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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 theirvocal technique

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

tPeople’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 / MaBHas 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 changedthe 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 mebs 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 I'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
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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, no6s). 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 Hukoeoa 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.

HAYKA TENEBUAEHMA 19 (2), 2023 53 THE ART AND SCIENCE OF TELEVISION



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.

3 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.

3% 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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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.
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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.

HAYKA TENEBUAEHMA 19 (2), 2023 79 THE ART AND SCIENCE OF TELEVISION



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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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
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