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Adventure Silent Cinema
and the Soviet Anthropological
Project’

Abstract. The article aims to explore the role of national cinema in the early 20th
century and its contribution to the development of the Soviet anthropological
project. Any significant transformation of society involves the human factor.
This factor can be observed in two ways: as a consequence of changes, which
shape the new social experiences acquired through individual socialization, and
as the unique qualities of those organizing the transformations. The beginning
of the 20th century marked a period of active formation of mass society, urban
lifestyles, and entertainment industries. Within this landscape, cinema held a
special, perhaps even crucial, position—probably due to its accessibility and
the condensed intensity of content presentation. The adventure genre, in
particular, played a dominant role and greatly contributed to the success of film
distribution. The interplay between commercial and creative aspects has been
influential in shaping the development of cinema from its inception.

" Translated by Elena V. Filyukova.
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However, during the Soviet era, the balance between entertainment
and creativity began to shift, influenced by socio-political circumstances.
Firstly, there was an increasing emphasis on social themes in films.
Secondly, by the 1930s, these circumstances had evolved into direct
political pressure, significantly impacting the content requirements
for films and even the fate of their creators. This resulted in a clear
contradiction: while cinema content portrayed the ideal of an initiative,
responsible, and creative individual, in reality, individuals, including
film authors, were expected to conform to ideological requirements.
This contradiction between the broadcast content and the real lives
of people led to the squandering of the resources of the anthropology
project and the creative potential of cinema. Nonetheless, it did not
impede the development of models and technologies that shaped
the personalized power of mass society, which have retained their
significance to this day.

Hence, cinema, which initially emerged as a form of entertainment with
adventure genre for a dominant, not only played a role in shaping the
concept of the “mass man,” but also laid the groundwork for the models
and technologies that defined a “person in power.”

Keywords: adventure cinema, anthropological project, ideology, silent
cinema, Soviet power, trickster, screen culture
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Lnsg yumuposaHus

TynbuUHCKMIA /1. ABaHTIOPHO-NPUKIIOYEHYECKOe HEMOE KMHO 1 CoBeT-
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ABaHTHOPHO-NPUKIOYeHYeckoe
HEMOE KNHO U COBETCKUIA
aHTPOMONOrYeCK NPOeKT

AHHoTaums. CTaTbs COAEPXKUT NOMBITKY BbISBUTb PO/b OTEYECTBEHHOMO KK~
HemaTorpaca nepBoit 4eTBepTU XX CTONETMA B peanu3alun COBETCKOro
aHTpononornyeckoro npoekTta. /lloboe cyllecTBeHHoe Mpeobpa3oBaHms
obllecTBa npegnonaraet yenoseveckuin aktop. OH NpPOsSBASETCS ABOS-
KM 00pa30oM: Kak NOCNeAcTBrE U3MEHEHWI, KOTOPOe BNUSIET Ha OCBanBa-
eMblll HOBbIM COUManbHbIMA OMbIT B MPOLECCE CoUManm3aumm NUYHOCTe!, 1
Kak ocobble YenoBeyvecKmne KayecTBa OpraHmn3aTopos npeobpasoBaHuii. Ha-
4ano XX BeKa — Bpems aKTUBHOrO (GOPMMPOBAHMS MACCOBOro 0bLecTBa,
ropofcKoro obpasa *M3HW, passnexaTenbHbiX WHAYCTpUA. KnHematorpad
B 3TOM MpoLiecce 3aH1MMaeT 0cob0e, BOIMOXKHO, KNOHEBOE MeCTO. 3TO ObIN0
00yCnoBNEHO ero JOCTYNMHOCTbIO, KOMMAKTHOW MHTEHCMBHOCTBIO Mpe3eHTa-
UMK KOHTeHTa. Mpy 3TOM aBaHTIOPHO-MPUKIIOYEHYECKUI XaHp Wrpan Ao-
MUHVPYIOLLYIO PONb, H4TO 0becnevmBano NpUHUMMUANBHO BaXHYHO ycnel-
HOCTb KMHOMNpoKaTa. COOTHOWEHME KOMMEPYECKOTO 1 TBOPYECKOrO acnek-
TOB AETEePMMHMPOBAN0O pasBuTME KUHeMmaTorpacda C caMoro ero Hadvana.
OfHaKo B COBETCKMI nepuof 6anaHc pa3eneyeHuns 1 TBOpYeCTBa CTan npo-
SBNATb 3aBUCKMMOCTb OT COLMANbHO-MONUTUYECKMX OBCTOSTeNbCTB. Bo-
nepBblX, COUVanbHas TeMaTvKa NpuobpeTana HapacTaloLLyto aKLeHTyaLumto.
370 06cTOATENBCTBO K 1930-M rofa NpeBpaTnAoCh B NpsiMoe NoanTMYecKoe
[aBreHNe, KOTOPOEe Hayano Cepbe3HO CKasblBaTbCs Ha TpeboBaHMsX K CO-
aepxaHuio GUNbMOB 1 Aaxe Ha cyabbax vx aBTOpPOB. MTorom cTano ssHoe
npoTtuBopeyvie. CofepxaHve KUHO Y4acTBOBanO B TPaHCASUMK uieana
MHULMATUBHOW, OTBETCTBEHHOW, TBOPYECKOW IMYHOCTH, B TO BpeMs Kak B
peanbHOM XKU3HW OT YenoBeKka (BKtovas aBTOPOB KMHO) TpeboBanoch Co-
OTBETCTBME WAEONOrMYECKMM TpeboBaHMsaM. 3TO NpOTMBOPEeYME Mexay
TPaHCAUPYEMbIM KOHTEHTOM W peanbHOM XW3HbIO COoLMyMa MpUBENO K
pacTpate MaTepuana aHTPOMONOrMYeCKOro MPOeKTa W TBOPYECKOrO Mo-
TeHUMana kvHematorpada. OHO He nomewwano BbipaboTaTb 0OpasLbl U Tex-
HONOrMM hOPMUPOBAHMS MEPCOHNPULMPOBAHHON BNACTN MacCOBOrO obLle-
CTBa, COXpaHVBLUVE CBOE 3Ha4Y€eHMe U B Halle BpeMms.
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Taknm 06pa3oM, BO3HUKLLNIA KaK pa3BaeyeHye C JOMUHMPYIOLWNM aBaH-Tiop-
HO-NPUKNIO4EHYECKMM KaHPOM KrHemaTorpad cbirpan CBO posb B GopMu-
POBaHVM NPOEKTa HOBOIO MaCCOBOTO Ye0BeKa, OfHOBPEMEHHO 3a710XKM1B 06-
pasLibl 1 TEXHONOMMK (DOPMMPOBAHUNSA YenoBeKa BAaCTy.

KntoyeBble C/10Ba: aBaHTIOPHO-MPUK/IIOYEHYECKOe KMHO, aHTpOMosornye-
CKWIA MPOEKT, MAEONOrns, HEMOE KUHO, COBETCKAs BNACTb, TPUKCTEP, IKPaH-
Has Ky/nbTypa

BnaropgapHocTu: ViccneqosaHune BbINMOAHEHO NPY NOAAEPXKe rpaHTa PHO
ON5 Manbix Hay4Hbix rpynn Ne 24-28-01484 «AHTpOMNONOrndeckme naeansl B
NPUKYEHYECKMX PUIbMax 0TeHeCTBEHHOMO HEMOro KHeMaTorpada 1910-
1920 ronos».

INTRODUCTION

Pre-sound cinema emerged as entertainment with a dominant adventure
genre. The beginning of the last century was a time of active formation of mass
society and its culture as a predominantly urban lifestyle with its presence of free
time. This led to the rapid development of entertainment industries: theater, cin-
ema, concert, museum, and exhibition activities, organization and conducting of
festivals, open-air celebrations, sport events, various forms of amateur activities,
and nascent tourism.

Cinema occupied an exceptional place in this series—with its accessibility,
compact intensity and initial extraordinary nature of presentation. Furthermore,
the dominance of the adventure genre, which stylistics was extremely broad, if
not all-encompassing, was not accidental. These are the challenges and trials of
heroes where conflict, overcoming, struggle, realization of will, selfless heroism
and self-denial are combined with dynamic action, unexpected turns that hold
the viewer’s attention. The silent films of the 1900s and 1920s had intrigue and
comic scenes, masterly executed gags, jumps, thrill chases, fights, gang shoot-
ings, diversions, fraudulent scams, scenes of seduction and hectic parties, and
all this was filmed in a rather intense dynamic (Salnikova, 2023; Salnikova, 2024).
Moreover, adventures were easily combined with comedy and tragedy, melodra-
ma and detective story, satire film and biopic, which with the help of screenplays
provided an excellent opportunity to refer to literary material, including classics...
All this was exceptionally important for the success of distribution being a fun-
damentally important circumstance, significant to this day, not to mention the
formation of cinema.
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The famous phrase “Of all the arts, for us the cinema is the most important”
is usually cited in the context of the propaganda value of cinema for the emerg-
ing Soviet government, although it was originally said by Lenin in a conversation
with Commissar Anatoly Lunacharsky when discussing the economic situation of
the arts. However, it is worth recognizing that then cinema had been successfully
combining its both functions, political and commercial, and is still being smash-
ingly combing nowadays. It is true that as cinema had become a complex of pro-
fessional creativity and craftsmanship, representing artistic value, the aesthetic
value of film works was also formed and increased its hold firstly in the form of
avant-garde, and then of festival cinema and art house. The balance of these fac-
tors in the process of cinema development was quite dynamic and depended on
socio-historical specifics, which affected not only the content of works and their
distribution fate, but also the fate of their authors.

This article attempts to trace the peculiarities of these dynamics in national
pre-sound cinema, which historically coincided with the formation of the Soviet
state, including its collectivization and the beginning of industrialization (known
as the Great Upheaval). The present examination seeks for the solution of three
tasks which constitute the structure of the corresponding work: (1) the interrela-
tion between commercial and socio-political factors in the content and stylistics
of films; (2) the dynamics of the interrelation between state policy and cinematic
creativity; and (3) the value of cinema in the formation of the public image of au-
thority in the first quarter of the twentieth century.

The general theme of the work represents anthropological ideal (project) as
an emphasis on the broadcast cinema content, political assignment and its real
personification. So far, the fate of the Soviet anthropological project has been
considered on the material of fiction (Nikolsky, 2022, pp. 259-265; Nikolsky &
Zlotnikova, 2022; Nikolsky, 2023; Nikolsky, 2024; Tulchinskii, 2023). Believing that
the appeal to films gives no less interesting result, the author hopes to reveal
the picture of how the entertainment industry of bourgeois society turns into a
powerful effective means of building a conceptual picture of the world that pulls
together the society into a tool for political communication and targeting by po-
litical leaders.
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1. DYNAMICS OF THE INTERRELATION
BETWEEN ENTERTAINMENT-COMMERCIAL
AND SOCIO-POLITICAL FACTORS IN FILM CONTENT

In its aggressive expansion, the adventure genre of silent films actually ap-
plies to the first Russian animation by Ladislas Starevich as well as to Vertov’s
Man with a Movie Camera (Russian: Yenogek ¢ kuHoannapamom). However, if we
remain predominantly within the framework of feature films, we can trace several
trends, with the main one behind them all.

The dynamics of the obligatory romanticization of the relations between
the first and second plan characters is indicative—either it is the screen adap-
tations of Alexander Pushkin’s The Little House in Kolomna (Russian: /Jomuk 8
KonomHe) (1913), The Queen of Spades (Russian: [ukosas dama) (1916) or Starev-
ich’s entomological animations (1910-1912). At the same time, while in the pre-
revolutionary cinema (Uncle’s Apartment (Russian: /JsidiowkuHa Keapmupa),
Daydreams (Russian: 'pésel), Silent Witnesses (Russian: Hemeie caudemenu)) girls
were the object of courtship, in the Soviet period they increasingly assumed an
active role. However, even Parasha in The Little House in Kolomna is already show-
ing initiative in the intrigue with inviting to the house an officer dressed as a cook.
And in The Project of Engineer Prite (Russian: lpoekm uHxeHepa lpaiima) (1918),
this role already transforms into Betsy’s support of the protagonist business
against the will of her father, as well as into the protest of the miller's daughter
Oksana who does not submit to the will of Makhno and joins the Red Devils in the
eponymous film (Russian: KpacHseie desisonsgma) is a 1923 Soviet adventure film
directed by Ivan Perestiani based on the (1923). In The Tailor from Torzhok (Rus-
sian: 3akpotuwjuk us Topxka) (1925), a young servant-girl is already quite active in
the manifestation of her feelings “winning over” the groom of the NEP business-
women. In The Three Million Trial (Russian: lpoyecc 0 mpex munnuoHax) (1926),
the banker’s wife with her love affairs is a key figure in the plot development.
In The Girl with a Hatbox (Russian: Jlegywka ¢ kopobkol) (1927), the female pro-
tagonist initiates the marriage registration to provide overnight accommodation
for the male protagonist, in Miss Mend (Russian: Mucc MeH0) (1926), we see the
unrequited love of the three protagonists and one antagonist to a trade-union
female activist, while in Bed and Sofa (Russian: Tpemes MewaHckas) (1927) the
leading role of Lyudmila in the love triangle led her to exit from this game and
her later departure. We also see the leading role in love relationships of the main
female protagonist Marusya Ivanova in The Doll with Millions (Russian: Kykaa ¢
munnuoHamu) (1927).

In the Soviet cinema, the importance of family and marriage was constantly
growing while previously the marriage had been regarded as a simple adventure
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entourage. In Aelita (Russian: Asauma) (1924), the main intrigue can be found in
the relationships of young Soviet spouses (an engineer Los’ and a civil clerk Nata-
sha), in Los’s jealousy of his wife, whom a new tenant, the crook Erlich, is trying to
seduce. In Miss Mend, family affairs, inheritance, and an illegitimate child consti-
tute the main knot and means of twisting the intrigue of the villainous plot under-
lying the film narrative. In Bed and Sofa, the deep tragedy of the frivolous attitude
to marriage of a married couple and the husband’s fellow soldier is revealed. In
The Doll with Millions, we observe the complete triumph of the Soviet undoubted
selfless love marriage over selfish matrimonial aspirations. And in the final part
of the whole pentalogy about Red Devils (1923-1926), the main characters form
two married couples (Misha & Oksana and Tom & Dunyasha) and give birth to
children. In this respect, such introduction of the role of children in adventures is
also significant: they are developing from innocent victims of devious villains or
mischievous hooligans to the united pioneer squad in The Three [Russian: Tpoe]
(1927).

The adventures in the movies of this period were largely related to the
housing crisis, homelessness, and living in rent houses. It seems that the hous-
ing crisis was a very Russian theme, which had become increasingly painful dur-
ing the Soviet era and created registration control and compacted distribution of
housing. Voland’s famous line in The Master and Margarita was uttered for a rea-
son. Even the dynamics of the formal etiquette of relations between the charac-
ters is curious. Before the revolution we had seen open emotionality of relations
among characters, and even the servants. In Soviet times, despite the compacted
lifestyle, compulsory handshakes revealed only tension, conflict, ease of turning
to violence in solving personal and social problems.

All these trends were manifestations of the main one, which was the growth
of the social and even political factor and the scale of adventures and their con-
tent. If in the pre-revolutionary period it was mostly relatively free-spirited ad-
ventures, not going beyond the personal life of the characters, then in the Soviet
period, not to mention the events on the fronts of the Civil War, even in peacetime
one can feel the tension, conflict in society, turning into increase of class inequal-
ity and struggle up to intercontinental (The Death Ray (Russian: /ly4 cmepmu) and
Miss Mend) and interplanetary (Aelita) scales, worldly dependence on authority
and society representatives (such as the house committee as the “house govern-
ment” in The Girl with a Hatbox or the trade union in The Tailor from Torzhok),
bringing a new order (again in Aelita) or already providing it as in The Extraordi-
nary Adventures of Mr. West in the Land of the Bolsheviks (Russian: HeoberuatiHeie
npuktoYeHus mucmepa Becma 8 cmpare bonswesukos), Miss Mend, where the
Soviet militia accomplishes the matter in the final scene. The positive experience
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with the Soviet militia even prompts the American Senator West by radio to urge
his wife to hang a portrait of Lenin in the office.

And, of course, the confrontation between the people from the past (“the
former ones”), the new NEP-mans, mere crooks are ridiculed by all available
means, and the new Soviet life of the new generation is triumphing over them
growing by the Great Upheaval (1927-1929), which actually coincided with the
introduction of a sound cinema.

And the increasing role of authority in the conceptual picture of the world
stands behind all these events. Silent adventure cinema is being increasingly
used in such broadcasting.

Thus, by the 1930s, the conceptually political content and its correspond-
ing requirements were increasingly putting impact to the commercial-entertain-
ment function of cinema. This dynamic of balancing mass entertainment with
the Soviet ideology determined the main nerve of the Russian adventure cinema,
finalizing not only its content, but also the fates of its authors. And this nerve was
quite ambiguous. On the one hand, it declared the ideal of responsible initiative
personality, capable of independent socially significant decisions and actions.
On the other hand, the authors did not always keep up with the time and did not
always correspond to the current, rather mobile political course while the state
control and harsh measures, up to and including even repressions, for deviations
from it were intensified.

2. DYNAMICS OF THE INTERRELATION
BETWEEN STATE POLICY AND CINEMATIC CREATIVITY

The Soviet regime was strengthened not only by the victory in the Civil War
and the economic successes of the New Economic Policy (NEP). On the contrary,
the very cancellation of the NEP, collectivization, the Great Upheaval, and the first
five-year industrialization plans that followed, were powered by the energetic
support of mass enthusiasm coming from below, which ensured the legitimacy
of the political regime and the development of its plans, without noticing the
monstrous violence and repressions. This enthusiasm was fueled by something
greater than just emerging social lifts and was based on something deeper, that
included the global existential motivation of meaning and life.

It can be associated with forced industrialization, urbanization, which actu-
ally corresponded to the general civilizational trend of mass society formation
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(Tulchinskii, 2013) with its new formats of identity, requirements to a certain
standard of education, development of mass communication and involvement.
In addition, the Soviet regime inits conception and public positioning transmitted
the general pathos of building a new world, which was totally filling the content
of the public meaning space, in which the cinema actively participated, as it was
shown above. It was a time not only of the defeat of everything and anything, but
also a time of large-scale social creativity: communes, voluntary Saturday works
[the so-called subbotniks], the innovation pedagogics of Makarenko and Soroka-
Rosinsky... In the first two post-revolutionary decades a special type (partly even
a generation) of a Soviet man was formed, which can be regarded as a truly “new
man” and who became, perhaps, the real main anthropological result of the So-
viet project. These were the people who were really organizing a new life in the
new society, confident in their knowledge of what this life should look like and in
their ability to realize it. We are talking about a generation whose childhood was
spent during the Civil War, whose adolescence was spent during the formation of
Soviet power, whose youth was spent during industrialization, and whose adult-
hood was spent during the Great [Patriotic] War, the one which not every of them
managed to survive. That generation, that we meet in the works of Vladimir Bely-
aev, Yuri Bondarev, Yuri Nagibin, Anatoly Rybakov, Boris Slutsky, entered their real
life early and actively, was engaged in rigorous self-education, and were building
their lives actively and courageously. To that generation belonged the “IFLIans”
[IFLI is the abbreviation of the Institute of Philosophy, Literature, and History in
Moscow] who created the new Soviet poetry and philosophy. Its younger rep-
resentatives were Alexander Zinoviev and Georgy Shchedrovitsky. But, in fact, it
was the very generation that was able to win the war and raise the country after
it. And it had grown up mostly on Soviet literature and cinema.

Moreover, for Soviet cinematography itself, it was a period of rapid creativ-
ity, search for and mastering of new expressive means that enriched the world
cinema and artistic culture, giving the world a constellation of outstanding direc-
tors, cameramen, actors, whose legacy is studied and researched to this day. Cin-
ematography opened a window of opportunities for creativity, attracted a wide
range of creative people not only from the theater, but also from literature, fine
arts, and music. Silent movies were accompanied by the music of Sergei Prokof-
iev, Igor Stravinsky, Dmitri Shostakovich. Not only Vladimir Mayakovsky, but even
the People’s Commissar of Education wrote scripts, and played in the movies (for
example, The Lady and the Hooligan (Russian: bapsiwHs u xyanueaH), The Three,
Salamander (Russian: CanamaHdopa)). Viktor Shklovsky, a theorist and practition-
er of the formal method, being himself a man of adventurous fate and uneasy
relations with the Bolsheviks, found his refuge in the cinema. Exactly the cinema
completed the formal method by the addition of aloof meanings to their new
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montage. The cinema avant-garde had been formed in this unique environment
saturated with creativity, mastering of more and more technical possibilities, and
growth of a proper cinematographic professionalism.

The Kuleshov effect, as well as his creative geography (or artificial land-
scape) method, explained the two main functions of montage, when the content
of the subsequent frame can completely change the meaning of the previous
frame, and the montage of the same frames in a different sequence creates a
fundamentally different film text. The language of cinema world for a full due in-
corporated the poetic film generalizations of Alexander Dovzhenko, his unique
director’s experience with still textbook films and the work with amazingly plas-
tic actor Vsevolod Pudovkin, metaphors, frame composition, montage rhythm
of the masterpieces of Sergei Eisenstein (Strike (Russian: Cmayka), Battleship
Potemkin (Russian: bpoHeHocey “lMomémkur’), October: Ten Days That Shook the
World (Russian: Okmsibpes: [lecsime OHell, komopsie nompsiciu mup). This series
can be continued. The Soviet silent cinema created entire trends and schools in
cinematography that influenced the foreign film avant-garde, primarily German
and French.

However, the very formation of the Soviet regime was accompanied by
increasing regulation and rejection of the ability for autonomous responsible
behavior—and the further it went, the more it was. Whereas fiction, cinema,
education, and propaganda proclaimed the free creator, the real social life was
characterized by control and rigid regulation, when a person was not the master
of his own life from childhood until he turned gray. The ideal of the Soviet man
came into contradiction with a social reality. Artistic, propaganda contexts and
the context of the real social life increasingly diverged in the understanding and
realization of the anthropological ideal. Avant-gardism was rejected and forced
by socialist realism, whose eidetic paradigm was Stalin’s style (Groys, 1993).

The experience of Yakov Protazanov was unique, as he adhered not so much
to the author’s position as to the studio interest and successfully combined the
use of innovative techniques with the interests of distribution, allowing himself
“greetings” to the communist avant-garde in the form of Karl Marx and Friedrich
Engels, glimpsed in The Three Million Trial.

Apparatus officials determined what was currently important and what was
not, film projects were canceled, and censorship increased. Restrictions, censor-
ship, direct surveillance of Alexander Dovzhenko, Stalin’s personal intervention in
his biography in 1933. A striking example is the tragedy of Dziga Vertov, a revolu-
tionary documentary filmmaker, creator of a virtuoso film language from camera
work to editing. In the 1920s, the innovations of the filmmaker mainly coincided
with the ideological program of reorganization of a social life. Kino-Pravda (or
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Film-Truth, Russian: KuHo-lpasda] (1922-1925), Kino-Glaz [or Film-Eye, Russian:
Kuro-Inas] (1924), Man with a Movie Camera (1929) had a sensational success in
Soviet Russia and abroad. Vertov sharply contrasted his approach of “cinematic
sensing of the world,” “life caught unawares” with cinema to bourgeois, commer-
cial, “novelistic and theatricalized” (Vertov, 1966). Vertov’s pathos-driven attacks
on commercial game cinema coincided (sometimes literally) with the party’s crit-
icism of the “most important of arts” that had risen and grown during the years
of the NEP and had actually turned “into a preacher of bourgeois influence or
decomposition of the working masses,” as was noted in the resolution of the 12th
Congress of the RCP(b) in 1923 (O partiynoy i sovetskoy pechati, 1954, p. 275). At
the same time, however, the relationship between the authorities and the film
director was shadowed by Vertov’s criticism of the compelling of cinema to po-
litical events, on the one hand, and, on the other hand, to the preferences of the
market, which did not consider the cinematographic nature of the subjects and
prevented the disclosure of the poetry of the material. This position, as well as
Vertov's interest in expressing the emotional life of the common man through the
language of cinema, was met with rejection, which was the main reason why the
outstanding filmmaker was actually banished from the profession, down to his
routine work as an editor on episodes of The Chronicle of the Day and a part-time
job of unloading railroad cars.

In the 1920s, especially in the years of the scaling back of the NEP and the
course towards collectivization and industrialization, Vertov’s pathos of opposi-
tion to commerce and bourgeois tastes, his vivid propaganda of enthusiasm for
breaking the old ways and working to build a new world corresponded to the
Party leadership’s vision of the role and place of “the most important of arts.” But
by the 1930s the situation had been already different. What was required was
not the tearing down of shades or exploding of stereotypes, but creating the my-
thology of historical heroes (from Ivan the Terrible to Vasily Chapayev or Mykola
Shchors), the pathos of glorification of wise leadership. Vertov’s romance with
the Soviet authorities turned out to be bright, but not long and not mutual. It
is not by chance that he saw much in common in his situation and the situa-
tion in which his friend Vladimir Mayakovsky also found himself (Vertov, 1966, pp.
182-186, 262-263).

The time of the creative avant-garde in the Soviet cinema actually ended
with the Great Upheaval. The fate of the aforementioned generation, which grew
up on creative cinema, was also sad: like the creators of cinema, it turned out
to be mostly wasted material. But for the bearers of authority and pretenders to
power, silent adventure cinema created a powerful reserve and resource.
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3. THE POTENTIAL OF CINEMA IN PERSONALIZING
THE PUBLIC IMAGE OF POWER

The previously mentioned process of mass society formation in Soviet
Russia had one more important feature that could not be grasped from a purely
economic, political, or even cultural point of view. It is about the replacement of
ethnic and status positioning of the individual, peculiar to traditional society, by
the role positioning which is characteristic of mass industrial society (it does not
matter what kind of tribe and origin you are, what matters is whether you are in
demand, in some capacity, in a social role), and the preparation of the next type
of positioning—image-public positioning (Tulchinskii, 2013). In Europe, this pro-
cess started earlier and was not so rapid. In Russia, however, there was neither
a full-fledged elite nor civil society who are the main correctors of mass society
culture. Vladimir Kantor called it factor X, linking it to a certain anthropological,
psychological type that came to the fore and realized the mystery-playing ac-
tion in the turbulent first quarter of the twentieth century (Kantor, 2011, p. 205).
Characterizing this type, Vladimir Kantor gives an extended quote from Friedrich
Nietzsche’s The Gay Science:

With this a new human flora and fauna emerge that could never have
grown in more solid and limited ages: or at least they would be left there
“below” under the ban and suspicion of lacking honor. It is thus that the
maddest and most interesting ages of history always emerge, when the
“actors”; all kinds of actors, become the real masters. (Nietzsche, 1993,
p. 486)

The observation of the ultra-conservative, Ober-Procurator of the Holy Syn-
od Konstantin Pobedonostsev is also worthy of attention. He argues that there
areintelligent and significant people who cannot be taken seriously because they
lack a firm opinion; they only possess fleeting sensations that constantly change.
According to Pobedonostsev, the entire life of such individuals is a game of shift-
ing sensations, and their expression of them reaches a level of virtuosity. While
expressing themselves, they deceive neither themselves nor the listener, but, like
talented actors, they assume a certain role and perform it artistically. However,
when they are required to act in their own capacity in real life, it becomes im-
possible to foresee the direction of their actions, the manifestation of their will,
or the tone their words will take in decisive moments (Pobedonostsev, 1993, pp.
173-174). Nietzsche and Pobedonostsev agree in emphasizing the increasing im-
pact of acting in the real life. And this tendency was noted and felt at the bound-
ary of the 19th-20th centuries by many. It even caught the eye. An actor and an
actress—the figures, previously not worthy of respect, in some ways disgraceful
(marrying an actress, going into acting was a frequent story of social decline in
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the second half of the XIX century), in the twentieth century quickly come to the
forefront and become the most prestigious professions.

And cinema played a significant, if not a crucial, role in this becoming a
technology for quickly gaining fame and recognition and what is now called a
publicity capital. Actors are not just in fashion. They are imitated, “acted” as well.
The merchant’s grandson Alexei Peshkov, who later became a great proletarian
writer, the father of socialist realism, and who lived in princely luxury was acting in
St. Petersburg and Moscow salons in the image of Maxim Gorky—a writing beggar.
According to Ivan Bunin’s caustic remark, the most characteristic trait of Gorky
was hisincessant acting. Gorky, he wrote, could not spend a single minute in pub-
lic without engaging in acting, without resorting to phrases (Bunin, 1990, p. 194).
The “holy elder” Grigory Rasputin was also acting. Vladimir Mayakovsky (in his
yellow blouse), Valery Bryusov (styling as a black magician) were building their
image consciously. The same can be seen in politics. Russian revolutionaries
were acting under nicknames. And it was not just the demands of underground
work. I. Dzhugashvili took the party nickname Koba in honor of a romantic brig-
and from a Georgian novel. P. Sorokin called Trotsky a “theatricalized brigand.”

And even Lenin, Hitler, Mussolini were initially called jesters and clowns by
their contemporaries, while their coups d’etat were believed to be buffoons. Sta-
lin and Khrushchev played for the public with elements of foolishness... There
is a characteristic tendency of totalitarian regimes to acting, theatricalization,
mass festivals, processions, and in general to replace reality with scenery and
staging. Very quickly this became a feature of the culture of mass industrial and
post-industrial society, qualified by Guy Debord as “the society of the spectacle”
(Debord, 2023).

Cinema, then TV, social networks, screen culture in general became a pow-
erful resource for achieving popularity and image-making. This resource opened
the way to big politics not only for Ronald Reagan, Jon Gnarr, Cicciolina, Arnold
Schwarzenegger, but also our Yelena Drapeko, Nikolai Burlyayev, Mikhail Evdoki-
mov, the character of the TV series Servant of the People, who even gave the name
of the ruling party.

However, it is the adventure silent cinema with its characters capable of
rapid changes in behavior, appearance, and relations with other characters that
should be emphasized. We are talking about one or another degree of their po-
sitioning as a trickster. Charlie Chaplin, Vladimir Fogel, Aleksandra Khokhlova,
Igor Ilyinsky, even Anatoly Ktorov created images with characteristic elements of
tricksterism.

This, perhaps, is what Pobedonostsev meant speaking of the unpredict-
ability of “intelligent and significant people” acting. The trickster is the figure of a
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shifter, a deceiver. He is a character of almost any folklore and any mythology. His
actions are ambivalent to the existing rules, including the rules of decency and
morality ideas. The trickster is a kind of universal interface for changing the con-
texts of comprehension, able to change attitudes, positions, ideas about good
and evil, guided solely by his aspirations. In this respect, he is close to the joker—a
special card in the deck, which can replace any other card. It is not by chance that
nowadays these terms and concepts are practically synonymous. Thus, a soccer
player who comes on as a substitute and changes the course of the game and its
result is called a joker by commentators.

The Trickster, the Joker is a character who is both absolutely serious (even
formidable) and ridiculous. They are portrayed as jesters and clowns not without
reason. Butitis precisely by virtue of their jesting, their ridicule of reality, that they
have access to some external view of the given reality from an out, a position of
non-attendance (Mikhail Bakhtin), non-presence (Martin Heidegger). He defamil-
iarizes, re-identifies reality, and is able to mock everyone (like the character of the
latest creepy Joker, in which Joaquin Phoenix won an Oscar for his performance
in the title role), but at the same time he is attractive by just this ability to change,
to turn the situation. This is how he differs from a charismatic acting within the
existing rules.

Therefore, a politician claiming to be a “world changer” gravitates towards
tricksterism. This seems to be characteristic of Russian political culture in gen-
eral (Shomova, 2015). And probably it matches any subjective one. Khrushchev,
Stalin, Lenin, Trotsky, partly Nicholas I, Pavel I, “girls on the throne” (according to
Shchedrin), Peter I, Ivan IV, and so on and so forth—all of them were to a certain
extent other-worldly. Or even had to be. They themselves were fools or flirted with
fools. Adequate rulers like Godunov, Alexander I, Gorbachev were not perceived
as such. Probably, this is a prerequisite for any autocratic rule. An autocrat must
be a despot. It is quite in the spirit of K. Schmitt, a favorite of today: in order to
establish sovereignty and be considered a true sovereign, the ruler must possess
the power to disrupt the normal lives of their subjects, to invoke a state of emer-
gency atany given moment, and to keep their subjects in a constant state of alert-
ness. That's the tricksterism in a respond to the request of the subjects.

Probably, it is not by chance that the features of tricksterism were in the
character and behavior of the representatives of the mentioned here first Soviet
generation. Its representatives were characterized by a literal understanding of
the class approach with the poles of progressiveness and reactionism, a firm hab-
it of intolerance and non-alternativeness, which, among other things, served as
the basis for practices and even the cult of vigilance, testing themselves and oth-
ers for courage, for knowledge, for physical strength, “purging the ranks”... And
the cinema provided examples of behavior of this format.
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Emerging as entertainment with a dominant adventure genre, cinema
played its role not only in shaping the project of the new mass man, but also laid
down the models and technologies for the formation of the person in power.

ERGO

The examination of the fate of the new Soviet man project on the material
of silent cinema of the first quarter of the last century has shown the non-trivial
role of this initially purely entertaining socio-cultural practice. The dynamics of
the interrelation between commercial and socio-political factors in the content
and stylistics of films led to the control of state policy over cinematic creativity
within a rather short period.

At the same time, the contradiction between the broadcast content and the
real life of society led not only to the waste of the material of the anthropological
project and the creative potential of cinema. It did not prevent from the develop-
ment of models and technologies forming personalized power in mass society,
which have retained their significance in our time. Thus, cinema, which emerged
as entertainment with a dominant adventure genre, played its role not only in
the formation of the Soviet project of the new mass man, but also laid down the
models and technologies for the formation of the person in power.

BBEAEHWUE

[103ByKOBOI KMHEMATOrpad BO3HWMK KaK pa3BnevyeHue C AOMUHUPYIO-
WMM aBaHTIOPHO-MPUKIIOYEHYECKUM KaHpOM. Havano npownoro crone-
TS BbINO BPEMEHEM aKTUBHOTO (GOPMMPOBAHMS MACCOBOrO 0OWIECTBa U ero
KYNBTYPbl Kak NMpenMyLLecTBEHHO rOPOACKOro 06pa3a Xy3HW C ero Hanuymnem
cBobofHoro BpemeHu. 310 obycnoBuno BypHoe pa3BuMTME pa3BieKaTesb-
HbIX UHAYCTPUIA: TeaTpa, KuHeMmaTorpada, KOHLUEPTHOW, My3eMHOM, BbICTaBOY-
HOW 1esTenbHOCTH, OpraHn3aLmn U NpoBeAeHNs NPas3aHUKoB, NyNsHWIA, Cnop-
Ta, Pa3nnyHbIX POpM NOBUTENbCTBA, HAPOXAABLIEroCs Typr3Mma.

Kunematorpad B 3TOM psgy 3aHuman ocoboe MecTo — CBOel [o-
CTYMHOCTbIO, KOMMAKTHOW WHTEHCMBHOCTBIO UM MepBOHAYaNbHOW Heobbly-
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HOCTbO Mpe3eHTauuu. Tpu 3TOM He cCiyvalriHbiM ObiNo U AOMUHMPOBaHME
aBaHTIOPHO-MPUKMIOYEHYECKOTO KaHpa, CTUAWUCTMKA KOTOPOro Ype3Bblvali-
HO LUMPOKa, eciv He BCEOXBATHA. JTO BbI30BbI M MCMbITAHUSA TepoeB, B KOTO-
PbIX KOHMAWKT, npeogoneHne, 6opbba, peannsaums BOAM, repoMKa camo-
OTBEPEHHOCTM M CaMOOTPEYEHUSI COYETAKTCA C aKTUBHbBIM [eACTBUEM,
HEOXMAAHHBIMU NMOBOPOTaMM, YAEPXKMBAIOWMMU BHUMaHWe 3putens. B He-
MbIX prabMax 1900-1920-x ecTb U MHTpUra, U KOMUYECKUe CLEeHbl, TOBKO UC-
MOMHEHHbIE 3K, MPLIKKK, a3apTHbIE MOTOHW, APaKW, NepecTpenku, fMBep-
cnn, adepbl MOWEHHWKOB, CLIEHbI COBNasHeHNn U ByMHbIX BEYEPUHOK, 1 BCe
3TO B [OBOMIbHO WHTEHCUMBHOM anHamuke (CanbHukoBa, 2023, CanbHUKO-
Ba, 2024). Bonee TOro, NPUKMIOYEHWS N aBAHTIOPbI IETKO COYETATCS C KOMEAW-
el 1 Tparegmeit, MenoapamMon 1 AeTEKTUBOM, CaTUPOW U XMM3HEONUCaHUEM, C
NOMOLLbIO 3KPaHM3aLMI 10T OTINYHYH BO3MOXHOCTb 00PaLlaThCst K nnTepa-
TYPHOM MaTepuany, BKAtoYas Knaccuky. .. Bce 3To 0cobeHHO BaxXHO Ans ycneww-
HOCTM MpoKaTa — MPUHLUUMNMANBHO BaXHOIMO 0BCTOSTENbCTBA, 3HAYMMOrO A0
CUX NOP, He FOBOPS O CTAHOBNEHNS KHemaTorpada.

V13BecTHas dpasa «...M3 BCEX UCKYCCTB ANs HAaC BaXKHEMWVM SBAseTCs
KMHO» OBbIYHO MPUBOAMTCH B KOHTEKCTE MPOMaraHAMCTCKOrO 3HAYeHUs Ku-
HemaTorpada Ans CTaHOBSLLENCs COBETCKOM BNACTU, XOTS CKa3aHa oHa 6bina
NeHvHbIM B Becefie ¢ HapkoMoM A.B. J/lyHayapCKuM npu 06CyKaeHUN IKOHO-
MWUYEeCKOro MOAOXeHMs UCKycCTB. OAHaKO CTOWUT MpU3HaTbh, YTO 0be (yHK-
UMM — MONUTUHECKYIO U KOMMEPYECKylo — KiMHeMaTorpad ycnewHo coveTan
n coveTaeT. paBaa, N0 Mepe CTaHOBAEHWS KMHeMaTorpada Kak Kommnnexkca
NpodeccnoHanbHOro TBOPYECTBa, MacTepcTBa, MPeACTaBASIOWEro Xymoxwe-
CTBEHHYIO LIEHHOCTb, OPOPMUNACE €eLje M 3CTeTUYeCcKas LeHHOCTb KUHOMPO-
M3BeAEHNI, 3aKpennBLIascs B popmaTe CHavana aBaHrapaa, a 3atem «pecTu-
BaNbHOMO KMHO» 1 apTxayca. banaHc aTux pakTopoB pa3BuTUs KnHematorpada
AOBOMIBHO IMHAMMYEH, 3aBUCHT OT COLMANbHO-UCTOPUYECKON KOHKPETUKM, YTO
CKa3bIBaeTCs He TONbKO Ha COEPaHNK MPOU3BEAEHUIA, UX NPOKATHOW Cyabbe,
HO 1 Ha cyabbax VX aBTOPOB.

B paHHOW CTaTbe npegnpuHsTa MNOMbiTKa MpocneanTb OCOOEHHOCTU
3TOVi AMHAMMKM B OTE4YECTBEHHOM [03BYKOBOM KMHeMaTorpade, ncropuyec-
KW COBMaBlieM CO CTaHOB/MEHWEM COBETCKOro rocyfapcTBa, BK/OYAs KO-
NEKTUBM3aLMIO Y HAavano vHayCcTpranmsaumm («Bennkuii nepenom). MposeaeH-
HOe pacCcMOTpeHVe npefnonaraeT pelleHvie Tpex 3afaY, Yemy COOTBETCTByeT
CTPYKTYypa paboTbl: (1) COOTHOLIEHWE KOMMEPYECKOTO W COLMansHO-NoAUTIYe-
CKOro haKTopOB B COAEPKaHWUM 1 CTUANCTUKe DUNbMOB; (2) AMHaMMKa COOTHO-
WEHNS roCcyiapCTBEHHON NOMUTUKN U KUHEMATOrpadryYeCcKoro TBOPYECTBa; (3)
noTeHUMan KMHo B hOpMUPOBaHMM NybaMYHOTO 0bpasa BNacTy, 3an0XKeHHbI
B MepBOWi YeTBepTU XX BeKa.
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Obuiel TEeMOW PAaCCMOTPEHUA ABNFETCS aHTPOMNONOTMYECKINIA Maean (Npo-
eKT) KaK (POKYCHMPOBKa TPAHCIMPYeMOro KOHTeHTa B KMHO, MOAUTUYECKOrO 3a-
Ka3a v ero peanbHoW nepcoHudmKaLmn. 1o cux nop cyasba COBETCKOro aHTpo-
NOMOMMYECKOro NpoeKTa PaccMaTpuBanach Ha martepuane XyaoKecTBEeHHOM
nmTepaTypsl (Hnkonbckunin, 2022, ¢. 259-265, HUKONbCKWIA, 3N0THUKOBaE, 2022,
Hukonbckuiz, 2023, Hukonbckui, 2024, TynbuuHckmi, 2023). lymaeTcs, obpa-
LWeHMe K KUHO [JaeT He MeHee MHTepeCHbI pesynsTaT. B utore, Kak Hageetcs
aBTOP, CKNAMblBAeTCs KapTMHA TOrO, Kak OTpacib WHAYCTPUW pasBneveHui
Byprya3Horo obuecTBa NpeBpallaeTcs B MOLLHOE 3hPEeKTVBHOE CPeACTBO Bbl-
CTPaWBaHVis CMbICNIOBOW KaPTUHbI MUPa, KOHCONUAMPYIOLLEN COLMYM, B UHCTPY-
MEHT NO3ULMOHNPOBAHMS NONUTUYECKUX NTNAEPOB.

1. ANHAMNKA COOTHOLLEHNSA
PA3BJ/IEKATE/IbBHO-KOMMEPYECKOIO

1 COUNANTBHO-MO/TMTUHECKOTI O ®AKTOPOB
B COAEPXAHNN ®N/IbMOB

B cBOeil 3HEeprMyHOM 3KCMAHCUM aBaHTIOPHO-MPUKTIOYEHYECKUIA XaHp
B HEMOM KWHO (haKTU4ecKu NpUMEHVM W K NepBON POCCUMINCKON aHMMaLMK
B. CTapeBwuya, 1 K BepPTOBCKOMY «HenoBery C kuHoannapatom». OfHaKo, ecnu
0CTaBaTbCs MPEUMYLIECTBEHHO B PaMKax UIPOBOIO KMHO, TO NMPOCIEXMBAETCS
HECKO/NbKO TeHAEHLWIA, 33 KOTOPbIMU CTOWT raBHas.

MNoka3aTenbHa AMHaMUKa 00653aTeNbHOM POMAHTM3aUMKM OTHOWEHWIA re-
pOeB NepBOro 1 BTOPOro nnaHa — byab To aKpaHu3aunu «lomnka B KonomHe»
(1913), «MunkoBol aambl» (1916) A.C. MyWKMHA NI SIHTOMONOTUYECKNX aHUMa-
umi B. Ctapesnya (1910-1912). Mpwn 3TOM, €Cin B AOPEBOMOLMOHHOM KMHO
(«anoWwKHa KBapTMpa», «[pe3bl», <Hemble CBMAETENW») AEBYWIKN — OOBEKT
YXaXXMBaHWs, TO B COBETCKMI NMepuop OHW Bce B 6onbliein cteneHn bepyT Ha
cebs akTUBHYO ponb. MpaBaa, yxke MNapaua B «[JomMvke B KonomHe» nposienseT
UHULMATVBY B MHTPUre C MPUBOAOM B [IOM NEPEOETOr0 Kyxapkoin oduuepa.
Ho B «MpoekTe nHxeHepa MNparita» (1918) 370 yxe noaaepxka betcu gena ras-
HOro repost BONpeKK Bone 0TUa, Kak 1 lodKa MenbHUKa OKcaHa He nokopseTcs
Bo/fle MaxHo, CTaB HanapHULen «KpacHbIX AbsBONAT» (1923). B «3akpoiiiimke 13
Topxkka» (1925) Monoaas Cny)KaHka yxxe AOBONbHO aKTUBHA B MPOSIBAEHNN CBO-
VX YyBCTB, «OTOMBAsI» KeHuxa y HanMaHwWwu. B «[1pouecce o Tpex MUANMOHaX»
(1926) »eHa HaHKMpa CO CBOMMM NOBOBHBIMU MHTPUIAMK — KtoYeBas dury-
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pa pasBuUTUS ctoxeTa. B «/leBylike ¢ KOPoOKoM» (1927) repouHsa NHULMMPYET
othopmMneHve bpaka ans obecneveHus Hounera repoto, B «<Mucc Merpa» (1926)
— HepasgeneHHas NtoboBb TPOWX MONOKUTENbHBIX U OIHOTO OTPULLATENBHOO
reposi K NpodCcoto3HOM aKTUBIUCTKe, B «TpeTbelt MeljaHckon» (1927) — npocTto
rnasHas ponb /IloaMUbl B NIOBOBHOM TPEYrofbHUKE, 3aKOHYMBLLIASACS €€ BbIXO-
[OM 13 3TOW Urpbl U OTbe3aoM. Beaylias ponb B N0OOBHbBIX OTHOLLEHUSX 1 Y
rnasHol repovnHu Mapycn MiBaHoBol B «Kykne ¢ MunanoHamm» (1927).

B COBETCKOM KMHO HapacTaeT BECOMOCTb CeMbl, bpaka — 10 3TOro npo-
CTOrO aHTypaka NpUKItoYeHui. B «AannuTte» (1924) rnaBHOM MHTPUION SBASIOT-
Cs1 OTHOWIEHWS MOMOBIX COBETCKUX CYNpYroB (MHxeHepa /10cs 1 coBCNyallen
HaTalwu), peBHOCTb /TOCs K CBOE WEHe, KOTOPYIO MbiTaeTcs cobna3HnTb noace-
NeHHbIV K HUM HOBBIN XuneL — }ynuk 3pamx. B «<Mucc MeHg» cemeliHble fena,
HaCcNeaCcTBO, HE3aKOHHbI pebeHOK — OCHOBHOW y3en 1 CPeacTBO 3aKpy4rBa-
HUS MHTPUTY 3M10[1€MCKOTO 3aroBOpa, NeXallero B OCHOBE CloXeTa dunbMa.
B «TpeTbel MeuwaHcKo» packpbIT MyboKniA Tparnam NerkoMblCIEHHOro OT-
HOLWeHMs K BpaKy Cynpyxeckol napbl 1 60eBoro ToBapuila Myxa. B «Kykne ¢
MUMOHAMY» — MOMHOE TOPXKECTBO COBETCKOrO HEUKTMBHOMO HecKopbICT-
Horo 6paka no NtobBK Haf KOPbICTHBIMU MATPUMOHMUANbHbBIMU CTPEMAEHNSIMU.
A B brHane Bcel NeHTaNnorm o «<KpacHbIX AbsiBONATax» (1923-1926) oHun obpa-
3ytoT ABe HbpayHble napsl (Muwa — OkcaHa 1 ToM — [lyHsLa) 1 poXatoT AeTeln.
B 3TOM nnaHe nosiBneHune 1 pasBuTVie PO A€TEN B NPUKIIOYEHNSX U aBaHTIO-
pax TaKxke NokasaTenbHO: OT HE3BMHHbIX XEPTB KOBaPHbIX 3/10[1€€B WK 030p-
HOW WNaHbl A0 EANHON MMOHEPCKON APYXMHbI B «Tpoe» (1927).

MPUKNIOYEHNS M aBaHTIOPbI KMHO 3TOr0 Mepuofa BO MHOMOM CBsi3aHbl
C KWUAMLLHBIM BOMPOCOM, HE3IOMHOCTBIO, XM3HbIO B HE CBOEM floMe. [ToXoxe,
KUMWLLHbBIV BONPOC — O4eHb POCCUiACKas TeMa, HapacTatolle bonesHeHHas B
COBETCKOe BPeMsi: KOHTPO/b MPOMUCKU W YNAOTHUTENbHOE pacrnpefeneHue
XUNbsi. 3HameHUTas pennvka BonaHaa B «<MacTtepe n MaprapuTe» npo3sydana
HecnpocTa. /liobonbiTHa Aaxe AMHaMuKa GOPManbHOrO 3TUKETa OTHOLIEHWI
MeXzy nepcoHaxamu. [o peBonoLUMmM — OTKPbITas SMOLMOHaNbHOCTb OTHOLIE-
HUI MeXay cOBOW, axe C NPUCNYroi. B COBETCKOE BpeMs, HECMOTPS Ha ynioT-
HEHHOCTb 00pasa »W3HY, CTaBluMe 00s3aTeNbHbIMU PYKOMNOXKATUS — Hanps-
XKEHHOCTb, KOHMMKTHOCTb, NErKOCTb Nepexoa K HaCWMIO B PELIEHUN TNYHBIX
W CoUManbHbIX Npobnem.

Bce 31 TeHAeHUMM BbIN NPOSBAEHUAMU TNABHOV — HapacTaHWs CoLy-
anbHOTO Y fiaxe NoauTHYeckoro akTopa 1 MacluTaba NnpuKIYeHWiz, ux copep-
*aHus. Ecnv B 4OPEBOMOLMOHHbIN Nepuog 370 60/bLIeR HacTblo OTHOCUTENb-
HO 6e33360THbIE aBAHTIOPbI, HE BLIXOASLLME 32 MPeAenbl IMYHON KU3HM repoes,
TO B COBETCKWIA Mepuof, He roBOpsi O CObbITUSAX Ha (DpoHTax parKaaHCKow
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BOWHbI, JAXe y)Ke B MVPHOe BPEMS HyBCTBYETCS HAMPSIEHHOCTb, KOHMANKT-
HOCTb B COLMYMeE, Nepexosilas B nefanpoBaHmne KnacCoBOro HepaBeHCTBa
60pbOY BNAOTb A0 MEXXKOHTUHEHTANbHbIX («/Ty4 CMepTW», <Mucc MeHa») 1 Mex-
nnaHeTHbIX («<A3nnTa») MacwTabos, 3eMHas 3aBUCUMMOCTbL OT NpeacTaBuTenen
roOCyAapCTBEHHOW BNACTU 1 0BLLEeCTBEHHOCTY (T1MNa IOMKOMa KaK «MpaBuUTeNb-
CTBa loMa» B «[leByLKe C KOPOOKOI», Npothcoto3a B «3aKpolilnKe 13 TopxKKay),
HaBOAALMX HOBbIA MOPSAOK (B TOW e «A3anUTe») UK yke 06ecnevmBatoLLmnx
ero — Kkak B «Heobbl4aHbIX MPUKTIOYEHUAX MUCTepa BecTa.. .», «Mucc MeHpp,
rfe COBETCKash MUNNLMS CTaBUT TOUKY B hrHane. No3UTUBHBIA OMNbIT 0OWeHWS
C COBETCKOM MUAMLIMEN faxe NobyxaaeT amepukaHcKoro ceHatopa Becta npu-
3BaTb MO PAAMO CyNpyry NoBecuTh B kKabuHeTe NopTpeT /leHurHa.

M, KOHEYHO e, MPOTUBOCTOAHME BbICMEMBAEMbBIX BCEMU AOCTYMHbLIMM
CpeAcTBaMu Ntofei 13 NPoLLNoro («ObIBLUMX»), HOBBIX H3MMaHOB, MPOCTO XyNu-
KOB V1 TOPXECTBYIOLLEro Haf HMMMW HOBOIO COBETCKOIO HbITa HOBOIO NMOKONEHMS,
HapacTatolee kK Bennkomy nepenomy (1927-1929 rofpl), hakTU4eCcKM coBNaB-
Wwemy C NOABNEHWNEM 3BYKOBOrO KMHO.

3a BCEM 3TUM CTOMUT BO3pacTaHue posiv BNacTu B TPAHCIMPYEMON CMbIC-
NOBOW KapTuHe Mupa. Hemoe aBaHTIOpPHO-MPUKIIOYEHYECKOe KUHO BCe Hbone
AKTWBHO MCMOMB3YETCS B TAKOW TPAHCASLMN.

Takvm 06pasoM, MAerHO-NoNUTUYeCcKoe CofepKaHue, COOTBETCTBYIO-
e TpeboBaHWs K Hemy K 1930-M Bce 6osnee TeCHAT KOMMEpYeCKo-pas-
BNeKaTenbHyto dyHKUMIO KnHemaTorpada. 3Ta AuHamyvKka banaHca MaccoBow
Pa3BneKaTeNbHOCTM C COBETCKOW WAEONOrMYHOCTBIO Onpefensna raBHbIN
HEpPB OTEYECTBEHHOMO aBaHTIOPHO-MPUKIIOYEHYECKOTO KMHO — HE TOMTbKO ero
cofiepxanus, Ho 1 cyneb ero aBTopoB. W 3TOT HepB ObiN JOBOIbHO HEOAHO3Ha-
veH. C 0iHOW CTOPOHbI, AEKNAPUPOBANCs aean OTBETCTBEHHOW MHULMATUBHOM
JIMYHOCTH, CMOCOBHON K CaMOCTOSTENbHbBIM COLMaNbHO-3HAYMMbIM PELIEHUSM
1 noctynkam. C gpyrovt CTOPOHbI, OAHOBPEMEHHO YCUNMBANCA rocyfapCTBeH-
HbI KOHTPONb W XECTKME Mepbl, BNAOTb 40 PENPecCuid, 33 OTKNOHEHUS OT Te-
KyLLero, LOBOMbHO MOABWKHOMO MONMTUYECKOrO KypCa, 3a KOTOPbIM aBTOPbI HE
BCerfa ycrneBanu 1 KOTOPOMY He BCerfa CoOTBETCTBOBAN.
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2. AIMHAMWKA COOTHOLLEHWA TOCYAAPCTBEHHOW NONTUKM

N KWNHEMATOTIPAGUYECKOIO TBOPYECTBA
COBETCKUNIA PEXMUM YKPENUACs He ToNbKO Nobeaoi B MpaXaaHCKoM BOHE, 3KOHO-
MUYyecknmMm ycnexamv H3Ma. HaobopoT, cam oTka3 oT H3MMa, KonnekTuemn3auums,
«Benukuii Mepenom», nocnefosaBlvie nepsble NATUAETKY UHAYCTpUanv3aumm
MUTaNNCh SHEPreTUYECKOW NOALEPKKOWM MACCOBOIO 3HTY3Ma3ma, UayLLEro CHu-
3y, 0becneynBaBLIero He TONbKO NErMTUMHOCTb MONUTUYECKOTO PEXMMa U pea-
NV3aUMI0 ero NnaHoB, «He 3aMevast» YyAoBULHOMO HACKUIUS 1 penpeccuii. 3ToT
3HTY3Wa3M NWUTaNCs 4em-To 6ONbLWNM, YeM NPOCTO OTKPbIBABLWMECS COLMANbHbIE
nndThI, BbIN0 HeYTO Honee ryboKoe, BKNIOYABLIEE IK3UCTEHLMANBHbINA CMbICNO-
XKN3HEeHHbII MOTVBATOP.

OH MOXET BbITb CBSA3aH C POPCUPOBAHHON MHAYCTpUanm3aumen, ypbaHmsa-
e, 4To hakTMYeCKM COOTBETCTBOBANO OBLIELMBUAN3ALMOHHOMY TpeHay dhop-
MUPOBaHVA MaccoBoro obuiectsa (Tynb4nHCKWiA, 2013) € ero HoBbIMK hopMaTamMm
MOEHTUYHOCTU, TpeboBaHMaMM onpefeneHHoro cTaHgapTa 0bpa3oBaHus, pa3su-
TS CPefCTB MacCOBOV KOMMYHMKaLMK 1 y4acTus.Kpome Toro, CoBeTCKasi BNacTb B
3ambichie v Ny6AMYHOM NO3MLMOHMPOBAHMM TPAHCAMPOBana obLwmii nadoc cTpo-
MTeNbCTBA HOBOIO MM1Pa, KOTOPLIV 3aN0HSN COAepaHe NybanYHOro CMblC10BO-
ro MPOCTPaHCTBA, B YeM aKTMBHO y4aCTBOBANO, Kak 6bl10 MOKa3aHO Bbile, U KMHO.
370 6bIN0 BpeMs He TONbKO pa3rpoma BCero 1 BCs, HO 1 Bpems MacluTabHoro couu-
anbHOro TBOPYECTBA: KOMMYHBI, Cy6BOTHMKK, Negarorvika MakapeHko 1 Copoku-
PocuHckoro... B nepsble ABa NOCNEPEBONIOLNOHHbIE AeCATUNETHS CHOPMUPO-
BaNCs 0COObIA TWM (0THYACTM AaXKe — MOKONEHWE) COBETCKOIO YeN0BeKa, KOTOPbIN
MOXHO paccMaTpuBaTh B Ka4eCTBe AeCTBUTENbHO «<HOBOMO YeoBeKa», — BO3-
MOXHO, peanbHbIl raBHbI @aHTPOMONOMMYECKMIA pe3yNbTaT COBETCKOMO NMpoeK-
Ta. 370 6bINM YKe peanbHo 0bycTpanBatoLime HOBYH XM3Hb B HOBOM COLMyMe
NoaK, yBEPEHHbIE B CBOEM 3HAHWMM, KaK 3Ta XM3Hb JO/MKHA BbIMSAETb, 1 B CBOUX
CU-Nax 3TO OCYLLECTBUTb. Peyb MAET O MOKONEHUN, AETCTBO KOTOPOTO MPULLAOCH
Ha rpaXfaHCKyto BOMHY, OHOCTb — Ha CTAHOB/IEHWe COBETCKOM BNacTu, MONO-
[OCTb Ha MHAYCTPManu3auumio, B3pocneHne — Ha Benuvkyto BOWHY, NepexuTb
KOTOPYIO YAANoCh He BCeM. ITO MOKOMEHNe, O KoTopoM nucann B.I. beng-
eB, K0.B. boHaapes, KO.M. HarnbuH, A.H. PeibakoBs, B.A. CAyUKnMiA, paHO aKTWB-
HO BCTYMano B peanbHYl0 XM3Hb, 3aHMManoCh XKeCTKMM CaMOBOCMMTaHVEM
1 camoobpaszoBaHMeM, aKTUBHO M CMENO CTPOSt CBOK XM3Hb. K 3TOMy moKo-
NeHWo NpUHagNexanu «udaniilbl», KOTOpble CO3AannM HOBYIO COBETCKYHO Mo-
3310 1 hunocoduto, ero MAaAWUMK NpeacTaBuTensmu ooinn AA. 3MHOBLEB,
.M. WeapoBuukmia. Ho, COBCTBEHHO, UMEHHO 3TO MOKOEHWE CMOIIO BbIMIPaThb
BOMHY, NOAHSATL CTpaHy nocne Hee. V1 BBIPOCAO OHO BO MHOMOM Ha COBETCKOA
nvTepaType 1 KuHematorpade.
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Bonee TOro, ANs CamMoro COBETCKOroO KuHemaTtorpacda 370 Obin ne-
puoa OypHOro TBOPYECTBA, MOWCKA ¥ OCBOEHMWS HOBbIX BbIPa3nTeNbHbIX
CPeAcTB, 0bOraTVBLUMX MUPOBOE KMHO W XYLOXECTBEHHYIO KynbTypy, AaB-
WWA MUPY NAesqy BbIAAKOWMXCS PEXMCCEPOB, OMNEpaTopoB, aKTEpOB, Ybe
Hacnegvie M3y4aeTcs M U3ydaeTcs Ao cux nop. KuHematorpad OTKpbIn Ww-
pOKOE OKHO BO3MOXHOCTEN [1s TBOPYECTBa, MNPUBAEK LIMPOKNIA  Kpyr
TBOPYECKVX NtOJel He TOMbKO M3 TeaTpa, HO W M3 AnTepaTypsl, M30bpasu-
TEeNBHOrO MCKYCCTBa, My3blkU. Hemoe KuHO conpoBoxpana My3bika C.C. Mpoko-
dbesa, N.®. CtpasuHckoro, [1.4. ocTakoBuya. He Tonbko B. MasskoBCKMiA, HO U
[aXe HapKOM MPOCBeleHNs NUWYT CLUeHapuu, U camu UrpatT B KnHO («ba-
PBIWHS W XynuraH», «Tpoe», «<Canamangpa»). B knHematorpade Hawen npuioT
B.B. LWIKNOBCKUIA — TEOPETUK U NPaKTMK GOPManbHOro METoAa, CaM YenoBeK
aBaHTIOPHOMN CybObl M HEeMPOCTbIX OTHOWEHWI ¢ BonbleBnKkaMn. IMEHHO B
KVMHO hopManbHbIi METOA NMOMYYMA 3aBepLIEHNE — KaK IONOIHEHME OCTpaHeH-
HbIX CMbIC/IOB VX HOBbIM MOHTa)KOM. B 3TOI HacbILEHHOW TBOPYECTBOM Cpefe,
C OCBOEHMEM BCe HOBbIX 1 HOBbIX TEXHUYECKMX BO3MOXHOCTEN, C POCTOM CO6-
CTBEHHO KuHemaTorpadudeckoro npodeccuoHanama GopmMmnpoBancs KMHoa-
BaHrapg.

«3dekT Kynewosa», Kak U ero xe «reorpaduyeckunii IKCNepUMEHT»,
00bSCHWUNN ABe MaBHble hyHKUMM MOHTaXa@, Korfa coaepaHune nocnemyto-
ero Kagpa CrnocobHO MOMHOCTBIO M3MEHWTb CMbIC MPeAblayLero Kaapa, a
MOHTaX< OAHMX W TeX Ke KafapoB B Pa3nvYHOW NMOCNeA0oBaTeNbHOCTU CO3AaeT
NPVHUMNMANBHO PasHbIA KUHOTEKCT. B 93bIK MMPOBOIO KUHO MPOYHO BOLIAW
noaTnyeckrie kKnHoobobuleHMs A.M. JOBKEHKO, YHUKaNbHbBIV OMbIT pexunccepa
[0 CUX MOP XPecToMaTuiHbiX MUIBMOB U YANBWUTENBHO NAACTUYHOIO aKTepa
B./. MynoBkuHa, MeTacopbl, KOMNO3MUMS Kaapa, MOHTAXHbIA PUTM LWEAEBPOB
C.M. 3i13eHwTeinHa («CTauKa», <bpoHeHocel MNoTeMKMH», <OKTOPb»). ITOT PSA MOX-
HO Npofo/MKaTb. Hemol COBETCKMI KuMHemaTorpad co3pmasan Lenble Hanpa-
BNeHUs, LWKOMbI B KMHeMaTorpade, okasasLluve BAUsHME Ha 3apyOeXHbIii KMHO-
aBaHrapg, Npexmae Bcero — HemMewuK1i 1 hpaHLUy3CcKuid.

OfHaKo caMo CTaHOBMIEHME COBETCKOMO pexrMa — 1 Yem Aanblie, Tem
BCe 60/blle — COMPOBOMXAANOCH HapacCTatoLLeN pernaMeHTalUmen, HeNpUATUEM
CNOCOBHOCTU MMEHHO K aBTOHOMHOMY OTBETCTBEHHOMY NoBefeHMto. Ecin B xy-
OOXECTBEHHOW NUTEpaType, KMHO, cucTeMe 06pa3oBaHus, CUCTeMe nponaraH-
Abl NPOBO3rNalancs cBOHOAHbIV TBOPEL, TO B PeanbHON COUManbHON XIU3HM
NPaKTMKOBaNNCh KOHTPOJb M KeCTKas pernameHTaums, Koraa 4enoBek ¢ camo-
ro AeTCTBa U [0 CeAnH He Dbl XO39MHOM CBOEN COBCTBEHHOW XU3HW. aean
COBETCKOro Ye/sioBeKa npuwen B NpoTMBOpPeYne C CoLManbHOM peanbHOCTbIO.
Xy[OXeCTBEHHbIN, NpONaraHANCTCKUIA KOHTEKCTbI 1 KOHTEKCT peanbHOM Couu-
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anbHOM XWM3HW BCe HONbLIE PACXOANANCH B MOHUMAHWKN 1 peanv3aumnm aHTpo-
NONOTMYECKOro uaeana. ABaHrapamam 6bin OTBEPrHYT U BbITECHEH CoLpeanis-
MOM, 3MAETUYECKON NapaanrMol KOTOpOro BeICTynan «CTunab CtanuH» (Ipoiic,
1993).

YHUKanbHbIM ObIN oNbIT A.M. MNpoTasaHoBa, NPUAEP)KMBaBLIEroCs He
CTONBbKO aBTOPCKOW MO3MUMM, CKOMBKO CTYAMAHOMO MHTepeca v yaa4yHo Co-
BMeLLaBLIEro NCNonb3oBaHe HOBATOPCKMX MPUEMOB C MHTepecaMmn NpoKaTa,
no3Bonss cebe «NPUBETLI» KOMMYHWUCTUYECKOMY aBaHrapay B Buae K. Mapkca
1 . JHrensca, MenbKarowyx B «[poLecce 0 Tpex MUNTNOHAX».

OnpepeneHne annapaTHbIMM YUMHOBHWKaMWM — 4YTO aKTyanbHO, a 4TO
HET, OTMEeHbl KWUHOMPOEKTOB, LEeH3ypupoBaHue Hapactanu. OrpaHuyeHus,
poratku, npsMas cnexka 3a Afl. [JoBxeHKo, nM4yHOoe BMelaTtensctBo Cranu-
Ha B ero 6brorpaduto B 1933 roay. Apkuin npumep — Tpareans [3urn BepToga,
PEBOMOLMOHEPA  KMHOAOKYMEHTANMCTUKYM, CO3LaTeNs BUPTYO3HOTO  KWMHO-
A3blka — OT paboThbl C Kamepoil A0 MOHTaxa. B 1920-x HOBATOPCTBO KMHOpe-
XMnccepa B OCHOBHOM COBMafano C MAEONOrMYEeCcKo NporpaMMol nepeycTpoii-
CTBa 0OUECTBeHHOW »M13HW. «KnHonpasaa» (1922-1925), «KuHornas» (1924),
«HenoBek C KuMHoannapaToM» (1929) umenn deepuyecknii ycnex B CoseT-
cKoW Poccum v 3a pybexom. BepToB pe3ko MpoTMBOMNOCTABASAN CBOW MOAXOL,
«KUHOLWYLLEHNS MUPa», ©OKM3HM BPACMAOX» — KUHO MELLAHCKOMY, KOMMEp-
4eCcKOMY, «POMAHCUCTCKOMY W TeaTpann3oBaHHOMY» (BepToB, 1966). lMadoc-
Hble HanagKkv BepToBa Ha WMrpoBOe KOMMEpYecKoe KMHO coBmaganu (MHoraa
— OyKBanbHO) C MapTUMHON KPUTWMKOM MOAHSBLIErOCS M pa3poclierocs 3a
rogbl H3Ma «BaXHeNLWero U3 UCKyCCTB», (PaKTUYeCKy NpeBpaTMBLUIErocs «B Npo-
NOBeAHMKa OYPIKYa3HOTO BAMAHUA WM Pa3NOKEHUS TPYAAWMXCS MacC», Kak
oTMeyvanoch B pesontoumm Xl cvespa PKM(6) B 1923 roay (O napTuidHoW 1 co-
BETCKOW NnevaTu: COOPHUK AoKyMeHTOB, 1954, ¢. 275. OHaKo OAHOBPEMEHHO Ha
OTHOWeEHWS BNacTh v BepToBa HaknafsiBanacb TeHb KPUTUKM BepToBbIM Npu-
KOBaHHOCTU KMHemaTorpada, C OfHOW CTOPOHbI, K MOAUTUYECKAM CODBITUSAM,
a C Ipyroln — K NpeanoyTeHrsM PbiHKa, He CYUTAIOWMMCS C KUHeMaTorpadmy-
HOCTbBIO CHOXKETOB, MeWaroWmnM PACKPLITUIO NO33MM MaTepuana. 3Ta No3uuus,
a TaKkKe MHTepec BepToBa K BbIPAKEHMIO KUHOS3bIKOM 3MOLMOHANbHOM XM3HU
NPOCTOrO YeN0BeKa HATANKMBANMUCD Ha HENPUATHUE U OTTOPXKEHME, YTO CTano
raBHOM MPUYMHOW M3rHaHUA BbIAAIOWErOCs KMHopexuccepa 13 npodeccun
BN/OTb 10 PYTUHHON PaboTbl MOHTaXEPa Hafl BbIMyCKaMu «XPOHMKI AHS» U NOA-
paboTKK Ha pa3rpy3Ke BaroHOB.

B 1920-x, ocobeHHO B rofbl CBOpayvBaHus H3Ma, kypca Ha KOMNEKTU-
BM3aUMIO U MHAYCTPUANM3aLmMio, BEPTOBCKUIM NadoC NpOTUBOCTOSHUS KOM-
MepLMKM, MELWAHCKMM BKyCam, ApKaa nponaraHfa 3HTy3nasma caoma Cra-
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PbIX YCTOEB M paboTbl MO CTPOMTENLCTBY HOBOIO MWpa COOTBETCTBOBANMN BU-
AEHUI0 NapTUAHBIM PYKOBOLACTBOM PO/, MeCTa «BaXKHEMLIEro 13 UCKYCCTB».
Ho Kk 1930-mM cuTyaums 6bina yxe vHas. TpeboBanocb He CpbiBaHMe WOp,
B3pbIBaHME CTEPeOTMNOB, a MUMONOrUs UCTOpUYEeCKKX repoes (oT VBaHa
po3Horo go B.W. Yanaesa, H./. LLopca), nadoc npocnaeneHns Myaporo py-
KoBOACTBa. PomMaH BepToBa C COBETCKOW BNaCTbi OKa3ascs SPKWMM, HO He
AONMM U He B3aVMHbIM. He cy4ainHo OH BUaen MHOro 0bLiero B CBOEN cuTy-
aunmM 1 NONOXeHWM, B KaKoM oKa3sancsa ero apyr B. Maskosckuii (Beptos, 1966,
. 182-186, 262-263).

BpeMmsi TBOPYECKOro KMHOaBaHrapaa B COBETCKOM KMHO aKTnyecku 3a-
KOHYMNOCH BMecTe ¢ Benukum nepenomoMm. MevansHa cyabba v ynoMsiHyToro
NOKONEHUs, POCLIEro Ha TBOPYECKOM KiHeMaTorpade — Kak 1 TBOPLbI KMHO,
OHO 0Ka3anocCb BO MHOTOM PacTpayeHHbIM MaTtepuanomM. Ho ans HocuTenen
BNaCTV 1 NPETeHAEHTOB Ha BNACTb HEMOE aBaHTIOPHOE KMHO CO3/an0 MOLLHbI
3agen v pecypc.

3. MOTEHUWAT KNHO B NEPCOHN®UKALINN
MYB/IMHYHOIO OBPA3A B/TIACTU

YNOMsiHYTbIN paHee npouecc hopMmnpoBaHus MaccoBoro obuiectsa B Co-
BETCKOM POCCHM MMEN ellle OfIHY BaXHYH OCODBEHHOCTb, HE YN1aBIMBAEMYIO C Yi-
CTO 3KOHOMMYECKOW, MOIMTUYECKOW 1 iAXKE KyNETYPanbHON TOHeK 3peHus. Peds
MAET O CMEeHE 3THUYECKOrO 1 CTaTyCHOTO MNO3ULMOHMPOBAHWS TMYHOCTU, CBOW-
CTBEHHOIO TPAAMLMOHHOMY OOLLECTBY, MO3MUMOHNPOBAHNEM POSIEBBIM, XapakK-
TEPHbIM [/15 MACCOBOIO MHAYCTPMANbHOTO 06LIeCTBa (HEBAXHO, KAKOTO Thl PO-
fanneMeHu U NPOUCXOXAEeHWs — CYWECTBEHHO TO, MOJb3YeLWbCs /N CNPOCOM
B KAKOM-TO Ka4eCTBe, COL{MaNnbHON PON), v MOArOTOBKOW CAeflytoLero Tuna no-
3ULMOHNPOBAHNS — UMUIKEBO-NMABAMLMTHOrO (TynbumHCKMI, 2013). B EBpone
3TOT NPOLIECC HAaYaNCs paHbLUe 1 Wen He Tak bypHo. B Poccuu e He okasanoch
HI NONHOLEHHOW 3MIUThI, HW TPaXKAAHCKOrO 0BLIECTBa — MNaBHbIX KOPPEKTOPOB
KyNbTYpbl MaccoBoro obuiectsa. B.K. KaHTop Ha3Ban aTo «(hakTopom X», CBs3blI-
Basi €ro C onpefeneHHbIM aHTPOMONOTMYECKIM, MCUXONOTUYECKUM TUTOM, Bbl-
WeWnM Ha NepBbIV NaH 1 peann3oBaBLIVM MUCTEPUANbHO-UTPOBOEe AeliCTBO
B TypbOy/neHTHOW nepBol YeTBepTM XX Beka (KaHTop, 2011, c. 205). XapakTepw-
3ys1 3TOT TUn, B.K. KaHTOp NpUBOAWT pa3BepHyTYyIo LMTaTy 13 «Becenoit Hayku»
®. Huuwe: «MosBASETCS COBEPWEHHO HOBast NOPOAA NOAEN. . ., KOTOPas HUKOT-
fa He cMorna Hbl B3pacTu B Honee ecTKue, pernaMmeHTpoBaHHble BpemeHa —
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HO ecnu 6bl M B3POCNa, TO BCE PaBHO OCTanach Hbl “Ha AHE”, C BEYHbIM K/1EMOM
4ero-To NOCTBILHOMO M MO30PHOrO, — 3TO 03HaYaeT HEM3MEHHO, YTO HaCTynatoT
CaMble MHTepecHble 1 camble be3paccyaHble BpeMeHa UCTOpuK, Koraa “akteps’,
aKTepbl BCEX MaCTen, CTaHOBATCS UCTUHHbIMU BRacTutenammu» (Huuwe, 1993,
C.486).

[oCTOMHO BHUMaHWs TakkKe HabntogeHve ynsTpakoHcepBaTopa, obep-
npokypopa CasaTtenwero CnHoaa K.M. MobenoHocueBa: «ECTb MtoAn yMHblE 1
3HaAYMTENbHbIE, KOTOPbLIX HeMb3s pa3yMeTb Cepbe3HO, MOTOMY YTO Y HUX HeT
TBEPAOIO MHEHMSA, @ €CTb TOMBKO OLYLLIEHWS, KOTOPbIE MOCTOSAHHO MEHSIOTCS. ..
BCs K13HBb MX — Urpa CMEHSHIOWMXCS OLLYLLEHWI, BbIPaXKEHME KOWX AOXOAMT A0
BUPTYO3HOCTW. V1 Bblpaas vx, OHW He 0BMaHbIBalOT HU cebsi, HW ciyllaTens, a
BXOAAT, NOJOOHO TaNaHTAMBbLIM aKTepaM, B U3BECTHYIO POSb U UCMOMHSIOT ee
Xy[OXeCcTBeHHO. Ho koraa B AENCTBUTENBHOW XU3HWU NPUXOAUTCS UM AeiicT-
BOBATb NLLOM CBOMM, HEBO3MOXHO NPELBUAETL, B KaKyt0 CTOPOHY HanpasuT-
CS VX AEATENBHOCTb, KaK BbIPa3UTCS KX BOMS, KaKyt KPacKy NPUMET KX CNOBO
B pelmnTenbHylo MUHYTY...» (lMobepoHocues, 1993, c. 173-174). ®. Huuwe u
K. MobenoHocLeB cxoaaTcs B MOAYEPKMBAHMMN HApaCTaHUs aKLeHTMPOBaHMs
aKTepCTBa B peanbHOM XM3HW. M 3Ta TeHAeHUMs oTMeYanach v YyBCTBOBanach
Ha CTbike XIX-XX BEKOB MHOTrMMK. ITO fiaxke 6pocanock B rnasa. AKTep, akTpuca
— dUrypsl, paHee He JOCTOMHbIE YBaXeEHWS, B 4EM-TO MO30PHbIe KeHUTbba Ha
aKTpUCe, YXOf B aKTepbl — HacTblii CIOXeT COLManbHOro NageHus elle BO BTO-
poi nonoBuHe XIX ctonetuns), B XX CTONETUM BbICTPO BbIXOAAT Ha NepBbI NNaH,
CTAHOBSTCA CaMbIMU NPECTVXKHbLIMU NPODECCUIMMN.

/I kKnHemaTorpad chirpan B 3TOM Hemasyto, eCv He KMtOYEBYIO POfb, CTaB
TexHonorve ObICTPOro obpeTeHns U3BECTHOCTU U y3HaBaHWS — TOro, YTO
ceilyac HasblBaeTCs NabANLMUTHBIM KanuTanom. AKTepbl He MPOCTO B Moge. MM
NOAPaxatoT, «aKTepcTByoT». B 0bpase nuwyulero 6ocsaka Makcrma fopbKoro
AKTEPCTBOBAN B MUTEPCKMX M MOCKOBCKMX CanoHax KymeyecKunii BHyK Anekcel
MelwKoB, CTaBLUMI BNOCNEACTBUM BENNKMM MPONETAPCKUM NMCaTENEM, OTLOM
coupeanama, XUBLKM B KHSHIKECKOW pockowu. o efkoMy 3amedaHnto M. by-
HVHa, CaMoVi XapaKTepHOW YepToi FOpbKOro BbINO BECKOHEeYHOe aKTepCTBo,
«... OH BOOOLLE HI MMUHYTBI HE MOT MOObITh Ha NMtoasx 6e3 akTepcTBa, 6e3 dpa-
3epcTBar. (ByHUH, 1990, c. 194). AKTepCcTBOBan «CBATOWN CTapely» Ipuropuin Pac-
nyTnH. Co3HaTenbHO CTpouM CBoM obpas B. MaskoBcKui (kenTas kodTa), B.
Bptocos (CTMAM3yOWMIACS Nof YepHOro Mara). To e B nonuTuke. Poccuiickme
pEeBO/OUMOHEpPbI BLICTYNanu nog Knndkamu. M geno 6uin10 He TonbKo B Tpebo-
BaHWsAX NoANonbHOW paboTsl. M. [hxyrawsmnan 8341 napTuiiHyto knmydky Koba
B YeCTb POMAHTUYECKOro pa3borHMKa 13 FPy3MHCKOro poMaHa. «TeaTpanuso-
BaHHbIM Pa3boHUKOM» Ha3biBan Tpoukoro M. COPOKMH.
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[a v NleHnHa, Tntnepa, MycconnHy COBpPEMEHHWKM NONepBoHaYany Ha-
3bIBaNM WYTaMU 1 KNOYHAMK, a UX «NepeBopoTbl» — byddoHagamu. Urpanu
Ha nybnuKy c aneMeHTamu topoactsa CTanuH, Xpyles... XapakTepHa Booblile
Tsra TOTAaNUTAPHBIX PEXMMOB K aKTEPCTBY, TeaTpann3aLmm, MacCoBbIM Mpasp-
HeCcTBaM, LeCcTBMNAM, BOOOLLE — 3aMeHe peanbHOCTV AeKopaumsMm, NocTaHo-
BOYHOCTbH. O4eHb BBICTPO 3TO CTaNO OCOBEHHOCTHIO KYNBTYPbl MACCOBOIO MH-
AYCTPUANbHOTO M NOCTUHAYCTPUANbHOro 06LWeCcTBa, KBanuduLmMpoBaHHOO v
[ebopom Kak «oblecTBo cnekTakns» ([lebop, 2023).

KunHo, 3atem TB, coumansHble CeTH, IKpaHHasa KynsTypa B LEeNoM CTanu
MOLL{HbIM PECYPCOM JOCTWIKEHWS MOMYNSPHOCTU, UMUIKMENKMHTA. ITOT pecypc
OTKPbIN NYTb B 60NbLLLYIO NOAUTUKY He TonbKo P. Pelirany, W. THappy, Ynuyonu-
He, A. LLBapueHerrepy, HO 1 Hawwum E. [ipaneko, H. bypnsesy, M. EBookvmMoBy,
nepcoHaxy cepuana «Cnyra Hapoga», AaBLIero Aaxe Ha3BaHvie NpaBsLiei nap-
TIN.

OpHako cnefyeT NOAYEPKHYTb OCOBYID POb MMEHHO aBaHTIOPHO-NPU-
KMNOYEeHYeCKOro HeMOro KnHemaTorpada ¢ ero reposimu, CnocobHbIMU K Obl-
CTPOW CMeHe noBefeHs, 00MKa, OTHOWEHWI C APYr1MMIK NepcoHaxamn. Pedb
MAET O TOW MM MHOM CTENEHU X NO3ULMOHMPOBAHNS KaK TpuKkcTepa. Y. Ya-
nAuH, B. ®orenb, A. Xoxnosa, V1. inbuHckmnia, faxe A. KTopoB co3aasany obpassl,
B KOTOPbIX ObINN XapaKTepHble 3NEMEHTbI TPUKCTEPCTBA.

VIMeHHO 3TO, Noxanyw, vmen B B1ay MobefgoHoCLeB, roBOPS O Henpep-
CKa3yeMOCTW aKTepPCTBYIOLMX <YMHbIX M 3HAYMTENbHBIX Ntofeit». TpukcTep —
burrypa noBKava, 0bMaHLLVKa — NepPCOHaX NpaKTUyecKu nboro honbkiopa 1
noboit Mudonoruu. Ero aerncTBrs aMbnBaneHTHbI MO OTHOWEHWIO K JeACTBYIO-
WM NpaBrnam, BKIoYas Npasuna Nnpuanyuns, npeacTaBneHns o Mopanu. Tpuk-
CTep — 3TaKWi YHUBEPCANbHbIN MHTEPdENC CMeHbl KOHTEKCTOB OCMBICIIEHNS,
CNOCOBHbIV MOMEHSATb OTHOWEHMS, NO3NLMW, NMPEACTaBNEHNSs O fobpe 1 3ne,
PYKOBOLCTBYSACh UCKNIOYNTENBHO CBOVIMY CTPEMIEHUSMMN.

B 3TOM nnaHe oH GAM30K [HKOKepy — 0CObON KapTe B KOMode, KoTopas
MOXET 3aMeHUTb NHBYI0 APYryio KapTy. HecnydaiiHoO B HacTosiliee BpeMs 3K
TEPMMHbI U KOHLENTbI NMPaKTUYECKM CUHOHUMUYHBI. Tak, hyTOONUCT, BbIXOAS-
WM Ha 3aMeHY 1 MEHSIOLWMIA XOA UrPbl 1 ee pe3ynsTaT, KOMMEHTATOpamm Ha-
3bIBaAETCS PKOKEPOM.

TpuKCTep, WKOKep — NepcoHax OAHOBPEMEHHO abCoNOTHO CepbesHbIN
(naxe rpo3HbI), HO U CMEXOTBOPHbI — HefapoM OHW M306paxatoTcs Kak
WYTbl, KNOYHbl. HO MMEHHO B CWNy WYTOBCTBA, OCMEAHNS PeanbHOCTU, UM [0-
CTyNeH KakoW-TO BHEWHMI B3NS Ha AaHHY0 peanbHOCTb 13 ayTa, No3uumm
BHeHaxoaMMocTu (M. BaxTuH), HenpucyTcTBua (M. Xagerrep). OH OCTpaHHS-
eT ¥ Nnepeo3HavMBaeT peanbHOCTb, CNOCOBEH MYMUTLCS Haf BCemu (MoaobHO
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NepcoHaxy HOBEMLEero XyTKoBaToro «/hKokepa», B KOTOPOM 3a WCMOMHEHKe
3arnaBHon ponn X. ®eHunke nonydmn Ockapa), OHaKO Mpu 3TOM OH MpuBAe-
KaTeneH MMEeHHO 3TON CMOCOBHOCTBIO U3MEHATh, NepeBOpPaYvBaTb CUTYALMIO.
ITUM OH OTAMHAETCS OT XapM3MaTUKa, eNCTBYIOUIErO B PAMKAX CYLLECTBYOWINX
npasw.

M03TOMY MOAUTUK, NPETEHAYIOWIMIA Ha POMb «M3MEHUTENS MUPa», TATO-
TeeT K TpUKCTepcTRY. Moxoxe, 3T0 BOObLIE CBOMCTBEHHO POCCUIACKOM NONUTH-
yeckol kynetype (LlomoBa, 2015). A HaBepHoe — 1 NHOM NOAAAHHUYECKON.
Xpyuwies, CTanuH, /leHuH, Tpoukui, oTyacTv Hukonai Il, Magen |, «aeBKku Ha
TpoHe» (no Uenpuny), MeTp I, MBaH IV,... — Bce oHU BbINN B M3PSAHOW CTene-
HY He OT Mupa cero. Vam aaxe AoMKHbI Obinn 6biTb. Camu tOPOACTBOBANM NN
3aUrpsiBany C tOpPoaAMBLIMU. AfeKBaTHble NpaBuTenu Tuna fofyHoBa, AneKcaH-
apa ll, TopbayeBa B ka4yecTBe TaKOBbIX HE BOCMPUHUMaNUChb. HaBepHoe, 3TO
obs3aTenbHoOe ycnosue Ntobol camoaepkasHol BnacTu. CamoaepeL, AomKeH
6bITb CamMolypoM. BnonHe B ayxe ntobumMoro HeiHe K. LIMKTTa: BhacTutens ans
TOro, YTobbl ObITb CYBEPEHOM, YCTaHaBNMBATL CyBEPEHUTET, AO/MKeH OblTb BO
BHEHaXOAMMOCTU K HOPManbHOW M3HW NOAAaHHbIX, YTOObI B N1t0OOM MOMEHT
Co3MaBaTb Ype3BblvaliHOe NONOXKEHWE, NOCTOSHHO AepXaTb NOAAAHHbIX B 3TOM
COCTOSIHMW. BOT 1 TpuKcTepcTBytoT. OTBEYas Ha 3anNpoc NoAAaHHbIX.

HaBepHoe, HecnyYyainHO YepTbl TPUKCTEPCTBa ObiNM B XapakTepe 1 no-
BefeHWM NpeacTaBrTeNein YNOMSIHYTOrO NepBOro COBETCKOrO NoKoNeHus. Ero
npeacTaBuTensmM OblM CBOWCTBEHHbI OYKBasbHOE MOHMMAaHWE KNaccoBOro
noaxofda C NMocaMn NPOrpeccMBHOCTY 1 PeaKLMOHHOCTY, TBepAas NpuBbIY-
Ka K HETePNMMOCTM 1 6e3ansTepHATUBHOCTM, YTO, MOMUMO MPOYEro, CYKNI0
OCHOBOW MPaKTUK U fiaxe KynsTa BAMTENbHOCTW, UCMbITaHUS, TECTUPOBaHMS
cebs 1 OKPYXAIOLWMX — Ha CMENOCTb, Ha 3HaHMe, Ha V3UYECKYHD CUMY, YUCTKU
PSA0B. .. M KMHO faBano obpasLibl noBefeHus Takoro dopmata.

BO3HUKLWIMI  Kak pa3BnedeHne C AOMUHUPYHOWNMM  aBAHTIOPHO-MPU-
KNTIOHYEHYECKNM XaHPOM, KMHeMaTOI’paCb CbiFpan CBOKO POJib HE TOTBKO B CIDOp-
MNPOBaHWK NMPOEKTa HOBOIO MAaCCOBOTO 4e/10BeKa, HO 1 3a10XN O6p83L|,b| n
TeXHoONornm CIJOpMI/IpOBaHI/Iﬂ 4enoBeKa BnacTu.
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ERGO

MpoBefeHHOe paccMOTpeHre Cyabbbl MPOeKTa HOBOrO COBETCKOTO Yeno-
Beka Ha MaTepuane HEMOTO KMHO MEepBOK YeTBEPTW NPOLWIOro CTONETUS Mo-
Ka3ano HeTPMBMaNbHYO POMb 3TOM NepBoHavYansHO cyrybo pasBnexaTenbHOM
COUMANbHO-KYNETYPHOM NPaKTUKN. [IMHaMMKa COOTHOWEHMS KOMMEPYECKOro 1
COUMaNbHO-NOANTUYECKOTO DAKTOPOB B COAEPXAHUN U CTUAUCTHKE DUNBMOB
3a KOPOTKUIA Nepuop NprBena K KOHTPOIO roCyAapCTBEHHON NOANTUKN Haf
KUHeMaTorpauyeckim TBOPYECTBOM.

[py1 3TOM NPOTUBOPEYNE MEXAY TPAHCIVPYEMbIM KOHTEHTOM 1 peanbHOM
KU3HBIO COLIMYMa NPVBENO HE TOBKO K pacTpaTe MaTepuana aHTpononoruye-
CKOro NPOEeKTa 1 TBOPYECKOro NoTeHuUMana KnHematorpada. OHo He nomelano
BblpaboTaTh 06pasLibl 1 TexHoNormn hopMUPOBaHMS NEPCOHNMULMPOBAHHO
BNaCcTV MaccoBOro ObLiecTBa, COXPaHMBLUME CBOE 3HaYEHNE U B Halle BpeMS.
TaknM 0bpa3oM, BOSHUKLLMI Kak pa3sieyveHne ¢ GOMUHUPYIOLLMM aBaHTIop-
HO-NPUKMNOYEHYECKMM HaHPOM KHemaTorpad Cbirpan CBOK pOfb He TONbKO
B pean3aumu COBETCKOro MPOeKTa HOBOMO MacCOBOrO YEN0BEKA, HO W 330NN
06pasLbl ¥ TeXHONOr MK POPMUPOBAHNSA HYenoBeKa BAaCTL.
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Celtic Triad: Cinemas
of Britain’s National Minorities
and Internal Colonialism’

Abstract. The global success, both in viewership and expert community, of au-
teur feature films Belfast, directed by Kenneth Branagh, and The Banshees of In-
isherin, directed by Martin McDonagh, and produced by independent Northern
Irish companies in 2022-2023, prompts a closer examination of the challenges
faced by the national minority cinemas of Great Britain. Specifically, we focus
on the culturally and linguistically related regions of Northern Ireland, Wales,
and Scotland, collectively referred to in this article as the Celtic Triad, which
represent a significant presence in the world cinema landscape. A number of
British film historians and sociologists argue that national film industries are
on the verge of survival, highlighting two main trends in the context of national
cinema: inclusivity and sovereignty. From the perspective of the dominant eth-
nic group and its major production companies, inclusivity entails assimilation

" Translated by Konstantin M. Kalinin.
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into the mainstream, while sovereignty involves preserving distinct national
cultural characteristics. The representatives of national minorities are striving
to safeguard these characteristics in the face of what American sociologist Mi-
chael Hechter termed internal colonialism—a policy implemented by the domi-
nant Anglo-Saxon ethnic group towards cultures of national minorities and
expressed in their marginalization and Anglification. A negative consequence
of these dynamics, according to Hechter, is ethnocentrism, that is, the preva-
lence of one’s own culture in shaping perceptions of the world. Nevertheless, as
this article demonstrates, the strategies employed by the Celtic Triad in pursuit
of economic independence and artistic self-determination not only ensure the
survival of national cinema but also establish its distinct sovereignty and suc-
cess beyond the borders of Great Britain. Television broadcasting in national
languages, which has gained popularity with the advent of digital broadcasting,
plays a significant role in this process. An important contributing factor here
is the economic and socio-cultural collaborations of these cinemas with both
domestic and international partners, relying primarily on the influence of soft
power and implying adaptation not only by adjusting to them, but also by ac-
tive interchange and cross-fertilization of cultures.

Keywords: Celtic triad, national cinemas, survival, sovereignty, independent
film industry, Anglification, television, soft power
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KenbTckad Tpuaaa:
KHemaTorpadum OpUTaHCKIMX
HaLMOHANbHbIX MEHbLLINHCTB

I «BHYTPEHHUI KOMOHMAN3M»

AHHoOTaums. MvpoBoit ycrnex B 2022-2023 rofax B 3pUTENbCKOWN ayauTOpHm
M 3KCNEPTHOM COODBUIECTBE aBTOPCKUX UIPoBbix dunbmoB «bendact» KeH-
HeTa bpaHbl 1 «baHwn MHnwepnHa» MapTnHa MakLoHbl, NPOLCUPOBAHHbIX
CeBePOVPNAHACKMMN HE3ABUCKMbIMU KOMMAHVAMK, 3aCTaBNAET NMPUCTab-
Hee BrAfeTbcs B NpobnemaTtuky KuHematorpada HauWOHanbHbIX MeHb-
WWHCTB Benukobputanuu, npexae Bcero 6au3kvx Apyr Apyry no KyasTy-
pe 1 A3bIKy CEBEPOMPNAHACKOTO, Y3bCKOrO U WOTNAHACKOrO PEervoHoB,
0b03HavyaeMbIX B [AHHOW CTaTbe KaK KefbTcKas Tpuaga v BblgensieMbix B
KavecTBe Hanbonee 3HaYMMbIX B MMPOBOM KuHOMpoLecce. Liensiit psg 6pu-
TAHCKUX KMHOBEAOB W COLMOOTOB MOBOPSAT O TOM, YTO HALMOHANbHbIE KU-
HemaTorpacumn HaxoasaTCs Ha rpaHu BbDKMBaHMUA. [py 3TOM OTMeYatoTCs
[1Ba OCHOBHbIX TPeHAa CyLeCTBOBaHUSA HALMOHANBHOIO KMHO — WMHK/MO-
3MBHOCTb W CYBEPEHHOCTb, MPUYEM C MO3ULMK AOMUHMPYIOLWErO 3THOCA U
€ro KpynHbIX NPOM3BOACTBEHHbBIX KOMMAaHW HKNIO3MBHOCTb B JaHHOM CAy-
4ae npegnonaraeT BXOXAEHWE B MEMHCTPUM, a CyBEPEHHOCTb — COXpaHe-
HVe HaUVOHabHbIX KyNbTYPHbIX OCOBEHHOCTEN, YTO M NbITAIOTCS OTCTAanBaTh
NPefcTaBUTeNN HaLMOHANbHbBIX MEHBLWWHCTB B YC/IOBUAX «BHYTPEHHErNO KO-
NIOHMANM3Ma», KOTOPbIM aMepUKaHCKNIA coumonor Maikn Xektep 0603Haumn
NONUTUKY AOMUHVPYIOLWENO aHIMMO-CaKCOHCKOIO 3THOCA, BbIPAXALOLLYOCs, MO
€ro MHEHMI0, B UX «<MapruHann3aunm» v «aHmMu3npoBaHum». B kayectse 060-
POTHOW HeraTWBHOM CTOPOHbI 3TUX MPOLLECCOB M. XeKTep Ha3bIBaeT ITHOLEH-
TPW3M, TO eCTb NpeBanMpoBaHNe B CUCTEME NPeCTaBAEHNI O MUpe B3rNdaa
C TOYKM 3peHUsi COOCTBEHHOW KyNbTypbl. TEM He MEHee, KaKk JeMOHCTPHPYETCS
B [aHHOW CTaTbe, BblpaboTaHHble KeNbTCKOW TpuafoW CTpaTerum nowcKoB
3IKOHOMUYECKOW CaMOCTOSTENBHOCTY U XYAOXKECTBEHHOIO CaMoONpefieneHns
MO3BONAIOT TOBOPUTL HE MPOCTO O «BbPKMBAHUM» HALMOHANBHOTO KMHO, HO U
ero OTYETNNBON CYBEPEHHOCTM 1 YCMELWHOCTY, BbIXOASLLEN 33 FpaHnLibl Be-
nvKobpuTaHny. CyLecTBEHHYIO POk B 3TOM NpOLIecce UrpaeT TeneBugeHue
Ha HaUMOHANbHbIX A3blKaX, NOMYAAPHOCTb KOTOPOrO 3HAYUTENBHO BbIPOCNA
6bnaropaps BBefeHWO UMMPOBOro BellaHns. BaHbiM (hakTopoM, cnocob-
CTBYIOLMM peann3aumnm 3Tux 3a4ad, ABNSeTCH IKOHOMNYECKas 1 COLMOKYIb-
TypHas konnabopauns faHHbIX KMHeMaTorpaduii Kak ¢ BHYTPEHHUMM, TaK ¥
3apybexHbIMU MapTHepaMu, ONMPatOLLAsCs NPEXe BCErO Ha «MSTKyHO CUy»
W Npegnonararollas aganTaumio He TONbKO Kak NpUCnocoOuTenbHbIN, HO 1
KaK aKTVBHO pa3BMBaloLMii B3aMOOOMEH 1 B3aumooborauleHne Kynstyp.
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KntoueBble cNI0Ba: KenbTCKas Tpraga, HauyoHabHble KuHeMaTtorpaduu, Bbl-
KVIBAEMOCTb, CyBEPEHHOCTb, HE3ABUCMMOE KUHOMPOW3BOACTBO, aHMM3Mpo-
BaHWe, TeNeBUaeHe, <Msrkas cunar»

INTRODUCTION

When we talk about British cinema, what often comes to mind is English
cinema. However, Great Britain is not limited to England; it comprises other na-
tions, primarily the Celtic ones, residing in Northern Ireland, Scotland, Wales, and
the Isle of Man. In doing so, English cultural traditions are assimilated into the
artistic cultures of national minorities, which are regarded on an equal footing
with the native traditions. English serves as the contemporary native language for
the inhabitants of present-day Wales and Scotland. The cultural tapestry of these
regions is intricately woven with elements from ancient Celtic legends, Irish ep-
ics, ballads, and seminal literary works such as the Mabinogion, originating from
the Middle Welsh period. Notable literary figures like James Macpherson, Robert
Burns, James Joyce, and Dylan Thomas have significantly contributed to the rich-
ness of Welsh and Scottish cultural heritage through their prose and poetry. In his
anthology of essays titled The Dragon Has Two Tongues, Welsh writer and liter-
ary historian Glyn Jones observed the bilingual nature of Welsh culture, akin to
the fiery dragon emblem of Wales, reflecting the linguistic duality also present in
other non-English regions of the country (Jones, 2001). Despite extensive cultural
exchanges over time, Celtic cultures retain distinct national identities, with a fun-
damental commitment to preserving their native languages: Gaelic in Scotland,
Welsh in Wales, and Irish Gaelic in Northern Ireland. This dedication extends to
cinematography, where films produced by national minorities are categorized as
British for international distribution. Domestically, these regions are referred to
as regional, purportedly aligning with multicultural policies and mitigating the
perceived risk of eroding the “homogeneity” of the British nation.

The worldwide success in 2022-2023, both in viewership and expert com-
munity, won Belfast by Kenneth Branagh and The Banshees of Inisherin by Martin
McDonagh, adapted from the screenplays written by the directors themselves.
(Kenneth Branagh won an Oscar for his screenplay of Belfast, and the film won
seven nominations; with 11,000,000 U.S. dollars’ budget the film collected
49,158,343 dollars; the box office of The Banshees of Inisherin was 49,262,687 dol-
lars, and the film won 9 Academy Awards nominations.) Both films were mainly
produced by independent companies, Northern Ireland Screen, TKBC, Blueprint
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Pictures and Film4 Productions, an affiliate of the Channel Four television corpo-
ration. Both films unfold their plots within the geographical landscape of Ulster
and Northern Ireland, aligning with the objectives of the producer companies
aimed at financing and promoting regional cinema. However, in his analysis of
British cinema, American film expert Jonathan Stubbs deliberately excluded films
from Northern Ireland, Scotland, and Wales, collectively referred to as the Celtic
belt, on the grounds that these regions are part of the United Kingdom rather
than Britain. This approach, as Stubbs argued, effectively “de-Europeanized”
these regions (Stubbs, 2002, p. 8). Jorge Luis Borgs, not only a prominent writer,
but a philologist of note and lecturer at many universities, knighted by Eliza-
beth II, wrote in his essay On the Classics, “Linguistic barriers do not intervene
as much as political and geographic ones. Burns is a classic in Scotland; south
of the Tweed, he is of less interest than Dunbar or Stevenson” (Borges, 1984, p.
223). Nevertheless, in the international distribution, Celtic films are categorized
as Great British films, reflecting two predominant trends in the landscape of na-
tional cinema: inclusivity and sovereignty. From the viewpoint of the dominant
ethnic group and its major production companies, inclusivity entails integration
into the mainstream, while sovereignty implies a commitment to preserving the
specificities of national culture. In the words of the cinema expert John Hill, the
very wording of the idea of “homogeneity” of British cinema “underestimates the
capabilities of national cinematographies to elaborate a new concept of the na-
tion or, to be more precise, of nations within Britain, specific features of national
cultures by virtue of presumption of ‘homogeneity’ of the national identity” (Hill,
2019, p. 13). It is appropriate to recall the theory of internal colonialism of the
American sociologist Michael Hechter, who indicated the strategy of marginaliza-
tion of cultures of national minorities by the dominating ethnos and their Angli-
fication among other sociopolitical and economic factors of this phenomenon
(first of all, in Great Britain) (Hechter, 1998, p. 206). It is noteworthy that minority
cultures also experience pressure from the aforementioned factors. British soci-
ologist Duncan Petrie highlights the primary challenge faced by cultural institu-
tions in supporting small national cinematography, which often finds itself in a
struggle for survival (Petrie, 2009).

In the light of the above, the resounding success of the two films that we
mentioned calls for a detailed analysis of national cinematography. This analy-
sis is particularly pertinent given the heightened significance of national cinema,
which emerged notably in the late 1960s amidst a surge in auteur cinema and
independent film production. Such scrutiny should encompass the strategies
employed for their sociopolitical and economic survival, as well as the specific
artistic approaches to filmmaking that contribute to their international recogni-
tion. It is noteworthy that M. Hechter described ethnocentrism as the negative
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counterpart to internal colonialism, signifying the dominance of values from a
specific national group within a cluster. However, as this article suggests, while
Celtic cinema demonstrates a clear tendency to preserve these values, ethnocen-
trism within this context is not self-contained; rather, it actively engages with the
international cinematic process.

SURVIVAL OR SELF-IDENTITY?

To counteract the threats of marginalization and Anglification faced by na-
tional minorities, the film industry requires a reliable economic foundation, mak-
ing the search for financing sources a paramount objective for filmmakers. Con-
trary to alarmist proclamations regarding the imperative to “survive,” the Celtic
triad effectively addresses this challenge to some extent, as it does perpetually
elsewhere, presenting itself as an independent institution capable of competing
both domestically and internationally.

To a significant extent, this endeavor was facilitated by the British Film
Institute (BFI), a nonprofit organization prioritizing the support of independent
cinematography, notably regional cinema. It was the BFI that produced the films
of the Scottish filmmaker Peter Greenaway who then only started his career in
full-feature cinematography, The Draughtsman’s Contract (1982) and A Zed & Two
Noughts (1985), that brought him worldwide acclaim (Fig. 1).

In 2011-2022, BFI supported more than 5000 various projects related to
production, distribution, film education, etc. BFI and other organizations sup-
port initiatives in national cinema, e.g. National Film and Television School
in Glasgow, Scotland; its goal is to support the new generation of cinema-
tographers. BFl acts under the auspices of the Department for Culture, Me-
dia and Sport (DCMS), although the largest source of financing working thor-
ough the BFI is the National Lottery, financially based on the investments from
the gambling industry. 25% of its profit goes to “good causes,” i.e. public sup-
port is of primary importance. The same path is taken by the non-governmental
organizations of the Celtic agglomeration, Creative Scotland and Film Hub Wales
(founded in 2013, it has supported over 250 film projects). The majority of financ-
ing of these organizations comes from private donations, including anonymous
contributions).
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Fig. 1. The landlady modeling for the artist Mr. Neville. Still from The Draughtsman’s
Contract. (1982). Directed by Peter Greenaway*

When we speak about the activities of these agencies it is notable that they
extend their support beyond products showcasing traditional Celtic identity. For
instance, we mention the initiative launched in the early 20s of this century: foun-
dation of The Mother Tongues Award for films made in native languages (not only
Welsh, Gaelic and Irish, but in Spanish, Chinese, Yoruba, etc.), whose authors live
in Britain. The project was financed by the independent companies Ardimages
UK, Shudder Films, and some others. (The first winner of the award in 2023 was
the Northern Irish film Kneecap about the eponymous rap group directed and
produced by Rich Peppiatt in the Irish language). An important role belonged to
the nonprofit Channel Four opened in 1982, whose tasks included incentivizing
independent authors and introducing national artistic performances to specta-
tors. (It received a government subsidy for the first five years, and then moved on
to self-financing). At the same time, the Welsh TV channel Sianel 4 Cymru (S4C)
started to operate. It subsidized and produced films in English and Welsh lan-
guages. In 1986, the channel released Stephen Bayly’s comedy film Coming Up
Roses (Rhosyn a Rhith), the first film in Welsh to be roll out nationwide. In 1995,
S4C established a policy of releasing a minimum of two full-length feature films
annually for theatrical distribution prior to television broadcast, thereby expand-
ing opportunities for cinematographers. Notably, as early as 1992, the Welsh-
language biographical drama Hedd Wyn directed by Paul Turner, depicting the
life of the Welsh poet E.H. Evans who perished in the First World War, received

! See the image source: https://whatson.bfi.org.uk/Online/default.asp?BOparam::WScontent::loa
dArticle::permalink=draughtsmanscontractintro&BOparam::WScontent::loadArticle::context_id=
(12.12.2023).
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a nomination for Best Foreign Language Film. In 2000, the second film in Welsh,
Paul Morrison’s Solomon and Gaenor, the film was nominated for the same one.
Even without the support of the state and the British distributor, the 1993 Lon-
don Film Festival Audience Award went to another Welsh-language film, Leaving
Lenin, by Endaf Emlyn.

In 1979, when the conservative government of Margaret Thatcher reneged
its promise of a Welsh language TV channel Sianel Pedwar Cymru (Channel 4
Wales, S4C), there was a tide of civic protest. The President of the Welsh politi-
cal party (party of Wales) Gwynfor Evans threatened a hunger strike unless the
government resumed exclusive broadcasting in Welsh. The story was not forgot-
ten; in 2023, the S4C produced the film by Lee Haven Jones, screenplay by Roger
Williams The Noise (Y Swn) in the Welsh language following those fateful events

(Fig. 2).

Fig. 2. Protest campaign to protect channel broadcasting in Welsh. Still from Y Swn. (2023).
Directed by Lee Haven Jones?

Gwynford Richard Evans was the first President of the Welsh political party,
Plaid Cymru, in the British Parliament. In 1979, he lost the elections, and it is ex-
actly at this moment that the spectators see his portrayal by Rhodri Evan. He is
thinking of suicide as an act of patriotic sacrifice that might vitalize the public
protest. The fate of the TV channel, however, suggests him a different symbolic
gesture, a hunger strike. Despite facing disapproval from his loved ones, Evans

2 See the image source: https://nation.cymru/culture/preview-y-swn-the-tale-of-intrigue-and-
jeopardy-in-the-battle-for-welsh-language-television/ (12.12.2023).
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is guided by imaginary voices of counsel—Mahatma Gandhi’s and Martin Luther
King’s, with their declarations of nonviolent protest. The ordinary TV audience
vote with their pound sterling, simply refusing to pay for English-language con-
tent, and win the day: on November 1, 1982, the broadcasting in Welsh starts
again from Carmarthen all across Wales.

In 1998, S4C became the country’s first regional TV channel with digital
broadcasting available across Britain and in some channels in Western Europe.
According to the web site Wales on line, within the period of 2020/21, as com-
pared to the previous year, the channel audience grew by 27 per cent (Jones,
2022). Earlier, in 1990, the channel made a co-production with the Soviet Soy-
uzmultfilm in the making of Conquest for Olwen filmed by Valery Ugarov after the
fairytale about Kilhwch and Olwen from the Celtic compiled folklore Mabinogion.

However, even the success of Welsh films worldwide does not lighten the
complications of their financing: support needs to come not from one TV channel
butfrom several sources. These include the Film Cymru Wales promoting agency,
and the BAFTA Cymru, affiliate of the British Academy of Film and Television Arts
that established its own award for Welsh films.

Enthusiasts from Scotland develop several measures for successful devel-
opment. As early as in 1934, the national agency to promote Scottish films was es-
tablished, the Scottish Film Council (SFC). If focused on filmmaking, education in
cinematography, and preservation of cinematographic legacy. Its efforts resulted
in the creation of the Scottish Central Film Library (SCFL), one of the largest in
Europe. Assisted by the British Film Institute and the local authorities the Council
initiated a program of opening movie theaters across Scotland, and, aided by the
producers, created the Scottish Educational Cinema Association. In the words
of Jamie McCoy, digital director of the Glasgow-based Pioneer film studio, thanks
to this joint effort, “As of 2023, the Scottish film industry is experiencing a period
of growth and transformation. In recent years, Scotland has become a hub for
film production, and it is now an important destination for filmmakers looking to
create high-quality films that can appeal to a global audience. One of the key fac-
tors behind the growth of the Scottish film industry is the availability of talented
and skilled professionals” (McCoy, 2023).

A number of channels broadcasting in Irish is operating in Northern Ireland.
As far as producing is concerned, the major agency is Northern Ireland Screen,
founded in 1989, financially supported by the Arts Council of Northern Ireland us-
ing the funds received from the National Lottery, with the main source of financ-
ing being the Irish Language Broadcast Fund. Apart from being involved in pro-
duction, Northern Ireland Screen supports national film festivals. In cooperation
with Cine4 and Broadcasting Authority of Ireland (BAI), it developed a scheme
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aimed at fostering films in the Irish language. According to the founders, their
objective is to reach the same level as did the Welsh language TV channel, the
S4C, whose subsidizing is twice their own. The agency is financed jointly by the
Department of Culture, Arts and Leisure, the agency for economic development
of Northern Ireland (Invest Northern Ireland) and the UK Film Council. Northern
Ireland Screen is in charge of the Irish Language Broadcast Fund of one million
pound sterling that focuses on expansion of broadcasting in the Irish language in
the region.

In the recent years, Northern Ireland has expanded the venues for the fully
technically equipped film production. First, it used the historical building of the
picture gallery, The Paint Hall in Belfast, which is rented out to film studios and
production units. Forinstance, this is where many scenes of the Game of Thrones
TV series were filmed. Northern Ireland Screen invested ca. 20 million US dollars
in six seasons of the Game of Thrones, and the provision of goods and services let
the local economy earn approx. 195 million. At the moment, there is discussion of
letting the territories of the Belfast Harbour Studios and Titanic studios, recently
created in Belfast, free of charge, to the local producers.

Cine4 also extends efficient credits to Irish producers and supports them
in every way. Among its beneficiaries is Colm Bairéad, the screenplay writer and
director of The Quiet Girl (2021, An Cailin Cidin), first film in the Irish language to
make it to the short list of the Academy Awards as the best foreign language film,
and Tomas O Suilleabhain, director of the drama about the Irish famine of 1845,
Monster (Arracht), which was short of making it to long-list of contenders to the
Oscars in 2021. This confirmed the significance of potential non-material influ-
ence in the promotion of national cultures, the phenomenon dubbed with the
term soft power in the second half of the 1980s by the American political analyst
Joseph Nye: the ability to achieve what one wants on the basis of the voluntary
participation of allies, and not through coercion or payments (Nye, 2004, p. 7).
Having a good understanding of the cultural workings in the promotion of na-
tional pictures to the Academy Awards in the Best foreign language film nomina-
tion, the promoters elaborated the plan of targeting the votes using the help of
representatives of the Department of Foreign Affairs in New York and Los Angeles,
influence of such celebrities with Irish roots as the film star Pierce Brosnan, and
publications in high-profile editions including The Guardian, The Hollywood Re-
porter, and Variety.

Scottish cinematographers also have “their men” overseas. The Academy
Award winner Robert Redford, founder of the Sundance International Film Fes-
tival promoting independent cinema, said, that although he is seen as a surefire
American, he cannot forget his Scottish ancestry, “I live in a castle and wear a
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kilt all the time.” Of course, Redford is active in promoting Scottish films. In 2023,
the festival presented two films from Scotland: the debut of Adura Onashile, Girl,
about a black mother with her teenage daughter having just settled in Glasgow,
and Ella Glendining’s documentary Is There Anybody Out There? telling the story
of people with disabilities.

Following the statistics of the British Film Institute as of early 2023 (BFlI,
2023) the leaders of the top twenty British independent films were subsidized
by public foundations: Phantom in the Open, 2021, by the Welsh director Craig
Roberts (BBC Film, BFI Film Fund), and the Aftersun, 2022 (produced by BBC Films
and BFI), by the Scottish director Charlotte Wells. The first place is with Belfast by
Kenneth Branagh (Northern Ireland Screen, TKBC).

The promotion of Adura Onashile’s Girl and the allocation of The Mother
Tongues Awards to the natives of Asian and African countries shows that Celtic
cinematography transcends mere conceptualization and representation of its
own national specifics or historical retrospection. In other words, it is not sus-
ceptible to fall into ethnocentrism, a hazard identified by Michael Hechter in his
book.

The sameis proven by the artistic characteristics of many films, mostimpor-
tantly, the two most significant films of the recent years, Belfast and The Banshees
of Inisherin. It would be impossible to give a full and representative picture of the
artistic product of the Celtic Triad within the scope of this article, so we shall focus
on these two examples. It is to be noted, first of all, the both pictures were pro-
moted in Britain and overseas by American companies, Belfast by Focus Features
and Universal Pictures, and The Banshees of Inisherin by Searchlight Pictures. Of
course, the distributors were not guided by altruistic love of art; their profession-
alism made them rely on a careful calculation: relevance and opportunity to play
a long hand with auteur production. In that respect, one needs to note the Holly-
wood-like commitment to universalism, and the message of human values that
should be understood worldwide. However, there is a specific point. In present-
day America, there is a collocation “plastic Paddy” to refer to someone not born
in Ireland and sometimes several generations away from their Irish ancestors, but
still considering themselves Irish. There are about 36 million ethnic Irishmen in
the USA now. There are numerous public figures of Irish descent in the history
of the country, from Walt Disney and John Ford to James Bond/Pierce Brosnan
and several Presidents, including John F. Kennedy and none other than Barrack
Obama. Usually, the American Irish are united by the emotions of retro-nostalgia
that brighten up their imagination in a fantastic manner and keep up their inter-
est to new artefacts, of course, including those on the screen.
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REALITY AND MYTHOLOGY

To illustrate the artistic features of the national minority cinema and their
significance we will now turn to the two films that made high profile in the context
of the international film process of the early 2020s.

The plots of both pictures unravel in Ulster and Northern Ireland. At first
sight, the films demonstrate a common feature: their directors make it a point to
refrain from narrative clichés or to emphasize them, to make them play the role
that meets their own life story and makes a private narrative universal showing
how easily friendship and good neighborliness may be destroyed.

Kenneth Branagh was born in Ulster, his parents were English Protestants
unlike the Irish Catholics (their shares in the regional population are more or less
equal). Martin McDonagh was born in London, his parents were Irish, and he won
the fame of an “Irish writer” The personal experience enabled the directors to
take the perspective of an unbiased observer, which removes the clichéd “ethnic-
ity” from their films.

At first glance, Belfast, representing the view of the Anglo-Irish conflict
through the eyes of the English, is an example of Anglification mentioned by
Hechter, however, it seems that seeing the film as restoring the balance between
the two sides would be more adequate. Absence of signs of radicalism in the be-
havior of protagonists indicates at the urge for a moderate “homogenization” in
the sphere of national communities.

The protagonist of Belfast, nine-year-old Buddy from a Protestant working
family, the alter ego of Branagh himself, is played by a native of Ulster, Jude Hill.
Buddy sees the armed unrest in Ulster in August 1969 with the eyes of a child
in love with cinema—and in love with his Catholic classmate—and the situation
becomes an adventure making the whole film metaphorical in an estranged way
(Fig. 3).

The film opens with a panorama of today’s peaceful Belfast in color, and
then the viewer gets immersed in the black-and-white sequence that recon-
structs chronicle of the period (cinematography by Haris Zambarloukos). It con-
trasts with fragments of well-known color movies that Buddy and the family are
watching and that remind them of the past when they had been so friendly with
their neighbors. At home, when Buddy is telling everyone about his girlfriend,
no one cares that she is an Irish Catholic: the important thing is the way she is.
However, the aggression from either side of the conflict between the Catholics
struggling to reunite with Ireland, and the Protestants loyal to the Crown, termed
“The Troubles” in the local historiography, was only growing. Soon the Army
troops would arrive in Belfast and curfew would be introduced, but the children
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know their rat-runs and can get anywhere. Buddy’s family is thinking of leaving
Belfast, the more so because his father’s employers in London offer him promo-
tion and free lodging. Buddy did move to England with his parents and elder
brother, but his grandma and grandpa stayed in Belfast. It is to them—and to
other “staying” (and those “who went away or went missing”)—that the film is
dedicated, as the credits say. The director leads the audience to believe that the
only—the best—way to solve problems of conflict is making peace on the basis
of common human values, and the national identity cannot and must not im-
pede self-fulfillment. An example to that is the life of Kenneth Branagh himself,
President of the Royal Academy of Dramatic Art, one of today’s most prominent
directors of Shakespeare’s plays on stage and on screen: Henry V, Much Ado About
Nothing, and Hamlet. His starting point in the artistic career was the impressions
he got in the troubled Belfast, watching a play adapted from Charles Dickens’s
A Christmas Carol, sitting next to his grandma (played by the Oscar winner Judi
Dench) and grandpa (played by the Belfast-born Ciarén Hinds).

Fig. 3. Buddy, his parents, grandmother and brother in the movie theater. Still from Belfast.
(2021). Directed by Kenneth Branagh®

Introduction of two allegoric tropes into the title of the film The Banshees
of Inisherin carries us over in the myth-making part of the narrative: the banshee,
the herald of death from ancient Celtic myths, and the imaginary island (meaning

? See the image source: https://www.vulture.com/article/movie-review-kenneth-branaghs-auto-
biographical-belfast.html (12.12.2023).
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the “Isle of Ireland”). (The title of McDonagh’s film refers to Irish place-names in
many of his plays, e.g. The Cripple of Inishmaan and The Lieutenant of Inishmore).
It is important to note that the legendary spirits, banshees, come along not only
the purely Irish families, but also those descending from the Vikings and Anglo-
Normans, therefore, it is a transnational figure. Banshee’s protection or prophecy
may refer to representatives of other nations, and the Isle of Ireland, as a stylistic
device, may be referred to the now ironically used periphrasis of Albion/Great
Britain.

The plot unravels in the spring of 1923, in the waning days of the Irish Civil
War, yet the people of Inisherin care not for what is happening beyond the sea;
the remote cannonade worries them not, and they are living in their self-con-
tained world. An ill will might burst out in the community of fellow countrymen
and die out, having harvested its bloody spoils. Folk musician Colm suddenly
breaks up friendship with his long-time simpleton friend Padraic. (Both played
by ethnic Irishmen, Brendan Gleeson and Colin Farrell). Padraic is no longer in-
teresting to Colm, he wants to spend the reminder of his life composing music.
Rejecting his friend’s attempts to make amends, Colm makes a threat: if Padraic
tries to talk to him, he will cut off one of his own fingers with sheep shears. Colm
finishes the melody of The Banshee of Inisherin and is almost ready to renew their
friendship, but then a deception is revealed. Unable to tolerate it, Colm cuts off all
the fingers on his left hand, and Padraic’s pet donkey dies after choking to death
on them becoming an innocent peaceful victim of the feud. A series of senseless
deaths ensues ending up in an obvious, although factitious, truce (Fig. 4).

McDonagh seems to submerge the audience in the conventional image of
Ireland: the cloudy sky, wild scenery, peasant-like dwellers, and, of course, a pub.
In the beginning of the film, we see Padraic shaving while looking in a cracked
mirror: a reference to the first chapter of Ulysses by James Joyce, where Stephen
Dedalus looks at himself in a similar cracked mirror with a bitter remark, “It is a
symbol of Irish art. The cracked looking-glass of a servant” (Joyce, 2014, p. 20),
renouncing the colonial view of Ireland and the Irishness. McDonagh pronounced
a similar point of view to the American composer Carter Burwell before filming;
he did not want an “Irish-based” score. An Oscar nominee for the music, Burwell
recalls that Colin Farrell’s hero Padraic seemed to him childlike and Disneyish,
especially around the pet donkeys, so the composer tried to create the respec-
tive soundscape for him. Since the action was not to be taken lightly, he replaced
the Disney-like lightness with darker naturalism of Brothers Grimm, accentuated
the scene with percussion, “divine” and ethereal sound of the celeste, and in the
end, with Indonesian gamelan gongs creating the sense of anxiety and impend-
ing danger (Pond, 2022). The music simultaneously enhances the horror of what
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is happening—with the comical plot twists—and emphasizes the difference be-
tween how the protagonists of the film see the world around them and the events
init. The deliberately transcendent soundscape causes no alienation; on the con-
trary, it rather makes the spectator’s senses sharper, because music, in the words
of the German composer Karl Maria von Weber, is the true total human language.
Viewers’ projection helps them share the feelings of Padraic that induces him fol-
low the orders of the intrinsically irrational being, the banshee.

Fig. 4. Padraic and Colm. Still from The Banshees of Inisherin. (2022).
Directed by Martin McDonagh*

It should be added that the film was released soon after Great Britain had
exited the European Union in 2020. The Brexit referendum in Northern Ireland
showed that 56% of citizens were against the decision, but since the share of
Northern Ireland in the country is rather small, their vote did not influence the
final result. The political act itself was an illustration towards what is called island
mentality, the desire for separation and self-isolation so characteristic of Britain.
In a certain way, the film proves the tragic nature of such striving and puts the plot
in the up-to-date political register.

4 See the image source: https://thefederal.com/features/why-the-banshees-of-inisherin-de-
serves-to-be-the-best-film-of-the-year/ (12.12.2023).
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CONCLUSION

Upon reviewing the modern history of Great Britain’s national minor-
ity cinemas (Northern Irish, Welsh, and Scottish), it becomes evident that their
significance lies not solely in the quantity of films produced but rather in their
unique identity and peculiar contribution to the global cinematographic process.
Despite the continued cultural interaction within Britain, these cultures possess
distinct national specifics, and high importance lies in preserving their native lan-
guages through the production of films in which these languages are spoken—an
endeavor greatly facilitated by television broadcasting in these languages. At the
same time, these film traditions extend beyond their national identity and do not
confine themselves to conceptualization and representation of their proper eth-
nic peculiarities or the retrospect of their historical past. In other words, they are
not susceptible to ethnocentrism, which the proponent of the theory of internal
colonialism, Michael Hechter, cautioned against. Instead, cinematographers em-
brace a broadened scope of artistic creation and engage in collaboration with
both domestic and international partners. They rely primarily on soft power, ac-
tively fostering cultural interchange and cross-fertilization while employing inno-
vative synergistic approaches in self-organization to achieve their goals.

BBEAEHUE

fOBOPS O OPUTAHCKOM KMHO, Mbl Yallie BCEro UMEeM B BUAY aHMIMINCKoe.
OnHako BennkobpuTtaHus BKAOYaeT B cebst He TONbKO AHMIMIO, HO Takke apy-
rMe Hapoflbl, NPeXae BCEro KenbTcKue, Hacenstoume CesepHyto VpnaHauio,
WoTnaHamio, Yanbc, ocTpoB MaH. Mpu 3TOM aHMUIACKME KyNbTYpHbIe Tpaau-
LMW OCBaMBaOTCS XYOXKECTBEHHON KyNbTYPON HaLMOHaNbHbBIX MEHBLIVHCTB,
BXOASAWMX B COCTaB CTpaHbl, HapaBHe C COOCTBEHHbIMU. AHMIUACKNIA A3bIK
ANS CEroAHSAWHEro Banauila Unu Wwotnanaua — poaHor. OaHako 1 obuinii
KyNbTYPHbIM (DOHA CTpaHbl HEMbICIMM 6e3 CTapUHHbIX KENBTCKUX npeaaHnii,
MpNaHACKoro anoca, bannaf, BanaMCKMx noBecTein «MabuHoru», cospaH-
HbIX B CpefHeBanaWNCKWIA nepuof, No33uK WoTnaHaues [hreimca Mak-
tbepcoHa, PobepTa BEépHca, 6e3 upnaHAackux pomaHoB [bxeimca [HKon-
ca, 6e3 Npo3bl U No33unu BanAnila [unaHa Tomaca 1 T.4. B cbopHuke acce
«Y fpaKkoHa ABa si3blKa» BaANWMICKUIA NCaTeNb U UCTOPWK NuTepaTypbl MMnH
[>KOHC, B 4aCTHOCTW, OTMETUA, YTO NOAOOHO TOMY, KaK CMMBOA Yanbca — Or-
HEHHbIV APaKoH O ABYX A3blKax, Tak ABYA3bl4HA U KynbTypa YanibCca, a Takke v
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APYrvX HEeaHrMUINCKUX pernoHoB cTpaHbl (Jones, 2001). Tem He mMeHee, He-
CMOTPS Ha ANUTEeNbHOE KYNbTYPHOE B3aUMOMENCTBME, KEeNbTCKMe KynbTy-
pbl HecyT Ha cebe SIBCTBEHHYIO HAUVOHANbHYIO OKPACKy, M BaXHYO pOfb
30eCb WrpaeT CTpemneHne COXpPaHUTb CBOW SI3blKM — T3bCKMIA B LoTnan-
OMW, BaNNVNCKMA B Yanbce, MpNnaHACKUI ranbckuii B CeBepHoi WpnaHanu.
To e camoe MOXHO CKa3aTb 1 0 KuHemaTorpade, NpuyemM B MUPOBOM MPOKa-
Te PUbMbI HALMOHaNbHbIX MEHBLIMHCTB MAPKUPYIOTCS Kak BpUTaHCKue. A BHY-
TPU CTPaHbl CAMU 3TU TePPUTOPKM ODULMANBHO HA3bIBAKOTCS PErvioHaNbHbIMU,
4TO, IKOBBI, HaMboNee COOTBETCTBYET NOAUTUKE MYNETUKYNBTYPanM3amMa 1 no-
MOraeT n3bexaTb pUCKa PaspyLIEHNS «<TOMOTeHHOCTM» BPUTAHCKOM HaLMN.

B 2022-2023 rofax B peUTUHrax nyviimx MMpoBbiX hrUIbMOB Mo OT3bIBaM
KaK 3KCNepTHOrO COOOLLECTBa, TaK U 3puTeNnel BepxHue CTPOYKM 3aHsu hunb-
Mbl «bendact» KenHeTa bpaHbl 1 «baHwn VHuwepuHa» MapTuHa MakaoHbl,
CHATBIX MO CLEeHapusM caMux pexnccepoB. (KeHHeT BpaHa nonyymn «Ockap» 3a
cueHapuii K «bendacty», 1 Bcero hunbm Nonyvun 7 HOMUHaUWIL, Npu bromkeTe
11,000,000 ponnapos kapTuHa cobpana B MMPOBOM NpokaTe 49,158,343 nonna-
poB, a bokc-odpuc «baHwmn VHMWepuHa» cocTaBmn 49,262,687 n0NNapoB., Natoc
noay4Ynn 9 HommHauwmi Ha «Ockap».) Obe KapTUHbI B OCHOBHOM MPOAICMPOBa-
NNCb He3aBucUMbIMK KoMmnannsammn — Northern Ireland Screen, TKBC, a Takxe
Blueprint Pictures u Film4 Productions, koTopas siBAsieTcs go4epHein Komna-
Huel Tenekopnopaumun Channel Four. leicTBre obenx KapTUH pa3BopadlBa-
eTcst B OnbcTepe v CeBepHoN MpnaHanu, 4To oTBeYaeT LiefeBbiM YCTaHOBKaM
yKa3aHHbIX MPOAIOCePCKMX KOMMaHNA, BUASLLMX CBOKO 3aaayy B hMHaHCMpoBa-
HUW 1 NPOABVKEHMM PErMOHaNbHOMo KUHO. Mexay TeM, uccneays 0cobeHHo-
CTV BpUTaHCKOro KHemaTorpada, aMepukaHcknin kKuHoses [proHaTtaH CTabbc
NOAYEPKHYN, Y4TO MNPUHUMNMANBHO He paccMaTpuBaeT CeBepOMpRaHACKoe,
Y3/1bCKOE W WOTNAHACKOE KMHO TaK Ha3blBAEMOTO «KEeIbTCKOro Nosca», MOTOMY
4TO 3TN PernoHsl NpUHaanexat He bputaHun, a CoegnHEHHOMY KOPONEBCTBY,
1 Tem cambiM CTabbc 1x BUPTYanbHO «1eeBponensmposan» (Stubbs, 2002, p. 8).
A Xopxe /lync bopxec, He TONbKO 3HAMEHUTbIN NUcaTeNb, HO 1 MUNONOT, YNTaB-
WWIA NeKUMM BO MHOMUX YHUBEPCUTETAX, B TOM Yucie B lapBapae, YA0oCTOeH-
Hblh Enn3aBeTol |l peiLlapckoro 38aHKs, B 3cce «[10 MoBOAY KNacCUKOB» 3ame-
TUN: «Kpome 6apbepoB NMHIBUCTUYECKHMX, CYLLIECTBYIOT Hapbepbl NOAUTUYEC-
Kune unn reorpaduyeckme. bEpHc — Knaccuk B WoTtnaHamu, a K tory oT Teuaa
UM MHTEpeCyoTCs MeHblie, Yem [laHbapom unu CTrBeHCcOHOM» (Bopxec, 1984,
€. 223). Kak 6bl TO HI 6bIN0, B MMPOBOM NpoKaTe MUAbMbI KENBTCKOro NPOV3BO/-
CTBa MapKMpYyIOTCS MMEHHO Kak BENMKOBpUTaHCKMe. 3TO, B CBOKO o4vepefib, Ha-
MSAHO 3KCNANUMPYET ABa OCHOBHbIX TPEHAA CYLLEeCTBOBAHMS HaLMOHaNbHOMo
KMHO — MHKMO3MBHOCTb M CyBepeHHOCTb. C NO31UMM LOMUHMUPYIOLLEr0 3THOCa U
€ro KpymnHbIX NPON3BOACTBEHHbIX KOMMNAHWI NMHKMTO3MBHOCTb B AaHHOM Clydyae
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npeanonaraeT BXOXKAEHVE B MEHCTPUM, @ CyBEPEHHOCTb — MPYBEPKEHHOCTb
HaLMOHANBHBIM KyNETYPHbIM OCOBEHHOCTSM. TpU 3TOM, Kak NMUWeET KUHOBEL
[HkoH Xmnn, B caMmux GOpMyNMpOBKax Naen «<roMOreHHOCTW» BPUTAHCKOrO KMHO
«HEe[l0OLeHVBAOTCS BO3IMOXHOCTY HaUMOHaNbHbIX KiHemaTorpaduin ans Bbl-
paboTKM HOBOTO NMPeACTaBAeHYIS O HALWM UK, TOYHEE, O HaLUMsX BHYTpY bpuTa-
HWM, 0COBEHHOCTU HALMOHaNbHbIX KYNBTYP B CUAY NPe3yMnLUMmM “roMoreHHoCT”
HaLUMOHanbHOW naeHTuYHoCcTW» (Hill, 2019, p. 13). 3aecb yMECTHO BCMOMHUTb
TEOpUIO «BHYTPEHHEro KOMoHManM3aMa» amepuKaHcKoro couvonora Malikna
XeKTepa, KOTOPbI B YMCe COLMO-NONUTUYECKMX U SKOHOMUYECKMX (DaKTOPOB
3TOro siBNeHus (Npexae Bcero B BennkobpuTaHnu) ykasan Ha cTpaTteruio «map-
rMHanV3aumm» KynsTyp HaUuMOHaNbHbIX MEHBLUMHCTB CO CTOPOHbI AOMUHUPYIO-
LIero aTHOCa U WX «aHru3npoBaHue» (Hecter, 1998, p. 206). CneayeT 3aMeTUTb,
4TO Ky/IbTYPbl MEHBLWMWHCTB UCMbITHIBAIOT ONpeaeneHHoe asneHune 1 co CTopo-
Hbl BYX NEPBbIX YNOMSHYTbIX GaKTOPOB. B pe3synbraTe, kak oTMevaeT bpuTaH-
CKMI coumonor [yHKaH MeTpu, rmaBHbIM BbI30BOM A1 KyNBTYPHbIX MHCTUTYLMIA
ABNSETCA NOAAEPIKKA ManblX HALMOHaNbHbIX KUHEMaTorpaduii, KOTOpbIM DyK-
BaNbHO NpuxoanTCca 60POThCA 3a BbhknBaHuMe (Petrie, 2009, pp. 153-170).

B cBeTe CKa3aHHOMO TPOMKWIA yCrex ABYX YMOMSHYTHIX KapTWUH CTu-
MynvpyeT noapobHoe paccMOTpeHWe HauMOHasbHbIX KnHeMaTorpaduii
(NonyuYmBLIMX BECOMYIO 3HAYMMOCTb B KOHUe 1960-x Ha BOMHE aKTMBM3aLMK
ABTOPCKOTrO KNHO U HE3aBMCMMOTO KMHOMPOW3BOACTBA), CTPATEr MM UX COLMO-
NOANTUYECKOTO U 3KOHOMUYECKOTO BbKMBAHUS M OCOBEHHOCTEN XYA0HKECTBEH-
HbIX MOAXOA0B K CO3AaHuo hUNbMOB, HTO 0becneynBaeT UX MYPOBOE NpK3Ha-
Hue. CneayeT 3aMeTUTb, YTO OOOPOTHOW HEraTMBHOW CTOPOHON BHYTPEHHEro
KONOHWanM3mMa M. XeKTep Ha3blBAET 3THOLEHTPYM3M, TO eCTb NpeBannpoBaHmne
LIeHHOCTE onpeaeneHHoW HaUWOHaNbHOW FPpyNMbl BHYTPW CaMoro Knactepa.
0fHaKo, KaK KOHCTAaTUPYETCS B AaHHOM CTaTbe, MPY O4EBUAHON TeHAEHLMN CO-
XPaHEHNS 3TUX LIEHHOCTEN 3STHOLEHTPW3M B KESIETCKOM KUHO HE SIBASIETCS CaMo-
[OBEIOLMM, 1 OHO @aKTUBHO BK/IHOYAETCS B MUPOBOM KMHOMPOLLECC.
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BbDKVBAHUE NN CAMOCTOAHUE?

[ns NpoTUBOAENCTBUS «MapriHanu3aumnm» v «aHrv3npoBaHMIO» Kyfb-
TYP HaUMOHabHbIX MEHbBLIMHCTB KrHeMaTorpad Kak MHAYCTPUS HyXaaeTcs
B OCTATOYHO HAAEKHON IKOHOMMYECKOW 6a3e, NO3TOMY MMEHHO MOWCKMN 1C-
TOYHWMKOB PUHAHCMPOBaHNS ABNAOTCS NEPBOCTENEHHON 3afajel co3aatenei
(bUNbMOB. M 34eCh Hafo CKasaTb, YTO BOMPEKW anapMUCTCKUM NpoKnamaum-
M O HeOBXOAMMOCTU «BbDKMBAHWS», KensTcKash Tpuaga He TObKO YCMelwHo
CNpaBnseTcs ¢ 3Tol Nnpobnemoin (koTopasi B onpeaeneHHom Mepe cyllecTsyeT
BCerga vi Be3fe), Ho 1 3asBNsieT 0 cebe Kak CaMOCTOSTeNbHOM MHCTUTYLMK, CMO-
COBHOI KOHKYPUPOBATbL HE TONMBKO BHYTPY CTPaHbI, HO 1 33 PyOEXOM.

JTOMy B HEManon cTeneHu COAeWCTBYET BpPUTAHCKUIA KUHOUHCTUTYT
(BFI), HekoMMep4ecKas opraHv3auus, B YCA0 NPUOPUTETOB KOTOPOW BXOAUT
NoAAEPKKa He3aBMCMMOro KuHemaTtorpaca, B TOM 4YMCNe permoHanbHoro.
MOXHO BCMOMHUTb, Y4TO MMeHHO BFI npogiocnposan GuabMbl Ha4YMHaBLIErNO
CBOW TBOPYECKW NMyTb B MOAHOMETPAXHOM KMHO aBTOpa, WoTnaHgua MNute-
pa puHy3s «KoHTpakT pucosanblumka» (The Draughtsman’s Contract, 1982) u
«3eT v aBa Hyns» (A Zed & Two Noughts, 1985), nprvHecWwmx eMy MUPOBYIO ClaBy
(Puc. 1).

Puc. 1. Xo3siiKa MMeHUsl KaK Mogenb Xyf0XHUKa Haunna.
Kapp u3 dunbma «<KOHTpaKT pucoBasiblymKa», pex. Mutep MpuHyai, 19821

B 2011-2022 ropax BFI oka3zan nopgepxky 6onee 5000 pasnnuHbiM Mpo-
eKTaM, CBsI3aHHbIM C MPOW3BOACTBOM, AUCTPUObLIOLMEN, KMHOOOpa3oBa-

! VCTOYHMK U300paweHns: 3aMeHnTb CCbinky Ha: https://www.cinespeak.org/wp-content/
uploads/2023/01/Draughtsmans_Contract_4K_08.jpg (12.12.2023).
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Huem 1 T.4. BFI v opyrve opraHu3aumm crnocobCTBYOT MHMUMATMBAM B Ha-
LUMOHaNbHbIX KnHemaTorpadusx, kak, Hanpumep, National Film and Television
School B woTnaHAckoMm [Masro, Lenb KOTOPOro — MoAAepXMnBaTh HOBOE MO-
KoneHve KuHematorpacductoB. BFI pelicTByeT nop arvpoi bputaHckoro Mu-
HUCTepcTBa No Kynstype, CMU, undposoi nHayctpum v cnopty (DCMS), op-
HaKO CaMblii KPYMHbIA UCTOYHUK (DVHAHCMPOBAHWS, AeiCTByoWMIA Yepe3 BFI
— HauvoHanbHas notepes, GuHaHCcoByo 6a3y KOTOPOW COCTABAAIOT MHBECTY-
UMM UTPOBBIX MHAYCTPUIA. 25% OT WX JOXOAO0B MAET Ha «4obpble aena», To ecTb
peyb MAET Npexae BCero 0 NoAAepKe CO CTOPOHbI OBLLeCTBa. ITHUM e NnyTem
MOYyT HEemnpaBWTeNbCTBEHHbIE OpraHM3auuy KensTcKoi arnomepaummn Creative
Scotland u Film Hub Wales (y4pexaerHas 8 2013 roay 1 3a 3T0 Bpems Noaiepxas-
was 6onee 250 KUHONPOEKTOB). BonblUyo 400 GUHAHCUPOBAHMS 3TUX OpraHu-
3aUMiA COCTaBAAOT NOXEPTBOBAHWS HYACTHbIX 1L, (B T.4. aHOHVMOB).

foBOPS O AeATeNbHOCTM 3TUX areHTCTB, ClefyeT CKa3aTb, 4TO OHa He
3aMbIKaEeTCs Ha NOAAEPKKE MPOAYKLMM C TPafULMOHHO KeNbTCKMM KONopu-
TOM. MOXHO, Hampumep, YyNOMsHYTb MHMUMATMBY Havana 20-x rofloB HOBO-
ro BeKa — yuypexpaeHune geHexHoin npemmmn The Mother Tongues Award duinb-
Mam Ha POfHbIX si3blKax (B TOM 4YuCNe He TOMbKO BaNMMCKOM, 3MbCKOM,
MPNaHACKOM, HO TaKKe M Ha TaKMX, KaK MCMaHCKWI, KUTaWCKWiA, nopyba u
np.), aBTOpbl KOTOPbIX MPOXMBAOT B bpuTaHuu. MpoeKT GuHaHCUpyoT He-
3aBucumMble koMnaHun Ardimages UK, Shudder Films u HexkoTopble gpyrue.
MepBbiM naypeaTtoM npemun cTan B 2023 roay ceBepoupnaHacKMii hunbm
Kneecap o pan-rpynne nog 3TWUM Ha3BaHWeM pexuccepa u npofgiocepa Prya
MennuaTa Ha WpPNaHACKOM f3blke. BaxHOe MecTo B 3TOM Mpouecce 3aHu-
MaeT OTKPbITbIM B 1982 rogy HeKOMMepyecKuii YeTBepTbi KaHan TeneBuae-
HUS, B 3aAa4y KOTOPOro BXOAWT yHKLUMS NOOWPEHNS HE3aBUCKMbIX aBTOPOB
M NpuobLLeHMEe 3pUTeNs K XYLOXECTBEHHOMY 3penuily, CO3[aHHOMY Ha Ha-
LMOHanbHoM noyge. (Ha nepsble NsTb neT emy Obina BbijaHa rocygapcraeH-
Has cybcuans, nocne 4Yero OH nepelen Ha MPUHUMM CaMOOKyNnaemocTw.)
OpHOBPEMEHHO Havan CBOW PaboTy yanbCKMiA TenekaHan Sianel 4 Cymru
(S4C), cybcvavpytolwmii 1 NPOAIOCUPYIOWIIA PUABMbI Ha BannUIACKOM U aH-
IMUINCKOM s3blKax. Yxke B 1986 rogy KaHan BbIMycTUA KMHOKoMeantio CTuBeHa
Bann «Cnepytouim HomepoMm — po3bl» (Rhosyn a Rhith) — nepBbin dburnbm
Ha BaNWICKOM, BbllWeAWMWI B obuleHaUuMOHanbHbIM npokaT. B 1995 roay
S4C caenan CBOMM MPaBWIOM EXErofHO BbIMyCKaTb HE MeHee ABYX MOHO-
METPaXKHbIX KapTWH, KOTOpble A0 Tenenokasa [OMKHbI 1eMOHCTPUPOBATL-
Cs B KMHOTeaTpax, YTO NpefocTaBuio 6onee WUPOKME BO3MOXHOCTU ANs
KnHemaTorpaducToBs, xoTa eule B 1992 romy CHsTas Ha BanaMiickoM 6uo-
rpaduyeckas apama o noate 3. X. IBaHce, norubuem Ha lepBoii MMPOBOK
BOViHe, — «X3aa BuH» Mona TepHepa, — nony4una HoMUHaumo Ha «Ockap» 3a

HAYKA TENEBUAEHUA 20 (1), 2024 64 THE ART AND SCIENCE OF TELEVISION



NYYWWn drUnbM Ha MHOCTPaHHOM A3bike. A B 2000-M BTOPOW GuAbM Ha Baniuiic-
KoM «ConoMoH 1 leliHop» Mona MopprcoHa 6bin BbIABUHYT Ha Ty e HOMUHa-
umto. [lake 6e3 y4acTunst rocyfapCTBeHHON NMOAAEPKKN U OPUTAHCKOrO Amc-
TpubbtoTepa Ha /loHAOHCKOM KuHodbecTuBane 1993 roga komeams «okuaas
NeHnHa» dHpanbda IMNMHa Ha BaNIMACKOM s3biKe B3saa NpuU3 3pUTENbCKIX
cuMnaTui.

B 1979 ropy, Korfa KOHCepBaTMBHOE MpaBUTeNnbCTBO Maprapet T3T-
4yep Hapywwno 0bs3aTenbcTBO MO yupexaeHuto TenekaHana Sianel Pedwar
Cymru (KaHan 4 Yanbc, S4C) Ha BanuiiCKOM 53bIKe, 3TO BbI3BANO BOMHY Mpax-
JaHCKoro mnpoTecTa. /lnaep napTuu BanaMACKMX HaLMOHaNUCTOB (napTuu
Yanbca) MBMHBOP 3BaHC faxe NpUrposvn obbsBMTb TOMOLOBKY BMAOTH A0
CMEPTENbHOTO NCXOAA, €CNW BNACTU HE BEPHYT UCKIOYUTENbHOE BellaHne Ha
BaNNMINCKOM. ITa MCTopus He 3abbinack; B 2023 rofy kaHan S4C npoaocMpoBan
dunbm JIn XenseHa [oHca no cueHapuio Pomxepa Yunbsimca «ym» (Y Swn)
Ha BalAMICKOM $3blKke, B KOTOPOM BOCMPOU3BOAATCS Te 3HauMMble COObITUS
(Punc. 2).

Puc. 2. AKuus NpoTecTa B 3alyuUTy BellaHus TefleKaHana Ha BaIniicKoM si3biKe.
Kapp u3 dunbma «LLlym», pex. /lu XeiBeH [IoHc, 20232

Pudapg MBMHBOP JBaHC CTan nepBbiM NpecTaBuTeNeM HaluoHansHoM
napTuu Yanbca (Plaid Cymru) B napnameHTe Bennkobputanum, Ho B8 1979 roay
Npourpan BoIGOPLI, 1 UMEHHO B 3TOT MOMEHT 3pUTeNb BUAMT €ro Ha 3KpaHe B

2 WIcTouHMK  M306paxeHust:  https://nation.cymru/culture/preview-y-swn-the-tale-of-
intrigue-and-jeopardy-in-the-battle-for-welsh-language-television/ (12.12.2023).
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ncnonHeHuv Poapw 3BaHa. OH NoAyMbIBAET O CaMOybUICTBE Kak aKkTe naTpu-
OTWYECKOW EePTBEHHOCTH, KOTOPas MOXeT aKTMBM3MPOBATb NPOTECTHbIE Ha-
cTpoeHns. OaHako cyabba TenekaHana NoAcKasbiBaeT eMy Apyrovi CUMBOANYe-
CKNI XEeCT — roNofoBKy, XOTa Aaxe 6au3KMe Ntoamn 3ToT BbIGOp He 0a0bpsatoT.
3aTo Yy Hero ecTb Apyrue, BoobpaxaemMble CoBeTYMKM — MaxaTma FaHav v Map-
TUH /ltloTep KUHI C UX geknapaumsamMy HeHaCcUNbCTBEHHOrO COMPOTUBAEHUS.
MpocTble TenespuTen NPoronocoBanut hyHTOM CTePANHIOB — OHW MPOCTO OT-
Ka3anmcb NNaTUTb 33 aHMOSA3bIYHbIN KOHTEHT. M nobeaa bbina ogepxara: 1 Ho-
16ps 1982 rofia BellaHve Ha BananiickomM 13 KapMapTeHa Ha BCell TeppuTopmm
Y3nbca 6b110 BO306HOBNEHO.

B 1998 rogy S4C cTtan nepBbiM B CTpaHe PErmoHanbHbIM TeneKkaHanom
C NMOMHOCTbIO UMAPOBbLIM BEL@HMEM, OCTYMHbIM MO BCel bpuTaHuu, a Takke
Ha HEeKOTOPbIX KaHanax 3anaaHoi Esponsl. Mo aaHHbIM caiiTa Wales on line, 3a
nepron 2020/21roaoB NO CpaBHEHMIO C NPeablayLIVMM FOAOM ayanToOpus KaHana
BblpOCNa Ha 27 npoueHToB (Jones, 2022). A ellie paHblie, B 1990 roay Teneka-
Han CTan ConpoACePOM COBETCKOM KMHOCTYAUM «CO3MYNLThMAbM» B MOCTa-
HOBKe dunbma «B nonckax OnyaH», CHATOro pexxnccepom Baneprem YrapoBbim
no MOTWBaM ckasku Npo Kunyxa n OnBeH 13 cobpaHus KensTckoro dhonbkiopa
«MabuHOTMOH>.

OfHaKo faxe ycnexu yanbCKUX GUAbMOB B MUPE HE CHUMAKOT CIOXKHO-
cTeit Ux MUHAHCMPOBaHWs, Tak YTO TPebyeTcs NoAAepXKKa He OfIHOTO Teneka-
Hana, a HECKONMbKUX MCTOYHMKOB. B 1x Yncne — NpoMoTupytoLee areHTCTBo
Film Cymru Wales, a Tatoke BAFTA Cymru, godepHee npeanpusaTne bputaHcKoit
aKafeMMM KMHO- 1 TeNEeBU3UOHHBIX UCKYCCTB, y4peanBLlIee CBO NPeMuto Ang
vbMOB Yanbca.

LWoTnaHACKMe 3HTY3MacTbl pa3pabaTbiBalOT LEeMblii KOMMEKC Mep Ans
ycrnewHoro pa3suTus. Euwle B 1934 rogy 6bin yYpexKaeH HauMoHanbHbIA OpraH
NPOABMKEHNSA WOTNAHACKMX punbMoB — LLIOTNaHACKMI COBET MO KMHEeMaTo-
rpacdum (SFC), hokycupyolmiics Ha KMHOMPOW3BOACTBE, 0OpPa30BaHMK U CO-
XpaHeHUV GUAbMUYECKOro Hacneamns. bnarogaps emy bbina cozgaHa LieHTpans-
Has LWoTtnaHackas knHobubnvoTteka (SCFL), ogHa 13 KpynHelwwx B EBpone.
C nomoublo BpUTaHCKOro KUHOMHCTUTYTa U MeCTHbIX Bnacteir CoBeT WMHU-
LMMpOBan NporpamMmMy Co3faHus KMHOTeaTpoB no Bcel WoTnanamu, npu co-
AelCTBUM NpoatocepoB co3fan LLoTnaHacknii 06pa3oBaTebHbIM KMHOTPECT.
Bnarogapsi 3TWM KOMMIEKCHbIM YCUAMAM, Kak oTMeTun [Drelimm MakKow,
LUMDPOBOIN AMPEKTOp KUHOCTYAMM Pioneer, basupytouleiics B nasro: «B 2003
rogy LoTnaHackas KMHOMHAYCTPUS NMPOAOMKIAIE CBOM MyTb POCTa W TpaHC-
copmauuu. B nocnegrue rogsl LLoTnaHamns ctana xabom KMHOMPOU3BOACTBA,
XKeNaHHbIM MeCTOM NS KMHEMAaTOrpauCToB, CTPEMALLMXCS CHUMATb BbICOKO-
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KayecTBeHHble PUNbMbI, MHTePeCHble AN ayauTopun rmobansHoOro macltaba.
OfHUM 13 KtoYeBbix HaKTOPOB NPOrpecca KUHOMHAYCTPUL SBNSETCS 3HAYU-
TeNbHbIV NyN TanaHTAVBbIX NPOdECCMOHaN0oB, COOTBETCTBYIOLINX CAMbIM BbICO-
KWM CTaHAapTaMm v NPUBAEKAIOLLVM NYYLIMX MAPOBbIX MPOV3BOANTENENA KMHO»
(McCoy, Feb. 2023).

Llenbiin psg TenekaHanos, Beljatowmnx Ha MpnaHACcKoM si3bike, paboTaeT
B CeBepHoWi VipnaHgnw. A B 0bnacTv NPOAKCHMPOBaHUS TaBHOE MeCTO 3aHW-
MaeT areHTCcTBO «3KpaH CeBepHoil MpnaHamm» (Northern Ireland Screen), ocHo-
BaHHOe B 1989 roay, bVHaAHCOBYIO NOAAEPXKKY KoTopoMy COBET MO UCKYCCTBY
CeBepHoii ipnanauv fenernposan ot CpeacTB, MOAYyYeHHbIX OT HaloHansHom
noTepeun, HO OCHOBHOM NCTOYHMK DrHAHCOB — DOHA BellaHNs Ha MpAaHACKOM
a3blke (Irish Language Broadcast Fund). Kpome y4acTvs B npoatocpoBaHmm,
«3JKkpaH CeBepHolt VipnaHaumn» NOMOraeT HaUWOHaNbHbIM KMHOPECTMBANSM.
B coTpygHuyectse ¢ Cine4 n Broadcasting Authority of Ireland (BAI) nm 6bina
pa3paboTaHa cxeMa pa3BUTUS KMHO Ha MpNaHACKOM a3bike. o cnoBam yype-
AvTenen, nx 3agaya — JOCTVIKEHVIE TOMO e YPOBHS, KaKoro JOCTUI TeneKaHan
Ha BannuincKoM si3bike S4C, cybcuarpoBaHme KOTOPOro BABOE NPeBbIWAaeT vX
cobcTBeHHOe. AreHTCTBO (PUHAHCKPYETCS COBMECTHO MUHUCTEPCTBOM KynbTy-
Pbl, MICKYCCTBa 1 OTAbIXa, AreHTCTBOM MO 3KOHOMUYECKOMY pa3BunTuio CeBepHoit
Vpnananu (Invest Northern Ireland) n CoBeTom no KnHematorpaduu Benunko-
bpuTaHnn. «3kpaH CeBepHoi MpnaHammn» oTeBevaeT 3a PoHA BellaHws Ha up-
NaHACKOM s3blKe B pa3Mepe 12 MUANMOHOB PYHTOB CTEPAMHIOB, KOTOPLIN (o-
KyCVpyeTCs Ha yBennyeHuI BelllaHns Ha MpAaHACKOM si3blke B pernoHe.

B nocneprue rogsl CeBepHas VipnaHans paclumpuna NpocTpaHCTBO Ans
MONHOCTBIO TEXHUYECKM OCHALLEHHOIO KWMHOMPOW3BOACTBA, BOCMO/b30BaB-
WIWCh NPEX/e BCErO UCTOPUYECKNM 3aHNeM KapTuHHOW ranepen The Paint Hall
B bendacTte, KOTOpoe cAaeTcs B apeHay KMHOCTYAMSM M CbeEMOYHbBIM Fpynnam.
34ech, B 4aCTHOCTW, CHMMaNNCb MHOTME CLeHbl Teneceprana «Mirpa npecro-
noBy. «JKpaH CeBepHOM MpnaHamm» BNOXMA 0KONO 20 MAH ONNAPOB B 6 ce30-
HOB «/rpbl NPECTONOBY, @ B MTOre NPeAoCTaBneHe TOBapOB 1 YCYr NpUHeCan
MECTHOI 3KOHOMYKe OKO/0 195 MUANMOHOB. HbiHe 06CyaaeTcs Bonpoc o 6es-
BO3Me3AHOM NpefoCTaBNEHUM MECTHbBIM KMHeMaTorpaductam TeppuTopuin He-
AaBHO co3aaHHbIx B bendacte ctyamin Belfast Harbour Studios v Titanic.

Cine4 TawKe NpefoCTaBnseT MPNAHACKUM MPOU3BOAMTENSM BbIFOAHbIE
KpeauTbl 1 BCAYECKHM VX NMOAJEePKMBaET. B uncne bereburumapos — CLyeHapucT
v pexunccep dunbma «TuxoHs» (2021, An Cailin Cidin), nepsoro dunbma Ha up-
NaH/CKOM 3biKe, BOLeaWero BLIopT-1cT «Ockapa» Kak nyywnii unbm Ha MHO-
CTPaHHOM 5i3biKe, a Takke Tomac O’CannvieaH, pexwuccep gpamsl o ronoge s Vp-
naHavu B 1845 ropy «<OcTpoB 6e3ymus» (Arracht), KOTOPOMY HyTb-4yTb HE XBAaTU/O
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FONOCOB A/191 BXOXAEHWNS BNOHMNCT NpeTeHaeHToB Ha «Ockap» 82021 roay. 370, B
CBOIO 04epefb, MOATBEPANIO 3HAYMMOCTb MOTEHLUMANBHOIO HEMATEPUanbHOro
BANAHWS B NPOABWKEHMMN HALMOHANbHbBIX KyETYP, TOro, 4TO BO BTOPOI MONOBW-
He 1980-x amepwKkaHckuiA noauTonor [prozed Hal ob603Ha4YMn TepMUHOM
«MAIrKas cuna»: «<CMocobHOCTb A0OMBATLCS XenaeMoro Ha 0CHoBE JOOPOBOSb-
HOMo y4acTud COK3HWMKOB, @ HE C MOMOLbIO MPUHYKAEHUS WK NOJAYEK»
(Nye, 2004, p. 7). MoHWMas pofib KyNbTYPHOrO 3aKyNUCbs B MPOABMKEHUM
HauMOHanbHbIX UNbMOB Ha «Ockap» B HOMUHauuKM «/lyywnii dunbM Ha
MHOCTPaHHOM  si3blKe», MPOMOYTepbl BbIPabOTanM MnnaH TapreTMpoBaHMS
FON0COB C MOMOLLBIO UPNaHACKUX NPeACTaBUTENe MUHWUCTEPCTBA MHOCTPaH-
Hbix gen B Hblo-Mopke u Jloc-Anmprenece, a Tawke Takux 3HaMeHUTOCTEl
C MPNaHACKMMU KOPHSMM, KaK KMHO3Be3fa [upc bpocHaH, W nybnukaumi
BO BAVATENbHbLIX M3OaHWAX, B TOM 4ucne «fapaunan», «fonnveys penoprep»
v «BapaiieTtn».

CBoOV NtoaM ecTb 3a pybexxoM Wy WOTNAHACKMX KMHeMaTorpaducros.
OckapoHOCHbINM PobepT Peadopa, ocHoBaTeNb MEXAYHAPOAHOTO KUHOMECTU-
Bang «CaHAeHC», NPOABMIatoLLEero He3aBMCMMOe KMHO, CKasah, YTO XOTst OH BU-
AWTCS CTOMPOLEHTHBIM aMEPUKAHLIEM, HO HE MOXET 3a0bITb CBOVIX LUOTAAHACKIX
KopHel — «Howy KuAT 1 xnBy B 3amkel». U, koHeyHo, Peadopa akTMBHO cCnocob-
CTBYET NPOABWIKEHMIO WOTAAHACKMX dhrnbMoB. Tak, B 2023 roay Ha decTusane
661V NpeacTaBneHbl ABe KapTuHbl 13 LLoTnaHaun — gebroTHas neHTa Agypbl
OHawwnn «[leBouka» (Girl) 0 HeLaBHO MOCENMBLLMXCS B [11a3r0 YEPHOKOXeW MaTe-
PU C A0YEPbLIO-NOAPOCTKOM 1 IOKYMEHTaNbHbIN GurabM bl TeHAUHUHT <ECTb
TaMm KTO-HWbyab?» (Is There Anybody Out There?) o Ntoasx C orpaHndeHHbiMu -
3UYECKMMU BO3MOXKHOCTSIMMU.

Mo CTAaTUCTUYECKUM AaHHbIM BPUTAHCKOrO KMHOMHCTUTYTA, K Hadvany
2023 ropa (BFI, 2023) nuavpytouive B aBaaLaTKe Nyywmnx He3aBUCUMbIX Bpu-
TaHCKMX DUNBMOB KMHONEHTbI CybCcnaMpoBanich obLecTBeHHbIMY GOoHAAMM:
«®aHTacTndecknii GnutkpodT» (Phantom in the Open, 2021) Bannuiiua Kpalira
Pobeptca (BBC Film, BFI Film Fund) v «ConHue moe» (Aftersun, 2022; nponssog-
ctBo BBC Films 1 BFI) woTtnaHackoro pexxvccepa WapnoTTel Yannc, a nepsoe
MecTOo 3aHsn «bendact» KeHHeTa BpaHbl (Northern Ireland Screen, TKBC).

MpomMoTupoBaHue dpunbma Agypsl OHawun «JeBoYKa» U3 XU3HU UMMUT-
PaHTOB, TaK e Kak NpucyxaeHue npemnii The Mother Tongues Award BbixogLam
M3 a3MaTCKMX 1 abpUKaHCKKX CTPaH, CBUAETENbCTBYET O TOM, YTO KenbTCKue
KnuHemaTorpacdum He orpaHUYMBaOTCS OCMbICIEHMEM U penpeseHTalmelt cob-
CTBEHHbIX HAaLMOHaNbHbIX OCOBEHHOCTEN MK BO3BPALLEHMEM K CODBITUSM 13
CBOEro Npownoro. ViHave roBops, VM He CBOMCTBEHHO CMOA3aHMeE K STHOLIEH-
TpU3My, 00 OMACHOCTW KOTOPOTO NpeAynpexaan B CBOeN KHure Maikn Xekrep.
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O6 3TOM e CBMAETENbCTBYIOT W XYAOXECTBEHHbIE XapaKTepPUCTUKM
MHOTMX (DUABMOB, MPEeXAe BCEro AByX CaMblX 3HAYMMbIX B MociegHue ro-
abl, <bendact» n «baHwn MHWWepnHa». B paMKkax aHHOM CTaTbM HEBO3MOXK-
HO MpeacTaBMTb JOCTAaTOYHO MOMHYIO M PEnpe3eHTaTUBHYHO KapTUHY XyAo-
XKECTBEHHOMN MPOAYKUMY KeNbTCKOW Tpuagpl, MO3TOMY OCTAHOBMMCS Ha pac-
CMOTPeHMIN ABYX 3TWX NpuMepoB. OfHaKO npexae Hago 3aMeTuTb, 4To obe
KapTViHbI MPOABUranncb B caMol BpuUTaHMM 1M B MVpe aMepuKaHCKUMU KOM-
nanvamu; «bendact» — Focus Features v Universal Pictures, a «baHwwu WHuK-
wepwuHa» — Searchlight Pictures. PasymeeTcs, oUcTprbbioTepbl PYKOBOACTBO-
BaNMCb HEe WCKNIOUYUTENBHO anbTPyUCTUHECKUMU COODPaXeHUsIMM MobBM K
NCKyCCTBY; NpocdeccnoHannam 0653bIBaeT UX ONMUpaTbCs Ha NpPOAyMaHHbIN
pacyeT — aKTyanbHyl0 BOCTPeHOBAHHOCTbL W BO3MOXHOCTb MpoOKaTa aBTop-
CKOWM MpoayKuMv BOOATYIO. B 3TOM MnaHe npexge BCero cnegyer OTMETUTb
CBOWICTBEHHYIO FONNMBYAM3MY OPUEHTALMIO Ha YHUBEPCANbHOCTb, oblieveno-
BEYECKMIA NOCbIN (DUABMOB, KOTOPbIE AOMKHbBI ObITb MOHATHBLI BO BCEM MUPE.
EcTb v elle oavH cneunduyecknii MOMeHT. B coBpemeHHOW AMepuke BbiTyeT
BblpaxeHue «plastic Paddy», noa kKOTOpbIM NOAPA3yMEBAETCA HEKTO, HE POX-
AeHHbI B VipnaHanu v MHOW pa3 OTAENEeHHbI OT CBOMX MpNaHACKWX npea-
KOB HECKONBKUMU MOKONEHMSMU, HO BCE e CYMTatoWmii ceds vpnaHauem.
HoliHe B CLUA HacymTbiBaeTCs OKONO 36 MUANIMOHOB 3THUYECKMX UPMaHOLEB.
A B MCTOPWM CTPaHbl MOXXHO HAa3BaTb MHOXECTBO 3HAMEHUTOCTEN C MpNaHACKu-
MU KOpHsMu, oT YonTa [ncHes 1 [hxoHa ®opaa ao «/hreiimca boHpa» / Mupca
BpocHaHa, TaKkxe uenoro psaa npesvaeHToB CTpaHsl, B TOM Yucne [hrkoHa .
KeHHean 1 naxe bapaka O6aMbl. AMEPUKAHCKNX MPNAHALEB, KaK NpaBuo, 06b-
EAVHSIOT SMOLUMK PETPOHOCTaNbIMK, aHTa3MIMHO OXMBASIOLLME BOODpaXKeHve
Y NUTatoWmMe MHTepec K HoBbIM apTedakTam, B TOM YMCNE, KOHEYHO, SKPAHHbBIM.

PEA/IBHOCTb U MUPO/1I0T UA

B KayecTBe wAMOCTPALMM K XYLOXKECTBEHHbBIM XapaKTepUCTMKaM KuHe-
MaTorpada HaluMoHaNbHbIX MEHBLUMHCTB U MX 3HAYMMOCTM 00paTUMCS K ABYM
dvnbMamM, KOTOpble, KaK OTMeYanoch B Havane [aHHOW CTaTbW, OKa3anucb
Havbonee pe3OHAHCHBIMM B KOHTEKCTE MMPOBOrO KMHOMpoLecca Hadvana
2020-x.

[lenctere obenx KapTWH pa3BopadvmBaetcs B OnbcTepe n CeBepHoM
Vpnananu. Camblii obuwimin B3rnsg Ha 3Tv duibMbl NO3BOASET YBUAETH B
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HUX 0OLLY0 OCOBEHHOCTb: MX CO3AaTeny HamepeHHO OTKa3blBatTCs OT Mo-
BECTBOBATENbHbIX KMWeE, AMOO CheunanbHo MX akUeHTUPYIOT, BbICTynas
MMEHHO B TOM pONM, KoTopas COOTBETCTBYET WX COOCTBEHHOW MM3HeH-
HOW MCTOPUN 1 A€NaET YaCTHYH UCTOPUIO YHUBEPCAbHOW, NOKAa3biBas, KaK ner-
KO MOTyT 6bITb Pa3pyLeHbl NpexHss Apyxba 1 nobpococeacTso.

KeHHeT BpaHa poauncs B OnbcTepe, ero poanTenn — aHrmmnyaHe-npoTe-
CTaHTbI B OT/IMYME OT VPAaHALEB-KaTONNKOB (A0 KOTOPBIX B HACENEHWM peru-
OHa NpUMepHO paBHbl). MapTuH MakgoHa poamncs B /IOHAOHe, ero poauTenu
— MPRaHfLbl, @ CaM OH CHWCKan CnaBy «MpAaHACKoro nucatens». IMYHbI onbIT
NO3BO/W/ aBTOPaM 3aHSTb NO3ULMIO OGBEKTUBHOTO HabtoaaTens, 4To nuwaeT
X PVNBMBI KTULVMPOBAHHOW «3THUYHOCT .

Ha nepsbii B3maa, «bendact», npeactaBnsiowmnii TOYKy 3peHus Ha
AHMNO-MPNAHACKMIA KOHMAMKT C NMO3UUWIA aHMInYaH, CNYXUT NPYMEPOM «aH-
MMN3MPOBaHUs», YNOMUHaBLerocs M. XekTepom, opHako 6Gonee ageksat-
HOV NpeacTaBnserTcs oueHka QuabMa Kak BOCCTaHaBnvBatowero 6anaHc
Mexay AByMst CTopoHamu. OTCYTCTBME NPU3HAKOB pajnKanama B NoBegeHuy
INaBHbIX repoeB CBUAETENbCTBYET O CTPEMIEHUU K YMEPEHHOW «rOMOreHun3a-
unv» B cepe HaumoHanbHbIx coobulecTs. lepost «bendacta», neBaTuneTHero
Bapan V3 NpoTecTaHTCKON paboyeli cembu, ansTeparo camoro bpaHel, Urpaet
TOXe ypoxeHel, OnbcTepa [kya Xvnn. bagam BuanT BoOpyxeHHble becnopsf-
kn B OnbCTepe B aBrycte 1969 rofa rmasamu pebeHka, BNOONEHHOTO B KUHO, @
ellle v B CBOK OAHOKNACCHULY-KaTOMMYKY, U BCE 3TO NPeBpallaeTcs Ans Hero B
NpYIKNoYeHre, YTo NpuaaeT hunbMy oCTpaHeHHyYo MeTadopryHOCTb (Puc. 3).

®ubM  OTKPbLIBAETCS MaHOPaMHbIMK  Kapamy COBPEMEHHOrO MUp-
Horo bendacTta B LBeTe, 3aTeM 3puUTeNb MOrpy»aeTcs B YepHo-6enoe 13o0-
bpaxeHue, Kak Obl PEKOHCTPYMPYHOLIEE XPOHUKY Tex [AHel (onepatop
Xapuc 3ambapnykoc), 1 OHO KOHTpacTUpyeT ¢ dparMeHTamMn U3BECTHbIX LiBe-
TOBbIX KMHONEHT, KOTOpble CMOTPSAT Bagau C ceMbei, u KOTopble Hamomu-
HalT MM O BYEpaLHeM MNPOLLIOM, KOTAa OHU TaK APYXentoOHO UK ¢ coceas-
Mun. Korga bagamn pacckasbiBaeT loMa O CBOEM MOAPYIKKE, HUKOTO He CMyLLaeT,
4TO OHa MpNaHAKa-KaTONMYKA: [NaBHOe — KakoBa OHa cama. OfiHaKo arpeccusi C
00€UX CTOPOH KOHMIMKTA, MONYYNBLIETO B MECTHOW MCTOPUOrpadum HasBaHue
«CMyTa», MeXay KaToMKaMu, CTPEMUBLUMMUCS BOCCOEAMHNTLCA C MipnaHamen,
¥ NpoTeCcTaHTaMK, NOs/IbHbIMU KOPOHE, HapacTaeT. Bckope B bendact npubsbl-
BalOT BOMCKa, BBOAWTCS KOMEHIAHTCKMIA Yac, HO pebsTHE U3BECTHbI N1a3enky,
4epes KOTOpble MOXHO MPOCKO/b3HYTh Kyaa yrogHo. Cembs banan aymaet no-
KMHYTb bendact, Tem 6onee 4To ero oTuy pabotofaTen B /IOHAOHE npeasia-
raloT NoBbIlWeHME No cyxbe 1 becnnaTHoe xunbe. MNepeesn B AHIMNIO C POAW-
Tensmu v cTapwmm bpatom baaam Bce e CoCTosnNCs, HO B bendacte octanuch
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aenywka v 6abylika. M, Kak 1 ApyrnM «0CTaBLIMMCS» (@ TaloKe «Tem, KTO yexar,
W KTO Npona»), NOCBALAeTCs (KaK yKazaHo B TUTPax) 3TOT dunbM. ABTOp Ha-
CTpamBaeT 3puTens Ha BbIBOf, YTO €AMHCTBEHHbIM M HAaUNYY WM CNOCOBOM pe-
WeHns npobaem NPOTUBOCTOSHUS SBASETCS NPUMUPEHYe Ha obllevenoBeye-
CKOI OCHOBE, 1 HaLUMOHaNbHas NPYHALNEXHOCTb HE MOXET U He AOMKHa CTaTb
NpensaTcTBMEM NS camopeanv3alyn YenoBeka, Yemy Nocayxuna npuMepom
TBOpYecKas cyabba camoro KenHeTa bpaHbl, Npe3vaeHTa KoponeBckoi aka-
AEeMUW ApamMaTUYeCcKoro NCKYCCTBA, CTAaBLIEro OHUM 13 CaMblX aBTOPUTETHbIX
CerofHs NOCTaHOBLUVKOM WEKCMUPOBCKYMX MbeC 1 IKpaHN3aToOpoM «IeHpuxa V»,
«MHOTO LyMa 13 HMYeroy, «famMneTta». A OTNPaBHOM TOYKOW B €ro apTUCTMYe-
CKOW Kapbepe CTanu Te leTCKMe BnevaTneHus B «CMyTHOM» bendacTte, KoTopble
OH MOJY4MN Ha CNeKTaKne no CBATOYHOMY pacckasy Yapnb3a [nkkeHca «Pox-
[eCcTBeHCKas NMecHb B NPo3e», cuas psaoM ¢ 6abyLikol (B 3TOM ponu cCH1MManach
ocKapoHocHas [pryan [leHd) v aenywKon (ero ceirpan ypoxerel bendacta Ku-
apaH XalHac).

Puc. 3. Bapau c pogutensamu, 6abyLluKoii u 6paToM B KUHOTeaTpe.
Kapp u3 dunbma «bendact», pex. KeHHeT bpaHa, 20213

BBefeHue B Ha3BaHve GunbMa «baHwwm VHMWepnHa» OByX anneropu-
YEeCKMX TPOMOB — MpefBeLlatoLlelt cMepTb e 13 ApeBHEl KeNbTCKON Mudo-
NOTUV 1 BBIMBILWNEHHOTO OCTPOBa (4TO 03HavaeT «OcTpoB VipnaHavs»), nepe-
BOAWT Hac B Mudonormsvpyouyo obnacts HappaTvea. (3arnasve dunbma
MaKaOHbI COOTHOCUTCS C MPNAHACKUMM TOMOHUMaMK B HAa3BaHMUAX MHOT VX €ro

3 McToyHnK n3obpaxerus: https://www.vulture.com/article/movie-review-kenneth-branaghs-
autobiographical-belfast.html (12.12.2023).

HAYKA TENEBUAEHUA 20 (1), 2024 71 THE ART AND SCIENCE OF TELEVISION


http://www.vulture.com/article/movie-review-kenneth-branaghs-autobiographical-belfast.htm
http://www.vulture.com/article/movie-review-kenneth-branaghs-autobiographical-belfast.htm

nbec, B TOM Ymcne «Kaneka ¢ ocTpoBa MHuIMaaH» U «/leiTeHaHT C 0CTPOBa
VIHMWMOp».) BaXXHO Npw 3TOM OTMETWTb, YTO NlereHAapHble Npu3pakm-baHLLIn
COMPOBOXAAOT He TONBKO UCTUHHO-UPAAHACKME CEMbY, HO 1 NPOUCXoasLme
OT BUKWMHIOB U aHMMO-HOPMaHHOB, U, CTano ObiTb, 3TO GUrypa TpaHCcHaLUWo-
HanbHas. COOTBETCTBEHHO, MOKPOBMUTENLCTBO UM MPOPOYECTBO OaHWK pac-
NPOCTPaHAITCS U Ha NpefcTaBuTenei Apyrnx Hapoaos, a «oCTPoB MpnaHams»
KaK CTUANCTUYECKYHO (DUTYPY MOXKHO COOTHECTHM C UCMONb3YyeMblM HblHEe 0ObIYHO
B MPOHMYECKOM CMbicne nepudpasom AnbbroH/Bennkobputaxus.

[enctere dunbma pasBopadvBaeTcs BecHoW 1923 roaa, Ha ucxoae Wp-
NaHACKOW rpaxaaHCKo BOVHbI, HO 0buTaTensam MHnwepuHa HeT aena o Toro,
4TO NPOMCXOAMT 338 MOPEM; OTAANEHHbIE 3BYKM BbICTPENOB WX He BeCnoKosT,
OHW XMBYT B CBOEM 3aMKHYTOM MMPe. A BHe3anHas Bpaxaa MOXeT BCMbIXHYTb
¥ B OJHOM/JIEMEHHOM COOBLeCTBE W YracHYThb, COBPaB KpOBaByto xaTay. PonK-
MYy3blKaHT KO/IM BHE3aMHO pa3pbiBaeT ApyxOy C AaBHUM NpUsSTENeM, NPOCTaKoM
MatpukoM. (Obourx nrpatoT 3THUYECKMe npnaHalbl bpeHaaH MucoH u Konuu
®appen.) Natpuk bonee HenHTepeceH KoMy, KOTOPbIV CObUpaeTcs NpoBecTu
OCTaTOK XM3HW, CO4MHAS My3bIKy. OTBepras NonbITKM NpUMmUpeHns, Konm yrpo-
XaeT, 4To ecnu MNaTpurk ByaeT NbiTaTbCsd 3arOBOPUTL C HUM, OH ByAEeT oTpe3aTb
cebe HOXKHMLAMK ANg CTPVXKKK OBell, OAWH W3 NabLEB Ha pyKe, U AeN0 AOXO-
ANT 0O TOro, 4To KoM 3akaH4vBaeT nucaTb Menoamto «baHwm NHnwepnHa»
¥ Kak ByaTO roTOB BO30OHOBUTH APYXBY, HO TYT BbIACHAETCS 0OMaH, KOTOPOro
KonM He MOXKeT CTepneTb, 1 OH OTpe3aeT cebe Bce Nasblibl NEBON pyKK, a NtobU-
Mas ocamua Matpuka normbna, NoAaBMBLIMCL UMK, U CTana HEBUHHOW MUPHOM
XepTBOW pacnpw. [lanee cneayeT Yepena 6ecCcMbICEHHbIX CMepTelt, Of1HaKo BCe
3aKaHYMBAETCS BUAUMbIM, XOTS YCIOBHBIM NpUMUpeHueM (Puc. 4).

MakaoHa Kak ByTo norpy><aeT 3puTens B NPpYBbIYHbIN 06pa3 MpnaHamu
— obnavHoe Hebo, NYCTbIHHbIA NaHAWaMT, NO-KPECTbSHCKY OAEThIE XKUTENN,
KOHEYHO e, Nab. Ho B Havane dunbma Mbl BUAWM, Kak [NaTpuk bpeeTcs, msias
B PaCKO/IOTOE 3epKasio, YTO OTChINIAET K NMepBOi rMaBe poMaHa [hrelimca [xoii-
ca «Ynucer, rge CTviBeH [lefan CMOTPUTCS B Takoe XKe TPEeCHyBLIee 3epKano
W C rOpeYblo MPOU3HOCUT: «BOT CUMBOM MPNAHACKOrO UCKYCCTBA. TpecHyBlee
3epKkano cayaHkuy» ([proic, ¢. 20), oTpelasicb OT KOMOHUANUCTCKOrO B3rs-
fa Ha VipnaHauio 1 MpnaHackocTb. CBOK aHaMorMyHyo Nosuumio nepeq Ha-
4anoM CbeMOK pexuccep dunbMa U3NOKUI aMEPUKAHCKOMY KOMMO3UTOPY
KapTepy B&pyanny, He xenas, 4ToObl CayHATPEK HamoOMMWHaN «MpnaHAcKoe
KMHO» Kak BCMOMWHAET KOMMO3WUTOP, MOAYYMBLUMIA 3@ My3bIKy K KapTUHE HO-
MUHauKio Ha «Ockap», repoit KonvHa ®appena MaTpyrik nokasancs emy pebsy-
NIVBBIM, «IUCHEEBCKMM», OCOBEHHO PSAOM C NOUMUAMYK-OCTIMKAMK, 1 OH MO-
MbITANCs CO3[aTh BOKPYr HEro COOTBETCTBYIOLMIA CayHACKen. Ho MoCKonbKy
[eViCTBYIE Pa3BMBAETCS AaNeKO HELIYTOYHO, OH 3aMeHU/1 IMCHEEBCKYHO IErKoCTb
Ha MPaYHOBATbIN HaTypanM3M CKa3oK bpaTbeB [PUMM U MPOUANIOCTPUPOBA
Temy yAapHbIMU UHCTPYMEHTaMK, «D0XKECTBEHHbBIMM» 3BYKaMM 0bpaLlatoLLeics
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K TPaHCUEHAeHTHOMY YenecTbl, a K GrHany — MHAOHE3NNCKUMY MeTanINYecKu-
MU FTOHraMu, CO3AaBLIMMY OLLYLLIEHWE TPeBOr v NpeaBeL|aBlMm onacHoOCTb
(Pond, 2022). My3bika 0JHOBPEMEHHO YCUANBAET Y)Kac pa3baBneHHOro KoMumye-
CKUMU CIOETHBIMU 0BEPTOHAMU NMPOUCXOASLLEro 1 NOAYepPKUBAET pasnunyme
MEXOY TeM, KaK BUAAT OKPYXKaIoLLMIA MUP U NPOUCXoasLLme cObbITUA repon hinb-
Ma. Mpvi 3TOM HaMepPeHHO OCTPaHeHHbI CayH/CKeWN He Bbi3bIBAET OTHYXKAEHS,
HanpoTUB, OH, CKOpPee, aKTUBUPYeT 3pUTeNbCKOe BYYBCTBOBAHWE, MO0 My3bl-
Ka, N0 C/10BY HeMeLKoro komno3utopa Kapna Mapuu doH Bebepa, ecTb NCTUH-
HbllA BCEODLWMI YenoBeYeckmin S3blk. I BYYBCTBOBaHME NMOMOraeT pasaenunTb
ouyylleHne camoro 1aTpurKa, NOrpyXeHHOro B NoACO3HaHe, KOTOpoe 3acTaB-
NsieT ero cNefioBaTh BENEHNUSM MPPALMOHANBLHOMO Mo onpeaeneHnto mudrde-
CKOTO CylecTBa BefbMbl-6aHWN.

Puc. 4. Natpuk u Konm. Kapp us dunbma «baHwum NHnwepuHa»,
pex. MapTuH MakpgoHa, 20224

Ko Bcemy npoyemy cneayet 4o6aBnTb, YTO GUALM NOSIBUACS BCKOPE MO-
cne Toro, kak B 2020 rofly BenukobputaHus Bbllwna M3 cocTaBa EBpoOCOtO3a,
npuyem Ha pedepeHayme no bpekcuty B CeBepHoi MpnaHammn 56% rpaxaaH
NPOroNocoBanvt MPOTUB 3TOTO PELIEHUS, HO NMOCKO/bKY €€ A0NA B HaCeNeHUN
CoepunHeHHoro KoponeBcTBa KpaliHe Hebonblias, TO UX rofocoBaHue He Mno-
BNUSNO Ha WUTOroBbIA pe3ynstaT. CaMm e NONUTUYECKMI aKT SBWUACS CBOEro
pofa WAMOCTpaUMElN K TOMY, YTO Ha3blBatOT «OCTPOBHbLIM CO3HaHWEM», Mpu-

4 VcTouHmK n3obpaxerus: https://thefederal.com/features/why-the-banshees-of-inisherin-
deserves-to-be-the-best-film-of-the-year/ (12.12.2023).
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CyLWMM BpuTaHumn cTpeMnenmio kK 06ocobnenunio n camonsonsaumn. U dunsm B
onpefeneHHOM CMbIC/1e MOKa3blBaET TParn3m Takoro poAa CTPEMNEHNS, BbIBO-
05 KapTWHY B aKTyanbHbl NOANTUYECKWIA PETUCTP.

3AKNHOYEHNE

B pesynsrate npogenaHHoro ob63opa HoBelilel WCTOPUU KUHEMATO-
rpaduii HauWMOHaNbHbIX MEHbLUMHCTB BenukobpuTaHumM, a WMEHHO CceBe-
POMPNAHACKONW, BaNfMICKOW W WOTAAHACKOW, MOXHO cfenaTh BbIBOA, 4TO
BaXKHENLLYIO POSb B UX ObITOBAHMW UIPAIOT HE CTONBKO KOMMYECTBEHHbIE Mac-
WTabbl 3TOrO SBAEHUS, CKOMbKO (DAaKTOP MX CaMOOBITHOCTH, 0COBOro BKNada
B MWPOBOM KMHOMpoOUecC. HecMOTpst Ha AAUTENBHOE KyNsTYpHOE B3aMMO-
[eiCcTBrE B paMKax bputaHuum, 3T KynbTypbl HECyT Ha cebe SBCTBEHHYIO Ha-
LMOHA/bHYIO OKPACKY, ¥ Ba)KHYIO POJib 3[1eCb UrpaeT CTPeMIEHNE COXPaHUTb
CBOM POfHbIE A3bIKM, CHVMMATb 1 BbIMYCKaTb B MPOKaT GUAbMbI Ha HUX, YEMY B
3HAUYUTENBHOW Mepe CnocoOCTBYeT TeneBelllaHne Ha 3TUxX si3bikax. BmecTe ¢
TeM faHHble KnHemaTorpadyr He 3aMbIKalTCs B paMKax CBOEM HaUMOHasb-
HOM MAEHTUYHOCTW, HE OTrPaHMYMBAIOTCS OCMbBIC/IEHVWEM U penpeseHTalmnel
COBCTBEHHbIX 3THUYECKMX OCOBEHHOCTEN WAM HACTOMYMBBLIM BO3BpALLEHU-
eM K CBOEMY UCTOPUYECKOMY MPOLWIOMY. MHaye roBops, UM He CBOMCTBEHHO
MCMOBEAOBaHNE 3THOLEHTPM3Ma, 06 OMacHOCTM KOTOPOTro Mpeaynpexaian
aBTOP TEOPUU «BHYTPEHHErO KOoHMan3mMa» Maikn Xexktep. O6 3ToM xapak-
TEPHO CBUAETENBCTBYET pacluMpeHMe PaMOK XyJOXKECTBEHHOIO TBOPYECTBa, a
TaKXKe COTPYAHMYECTBO KaK C BHYTPEHHUMMU, TaK 1 3apyOeXHbIMU NMapTHepamu,
OnMuMpatoLLeEecs NPEX/e BCEro Ha «MSATKyK Cuy» WU npeanonaratllee akTMBHO
pa3BuBaloLLMIA B3aMOOOMeH 1 B3anMo-oborauleHne Kynstyp ¢ GOKycoM Ha
MCMOb30BaHUN HOBBIX CUHEPTETUYECKMX MOAXOA0B B CaMOOPraH13aLmnm v go-
CTUXEHWUW CBOUX LieNeNn.
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MnbyeHko C.H. dopmaT «MmnepcKoro» Teneceprana B 3UpPHON NpakTuke
0TEYeCTBEHHOro BelllaHus: 0COBEHHOCTI ¥ TeHaeHUMM // Hayka Tenesu-
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dopmaT «<MMMNEPCKOro» Tenecepmnana
B 3(DMPHOM NPAKTVIKe OTe4eCTBEHHOIO
BellaHnsa: 0COBEHHOCTU U TeHAEHU MY

AHHOTauus. B ctaTbe paccMaTpuBaeTcs (heHOMeH OTeYeCcTBEeHHOro Tenece-
pvianau ero posb B GOPMUPOBAHIMM TEKYLLErO 3MUPHOTO KOHTEHTa OCHOBHbIX
POCCUICKMX KaHanoB. ABTOP NpeanaraeT BBECTY HOBbIN TEPMUH, XapaKTepu-
3YIOLNIA 3HAYUTENbHBIA CerMEHT NOAOBHOW 3KPaHHON MPOAYKUMM — «MM-
nepckuit» Tenecepuan. MNog HUM NoOLPa3yMeBAETCS KOHTEHT, obnagatolmi
onpefeneHHbIM HabopoM TBOPYECKMX W OPraHW3aLMOHHBIX MPU3HAKOB, a
TakKe XPOHOMOTMYECKUMU U CIOKETHBIMU XapakTepucTvkamu. o Bpeme-
HY ENCTBMS NOA0OHbIE Cepuanbl OTHOCATCS, Kak MpaBuio, K pybexy koHua
XIX = Havyana XX BEKOB, UMEIOT aBaHTIOPHO-AETEKTUBHYIO HaMNpPaBieHHOCTb.
Ba)KHOW CTUAWCTUYECKON YepTOM Takoro hopmaTa sBAseTcs MecTo AeiCTBuS:
B OOMbLWMHCTBE Takux cepuanoB dabyna «npussizaHa» K CaHkT-TeTepbypry,
CTONMMLE POCCUINCKOW UMMNEpUN B 0BO3HAYEHHbI HaMW BPEMEHHON Neprof.
MofobHoe 0bCTOATENBCTBO HOCUT HE TOMBKO KPeaTUBHbIM XapaKTep, HO U Ha-
NPSMYIO CBA3aHO C UCTOPUYECKMMM NIOKAUMSAMU, TO eCTb C BO3MOXHOCTSAMU
CHUMaTb BONBWWHCTBO 3MM300B MO0 Ha NeTepbyprckoM naeH3pe C «yya-
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CTUEM» COXPAHUBLLMXCSA apXUTEKTYPHbBIX MaMSTHUKOB, 1MO0 B COOTBETCTBYIO-
WMX ayTEHTUYHbIX MHTEPbepax, TpebyeMbIx MO CIOKETY SMOXU.

Kpome Toro, oTnnynTensHom YepTol NnofobHoro hopmata SBAseTcs CloxeT-
Hasi onopa KaKk Ha KnacCcuyecKune nutepaTtypHble nponsBeaeruns (A. KoHaH-
[olnb), Tak 1 Ha NPOM3BEAEH NS COBPEMEHHbIX aBTOPOB (A. Yk, /1. O3edoBny
¥ Apyrue), ycnewHo pa3pabaTbiBalolWmx JaHHOE XKaHPOBOe U TeMaTuyecKoe
HanpasneHve.
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“Imperial” Television Series in Domestic
Broadcasting Practice:
Features and Trends

Abstract. The article examines the phenomenon of domestic television series
and its role in shaping the current broadcasting content of the main Russian
channels. A new term, “imperial” TV series, is introduced to characterize a sig-
nificant segment of such screen products, exhibiting a specific set of creative
and organizational features, as well as chronological and plot characteristics.
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Typically, these series are set in the late nineteenth and early twentieth centu-
ries and have an adventurous detective orientation. An important stylistic fea-
ture of this format is the setting: in most of these series, the plot is “anchored”
to Saint Petersburg, the capital of the Russian Empire during the indicated
time period. This circumstance is not only creative in nature but also allows
for shooting most episodes in the plein-air of Saint Petersburg with the “par-
ticipation” of preserved architectural monuments or in authentic-era interiors
required by the plot.

Additionally, a distinctive feature of this format is the reliance on both classical
literary works (A. Conan Doyle) and works by contemporary authors (A. Chizh
and others) who successfully develop this genre and thematic direction.
Keywords: “imperial” TV series, content, format, genre, Saint Petersburg, loca-
tions, series production

BBEJAEHWE

POCCUNCKMIA 3DUPHBIA KOHTEHT B €ro HbIHELIHEM COCTOSHUW AEMOH-
CTPUPYET OfHY OYEBUAHYIO OCOBEHHOCTb: 3HAUNTENBHYIO YaCTb MPOrPaMMHON
CeTKM BellaHNs COCTaBASIOT cepuanbl. C yHETOM U3MEHVBLINXCS BHELIHUX 00-
CTOSTENbCTB BHYTPEHHUI PbIHOK NPOWM3BOACTBA 3TOMO BMAA IKPAHHOW Mpo-
AYKUMWM CYLLECTBEHHO PaclUMpUNCs ¥ B HACTOsILee BPEMS xapaKTepuayeTcs
3KCMOHEHUMANbHbIM POCTOM KaK KOMMYeCTBa Ha3BaHWI, Tak v obWmMM Bano-
BbIM YMCNOM BbIMyCKaeMblx cepuid. CTPYKTypa OTe4eCTBEHHOMO PbiHKa Tenece-
pvanoB NpeTepnena HeKoTopble M3MEHeHMs: MPOM30LWNO0 YMEHbLIEHKE Yi1Cna
3apybexHbIX cepuanoB B 3MUPHOM BellaHUM OTeYeCTBEHHbIX TeNeKaHanos.
3TOT BU, KOHTEHTA CTas, B 3HaYMTEeNbHOW CTEMEHN, COCTABHOM YacTbio NOKa3a
Ha CTPUMUHIOBBIX NNaThopmMax. KpoMe TOro, oTeqecTBeHHble TeneKkaHabl Npu-
Hernuv K TaKTUKe BbIBOJA Ha IKPaH TEX rOTOBLIX CEPUANOB, KOTOPbIE A0 Heaas-
HEro BpeMeHu 3HaYUNCh B UX 3UpHOM pesepse. polle roBops, OHK Obinn
OTCHSITbI, HO MO Pa3HbIM COOOPAXKEHNSAM NMPEMbEPHbIV MOKa3 BblT OTIOXKEH.

Mpn 3TOM Mbl HabntogaeM pacluvMpeHve TeMaTUYeckoro pasHoobpasus
Cpeaw Tex cepuanoB, KOTOPbIE YXKe HalIM CBOe MECTO B MPOrpPaMMHON CeTKe.
B nepByto ovepefpb, 3a cHeT obpallieHrs aBTOPOB CEpUanoB K PasinuyHbIM ne-
puofaM OTeYeCTBEHHON WMCTOPUM. XPOHOMOTMYECKMI OXBAT AOCTATOYHO WW-
POK: OT UCTOPUI O HOBFOPOACKMX NocagHuKax («ApyxuHa», «Butasm») go He-
[aBHEero coBeTCckoro npouwnoro («OTTenens», «Yxogswas Hatypa», «Papuar,
«lndp», «<Mocras» n psg apyrux). B 3Tol CBA3M, aHan13mpys noToK cepuans-
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HbIX MPEMbEP, Mbl OTMEYaeM SIPKO aKLEHTMPOBAHHbIN ANCKYPC, CBA3AHHbI
C BPEMEHHbBIM OTPE3KOM, XapaKTePU3YOLMM HapPaTUBHbIE KOHCTPYKLMM Ce-
PUanoB, 1 YETKO OCBOEHHbBIM MECTOM AENCTBMS. B nepBoM ciyyae peyb MaeT o
KoHUe XIX Beka 1 Hadane XX Beka (BNnoTb 40 CObbITMI peBontoumnn 1917 roaa).
Bo BTopoM — o CaHkT-MeTepbypre. ITv ABa BHEWHMX NPU3HaKa NO3BOASIOT
HaM BBECTM B Hay4Hbli 0BOPOT AN aHaNM3a 3KPaHHOTO KOHTEHTa MoHsATHeE
«opMaT MMnNepcKoro cepvanar. Noa GopMaToM Mbl MOHUMaeM COBOKYMHbIN
Habop OPraHM3aUMOHHbBIX MPUEMOB 1 CTPYKTYPHbIX 31EMEHTOB TeNeBU3MOH-
HOTO MPOAYKTa, CPean KOTOPbIX — KOHKPETHOE MPOCTPAHCTBO, rae peanwsy-
€TCs TOT WAV MHOW MPOEKT; YeTKast XPOHOMNOrMYeCKast XxapakTepucTmKa sKpa-
HV3UPYEMOro COAEPKaHNS; ApaMaTypris peannsyembix B NpoLecce ChbemoK
CUTYaLUWI; XapaKTepHbIV COCTaB NPUCYTCTBYIOWMX NEPCOHAXeN 1 cucTeMa oT-
HOWEHNIA MeXay HVUMW;, NPOAOMKUTENBHOCTL eANHMLbI 3MUPHOMO KOHTEHTA.
B nonobHOM KOHTEKCTe aHanmn3 cepuana kak obobuiatollero TeneBm3noHHoro
hopmMaTa 1 XxapaKTepusyeTcs PsaoM O4eBUAHbIX NMPU3HAKOB, KOTOPbIE Mbl Pac-
cMOTpUM aanee. CTOMT TaKKe Y4UTLIBaTh, YTO NOHATHE (hopMaTa B HEKOTOPOM
CTeneHy COOTHOCUTCS C yIKe CYLLECTBYIOLLEN TUMONOM e aHPOoB 1 Npeaonpe-
AensieT COOTBETCTBYIOLIME KpeaTVBHbIE PeLIEHNS A8 CO3AaHMs SKPaHHOK Npo-
AYKLMW MTPOBOTO XapaKTepa cepuanbHoro Tuna.

B panbHeliweM Mbl NOCTapaemcs faTb XapaKTepUCTUKy HOMUHALWM <AM-
nepckuii» Tenecepran, ykasas Ha HEKOTOPbIE, MO HALeM MHEHWIO, CYLLeCTBEeHHble
4epTbl NOAOOHOMO KOHTEHTa, OTHOCALIMECS HEe TONbKO K KPeaTUBHOM, HO U K 1C-
KNOYMTENbHO NMPOM3BOACTBEHHON cepe, NpoLeccy ChbeMoK. B onpegeneHHoM
CMbiCNie MOHATHE dopmaTa KoppenvpyeT C OpraHM3aLMOHHO-NPOAIOCEPCKON
cchepoit, Ho, MO HaleMy YOeXaeHWo, B YCNIOBUSIX MOTOYHOTO ¥ 6eCnpepbiBHOTO
BbIMYCKa HOBbIX 1 HOBbIX €ANHNML, 3(DUPHOW NPOAYKLUUYM 3HAYUMBIM KOMMOHEHTOM
CTaHOBATCH Moaenn opMMPOBaHMS KOHKPETHbIX XaHPOBbIX ¥ HapPaTMBHbIX
CXeM, YMEeHWe ONTUMWU3MPOBAaTb peann3aumnio TBOPYECKUX MAEN B AaHHbIX Npo-
CTPaHCTBEHHO-BPEMEHHbIX YCIIOBUAX, (DOPMUPYEMbIX WUCTOPUYECKUM W IOKa-
UMOHHBIM KOHTEKCTOM, B pamKax KOTOPOrO MpeAnofaraeTcs pasbirpbiBaTh TOT
WAV MHOW 3anylIeHHbIM B MPOM3BOACTBO CepuanbHblii ctoxeT. Kak Mbl yBUANM
B AanbHelweM, NoaobHble YCNOBUS pelleHIs), Ka3anoch Hbl, MPOV3BOACTBEHHON
3apa4un fBAAOTCA GakTopamK, yKa3blBatoWVMU KOMaHAe NpoeKTa npu peanun3a-
UMM M3HaYaNbHOrO ApaMaTypruyeckoro Marepvana BeposiTHble HanpasfeHus
Pa3BUTYI CBOETO TBOPYECKOrO Havana ¢ hOoKycoM Ha NepcrneKTyBax XaHpoBOro
BapbMpoBaHus. OBnafeHne B Xofe CbeMOYHOIO NPoLEecca BCeMU BO3MOMXKHbIMY
NpodeccnoHanbHbIMU NPUEMamMn OCOBEHHO BAXHO B YCNOBMAX HECTKON KOHKY-
PeHLINM MeXAY KaHanamy-sellatensamu, 60/blas 4acTb KOTOPbIX 324aCTYI0 OAHO-
BPEMEHHO HaxoAWTCs U B CTATyCe NPOU3BOANTENS CEPUANOB.
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Takvm 06pa3oM, Lenbio HaCTOSLLEero UCCNeoBaHNs sBaseTcs cneumdu-
3aUms BbIBPaHHOIO 3UPHOrO KOHTEHTA, UMEIOLLErD, MO HalleMy MHeHWIO, Npu-
3HaKM «MMMEPCKOro» Tenecepuana. Npu 3ToM aBTOPOM pellanucs cieaytollme
3agauu:

— TUNONOrM3auns NPK3HAKOB «MMMEPCKOro» Tenecepuana npuMeHu-
TeNlbHO K COBPEMEHHOM MpPaKTUKe OTeYeCTBEHHOMO MPOW3BOACTBA 3KPAHHOW
TenenpoayKuuu;

— BbISIBNEHME CYLYHOCTHbIX MPU3HAKOB BBOAMMOTO HaMu onpegeneHus
(«vMnepckuit» Tenecepwan) B CTPYKType TOM MAM MHOW eAuHMLBl 3PUPHOrO
KOHTEHTa;

— W3YYeHWe TeOPEeTUYECKOW U NPaKTUYECKON KOHHOTALMI CyLWeCcTByo-
wmx hopMaToB v KaHPOBOrO CBOEOOPA3Ns B COBPEMEHHbIX POCCUIACKINX Cepy-
anax;

— BbIACHEHVIE BO3MOXHbIX MEPCIMEKTVB Pa3BUTUA NCCnedyeMOoro cermeH-
Ta cepnasibHOro nNpon3BoOACTBa;

— aHann3 opraHn3alMOHHbBIX M TBOPYECKUX MPENMYLECTB «MMMNepCKOro»
Tenecepmnana B KOHKypeHUMnn Ha Te1eBN3MOHHOM CeEPMaibHOM DbIHKe.

B nopobHOM noaxode K MCCNegoBaHWlo B KayecTBe O6beKTa Mbl
onpefensieM KOHKPETHYI Tpymnmny POCCUIACKMX Cepuanos, BbIMYLWEHHbIX,
no npemmyLectsy, ¢ Havana 2000-x rofos. NMpeamMeToM N3y4eHUs CTAHOBUT-
€5t COBOKYMHOCTb NMPU3HAKOB hopmMaTa «MMMNepcKoro» Tenecepuana, NposiBmB-
Wascs B COOTBETCTBYHOWMX efuHMLax 3PUPHOro KOHTEHTa. HOBU3HA B TakoM
Cnyvae 3aK14aeTcs BO BBOAMMOM HaMM B Hay4HbI 1 NpaKTUYecknin obopoT
TepMMHE, YTO, B CBOIO OYepefb, paclumpsieT TeopeTnyeckyto 6a3y Ans nsyyveHus
OTEYeCTBEHHOMO CepuanbHOro KOHTeHTa U onpefenseT NpakTuyeckne Bapu-
aHTbl pelleHns TBOPYEeCKMX 3afay Npu NPoV3BOACTBE 3(DVPHON NPOAYKLMM,
cofepaTeNlbHO OPMEHTUPOBAHHOW Ha KOHKPETHYIO UCTOPUYECKYID 3MOXy U
MecTo AeicTBus. TMnoTesa MccnefoBaHWs 3aKMto4aeTcsl B CyLLeCTBOBaHUM
(beHOMEHa «MMMepCKoro» Tenecepuana, TeOPeTU3aLMs KOTOPOro no3sonseTt
6onee NpPOAYKTMBHO MCMOMb30BaTb COOTBETCTBYIOWME OpraHn3aLMOHHbIE 1
NOKALMOHHblE BO3MOXHOCTW CO3AaHNs COOTBETCTBYIOWIEN SMUPHON NpoayK-
LMK, 4TO MOXeET CNOCOBCTBOBATH MOBbILUEHMIO BHUMAHWS NOTEHUMANbHON ay-
anTopuu.

CnepyeT TakKe yuMTbiBaTb M 0OCTOSTENLCTBO, KOTOpPOe Onpefensercs
3(DUPHOMN NOAUTUKON OTEYECTBEHHbIX MPOW3BOAMUTENEN CEPUANOB: OTCHATYHO
NpOAYKUMIO OHM B BONBLWIMHCTBE CBOEM MPEANOYUTAOT NepBOHaYanbHO pas-
MellaTb Ha CTPUMKHIOBbLIX Nnatdhopmax. MoaobHble NPoACepCKMe peLleHns
CONPOBOXAAIOTCS, KaK NPaBUO, Pa3BEPHYTON U HAMOPUCTON peKNaMHOM Kam-
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naHnel No NPOABWKEHWIO BbINYCKAeMOro 3UPHOro CepUanbHOro MPoAyKTa.
Moka3zaTenbHbl B 3TOM OTHOWEHMM ANCKYCCHI, Pa3BEPHYBLUMECS BOKPYT Cepw-
ana «CnoBo nauaHa. KpoBb Ha acdanste», CHATOro Xopoli KpbhKOBHUKOBbIM U
pa3melleHHoro Ha nnatdopme Wink. MapafoKc cocTosn B TOM, HTO MoKas nep-
BOro ce30Ha Obif ellie He 3aBeplleH, HO Cam Cepran yxxe Bbi3Basn 06LeCTBeHHbIN
pe30oHaHC. 3aMeTnM, 4TO JOCTaTOYHO TOYHO IOKaNM30BaH 1 MO BpeMeHU aeli-
cTBus (1980-e), 1 no MecTy (KazaHb), YTO KOCBEHHO NMOATBEPXAAET Hally MK O
HeobXxoAMMOCTH HYETKOro onpeaeneHuns Kak hopmara BbINMyCcKaeMoro aKpaHHo-
ro NPOAYKTa, TaK ¥ ero }aHpPOBbIX 0COBEHHOCTEN.

Ha pybexe XX-XXI cToneTuin Ha4van nposiBASTLCA WCCNEA0BATENbCKUN
MHTepec K eHOMeHy CEpManoB M KaK K COCTAaBHOM 4acTu TeneBM3UMOHHOro
BelllaHus, ¥ KaK K CyllecTBEHHOW 061acTn MaccoBoi KynbTypsl (Barker, 1999;
Streitmatter, 2004; Chunovic, 2000; Spigel, 2001). 3akoHOMepHO, YTO MOHATUE
«KyNBTOBbIV», KOTOPOE VIMEET HeNOCPeACTBEHHOE OTHOLLEHME K IBEHNAM Mac-
COBOW KyNbTYpbI, ObINO SKCTPANONNPOBAHO W Ha TENEBU3VOHHYIO MPOAYKLMIO
(Gwenllian-Jones & Pearson, 2004).

BakHbIM 719 HaC SIBASETCS M TPaauuUMa NO3MLMOHUPOBaHMUSA Tenenu-
OEHUSA He TONbKO KaK CpefCcTBa OTpaXeHUs 1 duKcaumy UCTOPUK B CUTYaLmMm
OfJHOBPEMEHHOCTM COBBLITUI U pacckasa O HUX B 3dmpe, HO U Kak onocpeao-
BaHHOW MOPMbI Xy10KECTBEHHOIO OCMbIC/IEHNS TOTO, YTO MPOUCXOAMO B NPO-
wnowm (Zielinski, 1999; The Persistence of History.. ., 1996). 3necb Mbl MMeem aeno
C NPOACHKEHNEM TPaAMLIMA MOAXOAA, 3aN0XKEHHOro Hekoraa Hunom MocTma-
HoM (Postman, 1985), MapTuHomM 3ccamntom (Esslin, 1982) n YMb6epTo Ko (IKo,
2023).

OfHy 13 NepBbIX NOMLITOK TUNOAOTM3aLUMM OTEYECTBEHHOW CepranbHOM
npoaykummn npeanpuHsana tonua Jonrosa, cnpasefineBo OTMETUB, YTO «Tefle-
BU3WOHHbIN Cepran — OfAMH 13 TeX TENEBU3NOHHbIX (POPMATOB, KOTOPLIN NPo-
V3BeN PEeBOMIOLMIO TeNeCMOTPEHNS POCCUsH B Hadvane XXI B.» (Kaukaesa, 2008,
c.98).

[lanee nocnegoBana cepus Hay4HO-MOMYNSAPHbIX M3GAHWI, B KOTOPbIX
BHUMaHve Yyaensnocb no npeuMyllecTBy TemaTuyeckol cneunduke Toro
WA WHOTO CerMeHTa CepuanbHOW MPOAYKUMWM, MEePMaHeHTHO MpUCYTCTBO-
BaBlel B achuMpe Ha pasHbix TenekaHanax (Anekceesa, 2008; Kpsimoga, 2008;
Kynuosa, 2008; OpoeBleBa, 2008). HekoTopbiM 0606WatOWMM UTOrOM aHa-
NVi3a CepranbHOro TeNeKoHTEHTa (B TOM Ymcne U C NMpuBfeYeHnemM 3apybex-
HbIX 00pa3LOB) SBASETCA CNpaBoyHWK P.3. ApbuTmaHa (Apbutman, 2016).
Bonpoc o cepvanax Kak 4acTu MacCOBOM KyfbTypbl, OKasblBatollen cBoe
apanTvpylollee BAUSHUE Ha ayauTopuio, paccmatpueanu H.C. lerenosa (le-
renosa, 2011) v ap. (cm.: JloHaypeit, 2007). 3acnyKm1BalOT BHUMAHNE N TEKCTbI
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AA. MpoHuHa (MpoHwuH, 2016, MpoHKH, 2017), rae B UeHTPe U3yYeHns HaxoauT-
csi npobneMa HappaTuBa Kak CTPYKTYPOOOpa3yoLWero sneMeHTa COBPEMEHHO-
ro TEIEKOHTEHTa HE3aBUCKMMO OT UFPOBOrO WU OOKYMEHTaNbHOro dopmara.
CBOW BKNaf B TEOPETUYECKYIO pa3paboTky 0cobeHHOCTel cneunduki n dop-
MaTa TeNneB13MOHHOM 3KPaHHOM NPOAYKUMM (B T.4. 1 B CEpUanbHOM CEermeHTe)
BHecnn A.N. Cypmenn (Cypmenu, 2021), W.B. EBTeeBa (EBTeeBa, 2023), B.®. Mo3-
HWH (Mo3HKH, 2021), U1.B. TpekoBa (IpekoBa, 2022). Mo-npexxHeMy aKkTyanbHbIM
OCTaeTCs U BOMPOC XaHPoobpa3oBaHMs IKPaHHON MPOAYKLUMK B LENOM: Ha30-
BEM B 3TOM CBSA3M KONNEKTUBHYIO paboTy MOCKOBCKUX KMHOBEOB (Abaynnaesa,
3MHUOB, NYCATUHCKMIA, 2022).

HeobxoAMMO OTMETUTL U TO OBCTOATENBCTBO, YTO KOMMIEKC BOMPOCOB,
HenoCcpeacTBEHHO CBA3aHHbIN C CO3AaHMEM CepUanbHOrO TeNEKOHTEHTa, CTas
0053aTeNbHOV YaCTbo Hay4YHO-MEeTOAMYECKUX N3AaHWI, KacatoLMXCs Tenenpo-
M3BOACTBA, Kak oTeyecTBeHHbIX y4eHbix (MapcagaHoBa, 2020), Tak 1 3apybex-
Hbix (Collie, 2007; Ayrnac, 2020). Ha noBecTKe TEOPETUYECKYX WUTYANM CTOUT U
Tema MHTepnpeTaumm NCTOPUYECKNX COBBITUIA, OTHOCSLMXCS K Pa3HbIM XPOHO-
NOTUYECKMM MEPUOAAM, HO BbISBASIOWIMX OYEBUAHYIO HbiHYE NMpobaeMaTuky,
KoTopasi 0b03Ha4YaeTcs Kak afeKBaTHOCTb XYyAOKECTBEHHOMO OTOOpPaXKeHMs
M3BECTHbIX HaKTOB U 00CTOATENLCTB. [aHHOMY ABAEHMIO NOCBSLLEH psf TPy-
[0B HalWWX pOCCUincKMX aBTOPOB (TpodhrmeHkoB, 2018; MBaHoB U Ap., 2022; LLun-
pokopag, 2018). KpoMe Toro, CoXpaHseT akTyanbHOCTb TeMaTuKa, CBsi3aHHas C
aHaNM30M 3CTETUYECKMX OCODEHHOCTEN COBPEMEHHOW 3KPAHHOW MPOAYKLUMM,
— paccMaTpUBAETCS B Psife HayuHbIX TPYAOB 3apybexHbix asTopoB (Carluccio,
2020; Garcia, 2016; Jenner, 2018; KenHuk, 2023; bykc..., 2020; Cerep..., 2022).

BBoauMoe Hamu noHsTMe «hopmaT MMMNEpPCKOro Tenecepvana» Mnos-
BOMISIET MPOaHaNM3nMpoBaTh NOAOOHbIA Kpyr Npobnem C HOBOMO pakypca.

NCCNEAOBAHME. YACTb I. BO3MOXHOCTW MECTA

[Ans Toro 4TObLI AaTb onpefeneHre BBOAMMOMY Hamu MOHATUIO W Bbl-
ABUTb ero GopMaTHble MPU3HaKKW, HEOBXOAVMMO CHavana faTb TOYHOE onpe-
JeneHune ceprana Kak aupHOro NpoayKTa. 3aecb Mbl byaem onupaTtsbes Ha Ty
KnaccuduKaumio 3N1eMeHTOB TeNEeBU3MOHHOTO KOHTEHTa, KoTopas bbina npea-
noxeHa MegnakomuteTom PO B 2003 rogy B BUae TabnuuHoro peectpa (nog-
pobHee 06 3TOM CM.: MinbyeHKo, 2012, ¢. 172).
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Tabnuua 1

OnpegeneHns cepuanos COrnacHo
peecTtpy Meguakomuteta PO (BbI6OPOYHO)

Table 1
Definitions of series according to the registry
of the Russian Media Committee (selectively)
Ne no peectpy / Registry No. MoHaATne / Concept OnpepeneHwue / Definition
97 MHorocepuiiHbIn Gunem Mporpammel, 06beanHAeMble
(nepepaya) / Multi-series film 06LLMM Ha3BaHVem 1 op-
(program) matom / Programs united by a

common title and format

98 Cepwian / Series Tvn Nbeckl, B KOTOPOW
€/HbIV CHOXET Pa3BrBaeTCs
Ha NMPOTSKEHUN HECKOMBKX
cepuin / A play in which a
single plot unfolds over several
episodes

99 MuHncepwan / Miniseries Cepwvian, cocTosLwmii He 6onee
4em 13 LecTun cepuii /

A series consisting of up to six
episodes

100 [nVHHbIN cepuran / Long series | Cepwvian, cocToawmii 6onee
YeM 13 ABajLaTL WecTu
cepwii /

A series consisting of more than
twenty-six episodes

OY4eBWAHO, YTO MpUBefeHHast HaMK CMCTeMa HOMWUHALWI cepuanbHOM
npoayKummn TpebyeT KoppeKLMm, T.K. OTHOCUTCS K NepBOHa4anbHOMy nepuogay
Pa3BUTYS PbiHKa OTEYECTBEHHbBIX CEpManoB. TeM He MeHee 3a npollefwe ABa
LECATUNETUS HEKOTOPbIE KONMYECTBEHHbIE XapPaKTEPUCTUKM COXPaHWUAN CBOE
3HaveHue. MNpaBaa, MX COLepPHaTeNbHOCTL Npruobpena bonee YeTkoe apudme-
TUYECKoe 3HaveHwe. TpaguLMOHHO cepuansl B POCCHM 1 B CONPEAEenbHbIX ro-
cygapcTBax 0bbIYHO MPOU3BOAATCS B KOHKPETHOM KOJIMYECTBE CEpUiA, KOTOPOoe
KpaTHO 160 4, b0 8. YTO 0OBACHAETCS CNOXKMBLUENCS CUCTEMON NMOKasa Ha
KaHanax (MoHeaenbHUK-4eTBEPT, MPariM-TalM).

YKaeM TakKe Ha KOHKPETHYIO XapakTepUCTUKY COBPEMEHHOro Tene-
cepvana. OHa OTHOCUTCS K MPOAO/MKUTENbHOCTU KaxKaol cepum (ann3opa) v
06bIYHO PaBHAETCS 52 MUHYTaM, YTO BbI3BaHO KaK NOTPEOHOCTbIO pa3meleHus
COOTBETCTBYIOLLMX PEKNAMHbIX HIOKOB BHYTPYW TPAHCASLMN CEPUM, TaK U NMOKa-
30M peK/ambl, «OKpyXatoLer» AaHHyto TpaHcnsumio. ObpalleHne xe Kk CaHKT-
MeTepbypry Kak MecTy PacroNoXeHns MHOFOYMUCAEHHbIX TOKALWIA XapaKTepHo
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AN15 BCEro KMHOMPOW3BOACTBA B LENOM. Tak, HanpuMep, No oduLnansHbiM AaH-
HbIM KMHOKOMMCCKY KoMUTETa NO KynbType AMUHUCTpaumnm CaHkT-MeTepbypra
B 2022 roay 66110 NPUHATO 440 3a5BOK Ha COMMACOBaHMe KUHO- 1 BUAEOCHEMOK.
B HblHewWwHeM rofy (Mo cocTosiHMio Ha 19.10.2023) — 581 3asBKa. O4eBMAHO, YTO
He BCe npegnaraemble B CeBepHOW CTONNLE NMPOEKTLI MET HenmoCpeaCTBeH-
HOe OTHOLIEeHVE K MHTepeCytolWel Hac UCTOPUYECKO 3noxe. BmecTe ¢ Tem B
2023 rofly OCyLLEeCTBAANNCH CbeMKM Tpex MoA0OHbIX Cepuanos:

« «CTONBINUH» (peXknccep: Anekcen AHAPMAHOB, cleHapuii: Tumyp J3yr-
6as, npoatocepsl: EkaTeprHa Xykosa, Mapus Yiwaxosa);

+ «XPOHWKIN PYCCKOW peBoMoumnm» (pexuccep: AHapen KoH4YanoBCKui,
cueHapwii: AHapein KoHuanoBckmia, EnerHa Kucenesa, npoatocepsl: Anniiep Yc-
MaHoB, Onecsa fvapart);

« «KynauHbiin» (pexxmccep: KoHcTaHTH CMUPHOB, cueHapwuii: Bagum fono-
BaHoB, KceHus [laTHoBa, Anekcell BeseHkoB, npogtocepsbl: InbBupa [AMnUTpres-
ckas, Cepren lWnwknH, Bavecnas [lycMyxameToB 1 fip.).

[ns 6onee 06BLEKTVBHOIO PacCMOTPEHNS Npef/iaraeMoro Hamu onpege-
neHns opmara «MMMNepcKoro» Teneceprana Mbl CHuTaeM HeOOXOAMMBIM 060-
3HaYUTb NepeyeHb TeX Pen30B, KOTOPblE MOXHO OTHECTM K 3TOMY MOHSTUIO.
MaTepuan npefcTasneH B BUAe COOTBETCTBYIOLEN TabauLibl.

Tabnuuya 2

Poccuiickne feTeKTUBHbIE peTpocepualibl KoHLa XX - Havyana XXI Beka
(popmaT «<umnepckuii» Tenecepuman)

Table 2
Russian detective retro series of the late 20th—early 21st century
(“imperial series” format)

HasBaHue Fop Kon-Bo Kon-so Pexwuccep(bl) / | luTepa- KaHan npe-
cepvana/ Bbl- ce30HOB | cepwuii/ | Director(s) TypHas MbepHOro
Series Title xopa/ | /Seasons | Episodes OoCHOBa nokasa/

Year / Literary Premiered

Basis on
«Mpectynne- 2003 1 30 Mnxavn bap- HTB/ NTV
HWe B cTune KaH, KoHCTaH-
MOAEPH» / TVH FaBpunos /
Crime in Art Mikhail Barkan,
Nouveau Style Konstantin
Gavrilov
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«'nbenb nvne- | 2005 10 Bnaanmmp MNep.blii
pun» / The Fall XOTUHEHKO kaHan /
of the Empire / Viadimir Channel One
Khotinenko
«ByHTOBASA 2005 8 [Amntpuia Nap- HTB/ NTV
NecTHULa» MeHoB / Dmitry
/ The Screw Parmenov
Staircase
«CbILyk Mytn- | 2007 8 Cepreii asa- Mo npows- | TB-ueHTp /
NnH» / Detective pos / Sergey BeeHNAM TV Center
Putilin Gazarov JNleoHvaa
HO3edo-
BUYa /
Based on
the works of
Leonid
Yuzefovich
«AHHa-aeTek- 2016 96 [lernc Kappo, TB-3, TB-
TVB» / Detective | (2020) Butanuia UeHtp / TV-3,
Anna bopaayes TV Center
n ap. / Denis
Karro, Vitaliy
Bordachey, etc.
«Mobeantenn» | 2017 10 AnekcaHap Hw- HTB / NTV
/ The Victors Konaes, AHre-
JIMHa HrikoHOBa
/ Alexander
Nikolaev,
Angelina
Nikonova
«TaliHbl 2018~ 50 Cepren Poccna-1/
rocnoxu Knp- | 2019 Me3seHLies, Russia-1
caHoBo» / The Butanuii bop-
Secrets of Mrs. nades, Anekceli
Kirsanova Konmoropos
/ Sergey
Mezentsev,
Vitaliy
Bordachev,
Alexey
Kolmogorov
«[naky4ad 2018 12 denukc lep- Poccna-1/
nsa» / The ynkos / Felix Russia-1
Weeping Willow Gerchikov
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«AraTa v cbick» | 2019- 8 Bnaanmmnp Mo pomaHy | TB-LieHTp /
/ Agatha and 2020 Koipmar AHTOHa TV Center
the Detective / Viadimir Yuxa /
Koifman Based on
the novel
by Anton
Chizh
«AaBokat 2019- 16 Cepren Me- Mo npows- | TB-LleHTp /
Apzalue» 2021 3eHueB / Sergey | BefeHWAM TV Center
/ Advocate Mezentsev ViBaHa
Ardashev NtobeHko
/ Based on
the works
of lvan
Lyubenko
«Lepnok 2021 8 Hypbek SreH / o moTu- THT / TNT
B Poccumy / Nurbek Egen BaMm Npous-
Sherlock BeeHN
in Russia A. KoHaH-
[Lownns /
Based on
the works
of A. Conan
Doyle
«Bockpe- 2021 8 AmnTpuii Me- Mep.blii
CeHCKnii» / TpyHb / Dmitry kaHan /
Voskresensky Petrun Channel One
«Popmyna 2022 32 Ceprel BuHo- VHTEpHET-
npecrynne- rpagos, Kupa nnatdopmsl /
HUs» / AHTenunHa, Online
The Crime CraHvcnas Platforms
Formula Mapees,
AHgpeli Tap-
TakoB / Sergey
Vinogradov,
Kira Angelina,
Stanislav
Mareev, Andrey
Tartakov
«Kapamopa» /| 2022 8 [laHvna KaHan START
Karamora Kosnosckun / / START
Danila Kozlovsky Channel
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«be3coHoB» / 2023 20 AHzpen HTB/ NTV
Bezsonov (2019) MapMoH-

T0B, BnkTop
BoxwHos, Oner
®omuH / Andrey
Marmontov,
Viktor Bojinov,
Oleg Fomin

N

[MaBHbIM 0OBSCHEeHMeM nofobHo nonynspHocT CaHkT-MeTepbypra
KaK LUEHTpa OTe4eCTBEHHOTO W OTHAaCTW 3apybexHOro KWHOMPOW3BOACT-
Ba SBNSIOTCS OTHOCUTENBHO HM3KME LieHbl Ha YCMyru v Ha apeHgy CooT-
BETCTBYIOLLETO CbEMOYHOMO W MOHTaXHOTO 06OPYyAOBaHWS W onnaty Tpy-
fa  NpvBMeKaembix  NpPodeccroHanoB  HeOBXOAMMbIX  CMEeLManbHOCTEN.
CyulecTBeHHbIM (hakTOpoM npviBneKaTensHoCT CeBepHOW CTONNLI siBAsieT-
CS YHVIKaNbHOCTb WCTOPMYECKOro naHgwadTa, OnpefeneHHsle MpuBbIYHbIE
BU[bl TOPO/A, €r0 apXUTEKTYPHast aTMocdepa, COXPaHHOCTb ayTeHTUYHbIX 3a-
HUIA 1 ABOPLOBLIX KOMM/IEKCOB MO OTHOLIEHWIO K XPOHOMOMMYECKUM XapaKTe-
pucTuKam habynbl CHUMAEMOIN 3KPAHHON NPOAYKLUMU. SCTETUYECKUI haKTop
NOrPYKeHMs AeNCTBUS TOW UM UHOW eQMHULbI SKPaHHOTO KOHTEHTa (Byab TO
€AVIHNYHBIA DUABM, UK LEeMb 3MM30[0B U3 «40NrOro» cepriana) B UCTOPUKO-
KYNBTYPHbIA KOHTEKCT NOBbILIAET CTEMNeHb ero BMU3yanbHOW y3HaBaeMoCTu. IKo-
HOMUYECKMIA haKTOP NPOSBASETCS B TOM, YTO NPY NOg0OHOM BbIbOpe NnoKaLuuii
B CeBepHOI CTO/MLE 3a4aCTyt0 OTNaAaeT NPOU3BOACTBEHHAS HEOOXOAUMOCTb
BbICTPaVBaTb AOPOrOCTOSIME AeKOPaLMY UNK Npuberate K CbeMOYHON KOM-
BUHATOPMKE C MOMOLLBIO KOMMbBIOTEPOB, POPMUPYS BU3yanbHbIA OBANK TOrO
WY MHOTO MecTa 1eNCTBYS.

Kak Mbl yBMAMM flanee, iMeHHo B CaHKT-MeTepbypre He ToNbKo bonee unu
MeHee COXpaHseTCsl BHELWHMWI BUA UCTOPUYECKMX 30aHWI, HO 1 UX MHTEpbepbI
Cnyxat camyi no cebe ecTeCTBEHHbIMU feKOPaLMsaMU, T.K. HAXOASTCS B XOPOLWeM
3KCMNyaTaUuMOHHOM COCTOSIHUMN. MOXHO flaxe yTBEPXAaTb, 4TO UMEHHO Nofo6-
Hble 0BCTOSATENBCTBA U ABMSIOTCS rapaHTUeN HeKoero 3HaKa KayecTsa nony4a-
eMOW «KapTUHKW». ECW »e y4eCTb akTUBHO MCMOMb3yeMble B NOCAeHMeE rofbl
B NpOLecce KMHOMPOM3BOACTBA MAHOPAMHbBIE CbEMKM, MONYYaeMble 33 CHET On-
TUYECKN-BU3YanbHbIX XapakTepucTuik BMJ1A, To Mbl MOXeM 3aUKCMPOBaTL pe-
anbHYl0 HOMEHKNATYpY BbIPa3nTeNbHbIX BU3YyanbHbIX BO3MOXHOCTE co3aaHms
B Kafpe 3CTETUYECKM M3SLLHBIX 1 BNevyaTasiowmnx Bnaos CaHkT-MNeTepbypra.

IMEHHO Takune obbeKTVBHble 0BCTOATENbCTBA BOCNpUATNA ropoa Ha
HeBe Kak GGPONEJCKOZO Meranonnca NpoayumnpyroT MCNoNb30BaHKe ero Aectn-
HaLI,l/IlZ Ona CbeMoK d)l/IJ'IbMOB n cepnanos, ,D,eVICTBl/Ie KOTOPbLIX MPONCXOONT 3a
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npenenamu Poccun. Mpun 3TOM xapaKTepHOW Y4epToi NoA0BHONM NPoayKUMN SB-
naetcd HarngaHasa oTcoiika K XIX Beky. [loka3atenbHo, YTO HOBag cepmanbHas
3KpaHM3aLmMs paccka3zoB ApTypa KoHaH-[oins o Lepnoke Xonmce, ocyulecT-
BIEHHas pexunccepom AHapeem KasyHom (2013), cHMManack npevimyLiecTBeH-
Ho B CaHKT-TeTepbypre.

MofobHble NpUMepbl U3 MPaKTUKM OTeYeCTBEHHOMO KMHOMPOW3BOACTBA
0bOHapyXvBaeM 1 B NO3AHWIA NOCTCOBETCKMIN NEPUO Pa3BUTMS SKPAHHbIX UC-
KyCCTB, Hanpumep, B 3KpaHu3auum pomaHa Anexkcanapa [oma «pad MoHTe-
KpucTto», peanusoBaHHON pexuccepom leopriem HOHrBanba-XunbkeBuyem B
1988 rofy Ha Ofiecckon KMHOCTYAUN («Y3HWK 3aMKa Ud»).

B LenomM Tema MCnonb3oBaHms noKaumin CeBepHOM CTONMLbI B MPaKTHKe
OTEeYeCTBEHHOMO KMHOMPOW3BOACTBa (DMIbMOB 1 CEPUANOB, OCHOBOW KOTOPbIX
CTaHOBATCA 3apybexHble NPON3BEAEHWS / COOTBETCTBYIOWAS MHOCTPaHHas Cto-
XeTuKa, TpebyeT OTANbHOMO U3y4eHns.

Cpean KOHKYPEeHTHbIX NPEeVMYLLEeCTB NMPON3BOACTBEHHONO CHEMOYHOMO
npouecca Ha beperax HeBbl CTOMT 06PaTUTL BHUMaHWE Ha OCODEHHOCTY Ka-
CTUHIa UCMIONHWTENEN, YTO OCOBEHHO BAKHO A1 NMPOAOMKMUTENBHOW paboThl
npu 60AbWOM 0ObeMe CHUMAEMOro NePBUYHOTO KMHoMaTepuana. OTbop ak-
TEpOB Ha POAW BTOPOro nnaHa B ycnosusx CankT-MeTepbypra b6a3upyetcs Ha
KagpOBbIX BO3MOXHOCTAX TeaTpanbHbIX KOANEKTUBOB, (YHKLMOHUPYIOLLMX
B ropoge. Wx 6onee cTa 1 NpaKkTUYeCKM BCE OHU UMEIOT NPOdeccuoHanbHble
aKTepckue Tpynnel. Kak nokasan onbIT paboTsl Hag cepuanom «popmyna npe-
CTyNNeHus», NOJOOHBIA NMOAXOA MPUHEC CBOM MONOKUTENbHbIE pe3ynsTaThl.
B 3TOM APKOM SKPAHHOM MPON3BEAEHNN B 32 CEPUAX 3aHATLI MO NPENMYLLECTBY
APTUCTbI Pa3NVYHbIX NETEPOYPrCKMX KONNEKTUBOB. JIMb HECKONBbKO ponen
6bIM OTAAHBI MOCKBMYAM (B TOM 4MC/E 1 TNaBHAS KEHCKas POSb BbIMYCKHMLbI
topuamnyeckoro akynsteta napmxckoit CopboHHbI AHacTackin ApaaliHMKOBOW
(AnuHa SlaHnHa)). Toraa Kak ee rMaBHOro BK3aBw, CTONMYHOIO NpucTasa Tapaca
MeTpoBunya CMONOKYPOBA, Chirpan YneH KonnekTBa neTepOyprcKoro Teatpa
«Ha BacunbeBckom» AHppeii fopbayes.

B cepwvane 3ameTeH (haKTUYECKN Kax bl NeTepOyprckmin aktep. Hanpu-
Mep, 3aMevaTenbHbIV Adaowka, rpad CemarviH B spkoM, 6ypnecKHOM 1crnonHe-
HUW NeTepbypxLa Banepus Kyxapewura. [la 1 3kpaHHbIX NoaneLos B «PopMy-
Ne NpecTynneHus» Cbirpani netepbyprexkre apTucTsl — KOHCTaHTUH Bopobbes
(onekyH HacTu) n [leHnc CUHABCKUN (aBaHTIOPUCT KOHEBCKMI).

Mpuropwito Muuxenaypu [ocTanach 3710Bewas posib MHOepHanbHOro
31005 ¥ KOPOAs NPeCcTyNHOro MUPA, 1 He 3aMeTUTb ero HEBO3MOXHO. B MHbIX
BpOAe Obl «CNY)KeOHbIX» PONSAX NPOSBASIOT cebs Te, KTO focene B cepuanbHoM
KOHTeHTe 0Cob0 «3acBeyeH» He Bbin. 3[ech NperMyLeCTBEHHO 3aHATbl neTep-
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Bypxubl: Knpvnn CmupHos (Bnagumup), Onbra benssckas (rpacdwvHsa Kavano-
Ba), HenosTopUMble [leHnc KokuH 1 AHTOH MynuT (nonuueinckme MepeTpyxmH
1 YxoB), AnekcaHap be3pykoB (aKcnepT KapneHko). A ele cTomno 6bl nepeymnc-
NUTb U POAK Tex NeTepOyprckux akTepoB, KOTOPble YKpacuiu petpocepuan,
XOTS MPUCYTCTBOBANM B OAHON-ABYX cepusix. Kak, Hanpumep, OAHOKYPCHUKYM Mo
NTUTMuKy Ceprein Bnacos (agMmnpan fonoBaHoB) v AnekcaHap 3aBbsnos (CMo-
NOKYPOB-CTapLIMIA).

O6bsICHAS NPUYMHBI NOAOBHOTO ABNEHMS B CepuanbHOM NPOV3BOACTBe,
MOXHO BbICKa3aTb Bepcuio 00 aflekBaTHOCTU CTUNS UTPbl UCMIONHUTENE XaH-
POBbIM YCTaHOBKaM PeXVCCePOB 1 GOPMaTHbIM CTApPTOBbIM YCNOBUAM CIOXeTa,
a TaKke 1 O TOM, HTO aKTEPbI, YTO Ha3bIBAETCS, «BMUCHIBAIOTCS» B TOT NPOCTPaH-
CTBEHHbIN MUP UCTOPUYECKUX 3AaHUIA 1 MHTEPLEPOB, YTO aKTUBHO WUCMONb3Y-
eTCs B Ka4yecTBe NoKaumin. ObpaTvM BHUMaHWe 1 Ha TOYHYIO AaTMPOBKY da-
6ynbHOro ctapta «Popmynbl NpectynaeHns» — 1896 rof. CIOeTHO HavanbHbIl
3MM304 Pa3BOpayMBaEeTCs BO 4Bope yHMBepcuteTa COpOOHHbI, BbINMYCKHULEN
KOTOPOro W CTaHOBWTCS rnaBHas repovHs. OfHaKo Ha 3KpaHe BMOHEe YeTKo
BMAHO, YTO 3MM3074 bl CHAT Ha NnaLly MaTYMHCKOro A4BOpLa.

B uenom Bpems AENCTBUS «MMNEPCKOro» Tenecepunana npegonpegenset
BbIOOP NOKAUWM, TaK UK MHaYe CBA3aHHbBIX C apXMTEKTYPOI PYCCKOro MofepHa
nepuopfa KoHua XIX — Hayana XX BeKOB. XapaKTepHO B 3TOM CMbIC/Ie Ha3BaHue
O[JHOMO M3 NepBbIX POCCUICKIMX peTpocepuanos — «[1pecTynnexvie B CTUae Mo-
AEPH», B KOTOPOM CTUAM30BaHHOE NOJ KMHOXPOHMKY M306paeHe CoceACTBO-
BaNO C UrPOBbLIMYM 3MN304aMU, BOCMPOU3BOAAWMMN COOTBETCTBYOWME MOMEH-
Tbl KDUMUHANBHbIX AEAHWI U VX paCcCNeAoBaHMI.

AKTUBHOE OCBOEHWE CTUMNCTUYECKUX OCOOEHHOCTEN apXUTEKTYPHOTO
obnnka CaHkT-MeTepbypra, OPUrMHaNbHOCTY PeLleHNst MHOTWX 30aHWI, UX BU-
3yanbHOro 0611Ka MPOUCXOAUIO U MPOVCXOAUT U B UTPOBbIX KapTUHaX, Ha4u-
Has C NO3AHero COBETCKOro nepuoga. Hanbonee HarnsaHbLIMU NPUMEPaMM HaMm
npeacTaBnsoTcs KapTuHbl Onera Tenuosa («focnognH odopmuTens», 1988),
BuvikTopa Kob3eBa («ChilyK neTepOyprckoi nonvummy, 1991), Anexcangpa lNpo-
WKMHa («4epHas Byanb», 1995), Anexces Musrvpesa («[yansHT», 2016), Hukonas
Xomepuku («[esstas», 2019). ViMeHHO noaobHbie hunbMbl NPeaonpeaenum
KOHKDPETHYIO 3CTETUKY (Kbl B CBOEM C/lyYae), OCHOBaHHYIO Ha AETEKTUBHOM
HappaTMBe 1 OTHACTM HA COOTBETCTBYHOLWMX IMTEPATYPHbIX MEPBONCTOYHMKAX
3MOXM MOAEPHA. ITU NEHTbI, KaK 1 Apyrue, yrnoMaHyTble B COOTBETCTBYIOLLNX
0630pax (cM., Hanpumep, KywHup, 2021), nybnmkyembix Ha KynbTypHO-NpoCBe-
TUTENBCKUX CanTax, U OPMMUPOBaNK TOT CTUANCTUYECKM-TEMATUYECKNIA TPeH[,
OTeYeCTBEHHOW 3KPaHHOM NMPOAYKLMW, KOTOPbIV MOMYYMI HAVIMEHOBAHME «CO-
BETCKOTO (POCCMIACKOTO) Hyapay, O YeM B CBOE CTaTbe «<MpaydHbIi MUP PyCCKO-
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ro Hyapa» nucana /1.[. byraesa (byraesa, 2021). B Hayane HOBOro CToneTus
nonobHble Bbipa3nTenbHble 0COBEHHOCTI 3TOW KaHPOBOW KaTeropmu Havyanu
OKa3bIBaTb BAUSHME Ha 3CTETUKY 06PA3HOTrO pelleHns BUAeops/ia OTeYeCTBeH-
HbIX CePUANoB, CBA3AHHBIX C UCTOPUYECKUMY CIOKETAMU 1 KOHKPETHbIMU nep-
COHaXaMU (KaK MICTOPUYECKMMY, TaK U BbIMbILLIEHHbIMW), 4TO, B CBOKO 04epe[pb,
¥ Npefonpeaenno CTPYKTyprpoBaHue cepuanbHol TenenpoayKUmmn B BbisB-
NEeHHbIX Hamy Npu3HaKkax GopMaTa «MMNepcKoro» Tenecepuana. ictopuyecku
*aHpoBoe onpegeneHve «hunbM Hyap» BOCXOAMUT K 3apyBeXHOMY KUHEMATO-
rpaduryeckomy onbiTy 1930-1940-X, Korna 6binv BbipaboTaHbl KOHKPETHbIe CTU-
NIVCTUYECKME 1 CIoXeToobpa3yollme Npruemsl CO3AaHMs 3KPaHHOMo 3penunila
(cM. 06 aTOM: Ursini, Silver, 2022).

CTOWUT NpoaHanu3vpoBaTh W TO, Kakue ropoackMe nokaumm B CaHKT-
MeTepbypre Yalle BCEro MCNOMb3YOT ChEMOYHbIE TPYNMbI, NOyYatoume cooT-
BETCTBYtOLIME pa3pelleHus. Mpn 3TOM B NepevHe Mbl BCTPETMM AOCTONpUME-
yaTenbHOCTN CeBepHON CTOAMUBI, CNYKMBLIME €CTeCTBEHHbIMU HaTypHbIMU
aexopaumnsaMm ans bUnbMOB 1 CepUanos, 1€MCTBNE KOTOPbLIX MPONCXOAWT B pas-
Hble UCTOPMYECKME NEPUObI, BKIIOYAS KaK 3MoXy KpenocTHOro npasa («<beaHast
HacTs», «<AQblOTaHTbl Nt06BW»), Tak 1 3010TOW Bek ExaTepuHbl Bropolt («Benu-
Kasi», «EKaTepuHa»), He roBops yxe 0 cobbITusx BpemeH HIMa («MoaKMabIL»)
1 Benukoii OTevecTBeHHOM BOMHbI («/leHnHrpagy, «/lagorar, «/InHus MapTbi»,
«CepnbMast cMMbOHWMS»). [0 AaHHbIM, KOTOPbIe MPEAOCTaBIEHbl aBTOPY HAaCTOs -
LIEro MCCNefoBaHns KUHoKoMmUccHel KomuTteTa no Kynstype AOMUHUCTpaLmn
ropofia, MOXXHO COCTaBWTb PETUHT Hanbonee NONyaspHbIX MECT AN CheMOK
COOTBETCTBYHOLIETO IKPAHHOTO KOHTEHTa.

Tabnuuya 3

Haun6onee BocTpe6oBaHHble NOKaLUK AN cbeMoK pUIbMOB U Tenecepuanos
B CaHKT-lMeTepbypre
(no paHHbIM KoMuTeTa No KynbType AGMUHUCTPaL MK ropoAa Ha oKTa6pb 2023 ropa)

Table 3
Most in-demand filming locations for movies and TV series in SaintPetersburg
(according to the Committee on Culture of the City Administration as of October 2023)

NeNe | Jlokaumsa / Location | YnuuHble YnnuHble Aapec / Address
n/n cbeMku / cbemMku /
/ Exterior Shoots | Exterior Shoots
Pos.
1. BaHkoBCKMiA + -
nepeynok / Bankovskiy
Pereulok -—
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2. Hab. 3umHel kaHaB-
kn / Winter Canal Emb.

3. oM YyeHbIX nM. [lBopuoBsas Hab., A. 26 /
M. Fopekoro PAH MunnvoHHasa yn., a. 27/
/ Gorky's House of Dvortsovaya Emb., 26/ 27
Scientists. Russian Millionnaya Street
Academy of Sciences
4. [lom ApxutekTopa Bonbliaa Mopckas yn., 4. 52

(OcobHsak A.A. Mo-
noBUOBa) / Architect’s

/ Hab. pekn Morikn, 4. 97 /
52 Bolshaya Morskaya Street /

House (Mansion of AA. 97 Moika River Emb.
Polovtsov)
5. HauyvioHanbHbIn Hab. pekn Moiiku, . 108 /

roCyAapCTBEHHbIN
yHVBepcuTeT dpursnye-
CKOWi KyNbTypbl, COp-
Ta 1 340POBbs UMEHW
M.®. Necradta /

P.F. Lesgaft National
State University of
Physical Education,
Sport, and Health

108 Moika River Emb.

6. ®IBHY HAW ATuP
M. . 0. OtTa/

D.0. Ott Research
Institute of Agriculture
and Agricultural
Industry

MeHaenesckas avHua B.O.,
0.3/
3 Mendeleevskaya Line, V.O.

7. MeHzeneesckas
nvHuS, 4.5/
Mendeleevskaya Line, 5

8. Tudnwncckas yn.,

Tudnnccknin nep.
/ Tiflisskaya Street,
Tiflisskiy Pereulok

9. Bupxesad nn.,
Crpenka B.O./
Birzhevaya Square, spit
of Vasilevsky Island

10. OcobHsK

M.®. KwecnHckon
/ M.F. Kshesinskaya
Mansion

yn. Kyibeiwesa, 4.2 - 4. 4/
2-4 Kuibysheva Street

HAYKA TENEBUAEHUA 20 (1), 2024

96

THE ART AND SCIENCE OF TELEVISION




Tyukos nep. /

Tuchkov Pereulok
12. cneray / Hab. kaHana IpnboeaoBa, 4.
St. Petersburg 30-4.32/
State University of 30-32 Griboedov Canal Emb.
Economics
13. BuTebcknii Boksan 3aropogHblii np., 4. 52/
/ Vitebsky Railway 52 Zagorodny Prospect,
Station
14. MpamopHsbIl ABOpeL| [sopuoBas Hab, A. 6 / Mun-
/ Marble Palace NMOHHas yn., 4. 5/1/
6 Dvortsovaya Emb. /
5/1 Millionnaya Street
15. Axazemnyeckuni Bacunbesckuii ocTpos /
nep./ Vasilievsky Island
Akademichesky
Pereulok
16. NonyxuHckniA cag / MNepeceueHne KameHo-
Lopukhinsky Garden OCTPOBCKOrO Mp. 1 Hab.
Manoi Hesku / Intersection
of Kamenoostrovsky Prospekt
and Malaya Neva Emb.
17. [lBopuiosas ni. /
Palace Square
18. lMeBYecknii MoCT
1 6An3nexatve
aApeca no Hab. pekw
Moikn / Pevcheskiy
Bridge and nearby
addresses along
the Moika River Emb.
19. OcobHsak 19 Beka / Hab. pekn PoHTaHkK, 4. 16/
19th-century Mansion 16 Fontanka River Emb.
20. CMIXMNA nwm. LWTn- CongaHon nep., 4. 13/
ravua / 13 Solyanoi Pereulok
Stieglitz State Academy
of Art and Design
21. MaHexHas nn. /

Manezhnaya Square
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22. [loM KynbTypbI + + [anepHad yn., 4. 55/
Bcepoccuiickoro 55 Galernaya Street
06LLecTBa rayxux /
Cultural Center of

the All-Russian Society

of the Deaf
23. Akagemvist Xyaoxects | + + YHuBepcuTeTckas Hab., 4. 17
/ Academy of Arts / 17 Universitetskaya Emb.
24, Akagemudeckuii cag/ | + - BacnnbeBckmii ocTpoB /
Academic Garden Vasilievsky Island
25. KBapTtan Hab. Kptoko- | + - LLlenaHoit nep. / Hukonb-
Ba kaHana/ ckui nep. / np. Pumckoro-
Kryukov Canal Emb. Kopcakosa, nn. PenvHa
Quarter / Shchepyanoy Pereulok /
Nikolsky Pereulok / Rimsky-
Korsakov Avenue, Repina
Square
26. PymaHLeBcknii cag / + -
Rumyantsev Garden
27. OcobHsiK bpycHuUbI- | + + KoxeBeHHasd nnHvs, a. 27 /
HbIX / 27 Kozhevennaya Line

Brusnitsyns Mansion

B psae cnyyae nponcxoauT MakCMManbHOE MCMONb30BaHME KMHEMATO-
rpadUyecKnx NoKaLmia, koraa obbirpeiBaeTCs He TONbKO dacad MCTOPUYECKOro
3[aHNs, HO 1 ero MHTepbepsbl. MpuBeaEHHbIN CMUCOK — KWL Havbonee 3ameT-
Has M M3BECTHas YaCTb MCMONb3YEMbIX MECT ChEMKI. B Tex ciydasx, koraa B clo-
*eTe 0603HavYaeTcs ToUHas aata NPOUCXOAALLIMX CODBITUN (XOTS Obl Ha YpOBHE
rofa), NPOAICEPDI Yallle BCEro MbiTatoTCs BbISBUTb U paHee He3HaKoMbIe TOoKa-
LMK, HO Yeil apXUTEKTYPHbIA 0DAMK COOTBETCTBYET M30OpaXKaeMoit Ha 3KkpaHe
anoxe. Tak, Hanpumep, B ceprane «BoCKpeceHCK1I», CTUANCTMKA KOTOPOro BO
MHOMOM KaK pa3 1 onpeaensercs NoHsT1eM opmata «MMNepcKoro» Tenecepu-
ana, 4aTUpoBKa KOHKpeTHa — 1912 roa. CnefoBaTeNbHO, B Kaape A0MKHbI Obinu
NOSIBASATHCS Te 30aHNS U MHTEPbEPDI, KOTOpPble OblNV BBEAEHbI B CTPON HUKaAK He
NO3Xe YNOoMMHAEMOMW B CIOXKETe AaTbl.

B Tabn. N 4 ykasaHbl TaliM-Kofbl C y3HaBaeMbIiMU noKauusmu MNetepbyp-

ra (HekoTopble MecTa CbeMOK NOBTOPSOTCS, NO3ITOMY 3aUKCUPOBAHbI NepBble
bparmeHTBbl).
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Tabnuuya 4

XpoHonorus nosiBAeHNs UCTOPUYECKUX NOKaLMii
B cepuane «BockpeceHckuii» (2021) (nepBoe nosiBneHue)

Table 4

Chronology of historical locations
in the TV series Voskresensky (2021) (first appearance)

Ne cepun / Episode | Taiim-koga / Timecode | Nlokauwus / Location

1 cepuwsa/Ep. 1 02:46 HabepexHas 3nMHel kaHaBku /
Winter Canal Emb.

1cepual/ Ep. 1 03:21 3paaHvie bupxu / Stock Exchange Building

1cepnal Ep. 1 6:05 MuUnnnoHHasa yamua, SpMnTax /
Millionnaya Street, Hermitage

1cepual/ Ep. 1 7:00 NectHnua B [lome oduuepos /
Staircase in the House of Officers

1cepnal Ep. 1 10:30 BubnvoTeka Akagemmnn XyA0XecTs (peAakums,
rze pabotaet repowviHa) / Library of the Academy
of Arts (editorial office where the heroine works)

1cepual/ Ep. 1 11:36 CMery, rnasHoe 3aaHue /
St. Petersburg State University, Main Building

1cepua/ Ep. 1 22:21 Crpenka BacunbeBckoro octposa /
Spit of Vasilevsky Island

1cepual/ Ep. 1 24:50 Ycagpba CTporaHoBbIx v FonnLbIHbIX B Toc-
HeHCKOM palioHe JIeHMHrpaAckor obnactu /
Stroganov and Golitsyn Estate in the Tosno District
of Leningrad Oblast

1cepnal Ep. 1 35:24 OcobHsk HelngrapTta (3axapbesckad yn., 31) —
[IOM rNaBHOro repos /
Neidgart Mansion (31 Zakharyevskaya Street)—
the house of the main character

1cepua/ Ep. 1 50:49 SpMUTaXHbIN TeaTp / Hermitage Theatre

2 cepusa/ Ep. 2 22:26 OcobHsk Aemmaosa (Bonbllas Mopckas yn., 43)
— [IOM rNaBHOW reponHi /
Demidov Mansion (43 Bolshaya Morskaya Street)—
the house of the main heroine

2 cepva/Ep. 2 36.33 KpoHLWTaAT, 34aH1e 3abpoLLleHHO WKoNbl
TexHvkoB BM® / Kronstadt, the building of the
abandoned Naval Technicians School

2 cepvs/Ep. 2 39:12 Ycaabba MputoTnHo / Priyutino Estate

3cepnal/Ep. 3 0:36 MpuopaTckmin aopel (MaTunHa) /
Priorat Palace (Gatchina)
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4 cepna/Ep. 4 00:03 OcobHsik Mnnb3e dpaH aep Mansca (AHFANACKARA
npocnekT, 10) /
Gilze van der Pals Mansion (10 English Prospect)

4 cepud / Ep. 4 4:31 EBaHrennyecko-toTepaHckad Lepkosb Boc-
Kpecenud Xpuctosa (Knpxa B r. TyLikmHe) /
Evangelical Lutheran Church of the Resurrection
(Kirche in Pushkin)

4 cepva/Ep. 4 23:46 bonbluaa Mopckas yn., 4. 41-43 /
41-43 Bolshaya Morskaya Street

4 cepud / Ep. 4 29:00 LlepkoBeb lNMokpoBsa MpecsAToii boropoauLbl
(FaTumHa) / Church of the Intercession of the Most
Holy Mother of God (Gatchina)

4 cepud / Ep. 4 34:03 OcobHsik Kenbxa (yn. Yarkosckoro, 28) /
Kelch Mansion (28 Tchaikovsky Street)
5cepua/Ep. 5 17:23 Focnutanb B KpoHLwTaaTe (y1. MaHynnsckoro, 2)
/ Kronstadt Hospital (2 Manuilsky Street)
5cepuda/Ep. 5 36.00 Muixainosckuia 3amok / Mikhailovsky Castle
5cepusi/Ep. 5 53:20 BuTebcknin Boksan / Vitebsky Railway Station
6 cepus/ Ep. 6 02:12 [llava Munxanna berya / Mikhail Benois’ Dacha
6 cepusi/ Ep. 6 27:00 Tudnucckasa ynuua / Tiflisskaya Street
6 cepvs/ Ep. 6 32:59 FanepHas yauua / Galernaya Street
6 cepus/ Ep. 6 39:16 3aaHve «ObLLeCTBa B3aVIMHOTO KpeAunTa» (Hab.

kaHana r'pnboesnosa, 13) / Mutual Credit Society
Building (13 Griboedov Canal Emb.)

6 cepvs/ Ep. 6 53:12 [lom yyeHbIx (BopuoBas Hab., 26) /
House of Scientists (26 Dvortsovaya Emb.)

7 cepvsa/Ep. 7 00:41 [eTponasioBCKas KpenocTb /
Peter and Paul Fortress

7 cepua/ Ep. 7 03:20 [iBopeL, rpadoB bobpuHckx (FTanepHas yn., 4.
56-58) /

Bobrinsky Counts' Palace (56-58 Galernaya Street)

7 cepvs/Ep. 7 25:56 [Aelnnuknin gsopely B EnvzaBeTHO
(leHuHrpaackas obn.) /
Dylitsky Palace in Elizavetino (Leningrad Oblast)

ObpalaeT Ha cebs BHUMaHKWe HarnsaHoe paclinpeHme Tonorpadun ms-
6paHHbIX MECT aNns paboTbl CbeMOYHOW rpynnbl cepuana, Npexae Bcero 3a cyet
npuropopos CaHkT-MeTepbypra. Ho 370 He 03Ha4aeT, YTo 1 B CaMOM Merano-
NIVICe Ha MOMEHT PaboTbl Haf} CEPMANoM BO3MOXHOCTU JONONHUTENbHbBIX TOHYEK
CbeMKM Bbin ncHepnanbl. ONblT OpraHn3aunmy KUHOCEMOK MOACKa-3biBaeT
ONTVIMM3aLMI0 OOBEKTOB, KOIla XOPOLWO COXPAaHMBLUMECS UHTEPbePbl aKTUBHO
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MCNONbB3YIOTCH B KayeCTBE BO3MOXHbIX NIOKaLUWIA. TakoBa, Hanpumep, cynsba
ocobHsKa Mnb3e taH aep Manbca (AHMUIACKKIA NpocnekT, 10). CeroaHs B HeM
pacrnonaraetcs TopoacKol BoeHHbIN koMuccapuaT CaHkT-MeTepbypra. bbiTh
MOXeT, UMEHHO NO3TOMY 3TO 3[jaHue He TaK 4acTo SBASETCS MECTOM ChbeMOK.
OfHaKo UMEHHO B cepuane «BoCKpeceHCK i» OHO CTano efga i He OCHOBHOM
noKauunen B 4-i cepun, NOCBSALIEHHOW paccnefaoBaHuio YOMINCTBa M3BECTHOIO
MeaunymMa.

Mpu3Hakn hopmaTa «MMNepcKoro» Teneceprana Mol 0bHapyxunBaem fa-
e B TeX NPOEKTax PETPOAETEKTNBOB, Ae/CTBIME KOTOPbIX BbIHECEHO 3a Npeaes
cTonuubl Poccuiickoit nmnepum («Mnakyyas UBa», «TalHbl rocnoxun KnpcaHo-
BOW», «AfiBOKAT ApaalleBs»). B onpefeneHHOM CMbiCie CTUAWCTUKE AeCTBUS B
NoA0HBHbIX SKPAHHbIX UCTOPUSX XAPAKTEPU3BYETCS BMOMHE KOHKPETHbIMU XaHpOo-
BbIMU NPU3HaKaMK, KOTOPbIE B COBOKYMHOCTN MOXHO YCIOBHO 0003Ha4YUTb KaK
«POCCUMCKMI peTpoHyap». K HM Mbl OTHOCKM: IETEKTUBHbIA HappaTWB (Yalle
BCErO VIMEOWMI NNTEPaTYPHYIO OCHOBY), KOHKPETUKY NOKanmn3auum croxeTa,
onpeaeneHHbli CTUb BU3YanbHOMO PeLleHs MOBECTBOBAHMS, B KOTOPOM Hanu-
4ECTBYIOT 3NEMEHTbI «<KUHOTOTUKM», MPOPaboTaHHbI CoLManbHO-ObITOBOM (DOH
(OT MHTEpbePHOM 06CTAaHOBKM 10 KOCTIOMHOTO [iM3aiiHa), @ TakKe COOTBETCTBY-
lOWWIA ayaroam3aiiH. Ix COBOKYNHOCTb B ONPEAeNeHHO CTeneHn npeaonpeae-
nsieTatmMochepy TROPMMOTo BCepuane AeTeKTUBHOMO CIOXETa, Pa3blrPbiBaEMOro
B KOHKPETHOM BPEeMeHU 1 B KOHKPETHOM MecTe. [1of00HbIe XaHpOoBble Npur3-
HaKK XxapaKTepHbl Kak pa3 ANs TOro TWna 3KpaHHOM TenenpoayKumm, KOTopyo
Mbl 1 OTHOCKM K opMaTy «vMnepcKoro» Teneceprana. OHW B onpeaeneHHoM
CMbIC/IE NEPEKNNKAIOTCS C MPU3HaKaMU NPEeANOKEHHON BblLie XaHPOBOW HOMU-
HaLWW «POCCUINCKIIA peTpoHyap». OgHaKo 3Ta TeMa TpebyeT OTAeNbHOro n3yye-
HUS, ¥ Mbl €8 OTHOCUM K NepCneKTUBHbIM WTYANSM OyayLLero.

B COBpPeMeHHON KynbTyponornmn yxe nosBuavce paboTel, rae pa3paba-
TbiBaeTca npobnematuka, CBA3aHHas C XaHPOBbIMU OCOBEHHOCTAMM «PYCCKO-
ro Hyapa». 34ecb Mbl ONMPaemcs Ha UAEeW, BbipaxeHHble B cTaTbe J1.[. byrae-
BOM «MpayHbiii MUp pycckoro Hyapa» (Byraesa, 2021), NOCBSLLEHHOW aHaNn3y
COBPEMEHHbIX POCCUICKMX CEpManoB, BPeMS [ENCTBME KOTOPbIX OTHECEHO K
CerofHAWHeMy AHI0. Hac B 3TON CBS3M MHTEepecyeT o4eBMAHAs B3aMMOCBA3b
APTUKYNMPYEMbIX NNACTUYECKM-ayANanbHbIX PELeHN CepuanbHOM 3KpaHHOM
NPOAYKUMM, TBOPYECKOro CBOEOOPa3ns Ux 06Pa3HOro CTPos 1 LUMPOKUIA KOH-
TEKCT peanbHbIX MCTOPUYECKMX NaMATHUKOB, aHcambnel 1 3aaHuin CaHkT-Me-
Tepbypra, KoTopble 1 (DOPMUPYIOT Y 3PUTENLCKOW ayanTOpUM BnevaTneHne ot
NogobHOro BUAMMOIO eCTeCTBEHHO-AEKOPALMOHHOTO apXUTEKTYPHOTO 1 NaHA-
WaTHOIO KOHTEKCTa Kak YaCTw 3KpaHHOro 3penuiia B popmare «MMNepcKoro»
Tenecepuana. Butanuit Mo3HWH B CBOe MOHOTrpaduu «IKpaHHOe NPOCTpaH-
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CTBO ¥ BpeMs» obpallian Ha AaHHoe 06CTOATEeNbCTBO 0COHOe BHUMaHKe: «/leno
B TOM, YTO BCAKMIA OOBEKT, KaK NPaBuio, HaxoAUTCA B KaKOW-TO cpeae, U 4acTo
VIMEHHO OKpYXatoLLas 5TOT 06BEKT Cpefa NO3BOSET HaMm ObICTPO W NPaBUIbHO
ero naeHTuduumMposatb» (Mo3HKH, 2021, ¢. 25). Mo3ToMy cKnaabiBatoWanca 8
COBPEMEHHOWN TpaaMUMmM OTEYECTBEHHOIO CepuanbHOro NMpomM3BOACTBA TEH-
AeHUMS BM3yanm3aumm nNpoCTPaHCTBa M XPOHONOMMYECKOW NaeHTUdOUKaLMK
cnocobeTryeT Honee 3hHeKTUBHOMY BO3ALNCTBUIO Ha TeNeayanTopuio.

TUNMYECKMM NPU3HAKOM NOJOBOHOro poda cepnanbHOro KOHTeHTa cnegy-
€T, Ha Hal B3rNaf, TaKke CHMTaTb YIKe YNOMUHABLUMIACS HAMW NMPUHLWMI NOfA-
H60opa apTUCTOB Ha PO/M BTOPOTO M/aHa, Koraa KacTUHT COYeTaeT OpreHTaLmMio
Ha SpKMe COLUMaNbHO-NCKXONOrMYECcKne TUNaxu (BKIYas amnya) ¢ onpeae-
NEeHHOV OpMeHTauMel Ha MUHMMabHYH Y3HaBaeMOCTb UCMONHUTeNel. Me-
TOAMKa NOAOBHOrO NPOAIOCEPCKONO U PEXNCCEPCKOrO PeLlEeHUst MPOSIBASETCS
BO MHOTUX cepuvianax. (Mbl y»ke yKa3blBasu Ha AaHHbIM HI0GHC B CBS3K C OMbITOM
«DopMynbl NPeCTynaeHus»). U B psae cnyvyaeB 3TO MPUHOCKT yCrex IKpaHHOM
NPOAYKLMW Y 3pUTENbCKOM ayanTopum. [JOCTaTOYHO YacTo Ha COOTBETCTBYHO-
LMX CETEBbIX pecypcax, MOCBSALLEHHbIX 3PENMLLHbIM UCKYCCTBaM («KMHOMOMCK»)
B ONYyHANKOBAHHbBIX TIOOUTENBCKMX PELIEH3USX M MPOCTO 3PUTENBCKUX OTKIMKAX
MOXHO BCTPETUTb MONOXKUTENBHbIE OLEHKM NMOSIBEHUS B CEpUanax HoBbIX («He-
3aCBeYeHHbIX», KaK MPUHSATO FOBOPUTL O HUX B YCTHOM pevi) akTepoB U aKTpuC.

NCCNEQOBAHUE. HACTb II.
XXAHPOBbIE BAPUALUWU N NTNTEPATYPHBIE MEPBOUCTOYHWUKN

Ecnu BHOBb 06paTUMCs K CBOAHOM TabauLe N2 2, OTMETUM HarnsaHoe f0-
Ka3aTenbCTBO POSW NUTEPATYPHbIX XKaHPOB OMPEAENeHHOro B1aa B KayecTse
3CTETMYECKOM 1 TeEMATUYeCKOW OMopbl ANs Co3aaTenein cepnuanos UHTepecy-
towero Hac dopmaTa. Mpudem nogobHoe BAUSHME NPOCNEXNBAETCS [axe B
TeX IKPaHHbIX UCTOPUSX, KOTOPbIE OMULIMANBHO 3HAYATCS KaK OPUTMHANbHbIE.
1 B ¥X TUTpax OTCYTCTBYET TPAAULVIOHHAS OTCbINIKA — «M10 MOTMBAM. . .».

PaccMOTpUM B 3TOM CBSA3M YrKe YNOMMHABLUMIACS Bblle cepuan «Bockpe-
CEeHCKUI».

MNepea HaMU — PETPOAETEKTUB C KNACCUYECKOW CepUanbHOM CTPYKTYPOW,
Korga ecTb CkBO3Has dabyna oT nponora Ao GurHana, a BHyTpU Kaxgom 13 ce-
pUIn paccMaTpUBaeTCs OTAeNbHOE 3anyTaHHOe fefo. B no3anpoLnom Beke no-
[OBHYI0 KOHCTPYKUMIO [eTEKTUBHOMO NOBECTBOBaHMWS M306pen 1 akTUBHO 1C-
nonb3oBan ApTyp KoHaH-[lolnb B UnKne HoBenn v nosecten o LLiepnoke Xonmce
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M OOKTOpe BaTcoHe. 3aMeTnM, 4TO OCHOBHbIM XPOHONOMMYECKUM MEPUOLOM,
B KOTOPOM Pa3BOPaYvBaINCh COOTBETCTBYHOLIME CHOXKETHI, Oblna BUKTOPUAH-
CKasi anoxa (1837-1901 rr.) B ucTopmn BprTaHCKOM nMnepun.

B poccuickol cepranbHON perHKapHaLUmmy nofobHbIX HOBE U aHraxu-
POBaHHbIX NTUTEPATYPHbIX MPOTOTUMOB Mbl OOHAPYXMBAEM HarnsaHble nepe-
KAnYkuW. TNaBHbI repolt — npodeccop MeanUmHbl Apkaawia faspunosuy Boc-
KpeceHckuli (FOpuii KonokonbHMKOB). Ero Monoaol HanapHuK — MieaH dorenb
(AHopel HasnMOoB), TakKe CBA3aHHbIN C MEAULIMHOW W OTHACTW XUMKel. YTo
TOYHO COOTHOCUT 3Ty Mapy € Ay3Tom Xo/MC-BaTCoH.

KaK v NoNoXeHOo B KnaccMyeckoM AeTeKTnBe, y BO3HECeHCKOro ecTb Npo-
TUBHWK — HekTO naToB (AHTOH Xabapos), KOTOPOMY OTBEfleHa POSb «PYCCKO-
ro MopvapTv» C monpasBKol Ha Npodeccuto 1 counansHbli cTatyc. CooTseT-
CTBEHHO TpaHchopmMupoBanack 1 ponb Viper Agnep. B poccuiickom cepurane ee
(YHKLMIO OTHYaCTV NpUHSAN Ha cebst obpas ypHanucTkm Mapu Bekcnep (Bunb-
Ma KyTaBuutoTe). lMepcoHawem-napadpa3om uvHcnektopa CkoTnaHa fApaa
NeiicTpepa cTan B OTeYeCTBEHHOM cepuane NeTepbyprckuii nonvuMenctep
Mpuropuii Yygakos (Makcum flarawkunH). Cpeam nepcoHaxer NpucyTcTByeT 1
pycudurLMpoBaHHas «MUCCUC XafCoH» — 3KOHOMKa BockpeceHcKoro Xenbaa
(AHMHa Nlakoba), 0O BACHSIOLLASCA CO BCEMU C YETKO BbIPAXKEHHbIM aKLLEHTOM.

CTUnUCTMKa pelweHns 6oNbLUMHCTBA 3MNW30A0B, KaK 1 MaHepa akTepCKo-
ro CyWecTBOBaHMA B Kafpe, MeeT 1 APYroi 3CTETUYECKUI OTCbIN — NPEXHMe
TPaguLUMV TENEBU3NOHHbIX PETPOLETEKTUBOB OTEHECTBEHHOMO NPON3BOACTBA,
BNAOTb A0 hunbMoB Mirops MacneHHukoBa (Lmkn unbMoB o LLlepnoke Xonmce
1 pokTope BaTcoHe) 1 EBreHuns TaTapckoro (Tenecepuan «MpuKIoYeHns npuH-
ua ®dnopusens»). IMEHHO B 3TWX MOMYNSPHbIX U YCMELWHbIX TENEBU3MOHHbIX
npoeKTax v HbiN HalifleH TOT *aHPOBBIV CMNaB, KOTOPbIA HEKOTOPbIE KPUTUKM
VI TEOPETUKM NOCNEW NN UMEHOBATL «MPOHNYHbIM PETPOAETEKTUBOMY». C 3TOM
HOMUHALMEN MOXKHO COMacUTbCS B OTHOLIEHUY MPEXHUX «OpUTaHCKUX» Tene-
(VbMOB, CHATbIX MO Npon3sefeHnamM A. KoHaH-[ownsa v P.J1. CTuBeHcoHa co-
OTBETCTBEHHO. 3[eCb O4eBMAHA HECKPbIBaEMasn MU3ALLHad aHpoBas nrpa no-
CTaHOBLYMKOB CEpUanos, OAHAKO KIKOYEBOW MOMEHT AETEKTUBHOMO HappaT1Ba
AOMUHMPYET Hafd OCTanbHbIMMU, T.K. 3pUTENb 06s3aH Y3HaTb, KTO e Ha CaMoM
fene CoBepwmnn NpecTynieHmne?

B HblHeWHeM POCCUICKOM cepuane aygutopus Takke nosnyvaer oT-
BET Ha 3TOT K/IOYEBOW BOMPOC BCel [ETEKTUBHO-aBAHTIOPHOW N1UTEpaTypsl.
OpHako «BOCKpeceHCKMn» MOTOMY ¥ OLEHMBAETCSt HaMWU KaK pasBuTUe yxe
CNOXMBLUMXCS KAHOHOB aHpa Ha POCCUMIACKOW CHOXETHOW MOYBE, MMEIOLLEN
Bonee YeMm CTONETHIO TPaAMLMIO: OH BO3BPaLLaeT B 06VXO4 aKTyasnbHbIV MO-
TB O60pbObI CO 3710M, XapaKTePHBbIN 15 yXKe YNOMUHABLUMXCS TEKCTOB OpHTaH-
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CKMX aBTOPOB. I1pK 3TOM UX C NEepCOHaXamu «BOCKPECEHCKOro» POAHNUT Hax-
fa pasrafaTb NPUpoMy 3TOro CaMoro 37a, KOTOPOe BpeMs OT BpeMeHu BApyr
BO3HMKAET B MO3TYy OTAENbHOIO UHAMBMAYYMA, HeCs ¢ COBOo rope 1 CMepTb.
B poccuitckom cepuane Ha 3Ty Temy BnonHe xBataeT habynbHbiX X008, M camoe
NtOBOMBLITHOE, YTO B Pa3BsA3Ke MHbIX CEPUIA 310AeMN OKa3blBatoTCs (haKTNYeCKn
He3HaKazaHHbIMU.

HekoTopas YacTb KPWUTUKOB W 3puTenelt onpeaenuna oTevecTBEHHbIN
cepuan «BockpeceHcKMit» Kak peTpoBapuaLmio Ha TeMy ellle OAHON IKpaHHOM
BepCUM NPUKNIOYEHI repoeB 3HaMeHUToro Umkna A. KoHaH-oinns. Mbl umeem
B BMY NONYNsApHbIA B Halwelt cTpaHe cepunan BBC «lllepnok». Ynpeku Bo BTO-
PUYHOCTM OTEYECTBEHHOMO TeNeKOHTEHTa He MMEIT Mo coboit abcontoTHO
HVKaKOW NOYBbI, T.K. BpEMS AeACTBUS 3apybeXHON BEPCUN UCTOPUIA 3HAMEHU-
TOro NNTEPaTypPHOrO ChilllMKa NepeHeceHsl B bpuTaHuio Hawwvx gHel. OgHako
3aMeYeHHble BO3MOXHble COBMafeHus v napanfenn He HanpacHsl. Mpodec-
cop BocKkpeceHCKMiA, KOHeYHO Xe, YnTan pacckasbl ApTypa KoHar-[onns npo
CBOEro NpefLlecTBEHHVKa B NIOOUTENBCKOM CbicKe. BpeMeHamu cknafbiBaeTcs
YCTOMYMBOE BMeYaTNeHye, YTO aBTOPbI cepuana «popMupyroT» Takve accolma-
LMK crneumanbHo.

Mpn 3TOM TPAAMUMOHHbIA CACMeHC, XxapaKTePHbIA Ans NofobHON xaH-
POBO 1€TEPMUHNPOBAHHOW 3KPAaHHOM NPOAYKLMK, OCTAeTCsl B Ka4ecTBe rap-
HOro perynatopa BO3MOXHbIX 3MOUMA Npu NpocMoTpe. WHbIMK CnoBamu:
C 3KpaHa BEET XYTbto, HO O4EHb XOUETCS Y3HaTh, YEM BCE 3aKOHUYMTCS. banaHc
CTpaxa U MPOHUM B CTUABHOM 0BPaMAEHNN U3bICKAHHOIO BW3yanbHOMO psaa,
C YETKO (DUKCUMPYEMBIMIM OTChIIKAMUW K ONpeAeneHHbIM SiBAEHUSIM NUTepaTypbl
M UCKYCCTBa — BOT Te YepTbl, KOTOPbIE Mbl OTMeYaeM B cepunane «BockpeceHc-
KWiA» KaK OHOM U3 SPKMX MPUMEPOB TaKOro SBAEHNS COBPEMEHHOMO 3KpaHHO-
rO KOHTEHTa, KaK «MMNEPCKUIA» Tenecepuarn.

XOpOLWOo 3HaKOMbI poCcCUCKOMY YnTaTento umKkn A. KoHaH-[lonns senseTcs
elle 0AHUM A0Ka3aTeNbCTBOM GOPMUPOBAHMNS pacCMaTPMBAEMOro HaMK gBne-
HWS OTEYECTBEHHOrO CEpUanbHOrO KOHTEHTA. TeMa OTHOWEHWI 3TUX TEKCTOB
C 3KPaHHOW COBETCKOM M MOCTCOBETCKOW KMHO- U TeNenpoayKumen 3acnyxm-
BaeT OTAENbHOro MUCCnefoBaHms (0THacTM OHO Y)Ke NpoBefeHo: cM. bynrapo-
Ba, OBYapeHko u ap., 2021, c. 171-21). Mbl e 0bpaTUMCs K aHanm3y ocobeH-
HOCTEN elle OQHOro OTeYeCTBEHHOIO Tenecepuana, AencTBMe KOTOPOro pas-
BopauvBaeTcs B CaHKT-[eTepbypre B KOHUe XIX BeKa, HO raBHble repou, Ko-
TOPble B HEM «OKa3anucb», UMEKT HernoCPefCTBEHHOE OTHOLWEHVE N K TeMe
Hallero MccnefoBaHus, U K TeKCTaM BPUTAHCKOrO Knaccuka. Tem bonee, 4To
«npsAMble» OTeYeCTBEHHble 3KpaHM3aumm umkna o LWepnoke Xonmce, Kak B
1970-1980-e, Tak 1 B 2010-€, CHUMANWCh MMaBHbIM 06pa3oM B CeBepHOI CTONN-
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ue. Taknm 06pa3oMm, ofHa «MMnepcKas CTonnua» TpaHchopMmMpoBanach B CTo-
NVilly APYrO MMNepun onpeaeneHHoro nepuopaa.

Peub vpeT o cepuane «Xonmc B Poccum». McxofHbIM cobbITUeM Ans
HEro CTaHOBMTCS Pacc/efiloBaHve elje OHOrO MeTabpUTaHCKOro CloxeTa —
o [hreke TMoTpowmTene. XonMc NPUXOANT K BbIBOMY, YTO yBuiIALa NOHAOHCKUX
[aM NerKoro noBefeHuns.. .. CKpbinca B Poccun. V1 CbIlMK OTNpaBaseTcs no ero
cneny. Tak HauMHaeTCs cepran 13 BOCbMu cepuid. OHM CKOMMOHOBaHbI B 6/10KM
no age, obbeanHeHHble pacciefoBaHemM COOTBETCTBYHOWMX KPUMUHANbHbIX
MHUMAEHTOB, KaK Npaswuno, C NeTanbHbIM UCXOAOM. Kaxgasa napa nMeert Ha3ga-
HUs: «Yyxue beperar, «Mrpa Ha cTpyHax BeTpa», «[leno nosenutens», «Cepple
Xonmcan.

CaHKT-leTepbypr B 3TOM cepuane NpeAcTaeT TaMHCTBEHHbIM U MUCTUYe-
CKMM rOpOLOM, KOTOPbIA HUYYTb He ycTynaeT JloHaoHy. B CeBepHoit cTonunue
Xonmc (Makcum MaTBeeB) YyBCTBYET cebsi MMEHHO TakK, Kak MOXET YyBCTBO-
BaTb cebs aHMMYaHWH, KOTOPbIV OKa3ancs B Poccumn BO BpeMeHa npasneHus
nMmnepatopa AnekcaHgpa Tpetbero. [pumeTsl agantaumu Lepnoka K TOH-
KOCTAM PYCCKOTO $i3blKa BO3BPALLAIOT Ha 3KpaH MPOHMI, 6e3 KoTopoit mno-
XOXWAEHNS XOoNnMca TepstoT BeCb CBOW AETEKTWBHbIN apomMaT. [10-CBoeMy OT-
3epKaneHbl M OCHOBHblE MEPCOHAKM W3 NUTEPaTyPHOro MepBOUCTONHYKA.
Muccuc XaficoH (OHa ecTb M B Mposiore HblHeWHero cepuana) B MeTepbypre
obpeTaeT YepTbl AOMOXO3sMKK rocnoxu Manyinosoin (OkcaHa baswnesuy).
«Hacrosauwero» gokTopa BatcoHa, paHeHHOro loTpowwrTtenem, XoMC OCTaB-
nseT Ha n3neyerun B /loHAoHe. 3aTo B lNeTepbypre OH 3HAKOMUTCS C JOKTOP-
oM KapuesbiM (BnagvmMmp MullyKkoB), KOTOPbIN 1 CTaHOBWTCS €ro CMyTHUKOM
B pacciefioBaHMsX 3anyTaHHbIX U MOPOK MUCTMYECKUX faen. WHcnekTop fle-
CTpeiia HeKoTopbiM 06pa3oM TpaHCHOpPMUPOBaNcs B NonvuMencTepa TpyaHo-
ro (Masen MaikoB), a WedoB NOAULMN HbIHYE B cepunane Lienbix ABa — aHrmu3u-
POBaHHbIN KHA3b 3HAMeHCKM (KOHCTaHTUH BOroMonoB) 1 ecToKuin KobbinmH
(EBreHnin [19Tnos). [pucyTCTBYET B JaHHOM Cepwane 1 pyccKas Bo3nobneHHas
Xonmca (MpuHa Craplerbaym). IpOTVBHUKOM XoNMca B pyCUOULMPOBAHHO
BEpCHM ero neTepoyprckmx NpUKIoYeHuin ctan npodeccop baxmeTses (KoH-
CTaHTUH FOWwKeBMY).

HapacTaHuio MpayHOro 3KpPaHHOTO KOMOPWTa, HaMOMMHAIOWEro CTUM-
NaHK (ocobeHHo B LIBETOBOM ramme, B fiyxe avnoruv o LLepnoke ¢ PobepTom
NayHn — Mnagwum 1 ryaom floy), B cepuane «Xonmc B Poccum» cnocobeTay-
€T MOTVB (haHTOMHOM OONMN-BOCMOMMHAHNS, KOTOPasi MOCTOSIHHO MPOXOAMUT
Yepes BCe NMOBECTBOBaHMe B (hopMaTe BUAEHWN, YTO, HECOMHEHHO, YCUAMBAET
TaVHCTBEHHOCTb HBrorpadum rMaBHOro reposi. IMEHHO Takol MOTUB U nepe-
HacTpavBaeT 06pa3 llepnoka Ha 3kpaHe M3 CaMOyBEepEeHHOro OpUTaHCKO-
ro rocts B MSATYLLErocs v COMHEBAOWErocs CTOPOHHMKa 3akoHa 1 Mopanu,
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C pyccKoto aywoto. HepapoM nonuuenckmid no damunmm Kowko (peansHbii
NPOTOTMN — BLIAAIOLWMIACS PYCCKMIA Chilynk A®. Kowko) BenuvaeT Xonmca
«LLlepnok Bapconomeny.

B uncne MHbIX aBTOPOB, YbW NMPON3BEAEHWS CTaIM OCHOBOW A5 CO3AaHMs
MHTepecyloulero Hac popmaTa cepuana, oTMeTUM BceBonoga KpecToBCKoro,
AHTOHa Ymxa, NleoHnaa H03edoBumYa, MiBaHa /ItobeHKo. 3Ta MMHKS oTevecTBeH-
HOWM NTepaTypbl 1 ee OTHOLIEHWS C SKPAHHOW KyNbTYPOM, a Takxe ee Tpaanuu-
AMU — OJHA U3 BO3MOXHbIX TEM AanbHENLIEero OCMbICAEHNS. T10Ka e OTMETUM
YOA4YHOCTb U KpeaTUBHOCTb NOAOOHOro poda aKpaHu3aunii. KaHoH nutepatyp-
HbI1 B HEMasOW CTeneHn cnocobCcTByeT POPMUPOBAHMIO SKPAHHOTO KaHOHa CO-
OTBETCTBYIOWVM BapyaHTaM TeNEKOHTEHTa.

Kak BYAMM, aKTMBHOE MCNONb30BaHWeE NUTEPaTYPHbIX MEPBOUCTOYHUKOB
B pa3NMyYHbIX BapuaHTax v KOMOWHAUMSAX apTUKyAMpyeT dopMaTHyto onpe-
AEeNEHHOCTb COOTBETCTBYIOWIMX XYAOKECTBEHHbIX MPOW3BEAEHWI, NO3BONSAS
MX aBTOpam peann3oBaTb Pas3NMyHble XaHPOBbIE U CTUANCTUYECKME KOMOBU-
Hauuun. Mpy 3TOM BapWaHT CO3AaHNS «MMMEepPCKoro» Tenecepmnana B pamkax
OTMEYEHHOrO BbllUe XaHpa PYCCKOro peTpoHyapa GopMUpYeT npearnochiiku
ANg [anbHelWwero TBOPYECKOro noucka. MokasaTeneH OnbiT co3faHus ce-
pvana «Kapamopa», raqe HamepeHHO COeAMHEHbl KOHKPETHbIE MCTOpPUYECKKe
nnUa NpeapeBONOLMOHHON 3NOXN, XKMBLIWE B CTOAMULE POCCUIACKOM MMNEpUH,
1 BbIMbILINEHHblE NePCOHaXM, CBA3aHHbIe C MOTYCTOPOHHMM MUPOM. OTCbINKN
K BaMMUPUYECKUM NUTepaTypHbIM W KnuHemaTorpaduyeckym Tpaguumsm B
3TOM Cepuane CTo/b HarmsAHbl U O4EBWAHbI, 4TO MOryT chOPMUPOBATL B Cpe-
A cepuanbHbIX TBOPLOB YCTOMYMBOE YOEKAEHNE O BO3MOXKHOCTSX XKaHPOBOIO
paclunpeHns byayuiein IKpaHHON NPOAYKLUMN, peann3yemor B CTONb Nonynsp-
HOM chopmMaTe «MMMIepcKoro» Tenecepmnana. A 3To, B CBOKO oyepeflb, 0bpasyeT
NPeanocbINKM ANS Pa3BUTUS 1 NOCNEAYIOWEro NPUCYTCTBUS yKe Npullenx
Ha OTe4eCcTBeHHbIN TeNeaKpaH CKBO3HLIX MEPCOHAKEN, KaK OTEYECTBEHHbIX, TaK
V1 3apyBEXKHbIX.

NCCNEAOBAHME. YACTb IIl. MPOBNEMbI IOCTOBEPHOCTHU

BbisiBNeHHbIE ¥ NMpoaHanvM3nMpoBaHHble HaMK TeH4eHUMM U 0COBeHHOo-
cTv hopMMpOBaHUS NOAOBHOIO BapuaHTa 3KPAHHOTO CEPUANbHOMO KOHTEHTa
He 03Ha4aloT OTCYTCTBUS TPYAHOCTENW, OfHA U3 KOTOPbIX — OrPaHUYEHHOCTb
BbI6OPa ayTEHTUYHbIX TOKALMIA ANsS ChbEMKU 3NM3040B (DUIBMOB 1 CepUaros,
APTUKYNIUPYIOLWMX ONPeaeneHHY0 MCTOPUYECKYIO SMOXY. 3AECh MOXKHO YKa3aTb
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Ha TO, 4TO NOAOBHbIe CNOXKHOCTW NPUCYTCTBYIOT B paboTe KnHeMaTorpaductos
NOCTOSIHHO. B OTAENBHbIX CIydasix CO3AaTeNU IKPAHHOM NPOAYKUMN PellarTcs
Ha OTYasHHbIN War, UTHOPUPYs HEKOTopPble BbIToBbIE AeTanu. Hanpumep, B ne-
reHgapHom Tenedunbme «ConomeHHas wnsanka» (1974), NoCTaBNeHHOM PeXunc-
cepoM fleoHnaomM KBUHMXMA3E Ha KMHOCTYANN «/TeHDUnbM», MaBHbIA repoit BO
BpeMsl UCMONHEeHWs B NPO/IOre NMecHW efeT Ha nolwaaw no... achansrmposaH-
HoW nopore.

AHanoruyHble NpobaeMbl UMEKT MECTO 1 B CErOfiHSLLIHEM KUHO- U Tene-
npou3BoacTee. Hanpumep, ans cepuana «Moaxuapli», NOCBSLIEHHOM paboTe
MUNMLMK B roabl H3TMa, NOCTpeBONOLMOHHbIN «/TeHUHIpaa» CH1UManu B [eTpo-
NaBNOBCKOM KpenocTwu. Bbibop nokaumm 6bin 06yCNOBAEH TEM, YTO 3Ta UCTOPU-
yecKasi TeppuUTOpKUS — OHO M3 HEMHOTUX MecCT B Tonorpacdum CeBepHol CTo-
NNUBI, FAe coxpaHunachk BynbhkHas MOCTOBaS.

Y3HaBaeMOCTb 3KpaHHOro obpasa eTepbypra B MHbIX Cepranax HacTo-
NbKO HarnsfgHa W CUAbHa, YTO BPEMeHaMM CKNafblBaloTCA MapafoKcanbHble
3rpHble cuTyaummn. OgHO 13 30aHMI HaNPOTUB 3PMUTAXKHbIX aTNaHTOB «CHY-
Manocb» 1 B «BoCKpeceHCKOM», 1 B «CeabMO CUMPOHUN», AeNCTBIE KOTOPbIX
NPOVICXOAMT COBEPLIEHHO B Pa3HbIX UCTOPUYECKMX OOCTOATENBCTBAX. [1pU 3TOM
cepuansl EMOHCTPYUPOBANUCE NapannensHo Ha lepBoM KaHane v Ha KaHane
«Poccuna-1».

HeKkoTopble NOrucTUYeCcKne HeCOOTBETCTBMA MOXHO BCTPETUTL BO MHO-
r1X Tenecepuanax, KoTopble Mbl OTHOCMM K DOpMaTy «<MMNEepCKUX», — KOraa UC-
TUHHOE Ha3HavyeHre YBUOEHHOrO B 3MM304€e 34aHNA 3pUTENSM XOPOLLIO 3HAKO-
MO. Torfla Kak nNo 3aMblCAly co3paTteneil ceprana OHO BbIMONHSAET COBCEM MHYHO
CIOKETHYIO dyHKUMIO. Tak, B TOM e cepuane «BocKkpeceHCKMin» NpruopaTcKmii
aBopeLl, B FaTyvHe TpaHchOpMMPOBaNCs B 3arOPOAHbINA Y TANHCTBEHHbIN 0CO6-
HsIK Havana XX Beka. Elle bonee napagokcanbHoe NpeobpaxeHue Npor3oLwno
C VIHXeHepHbIM 3aMKOM, B KOTOPOM [0 1917 roga Haxogunocs Hukonaesckoe
BOEHHO-NHXEHEePHOe yuunnile. B cepmnane 3putensam ero fEMOHCTPUPYIOT KaK
HeKoe HeHa3BaHHOe NPaBUTENbCTBEHHOE YYpexaeHue.

AHaXpOHW3MOM B psifie UCTOPUYECKMX DUNBMOB BBIMAAUT NOSBAEHME
3[aHWI, KOTOPBIX MPOCTO He Moo 6biTh B [NeTepbypre B TOT nepwof, Korga
Pa3BMBAETCS CIOXKET TOTO WAWM MHOTO cepuana vunn dbunbma. B 3ToM acnekre
Havbonee «MelwalymM» 0OBbEKTOM SBASETCA McaakmeBCckMin cobop. MoaTomy
Te UCTOPUYECKHME KOCTIOMHble (DUbMBI, 4ECTBIE KOTOPLIX MPOUCXOAUT paHee
AaTbl OKOHYaHMS ero CTPOUTENBCTBA, HE MOTYT BKNKOYaTb B cebst 3nM304bl, KO-
TOpble pa3BOpayMBatOTCs Ha PoHe McaakmescKoro cobopa. [103ToMy MOHSATHO,
4TO B OTeYeCTBEHHbIX (MIbMax O BOCCTaHUM AeKabpucTOB («3Be3da nneHu-
TENbHOTO cHacTbs», «Coto3 CnaceHus») NO onpefeneHnto NCKKYEHb! SNM30Mb!

HAYKA TENEBUAEHUA 20 (1), 2024 107 THE ART AND SCIENCE OF TELEVISION



C KpyroBoi naHopamoit Ha CeHaTCKoM naowaau, T.K. 30aHue 3HaMeH1Toro co-
H6opa 0bs13aTeNbHO NonageT B Kaap.

O4eBWaHO, YTO NOAOOHbIE OPraHN3aLMOHHbIE Y TEXHUYECKIMe Npobnembl
MOXHO MPEOOETb MPU MOMOLIM KOMMbBIOTEPHBIX TEXHONOTMIA 1 COOTBETCTBY-
IOLLMX PEAAKTOPCKMX NPOrpamMM. Ho, K COXaneHuto, HeBOOPYKEHHbIM B35 40M
oLUMbpPOBaHHas «<KapTUHKa» MOXKET OblTb MAEHTUMULMPOBaHA KaK MCKYCCTBEH-
Has. A 3TO, B CBOIO OYepeflb, CHV3WT YPOBEHb [JOCTOBEPHOCTYM V306paXKeHNs,
4TO KpalHe BaXKHO Ans hunbMa, CBSI3aHHOMO C ONPEeAeneHHbIM MECTOM U1 KOH-
KPETHOW 3MOXO0M.

3AKNHOYEHNE

MNpeanpuHsaTOe Hamu UCCNefoBaHWe COBPEMEHHOTO TeNeBM3UOHHOMO
KOHTEHTa NOTBEPAMNO NepBOHaYabHO BbIABUHYTYIO TMAOTE3y O CyulecTBO-
BaHMW HEKOTOPOMN COBOKYMHOCTWU OTEYECTBEHHOW 3KPaHHOW MPOAyKUMN B
NPaKTVKe HbIHEeWIHEero CepuanbHOro NPON3BOACTBA, KOTOPYIO Mbl O6beAnHAEM
«30HTUYHBIM» TEPMUHOM «MMMEPCKUIA» TeNecepuan: MMest Kak TeOpPeTUYeCKyto
LLEHHOCTb, TaK 1 MPAKTUYECKYHD 3HAaUYMMOCTb, OH NO3BoAseT bonee adhherTrB-
HO MCMONb30BaTb COOTBETCTBYIOLLVIE OPraHN3aLMOHHbBIE 1 NIOKALMOHHbIE BO3-
MOXHOCTW CO3AaHNs COOTBETCTBYIOLLENO 3MUPHOTO KOHTEHTA, KOTOPbIV MOXET
BbI3bIBATb NOBbILEHHOE BHUMaHWe NOTEHUMANbHOW 3pUTENBCKON ayANTOPUK.
B pesynbTaTe NpoaHanM3MpoBaHHbIA HAMK OMbIT CO3[AHWUS OTEYECTBEHHbIX
«MMMEPCKUX CepuanoB» HarsaHO NPOAEMOHCTPUPOBAN 3aKPEnUBLLYIOCS Ha
NpaKkTuKe napagurmy hopMaTVPOBaHUS COEPHaHUS KOHKPETHbBIX CEpUanos
(NpenMyLLeCTBEHHO, C HAPPATVIBOM 13 MPOLLIEALIEro BPEMEHM) COOTBETCTBYHO-
WMMU NPUEMAMM C YHETOM MCTOPUYECKOTO 1 TOMOrpadryecKkoro KOHTEKCTa.

B HacTosiujee BpeMs BO3MOXHO HabnofaTb MPOUCXOASLLYO TpaHchop-
MauMio ONPeAeneHHbIX TPaguuMi CbeMOK W TemMaTU4YeCKOro HanoaHeHus
BbINYCKaeMOl cepuanbHOM NPoayKUWK, B T.M. BHegpeHue B NpOV3BOACTBO
TENEBU3NOHHOIO KOHTEHTa GopMaTa «MMMNepPCKOro» Tenecepuana, KOTOpbii
NOKaNM3yeTCst HaMu 1 Mo BPEMEHU, 1 MO MeCTy feicTBUS. [puanHoi nogoo-
HOWVI CUTYaLMKW SBNAOTCS Kak MPOV3BOACTBEHHbIE aKTOPBbI, TaK 1 KpeaTHBHbIE
HamepeHVst aBTOPOB NnepeaaTtb MO3UTUBHbIN W CTUANCTUYECKN Bblpa3nTenb-
HblIli 0Opa3 Tol BM3yanbHOW Cpefbl, FAe NOBECTBOBaHMWe, MMeloLiee CooTBeT-
CTBYlOWME WAHPOBbIE MPU3HAKK, U pa3BopavMBaeTcs. lpy 3TOM OTMeYaeMm
HaMeTUBLIEEeCs PaclIMpPeHne BAMNSHUS nccnesyemMoro Hamu hopmata B Hanpas-
NEHNV XaHpa, ONpefensieMoro Hamy Kak OTeHeCTBEHHbIN («POCCUICKINIA») «pe-

HAYKA TENEBUAEHUA 20 (1), 2024 108 THE ART AND SCIENCE OF TELEVISION



TpoHyap». OfHAKO BbISBIEHHbIE HAaMU NPU3HAKN «MMNEPCKOro» Tenecepuana
He 03HayvatloT, 4TO NoAoHHbIN 0bpasel, 3hVPHON TenenpoayKUMmn 0bs3aTensHO
[OMKEH TATOTETb K «<HyapHOCTW». Ho CrHeprus opMaTa 1 xaHpa MOXeT, Bepo-
STHO, YCUNMBATb ICTETUYECKYIO 1 KaHPOBYIO ONpefeneHHOCTb COOTBETCTRYHO-
Lero cepurana: 3To, B CBOIO 04epefb, PACLIMPUT CTUAUCTUYECKME BOZMOXHOCTY
BM13YaNbHOMO PeLleHUs CIOKETHON TeMaTUKM, CBSAI3aHHOW C KOHKPETHOW UCTO-
PUYECKOW 3MOXoM.

MonobHyto TeHAEHUMIO B MpaKTUKe 3(DUPHOro TeNeKoHTeHTa Heobxoau-
MO M3yyaTb B fanbHenwem. TpebyeT HabntogeHVs v aHanmsa npouecc nnot-
HOrO B3aMMOAENCTBYS 1 B3aMOOOOralleHs 4EeTEKTUBHOW INTePaTypsl (Kak
OTEYECTBEHHOM, TaK 1 3apybeXKHON) 1 IKPaHHOW CepranbHON KynbTypbl C yye-
TOM BO3MOXHbIX MEPCMEKTUB YCUNEHNS TPEHA@ Ha PETPOCIOXETbI 1 peTpodop-
Mbl OTP@XeHWs OnpefeneHHbIX 3MoxX U LMBUV3ALMOHHbBIX TOKALWIA.

/I 3aecb BbISIBNEHHbIM HaMK OMbIT MCMONb30BaHWs opmaTta «vmmnep-
CKOro» Tenecepuana BMOJHE MOXET OKa3aTbCsi BOCTpeboBaHHbIM. Bo BCs-
KOM Cryyae, MpoLecc MCNofb30BaHNS 0003HaYeHHbIX HamMK METOAOB W Npw-
eMOB MPOAO/MKAET ObITb aKTMBHO 3a[€MCTBOBaAH B Mpoliecce NMpoV3BOACTBa
OTeYeCTBEHHbIX Ccepvanos. Hampumep, OQHOBPEMEHHO Ha CTPUMMWHIOBBIX
nnatdopmax CTapToBan NMPeMbEPHbIN MOKa3 ABYX OTEYECTBEHHbIX CEepUanos,
CHSATBIX B Y)Ke OMMCaHHOW Hamu napagurme — «banaa “3ur 3ar’» v «Llepbep»
(vx Npembepbl Ha dhefepanbHbIX TeleKaHanax yxe cocTosnucs ). B nepsom cny-
Yae Mbl MeeM OYeBWAHbIN NpuMep «6noKagHoro» ceprana (C YeTKUM XpoHo-
TOMOM [eiCTBUS), BO BTOPOM — KaK pa3 BapuaLuMio Ha TeMbl aHaNM31MpyeMoro
Hamu bopmarta.

VX NosiBNEHME — 3HaK TOro, YTO Camo MOHsATVE dopMaTa «<MMNepCKoro»
Tenecepuana TpebyeT fanbHenwero pa3BuTUs 1 aHann3sa. M MOXHoO ObiTb yBe-
PEHHbIM B TOM, 4TO 3MNMpKYeckas 6asa 415 NogobHOro pofa HTENNEKTyaNb-
HbIX LUTYAMU OyAET NOCTOSIHHO NOMONHATHCS.
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APXETUM MUDONOTUYECKOTO repos
B HOBOCTHbIX CIOXKETax
0 naHgemmn Covid-19

AHHOTaLus. B cTaTbe paccMaTpuBaeTcs Mndonornyeckas Mogenb KOHCTPYM-
POBaHUs PeanbHOCTU, Nexallas B OCHOBE TENeBM3MOHHbIX HOBOCTHbIX MPO-
rpamMm OTeYeCTBEeHHbIX M 3amafHblX TenekaHanoB. AHANM3 OCHOBHbIX TeH-
AEHUMIA 1 NPOTUBOPEYNA PYHKUMOHNPOBaHWS BM3yanbHbIX 0bpa3os B CMU
noCnegHero AecsTUNeTUs BbISBASET CO3AaHNe CYMBOMMYECKOV peanbHOCTH
Kak crnocoba AyxOBHO-MPaKTUYECKOW OpueHTaumuu noaelt B NoBCeAHEBHOM
AEeACTBUTENBHOCTU. B COBpEMEHHOW MefmnaKynbType, HacblWeHHO BU3yasb-
HbIMK 00pa3amu, aKTyanusmpyeTcs BOMPOC MHTEpnpeTauvn yBUAEHHOTO B
KOHTEKCTE CUMYAKPOB, Y3HABAEMbIX BM3YaNnbHbIX KOAOB U CTPOTUX MOfenel
NOCTPOEHVS Npov3BefeHUs. PaclundpoBKa CKPbITbIX CMbICIIOB, 3a/10XEHHbIX
B MaTepuanax CMU, sBnseTcs OCHOBOW 15 NOHUMaHMS KyN6TYPHOTO KOHTEK-
cTa obujecTsa. MaHgemM1s HOBOM KOPOHaBMpPYCHOW MHdekumm Covid-19 sBu-
Nach He TONbKO MHDOPMALMOHHBIM COBLITVEM, OXBAaTUBLUVIM MHOTME CTPaHbI,
a (haKTopoM, BAUSIOWMM Ha MHOTME MPOLECChl SKOHOMUKM, geMorpacdum.
[JaHHas Tema B MaTepvanax CMW npuobpena camMofoCTaTOYHbINA CIOXET CO
CBOEWN NMHMWeW NOBECTBOBaHWS, reposiMn U AelCTBUSMM, CBOMCTBEHHBIMU
Mudonormyeckomy knmwe. OHa 3aTparvBaeT BOMPOCH! XU3HU 1 CMEPTU Ye-
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/IOBEKA, TEM CaMbIM 06paLLasiCh K apxanyeckoMy CTpaxy U CKPbITbIM ryOuHaMm
CO3HaHWs 3puTend. B pesynsraTte gaHHOrO aHanM3a NoAYEPKMBAETCS: Npwu
KOHCTPYMPOBaHWM peanbHOCTU 1 MHhOPMMpoBaHUM o naHgemun CMU mc-
NONb3YIOT MOAENb MUDONOTMYECKON CTPYKTYPSI.
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The archetype

of the Mythological Hero
in News Coverage

of the Covid-19 Pandemic

Abstract. The article explores the mythological model of reality construction
that underlies television news programs on domestic and Western TV chan-
nels. Analyzing the main trends and contradictions in visual image functioning
within the media over the past decade reveals the creation of symbolic real-
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ity as a means for people’s spiritual and practical orientation in everyday life.
In today’s media culture, which is saturated with visual images, the interpreta-
tion of what is seen in the context of simulacra, recognizable visual codes, and
strict construction models, becomes crucial. Deciphering the hidden meanings
embedded in media materials forms the basis for understanding the cultural
context of society. The Covid-19 pandemic, apart from being an informational
event that affected numerous countries, also emerged as a factor influencing
various economic and demographic processes. Within the media, this topic has
developed into a self-contained narrative with its own plotline, characters, and
actions, characteristic of a mythological cliché. It delves into matters of human
life and death, thus tapping into the primordial fears and unexplored depths
of the viewer’s consciousness. The analysis highlights that the media employ
a mythological structure when constructing reality and providing information
about the pandemic.

Keywords: mythological model, mass media, reality construction, media cul-
ture, news programs, Covid-19, interpretation of information, television, arche-
types, mass culture

MOCTAHOBKA MNMPOBJ/IEMbI

CnocobHoCTb pacno3HaBaTh cebst B 3epKane, BOCNpUHMMaTL 06pa3 B
OTpbiBE OT CBOErO M30bpaXKeHWs — KIOYeBOM MokasaTenb YPOBHS CO3Ha-
HWs, OCO3HAHHOCTY YenoBeka. B3avmoaencTeme YenoBeKa ¢ TeNeBU3NOHHbIM
IKPAHOM SIBNSETCS HE MEHEee CNOXHbIM aKTOM AesTenbHOCTU. [NokasaHHoe
Ha dKpaHe BOCMPUHMMAETCS 3pUTENEM, UCXOAs M3 ero BHYTPEHHEro 3anpoca
W YpOBHSI NoarotoBneHHocTv. OfHAKO CAOKHO OTPULATL BbICOKYIO CTeneHb
BAVSHUS TeNeBUAEHNS Ha 0BUIECTBO U KylbTypy B LienoM. IMeHHo Teneswuae-
HVe KaK MacliTabHbli TPAaHCASTOP BU3yanbHbIX 06pa30B 1 CMbICN0B (MHbopMa-
UMW) OKa3bIBAET BO3AENCTBME HA MUPOBO33PEHNE YEN0BeKa, U, Kak CneacTBue,
TenesuaeHne hGopMUpyeT onpeaeneHHbI KyNbTypHbIN OH.

Jnoxa Bcera oTpaxanacb B NPOU3BEAEHMSX XYAOKHUKOB. HanuTaTbcs
nHbopMaLven, nepepaboTaTb 1 OTPas3nTb OKPYXaIOLLYO AENCTBMTENBHOCTb
[ONroe Bpems CYMTanoch 3afjavein Mupa WCKyccTBa. Tenepb TBOPLbI 0083aHbl
AEeNNTb ONMCaTENbHYIO PYHKLMIO C XKYPHANUCTUKON. M3 60bLIOro KonuyecTsa
Pa3nMYHbIX XXaHPOB TENEBM3MOHHbIX MPOrPaMM MMEHHO B HOBOCTHbIX CIOXETaX
BOMPOC O BO3MOXHOCTU peanbHOro 0TOOPaXeHNs OKpyxatoLeit 4encTBMTeNb-
HOCTI 0603HaYaeTCs Hanbonee OTHETAMBO, MOCKObKY OHM OTPaXatoT MOBECT-
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Ky OHS, MOZEPUPYIOT CNOCobbl Nogavn MHMOPMaLMM 1 HENOCPEACTBEHHO KOH-
CTPYVPYHOT peanbHOCTb, KOTOPYHO MpUCBavBaeT cebe HYenosex.

MpegmeTOM faHHON CTaTbW SBASETCA MUMONOrMYecKas Mogenb KOHCTPY-
MPOBaHWS peanbHOCTV B COBPEMEHHbIX CpefCcTBax MacCoBOW MHMOPMaLWN.
B KayecTBe o6beKTa BBICTYMAKT TENEBU3MOHHbIE HOBOCTHblE CIOKETH O
Covid-19 B 2020-2023 ropax. MiccnegoBaHue HalefeHO Ha COMOCTaBfeHne
MUONOrMYECKON CTPYKTYpbI CIOXKeTa C npueMamy TeneBM3MOHHOro Bella-
HUS. 3agaYa aBTopa COCTOWT B TOM, YTOObI Ha OCHOBE aHanM3a HOBOCTHbIX
nporpamm 0603HaunTb CTpaTerMm BO3AENCTBUS Ha ayaMTOPUIo; B CTaTbe Bbl-
ABWraeTcs rmnoTesa: Mpu OCBeLLeHWUY CIOKETOB O HOBOW KOPOHaBWMPYCHOW
nHdexumm Covid-19 CMU ncnonb3yoT Moaenb MUMONOrMYECKOW CTPYKTYPSI,
KOHCTPYMpYs CBOIO COBCTBEHHYIO CUMBONNYECKYIO peanbHOCTb. AKTYanbHOCTb
nccnefoBaHust NofgvepKUBaeTCs HeOOXOQMMOCTbIO OCMBICNIEHUS MPaKTUKK
TenesellanHus NOCNEAHUX NET B YCAOBKSAX YBENUYEHNS KONMYeCTBa MHMOpMa-
LIMOHHBIX MCTOYHMKOB, YTO MPUBOANT K HAaNW4MIO (DeiKOB ¥ pacnpocTpaHeHuio
Ae3nHpopMaumm B coBpemeHHoM obluecTBe. HoBM3Ha paboTbl 3akntovaeTcs
B HOBOM TEOPETWYECKOM OCMbBICAIEH MM OMNbiTa TENEBU3MOHHOIO BellaHus ¢ (o-
KyCOM Ha NaHAeMM0 KOpoHaBKMpyca.

MUDOTOTMYECKAA MOJENb
B COBPEMEHHOW MEANAPEATIBHOCTH

VicTopuns B3anMOLENCTBMSA YeNOBEeKa C BM3yanbHbIM 0OPa30M YXOAMT KOp-
HAMW elLLe BO BpeMeHa AHTUYHOCTU. Hecy4ainHo KaHaacKui KynsTyponor M. Mak-
NIO3H, paccy)aas o BK13yanbHOCTW, BCnoMuHaeT mud o Hapuucce. CyujectsyeT
HECKObKO TPaKTOBOK Mua, OfHa 13 KOTOPbIX NMPUHAANEXNT APEBHEPUMCKO-
My noaTy Mybnuo OBMaMto Ha3oHy. Knaccnyeckyto BepCuto CloxeTa OH npef-
CTaBUN B TpeTbel KHure «MeTamopdo3» (Osmawnii, 1883, ctuxmn 339-510). TopHas
H1Mda Ixo nontobrna Hapumcca. Koraa Hapuuce wen no necy, oHa yeraena ero
1 NowWna cnefom. 3amMeTnB, YTO ero NPeCnefytoT, OH Npon3Hec: «KTo 3aecb?», 1
HMMa NOBTOpUNa ero coBa. Bcem 13BecTeH MeyanbHbIV KOHeL cTopui. 3gech
Mbl MOXEM YBMAETb MPOTMBOCTOAHME BM3YaNbHOrO C ayAnanbHbIM 1 BCIOMHUTb
pa3roBopbl Havyana XX BeKa 0 TOM, 4TO «3BYK YObeT 3apoXaatoLLmiics KnHemaTo-
rpad». Bnpoyem, Ockap Yaiinba TpakTyeT dhrHan MCTOpUM COBCEM MO-APYromy.
Hapuwcc norub, Ho Pyyeit ocTancs, v Bofa B ero BoAax CTana CofeHon OT ero
e cnes. Ho rpyctun Pyyelt He no Hapuumccy: «BcakuiA pas, koraa Hapuwmcc ony-
CKancs Ha MOM beper 1 CKNOHANCS Haf, MOVMK BOAaMK, B ybK1He ero rmas oT-
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paxkanacb v Mos KpacoTa» (Yainba, 1993). B 3TON TpakTOBKe NOSBNAETCS HOBbIN
NepCcoHax, KOTOPOMY OTBOAMTCS 0CObas CloxXeTHas ponb. Pyyeli npefctaet ne-
pefl Hamu B KayecTBe HTepdelica, kak npoobpas byaylero Tenesnsopa. Tene-
BUAEHWe 6e3 3pnTenst HeBO3MOXHO, 1 B TpakToBKe Muda no Ockapy Yannbay
3TO NPOSIBASETCS Hanbonee oTHETNNBO. Mbl BUAWM, YTO Hapumuce — 370 3puTens,
KOTOPOro NOrybuno He TeneBuaeHe, @ COBCTBEHHOE UCKaXKeHHOe NpeacTaBne-
HVe 06 OKpYIXKatoLLEN 1ECTBUTENBHOCTU.

ObpatnmMcs KO BTOpOU nonosmHe XX BeKa, KOrAa TenesuaeHvie aenano
nepBble, HO CTPEMUTENbHO-PELUMTENBHbIE Warv B CBOEM pa3BuUTUN. Tenesnge-
HUe «BXOAMUT B KaXblA fOM», KaK MPUHSATO ObINO rOBOPUTL B 3NOXY TOTO BPEMeE-
HW. MoATBEPXAAET CNOBA CNOXKMBLIASCS KyNbTypa KONNEKTUBHOMO NpocMoTpa
TEeNEBU3MOHHbBIX MPOrpaMM BMECTe CO BCEMY YNeHaMU CeMb 1 APYTUMI coceaisi-
M. Jltofn, KOTOpble COBPaNnCh B CTPOrO Ha3HaYeHHbIN Yac nepep TeNesKkpaHoM
C KOLOBbIM MMeHeM «KBH-49», )ganu Havana nporpamm, Takmx Kak: «<KnHokame-
pa CMOTPUT B MUP», «[JOKyMEHTa/bHbINA 3KPaH» U MHDOPMALMOHHbBIE BbIMYCKM
«[locnefHnx HoBOCTe». [IMKTOPBI — MtOAM, KOTOPbIX NMOKa3bliBanu nNo Tenesu-
AEHMI0, — 0DOXECTBAANNCh. ITO CBA3AHO He TONMbKO C OrPaHUYeHHOW fOCTyn-
HOCTBIO IaHHbIX BaKaHCKIA, HO 1 OCO3HAHVIEM HOBOMW OPMbI KOMMYHMKALMN B
obujectse. OTCtofia 6epeT WMCTOK HanBHas TPaguLUMs nepefasaTb «MPUBET» C
TeneaKpaHa CBOMM ONM3KMM, COXPaHMBLUASACS B OMpefeneHHbix nepegayax v
no cell aeHb. «foNnybol» IKpaH NPUTArMBaN U Marv4yeckn BO3AENCTBOBaN Ha
KaX[oro 3puTens, MeHss ero Mollnexne. B.I1. PygHes onucbiBaeT Tenesn3op
B KayeCTBe MeMymMa Mexay AByMs peanbHOCTAMM, Nofg4epKmnBas ero mudono-
rMYecKyto QYHKLMIO. YYEHbI OTMEYaET, YT 3puTeNt 06LLaeTCs C TeNeBV30POM,
OH BCTYNAET B KOHTAKT C HeofyLleBNeHHbIM NpegMeToM: «To Ha Hero (3puTens.
— E. J1.) CMOTPUT AMKTOP, TO YeNOBEK 13 peKnambl CTUPaNbHOrO MOPOLLKA roBO-
puT: “Tenepb Mbl MAEM K BaM”, TO B MAVOTCKOM Cepuiane NpomncxXoAuT cemeinHas
pa3bopka. 3T OH, CKOpee BCero, 1 byAeT CMOTPETL, MOTOMY 4TO 3TO MOXOXe Ha
€ro XU3Hsb. Moyemy OH NpeanoYnTaeT TeNeBM30p Pa3roBOPY C XKEHOW Uan fo-
Yepblo? MOTOMY YTO, BEPOSTHO, OH Ha paboTe yCTan oT pa3roBOpoOB. Yenoseky
X0o4eTcst NOObITh WM30PPEHNKOM. ITO 3HAYMUT, H4TO MNOOBOMY 0ObIBATENIO HYXKHA
KyNnbTypa, TO eCTb CUCTEMA CTPaHHbIX 06bekToB» (PyaHes, 2012, c. 141-149).

«Mud — 3710 cnoBo», — nuwwet Ponan bapT B Hay4yHoM Tpyae «Mud ce-
roaHs» (bapTt, 2014, c. 265), obpaulas BHMMaHWe Ha 0cobyto hopmMy 03HaYeHMs,
NoAYepKMBas Hepas3pbiBHYIO CBA3b TefeBWAeHUS U Mudonornn. 3To nog-
TBepxgaeT dunocod Xar bogpuiiap, yTeepxaas, YTo TeneBuaeHWe BOCMPU-
HUMAETCs Kak MU, KOTOPbIV MOCTOSIHHO peanu3yeTcs, HO He yTpaynBaeT CBOMX
MUPUYECKIX CBOCTB. YenoBeky, Mo ero NpupoAe, CIOKHO He BEPUTL TOMY, YTO
OH BUAWT, TaKnM 00pa3om, Npu NPOCMOTPE TENEBM3MOHHbBIX MPOrPamMM rpaHm
MeX[y peanbHOCTbIO CTVPAIOTCS U AeCTBUTENBHOCT NPEeBPaLLaeTcs B CUMY-
nskp (boapwiisap, 2006, c. 9).
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MN®DOTOTMYECKAA CTPYKTYPA HOBOCTHbIX MPOIPAMM
O MAHAEMWW KOPOHABUPYCA

Kak 13BecTHO, cleHapucT Kpuctodep Bornep Ha OCHOBE TeOpWK MOHO-
muda k. Kambena cozpan «cxemy nyTewecTsus repos» ans KrHematorpada.
C TOYKM 3peHNS TEOPUM apXeTUMOB MUAMONOrMYECKII Fepoii HAaAeNnseTcs PsioM
CneundUYecKrX YepT U SBNSETCS apxeTunom boxecTBeHHOro pebeHka. epoi
NepexoauT rpaHwLbl MMPOB 1 Bo3BpallaeTcs obpaTHo. H0.M. /loTMaH Ha3sbiBaeT
3TO CEMUOTUYECKUM MOMeM; 418 NepCoHaXa Takoro TUMa XapakTepHO BeYHoe
nepepoxpaeHne. Conpukacasch ¢ MUdONOrnYecKoin, beccMepTHOW CTPYKTYPOit
npoun3BeneHns, 3puTenb, NEPEXMBasS CBON IK3UCTEHLMANbHBIV OMbIT, MOXET
COOTHECTU ee C MOAeNblo pa3BnTus obllecTBa. Mudonormyeckyto mofens pe-
anuayeT UMKNnMYeckas KynbsTypa; UMKIMYHOCTb U CTPOrniA NOPsSiAoK AelCTBUNA
[apsT OllylieHne YCTOMYMBOCTM, CTABUNBHOCTU U CMOKOWCTBMS, K KOTOPbIM
CTPEMUTCA, HO He AOCTUraeT 0bLEeCTBO, OXBaYeHHOE anoNAOHNYECKON UAMI03M-
el nopsgra. He cnyvaiiHo rnbMbl, B KOTOPBIX UCMONB3YETCS MUDONOrMYecKoe
KNu1Le, 4acTo OKa3blBaOTCS KyNbTOBbIMU Npon3BefeHuaMU. OgHaKo, Kak nueT
0.B. CtpoeBa, paccMaTpvBas BONPOC HEOMUMDONOTMYECKMX TEHAEHUMIA B CO-
BPEMEHHOW BU3YyanbHOW Ky/bType, «repoil COBPEMeHHOro cepunana XXI Beka Bce
bonblue NMUWAeTCs CBOWX repOUYEeCcKUX CBOWCTB, AENCTBYET MppaLMOHanbHO
M 4acTO He BbINMONHSET CBOEM MUCCUM, 3aHMMasCb COBCTBEHHbIMU MCUXOMO0-
rMYecKUMU npobnemamu. MOXHO CYMTaTb 3TO CNEACTBMEM TEHAEHUMMU aery-
MaHV3aumMy, a TaKKe OTCYTCTBUS KaKMX-NMOO HPaBCTBEHHbIX OPUEHTVPOB B
KynbType. (...) PaspyweHHas cucTeMa LeHHoCTen fAenaeT 60pbby ¢ ApakoHOM
HeccMbICNIeHHOW, T.K. IpaKOH OAHOBPEMEHHO Be3ae 1 Hurae» (Ctpoesa, 2020,
C. 305). Haue Mudonornyeckoe KMwe paccMaTpuUBaETCA B KOHTEKCTE Xyaoxe-
CTBEHHbIX (DUIBMOB, HO Mbl MOXEM YBMAETb NOA0OHYIO MOAENb, NPOBOAS aHa-
N3 HOBOCTHBIX MPOrpamm.

Tema MU oNorn3aummn B OCBELLEHUN NaHAEMUM OTPaXeHa B psiae nccne-
[oBaHMiA. [1ns Hac cyulecTBeHeH hOKyC Ha CKIOHHOCTY YenoBeKa K Mndonoru-
4eCKOMY CO3HaHWI0, KOTOPOe HarMAAHO AEMOHCTPUPYETCS B MEPUOL HKU3HEH-
HOW yrpo3bl (KopHWnoBa, NyceltHoBa; 2021), Kak U NposiCHeHVe 0CODEHHOCTe
BANAHNA HOBOCTHbBIX TEKCTOB Ha CbOpMMpOBaHI/Ie O6I_I_I,eCTB€HHOI'O MHEHWNA (Ka—
pabynaToBa, 3pbona, 2020).

VIHTepec K faHHOW TeMe Hecny4aeH. NaHaeMns HOBOM KOPOHABVIPYCHOM
nHdekumm Covid-19 okasbiBana BANSHUE Ha IKOHOMUKY, AemMorpaduio, MeHsas
KayeCTBO XWM3HW HaceneHus B Lenom. MIHPopmaums o naHaeMun He TONbKo
MHTepecoBana 3puTenel B kavyecTBe pasBneyeHus, B Hell ornalanncb HoBble
npasuia CyWEeCTBOBaHUS B OOLIECTBE W COXPAHEHUS XKU3HU: «XOTs UHTEpecC
Kk COVID-19 co cTOpOHbI MecTHbIXx CMW 1 nx ynuTaTeneit poc napannensHo, Mbl
TaKoKe BbISBUAN HEKOTOPbIE NepUofbl, KOrAa OHV Benu cebsi mo-pasHomy. [ocne
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2 NeT NaHAEMUM MOXHO ObINO OXMAATb YCTaNoCTU OT HOBOCTEMW, CBA3aHHbIX C
COVID-19, 01HaKO ABHOIO CHWXEHWS MHTepeca He Habntoaanoch HM Y KypHanu-
CTOB, HW Yy YnTaTeneit» (Santos-Goncalves, Napp; 2022).

MaHaemus, oxBaTMBLIAs BCIO NNaHeTy, BOCMPUHMMANach kak bonblioe
MUPOBOE 3/10, BOMOLIEHME MUDONOrnYeckol hurypsl [IpakoHa, v B TaKOM Cry-
4ae bopbba ¢ HUM obpeTana cakpanbHbIM CMbICA. B BbiNycKe nporpammsl «Bpe-
Msi» MepBoro kaHana oT 16.03.2020" Beaywmin Ha GOHe MHTEPaKTUBHOM KapTbl
PacnpoCTPaHEHNs BUPYCa CPaBHMBAET HOBOCTM 06 3TOM C «(hPOHTOBbIMM CBOS-
Kamu»; Mof, YAaPOM 0Ka3anoch HONbWMHCTBO CTPaH, BKAtodas Poccuto, rae Ha
TOT fieHb KOAMYEeCTBO 3ab0NeBLUMX JOCTUINO 93 YenoBeK, U faHHble Undpbl yxe
Kasanmcb KaTacTpodUHECKVMU.

Cnycta nonroaa Ha TenekaHane «Poccus 24»* npo3Byyanu gpyrue uud-
pbl: 33 CYTKM NPUPOCT 3ab0oNeBlWmMX CoCTaBMA 13,5 ThicAY YenoBek. Mbl BUAMM
CIOXKET 0 peiifax B aBTobycax: Ha 3TOT pa3 KOHTPOEpbl NPOBEPSOT He BuneTsl,
a Hanm4Me y NaccaxmnpoB Macok. B crieayiollem CioxeTe OTKpbIBaOT nepeobo-
PYLOBaHHbIV FOCNMTaNb, KyAa HanpaBAsioT MEAVKOB-BOIOHTEPOB: OHU MAYT Ha
paboTy, pUCKyst COBCTBEHHOM XM3HbIO, 1 PACCKa3biBatOT O HEOHXOAVMOCTH HO-
WeHWs MacoK 1 COOMOAEHNS AUCTaHLMM B 0BLeCTBEHHbIX MecTax. CpaxeHne
C «[ApaKoHOM» NpofoMKaeTcs. MPOTUBOCTOSIHME CMEPTY CTaHOBUTCS ObLLen
Viaeew, pesynstaT KOTOPOro 3aBUT OT Kaxaoro.

Mo 3aKoHaM MUMONOrMYECKOTO KNLLIE AOMKEH NPUCYTCTBOBATL repoil.
Ha oTeuecTBeHHbIX TefekaHanax nosgsnseTca hurypa Bpaya. IHTepBbo ¢ npea-
CTaBUTENAMU MeANLMHBI CONPOBOXAAET Kaxabli MHMDOPMALMOHHBINA CIOXKET.
OpHaKo KMYeBON NpeacTaBUTeNb MeauLUMHbI 3TOro Nepuoaa — rMaBHbI BpaY
FBY3 «Topoackas knnHuyeckas 6onbHMUa N 40» (6onbHMULUBI B KOMMYyHapKe)
[.H. TpoLeHKo. B HOBOCTHbIX CtoXKeTax OH BOMJIOWAeT apxeTun boxecTBeHHOro
peberka. Ero 6uorpacuis ecTb B OTKPLITOM AOCTYME, HO B WWPOKOM MHDOPMa-
LUMOHHOM MoOje NepcoHa NosSBASETCS BHE3amHO, B KIOYEBOM MOMEHT naHae-
MUK, Ffepoit HOCUT Benbill XanaT Kak ono3HaBaTebHbIN 3HAK 1 CUMBOA NPUHaA-
NEeXHOCTW K onpefeneHHon npodeccroHansHoin rpynne. CBEpXCNocobHOCTY
dopmmnpyemoro CMIN 0bpasa 3ak1o4atoTCs B CaKpasibHbIX, IKCKTHO3MBHBbIX 3HA-
HWSX, KOTOpble MOMOryT NpeofoneTb 3abonesanve ([pakoHa). CioxeT «Ca-
HUTAPHBIN WKMT»® HE TONBKO HOCUT TOBOPsLLee Ha3BaHWe, HO BU3yannsmpyer

' Bbinyck nporpammel «Bpems» Ha MepsoM kaHane ot 16.03.2020 roaa 21:00. https://
www. Ttv.ru/news/issue/2020-03-16/21:00#1 (10.10.2023).

2 Beinyck nporpammel «®akTbl» TenekaHana «Poccua 24» ot 12.10.2020 19:00.
https://smotrim.ru/video/2230809?utm_source=internal&utm_medium=serp&utm_
campaign=serp (10.10.2023).

? Bbinyck nporpammsl «<Bpemsi» Ha MepBoM kaHane ot 17.08.2021 ropa 21:00. CioxeT «CaHuTap-
HbI - WKT».  https://www.1tv.ru/news/2021-08-17/411560-detali_proekta_sanitarnyy_schit_v_
tsentre_vnimaniya_politikov_medikov_i_uchenyh (10.11.2023).
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60pbbY: COTPYAHNKM B 3aLMTHON hopmMe 06pabaThiBaloT 13 NybBEpU3aTOPOB
3faHK1e BOK3ana, NoAMn BbIXOAAT M3 NOE3/a B MaCKax, a BPadn NPOJOMKAIOT MC-
cnefoBaHus.

B aBrycte 2021 roga Bpay npvbbin B 3abaiikansCckuii Kpal Ans nepegayu
onbITa neveHus 3abonesanus. B nporpamme «Bectu. Yuta»* Mbl BUAKM, Kak OH
OCMaTpUBaeT MECTHYIO O0bHULY, CBOOOAHO NepeABUraeTcs no nanaram, oLe-
HVBaeT paboTy 0bopyaoBaHus 1 oblaeTcs ¢ nayneHTamMu. CKBO3b 3allUTHbI
KOCTIOM 1 MacKy Bpava CTIOXHO y3HaTb. OCOOEHHO BHMMaHVe NPYBAEKAIOT «Mo-
MONEBOMY» HaMUCaHHbIe Ha KOCTIOMax MapKepOM MMeHa BMeCTO MPUBbIYHbIX
benmKen.

OTgenerus 60NbHULI, FAE MPOXOANAM NeveHe NoAM C KOPOHABUPYCHOM
MHMEKUMEN, MPUHATO Ha3bIBaTb «KPACHOW 30HOM». Tepoit MHHMOPMALMOHHBIX
CIOXETOB, BpaY, 0bn1afaeT CnoCcobHOCTBIO NepexoanTb Yepes rpaHuLbl 1 BO3-
BpallaTbCs 06paTHO XMBbIM. f0foM paHee® cam [1.H. MpoueHKo NpoBOAM NOXO-
XKYH0 3KCKYPCUIO Ans npesungerTa Poccuu. Mbl MOXeM Ha3BaTb 3TOT CIOXKET pef-
KM, NOCKOSbKY B JAHHOM Clly4ae B LIeHTPe KOMMO3MLMY OKa3biBaeTcs urypa
He Bpaya, a ero rocts, 061a4eHHOro B 3aKPbIThliA KOCTIOM He 6eloro, a enToro
LBeta.

CobntofeHbl 1 MHOMMe Apyrue Warw, 3Tarnbl, CBOMCTBEHHblE MUdONornye-
cKoMmy KnwLwe. Mocne Toro, Kak B Poccuu n3obpeteHa nepsas B MUpe BaKLMHa
(BoXKeCcTBEHHBbIV 3NMKCKP), B 0bLLEeCTBE NOsSBASETCS Hagexaa. [porpaMmbl 3To-
ro nepvofia HanoHeHbl CIOKETaMU®, B KOTOPbIX C KOHBelepa cxoaaT obpasibl
AONTOXAAHHbIX aMMyN, MOAM NOYHAOT BAKLMWHY, @ Y4EHbIE MPOLOKAIOT UcCne-
[OBaHVIA N COBEPLIEHCTBYIOT 06pasLibl.

MpVBMBOYHAs KaMmnaHWs pa3fgennna CoumyMm Ha ABa nareps: Hapsgy C
N0AbMU, OKMAAIOWMMY ee Havyana, NosIBUAUCE U ApYrue, BbiCTynatoume npo-
TUB MHBEKUMIA. TaK B TENEBV3MOHHON KyNbType NOSBASIOTCS ApYrie NepcoHa-
X1, CBOMCTBEHHbBIE MUDONOrUYECKOMY CIOKETY (TPUKCTEP, aHTATOHMCT).

B LenoM e 1MMeeT MeCcTo BeCbMa NONOXKUTENbHOE ABNEHNE — pebpeH-
AVHT 06pa3oB Bpaya 1 MeauumHbl. H. Fapya-MaTtkap n K. 3nb [Jamanxypu, 13-

*Bbinyck nporpammel «Bectu. Yuta» TenekaHana «Poccus 1/ TTPK YuTa» o1 12.08.2021. https://
www.youtube.com/watch?v=2vn70KCtKR4 (13.11.2023).

° BbIMyck HOBOCTeN TenekaHana «Poccust 1» oT 24.03.2020. CioxeT o BM3UTe npesupeHTa B
60onbHULY B KommyHapke. / News broadcast, Russia 1 Channel, about the President’s visit to the
hospital in Kommunarka, from March 24, 2020. smotrim.ru. https://smotrim.ru/video/2141808
?ysclid=loyk0nl4b9681584385 (13.11.2023)

® Bbinyck nporpammbl «Bpemsi» Ha Mepsom kaHane ot 27.11.2020 roga 21:00. 1tv.ru. https://
www.1tv.ru/news/2020-11-27/397543-vypusk_programmy_vremya_v_21_00_ot_27_11_2020
(13.11.2023).
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yvas MeguaonsiT KuTas, CpaBHMBaKOT paboTHMKOB 34paBoOXpaHeHus, bopto-
wmxcs npotus COVID-19, ¢ congataMu Ha none 60s, KOTOPbIM CBOMCTBEHHbI
YyenoBeyeckre AMOLMN U YI3BUMOCTb; 06pa3 «b6oIL0B» NO3ULMOHUPOBANCS U
B ohuumansHoM auckypce (Garud-Patkar, Damanhoury; 2023).

BU3YANbHBIE KOAbI MUDONOTMYECKWIA PEA/TBHOCTM

MpoBOAs aHanm3, Mbl BUAMM NPOLECC KOHCTPYMPOBaHUS Mubonormye-
CKOVI peanbHOCTU B TeNEeBU3MOHHOM KynbType. B acce «B Mapwke He Hbi10 HABO-
AHeHus» PonaH bapT onucbiBaeT 3Tanbl MHPOPMaLMOHHOTO OCBeLLeHMs CObbI-
TWI 1955 roaa. beacTBre BOCNPUHUMANOCh rpaXaaHamm B Mo3UTUBHOM KitOYe,
NOCKO/bKY MPUBHOCUNO B XM3Hb OOHOBAEHME, KOHTPONMPYEMbIe UCMbITaHUS
U, TaknM 06pa3oM, «0CBEXano BocnpuaTue mupa». OTaensHoe BH1MMaHue bapT
ynensieT Bu3yanbHbIM CUMBONAM. Tak, N0fiKa, NNbIBYLLAs NO 3aTONAEHHON yu-
Lie, BOCMPUHMMAaNach kak peannayemblii Mg BO3MOXHOCTU XOXKAEH NS MO BOAE,
KOTOPbIV BO3BELW@ET O BCEOOLIEM CNACEHNM N MArUYECKMX, HEOrPaHNYEHHbIX
CNOCOBHOCTAX MHAMBMAA. PonaH bapT BUAKUT B 3TOM B1OBNENCKUIA CoXeT: «<MUd
0 KoBYere — HBnaeHHbIN MUG: B KOBYEre 4eNoBeYeCcTBO oTaenseT cebs oT CTu-
XK, B HEM OHO CNAYMBaeTCa U BbipabaTbiBaeT HEOBXOAMMOE CO3HAHMEe CBOMX
cnocobHocTen, N3 camol befbl 1006bIBas YBEPEHHOCTb B TOM, YTO MUP MOXHO
nepeycTpouTb No cBoel Bone» (bapT, 2014, c. 127). MNoaobHble CUMBONbI, Ha-
NpaBneHHble Ha BU3yanu3aLumntio naen o CnaceHnn, Mbl MOXeT HailTu 1 B COBpe-
MEHHbIX HOBOCTHbIX MPOrpaMMax.

B ctoxeTe nporpaMmbl «<Bpems» MepBoro kaHana (Bbinyck ot 16.06.2023)’,
NOCBSILLEHHOM OCnabneHuto orpaHnyeHnin Ha hoHe CHKeHWs 3aboneBaemo-
CTW KOPOHaBUPYCHOW MHMbEKUMEN, Mbl BUAMM MtOflEN B pecTopaHe, KoTopble
OTBeYatoT Ha BOMPOC pernopTepa: «4TO Bbl 3aKa3anu BMepBble Nocne CHATUS
orpaHuyeHuii?». BulyanbHo NokasaHa aTMocdhepa NpasaHvka, AocTaTka, 6e3-
0MacHOCTU 1 BO3BPALLEHMS K NTPEXHEN XIM3HW. Tonna nofer 6e3 MacoK naet no
Kameprepckomy nepeynky HaBCTpedy BepHYBLIENCS XM3HW. T1oAco3HaTENBHO
3pUTENb CYUTHIBAET BU3YyasbHble CUMBOJIbI, Y HEFO BO3HMKAIOT COOTBETCTBYIO-
lME MbICAW: MNaHEeTa CnaceHa, XXM3HW HUYEro He YrpoXaeT, 1 Moo YenoBek
MOXET TaK e, KaK 1 NPOXOXKMe Ha TeneakpaHe, BbINTW Ha yauUy 1 npucoeaum-
HWUTBCS K 00LLEMY NPA3AHVIKY.

7 Bbinyck nporpammbl «Bpems» Ha MepBom kaHane ot 16.06.2020 roga 21:00. https://www.1tv.ru/
news/issue/2020-06-16/21:00#1 (20.06.2023).
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A. Kecenn, tO. By, 4. /lama n C. JInH pa3sBrBatOT AaHHY TeMy, OCHOBbIBA-
ACb Ha cOBCTBeHHOM onpoce ntoaen B 2020 1 2021 roaax: «Bnevatngtolme ho-
Torpacumm BbI3bIBAOT CTUMY/bI, KOTOPLIE MOTYT 3aMeANNTb MCUXONOrMYecKoe
BOCCTaHOB/EHNE YeN0BeKa, OKa3aB BO3AENCTBYE, MPOBOLMPYIOLLEe NOCTTpaB-
MaTuyeckuii poct» (Kwesell, Wu, Lama, Lin; 2023). YueHble NpuxoasT K BbIBOAY,
4TO dhoTOrpachmm, HanoMmnHatome o 3aboneBaHmn, MOryT BO3AECTBOBATb Ha
3puTens HeraTvBHO, HO C TeYEHMEM BPEMEHU BbI3bIBATL YK MO3UTUBHYKO HO-
cTanbruo.

KOPOHABUWPYC KAK PASHOBUWAHOCTb NMPUPOAHOM CTUXUN

CylLecTBYIOT pa3Hble BEPCHM NMPUYMH BOSHUKHOBEHMS W pacnpocTpaHe-
HUS KOPOHaBMpyca, C KOTOPbIM YE10BEYECTBO NPexae He BCTpevanocs, pas-
HATCS U M300peTeHHble Cnocobbl neveHuns. [aHHble hakTbl NPUBOAAT HaC K
BbIBOLY, 4TO MaHAEMMS MOXET pacCMaTpUBaTLCS KaK onpegeneHHas, CNoXHO
ynpasnseMas CTuxus. B obnacTu KOpoHaBMpyca Takoe siBfeHWe CTano Bax-
HeWnM MHMOPMaLMOHHBIM CobbITMeM 2020-ro. A B CUMTyauuu BO3POCLIErO
KonmyecTBa MHPOPMaLMK aKTyanm3npyeTcs Bonpoc ee foctoBepHocTu. ®. Co-
apec 1 P. Peky3apo yfenstoT BHVYMaHVe JaHHOMY BOMPOCY Ha OCHOBE M3y4YeHus
MeMaKOHTeHTa, co3fgaBaemoro B bpasunun. Cebinasce Ha 3nu Mapucepa, oHK
0TMeYaloT, 4TO «[1onspr30BaHHbIE AMCKYCCUMM YACTO acCOLMMPYIOTCS C uaeeln
“ny3bipeit”, NOCKOMbKY pa3nnyHble MOAUTUYECKME FPYNMbl CKNOHHbI Pa3fensTb
M NerMTUMU3NPOBaThb TOMBKO Te AMCKYPChl, KOTOPble COOTBETCTBYIOT MAeono-
rMYecKuM B3rnsgaam rpynnsl» (Soares, Recuero; 2021) Pe3ynsraToM NofobHOM
AeATeNbHOCTY TaKmnx COODLLECTB MOXKET CTaTb CO3AaHVe UAEONOMMYECKMX MNy-
3bIpei. I KOHTEHT, KOTOPbIM eNVTCs OAHa rpynna, He pacnpoCTpaHsAeTCs B
apyrom (Ibid).

C. Kovep, ®. Tanpamas 1 p. UCCneaytoT MeavaonsIT APYroi CTpaHbl U1
NPUXOAAT K aHanorMyHoMy BbiBOAY: «Bo-nepBbix, N0Nb30BaTENM paccMaTpyrBa-
0T TEKCTOBbIE XapaKTEPUCTMKK, TaKWe KaK Hanuume 1oKa3aTensCTs, Npu3Hak
TOYHOCTW/HETOUHOCTWN. BO-BTOPbIX, MONBb30BATENN NPEANONaratoT, YTo Ntoamn B
COUManbHbIX CETSX Pa3nnyatoT TOUHOE U HETOYHOE, U, CefoBaTeNbHO, MHAOP-
Mauwus 3aecb SBASeTCs TOYHOW. HakoHel, Nonb3oBaTeny NpeacTaBasioT, YTo
YenoBeK, MUPOBO33PEHNe KOTOPOro He COBMaaaeT C NpeacTaBieHUsMY OKpY-
KAKOLUX, PACMPOCTPaHSET HeTOUHbIE flaHHble» (Koger, Oz, Okguoglu, Tapramaz;
2022).
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Bonpocam akonoruu, Kak v Moroapl, 0TBOAAT 3aBepLIatoLLe MUHYTbI B HO-
BOCTHbIX Nporpammax. OgHaKo BO BpeMSA NPUPOAHbIX KAaTAaKNM3MOB OHU BbIXOAAT
Ha nepBbIi NnaH, 0bpallasch K apxavvyeckoMy CTpaxy Yenoseka. [peflecTtsyio-
Ljee AecATUAETNE MUHOBAM POKOBbIE TPareanu, CBA3aHHbIe C 3KON0rnel, ogHa-
KO CNy4annce rnobanbHble KaTacTpodbl, HEMOCPEACTBEHHO BAUSIOLIME HA KU3Hb
0bujecTBa: MaccoBas rmbenb MOPCKUXKMBOTHBIX Ha KamyaTke oceHbto 2020 roaa;
OfMH U3 KPYMHEWLWNX B UCTOPUIN pa3nune An3enbHOro Tonamnea B Hopunbcke 29
Mas 2020 rofa; nageHvie meTeopyTa B Yensburcke 15 despans 2013 rofa, a Tak-
e exerofHble MacluTabHble NecHble NoXapbl, HABOAHEHWs, yparaHsl. Bce 3w
CObbITUS 06beaVHAET OAHO — YrpoO3a YeN0BEYECKOM XKM3HW. HecMoTps Ha reo-
rpadUHeCcKyto NOKaNbHOCTb, OHW BbI3bIBAKOT MOBbILIEHHOE BHUMAHME He TONBKO
MECTHbIX XXUTENEeN, HO U HaceneHnsa BCero M1upa. 4YenoBeyecTBO TEXHOTEHHOMO
BeKa COefHAEeTCs C NPUPOAOH, YTOObI BCTYNUTL B CPaXKeHe C MoCneaCcTBUAMY
COBCTBEHHbIX IENCTBWI. BO BpeMs NPUPOAHbIX KaTakv3MOB MUGMONOrnyecKas
Npvpofa YenoBeKa NposBASETCS Hanbonee SBHO, HTO OTPaXeHO B ApaMaTyp-
FMYECKOM NOCTPOEHMIM HOBOCTHBbIX CHOXKETOB. BCe TOT e MU O ClaceHnu, O Ko-
TOpOM paccyxpaan Ponan bapt, peannsyeTcs Ha TeNeBU3MOHHbBIX 3KpaHax. Mbl
MOXEM HabMoAaTh CIOKETbI 06 M3BEPKEHWUYW BYNIKAHA, CTUXUIAHbBIX NECHBIX MO-
apax, KpynHenwmx LyHamu, v B npoLiecce NpoCMOTPa apXanyecKuii cTpax ne-
pef CUnoi Npupopasl NpobyaaeTcs B Hac. Mpu 3TOM He CTOWT 3abbiBaTb CIOBA
Y. Boapuitsipa o TOM, YTO BHYTPeHHee CMOKONCTBMUE 3pUTENS NMOALEPHKMBAETCS
notpebneHnem Hacunms Ha akpaHe. COBCTBEHHBIN KOMMOPT 1 He30MacHOCTb
0COHEHHO OCTPO MOTYT OLLYL|ATLCS TObKO B MPOTMBOMOCTABNEHNM C YYXKUMU
CTpajaHusaMu. KoBug sIBUACS CTUXUIAHBIM SiBAeHMEM, Ha 60pbby C KOTOPbLIM
6b11 BPOLIEHbI BCE CUMbI YeNOBEYECTBA, BEAb Ha ITOT pa3 4eloBeK OKasancs
He 3pvTenem B 6€30MacHOM NPOCTPAHCTBe, a eNCTBYIOWMM INLOM — repoeMm
Ha NMyTW K CEPbE3HOMY MCMbITAHWIO, OXBAaTUBLUEMY MUP.

3AK/TIOHEHUE

B UTOre Mbl NOATBEPIKAAEM TMMOTESY, YTO HOBOCTHBIE NPOrPaMMBbI, CHOXE-
Tol ¥ 6onblUME HDOPMALMOHHbIE TEMbI UCMONB3YIOT 3N1EMEHTbI, XapaKTepHble
NS MUOIOrMYecKon MOAEeNw, TEM CaMblM KOHCTPYMPYsi CBOK CODCTBEHHYIO
CVIMBOJIMYECKYIO PeanbHOCTb. pY 3TOM TENeBU3MOHHAs KyNbTypa UCNoNb3yeT
MU He TONBKO ApamMaTypruyecku. TeneBuaeHne HanpsMyto anennmnpyeT K Mu-
(hONOrNYecKol COCTaBNSIOLLEN MbILLNEHNS COBPEMEHHOIO HeTOBeKa, XUBYLLe-
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ro Nno 3aKoHam TeXHOreHHOro U Hay4Horo obuiecta. OCObeHHO NpUcTanbHoe
BHUMaHVe K JaHHOW Teme 00YCNOBNEHO ee HEeNOCPeACTBeHHbIM BAUSHUEM Ha
(DYHKLMOHNPOBaHME BCero obulecTsa. NaHaemmns HoBo KOPOHaBUPYCHOM MH-
ekumm Covid-19 6bina ohopmaeHa B 0TAeNbHbIN CAMOAOCTATOUHbIV MHBOPMa-
LIMOHHbII CIOXET, KOTOPbIV pa3BMBancs No 3akoHaMm MUMONOrMYECKOro KnuLe,
B HeM 4yeTko 0603HauaeTCs Hanvune repost — apxetunna boxecTseHHOro Mna-
AeHLa, KOTOPbIV BCTYNaeT B BUTBY C IPAKOHOM U IEACTBYET NO KNACCUYECKOM
cxeme. BeyHas onno3uuums XnsHu 1 CMepTy cozaana ocoboe none B Tenesmnsu-
OHHOMW KynbTYpe, bnarofaps MMMaHeHTHbIM CBOMCTBaM KOTOPOW MPUTArvBaeT-
s 3puTens.

MonyveHHble pe3ynbTaThl NO3BOASIOT BbISIBUTH TEHAEHUMY B POPMMPOBA-
HUK 06Pa30B, BAUSIOLIMX Ha KYNbTYPHbIE LLIeHHOCTY 06UIeCTBa. M3yyeHne ponu
AaHHOro heHoMeHa 1MeeT BonbLIoe 3HaYeHVie iNs NOHNMMaHNs 0CObeHHOCTel
HanpaBneHus pasBUTWS KyNLTYPbl, @ Takke Npu CO3AaHWN TeNeBU3MOHHbIX
nporpamm, BOCTpeboBaHHbIX 3pUTENeM.
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" By the decision of the Tverskoy District Court as of March 21, 2022, Meta com-
pany, owner of the Instagram social network, was adjudged an extremist organi-
zation. Access to Instagram in the territory of the Russian Federation is banned.
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«QOHVMUM MEeHS»: TPU 3MOXM PYCCKOrO
’ecTa «obbaTmE
(Mo paHHbIM KOopnyca MYPKO)’

«KecT» — BOT Ha3BaHMe /19 TON TOUKM, [ XKN3Hb CBA3bIBAETCS
C MCKYCCTBOM, 1eICTBME CO CMOCOBHOCTbIO, OOLLEE C YACTHbIM, TEKCT
C ¥CnonHeHveM. 3To parMeHT X13HW, BbIPBAHHbIN 113 KOHTEKCTa UHAK-
BUAyanbHo buorpacdum, v hparMeHT UCKYCCTBA, BbIPBAHHbIN
13 HENTPaNbHOCTU 3CTETMKN: 3TO YUCTas MPaKTUKa.
ArambeH [bx. CpefcTsa 6e3 Lenun. 3aMeTku o nonuTumke /
nep. c utan. 3. Catraposa, 2015

AHHOTaums. PaboTta nocsslleHa onvcaHuio GopManbHbIX XapaKTepUCTUK
PYCCKOrO xecTa «0bbsATMe» Ha MaTepuane XyAoxeCcTBeHHbIX hunbMoB. MaTe-
pyanoM nocnymnu BuaeodparMeHTbl 13 COBETCKO-POCCUMINCKUX DUAbMOB
XX Beka, MpeACTaBNeHHble B MyNbTUMeAMAHOM Kopryce HaumoHanbHoro
Kopryca pycckoro sibika MYPKO. WccnemyeTcst onmMTenbHOCTb KecTa «00b-
ATve» C OnpefAeneHneM Havana v KoHua peanusaumu xecta. Onpepenexne
OAVMTENbHOCTY XKecCTa NpeanonaraeT HayyHoe 06OCHOBaHWE 31eMEHTapHOrO
CTPOEHUS KeCTa, BbisiBNeHWe anddepeHLmanbHbIX MPU3HaKoB OCHOBHbIX (a3
KecCTa (NOAroTOBKa — Max — PeTpaKLMs) U MCCNeAoBaTeNbCKOro NoTeHUmana

Hana 3a LeHHble 3aMedaHna 1 COBETbI.

HAYKA TENEBUAEHUA 20 (1), 2024 137 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-4746-231X

TaKoro Noaxoda B OTHOLWEHUM KeCTa B3avMHOro KacaHus. Apyrum Gokycom
paboThl SBNSETCSH 0OCYK/AEHNE KNHOICTETVKM TPEX BPDEMEHHbIX CPE30B,

K KOTOpbIM NpuHagnexat dunbmbl 1930-x, 1960-x 1 1990-x rogos. Pa3Hble
NOAXOAbl K MCMOMb30BaHMUIO MOHTaXa, 0COOEHHOCTM COLVOKYALTYPHOMO U
MONMUTUYECKOTO KOHTEKCTa, CMbICIO-KOHCTPYMPOBAHME B KMHOKapTHHeE, pe-
KUCCePCKaa WM aKTepcKaa Mno3numu, a TaKkKe pojb 3pUTens 3HavYUTeNbHO
BNUSIIOT Ha TO, YTO Mbl BUAUM B XyOXECTBEHHOM dunbMe. [logHMMaeTcs BO-
NPOC O BANMMAHOCTU M3yHeHNs TaKTUbHbIX )KeCTOB Ha NOJ0BHOM MaTepuane,
KOTOPGbIV B JAHHOM Cy4ae pellaeTcs NoNoXuUTeNnbHO. PesynsTaThl NoKasanu
BapVaTVBHOCTb peannsaunm xecta «obbaTrer; pasa NoAroTOBKM YacTo OCy-
LeCTBNSETCS pyKaMu, peTPaKLs eCTa XxapaKTepr3yeTcs Gr3nYECKmNM «yXo-
[OM» OfJHOrO M3 Y4aCTHUKOB MW «pa3befMHEHNEM» KACAHUS B ONpefeneH-
HOW TOYKe Maxa. B 3Tol MeTofoNorMmn onpeaeneHns Havana U KoHua xecra
OAVTENbHOCTb BapbMpyeTCcs OT CaMOi KOPOTKOWM penpeseHTaumnn B unsme
«Unpr» (1936) go camol gonroi — B dunsme «pyr Mon, Konbkal» (1961).
B cpeaHeM no duabMam KecT AnmnTcs 6-13 cekyHa.

KntoyeBble cnoga: Kopnyc MYPKO, HeBepbanbHasi KOMMYHMKaLMs, Bha3bl xe-
CTa, TAaKTUNBHBIN KECT, XeCT «0bbATHE>, ANNTENBHOCTb, MOHTaX, KUHO3CTETH-
Ka, coBeTCKMe MUNbMbI, XYAOKECTBEHHbIE (DUNbMBI

BnarogapHocTu: ViccnegoBaHme BbIMOAHEHO NMpU GUHAHCOBOM NOAAEPIHKKe
rpaHTa MuHobpHayku P®, cornaweHne N2 075-15-2022-1139, npoekT «Tak-
TUNbHas fedeH3VBHOCTb 1 CMOCODbI €€ NPEOAONEHIS: BAUSIHIE TaKTUAbHbIX
KOHTAKTOB Ha NCUXO03MOLMOHANbHOE 1 COLManbHOE Pa3BUTNE YeNOBEKa.
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“Hold Me”: Three Epochs of the Russian
Embracing Gesture (MURCO Study)’

Gesture is the name of this intersection between life and art, act and
power, general and particular, text and execution. It is a moment of life
subtracted from the context of individual biography as well as a moment
of art subtracted from the neutrality of aesthetics: it is pure praxis.
Agamben, G. (2000). Means without End: Notes on Politics
(V. Binetti, C. Casarino, Trans.)

Abstract. The article examines the formal characteristics of the Russian gesture of
embrace (Russian: ob’yatie, o6vsimue) as depicted in feature films. The study mate-
rial consists of video episodes from Soviet and post-Soviet films of the 20th century,
represented in the Multimodal Russian Corpus (MURCO) of the Russian National
Corpus. The focus is on the duration of the gesture with the emphasis on its begin-
ning and ending phases. The determination of gesture duration necessitates a sci-
entific justification of its elementary structure, delineating crucial phases (prepara-
tion—stroke—retraction), and exploring its potential as a social tactile gesture. The
research also aims to analyze the cinema aesthetics of three epochs exemplified by
films from the 1930s, 1960s, and 1990s. Different approaches to film montage, soci-
ocultural and political contexts, meaning genesis in the film, as well as the perspec-
tives of the director, actor, and viewer significantly influence what we see in feature
films. Consequently, the question arises of whether a valid study of gestures can be
conducted using film material, and it is resolved affirmatively. The results indicate
that the realization of the gesture ob”yatie varies. The preparation phase is often a
manual movement, while the retraction phase is characterized by the departure of
one participant from the situation, ending physical contact at a certain point of the
stroke. The proposed method of defining the beginning and ending of the gesture
helped to reveal the shortest embrace in the 1936 film Circus (Russian: Ljupk) and
the longest gesture in the 1961 film My Friend, Kolka! (Russian: [pye mod, Konexal).
On average, the duration of the embrace ranges from 6 to 13 seconds.

Keywords: MURCO, nonverbal communication, gesture phases, tactile gesture,
ob”yatie (embrace), duration, film montage, cinema aesthetics, Soviet films, fea-
ture films
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BBEJAEHWUE

CoBpeMeHHas Hayka CTPeMUTCA K MEXAWCLMMNANHAPHOCTY Ha aToMap-
HOM YPOBHE, MPK 3TOM OOWMMI OKa3bIBAIOTCS OOBEKTHI VI MPeaMeTsl Uccneso-
BaHWs, @ YacTO U MEeTOAbl U3yYeHWs siBNeHWA. Tak, Hanpumep, NTMHIBUCTUYe-
CKMe METOfbI MPUMEHSIOTCS B HEBepOanbHO CEMUOTHKE.,

MpegMeTOM M3yYeHUs B NPeCTaBNEHHON paboTe ABASETCS TaKTUIbHBbIN
XKECT «00bATME» B PYCCKOM KybType C POKYCOM Ha ero penpeseHTalymn B COBET-
CKO-POCCUICKMX hrnbMax XX Beka.

Llenb nccnepoBaHus 3aK1t04aeTcs B NPOSICHEHUM OPManbHbIX Xapak-
TEPUCTUK PYCCKOro xecTa «00baTre». B LieHTpe BHYMaHWs OKa3blBaeTcs Anw-
TeNbHOCTb XKecTa «06bATHE», KOTOpas BKIKOYaeT B cebs onpefeneHne Havyana
KOHLa peanmn3aLmnm xecra.

MaTtepuanom uccnegoBaHus NoCnyxunm 29 BuaeobparMeHTOB 13 Myfb-
TUMEOMIMHOTO Kopryca HauMoHanbHOro Kopryca pycckoro s3sika (MYPKO)Y,
oTobpaHHble 13 6 GuUbMOB. [laHHOe KccnefoBaHVe ONMpaeTca Ha BMAeOo3-
nu3oasl U3 GuabmoB 1930-x, 1960-x, 1990-x roaos. Kaxablii BpeMeHHON cpe3
npeacTaBneH GunbMamy pasHblx XaHpoB (noapobHee cM. pasaen «MaTepwan
NCCNefoBaHNS»).

B pa60Te BblABNIaeTCA HeCKO/IbKO rmnoTes3.

fMnoTe3a nepBas: Ha4yanoM peanm3alnm XKecta MOXKHO CYMTaTb caMmoe
nepBoe [ABWKEHWE OQHOTO M3 YYACTHMKOB «OOBATUS», @ KOHLOM peannsauun
KeCTa — KOHeL, peanv3alumm caMoro NocnefHero ABMKEHMsS OAHOIO UK BCEX
Y4aCTHUKOB «OOBATUS .

lMnoTe3a BTOpas: XecToBas penpeseHTaums B duabMax pasHbix nepuo-
A0B OyaeT BapbMpoBaTb B CUMY BHEWHUX 1 BHYTPEHHMX NPUYMH. K BHELWHWM
NPUYMHAM OTHOCUM COLIMOKYAETYPHBIA KOHTEKCT, KMHO3CTETUKY, pexmnccep-
CKMe YCTaHOBKM (Hampumep, NO3ULMI0 <MOHTaX-KeCT»). K BHYTPEHHUM Mnpu-
YMHaM OTHOCUM aKTEPCKOe MaCTePCTBO, TaNaHT, CNOCOBHOCTL NepeaaTs ecTe-
CTBEHHYIO KOMMYHMKaALMIO.

YecToBas penpeseHTauns BKIKOYAET Kak hOpMY xecTa, KoTopas Bapbu-
PYETCS, KaK KaXeTCs, B CUNY BHELIHWUX 1 BHYTPEHHUX NPUYVH, TaK 1 3Ha4YeHe
KecTa. 3HaueHMe ecTa KOHCTUTYMPYETCS CAOXHbIM 06pa3oM, HamoMuHa-

ruscorpora.ru/corpus/murco (16.11.2023).

2 «TakuM 06Pa30M, Mbl IMEEM B MbIC/T TP 3M1EMEHTA: BO-NEPBbIX, PEMPE3eHTATUBHYIO (DYHK-
uMto, KoTopast ieNaeT ee penpeseHTaumeit; Bo-BTOPbIX, Y1CTOE yKa3aTelbHoe NpUMeHeHne,
WM peanbHoe COOTHOLIEHME, KOTOPOe CTAaBUT OfHY MbIC/b B OTHOWEHWE K APYrov MbIC/M; ¥
B-TPETbMX, MaTepHanbHOe Ka4ecTBO, U TO, KaK OHa YyBCTBYETCS, KOTOPOE NPUAAET MbICAN ee
KauecTso» (Mnpc, 2000, . 73)
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oMM NpoLecc ceMaHTW3aLUmm nekcem (BcnomHmum Y. C. Mupca n ero vgen o
Tpex anemeHTax Mbican? (Mupc, 2000), a TakKe CeMaHTUYECKUIA TPEYroNbHMK
Y. K. OrgeHa v A. A. Pudappaca (Ogden, Richards, 1923), rae ecTb 3Hak, pedepeHT
1 3HaYeHue).

MOMMMO 3TOTO, TaK e KaK 1 B CIy4asnx CO 3HAYeHUeM NeKCUYECKUX eay-
HUL, HEOBXOAMMO YYNTBIBATH VX COYETAEMOCTb C [APYrMMU CIOBAMYU 1 KOHTEK-
CTYyanbHOCTb B LIENIOM, TaKKe CnelyeT paccMaTpuBaTh 3HaYeHVe xecTa «0bb-
ATVE» 1 ero BO3MOXHble COYETaHUs C APYrUMU KMHETUYECKUMI 3NeMeHTamu
(Hanpumep, B3M A 1 KECT «0bbsATHE»). ITOT BONPOC OCTAETCA 338 paMKaMu AaH-
HOro WUCCNefoBaHuUs, T.K. OTHOCUTCS K 061aCTU KOMMYHUKATVBHOIO 3Ha4YeHws
KECTOBbIX Ppas, a He hopMbl OTAENBHOIO XKecTa.

AKTYyanbHOCTb pa6OTbI, BO-MepBbIX, 3aK1t04aeTCqa B MCC1eoBaHNN d)Op*
Mbl penpe3eHTa|_LM% ecCTa B3aMMHOTO KaCaHu4A.

dopwma xecCTa, TaK e Kak 1 popma CloBa, BHOCUT CBOW BKNag B 3Have-
Hue. Pa3paboTka KpuTepues onvcaHus GopManbHbiX XapakTePUCTMK pa3HbiX
KECTOB HaxoAUTCS B LeHTPe BHVMaHUS psifa pevyeXxecTOBbIX MCCNeAoBaHM
n B Poccun, v 3a pybexom. OTMeTnM 3aeck rpynny A.A. Knbpuka B MHCTUTyTe
A3bIKO3HaHWS PAH®, nabopaTopwio ccnefoBaHniA TaKTUABHOM KOMMYHMKaLMK
MHcTuTyTa pycckoro a3sbika uMeHn A.C. MywkuHa®, konnektns M. KapnmnHcko-
ro B Monbwe (Karpinski, Jarmotowicz-Nowikow, Czoska, 2015), nabopaTtoputo
M. MpureTo B pa3Hbix cTpaHax Mupa (Li, Baills, Xi, Prieto, 2024). Pe3ynsratsl pa-
60Tbl 6ONBLIOK rPYNMbl UCCNeAOBaTENE OTPaXKEHbBI B KONNEKTUBHON MOHOTMpa-
v «Body — Language — Communication» (Miller et al., 2013).

OTCPOLI,a N NMPaKTN4eCKasa 3Ha4YNMOCTb TEKCTA: 3aKNt04aeTCd B ONMCaHnm
KpuTtepmneB onpegeneHns Hadana M KOHUa XecTa <<O6B9TMG>>, 4TO ABNAETCA
BeCbMa CylWeCTBEHHbIM B aHHOTUPOBAHKWNM XXeCTOBOIO MOTOKA: pa3pa60Tq|/|K|/|
CXeM aHHOTUPOBaHMA HeBep6aﬂbHOI7I KOMMYHUKaUM HYXOaAoTCA B Hay4HO
0H60CHOBaHHbIX KpnTepunsax ANCKpeTn3aun SNeMeHTOB Pa3HbIX KaHaNOB K1He-
TUYECKOM MOAaNbHOCTW.

AKTYyanbHOCTb CTaTb TaKKe XapaKTepun3ayeTcs Bbi6OpOM 06beKTa vcChe-
LOBaHMS, @ UMEHHO MUNBMOB, Fe HaXOAWM XeCT «0bbsATHEx. B crny 3TOr0, No-
MUMO OXMAAEMbIX NCCNEf0BATENBCKMX aKLEHTOB — (Dr3NoNornyeckoro (buno-
NOTUYECKOTO), CTPYKTYPHOTO (HeBepbanbHas CEMMOTHKA) 1 KOMMYHUKATUBHOIO
(3HAYEeHWME TAaKTUMBHBIX XKECTOB B OOWEHNN) — NPeAnPUHSTBIN aHaNM3 PacKpsbl-
BAET CMEXHbIE aCMeKTbl TaKTUNbHOW KOMMYHVKaLMK, KOTopble B paboTtax Mo

3 Pycckuin MynsTrKaHanbHbI guckypc. https://multidiscourse.ru/main/(16.11 2023).

* NabopaTopus UCCNefoBaHWi TaKTUABHOW KOMMYHUKaUWK // VIHCTUTYT pycCKOro s3biKa WM.
A.C. MywkuHa. https://www.pushkin.institute/sveden/struct/science_dept/lab_res_taktil_comm
unication/?ysclid=lucrgu4tv2716907520 (16.11.2023).
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HeBepbanbHOM KOMMYHWKALMM OBbIYHO HE YYUTLIBAIOTCA. TaK, BaXKHbIMU OKa-
3bIBatOTCA hMNocodus )ecTa B KMHemaTorpade 1 0cobeHHOCTN COBETCKO-POC-
CUNCKUX DUNBMOB XX BEKa (PeXMCCYpa, aKTEPCKOE MaCTepCTBO, KMHOICTETUKA).

[aHHoe vccnenoBaHne 06n1aaeT TeOPETUYECKOW 3HAYUMOCTbIO B 00-
NacTy TaKTUNbHOW KOMMYHMKaLMN. PU3NYECKIME XapaKTEPUCTNKM KeCTa «0bb-
ATME», @ UMEHHO A/IMTEeNbHOCTb 1 KpUTepUn ee onpeaeneHns (Havano 1 KoHel,
peanv3aummn xecTa), NPeACTaBASIOTCS BaXKHbIM NEePBOHAYAbHbIM 31EMEHTOM
AanbHenwero CeMmnosnca 3Ha4eHns 3Toro xecTa.

Cneundnzaumm 37oin hopmMbl CTaTbs U NOCBSLLIEHA.

HEBEPBA/IbHAA KOMMYHUKALWA B BUAEO3ANUACKH

HeBepbanbHask KOMMYHMKaLWSt B CAMOM LUVPOKOM CMbIC/IE, KaK Hayka O
BCeX HeBepbalbHbIX 3HaKax, M3yvaeTcs faBHo (KpelignuH, 2000 — nonHas 6w-
6nvorpadvs Havana vccnefoBaHuii), HO NOCNefHVe fecATUNeTVs paboTbl B
3TOV 006NacTu XapaKTepU3yTCS WAW Y3KOW creuvanusauueli 3agay (Zlatev
etal.,2023), unu ceMMOTUYECKUM aHaNM30M MYHKLMOHMPOBAHWS Pa3HOMOAaNb-
HbIX KaHaNOB, TAKMX KaK BOCNPUATHNE BMAEOMATEPMANOB, O KOTOPOM U MAET peyb
B CTaTbe.

Ocobbii MHTepeC A8 Hac NpeaCcTaBseT MaTepuan, Ha KOTOPOM U3ydaeT-
st HeBepbHanbHas KOMMYHUKaLMS.

BuaeoMaTepunan MOXeT COCTOSATb M3 CnelmanbHbIx 3anmncel, KoTopble cae-
NaHbl NOCTaHOBOYHO, NOM OMNpefeneHHble UCCIefoBaTeNbCKME Lenn Uin B Ka-
YecTBe 3KCnepumeHTa. Tak, Lenbio Co3aaHus Kopryca BUAeo3anucei «PyccKumii
MyNBTMKaHaNbHbIM AUCKypC. Pacckasbl U pa3roBopsl 0 rpylwax» (Knbpuk, 2018)
6bIN0 MCCnefoBaHe NOCTPOEHWS MyIBTUMOAANBHOTO AMCKYPCa BO B3anMOaen-
CTBUM BEPHANBHOTO, MPOCOAMYECKOrO, MaHyanbHoro, Lehanuieckoro, OkynoMo-
TOPHOTO KaHaNoB KOMMYHUKaLMK. B NCUXONMHIBUCTYIKE Ha MaTepuarne 3anucei
paboTbl C TaHrpaMMamu (KapTUHKK C OBbEKTaMK, Y KOTOPBIX HET KOHKPETHOIO
00LLenpUHATOro ONMcaHus, HaMMeHOBaHWs) 13y4atoTCs Kak BepbanbHas co-
CTaBASIOLEs YCTHBIX AMANOrOB Y4aCTHUKOB 3KCMEepUMEHTa, TaK 1 Hesepbans-
Hble Kto4W K pedepeHLnanbHOMy BbiI6OpY roBOPSILLMX, MPU 3TOM y4aCTHUKaMK
IKCNEPUMEHTOB CTAHOBATCA Kak Nton 6e3 NaTonorui, Tak v NauueHTsl K-
HuK (Karpinski, Jarmotowicz-Nowikow, Czoska, 2015; ®epnopoBa, 2019). B ueH-
Tpe COLUMOKOMHUTUBHbIX MccnenoBaHnii anckypca (CKomnc®) npn MockoBCKOM

> CKofnc — LeHTp C[cJoumo[-]K[K]orHnTnBHbIX nccnegoBannii Alalvckypca npw MINY. http://
scodis.ru/ (16.11.2023).
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roCyfapCTBEHHOM JIMHIBUCTMYECKOM YHUBEPCUTETE OfHUM 13 HamnpasieHwit
MCCNeNOBaHWI SIBNSETCS M3YYeHMe CMOHTaHHbIX XECTOB B PeYy roBOPSLIMX,
KOTOpble MPOBOAATCA B NabopaTopun LEHTpa Ha MaTepuane Buaeo3anuceit
(MpucxaHosa, 2022).

Hac nHTepecyeT TakTuabHash KOMMYHWUKaLWs, T.e. ranTnKa — s3blK Kaca-
HWI U TaKTUNbHON KOMMYHMUKaLIMN.

3HaYMTENbHOE KONMYECTBO UCCNe0BaHNA KacaHWii, MPUKOCHOBEHWI 1
APYTrVX TaKTUNBHbBIX CUTHANOB NPOBOAMTCS B NabopaTOpHbIX YCAOBMSX, Koraa
Camu 3KCMePUMEHTaTOPLI UK NPUrNalleHHble Noan® y4acTBYOT B BMAEO3aNW-
CAX TAaKTUNBHOTO NoBefeHNs (Puc. 1). 3Tu 3anmncy NOTOM UCMOMB3YHOTCS, Hanpu-
Mep, aNns onpocos (Bapnamos, MNMopTHoBa, MakrnoyH, 2019, ¢. 290).

Puc. 1. Kagp u3 BugeoposivKa cneyuanbHo NOAroToB/€HHOIo MaTepuana
(maHHbIe NnabopaTopum nccnefoBaHUs TaKTUbHOW KOMMYHUKaLUu
Foc. NP um. A.C. NywwKnHa, 2017)

Fig. 1. Still from a purpose-designed video clip (data from the Laboratory of Tactile Studies
of Pushkin State Russian Language Institute, 2017)

CylecTBytOT paboTbl, FAe IMOLMOHANBHYIO UM XKECTOBYIO PeaKLyio, Uin
Ke HaCTUYHO CamMO TaKTUbHOE MOBEAEHNE UCTbITYEMbIX 3aMMCbIBAIOT HA Kamepy
B 3KCMeprMeHTanbHbIX YCNOBUAX ANs fanbHelwern 06paboTku (Hanprmep,
Rekittke, 2017).

TaKTUAbHOE BOCNPUATIE NCCeayeTCst C MOMOLLLI0 POOOTOTEXHWKM U Me-
AVILVHCKMX NPUBOPOB, KOrAa N3MepsioT aKTUBHOCTb FOIOBHOMO MO3ra, Temne-
paTypy 1 np. (Balconi, Fronda, 2022; McGlone, Wessberg, Olausson, 2014), npu
3TOM MHOTA PeaKLMs UCMbITYEMbIX PErMCTPUPYETCS C MOMOLLLIO BUAE03anmncu.

® Peyb He maeT o NpodeccroHanbHbix akTepax. VIMeloTcs 8 BUAY MOAMW, OTANYHbIE OT 3KCMe-
PUMEHTATOPOB-MCCefoBaTENEN. ITO MOTYT ObITh UX [1PY3bsi, 3HAKOMbIE 1 MPOCTO BOSIOHTEPSI.
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TakKe MaTepranom MOryT CIYXUTb 1 aHTPOMONOMMYECcKMe, CBOEro poaa
AOKYMEHTaNbHbIE 3amnncK, Korga mMatepuan cobupaeTcs B 3KCNeanUmsax wam
onpeeneHHbIX eCTECTBEHHbIX YCNIOBUSX, BEAETCS BUACOOTYET MPOMUCXOAALLEN
«nonesoi» paboTsl (NnogpobHee cM. Kendon, 1997; unn, Hanpumep, Cekaite,
2016).

HEBEPBA/IbHAA KOMMYHUKALNA
B XYAOXECTBEHHbIX ®1/IbMAX

ObpalleHre K XyAoKecTBEHHbIM MuabMaM vccnefoBaTenein Hesepbans-
HOTO OOLLEHMS HOCUT HESPKO BbIPaXKeHHbIV XapakTep (cM. Lnbyns, 2022). Peyb
MAET O ANHIBUCTMYECKMX U Mefarornyeckmx paboTax. TemMaTuKa pPOCCUACKMX
AVCccepTaLMOHHbIX PaboT NOCAeAHMX NeT NoKasana, YTo XygoxKecTBeHHble Pub-
Mbl CY)KaT MaTepPUanoM AN U3y4eHns, Hanprmep, KWHOAMCKYPCa BO B3aMOC-
B3N ero BepbanbHbiX 1 HeBepbHanbHbIX KOMNOHEHTOB (Myxa, 2011; Monoga,
2012; hrypaesa, 2022). Kpome Toro, hunbMbl, Kak a priori npeagnonaratoT uccne-
[OBaTeNn, Hara4HO AEMOHCTPUPYIOT €CTECTBEHHYIO KOMMYHUWKALIWIO, MO3TOMY
MOTYT CNY)UTb XOpOLel MaTepuanbHol 6a3oi ans 0CBOEHUS MHOSA3bIYHOMO
AMCKypCa B paMKax npenofasaHus s3bikos (Tepexos, 2011; Hocosa, 2023).

MaTepuranom faHHon paboTbl NOCAYKUA MYyAETUMERNAHBIV Kopnyc MYP-
KO HauroHanbHoro kopnyca pycckoro g3bika (HKPA), 4To npepoctaBnsieT Bo3-
MOXHOCTb [/19 NOCTaHOBKM CNedyrolMx NCCnepoBaTenbCKUX BOMPOCOB: 1) 0
BaNMAHOCTU COOTHECEHUS KECTOB, KaK OHW Peann3yloTCs B XY[OKECTBEHHbIX
rbMax, 1 XecTOB B peanbHOW eCTeCTBEHHOM KOMMYHWKaLMK; 2) 06 orpaHmnye-
HUSX UCCNEeA0BAHNSA, KOTOPbIE MOSBAAIOTCS B CUNY TEXHUYECKMX XapaKTePUCT UK
npefcTaBNeHHbIX B KOpnyce BuaeodparMeHTos.

PaccMOTpUM MX NoapobHee.

Mpun cospaHun Koprnyca 3Bydvallein pedn B pamkax HKPS Bbigsuranmncs
pa3Hble BapyaHTbl TOTO, YTO MOXET fieYb B OCHOBY Mateprana Takoro Kopryca.
Mpes Toro, YTO XyAOXKeCTBEHHble hUAbMbI — NYYLIWIA BapyaHT, NOALEPXMBa-
Nacb HECKONMbKMMU NMONOKEHMSMU. Bo-nepBbix, MOMUMO ayanoduKcaumm ycT-
HOWVI PeYM, KMHO COLEPXMT ¥ BU3yanbHbIN psifl, YTO NPefoCcTaBuT Nonb3osaTe-
N0 «B [1Ba pa3a HosbLie BO3MOXKHOCTEW NoyveHns nHbopmaummny (MpumHa,
CaBuyk, 2008, ¢. 126) 1 NO3BONUT OHOBPEMEHHO HadaTb CO3AaBaTb KOPMYC PyC-
CKMX KeCTOB. BO-BTOPbIX, UCKMIOYMTENBHOE Pa3HOObpasme KMHOTPaHCKPUMTOB
BK/IOYaeT B cebs CUTyaLmu, «B KOTOPbIX B PeanbHOM XU3HW HUKaKas aygmosa-
MWCb B HOPManbHOM C/ly4ae HEBO3MOXHA, a €C/IN 1 BO3MOXHA, TO pe3y/sTaThl
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TaKkoW ayamo3anucu Ans Hac HegocTynHbb (TpuiinHa, CaBuyk, 2008, c. 126).
370T nocTynat ele 6onee cNpaBeanvB B OTHOWEHNUM TaKTUNbHOMO NOBEAEH NS,
T.K. «<B HOpMe YenoBeK Ha Nybnuke n3beraet NPUKOCHOBEHWI, eCn, Pa3yMeeTcs,
0CO3HaeT npucyTcTBMe ntoaer» (KpenanvH, 2004, c. 419). B pycckoit kynsType,
KaK v B HEKOTOPbIX APYTUX, KaCaHUs 3aTparnBatoT 04eHb TnyHyto chepy Yenose-
Ka, N BTOpXeHUs B 3Ty cchepy AOMKHbBI ObITb «OCTOPOXKHbLIMU V1 HEHABA3UYMBBIMU»
(KperipnuH, 2004, c. 419). KunemaTorpad, no cyTw, CTAHOBUTCS €ANHCTBEHHbIM
CNocoboM 3anevatneTb, 3aperncTpupoBaTh TO, YTO B €CTECTBEHHOW KOMMYHU-
KaLMW HEBUAHO, CKPbIBAETCS B TMYHOW XU3HM TOAEN.

TexHuyeckne orpaHudenus MYPKO, Ha Haw B3rnsa, 0bycnoBneHsl Tem
(haKToM, 4TO BCe BMAeOodparMeHTbl B KOPMNyce COCTaBASIOT «Bblpe3aHHble Ka-
Apbi» 13 GUNbMOB. Mpr cocTaneHnm 6asbl 4aHHbIX, «Bblpe3aHum» KafpoB, CO3-
patenu Kopnyca 6biv HalleneHsl Ha onpefgeneHHblin HeBepbanbHblin 3NeMeHT,
KOTOPbIA U ONMCHIBAETCA B aHHOTaLMW. ITOT 3M1eMeHT HaknafslBaeTcs Unu 3a-
XBaTblBaeT B HeHOMbLUONM CTENEHW APYrol XeCT, B HalleM ciyvae peyb UaeT 0b
00bATUN. lpyrnMmn cnoBamum, BO3MOXHOCTb MPOCNeAUTb BCe CyYam 06bATHI B
unbMax, a TakKe BCe CTaunu peanmsaumm xecta «obbaTne» 3aTpyaHUTENbHO.
MofgobHas TPYAHOCTb CHUMAETCS [OCTYNHOCTbIO hBUNBMOB B ceTu VIHTepHeT,
4TO NO3BONSET CAMOCTOSTENbHO BHE KOPMyca U3y4aTb HEODXOAVMbIE XapaKTe-
PUCTUKM KecCTa «0bbsATHe»: MPOCMaTPUBaTh (OUIbM V1 perncTpupoBaTh Te asbl
NPOM3BOACTBA XeCTa, KOTOpbIe OV «yTePsiHbI» B MaTepManax Kopnyca.

KWHO3CTETUKA N HEBEPBEA/TbHAA KOMMYHUKALNA

B pamkax KMHO3CTETUKW, NCCeaytollel Bblpa3uTensHble hopMbl 1 XyAo-
XKECTBEHHOE TBOPYECTBO B KMHeMaTorpade, CywecTByeT Lenblin nnact pabor,
hopMyNNpPYIOLLVX OCHOBY A/18 MCMOMB30BaHUS TENECHOCTH U XKECTOB B KMHO-
MCKYCCTBE W, MaBHOe, OTBEYatOLMX Ha BOMPOC, Kak COOTHOCUTCS peanbHOCTb
XU3HW 1 06Pa3HOCTb B KUHO.

B paboTax KnaccuKkoB 3cTeTuKM kKnHo — 3. Kpakayapa v A. baseHa — Ha-
XOAMM OTHOWEHWSA KNHO 1 peanbHOCTN. BaxHO, 4TO A. BaseH gokasbiBan He-
NprYemMnemMocTb «100aBNeHN» K «PeanbHOCTU», YTO AOCTUIaeTcs C MOMOLLbIO
MOHTaa. O6bSBUBLINIA CBOW MOAXOA K KUHOUCKYCCTBY «peannsamom», 3. Kpa-
Kayap yTBepxaan, YTo B puabMax «3aneyatneHa v packpbita usmyeckas pe-
anbHOCTb, NPUYEM B CBOWX Hanbosnee HEfONTOBEYHbIX MPOSBAEHUSX ..., KaK-
TO: YIVYHbIE TONMbI, HEMPOW3BONbHbIE XKECTbI VU APYrMe MUMOETHbIE BNeYaTe-
Hus» (Kpakayap, 1974, c. 16).
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AHHa Xepbepr OneHuHa u VipuHa Lynbukn B cBoel cTaTbe «Mediating
Gesture: Theory and Practice» B cneunansHOM BbIMycKe xypHana Apparatus
«Mise en geste. Studies of Gesture in Cinema and Art» (Hedberg Olenina, Schulzki,
2017) paccMaTpuBatoT NOAXOAb! K MCMONb30BAHMIO Y TPAKTOBKE XECTOB B KUHO
Jepes npu3mMy TeopeTuyecknx npeanoceinok C. 3n3eHwTelHa, FO.I. LnBbsHa,
B. banax, t0. Kpucrtesol, M.b. fimnonsckoro, O. bynrakosoi, [Ixx. ArambeHa 1
MH. ip. B KOHTEKCTe AaHHON PaboThl BaXHO, YTO B KMHOICTETUKE XKECT, B CAMOM
WMPOKOM CMbIC/IE CNIOBA, MBICINTCS KaK «pyHAaMeHTanbHas 3CTeTUYeCKas KaTe-
ropus» (xectonorus C. Si3eHwTelHa: uuT. no Hedberg Olenina, Schulzki, 2017,
c. 4), «npucnocobneruie, cnocob Kak obpallaTbCs C peanbHOCTbIo» Yepes Anxo-
TOMMIO WeCT-MOHTax (KapnanucTuka HO.I. UmBbsHa; umT. no Hedberg Olenina,
Schulzki, 2017, c. 6); KaK 0bblYHble, MOBCEAHEBHbIE ABWXEHWS, pUTMUYECKne
NacCaXwu U NPoY., KOHCTUTYMPYIOLLME HaLy XM3Hb U OMbIT, CNOCOOHbIE MUTPH-
POBaTb M3 KVMHO B XKM3Hb U HA0OOPOT, NprYobpeTaTh U TepsTh 3HaveHve (bynra-
KoBa, 2021, C. 7); KaK penpe3eHTaHT onpegeneHHom Kynstypsl (Yampolsky, 1991);
M xecT Kak 06pa3 (k. ArambeH, umT. no Hedberg Olenina, Schulzki, 2017, c. 12).

KpuTunyecko 0CObeHHOCTbI0 DUNbMOB SBAAIOTCS MEPCMNEKTMBLI y4acTus
(attender’s perspectives). Tema TouYKM 3peHus (viewpoint) B KOMMYHMKaLWM BO-
obule Ha NpumMepe ANCKyPCa, Ha NprMepe BOCMPUATUIA U T.N. O4eHb NPOAYKTUB-
Has U PaCKPbIBAET MHOXECTBO CMbICIOB, CYLLECTBEHHbIX /151 KOHCTPYMPOBAHWS
0buleHMs. B KMHO3CTETUKE ¥ BMAEO3aMUCK B LEIOM MOXHO FOBOPUTH O Tpex
nepcnektunsax (Cienki, 2018, p. 61): 1) YyenoBek sBAsieTCs cybbekToM Bepbanb-
HOro 1 HeBepbanbHOro NOBeAEeHUs, T.e. OH CaM XEeCTUKYAMUPYeT 1 roBOpUT (OT
«MepBoro Nuua»’); 2) CTaHOBUTCS B AlaHHOM KOHTEKCTe HabntogaTenem — MoxeT
6bITb af1pecaTtom, MMBO CAyHariHbIM MPOXOXKUM VAN aHANOTUYHBIM Y4ACTHUKOM
cUTyaumm (OT «BTOPOro NnL@»); 3) YenoBeK CMOTPUT Ha KOMMYHUKATUBHYIO CUi-
TyaUMto 1 NOBEMIEHWE B 3aMNKCH NMO3XKE U B 1PYrOM MecTe (0T «TPETbero nuar).

MonoxeHne (MAM NEpcnekTnBa), KOTOpOoe 3aHMMaeT 3puTens (Hab-
nopatens) UAK uccnefoBaTens Npy NPOCMoTpe hUNbMOB, BAUSET Ha nocne-
AYOWNA aHanuns. HepegKko CCbinaloTcs Ha TO, HTO 3pUTeNb XY[OXEeCTBEHHO-
ro uabMa MOXeT NPOoXOAMTb CTaAMIo «OCTPaHEHWs» (OT «TpeTbero nAuuar),
KOra OH BMAWT OGBEKT BO B3aMMOCBA3M €r0 BHYTPEHHMX KOMMOHEHTOB, Ha
YPOBHe «flenaHbs BelWW», a He Ha ypoBHe caenaHHoro (LWknosckwmi, 1983,
. 15). Mpw aToM B.B. WKNOBCKMIA MKcCan, YTO KUHO AOMKHO UMETb MoApaxa-
TenbHbIN 3P deKT, a «He nepeapasHMBaTb KM3Hb» (LLIKnoBckuMiA, 1985 (1928),

"3pech v fanee ynoMuHaHvs N1L 4at0TCs B KaBblvKax, T.K. OHW He CBsi3aHbl C rpaMMaTnyecKol
KaTeropvein nuua. Ckopee, 3T0 KOMMYHUKATUBHAS NO3ULUMS B KOMMYHWKATUBHOW CUTyaLmK.
B ctatbe Yenku (Cienki, 2018, p. 61) Haxopum first-person, second-person and third-person
perspectives.
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. 59). «C 0HOM CTOPOHbI, KNHO OTPaXaeT CyLLeCcTBYIOLMe TeXHUKM Tena v hop-
Mbl XXECTOBOW KOMMYHWKaLIMN, C APYTOM — BAWSET Ha UX M3MeHeHune» (bynrako-
Ba, 2021, c. 21).

MoapaxaTensHyto CNocobHOCTb GUNBMOB MOXKHO O6BACHUTb EMCTBMEM
3epKanbHbIX HEMPOHOB, OTKPLIThIX HepaBHO (Rizzolatti, Sinigaglia, 2010): v ve-
noBeka, HabAALWEro 3a ABMKEHNEM, aKTUBMPYIOTCS T€ e y4acTKu MOo3ra,
4TO W'y YeN0BeKa, KOTOPbIM 3TO ABMIKEHME BINOMHSAET (CM. MCCNef0BaHMeE O xe-
CTONOPOXKAEHUN 1 HECTOBOCMPUSTIM, NOCTPOEHHOe Ha 3ToM Te3wce (Balconi,
Fronda, 2022).

Takum 06pa3oM, B3 Ha NPOUCXOAsLLEE B KMHO OKa3blBAaeTCsl O4eHb
MHOFOCNOMHbLIM. Bo-MepBbIX, 3TO NepCrnekT1Ba «oT NepBOro AnLa», To eCTb aK-
Tep UrpaeT nau NpoXMBaeT Pob. 30eCb COeANHNNNCH aKTEPCKOE MacTepCTBO
apTWCTa, Ero XM3HEHHbIN OMbIT, 3CTETUYECKME YCTAHOBKM €10 1 PeXmnccepa, Ko-
TOPbIN CMOTPUT Ha NPOMCXOAsLLEE Ha CbEMOYHOW NNOLWA/Ke C NO3UUMIA «BTO-
poro nuua». Bo-BTOPbIX, MO3ULUNS pexuccepa, OT «BTOPOro N1La», HO B TO Xe
BpPeEMS 1 «OT NEPBOro», KOMAa OH, PeXnccep, AEMOHCTPUPYET, KOK TO UAU MHOE
ABWKEHWE AOMKHO BbITb BbINOAHEHO aKTePOM. Pexxnccep onNmMpaeTcs Ha CBOU
OULYLEHWNS, NCXOAWT 13 0bLIero 3aMbicia GUAbMa, Y4UTbIBAET OOLIMIA KOHTEKCT
OKpYXKatoLLe ero Xn3Hu, LeH3ypy 1 XO4ET BONNOTUTL B GUAbME CBOM COOCTBEH-
Hble 3CcTeTMYeckne B3rnsaabl (nogpobHee o6 atom: bynrakosa, 2021; XypkoBa
2022). B-TpeTbux, 3TO 3puTeNb, BOCNPpUHMMAatoLLen hribM, Ka3anock Obl, OT «Tpe-
Thero N1Ua», Ho KOTOPbIN OYeHb HBbICTPO M YaCTO MOXET «MEHSTbL PONN (NnLa)».
IHOrA@ OH MCNbITBIBAET NONHOE «OCTPAHEHME» MPOUCXOAALLErO Ha 3KPaHe Kak
HMKOMAa He BUAAHHOMO; TO OH MOXET MOMHOCTbIO OTOXAECTBUTL Cebsl C repoem
1 dhU3nYecKy NoYyBCTBOBATL HOMb MNM PAfOCTb; TO OH MOXeT HabnaaTs 3a
OEeNCTBMEM Ha 3KpaHe M NOHMMaTb BECb KOHTEKCT dunbMa, 3HaTb 06 akTepax
U pexunccepe, anoxe, kKorga Gunbm Obin co3fgaH 1 Npoyee, 4TO NpUAaET HOBbIE
CMbICNbl BCEMY YBMAEHHOMY B KapTUHe.

B KOHTEKCTe faHHOW paboTbl, Kak ByAeT NOKa3aHo HUXe, 3pUTeNb-UCCre-
[0BaTeb-aBTOP CTaTbM BbICTYNAET eAnHbIM (DPOHTOM, Y4WTHIBAS BCE 3TV Orpa-
HUYEHMNS 1 BO3MOXHOCTM,

TAKTU/TbHAA KOMMYHUKALINA

KAK HEBEPBA/IbHOE NMOBEAEHNE B3BAMMHOIO KACAHUA

B MeXAMCUMNANHAPHbIX UCCNefoBaHNAX HeBepbanbHOro noBefeHns TaK-
TUbHAs KOMMYHMKaLVS 3aHMMaeT 0co00e MEeCTO, T.K. OHa OXBATbIBAET HE UH-
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AvBYAyansHoe HerepbanbHOe NoBefeHVe, a B3auMHbIe MPUKOCHOBEHHUS, YTO
ycyrybnset BansHue GUanonormiyeckmnx, BO3pacTHbIX, FreHAEPHbIX, KyAbTYPHbIX
1 npo4mnx dhakTopos (cM. noapobHee BapnamoB, KpasueHko, lopbayena, Ocaa-
4yui, 2020, c. 75).

K »ectaMm u ABMKEHUAME TaKTUAbHON KOMMYHMKALMM MOXHO OTHECTU
eCTOBble KaCaHWd, KOTOPble «KOAMPYHTCA MMeHaMK XeCToB (I/IJ'II/I MMeHa-
MW KNaCcoB H(eCTOB), XeCTOBbIMW rnaronaMn nnun rmaronibHbIMU d)pa3e|v|a|v|m>>
(Kpenanux, 2004, c. 431): o6vamue, pykonoxamue, noyesnyt, noo3amolaeHUK,
omuwiiename, yoapume, NPUXAMe K 2pyou, NOXI0NAMb NO NEYY, NOMPEeNams no
WekKe, Noeiadums no 20708 1 T.M. (CM. Takke 0 MeTadopu3aLnm TaKTUAbHOTO
BO3aeiCTBIS, Bepban30BaHHOIO B pycckoMm s3bike: KOpuHa, LnoTrayap, 2023).

TaknMM 00pa3oM, TaKTWUbHbBIA XEeCT — 3TO KOMMYHUKATUBHbIA 3HaK,
e ecTb onpefeneHHoe o3Havatollee 1 o3Havdaemoe. o hopme — 370 ABW-
KEHME YEeNOBEYECKOro Tena WAW ero 4acTuv, HaueneHHoe Ha (huU3ndecKni
KOHTaKT C MapTHepOM MO KOMMYHUKaLMKW, HacTblo COBCTBEHHOrO Tena uiw
OPYTMM OOBEKTOM, @ «3HAYEHME XKecTa 3aBUCUT HE TOMbKO UM HE CTOMbKO
OT BOCMPUHUMAEMOM 3pUTENBHOW DOPMbI IBMKEHUS, HO U OT XxapakTepa hu-
3M4ecKoro KoHTakTa» (BapnamoB, KpaByeHko, [opbayesa, Ocapuuii, 2020,
. 84).

CylecTBytoT (haKTopbl, KOTOPblE BAUSAIOT Ha 3HAYeHWe U UHTepnpe-
TauMIo TaKTWUbHbIX XecToB (aganTupoBaHo W3 KpengnwH, 2004, c. 448-
451): 1) KaKue 4acTu Tena COMpUKacalTCs; 2) NPOACIKUTENBHOCTD XKECTa,;
3) UMeeTCs M NMOMKMO KacaHwWs [aBneHne (OxaTue) YacTu Tena napTHepa,
€C/IN @, HACKOMBKO CUMBHOE; 4) eCTb N [ABWKEHME MOCNEe KOHTaKTa 1 KaKoe;
5) KTO NPUCYTCTBYET NPW KacaHum (CTENEHb WX 3HAKOMCTBA); 6) TVM KOHTEKCTa,
B paMKax KOTOPOro MPOWUCXOAMNT XeCT; 7) XapaKkTep CTuns HeBepbanbHOro no-
BeAEHWS ¥ B3aMMOOTHOLIEHNI MeXAY NapTHEPaMM.

Cﬂe,u,yeT OTMETNTb, 4TO 3Ha4YeHNe XeCTa-NMPUKOCHOBEHWA MOXET BapbU-
pOBaTbCA OT COHETAEMOCTW 3TOIO XeCTa C APYrMMUN KWHETUYECKNMIK 3N1IeMeHTa-
MW HanpuMep, B3M44, ABMXEHKE ro10Bbl, MPOKCEMMKA U T. T1.

3T (haKTOPbI NEpeceKatoTCst C ONpeAeneHnem TaKTUABHOTO XKecTa, KOTo-
poe Mbl NPVBENM BbILUE, M NOAYEPKMBAET 0Be CTOPOHbI BOCMPUHMMaEMOro 0ob-

8 YXectamm Mbl OyfieM Ha3biBaTb ABWIKEHMS, KOTOPbIE XapaKTEPU3YHOTCS KaK OCMbICIIEHHbIE,
VIHTEPAKTUBHbIE, COLiManbHbIe 1 KyNbTYPHbIE, T.€. TaKve ABMKEHNS, Y KOTOPBIX eCTb 3HaYeHe
V/VAW CMBICA, OCO3HAHHbIE MW HET Y4acTHUKaMy KOMMYHVKauuy. K HesepbanbHbiM gBUKe-
HUSAM OTHOCUTCS HEOCO3HAHHOE NI HEKOHTPONMpYeMoe HeBepbanbHoe nosefeHwe. 3To no-
HUMaHMe He SBNSeTCS OOLWEeNPUHSATBIM, T.K. 4acTo B paboTax BUAMM NOBCEMECTHOE UCMOb30-
BaHMe TEPMMHA ©KECT», KOTOPbIA OTHOCUTCS: 1) Hallje K XeCTam pyK; UTHOPWPYIOT OCTanbHble
COCTaBASAOLNE KUHECKIKM, KaK-TO ABVIKEHWS FONI0BbI, M MVIKA 1 AP.; 2) 1 OXBATbIBAET BCE BO3-
MOXHble CTPYKTYPHbIE 1 CEMUOTUYECKINE KNACChl ABUKEHWIA, B TOM Y1C/Ie HE3HAKOBbIE.
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eKTa: BM3YyanbHYyo 1 hr3nYeckyto (TaKTUbHYIO), KOTOPbIe OAMHAKOBO (opMU-
PYIOT 3HaYEHMe TaKTUABHOMO 3HaKa.

OOPMA/TbHBIE XAPAKTEPUCTUKW TAKTU/TIbHOTO XXECTA

OnvcaHve @usnyeckort GopMbl KECTOB UMEET [aBHIOK UCTOPUIO, KO-
TOpasi B camblx 0OLLYMX YepTax nokasana, YTo XeCT XapaKTepunsyetcs Gas3oBol
CTPYKTYpPON. dasamu xecTa, MO aHANOTUW CO 3BYKaMU PEeYM, SBASIOTCS KC-
KypCUS—MUK—peKypcus Uamn NOArOTOBKa-Max-peTpakums (aHm.: preparation-
stroke-retraction). Tawke K dOpManbHbIM XapaKTepUCTMKaM OTHOCATCS Cuna
(cunbHbIN/cNabblif), CKOPOCTb (BbICTPbLI/MeaneHHbIN), aMnanTyaa (6onblwas/
MaseHbKas) BOCMPON3BEAEH NS KECTa, a TalKe ANNTENbHOCTb.

Mbl paccMOTPUM NapameTp AANTeNbHOCTY XKecTa «00bsATHE», NpU onpe-
AeNeHny KOTOPOW BO3HMKAET HEeCKOMbKO BOMPOCOB; WX PELIeHWEe MOMOXeT
onuncaTb CTPYKTYPY HeCTa, 1 ero Ga3oBOCTb, COOTHECS 3TW XapaKTepUCTUKN CO
3HaYeHveMm.

BO-I‘IQpBbIX, TaKnm O6Da3OM, Hac 6y,ﬂ,eT NHTEepeCcoBaTb, HACKONTbKO BanMa-
HO 1 ONpaBAaHO UCCeAoBaTh ANNTENbHOCTb XecCTa MNno d)pal'MeHTaM n3 Cbl/l]'lb-
MOB, rie CBA3Ka KMHOOObEKTU B-MOHTaXX-KMHOPACCKa3 CI'IOCO6CTByeT TOMY, 4TO
YECT MOXeT ObITb cMoaynnpoBaH, o6pe3aH, pPacTAHYT BO BpeMeHW 1 T.M.

Bo-BTOPbIX, — 1€ HaYNHAETCS XKeCT «0bbsaTHe»? OAMH Y4aCTHMK HaunHa-
€T IBWIKEeHWe B CTOPOHY NapTHepa? Oba y4acTHUKa ABUTAKTCS «<HABCTPEUy» xe-
CTy? 9BNSETCS N1 3TO NOATOTOBKOW? VM 3TO yKe YacTb Maxa—MNmnKa ABMKEHWS
«06BATUS»? HackoNbko YacToTHa hasa yaepxaHue (hold), koraa Bce ABMKEHWS
3amupatoT? Vv 3To Max, CaMmoe OCHOBHOE [IBVKEHME BHYTPU «00BATUS»?

B-TpeTbuX, — YTO TaKoe KOHEeL, xecTa «06bsATHe»? Oba yHacTHUKA BbIXOAAT
13 B3aMMHOIO KacaHus? v Koraa oaviH 6e3ABWKEH, a APYroi BbIXOAUT? Mnu
KOrfla OAVH «OTTaNKWBAET» NapTHEPa, @ TOT He XOTeN 3aBepLiaThb ABMIKEHNME, HO
BbIHY)XA€eH ero obopsaTb?

MpoBefeHHOe UCCNeoBaHNe AaeT Ha NOCTaBNEHHbIE BOMPOChI BO3MOX-
Hbl@ OTBETbI.
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MATEPWAT NCCNTEQOBAHNA

MaTepuan mccnefoBaHMa COCTaBUNM 29 BUAEO3MM30LOB M3 KOpnyca
MYPKO, B3sTble U3 onpeaeneHHbix hrnbMoB, 0TOOP KOTOPLIX Obl MPOBEAEH Co-
CTaBUTENAMM KOpnyca (cMm. Tabn. 1).

Ta6bnuua 1/Table 1

OnucaHune KVIHeMaTOrpad)VNeCKOFO MaTepuana uccnegoBsaHus
1 €ro KOJINYECTBEHHBIN COCTaB

Films studied and number of episodes in question

lop BbINyCKa
¢dunbma / Year

HasBaHue
dunbma / Title

Pexxuccep(bl) n cueHapucT(bl) /
Director(s) and screenwriter(s)

Konnuyectso anu-
30/10B, KOTOpble

of release BOLL/IN B COCTaB
MaTepuana mnccne-
poBaHus / Episodes
included in the
research material
1936 Unpk / Ipuropwii AnekcaHapos, Vinbs 10
Circus Mnbd, EBreHnii MeTpos, Banek-
TMH KaTaes /
Grigori Aleksandrov, llya IIf
Yevgeny Petrov, Valentin Kataev
1961 Apyr mon, Anekceit CanTblkoB, AnekcaHap 2
Konbkal / MwTTa, AnekcaHap XMevk,
My Friend, Kolka! | Cepreii EpmonuHckuia /
Aleksei Saltykov, Aleksander
Mitta, Aleksander Khmelik, Sergei
Yermolinsky
1961 Korpa aepesbs Nes KynunaxaHos, Hvkonan 4
6biAn 6onblwK- | PUrypoBCKmi /
mu / Lev Kulidzhanov, Nikolai Figurovsky
When the Trees
Were Tall
1968 BpunavanToBasa | SleoHug Magain, Mopuc Cnobog- | 4
pyka/ ckoM, Akos KocTtokoBckui /
The Diamond Leonid Gaidai, Moris Slobodskoy,
Arm Yakov Kostyukovsky
1991 YokHyTble / Anna Cypvikosa, Bnagumup Ky- 7
Crazies HUH, Kinm Poixos / Alla Surikova,
Viadimir Kunin, Kim Ryzhov
1996 Onepauys AnekcaHap PoroxkuH / Aleksandr | 2
«C HosbIM Rogozhkin
[oaoml» /
Operation Happy
New Year
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MepBOHaYanbHO, 3Has O cylwecTByowmx B MYPKO dwunbmax®, npeano-
naranocb B3dTb N0 10 NPYMEpPOB 13 Kaxaol BpemeHHoM anoxwv: 1930-e, 1960-e,
1990-e. OaHako B hunbMax 1990-x 06Hapy»KMNOCh TONbKO 9 NPUMEPOB (cM. Tabn.
1). NonHbIN NPOCMOTP PUABMOB «HOKHYThIe» 1 «Onepaums “C HOBbIM rogom!”»
He NoKasan JOMOAHUTENbHbIX KaAPOB C XXeCTOM «00bsATHE», KpOME Tex, 4To 06-
HapyX1BatoTCs B KOpryce.

CoBeTckne dunbmbl 1930-X BbI3bIBAtOT ropa3fo OoMblINA, 0COObIN WH-
Tepec y uccnepoBatenelt, oTeqecTBeHHbIX U 3apybexHbix (KypkoBsa, 2022; Lin-
BbsiH, 2008; bynrakoBa, 2021; Taylor, 1996), 4eM dunbMbl Apyrix nepnoaos. 1o
1930-x B KMHO WNa 6opbba MeXAY aHTUMOHTaXHbIM NMOAXOA0M, TO eCTb CUTYa-
LMEN, Korfla akTepy AaHa BO3MOXHOCTb «MOHOM cleHbl» (LinBbsH, 2008, c. 68),
N MOHTXKHbIM, KOT4a MOHTAX CTa «OpYAUEM PEXMCCePa» B MOCTPOEHNUN KUHO-
pacckasa (LmebsH, 2008, c. 73), a HE MUMMKa 1 XEeCT akTepa. bopbOy Bbinrpan
MOHTaX.

PUNbMbI JAHHOTO UCTOPUYECKOTO MEPUOLa XapaKTePU3YIOTCS YCTaHOB-
KOWM Ha «nepeBOCNMTaHMe HapOAHbIX Macc» (Mypkosa, 2022, . 20); OHM KN3-
HepafoCTHbl U MOAUTUYECKN YrofHbl. B 4acTHOCTW, neHTol . AnekcaHgpoBsa
OTNVYAOTCA «He TONbKO peanmsaumein CoupeanmucTMyeckoro KaHoHa, HO U
anponpuauunein KaHOHOB roNNMBYACKOTO Mo3unKna» (MKyprosa, 2022, c. 23). Ta-
KM 06pa3oM, KWHOKAPTUHBbI «CTann CBOEOOPa3HbIM OKYMEHTOM COLUMANbHbIX
NepemMeH v CouManbHbIX YTOMWIA 1 NAACTUYHO BbISBUAW B Te/e akTepa, BON/0-
LatoLLero XenaHHy Moaenb, CTONKHOBEHWE YTONUK U peanusaummn» (bynra-
KoBa, 2021, c. 7-8).

Pennsbl 1960-x npefcTaBfieHbl B HalleM Matepuane KUHOKOMeansaMu u
KMHOAPaMaMu, KaK 1X xaHpPOBO OnpefensioT cosaatenn punbmoB (cM. Tabn. 1).
dunbMbl 30eck Nony4nan «6onblyo cBobOAY BbipaxeHus» (Mypkosa, 2022, c.
25), repov «4enoBeyHble 1 HenocpeacTBeHHbIe» (Kypkosa, 2022, ¢. 25), npeob-
nafaeT TeNecHo-BU3yanbHbIM toMop («bpunnraHToBas pyka»).

Purnbmbl 1990-x «OKa3anucb Ha 3aABOPKax pPeanbHbIX COLMANbHbIX MPO-
Leccos» (XypkoBa, 2022, c. 29), a ¢ 1980-x vAeT «HapacTaHue abcypamcTc-
KAX MOTVBOB» B KOMeAMsx M 0OOCTpsieTCs BAMSHUE «aMEPUKAHLMHbI»
(Youngblood, 1992, p. 156).

TakuMm 06pa3om, hoKyc B aHHOW paboTe caenaH Ha XyoXeCTBeHHble
NPOV3BEAEHUS 13 TPEX BaXKHbIX, COLMANbHO, SIKOHOMUYECKN U MOANTUYECKN
PasHbIX AN POCCUMIACKOTO 06LLeCTBa Neproaos — [AOBOEHHOIO, «OTTenenmn,
noctcoBeTckoro. Obulelrt MeToaoNOrMYecKoin NPeanockiNKON (Kak BUAUM MO

9 XoTenock 6bl yTOHYHUTL elle pas, 4To B MYPKO npepacTaBneHsl TONBbKO MU XyAOXKECTBEHHbIE
vnbMbI.
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OAHHBIM IMTEPATYPbI: CM. BbILLE) SBMSETCS MPU3HAHKE TOTO, YTO KUHOMDUbMBI
NpPeCcTaBASIOT «B M3BECTHOM CMbIC/IE CaMblli PEATUCTUYHBIN U3 BCEX MCKYCCTB»
(Mowicees, 2007, c. 15). 3Ha4YWT, MOXHO rOBOPWTL O TOM, YTO B13Yyann3nMpoBaH-
HOE aKTepOM MOBELEHME B KAXKAYIO M3 KOHKPETHbIX 3MOX «MO3BOMAET BOCCTa-
HOBWTb LieMb LUEHHOCTHbIX OPUEHTALIMIA OBLLIECTBA 1 €r0 3HAKOBY, CO3[aEeT «ero
pedepeHUManbHOE Mone ... U MMEHHO NMO3TOMY MOXKET CTaTbh K/IIOYOM K PEKOH-
CTPYKUMM KyNbTypHOTo Kofa obuiecTsa» (bynrakosa, 2021, . 10).

B nanbHeriem npeactaBneHHbid Matepuan MOXeT HbiTb PaclinpeH, 4To
NO3BOMUT NPOCNEANTL CYLLECTBOBaHME WeCcTa «00bsATME» B PYCCKOM KUHEMA-
Torpade OT CaMoro NepBoro ero NOsIBAEHUs U 10 CErOAHSAWHEro AHs C y4eTOM
KyNbTYPHO-CNeundunyHbIx 0COBEHHOCTEN ero penpeseHTaLmnm.

B L|eloM OTBETOM Ha OAMH M3 NOCTABNEHHbIX BbllUE BOMPOCOB OKa3blBa-
eTCsi BO3MOXHOCTb M3y4aTh TaKTUNbHbINA KECT «0ObATNE» NO XYAOKECTBEHHbBIM
dbunbmam.

METOAbI NCCNEAOBAHNA

BupeodparmeHTsl 66111 B39Thl M3 MYPKO 1 npoaHanu3vpoBaHbl ¢ No-
MOLLbl0 BecnnaTHOro MporpaMMHOro obecneveHns Ana U3yveHns MyasTUMo-
AanbHoON KoMMyHMKaumm ELANY. PaboTta B ELAN pe3synstnupoBana B co3gaHuu
v pa3meTke cnos «ObLee 06bATHEY, B KOTOPOM PUKCMPOBANCS WECT OT CaMoro
NEePBOro ABWIKEHMS, KOTOPOe KOHCTUTYMPYET 00bsATUE, 4O CaMOrO MOCNEAHEND
ABWKEHWS, OTHOCSLWerocs K 0bbsaTuio (Puc. 2).

Puc. 2. CKpuHwoT u3 nporpammbl ELAN no pa6ote ¢ anusopom
13 punbma «HoKHyTbIe», pex. A. CypukoBa, 1991

Fig. 2. Screenshot from ELAN software with the work on Crazies (Alla Surikova, 1991)

Psycholinguistics. Retrieved from https://archive.mpi.nl/tla/elan (16.11 2023).
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Kak BuaHO Ha Puc. 2, cnoit «Obulee obbaTue» (1) BbIAENSETCS BPYUHYHO,
nanee onpefenseTcs AAUTeNbHOCTb 3TOro oTpeska (2-3). Bce gaHHble No Bu-
neodparmeHTam bbinn BHeCceHbl B TabnuLy Excel ans gansHeliwe obpaboTky,
B TabauLly, NOMUMO K/IKOYEBOro 3HAYEHWs AIMTENBHOCTM XKecTa (B CeKyHaax v
MUNAUCEKYHAAX), B CBOOOAHON hopMe Takke 3aHOCUMNOCh OMNMCaHKE MO BCEM
hakTopaM, BAUSIOLMM Ha 3HaYEHMe M MHTePNPETaLMio TaKTUBHOMO XKecTa (CM.
BbiLLE).

PE3Y/ILTATbI UCCNEAOBAHUA

Mpy M3yYeHUW AAUTENBHOCTW TMaBHBIM OKa3blBAETCS Havano v KoHel
KeCTa, OTKyAa Mbl PUKCMPYEM, YTO XeCT Ha4ancs 1 3aKoH4YmUncs. Matepunan no-
Ka3bIBAET, HTO CyL|ECTBYIOT pa3Hble BapMaHTbl MOATOTOBKM—-Maxa—peTpaKLmm.

B «linpke» Haxoamm cnydaw, Koraa ecTb fBHOE ABWMXKeHMe pyK (noa-
rOTOBKa) 0H6OMX Y4aCTHWKOB KOMMYHMKALMK B CTOPOHY 0OBATUA (PyKM OT-
KPbITbl, KaK Kpbinbs; PYKW BbITAHYTbI Brnepen v Ap.); COBCTBEHHO 0ObBATUIO
NpeflecTBYeT Kakoe-TO ApYyroe ABVIKEeHWe, Hampumep, YHacTHWKU gepxaT-
Cs1 33 PyKW, @ NMOTOM O4eHb ObICTPO OOHMMAIOTCS; B Kagpe BUAMM YHaCTHUKOB
ke 0OHMMaILLMMUCS, AOBONbHO f0ro (10,080 ceK.); NoAroToBKa COCTOUT 13
ABVDXKEHWS PYK, Mepexofsllero, KaK KaxeTcs, B 06bsTHe, HO He peanv30oBaH-
HOro, a TPaHCHOPMUPYIOLLErOCs B APYrOe ABMKEHME (YXO 13 Kaapa), NO3XKe BCe
e peanu30BaHHOro Kak 06bsATME U3 NONOXKEHNS COXKEHHbIX ONPeAeneHHbIM
00pa3oM pyK; eCTb CUTYaTNBHAs KOHCTPYKLMS C TPEMS yHacTHUKaMU 00baTUS
(Puc. 3), korga o6bsTre peann3yeTcs, Kak TONbKO BCE TP Y4aCTHIKA OKa3blBaKOTCS
B KPYre; pyKa (M1 pyKu) NeXUT Ha nnede Apyroro y4acTHYKa, @ NOTOM KTO-11bo 3a-
KNto4aeTcs B 06bATUS.

1 Takyto Moaenb 06BbATHS C MHOTOYUCIEHHbBIMU YYaCTHUKAMM HaXxO4MM elle TONbKO B uibMe
«HOKHYTblIEY.
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Puc. 3. Kagp u3 punbma «Lupk» (pex. I AnekcaHgpos, 1936),
rae o6bsATME peanu3yeTcs TpeMs y4aCTHUKAMM OfHOBPEMEHHO

Fig. 3. Still from Circus (Grigori Aleksandrov, 1936) with the three participants
in the embrace

®unbMbl 1960-Xx AEMOHCTPUPYIOT Takue BapuaHTbl PacCMaTpUBaeMOro xe-
CTa: 06BATUIO NPeALIEeCTBYET KaKoe-TO [ABWKEHWE PYK, HAaNpaBNeHHoe Ha ofexay
APYroro y4acTHVIKa, NOTOM NPOUCXoanT obbsaTHe (PUc. 4); 0fMH U3 y4aCcTHMKOB 06-
HUMAET, a APYroi HaXoAMTCs Y HEro Ha rpyav (Hanpumep, NNaYyeT), Npy 3TOM Kaap
npepbiBaeTcs ApyrnM Kagpom, a NoTOM BO3BPALLAETCS K OBHUMAOLLMMCS (AnnTenb-
HOCTb 12,733 ceK.); 06bsATNE HAYMHAETCS C3aAM: YHaCTHMK NogberaeT nam nogxoanT
K APYroMy y4acTHUKY, NOTOM NPOUCXOAMT 06bATUE (Takol BUA 0BBATUN, K CNOBY,
Habntopaetcs B hunbmax 1960-x 1 1990-x, HO He B unbMe 1936 rofa); yHacTHUKN
CONMKAIOTCA, OCYLLECTBASETCS KaKOe-TO ABVIKEHME (AepaTcs 3a pyKu; pyKu Ha nine-
Jax; nouenyi), a nocne oagnH obHMMaeT apyroro (MMbo Bce — Apyr Apyra).
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Puc. 4. Kapp u3 ¢unbma «bpunnmaHToBas pyka» (pex. /1. Faingai, 1968),
rfe NoAroToBKOM XecCTa «06bsATUE» MOXKHO CYUTATb KacaHWe ogexabl®

Fig. 4. Still from The Diamond Arm (Leonid Gaidai, 1968), where touching the clothes
can be considered a preparation for the embrace

B dunbmax 1990-x 06bATME HAYMHAETCS NPU NPUBAVKEHUW YHACTHU-
KOB APYT K ApYry, Npv 3TOM, KaK B hunbMe «LInpK», y4aCTHUKM MOTYT CUAETS,
CTOSTb, MO0 TO U [ApYroe NonepemeHHo; XecT GopMUPYeTCs C «3axBaTa»
y4aCTHWKa, Kafp NpepbLIBaeTcs ApPYrvMK KagpaMu, HO OCTaHaBNMBAETCS Ha
06BATUN; €CTb MPOTUBOPEUNBBINA Cydait B «HOKHYTbIX», KOrAa 3puTens yBe-
PEH, 4TO repost OOHUMYT (PYKM pacnpoCTepTbl HABCTPEYY APYroMy yHacTHU-
Ky), HO cOAMKeHUs He npoucxoauT (Puc. 5), T.e. ABMKEHWE He peann3yeTcs;
MMeOTCS Clydan, Korfa OfnH YHacTHUK OBHUMAET ApYroro c3aaum, NoaxoauT
CO CMWHbI 1 Cpa3y OOHUMAET.

B YIcTouHmKk n3obpaxerus / See the image source: https://vk.cc/cwjUyL (16.11.2023).
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Puc. 5. Kagp u3 punbma «HokHyTble» (pex. A. CypukoBa, 1991),
FAE XeCT «06bsATME» HE peanunsyeTcs, HO ecTb ha3a NoAroToBKU™

Fig. 5. Still from Crazies (Alla Surikova, 1991), where the embrace is not realized,
but the preparation phase is in place

3aBepuieHneM ecTa «00bATME» MOXKHO CYUTaTb MOMEHT, KOTAa Y4aCTHU-
KN BBIXOAST M3 COMPUKOCHOBEHMS. HacTo 3TO NPOMCXOAMT «0D0IAHO»: NOAY
pa3MbIKalT PyKW, OTOABMIaOTCS Apyr OT Apyra (Pvc. 6), HO MHOrAa OWH 13
YY4aCTHUKOB MpeKpallaeT ecT, OTOABMIaeTcs OT APYyroro, OTTanKUBaeT ero
nnu paxe yberaet. Tak peanusyetcs dasa peTpakumy, KoTopas 3HameHyeT
KOHeLl, OKOHYaHwe )ecTa. B «Linpke» peTpaKkuums xecTa 4acTo KaXKeTCs NMOHST-
HOW ¥ XOPOLO NpeacKasyeMol, 0HaKo He 3anevaTNeHHol B Kagpe, Tak ecTb 2
cnyyas 13 10, Korga Mbl He BUAVIM, YeM 3aBepllaeTcs xecT. Haxoamm 2 cnyyas
B «4OKHYTbIX», Fe peTpaKLys )ecTa He Noka3aHa. B uenom B dunbMax 3aBep-
LWeHMe ecTa NpoCMaTprBaETCs.

“YicTouHmK n306paxeHms / See the image source: https://vk.cc/cwjUBD (16.11 2023).
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Puc. 6. Kagp u3 ¢unbma «Korga gepeBbs 66111 601bwnMn»
(pex. /1. KynugyxaHoB, 1961), rae peannsyetcsa da3a peTpaKLum xecTa «06baTue»®

Fig. 6. Still from When the Trees Were Tall (Lev Kulidzhanov, 1961), the retraction phase

Takvm 0bpa3oMm, BO-MepBbIx, HeCT «obbsATMe» 0bnafaeT BCeMW Tpems
(basamu, ONMUCAHHBIMU B OTHOLUEHUM PYTUNX XKECTOB, KOTOPbIE HE OTHOCATCS K
XecTaM B3aVMHOrO KacaHus. [T04rOTOBKOM XecTa SBNSETCS B OCHOBHOM [iBMXKe-
H1e PYK OAHOIO MK BCeX YHaCTHUKOB, a peTpaKLMen — nocnefHee ofHOBpe-
MEeHHOE VNN OAVMHOYHOE ABWIKEHME KAaCaHUsi OQHOMO UK OBOMX Y4aCTHYMKOB,
KOrfla MPOUCXOAUT «OTAaNneHne» yHacTHUKOB APYr OT fpyra B NPOCTPaHCTBE
(bonblioe nAm MUHUMANbLHOE, T.K. IOAM MOTYT OCTaBaTLCS Ha TOM Xe paccTos-
HUK, YTO 1 BO BPeMs 0OBATUS, HO VX Tea He ConpuKacatoTcs). Max xecTa «06b-
ATve» TpebyeT fanbHellero uccnefoBaHns, T.K. aaxe HebonblWoW MaTepuan
3TOro MCCNefoBaHNs MOKasbiBaeT OYeHb Pa3HOOOPa3sHYlo peanvsaumio nmka
XKeCTa, C HacTbIMU YAEPKAHVSMU BHYTPU (04U «3aCTbIBAOT» B 00BATUN).

Ecnu NpuHATL Takylo METOAONOMMIO ONPEeAeneHns Hadyana Xecta 1 ero
KoHLa, 63 y4eTa coCTaBHbIx a3 WecTa, T.e. B KAKOM-TO C/ly4ae XecT COCTOUT
13 Bcex (has, a B KAKOM-TO TONbKO 13 OfHOM (CM. Hanpumep, Puc. 5), To no anu-

5 VcTouHmK n3obpaxerus / See the image source: https://vk.cc/cwjUDH (16.11 2023).
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TeNbHOCTY 1 MO BPEMEHHbIM Cpe3am (hparMeHTsl PacnpeaensioTcs CAeayoLmm
obpasom (Tabn. 2).

Tabnuua 2 /Table 2

[AnnTenbHOCTb XecTa «06bATMEY B AINU30JaX (bVIJ’IbMOB Pa3HbIX 3N0X

Duration of the embrace in films of different epochs

BpemeHHo O6uee konnye- | MakcumanbHas | CpegHss MuHumanbHas

cpes punbma/ | cTBO ClyyaeB/ | AJINTENbHOCTb | ANUTENBHOCTL | AJINTENbHOCTD

Film era Total number of | (cek.)/ (cek.)/ (cek.)/

episodes Max duration Average duration | Min duration

(sec.) (sec.) (sec.)

1930-e 10 18,800 8,188 2,160

1960-e 10 60,390 12,426 3

1990-e 9 12,160 6,368 4,320

Takum obpa3om, B 1960-x BMaeonpeacTaBneHne xecta 6oi10 anuTeNb-
HbIM, AOXOAAWMM 0 MUHYTHI (60,390 cek.). MMHMManbHas ANMTeNbHOCTb Npea-
cTaBneHa B «Lupke» (2,160 ceK.), 4TO COOTHOCUTCS C Ai@HHbIMUW NCCNeA0BaHNIA O
KnHoscTeTmke 1930-x. CpeHas NPOAO/MKUTENBHOCTL BapbUPYeTCs B Npefenax
6-13 ceKyH/ BO BCex hunbMax, 4To NO3BONSET C HEKOTOPbLIMUW OFPaHNYeHNAMY
(cM. cbaKTOpbI, BAUAOLIME Ha MHTEPNPETALMIO 1 3HAYEHWe KecTa) FOBOPUTL O
AENCTBUTENbHON ANMUTENbHOCTM XKECTa B KU3HN.

3AK/TIOHEHUE

ViccnepoBaHvie TaKTUbHbIX XECTOB 3aTparnsaeT pasHble 0bnactu 3Ha-
HUS, B KXKOOM U3 KOTOPbIX CBOW OKYC BHUMAHVS, CBOM METOMbl U MaTepuan.
B naHHoW paboTe Gbina npeanprHsTa NoMbITKa NOCMOTPETb Ha XKECT «0ObATHIEY.

Bo-nepsblx, BbIOOP MaTepuana SBASETCS HeObblYHbIM ANs McCnefoBa-
Tenelt HesepbanbHOro MOBEAEHMWS. XyAOKeCTBEeHHble DUbMbI, KaK MoKasan
aHanu3 nuTepaTypsbl, He SBNSIOTCS HE30rOBOPOYHBIM OTPAKEHWEM AEWCTBU-
TeNbHOCTW, T.€. NOBEAEHWE aKTEPOB Ha 3KpaHe CNOXHO Ha3BaTb MOMHOCTHIO
TOXAECTBEHHbIM peanbHOMY MOBEeAEeHUIO, B T.4. TakTuibHOMY. OfHAKO Xyao-
KeCTBEeHHble GUAbMbI MOXHO MCMONBb30BaTh B Ka4yecTBe matepuana ans uc-
CNefoBaHNs VIMEHHO XECTOB B3aWMHOIO KacaHus: 1) B Cuay cneumduKy 3Tux
XKECTOB (CM. KOMMYHMKATMBHYIO CUTYaLMIO, TAe OHW Peanu3ytoTcs: ee CNOXKHO
HabnoaaTh WMAM UCKYCCTBEHHO «BOCCO3AaTb» KaKMM-IMOB0 Cnocobom), HO 1
2) B CUNY TOTO, YTO TV XKECTbI ABASAIOTCS O4EHb UAMOCTPATUBHBIMU, UX HENb3S
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NPONYCTUTb, OHU UTPAIOT KNKOYEBYIO POb B MOCTPOEH MM XYAOKECTBEHHOMO CHO-
XeTau ..

Takum obpasom, ofHa 13 rMnoTes NOATBEPAMACK: KeCToBas pernpeseH-
Taums B uNbMax pasHbIx NeprooB BapbPYeTCs B CUAY BHEWHMX U BHYTPeH-
HUX NPUYMH. K BHEWHMM NPUYMHAM OTHOCUM COLMOKYNBTYPHBIA KOHTEKCT, Kii-
HO3CTETUKY, PEKUCCEPCKME YCTAHOBKM (HanpumMep, NO3ULMI0 <MOHTaX-KECT»).
K BHYTPeHHMM MpUYMHAM OTHOCUM aKTepPCKOe MacTepcTBO, TanaHT, Cnocob-
HOCTb MepefaTh eCTeCTBEHHYIO KOMMYHMKaLMIO.

OUABbMbI Pa3HblX 3MOX AEMOHCTPUPYIOT 3PUTENIO Pa3Hyto ANUTENBHOCTb
KecTa «0bbATUS», Tae CambiM [IMHHBIM OKa3blBaeTcst 0bbsTne n3 dunbma
«[Apyr moii, Konbkal» (1961), a camblM KOPOTKMM — U3 KUHOKapTUHbI «LinpKk»
(1936), 4TO MOXHO OOBSACHWUTL 3CTETUHECKMMU YCTaHOBKaMu 1930-x 1 6onbluen
cBoboaon 1960-x.

OfHaKo nof BOMPOCOM OCTAeTCA BO3IMOXHASA 1 MOMHAA SKCTPANONALmMs
OaHHbIX Ha peanm3aumio xecTa «0bbAThe» B AeNCTBUTENBHOCTU. [pyrumu cno-
BaMU, MOXHO /I TOBOPWTH O TOM, 4TO /itoan 1930-Xx 0OHMManuch «bbICTpees, Yem
noamn 1960-x. lymaetcs, Takot 0fHO3HaYHOW KOPPEeNsaLmm HeT.

Kpome Toro, 3Ha4vMbIM pe3ynbTaToM UCCe0BaHNS MOXHO CYUTaTh NOf-
TBEPXKAEHNE rMNoTe3bl 0 ha30BOCTY KECTa B3aVMHOIO KacaH!s «00bsATUEY, KO-
TOpOe COCTOWT M3 MOArOTOBKM, Maxa M peTpaKumun. dasbl ecTa NO3BOASIOT He
TO/IbKO BUIETb €70 Ha4yaso v KOHeLl, HO U MOHUMaTb CTPYKTYPY XKecTa «0bbsaTHEY,
€ro NpUpoAY, POJb BCEX YHACTHUKOB 3TO TaKTUbHOMO NMOBEAEHNS U Tex (haKTo-
POB, KOTOPbIE KOHCTPYMPYIOT €ro 3HayeHve.

Bonpoc 0 ha30BOCTM KECTOB (faxe XOPOLIO M3YHYEeHHbIX XKECTOB PYK) He-
M3MEHHO OCTaeTCst B HeBepbanbHbIX MCCNEA0BAHNAX OAHUM U3 CYLIECTBEHHbIX.
T.K. OH HEMNOCPEACTBEHHO CBA3aH C NMPUMEHEHNEM [IMCKPETHbIX XECTOBbIX eu-
HUL B MOIENMPOBAHUY, HANpUMep, COLMaNbHbIX POBOTOB U B aBTOMATUYECKOM
pacno3HaBaHuK NoBeAeHYECKMX NaTTePHOB B Pa3HbIX CUTYaLMsX ¥ CO3AaHUN
COOTBETCTBYHOLLMX aNrOPUTMOB.

MiccnenoBaHus xecTa «0bbaTUS» ¢ HOPManbHON TOYKKU 3PEHMS MOXHO
NPOLO/MKATb C NPUBEYEHMEM 3HAYMTENBHOMO MacCKBa paboT B 06nacTu couy-
anbHOro NoBefeHMs ¢ 6UONOrUYECKON, HEMPOKOTHUTUBHON U CEHCOMOTOPHOM
TOYeK 3peHus. IHTepec npeacTaBaseT 1 fanbHenwee n3yyeHne apyrmx acnek-
TOB KecCTa «00bsATHE» MO XYAOKECTBEHHbIM (hUNbMaM, Hanpumep: onucaHve
ABVDKEHU I, KOTOPbIE NEPEKPLIBAIOT MW BXOAAT B COCTAB U WAYT NapaniensHo ¢
TeM, 4TO MOXXHO ONPEAENNTb Kak Max KecTa «0bbsaTre.
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Digital Devices in Life
of Modern Preschoolers

Abstract. Today, preschoolers actively use digital devices. Therefore, we in-
vestigated how digital devices potentially affect significant predictors of pre-
schoolers’ social-emotional and cognitive development, executive functions,
and speech. The results obtained revealed that 5-6-year-old children who used
digital devices for less than 1.5 hours per day demonstrated an improvement in
cognitive flexibility level within a year, while 2.5 hours of screen time caused a
decrease in cognitive flexibility. Passive screen time negatively affects children’s
phonemic hearing. Opposite to that, active screen time does not affect it. The
study revealed that 5-6-year-old children who usually played digital games and
watched video content together with their siblings demonstrated more no-
ticeable positive dynamics in inhibitory control than those who did it alone.
Moreover, if it was the parents who determined what digital content would be
available to their children, the latter demonstrated an increment in inhibitory
control compared to the children who made the choice themselves. Junior
school children who used digital devices in a cultural way at preschool age had
higher level of executive functions development than the children who used
the devices only in a natural way. Thus, digital devices are multidimensional
tools and, depending on how they are used, the impact on a child’s develop-
ment may be different.

Keywords: preschool children, digital devices, screen time, active screen time,
passive screen time, executive function, inhibitory control, working memory,
cognitive flexibility, phonemic hearing
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Bepakca A.H., Byxanenkosa [.A., YninHuHa E.A, Kanumynnunn AM., Owen-
koBa E.C., lWaTckas AH., 3uHyerko FO.M. LndpoBbie yCTPOUCTBA B KU3HK
COBPEMEHHbIX I0WKONbHWKOB // Hayka TenesmaeHus. 2024. 20 (1). 171-
215. DOI: https://doi.org/10.30628/1994-9529-2024-20.1-171-215. EDN:
WTQUQI

LindpoBble yCTPOUCTBA B XKN3HY
COBPEeMEHHbIX AOWKONbHMKOB

AHHOTauus. CoBpeMeHHble [OWKOMAbHMKA aKTMBHO MCMOMABb3YIOT UUdPO-
Bble YCTPOWCTBa. B CBA3M C 3TVM Hamu OblM NPOBefeHbl MCCaenoBaHms
TOro, Kak uUMdpoBble YCTPOMCTBA MOTEHUMANbHO BAMSIOT Ha 3HaYMMble
NPeavKTopbl COLMANbHO-3MOLMOHANBHOMO M KOTHUTUBHOMO pas3BuTus A0-
WKOMBHUKOB — PerynsTopHble yHKUMM U pedb. [oka3aHo, 4To y aeTeit
5-6 neT, ncnonbayWwmx UMdpoBbie YCTPONCTBa MeHee 1,5 4acoB B AeHb,
B TeuyeHwe rofa HabNtoganochb MoBbIWEHWE YPOBHS KOMHWUTUBHOW TMOKO-
CTU, B TO BpeMs KaK y AieTell C 3KpaHHbIM BpemeHeM bonee 2,5 4acoB B fieHb
3a rof] NPOU30LWIO CHIDKEHWE KOTHUTUMBHOW MMOKOCTU. MaccMBHOE 3KpaH-
HOe Bpems OTpuLaTeNbHO BAMseT Ha (DOHEeMaTUYecKuit Cayx AOWKONb-
HWMKOB, HO aKTWMBHOE 3KpPaHHOEe BpeMsi Ha Hero He BauseT. Y getelt 5-6
NeT, KoTopble OObIYHO MOMb30BaANUCh UMMPOBLIMU YCTPONCTBAMU BMECTE
C cubnmHramu, 3a rog nponsowno bonee 3Ha4yvMoe pasBUTUE CAEPKMBatO-
LEro KOHTPOS MO CPABHEHMIO C TeMU 1eTbMU, KOTOPbIE AeNanu 3To 0ObIYHO
B OAVHOYKY. Pa3BuTVE CAepPKMBAIOLLErO KOHTPONS 3a rof H6bino 6onee 3Havun-
MbIM Y TEX f1eTel, 3a KOTOPbIX POAUTENN MPUHUMANN PeleHNs O TOM, B KaKue
BUAEOUTPbI UTPaTh M KAKON KOHTEHT CMOTPETb, MO CPAaBHEHMIO C TEMU 1IETbMMU,
KOTOPbIE CaMOCTOSATENbHO NPUHUMANM 3TN pelleHns. Mnaawmne WKoNbHNUKK,
KOTOPbIe B 10WKONbHOM BO3PacTe UCMob30Bany UMpoBbie YCTPOMCTBA Kak
Ky/NbTYpHble CpeacTBa, Umenn Hosnee BbICOKMI YPOBEHb PasBUTUS peryns-
TOPHbIX (DYHKUWI, YeM eTH, KOTOpbIe UCMOMb30BaNuN UMGMPOBLIE YCTPOWCTBA
TONbKO HaTypasnbHbIM CocoboM. TaknM 06pa3oM, LUMbpoBbIe YCTPOCTBa —
3TO MHOTOMEpHbIe CPEACTBA, B 3aBUCUMOCTY OT CNocoba MCMob30BaHUS KO-
TOpPbIX BAWSHME Ha pa3BuTUe pebeHka MOXET ObiTb pa3HbIM.

KntoueBble cnoBa: AOWKOMbHbIN BO3PacT, LndpoBble YyCTPOMCTBA, 3KpaHHOe
BPEeMsi, aKTVBHOE 3KpaHHOE Bpems, MacCBHOE 3KPaHHOE BpeMs, perynstop-
Hble YHKUMK, CAEPKMBAIOWMI KOHTPOMb, paboyas namsTb, KOTHUTKBHAS
rMOKOCTb, DOHEMATUYECKIMIA CNYX
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INTRODUCTION

Excessive screen time raises serious concerns in parents of preschoolers
caused by digital devices’ potential negative effect on children’s development
(Kahn et al.,, 2021, p. 18). The main focus of our study is the potential influence
of digital devices on the development of executive functions and speech in pre-
schoolers, which are the key indicators of the level of children’s higher mental
functions (Vygotsky, 1984, p. 44; Korneev et al., 2022; Oshchepkova & Shatskaya,
2023, p. 264). In order to explore how the use of digital devices is related to chil-
dren’s development, the following aspects of digital leisure were taken into
consideration: screen time, mode of digital device use, and the participation of
parents and siblings in children’s digital experience. Screen time was included
into this list because a number of studies revealed its inverse correlation with
the development of voluntariness in preschoolers (Linebarger et al., 2014, p. 26;
McNeill et al., 2019, p. 29; Corkin et al., 2021, p. 8; Nichols, 2022, p. 30). However,
passive and active screen time should be studied separately, since the time spent
using the gadgets interactively can be qualitatively different from the time spent
watching video content (McNeill et al., 2021, p. 28). For instance, gadgets allow a
child to participate in various activities such as educational applications, multi-
player games, etc. (Soldatova & Voiskounsky, 2021, p. 36; Kalabina & Progackaya,
2021, p. 19; Bergmann et al., 2022, p. 4; Kurilenko et al., 2022, p.185; Belolutskaya
etal,, 2023, p. 37), which, in contrast to passive TV watching, can actually promote
executive function development (Bukhalenkova et al., 2021, p. 7). We also aimed
to explore the ways of using digital devices, as child development may be influ-
enced not only by screen time per se, but also by what that screen time is filled
with (Linebarger et al., 2014, p. 26; Kostyrka-Allchorne et al., 2017, p. 25; Komaro-
va, 2022, p. 22). Following the cultural-historical approach, we distinguished two
modes of digital device use: a cultural and a natural one, in other words, as a
psychological means or purely for entertainment (Vygotsky, 1984, p. 44). The in-
volvement of primary caregivers or siblings in preschooler’s digital experience is
also an important factor to study, because shared use of digital devices implies
in-person communication (for example, discussing the game with the adult or
another child) and learning from the others (for example, to discover new fea-
tures of the gadget and to increase digital proficiency) (Belova & Shumakova,
2022, p. 44). We assume that it can potentially contribute to children’s develop-
ment (Denisenkova & Taruntaev, 2022, p. 9; Klopotova & Smirnova, 2022, p. 21;
Karabanova, 2022, p. 20).

By digital devices we understand all devices featuring a screen and Internet
access, suchasaTV, asmartphone, a PC, ora tablet. Screen time is the time spent
using digital devices. Screen time can be divided into active and passive one. The
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former implies interaction with digital devices, while the latter means watching
video content with no interaction with the device. We use the term gadget when
asmartphone, a tablet, ora PCis compared to a TV set that is intrinsically related
to passive consumption of video content. The term content indicates the video
content of mobile applications, websites, and video games.

SCREEN TIME AND DEVELOPMENT
OF EXECUTIVE FUNCTIONS IN PRESCHOOLERS

Preschool age is a period of active formation of executive (Vygotsky, 1984,
p. 44). This development predetermines life achievements, health, and life qual-
ity in adulthood (Willoughby et al., 2012, p. 47; Diamond, 2013, p. 10; Gibb et al,,
2021, p. 16; Fomina et al., 2022, p. 111). From the cultural-historical perspective,
self-regulation is the key indicator of acquiring higher mental functions, that is,
mastery of cultural means, including digital ones. Apparently, such a strong po-
tential of self-regulation for predicting future academic performance and sociali-
zation is the result of the fact that it reflects the system of higher mental functions
as awhole (Best & Miller, 2010, p. 5; Willoughby et al., 2012, p. 47; Diamond, 2013,
p. 10). Therefore, self-regulation can be considered the mostimportant formation
of the preschool age (Almazova et al., 2016, p. 2). The development of executive
functions at preschool age is sensitive to systematic environmental influences
(Vygotsky, 1984, p. 44), and screen time is one of such agents of influence (Jusiené
etal., 2020, p. 17). This is why our research was aimed at examining the relation-
ship between the rate of executive function development and screen time.

The study included 495 children (52% of them were boys) from Kazan, Mos-
cow, and the Republic of Sakha (Yakutia) who turned 5-6 years old at the baseline.

Executive function development level was assessed by the following NEP-
SY-Il (Korkman et al., 2007, p. 24) subtests: Sentences Repetition for auditive and
verbal working memory, Memory for Designs for visual working memory, Inhibi-
tion for cognitive inhibitory control, and Statue for behavioral inhibitory control.
Cognitive flexibility was measured via Dimensional Change Card Sort procedure
(Zelazo, 2006, p. 48).

Parents of the study participants filled in an online questionnaire on their
children’s screen time. Based on their answers, two contrasting groups were
formed depending on the time the children spend on average watching cartoons
and videos or playing with gadgets on weekdays and weekends. One group had
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the minimal screen time (1-11 hours per week), while the other had the maximal
time (19.5-70 hours per week) (Veraksa et al., 2023).

The results demonstrated that children with minimal screen time (1-11
hours per week, or up to 1.5 hours per day) demonstrated an increased level
of cognitive flexibility within a year, while the second group (19.5-70 hours per
week, or over 2 hours 45 minutes per day) showed a decrease in flexibility (see
Table 1). Also, children with minimal screen time demonstrated better develop-
ment of inhibitory control within a year compared to children with maximal
screen time (see Table 1).

Table 1
Differences in the executive function development rate within a year between groups
of children with minimal and maximal screen time

1to 11 hours per week | 19.5 to 70 hours per U-Mann-
week Whitney test,
M SD M sD p-value
Inhibition development 1.63 3.25 0.95 3.37 4722.000,
rate (Inhibition subtest, 0.045
combined score)
Cognitive flexibility 0.16 3.41 -0.81 3.25 5462.000,
development rate 0.013
(Dimensional Change Card
Sort, total score)

It is highly probable that children who spend 19.5-70 hours in front of
screens per week, or over 2 hours 45 minutes per day, do not have enough time to
spend on other activities that could promote the development of cognitive flex-
ibility. Contrastingly, children whose weekly screen time does not exceed 1-11
hours, or 1.5 hours daily, can alternate different activities. In this case, both the
variability of activities and their content improves cognitive flexibility. It can also
be assumed that those preschoolers who spend over 2 hours 45 minutes in front
of the screen per day consume mostly video content. Such passive digital leisure,
unlike interactive games, is unable to develop cognitive flexibility or inhibitory
control (Bukhalenkova et al., 2021, p. 7). Certain researches also revealed that ex-
cessive watching of video contentinversely correlates with the executive function
development (Barr et al., 2010; Linebarger et al., 2014, p. 26). It is not uncommon,
either, that children spending a lot of time in front of the screen lack physical
activity, which is absolutely essential for the development of executive functions
in preschoolers (Domingues-Montanari, 2017; Felix et al., 2020). In addition, it is
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likely that children from the group with maximal screen time have less commu-
nication with their parents than their peers who use digital devices less. Exces-
sive screen time and even background TV operation may result in deterioration
of parent-child relationship (Kostyrka-Allchorne et al., 2017, p. 25). Thus, children
spending hours in front of the screen have much less interaction with their fami-
lies, while it is in this interaction where cognitive flexibility and inhibitory control
could be developing (Vygotsky, 1984, p. 44).

It is important to note that there were socio-demographic differences reg-
istered between the groups with minimal and maximal screen time, which could
also explain the spread in the inhibitory control levels (see Table 2). For example,
the mothers whose children spend over 2 hours 45 minutes daily in front of the
screen had significantly lower level of formal education compared to the mothers
of children whose screen time did not exceed 1.5 hours per day. In other words,
the level of mothers’ education is inversely related to their children’s screen time
(Pons et al.,, 2020; Rideout & Robb, 2020, p. 33). This implies that children from
families with low socio-economic level are at higher risk of excessive screen time.
Therefore, it is crucial that parents and educators working with such children pay
special attention to providing them with entertaining and educational options of
non-digital leisure.

Table 2
Differences in the executive function development rate within a year
between groups of children with minimal and maximal screen time
1to 11 hours 19.5 to 70 hours | Pearson Chi-
per week per week Squared test,
p-value
Sex Girls 48.5% 47.9% 0.072, 0.965
Boys 51.5% 52.1%
Maternal Secondary school | 1.6% 7.5% 23.112,0.003
education Lower post- 4.0% 14.3%
secondary
vocational
education
Incomplete higher | 4.0% 6.0%
education
Higher education | 88.0% 69.9%
Academic degree | 2.4% 2.3%
Family income Low 6.4% 14.9% 7.279,0.122
Medium 79.2% 76.1%
High 14.4% 9.0%
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FAMILY INVOLVEMENT IN DIGITAL USE
AND EXECUTIVE FUNCTION DEVELOPMENT IN PRESCHOOLERS

Apart from screen time, the development of executive functions can also be
related to whether children use digital devices alone or together with parents or
siblings. Firstly, parents and other primary caregivers are entitled to choose the
most appropriate video content and games for the child in order to protect them
from undesired content and various online risks. Secondly, parents and other
primary caregivers can help the child to critically reflect on the video content
viewed and discuss their impressions from recent digital leisure. In other words,
the shared use of digital devices is a valid form of live in-person communication
between children and their caregivers which, in turn, contributes to the develop-
ment of executive functions (Vygotsky, 1984, p. 44). Thirdly, since excessive screen
time is a risk factor for the proper development of executive functions, parents
and other primary caregivers can control it (McNeill et al., 2019, p. 29; Corkin et
al., 2021, p. 8).

The association of executive functions with the specifics of the digital de-
vice use together with primary caregivers or other adults is largely understudied.
To explore this connection, we conducted a study of the correlation between
the executive function development rate and the specifics of the shared use of
digital devices together with parents and siblings, involving 342 children aged
510 6 years old (52% of whom were boys). Executive function development rate
was assessed by the following NEPSY-Il subtests (Korkman et al., 2007, p. 24): Sen-
tences Repetition for auditive and verbal working memory, Memory for Designs
for visual working memory, Inhibition for cognitive inhibitory control, and Statue
for behavioral inhibitory control. Cognitive flexibility was measured by Dimen-
sional Change Card Sort method (Zelazo, 2006, p. 48). Parents filled in a question-
naire to provide data on who their children used digital devices with.

Parents were asked who their children typically spend screen time with. An-
swer options included: “alone’, “with parents”, “with siblings”, and “with a friend.”
Children who usually watched video content together with their siblings (n=125)
demonstrated a significant increment in the rate of behavioral inhibitory control,
compared to the examinees who watched videos alone (n=106) (Statue total
score development rate within a year: M=3.57, SD=6.861 1 M=0.73, SD=8.058, re-
spectively; U=5341.000, p=0.011). Children who typically played video games with
their siblings (n=116) also demonstrated the greater increase in inhibitory control
compared to those who played alone (n=116) (Inhibition combined score devel-
opment rate within a year: M=1.87, SD=3.459 n M=0.68, SD=3.491, respectively;
U=5277.500, p=0.018). We often understand shared use of digital devices as the
situation where one child is playing video games on a tablet or other device, and
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the other is just watching, and then they switch roles. This arrangement, indeed,
contributes to the inhibitory control development because a child has to wait for
their turn to play and suppress the desire to grab the gadget from their compan-
ion. When children watch cartoons or other video content together, they have to
come to an agreement on the choice of the content, and respect it. By contrast,
children using digital devices alone are free to select another game or video, or
stop playing/watching a cartoon at any moment. Clearly, such conditions do not
contribute to the development of inhibitory control.

Another question in the questionnaire was about the person who decides
on the choice of video content. According to the results, 65% of children selected
what to watch themselves. Interestingly, the examinees whose parents controlled
their video content choice (n=91) demonstrated a more noticeable increment in
inhibitory control development than those who made their decision without
supervision (n=87) (Inhibition combined score development rate within a year:
M=1.91, SD=3.898 and M=0.77, SD=3.543, respectively; U=3139.500, p=0.017). In
this situation, inhibitory control is evolving, firstly, because parents make sure
to choose age-appropriate content for their children that would promote their
development. Secondly, it is likely that if a parent has chosen specific content
for their child, the child would most probably watch it attentively without getting
distracted by other videos, which may also be beneficial for the development of
inhibitory control. Multiple researches confirmed that, compared to independ-
ent use of digital devices by preschoolers, using them together with parents may
be more efficient in terms of cognitive development (Strouse et al., 2013, p. 37;
Blankson et al., 2015, p. 6; Dore & Zimmermann, 2020, p. 13).

MODE OF DIGITAL DEVICE USE
AND EXECUTIVE FUNCTION DEVELOPMENT
RATE IN SENIOR PRESCHOOL AND PRIMARY SCHOOL AGE

Within a cultural-historical approach, digital devices can be viewed as mul-
tidimensional tools. They can be used in a variety of ways, depending on which
theinfluence of these devices on preschoolers’ emotional and cognitive develop-
ment can vary as well. Lev Viygotsky emphasized that cultural forms of behavior
develop in contradiction to the natural behavior (Vygotsky, 1983, p. 46). Cultural
ways of using objects are not implicit and lie beyond the logic of their natural
properties. Consequently, their mastering implies the participation of an adult
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who could show the child these ways of use—making calls, for example, or us-
ing the gadget’s GPS function. Preschoolers are capable of mastering the natural
ways of using digital devices (such as passive watching of video content) without
adult assistance, but it is impossible to find out the cultural ways of digital de-
vice use independently. In the latter case, digital devices act as a psychological
means for regulating one’s own or others’ behavior. For example, a child can set
a reminder in the Notes app (digital device as a means of memory regulation),
or communicate with the family via messengers (digital device as a communica-
tion means). From the perspective of the cultural-historical approach, all this can
be considered as manifestations of voluntary regulation of one’s own or others’
behavior: the child is consciously using a digital device to control and manage
their behavior, and mastering ones’ external or internal activity with the help of
culturally established means of behavioral organization is one of the key proper-
ties of voluntariness (Vygotsky, 1983, p. 46). On the other hand, in case of natural
use, digital devices are only required for entertainment and for fun—for example,
when a child plays video games or watches cartoons (Veraksa et al., 2021a, p. 41).

In order to test our hypothesis that cultural use of digital devices (as a psy-
chological means) was associated with more significant cognitive function de-
velopment than in the case of natural use (for entertainment and fun), we have
conducted a longitudinal study. Data from four time samples were analyzed: a)
5-6 years old, senior preschool kindergarten group (n = 408), b) 6-7 years old,
preparatory kindergarten group (n =351), c) 7-8 years old, the first grade (n =253),
and d) 9-10 years old, the third grade (n = 101). Executive function development
rate was assessed by NEPSY-II subtests (Korkman et al.,, 2007, p. 24): Sentences
Repetition for auditive and verbal working memory, Memory for Designs for vis-
ual working memory, Inhibition for cognitive inhibitory control, and Statue for
behavioral inhibitory control. Cognitive flexibility was measured by Dimensional
Change Card Sort method (Zelazo, 2006, p. 48). Parents filled in a questionnaire to
provide data on who children used the digital devices with.

A mean-level trend was discovered: children who used digital devices as a
psychological means had better developed self-regulation skills than those who
only used the devices for fun (see Table 3). However, these differences were sig-
nificant only for children aged 6-7 and 9-10, and for auditive and verbal working
memory in 7-8-year-old examinees. At the same time, the multilinear regression
models that included the contribution of not only the mode and frequency of
digital device use, but also of the participants’ individual characteristics (gender,
age, and non-verbal intelligence) revealed statistically significant differences for
inhibitory control only at age 9-10. For example, the inhibitory control skills were
better developed in children who used digital devices as a psychological means.
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In terms of frequency of use, it was revealed that the more often a child used
digital devices, the weaker the executive function components were developed.

Table 3
Descriptive data for executive function development in children from 5 to 10 years
Age Digital device Visual Verbal Inhibition Cognitive
period use mode working working flexibility
memory memory

5-6 Cultural means | 67.2(21.9) 16.9 (6.64) 9.0(0.01) 7.5(3.19)
Entertainment 79.4(20.3) 19.1(5.04) 9.09 (0.29) 7.54(3.14)
Both 72.3(19.9) 18.8 (4.66) 9.18(0.385) 8.29 (2.48)
Cultural T=1.862, T=1.312, U=300, U=328,
means vs. p=0.067 p=0.194 p=0.289 p=0.829
Entertainment

6-7 Cultural means 88.6 (23.8) 22.1(3.99) 11.2(3.58) 9.24 (2.47)
Entertainment 82.9(24.0) 21.2 (4.89) 11.0(3.05) 8.87(2.58)
Both 84.2(21.8) 21.6 (4.60) 10.8(3.09) 9.43(2.53)
Cultural U=2888, T=-0.935, U=3183, U=3190,
means vs. p=0.200 p=0.351 p=0.653 p=0.623
Entertainment

7-8 Cultural means | 113(28.1) 23.0 (4.25) 11.5(2.85) 10.6 (2.96)
Entertainment 106 (31.4) 21.8(3.94) 120(3.11) 11.2 (3.40)
Both 110 (24.7) 23.0(5.83) 12.8(3.03) 8.20(0.84)
Cultural T=-1.407, U=3799, U=3721, U=3935, p
means vs. p=0.161 p=0.047 p=0.174
Entertainment

9-10 Cultural means | 125(19.9) 27.2(5.07) 15.3(2.58) 14.0(3.32)
Entertainment 125(20.0) 25.0(3.86) 13.9(3.28) 133391
Both 130 (25.5) 25.4(4.39) 16.6 (2.19) 16.2(1.92)
Cultural T=0.055, T=-2.13, T=-2.06, T=-0.80,
means vs. p=0.956 p=0.037 p=0.043 p=0.430
Entertainment

To explain the results obtained, let us analyze the nature of the inhibitory
control task from the perspective of the cultural-historical approach. The task
required naming geometric figures inversely: circles were to be called squares,
and squares were to be called circles. Therefore, the child had to suppress the
impulse to name the figure in accordance with the actual material image and
switch to the mental plane, where a specific rule had to be observed. Those who
had a well-developed ability to switch were successful in this task. Children with
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a high level of self-regulation can easily switch between the material and mental
planes (Vygotsky, 1966, p. 45). This ability is supported by various types of chil-
dren’s activities, especially by role-playing games with peers, as well as in the pro-
cess of communication. Role-playing encourages a child to make up certain rules
together with other participants, and regulate their behavior to comply with them
and with the assigned role (Elkonin, 1999, p. 14). In the course of communication,
the child has to train their ability to use cultural signs (speech ones, in this case)
in order to voluntary structure their thinking in response to the interlocutor’s ut-
terances, to express their intentions, and so on. The major part of entertaining
digital content, nevertheless, offers the child to act only in the visual material
plane (Veraksa et al., 2022, p. 43). Moreover, digital activities often imply a lack
two-way communication: it is seldom that a response is required from the child,
which causes the reduced development of the use of speech signs and other is-
sues (Suhana, 2017, p. 38; Sapardi, 2018, p. 35). Thus, children who spend hours
playing video games, attracted by their colorfulness and interactivity, do it at the
cost of role-playing with the peers and live communication with other people.
This may explain the fact that children who spend a lot of time interacting with
digital devices have less developed executive functions.

The distinctions in the executive function development between the chil-
dren using digital devices differently, together with the examinees’ personal
characteristics, were statistically significant only in the oldest of the groups under
study, and only for one component—inhibitory control. This could be explained
by the fact that at earlier age, the number of children capable of cultural use of
digital devices (as a psychological means) is way too small. This mode of digital
device use does not match the age-related goals and interests of younger chil-
dren, while entertaining content seems to be more intrinsic and “natural” for pre-
schoolers and primary school children. Besides, the leading activity of preschool
age is play (Elkonin, 1999, p. 14). Therefore, the majority of preschoolers prefer
play-based entertaining forms of interaction with digital devices, regardless of
their individual level of executive function development.

PASSIVE AND ACTIVE SCREEN TIME AND SPEECH DEVELOPMENT
IN PRESCHOOLERS

Active use of digital devices by preschoolers reduces the amount of live
communication that is necessary for speech development. In this regard, we
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consider it important to explore a potential relationship between the specifics
of digital device use, screen time, and speech development indicators. We have
examined the connection between phonemic hearing of 5-6-year-old children
and their active and passive screen time (Veraksa et al., 2021b, p. 42). As was con-
firmed by multiple research (Van Bon, Van Leeuwe, 2003; Rokhman et al., 2020,
p. 34; Listyarini et al., 2022, p. 27), phonemic hearing plays a crucial role in mas-
tering reading and especially writing skills. Therefore, a better understanding of
how screen time affects the development of phonemic hearing is important in
preparing children for school.

To assess phonemic hearing, we used the Understanding of Similar
Sounding Words technique (Akhutina, 2016, p. 1). Information on average daily
passive and active screen time was collected through an online parent survey.
Atotal of 122 children aged 5-6 years old (55% of them were boys) took partin the
study. The results revealed that passive screen time is negatively correlated with
the children’s ability to recognize phonemes correctly and retain target words
in memory (r=-0.24, p < 0.01). In contrast, time spent on the interactive use of
digital devices does not pose any threats to phonemic hearing development at
preschool age. The study also confirmed that passive and active use of digital de-
vices did not cause any long-term or short-term effects on the dynamics of pho-
nemic hearing development within a year. Therefore, unlike passive screen time,
interactive use of digital devices is not related to short-term or long-term negative
effects on phonemic hearing development in preschoolers. The results obtained
coincide with the findings of other researchers. For example, it was previously
found that TV viewing (passive screen time) at 2.5 years of age is inversely related
to vocabulary level and reading skills at 5 years of age (Pagani et al., 2013, p. 31).

Itis important to note that active screen time can be detrimental to speech
development, if it is excessive and does not involve communication. Parental in-
volvement is crucial to improving children’s speech skills in the process of inter-
action with digital devices (Strouse et al., 2013, p. 37; Dore et al., 2020, p. 12).

CONCLUSIONS

The development of preschoolers’ executive functions requires using digi-
tal devices primarily in a cultural way (as a psychological means), together with
parents and siblings. At preschool age, speech development may be negatively
affected by passive screen time, but not by active screen time. However, it is very
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important to stay within the recommended screen time in order not to jeopardize
the development of both speech and executive functions.

In total, digital devices are simply a tool that allows for a wide variety of
uses and can influence a child’s development differently, depending on how they
are used. Thisiswhy itis essential that parents of preschoolers select the content,
monitor screen time, and pay attention to the discussion of the child’s digital ex-
perience with them, as well as to their digital literacy. Such mindful adult involve-
ment contributes to the reduction of digital risks for children and allow them a
more wholesome and developmental digital experience.

BBEAEHWE

AnuTenbHoe 3KpaHHOe BpeMst AOWKONbHMKOB BbI3bIBAET Y MCCNeno-
BaTenen v poamTenein onaceHus C TOYKM 3peHnst NOTeHUMaNbHOro HeraTyvB-
HOrO BAMSHMA UMMPOBbLIX YCTPOMCTB Ha pa3BuTue aeTeit (Kahn et al., 2021,
p. 18). OCHOBHOM (hOKYC HalMX MCCNe0BaHNA — 3TO NOTEHUMANbHOE BANSIHKE
LUMDPOBBIX YCTPOMCTB Ha Pa3BUTME PErynsTOPHbIX (DYHKUWI, a Takke pedn ao-
WKONBHUKOB, KOTOPbIE ABASIOTCS OCHOBHbIMY MOKa3aTeNsMn pas3BUTUS BbiC-
WX NCUXMYECKNX DYHKLMI AeTelt (BbiroTcKnid, 1984, c. 44; Korneev et al., 2022;
OuwenkoBa, Watckas, 2023, c. 264). [Ang 1U3y4eHWs TOro, Kak MCNonb30BaHue
LUMDPOBBIX YCTPOUCTB CBA3aHO C Pa3BUTMEM [I€TeN, OblIN PACCMOTPEHbLI Clefy-
tolme acneKTbl LMMPOBOro onbiTa feTeil: 3KpaHHOe BpeMs, TN MCMNoAb30Ba-
HUS LMPPOBbIX YCTPOMCTB, yHacTue pogntenei n CMBAMHIoB B LMdPOBOM OMbl-
Te pebeHKa. IKpaHHOe BPeMS CTaNo OfHUM 13 aCNEKTOB A1 U3YyYeHUs, MOTOMY
4TO B psAfle UCCNefoBaHM NOKa3aHo, YTO 3KPaHHOE BpeMst 06paTHO CBA3aHO
C pa3BuTMEM NPOM3BONBHOCTU Y A€TEN AOWKONBHOMO Bo3pacTa (Linebarger et
al., 2014, p. 26; McNeill et al., 2019, p. 29; Corkin et al., 2021, p. 8; Nichols, 2022, p.
30). Mpn 3TOM NacCMBHOE M aKTUBHOE 3KPaHHOE BPeMs CTOUT paccMaTpuBaTh
OTAENbHO, T.K. BpEMS, NPOBeEHHOE MHTEPaKTUBHO Nepef 3KpaHaMm rafpkeTos,
MOXET Ka4yeCTBEHHO OT/IMYaTbCs OT BPEMEHW MaCCMBHOMO CMOTPEHUS BUAEO-
KoHTeHTa (McNeill et al., 2021, p. 28). Tak, Npv NOMOLIM rafpKeToB pebeHOK Mo-
XKET y4aCTBOBaTb B Pa3NnyHbIX BMAaX AesTeNbHOCTH (0bpa3oBaTenbHble Npuo-
XKEHWS, MHOTOMONb30BaTeNbCKMe Urpbl 1 T.M.) (ConaatoBa, BocKyHCKumiA, 2021,
c. 36; Kalabina, Progackaya, 2021, p. 19; Bergmann et al., 2022, p. 4; KypuneHko 1
ap., 2022, ¢.185; benonyukas 1 ap., 2023, ¢. 37), KoTopble, B OTANYME OT NacCcuB-
HOro MPOCMOTPa TeneBM3opa, MOryT CnocobCcTBOBaTb PA3BUTUIO perynsTop-
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HbIX PYHKUNMIA (ByxaneHkosa 1 ap., 2021, . 7). Tun Ucnonb3oBaHUs LMGPOoBbIX
YCTPOWCTB TaKxKe CTan acneKToM Ans U3y4YeHus, T.K. Ha pa3BuTue pebeHKa Mo-
XET BNUSTb He TONbKO 3KPaHHOE BPEMs KaK TaKoBOe, HO 1 TO, YeM 3amoHEHo
3T0 3KkpaHHoe BpeMs (Linebarger et al., 2014, p. 26; Kostyrka-Allchorne et al., 2017,
p. 25; KomapoBa, 2022, . 22). Onunpasch Ha KynbTYPHO-UCTOPUYECKNIA NOAXOA,
Mbl BblleNVNM Ba TUMa UCNONb30BaHMS LMPPOBLIX YCTPONCTB — KYNBTYPHbIM
M HaTypanbHbIM COCOBOM, MHAYe rOBOPS, KaK NCUXONOrMYecKkoe CpeicTBO Nan
cyrybo ans passnedeHus COOTBETCTBEHHO (BbiroTckuid, 1984, c. 44). YyacTue
3HaYVMBbIX B3POCbIX NN CUBAMHTOB B UMPPOBOM OMbITE AOWKOABHMKA — BaX-
HbI aCMeKT ANs U3y4eHus, T.K. BO BpemMs COBMECTHOIO MCMob30BaHus pebe-
HOK BCTYMaeT B uBoe oblleHre (Hanpumep, koraa pebeHoK ¢ B3POCbIM 1K
APYrM pebeHKoM obCyKaaeT Urpy), yInTcs y Apyroro YenoBeka (Hanpumep,
y3HaeT 0 BO3MOXHOCTAX rafKeToB, yunTCs LUMdPOBOIM rpaMmoTHOCTM) (Benosa,
ymakoBa, 2022, c. 44), 4TO NoTeHUManbHO bonee 61aroNpuUATHO AN Pa3BUTUS
(NeHunceHkoBa, TapyHTaes, 2022, c. 9; KnonoToBa, CM1pHOBa, 2022, ¢. 21; Kapa-
6aHoBa, 2022, c. 20).

K noHaTWio «UMdpoBble YCTPOWCTBa» B A@aHHOM TEKCTe OTHeCeHbl BCe
YCTPOWCTBA C 3KPAHOM 1 NOTeHLManbHbIM AOCTYNOM B IHTEpHeT — Tenesnsop,
CMapTQOH, KOMMbIOTEp, NNaHWeT. TEPMUHOM «3IKpaHHOE BpeMsi» 0603HavaeTcs
BpeMmsl, NpoBeAeHHOe Nepes aKkpaHamu LM POBbIX yCTPOICTB. IKpaHHOE BpeMms
YC/IOBHO pa3fensietcs Ha akTMBHOE, NOApa3yMeBatollee B3auMoaeicTeme pe-
6eHKa ¢ UndpoBbIMUN YCTPOMCTBAMM, 1 NACCUBHOE — MPOCMOTP BUEOKOHTEHTA
6e3 KaKnx-nbo AencTBUI pebeHka ¢ UMdPOBbIM YCTPOMCTBOM. CNOBO «raxe-
Thl» UCMOMB3YETCs B TEX CAy4asx, Koraa cMapTdoH, Uav NnaHWeT, Uan KoM-
MNblOTEP NPOTUBOMNOCTABAAIOTCS TENEBU3OPY, KOTOPbIV NOAPA3yMEBAET TONbKO
NacCKBHbIV MPOCMOTP BUAeOMaTEPUanoB. [Ins 0bo3HaueHvs cofep aHns Bu-
aeomaTtepuanos, MOBUbHbBIX MPUNOKEHWI, CAATOB 1 BUAEOUTP UCMOMb3YETCS
NOHSATUE «KOHTEHT».

9KPAHHOE BPEMS 1 PA3BUTHUE PETYIATOPHbIX ®YHKLMN
Yy IETEV OLLKO/IbHOTO BO3PACTA

B 0OWKONBbHOM BO3pACTe NPOVCXOANT akTUBHOE GOpMUPOBaHMe peryns-
TOPHbIX PYHKUMIA (BbIrOTCKMIA, 1984, €. 44). Pa3BuUTUE PErynaTOPHbIX DYHKLNI B
AETCTBE NPeCcKasbiBAET XIU3HEHHbIE OCTVIKEHNS, 3OPOBLE U KaYeCTBO XM3-
Hu Bo B3pocnom BospacTe (Willoughby et al., 2012, p. 47; Diamond, 2013, p. 10;
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Gibb et al., 2021, p. 16; ®oMuHa v ap., 2022, c. 111), B CBA3M C YeM NPOW3BOSb-
HOCTb MOXHO CYMTaTb KOYeBbIM (HOPMUPOBaHVEM [AOLWIKONBHOMO BO3pacTa
(AnmazoBa 1 ap., 2016, C. 2). B KyNbTypHO-UCTOPUYECKOW NEepCneKTnBe Npouns-
BO/ILHOCTb — 3TO K/HOYEBOM NOKa3aTenb OBAALEHNS BbICLIMMUN NCUXUYECKMMU
(DYHKUMSAMU, OBNAAEHNS KyNETYPOI, UMEHHO MO3TOMY perynsTopHble GyHKLMN
ABNSOTCS NPEANKTOPaMM YCNewHOCTW 0bydeHns 1 coumann3aunn aetei (Best,
Miller, 2010, p. 5; Willoughby et al., 2012, p. 47; Diamond, 2013, p. 10). dopmu-
pOBaHWe perynsTopHbIX QYHKUMA B [OWKOABHOM BO3pacTe YyBCTBUTENBHO
K CUCTeMaTUYecKM BO3AENCTBUSAM OKpyxatolleld cpefbl (BbiroTckuia, 1984,
C.44). OaHVM 13 TaKMX BO3AEVCTBUIA MOXKET SIBAATLCS IKpaHHOe Bpems (Jusiené
et al., 2020, p. 17). B cBA3M C 3TUM Mbl MPOBENM UCCNEA0BaHKeE, Lefib KOTOPOro
3aKntoYanach B M3y4eHUM CBA3M TeMna pa3BUTUS PerynsaTopHbIX hyHKUMIA 3a
rof C 3KpaHHbIM BpemMeHeM AeTell.

B wvccnepaoBaHuy MpuHsaAu ydactue 495 netelt (52% ManbymKoB) K3
r. KazaHu, r. Mockasbl, Pecnybnukm Caxa (AKyTus), KOTOpbIM Ha MOMEHT Havana
nccnegoBaHua 6bi10 5-6 ner.

[ns oMarHoCTVKM Pa3BUTUS PEryNsTOPHbIX QYHKUMIA Bbin MCNoNb30BaH
Habop cybTectoB komnnekca NEPSY-II (Korkman et al., 2007, p. 24): «Sentences
Repetition» — ans oueHKM cnyxopeyeBoi pabouei namsTu, «Memory for
Designs» — 3puTenbHoit paboyeit namsaTw, «Inhibition» — KorHUTMBHOTO caep-
XKUBAKOLLEro KOHTpONs, «Statue» — noBefeHYeCKoro cAepKUBatOLEro KOH-
Tpons. [Ans OUEHKU KOTHWTWBHOW MMOKOCTM Oblna MCMoMb30BaHa MEeToAMKa
«Dimensional Change Card Sort» (Zelazo, 2006, p. 48).

PoauTenuv AeTen, NPUHSBLIMX y4acTue B UCCefoBaHm, OTBETUM Ha BO-
NPOC OHMaWH-aHKeTbl 06 KPAHHOM BPEMEHH WX fieTell. Ha 0OCHOBaHUW OTBETOB
poauTeneli 0 TOM, CKOMTbKO MUHYT B CpeHEM B ByAHWIA 1eHb 1 B BbIXOAHOW MX
AETV NPOBOAST 338 NPOCMOTPOM MyLTMOUABMOB 1 BUAEOPONMKOB 1 3@ UIPOW
NpY NMOMOLW TamKeToB, BbiNn COCTaBNEHbI 1B KOHTPACTHbIE rpynbl AeTel:
AETV C MUHUMANbHBIM 3KpaHHbIM BpemeHeM (1-11 4acoB B Heento) U ¢ MaKcu-
ManbHbIM (19,5-70 yacos B Hefiento) (Bepakca v ap., 2023).

Pe3ynbTaThl NMOKa3anu, YTO Y AeTell C MUHMMa bHbIM 3KPaHHBIM Bpeme-
HeM (1-11 YacoB B Hefento, TO eCTb He Honee 1,5 4acoB B ieHb) YPOBEHb KOT-
HUTWBHOW MMOKOCTM 3a rof BbIPOC, a Y AeTel C MaKCMalbHbIM 3KPaHHbIM Bpe-
MeHeM (19,5-70 4acoB B Hefieno, TO eCTb bonee 2 YacoB 45 MUHYT B AeHb) CTan
HWKe (CM. Tabn. 1).Takoke y geTeit C MUHUManbHbIM 3KPaHHbIM BpeMeHeM Oblino
Honee BbIpaXeHHbIM PAa3BUTME CAEPKMBAIOLLENO KOHTPONS 3@ rof No CpaBHe-
HUIO C A€TbMU C MaKCKIMasbHbIM 3KPaHHbIM BpeMeHeM (cM. Tabn. 1).
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Tabnuua 1
Pa3nnums B pasBUTMU PerynsiTopHbIX GyHKLMIA 3a rog MeXay AeTbMU C MUHUMAbHBIM
M MaKCUManbHbIM 3KPaHHbIM BpeMeHeM

1-11 yacoB B Hegento | 19.5-70 yacoB B U-Mann-
Hegento Whitney test,
M D M D p-value
V3mMeHeHVe caepxmBa- 1.63 3.25 0.95 337 4722.000, 0.045
FOLLIero KOHTPOASt 3a FOZ
(«Inhibition», kKOMBUHMPO-
BaHHbI 6ann)
VI3mMeHeHVe KOrHUTNB- 0.16 3.41 -0.81 3.25 5462.000,0.013
HOW rMbKOCTY 3a 1oz,
(«Dimensional Change
Card Sort», 0bLLNiA 6ann)

MOXHO NpeanonoXKMTL, YTO AETH, MPOBOASLLME Y 3KPAHOB Oonee 2 Ya-
COB 45 MUHYT B €Hb, HEAOCTATOYHO BPEMEHY NMPOBOAST 33 Pa3HOObPa3HbIMU
AKTVMBHOCTSIMM, KOTOpble MO Obl pa3BMBaTb KOTHUTUBHYH MMOKOCTb. B TO
BPEMsi KaK 1€TW, NPOBOAsLIME Y SKPAaHOB He bonee 1,5 4acoB B AieHb, yCneBatoT
4yepenoBaTh B TeYeHMe HS pa3HO0bpa3Hble aKTMBHOCTU, 33 CHET Yero pa3siuBa-
€TCS KOTHUTUBHAS TMOKOCTb. Takke MOXHO NPeanonoXuTh, YTO AOWKONbHUKN
C 3KpaHHbIM BpemeHeM Hbonee 2 4acoB 45 MUHYT B [ieHb HOMbLLIYID YacTb 3TOrO
BPEMEHM CMOTPSAT BUAEOKOHTEHT. MOAOOHbIN NacCUBHBIA UMMPOBOA [OCYT,
B OT/IMYME OT UHTEPAKTUBHbIX BULEOUTP, HE MOXET Pa3BMBaTb KOTHUTUBHYHO
MMOKOCTb U cepXK1BatoWMiA KOHTponb (ByxaneHkosa 1 ap., 2021, ¢. 7). bonee
TOro, B WCCNedOBaHMsX MOKa3aHo, YTO eCcTb obpaTHas Koppensuus Mmexay
BPEMEHEM MPOCMOTPa BUAEOKOHTEHTA W YPOBHEM PA3BUTUS PErynsTOpHbIX
yHKuniA (Barr et al.,, 2010; Linebarger et al., 2014, p. 26). Takxke, Kak Npasuno,
[eTu, NpoBoasuine M30bITOYHOE BPEMS Y 3KpPaHa, MMEKT HefoCTaTo4YHO dhu-
3MYECKON aKTUBHOCTU, KOTOPasi CKMIOYWTENbHO BaXKHa ANs pa3BUTUS pery-
NATOPHbIX PYHKUMI golKonbHUKOB (Domingues-Montanari, 2017; Felix et al.,
2020). TTOMMMO 3TOr0, AT C IKPaHHbIM BpemMeHeM bonee 2 4acoB 1 45 MUHYT
B Ai€Hb, BEPOSATHO, MeHble OOLAtoTCS C POAUTENAMM, YEM AETU C IKPAHHbIM
BpeMeHeM He Honee 1,5 4acoB B fieHb, T.K. U AIUTENbHOE 3KpaHHoe Bpems, 1
paxe hoHoBas paboTa TeneBn3opa yMeHbLIAOT KOIMYECTBO AETCKO-POANTENb-
ckux B3avmopercTemin (K styrka-Allchorne et al., 2017, p. 25). Takum 06pazom, B
ceMbsix, rie AeTY MHOTO BPpeMEH ) NPOBOAST Y IKpaHa, MeHblUe 0bLieHNs Mexay
AEeTbMW ¥ POAUTENAMU, B MPOLLECCe KOTOPOro MO Hbl PAa3BUBATLCS CAEPIKU-
BaOLLIMI KOHTPOMb 1 KOTHUTUBHAs TMBKOCTb (BbIrOTCKMIA, 1984, C. 44).
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Ba)XHO OTMETUTb, YTO CyWIeCTBYIOT CoUManbHo-geMorpadurveckme pas-
AVIYNS MeXAY rPynnoi AeTel C MUHVMMabHbIM U MAaKCUManbHbIM 3KPaHHbIM
BpeMeHeM (cM. Tabn. 2), KOTopble TaKKe MOryT 6biTb MPUYMHOW pasnuymi
B YPOBHE CIEPXMBAIOWIErO KOHTPONS MexXay rpynnamu. Tak, B rpynne aetel
C MaKCMManbHbIM 3KPaHHbIM BPEMEHeM Yy MaTepei 3Hauumo bonee Hus-
Kuii ypoBeHb 06pa3oBaHus, YeM y MaTepeit B rpynne geteit ¢ MUHUManbHbIM
IKpaHHbIM BpEMEHeM, a ypoBeHb 0b6pa3oBaHWs MaTepy 0b6paTHO CBs3aH
C3KpaHHbIM BpemeHeM pebeHka (Pons et al., 2020; Rideout, Robb, 2020, p. 33). 13
3TOro CNefyeT, 4To AeTW 13 CEMEN C HU3KUM COLMaNbHO-3KOHMUYECKUM CTaTy-
coM 6onblIe NOABEPXKEHbI PUCKY M3DBITOYHOMO 3KPAHHOTO BPEMEHH, U, 3HAYWT,
poaMTensM 1 Negaroram Takvx getelt CTouT 0coboe BHUMaHue yaensTb co3aa-
HUIO AN 3TUX IeTEeN MHTepeCHbIX Pa3BMBaOLLMX BApMAHTOB HeUMbpoBOro Ao-
cyra.

Tabnuua 2
Pasnuuus Mexgy AeTbM1 C MUHUMAJIbHbIM M MAaKCUMaJIbHbIM 3KPaHHbIM BPEMEHEM
no nosny, 06pa3oBaHUIO MaTepU, YPOBHIO [,OXOAA CEMbM

1-11 yacoB B 19.5-70 yacoB Pearson Chi-
Hegento B HeZento Squared test,
p-value
Mon [leBouku 48.5% 47.9% 0.072, 0.965
Manbumkm 51.5% 52.1%
ObpazoBaHue Obuee 1.6% 7.5% 23.112,0.003
marepn CpeaHe-crieun- 4.0% 14.3%
anbHoe
HeokoHueHHOoe 4.0% 6.0%
BbicLLee
Beicuee 88.0% 69.9%
YueHas ctenerb | 2.4% 2.3%
YpoBeHb goxoga | Huskum 6.4% 14.9% 7.279,0.122
cembn CpeaHwii 79.2% 76.1%
Bbicoknii 14.4% 9.0%
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YYACTUE Y/IEHOB CEMbM B LIdOPOBOM [JOCYTE PEBEHKA
W PA3BUTUE PEMYNISITOPHbBIX GYHKLINIA
y IETEV OLLKO/IbHOTO BO3PACTA

MOMMMO 3KPaHHOTO BPEMEHMU, Pa3BUTVIE PErynsTOPHbIX (DYHKLMIA MOXET
HbITb CBA3aHO C TEM, MOMb3YyeTCs M PebeHOK LMPPOBbIMU YCTPOUCTBAMI OAVH,
C poOANTeNsIMU UK C CUBAMHTaMKU. Bo-nepBbIX, POANTENN UK ApYrie 3Hauu-
Mbl€ B3POC/bIE MOTYT NPUHMMATh pelleHuns nNo Beibopy Hanbonee NoaxoasiLero
ans pebeHKa BUAEOKOHTEHTA U BUAEOWTD M MOTYT 3aLUUTUTh OT HeXenaTenb-
HOrO KOHTEHTA W Pa3NYHbIX PUCKOB B MHTEpHEeTe. Bo-BTOpPbIX, POAUTENV UK
ApYyrvie 3Ha4nMble B3POC/ble MOTYT MOMOYb PEBEHKY KPUTUHECKN OCMbICIUTD
YBUAEHHbIN BUAEOKOHTEHT, 06CYAUTb C pebeHKOoM ero BnevaTneHus ot und-
pOBOTO flocyra. T.e. COBMECTHOE VCMO/b30BaHMe LndpPOoBbIX YCTPOICTB aeTel
C pOANTENSMU UM APYTVIMU 3HAYUMbBIMU NIObMU SBASIETCS GOPMOI XKMBOMO
00lLIEHNMsl, @ Ka4yecTBeHHOe [eTCKO-POAUTENbCKOE B3aMMOAeNCTBME Cnocob-
CTBYET Pa3BUTUIO PErynaTopHbIX GYHKLMIA (BbIroTCKMI, 1984, c. 44). B-TpeTbux,
poOAWTENV NNK Apyrue 3Ha4ynMble B3POC/ble MOTYT KOHTPONMPOBATb IKPaHHOE
Bpemsi pebeHka, B TO BPeEMs Kak M3bbITOYHOE IKpaHHOoe BpeMs sBnseTcs dak-
TOPOM pUCKa AN Pa3BuTUs perynsTopHblx dyHKUMA (McNeill et al., 2019, p. 29;
Corkin et al., 2021, p. 8).

CBS3b Pa3BUTUS PETYASTOPHbIX DYHKLMI C 0COBEHHOCTIMM COBMECTHOMO
MCNONb30BaHMS LMMPOBLIX YCTPOWCTB AETEMU C APYTMMM 3HAYUMbBIMU NIOAbMM
HefoCTaTOYHO M3yYeHa. [ANs U3y4YeHus 3TON TeMbl HaMu BbI10 NPOBEAEHO UC-
CnefoBaHMe CBA3M MEX/IY TEMNOM Pa3BUTUS PEryasTOPHbIX (DYHKLMIA 33 rog 1
0COHBEHHOCTSIMM COBMECTHOIO MCMOb30BaHNS LMMPOBbIX YCTPOWCTB AETbMY C
poauTensMmn 1 cMbanHramn cydactuem 342 geten (52% manbunkm) 5-6 net. ns
AMarHOCTUKM pa3BUTUSA PerynsTopHbIX yHKUWI b1 MCNONb30BaH Habop cyb-
TectoB komnnekca NEPSY-II (Korkman et al., 2007, p. 24): «Sentences Repetition»
— [Ns OUEHKM cnyxopeyeBoi paboyeld namatu, «<Memory for Designs» — 3pu-
TenbHoM paboyeit namaTu, «Inhibition» — KOFHUTMBHOTO CAEPKMBAIOLLETO KOH-
Tpong, «Statue» — NoBeeHYECKOro CAEPKMBAKOLLErO KOHTPONA. [ oLeHKu
KOTHUTMBHON rMOKOCTW Bbina Mcnonb3oBaHa MeToamka «Dimensional Change
Card Sort» (Zelazo, 2006, p. 48). [1ns U3y4eHUs TOTO, C KeM AeTU MOJb3yTCs
UMdPOBbIMK YCTPOCTBaMU, Obla COCTaBNEHA aHKETa A5 poanTeneil.

PoavTensm 6bin 3aaH BOMPOC O TOM, C KeM f1eTh 00bIYHO MPOBOAST Bpe-
Ms1y SKPaHOB. BblNv NMPeANOXEeHbI BapUaHTbI OTBETA — «OAWHY, <C POAUTENSAMMY,
«C cubnuHramu» (c 6patom/cecTpoit), «c ApyroM unw nogpyroi». Okasanocs,
4TO y A€Tel, KOTOpble OBbIYHO CMOTPST BUIEOKOHTEHT BMECTe C CMOMUHIaMm
(n=125), 3a rog npov3owen 60AbWUI POCT YPOBHS NMOBEAEHYECKOTO CIEPXKMBA-
lOLLLErO KOHTPOIS, YeM y TeX IeTEl, KOTOpbIe fIenatoT 3T0 B 0AnHoYecTBe (n=106)
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(n3meHeHwue obulero banna no cybrecty «Statue» 3a rog: M=3.57, SD=6.861
1 M=0.73, SD=8.058 cooTBeTcTBEHHO; U=5341.000, p=0.011). Y Tex peTei, Ko-
Topble OBbIYHO UrpatoT B BUALOUMPbI C crbnuHramu (n=116), 3a rof BbIPOC
YPOBEHb CAEPXKMBAIOLLETO KOHTPONS CUbHEE, YeM Yy Tex, KTO UrpaeT obbi4HO
B OAMHOYKY (n=116) (M3MeHeHWe KOMOMHMPOBaHHOTO Ganna mno cybrecty
«Inhibition»: M=1.87, SD=3.459 n M=0.68, SD=3.491 cooTBeTCcTBeHHO; U=5277.500,
p=0.018). 4acTO «COBMECTHbIM WCMONb30BAHMEM LIMMDPOBLIX YCTPONCTB» Ha-
3bIBAOT NPOLECC, KOraa oanH pebeHoK NPoCTo HabntoaaeT 3a Tem, YTO ApPYro
pebeHOK fienaeT: HanpuMep, OfuH pebeHoK UrpaeT Ha NaaHWeTe UAKn 4pyrom
YCTPOICTBE, BTOPOV CMOTPUT, 3aT€M OHW MEHSIOTCS POAsSiMU. ITa CUTyauus
AEeNCTBUTENBHO CNOCOBCTBYET Pa3BUTHIO CAEPKUBAIOLIErO KOHTPONS: pebeHoK
[OMKEH X AaTb CBOM 04epeaun NourpaTh, NOAABASATb xenaHue 3abpaTb ragxeTy
Apyroro pebeHKa, a mpu COBMECTHOM MPOCMOTPE MyNbTUABMOB MW BUAEOPO-
NIVKOB [ETSIM HY)XXHO HaX0AMTh 0bLLee peleHne no BbIbopy KOHTeHTa v cnefoBaThb
emy. Ecnn e pebeHok nonb3yeTcs UMb poBbIMU YCTPOUCTBAMU OAMH, OH MOXET
B NtoHOM MOMEHT MOMEHSTb AN NpepBaTb Urpy UK MynsThUNbM, T.e. Takune
YCNOBWS He CMOCOBCTBYIOT Pa3BUTUIO CAEPKMBAIOLLETO KOHTPOAS.

Takke B aHKeTe Obln 3adaH BOMPOC O TOM, KTO MPWHUMaeT pelleHue
0 Bblbope BUAeOKOHTeHTa. CornacHo pesynsraTaM aHKeTUpoBaHus, 65% fe-
Tel 0bblYHO camK, 6e3 y4acTus poauTenen, pewatoT, KaKon BUAEOKOHTEHT
CMOTpeTb. Y AeTeid, 3a KOTOPbIX POAUTENV pelatoT, YTO CMOTPETb Ha IKpaHax
UmdpoBbIX ycTpoicTs (n=91), 3a rog npousowno 6onbliee pasBuTUe caep-
KMBAIOLLEro KOHTPONS, YeM Yy Tex AeTel, KoTopble CaMu AenatoT 3TOT Bbibop
(n=87) (M3MeHeHne KOMBbUHMpPOBaHHOIO banna no cybrecTty «Inhibition»: M=1.91,
SD=3.898 n M=0.77, SD=3.543 cooTBeTCTBeHHO; U=3139.500, p=0.017). Pa3sutue
CAEPXKMBAIOLIETO KOHTPONS MPOUCXOAUT, BO-MEPBbIX, MOTOMY YTO POAUTENN,
BbIOMpatolMe BUACOKOHTEHT ANs CBOMX AeTel, NoabupatoT Noaxoasuinii no
BO3PaCTy ¥ CNOCOOCTBYIOLIMIA Pa3BUTUIO KOHTEHT. BO-BTOpPbIX, CKOpee BCero,
ecnv poauTent BbIbpan, YTo AOWKONbHUK ByaeT CMOTPETb, TO pebeHoK ¢ 60b-
e BEPOSTHOCTbLIO By1eT CMOTPETL 3TOT MaTepuars, He nepexntodas Ha apyrve
BUAEOPOMKM, YTO TOXE MOXKET BbITb NMONE3HO AN Pa3BUTUS CAEPIKMBAIOLLETO
KOHTpOAS. BO MHOTMX MCCNEA0BaHMSX MOKa3aHo, YTO, MO CPaBHEHWIO C CaMo-
CTOATENbHBIM WUCMOMNb30BaHMEM LMMPOBbIX YCTPOUCTB AOWKOAbHMKAMU, CO-
BMECTHOE MCMNONb30BaHWe C poanTensMmn MOXET ObiTb bonee apheKTnBHO C
TOYKM 3PEHMS KOTHUTUBHOTO pa3BuTUs (Strouse et al., 2013, p. 37; Blankson et
al., 2015, p. 6; Dore, Zimmermann, 2020, p. 13).
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TUM UCMOb30BAHNS LIMDPOBbLIX YCTPOWUCTB
N PA3BUTUE PEMYNIITOPHbIX GYHKLUIA

Y JETEV AOLKO/bHOIO

N MIALWEO LUKO/IbHOTO BO3PACTA

B pamKax KynbTypHO-MCTOPUYECKOro noaxoda ULMdbpoBbie yCTPOMCTBa
MOXHO paccMaTpuBaTb KaK MHOrOMepHble cpeacTBa. Lindposble ycTpolicTea
MOryT 6bITb MCMOMABb30BaHbI CaMbiMK pa3HOOOpa3sHbIMK cnocobamu, B 3aBw-
CMMOCTV OT BbIbOpa KOTOPbIX BAMSAHME LMPPOBLIX YCTPOUCTB Ha KOTHUTUB-
HOe ¥ 3MOLMOHaNbHOE pa3BUTME [JOWKONBHUKOB MOXET ObiTb Pa3nMyHbIM.
N.C. BbIrOTCKMIA NofgYepKMBan, YTO pas3BUTUeE KylbTypHbIX DOPM MoBeaeHus
NPOUCXOAUT B MPOTUBOMOCTABAEHNY C MOBEAEHNEM HATypanbHbIM (BbIrOTCKUIA,
1983). KynbTypHble Cnocobbl MCMONb30BaHNS 00BEKTOB He HAXOAATCS B flOrviKe
VX HaTypanbHbIX CBOMCTB W SBNSIOTCA HESBHBIMM, MX OCBOEHWe NpefnonaraeT
ydacTune B3pOCNOro, KOTOPbI NOKaxeT pebeHKy 3TW Cnocobbl MCNONb30BaHMS
(Hanpumep, 3BOHKM MK MCNOMB30BaHWe HaBWraTopa Ha UMbPOBOM YCTPOWi-
cTBe). «HaTypanbHble» Cnocobbl MCMoMb30BaHUA LMPPOBLIX YCTPOUCTB AO-
WKONBHWUKM MOTYT OCBOWTL CaMOCTOATENbHO, 6e3 y4acT1s B3poCnoro (Hanpw-
Mep, MaCCUBHbIN NPOCMOTP BUAEOKOHTEHTA), OAHAKO CAMOCTOSTENbHO BbISIBUTb
KyNbTypHble CBOMCTBA LM POBLIX YCTPONCTB HEBO3MOXHO. B ciyyae «kynbsTyp-
Horo» cnocoba MCnonb3oBaHUA LMGPOBble YCTPOMCTBA BbICTYNAOT B POAK
NCUXONOMMYECKOro CPeACTBa ANs Perynsumm cCOBCTBEHHOMO UM Yy)KOro nose-
aeHus. Hanpumep, pebeHok CTaBUT cebe HanoMuHaHue B NPUNOXeHnU «3ameT-
Kv» (UmdPOBOE YCTPOMCTBO Kak CpefCcTBO perynsumm namaTu) uav obuiaercs
C POACTBEHHMKaMU Yepe3 MecceHKep (UMPPOoBOe YCTPOWCTBO KaK CPeACTBO
KOMMYHVKaLmu). C TOYKN 3peHUs KynbTYPHO-UCTOPUYECKOro noaxofa, nepef
HaMu NposiBAeHWS NPOU3BONLHOM perynsumMm CobCTBEHHOMO UAN YyKOro Mno-
BefeHWs, MOCKONbKY pebeHOK CO3HaTeNbHO BOCMOMb30BANCs Ky/bTypHbIM
CPEACTBOM C Lenbto ynpaBneHus COBCTBEHHbIM MOBefeHVEM, a OBnafeHve
CBOEV BHeWHeN ¥ BHYTPeHHEN AesTenbHOCTBI0 MPU MOMOLLM KyNbTYpHO 3a-
AaHHbIX CPEACTB OpraHM3aLmMy NoBefeHns SBASETCS OCHOBHbIM MPK3HAKOM
Npou3BONbLHOCTM (BbIroTcKuiA, 1983, . 46). C Apyroi CTOPOHbI, B Cly4ae «Ha-
TypanbHOro» UCNOAb30BaHWs UMMPOBbIE YCTPOCTBA NPUMEHSAIOTCS ANs
pa3sfieveHns pagu NonyveHus yaoBONbCTBMS: Hanpumep, pebeHoK wrpaet
B BMAEOUTPbI UK CMOTPUT MynsThunbmel (Veraksa et al., 2021a, p. 41).

[ns nNpoBepku rMnoTesbl 0 TOM, YTO MCMOAb30BaHMe LM(PPOBLIX YCT-
POVICTB KyNBTYPHbIM CMOCOBOM (B Ka4ecTBe NMCUXONOrMYECKX CPefcTB) CBsi3a-
HO ¢ Gonee pasBUTbIMK PErYNATOPHBIMU QYHKUMSMK, YEM NPU HaTypanbHOM
MCNONB30BaHNUM UMPPOBBIX YCTPONCTB (AN5 pa3BneyeHus), bbi1o NpoBeaeHo
NIOHrUTIOAHOE WCCnefoBaHue. B aHann3 Obiny BKAOYEHbI JaHHbIE YeTbipex
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BPEMEHHbIX CPE30B: a) MepBblii cpe3 B Bo3pacTe 5-6 neT B CTapluen rpynne
peTckoro caga (n=408), 6) BTopol B BO3pacTe 6-7 NeT B NMOArOTOBUTENbHOM
rpynne (n=351), B) TpeTuii B 7-8 neT B nepBOM Knacce (n=253), 1 1) 4eTBepThIi
B 9-10 net B TpeTbem knacce (n=101). C uenblo AMarHOCTUKL pa3BuUTUS pery-
NATOPHbIX DYHKUMIA Bbln MCNoNb3oBaH Habop cybTecToB Komnnekca NEPSY-I|
(Korkman et al., 2007, p. 24): «Sentences Repetition» — ans oueHkn cnyxopeye-
BOW paboyelt namsTu, <Memory for Designs» — 3puTensHON paboyein namsTy,
«Inhibition» — KOTHUTWBHOIO CAEPXKMBAIOLLETO KOHTPONS, «Statue» — noBeaeH-
4ECKOro CAePXXMBatoLLEro KOHTPONS. ANg OLUEHKM KOrHUTUBHOM TMBKOCTY Bbina
ncnonb3oBaHa mMetoanka «Dimensional Change Card Sort» (Zelazo, 2006, p. 48).
[nsi M3y4eHus TOro, C Kem AeTH NONb3YTCA LMMPOBbIMU YCTPOMCTBaMK, bbina
MCNONb30BaHa OHNalH-aHKeTa ANs PoANTENeN.

Bbina obHapyeHa TeHAEHUMs Ha YPOBHE CPeHUX 3Ha4YeHWI, CornacHo
KOTOPOW f1EeTU, MCMONb3ytoLiMe LMD POBbIE YCTPOCTBA B Ka4ECTBE NCUXON0ornye-
CKOro CpeacTBa, 0bnafaloT bonee pasBUTLIMY PENYASTOPHbBIMU DYHKLMSMU, YeM
AETY, Mcnonb3ytoline UndpoBbie yCTPOCTBa [AN15 pa3BneKaTenbHbIX Lenen (cm.
Tabn. 3). OgHaKo yKasaHHble pasnuuns CnpaBeanvBbl TONbKO A5 AeTen 6-7 v
9-10 neT, a TaKkke 419 3pUTENbHOM 1 CyXopedeBor paboyer namMaTu y aeTel
B 7-8 neT. lNpw 3TOM NPW NOCTPOEHUN MOAIENEA MHOXKECTBEHHON NNHENHOMN
perpeccun, KoTopble YYUTbIBaNM BKNAL HEe TONbKO TWMa U HacTOTbl MCNOMb30-
BaHWs LMOPOBbIX YCTPOWCTB, HO TakKe U MHAVMBUAYANbHbIE XapaKTePUCTUKM
Y4aCTHUKOB (Mon, BO3pacT, HeBepbanbHbINA MHTENNEKT), CTAaTUCTUYECKM 3HaYM-
Mble Pa3nyms ObiNn HalaeHbl TONBKO AN CAEPKMBAIOLLEr0 KOHTPONS B BO3-
pacTte 9-10 neT. Tak, HaBbIKV CAEPIKMBAIOLLENO KOHTPONS Ny4Lie Pa3BUTbl Y TeX
AEeTel, KTO MCnonb3yeT UndpoBble yCTPOVCTBA KaK NCKUXON0rMYeCKoe CPeACTBO.
Y70 KacaeTCcs YaCTOTbI MCMONB30BaHUS, TO ObINO MOKa3aHo, 4TO YeM Yalle pebe-
HOK VCNONb3yeT UMGPOBbIE YCTPOWCTBA, TEM, KaK NpaBwo, y Hero cnabee pas-
BUTbI KOMMOHEHTbI PErynaTOPHbIX DYHKLWNA.

Tabnuuya 3
3HayeHus nokasaTenei pasBUTUS PEryNATOPHbLIX YHKLMIA Y aeTeli oT 5 go 10 net
BospacT | Tvn ucnonb- 3putenbHaa | Cnyxopeue- | CaepxuBato- KorHuTtnsHas
30BaHUA pa6ouas Bas paboyas | LU KOHTPOAb | FMGKOCTb
LndpoBbIX namsTb namsaTb
YCTPOMCTB

5-6 KyneTypHbIii 67.2(21.9) 16.9 (6.64) 9.0(0.01) 7.5(3.19)
HaTypanbHelit | 79.4(20.3) 19.1 (5.04) 9.09 (0.29) 7.54 (3.14)
Oba 72.3(19.9) 18.8 (4.66) 9.18(0.385) 8.29 (2.48)
KyneTypHbi vs. | T=1.862, T=1.312, U=300, p=0.289 | U=328,
HaTypansHbll p=0.067 p=0.194 p=0.829
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6-7 KynbeTypHbI 88.6(23.8) 22.1(3.99) 11.2(3.58) 9.24(2.47)
HatypansHein 82.9 (24.0) 21.2 (4.89) 11.0(3.05) 8.87 (2.58)
Ob6a 84.2(21.8) 21.6 (4.60) 10.8 (3.09) 9.43(2.53)
KynbTypHbIli vs. | U=2888, T=-0.935, U=3183, U=3190,
HatypaneHein p=0.200 p=0.351 p=0.653 p=0.623

7-8 KyneTypHbIii 113 (28.1) 23.0 (4.25) 11.5(2.85) 10.6 (2.96)
HaTypaneHblit 106 (31.4) 21.8(3.94) 12.0(3.11) 11.2(3.40)
Oba 110(24.7) 23.0(5.83) 12.8(3.03) 8.20(0.84)
KynbTypHbIivs. | T=-1.407, U=3799, U=3721, U=3935, p
HaTtypansHbiii p=0.161 p=0.047 p=0.174

9-10 KyneTypHbIi 125(19.9) 27.2(5.07) 15.3(2.58) 14.0 (3.32)
HatypansHei 125 (20.0) 25.0 (3.86) 13.9(3.28) 13.3(3.91)
Ob6a 130 (25.5) 25.4(4.39) 16.6 (2.19) 16.2(1.92)
KynbTypHblii vs. | T=0.055, T=-2.13, T=-2.06, p=0.043 | T=-0.80,
HatypaneHeii p=0.956 p=0.037 p=0.430

[ns  OBBACHEHWS MOMAYYEHHbIX PEe3yNbTaToB  MpoaHanMsnpyeMm  xa-
paKTep 3afaHus Ha CAEPKVBAOWMIA KOHTPOSb C TOYKU 3PEHWS KyNbTYp-
HO-MCTOPUYECKOrO Moaxoda. B 3agaHum oT pebeHka TpebyeTcs HasbiBaTb
urypbl Ha06OPOT — KPyrK KBagpaTaMu, a KBafpaTsbl Kpyramu. [1as 3Toro pe-
HeHKy HEOOXOAMMO CAePXKaTb CBOE XefaHue Ha3BaTb (MUrypy B COOTBETCTBUM
C ee peasbHbIM MaTepuanbHbIM M306PAKEHNEM W MEPEKTOYNTLCS B MEH-
TaNbHbIM NnaH, rae ee TpebyeTcs Ha3BaTb COMMAcHO ocobomy mnpasuny. Te,
y KOro Takoe Mnepek/yeHne pas3BuTO XOPOLIO, YCMellHee CrnpaBasioTcs C
3TOV 3apavei. [leTm C pa3BMTOV MPOM3BOMBHOW PEryasuMii CNOCOOHbI C
NErkocTbio MepeKtoyaTbCs U3 MaTepuanbHOro nnaHa B YMCTBEHHbIA U 06-
paTHo (BbiroTckuia, 1966, . 45). [laHHas cnocobHOCTb XOPOLIO pa3BMBaET-
CS1 B Pa3NMYHbIX BUAAX ETCKON AesSTeNbHOCTH, MPENMYLLECTBEHHO B CHOXET-
HO-POMIEBbIX Mrpax CO CBEPCTHWKAMW, a Takke B XOAe KOMMYyHMKauuu. Tak,
B CIOXXETHO-PONEBOW Urpe pebeHOK BbIHYXAeH BbipabaTbiBaTb COBMECTHO C
APYTMMU y4aCTHUKaMW NpaBuna 1 perynmpoBaTh CBOe NOBEAeHWe B COOTBET-
CTBUM C HUMU N BbIOPaHHOM Ponbto (I1bKOHKH, 1999, . 14). B xoae KOMMYHM-
Kauuu pebeHOoK MOCTOSHHO BbIHYXAEH TPEeHMPOBaTb COOCTBEHHOE yMeHwWe
NOMb30BaTbCS KYNbTYPHBIMU 3HaKaMy] (B AaHHOM Clydae peveBbiMU) A5 Npo-
M3BOJIBHOTO CTPYKTYPVPOBAHUS CBOErO MbILUNEHNS B OTBET Ha PEMINKK CO-
becefHMKa, AN COOBLiEHNS CBOMX HaMepeHWid 1 T.4. OfHako bonbluas YacTb
pasBfekaTenbHoOro UMdPOBOro KOHTEHTa npeasiaraeT pebeHKy AelicTBOBaTb
VWb B HarnsaHoM nnaxe (Veraksa et al., 2022, p. 43). Mpu 3ToM B xofe und-
POBOV aKTMBHOCTM Y [eTeli YacTO BO3HMKAeT HEAOCTATOK [BYXCTOPOHHEN
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KOMMYHWKaLMN, OT pebeHka penko TpebyeTcsa Kakon-nubo OTBeT, YTO CKa-
3bIBAETCS HA CHUKEHHOM DPa3BMUTUM MCMONb30BAHUS PEYEBbIX 3HAKOB W T.A.
(Suhana, 2017, p. 38; Sapardi, 2018, p. 35). TakuM 06pa3oMm, AeTH, NPOBOASALLME
MHOIO BPEMEHU B BUAEOMTpax BBUY WX MPUBNEKaTeNbHOCTM 3@ CHET spKo-
CTU VI MHTEPaKTUBHOCTM, MEHbLIE YAENStOT BPEMEHN CIOXKETHO-PONEBOW Urpe
CO CBEPCTHUKAMU, @ Takxe XMBOMY ODLIEHNIO C OKPYXKaoWVMK, ITO MOXeT
0OBSACHATH TO, NOYEMy feTW, NpeanoyuTatoline NpoBOAUTL MHOMO BpeMeHu
B pa3BeKaTenbHOM B3aMMOAENCTBIMM C LMD POBLIMYM YCTPOMCTBaMM, 0bnagatoT
MeHee PasBUTbIMU PerynaTOPHbIMU DYHKLMSMM.

Pasnnuna no pasBUTUIO PETYAATOPHbIX YHKUMA Mexgy AETbMM, mno-
pa3HOMY VCMONb3YOLLMMY LM POBbIE YCTPOWCTBA, NPU yIeTE MHANBMAYANbHbIX
XapaKTepUCTVIK YHaCTHUKOB NOATBEPAWIN CBOK CTAaTUCTUYECKYIO 3HAYMMOCTb
TONBKO B CaMOWi CTapLuelt U3 NCCneayeMblX rpynm v TONbKO Ansi OAHOIO 13 KOM-
NOHEHTOB PEryNaTOPHbIX MYHKLMNA — CAEPKMBAIOLLENO KOHTPOAS. [oNyYeHHble
pe3yneTaThl, BEPOSTHO, OOBACHSAOTCSH TEM, YTO B MAAALIVX BO3PACTax KoAMYe-
CTBO fieTel, UCMoMb3YOWMX LMMPOBbIE YCTPOMCTBA KyNbTYPHBIM CMOCOOOM (Kak
MCYXONOTMYeCKoe CPefCcTBo), ellle CAMIKOM Mano. Takow TWM UCMONb30BaHMS
LM POBBIX yCTPOWCTB elLie He COOTBETCTBYET BO3PACTHbIM 33a4aM U MHTepecam
AeTeli. B TO Bpems Kak pa3sneKaTenbHblil KOHTEHT NPeAcTaBnseTcs kak bonee
XapaKTepHbI AN AeTell JOLWKONBbHOrO BO3PacTa v MePBbIX KNACCOB WKONbI. 3TO
COOTHOCUTCA TaKXKe CTEeM, HTO BeyLLeN AeATeNbHOCTbIO AOWKONBHOMO BO3PacTa
aBnseTcanrpa (3nbKoHMH, 1999, c. 14). MoaToMy nofasnstoLLee 60NbLNHCTBO Ae-
Tel 3TOro BO3pacTa BHE 3aBUCMMOCTU OT MHAWBUAYANbHOTO YPOBHS Pas3BuTHS
perynsaTopHbIX QYHKLMIA NPeanoyvTatoT UrpoBble, pasBneKaTeNibHble GOpMb|
B3aMMOAENCTBMSA C LM(PPOBLIMU YCTPONCTBAMMU.

MACCMBHOE N AKTUBHOE 3KPAHHOE BPEMA
N PEYEBOE PA3BUTUE Y AETEN AOLWKO/IbHOMO BO3PACTA

AKTUBHOE MCMOb30BaHMe UMMPOBLIX YCTPOWCTB AOWKONbHUKAMUK CO-
KpallaeT BPeMs XMBOrO OBLLIEHWS, KOTOPOE HEOOXOAMMO /1S Pa3BUTUS PEYM.
B CBS131 C 3TUM NPEACTaBASETCS BAHbIM U3Y4UTb, CYLIECTBYET NV CBA3b MEX/Y
0COBEHHOCTAMM MCMNOMB30BaHWS LMPPOBLIX YCTPOCTB, 3KPAaHHbBIM BPEMEHEM U
nokasaTensMu peveBoro pa3BuTus. Hamu bbina nlyveHa cBa3b Mexay poHema-
TUYECKUM CTYXOM Y fieTelt 5-6 NET U VX aKTUBHbIM IKPaHHbIM BpeMeHeM 1 nac-
cnBHbiM (Veraksa et al.,, 2021b, p. 42). Kak 66110 HEOAHOKPATHO NMoKkasaHo (Van
Bon, Van Leeuwe, 2003; Rokhman et al., 2020, p. 34; Listyarini et al., 2022, p. 27),
(boHEMATMYECKUI CNyX MrpaeT BoMblUYO PONb B OBNafeHUW pebeHKOM rpaMoT-
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HOCTbO, 0CODEHHO HaBblKaMyu N1cbMa. [103TOMy UCCnefoBaHWe TOro, KaK BAV-
SeT Ha pa3BMTMe POHEMATUHECKOrO Clyxa IKPaHHOe BpeMs, NMpeacTaBnseTcs
BaXHbIM MPU NMOATOTOBKeE fIeTEN K WKOSe.

[ns amarHoCTuKM doHeMaTUYecKoro cnyxa bbina MCnonb3oBaHa Me-
ToamnKa «[MoHMMaHWe 6AN3KMX NO 3ByYaHWO CNoB» (AxyTuHa u ap., 2016, c. 1).
VHdbopmauys O cpegHecyTOYHOM MacCMBHOM M aKTMBHOM 3KpaHHOM Bpe-
MEHW Kaxxaoro pebeHka 6Gbina NofyyeHa B xoAe OHNalH-aHKETMPOBaHUS PoO-
anTeneit. B nccnegoBaHuy NpuHANK ydactve 122 pebeHka (55% Manbynki) B
BO3pacTe 5-6 net. Pe3ynsrarthl NOKa3bliBAKOT, YTO MACCMBHOE 3KpPaHHOE Bpe-
Ms OTpULATENbHO CBSA3aHO CO CMOCOOHOCTbIO pebeHKa MpaBUbHO pacnos-
HaBaTb (DOHEMbl 1 yaep)XunBaTb B NaMaATK Lenesble cnosa (r=—0.24, p<0.01).
B oTAnyme oT 3T0r0, BpeMs, NpoBeAeHHOe pebeHKOM B NMpoLecce NHTepaKTyB-
HOTO MCMONb30BaHMS LMPPOBLIX YCTPOWCTB, He NPeACTaBNSET Yrpo3bl ANs pas-
BUTUS POHEMATMYECKOrO Cyxa B AOWKONBHOM BO3pacTe. iccnefoBaHue Takke
NoKasano, 4To NacCUBHOE 1 aKTUBHOE UCMONb30BaHMe LMdPOBbIX YCTPOMCTB He
OKa3bIBaeT JONTOCPOYHOTO BANSHIS Ha NPOrpecc B pa3BnTum GoHeMaTn4ecKo-
ro cnyxa feteli B TeveHve roga. CnefcTB1EM 3TOMO ABASETCA TO, 4TO MHTEPAKTVB-
HOe MCNOoNb30BaHMe LMPPOBLIX YCTPONCTB He CBA3AHO HU C KPaTKOCPOYHbIM, HI
C AONTOCPOYHbBIM HEraTUBHbLIM BAMSHUEM Ha pa3BUTVE GOHEMATUYECKOTO Cily-
Xa B [OWKOMbHOM BO3pacTe, B OT/IMYMe OT NacCMBHOTO NpebbiBaHMS Yy aKpaHa.
Mony4YeHHbIV pe3ynbTaT cornacyeTcs ¢ pesynbraTamu Apyrux uccnegosatenei.
Tak, HanpuMep, yCTaHOBNEHO, YTO BPEMsi NPOCMOTpa TeneBr3opa (naccMsHoe
3KpaHHoe BpeMs) B 2,5 rofa, 06paTHO CBA3aHO C YPOBHEM CIOBApHOro 3anaca
¥ pa3BMTMEM HaBbIKOB YTeHus B 5 neT (Pagani et al., 2013, p. 31).

Ba)KHO OTMETWTb, YTO W aKTUBHOE IKPaHHOE BpeMst MOXET BbiThb B yLiepO
PEYEBOMY PA3BUTUIO, EC/IN HOPMbI MO IKPAHHOMY BPEMEHW MPEBbILIEHbI, U eCK
3TO aKTUBHOE 3KpaHHOe BPeMs He noapasymeBaeT obuleHus. [ns ynydueHus
PEYEBbIX HABbIKOB AE€TEV B MPOLIECCe MCMONb30BaHUs LMMPOBLIX YCTPOWCTB
BaXKHO y4yacTue poauTeneii (Strouse et al., 2013, p. 37; Dore et al., 2020, p. 12).

3AK/TKOYEHUE

113 pe3ynbTaToB HallMX MCCNEA0BAHMI MOXHO 3aKNOYNTb, YTO ANS Pa3BU-
TUS perynaTopHbiX hyHKUMI AOWKONBHUKOB NPeaAnoYTUTENbHO UCMONb30BaTh
LUMdpPOBbIe YCTPOMCTBA B MEPBYIO O4epeb KYbTYPHbBIM CMOCOOOM (TO €CTb Kak
NCUXONOrMYeCcKoe CPefCcTBO), COBMECTHO C POAUTENIMU 1 CbnuHramu. Ha pas-
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BUTKWE pedn AOWKONbHNKOB MOXET HEraTBHO NOBANATL MaCCMBHOE SKpaHHOe
BpeMs, HO He aKTMBHOE 3KpaHHOe BpeM4. |_|pl/l 3TOM O/14 PA3BUTUA N PETYNATOP-
HbIX (byHKLI,I/IIZ, N pevn BaXXHO He NMpeBblllaTb HOPMbI MO 3KPpaHHOMY BpeMeHN.

/ITaK, uMdpoBble YCTPONCTBA — 3TO NUWb WHCTPYMEHT, KOTOPbLIA A0-
MyCcKaeT camble pa3HOOOpasHble CNOCoObl ero NMPUMEHEHVS U MOXET COBep-
WEHHO MO-pa3HOMY BAVSATH Ha pa3BUTMe pebeHKa B 3aBMCUMMOCTM OT CMoOCo-
60B MCMNONb30BaHUS. [103TOMY BaXKHO, Y4TOObI POAMTENUN [ETEN [OLIKONBHOIO
BO3pacTa OTBETCTBEHHO W BAYMYMBO OTHOCU/NCH K BbIOOPY KOHTEHTA, KOHT-
POJItO 32 IKPaAHHbIM BPEMEHEM, OOCYHAEHNMIO C pebeHKOM ero LhpoBOro onbITa,
00yy4eHwto pebeHka LUnhpoBoli rpaMOTHOCTU. bnarogaps TakoMy 0CO3HaHHOMY
y4acTwvio B3pOCnoro ety OyayT 3alMileHbl OT NOTeHUManbHoro Bpeaa v CMo-
ryT MCMOMb30BaTh UMMPOBbIE YCTPOMCTBA Hanbonee 6AaronpUsTHLIM 1 pa3Bu-
BatoLlMM 0bpasom.
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