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

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

"Corresponding author.

""Translated by Diana Solobuto, Senior Lecturer of Moscow State Linguistic University,
Member of the Union of Writers of Russia.
The discussion of the proposed text by the editorial board of The Art and Science of Television
journal sparked a lengthy debate concerning the reader’s reception of it in the context of the
authors’ methodological focus on ethical matters (as opposed to the aesthetic approach
largely used in film studies). By publishing this article, the editors invite the whole academic
community to reflect upon the publication and provide some feedback, which may later be
presented in the journal.
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addressing the topic was the appearance of films devoted to the images of an
odious personality and viewed in a new (as opposed to old films about tyrants,
such as Caligula by T. Brass; Great Britain, USA, Italy, 1979) humane perspective.
Such are the films about Nero (Nero, directed by P. Markus; Italy, Germany,
Great Britain, France, Tunisia, 2004), Hitler (Downfall, Germany, France, Italy;
directed by O. Hirschbiegel, 2004), which have already outlined a perspective
in development, crowned by a film about the family of a death camp
commandant (The Boy in the Striped Pyjamas, directed by M. Herman; Great
Britain, USA, 2008). The focus here is on the reinterpretation of the main images
in the context of revealing some hidden personal features of the protagonists.
For this purpose, the evil they have caused is left behind the scenes, and the
viewer’s attention is focused on simple “human” emotions: Nero tearfully
regrets his crimes, Hitler suffers before committing a suicide, the concentration
camp commandant and his wife are horrified by the disappearance of their
eight-year-old son in the death camp. By disguising the true nature of the
personalities, film creators shift attention from their criminal activities to their
“virtuous” everyday life not concerning the war and the military affairs. As a
result, the works of art in question reinterpret the established characteristics
of recognizable large-scale villains and transform them into ordinary people
requiring sympathy. But, contrary to such a free interpretation of humanity,
the authors of the article present a different perspective on it, where the
studied phenomenon acts as a versatile-heroic one. Therefore, the aim of the
article is to specify the phenomenon on the basis of two opposing matrices:
1) the development of humanistic traditions—“exceeding humanity in man”
(G-H. Gadamer), 2) distorting historical facts for the sake of artificial
transformation of the representative of evil into a humane one.

Keywords: humanity and false humanity, foreign cinema of the 21st century,
military-historical, tyrant, evil and good, concentration camp, the category of
heroic-psychological and the moral, entelechy of evil
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KoHcoH TP, KoHcoH W.A. O6 UCTUHHOW M MHUMOW Y4enoBEYHOCTU B 3apy-
H6exxHoM nctopuyeckom kuHo XXI Beka // Hayka TenesmaeHus. 2023. 19 (2).
C. 111-167. DOI: https://doi.org/10.30628/1994-9529-2023-19.2-111-167. EDN:
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OB UCTUHHOW 1 MHVMOW YeOBeYHOCTH
B 3apyOEXHOM MCTOPUYECKOM KMHO
XX| Beka"

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

" ABTOP, OTBETCTBEHHbII 3@ NepenuncKy

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

INTRODUCTION

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

°B. Khavkin, speaking on Luther’s doctrine as the germ of Nazism, cites the publisher of the
Nazi anti-Semitic newspaper Stiirmer, J. Streicher, one of those sentenced to hanging by the
International Military Tribunal at Nuremberg: “In my place, Martin Luther could be sitting among
the accused, if his work On the Jews and their Lies had been presented to the court” (Khavkin,
2019, p. 180).

HAYKA TENEBUAEHMA 19 (2), 2023 118 THE ART AND SCIENCE OF TELEVISION



touched other film genres as well. In an attempt to revive an old idol transforming
itinto a human being and to evoke sympathy for him as for a sufferer (in the films
Downfall or Nero), he is turned into a symbol of good, making the audience (in
reality, millions of people) believe that this image is true and accept the concept
of concealing evil and fill the resulting gaps with made-up virtues.

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

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

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

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

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

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

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

« we are radically free;

« we are naturally inclined to good;

« we are naturally inclined to evil.

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

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

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

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

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

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

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

« human beings are predisposed to both good and evil;

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

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

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

Let us begin with the most natural form of humanity—the transformation
of an individual from an ordinary one into a Stoic. One of such examples in the
Western European cinema of the early 21st century is the film The Pianist directed
by Roman Polanski; production of Poland, France, Great Britain, Germany.
The plot is based on the biographical book by the outstanding Polish pianist
Wladyslaw Szpilman. During the occupation of Poland (1939), he, like all other
Jews, was temporarily placed to the Warsaw Ghetto, and afterwards he was to be
sentto the Treblinka concentration camp. Wladyslaw’s heroism is devoid of outer
effects. He survived in the ruins of a city with no possibilities of existence.

HAYKA TENEBUAEHMA 19 (2), 2023 121 THE ART AND SCIENCE OF TELEVISION



Humanity, not without courage, also arises in one of the officers of the
retreating German army, Captain Wilhelm Hosenfeld, who later died in a camp
for German prisoners of war (1952). Upon hearing Szpilman playing Ballade No. 1
(g-moll) by Chopin, which expresses the protesting nature of the Polish musician
(both a century earlier by the composer himself and by a twentieth-century
pianist), the German, judging by the change in his posture and facial expression,
felt respect and a clear empathy for Szpilman. The unusual nature of the situation
is reinforced by the fact that Wladyslaw, with his vivid biblical appearance, has
grown thick black hair, a beard and a moustache during the war, so that in this
episode incompatible things collide: the symbolism of Jesus Christ and the
reality of Nazism.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Another “way to humanity” is to cultivate it artificially. To confirm this idea
let us look at a couple of films on the history of the Roman Empire, created at the
same time as Downfall and Luther. These are the peplums Julius Caesar (2002,
the Netherlands, Italy, Germany, the USA; by the German and American director
Uli Edel) and Nero (2004, Great Britain, Germany, Italy, Tunisia, France; by the
English director P. Marcus). We turn to them because the image of an ancient
Roman for modern film directors has become a convenient occasion to establish
a kind of bridge between Roman dictators and some figures of recent history.
Natalia Kolokolova writes that this image in cinema has been made up of two
components: the people and the ruler. The former appears as “a cruel faceless
crowd craving for spectacle and blood. The highest degree of viciousness of the
Romans is embodied by their master, Emperor Nero” (Kolokolova, 2018, p. 97).12
Itis unknown whether thisimage becomes a reference to Hitler and Nazi Germany
or is associated with Mussolini and fascist Italy, but the very analogy with the
dictators of the twentieth century is undeniable (Kolokolova, 2018, p. 97).

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

CONCLUSION

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

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

2L All that is missing is Leopold the Cat, the main character from a Soviet animated short film,
whose catchphrase is, “Guys, let’s all get along!”
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As a result, evil here is transformed into a fictional phenomenon that is not
so negative. However, in such cases Lars Svendsen points out that our attention
towards the victim is lost (Svendsen, 2008, p. 1).

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Auschwitz to Berlin; the concentration camp prisoner Gilles nicknamed

“the Persian”).

3. Awakening of humanity in collective consciousness (American soldiers

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

concentration camp in Son of Saul).

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

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

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

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

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

* * *

BBEAEHWE

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

TeopeTnyeckass 3HAa4YMMOCTb COCTOMT B ODBOCHOBaHWUW SIBAEHWS JKe-
4eNOBEYHOCTU, KOTOpast CTaHeT dyHAAMEHTOM AanbHENLEro UcCnefoBaHms

HAYKA TENEBUAEHMA 19 (2), 2023 141 THE ART AND SCIENCE OF TELEVISION



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

®durnbMbI ¥ KOHUENLMYN

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

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

* Mbl PafjnKanbHO CBOHBOAHbI;

« Mbl MO NMPVPOAE CKIOHHbI K 106pY;

« Mbl MO NPUPOAE CKIOHHbI KO 371Y.

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

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

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

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

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

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

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

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

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

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

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

YenoBeYHOCTb, He NWLIEHHAs MYXecTBa, NPobyXaaeTcs 1 y OAHOro 13
ohu1LEPOB OTCTYNatOLLEN HEMELKOW apMU — KanuTaHa Bunbma Xo3eHdenbsaa,
BNOCNEACTBMN CKOHYABLIErocs B narepe 15 HeMeLKMX BOEHHOMNEHHbIX (1952).
yensiwas wrpy WnuneMana, vcnonHvswero bannagy WoneHa Ne 1 (g-moll),
B KOTOPOW BbIPaXEH NPOTECTHbIV XapaKTep NOAbCKOro My3blKaHTa (Kak cToneTu-
€M paHblle CaMMM KOMMO3WUTOPOM, TaK U NMMUaHWCTOM XX Beka), Hemell, cyas no
M3MEHEHMIO MO3bl U BbIPXEHWS LA, MPOHUKCS yBaxeHWeM K LnuasmaHy, nc-
MbITaB K HEMY SBHYHO 3MNaTUO. HeOBbIYHOCTb CUTYaUMM YCUNEeHa ellje 1 TeM, YTO
Bnaancnas co cBoet apkoii 61MBNeicKoin BHEWHOCTbIO 338 BPeMsi BOWHbI 06pOC
rYCTbIMU YEPHbIMY BONOCaMK, BOPOAOI 1 ycamu, bnarogaps Yemy B AaHHOM Clie-
He CTaNKVBaeTCs HECOBMECTUMOE: CUMBOVIKA XpPUCTa U peanbHOCTb HalumM3ma.
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Puc. 3. Kagp n3 punbma «Mnanuct». Pexx. PomaH MonaHcku, 2002.
HemelKuii kanuTaH npuHocnT LLUNunbMaHy efy 1 0TAaeT eMy CBOKO LWUMHENb’

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

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

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

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

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

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

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

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

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

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

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



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

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

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

O cTouHmnK n30bpaxeHns cM. / See the image source: https://daily.afisha.ru/cinema/1209-syn-
saula-drama-pro-holokost-poluchivshaya-nagrady-v-kannah-i-na-oskare/ (15.06.2023).

HAYKA TENEBUAEHMA 19 (2), 2023 148 THE ART AND SCIENCE OF TELEVISION


http://daily.afisha.ru/cinema/1209-syn-saula-drama-pro-holokost-poluchivshaya-nagrady-v-kannah-i-na-oskare/
http://daily.afisha.ru/cinema/1209-syn-saula-drama-pro-holokost-poluchivshaya-nagrady-v-kannah-i-na-oskare/

APY3eM — PSOM C HENe3HOAOPOXKHbIMU MYTAMU, KOTOPbIE SIBHO OTChINAIOT K
noesnam cMepTu 1 [oaHoBpemMeHHo) K [0bbiuHbIM] Tenexkam» (Wheatley, 2020).
Camoe HeBEpOSITHOE, YTO OH B KOPOTKOE BpeMs yHexaaeTcs, 4To U novepk Hen-
NN VAGHTUYEH C MOYEPKOM XEHbI, 1 ofexaa «normbuiein» npuwnace e Brno-
py, 1 00yBb. OH fiaXe LenyeT ee B Lensx KOHCNMpaummn neped HauuctaMu, Ho
HUMKaKMX accolmaumii B HEM He NpobyxaaeTcs. 3TOT CMa3nuBbivi U TONCTOKO-
XU yOOPLIVIK B TPAKTUPe, KOTOPbIN B Havyane BOViHbl AOHEC Ha Hennwn v TaliHo
C Hell pa3Bencs, He YyBCTBYET, YTO PSAOM C HUM — ero ilobrnmas. Ho B nocneaHvie
MIHOBEHMS OH Y3HAET ee Mo NecHe, KOTOPYH KOMAa-TO OHW UCMOAHSANN BMECTE.

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

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

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

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

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

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

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

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

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

stills/ (23.06.2023).

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

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

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

B nencTBnTenbHOCTM xe 06nnk Liesaps 6bin bonee ackeTuyHbIM, 0CObeH-
HO yxe nocne BospatleHns n3 ErvnTa.

HAYKA TENEBUAEHMA 19 (2), 2023 152 THE ART AND SCIENCE OF TELEVISION



Puc. 8. Kagp 13 dunbma «Honuii Liesapb». Pex. Ynu 3genb, 2002.
Llesapb 1 Kneonatpa

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

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

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

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

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

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

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

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

BIcToUHMK n306parkeHuns cM. / See the image source: https://ancientrome.ru/art/artwork/img.
htm?id=381 (27.06.2023).
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pv, Beflb paan Hee (1) oH XoTen co3aaTh CNpaBeanvByto Y MUIOCEPAHYIO pecnyb-
nviKy. MevanuTcs No NoBOMY 3aKa3aHHOMo UM OTPaBAEHNs CBOAHOMO HpaTta AH-
apoHuka. OCo3HaBas CBOIO BUHY, CO CI@3aMVi Ha I1a3ax NPOCUT NPOLLEHWS Y AKTE
3a TO, YTO caenan u eule fomkeH caenatb (1), xoTs B AeMCTBUTENBHOCTY €ro
OropYeHus CBSA3aHbl TONBKO C MOHUMAHKEM MPEeKpalleHnst CBOero My3blKalb-
HOro TBOpYeCTBa. («<Kakoi BeNuKMiA apTUCT nornbaeT»!)

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

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

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

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

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

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

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

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

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

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

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

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

A BMECTO CaMoro TepMI1Ha 31a NpefiaraeTcs HoBbIM Habop NOHATNIA:

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

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

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

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

1. NepepoxpaeHve HeMeLKoro odulepa B 4enoBeKa, COYYBCTBYHOLLErO

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

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

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

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

NeHaep; Bo3BpaTtusLwanca 13 OcseHummMa B bepnmH nesnua Hennu iaHu;

Y3HUK KOHLNareps XXunb KpeMbe Mo Npo3BuLLy «nepe»).

3. MpobyxaeHne 4enoBeYHOCTU B CO3HAHMW KONNeKTMBA (aMepuKaHcKme

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

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

4. MopagefeHwve YenoseKa K rpaHuLe BOIMOXHOIO MPodyxaeHUs YenoBey-

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

5. MpobyxaeHne NprBA3aHHOCTY K APYroMy Kak K CBOei COBCTBEHHOCTH

(noBap-HauwncTt Knayc k nepcy B hunbmMe <Ypoku hapcu»).
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/13 BbISIBNEHHbIX HAMW BU0B Y€/10BEYHOCTH, B KOTOPbIX OHa NPOsiBMNACh
«B OMNPefeneHHOCT ee NPEBbIWEHWS», CTAHOBUTCS O4EBUAHbBIM, 4TO Y COBpe-
MEHHbIX 3apybeXKHbIX KMHeMaTorpacucTOB eCTb BCe OCHOBAHWS pa3BuBaTb
TpaguuUMmM eBPONEeNCcKOro ryMaHnuama, Ho NonbiTKa HaBs3aTb HOBbIV B3N/ Ha
310065 Kak 406poaeTensHOro Yenoseka — NopoYHa 1 B uTore npectynHa. Mos-
TOMY MccnefoBaHne peabunntaLmm 3na noa Mackoi nobpa He ncyepnbiBaeTcs
NpennoXeHHOW CTaTbel, a Hy)XaaeTcs B AanbHeneM aHanse, KoTopblii MOXET
6bITb pa3BepHyT NoO MaTepranam HacTos el Nyénnkaumnm.
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