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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.

HAYKA TENEBUAEHUA 20 (1), 2024 13 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0002-5820-7333
mailto:%20gtul%40mail.ru%20?subject=

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-
CKWU aHTpoMnonornyeckuii NnpoekT // Hayka Tenesuaerus. 2024. 20 (1).
13-42. DOI: https://doi.org/10.30628/1994-9529-2024-20.1-13-42. EDN:
LPWANB

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.

HAYKA TENEBUAEHUA 20 (1), 2024 23 THE ART AND SCIENCE OF TELEVISION



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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