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HERMENEUTICS
OF THE NEO-MYTHOLOGICAL IMAGE
OF MEDUSA WITH THE HEAD OF PERSEUS

Abstract. Why is contemporary culture, with its feminist agenda, not satisfied
with the severed head of Holofernes or John the Baptist, but finds Perseus’
severed head in the hands of Medusa the Gorgon highly relevant? This
paper presents a hermeneutical analysis of neo-mythological simulacra as
manifestations of posthumanistic trends in contemporary visual culture, using
Luciano Garbati’s Medusa with the Head of Perseus, publicly installed in New
York in 2020, as an example. The hermeneutic analysis of the archaic myth and
its visual representation explores the transformation of Medusa’s image, from
its chthonic and unattractive form to a more personal and aesthetically pleasing
depiction that originated in antiquity and has influenced the contemporary
portrayal of Medusa in the media as well. The analysis then uncovers the basis

" This article is based on the report Hermeneutics of Spatial Dialogue with Medusa the Gorgon

presented at the Geography of Art Conference (May 25-27, 2023), arranged by the Russian

: Academy of Arts, Institute of Scientific Information on Social Sciences of the Russian Academy of
g Sciences, and GITR Film and Television School.
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forthefeministinterpretation of Medusa as a figure that challenges the symbolic
patriarchal order embodied by Perseus, while remaining a representation of the
uncanny.

The contemporary media’s preoccupation with the archaic heritage may be
attributed to an unconscious longing for the lost harmony with the world.
This thesis is supported by examining the cultural dialogue between Garbati’s
contemporary art object and the Renaissance sculpture by Benvenuto Cellini,
which reveals the paradox of anthropocentrism. In the context of Renaissance
tendencies, the symbolic killing of Medusa demonstrates the destruction of
a holistic human and nature consciousness, as reflected in both archaic and
religious myths. This destruction has led Western culture towards positivism,
nihilism, and self-negation, while simultaneously affirming the concept of the
superman and the nomadic subject.

Contemporary Perseus literally transforms into a body-without-organs, losing
organization and integrity; Medusa, in turn, resembles the Red Queen from Alice
in Wonderland, personifying the chaotic power of reactive forces that render a
person in a state of being a body-without-organs—or a head without a body.
Consequently, Perseus himself becomes amonsteror afailed hero, representing
the posthuman and postgender, and serving as a neo-mythological symbol of
posthumanism. However, these tendencies do not contribute to the restoration
of harmony and integrity; instead, they exacerbate internal conflict and self-
destruction in the technogenic era, leading humans to exclude themselves
from the universe and perceive themselves as system errors.

Keywords: neo-mythology, feminism, posthumanism, sculpture, chrono tope,
archetype, hermeneutics, media culture, contemporary art
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FTEPMEHEBTUKA
HEOMW®ONOTMYECKOTO OBPA3A
«ME/1Y3bl C FTONIOBOVI MEPCES»’

AHHOTaums. [oyeMy COBpeMeHHON KynbType ¢ ee heMUHUCTCKOW NOBECTKOW
HEeNoCTaTOuHO OTpybneHHol ronossl OnodepHa unm MoaHHa Kpectutens, HO
aKTyanbHa oTpybneHHas ronosa lNepces B pyKax foproHbl Meay3bi? B ctaTbe npo-
BOAMTCS repMEHEBTUYECKMI aHann3 dheHoMeHa Co3aH s HeOMUMONOrNYECKIX
CYMYNSIKPOB KaK NMPOSIBNEHUS NOCTIYMaHUCTUYECKNX TEHAEHUMIA B COBPEMEH-
HOW BM3yanbHOW KynbType Ha nprMepe 6poH30Bo CTaTym flydaHo Fapbatn «Me-
fAy3a ¢ ronoBoit Mepces», NybAuYHo ycTaHoBAeHHON B Hilo-Mopke B 2020 rogy.
B x0fie repMEHEBTMYECKOrO aHanm3a apxanyeckoro Muda v ero B13yanu3sauymnm
nceneayeTcs TpaHchopmaums obpasza Megy3bl OT XTOHUYECKM-6€306pa3Horo
00 NMYHOCTHO-MPEKPACHOTO B NEPUOL aHTUYHOCTH, YTO, B HAaCTHOCTU, NOBU-
SN0 Ha (OPMUPOBAHKE COBPEMEHHOIO MeAMiiHOro obpasa. [anee BbisBNSETCS
OCHOBaHWe MEeMUHUCTCKOW MHTepnpeTaLmmn cumsona Meay3bl, nobexaatolein
CYMBOMYECKMIA NaTprapxaTHbIA NopsaoK B nLe MNepces, Npu 3TOM 0CTaBasCh
BOM/IOWIEHNEM XKYTKOTO. VIHTEPEC K apxav4yecKoMy Hacneamio B COBPEMEHHOMN
MeauaKynsType 0bbsACHAETCS BeCCO3HATENbHbIM XKeNaHeMm 0bPecTy NPEXHIO0
rapMOHWIO YenoBeKa C MMPOM, YTO MOATBEPXKAAET aHaNN3 Ky/bTYPHOTO Avanora
COBpeMeHHOro apT-oobekTa fapbaTii  peHeccaHCHOM CKyNbnTypbl YennnHu, Bbi-
SBNSHOLLMIA NapafoKC aHTponoueHTpr3ma. CuMBoONMYeckoe youncTeo Meaysbl
B KOHTEKCTe peHeCCaHCHbIX TeHAEHLMIA AEMOHCTPUPOBANO Pa3pylleHne CBA3M
4enoBeKa 1 NPUPOAbI, BOMIOWEHHON KaK B apxanyeckoM, Tak U pennrmo3Hom
Munde, npuBealiee 3anafHyto KyNnsTypy K CaMOYTBEPHAEHMIO CBEpXYenoBeka
¥ HOMagmyeckoro cybbexta. CoBpeMeHHbIN Mepceit byKBanbHO npespallaeT-
csl B Teno-6e3-opraHos, NMLWasch OpraHMsalnm v UenocTHoCTH, a Megysa Ha-
NOMVHAET KPaCHYy KOPONeBy U3 «ANWChbl B CTPaHe Yyaec», ONNLETBOPSIOLLYIO
Xa0TUYECKYID BNACTb PEAKTUBHbIX CUA, BbIHYKAAIOWIMX YEN0BEKa HaxoaUThCs
B COCTOSIHMY Tena-6e3-opraHoB, B TOM uucne 6e3 ronosbl. Tak [lepceit cam
CTaHOBUTCS MOHCTPOM WAV repoeM-HeyaaqHIKOM, a Mo CyTW MOCTYEN0BEKOM-
NOCTreHAepoM, HeoOMUMONOrvYecKnM CUMBOMOM MOCTTYMaHW3Ma, TeH[AeH-
UMM KOTOPOrO He CMOCOOCTBYIOT BOCCTAHOBNEHWIO TAPMOHMM 1 LENOCTHOCTK,
a BefyT K ycyrybneHuo BHyTPeHHEero KoHMAMKTa v caMopaspyLleHys Yenosexa
TEXHOTEHHOW 3MOXM, KOTOPbIV CaM cebsi HaYMHAET UCKNIOYaTh U3 MUPO3AaHUs,
CYMTas OLMBKON CUCTEMDI.

" Ha ocHoBe poknaga «fepMeHeBTMKa NPOCTPaHCTBEHHOMO Aranora ¢ foproHoi Meay3oi»,
NpefcTaBNeHHOro Ha KOHdepeHUmn «feorpadus nckyccTBar, 25-27 Mas 2023 r., PAX, HOH
PAH, TUTP.
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KnioueBble cioBa: HeOMUMONOr13M, DEMUHI3M, NOCTIYMAHU3M, CKYIbNTYpa,
XPOHOTOM, aPXETUM, FEPMEHEBTUKA, MEAMaKyNbTYpPa, COBPEMEHHOE UCKYCCTBO

PROBLEM STATEMENT

In 2020, in front of the New York city court, which sentenced the notorious
producer Harvey Weinstein to 23 years of imprisonment, a two-meter bronze
statue of Medusa the Gorgon was installed intending to symbolize the #MeToo
movement. Created by Argentine-Italian sculptor Luciano Garbati in 2008, the
artwork reinterpreted the Greek myth by depicting Medusa holding the severed
head of Perseus, engaging in an internal dialogue with the renowned Renaissance
sculpture by Benvenuto Cellini (Fig. 1). However, the sculptor’s attempt to show
respect for the #MeToo movement received widespread criticism, with the main
complaint being the fact that the author of the composition was male (Cascone,
2020). Nevertheless, the sculpture is intended to serve as a symbol of feminism and
the triumph of justice against male violence.

This paper aims to investigate the mechanism behind the creation of
a system of neo-mythological® simulacra (labyrinths of reflections of reflections).
These simulacra deconstruct traditional culture through the use of rational tools,
resulting in a fragmented incoherent, and dehumanizing worldview as yet another
manifestation of posthumanism. The chosen hermeneutic method allows for the
exploration of multiple layers of understanding: the mythological context with its
psychoanalytic interpretation, the semiotic analysis of visual representations of
myth across different cultural eras, the ongoing dialogue between contemporary art
objects and Cellini’s sculpture, as well as the feminist and media culture contexts.
The research argues that by inverting mythological images, neo-mythological
simulacra demythologize and nullify the myths themselves, aligning them with
the current conformist agenda. The hypothetical assumption that myth represents
a unifying principle, establishing boundaries within contemporary culture, is
replaced by a neo-mythological model characterized by constant self-negation and
symbolic decay, which are distinct features of posthumanism.

! The author’s interpretation of neo-mythologization is discussed in: Stroeva, OV. (2022).
Neomifologicheskie tendentsii v vizual’noy kul'ture XX-XXI vekov [Neomythological tendencies in
visual culture of the XX-XXI centuries] [Doctoral thesis]. Retrieved May 20, 2023, from https://
history18.com/gorgons-in-greek-mythology/
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Fig. 1. Luciano Garbati. (2008). Medusa with the Head of Perseus?

MYTHOLOGICAL-ARCHETYPAL CIRCLE OF THE IMAGE TRANSFORMATION

The mythological image of Medusa has undergone various transformations,
evolving from a chthonic creature to an anthropomorphic being, from ugliness
to beauty, influencing its multiple functions and methods of visualization in
subsequent eras, including contemporary media culture.

In Hesiod’s Theogony of the 8th century BC, Medusa is presented as a chthonic
creature, embodying primordial horror and natural chaos, demonstrating the
aesthetics of the ugly, while also symbolizing fertility through the birth of Pegasus
and Chrysaor. The head of Medusa, as an apotropaic symbol averting evil, was
often placed on shields, armory, and used in architectural decorum, particularly as
antefixes, prominent within the Hellenic empire (Fig. 2).

2 See the image source: https://fishki.net/3450089-v-nyju-jorke-ustanovili-statuju-meduzy-
gorgony-c-golovoj-perseja-v-rukah.html (20.05.2023)
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Fig. 2. Antefix with the mask of Medusa the Gorgon from Thasos, Greece. (Third quarter of the
6th century BC). Pushkin State Museum of Fine Arts, Moscow?

Archaeologists have actively researched the image of Medusa throughout
the twentieth century. In one of his earliest studies, Arthur Lincoln Frothingham
analyzed the connection between Medusa and other deities and drew the following
conclusions:

(1) That there was an early connection with Apollo and the sun.

(2) That there was an even earlier connection with Artemis in her aspect
as Nature and Fertility Goddess, also with other Nature goddesses.

(3) That these two ideas were amalgamated and incorporated in the
Gorgon at some time later than ca. 1000 B.C. and before 600 B.C.

(4) That the Gorgon myth is an early, broad, and important nature
myth quite different from the usual conception of it, and that its plastic
expression included elements taken from Egypt, Crete, the Hittites,
Assyria, and primitive Asia Minor. (Frothingham, 1911, p. 377)

Medusa’s association with Artemis in her archaic function as the goddess
of fertility and with the archetype of the Great Mother explains the original duality

3 See the image source: http://www.antic-art.ru/data/greece_archaic/35_antefix/index.php
(20.05.2023)

* The most comprehensive overview and classification of all existing artifacts depicting Medusa
can be found in the research conducted by Anna Lazarou and loannis Liritzis (2022, pp. 47-62).
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of her image. Laying the foundation for a feminist context of interpretation of the
image, Simone de Beauvoir further explores this duality, stating that “the Woman-
Mother has a face of shadows: she is the chaos, whence all have come and wither
all must one day return; she is Nothingness. (...) Man is frightened of this night,
the reverse of fecundity, which threatens to swallow him up” (de Beauvoir, 2017,
pp. 112-113).°

On the one hand, Medusa, as a chthonic creature, personifies the fear evoked
by natural elements and incorporates life-giving chaos. She represents the uncanny
lurking in darkness, a fruit of the night that gives birth to monsters. Cinematic
depictions of Medusa retain this element of monstrosity and danger (Fig. 3).

Fig. 3. Still from Clash of the Titans. (2010). Directed by Louis Leterrier. Natalia Vodyanova as
Medusa®

The phenomenon of the wncanny, known as Unheimlich in Freudian
psychoanalysis, is considered to be initially one’s own, but becoming foreign and
dangerous as a result of repression (Freud, 2016). Julia Kristeva refers to it as the
abject, a non-object, “which | name or imagine” and which “has only one quality

°> The English quotation is from The Second Sex by Simone de Beauvoir, translated
and edited by H.M. Parshley in 1956 (p. 166). Retrieved October 20, 2023, from https://
newuniversityinexileconsortium.org/wp-content/uploads/2021/07/Simone-de-Beauvoir-The-
Second-Sex-Jonathan-Cape-1956.pdf

® See the image source: https://elika.spb.ru/aktery-pevtsy-zvyozdy/natalya-vodyanova-meduza-
gorgona.php (20.05.2023)
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of the object—that of being opposed to I” (Kristeva, 2003, p. 37)." The theme
of the uncanny, in an existential sense, can be interpreted as the tragedy of an
individual thrown into a world indifferent to them, finding themselves only in the
homelessness of existential fear. Similarly, in Martin Heidegger’s conception, being-
in-the-world manifests as a feeling of homelessness (Unzuhause), a mode of the
uncanny (Unheimlichkeit).

On the other hand, the female image with snake elements possesses
a hermaphroditic character. The uroboric snake symbolizes the cycle of life and
death, as well as undifferentiated syncretic thinking, where the phallic and feminine
principles merge. In Russian folklore, a parallel archetypal symbol is Baba Yaga,
referenced by Vladimir Propp as the Great Mother (“Yaga-giver, Yaga-kidnapper, and
Yaga-warrior” (Propp, 2022, p. 63)). Snakes, however, have never been associated
with her: her mortar and a bone leg symbolize Yaga’s connection to the realm of
the dead. Nevertheless, as the guardian of the forest and animals, an intermediary
between the world of the living and the dead, Baba Yaga is akin to Medusa in her
function as Artemis. Alexander Potebnja also noted Yaga’s blindness, suggesting
that she appears blind not only in terms of darkness-ugliness but also in terms of
darkness-death (Potebnja, 1865, p. 68). Propp explains blindness as the invisibility of
the dead to the living and vice versa, but it can also be correlated with the archetype
of vision associated with Medusa, who can petrify with her gaze. As for the snakes,
in Russian fairy tales, they are frequently associated with witchcraft and may appear
in the form of a dragon (a devouring or kidnapping serpent in Vladimir Propp’s
classification). At the same time, archaeological artifacts like the Chernihiv hryvnia
of Volodymyr Monomakh (Fig. 4) depict a female figure with snake legs, possibly
representing the Scythian Earth goddess Api, with the snakes symbolizing the roots
of the earth (Rybakov, 1949, p. 57).

"The English quotation is from Powers of Horror: An Essay on Abjection by Julia Kristeva, translated
by Leon S. Roudiez in 1982 (p. i). Retrieved October 20, 2023, from https://www.thing.net/~rdom/
ucsd/Zombies/Powers%200f%20Horror.pdf? (20.05.2023)
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Fig. 4. Chernihiv hryvnia of Volodymyr Monomakh,
11th century gold coil amulet found in 18218

In the Soviet period, the Gorgon appeared as a seductive and deadly woman in
the 1973 animated adaptation of the Perseus myth (Fig. 5).

Fig. 5. Still from Perseus cartoon. (1973).
Directed by Aleksandra Snezhko-Blotskaya. Medusa®

8 See the image source: https://ru.m.wikipedia.org/wiki/%D0%97%D0%BC%D0%B5%D0%B5%
D0%B2%D0%B8%D0%BA_(%D0%BC%D0%B5%D0%B4%D0%B0%D0%BB%D1%8C%D0%BE%
D0%BD) (20.05.2023)

° See the image source: https://triptonkosti.ru/4-kartinki/meduza-gorgona-kartinki-iz-multika.
html (20.05.2023)
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The original archaic meaning of the Gorgoneion reflects a specific
chronotope that constitutes the ancient opposition of cosmos and chaos, life and
death, while also determining the spatial boundaries of the sensory cosmos, since
the chaos enclosed in the image becomes a symbolic neutralization (sublimation)
of fear. Additionally, in the /liad, Medusa’s head is mentioned without any link
to Perseus. The life of Perseus, who embodies the archetype of the hero—“the
most glorious in the host of heroes,” as Zeus calls him (Homer, 2008, p. 320)—is
described in detail in later plays by Aeschylus, Sophocles, and Euripides, where
he defeats the forces of chaos. Thus, the Olympic order (Apollonian element)
subjugates the forces of nature (Dionysian element), revealing the nature of
classical antiquity as a mirror of social aspects: the establishment of patriarchy
and the overall process of Hellenization, which involves expanding the empire’s
borders and opposing Hellenic culture to barbarian cultures.

From a philosophical perspective, the archetypal motif of dismemberment,
such as separating the head from the body, reflects the structuring of archaic
thinking influenced by rationalization and humanization during the Hellenistic
era. This, in turn, influenced the Roman version by Ovid. The process of
Hellenization was based on contrasting rational law with the irrationality of
individual will, embodied in the tangible architectural form of the Gorgoneion,
not only within Greece but also on the periphery of the empire. For example,
antefixes with Medusa the Gorgon were discovered in Georgia (ancient Colchis,
Vani, 4th century BC). The Vani Gorgons have broad faces with deep wrinkles on
the forehead and a troubled gaze. An open mouth, outstretched tongue, and a
frowning forehead convey a certain negative emotion (Avaliani, 2012). Gorgonian
masques can also be found, for instance, on the fencing of the First Engineering
Bridge and the lattice of the Summer Garden in Saint Petersburg, defining the
boundaries of the cultural chronotope, belonging to the common European code
prevalent during the period of classicism and baroque.

According to Freud’s psychosexual theory, to behead means to castrate:
“The sight of Medusa’s head makes the spectator stiff with terror, turns him to
stone. Observe that we have here once again the same origin from the castration
complex and the same transformation of affect! For becoming stiff means an
erection” (Freud, 2021, p. 421).1° In a broader archetypal Jungian interpretation,
since the shield served as a mirror for Perseus, it can symbolize the ordering of
chaos in the shadow side of the hero’s personality, capable of combating his dark
unconscious side. This is significant for the archetype of the hero as a metaphor
for the individuation process. The fundamental dual relation of self-formation,

1 The English quotation is from the 1997 book Sigmund Freud, Sexuality and the Psychology of
Love by Sigmund Freud (p. 202).
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represented by the Lacanian concept of the mirror stage, is collaboration between
the ego and the mirrorimage, which is also the Other.

Thus, the hideously terrible image of Medusa is primarily characteristic of the
archaic period, whereas during the classical period, it transformed into a beautiful
one.! It is worth mentioning that comedic representations of Medusa also existed
during that time, for example, the Attic red-figure hydria from the 5th century BC
displayed in the British Museum, London: “Medusa’s head rests somewhat happily in
Perseus’s kibisis, her eyes closed in a manner that would indicate her happiness to
the viewer” (Wallace, 2011). The comedic element implies the aesthetics of the ugly,
so from the perspective of cultural logic, there is no contradiction in this, as comedy
served as a neutralizer or sublimation of fear. However, the transformation from the
ugly to the beautiful demonstrates the influence of the classical ideal (the Apollonian
principle of pancalistic*? perception of the world) throughout ancient Greek art.
Additionally, the motif of sacrifice and injustice emerges, indicating the dismantling
of archaic syncretism revealed in the separation of the individual from the natural.

FEMINIST CONTEXT

[t is in Ovid’s Metamorphoses that the myth of Medusa takes shape in the
story of an unfortunate girl unjustly condemned by Athena. Instead of Hesiod’s
romantic love scene on the meadow, the motif of rape emerges. While earlier myths
present this motif as one of the main archetypes of the fertility cult (such as stories
of nymphs and princesses forcibly impregnated by the Olympian gods, explaining
the origin of plants, continents, nations, etc.), feminist discourse tends to interpret
it solely in terms of individual gender and legal aspects. Notable feminist essays on
this topic include The Laugh of the Medusa and Female Rage.** Feminism diverges

! Greek archaeologists Anna Lazarou and loannis Liritzis have developed an intriguing typology
of Medusa images, encompassing a total of 564 observed artifacts from the archaic period to
late antiquity. The typology consists of the following categories: 1) Individual heads/masks
(gorgonians); 2) Mixed gorgon monsters; 3) Gorgon with animals; 4) Gorgon in the “Knielauf”
position, depicting her swiftly running; 5) Chthonic Gorgon (Lazarou, Liritzis, 2022, p. 59).

12 Derived from the Greek word kalokagathos, which signifies the possession of both beauty and
goodness.

L Cixous, H. (1976). The laugh of the Medusa. Signs, 1 (4), 875-893. The University of Chicago
Press. Chicago, United States of America.

Valentis, M., & Devane, A. (1994). Female rage: Unlocking its secrets, claiming its power. Carol
Southern Books. New York, United States of America.
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from psychoanalytic interpretations of Medusa due to their purely patriarchal view.
“Rediscovering and remembering the vitality and dark power of that Medusa can
help women to re-member themselves. (...) Contemporary women artists are
turning to this matriarchal image for inspiration and empowerment” (Bowers, 1990,
p.217).

The myth of Medusa originally belongs to cosmogonic myths: according to
its early versions, she gave birth to Pegasus (the winged horse) and Chrysaor (the
founder of a clan) from Poseidon. In classical tragedies and comedies, the social
context gradually finds reflection. Therefore, it is not surprising that modern
feminist discourse often turns to ancient classical images to advance its agenda. For
example, in Martha Hawkins’ review of a documentary about a Polish immigrant,
the author draws a comparison between two women and their stories:

Antigone, a mythical Theban woman, battles the verdict of the king,
Creon, to secure a decent burial for her brother, Polyneices. Beata,
a widowed woman from a small Polish city, battles bureaucracy to
secure a decent burial for her husband. Both women decide to take
things in their own hands when they find out that a family member
is dead. They both made a brave decision of leaving the safety of
their home and family, known in Greek philosophy as the space of
oikos, and face the consequences of transgression into the space of
the male citizens’ world, the polis. (...) Jacques Derrida calls this alterity
‘the vomit of the system’ (Citation 1986, p. 62), meaning that Antigone
comes from the outside of the system and her actions cannot be accepted
— “digested” by Creon. (Hawkins & Hawkings, 2022, p. 858)

However, in their effort to deconstruct the patriarchal symbolic order,
feminists mistakenly equate and blends non-convergent mythological and epic
layers, linking female figures like Medusa and Antigone under the umbrella of
the “struggle for civilrights,” despite Medusa originally being one of the three Gorgons
and not a human figure. Ovid imbued her with individual human characteristics,
emphasizing the ancient Greek cosmogonic principle of fate (part of the Dionysian
element, according to Nietzsche), which represents the influence of supernatural
forces beyond human comprehension, and thus created a tragic sense of existential
absurdity. The fear of natural elements has been replaced by the apprehension of
the power wielded by injustice, which could be resolved through Roman law (clearly
paralleling modern liberal rights)—the myth was rationalized. Nevertheless, Roman
consciousness remained within the confines of a naturalistic, concrete, sensory
mode of thinking. From an ancient logical standpoint, the contemporary image of
Medusa with the severed head of Perseus by Garbati can be interpreted as a symbol
of the chaotic and fertile Great Mother who subverts the cosmic order established
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by the Apollonian element. In a modern cultural interpretation, this may signify
the rebellion of the chthonic unconscious against the rational binary worldview,
leading to its deconstruction and transgression.

From a feminist perspective, Medusa seeks revenge on the entire male
symbolic order by killing the hero, who is not directly responsible for her rape or the
humiliation of her feminine dignity, but who sees her as a monster, while in reality,
she is a victim of this oppressive order. However, the sculptor himself falls into
a trap: he deprives Medusa of her feminine fertility principle, almost rendering her
sterile and stripping her of feminine power (lacking clearly defined genitals, as seen
in Paleolithic Venuses). Simultaneously, the snakes on her head are accentuated
as a dangerous force of the Other. The sculptor inadvertently becomes a victim of
the emerging matriarchy and is compelled to comply with the new value system,
although he unconsciously protests against it.

DIALOGUE WITH CELLINI

During the Medieval period, the justification for the existence of evil and
ugliness in the world became one of the central themes in the reasoning of Aurelius
Augustine, who emphasizes that “error too is a part of the general order” (Eco,
2007, p. 44).* In the Renaissance era, attention to the grotesque took on a realistic
character, as demonstrated by Verrocchio’s shield of Medusa or the lost drawing by
Leonardo da Vinci, recreated by Caravaggio (Fig. 6).

This trend can be further observed in the Barogue era, notably exemplified by
Peter Paul Rubens. In his treatise On Ugliness (1635), Antonio Rocco states that he
wants to talk about ugly things because “things that are always sweet and pretty are
inevitably nauseating in the end” (Eco, 2007, p. 149).2°

" The English quotation is from On Ugliness, edited by Umberto Eco, translated by Alastair
McEwen in 2007 (p. 44). Retrieved October 20, 2023, from https://www.docdroid.net/wcOzvTl/
umberto-eco-on-ugliness-pdf#page=44
> The English quotation is from On Ugliness, edited by Umberto Eco, translated by Alastair
McEwen in 2007 (p. 149). Retrieved October 20, 2023, from https://www.docdroid.net/wcOzvTl/
umberto-eco-on-ugliness-pdft#page=149
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Fig. 6. Michelangelo Merisi da Caravaggio. (1597). Medusa*®

Despite these realistic tendencies, the sculpture by Benvenuto Cellini, created
between 1545 and 1554, commissioned by Duke Cosimo de’ Medici, and academically
associated with Mannerism, presents Medusa’s face and body as aesthetically pleasing
and refined (Fig. 7).

It is worth noting that Cellini’s sculpture was installed in Piazza della Signoria
in Florence and compositionally positioned between Michelangelo’s David and
Donatello’s Judith and Holofernes. All three sculptures share a common motif:
severed heads, symbolizing different stages of Renaissance history. The polylogue
between the three statues in the context of the central square of Florence presents
a particular interest for analysis. The fact that David and Judith (Old Testament figures)
are placed alongside the ancient figure of Perseus is characteristic of the eclecticism
of the Renaissance, which can be explained by the anthropocentric tendencies and
a turn towards an empirical and naturalistic worldview. Materialism and the Killing
of the Collective Father (the Christian religious transcendent principle), as defined
by Erich Neumann, generally characterize the transition to the Modern era. Aleksei
Losev, indiscussing the materialistic and individualistic aesthetics of the Renaissance,
highlights the crisis of the self, where one, remaining personally opposed to the entire
cosmos, already feels the boundless horror of their own loneliness and helplessness
in front of this cosmos. Being isolated, one can no longer rely on another equally
self-contained and lonely individual (Losev, 2021, p. 391).

16 See the image source: https://ru.wikipedia.org/wiki/%D0%9C%D0%B5%D0%B4%D1%83%D
0%B7%D0%B0_(%D0%9A%D0%B0%D1%80%D0%B0%D0%B2%D0%B0%D0%B4%D0%B6%
D0%BE)#/media/%D0%A4%D0%B0%D0%B9%D0%BB:Caravaggio_-_Medusa_-_Google_Art_
Project.jpg (20.05.2023)
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Fig. 7. Benvenuto Cellini. (1545-1554). Perseus with the Head of Medusa®’

Severed heads can incarnate authority and the acquisition of the enemy’s
power: the decapitated Goliath, Holofernes, and Medusa symbolize conquest of the
land and triumph over the Other as a symbolic order. This transformation occurs not
only through a shift in political governance but also through a radical disruption of
ideological paradigms. But while the female figure of Judith can be easily understood
as a civic achievement and a symbol of the Florentine Republic under Medici’s
democratic rule, and Michelangelo’s David (portrayed as the beautiful Apollo),
defeating Goliath, clearly signifies the victory of the ideal human over nature, Perseus,
seemingly, becomes a pure allegory and intellectual construct. In the image of this
ancient hero, Cellini conceptually glorifies the triumph of the Medici family over their
rivals. However, the theme of power is emphasized here not only within a narrow
historical and political context but also from a broader philosophical perspective.

Culturally, humanism asserts itself through the figure of Perseus, presenting
a concrete materialistic manifestation of the disrupted harmony between humans

!’ See the image source: https://ru.wikipedia.org/wiki/%D0%9F%D0%B5%D1%80%D1%81%D0
%B5%D0%B9 (20.05.2023)
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and nature, which ultimately led Western episteme towards positivism, then nihilism,
and self-negation. Vladimir Solovyov highlighted the grand purpose of Western
civilization, stating that it represents the complete and consistent departure of human
natural forces from the divine principle, their exclusive self-assertion, the desire to
establish the edifice of universal culture on their own. Through the inconsistency and
fatal failure of this aspiration, self-denial grows (Solovyov, 2021, p. 19). Symbolically,
the killing of Medusa signifies the self-assertion of a spontaneously artistic individual,
as defined by Losev. In Deleuzian interpretation, it represents the self-assertion of
a nomad, implying the absolutization of individual will, liberation from the control
of superhuman principles, and aesthetic demiurgy. This concept is concretized by
the presence of Cellini’s own portrait on the back of Perseus’s helmet (Fig. 8).

In contemporary sculpture, Perseus transforms into a body-without-organs (a
head without a body loses its organization; by the way, it also reflects the features of
Garbati). Medusa, at the same time, becomes an excellent confirmation of the trend
inherent in the Renaissance: she demonstrates the paradox of humanism, which is
the fact that it led to the phenomenon of posthumanism, since Western civilization
has established both an endless desire and the impossibility of satisfying it (Solovyov,
2021, p. 27).

Fig. 8. Benvenuto Cellini. Perseus with the Head of Medusa (fragment). Perseus’ helmet®

18 See the image source: https://unitalia.ru/lodzhiya-lantsi-vo-florentsii/ (20.05.2023)
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According to Gilles Deleuze and Michel Foucault, the concept of a technogenic
personality as a body-without-organs liberates it from the shackles of power and
authority, particularly metaphysical and idealistic ideologies. An individual who has
lost subjectivity becomes an absenttarget. The Otherin therole of the externalis power,
but not as aform of domination, rather as dynamic relations of active heterogeneous
forces. In other words, it is a kind of Medusa-Rhizome. Hannah Arendt suggests that
“only by sustaining the inherently uncontrollable character of action can human
beings dwell in something called a political community” (Sjoblom, 2023, p. 146). In
his Alice in Wonderland, Lewis Carroll created nomadic images through absurdist
aesthetics correlating with the Deleuzian disjunctive synthesis as a combination of
incompatible elements. Comparing the motif of severed heads in Alice with Garbati’s
contemporary sculpture, Medusa can be seen as Carol’s Red Queen (with her oft-
repeated “Off with his/her head!”), embodying the chaotic power of reactive forces
that prompt a state of fluidity and a body-without-organs, including without a head.
Thus, Perseus becomes a fantastic monster, a posthuman postgender entity (since
he has no body, he is devoid of gender characteristics). It is not coincidental that
feminist discourse actively develops the idea of the posthuman, as the resolution of
the “woman as the Other” issue in European culture merges with the notions of non-
binary, post-anthropocentric, and post-dualistic deconstruction. Thus, a posthuman
is described within the context of nomadism, including for the purpose of eliminating
the subject/object opposition in relation to technological changes in culture (Kruvko,
2023, p. 127).° The concept of the posthuman encompasses several aspects. On
the one hand, the symbiosis with technologies leads to changes in personal self-
identification, the disruption of subject integrity (including transformations in
the concept of corporeality), possibly even the elimination of consciousness (which is
actively explored in analytical philosophy of mind). On the other hand, the principle
of anthropocentrism in general theory and philosophy of culture is replaced by the
tendency of deanthropocentrism, that s, an attempt to shift the idea of humans from
the center of the universe, to overcome Kant’s correlationist subjectivism in favor of
an objective reality (the position of speculative realism).

Works of art reflect, in a syncretic form, not only the specific intentions of
their authors but also general subject-object relations at each stage of cultural
development, in general being aform of reproduction of human existence. The myths
of Medusa and Perseus, along with Oedipus or Narcissus, are archetypal and reflect
fundamental relationships between man and the world and the process of thought
formation at different stages of the evolution of self-consciousness. Luciano Garbati’s
contemporary sculpture, along with its literal feminist aggression, demonstrates

19 See the review of posthumanism conceptions in the paper “Woman Other as a ground for
posthuman subjectivity in contemporary science fiction cinema” (Kruvko, 2023)
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a general trend of anthropocentrism being destructed under the onslaught of
the monster created by mankind itself—technogenic civilization. In archaic culture,
Medusa personified natural chaos, which stood in opposition to the rational order
created by humanity. She represented the Other, a monsterin female form challenging
the rational patriarchal hierarchy, which already in the Classical period laid the ground
for the idea of a subject dominating over the universe—an idea which consolidated
in the humanistic aesthetics of the Renaissance and embodied in the image of the
revived Perseus. This image was then preserved in classicism and baroque, until
modernism, influenced by Nietzschean and Freudian ideas, began to dismantle
the subjective integrity, which had been built on the dominance of Cartesian
rationality; this destruction was visually reflected in fluid surrealistic images.
Nevertheless, such a radical revolution—Medusa’s victory over Perseus—only became
possible in the context of postmodern deconstructionism and posthumanism. First
of all, and at a minimum, it demonstrates the literal dismemberment of the human
being, which absolutely correlates with the concepts of nomadism and posthumanism
in terms of the destruction of subjectivity. But who is this contemporary Medusa? She
is still the same monster, an alien and the Other, posing a mortal threat. If we perceive
Medusa as a representation of technogenic civilization (as she bears resemblance to a
robot with a nod to DonnaHaraway’s Cyborg Manifesto), she can serve as an allegory
for the global network and artificial intelligence. With a tangled mass of snake-like
neural networks adorning her head, she displaces the “human” and strips it of power
and inherent integrity. But perhaps she herself is the existential reality that punishes
a person “existing in a new digital reality—the reality of a posthuman transition, in
which a person loses his ontological dimension and becomes one of many ontic
constructs” (Davydov, 2022, p. 138).

MEDIA CONTEXT

Throughout the centuries, the representations of Medusa have always been
public. In the archaic and classical periods, her image frequently appeared as an
integral element of architecture and vase paintings, constantly accompanying
everyday life and serving as an essential part of magical thinking. The Renaissance
similarly displayed Medusa’s image in public places. But from the 17th to the 19th
centuries, it became the subject of more elitist, academic, and museum art—the
aesthetization of form is evident in sculptures by Bernini and Marqueste. Modernism
showed less interest in ancient Greek mythology, but Salvador Dali did create
sculptural and decorative Medusa images in a surrealistic vein. In postmodern
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aesthetics, Medusa has become a public figure again: apart from Luciano Garbati’s
artwork, there is a public art sculpture by Mexican artist Javier Marin. Later, Medusa
has made appearances in cinema, becoming a recognizable media character in
the comics and fantasy universes.

So, in ancient and Renaissance times, the viewers were fully aware of
the mythological context, since this image was part of their symbolic chronotope.
Nowadays, the elements shaping the perception of Medusa the Gorgon are influenced
by media culture, which plays a significant role in organizing our contemporaries’
semiosphere. It has already formed a specific visualimage in mass culture, displacing
images from other sources.

In early films, such as the 1963 Italian-Spanish film Medusa Against the Son of
Hercules (Italian: Perseo l'invincibile), Medusa was portrayed as a horrifying monster
resembling a leafless tree or a tangle of roots with a flaming eye that pierced
everythingaround (Fig. 9). This abstract and rather original representation conveyed
the deadliness of the Gorgon’s gaze.

Fig. 9. Still from Medusa Against the Son of Hercules [film, 10:21] (1963). Directed
by Alberto de Martino. Medusa®

In the 1969 British science fiction series Doctor Who, Medusa appeared as
a reference to the past of human civilization, a manifestation of cultural memory
brought to life in the Land of Fiction (Fig. 10). The Doctor, a symbol of scientific
consciousness, convinces his companion Zoe that the monster is mythological, that

2 See the image source: https://www.youtube.com/watch?v=P1iAHF906GY (20.05.2023)
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is, fictional. But since in the fantastic reality she becomes tangible—first as a statue
and later as a living creature—the heroes have to engage in battle. Following Perseus’
example, the Doctor used a mirror to turn Medusa into stone.

In the Soviet cartoon Perseus (1973), Medusa is portrayed as a winged nymph
with enormous, ever-changing eyes, collecting stone monuments of her victims on
her island (Fig. 11). Ancient Greek images in Soviet animation are reinterpreted in
visual term, deviating from traditional aesthetics and embracing avant-garde styles.

In general, twentieth-century filmmakers predominantly used the archaicimage
of Medusa without rethinking her role as a monster, often straightforwardly retelling
the myth without resorting to deconstruction.

Fig.10. Still from the Doctor Who series. (1969). Medusa®

2L See the image source: https://tardis.fandom.com/ru/wiki/Mepy3a (20.05.2023)
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Fig. 11. Still from Perseus cartoon. (1973).
Directed by Aleksandra Snezhko-Blotskaya. Medusa?

New trends are emerging in the 21st-century film industry. For instance, in
the 2010 film Clash of the Titans, the role of Medusa is played by top model Natalia
Vodianova. She appears as an evil creature with a snake-like body and the recognizable
attribute—snakes instead of hair (see Fig. 3). She is still monstrous, but elements of
attractiveness and sexuality accompany herimage, similar to the aesthetics of ancient
classics, baroque, and classicism. In the 2010 film Percy Jackson & the Olympians:
The Lightning Thief, Uma Thurman takes on the role of Medusa the Gorgon. She looks
like a modern woman in a tight leather suit, concealing her snake-like hair under a
headdress (Fig. 12). The book from Rick Riordan’s series, which served as the literary
basis for the film, exemplifies neo-mythologizing tendencies: the action is set in the
United States, and the protagonist, a 16-year-old teenager, struggles with dyslexia
and ADHD. The hero archetype is deconstructed and subjected to psychoanalytic
self-interpretation and disjunction, allowing it to be perceived simultaneously on
two levels, as a symbol and as reality. Percy defeats Medusa with the help of his cell
phone, using video footage as a mirror.

2See the image source: https://dzen.ru/a/YTnbVulLXeTh2_ajF (20.05.2023)
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Fig. 12. Still from Percy Jackson & the Olympians: The Lightning Thief. (2010). Directed by Chris
Columbus. Uma Thurman as Medusa®

It is evident that the portrayal of Medusa the Gorgon in 21st-century
cinematography synthetically incorporates various layers, ranging from archaic to
modernism, reinterpreted and deconstructed. On the one hand, these images can
be outwardly beautiful and refined, reminiscent of Hellenistic and classical examples.
On the other hand, they retain their dreadful nature, embodying natural chaos and
symbolic evil.

Such an approach to creating screen images demonstrates neo-mythologizing
tendencies in their neo-archaic aspect. Itimplies fascination with pre-logical thinking
and the syncretism prevalent during those early stages of cultural development,
when humans were intimately connected with nature and animals. In this sense,
the statue Medusa with the Head of Perseus manifests the idea of biocentrism in
opposition to anthropocentrism. It correlates with the concepts of speculative realism
and philosophy of mind, which perceive humans as one of the natural phenomena,
(20.05.2023)a biorobot controlled by neurophysiological processes. Nevertheless,
Medusa remains a frightening Baba Yaga, which in the viewer’s perception is rooted
not only in specific visual experience, whatever they may be—films, sculptures,
comics, and so on, but primarily in the collective unconscious. The archaic fear of the
existential emerges with renewed force in this work, and the existential homelessness
in the new phase of technological civilization development only intensifies this horror.

“See the image source: https://jpegfoto.ru/dajoon-medusa-kupit (20.05.2023)
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CONCLUSION

Medusa severing the head of Perseus serves as a neo-mythological symbol that
has emerged as a result of rationalization. It does not seek to restore harmony and
integrity but rather elevates humanistic issues to a new level of internal conflict and
self-destruction. Luciano Garbati’s sculpture demonstrates how external and internal
chaos erodes subjectivity void of idealistic values. The mighty chthonic Mother Nature
punishes the human who deludes himself into believing they are a Nietzschean
Superman and thus literally “lose their heads.” By destroying transcendental principles
and engagingin perpetual conflict with the universe, the person alienates themselves
from it, perceiving themselves as a mistake or something meaningless. The image of
Perseus”headin the hands of Medusa symbolizes a failed hero (posthuman), stripped
of consciousness as an ideal sphere, reduced to a “philosophical zombie” (as defined
by Dan Dennett), a useless severed head. Medusa with the head of Perseus is an
alarm signal indicating how a purely materialistic, empirical, or excessively rational
worldview leads to self-destruction.

MOCTAHOBKA MPOB/IEMbI

B 2020 1. B Hblo-Mopke, HanpoTus cypa, rae npogocepa Xapsu BaliHiwTeliHa
NPUroBOPWAY K 23 roflam nLLIEHNs CBOBOAbI, YCTAHOBUAMN ABYXMETPOBYIO BPOH30-
BYIO CTaTyto [oproHbl Mefy3bl, NpY3BaHHYH0 CUMBONN3MPOBATL ABVKEHME «<MeToo».
Mpoun3BefeHve co3gan XygoXHNK apreHTUHO-UTaNbIHCKOrO NPOUCXOXKAEHMWS
JNlyyaHo Fap6aTtu B 2008 rofly, NnepeocMbicAnBas rpedecknin Mud (Meay3a aepxmT
oTpybneHHyto ronosy Mepces) 1 Beast BHYTPEHHWIA AVanor co 3HaMeHUToM PeHec-
CaHCHON CKyNbNTYypoii BeHBeHyTo HennuHu (pyc. 1). OgHaKo NonbiTKa CKynbnTopa
NPOSIBUTb YBaXeHWe K ABkeHW0 «<MeToo» bbina pacKpuT1MKOBaHa, OCHOBHOM Nnpe-
TeH3Kelt cTan ToT PaKT, YTO aBTOPOM KOMMO3MLMK BbICTYNUA Myx4mHa (Cascone,
2020). TeM He MeHee CKynbNTypa NO3ULUMOHMPYETCS KaK CMBOA GEMUHU3MA U
TOPXeCTBa CNpaBefIBOCTM MPOTUB MY>CKOTO HacUauS.

3apayvanccneoBaHVs COCTOWT B TOM, HTOObI C MOMOLLbIO FePMEHEBTUHECKOTO
aHann3a BbIBUTb MEXaHW3M CO3[aHNs CUCTEMbI HEOMUMPONOTNYECKIX! CUMYNSKPOB
(NabUPVHTOB OTPaXKEHMIN OTPAXEHWIA), KOTOPbIE AEKOHCTPYMPYIOT TPaanLMIo C

! KoHuenuus Heommdonornsaumny paccMaTpryBaeTcs B CTaTbe B aBTOPCKOW MHTEpnpeTaumm:
Ctpoesa 0.B. (2022). Heomudonornyeckue TeHAEHLMN B BU3yanbHON KynbType XX-XXI BEeKOB.
[nccepTauums Ha COMCKaHve y4eHOI CTeneHy JokTopa Kynstyponoruu. https://disser.spbu.ru/
zashchita-uchenoj-stepeni-spbgu/750-stroeva-olesya-vitalevna.html (20.05.2023).
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MOMOLLbIO PALMOHANbHbBIX MHCTPYMEHTOB, 4TO, Ha Hall B3NS, TPYBOAUT He K rap-
MOHM3aUMUV U LeNOCTHOCTM KapTUHbI MMPA, @ K HOBOMY BUTKY A€ryMaHW3npyoLLeit
pa3apobIeHHOCTM Kak OIHOMO 3 MPOSIBAEHWI NOCTTYMaH3Ma. FepMEeHEBTUYECKUI
MeTOg, NO3BOMNT HaM NPOWTH HECKONbKO KPYroB MOHUMAaHWMS: MUMONOrMYEeCKn
KOHTEKCT ¥ ero NcuxoaHanuTUYeckylo MHTEePNpeTaLmio, CeMUOTUYECKIIA aHanw3
COOTHOLLIEHWS 31EeMEHTOB B CTPYKTYpe B13yanbHOW penpeseHTaummn Muda B pas-
Hble KyNTYPHbIE 3NOXM, HENOCPEACTBEHHbIV AMaNnor COBPEMEHHOIO apT-06beKTa
W CKyNbNTYpbl YeNnnHM B NPOCTPAHCTBEHHOM KOHTEKCTe, DEMUHUCTCKUIA 1 Me-
ANaKyNbTYPHBbIV KOHTEKCT BOCMPUSATUS NpoM3BeaeHs. B cTaTbe npegnonaraercs
NOATBEPAUTS CNedytoLLyIo FMNOTE3Y: CO3AaBas NepeBepTbill MUda Un apxeTunu-
yeckoro obpasa, HEOMUMONOTMYECKN CUMYNSAKP AeMUDONOrU3npyeT cam Mud,
TO eCTb OBHYASET ero, a 3aTeM HaflenseT Tekyllen KOHMOPMMUCTCKON NOBECTKOW.
Mud kak cobupatoliee Havano 1 yCTaHOBAEHKE PaHNML, XPOHOTOMNa CMEHSTCS Ha
HeoMund — COCTOSIHVIE MOCTOSIHHOTO CaMOOTPULIAHMS U CUMBONMYECKOTO pacnaaa,
4TO SIBNAETCS XapaKTepHOW 4epTol MOCTryMaHmn3ma.

Puc. 1. /lyyaHo lap6aTun. Megy3a c ronosoii Mepces, 20082

2cToUHMK n306paxenmns cm.: https://fishki.net/3450089-v-nyju-jorke-ustanovili-statuju-meduzy-
gorgony-c-golovoj-perseja-v-rukah.html (20.05.2023).
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MN®OIOTMYECKN-APXETUNNYECKWIA KPYT
TPAHCOOPMALINI OBPA3A

0O6pa3 Meay3bl B Mucdonorumn npetepnen TpaHcHopMaLmnio 0T XTOHUYe-
CKOTO [10 @aHTPONOMOPHOro CyLlecTBa, 0T 6€306pa3HOro K MPeKpacHoMY, 4TO
NOBAWS/IO Ha ero pasnuyHbie MyHKUMK 1 CNocobbl BU3yanu3auuu B nocneay-
folLVie 3MOXM, B TOM YMC/E B COBPEMEHHON MeamnakynsType. Tak, y fecMoaa B
«TeoroHum» VIIl B. o H.3. f[OproHa n3HavyanbHO NPefacTaBNeHa Kak XTOHMYecKoe
CYLIECTBO, ONNLIETBOPSIOLLEE NEPBOPOAHbIN YXKAC U NPUPOMHbIA Xaoc, Bbipa-
XKEHHble B 3CTETHKe 6e300pa3HOro, OHAKO Y)Ke NMes IBONCTBEHHOE 3HaYeHNe,
CBsi3aHHOEe ¢ PyHKUMEN nnofgopoams: oT lNocelgoHa oHa poxaaeT Meraca u
Xpucaopa. Kak anotponuyecknii cumMeon (obeper oT 3na) obpas Mefy3bl 130-
Hpaxancs Ha WuTax v JOCrexax, a TakKe B Ka4ecTBe apxMTeKTypHOrO 31eMeHTa,
yatle BCero aHTedyrKCoB, PacnpoCTPaHeHHbIX Ha TEPPUTOPUN BCEM INNNHCKOM
vmnepun (puc. 2).

Puc. 2. AHTedukc ¢ ronoBoii FoproHbl. OcTpoB dacoc, Mpeuus. TpeTbs 4eTBepTb VI B. A0 H.3.
MWW nm. A.C. MywknHa®

3 NcTouHMK n3obpaxeHns cM.: http://www.antic-art.ru/data/greece_archaic/35_antefix/index.
php (20.05.2023).
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ViccnepoBanus obpasa Mefy3bl Ha OCHOBE apXeoNorMyecKmnx HaxoLoK
aKTUBHO MPOBOAMINCH B TeveHMe Bcero XX Beka®. B 0jHOM M3 caMbiX paHHMX
apxeonor A.Jl. ®poTUHIIM aHanu3npoBan obpas Meaysbl B CBA3N C APYrMMHU
HoXecTBaMM v Npulien K cneaytoum Boioaam: «(1) nepoHavanbHo CylecTBo-
Bana CBs3b [OProHbl C AMOANOHOM 1 CONMHLUEM; (2) NpocnexusaeTcs elle 6onee
paHHAS CBSA3b C APTEMUION B ee acnekTe 60rMHM NPUPOAbI U Nnoaopoaus; (3)
3Tn ABe naewn 6uinn obbearHEeHbl U BOMOLLEHbl B ToproHe B nepuop ¢ 10 no
6 BB. 0 H.3.; (4) M o ToproHe 6onee paHHWA, WNPOKWIA 1 3HAYUMBIN, YeM ero
00bIYHO NPeACTaBASIOT, @ €ro BU3yanu3auns BKIKOYAET B cebs ermneTcKme, KpuT-
CKMe, XeTTCKUE U acCHpWICKMe 3eMeHTbl KynbTypsl Manoii Asum» (Frothingham,
1911, ¢. 377). AccoummpoBaHwe ToproHbl C ADTEeMU0N B ee apXxauveckon hyHKLMK
60rviH1 Nnoaopoavs v apxeTnnomM Benvkoit MaTepn 06bsCHAET M3HaYanbHyo
ABONCTBEHHOCTb 3TOro 0b6pasa. Kak nuwet CumoHa e bosyap, co3nasas 6a3y ans
(bEeMUHUCTCKOTO KOHTEKCTa MHTEPNpPeTaLyin 06pasa: «y KeHLUMHbI-MaTepy Ha nuue
neyaTtb TbMbl: OHa — Xa0C, U3 KOTOPOTO BCE BbILMO U KyAa BCE AOMKHO OAHAXKAbI
BEPHYTbCS; OHa — HYTO. B HOUM CAMBAETCS BOEAVIHO MHOXECTBO acNeKTOB M1Pa,
SIBIEHHbIE AHEM: 3TO HOYb [yXa, TOMSLLErocs B NaeHy BceobLiell v HenpoHMLaeMon
MaTepum, HOYb CHa W NMYCTOTbI. B MOPCKUX IyOUHaX LapuT HOYb: XKEHWMHA — 3TO
Mare tenebrarum (cymepeyHoe Mope), BHyLIaBLLIEE CTPax APEeBHUM MopeniaBaTe-
NsIM; B HeIpax 3eMv TOXe LapuT HoYb. 3Ta HOYb, FPO3silas MOrMOTUTb YenoBeka,
HOYb, 0OOPOTHASA CTOPOHa NNOAOPOAVS, BCENAET B Hero yxac» (bosyap, 2017,
€. 112-113). C oiHOM CTOPOHbI, Mefly3a Kak XTOHMYEeCKOe CyLIeCTBO SABNAETCS Nep-
COHMDVMKaLWen cTpaxa nepea NpupoaHoN CTUxMelt, obnaaatoLLeit cunow n onute-
TBOPSIOLLEN XMBOTBOPSILLMI Xa0C, OHa €CTb MPOSIBEHNE XKYTKOTO, TasLLerocs Bo
TbMe, NN0f HOYM, MOPOXKAAIOWIEN MOHCTPOB. B KnHemaTorpadhmyeckmx obpasax
COXPaHSETCS 3TOT 3M1eMEHT MOHCTPYO3HOCTH 1 ONacHOCTH (puc. 3).

+00630p TaKoBbIX NpeacTaseH B ctatbe A. flasapy 1 W. iupuuwc (Lazarou, Liritzis, 2022, c. 47-62).
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Puc. 3. Kagp u3 dunbma «brutea TUTaHOBY, pex. /lyu JleTepbe, 2010.
B ponu Mepy3bl foproHbl HaTtanbs BogsiHoBa®

deHoMeH xyTKoro — dpenagunctckoe Unheimlich — paccmatpuBaeTtcs
B MCMXOaHaNM3e KaK M3HavyanbHO CBOE, HO B pe3ynbTaTe BbITECHEHWS CTaHO-
BALLErocs YyXKuM 1 onacHeiM (®pena, 2016). HOnus KpucteBa HasbiBaeT OT-
BpaTUTeNbHOE abject — HeoGbeKTOM (Object), «KOTOPBIN 5 Ha3biBaKD UK BO-
obpaxato, Korga OH MpoTMBOMOCTaBneH MHe» (Kpuctesa, 2003, c. 37). Tema
XKYTKOIO B 3K3UCTEHLMANBHOM K/TO4E MOXET ObiTb MPOUMHTEPNPETVPOBAHA Kak
Tparefus YenoBeKa, BbIOPOLWEHHOIO B He3pasfinyHbIi K HEMY MUP, B KOTOPOM
NG B 6€300MHOCTY IK3UCTEHUMANBHOIO CTPaxa OH MPUXOAUT K caMoMy cebe.
Tak vy M. Xaligerrepa ObIThe-B-Mype NPOSIBASETCS Kak HYyBCTBO He300MHOCTY
(Unzuhause), To ecTb Mmopayc xyTkoro (Unheimlichkeit).

C Opyrovi CTOPOHbI, XXeHCKU 06pa3 CcO 3MEUHbIMK 3NEeMEHTaMN 1MeeT
repMadpoanTHbIV XapaKTep, MOCKO/bKY ypobopuyecKas 3mes cama no cebe —
3TO UMK KU3HW 1 CMEPTU, @ Takke 1 repMadpoamnT, CUMBONV3UPYIOLLMIA Hepac-
4NEeHeHHOe CMHKPEeTUYECKOe MbllUNeHe, rae Maninyeckoe 1 KEHCKOe Havano
CnMBatOTCH BoeamnHo. MapannenbHbiM apxeTUNMYeCcKnMM CUMBOSIOM B PYCCKOM
donbknope asnsgetcs baba-Ara, o KoTopoii B. Mponn nucan, kak o Benvkoit Ma-
Tepu («sira-gapuTenbHMUA, Sra-noxMTUTENbHKLA 1 sra-BouTenbHuua» (Mponn,
2022, c. 63)), HO 3Mew HMKOrda He bbinv ee aTpMbYTOM (CTyna M KOCTSHas Hora
— NPUHABNEKHOCTb K MUPY MepTBbIX). OfHAKO KaK XpaHWTeNbHYMLA Neca U xu-
BOTHbIX, TPOBOAHMNK MEXIY MUPOM XMBbIX 1 MepTBbIX baba fra cpogHu Meayse
B yHKUMK ApTemuabl. A. TIoTebHs oTMevan Takke cnenoTy Aru: «Bo3MoxHO,

> VIcToUHMK n30bpaxeHus cm.: https://elika.spb.ru/aktery-pevtsy-zvyozdy/natalya-vodyanova-
meduza-gorgona.php (20.05.2023).
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47O baba Bb KMypKaxb NpeacTaBAseTcs CAENOK He TONbKO Bb CMBICAH MpaKa —
6e306pasis, HO 1 Bb CMbICNE Mpaka — cMepTu» (MoTebHs, 1865, ¢. 68). B. Mponn
06BACHSAET CNENOTY KaK HeBWAMMOCTb MEPTBbIX XMBbIM 1 HAOOOPOT; TEM He Me-
Hee, ee MOXXHO COOTHECTM C apxeTWMOM 3peHUs, KOTOPbI CONPOBOXAaeT obpa3
Mefy3bl, TaK Kak ee B3rnsf NPoM3BOAUT IPPEKT oKamMeHeHWs, TO eCTb ymepLu-
BNeHus. YTo kacaeTcs obpasza 3mew, TO OH CBsI3aH C KONLOBCKOW CUOM B PYCCKHMX
CKa3Kax v BCTpeyaeTcs B BUAE pakoHa (3Meli-NornoTuTenb Uav 3Men-noxuTuTeNb
y B. Mponna). OgHaKko N3BeCTHa apxeonornyeckas HaxogKa «4epHUroBcKas rpue-
Ha Bnagnmupa MoHoMaxa» ¢ M300paxeHneM 3mMeeBMKa (pUC. 4) — KeHWUHbI Co
3MeVHbIMU HOraMi — Mo OAHON U3 Bepcuit 0bpas cCKUdCKon 6ornHmn 3emnm Anu,
rfie 3Meun acCcoUMMpYHTCs C KOPHSMU v Cokamm 3emnu (Peibakos, 1949, ¢. 57).

Puc. 4. YepHurosckas rpusHa Bnagumupa MoHomaxa, 3on10Toi 3meeBuK X Beka,
HaliaeHHbIn B 1821 roay ©

B coBeTckol Tpaguumum foproHa nosiBuaach B aHMMaLMOHHOW KpaHu3a-
umv Muda o MNepcee 1973 1. (puc. 5).

® MICTOYHMK n306paxeHns cM.: https://ru.m.wikipedia.org/wiki/%D0%97%D0%BC%D0%B5%D
0%B5%D0%B2%D0%B8%D0%BA_(%D0%BC%D0%B5%D0%B4%D0%B0%D0%BB%D1%8C%D
0%BE%D0%BD) (20.05.2023)
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Puc. 5. ToproHa. Kagp 13 Mynstcunbma «Mepceit», pex. A. CHexko-bnoukas, 19737

TakvM 0bpa3oM, M3HaYanbHbIM apxanyecKkuin cMeicn TOproHenoHa ove-
BMAHO OTPa)@eT XPOHOTOM APEBHEro Muda MpoTVMBOMOCTABNEHNS KOCMOCA
V1 Xaoca, XM3HW U CMepTU, OnpefenseT NpoCTPaHCTBEHHbIe FPaHULLbl YyBCTBEH-
HOTO KOCMOCA, TaK KakK 3aK/1to4eHHbIN B M306paeHe XaoC CTaHOBUTCS CYMBO-
NIVHeCKol HeliTpanusauven (cybnumaumeit) ctpaxa. K Tomy xe, ronosa Megy3sbl
B «/nvage» ynomuHaetcs 6e3 karkoii-nmbo cea3u ¢ Mepceem. lNepceir, Bonno-
watoWmnin B cebe apxeTun repos, B Mnuage oTHeCeH 3eBCOM K «ClaBHeleMy
B COHMe repoeB» (fomep, 2008, c. 320), HO cobCTBEHHO ero brorpadus bGbina
onucaHa nosgHee B nbecax cxuna, Codokna v EBpunuaa, rae oH nobexaaert
CUAbl xaoca. TakuM 06pa3oM, OAUMMNUIACKMIA MOPSAOK (anonnoHnYecKkas CTu-
XWs) NoAYMHseT cebe Cunbl MPUPOAbI (AMOHUCUINCKAS CTUXMS), ONPeaenss Tem
CaMbIM XapaKTep KNacCUYecKom aHTUYHOCTU, B YEM MOXHO YCMOTPETb U OTpa-
XKEHWeE CoUManbHbIX aCMeKTOB: KaK YCTaHOBEHUS naTpuapxata, TaK v B LenoMm
npoLecca 3NNVHN3aLMK, TO eCTb PaCIMPEHUS TPaHKL UMMEPUU, BKOYatoLLe-
ro NpOTMBOMOCTABAEHWE IMMHCKOTO Havyasna BapBapCKOMy.

ApPXETUMUYECKNIA MOTUB PaCUYNIeHeHVs — B AaHHOM Cllydae — OTAeNeHus
ronoBbl OT Tena Mefy3bl CBMAETENbCTBYET O CTPYKTYPUPOBAHUM MbILWNEHNS,
4TO MPUBENO K AanbHeilel paunMoHann3aLUmMmn 1 o4enoBedviBaHIo apxande-
CKOTo Myha yXKe B 3MOXy 3NINHMU3Ma, YTO 1 MOBAUSAN0 Ha PUMCKYto Bepcuto OBu-
Avis. B Lenom npouecc anavHm13aummn oCHOBbIBACS Ha NPUHLMME NPOTUBOMO-
CTaBNeHUs pa3yMHOIO 3aKoHa VPPaLMOHANbHOCTV MHANBUAYANbHOV BOM, HTO
3aKpenseHo, B YaCTHOCTH, B apXMTEKTYPHOW KOHKPETHO-YYBCTBEHHON hopme

" VIcTOYHMK m300paxerns cM.: https://triptonkosti.ru/4-kartinki/meduza-gorgona-kartinki-iz-
multika.html (20.05.2023).
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CNYXUBLLME AEKOPATVBHbIMY 3N1IEMEHTAMM 3[aHWs. «BaHCKMeE rOproHs! WMPOKo-
AvUble, C TNYOOKMMU MOPLUMHAMU Ha NBY 1 MAAAT BCTPEBOXKEHHbIM B3MNSAOM.
PacKpbITbIV POT, BBICYHYThIN S3bIK 1 HAXMYPEHHBbIN 106 nepefatoT onpeneneH-
HYI0 HeraTMBHyt amouwnto» (ABannanu, 2012). M306paxeHns TOproHsl MOXHO
BCTPETUTb, HanNpuMep, v Ha orpage 1-ro VIHXeHepHOro MocTa 1 pelleTke JleT-
HEero caga co CTopoHbl Moliku B CaHKT-MeTepbypre, 4TO onpegenseT rpaHuLb
yXKe He MUDONOrMYeCcKOro XpOHOTONa, a, CKopee, KYNLTYPHOI NPUHAANEXHO-
CTW K 0bLieMy eBPOMENCKOMY KOay B NEPUOA PacnpoCTpaHeHUs Knaccuumama
1 6apoKKo.

C TOYKM 3peHns hperianCTCKON TEOPUK CEKCYanbHOCTH, 06e3rMaBUTh 03-
HayaeT KacTpupoBaTh: «B3rnsg Ha ronosy Meay3bl MPUBOAWT K TOMY, H4TO OYe-
BMAeL KaMeHeeT OT yxaca. 3aMeTbTe, YTO TyT Mbl CHOBA CTasIKMBaeMCS C KOM-
NNEeKCoM KacTpaumn, 1 pas3psakon ero adhdekTa, Tak kKak OKaMeHeHne o3HavaeT
apekumto» (dpeiip, 2021, c. 421). B 6onee WMPOKOIN apxeTUNUYECKOo toHreaH-
CKOW TpaKTOBKe WWT Mepy3bl, CIYKUBLIWIA 3epKanom ans lNepces, apxeTunu-
YeCKM MOXET CMMBOMM3MPOBATb YNOPSAOYMBaAHME Xaoca B TEHEBOW CTOPOHe
NINYHOCTU repos, CNocobHOro bopoTbCs CO CBOEN TEMHON Becco3HaTenbHOM
CTOPOHOM, YTO UMEET 3HaYeHMe YKe AN CAaMOro apXeTuna repos Kak metacdo-
pbl CTAHOBAEHMS NUYHOCTU. DyHAAMEHTaNbHbIM AyanbHbIM OTHOLWeHKeM dop-
MUPOBaHNA f, NpefcTaBeHHbIM NTaKaHOBCKOM KOHLUeMNUMein cTagum 3epkana,
SIBNSETCA OTHOLIEeHME MeXay 3ro 1 3epKanbHbIM 06pa3oM, SBASAIOWMMCS OAHO-
BpeMeHHo 1 [pyrum.

Takum 06pa3om, 6e306pa3Ho yKacHoe n3obpaxeHne Meay3bl xapakTep-
HO B bonbluelt cTeneHn 4Ns Neprofa apxarku, HO yxxe B KNnaccuyeckuin nepu-
0f, NPOUCXOAUT TpaHchopMaLms K npekpacHoMy 06pasyé. B n3obpaxeHunsx Ha
[pEBHErpeyecknx Basax BCTPEYaEeTCs U KOMUYeCKnii anemeHT (KpacHoduryp-
Has ruapus, MaH, BTopas 4eTBepTb V B. A0 H.3., BpUTaHCKMIA My3eid, /TOHAOH):
«onosa Mepaly3bl Kak BYATO CHACTANBO NOKOWTCS B CyMKe [lepces, ee rnasa npu-
KPbITbl TaK, YTO 3TO YyKa3blBaeT 3puTento Ha ee HnaxeHcTBo» (Wallace, 2011).
KoMmuyeckoe CBsi3aHO C 3CTETWKOW 6e306pa3Horo M HU3MEHHOro, Mo3TOMY
C TOYKW 3peHust KyNbTYPHOM OMMKX B 3TOM HET NPOTUBOPEUMS, TaK Kak KO-
MUYEeCKOe CNY)KWIO HEeWTpanuM3aTopoM CTpaxa nepef NpUPOAHbIM XaoCoM.
OpfHako TpaHcdopMaums oT 6e306pa3Horo K MpeKkpacHOMY CBUAETENbCTBYET

8 Ipeyeckume apxeonoru A. flazapy 1 V. ipuumc co3ganyt MHTEPECHy TUMoNorno n3obpa-
KeHWn Mepgy3bl (obliee KONMYecTBO apTedakToB — 564), HauMHas C Nepropa apxaviku Ao
No3[HeN aHTUYHOCTW. Tun 1: IHavBUayansHble ronosbl/Macky (roproHun). Tun 2. CMellaHHble
MOHCTPbI-FOProHbl. Tun 3. TOpro ¢ nBoTHbIMK. Tun 4. Topro 8 no3se «Knielaufs — GykBansHo
6erom Ha KoneHsx unu 6eIcTpbii 6er. Tun 5. XToHuyeckas [oproxa (Lazarou, Liritzis, 2022, c. 59].
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0 BIUSIHWM KNACCUYECKOTO Meana (anonnoHNYeCcKoro 31emMeHTa vin npuHumMna
NaHKanMCTUYECKOro BOCNPUATUS MVpa’®) Ha BCe PEBHErpPevecKkoe UCKYCCTBO;
KpoMe TOro, NosiBASeTCS MOTUB XEePTBbl U HECNpPaBefMBOCTM, HYTO rOBOPUT
06 OTAeNeHnM NUYHOCTHOIO Havana oT NPUPOAHOTO U Pa3pyLIEHN apxande-
CKOW CUHKPETUYHOCTH.

SEMUHUCTCKUM KOHTEKCT

Y OBuans Mud opopmMnaeTcs B UCTOPUIO HECHACTHOW EBYLLIKK, HECMpa-
BEA/IMBO OCY)KAEHHOM ADWHOW: BMECTO POMaHTUYeCKon NHOBHOWN CLEHbI
Ha nyry fecnoaa NosBASETCS MOTUB «M3HACMNOBaHUs» B Xxpame AduHbl. He-
CMOTPS Ha TO, 4TO B Muax bonee paHHEro NPONCXOXKAEHNS 3TOT MOTUB NpU-
CYTCTBYET MOBCEMECTHO KaK OAWH 13 apxeTUMoB KynbTa NAoA0PoAns (HMMdbI
¥ LapeBHbl, HACUNbHO ONNOAOTBOPEHHbIE BOraMmn-onMMnMnLaMK, Yalle BCEro
BCTPEYatoTCs B KOHTEKCTE KOCMOTOHMYECKMX MUDOB O MPOUCXOXAEHN M pacTe-
HWI, KOHTUHEHTOB, HaLMI), DEMUHUCTCKUM AMCKYPCOM OH paccMaTpuBaeTcs
B IMYHOCTHO-NPaBOBOM acnekTe. Cpean camMblX 3HAMEHUTbIX (HPEMUHUCTCKIX
Npou3BefeHNiA Ha 3Ty Temy cneayeT ynoMsaHyTb 3cce «Cmex Mefy3bi» 1 «KeH-
CKas pocTb»i®. deMUHM3M O0OBUHSET NCKXOaHaNUTUYeCKue UHTepnpeTaumm
Mepfy3bl B Cyrybo MyCKOM B3rnsge Ha ee BOCMpUATUE U AeKOHCTpynpyeT 06-
pa3, npeBpallas ero B CYMBOA, ONMLETBOPAOLMA BOpbbY C NaTpuapxaTHbIM
nopsakom (Bowers, 1990).

O4eBMAHbIM [10Ka3aTeNbCTBOM TOMO, YTO M3Ha4YanbHo Mud o Meayse oT-
HOCMACS UMEHHO K KOCMOTOHMYECKUM MUdaM, ABASETCs TO, 4TO OT Hee pox-
paetcs lerac (KpbinaTtblil KOHb) M Xpucaop (ocHoBaTenb knaHa). B Tpareamsx
M KOMeaMsX KNaccuyeckoro nepuoaa B LENoM Bce Honblie HauyMmHaeT oTpa-
XaTbCA COLMANbHbIA KOHTEKCT, MO3TOMY HebEe30CHOBaTENbHO COBPEMEHHbI
(DEMUHNCTCKMIA ANCKYPC YacTo obpallaeTcst K aHTUYHbIM 0bpa3amM KNacCuKu.
Tak, HanpumMep, B 0630pe AOKYMEHTaNbHOro dhuibMa 0 NONbCKOW IMUTPaHTKe
MapTa XOKMHC CPaBHMBAET ABYX XEHLIWH W ABE UCTOPUN: <AHTUIOHa, MdbLYe-
CKast hMBaHCKas XeHLIMHa, OcnapmnBaeT NPUroBop Liaps KpeoHTa, 4Tobbl obe-
CNeynTb 0CTOMHOe norpebeHne ceoero bpata MNMonnHvka, beaTa, oBAOBEBLLIAS

° Npowv3BOAHOE OT KanoKaraTuu.

10 Cixous, H. (1976). The Laugh of the Medusa. Signs, 1(4), pp. 875-893. The University of Chicago
Press. Chicago, United States of America. Valentis, M. & Devane, A. (1994). Female Rage: Unlocking
Its Secrets, Claiming Its Power. Carol Southern Books. New York, United States of America.
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XEHLLMHa 13 HeBOMbBLWOro NONLCKOro ropoaKa, bopeTtcs ¢ BropoKpaTnent NoH-
[OHCKMX YYHOBHMKOB ANt OPraH13almmn Hagnexatimx noxopoH CBOero Myxa.
0O6e HeHLWMHbI peLlatoT B3sTb BCe B CBOW PyKM, 06 MPUHUMAIOT CMenoe pelle-
HWe 0TKa3aTbCs OT 6€30MacHOCTY CBOErO IOMA 1 CeMbW, Y3BECTHOW B rpeye-
CKOV PUNocohmm Kak MPOCTPaHCTBO OMKOCA, U CTONKHYTLCS C MOCNeACTBUAMM
TpaHCrpeccvn B NpoCTPaHCTBO MUPa MYXUMH-TPaxaaH, nonuca. .. ak [leppu-
i@ Ha3bIBAET 3TO MHAKOBOCTbIO, «DBOTON CUCTEMbI», 03HAYAIOWIEN, 4TO AHTUTO-
Ha NPUXOAWT M3BHE CUCTEMBI 1 e IeNCTBUS He MOTYT BbITb MPUHSTLI — “nepe-
BapeHbl” KpeoHToM» (Hawkins & Hawkings, 2022, c. 863).

OfHaKo B »enaHum 1eKOHCTPYMPOBaTh NaTpUapxaTHbIi CUMBOINYECKNI
NopsiAOK heMUHN3M HEMNPaBOMEPHO YPaBHUBAET M CMELIVBAET Pa3fNyHbIe M-
bonorvyeckme 1 annYecKmne CNou, CTaBsa B OfMH psif «6opbbbl 3a rpaxaaHcKme
npaBa» TaKme WeHcKne 0bpasbl, kak Meay3a v AHTUIOHa, XOTs nepBas U3Ha-
YanbHO He ABASANACH YEN0BEKOM, a bbifa OAHON U3 Tpex roproH. OBUaANKA Npuaan
el 6onblie NHAVBMAYaANbHbIX YEN0BEYECKMX YEPT 1 YCUAWA APEBHErPeYecKyto
naeto cyabbbl (HaCcTb ANOHUCUIICKOW CTUXMM), BAACTW CBEPXBECTECTBEHHbIX CUN,
co3nasas 3 deKT TparegmMun 3K3UCTeHUManbHOro abcypaa. Yxac nepeg npu-
POLHON CTUXMEV CMEHWUCS Ha CTpax nepep BAacTbio HECMPaBEAINBOCTM, YTO
MO0 ObITb PELIEHO C MOMOLLBIO PUMCKOrO Npaga (04eBMaHa Napaniens ¢ co-
BPEMEHHbIMN NMBepanbHbIMY NpaBaMmn) — Tak MPOUCXOANT paLvoHanmn3aums
MUda. Tem He MeHee PUMCKOe CO3HaHVe 0CTaBanoCh B paMKax HaTypanucTmye-
CKOTO KOHKPETHO-YYBCTBEHHOO MbILUAEHMS, KOTOpPOe BAN3KO, MO CyTwW, COBpe-
MEeHHOMY NO3UTUBUCTCKOMY HUTUIU3MY.

Takvm 0bpasom, B n3obpaxeHun «Meay3bl ¢ 0TPyONEHHON ronosoi Mep-
cest», C TOUYKM 3PEHNS TOTUKM apxanieckoro Muda, xaoc B 0bpase Benunkoii Matepu
nobexaaeT KOCMOC ¥ CUMBONMYECKNIA MOPSAOK, MOCTPOEHHbIV anOANOHNYECKOM
CTUXMEN, 4TO B COBPEMEHHOW KYNbTYPONOTMYECKOM TPAaKTOBKE MOXET ONULIETBO-
pSATb OYHT XTOHMYECKOro HecCo3HATENbHOO MPOTUB PaLMOHaNBHOTO BUHAPHOTO
MUPOBOCTMPUATHS, €ro AEKOHCTPYKLMIO U TpaHcrpeccuto. C no3numnm hemmnHmusma,
Megy3a MCTUT BCEMY MYXCKOMY CUMBOIMYECKOMY MOPSAKY CUCTEMBI, yOUBas re-
pOsi, KOTOPbIN HE MOCsran Ha ee )eHCKoe JOCTOUMHCTBO, HO BUAUT B Heli MOHCTPa,
KOWM OHa CTana, byay4m xepTBoW 3TOro nopsaxa. OaHaKo CKyNbNTop caM nonaga-
€T B IOBYLLIKY: OH AnLlaeT Mefy3y N10f0pOAHOro Havana, byaTo CTeEpUn3yeT ee,
OTHMMas ee XeHCKYIO CUy (HET SPKO BbIPaXKEHHbIX TEHUTANWIA, KaK, HanpuMep y
NaneoNUTUYECKMX BEHEP); B TO e BpeMs 3Men Ha rofloBe aKTyanmn3npytoTcs Kak
onacHas cuna [pyroro. CKynbnTop 6eCCO3HATENBHO CTAHOBUTCS XepTBOW HOBO-
ro MaTpuapxaTta 1 BbIHYKAEH NMOBUHOBATLCS HOBOW CUCTEME LIEHHOCTeN, OfiHaKO
Hecco3HaTeNbHO NPOTECTYS MPOTUB Hee.
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AOVANOr CHEN/TNHN

B XpMCTMaHCKMII Nepuog omnpaBfaHue CyleCcTBOBaHMS 3Ma W YpOACTBa
B MVIpe CTaso OfHOM M3 OCHOBHbIX TEM pacCyKaeHnii ABpenmst ABryCT1Ha, KoTo-
bl MOAYEPKMBAET, YTO «OWNOKA SBNSETCS COCTABHOM YacTbio 06LLIEro nopsiaxa»
(3ko, 2008, c. 44). B 3noxy PeHeccaHca BHUMaHWe K 6e306pasHomy nprobpetaet
XapaKTep peannsma, YTo AEMOHCTPUPYET WMT Meay3bl BEpOKKMO AN yTePSHHbIN
PUCYHOK JleoHapAo fa BuHYM, Bocco3fanHbIi KapaBagxo (puc. 6).

[lanee 3ta TeHAeHUMS NPOCNEXUBAETCS W B HapOYHYHO 3MOXY, Hanpumep
y M. M. PybeHca. B 1635 1. B cBoeM TpakTaTe «06 ypoacTse» AHTOHMO POKKO 3asB-
NSIET, 4TO XOUET roBOPUTL 0 He306pa3HbIX Belax, MOTOMY YTO «OT BEYHbIX Pa3ro-
BOPOB O HEXHOM ¥ MPEKPACHOM B KOHL® KOHLIOB HauVHaeT TOWHUTb» (3Ko, 2008,
c. 149).

Puc. 6. KapaBagxo. Mepgy3a. 1597

1 NcTouHMK n30bpaxeHns cM.: https://ru.wikipedia.org/wiki/%D0%9C%D0%B5%D0%B4%D1
%83%D0%B7%D0%B0_(%D0%9A%D0%B0%D1%80%D0%B0%D0%B2%D0%B0%D0%B4%D0
%B6%D0%BE)#/media/%D0%A4%D0%B0%D0%B9%D0%BB:Caravaggio_-_Medusa_-_Google_
Art_Project.jpg (20.05.2023).
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OpHaKo ckynbnTypa beHBeHyTo YennnHm, OTHOCKMAas K MaHbepM3MY, CO3aaH-
Has B 1545-1554 rogax no 3akasy repuora Kosvmo Megmyn, BHOBb NpeacTaBnser
nvuo Meay3bl 1 ee Teno Kak 3CTETUYECKM NpeKpacHoe 1 paduHUpoBaHHoe (puc. 7).

CnepyeT 00paTUTb BH/MaHWeE Ha TO, YTO CKyAbNTYpa HennvHy bbina ycTaHoB-
neHa Ha nnowwaay CeHbopuy Bo DnopeHLyn U KOMMO3WLVOHHO HaXOANTCS MEXIY
«[laBngom» MukenaHmkeno n «f0andbto» oHaTenno. Bee Tpu ckynbnTypbl 06b-
efMHEeHbl OAHUM MOTVBOM — OTPY6/IEHHbIE FOfI0BbI, CTaBLUVE CYMBOAAMM Pa3HbIX
3TanoB pa3BuTyHs PeHeccaHca. [1oNnor aTUX Tpex CTaTyli B KOHTEKCTe NyBanyHoro
NPOCTPaHCTBa LieHTPanbHOM hAOPeHTUINCKOM NNoWaam NpeacTaBnseT ocobbii
VHTepec AN aHanm3sa. ToT dakT, 4To [laBma v toandb (BETXO3aBETHbIE NEPCOHAKN)
CTaBATCS B OAWH Psf C aHTUYHbIM 06pa3oM lMepcest, xapakTepeH Ans 3KNEeKTUKN
PeHeccaHca, 4To OOBACHAETCS TeHAEHUMSIMU aHTPOMOLEHTPU3Ma U NOBOPOTOM
K3MNMpUYeCcKoMy HaTyphrnocodckomMy MMPOBO33peHuto. MaTtepraniam n «Y6uin-
CTBO KONNeKTVBHOro OTUa» (XPUCTUAHCKOTO PENUMMO3HOTO TPaHCLEHAEHTHOrO
Hadvana), no onpepeneHnio 3. HolMaHa, B LienIoM xapakTepu3ayeT nepexon k Hosomy
BpemeHn. A.d. /loce, OTMeYast NMYHOCTHO-MATEPMANBHYIO SCTETUKY Bo3poxae-
HUS, NVCan O KPM3WCe MYHOCTU, KOTOpasi, «OCTaBasiCb NMYHOCTHBIM e 06pa3om
NPOTMBOMNOCTABAEHHOW BCEMY KOCMOCY, yxKe ollyllaeT becnpeaenbHblin yxac
CobCTBEHHOro 0MHOYeCTBa 1 HECNOMOLLHOCTY Nepef 3TUM KOCMOCOM. B cBoel
OTBEAMHEHHOCTM OHa Y)Xe He MOXET OMepeThbCs U Ha APYryto, CTOMb e 3aMKHYTYIO
B cebe 1 0AMHOKYIO NUYHOCTb» (/loces, 2021, ¢. 391).
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Puc. 7. beHseHyTo Yennunuu. Mepceit. 1545-1554

OTpybneHHble ronoBbl CYMBOMU3UPYIOT BNACTb U 0bNafaHve C1non Bpara:
obesrnasnexHble fonvad, OnodepH 1 Meay3a onvLETBOPSIOT OBNafeHNE 3eMEN,
nobenolt Hag [ApyrvimM Kak CUMBOIMHECKMM MOPSIIKOM, KOTOPbIA MEHSETCS HE TONTbKO
CO CMEHOM MOMUTUHECKO POPMbI PABEHVIS, HO V1 POUCXOANT PafVKanbHbI CIOM
MUPOBO33PEHYECKIX MapaanrM. Ho eciv xeHCKui 06pa3 Kopudu cunThiBaeTCs Kak
rpaxgaHcKuii nogsur 1 cmeon GnopeHTUICKON Pecnybnvky nog geMokpaTyvye-
CKoVi BnacTbro Meanyu, a flasupa B obpase npexpacHoro AnossoHa, nobexaatouimnii
fonvada, AEMOHCTPUPYET BNACTb COBEPLIEHHOIO YeoBeKa Hafl Nnprpoaoi, To Mep-
Cell, ka3anoch Hbl, CTAHOBUTCS YMCTON anneropuelt U MHTENNEKTYaNbHOWM CXEMOIA:
B 0bpa3e aHTMYHOTO repos Mepces, Mo 3ambiCy aBTopa, KOHUENTyanbHO Bbina
npocnaeneHa nobena Meauun Hag conepHmKamm B 6opbbe 3a BnacTb. OiHaKo Tema
BNaCTV aKTyanu3npyeTcs 30eCh He TONbKO B Y3KOM UCTOPUYECKOM M MONUTHUHECKOM
KOHTEKCTE, HO U B hDUN0CODCKOM.

2 1/cTouHNK n306paxerns cm.: https://ru.wikipedia.org/wiki/%D0%9F%D0%B5%D1%80%D1%8
1%D0%B5%D0%B9 (20.05.2023).
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B obliekynsTypHOM nnaHe B obpase MNepces MymaHW3M yTBepKaaeT cebs
Yyepes KOHKPETHO-MaTepPUanVCTUYECKOE MOHVMaHWE pa3pyLieHNs CBSI3K YenoBeKa
VY NPVPOLbI, B pe3ynsTaTe NprBeaLee 3anagHyro KynsTypy K No3uTUBU3MY, @ 3aTeM
HUIMAM3MY M CaMOooTpuLaHuto. B. CONoBbEB NCan O BENVIKOM Ha3HaveHnn 3anag-
HOW UuMBMAM3aLmm Tak: «OHa NpeacTaBaseT NoMHOe 1 NocnefoBaTenbHoe oTnage-
HUe YenoBeYECKX MPUPOAHbBIX CU OT BOXECTBEHHOMO Havana, UCKMOYUTENbHOE
CaMOyTBePXAEHNE VX, CTPEMIEHME Ha CamMux cebe OCHOBATb 3AaHne BCeNEHCKON
KynbTypbl. Yepes HecoCTOSTENBHOCTb U POKOBOW HEYCMEX 3TOTO CTPeMeHUs sB-
nsietcs camooTpuuarue» (Conosbes, 2021, ¢. 19). CUMBOANYECKN Yepe3 yOUIcTBO
Megy3bl MPONCXOAUT «CaMOYTBEPXKAEHNE CTUXMIAHO-aPTUCTUYECKOTO YEN0BEKaY,
no onpepenennto A.®. flocesa, B TpakToBke XK. [lenesa 3to ectb CamoyTBeEpXKaeHme
HOMa[IMYEeCKOro CyObekTa, KOTOPbIN BKMOYAET B Cebs abcontoTnsaLmio Bom K
XI3HM B 0bpase lNepces, 0CBOBOXAEHME OT BNACTY CBEPXYEOBEYECKOrO Havana,
3CTETUYECKYIO AEMUYPTIIO Cebst (4TO, KCTaTU, KOHKPETU3MPOBAHO HaNUYMEM Nop-
TpeTa caMoro YennuHu Ha obpaTHoi CTopoHe winema Mepces (puc. 8)).

Puc. 8. BeHBeHyTo YennuHu. LLnem Mepces (pparmeHT)*

B coBpeMeHHON e ckynbnType MNepceii npespallaeTcs B Teno-6e3-opraHos
(ronoBa 6e3 Tena NMLWaeTcs OpraHn3aLmn; KCTaTh, OHa TOXKe OTPAXAET YepTbl CKy/lb-
nTopa lapbatw), a Mefly3a CTaHOBUTCSA NPEKPaCHbLIM NOATBEPHAEHNEM TeHASHLN,
3a710%eHHOI B PeHeccaHce: OHa AeMOHCTPUpYeT Napafoke NyMaHv3ma, KoTopblIi
COCTOMT B TOM, 4TO OH NpuBen K heHOoMeHy NOCTryMaHn3Ma, TaK KaK «3anaaHas

B NcTouHmK n3obpaxerus cm.: https://unitalia.ru/lodzhiya-lantsi-vo-florentsii/ (20.05.2023).
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UMBMAN3ALMS yTBEPAMAA 3apa3 1 BECKOHEYHOe CTPEMIEHNE U HEBO3MOXHOCTb
ero ynosnetsopeHus» (Conosbes, 2021, ¢. 27).

B LeNoM noaxof K NOHUMAHWIO NMYHOCTY TEXHOTEHHOM LMBUAN3ALUMM KaK
K Teny-6e3-opraHoB, no MHeHuto XK. [lenesa v M. dyko, BbICBOOOXKAAET ee 113 OKOB
noboit BNacTu, npexae Bcero, MeTadusnKkm 1 naeannama. YTpaTvsLInia cybbeKT-
HOCTb MHAVBUA NPEBPALLAETCs B «OTCYTCTBYHOLLYIO MULLIEHb». [lpyroi B ponu BHeLU-
Hero — 3T0 BNACTb, HO He Kak hopMa rocnoACTBa, @ Kak NOABWKHbIE OTHOLEH NS
AENCTBYIOLLNX reTePOreHHbIX CUA, TO €CTh 3TO M €CTb CBOEro pofa Mepy3a-Pusoma.
XaHHa ApeHAT cunTana, 4To, TONbKO «MOAAEPKMBAs HEKOHTPOMMPYEMbIA MO CBOEI
CYTU XapaKTep AeNCTBUS, MOV MOTYT HUNTb B YEM-TO, Ha3bIBAEMOM MOANTUHECKIM
coobujectBom» (Sjoblom, 2023, c. 146). /liobuc Kaponn cozpan 0bpassbl HOMagu-
YecKMx cyObeKToB B «Anvce B CTpaHe Yyfec» vepes 3cTeTuky abcypaa, 6nmskyto
MeTOfy AV3BIOHKTVBHOTO cMHTe3a XK. [lenesa kak coefjHeHUst HECOeAMHMUMbIX
3N1eMeHTOB. EC/IM COOTHECTM MOTUB OTPYONEHHBIX TON0B B «ANCE» C COBPEMEHHOW
CKyNbNTYPOK, TO Meay3a 3amedaTenbHo KoppenupyeT ¢ K3ponnoBCKoi Koponesoi
(«OTpybUTH eMy ronoBy!), ONMLETBOPSIOLIEN XAOTUHECKYHO BNACTb PEAKTUBHBIX CUA,
BbIHY)KAGIOLLMX YENI0BEKa HAXOAMTLCS B COCTOSIHUM TEKYHECTH Vi Tena-be3-opraHos,
BTOM 4ncie 6e3ronosbl. Takum 0bpasom, lMepceit CTaHOBMUTCS MOHCTPOM, MOCTHENO-
BEKOM-MOCTTEHAEPOM (TaK KaK Tenay Hero HeT, OH IMLIEH reH/AepPHbIX MPU3HAKOB),
POXAEHHbIM 3aMagHON UMBUAN3ALMNEN.

Hecny4yaiiHO UMEHHO DEMUHUCTCKMIA AUCKYPC aKTUBHO pa3BuMBaeT ugeto
NOCTYeN0BEKa, MOCKOMbKY pelleHvie NpobaeMbl KeHWMHbI-Ipyroro B eBponeinckomn
KynbType CA1NOCh C UaesMn HebrHapHOW NOCTaHTPONOLEeHTPUYECKOW 1 NOCTAY-
ANUCTVYECKON AEKOHCTPYKLMM: TakuM 06Pa30M, MOCTTYMaHUCTUHECKMIA CyObeKT
OMUCBHIBAETCS B KOHTEKCTE HOMaAM3Ma, B TOM YuCe «Ans CHATUS ONNo3nLmm
Cy6BeKT/0bBEKT B CBA3M C TEXHONOTMYECKUMM U3MEHEHUAMU KynbTYpbi» (KpyBKO,
2023, c. 127). KoHuenums nocT4YenoBeKa BKNOYAET B Cebs HECKONBbKO acneKToB:
C Of}HO CTOPOHBI, CUMOMO3 C TEXHONOTUAMM MPUBOAMT K M3MEHEHWIO B MpoLiecce
CaMOVAEHTUDMKALMM NMYHOCTH, Pa3pyLUEHUIO LeNoCTHOCTU cybbekTa (B TOM
4Kcne 3TO CBA3aHO C TpaHChopMaLMsaMmn KOHLenTa TenecHoCTw), BNNOTb 40 31u-
MUHMPOBaHMSA (eHOMeHa CO3HaHMS (YTO aKTMBHO Pa3BKBAETCA B aHANUTUHECKOM
philosophy of mind), c gpyroi, — NpuHUMN aHTpoNoLUeHTpK3Ma B ObLLEN Teopuy
1 dunocodumn KyneTypbl CMEHAETCH Ha TEHAEHUMIO feaHTponoUeHTpr3Ma, To
eCTb CMellieHVe naen YenoBeka 13 LieHTpa MUPO3[aHuns, NonbITKY NPeogoneHuns
KaHTOBCKOIO KOPPeNsiLMOHHOrO CyObeKTBM3Ma B NONb3Y HEKOW OOBEKTUBHOM
peanbHOCTY (MO3MLKS CNEKYASTUBHOMO peani3ma).

* CM. 0630p KOHUeNnuui NocTrymMaHu3ma B ctaTbe ©KeHWmMHa-Apyro» Kak ocHoBaHWe Ans
NOCTTYMaHNUCTUYECKOTO CyObeKTa B COBPEMEHHOM (aHTacTvyeckoM KuHo» (Kpysko, 2023)

(20.05.2023).
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XYAO0XKEeCTBEHHble MPOM3BeeHUs B CUHKPETUYECKON POpMe OTpaxatoT He
TONBKO KOHKPETHbIV 3aMblCeN aBTOPa, HO M 00LLVE CYyObEKT-00bEKTHbIE OTHOLLIEHNS
Ha Ka)<4oM 3Tane KynbTypPHOro pa3BUTHS, B LieNIOM sBAsSSCb HOPMOI BOCMPOU3BOA-
CTBa 4eN0BEeYeCKoro bbiTus. Mud o Meayse v lNepcee ABNSETCS apXeTUNUYECKIM, Ha-
psany ¢ Mmudamm 06 3amne nnu Hapumcce, To eCTb 0TPaxaeT ryObuHHbIE OTHOLWEHWS
YesnoBeKa 1 MVpa, a Takxke NpoLeccs GopMUPOBaHUS MbILEHNS Ha Pa3HbIx 3Tanax
CTaHOBMeHWs CaMOCO3HaHMs. B ckynbnType /lydaHo apbati, NoM1MMo ByKBanbHOro
CMbICNa hEMUHUCTCKOW arpeccum, NpocTynaeT obllas TeHAeHUMS paspyLieHus
aHTPONOLEHTPU3Ma NOJ HATUCKOM CO3A4aHHOTO CaMMM YeIOBEYECTBOM MOHCTPa
— TeXHOTeHHON uMBMAM3aLMKn. B apxanyeckolt KynsType Mefy3a onuueTsopsina
NPVPOAHbIV Xa0C, KOTOPbIA HAXOAWACS B ONMO3MLMM K paLMOHaNbHOMY NOPSAKY,
COTBOPEHHOMY 4YenoBeKoM, Mefy3a bbina [pyrviM — MOHCTPOM BKEHCKOM 00ANYMY
MO OTHOWEHWIO K pa3yMHOI NaTpuapxaTHOW nepapximn, rae yxe B Nepuoa Knaccukm
Hadvana Bbi3peBaTb Maes CyobeKTa, 06nafgatollero BNacTbio Hag MYPO3AaHKeM, 4TO
3aKpenunoch Banoxy PeHeccaHca BacTeTuKe MymMaHn3Ma B 06pa3e BO3POXKAEHHOTO
Nepces. lanee 3TOT 06pa3 HbIN «3aKOHCEPBMPOBAH» B KNaccMUM3Me [0 Tex nop,
NoKa MOJIEPHW3M NOA BAVSHUEM HULILIEAHOBCKINX U PPEaNCTCKUX Mael He Havan
paspylaTb LeNoCTHOCTb Cy6beKTa, NOCTPOEHHYIO Ha OMMHAHTE KapTe3naHCKoro
pasyMHOro Hayana, YTo BM3yaNbHO OTPaXEHO B TEKYYMX CIOpPeanuCTUIeCcKmX
obpa3sax. OgHako NoaobHas paanKanbHas peeontouvs — nobena Meay3sbl Hag
MepceeM — cTana BO3MOXHa TO/BKO B YCOBMUSIX COBPEMEHHOIO MOCTMOAEPHUCT-
CKOTO IEKOHCTPYKTUBM3MA M NMOCTIyMaHy3Ma. B nepByto odepeb 1 Kak MUHUMYM,
OHa [1eMOHCTPYVpPYeT byKBaNbHOE pacyneHeHne YenoBeKa, YTo abContoTHO Kop-
pennpyeTcs ¢ KOHUENUMsMM HoMagm3Ma 1 NoCTryMaHn3Ma B niaHe paspyLeHns
Cy6BEKTVBHOCTM M LeNOCTHOCTH. Ho KeM siBnsieTcs coBpemeHHas Meay3a? OHa Bce
TOT e MOHCTP, YYXKOI 1 [Ipyroit, NpeacTaBAsioLmiA CMepTenbHyto yrpo3y. Ecnm ee
paccMaTpuBaTh Kak 06pa3 TEXHOreHHOM LiYBMAN3aLUMK (MOCKObKY eCTb HEKOTOPOe
CXOACTBO C POHBOTOM C OTChINKON K «MaHwudecTy Knubopros» [l. Xapayai), To Meay3a
MOXeT ObITb OYKBaNbHO anneropueit robanbHOM CeTU, MCKYCCTBEHHOMO HTeNNeK-
Ta C KNybKOM 3Mein-HelpoceTelt Ha roNoBe, KOTOPbIN BbITECHSET «4eN0BeYecKoe»,
AVWas ero Cusbl U CO6CTBEHHOM LLeNOCTHOCTM. HO, BO3MOXHO, OHa eCTb cama K-
3KCTeHUManbHas peanbHOCTb, KOTOpPas HaKa3biBaeT YeNOBEKa, «CyLIeCTBYOLEro
B HOBOW UMMPOBOMA peanbHOCTV — peanbHOCTH MOCTYEN0BEYECKOro nepexoaa,
B KOTOPOM YENOBEK TEPSIET CBOE OHTONOMMYECKOE U3MEPEHNE 1 CTAHOBKTCS OAHUM
13 MHOT VX OHTUYECKMX KOHCTPYKTOB» ([aBbiaoBs, 2022, ¢. 138).
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COBPEMEHHbIN MEAUMHBIA KOHTEKCT

Cnocobbl penpe3eHTaummn obpasa Meay3bl B pa3nnyHble 3noxm npakTuye-
CKM Bceraa 6binn NybanyHbIMK. Tak, B NepUOA apxanku U aHTUYHOCTM OH Obin
NpeacTaBNeH B 31eMeHTax apxMTeKTypbl 1 Ba30NMCK, MOCTOSHHO NPUCYTCTBYS
B MOBCEAHEBHOCTU, Byy4n HEOTHEMAEMOM YacTblo MarM4yeckoro MbllneHus.
PeHeccaHc NoaobHbIM e 0bpa3oM nomellaeT 06pa3 foproHbl B Ny6amMyHoe mMe-
CTO, HO B XVII-XIX BeKax CtoxeT CTaHOBUTCS 6onee aNMTapHbIM, akaieMNYECKUM,
MY3eiHbIM NCKYCCTBOM; Mbl HabntogaeM acTeTm3aumnio GopmMbl B CKyNbNTYypax
BepHVHN 1 MapkecTa. MofiepHM3M He CTOMb akTVMBHO 0bpallancs Kk ApeBHerpe-
veckol mudonorum, onHako CanbBagop [ann Bce e co3fan CKyNbNTypHbIe U
AeKopaTuBHble 06pa3bl Mefy3bl B CtoppeanncTUieckom Ktoye, lMocTMoaepHNCT-
CKasi 3CTETUKA BHOBb fienaeT FoproHy nybanyHom durypoit; noMmmnmo SlydaHo lfap-
6aTu, CyLIeCTBYET CKyNbNTypa NabnvKk-apTa MEKCMKaHCKOTO XyAOXHKa XaBbepa
MapwviHa. Kpome Toro, Meay3a HeEOAHOKpPaTHO NOSBNSNaCh B KWHOPEanbHOCTY,
CTaB y3HaBaeMbIM MeNNHbIM NEPCOHAKEM BCENEHHOM KOMMKCOB 1 (haHTe3M.
OpaHaKo, eCNu B aHTUYHbIe M peHecCaHCHble BpeMeHa 3p1Tefb MOHOLEHHO CHn-
TbiBa MUPONOTNYECKUIA KOHTEKCT, Tak Kak 06pa3 bbi1 4aCTbio CUMBONNYECKOTO
XPOHOTOMNA, OPraHM3yLEr0 KOCMOC, TO U3 KaKWX 31eMeHTOB CKNafblBaeTcs
COBpeMeHHOe BocnpusaTue foproHsl Meay3bl? HemanoBaxKHy posb B CMbIC0-
0b6pa3oBaHNK UrpaeT CeroHs MeavakynsTypa, KoTopasi, B CBOK 04epefb, yKe
chopmMurpoBana onpeaeneHHblin BU3yanbHblid 06pa3 B COBPEMEHHOM MaCCOBOM
CO3HaHMW, BbITECHSS 06pa3bl AMTEPaTypPHbIE.

B paHHMX KMHONPOW3BeAEHW X, HaNpPUMep, B UTaNbsiHO-UCMAHCKOM hub-
Me «Moasuri lepakna: Meay3a loproHa» (1963) oHa npefcTaBneHa B BUAE XYTKOro
4yA0BMLLA, HANMOMMHaOLLEro 6e311CTOE AePEBO WY KNYOOK 13 NepenneTeHHbIX
KOpHeit, 06paMAAoLLMIA MbINAOWWIA F1a3, NPOHM3bIBAIOLWMIA BCe BOKPYT (pu1c. 9).
TaK pexuccep B abCcTpaKkTHOW OpUTMHanbHOM (hopMe BbIpasusl Maeto OnacHOCTH
B3rdga Megysbl.

B 6puTaHcKoM Hay4Ho-thaHTacTuyeckom cepuane «[Joktop Kro» 1969 roga
foproHa nosiBMIach Kak CBOEro pofia OTChIIKA K MPOLWIOMY YEN0BEYECKON LNBH-
nu3aumm, 0bpas KynsTypHOWM NaMaTu, oxmBLIKI B CTpaHe GaHTacTukn (puc. 10).
NereHaapHbIin gokTop, Byay4n HOCUTENEM Hay4YHOro CO3HaHKs, ybexaaeT CBoto
CNYTHULY 30U, YTO MOHCTP MUDONOTMYECKNA, TO €CTb BbIMbIWAEHHbIN. HO, Mo-
CKONbKY B (haHTaCTMYECKOM peanbHOCTM OH CTan BMOJHE OCA3aeMbIM, CHavana
B BMAE CTaTyW, 3aTEM OXKMBLIMM CYLLECTBOM, C HAM MPULLNOCH CpaxaTbes. Cneays
npumMepy Mepces, LOKTOP MCNONb30Ban 3epkano, YTobbl NpeBpaTnTs Meay3y
B KaMeHb.
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Puc. 9. Kapp u3 dwunbma «Mogsuru Fepakna: Megysa loproHa», pex. AnbbepTto ae MapTuHo,
1963. 10 MyH. 20 cek. CKpUHLLOT aBTOpa’®

Puc. 10. Kagp 13 cepuana «fJoktop Kto», 1969

5 VICTOYHMK n306paxeHus cM.: https://www.youtube.com/watch?v=P1iAHF906GY (20.05.2023)
% IcToUHMK n306pareHus cM.: https://tardis.fandom.com/ru/wiki/Megy3a (20.05.2023).
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B coBeTcKkoM MynbTunbMe «Mepceli» 1973 r. ToproHa npeacrana KpbinaTon
HUMCOIA C OTPOMHBIMY HEMPEPLIBHO MEHSIOLLMMUCS Ma3aMu, KONNEKLMOHUPYHo-
Ljely cebst Ha OCTPOBE KaMeHHbIe NaMATHUKM CBOMM xepTBaM (puc. 11). [lpesHerpe-
yecKune 06pasbl B COBETCKON aHMMaLIMM NEPEOCMbICIEHbI B BU3YanbHOM OTHOLIEHNMN,
OHV MPeACTaloT He B aHTUYHOM 3CTETYKE, a, CKOpee, B CTUANCTMKE aBaHrappa.

Puc. 11. Kagp 3 mynstdunbma «Mepceii», pex. A. CHexko-bnoukas, 1973

B L1e1loM MOXHO CKa3aTb, YTO PEXMCCEPbI XX BEKA NPeVMYLLECTBEHHO NCMOMb-
30Banu apxamyeckuii 0bpas foproHsl be3 nepeocmbicneHs ee hyHKUMM MOHCTPa,
yacTo ByKBanbHO Nepeckasbizas MU, He Npuberas K AeKOHCTPYKLMN.

B kvHemaTorpade XXI NosBAsoTCS HOBble TeHAeHUMW. Tak, B dunbMe «buT-
Ba TMTaHoB» 2010 r. ponb Mepay3bl cbirpana Ton-mMogens Hatanes BoasHosa. OHa
npeacTaeT Kak 3100HOe CyLLEeCTBO CO 3MENHbBIM TENOM 1 y3HaBaeMbIM aTpUbyToM —
3MesiMY BMECTO BOSIOC (CM. puc. 3). Mely3a CoxpaHsieT 34eCb CBOKO MOHCTPYO3HOCTb,
HO, NO0BHO aHTUYHOM KnaccrKe, 6apOKKO 1 Knaccuumsmy, B ee obpase nossns-
€TCs 3NeMEHT NPUBNEKaTENbHOCTU U ceKcyanbHOCTH. B dunbme «Ilepcu [pkeKcoH
N MOXMTUTENL MONHMIA» 2010 T, ponb FOProHbI CNONHMAE akTpyrca YMa TypmaH. OHa
yKe BbIMNSANT Kak COBPEMEHHas XeHLMHa B 06TATMBatOLEM KOXAHOM KOCTIOME,
CKpbIBatoLLast CBOO NPUYECKY 13 3MEeI Nof roNoBHbIM y6opoM (puc. 12). KHura n3
nuTepaTypHOro umKkna Prka Propgana, nocnyxusLias 0CHOBO dhubMa, SBAsSeTCS
nprYMepoM HeoMmudonorn3aumnm: AencTare NepeHocUTCs B AMepUKy, a rasHblii
repoi — 16-n1eTHW NoAPOCTOK — BOPETCS C TakMM Npobnemamu, Kak gnucnexcus
1 rYnepaKTMBHOE paccTpoicTBo. Cam apxeTun repos B JaHHOM Cy4vae [eKoH-

T UcToYHNK M306paneHuns cMm.: https://dzen.ru/a/YTnbVulXeTh2_ajF (20.05.2023).
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CTPYMPYeTCs, TO €CTb NOABEPraeTCst NCHX0AHANUTUYECKO CaMOMHTEpnpeTaLmnm
Y IN3BIOHKUMM, YTO NO3BOANSET BOCMPUHUMATb €r0 OfIHOBPEMEHHO B AABYX NiaHax
— KaK CUMBON ¥ peansbHOCTb. Mepcn nobexaaeT Meay3y ¢ MOMOLLbO MOBUABHOTO
TenedoHa, UCNoNb3ys BKALO3AMNUCh B KAYeCTBe 3epKarna.

Puc. 12. Yma TypmaH B ponu Megy3bl B hunbme «llepcu [PKEKCOH U MOXUTUTENb MOMHUIA».
Pex. Kpuc Konaméyc, 2010

O4yeBUAHO, YTO MeAMAHbIA 06pa3 foproHbl B KMHemaTorpade XXI Beka
CVIHTETUYECKN BKMIOYAET B cebsi pa3nnyHble CIOM OT apxankn 40 MOLEPHNM3Ma,
NepeocMbICNIEHHbIE W 1eKOHCTPYMPOBaHHbIE: C OfIHOW CTOPOHBbI, OH MOXET BbITh
BHeLIHe NpeKpaceH v faxe padbuHMPOBaH NOJOBHO IANMHUCTUHECKMM U Knac-
CvYecKMM obpasiiam, a C pyroi, — NpeacTaBsTb Yrpo3y As XIU3HW, Bonaoulas
B cebe NPUPO/HbIIA XaoC U CUMBOVYECKOE 3/10.

Mof00HbI NOAXOM K CO3[aHMI0 IKPaHHbIX 06Pa30B IEMOHCTPUPYET TeH-
AEHUMIO HEOMUDONOr3mMa B ee acneKTe HeoapxauKu, KOTOpbIV Nogpa3ymeBaeT
VHTEPEC K 10N10MVHECKOMY MbILINIEHNIO, CUHKPETH3MY TeX PaHHUX 3TanoB pa3BuTus
KYNBTYPbI, KOTAa YenoBek Obin CANT C NPUPOAOHA. B 3ToM cMbicne cTaTys «Mefy3bl
cronoBoii NMepcest» MaHUbECTUPYET NaeN BUOLIEHTPU3Ma B TPOTUBOMNOCTaBEHNM
AHTPOMNOLEHTPU3MY, HYTO KOppenmnpyeT ¢ naesmn drunocodum cnekynsTUBHOro
peanuama u philosophy of mind, paccMaTpurBatoLyx YenoBeKa B KauyecTBe OAHOMO
13 NPUPOAHBIX ABAEHMI, BK1opoboTa, yNpaBNseMoro Helpodru3noNornieckuMm

18 NcTouHwmK n306paxerns cM.: https://jpegfoto.ru/dajoon-medusa-kupit (20.05.2023).
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npoueccamu. OnHako Mefly3a ocTaeTcs cTpaliHov babol Aroi, 4To B BOCNPUATIM
3puTens hyHAMPYETCS HE TONBKO B KOHKPETHOM OMbITE BU3YalbHbIX BNevaTneHui,
KaK1Mu Bbl OHW HI b — DUABMBI, CKYNBMTYPbI, KOMUKCHI M TPOYEE, HO U1 B KOJI-
NEKTUBHOM HeCCO3HaTENbHOM. ApXanyeCKuniA CTpax 3K3UCTEHUMANbHOrO MPOCTynaeT
B3TOM NPOU3BEAEHU C HOBOW CUNON, 3K3UCTEHUMANbHas 6e30MHOCTb Ha HOBOM
BUTKE Pa3BWTUS TEXHOTEHHOW LIMBUAN3aLUMM ITOT YKac TOMBbKO YCUAMBAET.

3AK/TFOHEHUME

Takum 0bpasom, Megysa, oTpybatollas ronosy lNepceto, — Heomudbonorn-
YEeCKMIA CUMBOA, BO3HUKLLIWI B pe3ynsTaTe pauyMoHanv3almm, He CTpeMalmniics
K BOCCTAHOBNEHMIO raPMOHUM 1 LIeNOCTHOCTY, @ BbIBOAAWMIA FYMAaHUCTUYECKYHO
npobneMaTuky Ha HOBbIN BUTOK BHYTPEHHEro KOHMAVKTA U CaMOpPa3pyLleHNs,
CkynbnTypa JlydaHo fapbaTn 1eMOHCTPUPYET, KaK BAACTb BHELIHErO U BHYTPEH-
HEro xaoca paspyLlaeT CyObeKTUBHOCTb, TLIEHHYIO MAEaNbHOrO Havana. Benvikas
XTOHWYecKast MaTb-NpMpo/a HaKa3bIBAET YelOBEKa, BO3OMHMBLLIEro cebst Ceepx-
4esIoBEKOM 1 OYKBasIbHO «MOTEPSIBLIErO OT 3TOTO rO0BY». Paspylias rapMOHMIO
W eMHCTBO C MUPOM KaK C TPaHCUEHAEHTHBIM Ha4YanoM, HaxoasiCb B KOHMAMKTE
Y BEYHOM NPOTUBOCTOAHWM, YENOBEK CaM Cebst HaUMHAET UCKYaTh U3 MUPO-
3AaHuA, cumTas oWNBKON MK Yem-To GeccmbicieHHbIM. [on0Ba MNepces B pyKax
Megy3bl — 3T0 06pa3 repos-HeynayHuKa (MoCcT4YeN0BEKa), MMLIEHHOTO CO3HAHMS KaK
vaeanbHoW cdepbl, npeBpaTMBLIerocs B «hnnocodckoro 3oMbu» (Mo onpeaeneHuio
[3Ha [leHHeTa), becnonesHyio oTpybneHHyto ronoy. Meaysa ¢ ronosoi Mepces —
CurHan 6eAcTBUS, CBUAETENBCTBYIOLMI O TOM, KaK Cyrybo MaTepUanncTuyecKoe,
IMMUPUYECKOE UK KpaliHe palyoHanbHOe MUPOBO33peHie 6e3 cornacoBaHums ¢
MeanbHOW PeanbHOCTBIO MPUBOANT K CAMOYHUYTOXEHNIO,
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THE IMAGE OF THE DIGITAL FUTURE:
FORMATION IN MEDIA SPACE

AND REPRESENTATION

IN THE PUBLIC CONSCIOUSNESS

Abstract. In a turbulent society, the identification of perceptions of the future
is a crucial component for decision-making. As digital transformation deepens,
the image of the digital future, encompassing expectations, assumptions, and
perceptions about individual, societal, and state development in the era of
digitalization across various aspects of life and production, assumes a paramount
role in this process. Its dissemination in media space plays a pivotal role in
shaping citizens’ future outlook and can significantly influence their perception of
the world and subsequent actions.

This study aims to explore the relationship between the formation of the
digital future image in media space and its representation within the public
consciousness. The authors conducted a comparative analysis of the saturation
of digital society markers in media space and the public’s level of knowledge
about digital technologies. Additionally, they assessed the tone of media texts
containing digital future markers and examined their reception among the
population. Furthermore, the key stakeholders of digital transformation and
agents of influence in the presentation of the digital future were identified, along
with the primary recipients and mediators of the prosocial image of the digital
future. The study also investigated the media tools employed to disseminate the
digital future image. Based on their findings, the authors present an overarching
conclusion emphasizing the necessity of developing a vision of the digital future
as an integral part of state policy to support the digital development of Russian
society.

Keywords: future image, image of the digital future, media space, media
image, traditional mass media, social media, digital transformation, public
consciousness, vision of the digital future
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Obpa3 unbpoBoro byayLLero:
(hopMMpPOBaHME B MeaNanpoCTpaHCTBe
V penpe3eHTaums

B 0OLWECTBEHHOM CO3HaHUK

AHHOTaums. Mpu TypOyneHTHOCTM obLiecTBa BbisiBNEHVE NPeACcTaBNeHUA O
ByayLiem SBASETCS BAKHbBIM KOMNOHEHTOM 4151 NPUHATUSA pelleHuid. C yrnybne-
HVeM uUMdpoBOW TpaHchopMaLMm BeAyLLYO POfb B 3TOM NpoLecce HauynHaeT
nrpath 0bpas UMb poBoro HyayLLero, KOTOPLIA NpeacTaBnseT coboi KOMMNEKT
OXWAAHWIA, NPEANONOKEHNIA U NPeACTaBNEHNIA O Pa3BUTUM YenoBeka, obLle-
CTBa ¥ rOCYAaPCTBa B YCNOBYMSAX UMDPOBM3aLMM PasAnyHbIX cdhep xusHeges-
TeNbHOCTY ¥ NPOM3BOACTBA. Ero TpaHCAALMS B MEAMANPOCTPaHCTBE HaUYMHaeT
UrpaTh KNtoYeByto posib B HOPMUPOBAHUM NPe[CTaBAEHNI rpaxaaH o bygyLiem
11 MOXET OKa3blBaTb 3HAYUTENbHOE BUSHME Ha UX BOCMIPUATUE MUPa U WX Aeli-
cTBus. Llenb gaHHo paboThl 3aK104aeTCs B PACKPLITUM B3aUMOCBS3M MEXY
thopmmnpoBaHveM obpasa UMPPOBOro byayuiero B MeAManpoCTPaHCTBe 1 ero
penpeseHTalmell B 06LLECTBEHHOM CO3HAHMW. B paMKax UCCnegoBaHms aBTo-
bl COMOCTABUAM HACLILLEHHOCTb MEAMANPOCTPAHCTBA MapKkepaMu LM PoBOro
06LLEeCTBa C YPOBHEM 3HaHWS HaceNeH s O LMDPOBbIX TEXHONOTUAX; OLEHWAN
TOHaNbHOCTb MEeMATEKCTOB, COAEPXalyx MapKepsl LndpoBoro byayuiero, 1
VX BOCNPUSTHE HAaceNEHWEM; BbIsIBUAM OCHOBHbIE 3aMHTEPECOBAHHbIE CTOPOHbI
undpoBoii TpaHCHOPMaLMK 1 areHTOB BAUSIHIS Ha NPOLIECC Npe3eHTaumnm umd-
POBOrO BYAYLLEND, @ TAKKE KNHOYEBbIX PELMMUEHTOB U MeAVaTOPOB penpe3eHTa-
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UMM nNpocolmanbHoro obpasa LUMdpoBoro byayLlero; onpeaentan MeauiHble
MHCTPYMEHTbI TpaHCAsuMKM obpasa LnbpoBoro dyayliero. ABTOPbI NPUXOAAT K
06061atoLiemMy BbIBOAY O HEOBXOAMMOCTW pa3paboTkn BUAEHWS U1dpoBoro
6yaylero B paMkax NpoOBOAMMON roCyAapCTBEHHOW MOAUTVKA MO NOAAEPHKKN
LUMGPOBOro Pa3BUTHS POCCUINCKOrO 0bLLecTBa.

KnioueBble cnoBa: o6pas byayuiero, 0bpa3 umdposoro byayuiero, Meamanpo-
CTPaHCTBO, MeaMaobpas, TPafuLMOHHbIE MaccMmefiua, couuanbHble Meaua,
undpoBas TpaHchopmals, 0bLEeCTBEHHOE CO3HaHKe, BUAEHNE LndpoBoro
6yaywero

BnarogapHoCTU: VCCNefoBaHne BbINMOAHEHO Mpu noaaepwke MUHUCTEPCTBaA
HayKu 1 Bbiclero obpa3oBaHms Poccuiickoin depepaumn (rocagaHue) Ne 075-
03-2023-106, Homep npoexTa FSMG-2023-0029.

Perceiving the future as a predetermined certainty transforms our perspective
on the presentworld. Consequently, in a constantly changing landscape, those who
possess a better understanding of the forthcoming changes, in other words, those
who hold a clear image of the future, win. But those who shape this image of the
future are no less victorious. Identifying expectations and perceptions of the future
becomes a vital component for assessing the current state of society and making
decisions amidst uncertainty and turbulence.

The term image of the future gained prominence through the works of Fred
Polak. He introduced this concept to describe the anticipation of the future, which
arises in the present through the interplay of the past and the future. The image of
the future represents a resonant response to what has already transpired and what
is yet to come (Polak, 1973). However, despite its long-standing use in scientific
discourse, the term lacks a consistent interpretation among researchers.

Initially, some scholars associated this term with the individual perspective of
personal development. For instance, Valeria Petrova defines the image of the future
as a subjective emotional and cognitive construct that encapsulates an individual’s
vision (in a broad sense) of reality and, therefore, interacts with it (Petrova, 2009,
p. 10). This conceptual prism is continued in contemporary research (Ahvenharju et
al,, 2021). Concurrently, in modern socio-humanitarian discussions, the concept of
the image of the future has become widely employed to denote the representation
of a country’s development prospects in the public consciousness.
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Furthermore, the image of the future, as a general idea of how the lives of
individuals, societies, and states may unfold in the future, is often equated with
concepts such as forecasts, projects, models, or depictions of the future. In its
essence, an image differs from scientific forecasts, which are based on calculated
trends, and from projects and models, which encompass elements of a desirable
future. It also differs from depictions of the future, which focus on specific details
and nuances, representing only one facet of the anticipated future. The image
of the future is a certain perception based on the individual’s life experience and
subsequently forming expectations about anticipated prospects.

Summarizing the various interpretations, the image of the future can be
understood as a collection of expectations, assumptions, and perceptions that
elucidate the future in which individuals, societies, and states will act and develop,
as well as what qualities they will acquire. The image of the future is constructed
within our consciousness and perceived at an emotional (subconscious) level
(Zheltikova, 2020). It is worth noting that in recent years, the number of publications
examining the image of the future in the public consciousness of Russians has
increased. Special attention is paid to the formation of the future image amidst
political instability, as citizens’ perceptions of the future are influenced by current
social problems and contradictions (Khokhlov, 2023). It is no coincidence that the
prevailing mood concerning the near future is anxiety, with little expectation of
stability (Kolennikova, 2023).

It is important to recognize the significance of perceiving the future from
the perspective of prosociality (as an orientation towards solving socially significant
problems to benefit in favor of individuals and society) and asociality (as hostility
towards individuals and their social environment). Sociality, in general, refers to
a system that emerges historically and constantly reproduces itself in new stages
of interrelationships and connections among people within their life activities,
determining the types and forms of societal organization, as well as the nature and
direction of the historical process (Adulo, 2019, p. 33). Perception of the future as
prosocial or asocial is paramount for organizing life in a given environment (Wilson
& Gilbert, 2003), since the vision of the future predisposes individuals to accept
the positive or negative consequences of certain events while they are still in
a potential state. It is the ability to seize and appreciate the opportunities lying
ahead thatinstills confidence in the future (Poli, 2015). The majority of Russians view
social justice, combating corruption, mitigating social inequalities, transitioning
to an innovative economy, and enhancing the country’s international standing
as desirable prosocial qualities for the future (Andreev et al., 2022). In another
study, the majority of surveyed Russians envision the country’s desired future as
a democratic social state with stable institutions and preserved national-
civilizational identity (Trofimova, 2022).
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However, the analysis of publications reveals that studies of the image of
the future lack sufficient attention to identifying the key factor around which the
scenario of the future is written. This study hypothesizes that digital transformation
serves as such a factor, as ongoing advancements in digital technologies bring
significant changes to our daily lives. Presently, the influence of information,
telecommunication, and digital technologies in many areas of social life is so
substantial that itis nearly impossible to envision a return to the pre-digital era. This
determines an increase in research on both the prospects of digital transformation
in key societal domains (OECD, 2019), and the behavior, views, and opinions of
users due to the adoption of new technologies (Cole et al., 2022). According to
the authors of the report World Digital Society Index 2019: Human Digital Needs,
people need trust in digital technologies before they are more likely to incorporate
them into their daily lives (Dentsu Aegis Network, 2019). Humanity exists in the era
of digital transformation, and technological changes impact not only the realm
of production but also our perceptions of the future. This influence is particularly
prominent among young people, who actively consume digital services and engage
extensively with digital technologies (Rasa & Laherto, 2022; Cook, 2016). Thus,
the image of the digital future comprises a complex of expectations, assumptions,
and perceptions concerning the development of individuals, societies, and states
in the context of digitalization across various aspects of life and production. It is
worth noting that the study of this phenomenon is only recently gaining attention in
scientific research (Vinogradov et al., 2023).

What appears as an image of the digital future emerges from its various
presentations in the space of public communications. Analyzing the information
circulated in this space, we can identify the future images that social media
actors project in the present: the images of the future that capture our attention
predominantly reside within the public domain, which is why their analysis through
a diverse corpus of texts is highly effective (Zheltikova, 2021, p. 56). Media serve as a
key element within the realm of public communications where socially significant
issues are addressed and discussed (Zotov et al., 2022). They organize the space
in which specific media images, created and recognized by its participants,
are disseminated as semantic constructs. Media space fulfills the functions of
reference (generation of samples that legitimize social practices and normative
relationships towards them), and representation (production and shaping of modes
of thinking within various social groups) Zubanova, 2008, p. 7). Thus, it is through
media, encompassing both mass media and social media, that public opinion on
the consequences of digital transformation is reflected and shaped, thereby
influencing perceptions of the future in a digital society.

It is impossible to overemphasize the role of media, both mass and social, in
shaping the worldview of modern man. The media’s portrayal of the future plays
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an important role in shaping our perceptions and can significantly influence our
understanding of the world and our actions. Several researchers have provided
insights into the phenomenon of media image. Elena Malysheva and Nikita Gridnev
argue that media image is a fragment of information or a media representation
of the world depicted in media texts; an ever-evolving virtual model of a real
object or phenomenon, constructed (shaped) by the mass media, which reflects,
reconstructs, or shapes the recipient’s knowledge and perception (Malysheva &
Gridneyv, 2016, p. 136). Mikhail Verbitsky asserts that the concept of media image was
introduced in order to define a new phenomenon—a collection of representations
about the real object derived from analyzing the media environment rather than
reality itself (Verbitskiy, 2023, p. 40). These definitions establish the media image
as a reflection of objectively existing reality in the media. However, the image
of the future also encompasses potential worlds, representing what the real world
can or should become, or what it should avoid becoming. Lyudmila Hochunskaya
suggests that the media image provides individuals in an information society with
an opportunity to experience a worldview that aligns with their ideas and values,
thereby enabling them to ascertain life’s meaning and construct an effective life
scenario (Hochunskaya, 2013, p. 93). As discussed earlier, various possibilities
exist for the formation and representation of the image of the digital future, each
associated with the potential for individual, societal, and national development in
the digital age, as well as with the socio-political challenges, threats, and risks of
digital transformation (Volodenkov et al., 2023).

The study aims to explore the intersectionality between the formation
of the digital future image in media space and its representation in the public
CONSCIOUSNESS.

This aim is specified by the following objectives:

« to compare the extent to which media space is saturated with markers
of digital society with the level of public knowledge about digital
technologies;

« to evaluate the tone of media texts regarding the digital future and
examine their perception among the general population;

« to identify the primary stakeholders of digital transformation and the
influencers involved in shaping the portrayal of the digital future;

« to identify the media tools employed for disseminating the image of
the digital future;

- toidentify the key target audiences for the representation of a prosocial
image of Russia’s digital future.
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METHODOLOGY AND METHODS

The theoretical and methodological foundation of this research was
established by analyzing the existing approaches to studying the image of
thefuture (Zheltikova, 2021) and mediaimage (Hochunskaya, 2011). This perspective
enabled us to consider the media image of the digital future as an image formed
through media in the public space and subsequently represented in the public
CONSCIouUsSNess.

Examining media discourse on digital society helps us understand how the
vision of the future is shaped in the media environment, which in turn contributes
to our comprehension of how it is represented in the public consciousness.
Furthermore, textual presentations of various phenomena of digital society play
a significant role in shaping ideas about the digital future. That is why
the examination of media texts used in the media representation of the digital future
appears to be an important task (Popova, 2018; Tayupova, 2018). The research
methodology aligns with the field of Digital Humanities, an area that the authors
have recently devoted considerable attention to (Konson, 2019).

From atheoretical standpoint, analyzing texts in media space should be based
on word forms that allow for the identification of specific semantic connotations.
We suggest using the term markers of digital society to refer to the word forms
used for describing digital society. In general, a marker refers to a word or word
combination present in a published media text that associates it with certain
issues. Regarding the topic of digital society, the following terms can be included in
the discourse characterizing digital society: “3D printing,” “Big Data,” “virtual
assistant,” “robotics,” “smart city,” “smart home,” “digital ecosystem,” “digital
platform,” and “artificial intelligence.” This selection of markers is conditioned by
several factors. Firstly, the perception of the future and its image is associated with
end-to-end digital technologies that underlie digital transformation (a fundamental
direction of Russia’s development until 2030, officially confirmed by the decree
of the President of the Russian Federation No. 474 of July 21, 2020). Secondly,
these pervasive technologies have the greatest impact on a person’s everyday
life (compared to more “industrially oriented” technologies such as blockchain,
industrial internet, or sensorics). While this list may not be complete, expanding it
would burden the respondents and potentially lead to non-responses.

» o« » o«

To address the research questions, the following methods were employed
and synchronized in time due to the highly dynamic nature of the subject area:

1. To analyze the quantitative and qualitative characteristics of
information triggers related to markers of the digital future, a selection
was made over a three-month period (July-September 2023) across
the entire database of resources indexed by the Medialogy analytical
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system. This database includes over 86,000 open media sources and
2.5 billion social media accounts. The analysis focused on users from
Moscow and the Kursk region as they respectively represent a leading
and median region in terms of digitalization.

2. To determine the population’s level of knowledge about digital
technologies and their assessment of information regarding the digital
future,amasssociological survey was conducted in September-October
2023 among citizens of the Russian Federation aged 14 and above.
The sample included 482 respondents whose socio-demographic
characteristics corresponded to those of Russia’s population, thereby
confirming the representativeness of the obtained results with
respect to the general population. With a 95 % probability, the actual
proportion of the feature lies within the interval of +4.5 %. The survey
was conducted using online Google/Yandex Forms and in-person
interviews to fill any gaps in the sample’s sex and age quotas. Although
there is a low probability of systematic error when combining these two
survey formats, their characteristics are important for understanding the
research design.

3.Toidentifythe primary media tools, key actors, and target audiences for
presenting the image of the digital future in the public communications
space, an expert survey was conducted in September-November
2023 among 20 experts from the Russian academic community and
domestic business. The expert responses were aggregated to combine
their opinions and provide a more comprehensive understanding of
the research subject.

In general, the synchronization of the proposed research methods allows for
the acquisition of more complex and reliable information, deeper understanding,
and a comprehensive approach to the problem under study. Simultaneously, it
does not exclude the influence of specific events on the research subject area.

RESULTS AND DISCUSSION

Saturation of Media Space with Markers of Digital Society

in Comparison to the Population’s Mastery of the Digital Future

The perception of the digital society as awhole depends on the representation
and demand for its individual elements in mass media and social media.
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By analyzing the specifics of text presentation in media space, it becomes possible
to determine the thematic information occasions that users associate with the
digital future. Figure 1 shows the representation of digital society markers in media
space, identified through the Medialogy monitoring and analysis system.
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Fig. 1. Saturation of public communication space with media texts containing digital society
markers and their tone, in relation to the digital future mastery index

The analysis reveals that there were fewer than 10 thousand mentions of
the terms “3D printing,” “virtual assistant,” and “digital ecosystem” in thematic
publications. The topics of “smart city” and “smart home” are discussed more
frequently, with 10.5 thousand and 18.5 thousand publications respectively.
“Robotics” and “digital platform” are even more popular, with 32 thousand and
35 thousand publications. “Artificial intelligence,” however, stands out as the most
discussed topic, with approximately 200 thousand thematic publications during the
study period. This heightened interestin artificial intelligence stems fromiits potential
for development and innovation, ethical concerns surrounding its integration into
daily life, and philosophical considerations regarding human rationality.

Digital future mastery level is an indicator of individuals’ preparedness to

navigate digital technologies in both the present and future. It can reflect their
readiness to live and work in a world that will significantly differ from the present.
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The level of mastery of the digital future is largely determined by knowledge of
basic digital technologies and an understanding of how they operate. To assess
the mastery level based on the distribution of responses to the question “Do you
have any idea about the functioning of basic digital technologies?” we calculated
the corresponding index: | = R+1/2R.-1/2R -R,. Here, R, represents the share
of respondents with no knowledge, R, represents those with a general idea, R,
represents those who possess good knowledge, and R, represents those who
understand and can explain the basics of digital technologies. The calculations of
the digital future mastering indices demonstrate that people have a high level of
familiarity with the capabilities of virtual assistants (such as Alice, Marusya, etc.)
and smart home technologies. This is likely due to widespread usage of these
technologies. However, it is worth noting that the level of mastering the digital
future does not correlate with the representation of digital society markers in media
space.

Tone of Media Texts about the Digital Future
and Their Perception by the Population

The content of mass media materials that are formed and delivered to
the audience is subjective in nature. It serves as an important tool for political and
social communication, exerting an impact on society by projecting significant target
attitudes of governance subjects onto public consciousness. Using the integrated
functions of the Medialogy analytical system, we evaluated the tone of media texts
that contain markers of digital society.

The overall ratio of positive and negative connotations in media texts
with digital society markers was as follows: positive references—21 %, negative
references—7 %. Notably, the media text with the marker “digital ecosystem” stood
out as the absolute leader in terms of a positive tone, with 38 % of publications
expressing a constructive outlook. Among other topics that displayed a positive
tone are “smart city” (36 %) and “robotics” (24 %). This can be explained by the fact
that these technologies primarily focus on improving living conditions and comfort.

Given the close association between the digitalization of society and
the prosocial and asocial assessment of future development options, respondents
were asked to determine whether the prosocial or asocial image of the digital future
is more prevalent in traditional mass media, social media, and their immediate
personal environment (Fig. 2).
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Fig. 2. “Which image of the digital future, prosocial or asocial, is currently prevalent in mass
media, social media, and your immediate environment,” distribution of responses, %

The results were inconclusive, as the majority of respondents in all
categories chose the answer “equally both.” This response was selected by 41 % for
traditional mass media, 44 % for social media, and 34 % for personal environment.
The aggregation of expert assessments also highlights the ambiguity of the digital
future image. This opinion is shared by a majority (60 %) of surveyed experts
who believe that its prosocial or asocial nature depends on multiple factors and
conditions.

The image of the digital future is most critically transmitted through
television, radio, and newspapers, as indicated by 18 % of the respondents. The
same set of broadcast media also caused the greatest difficulty in assessments, with
26 % of respondents expressing challenges. We believe this situation is explained by
the specifics of information presentation by traditional mass media, such as caution
in making forecasts, balanced assessments, and reliance on expert opinions.

It is worth noting that a significant proportion of respondents found it
difficult to answer this question, which indicates that some participants may lack
the necessary information to provide a response. This aligns with the conclusions
of other authors, who suggest that the images of the digital future are weakly
conceptualized, excessively diverse, and ambiguous, leading to a lack of stable and
univocal perceptions in the public consciousness (Vinogradov et al., 2023).

This may explain the relatively ambiguous assessment of the current situation
regarding awareness about the digital transformation of Russian society. Among
the respondents, 37 % believe they only have general information, which they
consider insufficient. Additionally, 33 % stated that the available information
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is sufficient, while 10 % perceive it as excessive. On the other hand, 12 % of
respondents believe there is very little or no information at all, and 8 % found it
difficult to answer. Figure 3 illustrates how respondents of different ages assess the
availability of information about the digital transformation of Russian society.
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Fig. 3. “How would you assess the current state of information dissemination regarding
the digital transformation of Russian society,” distribution of responses categorized
by the age of respondents, %

Analysis of the provided data shows that the younger generations, specifically
Generation Z (Zoomers) and Generation Y (Millennials), experience the most
significant information deficit. Paradoxically, the lack of information about digital
transformation is observed among those who were born in the digital era and those
who are deeply involved in the use of information, telecommunication, and digital
technologies.

We hypothesized that this distribution could be influenced by differing
levels of citizens’ demand for up-to-date information about digital technologies.
Based on this assumption, we constructed cross-tables to analyze the distribution
of information availability assessments depending on the respondents’ stance
towards the digitalization of everyday life (see Fig. 4).

Interestingly, 55 % of trendsetters, who constantly show interest in new digital
services and are among the first to adopt them, consider the information to be
sufficient or even excessive. Conversely, followers, who typically start using digital
services only after receiving positive feedback and numerous media messages
about digital innovations and their capabilities, and witnessing their use by others,
often find the amount of information available to them to be clearly inadequate.
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Fig.4. “How would you assess the current state of information dissemination regarding the digital
transformation of Russian society,” distribution of responses based on the respondents’ stance
towards the digitalization of everyday life, %

Procrastinators, who consistently postpone mastering digital services until
circumstances force them, acknowledge the insufficiency of information in media
space (50%), with a rather high percentage of those who found it difficult to answer.
The most intriguing situation is observed with outsiders, who are excluded from
the transformation processes due to various circumstances that prevent them
from using digital services. In this group, opinions vary significantly: a quarter of
respondents find information about digital technologies, services, and devices in
media space to be clearly excessive, while a fifth of respondents consider it to be
only available in a general form and clearly insufficient, and the same share report
having very little or no information at all. Additionally, a considerable portion of this
group found it difficult to provide an answer. It is possible that, for the outsiders, this
situation is related to unsuccessful formats used in presenting the media image of
the digital future.

Primary stakeholders of digital transformation
and agents influencing the portrayal of the digital future

Digital transformation is a complex phenomenon involving numerous
stakeholders. The participants in the mass sociological survey were asked to assess
who, in their opinion, primarily influences the digital transformation of Russian
society. The detailed distribution of results is presented in Figure 5.
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Fig. 5. “In your opinion, who primarily influences the digital transformation of Russian society,”
distribution of responses, %
Note: Respondents were allowed to select up to five answer options

The leading positions among the beneficiaries of digital transformation
are occupied by commercial entities: IT companies (71 %) and large companies/
corporations (63 %). It is worth noting that small and medium-sized businesses
ranked seventh, with 32 % of respondents indicating their role. This state of affairs
can be attributed to the marketing approach adopted by these entities, which aims
to cater to people’s needs and desires. Advertising of IT products and digital services
on television, social media, and street banners is rather intrusive. Furthermore,
the IT industry itself is highly commercialized, with digital products commanding
high prices and experiencing high demand. These factors contribute to citizens
perceiving business entities as the main stakeholders of digital transformation.
The strong position of government agencies is also noteworthy. More than half of
the respondents (57 %) identified federal authorities as key stakeholders, while
regional authorities secured the sixth position (32 %). These results were likely
influenced by the government’s active role in promoting new digital services (e.g.,
Gosuslugi—the Public Services Portal of the Russian Federation, or the My Tax
application) and digitalizing interactions with the population (e.g., public forums
and digital feedback platforms). It is important to mention that not only the state,
large corporations, and IT companies benefit from these transformations, but
also the citizens themselves, as the multimillion-dollar investments translate into
enhanced usability of technologies and an overall increase in comfort.

Interestingly, mass media, as an agent capable of quickly creating, editing,
and distributing news and content, catering to a wide audience in real-time, and
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offering personalized content in various formats, claimed the fourth position.
Paradoxically, respondents also acknowledged artificial intelligence networks
as agents influencing the digital transformation of Russian society. There are two
possible explanations here: respondents either recognize the pivotal role of this
technology in digital transformation, including its impact on improving productivity
and efficiency of business processes, as well as its influence on everyday life; or they
perceive Al as a subject (technosubject), which points to the emergence of a new
and atypical subjectivity (Volodenkov & Fedorchenko, 2022, p. 54). Nevertheless,
this fact is noteworthy and warrants further investigation.

The expert study aimed to further identify the agents of influence on
the presentation of Russia’s digital future and their respective roles. Through
the aggregation of expert responses, the following leading groups of agents were
identified:

« business community,including large and small enterprises, and startups.
They actively utilize digital technologies, cultivate digital competencies
among the working population, and offer digital products and services;

. state authorities, playing a crucial role in determining strategic
directions for digital technology development. They contribute to
sustainable and equitable progress while facilitating the dissemination
of Russia’s digital future image in the public sphere;

«mass media, social media, journalists, bloggers, and media personalities,
exerting significant influence on public opinion through their news
coverage.

These agents of influence on the presentation of Russia’s digital future were
named by the majority of experts (over two-thirds) participating in the study.
Additionally, the experts identified the following agents:

« educational institutions, which play a vital role in training, and
the scientific community, conducting research on the consequences of
digital transformation and disseminating content related to the digital
future through education, public speeches, and scientific materials;

« public organizations, opinion leaders, and civic activists, influencing
public perception of digitalization. They assess the digital development
and raise awareness of digital technologies;

« professional associations, whose representatives possess the potential
forinternal and external influence;

« experts in the field of digital and cultural transformation, as well as
specialists studying human thinking and behavior. They develop win-
win strategies for digital transformation based on their understanding of
the benefits for the state, business, and society;
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« Russian think tanks, which develop strategies, concepts, and models
of digitalization in the national interest. They have the capacity to exert
ideological influence on decision-makers in politics, economics, and
public administration;

« prominent Russian cultural figures capable of influencing mass
audiences at a level of values and meaning.

The research participants believe that, in order to effectively present
a prosocial image of the digital future, these agents of influence should play
a disproportionately more active role. To achieve this, they should be granted
access to popular media resources to disseminate information about digitalization
among the target audiences.

The experts highlight the key roles of these agents of influence:

« popularizing digital alternatives to traditional practices in key areas of
life;

« forming understandable and socially approved explanatory models
of the surrounding reality, emphasizing the positive impact of digital
transformation on people’s lives;

« promoting the achievements of Russian research groups in advanced
areas of digital technologies through the media;

« creating a digital landscape for professional communication among
specialists and experts in the field of the digital future;

« filling media space with prosocial interpretations of ongoing
digitalization processes;

« conducting educational activities to shape prosocial perceptions of
the digital future;

« broadcasting positive cases (success stories) of digitalization in various
spheres of state and societal life;

« demonstrating the correlation between an individual’s success and
their ability to leverage digital technologies for personal benefit.

At the same time, the experts emphasize the importance of maintaining
a balance between the mentioned actors, especially among the state, business,
and public structures, in the processes of presenting the image of the digital future.
Failure to maintain this balance may result in a significant shift in the portrayal of
the digital future toward one side or the other.
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Key audiences for presenting a prosocial image
of the digital future

The participants of the expert survey were asked to indicate the key audiences
to whom Russia’s prosocial image of the digital future should be presented. In
response, the experts acknowledged

the diversity of target audiences, highlighting the complexity of the task of
forming a unified prosocial vision of the digital future among Russians. Notably,
the experts emphasized that the media image of the digital future should primarily
target a generalized group of “ideologists” and “developers” of platforms and cross-
platform solutions, who will shape the very essence of that digital future, rather than
its future “users.” As one of the experts noted, “I do not see a fundamental need to
construct future users’ ideas about the digital future when the commissioners and
developers of this prosocial digital future do not have a clear understanding of its
content contours.”

Categorizing the experts’ responses, we can identify two major groups of
key audiences: 1) recipients, who are the final consumers of media texts, and 2)
mediators, who set the tone for public perception of media texts.

Most experts highlight young people, including preschoolers, schoolchildren,
students, and young adults under 30, as the priority target audience, since they are
the ones who will directly experience that future. They are the ultimate consumers
of media texts related to the digital future. In addition to the youth, the experts also
mention:

« young professionals working in both the IT and material industries, who
are particularly interested in utilizing digital technologies within their
careers and personal lives;

« vocal opponents of technology across all age groups, who may not only
ignore and sabotage the digital transformation process but also actively
impede digitalization in important sectors of society and the state. They
can generate protest potential and thus influence the parameters of
the country’s digital future;

« representatives of the creative community with notable asocial
intentions, who largely disregard the social expectations of the majority
of the population.

All of these groups can also be classified as final consumers of media texts
that shape the image of the digital future. It should be noted that these audiences
have different expectations, perceptions, interests, and requirements regarding
the digital future, which can significantly complicate the task of forming a cohesive
image of Russia’s digital future.
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The experts also identified other groups of target recipients of the digital
future image, including;

« ideologists and developers of applied digital platforms and cross-
platform solutions for the digital future, whose actions largely determine
the design of the digital future;

« the business community, whose members are interested in promoting
innovation, increasing productivity, and creating a favorable business
environment based on digital technologies;

«the scientific and educational community, whichis not only animportant
audience for presenting a prosocial image of the digital future but also
acts as agents of influence in shaping knowledge and skills in the field of
digital technologies. They demonstrate the benefits and opportunities
of digitalization in various professional areas of student training;

« representatives of official authorities, including regulatory agencies
and legislative bodies, who are responsible for the legal regulation
of the use of digital technologies. Their decisions can directly impact
the opportunities, limitations, and specifics of shaping the digital future
in Russia;

« public organizations, civic activists, and opinion leaders, especially those
involved in human rights, social issues, and sustainable development.
They can significantly influence public opinion on Russia’s digital future
through informal communications;

« mass media and bloggers, who present ideas about the digital future
in the public domain. It is crucial to establish a system of prosocial
perceptions for them, which will serve as the foundation for their
informative and balanced content on this subject.

These audiences act as mediators in broadcasting the digital future image,
serving as intermediaries who transmit the vision of the digital future, formulated
at the state level, to the final recipients (audience or viewers). Mediators of image
broadcasting play a vital role in representing the image of the digital future and
influencing the perceptions and impressions of the final recipients.

Primary media tools for broadcasting the image

of the digital future

Participants in the survey were asked to express their opinions on
the prioritized media tools and mechanisms that shape perceptions of Russia’s
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digital future. Most experts concur that it is crucial to intensify the use of existing tools
and mechanisms rather than introduce new ones. The current focus should be on
ensuring a continuous repetition of information to influence public consciousness
and promote perceptions of the digital future.

Therespondersidentified the following priority tools (channels) for promoting
information that shapes perceptions of the digital future:

« social media and mass media news resources play a crucial role in
broadcasting visual and auditory images of the desired future and
providing guidance on how to achieve it;

« television and radio should be utilized to create specialized
educational programs, but only after diagnosing the target audiences’
needs, interests, expectations and requests related to digital issues.
Otherwise, according to the experts, media corporations might prioritize
the promotion of topics that are profitable for them,;

« traditional formats of information broadcasting, such as artistic and
popular science works, public speeches by experts, opinion leaders,
specialists, scientists, and representatives of large businesses in
the digital sphere, including talk shows and educational lectures, as well
as coverage of real successful digitalization cases (success stories);

« visual media like cinema, animation, video games, and comics can
be harnessed to create captivating visual representations of the digital
future;

« channels involving vloggers, streamers, and bloggers, which currently
have significant subscriber bases, should be further developed;

« the experts also highlight meta-universes, digital platforms, web «
applications, and video hosting as innovative channels for shaping
perceptions of the digital future, wherein virtual social interactions
between humans and neural network agents can take place.

At the same time, any information and communication impact, as
emphasized by a significant number of the experts, should be precisely tailored
to target audiences due to variations in perceptions, expectations, and interests
concerning the digital future. It is important to shape perceptions not only in mass
target audiences of “consumers” but also among the actors of digital transformation
and those involved in shaping the digital future.
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CONCLUSION

Theanalysisoftheinterdependence between the process of forming the digital
future image in media space and its representation in the public consciousness has
revealed the following.

Firstly, the analysis of the specifics of text presentation in media space
demonstrates the heightened interest generated by the topic of artificial intelligence.
However, it can be noted that the digital future mastery level, determined by
the understanding of basic digital technologies and how they function, does not
correlate with the number of media texts featuring digital society markers in public
communications. Instead, it is more closely associated with personal usage of these
technologies in everyday life. Evaluations of the tone of media texts about the digital
future and their reception by the population reveal a neutral stance. Nevertheless,
opinions regarding the current state of information dissemination on the digital
transformation of Russian society are relatively ambiguous: approximately one-third
of respondents believe they have only general and insufficient information, while an
equal number of respondents state that the available information is sufficient.

Secondly, IT companies, large corporations, federal authorities, and mass
media should be regarded as key stakeholders of digital transformation and
agents influencing the process of presenting the digital future. Within this context,
the role of a distinct group of ideologists and developers of platforms and cross-
platform solutions should be emphasized, who should first shape their own clear
image of the digital future. The primary audiences for the representation of Russia’s
prosocial image of the digital future can be divided into two groups: 1) recipients
(final consumers of media texts), and 2) mediators (those setting the tone for public
perception of media texts). Most experts concur that intensification of existing tools
and mechanisms is more important than introducing new ones. Currently, it is
crucial to ensure a continuous repetition of informational influences on the public
consciousness in order to shape and promote ideas about the digital future.

The results of this study generally confirm our hypothesis that digital
transformation, which determines trends in our daily lives, is the central factor
around which the future is being “scripted.” We can also assert the complexity and
multidimensionality involved in forming the image of the digital future, underscoring
the significance of media in managing societal perceptions of it.

Inour opinion, as part of the implementation of the national policy to support
the digital development of Russian society, it is necessary to develop a vision of
the digital future as a purposefully crafted ideal image of the desired state
for individuals, society, and the nation in the future. This vision will serve as
a benchmark for social development. Unlike the spontaneously formed image,
a vision encompasses potential paths and specific recommendations for achieving
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the desired ideal. It can be developed within a methodological approach that
entails creating dynamic scenarios of the future, taking into account the strategies
of key players (Chulok, 2021; Miles et al., 2021). A vision of the future can unite
the stakeholders of digital transformation and motivate them towards achieving
a prosocial digital future.

BBEJEHWE

Korga YenoBek BOCMpUHMMaET Byayllee Kak HEKOTOPYO AaHHOCTb, TO OH
MEeHsIeT 11 CBOE OTHOLWEHWE K MUPY CErofHsWHEro AHs. [103TOMy B CUTyaUuu, Kor-
i@ BCE MEHSIETCS, BbIUMPLIBAET TOT, KTO NIY4LUE NOHUMAET Te U3MEeHEHUs, KOTOPbIe
NPOM30MaYT 3aBTPa, TO €CTb B BbIMIPbILIE TOT, KTO MMeeT onpeaeneHHblin obpas
6ynyuiero. Ho He B MeHbLei Mepe BbIMrpblBaeT TOT, KTO 3TOT 06pa3 byayllero
opmMupyeT. BbisiBNeHWE OXMAAHWIA 1 NpeAcTaBAeHrin o byaylieM oKa3blBaeTcs
BXHbIM KOMMOHEHTOM KaK OLEeHKYM aKTyanbHOro COCTOSIHUS COLMyMa, TaK 1 Ans
NPUHATUS PelieHNiA B CUTYaLMn HeONPeaeneHHOCTW 1 TypByneHTHOCTL.

CnoBocoyeTaHue «0bpa3 byayllero» BOWO B Hay4HbIi 060poT bnaroaaps
paboTam ®. Monaka. OH BBeN fJaHHOe NMoHATUE A5 0603HAYEHW S Takoro NpeBoC-
XvuieHns byayllero, KoTopoe 0bpa3yeTcs B HACTOSILWEM OT CTONKHOBEHMWS Mpo-
wnoro v byayulero. Obpas byayllero ecTb CBOeOHPasHbIi PE30HAHCHbBIA OTKIMK
TOrO, 4TO YXKe MPOLWNO, U TOro, 4TO TONbKO HacTynuT (Polak, 1973). Ho, HecMoTps
Ha NPOAOMKNTENBHOE BPeMs yroTpebaeHs AaHHOMO TePMIMHa B Hay4YHOM NleKcH-
KOHe, OH He NMoNy4K eanHO0bPa3HOI TPAKTOBKM CO CTOPOHbI UCCefoBaTENE.

Bo-nepBbix, 0bpaliaeT Ha cebst BHUMaHMWe, YTO AaHHbIVi TEPMUH psf Ucce-
[oBaTenell U3HavanbHO CBS3bIBaN C MHAVIBUAYaNbHOW NEPCNeKTVBOM pa3BUTHS
NVYHOCTW. Hanpumep, kak oTmevaeT B.H. MeTpoBa, 06pa3 byayLlero — «3mo cy6s-
eKmuBHoe 3MOYUOHA/IbHO-KOZHUMUBHOE 0OPA308aHUE, S8AISIOWEECS HOCUMEEM
UHOUBUOYAIbHO20 BUOEHUS (8 LIUPOKOM CMbIC/IE) PEA/IbHOCMU, d, CIE008AMEBHO,
u 83aumodeticmayrouyee ¢ Heli» (MeTpoBsa, 2009, ¢. 10). MopobHas KoHLeNnTyanbHas
Npvi3Ma MMEET CBOE NPO/O/IKEHNE U B COBPEMEHHbIX MCCefoBaHusx (Ahvenharju
et al,, 2021). MapannensHoO C 3TUM, B COBPEMEHHOM COLIMOTYMaHUTapHOM AMCKyp-
ce NoHsTHeE «0bpa3s byayllero» CTano WUMPOKO UCMONb30BATHCS B 0003HAYEHMAX
NpeAcTaBneHns o NepcneKTVBax Pa3BuUTHS CTPaHbl B 0OLECTBEHHOM CO3HaHUN.

Bo-BTOpbIX, 06pa3 byaylero kak obliee NpefcTaBNeHMe O TOM, KaK MOXET
B MepCrneKTUBE BbIMAAETL KMU3Hb YenoBeKa, 06WeCcTBa 1 rocyaapcTsa, JOBONLHO
4aCTO OTOWAECTBASIOT C MOHATHSAMM NPOrHO3a, NPOEKTa, MOAENN UMW KAPTUHBI
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6ynyuiero. Ho no ceoei cyT 0bpas oTAM4aeTCst OT Hay4HOro NPOrHO3a, KOTOpPbIV
npeacTaBnsieT coboi TpeHAabl, PaccyMTaHHble Ha OCHOBE AaHHbIX, OT MPOeKTa
VY MOLIENM, B KOTOPbIE BK/KOYAIOTCS 3NEMEHTbI HeNaTenbHoro byayulero, a Tarkxe
OT KapTu1HbI ByyLIEro, B KOTOPO eCTb M306unmne fetanel, NpopncoBKa Noapob-
HOCTel U HIaHCOB, HO TONbKO OfIHOM 13 CTOPOH OxMaaemoro byayulero. Obpa3
Byayulero — 370 onpeaenéHHble NpeacTaBneHns, OCHOBaHHbIE HA pe3ynbTaTax
KM3HEHHOrO OMbITa Y4eN0BeKa, C BbiTEKAOWMMN OXKWUAAHUSAMU OTHOCUTENBHO
npeanonaraeMbix NepCnexTus.

0606uas vMetolmecs TPaKTOBKK, 0bpa3 byaylero MOXHO NpeacTaBuThb
Kak KOMMAEKC OXMAaHWI, npeanonaraHnii v NpeacTaBneHnin, obbsICHAOWMNA
TO, B Kakom bGyaylieMm ByayT [eicTBOBaTh W pa3BMBaThCs YenoBeK, 06LecTBO
¥ FOCYAapCTBO, Kakne KayecTBa oHM 0bpeTyT. 06pa3 byayuiero co3naeTcs Yeno-
BEKOM B CO3HAHWM 11 OLLYLIAETCs Ha IMOLMOHaNBEHOM (MOACO3HATENbHOM) YPOBHE
(Zheltikova, 2020). OTMETMM, YTO B NOCNEAHNE ABA-TPY rofia YBENUYMNOCh KO-
4ecTBO NyGAMKaLMIA, B KOTOPbIX paccMaTprBaeTcs 06pa3 byayuiero B 06LIECTBEH-
HOM CO3HaHWK poccusiH. Ocoboe BHUMaHKe yaeneHo ocobeHHoCTsM (hopMmnpoBa-
HWs 06pa3a byayLero B yCNOBUSX MOAUTUYECKOM HECTabUNBHOCTH, MOCKONbKY Ha
npeacTaBneHus rpaxaaH o byayllem oKasblBaloT BAVSHUE TeKyLe colmnanbHble
npobnemsl U NpoTVBOpPeYMs (Xoxnos, 2023). Hecny4aiHo B OTHOLWEHWUN BAKan-
Wel nepcneKkTMBbl JOMUHUPYIOT TPEBOXHble HAacTpoeHus, 6e3 oxmaaHus ca-
ounbHocTy (KoneHHukoBsa, 2023).

OTMETUM BaXHOCTb BOCMPUATUS ByayLIEro ¢ NO3MUMIA NPOCOLMANbHOCTY
(Kak opMeHTauMK Ha pelleHne 0bLIECTBEHHO 3HAYVMbIX MPOBIEM B MOMb3Y Yeso-
BeKa 1 0bUIECTBa) M acoUManbHOCTU (Kak BpaxaebHOCTH MO OTHOLIEHMIO K Yeno-
BEKy 1 €ro CoLManbHOMY OKpYXeHMto). B obliemM ciydae coumanbHOCTb eCTb «Cu-
CMeMa UCMOopUYeCKU CKAAbIBaIOUUXCS U NOCMOSIHHO 80CNPOU3800SLUX Cebsl Ha
HoB80U cmyneHu 83aumoces3el U 83auMOOMHOWEHUU Mexdy M00bMU 8 NPOYECCE UX
XU3HedessmeaeHOCMU, onpedensowas munsl U opmsl 0peaHU3ayuU 0ouWecmaa,
a MaKxxe Xapakmep U HanpasaeHHOCMe UCMOopUYecKozo npoyecca» (Anyno, 2019,
c. 33). MpeactaBneHns 0 NPOCOLManbHOCTH/acoumanbHOCTV Byayulero uMetoT
NEPBOCTEMEHHYIO BAXKHOCTb /18 OpraHM3aunm X13HU B OKPYXalolen cpepae
(Wilson, Gilbert, 2003), Tak Kak NoHsTMe 0 ByaylleM HacTpavBaeT YenoBeKa Ha
NPVIHATME MO3UTUBHBIX UMW HETaTUBHbIX MOCNEACTBUMA TEX UAM UHBIX COObITUI
ellle B UX MOTEHUMANbHOM COCTOSHUW. VIMEHHO BO3MOXHOCTb WMCMO/Mb30BaTb
M HacnaxaaTbCsl OTKPbIBALOWMMUCS nepcnekTuBamu opMUpyeT yBEPeHHOCTb
B byayulem (Poli, 2015). B KayecTBe )enaTenbHbIX NPOCOLManbHbIx KayecTs byay-
ljero 60NbWNHCTBO POCCUSIH BUAST COLMANbHYHO CNPaBeaviBOCTb, MPeofoneHe
KOPPYNUMW, CMSiTYeHne CoLManbHbIX HepaBeHCTB, Nepexof K VHHOBALMOHHOM
3KOHOMUKE, YKPEMEHME MEXAYHAPOAHbIX NO3ULMIA CTpaHbl (AHApPeeB 1 ap., 2022).
B apyrom nccnenoBaHumn 60MbWWHCTBO OMPOWEHHbIX POCCHSIH PENpPe3eHTUpyeT

HAYKA TENEBUAEHUA 19 (4), 2023 86 THE ART AND SCIENCE OF TELEVISION



wenaemoe byayllee CTpaHbl Kak AEMOKpPAaTMYecKoe CouyanbHoe rocyaapcTso
C YCTONYMBBIMY UHCTUTYTaMU 1 COXPaHSIOLWEINCS HaLMOHANbHO-LMBUIN3ALMOH-
HOW MaeHTUYHOCTLIO (TpodrmoBa, 2022).

OfHako aHanu3 NybaArKaLWiA NOKa3bIBaeT, YTO NpW MUccnefoBaHun obpa-
3a 6yayLlero HegoCTaToOYHO BHUMaHUS YAENSETCs MOUCKY KMOYeBOro Gakropa,
BOKPYr KOTOPOro «MUWETCS cueHapuid byayuiero». TMnoTesa HacTosWero uc-
CNeaoBaHVs 3aKYaeTcs B TOM, YTO TakuM (akTopoM BbICTynaeT LuhpoBas
TpaHchopMaLms, NOCKONbKY LMMPOBbIE TEXHONOM MW, NPOAOMKAS Pa3BMBaTLCS,
NPVBHOCST 3HaYUTENbHbIE M3MEHEHMS B Hallly MOBCEAHEBHYIO X13Hb. CeroaHs BO
MHOTVX chepax OBLLECTBEHHOM XU3HYV BANSHIE HDOPMALVIOHHO-TENEKOMMYHN-
KaLMOHHbIX 1 LMMPOBBIX TEXHOMOTWIA YXKe ceitdac HAaCTONbKO BENWKO, YTO Nnpef-
CTaBUTb OTKAT K OLMMPOBOI 3M0Xe NPaKTUYeCcKn HeBO3MOXHO. 3TO 06yCNoBAN-
BaeT POCT UCCNe0BaHWNA KaK NepcneKTnBs UMdpoBoi TpaHchopMaLMm OCHOBHbIX
cdep xun3HeaesTensHocTK obulectsa (OECD, 2019), Tak 1 NoBeAeHMs Nonb30oBa-
Tenel, a TakKe VX B3rNSA40B U MHEHWA, 0BYCNOBNEHHbBIX MCMOMb30BAHNEM HOBbIX
TexHonoruii (Cole et al., 2022). Mo MHeHW0 aBTOPOB AoKNaAa «<MUPOBO MHAEKC
LuMdpoBoro obuiectsa 2019: NOTPeOHOCTH YenoBeKa B LMMPOBbIX TEXHOMOMMSIX»,
NASAM Hy)Ha Bepa B UMDPOBble TEXHONOTUM, 1 TOrAa OHW C HoMbliel BeposT-
HOCTbIO ByayT MCMONB30BaTh WX B MOBCeAHEBHOW xwM3HK (Dentsu Aegis Network,
2019). YenoBeK XMBET B 3M0XY LMMPOBOI TpaHChOPMaLMM — U TEXHONOTNYECKme
V3MeHEHVS BAUSIOT He TONbKO Ha cchepy NPOM3BOACTBA, HO M Ha ero npeacTas-
neHns o bynyuiem, 0COBEHHO B cpefie MONOAEXW, SABNSIOWIENCS aKTUBHbIM Mo-
TpebuTenem uMdpPOoBbIX YCAYT 1 He MEHee aKTVBHbIM NoAb30BaTeNeM LM pPoBbIX
TexHonoruii (Rasa, Laherto, 2022, Cook, 2016). Takvum obpa3om, 0bpa3 umdpoBoro
ByayLLero BKAOYaeT B cebst KOMMNAEKC OXUAAHWNA, NPEANONOKeHNA U NpeacTas-
NEHNI, KacaroLmxcs pa3BuTUs ANMYHOCTK, OBLIECTBa 1 rOCYAapCcTB B KOHTEKCTE
LUMDPOBM3ALIMA Pa3NNYHBIX aCNEKTOB XM3HM U Npom3BoacTBa. OTMETUM, YTO Ha
CErofHAWHWI AeHb U3yYeHVe AaHHOrO heHOMEeHa TONbKO BXOAWT B (OKYC Hay4-
HbIX MCCnefoBaHuii (BuHorpanos v ap., 2023).

To, 4TO NpeacTaeT B kavecTBe 0bpasa UndpoBoro byayulero, onvMpaeTcs
Ha Uenbli psif, ero npeseHTaumnii B NPOCTPaHCTBE MyONUYHbIX KOMMYHUKALUWIA.
IMEHHO aHann3 MHdbopPMaUnn, LUMPKYIUPYIOLIEA B AaHHOM MPOCTPaHCTBE,
NO3BONSET BbISBUTb 0O6pa3bl HyayLlero, KOTOpble akTOPbl COLMANbHbIX Meava
TPaHCAMPYIOT B HacTosWeM: «06passl bydyujezo, Haxo0suuecs 8 cihepe Hawezo
BHUMAHUS, PACNO/IA2AIOMCS] NPEUMYLECMBEHHO 8 NYOUYHOM NPOCMPAHCMEE,
NO3IMOMY UX GHA/IU3 YEPE3 KOPNYC CaMbIX PA3HO0BPA3HLIX MEKCMO8 NPedcmas-
715emcsi 00CmMamoyHo aggekmusHsim» (MKenTukoBsa, 2021, ¢. 56). Meauna sBAsitoT-
CSK/HOYEBbIM 3/1IEMEHTOM MPOCTPAHCTBA MYOANYHbIX KOMMYHUKALA, B KOTOPOM
NPOVCXOANT aKTyanu3alus 0bLeCTBEHHO 3HAUMMbIX NPpobaeM 1 Ux obcyxaeHne
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(30T0B, KpnBoyxoB, BacunbeBa, 2022). Meana opraHn3yioT NMPOCTPaHCTBO, B KOTO-
POM TPaHCANPYHOTCS B KA4ECTBE CMbICIOBbIX KOHCTPYKUMIA ONpeaeneHHble Meau-
aobpasbl, KOTOPbIE CO3AAKTCS U Y3HAKOTCS ero cybbekTamu. MeananpocTpaHCTBO
BbINONHSAET «(pyHKYUU pegepeHyuu (co30aHus 06pasyos, neaumumu3upyowux
COYUAIIbHbIE NPAKMUKU U HOPMUDYIOWUX OMHOWEHUS K HUM) U penpeseHmayuu
(npou38o0cMEo u 0opMAEHUE CNOCOBO8 MbILLEHUS, CYLECM8youux 8 06Lecmae
8 Pa3HbIX COYUAbHBIX 2pynnax)» (3ybaHosa, 2008, . 7). COOTBETCTBEHHO, MEHHO
Meama (Macc-meava B COBOKYMHOCTU C COUManbHbIMIU Meama) oTpaxatoT 1 dop-
MUPYIOT OBWIECTBEHHOE MHEHWe O MOCNeACTBUAX LUMdPOBOIM TpaHchopMaLmm
M Tem CaMbIM OKa3blBalOT BAMSHME Ha NMpeAacTaBneHus o byayllem LudpoBoro
obulecTea.

Ponb Meama (Kak MaccoBbIX, TaK M COUMAaNbHbIX) B GOPMUPOBAHNM KapTu-
Hbl MUpa COBPEMEHHOrO 4eNoBeKa HEeBO3MOXHO mMepeoleHuTb. Meanaobpas
ByayLlero urpaet BaxHyto ponb B GOPMUPOBAHNM HaLLWX NpefcTaBAeHni O by-
AyWeM 1 MOXET OKa3blBaTb 3HaYUTENbHOE BAVSHME Ha Halle BOCMpUATUE MVpa
Y HaWW AenCTBIUS. MOXHO YKa3aTb Ha HECKONBKO pa3MbllWNEHNIA UCCnefoBaTenei,
B KOTOPbIX AaeTCs pa3bsicHeHne deHomeHa Meamaobpasa. Tak, E.I. Manbiwera
v H.A. TpyaHEB NPUAEPKUBAIOTCS MHEHKS, YTO «Meduaobpas — amo npedcmas-
JIeHHbIU 8 MEOUAMEKCMAX (hpaeMeHm UHPOPMAYUOHHOU Uunu MeQUUHOU KapmUHel
MUPQ; NOCMOSIHHO Pa38UBAOLASCS 8UPMYAbHAS MOOENb PeabHO20 00bEKMA/6-
JIEHUS,, NOCMPOEHHAs (cpopmuposaHHas) CMU, komopas ompaxxaem, pekoHcmpy-
upyem unu gopmupyem 3HaHus u 8ocnpusimue peyunueHma» (Manbiwesa, Mpua-
HeB, 2016, ¢. 136). M.HO. Bepbuuknii yoexaeH, 4to NoHsTve «mearaobpas» 6610
BBEEHO B HayKy Ans TOro, YTobbl onpefennTs HoBbIN heHoMeH — COBOKYMHOCTb
npeAcTaBneHunii 06 o6bekTe peansbHoO AeMCTBUTENBHOCTH, KOTOPbIE MOSBASIOT-
Csl Ha OCHOBE aHanu3a He peanbHOCTU, a MEeAVIMHON cpeabl (Bepbuukuin, 2023,
C. 40). B npuseaeHHbIx AedrHMLMSX MeamMaobpas onpeaenseTcs Kak npenomne-
HMe 0B BEKTUBHO CyLLECTBYIOLLE peansHOCTH B Meana. Ho obpa3 byayllero — 3To
VI BO3MOXHble MUPbI, TO €CTb 3TO W NpefcTaBneHne TOro, KakuM peansHblii MUp
MOXET AW JOMKEH CTaTb UAKn He cTaTb. J1.B. XouyHckas nonaraeT, 4To Megmao-
6pa3 «daem 803MOKHOCMb IUYHOCMU 8 UHPOPMALYUOHHOM 06Lecmae owywams
a0eK8amHyIo €20 NPeACMABAEHUSIM U YEHHOCMSAM KAPMUHY MUPQ, NO3BOASIOUYIO
onpedensime CMbICA XKU3HU U KOHCMPYUpos8ams 3@exmusHsil usHeHHsil cye-
Hapul» (XouyHckas, 2013, c. 93). Kak 6bI10 HaMu NMOKa3aHO paHee, Ha AaHHbIV
MOMEHT CyL|ecTByeT HECKONbKO MOTeHUManbHbiXx BapuaHTOB (HOPMUPOBaHMS
v penpeseHTaunm obpasa UMdpoBoro byayuiero, Kaxablii 13 KOTOPbIX CBA3aH Kak
C BO3MOXHOCTSMU Pa3BUTUS 4enoBeKa, obLecTBa 1 rocyaapcTaa B LMPPOBYIO
3MN0XY, TaK ¥ C OBLLECTBEHHO-MOANTUYECKMMY BbI30BaMM, YIPO3aMu 1 pUCKaMy
UMb poBbIX Npeobpa3oBaHuii (BonoaeHkos 1 ap., 2023).
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Llenb vccnefoBaHns — packpbiTb B3avMOOOYCNOBNEHHOCTb (hOPMUPOBa-
HUs 0bpa3a uMdpoBOro byayllero B MeananpoCTPaHCTBe 1 ero penpeseHTaLmm
B 0OLLECTBEHHOM CO3HaHMMN.

[aHHasi uenb 6blna KOHKPETU3NPOBaHa B CeayoLMX 3afadax:

+ COMOCTaBUTb HACbILIEHHOCTb MEAMaNpPOCTPaHCTBa MapKepamu Lnd-
POBOro 0OLIECTBA C YPOBHEM 3HaHUS HaceneHus o UndpoBbIX TEXHO-
NOrusx;

¢ OUEHWTb TOHAaNIbHOCTb MeAMNaTeKCTOB O l_LI/I(:II)pOBOM 6y/J.ym,eM n nx
BOCNpUATHE HaCeleHNEM;

+ 0003Ha4YUTb OCHOBHbIE 3aUHTEPECOBaHHbIE CTOPOHbI LMMPOBO
TpaHchopMaLumMy 1 areHToB BAWSIHUS Ha MPOLIecC Npe3eHTauum und-
POBOTO OyayLLEro;

+ ONpefenuTb MeauniiHble MHCTPYMEHTbI TpaHCAsUMK obpasa undpo-
BOro byayllero;

« BbIIBUTb KIOYEBble ayauTOPWMU penpes3eHTaumn npocoLmanbHoro
0bpa3a undposoro byayuiero Poccun.

METOAON0TNA N METOAbI

TeopeTuko-meTofonorvyecKas 6asa vccnegosaHns copMmpoBaHa mo-
CpeacTBOM aHanu3a MMEOLLMXCS NMOAXOA0B K M3ydeHuo obpasa byayulero (MKen-
TUKOBa, 2021) 1 Meanaobpasa (XouyHckas, 2011), 4TO NO3BONMNO paccMaTpMBaTh
Meamaobpas umdpoBoro byayllero kak obpas byayuiero, GopMMpyemMsiii ¢ no-
MOLlLbIO Meaua B NyBAMYHOM NPOCTPAHCTBE U pPenpe3eHTyeMblli B AanbHellem
B 00WIECTBEHHOM CO3HAHUM.

/13y4eHne MefninHOro AMCKypca O UM@POBOM 0bUIeCTBE MOMoraeT no-
HATb, Kak (opMMpyeTcs NpeacTaBneHne o byayllem B MeuiiHoON cpefe ans no-
cnepytoLero NOHUMaHNsa ero penpeseHTaumm B 06UeCTBEHHOM CO3HaHMK. Mpw
3TOM OfHY M3 KIOYEBLIX pofieit B POPMMPOBaAHMW NPeACcTaBneHnin o LndpoBoM
Bynyliem nrpaeT TEKCTOBAs Npe3eHTaums Tex N MHbIX heHOMeHOB LiMdPOBOro
obulectra. Mo3aToMy MCCNeaoBaHe MeANaTeKCTOB, UCMOMb3YEMbIX B MeAUIAHOM
npefcTaBAeHvn UMPPOBOro Oyayllero, sBASeTCS BaxHOM 3agadvei (Monoea,
2018, Tatonosa, 2018). MeToAONOMMS UCCNe0BaHUS NexUT B naockocTu Digital
Humanities (UMMPOBbIX F'yMaHUTAPHbIX HAYK), Pa3BUTUIO KOTOPbIX aBTOPbI YAENs -
l0T B nocneaHee BpeMs 6onbloe BHUMaHue (KoHcoH, 2019).
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C TOYKW 3pEHUs TeOpWM, aHaNM3 TeKCTOB B MeAManpoCTPaHCTBe [O/MKEH
BbITb OCHOBaH Ha C1OBO(OPMAX, KOTOPble NO3BONSIOT BbIIBATL OMNpeaeneHHble
CMbICNI0Bble KOHHOTaUMK. CNOBOMOPMBI, KOTOPble UCMONB3YIOTCS ANS ONMUCaHWS
undbpoBoro obulecTBa, LenecoobpasHo, Ha Hal B3rNsA, Ha3biBaTb MapKepamu
undposoro obuecTsa. B Lenom Mapkep OTHOCUTCS K CNOBY WAKM CNIOBOCOYETa-
HUIO, KOTOPbIE NPUCYTCTBYIOT B NYyBINKYEMOM MeMaTeKCTe 1 NO3BONSIOT ero CBsl-
3aTb C onpeaeneHHor NnpobneMaTvkol. MpYMeHnTeNbHO K TemaTrke LdpoBoro
06LLecTBa B ANCKYPC, XapaKTepuayowmnii UndpoBoe obLecTBO, MOXHO BKIOYUTb
TepMuHbl: «3D-nevatby, «bonbline aaHHble» (Big Data), «BMPTyanbHbIA NOMOLL-
HUK», «pOBOTOTEXHUKA», «YMHbIA FOPO/», «YMHbI AOM», <MDPOBAs IKOCUCTEME»,
«LdpoBas NnathopMa», <MCKYCCTBEHHbIA MHTENNeKT». ITOT 0TOop MapKepos
06ycnoBneH, Bo-NepBbix, TeM, 4TO BOCMpUATHE ByayLlero, ero obpas accounmpy-
eTCs CO CKBO3HbIMU LIMDPOBBIMU TEXHONOTUSMU, NEXALLMMU B OCHOBE LIMPPOBO
TpaHcdopMaumMm (Kak OCHOBOMONAraloWero HanpasBneHns pasBuTUs CTpaHsl 40
2030 roaa, 4To 66110 orUMaNbHO NOATBEPHAEHO YKa30M npe3unaeHTa Poccuii-
cKkoit depepaumn Ne 474 ot 21 nonsa 2020 roaa), a BO-BTOPbIX, UMEHHO AaHHble
CKBO3Hble TeXHONOM MY B HanbonbLieid Mepe NnpeobpasytoT NOBCeAHEBHYIO I3He-
AeATeNbHOCTb YeNoBeKa (B OTANYME OT Takux 6onee «MPOMbILLINEHHO OPUEHTUPO-
BaHHbIX» TEXHONOTMIA Kak BIOKYeH, NMPOMbILNEHHbIA VIHTEPHET UK CEHCOPWKA).
BO3MOXHO, flaHHbIN NepeyeHb He SBASETCS NOMHbIM, HO ero pacluMpeHue npuee-
AET K yBEeNMNYEHNIO Harpy3Ku Ha PECNOHAEHTA, YTO BbINbETCS B yBENMYEHME YUCNA
OTKa30B OT OTBeTa.

[inst noMcKa 0TBeTa Ha MCCNeaoBaTeNbCKIE BOMPOCH! Obiv MCMONb30BaHbI
cneayoLLye METOAbI, CUHXPOHU3MPOBAHHbIE MO BPEMEHN B CMY KpaliHe BbICOKOM
AVHAMWUYHOCTM NPOLIECCOB B MPeAMETHOM 06nacTu:

1. lns aHanm3a KoNUYEeCTBEHHbIX U Ka4eCTBEHHbIX XapaKTepUCTUK UH-
(hopMaLMOHHbIX MOBOIOB B MEMaNpPOCTPaHCTBE, CBA3aHHbIX C MapKe-
pamu LdpoBoro byayulero, Obin OCyLLeCTBAEH KX OTOOP 3a PUKCUPO-
BaHHbIVI BDEMEHHOW Mepuoa NPOAOMKUTENBHOCTBIO 3 Mecsita (Mofb
- ceHTabpb 2023 rofa) no Bcelt 6aze pecypcos, MHAEKCUMPYEMbIX aHaNM-
TUYeckol cuctemon «Meaunanorus» (6onee 86 000 OTKPLITbIX UCTOYHM-
koB CMW 1 2,5 MNpA akkayHTOB coLMEAMa), C NOKanmn3aumen nonb3o-
BaTenen 13 ropofa MockBbl 1 KypcKoi 06aacT, COOTBETCTBEHHO, KaK
pervoHa nuaepa v MefraHHoro pernoHa no YpoBHO LUMMPOBM3aLMN.

2. [ins onpefeneHns ypoBHs 3HaHWIM HaceneHus o UMMPOBbIX TEXHO-
NOTUSX U OLEHKW HaceneHnem nHbopMaummn o uMdpoBomM byayuiem
B CeHTA6pe — okTabpe 2023 roga Hbin NPOBEeH MacCoBbIV COLMONO-
TMYeCKU onpoc cpeaun rpaxaaH Poccuickoit Pefepalmmn cTaplue
14 neT ¢ BbIbOPKOWA 482 pecnoHAeHTa, colmansHo-geMorpaduyeckmne
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XapaKTEPUCTUKN KOTOPbLIX COBMafaloT C coumanbHo-geMorpaduye-
CKUMU XapaKTepUCTMKAMM HaceneHus CTpaHbl, YTO MNOATBEpPX.a-
€T MPeacTaBUTENBHOCTb MOMYYEHHbBIX PE3YLTATOB MO OTHOLIEHWIO
K reHepanbHO COBOKYMHOCTY (BCeMy HaceneHwmto ctpaHsl). C BeposT-
HOCTbB10 95 % peanbHan foNs NPU3HaKa NeXUT B nHTepsane +4,5 %. Co-
LMOnornyecKkoe vccnefoBaHne NPoOBOAMNOCE C MCMOb30BaHNEM OH-
naiiH-onpoca nocpenctsom Google/Yandex Forms 1 nonesoro onpoca
METOAOM NIMYHOTO MHTEPBBIO. [JaHHbIE MOAEBOrO Onpoca MoMorany
3aM0/HUTL «BaKaHTHble» MECTa B MOJI0BO3PACTHbBIX KBOTax BbIOOPKN.
HecMOTpst Ha HU3KYI0 BEPOSITHOCTb CUCTEMATUYECKMX OWIMBOK Mpw
coyeTaHuM 3TWX ABYX (DOPMATOB OMPOCa, UX OCOBEHHOCTU BaXKHbI 415
NOHMMaHWA Ay3aliHa NccnefoBaHms.

3. [ins onpefeneHuns NpUOPUTETHBIX MeAMIMHBIX MHCTPYMEHTOB, Kito-
YeBbIX AKTOPOB W LIENEBbIX ayAUTOPUIA AN Npe3eHTaumny obpasa und-
POBOTO ByayLLEro B MPOCTPAHCTBE MyBANYHBIX KOMMYHUKALWIA B CEHTS-
6pe - Hosbpe 2023 rofa b0 NPOBEEHO IKCNEPTHOE UCCNEOBaHNE,
B KOTOPOM MPUHSANO0 y4acTue 20 3KCNepToB 13 POCCUIACKOTO akagemu-
4eCKOro COObLLECTBA 1 OTEYECTBEHHOIO O13HECA; SKCMEPTHbIE OTBETHI
BbIAM NoABeprHyThl Npoleaype KOMMAEKCHPOBaHWS, NMO3BOMMBLUEN
00beANHUTL MHEHWS IKCNEpTOB ANs Hosee NOMHOTO NpeacTaBneHms
0 NpeaMeTe UCCnefoBaHus.

B UenoM CMHXpPOHM3aUMUS NPEANOKEHHbIX METOAOB UCCNea0BaHNs NO3BO-
NSeT NONYYUTL Honee NONHYI0 U HafeXHY MHMOPMaLMIO, YrybuUTb NOHUMaHKe
V¥ NPeaoCTaBUTb KOMMIEKCHBIN MOAXOA K U3y4aeMoi Mpobieme, YTo B TO e BpeMs
He UCKoYaeT BAUSHIE onpeaeneHHbix COBbITUI Ha NpeaMeTHYI0 0bnacTb nccne-
A0BaHWS.

PE3Y/IbTATbI U OBCYXKAEHUE

HacblujeHHOCMb MeQUNPOCMPAHCMBa MapKepamu yugposozo
o6ujecmaa 8 ConocMaseHUU C ypPOBHEM OCBOEHUS HACENEHUEM
yugpposoeo 6ydywezo

Bonpoc Bocnpusts umMdposoro obulectsa B LeNOM 3aBWCKT OT Mnpef-
CTaBNEHHOCTV U BOCTPEOOBAHHOCTM OTAE/bHbIX €ro 3MeMeHTOB B MaccMeaua.
AHanusnpysa cneundury npeseHTaummn TEKCTOB B MEAMANPOCTPAHCTBE, MOXHO
[OCTOBEPHO OMNpefennTh, C KaKUMK TeMaTUYeCKUMU MHPOPMaLMOHHBIMK NOBO-
Aamy nonb3oBaTenu cBA3bIBaOT Lndposoe byayllee. Ha puc. 1 gaHa npegcras-
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NEeHHOCTb MapKepoB UMMPoBOro obliecTsa B MeinanpoCcTpaHCTBE, BbiiBNEHHAs
4epes CUCTEeMY MOHUTOPWHTA 1 aHanu3a «Meaunanoruvis».
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Puc. 1. HacbliweHHOCTb Ny6IMYHOTO NPOCTPAHCTBA KOMMYHUKALIMIA MeagnaTekcTamMm
C MapKepamu LM poBoro o6LecTBa v X TOHANIbHOCTb B COMOCTABIEHUN
C VIHAEKCOM OCBOEHUS LincpoBoro byayLuero.

AHanu3 nokasbiBaeT, 4TO TEPMUHbI «3D-NeYaTb», «BUPTYanbHbIA NOMOLLY-
HUK> 1 «UMdPOoBas 3KocKcTeMa» ynoTpebnstoTcs B TeMaTUYecKknx nybnmkaumsx
MeHee 10 TbiC. pa3. TeMaTunKa «yMHbIV FOPOS» 1 «YMHBbI OM» 00CYXAAOTCS Yalle:
10,5 TbIC. 1 18,5 ThiC. COOTBETCTBEHHO. «POBOTOTEXHMKa» U «LMchpoBast nnaThopMa»
ele 6onee nonynspHbl: 32 Thic. 1 35 Thic. nybnukaumin. OgHaKo camblM 0bCyxaae-
MbIM TEPMUHOM SBNSETCS <UCKYCCTBEHHDIA MHTENNEKT» — B UCCAefyeMbli NepUog
6bIn0 ocyulecTBAeHo oKono 200 Teic. TeMaTUyecKyx Nybavkaunii. iMeHHo Tema
VICKYCCTBEHHOTO MHTENNEKTa Bbi3blBAET NOBbILIEHHbIV MHTEPEC, MOCKOMbKY B Hell,
bnaropaps AaHHOW TEXHONOM MK, NOSBASIOTCS HOBbIE BO3MOXHOCTM /15 pa3BUTUS
Y IHHOBaLWMI, ee BHelpeHe B MOBCEAHEBHYIO XM3Hb NMOAHMMAET 3TUYECKME BO-
NPOChI ¥ colManbHble Npobnemsl, BegeT K hUnocodCKMM paccyaeHnsiM 0 Npupoae
YenloBEeYeCKO paLMoHanbHOCTH.
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YpoBeHb 0CBOEHMS LUMdPoBOro byayliero — 3To nNokasaTenb OCBOeHMs
LUMDPOBBIX TEXHONOMNIA, HEODXOAMMBIX NS OCYLIECTBNEHUS XM3HeaesTeNb-
HOCTM B HacTosiweM v byayulem. OH MOXET AeMOHCTPUPOBATbL, HACKOBKO XO-
POWO rpajaHe NoAroToBNEHbI K Oyayllemy, T.e. B laHHOM CyYae KIKU3HU 1
paboTe B MUpe, KOTOPbIA ByaeT CyLeCTBEeHHO OTAMYaTbCS OT CErofHsLWHEro.
Bo MHOroM ypoBeHb 0CBOeHMSs LndpoBOro byayllero onpeaensercs 3HaHvem
OCHOBHbIX LIMPPOBLIX TEXHOMNOTMIA Ha YPOBHE MOHWUMAHWS TOTO, KaK 3TO pa-
6oTaeT. AN OUEHKN YPOBHS OCBOEHMS Ha OCHOBe pacrpefeneHns OTBETOB
Ha Bonpoc «MmeeTe N1 Bbl kakoe NMbo NpeacTaBnenHvie o GyHKUMOHMPOBaHUN
OCHOBHbIX LMMDPOBbLIX TEXHONOMMIA?» BbIN PacCcHMTaTb COOTBETCTBYHOLWNUIA WH-
pekc: | = R,+1/2R-1/2R -R,, rae R, — 3T0 0N ONPOLWEHHbIX, He UMEIOLLNX HU-
KaKoro NpefcTasneHus; R, — Aons ONpoLeHHbIX, UMEIOWMX NnLb obLiee npef-
CTaBneHue, R, — gons PeCnoHAeHTOB, KOTOPbIE XOPOLLIO 3HAIOT TexHoNorumM n R,
— [0N8 Tex, KTO pa3bupaeTcs U MOXeT 0ObsACHWTL OCHOBbI X paboTsl. Mpose-
AeHHbIe pacyeTbl MHAEKCOB OCBOEHUS UMBPOBOro OyayLlero nokassiBatoT, YTO
NOAN 3HAKOMbI C BO3MOXHOCTAMM BUPTYanbHbIX MOMOLWHMNKOB (TUNa «Anwucar,
«Mapycsi» ¥ T.M.) U «yMHOTO JOMa» Ha O4eHb XOPOLLEeM ypoBHe. BO3MOXHas npu-
4MHa 3TOrO B TOM, 4TO laHHbIE TEXHONOT UM JIOAM Y)KEe Havany MoBCEMECTHO UC-
nonb3oBaTb. HO OAHOBPEMEHHO C 3TVIM MOXHO 3atbUKCMPOBaTh, YTO YPOBEHb
OCBOEHMS UMdPOBOro byayLlero He KOppenupyeT C NPeacTaBAeHHOCTHI0 Map-
KepoB LMhpoBoro obLecTBa B MeaManpoCcTpaHCTBe.

ToHAIbHOCMb MEQUAMEKCMO8 0 Yuhposom 6ydywem
U Ux 8ocnpusimue HaceaeHuem

DOpMUPYEMBIN U IOHOCUMBINA 10 ayANTOPUKU KOHTEHT MaTepunanos CMU
HOCWT CyOBEKTUBHBIV XapaKTep, ero cofepxaHne NpeacTaBnseTcs BaXHbIM MH-
CTPYMEHTOM NOAUTUHECKUX 1 COLMANBHbIX KOMMYHUWKALIWIA, OKa3blBatOLWMM BO3-
AeViCTBYE Ha COLMYM B MPOELVpPOBaHMM Ha ODLLECTBEHHOE CO3HaHMeE BaXHbIX
LLeNeBbIX YCTaHOBOK CYOBbeKTOB ynpasneHus. MocpeacTBOM MHTErpUPOBaHHbIX
DYHKUMIA aHaNUTUYECKON cucTembl «<Mefmnanorus» bbina NpoBeAeHa oLeHkKa To-
HanbHOCTU MEAMATEKCTOB, B KOTOPbIX MPUCYTCTBYIOT MapKepbl LndpoBoro 06-
wectsa. Obulee COOTHOLWEHME MO3UTUBHBIX U HEFATWBHbBIX KOHHOTaUWI Meaw-
aTeKCTOB C Mapkepamy LndpoBoro obuiectsa chopMm1poBanoch CeayioLmm
06pa3oM: NO3UTUBHbIE yNOMUHAHWSA — 21 %, HeraTuBHble — 7 %. ABCONOTHbBIM
NVAEPOM MO NO3UTUBHOM TOHANBHOCTY CTan MeAUaTEKCT C MapKepoM «Lndpo-
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Basi aKocKcTeMa» — 38 % nybnrKaumin MMeno KOHCTPYKTUBHYO oKpacKy. Cpean
APYrVIX TEM C NMONOKUTENBHOW TOHANBHOCTBIO BIAEASIOTCS «YMHbIN rOpofg» —
36 % v «pOOOTOTEXHMKA» — 24 Y%. ITO MOXKHO OBBSCHUTL TEM, H4TO 3TN TEXHONO-
TV B OCHOBHOM OPUEHTMPOBaHbI Ha yNy4YLIeHMe YCIOBUM XKU3HM U KomdopTa.

MockonbKy LndpoBM3aLms 0bLecTBa TECHO COCeACTBYET C NPOCOLManb-
HbIMU 1 acoUMabHbIMM OUEHKaMV BapMaHTOB Pa3BnTKA 6yﬂyu_|,ero, TO peCnoH-
AeHTam BbINo NpeanoxeHo onpeaenvTb, NPOCOLMANbHbBIA UAK acoLManbHbI i
06pas undposoro byayllero B HacTosillee BpeMst Havbonee pacnpocTpaHeH
B TPaAMLMOHHbIX MAcC-Mefina, COLUManbHbIX MeAMa, a TaKke (Ans cpaBHeHMs)
B BVDKaANLIEM TMYHOM OKPYXEHWM (pHUC. 2).

13% 41% 25% 2%
H paaronopis & saines Snrsaiinem

ORPYHENNR (B COMLE, © TIPYELAMH, HEAKOMBIMH)

15% 44% 3% 13%
B COUMMTLHLIY MeHa (COURATRHMY CeTax, Bnorax,

MECOEH THEpaN)
18% 34% 22% 26%
B ipa { paie,
rEIeTR}
[ 20% 40% G0% B0%% 100%:
B Acounansnmil BB pasaodl cencHu W T, B ApyTOS TR R OTBETHTE

Puc. 2. pacnpegenerme OTBETOB PECMIOHZAEHTOB Ha BOMPOC «KaKoW 00Pa3s Ln@poBoro
6yayLLero, MpOCoOLManbHbINA UM aCOLMaNbHbIN, CErOAHS PacNpOCTPaHeH B Macc-Meama,
coumanbHbIX Mef1a 1 B BalleM 6amKaiillem OKpyeHn», B %

Pe3ynbTaThbl OKa3anmncb KOMMPOMUCCHbBIMK, BO BCEX KaTEropusx 60nbLINH-
CTBO PECMOH/EHTOB BbIOPanu OTBET «B PABHOW CTEMEHU U TO, Y APYroex: Tpaiu-
LUMOHHbIe Maccmeana — 41 %, coumenmna — 44 %, nnyHoe oKpyxeHne — 34 %.
KoMnneKcMpoBaHMe OLEHOK 3KCMEPTOB TaKKe BbIBOAUT Ha HEOAHO3HAYHOCTb
obpasa undpoBoro byayuiero. Takoro MHeHus MNpuaepxrBaeTcs 6onblias
4acTb (60 %) ONPOLWEHHbIX SKCMEPTOB, KOTOPas CYUTAET, YTO ero NpocoLmanb-
HOCTb MK acOLManbHOCTb 3aBUCKT OT MHOXeCTBa (DaKTOPOB V1 YCNOBWIA.

Havbonee KpUTUYHO, COMMAacHO OLEHKAM YHaCTHUKOB NCCefoBaHus, 00-
pa3 LundpoBoro byayllero TPaHCANPYETCS NOCPEACTBOM TeNeBuaeHUs, pagmo
v raseT: 06 3ToM 3asBVAK 18 % pecnoHgeHTOB. ITOT ke Habop MCTOYHMKOB pac-
NpoCTpaHeHns BbI3Ban Hanbonbluee 3aTpyaHeHVE B olleHKax — 26 %. Mogob-
HOE NOoMoXeHWe fef, Ha Halll B3rnsf, CBA3aHO C 0COBEHHOCTSMU NpenogHece-
HUS MHDOPMaLWKM TPAAVLVOHHBIMU MAacCMeANa, @ UMEHHO C OCTOPOXHOCTbIO
K NpOrHo3am, B3BelWEHHOCTbIO OLEHOK, IKCMEPTHOCTbLIO MHEHWI.
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CnepyeT OTMETWTb, YTO MPU OTBETE Ha AaHHbI BOMPOC 0OHapyXKMIach
[OBOMIbHO Oonbluash 40N 3aTPYAHUBLIWXCS OTBETUTL: 3TO CBUAETENLCTBYET
0 TOM, YTO YaCTb PECMOHAEHTOB MOXET NMPOCTO He 0bnafgaTh HEOOXOANMOW MH-
chopmaLmen ans oTBeTa Ha NOCTaBNEHHbIN BOMPOC. MogobHbIV haKT B Lenom
COrnacyeTcs ¢ BbIBOAAMM PYrviX aBTOPOB O TOM, 4TO 06pa3bl UMdpoBoro byay-
wero cnabo KoHLenTyanu3npoBaHsl, AMddepeHUMPOBaHbl U HEOAHO3HAYHBI,
1 NOTOMY He CYLLECTBYET CKOMbKO-HUOYAb YCTONYMBBIX M OIHO3HAYHbBIX KapPTUH
uMpoBoro byayulero B 06WECTBEHHOM CO3HaHMM (BuHorpaaos v ap., 2023).

BO3MOXHO MO3TOMY OTHOCUTENbHO HEOAHO3HAYHOM MoKasana cebs
OLleHKa TeKyLel cuTyaumm ¢ MHPopMMpoBaHMeM O LUMdpoBoit TpaHchopma-
UMM poccuinckoro obulecTra. Tak, 37 % pecnoHAeHTOB c4MTatoT, 4To obnaja-
tOT TONBKO OBWMMM JAHHBIMK, HaNV4MS KOTOPLIX CHUTAKOT HeJOCTaTOYHbIMY;
B TO e Bpems 33 % 3asBuAK, Y4TO MMeloLeics MHhopMaunn xBaTaeT; a
10 % BOBCe yBepeHbl B ee 13ObITOYHbIX 06bemax. 12 % pecrnoHAeHTOB cyuTa-
0T, YTO MHDOPMaLMK KpaiiHe Mano uu ee HeT coBceM, 8 % — 3aTpyAHUANCH
C 0TBeTOM. Ha puc. 3 npeAcTaBneHa oLeHka CUTyaumn ¢ MHhopMUpPOBaHMEM O
UMdpoBOI TpaHchopMaLMmM POCCUIACKOrO 0bLeCTBa B 3aBUCUMOCTM OT BO3-
pacTa pecnoHfeHTa.

AHanu3s npeacTaBneHHbIX AaHHbIX MOKa3blBaeT, 4TO B Hanboblen Mepe
HeAoCTaToK MHMOPMaUMY WUCMbITHIBAOT MOMOAbIE N0AM, NpeAcTaBasioume
nokoneHune Z (3ymepsl) 1 Y (MuaneHnansl). MNapagokcanbHo, HO AedUUnT WH-
opmaumm o umdpoBoi TpaHCchopMaLmm HabnoaaeTcs y npeacTasnTeneit no-
KONeHUsI, KOTOPOe POAMOCH B LIDPOBOM MUPE, W NOKONEHUs, KOTOPOe My-
H0KO BOBIEYEHO B MICMO/b30BAHME MHPOPMALMOHHO-TENEKOMMYHMKALMOHHbIX
1 UMDPOBLIX TEXHONOTNA.

104725 -
9 94 7% 9% §
B 30Ty NAO0E OTESTHTE.
8% %
s
145 13%
T5%
B Hudopusunn kpadine s iwam
35 6% 41% HET copeest,
36%
e B ECTE ofunms HHOpasuIHA, w0 e
NEAOCTEO D
25, 5% 4% 35% 27% B Hnopynumn gocTatouso
<y, g 3% 16% B Hidopaiisi wabuimonso,
0%
1o 20 qer or 20 o 3T ner  or 38 30 59 nev  crapme 60 qer
(noromenne F)  (mowotenne Y)  (moxonenne X feTapmes

TKNICHIE)

Puc. 3. PacnpefieneHne oTBETOB Ha BONpoc «Kak Bbl oLleHBaeTe TeKyLLyI CUTYaL o
¢ nHdopMMpoBaHMEM o LdpPoBO TpaHCHOPMaLIMU POCCUIICKOrO 0bLecTBa?»
B 3aBMCMMOCTM OT BO3pacTa PecrnoHAeHTa, %
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Vicxoast U3 NpenonoXeHus, 4To Ha CIOXKMBLIEECS pacnpeieneHme Morno
OKasaTb BUSIHWE HanMyMe y rpaxKaaH pa3Horo ypoBHS 3anpoca Ha noyyeHue
aKTyanbHOW MHMOPMaLML O BO3MOXHOCTAX UMMPOBBIX TEXHONOT WA, BbIIU NO-
CTPOEHbI KpOCC-TabnMLbl OLEHKM CUTYaLMK C UHPOPMUPOBaHMEM O LMDPOBON
TpaHchopMaLmnmn POCCMMCKOro 0bLLECTBa B 3aBUCHMOCTM OT NO3MLMMK PECMOH-
AeHTa OTHOCUTENBHO LMMPOBM3aLIMIM MOBCEAHEBHOM XIN3HM (CM. pUC. 4).

Wi W iizdopuammn mdsromme
o, Eiedopuamer tocTatouno
T SR o
£ HEIOCTATOWHO
.ih: IR KPR MATO BT
R HET COBCEM
B Jarpymimocs oTHeTHTY

&y

4%

Avreafinep  Ipoxpacramarop Forioeep Tpenacerrep

Puc. 4. PacnpepeneHue oTBeTOB Ha BONpoc «Kak Bbl OLleHMBaeTe TeKyLLYO CUTyaLmIo
C HopMrpoBaHUeM o LdpoBOI TpaHchopMaLMK POCCUIicKoro obLecTBa?»
B 3aBMCMMOCTU OT MO3ULMM PECOHAEHTa OTHOCUTENBHO NpoLecca
LM pOBU3aLIMM NOBCEAHEBHOMN XU3HM, %o

MpOKPaCTUHATOPbI, KOTOPbIE NOCTOSHHO OTK/aAblBAOT OCBOEHME Lndpo-
BbIX CEPBMCOB 1 OCBAMBAIOT X MO/, AaBneHneM 06CToATeNbCTB, NPU3HAOT Hefo-
CTaTOYHOCTb MHbOPMaLMKM B MefranpocTpaHcTae (50%) Npy BECbMa BbICOKOM
MPOLEeHTE 3aTPYAHMBLUMXCA OTBETUTL. Havbonee nHTepecHas crTyaums Habsnio-
[aeTCs B rpynne ayTcanaepos, KOTOpbIE BbINafatoT M3 TPaHCPOPMaLMOHHbIX
MPOLLECCOB B CUY TOTO, YTO He MOMb3YoTCs LdPOBbIMM CEpBMCaMU 13-3a psifa
00CTOATENbCTB. 306Ch HET YCTOWYMBOIO MHEHNS: YETBEPTh OMPOLLEHHbIX OLje-
HMBAET KOMMYECTBO fIaHHbIX O LMPOBLIX TEXHONOT KX, CePBUCaX, YCTPOMCTBAX
W UX BO3MOXHOCTSIX B MeManpoCTPaHCTBE Kak M3bbITOYHO., NsTas 4acTb nona-
raeT, 4To HeobXxoAMMble CBefJeHNs1 eCTb TObKO B 0OLLEM BUfE, 1 €€ ABHO Hefo-
CTaTOYHO, TAKOEXe YMCO ONPOLLEHHBIX CHUTAET, 4TO MHDOPMALIMM MANO UM OT-
CYTCTBYyeT. B 3TOI rpynne Takke BeNUKa AONS 3aTPYAHMBLIMXCS OTBETUTb. Bo3-
MOXHO, N5 JaHHOV LIeNeBoW ayanTOpUM Takas CUTyaums CBs3aHa C HeyaayHbl-
MU hopMmaTamu npeseHTaummn meanaobpasa undposoro byayuiero.
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OCHOBHbIE 3aUHMEPECOBAHHbIE CMOPOHbI
yugposoli mpaHcghopmayuu u azeHmsl 8/USHUS
Ha npoyecc npeseHmayuu yugposozo bydyuezo

LUnbposas TpaHchopMaums — CUCTEMHOE sBNeHME C HONbWKM KO-
YECTBOM 3aMHTEPECOBAHHbIX CTOPOH. YYaCTHMKaM COLMONOrMYECKOro onpoca
6bIN10 MPEANOKEHO OLIEHNTb, KTO, MO X MHEH0, B NEPBYIO 04epe/lb OKa3biBaeT
BNUSIHWE Ha LUMDPOBYIO TpaHcdopMaL o poccuiickoro obulecTsa. MoapobHoe
pacnpefeneHue pesynsTaToB NpeacTaBneHo Ha puc. 5.

Nvavpytolme nosmunn cpeamn beHedburumapos Undposoi TpaHchopma-
LMK 3aHSAM KOMMepPYeCcKmne CTPYKTYpbl: IT-komnaHum — 71 %, KpynHble komna-
HUW 1 kopnopaumn — 63 %. OTMETWM, H4TO Manblil U CpefHUI BU3HeC 3aHanu
cefibMOe MecCTO (Ha ero posb ykadanu 32 % onpoLeHHblx). MogobHoe nono-
eHwve BbI3BaHO, Ha Hall B3NS, MapKETUHIOBLIM MOAXOAOM AaHHbIX areHTOB,
HanpaBfeHHbIM Ha YAOBNETBOPeHVE NOTPEOHOCTEN 1 xenaHnii noaen. Pekna-
Ma Ha TeneBWAEHWW, B COUMANbHbLIX Meana, Ha YAnYHbIX BaHHepax fOBONBHO
HaBA34MBO NpeanaraeT T-NpoayKTbl W yCayrn LM@POBLIX cepBrCOB. Kpome
Toro, IT-cdepa cama no cebe CUAbHO KOMMepLManu3vpoBaHa, a LUndposble
NPOAYKTbl MMEIOT BbICOKYIO CTOMMOCTb 1 MOBbILIEHHbIN cnpoc. Bce nepeync-
neHHble (aKTopbl OKa3bIBAlOT BAMSHWE Ha BOCMPUSTUE rpaxpaHamu CTPyK-
Typ BM3Heca Kak raBHbIX MHTepecaHToB UndpoBol TpaHchopmaumn. CTont
aKLEeHTMPOBaTb BHUMAHME W Ha CUABHBIX MO3MLMAX TOCCTPYKTYP. Tak, B Kave-
CTBe K/OYEBbIX CTENKXONAEPOB bonee NONOBUHbI pecnoHaeHToB (57 %) BuaaT
benepanbHble opraHbl BNacTu. Ha WecToi No3nLmmM OKa3anuchb pernoHanbHble
opraHbl Bnactu (32 %). AHanu3npys ykasaHHble pesynsraTbl, HeObXoAMMOo OT-
METWTb aKTUBHYIO PO/b FOCYAapCTBa B MPOABMIKEHUIN HOBbBIX LM(MPOBbIX CEPBY-
CoB (Hanpumep, MNopTan rocyaapcTBeHHbIX yenyr Poccuiickor degepaumn unm
npunoxeHue «Moit Hanor»), a Tatke NepeBof B3anMOAeNCTBIS C HaceneHviem
B unpoBoit hopmaT (Hanpumep, rocnabnukn 1 umdpoBblie NnaTdopmsl 06-
paTHO CBsA3M). [prMeYaTenbHO, YTO KOHEUHYIO BbIroAy OT pesy/bTaTa nonyya-
0T HE TOMBKO roOCyAapCTBO, HoMbLINe Kopnopaummn 1 IT-koMnaHuK, HO U camu
rpaxmaaHe, Ans KOTOPbIX MHOTOMUANMAPAHbBIE BIOXKEHUS TPaHCHOPMUPYHOTCS
B MOBbILIEHNE YA06CTBa MPUMEHEHWS TEXHONOTMIA 1 POCT 0BLLEro YPOBHS KOM-

dopTa.
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Tsovrwns. Y 7%
Kpynae sounasn, copnopu [ 5%
DeaePRALHEE OPIEHE BIICTH OPOgMILHEIE CTPYKTYSL _ 3T%
Cpencrea macconoii nihopmatn _ 43%
CHeTEMB HEKYCCTBERMOTO MITENNERT — 40%
Peruonaisubie oprats mIacTi — 3%
Mamuif i cpeqimi Guanec _ 2%
Pasossie rpawaane [N 2%
Mywnnaneisie (ropoacsme) crywis _ 21%
HHHINATHRAKIE TRYTINEL, JKTHRHCTR _ 17%
MyHHUBIANEHLE OPTEHEL BIACTH _ 17%
BoameTiiie yupesaenns _ 16%
o { wnc) opr .
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Puc. 5. PacnpefieneHne oTBeTOB Ha Bonpoc «Kak Bbl cumTaeTe, KTO B MepByto o4epefb
OKas3blBaeT BAMsiHME Ha LndpPOoBYLO TpaHCHOPMaLLMIO pOCCUMICKOro obLecTBa?»
MpuM.: MOXHO 6bIn10 yKa3aTb Ao NATY BapnaHTOB OTBETOB

lNoKa3aTenbHO, YTO Ha YEeTBEPTON NO3WLMM OKa3anuUCh CPeACcTBa Macco-
BOM MHMOPMaLMK, KOTOPbLIE MOAYYUIM BOSMOXKHOCTb OMepaTnBHO CO3AaBaTh,
PEAAKTUPOBATb M PACMpPOCTPaHATh HOBOCTU U KOHTEHT, AOCTUMATh LIMPOKON
ayaMTopuM B peanbHOM BpeMeHW, npeanaraTb NepcoHanM3MpOBaHHbINA KOH-
TeHT ¥ pa3HoobpasHble dopmaThl. apajoKcanbHO, HO B KayecTBe areHTa
BAMAHMUS Ha UMPOBYIO TPaHCHOPMaLMIO POCCUMIACKOTO 00LLECTBA pecrnoHgeH-
Thl Ha3blBAIOT CUCTEMbI UCKYCCTBEHHOMO UHTENNEKTA. W 3eCh BO3MOXHbI [1Ba
BapvaHTa: 1) pecnoHAeHTbl MPU3HAKOT KIOYEBYIO PO/b AAHHOW TEXHONOrUK
B LMdpOBOIA TpaHchopMaLmm: ee BAUSHME Ha MOBbIWEHVIE NMPOU3BOANTEND-
HOCTU 1 3PDEKTUBHOCTY BU3HEC-NPOLIECCOB, BAUSHWE Ha TpaHchopMaumio
NOBCEAHEBHOW XU3HEAEATENbHOCTY; 2) PECMOHAEHTbHI PAacCMaTPUBAIOT UCKYC-
CTBEHHbIN VHTENNEKT B KauecTBe cybbeKTa (TexHOCYObekTa), 4TO NOATBEPKAA-
eT haKT 3apOKAEHNS HOBOW aTUNMYHON CcybbeKTHOCTK (BonoaeHkos, depop-
4eHKo, 2022, c. 54). Ho dakKT, Tem He MeHee, NnpumedaTenbHbIl 1 TpebytoLmi
AanbHeRLero n3y4eHus.

B 3KcnepTHOM mccnefoBaHum Obin NPOJOMKEH NPOLECC OnpefeneHus
areHTOB BAWSHUS Ha XOf, Npe3eHTauuy umdposoro byayluero Poccum v nx ponu
B 3TOM npotecce. 10 UTOraMm KOMMIEKCHPOBaHMS NONYYEHHbIX B XOf4e nccne-
[OBaHVS 3KCMEPTHbIX OTBETOB ObINM BbIAENEHbI IMAVPYIOLLVIE FPYNTbl areHTOB
BAUSHMS:

« OU3Hec-coobwecmao, BKIYas KpymnHbIe U Manble NpeanpusTus,
cTapTansl, ucnonb3ytollee UM PoBbIe TEXHONOT VK, aKTUBHO G opMU-
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pytouiee UMDPOBbIE KOMMETEHLMM Y TPYAOCNOCOOHOTO HaceneHus,
npegnaratouiee UMPPOBbIE NPOAYKTHI 1 yCAyrn LMdPOBbIX CEPBU-
COB;

« 20Cy0apcmeeHHsle OpeaHsl 8/1aCMU, KOTOPblE UIPaloT KMNOYEBYHO
pO/b B ONpefeneHnm CTpaTernieckmx HanpasneHuii pasBuTms unud-
POBbIX TEXHONOMMIA, CMOCOBCTBYIOLIMX YCTONYMBOMY U CNipaBeanu-
BOMY PA3BUTUIO, @ TakKe 06eCneymBatoT yCIoBMs Ans TpaHCASUMK
0bpa3a undposoro byayuiero Poccun B ny6ANYHOM MPOCTPAHCTBE,

« CMV, coyuaneHeie Meoua, xypHanucmel, 6102epsl, MEOULUHbIE NEPCO-
Hbl, KOTOPbIE Yepe3 HOBOCTHYIO MOBECTKY OKa3blBatOT CyLLECTBEHHOE
BANAHNE Ha CbOpMI/IpOBaHMe O6U.LeCTB€HHOI'O MHEHWNSA.

3TV areHTbl BAMSHUS Ha NPOLeCcCh npeseHTaunn umdbpoBoro byayulero
Poccuuv B My6AMYHOM NPOCTPaHCTBE Ha3blBaN1Ch 60bWUHCTBOM 3KCNEepPTOB,
NPUHABLLNX y4acTue B uUccnenoBaHum (6onee 2/3). Kpome Toro, akcnepTamm
ObININ HAa3BaHbI B KAYECTBE areHTOB BANAHNSA TaKxKe:

+ 06pasosamensHeie yupexoeHus, Urpatollme BaxHy pob B Nnoa-
FOTOBKE KafIpOB, U Hay4YHOe, akageMuyeckoe coobLLecTBo, Beayllee
nccnegoBaHmne NocneacTBuii LMdpoBoOM TpaHcopMaLmMm, KOTopsle
MOTYT TPaHCNIMPOBaTb COAepXaTeNbHble KOMMOHEHTLI 0bpa3a und-
poBOro Byayliero Yepes obpa3oBaTefbHbIM Npouecc, nybanyHble
BbICTYM/EHWS U Hay4YHble MaTepuansl;

+ 06WeCmBeHHbIe OpeaHU3ayuL, Udepsl 0OUECMBEHHO20 MHEHUS
U 2PaXOAHCKUE aKMUBUCMbI, BINSIOLLME Ha 0BLeCTBEHHOE BOCMPY-
ATne UMPPOoBM3aLMN, T.K. 3HAYMMbI B KOHTEKCTE OLEHKM LIDPOBOro
Pa3BUTUS 1 NOBbLILEHUM OCBEAOMIEHHOCTU O LUMMPOBbIX TEXHOMO-
rusx;

. ﬂpOd)@CCUOHC/ﬂbe/e accoyuayuu, 4bn npeacraButTenm o6nap,ar0T
NOTEHUMaNoM BINAHNA KaK BHYTPU TaKMX accoumau,mﬁ, TaK 1 BOBHE;

* 3KCnepmel 8 obaacmu yugposol u KynemypHol mpaHcgopmayuu,
cneyuanucmel 8 061aCMU MbILEHUS U NOBEOEHUS 1t00el, KOTOopble,
OTTa/KMBasACh OT MOHMUMaHUS BbIroAbl UMbpoBU3aLMK Ans rocyaap-
CTBa, OM3Heca 1 0bulecTBa, OPMUPYIOT CLUEHapun 1 cTpaTernm (win-
win cTpaTeruv) UMb poBbix TpaHchopMaLuii;

« pocculickue (pabpuru MbIC/U, pa3pabaTbiBatoLLMe CTPaTervu, KoHLen-
UMM 1 Mofienn LudpoBM3aLMmM B HaLUMOHAbHbIX MHTEpecax, Cnocob-
Hble OKa3blBaTb WEHOE BAUSIHME Ha MWL, MTPUHUMAIOWIMX PELIEHNS
B NONUTYIKE, IKOHOMUKE 1 FTOCYAaPCTBEHHOM YNPaBNeHui;
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« U3BECMHbIE pocCulickue 0esmenu Kyasmypel, CNOCOBHbIE BANATH
Ha CO3HaHMe MacCoBbIX ayaUTOPUIA Ha LEHHOCTHO-CMbIC/IOBOM YPOB-
He.

YYaCTHUKM UCCNENOBAHMS CYUTAIOT, YTO PO 0603HAYEHHbIX areHTOB B/N-
SHWS LO/MKHA ObITb HECOM3MEPKIMO BoNee aKTVBHOM A4S YCMeWHOro peleHus 3a-
[ayu no NpeseHTaumm npocoLmansHoro obpasa urdposoro byayuero. [ns aToro
HeobXoAMMO NMPEfOCTaBUTL 3TUM areHTam [OCTYN K MOMNyNspHbIM Meanapecyp-
CaM, YTOObl OHM MOMIW PacnpPOCTpaHaTh MHdOoPMaLMo 0 UMdPOBM3aLMM Cpeam
LeNeBoi ayantopumn,

Kmoquyro PO/b BbIAENEHHbIX areHTOB BANAHUA IKCNEPTbl BUOAT B Cinefy-

foLem:

e nonynapunsaynd LLMCprBbIX anbTepHaTnB TpaanLUMOHHbIM NMPaKTU-
KaM ONd KNro4YeBbIx ccbep KN3HeaeAaATeNbHOCTHU,

+ (hOPMUPOBaHME MOHATHbIX 1 COLMANbHO 0A0BPSEMbIX OOBACHUTENb-
HbIX MOfIeNell OKPYatoLLIe/ PeanbHOCTM, CBA3AHHbIX C MO3UTUBHO 3Ha-
YMMOM PONbHo LMPOBLIX TPAHCHOPMALIMIA B XU3HU MIOAEN;

* POJBWKEHNE B MEAMA AOCTWIKEHWIA POCCUICKNX UCCNE0BATENBCKUX
rpynn, CBsI3aHHbIX C NepefoBbIMK 06ACTAMY LMMDPOBbIX TEXHONOT U,

+ CO3gaHKne UMdpoBoro naHgwadTa NnpoheccroHanbHoOM KOMMYHYIKa-
LMV CNeumanmcToB 1 3KCNepToB B 061acTh UndpoBoro byayLiero;

« HamonHeHe MeaManpoCTPaHCTBa NPOCOLMabHbIMU UHTEpnpeTa-
LMSIMM MPOMCXOAALLETO NpoLecca L posu3aumum;

* NPOCBETHTENbCKAS AedTeNbHOCTb N0 GOPMUPOBAHUIO NPOCOLMaNb-
HbIx NpeacTaBneHnii 06 obpase UMdpPoBoro byayLero;

« TPAHCASAUMS B NYBANYHOM NPOCTPAHCTBE NO3UTVBHbIX KENCOB (MCTO-
puin ycnexa) undpoBm3aLmmn B pasnyHbix chepax X1u3HeaesTenbHo-
CTU rocyaapcTBaa v 0bulecTBa;

* AeMOHCTpauUmna B3aMMOCBA3N yCNelwHOCTW Ye/loBeKa C ero CNOCOBHO-
CTbtO MCNOMb30BaTb LI,I/ICIJpOBbIe TEXHONOMMW B CODCTBEHHbIX NHTEepe-
Cax.

Mpy 3TOM, MO MHEHWIO 3KCNEepPTOB, HeobxoanMo cobnoaeHne banaHca
MEXZy BblAeNeHHbIMU akTOpaMm (0COBEHHO rocyaapCcTBOM, b13HecoM v obule-
CTBEHHbIMW CTPYKTypamu) B NpoLeccax npeseHTauum obpasa undposoro by-
Aylwero, T.K. B MPOTUBHOM Cfly4ae Tako 0bpa3 MOXKET 0Ka3aTbCst 3HAUMTENBHO
CMELLEHHbBIM B TY UMW NHYIO CTOPOHY.
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Kntoyessle aydumopuu penpeseHmayuu
npocoyuasneHoz20 06pa3sa yugposozo bydyujezo

YYacCTHMKaM 3KCMepTHOro OMnpoca Takke ObINO MpeanoXeHo NpeacTa-
BUTb K/IKOYEBbIE ayAUTOPUM, KOTOPbIM HYXXHO NMPEe3eHTOBaTb NPOCOLManbHbIii
obpa3za undposoro byayuiero Poccum. B npoliecce oTBeTa Ha AaHHbIA BONPOC
3KCNepTbl OTMETUNW Pa3HoObpa3ne LeneBbix ayauTopuii Ans npeseHTaumm ob-
pasa undposoro byayuiero Poccuu, YTo yKasbiBAET Ha CAOKHOCTb 3aa4un no
(hOPMUPOBAHMIO eIMHBIX MPOCOLMANbHbIX MPeACTaBAeHN 0 UMDPOBOM Byay-
wem cpean poccusH. Ocobo cnepyeT 06paTUTh BHUMaHVE Ha 3KCMepTHYO no-
31LMI0, COTMAaCHO KOTOPOM Meamnaobpas undpoBoro byayulero omkeH ObiTb
obpallieH, B NepByto o4vepefib, He K OYOyujuM €20 «N0/16308ameNsmM», a K 06006-
WeHHoU 2pynne «udeo10208» U «pa3pabomyukos» NnaTthopm 1 Kpoccnnathop-
MEHHbIX PelleHNiA, KOTopble MPeAcTaBaT TO camoe «UudpoBoe byaylleer. Kak
3aMETW OfVIH 13 IKCMEPTOB, MPUHSBLIMX y4acTNe B UCCNENOBAHUM, <5 HE 8LXKY
NPUHYUNUGA6HOU He0bXo00UMOCMU KOHCMPYUPOo8ams npedcmasseHus 6yoyujux
nosie3osameneti 0 Yupposom byOyUIEM 8 yCA08USIX, K020a Y CaMUX 3aKA34UKO8
U paspabomyuKos ynoMsiHymozo NpocoyuansHozo yugposozo bydywezo Hem
YeMK0o20 NOHUMAHUS €20 COOBPIKAMEbHbLIX KOHMYPOB».

Ecnm cucTeMaTn3npoBaTh OTBEThl SKCMEPTOB, TO MOXHO BbIAENUTL ABE
6onbLIKe rpynmbl KIOYEBOKN ayanTopum: 1) peumnmueHTsl (KoHeYHble noTpebu-
TeNu MeaVaTeKCToB) M 2) MeaMaTopbl (3agatollye TOHANbHOCTb BOCMPUATUIS
00LLeCTBOM MEAMATEKCTOB).

BOMbLIMHCTBO 3KCMEPTOB OTMEYAIOT, YTO NMPUOPUTETHON LIENEBON ayau-
Topueit SBASETCS MOMOAEKb, BKOYAsH OWKOAbHUKOB, WKOMBHUKOB, CTyAeH-
TOB 1 «MON0fbIX B3pOC/bIx» (young adults) 4o 30 neT, NoCKoNbKy MEHHO OHY
CTONKHYTCS € UMdpoBbIM ByaylmM. [aHHas ayauTopus SBASETCS KOHEYHbIM
noTpebuTenemM MeanaTekcToB o LUMdpoBoM byaylieM. Hapsay ¢ 3Tol ayauTo-
puelt, aKcnepTamu TakKe HasblBalTCs:

*« MOJIOObIE CNEYUAIUCMbI, 3AHIMbIE KAK 8 Chepe UHPOPMAYUOHHBIX MeX-
Hos02ul, MAK U 8 Chepax MamepuasibHsIX NPOU3B0OCMS, KOTOpble 0CO00 3anH-
TepecoBaHbl B UCMOb30BaHUM LMDPOBLIX TEXHONOTNIA B PaMKax CBOWX Kapbep-
HbIX M XKN3HEHHbBIX TPAEKTOPUIA;

« YOEKOEHHbIE NPOMUBHUKL MEXHO102Ull 8CEX B03PACMO8, KOTOPbIE MOTYT
He TONbKO MFHOPMPOBaTL M CaboTMPOBaTL NpPoLEeCC LUMdpPoBoO TpaHchopmMa-
LMW, HO N aKTVBHO NPenaTCTBOBaThb LMbpPOBM3aLMM BaxHbIX cchep obliecTsa 1
rocyaapctsa, hopMmMpoBaTh NPOTECTHBIA NOTEHUMAN U TEM CaMblM OKa3biBaTb
BIMSIHVE Ha NapameTpbl UMPPOBOro Byayulero cTpaHsl;

« NPeACTaBUTENN «KPEAMUBHO20 KAACCa», 06NaAAI0LLIME 3aMETHBIMU aco-
LUMaNbHBIMU UHTEHUMSIMU M BO MHOTOM WUTHOPUPYIOLLME COLVanbHble Oxumaa-
HUS OCHOBHOW MacChl HaceneHns.
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Bce OHWM TatoKe MOTYT BbITb OTHECEHbI K KOHEYHbIM NOTPEObUTENSM Meaw-
aTeKCToB, penpeseHTyWmMx 0bpa3 undposoro byayuiero. OTMETUM, YTO Ha-
3BaHHbIE ayANTOPUM XapaKTepPU3YIOTCH OTANYMAMI B CBOUX OXUAAHUSAX, Npes-
CTaBNeHUsIX, MHTepecax 1 TpeboBaHUsX B OTHOWEHUW LndpoBoro byayLiero,
4TO MOXET 3HaYMTENbHO 3aTPYAHUTL MHDOPMaLUMOHHYO paboTy No hopMupo-
BaHMto 0bpa3a unbpoBoro byayliero Poccuu.

Hapsiay € 3TUM, 3KCNepTsl ONpeaennav 1 VHble ayauTopun Ans npe3eHTa-
LMK obpasa undposoro byayuiero:

« udeonoeu U paspabomMyuku NPUKNaAHbIX UMDPOBLIX NAaThopm
1 KpoccnnaThopMeHHbIX pelleHnii «LuudpoBOro byayllero», oT aew-
CTBUWIA KOTOPbIX BO MHOTOM 3aBUCUT AM3aliH UMhPOBOro byayLero;

« bU3HeCc-coobwecmao, NPecTaBUTEN KOTOPOTO 3aMHTEPeCcOBaHbI
B Pa3BUTUM MHHOBALWM, NOBbILEHNN NPOU3BOANTENBHOCTM 1 CO3-
AaHnK 6naronpuaTHOrO BU3HEC-OKPYXKEHWS Ha OCHOBE LMMPOBLIX
TEXHONOMUI;

* Hay4YHOEe U 06pa308amesbHoe CoobWECMB0, YNEHbl KOTOPOTO ABANS-
l0TCA He TONBKO BaXHOM ayAnTOpUEN AN NpeacTaBAeHns NpocoLm-
anbHoro obpasa umMdpPoBOro byayLLero, HO U CaMK BbICTYMAOT «areH-
Tamu BAUSHUS» Npu POPMUPOBAHUY 3HAHWIA 1 HABLIKOB B 06NnacTu
LUMPPOBbLIX TEXHONOTWIA, JEMOHCTPALMN NMPENMYLLECTB Y BO3MOX-
HOCTel LUndpoBM3aLmMu B pasnmnyHbix NpodeccroHanbHbix cchepax
NOArOTOBKM CTYEHTOB;

* npedcmasumenu 0uUYUANEHbIX OPeaHO8 81acmu, B TOM 4uchne
peryavpylowyx BefoMCTB U 3aKOHOAATeNbHbIX OPraHoB BAacTu,
B KOMMeTEeHLMM KOTOPbIX HAaXOAWUTCS HOPMATUBHO NMPaBoBOe pery-
NVIPOBaHVE UCMONb30BaHMs LUMMPOBLIX TEXHONOTMIA, YTO CaMbIM He-
NOCPeACTBEHHbIM 0OPa30M MOXET BAUATL Ha BO3MOXHOCTU, Orpa-
HUYeHWst 1 0CODEHHOCTW (hopMKpOBaHUs LKdpoBOro Oyayliero
B Poccuu;

« 00WECMBEHHbIE 0P2AHU3AYUL, 2DAXOQHCKUE AKMUBLCMbI U IUOEPSI
06UjecmeeHH020 MHeHUs, OCODEHHO Te, KTO 3aHWMaeTCs npaBamu
YesnoBeKa, CoLManbHbIMU BOMPOCAMM 1 YCTONYVBBIM PA3BUTUEM, MO-
YT OKa3blBaTb 3HAYNTENBHOE BIUSIHUE Ha ODLLECTBEHHOE MHEHWE O
umbpoBoM byayllem Poccun Yepes HedopmarnbHble KOMMYHMKaLWK;

« cpedcmea Maccogoll uHgopmMayuu U 6102epel, AN KOTOPbIX BaXKHO
chopMUPOBaTb CUCTEMY MPOCOLIMANbHbIX NPeACTaBAEHN O UMbpPo-
BOM byaylleM, Ha OCHOBE KOTOPOW OHW TOTOBAT MHMOPMaTUBHbIe
1 cbanaHCcMpoBaHHbIe MaTepManbl U OCYLIECTBASIOT WX Npe3eHTa-
LMo B NyBAUYHOM NPOCTPaHCTBE.
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[aHHble ayanToprin — 3TO MeamaTopbl TpaHcasLmMm 0bpasa, To ecTb Ta
4acTb 06LIeCTBa, KOTOPAs BbICTYNAET NOCPEAHUKOM, NepeaatoLlim chopMupo-
BaHHOe Ha ypOBHe rocyapcTea BuAeHWe UMdPOBOro Hyayllero K KOHeYHbIM
nonyyatensm (ayautopum uam 3putensm). MeamaTtopsl TpaHcasummn obpasa
WrpaloT BaXKHYH POSb B penpeseHTaummn obpasa undposoro byayuiero, BAvss
Ha hopMUPOBaHMe NpeaCTaBNeHIA 1 BNeYaTNeHNA Y KOHEYHbIX NonyYaTenein.

OcHoBHble MeOuliHble UHCMPYMEHMbI MPAHCASYUU 06pasa
yugposozo 6ydyujezo

YYacTHMKaM 1ccnefoBaHus Hbi10 NpeanoKeHo chopMynnpoBaTb CBOE
MHEHME O TOM, KaKune MeaviiHble MHCTPYMEHTbI U MeXaHW3Mbl SBASIOTCS Npu-
OPUTETHbIMW MpU (HOPMUPOBAHUY MNpeACcTaBNeHnA O UMOPOBOM Oyayllem
Poccun. BonbLWMHCTBO IKCMEPTOB COMACHbI C MO3MLMeN, 4TO HeobXoaMMO no-
BbILIEHVE WHTEHCUBHOCTM MPUMEHEHUS YXKe CYWIECTBYIOLMX WHCTPYMEHTOB
¥ MEXaHW3MOB, a He BHeapeHue HoBbix. CerofHs TpebyeTcs obecneveHve He-
NpepbIBHONM NOBTOPAEMOCTU MHMDOPMALIMOHHbBIX BO3[EMNCTBUI Ha 06LIeCTBeH-
Hoe co3HaHWe ansg hopMMPOBaHUS U MPOABMIKEHWS NPeacTaBNeHin O undpo-
BoM Oygayiiem. Cpean NPUOPUTETHBIX MHCTPYMEHTOB (KaHaN0B) MPOABMKEHMS
MHbopMaLmu, hopMUpyioLLe NpeacTaBneHns o UudpoBoM byaylieM, yqacT-
HUKV MCCNe0BaHNS BbIAENUAM Crefytouimne:

+ coyuanbHo MedulHele U maccmeouliHele HOBOCMHbIE pecypcsl,
TpaHCMpyoLine, NPexae BCero, BU3yanbHble 1 ayauanbHble obpa-
3bl TOTO, K YeMmy cnefyeT CTPEMUTLCS 1 KaK 3TOro OCTUYb;

* UCNO/IL308AHUE BO3MOXXKHOCMEL menesudeHus u paduo, B pamKax
KOTOPBIX HEOOXOAMMO CO3[aHMe TeMaTUYECKNX NMPOCBETUTENBCKMX
nporpaMm no NPOGUbHbLIM TEMaM, HO TONBKO NOCNE A4MArHOCTHKM
y LieNieBbIX ayanTOPUIA aKTyanbHbIX MOTPEOHOCTEN, MHTEPECOB, OXU-
AaHWUI 1 3aNPOCOB, CBA3aHHbIX C LMDPOBOI NpobneMaTnko (8 npo-
TUBHOM CNy4ae, N0 MHEHMIO 3KCMepTOB, Meanakopropaummn byayt
NPOABUIaTh NCKIOYUTENBHO BbITOHbIE UM TEMBI);

« Cpedu MpPaduyuoHHbIX GHOPMAMO8 MPAHCASYUU UHGOPMAyUU:
CO3/aHNe XyAOKECTBEHHbBIX U HAy4YHO-MNONYNSPHBIX NPOU3BEAeHM
NPOoMUNLHOrO XapakTepa, NybnnuyHble BbICTYNNIEHNS 3KCNepTOoB, K-
AepoB 0OUIECTBEHHOMO MHEeHWs, CNeLnanmcToB, y4eHbX U NpeacTa-
BMTenel KpynHoro busHeca B undposoi chepe, B TOM Yncne B hop-
MaTe TOK-LIOY W MPOCBETUTENbCKIX NEKLUMIA, OCBELeHNs PeanbHbIX
yCnewHbIX KeicoB LMbpoBM3aLMK (<MCTOpUm ycnexa»);
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+ 1CMOb30BaHVe BO3MOXKHOCTEN KuUHeMaTorpada, MyasTUnInKa-
LW, BUEOUTD, KOMWKCOB ANs CO30aHUS 8U3YansHbIX 06pa308 0 Yu-
po8oM byoyuem;

* passumue KaHaa08 8/102epos, cmpumepos u 6102epos, coburpato-
WX Ha CErofHAWHNIA €Hb 3HAYNTENbHbBIE ayANTOPUM MOANUCUN-
KOB;

+ B Ka4ecTBe VHHOBALMOHHbIX KaHanoB hopMUPOBaHWS NpeacTas-
NeHuin o undpoBoM OyaylleM 3KCNepTbl BbIAENSOT MEMa-8CeeH-
Hele, Yugpossle naameopMesl, 8e6-NpUNOXEHUSs, 8UOEOXOCMUHeU, Ha
KOTOPbBIX PAa3BOPaYMBAETCS BUPTYanbHOE COLMaNnbHOe B3auMoaei-
CTBWE YeNoBeKa C HelipOCETEBLIMU areHTaMMu.

Mpu 3TOoM Ntoboe MHOOPMALMOHHO-KOMMYHUKALIMOHHOE BO3AENCTBYE,
KaKk OTMeTu/a 3HaYMTeNbHas 4aCTb IKCNEPTOB, AOMKHO ObITh YETKO TapreTnpo-
BaHO Ha LeNesble ayauTopumM 1U3-3a pasnnuynii B NpeacTaBieHnsx, OXmaaHmsx
W MHTepecax NpUMeHUTENbHO K UndpoBomMy byayuiemy. BaxHbiM npeacTtasns-
eTcs GopMMpOBaHME NpeacTaBNeHnli He TONbKO B MAcCOBbIX LieneBbix ayau-
TopusX «<NOTpebuTenein», Ho 1 B LeNeBbIX ayanTopursax CybbeKkToB LMdpoBbIx
TpaHchopMaumii U hopMupoBaHus Lndposoro byayliero.

3AK/TIOHEHUE

AHanu3 B3aMMo0bYyCNOBAEHHOCTM npouecca GopMUpoBaHUs obpasa
umdpoBoro byayliero B MeaManpoCTpaHCTBe W ero penpeseHTaummn B oblle-
CTBEHHOM CO3HaHMV NoKa3an cneayoulee.

Bo-nepBbiX, aHann3 cneunduki npeseHTaumMm TEeKCTOB B MeaManpoc-
TPaHCTBE IEMOHCTPUPYET, YTO TEMA UCKYCCTBEHHOMO UHTE/IEKTa Bbl3bIBAET NO-
BbILEHHbIV MHTepec. OfHaKo MOXHO 3aUKCUPOBaT, YTO YPOBEHb OCBOEH NS
LM poBOro byayLLero, KOTOPbIV ONPEAenseTcs 3HaHWeM OCHOBHbIX LMMPOBbIX
TEXHOMOMNI Ha YPOBHE MOHMMaHWs TOro, Kak 3To paboTaeT, rae durypupyot
MapKepbl LUMdpPoBOro obuiecTBa B Ny6ANYHOM NPOCTPAHCTBE KOMMYHWKaLUWI,
B OO/blIEN Mepe ONpeaensieTcs MMYHbIM UCMONb30BaHMeM AaHHbIX TEXHOMO-
r1ii B NOBCEAHEBHOMN M3HU. OLeHKa TOHaNbHOCTN MeIMATEKCTOB O LM(MPOBOM
BYAYyWEM W X BOCMIPUSATHE HaCeNEHNeM MOKa3blBaloT X HENTPaNbHOCTb, Ho
OTHOCUTENBHO HEOIHO3HAYHOW NoKasana cebs peuenums TeKyLen cuTyaumm
C MHPOPMMPOBaHKEM O LMDPOBOI TpaHCHOpPMaLMM POCCUINCKOTO 0bLLIECTBA:
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OKOJI0 TPeTU PeCnoHAEHTOB CYUTAIOT, 4TO 06/1aAat0T TONLKO 0bLen MHpopma-
Lvelt, obbema KOTOPOoW HEAOCTAaTOUYHO, M CTOMBKO e 3asBASIOT, HTO UMEIOLLNX-
Csl AaHHbIX XBaTaeT.

Bo-BTOPbIX, B CMMCOK OCHOBHbIX 3aMHTEPECOBaHHbIX CTOPOH LMbPOBON
TpaHCchopMaLmMn U areHTOB BAUSHUS Ha NpoLecc npeseHTaummn umbposoro by-
AYLLEero HagnexwmT BKAOYUTb IT-KoMNaHuw, KpynHble KOMNaHUM 1 Kopropauumu,
(befiepanbHble OpraHbl BNacTW, a TaKkxke CpeacTBa MacCoBOW MHpopMaLmn. Mpu
3TOM cnefyeT 0cobo BblAenVTs 0600LLeHHYIO rpynny «MAeonoroB» U «paspa-
60TYMKOB» NNAaTPOPM 1 KpoccnnaThOPMeHHbIX pelleHin, KoTopble, B NEPBYIO
ovepeflb, AOMKHbI ChOpMMPOBaTHL COBCTBEHHBIV 06pa3 uMbpoBoro byayuiero.
KntoueBble aygnMTopumn penpeseHTaummn npocoumansHoro obpasa LmbpoBoro
Bynyutero Poccum cnefyeT pasfenvTb Ha ABe OonbLve rpynnbl: 1) peynnuenTsl
(KOHeYHble NOTpebuTenn MEAMATEKCTOB) 1 2) MeavaTopsl (3afatollve ToHanb-
HOCTb BOCMPUATMS OOLIECTBOM MEAMATEKCTOB). BONbWMHCTBO 3KCNEPTOB CO-
FNacHbl C NO3ULMeR, YTO HEOBXOAMMO NOBbIWEHNE UHTEHCUBHOCTY NpUMeHe-
HUS Y)KEe CYLIECTBYIOLLVX MHCTPYMEHTOB U MEXaHM3MOB, @ He BHEIDEHVE HOBbIX.
CerofiHs TpebyeTcs obecnedeHne HenpepbiBHOM MOBTOPSEMOCTH UHBOPMaLIM-
OHHbIX BO30ENCTBUI Ha 06LIECTBEHHOE CO3HaHWe A GOPMUPOBAHNS 1 NMPO-
ABVDKEHWS NpefcTaBneHnii o LdpoBoM byayLiem.

Pe3ynbTaTbl NpoOBefeHHOr0 CCNEA0BAHNA B LIENOM NOATBEPKAAIOT HaLly
rMNoTe3y O TOM, HTO Kto4eBbIM (GaKTOPOM, BOKPYT KOTOPOTO «MULIETCS CLEeHa-
puin Byayuiero» BeICTynaeT Undposas TpaHchopMaLms, KoTopas onpegenset
TPEHAbl B Halel NMOBCeAHEBHON XM3HW. TakkKe Mbl MOXEM KOHCTaTMpPOBaTb
CNOXHOCTb ¥ MHOrOaCMeKTHOCTb (hOpMMPOBaHMs obpasa LuudpoBoro byaylie-
O 1 BaXHOCTb Mefina B ynpaBaeHnn 0bLecTBEHHbIM BOCNpUSTUEM LIMdDPOBOro
Byayulero. Ha Haw B3rnsg, B pamMKax peanv3aumm rocygapCTBeHHOM NOAUTHKN
No NoaJepxKe LUndpPoBOro pasBUTUS POCCHUIACKOrO 06LLIeCTBa BO3HUKAET Heob-
XOAMMOCTb pa3paboTKy BIUAeHWs LMBPOBOro byayLiero Kak LeneHanpasneHHo
pa3paboTaHHOro MaeanbHOro 06pasa Xenaemoro CoCTOSHUSA HYenoBeKa, oblue-
CTBa W rocyfapcTea B byayllem, KOTOPOe CTaHeT OPUEHTUPOM A1 OOLLEeCTBEH-
HOro passuTyWs. B oTanyme oT CTVxMitHO opMupytolierocs obpasa, BnaeHue
COLEPHKUT BO3MOXKHbIE MYTW U KOHKPETHbIE PeKOMeHAaUUy AN AOCTVIKEHNS
KelaeMoro uaeana, KoTopble MOXHO BblpaboTaTb B pamMKax METO0N0MMYECKO-
ro NOAX0Aa, KOTOPbIN NpefycMaTprBaeT pa3paboTKy ANHAMUYECKKX CLeHapH-
eB ByayLLero ¢ y4eTom cTpaTeruii knouessix nrpokos (Chulok, 2021; Miles et al.,
2021). MeHHO B 3TOM Clyyae BraeHve byayulero CnocobHo KOHCONMANPOBaThb
3aMHTEePECOBaHHbIE CTOPOHbI LMMPOBON TpaHchopMaLMy U MOTUBMPOBATL WX
Ha AOCTWXeHWe NpocoUMansHoro Unudposoro byayluero.
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VHOOTEVHMEHT
B BEYEPHMX HOBOCTSIX
BEAYLLMX POCCUICKIX TENEKAHAIOB

AHHOTaums. VccnenoBaHe NOCBALIEHO M3yd4eHWto WHGMOTEHMEHTa B Be-
YepHUX MHMOPMALMOHHbIX NPOrpamMmax MaBHbIX TENeBU3MOHHbIX KaHanos
(«<MepBoro KaHana», «<Poccun 1» 1 «HTB»). B cTaTbe NOHATUE «<MHDOTENHMEHT»
NOHMMAETCS HEe TOMbKO Kak obpalleHvie K OnpefeneHHbIM BuaaM TemaTuK
(HOBOCTM O CKaHfanax, 3se3fax Woy-busHeca 1 Ap.), HO W Kak CTpemneHune
© Hayka caenath nepefavy ApaMaTypruyecky MHTEPECHOM M AMHAMWUYHOW C TOYKM

" ABTOp, OTBETCTBEHHbIN 33 NEepenycky.
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3peHus BK3yanbHOro psaa 3a cHeT obpalieHus Npu ee NOArOTOBKe K pasnmny-
HbIM MHbOPMaLMOHHbIM hopmaTam. Cnepsa KOHUENTYanu3unpyroTcs NOHATHS
<UHPOTENHMEHT», «MHMOTEMHMEHT-TEMAaTUKa», 3aTeM MPOBOAWTCS aHanun3
BeUYepHMX HOBOCTEN Tpex TenekaHanoB B MapTe 2021 I u ceHTsbpe 2023 T
No BbIAENEHHbIM NapameTpaM (Mcrnosb3yemble MHMOPMAUWOHHbIE dopMaThl,
TemaTuKa).

ViccnepoBaHue Nokasano, YTO CTWUAb MHPOTEMHMEHT NPUCYTCTBOBAN B WH-
(hopMaLMOHHBIX BbIMycKax, HO OH He SBASACS TUMMYHbIM. HOBOCTW O 3Ha-
MEHMTOCTAX IEMOHCTPUPOBAN B 3dupe TONbKO OAWH TefekaHan (MMeHHO
3TOT BUf, MHPOTENHMEHT-TEMAaTUKN TPAAULMOHHO NOABEPraeTCs KPUTUKE).
[Avisepcudukaumsa MHOPMaLMOHHbIX hopMaToB Oblna 0bHapyxeHa TONbKO
B AABYX NpOaHann3npoBaHHbIX TeNenporpaMmax.

Pe3ynsTaThl CCNeA0BaHNS CBUAETENbCTBYIOT 00 OTCYTCTBUM, MO KpaHen mepe,
0151 POCCUIACKOW TeNeBU3MOHHON CUCTEMbI MPSIMOI KOppensummn Mexay dop-
MO cobcTBeHHOCTU CMW U MHAOTENHMEHTOM B BEYEPHUX HOBOCTSIX. MOXHO
NpeanonoXuTb, YTO 3HAUNTENBHOE BUSIHIME Ha UCTMO/b30BaHWe LaHHOTO CTUAS
UrpatoT NMYHOCTHBbIE Y MPOQECCMOHANbHbIE XaPaKTEPUCTVIKM COTPYAHMKOB KOH-
KPETHbIX PefiakLnii. AHaNM3 TakkKe He BbISBU 3aBUCUMOCTU MEXAY PEVTUHTOM
NporpaMmbl ¥ HaNUYKeM B HEN NPKU3HAKOB MHOTENHMEHTa.

KnioyeBble cnoBa: TeneBueHNe, HOBOCTW, TENEBU3VOHHbIE HOBOCTU, WH-
(hopMaLMOHHas NporpammMa, TeNeBM3nNOHHbIN hopMaT, MHPOTENHMEHT, Ta-
6novan3aums, Markne HOBOCTU, HECTKME HOBOCTU, MHPOTENHMEHT-TeMaTH-
Ka, KOHTEHT-aHanu3, AeMOKpaTHs
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INFOTAINMENT IN THE EVENING
NEWS OF RUSSIAN TV CHANNELS

Abstract. This article studies the presence of infotainment style in the evening
news programs of the Big Three Russian TV channels: Channel One, Russia-1, and
NTV. Infotainment is not only understood as a focus on specific topics such as
scandals and show business, but also as an effort to make information programs
more engaging and visually dynamic. First, we establish conceptual definitions
for infotainment and infotainment topics. Subsequently, we analyze the evening
news broadcasts of the three channels aired between March 2021 and September
2023, using selected parameters.

The survey reveals that while infotainment style is presentin the evening television
news, itis not a typical characteristic. Only one of the studied TV channels covered
news related to celebrities, and diversification in news format was observed on
just two of the analyzed channels.

Thefindings indicate that, at least within the Russian television system, there is no
direct correlation between the form of media ownership and the adoption of an
infotainment style in the evening news. It can be hypothesized that the personal
and professional characteristics of editorial staff members play a significant role in
the utilization of infotainment. However, this aspect requires further investigation.
Additionally, the survey demonstrates that there is no correlation between
program ratings and the presence of infotainment within them.

Keywords: television, news, television news, television format, infotainment,

tabloidization, soft news, hard news, infotainment topic, content analysis,
democracy
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BBE/JEHMWE:
WUHOOTEMHMEHT KAK BEAYLLAA XAPAKTEPUCTUKA
COBPEMEHHOW MEAMACPE/bI

HaunHas ¢ koHUa XX Beka oCTaTOYHO OCTPO BCTana npobnema Tabnongu-
3alUyvn Meawa, CO3AaB OCHOBY ANs 3KCMAHCUM MHHOPMALMOHHO-Pa3BeKaTeNbHbIX
XaHPOB, a TaKkke CTUMYNMPOBaB TpaHchopmMauwmio xypHanuctukm (Nolan, 2008,
p. 101). B TeneBm3noHHbIx CMI gaHHOe HanpasneHve 3B0MOLMM HaLIO OTPaxe-
HIe B PaCNpOCTPaHeHNN MHAOTEHMEHTa, CTUAS NOAAYM, HANPABNEHHOMO OAHO-
BPEMEHHO Ha peanmn3aLmo MHPOPMaLMOHHOW v pa3snexaTensHo dyHKumK. Cpe-
OV HeraTviBHbIX MOCNEeACTBMI PACNPOCTPAHEHNS sIBIEHUS Ha3bIBAOT YNPOLLeHNne
HOBOCTEMN, a TakKe POCT COODLLEHMI O AEBUAHTHbIX CODLITUSAX, YTO CTano npobne-
MOV MHOT VX, €CNW He BOMbLIMHCTBA Pa3BUThIX AeMOKpaTuid. I3Ha4anbHO MHGO-
TeliHMeHT acCoUMMPOBANCs C KOMMEPYECKN OPUEHTUPOBaHHbIMU CMI, ofHako ¢
pacnpocTpaHeHneM LhpoBbIX TEXHONOM VI JaHHas TEHAEHLMS CTana xapakTepHa
VI NS TEeX CTPaH, KOTopble TPagMLMOHHO BOCTIPUHUMANMCh KaK XeCTKO KOHTPOAU-
pyeMmble co CTOPOHBbI rocyaapcTtsa (Nguyen, 2012, p. 706). Bnpoyewm, ecnv nonarats
BCnen 3a I /laccy3nnom, YTo YeNoBEYeCKH I MO3T HAaCTPOEH Ha U3yYeHNe OKpyXxa-
loLLEN cpefibl ¥ NPEeAnoYTEHVE HOBOCTEW O 1eBMAHTHBIX 1 YTPOXAIOLLMX CODbITUAX
(Lasswell, 1948), TO MOXHO OB BACHWTb BbIOOP KYPHANUCTAMU «MIO0XMX» HOBOCTEN
OTpaxeHneM OMONOrMyecKol NpefpacrnoNoKeHHOCTY YuTaTeNell U 3puTtenei,
a He NpocTo aedopmaLmelrt HopMm NPodeccroHanbHOM AeATENBHOCTM Ha IaHHOM
3Tane pa3suTys oTpacau (Shoemaker, 1996, p. 32). OAHOBPEMEHHO aKTVBHOE pac-
NpoCTpaHeHne NHMOTEHMEHTa CBA3bIBAIOT C Pa3MbIBAHWEM FPaHNL, MEXaY Mo-
NUTUKOW 1 MONYNSPHON KyNbTypoi (Serazio, 2018, p. 131).

B Poccum MHMOTEHMEHT B B1ae yBneYeHns hopMoi nogayn, nobasneHus
MSIFKOV TEMaTVKK B UH(MOPMaLMOHHbIE BbIMYCKM Havyan NposiBasTb cebs TONbKO
No Mepe CMArYeHns NAeoNorMyeckmx TpeboBaHNA K TeNeBU3MOHHbIM Nepefayam
B KOHLe 1980-x rofoB v Nony4un passmTme B NpoLecce KoMMmepLmnanmusaummn Tene-
BMAeHWs B 1990-x. B 3T0T nepuof, kak oTmeyaeT A.A. HOBVKOBa, UHDOPMaLMOHHO-
pasBneKaTeNbHbli CTUAb CNOCOBCTBOBAN Pa3pyLIEHNIO COBETCKON MUbONornm
1 noctpoeHuto Hosol (Novikova, 2014, p. 231). CerogHs MHOTMe poccuinckme mc-
cnefoBaTeNN paccMaTpMBatOT MHPOTENHMEHT Kak HeraTuBHOE siBneHve. Cpeau
ero oTpuuaTenbHbix 3MMEKTOB OTMeYaeTcs npeBpalleHne MOoNUTUYECKUX CO-
6bITUI B «TenenephopMaHChl, Woy v pa3snedeHus» (TynbumHcKknia, 2018, c. 22;
Gulenko, 2021, p. 920), a Takke OPUEHTUPOBAHHOCTb Ha OCBELeHNe KOHDINKTOB,
4TO MOXET CNOCOBCTBOBATH YCUIEHMIO HANPSIKEHHOCTN B HEMPOCThIX MEXAYHA-
poAHbIX oTHOWeHMsX (Lichtenstein, Koerth, 2022, p. 139-141; Dolgova, 2020, p. 9).
Takum 06pa30oM, NOBbIWAETCS HEOOXOAMMOCTb BOCMUTAHMUS Y 3pUTENEl HaBbiKa
«pednekcMBHOro MbllneHns» (Ypa3osa, 2019, c. 479).

Mbl cornacHsl ¢ P. CaBonaiiHeHOM, cYMTatoLW MM, YTO, pacCcMaTpuBas 3Ha-
4YMMOCTb MHMOPMALMOHHO-Pa3BNeKaTENbHOMO KOHTEHTA, HEOBXOAMMO MOHK-
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MaTb LEHHOCTb UCMONb3yeMblx B HEM UHMOPMALMOHHbBIX 1 Pa3BieKaTeNbHbIX
anemeHTOB (Savolainen, 2022, p. 965-967). Ha Haw B3rnsa, HekoTopble MHMO-
TENHMEHT-NpUeMbl MO Obl paCIMPUTL ayAUTOPUIO HOBOCTHBIX CMU, 4To CTa-
HOBMTCS BaXKHOW 3afja4eil B 3Moxy ObICTPOro pas3BmMTUsSt HOBbIX Meana, hopmu-
PYIOLLENCS BBICOKOKOHKYPEHTHON Meamnacpeabl. B yc1oBMsx NageHuns nHTepeca
rpaXaaH K MNoOANTUKE, CHDKEHWS X MONUTUYECKON akTUBHOCTYM (Bepl, AKnMo-
Ba, 2020, C. 22) XM3HEHHO Ba)KHbIM OKa3blBAETCA MOWCK TaKMX KOMMYHUKALN-
OHHbIX PelleHni, KoTopble Bbl MOBbIWANAW MOMYASPHOCTE MHDOPMALMOHHBIX
nporpamm, co3gaBant «3PPeKT 0bUEHNs» MEXAY NOAUTUKAMU U 3pUTENSIMU
(Oonrosa, MumeHoBa, 2020, . 62), 04HOBPEMEHHO CMOCOOCTBYS POCTY OCBEAOM-
NEHHOCTW rpaxaaH o TeKyLMX CobbITUSX, POPMMPYS MX MOAUTUYECKYIO KYNbTY-
Py, NpUBAeKas K akTMBHOMY 1 KOHCTPYKTUBHOMY YHaCTUIO B XW3HW 0bLecTBa.
B aTux obcTosTenscTBax obpaleHne K CTUM0 MHMOTEMHMEHT KaxeTcs nep-
CMNEeKTVBHBIM NoaxofoM. Llenb ctaTbn — onpenenvTb, HACKONBKO UHAOTENH-
MEHT KaK CTW/b NOAAYM NOMUTUYECKON MHMOPMALMLM XapaKTepeH [ns coBpe-
MEHHbIX MHPOPMALMOHHbBIX MPOrpaMM POCCUMNCKOTO TeNEBUAEHMS.

AKTYanbHOCTb aHanM3a TaKkkKe CBs3aHa C COXpaHAtoLenca nonynsap-
HOCTbIO HOBOCTEN KaK TeneBM3MOHHOro dopmata. Ha w3ydaemol Hegene
€ 1510 21 mapTa 2021 r. BevepHue MHbOPMaLIMOHHbIE Nepefayn TenekaHanos
«MepBblin KaHan» 1 «Poccus 1» 3aHMManu MecTa B NEPBON AeCATKE B PENTUHTE
KoMnaHun Mediascope «100 Hanbonee NONyAsPHLIX MPOrPaMM Cpean poccu-
AH B BO3pacTe cTapLie 4 n1eT», HaxoasaCb Ha 7-M 1 5-M MecTe COOTBETCTBEHHO;
«CeropHsi» («<HTB») 6blna Ha 46 mecTe. Ha Hepene ¢ 18 no 24 ceHTs6ps 2023 T.
PETUHIOBblE MOKa3aTeNV He3HAYUTENbHO U3MEHUNUCE: Y «[1epBOro KaHana»
(«Bpems») — 15-e mecTo; y «Poccun 1» («BecTu») — 3-e mecTo; y «HTB» («Ceroga-
Hs») — 32-e MecTo!. CTOUT OTMETUTb, YTO PENTUHT «100 Hanbonee NonynspHbIX
nporpamm...» BKOYaEeT B cebs nepefayy Cambix pasHbix aHpPoB 1 (hopMaTos,
B TOM YMC/le pa3B/ieKaTe/bHble MPOrpamMMbl U CEPUab, BbILLe KOTOPbIX HAaXOAW-
NCb MHDOPMALMOHHbBIE BbIMYCKU.

1 CMm. PelTuHrui: 100 Hanbonee nonynspHbIX NporpamMm CPeav poccusiH B BO3pacTe cTapuie 4
net. Mediascope. https://mediascope.net/data/ (10.09.2023)
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MPOBNEMbI, CBA3AHHbLIE C N3YYEHWEM ABJTIEHNA

OfHVM 13 OCHOBOMOMAOXHMKOB KPUTUKM UHPOTENHMEHTa C4MTaeTCs
H. MocTMaH, KOTopbIM yTBEPXAAN, YTO B CAMOM NpUpoe TeneBnaeH1s 3anoxe-
Ha pa3BneKaTenbHoCTb (Postman, 1982; Postman, 2005). Takol Noaxoa HaxoauT
OTKAWK Yy poCCUiickmx nccneposatened. Mo mHeHmo C.H. MinbYeHKo, MHbOoTelH-
MEHT — MpUMEeTa COBPEMEHHOW WOY-LUMBUAM3aALMI, CTaBLWeN pe3ynsraTom
B3aUMOBNUSHWUS 3KPaHa U OKpYXaloLiei aeicTBruTensHocTu (MnsyeHko, 2009;
MnbyeHko, 2012, c. 228). W./. BonkoBa obbscHseT pacnpocTpaHeHue nHdo-
TeliHMeHTa COMPSHKEeHHOCTHIO 3KpaHa ¥ PeHOMeHa Urpbl, KOTOPbIN OKa3blBaeT-
€Sl 3HAYMMbIM aKTOPOM MPOJIOCMPOBAHNMS U NPOrPaMMUPOBaHIS COBPEMEH-
HOMo ayIMoBM3yanbHOrO KOHTeHTa (Bonkoea, 2018, c. 125). B cBoto ovepefb,
KpUTUKYS MHpOTenHMeHT, [. Tyccy 0bycnoBAMBaET ero pacnpocTpaHeHyie pas-
BUTMEM MHAYCTPUM pa3Bnederus CLUA, paccmaTpuBas faHHbIA CTWUAb Nogayn
Kak MpUMeTY HOBOrO MMPOMOPSAKA, CBS3aHHOIO C MAeoNorneit Heonubepans-
Horo umnepuanmama (Thussu, 2008, p. 9). VHTeHcMbUKaUMIO MHPOTENHMEHT-
CTUNUCTUKM B COBPEMEHHOM Mefnacpefe Takke OOBACHAIOT NosiBNeHneM
HOBbLIX Mefna, 0CODEHHOCTb MPOM3BOACTBA KOHTEHTa A5 KOTOPbIX (Heobxo-
AVIMOCTb MOCTOSIHHOTO OOHOBAEHUS MHDOPMaLMK, NPpUBAEYeHVe K CO3AaHMI0
KOHTeHTa ntobutenel 1 T.4.) 4acTo NPUBOAUT K UTHOPUPOBAHMIO BaXKHbBIX TEM
B MOMb3Y MSATKUNX, @ TakKe CHYDKEHUIO YPOBHS dakTyekuHra. Takum obpasom,
CPeaV NPUYMH 3KCNaHCUM MHPOTEHMEHTa HEOBXOAMMO YYUTLIBATL KybTYpPO-
NornyecKre, NOANTIKOHOMUYECKME U TEXHONOMMYECKMe.

MiccnegoBaTenn Yacto obpallanice K M3ydeHuto deHomeHa «MHdo-
TEMHMEHT» Ha TeNeBM3MOHHOM 3KpaHe, OAHaKo A0 CYX MOp He CyllecTByeT
0bUIENPUHATOrO NoAxoda K ero KoHuenTyanusauun. MHpopMaumoHHo-pas-
BEKaTeNbHbIA KOHTEHT OCTaeTCsl BeCbMa CMOPHOW 061acTblo MCCNefoBaHUM
(Marinov, 2020, p. 2). OTCyTCTBYeT OHO3HaYHbIi OTBET, KaKue TeNeBU3NOHHbIE
nepefavn OTHOCUTb K MHMOTENHMEHT-KOHTEHTY, U, KaK CNefCTBUe, OCTaeTcs
HEeSCHbIM, CTOMT 11 PaCCMaTPUBaTb AAHHOE SBNEHME KaK MONE3HOE UMW UCKIO-
YNTENbHO BpeaHoe AN Pa3BUTUS XKyPHANUCTUKK, DYHKUMOHNMPOBaHMS Meamna
M COBPEMEHHOW MOAUTUYECKOW *M3HWU. Hanpumep, C. CTOKBeNa NOHWMaeT
noa MHMOPMaLUMOHHO-pa3BeKaTeNbHbIMI NepefadaMm 4OCTaTOYHO WUPOKUI
Kpyr Nporpamm, BKAKOYAs B HUX peanuTu-woy, nand-crann woy, urpbl 1 Npo-
yee, BbICKa3blBas ONaceHWs, YTO AaHHbIN BUA KOHTEHTa OTHMMAET 3puTenel
y cepbesHbix nporpamm (Stockwell, 2004). M. baym nuweT 0 KBa3MHOBOCTHbIX
Mefuna, HepeaKo Ha3biBaeMblX «<MATKMMUK HOBOCTAMM» (Baum, 2002, p. 91), pas-
BIEKaTENbHbIX HOBOCTHBbIX LUOY, B KOTOPbIX MHOMAA PACCKAa3bIBAETCA O MONNTUKE
(Baum, 2007, p. 116). Moa MATKMMM HOBOCTHBIMUM Nepefadamu Takxe 4acTo no-
HUMatOT ToK-Woy (Baum, Jamison, 2006, p. 947; Mattheils et al, 2013, p. 172).
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OTeyecTBeHHble MCCNeaoBaTeNN B MPOLIECCE U3YHeHUs 1aHHOTO ABNeHNs
ynensnv BHuMaxwve ero teopetmsaunm (bearuna, 2020, c. 12-19; CabnuHa, 2014,
C. 41-43). NMpeanprHUMancb NOMNbITKK KNaccubrLMpoBaTh pa3BneKaTenbHble
3N1eMEeHTbI U BUAbl MHBOTEMHMeHTa (EBaokMMoB, 2010), BbiaennTb cneumdu-
Ky U DyHKUuMK deHomeHa (borgaHoBa, 2012, ¢. 219-223). Cpean NocneacTBuin
BAVSHUS MHMDOTENHMEHTA Ha COBPEMEHHbIN XYPHANUCTCKUIA KOHTEHT aBTopbI
oTMeYanu yMeHbleHMe KONMYecTBa HOBOCTHbIX CooblieHnin (BenoycoBa, 2020,
. 161), a TaKKe M3MeHeHVe CTPYKTYPbl nepeaay, B KOTOPbIX aBTOPbl CTPeMAT-
€5 pacckasaTb 0 Hambonee pe3oHaHCHbIX COObITHSX, 0bpallatoT BHUMaHWE Ha
JeTany N KOHTEeKCT HOBOCTK (MMbI3uHa, 2018, c. 75). OgHaKo AaHHble BbIBOAbI
Aenanncb Ha OCHOBE WCCNeAoBaHMS MSATKMX MHMDOPMALMOHHbLIX GOPMaTOB.
PaboT, nocBsilleHHbIX aHann3y heHoMeHa B TpaanLMOHHbBIX HOBOCTSX, Halie-
HO He 6bin10. T103TOMY, NpeXae Yem NPUCTYNUTb K MCCNeA0BaHMIO, BbIAENUM Ha
TEeopeTUYECKOM YPOBHE NMPU3HAKN MHMOTENHMEHTa B AaHHOM TWMe Nporpamm.

MAPAMETPbl UHOOTEMHMEHTA
B NIH®OPMALIMOHHBbIX TENEMNPOIr PAMMAX

Cpean OTANYMTENbHbIX YepT MHMOTEHMEHTa aBTOpbl YKa3blBatOT npe-
BanvpoBaHmne MOpMbl Hafl COAEPKAHNEM, YTO MOXET OKa3blBaTb HeEraTMBHOE
BNMSHME Ha BOCNpUSTME KOHTeHTa (EBaokmnmMoB, 2010, c. 218; OceTposa, CmeTa-
HWHa, 2017, c. 78-79); nogavy MHdbopMaLmn B 6onee passnekatensHo hopwme,
«MHOMAa C aNeMeHTaMu TeaTpanumsauum 1 UrpoBoro Havana» (borpaHosa, 2012,
C.219); yBneyeHune onpeaeneHHsIM BUaoM Tematnkm (Thussu, 2008, p. 9).

[ns cozgaHus eamnHor KOHLENUMMN MHPOPMaLMOHHO-pa3BneKaTeNbHoro
avckypca /1. OTTO M COaBTOPbI NPEANOKUAN CO3AaTb YHUDULMPOBAHHbBIA KO-
avdUKaTop A8 U3MEPEHYIS MSATKOCTM U KECTKOCTM HOBOCTU. ABTOPbI BBOAST
TEPMUH «CMSTYEHME» KaK MOHATNE HOee BbICOKOrO YPOBHS A5 ONUCAHNS 13-
MEHEeHWI B NOAUTUYECKOW XKYPHANUCTNKE, KOTOPblE MPOSIBASIOTCS Ha Pa3HbIX
CTYNEHSX aHanM3a, HauvHas OT U3MEHEHWI Ha YPOBHE CaMOM CUCTEMBbI XKypHa-
NUCTVIKN W 3aKaH4vBasi ONpPeaeneHHbIMU XapakTepucTMKaMm HOBOCTHbBIX Ma-
TepvanoB. Moa 30HTUYHBIM TEPMUHOM «CMSrYeHMe» PacnonaratoTCst MOHATUS
6onee HU3KOro NopsaKa: Tabnouansaumns, UHPOPMaLMOHHO-pa3BeKaTeNbHas
[EATENbHOCTb, KECTKNE U MATKNE HOBOCTU, CEHCALIMOHHOCTb B MepapXUYECKOM
nopsake (Otto et al., 2017, p. 137).
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K. PaliHeMaHH COBMECTHO C PsiAOM aBTOPOB NPeaAnonaraet, YTo Henb3s
YETKO Pa3aennTs KECTKUE UK MATKME HOBOCTM, HO BO3MOXHO rOBOPUTH O TEH-
AeHUMM K TOMY, 4TODbl CHMTaTb HOBOCTb Honee Unu MeHee MArkoin. [ins aHa-
N3a BbIAENSIOTCS XapaKTepUCTUKM HOBOCTH, KOTOPbIE MOTMYT CBUAETENbCTBO-
BaTb O e MArKOCTY. BbiO1pas 13 BbISBAEHHbIX NAPaMeTPOB TO/LKO T, KOTOopble
HEMoCPeACTBEHHO UMEIOT OTHOLEHWE K KOHTEHTY U Nerko KoanduumpyoTcs,
K. PailHemMaHH npepnaraeT ocTaBUTb TpW: 1) TeMa mMaTepuana (TemaTuyeckoe
n3MepeHue); 2) KOHKPETHbIE aCNeKTbl COBLITUI UM TeM, Ha KOTOPbIX AenaeTcs
aKUeHT (M3MepeHne dokyca); 3) cnocob Br3yansHOro v BepbanbHOro npeacTas-
NeHns cobbiTus (M3meperme cTuns) (Reinemann et al., 2012, p. 234).

B naHHOW paboTe ByaeT MCCNeAoBaTbCS CMATHEHME TPaAMUMOHHbBIX HOBO-
cTeit. Mbl cchoKycrpyem BHIUMaHVe Ha TeMaTuke 1 (hopme noaayu. Takmm 06pa3om,
ny6aMKaLMm Ha TeMbl, TPAAULIMOHHO PacCMaTpUBaeMble Kak MArKie, KoTopble by-
ayT 0603HaYaThCa Aanee Kak MHMOTEMHMEHT-TEMATUKA, KNAacCUPULMPYIOTCS Kak
MsIrkue HOBOCTW. Takke ocoboe BHUMaHWe B paboTe yaensetcs dhopme uHbop-
MaUVOHHOV NPOrpamMMbl: 3TO CBA3aHO C TeM haKToM, YTO MHADOTENHMEHT 00bIY-
HO MOHMMAETCs Kak npesannpoBaHune GopMbl Had cofiepaHvieM. Kak npuaHak
NHbOTENHMEHTa C TOYKM 3peHnst hopMbl B laHHOW paboTe Hamy aHanu3npyeTcs
60oraTcTBO U pa3zHoobpa3ue UCMonb3yembix NP ee NPoACMPOBaHUM NHbOPMa-
UMOHHbIX hopMaToB. CTOMT OTMETUTb TaKkKe, YTO eC/v PacliMpeHye CnexkTpa nc-
NoNb3yemblX Ans PACKPbITUS TeMbl HOBOCTHbIX OPMATOB PacCMaTPUBAETCS KaK
NO3WTUBHOE SBNEHNE COBPEMEHHON TENEBV3MOHHOM XYPHANUCTUKY, TO YBNeYe-
HVe MHDOTEMHMEHT-TEMATUKOM MOXET BbITb PACLIEHEHO KaK HeraTuBHas TeHAEH-
UMs B TOM CNy4ae, eCv KOAMYECTBO W xapakTep NofaobHbix nyonukaunii mewaet
peanu3aumnm HMOPMaLMOHHOW DYHKLMN.

METOAONOINA

[Ons vccnegoBaHus Obinn BbibpaHsl BeYepHue MHMOPMaLMOHHbIE Npo-
rpaMMbl CamblX MOMYNSPHbBIX POCCUNCKUX TenekaHanoB — «[1epBblil kaHan»,
«Poccus 1», «<HTB». Bcero 66110 13y4eHo 443 nHMOOPMaUMOHHbIX COObLLEHMS
B Nepefayax ykasaHHbIX TeNeKkaHanoB B TeyeHune byaHux agHelt ¢ 15 no 28 mapTta
2021 roaa, a Takke 1 575 MHMOPMaLMOHHbBIX COObLIEHNS € 18 N0 29 ceHTABPS
2023 ropa. B kavecTBe OCHOBHOMO Nepuofa UccnenoBaHus Obin BblopaH MMeH-
HO MapT 2021 rofa, OTHOCUTENbHO HEeNTpanbHbI BPEMEHHOW NEPUOA C TOUKM
3pEeHUs BANSHUA Ha NOBECTKY CEPbE3HbIX MOMUTUKO-3KOHOMMNYECKMX NpoLec-
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COB U Ype3BblYaiHbIX CUTyauuii. B 2021 rofy UAeT Ha cnaj anuaemMms KopoHa-
BMPYCa, M laHHas TeMa yXKe He 3aHUMaEeT BECb MHMOPMALIMOHHBIN BbIMYCK, Kak
370 6610 B 2020 T.; OAHOBPEMEHHO OTCYTCTBYET POCT BHEWHEMNOANTUYECKOW
HanpshkeHHOCTH, Habntoaaemblli nocne Havana CBO B Poccuu.

Mepuron ¢ 18 no 29 ceHTs6ps 2023 roga paccMaTpUBancs Hamm Kak KoH-
TPONbHbIN. Mbl He CYMTaeM, YTO COBpPeMEHHas BHELIHeNoAnTuYeckas obcTa-
HOBKa SIBNSETCS XOPOWWM KOHTEKCTOM ANS UCCNeaoBaHUs MHMOTENHMEHTa.
OfHaKo Hanu4me KOHTPONbHOrO Mepuoda MO3BOAMNO MOKa3aTb, HACKOMBKO
BbIBOAbI, CieNaHHble B OCHOBHON Nepuop, oCTanuch aKkTyanbHbiMK B 2023-M
(BYacTHOCTW, pe3ynsTaThl, NOKa3bliBatoLLMe MPUBEPKEHHOCTb TeNeKaHaNoB Tem
NAN NHBIM MHPOPMaUMOHHbBIM (hopmaTam).

Kak 6610 0TMeYeHo, B Npoliecce aHanv3a UHMOTENHMEHTa B BEHEPHUX
HOBOCTSX B Ka4yeCTBe NoKa3aTens MArkocTv paccMaTpuBanoch pasHoobpasne
opM nogaun, obpalleHne K MHMOTENHMEHT-TeMaTKe. Mbl npeanonarany,
4TO, COrNacHo obLLEeMUPOBO TEHAEHLMM, 415 POCCUIACKOTO MHDOPMaLMOHHO-
ro BeljaHnsa byAeT B 3Ha4YMTENbHON CTENEHM XapaKTepHO sBneHne NHDOTENH-
MEHTa, YTO, Ha Hall B3rN[, 3aKOHOMEPHO CBSA3aHO U C yCUIEHWEM KOHKYPeH-
LMW C HOBBIMM MeAMa, ¥ C OPUEHTaLUMEN Ha PEATUHT KaK roCcygapCTBEHHbIX, TaK
1 YaCTHbIX BellaTener B pOCCUINCKOM Menacncreme.

MMnoTesa 1: 419 pOCCUIACKOTO MHPOPMALIMOHHOIO BelljaHus OyaeT B 3Ha-
YUTENbHOW CTeNeHW XapaKTepHa TeHAEHUMS K UHDOTEMHMEHTY.

KaHanbl «bOMbIOW TPOWKM» OTAMYAOTCA Mo PopMe COBCTBEHHO-
CTu: «[epBbii KaHan» — YacCTHO-rOCyAapCTBEHHbIN, «Poccus 1» — rocy-
[ApPCTBEHHbIN, «HTB» — 4YacTHb. ®opMa COOCTBEHHOCTM, Kak OTMevaeT
PA. BopeuKkunid, BAMSET Ha (DYHKLUMOHANBHYIO CneunduKy: rocyaapcTBeHHble
BeLlaTeNn OPUEHTUPOBAHbI Ha NMPOABMKEHNE UHTEPECOB roCyaapcTBa; YacT-
Hble HanmpaBfieHbl Ha MoMlyYeHre MakCUManbHoM npubbinn (bopeuxnii, 1998,
C. 22-23). IMEHHO OT 4aCTHOrO TefleKaHana MOXHO ObIo Bbl OXMAATb YBEYe-
HYS MHDOTENHMEHTOM A8 NpUBAeYeHns Bonee WMPOKOro CeKTpa 3puTeneit
K 3KpaHaM. [laHHOe NMpeanonoXeHne e NOATBEPHAANOCE B 3apPYDENHbIX MC-
cnepoBaHusx Meguma (Curran et al., 2010, p. 12).

M03TOMY Mbl OXWUAANM, YTO (rMioTe3a 2) Mo HaNu4Mo NHPOTENHMEHTA
NNAEPOM OKaxeTcs TenekaHan «HTB», 3aTem byayT cnefoBaThb TenekaHasbl
«MepBbI KaHan» 1 «Poccus 1».

AprymeHTVpyem NCnonb3oBaHme TepMiuHa «<MHbopMaunoHHbIl hopmaTs
B flaHHO paboTe. [laHHOEe NOHSATHE NOSIBINIOCH B POCCUIACKON TEOPUM U NpaK-
TUKe TeNeBU3NOHHOW XKyPHANUCTVKK B 1990-e, KOorfa BO3HMKNA NpaKT1Ka no-
KYMKK 3apyBeXHbIX TENEBM3MOHHbBIX NPOrPaMM AN UX aganTaumu 1 3anycka Ha
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0TeYeCTBEHHOM TENEBU3MOHHOM PbIHKE. ABTOPbI OTMEYAIOT, 4TO «opMaT ... —
3TO CBOEro POofia PbIHOYHbIN AOrOBOP MEXY NPOAIOCEPOM U1 3puTenem» (LiBuK,
2010, c. 55); A.l. KaukaeBa Ha3blBaeT GopMaT «“yrnakoBKON” cofiepKaHus, YHU-
uKaumen, anantaumeir, cnocobom pacnpocTpaHeHus v ap.» (Kadykaea, 2010,
C. 43). Tak KaK B laHHOW paboTe hokycupyeTcs BHUMaHUe Ha hopme, «ynakoBs-
Ke», B XOfle UCCNeloBaHUs UCNONb3yeTcs noHsTue «hopmaT», a He bonee npu-
BbIYHOE AN POCCUUCKOW TEOPUM MOHATUE ©wKaHp». Mof TepMUHOM «MHGOpP-
MaLMOHHbIN GopMaT» NOHMMAOTCSH Pa3NnyHble GopMbl Moaadm MHbDOPMaLIMK
B TENEBU3MOHHbBIX HOBOCTSIX.

B Xofie NUIOTHOIO NCCNeaoBaHMs BbIN0 BbiAENEHO NSTb BO3IMOXHbIX WH-
(bopMaLMOHHbIX (hOPMaTOB: CHOXeT, 63, BbICTYNNEHME XypHaNMUCTa-IKCnepTa
B CTYAMW, MHTEPBbIO XyPHANUCTa-IKCNepTa C repoem B CTYANM, NPsSiMoe BKIIO-
YeHue C MecTa cobbITUS.

CloxeT v 63 (HeboNbLWOW MaTepman, TeKCT KOTOPOro 03BYYMBAETCS Befly-
WMM) — TPaanUMOHHbIe nHOpMaUMOHHble hopmaTsl. CloxeT siensieTcs 6onee
6oraToi HopMOWi C TOUKM 3pEHISt BO3MOXHOCTEN MO BbICTPamBaHUIO ipaMaTyp-
v 1 BU3yanusauuu nHdopMaumy bnarogaps MHKOPNOPUPOBAHHbIM B HETO
371eMeHTaM (CTeHaanam, nandam, CMHXpOHaM, 3aKaflpOBOMY TEKCTY), Toraa Kak
BapuaTMBHOCTb 63 OrPaHNYMBAETCS, KaK NpaBuio, CoMeTaHneM 63 U CUHXPOHa
(HebONBLIOrO MHTEPBLIO, BKIOYEHHOTO B CTPOW TENEBU3MOHHOW nepedayn).
TakuM 0bpa3oM, 63 Mbl cinTaeM bonee befHbIM MHPOPMALMOHHBIM POpMaTOM
C TOYKM 3pEHMS BO3MOXKHOCTM NOAATb MaTepuan B CTUANCTMKE MHDOTENHMEH-
Ta, CloXeT — 6onee 6oraTbIM.

Takoit MHMOPMaLMOHHBI MOPMaT, KaK «npsaMoe BKIKOYEHME», UCNOMb-
3yeTcs B Cyvae 3Ha4MMbIX MHPOPMaLMOHHbLIX MOBOJOB MNP YCAOBUM HAaNUYUS
KoppecrnoH/eHTa Ha MecTe cobbiTs. ObpaujeHne K AaHHoi hopmMe nokassiBaeT
npodeccroHanbHble BO3MOXHOCTY TeNeKoMNaHuu, KOPPeCNOHAEHTbI KOTOPOW,
Hax0[sCb B Pa3HbIX TOYKaX NaHETbI, OCBEL|AIOT TeKyLLMe COObITWS B MPsMOM 3K~
pe. [paMoe BK/IIOYEHVE CNedyeT paccMaTpyBaTh W Kak NPU3HaK CTPEMASHUS K An-
BepcudbmKaLymn GOPM ¥ PaCIMPEHIIO CNOCOBOB BU3yanmn3aLmu.

BbiCTynneHne »ypHanucToB TeNeKoMMaHun B KayecTBe MHTEPBbIOEPOB
WAW 3KCMEPTOB B CTYAWW — HOBbIA (hOpMaT, HanpaBneHHbIN, B TOM 4uCe,
Ha AvBepcnduKkaumio GopMm nogayv. BeiCTynneHue XypHanucTa-3kcnepTa
B CTYAWM, KaK NMPaBuo, MPONCXOAWT Ha hOHE BUAEOCTEHbI 1 COMPOBOXAAETCS
MOKa3oM WAMOCTPATMBHOIO MaTepuana. Takasi popMa, Kak «MHTepPBbO Xyp-
HanWCTa-aKCnepTa», NpegnonaraeT, YTo BemyWin WUAN KypHanWCT-3KCnepT
NPOBOANT VHTEPBbIO C rOCTEM B 3MUPHON CTyaumn (HeobxoammMo OTnMYaThb
OT CMHXPOHa (HebOMbWOro NHTEPBBIO), KOTOPbIN MOXET ObITh HaCTbIO CHOXKeTa
WM COMETATBCS C 63 U UMEeT OrPaHNYEHHbIN XPOHOMETPaX).
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[nsa vccnenoBaHMs BaXKHbIM ObIN10 BblENNTb NepedeHb MHPOTeHMEeHT-Te-
MaTUKKW, OAHAKO efMHas No3MUMs Ha 3TOT CYeT y uccnefoBaTenein oTCyTCTRYyeT.
[OCTaTOYHO MCHepnbIBaOWMM BbIMMAANT nepeydeHb [. Tyccy, KOTOPbIN BKOYa-
€T MsrK1Me HOBOCTM O 3HAMEHUTOCTSIX, KpUMMHaNe, Koppynumuw, Hacunuu, npep-
CTaBneHHble B Buae cnextakns (Thussu, 2008, p. 7). Poccuitckunii uccnepoBaTens
A.B. MapKaHCKuMiA, onnpasch Ha 13y4yeHne TeneBrU3MoHHOM xypHanucTukm CLUA,
BbIJENSIET TaKKe NPUPOLAHbIE ¥ TEXHOTEHHble KaTacTpOMbl, BOOPYKEHHbIE KOH-
(DNVKTBI 1 TEPaKThl C MOKa30M CLUEeH HaCUAWS, CKaHaanbHble AeTanu 0bulecTBeH-
HO-MONUTUYECKOW U KyNBTYPHOM U13HW (MapKaHckumia, 2017, ¢. 99).

YT06bI COCTABUTL CMINCOK MHDOTEMHMEHT-TEMaTUKW, CnepBa Hbia co3aaH
nepeyeHb TeM, BCTPEYaBLINXCS B HOBOCTSIX B OCHOBHOW Nepuog. bbinu Boigene-
Hbl CliedytoLLme B1abl:

Monumudeckas memamuxa (BCTpeyy, COBELLaHNS NPe3nAeHTa; BCTPEYM,
COBellaHust NpemMbepa; AesTeNbHOCTb APYrUX OPraHoB BAACTU; BbIOOPLI, NOA-
roTOBKa K Bblbopam).

CoyuansHas memamuka (MaTepuansl, pacckasbiBatoline 06 N3MeHeHusx
B XM3HM OBWLECTBA, CBA3AHHbIX, MPENMYLLECTBEHHO, C peann3almen peweHni
BAaCTel; coumanbHble akLmum).

Koporasupyc g Poccuu.

MexxQyHapoOHas memMamuka (KopoHa8UpYyC 8 MUPE; MeXOyHApPOOHsIe HO-
8ocmu (ntobble HOBOCTU, MPOMCXOASLLME 33 FPAHULEN, KPOME CUTYaLMK C KOPO-
HaBVPYCOM W MOAWTUKI); MEXOYHAPOOHAS NOAUMUKA (K AaHHBIM TEMaM OTHO-
CUAWCh MEXAYHAPOAHbIE MOAUTUYECKME HOBOCTW, @ Takxe Te, rae aBTop Aenan
AKUEHT Ha OTHOLeHMUsIX POCCHM 1 APYTrUX CTPaH).

KpumuHaneHsle Hosocmu: B [aHHYt0 pybpuKy BKIOYaNMCb mMaTtepuansi
KPVYMWHaNbHOW TEMATUKK, a TakKe NPpaBOBOM.

YpesabiyatiHelie npoucwecmaus (40).
APMUS, KOCMOC.

Mo20da, npupodHsie KAMAKIU3Mel (MaTepPUanbl O HEOObLIYHBIX MOrOAHbIX
ABNEHUAX).

Peknama cobcmeeHHsix nepeday u gu/isMos.

SKOHOMUYECKUE HOBOCMU (B TOM HMCNe OTKPbLITME HOBBIX MPOW3BOACTB).
Hayka, Kynemypa.

Jamel, 8 mom qucsie nonumuyeckue.

3abasHble ucmopuu (MaTepuansl, B KOTOPLIX PacCKa3blBanoCb Npo Ky-
Pbe3Hble Clydaun, COObITUSA U3 XKU3HM OAEN, IKNBOTHbIX 1 Ap.).
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Mamepuansi ¢ ysacmuem 3HameHumocmed.

Vicmopuu nodsuza (MCTopus 0ObIYHOTO YeNOBEKa, KOTOPLINA cymen npe-
000NETb CEPbE3HbIE XIM3HEHHbIE TPYAHOCTH, COBEPWN NOABWT).

Cnopm.

3aTeM M3 faHHOro nepeyHs HbIIN UCKOYEHbl TEMbI, KOTOPbIE Kacanuch
noANTUMKN. N3 huHanbHOM MaTpuLbl Takoke HbINN yaaneHsl TeMbl «CropT», «Ha-
yKa, KynsTypa», T.K. B faHHbIX pybpuKax obbl4HO coobllanack cepbesHas 1H-
opmauus. Taknm 06pa3om, rHanbHbIA CMMCOK MHPOTENHMEHT-TEMATUKN
BbIMSAEN CNefytoWwmmM 06pas3oM: «KpUMUHaNbHbIE HOBOCTM», «4pe3BblyaliHble
npoucectsus (4M)», <norofa, NPUPOAHble KaTakM3Mbl», «peKnama coocTBeH-
HbIX Nepefay 1 GunbMoB», «3abaBHbIe UCTOPKI», «<MaTepuansl C y4acTueM 3Ha-
MEHWTOCTEMNY, <MCTOPUMN MOABUTAY.

PA3SHOOBPA3NE NHPOPMALMOHHbLIX ®OPMATOB
N WUHOOTEMHMEHT-TEMATKA B 2021 roaly

B OCHOBHOW Nepuof WccnefoBaHWs MNPOAOCMKMTENBHOCTb Nepefadn
«Bpemsa» coctasnana 30 MuHyT, «CerogHa» — 40 MUHYT, Nporpamma «Bectu»
AAnNack 65 MUHYT. AHanU3 MHMOPMaLMOHHbBIX (POPMaTOB NOKa3as, 4To UX Haw-
6onbliee pasHoobpasve bObiNo xapakTepHo Ans TenekaHana «HTB». Mybnvka-
LM HOBOCTHOWM CNY»KObl FOTOBUANCH B (hOPMeE 63, CHOXKETOB, MPSMBbIX BKAOYEH WA
KOPPeCnoHAEHTOB, BbICTYMAEHWMI )XyYPHANNCTOB-3KCNEPTOB B CTYAWM C UCNOMb-
30BaHMeM MHorpaduKkK, a TaKke CneynanbHO NOAroTOBAEHHBIX UHTEPBbLIO
(omarpamma 1). IMHaMMYHOCTb MOBECTBOBAHMIO Takoke MpWAaBano Hanuune
B Kagpe ABYX BefdyliMX, KOTOpble CO0bWanyu HOBOCTM MO ovepeau, oblanmce
APYr C APYIOM, LWYTUIN.
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[Avarpamma 1/ Diagram 1
MHdopMaLmoHHble hopMaThbl TENEBU3MOHHOMN NporpaMmmbl «CerogHs» B 2021 r. /
Information Formats of the Segodnya (Today) TV program in 2021

npAMoe — HHTEPBRED |
BRAoMeHne! [ive interviewl%
s Hadsadl ol TN
3%

BRICTYILICHHE
IKCTIEPTA B CTY/IHH
 expert in studio

L 631/ wo voice-over |
46%

11%

ciomet [ plot 39%

{3/ wio voice-over
® crooiceT / plot
B BLICTYTUICHHE BKCTIEpTa B eTyauM /expert in studio

= npamoe BENKOYerne [ live broadcast

PasnunyHble MHHOPMaLMOHHbIE hOpMaThl UCMONB30BANNCH Ha TeNeKaHa-
ne «Poccus 1» (anarpamma 2). OTHOCKTENbHOE KONMYEeCTBO MOSBNEHNI XKypHa-
NIVCTOB-3KCMEPTOB B CTYAMM, MPSMbIX BKIIOYEHUI U CNeLManbHO NOATOTOBNEH-
HBIX MHTEPBbIO 3AeCh ObIN0 MeHblUe, YeM Ha «HTB». Camoit YacToTHOM hopMol
oKazancs ctoxeT (57% npoTus 37% 63), hopmar, 6oraTbliit C TOUKM 3pEHMS BO3-
MOXHOCTEl BM3yanu3aumn MHMOPMauMM U UCMONb30BaHWs ApamaTypruye-
CKMX MPUeMoB.

[Owarpamma 2 / Diagram 2
MHbopmaumoHHble hopmaTsl nporpammbl «Bectu» B 2021 T. /
Information Formats of the Vesti (News) TV program in 2021

npAmoe = - ’ i MHTEpBbIO/
arntouenme / live - interview
broaodcast 1%
1%
BBICTYNNEHWE 63/
aKcnepras w/o voice-over
cryaunu/ expert in 379
studio 4%
ciomer/ plot
57%
63/ w/o voice-over m ciomer / plot

B seICTYNAEHKE IKCNEpTa B cTyauK [ expert in studic ® npamoe sknoyedne / live broadcast

B wHTepesio / interview
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C ToYKM 3peHns PopMbl NpefcTaBneHns MHhOPMaLMK, Kak HavMeHee
npuBneKaTenbHbIN Nposeua cebs «MepBbii KaHan» (auarpamma 3). Mpu noga-
FOTOBKe BbIMYCKa He MUCMONb30BaNNCh BBICTYMNEHNUS XKYPHANNCTOB-3KCNEPTOB
Y VIHTEPBbBIO B CTYAMW, NWlWb 1% B 0buWel gone nybnmkaumii 3aH1MManu npsimble
BKNtOYeHMA. Kpome Toro, Ha 23% KonmyecTBO 63 NPEeBbIWano KOAMYeCcTBO Cio-
XeToB. [INs yBennyeHns BM3yanbHOro pasHoobpasusi B BbIMyCKax MCMOMb30-
Banacb BMALOCTEHA C MHMOrpatmKon 1 BUAEOUNNOCTPALMSAMI, TONOTPaMMbl

® “[lepenii kanan" /' Channel One "

[Owarpamma 3/ Diagram 3

VMHdopMaLoHHble hopmaTsl Nporpammbl «Bpemsi» B 2021 r. /

Information Formats of the Vremya (Time) TV program in 2021

NPAMOE BRAKOYEHKWE /
live broadcast 1%

63 / w/o voice-over
61%

 ciomet / plot

B npamoe exmoseHne [ live broadcast

lncrorpamma 1/ Histogram 1

WHdoTenHMeHT-TeMaTurKa B 2021 1. / Infotainment topics in 2021

B CTYAUN.
cromer/ plot
38%
=63 / w/o voice-over
10%

740% 7%
| 6.70%

5.20%

® "Pocesa |* Russia-11" uHTB" { "NT "

BBO0%

% |
%
&4 4.70% 4400
4% 1.70%
St 2200 Jlf %60 LHnG
% 1.50% 1.60% 1,500 !
ik I 0.0 o 70v B 0-90% 0.90% I
Y f
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KPHMMHHATRHEIC umn/ noroa, pexnaMa 3abaBHble CIOXETb1 € ucTopuy
HoBOCTH | emergencies npEpOiHEe  COBCTREHNLX ucropun / yuacruem mospura /
criminal news KATAKAWSMEL . MEPeaat ¥ funny news stories snavennrocreir/  acls of heroism
weather, natural mnmos / celebrity news
disasters advertisements
of own programs
and films
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Kak BMAHO U3 rucTorpammsl 1, Hanbonbliee BHUMaHNe MHPOTENHMEHT-
TemaTuke yaensn TenekaHan «Poccus 1». Cpegu nuaepos — noroga v npw-
poLHble KaTaknm3mel, Y, KpuMmnHanbHble HOBOCTW. B nporpamme Tarxe npu-
CYTCTBOBaNO HEKOTOPOE KOMMYECTBO CHOXKETOB, PACCKA3bIBAOWMX O MOABUIax
06bIYHbIX NtoAeN, a Takke 3ab6aBHble UCTOPUN. MHDOTEHMEHT-TeMaTnKa 3aHW-
Mana B Bbinycke 28,6%.

«MepBbllh KaHan» yaenun MHMOTeNnHMeHT-TeMaTuke Nub 17%, nuampo-
BaNn KpUMMUHaAbHbIE HOBOCTU. BCe 0CTanbHbIe BUAbI, B TOM YMCIE COOBLIEHNS
npo noroay 1 Y, NpUCcyTCTBOBaNM B MeHbLLIEM KONMYECTBE. Tak e Kak Ha Tene-
KaHane «Poccust 1», B BbiNycKax «[1epBOro TenexkaHana» MoXHO Hbl1o BCTPETUTb
He3HaYNTENbHOE KOMMYECTBO MaTEpManoB, PAcCKasbiBAIOUMX O MMU3HEHHbIX
noaBurax obblYHbIX NtO4EN, a TaKkKe BUI TeMaTUKKM, 0603HaYEHHbIN Kak «3abaB-
Hble MCTOPUW».

Moxoxyto ¢ «[1epBbIM KaHaNoM» CUTYaLMiO Mbl MOXeM HabnoaaTb Ha
«HTB». OgHaKo OTANYMTENBHOM OCOBEHHOCTBLIO MANUTPbl MHPOTENHMEHT-Te-
MaTUKK 3AeCb CTany NybanKaumMm Npo 3HaMeHUTOCTEN, KOTOPbIE He BCTpeYa-
NINCb B OCHOBHOW Mepwuop aHanwsa Hu Ha «[1epBoM KaHane», HW Ha «Poccuu
1». MaTepvansl, paccKasblBatoliMe O MMIHEHHbIX NOABMIax ObbIYHbIX MOAEN,
B CBOIO OYepefib, OTCYTCTBOBaNM Ha «HTB».

MPpUBbLIYHBIMUK B BbIMyCKax OKa3anucb NybanKaumu, NOCBSALLEHHbIE pe-
Kname coOCTBeHHbIX Nepefay v rNbMOB, KOTOPbIE BCTPEYANNCh NMPaKTUYECKH
B KaXOM nporpamme.

PA3SHOOBPA3NE NHPOPMALMNOHHbLIX ®OPMATOB
N NHOOTENHMEHT-TEMATUKA B 2023 rOAY

B ceHTsbpe 2023 ropa «Bpems» 1 «CerofHs» yBeAMYUAN XPOHOMETPax
BbINyCKa A0 60 MUHYT, nporpamma «BecTum» coxpaHuna NpexHiow AnTeNb-
HOCTb (65 MUHYT). B 3TOT Nepuog OxmnaaeMo COKPaTUNOCh KONMYECTBO MHMO-
TENHMEHT-TeMaTUKM, OHOBPEMEHHO YMEHbLIMNACH ANBEPCUMUKALMA MCNONb-
3yembix popmaToB. CoxpaHMNacb NPUBEPHKEHHOCTb KaHANOB TEM WM WHbLIM
cnocobam nofauu MHMOPMaLMK, BbISBNEHHBIM B NEPBbIN neprog. «[1epBbii
KaHan» MHMOPMUPOBAN 3pUTENEn NPEVMYLLECTBEHHO NMPU MOMOLLM CIOKETOB
v 63, 0TA@Bas NpeAnoYTeHNs NocnegHM (auarpamma 4).
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[Avarpamma 4 / Diagram 4
MHdopmaLmoHHble hopmaTsbl nporpammbl «Bpemsi» B 2023 .
Information Formats of the Vremya (Time) TV program in 2023

cromer [ plot
44%

63/ w/o voice-over
56%

® 63/ w/ovoice-over Mciomer/ plot

B viccnepyemblii nepuog Ha «Poccum 1» Bbinn HallaeHbl MHTEPBbIO B CTYAWN,
BbICTYMNEHNS XKYPHANNCTa-3KCNepTa B CTYAMM, O3 U CIOXKETbI, MPUYEM KOANYECTBO
CIOXKETOB NO-NPeXHeMy AOMVHMPOBANO Hafd KOMMYeCTBOM 63 (anarpamma 5).

[Owarpamma 5 / Diagram 5
MHdpopmaLmoHHble hopmaTsl nporpammsl «<Bectu» B 2023 T.
Information Formats of the Vesti (News) TV program in 2023
BbICTYNNEHWE

3KCNEpTa B cTyAuKn / -
expert in studio

mHTepesio / interview

1.6% 0.4%
63/ w/ﬁ voice-over
ciomer / plot 41%
57%

W 63/ w/o voice-over
o ciomer [ plot
B BLICTYNNEHWE 3KCNEpTa B cTyguK / expert in studio

W wHTepebio / interview
Ha «HTB» yBenn4Mnocb KOAMYeCTBO 63, YMEHbLUMUACS 0ObEeM CIOXETOB,

NPSAMbIX BKIKOYEHUI 1 BBICTYNNIEHWUIA XKYPHANUCTOB-3KCNePTOB B CTyAMM (ana-
rpamma 6). VIHTepBblO B CTYAUM B aHANU3VPYEMbI NePUOL HANAEHO He ObINo.
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[aHHas TeHOeHUMs HeraTMBHO CKa3anacb Ha AVHaMUKe BM3yanbHOro psfa

1 obLiem BnevaTneHnmn oT Nporpammsl.
[Awnarpamma 6 / Diagram 6
MHdbopmaumoHHble hopmaTbl nporpammbl «CerogHsi» B 2023 T.
Information Formats of the Segodnya (Today) TV program in 2023

BLICTYNNEHKE = NPAMOE BHADYEHWE /
IKCNEepTa s cTyamm / | live broodcat
expert in studio 2%
7%

63 / wy/o voice over

555

ciowmer [ plot
36%

= 63 / w/o voice-over

= ciower [ plot

B BLICTYNIAEHWE 3KCNEPTA B CTyamK [ expert in studio
H npamoe ernovenue [ live broadcast

B ceHTs6pe nepeyeHb ocBellaeMbix NpobaeMaTuk cepbesHo TpaHchop-
MWPOBANCH MO CpaBHeHMO ¢ MapTom 2021 roga. 3Ha4MTeNnbHOE MeCcToO B Bbl-
nycKax CTanu 3aHumaTb matepuansl npo CBO, aHTMpOCCUICKME CaHKumMK, a
TaKKe BHELIHIOK0 U BHYTPEHHIOK NOANUTUKY YKpauHbl. [1ns aHanv3a nHhoTerH-
MEHT-TEMATUKK Obl/1 COXPAHEH TOT e CMUCOK, KOTOPbIN Obin paspaboTaH ans
NepBOro nepriofa, CXETbI 13 30HbI OOEBbIX IENCTBUIA B HEMO He BKIKOYANNCh.
B ocHOBHOW Nepwvog aHann3a bbi10 BbIsIBAEHO, YTO HOBOCTW Ha KPUMUHAbHYHO
TEMaTUKy 4acTO COAEpXanu 1 CepbesHyto NpaBoBylo MHMOPMaLMIO, NO3TOMY
Ha 3TOM OTPEe3Ke MCCNefoBaHUs K pyOprKe «KPUMMHAN» Mbl OTHOCKAN HOBO-
CTU, cogepxallye MHMOPMaLMIO TONBKO O MPECTYNNEHNX (3agepaHusx, xoge
CNeacTBus 1 Ap.), ONyckas cooblLeHns O NpeafaraeMbix MHHOBALUWSX U Npeg-
NOXEHWSAX MO pa3peLleHto NPpobNemMHbIX CUTyaLuii.

AHanu3 nokasas, YTo MHOTMe MSrKve TeMbl B MepUoL, COXHON BHELLHe-
NONUTUYECKON CUTYaUMM yTpaTWAW CBOM pa3BneKaTesbHbI U peKknaMHo-UH-
(bopMaLOHHbIV XapaKTep. Hanpumep, BCe KpVMWHaNbHble HOBOCTU Ha 3TOT
pa3 bbinn onocpefoBaHHO cBsizaHbl ¢ CBO: TenekaHan «Poccusi 1» coobuian
0 HOBbIX (hakTax B paccnefoBaHuv youiicTea lapbn [yruHow, «[epsbiii kaHan»
ABaXabl MHPOPMMPOBan O 3adepaHny xutens Kepyv 3a paboTy Ha yKpamH-
CKMX BOEHHBbIX. ECNM B Te4eHne OCHOBHOMO Neprnojaa aHannsa Bce TenekaHanbl
BKt0YaNM B UHPOPMALIMOHHBIN BbIMYCK CIOXETbI U 63 C peKnamoil COBCTBEHHBbIX
UNbMOB, TO B CeHTAbpe 2023 T. Takne COOBLLEHNS COXPaHWUANCh TONbKO Y «Mep-
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BOrO KaHana» v «Poccuu 1», npuyem ecnu TenekaHan «Poccuns 1» npopomxkan
PeKNamMmpoBaTh PENTVHIOBbIE Cepuransl, BbIXOASLME B MpaiM-TaliM nocne Bbl-
Mycka HOBOCTeMN, TO «[lepBbIfi KaHan» pacckasbiBan O JOKYMEHTANbHbIX MPOeK-
Tax, cBa3aHHbIx ¢ CBO. PazHoobpasve MHpOoTenHMeHT-TeMaTHK, XxapakTepHoe
ans achvipa B 2021 1., COXPaHMNOCh TONMBKO Y «POCCUM 1», XOTS 1 B 3HAYMTENBHO

MeHblWeM obbeme (rnctorpamma 2).
lncrorpamma 2 / Histogram 2
MHdoTenHmeHT-TemaTuKa B 2023 1. / Infotainment topics in 2023

107%

® "[lepesiii kanan” | "Channel One " ®"Poccun 1"/ "Russia-1" & "HTB" /| "NTV"
9%
8%
7%
6%
3% 4.80%
4% 3.50%
3% 2 {JU% 2.60% S
2% I &m\. i X )
1% . 0,008 0.90% 1%
1% 040% ” b I 0.50% 0.50% 0.40%
0% . . [ ]
KPHMEHANLHEE YIL/ Mmoreda, peKnama sabaBHbIC CIOXETb1 € MCTOPUH
HOBOCTH emergencies TPHPRIHELE COOCTREHHIL ucropuu / yuactiuem nopura /
criminal news 5 KATAKIHIMEL,  TEPEIad® funny news stories 3navenurocreit/ — acls of heroism
weather, natural dmemos celebrity news

disasters advertisements
of own programs
and films

ANCCKYCWA U BbIBOAbI

Oblas TeHAEHUMS K CMArYeHU0 MHMOPMALVIOHHbBIX MPOrpaMMm, CBOM-
CTBEHHAa ANd 3anagHOro AeMOKPaTUYECKOro AMCKYPCa, 3aTPOHYMa KOHTEHT
POCCUMCKMNX TENEBU3NOHHBIX KAHAIOB, HO €e BPS[ I MOXHO Ha3BaTb AOMUHW-
PYIOLLEN B KECTKMX HOBOCTSX. B MapTe 2021-ro MHMOTENHMEHT-TeMaTVKa 3aHW-
Mana B MpOaHanM3npoBaHHbIX Bbinyckax 17%, 28,6% v 16,7% COOTBETCTBEHHO,
NpyYeM Nuaepamn Cpeam TeM OKa3anmcb KPUMMUHANbHbIE HOBOCTM M MOroga.
CoobLieHNs NPO 3HAMEHWUTOCTEN ObIN HaAEeHb! NNLIb Ha OHOM TeNleKaHarne.
KoHTponbHbI nepuof B ceHTsbpe 2023 1. nokas3an 3aKOHOMEPHOE CHIKEHME
MHMOTENHMEHT-TEMATUKM, OfIHAKO aBTOPbl COXPAHWUM MPUBEPHKEHHOCTb TEM
MHMOPMaLVOHHBIM (hopMaTaM, K KOTOPbIM obpaltannck 1 B 2021 T.

CTpemneHve »XypHanucToB K pa3Hoobpasuio Gopm mnogayn matepwvana
CTOUT, 04E€BMAHO, PAaCCMATPVBATh KaK MO3UTUBHOE NOCNeACTBUE BAVSHUS CTUAS
MHpoTelHMeHT. OfHaKO AaHHas YepTa NoKa B HE3HA4YMTENbHOW CTENEHM XapaK-
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TepHa f4N1% POCCUICKNX BEYEPHUX HOBOCTeN. TOMBKO B ABYX 13 TPEX NpoaHanu3u-
POBaHHbIX TenenporpamMmmax aveepcudrikaLms bbina B onpeaeneHHon crenexn
NPOAEMOHCTPUPOBaHa. B Te4eHre 0OCHOBHOTO Neproaa 1ccnefoBaHmns Hambons-
lee pa3Hoobpa3ne NpucyTCTBOBaNO B HOBOCTSX YaCcTHOrO TenekaHana «HTB»:
31ecb Npy 0bLIEeM HEBOMbLIOM XPOHOMETPaXe BbiNyCKa MOXHO Oblno HabnoaaTb
NOCTOSIHHYIO AMHAMVKY M300pa3nTeNnbHO-BbIPAa3UTENBHOO psiaa v CNocoboB no-
paun. TenekaHan «Poccus 1» Takke obpallancs K pasHbiM hopMaM; BaXKHO, YTO
Yaule Bcero MHbopMaLUMs Ha TenekaHane Obina NpeAcTaBneHa B BMAE CIOXKeTa.
/IMEHHO CIOXeT B TEOPETUYECKON YacTu Obin KBanudUUMPOBaH Kak Hanbonee
60raThlil C TOYKM 3PEHNS ApamMaTyprv 1 M306pas3nTenbHO-BbIPa3UTENbHbBIX BO3-
MOXHOCTEN MHDOPMaLMOHHbIN hopmaT.

HanMmeHblylo  MOABEPKEHHOCTb  MHPOTEMHMEHT-CTUANCTKE MOKa3an
«[1epBbIt kaHan». Tpyu NAaHMPOBaHWMK BbiNyCKa MPOAKCEPLl OrpaHNyKBaNnCh
Tpems dopMamMu opraHm3alyn 3KPaHHOTO NPOV3BeaeHNs; KpOMe TOro, MaKcH-
ManbHoe KONMYecTBO MHMOPMaLMM NoAaBaNoCh Npw NoMoLLm 63 (6eaHOro ¢ Tou-
K 3peHunst ApamMaTyprim n n306pasnTensHo-BbIpasnTeNbHbIX BOSMOXKHOCTEN WH-
hopmalmMoHHoro opmMaTa).

Takum 0bpa3om, NaepomM No pa3Hoobpasmo GopM Nofayn nHGopmaLmm
B OCHOBHOW NepUoA 1CCnefoBaHWs OKa3ancs, Kak v Npeanonaranoch, YacTHbIi
TenekaHan «HTB», Toraa Kak MakcuManbHoe obpalleHne K MHhoTeHMeHT-Te-
MaTVKe NPOAEMOHCTPUPOBan TenekaHan «Poccus 1». OTHaCcTH faHHbI deHo-
MeH CBSI3aH C pasHuLel B NPOAOMKMTENBHOCTY Tenenepeay. Camblil AAVNHHbIA
No BpeMeHu BbiMycK HoBOCTel B 2021 r. Mbl Habntoganu Kak pas y «Poccum 1»
(65 MUHYT). TenekaHan ycnesan coobWMTb BCE Cepbe3Hble HOBOCTM 3a nepable
TPMALATb MUHYT, TOrAa Kak BTOpas YacTb B O0MbLIEN CTeNeHW MCNOoNb30Banach
ANS UHPOTENHMEHT-HOBOCTEN.

Pe3ynbTaTbl aHanM3a nokasanu, 4To, N0 KpalHen Mepe, Ans TenNeBn3noH-
HOWM cMCTeMbl POCCUM Henb3si BbISBUTL MPSMON KOppensumumn mexay hopmon
cobctBeHHOCTN CMU 1 CTpemMaeHreM )ypHannCToOB UCNOb30BaTh MHADOTENH-
MEHT-CTUNUCTUKY B BEHEPHMX HOBOCTSX. B M3YYeHHbIX CyYasx CTOMT npeano-
naratb BAUSHUE IMYHOCTHO-NMPOMECCUOHABHbBIX XapaKTePUCTUK paboTHUKOB
TOW MM MHOW pefakumu.

B KOHTPO/bHbIV NMeprof nccnefoBaHus B ceHTsbpe 2023 roga CoOxpaHu-
JINCb TEHAEHUMW, MPOABEHHbIE MPU aHANM3e BbiNyCKOB B 2021-M. XKypHanucTbl
no-npexHeMy 0bpallanvcb NPenMyLLECTBEHHO K ABYM OCHOBHBIM MHOPMaL-
OHHbIM PopMaTaM: CIoXeTy 1 63. TenexkaHan «Poccus 1» Takke BKOYan B 3Oup
WHTEPBbLIO M BLICTYMNEHNS XKYPHANNCTa-3KCnepTa B CTyanu, «HTB» — BbICTynIe-
HUS YXYPHaNUCTa-3KCnepTa B CTYAMM U NPsiMOe BKAtoYeHKe. KonmnyecTso nHdo-
TeIHMEHT-TeMaTUKV B 3TOT MPOMEXYTOK BPEMEHV 3aKOHOMEPHO COKPaTUIOCh.
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Jlyyle BCero NpucnocobuTbCs K NPoU3oLIelnNM U3MEeHeHUIM BO BHellHe-
NONUTMYECKOM KOHTEeKCTe CMOr TenekaHan «Poccust 1»: coxpaHsetcs (xoTs
1 YMEHbLIAETCA KONMYeCTBEHHO) OCHOBHas MHMOTENHMEHT-TemMaThKa, UCNob-
3y0TCA pa3HoobpasHble hopMbl Moaaydn mMatepuana, Npy NPOACMPOBaHMM
Tem npeanoyYTeHune oTaaeTcs cloxeTaM. Ha Hal B3rnsa, Haubonblias aganTye-
HOCTb «Poccum 1» cBA3aHa 0T4aCTH C Hanuymem 60NbLIOTO XPOHOMETPaXa Bbl-
nycka v go 2022 roga.

OTCyTCTBME KOPPENSLMM MEXY PENTUHIOBBIMU NMOKa3aTensMu 1 pesyb-
TaTaMmn MCMONb30BaHUS CTUAS UHHOTEMHMEHT B OCHOBHOW Nepuof aHanmnsa
nokasano, YTo 3puTenn B POCCMM CMOTPST NMPEUMYLLECTBEHHO KaHafbl, @ He
NporpamMMsbl, 0TAaBas NpeanoyTeHvie onpeaeneHHbiM Belatensm. OaHaKo TeH-
AEHUMN ANHAMVIKWU PENTUHTa, Habntogaemble B 2023 1., 3aCTaBASIOT NPeAnono-
XUTb, YTO KAYECTBO MOAAYN KOHTEHTA TaKKe HauMHaeT UrpaTh OnpeaeneHHyto
POJb, YTO, O4EBUAHO, TPEOYET NPOAOIKEHUS NCCNEA0BAHNMS.

B HEKOTOPbIX CAyYasx OKa3anoch AOCTaTOYHO NPobaeMaTnyHbIM OAHO-
3HAYHO OTHECTU CIOKET K CEpbe3HOMY UK HMOTeNHMEeHT-MaTepuany. Hanpu-
Mep, KPUMUHaNbHble HOBOCTW B POCCUMICKON MpaKTUKe TeNeBU3MOHHOIo Nnpo-
AIOCMPOBaHMS MOBECTBYIOT HE TOMBbKO O KPYMHOM NPaBOHapyWeHW, HO 4acTo
n 06 MHMUMATKBE 3aKoHofaTenen no NpPo@UAaKTUKe TakMxX NPOUCLIECTBNIA
B byayliem.

[JaHHylo cneunduky n3y4aemoit TeMaTUKM HEOOXOAWMMO Y4MThIBaTh B
XOfie fanbHEeNWNX MCCNefoBaHNIA. Takoke NepCneKTUBHbIM SBASETCA aHanu3 nc-
NONb30BaHMS B MpOrpamMax Apyrux NpU3HaKoB MHMOTEMHMEHTA, CBA3AHHbIX
CO CTUANCTUHECKMMI OCODEHHOCTAMM Nepefady, FoMOPOM B PEYU XYPHANNCTOB
v BedyLLMX, a Takke C An3anHoM CTyauin.
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AUDIOVISUALIZATION OF CABARET
CULTURE IN SILENT FILMS
OF THE 1900s-1920s

Abstract. This article is based on a presentation delivered at the 51st Ludmila
Verbitskaya International Philological Conference. The study explores the
phenomenon of audiovisualization of cabaret culture in silent films of the 1900s
to 1920s, examining how it conveyed the concept of the tape to viewers. Notably,
there have been no Russian studies dedicated to examining the influence of
cabaret on early cinema. In contrast, Western film critics have predominantly
focused ontherole of cabaret performers, perceiving early cinema as an art form
characterized by hysteria, a logical extension of cabaret and its various forms
of entertainment. This paper aims to demonstrate, however, that the inclusion
of cabaret poses and gestures in films was intentional, serving to enhance the
viewing experience and reflect upon the socio-cultural phenomena of the turn
of the century, as well as to provide a means of exposing mores through a
distinct gestural neurotic system.

© Hayxa The research findings indicate that early cinema, particularly films featuring
TenesuaeHus cabaret dances, functioned as polycode texts, accumulating blocked or
@ previously experienced memories through actions and images. It can be
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argued that the tendency and attraction to the primitive, which was popular
in the 1910s and 1920s, first manifested itself in the grassroots dances and
was audiovisually expressed through dance movements. The cancan initially
incorporated a pathological gestural language, which later became associated
with regression in the context of its convergence with African dances, mesmeric
practices, and quack discourse.

Keywords: proto-performance, early cinema, audiovisualization, cabaret,
Georges Mélies, grizzly bear dance, cakewalk, polycode text in culture, cancan,
Alice Guy
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AYAONOBUI3YATTN3ALNA
KY/TbTYPbl KABAPE
B HEMOM KNHO 1900-1920-x

AHHoTaumsa. CTaTbs HamwcaHa no maTepwanam BbLICTYMAeHUs Ha KoHde-
peHunn «LI MexpyHapogHas HayyHas dwunonorvyeckas KoHdepeHumus MMeHu
N.A. Bepbuukoi». B cTaTbe paccmaTprBaeTcst GeHOMEH ayamroBM3yanm3aumm Kyb-
Typbl kKabape B HeMOM KMHO 1900-1920-X kak Cnocob peTpaHCAALMN 3aMbICNa NEHTbI
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3puTento. HeobxoaMMo OTMETUTL, YTO B OTEYECTBEHHOM HayKe elle He ObIno nccne-
AOBaHWIA, MOCBSLLEHHBIX BAUSAHWIO Kabape Ha paHHWUIA KnuHemaTorpad, a 3anagHble
KWHOBeMbl paccMaTpuMBany pofb Kabape Ans KuHo 1900-1920-x TONbKO B CBSA3M C
VCNONHUTENSMU, NO3NLMOHMPYS PaHHUI KnHemaTorpad Kak ncrtepuyeckyio dhop-
MYy WCKyCCTBa, NOrnyecKoe npopfo/mKeHmne kabape v ero passfexaTenbHbix GopM.
B 3TOM e CTaTbe aBTOP CTPEMUTCS MOKa3aTb, HTO MO3bl W XeCTbl kabape Bbinv BKtO-
YeHbl B KMHOMEHTbl Hecny4yanHo: Ansa ycunerHus addekta oT npocMoTpa Gunsbma,
Kak pedneKkcrs No NoBo/y COLMOKYNBTYPHbIX DeHOMEHOB pybexa BeKoB 1 0bnnye-
He COBPEMEHHbIX HPABOB Yepe3 0CODYI0 KECTOBYIO HEBPOTUYECKYHO CUCTEMY.

B vTOre NpoBeAeHHOro UcCnefoBaHWs cenaHbl BbIBOAbI O TOM, YTO paHHee
KWHO, @ 0COBEHHO KMHO C TaHUaMun kabape, NpeacTasnsno cobol NoAnKoaoBbInk
TEKCT, KOTOPbIN AeVCTBUSAMM 1 0Opa3aMm akKyMynmMpoBan 3abnoKMpoBaHHble UK
yXKe NepexKuTbie BOCNOMUHAHWS. MOXHO yTBepXaaTb, YTO MMEHHO B HU30BbIX TaH-
Lax paHblle BCEro nposiBunach TeHAEHUMS U Tara K NPUMUTUBHOMY, CTOMb MOMYy-
napHas B 1910-1920-e, aygnoBn3yanm3vpoBaHHas TaHLEBabHbIMW ABVKEHNAMN:
B CAMOM KaHKaHe 13HavyanbHo Hbin 3aN0XeH NaToNOrMYECKNIN XKECTOBbIV S3bIK, KO-
TOPbIV MO3Xe CTan acCoLUMMPOBATLCSA C PerpeccoM Ha hoHe chnmxeHns C appurKaH-
CKVMMV TaHLLaMW, MECMEPUYECKMMY MPAKTVKaMU U WaPNaTaHCKUM UCKYPCOM.

KnioyeBble cnoBa: npoTonepdopMaHc, paHHUiA KnHemaTorpad, ayanoBum3y-
anu3auns, kabape, Xopx Menbec, MeABEXMIA TaHel, KeKYOK, MOMMKOAOBbIV TEKCT
B KY/NbTYpe, KaHKaH, Anuc v

BnarogapHoOCTU: 1CCIEA0BaHVE BbINONHEHO NpY MUHAHCOBOW NOAAEPIHKKe
PH® B pamkax Hay4Horo rpaHTa Ne 23-28-01577

INTRODUCTION

Before delving into the analysis of films and other visual documents
from that era, it is important to clarify the mechanism of audiovisualization in
early cinema. This term is most commonly used in relation to city symphonies.
Scholars tend to perceive such films in terms of a musical analogy, comparing
their formal elements to a musical composition. In cinema, these elements
become an inaudible expression of sound (Schwartz, 2018) through the use of
two techniques: generation of “visual noise” by using high-speed editing and
motion blur, or treating motion as sound, as exemplified in the films of Walter
Ruttmann and Dziga Vertov. As for audiovisualizations in films related to dance
culture, rhythm is conveyed through the movements of the actors.

Emmanuel André discusses this characteristic in her book Subject’s Shock:
From Hysteria to Cinema (19th-21st Century (French: Le Choc du Sujet: De 'Hystérie
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au Cinema (XIXe-XXle Siecles): she suggests that cinema can help eliminate
pathology by suppressing its symptoms (André, 2011, p. 15). Here she refers to
the idea that while watching a dance performance, we experience its pathological
influence, yet “healing” in that moment: the suggestion conveyed by the dancer’s
gestures and movements evokes an urge to imitate. Rae Beth Gordon referred to
this phenomenon as the new theory of spectacle reception (Gordon, 2013, p. 24),
in which convulsions and spasms embody the dominance of the body (low) over
reason (high).

Gordon’s works position cinema as a hysterical form of art, a logical
continuation of cabaret culture and its entertainment forms. The researcher
suggests that if popular performances have encouraged—or even elicited—
imitation of exceptional bodily and mental states, then this tendency to mime
hysterical or somnambulistic gestures would be even stronger in cinema, where
the hypnotic effect was enhanced by the flickering light on a luminous screen in
a darkened room (Gordon, 2013, p. 155). According to her, this amplification was
associated with the fact that the motif of hypnotism-somnambulism served as
the embodiment of the cinematic experience (Gordon, 2013, p. 156). Essentially,
for the early cinema spectators, films were a mechanism to reflect on their
contemporary suggestion, the “decay” of society, and its potential contagion
for the individual. The influence of psychiatric discourse on cinema can also be
observed within cinema itself: the image of Dr. Caligari, controlling the characters
and the audience throughout the film, was inspired by Dr. Charcot, a researcher of
hysteria and a “breeder of hysterics,” as described by Guy de Maupassant (Kaes,
2009, pp. 63-64; de Maupassant, 1882, pp. 2-3).

In this context, it is interesting that researchers connect cabaret dance
culture with psychiatric disorders and point out a direct exchange between them
(Gordon, 1989; Gutsche-Miller, 2015; Pillet, 1992). Gordon wrote that “clinical
observations, and psychiatric theory in late nineteenth-century France furnished
the Parisian cabaret and early film comedy with a new repertoire of movements,
grimaces, tics, and gestures” (Gordon, 2001(a), p. 515). This is confirmed not
only by memories but also by the songs themselves. For example, the 1900 song
The Parisian Epileptic (French: La Parisienne épileptique) by Mistinguett' began
with thewords, “When I hear music, | become epileptic” (French: “Quand jentends
la musique, je deviens épileptique”) (Gordon, 2010, p. 58).

Indeed, voyeurism and bodily control influenced the “low” culture of the
19th century. The cancan, which originated in Montmartre in the late 1820s,
became the dominant dance by the end of the 19th century, largely due to Jane

! French singer, dancer, and actress.
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Avril. Shewas one ofthemost populardancers, who herself suffered from St. Vitus’s
dance and had been a patient of Dr. Charcot. After completing her treatment, Avril
began performing the cancan in cabarets (Bonduelle & Gelfand, 1999). Through
her expressive dances and costumes, Avril provided an audiovisual spectacle for
the audience, narrating the story of a “mad” woman who conquered the stage.
Lisa Appignanesi, a prominent researcher of cabaret, noted that at the Salpétriere
Hospital, Dr. Charcot’s patients diagnosed with hysteria would enact the dramatic
stages of these conditions in front of the camera, much like the early stars of silent
film who could perfectly imitate their expressions (Appignanesi, 2004, p. 311).

When analyzing the works of the aforementioned researchers, a significant
problem arises: none of these scholars thoroughly examines the penetration of
the cabaret gestural system into silent film, nor do they decode its significance for
the film’s structure. Instead, they focus on the role of neuropathological gestures
within the gestural system structures of cabaret and cinema. Furthermore, given
that the interest in such “unconscious” movements and gestures was determined
by legislative restrictions (since the cabaret gestural system itself emerged due to
the 1848 ban on some of the songs: see further), one can engage in a hypothetical
debate with Gordon’s opinion: the imitation of uncontrollable tics of the mentally
ill in cabaret was associated with significant socio-cultural changes in France
during the second half of the 19th century rather than being instinctive.

Based on these premises, the hypothesis of this article is as follows: the
visual connection between the cabaret gestural system and early cinema is
defined by a direct and conscious replication of cabaret gestures with the purpose
of communication with the audience. This thesis is related to the fact that early
cinema was silent, and audiovisual cues and gestures played a significant
role in deciphering the plotlines, and cabaret already had such an audiovisual
language system established. Therefore, the aim of this paper is to analyze and
comprehend the reception and audiovisual representation of cabaret in silent
films from the 1900s to 1920s.

The relevance of this study lies not only in the expansion of the boundaries
of silent film analysis and clarification of the genesis of some patterns within it; it
also enables interdisciplinary exploration at the intersection of cultural studies,
art history, psychology, and psychiatry. It identifies key cultural and aesthetic
dominants that characterized young cinema, actively appropriating significant
cabaret images for mass culture. This article helps to fill the gap in the study of
the gestural system of early cinema and explain the reasons behind the utilization
of the cabaret gestural system in silent cinema of the 1900s-1920s. While
paying tribute to the experience of scholars within the outlined problematics,
the concept of this paper differs: unlike previous researchers, who pointed to
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the uncontrolled copying and exclusively somatic perception of cabaret gestures
and dances by the audience, this study examines the integration of cabaret in
terms of its polycode meaning for the films.

During the research process, documentary and visual sources from
the National Library of France were utilized to reconstruct attitudes of
contemporaries towards cinematic tendencies and shed light on the causes
behind those trends. The works selected for comprehensive analysis include
works by Alice Guy, Georges Mélies, Pathé Freres, as well as several German films
from the 1920s. These films were chosen due to their direct replication of cabaret
gestures, which is evident in both their titles and visual sequences.

FORMATION OF THE CABARET GESTURAL SYSTEM

Priorto analyzing the cabaret asaphenomenon, itsrole in the socio-cultural
environment, and its reception in cinema, let us note a number of important
trends in cabaret culture and identify their key categories which subsequently
found reflection in films.

During the Third Republic (1870-1940), there was an active development
of café-concerts and imported English music halls, referred to by Sarah Gutsche-
Miller (2015, p. 15) as a fundamental tension between elegance and ill repute. In
1877, Jacques Bonhomme wrote,

When payday comes, we spend half, three-quarters, if not all, at
the cabaret. The owner gets merry, but there is no bread or meat at
home,thechildrencry,thewifescolds,wequarrel,weirritateeachother,
and the household becomes hell. Where is the source of this evil? In
the cabaret. (Bonhomme, 1877, p. 31)

Indeed, cabaret was one of the most popular forms of entertainment in
the second half of the 19th century, as evidenced by numerous lithographs and
engravings by French artists such as Henri de Toulouse-Lautrec, Edgar Degas,
Jules Chéret, and others.

It is necessary to clarify that the emergence and formation of cabarets
and music halls were a reaction to the “stupid falseness” of café-concert
(Angenot, 1991, p. 94). This raises the question about the reasons for the
popularity of not only café-concert but also other forms of entertainment in
the second half of the 19th century, as well as their differences. The answer is
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quite simple: in café-concerts and later in cabarets, a distinct gestural system
emerged, primarily expressed through dance, which became a sort of language
for interpersonal communication. This system of expression developed as
aresponse to governmental taboos in France in 1848, resulting in the prohibition
of approximately ten percent of songs (Goldstein, 2012, p. 28).

The restrictions led to the emergence of specific dances and gestures
(épileptique,> gommeuse®), in which artists used a highly encoded system of
communication with the audience (Gordon, 2009, p. 36; Conway, 2004, p. 34).
The popularity of this system continued until 1906, when song censorship
was abolished. That is why café-concert became a primarily visual spectacle:
in addition to the special gestures of dancers and singers, there were “living
pictures” (French: tableaux vivants), wrestlers, and mime artists.

Furthermore, café-concert continued the carnival tradition by giving
a central place to the body and its movements, thus abolishing the boundaries
of decency and restrictions of high society within the performance space. As
a result, café-concert became a place for reflection on social, political, and
economic problems, which is why among the popular performances there were
scatological songs, songs about drunkards and women subjected to domestic
violence (visualized both verbally and through gestures and costumes) (Harris,
1989, pp. 335-339). This is where the difference between café-concert and
cabaret lies: cabaret is characterized by ambiguity and satire on social norms and
the political situation of society, expressed through innuendos and visualized in
dance.

This is why leading cabaret artists devoted significant attention to
constructing their own stage personas: the phantasmal image of May Milton,
the marginal self-representation strategy of Valentin the Boneless (French:
Valentin le Désossé) and Jane Avril, the neurotic repertoire of Yvette Guilbert,
whose stage personas were complemented by gestures unique to them. It was
the neurotic discourse of France during that period that formed and inspired the
gestural system of dancers and singers, which is supported by the reminiscences
of contemporaries. For instance, André Chadourne (1889, p. 277) wrote that
the raison d’etre of the café-concert is “to do away with all decency. For most
of the public, it is the Bicétre asylum where their madness is free to express

2The style known as the épileptique imitated the jerky and chaotic movements observed in
patients of neurological and psychiatric hospitals.

3The term gommeuse was used to designate female singers or dancers dressed in daring yet
elegantand unconventional costumes. There was also a sub-style called the epileptic gommeuse,
which combined elements of both the epileptic and the gommeuse styles (Gordon, 2009, p. 78).
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itself.” According to him, all cancan dancers ended up in psychiatric wards, and
the audience that craved their performances already had “hysterical tastes”
(Chadourne, 1889, pp. 277-278).

This idea was connected to the association of such dances with the space
of the Salpétriere Hospital, where photographs of gestures and poses allowing for
the identification of the insane were first published. Furthermore, the Salpétriére
hosted “proto-performances”: onstage presentations of the so-called Salpétriere
medical theater that demonstrated the possibility of manipulating the body of
the other. Medical professionals would hypnotize patients and publicly make
them recreate poses and gestures from classical works of art. Basically, they
introduced pathologies into artistic discourse. Such performances attracted the
artistic elite of Paris, including Guy de Maupassant, Emile Zola, Sarah Bernhardt,
Auguste Rodin, and many others (Walusinski, 2013, pp. 35-37).

The popularity of Charcot’s performances can be explained by their
intersection with the romantic notion of a supernatural dancing automaton that
captivated audiences with its inexplicable energy while remaining under control.
In the cultural context of the 19th century, the controlled body held particular
fascination, as seen in artworks such as paintings by Edgar Degas, The Man and
the Puppet (1873), and Jean Veber, The Doll Man (1899). It is worth noting that
this theme also found expression in literary works, such as ET.A. Hoffmann’s story
The Sandman. In it, the professor’s daughter is revealed to be an automaton who
seduces the main character through her otherness during a dance, ultimately
leading to his demise. The rational machine undermined the rationality of the
protagonist, entangling his mind through audiovisual stimuli—the automaton’s
dance and the brief phrases—provoking him to consider the inanimate object as
animated (Jentsch, 1996).

The performances played upon this powerful ambiguity: instead of a non-
living object dancing, the dancer behaved as if they were an inanimate object.
Performers sought to harness the power of the automaton to hypnotically
influence the spectators’ consciousness. This was not limited to dancers alone;
any participant in café-concert or the cabaret aimed to fulfill this intriguing role.
One can recall the so-called corbeilles*—a group of half a dozen young women
in evening dresses who sat in a semicircle on the stage throughout the evening,
barely moving. The corbeilles were perceived as an object of voyeuristic pleasure,

* Etymologically, the term corbeille derives from the French word meaning “basket.” In the
context of café-chantantes, it came to be associated with the group of extras or background
performers: in the early days of café-chantantes, performers did not receive regular salaries, so
the best-looking member in the company would pass a basket to the customers between songs
in order to collect cash rewards.
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becoming a non-individualized sexualized mass through the power of public
gaze, reflecting the 19th-century concept of ocularcentrism.®

One of the earliest manifestations of the controlled and ecstatic dancing
body was the romantic ballet, in which female dancers created ambivalent,
otherworldly, and perilous images. The Wilis in Giselle (1841) serve as a vivid
example. These supernatural beings, possessed by the erupting unconscious,
corresponded to the theme of somnambulism and hypnotism, very popular in
thevisual arts of the second half of the 19th century. This is one of those seductive
discourses that was reflected in the cabaret corps de ballet.

Some cabaret performances were also influenced by late nineteenth-
century psychophysical and psychophysiological experiments, which discovered
that watching the movements of others unconsciously triggered a repetition of
the same movements in the observer’s body, involving the vascular, muscular,
and respiratory systems. For instance, in his 1885 work, Introduction to a Scientific
Aesthetics, Charles Henry wrote that there was no idea without virtual and
then real action (Henry, 1885, p. 2). Researchers unanimously concluded that
a dancer’s gestures and poses could, through a kind of contagion, cause similar
symptoms in the observer and invariably induce hysteria in people (Simon, 1877,
p. 98; Gordon, 2010, p. 64). Essentially, dances that rooted in the unconscious
awakened the unconscious in the viewers, immersing them in a wild, primitive
state that was dangerous and exhilarating at the same time. This was achieved
through a particular gestural language that became the subject of study within
the scientific realm of the Salpétriere Hospital.

Thus, cabaret dances were associated with primitive societies and ideas of
degeneration, and served as a kind of way to experience all marginal strategies
that fascinated and frightened the inhabitants of the turn-of-the-century city.
The reason was that precisely at the end of the 19th century, the pre-cultural
art, as Michel Thévoz called it, of primitives, children, the insane, and the
others gained special popularity (Thévoz, 1976, pp. 1-3). It is worth noting that
both the café-concert and cabaret were places where all popular tendencies of
the second half of the 19th century converged: one only needs to recall the
bearded female singer or such cabarets as Cabaret of Heaven (French: Cabaret
du Ciel) and Cabaret of Hell (French: Cabaret de 'Enfer), which embodied the
neurosis and purification concepts of the second half of the 19th century.

The popularity of audiovisualizations in the 19th century reached such
heights that Blind Cafe (French: Café des Aveugles) held particular significance,
featuring blind musicians who, as noted by contemporaries, epitomized society’s

°The dominance of sight, a way of perceiving reality through visuality.
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hidden intentions best of all (Delvau, 1862, pp. 183-187; Tissot & Aude, 1794,
pp. 5-6). Subsequently, the “sonorization” of action became associated with
physicality. According to Gordon, the epileptic aesthetic of late 19th-century
Parisian cabarets was transferred to film by performers who moved from the stage
to the screen (Gordon, 2001(b), pp. 207-214). This continuity can be traced back
to early films about dancers such as 1900 Moulin Rouge and 1896 A Serpentine
Dance (French: Danse Serpentine), but solely because the dancers became actors.

RECEPTION AND AUDIOVISUALIZATION OF CABARET CULTURE
IN CAKEWALK, GRIZZLY BEAR DANCE, AND SILENT CINEMA

The desire for the wild and psychotic was particularly evident during the
late 19th and early 20th centuries—a period that saw the emergence of a large
variety of dances that had a significant impact on visual culture. Many of those
dances incorporated gestures and poses borrowed from the cancan. Two notable
examples are the cakewalk and the grizzly bear dance, which gained popularity
between the 1900s and 1910s. Both of these dance forms developed by drawing
on cultural phenomena from previous decades.

The cakewalk initially started as a competitive and caricature form of
dance culture, where workers parodied the dances of the upper class. It was
characterized by syncopated movements that required considerable physical
exertion, similar to the epileptic dance, involving throwing the upper body back,
kicking the legs up, and imitating running.

The cakewalk gained widespread popularity through its performances at
the 1889 and 1900 World Expositions, as well as the appearances of two touring
American ensembles in Paris from November 1902 to January 1903 (Deaville,
2014, p. 33; Gordon, 2010, pp. 58-59). These events turned the cakewalk into
a major sensation performed not only by African but also by European dancers,
bringing it closer to the cancan. Dancers like Polaire stereotyped the cakewalk,
transforming it into a showy and acrobatic simulation of an epileptic seizure
(the essence of the dance called épileptique), as it aligned with the French
ethnological perceptions of the Hottentots and other “savages” who were seen
as lacking culture and consciousness (Baldwin, 1981, p 205-207; Caddy, 2007,
pp. 288-289). The resulting café-chantant version of the dance was perceived
by contemporaries as the cakewalk only when gestures lost all measure (D’Arc,
1894). The connection between the epileptic dance and the cakewalk was
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also supported by scientific research. American psychologist and psychiatrist
Boris Sidis noted in 1908 that “the lower we descend in the scale of animal life,
the more prominent do the motor reactions become” (Sidis, 1908, pp. 56-57).
The exaggerated motor reactions captivated the audience while remaining safe
and controlled. (However, concerns about the “contagion” of the dance led to
the establishment of a society regulating its performance.)

The ambivalence in the perception of the cakewalk and the audiovisual
discourses surrounding it can be observed in the first film about the dance,
Georges Mélies’ 1903 The Infernal Cake-Walk (French: Le Cake-Walk infernal). For
Mélies, it represented a visual narrative of contemporary reactions to the new
dance form, depicting its genesis and its connection to cabaret and cancan.

In this film, Mélies-Mephistopheles discovers the cakewalk on Earth
and decides to stage it in Hell. He summons two black cakewalk dancers, who
perform with great intensity, executing acrobatic movements and zigzag patterns
reminiscent of epilepsy. Before this, thedancers,dressed in whiteand representing
statues, perform the cancan with rhythmic and almost mechanical movements
(possibly referencing corbeilles). They then clumsily imitate the movements of
the cakewalk dancers. Mephistopheles himself appears, performing the cakewalk
on a small platform resembling a cake (alluding to the dance’s name), arching his
back and lifting his knees high (Figures 1-2).

Fig. 1. Still from The Infernal Cake-Walk [film, 01:23], directed by Georges Mélies, 1903°

® See the image source: Le Cake-walk infernal (1903) Georges Mélies -- YouTube (15.11.2023).
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Fig. 2. Still from The Infernal Cake-Walk [film, 03:24], directed by Georges Mélies, 19037

The message of the film is quite apparent: it portrays the negative
consequences of dancing the cakewalk, which the Mephistopheles himself
performs in Hell. Additionally, Mélies conveys the ethical and social significance
of the dance within a society dominated by Darwinist theories: the association
with a lower culture and mindless mimicking of it are viewed unfavorably. At
the same time, the director demonstrates how easily one can succumb to this
influence: the statue-like girls uncontrollably begin to copy the movements of
the dancers, thus plunging themselves into a fiery abyss.

The epileptic and degenerative gestures of the dancers, appearing as
controlled bodies, are an integral part of aesthetic discourse in Mélies’ films.
Bodies and their executed movements become a sort of alphabet, while the eyes
serve as tactile organs, introducing a proprioceptive function into the viewer’s
visual and, most importantly, auditory experience. One can recall Mélies’ 1904
film titled A Mesmerian Experiment (French: Le Baquet de Mesmer, translated as
“The Mesmer’s Tub”). Again, Mélies plays the main role of the charlatan Franz
Anton Mesmer, the founder of the pseudo-scientific theory of “animal magnetism.”
It was believed to be a special fluid present in every living being. Imbalances or
blockages in this fluid were thought to contribute to illness or disease, and only
a trained mesmerist, by doing passes with their hands over the patient, could

" See the image source: Le Cake-walk infernal (1903) Georges Mélies - YouTube (15.11.2023).
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restore the equilibrium. Mesmerism, the precursor to hypnosis, was one of
the most satirized practices of the 18th and 19th centuries. Cartoonists
depicted patients of mesmerists as animals, alluding to the practice’s name and
the foolishness of those who sought treatment from charlatans.

Aresurgence of interest in mesmerism of the late 19th century was largely
influenced by Dr. Charcot’s use of Mesmer’s techniques to exert control over his
patients. It can be presumed that Méliés created this film in response to this.
Mélies-Mesmer, aided by his mesmerist disciples, fills a wooden tub with water,
which then bursts into flames. When the flames subside, Mesmer retrieves
women’s dresses out of the tub, which his assistants drape over a group of
statues adorning the room. After Mesmer’s magnetic passes towards the statues,
they transform into eight girls dancing a frenzied cancan with epileptic-like pas
imitating the gestures of patients hypnotized, for example, of the Salpétriere
Theater (Fig. 3-4).

Fig. 3. Still from A Mesmerian Experiment [film, 00:46], directed by Georges Mélies, 1904

& See theimage source: Le Baquet de Mesmer (1905) A Mesmerian Experiment (Méliés) - YouTube
(15.11.2023).
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Fig. 4. Still from A Mesmerian Experiment [film, 02:11], directed by Georges Mélies, 1904°

After the dance, Mesmer drapes a dress over the central statue that
materializes into a prima dancer. She performs a series of impulsive movements
that demonstrate her flexibility. The dancer then simulates the “arch of hysteria,”
thus portraying a café-chantant version of the cakewalk: she replicates the
movements of cabaret artists who borrowed poses from mentally ill women
(Gordon, 2001a, pp. 515-516). Having finished the dance, the dancers return
to their places and freeze, becoming statues again. Mesmer then tears off their
dresses and throws them into the tub, which his assistants have brought back
in. Flipping the tub, Mesmer transforms the clothing of the dancers into chickens
and ducks, mocking the suggestibility of women and alluding to the alternate
name for mesmerism—animal magnetism (Forsyth, 2002, p. 6).

In this context, another early film comes to mind—the 1907 The Dancing Pig
(French: Le Cochon Danseur), produced by the Pathé studio. It was an onscreen
adaptation of a one-act vaudeville performance of the same name, where
a singer sang while a dancer dressed as a pig visualized the chant. In the film,
a pig in the tuxedo flirts with a young girl who strips the pig of its clothing and
forces it to dance. Soon, the girl and the pig begin dancing together and, in
the end, disappear behind the curtains. But after a few seconds, the pig re-
emerges alone, the camera zooms in, and it reveals its fangs, which might hint at
the pig’s intentions of harming the girl.

° See the image source: Le Baquet de Mesmer (1905) A Mesmerian Experiment (Méliés) - YouTube
(15.11.2023).
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The choice of the costume may allude to mesmerist practices and serve
as a symbol of deception. Depicting the dancer as an animal also signifies the
degeneracy of the performed dance.

Continuity with similar visual imagery can be observed in films that
feature what is known as the grizzly bear dance, or bear dance. It emerged in the
United States around 1910 and gained immense popularity prior to World War I.
The name comes from the similarity of the characteristic syncopated movements
to that of a grizzly bear. Among other animal dances of that period were, for
example, rabbit embraces, frog jumps, and others. Due to the closeness of
the partners, the dance was perceived as the manifestation of lust. As long as
the mimicking of animal movements was presumed to indicate its regressive
nature, public performance of the grizzly bear dance was prohibited.

The bear dance is also associated with epileptic movements, further
indicating its degenerative nature. This connection to épileptique is evident in
the 1913 The Grizzly Bear (dance) (French: Le Pas de [‘Ours (danse)), where
Mistinguett was dancing with the boxer Georges Carpentier. The grizzly bear dance
was often comically staged. For instance, in another 1913 film, Simple Simon’s
Grizzly Hug (French: Onésime et le Pas de ['ours), the main character attempts to
win a competition organized by the Academy of Fine Arts with a dance that is both
pathological and vulgar.

¢ CousniE |

Ongs__ime « e Pas de [Ours

Fig. 5. Simple Simon’s Grizzly Hug cover, 1913. National Library of France, Paris'

10 See the image source: Onésime et le pas de l'ours : scénario | Gallica (bnf.fr)(15.11.2023).
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In the films dedicated to bear dance, regressiveness and degeneracy
were depicted through the imitation of animal movements or, as in the case of
The Dancing Pig, through the humanization of animals. A Mesmerian Experiment,
however, not only demonstrates the influence of suggestion and mesmerism on
performing arts, along with the reflection of medical discourse in contemporary
dances; it also showcases the control over women’s bodies, highlighting
the process of objectification in mass culture. The transformation of statues into
living beings represents boundless control over the body: it is the mesmerist who
decides when the statue comes to life and when it freezes again. Such control and
manipulation reveal the psychology of escapism and the futility of action, as it is
a staged show with a predetermined script. Just as during dance performances
the audience was confident that the erupting unconscious was controlled by
the stage environment itself, the same tropes begin to be employed in cinema.
The contrast between the moving bodies in A Mesmerian Experiment and
the static, mechanized automaton becomes particularly evident when comparing
it to another Mélies 1897 film, Gugusse and the Automaton (French: Gugusse
et [Automate). The latter film showcases the horror of encountering an actual
mechanism.

Mélies explores the boundaries of the subject and their individual body, as
the line between movement and stillness can be likened to that between life and
death. This can also be compared to the popular practice of the “living picture”:
numerous early films depict an inanimate object with a female image or in the
form of a woman which becomes the main character. Among such pictures are
Mélies’ 1906 The Hilarious Posters (French: Les Affiches en goguette) and Alice Guy-
Blaché’s 1905 The Statue (French: La Statue). In these films, the bodies existed in
aliminal state between static and ecstatic, and the interpretation of this liminality
depended on the viewer’s experience and perception of such a narrative: the
audience literally projected their own ideas onto the liminal object, imbuing it
with life and keeping it under their control.

On the other hand, the audience itself could also become the subject of
such control, as vividly demonstrated by the 1911 film Rosalie and Léontine Go
to the Theatre (French: Rosalie et Léontine vont au thédtre) directed by Romeo
Bosetti. In the theater, two women behave inappropriately: laughing loudly,
disturbing other viewers, and gesturing vigorously. The exaggerated poses and
expressions of the heroines tell the viewer about their temperament, social
status, and habits. Bosetti had already ironized the reading of emotions through
gestures and facial expressions in his earlier1907 film The Tick (French: Le Tic),
where the main character, a woman suffering from an involuntary head twitch, is
constantly nodding and winking at men. Here, the issue of misinterpreting body
language, kinesics, is presented, as not all gestures are interpreted the same
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way by different people. However, early cinema not only allowed the viewer to
express their unconscious but also set boundaries for their behavior: Rosalie
and Léontine Go to the Theatre demonstrates the audience how not to behave,
while The Tick shows the importance of controlling the unconscious movements.
Thus, the magic of the screen amplifies the control over the image and bodily
manifestations not only of the on-screen character but also of the viewers.

This healing power of cinema is vividly reflected in the 1912 film The
Mystery of the Rocks of Kador (French: Le Mystére des roches de Kador) by Léonce
Perret. The plot revolves around an orphan, Suzanne de Lormel, who becomes
the heiress to a significant fortune from her uncle. However, until her 18th
birthday, she cannot manage the inherited wealth, which is under the control
of the deceased’s cousin, who seeks to gain full control over it. He decides to
drive the girl insane so that she is unable to manage her wealth. She is forced to
experience a tragic event and falls into hysterical amnesia, which her relatives
strive to cure. A doctor suggests to treat Suzanne with cinematography: she
observes her reactions to on-screen images, which aids in her recovery.
The projection on the screen accumulates her muscle memory, helping to restore
her somatic well-being (Figures 6-7).

Fig. 6. Still from The Mystery of the Rocks of Kador [film, 03:37], directed by Léonce Perret, 1912

! See the image source: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) - YouTube
(15.11.2023).
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Fig. 7. Still from The Mystery of the Rocks of Kador [film, 03:40], directed by Léonce Perret, 191212

Apart from its healing power, cinema could also provoke unpleasant visual
and bodily sensations. For example, the convulsive seizure caused by the inability
to remove clothing in Georges Mélies’ 1900 film Going to Bed Under Difficulties,
alternatively An Increasing Wardrobe (French: Le Déshabillage impossible)
received special interest from the director’s contemporaries due to its connection
to the body (Danvers, 1925, p. 5).

When comparing films featuring cabaret or other dance styles derived
from it and imitating different deviations (such as Rosalie and Léontine Go
to the Theatre), one can trace the evolution of the reception and audiovisual
representation of cabaret in cinema. In the 1900s and 1910s, cabaret dances
served as metanarratives and explained the plot. In the 1920s, however, the
demonstration of cabaret culture conveyed the message to the audience clearly
enough, and the dances no longer involved intertwining concepts and theories.
In films like Jean Benoit-Lévy’s Il était une fois trois amis (translated as “Once
upon a time there were three friends”) (1928) and Jean Choux’s A Kiss That
Kills (French: Le Baiser qui tue) (1928), the reception of cabaret culture played a
significant role. Cabaret and cancan became reflections of the liminal state of
the main characters, their hidden desires, exposing the ambivalence and
concealed debauchery of both the characters and the events leading up to

12 See the image source: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) - YouTube
(15.11.2023).
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the cabaret (Danet, 2015, pp. 42-47). Overall, in the 1900s and 1910s,
the connection between cabaret and debauchery was still observed. For instance,
in Alice Guy’s films In the Cabaret (French: Au cabaret) (1899) and The Epileptic
Mattress (French: Le Matelas épileptique) (1906), deviant behavior was associated
with alcohol consumption, and the director sought to demonstrate and condemn
this sinful affiliation (in The Epileptic Mattress, the alcoholic convulsions were
equated with epilepsy). German films of the 1920s explained the debauchery
of the characters by their love for dancing, and the dances themselves were
perceived by the audience as an impending danger. This was related to
the migration of cabaret gestures and poses into pathological dances such as
the cakewalk and grizzly bear dance.

Additionally, through the portrayal of cabaret culture, directors revealed
the boundaries and dangers of the city. The 1926 False Shame (German: Falsche
Scham—Vier Episoden aus dem Leben eines Arztes) is an exemplary film here.
The screenplay, written by actual doctors Curt Thomalla and Nicholas Kaufmann,
includes a story about two young men who plan to attend a cabaret performance
at afair. However, on their way, they are approached by a stranger who invites them
to a preventive exhibition and lecture on syphilis. In that exhibition, the young men
observe bacteria transmitting the disease and witness its progression through
a microscope. This scene reminds of The Cabinet of Dr. Caligari, in which people
also seek entertainment at a fair (Danet, 2015, p. 48). The German film Moral (1928)
by Willi Wolff further explores this theme by narrating the story of a cabaret dancer
who, paradoxically, uses a movie camera to collect compromising material on
male visitors, who put on the face of moral crusaders. Here, the cabaret functions
as a place of purification: a woman persecuted by the society for her “immorality”
exposes the hypocrisy of the society itself. False Shame can be interpreted in
the same vein: it is precisely the viewing of a cabaret performance that prompts
the young men to attend the fair, where they learn about the fatal disease.

Frequently in cinema, there is an integration of sanitary education and
medical actions into popular leisure venues (which is not coincidental, as the
cancan also imitated the movements of the mentally ill), mimicking urban
entertainments. In addition to the aforementioned films, one can also recall
the 1928 film Six Girls and a Room for the Night (German: Sechs Mddchen suchen
Nachtquartier). The interest of 1920s cinema in popular urban amusements led
to non-narrative approaches to depicting everyday life: the city was presented
through gestures and repetitive actions. This is why cabaret began to be featured
as one of the prominent cinematic characteristics of the “debauchery of the city”.
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CONCLUSION

Early cinema, especially films featuring cabaret dances, represented
a polycode text that accumulated blocked or already experienced memories
through actions and images. It was not merely physical imitation that did not affect
the subconscious, as in the case of Rosalie and Léontine Go to the Theatre, but rather
a metadiscourse with a constructed narrative. Through the analyzed films, one can
observe the process of manipulating the audience: disjointed dance movements
were deliberately introduced to make the viewer experience the scenario, embedded
in the film, audiovisually. The dancers’ seemingly automatic gestures hypnotize
the audience, suppressing their consciousness. The viewers could not resist and
somatically and mentally mimicked the mechanical movements happening before
them. This imitation and reverence for the uncontrollable and mechanical were
already present in the romantic adoration of dolls.

Synesthesia contributed to fathoming the secrets of the collective
unconscious. It can be argued that the tendency and attraction to the primitive,
which was popularin the 1910s and 1920s, first manifested itself in the grassroots
dances and was audiovisually expressed through dance movements. The cancan
itself initially incorporated a pathological gestural language, which later became
associated with regression in the context of its convergence with African dances,
mesmeric practices, and quack discourse. As a result, researchers Gordon and
Rabinovitz believed that the viewer was entirely dependent on bodily movements,
mimicking them (Gordon, 2001b, pp. 67-71; Rabinovitz, 2012, p. 141). This
can also explain the large number of deviations in early cinema. Such are, for
example, the 1909 Princess Nicotine; or, The Smoke Fairy, the 1901 The Dwarf and
the Giant (French: Nain et géant), or the 1903 The Dwarfs’ Cake Walk (French: Le
cake-walk chez les nains) by the Pathé Freres: these are all somatic triggers that
help the viewer “read” the underlying meaning embedded in the film.

BBEJAEHWE

Mpexae YeM NPUCTyNaTh K aHanu3y HenocpeaCTBEHHO MUABMOB U APYrX
BM3Yya/ibHbIX JOKYMEHTOB 3MOXM, CTOUT MOSICHUTb YMTATENto, B YEM 3aK/tovaeTcs
CaM MEeXaHW3M ayaMoBM3yanu3aummn B paHHEM KMHO. Yalle BCEro 3TOT TEPMUH
NPUMEHUTENBHO K KUHeMaTor pady MCMOMb3YIOT B pa3roBOpe 0 OPOACKUX CUMEO-
HUAX. Y4eHble CKIOHHbI BOCMPUHMMATL Takue hUnbMbl B TEPMUHAX My3bIKaNbHOM
aHanorum, KoTopas CPaBHUBAET UX POPMaNbHbIE INEMEHTbI C My3bIKaNbHbIM MPO-
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13BEAEHNEM, B KUHO NOAOOHbIE 31EMEHTbI CTAHOBATCS HEC/bILINMbIM BbIDAXEHU-
em 3Byka (Schwartz, 2018). 3To BAUSIHKE NPOSBASETCS B IBYX PA3NNYHbIX TEXHUKAX
CO37aHNs HECBILIMMOTO 3BYKA: reHepaLns «BU3yanbHOTO WyMa» 33 CHET BbICOKON
CKOPOCTU PeAaKTVPOBaHNA 1 Pa3MbITUS M306PaXKEHS B ABMKEHW M 0OpaboTKa
ABWKEHMS KaK 3ByKa (kak B hunbmax Banbtepa PytTMmaHa 1 [13nrv BeptoBa). Ecnn
e Mbl ByfiemM BeCTU pedb 06 ayanoBmsyanu3aunsx B GunbMax, CBS3aHHbIX C TaH-
LeBabHOW KyNbTYPOUA, TO CaM PUTM NEPefaeTcs Yepes [BMKEHWS aKTEePOB.

06 37O 0COBEHHOCTH NULLET IMMaHy3Nb AHApE B KHure «LLJok cybbekTa.
OT ncTepum K KMHO (XIX-XXI BB.)»: «<KMHO MO0 Hbl MOMOYb M36aBUTbCS OT Na-
TONorMu, NOAABUB ee CUMNTOMbI» (André, 2011, p. 15). Peyb B 3TOW UnTaTe NAET
0 TOM, 4TO YeNloBEK, HaxOAsIChb Mepeq «MLOM» TaHLEeBaNbHOTO NpeCTaBAeHNs,
UCMbITbIBAN Ha cebe ero naTonormyeckoe BAUSHME, «MCLEeNsscb» B 3TOT MO-
MEHT: NOSBAANACH TAra NoApaxaTb M3-3a BHYLIEHWS, OKa3bIBAEMOTrO eCcTaMu
W ABWKEHWAMU TaHLopa Ha 3puTens. P.b. fopaoH Ha3biBana 370 «<HOBOW TEOPU-
el 3pennuiHocTn» (Gordon, 2013, p. 24), BonouwatoLle nocpeacTBOM NoAepri-
BaHMIA 1 CyaoPOr IOMUHNPOBaHME TeNa Haf, Pa3yMOM (HWU3LIEro Haf BbICLINM).

B uenom B cBoWx Tpyaax fopaoH No3nUMOHMPYeET KuHeMaTorpad Kak ncre-
pudeckyto GopMy MCKYCCTBa, Kak NOrMyeckoe NPoAoMKeHe HeMoCpeaCcTBEHHO
KyNbTypbl kabape v ee pa3BnekaTenbHbix GopM. Mccneposatens nuwet: «Ecau
BEPHO, 4TO MOMNYASPHbIE CNEKTaKAM NOOWPSAN — UK AaXe BbI3bIBaNN — UMU-
TaUMIO UCKIOUUTENBHBIX TENECHbBIX U MCUXMYECKUX COCTOSIHWUI, TO 3Ta TeHAeH-
UMS UMUTVMPOBATb UCTEPUYECKME MM COMHAMByNMYecKne WecTbl bbina Obl elle
CUnbHee B KnHeMaTorpade, rae rMnHOTUYEeCKNA 3P heKT yeunmean MepuaroLmui
CBET Ha SIPKOM 3KpaHe B NonyTeMHoi KomHaTe» (Gordon, 2013, p. 155). Moaob-
HOe ycuneHue, No MHeHNo FoOpAoH, BbINO CBA3aHO C TEM, YTO MOTUB «TUMHOTK3-
Ma-COMHaMbynm3amMa» SBASNACS ONMLETBOPEHNEM KMHEMATOrpadUyeCKoro onbiTa
(Gordon, 2013, p. 156). Mo cyTu, KMHO AN NEPBbIX KMHO3PUTENEN SIBNSNOCH B Ta-
KOM CNlyYae MexaHu3MOM pedneKcuyt O COBPEMEHHOM UM BHYLIEHWN, «Pa3fnoxe-
HWW» 0BLIECTBA M €70 MOTEHLUMANbHOWN 3apa3nTeNbHOCTY ANS HAMBKAA. BAnsHue
NCUXMATPUYECKOTO IMCKYPCa Ha KMHO MOXHO NPOCNEANTb U B CaMOM KUHO: 06pa3
AokTopa Kanurapu, KOHTPONMPYIOWEro repoeB 1 3puTens Ha NPOTSHIKEHUN Ku-
HONEHTHI, BbIN CNKcaH ¢ foKTopa LLapko, ccnenoBaTens UCTEPUN 1 «3aBOAYMIKA
ncTepuYeK», No BelpaxeHuio M e MonaccaHa (Kaes, 2009, p. 63-64; Maupassant,
1882, p. 2-3).

B 3TOW CBSI3M MHTEPECHO, YTO UCCNEA0BATENM CBA3bIBAIOT TaHLEBabHYHO
KyneTypy Kabape ¢ NcuxmaTpuyeckuMun 3aboneBaHusMK 1 yKasbiBakOT Ha TO,
4TO MEXAY HUMU MPOVCXOAMA NPSMON B3aumoobmeH (Gordon, 1989; Gutsche-
Miller, 2015; Pillet, 1992). TopaoH nucana, 4TO «KAMHUYECKMe HabnwoaeHus
¥ NcuxmaTpuyeckas Teopus Bo GpaHLmMm KOHLA 1eBATHAALATOro BeKa CHabaw-
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NV NapWKCKoe Kabape 1 paHHWe KMHOKOMEAWN penepTyapoM ABVKEHWIA, rpu-
Mac, TMKOB W XecTurkynaumii» (Gordon, 2001(a), p. 515). 3To noaTBepxaaeTcs
Kak BOCMOMUHaHMSMM, TaK U NECHIMIU CaMmUX UCMONHUTeNew: Tak, MucTuHreTT!
B 1900 rofy cnena necHto «fapmxaHKa-3nnMnenTuyKa», Kotopas HavrHanacb co
CNOB: «KOTAA % CAbILWY MY3bIKY, Y MEHS HadMHaeTcs anunencus» (Gordon, 2010,
p. 58).

[lencTBrTENbHO, ByaliepraM 1 KOHTPO/b Haf TenoM MOBAUSAAN Ha «HU30-
BYIO» KynbTypy XIX Beka: 3apoamBluviics Ha MoHMmapTpe B KOoHLe 1820-X KaHKaH
NpeBpaTUICs B JOMVHMPYIOWMIA TaHel, B KOHLe XIX Beka BO MHOroM bnarofaps
TOMY, 4TO OfjHa W3 CaMblX NONYNAPHbIX TaHLOBLLWL XaHHa ABpWb, CTpagatoLLas
nnsckolt CB. BuTa v saBnsBwascs nauneHTkol goktopa LLapko, nocne okoHva-
HUS NeYeHNs CTana UCNONHATb MMEHHO KaHKaH B Kabape (Bonduelle and Gelfand,
1999). B cBOVIX TaHLax 1 KocTioMax ABpUAb NPOBOAWAA ayAnoBM3yanmn3aumto ans
3pUTENS: paccKasblBana CBOK UCTOPWIO «DE3yMHOM» XEHLLMHBbI, MOKOPUBLLIEN CLie-
Hy. OfiHa M3 OCHOBHbIX McCneaoBaTeNbHUL, Kabape /ln3a ANNUHbSHE3W nucana,
470 B Canbnetpuep naumeHTsl JOoKTopa LWapKo, y KOTOpbIX 4MarHOCTUPOBanu 1c-
Tepuio, «NOBOBHO PaHHMM 3BE3[aM HEMOTO KUHO, KOTOPbIE BMOHE MOTM UMUTH-
pOBaTb VX BblPAXEHWS, OHW NPOXOAMAN ApamaTUyecKue 3Tansl 3TUX COCTOSHMIM
nepen kamepoii» (Appignanesi, 2004, p. 311).

Mpwv aHann3e TpyaoB NepevncneHHbIx Bblle nccaenoBaTenein BO3HMKaeT
3HaYMTENbHas Npobnema: Bce ydeHble NoapobHO He paccMaTpmBatoT MPOHUKHO-
BEHME KECTOBOW CUCTEMbI Kabape B HEMOE KMHO U He pacludpPOBbIBAIOT €€ 3Ha-
YeHKne ans CTPYKTYpbl drabma, GOKYCUPYSCb Ha POV HEBPOMATONONMYECKOrO
XKECTa B CTPYKTYPE XKEeCTOBOW cUCTEMbI Kabape 1 dunbMa. K ToMy xKe, y4nThiBas,
4TO MHTEPEC K NOA0HHbIM «6eCCO3HATENbHbIMY ABMKEHUSM W KeCTaM Obli onpe-
AeneH 3aKoHoAaTeNbHbIMU OFpaHYeHKIMI (Beflb XeCcToBas cuctema kabape
chopmMrpoBanack 13-3a 3aKoHa 0 3anpeTe neceH 1848 rofa: cM. 06 3ToM fanee),
MOXHO BCTYNNTb B 3304HYI0 MOMEMMKY C MHEHMEM [opAoHa: KonnpoBaHue bec-
KOHTPONbHbIX TMKOB AyLIEeBHODOONbHbIX B kabape OblN0 CBSA3aHO C BaXHEN UMMM
M3MEHEeHMAMUN B COLMOKYNLTYPHON cpefe dpaHuUmy BTOPOW NONoBMHbI XIX B.
1 He ABNSN0Ch MHCTUHKTUBHBIM.

UM 1 onpefenderca NoCTaHOBKa r’mnoTe3bl HaCTOﬂLU'eIZ CTaTbW: BM3yallb-
Has CBA3b MexXay YECTOBOW CUCTEMON Ka6ape M PaHHNM KMHO onpefeneHa np4-
MbIM 1 CO3HATE/IbHbIM KOMMPOBAHNEM XKXeCTOB Ka6ape a4 ananora Co 3puUTeem.
BblﬂBVIHyTbII;\ TEe3MC CBA3aH C TeM, 4TO PaHHee KMHO 6bI10 HEMbIM, ayANOBN3Yyann-
3aUnn NIHKeCTbl NTPanmn 3Ha4NTeIbHYIO POTb ANA paCU_II/IdI)pOBKI/I CPO)KeTHbIXJ'II/IHI/IVI,
N MMEHHO B Ka6ape YKe 6bina C(i)OpMI/IpOBaHa TaKas ayAnoBu3yasbHas «A3blKO-

LdpaHLy3cKas 3CTpafHas NeBuLa, TaHLOBLLMLUA 1 aKTpUCa.
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Bas» CUCTEMa. B CBA3M C 3TUM Lenb CTaTbh — aHanu3 v OCMbICNIEHNE peLenumn
1 ayMoBM3yanm3aLmm kabape B HeMOM KHo 1900-1920-x.

AKTYaNIbHOCTb NPefI0oXKeHHON TeMbl 3aKNt04aeTcs B TOM, 4To bnarogaps
TAKOMY UCCNEeL0OBAHNIO MOXHO HE TOMBKO PaCLUMPUTL TPaHWLbI aHaNN3a HeMo-
FO KMHO M YTOYHWUTb MeHe3nc paga naTTeEPHOB B HEM, HO U MPOBOAMTL MEXANC-
UMMANNHAPHbBIE U3bICKAHNSA HA CTbIKE HECKONBbKNX AUCLUMUMNNH: KYJBTYPONOTUN,
NCKYCCTBOBEAEHMA, NCUXONOTUN 1 NCUXMATPUK. Kpome TOro, CTaTbd MOMOXET
BbIABUTb K/KOYEBbIE KYyNbTYPHO-3CTETUYECKUE JOMUHAHTLI, XapaKTepHble Ana
MOIOAON0 KNHOUCKYCCTBA, aKTVBHO anponpunpyioLLero BaXkHble 418 MacCOBOW
KynbTypbl 06pa3bl Kabape, BOCMOMHUB NaKyHY B U3y4eHMM XECTOBOW CUCTEMBI
PaHHero KMHO 1 OODBACHUB PSR MPUYUH UCNONb30BAHMS KECTOBOW CUCTEMBI
Kabape B HeMbix @unbMax 1900-1920-x. OnbIT WccnepoBaTeneit B paMkax Ha-
MEYeHHON NpobnemMaTuki y4UTHIBAETCS aBTOPOM, OfHAKO KOHLenuus oTau-
YaeTcs: ecIn paHee B ANTepaType OCHOBHOM OKyC BbiN Ha BECKOHTPOBHOE
KOMMPOBaHWE 1 UCKMNIOYNTENIbHO COMATUYECKOE BOCMPUATIE 3PUTENEM KECTOB
1 TaHUeB Kabape, TO aBTOP [AHHOMO TEKCTa CTPEMUTCS pacCMOTPeTb MHTerpa-
uMto Kabape € TOYKM 3peHns ee MONMKOAOBOIO 3Ha4eHVs And Gunbma.

HeobxofMMO OTMETUTB, YTO NpU paboTe Haf CTaTbeli aBTOp MCMOb30BaN
[OKYMEHTasbHble 1 Br3yanbHble UCTOYHMKM HalnoHansHol 6ubnvotekn dpax-
LW, KOTOPbIE MOMOMM PEKOHCTPYMPOBATL OTHOLLEHME COBPEMEHHIWKOB K N0A06-
HbIM TEHAEHUMAM B KUHO U TO, KaK 1 13-3a 4ero 3T TeHAeHUMM NOABAANNCL. MaTe-
pyanamu Ang UCcNefoBaHms NOCAYKMUAN 0TobpaHHble hunbmbl Anuc v, Xopxa
Menbeca, cTyguu MNate 1 psag Hemelknx punbMos 1920-x. 3T hunbMbl BiOpaHbl
A15 KOMMIEKCHOTO aHanw3a, T.K. B HUX HanpsiMyto KOMUPYHOTCS KeCTbl kabape, 4To
OTPaXKEHO KaK B Ha3BaHMAX (MAbMOB, TaK 1 B UX BU3yanbHOM psge.

®OPMUPOBAHME XXECTOBOW CUCTEMbI KABAPE

[Ons npobnematunsaummn heHomeHa kabape, ero pPosn B COLMOKYNETYPHOW
cpefie, a TakKe ero peuenumm KNHOUCKYCCTBOM, OTMETUM PSif BaXKHbIX TeHAEH-
UM KynbTypbl kabape, BbISBYB WX K/HOUYEBbIE KaTEropun, KOTOpble BMOCnea-
CTBMW HaLLNW OTPaXeHNe B KUHO.

B nepwvog TpeTbeit pecnybnukum (1870-1940) akTVBHO pa3BrBaOTCs Kade-
KOHLIepTbl, kabape, 3aBe3eHHbIN 13 AHMNK MIO3UK-XO/, AEMOHCTPUPYIOLME,
no MHeruio C. lyTwe-Munnep, «byHaameHTansHoe NpoT1uBopedne Mexay ne-
FaHTHOCTBIO U AypHOM penyTaumne» (Gutsche-Miller, 2015, p. 15). B 1877 rogy
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YKak BOHHOM Hanwcan: «korga NpyXoauT 3apnaaTa, Mbl OCTaBASEM MOMOBUHY,
TPV YETBEPTH, €C/IM He BCe, B Kabape. X0351H NoBecenen; HO B lOMe HET HU X/le-
6a, HV Msica, JeTU MaYyT, XKeHa pyraeTcs, Mbl CCOPUMCS, Pa3aparaemcs apyr
Ha Apyra, U BOT AOMallHee X03aMCTBO CTaHOBMTCS noaobuem aaa. MNpuunHa
3na, rae oHa? B kabape» (Bonhomme, 1877, p. 31). [lelicTBuTensHO, Kabape BO
BTOPOM NoNoBUHe XIX Beka HbI10 OHOM 13 CaMbix MONYNSPHbIX GOpPM pa3se-
YeHKs, 4To noaTBepxaaeTcs HONbWUM KONMYECTBOM NMTOrpacduii 1 rpasop
bpaHLy3CcKuX xygoxHMKoB A. Tynys-/loTpeka, 3. [lera, XK. Cépa v gpyrux.

TyT HeobxoaMMO caenaTh OroBOPKY: NosiBeHMe U GopM1poBaHye Kabape
1 MIO3MK-XONIOB ObINN CNEACTBUEM PEAKLIMM Ha <YMyt hanblb» Kade-KoHLep-
Ta (Angenot, 1991, p. 94). B 3TOI CBSA3M BCTAeT BONPOC O MPUYKMHAX NONYASPHOCTY
He TONbKO Kadhe-KoHLEepTa, HO U ApYrvx opM pa3BaeyeHnii BO BTOPO NONOBUHE
XIX B. ¥ Ux oTAmymin. OTBET AOCTAaTOYHO MPOCT: BO BTOPOM NonosuHe XIX B. B Ka-
be-KkoHLEpTaX, a N0O3Xe U B kabape, CNoxunacs ocobas xecToBas cucTeMa, Bbipa-
KaBLIAACSH NPeNMYLLECTBEHHO B TaHLe, KOTOPas CTana CBOEro PoAa «A3bIKOM» A4
obuleHus cpean nopeit. OHa copmrpoBanack B pesynsTaTe NpaBUTENbCTBEH-
HbIx Taby 1848 r. BO ®paHUMU: OKONO AECSTU NPOLEHTOB NeceH HbINO 3anpelle-
Ho (Goldstein, 2012, p. 28). HoBble orpaHuyeHns NPUBENN K NOSBAEHMIO OCODbIX
TaHLUEB ¥ XKeCToB (3NUnenTvKka?, roMMésa®), B KOTOPbIX apTWUCTbl MCNOAb30BaNK
CUNbHO 3aKOAMPOBaHHYIO cucTemy oblleHmns co 3puTenem (Gordon, 2009, p. 36;
Conway, 2004, p. 34). MonynsipHOCTb 3TOM CUCTEMbI MPOAOMKaNack 40 — roga oT-
MEHbI LIEH3YPbl NeceH. MIMeHHO No3ToMy Kade-KOHLepT — BU3yanbHOe 3penuLue:
NOMUMO OCODBIX XKECTOB TaHLIOPOB ¥ NEBLIOB, 3A€Ch CTABW/V XKMBbIE KaPTVHBI, Bbl-
cTynanu 60pLbl, TAHLOPbI, UCNOAHSAV MAHTOMUMbI.

Kpome Toro, kade-KoHLepT NpofoMmKan KapHaBanbHyto Tpaguuuio: Teny
N ero ABWMKEHNAM OTBOAMIOCH LEHTPalbHOE MECTO, YTO OTMEHSANO PaMKun Npu-
AVYMIA N OFPaHMYEHNs CBETCKOro obLecTBa B MPOCTPAHCTBE NpeacTaBneHus.
B nTore Kache-KoHUEPT — MecTo pechnekcun Hafl CoUManbHbIMU, MOANTUYECKUMM
11 SKOHOMUYECKMMU NPobaemMamu, MO3TOMY B HeM Oblvi MOMYNSiPHbI CKATONOMMYe-
CKME NECHW, NECH MbAHWL, XKEHLLWH, Haf KOTOPbIMK COBEPLLANM JOMallHee Hack-
nve (B13yann3npoBaHHOE Kak YCTHO, TaK U KecTamu, U KocTioMamu) (Harris, 1989,
p. 335-339). B 3TOM 1 NposiBASETCs oTan4Ymne kade-KoHLepTa U Kabape: xapakTe-
PU3YeTCs ABYCMbICIEHHOCTBIO U CATUPOW Ha HPaBbl ¥ MOAUTUYECKYIO CUTYaLMIO
006ULeCTBa, HO NPOSIBASETCS 3Ta CaTVpa Yepes NoMyHaMEKH, BU3yanv3vpoBaHHbIe
B TaHLUe.

2 CTUNb «anunenTuka» KOMMpPOBan OTPbIBUCTbIE N XaOTUYHbIE ABMXEHUA NaLMEHTOB HEBPOJ10-
TMYECKNX U NCUXMATPUHECKNX OTLl'eﬂeHl/HZA

3 foMMé3a — coBpeMeHHas eHLUVHa, OfeTas B OTKPOBEHHYIO, HO 3M1eraHTHY0, HeObbIYHYO

opexay. B 3ToM cTune 6bin NOACTANL — 3NWAENTUYecKast TOMME3a, B KOTOPOM COBMELANNCh
anunenTrKka v rommésa (Gordon, 2009, p. 78).
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B cBS3M C 3TUM BeaylLvie apTUCTLI Kabape yaensnv 3HaunTeNbHoe BHUMa-
HVE KOHCTPYMPOBaHWIO COBCTBEHHOTO CLEHMYECKOro obpasa: «Mpu3payHblii»
06pa3 M3 MUnbTOH, MapriHanbHas cTpaTervs camopenpeseHTauny BaneHtu-
Ha BeckocTHOro 1 XaHHbl ABpUb, HeBPOTUYeCKoe amnnya MBeTT Mnsbep, Ybh
CUEHNYecKMe 0bpasbl AOMOMHAANCE NPUCYLWMMY TONBKO UM XecTamu. XKecTo-
Bas cMCTeMa TaHLOPOB 1 NeBWL, B OCHOBHOM bHbina cchopMmpoBaHa 1 BAOXHOB-
neHa HeBPOTUYECKNM AMCKYPCOM PpaHUMM TOTO Neprosa, YTO NOAKPENNSETCS
BOCMNOMWHAHNAMN COBPEMEHHMKOB. Tak, AHape WagypH nucan 8 1889 r., 410
«CMBICN Kae-KOHLEepTa B TOM, HTOBbI MOKOHYMTL CO BCEMYM MPUANYUIMU. [ns
bonblient YacTv nybnnku — 3Tto bucetp, rae oHW MoryT cBO6OHO BbipaXkaTb
cBoe H6esymue» (Chadourne, 1889, p. 277). Mo ero MHeHMo, BCe TaHLIOPbI KaHKa-
Ha nonaganu B NCUXMATPUYECKME OTAENEHWS, a 3PUTENN, KaxaaBLUME VX Bbl-
CTYNNEHWNN, y)Ke nMenu «ucTepudeckume» Brycol (Chadourne, 1889, p. 277-278).

370 ObINO CBSI3aHO C TeM, YTO MOfOOHbIe TaHLbl acCoLMMPOBannCh C
NPOCTpaHCTBOM H6onbHMUbI CanbneTpuep, rae Bnepebie ObiAU OnyennMKOBaHbI
oTorpadum *ecToB 1 N03, N0 KOTOPbLIM MOXHO BbI10 MAEHTUDKILMPOBATL be-
3ymua. Kpome Toro, B CanbneTpuep Obian NocTaBneHsl «MpoTonepdopMaHChI»:
NpefcTaBNeHNs Ha CLeHe Tak Ha3biBaeMoro «TeaTpa CanbneTpuep», B KOTOPbIX
AEMOHCTPUPOBaNYN BO3MOXHOCTb MaHWUMYNMPOBaHUsS Tenom «pyroro». Meaw-
KV 3acTaBnsnv NauyeHToK ny6aru4HO ¢ MOMOLLbBIO TMNHO3a KOMMpoBaTb MO3bl
M KeCTbl C MONOTeH CTapblx MacTepoB. TaknM 0bpa3om, OHKM BBOAWAM NaToNo-
MUY B XyBOXECTBEHHbI ANCKYPC, U NoA0OHbIe NpeAcTaBneHus nocellan Becb
apTucTuyeckuii Mapwx: M ae MonaccaH, ImMunb 3ons, Capa bepHap, OrtocT Po-
AeH u MHorne apyrue (Walusinski, 2013, p. 35-37).

MonynspHOCTb NOCTaHOBOK LUapko obbsAcHAeTCa Tem, YTO OHU nepe-
CeKanuchb C POMaHTUYECKUM NpefcTaBaeHNeM O CBEPXHECTECTBEHHOW TaHLy-
lOLLEN KMBOW MaLLMHE, KOHTPONMPYEMON 1 NPK 3TOM 3aBOPaXMBatoLLEN 3pu-
Tenen cBoel HeoOBACHMMOW 3Hepruelt. B LenoM NMOAKOHTPONbHOE KOMY-TO
Teno 6bi1o nonynspHbiM 06BEKTOM B KynbType XIX Beka, f0CTaTOYHO BCMOM-
HUTb NONOTHA «Myx4MHa 1 Kykna» (1873) Sarapa [lera v «Myx4mnHa ¢ Kyknamm»
(1899) XaHa Bebepa. CTOUT OTMETUTb, YTO NOA0OHas TeMa 0Tpasuiach U B n-
TepaTypHbIX MPOV3BEAEHMAX, HanpuMep, B pacckase 3. T. A. focdmaHa «[ecoy-
Hblil YeNoBEK», B KOTOPOM A0Yb Npodeccopa Ha CaMOM fAene Okasanacbh aBTo-
MaTOM, COONa3HMBLIMM CBOEW MHAKOBOCTbIO MaBHOTO repost BO BpeMs TaHLa v
AOBEALINM ero Tem CamblM 1O CMepPTY. PalyMoHanbHas MallnHa H1CnpoBeprna
paLMOHaNbHOCTb MaBHOMO repost. Pasym repos 6bin 3anyTaH aygnoBmnsyanmsa-
LMeit: TaHLeM 1 KOPOTKMMK (hpa3aMu aBToMaTa, KOTopble BBOAUIN HEOAYLLEB-
NeHHbIN NpeaMeT B KaTeropuio ogylesnerHoro (Jentsch, 1997).
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MepdopMaHc XIX Beka TakKe Urpan Ha 3TOW MOLLHOM ABYCMbICIEHHOCTU:
BMECTO TaHLUYyOLero HeodylWeBNeHHOro 0ObeKTa TaHLUOBLUVK/Ua Ben/a cebs
TaK, Kak ecnn H6bl OHa AKX OH BbINK HeoayLeBNEeHHbIM 0ObEeKTOM. [pU 3TOM 1C-
NOAHWUTENN MbITaNNCh UCMOMB30BaTb MOLb aBTOMaTa, YTobbl OKasbiBaTh M1M-
HOTUYEeCKoe BO3AENCTBME Ha CO3HaHMeE 3puTeNs. 3TO OTHOCKUIOCH He TONMbKO
K TaHLOBLLVKaM; B LienloM Noboi aesTens kade-koHUepTa nnn kabape ctapan-
CSl UCMOMHATD 3TY OfIHY M3 CaMbIX HTPUTYIOWMX ANS 3pUTENs pPofeit: MOXHO
BCMNOMHUTb [ATENbHOCTb TaK Ha3dbiBaeMblx corbeille* — rpynnel 13 nonyato-
XWHbI MONOABIX XKEHLLUMH B BEYEPHUX NAATbsX, KOTOPbIE CUAENN NONYKPYrOM Ha
CUEHe B TeYeHMe BCero Bevepa, MoYTY He WenoxHyBlWucs. Kopbennu Bocnpu-
HVYManuChb Kak 06BEKT ByallepmncTCKOro yaoBOAbCTBMSA, CUAON OBLIECTBEHHOIO
B3IN94a OHW CTAHOBWANCh HEMHAMBUAYANBHOW CEKCyan3npoBaHHOW Maccow,
4TO SIPKO OTPaXano KOHLENLMIO OKyNspLUeHTpu3mMa’ XIX Beka.

OfHWM 13 NepBbIX NPOSBAEHWIA YIPaBASEMOro U 3KCTaTUYHOIO TaHLyto-
lero Tena bblN POMaHTMYECKUI KopaebaneT, B KOTOPOM TaHLOBLMLbI CO3AaBa-
Ny aMbuBaneHTHble, MOTYCTOPOHHME 1 OMNacHble 0bpasbl, APKUM NMPYMEPOM B-
nstoTes Bunucel B «Kmsenm» (1841). MoTyCTOPOHHME CyllecTBa, 0bypeBaemble
NPOpPbIBaOLLMMCS 6eCCO3HATENbHbIM, KOPPEAMPOBanM C NONYASPHOW TeMOiA
COMHaMOyN 1 3arMNHOTU3NPOBAHHbIX B M3006Pa3nTENBHOM NCKYCCTBE BTOPOM
NONOBMHbI XIX BeKa. ITO ONH M3 Tex COBNasHUTENbHbIX AMCKYPCOB, KOTOPbIA
V1 OTpaswcs B kopaebaneTax kabape.

Ha elle psig npeactaBneHuii B kabape nosausaum ncuxodmanyeckune
1 NCUXoU3MON0rnMYecKme IKCNepUMEHTbI KoHLa XIX Beka. OHK NoKasanw, 4To
HabnoaeHne 3a ABMKEHUSMU APYruX Ntofel Bbi3biBaeT 6ecco3HaTenbHoe no-
BTOPEHYE B TeNe 3pnTens COCYANCTOM, MbILIEYHOW U AblXxaTeNbHOW CUCTEMaMU.
Tak, Hanpumep, Wapnb AHpn B 1885 rogy BO «BBeAEHNN B HAYHHYIO 3CTETUKY»
nucan, 4To «HEeT naen 6e3 BMPTYanbHOro, a 3aTeM U peanbHOro ABMIKEHMS»
(Henry, 1885, p. 2). iccnepqoBatenyt B YHUCOH NPUXOAWAN K BbIBOAY, YTO XKECTb
1 NO3bl TAHLOBLIMKa «MOryT, Bnarofaps CBOEro pofa 3apa)eHuto, Bbi3biBaTb
AHANOrMYHble CUMMATOMbI Y CMOTPSLLErO» U «4eN0BEK HEM3MEHHO BMNagan B UC-
Tepuky» (Simon, 1877, p. 98; Gordon, 2010, p. 64). o cyTw, TaHUbl, onupatoLme-
Csi Ha beccosHaTenbHoe, Npobyxaanu 6ecco3HaTenbHOe 3pUTENs, BBOAUIN ero
B «AMKOE», «MepBObbITHOE» COCTOSIHME, OMacHOe U B TO e BpeMs byfopaxa-

*3TrMonornyeckmn cnoso corbeille nponcxoanT OT «<kop3KHa». Mo OTHOLWEHWIO K CTaTUCTaM 3TO
CNOBO CTano ynoTpebasTbCs B CBA3M C TEM, HTO B PaHHMIM 3Tan Kade-WwaHTaHOB PyKOBOACTBO
He NAaTVUNO PerynsipHyIo 3apnaaTy UCNONMHUTENSAM, U OHM BbiW BbIHYKAEHbBI BbIOMPATL CaMo-
O CUMMATUYHOrO NPeACTaBUTENs FPYNMbl, KOTOPbIV NepefaBan KOP3vHy NOCETUTENSAM MeXay
NeCHAMM 415 NONYYeHUs AEHEXHOTO BO3HArpaXaeHus.

° [NaBeHCTBO 3peHus, CNocob BOCMPUATUS AENCTBUTENBHOCTY Yepes BU3yanbHOCTb.
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wee. Npoucxoamno 3Tto bnarogaps 0cobol MeCTUKYNALUMKM, KoTopas cTana
npeaMeToM HabaeHUs B Hay4HOM NPOCTpaHCcTBe: bonbHyLe Canbnetpuep.

Takum 06pa3oM, TaHUbl kKabape CBA3bIBaNNCb C MPUMUTUBHbIMK 0bLLe-
CTBaMMU, NAesmMu O BbIPOXAEHMW, by CBOEro poda CnocoboM UCMbITaTb BCe
MapruHanbHble CTpaTervu, 3aBopaxuvBatowme u nyrarowme xuTens ropoga
pybexa XIX-XX BekoB. ITO onpefeneHo Tem, 4TO Kak pa3 B KoHLe XIX cTtoneTtus
NPUMMTUBHOE, KaK ero HasbiBan Muwens TeBo3, «AOKYNbTYPHOE WCKYCCTBO»
NPUMMUTUBOB, AETEN, CyMacCLleaLmX, <MHAKOBbIX» MNOb3yeTcs 0coboi nonynsp-
HocTbto (Thevoz, 1976, p. 1-3). TyT CTOUT y4nTbIBaTb, HTO Kak Kade-KoHLepT, Tak
v kabape BblNK MeCTOM COCpeioTONEHWS BCEX MOMNYSPHbIX TEHAEHLMI BTOPOIA
NONOBWHbI XIX BeKa: OCTaTOYHO BCMOMHMUTL NeBuLy ¢ 60pofo nan Takue Ka-
6ape kak «An» (Cabaret du Ciel) n «Pain» (Cabaret de l’Enfer), B KOTOpbIX BONAOLLa-
NMCb KOHUEMLMM O COBPEMEHHOM «HEBPO3E» U «O4MLLEHNW» BTOPOW MONOBUHBI
XIX Beka.

AyanoBM3yanmn3aLmm CTanm HacToNbKO NOMYASPHbIMU, YTO OCOBYIO POfb
B XIX Bexe cTan urpatb Kade-waHTaH «Cnenbix» (Café des Aveugles), rnaBHbIMK
3Be37aMn KOTOPOro ObIAN CEeMnble My3blKaHTbl, KOTOPbIE, MO MHEHMWIO COBpe-
MEHHVKOB, yiauHee BCEro BOM/OLWANM CKPbITble OT COBPEMEHHWUKOB MHTEHLMN
obulecTa (Delvau, 1862, p. 183-187; Tissot & Aude, 1794, p. 5-6). Bnocneacteum
«03BYYMBaHME» 1ENCTBUS ObINO CBS3aHO C TENECHOCTHI0. [OPAOH Npeanonara-
eT, YTO 3NUNENTUYECKas 3CTETUKA NMapUIKCKOro Kabape koHua XIX Beka bbina
nepeHeceHa B KMHO UCMOMHUTENSIMU, KOTOPble NMepeLiin Co CLEHbI Ha 3KpaH
(Gordon, 2001(b), p. 207-214). 3Ta NPeeMCTBEHHOCTb MPOCNEXMBAETCA B PaH-
HUX PuNbMax o TaHuopax: MyneH Pyx» (opur. Moulin Rouge) 1900 roga, «TaHel
cepnaHTuHa» (opwr. Danse Serpentine) 1896 rofia, HO UCKIOYUTENBHO 13-3a
TOr0, YTO TAHLOPbI CTAHOBU/IUCH aKTepamu.

PELEMUMA N AYANOBU3YAIN3ALUNA KY/IbTYPbI KABAPE
B KEKYOKE, MEABEXXbEM TAHLIE U HEMOM KMHO

CTpeMneHume K «IMKoMYy», HepBHOMY 0COD0 MPOSIBMNOCH Ha pybexe XIX-XX
BEKOB, B Neprof, Koraa nosiBUAOCL 60/blIOe KONMYECTBO pa3HbIX BUAOB TaHLEB,
KOTOPbIE OKa3blBaNv 3Ha4YUTENbHOE BIUSAHNE Ha BU3YabHYHO KYNbTYPY. 3TU TaHLbl
NPenMyLLECTBEHHO 3aMMCTBOBANM XKECTbI M MO3bl U3 KaHKaHa. Peyb NaeT O Kekyo-
Ke 1 TaHLe MeaBefs rpu3fu, KoTopble CTanu nonyaspHsl B 1900-1910-e. Oba 3Tu
BMaa oopMuancs bnarogaps onope Ha psaf KynbTypHbIX GEHOMEHOB NMPOLWbIX

HAYKA TENEBUAEHUA 19 (4), 2023 177 THE ART AND SCIENCE OF TELEVISION



aecsaTuneTnit. ECiv roBopuTs O KEKYOKE, TO 3TO M3HAYaNbHO COPEBHOBATENbHbI
1 B NepBYto o4epefb NapoaninHbIi B TaHLEeBanbHOM KynbTypbl (paboyme na-
POAVPOBaNY TaHLbl FOCMOA), KOTOPbINA NpeacTaBaseT coboin CUHKOMMPOBAH-
HbI TaHel, Tpebytolwnii 6onblnX hU3nYecKux 3aTpaT (Kak 1 aNunenTuKa): oT-
KUAbIBaHWS BEPXHEN YacTu Tena, noabpachiBaHme Hor BBEPX, UMUTaLMs bera.

MonynsipHbIM TaHew cTan bnarofaps ero NoCTaHoBKaM Ha BceMypHBbIX Bbl-
cTaBKax 1889 1 1900 rofioB, a Takke 6narofaps BbICTYNNEHUIO 1BYX racTPOANpPY-
tOLLMX aMepUKaHCKMUX aHcambnein B Mapuke B Hosibpe 1902 - sHBape 1903 ronos
(Deaville, 2014, p. 33; Gordon, 2010, p. 58-59). Mocne 3Tnx CobbITUIA KEKYOK CTan
rMaBHOW CeHcalwel, ero UCNOAHAAN He TONbKO adpuKaHCKKeE, HO U eBponeil-
CKVe TaHLOBLUWLbI, TPUBAN3UB €ro K KaHKaHy. [10 CyTw, Takve TaHLOBLUMLbI, Kak
Monep® cTepeoTnNM3npoBany Kekyok. OHM NpeBpaTUIM ero B noKasaTesbHblii
aKpobaTMYeCKnit BUA CUMYASLMM SNUNENTUYeCKoro npunagra (cyTb TaHua nog
Ha3BaHMeM «3NuAenTMKay), TaK Kak B TaKOM BU1Ae OH OTBEeYa 3THONOMMYECKUM
npefcTaBneHnsm GpaHLy30B, KOTOpble CHUTanu roTTeHTOTOB W Apyrne Hapo-
bl AVKaPSAMU, NPOSIBASIOWMMI CBOM OTCYTCTBME KYNBTYPbI 1 Becco3HaTenbHoe
(Baldwin, 1981, p. 205-207; Caddy, 2007, p. 288-289). B utore kadellaHTaHHas
BEPCUA KeyoKa BOCMPUHMMANACh COBPEMEHHUKAMU, TONbKO €CIN WKECTbI TEPS-
0T BCsikyto Mepy» (D’Arc, 1894). MoaobHas CBA3b 3NUNENTUKM C KEKYOKOM bbina
onpefeneHa 1 Hay4YHbIMU U3bICKaHUSMU: aMEPUKAHCKIMI MCUXONOT 1 NCUXMATP
Bopuc Canguc B 1908 roay 3aMeTUN: «HEM HVDKE Mbl CMYCKaeMcsl Mo NecTHULe
KN3HW KUBOTHBIX, TeM Bonee BblpaxeHbl ABUraTenbHble peakummn» (Sidis, 1908
p. 56-57). MpeyBennyeHune ABnraTenbHbIX peakLmin ofHOBpeMeHHO Byaopaxu-
N0 3pUTens v Npu 3TOM 6bI10 AN Hero abcontoTHO e3onacHbIM, MOAKOHTPONb-
HbIM (MPY 3TOM MAes «3apakeHus» OT KEKyOKa BCe paBHO NOsiBMAACH, U B UTOre
6b1110 CO3AaHO OBLIECTBO MO KOHTPOJIIO 32 TAHLEM).

AMBMBANEHTHOCTb BOCMPUSATUS KeKyoKa W ayavoBK3yann3nmpoBaHHbIe
CBSI3aHHbIe C HUM AWCKYPChl MOXHO YBWETb B NEPBOM GUIbME Ha TEMY Keky-
oka «AfCKMI kekyok» (opur. Le Cake-walk infernal) Xopxa Menseca 1903 roga.
Menbec CHsN 3TOT PUBM KaK B13yanbHbli pacckas o peakLmmn COBPEMEHHUKOB
Ha HOBBIV BM/ TaHLa, U306pa3uB, MO CyTU, €ro reHesunc v CBsi3b C kabape U KaH-
KaHOM. B 3Tol Komeammn Menbec-Meductodenb NOCMOTPEN Ha 3eMie KeKyoK
Y pelnn NocTaBnTb ero B ady: 3pUTeNb CTAHOBUTCS CBUAETENEM MaHUMYINPO-
BaHWs MeducTodens 4yxnmm Tenamu, Toro, Kak [Ba HepHOKOKMX TaHLOBLLMKa
KEKyOKa HauMHaloT HEMCTOBO BbICTYMNaTh, COBEpLUast pasnnyHble akpobatunye-
CKUe 3TI0bl W BbIMONHSAS 3Mr3aroobpasHble ABVIKEHWS, CRBOUCTBEHHbIE anwvnen-
Tuke. Mepen 3TM obnadveHHsle B benoe, napoavpytolime CTaTyii TaHLOBLLMLbI

® dpaHLy3cKas acTpagHas neemua, TaHUOBLLMLA 1 aKTpuca.
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TaHUYIOT KaHKaH, COBEPLLIAsS PUTMUYHbIE, MOYTU MEXaHWYECKNe ABVKeHNs (BO3-
MOXHas OTCbINIKa 1 Ha Kopbeitnen). Mo3xe OHW HeyMeno HaunHaT NoAPaXaTb
ABVKEHMAM TaHLLOPOB KekyoKa. [locne HeckonbKkux na nosisnseTcs cam Medu-
cTobenb, KOTOPbIA HaYMHAET TaKkKe MCNONHATL KeKYyoK Ha Hebonblion nnaT-
opme, Noxoxen Ha TOPT (OTChbIIKa Ha Ha3BaHMWe TaHUa), BbIFHYB CMUHY Ayro
W BbICOKO MOAHSB KONeHN (puc. 1-2).

Puc. 1. Kagp 13 punbma «Agckuin kekyok» (opur. Le Cake-walk infernal),
pex. Xopx Menbec, 1903 rog. 1 MUH. 23 cek. CKPUHLLOT aBTOpa’

OCHOBHOW NOCbIN hrNbMa CHMTLIBAETCS CPasy XKe: 3TO HeraTMBHbIe No-
CNefCTBUs KeKyoKa, KOTOPbIA TaHUyeT cam Meductodens B agy. Kpome 3Toro,
Menbec nepefan aTMYecKoe 1 colmanbHoe 3HaveHne TaHua: B 0bLiecTBe, B KO-
TOPOM OCHOBHbIMU OblNV JAPBUHWCTCKUE TEOPWW, CBSA3b C HU3LEN KyNbTYpPO
v Be3gymHOe nofpaxarue el He B haBope. MNpu 3TOM pexnccep nokasbiBaer,
KaK N1erko MOXHO NOABEPIHYTHCS 3TOMY BAUSIHUIO: AEBYLIKN-CTaTyW HAaYNHAOT
HECKOHTPONBHO KOMMPOBATb ABVIKEHNS TAHLIOPOB, TEM CaMbiM BBepras cebsi B
OFHEHHYIO MYYMHY.

"NcTouHrK n3obpaxerus cm.: URL: Le Cake-walk infernal (1903) Georges Mélies — YouTube
(15.11.2023).
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Puc. 2. Kapp u3 dunbma «Agcknin kekyoks (opur. Le Cake-walk infernal),
pex. opx Menbec, 1903 rog. 3 MUH. 24 cek. CKpUHLLOT aBTopa®

SnunenTuyeckne v AereHepaTvBHblE XeCTbl TAHLOBLUMKOB a, CKopee,
KOHTPONVPYeMbIX Ten ObiN HeOTHEMNEMON YaCTblO ICTETUHECKOrO AWCKYpCa
vnbMoB Menbeca. 3TO CBA3aHO C TeM, 4TO Tena U UCMONHSEMbIE UMK ABVKe-
HUS CTaHOBMAMCL CBOEro pofa «bykBamu» andasuTa, YTO MPYBHOCKMAO MPO-
NPUOLIENTUBHYIO DYHKLMIO B 3pUTEbHbIV 1, 4TO CaMOe BayKHOE, CIYXOBOW OMbIT
3puTens. 30ecb MOXHO BCMOMHUTL hunbM Menbeca 1904 rofa noa Ha3BaHWeM
«BaHHa Mecmepa» (opur. Le Baquet de Mesmer, B aHIMUICKOM BapuaHTe huibM
OWMBOYHO Ha3biBalOT «MecMepoBCKMIA IKCMEPUMEHT», MO BCEN BUAMMOCTMU,
AN5 ynpolyeHuns). Menbec BHOBb UrpaeT rMaBHYo pob — WwapnataHa Mecmepa.
®.A. MecMep — ocHoBaTenNb NCeBAOHaYYHOM TeOPUYM O KMBOTHOM MarHeT13Me,
CyTb KOTOPOW 3aKntoyanach B TOM, H4TO N06OI Yenosek NponycKaeT 0cobblil
dnona 1 coctonT 13 aTmx hatonaos. Ecnm banaHc hnovaoB HapylaeTcs B op-
raHv3me, 4enoBeK MOXET 3a00NeTb, 1 TONBKO OCOObIN Bpay-MeECMEepPUCT CMOXKET
MCNpaBUTb CBEPLIMBLWIMIACS AncOanaHC B OpraH13Me, HanpaswB CBOW PYKM Ha
60NbHOrO 1 TEM CaMbiM Nepeaas eMy CBOM dhntona. Mecmepram — npapoanTens
FMMHO3a, O4HA U3 CaMbIX BbICMenBaeMblx NpakTuK XVIII-XIX BeKOB: KapuKkaTypu-
CTbl M306paxany NauveHToB MeCMEPUCTOB B BUAE XMBOTHbIX (OTCbINIKA Ha Ha-
3BaHWe NPaKTUKL U FYNOCTb Tex, KTO NeYnncs y WapnaTaHos).

8 cTouHmK n3obpaxerus cm.: URL: Le Cake-walk infernal (1903) Georges Mélies — YouTube
(15.11.2023).
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B KoHUe XIX Beka npou3olen HOBbI BCMIECK MHTEPeca K MecMepr3my
6narogaps pnokTopy LLapko, KOTOpPbIN MCMONb30Ban NpakTvky Mecmepa ans
TOro, YTOObI KOHTPONMPOBATL CBOMX NALMEHTOB. MOXHO NPeAnonoXnTs, YTO
MMEHHO 13-3a 3Toro Menbec w co3gan GunbM. Menbec-Mecmep ¢ MOMOLbIO
Y4eHNKOB-MECMepUCTOB BEAPaMU HAMNOMHSET CTOSLMIA B LEHTpe 3ana aepe-
BSIHHbIV YaH, BHYTPY KOTOPOTO 3aropaeTcs nnams. Koraa nnams notyxaet, Mec-
Mep AOCTaeT XEeHCKMe NNaTbs, KOTOPble MOMOLWHWUKA HaKMAbIBAKOT Ha rpynny
CTaTyW, yKpawatolyx 3an. MecMmep AenaeT MarHeTUYeCKMA Nacc B CTOPOHY CTa-
TYI, N OHW CTAHOBSTCS BOCbMbIO [€BYLIKaMU, TaHLYIOWMMMN HENCTOBbIN KaHKaH
C «anuNenTuyHeckumm» na. OHY KONMPOBANU Te XECTbl, KOTOPble BOCMPOU3BO-
AWV NAUMEHTKM, HaxO4ALWLMecs Nof rMnHO30M, Hanpumep, B TeaTpe Canbne-
Tpuep (puc. 3-4).

Puc. 3. Kapp u3 dunbma «BaHHa Mecmepa» (opur. Le baquet de Mesmer), pex. opx Menbec,
1904 rofi. 0 MUH. 46 ceK. CKpUHLWWOT aBTOpa®

o 3aBepweHnn TaHua MecMep HaKuAblBaeT NAaTbe Ha LEeHTPanbHYo
CTaTylo, «CO3AaBas» HOBYH TaHLOBLMLY, MPUMY 3TOro KopaebaneTa, coBepLia-
IOLLYIO PSA MMMYNBCUBHBIX ABVKEHWIA, KOTOPbIE 4EeMOHCTPUPYIOT TMOKOCTb ee
Tena, U UMUTUPYIOLLYIO «MCTEPUYECKYIO Ayry», pa3birpbiBas KadewaHTaHHyo
BEPCUIO KEKyOKa. 3Ta TaHUOBLUMLA NOBTOPSIET ABMKEHWS apTVCTOK 13 Kabape,
3aMMCTBOBABLUMX NO3bl NCUXMYECKN BONbHbIX XeHLmnH (Gordon, 2001a, p. 515-
516). 3aBepLnB TaHel, TaHLOBLLMLbl BO3BPALLAOTCs Ha CBOU MECTa, 3aCTbIBalOT

 cTouHmK n3obpaxenns cM.. URL: Le Baquet de Mesmer (1905) A Mesmerian Experiment
(Méliés) - YouTube (15.11.2023).
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1 BHOBb NPEBPALLIAIOTCS B CTaTyu. MecMep CpbiBAET C HUX OAEXAbl, MOMOLLHUKN
BbIHOCST YaH, 1 OH B6pocaeT B Hero nnatbs. Mepesopaynsas YaH, Mecmep npe-
BPaLlAET OAEKIY TAHLOBLLML, B KyPWL, 1 YTOK, NMOALIYYMBas Haf BHYLWAEMOCTbIO
KEHUIMH W OTCbINast 3pUTENs KO BTOPOMY Ha3BaHMIO MECMEPY3Ma — HKMUBOTHbIN
MarHetunam (Forsyth, 2002, p. 6).

Puc. 4. Kagp n3 dpunbma «BaHHa Mecmepa» (opur. Le baquet de Mesmer), pex. opx Menbec,
1903 rofi. 2 MUH. 11 ceK. CKpMHLWOT aBTOpa'’

B 3TOM KOHTEKCTE MOXHO BCMOMHWTbL elle OAHY PaHHIOK KUHOMEH-
Ty — HEMOW KOPOTKOMETPaXHbIV hubM «TaHLytowas CBUHbs» (opur. Le Cochon
Danseur, 1907), BbINyLeHHbIA PpaHLy3Ccko CTyauein «bpatbs [laTe». 3T0T
unbM BbiN 3KPaHW3aLMeld OAHOAKTHON BOAEBUIBHON NMOCTAHOBKU «TaHLyHO-
Liast CBUHbSI», BO BpeMsi KOTOPOW NneBuLa nena, a TaHLop, NePeoaeThIVi B KOCTIOM
CBUHbW, TaHUEBaN NOA 3TW NECHU, BU3yanusupys nponetoe. CBUHbS, ofeTas
B MO[HbIVi CMOKWHT, MbITAETCS COONa3HUTh MOJOAYH [EBYLIKY, KOTopas, B
CBO OYepefib, CPbIBAET C Hee OMIEXY, 3aCTaBss TaHLEeBaTh. BCKope AeByLIKa
M CBUHbS HaYMHAIOT ABWUIaTbCs BMECTE, 3aTeM CKPbIBAsiCh 3@ 3aHaBECKaMU Mo-
3aam cebs. Yepes HECKONBKO CeKYHA CBUHbS BO3BPALLAETCS B MOHOM OMHO-
4ecTBe, Kamepa NPUBAMKAETCS, U OH OOHAXAET KIbIKKM, HTO HaMEKaeT Ha pac-
npaBsy Hapd 4eBYLWKOMN.

BbibOp KOCTIOM@ MOXET OTChbiaTb K MECMEPUYECKUM MpaKTMKaM K
6bITb CMMBONOM ObMaHa. I30bpaxeHne TaHLopa B BUE XKUBOTHOMO CBUAeE-

O UcToyHnK n3obpaweHuns cm.: URL: Le Baquet de Mesmer (1905) A Mesmerian Experiment
(Méliés) - YouTube (15.11.2023).
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TeNbCTBYET W O [lereHepaTMBHOCTM UCMONHSAeMOro TaHua. [1peeMcTBeHHOCTb
C TaKVM BY3yanbHbIM 06Pa30M NPOCEXNBAETCS B (DUNbMaX, B KOTOPbIX OTCHAT
TaK Ha3blBaeMblil MeaBEXuiA TaHeLl.

TaHel, MeABeAs rpU3nv Nu MeaBexunii TaHel noseuncs B CoefuHEHHbIX
WTaTaxokono1910roaa,0H NoNb30BaNcs orpoOMHON NONyNSpHOCTbIO A0 MepBoiA
MUPOBOM BOVHbI. Ha3BaHWe NPONCXOANT 13-3a CXOKECTY C [ABMKEHMSMUI aHaNo-
FMYHOIO XMBOTHOTO. [TOMUMO CTVNS MeABEAs FPU3Nu BbITOBaNW B 3TOT NEPUOA
VY APYr1e MUBOTHbIE TaHLbl: 3a514bW 0ObSATHS, NATYLIAYMIA NPBIXKOK U Apyrue. Tax-
Lbl OTANYANUCh CUHKOMMPOBAHHbIMY BKEHUSAMU; 13-3a 611M30CTV NapTHepPOB
X BOCMPUHUMaNM Kak NposiBNeHne NoxXOTW, @ UMUTALMS MUBOTHbIX ABMKEHWIA
CBWAETENbCTBOBANA O PErPECCUBHOCTM TaHLa, YTO NO3Ke NPUBENO K 3anpety
Ha ero UCrnonHeHne B OOLIECTBEHHbBIX MeCTax. TaHeLl, CBS3bIBAKOT W C «anwunen-
TUYECKUMU» ABMKEHUSAMM, YTO TAKKE YKa3blBAET Ha ero perpeccuBHOCTb (CBS3b
C 3NUNENTUKON SIPKO BUAHA B hunbMe «TaHel MefBeas rpu3nm», opwr. Le pas de
l'ours 1913 rofaa, rae TaHueBana MeiBexuii TaHel, MUCTUHIETT BMecTe ¢ boKce-
poM Xopxem KapneHTbe). Kpome Toro, TaHel, MeBeas rpuanm 4acto KoMmuye-
CKUM 0bbIrpbIBancs: Hanpumep, B dunbme 1913 roga «OHUCUM 1 TaHel MeaBeas
rpu3nu» (opur. Onésime et le Pas de ['ours, rae rNaBHbI repori NbiTancs ¢ NoMo-
b0 NATONOrMYECKOrO U BYNIbrapHOTO TaHLa BbIMMPaTh KOHKYPC, OPraHv30BaH-
HbI AKaZleMUent U3 LIHbBIX MCKYCCTB).

Onésime «  Pas de [Ours

W comEmE -

Puc. 5. 06noxka dunbma «OHUCUM 1 TaHel, MefiBeas rpu3nu». 1913 rog.
HauwvoHanbHas 6ubnuoteka ®paxumu, Napmx*

L YlcTouHnK n3obpaxerus cm.: URL: Onésime et le pas de lours : scénario | Gallica (bnf.fr)
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OpHaKo ecnn B KMHO, MOCBSALLEHHOM MeABEXbeMY TaHLy, PErpecCMBHOCTb
1 AereHepaTVBHOCTb OTPaXanWCh B MOAPAXKaHUN KUBOTHBIM ABVKEHUAM UK,
KaK B cilydae ¢ «TaHLUyoLen CBUHbeW», B yNoaobneH I YenoBeKa XMBOTHOMY,
TO B «BaHHe Mecmepa» NpOAeMOHCTPUPOBAHO HE TOMBKO BAUSHME BHYLIEHUS
M MecMepu3Ma Ha 3penliHble MCKYyCCTBA, 3aBMCHMMOCTb COBPEMEHHbBIX eMy
TaHUEB OT MeMUMHCKOrO AUCKYpCa, HO 1 KOHTPOb Haf TeNoM AeByLUeK: 34ech
WYTOYHO OBbITpaH NPOUCXOAMBLINI NPOLIECC OOBEKTVBALMMN B MACCOBOM Ky/b-
Type. MNpeBpalleHne CTaTyl B XMBble Tena AeMOHCTPUPYET 6e3rpaHnyHbIN KOH-
TPONb Haf TeNOM: MMEHHO MECMEepUCT pellaeT, Korda CTaTys OXMBET, a Korga
BHOBb 3aCTbIHET. 10f00HbIV KOHTPOMb W YNpaBeHye pacKpbiBatoT MCKUXO0-
rnio 6erctea 1 6e3pesynsTaTHOCTL EMCTBUSA, BEAb 3TO NMOCTAaHOBOYHOE WOy C
onpefeneHHbIM clieHapueM. Tak xe Kak BO BpeMst TaHLeBaNbHbIX MOCTaHOBOK
3puTenb ObiN yBEPEH, YTO NpopbIBatoLLeecs becco3HaTeNbHOe KOHTPOANpYeT-
€Sl CAMON CLEHNYECKOM Cpefom, Tak 1 B KMHO HAYMHAOT MCMONb30BaThCs 3TU
e Tponbl. KOHTpacT Mexay ABMXyLWMMmUCs Tenamu B hunbme «BanHa Mecme-
pa» U CTaTUYHbIM, MEXaHW3MPOBaHHbLIM aBTOMATOM B ero e dunbme 1897 roaa
«[yrycc v ABToMaT» (opur. Gugusse et [Automate) CTaHOBUTCS O4EBUAHBIM MPU
CpaBHEHWV 3TUX NeHT. B nocnegHem dpunsme Menbec LeMOHCTPUPOBan yxKac oT
CTONIKHOBEHWS C UCTUHHBIM MEXaHN3MOM.

Pexuccep n3yyaeT rpaHnLbl cybbekTa, ero MHAVBKUAYanbHOro Tena, Befb
Ta rpaHb, KOTopas NEXUT MeXMy ABWKEHWEM W CTAaTUKOW, MOXET ObiTb ymno-
A0BNEHA XU3HM U CMEPTU. ITO MOXHO CPaBHUTb U C MONYNSPHOW NPaKTUKOW
OKNBOW KapTUHbI», T.K. paHHUX DWUABbMOB, B KOTOPbLIX HEOAYWEBNEHHbIV Npef-
MET C HEHCKNM N300paXKeHUEM UM B BU/E XKEHWMHbI CTAHOBUTCS MMaBHbIM
repoem, 0BOSIbHO MHOTO, — HanpuMep, «Becenbie nnakaTbi» (opwr. Les Affiches
en goguette) Menbeca 1906 roga unu «CraTys» (opwr. La Statue) Annc M'm-bnawe
1905 ropa. Tena B 3TUX IeHTax HaXO[UAUCE B IMMUHANBEHOM COCTOSHUM: MeXay
CTATMKOM W 3KCTaTUKOW. IHTepnpeTaums 3ToM NorpaHMYHOCTU 3aBucena oT
3pUTENBCKOTO OMbITa M BOCIPUATUS NOAOOBHOIO CIOXKETa, TO eCThb 3pUTENb DYK-
Ba/IbHO NPOELMPOBAN CBOV NPeACTaBAEHNS Ha NOrPaHUYHbIA 0OBEKT, HaeNss
€r0 XW3HbIO 1 YAEPHKMBAS N0 CBOVM KOHTPOEM.

TaKol KOHTPONMb MOXHO BbINO OCYUWECTBUTL W Hafd 3pUTeNeM B KUHO
— 3TO SPKO MOXHO NpoCneanTs B dunbme «beTtu 1 [HKeliH B TeaTpe» (Opur.
Rosalie et Léontine vont au thédtre) 1911 ropa pexwuccepa Pomeo bozeTTu. [ige
XKEHLWMHbI NoCellatoT TeaTp, rae BeayT cebsi HEMPUCTOMHO: TPOMKO CMetoTCs,
MeLatoT APYTrUM 3PUTENSIM M aKTUBHO XKECTUKYANPYIOT. MMnepTpodrpoBaHHble
no3bl M MUMMKA FEPOVHb «PaCCKa3blBalOT» 3PUTENO O TEMMepameHTe, Couu-
aNbHOM MONOXEHMM U MPUBbIYKAX ABYX XKEHLWMH. [1prn 3TOM pexxnccep MpoHU-
3UpyeT Hafj CYUTbIBAHMEM 3MOLMI MO XKecTaM U MUMIKKE B CBOEN NeHTe «THK»
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(opur. Le Tic) 1907 rofa, roe rmaBHasi repomHs — XeHLMHa, CTpafaolias oT
TUKa, 13-33 KOTOPOTO OHa KMBAET M MOAMUTMBAET MYXYMHaM. 34ech NoKasaHa
npobnema MHTepnpeTaLyn TENECHOTO A3bIKa, KMHECUKI: HE BCE XKeCTbl MHTEep-
NPeTMPYOTCA Pa3HbIMU NIOAbMU OAMHAK0BO. OfHAKO PaHHEE KMHO He MPOCTO
NO3BONSAN0 3PUTENIO BbIpaXaTb CBOE HECCO3HaTeNbHOE, HO U 3a4aBano emy
paMKyv NoBeaeHus: B «<beTTn 1 [pkeiiH B TeaTpe» 3puTento HarsaHO NoKasbisa-
10T, KaK He HY)KHO cebsi BeCT, a B husibMe «THK» — OTHErO HEOHBXOAMMO KOHTPO-
JIMPOBAaTh CBOW BeCcco3HaTenbHble ABMKEHUS. TakuM 06pa3oM, Marus skpaHa
YCUAMBAET CaM KOHTPO/b Hafd 06pa3oM U TENECHBIMU NMPOSBAEHUSAMI HE TOMb-
KO 3KPaHHOTO NepCoHaKa, Ho U 3puUTens.

MoaobHas LennTenbHas cuaa KUHO SIPKO OTpaxeHa v B dunbme «Tai-
Ha Kagopckux ckan» (opur. Le Mystére des roches de Kador) Neorca Meppe 1912
roga. CioxeT dunbMa 3aBs3aH Ha HacneacTee: cupoTa Cio3aHHa ae /lopMens CTa-
HOBUTCS HacCNefHWLUEN 3HAYUTENbHOMO COCTOAHMS CBOEro AfM, HO [0 CBOEro
18-neTusi OHa He MOXET PaCcMoPSHKATLCS NMONYHEHHbIM COCTOSIHUEM: OHO NEPeLLo
B ynpasfeHue Ky3eHy NoKOMHOIO, KOTOPbIN XO4ET OKOHYATENbHO 3aBNaAeThb f1eHb-
ramv. OH pellaeT CBECTH AEBYLKY C yMa, 4TObbl OHa He bbina cnocobHa pacnops-
KaTbCsl COBCTBEHHbIM GOraTCTBOM. B UTOre ee3aCTaBNSOT NEPEXUTH TPAruieckoe
CobbITME, M OHa BNaflaeT B UCTEPUYECKYHO aMHE3MI0, OT KOTOPOI ee CTPeMATCS 13-
6aBuTh poacTBeHHMKN. Monaaas K Bpady, Clo3aHHY HaYMHAIOT 1eYNTb KMHEMaTo-
rpacoM: OHa HabntoAaEeT 3a CBOMMM PeaKLMaMM Ha IKpaHHOe N306paxeHie, bna-
rogaps dyemy viznednsaetca. [poeKUms Ha IKpaHe akKyMyN1MpoBana ee MbllledHyHo
namsTb, YTO MOMOMIO BOCCTAHOBUTL COMATUYECKYIO (purC. 5-6).

Puc. 6. Kagp n3 dpunbma «TaiiHa Kagopckux ckan» (opur. Le Mystére des roches de Kador),
pex. NleoHc Meppe, 1912 rof. 3 MUH. 37 ceK. CKPMHLWOT aBTOpal?

2 NcTouHMK n3o6paxenms cM: URL: Le Mystere des roches de Kador (Léonce Perret, Fr., 1913) -
YouTube (15.11.2023).
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Puc. 7. Kapp u3 dunbma «TaltHa Kagopckux ckan» (opur. Le Mystére des roches de Kador),
pex. JleoHc Meppe, 1912 rog. 3 MUH. 40 cek. CKpUHLLOT aBTOpa

MOMUMO LENUTENbHOM CUIbI, KMHO MO0 1 MPOBOLMPOBATH HEMPUSTHbIE
KaK 3pWTeNbHbIE, TaK 1 TENECHbIE OLYUIEHNS, HANPUMED, KOHBYbCUBHbIV NpPW-
NafoK OT HEeBO3MOXHOCTM CHSATb OAeXabl y repost dunbMa Menbeca «Cambiit
HEBO3MOXHbIM Cnocob nevb cnath» (1900) nonb3oBancs 0cobbIM MHTEPECOM
y COBPEMEHHVIKOB PEXMCCepa 13-3a CBsi3uW C «TenoM» (Danvers, 1925, p. 5).

Mpn CpaBHeHWW NEHT C TaHuamu kabape 1 NpoyYMMKM BUAAMU TaHLEB,
KOTOpble MPoM30LWNKN OT Kabape, KOMMPYIOLWMX pasnnyHble Aesraumm («bettn
v [KelH B TeaTpe»), MOXHO MPOCNEANTL 3BOMOUMIO Pa3BUTHS pelenummn u
ayamoBmM3yanu3aunm kabape B kMHo. Ecnm B 1900-1910-e camu TaHLbl Kabape
CTaHOBUNVCH METAHAPPaTUBOM U OBBACHANN CIOXeT, To B 1920-e aeMoHCTpa-
LMS KyNBTYpbl Kabape YeTKO AaBana NoHsATb 3pUTENHO, O YeM UAET peudb, B TaH-
Lax 6onblie He BbiNo NepenneTeHnin KoHLEeNUMiA 1 Teopuii. Ans Takux hunb-
MOB, KaK «[lyTelecTBre BTpoemM» (opur. Il était une fois trois amis, 1928) XKaHa
Benya-/leBn 1 «[louenyi, KOoTopblid yousaeT» (opwr. Le Baiser qui tue, 1928)
XaHa Wy peuenuus KynsTypbl Kabape MrpaeT 3HauyWTeNbHY0 ponb: kabape
W KaHKaH CTaHOBSATCS OTPaXeHWeM TMMUHANBHOTO COCTOSHUS TaBHbIX Frepoes,
UX NMOTAEHHbIX XKeNnaHnii, obHaxas aMOUBaNeHTHOCTb M COKPBITYHO MOPOYHOCTb
KaK repos, Tak 1 cobblTuiA, NnponcxoamBLinx 0 kabape (Danet, 2015, p. 42-47).
B Lenom, cBsizb Kabape ¢ NOPOYHOCTBIO NpocnexnBaeTcs U B 1900-1910-e: Tak,
B neHTax Anuc fuc «B kabape» 1899 roga 1 «3nunentnyeckuii matpac» 1906
rofa feBMaHTHoe noBefeHne Hbi10 CBA3aHO C PacnmMTUEM anKorons, v PeXunc-

2 WcTouHrK n3obpaxeHuns cm.: URL: Le Mysteére des roches de Kador (Léonce Perret, Fr., 1913) -
YouTube (15.11.2023).
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cep CTpeMuUICa NPoAEMOHCTPUPOBATL U OCYAUTL 3TY NMOPOYHYIO B3aMMOCBA3b
(B «3MMNenTUYeCcKoM MaTpace» anKorofibHble KOHBYNbCUM MbsSHWLbI NPYPaB-
HUBaNUCh K 3anNunenTuke). B Hemeuknx dunbmax 1920-x MOPOYHOCTb repoes
06BsACHSAETCS N0OOBBIO K TaHLAM, a CaMu OHY BOCTIPUHUMAIOTCS 3pUTenem Kak
rpsagylas onacHoCTb. CBA3aHO 3TO C MUrpaLMeit XeCToB 1 No3 Kabape B Takume
NaToONOrMYeCKMe TaHLbl KaK KEeKYOK 1 MefiBeXUii TaHell,

MoMMMO 3TOro, Yepes 130OpaKEHNEe KyNbTYPbl Kabape pexucceps! pac-
KPbIBAIOT rpaHuLbl rOpofa, ero OnacHoOCTb. Tak, B Guibme «HeTbipe ann3oaa
13 XM3HW Bpada» (opwr. Falsche Scham—Vier Episoden aus dem Leben eines
Arztes, 1926) Bpaden-cueHapuctoB Kypta Tomannsl v Hukonaca KaydmaHa
NOBECTBOBaHWE Pa3BOPAUMBAETCS BOKPYr ABYX MOMOAbIX NtOfel, OTnpaBns-
IOLLMXCS Ha sApMapKy, YTobbl NOCMOTPEeTb HoMep Kabape. OfiHAKO He3Hako-
MeL, NPUINaLaeT Ux Ha NPOMUAKTUYECKYIO BbICTABKY W NeKLMI0 0 cudunmce.
[1ByM MONOAbIM NIOAAM NpeaiaraeTcs 3arsHyTb B MUKPOCKOM, YTOBbI MENbKOM
YBUETb MUKPOObI, OTBETCTBEHHbIE 3a 3TO 3aboneBaHyvie: OHM BMAST 6onesHb
no Mepe ee NPOrpeccMpoBaHus. 3Ta Mu3aHcUeHa cpaBHUMa C «KabuHeTom
pokTopa Kanurapu» (opur. The Cabinet of Dr. Caligari), rae noam Takke 1yt
pa3BneyveHnin Ha apmapke (Danet, 2015, p. 48). MNpogomkan 3Ty Temy huabM
«Mopanb» (opur. Moral) Bunnu Bonba, B KOTOPOM GbiNa pacckasaHa uctopus
TaHUOBLMLUbI Kabape, NCNoNb30BaBLIEN KMHOKaMepy Ans cbopa KoMnpomaTa
Ha MYX4YUH-NnoceTuTenel, Kotopble bbinn YneHamu «O6LecTBa HPaBCTBEHHO-
CTu». 3ech Kabape BbICTYNaeT Kak CBOEOOPA3HOE «<MECTO OUMLLEH NS »: FOHIMMAn
3a CBOO aMOPanbHOCTb XeHLMHa pa3obnadaeT nvuemepue COBPEMEHHOTO el
06u1ecTBa. B 3TOM e KOHTEKCTe MOXHO MHTepPNPeTMpPOBaTh 1 «HeTsipe 3nn3o-
[1a N3 KM3HU Bpaya»: MMEHHO NPOCMOTP HOMepa Kabape CTUMYANPYET MONOAbIX
MOAEN CXoanTb Ha APMapKy, Ha KOTOPOW OHK y3Hanu o cMepTenbHo 60ne3Hu.

[l0BONBHO 4acCTo B KMHO CaHMTapHOe MPOCBeLLeHVe U MEAULMHCKIE Aeli-
CTBMS NPOHUKAIOT B NOMNYNSPHbIE MecTa Aocyra (M 3TO Hecny4aliHo, BeAb KaHKaH
TOXe KOMMPOBan ABWKEHUS NCUXMYECKN BOMbHBIX), UMUTUPYS FOPOACKME pas-
BeveHns (MOMMMO YNOMSIHYTBIX Bbile GUABMOB MOXHO BCMOMHUTbL U hUNbM
1928 ropa «llecTb AeBylleK MLyT npucTaHua» (opwr. Sechs Mddchen suchen
Nachtquartier)). UHTepec KMHO 1920-X K FOPOACKMM MONYNSPHBIM pa3BiedeHu-
SIM NOPOAMA HEeHapPaTMBHbIE MOAXOLAbI K M3006PaXeH 0 NOBCEAHEBHOM XKN3HU:
ropof Npe3eHTOoBaNCs Yepes XecCTbl 1 MOBTOPAIOLWMECS AEVCTBUS, UMEHHO Mo-
3TOMY Kabape Ha4ynMHaeT PUryprpoBaThb KaK OfHa 13 SPKMX XapaKTePUCTUIK «MO-
POYHOCTU» penpe3eHTUpyeMoro B hunbme ropofa.
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3AK/TIOHEHUE

Taknm 06pa3oM, paHHee KMHO, a 0COHBEHHO KMHO C TaHUamu Kabape, npes-
CTaBNSN10 cOB0M NOMMKOAOBBIN TEKCT, KOTOPbIV AENCTBUAMMN 1 0Bpa3amm akKy-
My/IMPOBan 3a6N10KNPOBAHHBIE UMK YIKE NEPEXUTHIE BOCTOMUHAHMS. 3TO Obina
HEe TONbKO TenecHasi MUTaLUMS, HUKaK He 3aTparvBatollas noaco3HaTenbHoe,
Kak B cnydae ¢ «betTu u [DreliH B TeaTpe», a METaavCKypC C BbICTPOEHHbIM pac-
cKa3oM. Ha npumepe pa3obpaHHbix Bbile hUAbMOB MOXHO NPOCAEAUTb Npo-
LeCC MaHUNYNSLMM 3pUTENEM: OTPLIBUCTbIE TaHLEBANbHbIE ABVIKEHWS NOSBNS-
NVCb CneunansbHo s TOro, YTobbl 3aCTaBUTh 3pUTENS NEPEXUTL CLeHapWiA,
3aN0KeHHbIN B hunbMe, ayanoBn3yansHo. Kaxylmecs aBTOMaTUHeCKUMI Kxe-
CTbl TAHLOPOB FMNHOTU3NPYIOT 3pUTENS, NOAABNSS ero CO3HAHWE; 3pUTeNb He
MO CONPOTUBAATHCS Vi COMATUYECKM 1 NMCUXMYECKM NOAPAKAN MEXAHUYECKIM
ABVKEHWSAM, MPOUCXOAALLMM Neped HWUM. Takoe nogpaxaHue 1 bnaroropeHve
nepeg 6€CKOHTPObBHbBIM 1 MEXaHUYECKIM BbINO 3aN0XKEHO YKe B POMaHTHYeC-
KOM NpeKNoHeHNY nepes KyKno.

CuHecTe3ns cnocobcTBOBana MPOHWMKHOBEHMIO B TalHbl TaK Ha3blBa-
eMOro KOMNEKTUBHOIO Hecco3HaTenbHoro. MoXHO yTBepXaaTh, YTO MMEHHO
B HM30BbIX TaHLAX PaHbllie BCEro NPosBMUAACch TEHAEHUMS U Tara K NPUMUTYB-
HOMY, CToNb nonyndpHas B 1910-1920-e, ayanoBM3yanmn3npoBaHHasa NMMeHHO
TaHLEBaNbHbIMN AB/MKEHNSAMN: B CAMOM KaHKaHe M3HayanbHO 6bin 3anoxeH
NaTONOMMYECKNIA KeCTOBbIV $3bIK, KOTOPbIM MO3Ke CTan acCoLMmMpoBaThCs
C perpeccoMm Ha hoHe conmKeHns ¢ adbpuUKaHCKMMK TaHL@MKW, MECMepUYeCKU-
MU NpaKTMKaMm 1 WapnaTaHCKUM AMCKypcoM. B utore nccnepgosatenv fopaoH
1 PabUHOBWL, CHMTaNN, YTO 3pUTENb NOAHOCTHIO 3aBUCEN OT ABMIKEHUI Tena,
nepexuman vx (Gordon, 2001b, p. 67-71; Rabinovitz, 2012, p. 141). 3T¥M MOXHO
06BACHNTb 1 6ONbLIOE KOANYECTBO A€BMALMI B pAHHEM KMHO (Hanpumep, «Hu-
KoTuHoBas des» 1909 roaa (opwur. Princess Nicotine; or, The Smoke Fairy), <FTHOM
u ruraHT» (opur. Nain et Géant) 1901 roaa nnn «Kekyok rHoma» (opur. Le cake-
walk chez les nains) komnanwm Nate 1903 roga): Bce 3TO COMaTUYECKUe TpUrre-
Pbl, MOMOTatoL|Me 3pPUTENIO «MPOYMTaTb» 3aNOKEHHBIA B NEHTY CMbICH.
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B KMHEMATOTI PAOVYECKIX
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AHHoTauus. CTaTbs NOCBsALLEHA KMHEMATOrpadryecKnM NPOYTEHNSM TeMb
®uHana [esston cumdoHuy J1. BeTxoBeHa, HanucaHHOW KOMMO3UTOPOM Ha
TekcT ogbl “An die Freude” («K pagocTu») ®. LUnnnepa. My3bika Freudenmelodie
(«Menofgmnv pafoCT») NPUHAANEXUT CNEKTPY CaMblx BOCTPEBOBaHHbIX KMHe-
MaTorpadoM KNacCUyecKmx My3blkanbHbiX TOMOCOB. OfiHa M3 MPUYUH TOMY
— CEeMaHTUYecKas MHOFOC/IOMHOCTb, MOPOAMBLIAs HeobblYalHO BoraTyo IKC-
Tpamy3blKanbHYH CTOPUIO BETXOBEHCKOTO onyca. OCHOBHbIe BEKTOPLI pabo-
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KOHTEKCTE aBTOPCKMX BbICKa3bIBAHWIA.

© Hayxa B TekcTe BrnepBble yaenseTcs BHUMaHve B3avMOAENCTBIIO CNIOXKHOIO CUHTe-
TUYECKOrO CMeKTPa CMbIC/IOB My3bIKaNbHOMN TEMbI C BU3YyaNnbHbIM PSAOM MUcche-
JyeMbIX KMHOKapTWH. OfMH 13 NOMOCOB 3aeck 0bpa3yeT KOMMEHTUPOBaHNE
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Abstract. The article examines the cinematic interpretations of Ludwig
Beethoven’s Ninth Symphony, specifically focusing on the theme written by
the composer to Friedrich Schiller’s text, An die Freude (Ode to Joy). The motif
known as the “Freudenmelodie” (“the melody of joy”) holds a prominent place
among the most popular classical musical topoi in cinema. Its multilayered
semantics has contributed to an extensive history of extramusical associations
with Beethoven’s opus. Cinematic approaches to this musical motif vary,
ranging from simple diegetic connotations in mainstream films to “catastrophic
non-banality” and profound treatments in the context of auteur self-expression.

This article is the first to explore the interaction between the composition’s
complex synthetic spectrum of meanings and the visual structures employed
in films. One aspect involves the visual representation of musical affects,
expressive features, and emblematic figures. Such are, for example, graphic
elements within the frame in Abel Gance’s Beethoven’s Great Love, mirroring
effects in Tengiz Abuladze’s Repentance and Andrei Tarkovsky’s Nostalghia,
visual “intonations” in Rainer Werner Fassbinder’s The Marriage of Maria
Braun, and kitsch and visual clichés in Kira Muratova’s Passions. However, it
is filmmakers’ treatment of musical time that indicates a truly comprehensive
assimilation of the multidimensional semantic depth of the opus. Temporal
structures in films correspond to the essence of Beethoven’s music through
existential compression of montage rhythm (Ingmar Bergman), multilayered
intraframe movement (Bernard Rose), mystical transformation of the on-
screen space (Tarkovsky), super-speed object movement (Muratova), and the
musicality of silent forms of motion (Tarkovsky, Muratova).

Keywords: Beethoven, Ninth Symphony, film, music, interpretation, Ode to
Joy, topos, emblem, musical time
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BBEJEHWVE

My3bika Ha TekcT @. Lvnnepa 13 oapl “An die Freude” («K pagocTu») 13
®uHana [lesatoit cumdonum® /1. beTxoBeHa, n3BecTHas Kak Freudenmelodie?,
NPYHaANEXMT CNEKTPY CaMblx BOCTPebOBaHHbIX KiHeMaTorpadom knaccuye-
CKMX My3blKanbHbIX TONOCOB. OfHa M3 NPUYKMH TOMy — HeobblYaliHo HboraTtas
IKCTpamy3blkanbHas UCTOPUS TeMbl, NOPOAMBLUAS LWMPOKUIA CrneKTp dhakTono-
MMYeCcKMX accoumaumnii n yKopeHuBLUas ee B MaCCOBOM CO3HaHMW. BaxHelilwas
KOHTEKCTyanbHasi 061acTb 3aecb — nonuTudeckas uctopus Freudenmelodie.
B TedyeHue nocnegHux ABYX CTONETWIA BETXOBEHCKMIA MOTUB CNYXKWA CBOEro
pofa apeidytollein ambaemMoin C napafgokcanbHbIM 3TUYeCKM 3apsaoM. Okasa-
NOCb BO3MOXHbIM MCMO/Bb30BATh €ro B CaMblx Pa3Hbix KOHTEKCTax, 415 NPOABK-
XKEHWNs B3aVIMOMCKIIOHAIOLWMX M — OT PacoBOI YMCTOTbI 10 NPaB YENOBEKa,
OT HauMoHanv3mMa 10 M1poBOro bpaTcTea’.

Ype3BbivaiiHO boraTas noanTuyeckas uctopus [leBatol no3sonset ap-
FEHTVHCKOMY UCTOPUKY My3biKM IcTebaHy byxy npoynTaTh B HEl 0COObIN KOH-
LenT «My3blkanbHoM yTonuu» (Buch, 2003, p. 4), a MeNoANYECKYIO CTPYKTYpPY
Freudenmelodie onpepenvTb Kak «CMMBOA rocyAapcTBa», KOTOPOe NOHMMAETCS
KaK «HeKMI abCTpaKTHbIN NPUHLMN OpraHM3aummn YenoBeYeCKoM xu13Hm» (Buch,
2003, p. 108). Pa3Hoobpa3Hble NOAUTUYECKME «MPUCBOEHUS» HETXOBEHCKOM

! 3aronoBOK, MpefnocnaHHbiii KOMMO3UTOPOM MepBOMY U3faHuio [leBATON CUMQOHMM:
“Sinfonie mit Schlusschor tiber Schillers Ode ‘An die Freude’ fiir groRes Orchester, 4 Solo und 4
Chorstimmen componiert und seiner Majestat dem Konig von Preufien Friedrich Wilthelm 11l in
tiefster Ehrfurcht zugeeignet von Ludwig van Beethoven, 125tes Werk” (c Hem. — «CumdoHwms
C 3aKN0YUTENbHBIM XOPOM Ha TeKCT opl “K Pagoctu” Wnnnepa ans 600bWOro opkectpa, ye-
ThIpex CONMCTOB ¥ YETbIPEXTONOCHOTO XOpa, COMMHeHHas 1 Ero Bennyectsy Koponto lNpyccuu
®puapwxy Bunbrensmy Il ¢ rybovaiilinm bnaroroBeHrem nocesileHHas /lioasmnrom BaH bet-
XOBEHOM, COMMHeHNe 125»). [epBoe UCMONHEHNE COCTOSNOCH 7 Mast 1824 .

2 Freudenmelodie (c HeM. — «Menoans pagocTn») — My3blkanbHas Tema 13 ®uHana [leBsToi
cnumdoHmn /1. beTxoBeHa, 03By4MBaioLLas cTpody 13 oasl «An die Freude» («K pagocTu») &. Wnn-
nepa (1785): “Freude, schoner Gotterfunken, / Tochter aus Elysium! / Wir betreten feuertrunken,
/ Himmlische, Dein Heiligtum. / Deine Zauber binden wieder, / Was die Mode streng geteilt, /
Alle Menschen werden Briider, / Wo Dein sanfter Fligel weilt” («PagocTb, nnams HesemHoe, /
PaiicKkmin gyx, cneTeBWMI K HaM, / OnbsiHeHHble TO6O10, / Mbl BOLUAW B TBOW CBET/IbINA XpaM. / Tbl
conuxaelb 6e3 ycnnbs / Bcex paspo3HeHHbIx Bpaxaow, / Tam, rae Tol pacKuHelb Kpbifbs, /
NMoan — 6paTbs Mex coboit», nep. Y. MUprMcKoro).

3 [locTaTo4HO ynoMmsiHyTh 06 ncnons3osaHum Freudenmelodie B kayecTse Lienoro psiga nonu-
TUYECKUX TMMHOB — FOxHOW Popesnu (1974), CoBeTa Esponsl (1972), EBpocoto3a (1985), o 3By-
YaHun CUMAOHNM Ha LePeMOHUN BCTYNNeHUS B AOMKHOCTL @. MuTTepaHa (1981), BO Bpems
cobbITUiA Ha nnowaan TaHbaHbM3Hb B [NeknHe (1989), Ha KoHUEepTe No ciyyato nageHns bep-
JIMHCKOW CTeHbl (1989) (mns 3Toro KoHuepTa anpwkep /1. bepHCcTaliH 3amenHnn cnoso «Freude»
(«pagocTb») B TexcTe Oppbl Ha «Freiheit» («cBobopaa»)).
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Tembl BMMUCbLIBAIOTCS B ellle bonee HecrnprMepHy UCTOPUIO POMAHTUYECKOro
MUda 0 KoMNo3nTope. 3Ta UCTOPUS NECTPUT MeTadopamy CBEPXbECTECTBEH-
HOW TBOPYECKOW CWAbI, NPUCYLLIEN HEMELKOMY reHuto: b. dhoH ApHUM CpaBHU-
BAET €e C 3NEKTPUYECKON CUAOW [YXOBHOro co3unaaHuns (Arnim, 2015, S. 248),
3. T. A. TodbMaH Ha3biBaeT «LapCTBOM HeobbATHOTO U becnpeaensHoro»*. P. Bar-
Hep B CBOeM TekcTe O beTxoseHe 1870 rofa® NpsMO NpUPaBHMBAET 8038bI-
WeHHoe BETXOBEHCKOMO UCKYCCTBA K «BO3BbILLEHHOMY AyXy» HEMELIKON Hauun
B VI3BECTHOM MPOTMBOMNONAraHNM HEMELKOTO MAeanbHOTO MUPa «BHYTPEHHEro»
Honee NerkoBeCHbIM «BHELLIHUM» CBOMCTBAM dpaHLy3CKOro MckyccTaa (BarHep,
1911). Taknum 0b6pa3om, My3bika beTxoBeHa CTaHOBUTCA 3MBNeMaTUYECKNM Bbl-
paXeHMeM 3apoXaaoLencs UAeoNornn «HeMeLKOM AyXOBHOW HauuuW», BMo-
CNEeACTBMM CbirPaBLIEN HEMANOBaXKHYIO POSb B UCMOb30BaHUN MPOU3BeaeHNI
KOMMO3MTOpa B NponaraHae Haumama® v coumanmnsma’.

C pa3BUTMEM MaCCOBOV KynbTypbl OETXOBEHCKMI MW BbIPOXAAETCS
B KOMMEpYeCcKoW WHAYCTPUM KUTHYa: MOBCEMECTHO BOCMPOW3BOAUTCS CTaH-
AapTHbIA 06pa3 nuua 1 rpuebl beTxoBeHa — «Kopons /lbBa» 3anagHow My3biKH,
a BCTYNUTENbHbI MOTVB [5TON CUMDOHMIN YTBEPXKAAETCS B POV CaMOro y3Ha-
BaeMoro «pblka» 3amnaHoeBPONericKon My3biki. He ocnabeBaeT NoToK nuTepa-
TYpbl B fiyxe POMaHTUYECKOro KIOHCTIeppoMaHa v buorpaduyecknx huabMos
0 komno3suTtope. CylWecTByeT Aaxe Cnexkyavpytoulias Ha Mude NoaTpaanums, nod-
POBHO OMUCHIBAIOLLAS ONACHble NOCNeACTBUS NPOCAYWVBAHUS My3blki BeTxose-
Ha: K Hei oTHOCUTCS, HanpuMep, Hosenna P. Mpunerkepns “Das Musikfest oder die
Beethovener” («<My3bikanbHblin decTnBans nnm BeTxoBeHLbl», 1838), a Takxke po-
MaH 3. bepmrecca “A Clockwork Orange” («3aBogHol anenscuH», 1962).

ICTETUYECKNIA ANCKYPC NOCTMOEPHA, MOKa3bIBatoLMM OTHOCUTENBHOCTb
OPWEHTUPOB (MCTOPUYECKKX UK reorpacdryeckinx) BCko Mudonormsaumm,
NopoXaaeT MCCnefoBaTeNbCKUA MHTEPEC K CaMOoMy MpoLeccy peuenumn —
npupoae hopMUpPOBaHNS U NPUYMHAM YCTONYMBOCTN MUPOB Kak 0COBbIX MeH-
TaNbHbIX KOHCTPYKUMI (Shynkaruk et al.,, 2018) 1, COOTBETCTBEHHO, MPOM3BO-
OMT AEKOHCTPYKLMIO KNAacCMYeCKOro KaHoHa 3anafHoMn My3blKKM, CyLLeCTBEHHO

4 13 peueHsum 3. T. A. TodmaHa Ha Matyo cumdonmio /1. BetxoseHa: Hoffmann E. T. A.
Beethovens Instrumental-Musik. Zeitung fur die elegante Welt. Leipzig. 9-11 Dezember. 1813.
LunT. no: (fodman, 1991, . 59).

>Tobena lepmaruy B 1870 1. BO (hpaHKO-NPYCCKOM BOViHe COBMAfaeT co CToneTviem beTxoBeHa.

© My3blka beTxoBeHa 1cnonb3oBanach «mo CNy4at» B MOMEHT cMepTu MnTnepa — obbsBneHne
HemeLKoro pagno 06 3TOM COBbITHM NPO3BYYaNo NOA My3biKy «[TOXOPOHHOrO MapLa» U3 C1M-
cboHum N2 3 («[epowiveckoin»).

"0 coBeTCKOM HETXOBEHCKOM MUdE 1, B 4aCTHOCTU, O KoanduKaumn JessTon cM. B 06CTOs-
TeNbHOM vccnefoBaHmun M. Paky: (Paky, 2014).
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TpaHcopMUpys, B TOM Y1CNe, OTHOLIEHWE K hurype Hemelkoro reHus (White,
2022)8.

Pa3BeHYaHUIO reponKo-pOMaHTUYECKOro HETXOBEHCKOTro Muda 3aKoHo-
MEPHO CMOCOBCTBYIOT M akafeMmyecKne McCneqoBaHns Hacneams KoMmnosu-
Topa. MpopbIB TEKCTONOMMYECKMX U3bICKAHNIA COBEPLIAETCS B KOHLE XX Beka
(80-90-e) B CBSA3M C LEMbIM PSAOM M3AATENbCKUX COOLITUI — nybankaumen
NONHOMO cobpaHus MUCeM, Pa3roBOPHbLIX TeTpaaei, HabpoCckoB KOMMO3WTO-
pa’. [1ea 0603HayeHHbIX hakTopa 0bycnoBnMBatoT HopMUpPOBaHME HOBOM
TpaauumMm nccnenoBaTensbCKon beTxoBeHMaHbl: HaunHas ¢ 1980-1990-x, 13y4e-
HVe pelenuuy BbIABUIaeTCs Kak OfIHO 13 Hanbosnee akTUBHbIX HanpaBneHW,
B KOTOPOM mcTopuyeckuii noaxop (DeNora, 1995; Wallace, 2020) coceactsyeT
C 3BOMOLMOHHbLIM (Bauer, 1992; Comini, 2008).

MHoro4vcneHHble BKNOYEHMS Ha NPOTMHKEHNI XX Beka My3blkv BeTxoBeHa
B KMHemaTorpauyeckme npomnsBefeHns CTaHOBATCA CBOeODPa3HOMN MHTepMe-
AvanbHoW peanu3auymein 0603HaYeHHON peLlenTyBHOM NCTOPKK. ITOMY CMOCob-
CTBYET y)Ke caMa cneLmduKa K1Ho, 06afatoliero BOIMOXHOCTbI0 ONeprpoBaHus
H6oraTcTBOM BepOanbHO-NOHATUHbBIX KOHTEKCTOB Yepe3 COOTHeCeHMe 3BYKOBOMO
v BM3yanbHOro psgos. Tak, akparu3saums C. Kybpukom B 1971 rogy pomaHa 3. bep-
pxecca “A Clockwork Orange” cTaHOBMUTCS MOCTMOAEPHUCTCKOW pednexcrein Ha
TeMy O MapajfoKCanbHON CMbICIOBON aMbUBaneHTHOCTM 3MOLUMOHaNbHoro acd-
bekTa WmnnepoBckor «Oabl K panocT» . 3HaMeHaTeneH U ToT GaKT, 4TO MMEHHO
npotiecc gemudonornsaummn 6eTxoBeHCKo [leBAToM SBNSETCS CIOKETOM KUHEMa-
Torpacuyeckoro nponssegeruns — 8 hunbme A. bapukko «/lekums 21» (2008) onyc
KOMMNO3KTOPa NPeACTaeT B CBETE AMANEKTUYECKOrO MPOTUBOCTOSHUS KOHLeNL Wi
«[lyTOrO LefieBpa» U «reHranbHo BEPLUMHbI» TBOpYeCcTBa.

8 Pabota . YalTa «TeHun beTxoBeHa: fiBeHaaLaTb 0bLwmx BapuaLmii» (White, 2022) nocesiuieHa obo-
CHOBAHWIO YCTOMYMBOCTY YHNBEPCANBHOIO KaHOHA 3amnafiHOeBPOMNeriCKOM My3biKK, a Takke 1c-
CNEf0BaHMI0 €0 AEKOHCTPYKLMM, MPOUCXOAALLEN HA MPOTSHKEH WM TPEX MOCNEAHNX AECATUNETUN
Ha (DOHe CHVKEHWUS aBTOpUTETa UAEW KyNETYPHOTO €BPOMOLEHTPM3MA.

9Beethoven-Haus (BoHH) B 1996-1998 rofiax BbINyCTWA CEMUTOMHOE 13aHne nvcem beTxose-
Ha, NOAroTOBWA NyBAVIKaLMIO AeCcsTU COOPHUKOB Pa3roBOPHbBIX TETPaAEN KOMMO3MTOpa, Op-
raH130Bas JONTOCPOUHbIE MPOEKTI 3aHUs BCex Npon3seaernii betxoseHa (Neue Ausgabe)
1 BCex 3CKn30B (Skizzenausgabe). A. TalicoH, [. [hxoHcoH v P. BuHTep B 1985 rogy onybnumkosa-
7Y HOBATOPCKUNIA CMPaBOYHMK PEKOHCTPYKLUMIA “The Beethoven Sketchbooks” («beTxoBeHckme
anbbombl 3ckn308»). T. Anbbpext B 1996 rogy NOArOTOBWA K M34aHWIO TPW TOMa MUCeM, Hamnu-

CaHHbIX beTxosery.

10 CMbICNOBOM ABYCMbICIEHHOCTH WKANEPOBCKO Ofibl, — COYETaHMIO B HEW NpM3blBa K eau-
HEHMIO C MPEABECTVEM Ye/IOBEYECKON Pa3obLLEHHOCTH, — W WHCTPYMEHTaM €€ PacKpbITUst
B bunbme C. Kybpuka «3aBoaHOM anenscuH» NocesueHa pabota: (Hoyng, 2011).

11 Cm. 06 3TOM, Hanpumep: (fTopbaTtosa, 2016).
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B cBOW o4epedb, M3ydeHWe KMHOMHTEpPMNpeTauuin My3blku beTxoBeHa
(Hillman, 2005; Sheer, 2001) pa3B1BaeT 0603HaYEHHYHO Bbille MCCNEA0BATENLCKYO
peuenTMBHYIO TeHaeHUMo. B 3ToM anckypce [leBsTas NpenmMyllecTBeHHO pac-
CMaTPUBAETCS KaK MHAEKC, aKTyanv3npyoLLnii B ANEreTUYecKOM NpOCTPaHCTae
KUHOMPOU3BeAeHNst pa3HoObpa3Hble MNacTbl BHEMY3bIKANbHOTO COAEPXaHMNs,
CBSI3aHHbIE C IMTEPATYPHbIM NEPBOUCTOYHUKOM, UCTOPUKO-KY/BTYPHbIMU 1 Ue0-
NOTUYECKUMU KOHTeKCTaMK (HOyng, 2011; Pontara, 2011; Bonkosa, 2015). [pu 3TOM
B 6ONbLWMHCTBE CNyYaeB 3a CKObKaMu MCCNeaoBaHnii ocTaeTcs COBCTBEHHO ce-
MaHTW4eckas paboTa, KOTOPYHO NPOAENLIBAIOT C My3blKaNbHbIM PSAOM KUHEMATO-
rpacduyeckme CTpyKTypbl. A Mexay Tem dunbM 061aaaeT BO3MOXKHOCTbIO «4UTaTb»
3ByYalllyto MaTeputo, akTyanusnpys B Heli pasHble CeMaHTUYeCKMe oK, a TaKke
CTPOUTb B NPOLIECCe 3TOMO YTeHUs COBCTBEHHYIO YHUKaNbHY0 GOpMy peLenTms-
HOW COBBITUIMHOCTW. ITOW Manom3y4eHHON CTopoHe npobaemMsl 1 ByaeT noces-
L|eHO Halle UCCNefoBaHue, ANs Yero He0BXOAMMO KOCHYTLCS BOMPOCA CIOXKHOMO
CYIHTETWYECKOro coflepwaHuns GeTXOBEHCKOro onyca v ysiCHUTb, K KaKoMy 3CTeTu-
4ecKOMY KaHOHY 0BpalliaeTcs CO3HaHMe COBPEMEHHbIX aBTOPOB B Cly4Yae ayamno-
BM3YanbHOIO «MCCeA0BaHUS» My3bIKM [1eBATON.

My3bikoBeq A. KyapswoBs, uccnegys WUCTOPUIO CTAaHOBEHMS COLepxa-
TE/bHbIX ACMEKTOB B MYy3blKaNbHOM WCKYCCTBE, KOHCTATUPYeT B OTHOLIEHWM
KNacCULUMCTCKOrO CTUAS «TWaTeNbHO BbIBEPEHHbIV banaHC YyBCTBEHHO-HEMOo-
CPeACTBEHHOrO, PaLMOHanbHO-NOMMYECKOro U UAeNHO-BO3BbILLEHHOrO (Benu-
KOTO), 3aNOXeHHbIV XyJOXKHUKOM B MPOU3BEEHMM 1 HanpaBNeHHbIN Ha “ecTe-
CTBEHHOE” BOCMPUSATME raPMOHUYHO pPa3BnTbiM Henosekom» (Kyapsiwos, 2006,
€. 162-163). 3aneyaTneHHas B JaHHOM BblCKa3blBaHWM MAEst HEMOCPEACTBEHHOM
KOMMYHVIKaLMW MEXAY aBTOPCKUM ¥ BOCTPUHVMAIOWMM CO3HAHWEM CTaHOBMT-
€Sl OfHUM Y3 KNIOYeBbIX CBOWCTB M KNACCULMCTCKOM My3bIkM. CTaTyc Knaccuye-
CKOTO My3blKa NprobpeTaeT TONbKO B MOMEHT OTAENEHNS OT CBOEro BHEMY3bl-
KafbHOTO MPOTOTWNA — PENUTMO3HOrO UM CBETCKOTO pUTyana. U 3aech BaxkeH
He OTKa3 OT TaKOro BHEMY3bIKANbHOIO CofepxaHus, a TpaHchopmaums ero
B paMKax apxeTUMUYeCKOM CTPYKTYpbl COHAaTHO-CMMMOHMYECKOro LMKNa, rae
B COOTBETCTBMM C HOBOW KOHLeNLmMeii MMPOYCTPOCTBa ApYr 3a ApYroMm che-
AYIOT YeTbIpe acneKTa YenoBevecKoro ObITUS: AeiCTBMe, co3eplaHue, urpa v
KOMMYHMKaLmMs'2, Tem Bonee nokasaTeNbHbIM OKa3blBaeTCa 0b6paTHO Hamnpas-

12 ECTeCTBEHHO, YTO TaKOW Ka4YeCTBEHHBIN CKaYOK My3bIKAHTCKOrO CaMOCO3HaHWs npeanona-
raeT HEMUHYEMOE M3MEHEHNIE 1 COLMANbHOTO CTaTyca KOMMNO3KUTOPa: OTHbIHE OH — HEe3aBUCH-
MbIIA TBOPEL, CYLLECTBYIOWWMIA Pafn OCYLLECTBNEHNS CBOMX TBOPYECKMX Melt. ToBOps O CMeHe
6apOYHOro MCKYCCTBA KNACCULMCTCKINM, Mbl MMeeM B Buay nepexod oT “funktionale Musikwerk”
(«dyHKLMOHANBHOMO My3bIKaNbHOMO NPOW3BEAEHNS») K “autonome Kunstwerk” («<aBTOHOMHO-
My NPOWV3BeAEHNI0 UCKyccTBa») (Ehrenforth, 1973).
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NEHHOE ABMKEHME MY3bIKM KAacCULM3Ma B CTOPOHY ee B13yalbHOrO ONoCpeao-
BaHVS — B KOHTEKCTE MeAUNHOIo 0OCBOEH NS B XX-XX| BeKax.

KnaccuumcTCKmi TUMN XyAoXKeCTBEHHOMO CaMOCO3HaHWS — KOHMANKTHOE
B3aMMO[ENCTBME CBET/bIX U TEMHbBIX XU3HEHHbIX CUA, YYBCTBEHHOW KPacoTbl
n datyma — 06YCNOBAVBAET HOBbIV 3MOLUMOHANBHO-aDMEKTUBHBINA CUHTES,
B COCTaB KOTOPOrO Ha PaBHbIX MpaBax BXOAAT Kak HapouHas penurnosHas
CUMBOAINKA, TaK ¥ 3bl4ecKas repomka aNANHUCTUYECKUX MUAPOB. B YacTHOCTK,
B OCHOBe ipamaTypruyeckux KoHUenuumii /1. beTxoBeHa OKa3biBaeTCs, Kak npa-
BWNO, Maes COCYLLeCTBOBaHMS ABYX MPUHLMMNOB, MPOTUBOCTOSLLMX cune Cyab-
6bl: NPOTUBAEHMS 11 MONBObI, UHTOHALMOHHO Yallle BCEro BbIPaXEHHbIX B repo-
nyecknx haHdapax U NaMeHTO3HbIX, N1aYyLLMX B3AOXax. B Mo3gHMI e nepuog
TBOPYECTBa B paMKax «peayKUun CTUNs» TyBUHHBIN CIOXKeT Npov3BefeHul
BeTxoBeHa NpeTepreBaeT nNpuMeyaTenbHyto TpaHchopmaLumio. Obo3HaveHHas
BHYTPeHHss 6opbba 4YenoBevecKoro Ayxa npeacraeT B CBETe HOBOMO COOTHO-
LWeHns cyOBeKTUBHOIO 1 06BEKTUBHOIO Havan. Tak, ApamaTyprus [leaToii Bo-
noLWaeT CUMBOMYECKOE OTBEPXKEHNE UEN FEPOUYECKOrO CBepLUEeHMS B NOb-
3y TPaHCLUEHAEHTHOro 3KCTa3a, BbIPaXKEHHOro B TeKCTe WunnepoBckoi Ofbl.
B cuMdoHUM BO BCeli NONHOTE CKa3biBaeTCs CMbIC0Bas aMbuBaneHTHOCTb
NVTepaTypHOro NEPBOMCTONHYIKA, @ TakKe BUAEHNE KOMMO3UTOPOM MCKyCCTBa
KaK CBSILLeHHOAeNCTBa (OTHIOAb He B MeTaOpMYECKOM CMbIC/E), CBA3aHHOMO
€ PUNOCOPCKUMU N PENUTUO3HBIMU MHTEHLMSMM PA3HbIX BDEMEH W HApOLOB —
oT Cokpata o Muncyca®.

®rHan CUMbOHMN HaYMHAETCS C KOHCMEKTUBHOTO M3NOXKEH NS My3bIKaslb-
HOTO TeMaTV3Ma, OIVLETBOPSIOLIENO OT3BYYaBLIME PAHEE KUSHEHHbIE «3Tambl»
— [ENCTBWeE, UTPY 1 CO3epUaHne, — NocnefoBaTeNbHO «OTBEPraeMble» peynTa-
TUBaMU CONMNPYIOLLMX MHCTPYMEHTOB; COBCTBEHHO, XOPOBOV pa3aesn — C MOTHBa
Cynbbel (P. BarHep Ha3biBaeT ero «daHdbapoit ykacar). Ha Hero cnepyeT oTBeT
conupytouiero bapuTora «O Apy3bs, He HA0 3TUX 3ByKOB! laiiTe HaM yCnbIlWaTh

CoupanbHO-NCKUXonornyeckas TpaHcopmalnst CTana CIXeTHOM OCHOBOW psina GuibMOB O
BeTtxosene. Takos dunbm C. C. [bxoHca “Eroica” (2003). B kapTuHe 3aneyatneH oauH AeHb 13
XKU3HW KOMMNO3KTOPA, 9 MIoHs 1804 roga — feHb McnonHeHus TpeTbelt («[eponyeckoin») crm-
oHwuM /1. BeTxoBeHa.

13 BeTX0BEeHCKOe BOCMPUSATHE NCKYCCTBA KaK HEKOEro CUHTETHYECKOrO CBSLLEHHOACTBa Noj-
TBEPKAAETCS CEHTEHLMAMM CaMOro KOMMO3MTopa (Hanpumep, n3BecTHbiM «Cokpat 1 Mucyc
CRYKMUAN MHe obpaslaMu»), a Takke 3aMblCNIOM HeocyllecTBaeHHoro Adagio cantique (1818),
4acTy KOTOPOTO AOMKHbI ObINM 06BEAVHNTE LLIePKOBHOE NECHOMeHNe 1 Npa3aHecTBo Bakxa.
N. KnpunnvHa ycMatpusaeT B OETXOBEHCKON «PENNTAN MCKYCCTBa» BNVISHVE TEOPUIA MACOHOB
1N UNTIIOMMHATOB, K KOTOPbLIM NPUHAANEXANM YHYUTENS U COCNYKUBLbI BeTxoBeHa No BOHHCKOM
kanenne: H. 3umpok, ®.A. Puc, KI. Hede (Kupunnuta, 2009, C. 82; KupunnuHa, 1992, c. 256-
258). Cm. Takxe: (Kross, 1980).
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bonee nNpuaTHble, bonee padocmHsie», — NpeaBapatoLMi OAHOTONOCHOe 3BY-
YaHwue “Freude, schoner Gotterfunken”.

DOKYC My3blKanbHOW COBLITUIMHOCTN CMellaeTcs B PuHane cumgoHum
OT KOHMANKTHOrO NPOTMBOCTOSIHUS HeN0BEYECKOro co3HaHus cunam Cynbbbi
K rapMOHWYHOMY COCYLLECTBOBAHMIO TOMOCOB «BCEIEHCKOW NMPOCTOTbI» Yeno-
BEYeCKoro HpaTcTBa W «HaA3Be3AHOro» boxecTBeHHOro YHueepcyma. OTToro
4pe3BblYaNHO BaXHasl PONb OTBOAWTCS pasaenam (hopMbl, rae 3MOproHbI HeT-
XOBEHCKOW 3MBembl MPOXOAAT CTaHOBEHWE B pamKax cneynduyeckmx spe-
MEHHbIX CTPYKTYp «MefaneHHol» My3blkn', Cama Freudenmelodie peanunsyet
nogmMeyeHHyto T. ADOPHO TeHAEHUMIO No3AHEro beTxoBeHa K NpefenbHON KoH-
LEHTPaLMM B CEMAHTUYECKOM KOMMEKCEe «OBbEeKTMBHOMO» Havana — «0fHOro-
NOCKe, YHNCOH, 3aBUTOK-DOPMYy/a Kak 3HaK» CyLLECTBYIOT B MO3AHNX TBOPEHMSIX
«be3 BCAKOro onocpefoBaHns» CyGbeKTUBHbIM TOKOM KOMMNO3UTOPCKON pabo-
Tbl. Mo 3amevaHnto dunocoda, «B3aMMHOE BO3ropaHune KpanmHocTel» (06bek-
TUBHOIO ¥ CyGBEKTUBHOIO Havas) NO3AHero CTUAs NOAPA3yMEBAET «He ouulle-
HMe My3bIKaNbHOIO f3blKa OT YCNOBHOW HOPMYbl, @ pa3pylieHre BUAUMOCTY,
6yaTo ycnoBHas dopmyna nogunHeHa cyObekTUBHOCTH, — NpefocTaBieHHas
camol cebe, UCTOPrHyTas AMHAMUKON HapyxKy, hopmyna kak 6bl rOBOPUT OT
CBOEro nuua, cama 3a cebs» (AnopHo, ¢. 210).

TakoBa CMbICN10Bast NanuaapHoCTb beTxoBeHcko Freudenmelodie — npo-
cTenwen GuUrypbl ABMKEHUS BBEPX W BHK3 MO raMme, ypaBHOBELWEHHOW KBa-
APaTHbIM CMHTaKCMCoM. Ocobast KOHLEHTpaLVWs «0OBEKTUBHOIO» Havana B Teme
CBsI3aHa C coveTaHMeM B Hell rpacmyeckoro cxematama ¢ 0cob0oin aHpPOoBOW
NPOTENCTUYHOCTbIO. YoKe BHYTPY CaMoro 6ETXOBEHCKOro onyca Menoamns 3sy-
YMT B 06/1MYbE MMMHa, Maplia W TaHLa, OXBaTbiBasi, TaKMM 06pPa3oM, OCHOBHbIe
NepPBUYHOKAHPOBbIE KOHCTAHTbI My3bIKW U HACbILLASICb HOBbIM COAEPXaHW-
eM. BeposiTHO, MMEeHHO 3TO coefiHeHNe B My3blKaibHOM TeMe GOPMYIbHOCTU
C MHOMOACMEKTHOCTHIO BbIPA3UTENbHOTO MOTEHUMANa U CTaHOBUTCS MPUYU-
HOW Ype3BblYalHO WNPOKOK ee BOCTPEHOBAHHOCTU B MPOCTPAHCTBE Ky/bTYpPbI
B Ka4eCcTBe 3MB/1eMbI, KOTOPYK MOXHO MPOYECTb C Pa3HOW CTEMNEHbBIO MYOUHbI
B KOHTEKCTE CaMblX Pa3HbIX Xy[OKECTBEHHbIX MUMOAOreM U CTUANCTUYECKIX
MOAanbHOCTEN.

“®rHan CUMPOHMN NMeeT CNOXKHYI0 (hOpPMY, COYETaIOLLYIO 31eMeHTbl BapuaLi, pOH0, CO-
HaTbl 1 yru.
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OT LUMNNEPOBCKOIO TEKCTA K BETXOBEHCKOW 3MB/IEMATUKE

Hanbonee NpocTbiM cCNOCOHOM CMbIC/IOBOTO B3aMMOENCTBIS My3blKab-
HOTO U KMHeMaTorpanyeckoro psfoB CTaHOBUTCS obpalleHne Yepes NHCTPY-
MeHTanbHOe 3By4YaHWe Tembl BeTXOBEHa K CofepxaHuio BepbanbHOro TekcTa
wunnepoBckoi Opapl. Tak, B JOKYMeHTanbHON KapTuHe A. MeaseaknHa «OcTo-
POXHO, Maon3m»® (1976) opKecTpPOBbIV BapMaHT HETXOBEHCKOM Tembl (3n1304
Allegro assai) conpoBoxpaaeT Kafpbl NOANMCAHNS XeNbCUHKCKMX COrnalleHui
Ha caMMuTe eBponencknx cTpaH 1 aBrycta 1975 rofa. MIHAeKcanbHOCTb My3bl-
KanbHOW TeMbl-TMMHa CBOAMTCS K ByKBanu3aMy BepbanbHON COCTaBASIOLEN:
«OBHUMUTECH, MUNNWOHBIl». Ee BbicekatoT BM3yanbHble MeTadopsbl, NpeALle-
CTBYIOLLME 3BYYaHWIO — Kafp NnaHeTbl 3eMAs 13 KOCMOCa CMeHseTcs M3obpa-
YKeHMeM ToHylero kopabns («Ha kopabne B 4ac aBapuu yxKe Bce paBHO, 106pPbIi
Bbl 1A 3101, M TOHYTb BaM BMECTE, ¥ BbINALIBATb PSLOM», — KOMMEHTUPYET
roNocC pexmnccepa 3a Kagpom). 3aKafpoBblid TEKCT, COMYTCTBYIOWMM CLeHam
camMMuTa, yTouHseT: «Ox, Kak Henerko 66110 Hapofam EBponbl 4OWTH A0 Xenb-
CUHKM, N KaK HEMPOCTO — CECTb 3a 3TOT CTO/ NEPEroBOPOB NMepaM aHTaroHu-
CTUYECKMX MAONOTNIA, HENPUMUPYIMBIM MPOTUBHMKAM BO BHELWHel NoNnTYKe,
KOMMYHWUCTaM 1 KanuTanuctam».

[pyriM pacxoxum BapuaHTOM KuHeMaTorpaduyeckon nHTepnpeTaumn
My3bIKK [leBATON CTaHOBMTCS MCMOMb30BaHMEe ee B Ka4eCTBe 3HaKa, OTCblinato-
LIEro K POMaHTUYECKOMY KOHLIENTY Tparmyeckor ydacTu xyaoxHuKa. B duib-
Me A. laHca “Un grand amour de Beethoven” («Benvkas no6oBb beTxoBeHa»,
1936) Tema duHana cMMbOHUM CONPOBOXAAET NOCAEAHNA NaH KapTWHbI, 3a-
nevaTneBatoLmi IMLO YMUPAIOLWEro KOMNO3MTOpPa. Takas KOHLOBKa cneayeT
3a NpeiCMEPTHbLIM NaHOPaMHbIM BUAEHWUEM — CEpUEl KOPOTKO MOHTUPYEMbIX
nofg My3blky «/lyHHOM» COHaTbl parMeHTOB npoleawen xusHu (poptenu-
aHHbIN OMYyC UrpaeT BaXKHYIO PO/b B MenofapaMaTyeckoin dhabyne KapTuHbl).
B duHanbHo obpamnsiollen 3actaBke dunoma “Freude, schoner Gotterfunken”
3BY4YMT NOMMNE3HO Y OpKecTpa tutti (ToT xe anu3opa Allegro assai) — 34echb B KOH-
LEHTPUPOBAHHOM BWAE NPUCYTCTBYET rePOUYECKUIA NaA0BO-UHTOHALMOHHbI
KOMTMEKC C «30/10TbIM XOA0M» BaATOPH ¥ KBAPTOBbIMY 3aTaKTOBbIMW yaapamMiu
NNUTaBp 1 6aCoBbIX MHCTPYMEHTOB. /INLO BeTxoBeHa — BbIXBAYEHHbIA 13 TeM-
HOTbl HanpaBeHHbIM TlY4OM CBETa KPYMHbIA MaH C CYPOBbIMMU, KECTKUMU -
HUSMW YepT 1 OKaTbIMU rybamu, — BbIpaXKaeT HEMPEKIOHHOCTb, NOAYEPKYBast
0Cobyt0 NannaapHOCTb My3blKanbHOMO M310KeHUs. MocneaHuin nnaH dunbMa
CTAHOBWTCS 3MONEMON BONEBOro CBeplIeHUs nepen nnuomM CyabObl v peanmnsy-
€T TaKvM CNOCOBOM POMaHTUYECKMI MU O XYAOXKHWKe-ayTcaaepe.

> OpurMHanbHbI CayHATPEK KapTUHbBI HanucaH 3. leHncoBbIM.
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B 6oeBuke k. MakTvpHaHa “Die Hard” («Kpenkuii opelnex», 1988) My3bl-
Ka BeTXOBEHCKOM []eBATON CTAHOBMTCS 3MHBNeMOi aMBULIMO3HbIX CTpaTerun
LMBUAN30BaHHOTO 06WEeCTBa. X 0NMLETBOPSIOT LapcTBytolas B Mupe huHaH-
COBOW MHAYCTPUM SMOHCKas Kopropaums HakaToMmu, HeMeLKas TeppopuUcTmye-
CKasi rpynnupoBKa 1 amepunkaHckoe ObP.

Tema [leBATON y4acTBYeT B My3blKabHOM ODbIrPbIBAHMN CIOXETa CTpaTe-
FMYECKOW KOHKYPEHUMI MeXY TePPOPUCTUYECKON rpynnoli u P — B anu3o-
fAe B3noma celida HakaToMn. 3a OCHOBY IKCTPAAMEreTUHECKOTO My3blKaibHOTO
COMNPOBOXAEHMS 3[1€Ch B3AT BCE TOT e BETXOBEHCKUN OPKeCTPOBbIN 3NM304,
rfe TemMa 3aBOEBbIBAET BCE HOBble YPOBHW TECCUTYPbI OT 6ACOBOTO 3BYy4aHWs
y BUOMOHYENel 1 KoHTpabacoB A0 TyTTMiiHOro. KoMno3ntop Maiikn Kalime,
nrpasi ¢ HETXOBEHCKMMK TEMOPOBbLIMY NEPEKNINYKaMV 1 NMOBUHYSCh XOay Na-
pannenbHoOro MOHTaXa KaflpoB C TeppopMCTaMun 1 NpPeacTaBUTeNsMU NpPaBo-
OXPaHWUTENBHON CNYXBbl, NO-NOCTMOAEPHNUCTCKM HAHV3bIBAET BETXOBEHCKMe
anu3oabl Lesatoi — nomnesmblid Allegro assai (opkecTp tutti) u nrpyweyHo-
Mapuesblid Alla Marcia (nyxoBble, 6onbliol bapabaH, NMTaBpPbl, TPEYroNbHUK
Y Tapenku), a Takke 3ByKoBble 3hMEKTbI ANCTOPLIEHE, WYMbl U PENAKKI NEpCo-
Haell. MOXHO OTMETWTb B AaHHOM C/ly4ae KONOPUCTUYECKME aKLEHTbI B NPO-
YTEHWMW MYy3bIKW: 3BY4aHuo BETXOBEHCKOro OpKecTpoBoro tutti conyTcTBytoT
cBeTo-LBeToBble 3((DEKTbI N30BPaXKEHNS — KPaCHO-6eN0-CUHSS UNMNOMUHa-
ums ceitpoBOI KOMHATbI, @ TakKe HEHOPMATMBHOE PACNONOXEHNE UCTOYHNKOB
cBeTa BHyTpU Kagpa. MeTadopa 0pKecTpoBOro «bnecka» yaBanBaeTcs «CUsiHU-
eM» 3N1EeKTPOHHbIX ieHEeT, CBOAS CMbIC/bl OETXOBEHCKOI My3bIKW K BMOMHE Npo-
3aM4ecKoMy 03Ha4aeMOMY.

B dunbme Mutepa Yupa “Dead Poets Society” («O6WeCTBO MepTBbIX NO-
3TOB», 1989) 0 BbIMbIWAEHHOM aKageMun ropoaa BenToHa My3bika beTxoBeHa
CTaHOBUTCS KOMMOHEHTOM ayAMOBM3YyanbHOW MeTadopbl, KOTOPYD MOXHO
CYEeCTb BblpaXXeHWeM naen cBOHOAHOO TBOPHECKOro 0bLIEHNS — ee BoMnoLa-
eT B KapTWHe NoAnobHOe CTyaeH4Yeckoe cooblectso “Dead Poets Society”®.

XOTs neparorvyeckas npakTvka muctepa [hxoHa KuTuHra v BrmoYaeT
B cebsi NpoCaylWMBaHNE KNACCUYECKOW MY3bIKM U Pa3finMyHble 3KCNepUMeH-
TanbHble GopMbl PaboThl C ydYeHrKamu, cMM@OoHUS BeTxoBeHa He BBOAMTCS
B HEMOCPeACTBEHHbIN AMere3nc KapTuHbl. TOYHO Tak ke Kaapbl Urpsl B hyTH0N,
C KOTOPbIMU CUHXPOHM3MPYETCst BETXOBEHCKas TEMa, He UMEIOT NMPSIMOro OTHO-
WEHWS K UHTPUIE, XOTb M BKKOYAIOT 3HAKOMbIX MEPCOHaxeN. M To, v Apyroe oka-
3bIBAETCS 3MONEMATUYECKM BbIENEHHbIM 13 KOHTEKCTa. My3bika — Tembpamu
1 CTUANCTUKOM, 306paxkeH e — MU3aHCLEHOW U LLBETHOCTbIO.

1 OpuruHManbHbI cayHaTpeK M. Xappa.
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/13 6eTxoBeHcKoro drHana n3bupaetcs anvsog Allegro assai, rae “Freude,
schoner Gotterfunken” 3ByunT y opkecTpoBoro tutti, BokanbHoOro aHcambns
v xopa. B aTom BapnaHTe aHTUPOHHOE NPOTUBOMNOCTaBNEHNE KAMEPHOTO U TyT-
TUINHOIO 3ByYaHMs CO3AaET NepCrneKT1BY YPOBHENW, Ha KOTOPLIX paboTaeT uaes
eanHeHns. TeKCTY COMMCTOB O APYXECKNX y3ax «KTo cobeper B KUTeNCKon Bblore
/ Dpyxby npyra ceoero, / Beper 6bin cBOe noapyre, — / Bnelics B Halle Topxe-
cTBo! / KTO Nnpe3pen B 3eMHOW tofionu / TennoTy AyleBHbIX y3, / TOT B cnesax, no
nobpoii Bone, / MycTb NOKMHET Hal coto3b» NpoTMBONOCTABAAOTCA XOPOBbIe
pennuku 6onee 0606LIEHHOrO, Cakpanumaytollero xapaxkrepa: «Tbl conmKaellb
6e3 ycunbs / Bcex pa3po3HeHHbIX Bpax Ao, / Tam, rae Tbl pacKUHeL b Kpbibs, /
Moan — 6paTbs MeX CObOoW».

B HemnocpeacTBeHHONW ayAnoBM3yanbHOW CYHXPOHM3ALMK peanmnsyeTcs
AKTUBHbI TEMMNO-PUTMUYECKUI TOHYC My3bIKA — €My COOTBETCTBYET aKTUBHOE
nepemelieHne Kapa U UrPoKOB Ha Nolaake. Mpo3payHoOCTH U KONOPUCTUY-
HOCTV (haKTypbl KBa3M-0apOUHbIX KOHTPaNyHKTOB BOKa/bHbIX MENOANYeCcKmX
NVIHWIA 1 MOTUBOB ME[IHbIX 1 AEPEBSIHHbIX lyXOBbIX OTBEYAET HAaTYPHbI CETTUHT,
OCBEeLLEHHbI Ny4amMn COMHLA, Mae OCEHHVM KpackaM IUCTBbI BTOPST sipKue
enTo-KpacHble dhyTbonkm nrpokos. KoHTpacT pa3aenos solo u tutti cootset-
CTBYET MOHT@XHOMY YepeoBaHMIO MOABMKHbIX MNAHOB UFPOKOB C OTHOCU-
TeNbHO CTAaTUYHBIMU M300PKEHNSIMU, 3anedaTneBatoLLMMU NODEAHYIO KeCTU-
KynsiLUMIo yymTens. B KoHLE KOHLOB, 3By4aHue rHanbHOro xopoBoro pedpeHa
1306pas3nTeNbEHO MapKUPYETCs CTHUXMNHBIM KOINEKTUBHbBIM XECTOM CTYAEHTOB,
YecTByIOLLVX NpenofaBaTens «Ha pyKax». Tema beTxoBeHa CTaHOBWTCS CUMBO-
NIOM BOJIEBOTO MPEOONEHNSs MCUXONOTMYECKMX NPerpag, B3ameH nosy4as Ku-
HeCKMYecKyto BU3yanbHylo MHTepnpeTaumio.

FREUDENMELODIE 1 MOBECTBOBATE/IbHbIE CTPATEI NI

Bonee rnyboKkne CMbICIOBbIE CBS3U MEX/Y MY3bIKOK U GUABMOM Noapas-
YMEeBatloT BbIXOf], 3a Npeaenbl ee CUTyaTUBHOMO MCMNONb30BAHMS, YCIOKHEHNE
B3aMMO[ENCTBMS 3ByYaHMs C MOBECTBOBATEIbHON CTPYKTYPOIN KMHOTEKCTA.

B dunbme ¢ wunneposckuM Hassanvem “Till gladje” («K pagoctu»,
1950) V. BeprmaH WMCnonb3yeT pa3Hble BapuaHTbl 3ByYaHWs HETXOBEHCKON
Freudenmelodie. Linkn HENPOCTbIX YeNOBEYECKNX OTHOWEHUI CynpyroB-CKpu-

7 Nepesog W. MupumcKoro.
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navei MapTel n CTura, COCTaBNSIOLMIA KaHBY CIOXETa, OCMbICIMBAETCS B KOH-
TeKCTe B3aNMOENCTBYS YHIBEPCaNbHbIX KaTeropuii MHAMBUAYANbHOMO U BCe-
06U(ero, — 4YTO ¥ HaxoAWT CUMBOIMYECKOE BblpaXeH1e B My3blke HETXOBEHCKOM
[eBaTol. ABNAACL YacTblo AMeresnca, CUMGOHMUS CTAHOBUTCS MABHbIM KOM-
MEeHTaTOPOM Pa3BUBaIOLLEroCs AelCTBUS — C Hee OHO HauYMHAEeTCs U et 3aKaH-
4MBaEeTCs.

®UNbM HAYMHAETCS C CUHXPOHM3aUMW ABYX KYNbMUHALMIA — CIOXKETHON
M My3blkanbHOM. MepBble kaapbl GUKCUPYIOT 3ByYaHKWe 3n130aa 6eTXOBEHCKO-
ro Alla Marcia Ha opkecTpoBoii peneTuumnn. KynbMyUHaUMOHHOE NpoBefeHne
“Freude, schoner Gotterfunken” y opkecTpa 1 xopa MOHTUPYETCS C Kafpamu
TenedOHHOro 3BOHKa, M3 KOTOPOro CTUI y3HaeT 0 cMepTu xeHbl. Cna My3bl-
KanbHOW 3KCNPeccuu, CBsi3aHHash CO CNOXHbIM CEMAHTUYECKUM KOMTMIEKCOM
KOHTPanyHKTUPYIOLLEro NPOTUBOABVIKEHNS rONOCOB, 0bpasyeT 37eCh 3MOUMO-
HaNbHbIA NOATEKCT K NOAYEPKHYTO CAEPKAHHOMY TOHYCY COBBITUI M306pa3u-
TeNbHOrO psifia — NOBEAEHWIO repoeB, CTaTUYHbIM MaHaM ropoja.

[NanbHeliwee pa3suTue dhabynsl NpeacTaBnseT cobont hnewbsK — KoH-
CNEKTWBHYIO NCTOPUIO B3aUMOOTHOLWEHWH MapTsl U CTura. My3bika e, 3By4a-
liast B NOCNeHNX Kafpax KapTVHbI, 3aMblKaeT nere3nc Ha MOMeHTe HavanbHO
peneTuummn. M Tenepb pexmnccep TPaHCMOHUPYET MPUHLMM KOHCMEKTUBHOMO
M30XKEHNS B 3BYKOBOW Psifl, CO3/aBasi KOHCMEKT HeTXOBEHCKOro PuHana 1 co-
OTHOCS! €ro C Lienblo COBbITUI XKU3HU repoeBs. 13 napTuTypbl n3bupatoTcs nep-
BbIV (HAUMHAOWMWIACSH C MHCTPYMEHTanbHbIX solo) 1 nocneaHwin (xoposoli) Ba-
pvaHTbl 3ByYaHus Freudenmelodie. B n306pa3untenbHOM psay poib nepebuskm
MEX[Y CLIEHAMM OPKECTPOBO PENETULIMM OTBOAUTCS METaOpUYECKOMY Kaapy
C 0bpylIMBatoLLENiCS MOPCKOW BOMHOW, KOTOpasi, BEPOSITHO, BbIMOMTHSET POSb
MeTadopbl 3K3UCTEHUMANBHOTO «MOPbIBa». My3bika «MpPOBOLMPYET» MaHopa-
My BUAEHWUI nrpatollero B opkectpe CTura. B KOMOUHMPOBaHHbIX Kaipax Ha
(hoHe NapTUTypbl HanbiBaMK NPOXOAAT CLEHbI 13 XKU3HW C yMepLieid MapToi.
CnpeccoBaHHOCTb BPEMEHHOMO TOKa 00beaAnHsAEeT 0ba TeKcTa — KMHemaTorpa-
bryeckuii 1 My3bikanbHbIA. My3biKanbHas KyfibMUHALMS CUHXPOHU3MPYETCs
C (UHanbHbLIM B3METOM Kamepbl, NepeaarolinM reponyecknii nogbeM ayxa.
B 3By4aHMM HETXOBEHCKOIO 3MM30/a aKLEHTUPYETCS aCNeKT KBa3n-poMaHTmYe-
CKOW 3KCMpeccun.

B 6uorpaduyeckort apame b. Poysa “Immortal Beloved” («<beccmepTHas
BO3/0ONEHHas», 1994) cBoeobpasHbIii 3BYKOBOIW KOHCMEKT duHana [leBsToit
OKa3blBAETCS BK/IOYEHHBIM B C/IOXKHYKO CyObEKT-00BEKTHYH KOHCTPYKLMIO:
B/IOXKEHHbIE APYT B ApYra BOCMOMUHaHWs — oraHHbl v /loasura. MoraHHa pac-
CKasblBaeT 0 npemMbepe [eBATON, BO BpeMsi KOTOPOW Y BbILUEAWEro Ha CLEHY
rNyxoro beTxoBeHa BCM/bLIBAIOT B CO3HAHMM 3NM304bl AeTCTBa. [1py 3TOM MeTa-
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anereTuyeckas (NprHagnexallas Co3HaHUIo repoes) My3bika CUMAOHUK 3MNK-
30MYECKN CTAHOBUTCA AMEreTUYEeCKON, BHYTPUKALPOBOW.

OpkectpoBoe Allegro assai (BnaeHvie MloraHHbl) CONPOBOXAAET Kaapbl Te-
aTpanbHbIX 3KCTEpbepa U MHTepbepa. KyibMUHALNOHHOE 3By4YaHue Tembl y tutti
CUHXPOHMW3MPYETCS C 0BLWMM NAAHOM CLiEHbI C CUASLLMM Ha Hell OPKeCTPOM, rae
Ha 3aHMKe Mbl HabnhaeM aHTUYHbIA Nein3ax C BeNMYeCTBEHHbIM XpamMOM MOf,
3Be3[HbIM HEBOM (CTUNM30BaAHHbIV aPUHCKWIA Neit3ax ¢ NapheHoHOM) — My-
3blKanbHas TeMa nosnyvaeT aHTUYHYIO KOHHOTaLMIO.

OKa3aBLWNCh Ha CLEHe (Hae3f C TOYKM 3peHys opkecTpa), beTxoseH Cibl-
WWT VWb yaapbl COBCTBEHHOMO Cepfllia, 13 KOTOPbIX POXAAETCs Mynbcalus
6onbworo bapabaHa 1 daroToB — Havano anusoaa Alla Marcia. beTxoBeHcKoe
byraTo BM3yanbHO KOMMEHTUPYIOT AETCKME CLEHbI M3 XM3HM KOMMO3WTOpa.
Peanu3ytoTcs MOTHBBI LUMNNEPOBCKOrO TekcTa: «Kak ceeTuna no opbute, / Kak
repoi Ha CMepTHbIV 60oi, / BpaTbs, B NyTb uanTe cBoW, / CMeno, ¢ paiocTbio
ManTE!» — ManbYMK CMOTPUT U3 YepadHOro OKHa Ha 38e3/bl, yberaeT oT Aecno-
TUYHOTO OTLa Yepes TEMHbIN N1ec, MOrPYKaeTCs B BOAbl HOYHOIO 03epa.

BETXOBEHCKMIA XOPOBOW 3MM30[ O «CBETIOM Xpame PagocTn» Ha Meno-
avto “Freude, schoner Gotterfunken” coBmell@eT rMMHUYECKYIO OCHOBY TEMbI
C TPEXA0NbHOM TaHUEBANbHOCTHIO U PABHOMEPHO «OEryLIMM» KOHTPaNyHKTOM
CTPYHHbIX, YTO co3aaeT 3deKT nynbCcupytolero BpalleHns HebecHbx cdep.
B dwunbMe gaHHOMY pasgeny My3biKanbHOM (OpMbl COOTBETCTBYET MOYTH
MUHYTHbBIA MAaH «1ofeTa» U UcHe3HoBeHUs Urypku BeTxoBeHa-noapocTKa
B KOCMWYECKOM MPOCTPAHCTBE — TaKOBbIM MpPefcTaeT OTPaXeHWe 3BE3[HOr0
Heba B BOAax TEMHOrO 03epa: BO3HMKas Ha OOLLeM nnaHe, NepcoHaX paBHO-
MEepHO yaansetcs (0Tbesn) 10 Tex Nop, NOKa He cYe3aeT NOMHOCTbIO, C/INBAsiCh
CO 3BE30HON TYMaHHOCTbIO (puc. 1). BO3HMKAET ayavoBu3yansHas Metadopa,
B KOTOPOW BM3yaNbHO OTPAXKaeTcs My3blKa/lbHOE TeYeHWe BPEMEHN — Heus-
MEHHOCTb MyNbCUPYIOLWMX YPOBHEW My3bIKanbHOV TKaHW NOAYEPKMBAETCS He-
NpepbIBHbLIM BVIKEHVEM YAANSIOWErOCs Kaapa.
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Puc. 1. B HoyHOM 03epe. Kapp u3 dunbMa «beccmepTHas Bo3ntobneHHas», pex. b. Poys, 1994,
14ac 41 MuH. 38 cek. CKpUHLIOT aBTOpa

Fig. 1. Immortal Beloved [film, 01:41:38]. 1994. Directed by B. Rose'®

B ANANOTE C «BbICOKUM» KAHOHOM —
OT IMYBUHHOW KOMMYHUKALIA
[10 KATACTPO®UYECKOW BAHANTU3ALIAN

B dunbme T. Abynaaze “0mbsbonds” («[okasHmne», 1984) xopoBast Kynb-
MUHauua 13 anusona Alla Marcia 6eTxoBeHCKoM [leBSTol CTaHOBMTCS 3BYKOBOM
CoCTaBnsoLLel CHa H1MHO O cyfie M NbITKax, KOTOPbIM MOABEPraeTcs ee My, Xy-
AOXHWK CaHapo. COH CnpoBOLMPOBaH NeHveM EneHbl, K KOTopoi H1Ho npu-
XO[UT 33 COBETOM MOC/e apecTa Myxa. «<He 3abbiBali, YTO Mbl BENVKOMY Aeny
CNYXUM, — roBOpUT EneHa, — Hac € ropaocTbio byayT BCMOMMHaTb byayuime no-
KONEeHMs, N MOCKOSMbKY Y HaC MaclWwTabbl rpaHANO3HbIE, CTECTBEHHO, M OLIMOKK
6ynyT 6onblume. MOXeT CyYUThCS AaXe, MUANNOHbI CTaHYT KePTBaMMU, HO 5 yxe
CAbily, CAbIWY, Aoporas, Hally ntobumyo 6eTxoBeHCKyto “Oay K pagocti’, Ko-
Topas HEMWHYEMO U CKOPO 3a3BYYUT MO BCel 3eMne», — 1 3aKaH4MBaeT CBOIO
xBanebHyto peyb neHrem 6eTXOBEHCKOTo pechpeHa 0 «CBeTNOM Xpame PafocTu».

B cHoBWAeHWM HMHO Cya 1 NbITKM COBEpLUIAOTCS B LIEPKBU Boropoamtbl —
PaHHEXPUCTUAHCKOM NaMATHUKE apXMTEKTYPbI, KOTOPbIV COBMPAtOTCS CHOCUTb

8 NcTouHUK wm30b6paxerns cMm. / See the image source: https://www.youtube.com/
watch?v=KsuhfoujbA0 (25.09.2023).
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Bnactu, a CaHapo NbiTaeTcst OTCTOSATh. [eHve EneHbl 3aMellaeTcs BOCNpon3se-
AeHVEeM OpurMHana.

Kak yxe 0TMeYanoch, 3KCTaTUYeCKUA XOPOBOW 3MM30/4 13 BETXOBEHCKO-
ro Alla Marcia coBmelllaeT B cebe NpOTUBONONOKHO HanpaBleHHbIe Menoau-
YecKme MHTeHUMN — BOCXOASLLYIO TMMHUYECKYIO OCHOBY TeMbl U HUCXOASALLMIA
KOHTPanyHKT CTPYHHbIX, 4TO co3paeT gesamtaffekt!® sosneceHus-HucxomOeHus.
CMMeTpUYHOE e CTpoeHne Tembl yaBaviBaeT 3hdEKT KOHTPaNyHKTUYECKON
3epKanbHOCTU. Takne 0COBEHHOCTM GETXOBEHCKOW My3biKanbHOW TKaHW Ha-
XO[SAT CHOKETHbIN U BbIPa3nTEeNbHbIN aHanorn B BU3yasbHbIX PELEHNsSX — Ha
BO/IHOW MOBEPXHOCTY Mbl BUAMM NepeBepHyTbie N306paxeHns cTaTym 6oru-
HU NpaBocyaus demuasl 1 No3xe — BUCALWEro nof ceBogamu xpama CaHapo
(Puc. 2). MeaneHHble BEPTUKaNbHble NaHOPaMbl, MEPEXOAsiLiMe OT OTPAKEHU
K peanbHbiM Urypam, CO3aatoT BM3yanbHble SKBUBANEHTsI 6ETXOBEHCKON Nap-
TUTYPbI, BOCMPOM3BOAS YHUKANbHbI CEMaHTUYECKNIA 06bEM MYy3bIKU.

Ta e camas xopoBas KynbMuHaums Alla marcia Ha TekcT “Freude, schoner
Gotterfunken” 3ByunT B hrHanbHOM nnaHe «Ctankepa» (1979) A. TapkoBCKoro,
rae [Joub raBHOro repost YMTaeT CTUXOTBOPEHMe ToT4eBa.

Puc. 2. CoH HuHo. Kapp u3 dunbma «MokasHue», pex. T. Abynagse, 1984.
1 4ac 33 MUH. 40 cek. CKpUHLIOT aBTOpa

Fig. 2. Repentance [film, 01:33:40]. 1984. Directed by T. Abuladze®

9 Gesamtaffekt — ¢ Hem. «coBOKyMHbIN achherT.

2 VICTOYHNK  mn306paxeHnss cMm. / See the image source: https://www.youtube.com/
watch?v=bllb5wUzjdc (25.09.2023).
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Ob6beanHeHre My3bIKK C LIYMOBOM (haKTypoK CTyKa Konec noesaa 3aech
onpepgenseT «M3bupaTensHoe» YTeHne My3blkanbHOro dparmeHTa — WymMoBas
COCTaBAAOWASA CTAHOBUTCS YHACTHULEN CNOXHOOPraHM30BaHHOIO 3K3NCTEH-
LManbHOro «03apeHus». [Nnasatoliee conpshxeHne NynbCrpyroLlei ocHoBbI HeT-
XOBEHCKOro pecpeHa 1 NoAMhOoHNYECKoro pyTMa CTyKa Konec (M3obpasnTtens-
HO peann3oBaHHOIO B NOTPSICbIBAHMM BCErO BHYTPVKaAPOBOIo NPOCTPAHCTBRA)
BbIABASAET HEODObIYHbIN, CTOXACTUYECKNI? aCNeKT B CAbILAHNN BETXOBEHCKOTO
parmeHTa. CoBnageHmns My3blKanbHOW 1 MeXaHMYeCKOM (3By4Yalliel 1 B13yans-
HOWM) NyNbcaunii CO30aT PUTMUYECKN YCUNEHHbIE AONW, BblYNEHSIOWME B MO-
3TUYECKOM TeKCTe cnoBecHble Touky “Himmlische, dein Heiligtum” (<HebecHas,
TBOE cBATUAMLIE») 1 “alle Menschen warden Brider” («Bce ntoan ctaHyT 6pa-
TbsMU»). [PK 3TOM WNNNEPOBCKO-6ETXOBEHCKMIA MUCTUYECKUIA aKT efiMHeHws
4yenoBeYecTBa HaxoaMT CBOeOOPa3HbI BU3yanbHbIA aHanor B Kaape TapKoBs-
CKOTO B «@HOManbHOM» CODbITUM TENEKMHEe3a — My3blKanbHas naes nonyyaert
habynbHbI MeTahoOPUYECKMIA KOMMEHTAPUIA B fiyxe Napancuxonormm,

B «HocTanbrm» (1983) A. TapKOBCKOr0o TOT e CaMblii 3Nn30p4 [eBATon yya-
cTByeT B (DOPMUPOBAHUY aNOKaNUNTUYECKOTO KyNbTYPHOrO Meccemxa dunbma.
BeTxoBeHCKas Tema 3By4WT B CLieHe CaMoCoXOkeHUst [JOMEHNKO 1 BHOBb OCMbIC-
NMBaeTCs B 06LIeM KOHTEKCTe 3BYKOBOW cpefibl. «<Bbe3fbl» CpbIBatOLIENCs MarHu-
TOOHHOW NAEHKW, BOCNPOM3BoasLIe hrHan cuMdOHMM, BTOPSAT HaBA3YNBOMY
TeMbpy 3NEKTPONMbI, CUMBOAM3UPYIOLLEN AylieBHY0 60b 1 packasHue [jome-
HUKO (ABOVIHMKa IMaBHOrO reposi, KOTopbIV sBAsieTcs alter ego aBTOpa). Cama xe
My3blKa, 3aKOHCEpPBMPOBaHHAsA W repMeTUYHO YynakoBaHHas, OCTaeTcs Henpu-
4aCTHOW OKpYyXKatoLieMy MUPY. IMEHHO 3Ta HeMpMYaCTHOCTb U CTAHOBUTCS CMbIC-
JIOM VICMONB30BaHUS B KMHOKapPTHHE HETXOBEHCKOIO pechpeHa, CBOMM 3ByHaHKeMm
nofyepkMBatoLlero hakT AucKpeauTaumuy B COBPEMEHHOM MUPE LUNEPOBCKOA
naev efnHeHns. «MUAAMOHbBI Ha NAOWAAM NPOAOIKAOT Be3y4acTHO CMOTPeTb
Ha obropatownii Tpyn [omeHuko. Hoctanbrus reorpacduyeckas ycTynaet Mecto
HOCTaNbI MW N0 YTEPSIHHOW apXanyecKoi AyXOBHOCTH «Havana Mupav.

O,ELHaKO Ha 3TOM MHTepnpeTaund HETXOBEHCKOro TONOCa He 3aKaH4YMBa-
eTc4. My3b|KaJ’Ibelm N304 nony4aeT B Cbl/lﬂbMe CI/IHXpOHHbIIZ KOMMeHTapI/II\/JI.
BM3yaﬂbHaﬂ CTPYKTYypa pa3BuBaeTcsa B COOTBETCTBMKM C d)yHKLI'I/IOHaJ'IbeIM

21 BO3HMKaET HempeaHaMepeHHbIi Ananor Co CTOXacTUYECKKM NPUHLMTOM KOMMO3MLNMK, BBE-
AEHHbBIM B My3biKanbHbli 0buxop 4. KceHakmcom (1922-2001). TBOpYECKMiA MeTOS, B CTOXACTViKe
COCTaBASIET BOM/IOLLEHNME B 3BYKE CTIOKHOOPraHN30BaHHbIX BEPOSTHOCTHbBIX MPOLIECCOB.

206 3hhexTe ocmpaHeHus, Bo3HUKatoleM B «CTankepe» A. TapKOBCKOrO B CBSA3N C NpUMeHe-
HMEeM pexmnccepoM 0coboi CTpaTErnn LUMTYPOBAHUS KNACCUYECKOR My3bIKK, CM. (KOHOHEHKO,
2020). 06 1n306peTeHHOM aBTopamMu GuabMa yHKanbHOM Cnocobe MoaynsLmMK 3BYKOBOTO psifa
B «MppeanbHoe» cM. (Shpinitskaya, 2021).
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npeaHasHavyeHviemM pas3aenos My3biKanbHOW MOpPMbl. B My3blKanbHOM v BU3Y-
aNbHO-CIOXETHOM PSiflax KapTUHbI COBNaAaeT MOMeHT (DYHKLMOHANbHON CMEHbI
NOArOTOBUTENbHOIO (MPefbIKTOBOTO) 3Tana cobbiTuiA — cOBCTBEHHO EMCTBU-
eM (MKToM). MpeasIKT opraHu3yeTca B dunbMe AByMs CMocobamMm: CHOXKETHO-
NPeaMeTHbIM U BU3YanbHO-KOMMO3UUMOHHbIM. IDdeKT oxuaaHus co3aaercs
C NMOMOLLbIO BU3YaNbHOrO 3HaKa HecpabaTbiBalOLWEN 3aXMrank (OTsirpbiBaeT-
€S ABaXabl — B KecTax [JOMeHUKO 1 ero cnaboyMHOro «ABOVHMKa»). CbemKka
C KpaHa, coBepliatoLero MeaneHHbIvi Haesq (Kak bbl «C TOUYKM 3peHns» BCMa-
TpusatoLlerocs [JoMEeHNKO) COOTBETCTBYET OCOBEHHOCTSM HETXOBEHCKON Nap-
TUTYpsl (Nepans fis y BanTOpH — BbICWas BbICOTHAs TOYKa B 3TOM hparmeHTe).
Ha nanbHem nnaxe, cneays M3rmby 4oporu, NpoexatoT aBToMObUAM — TpaHC-
(bopMUpOBaHHbIe B BM3yanbHylo chepy NOBTOPSIOLIMECS TEPLOBble «30Bbl»
roboes 1 haroToB. CIMBasiCb C My3blKanbHbIM COMPOBOX/AEHWEM, MU3aHCLeHa
CTAHOBWTCS «CNEMNKOM» NMPefCMepTHOro dMOLUMOHANBHOIO Nepexusanvis [o-
MeHMKO.

Hauano xe pecdpeHa “Freude, schdner Gotterfunken” (MKT) — ckaHAVPY-
emast XOpoM 1 [yxOBbIMY BOCXOAALLAs TEPLMS — COMPOBOXKAAETCS NafeHnem
repost CO CBOEro «MbefecTtana». XopoLlo ollyllaeMoe HeCOOTBETCTBIME Hanpas-
NeHUI OBVKEHUS BHYTPU My3blKaibHOTO Vi BU3YanbHOMO PsiiOB OTBEYAET am-
B6VBaNeHTHOM KOMMO3UTOPCKOWN TPAKTOBKE LINANEPOBCKONO TEKCTA — KaK yKe
0TMEeYanoch, B JaHHOM KyJbMUHALMOHHOM BapMaHTe 3ByYaHust My3blKanbHOM
TeMbl UMEET MeCTO CNOXHbBIN adhEKT 803HECEHUS-HUCXOKOEHUS!, CBA3aHHbI
C NPOTWBOABMIKEHNEM MIMKYIOLLMX XOPOBbIX FONOCOB 1 Gera CTPYHHbIX. TaKnM
06pa3om, n306paxeHne CHoBa NepexoamnT B chepy CEMUOTUYECKOTO, 3HAKOBO-
rO KOMMEHTNPOBAHMS My3bIKM.

MpuMeyaTensHa v durypa AereHepaTMBHOIO «ABOMHMKa» [JOMEHMKO,
«PUNAPCTBYIOLLEro» Ha NAoLWaav B CTapaTe/bHbIX MOMbITKax TeNECHOro npef-
BOCXMLIEHWS AEUCTBNIA repos (puc. 3). ecT pyku, NpuBoAsLMiA B paboTy Me-
XaHW3M 3aXKuranku, 1 NpeacMepTHas aroHUs ropsullero cHayana npeacratoT
KaK 3Tanbl 3NMNENTUYECKOro NpMNaaKa, 1 TONbKO MOTOM — KaK peanbHbIi akT
PUTYaNbHOrO CaMOCOXOKEHUS. ITO MeTadopuyeckoe paccnoeHne cobbiTus
Ha BHYTPEHHIOK 1 BHELWHIOW POPMbI, — PUTOPUYECKIM BbIPAXXEHHYIO (Bepbanu-
3yEMYIO U NOAKPENISeMYHO MOCTYNKaMM) UK U ee COMAaTUYECKUIA OTNeYaToK
3a rpaHbio 30PaBoro CMbICAA, — YCUAMBAKOT METaU3NYECKMMU KOHHOTAUMUSAMY
CMbICNIOBOM 06BEM COBBITUS.
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Puc. 3. «[lBoiiHnK» [lomeHwnKo. Kagp 13 dunbma «HocTanbrus», pex. A. TapkoBCKuiA, 1983.
1 4ac 52 MUH. 37 cek. CKpUHLIOT aBTOpa

Fig. 3. Nostalghia [film, 01:52:37]. 1983. Directed by A. Tarkovsky*

Kak HaM npeacTaBnsercs, AaHHbI TapKOBCKMM MeTaopuyecKuin KoM-
MEHTapuli K My3blke 6eTxoBeHckol Freudenmelodie cTaHOBUTCS OTMPaBHbIM
NYHKTOM B paboTe ¢ My3biKabHbIM MaTepuanom pyroro pOCCUMCKOro pexumc-
cepa — K. MypaToBoli.

CHATBIA gecaTblo rogaMun noxe «HocTanbrum» GuabM «YBNeYeHbs»
(1994) Ha4ymHaeTCa Co cleHbl B BONbHUYHOM cafly Ha bepery Mopsi, TpaBeCTniA-
HO OTCbINatoLLel K pacCMOTPeHHOMY dparMeHTy 13 «<HocTanbrum». Mcnonb3ys
TOT e CaMblIll KyCOK HeTXOBEHCKOM NapTUTypbl Ha CTbike 3Nm304a U pedpeHa,
pexmnccep BOCMPOM3BOANUT M MOHTaXHOe AeneHue CLeHbl Ha NpefblKTOBYIO
V MKTOBYIO (ha3bl. MeanTaTUBHOMY ABVKEHWIO Kaapa (B AaHHOM Clydae — npo-
€37 BOMb NPUOPEXHOM NMOMOCHI) MPOTUBOMOCTABASETCS aKTUBHOE BHYTPMKA-
ApOBOE AENCTBME NMEePCOHAXKel — «TaHel» ABYX AereHepaToB, NpeacTatolmnii
06beKTOM HabnoaeHUs BUoneTTsl (NaumeHTKu, OAHOW 13 MaBHbIX repouHb
dwnbMa). MiKkToBas dasa Ha 3TOT pa3 Hapo4uTo obaensetcs naocHo puUTo-
PUKOW AeCTBUS 1 CNOBa, BMECTO 3TOrO 0bpallasich K AereHepaTnBHOMY MUPY
TENecHON KOMMYHUKaLMM BHE 3[paBoro CMbicia. Mbl BUAWM CaMOLIEHHYIO
B CBOEM WCCTYMNEeHHOW HenenocTv Urpy AByX naumeHToB, 6ECKOHEeYHO BOC-
NPOV3BOASALINX CIOKET «eMHEHUS» B HEYAAIOLMXCS MOMbITKAxX KaTaHus apyr
Ha apyre (puc. 4). 3bpaHHas MOHTaxHas (opMa — MHOroKpaTHas CKnelka
KOPOTKMX MNaHOB, 3anevaTieBatolyx BapyaHTbl NaleHNs repoeB B MASHMKHbIA

2 WcToYHMK un30bpaweHnst cMm. / See the image source: https://www.youtube.com/
watch?v=NEJsY-GGq90&+t=5285s (25.09.2023).
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NecoK, — BbIBOAWT Ha MepBbli NnaH COBCTBEHHO MHTENNEKTYanbHbl1 NOChIN
KOHCTPYKLUMM — MAE0 TWETHOCTM KONNEKTUBHbBIX OBLWECTBEHHbIX HaYMHAHWI,
0[HOBPEMEHHO petieKkcnpys 0 NPUHLMNAax KuHemMaTorpabmnieckoro Teope-
HVS U031 Ha OCHOBE BM3yaNnbHOIo Noaoous BapyaHTOoB.

Puc. 4. «TaHewp gereHepaToB. Kaap 13 dunbMa «YBneyeHbsi», pex. K. MypaToBa, 1994.
1 MuH. 50 cek. CKpUHLIOT aBTOpa

Fig. 4. Passions [film, 01:50]. 1994. Directed by K. Muratova®

[aHHas NAsHKHas CeHa OCMbICIBaeTCs NOCTMaKTyM Kak 06 bekT Habto-
AEHUs OfHOW M3 TMaBHbIX repoVHb MUNbMa, NAaUMEHTKN U UMpKaduku Bronet-
Tbl, Y€ O KPYMHBIA MAaH, CUHXPOHW3MPOBAHHbIN C NOCAEAHUMN TaKTaMmu
HETXOBEHCKOM TEeMbI, — B LIVPKOBOM FPUMe, C BEHKOM U3 UCKYCCTBEHHbIX LIBETOB
Ha rofoBe ¥ MUMMYECKUMU TpaHCHOPMaUMsIMN Ha FpaHn AereHepaTuBHOro
OLIENIOMIEHWS, — MOXHO MHTEPNPETUPOBATL KaK AOMONHUTENbHOE CPefCTBO
OCTpaHEeHMs My3blKabHbIX CMbIC/IOB Yepes «KaTacTpoduryeckyto» baHanm3a-
UMto n306pasuTensHoro psaa. B bonee xe «MpsiMoM» BUAE AEBANbBUPYOLMNY
KOMMEeHTapUin My3blkanbHOV TeMbl BeTxoBeHa NpuCyTCTBYET B APYroi cleHe
B 60NbHUYHOM Cafly, Fie NOBPEeXAEHHbIE HEMOroA0M CKYNbNTYPHbIE N3006paxe-
HUS UL AeTel B pe3ynsTaTe MOHTaXHbIX CONMOCTaBEeHWI ynoaobnsTcs 3po-
31POBaHHbBIM NMLIaM NaUMEHTOB 3aBefeHus.

*McToYHMK M30bpaxenns cMm. / See the image source: https://www.youtube.com/
watch?v=bOvO6RMruiY&t=134s (25.09.2023).
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OcBoboxaas TaknMM CMocoboM My3blIKanbHYH «peanbHOCTb» OT «MPUPOC-
WKX» K HEeN MAeoNornmyecKnx KOHHOTaUMWM, pexmnccep paccyxaaeT B Gunbme
0 theHOMeHe «KaXMMOCTU» MOObIX 3HAYEHW BHYTPU XY[A0XKECTBEHHOMN peanb-
HOCTW?.

MAKPOKOCM MEZ/IEHHOW MY3bIKM — MPOCTPAHCTBO W ABUMXEHWE

He meHee 3Hauvma paboTa pasHbiX aBTOPOB C TOMOCAMU «MefiIEHHOW»
MY3bIK HETXOBEHCKON [leBATOM, onnUeTBOpStoLe rapMOHUYECKMIA Knaccu-
LUMCTCKNIN MaKPOKOCM.

B yxe paccmaTpyBaBLIEMCS 3NM304e O BEHCKOW npembepe [eBaTon 13
dwunbMa b. Poy3a «beccmepTHas Bo3ntobneHHas» 3By4UT MeANeHHbI 3n130s
13 ®uHana cumdormmn Ha TekcT “lhr stlrzt nieder, Millionen?” («Bbl npocTep-
NNCb HWUU, MWAAWOHBI?») — BTOPOW KAKOYEBOW Tomnoc [leBsAToM, CBA3aHHbIN
¢ obpa3oMm «Haa3Be3nHoro» YHvBepcyma®. 34ech C MOMOLbIO ayanoBU3yans-
HOTO KOHTPanyHKTa OTbIFPbIBAETCS 1BYCMbIC/IEHHAs KOMMYHWUKaTUBHAs CUTYa-
LS, B KOTOPOU OKa3biBaeTcs ryxol betxoseH (Mnn — ABTOP 1 TBoOpeLl), CTos
Ha ClieHe BO BPeMsi 3By4aH st COBCTBEHHOIO COYMHEHMs. B LUMNNepOBCKOM Tek-
CTe CAbIWUM: «<H1L NpocTepaunch Bbl B cMUpeHbe? / Mup! Tol BUAKLLb BoxecTBO?
/ Bblwe 3Be3a vun Ero, / B Hebecax Ero cenerbs». [0 3aBeplieHnn GuHanbHbIx
aKKopoB BeTXoBeH NPOAO/MKAET B TUWIMHE HaneBaTb My3blKy, OTBEPHYBLINCH
OT C/ylwaTenen (KpynHbI nnaH ¢ TOYKM 3peHust opkecTpa). Ha cnosax «Mup!
Tbl BUAMLWB BOXECTBO?» KOMMO3UTOP NMOBOPAYMBAETCS, 3a YeM CleaytoT obluve
W KPYMHble NAaHbl BOCTOPXXEHHO NPUBETCTBYIOWIMX COUMHEHNE 3puUTeneit. beT-
XOBEHCKoe ckopbHoe BonpolwaHue Adagio ma non troppo, ma divotto («Mep-
NeHHO, HO HEe CIMLLKOM, U HaDOXHO») HECKONBKO NPSMOAMHENHO UCNONb3YEeTCS
A0S BbIP@XEHWS Uen ynoaobaeHns KOMNo3nTopa — Kak aBTopa 3noxu Hosoro
BpeMeHu, — TUTaHW4yecKoMy obpa3sy TeopLa. 34ecb CNOW 3BYKOBOW AOPOXKM
NPOACIKAIOT BbITb PYHKUMOHANBbHO Pa3aeneHHbIMY Ha BHYTPUKAAPOBbLIV An-

» B uHTepBbio CA. MnaxoBbiM K. MypaToBa 3ameyaerT, 4To «pa3ntobuna bonbluoe knHo. KnHo, rae
eCTb robanbHble KOHCTPYKLMM, KOTOPbIE KaK-TO Pa3BKBatOTCA, pa3peLaroTcs 1 B hnHane npu-
BOAAT K NPOCBETNEHWIO (MM Ha060POT) (...) HUKaKMe HPABCTBEHHbIE CYXKAEHWS 1 robanbHble
BbIBOAbI, Ha MO B354, BOODLLE HenpaBoMepHbI B UCKyccTBe» (Knpa MypaTtoBsa, 1996, c. 30).

% duHan cuMboHNUKM 3aBepliaeT asonHas dyra Ha Temsl “Freude, schoner Gotterfunken” un “lhr
stlirzt nieder, Millionen?”.
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ereTuyeckuii GoH (annnoanMcMeHTsbl) 1 3aKaapoByld My3biKy (6eTXOBEHCKoe
Adagio), BHOCALLYIO CUTYaTUBHbI KOMMEHTapUWi1 OT aBTopa ubMa.

B «HocTanerum» TapkoBCKOro B 3n13oge B foMe [JOMEHMKO XO3AMH KNIN-
@ CTaBWUT NNACTUHKY C TeM e Mef/IeHHbIM 3N13040M 13 drHana cuMboHuN,
3nech KnHemaTorpadbuyeckoe YTeHue My3biki, HanpoTUB, NpUobpeTaeT 0cobyio
KOMMYHVKATUBHYIO ybuHY. MUCTMKa GETXOBEHCKOro B3biBaHWSA K BoxecTBy
NPeaBOCXMLLAETCS HEeMbIM (My3blKa ellle OTCYTCTBYET) BU3yabHbiM dparMeHToM.
Kaap, vaeHTUhUUMPYIOLMIACS C BUAEHWEM BXOAsLEro B oM [loMeHnKo fopya-
KOBa, OpraH13oBaH NPONETOM Kamepsbl (Ha KpaHe) Hafd haHTacTUYecKnm nelisa-
KEeM, HaNOMUHAOWMM MaKPOKOCMbI /leoHapao Aa BuHuwm (Puc. 5). O6beanHeHne
B HEM MUKPO- ¥ MaKpPOMUPOB (MUHNATIOPHbIX PYKOTBOPHbIX «PEK» 11 <XONMOB» — U
HEPYKOTBOPHBIX FOP 3@ OKHOM) CTAHOBUTCS BblpaXeHneM 0Co60ro MUCTUYECKOTO
MacwTaba BUAeHMs. Takoi TMN NPOCTPAHCTBEHHON pa3MepHOCTH KOppennpyeT C
HETXOBEHCKMM MY3bIKaNbHbIM «TPAHCOM»

CaM MOMEHT 3ByYaHVs 3aKMo4aeTcsi TapKOBCKMM BHYTPb HEMpPepbIBHO
pa3BuBatoLLerocs nnaHa. Kamepa vccnegyeT o6CTaHOBKY xuauwa [JomeHrko
C TOYKM 3peHuns Bolwepwero fopyakoBa. [NaBHoe MefneHHOe NaHOpPaMmpo-
BaHMe MO CTEeHaM BTOPUT NOCTYNEHHOMY BOCXOASILLEMY ABVIKEHMIO MENoaNY,
a BO3HVKHOBEHME B Kafpe HOBbIX OOBEKTOB — MOCTENEHHOMY TeMOPOBOMY
oborateHuto GaxTypbl beTxoBeHckoro Adagio. Bo3HMKaeT aHanorvs Ha yposHe
opraHun3saLuy 3ByKOBOM W BM3yanbHON TKaHel punbma.

VIHTepbep AOMa 1 BLICTPOEHHAS PEXMUCCEPOM MU3aHCLeHa AatoT Hora-
Tblii MaTepran Ans CEMUOTUYECKOW UHTepNpeTaLnmn CBA3en My3blK/ CO CNo-
BECHO-TEKCTOBOW OCHOBOW. Tak, CTyneH4yaToe HMCnagaHue menogun (xop, ae-
peBsSiHHbIE [lyXOBble W anbT) Ha cenTumy (“stiirzt nieder”, «npocTepnnch HULY)
COMPOBOXAAETCA BM3yanbHbIM 3HAKOM: B Kagpe Mbl BUAUM MPUCIOHEHHYIO
K CTEHEe NEeCTHULLY, BbI3bIBaOLLYIO MPOTMBOPEYMBbIE acCoLMaLMM — 3TO U NeCT-
Huua VakoBa (nyTb K bory), n nectHuUa Kak MHCTpyMeHT CTpacTelt focnofHumx
(purypupyeT Kak B BozaBvkeHnn Kpecta, Tak v B CHATUK C Hero). [eknama-
LMOHHBIV Npu3biB xopa “Ahnest du den Schopfer, Welt?” («Buawmwib Tsl TBOPUE,
MUP?») CONPOBOXAAETCH OCTAHOBKOW ABVXKEHMS Kagpa Ha durype fopyakosa,
CMOTPALLErO B 3€pKano.
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Puc. 5. B gome JlomeHuko. Kagp n3 dhunbma «<HocTanbrus», pex. A. TapkoBCcKuin, 1983. 47 MUH.
7 cek. CKpMHLIOT aBTOpa

Fig. 5. Nostalghia [film, 47:07). 1983. Directed by A. Tarkovsky*'

O3By4mMBaHvie e Wwunneposckol crpokmn “Uber Sternen mufR Er wohnen”
(«Hap 3Be3namu gomxeH OH XUTb») NPeACcTaBseT cOOOM KOMNO3UTOPCKYHO Mo-
MbITKY YCAbIWATh KOCMUYECKYHO MY3bIKy Cep CBOEro BpeMeHu. [1s XyqoxHMKa
3MOXM KNaCCKLM3Ma OHa, KaK 1 B 3Mnoxy 6apoKKo, NpefcTaBnseT coboi CNOXHO
OpraHn30BaHHy cucTeMy nynscaunn. «Chepryeckoe» My3bikanbHOE BpeMms
opraHmn3syeTcs noAnMMOHNYECKUM PacC/IOeHVIEM OPKECTPOBON MaKTypbl Ha He-
CKOMIbKO TEMBPOBBIX IMHNIA, MYNbCUPYHOLLMX Ha HEM3MEHHbIX BbICOTaX C pa3fny-
HbIMU BPEMEHHbIMY MHTEPBanaMu (Mbl CbILIMM WeCTHAAUATbIE ONW Y CTPYH-
HbIX 1 INTaBP, YETBEPTHbIE TPUOMM Y 1ePEBAHHbIX AYXOBbIX U YCUIEHHbIA MEAbIO
KaHOH XOPOBbIX NAPTUI, N3MI0HEHHbIV MONOBUHHBIMU U LIEAbIMUA HOTaMM).

KpoMe Toro, My3biKanbHblli KOCMUYECKIM XPOHOC KNaccuumama Moaeni-
PYeTCs 1 C MOMOLLBbIO FaPMOHNYECKOro pas3BuTHs. B 3ToM CMbicie B 6eTxoBeH-
CKOM onyce (B KOHTEKCTe TUMUYHbIX A8 MaXOPO-MUHOPHOM CUCTEMbI dYHK-
LUMOHANbHbIX TAPMOHUYECKMUX OTHOLIEHWIA) MOXHO 3adUKCHpoBaTb ChAyyan
4pe3BblYaNHbI — rapMOHKS 1BOMHOM AOMWHAHTLI B BUAE HOHAKKOPAA yaep-
XKNBAETCH B TeYEHWNE BOCOMU MAKMO8. NponucxoamnT hakTU4eckn noaHoe CTu-
paHue TATOTeHWI HeYCTOMYMBbLIX 3BYKOB B YCTOMYMBLIE, (YHKLMOHANBHOCTb
3aMellaeTcs CaMoLieHHbIM NpebbiBaHneM BHYTPU HOBOW CUCTEMbI — CO3BYYMS
/a-cis-e-g-b/. Coznaetcs achdeKT nepexofa 13 BpeMeHW, OpraHM30BaHHO-

7 WcTouHuK u3obpaxerns cMm. / See the image source: https://www.youtube.com/
watch?v=NEJsY-GGq90&t=5285s (25.09.2023).
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ro NOrMKOM YeNoBeYECKOW ipambl, B HEKNIA HOW, OB bEKTUBHbIN KOCMUYECKUI
XPOHOC (B 3TOT MOMEHT NMPOWCXOAWT v 3aMeHa apaMaTusuvpytollero ff MucTrve-
CKMM pp sempre).

TapKOBCKWI BM3yanbHO MapKMPYeT BKITIOYEHME KOCMUYECKOro XPOHOCa
«yX0[lOM B cebsi» CTOSILLEro nepef 3epKanomM reposi. FopyakoB KuaaeT B3rnsg
B CTOPOHY — Kamepa Ha4yvHaeT NaHopaMMpoBaTh MO HanpaBneHnto B3rsaa.
CooTBeTCTBYIOWas YacTb Kafpa HacblLaeTcst BCEBO3MOXHON «MepTBOI HaTy-
poi» (nature morte) B xaHpe 6apoyHoro vanitas: aTprbyTaMmm KynsTypbl, HayKu,
NPUPOLAbLI 1 HENOBEYECKOW XIM3HM (Mbl BUAMM KHUTY, KONOY, Cyxime UBeThl, hOoTo
B pamKe, Yachl, OCbIMAOLLYOCH WTYKATYypKy CTEH) — BCE yKa3blBaeT UMEHHO
Ha BPEMEHHOM acneKT YTeHWs My3bIKU.

OfHaKOo TaKoW 3HaKOBbIN YPOBEHb AManora Mexay My3blKanbHbIM 1 BL3Y-
anbHbIM pPslaMy 30eCh He eAMHCTBEHHbI. [epemelleHrie paMoK Kagpa MUHyeT
00bIYHYIO NTOMMKY TPEXMEPHOTO KOHTUHYYMa. «PaccnoeHme» My3blikanbHOro Bpe-
MeHU CUHXPOHM3MPYETCS ¢ MeTadopuyecKrM nepexofomM [opyakoBa B MUCTY-
Yyeckn TpaHCHOPMUPOBAHHOE NPOCTPaHCTBO. Kamepa MeHseT TUM ABMKeHUs C
naHopaMupoBaHus Ha elle bosee 3aMmefieHHbIN Npoe3a, B KOTOPOM MefieH-
Has MefuTaUMs NaaHa 3aneyatneBaeT TPOeKpaTHoe nosiBneHne Gurypsl fop-
YaKoBa (0fiHO — B 3epKane 1 ABa — peasnbHbix). TakUM CNOCOHOOM co3aaeTcs Lie-
NOCTHas NPOCTPaHCTBEHHO-BPEMEHHas KOHCTPYKLMS, BOMOLIAIOLWAs HeKyto
CBepxpeanbHOCTb. BudyansHas TPaHCAsLMS 30eCh BbipaXaeT He 3CTETUYECKIN,
a MUCTUYECKMIA aCneKT My3bIKaNbHOrO COAePKaHWs, Bbi3bIBaOWIMI B CO3HAHMM
cnylwatens TpaHcopMaLmnio NPOCTPAHCTBEHHbBIX OLLYLIEHWIA. HanoMHUM, 4TO
npeaBapsioLii CLUEHY Kaap C PYKOTBOPHbIM Men3axeM, yBUAEHHbIM CIOBHO 13
KOCMOCa, B CBOEM Pa3BUTUM NPeBOCXMLLAET ayAMOBK3yabHYO ApamMaTyprio
Adagio: nogpobHoe n3yyeHne kamepoi NCKYCCTBEHHOTO reorpaduryeckoro pe-
nbeda 3aBeplianock byKBanbHbIM NEPEXOOM B «<FTOPHUIA MUP».

MaKpoKoCMy «MeAneHHOM» My3bIK/ No3aHero betxoBeHa NprHagNexuT
n Il yacTb [essTol cumdoHum, peanusytollas co3epuatenbHyto dhasy coHaT-
HO-CMMdOHMYecKoro umkna. Myssika Adagio molto e cantabile o6bepvHsieT
no3gHvie HETXOBEHCKIE TOMOCHI, TAroTetolWMe K aHTUYHOMY 00pa3y Inm1smnyma
— L|apCTBa «BO3BbIWEHHOIO MOKOS». [JaHHbIN CEMaHTUYECKNA KOMMEKC, Npes-
CTaBnss chepy CTaTUHecKoro yMoco3epLaHys, CTaHOBWTCS CMbIC/IOBOV ansTep-
HaTVIBOWV AMHAMUYECKOMY 3aBepLIEHNIO LUMKNa CUMbOHUK — ee DuHany, rae
06pa3 0buTenn baaxeHHbIX Ayl BO3HWKAET B KOHTEKCTE 3KCTATUYECKOro nepe-
XBaHUs, BepbanbHO 3anedaTneHHoro B Texkcte «Oapl K pagoctv» &. Lnnnepa
(«<PapocTb, npekpacHas 6oxbs Uckpa, / Joub Innsnymaly). Takum 06pasom, My-
3biKa Ill YacTV No cyTu 3apaHee PUKCMPYeT CMbICIOBOI UTOT CUMMOHMM 1 CTa-
HOBWTCS NpeaBecTMeM ByayLLyx «<MeaeHHbIX» PUHANOB COHATHO-CUMQOHKYe-
CKMX LMKNOB XX BeKa (Hanpumep, NO3AHEPOMaHTUYeCKMX CUMpOoHNA Manepa).
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B dbunbme P. B. dacbuHpaepa “Die Ehe der Maria Braun” («3amy»xectso Ma-
pvu BpayH», 1979) noa 3By4aHue «MeaneHHoM» My3blku Il yacTn 6eTXOBEHCKOM
[eBATOW coBepllaeTcs 3aBsa3Ka fencTans. OCobyto BaXXHOCTb NprobpeTaeT ap-
XUTEKTOHMKa BETXOBEHCKOrO NMMPUYECKOrO BbICKa3biBaHWA. MeaneHHas 4acTb
CMMOOHMM HanucaHa B ABOMHOW TpexyacTHOW hopMe, B OCHOBE KOTOPOW —
NPOTMBONOCTABNEHWE, Pa3BUTHE U CONMKEHNe ABYX TeM — MPOCBETNEHHOIO
Adagio molto e cantabile 1 yyBcTBeHHO HanonHeHHoro Andante moderato.

®rnbM, NOBECTBYIOWMIA O XKU3HU HEHWMHbI B 3anagHol lepMaHum
B KOHLIe BTOPOW M1pPOBOWA BOMHBI, HaUYMHaeTcs ¢ dnewbaka — cleHbl B 3AICe,
CHSITON Yepe3 OKOHHbIN NpoeM — Mapus 1 