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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).

HAYKA TENEBUAEHUA 20 (1), 2024 52 THE ART AND SCIENCE OF TELEVISION


http://nation.cymru/culture/preview-y-swn-the-tale-of-intrigue-and-jeopardy-in-the-battle-for-welsh-language-television/
http://nation.cymru/culture/preview-y-swn-the-tale-of-intrigue-and-jeopardy-in-the-battle-for-welsh-language-television/

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 \, 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
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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).
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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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