
3aHsBLUEN BTOPOE MEeCTO B NMepBOM Ce30He «[00cax, NMNLb ABE UMeNN OTHOLWe-
HMe K Knaccuyeckoi My3bike®. EneHa MHvHa, golweawas oo nonybuHana B yet-
BEPTOM Ce30He, NM1Lb eAnHOXAbI 0bpaTnack K onepHow apun*, B nonyduHane
CNEeB «KOMMPOMUCCHYIO» «[1ecHto AHIOTbI» Mcaaka [lyHaeBCKoro, KaHOHWYHOE KC-
NOMHEHVeE KOTOPOW NoApasyMeBaeT BrafeHne akageMnyecKrM BOKanom. Takmnm
06pa3oMm, y4aCTHULIKEHLLVHbI C aKaIEMUYECKOI BOKaNbHOW WKONOK, yCnewHo
BbICTYNaBlWMe Ha TeNenpoeKTe, 3a4acTylo CKpbIBaAW, MacK1poBanu CBOWV Npo-
beccroHanbHbI 63KrpayHa 1 peaKo 0bpallanmch K Wnsrepam COBETCKOM 3CTpa-
bl C Lenbto «BNMcaThbes B hOpMaT» 3CTPAAHOMO BOKANbHOTO WOY.

POBHO MPOTUBOMONOKHYIO CTPaTErvio BbIOMPan yHacTHUKN-MYXYMHbI,
VIMeBLUME 3a NeYaMm akafeMUYecKyto BOKanbHYyHo WKony. Bo-nepsbix, Ux 6bino
3HaYMTeNbHO Honble, B CPaBHEHWN C XKeHLMHAMK, 1 OHW ropasao Yalle AoXo-
avnv 0o UHanbHbIX 3TanoB TenenpoeKTa v faxe CTaHOBUAUCH ero nobeaunTe-
NsAMU. BO-BTOPBIX, OLHOM 13 PAaCNpOCTPaHEHHbIX V1 YCNEWHbIX CTPaTernii «<MUMK-
KpupoBaHMWs» nof popmaT Tenewoy cpeamn nesLoB C aKageMUyecKor KooK
HbI10 HacTOMYMBOE ObpallieHne K penepTyapy COBETCKON 3CTpabl 1 Noapaxa-
H/e BOKaNbHO-UCNONHUTENBCKOM MaHepe KOHKPETHbIX ee MeBLOB.

lNepBbiM NpeLefeHTOM NoA0HbHOro poaa CTano y4acTue B 1-M ce3oHe «[o-
noca» conucTa Teatpa «Hoas onepa» EBreHuns KyHrypoBa, gowealero o rno-
nycburHana TenenpoekTa. /13 cemu neceH, UCNOAHEHHbIX KyHrypOBbIM B TeYeHme
NpOoeKTa, NATb COCTaBNANN «30M10TON GOHA» COBETCKOW 3CTPa/bl — OT «Pa3roso-
pa co cHacTbeMm» AnekcaHapa 3auenuHa go «CrHein Be4HOCTU»* 1 «HOKTIopHa»
13 peneptyapa Mycnuma Maromaesa. bonee T0ro, Ha BHEKOHKYPCHbIX BbICTY-
NNeHNsX NeBLY AOBENOCh CNETh C CaMnM Mocndom Kob30HOM 3HaKOBYIO MeCH0
«Hapexpa»* AnexcaHapbl [axmMyTOBOW.

K nonHow ngeHTnYHocTv ¢ Mycnmom MaromaeBbiM, He TONbKO No Tembpy
rofoca v penepTyapy, HO ¥ B MaHepe AepXaTbCs Ha CLEHe, CTPEMUCS YHaCTHUK

2 NcknioveHnem sisnsietcs npumep CeeTnaHbl GeogynoBoi, KONopaTypHOro ConpaHo, KOTOpOi
yAanoch AONTU A0 CepeayHbl 2-TO Ce30Ha TeNenpoeKTa, AEMOHCTPUPYS BOKaNbHYIO 3KBUANOPHC-
TVIKY MO B3ATWIO 3aNpefeNbHO BbICOKUX HOT.

* Tak Ha aTane «HokayTbl» InbMypa KanumynnnHa ucnonHuna Xabarepy KapmeH 13 ogHoMMeH-
Hol onepsbl XK. Buse, a B rHane ofHoMN 13 NeceH cTano «Agaxmo» Pemo [xaa30TTo, ownboyHo
npunvceiBaemoe Tomaso AnbBUHOHM.

* EneHa MuHWHa ucnonHuna 3HameHuTyo aputo flaypetTsl <O mio babbino caro» u3 onepsl
[, TyqymHm «praHHn CKUKKW» B YeTBepTh(UHANE TeNenpoeKTa.

* Komnosntop — M. Maromaes, aBTop cnoB — I Ko310BCKumi.

“ ABTOp cnos — H. [1o06poHpaBoB.
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2-ro ce3oHa Cepreli BonukoB. «Menoans»*, «<BepHi MHe My3biky»*, «9 ntobnto
Tebs, MIN3HB»*, «CUHSAS BEYHOCTb», «[Toabepy My3biKky» 1 ABaxabl apus Muctepa
Vikc 3 onepeTTbl M. KanbmaHa «MpuHLuecca umMpKa» — BOT NOKa3aTeNbHbI nepe-
YeHb MeceH, NPo3BYyYaBLLUMX Ha WOY B UCMOAHEHUM 3TOrO nesla. Hu3kuii, 6ap-
XaTUCTbI, NPEKPACHO NMOCTaBMEHHbIN rON0C, CTPOrUIA KOCTIOM, HexapaKTepHast
47151 COBPEMEHHOM 3CTPagbl CTaTUYHOCTb, CKOHLEHTPYPOBAHHOCTL Ha 3By4aHNy
rofnoca u GUPMEHHbIN XKECT pacnaxHyTbIX PYK — BCE 3TW CllaraeMble OTKPBITO OT-
Cblnanv K obpasy COBETCKOro 3CTPafHOro apTucTa 1 B utore npueenu Cepres
BonukoBa k nobefe Ha TenenpoekTe. HecKpbiBaeMas peviHKapHaLmns COBETCKOM
3CTPafibl HalNa MOLHbIA OTKANK Y TenespuTenei.

BnocnencTBum cxoxas CTpaTerus, 0CHOBaHHas Ha perHKapHaumuy obpasa
COBETCKOro 3CTPagHoro nesLa, npusena Kk nobege Cennma Anaxsposa B 6-M ce-
30He TenenpoekTa 1 MeTpa 3axaposa B 7-M ce30He. OgHako 0ba y4acTHMKa Hall-
NV CNocobbl pa3aBMHYTb FPaHKLbI «COBETCKOTO» pemnepTyapa, He Tepsis CBs3b C
ylwealwei anoxoi. Tak, Cenvm AnaxsipoB NepuoanyecKy CMONHSAN NeCHN «aHae-
rpayH4HbIX» aBTOPOB — Bnagnmumpa Beicoukoro v Buktopa Llos. A [MeTp 3axapos
CTan nepenesaTb C PYCCKMM TEKCTOM XUTbl 3apybeXKHO 3CTpaabl TOro neproaa,
Hanpumep, «Love Story»® ®peHcuca /134, «Je suis malade»™ n3 peneptyapa [a-
avabl.

Ba)KHO OTMETUTb, 4TO MPaKTUYECKM BCE U3 BbIlUENEPeYNCNEHHbIX MNeB-
LLOB, KOTOPbIE VIMENV aKaeMMUYECKYo WKONY U Aownun Ao dyHaNbHbIX 3Tanos
TenenpoekTa, NpuHagnexanu KoManae AnexkcaHgpa 'pafckoro. VIcknoyeHmnem
CTan BXOAMBLIWIA B KOMaHay KoHcTaHTuHa Menap3e MeTp 3axapoB. HO 1 OH,
NpW OTCYTCTBYIOWEM B TOM CE30He [PafCcKOM, MPOAOIKUA 1 B penepTyapHoM,
¥ B TeMbpanbHOM OTHOWEHUY TEHAEHLWIO, 3aaHHYI0 M3TPOM. TakM 0bpa3om,
PECanKNNHI COBETCKOM 3CTPafbl B TENENPOEKTe OTACNNACA OT PUrypbl KOHKPET-
HOro ee NPeACTaBUTENS U BbILIEN Ha HOBbIN YPOBEHb. 3anpoC Ha MOCTaBNEHHbIE,
MOLLIHbIE roN0Cca CTan MeMHCTPYMOM, CAMOCTOATENbHOW TEHAEHUMEN, KaK MUHN-
MYM, B PaMKax TenenpoekTa.

3Ty TeHAeHUMto noaTepann u 10-M Ce30H, OKasaBWWIACS NOCAedHVM
Ong AnekcaHgpa [pagckoro. Bropoe MecTo B MpoeKTe, yxKe noc/ie CMepTy Ha-
CTaBHWKa, 3aBOeBaN yNOMUHABLIMIACA Bbile Annwep KapuMoB — Toxe nesel
C aKaeMN4ecKon BbINPaBKOKM, CBOAMBLINIA K MUHUMYMY BU3YyaNbHO-KECTOBbIE
3hdeKTbl B CBOMX BbICTYMAEHUAX U [eNaBlWWin CTaBKy Ha 3By4aHue ronoca.

"Komnosutop — A. MaxmyToBa, aBTop cnos — H. [lobpoHpaBos.

*Komnosuntop — A. babagxaHsiH, aBTop CNoB — A. BO3HECEHCKNIA.

*Komnosntop — 3. KonMaHoBCKIIA, aBTOp cNoB — K. BaHLIEHKMH.

S0 ABTOp cnoB — K. C1rmMaH, pycckuin TekcT P. POXAeCcTBEHCKOTO.

' Komnosutop — A. loHa, asTop cnos — C. /lama. PycCKuit TEKCT NeCHW Hanucan cam KOHKYpCaHT
TenenpoekTa «fon0c».
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MpeBannpoBaHue B ero pernepTyape neceH COBETCKOM 3CTpafbl CTano CBOEO-
HpasHbiM NpUHOLEeHVEM YWeALWeMy 13 XU3HW HaCTaBHUKY. B faHHOM cnydae
Ha MCMONHseMble MEeCHW NOXMAAch AONOAHUTENbHAS CUMBOMYECKas Harpys-
Ka — NOMWMO AEMOHCTPaLMM BOKaNbHbIX AAHHbIX KOHKYPCAHTa OHU [OMKHbI
66111 NepefaTh CKopbb yTpaThl. Kpome yxe ynoMsiHyTOro «COBMECTHOM0» UCMNOof-
HeHMs NecHY «Kak MoNoabl Mbl bbINW», NPO3BYyYani «<PomMaHC MOPCKMX 0hULEPOB»
(«5 Teba HuKoraa He 3abyay») Anekces PbiGHMKOBa U «HOKTIOpH» ApHO babaga-
*aHsHa. Takum obpasom, NnpeacTaBneHHbin Annwepom KaprMoBbiM penepTyap
NOATBEPANA MOAY Ha PecanKIMHI COBETCKOW 3CTpafbl 1 OGHOBPEMEHHO Mnepe-
WarHyn ee, CTaB CMMBOMIMYECKMM XECTOM, AaHbiO MamaTh v yledlwei arnoxe,
¥ MOKWHYBLIEMY 3TOT MUP NeBLy.

OnHako 6610 6bl HeCNMpaBea/IMBO CBECTW pPa3HOObpa3ne TemMbpoB, 3BY-
YaBLUMX M Ha COBETCKOW 3CTpaje, U B pamMKax aHanmn3npyeMoro TenenpoexTa, K
TMMY NOCTaBAEHHOIO, HU3KOro, HapxaTUCTOro ronoca. o 3akoHaMm KaBep-Lwoy,
KOTOPble NOAPOBHO ByAyT 06CYKAATLCS Yy Tb HIKE, MHOT e KOHKYPCAHTbI B CBO-
VX BBICTYMNEHWSX CTapanvch MakCMManbHO NpubAn3nTbCS K TeMbpamM ronocos
OPUTMHANbHbIX CMIONHWUTENeR BbIbpaHHbIX NeceH. Tak, Hanpumep, Haprus 3a-
KVMpOBa MNblTanack NOAPaXaTb XapaKTepHOMY TEMOPY rofioca 1 MaHepe 3By4aHus
Annbl Tyra4yeBoi Npv UCMOAHEHUIN NecHW KeHLLMHa, KoTopas noeT»*2, A dpoc-
nas [lpoHoB B nonydurHane 3-ro ceaoHa cMor npnbnmanTbes K Tembpy ronoca
Banepus Knunenoa, CNonHss NecHio «5 3aecb»> 13 penepTtyapa pok-nesua.

Ho Havbonee npumeyaTenbHbIM B 3TOM OTHOLWEHMIW OKa3ancs Tembp ro-
noca Opusa FOWwKeBNYa, BLICTYNABLUENO B 5-M Ce30He B KoMaHae [Aumbl bunana.
FOHoLWa C WWPOKOW YNbIGKONM coBETCKOro bypaTnHo, obnafatens KOHTPTEHOPA,
Ha TenenpoekTe ycnen CneTb Wb OAHO MPOW3BEAEHWe, HaNpPsMyHo CBS3aH-
HOe C COBETCKOW KynbTypol — BOKanu3 ayapaa ApTeMbeBa «[TOKNOHHUKM» 13
dunbma «Paba nobsm» (1975, pex. H. Muxankos). OaHaKo 1 CBOEN Nyde3apHol
BHELUHOCTbIO, M YWCTbIM, BbICOKMM TeMBPOM rofioca, U CreTol Ha cnenbix Npo-
cnywrBaHuax «Ave Maria» ®paHua LLlybepTa OH OTCbiNan K 3HaKOBOMY KyMuUpy
COBETCKOMN 3MOXM — K UTaNbsiHCKOMY MeBLy-BYHAEPKMHAY PO6epTnHO SIopeTTi.
TakuM 0bpa3oM, OH CyLIECTBEHHO paclMpWa W AManasoH TeMOpOB ronocos,
NpO3BYyYaBLUVX Ha TeNeNpoeKTe, U Anana3oH NOHATUS COBETCKas 3CTpada.

CyMMUpyst BCe BblleCKa3aHHOe, CliefyeT OTMETUTb ABOMCTBEHHOCTb MOApbI
Ha Tembpbl B TenenpoekTe «[onoc». C 04HON CTOPOHBI, BNOSIHE 3aKOHOMEPHO,
4TO Ha KaBep-LUOY, FAe UCMOAHUTENIO KpaliHe CIOXHO NOKa3aTh CBOK MHAWBULAY-
anbHOCTb 3a CYET OPUTMHANBHOCTU NECeH, KOHKYPEHTHOE NMPenMyLLeCcTBO Moy-
4aloT Te MeBLbl, KOTOPLIE MMET NPOMECcCHOHANbHYIO BOKANbHYHO MOATOTOBKY,
B TOM YMC/e MO aKageMnyYecKoMy NeHnto. Takve NeBLbl ropasao nyylle BnageoT

2Komnosutopbl — /1. FapuH, A. [yradeBa, asTop cnos — K. Kynues, nepesop H. [pebHega.
*Komnosutop — B. Knnenos, aBTop cnos — M. MNylkunHa.
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CBOWM rO/I0COBbIM annapaToM, ycrnelHee CnpaBistoTCs CO CLEeHUYECKMM BO/He-
HUEM U, INaBHOE, y)ke UMeIOT B baraxe HapaboTaHHbIN («0OMNeTbI») penepTyap.
C apyroVi CTOPOHbI, NPUOPUTETHbIM HanpaeneHeM «fonoca» aBSeTcs UCnon-
HEeHVie NoN-My3biKK. Knaccuyeckas My3bika, eCu 1 3By4UT B TeNenpoekTe, To Uc-
KIKOUYUTENBHO B BUAE 3HAMEHUTbIX ONEPHbIX apuid, Ha Npasax «HedopMaTHOro»
aTTpaKuMoHa No BNaeHuto 6enbKaHTo.

M03TOMY KOMNPOMUCCHbBIM NOAXO0M, 0COBEHHO BOCTPebOBaHHbIM Cpeaw
NEeBLOB-MYXYUH, CTAHOBUTCS 0OpalleHye K WasrepaM COBETCKOM acTpagbl. C mx
NOMOLLBIO OHW MOTYT NPOAEMOHCTPUPOBATH CBOW HEOPAMHAPHbIE BOKaNbHbIE
AaHHble, He 0Txoas OT hopMaTa Tenewloy, 1 3aBoeBaTs CUMNATUW TenespuTenein,
NPeAnoYMTAOUIMX NECHU Ha PYCCKOM f3bike. TakuM 0O6pa3oM, BO3BpaLlaeTcs
MOfia Ha NOCTABNEHHbIE, MOLLHbIE, MPENMYLLECTBEHHO HY3KMe TeMBPbI FoN0CoB,
KOTOPble HaNPSAMYIo OTChINAOT K TeMbpamM NOMysiPHbIX NEBLOB COBETCKOM 3Mo-
Xvi. A NS TOTO, 4TOObI NMOHSATH, HACKOMTBKO «KOMMS» OKA3bIBAETCS HEOTNUMMON
OT «OpuruHanar, cnegyeT 06paTuTbCs K NpobaeMe MHTepNpeTaLum neceH.

BEKTOPbI MHTEPMPETALNN

B ogHOM 13 cBOUX MHTepBbIo 2023 roaa Apocnas [IpoHOB, 3aBOEBaBLWMIN
K 3TOMy BpeMeHu BMeYaTastolyto NonyaspHOCTb Noj NceBAoHWMOM Shaman,
cnepytolwMm obpasom oTBeYan Ha BONPOC O CBOEM y4acTuK B TefenpoekTe «[o-
noc» B 2014 roay: «<OcHOBHas Npobnema 60MbLINHCTBA TENEBN3VOHHBIX KOHKYP-
COB 3aK/1I0YAETCS B TOM, 4TO YHACTHUKM UCMOMHSIOT YyXKME NECHM, TO €CTb CTaHO-
BATCS M3BECTHBIMU KaK KaBEP-MYy3blKaHTbl. HO HACTOSLLYO MOMYASIPHOCTb MOXET
NPUHECTU TONBbKO COBCTBEHHBIN, YHUKaNbHbI MaTepuan. (...) B Te BpemeHa, Kor-
Aa & y4acTBOBas B 3TUX KOHKypCaXx, 5 \oKe CO3Pen KaK UCMOAHWUTENb U NOAYYUN
CBOM HECKONBKO MUHYT CNaBbl, @ BOT KaK aBTOp 5 TorAa Hbin COBCEM 3eNeHbln»
(bapabaHoB, 2023, 14 aHBaps, C. 4).

3T0 BbICKa3blBaHVeE My3blKaHTa CyMMMPYET HEOAHOKPATHO 0BCYKAaBLNIA-
Csl paHee 1 OYeHb CYLEeCTBEHHDbIV (C My3blKanbHON TOYKW 3pEHMs) U3bsiH pa3-
NIVYHBIX WOY TaNaHToOB — KpalHe orpaHMYeHHOe NPOCTPaHCTBO A TBOPYECKO-
ro camoBblpaxeHns®. C ogHOW CTOPOHbI, opMaT NOA0BHbBIX TENEMPOEKTOB YKe

* NoppobHoe nccnegosaHue o cyabbe y4acTHUKOB MONBbCKUX My3bIKATbHBIX WOY TaNaHToB, B TOM
4ncne n «The Voice of Poland», nposen PobepT Yyan. B kauyecTse NO3UTHBHbBIX U3MEHEHNA OH yKa-
3bIBAET Ha Pa3BUTHE Kapbepbl KOHKYPCAHTA, POCT MOMYMSIPHOCTMU U YAyYLIEHE MATEPUaNbHOTO
NOJOMEHWS 33 CHET BbIMIPAHHbIX MPHU30B. A HETaTWBHbIE M3MEHEHNS «CIY4al0TCs TOTAA, KOraa
OXMaeMble OT y4acTust B Mporpamme 61ara He MPUHOCST MOJb3bl, @ VHOTAA [AAXKE YCNOKHSHOT
*XWM3Hb». (Chudy, 2018, p. 85)
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ABnseTcs GOPMOIN pecariknuHra, T.e. OCHOBaH Ha «nepepaboTke» U3BECTHOW
NON-My3bIKK. A C IPYroi CTOPOHbI, TPEANoNaraeTcs, Y10 y4aCTHUKN Tenenpoex-
Ta IEMOHCTPUPYIOT CBOI YHVIKANbHOCTb, OPUTUHANBHOCTb, CaMOBBITHOCTb. Clie-
NaTb 37O, NepeneBas Yyxme NeCHN, KpaiHe CIOXKHO, HO He HEBO3MOXHO. Y3KUM,
HO BCE e CyLeCTBYIOWMM NPOCTPAHCTBOM /15 TBOPHECKOrO MaHeBpa, ABNSeTCs
cdhepa NCNONHUTENBCKOM HTEPNPETaLMN.

Hanpwumep, B pOK-My3blKe KaBep-BepCuu NeceH NpeanonaratoT 3Ha4unTeb-
Hyt0 NepepaboTKy NepBONCTOYHINKA. MalKn PUHIC 06pUCOBbLIBAET LieNbli CNeKTp
BO3MOXHbIX MHTEpPrpeTaLyuii, Koraa COBpeMeHHble MeTansi- 1 NoM-naHK rpynmol
npefnaraoT MPoHMYecKoe NpoYTeHne Non-xnuTos 80-X; MK KOraa HOBbIE, TONbKO
3asBAstoLmMe 0 cebe UCNONHWUTENN NepeneBatoT XOPOLLIO N3BECTHbIE NECHN B He-
OXMAGHHbIX aHpax — TshHKeNblil pOK NpeBpallaeTcs B batorpacc (pa3HoBMAHOCTb
CTUNS KaHTPK), XMN-XON CTaHOBMUTCA 60CaHOBOM 1 T.4. iccneqoBaTens 3amMeyaer,
4YTO, KaK 1 B OTHOLIEHWSIX PEMENKOB B KMHO, B KaBep-BEpPCUsX MOM 1 POK NeceH,
«MaeanbHoe BOCNPOon3BeaeHe OpurHana 0bblYHO He SBASETCs Maeanom, B Co-
OTBETCTBUM C KOTOPbLIM CO3[AETCS UV OLEHUBAETCS KaBep-Bepcus. HanpoTtus,
OXMOGETCS, HTO UCMONHMUTENb KaBepa XOTs Obl B HEKOTOPO CTENeHu oTonaeT oT
bonee paHHel Bepcum; Ha caMoM aene, 6oNbLIMHCTBO My3blKaHTOB paccMaTpu-
BAIOT KaBep-NPaKTUKy KaK BO3MOXHOCTb NMPeaNoXnUTb CBOM COBCTBEHHbIN YHU-
KanbHbI BapuaHT paHee 3anvcaHHoro matepunana» (Rings, 2013, p. 56).

TenenpoekT «onoc», obpallascs K Wasrepam COBETCKOW 3CTpafbl, no-
CTOSHHO DanaHcMpyeT Mexay ABYMs CTpaTernsMui UCMONHWUTENbCKOW MHTEep-
npeTaummn. bonbluas 4acTb KOHKYPCAHTOB CTPEMUTCS K MOMHOW UAEHTUYHOCTY,
HEOTNMYMUMOCTU OT OPUTMHANBHOW (KAHOHWYHOW) BepCUM UCnonHeHus. VimeH-
HO B TaKOW «AOC/NIOBHOM» PenHKapHaLMM NeCHX U3 NPOLWIOro BMANTCS 0coboe
MaCTepCTBO, CXOWEE C MacTEPCTBOM BMPTYO3HbIX KOMMUCTOB UBOMUCHbIX MO-
noTeH. [lpyrast 4acTb KOHKYPCaHTOB, 3HAYUTENbHO MEHbLLIAsh N0 KOMMYECTBY, pe-
WaeTCs Ha KapAnHanbHoe NepeocMbiC/ieHne NeceH COBETCKOrO BpeMeHu, CTpe-
MUTCS NOKA3aTb CBOK CAMOOBITHOCTb W YHMKANbHOCTb 3a CHET CyL|eCTBEHHOTO
M3MEHEHWS XOPOLLIO M3BECTHOTO MYy3blKanbHOro MaTepuana.

37K fBa BeKTOpa B MOAXOAE K MHTEpNnpeTaumn WNsrepoB COBETCKON
3CTPafibl NOPOXKAAIT MHOXECTBO COMYTCTBYIOLIMX BOMPOCOB. HaCKONbKO TOYHO
COBPEMEHHbBIM UCMIONHUTENSAM YAAeTCst BOCMIPOU3BECTU UCXOHbIA CayHA 1 aypy
COBETCKOW 3CTpagbl? BO3MOXHO N1 ONpefennTs NNacT NeceH, KoTopble npetep-
neBatoT Havbonee cyllecTBeHHy0 nepepaboTtky? K kakuMm npuemam obpatia-
lOTCSl @aBTOPbI KapAMHaNbHO MHbIX KaBep-BepCHiA, 4TOObI NPOAEMOHCTPUPOBAThL
CBOIO MCTMONHUTENBCKYID CaMOBLITHOCTL? HakoHell, Kakas w3 AByx CTpaTeruii
npencTaBnsieTcs bonee BbIMIPLILLHON C TOYKM 3peHus ycnexay 3putenein?

Mpwv CTpeMNeHUn AOCI0BHO BOCCO3[aTb OPUMMHANBHYIO BEPCUIO MECHM
COBETCKOW 3CTPafibl KOHTPONbHBIMU MapKepaMu CTaHOBSATCS: 1) MAEHTUYHOCTb
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apaHXupoBKK, 2) TeMbp ronoca 1 UCNoAHUTeNbCKas MaHepa nesLa. Yoeantens-
HbI1 3deKT BO3HMKaeT Nnlib NPY TOYHOM COBMAEHNN BCEX NEePeYUCNEHHbIX
napameTpoB. Hanpumep, kak B ynoMunHasemMcs cnyyae ¢ Cepreem Bonuxosbim,
Ybst Nobefa BO BTOPOM Ce30He TenenpoekTa OCHOBbIBaNach Ha penHKapHaLmm
Tembpa ronoca v UCNONHUTENbCKOW MaHepsl Mycivma Maromaesa. K HeoTnmnyu-
MOCTU CTPEMUACS 1 OPKECTP, MAaKCMManbHO TOYHO BOCMPOM3BOAMBLINIA apaH-
XMPOBKY MAaroMaeBCKUX WNSTEPOB.

OfHAKO UAEHTUYHOCTb aparXMpPOBKY NPU OTAMYHOCTM Tembpa nesua u
€ro UCMONHUTENBCKOM MaHepbl MOXeT NMPUBECTU K CMOPHOMY pe3ynbTaTy, Kak
3TO NPOM30LWNO B CyYae c AnekcaHapor benskosoi, koTopas B 4eTBepTbMUHa-
Ne BTOPOro Ce30Ha TenenpoekTa UCNoHmAa necHio KKypaenm» dHa GpeHkens.
Co3paTeny Woy SBHO XOTeu BOCMPOW3BECTU BCE KAHOHWUYECKMNE 3NEMEHTbI UC-
NOMHEHMS 3TOW NEeCHM Ha COBETCKOW 3acTpaae. bbin 3aaeicTBOBaH NOMHbIN Co-
CTaB 3CTPaAHO-CUMMOHNYECKOrO OPKECTPa, NpUrnalleH AeTCKMIA Xop, BOCCO3Ma-
Ha apaHXMPOBKa C Macco TeMBPOBbIX MOATONOCKOB 1 BbibpaH OpUrnHanbHbIi
HecnewHbIA TeMn UcnonHeHns. Ho achdeKT okasancs yapydatoumm Beuay non-
HOrO HECOOTBETCTBYS FON10Ca U MaHepPbl UCMIONHEH NS NeBULbI. Bo-nepBbIx, Anex-
caHapa benskoBa MCNoNb3oBana CeKCyann3npoBaHHbIe NPU/bIXaHus, CTONb Xa-
paKTepHble Ast aHINOS3bIYHON NMOM-MY3bIKUW, HO B KOHTEKCTE COBETCKOM 3CTPafpb!
COBEpLIEHHO HeyMeCTHble. Bo-BTOPbIX, NeBULe SBHO HE XBATAN0 ONOPbI B rofoce
W FPaMOTHOrO PacnpefeneHns ApixaHus, YTobbl BblgepaTb ANUHHbBIE HOTbI B
OKOHYaHWK (hpa3. HakoHel, ee BHEWHWI BU/ 1eNan akLeHT Ha CeKcyansHo npu-
BeKaTeNbHOM Tene (SPKuIA MaKkmnsk, ryboKoe AeKonkTe, OTKPbITble Maeyn), Yto
ONSATh e L0 BPa3pes C COAEPKaHNem 1 XapakTepoM NMecHU.

®dracko NeBuLbl BO MHOTOM BbI10 CBA3aHO C KpalHe TpyaHO TeMaTUKOM
necHu, KoTopast NOCBsLLeHa Namsa T conaaTt, norvblvx B Bennkol OTedecTseH-
HOI BoOWiHe. MepexuBaHs, NofaHHble OT 1La MaTepu, NoTepsBLUel CbiHa, He
AONYCKanu 1 TeHU HeUCKPeHHOCTH, TpeboBanu He TONbKO rPaMOTHOO UCMON-
HEHVA, HO 1 yBeanTeNbHOrO NPOXUBAHUS NECHN.

OfHaKO Hefb3s CKasaTb, 4TO GOPMaT COBPEMEHHOIO BOKabHOTO LWOY 3a-
BEAOMO He MOAXOANT A5 OTPAKEHNS TAKMUX CIOXKHbBIX U SMOLMOHANBHO TSMENbIX
Tem. OTHIOAb. BbICTynneHMe B LecToM ce3oHe Jlopsbl TopbyHOBOM ¢ necHel «[a-
HaMKu» (1981) Bapmma EropoBa nokasano, 4To BOEHHas NMp1Ka MOXET HalTK
afiexeBaTHoe BbipaxeHue B hopMaTe TenenpoekTa. MesuLe yaanocs nepeaats
ApaMy HeNpOXUTbIX XU3HEN aeTel, Norubnx Bo Bpems Benvkoit OTeyecTBeH-
HOW BOWHbI, C MOMOLLbIO MOCTOSIHHOIO NEPEKMOYEHUs perncTpos nopayn. OHa
TO rMNEep-3MOLMOHaNBHO NPOMNeBana Kaxayt HOTY «HyTPOM», TO peYUTaTUBHO-
OTCTpaHeHHO (UKCMpoBana Tparnyeckne cobbiTus. /lopa fopbyHoBa cTosina
nepes MUKPOMOHOM Kak BKOMaHHasl, CBEAR BHEWHWe ABMXEHUS K MUHUMYMY,
YTO KOHLEHTPMPOBANO 3pPUTENbCKOE BOCMPUSATIE Ha COAePKAHNM NECHM.
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Ho 1 3Ta MCNONHUTENbCKAs UHTeprnpeTauus bbina Aaneka ot OpurnHanb-
HOrO 3BY4aHWs, KapAMHaANbHO NepepabaTbiBana NCXOAHYI0 BepCUIo necHu. B aB-
TOPCKOM 1cnonHeHun Bagmma Eroposa, «MaHamkm» 6binn 06pa3LioM COBETCKOM
6apAaoBCKOV NMPUKKM — Nennch Nof rutapy, 6e3 kakoro-nnbo HaapbIBa, B CTUNN-
CTUMKE NOAYEPKHYTON NPOCTOTbI hOPMbI Y MHTUMHO-KaMEpHOro 3ByYaHus. B Te-
nenpoekTte «fon0c» NecHst Gbina CNoNHeHa B CONPOBOXAEHUM NONHOMO COCTaRa
3CTPafHO-CUMMOHMYECKOTO OPKeCTPa, C MHOXECTBOM 3(DMEKTHbBIX NPUEMOB —
HaYMHAs OT YeKaHHbIX BO3MMACOB MEfHbIX AYXOBbIX MHCTPYMEHTOB, 3aKaH41Bas
pe3KknM obpbiBaHMeM tutti opkecTpa B cBepbsulyto nayay. MHTUMHas bapaos-
CKas NMpMKa pas3pocnack 40 MaclwTaboB rpaHAMO3HOrO NaTeTUYHOro NonoT-
Ha. KaHOH apaHXWpPOBKM COBETCKOM MaTPUOTUMYECKON MecHW Bbin NpUMeHeH
BOTHOLWEHUN 6apAOBCKOM NMPUKN, 3HAYANBbHO NMOAHOCTHIO MPOTVBOMONOKHOM
no cBOeMy flyxy 3ToMy KaHOHY. OfIHaKO UCMONHWUTENBCKOE MACTepPCTBO NEBULbI
M Manou3BECTHOCTb MeCHW CAenanu 3Ty NoAMeHy He3aMeTHOW NS HenocBs-
WeHHOro CAywaTens v BecbMa y6eauTenbHOM C TOUKM 3peHUs XYA0KECTBEH-
Horo addekTa. B aTol MHTepnpeTauuv co3aateny Woy Kak bbl 3aHOBO CO3aanu
¥ BOMAOTWAM NaKaTHBIA CTWb COBETCKOM 3CTpafbl.

OnNWCaHHbIN cny4an OTHOCUTCS KO BTOPOW CTpaTermm UCrnonHUTeNbCKON
VHTEpPNpeTaLmn, Koraa y4aCTHUKM LOY He I0CNIOBHO KOMUPYIOT OPUTMHAN, @ Nbl-
TalTCs NPEACTaBUTH CBOKD COOCTBEHHYIO, CAMODBBITHYHO TPAaKTOBKY necHu. C ofl-
HOI CTOPOHbI, HOMep /lopbl TOPOYHOBOM He TUNWYEH BEKTOPOM apaH1pPOBKY,
HanpasneHHbIM Ha YKPYNHEHWe 1 YNNOTHEHWe 3ByYaHus, Ha NpeBpalleHue UH-
TUMHO-TIMPUYECKOTO BbICKAa3blBaHUs B MaclUTabHyto apamy. C ApYroi CTOPOHbI,
3TOT NpYMeEp NoKasaTeneH B TOM, YTO KapAuHanbHOW nepepaboTke nopsepra-
eTCs My3blKaNbHbIA MaTepunan, KOTOPbIA CNOXKHO MPUYNCANTb K KaTeropum ocdu-
LManbHOW COBETCKOW 3CTpaabl. [paKkTvKka TakoBa, YTO HavbonbLWMe 3MEHEHNS
Ha woy «[0n10C» NpeTepneBaroT Te NeCHY COBETCKOTO BpeMeHU, KOTOpble B CBOel
CYTV SIBASIOTCS a-COBETCKMUMMU, TO CTb BbIOUBAIOTCS 113 OPULMANBHOMO KaHOHa
113-3a CBOEI TEMATVIKM /UK My3blKanbHO-BbIPa3nTebHbIX CPeCTB.

Hanpumep, <TemHas Houb» (1943), kOTOopas ABaX/bl 3By4ana B TeNenpoekx-
Te, BbIeNSETCs He TONbKO HeXapaKTepHbIM [/ COBETCKOW NECHN CyMEepPEeYHbIM
BPEMEHEM CYTOK, HO M «PACKONOTbIM» XPOHOTOMOM, BanaHCUpyoumM Mexaiy
KU3HBIO U cMepTbio®. B «[onoce» 3Ta komnosuums oba pasza bbina UCnonHeHa

% O4YeHb TOHKO V1 TOYHO «PaCcKOJOTbIN» XPOHOTOM 3TOM necHu onpeaensiet Kopuin [pywkin: «<OpHa
— bonblas — cchepa oTyyxaeHa. TaM — CMepTb, HOYb, XON0A, CBUCT Nyb. .. [pyras cdepa — che-
pa XW3Hb — NpefcTaBeHa AByMs “OCTPOBKaMU” OTHOCUTENbHOM 6e3onacHoCTH. OanH OCTPOBOK
3feCb, APYrol AaneKo-Aaneko, No Ty CTOPOHY TePPUTOPUM CMePTU. ITa BHeLWHsAs Tonorpadus
LOMONHSAETCS BHYTPEHHE, e Cvnbl gyl — NtoboBb, BEPHOCTb, Bepa, YMeHMe xaaTb — COen-
HAOT [Ba flaNeKNX OCTPOBKA B OfHY TEPPUTOPWIO XKIM3HW, MPPaLIMOHaNbHEIM 06pa3oM cnacas ee
OT BMOJIHE MaTepuanbHbIx yrpo3» (ApywkiH, 2018, c. 231). [oka3aTenbHo, Kak NofobHble <HeHop-
MaTVBHbIE» MECHW BOEHHbIX 1€T OTTOPranvch ohuLmManbHOM KpUTUKON. BoT, Hanpuvep, 0AHO 13
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B KapAVIHANbHO MHOM aparXMpPOBKeE: B y)Ke YNIOMUHABLIEMCS BapUaHTe Ha MCMaH-
CKOM $5i3bIKe B NaTMHOAMePUKaHCKOW aparXmnpoBKe 1 B CTue coyn®. Mocneso-
eHHas necHs «loporne Mou MOCKBMYM» Vicaaka [lyHaeBCKOro®' Toxe He BNUChI-
Banacb B KaHOH 0MLMANBLHOM 3CTPaAbl — MECTO MOBUAN3ALMOHHOM PUTOPUIKK
B HEI 3aHANN [)Xa30Bble FapMOHUM 1 YMUPOTBOPEHHAS, «3aTvxatolas» peanb-
HOCTb, MO3TU3MPYIOLLAs MOMEHT NpeABKyLIeHUs oTabxa. B «[onoce» 3Ta komno-
3uUMa TaKkKe npeTepriena CylWecTBEHHY TpaHcdopMaLvio, MpeBpaTMBLNCL
B MOABMXHbIA NaTUHOAMEPUKAHCKNIA TaHeu™ . Yepes He MeHee KapaviHanbHoe
npeobpaeHne NpoLWv U NeCHU NO3AHECOBETCKON 3CTpaabl. «MyaecHas cTpa-
Ha» rpynnel «<bpaBo» Obina MCNONHEHa B 3N1EKTPO-NOM-apakkNpPOBKe C 3N1eMeH-
Tamu 61103a%, a «benble Po3bl» rpynnbl «/1acKkoBbIV Mak» — Ha UTANbIHCKOM
A3bIKE B CONPOBOXAEHMIN KaMEPHOTO aHCambns CTPYHHbIX MHCTPYMeHTOB®, BO3-
BbICMBLUINCH U3 «ByNbBAPHOTO» LWASiTEPa B MPOHUKHOBEHHYHO KaHLOHETTY.

Bo Bcex NogobHbIx cnydasx «ryboKoln nepepaboTKi» XOpOoLWO U3BECTHbIX
WNSrepoB COBETCKOrO BPEMEHW KaX[blii U3 YHACTHWKOB MbITancs npoaemMoH-
CTPMPOBATL CBOK MHAMBMAYANBHOCTb Ha NMpaBax CoaBTOPa UCMOMHSAEMOW nec-
HU. VI3MEHeHWs Kacanuch S3blKa UCMOMHEHNS, apTUKYNSLMM CNOB, YCKOPEHNS
WY 3amenneHns Temna, 1, KOHeYHO Xe, Mpeanonarani KapavHanbHO WHYH0
MHCTPYMEHTOBKY. 3a4acCTyto BEKTOP apaHX1pPOBKYM Obil HanpaBneH Ha ocoBpe-
MEHVIBaHME «CTapbix» MECeH, Ha VX 3By4aHMe B MOLAHbIX, <MONOAEHbIX» CTUASX.
VickntoveHwve cocTaBunm nuwb «benble po3bl», KOTOPbLIE MCKYCCTBEHHO COCTapw-
NN ¥ «0bNaropoanaN» KBa3n-aKageMmyeckom apaHKnpoBKOA.

Kak e BOCMpUHMMany TaKyr UHWUMATKBY HACTaBHVIKM U Tenesputenu
npoekra’?

Coyn-apaHXvpoBKa «TeMHON HOYM» U NaTMHOAMEPUKAHCKOe NMPoYTeHVe
necHu «[loporvie Mou MOCKBMYYM» HE HaWNW OTKNNKA Yy TenespuTenein — obe uc-
NOAHUTENbHULBI MOKMHYNW TENENPOEKT N0 UTOram 3pUTENbCKOTO roN0COBaHMS.
A naTmHoamepuKaHcKas apaHXMpoBKa «TeMHOW HO4YM», Bto3oBas «HyaecHas

XapaKTEPHbIX BbICKA3bIBAHWIA TOFO BPEMEHU, C MOMbITKOM «M3bATb» 3TN KOMNO3ULMK 13 0DUL-
aNbHOrO NECEeHHOrO KaHOHa: «MHOTO MecTa B neceHHOM ObITy (PPOHTa 3aHANM CEHTUMEHTaNbHbIe
3CTPafHbIe NeCeHKU, MHTUMHO-POMaHCHOTO, MO0 [HKA30BOrO CKNafla, BOCNesalove OyaHM OKon-
HOro 6biTa UK 06pasbl PSAOBbIX BOMHOB (“TeMHas Houw', “CnyyaiiHbli Banbc”, “[laBait 3akypum’,
“Muwwka ogeccuT”). Ho 31 “opoHTOBbIE WASTEPBI” OBICTPO OTLBETANN, HE OCTaBUB MYHOKOTO 1
NPOYHOrO CNlefia B NeCEHHOM penepTyape Hapoaa» (HecTbes, 1946, c. 18).

% B coyn-apaHXupoBKe NecHo B hriHane 4eTBepToro cesoHa 1cnonHuna 3pa KaHH — yqactrHmua
KoMaH/bl BacTbl (Bacunuii BakyneHko).

T ABTOpSbI CNOB — B. Macc, M. YepBUHCKMA.

% Bo BTOpOM ce30He «[onoca» 3Ty MecHo UCNonHWNa ITepy bepualwsnnm, y4acTHrLa KoMaHbl
NleoHnpga Arytunxa.

% Ha aTane «HokayTbl» B MSITOM CE30He TenenpoeKTa TaKylo BEPCUIO NecHU npeactasun Bagum
KanycTvH, y4acTHUK KOMaHabl /leoHnaa AryTuHa.

50 B lecTom ce3oHe TenenpoekTa AMUTpui IHKOBCKMIA MCMOMHWA TaKyto BEPCUIO MECHN Ha 3Tane
Cnenbix NPOCAyLWMBaHKIA, NOMaB B KOMaHAy AnekcaHppa MpaficKoro.
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CTpaHa» ¥ aKageMmnsnpoBaHHble «benbie po3sbl», HAOOOPOT, BbI3BANN MONOMKM-
TeNbHbIA OTKVIK Yy HACTABHMKOB M ayaAnTopun. MpuYrHa TaKoro pacxoxaeHus
B OLIEHKaX, Ha MO B35, CBS3aHa He TOMbKO C YCMewWwHOCTbI0 KOHKPETHbIX Bbl-
CTYNAEHWUI, HO 1 C BPEMEHHOW NPUHaANeXHOCTbIo neceH. Komno3sumumm 1940-x
rOf10B VIMEOT HEernacHbIn CTaTyC KNacCUKM COBETCKOW NOMYASPHON My3bIKW, He-
CMOTPS Ha CBOe a-COBETCKOE coflepaHne®. «HyaecHas cTpaHa» v «benble po3bi»
— 3TO XMTbl NEPECTPOEYHOTO BPEMEHMU, VX penyTaLMs ropasao nnactuyHee n go-
nyckaeT 6osee BONbHOIO OTHOWEHNS C OPUTUHANOM.

/ITaK, NpoaHann3nMpoBaB MHTEpPNpeTaLUmto NeceH COBETCKONM 3CTPagbl Ha
woy «[onoc», MOXHO caenath cnegyrouine BbiBOAbl. Bo-nepBbix, Nogasnsioulee
H6ONbWWHCTBO UCMOAHUTENEN, KOTOPble 0OPallalTCs K COBETCKOM 3CTpaje,
MCMONb3YIOT CTPaTernio 4OCIOBHOIO KOMMPOBaHUS opuriHana. OgHako pella-
foLLYyto pob B yBeanTeNbHOCTH UCMONHEHNS UrPaeT He CTOMbKO apaHXMpoBKa
NecHM, KOTopasi BOCMPOM3BOAMUTCS AOCTAaTOMHO NErko, CKONbKO TeMbp ronoca u
MCNONHMTENbCKas MaHepa KOHKypcaHTa. Bo-BTOpbIX, Havbonee CyleCcTBEHHYO
nepepaboTKy NpeTepneBatoT Te NecHU, KOTOPbIE XOTb M HanMcaHbl B COBETCKOE
BPEMS, HO MO CBOEMY COlEPKaHMIO U My3bIKanbHO-BbIPa3UTeNbHbIM CPeaCTBaM
SBASIOTCS a-COBETCKMMM, TO €CTb CyLWECTBEHHO OTKAOHSIOTCS OT Maeonormye-
CKOW BbIAEPXXaHHOCTW N KAHOHOB OMLIMANBHO COBETCKOW 3CTPaabl. B-TpeTbux,
aBTOPbI KapAMHaNbHO MHbIX KaBep-BEPCUI 3a4acCTyio NpuberatT K cOBpemMeH-
HOW apaHXVpoBKe ¥ obpallalTcs K TeM CTWUASM, KOTOpble LAeMOHCTPUPYIOT
VX CODCTBEHHbIE UCMONHUTENbCKME MPEeanoYTeHns 1 creumanmsayny. Hako-
HeL, C TOYKW 3PEHNs 3pPUTENBCKOrO yCrexa nepeas cTpaTervs — cTpemneHue
K MAGHTUYHOM TPaKTOBKe, NpeacTaBnseTcs bonee HageXHoW. CylecTBeHHOe
OTCTYNNEeHWe OT OPUTMHaNa HaXOAWT OTKIMK, CKOpee, y HaCTaBHMKOB, Npodec-
CMOHaNbHO 3aVHTEPECOBAHHbIX B IKCMIEPUMEHTE, HEXENW Y KOHCEPBATUBHO Ha-
CTPOeHHbIX TenespuTenein.

3AKNTHOYEHUE

B 2010 rofy, koraa Obin BbINYLIEH NepBbIA Ce30H ronaHackoro «fonoca,
AH VIHIUC B NpegncnoBUm K KHUTe, MOCBALWEHHOW NONyAsSpHOW My3blke Ha
bpvTaHckoM TenesuaeHMn 1950-1980-x rofoB, MPOPOYECKM YKa3biBan Ha He-
ocnabeBatoLLyto ponb TenNeBuaeH s B COBPEMEHHOM MYHKLMOHMPOBAHMM Mon-

1B cnyyae ¢ naTrHOaMepUKaHCKOM apaHX1poBKOW «TeMHOR HOYM», NPO3BYYaBLLE/ Ha Clembix
NPOCNYWNBAHUSX, HACTABHUKOB MOAKYMWAO YUCTOE MUCMaHCKoe NMpou3HoweHne v 3hdeKT He-
0BbIYHOCTUN @PaHKMPOBKU.
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MY3bIKW. «HECMOTPS Ha 3TW NnepemeHsl [B GopMax TeNEBU3MOHHbIX TPaHCASALMIA
M CRyWaHus My3blKK], ponb TENEBUAEHNS KaK KaHana, Yyepes KOTOpbI npounc-
XOAWT 3HaKOMCTBO C MOMYASPHON My3bIKOM, POPMUPOBaHME 1 pacnpocTpaHe-
HVe NpeacTaBneHuit O Hel, HUKoraa He Obina CTONb AMHAMUYHON KaK ceitvac,
4TO HarMAAHO AEMOHCTPUPYET ycnex Takux woy, Kak “Ukc-haktop” (ITV, 2004-)
v “BpuTanus nuwet TanaHTbl” (ITV, 2007-), 06a 13 KOTOPbIX AOCTUIMN B KOHLE
Ce30Ha ayauTopuu nNouTn B 20 MUANMOHOB YenoBeK (63% 3pUTenbCKol ayaw-
Topuw). Bonee Toro, BAUsIHWE TeNeBUAEHUS PacnpoCTPaHUAOCh Ha PYTUHHYIO
3CTETUKY XMBbIX BBICTYMNEHNI, MOCKONMbKY BCe Bonee KONOPUTHbIE CLIEHNYECKME
npefcTaBfeHns MbITaOTCS YAOBNETBOPUTL OXUAAHWUS BU3yanbHOro (a Takke
MY3blKabHOIO) Pa3BNeYeHNs ayanTopuK, NPUBLIKLLIEN K 3KCTpaBaraHTHbIM 06-
pasam My3blkanbHoro Braeo» (Inglis, 2010, p. 7).

MeceHHble WOy TanaHToB BO rnaBe C «[0NOCOM» CyWeCTBEHHO MowaT-
HYAM MPUBLIYHYIO CXEMY OTeYeCTBEHHOro LWOoy-bun3Heca, HauyvHas ¢ 1990-x ro-
[0B 3aMKHYTOrO Ha durype npogtcepa. Bnepsble LeHTP TsHKecTn Hbin CMelleH
Ha BOKa/lbHble AaHHble MOTEHUMaNbHbIX 3BE3f, 3CTPafbl, UX COOCTBEHHYIO apTUCTH-
4ecKyto xapu3my. Hegapom KOMMeHTapum Mo PoavKamMu BbICTYNAEHUI y4acTHU-
KkoB «[onoca» Ha YouTube NecTpsT CEeTOBaHUAMM O TOM, YTO Cpean COBPEMEHHbIX
Non-3Be3f CNOXHO BCTPETUTb MOIOLWMX, @ 3TOT TeNenpoeKT, HaobopoT, NoKa3blI-
BaeT Ntoaen, obnagatoLmx heHoMeHanbHbIMU BOKaNbHbIMK IaHHbIMU. TakuM 0b-
pa3om, «[0n10c» BO3BPaLLAeT OAMH M3 IaBHbIX MOCTYNaTOB COBETCKOM 3CTpagbl —
nepBooYepefHoOe BHUMaHVE K BOKabHbIM AaHHBIM NOM-apTHCTa.

[pyroii Bonpoc, 4To y4acTure 1 gaxe nobefa B TeNenpoeKTe OTHIOAb He ra-
PaHTUPYIOT HacTOsILWEN NONyASPHOCTU. VI rnaBHas NpuMYviHa 3TOro, Kak nokasa-
N0 1ccnefoBaHue, 3aKNYAETCS B TOM, YTO CaMU Ke 3pUTENN He MOAAEPKMBAOT
PacKpbITUS CaMOBBITHOTO, aBTOPCKOIO MPOYTEHMS XOPOLWO M3BECTHBIX MECeH,
B TOM YuMCNe U COBETCKOM 3cTpaabl. CTaTb apTWUCTOM C «/11La HEOOLW MM Bbipaxe-
HbeM» KpalHe CIOXKHO, eCN LEeHUTCS He OPUTMHANbHOCTb, @ HEOTUYUMOCTb
OT y)Ke CYLLEeCTBYIOLLEro opuriHana.

FOpuii ApyKK1H aoOpUCTUYHO onpeaensieT 3Ty TeHAEHUMIO KaK KOHKY-
PEHUMIO MPU3PaKOB, TaK KaK MeceHHble Tenewoy NpeBpaLwlatoTcs B «KOHKYPC
UMUIDKEN N3BECTHbIX UCMONHUTENEN, KOTOPble CaMu PU3MYECKN Ha 3TOM LLIOY
He MPUCYTCTBYIOT, HO YHacTBYHOT, TaK CKa3aTb, KOCBEHHO, MO0 X penepTyap
¥ y3HaBaeMas UCMONHUTENbCKAs MaHepa BOCMPOM3BOANTCS XMBbIMU YHaCTHM-
Kamu» (JpyxKnH, 2016, c. 15). MiccnegoBaTtenb KpaiHe NecCMMUCTUYHO CMOTPUT
Ha NpUYKnHbLI NOAoBHON MOoAbI: «Koraa HacToslee 6e3NMKO Y He MMEEeT CBOEero
rofoca, OHO HamMoHSAETCS ronocamy U nnMUamy NPoLWeawrx BpeMeH. He noto-
MYy 11 W MeceHHas KynsTypa (M He TONbKO MeceHHas) CToNb akTUBHO 3aHMMa-
eTcs BTOPWUYHON NepepaboTKol cTaporo MaTepuana? ECTb, BO3MOXHO, U ApYy-
ras npy4nHa atoro. OCO3HaHHOE BOCMPUSTHE fyxa BPEMEHU — AeN0 TPyaAHOoe,
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He BCEM AOCTYMHOe, 1 [aneKo He BCerfa NpusTHOe. 3TOT AyX MOXET CKasaTb
HaM TO, Yero Mbl BOBCE HE XOTVM C/bilaThb. TeM OXOTHEee Halle CO3HaHue nepe-
KNIOYaeTCs Ha UTpy C BHELWHEN BUAMMOCTbIO» ([ApyxKuH, 2016, C. 16).

OpHako obpalleHne K NPOoLWNoMy MOXET OKa3aTbCsl He TObKO OercTBOM
OT peanbHOCTW, HO U CroCcoboM onpefeneHns CBOeN MAeHTUYHOCTW. He 3ps
Neiina 3eHaepneHs, pa3mMbilUss O PeCanKIvHIe B pyc/ie UCMOAb30BaHUS UCTO-
PUYECKOro Hacneaus amepukaHUamu, roBopuaa O TOM, YTO «MPOLUIOE CAYKUT
3MOUMOHaNbHbIM MOACTOPLEM A5 TEX, KTO UCTbITHIBAET HEYBEPEHHOCTb B OTHO-
WeHWN CBOEN MAEHTUYHOCTH: UCTOPUYECKME PEKOHCTPYKLMN LEMOHCTPUPYIOT
VM, YTO TaKoe “amepukaHunam” (BotornH, 2021, ¢. 21). B Hawem ciyyae 3ToT Tesunc
MOXHO nepedopMynMpoBaTh TakK, YTO MECHW COBETCKOW 3CTpafbl, PeryasipHo
3ByYallye Ha OAHOM M3 [NaBHbIX Pa3B/IeKaTeNbHbIX LOY CTPaHbl, OKa3blBAETCS
BHEBPEMEHHbIM BblPXeHNEM NMPECNOBYTON «PYCCKOW ayLW».

Takoe HacTon4MBOE ObpalleHne K COBETCKOW KynbType Boobule v 3CcTpa-
[€ B 4aCTHOCTM, BO MHOIOM BbI3BaHO OCTPOI HEXBATKON UCKPEHHOCTY, AyLIEB-
HOCTVM W 3MOUMOHANbHOW BOBNEYEHHOCTU KaK Ha CaMOM TeneBMAEHUM, TaK
M wupe — B coumyme. CoBeTCKas KynbTypa Obina HanpasfieHa Ha CHsATWe OT-
YyKaeHns. Kak 3amedaet KpnctuH 3BaHC, B TedeHmne 1960-x — B Havane 1970-x
coumanucTmyecknii obpas »msHu B CosetckoM Coto3e «Havan onpegensTbes
B MepByto o4epe/ib B TEPMUHAX IMOLMIA — COBETCKMI 06pa3 xu13HW cTan obpa-
30M YyBCTB. B pamKax 3Tol TpaHchopMaLMmn TeNeBUAEHNE Urpano LeHTpalb-
HYIO POfib B MPOABWIKEHNYM adDEKTUBHbIX KavecTB» (Evans, 2015, p. 544). Co-
BPEMEeHHOoe TeneBnaeHne, 0bpallasich K COBETCKOMY HAaCNEAI0, TOXE MbiTaeTcs
KOMMEHCHPOBATh HEXBATKY HEMOAAENbHbIX SMOLMIA.

B 6onee obLeM cMbiC/e pecaikMHI COBETCKOM 3CTpafbl B Tenewoy «fo-
NOC» CTAaHOBMTCS CBUAETENBCTBOM Mepexofa POCCUMMCKOro obuiecTsa K MeTaMo-
LEPHY, ABYMS KIHOYEBbIMU XapaKTEPHCTUKAMMN KOTOPOTO SBSETCS paboTa C yxe
nepepaboTaHHbIM 1 BOCKpeLleHve Bepbl B bonbline naen (MeTaHappaTuabl). [o-
KasaTenbHO, YTO METaMOLEPHW3M, KaK CTU/b UCKYCCTBa B 3MOXy MeTamModepHa,
Hactacbs XpyleBa onpefenser yepes3 KaTeropuio TOCKM «Mo 0becUeHeHHbIM
CBepXCMbICNaM. VIMEHHO 3Ta TOCKa CTaHOBUTCS s UCKYCCTBA METAMOAEPHM3-
Ma ¥ MOBOAOM A0CTaTb CMACUTENbHY MUIKOMIO (UK CTaTb €0), U — 06BEKTOM
No3TV3auUuK; BECb METaMOAEPHU3M NpeBpallaeTcs B pedeKcuio 3T TOCKM»
(XpyweBa, 2022, c. 16). B npocTpaHcTBe «l0n0ca» TakoW yYHVBEPCanbHOM «Cha-
CUTENbHOW nuntoneit» BONbWMUX CMBICIOB U HACTOSLMX YYBCTB OKa3blBAETCS
COBETCKas 3CTpaja, KOTopasi NMepexmBaeT NPOLECCH MPUCBOEHNS, MUMUKPHN
Y CUMYNSIUMK, B TO XKe BpeMst He nMepecTaBasi 0CTaBaTbCs CaMol COHO.

* PeweHuem MuHucmepcmea rocmuyuu Pocculickol dedepayuu om 2 ceHmsibps 2022 2.
NPU3HAH AIUYOM, 8bINOSTHAKWUM PYHK{UU UHOCMPAHHO20 a2eHmda.
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MpunoxeHwne 1

Tabnuua nonybuHanucToB TenenpoekTa «fonoc»
ITHUYECKAsA, HALMOHANBHASA U FPAXKAAHCKAS MPUHALIEKHOCTb

MpeacTaBUTENN HALMOHANbHBIX pecnybimnK, BXOAALWMX B cOCTaB P®,

M Pa3/InyHbIX 3THOCOB

MpepcTaBuTeNM APYrUX CTPaH

Ne ce3oHa YHaCTHUKK Pesynbrat lopop (o6nacTb/cTpaHa), sTHUYecKoe
nonydviHana npoucxoxaeHune

1-11 ce30H Esrennin KyHrypos Mocksa
[AvHa Fapunosa Mo6egutenb | 3eneHopoNbCK, Pecny6inka TaTapcTaH
3aBapp Xa4apsH Coun, STHUYECKNI apMAHUH
AHacTtacus CnupunpgoHoBa Benukue Nlyku, NMckoBckas o6nactb
3nbmupa KanumynnuHa 3 mecTo KasaHb, Pecny6nuka TaTapctaH
Mapraputa o305+ 2 mecT MocKBa, 3THMYeCKas apMaHKa
Onbra KnsiiH EkaTepuHbypr
Mapus loins Kues, YrpanHa

2-11 ce3oH Cepreii BonukoB Mo6epgutenb | BbixoB, Benopyccus
LWapun YmxaHos Tonctoi-tOpT, HeyHs, yeveHel
TuHa KysHeuoBa Ka3saHb, Pecnybnuka TatapcTaH, aTH1YecKas

pyccKas

AHTOH benses MaragaH
Fena lypanna 3 mecTo Motu, Mpy3us
EneHa MakcumoBa CeBacTononb, YkpanHa
Haprus 3akuposa 2 mecT TalKeHT, Y36eKkucraH

3-11 ce3oH WHTapc Bycynuc Tancw, /lateus
Mapuam Mepabosa MocKBa, 3THMYeCKas apMaHKa
AnekcaHpp BoH 3 mecTo MypmaHck
KcaHa CeprueHko Hbto-Vopk, CLUA, 3THUYeCKas yKpauHKa
flpocnas [lpoHoB 2 mecTo HoBoMOCKOBCK, Tynbckas o6nactb
Anuca irHaTbesa Mocksa
BanenTuHa briptokosa Tpounuk
AnekcaHppa Bopo6beBa Mobeputens | Hrennc, CapaToBckas o6nacTb

4-11 ce30H MBaH lanmatos YnaH-Yn3, bypatua
Onbra 3apgoHckas 3 mecTo Bnapgumup
Enena MuHuHa Mocksa
Muxaunn Osepos 2 mecTo MockBa
BuTonbg MeTpoBckuii KonomHa, MockoBckast obnacTb
MNepomoHax doTuit No6egutens | BopoBck, Kanyxckas obnactb
Jpa KaHH MocKBa, 3THMYeCKas KopesHKa
Mapus EposiH MocKBa, 3THUYeCKas apMsaHKa
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5-11 ce3oH

6-11 Ce30H

T-11 ce3oH

8-11 ce3oH

9-i1 ce30H

Oner KoHppakos || Asepwunck, Huxeropoackan obnacts

Muxaunn XXutos
[lapbst AHTOHIOK
KceHwist Kopobkosa
Napvia CtaBposuy

AHgpeit Monsiko

MNo6egutenn

2mecro

flHa Fa66acoBa
Mapwus Pycakosa
AMuUTpuin BeHrepos
CypeH MnatoHos
Oner AkkypaToB
Enunsasera lNypuc

Bacunnii MaceyHrik

3 mecTo
Mo6eputens

2 mecTo

ApxaHrensck
3eneHoropck, KpacHosipckuii Kpan
C. YepHuupiHo, Kypckas obnactb

Mocksa

AHTOH J/laBpeHTbeB - Mocksa
[aHwvn Byparos _ 3eneHoponbeK, Pecrnybnvika TatapcTaH

Tumodeit Konbinos 2 mecTo
Jopa lop6byHosa

Bnapumup
XabapoBck

Bonorga

CaHkT-MNeTepbypr

n. Maiickuii, Mepmckuii kpan

Hedrekamck, Pecny6nmka BalukopTocTaH
OMck

Bonrorpag

Mocksa

Evick, KpacHogapckuii kpai

Mocksa

n. CoeTckoe, CapaToBcKas 061acTb
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10-¥ ce30H

FOnwus KowkmHa MpryTCK

TaTbana KavypviHa Slvneuk

Bayecnas ABkuH CapaHck, Pecnybnvika Mopaosws
SnvHa Max

Hopunbck, KpacHOSPCKUMIA Kpaid, STHUYeckas
KopesHKa-MonaBaHKa

* C ceHTs6ps 2022 ropa AcTaHa,

[aTa

Ce30H 8
11.10.19
18.10.19
25.10.19
01.11.19
08.11.19
15.11.19
22.11.19
29.11.19
06.12.19
13.12.19
20.12.19
27.12.19
01.01.20

Ce30H 9
09.10.20
16.10.20
23.10.20

Total Ind. [4:17 A€t | 18-35 net 36-59 net 60+ ner

Rtg%** Rtg% Rtg% Rtg% Rtg%

MpunoxeHwne 2

3puTenbckas aygutopus Tenewoy «fonoc» 3a 2019-2021 rr.

no AaHHbIM KoMnaHuu «Mediascope» *

4,99
4,35
4,58
4,16
4,79
4,48
4,36
3,86
4,24
4,19
3,98
3,66
4,25

4,91
4,59
4,7

*ABTOp MCKpeHHe bnarogapuT 3a nNpegocTaBneHHble AaHHble npodeccopa HNY «BLI» Anek-
caHapa Bavyecnasosunya Waprkosa
** Rtg% — NpOLEHT OT pa3mepa reHepanbHON COBOKYMHOCTY ayanTopun

BenbiM UBETOM BblgeNeH MaKCUMaNbHbIA NPOLEHT ayaMTOPUWI B BO3PACTHON rpynne Ha npo-

TAHKEHNN Ce30Ha
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30.10.20
06.11.20
13.11.20
20.11.20
27.11.20
04.12.20
11.12.20
18.12.20
25.12.20
30.12.20
CesoH 10
08.10.21
15.10.21
22.10.21
29.10.21
05.11.21
12.11.21
19.11.21
26.11.21
03.12.21
10.12.21
17.12.21
24.12.21
30.12.21

HAYKA TENEBUAEHUS 19 (2), 2023 103 THEARTAND SCIENCE OF TELEVISION



REFERENCES

1. Aleshinskaya, E., & Gritsenko, E. (2017). Language practices and language
ideologies in the popular music TV show The Voice Russia. Language &
Communication, 52, 45-59. https://doi.org/10.1016/j.langcom.2016.08.005,
https://www.elibrary.ru/yuvbgh

2. Barabanov, B. (2023, January 14). “Esli ty lyubish’ kogo-to, ty ved’ ne lyubish”
otdel'no ruku, nogu ili ukho™ Shaman ob interese k sebe i mogushchestve
interneta [“If you love someone, you don’t love a separate arm, leg or ear”:
Shaman about interest in him and the power of the Internet]. Kommersant, (6),
4. Retrieved June 1, 2023, from https://www.kommersant.ru/doc/5771521
3.Boym, SYu. (2022). Obshchie mesta: Mifologiya povsednevnoy zhizni [Common
places: Mythologies of everyday life in Russia]. Moscow: NLO.

4. Bruin, J. (2012). Articulations of national, regional and ethnic identities in
official Idols websites. In K. Zwaan & J.D. Bruin (Eds.), Adapting Idols: Authenticity,
identity and performance in a global television format (pp. 41-54). Farnham, UK:
Ashgate.

5. Bruin, J., & Zwaan, K. (2012). Introduction: Adapting Idols. In K. Zwaan &
J.D. Bruin (Eds.), Adapting Idols: Authenticity, identity and performance in a global
television format (pp. 1-10). Farnham, UK: Ashgate.

6. Chudy, R. (2018). The individual aspect of participation in tv reality show on
the example of a music talent show—case study. Social Communication, 4 (1),
77-87. https://doi.org/10.2478/sc-2018-0009

7. Druzhkin, Yu.S. (2015). Pravda golosa [The truth of the voice]. Khudozhestven-
naya Kul'tura, (2), 186-199. https://www.elibrary.ru/yvnzch

8. Druzhkin, Yu.S. (2016). Pesennoe teleshou: konkurentsiya prizrakov ili
prizrak konkurentsii? [TV song show: The competition of ghosts or the ghost of
gompetition?]. Nauka Televidenya—The Art and Science of Television, 12 (4), 7-18
https://www.elibrary.ru/xxqgxjz

9. Druzhkin, Yu.S. (2018). Byla li Klavdiya Shul’zhenko filosofom? [Was Claudia
Shulzhenko a philosopher? Anthropological aspects of soviet variety songs].
Khudozhestvennaya Kul'tura, (2), 220-247. https://www.elibrary.ru/ryyxsl

10. Evans, C. (2015). The “Soviet way of life” as a way of feeling: Emotion and
influence on Soviet central television in the Brezhnev era. Cahiers du Monde
Russe, 56 (2/3), 543-569. https://doi.org/10.4000/monderusse.8201

11. Gritsenko, E.S., & Alyoshinskaya, E.V. (2015). Angliyskiy yazyk v televizionnom
muzykal’nom shou “Golos” [English language in the music TV show “The Voice”].
Sotsial’nye i Gumanitarnye Nauki na Dal’nem Vostoke, (1), 37-43. https://www.
elibrary.ru/vbexij

12. Inglis, I. (2010). Introduction. In I. Inglis (Ed.), Popular music and television in
Britain (pp. 1-10). Farnham, UK: Ashgate.

13. Jensen, PM. (2012). How media system rather than culture determines
national variation: Danish Idols and Australian Idol compared. In K. Zwaan &

HAYKA TENEBUAEHMA 19 (2), 2023 104 THE ART AND SCIENCE OF TELEVISION


http://doi.org/10.1016/j.langcom.2016.08.005
https://elibrary.ru/item.asp?id=29466248
http://www.kommersant.ru/doc/5771521
https://www.sciencedirect.com/science/article/abs/pii/S0271530916301094?via%3Dihub
https://elibrary.ru/item.asp?id=36874371
https://elibrary.ru/item.asp?id=28407912
https://elibrary.ru/item.asp?id=35564778
https://journals.openedition.org/monderusse/8201
https://elibrary.ru/item.asp?id=25001679

J.D. Bruin (Eds.), Adapting Idols: Authenticity, identity and performance in a global
television format (pp. 27-40). Farnham, UK: Ashgate.

14.Khrushcheva, N.A. (2022). Metamodernv muzyke ivokrug nee [Metamodernism
in music and around it]. Moscow: RIPOL Classic.

15. Liu, X. (2020). Observation on the Turn of Music Talent TV Show 3.0 in
China. Proceedings of the 4th International Conference on Art Studies: Science,
Experience, Education (ICASSEE 2020), 535—540. Atlantis Press. https://doi.
org/10.2991/assehr.k.200907.096

16. Nestiev, 1V. (1946). Sovetskaya massovaya pesnya [Soviet mass song].
Moscow: Leningrad: State Musical Publishing House.

17. Ponomarev, V. (2013). Shou “Golos”: Izmenitsya li golos rossiyskogo shou-
biznesa? [“The Voice” Will the voice of Russian show business change?].
Muzykal’nyy Zhurnal, (3/4), 120-123.

18. Rings, M. (2013). Doing it their way: Rock covers, genre, and appreciation.
The Journal of Aesthetics and Art Criticism, 71 (1), 55-63. https://doi.org/10.1111/
.1540-6245.2012.01541.x

19. Top-10 luchshikh razvlekatel'nykh programm 2015 goda [Top 10 best
entertainment programs of 2015]. (2016, January 20). Argumenty i Fakty, (3), 24.
20. Tsuker, A.M. (2012). (2012). Otechestvennaya massovaya muzyka: 1960-1990
[Domestic popular music: 1960-1990] Rostov-on-Don: The Rachmaninov Rostov
State Conservatory Publishing.

21. Wyugin, VYu. (2021). “Kul'turnyy resaykling”: K istorii ponyatiya (1960-1990-
e gody) [“Cultural recycling”: A contribution to the history of the concept
(1960s-1990s)]. Novoe Literaturnoe Obozrenie, (3), 13-32. https://www.elibrary.
ru/zbysqs

22. Waisbord, S. (2004). McTV: Understanding the global popularity of
television formats. Television New Media, 5 (4), 359-383. https://doi.
org/10.1177/1527476404268922

23. Zhurkova, D.A. (2021). “Starye pesni o glavnom”: Al'ternativnaya antologiya
sovetskoy estrady [Old Songs About the Main Thing: An alternative anthology of
the soviet popular music]. Novoe Literaturnoe Obozrenie, (3), 148-164. https://
www.elibrary.ru/woynlv

JINTEPATYPA

1. bapabaHos, b. (2023, 14 aHBaps). «<Ecnu Tbl N0OULIL KOTO-TO, Thl Beflb He 10-
BUlIb OTAENBHO PYKY, HOTY MUKW yxo»: Shaman o6 nHTepece Kk cebe 1 Morylle-
CTBe MHTepHeTa: UHTepBblo. KommepcaHmye, (6), 4. https://www.kommersant.
ru/doc/5771521 (01.06.2023).

2. bonm, C.H0. (2022). O6bwue mecma: mugonozus NO8CEOHEBHOU *U3HU. Mo-
cKBa: HoBoe nuTepaTypHoe 0603peHue.

HAYKA TENEBUAEHMA 19 (2), 2023 105 THE ART AND SCIENCE OF TELEVISION


https://www.atlantis-press.com/proceedings/icassee-20/125944318
https://academic.oup.com/jaac/article/71/1/55/5980309?login=false
https://academic.oup.com/jaac/article/71/1/55/5980309?login=false
https://elibrary.ru/item.asp?id=46252684
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://elibrary.ru/item.asp?id=46252691
http://www.kommersant.ru/doc/5771521

http://www.kommersant.ru/doc/5771521


3. BbtoruH, B.HO. (2021). «KynbTypHbINA peCanKNMHm»: K UCTOPKK NOHATUS (1960
— 1990-e ropbl). Hogoe umepamypHoe obo3peHue, (3), 13-32. https://www.
elibrary.ru/ZBYSQS

4. Tpuuenko, E.C., AnewnHckas, E.B. (2015). AHIIMINCKUA 53bIK B TeNEBU3W-
OHHOM My3bIKanbHOM LOY «[0N0C». COYUAsIbHLIE U 2YMAHUMAPHsIe HAYKU Ha
AaneHem Bocmoke, (1), 37-43. https://www.elibrary.ru/VBCXIJ

5. ApyxkuH, H0.C. (2015). Mpasaa ronoca. XydoxecmseeHHas Kyasmypd, (2), 186-
199. https://www.elibrary.ru/YVNZCH

6. ApyxkuH, H0.C. (2016). MeceHHOe Tenewwoy: KOHKYPEHLMS NpU3paKkoB Unn
npu3paK KoHKypeHuuu? Hayka menegudeHus, 12 (4), 7-18. https://www.
elibrary.ru/XxXQxJz

7. ApyxknH, FO.C. (2018). Beina nv Knasaus WynexeHko dunocobom? Xydoxe-
cmeeHHas Kynemypa, (2), 220-247. https://www.elibrary.ru/RYYXSL

8. XypkoBa, [.A. (2021). «CTapble NeCHU O MaBHOM»: afnsTepPHATVIBHAS aHTO-
NIOTUsi COBETCKOW 3CTpapabl. Hogoe numepamypHoe obo3peHue, (3), 148-164.
https://www.elibrary.ru/WOYNLV

9. HecTtbeB, U.B. (1946). Cogemckasi maccogasi necHsi. Mockga: /leHunHrpag;: focy-
[apCTBEHHOE My3blKaNbHOE M3AaTeNbCTBO.

10. MoHomapes, B. (2013). Loy «[onoc». M3MeHWTCS n ronoc poccuiicKoro
woy-6usHeca? My3eikabHell xypHan, (3/4), 120-123.

11. Ton-10 nyYwwx passnekaTenbHbix nporpamm 2015 roga. (2016, 20 siHBaps).
ApaymeHmel u pakmel, (3), 24.

12. Xpyuwesa, H.A. (2022). MemamodepH 8 My3sike U 8oKpye Hee. Mockga: PUTMO/
KNacCuK.

13. Lykep, AM. (2012). OmeyecmeeHHass maccos8asi my3eika: 1960 — 1990.
Poctos-Ha-[loHy: M3a-80 PTK nm. C.B. PaxmaHunHoBa.

14. Aleshinskaya, E., Gritsenko, E. (2017). Language practices and language
ideologies in the popular music TV show The Voice Russia. Language &
Communication, 52, 45-59. https://doi.org/10.1016/j.langcom.2016.08.005,
https://www.elibrary.ru/YUVBGH

15. Bruin, J. (2012). Articulations of National, Regional and Ethnic Identities in
Official Idols Websites. In K. Zwaan &J.D. Bruin (Eds.), Adapting Idols: Authenticity,
Identity and Performance in a Global Television Format (pp. 41-54). Farnham, UK:
Ashgate.

16. Bruin, J., Zwaan, K. (2012). Introduction: Adapting Idols. In K. Zwaan &
J.D. Bruin (Eds.), Adapting Idols: Authenticity, Identity and Performance in a
Global Television Format (pp. 1-10). Farnham, UK: Ashgate.

17. Chudy, R. (2018). The Individual Aspect of Participation in TV Reality Show On
The Example of a Music Talent Show - Case Study. Social Communication, 2018,
1,77—87.DOI: 10.2478/s5¢-2018-0009

18. Evans, C. (2015). The “Soviet Way of Life” as a Way of Feeling. Emotion and
Influence on Soviet Central Television in the Brezhnev Era. Cahiers du monde
russe, 56 (2/3), 543-569. https://doi.org/10.4000/monderusse.8201

HAYKA TENEBUAEHMA 19 (2), 2023 106 THE ART AND SCIENCE OF TELEVISION


https://elibrary.ru/item.asp?id=46252684
https://elibrary.ru/item.asp?id=25001679
https://elibrary.ru/item.asp?id=36874371
https://elibrary.ru/item.asp?id=28407912
https://elibrary.ru/item.asp?id=35564778
https://elibrary.ru/item.asp?id=46252691
https://www.sciencedirect.com/science/article/abs/pii/S0271530916301094?via%3Dihub
https://elibrary.ru/item.asp?id=29466248
https://sciendo.com/article/10.2478/sc-2018-0009
https://journals.openedition.org/monderusse/8201

19. Inglis, I. (2010). Introduction. In 1. Inglis (Ed.), Popular Music and Television in
Britain (pp. 1-10). Farnham, UK: Ashgate.

20. Jensen, PM. (2012). How Media System Rather Than Culture Determines
National Variation: Danish Idols and Australian Idol Compared. In K. Zwaan
& J.D. Bruin (Eds.), Adapting Idols: Authenticity, Identity and Performance
in a Global Television Format (pp. 27-40). Farnham, UK: Ashgate.

21. Liu, X. (2020). Observation on the Turn of Music Talent TV Show 3.0
in China. Proceedings of the 4th International Conference on Art Studies: Science,
Experience, Education (ICASSEE 2020), 535—540. Atlantis Press. https://doi.
org/10.2991/assehr.k.200907.096

22. Rings, M. (2013). Doing It Their Way: Rock Covers, Genre, and Appreciation.
The Journal of Aesthetics and Art Criticism, 71 (1), 55-63. https://doi.org/10.1111/
.1540-6245.2012.01541 X

23. Waisbord, S. (2004). McTV: Understanding the Global Popularity of
Television Formats. Television New Media, 5 (4), 359-383. https://doi.
org/10.1177/1527476404268922

ABOUT THE AUTHOR

DARIA A. ZHURKOVA

Cand.Sci. (Cultural Studies),

Senior Research Fellow at the Media Art Department,
State Institute for Art Studies,

5, Kozitsky per., Moscow 125009, Russia

ORCID ID: 0000-0003-0752-9786

ResearcherID: ABG-3983-2020

e-mail: jdacha@mail.ru

CBEAEHNA OB ABTOPE

OAPbA AIEKCAHAPOBHA XXYPKOBA
KaHOnAaT KynbTyponormu,

CTapLUMIA HayYHbIN COTPYAHUK CEeKTOpa
Xy[IOXECTBEHHbBIX NpobnemM MaccMeamna,
[oCyAapCTBEHHbIN MHCTUTYT UCKYCCTBO3HAHMS,
125009, Poccus, MockBa, Kosunukumia nep., 5
ORCID ID: 0000-0003-0752-9786
ResearcherID: ABG-3983-2020

e-mail: jdacha@mail.ru

HAYKA TENEBUAEHMA 19 (2), 2023 107 THE ART AND SCIENCE OF TELEVISION


https://www.atlantis-press.com/proceedings/icassee-20/125944318
https://academic.oup.com/jaac/article/71/1/55/5980309?login=false
https://academic.oup.com/jaac/article/71/1/55/5980309?login=false
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://journals.sagepub.com/doi/10.1177/1527476404268922
https://orcid.org/orcid-search/search?searchQuery=0000-0003-0752-9786
mailto:e-mail:%20katyakartseva%40gmail.com%0D?subject=
https://orcid.org/orcid-search/search?searchQuery=0000-0003-0752-9786
mailto:e-mail:%20katyakartseva%40gmail.com%0D?subject=




CTPYKTYPA U CHOXKET
B SKPAHHbIX
NMPOU3BEAEHUAX

PENMPE3EHTALNSA OBPA3A
COBPEMEHHOIO repoA
HA 3KPAHE

STRUCTURE AND PLOT
IN VISUAL ART WORKS

IMAGE
OF ACONTEMPORARY HERO
ON THE SCREEN






© Hayxa
TeNeBuaeHus

UDC791.4
DOI: 10.30628/1994-9529-2023-19.2-111-167

EDN: EHQSHP
Received 07.06.2023, revised 27.06.2023, accepted 30.06.2023

GRIGORIY R. KONSON®

MIPT University,

9, Insitutsky pereulok, 141701 Dolgoprudny, Moscow Oblast, Russia
ResearcherlD: L-7271-2017

ORCID: 0000-0001-7400-5072

e-mail: konson.gr@mipt.ru

IRINA A. KONSON

Union of Composers of the Russian Federation,

8-10, str. 2, Bryusov pereulok, 125009 Moscow, Russia
Researcher ID: AAT-4621-2020

ORCID: 0000-0002-8631-5737

e-mail: irina.konson@yandex.ru

For citation

Konson, G.R.,, & Konson, I.A. (2023). On True and Supposed Humanity in
Foreign Historical Cinema of the 21st Century. Nauka Televidenya—The Art
and Science of Television, 19 (2), 111-167. https://doi.org/10.30628/1994-
9529-2023-19.2-111-167, https://elibrary.ru/EHQSHP

On True and Supposed Humanity
in Foreign Historical Cinema
of the 21st Century”

Abstract. The article studies the phenomenon of true and supposed humanity
in foreign historical films of the beginning of the 21st century. The reason for

"Corresponding author.

""Translated by Diana Solobuto, Senior Lecturer of Moscow State Linguistic University,
Member of the Union of Writers of Russia.
The discussion of the proposed text by the editorial board of The Art and Science of Television
journal sparked a lengthy debate concerning the reader’s reception of it in the context of the
authors’ methodological focus on ethical matters (as opposed to the aesthetic approach
largely used in film studies). By publishing this article, the editors invite the whole academic
community to reflect upon the publication and provide some feedback, which may later be
presented in the journal.

HAYKA TENEBUAEHMA 19 (2), 2023 111 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0001-7400-5072
mailto:e-mail:%20konson.gr%40mipt.ru%0D?subject=
https://orcid.org/orcid-search/search?searchQuery=0000-0002-8631-5737
mailto:irina.konson%40yandex.ru%20?subject=

addressing the topic was the appearance of films devoted to the images of an
odious personality and viewed in a new (as opposed to old films about tyrants,
such as Caligula by T. Brass; Great Britain, USA, Italy, 1979) humane perspective.
Such are the films about Nero (Nero, directed by P. Markus; Italy, Germany,
Great Britain, France, Tunisia, 2004), Hitler (Downfall, Germany, France, Italy;
directed by O. Hirschbiegel, 2004), which have already outlined a perspective
in development, crowned by a film about the family of a death camp
commandant (The Boy in the Striped Pyjamas, directed by M. Herman; Great
Britain, USA, 2008). The focus here is on the reinterpretation of the main images
in the context of revealing some hidden personal features of the protagonists.
For this purpose, the evil they have caused is left behind the scenes, and the
viewer’s attention is focused on simple “human” emotions: Nero tearfully
regrets his crimes, Hitler suffers before committing a suicide, the concentration
camp commandant and his wife are horrified by the disappearance of their
eight-year-old son in the death camp. By disguising the true nature of the
personalities, film creators shift attention from their criminal activities to their
“virtuous” everyday life not concerning the war and the military affairs. As a
result, the works of art in question reinterpret the established characteristics
of recognizable large-scale villains and transform them into ordinary people
requiring sympathy. But, contrary to such a free interpretation of humanity,
the authors of the article present a different perspective on it, where the
studied phenomenon acts as a versatile-heroic one. Therefore, the aim of the
article is to specify the phenomenon on the basis of two opposing matrices:
1) the development of humanistic traditions—“exceeding humanity in man”
(G-H. Gadamer), 2) distorting historical facts for the sake of artificial
transformation of the representative of evil into a humane one.

Keywords: humanity and false humanity, foreign cinema of the 21st century,
military-historical, tyrant, evil and good, concentration camp, the category of
heroic-psychological and the moral, entelechy of evil
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OB UCTUHHOW 1 MHVMOW YeOBeYHOCTH
B 3apyOEXHOM MCTOPUYECKOM KMHO
XX| Beka"

AHHoOTaumsaA. CTaTbs NOCBSLLEHA U3YHEHWIO ABAEHWS UCTUHHOW U MHMMOMN
4eN0BEYHOCTU B 3apyDeXHbIX MCTOpUYecKmnX hunbMax Havana XXI seka. Mpu-

" ABTOP, OTBETCTBEHHbII 3@ NepenuncKy

" ObcyxaeHne B pefakumm KypHana <Hayka TenesmaeHns» npeanaraemoro TekcTa Bbi3-
BaNO MPOAOMKMTENbHYIO AMCKYCCUIO, KacatoWylocs pelenumn Matepuana yutatenem
B KOHTEKCTEe METOA0N0MMYECKOro POoKyca aBTOPOB TeKCTa Ha 3TUYecKoe (B OTAnYMe OT
3CTETUYECKOro NMOAXOAA, BO MHOTOM MCMO/b3yeMOro B KUHOBeaeH!M). Pegakuys, nyb-
NINKYS fLlAHHYIO CTaTbIO, NPUIMaLlaeT akageMmnyeckoe COODLWECTBO K VHTENNEKTYaNbHbIM
pecnekcusamM B GOpMe OTKINKOB Ha NybavKaLmio, KOTOpble MOTyT ObITb NpeacTasieHs
Ha CTpaHwuLuax 13gaHus.
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YMHOW 0bpaLLeHNs K TeMe CTano NosBAEHNE KMHOKAPTUH, MOCBSLEHHbIX 06-
pasam OAMO3HOW NMYHOCTU 1 PACCMOTPEHHbBIX B HOBOM (B OTAIMYME OT CTapbix
hUNbMOB O TUPaHax, Kak, Hanpumep, «Kanurynar, m. pex. T. bpacc; Benvko-
6putanus, CLUA, Tanus, 1979) — YenoBe4HOM — pakypce. TakoBbl hUibMbl O
HepoHe («Pumckasi umnepusi: Hepor», pexx . Mapkyc; Vimanus, [epmaHusi, Be-
nukobpumanus, dparyus, TyHuc, 2004), Tutnepe («byHKep», lfepManus, GpaH-
ums, Utanus; pex. O. Xupwburens, 2004), KOTOPbIE y)Ke HAMETUAV NepPCnerT-
BY B Pa3BUTUM, YBEHYAHHYIO KaPTUHOW O CEMbe KOMEHAAHTa narepsi CMepTu
(«Manb4rKk B nonocaTtomn nixamer, pex. M. XepmaH; Bennkobputarus, CLUA,
2008). Pokyc 30ech HaleneH Ha penHTEPNPEeTaLMi0 OCHOBHbIX 0OPa30B B KOH-
TEKCTE BbISBNEHNS HEKMX CKPbITbIX TMYHOCTHbIX Ka4eCTB NPOTaroHMCToB. [1ns
3TOrO 310, KOTOPOE OHW MPUYMHUAN, OCTaeTCs Kak Obl 32 KapoM, a BHVMa-
HMe 3pUTENs KOHLEHTPUPYETCS Ha MPOCTBIX «<4e0BEYECKUX» IMOLMAX: HEepOH
CNE3HO COXaneeT O CBOWX MPEeCTyrnneHnsx, [MTnep cTpafaer nepeq cymum-
[OM, KOMEHAHT KOHLNareps 1 ero »eHa BnagatoT B YXKac OT UCHE3HOBEH NS
B Jlarepe CMepTu CBOEro BOCbMWIETHErO CbiHa. MacKmpys MOAMMHHYIO CyLL-
HOCTb MepcoHanui, aBTopsl WIbMOB NMEPEeBOASAT BHUMAHME C UX MPecTyn-
HOW AesTeNnbHOCTU Ha «10OPONOopPsA0YHY0» BHEBOEHHO-ObITOBYIO. B 1TOre
B paccMaTpuBaeMblX MPOU3BEAEHNAX MEPEOCMbICNINBAKOTCA YCTOABLIMECS
XapaKTepUCTUKM y3HaBAaEMO-MaCLITabHbIX 3104€eeB B OObIYHbIX, TPEOYIOLLMX
COMYBCTBYS, Ntofeit. Ho, BONpeKu Takol BONbHOW TPaKTOBKE YeOBEYHOCTH,
aBTOPbI CTaTbW NPEACTABASIOT MHYIO €ro NPOEKUMIO, Fae M3y4aeMoe aBneHume
BbICTYNaeT B KayeCTBe Pa3HOCTOPOHHE-TepOMYeCcKoro. Mo3ToMy Lenb CTaTby
3ak/0YaeTCs B ero cneumdusauymm Ha oOCHOBe ABYX MPOTMBOMOAOMKHbBIX Ma-
TPUL: 1) pa3BUTUM IYMaHUCTUYECKMX TPAAVLMIA — «NPEBbILIEHMNIN YeN0BEYHO-
cTu B yenoBeke» ([-X. Fagamep), 2) NCKaXKEHUW UCTOPUYECKINX haKTOB B yrogy
MCKYCCTBEHHOIO NpeobpaxkeHns penpeseHTaHTa 3/1a B Ye10BEYHOrO.
KntoyeBble cnoBa: 4e/10BEYHOCTb U /HKe-4eN0BEYHOCTb, 3apybexHOe KUHO
XX| BEKA, BOEHHO-UCTOPUYECKINIA, TVPaH, 310 U A0BPO, KOHL/1arepb, reponKo-
NCUXONOrMYECKOe N MOpanb, IHTENEXMS 3Na

INTRODUCTION

Among the historical films about the Second World War, films about Hitler
stand out, and Der Untergang (Downfall, known in our country as Bunker) holds
a special place on the list. The film is notable for O. Hirschbiegel’s intention to
bring out humane traits in Hitler, moving the executioner to the background.
According to the reviewer of the picture Xenia Klimentova, both the director and
the leading actor—the famous Swiss actor Bruno Ganz—tried to view the main
character as a man who had “a heart and a soul” and to show that “nothing
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human was alien to him.” The super-task of the film was to reproduce the
“humane” Fuhrer, and as B. Ganz commented on it, “I am not ashamed of the
fact that in some moments | could feel sympathy for him. If the viewer, at least in
some scenes, sympathizes with the monster | played, then | have succeeded in
my job as an actor” (Klimentova, 2005). The reviewer accompanies this statement
with a witty remark: “Ganz probably worked on the image of Hitler according to
Stanislavsky’s method, who advised to find positive features in villains to make
the role convincing” (Klimentova, 2005).*

In such surge of interest in odious personalities (by 2005, 86 films about
Hitler had been made), the authors of the film achieved unprecedented results,
rehabilitating Nazism. A survey by the Stern magazine (Germany) showed that
“about 70% of viewers believe it is possible to find humanity in Hitler. After so
many years, itis time to abandon stereotypes and look at the culprit of the tragedy
of the century with different eyes” (Klimentova, 2005). According to Berndt
Eichinger, the screenwriter and producer of the film, “the existing tradition of one-
dimensional portrayal of Hitler as a madman is much more dangerous, because it
seems to justify all other Germans... We must not forget that he turned almost the
entire population of the country into his supporters” (Klimentova, 2005).3

But then, where is the line that separates the conventional attempts to
evoke sympathy for Hitler in the movie Downfall from, for example, the actual
empathy for Jesus in the movie The Passion of the Christ (directed by Mel Gibson,
USA, 2004), whose names are supposed to eventually stand in one row?

In this connection, let us give a reference to a recognizable network
project—the Holocaust encyclopedia with a detailed representation of the Third
Reich concentration camps network (United States Holocaust Memorial Museum,
2023), which undoubtedly indicates a systematic implementation of the racial
theory of the Nazi ideologist, who aimed at enslaving the entire world and the
total destruction of entire peoples. In the movie, Hitler blames everything on
the German people: in this regard he refuses to defend his people and even five
minutes before his suicide still shouts out hate slogans. Thus, sympathy for him
can hardly be justified.

Nevertheless, the movie Downfall was not alone in its “quest for humanity.”
Five years after it, The Boy in the Striped Pyjamas came out in cinemas. It tells a
story of a fictional character, a Nazi concentration camp commandant in 1943,
and of his family. The film is based on the novel with the same title by John
Boyne (directed by Mark Herman, written by M. Herman and J. Boyne; produced
in the UK and the US). The ending scene, despite the director’s intention to show

! Not counting (and counting) those he destroyed with the help of his successful accomplices in
death camps and on the fields of World War II.
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“inhumanity of man towards others” (Andrews, 2018), evokes sympathy for the
careerist SS punisher named Ralph and his wife, whose adorable eight-year-
old son Bruno dies in the gas chamber by a ridiculous accident. The film thus
attempts to humanize Nazism through the image of an innocent child.

Fig. 1. Still from The Boy in the Striped Pyjamas, directed by Mark Herman, 2008.
The son of the concentration camp commandant—Bruno?

The Jewish boy Shmuel dies together with him. (He is not as angelic-looking
as Bruno; on the contrary, his shaved head and overweight face takes some time
getting used to. One might even wonder how such a well-fed boy came to be in
a death camp.)

Fig. 2. Still from The Boy in the Striped Pyjamas.
The young concentration camp prisoner Shmuel®

Undoubtedly, a child’s death is a tragedy that has no national boundaries.
However, in the movie the catastrophe is presented in such a way that the subject

2 See the image source: https://www.kinopoisk.ru/film/281251/ (25.06.2023).
3Seetheimage source: https://ru.pinterest.com/pin/581245895678942244/?mt=login (25.06.2023).
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ofthe mostintenseemotionsisnotthe boyin striped pyjamas (asthefilmiscalled),
but the fate of a German teenager who voluntarily entered the concentration
camp to help his friend find his missing father. And the other prisoners are given
as a background (to perish here is their destiny!). Therefore, all the sympathies
and feelings of the audience are reserved for this young ingenuous creature,
“dragged” here by his peer. And in the last scene, where the unhappy parents are
rushing around the camp territory in search of their child, the sympathy of the
viewer extends to them, including the commandant of the death factory.

A year before Downfall, a movie about the world-famous German leader,
the Protestant reformer Martin Luther (2003, directed by E. Till, German-USA
production; MGM and NFP teleart with the support of Thrivent Financial for
Lutherans) was released. Despite the commercial failure (with a budget of $31
million, reimbursed with a little over five million dollars and only later the world
rolled collected 29 and a half million), it was a typical historical-biographical
genre that has not lost its relevance till now.

According to the director’s intention, his treatment of the subject is
linked to his educational task and, moreover, “one finds in his work ‘hope and
compassion”. Moreover, the film “attempted not to ignore any aspect of his
personality (...) | wanted to explore Luther the man” (Marklein, 2004).

That is to say, the problem of man comes up again—this time the figure
appeared in history as a Protestant leader and an irreconcilable fighter against his
religious enemies (Catholic Rome, on the one hand, and non-Christians, on the
other). But in the film Luther turned out to be only positive: he loves children, is
witty at lectures, teaches Christians to be brave, and finally saves, at least, Saxony
from the terror of his associate Andreas Karlstadt. In the story, however, other
sides of Luther’s worldview are revealed, which were reflected on the fate of the
Jews. But these sides were not revealed in the film, although Luther’s anti-Jewish
calls, which were very clear, got a response (Reznik, 2016, p. 121). Thus, in his
work On the Jews and Their Lies (the section on enslavement by wealth), he wrote
that Moses would have burned to ashes the schools and houses of the ungodly,
the part of which, according to Luther’s idea, was played by Moses’ Jewish
contemporaries,* and after that Luther recommended to place them in a stable or
in the open air (like a tabor) to make them feel like prisoners in a foreign country,
but “not the owners of this country, as they boastfully declare” (Luther, 1543).

One could stop at these claims. However, the publicist Isaac Reznik and
the researcher Greta lonkis (each separately) quote Rabbi Reinhard Levin, who
characterized the consequences of Luther’s repressions in his work Luther’s

actions aimed at the destruction of the Jews, indicates, in our opinion, a high level of casuistry,
which Luther used quite sophisticatedly.
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Attitude towards the Jews (Berlin, 1911): the seeds of hatred against the Jews that
were sown “did not disappear without a trace, on the contrary, they germinated
centuries later; and then everybody who spoke out against the Jews for any
reason was sure that he had the right to refer to Luther” (Reznik, 2016, p. 122).

In addition to the above facts concerning Luther’s actions in the sixteenth
century, the public representation of his image as an anti-Semite reached its
apogee in the twentieth century. It is no coincidence that Daniel Gruber considers
Luther a theologian of the Holocaust, the anti-Jewish orientation of whose ideas
lay in the basis of the doctrine he presented (Gruber, 2016).> Certainly, E. Till could
not but be aware that the hatred towards the Jews, which Luther suffered from,
completely contradicts the concept of man. Therefore, since Luther’s Judophobia
was openly manifested only in the 1530s, the director and screenwriters
(K. Thomasson and B. Gavigan) limited themselves to the period from 1505 to
1530, and this compromising issue of Luther was “safely” removed in favor of
creating a myth about his humanity, and ultimately an improved version of
Luther himself. Thus, the humane, as it follows from E. Till's concept, is refusing
to embody negative character traits and putting only positive ones into mass
consciousness.Asaresult, Luther’simageturnedinto an absolute symbol of good.
Nevertheless, if the authors had turned to history, they should have remained
within the scope of the requirements for its reproduction. Ramén Lopes-Facal and
D. Schugurensky write that such requirements are absolutely necessary nowadays
because history is not simply a chronological account of what happened in the
past. It must be critically understood “on the basis of reliable sources and data
for creating interpretations (...). The past is not a distant planet in space. It is
closely connected with the present” (Lopes-Facal & Schugurensky, 2023, p. 22).
It is therefore no coincidence that “[c]urrently, the concept of historical thinking
frequently emphasises the analysis of evidence, reasoning, interpretation and
argumentation” (Carrasco & Serrano, 2023, p. 37)

The desire to justify the actions of an odious personality is an ideological
attack on people’s consciousness, the influence of which was noted by Romil
Sobolev on the example of the peplum genre, as he spoke about the viewer’s
confidence in acquiring valuable historical knowledge after watching the film.
In such a film production, “it is possible to implicitly, allegorically draw the
viewer’s attention to certain events, emphasize some and completely distort
others” (Kolokolova 2018, p. 96). A similar phenomenon, as we have noticed, has

°B. Khavkin, speaking on Luther’s doctrine as the germ of Nazism, cites the publisher of the
Nazi anti-Semitic newspaper Stiirmer, J. Streicher, one of those sentenced to hanging by the
International Military Tribunal at Nuremberg: “In my place, Martin Luther could be sitting among
the accused, if his work On the Jews and their Lies had been presented to the court” (Khavkin,
2019, p. 180).
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touched other film genres as well. In an attempt to revive an old idol transforming
itinto a human being and to evoke sympathy for him as for a sufferer (in the films
Downfall or Nero), he is turned into a symbol of good, making the audience (in
reality, millions of people) believe that this image is true and accept the concept
of concealing evil and fill the resulting gaps with made-up virtues.

The relevance of this research lies namely in studying such interpretation of
odious personalities (it also accounts for its novelty), expressed in the analysis of
this deceitful transformation of historical figures and, more broadly, in examining
the modern understanding of man and humanity, since these concepts have
been very vague so far. In Oliver Hirschbiegel’s reinterpretation we see the refusal
to portray Hitler one-dimensionally as a madman. If we look at Hitler this way,
then there will be no reason for sane people to sympathize with him at all. And
humanity in the film Luther by Erich Till covers all personal traits, including hope
and compassion. However, in this case, as we have demonstrated above, their
presence was at least very selective.

In such complex correlation of the concepts man and humanity, there is a
need to consider them in particular. Therefore, the aim of the article is to reveal
the essence of humanity in two opposite conceptual matrices. One is classical,
which has always existed and is expressed in the development of humanistic
traditions—"“exceeding humanity in man” (G.-H. Gadamer). The other is modern
and consists in distorting historical facts in favor of artificial transformation of a
negative characterinto a humane one. Such a consequence of distorted tolerance
while telling the audience about significant historical figures gives the authors
grounds to put forward the hypothesis of the existing entelechy of evil covered
by the mask of good. Such entelechy has acquired existentially threatening
significance for the development of modern society.

The object of the study is foreign historical films of the 21st century; the
subject is the embodiment of the phenomena of humanity and false-humanity
in them.

Theoretical significance consists in justifying the phenomenon of false
humanity, which will become the foundation for further research into the theory
of evil as a particular direction in philosophical thought. Practical significance lies
in the application of this theory in the courses of philosophy, social psychology,
pedagogy, political science, cultural studies and history of art, especially the
theory and history of cinema and the analysis of key media concepts.

Methods. To study the phenomenon in question, we used the ethico-
philosophical approach in integration with the cultural approach.
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Films and concepts

The concept of humanity is usually given a rather vague definition in
academic dictionaries: “worthy of a human, responsive, humane”® A relatively
precise definition was given by Elena Pavlova: “humanity is a dual quality of a
person, manifested in action towards another person” (Pavlova, 2015, p. 262).
However, a human being is a being that initially has both positive and negative
potential. The criterion here is the foundations of moral, the violation of which,
according to Gottfried Wilhelm Leibniz's observation, transforms into physical
evil and leads to irreversible consequences: “one Caligula or Nero caused more
evil than an earthquake” (Leibniz, 1989, p. 147). Failure to follow the moral
foundations of society causes tense and unsolvable intrapersonal conflicts,
because their cause, as Jeffrey B. Russell notes, lies in ourselves, “the court of
conscience evaluates and punishes us, the guilty ones, like aliens that should be
expelled from the world where our ‘self’ should exist in harmony with the world
and ourselves” (Svetlov, 2001).

Investigating the human self, Immanuel Kant back in the 18th century
identified the original dictatorship of man’s duty towards himself, which lies in
the moral cognition of one’s own self and penetration “into the hard-to-measure
depths (abyss) of the heart” (Kant, 1999, p. 835). However, Kant’s understanding
of evil would be incomplete without its characterization, formulated in the
Stanford Encyclopedia of Philosophy. Viewing his doctrine as a secular theory of
evil, it conceptualizes three contradictory truths about human nature, equating
evil with not fully good will:

« we are radically free;

« we are naturally inclined to good;

« we are naturally inclined to evil.

Kant calls the latter radical evil because it is ineradicable, for “all men have
a tendency to subordinate the moral law to their own interests.” Hence the three
degrees of evil that aggravate according to the corruption of the will:

« fragility, when a person tries to act according to moral, but due to his
weakness cannot bring his plans to completion;

«impurity, when a person with animpure will performs morally right actions
only partially (e.g., because of personal interests). This is the form Kant considers
a defect of the will worse than weakness, because an impure person has allowed
himself to be guided by his own self-interest in addition to moral law;

« perversity or wickedness, when someone with a perverted will overturns
the proper order of incentives. Instead of giving priority to moral law over all other

® Ozhegov, C.I., & Shvedova NY. Tolkovyy slovar’ russkogo yazyka [Glossary of the Russian
Language]. (In Russ.) Retrieved May 24,2023, from: https://dic.academic.ru/dic.nsf/ogegova/265398
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incentives, he puts his love to himself above moral law. Therefore, in this case
man’s will reflects the worst form of evil that man can do.

In contrast to Kant’s definition of radical evil, Hannah Arendt, in her attempt
to understand the horrors of Nazi camps, put forward the notion of banal evil,
which she explored by analyzing the figure of the Nazi official Adolf Eichmann, who
organized the deportation of Jews to the places of extermination. Arendt became
convinced that Eichmann, like other “desk killers,” was not guided by demonic
motives. On the contrary, “Eichmann’s motives and character were banal and petty
rather than deeply evil,” and he was a “terrifyingly normal” man “who simply did
not think very deeply about what he was doing” (Calder, 12013, 22022).

Itis difficult to agree with this understanding of normal and banal, because
the mass slaughter of people is evil beyond the normal and must be explained
considering fascist ideology. For us, however, the main thing is that the following
conclusions follow from these statements:

« human beings are predisposed to both good and evil;

« theinclination to evil, despite the primacy of moral law, manifests itself in
putting one’s interests above moral law;

«in Nazi Germany, moral law was replaced by racial ideology, which justified
for the German nation the supreme necessity and absolute right to enslave and
destroy other peoples.

When the phenomenon of humanity appears in such an atmosphere, it is
a heroic and seemingly an impossible event. Therefore, we will consider it in a
heroic-psychological perspective, as it was originally understood in a Greek polis,
and to which H.-G. Gadamer drew attention. And then his interpretation of man,
who in works by Plato always showed “humanity in the definiteness of its excess,”
was reconstructed by lvan Riazanov (2022, p. 223). Such a statement by Gadamer
as “Man is a being that surpasses itself’ (italics used by the authors of the article—
G.K., I.K), confirmed in ancient Greek philosophy by the heroic death of Socrates
and the courageous behavior of his student Plato (as well as earlier, by the pre-
Socratic Anaxagoras’ resistance to persecution and later—the same of the Roman
philosopher Cicero), will serve as an indicator of humanity in our work.

Let us begin with the most natural form of humanity—the transformation
of an individual from an ordinary one into a Stoic. One of such examples in the
Western European cinema of the early 21st century is the film The Pianist directed
by Roman Polanski; production of Poland, France, Great Britain, Germany.
The plot is based on the biographical book by the outstanding Polish pianist
Wladyslaw Szpilman. During the occupation of Poland (1939), he, like all other
Jews, was temporarily placed to the Warsaw Ghetto, and afterwards he was to be
sentto the Treblinka concentration camp. Wladyslaw’s heroism is devoid of outer
effects. He survived in the ruins of a city with no possibilities of existence.
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Humanity, not without courage, also arises in one of the officers of the
retreating German army, Captain Wilhelm Hosenfeld, who later died in a camp
for German prisoners of war (1952). Upon hearing Szpilman playing Ballade No. 1
(g-moll) by Chopin, which expresses the protesting nature of the Polish musician
(both a century earlier by the composer himself and by a twentieth-century
pianist), the German, judging by the change in his posture and facial expression,
felt respect and a clear empathy for Szpilman. The unusual nature of the situation
is reinforced by the fact that Wladyslaw, with his vivid biblical appearance, has
grown thick black hair, a beard and a moustache during the war, so that in this
episode incompatible things collide: the symbolism of Jesus Christ and the
reality of Nazism.

Fig. 3. Still from The Pianist, directed by Roman Polanski, 2002.
The German captain brings Szpilman food and gives him his overcoat’

A kind of personal spiritual development is the collective transformation of
characters, such as the soldiers and their superiors undergo in the film Hacksaw
Ridge (directed by Mel Gibson; production of Australia, USA, UK, China, 2016). This
change occurs under the influence of a Christian and a stoic, the protagonist of the
movie in the U.S. Army, who for ideological reasons refuses to kill his own kind and
receives the highest military award (Medal of Honor) after the attack on Okinawa.

An actual dissenter and, at the same time, a hero—how the transition
to humanity is made here? Matt Zoller Seitz sees it in the character’s unusual
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personal traits, which are so crystallized in him that he is perceived as “a serene
and an undeniably good person, making him seem more like an angel than a
human being.”®

An angel might be a believable interpretation, but he turned out to be
Desmond Doss, a real American Army soldier who is a legendary historical
figure. He came to the war as a volunteer not to kill people, but to save them.
For such willfulness he is mocked, beaten and sentenced to court martial on the
colonel’s initiative. However, due to an almost forgotten clause in the law “for
reasons of conscience” he is released from direct military duty and sent off to
the front as a medic. And the front represents a real event—one of the bloodiest
battles against the Japanese on the island of Okinawa for the 400-meter height
Maeda Escarpment or Hacksaw Ridge (end of World War I1). With the depiction
of this battle, in which, after the Japanese counterattack in May 1945, the 77th
Infantry Division was defeated with a huge number of casualties, a complete
transformation of the soldiers and superiors’ attitude to Doss begins. He saved
75 wounded in the battle and one by one his former enemies appear before him
hoping to be rescued and with a bitter recognition of his rightness.

Fig. 4. Still from Hacksaw Ridge, directed by Mel Gibson, 2016.
The medic Desmond Doss is saving the wounded®

8Seitz, M. Z. (2016, November, 4). Hacksaw Ridge. RogerEbert.com. Retrieved June 10, 2023, from:
https://www.rogerebert.com/reviews/hacksaw-ridge-2016
9 See the image source: https://www.filmpro.ru/movies/336449/shot (21.06.2023).
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In this inversion from aggression to friendliness humanity germinates,
and in Doss himself it is further reinforced by his willingness to sacrifice. The
most valuable thing in this metamorphosis is not the original personal quality,
but gaining it in the state of mortal danger. The reason is the soldiers’ epiphany
concerning the essence of good and evil.

The awakening of individual and collective humanity is shown in the
Hungarian movie-parable Son of Saul (production of Hungary (Saul fia) with the
participation of the United States, France, Israel, Bosnia and Herzegovina, 2015).
The film was the debut of the director Laszl6 Nemes (who won the Grand Prix of
the Cannes Film Festival and Best Foreign Film Award at the Oscars). The title of
the film is enigmatic because, despite the biblical associations, no connection
with this source initially arises. King Saul from the Old Testament and his three
sons die in a battle against the Philistines, who constantly attacked the Kingdom
of Israel. The wounded warrior, throwing himself on a dagger, commits a suicide
(1 Kings 1:2-6). And the character of the film named Saul wants to consign a boy
who looks like his son to the earth (by all means), which later causes his own
death as well as the death of all the prisoners who helped him. But it is in such
selflessness of both Sauls, where the excess of humanity is shown and where the
point of contact between them is found.

However, despite our loose associations, the camp prisoner in Son of
Saul is perceived differently in critical literature—as an image of a wild animal,
“impartial, vigilant, mindful only of survival” (Larsen, 2015). A review of the film
focuses on how often Saul looks back over his shoulder warily: “He and his fellow
Sonderkommado prisoners are constantly scurrying, frantically working, trying
to avoid any undue attention from the guards” (Larsen, 2015). For this purpose,
the movie was filmed in the so-called academy ratio in order to make the
compressed frame nearly square, and the main character was mostly showed in a
close medium shot. As a result, the perspective in the frame achieves the greatest
focus and intensity, highlighting the scale of human tragedy in the face of one and
the same prisoner (Larsen, 2015).

At the same time, how can we compare “the animal” part in us with a
human tragedy? Let us try to delve deeply into the contents. The action takes
place in 1944. Saul Auslénder works in the Auschwitz concentration camp, taking
away personal belongings of those strangled in the gas chamber every day. His
soul has long been hardened, and he does not react to anything. He himself,
as a worker of the Sonderkommando, is to be exterminated after a few months
together with the other prisoners from the “special team.” So, the point of his
work in the death camp is to make his life last for a few more months. However,
by chance he sees a boy who survived after the chamber, and it seems to Saul
that it is his son. The boy is put to final death to be used as an organ donor and
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the remains are burned. After this, throughout the time that follows, Saul is
preoccupied with finding a rabbi in the concentration camp to read out prayers
and with burying the “son” in the ground. The implementation of this religious
and ritual idea for Saulis, according to Larisa Malyukova, like a ticket to paradise,
but for him it means not only a mortal risk—his plan is beyond human possibility.
Nevertheless, with the death hovering over him, he makes an unbearable effort—
he does not stop being a human (Malyukova, 2015). But most importantly, despite
the fact that he unwillingly spoils the preparation for the escape with his worries
about the burial of his son, Saul awakens the understanding of humane feelings
in the other prisoners, and they demonstrate moral solidarity with him.

Fig. 5. Still from Son of Saul, directed by Laszl6 Nemes, 2015.
A German overseer is interrogating Saul*®

But reaching humanity in a war drama is not always the case, due to a
different worldview and psychological situation. The film Phoenix (Germany,
Poland; directed by Christian Petzold), although it touches upon military-
historical topics, presents another drama from the events of the Holocaust, with
the singer Nelly Lantz as a victim. Here again we observe an interest in humanity
that manifested itself in a particular story, which, according to Brian Tallerico,
serves “as a commentary for how an entire country deals with [national] tragedies
like war” (Tallerico, 2015). At the end of World War II, Nelly miraculously survived
Auschwitz, but the gunshot received right into the face changed her appearance.
The surgeon was unable to restore it, so she returns to life with a new look. In
Berlin, she meets her husband Johnny, who, not recognizing Nelly, asks her to
play the role of his wife. By doing so, Johnny intends to use Nelly as an impostor

1 See the image source: https://daily.afisha.ru/cinema/1209-syn-saula-drama-pro-holokost-
poluchivshaya-nagrady-v-kannah-i-na-oskare/ (15.06.2023).
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and take away the fortune she got from the relatives who died in the war. Further,
he constructs a massive conception of lies: he rehearses his dead wife’s reunion
scene—directing and playing with unnerving accuracy not only his part but also
that of all their friends—beside a set of rail tracks, which are obviously a reference
to death but are also reminiscent of dolly tracks” (Wheatley, 2020).

The most incredible thing is that in a short time he becomes convinced that
Nelly’s handwriting is identical to his former wife’s, and that the clothes and shoes
of the “deceased” woman fit her. He even kisses her for the purpose of conspiracy
in front of the Nazis, but no associations are awakened in him. This handsome and
thick-skinned janitor from the inn, who at the beginning of the war denounced Nelly
and secretly divorced her, does not feel his beloved is right here next to him. But at
the last moment he recognizes her from a song they once sang together.

Fig. 6. Still from Phoenix, directed by Christian Petzold, 2014. Movie poster*

Besides, the melody (after the recent vulgar version performed by two
restaurant girls) sounds as touching as the song of the Little Mermaid begging
the Prince to recognize her, because Nelly still loves her husband. Memories of
him helped her survive the concentration camp. And the poetics in her attitude
to him, captured in the music, reflects her love and her intact humanity. And his
“epiphany” may be an attempt at repentance, but may be not.

Despite the fact that the film Persian Lessons was produced by three
countries (Germany and two Eastern European ones—Russia and Belarus), which
goes beyond our research, we could not ignore it, as it is an unusual film about
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the war. It is also illustrative that the citizenship of its creators has long been
changed, and their identity in creating a parable about the Holocaust that blurs
national boundaries is no longer paramount. Authors from two countries worked
on the script. They were llja Zofin (a native Russian who moved to Germany in
the 1990s) and Wolfgang Kohlhaase (Germany), whose story formed the basis of
the plot. And the movie itself was created by the famous American film director
Vadim Perelman, who was born in Kyiv. The preview of the film stated that it was
based on real events, but no confirmation of this appeared, so the audience
was naturally initially critical about it (Brown, 2022). Nevertheless, thanks to the
work of the two leading actors (Nahuel Pérez Biscayart from Argentina and Lars
Eidinger from Germany) a certain humanity is observed in the highly fictional
storyline created by the screenwriter Ilja Zofin (Debruge, 2020).

Let us look closer at this work. We find two main characters in the center
of the story: Reza, a young Belgian Jew whose real name is Gilles Cremier,
pretending to be a Persian prisoner, and Klaus Koch, a German Nazi cook. From
the beginning of the film (showing Jewish prisoners in a Nazi camp in 1942) Reza
thinks only of his own salvation. But as the drama develops, he starts caring
for others as well. He also stops being afraid of death, tells the Nazi cook Klaus
Koch (with whom he has long been on a first-name basis) in the face that he is
a murderer who feeds other murderers, and that his brother, who left Nazism
and went to Teheran, turned out to be smarter than Klaus; he cold-bloodedly
passes by a machine gun pointed at him by a concentration camp guard. And
later, remembering the names of many concentration camp inmates (2840 out
of 25000-30000), at least partially, thanks to his uniqgue memory he restores the
archive of the killed prisoners, which had been destroyed by the Nazis. In general,
Persian Lessons has been described as “a contrived triumph-of-the-human-
spirit narrative where the Jewish character at the center is rendered a cipher for
suffering while his Nazi tormentors are unconsciously humanized” (Gates, 2023).

It is no coincidence, therefore, that Koch also has developed a new
“feeling”—care for another person (despite the fact that envy, denunciations,
gossip, and backstabbing prevail within the German camp). Klaus saves Reza
from death on several occasions, including the moment when the “Persian”
is already among those heading for their death, and finally leads him out of
the camp to freedom. In the context of the tragic plot, a grotesque line is also
growing—it turns out to be denunciatory for the cook and, paradoxically,
poetic for his “teacher” and is represented in the Nazi’s irrepressible craving for
spirituality. Before mastering Persian, Koch already “composes” poems in it, and
the “language creator” himself—Reza, who owns a book of Persian fairy tales—is
similar to the image of Scheherazade, who prolongs her life day by day with the
stories she tells her husband (Jenkins, 2023).
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With the help of art, a kind of humanity grows in Klaus. Once he even holds
his impulse to stroke the Persian on the head. Such a habit reflects an owner’s
attachment to an object or to his pet.

Fig. 7. Stills from Persian Lessons, directed by Vadim Perelman, 2020.
The cook Klaus Koch reading out his poetry and saving the “Persian” from death*?

Another “way to humanity” is to cultivate it artificially. To confirm this idea
let us look at a couple of films on the history of the Roman Empire, created at the
same time as Downfall and Luther. These are the peplums Julius Caesar (2002,
the Netherlands, Italy, Germany, the USA; by the German and American director
Uli Edel) and Nero (2004, Great Britain, Germany, Italy, Tunisia, France; by the
English director P. Marcus). We turn to them because the image of an ancient
Roman for modern film directors has become a convenient occasion to establish
a kind of bridge between Roman dictators and some figures of recent history.
Natalia Kolokolova writes that this image in cinema has been made up of two
components: the people and the ruler. The former appears as “a cruel faceless
crowd craving for spectacle and blood. The highest degree of viciousness of the
Romans is embodied by their master, Emperor Nero” (Kolokolova, 2018, p. 97).%
Itis unknown whether thisimage becomes a reference to Hitler and Nazi Germany
or is associated with Mussolini and fascist Italy, but the very analogy with the
dictators of the twentieth century is undeniable (Kolokolova, 2018, p. 97).

Here we should also add the obligatory and most often “forbidden” line
of the emperor’s love affairs with a foreign woman, a captive, a slave, a freed
woman, a childhood friend, another man’s wife, a hetaera, a relative (perhaps

13 Among Nero’s amusements we find in Cornelius Tacitus a description of his walks, dressed (so
as not to be recognized) in a slave’s rags. He wandered the streets of the city and brothels, and
his companions stole goods for sale and attacked random passers-by. After his incognito in the
night acts of violence against noble men and women was revealed, the number of robbery gangs
increased dramatically, and robberies and fights became more frequent. Therefore, Rome during
the night hours was like a city invaded by the enemy (Tacitus, 1906, Book 13, Ch. 25).
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with his mother, as in Nero). Such a person, despite her socio-political position,
often fights for her rights to supremacy in the state (see, for example, the image
of Cleopatra in the American film under the same title by J. Mankiewicz, 1963).

Thefirstimpression of Julius Caesarin Uli Edel’s film of the same nameis the
following: we see an impressive young man with appealing modern appearance,
soft, caring, courageous—all features convey his humanity, but do not create an
image of a commander. This “mumbler” spectacularly walks around in military
uniform (it suits him very well), looks into the distance, gives touching speechesin
front of his legionaries, fearlessly stands up in front of the leader of the Gauls who
issitting on a horse. As Nonna Mordyukova would say in the film The Chairman, “a
nice man, but not an eagle.” Alessandra Stanley writes that the choice of Jeremy
Sisto for the role of Caesar is puzzling. He seems “to be missing cartilage—and
acting technique. His epileptic seizures are splendid, but anything more nuanced
fails to register” (Stanley, 2003). Therefore, his “humanity” even had to be
intensified by a fight in a scene with the leader of ferocious pirates who captured
him near the island of Pharmacussa. But in reality, he, expecting a ransom from
his friends, was saved not by a duel, but with the help of his wit. Plutarch wrote
that Caesar often joked with robbers, read out his poems and speeches to them,
called those who did not understand ignoramuses, demanded silence during his
rest and promised to crucify them all after the release which made them die of
laughter. Later he still hung them along the road, and remembering the pirates’
kindness (they gave him food), he broke their legs so that they did not suffer, but
died at once (Plutarch).

Fig. 8. Still from Julius Caesar, directed by Uli Edel, 2002. Caesar and Cleopatra*

In reality Caesar’s appearance was more ascetic, especially after his return
from Egypt.

1 See the image source: https://www.film.ru/serials/yuliy-cezar/frames (23.06.2023).
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Fig. 9. Gaius Julius Caesar. The only authentic portrait made during Caesar’s lifetime.
Aglie Castle—Tusculum (ltaly)*

In this presentation of Caesar as a statesman, despite his many other merits
(before the Senate, forgiveness towards enemies, love of his people), we find even
criticism of his actions during the times of the civil war in Gaul, though no reasons
for these actions are given. Suetonius names two of them: the financial one (due to
huge debts) and fear of responsibility for everything the ruler had done during his
first consulship. After all, even one of the most authoritative senators, a philosopher-
stoic and a principled opponent of Caesar, Marcus Cato, “had often pledged to
impeach him, the moment his army was disbanded” (Suetonius, 1993a).

There is a much larger omission in the film, however—the absence of the
figure of Marcus Tullius Cicero, a famous orator and lawyer, a politician and a
successful military leader. This supporter of Stoicist ethics, concerned about
the moral foundations of the state, was subjected to repressions for defending
the republic’s interests the republic’s interests, including the exposing Lucius
Catiline’s conspiracy.’® In 60 BC, not without Caesar’s approval, Cicero was
condemned and sentenced to exile from Italy, and his estates were razed to the
ground as desecrating Rome (Markov, 2018, p. 16). But even after the dictator’s
death, the hunt for the philosopher did not stop: he was killed on Mark Antony’s
orders. Consequently, although Caesar behaved mercifully, towards his enemies
as well, his uneasy relations with Cicero would not only have failed to stain his

1 See the image source: http://ancientrome.ru/publik/article.ntm?a=1268343611 (23.06.2023).
6 Sallust cites the opinion expressed during the investigation (which, at the end of the
proceedings, was refuted) that Caesar also participated in this conspiracy (Sallustii, 1838, p. 28).
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timeless fame, but also clarified his historical role, which historians are still
discussing: did he destroy the republic in Rome or did he save the state?*

More complicated is the image of Emperor Nero, about whom Suetonius,
analyzing the moral foundations of his family tree, wrote that he took all the vices
of his family uniting them in his personality: “Nero perpetuated their separate
vices, as if these were inborn and bequeathed to him, while failing to exhibit their
virtues” (Suetonius, 1993b). To confirm this negative description, let us turn to the
Cretan sculpture which depicts Nero during his reign. Very precise characteristics
are attributed to his image:

The portrait of Nero, created, undoubtedly, by an outstanding artist,
does not reveal completely those repulsive traits of him, which came
to the surface and became especially obvious during the last years
of his life. But they are discernible in the gloomy look, in the barely
noticeable sinister smile of his mouth. (Loseva, 1975, p. 36)

“His initial acts of insolence, lust, extravagance, avarice and cruelty were
furtive, increasing in frequency quite gradually, and therefore were condoned
as youthful follies, but even then their nature was such they were clearly due to
defects of character, and not simply his age” (Suetonius, 1993b). A sensual mouth,
serpentine eyebrows and a fixed gaze, as well as frontal mass overhanging above
the bridge of his nose, give his appearance features of an animal.

Fig. 10. Nero’s head. Rome. Palatine Museum. Roman National Museum. Marble. 50s AD*®

T Transcript of the TV show Sudy Vremeni [Trial of Time] (2010), Issue 2: Gaius Julius Caesar:
destroyer of the republic or savior of the state? Retrieved May 16, 2023, from: http://www.
kurginyan.ru/publ.shtml?cmd=add&cat=3&id=68

18 See the image source: https://ancientrome.ru/art/artwork/img.htm?id=381 (27.06.2023).
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But in history, Nerois not only a behind-the-scenes murderer. He is also the
savior of a gladiator condemned to death, he is concerned with social reforms,
including fair taxation, as well as with exposing the corrupt Senate and, in the
future, with the abolition of slavery.

In Paul Marcus’s three-hour film Nero, the future ruler of Rome appears as a
naive dreamer, a young man in love with the slave girl Claudia Acte, faithful to her
till the end. Three attempts to poison his mother Agrippina and destroy herin a
shipwreck specially arranged for her are not covered. The unsuccessful attempts
to strangle his first wife Octavia, as well as her execution in exile for “adultery,” are
not shown as well (Suetonius, 1993b). On the contrary: Nero, after his divorce,
pleads her not to ruin herself, promising to give her a chance to be happy. But
later her brother reports that she drowned. The death of his second wife (the
pregnant Poppaea) due to his kicking her in the stomach (Suetonius, 1993b) is
replaced by an accident during a fervent dance in the film.

Nero is humanized to a degree that other directors could not even imagine
(Nicosia, 2018). This bloody butcher is also shown at the moment when he is
worrying about the evil done to those close to him: tears don’t dry up on his face.
He weeps over the arrest of his mother that he himself initiated, because it was for
her sake (!) that he wanted to create a just and merciful republic. He grieves over
the poisoning of his half-brother Andronicus, which he ordered himself. Realizing
his guilt, he tearfully apologizes to Acte for what he has done and still has to do
(), although in reality his sorrow is only due to the understanding that his work in
the field of music is over. (“What an artist dies in me!”).

Fig. 11. Still from Nero, directed by Uli Edel, 2004. Nero and Claudia Acte®

¥ See the image source: https://www.kinopoisk.ru/film/230391/stills/page/1/ (23.06.2023).
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Remorse and pangs of conscience still arise in the soul of the “sufferer” That
is why Claudia, who has found comfort in Christianity, gives him forgiveness in the
ending scene, taking away all his sins and thus bringing Nero closer to Christ lost
in doubts on the Mount of Olives. From Claudia’s words we learn that “Nero had a
dream about Rome, a dream about the world that is a better place. He did not start
the fire, but the fire in his soul consumed him.” And of this supposedly repentant
sadist, who killed his closest relatives, friends and most of the people, Acte, weeping
over his body, says, ‘We are all forgiven, he is not alone, he’s just got lost.”

Fig. 12. Still from Nero. Nero and Claudia®

According to Luke Nicosia, this “moral superiority of the Christian faith,
paired with the tale of Nero’s corruption, illustrates that Nero was not always
terrible and deserves pity for his fate” (Nicosia, 2018). However, the desire to coax
an emotional response from the audience ultimately lessens its effectiveness.
And overdramatizing the Christian idea in the context of the film’s deviation
from the standard interpretation of Nero has had quite a negative effect on its
perception (Nicosia, 2018).

As a result, along with Nero’s pseudo-repentance, the “repolarization
of images” occurs in the film. Nero is justified in his atrocities, while those
surrounding him take his evil upon themselves. Poppaea allegedly stupefies him
with drinks from Egypt, and he gives deadly orders; Seneca, apparently turning
over and over in his coffin, “prompts” Nero to kill his half-brother and mother;
and Claudia Acte is indirectly drawn into the circle of criminals, as she is held
psychologically responsible for the murder of Britannicus.

2 See the image source: https://www.kinopoisk.ru/film/230391/stills/page/1/ (24.06.2023).

2L All that is missing is Leopold the Cat, the main character from a Soviet animated short film,
whose catchphrase is, “Guys, let’s all get along!”
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And in the background of these dramatic shifts in the germinating idea of
Christianity (a kind of imitation of humanity) forgiveness of evil is declared: “one
must ask God with a pure heart” (just for Nero!l). Baptism is “put on stream”
(Claudia, adults, children are baptized). Even Seneca declares that he and Nero
lack true faith (a real long-matured Christian). Well, and afterwards we get a
complete atonement for all sins in Claudia’s speech: “There are no people
unworthy of redemption.”

Such falsification of facts provided in the characterization of the tyrant-
murderer, and even presented through the prism of Christian forgiveness, is
dangerous, because such characters (Nero, Hitler, etc.) are really not alone, and
labeling them as “humane” in order to rehabilitate them is a manifestation of evil.

CONCLUSION

As a result of this research outstanding examples of the twenty-first century
cinema have been analyzed and humanity has been studied as a fundamental
generic notion of good. However, in contemporary cinema it is presented
ambiguously. Some directors, introducing new historical stereotypes into mass
audience, have directed them at voluntarily acceptance of falsified history. In
their film productions, through the efforts of the creators, the evil is presented
to the audience at least in a weakened form, and sometimes as outright good.
It happens because certain political and religious leaders are shown through
the prism of far-fetched manifestations of humanity (Nero, partly Caesar, Luther,
Hitler, the death camp commandant Ralph). In their aspiration to rehabilitate the
evil such authors apparently are not aware that they are objectively contributing
to the mutation of modern society’s mode of thinking and transforming it into the
consciousness of a possible neo-Nazi electorate.

Such a trend in foreign cinema is not accidental. It can be observed in
fundamental areas of not only art but also intellectual studies. In philosophy,
for example, efforts have recently been made to redefine the concept of evil.
Explaining to his readers what is good and what is bad, Pavlos Kontos regards
evil as a natural human flaw (shortcoming). Therefore, it should be taken
condescendingly, without being connected to an ordinary crime (Kontos, 2018,
p. 4, 6). And according to the statement of Sophia M. Connell, evil is a kind of
“unnatural incurable amorality,” otherwise “a natural human defect that falls in
some sense within the domain of nature” (Connell, 2018).

2L All that is missing is Leopold the Cat, the main character from a Soviet animated short film,
whose catchphrase is, “Guys, let’s all get along!”

HAYKA TENEBUAEHMA 19 (2), 2023 134 THE ART AND SCIENCE OF TELEVISION



As a result, evil here is transformed into a fictional phenomenon that is not
so negative. However, in such cases Lars Svendsen points out that our attention
towards the victim is lost (Svendsen, 2008, p. 1).

Instead of the term “evil” itself, a new set of concepts is proposed:

(a) “unnatural incurable amorality,” which exists as such and is not curable

by medicine, but is simply a human defect by nature (therefore, one can

assume, a criminal can be allowed to kill and rob because he is mentally
or physically handicapped). But such immorality is not yet a vice (crime) as
they state;

(b) vice, which a person is born with (and since then has never heard of

morality—it is apparently natural and also “incurable). Therefore, such

vice and immorality are, almost like in poetry by Pushkin, “two things
incompatible.” Nevertheless, in order to clarify the distinction between
them, specific explanations are required, which were made already by

Aristotle. He defined immorality as a system that includes the accompanying

circumstances, their number, who the perpetrator is, what kind of act is

committed and under what conditions, using what instrument and for the

sake of what, in what way (gently or violently) (Aristotle, 1997, Book 3, 1

(I1). Only after finding out all these things the philosopher summarized that

only a madman, a deaf or a blind person can be ignorant of how immoral

foundations arise in such actions: “But if without being ignorant a man
does the things which will make him unjust, he will be unjust voluntarily”

(Aristotle, 1997, Book 7, 7 (V)).

Thus, creating the vision that evil is not evil (the world executioner is
worthy of sympathy) is a purposeful processing of public consciousness with
the introduction of false ideas into people’s minds. Sooner or later, it will find an
aggressive way out in changing social life. Such a result of the conception that
rehabilitates evil, launched into mass psychology with its predatory “entering the
mind” consists of two very traditional stages: intention—implementation. But the
origins of this construction go back to the concept of soul called entelechy that
was developed by Aristotle. Applying it to the processes that have been covered
here from the point of view of social psychology, this Aristotelian notion, initially
studied positively by Aristotle, now appears to us in a new light—the entelechy of
evil, i.e. a soul possessing negative energy. In this phenomenon the hypothesis
of evil stated at the beginning of the article finds its natural basis.

However, in the art of foreign cinema this destructive trend is opposed by
another one, in which humanity is expressed in its original humane form.

1. The transformation of a German officer into a man who sympathizes with

a victim of the war (Wilhelm Hosenfeld in The Pianist).

2. Humanity when it heroically exceeds itself (the pianist Wladyslaw

Szpilman; the medic Desmond Doss saving soldiers in the battle for
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Okinawa; the Auschwitz prisoner Saul; the singer Nelly Lantz returning from

Auschwitz to Berlin; the concentration camp prisoner Gilles nicknamed

“the Persian”).

3. Awakening of humanity in collective consciousness (American soldiers

in Hacksaw Ridge, as well as prisoners of different countries in the German

concentration camp in Son of Saul).

4. Bringing a person to the boundary of possible awakening of humanity

(the husband and acquaintances of the singer Nelly Lantz).

5. Awakening of attachment to another person regarded as one’s property

(the Nazi cook Klaus towards the Persian in Persian Lessons).

From the types of humanity we have identified, in which it is manifested “in
the definiteness of its excess,” it becomes obvious that modern foreign filmmakers
have reason to develop the traditions of European humanism, but the attempt to
impose a new vision of the villain as a virtuous person is perverse and ultimately
criminal. Therefore, the study of the rehabilitation of evil disguised as good is
not exhausted by the proposed article, but needs further analysis, which can be
developed based on the materials of this publication.

* * *

BBEAEHWE

Cpepn nctopuyeckunx GuabMoB O BTOpoi MUPOBOW BOWHe B crneuu-
anbHyto rpynny BbigensoTcs hunbMel O MMTIepe, B KOTOPbLIX Ha OCOOOM cyeTy
HaxopuTcst Der Untergang («MageHune» nnn «3akaT», M3BECTHOMO Y Hac Nof Ha-
3BaHMeM «byHkep»). OH OTMYaeTCcs HamepeHvieM pexiccepa O. Xupwburens
BbISBUTL B [MTNEPe YenoBeYecKre YepTbl, OTOABVHYB Ha 3afHWI NnaH nanada.
Pexxccep, a TakKe NCNOAHUTENb TMaBHOW POV — WU3BECTHbIN WBENLAPCKN
aKkTep bpyHO laHU, KaK NUWET peLeH3eHT KapTuHbl KceHnsa KnvMeHToBa, no-
NbITanuch YBUAETh B 06pa3e raBHOro repost YenoBeka, 0bn1afaBLero «aywoi
1 CepaLeM», — YTO eMy «He YyKAO HUYTO XMBOE». O CBOEM CTPEMNEHU BOC-
MPOU3BECTU «4eTOBEYHOrO» (ropepa, YTO SBUMOChH U CBepx3agayel dunbma,
b. MaHL cKaszan Tak: «d He CTbhKyCb TOTO, YTO B OTAE/bHbIE MTHOBEHWUA MOT UC-
MbITEIBATL K HEMY CMMaTuio. ECnn 3puTens, Mo KpanHen Mepe, B HEKOTOPbIX
cLeHax, CMMNaTU3npPYyeT CbirPaHHOMY MHOI MOHCTPY, TO CBOO paboTy aKkTepa s
BbINONHWUM» (KnumeHToBa, 2005). 3TO BbICKa3biBaHMe peLjeH3eHT ConpoBOXaa-
€T OCTPOYMHOU peMapKoit: «BeposTHo, MaHL, paboTan Hag 0bpa3om MuTnepa no
meTony CTaHWCNaBCKOro, COBETOBABLIEro AN ybeamTensHOCTV pou, urpas
3/104€€B, HAXOAWTb B HUX MONIOXKUTENbHbIE YepPTbI» (TaM Xxe).
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B TakoM BCMecKe HTepeca K 0AnO3HbIM MIMYHOCTAM (K 2005 roay o MuTne-
pe 6b1N10 co30aHO 86 hUNbMOB) aBTOPbI MUNbMa, peabunuTUpys Haumnsm, nobu-
NINCb CYLLECTBEHHbIX pe3ynsTaTos. locne onpoca, NpoBedeHHOro B [epMaHuy
XypHanoM «Stern», 0Kka3anock, YTo «0KkoAo 70% 3puTeneit CHUTarT BO3MOMHbIM
NOWUCK 4enoBevHocT B [MTnepe. Mo NpowWwecTBMM CTONBKMX €T NPULLO BpeMs
0TKa3aTbCs OT CTEPEOTUMOB U B3MMAHYTb Ha BUHOBHMKA TPareau Bexa apyru-
MW rnasamum» (Tam xe). CornacHo MHeHUo CLeHapucTa U Npoatocepa KapTuHbI
BepHaTa ANMXMHrepa, «CIOXMBLIASCS Tpaguums OAHOMEPHOTO M300paxeHus
MMTnepa B BMAe CymMaclleAwero Kyaa onacHee, Befb 3TO Kak bbl onpasabiBaeT
BCEX OCTasbHbIX HEMUEB. .. Henb3s 3abbiBaTb O TOM, YTO OH MPeBpaTH B CBOVIX
CTOPOHHMWKOB NPaKTUYECKM BCE HaceNeHne CTpaHbl» (TaM xe)l.

Ho Torga, roe NUHWS pa3feneHuns B YCNOBHbIX MOMbITKax BbI3BaTb COYYB-
cTBUE K TUTNepy B hunbme «byHKkep» 1, Hanpumep, AeCTBUTENbHOM IMNATUN K
Nucycy B hunbme «CTpacTn XpucToBb» (pexx. Men MbcoH, CLUA, 2004), nmeHa
KOTOPbIX B UTOre JO/MKHbI CTaTb PAAOMONOKHbBIMU?

MNpvBeaeM B 3TOW CBA3W CChIMIKY Ha Y3HaBaEMbIi CETeBOW NPOeKT — 3H-
LMKoNeamio XonoKocTa ¢ AeTann3vpoBaHHO penpeseHTaunen cetu KoHua-
reperi TpeTbero peiixa (United States Holocaust Memorial Museum, 2023), 4To,
HECOMHEHHO, CBUAETENbCTBYET O CUCTEMHOM MPETBOPEHUN PACOBOM TeopUn
HaLMCTCKOro MAeoNora, CTaB1BLLIEro CBOEN Liefibio nopabolleHne BCero mmupa u
TOTaNbHOE YHUYTOXEHVE Lenbix HapoaoB. B dunbMe xe MMTnep BCro BUHY CBa-
NVBaEeT Ha HeMELKMI Hapo[, B CBA3M C YeM OTKa3bIBAETCS ero 3alymiaTh U faxe
3a NATb MUHYT 10 CaMOyOUMINCTBA BCe ellle BbIKPUKMBAET YeN0BEKOHEHaBUCTHU-
JecKue N0o3yHru. Tak YTO COYYBCTBME eMy BPsiA 1M MOXET HbITb OnpasaaHo.

TeM He MeHee PUbM «byHKep» B CBOEM «CTPEMAEHUM K YEN0BEYHOCTM»
OKasancs He OAVHOK. Yepes NaTb NeT Noc/e Hero BbilWNa KapTyHa «Manbunk B
nonocaton nxame» (The Boy in the Striped Pyjamas), noBecTBytollas o cembe
BbIMbILW/IEHHOrO NEPCOHaXa — HaUMCTCKOrO KOMeHAaHTa KoHu1areps B 1943
rogy. YOOCTOeHHas MHOXeCTBa NPeMuii, KMHOMEeHTa co3faHa No OAHOMMEHHO-
My pomaHy [proHa BoiiHa (pexxnccep Mapk XepmaH, cueHapucTbl — M. XepMaH
n k. BoiH; npon3soacTBo Bennkobputarum u CLUA). dvHan KapTuHbI, HeCMo-
TPs Ha 3aMbICen pexuccepa noKasaTh «6ecyeNoBeYHOCTb YeNoBeKa No OTHOLWe-
HWIO K apyromy» (Andrews, 2018), Bbi3blBaeT COYYBCTBUE K fieNatoLIEMY Kapbepy
B CC KapaTento no umeHu Panbd v K ero xeHe, y KOTOPbIX MO HeNenon cnyvai-
HOCTV B ra30BOW Kamepe rMBHEeT WX NPenecTHbln BOCbMUAETHUI CbiH BpyHO.
TakuM 06pa3oM, AaHHbI PUABM OKa3blBAETCS MOMbLITKOM 04eN0BEYUTH HaLM3M
yepe3 0bpa3 6e3BMHHOrO pebeHka.

1He cumnTtas (1 cumTasn) Tex, KOro 4Yepes CBOMX YCMelHbIX COOBLLHMKOB YHUYTOXWA B narepsix
CMepTV 1 Ha Nonsix BTopo MUPOBO BOVHSI.
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Puc. 1. Kagp u3 dunbma «Manbumk B monocaton nimkame». Pex. Mapk XepmaH, 2008.
CbIH KOMeHfaHTa KoHLnarepst — bpyHo?

C HUM norvbaeT v eBpencknii Manbivk LLMynb (BHelWHe He Takow aHreno-
nopobHbIN, Kak bpyHo. HanpoTuB: k ero OpWTOiA ronoBe 1 NOAHOBATOMY NTNLLY
HaAo elle NPUBLIKHYTb. BO3HMKAET gaxe BONPOC, OTKyAa B narepe cMepTu Ta-
KOV YMUTaHHbIV Manbyyran?).

Puc. 2. Kagp 13 dpunbma «<Manbumk B NoiocaToi Nmxame».
FOHbIV y3HUK KOHLNarepst Wmynb®

PasymeeTcs, rnbenb pebeHka — 3TO Tpareaus, KOTopas He MeeT Halu-
OHanbHbIX rpaHuLl. OgHako B kamepe OT rasa 3afipixaetcs 1 bonblias Macca
B3POC/IbIX, HO B PUIbMe KaTacTpoda npeacTaBieHa Tak, YTo NnpeaMeToM Hanbo-
nee OCTPbIX NMEePEXNBAHMIA CTAHOBUTCS HE MabYyiMK B MOMOCATON Mimkame (Kak
Ha3BaH ubM), @ cyabba HEMELKOrO NoApPOCTKa, AOBPOBOABHO MPOHUKLIETO

2VICTOYHMK n306paxeHus cM. / See the image source: https://www.kinopoisk.ru/film/281251/
(25.06.2023).

3WcTouHMK n306paxeHns cM. / See the image source: https://ru.pinterest.com/pin/5812458956
78942244/?mt=login (25.06.2023).
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B KOHLarepb, 4TOObl MOMOYb NPUSTENIO HAWTK €ro NponasLero oTua. 3aknto-
YeHHble e AatoTCa KaK AeKopaTuBHbIA DOH (MM Beflb 1 NONOXKEHO 3[eCh Cri-
HyTb!). TO3TOMY BCE 3pUTENbCKME CUMMNATUN U NEPEXMBAHNS NpefHA3HaYEeHb
3TOMY IOHOMY BECXUTPOCTHOMY CYLLECTBY, KOTOPOTO «3aTallu» Clofla ero ceep-
CTHUK. V1 y)X B nocnefHeli CLUeHe, rae Hec4acTHble pOAMTENM B MOUCKax pebeHKa
MeYyTCs MO NlarepHoOl TepPUTOPUM, CONYBCTBME 3pUTENelt pacnpocTpaHseTcs
1 Ha HKX, B TOM YMCe 1 Ha KOMeHaaHTa habpukm cMepTnl.

A 3a rog o «byHKepa» B CBET Bbiwen hubM O BCEMUPHO M3BECTHOM He-
MELKOM Nnaepe — NpoTecTaHTCKoM pedopmaTope MapTuHe flioTepe (2003,
pex. 3. Tunnb, Npon3eoacTeo fepMaHumn-CLIA; koMmnaHuu MGM 1 NFP teleart
npu noaaepxke Thrivent Financial for Lutherans). HecmoTps Ha Kommepye-
CKMI Heycnex (Npu BromxeTe B 31 MAH S, BO3MELLEHHbI HEMHOT M Bosee NaTu
¥ TONBKO MO3Ke — C UCMOb30BaHNEM MUPOBOTO NpoKaTa — KOMMEHCKPOBaH-
Hblll B 06bemMe 29 ¢ NONOBMHOM MAH), SBUACS TUMOBLIM UCTOPUKO-BUOrpadu-
4eCKMM XaHPOM, He YTpaTVB CBOEM aKTyanbHOCTY W B Hale BpeMs. 10 3ambic-
ny pexxwviccepa, ero obpatleHne K Teme JlloTepa CBS3aHO C NPOCBETUTENbCKOM
3aa4ei 1, KpoMe TOro, «y HEero MOXHO BCTPETUTL “Hafexmay U cocTpaaHune”s.
Cepx Toro, B punbmMe «bbina NpeanprHsaTa NoOnbITKa He UTHOPUPOBATb HI OAHY
CTOPOHY ero IMYHOCTH (...) 9 xoTen nccnenosats /ltoTepa-yenoseka» (Marklein,
2004).

To eCTb BHOBb BCTaeT NpobnemMa YenoBeKa, Ha ceit pa3 MMYHOCTU, KoTopast
NposiBMNACh B UCTOPUM KaK MPOTECTAHTCKUI NUaAEp 1 HenpuMupuMblid bopel
C PENUTMO3HbIMU BparaMu (KaTonm4ecknm PYMOM, C OGHON CTOPOHSI, 1 HEXpUC-
TMaHaMn — ¢ gpyron). Ho B KMHO JltoTep Noay4uncs ToAbKO NOAOKUTENbHbBIM:
MOBUT aeTer, oCTPUT Ha NeKUMsX, YIUT ObiTb CMenbiMy XpUCTUAH, HaKoHel,
cnacaeT, Kak MVHMMYM, CakCOHMIO OT Teppopa CBOEro copaTHWKa AHapeaca
KapnwTaara. B ucTopuu xe NposiBUANCH VHbIE FPpaHK TIOTEPOBCKOrO MUPOBO3-
3peHns, oTpasmBLUerocs Ha cyabbe eBpeeB. HO X UCTOKM B hunbMe BbISBNEHbI
He BblnK, XOTS B HAPOAHbIX Maccax aHTMeBpencKMe Npu3biBbl /ltoTepa, HOCKB-
WMe MaKCUManbHO KOHKPETHBbIV XxapakTep, OTKAMK Halwnu (Pe3Huk, 2016, c. 121).
Tak, B paboTte «O eBpesix v Ux MK1» (pa3gen o nopabolieHnn 6oraTtcTBoM) OH
nucan, 4y1o Moucelt oker 6bl 4O NenenuLy LWKONbI 1 JOMa HevyecTUBLEB, POb
KOTOpPbIX, MO MbICAK JltoTepa, B flaHHOM Cfly4ae UCMOMHSAAW ero COBPeMEHH!-
Ku-eBpen*. [lanee, nx, N0 MbICAIM HEMELIKOTO O6Oroc/10Ba, BNOMHE MOXHO ObiNo
6bl PAa3MECTUTb B YCOBHOM X/1€BY UAKN MO OTKPbITbIM HEHOM (T.€. Kak ecnu Hbl
B Tabope), 4Tob YyBCTBOBaNM cebs NNEHHMKAMUM Ha YyKOMHE, a «He X03s51eBaMu
CTpaHbl, Kak OHW XBaCTAMBO 3a8BnsAt0T» (/lioTep, 1543).

#Quasi-cchlika Ha OfIHOTO M3 NaBHbIX MPOPOKOB aBPaaMMUYECKMX PENUINIA B KOHTEKCTE ONpaB-
[aHWs AeNCTBUIA, HaUeNeHHbIX Ha YHUYTOXEHVE NYAEeEeB, CBMAETENbCTBYET, Ha Hall B3rag, O
BbICOKOM YPOBHE Ka3yWCTUKU, KOTOPOIA /TtoTep NMonb30Bancs BeCbMa 130LpeHHO.
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Ha 3Tunx TpeboBaHUaX MOXHO HbIN0 Obl Y OCTAHOBUTLCS. OfHAKO Ny6n-
umcT Wcaak Pe3HuK 1 nccnepoBatens MpeTa MOHKKC (Kaxablid B OTAENbHOCTW)
LUMTUPYIOT paBBuHa PaliHxapaa /1eBlHa, oXxapakTepr30oBaBLlero B cBoel pabo-
Te «OTHOwWeHWe /lioTepa k eBpesam» (BepnuH, 1911) nocneacTBus NOTEPOBCKMUX
pEenpeccuin: ceMeHa HEHaBUCTU K eBPesiM, KOTOpbIe BbINW MOCEsHbI, <He UCHe3-
nv beccneaHo, HaNPOTKNB, OHU NPOPacTany CNyCTs CTONETUS; U BCErAa Kaxapii,
KTO MO KaKmM-11M60 MOTMBAM BbICTyNan NpoTUB eBpeeB, Oblf yBEpeH, 4TO MMeeT
NpaBo CCbiNaThCs Ha JltoTepa» (Pe3Huk, 2016, . 122).

MoMnMO NpuBefeHHbIX haKToB, Kacarowwxcs aevcTenii /ltotepa B XVI
Beke, NybavyHas penpeseHTaums ero obpasa Kak aHTMcemMmTa goCTura ano-
res B ABaAUaTOM. He cnyyaitHo laHnans Mpybep cumTaeT /ltoTepa TeoNorom Xo-
NOKOCTa, aHTMEeBPENCKas HanpaBNeHHOCTb MUael KOToporo Hbina M3HavanbHoO
3aN0XeHa B NpeAcTaBngeMom num ydeHun (Fpybep, 2016)°. 3. Tunb, pasymeeTcs,
He MOT He 3HaTb, YTO HEHaBWCTb K eBpesiM, KOTOPOi CTpagan JlloTep, HaxoauT-
Csi B MOMHOM MPOTVBOPEYNM C MOHATUEM «HeNoBeK». [103TOMY B CBA3M C TeM,
4TO toaodh06CTBO /lIoTEepa OTKPLITO MPOSBUIOCL TONbKO B 1530-e, pexuccep
1 cueHapucTbl (K. TomaccoH 1 b. MBUraH) orpaHnynnmcs nepruoaom ¢ 1505-ro
no 1530-14, 1 3TOT KOMNPOMETUPYOWMI /lloTepa BONpocC Bbin «bnaronony4Ho»
CHAT Byrofy co3faHuto Muda o ero 4e10BEYHOCTH, @ B KOHEYHOM CYETE — YNyY-
WweHHoro /lioTepa. TaknM 06pa3oMm, YenoBevecKoe, Kak cnefyeT 13 KoHUenumm
3. Tunns, — 3TO OTKa3 OT BOM/OWEHWS HeraTMBHbIX YepT xapaKkTepa v B6poc
B MaCCOBOE CO3HaHMe TONbKO NO3UTUBHBIX. B nTOre obpas /ltoTepa npespaTun-
cst B abCOMOTHbIV cCMBON f06pa. TeM He MeHee, ecin YK aBTOPbl 06paTUANCh
K UCTOPWK, TO OHU IOMKHbI ObINN bl HaxoAUTLCS B cchepe TpeboBaHMI, Npeab-
ABASEMbIX K ee BocnpousseaeHuto. PamoH /flonec-®akan v . lyrepeHckuii
NULWYT, 4TO B Halle BpeMs Takue TpeboBaHWS NPUHUWNNANBHO HEOOXOAWMBI,
NOTOMY YTO UCTOPUS — 3TO HE NMPOCTO XPOHONOTUYECKUIA OTHET O TOM, YTO MPO-
“30Wno B NpownomM. OH Jo/mKeH BbITb KPUTUYECKM OCO3HAH «Ha OCHOBE A0-
CTOBEPHbIX UCTOYHMKOB 1 AAHHbIX A1 MOCTPOEHUS UHTepnpeTauui (...) Mpo-
Wwnoe — He yganeHHas B NpocTpaHcTBe nnaHeTa. OHO TeCHO nepenneTaeTcs
C HacToswmm» (Lopes-Facal, Schugurensky, 2023, p. 22). lo3ToMy He ciydaiHo
«B MocfiefHee BPeMs aKLeHT B UCTOPUYECKOM MbIWNEHNY fenaeTcs Ha aHanu-
3e 40Ka3aTeNbCTB, PACCYXAEHWN, MHTEepNpeTauuy 1 aprymeHTaumm» (Carrasco
and Serrano, 2023, p. 37).

° b. XaBKuH, roBopsi 06 y4eHunu JlioTepa Kak o 3apofblilue Halv3Ma, NpUBOAWT 3asiBieHne Ha
CyAe M3paTtens HauWCTCKON aHTUCeMUTCKON raseTbl «lLTiopmep» HO. WTpaiixepa, ogHoro n3
NPUroBOPEHHBIX K MOBELEHMI0 MexayHapoaHbIM BOEHHbIM TprbyHanom B HiopHbepre: «Ha
MOEM MeCTe Ha CKaMbe NMOACYAUMBbIX MOT Bbl C1AeTb MapTuH JlloTep, ecnu bl cyay 6bin0 npeg-
CTaBeHOo ero coumHeHne “O eBpesx v ux mkn”» (XaBkuH, 2019, c. 180).
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B cTpemneHuu onpaBaaTh AeiCTBUS OAMO3HOM NMYHOCTU BUAUTCS MAEO0-
NIOTMYecKas aTaka Ha CO3HaHMe NofAeN, BAUSHVE KOTOPOW Ha MprMepe XaHpa
nennyma otmeyan Pomun Cobones, roBopst 06 yBepeHHOCTU 3puTens nocne
npocMoTpa hunbMa B NPUOBPETEHMMN LI@HHbBIX UCTOPUYECKMX 3HAHWIA. B TakoMm
rnbMe «MOXHO HesiBHO, MHOCKa3aTeNbHO 0bpaTUTb BHYMaHKWe 3pUTens Ha Te
MAU MHble COBBITUS, NOAYEPKHYTH OfHM 1 BOBCE WCKa3uTb apyrue» (Konokono-
Ba, 2018, c. 96). MoaobHOe ABNEHNE, KaK Mbl 3aMETUNMU, KOCHYNOCh U APYTUX Kn-
HOXaHPOB. B NonbITKe peaHMMMPOBaTL CTAPOro MAoNa B YenoBeKa 1 Bbi3BaTb K
HeMy COYYBCTBME KaK K cTpagansLy (B hunbmax «byHkep» nnv «HepoH») ero npe-
BpaLLAtoT B CMMBON 106pa, 3aCTaBnsAs 3puTene (B8 peanbHoCTV — MUNAVOHBbI N1to-
Aeii) NoBepuTb B NPaBAMBOCTbL 3TOTO 06pa3a 1 NPUHSATL KOHLENUMIO YMONYaHNs
3712 C 3aN0IHEHNEM BO3HUKLUVIX NMYCTOT HafyMaHHbIMU obpoaeTensmu.

B un3yyeHUn nogobHOM TPaKTOBKM OAMO3HBIX NUYHOCTEN COCTOUT aK-
TyanbHOCTb MCCNEA0BaHWS, U3 Yero BbITEKAeT M ero HOBU3HA, BblpaXeHHas
B aHanu3e NykaBoro NpeobpaxeHns UCTOPUYECKMX NUL, U WMPe — COBPEMEH-
HOTO OCMbIC/IEHVS YeNoBeKa 1 YeNoBEYHOCTH, OO [0 CUX MOP 3TN MOHATUS
OKa3blBalOTCS BECbMa pacnbiBYaThiMU. B penHTepnpeTauuv pexuccepa Onu-
Bepa Xvpwburens — 3To 0TKa3 OT OAHOMEPHOTO U30bpaxeHuns MTnepa B BUAE
cymacuwepwero. Torga npyYmH Ans CONYBCTBUS eMy Y 34PaBOMbICASAWMX Ntofel
BoOOLLe He ocTaHeTcs. A YeNOBEYHOCTL Y pexunccepa dpuxa Tunsg B dunbme
«JltloTep» — 3TO 8Ce YepThl NMYHOCTM, B TOM YMCNe Hagexaa U cocTpafaHue.
OpfHaKo B JaHHOM Ciyyae, Kak Oblno MoKasaHo Bbille, UX Hanuyue HOCKNO, Kak
MUHUMYM, BECbMa U3bMpaTeNbHbIN XxapaKTep.

B TaKol HenpocTol Koppensumm NoHATUM YenoBeKa U 4enoBevYHOCTI BO3-
HVKaeT HeobXOAMMOCTb MX CMeLManbHOoro paccMoTperys. Mo3Tomy Lenb cTa-
TbU 3aK/I0O4AETCS B BbISBAEHUYM CYTV YENOBEYHOCTH B ABYX MPOTUBOMONOKHbBIX
KOHLENUMOHHbIX MaTpuuax. OgHa — Knaccuyeckas, KoTopas Bcerga CyLlecTBo-
Basia 1 BbIPAXAETCS B PA3BUTUU N'YMaHUCTUYECKUX TPAAULMIA — «TMPEBbILLEHNN
4eNoBEYHOCTU B YenoBeke» (I.-X. lagamep). [lpyrasi — COBpeMeHHas, CocTosLas
B VICK@XXEHWUW UCTOPUYECKINX DAKTOB B YroAy MCKYCCTBEHHOMY MPeobpaeHuio
OTPULATENBHOMO MepCoHaXa B YeNOBEYHOro. Takoe CNeACTBME MCKaXKEHHOMN
TonepaHTM3auUmMm B OCBELLEHNN 3HAYUMbIX MCTOPUYECKMX MEPCOHAXeEN faeT oc-
HOBaHWe aBTopaM BbIABMHYTb MMNOTE3Y CYLECTBOBAHYS IHTENEXMN 3N1a, NPW-
KpbITO MacKoi fobpa. MogobHas aHTenexns B Hale Bpems nprobpena sK3u-
CTeHLManbHo-yrpoxatoLLee 3Ha4eHve s pa3BuT1s COBpPEMeHHOro obLiecTsa.

O6BEKTOM 1CCNea0BaHUsS ABAAIOTCS 3apybexHble NCTopUYecKne hunb-
Mbl XX| Beka, MpeAMeTOM — BOMMOLeHVE B HUX (DEHOMEHOB YeN0BEYHOCTH
W Ke-4enoBEYHOCTH.

TeopeTnyeckass 3HAa4YMMOCTb COCTOMT B ODBOCHOBaHWUW SIBAEHWS JKe-
4eNOBEYHOCTU, KOTOpast CTaHeT dyHAAMEHTOM AanbHENLEro UcCnefoBaHms
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TeopuK 3n1a Kak 0coboro HanpasneHns B GUNocodckoit Mbican. MpakTuyec-
Kasi — B NMPUMEHEHWUY 3TON Teopun B Kypcax dunocodum, coumansHom neu-
XONOrWK, Nefarorvku, MoNUTONOTUM, KyNbTYPONOrMM U UCKYCCTBOBeEeHWS,
B 4aCTHOCTW TEOPUM U UCTOPUM KUHO M @aHANN3a KIOYEBbIX MeAVAKOHLIENTOB.
MeTopbl. [115 M3y4eHnst paccMaTpUBAEMOrO siBEHUsS UCMOb3yeTcs 3TH-
KO-P1NocohCKIMin MOAXOA BO B3aMMOAENCTBUM C KyNbTYPONOrMYECKMM,

®durnbMbI ¥ KOHUENLMYN

MOHATUIO YE0BEYHOCTY B aKafeMUYecKnx CnoBapsx obblYHO Aaetcs
[OBO/IbHO Pa3MbITOE onpeaeneHmne: «JoCTOMHOe YenoBeKa, OT3bIBYMBbIN, Y-
MaHHbIN»%, OTHOCUTENbHO KOHKpPETHOoe AaHo EneHoW MaBnoBoii: «4enoBey-
HOCTb — flyanbHOE Ka4ecTBO YenoBeKa, NposiBAsiolleecs B AeACTBUM MO OTHO-
WEHNIO K ApyroMy YenoBeky» (Maenosa, 2015, . 262). OgHaKo 4enoBeK — 370
CYLLLECTBO, B KOTOPOM M3Ha4anbHO COAEPIHUTCS U NMONOKUTENbHbINA NOTEHUMAN,
W OTpULATENbHbBIV. KpuTepuem 34echk CyKaT OCHOBbI MOPani, HapyleHne Ko-
Topoi, No HabntoaeHuto I.B. NlelbHuLa, NnepexoanT B Gur3nyeckoe 310 1 Npw-
BOAWT K HEObpaTVMbIM NOCNEACTBUAM: «<OANH Kanuryna unu HepoH npuyvHmnn
3na 6onblie, Yem 3emneTpsceHe» (Nlelbru, 1989, c. 147). HecobntogeHmne mo-
pasbHbIX OCHOB 0DLIECTBA BbI3bIBAET B HEM OCTPbIE U HEPA3peLlMble BHYTPHU-
JIMYHOCTHbIE KOHMNMKTBI, MOCKOMBKY VX MPUYMHON, N0 3aMedaHuto [reddpu
B. Paccena, oka3sblBaeMcsi Mbl Camu, «Cy[} COBECTU OLIEHMBAET U HaKa3blBaeT Hac,
BMHOBATbIX, KaK Yy)Kaka, KOTOPOro CleayeT U3rHaTb U3 MUPa, rae NpUCyTCTBYeT
Halle rapMOHMYHOE C MUPOM 1 coboit “a”» (CBeTnos, 2001).

Nccnepys vyenosedeckoe «si», elle MMmarywn KaHT BbisiBUA M3HavYanbHoe
BefeHne AoNra Yenoseky nepef camum cobolt, KOTOPOEe 3aK/YeHO B HpaB-
CTBEHHOM MO3HaHWW CaMoro cebst 1 MPOHVKHOBEHUW «B TPYAHO M3MeEPsieMble
rny6uHbl (6e3aHy) cepaua» (KaHT, 1999, c. 835). OfHaK0O KaHTOBCKOE NMOHUMaHKe
3na byfeT HenonHbIM 6e3 ero xapakTepucTukm, chopmynmpoBaHHol B CTaH-
copackol drnocodckon IHUMKNONeANN. VIcxoas 13 ero y4eHns Kak CBeTCKOM
TEOpWN 3N1a, B HE OCMbICTIEHbI TPV MPOTUBOPEYaLLMe APYT APYrY UCTWHbI O Ye-
JIOBEYECKOU NPUPOLAE, NPUPABHSBLUME 3/10 K HE BMOJHE A0OPOI BONe:

* Mbl PafjnKanbHO CBOHBOAHbI;

« Mbl MO NMPVPOAE CKIOHHbI K 106pY;

« Mbl MO NPUPOAE CKIOHHbI KO 371Y.

MocnepHee KaHT Ha3blBaeT pafiMKanbHbIM 310M, NOTOMY YTO OHO HEUCKO-
PEHMMO, MBO «BCe NIOAM NMEIOT CKNOHHOCTb NMOAYUHSATH HPABCTBEHHbIA 3aKOH
CBOUM UHTepecam». OTCiofa 1 Tpu CTeneHwu 3na, ycyrybnsaoumecs no crenexu
MCMOPYEHHOCTUN BOMM:

 Oxeros, C.M., WsenoBa, H.t0. Tosnkoswslli ciosaps pycckozo s3eika. https://dic.academic.ru/dic.
nsf/ogegova/265398 (24.05.2023).
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*« XpYMKOCTb, KOMAa YeNOBEK MbITAaeTCs COBEPLWWTH HPABCTBEHHbIE MOCTYN-
KW, HO B CW/1y CBOEN CNaboCcTy AOBECTM CBOW MaHbl 0 KOHLLA HE MOXET;

+ HEYMCTOTa, Korda YenoBeK C HeYMCTON BOMei coBepliaeT MOpanbHO
npaBuibHble AENCTBUS MWL OTHACTM (Hanpumep, W3-3a NMYHOTO MHTEepeca).
Takyto popMy KaHT cunTaeT HeOCTaTKOM BOMM Xy)e C1aboCTu, NOTOMY YTO He-
YMCTbIN YENOBEK MNO3BOANA, MOMUMO MOPanbHOMO 3aKOHA, PYKOBOACTBOBATLCS
CBOVIMYW COBCTBEHHBIMU MHTEPECcamu;

* U3BPALLEHHOCTb MK 371068, KOrAa HeKTO C U3BPaLleHHOW Bonel nepe-
BOpauMBaeT NpaBubHbIV MOPSLOK CTVMYNOB. BMeCcTo Toro, 4Tobbl oTaaTh Npw-
OpUTET MOpaNbHOMY 3aKOHY Haf BCEMW APYrvMW CTUMYyAaMK, OH Bbllle Hero
CTaBUT Nto60Bb K cebe. Mo3TOMy BONS YenoBeKa NPosiBASET 3LeCh HAaNXyALWYo
hopMy 31a, KaKyto TONBKO MOXET CienaTh YenoBek.

B NpoTVBOBEC KAHTOBCKOMY OMpefeneHnto paauKanbHoro 3na, XaHHa
ApeHAT, CcTapasicb MOHATL YXKackl HAUWCTCKMX Narepen, BbiABUHYNA NMOHSTHE
6aHAbHO20 3710, KOTOPOE N3Y4KNa Ha NpUMepe aHanmsa Gurypsl HaLMCTCKOro
yHKUMOHEepa Agonbda JiixMaHa, opraHv3aTopa AenopTaummn eBpees B MecTa
Ux nctpebnenus. ApeHaT ybeamnach, 4To IMXMaH, Kak 1 Apyrue T.H. KabuHeT-
Hble yOUiALbl, He PYKOBOACTBOBANNCH A4EMOHUYECKMMIU MOTMBaMU. HanpoTus,
«MOTWBbI U XapaKTep JiixmaHa bbinn, ckopee, 6aHanbHbIMU, YeM YyaOBULLHbI-
MW», @ OH ObIN «yxacatolle HOPManbHbIM» YeIOBEKOM, «KOTOPbIA MPOCTO He
O4eHb rMyboKo 3aayMbIBancs o TOM, 4To oH aenan» (Calder, 122013, 22022).

C TaKVMM NOHMMaHWEM HOPManbHOro U 6aHanbHOrO TPYAHO COMNAcnThCS,
NOTOMY YTO MaCCOBOE YMepLUBfeHne Noaelt — 3TO 3710 BbIXOAUT 3a npegensl
06bIYHOTO NPeACTaBNEHNS, U ero Hafao O06bACHATL C y4eToM (halUCTCKOM Uaeo-
norun. [ins Hac e rnaBHoe To, 4TO 13 NPVBEAEHHbIX BbICKA3bIBAHWI BbITEKAIOT
cnepytoLve BbIBOAbI:

+ Ye/I0BEK NPEeApacnonoxeH 1 K 4obpy, 1 K 31y;

* CKNIOHHOCTb K 371y, HECMOTPS Ha NPKYMaT MOPanbHOro 3aKoHa, NPosiBAS-
€TCs B OLleHKe CBOVX HTEPECOB BblLle HPAaBCTBEHHOMO 3aKOHa;

+ B HALWCTCKOW FfepMaHmnm MopanbHbIii 3aKOH Bbin 3aMeHeH pacoBon nae-
onornen, obocHoBaBLLIEeN AN HEMELKON Haluu BbICLIYIO HEOBXOAUMOCTb U ab-
CONOTHOE NPaBo NopabollaTts N YHUHYTOXATL APYyrie Hapoabl.

Bo3HMKHOBEHME B TaKol aTMocdepe heHoMeHa YeNoBeYHOCTH — aBne-
HUe reponYecKoe 1 Kaxylleecs HeBO3MOXHbIM. [103TOMY ero Mbl 1 Bygem pac-
CcMaTpuBaTh B repOUKO-MCKXONOMMYECKOM MPEenoMaeHUn, B TOM, KaKOM OHO
NOHMMaNOCh M3HaYaNbHO B FPeYeCcKoM NoMuce, 1 Ha 4To obpalian BHUMaHue
X.-I. Tapamep. A 3aTeM ero MHTepnpeTaLmnio YenoBeKa, KoTopsbli Bceraa y Mna-
TOHa NOKa3blBaN «4eNOBEYHOCTb B ONPefeNeHHOCTU ee NPEBbILIEHNS», PEKOH-
CTpyMpoBan, B 4acTHOCTH, VBaH Pa3aHoB (Psi3aHoB, 2022, c. 223). Takoit raga-
MEpPOBCKUII TE3WC «Ye/1086K — 3MO CyWecmao, KOmopoe NPesocxooum camo2o
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cebs» (kypcwB Haw. — LK., W.K.), noaTBep»aeHHbI B ApeBHerpeyecKkor dhuno-
cobum repomyeckolt cMepTbio CoKkpaTa U My)XeCTBEHHbIM MOBEAEHNEM ero yye-
HVKa — MnaToHa (Kak 1 paHee, NPOTUBOCTOSIHWEM NMPeCcnefoBaHNI0 LOCOKpaTH-
Ka AHaKcaropa, a BNocneacTsmMm — puMckoro dunocoda LivuepoHa), B Hallen
paboTe ByaeT CNYKUTb NOKA3AMENEM YE/10884HOCMU.

HayHeM ¢ camoil ecTecTBEHHOW POPMbl MPOABNEHUS YENOBEYHOCTU —
nepepoXaeHvis MHAVBMAA 13 0bbIYHOrO B cToMKa. OAHUM M3 Takux B 3anag-
HOEBpOMencKkoM KuHemaTorpade Havana XXI Beka npeactaBnsercs dunbMm
«MuaHucT» (pexxmnccep PomaH MonaHcKku; Npon3BoacTso Monbwun, dpaHumm,
BenukobputaHum, fepMmaHnm), coagaHHblin No bruorpaduyecKkoi KHure Bbiaato-
LLerocst NONbCKOro NMaHuncTa Bnaancnasa WnunbmaHa. Bo Bpems okkynaumm
Monbluin (1939) oH, KaK 1 BCe Apyrve eBpeu, bbiN BpeMeHHO NoMelleH B Baplias-
CKOE reTTo, NoC/e Yero ero Ao/MKHbI ObiM OTNPaBKTL B KOHL1arepb TpebavHka.
fepov3m Bnagucnasa nuieH BHeWHux 3 dekToB. OH BIKUA B pyrHax ropoaa
6e3 BO3MOXXHOCTEN 151 CYLIECTBOBaHMS.

YenoBeYHOCTb, He NWLIEHHAs MYXecTBa, NPobyXaaeTcs 1 y OAHOro 13
ohu1LEPOB OTCTYNatOLLEN HEMELKOW apMU — KanuTaHa Bunbma Xo3eHdenbsaa,
BNOCNEACTBMN CKOHYABLIErocs B narepe 15 HeMeLKMX BOEHHOMNEHHbIX (1952).
yensiwas wrpy WnuneMana, vcnonHvswero bannagy WoneHa Ne 1 (g-moll),
B KOTOPOW BbIPaXEH NPOTECTHbIV XapaKTep NOAbCKOro My3blKaHTa (Kak cToneTu-
€M paHblle CaMMM KOMMO3WUTOPOM, TaK U NMMUaHWCTOM XX Beka), Hemell, cyas no
M3MEHEHMIO MO3bl U BbIPXEHWS LA, MPOHUKCS yBaxeHWeM K LnuasmaHy, nc-
MbITaB K HEMY SBHYHO 3MNaTUO. HeOBbIYHOCTb CUTYaUMM YCUNEeHa ellje 1 TeM, YTO
Bnaancnas co cBoet apkoii 61MBNeicKoin BHEWHOCTbIO 338 BPeMsi BOWHbI 06pOC
rYCTbIMU YEPHbIMY BONOCaMK, BOPOAOI 1 ycamu, bnarogaps Yemy B AaHHOM Clie-
He CTaNKVBaeTCs HECOBMECTUMOE: CUMBOVIKA XpPUCTa U peanbHOCTb HalumM3ma.

HAYKA TENEBUAEHMA 19 (2), 2023 144 THE ART AND SCIENCE OF TELEVISION



Puc. 3. Kagp n3 punbma «Mnanuct». Pexx. PomaH MonaHcku, 2002.
HemelKuii kanuTaH npuHocnT LLUNunbMaHy efy 1 0TAaeT eMy CBOKO LWUMHENb’

Pa3HOBMAHOCTBIO AYXOBHOMO Pa3BUTUS YeSIOBEKA SBNSETCS KOMMEKTUB-
HOe MepeBOM/IOWEHNE MEePCOHAXKEN, KaKMMU OKasblBalTCS 0bpasbl congat
M UX HavanbHUKOB B dunbme «[1o coobpaxeHunsm coBecTu» (Hacksaw Ridge,
pex. Men TnbcoH; nponssoacTeo ABcTpannu, CLUA, Bennkobputarnum, Kutas,
2016). Takoe M3MeHeH1e NPOUCXOAUT NoA BO3AENCTBMEM XPUCTUAHWUHE U CTOW-
Ka, raBHOro repos dunbma — B apMumm CLUA, KOTOpbI MO MaeliHbiM coobpaxe-
HVSIM OTKa3bIBaeTCs OT youincTBa cebe NogobHbIX, NOAYYVBLIEro Nocae WTypma
OKMHaBbl BbICLUYHO BOEHHY0 Harpagy (Medal of Honor).

YCNOBHBIN YKNOHWUCT ¥ OAHOBPEMEHHO repoi — 4Yepes YTO 3[echb OCy-
LIEeCTBNAETC MNepexod K 4enoBeyHocTn? MaTT 3onnep 3aiTy BMAMT ee
B HEOOBIYHbIX TMYHOCTHbIX Ka4eCTBax reposi, KOTOpble HACTONBKO B HEM OTKPUC-
TannM30BanuCh, YTO OH BOCTPUHMMAETCS «b6e3MATEXHO M BEeCCnopHO XOpo-
WM, bnarogaps Yemy, CKOpee, KaXeTCst aHrenoM, YeM vyenoBekom»®. B aHrena
MOXHO ObINIO 6bl 1 MOBEPUTB, HO UM OKa3ascs CONAaT aMepUKaHCKON apMun
[OecmoHp [locc, M3BECTHBIN KaK nereHaapHas ncTopuyeckas AMYHocTs. OH Npu-
wen crofa fobpoBoNbLEM, HO He YBrBaTL NIOAEN, a CnacaTb. 3a Takoe CBOEBO-
NVe Haf HUM WM3[eBatoTCs, 30MBAKOT 1 MO MHULUMATMBE NOKOBHMKA NPUroBa-
PUBAIOT K BOEHHOMY TpubyHany. OgHaKo B CBS3M C MOYTU 3abbiTbiM MyHKTOM

" NcTouHuK m3obpaxerus cMm. / See the image source: https://ru.kinorium.com/205141/
gallery/?photo=48952935 (21.06.2023).

8Seitz, M. Z. (2016, November, 4). Hacksaw Ridge. RogerEbert.com. https://www.rogerebert.com/
reviews/hacksaw-ridge-2016 (10.06.2023).
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B 3aKOHeE «M0 COOBPaKEHNSIM COBECTU» €ro OCBODOXKAAKT OT MPSMbIX BOEHHbIX
0653aHHOCTEN 1 HanpaBAStOT Ha PPOHT B Ka4ecTBe caHuTapa. A PPOHT npes-
CTaBNseT cobol peanbHoe cobbiTe — OHO M3 CaMblX KPOBOMPONUTHbIX Cpa-
XEHWI C gnoHuaMn Ha octpose OkMHaBa 3a 400-MeTpoByto BbICOTY Masga —
«MepeBan-nuna» (KoHel BTopoi MMpoBOI BOWHbI). C MOKa3a 3TOro CpaxeHus,
B KOTOPOM NOC/E AMOHCKOM KOHTPaTakM B Mae 1945-ro 77-5 nexoTHas AMBU3Ns
Hblna pa3brita ¢ OrPOMHbBIM KOMMYECTBOM YOUTbIX, HAYMHAETCs NMoAHas nepe-
NONOCOBKa OTHOLLIEHNS CONAAT U Ha4yanbCTBa K [loccy, cnacuiemy B 6oto 75 pa-
HeHbIX. OAMH 3a APYrvM OHU NPefCTatoT Nepes HUM C HageX Ao Ha cnaceHue u
FOPbKUM NPYI3HAHWEM €ro NPasoThl.

Puc. 4. Kapp 13 ¢punbma «1o coobpakeHUsIM COBECTU».
Pex. Men 'mbcoH, 2016. Canutap JecmoHg, T. [locc cnacaet paHeHbIx®

B 3TOW MHBepCUMM OT arpeccum K Apyxentobuio npopactaeT venosey-
HOCTb, @ y camoro [locca oHa elle ycuneHa NposiBAEHHOM XepTBeHHOCTbo. Ca-
MOe LieHHOEe B TaKol MeTamopdo3e — 3T0 He M3HavasbHas 4aHHOCTb, a 3aBoe-
BaHVe ee B CMEPTENbHOM OMacHOCTU. [PUYMHON e CTaHOBMUTCS MpPO3peHue
CONAaT B OTHOLEHWM CyLLHOCTKN fobpa v 3na.

MpobyxaeHe 4eNoBEYHOCTM B repoe 1 KOeKT1Be NMoKasaHo B BEHrep-
cKoM punbme-npuTye «CbiH Cayna» (BeHr. Saul fia — npu yyactum CUIA, dpaH-
umn, N3paunns, bocHum v FepuerosnHsbl, 2015. OH aBunca nebtoTom pex. /lacno
Hemelwa, nonyumnsliero Ha KaHHcKoMm tectnsane MpaH-npu, a Ha «Ockape» —

VIcToYHMK n30bpaxerus cm. / See the image source: https://www.filmpro.ru/movies/336449/
shot (21.06.2023).
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NpemMunto 3a Ny4LWnii MHOCTPaHHbIV hrnbM). HasaHue dunbMa 3arao4uHo, no-
TOMY 4TO, HECMOTpS Ha bubnelickme accoumaLmm, CBA3M C ATUM UCTOYHUKOM
nepBOHa4anbHO He BO3HWMKaIOT. BeTxo3aBeTHbI uapb Cayn v Tpu ero cbiHa no-
rMbatoT B CPaXeHUn ¢ PUANCTUMASHAMK, KOTOPble MOCTOSIHHO Hanaganw Ha M3-
pannbCcKoe LapcTBo. MI3paHeHHbIVi Ha BOMHE Lapb, KMAAsCh Ha KMHXan, KoHYaeT
XU3Hb camoybunincTBom (1-Lap. 31:2-6). A kKnHorepoli no umexu Cayn (BO 4TOObI
TO HU CTan0) X04eT NpedaThb 3eMe MasnbyyiKa, MOXOXKEro Ha ero CbiHa, 13-3a 4ero
BNOCNEACTBMM NOrMHAOT OH CaM 1 BCE 3aK/OYEHHbIE, KOTOPbIe eMy MOMOrasnu.
Ho MMeHHO B TaKoM CaMOOTBEePKeHHOCTH 06oux Caynoe, rae NposiBUIOCs npe-
BbILUEHVIE YENOBEYHOCTM, HaXOAMTCS TOYKA X CONPUKOCHOBEH YIS

OfHaKo, HecMOTps Ha Haly BOMbHbIE accoUMaLMK, NarepHbli Y3HWK
B KapTuHe «CblH Cayna» B KpUTWYHOW NuTepaType BOCMPUHMMAETCS NHave —
Kak 06pa3 «IMKOro XKMBOTHOrO», «6eccTpacTHOro, 6ANTENbHOTO, NOMHSLIErO
TONBbKO O BbhKMBaHUM» (Larsen, 2015). B 063ope dunbma 3a0cTpseTcs BHUMa-
HVe Ha ToM, Kak YacTo Cayn onacnvBo orfisiabiBaeTcs Yepes nneyo: «OH v ero
TOBapULLM N0 30HAEPKOMaH/e MOCTOSIHHO CHYHOT, TMXOPafoYHO paboTaloT, Nbl-
Tasch N36exaTb M3NULLIHEro BHUMaHUS CO CTOPOHbI oxpaHbi» (Ibid). Ana atoro
KapTVHa CHsTa B TaK Ha3bIBaeMOM aKafeMN4eCcKoM COOTHOLLEHWI, C MPULLENOM
Ha TO, YTObBbI OKaTbI Kap CTan NMoYTW KBapaTHbIM, @ MMaBHbI repoi noka-
3aH NpeVMyLLEeCTBEHHO KPYMHbIM CPefHMM MnaHoM. B pesynsraTte nepcnexT1aa
B Kafpe AoCTuUraeT Havbonbliel choKyCMPOBAHHOCTH U UHTEHCVBHOCTU, Bbl-
CBeyMBas MaclWwTab YenoBeyveckon Tparefun B NMLe OAHOIO U TOro e 3aKto-
yeHHoro (Ibid).

BmecTe € TeM, Kak MOXXHO COMOCTaBWTb ©KMBOTHOE» C YEN10BEYECKON Tpa-
reaunein? Monpobyem BHUKHYTb B coaepxaHune. [lefcTBre nponucxoamnt B 1944
rony. Cayn AycneHaep paboTaeT B narepe OCBEHLMM, eXXefiHEeBHO yb1pas Belm
3afyLlWeHHbIX B ra3oBOi KaMepe 3aKioyeHHbIX. Ero aylla gaBHO OkameHena,
¥ OH HUW Ha 4TO He pearupyeT. [la v ero camoro Kak paboTHMKa 30HAePKOMaHbI
NO UCTEYEHUM HECKOMBKIMX MECSILLEB BMECTe C ApYrMM 3aK/IKYeHHbIMU 113 «0CO-
60l KOMaHAbl» JOMKHbI TOYHO TakK e UCTPebuTb. Tak YTO CMbICA ero paboThl
B nlarepe CMepTu — MPOANeHMe XNU3HW Ha HECKONbKO MecsiteB. OgHaKko chy-
4allHO OH BMAWT ManbynKa, yLenesLwero nocne Kamepsl, u Cayny Kaxercs, 4To
3TO ero CbiH. ManbymMka yMepLiBAstoT OKOHYaTeNbHO, YTObbI MCNOAb30BaTb
B KayecTBe [OHOpa OPraHoB, a OCTaHKM OKeYb. [1ocne 3Toro B Te4eHne BCero
nocnegytouwlero Bpemenu Cayn 03aboyeH NoMCKamK B KOHLlarepe paBBuMHa
AN TPOYTEHNS MOMIUTBbI Y MOXOPOHaMM «CbiHax» B 3emMne. OCyLLeCTBAeHYE 3TOM
penurnosHo-obpsaoso ugen ans Cayna — 370, no cnosam Jlapucsl Manto-
KOBOW, Kak buneT B pali, HO puUTyanbHas Vaes 4N Hero o3HavyaeT He NPoCTo
CMepTeNbHbIV PUCK, ee peanv3aumns HaxoauTCs 3a npegenamy YenoBeyeckmx
BO3MOXHOCTel. TeM He MeHee Nof BUTatoWEN Haf HM CMEPTbIO OH coBepLIaeT

HAYKA TENEBUAEHMA 19 (2), 2023 147 THE ART AND SCIENCE OF TELEVISION



HeBbIHOCUMOe yCunne — He pacyenosedmBaetcs (Mantokosa, 2015). Ho rnae-
HOe, HECMOTPS Ha TO 4TO OH CBOVMM 3360TaMui O 3aXOPOHEHUM CbiHa HEBOBHO
BpeauT noaroToske nobera, Cayn 1 B APYrux 3aKN04EHHbIX NPOOYXAAeT NOHM-
MaHWe ryMaHHbIX 4yBCTB, ¥ OHU HPABCTBEHHO C HUM CONUAAPU3MPYIOTCS.

Puc. 5. Kapgp 13 punbma «CbiH Caynar. Pex. /lacno Hemelw, 2015.
HemelKuii HagcmMoTpLUMK gonpawwusaeT Cayna®

Ho obpeTeHne 4enoBevyHOCTW B BOEHHOW f[pame ObiBaeT He Bceraa,
4TO OBYCNOBAEHO WHbIM MVPOBO33PEHMEM U MCUXONOTUYECKON CUTyalUMeN.
B dunbme «deHuke» (Phoenix — Fepmanus, Monblia; pex. Kpuctunar MeTuonsa),
XOTS W 3aTParvBaeTcsl BOEHHO-UCTOPUYECcKas Tema, B LeHTpe BHUMaHus elle
ofHa pama 13 cobbiTuiA XONOKOCTa, KepTBOW KOTOPOro cTana neswua Hen-
v NlHU. W BHOBb 3aeCh NOKa3aH MHTEPeC K YeN0BEeYHOCTH, NPOSIBUBLLENCS B
KOHKPETHOW UCTOpUK, KOTOpas, No cioBaM bpaiaHa Tannepuko, «CnywuT [cBo-
e0bpa3HbiM] KOMMEHTapMEM K TOMY, KaK CTPaHa CMpaBAseTcs ¢ Takumu [Hauw-
OHaNbHbIMK] TpareamnsmMu, kak BoHa» (Tallerico, 2015). B koHue Bropoit Mupo-
BOM Hennu yynom Bbbkuna B OCBEHUMME, HO MOC/Ee MOMYYeHHOro BbICTPena B
NV ee BHeWHOCTb M3MeHUNach. XMPypr He CMOr BOCCTAaHOBWTb ee 06/1KK, No-
3TOMY OHa BO3BPALLAETCS B KM3Hb C HOBOW BHEWHOCTbIO. B bepnnHe BCTpeya-
eT CBOero Myxa [KOHHW, KOTOPbIN, He y3HaB Hennwm, NpocuT ee ChirpaTb Pofb
ero »eHbl. Tem cambiM [PKOHHM HamepeBaeTCsl UCNoNb3oBaTh Hennw kak ca-
MO3BaHKy 1 0TOOPaTh y Hee HacNeAacTBo, AOCTaBlleecs OT Nornblvx B BOMHe
POACTBEHHMKOB. A Aanblie OH BbICTPAMBAET rPaHAMO3HYID KOHUENUMUIO KM
«peneTnpyeT cueHy BOCCOEAMHEHNS CO CBOEM MOKOMHON XEeHOW — pexunccu-
pyst ¥ WUrpas C Nyraiollein TOYHOCTbIO He TONMbKO CBOK POSib, HO M BCEX CBOWX

O cTouHmnK n30bpaxeHns cM. / See the image source: https://daily.afisha.ru/cinema/1209-syn-
saula-drama-pro-holokost-poluchivshaya-nagrady-v-kannah-i-na-oskare/ (15.06.2023).
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APY3eM — PSOM C HENe3HOAOPOXKHbIMU MYTAMU, KOTOPbIE SIBHO OTChINAIOT K
noesnam cMepTu 1 [oaHoBpemMeHHo) K [0bbiuHbIM] Tenexkam» (Wheatley, 2020).
Camoe HeBEpOSITHOE, YTO OH B KOPOTKOE BpeMs yHexaaeTcs, 4To U novepk Hen-
NN VAGHTUYEH C MOYEPKOM XEHbI, 1 ofexaa «normbuiein» npuwnace e Brno-
py, 1 00yBb. OH fiaXe LenyeT ee B Lensx KOHCNMpaummn neped HauuctaMu, Ho
HUMKaKMX accolmaumii B HEM He NpobyxaaeTcs. 3TOT CMa3nuBbivi U TONCTOKO-
XU yOOPLIVIK B TPAKTUPe, KOTOPbIN B Havyane BOViHbl AOHEC Ha Hennwn v TaliHo
C Hell pa3Bencs, He YyBCTBYET, YTO PSAOM C HUM — ero ilobrnmas. Ho B nocneaHvie
MIHOBEHMS OH Y3HAET ee Mo NecHe, KOTOPYH KOMAa-TO OHW UCMOAHSANN BMECTE.

Puc. 6. Kapp u3 dunbma «deHnke». Pexx. Kpuctuat Metuonba, 2014,
Advwa punbmat

Mpuyem Menoams (Nocne HeaaBHEro 3ByYaHns B By/IbrapHOM BapuaHTe
[BYX PECTOPAHHbIX AE€BWLL) 3BY4YWT TaK TPOraTe/bHO, Kak eciv Hbl 3TO Bbina nec-
Hs Pycanouku, 3aknnHaslwen MpvHua ee y3HaTb, Beab Hennu Bce euje nobut
My)xa. BOCMOMMUHaHWS O HEM MOMOranu e Bbhk1BaThb B KoHUarepe. V1 B ToMm,
4TO B HEl ocCTanachb 3amnevatieHHast B My3blke MNO3TUYHOCTb B OTHOLWEHUM K
HeMy — ee M0H0Bb 1 HEN3ObIBHAS Ye0BEYHOCTb. A €70 «MPO3PEHNEY, BO3MOX-
HO, ABUTCS NMOMbITKOM K MOKaAHWIO, HO, ObITb MOXET, U HET.

HecMoTps Ha To, 4TO hunbM «Ypoku hapcu» (Persian Lessons) co3paH Tpe-
Msi cTpaHamu (fepMaHus 1 Be BOCTOYHOEBpOmMenckme — Poccus u Benapycs),
YTO BbLIXOAWT 3@ PaMKX HALEro UCCNeA0BaHMs, Mbl HE MOMW NPOUTU MUMO

1 UcTouHMK n3obpaxerus cm. / See the image source: https://media.filmz.ru/photos/full /filmz.
ru_f_207828.jpg (28.06.2023).
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HEero, MOCKOMbKY 3TO HeOObIYHOE MOBECTBOBaHME O BOViHe. [ToKa3aTenbHO Tak-
e, 4TO B HaCTosLiee BPeMs MPaX/aaHCTBO codaaTenel hunbma AaBHO yxKe 13-
MEHWNOCh, Aa ¥ UX UAEHTUYHOCTb B CO3AaHUM NPUTYM O XONOKOCTE, CTHpato-
e HaLMOHaNbHbIE TPaHKLbI, Y)Ke He MMetoT NepBOCTENeHHOro 3HaveHus. Hag
cueHapvieM paboTanu aBTopbl U3 ABYX CTpaH: Mnbs LloduH (Bbixogel 13 Poc-
cnn, nepeexaslunii B 1990-x B fepMaHuio) 1 BonbdraHr Konbxase (fepmaHus),
paccKas KOTOPOro v ner B OCHOBY hunbMa. A co3natenb hunbMa — M3BECTHbIN
aMepurKaHCKMn KnHopexuceep, ypoxeHel, Kuesa, Bagum lMepensmaH. B cuny
TOro, 4TO B NPEAMnCoBUN K GUABMY CKa3aHO, YTO OH MOCTPOEH Ha peasbHbIX
COBBITUSAX, @ MOATBEPXKAEHN 3TOMY HE OKa3anoch, ayaAuTopus, eCTeCTBEHHO,
M3HavanbHO Bbina HacTpoeHa KpuTuyHo (Brown, 2022). Tem He MeHee 3Mech,
bnarofaps uUrpe AByx rnaBHbIX apTUCTOB (apreHTUHcKoro — Hayans lNepeca
BuckaspTa 1 Hemeukoro — flapca AiavHrepa), B BeCbMa YCNOBHOW CHOXETHOM
NMHWM, CO3AaHHO cueHapucToM Mnbelt LIorHbIM, BbICBETUAACHL HEKas Yeno-
BeuyHocCTb (Debruge, 2020).

PaccmoTpuM ee. B LeHTpe ctoxeTa — [Ba [MaBHbIX NepcoHaxa: Bblfa-
toLMiA cebs 3a nepca 3aKNtoYeHHbI Pe3d — Monoaol 6enbrninckiin espeit XXunb
KpeMbe 1 HemelKnii noBap-Haumct Knayc Kox. Pe3a ¢ Havana cdbwvnbmMa (noka-
3bIBAOLLIErO EBPEEB-Y3HNKOB B hallMCTCKOM narepe 1942 rofa) ayMaeT TONbKO
0 CBOEeM crnaceHuu. Ho B xofde pa3BUTWS ApaMaTypruv B HeM NpobyxaaeTcs
1 3a60Ta o Apyrunx. OH Takke NnepectaeT boATbCS cMepTU, BpocaeT HaLMCTCKO-
My nosapy Knaycy Koxy B M1LO (C KOTOPbIM A@BHO Ha «Tbi»), 4TO TOT — ybuiiua,
KOTOPbI KOPMUT ApYrvx youiiL, v 4To 6paT ero, yexaBLlnii oT Haum3ma B Tere-
paH, okasancs ymHee Knayca; xnagHOKpOBHO MPOXOAUT MUMO HaCTaBNEHHOMO
Ha Hero HeHaBUAALLMM OXPaHHMKOM KOHUareps aBTomara. A BNOCNeACTBUM,
Ha3biBas MO MaMsaATV MMeHa M haMUANK MHOTUX 3aKIKYeHHbIX KoHLareps
(2840 13 25000-30000), xoTs Hbl YaCTUYHO, Bnarogaps CBOeW YHUKaNbLHOW Na-
MSATW, BOCCTAHaBNMBAET YHUYTOXEHHbIV (halincTammn apxmB NOrMOLWNX 30eCh
Y3HVKOB. B lenom bumnbM «Ypokmn dapcu» xapakTepmnayeTcs Kak «HadyMaHHbIi
HappaTue O TpUyMmde YenoBeveckoro ayxa, B KOTOPOM €BPEeMCKUI MepCoHaK
B LileHTpe 1M306paxkaeTcs CYMBOIOM CTPafaHui, a ero HauUCTCKMe MyYuTenn
Becco3HaTenbHO o4enosednBatoTcst» (Gates, 2023).

He cnydaiiHo nosToMy, 4To y Koxa Toxe NosBUAOCh HOBOE «4yBCTBO» —
3aboTa 0 ApYyrom (1 3TO NPUTOM, 4TO BHYTPU HEMELIKOro COCTaBa B narepe ro-
CMOLACTBYIOT 3aBUCTb, IOHOCHI, CMAETHU, MOACYIKMBAHMS). Knayc HeOgHOKPaTHO
CnacaeT Pe3y 0T cMepTW, B TOM YK1CAe, KOrfa «Mepc» yKe NaeT B KONOHHe CMep-
THWKOB, WK, HaKoHeLl, BLIBOAWT ero u3 nareps Ha ceobopy. B pycne Tparuye-
CKOM habynbl puabMa NpopacTaeT rpoTecKoBas NMMHYS, KOTOpas OKa3blBaeTcs
00NMYnTENBHOW AN NOBapa W, Kak HW NapagoKcanbHO, MO3TUYHOW ANs ero
«yqnTens» apcu: HeyemHas Tara K AyXOBHOCTM Y HaLMCTa, MOCKOMbKY TOT, He
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YCMEeB 0[10/NETb «MEePCUACKMIN», YIKE «COYMHSAET» Ha HEM CTUXU. A CaM «Co3aaTesb
A3blka» — Pe3a, 06nafatoLimii KHUron NepcnacKmnx ckasok, ynogobnsercs obpa-
3y LLlexepasagbl, Npoanesatollen cebe }n3Hb HOUYHbIMU PACCKazamm Myxy-Cy-
TaHy (Jenkins, 2023, June 23).

Puc. 7. Kagpbl 13 dunbma «Ypoku dapcu», pex. hunbma Bagnum Mepenbma, 2020.
MoBap Knayc Kox 4uTaeT cBOM CTUXM Ha «apCu», OH e CnacaeT «nepca» oT cMepTu'?

Yepes uckyccTBO y Knayca npobueaetcs nogobtue yenoseyHoctn. Of-
HaXbl OH AaXe NpeceKk CBOE XenaHue NormMaanTh «nepca» no ronose. Ho 3Ta
NpuBbIYKa — NPMBA3AHHOCTb X035MHa K BelLW UK K cobake.

Elle ooMH «NyTb K 4€N0BEYHOCTW» — UCKYCCTBEHHOE ee BblpallMBaHue.
B noaTeepxaeHue npuseaemM napy buUIbMOB U3 UCTOPUW PUMCKOW UMMepuK,
CO3AAHHbIX B TO )€ BPEMS, 4YTO M KapTUHbI «ByHKep» 1 «/TloTep». 3TO NenayMbl
«HOnun Lesapb» (2002, Hugepnanabl, Utanus, fepmarus, CLUA; Hem. 1 amepuk.
pex. Ynu 3gens) n «Pumckas nmnepums: HepoH» (2004, Bennkobputanus, fep-
MaHus, Vtanus, TyHuc, @paHuuns; aHm. pex. . Mapkyc). K H1M Mbl 06paTnamnch
NOTOMY, 4TO 06pa3 peBHEro PUMASHNHA ANS COBPEMEHHbIX KMHOPEeXMCCepPOoB
CTan yiobHbIM MOBOAOM 1151 YCTAHOB/MEHYS CBOEODPA3HOro MOCTa MeXay prM-
CKMMW AMKTaTopamu v aesTensMun HefasHel nctopun. Hatanms Konokonosa
NUWLLET, YTO TakoW obpa3 B huabMe CAOKMACS 13 BYX COCTABASAIOLIMX: Hapoaa
1 ero npasuTens. MepBblil NPeAcTaeT «KeCTOKOW 6E31MKOM TONMOW, XaxayLien
3penuiLy, 1 KpoBw. BbICLLytO CTeneHb MOPOYHOCTM PUMASIH BOM/OLWaeT B cebe
Ux noBenuTenb, nMnepatop HepoH» (Konokonosa, 2018, c. 97)*. Pacxoascs BO
MHeHM X, CTAaHOBUTCS /X 3TOT 06pa3 OTChINIKOW K TUTNepy U HauucTckoit fepma-

stills/ (23.06.2023).

* Cpean 3abaB HepoHa Haxoaum y KopHenus TauyTa onucaHune Toro, Kak, ofeTslii B pabckoe
pybuLle, Le3apb HoYaMu CIOHSNCS MO YAMLAM ropofAa 1 MPUTOHAM, @ €ro CIYTHMKK pacxumiua-
7V BbICT@B/IEHHbIE Ha MPOAAXY TOBAPbI U PAHUAN CAYYalHbIX NPOXOXMX. KOraa e MHKOTHUTO
6bIN0 PackpbITo, MacluTab pa3bos TONbKO yBeAUYMACS. [03TOMY B HOUHbIE Yackl Pvim Bbin no-
XOX Ha 3axBaveHHbIN ropog (Tacitus, 1906, Book 13, Ch. 25).
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HUW UNK accoumnmpyeTcst ¢ Mycconnum 1 halucTcKor MTanunein, cama aHanoruns
C AMKTaTOpamu XX BeKa BSETCS HECOMHEHHOW (TaM xe).

K 3ToMy 106aBUM 00513aTENbHYIO 1 Yallie BCEro «3amnpeTHYH» TUHUIO Mto-
HOBHbIX OTHOLIEHWA MMMNEpaTOpa C MHOCTPAHKOW, MNEHHWLEN, pPabblHEN, BOMb-
HOOTNYLIEHHNLEW, MOAPYTOM AETCTBA, YY)KOM XKEHOM, FeTepol, pOACTBEHHMLEN
(BO3MOXHO, CO CBOEM MaTepblo — KaK B «HepoHe»). Takas ocoba, Bonpeku ceo-
eMy CoUManbHO-MONUTUYECKOMY NMONOXEHWIO, HepeKo bopeTcs 3a CBoM NpaBga
Ha raBeHCTBO B rocyfapcTse (CM., Hanpumep, obpa3s KneonaTpbl B 04HOVMEH-
HOM amepyiKkaHcKoM dhunbme k. MaHkeBKya, 1963).

MNepBoe BnevatneHve ot tOnus Llesaps B ogHOMMEHHOM dunbMe Yau
Snens (Julius Caesar) — daKTypHbIM MONOAON YENOBEK C SPKOI COBPEMEHHOM
BHELUHOCTbBIO, MATKIWI, 3aD0TNNBbIN, My>XECTBEHHbIN — BCE KayeCTBa Ans nepe-
[ayn ero YenoBeYHOCTU, HO He MOMKOBOALUA. TaK YTO CKNafbIBaeTCs BrevyaTne-
HUE, YTO 3TOT «MAMANK» 3DDEKTHO XOAUT B BOEHHOW hopme (OHa eMy OYeHb
VAET), BIsAbIBaeTCs BAasb, NPOV3HOCUT MPOHUKHOBEHHbIE peyn nepeq neruv-
OHepamu, HeccTpallHO BCTaeT Nepef BOCCeAalMM Ha KOHe NpeaBoanTeNneM
rannoB. Kak ckasana 6bl HoHHa MopatokoBa B hunbme «[peacefatenb», <XxOpo-
WA MYXIK, HO He openx. AneccaHapa CT3HAW NULET, 4To BbIGOp apTucTa [xe-
pemu CncTo Ha ponb Llesaps o3agaqmBaeT. Y Hero, KaxeTcs, «0TCyTCTBYeT rnb-
KOCTb 1 aKTepcKasi TexHVKa (...) Ero anunenTmyeckre npunagki BENMKONEMHbI,
HO 4YTO-TO bofNee TOHKOE He noamevaeTcs» (Stanley, 2003). ToaToMy ero «4eno-
BEYHOCTb» aBTOPaM KapTUHbI iaxe NPULINOCh CreumanbHO akTUBU3MPOBaTb
CXBaTKOW B CLIeHe C rnaBapeM CBMPENbIX MMPATOB, 3aXBaTUBLLIMX €ro y 0OCTPOBa
®dapmakycchl. Ho B A€MCTBUTENBHOCTMN OH, OXMAAS AEHEXHbIV BbIKYN OT APY3€eH,
Cnaccs He NOeAMHKOM, a C MOMOLLbID CBOEro OCTPOoyMus. MayTapx nucan, 4To
Lle3apb YacTo WwyTna ¢ pa3bonHyKamu, YiTan UM CBOM MO3MbI U peyu, Hemo-
HATAMBbIX 063bIBaN HeyYamu; TpeboBan cobntoaeHVs TULWIHBI BO BPEMS €ro OT-
Ablxa 1 obelllan nocne 0CBOOOKAEHMS BCEX PachsTh, 13-3a YEro OHW yMUpany
Co cMexy. Ho no3xe oH BCe-Taku MX «pa3Becu» BAOSb AOPOr, Aa elle NOMHS
NMpaTCKyto AOBPOTY (OHW e ero KOpMuK), nepebun UM Horn, YTobbl He Myyr-
nnck, a ymepnu cpasy (Mnytapx).

B nencTBnTenbHOCTM xe 06nnk Liesaps 6bin bonee ackeTuyHbIM, 0CObeH-
HO yxe nocne BospatleHns n3 ErvnTa.
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Puc. 8. Kagp 13 dunbma «Honuii Liesapb». Pex. Ynu 3genb, 2002.
Llesapb 1 Kneonatpa

B nokasze Lle3aps kak rocyfapCTBeHHOro fesaTens, HeCMOTPSA Ha MHOXECTBO
3acnyr (nepeg ceHaToMm, npouieHne Bparos, Nt060Bb Hapoda), AonylieHa gaxe
KpWTVIKa ero AesTenbHOCTY B FPaXKAaHCKOM BOMHe B [annunm, XoTs NPUYMHbI 3TOrO
ymanuuatoTcs. CBETOHMI Ha3blBaeT ABe: GUHAHCOBYIO (OrpoMHbIe fonru Llesaps)
1 60s13Hb OTBETCTBEHHOCTU 3a BCE COBEPLUIEHHOE VM B €10 NepBOe KOHCYNbCTBO.
Befb flaXe 0aVH 13 Camblx aBTOPUTETHbIX CEHAaTOPOB, PUNOCOD-CTOMK 1 MPUHLM-
NranbHbIM NPOTUBHUK Lie3aps Mapk KaToH «He pa3 KNaTBEHHO 3as8BAsA, 4TO Npu-
BfleYeT ero K Cyfy TOT4ac, Kak OH pacnycTuT BOWCKo» (CBeToHWiA, 1993a).

Puc. 9. Maii FOnwun Liesapb. E4UHCTBEHHBIN NOZ/IVHHbBIA MOPTpPET,
cfienaHHbIn npu xmn3Hm Liesaps. 3amok g’Anbe — Tyckyna (MTanus)®
*NcTouHMK n3obpaxeHnns cm. / See the image source: https://www.film.ru/serials/yuliy-cezar/
frames (23.06.2023).
1 IcToYHNK n30bparenus cM. / See the image source: http://ancientrome.ru/publik/article.
htm?a=1268343611 (23.06.2023).
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B dunbme e ecTb ropasno bonbliee ynyuieHre — oTCyTCTBME PUrypsi
Mapka Tynnng UnuepoHa, 3HaMeHUTOoro opatopa v afgBoKaTa, NoanmTUYecKo-
ro gesTens W yCnewHoro nofKoBodua. 3TOT nocnefoBaTeNlb CTOMUMCTCKOM
3TWKKN, 0OECNOKOEHHbBIN HPABCTBEHHbIMM OCHOBaMU CyLLECTBOBaHWS rocyaap-
CTBa, NOABEPrcs rOHeHVSM 3a 3alWTy MHTepPecoB pecnybanKKM 1, B 4aCTHOCTH,
pa3obnaveHne 3arosopa /Nlyumsa Katunmntbl®. B 60 1. 10 H. 3. He 6e3 ogobpeHns
Llesaps LinuepoH Bbin OCYKAEH M NPUTOBOPEH K M3rHaHWio 13 UTanuu, a ero
ycafbbbl CPOBHSANN C 3emMneit kak ockeepHsBsLlive Pum (Mapkos, 2018, c. 16). Ho
¥ nocne CMepTU AMKTaTOpa OXOTa Lie3apuaHueB Ha dunocoda He npekpaTy-
nacb: oH 61 YOUT No npurkasy Mapka AHTOHMS. CnefoBaTenbHO, MPUTOM, YTO
Lle3apb Ben cebs MnnocepaHo, B TOM YMCNE M MO OTHOWEHMIO K CBOMM Bparam,
€ro HempocTble OTHOWeHMS ¢ LinuepoHoM He ToNbKo He 3anaTHanu bl ero
BHEBPEMEHHYIO CNaBy, HO U NMPOSICHUAN UCTOPUYECKYIO POJIb, O YeM 10 CHX NOp
He YTWXatoT Cropbl UCTOPMKOB: NMOryoun num oH B Pume pecnybnvky nav cnac
rocypapcteo?t

CnoxHee geno obcTonT c obpa3om nmnepatopa HepoHa, o koTopom Ce-
TOHWIA, aHaNM3Mpyst HPABCTBEHHbIE OCHOBBI €r0 CEMENHOro ApeBa, Nucasn, YTo
OH COCpefoTo4nn B cebe BCe HeraTMBHbIE HepThl, MPUCyLiMe ero pody: «<HepoH
yTpaTvn 4o6neCcTV CBOMX NPEKOB, B TO e BPeMst COXPaHWB MOPOKM KaXKaoro 13
HWX, CNOBHO NepefaHHoe 1 BpOXaeHHoe eMy HacneacTso» (CBeToHMI, 1993b).
Y7106l YAOCTOBEPUTHCS B TaKON HEraTMBHOWN XapaKTepUCTUKe, 0bpaTUMcs K
PUMCKOI CKyNbMType, B KOTOPO/ HepoH 3anevaTneH B rodbl CBOEro uMnepa-
TOPCKOro NpasneHns. Ero o6nvky aaHbl HEOObIYaMHO METKNE XapaKTepUCTUKM:
«MopTpeT HepoHa, NCNONHEHHbIV, HECOMHEHHO, He3aypsiaHbIM XYAOXKHUKOM,
He BbISIBNSET MOMHOCTBIO TeX OTTaNKMBAIOWKMX YEPT ero xapakTepa, KoTopble
NPOSIBUANCE OCOBEHHO PE3KO B MOCEeAHME rOfbl €ro XMU3HW. Ho oHW npeayra-
AbIBAOTCA B MpaYyHOM B3MNsae, B €ABa 3aMeTHOW 310Bellei ynbibke pTa» (/lo-
ceBa, 1975, c. 36). <HarnocTb, NOXOTb, PACMYLIEHHOCTb, CKYNOCTb, XXECTOKOCTb
ero noHavany NposiBASANCL NMOCTENEHHO W He3aMeTHO, CIOBHO tOHOLWeCKMe
YBNEYEHUS, HO Yy)Ke TOrfa BCeM BbINo SICHO, YTO MOPOKM 3TW — OT NPUPOAbI, a
He OT Bo3pacTa» (CBeToHMIA, 1993b). K aToMy 106aB1M ellle YyBCTBEHHbIN POT,
3MeeBNaHbIe HPOBUM M NPUCTANbHbBIN B3/, a TaKKe HAaBUCLYIO NOBHYI0 Maccy
Had NepeHoCHLeNn, MPUBHOCALLYIO B €ro 0BAMK YepTbl KUBOTHOTO.

16 CanntoCTnii NpUBOAMT BbICKa3biBaBLLIEECS B NPOLECCe pacciejoBaHNs MHeHWe (KoTopoe, no
3aBepLeHnn pa3dunpaTensCTs, ObiN0 ONPOBEPrHYTO), YTO B 3TOM 3aroBope yyacTsoBan u Lle-
3apb (Sallustii, 1838, p. 28).

T CreHorpamma TeneBu3voHHoro woy «Cya Bpemenun» (2010). Boeinyck 2. Tam HOnuin Le-
3apb: rybuTens pecnybnviku uam cnacutens rocypapcrea? http://www.kurginyan.ru/publ.
shtml?cmd=add&cat=3&id=68 (16.05.2023).
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Puc. 10. fonosa HepoHa. PuM. ManaTuHCKni My3ei. PUMCKWIA HaLMOHaNbHbIA My3ei.
Mpamop. 50-e rT. H. 3.8

Ho B ucTtopuu HepoH He TONbKO 3aKynncHbIV youiua. OH elle v cnacu-
Te/b NPUrOBOPEHHOTO K CMEPTU MaanaTopa, 03aboueH couynansHbiMm pedop-
MamMun P1Ma, B TOM YMCe CrpaBe/IMBbIM HaNoroobnoxeHeM, a Takke n306u-
YeHVeM KOPPyMNMPOBaHHOIO ceHaTa 1 B byayllem — OoTMeHo pabcTaa.

B Tpexyacosom e cunbme [1. Mapkyca «Pumckas umnepus: HepoH»
(Imperium: Nero) byoywmnin npasuTens PrMa B Te4YeHve ABYX 4acoB NpeacTaeT
Kak HauBHbIN MeJTaTeNbHbIV OHOWa, BMOONEHHbIN B pabbiHio Knaeauto AkTe
M COXPaHSAIOWNIA el BepHOCTb. TpOeKpaTHbIe MOMbITKM OTPaBMTb CBOKO MaTb
ArpunnuHy 1 NorybuTb B CNelmanbHo YCTPOEHHOM A1t Hee KopabeKpyLleHny
He gaHbl. HeygadHble NONON3HOBEHMS 3aAyLIMTH CBOIO MEPBYIO xeHy OKTaButo,
KaK v OCYyLLEeCTBNeHNe ee Ka3HW B CChIfIKE 3a «MpentobofesHme», He NoKasaHs|
(CBeToHMIA, 1993b). HanpoTue: HepoH nocne pa3gofa 3akuHaeT ee He rybuTb
cebs, obelllas aaTh WaHC CTaTb C4aCTAMBOW. Ho OHa, No coobuleHnto bpaTta, To-
HeT. CMepTb CBOeW BTOPOV eHbl (bepeMeHHo [onnen) oTToro, YTo OH yaapwn
ee Horoli B unBoOT (CBETOHMI, 1993b), B KapTnHE 3aMeHeHa Ha Hec4YacCTHbIN Ciy-
4al B CIMLWKOM PETUBOM TaHLLe.

Takvm 0bpasom, B rnbMe HepoH ovenoBeyeH 40 Takow CTENeHN, Kakyto
APYyrvie pexmnccepbl He MO 1 NpeacTaBuTs (Nicosia, 2018). 3TOT KpOBaBbIV MsiC-
HUK AaH elle 1 B NepexnBaHmsX 3a NPUYMHEHHOe OMU3KUM 3/10: Ha ero nLie He
NpocbIXxatoT cnesbl. OH NayeT Hag UHULMMPOBAHHbBIM M apeCcTOM CBOel MaTe-

BIcToUHMK n306parkeHuns cM. / See the image source: https://ancientrome.ru/art/artwork/img.
htm?id=381 (27.06.2023).

HAYKA TENEBUAEHMA 19 (2), 2023 155 THE ART AND SCIENCE OF TELEVISION


http://ancientrome.ru/art/artwork/img.htm?id=381
http://ancientrome.ru/art/artwork/img.htm?id=381

pv, Beflb paan Hee (1) oH XoTen co3aaTh CNpaBeanvByto Y MUIOCEPAHYIO pecnyb-
nviKy. MevanuTcs No NoBOMY 3aKa3aHHOMo UM OTPaBAEHNs CBOAHOMO HpaTta AH-
apoHuka. OCo3HaBas CBOIO BUHY, CO CI@3aMVi Ha I1a3ax NPOCUT NPOLLEHWS Y AKTE
3a TO, YTO caenan u eule fomkeH caenatb (1), xoTs B AeMCTBUTENBHOCTY €ro
OropYeHus CBSA3aHbl TONBKO C MOHUMAHKEM MPEeKpalleHnst CBOero My3blKalb-
HOro TBOpYeCTBa. («<Kakoi BeNuKMiA apTUCT nornbaeT»!)

Puc. 11. Kagp u3 punbma «HepoH», pexx. Ynu 3genb, 2004.
HepoH 1 KnaBgus Akte’®

B mylwe «CTpaganbla» elle U BO3HMKAIOT Yrpbi3eHus coBecTu. MoaTomy
Haledwas yTeleHne B XpUcTuaHcTee Knasavs B duHane dunbMa gaet emy
NPOLLeHVe, CHUMas BCe ro rpexun 1 Tem cambiM Npubamkas HepoHa K 4yTb an
He coMHeBatollemycs Ha rope EneoHckol XpucTy. Co cnos Knasamnu Mbl y3Haew,
4TO «HepoH mMeyTan o Pume, o nydwem Mupe. OH He pa3xuran OroHb, HO OTrOHb
B Aylwe cHepan ero». M 06 aToM, aKobbl pacKasBLIeMcs CaamucTe, KOTOPbI no-
ybusan ceovx bamKannx POACTBEHHUKOB, ApYy3ei 1 BOMbLLYIO YacTb Hapoaa,
AKTe, nnava Hap ero Tenom, roBopuT: «Mbl BCe MPOLLEHbI, OH HE OAMHOK, OH NPO-
CTO NOTEPSNCS».

[lo MHeHWo Jltoka HUKOCKUKM, Takoe «MOpanbHOe MPEeBOCXOACTBO Xpwu-
CTUMAHCKOW Bepbl B COMETaHUM C paccKa3oM O pa3BpalleHny HepoHa nokasbl-
BaeT, 4To HepoH He Bceraa 6bin yxkaceH, 1 ero cyasba [B HEKOTOPOW cTeneHu]
BbI3biBaeT covyBcTBMe» (Nicosia, 2018). OaHaKo cTpemneHue Bbi3BaTb MOBbI-
WEHHO-3MOLMOHANBHbBIA OTKANK Y ayaAnToOpUn CHKaeT ero aheKTUBHOCTb.
A YpeamepHas fpamaTmn3alms XpUCTUAHCKON UAeN B KOHTEKCTE CyLeCTBEHHO-

YYcTouHMK n30bpaweHus cm. / See the image source: https://www.kinopoisk.ru/film/230391/
stills/page/1/ (24.06.2023).
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ro OTKNOHEHWS PUAbMa OT NPUBLIYHONM TPAKTOBKM 06pa3a HepoHa oka3ana Ha
BOCMPUATME ero BeCbMa HeraTusHbIN acdekT (Nicosia, 2018).

Puc. 12. Kagp u3 punbma. «<Pumckas nmnepusi: Hepos».
HepoH v Knasans®

B wTOre BMecTe ¢ nceBao-pacKasHuem HepoHa B hunbMe NPOUCXOAUT «ne-
penontocoBka 06pa3oB». HepoH B CBOVX 3N10esHUsIX ONPaBAbIBAETCS, @ OKPYXKe-
HIE NPUHUMAET ero 310 Ha cebs. Monnes Ikobbl 0AYPMAHNBAET €ro HanNUTKaMu 13
ErvnTa, M OH OTAGET CMEPTOHOCHbIE NpKKa3bl; CeHeka, BUAMMO, NepeBepHyBLIviA-
s B rpoby, «nofAcKa3sbiBaeT» HepoHy youTs CBOAHOIO bpaTa v MaThb; Aa U KnaBaws
AKTE KOCBEHHO BTATMBAETCS B KPYI NPECTYMHUKOB, MOCKOMbKY 3a YOuicTBO Bpu-
TaHHMKA Ha Hee BO3NaraeTcs NCUXON0ruyecKas OTBETCTBEHHOCTb.

A Ha BTOPOM MnaHe 3T1X ApaMaThyecKrx NepenuuyoBOK B NpopacTatolel
udee XpucmuaHcmea (Hekoeeo nodobust Yen08eYHOCMU) 38y4um OeKnapayus
npoujeHus 3/1a: «Haflo NPOCUTL bora € YMCTbIM cepaLem» (Kak pa3 ans HepoHal).
KpelleHure «nocTaBneHo Ha NoTok» (KpecTaT Knaeamto, B3pocnbix, aeTen). daxe
CeHeka 3asiBNSET, 4TO eMy U HepoHy He XxBaTaeT UCTUHHOW Bepsbl (MPOCTO AaBHO
CO3PEBWNI XPUCTMAHVIH). Hy M NONHOE UCKyMeHVe BCeX rPexoB B pedeHnm Knas-
ann: <HeT ntofent, HeAOCTOMHbIX UCKYMAeHNs»?L,

Takas dhanbcndukaums GakToB B xapaKTepucTnke TupaHa-yobuiiLbl, aa elle
nofilaHHasi CKBO3b MPU3MY XPUCTMAHCKOrO BCEMPOLLEHMWs!, OnacHa, NoToMy Kak
nofobHble nepcoHaxu (HepoH nnu, Hanpumep, MTnep), AencTBUTENbHO, He oan-
HOKM, @ NPUKNeNBATb UM ANs PeabunnTaummn spbiki «4en10BeYHbIX», — 3TO eCTb
ABNeHue 3na.

stills/page/1/ (24.06.2023).
“'He xBaTaeT TONbKO KoTa Jleononbaa: «PebsTa, aBanTe }KuUTb APYIKHO».
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3AK/TIOHEHUE

B ntore npogenaHHoro o63opa HeKOTOPbIX 3HAKOBbIX hKIbMOB XXI Beka
4enoBeYHOCTb HblNa pacKpbiTa HaMK Kak OCHOBOMOaratollee pogoBoe NoHs-
The pobpa. OgHako B COBPEMEHHOM KunHemaTorpacde OHO npefcTano Becbma
pacwupuTensHo. OTaenbHbIe peXknccepbl, BHeAPsis HOBble UCTOPUYECKMe CTe-
PEOTUMbI B 3pUTENbCKME MACChl, HANpaBuaK Ux Ha 006p08oIbHOE MPUHSATHE
anbcUbULMPOBAHHOM UCTOPUN. B X KUHOMPOAYKUMM CTapaHUsaMmM nocTa-
HOBLLVKOB 3/10 MPENOAHOCUTCS 3pUTENSM, KaK MUHUMYM, B 0C1abneHHoM Bufe,
a NMopoK 1 Kak OTKpoBeHHOe A06PO. 3TO MPONCXOAUT MNOTOMY, HTO OTAENbHbIe
NOANTUYECKME Y PENUTUO3HbIE NNAEPbl MOKA3bIBAOTCS CKBO3b NPU3MY Hagy-
MaHHbIX NPOSBAEHMI YenoBeYHOCTH (HepoH, oTyacTu Liesaps, /lioTep, MvTnep,
KoMeH[aHT nareps cmepTy Panb®d). B AaHHOM CTpemaeHnn peabunmtnposaTb
310 TaKue aBTopbI, BUAMMO, He OTAaI0T cebe OTHET B TOM, 4TO 0OBEKTUBHO CMNo-
COBCTBYIOT MyTaLMM MbILUAEHMS COBPEMEHHOMO 06LLeCcTBa B CO3HaHMe BO3MOX-
HOTO HEeOHaLWMCTCKOro 3neKTopara.

MNonobHas TeHAeHUMS B 3apybexHoM KnHemaTtorpade He cnydaiHa. OHa
HabnogaeTcs B pyHAaMeHTanbHbIX 061aCTAX He TONbKO MCKYCCTBa, HO W UHTeN-
neKTyanbHbIX WTyanid. B dmnocodum, Hanprmep, B nocneaHee Bpems npunara-
lOTCSH YCUAKS NMEepeoCMbICANTL MOHNATUE 3na. PasbsacHAs YMTaTensm, 4Td Takoe
«XOpOLWO» M YTO TaKoe «Moxo», MaBnoc KOHTOC pacleHnBaeT 310 KaK HeKwui
NPVPOAHbI/ YenoBeyecKknin U3bsH (HegodeT). MosToMy ero cnefyeT NpyHUMaTh
CHUCXOAWTENbHO, BHe CBSA3M C 0Bbl4HbIM NpecTynneHvem (Kontos, 2018, p. 4, 6).
Ano dopmynuposke Codmmn M. KoHHenn, 310 — 370 Hekas «NpoTUBOECTECTBEHHaS
Hensnevrmas aMopanbHOCTb», MHaye — «eCTeCTBEHHbIV YenoBeveckunii gedekT,
KOTOpbIV B KAKOM-TO CMbIC/1e OTHOCUTCS K 0bnacTu npupoabl» (Connell, 2018).

B ntore 300 3gecb TpaHCHOPMUPYETCS B BbIMBILINEHHOE U He TaKoe YK
HeraTvBHOe siBNeHne. Ho B NogobHbIx ciyyasx /lapc CBEHACEH BUAUT nomepro
gHUMaHus K epmse (CBeHpaceH, 2008, c. 1).

A BMECTO CaMoro TepMI1Ha 31a NpefiaraeTcs HoBbIM Habop NOHATNIA:

a) «NpoTMBOECTECTBEHHASs Hen3neyrnmMas aMopanbHOCTb, KOTOpas CyLe-
CTByeT cama no cebe v He NOALAETCH MefMLMHe, a SBASETCS NPOCTO Yenose-
YecKkuM fedeKToM OT NPUPOAb! (MO3ITOMY, Hago NonaraTb, MPECTYMHUKY MOXHO
paspewnTb YOUICTBa U rpabexu, NOCKONbKY OH YMCTBEHHO WMaW (BU3NYeCKH
HenonHOUEHHbIM). Ho Takas aMopanbHOCTb — SKobbI ellle He MOPOK (npecTy-
nnexHune);

6) MOPOYHOCTb, C KOTOPOI HeNOBEK POAMACS (1 C TEX MOP HUKOTAa He Clbl-
Wwan o Mopanu, — oHa, BUAMMO, eCTeCTBEHHas 1 TOXe «Hen3nevnmMas»). loato-
MY TaKOW MOPOK 1 aMOPanbHOCTb — efBa M He KaK Y INyLWK1Ha, «Be BeLn Heco-
BMECTHbI». TEM He MeHee, YTODbI BbISBUTb X pa3nnyue, TpebyoTcs KOHKPeTHbIe
NosiCHeHNs, KoTopble BbiNK cAenaHsl ele ApuctoTenem. OH onpegennn amo-
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panbHOCTb KaK CUCTEMY, Kyfia BOLIM COMYTCTBOBABLLIME eil 06CTOATeNbCTBA, WX
KONMYeCTBO, KTO MCNONHUTENb, YTO 3a MOCTYMNOK, MPU KaKMX YCOBUSX COBep-
LWEH, KAKUM OPYAMEM N paau Yero, KaknM obpasoM (Marko nnm rpy6o)? (Apucto-
Tenb, 1997, kH. 3, 1 (I1). VI Tonbko nocne ux BbiicHeHWs dunocod pestommposarn,
YTO He 3HaTb, KAK B TAKOW eATeNbHOCTU BO3HMKAOT 6e3HPaBCTBEHHbIE YCTON,
MOXET TONbKO HesymelLl, MMyXoi namn cnemnom: «A Koflb CKOPO YeNoBeK OTHIOAb He
B HeBefleHNW fenaeT TaKoe, 13-3a Yero CTaHeT HenpaBoCyeH, TO OH Henpago-
cyaeH no coen Bone» (Apucrotenb, 1997, kH. 7,7 (V).

TakunM 06pa3om, co3gaHvie BUAMMOCTU, 4TO 3710 He SIBNSETCS 310M (MUPO-
BOW Nanay JOCTOMH COYYBCTBMS), HAMOMHUM, — 3TO LefeHanpaBneHHas obpa-
60TKa 06LECTBEHHOMO CO3HAHMS C BHEAPEHWEM NOXHbIX Mael. PaHO nan no3a-
HO TakoBas HaMAET arpecCcUBHbIN BbIXOM B M3MEHEH NN 0BLIECTBEHHOMN XU3HM.
MNonobHas NocneaoBaTenbHOCTb 3anyLieHHOM B MacCoBYHO NCUXONOM N0 peabu-
NUTaUMOHHOM KOHLEMUMM 313 C €€ XULLHUYECKNM «BbIXOAOM B NIOAM» COCTOUT
M3 ABYX BeCbMa TPaAMLMOHHbIX 3TAmnoB: 3aMbicen — peanu3auus. Ho UCToku
TaKoM KOHCTPYKLMM BOCXOAST K pa3paboTaHHOMY ApucToTeneM NoHATHIO AyLUu
nof Ha3sBaHveM aHTenexus. NprMeHss ee B OLIEHKe NPOLEeCcCoB, KOTOpbIe Obinn
OTMeYeHbl 3[eCh B 0OLECTBEHHON NCUXOAOT MK, HaM 3TO ap1CTOTENEeBCKOe NOo-
HATWe, U3HAYaNbHO UCCNEAOBAHHOE UM B MONOXUTENBHOM MaHe, NpeacTaBns-
eTcs Tenepb B HOBOM KayecTBe — 3HMesiexuu 3/1a, To eCTb dywiu, obnadarouwjel
HeeamugHoU 3Hepauel. B 3ToM (heHOMeHe HaxoaWT CBoe eCTecTBEHHOe Mof-
TBEpXAeHe 3asiBleHHas B Hayane cTaTby rmnoTesa.

OfHaKo B TOM xe 3apybexHOM KUHOMCKYCCTBE MOL0OHOMY paspyLumTeNb-
HOMY HanpaBfieHWo NMPOTUBOMOCTABAEHO APYroe, B KOTOPOM 4€/10BEYHOCTb
BblpaXkeHa B CBOEM MCKOHHOM ryMaHHOM BYAe.

1. NepepoxpaeHve HeMeLKoro odulepa B 4enoBeKa, COYYBCTBYHOLLErO

xepTBe BOWHbI (BLnbM Xo3eHdensa B hunbmMe «MuaHncT»).

2. YenoBeYHOCTb B CBOEM repoMYECKOM MpeBbIlEHNN camoe cebs (nua-

HWCT Bnagncnas Wnunbman; canutap [ecmorp [locc, cnacatouimin con-

AaT B cpaeHuy 3a OKMHaBY; 3aKNtodeHHbI narepst OcBeHumm Cayn Ayc-

NeHaep; Bo3BpaTtusLwanca 13 OcseHummMa B bepnmH nesnua Hennu iaHu;

Y3HUK KOHLNareps XXunb KpeMbe Mo Npo3BuLLy «nepe»).

3. MpobyxaeHne 4enoBeYHOCTU B CO3HAHMW KONNeKTMBA (aMepuKaHcKme

CoONAaThl B KapTuHe «[10 COOBPAKEHNSM COBECTM», KaK 1 3aK/IHOYEHHbIe

pa3HbIX CTPaH B HeMeLKOM KoHUarepe B unbme «CbiH Cayna).

4. MopagefeHwve YenoseKa K rpaHuLe BOIMOXHOIO MPodyxaeHUs YenoBey-

HOCTU (MyX 1 3HaKOMble neBuLbl Hennu /isHu).

5. MpobyxaeHne NprBA3aHHOCTY K APYroMy Kak K CBOei COBCTBEHHOCTH

(noBap-HauwncTt Knayc k nepcy B hunbmMe <Ypoku hapcu»).
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/13 BbISIBNEHHbIX HAMW BU0B Y€/10BEYHOCTH, B KOTOPbIX OHa NPOsiBMNACh
«B OMNPefeneHHOCT ee NPEBbIWEHWS», CTAHOBUTCS O4EBUAHbBIM, 4TO Y COBpe-
MEHHbIX 3apybeXKHbIX KMHeMaTorpacucTOB eCTb BCe OCHOBAHWS pa3BuBaTb
TpaguuUMmM eBPONEeNCcKOro ryMaHnuama, Ho NonbiTKa HaBs3aTb HOBbIV B3N/ Ha
310065 Kak 406poaeTensHOro Yenoseka — NopoYHa 1 B uTore npectynHa. Mos-
TOMY MccnefoBaHne peabunntaLmm 3na noa Mackoi nobpa He ncyepnbiBaeTcs
NpennoXeHHOW CTaTbel, a Hy)XaaeTcs B AanbHeneM aHanse, KoTopblii MOXET
6bITb pa3BepHyT NoO MaTepranam HacTos el Nyénnkaumnm.
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Abstract. Motion capture technology for creating an animated image of an
artistis becomingincreasingly widespread in animation, cinema, and computer
games. The motion capture methodology allows translating the acting into
different virtual worlds and implementing creative data such as plasticity,
voice, drama, in completely unexpected forms, which expand the boundaries of
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traditional artistic anthropology and the psychology of art. The most multilevel
and multi-variant form of motion capture, performing capture, can reflect the
plasticity of the artist in the finest details. This article raises the question of
the need to study new aspects of the methodology of acting creativity. This
question arises in the process of creating images of computer games, against
the background of scientific understanding of various forms of motion capture
technology and their modeling in the digital environment. The ways the artist
exists during the implementation of scenarios of high-budget computer game
projects are characterized by multivariance in the development of the image
when setting the most important tasks in a situation of multiplicity of game
strategies, by an expansion of understanding the original event, and by the
dynamics of the role pattern. The interactive nature of gaming projects requires
anunderstanding of the categories of actor existence in the synthesis of classical
(Stanislavsky system) and post-dramatic theatrical approaches.

Keywords: performing capture, acting skills, post-digital art, L.A. Noire, Death
Stranding

YAK 004.92 +791.6 + 791.4
DOI: 10.30628/1994-9529-2023-19.2-171-213

EDN: JPBTUP
Cratbs nonyyeHa 15.05.2023, oTpepaktnposaHa 25.06.2023, npuHaTa 30.06.2023

APTEM HUKO/IAEBUY 30PUH’

CapaToBCKMIA HALMOHANbHbIN MCCNef0BATENbCKUI
roCylapCTBEHHbIN YHUBEPCUTET UM. H. I. YepHbILIEBCKOTO,
410012, r. Capatos, yn. ACTpaxaHckas, 4. 83, kopn. 11,
MOCKOBCKUIA (DU3NKO-TEXHUYECKNIN YHUBEPCUTET,

141701, r. JonronpygHbi, IHCTUTYTCKWI nepeynok, A. 9.
Researcher ID: D-3015-2017

ORCID: 0000-0002-2342-4039

E-mail: art-zorin@yandex.ru

OAHUUN ANEKCAHAPOBUY AXAMOB

CapaToBCKasi rocyfapCTBeHHas koHcepBaTopus UM, /1.B. CobunHoBa,
410012, 1. CapaTos, np-T uM. [MeTpa CTonsinuHa, 4. 1

Researcher ID: 1YJ-1408-2023

ORCID: 0009-0006-3908-4071

E-mail: gossardan@mail.ru

" ABTOp, OTBETCTBEHHbIN 3a Nepenucky

HAYKA TENEBUAEHMA 19 (2), 2023 172 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0002-2342-4039
mailto:art-zorin%40yandex.ru%20?subject=
https://orcid.org/orcid-search/search?searchQuery=0009-0006-3908-4071
mailto:gossardan%40mail.ru%0D?subject=

Lnsg yumuposaHus

3opuH A.H., fixamoB [.A. Performing capture B Bugeourpax 1 HoBas akTep-
CKas NpaKTuKka noctumndpoBol anoxn. K noctaHoske npobnemsl // Hayka
TenesuaeHus. 2023. 19 (2). C. 171-213. DOI: https://doi.org/10.30628/1994-
9529-2023-19.2-171-213. EDN:JPBTJP

Performing Capture B Buaeounrpax
M HOBas aKTepCcKad NnpaxTuKa
MNOCTUMDPOBOW 3MOXM

AHHOTaUus. TeEXHONOM MY 3aXBaTa [BKEHNS apTUCTa NS CO3AaHNS aHW-
MUPOBaHHOrO 0bpasa Nosy4atoT Bce Honee WMPOKOe pacnpocTpaHeHne
B My/NbTUNANKALMK, KuHEMaTOrpade 1 KOMMNbIOTEPHbIX Urpax. MeToaunka
3axBaTta [BkeHuUs motion capture No3BoseT NepeBOANTb aKTepCKyto
WPy B MHblE BUPTYasbHbIE MVPbI U PEann3oBaTh COOCTBEHHbIE TBOPYE-
CKMe faHHble — NnacTuyeckune, ronocoBble, ipaMaTUyecKre — B COBEp-
WEHHO HeOXKMAAHHBIX POPMaXx, PACINMPSIOLLMX TPAHULbI TPAANLNOHHON
XYJOXKECTBEHHOW @aHTPOMONOr I 1 NCUXONOT MK UCKyccTBa. Camast MHOro-
YPOBHEBasi U MHOTrOBapviaHTHasi opMa 3axeaTa ABvkeHns — performing
capture — gaeT BO3MOXHOCTb OTPa3nTb NAACTMKY apTUCTa B Camblx Mefl-
KVX AeTansx u noApobHOCTsX. B cTaTbe CTaBUTCS BOMPOC O HEOHXOAMMO-
CTU UCCNeoBaHNs HOBbIX aCNEKTOB METOAONOT MM aKTepCKOro TBOpYe-
CTBa, BO3HMKAIOLLMX B NPOLIECCe CO3AaHNs 06pa3oB KOMMbIOTEPHbIX U,
Ha OHe Hay4YHOro NOCTWIKEHMS Pa3nnyHbix hOPM TEXHONOT WA 3axBaTa
ABVIKEHUI 1 X MOAENVPOBaHUS B LdpoBol cpefe. CNocobbl cyliecTBO-
BaHWs apTWCTa Npw peanvsaymu CLeHapreB BblCOKOBIOMKETHbBIX MPOeK-
TOB KOMMbIOTEPHbIX UIP XapaKTepU3yloTCs NOANBAPUAHTHOCTBIO Pa3Bu-
TVsi 06pa3a Npu NOCTaHOBKe CBEPX3afayv B CUTYaLMn MHOXECTBEHHOCTY
WIPOBBIX CTpaTernii, paclumMpeHviem npeactaBneHns ob MCXogHOM Co-
BbITUN 1 AMHAMUKE PUCYHKA ponu. VIHTepaKTuBHas Npupoaa UrpoBbIX
NPOEKTOB TpebyeT OCMbICTIEHUS KATErOPUIA aKTEPCKOTO CyL|eCTBOBAHMS
B CMHTe3e Knaccuyeckux (cuctema CTaHMCNABCKOro) U noctapamaTtuye-
CKUX TeaTpanbHbIX NOAXOLOB.

KnioueBble cnoBa: performing capture, MacTepcTBO akTepa, WCKYcCTBO
noctuwndposolt anoxn, LA. Noire, Death Stranding
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INTRODUCTION

Information technologies define the development vector of all human
activities—from economics and politics to creativity. With the birth of cinema
in the late 19th century, new conditions arose for an actor to create a role. This
led to the emergence of plots that went beyond traditional dramaturgy, which
over time changed the approaches to the ways in which an artist exists on stage.
A century later, in the 2000s, the rapid development of the video game industry
brought new adjustments to the forms of the acting profession. Until recently,
video games were considered a niche, even an exotic entertainment sphere, but
the digital revolution has put the gaming industry on par with the film industry.
The involvement of professional screenwriters, directors, and actors in the creation
of games has become common practice. Today, there are many major Triple-A
projects—high-budget game “blockbusters” that immerse the audience in fantastic
unexplored worlds, with plots that have long stories featuring colorful characters,
richly detailed nuances. And filmmakers creating films based on these game worlds.

The expansion of the boundaries of acting roles in the post-digital era reveals
a combination of traditional and innovative ones in 3D spaces. Studying this area
requires the application of cognitive approaches in the research of computer
modeling technologies (motion capture or motion scan, performance capture),
the actualization of the psychology of creativity (psychology of an artist’s behavior,
semiotics of kinetics, behavioral models and reactions), as well as the methodology
of acting mastery in the whole variety of traditions of national schools and methods.

Due to the avalanche-like growth of mastering the potential of artificial
intelligence (Al), the prospect of its use attracts more and more attention from
researchers around the world. Al’s capabilities are being applied to various areas
of the socio-economic sphere, including various forms of art and entertainment
technologies. In the summer of 2023 in the USA, negotiations between the united
trade union of artists of the Screen Actors Guild and the American Federation of
Television and Radio Artists (SAG-AFTRA) with the Guild of Film Producers reached a
deadlock, which lead to a large-scale strike.! One of the main points of the demands
was to limit the involvement of artificial intelligence technologies in films when
working with images of actors” works from the past and replacing the work of
live artists with these reconfigured older imagings. While Al is currently only able
to successfully replace extras and deceased stars, the film community is already
expressing concern about this and is striving to prevent sharp antagonism of
professional interests in the industry in the foreseeable future. The boom in artificial

! Sperling, N. (2023, June 5). Actors authorize potential strike with Hollywood writers still
picketing. New York Times. Retrieved June 26, 2023, from https://www.nytimes.com/2023/06/05/
business/media/hollywood-actors-strike-vote.html
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intelligence (Al) has also revealed the problem of its creativity limits: processing
a large amount of information in search of an “average” solution leads not to the
creation of breakthrough or masterpiece creative achievements or statements, but
to their gradual degradation. Now Al is able to replicate a star’s image or to create
the illusion of naturalness of an average performer. Al is also massively involved in
the production of unsophisticated sitcoms, but whether it can create unique artistic
images—this question remains open.

The problem of widespread development of Al in the cinema sphere still
lies in the field of artistic futurology and is somewhat aside from the stated theme.
Currently, there is not enough full understanding of another phenomenon in
the previous stages of creative mastery of digitization—the new range of artistic
possibilities of the artist when working with performance capture technology in
an interactive gaming space. Framing this issue requires first defining the current
criteria and possibilities of the actor’s existence when creating computer game
characters based on the experiences of their understanding by artists, as well as
the project creators and critics. In perspective, a broader study of the experience of
artists in high-budget computer game projects will allow an evaluation of the deep
interaction of currentforms of differentareas of artinthe 21st century. Theincreasing
demand of the audience for the transformation of the space of traditional theatrical
and cinema halls in terms of expanding its interactive possibilities (participative/
immersive theater, VR-theater) allowsfor a gradual transfer experimental experiences
of contemporary theater and cinema direction into the communicative world of the
computer game, by filling it with relevant aesthetic content.

The artistic aspect of the artist'’s work in projects that are built within the
technology of motion capture (abbreviated as mocap, motion capture) remains
on the periphery of research attention. Shifting the emphasis from the main line
of technology study towards performance capture—translating the image in the
fullness of human reactions within the artistic-image reality—dictates the need to
consider this phenomenon in the syncretism and uniqueness of its aesthetic nature.

MOTION CAPTURE TECHNOLOGY OF AN ARTIST

METHODOLOGICAL APPROACHES

The history of creating motion capture technology, its development, and
theoretical foundationsin research literature are presented quite fully (Lewkowicz
& Delevoye-Turrell, 2016; Pavlyuk et al., 2020).

The book that has become a classic, Understanding Motion Capture for
Computer Animation by Alberto Menache, in addition to conducting a tour of
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the evolution of 3D scanning technology, analyzes developments in the field
of digital design, cinema, games, medicine, sports, and security engineering
that emerged at the beginning of the 2000s. It accumulates information about
modern achievements, methodology, and development in the current motion
capture industry and provides a complete understanding of ways to capture the
plasticity from traditional camera use to an analysis of electromagnetic field
sensor vibrations. In this book, attention is drawn to the difference between
motion capture and performance capture (the technology of digital motion
capture of an actor):
Motion capture is the process of recording a live motion event and
translating it into usable mathematical terms by tracking a number
of key points in space over time and combining them to obtain a
single three-dimensional representation of the performance. (..
Performance animation refers to the actual performance that is
used to bring a character to life, regardless of the technology used.
(...) Motion capture is the collection of data that represents motion,
whereas performance animation is the final product of a character
driven by a performer. (Menache, 2000, p. 1)
With the development of technology and graphics, both in games
and movies, the combination of performance capture is increasingly
being used instead of motion capture. This emphasizes the merits
of actors—both those responsible for the character movements and
the celebrities who give faces and voices to the computer models.
Collaboration with dozens or even hundreds of actors has long
become an integral part of production, and for Keanu Reeves or Mads
Mikkelsen to participate in game development today is as exciting as
starring in a blockbuster.?

The development of technology in performance capture and its perception
as a way of projecting a direct image of a person into digital reality opens the
psychological effect of “reviving” a persona in virtual space (rather than digitally
dehumanizing it). This can be considered as an effect opposing the phenomenon
of the uncanny valley (Mori, 2012)—the fear of an artificially created human or
android image.?

April 30, 2023, from https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-
zakulise

3The phenomenon of the uncanny valley as a way to influence the emotions of the audience
(Kaku, 2015, pp. 318-320), a communicative model in the aesthetics of cinema (Kozlova, 2021,
Krivulya, 2022) or stage space, for example, in the production of the famous performative theater
troupe Rimini Protocol (Vellington, 2021) has been analyzed quite comprehensively.
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Currently, mocap technology is primarily based on complex, fairly expensive
markets and sensors attached to the body, whereas digital human plastic processing
based on artificial intelligence is becoming a new, affordable option for creating a
full-fledged projection of the human image in films and animation.

The appearance of a maximally plausible human-form modulator,
MetaHuman, on the Unreal Engine 5 software platform by Epic Games Creator,
based on a large array of processed mocap data, is beginning to be seen as a
psychological threshold for overcoming the uncanny valley effect by the viewer—a
modern 3D human model that is available for production in the mass segment of
computerimages is perceived organically. The comfort of the viewer’s impression of
a character, that is created by using this application for modeling game situations,
sometimes provokes curious situations:

The Russian studio Tallbays has been working on the immersive
simulator Militsioner for several years, the trailer of which caused
a great stir on the Internet. After the original model of the gigantic
Militiaman was replaced by a “digital human” from MetaHuman
Creator, the developers were hit with a barrage of criticism from the
gaming community. The fact is that the new realistic image of the
Militiaman no longer caused the effect of the uncanny valley, and
unlike the previous version, no longer scared players. The developers
plan to change the current model again, by returning its grotesque
features.*

G.P. Panos sees the development of mocap technology as prospects for the
digital archiving of humanity, virtual documenting of human existence. From the fear
of the digital transition, Panos’ hypothesis leads to reflections on the prospects of a
post-digital society in the coordinates of the ideas of “Russian cosmism” of Fedorov
(Panos, 1994). It is these prospects that define the new contours of metahumanism.

Ricardo Tobon’s book The Mocap Book: A Practical Guide to the Art of Motion
Capture (Tobon, 2010) not only provides information on the history of technology,
but also offers a detailed guide to mastering the process of digital recording. This
includes stages from selecting equipment depending on the tasks, improving
animation and integrating files that include image capture, tracking, editing, and
integrating visual layers, animation, and motion coordination. It also reveals the
possibilities of mocap as one of the technologies of contemporary art.

Mocap and its derivatives have become an organic part of narrative games
with multi-level storytelling, masterful dialogues, and subtexts that are revealed

“Balbery, L. (2022, March 10). MetaHuman Creator: Everything you need to know about the new
tool for creating realistic 3D characters. Skillbox Media. Retrieved April 30, 2023, from https://
skillbox.ru/media/gamedev/metahuman-creator-vsye-chto-nuzhno-znat-o-novom-instrumente-
dlya-sozdaniya-realistichnykh-personazhe/#stk-7
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in both non-verbal situations and in scenes created with the nuance of digital
capture and the transmission of human plasticity.

Recognizing the limits of mocap possibilities in screen art and games,
modern researchers are looking for the boundaries of permissible realistic
perception of synchronization of movement and speech in mocap, as cinema
once came to a 24-frame standard. At this stage, desynchronization between
sound and articulation of 500 ms (milliseconds) is allowed as such a limit of
realism, only beyond this interval the viewer will be able to feel the unreality
of communication. Such a discovery makes it possible to make adjustments at
various hardware levels, which allows maintaining the realism of 3D models and
makes the technology more in demand and accessible (Nirme et al., 2020).

Letusleaveasidethe philosophicallogic of reasoningaboutthe simulacratic
nature of 3D modeling images. (The sociocultural phenomenon of the dystopian
climax of the plot about an android who has stepped from the electronic era into
real life, on the example of Westworld—a film by Michael Crichton (1973) and
a series by Jonathan Nolan and Lisa Joy (2016-2022), has been considered in
detail: as a reflection of the ideas of modern philosophy (South & Engels, 2018),
as a transformation of social psychology under the influence of new media and
technologies (Langley et al., 2018), and as a convergence of epic genres of art and,
in particular, cinema in the process of comprehending the possibilities of digital
reality (Zorin,2020).) Inthe general aesthetic context, the triumphant development
of 3D modeling anthropology, as S.S. Kozlova argues in her dissertation research,
reflects the vectors of transformation of the nature of corporeality on the modern
screen and, accordingly, in public consciousness, and becomes a projection of
general doubts and fears for the modern man. In the “plot of corporeality,” which
is key for screen culture, “the dynamics of digitalization of corporeality works,
and the configuration of the character’s body is extremely unpredictable and far
from anthropomorphism—this is a ‘body-space.’ The configuration of the body is
determined by digital space, the ghostliness of its borders” (Kozlova, 2021, p. 44).

The aesthetic component of this phenomenon is increasingly coming to
the forefront. A.A. Titorenko in his article on the metaphysics of games raises the
question of the theatrical component in the structure of game content: from the
model of the modern hero as a “player in the theater of life” (Titorenko, 2010,
p. 158) the author moves to the theatrical nature of the mocap technology
itself, when as a result of creating a 3D image, there is an impression that “the
actor’s work remains unchanged, be it work in cinema, or video games, or on
stage”—because “you empathize with video game characters just like their big
stage brethren” (Titorenko, 2010, p. 160). From the point of view of traditional
ideas about an actor’s existence, lifelikeness and theatricality are in contradictory
relationships in this case.
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AV. Sazikov and V.D. Evallyo, while analyzing a variety of scientific problems
related to new technologies that lead to a constant transformation of art forms,
note the emergence of new definitions of the post-digital era.

Post-digital art is defined as creative activity aimed at the humanizing
of computer technology through the interaction between digital,
biological, cultural, and spiritual systems. The combination of analog
and digital methods represents the modern world as hybrid, in which
digital and real are equal (Sazikov & Evallyo, 2023, pp. 206-207).

Technological possibilities of mocap were initially shaped in artistic
animation, and now in this field, they are in demand most fully and broadly.
Animation discoveries influenced game cinematography and largely shaped
the aesthetics of computer games. This animation direction of mocap evolved
parallelly, but in the last 15 years, cross-genre intersections have led to the
total mutual influence of cinema and the digital gaming industry—in the genre
nature, peculiarities of plot-building, and creation of suspense (psychological
tension), overcoming physical boundaries, and experiments in acting existence.
In computer games, this legacy is reflected in the bidirectionality of performing
capture technology development: creating unique animated images based on
the actor’s motion capture (multiplication) and digitally recreating in the game
the most authentic image created by the artist, both coinciding with the real
performer and different in external characteristics (cinematization with elements
of theatricalization).

In the first case, motion capture expands the possibilities of the performer,
as the artist is now not limited by his physical data and bodily nature in creating a
character. It was these prospects, harking back to the foundations of animation,
that were in demand in the first popular film projects with extensive use of
mocap—in Avatar by J. Cameron (2009) and adaptations of J.R.R. Tolkien’s novels
by P. Jackson. Benedict Cumberbatch, thanks to mocap, was able to play the
dragon Smaug—the main antagonist in the second part of the film trilogy The
Hobbit: The Desolation of Smaug (2013). During the shooting, the famous artist
had to physically convey his vision of the image, similar to how a freshman
student of a theater institute might show animal observation sketches in their
first exam. Cumberbatch crawled, wagged an imaginary long tail, accurately
conveying the plasticity and movements of a lizard-like mystical creature. If an
actorfails to originally perform such work, even with the careful refinement of the
avatar by the creators of animation and graphics, discrepancies in the final image
with the artistic task set may become noticeably manifest.
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Fig. 1. Benedict Cumberbatch in the studio recording of movements in mocap technology
to create the image of the dragon Smaug in The Hobbit: The Desolation of Smaug (2013).°

Such an approach in creating a character refers to the acting system of
Mikhail Chekhov, who considered imagination to be the main skill of an actoras a
creative unit. “In this task, in Chekhov’s opinion, the actor must be assisted by his
physical data: poses, gestures, facial expressions, rhythm, habits. Mikhail Chekhov
claimed that movement defines the image and gives rise to the necessary feeling”
(Polishchuk, 2010, p. 173). The most important role in the development of human
mocap technology was performed by the experiences of V. E. Meyerhold’s
acting biomechanics, which has become almost an independent field of study
of modern cognitology. In turn, theatrical biomechanics and experiences in the
field of post-drama were the result of Meyerhold’s search for points of contact
between theater and the growing power of cinema, “when meeting a live actor,
the edges of cinematization were discovered—it turned out that the theater
remains itself, and the cinema retains its uniqueness within the ‘alien” artistic
system. And Meyerhold sought cinematographic effects with theatrical means”
(Matvienko, 2009, p. 301).

The development of technology in transferring the image of an artist into
the world of computer games is becoming the point of intersection of processes
that were clearly defined at the end of the 1960s—the digital gamification of
social space and the manifestation of principles of performative aesthetics on
stage and in the space of museum actionism. The new game aesthetics (an
alternative to the total dominance of card games of previous centuries) as an
aesthetics of involvement (Kirkpatrick, 2007; Sergeyeva & Orekh, 2021, pp. 17-19)
resonates with the emphasis on immersion and the breaking of the ‘fourth wall’ in

°See image source: https://www.youtube.com/watch?v=sXNSIHrmVWU (25.04.2023).
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modern post-drama. The principles of a post-digital society and elements of new
socialization, that are reflected, formed, and predicted in the modern gaming
space, correlate with the participatory nature of the modern world-theater.

Amy Borsuk, as an example of the ideal symbiosis of live and digital theater,
the combination of a careful classical reading of a play with the triumph of
digital gaming technology, analyzes the production of The Tempest by the Royal
Shakespeare Theatre (RSC) in collaboration with the Imaginarium studio in 2016
(Borsuk, 2019, p. 12), where inventive use was made of performance capture in
an innovative and costly technological version. Intel acted as a sponsor of the
mocap technology of the performance, noting in its press release that the group
of creators—people of the theater and technologists—had managed to achieve
interaction between digital avatars and live artists in real-time after a year of
research. To correspond to the spontaneity of live theater, the “avatar” was
modeled using 336 joint sensors, that capture the movements of all human body
joints, “and is powered by a PC that has 50-million times more memory than the
one that put man on the moon” (Borsuk, 2019).

Intheend, the creators of the performance themselves perceived interaction
with a digital character not as a sufficiently typical on-screen (cinematic) insertion,
but as a kind of digital puppet theater, where the artist in sensors acted as a
puppeteer in relation to his character, who is capable, in the eyes of the viewers,
to instantly transform into not only a human but also a fantastic being.

This experiment on a 21st century stage can be interpreted as an attempt
to recreate the sociocultural context of the theater of the Shakespearean era
over a four-hundred-year distance, something the creators of the performance
themselves insisted on. The genre of masque, as well as the masquerade
with its cult of the most complex and sophisticated stage engineering, was a
distinguishing feature of the theater and ritualized court life of the era of King
James I, which succeeded the Elizabethan era and completed the period of the
rise of the theater of Shakespearean times. Thus, the RSC in this production
seemed to continue, while experimenting, two lines of historical development
of the theater, which were marked since the time of Shakespeare—the drama-
centricity of the Elizabethan scene and the technological innovations of the
Jacobean one. And although Amy Borsuk poses a rhetorical question about the
new role of man in art and the potential threat to the figure of an actor on stage,
itis clear that this example demonstrates the height of precise acting possibilities
within the post-digital realities of theatrical art.

In the theater, digital technologies of the future are capable of replacing the
technologies of the past by expanding the capabilities of technical workshops
and enhancing the visual side of the performance, but they do not allow for
serious predictions of the replacement of a creative personality at the center of
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the art. Similar processes can be noted in the art of cinema, genetically related
to the theater. The video game industry initially appeared as being isolated from
the art entertainment sphere, and yet, as technology develops and is used in
complex creative projects with constantly improving technological capabilities, it
has finally acquired the character of a new form of art, even from the perspective
of researchers.

Famous classical composers created musical games-constructor, based on
the art of combinatorics (ars combinatoria). The authors of such musical games
included, among others, such celebrated musicians as W.A. Mozart, J. Haydn,
J.F. Kirnberger, C.F.E. Bach. These types of games included tables with musical
fragments, the order of which was determined by rolling dice. As a result, even
a player not familiar with the basics of musical composition could construct
countless pieces corresponding to aesthetic canons. This phenomenon of
musical culture of the 17th-18th centuries became an important milestone in
the formation of the principles of European musical composition.® Postmodern
aesthetics demanded this direction in various variations—from the travel book,
most vividly represented by Hopscotch by J. Cortazar (1963), to interactive cinema
that appeared in the second half of the 20th century. The literary principle of
multiple plot development options, mastered by game cinematography as early
asin Rashomon by A. Kurosawa (1950), formed a new genre by the mid-1960s, but
the developing game industry took over this initiative in the 1980s.

A number of contemporary game projects are perceived as cross-
genre manifestations of interactive cinema. It is when the game participant
has the opportunity to interact with characters which are recreated by actors
through performing capture in multifaceted expressions of subtle nuances
of psychological reactions (Samoylova, 2014). For instance, like in games like
Detroit Became Human, Heavy Rain, and L.A. Noir, which directly allude to the
memory of the genre. One of the signs of recognition of video games as a new
area of contemporary art was the emergence in 2003 of a separate direction and
nomination block of the British Academy of Film and Television Arts (BAFTA)
award in the field of video games.

Game developers often note that they are inspired by their favorite
movies. For instance, the famous game designer Hideo Kojima, who is a creator
of the renowned Metal Gear Solid game series, is a passionate cinephile whose
projects are filled with references to film plots and imagery. The convergence
of the gamified world and traditional screen art occurs through pervasive
intertextuality at the narrative level, as well as through the technological solution

®L.L. Gerver, M.R. Chernaya, AV. Lebedeva, LV. Kirillina and others wrote in detail about ars
combinatoria in the art of music.
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of performance capture, which accurately conveys an actor’s performance. It
becomes abundantly clear that the quality of a game’s plot depends not only
on the technical advancements in motion capture but also on the form of the
actor’s presence. Such film stars as Norman Reedus, Keanu Reeves, Willem Dafoe,
Elliot Page, Vin Diesel, Charles Dance, and many others actively participate in the
development of computer-based productions.

There are a number of video games where the plot and acting aren’t
paramount, leading to the problem of outsourced production, where an actor
under the direction of the producer fulfills purely technical tasks.

The work of an artist in the performing capture technology in the gaming
industry (and often in the film industry) is not always based on the methods of the
Stanislavsky system—working within the aesthetics of “montage of attractions”
excludes a focus on deep psychology. Recalling Kevin Spacey’s experience,
who played Jonathan Irons in the popular shooter game Call of Duty: Advanced
Warfare (2014):

No makeup, no hair, nothing. They put dots on your face. Then you
getinto a kind of jumpsuit, which is exceedingly unattractive. A bunch
of rubber-dot things all over that. They make you go into a room, and
you have to do all kinds of physical things. (...) They’re making sure
your body is going to be actually captured. So you have to do all these
things, and get your legs moving, incredibly stupid things that you
wouldn’t do in a yoga class.’

At the present stage of development of the industry, this approach
mainly concerns secondary characters. In the case of the main characters, the
technology requires a great deal of subtlety from the artist—moreover, in a game
project, which is more tense and complex professionally due to the polyvariant
development of the plot, noted earlier.

The tendency to underestimate the work of artists can currently be
perceived as one of the problems in the industry. This affects, among other
things, research approaches that ignore the acting component and focus on
visual-graphics, sound, and script-dramatic components of the artistic whole.
Actor Andy Serkis, who is called the “king of mocap,” expressed indignation in
one of his interviews about the critics’ misunderstanding of the specifics of an
actor’s work in computer games. “They’ll say things like, ‘Serkis lent his voice to’
or ‘inspired the emotions’ or ‘lent his movements to’ or ‘emotionally retained the
backbone of] as opposed to ‘performed the role.”® Journalists are partly right,

April 30, 2023, from https://www.nytimes.com/2014/11/02/arts/video-games/kevin-spacey-
stars-in-call-of-duty-advanced-warfare.html

8 Hurt, H. (2012, June 24). When will a motion-capture actor win an Oscar? Wired. Retrieved April
30, 2023, from https://www.wired.com/2012/01/andy-serkis-oscars/
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as the final result is significantly influenced by the animator, who completes the
processing of the digital image. Working with 3D motion-capture animation is a
symbiosis of the actor’s work and technology, just like in any other field where
the modern artist exists. Without the performer himself, even the most perfect
program will not be able to create a complete image.

Andy Serkis led an acting troupe in the development of the game Heavenly
Sword. The creative director and author of the story was Tameem Antoniades—
three years later, Serkis directed motion capture scenes with him in the game
Enslaved: Odyssey to the West (Andy played an ape). Three years passed between
these two projects, and motion capture technology didn’t undergo significant
changes. But the difference in the actors’ experience was substantial. In Heavenly
Sword, the performers demonstrated excessive theatricality on stage, and their
acting seemed exaggerated. In the work on Enslaved, the actors existed more
naturally and accurately. “Anything you can do in a movie you can do in a video
game in terms of acting performance and subtlety”, noted T. Antoniades.’ Using
this work as an example, one can conclude about the contradictory nature of
an artist’s experience: on one hand, intensive interaction with motion capture
technology “tempers” the actor and allows him to master the nuances of existence
in this form of acting; on the other hand, some vagueness of the dramatic image
solution is likely connected with the lack of an overarching goal of the role—a
clear climactic point of the image, to which the actor aspires when working in the
classical dramatic tradition. In most game scripts, the artist, unlike traditional role
preparation, does not seek a single, most successful solution to the character’s
reaction to the same situation. Instead, he creates a broad gallery of invariant
episodes with awide spectrum of emotions, that are realized in various contextual
and situational versions of the plot development as the player chooses strategies
and character interactions. In the history of cinema, an analogy to this kind of
work can be found in the plot of Akira Kurosawa’s Rashomon, where the actors
convincingly demonstrate four different interpretations of the same event. This
requires serious professional training and skillful mastery of the craft. It should
be noted that working in the genre of a high-budget multi-episode TV saga in the
21st century sets a new high bar for the skill of contemporary artists.

?Kyllo, B. (2011, March 7). Performance capture injects emotion into virtual worlds. CBC. Retrieved
April 30, 2023, from https://www.cbc.ca/news/science/performance-capture-injects-emotion-
into-virtual-worlds-1.1104828
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FROM L.A. NOIRE TO DEATH STRANDING.
3D NOIR AND ART HOUSE OF COMPUTER GAMES

The implementation of image capture technology was marked by the use
of the motion scan system in the creation of the interactive movie genre game
L.A. Noire by Rockstar. The game’s space extensively recreates the virtual settings of
amajor metropolis in post-war America. The player, a detective, who is investigating
crimes, constantly makes conclusions about the truthfulness or falsity of characters’
statements, by carefully observing their facial expressions and body language.
Consequently, it was impossible to use computer-simulated characters; each game
episode was played out in the studio by artists dressed in motion capture suits,
under the gaze of 32 cameras used by the Motion scan system, which modeled a
three-dimensional image based on capturing movement from different angles.”®
This unique game combined the substantial features of American fiction, classic
film noir, and at the same time managed to convey elements of authenticity in
acting in the invariant development of the plot and game dramaturgy in the action-
adventure genre.

The game was deliberately styled as a retro-serial (it is noteworthy that most
of the actors who participated in the development of L.A. Noire starred in Matthew
Weiner’s cult Mad Men). Each investigation was taken out in a separate story, only
partially related to the game’s overall plot.

The authors of LA Noire use memories, projections into the character’s
past, which refer to elements of film noir aesthetics. Thus, in the system of film noir
characters, there are specific genre types—femme fatales, omnipresent reporters,
etc. Particularly clear noir masks in this game are described for the detective heroes.

The high level of professionalism of the actors forces the player to be
maximally involved in the communicative details of the investigation—they have to
figure out the character and degree of sincerity of the character. Reacting to nuances
of behavior (expression of the eyes, facial expressions, voice intonation), the player
must choose one of three possible perceptions: lie, doubt, or truth. Each choice
determines the further development of the plot.

Interaction with characters in L.A. Noire makes up a significant part of the
gameplay. For this, Brendan McNamara, the founder of Team Bondi, developed a
new technology—Motion Scan. This technology differs from the aforementioned
classic early version of motion capture in that it captures not the movements of
the actor, but their entire face, recorded from 32 cameras, transferred to the game
software, and attached to the character model. This is one stage of character
animation when the actor plays scenes while sitting on a chair, and all his emotions,

DTF. Retrieved April 30, 2023, from https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-
evolyuciya-i-zakulise
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feelings, and experiences are conveyed solely through facial expressions. In another
stage, motion capture of the actor’s arms, legs, torso, and head is performed using
special suits with sensors. As a result, the entire spectrum of emotions seems truly
believable.

The facial animation capture technology works not only to create an effect of
realism, but also directly affects the gameplay when the person sitting in front of the
screen must scrutinize faces, think, analyze, by trying to connect conclusions into
the overall picture of the case under investigation.

The work of recreating the era is colossal. The first one and a half years,
developers dedicated to studying newspapers of that time, real Los Angeles, various
authentic objects that later became part of the plot “evidence.” As a result, the city,
its streets, interiors and exteriors, cars, and costumes of people, the very rhythm of
urban life, turned out to be incredibly accurate.

The actor who played the role of Detective Rusty Galloway in one of the
interviews noted that he was incredibly struck by the level of detail that Brendan
McNamara managed to create in this game.!* The composer of the music, Andrew
Hale, who wrote compositions for LA Noire, also noted a focus on authenticity
in creating the mood. The game’s soundtrack was inspired by the movies of the
1940s. Musical director Ivan Pavlovich pointed out that Rockstar’s emphasis on
authenticity and realism in depiction, in creating the atmosphere of the city and the
images of the characters, inspired the composers.

The cinematic quality of the game was of such a high level that L.A. Noire was
submitted for inclusion in the Tribeca Film Festival of 2011.12

Aaron Staton, who played the lead role, noted the technical difficulties
of working on the role with the use of digital capture technologies. For example,
all dialogue scenes had to be performed by the artist without a partner. “A lot of
that was a challenge, sitting in the chair and sort of trying to imagine those cues;
whereas on a set, be it film, TV, or on a stage, there would be an actor present to give
you that cue,”® he said. The process was very long—for every short episode, one
had to sit in place, without changing position, for an hour and a half to two hours.
The shooting process of the game using performance capture technology lasted
about three months and became routine, but it was a great school for the actors.*

1 Gaudiosi, J. (2011, May 11). LA Noire: interview with actor Michael McGrady. Gamesradar.
Retrieved April 30, 2023, from https://www.gamesradar.com/la-noire-interview-with-actor-
michael-mcgrady/

2 Tribeca. (n.d.). LA. Noire. Tribeca Film Festival. Retrieved April 30, 2023, from https://www.
tribecafilm.com/festival/archive/512cde961c7d76e0460004e9-1-a-noire

3 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. Retrieved
April 30, 2023, from https://www.gamespot.com/articles/an-interview-with-aaron-staton-of-la-
noire/1100-6313171/

" Parker, R. (2021, May 17). “L.A. Noire” turns 10: Cast of the video game made up of several “Mad
Men” alums looks back at making the imaginative title. The Hollywood Reporter. Retrieved April
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Fig. 2-3. Aaron Staton in the role of Cole Phelps and Michael McGrady in the role of Finbarr
“Rusty” Galloway on the set of the game L.A. Noire and their images in the game.®®

Comparing his work in the game and in the retro series Mad Men with
a similar historical-cultural context, Staton considered his characters to be
completely different, although they transmitted the behavioral codes of the
same era. His character in the game, Cole Phelps, had a more complex set of
initial circumstances and events that the artist could rely on when working on
the character—reactions to various crimes, the military syndrome (PTSD) after
participating in the war, the aftermath of which the creators immersed in the noir
atmosphere. Ken from Mad Men existed in more comfortable conditions.*®

The video game Death Stranding became a legend even before its release.
Its creator, Hideo Kojima, managed to put together a 30-million-dollar budget for
the project and assemble a team of world cinema stars—Norman Reedus, Lea
Seydoux, Mads Mikkelsen, Margaret Qualley, Tommy Jenkins, Lindsay Wagner,
Elle Fanning, and Ciorf Tsutsuna.

The world in which the plot of Death Stranding unfolds is a hostile
environment, reminiscent of Tarkovsky’s Stalker (already reflected in the gaming
space in an earlier game of the same name), but having its own fundamental
differences. The game’s narrative world is deep and convoluted, difficult for the
player to understand and appreciate even on an intuitive level. This is largely
explained by a strong cinematic intertextual background, that includes films like
The Shape of Water, Edge of Tomorrow, Crimson Peak, The Lobster, and the Hobbit

30, 2023, from https://www.hollywoodreporter.com/business/digital/l-a-noire-10-video-game-
mad-men-4160607/

15 See image source: https://www.pcgameshardware.de/LA-Noire-Complete-Edition-Spiel-11476/
News/LA-Noire-Darsteller-beantworten-Fanfragen-zu-Motion-Capturing-850340/galerie/1576440/
(30.04.2023).

6 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. Retrieved
April 30, 2023, from https://www.gamespot.com/articles/an-interview-with-aaron-staton-of-la-
noire/1100-6313171/
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trilogy, which provoke immersion into the world of Death Stranding in order
to understand all its details and nuances.

The main character, played by Norman Reedus, is engaged in delivering
cargo from one point to another. This is no simple delivery, as the United States
has been devastated by an invasion of ghostly creatures from the afterlife, who
came into the world of the living after a catastrophe (at this starting point of
the plot,one canfind adirectanalogy with a similar storyline in the novel Roadside
Picnic by the Strugatsky brothers, which became the basis for Tarkovsky’s Stalker).

On the surface, the game might seem like a “courier simulator’—
asignificant portion of the gameplay is spent simply moving from point A to point
B. However, this is not aimless wandering, but a genuine hero’s journey, in which
both the character and player gain a philosophical experience.

Hideo Kojima himself realized that there must be a fine line between
a media art author’s work and the player’s entertainment.

| want to keep a balance between art and entertainment so that
the author’s statement can be combined with what people are used to
getting from games. Sometimes | watch very art-house, independent
films, but | want to reach the point where both indie film lovers and
Marvel movie fans can enjoy my game.*’

When selecting Hollywood actors, Hideo Kojima did not forecast
the outcomes of the future project. Norman Reedus agreed to the lead role in
Death Stranding, having only been acquainted with the idea of the video game.
The popularity of the actors matched the high ambition of the project. Speaking
of the main character, no one doubted that Norman Reedus was an excellent
fit. His experience in the legendary series The Walking Dead already created
the necessary background for the game’s character. To a greater extent, Sam
(the main character) was created by Reedus himself. His unique facial expressions
and the image of a tough, silent, and serious man who had seen his fair share of
hardshipsin lifealigned very well with what was happeningin the post-apocalyptic
world of the video game. Kojima, when approving actors for the role, relied on
his experience and understanding of contemporary cinema. The game’s creator
admitted that for many years, since the days of the Bond series, he had been a fan
of Mads Mikkelsen and specifically sought his contact to invite him to the game.
Therefore, the choice of Mikkelsen for the role of the main antagonist was obvious
to Hideo Kojima. It is noteworthy that in choosing actors, the author of the
project relied on their typecasting and past experience in films. Attention should
also be paid to Guillermo del Toro, who is not an actor in this project, but during

' Smirnov, A. (2018, June 28) Hideo Kojima talks about working with actors of Death Stranding.
DTF. Retrieved April 30, 2023, from https://dtf.ru/games/22358-hideo-kodzima-rasskazal-o-
rabote-s-akterami-death-stranding
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the creation of Silent Hills was a manager at the same level as Hideo. Therefore,
his role in the game was comparable—a character who introduces the player to
the world of Death Stranding, becomes a kind of Virgil in the circles of man-made
hell—somewhat reminiscent not of the traditional assistant, but of Verge from
Lars von Trier’s The House That Jack Built.

The cinematic intertextuality that permeates the atmosphere of Kojima’s
game deserves separate art-historical analysis, which is necessary for evaluating
the phenomenon of this game that transcends the boundaries of auteur cinema
and gaming saga.

CONCLUSION

The evolution of technology—from dubbing, which establishes a distance
between the on-screen performer and their acoustic double, to performance
capture—leads to the creation of new professional roles and provides the artist
with rich opportunities for multifaceted talent development, for example, in
recreating images of fantastical creatures endowed with anthropomorphic
plasticity. Motion capture and other similar discoveries are the logical result not
only of the development of the post-digital era, but also the evolution of the acting
profession. In new forms of the artistic process, the entire arsenal of capabilities
of the national acting schools of the world’s leading theater centers is in demand
and utilized. In many countries, young artists begin to master the profession with
sketches based on observations of animals. Working in digital space activates
the entire repertoire of professional acting skills. The increasing need to create
virtual characters, who are acting in multivariant given circumstances, challenges
the artist to perfect the professional apparatus and especially the mastery of the
sketch method. Constructing interactive gaming reality also demands the actor’s
experience of interaction with the active audience of participatory theater. Just as
silent cinema learned the laws of the circus and pantomime, and sound cinema
learned from musical theater and Stanislavsky’s system, interactive video-world
integrates experiments of post-dramatic theater, its performativity, and its drive
to overcome the principle of the fourth wall.

The 3D characters of computer games and VR performances often differ
from stage heroes due to their alternate biological nature, which puts the
performer’s task in creating images beyond human essence, but undoubtedly
represents a creative challenge within the evolution of the acting profession.

Emerging opinions and even fears that the large amount of data obtained
as a result of successful projects created by motion capture programs might
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gradually replace the artist with a virtual image based on Al, do not take into
account the stages of work on a unique character in combination with various
factors of the acting profession. A modern computer game project or film, if it
offers unique original content, is the result of complex interaction on the set by
members of a large creative team, where performers are required to have a whole
arsenal of skills and techniques from various styles and schools of dramatic art. At
this stage of the development of digital motion capture technology, professional
educational institutions which prepare actors are just beginning to explore new
stylistic possibilities within the gaming video industry.

Modern high-budget projects of a triple-A level from large game studios
and companies with multi-million dollar budgets are gradually approaching
the point where they become as independent a field of art as literature, theater,
and cinema. In famous game projects, huge virtual worlds are created with
many extremely detailed character personalities, a high level of gaming space
modeling, and plot detailing, written by a large team of screenwriters and in
essence and volume comparable to works of artistic literature. While analyzing
how this direction has progressed over the past decades, one can conclude that
new modernizations of motion capture and performance capture technologies
require a reassessment of the potential of the gaming industry in interaction with
other areas of art, primarily theater and cinema, and also the need for a new
approach in examining how the array of professional actor qualities are formed.

* * *

BBEJAEHWE

VIHpopMaLNOHHbIE TEXHONOTUM ONPeAenstoT BEKTOP pa3BUTUS BCEX Ha-
NpaBneHnin AesTeNbHOCTY YenoBeKa — OT 3KOHOMMUKU U MOAUTUKM A0 TBOPYe-
ctBa. C poxaeHnem knHematorpada B KoHLe XIX Beka BO3HMKIN HOBbIE YCOBUS
AN8 CO30aHUS POV aKTepoM, 3TO NPUBENO K MOSBAEHUIO CIOXETOR, BbIXOASLLMX
3a paMKU TpafULMOHHOM ApamaTyprum, 4TO CO BpPEMEHeM WU3MEHWNO MOAXOAb
K cnocobaM CyliecTBOBaHUS apTUCTa yxe Ha cleHe. CnycTs ctoneTwe, B 2000-¢,
CTpPeMUTENbHOE Pa3BUTUE UHAYCTPUM BMAEOWUTP BHECNO HOBbIE KOPPEKTUBbI B
bopMbl BbITOBaHNS aKTepckol npodeccui. [1o HeAaBHMUX NMOP BUAEOUTPbI CHU-
TannChb HULLIEBOR, laXKe IK30TUYECKON pa3BneKaTensHon cchepold, Ho LmdpoBas
peBonouMs NocTaBuAa UFPOBYIO MHAYCTPUIO BPOBEHb C UHAYCTPUEN KMHO. Tpu-
BNeYeHre NpoheccroHanbHbix CLLEHAPUCTOB, PEXUCCEPOB, aKTEPOB K CO3AaHWMI0
Urp YXKe BOLWNO B MOBCEMECTHYIO MPaKTUKY. Ha CErofHAWHWA aeHb cyllecTsyeT
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MHOXeCTBO 6onblMX Triple-A NpOEeKTOB — BbICOKODIOMKETHbIX UTPOBbIX «6NOKOa-
CTepOB», NOTPYHAKLLKX ayAUTOPUIO B haHTaCTUYECKMEe Hen3BeAaHHbIe MUPbI, CHo-
XKeTbl KOTOPbIX NPEACTaBAAOT COBOW ANMHHbIE UCTOPUM C yHaCcTUEM KONOPUTHBIX
nepcoHaxel, HacklleHHble AeTanbHO NPOPaboTaHHbIMU HIOAHCAMU. A KMHeMaTo-
rpaduCcTbl Ha OCHOBE MIPOBbLIX MVPOB CHUMAIOT DUbMBI.

PaclwupeHme rpaHunL, akTePCKMX ammya B NOCTUMMPOBYHO 3Moxy 0OHapy-
XMBAET COMEeTaHMe TPAaMLUMOHHOTO 1 HOBAaTOPCKOro B 3D npocTpaHcTBax. V13-
y4eHune 3Toi 0bnacTu TpebyeT NpUMeHeHUs KOMHUTUBHbIX MOAXOA0B B UCC/e-
[OBaHUM TEXHONOTMIA KOMMBIOTEPHOIO MoAenpoBaHus (motion capture nnw
motion scan, performance capture), akTyanusauum ncUxXonorMm TBOpYeCTBa
(ncuxonorunsi noBefeHys apTuUCTa, CEMMUOTIKA KUHETUKY, MOBEAEHYECKME MOfle-
NV U peaKkLumu), a Takke MeTo4OoN0TN aKTEPCKOrO MacTepCcTBa BO BCEM MHOTO-
0b6pa3nn TpagmLMin HaUVOHANbHbIX LIKOA 1 METOAOB.

B cBS3M C N1aBMHOOOPA3HbIM POCTOM OCBOEHMS MOTEHUMana CKyCCTBEH-
Horo uHTennekta (M) nepcnexTrBa ero NCNonb3oBaHWs NpuBnexKaeT Bce 60/b-
luee BHYMaHMe nccneaoBaTeneil Bo BceM Mype. BoaMoxxHocTv M npumepstoT-
€S K pa3fiuyHbIM 061aCcTaM COLMANnbHO-3KOHOMMYECKONM cdepbl, B TOM Yucne
K pa3nunyHbiM hopMam WCKYCCTBa WM pa3BfeKaTeNbHbIM TEXHONOTMAM. JleToM
2023 ropa B CLUA 3awwnu B TYN1K neperoBopbl 06beanHeHHoro npodcotosa ap-
TUCTOB MMNbANM KMHOAKTEPOB 1 AMepUKaHCKON hefepallyii apTUCTOB TeNeBw-
aeHus 1 paaro (SAG-AFTRA) ¢ Tunbaneln KUHONPOACEPOB, YTO MOXET CTaTb
NpUYMHOM MaclwTabHon 3a6acToBKMY. OAHUM W3 TMaBHbIX MYHKTOB TpeboBaHW
CTano orpaHuMyeHne NpUBAEYEHNs B KMHOKAPTUHbLI TEXHONOMMUIA UCKYCCTBEH-
HOro MHTeNnnekTa Npu paboTe C N306PAKEHNUAMU aKTePCKMX PaboT NpoWNoro
1 3aMeHbl UMK PaboTbl XKMBbLIX apTUCTOB. oka M cnocobeH ToNbKo ycnewHo
3aMEHSATb MACCOBKY UM YLIefWVX U3 XKU3HM 3BE3[, OAHAKO KMHemaTorpaduye-
CKoe coobLLeCTBO Y)Ke celivac BbipaxaeT 06eCNOKOEHHOCTb MO 3TOMY NMOBOAY
W CTPEMUTCS NpPefoTBPaTUTb OCTPbIV aHTaroHV3M NpodeccroHanbHbIX UHTe-
pecoB B oTpacnn B 0603pnmMoM Oyayliem. bym no noBogy MCKYCCTBEHHOMO MH-
TennexTa NocTaBu BOMPOC O Npefenax ero KpeaTnBHOCTW: 0bpaboTka 6onb-
WOro MaccvBa MHhoPMaLMK NPU NMOUCKE «yCPEAHEHHOIO» PeLleHs NPUBOANT
He K CO3[4aHMI0 NPOPbIBHBIX MV WeAEeBPanbHbIX TBOPYECKMX AOCTVIKEHUIA AN
BbICKa3blBaHWI, a K VX NOCTENeHHoN aerpafaumnu. Cenyac emy noa cuny CKonum-
poBaTb 3Be3/HbI 00pa3 NN CO34aTb UANO3MIO €CTECTBEHHOCTU HEKOero cpep-
HeCTaTUCTUYECKOro UCnonHUTeNs. OH MacCOBO MPUBNEKAETCS K MPOW3BOACTBY
HEe3aMblCOBATbIX CUTKOMOB, HO CMOXET /11 CO3[aTb YHMKaNbHbIE XyA0XKeCTBEH-
Hble 06pa3bl — 3TOT BOMPOC NMOKa OCTAETCS OTKPbITHIM.

Picketing. New York Times. https://www.nytimes.com/2023/06/05/business/media/hollywood-
actors-strike-vote.html (26.06.2023)
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Mpobnema WrpoKoro pas3sntusa NI B kKnHocdepe noka nexumT B 06nactu
XyIOXKECTBEHHON DYTYPONOrMmM U HAaXOAUTCS HECKONBbKO B CTOPOHE OT 3asiB-
NeHHoM TeMbl. Celiyac HegOCTaTOYHO MOHO OCMbIC/IEH APYrol (heHoMeH npea-
WecTByOLLero 3Tana TBOPYECKOro 0CBOEHMs LndpoBM3aLMM — HOBbIN Ana-
Na30H XyAOXECTBEHHbIX BO3MOXHOCTEN apTUCTa Npu paboTte ¢ TexHonormen
performance capture B MHTEpPaKTMBHOM WIPOBOM MPOCTpaHCTBe. [ocTaHoBKa
3TOM Npobnemsl TpebyeT BHavane onpefeneHus akTyanbHbIX KpUTepnes 1 BO3-
MOXHOCTEll aKTepCKOro Cyl|eCTBOBaHWS NPU CO34aHNN KOMMbIOTEPHBIX UMPO-
BbIX 0OPa30B Ha OCHOBE NEPBbIX OMbITOB OCMbIC/IEHNS UX apTUCTaMK, @ Takke
cospaTtensiMu NPOEKTOB v KpUTUKamu. B nepcrnekTuse 6onee WMpoKoe nsyde-
HWe onbiTa paboTbl apTVICTOB B BbICOKOBIOMKETHbIX MPOEKTaxX KOMMbIOTEPHbIX
WP NO3BOUT OLUEHUTb IMYBUHHOE B3aVMOeNCTBIe aKTyanbHbIX POPM PasHbIX
obnacTel nckyccraa XX| Beka. BopacTatouimii 3anpoc 3puTenseKoin ayantopum
B HEOOXOAMMOCTW TpaHcdopMaLUmMy NPOCTPaAHCTBa TPaAMLVIOHHOIO TeaTparb-
HOMO W KWMHO3ana B NnaHe pPacliMpeHus ero MHTEPAKTUBHbIX BO3MOXHOCTe
(NnapTrcKnaTUBHBINA/MMMEPCUBHbBIN TeaTp, VR-TeaTp) no3BonseT nocTeneHHo
NepeHOCUTb IKCNEPUMEHTaNbHbIE OMbITbl COBPEMEHHON TeaTpanbHOM 1 KMHO-
PEXMCCYPbl B KOMMYHVIKATUBHbIV MUD KOMMBIOTEPHOI UIPbl, HANOMHSIS ero ax-
TyanbHbIM 3CTETUYECKMM COLIEPKAHVIEM.

XyAOWECTBEHHbIVI acneKkT paboTbl apTUCTa B MPOEKTax, NOCTPOEHHbIX
B paMKax TexHonorvmn motion capture (Cokp. mocap, 3axBaT [ABMKEHNS), OCTaET-
Cs1 NoKa Ha nepudepun NcCnefoBaTenbCKoro BH1UMaHus. CMelleHre aKleHTa ¢
MarncTpanbHoOW MHUM M3YYeHUs TeXHONOrMK B CTOpoHy performance capture
— TPaHCAAUMM Y30DPaXKEHVIS B NOHOTE HYeNOBEYECKUX PeaKLMi BHYTPY Xyao-
KECTBEHHO-06pa3HOM peanbHOCT — AMKTYET HeOBXOAMMOCTb PacCMaTPUBaTb
37O sIBNEHNE B CUHKPETN3ME U YHUKANbHOCTH €ro 3CTETUYECKOW NPUPObI.

TEXHO/IOT MM 3AXBATA [IBVUXKEHUS APTUCTA.
METO/Z0/IOMMYECKUE NOAXO/b!

ictopus cosganmg TexHonoruy motion capture, ee passuTne U TeopeTu-
YecKune OCHOBbI B MCCNEA0BATENbCKOW UTepaType NpefcTaBneHbl LOCTaTOuHO
nonHo (Lewkowicz, Delevoye-Turrell, 2016; MaBniok, DUANAUWLIKH, AHYLIEBCKAN,
2020).

CTaBlwas knaccuyeckon KHura Anbbepto MeHaye Understanding Motion
Capture for Computer Animation, NOMUMO 3KCKypCa B 3BOMOLMIO TEXHONOM MM
3D-CKaHWHra, aHanu3mpyeT pa3paboTky B 061acTv LMppoBOro A13ariHa, KUHo,
Urp, MEAVLMHLI, CNOPTa ¥ UHXeHepUn 6e30MacHOCTY, MOSBMBLUMECS K HaYany
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2000-x ropoB. OHa akKyMynupyeT nHMOopPMaLMo O COBPEMEHHbIX JOCTUKEHUSX,
METOLONOr MW V1 PA3BUTMM B TEKYLLEN MHAYCTPUM motion capture 1 gaeT nonHoe
npeacTaBneHne o crnocobax 3axsarta NnacTvKW OT TPaAMLMOHHOTO MCNONb30Ba-
HWS Kamep [0 aHanmn3a KonebaHni AaTYMKOB 3NEKTPOMarHUTHbIX Nonel. VimeH-
HO B 3TOW KHUMre obpalllaeTcs BHVMaHMeE Ha pasnuine mexay motion capture
(3axBaT pBwKeHus) n performance capture/ performance animation (TexHo-
norus unbpoBOro 3axsaTta ABMKEHWI akTepa): «Motion capture dukcnpyet
CobbITVE B peanbHOM BpeMeHu 1 NepeBoamnT ero B UMhpOBOM KOHTEKCT. 3Ta
TexHonorus cnocobHa npeobpa3oBaThb XKMBOE UCMONHEHWe B LudpoBoe. (...)
B otnnyme oT Hero, performance animation — 370 peansbHoe npeacTaBneHve
B LUM(POBOM NPOCTPAHCTBE, KOTOPOE OXMBASET NepcoHaxa. (...) Ecnm motion
capture — 370 Habop AaHHbIX, NPEACTaBASIOWLMX ABWKEHME, TO performance
capture — 370 NePCOHaX, KOTOPOTO NpeacTaBAseT akTep» (Menache, 2000, p. 1).

«C pa3BUTMEM TEXHONOTMIA U TPad UKW, KaK B Urpax, Tak U B KMHO, BCe Yalle
BMecTo motion capture ynoTpebnstoT codeTaHue performance capture. Takum
00pa3oM NoAYEpPKMBAIOT 3acCiyrit aKTEPOB — KaK Tex, KTO OTBeYaeT 3a fABWxe-
HUS NEePCOHaMeN, TaK U 3HAMEHUTOCTeN, AapsLUMX KOMMNBIOTEPHBIM MOAENsSM
nvya v ronoca. CoTpyaHMYECTBO C fecaTKaMu UMK faxe COTHSIMY akTepoB faB-
HO CTano HeOTHLEMAEMOM HaCTbto MPOU3BOACTRA, a Ans KnaHy Pus3a unv Maaca
MuKKenbCeHa y4acTBOBaTb B pa3paboTke Urpbl CErOAHS TaK e 3axBaTbiBatoLLe,
KaK 1 CHUMaTbCs B bnokbacTepe»?.

JBontouMs TexHonorum B performance capture 1 BocnpusiThe ee Kak
cnocoba NpoeLnpoBaHns HenocpeacTBeHHOro 0bpasa Yenoseka B LMGPoBol
PeanbHOCTU OTKPLIBAET MCUXONOrUYecKuii 3hdeKT «OXMBNEHWUsS» MepCoHbI
B BMPTYaNbHOM NPOCTPaHCTBE (a He OMepTBEHWS B Mt pe). 3TO MOXKET paccMa-
TpuMBaTbCs Kak 3ddeKT, NpoTUBOCTOSLNIA (heHOMEHY 3n0BelLel A0ANHbI (Mori,
2012) — cTpaxy nepef UCKYCCTBEHHO CO3AaHHbIM 06pa3oM YenoBeKa Unun aH-
apounaom®,

B HacToslLee BpeMs 3Ta TEXHOMOMMS OCHOBaHa Ha CIOXHbIX, 4OCTATOYHO
AOPOroCTOSLMX MapKepax v AaT4MKax, 3aKpenseMblx Ha Tene, B TO BpeMs Kak
LmdpoBas 06paboTKa NNACTUKM YeNoBeKa Ha OCHOBE TEXHONOM M4 UCKYCCTBEH-
HOTO MHTEeNNEeKTa CTAHOBWTCS HOBbIM AOCTYMNHbIM BAPMaHTOM CO3aHNs NOAHO-
LIEHHOW NpOoeKLMM YenoBeyeckoro 0bpasa B KMHO 1 aHUMaLuK.

2Kybpak, H. (2020, 5 mapTa). Kak paboTtaet Motion Capture: 3Bontouns 1 3akynuncse. DTF: [IHTep-
HeT-u3gaHue]. https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-zakulise
(30.04.2023).

3 GeHOMEH 310BeLleli JONNHbI Kak cCnocob BO3AENCTBUS Ha 3puTenbckue amounm (Kaky, 2015,
C. 318-320), KOMMYHVKaTUBHas MofeNnb B 3CTETMKe KMHO (Ko3noBa, 2021; Kpusyns, 2022) nnu
CLEHMYECKOM NPOCTPaHCTBE, Hanpumep, B NOCTaHOBKe 3HaMeHUTOM nepdopMaTnBHON Tea-
TpanbHoM Tpynnsl Rimini Protocol (BennuHrtoH, 2021) npoaHanv3vipoBaH A4OCTaTOYHO pa3Ho-
CTOPOHHEe.
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MosiBNEHNe MaKCcMManbHO NPaBLoNoA0OHOrO MOAYNSTOPA YeOBEYECKNX
06pa3oB MetaHuman Ha nporpammHoii nnatdopme Unreal Engine 5 oT komna-
Huu Epic Games Creator Ha ocHoBe 60/1bLIOT0 MaccvBa 06paboTaHHbIX 4aHHbIX
3axBaTa mocap HauMHaEeT PacCMaTPUBATLCS KaK NMCUXONOMMYECKMIA Mopor npe-
ofoneHns addexTa 3n0Bellelt oNVHbI 3puTeneM — coBpeMeHHas 3D-Moaenb
JenoBeKa, [OCTYMNHas A1 NPOM3BOACTBA B MACCOBOM CErMEHTE KOMMbIOTEPHbIX
N306paxeHnii, BOCNPUHMMAETCS opraHnyHo. KoMMOPTHOCTb 3pUTeNbCKOro
BNeYaTneHWs OT NepcoHaxa, CO3aHHOro NpY MCMoAb30BaHWM 3TOTO NPUNOXKe-
HUS AN MOAENNPOBAHMS UTPOBbLIX CUTYaLMIA, MPOBOLMPYET MOPOA Kypbe3Hble
cnTyaumm: «<Poccmninckas ctyams Tallbays yxxe Heckonbko neT paboTaeTt Haf, M-
MEPCUBHbIM CMyNsTopoMm Militsioner, Tpelinep KOTOPOro B CBOE BPeMs BbI3Bas
6onbLol axnoTax B CeTu. Mocne TOro, Kak M3HavanbHy MoAeNb MMraHTCKoro
MunuumoHepa 3aMmeHunmy “undpoBbiM YenosekoM” 13 MetaHuman Creator, Ha
Pa3paboTUMKOB OBPYWMACS LKBAN KPUTWUKM CO CTOPOHbI MTPOBOTO Cooble-
cTBa. Bce aeno B TOM, YTO HOBbIW peanncTUYHbIi 06pa3 MunuumnoHepa bonblie
He BbI3blBan ahekTa 3n10Belen AONAMHbBI U, B OTAIMYME OT NPOLLIAOWA BEPCUY,
y)Ke He TaK nyran urpokoB. Pa3paboTymkmu NNaHUpPyOT CHOBA U3MEHUTb TeKy-
LIYt0 MOAENb, BEPHYB €l rpoTecKHble YepTbl»*. 11, MaHOC BUAUT B Pa3BUTUM
Mocap-TeXHONOrMM NEePCrneKTUBLl AN UMGPPOBOro apxMBMPOBaHKUS Yenose-
4ecTBa, BMPTYanbHOrO AOKYMEHTUPOBAHMWS YeNOBEYECKOTO CyLeCTBOBAHMS.
OT cTpaxa nepeq UndPOBLIM NepexofoM rmnoTesa lNaHoca nepeHoCcHT K pas-
MblLMIEHUAM O NMepcneKT1Bax NocTUMhpPOBOro obulecTBa B KOOPAUHATAX 1K
«pyccKkoro kocmmama» ®epoposa (Panos, 1994). IMEHHO Takue nepcrnexkTvBb
V ONpefensoT HOBbIe O4epTaHMs MeTaryMaHun3ma.

Knura Pukapao ToboHa The Mocap Book: A Practical Guide to the Art of
Motion Capture (Tobon, 2010) He TONbKO NPeAOCTaBAAET CBeAEHWS N0 UCTOPUM
TexHonorun, gaeT nogpobHoe pyKOBOACTBO MO OCBOEHMIO Mpouecca undpo-
BOW 3ammncy ABMXXEHWIA OT 3TanoB BbIbopa annapaTypbl B 3aBUCYMOCTH OT 3a-
fau, ynyJleHns aHnuMaumm 1 uHTerpaummn dannos, BKIOYAOWMX 3axBaT M30-
BpaxkeHus, OTCAEXMBaHWE, MOHTaX W MHTErpaumnio 1306pasnTenbHbIX CNOeB,
aHMMaLWIO 1 KOOPAMHALUMIO ABMKEHN OBBEKTOB, HO M pacKpbiBaeT BO3MOX-
HOCTI Mocap Kak OfHOW 13 TeXHOMOMMIN COBPEMEHHOTO UCKYCCTBa.

Mocap 1 ee NPOW3BOAHbIE CTaNN OPraHMYHOM HaCTbiO CHOXKETHBIX UTP C
MHOIOYPOBHEBbIM MOBECTBOBAHMEM, MAaCTEPCKMMM AManoramMmm 1 NoATeKCTaMu,
pacKpbIBalOLMMNCS 1 B HeBepbanbHbIX CUTyalUusX, U B CLeHax, co34aBaembix
C HI0@HCMPOBKOW LMMPOBOTo 3axBaTa 1 Nepefayei HenoBeyeckon NnacTuKku.

*banbepu, /1. (2022, 10 mapTa). MetaHuman Creator: Bce, 4TO HY)XHO 3HaTb O HOBOM VHCTPYMeH-
Te ANs co3faHus peanucTuyHbIx nepcoHaxeit B 3D. Skillbox Media: [iHTepHeT-n3aanue]. https://
skillbox.ru/media/gamedev/metahuman-creator-vsye-chto-nuzhno-znat-o-novom-instrumente-
dlya-sozdaniya-realistichnykh-personazhe/#stk-7 (30.04.2023)
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MNpu3HaBas NpeenbHOCTb BOIMOXHOCTE Mocap B 3KPaHHOM MCKYCCTBE
V Urpax, CoBPeMeHHble 1CCefoBaTeNy ULLYT FPaHuULLbl 4OMYCTVIMOrO peanmncTy-
4EeCKOro BOCMPUSATUS CUHXPOHM3aUMM ABMIKEHUS U PeYM B MOCap, KaK Korga-to
KVHO NPWLUNO K 24-KkalpOBOMY CTaHAAPTY — Ha AaHHOM 3Tare B Ka4YeCTBe TaKo-
ro npegena peaancTUyHOCTM AOMYCKAETCH PACCUHXPOHN3ALMS MEXY 3BYKOM U
apTukynaumein B 500 Mc, TONbKO 3a Npeaenamu 3Toro MHTepBana 3puTens CMo-
XET OWYTUTb HepeanbHOCTb KOMMYHMKaLMW. Takoe OTKPbITUE AaeT BO3MOX-
HOCTb BHOCUTb KOPPEKTMBbI Ha Pa3HbIX anmapaTHbIX YPOBHSX, YTO NO3BOASET
COXpaHsATb PeanncTMYHOCTb 3D-Modeny 1 genaeT TexHonoruio bonee BocTpe-
6oBaHHoM 1 noctynHo (Nirme ets, 2020).

OcTaBMM B CTOpPOHE (MUNOCOMCKYIO NOTVKY PaCCyXAeHWUA O CUMY-
NAKpaTUBHOCTM 06pa3oB  3D-mopennpoBaHus. (COUMOKYNLTYPHbIA  deHo-
MEH aHTUYTOMWYECKOro amnores croxeTa 06 aHApovae, nepewarHyBweM 13
3N1eKTPOHHOW 3MOXM B HACTOSLLYIO XWU3Hb, Ha NpuMmepe «Mupa [ukoro 3a-
naga» — dunbma Malikna KpaiitoHa (1973) v cepuana [hxoHaTaHa HonaHa
1 In3bl [xoit (2016-2022), paccMaTprBancs AOCTaTOYHO NOAPOBHO — KaK OT-
paXxeHVe pa3BUTWS uael coBpeMeHHoW dunocodumn (South, Engels, 2018),
TpaHchopMaumm CoLmanbHOW NCUXONOrUK Nof, BO3AEUCTBMEM HOBbLIX Meaua
n TexHonorunii (Langley, Goodfriend, Cain, 2018), KOHBEpreHUMM 3NUYECKIMX
XaHPOB MCKYCCTBA U, B YaCTHOCTU, KMHO B MPOLLECCe OCMbICNIEHNS BO3MOXHO-
cTelt undpoBol peanbHocTH (3opuH, 2020)). B 06Le3cTeTUYECKOM KOHTEKCTE
TpuymdanbHoe pasBuTMe aHTpononornu 3D-MofennpoBaHus, Kak ybexpaet
B CBOeM puccepTtaumonHom mnccnepgosanum C.C. Ko3noBa, OTpaxaeT BeKTOpbI
TpaHcdhopMauMmn NpUpoabl TENeCHOCTV Ha COBPEMEHHOM 3KpaHe W, COOTBET-
CTBEHHO, B 06L|ECTBEHHOM CO3HAHWM, CTAHOBWTCS NpoeKLmen obuinx Ans cospe-
MEHHOIO YeNoBeKa COMHEHWI 1 CTPaxoB. B KNHOYEBOM 15 IKPAHHOMN KyNLTYpbI
«“ctoxeTe TenecHocTW” paboTaeT AnHamyvka UMhpPOBM3aLMI TENECHOCTH, @ KOH-
burypauvs Tena nepcoHaxa npefenbHo HenpeacKasyema v faneka oT aHTpono-
MOPHOCTM — 3TO “Teno-npocTpaHcTBo”. KoHurypaumto Tena onpeaenset und-
POBOE NPOCTPaHCTBO, MPU3PaYHOCTb ero rpaHnLy (Kosnosa, 2021, c. 44).

3cTeTrYecKas cocTaBnsollas 3Toro GeHoMeHa BCe SBCTBEHHEE BbIXOAUT
Ha nepBbli NnaH. AA. TUTOPEHKO B CBOeW CTaTke 0 «<MeTaduranke Urp» CTaBuT
BOMPOC O TeaTpasbHOW COCTaBASIOLENA B CTPYKTYpe UrPOBOMO KOHTEHTa: OT
MO/IeNV COBPEMEHHOTO repost Kak «MrpoKa B TeaTpe )n3Hu» (TutopeHko, 2010,
c. 158) aBTOp nepexoauT K COBCTBEHHO TeaTpasnbHOM NpUpoae TeXHONOorum
mocap, Korfa B pesynsraTe cozaanus 3D-obpa3a BO3HMKAET BnevaTieHue, YTo
«paboTa akTepa OCTaeTcs HemsMeHHol, byab To paboTa B KMHO, UK BUAEOW-
rpe, AN Ha CLeHe» — Beflb «NepCoHaXXaM BUAEOUTPbI COMEPEXHBAELLb TaK Xe,
KaK X BpaTbsam Mo Lexy ¢ 6onbliol cleHbl» (TuTopeHko, 2010, c. 160). C ToukK
3peHus TPaaULVOHHbIX NPeacTaBNeHNA 06 aKTEPCKOM CYLLECTBOBAHMY XM3He-

HAYKA TENEBUAEHMA 19 (2), 2023 195 THE ART AND SCIENCE OF TELEVISION



nofobue 1 TeaTpanbHOCTb OKa3bIBAKOTCS B AAHHOM C/lydae B MPOTUBOPEUMBbIX
OTHOLLUEHMSIX.

A.B. CasvikoB 1 B.[l. 3Bannbé, aHann3mpys MHoroobpasme Hay4yHbix npo-
61eM, CBS3aHHbIX C HOBbIMU TEXHONOMMSMU, MPUBOAA UMMM K NOCTOSHHOW TpaHc-
opmaummn HopM WCKYCCTBa, OTMeYatoT MOsSBAEHME HOBbIX AedUHULMIA NoCT-
undpoBoi 3noxu. «MocTuMdpoBOe UCKYCCTBO ONpeaenseTcs Kak TBOpYecKas
AEeATeNbHOCTb, HanpaBneHHas Ha ryMaHy3aLmio KOMMbIOTEPHbIX TEXHOMOT A MO-
CPefCcTBOM B3aUMOAENCTBYS MeXaY UMMDPOBbIMUM, OUONOTUYECKMMU, KYNETYPHBbI-
MU 1 BYXOBHbBIMUW cucTeMamu. KOMBMHVPOBaHWe aHanoroBoro 1 LdpoBoro me-
TOAOB NPeACTaBNSET COBPEMEHHbIN MUP KaK rMOpuAaHbIN, B KOTOPOM LMbpoBOe
¥ peanbHoe paBHOMPaBHbI» (Ca3nkoB, IBannbé, 2023, ¢. 206-207).

TexHonorMyecKkre BO3MOXHOCTM MOcCap M3HavanbHo hopMUpoBanmch
B XY[OXECTBEHHOW aHWUMaLMK, 1 ceilyac B 3Tol 0bnacTn oHW BOCTpeboBaHbI
Havbonee MOMHO U WWPOKO. AHUMALMOHHbIE OTKPBITUS BAUSAW Ha UrPOBOA
KvHemaTorpad 1 BO MHOrOM COPMUPOBANM TaKKe 3CTETHKY KOMMbIOTEPHbIX
Urp. 3TO aHMMaLMOHHOE HanpaBieHne mocap pa3BMBanoCk NapannensHo, oa-
Hako B MocneaHue 15 neT KpoCC-KaHPOBbIe MepeceyeHns NpuBenn K ToTanb-
HOMY B3aUMOBUSHWIO KUHO 1 LMMPOBOV MFPOBOI MHAYCTPUM — B KAHPOBOM
npupoae, 0OCOBEHHOCTSX CIOKETOCNOXKEHNS 1 CO3AaHNUN cacmneHc (Mcmxonoru-
4EeCKOro HanpsKeHWs), NPeoOACNEHUN TPaHNML, TENECHOCTU 1 IKCNeprIMeHTax B
AKTEPCKOM CyLLECTBOBaHWN. B KOMMbBIOTEPHBIX MFPax 3TO HAacNeAve 0TPa3mnnoch
B [ByHanpaBneHHOCTU pa3BuUTUs TexHonorum performing capture: cosgaHun
YHMKaNbHbIX aHVMMPOBaHHbIX 0OPa30B Ha OCHOBE 3axBaTa ABWIKEHWIA aKTepa
(MynsTUNAMULMPOBaHME) U LUMDOPOBOE BOCCO3AaHME B UIPe MaKCUManbHO A0-
CTOBepHOro obpasa, Co3[aHHOro apTUCTOM, KaK COBMaAatoLero ¢ peanbHbIM
MCNONHUTENEM, TaK U MHBbIM MO BHEWHUM XapaKTepUCTuKam (KMHoduKaums
C 3N1eMeHTaMy TeaTpanusaumm).

B nepBoM cfy4ae 3axBaT ABWIKEHMWS paclumpsieT BO3MOXHOCTY UCMOMHU-
Tens, TaK Kak Tenepb apTUCT He orpaHnyeH CBOMMMU BU3NYECKMMN faHHbIMY
W TenecHon Npupoaow Npw co3fgaHuu NepcoHaxa. VIMEHHO 3TW nepcnekTy-
Bbl, BOCXOAsLLME K OCHOBAM aHMMauuMu, 6binm BOCTpebOBaHb! B MepBbIX NMOMy-
NSAPHBIX KMHOMPOEKTax C LUMPOKMM WCMONb30BaHMeM mocap — B «ABaTape»
A. KamepoHa (2009) v akpaHm3aumsax M. [hkekcoHoM pomaHoB k. P. P. Tonku-
Ha. beHeankT Kambepb3aTy, Gnarofaps mocap, CMOr CbirpaTh ApakoHa CMayra
— [N1aBHOrO aHTaroHWCTa BO BTOPOM HaCTW KUHOTPUAOT MK «X0BbUT: MycToub
Cmayra» (2013). Ha cbemkax 3HaMeHWUTbINM apTWUCT AO/MKeH Obln NNacTuyeckm
nepefaTb CBOE BMAeHWe 0bpasa, NofobHO TOMY KaK CTyAeHT-NePBOKYPCHYIK Te-
aTpanbHOro MHCTWTYTa Ha NMePBOM 3K3aMeHe NMOoKa3biBAET 3THoAbI-HabA0AeHNS
32 XMBOTHbIMW. OH Mon3an, BUAsA BOObpaxaemblM AANHHBIM XBOCTOM, AeTaNb-
HO TOYHO Nepefasas NAACTUKY U ABWKEHUS SLLEepONof0OHOr0 MUCTUYECKOrO
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cyuiectsa. Eciv akTepy He yaaeTcs OpuriiHanbHO NpoaenaTtb Takoro poga pa-
60Ty, TO Aaxe Npw TlATEeNbHOW A0paboTKe aBaTapa co3aaTensaMu aHMMaLmm
¥ rpaduKmM MOTYT OLLYTUMO MPOSIBUTLCS HECOOTBETCTBMS UTOrOBOro 06pasa
NOCTaBNEHHOM XyNOXeCTBEHHOW 3aaaqe.

Puc. 1. BeHegukT KambepbeTy Ha CTyAWINHOW 3anncy ABMKEHWI B TEXHONOTUMN mocap
a8 co3gaHus obpasa fpakoHa Cmayra B hunbMe «<Xo66uT: MycTowb CMayra» (2013)°

TaKkoW nogxod B CO3[AHMM NepCcoHaxa OTChINaeT K aKTepCKOM cucteme
Muxanna HexoBa, cHuTaBLIEr0 BOOOPaXKEHE OCHOBHbLIM HaBbIKOM aKTepa Kak
TBOPYECKOW eamHuLbl. «B 3TON 3aaaye, N0 MHEHMIO YexoBa, aKTepy AOMKHbI
NOMOYb ero (hU3nYecKmne fJaHHble: MO3bl, KECTbl, MUMMKA, PUTM, NPUBbLIYKL. Mu-
Xaunn YexoB yTBepxAan, YTo ABMKEHME onpefenseT 0bpas v pOXGAET HyKHoe
4yBCTBO» (Monuuyk, 2010, ¢. 173) . BaxHellwyto ponb B pa3BuTHX TEXHONOT W
3axBaTa [BWKEHNSA YeNoBeKa Cbirpan OMbiThl OTKPbLITOM B. 3. Meiiepxonbiom
aKTepCKOW BUOMExXaHNKK, CTaBLel MPaKTUYeCKn CaMOCTOSTeNbHOM 06N1acTbio
M3y4YeHUs COBPEMEHHOM KOrHUTONOr UK. B CBOIO 04epeab, TeaTpanbHas brome-
XaHMKa 1 OMbITbl B 06MACTV NOCTAPaMbl SBUANCH MTOTOM Moucka Meiepxonb-
[OM TOYEK COMPVKOCHOBEHUS MEXAY TeaTPOM 1 HabMpatowmmM 1y KnHema-
TOrpadoMm, Koraa «npu BCTPEYe e C XKMBbIM aKTePOM 0BHAPYKUANCH U FpaHy
KUHOMUKALMN — BBIICHUIOCH, YTO TeaTp OCTaeTcst CObOM, a KMHO CoXpaHseT
0CcOoBOCTb B Npefienax ““4y;omn” XyooKecTBEHHOW cucTeMsl. VI Menepxonbg Ao-
6vBancs kuHematorpaduvyeckux 3thdeKToB COBCTBEHHO TeaTpanbHbIMU cpes-
cTBaMm» (MaTtBumeHko, 2009, c. 301).

Pa3BuTHe TEXHONOM WA NepeHoca 0bpasa apT1cTa B MUP KOMMbIOTEPHOM
Wrpbl CTAHOBWTCS TOUKOW MepeceveHns NMpoLeccoB, YEeTKO 0003HaYMBLIMXCS

> WcTouHuK w3obpaxeHns cMm. / See the image source: https://www.youtube.com/
watch?v=sXN9IHrVVU (25.04.2023).
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B KOHLE 1960-x rofoB — uMbpoBOi remMudmKaLmmn coLumanbHOro NpocTpaHx-
CTBa M MaHudecTauuv NPUHLUMNOB NepdopPMaTUBHOM 3CTETUKN Ha CLEHE U B
MYy3eMHOM aKLMOHUCTCKOM NMPOCTPaHCTBE. HoBas UrpoBas 3cTeTuKa (anstep-
HaTMBa TOTanbHOMY AOMUHWPOBAHWIO KAPTOUYHOM UTPbl MPEXHWX CTONETUI)
Kak acTeTuka BoBneyeHns (Kirkpatrick, 2007; Cepreesa, Opex, 2021, c. 17-19)
NepeKNNKaeTCs C yCTaHOBKaMM Ha UMMEPCUBHOCTb U pa3pyLieHue «4eTBepPTOi
CTeHbl» B COBpeMeHHol noctapame. MpuHuMnbl nocTumbpoBoro obuiecTsa u
371eMEHTOB HOBOW ColUMann3aumm, oTpaxatoLlencs, hopMupyolleics 1 npo-
FHO3VIPYEMOW B COBPEMEHHOM UIPOBOM MPOCTPAHCTBE, KOPPENVPYIOT C MapTy-
CUNATVMBHOCTHIO COBPEMEHHOMO MU pa-TeaTpa.

3MK Bopcyk, Kak npyumep ugeanbHOro cuMobunosa XUBoro U UMGpoBoro Te-
aTpa, CoeavHeHns BEePEXHOro KNacCuyYecKoro NPOYTEHNS Mbechl C TOPXKECTBOM
UrPOBbIX LMMDPOBBIX TEXHONOTNIA, aHANN3MPYET NOCTAHOBKY «bypw» Tpynnoi Ko-
ponesckoro LLekcnmposckoro Teatpa (RSC) coBMecTHO co cTyament Imaginarium B
2016 ropy (Borsuk, 2019, p. 12), roe n3obpeTatensHo ncnonb3osanacs performance
capture B MHHOBALVIOHHOM ¥ JOPOrOCTOSILLEM TEXHONOrMYeCKOM BapuaHTe. CNoH-
copamn mMocap-TeXHONOrMK CneKTakns BeiCTynuna Intel, oTmeTMBWas B CBOEM
HOBOCTHOM penun3e, YTO rpynne copaTtenel — noasM TeaTpa M TeXHONoraM —
no MToram rofia MccneaoBaHnii yaanoch obUTHCS B3aUMOAENCTBUS LMMPOBLIX
aBaTapOB C XVBbIMW apTUCTaMM B PEXMME PeanbHOro BpeMeHn. YTobbl cooTBeT-
CTBOBATb CMOHTAHHOCTU XMBOro TeaTpa, “aBatap” Hbin CMOAENNPOBAH C UCMONb-
30BaHMeM 336 AaTHMKOB CYCTaBOB, (DUKCMPYIOLLMX ABVIKEHWS BCEX CYCTABOB Yeno-
BEYECKOr0 TeNa, a TakxKe OCHalLEeH KOMMbIOTEPOM, «06beM NaMsTh KoToporo B 50
MWUAVOHOB pa3 bonblue, YeM Yy BbIYUCAUTENbHON MallWHbI, pacCyMTaBLel noneT
yenoseka Ha /lyHy» (Borsuk, 2019, p. 1).

B vTOre camu cosgatenn CrnekTakas BOCMPUHMMaNu B3avMOAENCTBME
C UMDPOBLIM MEPCOHAKEM HE KaK yxKe AOCTATOYHO TUMUYHYIO SKPaHHYO (K-
HOMWKALMOHHYIO) BCTaBKY, @ Kak CBOero pofia UMhpoBOW KyKOMbHbIN TeaTp,
rae apTUCT B faTyMKax BbICTynan B POV KyKNOBOAA MO OTHOWEHMIO K CBOEMY
repoto, CNOCOBHOMY MIHOBEHHO, Ha rna3ax 3puTenein NpeBpaTUTbCS He TONbKO
B 4enoBeyeckoe, HO 1 B (haHTaCTMYECKOe CyLLeCTBO.

JTOT 3KCMEPUMEHT Ha cueHe XXI BeKa MOXET MHTEPNpPeTUpPOBATLCH Kak
MoMbITKAa BOCCO3[aHUs COLUMOKYBTYPHOTO KOHTEKCTa TeaTpa WeKCNMPOBCKOM
3MNOXM YePEe3 YETbIPEXCOTIETHIO ANCTAHLMIO, Ha YeM HacTavBanu camu cosaaTte-
AV crekTakns. XaHp Macku, Kak 1 MacKapagHOCTb C ee KyNsTOM CHOXKHeWLEN
M3bICKAHHOW CLUEHNYECKOIN NHXeHepuH, Bbinn OTNMYNTENBHON YepTol TeaTpa 1
PUTYann30BaHHOM NPUABOPHON XN3HN INOXM KOPONsS AKoBa |, CMeHuBLLEN enn-
3aBETVHCKYIO 3MOXY W 3aBepLMBLIEN Nepuof B3neTa TeaTpa WEKCNMPOBCKOrO
BpemeHn. Takum 06pa3om, RSC B 3TOW NOCTaHOBKE CNOBHO Hbl MPOAO/KaN, IKCMne-
PUMEHTVIPYS, ABE NMHWUN NCTOPUYECKOTO pPa3BUTHS TeaTpa, 0603HaYMBLINXCS CO
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BpemeH LUlekcnupa, — gpamaleHTpr3M enn3aBeTUHCKOM CUEHbI U TeXHONOr nYe-
CKME MHHOBALMMN SKOBUTCKOM. M x0Tt IMUM BOPCYK CTaBUT pUTOPUYECKMIA BONPOC
0 HOBOW PONM YeNoBeKa B MCKYCCTBE M NOTeHLUMaNnbHOM yrpo3e hurype aktepa Ha
CLEHe, OYeBMAHO, YTO 3TOT NPUMEP AEMOHCTPUPYET BbICOTY UMEHHO aKTepPCKMX
BO3MOXHOCTel B MOCTUM(POBbIX peanusix TeaTpanbHOro 1CKycCTaa.

B TeaTpe undpoBble TexHONornn byayulero oKasbiBatoTcs CNocobHbl 3a-
MEeHUTb TEXHOMOT UM NPOLWNOrO — PaCUMPKTh BO3MOXKHOCTU TEXHUYECKNX LIEXOB
M YCUNUTb 3PENULLHYI0 CTOPOHY CMEKTaKas — HO He MO3BOASAIT BCepbe3 Mpo-
FHO3KPOBaTb 3aMelleHne TBOPYECKOW NMYHOCTH, CTOSILLEN B LIEHTPE UCKYCCTBA.
AHanorvi4Hble NPOLECCh MOTYT ObITh OTMEYEHbI 11 B UCKYCCTBE KMHO, FeHETUYECKM
CBSI3aHHOM C TeaTpoM. IHAYCTpUs BUAEOUTP, NOSIBMBLUASCS KaK M30MPOBaHHAas
OT WMCKYCCTBa pa3BneKaTtenibHas cdepa, No Mepe pa3BUTUS TEXHOMOTUIA 1 KX UC-
NOMb30BaHUS B CNIOXKHbIX TROPYECKMX MPOEKTax Npu MNOCTOSHHO COBEPLIEHCTBY-
IOLLMXCS TEXHONOMMYECKNX BO3MOXHOCTSX OKOHYaTENbHO NpUobpeTaeT xapakrep
HOBOW (hOPMbI UCKYCCTBa — B TOM YKCNE B Ma3ax Uccnefosartenei.

/13BECTHbIe KOMMO3WTOPbI-KNACCUKU CO3AaBaNMN My3blKabHbIE NMPbI-KOH-
CTPYKTOPbI, OCHOBaHHbIE Ha MCKYCCTBE KOMOMHATOPUKK (ars combinatoria). AB-
TOpamMu TaKmMx My3blKanbHbIX UTP ObIAK, B TOM YKCNE, U TaKne NpOoCNaBieHHble
My3bIKaHTbl, Kak B.A. MouapT, 1. MaiigH, U.O. KrupHbeprep, K®.3. bax. B urpsi
3TOrO TMMNa BXOAWAM TabnuLbl C My3blKanbHbIMK parMeHTamMu, NopsifoK pacno-
NOXeHWS KOTOPbIX ONPeaensncs ¢ NOMOLLbIO UTpanbHbIX KOCTel. B pesynsraTe
[aXe He Bnagerolmin azamm My3blKanbHOM KOMNO3UUMK UTPOK MOT CKOHCTPY-
MpoBaTb HeCHMCIeHHOe KOMMYECTBO My3bIKaNlbHbIX MbeC, COOTBETCTBYIOWMX
3CTETUYECKMM KaHOHaM. CaMo 3TO ABneHMe My3blKanbHOW KynbTypbl XVII-XVIII
BB. CTaN0 BaXXHOW BEXOM B CTAHOBAEHWUW NPUHLUMNOB €BPONENCKOM My3blKab-
HOM KOMMO3MLMKE, TTOCTMOIEPHNCTCKAs 3CTeTMKa BOCTpeboBana 370 Hanpas-
NeHVe B CaMblx Pa3HbixX BapraHTax — OT KHUMM-NyTeLlecTBIs, B Hanbonee spKovi
opme npeacTaBneHHol «Mrpoli B knaccukm» X. KapTtacapa (1963), 10 BO3HUK-
LIero BO BTOPOW NonoBMHe XX BeKa MHTEPaKTUBHOIO KMHO. CaM nuTepaTypHblit
NPUHLMM MHOXECTBEHHOCTN BapUaHTOB Pa3BUTUS CIOXKETa, OCBOEHHbIN Urpo-
BbIM KuHemaTorpadoMm elle B «PacemoHe» A. Kypocasbl (1950), chopmmpoBan
HOBBIN XaHp yxKe K cepenHe 1960-X rofoB, 0HAaKO pa3BMBatoLascsa Urposas
nHOycTpund B 1980-e nepexsatuia 3Ty UHMLMATNBY.

Psa COBPEMEHHbIX MrPOBbIX MPOEKTOB BOCMPMHMMAIOTCS KaK KpOCC-
XaHpPOBbIe MPOSIBAEHUS UHTEPAKTUBHOIO KMHO — KOrfa YYacTHWK Mrpbl Mo-
Ny4aeT BO3MOXHOCTb B3aMMOAEWCTBKS C MNEepCOHaxamu, BOCCO3LaHHbIMY
apTuctamu bnarogaps performing capture B nonvMBapMaHTHbIX NPOSBNEHUSX
NNACTUYECKMX HIOAHCOB NMCUXONOTMYecKnx peakLmi (Camoinosa, 2014). Hanpu-

® NoppobHo 06 ars combinatoria B My3biKkanbHOM ncKyccTse nucanu /1.J1. Tepsep, M.P. YepHas,
A.B. lebenesa, /1.B. Kupunnuna v ap.
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mep, B urpax Detroit Became Human, Heavy Rain, L.A. Noir — npsiMmo OTCbINAKOLLMX
K namaTukaHpa. OfHUM 13 3HAKOB NPU3HAHUS BMAEOUTP HOBOW 061acTbio Co-
BPEMEHHOTO MCKYCCTBa CTano noasneHue 8 2003 rogy oTAENbHOIO Hanpasne-
HWS 1 BNOKa HOMUHAUMI NpeMnn BpUTaHCKOM akagemMmm KMHO U TeNeBn3noH-
HbIX MCckyccTB BAFTA B 0bnacTv Bugeonrp.

Pa3paboTymKkn Urp HepeaKo OTMEYatoT, YTO BAOXHOBASIOTCS NHOOUMBIMY
bunbmMamMu, HanpuMep, 3HaMeHUTLIR reimansaiitep Xvaeo Kopasnma, cosna-
Tenb U3BECTHOM cepun nurp Metal Gear Solid — CTpacTHbIN KMHOMaH, YbW NpOeK-
Tbl MOHbI OTCHINOB K ClOXeTaM 1 0bpa3am KuHemaTorpada. Conmkerve reimum-
OVILMPOBAHHOO MM1Pa 1 TPAAVLIMOHHOTO MCKYCCTBA 3KPaHa BO3HUKAET 1 Yepe3
CKBO3HOM MHTEPTEKCT Ha YPOBHE HappaTu1Ba, a Takke Yepes TEXHONOor4ecKoe
pelweruve performance capture, geTansHo nepegatollee urpy aptucra. CtaHo-
BUTCS NpeaenbHO SCHO, YTO KaYeCTBEHHbIV CHOXKET MMPbl 3aBUCUT He TONbKO OT
TEXHUYECKOTO pa3BuTKs B 061aCTK 3axBaTa ABWKEHWNIA, HO 1 OT POPMbI aKkTep-
CKOTO CyLLeCcTBOBaHMSA. Takue 3Be3abl KMHO, Kak HopmaH Pugyc, Knany Puss,
Ynbsam fledo, InnmoT Menmx, Bun Ansens, Yapnb3 [I3HC 1 MHOMMe Apyrune ax-
TUBHO NPUHMMAIOT y4acTre B pa3paboTke KOMMNbIOTEPHbBIX MOCTAHOBOK.

CylLuecTBYeT psif BUAEOUTP, B KOTOPbIX CIOXKET 1 aKTepCKas Urpa CTosT He
Ha NepBOM MecTe, 1 BO3HWKaeT npobnema ayTCOPCUHIOBOrO MPOM3BOACTBA,
KOrfa apTUCT Nof AMKTOBKY pexuccepa-nocTaHoBLLMKA BbIMONHSAET YACTO Tex-
HUYecKye 3a8a4qu.

PaboTa apTucTa B TexHonoruv performing capture B MrpoBow MHAYCTpUK
(a 3a4acTyto 1 B KMHeMaTorpad1yecKon) He Bcerfa OCHoBaHa Ha MeToAax Cu-
cTembl CTaHWCNaBCKoro — paboTa B 3CTETUKE «MOHTaXa aTTPaKLMOHOB» MUC-
KNto4aeT yCTaHOBKY Ha MyBMHHBINM ncuxonornsm. Mo BocnoMmuHaHusaM Kesw-
Ha Cneiicu, cbirpaBuero [hxoHaTaHa AMpoHCa B NOMNYNSPHON KOMMbIOTEPHOM
urpe xaHpa wytep Call of Duty: Advanced Warfare (2014): «Tbl NpUXOAWLLb, OHW
PaccTaBnstoT Tebe TOUKM MO BCEMY UL, OIEBAOT B YepHbI 06TArnBatoWmin
KOCTIOM, @ Ha rof0oBy HafeBaloT Wem C Kamepol, KoTopas cBeTUT dhoHapem
NpsiMO B rnasa. [1oToM 3aBoAAT B NyCTOe NoMelleHne ¢ KopobKamu 1 roBopsT,
MO, 3aNe3b Ha 3TN KOPObBKKM, MOCTaBb PyKy ctofa, byaTo onvpaellbcs 060 YTo-
TO, CMYCTWCh C KOPOBOK, CAAb Ha CTY 1 3aKOHYM CBOIO HacTb Ananora — CHATO!
Ckaz3aTb, YTO 3TO OYeHb CTPaHHO, — He CKa3aTb HWYero. Ho Ha roToBOM BHAEO
Thl CTOULWb B BEPTONETE U EPXKULLIBCS PYKOM 3a Kpbilly, a NOTOM 3amnpbiriBaellb
B [KMN 1 yedkaellb. B MbICASX ToNbko: “4T0 3a 4epT? ITO 1 BAM3KO He noxo-
ANT Ha paboTy B TeaTpe™»’. Ha COBpeMeHHOM 3Tane pa3BuUTus UHAYCTPUM TaKon
Noaxofd B OCHOBHOM KacaeTCsi BTOPOCTENEHHbIX MepcoHaxen. B cnyyae ¢ ras-

" NoryHos, M. (2014, 3 Hosi6ps). KeBuH Cnelicu pacckasan o6 y4actum 8 Call of Duty: Advanced
Warfare.  Igromania:  [MHTepHeT-u3paHuel.  https://www.igromania.ru/news/51208/Kevin_
Speysi_rasskazal_ob_uchastii_v_Call_of Duty_Advanced_Warfare.html (30.04.2023).
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HbIMW reposSIMK TEXHONOT WS TpebyeT OT apTUCTa 60MbLION TOHKOCTU — NpUYeM
B UIPOBOM MpoeKTe, 6onee HanpsHKEHHOW 1N CNOXHOM B NpodeccMoHansHOM
nnaHe B CUY NOANBAPUAHTHOCTU Pa3BUTUS CIOXKETa, OTMEYEHHOM paHee.

CKNOHHOCTb HEAOOLEHNBATL paboTy apTUCTOB Ha AaHHbI MOMEHT MOX-
HO BOCMPWHMMATb Kak OfHY 13 NpobaeM UHAYCTPUK. ITO BAUSET, B TOM YUChe,
Ha mMccnefoBaTeNbCKME NOAXOAbI, UTHOPUPYHOWME aKTEPCKYIO COCTaBASAIOLLYIO
M KOHLEHTpUpYIOLWYEe BHUMAHME Ha BW3yanbHO-rPadUyecKkoM, 3BYKOBOM U
CUEHapHOo-paMaTyprmyeckoM KOMMOHEHTaxX XyLOXeCTBEHHOTO Lenoro. AKTep
SHAN CepKuc, KOTOPOro Ha3bIBAKOT «KOPONEM MOKana», B OAHOM U3 CBOMX WH-
TepBbiO BbIPa3MA HerofoBaHve Mo NoBOAY HEMOHUMAaHUS KpUTUKamu creu-
KN paboTbl akTepa B KOMMbIOTEPHbIX Urpax. «OHW ByayT roBOpWTL YTO-TO
Bpoge: “CepKuUc ofomKmn CBOW ronoc”, unm “nan aMoumnu’, uamn “oaomKmnn cBou
OBVKEHUS”, NN “IMOUMOHANBHO YAepKan CTEPXKEHD’, B OTAUYME OT “UCAONHNN
ponb’»5. OTHYaCTV KYPHANMUCTbI MpaBbl, TaK KaK Ha UTOrOBbIN pe3y/sTaT Hemanoe
BMSHME OKa3blBAeT aHMMaTOp, KOTOPLIM 3aBepwaeT 06paboTKy LUMdpoBoro
obpa3za. PaboTa ¢ Mcnonb3oBaHueM 3D-aHWMaUMK 3axBaTa ABMIKEHUS — 3TO
C1MMBKMO3 paboThl akTepa 1 TEXHONOTUK, KaK 1 B Ntoboi apyrol cdepe, rae cy-
LLeCTBYeT COBPEMEHHbIV apTWCT. Bes caMoro UCNoNHUTENS faxe caMas CoBep-
WEeHHas NporpaMma He CMOXKeT CO3/aTb MOMHOLEHHbIV 06pa3.

SHan CepKnc PyKOBOAWA aKTepCKoW TPynmnoW B pa3paboTke urpbl
Heavenly Sword. KpeaTUBHbIM [IMPEKTOPOM ¥ aBTOPOM CtoxeTa Hbin TaMum
AHTOHMaEeC — C HUM Yepe3 Tpu rofa CepKUC pexmccMpoBan cueHsl motion
capture B urpe Enslaved: Odyssey to the West (3HaM cbirpan obe3bsHy). Mexay
ABYMsi 3TUMM MPOEKTaMu MpOLO TPW roga, TeEXHoAorns motion capture He
npeTepnena CUNbHbIX U3MeHEeHWI. Ho pa3HuLa B CyLLeCTBOBaHMM aKTepoB bblin
Becomol. B Heavenly Sword wcnonHuTenn AeMoHCTpUpoBanu Ha nnoulaaxe
4pe3MepHylo TeaTpanbHOCTb, WX Urpa Kasanacb npeyBennMyeHHon. B pabote
Hapn Enslaved: Odyssey to the West akTepbl CyllecTBOBanu bonee eCTeCTBEHHO 1
TOYHO. «Bce, 4TO Bbl MOXeTe cfienaTb B KMHO, Bbl MOXeTe CAenaThb 1 B BUAeourpe
C TOYKM 3pEeHWMS aKTEPCKOrO MacTepcTBa M TOHKOCTU», — oTMedan T. AHTOHMa-
gec’. Ha npvimepe 3Toi paboTbl MOXHO CAienaTh BbIBOA O MPOTUBOPEYMBOCTY
onbiTa paboTbl apTUCTa: C OHOW CTOPOHbI, MHTEHCMBHOE B3aMMOAeNCTBIMe C
TexXHO/Or1en 3axsaTa ABMKEHNS «3aKaseT» akTepa 1 NO3BONSET eMy OCBOUTb
HIOAHCbI CYLIECTBOBAHMA B 3TOW (hOpMe aKTEPCKOM Urpbl, C APYroi — HeKoTo-
pasi pacnmbIBYaTOCTb ApaMaTUYECKoro peleHns obpasa, BEPOSTHO, CBsi3aHa

8 Hurt, H. (2012, June 24). When Will a Motion-Capture Actor Win an Oscar? Wired : [UHTepHeT-13-
paHwel. https://www.wired.com/2012/01/andy-serkis-oscars/ (30.04.2023)

° Kyllo, B. (2011, March 7). Performance capture injects emotion into virtual worlds. CBC. https://
www.cbc.ca/news/science/performance-capture-injects-emotion-into-virtual-worlds-1.1104828
(30.04.2023)
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C OTCYTCTBMEM CBEPX3aAaUn PONY — YETKOM KyNbMUHALMOHHON TOYKM 06pa3a,
K KOTOPOW CTpeMuTCs akTep npu paboTe B KNacCu4eckon apamaTypriyeckon
Tpaguumn. B 6oNbWNHCTBE UTPOBbLIX CLIEHAPUEB apTUCT, B OT/IMYME OT TPaau-
LUMOHHOW paboTbl Haf PoNblo, He WLLET eAMHCTBEHHbIN, Harnbonee yaayHbli
BapWaHT pelleHns peaKLmmn repost Ha ofjHy 1 Ty e cuTyaumto. OH co3aaeT wu-
POKYIO ranepeto MHBAPWaHTHbIX 3MM30/0B C WNPOKUM CMEKTPOM 3MOLWIA, pe-
ANU3YIOWNXCS B Pa3HbIX KOHTEKCTYabHbIX Y CUTYaTVBHbIX BEPCUAX PAa3BUTUS
ClOXeTa B npoLecce BbIbOpa MrPOKOM CTPaTervu v xapakTepa B3aviMoaencTems
MEXay NepcoHa)amu. B uctopum kuHemaTtorpada aHanoruo ¢ paboTol Takoro
pofa MOXHO OBHAPYKMTb B COXKETHON KaHBe «PacemoHa» Akupbl Kypocassl, rae
aKTepbl paBHO YH6eAnTENbHO 1EMOHCTPYPYIOT YEThIPE Pa3HbIX BapuaHTa TpaK-
TOBKM OIHOTO 1 TOTO e cobbITUs. ITO TpebyeT cepbe3Hon NPodeccroHanbHOM
3aKankn 1 UCKYCHOTO BNafeHus WKONOW. 3aech Hago 3aMeTuTb, YTo paboTa
B XaHpe MHOrocepuinHOM BbICOKOBIOMKETHOW Tenecaru B XXI Beke dhopmMmpyeT
HOBYIO BbICOKYHO M1aHKy MacTepCTBa COBPEMEHHbIX apTUCTOB.

OT L.A. NOIRE K DEATH STRANDING.
3D-HYAP 1 APT-XAYC KOMIMBbKOTEPHbIX UT'P

3HaKOBbIM B peanun3alumnm TeXHONOrMIN 3axBaTa 130bpaxeHus CTano muc-
NONb30BaHMe CUCTEMbl MOtiON scan NpW CO3[4aHUMU WUIPbl B XaHPe MHTepaK-
TUBHOro dunsma LA Noire oT KoMnaHuu Rockstar. MpocTpaHCTBO 3TOWN Urpbl
MaclWwTabHO BOCCO3[aeT BMPTyanbHble AeKopauuMy KpymHOro Meranonmca
NOCNEeBOEHHOM AMEPUKU. MrpoK-AeTeKTUB, paccnenyowmin npectynieHuns,
NOCTOSHHO fenaeT 3aKnto4eHns 06 UCTUHHOCTM MAM NOXHOCTK MOKa3laHWii
NepcoHaxen, BH1MaTenbHo Habntohas 3a vx MUMMUKOW WU NNacTuKol. Mo3ToMy
MCNONb30BaTh CMOAENVMPOBAHHbIE KOMMBIOTEPOM MNEPCOHAXM ObIN0 HEBO3MOXK-
HO, KaXXAbl1 UTPOBOM 3MM304 OTbIFPbIBANCS B CTYAMM apTUCTaMu, 061aYeHHbIMK
B KOCTIOMbI C AaTymKkamu motion capture, nog npuuenom 32 kamep, MCnosb3ye-
MbIX CMCTeMOW Motion scan, Mofenupytoulein obbemMHoe n30bpaxeHne Ha oc-
HOBe 3axBaTa ABVXeHWS Kamepamu C pa3HblX pakypcoB’. 3Ta yHuKanbHas nrpa
coefMHWMNa CoepKaTenbHble YepTsl aMepuUKaHCKON HOBEANUCTUKM, Knaccuye-
CKOTO KMHOHYapa ¥ B TO Xe BpeMs CyMena nepeaath 3/1eMeHTbl NOANNHHOCTY
AKTEPCKOW MrPbl B MHBAPUAHTHOM Pa3BUTWM ClOXeTa 1 UrPOBOI ApamaTyprmu
B)KaHpe action-adventure.

10 Kybpak, H. (2020, 5 mapTa). Kak paboTaeT Motion Capture: aBontoums v 3akynucee. DTF: [UHTep-
HeT-n3gaHve].  https://dtf.ru/cinema/109583-kak-rabotaet-motion-capture-evolyuciya-i-zakulise
(30.04.2023).
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Virpa HamepeHHO Oblna CTUAN30BaHa Mo PeTpo-cepuan (npumeyaTtens-
HO, 4TO HBONBLWMHCTBO aKTEPOB, NPUHSABLIMX y4acTne B pa3paboTke LA Noire,
CHUManuch B KynbTOBbIX «be3ymuax» MaTTbio BaliHepa). Kawpoe paccneno-
BaHwe ObIN0 BbIHECEHO B OTAEbHYIO UCTOPUIO, NLWb OTHACTU COOTHECEHHYIO
C OBLMM CHOXKETOM UTPbI.

ABTOpbI LA Noire nCnons3ytoT BOCMOMUHAHNUS, MPOEKLUMN B MPOLLOe re-
POS, OTCbINAIOLWME K INEMEHTaM KMHO3CTETUKM Hyapa. TaK, B CUCTEME NepCcoHa-
el KMHOHyapa eCTb ONpeAeneHHbIe XaHPOBbIE TUMAXMN — POKOBbIE KEHLLMHBI,
Be3gecywme penopTepbl U T.4. OCO6EHHO YEeTKO HyapHble MacKu B 3TON Urpe
NPONMCaHbl ANS repoeB-AeTEKTNBOB.

BbICOKMi1 ypoBeHb NpoeccroHanv3ma akTepoB 3acTaBseT MakCManb-
HO BOB/I€Yb UTPOKA B KOMMYHWKATVBHbIE €Tann pacCcnefoBaHns — eMy npw-
XO[MTCA pa3rafiblBaTb XxapaKTep 1 CTeNeHb MCKPEHHOCTH NepcoHaxa. Pearnpys
Ha HI0aHCbl NOBefeHMs (BblpaXKeHue rnas, MUMIKY, MHTOHaLWW rofoca), Urpok
[OMKEH BbIOPaTh OAMH 13 TPeX BO3MOXHbIX BAPVAHTOB €ro BOCTIPUATYS: NOXKb,
COMHEHMe Unv Npasga. Beibop onpeaensieT AanbHelllee pa3BuTme CIOXKETa.

B3aunmopeincTeume ¢ nepcoHaxamm B LA Noire cocTaBnseT 60NbLIYIO 4acTb
UrpoBoro npouecca. /insg atoro bpeHgaHoMm MakHamapol, ocHoBaTenem Team
Bondi, 6bina pa3paboTtaHa HoBasi TexHonorus — Motion Scan. OT ynoMsHyTOM
Knaccuyeckol paHHel Bepcum motion capture faHHas TeXHONOrUS OTAMYaeTCs
TEM, 4TO OHa 3axBaTbIBAET HE ABVKEHWNS aKTepa, a MONHOCTLIO ero NnNLO, KOTOo-
pOe 3annCbIBAETCA C 32 KaMep, MePeHOCUTCA B UTPOBYIO NPOrpamMy 1 NpuKpe-
NNAETCA K MOAENM MEPCOHAKA. ITO OAHA CTAAUSA aHMMALMK repos, KOrfaa aKkTep
OTbIrPbLIBAET CLEHbI, CUAA Ha CTY/IE, U BCE €0 3MOLMK, 4yBCTBA U NEPEXMBAHNS
TPaHCAMPYIOTCS TONBKO C MOMOLLBIO MUMUWKK. Ha Apyroi cTagmuvi ¢ NOMOLLbIO
CneunanbHbIX KOCTIOMOB C AaTYMKaMK NMPOU3BOANTCS 3axBaT ABWIKEHWS aKTe-
pa — PYK, HOT, TY/I0BWLUa, FON0BbI. B pe3ynsraTe BeCb CeKTp 3MOLMIA BBITASANT
MO-HACTOALLEMY KMBLIM.

TexHONOrMs 3axBaTa NMUEBOM aHVMaLUmu paboTaeT He TONbKO ANs co3fa-
HUS ahdeKTa peanucTUYHOCTW, HO U HanpsMylo BAMSET Ha UIPOBOM MpoLiec,
Korga cuasWMiA nepes 3KkpaHOM [O/MKeH BCMaTpUBAaTLCS B NMUA, AyMaTb, aHanu-
31pOBaTh, MbITASCh COEANHNTH BbIBOABI B OOLLYIO KApTUHY paccnegyemoro aena.

PaboTa Mo BOCCO3faHMIO 3MoXM KonoccanbHa. lepBble monTopa roga
pa3paboTumMKM MOCBATUAM W3YHEHWUIO raseT TOro BPeMEeHW, peanbHoro Jloc-
AHmKeneca, pa3Horo pofa ayTeHTUYHbIX MPeAMETOB, BOWEALINX B AaNbHelLeMm
B YMCNO CIOXKETHbIX «BELLAOKOB». B pe3ynsraTe ropog, ero yaunubl, MHTepbepbl
3KCTepPbEPSDI, MALUMHbI 1 KOCTIOMbI JIOAEN, CaM PUTM FTOPOACKOM XKU3HWU NONYYH-
NNCb NPefebHO AOCTOBEPHbBIMU.

AKTEp, UCMONHMUBLIWI PONb AeTEeKTUBA PacTun Fannoyas, B OAHOM U3 UH-
TepBbO OTMETUN, YTO OblN HEBEPOSITHO MOPaXeH YPOBHEM AeTann3aunm, Ko-
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TOpbIN yaanock co3aaTb bpeHaaHy MakHamape B 3Toi urpell. ABTOp My3biKiu
SHAPIO Xenn, CONMHUBLIMI KOMNO3WLUMK ans LA. Noire, TOe oTMeYan ycTaHoB-
Ky Ha @yTeHTUYHOCTb NpK CO3AaHUN HacTpoeHus. CayHATPeK K Urpe 6bin BAOX-
HoBneH unbmMamm 1940-x roaoB. My3biKanbHblii pyKoBoaMTeNb BaH MaBnosuy
OTMETUA, 4TO aKLEeHT Rockstar Ha ayTeHTUYHOCTb ¥ peann3m B U306paxKeHun,
B CO3aH1Kn aTMOoCcdepbl ropoaa 1 0bpas3os repoes BAOXHOBWI KOMMO3KUTOPOB.

CTeneHb KuHemaTorpathuyHOCTU Urpbl OblNa HAaCTONbKO BbICOKOM, YTO
L. A. Noire bbina 3asiBneHa Ha y4actue B knHodectusane Tribeca-2011%2,

AapoH CT3TOH, UCMONHSBLUMIA MaBHYl Pofb, OTMETU TEXHUYECKME CNOX-
HOCTW paboTbl akTepa Haf, POSbIo C MPUMEHeHMEeM UMM POBLIX TEXHONOT I 3axBa-
Ta. Tak, BCe 4Manorosble CLUEeHbl apTWCT AO/MKEH Obln MCNONHATL 6e3 napTHepa.
«Bo MHOroMm 370 6bII0 HEMPOCTO — CUAETb B Kpecne U Kak Obl MbiTaTbCs npep-
CTaBUTb 3TV PENNKK, B TO BPEMS KaK Ha CbeMOYHON NoLaaxe, byab To duibM,
TeneBuaeHMe UMK CLEHa, MPUCYTCTBOBAN aKTep, KOTOPbIV JaBan BaM 3Ty penau-
Ky»*. Mpouecc 6bin 04eHb 4ONTUM — PaAM KXKA0rO KOPOTKOTO 3Nm30a Npuxoau-
N0Cb CUAETH Ha MeCTe, He MeHsis N03bl N0 NoNTopa-Asa Yaca. CbeMOYHbIV Npolecc
nrpel B TexHonoruun performance capture gnuncs okono Tpex MecsieB 1 CTaHo-
BUCS PYTUHHbIM, OAHAKO CTan Ans akTepoB 6ONMbLION WKONOWKY,

Puc. 2 n 3. AapoH CTaToH B ponim Koyna ®ennca n Maikn Maklpeingu B ponu ®uHbappa
«PacTun» Fannoyas Ha CbeMoYHOM nowanke urpbl L.A. Noire n nx obpassl B nrpe’

' Gaudiosi J. (2011, May 11). LA Noire: interview with actor Michael McGrady. Gamesradar. https://
www.gamesradar.com/la-noire-interview-with-actor-michael-mcgrady/ (30.04.2023).

2 LA. Noire. Tribeca Film Festival: [ObunumansHbiii cait]. https://www.tribecafilm.com/festival/
archive/512cde961c7d76e0460004€9-1-a-noire (30.04.2023)

3 Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. https://www.
gamespot.com/articles/an-interview-with-aaron-staton-of-la-noire/1100-6313171/ (30.04.2023).

4 Parker, R. (2021, May 17). “L.A. Noire” Turns 10: Cast of the Video Game Made Up of Several
“Mad Men” Alums Looks Back at Making the Imaginative Title. The Hollywood Reporter. https://
www.hollywoodreporter.com/business/digital/l-a-noire-10-video-game-mad-men-4160607/
(30.04.2023).

5 McToYyHMK n30bpaeHus cm. / See the image source: https://www.pcgameshardware.de/
LA-Noire-Complete-Edition-Spiel-11476/News/LA-Noire-Darsteller-beantworten-Fanfragen-zu-
Motion-Capturing-850340/galerie/1576440/ (30.04.2023).
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CpaBHuBas paboTy B Urpe u B peTpo-cepuane «besymubl» CO CXOXKUM
MCTOPVIKO-KYNETYPHbIM KOHTEKCTOM, CTITOH CYMTan CBOWX MepCOHaXel coBep-
WEHHO pa3HbIMU, XOTS OHW U TPAHCAMPOBaN/ NoBeeHYeCKNe KOAbl OAHON 3Mo-
xn. Ero repoi B urpe Koyn ®@ennc obnagan 6onee CNoxHbIM HabOPOM UCXOAHbIX
06CTOATENBCTB U COOBITUI, Ha KOTOPbIE MO ONMPATbCH apTUCT B paboTe Hap,
00pa3oM — peakums Ha pasnuyHble NPeCTynaeHUs, BOEHHbIA CUHAPOM Nocne
y4acTus B BOWHE, NOCNEACTBUS KOTOPOI Co3aaTeNnn ANvnm B atmocthepe Hyapa.
KeH 13 «be3ymLeB» cylecTBoBan B bonee KOMMOPTHbIX YCNOBUAX™.

Bupeourpa Death Stranding ctana nereHgon elle Ao cBoero pennsa. ke
co3patento Xvaeo Koasvme yaanocb HanTu 30-MUANNOHHbIA BogKeT ansg npo-
eKTa 1 cobpaTb KOMaHay M3 3Be3 MUPOBOro KMHO — HopmaHa Pupayca, fley
Celny, Maaca MukkenbceHa, MaprapeT Kyannu, TomMmu [KeHKuHCa, JInHACK
BarHep, 9nb ®aHHWHT 1 Cropn KyuyHa.

Mup, B KOTOpOM pa3BopaumnsaeTcs ctoxeT Death Stranding, npeactasnset
coboit BpaxaebHyto cpefy, HanoMuHatolyto «CTankepa» TapKOBCKOroO (yxxe oT-
pedneKcMpoBaHHOTO B UTPOBOM NPOCTPAHCTBE B bonee paHHEN OHOMMEHHOM
nrpe), Ho MMEeIOLLLYIO CBOW MPUHLMNMANbHbIE OTANYNS. IrPOBOI COXETHBINA MUP
— rny6oOKNIA 1 3anyTaHHbIN, KOTOPbLIA TPYAHO CPa3y NMOHATL U OLEHUTb UIPOKY
[aXe Ha UHTYUTUBHOM YPOBHE. BO MHOTOM 3TO 0OBACHSETCS MOLLHBIM KUHOMH-
TepTeKCTyanbHbIM O3KrpayHAOM, BKIOYAOWMM KaK MUHVMYM NeHTbl «Popmyna
BOfbI», «[paHb byayulero», «<barpoBblin NK», «/106CTEP», TPUNOTUIO «X06bUTa»,
NPOBOLUVPYIOWMM NOrpy3nThCs B Mup Death Stranding, 4Tobbl pazobpatses BO
BCEX €ro fieTansx  TOHKOCTSIX.

[NaBHbIN repoid, KOTOPOro Chirpan HopmaH Puayc, 3aH1MaeTcs AOCTaBKOM
rPY30B 13 OQHOTO MyHKTa B Apyroi. 3To HenpocTas foCTaBKa, Tak Kak Coeaw-
HeHHble LLTaTbl pa3pyleHbl BTOPXeHMEM NPU3PaYHbIX CYLLECTB 13 3arpobHOro
MUpa, KOTOpble NMocae KaTacTpodbl Monanu B MUP XKMBbLIX (B 3TON CTapTOBOM
TOUKE CIOXKeTa MOXHO Hal TV NPSIMYIO aHanoruio ¢ 6nn3kon habynbHON NUHKeR
B poMaHe «[TMKHUK Ha 0604MHe» GpaTbeB CTpyrauKmx, CTaBliemM OCHOBOW A1
«CTankepa» TapKOBCKOrO).

BHeLlHe 1rpa MOXET MoKa3aTbCsl «<CUMYASTOPOM Kypbepa» — O0MbLIYIo
4acTb WIPOBOMO BPEeMeHYW 3aHUMaeT 0ObIKHOBEHHOE nepeMelleHne U3 TOHKK
A B Touky b. OfiHaKo 370 He beclenbHoe CTpaHCTBOBaHMe, a NOAMNHHbBINA NyTb
reposi, B KOTOPOM OH, KaK 1 UrpoK, 0bpeTaeT MYPOBO33PEHYECKII OMbIT.

Cam Kopgsvma 0Co3HaBan, 4TO AO/MKHA CyWeCcTBOBaTb TOHKAasd rpaHb
MeXzay aBTOPCKMM Mpon3BefeHVeM MeANanCcKyCcCTBa U pa3BieveHremM UrpoKa.
«MHe Xo4eTcst CoXpaHUTb BanaHc Mexay MCKYCCTBOM ¥ pa3BneyeHvieM, 4Tobbl

% Mclnnis, S. (2011, May 13). An interview with Aaron Staton of L.A. Noire. Gamespot. https://www.
gamespot.com/articles/an-interview-with-aaron-staton-of-la-noire/1100-6313171/ (30.04.2023).
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aBTOPCKOE BbICKa3blBAHNE MO0 COMETATHCS C TeM, YTO MIOAM NPUBLIKAN NOMY-
4aTb OT UTp. MIHOTAA 51 BUXKY O4EHb apTXayCHble, He3aBUCKMble DUNBMBbI, HO MHe
XOYETCs IOCTUMHYTh TOM TOYKK, KOrAa Kak NobUTenu MHAN-KUHO, TaK 1 ntobuTte-
nm dunbMoB Marvel cMOryT HacNaanTLCS MOl UTPon»Y.

MNoabuvpasi ronnvBYACKMX aKTepos, Xuaeo KofsvMa He MporHo3nposan
uToros byayulero npoekTa. Hopmax Puayc cornacnncs Ha rnaBHyto ponb B Death
Stranding, NO3HaKOMMBLIMCb TOMBKO C MAEel BUAEOUTPbl. [TONYyASPHOCTb aKTe-
POB COOTBETCTBOBAsA BbICOKOW aMOUUMO3HOCTM NMpoeKTa. [OBOPS O MMaBHOM
repoe, HVYKTO He COMHeBancs, 4To HopmaH Puayc OTAWMYHO Ha Hee NoAxXoaun.
Ero onbIT B cTaBleM nereHapHbiM cepunane The Walking Dead yxe obecneyvisan
HeobxoavMbIl 63KrpayHa ANs CO3aaHNs NepcoHaxa Urpbl. B bonbliel ctenexn
Cama (rnaBHoro repos) 1 cosaan cam Puayc. Ero yHuKanbHas MUMrKa 1 06pas
CYpPOBOTO, NOBVAABLIErO HEMaNo TPYAHOCTEW B XKMU3HWM, MONYANMBOIO 1 Cepbes-
HOro YenoBeKa O4eHb yAa4YHO COOTHOCUNCH C MPOMCXOASLLMM B aTMocdhepe no-
CTanoKaAUNTUYHOro M1pa Buaeourpbl. KogsviMa npu yTBEPXKAEHVIN aKTEPOB Ha
POJlb OPVMEHTMPOBANCS Ha CBOM OMbIT MOHUMAHNS COBPEMEHHOTO KHeMaTorpa-
ba. Co3gaTenb Urpbl Npr3HaBancs, YTO Ha MPOTSHIKEHNM MHOT VX NIET, eLlie CO Bpe-
MeH «BoHAMaHbI», aBAsNCs haHaToM Magca MuKkenbceHa v cneuyanbHo UcKan
€ro KOHTaKTbl, 4TOObI MPUIIacKTb B Urpy. Mo3ToMy BbIBOP MUKKenbceHa Ha ponb
rMaBHOro aHTaroHucTa 6bin ans Xngeo Koasnma oyeBuaeH. lNpumMedaTensHo,
4TO B BbIOOPE aKTEPOB aBTOP NMPOEKTa ONMPaNCs Ha VX amniya U NPOLUbIA OMbIT
B KMHO. CTOUT Takke 06paTuTb BHUMaHMe Ha MMnbepMo aenb Topo: OH 3eCh He
aKTep, HO BO Bpems co3paHus Silent Hills 6bin MeHemKepoM Ha OAHOM YpPOBHE
C Xvpgeo. Mo3ToMy 1 ero pofb B Urpe Hbina conocTaBuMa — NMepcoHax, 3HaKo-
MSILLMIA UTpoKa ¢ MupoM Death Stranding, cTaHOBWTCS cBOero poaa Beprunvem
B Kpyrax pyKOTBOPHOrO afja — Y4eM-TO HarnomuHas He TpaguLUMOHHOIo NoMoLL-
HWKa, a Bepmka v3 «[lomMa, KoTopblin nocTpoun rex» Nlapca doH Tpurepa.

KvHemaTorpaduyeckas MHTEPTEKCTYanbHOCTb, MPOHM3bIBatOWas aTMo-
cepy 1Urpbl Kogsvmel, 3aCny>KMBaeT OTAENbHOMO MCKYCCTBOBEAYECKOro pa3bo-
pa, KOTOPbIV HEOOXOAMM NPU OLEeHKe heHOMEeHa 3TOI UTPbl, MPEoA0NEeBaoLLIErO
rpaHuLbl aBTOPCKOIO KMHO U UTPOBOWA Caru.

T CmupHoB, A. (2018, 28 vioHs) Xmaeo Koasnma pacckasan o paboTe ¢ aktepamu Death Stranding.
DTF. https://dtf.ru/games/22358-hideo-kodzima-rasskazal-o-rabote-s-akterami-death-stranding
(30.04.2023).
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3AK/TIOHEHUE

JBOMIOLMS TEXHONOMNIA — OT 03BYYMBaHUS, YCTaHABNMBAIOLWErO AMCTaH-
LMIO MeX Ay penpe3eHTUpyeMbiM Ha 3KpaHe UCMONHUTENEM W ero aKyCTUYeCKMM
aybnepowm, no performance capture — NnpMBOANT K CO3AaHMI0 HOBbIX Npodeccu-
OHanbHbIX amnya v faeT apTUCTy boraTble BOIMOXHOCTU /151 Pa3HOCTOPOHHe-
O PacKpbITUS TanaHTa, HanprMep, Npy BOCCO3faHny 06pa3oB haHTacTUHeCKuX
CYLLeCTB, HagensieMblx aHTPoONoMop@HOK NnacTuKoit. Motion capture u gpyrue
NofoOHOro pofa OTKPLITUS — 3aKOHOMEPHBIN UTOM He TOMbKO pa3BMUTUS NOCT-
LUMDPOBOI 3MOXM, HO 1 IBONOLMM akTepcKol npodeccun. B HOBbIX hopmax
XY[OXeCTBEHHOro npouecca BOCTpeboBaH 1 MCMob3yeTcs BeCb apceHan BO3-
MOXHOCTEM HaLMOHaNbHbIX aKTePCKMX WKOA KPYMHeRWmnx TeaTpanbHbIX LeH-
TPOB MVpa. Bo MHOMMX CTpaHax MONofble apTUCTbl Ha4YMHaOT NoCTMraTh Npo-
beccuio C 3TIOA0B Ha OCHOBE HabOAEHM I 32 KMBOTHbIMU. PaboTa B LM poBOM
NPOCTPaHCTBE aKTVBU3MUPYET BeCb bara)k akTepckux NpodeccroHanbHbIx Ha-
BbIKOB. Bo3pacTatollas noTpebHOCTb B CO3faHMM BUPTYaNbHbIX MePCOHaXEN,
AeVCTBYIOLMX B MONMBAPMAHTHBIX MpeAnaraeMblx 06CTOATENbCTBAX, CTaBUT
nepep apTVCTOM 3a4ayv COBepLUeHCTBOBaHMS NpodeccMoHansHOro annapaTa
1 0CODEHHO — BRaeHNs 3TIOAHbIM MeToAOM. KOHCTpyMpOBaHve NHTepaKTB-
HOW UTPOBOW PeanbHOCTU BOCTPEDYET M aKTepPCKMA OMbIT B3aMMOAENCTBUSA C
aKTVBHbIM 3puTeneM napTvcMnatueHoro Teatpa. MogobHo Tomy, Kak Hemoe
KMHO OCBanBano 3aKoHb! LMpKa 1 NaHTOMVIMBbI, 3BYKOBOE KMHO — My3blKanbHO-
ro TeaTpa v cucTeMbl CTaHWCNABCKOro, MHTEPaKTUBHbIV BUAEOMUP UHTErpupy-
€T 3KCNeprIMeHTbI MOCTAPaMaTUYeCKoro TeaTpa, ero NnepdopMaTMBHOCTb U TAry
K NpeoAoNeHnto NpUHLIMNa YeTBEPTOM CTEHBI.

3D-nepcoHaxu KOMNbIOTEPHBIX UIP U VR-NpeAcTaBneHnin HepeaKo oTau-
4aKTCS OT repoeB CLEHbl MHON BMONOTMYECKON NPUPOAON, YTO CTaBUT Nepef
MCNONHUTENEM 3aady No CO3AaHnto 06pa3oB, 3anpeaensHbIX Ans ero Yenose-
YECKOW CYUHOCTU, HO, 6e3YCN0BHO, SBMSETCS KpeaTVBHbLIM BbI30BOM B PaMKax
3BOMOLMM aKTEPCKOM Npodeccuut.

BO3HMKalOLLME MHEHUS U AaXe OMaceHust No NoBOAy TOro, 4TO 6OMbLION
MacCUB flaHHbIX, MONYYaeMbIX B pe3ynbTaTe YCrellHbiX NPOeKTOB, CO3AaHHbIX
nporpamMMamu 3axBata [IBMIKEH NS, MOXKET NPUBECTM K NOCTENEHHOW 3aMeHe ap-
TUCTa BUPTYaNnbHbIM 06pa3oM Ha ocHoBe M, He yunThIBaOT 3Tanbl paboTbl Haf,
YHUKaNbHbIM XapaKTepOM MEPCOHaXa B COYETaHUM MHOXeCTBa (DakTOPOB aK-
Tepckolt npoteccrn. CoBpeMeHHbI MPOEKT KOMMbIOTEPHOW UTPbl UK GUibM,
€C/IN OH NpefnaraeT YHUKaNbHbIA OPUTMHANBHbIA KOHTEHT, — UTOT COXKHOMO
B3aMMOAENCTBYMS Ha NolaaKe YneHoB 60MbLON TBOPYECKOK KOMaHAbl, rae oT
ncnonHuTenen Tpebyetcs BnageHue LenbiM apCceHanoM HaBbiKOB U NMpUeMoB
CaMblX Pa3HbIX CTUAEN U WKON APaMaTUYeCKOro UCKYCCTBa. [puyem Ha AaHHOM
JTane pa3BuTHs TEXHONOMMIA UMPOBOTO 3axBaTa ABWKeHUs NpodeccroHanb-
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Hble y4ebHble 3aBefleHNs, 3aHNMaloLLMecs MOArOTOBKOM aKTepOB, TONLKO Mpw-
CTYNaT K U3YHEHMIO HOBBIX CTUIEBbIX BO3MOXHOCTEW B paMKax UrpOBOM B1ae-
OVHAYCTPUMN.

CoBpemMeHHble BbICOKOOOMKETHbIE MPoeKThl triple-A ypoBHS 60MbLINX
MrPOBbIX CTYAMIA 1 KOMMAHWIA C MHOTOMUAMMOHHBIMUI BIOAXKeTaMm NOCTENEHHO
NPUBANIKEIOTCS K TOMY, HTODbI CTaTb TAKOW e CaMOCTOSTeNbHOW 061acTbto C-
KYCCTBa, KaK nuTepaTtypa, TeaTp U KUHO. B 3HaMEHUTbIX UTPOBbIX MPOEKTax CO3-
[alOTCS OrPOMHbIE BUPTYasbHbIE MUPbl C MHOXECTBOM y6oKo npopaboTaH-
HbIX XapaKTepoB NepCOHaxei, BbICOKMM YPOBHEM MOLENMPOBaHUS UIPOBOIO
NpOCTPaHCTBa W AeTann3aLmm CIOXKETa, KOTOPbIE NULLIYTCS BOMbLWON KOMaHAOM
CLEHapWCTOB ¥ MO CBOEN CYTU 1 06 bEMY COMOCTaBKMbI C NPOV3BELEHUSAMM Xy-
LOXEeCTBEHHOW N1TepaTypbl. AHaNM3MPYs TO, Kak 3TO HampaeneHue nporpec-
CUPYET Ha NPOTSHKEHWUM NOCNEAHUX AeCATUNETHI, MOXHO CAeNaTb BbIBOA, 4TO
HOBblE MOAepHM3aUMK TexHoNorMii motion capture u performance capture
TpebytoT nepeoueHKr noTeHuMana UrpoBo MHAYCTPUK BO B3aUMOAEUCTBIN
C MHBIMW 0BNACTAMM UCKYCCTBA, B MEPBYI0 04epedb, TeaTPOM 1 KMHO, a Takke
3aCTaBNSHOT NO-HOBOMY B3MsiHYTh Ha hOPMUPOBaHKME KoMMeKca npodeccro-
HanbHbIX Ka4ecTB aKTepa.
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Hemoe KMHO Kak Mefua-apxeonorus:
MNOAXOLAbl K KOHCTPYMPOBaHUIO
MarmncTepcKoro Kypca

AHHoTauus. CTaTbs NpeacTaBaseT cobol npeseHTaUmio MeTOA0N0rNYECKOM
pa3paboTKM yHMBEpPCUTETCKOMO Kypca. Llenb Kypca 1 ero Hactosilell npesen-
Talyn — NPeANoXNTb HOBbIN (OKYC MpenoaaBaHuns TeOPUM U UCTOPKN HEMOTO
KMHO B pamkax KoHuenumii New Film History. Ayautopus, KOTOpoit agpecoBaH
MaTepwan, 3To IKCNepTHOe COOBLLECTBO NCTOPUKOB, KMHOBEOB, UCCNefoBaTe-
Nel Mefmna, apxMBUCTOB 1 ByayLLMX CNeLManicToB B 3THX 061acTsX.
Bcnepctsune NepeoTKPbITUS paHHee KUHO SBNSETCS CErOfHS BaXKHbIM KOH-
CTPYKTOM WCTOPWKO-KMHOBEAYECKOTO 3HaHUs. I caMO paHHee KWMHO C ero
HeNVHelHbIM pa3BUTVEM, 3a0bITbIMU UCTOPUAMU LBETHBIX M «FOBOPSILLMX»
(bVIBMOB, OrPOMHbIX 3KPAHOB TPebyeT HOBbIX MCTOpUOrpaduyeckmx Moge-
neii. [locbe paHHero KNHO MHULMMPYET paccnefoBaHne MeXaH13MOB ChEMKN,
3KPaHHBbIX TEXHONOTMIA, OCOBEHHOCTEN My3bIKaNbHOTO, WYMOBOIO 1 Bepbanb-
HOrO COMPOBOXAEHUS, NPUBAEKAET BHUMaHWe K NOTeHLMany pectasBpaLmm
MNEHOYHbIX NEHT.

NoMUMO TpaAMLMOHHOTO popMaTa 0byveHus B BUAE NEKLUMIA 1 CEMVHAPOB C
06CYyKAEHVEM TEOPETUHECKKX W UCTOPHOrpadUIecKkux TEKCTOB, KypC npef-
nonaraeT UCCNefoBaTENbCKyO PaboTy CTYAEHTOB C MCMOb30BaHMEM Mano-
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M3Y4YEHHbIX MUCbMEHHbIX MCTOYHMKOB 1 TEXHMYECKNX apTedaKToB, KOTOpble
MMeIoTCs B apXMBHbIX 1 My3elHbIx poHaax. B cnyyaum Mepmu 310 MaTepuiansi
MepMCKOro KpaeBeayeckoro Myses, foCyfapCTBEHHOro apxvBa [1epMCcKoro
Kpas, MNepMcKon cuHemaTtekn. CTyAeHTbl 3HAaKOMSATCS C HOBEMLWMMUN MeTOfa-
MU aTPUBYLIMMN KUHOAPXMBHBbIX JOKYMEHTOB, KMHOMMEHKM, 06Pa3LoB KUHOTEX-
HUKW 1 KUHO-HOCUTeNel, NEKCUKOHOM apXMBUCTOB M KUHOBEAOB.

B pe3ynbTaTte CTYAEHTbl NONYYaOT OMbIT MPUOBLIEHNS K aKTyanbHbIM 1CCe-
[0BaTeNbCKMM MPAKTHKaM, HOBbIM FOPM30HTaM U3YyYeHUs MCTOPUM KUHO Ye-
pe3 NpU3My JOCTUIKEHU TEXHWKM, TEXHONOMMYECKMX SKCNeprMeHTOB. Kypc
HacTpauBaeT cneuyanncTa Ha LeHHOCTW ycTapeBLero, 3abbiToro v bnaro-
[aps HOBbIM KyNETYPHBIM UCTOPUSAM CO3AaeT NpeLefeHT KOHUEeNTyanbHoro
Y NPaKTUYECKOTO YNPaXHEHNS B BbISIBNEHMI FPaHEN COBPEMEHHbIX Meaua.
KnioueBble cnoBa: paHHee HeMoe KMHO, Meaua-apxeonorvs, Hoeas nctopus
KNHO, KUHO MPUTSHIKEHMS, MOHTaX aTTPaKLMOHOB, TeXHUYeCKMe apTedaKTbl, Me-
OVa-TeXHONOM MU, KMHOMPAKTUKK, KMHOTeaTp, KUHOMPOKaT, BonlwebHble dhoHa-
PW, KMHOaBaHrapa, MOAEPHU3M, PyccKue GOpManmcTbl, MOHTaX (h1IbMOB
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Silent Film as Media Archaeology:
On Designing a Master’s Degree Course

Abstract. The article presents a methodological elaboration of a syllabus
for a university course. The purpose of the course and this presentation is to
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offer a new focus for teaching the theory and history of silent film within the
framework of New Film History concepts. The article is addressed to the expert
community of historians, film critics, media researchers, archivists and future
specialists in these fields.

As a consequence of its rediscovery, early cinema is today an important
construct of historical and film studies knowledge. And early cinema itself, with
its non-linear development, forgotten histories of color and “talking” films,
and huge screens, requires new historiographical models. The dossier of early
cinema pushes to investigate the filming schemes, screen technologies, and
aspects of music, noise, and verbal accompaniment, as well as draws attention
to the potential of film tape restoration.

In addition to the traditional teaching methods including lectures and seminars
with discussion of theoretical and historiographical texts, the course engages
students in doing research using little-studied written sources and technical
artifacts available in archives and museum collections. In the cases of Perm,
these include materials deposited at the Perm Museum of Local Lore, the Perm
State Archive, and the Perm Cinematheque. Students get acquainted with the
latest methods of attribution of film archival documents, celluloid, samples of
film equipmentand film carriers, the vocabulary of archivists and film historians.
As a result, students are introduced to current research practices, new horizons
of studying the history of cinema through the prism of technical advances and
technological experiments. The course attunes the future specialists to the
values of the obsolete, the forgotten, and, thanks to new cultural histories, sets
a precedent for a conceptual and practical exercise in identifying the facets of
contemporary media.

Keywords: early silent film, media archaeology, New Film History, cinema of
attraction, montage of attractions, technical artifacts, media technology, film
practices, movie theater, film distribution, magic lanterns, film avant-garde,
modernism, Russian formalists, film editing

Kak 06bSICHUTL COBPEMEHHOMY MOIOAOMY YenoBeKy dpa3y necHu: «[1na-
YeT feBOYKa B aBTOMaTe»? Belyn, ocTaBlWMecs 3a npefenamm MemHCTpUMa,
ycTapeBLuee, 3abbIToe — 370 TenedoHbl C ANCKOBbIM HabOPOM, KaCCETHbIE Mar-
HUTOMOHbI, yMYHbBIE NMYNbBEpPU3aTOPbI, aBTOMATbI MO NPOAaXe ra3npoBaHHO
BoAbl. Meava-apxeonorvs aBAsSeTCs HOBOW 061acTbio MCCNefoBaHWI, Hanpas-
NEeHHOW Ha U3yYeHne TEXHUK MNPOLWNOro 1 KyNbTYPHbBIX MPaKTUK UX UCMOMb30-
BaHWs. [IPUMEHUTENBHO K PaHHEMY KMHO TaKUMU «KyBTYPHBIMU TEXHUKaMM»
BbICTYMatoT naHopamsbl, haHTacMaropun, BonwebHble doHapn 1 apyrue at-
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TpaKUWOHbI XIX Beka, XOTd caM KnuHemaTorpad B XX Beke nepexkmn HeCcKoNbKo
KNtoYeBbIX TpaHChopPMaLMiA, BMMCABLIMXCS B CIOXKHbIA CNEKTP MeAUHbIX Tex-
HONOMMIA U COUMANnbHOTO Pa3BUTYIS.

BBEJEHWE B MATUCTEPCKUIA KYPC

[aHHbIV MaTepuan, GakTUYecKn NpeacTaBnss pa3paboTKy aBTOPCKOro Ma-
MMCTePCKOro Kypca, U3NO0XeH He CTPOro B XaHpe Hay4YHoM cTaTbu. Llenb asTopa
3aK/1I0Y4aETCA B OCBELLEHMN HOBbIX MOAXOA0B B M3y4eHWM kKuHemaTorpada. LieH-
HOCTb TeKCTa — He CTONbKO MCCNefoBaTeNbCKas, CKONbKO NpodeccroHansbHo-
NPOCBETUTENbCKAS, CBA3aHHAS C AEMOHCTPALMEN KNtOYeBbIX MONOKEHWA «HOBOM
MCTOPUM» HEMOTO KMHO, 0DOPMMBLIMXCS 3a nocneaHue 20-30 neT.

VIcTopWs HeMOro KMHO paccMaTpUBaETCs B paMKax Kypca Kak Megua-ap-
Xeonoruns. Hemoe KWUHO, Npourpasllee v OTPUHYTOe, MpeacTaBAseT UHTepec
Kak camo Mo cebe NpumMedaTensHoe 1 yarBKTENbHOE. BMecTe € TeM Yepes npu-
3MY «Marl4yecKoro aKpaHa» MOryT U3y4aTbCst MCTOPUS MEXaHWYECKOro 3peHns
V NPaKTVK n306paxkeHns. B3rnsg Ha HeMoe KMHO Kak MefjMa-apxeonormnto npep-
nofaraeT UccnefgoBaHne apTedaKToB, CBUAETENbCTBYIOWMX O TOM, KaK pa3Bu-
BaN1Cb Mefmna-TexHoNOrUn 1 Mefmna-HoCUTeNn, Kak MeHs10Ch 1X colmanbHoe
OKPY)XeHWMe 1 Xy[0KECTBEHHOE CO3HaHMe.

Mepuna-apxeonorus oTAaeT NPeAnoYTeHNe TEXHUYECKOMY, XOTS 13y4aeT
B OCHOBHOM rymMaHuTapHble 06beKTbl. Bunem dntoccep v dpugpux Kuttnep
3amevanu: «<MallmHbl SBASIOTCS areHTamuy KynsTypHOro BpemeHu. OHM 3anmnchbl-
BatoT, 0bpabaTbiBaloT 1 NepefatoT, He Bcerga beps paspelleHvie y YenoBeka.
Mepfua-apxeonormyeckoe nccnefoBaHme enaeTcs XyAoKHUKaMu, y4eHbIMU, HO
6onblie BCcero cammmm MawmnHamm» (Movenuos, 2015, 11 mapTa).

MepcneKkTVBY TaKoro B3rnsfga KOHCTPYMPYIOT OOBEKT v npegMeT Maru-
CTepCKoro Kypca. B o6beKTrBe UccnefoBaHus — MCTOPUYECKOE BPEMSI HEMOTO
KMHO, PE3KOCTb e HaBOAUTCS Ha TeXHONOrMYeCKMe 1 colmanbHble NPaKTUKK,
KOTOpble 3TO BpeMs HanoNHSI0T. 3afiayva 3aKo4aeTcs B TOM, YTOObI BbISBUTb
rpaHun BeayLLyx HanpasieHnii B MCCNeA0BaHUM HEMOTO KUHO — Mefna-apxeo-
NOTUN U COLMANBHON UCTOPUN KMHO MPUMEHUTENBHO K HEMOM 3Moxe, 060CHO-
BaTb HEOHXOAMMOCTb 06pa30BaTeNbHOIO Kypca, NoKasaTb ero 3HaYMMOoCTb U
pe3y/bTaThl, NPeAIOKUTb Pa3paboTKy METOAOB ero NPenoaaBaHus.

ObpasoBaTenbHble METOANKM Kypca HanpaBieHbl Ha OBfafeHue CTyneH-
Tamu «HOBbIM B3 J0M» Ha aHanu3 TeKCToB, 06pa3oB, apTehakToB B COOTBET-
CTBMW C M3MEHMBLIMMCS UCTOPMOrpaduiecknM naHawadToM, pacnpocTpa-
HEHMEM HENVHENHbIX, MEAVa-apxeonormyecKkmnx, HappaTuBoB. MpaKTuyecKas
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3HAYMMOCTb Kypca 0bYCNOB/EHa OTKPLIBAIOWMMMNCS B YCNOBUSAX LUMDPOBK3a-
LMW BO3MOXKHOCTAMU NMPUMEHEHUS NOTVKO-TEXHONOMMYECKIX 3HaHWIA B COBpe-
MEHHOW NpodeccroHanbHOW AesTeNbHOCTL.

SKCKYPC B MENA-APXEO/1OT KO
W NMPAKTVKW NPEMNOAABAHWA NCTOPU KMHO

TeopeTUKO-MeToR0NOrMYeCcKoe BCTYNNEHNE K ANCUMNAVHE NpeanonaraeT
3KCKYPC B Mefava-apxeonoruio, 3HakOMCTBO CTYAEeHTOB C «OTuaMu» Mefauna-ap-
XeONOrUn v UX TPYAaMu, anropuTMaMu TOro, Kak HOBble TeXHONOM MU NMpUMeHs-
lOTCA K aHanM3y oTAaNeHHbIX UCTopUYecKkux nepnofos. CoBpeMeHHas Meaua-
apxeonorus cymMTaeT CBOMMU «oTUamm» Muwens Oyko (<Apxeonorus 3HaHus»
/ Larcheologie du Savoir, 1969), ®puapuxa Kuttnepa («OnTuyeckune megua» /
Optische Medien, 2002) (Knuttnep, 2009). Meana-apxeonorus 6epeT UCTOKM Kak B
HeMeUKoW wkone meana (BonbdraHr IpHCT), Tak U KaHAICKON LKONE KOMMYHU-
Kaumu (Faponba Anamc MHHMC, Mapwann MaknioaH). ®puapux Kuttnep — oavH
113 HEOCMOPUMbIX TEOPETUKOB-NAaTPUAPXOB 3N1EKTPOHHbBIX Meawa, Maplanna Ma-
KM03Ha Ha3bIBAOT «OTLOM-OCHOBATENEM» MefNa-apXeonrorun ¢ OCTOPOXHOM
OMNSAKON Ha ero ryMaHMTapHYt0 OPUEHTALMIO, XOTS OH Obla COaBTOPOM KOHLen-
UMM aHanmn3a Meama BHe cogepxanns (MaknoaH, 2019; MakntosH, 2020).

Bo Bpems cemMVHapCKMX 3aHATUA MPOUCXOAUT OBCYXAeHWEe TeKCTOB
®. Kuttnepa, M. MakntoaHa, T. dnb3eccepa. B 4acTHOCTM, Npu obCyxaeHn pa-
60T ®. Kuttnepa «Mup CMMBONMYECKOTO — MUP MalWHbI» 1 «ONTUYeckune me-
Ava» nepeq CTyAeHTaMu CTaBsATCS BOMPOChI: NoYeMy, Kak cuntaeT ®. Kuttnep,
ang ®peinpa 6610 BaXHO M306peTeHve TenedoHa, a /lakaH, yBnekaBLMiics
KvHemaTorpadom, SBASACS aHANUTUKOM KOMMbIOTEPHOM 3pbl; Kak POpMUPOBa-
NMCb NPOCTPAHCTBEHHbIE KOAVPOBKN ¥ BO3HMKANO NpeacTaBneHue, 4TO TeKCT
— 3TO He TONbKO NpsiMas nepefada nHdoOpMaLMy Mo OAHOMY KaHany, a onpe-
AeneHHas NpoCTpaHCTBEHHAs OpraHv3alus, 3aBs3aHHas Ha BOObpaxeHue;
Kakum obpaszom ®. Kuttnep B «ONTUYECKUX MeAMa» KOHCTPYUpPYeT UCTOPUIO
NPOCTPaHCTBEHHbIX MCKYCCTB.

Kak HoBbIN (hOKyC nccnefoBaHMin Megna-apxeonorns noay4mna pacnpo-
CTpaHeHWe B UCTOPUM UCKyCCTB. Muwenb Cepp cumTaeT, YTo )mnBonuch Y. Tep-
Hepa oTpaxana Npvxof NapoBbIX ABUraTenei, unu Tomac nb3eccep oTMeYaeT,
4TO HaBSA34MBOE XKeNaHve 3anevaTneTb ABXeHVe B KOoHue XIX Beka npucyT-
CTBYET He TO/bKO B XxpoHOdoTOrpadmsx 3. Meitbpumka, HO 1 B XKUBOMMUCK M-
peccnoHncToB (MynsH, 2015, 25 ceHTAbps).
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T. dnb3eccep 3ameyaeT, YTo KnuHemaTorpad sBaseTcs GeHoMeHoM He-
06bl4aliHO M3MEHYMBbIM, MO3TOMY MeMa-apXxeonorus 3atparmsaer obnactu
KMHOBEAEHWS, UCTOPUN KUHO, Meana-uccneaoBaHuii, Meama-Teopumn, nCTopumn
NCKycCTBa. MccnepoBaTtens NogYepKnBaeT, YTO Meava-apxeonorus o3HavyaeT
pa3Hble Belly A1 pa3HblX MPaKTUKOB, TEM HE MeHee BO3HMK KOHCEHCYC, He-
06X0AMMOCTb YMTaTb MEAMA-UCTOPUIO «MPOTUB TeYeHMs», 4TObbl 0becneunTb
«TPeHMe», <MCCNefoBaTh COW», «<OTKOMNaTb» 3abbiThle Y NOAABNEHHbIE NCTOPUN.
T. nb3eccep NUWET, YTO OH CKNIOHEH PacCMaTpPMBaTb MEAMA-apPXeonormnto «CKo-
pee Kak CUMMTOM, YeM KaK MeTof, KaK 3amno/iHUTeNb, a He KaK CCneaoBaTenb-
CKYIO MPOrpamMMy, Kak OTBET Ha pa3HOro poaa Kpu3Kchl, @ He KaK NpOpbIBHYIO
MHHOBALMOHHYIO ancumnanHy» (Elsaesser, 2016b).

CoBpeMEeHHbIMU NPeACTaBUTENSIMY MeaMa-apxeonornmn senstotcs Hoccu
MNapukka (asTop kHur What is Media Archaeology?, 2012; A Geology of Media),
3pkkun Xyxtamo (Media Archaeology. Approaches, Applications, and Implications,
2011; lllusions in Motion. Media Archaeology of the Moving Panorama and Related
Spectacles, 2013), 3urdpua LnnuHckn (Archdologie der Medien, 2002) (Zielinski,
2002; Parikka, 2012; Parikka, 2015).

TeopeTnyeckme pa3paboTKn Meara-apxeonoruv B KMHO NpeacTaBieHb
B paboTax Tomaca dnb3eccepa (3nb3eccep, 2016a; Elsaesser, 2016b). Cneuu-
anncT B 061acTu HEMOTO KMHO, B OCOBEHHOCTW KMHO BeiiMapckol fepmanmm,
ocHoBaTeNb [lenapTaMmeHTa KMHO W TENeBUAEHWS B yYHUBepcuTeTe AMcTepaa-
Ma, aBTop KHUT Early Cinema: Space, Frame, Narrative (Elsaesser, Barker, 1990),
Weimar Cinema and After (Elsaesser, 2000), Film Theory: an introduction through
the senses (Elsaesser with Malte Hagener, 2009), Film History as Media Archaeology
(Elsaesser, 2016a). iMeHHO Tomac 3nb3eccep NPeanoXnn YHUKaNbHbIN BEKTOP
nccneaoBaHusa Nctopum bunbMa Yepes NpUsMy MeAMa-apxeonorum.

ICTOpUS HEMOTO KMHO 4YMTaeTcs B yHWBepcuTeTax [lapema, [ybnuHa,
CupHes, Hanpasnexue Silent Cinema Studies pa3pabaTbiBaeTcst Ha hakynb-
TeTax M B MccnegoBaTensckux LeHTpax: Department of Cinema and Media
(Ymkaro), Cinema & Media Studies (BawwunrtoH), Yale Film and Media Studies
Program (Hbto-XelBeH), Centre for Cinema and Media Studies, Department
of Communication Studies (feHT). Tak, noa pepaxkuven [axHnansg buntepeii-
cTa (Professor in Film and Media Studies at the Department of Communication
Studies, Ghent University) yBuaenu CBeT LieHHble UCCnefoBaHus B 06nacTu He-
Moro KnHo — Cinema, Audiences and Modernity (Biltereyst, 2012, with R. Maltby
and Ph. Meers) u New Perspectives on Early Cinema History (Biltereyst, 2022, with
M. Slugan). B 2022 1 2023 ropax ocyuectsunucs npoektsl Off- and On-Screen.
The “New Woman” in the Cinema of the Russian Empire (International Conference
/ September 1-3, 2022, University of Basel, Switzerland) n The Haunted Medium:
Moving Images in the Russian Empire (Special Issue of Apparatus. Film, Media
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and Digital Cultures of Central and Eastern Europe, 2022-2023), nocBsilieHHble
KuHemaTorpady Poccuiickot nmnepum. Hapsay ¢ NOCTKONOHMaNbHbIMU UCCe-
AOBaHUAMM KHemaTorpada, reHaepHon ucTopuent hunbMa, MHCTPYMeHTapuii
Media Archaeology sBnsieTcsi BOCTpebOBaHHOW MCCNefoBaTeNbCKON 1 Npeno-
[aBaTeNbCKOV NPaKTUKOM.

OfHWUM 13 NnaepoB B 06N1aCTU M3YYeHWs KMHO U Meana ocTaetcs Yu-
Karckuii YHUBEPCUTET, CO3MABWINA YHUKANbHYIO UCCNef0BaTeNbCKYIO WKONY,
MUOHep «HOBOW WUCTOPWUM» HEMOrO KMHO. MICTOpKS HEMOTO KMHO npenopaaet-
s 30€Chb B pamMKax AucUMninHbl «BeefieHve B hunbMy», YATaIOTCS KypChl, npeq-
METOM KOTOPbIX SIBASAIOTCS METOAbl WU NpobAeMbl KUHOBeaeHUs, cueHapuii.
Pa3nunyHble acnekTbl PaHHEro HeMOro KMHO 3aTparunBatoT Kypcel Screendance:
Movement and New Media, Politics and Cinema under Authority, Visual Art and
Technology: From the Historical Avant Garde to the Algorithmic Present, Brecht
and Beyond. Kpome Toro, HeMoi hunbM akTUBHO M3y4aeTcs B paMKax Uccneno-
BaHWA AOKYMEHTaNbHOro KMHO, aHMMauuu, urp, non-fiction video, TexHonorui
TeNeBUAEHNSs, MeAVa UCKYCCTBA U NPAKTUK A413aiHa, AMTUTanbHOM TeNecHOCTU.

TemaTuiKa Kypca «Hemoe KUHO KaK Mefna-apxeonorus» Koppenmpyer C co-
BPEMEHHbIMW YHUBEPCUTETCKUMU KypCaMu N0 UCTOPWM HEMOTO KMHO, B TO Xe
Bpems obnagas cBoel cneumdrKon: 3aeck paccmaTtpriBaeTcs bonee yem 30-neT-
HSAS UCTOPUS HEMOTO KnHemaTorpada, 3BOMOLMS TEXHUK CheMOK 1 NPOeKLmH,
3CTeTUKa hunbMa 1 kKuHoTeaTpa. OCHOBHOM OKYC — M3y4YeHWe HEMOTO KMHO KaK
MCTOPUYECKOTO NPO/YKTa, OKA3aBLIerocst BHe OCHOBHOIO NOTOKa Pa3BUTUS KMHe-
MaTorpada, Ho NOCAYKMBLIErO BAXKHENLWLIMM OMbITOM KYNbTYPHOW KOMMYHUKaLMN
VI Pa3BWTUS 3KPaHHbLIX Meauna. B xofle 06yYeHns CTYAeHTbI 3HAKOMSTCS C Tem, KaK
MEHSNMCb NPOM3BOACTBO 1 NPOKAT (HUNBbMOB, PEXVMbI IEMOHCTPALMM 1 COLMO-
TOMUKA KMHO3aNa, apXMTeKTypa 1 n3aliH KWHOTeaTpoB, NPaKTUKK NOTpebneHus
KUHO ¥ CcaM KnHo3puTenb. Obpa3oBaTeNbHbIN NOTEHUMAN Kypca HanpasneH Ha
BbISIBNIEHWE @aHTPOMNONOrMYECKON HyBCTBUTENBHOCTY K OTAGNEHHOMY KyNbTYpPHO-
MY NPOAYKTY 1 GOPMUPOBAHIME MOHUMAHWS BKU3YarbHOCTY B HbIHEWHEH KynbType.

«KNHO ATTPAKLMOHOB»: 1890-1900-e

OcHoBHas 4acCTb NMPOEKTa pasfeneHa Ha Tpu pasfena B COOTBETCTBME
C VICTOPWIEN Pa3BUTUS 1 3BOMOLMM HEMOTO KMHO. [epBbIl pa3gen uMeeT Ha3ga-
Hue «K1MHO aTTpaKUMOHOB» N (DOKyCUpyeT BHUMaHWe Ha nepuoae 1890-1900-x.
MOHSATUE «KMHO aTTPaKLVOHOB» NpUHagNexuT Tomy FaHHKHTY (Gunning, 1990,
p. 63-70). OH 3anmcTByeT TepMuH y C. SM3eHWTEeNHa, XOTS BKNafblBAET B HErO
Lpyroe 3HaveHne.
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KVHO nepBOro gecsTuneTus CBOEro CyLeCTBOBaHUS MMeeT pasfinyHble
onpefeneHuns: spmMapoyHoe nan banaraHHoe, nepeaBWKHOe, KMHO MPUMU-
TUBOB, «KVMHO aTTPaKLUMOHOB». PaHHee KMHO OTNMYanoch OT KuHemaTtorpada
B NMPVIBbIYHOM MOHMMAaHMM 3TOrO cnoBa. Bxn Tenanu nUWeT, YTO yKe camo Ha-
3BaHWe «IPMapoYHOe KMHO» onpeaensieT ero OCHOBHbIe 4epTol (Tennauu, 1968,
. 40). AyanTopuito paHHero KuHemaTorpacda cocTaBnsna W1poKas AeMoKpa-
TU4Has nybnvka. MoHATHE «<IPMapPOYHOE KMHO» BO3MOXHO Honee «MeninHo»,
OfHaKO He vcYepnbiBaeT ero no cylecTsy. lnowagkamMu ans geMoHcTpaLmm
KMHO BbINM HE TONBKO SpMapoyHble banaraHbl, U CyTb PaHHEro KMHemaTtorpada
3aK/to4anach He B ero NpYMUTUBHOCTU, TyOOYHOCTU.

CTaTbs aMepPUKAHCKOro UCTOPYKa M TeopeTnka kKuHo Toma MaHHWHra nop
Ha3BaHWeM «KuHemaTorpad aTTpakuMoHOB. PaHHee KMHO, ero 3puTenb 1 aBaH-
rapa» Boiwna B 1986 roay. OHa NpuBneKna BHUMaHMe K paHHeMy KUHO. T. TaHHWUHT
CHUMaeT NpexHee NPOTUBOCTOsIHME «/TloMbep 1 Menbec» U nNpegnaraeT apyryo
AeDUHULMIO — «KMHO-aTTPaKLUMOHOB» V1 <KMHO HAapPaTVBHON MHTerpaumm».

Yem MOHMMaHVe TepMUHA «KMHO aTTPaKUMOHOB» pa3nuyaetcs y Cep-
res di3eHwTelHa 1 ToMa FaHHWHra? Cepreli SM3eHWTENH roBOpUa O MOH-
Ta)ke aTTPaKUMOHOB, O MPOW3BOJbHO BbIOPAHHbLIX, HO CMOCOOHbIX BbI3BaTb
y 3puTens CUNbHOE 3MOLMOHaNbHOe MoTpsceHne obpasax (aTTpaKkumoHax),
KOTOpble KOMMOHYKTCS AN AOCTWXKEHWUS PUTMUYECKOTO U UHTENNeKTy-
anbHoro addekta (InseHwTenH, 1923, c. 70-75). Pabota T. laHHWHra cTa-
na NOmMbITKOW MO-HOBOMY OMPefennTb CyUWHOCTb PaHHEro KUHO B TO Bpe-
MSl, KOTia OHO MOKa3blBaNoCh B TeaTpax-BapbeTe, Ha MOPOACKMX BbICTABKAX.
«KNHO-aTTPaKLUMOHOB» He pacCKasblBano CHOKETHbIX WCTOPUIA, OTKPbIBANO
ApYyrne BO3MOXHOCTU, HEeXenu TeaTp wav nutepatypa, 6bi10 OpUEHTMPOBa-
HO Ha [EMOHCTPaUMio AOCTOMPUMEYATENbHOCTEN, KMHEMATUKM U TPHOKOB,
¥ B 3TOM CMbIC/e MOBAMSNO Ha aBaHrapg 1920-x (Gunning, 1990, p. 63-70).

KvHonoKasbl SBASNNCE YacTbl Mporpammsl BOAEBUNEN, B mnocneno-
BaTENbHOCTYW BBICTYNNEHWU He 6bI10 NOrMKK. T. [@HHUHT NOAYepKMBaEeT, YTO
BNeYyaTneHus OT 3CTPaAHOro TeaTpa C AeMOHCTpaumelt KUHO Obinn CpaBHW-
Mbl C BMeYaTAeHVsMI OT NMOe3[oK Ha Noe3fe UNK B TpaMBae, MOXOXM Ha fieHb
B MepenosiHeHHOM ropofe UK B napKke aTTpakuMoHoB. CBS3b Mexay hunbmamu
1 NosiBNeHMeM NapKoB pa3BnevyeHuii, Takmx Kak KoHu-AineHa, naet 6oraTyto
NOYBY A/15 NEPEOCMbICNIEHNS KOPHeW paHHero KuHemaTorpada, nuweT 1cTo-
puUK. Knaccunyeckoe nckyccTBO TpeboBano co3epuanHns 1 KoHUeHTpauum (B co-
OTBETCTBUM C KOHUenumen B. beHbsMnHa), a hopMaT pa3Hoobpasus paHHero
KVHO MMen TeHAEHUMIO K pacCerBaHWIO BHUMAHNS C MOMOLLbIO NMPEPBLIBUCTOM
Cepun aTTpaKLUMOHOB.

MomMumMo paboT B. BeHbsiMmHa 1 T. [@HHUHIA Ha CeMUHAPCKMX 3aHATUSX
obeyxpatotes Tpyabl H. Bépya, M. XaHceH, M.3. [loyH, T. Inb3eccepa, P. Abens,

HAYKA TENEBUAEHMA 19 (2), 2023 224 THE ART AND SCIENCE OF TELEVISION



[. Kpapu, nocesilleHHble paHHeMy KuHemaTorpady. MccneposaTenu cpas-
HMBAKOT KMHO C PacnpocTpaHeHHbIMK B XIX BeKe BMU3yanbHbIMW NMPAKTUKAMM:
BONWeEDBHBIMU POHapsAMY, NaHOpPaMaMmy, TEXHUYECKUMU, ONTUYECKMMU, SMeK-
TpuYecknmn woy. bnarogaps vccnegoBaHUsM COUMANbHOM UCTOPUM PaHHErD
KVMHO, ero CTanu BMMCbIBaTb B KOHTEKCT TEOPUM MofepHOCTU. KnHemaTtorpad
CNocobCTBOBaN aKKOMOAALMW 3pUTENeil K COBPEMEHHOCTU, K LWOKMPYHOLLEN
AeVCTBUTENBHOCTW, KOTOPAs €ro OKpYXana: HoBble Meranoamncsl (C aHOHNUMHbI-
MU ToNNaMu 1 hnaHepamu), HoBble TOBapbl, Noe3aa, hoTorpadus, anekTpuye-
CKoe ocBelleHNe, Tenerpad, TenedoH, npecca, nnakaTsl, CNOPT. ITO AUHAMUNY-
HOe ropofCKOoe MPOCTPAHCTBO W XUTENN TOPOAOB, MetoLMe CBOBOAHOE Bpems
“ cpeacTsa ans gocyra (Hansen, 1996, p. 362-363).

B paszpene kypca «KMHO aTTpaKUMOHOB» paccMaTprBatOTCs BOAWEBHbIE
(hoHapV KaK NpefWwecTBEHHNKM KUHO, a Takke CTEPEOCKONbI, MaHopamsl, Ax-
opambl ¥ Np. O 3HAYMTENBHOM PaCcnpPOCTPaHEHUM 3TUX aTTPAKLMOHOB B POC-
CUICKMX ropodax, O TOM, YTO OHW Hapsay C raseTamu-Konenkamyl BbIMOMHS-
M nHbopMaUVoHHyo dyHKUMo, nuweT AP, HekpbinoBa (Hekpbinosa, 1988,
c. 104). Ha Tpaguumnio BonwebHbIX GoHapelr B NpeancTopumn KnHo v durypy
NaHTepHucTa obpallaeT BHVMaHve Y. Maccep, oTMedas, 4To 3Ta NpakTuka bbina
CBsi3aHa co cnocobamu penpeseHTaumnn, a He N30ANPOBAHHBIMU KyNETYPHBIMU
06bEKTaMK, CnanfiamMm «TYMaHHbIX KapTuH» v duibmMamu. IcTtopum, K KOTo-
pbiM 0bpallannch Nepsblie KMHeMaTorpaducTbl, ObiM OCHOBaHbI Ha Npeays-
HaBaHuu (Musser, 1991, c. 244). /ITaHTEPHUCTbLI MW AEMOHCTPATOPbI (MUNBMOB
CeKBeHMPOBanu cnaviabl Ansa BonwebHoro poHaps 1 uUnbMbl, peaakTpoBany
nporpammy, CONpoBOXAany Nokasbl NOSCHEHWSMY, B nocnegytoliem 6onbluyio
POSib CTaNW UrpaTb MHTEPTUTPLI. B 3TOM OTHOWeHWK nNpas T. dnb3eccep, Korga
3aMeyaeT, YTo HeMoe KMHO HUKoraa He 6bino HembiM (Inb3eccep, 2016a, ¢. 261).

B lNepMCKoM KpaeBeAYEeCKOM My3ee COXPaHWANCh NAACTUHBI «TYMaHHbIX
KapTuH» AN BonwebHoro GoHaps; Kpome Toro, Ha CTpaHuuax rybepHCKumx ra-
3eT MOXHO NOYepnHYTh MHMOPMaLMIO O TOM, Fae YCTPamnBaamnCh 1 Kak Mpoxoau-
NV «<HAPOAHbIE YTEHUS» C NOKA30M «CBETOBbIX KaPTUH», Hanpumep, B [epMcKoi
rybepHumn — B y4ebHbIX 3aBefeHusx, Npy 3aBofax, B boropoanuKkom noneyu-
TenbcTBe B [epMu; B ropoAckom cafy Mepmu «dursuks M. lepuHr AeMOHCTpUPO-
BaN «TyMaHHble» 1 CMHeMaTorpaduyecKkmne KapTUHbl pa3BaeKaTenbHo-MHPOop-
MaLVOHHOTO coflepXaHus.

Marucrepckunii Kypc npegycMaTpuBaeT CamMOCTOSTeNbHYIO PaboTy CTy-
[EHTOB, BbINOMHEHNE UCCNef0BaTENbCKMX NMPOEKTOB, U OAHWUM W3 TaKMX CTy-
AEeHYECKNX MPOEKTOB ABNSETCS paboTa C WCTOYHWMKaMW, COXPaHVBLUMMUCS
B [1epMCKOM KpaeBef4eCKOM My3ee, — NnacTHaMK1 BoAwebHoro hoHaps, Kom-
nnekTamu raser. ViccnefoBaHvie npefgnonaraeT aHanuns Kak cogepxanns, Tak u
MaTepuana U3roToBaeHus NNacTuH.
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Y70 0bLIero Mexay KuHemaTorpachom 1 BeNoCUneaom Unm WeenHon mMa-
WwrHon? OTgenbHas Tema, KoTopasi OCBELLAeTCs B paMKax MarncTepcKoro Kyp-
ca, — 3T0 M30bpeTeHMe KMHOaNNapaTa, OTKPbLITUS YYEHbIX, MHXEHEePOB, paboTa
nabopatopuit. KuHoannapaT n3obpenn He 6paTbs /lloMbep 1 He Tomac Iau-
coH. Co3gaHue KNHO — He CUIOMUHYTHBI NMPoLecc; 34eck NoTpeboBancs Becb
XIX BeK. 3TO CTano BO3MOXHbIM B pe3ynsrate AOCTUXEHUI MHOrMX obnacTtel
HayKu: OTKpPbITUS cTpobocKonuyeckoro addexTa, pa3BuTus doTorpaduye-
CKOV OMTWKK U (DOTOXMMUK; N300PETanTCs COCTaBHbIe YacTW KMHemaTorpa-
a — xpoHodoTorpadus 1 NpoeKUus, a Takke KUHOMNeHKa; 6onblioe 3Haye-
HVEe MMeNo pa3BUTHE 3NEKTPOTEXHNKN U CBETOTEXHWKM, 306peTeHus .M. Poa-
weta, K. Mapes, /1. fle MNpeHca, A. JloHaa, 3. Konbpaywa, Y. ®puse-MpnHa,
3. PeitHo, B. floHncTopna, XK. [lemeru, 3. Menbpuaxa, .A. TumueHko, XK. Kap-
naHTbe, 4.®. [hxeHknHca, ®. AnbbepuHu, P. Moyna v ap. (Cokonos, 1960).

MoMVMO UCTOPKU K306peTeHUs KuHoannapata, aHann3npyeTcs cucTema
NPOM3BOACTBA B paHHEM KUHO, pa3bupaeTtcs cneundura paboTsl NepBbIX KUHO-
CTyAmit. Kakne cyllecTBOBanM annapatsl Afs CbeMKu 1 feMOHCTpaumum hunsmMos?
Y70 npeacTasnsna coboit paHHSS KUHOMPOEKLMS — NPOeKUMs annapaTomM, Ko-
TOpbIV pa3mMelliancs 3a akpaHoMm? Kak bbina ycTpoeHa nNpoeKunoHHas bynka? Kak
OCYLLeCTBASNACh NPOEKLMS B CafiaX, Ha OTKPLITOM Bo3ayxe? Kak paboTtano nepe-
ABWKHOE KMHO, MPOUCXOAMAA TPAHCNIOPTUPOBKA KMHOMAEHKM 1 NOYeMy Lieanyno-
MAHas nneHka bblna CToNb roployeit, CNyKnna NCTOHHVIKOM NOXapoB?

OTBETUTbL Ha 3TW BOMPOCH BO3IMOXHO He TOMBKO MO M3yYeHUW NuTepaTypsbl.
06pasLupl KMHO- 11 3BYKO-annapaTypbl Takke MMErTCs B [1epMCKOM KpaeBea4YeCckoM
My3ee, [1epMCKO CHEMaTEKe, a IOKYMeHTbI MO apeHae NOMELLeHNA U yCTPOCTBY
KWHO3a/0B, 3N1eKTpoannapaTypbl B HUX COXPaHWUANCH B TOCYAapCTBEHHOM apxvBe
Mepmckoro kpas (FATK, hoHAbl ropoaCKOW YyNpaBbl U CTPOWUTENBHOMO OTAENEHNS
rybepHcKoro npasnexHus). Hanmume asTux ICTOYHUKOB OMpeaensieT BEKTOP BO3IMOX-
HOCTel ANs pa3nuYHbIX HanpaBneHuin nccneaoBaTenbCKo paboTsl CTYAeHTOB.

Ocoboro BHYMaHKS 3aCNyXMBaeT YyCTPOMCTBO KMHobanaraHa B nomelle-
HVSX BPEMEHHOM apeHfbl 1 TeXHONOTMM AeMOHCTPaLMK MUNbMOB B YCNOBUSX
NOCTOSHHOIO BXOAa 3puTenelt B 3as, WyMHoW aTMocdepbl, HehUNbMOBbIX LLIOY.
CoumnoToNMKa NPECTMIKHBIX TeaTPOB BapbeTe MOXeET CPaBHMBATLCS C KnHoba-
naraHaMu Ha PbIHOYHbIX MAOWAASX, B FOCTUHUYHbBIX HOMEpaX, MarasuHHbIX, am-
HapHbIX MOMELIEHNSX.

Megua-apxeonorns n3yyaer cTapble M HOBble Mefuna, KOTOPbIE, KaK Mpo-
HMYHO 3ameyaeT FOccu MapuKKa B peleH3ny Ha KHury T. 3nb3eccepa, «He Tak
MEepTBbI, KaK Mbl AyMasnu, 1 ONpeaeneHHo He TaKre HOBbIe, Kak HaM obeltanm»t.

! Parikka, J. (2016). Reviews and Features. T. Elsaesser, Film History as Media Archaeology: Tracking
Digital Cinema. Amsterdam University Press. https://www.aup.nl/en/book/9789048529964/film-
history-as-media-archaeology (24.04.2022)
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Tak, Tomac 31b3eccep NPOBOANT aHANOr K MeXy Ny6ANYHbBIM MPOCTPAHCTBOM
COBPEMEHHOTO KMHOTeaTpa ¥ KUHOMPOCMOTPaMI B NepBble rofbl CyLLeCcTBOBa-
HUS KnHemaTorpadum: «CerogHaWHNM MONOABIM MOASM HYXEH NPOAYKT, no-
Tpebnsembli He MHAVBUAYANbHO, @ KONNEKTUBHO. (...) Takoe KMHO hyHKLUMOHM-
pyeT Hanogobue ANCKOTEKN: NI0AM OTAPaBAAIOTCS BMECTe B KUHOTEATP, HO He
OS5 TOro, 4TOBbl NOCMOTPETL (DUMbM, @ B MepBYHO oYepe/lb YTOObl HacNaaANTbCS
COBMECTHbIM [1OCYroM 3a cyeT dhunbMar» (Anb3eccep, Barker, 1990).

B kauyecTBe MCCNefoBaTeNbCKMX MPOEKTOB MarnCTpaHTOB MOTYT Bbl-
cTynaTb bubnuorpaduryeckne n nctoprorpadmryeckme paboTtsl 06 UCTOPUM
PaHHUX KUHOCHEMOK, paboTbl KUHOCTYAU W KMHOTEATPOB B APYrvX CTpaHax
(Hanpumep, HuKenboaeoHoB B CLUA) MM paHHUX KMHOXaHPOB (Hanpumep,
BUAOBbLIX MDUNbMOB B BPUTAHCKNX MNW PaHLYy3CKUX KONOHMSX, ODULMaNbHbIX
CbeMoK B Poccuiickol umnepun). 3Tn ccneaoBaHms MoryT NpoBOAUTLCS Kak
B (hoKyCce NOCTKONOHMANbHbIX MCCNEA0BAHMIA, TaK 1 <HOBON MCTOPUM» KMHO, KO-
Topas BKMtoyaeT Environmental History, Media Archaeology v apyrve Hanpas-
nexns. O TOM, Kak CHUManunChb paHHVie BUAOBbIE PUbMbl B KONOHUSX 11 KaK OHY
BOCMPVHUMANNCh UCTEONUWIMEHTOM B METPOMOAVSX, NULIET OMH 13 3a4MHa-
Tenew «HOBOW NCTOPUU» paHHero kKuHo Hoanb bepy (Burch, 1990, p. 50-51, 53).

«KNHO HAPPATVUBHOW MHTEMPALLAM»: 1910-e

Cnepytowmin pasgen Kypca «KUHO HappaTWBHOW WMHTerpaLum» oxsaTbl-
BaeT nepuwog 1910-x rogo.. B pasgene pacKpbiBaeTCA UCTOPKA KMHOTEXHUKM
M KUHOMPOMBIWAEHHOCTY, M3MEHEHUS B CMCTEME MPOM3BOLCTBA W Pacnpo-
CTpaHeHns KnHo. CTaHOBNIEHME NONHOMETPAXKHOIO, UTPOBOrO KMHO NPUBOANT
K M3MEHEHWMIO KOHLENUMMN U TEXHONOM MM CbeMKM, 06paboTKM KMHOMAEHKN. [1o-
SBNAETCA NPOKAT, MEHAIOTCS CNOCOOLI XpaHeH Vs, NePeBO3KM KMHOMaTep1anos.
B dokyce BHUMaHWs — KpymHble KMHOCTYAMKU EBponbl, AMepuKn, Poccuu, yc-
NOXHEeHWe pasgeneHns Tpyfa Ha KMHONPOW3BOACTBE, NOAB/IEHNE TPIBENINH-
ra, CbeMKM C ABMXEHWS, KPYMHOMO NaaHa, 3KCNEPUMEHTOB CO CBETOM, TEXHOMO-
MK OKpaWVBaHWs GUNBMOB; MEHSIOTCS METO/blI PEKNambl U B3aUMOAENCTBUS
C MOAHON MHAYCTPUEN.

Ve B TPIOKOBbIX heepusax XK. Menbeca 1Cnonb3oBanmnchb NOKKW, NOAbEM-
HUKW, TENEXKN 15 Hae3[0B 1 OTbe30B CbEMOYHOM Kamepbl, MPUeMbl «CTOM-
Kafpa», 3aMeANeHHOM 1N YCKOPEHHOM CbEMKW, ABOMHOM 3KCMO3ULMK, Kalle,
3aTeMHEHNIA 1 HaMMbIBOB («FpebeHKar» U «KOoWaYnii ras»), 3NeMeHTbl MOHTaXa,
CbeMKa Ha 4YepHOM bapxaTe, Yepe3 aKBapuyM. HOBble TEXHOMOTMU BHeapPS-
NINCb B MPOMBILNEHHbIX MacliTabax. ECn B3rsHyTb Ha METOAbI TOHMPOBAHMS
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HUTPaTHOW NNEHKM, OYeBMAHBI Napanfneny ¢ MoAepHM3aUnein TEKCTUAbHOM
NPOMBILUNEHHOCTU; TEXHUKM OKPaWWBaHWUs U TOHMPOBAHWS YacTo BKIOYANK
MCNONb30BaHWe KpacuTenel 1N TeXHWK, TaKUX Kak MpoTpaga, KOTopble UCMosb-
30BaMCh ANt OKPACKM WePCTN 1 TekcTuns. PackpalwnsaHve no TpadapeTy,
CO3[aHve BY3yanbHO CNOXHbIX Ae€Tanei ceeTa U TEHU B MU3aHCLEHe UCNOoMb-
30Bas0Ch B «MPECTUXKHbIX» KAPTMHAX, MPU M300PaXKEHNM «KUBOMUCHbBIX KOCTHO-
MOB» 1 B BMAOBbIX 06 3K30TUYECKMX MeCTax, KWNHOXPOHMKax 0 moge (Hanssen,
2009, p. 107-121; MapronuHa, 2017). Ha pbiHke koHkypuposanu Natural Color
Kinematograph Limited, Gaumont v Pathé, TexHonorum Kinemacolor, «HaTy-
panbHbIX» LBETOB M MO TpadapeTy.

MoBecTBOBaTENbHbIM (DUNBM MEHS BOCMPUATUE W MbllNEHWe 3puTe-
N, opraHn3aumio KMHoTeaTpa. BaxHelwas npobnema AaHHOW 4acTw Kypca
— MNosIBNeHME CTaUMOHAPHbIX KMHOTeATPOB. Ha NeKUMOHHbIX 1 CEMUHAPCKUX
3aHATUAX PACCMaTPUBAETCS YCTPOWCTBO KMHO3ana u dovie, pexumbl KMHO-
NPOEKUMM B CBSA3N C M3MEHeHMeM POpMyNbl KMHOCeaHca: Noxof B KUHOTeaTp
Ha uAbM, ero NpoCcMOoTp, CUAs BaTMOCdepe TUWHbI MU MY3bIKaNbHOMO CONpo-
BOX[EHWS, MHAMBUAYaNbHOe BOCMpUATME KMHONpoayKTa (dnb3eccep, Barker,
1990; LnBbsiH, 1991, c. 58-68). YnenseTcs BHUMaHVe POAU My3blK/ B KMHOTEaTpe,
KoTopas 6biNa BaxHelWek cocTaBnsoLLel npouecca HaTypanmsaumm dunbma
(Burch, 1990, p. 234). CaMocCTOSATENbHbIN MCCNEA0BaTENbCKNI UHTEpEC UMeeT
urypa KMHoMexaHuKa. B 1o0peBoMoLMOHHON POCCUIACKONM TPaaULMUK ero Ha-
3bIBaNV «AeMOH-CcTpaTop» (LInBbsiH, 1991, . 69-72). 3Ta cakpanbHas Ans paHHel
KuHemaTorpacdum durypa nonydmna oTpaxeHune U B KMHO XX Beka («<HoBbIN Ku-
HoTeaTp Mapaamn3o» / Nuovo Cinema Paradiso, 1988). PaboTy KMHOMEXaHMKOB
B POCCMIACKOW MPOBUHLMM BbIMONHANM HEeNpoheccnoHanbl, MHOTAa KUHOMEH-
Ka CTaBwnacb HaobOpOT, BBEPX HOramu, AeMOHCTpauus Morna bbiTb 3amep-
NeHHOW 1AW YCKOPeHHOW. BMecTe ¢ My3blKanbHbIM COMPOBOXAEHMEM, NOTpe-
CKVMBaHMeEM KMHoamnnapaTa, XenToBaTbiM CBETOM MPOEKTOPa, «KUHOLOKAEM»
Ha 3KpaHe — 3To co3aaBano ocobyio aTMochepy BO BpeMsi TPOCMOTPOB B KUHO-
3anax (UmebsiH, 1991, c. 204-238).

PaccmaTpuBaeTcs dyHKUMOHVPOBaHME KUHOMPOW3BOACTBA W YCTPOM-
CTBO KMHOMpoOKaTa B Poccuiickoit mmnepun. MHorve npoKaTHble KOHTOPbI
M KMHOTeaTpbl B POCCUMIACKOWM MPOBMHLMMW OCYLLECTBASAM CaMOCTOSTENbHbIE
BMAOBbIE CHEMKMN U UMENW CaMOCTOSTENbHbIA KOHTEHT, 3aKMi04any KOHTPaKTbI
Ha NPOKaT KMHOMEHT C 3apybexKHbIMN KMHOCTYAMsSMY (Tak, M. [JloHaTenno noka-
3bIBan B VIpKyTCKe SiMOHCKOe KMHO). CbeMKy B POCCHIACKOW MNepuy Benw 3apy-
HexHbIe KOMNaHWK, UV OHW UMeNW 3[ech CBOU NPeACTaBUTENbCTBA, YTO Ypes-
BbIYAHO YCNOXKHSET NpeacTaBfeHre O TEXHONOMMYECKON U NOrUCTUYECKO
KapTViHe YacTHOBNaAeNb4YeCKOro KnHemaTorpada B No3gHenMnepcKoin Poccum.
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NcTopust knHo-nanacos B CUIA, TepmaHuun, ®paHumm, nx ganbHenwas
cyabba (4acTo apamatudHas) npeactasneHa B uctopuorpacdum (Robinson,
1996; Biltereyst, Maltby, Meers, 2013; William, 2016). VcTtopuorpadus — ca-
MOCTOSITeNIbHas MCCefoBaTeNbCKasi TeMa [ns CTyAeHTOB-MarnMcTpaHTOB:
NPOEKTbI BKMNtOYAT COOp HOBOW nMTepaTypbl O KMHOTeaTpax, WX 3BOSHO-
UMM OT banaraHa K «ABOpUy» B pa3nuyHbiX cTpaHax Esponsl, CeBepHOM 1
tOHOM Amepuku, HOro-BocTouHon A3um, a Takke B KONOHWAX. YTO obule-
ro “ OCODEHHOro B OpraHu3auun KWHOMPOCMOTPOB B TOPOACKMX armo-
Mepaumsx v Ha nepudepun? Kak Baumsam Temnbl ypbaHv3aumMm u apyrve
coumanbHble U3MEHEHWS Ha pas3nuyuns B YCTPOMCTBE KuHemaTorpacdoBs (Tex-
HMYeckash OCHaLLeHHOCTb, YCTPOWCTBO 3ana, NoxapHas 6e3onacHocTb)? o-
MUMO cbopa bubnunorpaduyeckoro MaTepuana, aHrmos3bl4HOM NUTEPATYPbI,
CTYZEeHTbl NPeACTaBAstoT B Npe3eHTauusax aHanns ocobeHHoCTeln Megmna-Tex-
HONOMMIA 1 COUMANbHOM NCTOPUMN KUHO B TEX UAMN UHBIX CTPaHaX, METPOMONMSX
W KONOHUSX.

PecnektabenbHble TeaTpbl «KnHeMaTorpaduyeckoro amnupa» OTKPbIBa-
nuck B Mockse u C.-MeTepbypre, HeBcKkuiA npocneKT Hbin cBoeobpasHoi Avenue
du cinema (Mwvixaiinos, 2003, c. 62-65; Kosanosa, 2011, 20 anpens, c. 282-304;
KoBanoBa, LnBbsH, 2011). BmecTe ¢ TeM cuMHeMaTorpadsl, cornacHo TpeboBa-
HUAM «4UCTON NyBAMKW», CTPOWUAWUCH M B POCCUMICKOV MPOBUHUMN. CeroaHs
MOXXHO TFOBOPWUTL O COAMAHOW UCTOpUOrpadum, NOCBAWEHHOW KMHOCTYAMUSM
W KMHOTeaTpaM B KPYMHbIX ropofax POCCUIACKON MMNepum, HeobXoamMo oTme-
TUTb paboTsl B.A. BaTonunHa, B.H. Mucnasckoro, E.IN. Anekceesold, M.b. 3ybaTeHko,
A.B. lyrosoit, O.B. CupoTuHa (BaTtonnH, 2003; Anexceesa, 2007; 3ybaTteHko, 20173,
C. 147-156; 3ybaTeHko, 2017b, c. 147-161; YcTiorosa, 2021, ¢. 130-142). Knunote-
aTpbl HEHONBWMX Ye3AHbIX TOPOAOB, 3aBOACKMX U CENbCKMX NOCENEHNI, Cneum-
(VIKa VX TEXHONOMMYECKOro YCTPOMCTBA U KOHTEHTA — HE MEeHee MHTEPECHbIV
CIOXET, KOTOPbIN MOXET ObITb PEKOHCTPYMPOBAH CTyAEHTAMU-MarucTpaHTaMm no
MaTepuanam KvHemaTtorpahuyeckmx xypHanos («CrHe-hoHo», «BecTHUK KuHe-
MaTorpaduu, «MpoaKTop» 1 p.), a TaKKe NPOBUHUMANbHBIX TYDEpHCKKX 1 ye3a-
HbIX ra3eT. B 6naroycTpoeHHble KUHOTeaTpbl NpULWEN 3pUTeNb CPefHero Knacca,
B KMHO3anax nosiBunach Hymepaums MecT, CTPOUAUCH MOKaTble Monbl, B TO ke
BpeMms KMHO3asbl MPOAO/KANN COCYLLIeCTBOBATb C Kade, CKETUHT-PUHTAMM 1 MNp.
[ OKYMEHTBI CTPOUTENbHBIX BELOMCTB, NaHbl 3/1eKTPOTeaTPOB BO MHOTUX CNyya-
X COXPAHWINCh B TOPOACKMX apxmnBax, B 4acTHOCTM B [AlKe.

MoNHOMETpaXKHoe UrPOBOE KMHO CHUMANoCh Ha CTYAMsX, Mie CO BpeMe-
HEM BO3HWKAM HOBble MPOMECCHI: XYLOKHMKOB, KOCTIOMEPOB, MOHTaXepoB
1 Np. B KMHO NOSABMAMCH HOBbIE XaHpbl: nennym (Mtanus), nonuuenckmue cepun
(PpaHums), canoHHoe kuHo (MTanus, Poccus). Ocoboro BHUMaHUS 3acnyKu-
BalOT BOMPOCH (DOPMUPOBAHMS aBTOPCKUX PEXMCCEPCKUX CTUMEN, KOTopble
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HbI11 CBA3aHbI C NpaBMaIaMM KOMNO3ULMOHHOIO NOCTpoeHMs kaapa (/1. deltan),
MOHTaxHOW cuctemoin ([.Y. FpudduT), obopmuTensckoit kynbtypoli (E. bayap)
(Bordwell, 2005, p. 43-66).

Ha ceMmnHapax cTygeHTaMm npefnaraeTcs NPOCMOTP POMKOB O pecTaBs-
paunmn 1 aTpubyumnmn dunbmos B fochnnbMohoHe, 06 YHUKaNbHbIX HaxoaKax
KMHOBEAOB-apXMBUCTOB, Kak Hanpumep, nepenaye B 2021 rogy dUNbMOBbIX
MaTepuanos BaneHTnHon feoprueBHoi KapneyeHko, BHYYKON AOPEBONOLM-
OHHOro npokaTymka Cepres MeaHoBKYa Ocnnosa (1883-1964), KOMNaHbOHa TO-
BapullecTBa «TnumaH, PeiHrapaT, Ocvnos u K. MNepegaya aTol pefkon 1 Xopo-
IO COXPaHMBLUENCS KONNEKUMM COCTOsSNack bnarogaps Hay4HOMY COTPYAHVIKY
focchunbmodoHaa Tamape LBeator?.

ABAHTAPA, W KWHEMATOIPA® 1920-x

3aKnunTeNbHbIN pa3aen Kypca — «ABaHrapa v kKuHematorpad 1920-x».
MpepdluecTBytoUMe pa3fenbl HauMHaNMCh ¢ 0630pa KUHOTEXHWK U KUHOMPAKT YK,
pa3fen, NoCBALIEHHbIA KnHoaBaHrapay 1920-x, Ha4MHaeTCsa C aHanm3a TeveHuin
MOZEepPHM3Ma, NONYYMBLLINX PacNpOCTPaHeHVe B eBPOMeriCKON KynsType Toro
nepuopa (3KCNpeccMoHn3M, Aagansm, Cloppeaniam); yaenseTcs BHUMaHue My-
3bIKaNbHOM W TaHLEBaNbHOM KynbType «peByLivX 1920-x», «3Noxm Axa3a»; pac-
KpblBaloTCs 4epTbl MpaHLy3CKOro KMHOaBaHrapaa, HeMeLKOoro KMHO3KCnpec-
CMOHM3Ma, COBETCKOrO KuHoaBaHrapfa 1920-x. Ha ceMUMHapCKmx 3aHATMsX
CTyfieHTamu pa3burpatoTcs TEKCTbI MO TEOPUU W UCTOPUOTrpadum ITUX KMHOTe-
YEHWI, HeMOTo KMHO 1920-x B Lilenom, Hanpumep, pabot /1. [lenntoka «doTore-
Hus», 3. Kpakayapa «[1cuxonormyeckas UCTOpms HEMELKOTO KMHO», /1. AlicHep
«[leMoHMYecKnii akpaH», b. banawa «Buavmblii 4enoBek», B. BeHbsiMuHa «[1po-
13BeAEHNe NCKYCCTBA B 3MOXY ero TEXHUYECKON BOCMPON3BOANMOCT N>, MPOUN3-
BefeHUI pyccknx popmanmcTos B. Lknosckoro, FO. ThiHAHOBA, b. diixeHbayma
n ap. (AnxeHbaym, 1927a, c. 151-165; dixeHbaym, 1927b; I3eHwTenH 1923, .
70-75; Aenmok, 1924; LknoBcKkuin, 1966; LLknoBckui, 1976; Banal, 1968; ba-
nauw, 1995, c. 61-121; Kpakayap, 1977; TeiHaHOB, 1977; HOTKeBMY, 1988; BeHbs-
MUH, 1996; AlicHep, 2010; YwakuH, 2016).

HacTb Kypca, NOCBALLEHHAsA 3CTETUKE KMHOABaHrapaa 1 ero CTUNAM, AB1S-
€TCS BaXKHOW B NPUBSI3KE K PAa3BUTUIO HE TONBKO KMHOUCKYCCTBA, HO U TEXHMKM
KvHemaTorpada, cnocobam MOUCKOB «YUCTOTO KMHO». KayeCTBeHHble CaBMMM

2 lsegtok, T. (2022). PectaBpaumu u Haxogku: /e ToncTol Ha aKkpaHe. MOCKOBCKUIA MexXay-
HapodHbli  decTvBanb apxvBHbix  QuabMOB.  https://archivefest.ru/2022/films/tolstoy-na-
ekrane (30.01.2023).
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B cMCTeMe Npom3BoacTBa hurnbMoB B 1920-e rofibl Obifv CBSA3aHbl C M3MeHe-
HUSIMU KaK TEXHVKM CbEMOK, TaK 1 MOHTaxa. Pa3BuTue KrHoannapartypsl cro-
CobCTBOBANO (DOPMUPOBAHMIO KOHLIEMUMIA «KUHOMa3», «KM3Hb BPaCMIOX»,
«oTOoreHns». B aTol cBA31M 0CObbIN MHTEpec NprobpeTaeT aHann3 TeXHONOr 1K
naHopaMHoro knMHo A. laHca un co3paHuns scenic space KT. [lpeiepa, ocobeH-
HOCTell [1eKOpPaTUBHOrO, CYMBOMMYECKOrO U MAaCTUYECKOro HamnpaBneHuin B
HEMELKOM KMHO3KCMPECCHOHM3ME U CKaHAMHABCKOM KMHO, METOAOB ChEMOK
[13. BepToBa 1 KMHOKOB (ONTUYECKMe TPIOKK, 06paTHas CbemKa, panuaHas 1 3a-
MefNeHHas, MyNbTUNANKALMS, MUKPO- U MaKpOCHeMKa, CBEPXY, CHI3Y, C ABVXY-
Leics aBTOMalMHbI, MOTOLMKNG, CAMONETA, BArOHETKM NMOABECHOW KaHaTHOW
AOpOrK, CbeMKa KaMepoM, Haf KOTOPOW MPOHOCATCSA MOe3A v CKadylime KOHWM),
MOHTaXHbIX 3KCnepumeHToB /1. KynewoBa («TpeTuin Kaap»), C. Ji3eHwITelHa
(«<VHTENNEeKTyanbHbIN MOHTaX» U «KOHLENTYaNnbHbIA MOHTaX», «<OCEBOE [BMMKE-
HWE», «<BHYTPEHHWNIA MOHOMO»), 3. LLy6 1 ApYrX COBETCKMX KNHOABAHTapAMCTOB.

MpeaMeToM 0b6CyKaeHNs Ha cemmHapax cnyxaT dunbMbl, MaHUhECTI,
CTaTbVl PEXNCCEPOB, UX Memyapbl (QHEBHUKM, MOHTaXHble NUCThI), a Takke
COBpeMEeHHas ucTtopuorpadus, HanpuMmep uccnefoBaHns o dopManvaMe
n pycckom asaHrapge HO.M. Jlotmana, HO.IL UmebsaHa, M.B. Amnonbckoro,
C.A. YwakuHa, 51.C. lesueHko, K. lenpeTTo, [pK. Makkes 1 apyrux (AMNonbCKmiA,
1993; JlotMmaH, UuebsaH, 1994; JlotmaH, 1998; LmebsH, 2010; J/leB4eHKo, 2012;
Makkein, 2014; MacKay, 2018; lenpeTTo, 2015; YwakuH, 2020).

OTaenbHbI BOMPOC — COCTOSHME KMHOTeaTpoB B 1920-e rofbl. [ae-To
NPOAOMKANOCh MPOLBETaHME KMHO-Nanacos, rae-To Habnwoganacb «TOCKa»
No KMHOTEaTpaM OKPAWHHOIO TWMa, UX XUBOW 1 HedopMansHol aTMocdepe
(0 4em coxpaHunuce cauaeTenbcTBa A. bpeToHa, b. bpexTa). B oTHOWEeHWN KUHO-
TeaTpoB B CCCP B nepnop Hana BO3HUKAET MHOXECTBO MPOBIEMHbIX CIOXKETOB
AN AUCKYCCUIA: CTPOMAMCH N HOBbIE KUHOTEATPbl UK B OTAIMYME OT TeaTpoB
OHM He CTPOUNMCH MAaCCOBO M MOYeMy, KakoBa cyabba aneKTpoTeaTpoB B CTUNE
MOZEPH U rfie BO3BOAWNNCH KMHOTEATPbl B CTUE ap-AeK0 U KOHCTPYKTVBM3Ma,
Kak Npeobpa3oBbiBanach ceMaHTMKa Ha3BaHWI KMHOTEATPOB, Kak MEHSNOCh
My3blKanbHOe CONPOBOXAEHNE DUNBMOB B CBA3M C U3IMEHEHNEM MY3bIKaNbHbIX
npeanoYTeHUi, BbICTYNaNN N CUMAMOHNYECKME OPKECTPbI B KMHOTEaTpax Kpyn-
HbIX POCCUICKMX FOPOAOB, KaK 3TO ObINO B KMHOTeaTpax EBponbl U AMEPUKU.
3TV 1 Apyrue BOMPOCH! 3aCNYXKMBAOT 0OCYXKAEHNS Ha CEMUHAPCKMX 3aHATUAX
¥ BbICTYNatOT MePCNEKTVBHBIMU TEMaMK A5 CTYAEHYECKUX MCCNef0BaTeNbCKIX
paboT, NOCKONbKY MMET AO0CTaTOYHYO UCTOYHMKOBYIO 6a3y B BUAE My3eHbIX
cobpaHuii, apxmnBHbIX hOHAOB, NEPUOANKHM, ONYBANKOBAHHbBIX MEMYapPOB M Mp.

3aBeplaeT Kypc «Hemoe KMHO Kak Meana-apxeosnorvs» Tema nepexoaa
KvHemaTorpada K 3ByKy. 3Ta npobnema UMeeT KaK TexHU4ecKune, TaK v acTe-
TUYeCKMe acneKTbl. Tak, CBOeobpasHbiM «NepexofHbiM» PUABMOM MOXET CYu-
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TaTbes «[og Kpbiwamn Mapuxa» (1930) PeHe Knepa, nepBbiid eBpONencKmin My-
3bIKaNbHbIM QUABM, NPEACTAaBAAOLIMA COBOI COYeTaHne HeMOTO U 3BYKOBOTO
KIUHO (TO, YTO repou He NPOW3HOCAT, 3@ HUX TOBOPUT My3blKa UM S3bIK XKECTOB).
Mpyxof 3BYKOBOTO KUHO CTan B UCTOPWM KHeMaTorpada aHTpononornyeckmm
Pa3/10MOM, KOTOPbIA M3MEHWN TEXHONOMMK MPOU3BOACTBA (DUNbMOB, paboTy
KUHOCTYOWA U KUHOTEATPOB, U3MEHWN camoro 3putens. OMMax v 0bpasbl He-
MO0 KMHO B COBPEMEHHOM KuHemaTorpade — Takxke TeMa, KoTopas 3acyxu-
BaeT BHMMaHMs B paMKax Kypca.

«KOHEL, NCTOPUWN» KNHO?

CoBpeMeHHble NoAxXofpl K U3yYeHunto kuHematorpada genatoT AUCcKyccun
0 «CMEPTU KMHO» NpexpaeBpeMeHHbIMY. Meana-apxeonorus no3sonser no-
CMOTPETb Ha HEMOE KMHO KaKk NPOJAYKT NepenneTeHyis TeXHONOrMI, CKYCCTBa,
XYIOXKECTBEHHbIX NPAKTUK 1 0OLIECTBEHHOM peLenumuu, BBOAS €ro B WNPOKM
KOHTEKCT nocneayoumnx TpaHchopmaLmii U B3anMOAeNCTBUIN B Meama-KybTy-
pe 1 Meama-cpefe, NepeocMbiCMBas NpobnemMsl, KOTopble CTaBsAT LUMbpoBbie
Meana. HoBble Meamra 4acTo OXKUBASIOT POPMbI KOMMYHUKALMW, KOTOPbIE OblK
yTepsiHbl UK 3abbiThl. Megna-apxeonorus, npeanaras aHanmnsa UCTopUYeCcKmx
CNOEB MeAva, AAeT MHCTPYMEHT COBPEMEHHOTO Meua-A13aliHa 1 NCKYCCTBa.

B HacTosiuiee Bpems TpaavUven B KPynHbIX POCCUMIACKMX ropoaax cTa-
Na opraHn3aums BbICTaBOK, MOCBSLIEHHbIX UCTOPUM HEMOTO KVMHO B KyNbTYpe
NPOBMHUMK (BbiCTaBKa B [ePMCKOM KpaeBef4eckoM My3ee «Bennkuii Hemoi»,
nocesileHHast 100-neTuio NepBbix CbeMoK B Poccuitckoin nmnepun). Cpeau no-
CnefHvX Takux bnecTsiie opraHM30BaHHbIX BbICTaBOK — «Dabpuika BONLLIEOHbIX
rpes: K 125-neTMio 3HaKOMCTBa SpPOCNaBLEB C KMHeMATOrpadom», KoTopas
6bina nogroToBneHa VipuHoli 3ybaTeHko v npolna B ipociaBckoM My3ee-3a-
noBeAHMKe BeCHOM — neTom 2022 roaa. BeicTaBka nokasana, Kak bbina yctpoeHa
tbabpuka I. /InbreHa 1 KakoBbl bbINN APOCNABCKME KUHOTEATPbl Havana XX Bexa,
KpoMe Toro, npefcTaBuna annapat BonwebHbIl hoHapb, KnHokamepy lNeTpa
MocsruHa, ipyrve obpasibl KWUHOTEXHUKN.

MoceujeHne NoAOOHbBIX BbICTABOK, y4acTue B KOHMEPEHUUsX, BONOHTEP-
CKas paboTa Ha KuMHOMEeCTVBansx, HanpuMmep, exerogHomMm decTrBane AOKy-
MeHTaNbHOro KnHo «dnaspTuana» B Mepmu, CTaXKMpPoBKM B TochunbModoHae
1 KpacHOropcKoM KUHOapX/Be MOTYT SIBAATLCS /15 MAarnCTPaHTOB LWaroM B ux
fanbHeliwem npodeccnoHanbHoM camoonpegeneHny, hopMupyoT YyBCTBY-
TeNbHOCTb K NPOCTPAHCTBEHHbIM, BU3yabHbIM UCKYCCTBAM W NPaKTMKaM, Cro-
COBHOCTb MbICANTL PETPO-MEANNHO, NPOBYXKAAIT MHTEPeC K MCCNeaoBaHuo
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IKPaHHbIX Mefya CKBO3b NPU3MY UCTOPUM, TEXHUYECKNX apTedaKTOB NPOLLNOoro.

B yCNOXHSIOWENCS TEXHONOMMYECKOV U MEIUMHOW cpefie MHTepecC K ne-
PUPEPUIAHBIM NCTOPUYECKMM CIOXKETAM, HENVHENHbIM HappaT1BaM Bce bonee
BOCTpebOBaH. HacTosWmiA MarncTepckmin Kype, HaueneHHbl Ha penpeseHTa-
LIMIO HOBOW TEOPUM 1 OMbITa NPENOAABaHMs HEMOTO KMHO, OTBEYAET Ha 3anpoc
K @HTUKBapPHOMY M3Y4eHUWIO UCTOPUM, HAaCTPaKBaeT Ha LLeHHOCTY ToNepaHTHO-
o OTHOWeHWS K AeTansm, CNyxalymm CerogHs MCTOYHVKOM aKT1BU3Ma, Pa3Ho-
06pasus, 3HaHWI.
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IX MexxayHapoaHas
Hay4YHas KOHMepeHUns
«[eorpadus nckyccTean

AHHoTaums. MpoeKT «feorpadus MCKycCTBa» NpeacTaBnseT coboi Mexamc-
UMMNAVHAPHbBIA CMHTE3, BAOXHOBMEHHbIA TEMOW OCMBICTIEHUS U OCBOEHUS
NPOCTPaHCTBa TBOPYECKMM reHveM. [1poekT Havancs B 1994 rogy, Korga B
NHCTUTYTE KyNbTYPHOTO 1 NPpUpPOgHOro Hacneans nmenn [1.C. Jlinxayesa nog
pykoBoacTBoM H0.A. BefeHviHa bbin 13aaH nepsbiii cbopHuk. B 2009 rogy Tam
e cocTosinack nepeas KoHdepeHums. MocnegHue roasl KOHMepeHLmmn Npo-
XOAAT eXKEerofAHo nop 3ruaov MHCTWTYTa HayydHoW vHdopmaumum no obule-
CTBeHHbIM HayKaM PAH, Poccuiickol akapeMmnm xygoxecTts, VIHCTUTYTa KMHO
n Tenesupenus (FTTP), POCCMINCKOrO rocyaapCTBEHHOMO ryMaHWTapHOro
yHMBepcuTeTa. B 2023 rogy coctosinack IX MexayHapoaHas KoHdepeHuus
«[eorpacus ncKyccTBa», 00beANHMBLIAS KYNETYPOIOrOB U MCKYCCTBOBEAOB,
reorpacoB v GrnocodoB co Bcex KOHLUOB Poccnu 1 n3-3a pybexa. Tpaanum-
OHHO 06CYXAaNVCh BOMPOCH! XYAOKECTBEHHOMO MPOCTPaHCTBa NMTepaTyp-
HbIX M XXWBOMUCHbIX NPOW3BefeHWI, NOKaNbHbIX TEKCTOB, reorpaduyeckmx
1 KapTorpaduyecknx obpasos, BMPTYanbHbIX MPOCTPAHCTB, CO3aHHbIX 1C-
KyccTBOM. Kak 06bI4HO, OTAeNbHas cekuns bbina nocssuieHa npobnematmke
«OCBOEHWS», UCMONb30BAHNA, MOAENINPOBAHNS MPOCTPAHCTBA B 3KPAHHOM 1
oTomCKycCcTBe. HOBLWECTBOM B Hay4HOM AMCKYCCUM KOHbepeHummn 2023 roga
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CTan KynbTyPONOrMYECKMIA M aHTPOMONOTMHECKNIA AUCKYPC reHesnca U TpaHc-
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The Geography of Art IX International
Scientific Conference

Abstract. Geography of Art is an interdisciplinary synthesis inspired by the
theme of creative genius comprehending and exploring space. The project
beganin 1994, with thefirst collection of works published at the Russian Heritage
Institute under Yuri Vedenin’s guidance; the first conference was held in 2009. In
recent years, the conferences have been held annually under the auspices of the
Institute of Scientific Information on Social Sciences of the Russian Academy of
Sciences, the Russian Academy of Arts, GITR Film and Television School, the
Russian State University for the Humanities. The IX International Conference
Geography of Art of 2023 united culturologists and art historians, geographers
and philosophers from all over Russia and abroad. Traditionally, the participants
discussed issues related to artistic space of literary and pictorial works, local
texts, geographical and cartographic images, and virtual spaces created by
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art. As always, a separate section was devoted to “mastering,” using, modeling
space in screen and photography art. An innovation in the scholarly dispute of
the 2023 conference was the culturological and anthropological discourse on
the visual image genesis and transformation from archaic to modern times, as
well as the transgression of genius loci in the online media and virtual space.
Keywords: Geography of Art conference, space, cinematography, photography,
media

B mae 2023 ropa B PAX 1 MIHVMOH PAH coctosnack IX MexayHapoaHas Ha-
y4Has KoHbepeHms «feorpadus NCKycCcTBa». B KayecTBe opraHnM3aTopoB y4a-
CTBOBaNu Takke VIHCTUTYT KMHO 1 TeneBuaeHns (MATP) n PITY. K Havany KoH-
epeHumn TMTP n3gan odepeaHoin cOOpHMK cTaTelt «feorpadus NCKycCTBa,
cobpaHHbIl No MaTepuranam KoHdepeHuun 2022 roaa (/laspeHoBa, 2023). Bcero
6bI10 N3AaHO ABEHAALATL CHOPHMKOB C 1994 roaa, Koraa NpoeKT Havan pas3Bu-
BaTbCs B VIHCTUTYTE KyNbTYPHOIO W NPUPOAHOIO Hacneaws noja pyKoBOACTBOM
n no nHnumatuee FO.A. BegeHunHa. C 2013 rona 6ecCMEHHbBIM pyKOBOAWTENEM
npoekTa ocTaeTcs reorpad, hvnocod 1 kynstyponor O.A. /laBpeHoBa.

Kak oTaenbHbIVi NPOeKT, MOCBALLEHHbIN BCEM acneKTam B3auMoaencTems
MCKyCCTBa W MPOCTPAHCTBa, 3TV KOHMepeHUMn 1 COOPHUKN YHUKaNbHbI. HO
B MMPOBOW U POCCUICKOW HayKe TeMa B3anMOENCTBIUSA MCKYCCTBa 1 NPOCTPaH-
CTBa ye 1aBHO Pa3BMBaeTCs NMbO B CBA3M C OTAENbHbIMU HampaBAeHUsaMY
TBOPYECKOM AeATENbHOCTY YeNloBeKa OT apxanki 10 COBPEMEHHOCTU, MO0 Kak
4acTb HOMbLWMX MPOEKTOB U KOHMEPEHLIMIA, TaKNX Kak BCeMUPHbI ceMmnoTunye-
CKNIA KOHTpecc.

CeMMoTMKa — OAHO W3 UEHTPaNbHbIX TEOPETUYECKMX HanpaBieHui
B OCMbICIEHUN MYBUHHBIX 3aKOHOMEPHOCTENM ObITUS KynbTypbl. B 2022 roay
NpoWNo ABa 3HaYMMbIX HayYHbIX CODbBITMS, KOTOPble BHECNM CBOW BKNaj B
pa3BuTMe NPobNeMaTUKM B3aMMOENCTBMS UCKYCCTBA M NMPOCTpaHCTBa. Becb
2022 roa AnnACs MeXayHapoaHbln OHNalH cemmHap CeMnocanoHr, MoCBALLEH-
HbIA NaMATY aMeprKaHCKoro ceMnoTuKa [hxoHa [vnnt. Ha cemmnHape, B 4acT-
HOCTW, Npo3ByYani aoknaasl O.A. /laBpeHOBOW (06 OTPaXXeHUM MaprHanbHbIX
NPOCTPaHCTB B XyAOXECTBEHHOM U IOKYMEHTanbHOM KMHO U LMD POBbLIX Meamna)
M KNaccuKa CeMMOTUYECKOro MCCefoBaHns KynbTypHOro naHawadTa rpeye-
CKOro yyeHoro AnekcaHapoca /larononyca (o MudonornyeckoM NpocTpaHcTee
OpesHen Mpeunn).

Ha XV BceMMpPHOM CEMMOTUYECKOM KOHpecce?, cocTosBlieMcs B CanoHu-
Kax (Ipeuns), 66110 ABE CEKUMU, MOCBSALIEHHbIE Pa3HbIM acrekTaM CeMUOTUKN

! International Open Seminar on Semiotics: a Tribute to John Deely on the Fifth
Anniversary of His Passing. (2022). https://www.uc.pt/fluc/uidief/act/io2s/ (15.03.2023).
2 Semiotics in the Lifeworld. 15th World Congress of Semiotics. (2023). https://www.semioticsworld.
com/program/ (15.03.2023).
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npocTpaHcTBa. OfHa cekuns nod pykosoacTeom Knayavo feppu (ApreHTuHa)
Vicabenb Mapkoc (PpaHLums) bbina cocpefoTodeHa Ha CEMNOTUKE apXUTEKTYPSbI.
Bropas, noa pykosoactsom Onbra J/laBpeHoBo 1 [lparaHsl Bacuncku (Cepbus),
Hblna NOCBALIEHa CeMUOTUKE KyNbTYPHOro naHawadTa. M 3aeck obcyxaanmnch
TaKKe Npobnembl ceMnoTnsaumm nangwadTa, Co3naHns HOBbIX CMbICNIOB U Me-
pedopmMaTVpOBaHUs CTapbIX CPeACTBaMM UCKYCCTBA.

Takke B Mae 2023 rona B bapcenoHe (MicnaHus) cocTosnacsk ovepeaHas
KOH(epeHUns «APXMTEKTOHMKa»® MOf PyKOBOACTBOM M3BECTHOrO TEOPETMKA
apxnTekTypbl XXo3e MyHTaHboNa, rae 06CyKaanmncb TeMbl OpraHM3aummn 1 cemu-
0TW3aUMKM NPOCTPAHCTBA C MOMOLLbIO MNACTUYECKMX UCKYCCTB W FPagoCcTpou-
TeNbHbIX peLleHuii.

B 2022 ropy coctosnack oHnariH VIl koHbepeHuus Media Fields*, opra-
HM30BaHHas NPOEKTHOKN rpynnol YHueepcuTeta KanudopHun, CUIA, koTopas
CKOHLEHTPUPOBaNach Ha 13y4eHunn reorpadu4ecKmnx 30H, C MOMOLLbIO KOTOPbIX
MOXHO KOHLENTYyann3npoBaThb 1 MOHUMATb KMHO 1 Meaura. Ha 3Toi KoHdepeH-
LMK CTABUAUCh BOMPOCH — KaKue 30Hbl OblAN LeHTpanbHbIMK B uctopun CMU
M KMHO, Y4TO KOHLEMNUMS 30Hbl JOOaBASeT K AUCKYPCY O MPOCTPaHCTBEHHOCTH
B MEeAManccnefoBaHNsX, Kak pasmbllUieHUs O 30Hax MOryT CrnocobCcTBOBaTb
M3y4YeHWI0 MPOCTPAHCTBA ¥ MECTHOCTM, Kak KOHLEMUMS 30Hbl NogkpennseT
Halle MOHMMaHVe MenaapxvBOB, MHPPACTPYKTYPbI, MICTOPUY KUHO U Meava-
3KONOTUN.

B COBpeMEHHOM Hay4YHOM MUPEe CTanu NosSBAATLCS MHTEPECHbIE NPOEK-
Tbl HOBbIX OPM, NMOCBSILLEHHbIE TEMe MPOCTPAHCTBA B KMHO U Meara, Hanpw-
Mep, 6nor cTyneHToB YHuBepcuTeTa OnbaHn®, B KOTOPOM COBMPAOTCS Hape3Kku
13 PUNBMOB O KOHKPETHbIX NaHaWwadTax.

IX MexayHapoaHas KoHbepeHums «[eorpacdus UCKycCTBa» OTNMYaeTcs
OT 3TUX MEXAYHAPOLHbIX KOH(EPEHUWI 1 MPOEKTOB TeM, YTO 3A4eChb Tema npo-
CTPaHCTBa M UCKYCCTBA HE OfHAa W3 APYrvX MHOTOYUCIEHHbBIX TEM, HO UMEHHO
LeHTpanbHas npobnematuka. B 2023 roay rogy 601bWWMHCTBO AOKNAA0B CeKLIMM
KVMHO-, BUAEO- 1 hOTOMCKYCCTBA BbiNn NPeAcTaBneHbl COTPYAHMKAMY U acmu-
paHTamu TM1TPa. IHTepecHoM ee 0COBEHHOCTbBIO W OTANYMEM OT NPOLLINOTOAHEN
KoHtepeHunn (/laBpeHoBa, 2022) 6bi10 0bpalleHne K apxauvyecknM CToKaMm
BM3YyasnbHbIX 00PA30B 1 CIOKETOB, K aHTPOMONOrM LMMPOBOro M1pa B KOHTEK-
CTe NMPOCTPAHCTBEHHbIX KOHLIEMTOB.

3 21st International Conference Arquitectonics: Mind, Land, and Society. (2023). https://www.
arquitectonics.com/congreso-2023 (15.03.2023).

* Media Fields. Coinference VIII: Zones of Mediation. (2022). https://www.filmandmedia.ucsb.edu/
event/media-fields-viii-zones-of-mediation/ (15.03.2023).

° Cinematic Space: Landscape in Film in the Dept. of Art and Art History at the University at Albany.
(Spring 2019). https://landscapeinfilm2.tumblr.com/ (15.03.2023).
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B noknage O.B. CTpoeBol, OKTOpa KynsTyponorin, kaHamaata duno-
codckux Hayk, 3aBepytoulert kadeapoin 1 npodeccopa Kadeapbl Teopum
1 ucTopun Kynstypbl MATPa, Ha NpYMepe repMeHeBTUYECKON PEeKOHCTPYKLIMM
Aamnanora ¢ 6poH30BOI cTaTyel JlydaHo Tapbatu «Meay3a ¢ ronosoit lNepces»
(Puc. 1), ycTaHOBNEHHOW HaMpPOTUB 3aaHus cyaa B Hibto-Mopke, obcyxaaeTcs
KOHLENUMs CO3AaHns CUCTEMbI HEOMUMDONOTMYECKNX CUMYNSKPOB (nabupuH-
TOB OTPAXEHM OTPaXKeHMI), KOTopas AEKOHCTPYMpPYET TPaAULIMIO C MOMOLLLIO
paLMOHaNbHbIX MHCTPYMEHTOB, YTO He BefeT K rapMOHM3aLumM 1 LenoCTHOCTH
KapTViHbI MM1pPa, a MPUBOAUT K HOBOMY BUTKY fleryMaHn3npytoLeit pasgpobneH-
HocTu. Co3naBas nepesepThbill M1da v apxeTunmuyeckoro obpasa, Heomudo-
NOTUYeCKUin cUMyNsKp aemudonorm3npyet cam Mud, obHyNseT ero, a 3aTem
HagenseTcs MUMONETHBIMU CUMIOMUHYTHBIMU CMbICAaMU 1 KOHMOPMUCTCKOM
NOBECTKON. [epMeHeBTUYeCKMe KPYTX BKAIOYAIOT Chedytolie ciov noHuMa-
HUS: MUDONOTMYECKNIA KOHTEKCT W €ro NCUX0aHaNUTUYECKYI0 MHTepnpeTaumio
Ha OCHOBE TeOPUY apXeTUMOB, CEMUOTUYECKMIA aHANN3 COOTHOLWEHNI 3NeMeH-
TOB M CMHTaKCWUCa B CTPYKTYpe BM3yaNbHOMO BbIPAXEHUS paccMaTprBaeMo-
ro Muda B pasHble KyAbTypHble 3MoxuM (TpaHchopMaums 06pa3oB OT apxauku
A0 MOJepHW3Ma), HemocpeaCTBEeHHbIM AManor COBPEMEHHOro apT-o6bekTa
M CKyNbNTYypbl YennnHM B NPOCTPAHCTBEHHOM KOHTEKCTE, 3K3UCTeHUMaNbHO-
OHTOMOMMYECKMIA acneKT XpPOHOTOMa B 3MOXy apxauku, PeHeccaHca U co-
BPEMEHHOCTU, PEMUHUCTCKUA U MeamaKynsTyhHbIA KOHTEKCT, a Takke Ava-
70T C COBETCKUMM 1 POCCUINCKMMI apxeTUnmyecknmMm obpasamu.

Puc. 1. NlyyaHo Fap6atu. Mepysa
c ronoBoi1 MNepces, 2008

Fig. 1. Luciano Garbati. (2008). Medusa
with the Head of Perseus®

«BupTyanbHas reorpadus
Heoapxan4ecKoro UCKyccTBa» —
Tema coobuieHns A.B. Kepyak,
acnupaHTKM Kadegpbl Teopuu
n uctopum  Kynetypel UTPa.
OfHOBpPEMEHHO C  MpOLEeCccoM
MofepHM3aLmnm npoucxoanT
npoLecc apxamsaumu  KynbTy-
pbl — CTpem/eHune ntoaent (Kak
rpynmn, Tak 1 MHAWBMAOB) 0bpa-

® NcToyHuK n3obpaxerns cM. / See the image source: https://1tierschemin.wordpress.com/
category/arts/sculpture/ (15.03.2023).
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TUTBCS K PEBHEMY COLIMOKYNBTYPHOMY OMbITY, K y)Ke 3apeKoMeH10BaBLLIUM cebs
LUEHHOCTM. Takne TeHAEHUMM HaXxOAaT OTPAKEHNE B UCKYCCTBE — XYAOKHUKY
pasHbIX CTPaH W KynbTyp 06pallalTCs B CBOEM TBOPYECTBE K MCKYCCTBY Mpo-
WNOro B MNOMCKaX rapMOHMK, yTpaYeHHoW B coBpeMeHHOM Mupe. pounsBseae-
HNS HeoapXanK1 CO3AaKT BUPTYanbHOE (TO eCTb BO3MOXHOE, NOTEHLMaNnbHOE)
NPOCTPaHCTBO, B KOTOPOM NO-NPEXHEMY CyLLECTBYIOT NpecTaBIeHs NPefKoB
06 okpyxatolem mupe (Puc. 2). B To e Bpems B cuny rnobanmsaumm, pactylie-
O MHTEpEeca K NOKaNbHbIM KybTypaM, Heoapxandeckue CUMBONbI 1 apTedaKTbl
NpeacTaBnsoT MHTEPEC ANs TYPUCTOB U KONNEKUVOHEPOB, OTAENbHbIE Tpaau-
LUMOHHbIe 371eMeHTbl 3aUMCTBYIOTCS B OTPbIBE OT [IPEBHEr0 NepBONCTOYHMKA.
Heoapxalka OTpbIBaeTCs OT reorpaduyecknx KopHen, TpaHchopMupyeTcs
B yrofly nybnunke n npeBpawiaeTcs B CUMYSKP — KOMuto 6e3 opurnHana. Takmum
0b6pa3om, Heoapxanka B CBOEN hopMe MOXET CyLLLeCTBOBATb TONBKO B TECHOM
CBSI3U C reorpaduyecKmum NonoxeHWeM ApeBHero opurnHana. Peys He CToNbKO
0 BW3yanu3aumuv B BUPTYanbHOM LUMPPOBOM NPOCTPAHCTBE, CKOMBKO O Heoap-
Xau4eckoM NPOU3BEAEHVIN KaK O NOTEHUMANbHOM (SKOBbI CyLLIeCTBYIOLIEM, BO3-
MOXHOM, TO eCTb BYPTYasbHOM) MPOCTPaHCTBE, KOTOPOe Heoapxanka co3aaer.
Takvm 06pa3om, B OTPbIBE OT NPOCTPAHCTBa OHa NPeBPALLAeTCs B CUMYASKD,
a 3aKpennssch 3a onpefieneHHbIM NPOCTPAHCTBOM, C KOTOPBIM UCTOPUYECKN
CBsi3aHa, OHa 3TO NPOCTPAHCTBO «BO3POX/AAET», BBIHOCUT Ha MOBEPXHOCTb.

Puc. 2. C.B. [lbIKOB.
Xo3silika o3epa. 2012.
(Cnbupckas Heoapxavika)

Fig. 2. Sergei Dykov. (2012).
Lady of the Lake
[Siberian Neoarchaic painting]’

CA. Ulebposa, kaHaMaaT

KynbTyponoruu, —cTapwuii  Ha-

YuHBIA  coTpygHuK  Couponoru-

YeCKOro MHCTUTYTa PAH, goueHT

Kacbenpbl Teopuu U UCTOPUM

KynbTypbl  POCCMIACKOrO  rocyfapCTBEHHOrO MefarorM4eckoro yHuBepcuTeTa
uM. AV TepueHa, BbICTynuAa C AOKNafoM «AnTaii B 06beKTUBe KnHemaTorpa-
a: nyTb K 3THOCOMUM». MaTepuansl XyAOKECTBEHHbIX U JOKYMEHTaNbHbIX KK-
HOMUABMOB, CHATbIX Ha AnTae B XX B. («OfgHa», 1931, CUEHAPWCTbI U peXmc-
cepbl .M. KoanHues u /1.3. Tpaybepr; «3onoToe 03epo», 1935, pexwuccep
B.A. lHennepoB; «Koulelh beccmepTHbIN», 1944, pexxnccép AnexkcaHap Poy u

" VicTouHnK n3obpaxeHns cM. / See the image source: https://ltierschemin.wordpress.com/
category/arts/sculpture/ (15.03.2023).
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Ap.), 3anevatneny 0CoO6eHHOCTN KyNbTYPHbIX Npeobpa3osaHnii Cnbmpn 1 ca-
MbIX OTAANEHHbIX ee YronKoB. Mud o npeBpalleHnn HbiBLIEIN LIAPCKON KONOHWN
B CaMOCTOSATENbHbIN U paBHOMNPaBHbIV cybbekT PCOCP noakpennsncs huinb-
Morpacurer o CNOXHOM «OKYNBTYPUBAHUM» HALMOHaNbHbIX OKpauH (Puc. 3).
B kauecTBe TaKol «MepBOObITHOW» OKPaVHbl AEMOHCTPUPOBaANCs TOpHbIA AnTal,
a OAHWM 13 pe3ynsTaToB Npeobpa3oBaTenbHOM NONUTHKML CTanu HOBble MAEO0-
norudeckve v Mudonornyeckne dopMbl HaLMOHANBHOMO CO3HAHWS, BOMO-
TUBWMeECH B 3THocodwmK. MPpOTMBOCTOS 0BECLeHVBAHNIO CMbICIOXU3HEHHDBIX
WHTEPeCcoB, NPaKTUYeCKn Bce pecnybnukn, obpasoBaswvecs B 1990-e Ha Tep-
puTOpKM Poccuniickomn ®epepalivin, ONMPaoTCs Ha Ty WY UHYIO HAUMOHANbHYI0
dunocoduto. Pecnybnmka Antalli 0BHapYKMBAET YHUKaNbHbIA U YHUBEPCaNb-
HbI XapaKTep XW3HECTPOUTENbHbIX CMbIC/IOB, aKTyanbHbIX 415 3THOCOMCKOro
aHanu3sa. MNpegMeToM aHanmsa sBASIOTCH 3adUKCMPOBAHHbIE KMHemaTorpa-
(HOM KOHCTaHTbl anTalCKOM KynbTypbl, NO3BOASIOLIME ONPEANNTb COfepIaHme
¥ MapameTpbl COBPEMEHHOW HaLMOHANbHO-KYAETYPHOW MAEHTUYHOCTU XUTe-
Nei 3TOro ropHOro peruoHa.
Puc. 3. XyfoxecTBeHHbI hunbMm
«OpfHa». 1931. CueHapucTbl 1
pexuccepbl .M. KosnHues
n N1.3. Tpay6epr. CueHa cTon-
KHOBEHUA reponHN Cbl/l!'lea
EneHbl KysabMuHOM (aKkTpuca
EneHa Ky3bMWHa) € WamMaHCKUM
06pALOM KePTBOMPUHOLLEHUS
nowagm, 4To fEMOHCTpUpyeT

C/IOXKHOCTb NPOCBELLEHUS OT-
cTanoro Hapoga Cuémpu.

Fig. 3. Alone. (1931). Written and
directed by Grigori Kozintsev and
Leonid Trauberg. Elena Kuzmina
(actress Elena Kuzmina), heroine
of the film, encounters a shamanic
rite of horse sacrifice. The scene
demonstrates the difficulty of
educating the backward people
of Siberia.®

[Ooknapg H.M. NMeTpoBa 6bin NOCBsLLEeH GeHOMEHY 3CTOHCKOM aHUMaLWK,
ABTOp [OKNafa paccMoTpen passuTve aHuMaTorpaduyt OfHON 13 CaMbix Ma-
NEHbKVX, HO, MOXany, 1 OfHON 13 CaMblx OCODEHHBIX COBETCKMX pecnybnuK.
[MaBHON OCOBEHHOCTBIO 3CTOHCKOM MYMBTUMAMKALMM MO Ceil AeHb SBNSETCS

8 UcTouyHMK un30bpaxeHns cMm. / See the image source: https://yandex.ru/video/
preview/3142313927284137944 (15.03.2023).
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ee «CTPaHHOCTb» U «Be3yMue» Kak XyAOXKEeCTBEHHbIN NpreM, OTHeTINBee BCEro
3TO NPOCNEXMBAETCS B aBTOPCKOM aHMMaLUuWn. bbin NpoBeAeH aHan13 HeCKob-
KMX 3CTOHCKMX MacTepOB aHMMaLMK, Takux Kak InbbepT TypaHos, MpuiT MapH
n PeitH PaamaT (Puc. 4). HauvoHanbHO-KyNbTYPHbIV reHe3uc «6e3yMus» 3CTOH-
CKOM aHMMauMm, BO3MOXKHO, YaCTUYHO KPOETCs B MUMDONOrUYECKMX KOPHSIX.
/13BecTeH MoHyMeHTanbHbI GunbM PeiiHa Paamata «bonbliol Thinn», 0CHO-
BaHHbIA Ha ApEBHEM 3CTOHCKOM 3M0Ce, B KOTOPOM Y3HAETCS CTW/b aBTOPa, KO-
TOPOro MOXHO 0603HaYVTh KaK OCHOBOMOMOXHYIKA 3TOr0 CTUAS. Ho «6esymue»
B 3CTOHCKOM aHVMMaUMM MMeeT COBEPLIEHHO APYroe NPponcxoxaeHve — abeypa,
NPOUCXOAAWMI Ha IKpaHe, OCHOBAaH BO MHOTOM Ha peanbHOM XW3HW, TO eCTb
3TO caTvipa Ha AeVCTBUTENbHOCTb, KOTOpas BNOCNEACTBMM, NO Mepe Pa3BUTUS
oTpacnv B pecnybnnke, Bce bonblie obpetaeT hopmMy cBOEOHpa3HoM NpuTYK,
brnocodcKoro BbiCKa3biBaHWs pexmnccepa. Takum 0b6pa3om, reHesmc 3Toro xy-
LOXECTBEHHOIO NMpremMa MMeeT COBETCKOE MPOUCXOXKAEHME, B YEM U KPOETCS
napafoKC 3CTOHCKOM aHUMaLMK, KOTOPYH CMENo MOXHO paccMaTpuBaTh B OT-
pbiBe OT OCTanbHOW MynbTUNAMKaumm CCCP, naxe HECMOTPS Ha To, Y4TO OblAK
npeLeaeHTbl XyAOKECTBEHHOTO «be3yMUsi» U B APYTX COBETCKMX pecnybnuvKax,
Kak, Hanpumep, dunbMbl PobepTa CaaksHua, CAenaHHble Ha CTyaun <ApMeH-
bunbmar». Ho apMsaHCKne aBToOpCcKMe MynsThUNbMbl Heb3s Ha3BaTb CaTUPONA.
Mocne TOro Kak 3CTOHMS CTaHOBMUTCS CyBEPEHHbIM rOCYAapCTBOM, YPOBEHb MY~
3aHTPOMUYM 3CTOHCKUX MyNTWABMOB NMOBBILIAETCSH U MOXET NOBEPrHYTh 3pU-
Tens B yxac. Ho, HeCMOTps Ha NyratolLyto 060N0YKy 1 3CTETUKY OTBPaTUTENb-
HOTO, 3CTOHCKas aHMMaLWs CNocobHa 3acTaBMTb 3pUTeNs He TONbKO NyraTbCs,
HO 1 fyMaTb.

Puc. 4. Kagp u3 mynetdumnbma
«MpocTaku». 1974. Pex. PeitH
Paamat

Fig. 4. The Simpletons. (1974).
Directed by Rein Raamat®

[lBa poknaga — Hata-
non Tapbep 1 VpuHbl MaH-
YEHKO — ObINN NOCBALIEHbI
COBpPEMEHHON penpeseHTa-
LMV BU3YaNbHOrO UCKYCCTBA
npoLoro.

° WcToyHWK un306paxeHns cMm. / See the image source: https://yandex.ru/video/
preview/3715101877353728364 (15.03.2023).
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H.M. Tapbep, KaHAMAAT MeaarorMyeckux Hayk, XyaoXHWUK, UudpoBOM
XYOOXHUK 1 Meawanegaror, yneH Coto3a XyaoXHWKOB Poccuu, npeacrasmna
MOfJeNb YCTOMYMBOrO PasBUTKS rOPOAOB OT TPaguLmMii K MHHOBaLMSM B AO-
Knage «Pa3BUTHE XyAOXECTBEHHbIX MHHOBALMI M3 MHOTOBEKOBbIX POCCUIA-
CKMX TpagMuuii Ha npumepe KHUMM UMDPOBOrO UCKYCCTBa B MapTHEPCTBE
C Xy[OXeCTBEHHOW WKonoW ToBapuuecTBa “KysHelosckuii dapdop” — [Mo-
cTaBlWMKka Ero ViMnepatopckoro Bennyectsa ¢ 200-neTHel nctopuen». Knura
— NWNOTHBIN NPOEKT MacTepcko KynbTypHbIX BpeHAoB ¢ POKYCOM Ha pa3Bu-
TUW NOTeHUMana ropofos, rae akkyMynmMpoBaHa OCHOBHAas YacTb HaceneHus
Poccun. B noknage bbina npeanoxeHa knaccmyeckas 6-KOMNoHeHTHas Mofenb
ropofckoro bperaviHra CainMora AHxonbTa, No Macnoy: ucTopuyeckas reorpa-
dus, 0bpas B masax cTenkxonaepos, phygital KOMMyHUKaLKMs, rocnoaaepxKa
VHUUMATVIB, MEXAUCUMIAMHAPHAS KOMaHAa Pa3BUTUS 1 CODBITUIAHBIN MyMbC.
lapbep nobaswna 7-oe n3mepeHve — genius loci B CMbICe yXOBHOW MOTMBa-
LMK, BKIIOYAIOLWEN MEXPENUI1Mo3Hble MPaKTUKL 1 UMbpoBOe MOAeNnpoBaHue
«HebecHoro Vepycanima» B NPUAOKEHUN K AaHHOMY ropofdy. bbin nokasaH
npumMep pa3suTHs CeprnyxoBa No CBOENM 7-4aCTHOM MOfenu B MapTHepCTBe C
Haykorpafaamu 6v1onoros MylwmnHo 1 Grusrkos MNpoTBMHO NO ByAAMIACKON MO-
Lenun «yM, Teno 1 peyb», oTaas 685-netHemy CepnyxoBy ponb Tena, [NpoTBrMHO
ponb yma, a MywrHo ponb peyu, nbo, kak roBopun B HobeneBcKol pedn Mocud
Bpogackunin, peyb ecTb BUAOBOE OTAMNYME YeNOoBeKa.

Puc. 5. Fapbep H. (2023).
KynbeTypHbIi 6peHp «Poccus»
07151 VTHHOBaATOPOB L poBOI
anoxu. Mocksa: lMepo

Fig. 5. Natalia Garber. (2023).
Cultural brand Russia for
innovators of the digital era.
Moscow: Pero*®

B poknage crapwero

Hay4yHoro cotpygHuka [o-

CyRapCcTBeHHoOro  Pycckoro

mysest W.A. MaHveHKo «Cu-

unnuickme suabl hotorpada ryzenne MHkopnopsl (1834-1914)» Brepsble Obin
PacCMOTPEH OfH U3 YHUKabHbIX KOMMIEKCOB NpeacTaBUTeNbHON MOTOKoNNEK-
LM Pycckoro my3est — anbbyM1HOBbIE OTNEYaTKM, CO3AaHHble 3TUM TanaHTAMBbIM

10 VicToyHumK n3obpanerns cuM. / See the image source: https://artchive.ru/artists/87885~Natal’ja_
Garber/works/669547~0blozhka_knigi_khudozhnika_Natal’i_Garber_Kul'turnyj_brend_Rossija_
dlja_innovatorov_tsifrovoj_epokhi_2023 (15.03.2023).
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CULMANIACKMM MacTepoM cBeTonuck (Puc. 6). MHOro nyTewecTsys no PoaHo-
My oCTpoBy, K. MIHKOpnopa MCNonHUA HacTosilyo oTorpaduryeckyo com-
Ty, KOTOpas 3aneyatnena cneundyrKy HeMmoOBTOPVMBIX MECTHbIX NaHawadToB
n BoraTelilero apxXMTeKTypHoro Hacneams Cuunnmn, chopMmpoBaBLIKXCS B
npoLecce reoflormMyYeCcknX M3IMEHEHN U HACTOEHNS Pa3NNYHbIX KynbTYp U Ln-
BUNM3aumii: Manepmo, Cupaky3sbl, Yedany, TaopMuHa, MoHpeane, CeNuHYHT,
ArpnoxenTo, Katanus n Meccuna.

Puc. 6. [xy3enne MiHkopnopa
(1834-1914). Nanepmo. Mon un
MoHTe MNennerpuHo. 1870-e.
AnbbyMUHOBBIN OTMEYATOK.

J1.:24 x30,5; W.: 20 x 26.
locyaapCcTBeHHbIN Pycckuin My3en

Fig. 5. Giuseppe Incorpora (1834~
1914). (1870s). Palermo—Docks and
Mount Pellegrino [Albumen print.
P.: 24 x 30.5; S.: 20 x 26]**

0.B. MagkoBa, acnu-

paHT  kadeapbl  Teopuw

n uctopum Kynstypel [WUTPa,

npeactasuna foknag «KoHel reorpacduun nnv TenenopTpeT B KOHTEKCTe und-
POBON KynbTYpbl». Mepen3bbiTok BU3yanbHoOW nHMOpMaUmmM B COBPEMEHHOM
MefMaKynbType coBepLIeHHO obeclieHnn TenecHoe bbiTve YenoBeka, cakpasb-
HbIX 30H W 3aMpPeTHbIX TeM NPaKTUYeckn He ocTanock. Elle ogHa TeHaeHUMs
— 3TO OrpaHuMyeHne TeppuUTOpUM CyLeCTBOBAHMS 4enoBeKa MOHWTOPOM
cMapTdOoHa 1AM KomnbloTepa. MosiBneHne cMapThOHOB U CoLManbHbIX ceTel
onpefenvno nosiBNeHne Takoro xaHpa, kak ckpurHnand — bopmaT KMHOMNO-
BeCTBOBaHMS (BM3yanbHOTO CTOPUTENNMHIA), Fae BCe COObITMS NPOMCXOAAT Ha
3KpaHe KOMMbloTepa, MnaHweTa unu cMapTdoHa. ABTOp foKnaga NoagMeTun
HECKOMBKO BaXHbIX O/19 COBPEMEHHOW KWMHO- W TenenHAycTpuu MOMEHTOB:
B LM(DPOBOM MUPE HET AINYHBIX FPAHWL, 1 MOHATUS «CBOEMO-Hy)XOro», 4TO OYeHb
npuBAeEKaeT CEroAHSLLHION ayanTopuio. Kpome Toro, COBepLIEHHO HEBaXHO,
rae reorpadu4ecKn HaxoanTCs repoil — OH MOXeT NpuAyMaTh BOKPYr cebs nto-
601 MUP, He BbIXOAS M3-3a KOMMbtoTepa. Takyto KOHKYPEHUMIO C BUPTYanbHbIM
KOHTEHTOM TB BbIMrpaTh NPaKTU4ECKM HEBO3MOXHO, 0COBEHHO ecnn peyb uageT
O AOKYMeHTaNbHbIX aHpax. [JoknagyvK nonbiTancs HanmTu oTBeT C NO3ULUMK
KyNETYPONOTN U XKYPHANUCTUKM Ha BOMPOC — YTO MOXET NPOTMBOMNOCTaBUTb

1 cToYHMK n3obpaxeHns cM. / See the image source: Konnekuyus focygapcTBeHHoro Pycckoro
My3esi. M30bpaxeHmne npepoctasneHo W. MaHyerko (15.06.2022) / Collection of the State Russian
Museum. Image courtesy of I. Panchenko (15.06.2022).
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3TOMYy aBTOP KN1aCCUYECKOro AOKYMeHTaNbHOro NopTpeTa, KOTOPLIN MoKa elle
XWBET B peanbHoOM, a He LipoBOM NPOCTpaHCTBe?

Knaccuyeckre TeaTpanbHble MOCTAHOBKM M MFPOBOE KMHO Takxe UMeKT
CBOW MPOCTPAHCTBEHHbIE KOHLENTbI, O KOTOPbIX roBOpUAN Anekceid [0Bs3WH
n Ennsaseta TpyceBum.

A.O. ToBsi3uNH, acnupaHT Kadeapbl TEOPUWU U UCTOPUK KynbTypbl TUTP,
B coobuieHnn «leorpaduyeckne hakTopbl BAVSHUS Ha MPOCTPaHCTBO Tea-
TpanbHoOW cueHorpacdmm B Poccnmn» CoCpefoTOYMNCS Ha KOHTEKCTe MeCcTomno-
NOXEHWS, BANSIOLIEM Ha NPaKTUYECKMI NPOLIECC NPOU3BOACTBA TeaTpanbHOM
NOCTaHOBKN. PaccMoTpeHue fAaHHOW NpobneMbl OCHOBBLIBAETCS Ha IMYHOM
OnbITe B MOCTAaHOBKaX B pa3NuyHbIX TeaTpax B ropodax CeBepHoro KaBka3sa, Mo-
CKOBCKOW 061aCT 1 BAn3nexallmx K Hell obnactel, u B CTOAMYHbIX TeaTpax.
PaccMaTprBanocb MpUMeHeHVe COBPEMEHHbIX TeaTpafibHbIX TEXHONOMMK, B
4aCTHOCTM 3KpaHHble TEXHONOMMM, METOAbI OPraHM3aLnmn XygOKEeCTBEHHO-MO-
CTaHOBOYHOIO MpoLecca, TeXHONOrnyecke ocobeHHOCT 0ByCTPOWCTBa Tea-
TPOB, OBUIECTBEHHDbIV KOHTEKCT, BAUSHWE HAaLUWOHANbHOW KyNbTypbl 1 TO, Kak
BCe 3TV 0COBEHHOCTI BbICTYNAOT OrpaHMYUTENSIMUN 1 Cpeaoi, (opMupytoLLen
XYAOXKECTBEHHYIO Bblpa3nTeNbHOCTb cleHorpadun (Puc. 7). 4. OCHOBHble pas-
FPaHNYeHMa — MeXay CTONMYHOCTBIO M MPOBMHLMANBHOCTBIO, @ TaKKe OTAeNb-
HbIMU PErvOHaNbHbIMU BAUSHNSMN; BbIPDKAKOTCA B TUNU3AUUKU apXMTEKTYPbI
NpOCTpaHCTBa TeaTpa, HeJOCTaTOYHON TEXHUYECKON OCHALLEHHOCTH CLEHbI 1
LIEXOB, B MaflblX BIOMKETHbBIX BO3MOXHOCTSX U KYNBTYPHBIX OCOBEHHOCTSX NPO-
BUHUMANbHbIX TEaTPOB. BAnsiHne gaHHbIX hakTopoB NPUBOANT K HEobXxoAMMO-
CTV CO3AaHMS BHECLLEHWYECKOTO XapaKTepa cleHorpadum, Ho, UMes 1OBOSIbHO
CBOHOAHbBIE BO3MOXHOCTM aianTaumm clueHorpadmm K peXxmccepcKnmM peleHm-
SM, NPOBUHLMaNbHblE UNK/N HeboNbLINE TeaTpbl, B OTAMYME OT Honee KpymHbIX
C OKYCOM Ha CTOMIMYHbIX — C BbICOKMM YPOBHEM TEXHMYECKOTO OCHALIEHWS
1 BropoKpaTUK, NPUBOAAT K afanTaumu cueHorpadumn K NpoCcTpaHCTBY apxu-
TEKTYpbl 1 NPeAnoCTaHOBOYHOMY XapaKTepy NpOeKTUPOBaHUs cleHorpaduy,
4TO B UTOre ANMUHYMPYET TBOPYECKUIA MaHEBP.
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Puc. 7. CueHa 13 noCTaHOBKK
«COH CMELLHOrO YenoBeka»
(TeaTp LLUKkona gpamaTuyeckoro
UcKyccTBa, MocKBa), aBTop
doTo AnbbepT Mammes. Cue-
Horpadws aganTupoBaHa K
0CO6EHHOCTSAM MPOCTPaHCTBa
cueHbl Ha HoBocnobogckoit

Fig. 7. A scene from Dostoevsky’s
The Dream of a Ridiculous

Man (School of Dramatic Art,
Moscow). Photo by Albert
Mamiev. Scenography was
adapted to the specifics of the
Novoslobodskaya stage space*?

E.C. TpyceBwWY, AOLEHT, 1.0. 3aBKadeapon apaMaTyprum VIHCTUTYTa KMHO
n TenesuaeHns (TATP), B coobuleHnn «CMbICIOBas reOMeTpuUst Ha pa3HbiX
CTPYKTYPHbIX YyPOBHAX hvbMa» NOKa3ana BO3MOXHOCTM CO3AaHMS CMbIC/IOBOM
reoMeTpumn duabMa Ha pas3HbiXx CTPYKTYPHbLIX YPOBHSX. B kayecTse npumepa
aHaNM3MPYEeTCa KPYr Kak CTPYKTypHas ocHoBa unbMoB «OCeHHMI MapadoH»
I. NaHenus v «[oxuTuTenn Benocunenos» B. [le Cuka (Kpyr B cucTeMe CYMBO-
NI0B; 3aKONbLIOBAHHAA KOMMNO3MLMA, CO30at0WAsA KPYT; KPYr KaK rnasHas tema
v vpes). AHanusupyetcs nnHus dunbMa «BepeBka» A. XMYKOKa (MUMHWS Kak
4aCTb CUCTEMbI CUMBOJIOB, KaK OMepaTopCKas CTPaTernsg, Kak CHOXXETHasn KoMMo-
3nums). Cnupans [IHK kak reomeTpuyeckas ocHoBa unbma «TeHbl [eHbi» (2020)
— NepexoAbl aKTEPOB M3 KOMHATbI B KOMHATY MO IMHWW CNUPanu, Cnupanb Kak
opMa CIOKETHON KOMMO3ULMN.

Kpyr, cnvpanb — 370 TOXe CBOEro pOAa YHUBEPCANbHbIE apXeTUMbl, Uy-
LiMe V3 apXauKn B COBPEMEHHOCTb, 1 TeM 60osee CMOABO/b ONpeaensioLne co-
BPEMEHHOE BOCMPUATUE XYAOXKECTBEHHOIO MPOCTPAHCTBA.

* ok k

TemaTyKa CeKUMM KMHO-, BUAEO- 1 (POTOMCKYCCTBA Ha IX MexayHapoaHon
KoHbepeHUmn «[eorpadus ncKyccTsa» bbina npefcTasneHa pasHbiMy obpasa-
MU MPOCTPAHCTBA. MeXANCUMNAMHAPHBIN NOAXOA, NPAKTVKyeMbI Ha 3TOM do-
pyMme, BronHe cebsi onpaBapiBaeT U B Clyvae U3yveHus BrAe0-06pa3os B KOH-
TeKCTe UCcCnefoBaHNs MPOCTPAHCTBEHHbIX 3aKOHOMEPHOCTEN, OT hoTorpadum
[0 Xy[OXECTBEHHOTO KMHO.

2 lcTo4HMK m306paxeHns cMm. / See the image source: https://sdart.ru/project/son-smeshnogo-
cheloveka/# (15.03.2023).
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