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ﬂepMOﬂVMHOCTb BbIMyCKa — eXeKBapTa/lbHO.

Mepuroamnyeckunii xypHan «Hayka TeneBngeHns» NOCBALEH aKTyanbHbIM BONPOCaM UCTO-
puUK, TEOPUM ¥ MPAKTVKK UCKYCCTBa Li)poBbIX Meawa.

MybnrKyeT pesynsTaTsl UCCNEA0BaHMIA MO Hay4YHbIM CrielyansHoCTaM «KiHo, Tene- v Apy-
e IKPaHHbIe NCKYCCTBa», «Teopwus U NCTOPUSA KyNbTypbl», «COLMONOTrUS KyNETYPb, JyXOB-
HOW XU13HW». Ba3npyeTcs Ha MaTepranax Hay4Hblx TPYAOB BeAYLWMX y4eHblx focyaap-
CTBEHHOTO MHCTUTYTa MCKYCCTBO3HAHWMS, IHCTUTYTa KMHO v TenesunaeHns (TNTP), paHee
[YMaHUTapHOTO MHCTUTYTa TeNeBUAEeHWA 1 pagnoBselaHng um. MA. JIUToBYMHa, a Takxe
APYTX POCCUICKMX 1 3apyDexHbIX By30B. [pegHasHayeH 4ns nccneposareneit aKpa-
HbIX UCKYCCTB U CMELManvCTOB-NMPaKTUKOB TENEBUAEHNSA, KNHO, PAAVO 1 HOBbIX Mefua.

N3paeTcs ¢ 2004 1.

Mwncens

* MCCNeAoBaThb UCKYCCTBO TENEBUAEHNS B KOHTEKCTE CMEXKHbBIX MCKYCCTB U HayK;
+ aHaNM3MPOBaTh M3MEHEHVS, MPOUCXOAsLIME B ODLLECTBE 1 Ha TENeBUAEHWN;
+ MPOrHO3MPOBaTh PAa3BUTUE MEAVANHIYCTPUM 1 HAY4YHOTO 3HaHUs B 0bnactu

3KPaHHbIX MCKYCCTB U 3KPaHHOW KyNbTYpPbI.

)KypHaﬂ 3aperncTtpmnpoBaH B MMHMCTepCTBe no genam nedvatu, TenesellaHna M MaCCOBbIX KOM-
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HacTosilumm Hay4HbIV XXypHan «<Hayka TeneBuaeHUs» ypegoMaseT ynuTa-
TeNbCKY0 ayauTOPUID, a TaKXKe UHbIX MHTEPECAHTOB O TOM, 4YTO:

OTMEYEHHbIe B lAHHOM MepeyHe N1Lia 1 opraHm3aLm BKIOYEHbI MUHUCTep-
CTBOM tocTunUmMy Poccuiickoli defepaunii B peecTp MHOCTPaHHbIX areHTOB:

» https://minjust.gov.ru/uploaded/files/reestr-inostrannyih-agentov-26072024.
pdf;

AEATeNbHOCTb PUIYPUPYIOLWINX B HACTOSILIEM CMIMCKE MHOCTPAHHbIX U MEX-
AyHaPOHbIX HEMPABUTENLCTBEHHbBIX OPraHn3auunii npusHaHa MuHucTep-
CTBOM tOCTUUMN Poccuiickor @efepauni HexenaTenbHo Ha TeppUTopum
Poccuiickon depepaumu:

» https://minjust.gov.ru/ru/documents/7756/;

OTMEeYeHHbIe B AaHHOM MepeyHe NnLa 1 OpraHusaummn BKIoYeHbl PocduH-
MOHUTOPWHIOM B NepeYeHb TEPPOPUCTOB 1 IKCTPEMMUCTOB:
> https://www.fedsfm.ru/documents/terrorists-catalog-portal-act;

burypvipytolve B creayrolem Cnucke opraHnmsaumm (B Tom 4ymucne nHo-
CTpaHHble 1 MeXayHapoaHble) BKOYEHbl DefepansHol cnywbon besonac-
HoCTW Poccuinckor denepaunn B eanHblii defepansHblii CNMCOK OpraHm-
3aUKi, NPU3HAHHbIX B COOTBETCTBUM C 3aKOHOAATENBbCTBOM POCCUIACKON
depfepauny TeppoPUCTUYECKMMU:

» http://www.fsb.ru/fsb/npd/terror.htm;

MaTepuansl, MHhopMaLKs O KOTOPbIX NPeAcTaBneHa 3ech, SBAAOTCS IKC-
TPEMUCTCKUMU:
» https://minjust.gov.ru/ru/extremist-materials/;

cBefeHns 06 06LecTBEHHbIX OObegNHERVSX U PENUTUNO3HBIX OpraHn3aLusX,
B OTHOLIEHMI KOTOPbIX CYOM NMPUHATO BCTYMNMBLUEE B 3aKOHHYIO CUAY pelue-
HVEe O NIMKBUAALMN UK 3anpeTe AeaTeNbHOCTY MO OCHOBAHMAM, NpeLyCcMo-
TpeHHbIM PefepanbHbiM 3akoHOM 0T 25.07.2002 Ne 114-03 «O npoTusogeit-
CTBUM 3KCTPEMUCTCKOW AeATENBHOCTM», pa3MeLLeHbl Ha calTe:

» https://minjust.gov.ru/ru/documents/7822/,

C egVHbIM peeCTpOM OOMEHHbIX MMEH, yKa3aTeneﬁ CTpaHI/ILL CaI7ITOB B CETU
«/IHTEpHET» 1 CETEBbBIX a1PECOB, MO3BOMAIOWMX MAEHTUDULMPOBATH CaThI
B CeTV «/IHTepHET», cofieprallinx MHHOPMaLMIo, PaclpOCTpaHeHe KOTOPO
B Poccuiickon depepaliyu 3anpelleHo, MOXHO 03HaKOMUTBLCS MO CCbIfKe:
» https://minjust.gov.ru/ru/documents/7822/.
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The Art and Science of Television journal wishes to inform its readership
and other interested parties that:

individuals and organizations listed here are designated as foreign agents
by the Ministry of Justice of the Russian Federation:

» https://minjust.gov.ru/uploaded/files/reestr-inostrannyih-agentov-26072024.
pdf;

the activities of foreign and international non-governmental organizations
listed here have been deemed undesirable within the territory of the Russian
Federation by the Ministry of Justice:

» https://minjust.gov.ru/ru/documents/7756/,

individuals and organizations mentioned in this list are flagged by Rosfin-
monitoring as terrorists and extremists:
» https://www.fedsfm.ru/documents/terrorists-catalog-portal-act;

organizations, including foreign and international entities, listed here, are
identified by the Federal Security Service of the Russian Federation in the uni-
fied federal list of recognized terrorist organizations as per Russian legislation:
» http://www.fsb.ru/fsb/npd/terror.htm;

materials referenced here are classified as extremist:
» https://minjust.gov.ru/ru/extremist-materials/;

information regarding public associations and religious organizations subject
to court-ordered liquidation or activity prohibition under Federal Law No.
114-FZ of 25 July 2002 “On Countering Extremist Activity” can be accessed at:
» https://minjust.gov.ru/ru/documents/7822/;

the unified register containing domain names, site indexes, and network
addresses that identify websites with prohibited content in Russia is avail-
able at:

» https://minjust.gov.ru/ru/documents/7822/.
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Cinema-atlas of the USSR:
Far Away in Asia by Vladimir Erofeev

Abstract. The proposed research paper serves two purposes. Firstly, it intro-
duces the ethno-geographical documentary titled Far Away in Asia (1931)
into scientific discourse. Secondly, it sheds light on the lesser-known theo-
retical works of the classic of Soviet cinema Vladimir Erofeev, who explored
the Soviet/Marxist cinema language. This film is examined in the context
of a comprehensive interdepartmental program of the late 1920s to early
1930s, known as the Cinema-Atlas of the USSR. The program aimed to create
a 150-episode visual almanac about the diverse nationalities and regions of
the Union. Its objective was to construct images in the public consciousness
of a multinational, friendly, and progressively developing socialist nation,
both for domestic and international film distribution. Methodologically,
this article develops the application of the author’s approach to analyze
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films as cinematic texts: using the chosen example, it demonstrates how
the film document can be read as a historical source. The findings highlight
the significance of historical cinema documents as multi-layered evidence
of visual history, offering informative potential for research across a wide
range of humanitarian disciplines. Additionally, the retrospective study
of the complex theoretical and practical developments of the early Soviet
period is deemed relevant for contemporary screen projects, including sci-
entific, cinematic, and television endeavors.

Keywords: cinema theory, cinematography of the 1920s and 1930s, Cinema-
Atlas of the USSR, newsreel, Soviet ideology, Vladimir Erofeev
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KuHoatnac CCCP: «[lanexko B A3nny
Bnagmunpa Epodeesa

AHHOTauums. [peanaraemMoe 1CCNefoBaHme, C O4HOW CTOPOHbI, BBOAUT
B Hay4HbIli 060POT 3THO-reorpadUyecKmnii KNHOLOKYMEHT «[laneko B A3um»
1931 rofga, C ApYyroi, — ManomnsBecTHble TeopeTuyecKkme paboTsl Knac-
CMKa COBETCKOro KnHemaTorpada B.A. EpoteeBa, CBA3aHHbIe C MOUCKamu
B 06/1aCTV COBETCKOTO/MapPKCUCTCKOMO KMHOS3bIKA. PaccMOTpeHwue hunbMa
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NPOBOAWTCSA B KOHTEKCTE NapanienbHon MacliTabHON MEXBEOMCTBEH-
HOW nporpamMmbl pybexa 1920-1930-x no peanusaummn 601bLIOTO rocy-
fapcreeHHoro npoekta «KnHoatnac CCCP», HanpaBneHHOro Ha cosfa-
Hve 150-CepuitHOro B13yanbHOro aflbMaHaxa O HapOAHOCTSX U pernoHax
CTpaHbl U MPM3BAHHOIO KOHCTPYMPOBaTh B 0OWECTBEHHOM CO3HaAHMUM
06pa3bl MHOTOHAUMOHANbHOM, APY)KHOW, NPOrPecCMBHO Pa3BKBaBLLIENCS
npu coumanmamMe CTpaHbl — 418 BHYTPEHHErO 1 3apyOeXHOro KMHOMpo-
KaTa. B MeTogonorMyeckoM nnaHe CtTaTbs Pa3BrBaeT Ha BbIOPaHHOM Npu-
Mepe NpUMEHEHVEe aBTOPCKOIO NOAXOAa K aHanm3y duabMa Kak KUHOTEK-
CTa — B NOPsIAKE AeMOHCTPaLMY ONUMK NPOYTEHMS KMHOAOKYMEHTa Kak
MCTOPMYECKOTO UCTOYHMKA. [lenatoTcs BbIBOAbl 06 MCTOPUYECKMX KMHOAO-
KyMeHTax Kak MHOTOCNI0MHbIX CBUAETENbCTBAX BU3YanbHON UCTOPUM, 0bna-
AatoLWyx MHMOPMaTVIBHBIM NOTEHLMANOM ANS UCCNEA0BAHNS B WIMPOKOM
CMEKTpe ryMaHWTapHbIX AUCLWMANH, @ TaKxke 0 BOCTPeboBaHHOCTH peTpo-
CNEKTUBHOTO M3Yy4eHNs KOMMeKCa TEOPETUKO-NPaKTUYeCKMX pa3paboTok
paHHECOBETCKOro nepuoaa Ans npuMeHeHus npu peanusaumm coBpe-
MEHHbIX 3KPaHHbIX MPOEKTOB, BKOYAs Hay4YHble, KHeMaTorpaduyeckme
1 TeNeBU3VOHHbIE.

KntoueBble cnoBa: Teopus KMHO, KuHematorpad 1920-1930-x, KuHoatnac
CCCP, KMHOXpOHMKa, coBeTcKas naeonorus, Bnaaummp Epocdees

INTRODUCTION

The visual history of modern times, particularly the formation of the USSR,
is depicted in numerous film documents that have yet to be comprehensively
examined in the scientific field. Chronicle tapes possess a distinctive quality that
sets them apart from other historical sources—the ability to reproduce past phe-
nomena in their multidimensionality: sound and visuals, information and events,
images and emotions, and more. It is no coincidence that an increasing number
of humanities scholars across various disciplines have turned to visual archives
in their research (Henley, 2020; Lancy, 2022; Sharapov, 2020). However, working
with such materials requires the application of a suitable critical methodology,
which involves considering them from a cross-disciplinary historical and anthro-
pological perspective encompassing ideology, culture, and science of the corre-
sponding period.

The 1920s and 1930s marked a time of unprecedented creative discoveries
and the emergence of new styles and trends in Soviet cinema. One of the most
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progressive directions during this period was experimenting with the combination
of scientific and artistic methods. This creative exploration, conducted by Soviet
scientists and cinematographers during the Cultural Revolution (1928-1932), laid
the theoretical foundation for the launch of large-scale programs aiming to con-
struct a film chronicle of Sovietization within the diverse and multinational Union
(Golovneva & Golovnev, 2022, p. 164). It was during this time that the unique state
project Cinema-Atlas of the USSR* was conceived—an unparalleled endeavor envi-
sioning the creation and distribution of a 150-part screen almanac showcasing the
peoples and regions of the vast country.

Undoubtedly, this screen atlas project of the early Soviet era encompassed
both scientific-creative and political-ideological aspects. The development of
inner Asian territories has a profound history intertwined with dramatic and heroic
episodes, including the geopolitical rivalry between England and Russia during the
late imperial period. After the political regime change in 1917, the Soviet authori-
ties intensified efforts to comprehensively colonize Central Asia, focusing on the
development of its natural and socio-cultural resources—among other methods,
by building upon pre-revolutionary achievements. This involved constructing
transportation routes linking these territories to the European part of Russia/
USSR, conducting complex scientific research, and establishing interaction with
the autochthonous population. However, during the 1920s and 1930s—the period
relevant to this study—Central Asia, while remaining a crucial geopolitical fron-
tier of the USSR, posed challenges in projecting a “socialist nation” (Tishkov, 1993,
p.3). In addition to taking practical actions in these directions, the Soviet authori-
ties sought visual confirmation of their influence in Asia. Consequently, a series
of Soviet newsreels were produced and distributed in the region during the mid-
1920s and early 1930s. Some notable examples include Soviet Bukhara (Russian:
Cosemckas byxapa, 1920), The Trip of M.I. Kalinin through Central Asia (Russian:
Moesdka M.W. KanuHuHa no CpedHell Asuu, 1925), Through Central Asia and the
North Caucasus (Russian: o CpedHeti Auu u CegepHomy Kaskasy, 1925), Roof of
the World (Russian: Kpeiwa mupa, 1929), Foothills of Death (Russian: lMooHoxue
cmepmu, 1928), Across Samarkand (Russian: llo CamapkaHdy, 1930), Turksib (Rus-
sian: Typkcu6, 1930), On the Border of Asia (Russian: Ha epaHuye Asuu, 1930), The
Dome of Islam, also known as Old Bukhara (Russian: Kynosa ucaama, or Cmapasi
Byxapa, 1931), and others. Among these films, Far Away in Asia (Russian: Janeko
8 Asuu, 1931) stands out due to its meticulous portrayal of local historical materi-
als. The making of this film was entrusted to the renowned Soviet cinematogra-
pher Vladimir Erofeev.

! In different sources, the spelling of the project varies: Cineatlas of the USSR [Kinoatlas SSSR],
Cine-Atlas of the USSR [Kino-Atlas SSSR], etc.
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This study aims to introduce the informative visual-ethnographic narratives
depicted in the aforementioned expedition film to the humanities, considering this
experience as a significant element in the implementation of the state program
for mapping the Sovietized territories on screen. An effective research approach
involves analyzing the film as a cinematic text, which includes storyboarding the
film document and comparing the content of Far Away in Asia with the detailed
excerpts from the developments of the Cinema-atlas of the USSR project, in which
Vladimir Erofeev participated.

1. VLADIMIR EROFEEV’S THEORETICAL DEVELOPMENTS

Vladimir Alekseevich Erofeev (1898-1940) began his cinematographic career
as a film critic. In 1927, he made his debut in film production with the montage
film Beyond the Arctic Circle (Russian: 3a lMosspHeim Kpy2om, co-directed with Vera
Popova-Khanzhonkova). The film was assembled from materials gathered during
the pre-revolutionary expedition (1914) of Fyodor Bremer, who was an employee
of the scientific department at the Khanzhonkov and Co. factory. Shortly after,
Vladimir Erofeev embarked on his first independent film expedition to the Pamirs,
resulting in the film Roof of the World. From the outset of his involvement in film-
making, he consistently advocated for the production and popularization of non-
fiction cinema (Erofeev, 1926e, p. 3) combining his expertise in film studies (theory)
and directing skills (practice). As early as 1926, he published a series of articles
in specialized periodicals, presenting his vision for the development of the new
Soviet documentary film industry.

Vladimir Erofeev rightly emphasized the peculiarities of the film industry
“nationalization,” particularly during the early to mid-1920s. At that time, most
film organizations in the USSR relied on commissioned production films and
social chronicles to finance their budgets. This “self-financing” stage, which
spanned from August 27, 1919, when the Council of People’s Commissars adopted
a Decree on the nationalization of the film industry, to the turn of the 1920s
and 1930s, deserves thorough research attention. On the one hand, it led to
increased quantitative output in film production, driven by competition between
central and regional political and economic institutions eager to document their
achievements. On the other hand, it gave rise to a new qualitative phenome-
non: visual self-representations that captured personal stories related to the
post-revolutionary development of enterprises and professional communities.
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And since the organizational and logistical support for filming was provided by the
customers (trusts, state farms, party regional committees, etc.), they also shaped
the content and tone of the productions. According to Erofeev (1926b, p. 2), dur-
ing this period, hundreds of thousands of meters of diverse material were filmed,
including the production processes of large and small factories, the activities
of individual organizations, and the life of national republics. However, these
films, primarily intended for internal use at corporate and reporting events, often
remained within the organizations themselves and were not released for distribu-
tion or transferred to state archival storage.

In particular, Vladimir Erofeev highlighted the issue of sorting and utilizing

the aforementioned film materials produced by various studios, referring to it as
“cinemining.” He believed that many films could be improved or created simply by
compiling materials shot by different film organizations (Kultkino—Cultural Cin-
ema, Leningradkino—Leningrad Cinema, Proletkino—Proletarian Cinema), and
deemed it quite possible since all the film repositories were under the control of
Sovkino—Soviet Cinema (Erofeev, 1926b, p. 2). Erofeev began his own work with
a similar approach, creating his film debut, Beyond the Arctic Circle, by editing
existing film library materials. It is worth noting that this focus—not on shooting
new footage but rather on compiling an anthology from materials available in
studio collections—formed the main approach during the initial stage of creating

the USSR film atlas.

Erofeev proposed the primary technical and creative guidelines for this
endeavor. From a technical perspective, he emphasized the need to consolidate
all film sources in a central repository (located at Sovkino’s premises), establish
a comprehensive film library, and carefully select the films that best served their
intended purposes. Creatively, he envisioned three types of utilization for the film
library materials: re-editing completed but unreleased films, compiling different
materials on the same subject (potentially with some minor re-shoots), and reno-
vation of pre-revolutionary chronicle films (Erofeev, 1926b, p. 2). These proposals
by Vladimir Erofeev later transformed into the three main stages for the develop-
ment of the Cinema-Atlas of the USSR.

By the second half of the 1920s, the Soviet film industry became more influ-
enced by a single state customer with a vested interest in shaping the image of
a friendly multinational Union through screen technologies. As a result, the leading
film studios and research institutions embarked on a socialist competition, aiming
to outdo each other in terms of the distance and duration of film expeditions to dif-
ferent corners of the Soviet Union. Reflecting on the formation and first successes
of the expeditionary direction in Soviet cinema through Dziga Vertov’s film Stride,
Soviet! (Russian: WWaeat, Cosem!), Vladimir Erofeev at the same time identified
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the main challenges faced during the initial stage (Erofeev, 19264, p. 3). To charac-
terize the rapid development of this phenomenon, he used the term expeditionary
epidemic (Erofeev, 1926d, p. 8). However, in his considerate observation as a film
critic, he noted that only few of the numerous films produced actually made it to
the screens. He identified the creative incompetence of personnel and the lack of
proper technical and organizational preparation for field filming as alarming symp-
toms of this “epidemic.” Erofeev emphasized the need for the film industry to have
culturally knowledgeable and enterprising individuals, as well proper film equip-
ment (Erofeev, 1926d, p. 9). Furthermore, he believed that the thematic limitation
of focusing solely on ethnographic subjects, while neglecting other sciences such
as botany, geology, and zoology, affected the outcomes of film expeditions (Erofeev,
1926d, p. 9). The director considered the detrimental consequences of this expedi-
tionary epidemic on the overall quality of films as the main reason for their lack of
profitability in wide distribution. Nevertheless, he suggested not abandoning the
prospects of expeditionary cinema but rather taking into account the diagnosed
failures to adjust the course of work. He argued that if the artistic and ethnographic
expeditions proved unprofitable (which was yet to be proven), it did not mean that
expeditions in general were futile (Erofeev, 1926d, p. 9).

In Erofeev’s subsequent professional work, film expeditions became the
main focus of his activities. It is the interplay between theoretical hypotheses and
practical testing sets apart the experiments of this future luminary of documentary
filmmaking. One of the most notable examples among his works is the 1931 film
Far Away in Asia.? It was shot in Central Asia, during the first sound film expedition
by a group of documentary filmmakers from the Vostokkino (East Cinema) film
studio led by Vladimir Erofeev.

Coincidentally, around the same time, at the turn of the 1920s and 1930s,
Erofeev became involved in the committee responsible for developing the largest
state project, the Cinema-Atlas of the USSR, which aimed to create a 150-series
screen guide about the peoples and regions of the country for use in educational
and cultural awareness programs. Notably, many of Vladimir Erofeev’s theoreti-
cal developments formed the foundation of programs for creating the extensive
screen atlas and thus deserve special attention. To effectively study these intercon-
nected phenomena, this article explores a thematic reechoing between the frames
from Erofeev’s Central Asian film (in normal font) and excerpts from discussions
on the program for creating the Cinema-Atlas of the USSR, held during meetings
of the Political-Educational Films Group of the Film Section of the State Academy
of Art History (in italics) in 1931 (Soyuzkino, 1931).

2 Erofeev, V.A. (Director). (1931). Daleko v Azii [Far Away in Asia] [Documentary film]. Russian
State Archive of Film and Photo Documents—Film Documents Fund (RGAKFD). Item No. 8034.

HAYKA TEJIEBUAEHUNA 20 (2), 2024 21 THE ART AND SCIENCE OF TELEVISION



2. FAR AWAY IN ASIA AS A CINEMATIC TEXT

Title: 1ST SOUND MOVIE EXPEDITION TO CENTRAL ASIA (1931)

Sequence of scenes: A locomotive appears. The road is running beneath its
wheels. The wheels of the locomotive are rotating. A group of men is seating
on an open railroad platform. A traffic light is visible. The train approaches
the station platform, and people start disembarking from the cars. Bags con-
taining the expedition’s property are unloaded onto the platform.

Scene: A covered car of the East Cinema movie expedition departs from
the station.

Scene: The wheel of the car turns as it travels through the village streets.
Local residents observe its passage.

Title: RIGHT AFTER THE STATION, “ASIAN HIGHWAY” BEGINS

The Russian State Archive of Literature and Art (RGALI) houses the resolution
of the State Academy of Art History film section “Culture Films and the Problem
of Cinema-Atlas.” It begins with general formulations highlighting the significance
of realizing the project on a state scale:

The creation of an economic-geographical Cinema-Atlas of the USSR, provid-
ing an overview of the productive forces, production relations of the Union,
and the construction of socialism in the proletarian state, is an urgent neces-
sity for the entire Soviet public (party, professional, scientific, pedagogical,
etc.). (Soyuzkino, 1931, p. 134; author’s translation)

Title: IN THE OLD UZBEK CITY

Sequence of scenes: The expedition’s vehicle drives along the city streets.
Passers-by stop and observe the expedition’s truck. An old Uzbek reads the
inscription on the van. The cameraman sets up a movie camera in the back,
attracting a crowd of locals.

Scene: The donkey brays (with synchronized sound).

Title: ON A BAZAAR DAY, THE COVERED SECTIONS OF THE MARKET ARE
OVERCROWDED

Sequence of scenes: Masses of people at the market. A wagon moves
through the crowd. The wheel of the wagon is shown.

Title: DEKHANS (PEASANTS) COME FROM THE NEARBY KISHLAKS TO
THE BAZAAR
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Scene: Panorama of the bazaar square.

Sequence of scenes: Two Uzbeks select melons. Close-up shots of the mel-
ons. The Uzbeks taste the melons. Grapes sellers at the counter. Bunches
of grapes.

Title: A CROWD OF DEKHANS CONTINUOUSLY FLOWS BETWEEN ROWS
OF HANDICRAFTERS

Scene: Panorama of the bazaar.

Sequence of scenes: A flatbread seller is inviting customers (with synchro-
nized sound). Close-up shots of the flatbread. Buyers gather near the coun-
ter with the flatbread.

Title: AT THE BAZAAR, ONE CAN SEE THE MONKEY DANCE

Sequence of scenes: An artist beats a tambourine, dances, and mimics
a monkey (with synchronized sound).

Sequence of scenes: The audience watches the bazaar artist’s performance,
with close-ups of their reactions: children, adults, and the elderly (with syn-
chronized sound).

Scene: A musician plays a national instrument.

Sequence of scenes: Stilt walker entertains the audience (with synchronized
sound). Spectators of different genders and ages watch the stilt walker’s
performance.

Title: A LARGE CROWD GATHERS FOR AN ARTISTIC STILT WALKER

=) ;
| -, ﬁm
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Fig. 1. Still from the film Far Away in Asia®

3 See the image source: RGAKFD, item No. 8034.
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The resolution on the Cinema-Atlas continued with provisions outlining the
needs and prospects for the creation of a screen almanac as a multifunctional
film guide:

The Cinema-Atlas should cover all republics and oblasts within the Union,

depicting their fulfillment of the five-year plan. In this form, it will be an essen-

tial tool for familiarizing workers with the facts of the socialist transformation
of the country and will serve as an instrument of propaganda and agitation.

The Cinema-Atlas will also aid in teaching economic geography of the USSR in

polytechnic and higher schools. It will provide rich factual material for scien-

tific purposes and be a document of great political importance for the history
of the Soviet Union. (Soyuzkino, 1931, p. 134; author’s translation)

Title: MULTIPLE UNPLOWED LAND LOTS AWAIT IN MIDDLE ASIA
Sequence of scenes: Land overrun with weeds. Grass. A gopher in the grass.

Sequence of scenes: A tractor pulls a plow, tilling virgin land. The tractor
driver is at the wheel. The plow cuts through layers of earth. The plowed
virgin land is shown.

Title: EVERYTHING WAS GOING FINE, BUT SUDDENLY. ..
Scene: Hordes of locusts swarm across the field.

Title: LOCUSTS THREATEN CROPS

Scene: Swarms of locusts fly over the field.

Title: THERE IS AN OLD REMEDY—TWO HUNDRED BOWS TO THE GROUND,
AND THE LOCUSTS WILL FLY AWAY

Scene: Amullah is seen praying in the mosque (with synchronized sound).

Sequence of scenes: A panorama of the city is shown from above, featuring
the domes of mosques.

Sequence of scenes: Residents head to the mosque.

Sequence of scenes: Uzbeks spread mats and begin praying.

Title: BUT HELP COMES NOT FROM GOD

Scene: An airplane flies.

Scene: An Uzbek riding the camel notices the airplane and looks up into the sky.
Title: PRAYERS DID NOT HELP, BUT POISONS...

Sequence of scenes: Men pass chemicals through a special drum. A man
sifts chemicals through a sieve. Bidons containing chemicals are shown. The
chemicals are loaded into the airplane.
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Sequence of scenes: The pilot sits in the cockpit of the airplane. Aman turns
the propeller of the plane (with synchronized sound). The propeller turns.

Sequence of scenes: The plane taxis to the starting strip (with synchronized
sound). The wheels of the airplane rotate. The airplane takes off.

Sequence of scenes: The plane flies over the fields. The fields are seen under
the wing of the airplane. The plane disperses chemicals over the field.

Title: OVER THE COTTON CROPS

A separate paragraph of the resolution emphasized the necessity of invent-
ing a special methodology for the project. For this purpose, a joint council of rep-
resentatives from institutions (scientific, public, cinematographic, etc.) responsible
for the creation of the Cinema-Atlas was supposed to be established:

Given the complexity and difficulty involved in filming the Cinema-Atlas, as
well as the insufficient development of its construction methodology, it is
crucial to acknowledge the lack of necessary methodological preparatory
work. Without undertaking this essential groundwork, commencing the proj-
ect would be unacceptable. In light of this, the Cinema Section strongly rec-
ommends dedicating the entirety of the initial period in 1931 to meticulously
crafting the Cinema-Atlas plan (comprising 100 to 150 feature-length films),
and thoroughly addressing the development of methodology. Soyuzkino must
promptly establish a scientific-methodological Council for the Cinema-Atlas,
comprising representatives from relevant organizations. (Soyuzkino, 1931,
p. 135; author’s translation)

Title: COTTON BLOSSOMS AND RIPES ON THE FARM FIELDS

Sequence of scenes: Cotton field. Close-up of a cotton flower.

Title: TRUMPETERS ARE CALLING FOR HARVESTING

Sequence of scenes: Trumpeters playing their instruments.

Sequence of scenes: A man sitting under a tree. Close-up of his bare feet.
Title: IN THE FIRST YEAR OF ORGANIZATION IN THE KAUNCHI COLLECTIVE

FARM, THE OLD CUSTOMS WERE STILL STRONG. “MEN’S BUSINESS IS TO
SOW, WOMEN’S BUSINESS IS TO PICK COTTON,” SAYS THE SHARIAH

Sequence of scenes: Women picking cotton. Close-up: women’s hands
removing cotton from boxes, collecting them in an apron. Women pouring
the collected cotton out of their aprons. A child playing on a heap of col-
lected cotton.
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Title: “MEN’S BUSINESS”

Sequence of scenes: Men under the awnings preparing tea. Boiling samovar.
Men pouring tea from the samovar into bowls and drinking from the bowls.
A musician playing a national instrument (with synchronized sound).

Title: LANDOWNERS ALSO SENT OUT TRUMPETERS

Scene: Trumpeters playing their instruments.

Sequence of scenes: Groups of people riding and walking to the square.
Scene: Trumpeter playing his instrument.

Sequence of scenes: Crowds of people on horseback and on foot in the
square.

Title: GATHER AROUND, DEKHANS, GATHER FOR THE FEAST—WATCH THE
ROPE DANCER

Sequence of scenes: Horseback riders standing and watching. A rope walker
on the rope. Spectators of different ages watching the rope walker’s perfor-
mance.

Scene: A puller-in shouting (with synchronized sound).

Sequence of scenes: The rope walker on the rope. Close-up: legs of the rope
walker moving on the rope. Faces of spectators. A drummer beating the
drum. A boy watching the ropewalker’s exercises.

Title: ENTERTAIN THE DECKHANS, ROPE MASTER—LET THE COTTON FALL
ON THE FIELDS!

Comments on the format and plan of the series were addressed by the proj-
ect developers to the specialists of the Sovkino studio—the largest production
and film library in the country, the main site for shooting and editing the Cinema-
Atlas materials:

Each link of the Cinema-Atlas of the USSR must provide accurate and consci-
entious information: 1) about the productive forces of a given district, which
are the foundation of socialist construction; 2) about its socialist construc-
tion; and 3) about a person/the population of a given district, which is one
of the productive forces, including their life, class relations (struggle with
kulakism, etc.), cultural construction, and more. Each link of the C.-A. of the
USSR should connect to the previous and subsequent ones on multiple levels
but should still represent a complete film sketch. (Soyuzkino, 1931, p. 175;
author’s translation)
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Title: ON THE CALL OF THE PARTY TO LIQUIDATE THE OUTBREAK...

Sequence of scenes: A man blowing a whistle for the train departure (with
synchronized sound). Switching the point. A train is moving. The train is at
the station. A car with the inscription “Truth of the East.” A man opens the
window of the car (with synchronized sound). Newspapers being passed out
of the window. Groups of people with flags and banners. Sheets of news-
papers in the air.

Scene: A group of people arriving at the cotton field.

Title: KOMSOMOL MEMBERS CAME FIRST FOR THE SUBBOTNIK

Sequence of scenes: Young people picking cotton in the field. Ayoung man
picking cotton. A girl picking cotton. Placing cotton in sacks.

Sequence of scenes: An orchestra playing.

Title: TO HELP THE MENTEE KOLKHOZ....

Sequence of scenes: A column of people walking on the street (with synchro-
nized sound). Feet of the people.

Title: BORDER GUARDS IN THE BATTLE FOR COTTON INDEPENDENCE
Sequence of scenes: Border guards collecting cotton in sacks. Close-up of
a border guard’s face.

Title: HEAVY ARTILLERY IS COMING FROM THE FARM

Sequence of scenes: Cotton pickers moving on the road. A moving machine.
Wheels of the machine rotating.

Title: SOVIET MACHINES DOUBLED THE SPEED OF HARVESTING

Sequence of scenes: Men operating the cotton picking machine, remov-
ing cotton with hoses. The cotton picking machine moving across the field.
Close-up of the machine’s wheel.

Title: COTTON PICKING BRIGADES WERE ORGANIZED IN COLLECTIVE FARMS
Sequence of scenes: A girl weighing the collected cotton on scales. Close-

up of cotton on the scales. A man weighing the cotton. A hand filling in the
columns of a statement with a pencil. Fingers counting on an abacus.

Title: NURSERIES LIBERATED WOMEN FROM BURDENS IN THE FIELD

Sequence of scenes: Hands washing the baby. Nannies placing children in
cribs. Sleeping girl in a crib. Hands covering the sleeping child.

Sequence of scenes: A woman picking cotton in the field. The child peace-
fully sleeping in a crib.
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Title: CONTRARY TO THE ARCHAIC LAWS OF SHARIAH, MEN WENT OUT INTO
THE FIELD

Sequence of scenes: Men picking cotton, putting it in sacks. Stacking the
sacks on the wagon. A horse pulling a wagon loaded with sacks of cotton.
The wagon moving down the street.

Title: RED WAGONS ARE COMING INTO THE CITY FROM ALL DIRECTIONS

According to the participants of the interdepartmental council, special atten-
tion was to be given to the distribution of films, adopting a subscription model
similar to the subscription for encyclopedias:

The distribution of the Cinema-Atlas can primarily rely on cultural and educa-
tional institutions such as clubs, peasants’ and public culture centers. How-
ever, in addition to the standard distribution, it should be deemed necessary
for interested institutions and organizations to subscribe to the Cinema-Atlas.
(Soyuzkino, 1931, p. 179; author’s translation)

Title: KOLKHOSNIKS WHO HAVE FULFILLED THE PLAN, THE CITY IS GREET-
ING YOU, ALONG WITH THE ENTIRE SOVIET UNION!

Sequence of scenes: Public representatives on the city podium (with syn-
chronized sound). Peasants sitting on wagons, attentively listening to the
speakers (with synchronized sound). A speaker representing the city com-
mittee of the Communist Party of Uzbekistan.

Sequence of scenes: A banner with the inscription on the cloth: “With the
red cotton wagons, we shall accelerate the completion of the five-year plan!”

Scene: The arch over the gates of Andijan Cotton Cleaning Plant No. 3.
Sequence of scenes: A red wagon moving through the plant’s yard. Men car-
rying sacks of cotton.

Sequence of scenes: A woman knitting thread on a machine. Close-up of the
woman’s hands knitting cotton.

Scene: Close-up of cotton.

Scene: Aworking loom.

Title: SHOCK WORKING BRIGADE

Sequence of scenes: A woman working at the loom. Reels moving on the
machine. Fabric being wound on the drum. Pieces of fabric moving along

a conveyor belt. The woman measuring the material. Measured pieces of
fabric moving on the conveyor belt.
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Overlapping shots: Mountains of cotton, pieces of cloth.
Title: THE END

While generally agreeing with the aforementioned provisions of his col-
leagues from the committee of the Cinema-Atlas developers, Vladimir Erofeev
provided significant practical comments during the project discussion, which were
taken into account in the formation of the final concept:

Soyuzkino’s detailed and correct treatment of the Cinema-Atlas issue,
approached from a Marxist perspective, is both encouraging and innovative. ..
Taking a comprehensive approach, the material will quickly become outdated.
Therefore, it is necessary to prioritize screening the moments of struggle rather
than general ones (such as Kuzbass, Dneprostroy, etc.). Two distinct areas or
challenges arising from the Cinema-Atlas discussions should be identified.
1) The creation of a series of cine-films for schools using a comprehensive
method. 2) Issues related to planning film production in general. However, it
is essential to further clarify the question of organizing auditoriums for film
screenings. (Soyuzkino, 1931, p. 132; author’s translation)

Fig. 2. Still from the film Far Away in Asia*

* See the image source: RGAKFD, item No. 8034.
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3. VLADIMIR EROFEEV’S METHOD

Numerous pieces of evidence showcasing Erofeev’s steadfast commitment
to “documentarism” can be found in his statements and publications during the
period under study. Throughout his experimental exploration for a new Marx-
ist film language and the ensuing thematic discussions within the Soviet film
landscape, Vladimir Erofeev emphasized the mission of documentary cinema as
ameans to create an authentic film chronicle of the country’s history. At the same
time, he firmly distinguished documentary film from the genre palette commonly
accepted in film studies, which treats cinema as an art form.

According to Erofeev,

documentary cinema is not a “genre,” direction, or artistic trend (....) Docu-
mentary cinema is a technical innovation in film production, an innova-
tion in relation to fictional and theatrical films that previously dominated
the industry. The technical innovation of documentary cinema allows us
to replace the re-enactment of life events, as performed in fiction films (in
the studio or “on location”), with the recording of authentic reality. (Erofeev,
1931, p. 5; author’s translation)

In Erofeev’s view, the technical innovation of documentary film primarily
resided in the fact that, thanks to the advancements in cinematographic technolo-
gies, the format of documentary film transcended its purely chronological nature,
opening up new dimensions for capturing and conveying reality:

The basis of the technical innovation of documentary film lies in a distinct
technology that sets it apart from other types of film production (narrative
films, animations). This inventiveness, that went up to the line of improving
and facilitating the working conditions of periodical newsreels and scien-
tific films, has completely revolutionized the technical foundations of film
production. (Erofeev, 1931, p. 5; author’s translation)

Forinstance, when analyzing one of Dziga Vertov’s Kino-Pravda (Cine-Truth),
Erofeev drew the following conclusions: he stated that Goskinokalendar [State
Cine-Calendar], made without any circumlocutions, was much more interesting
than Kino-Pravda. He believed this was the germ of an extremely necessary screen
newspaper for the Soviet Republics (Nesterovich, 1986, p. 136).

Furthermore, while analyzing the filming and editing works of his contem-
poraries and drawing from his own initial experiences in filmmaking, Erofeev
was acutely aware that every film, including documentaries, is an author’s con-
struction. He asserted that every caption recording a separate fact is tendentious,
since the very selection of that fact (and not another one) is biased, revealing the
cameraman’s (and the director’s) attitude towards it (Erofeev, 1931, p. 5). With
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this understanding, Erofeev urged his fellow documentary filmmakers to strive
for the utmost possible authenticity in film narration, rather than reducing the
document to staged scenes. He believed the goal should be to not diminish the
document to mere staging, but rather to elevate the technique of capturing this
document and explore new forms of documentary film editing (Prozhiko & Fir-
sova, 1987, p. 176). Erofeev perceived the specificity of documentary film precisely
in its ability to capture and transmit real-life material, which possesses a unique
power of influence over the audience. Speaking of the essence of the chronicle,
he believed it should primarily focus on capturing the phenomena of true real-
ity—not just facts, but the underlying occurrences as well (Deryabin, 1998, p. 30).
As can be seen in the example of Far Away in Asia, Vladimir Erofeev scrupulously
tested his theoretical approaches in practice. It was the chronicle recording of
the life activities of Uzbek communities in audio-visual volume, conducted by
the method of observation in the natural conditions of local urban and rural loca-
tions, that captivated him.

In general, the plan of his Central Asian film expedition was expressed in the
formation of immutable links: preliminary work with published scientific materi-
als, consultations with specialists in ethnography and local history, creation of
a script sketch, and shooting a documentary film using documentary recording
techniques of film and phonographic materials. Taking into account that Far Away
in Asia was the first experimental experience of complex traveling shooting with
synchronous sound recording, a range of mobile equipment units was picked for
the expedition. In particular, according to the recollections of the film crew mem-
bers, the sound equipment designed by engineer Alexander Shorin that they used
successfully withstood the specific requirements:

The Soviet sound equipment must reach state and collective farms, con-
struction sites, get to remote national republics, sometimes thousands of
kilometers away from the technical facilities. Advancement to such areas
is primarily associated with travel over country roads, sands, swamps, etc.
(Erofeev & Zalkind, 1932, p. 43; author’s translation)

The realization of the documentary-chronicle approach to the reflection of
reality in cinema was the main feature of Vladimir Erofeev’s creative style. There-
fore, the methodology consistently used by Erofeev in the creation of documenta-
ries can be characterized as an anthropological newsreel. Cameraman Roman Kar-
men, who worked with him, emphasized the director’s ability to discern a natural
dramain a life event and to capture “reportage scenes” that conveyed the colorful
life of the eastern suburbs of the USSR in a natural way (Vinogradova, 1983, p. 68).
It is these qualities that ensure the educational capacity of Erofeev’s film docu-
ments and are of considerable value for research.
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Fig. 3. Still from the film Far Away in Asia®

Like many films in the Soviet cinema atlas, Far Away in Asia was based on
a universal script template of its time—it illustrated the transition from ancient
traditions (the dark past) to Soviet innovations (the bright future) with local speci-
ficity, which granted the film a visa for wider distribution. Despite the official direc-
tive from party agencies to leverage cinematography’s capabilities for the cultural
revolution, in the 1920s the USSR still actively screened foreign staged films, as
they were comparatively easier to pay back than Soviet “culture films” that were
searching for their own language and format. For this reason, while emphasizing
the need to establish a functional “production-to-distribution” chain for expedi-
tionary and popular science films, Vladimir Erofeev criticized the commercial ori-
entation of film distributors who relied on box office figures. He insisted on aligning
Soviet program slogans with on-screen statements, underscoring the importance
of genuine import substitution on screen by strengthening both the quality of pro-
duction and distribution of Soviet documentaries. Erofeev also considered school
education to be a prime niche for the application of films with ethno-geographical
content, including the Cinema-Atlas films. He believed that in many areas of teach-
ing (e.g., geography, production, physics), cinema is the strongest school aid (Ero-
feev, 1926¢, p. 4). He appealed to the leadership of the People’s Commissariat for
Education to provide schools with film projection units and develop a program
for the production of educational films, urging film organizations to undertake
the implementation of this formulated program. To implement this direction, the
director articulated program provisions that later became the basis for the concept
of afilm atlas and its use of screen atlas series for educational purposes. Notably,

° See the image source: RGAKFD, item No. 8034.
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Erofeev’s Far Away in Asia was included by the developers in the list of exemplary
films of the Soviet film atlas and recommended by the main repertory commit-
tee for screening as part of educational, enlightening, and cult-agitational events
(Spisok, 1933, p. 11).

CONCLUSION

On the one hand, by becoming one of the first film documents on Uzbek
ethnography, Vladimir Erofeev’s film made a contribution to science. On the other
hand, through its depiction of the refractions of Soviet construction in the region, it
also became a document on the visual history of the area. Finally, considering the
chronicality as a fundamental approach in translating reality, the film played a sig-
nificant role in the development of Soviet documentary cinema, deservedly taking
its place among the world film classics. Erofeev’s creative methodology developed
for Far Away in Asia is still relevant for contemporary application in visual anthro-
pological practice. The experience of the Cinema-Atlas of the USSR project also
proves relevant from a comparative-historical perspective when comprehending
the regularly arising modern replicas of visual atlases, emerging at the intersection
of scientific, creative, and ideological lines. Such are, for example, Faces of Russia
video project (created by Rosbalt News Agency and supported by the Federation
Council of the Federal Assembly of the Russian Federation and the Russian Geo-
graphical Society), Peoples of Russia multimedia project (created by Pilot studio
and supported by the Ministry of Culture of the Russian Federation), Russia, my
love! TV project (VGTRK—AIl-Russia State Television and Radio Broadcasting Com-
pany), and many others. As we can see, the surviving visual archives serve not only
a retrospective value, but also as a kind of “time capsule”—a message to contem-
porary humanitarians who are capable of inspiring the development of thematic
scientific and creative approaches in today’s projections (Golovnev & Golovneva,
2021a; Golovnev & Golovneva, 2021b).
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BBEJAEHWUE

Bu3yanbHas MCTOpUS HOBEWMLIEro BPeMeHY, BKIOYas NpeacTaBAsioLLyto
NpsMO MHTEpEeC ANs HacToslero uccnefoBaHmns anoxy ctaHosneHus CCCP,
3aneyatneHa B MHOMOYMCNEHHbIX KUHOAOKYMEHTaX, 10 CUX MOP He MONYyYMBLINX
[OMKHOTO OCMbBICTIEHWS B HAY4YHOM Mofe. XpOHMKanbHbIe NeHTbl 06nagatoT CBOW-
CTBOM, BbIFOAHO OTAMYaAOWMM VX CPEAV MPOYMX MCTOPUYECKNX MCTOYHUKOB —
BOCMpOVI3BefeHye SBNEHNUI MPOLNOTo B VX MHOTOMEPHOCTW: 3BYKO3PUTENbHOM,
NHAMOPMaAUMOHHO-COBLITNINHON, 0O6Pa3HO-3MOLMOHANBHOW 1 T. N. Hecny4anHo
B MocnefHee Bpems Bce bonblie ryMaH1MTapreB camblx pa3Hblx npoduneli obpa-
aeTca B CBOEW feaTenbHOCTH K BU3yanbHbIM apx1Bam (Henley, 2020; Lancy,
2022; Sharapov, 2020). OagHako paboTa ¢ NofobHbIMK MaTepuanamu Tpebyet
OMOPbl Ha COOTBETCTBYIOLLYIO KPUTUYECKYID METOLOMNOT VIO, MPeAnoaratoLLyo
MX KPOCCAMCLUMMNANHAPHOE PaCCMOTPEHME B MCTOPUKO-aHTPOMONOr MYeCKoM
KtoYe, B KOHTEKCTE Pa3BUTUS MAEONOMMI, KyAbTYPbl 1 HayK COOTBETCTBYHO-
wero nepuopa.

Pybex 1920-1930-x 6611 BpemeHeM becnpeLieieHTHbIX TBOPYECKMX OTKPbI-
TUIA, POXKAEHNS HOBBIX CTUNEN 1 HanNpaBAeHNii B COBETCKOM KHemMaTorpade.
V1 ogHMM 13 Hanbonee NPOrpeccrBHbLIX BEKTOPOB B 3TOM HYepee MOXHO cHUTaTh
IKCNepVIMEHTbI MO 0ObeNHEHNIO METOAOB HaYK 1 MCKYCCTB. Tak, MMeHHO bna-
rogaps TBOPYECKMM NOMCKaM, MPOBOAMMbBIM COBETCKMMU YYEHbIMU U KUHEMATO-
rpacdvcTaMmmn B nepuop NATUAETKU KyNbTYPHOM peBooumm (1928-1932), bbina
3anoxeHa TeopeTuyeckas 6asa Ans 3anycka B CCCP MacwTabHbIx Nporpamm
N0 KOHCTPYMPOBAHMIO KMHONETOMUCK COBETU3ALMM B MHOTOHALMOHAIbHOM
1 pa3HoyknagHom Cotoze (fonosHeBa, fonosHeB, 2022, ¢. 164). HecnyyaiiHo
Ha 3TOT NEPUOA NPUXOANTCA POXKAEHWE HE MMEBLIErO aHANOroB B MUPOBOWA
ncropuu rocnpoekxta «Knnoatnac CCCP»!, npepnonaraswero co3faHune n npokaTt
150-CepUMHOro aKpaHHOro anbMaHaxa 0 Hapoiax v PErMoHax OrpOMHON CTPaHbI.

KoHeyHo, B cneumduryeckix paHHeCoBETCKMX peannsx bbina y BepcTKy
IKPaHHOrO ataca Kak Hay4Ho-TBOpYecKas, Tak 1 NoNUTHKO-UAeoN0rnYeckas
AMHWUN. KaK 13BECTHO, OCBOEHWE TEPPUTOPUIA BHYTPEHHER A3nn UMeeT ry-
HOKyIO MCTOPUIO, NEPeMENatoLLytoCs APaMaTUYECKUMK U rePOMNYECKV MM 3MK-
304aMu, BKtOYas, B HaCTHOCTU, reonoNvTUYECKOe CONePHNYEeCcTBO 3a Npu-
CYTCTBWE B pervoHe mMexay AHrmein n Poccrein B NO3AHEMMNEPCKIA Nepuog.
Mocne cMeHbl NONNTUYECKOro pexkma B 1917 rofy COBETCKas BNacTb aKTu-
BM3MpOBana bopbby B HanpaBneHUy BCECTOPOHHEN KonoHu3aumn CpegHeit
A31N — OCBOEHUS ee NPUPOAHbIX U COLMOKYNETYPHbIX PECYPCOB, B TOM YuC/e
C OMOPON Ha JOCTWIKEHNS AOPEBOIOLMOHHOIO Neproaa B 3Toi obnactu.

!B pa3nuyHbIX WCTOYHMKax HaumeHoBaHMe mnpoekTa Bapbupyetcs: «Kunoatnac CCCP»,
«Knno-Atnac CCCP»n T. .
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AKTyan13mpoBanmcb paboTbl MO CO3AAHNI0 TPAHCTIOPTHBIX MyTEN, CBA3bIBAOLLMX
3TV TeppuTopun ¢ EBponeiickol Yactbto Poccum/CCCP, nony4nnm passmutme Kom-
NAeKCHbIe Hay4YHble MCCNefoBaHMs, a TaKKe CTano HanaknBaTbCs B3anMoaen-
CTBME C aBTOXTOHHbIM HaceneHeM permoHa. M B nepcnekTUBHbIN A5 TeKyLlero
ncenenoBaHuns nepuopn pydoexa 1920-1930-x CpeaHsas A3ns, 0CTaBasCb Bax-
Henwum reononuTnydecknm pybexom CCCP, aBnsnack NpobneMHbIM permoHoM
C TOUKM 3peHrs hOPMUPOBAHNS 3[1€Ch MPOEKLMIA «COLUMANNCTUYECKOW HaLWW»
(Tnwkos, 1993, c. 3). COBETCKON BNACTU, KPOME OCYLIECTBNEHNS NPAKTUYECKMX
[EeNCTBUIA B 3TUX HanpaBneHunsx, 6bino HeobxoaMMo HarnaaHO NOATBEPKAATh
«BnafieHne» Asnen B UHHOPMaLMOHHOM Nofe — He CIy4alnHo NosIBNeHe B cepe-
anHe 1920-x — Havane 1930-x Lenow cepmnm COBETCKMX KMHOXYPHANOB U KNHO-
UnNbMOB, CHATbIX B pernoHe: «CoBeTckas byxapa» (1920), «Moe3nka M./, Kanu-
HHa no CpepaHent A3unn» (1925), «Mo CpeaHeit A3uun 1 CesepHomy KaBkasy»
(1925), «Kpbiwa mupa» (1929), «MoaHoxne cmepTu» (1928), «Io CamapKaHy»
(1930), «Typkcnb» (1930), «<Ha rpaHuue Asmm» (1930), «Kynon ncnama» («Ctapas
Byxapa») (1931) 1 ap. MNoapobHOM KOMMNEKCHOCTbIO OTODPaXeHWs MaTepua-
NIOB KpaeBea4ecKoro xapakTepa 13 3Toi Yepeabl Bbiaensetcs dhunbM «/Janeko
B A3um» (1931), co3naHve KOTOPOoro 6610 AOBEPEHO U3BECTHOMY COBETCKOMY
KnHematorpaducty B.A. Epodeesy.

HacTosiee nccnegoBaHe 3aaeTcs Lenbko BBECTU B r'yMaHUTapHbIV 000-
POT MHAOPMATMBHbIE BM3YaNbHO-3THOrpatu4ecKre CIOKeThI, 3anevaTneHHble
B YNOMSIHYTOM 3KCMeANUMOHHOM KUHONEHTE, PACCMOTPER 3TOT OMbIT Kak 3BeHO
B peanu3aLum rocnporpammbl IKPaHHOTO KapTVPOBaHMS COBETM3MPOBABLLMXCA
TeppuTopwiA. B 3Tol CBA3M 3hdeKTUBHBIM UCCIef0BaTEIbCKUM NOAXOA0M CTaf
NPUMEHEeHHbI B CTaTbe pa3bop durnbMa Kak KMHOTeKCTa, NpeanonaraBlini
«PaCKafpOBKy» KNHOAOKYMEHTa, ¥ MpefcTaBeHne cofeparns dunbma «[laneko
B A31W» B COMOCTaBAEHMI C NOAPOOHBIMM BblAEPKKAMU 113 pa3paboToK NpoeKTa
«KrHoaTnac CCCP», y4acTHMKOM KOToporo sBnsncs B.A. Epodees.

1. TEOPETUYECKWE PASPABOTKW B.A. EPO®EEBA

Bnagnmup Anekceesny Epocees (1898-1940), Ha4aB CBO KMHeMaTO-
rpadunyeckyto Kapbepy B Ka4ecTBe KMHOKPUTKKaA, B 1927 roay aebioTrposan
B KMHOMPOW3BOACTBE MOHTAXHbIM (hr1bMOM «3a MoNSPHbBIM KPYroM» (COBMECTHO
¢ B./l. NonoBoOR-XaHOHKOBO), CObpaHHbIM 13 MaTepUanoB ellle 0PeBOMOLM-
OHHOM (1914) aKcneanLMK COTPYAHMKA Hay4HOro oTaeNa habpuKkm «<XaHXOHKOB

HAYKA TEJIEBUAEHUNA 20 (2), 2024 35 THE ART AND SCIENCE OF TELEVISION



n Ko» ®.K. Bpemepa. A cpasy cnefom B.A. EpocheeB oTnpaBuics v B Nepayto
CaMOCTOATENbHYIO KMHOIKCNeANUMIO — Ha MaMup — B pesyssTaTte KOTOPOW
661 cHAT hrnbM «Kpblita Mupa». C camMoro Havana cBoel aesTenbHOCTY B 0bna-
CTV KMHOAENa OH NOCNe0BaTeNbHO BbICTYMaN 3alWMTHUKOM IMHMN NPOM3BOA-
CTBa 1 NONYASpU3aLMM UMEHHO Heueposol KnHemaTorpadun (Epodees, 1926e,
C. 3), OpraHnyYHO CoeanHss B CBOEW NepcoHe KMHoBeaYecke (TeopeTuyeckme)
N pexunccepckre (NpakTuyecKkmne) komneTeHumn. Tak, ke B 1926 nm 6bina nofa-
roToBNEHa cepus NybnrKaumnii B Cneymanv3npoBaHHol npecce, coaepxallas
N3NOXKEHWE ero KOHLENUMM OTHOCUTENbHO MyTel Pa3BUTYs HOBOW COBETCKOM
KMHOLOKYMEHTaNUCTUKN.

XapaKkTepu3ys 0CoO6eHHOCTN pacTaHYBLENCS BO BPEMEHU «HalWoHa-
nn3aumm» KnuHematorpadmyeckoln npomblWneHHocTH, Epodees npasomMepHo
obpallan oTaensHoe BHMMaHMe Ha To, 4TO B Havane — cepeanHe 1920-x 8 CCCP
H60NbWMHCTBO KMHOOPraHM3aLUmii BbiHYXAeHb! OblNv CTPOWTL CBOM BLOMKET Ha
CO3/AaHMM 3aKa3HbIX NPON3BOACTBEHHbIX DUABMOB ¥ COLMANbHOW XPOHUKM.
3ameTuM, YTO 3TOT NMPOBNEMHbIN /151 COBETCKOM KUHOUHAYCTPUM «xO3pacyeT-
HblIl» 3Tan, NPOAANBLUMIACS B PaHHECOBECTKMUX peanusx 0T COBCTBEHHO [lekpeTa
CHK o HaumoHanm3aumn kuHoaena 27 aerycta 1919 r. oo pybexa 1920-1930-x,
AEeNCTBUTENBbHO 3acyKMBaeT CneumanbHOro UCCNefoBaTenbCKoro BHMMa-
HYs. Beflb OH NOPOAMA, C OAHOM CTOPOHbI, POCT KOMMYECTBEHHbIX MOKa3aTeneit
KMHOMPOAYKUMM, NOANUTLIBABWMIACS COPEBHOBATENbHOCTbLIO LIeHTPanbHbIX
1 pervoHanbHbIX MOANTUYECKYIX U XO3FACTBEHHbIX MHCTUTYLMIA MO KUHOMUCAHMIO
XPOHWMKM CBOWX JOCTMXEHWNIA. A C APYroi, fjan HOBOE siBeHNe Ka4eCTBEHHOMo
nopsiaka — opmaT BU3yanbHbIX CaMonpe3eHTaLui, 0TobpaxaBLWmx YacTHble
CIOXETbI, CBA3aHHbIE C MOCTPEBOOLMOHHOW IBOMOUMEN NPEANPUATNIA U NPO-
beccroHanbHbIX COOOLWECTB. M Konb CKOPO BCe OpraHn3aLoHHbIe U 0rCTU-
YecKme NOTPebHOCTM CbeMOYHOro NpoLecca obecnevnBannCh 3aKasvmKamy
(TpecTamu, coBxo3amu, NapTUIAHBIMK OBKOMaMK 1 Np.), UMW e onpeaensnmnch
COAEPXaHve 1N MHTOHaUWK KnHoNpow3BeaeHuit. Mo aaHHbiM Epodeesa, 3a Te
roabl ObiNv «3aCHATBI COTHM ThiCSiY METPOB pa3HoobpasHeiero matepuana;
MPOM3BOACTBO KPYMHbIX 1 MEMKMUX 3aBOLOB, paboTa OTAENbHbIX OpraHm3aumi,
M3Hb HaUMOHaNbHbLIX pecnybnuk u T. a.» (Epodees, 1926b, c. 2). Ho Takune
KMHOOYePKM, MCNONb30BaBLUMECS NPEXAe BCEro ANs BHYTPEHHero nonb3osa-
HYIS — NMoKasa Ha KOPMOPaTUBHbBIX M OTYETHbLIX MEPOMPUATUSAX — 4acTO OCefant
B (hOHAax camyix opraHM3aunii-3aKka3ynKos, HO He BbIXOAWAN B KMHOMPOKAT
1 He NepefaBanch BNOCNeACTBUN Ha roCyfapCTBEHHOE apXvBHOE XpaHeHne.

Epodees, B 4acTHOCTH, CTaBWA B Npecce BONPoC O pa3bope 1 UCrnonb3o-
BaHWM BbILWEYNTOMSAHYTbIX (DUABMOTEYHBIX MAaTEPUATOB, CHATbIX Pa3NYHbIMK
CTYAUSIMI B MPEAWECTBYOWIMIA NEePUOa, Ha3blBas 3TO «Pa3paboTKON KUHOHeaP»:
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«MHorune d)l/lﬂbeI MOXHO MCNPaBUTb UK CAeNAaTb TO/TbKO NyTeM KOMMNUNAUNN

» o«

MaTepranos, 3aCHATbIX Pa3HbIMU KMHOOPraHu3aumuaMu (“KynsTKuHO”, “S1eHnH-
rpafkunHo’, “MponeTkHO”). ITO Tenepb BO3IMOXKHO, Tak Kak BCe CKNafibl Haxo-
AaTCsa B pykax ogHoro CoBkuHo» (Epocbees, 1926b, c. 2). B cBoem TBOpPYec-
TBe EpodeeB TakKe HauMHan ¢ NofobHOro OMbiTa, CO37aB CBOW KMHOAEOT
«3a lNoNspHbIM KPYroM» NyTemM MOHTaxa hUNbMoTeYHbIX MaTepranos. OTMETYM,
4TO NOAOOHAas OPMEHTALMS AaXe He Ha CLEMKY, @ Ha cocmassieHue anbMaHaxa
13 UMetoLLMXCs B (hoHAaX CTYAMIA MaTepranoB CTana OCHOBHOW MHMEN NepBOro

3Tana co3faHns kmHoatnaca CCCP.

EpodeeBbiM BbInM NpeaoKeHbl OCHOBHbIE TEXHUYECKVE U TBOPYECKHe
NMHWK 3TOW PaboThl. B TEXHWYECKOM MAaHe OH CHMTaN HENPEeNOXHbIM KOHLEeH-
Tpauuio Bcero obbeMa KMHONCXOAHVMKOB B OIHOM XpaHunuuie (Ha 6ase «Cos-
KMHO»), coCTaBneHune obliein GunsMoTekn 1 0Tbop Hambonee NPUroaHbIX Ans
MCNONb30BaHWUS KMHOMAEHOK. A B TBOPYECKOM K/toYe Hamevan TpU Br1aa UCnonb-
30BaHNA GUABMOTEYHbIX MaTePUaNoB: «MepPeMOHTaX 3aKOHYEHHbIX, HO He BbIMy-
LWEHHbIX KapTUH», KOMMUAALMIO «Pa3HbIX MaTEPMANOB Ha OAHY TeMy (MOXeT ObITb,
C HebONbLUNMUN JOCHEMKAMM)» U «OMONOXKEHME» [OPEBOMOLMOHHHbIX XPOHU-
KanbHbIX GUNbMOB (Epodees, 1926b, ¢. 2). OTMETUM, H4TO B 3TUX MPEANOIKEHMX
EpodeeBa 66111 chopMynnpoBaHbl OCHOBHbIE TPK 3Tana, KOTOPbIMMK Pa3ByBa-
Nack BNOCNEACTBMM Nporpamma cospanns «KnHoatnaca CCCP».

C yCuneHueM BANSIHUS eMHOro roc3aKkasynKa B COBETCKOM KMHOMPO-
MbILINIEHHOCTW, 3aMHTEPECOBAHHOIO B (DOPMUPOBAHNN IKPAHHBIMU TEXHOMO-
rMsMU 0bpasa APYKHOro MHOroHauUMoHanbHoro Coto3a, BO BTOPOW NMO0OBUHE
1920-x BeaylMe KUHOCTYAMW 1 UCCNef0BaTeNbCKME MHCTUTYLMU Pa3BEPHYIN
CBO€0bpasHOe COLCOPEBHOBAHME MO AaNbHOCTY U ANIUTENBHOCTY KMHO3KCNeaN-
UM B pa3nuyHble yronku CTpaHsl COBETOB. GUKCUPYs CTAHOBNEHME 1 NepBble
YCMexm 3KCNeauLMOHHOIO HanpasieHust B COBETCKOM KUHO Ha npumMepe duibma
«Warait, Coetl» [l. BepToBa, Epochees 0603Ha4an 1 0CHOBHbIE MPOONEMbI CTap-
ToBoro 3Tana (Epodees, 19263, . 3). [N XxapakTepUCTUKM CTPEMUTENBHOCTU
Pa3BUTWS CaMOro SIBNEHUS OH UCMOMb30Bas B CBOE PUTOPUKE XapaKTepHbI
TEPMUH — «3KCNeanUmMoHHas anuaemmns» (Epodees, 1926d, c. 8). OnHako, No BHY-
MaTeNbHOMY 3amedaHuto EpodeeBa-KUHOKPUTIKA, MWL eAVHULbI 13 BHYLIN-
TENIbHOrO KOMMYECTBa CHATbIX (MUABMOB IOWAW 10 3KPaHa. TPEBOXKHBIMU CHM-
NTOMaMu TOW «3MUAEMUMN» OH Ha3blBa TBOPYECKYIO HEKOMMETEHTHOCTb Kafpos,
a TaKKe OTCYTCTBUE Haaexallel TeXHNYECKOW U OpraHn3aLMoHHON NOAro-
TOBKM Crieunduryeckmx nonesbix CbeMoK: «HyXHbI 1LIb KybTYPHbIE, 3HatoLLME,
NHULMATVBHbIE NTOAN U XOpollee KUHO-CHapshkeHne» (Epodees, 19264, c. 9), —
HacTaviBan EpoceeB. Kpome TOro, No ero MHeHWI0, 1 TeMaTnyeckas orpaHuyeH-
HOCTb paboT Cyrybo «3THOrpaUIECKMMI» CIOXKETAaMM CKa3anach Ha pesynsraTax
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KMHO3Kcneanunii: «O ToM, 4TO KpoMe 3THorpadum cyllecTsyeT ele 60TaHuKa,
reonorus, 30010rvs v apyrme Hayku, 3abbinu» (Epocdees, 1926d, . 9). bonesHeH-
Hble NOCNeACTBMS NPOTEKaHWS «IKCMEAVLIMOHHONM ANUAEMMNI», CKa3blBatOLIMECs
Ha 0BLIMX Ka4eCTBEHHbIX COCTABASAOLNX DUNBMOB, OH CHMTaN MaBHOW NpUYK-
HOW HepeHTabenbHOCTN TaKMX KapTUH B WMPOKOM NpokaTe. OaHako Epocees
NpuU3biBan He CTaBUTb KPECT Ha NepCneKTUBax IKCNeANLMOHHOIO KMHO, Npeana-
rast y4ecTb MarHoCTMPOBaHHble CHOU AN KOPPEKTUPOBKM Kypca paboT: «Ecnu
“XyNOXKECTBEHHO-3THOrpaduryeckme” aKCneanLm NoKa3ani CBOK HEBbITOAHOCTb
(4TO TOXKe HY)KHO ellle 10Ka3aThk), OTCIOAA HeMb3s AenaTb BbIBOa O HeLenecoo-
6pa3HOCTM 3KCneamLUniA Boobule» (Epodees, 1926d, c. 9).

B nocnepytouein npodeccroHanbHon aeatensHocTy Epocdeesa MMEHHO
KMHO3KCMeaMUMM CTann OCHOBHbLIM HanpasneHveM. [1py 3TOM BHYTPEHHWI B3a-
MMOODMEH MeXy TeOPETUYECKMMI TUMNOoTe3aMM 1 X anpobalein Ha NpaKTyke
BbIFOAHO OTAIMYaN OMbIThI ByAyLLEro KnaccuKa KNHOAOKYMEHTaNUCTUKI. Y OfAHMUM
13 Hanbonee PKMX NPLYMEPOB 3TOMO B €ro Hacneamun sensetcs dunbM «lanexo
B A31I»?, CHATBIN B XOfl€ NepBOI 3BYKOBOW KMHOIKCMEAWLMN TPy bl AOKYMEH-
TannctoB habprkm «<BOCTOKKMHO» NOA PYKOBOACTBOM pexunccepa Epodeena
B CpepHtoto A3nto B8 1931 rogy.

TaK CNy4ynnoch, 4To ByKBanbHO B TO e camoe Bpems, Ha pybexe 1920-
1930-X, OH 6bIn BKItOYEH B 61OPO pa3paboTyMKOB KpyNHeWero rocnpoexTa
«Kunnoatnac CCCP», npepnonaraswero cosfaHune 150-cepuinHOro aKpaHHoro
nocobus 0 HapoAax v pernoHax CTpaHbl — ANs NpUMeHeHus B obpasoBaTens-
HbIX MPOrpPaMMaXx U KynbeTYPHO-NPOCBETUTENBCKMX MEPONPUATUAX. Hecny4anHo
MHOTME 13 ero TEOPeTUHECKIMX Pa3paboTOK ern B OCHOBY MPOrpaMM CO3AaHNs
60/1bLOro 3KPAaHHOTO aTtnaca 1 3aCNyKMBatoT aKLEHTHOro BHUMaHus. B 3Ton
CBS3U, B NopsfKe peannsauynm 3pdeKTUBHOrO NoAXoAa K MCCnefoBaHMio 3TUX
B3aVIMOCBS3aHHbIX SBEHWIA, HIDKe B CTaTbe MPOBOAMTCS pacCMOTPeHMe Tema-
TUYECKOWN «MepeknnyKm» — KaflpoB M3 cpeaHeasnaTckoro dunsma Epodeera
(0BbIYHBIM LWPUDTOM) 1 BbIEPHKEK 13 0BCYXAEHWA MPOrPaMMbl MO CO3AAHMIO
«Knnoatnaca CCCP» Ha 3acefaHunsx rpynnbl MonnT-npocBeT-MunNbMOB KMHO-
ceKumm focyaapCTBEHHOM aKafleMum UCKYCCTBO3HaHWS (Kypcusom) B 1931 ropy.
(MocTaHoBNeHMS (KONKK) 1 BBIMUCKK U3 MPOTOKONOB 3acefjaHnii NpasieHs
Bcepoccmninckoro kuHo-hoToobbeanHeHns «Coto3kMHo», 1931%)

2 Nlaneko B A3unu // POCCUIACKMIA TOCYAAPCTBEHHbBIN apXWB KUHOMOTOAOKYMEHTOB. POHA KUHO-
AokyMeHTOB (PFAKD/). YueTHbI N2 8034.
3 Nlanee B TexkcTe — MocTaHoBNeHMS. .., 1931.
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2. «AANNEKO B A31N» KAK KWHOTEKCT
TuTp. 1-9 3ByKOBas KMHO3KCNeanums B CpeaHtoto Asmio (1931 1.).

Kappbl. MiaeT napoBo3. bexuT 13-nop konec fopora. BpallatoTcs Koneca
napoBo3a. Ha OTKPbITON XenesHoJopOKHON nnaTtdhopme cruanT rpynna
My>@UnH. CBeTodop. K neppoHy BoK3ana noaxoauT noesf. 13 BaroHoB
BbIXOAAT NH0AM. BbIrpy»<atoT Ha NeppoH MeLKy C MYLLIECTBOM 3KCMeAuLMK.

Kap,pr Ot CTaHUMW OTbEIKAET KpblTasd MallHa KMHO3KCeanunmn «Boc-
TOKKWHO».

Kagpbl. Bpaulaetcsa Koneco mawnHbl. MawwvHa efeT no ynvuam Kiwnaka.
3a Hel HabMOAT MECTHbIE KNTENN.

TuTp. CPA3Y 3A CTAHUWEN HAYUHAETCA «A3NATCKOE LLIOCCE.

CoxpaHwBlascsa B POCCMINCKOM rocyAapCTBEHHOM apx1Be nuTepaTypsl
n nckycctaa (PFAIN) pesontoums kuHocekumn FANC «KynbTyp-dunsma 1 npo-
6nema KnHo-aTtnaca» HauynMHanack obuwmmMmn HOpMyIMpoBKamMu O rocyapCTBeH-
HOM BaXXHOCTU peanw3almm npoekTa:

Co30aHuUe 3KkoHOMUKO-2eozpaguyeckozo KuHo-Amaaca CCCF, darouwezo
npedcmasneHue 0 NPOU3BOOUMESbHbIX CUIAX, NPOU3BOOCMBEHHbIX OMHO-
weHusx Cor3a U 0 cmpoumesieCcmae coyuasnusma 8 NpoemapCcKom 2ocy-
dapcmee, s18455emcsi HacywHol nompebHOCMeoto 8celi cosemckol obuye-
cmeeHHocmu (napmutHoU, npogeccuoHaneHol, Hay4Hol, nedazoauyeckol
um.0.) (MoctaHoBneHus. .., 1931, 1. 134).

Tutp. B CTAPOM Y3BEKCKOM MOPO/E.

Kagpel. MawwuHa skcnegnumm egeT no ynnuam ropoda. [poxoxuve octa-
HaBAMBAIOTCS, MPOBOXAIOT B3rNdAaMM rPy30BMK KMHO3KCNeanmn. CTa-
pbIi y36eK paccMaTpmMBaEeT HAANUCL Ha dyproHe. OnepaTop ycTaHaBNu-
BaeT B Ky30Be KMHOanmnapar, BOKPYr MallnHbl CObMpaeTcs ToAna MECTHbIX
KUTenen.

Kaap. KpnunT miak (C CUHXPOHHbIM 3BYKOM).

Tntp. B BEA3APHbIA AEHB MEPEMNO/HEHbI KPbITHIE PS/bI.

Kaapsl. Maccel Hapofaa Ha 6a3ape. Yepes Tonny aBmxeTcs noso3sKa. Koneco
NOBO3KMU.

TuTp. VI3 OKPECTHbIX KMLL/TAKOB HA BA3AP CEXAVCh AEKXAHE (KPE-
CTbAHE).

Kaap. MaHopama baszapHoi nnouiaau.
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Kaapsbl. [1Boe y36eKoB BbIGUPAOT fAbIHW. [blHV KPYMHbIM MNAaHOoM. Y30eKn
NPOBYIOT AblHM Ha BKyC. MpoaaBLbl BUHOrpaaa 3a npunaskom. [po3abs
BMHOTpafa.

TuTp. MEXKAY PAAAMU KYCTAPEN HEMPEPBIBHO TEYET TO/IMA JEKXAH.
Kaap. NMaHopama 6a3apa.

Kagpbl. [pofasel, TopryeT nenewkamy, 3a3biBaeT nokynatenen (C cnH-
XPOHHbIM 3BYKOM). JlenewKu KpynHbIM nnaHom. MNokynatenyn okono npu-
NaBKa C NenewKamm.

Tutp. HA BA3APE MOXHO MOCMOTPETbH HA «TAHEL| OBE3bAHbI».
Kagpbl. ApTHCT BbeT B ByHeH, TaHLYET, N306paxaeT 06e3bsiHY (CHXPOHHO).

Kaapbl. 3puTeny HabntoaatoT 3a BbICTyNAeHneM 6a3apHoro apTucTa, Kpyn-
Hble MNaHbl U peakLuuy 3puTeneit: AeTel, B3POCbIX, CTAPUKOB (CUHXPOHHO).

Kaap. My3bIKaHT UrpaeT Ha HaUMOHaNbHOM MHCTPYMEHTE.

Kagpbl. XogynbliyK pa3snexkaeTt nyonuKy (CUHXPOHHO). 3pUTeni pasHoro
nosa v Bo3pacTa HabMioAatoT 32 BbICTYMIEHNEM XOAybLiMKa.

Tutp. BOJBLIYIO TONMY COBUPAET NCKYCCHbBIV XOAYNBLIMK.

Puc. 1. Kapp uns ¢unbma «fJanexo B Asum»*

Mpofom«anack pe3onioLys 0 KWHOATNACce NONOKEHUSMU, HAMEYAIOLLVMU
NOTPeBbHOCTN 1 NepCneKTUBbI CO3MaHus IKPAHHOIO albMaHaxa Kak MHOro-
(DYHKUMOHaNbHOTO KMHONOCOBUS:

4 NcToYHMK n3obpaxeHuns: PTAKD/. YyeTHbin Ne 8034.
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KuHo-Amsac domKeH 3KpaHu3uposame ece pecnybuxu U 061acmu, 8xo0s-
wjue 8 Colo3, 8 paspese 8bINOAHEHUS NIMUAEMHez0 NAAHAd. B makom sude oH
cocmasum Heobxodumoe nocobue 07151 03HAKOMAEHUST MPyOSUUXCS C (DaK-
mamu coyuanucmuyeckol nepedesku CMpaHsl U S8UMCS Marxe opyouem
nponazaHobl U aeumayuu. B wkone nonumexHuyeckol u seicwel], KuHo-
Amaac 6ydem nocobuem npu nNPOXOXXOEHUU Kypca IKOHOMUYeCKoU 2eo2pa-
duu CCCP. flng Hayku oH dacm 6o2ameil hakmuyeckut Mmamepuan. /s
ucmopuu Cosemckozo Coto3a 0H npedcmasum cobol OOKyMeHM 02POMHOL
noaumudeckol saxHocmu (MoctaHoBneHns. .., 1931, n. 134).

TuTp. B CPEAHEN A3MM MHOTO 3EME/1b, HE BUAEBLUMX MAYTA.
Kappbl. 3emns, 3apocuias bypbsiHoM. Tpasa. Cycnk B Tpase.

Kagpbl. Tpaktop TAHET NAyr, naweT UenuHy. Tpaktopuct 3a pynem. Mnyr
pexeT NNacTbl 3emMnun. BcnaxaHHas LenuHa.

Tutp. BCE WO OT/IMHHO, KAK BAPYT. ..
Kagp. o nonto aBVKYTCS NONYMLLA CapaHyn.
Tutp. CAPAHYA YTPOXAET MOCEBAM.

Kagp. CTam capaHuu Hag nonem.

Tutp. ECTb CTAPOE CPEACTBO — ABECTM 3EMHBLIX MOK/JOHOB,
1 CAPAHHYA YIETUT.

Kagp. B MeveTu MonuTCs Mynna (CUHXPOHHO).

Kaapsl. lMaHopama ropofaa (cHATo cBepxy). Kynona MeyeTei.

Kagpbl. KXutenu nayT B MeyeTb.

Kapgpbl. Y36eKkn paccTunatoT KOBPUKU, MOASTCS.

Tutp. HO MTOMOLLb MPULWA HE OT BOTA.

Kagp. /letut camoner.

Kapp. Y36ek eneT BepxoM Ha Bepbniofe, 3amMeqaeT camoneT, CMOTPUT B Hebo.
TuTp. MOJINTBbBI HE NOMOTIN, HO A/bl. ..

Kagpbl. My)K4vHbI NPONYyCKatoT Yepes cnelnanbHbli bapabaH xuMuKaThl.
My>K4MHa NpocerBaeT XMMMKaTbl Yepe3 CUTO. BUAOHbI C XMMUKaTaMMU.
Morpy3ka XMMM1KaTOB B CamofeT.

Kappbl. /leTynk B kabriHe camoneTa. My)k4rHa NoBOpaynBaeT BUHT CaMo-
neta (CMHXPOHHO). BpalllaeTcst BUHT.

Kappbl. CamoneT BbIpynMBaeT Ha CTapTOBYIO MOM0CY (CMHXPOHHO). Bpatya-
toTCA Koneca camoneta. CamoneT B3neTaer.
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Kagpbl. Camonet netut Hag nonsmu. [ons nof Kpblnom camoneta. Camo-
NeT onblseT nosne.

Tutp. HAL X/TOMKOBbIMK MOCEBAMI.

OTAENbHbIV MYHKT PE300LMM aKUEHTUPOBaN BHUMaHWE pa3paboTymKoB
Ha HeobXOAMMOCTM N300PETEHNS 0COOOV METOAONOT MM NMPOEKTa, 415 Yero npeq-
nonaranocs cospaHne obbeanHEHHOro COBETa 13 NpeacTaBUTeNeN UHCTUTYLNU,
OTBETCTBEHHbIX 32 CO3[aHMe KHoaTnaca (HayuHbix, OOLIECTBEHHbIX, KNHEMATO-
rpacudeckux n T. n.):

TaK Kak cbemKu KUHO-amiaca — 0es1o 8eceMa C/I0OKHOE U MPyOHOe, MAK KaK
80NPOCLI MEMOOUKU NOCMPOEHUS €20 euyje 8 00CMAMOYHOU Mepe He pas-
pabomansl, ommeyas omcymemaue 00 Cux Nop Heo6xoO0UMOU cepbe3HoU
MemooonoaudecKoll nodzomosumesnsHol pabomel, 63 Komopoul Ha4as0
amod pabomesl Hedonycmumo, KuHo-cekyusi cyumaem yeaecoobpasHsiM
gecb Havaswulics 1931 200 nocgamume npopabomeke naaHa KuHo-amaaca
(komopeili 8 0bwjel cnoxHocmu domkeH cocmagumes om 100 0o 150 nos-
HOMeMPAaxHeix unem) u paspabomee 8onpocos MemoouKu. CO3KUHO
O0/MKHO HEMEOIEHHO C030ameb HAy4YHO-Memodono2udeckull Cosem no KuHo-
amnacy u3 npedcmasumerneli coomeemcmeeHHelx opeaHuayul (MocTta-
HoBAEeHus. .., 1931, n. 135).

Tutp. UBETET, 3PEET X/TONOK HA KOMXO3HbIX MO/IAX.

Kappsl. Mone xnonyaTHuKa. LIBETOK X0omnKa KpynHbIM NaaHoM.

Tutp. TPYBAHM 30BYT HA YBOPKY.

Kappbl. TpyoaT Tpybauum (CMHXPOHHO).

Kagpel. Mog 4epeBoM cuanT MyxumHa. Bocble HOrv crasiero (KpynHbiM
nnaHoMm).

TuTp. B NMEPBbIA rOf OPTAHU3ALNI B KOJIXO3E KAYHYI BbININ ELLE
CW/IbHbBI CTAPBIE OBbIYAN. «AE/TO MYXXYNH — CEATD, AE/TO XWEHLWNH —
COBUPATbB X/10TOK», — CKA3AHO B LLUAPMATE.

Kagpbl. YKeHLLMHbI cobmpatoT XnomnoK. KpynHbiv naaH: KeHCKre pyKi CHAMaKoT
KOPOBOUKM XM10MKa, COBMPAIOT MX B (hapTyK. YKeHLLMHbI BbIChINatOT CObpaHHbIN
X/10MOK 113 hapTyKOB. PebeHOK vrpaeT Ha kyde CObpaHHOro X10mKa.

Tutp. «AETO MYXXHVH».
Kagpbl. My4uHbl Nof HaBecamu roToBSAT Yai. Knunut camosap. My»4uHbl

HanWBaloT Yali 13 CaMOBapa B Mnasbl, NbrOT Yan 3 nvan. My3bIKaHT nrpaet
Ha HaUMOHA/TbHOM MHCTPYMEHTe (CI/IHXpOHHO).
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Tutp. BAV TAKOKE BbIC/TA/TN TPYBAYEN.

Kaap. TpybsaT Tpybaun.

Kaapbl. Fpynnbl floaelt eayT BEPXOM W UAYT MELKOM K NaoLaau.
Kapp. TpyouT Tpybau.

Kaapbl. ToAMbl KOHHbIX U NELWWX H0Ael Ha N1oWaan.

Tutp. COBUPAVTECH AEKXAHE, COBMPAMTECH HA MPA3AHIK — CMO-
TPETb KAHATHOIO M/TACYHA.

Kagpbl. CTOST 1 CMOTPAT BepxoBble. KaHaToxoaew naeT no KaHaTy. 3putenn
Pa3HbIX BO3PaCTOB CMOTPAT 33 BbICTYMNEHMEM KaHATOXOALA.

Kaap. KpnunT 3a3biBana (CMHXPOHHO).

Kappbl. KaHaToxopel Ha kaHaTe. KpynHblld NaaH: HOrv KaHaToxofua nepe-
MellalTCs No KaHaTty. /lvua 3putenei. bapabaHunk bbet B bapabaH (CHH-
XPOHHO). ManbuynK CMOTPUT 32 YNpaXKHEHNUSIMI KaHaTOXoALa.

TuTp. 3ABABAAN NEKXAH KAHATHbBIA MACTEP — MYCTb OChIMAETCH
XNOMOK HA MONAX!

3ameyvaHuis o hopmaTe 1 nnaHe cepunii aapecoBbiBannCb paspaboTinkamu
npoeKTa K cneumanmctam cTyammn «COBKMHO» — CaMO KpYMHOW NpOon3BOACT-
BEHHOW 1 hUNbMOTEYHOW H6a3bl B CTpaHe — OCHOBHOW NAOWAAKA AN ChbeMKM
1 MOHTa)Ka MaTepranos KuHoaT aca:

Kaxooe 36eHo KuHo-Amnaca CCCP domkHo dasames co8epUIEHHO 006poco-
8ECMHbIE C8E0EHUS: 1) O NPOU3BOOUME/TbHBIX CUAGX OGHHO20 PAtioHA, KOMO-
pole fast10mcs 6a30ll coyuanuCMu4ecKozo CmMpoumensCcmea; 2) coyuanucmu-
YecKoM cmpoumenscmse ez2o U 3) 0 Yenoseke/HaceneHuu 0aHHo20 patioHa,
A871510L4€20C5 00HOU U3 NPOU3BOOUMENLHbIX CUJT, €20 XKU3HU, K/IACCO8bIX 83G-
UMOOMHOWEHUsIX (60pbba € KyIa4ecmaom u m. n.), Ky/lbmypHOM Cmpoumerss-
cmae um. 0. Kaxxooe 38eHo K.A. CCCP 0o/mKHO 6bimb Y8sa3aHO C NPedslOywjum
u nocnedyroujum no pady UHUL, HO 8ce e 00MKHO npedcmas/isims cobol
8NOJTHE 30KOHYEHHbIU KUHO-04epK (MocTaHoBAeHus. .., 1931, 1. 175).

Tutp. MO MPU3LIBY MAPTUN HA TMKBUAAUMIO MPOPBIBA. ..

Kagpbl. My)4vHa faeT CBUCTOK K OTMpaBieHuto noesaa (CUHXPOHHO).
MepeBof CTpenku. MoeT xene3HofopoXHbIi cocTaB. [oesa Ha CTaHUMN.
BaroH c Hagnucebto «fpaaa BocToka». My)41Ha OTKpbIBAeT OKHO BaroHa
(CMHXPOHHO). MepenaeT M3 OKHa navky razet. [pynnbl Nogeit ¢ hnaramu
M TpaHcnapaHTamu. JINCTbl ra3eT B BO3AyXe.
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Kaapsl. [pynna ntoaein npubbiBaeT Ha XIONKOBOE Mofe.

TuTp. MEPBLIM HA CYBBEOTHUK BbILL/T KOMCOMO/1bLbI.

Kappbl. Monofible oAy 3a cbopoMm xonka B none. KOHowwa cobupaet xno-
nok. [leBylwka cobrpaeT xn1onok. CKNaabiBatoT X/10MOK B MWK,

Kappebl. rpaet opkecTp.

Tutp. HATIOMOLLb NOAWED®HOMY KOIXO3Y...

Kagpbl. [1o ynuue naeT KonoHHa naei (CUHXPOHHO). Horv naywmx.
TuTp. NMOMPAHNYHWKI B BOKO 3A X/TOMKOBYHO HE3ABVCUMOCTb.

Kagpbl. My»K4vHbI-NOrpaHuyHUKK COBMPALOT XNOMOK B MELIKK. /TMLI0 norpa-
HUYHYIKa.

Tutp. ABVOKETCA TAXXENAA APTUNNEPUA 13 COBXO3A.

Kagpsbl. o gopore ABMKYTCS XMOMKOYOOPOYHblIE MalMHbI. [BMKeTCS
MallvHa. BpauatoTca Koneca MallmHbl.

Tutp. COBETCKME MALLIMHbBI BABOE YCKOPW/IN YBOPKY.

Kaapbl. My)UnHbl BKAOYAIOT XNOMKOY60POYHbIM annapaT. YoupatoT xno-
NOK C MOMOLLBIO LAAHTOB. 10 MO0 ABVKETCS X0MKOYybopoyHas MalinHa.
Koneco MawwHbl.
TuTp. B KO/TXO3AX OPTAHWN30BA/IMCH XO3PACHETHbIE BPUTALBI.
Kagpel. [leByliKa B3BELIMBaAET COOPaHHbIV €10 X0MOK. XI0MOK Ha Becax.
My»xunHa B3BeLIMBAET X/10MOK. PyKa 3anonHseT KapaHaaloM rpadbl Beo-
MOCTW. [anblibl Ha cyeTax.
Tutp. AC/I OCBOBOAVIN XKEHLLWH OT OBY3bl B MOJIE.

Kanpbl. Pyku ymbiBatoT pebeHka. HaHu yrnaabiBatoT AeTell B KpOBaTKU.
CrnuT AeBoYKa B KpOBaTKe. PyKi YKPbIBAIOT Cnsitiero pebeHka.

Kappbl. XKeHLuHa cobrpaeT xn1onoK B none. Pe6eHoK CNoKOMHO CnuT
B KpoBaTKe.

Tutp. BOMPEKM 3AKOHAM APSAX/10TO LUAPUATA MY)KHIHbBI BBILL/IV B TO/E.
Kagpbl. My4nHbl COBUPAIOT XN0MOK, CKNAAbIBAIOT B MEWKW. YKNaabiBatoT
Mew Ky Ha 0603. /lowafb TAHET NOBO3Ky C Mellkamu xonka. 0603, rpyxe-
HbIA MELKaM X/10MKa, ABVIKETCS MO YAKLE.

Tutp. CO BCEX KOHUOB MNOTARYIMCE B TOPO/ KPACHbBIE OBO3bl.

M0 yOeXAEHWI0 YHaCTHVKOB MEXBEOMCTBEHHOIO COBETa NPOeKTa, Npef-
nonaranoch yaenuTs 0coboe BHUMaHMe NpoKaTty GuibMOoB, BKIOYAs NOANUCKY
Ha cepuu atnaca Ha MaHep NOANMUCKM Ha TOMa SHLIMKIONeANIA:
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lpokam ¢unemos KuHo-Amaaca Moxem 8 0CHOBHOM 6a3UpO8aMsCs Ha
KY/16MYPHO-NPOCBEMUMESbHBIX YHPEXOEHUSIX CMPaHsl — Ky6ax, 0OMax
KpecmosiHUHa, Kynembalax u m. 0. Ho, nomumo 0be14H020 npokama KuHo-
Amanaca, Hado cHuMame He0bX0OUMbIM OCYLWECMaaeHue NOONUCKU Ha KuHo-
AmAaac co cMopoHsl 3aUHMEPECcoBAHHbIX y4pexoeHull U opeaHu3ayull
(MocTaHoBneHus. .., 1931, n. 179).

Tutp. KOJIXO3HWKW, BIMOJHVBLUVE T/TAH, BAC TPUBETCTBYET MOPO[,
N C HM BECb COBETCKM COHO3!

Kappbl. MpeactaButenn obLecTBEHHOCTM Ha rOPOACKON TprbyHe (CUH-
XPOHHO). KpecTbsiHe cvasT Ha 0603ax, CAyWatoT BbICTYNatoWmx (CUH-
XPOHHO). BbiCTynaeT npeacTaBnTenb ropoackoro kommuteta Kil(6) Y3be-
KucTaHa.

Kaapsl. Pa3seBaeTcsd 3HaMs C HagNMChio Ha NONOTHULLE: «KpacHbIMU X10M-
KOBbIMM 0603aMU YCKOPUM 3aBEPLIEHME NATUNETKN .

Kaap. Apka Hag BOpOTaMut AHAMKAHCKOrO X/I0MKOOYMCTUTENBHOMO 3aB0a
Ne 3.

Kaapbl. o ABOPY 3aBOAA ABMIKETCS KPACHbIV 0603, My)KUMHbBI HECYT MELLKM
C XJIOMKOM.

Kappbl. XKeHLWMHa BSXKET HUTU Ha CTAHKe. PYKI KEHLLMHBI, BSHKYLLVE XOMOK.
Kagp. XnonoK KpyMHbIM MAaHOM.

Kapp. PaboTaeT TKalKuWii CTaHOK.

Tutp. YOAPHAA XO3PACHETHAA BPUTALA.

Kaapel. XKeHuimHa paboTaeT y cTaHKa. KaTywKmn ABWMKYTCS Ha CTaHKe. TKaHb
HamaTbiBaeTCs Ha HbapabaH. Kycku TKaHu ABWXYTCS MO NeHTe TpaHCnop-
Tepa. KeHLWHa MeTpyeT MaTepuan. PasmeperHble KyCKM TKaHW LBVKYTCA
No NeHTe TpaHcnopTepa.

HanoxeHue KagpoB: ropbl XIOMKa, KYCKN TKaHW.

TUTP: KOHELL.

Cornawascs B Uenom C BbllWen3NOXKEeHHbIMW NMONOXKeHUAMW Konner

13 610p0o pa3paboTUMKOB KMHOATNaca, Epodees fgaBan B xoae 06CyKaeHUs npo-
€KTa BaXHbl€e NMPaKTUYECKMEe KOMMEHTapK, KOTOPbIE ObIN y4TeHbI NpU GopMU-
POBaHVIN UTOrOBOW KOHUENLMI:

«3anucka Cor3KUHO NOOPOOHO U NPagUALHO MPakmyem 8onpoc o KUHo-
amnaace, NpUMOM 8 MAPKCUCMCKOM OMHOWEHUU, 4M0O 0mMpPAOHO U HOEO. ..
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[lpu KoMNAeKCHOM nodxooe mamepuan bydem 6bIcmpo ycmapesame.
[Toamomy Hado 3KPAHU3UPOBAME 8 Nepayto o4epeds Goeaslie MOMEHMWbI,
a He obuwjue (Kysbacc, /JHenpocmpod u m. n.). Caedyem paszpaHuyums
dse obacmu unu 0se npobemel, B03HUKaWUe U3 06CywdeHul onpoca
0 KuHo-amnace. 1) CozoaHue cepull KUHO-(pUbM 0151 LWKO/ NO KOMN/IEKC-
HoMy memody. 2) BonpocCsl NIAHUPOBAHUS NPOU380OCMEA (u/ibM 8006LE.
Ho Hado ymoyHums mozda 80npoc 06 0peaHU308AHHbIX AyOUMOpPUsIX O/1s
noka3sa ¢gunsm» (MocTaHoBAeHMs. .., 1931, . 132).

Puc. 2. Kagp 13 punbma «[Janeko B A3umn»°

3. METO/ B.A. EPO®EEBA

MHOTOYMUCNEHHbIE CBMAETENbCTBA NPUHUNTMANBHOTO «AOKYMEHTA-
Nn3Ma» pexrnccepa HaxooaTCsa B €ro BbICKa3biIBAHNAX U r|y6nw<a|_|,|/|$|>< n3ydae-
MOTO nepnopda. B XOAe SKCNEPUMEHTA/IbHbIX MOMCKOB HOBOIO MapKCMCTCKOro
KNHOA3bIKa 1 pa3BepHyBu_|eP|c9| TemMaTn4yecKom OVNCKYyCCrK MO 3TOMY NMOBOAY
B COBETCKOW KnHoCpeae EpocbeeB aenan cneyranbHoe yaapeHne Ha MUCCHto

> NcTouHuK n3obpaxerns: PTAKD/. YaeTHbiii Ne 8034.
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AOKYMEHTaNbHOrO KMHO KaK CpefcTBa no co3fhaHuio NOANVHHON KMHONeTOo-
NYCU UCTOPUYM CTPaHbl. [Py 3TOM OH PELLMTENBHO BbIAENAN «AOKYMEHTaNbHYIO
bvinbMy» 13 06LLENPUHATON B KMHOBEAEHWN XaHPOBOW NannTPbl, TPAKTOBaBLLE
KnHemaTorpad kak Gopmy nckyccTaa: «[lokyMeHTanbHas GunbMa He aBaseTcs
KaKUM-N1Mbo “XKaHpoMm”, HanpaBneHeM nnu TedeHreM B UckyccTse (...) [oky-
MeHTanbHas GuabMa — 3TO TeXHMYECKoe HOBATOPCTBO B KMHOMPOW3BOACTBE,
HOBATOPCTBO MO OTHOLWEHMIO K elle HeflaBHO 6e3pa3aenbHO rocrnoACcTBOBaBLEN
B HEM UrPOBOM, TeaTpanbHON dunbme. TexHUYeckoe HOBaTOPCTBO AOKYMEHTas b-
HOW DUAbMbI MO3BONSET 3AMEHNTb MHCLEHUPOBKY XXN3HEHHbIX IBAEHWI, NprMe-
HAEMYIO B UFPOBOK hrnbMe (B aTenbe U Ha “HaType”) — CbeMKoW NoAMHHOM
aencTeuTensHocTu» (Epodees, 1931, . 5). Mo MHeHWio EpodeeBa, TexHMYeckoe
HOBATOPCTBO AOKYMEHTaNbHOM (DUNbMbI 3aK10HAN0Ch NMPEX/E BCEro B TOM, 4TO
bnarofaps pasBUTUIO KMHEMaTOrpahuyecKknx TeXHONOr WA hopmaT AOKYMeH-
TanbHOro unbMa NPeofonen CBOK XPOHUKaAbHYO NPUPOAY, Pa3BVB HOBbIE
n3MepeHns hrKkcaumm u TpaHcnaumMm peanbHocTu: «OCHOBOW TEXHUYECKOTO
HOBATOPCTBa AOKYMEHTanbHOM hunbMbl ABASETCS 0cobas, OTAMYHAas OT ApYy-
rMX BUAOB KMHOMPOW3BOACTBA (MFPOBOM (DUMbMbI, PUCOBAHHOW) TEXHONOTUS.
/1306peTaTensCTBO, Wealee A0 NNHMUY YCOBEPLWEHCTBOBAHMS 1 obneryeHns
YCNOBWIA PAabOThI MEPUOAMYECKON XPOHWKM U Hay4YHbIX hUbM, COBEPLIEHHO
nepepoanno TeXHNYECKne 0CHOBbI KMHOMPOM3BoACTBa» (Epodees, 1931, C. 5).
Ha npumepe pa3bopa ovepearoin «<KrHonpasabl» [31rn BepToBa OH, B 4acTHO-
CTW, filenan cnepytollme BbiBOAbl: «f0pa3ao MHTepecHee KNHOMPaBabl CAenaHHbI
6e3 BCAKNX IKMBOKOB “TOCKMHOKaneHaapb”. 3TO 3a4aTOK YPEe3BbIHaiHO HY»KHOM
CoBeTckuM Pecnybnumkam akpaHHoM raseTbl» (HecTeposumy, 1986, c. 136).

B TO e Bpemsi, aHanm3mpys CbeMOoYHbIe 1 MOHTaXHble paboTbl COBPEMeH-
HIKOB, @ TaloKe CBOM NepPBbIe KMHOOMbIThI, OH OTHYET/IMBO OCO3HABAN, 4TO Ntoboe
KVHOMPOW3BEAEHNE, B TOM HYUC/IE U JIOKYMEHTANbHOE, IBNSIETCS aBTOPCKOW KOH-
CTpyKUMen: «Kaxablid TUTP, DUKCUPYIOWMIA OTAENbHbIA DaKT ... ABASETCS TeH-
AEHUMO3HbIM, T. K. y)Ke B caMOM Bbibope 3Toro hakTa (a He Apyroro) Ans CbeMKu
1 B TOYKE 3peHunst 06beKTVBa NPOSIBASETCS OTHOLWeHWe onepaTopa (1 pyKoBo-
anTens pexwuccepa) k atomy dakty» (Epocdees, 1931, c. 5). IMEHHO C y4eToM
AaHHOI ycnoBHOCTY EpotheeB Npu3biBan KONNer-AoKyMeHTan1cToB ABUraTsCs
N0 NyTU MaKC1ManbHO BO3MOXHOM JOKYMEHTaNbHOCTY B KUHOMOBECTBOBAHMN:
«Hy)KHO 00BMBATLCS HE CHKEHUS AOKYMEHTA [10 MHCLEHWPOBKM, @ MOAHATIS
TEXHUKM CbEMKM 3TOrO JOKYMEHTa 1 NMOUCKOB HOBbIX (hOPM MOHTaXa AOKYMEH-
TanbHon unbMb (MpoXxnKo & drupcosa, 1987, c. 176). VIMeHHO B durKcaummn 1
TPaHCAALMN XKMU3HEHHOTO MaTepuana, obnaaatollero ocobo CMnoin Bo3aencT-
BUWS Ha 3puTenen, Epotees Bnaen cneumdmky 4OKyMeHTansHoro dunbma. «4em
AOMKHA 3aHMMaTbCS XPOHMKa MO CyllecTBy? S nonarato, 4TO XPOHMKA B OCHOB-
HOM [I0O/MKHa 3aHUMaTbCs PUKCaLMEN SBAEHWI NOANVHHOW AeUCTBUTENBHOCTH,
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He ToNbKO (haKToB, HO 1 ABNEHUII», — Aeknapuposan Epodees ([AepsbnH, 1998,
¢.30). ¥, Kak BUAHO Ha PaCCMOTPEHHOM MpuMepe KUHOPaboTbl «/]aneko B A3nm»,
OH CKpYMy/ne3HO anpobunpoBsan CBOM TeopeTUYecKne NoAxoabl Ha NpaKTuke —
MMEHHO XPOHMKaNbHas 3ammchb XMU3HeaAesaTeNbHOCTY Y30eKCKMX cOoOLecTB
B ayano-B13yanbHOM 06 BEMHOCTH, MPOBEAEHHAs B €CTECTBEHHbIX YCIOBUSAX
MECTHbIX TOPOACKMX 1 CENbCKMUX NOKALMIN METOAOM HabntogeHns 3aH1mana
Epodeesa.

B uenom nnaH ero CpefHeasnaTCKON KMHOIKCMeAUUMIN Bblpakancs
B BbICTPanMBaHVN HEMPENOXHbIX 3BeHbEB: NpeABapuUTenbHas paboTa ¢ onyban-
KOBaHHbIMW Hay4YHbIMY MaTepuanamu, KOHCynsTalummM co creuvannctamm no
3THorpadu1n v KpaeBefeHuto, Co3faHne CLieHapHOro 3CK13a U CbeMKa JOKyMeH-
TanbHOro GunabMa ¢ NpYMeHeHeM NPYEMOB JOKYMEHTaNbHOM 3anncn KMHO- 1
(boHoMaTepuranoB. YunTsiBas, 4To paboTa «/lanexko B A3uu» bbina nepBbiM aKCMe-
PVYIMEHTaNbHbIM OMbITOM CIOXHOW Pa3be3aHON ChbeMKI C CUHXPOHHO 3amnnChio
3BYKa, CNeumanbHo ANs aKCneanLmm bblna CKOMNAEKTOBaHa MobubHas NvHenka
annapaTtypbl. B 4acTHOCTM, MO BOCMNOMUHAHMAM YHaCTHUKOB KMHOMPYnmbl
MNCMOMb30BaHHAA MMM 3BYKOBas annapatypa cuctemsl UHxeHepa A.®. LLloprHa
yCMewHo BbliepxKana cneundunyeckme TpeboBaHus: «COBETCKMIA 3BYKOBOW anna-
paT AO/MKEH MPOHMKATb B COBXO3bI, KOMXO3bl, HA HOBOCTPOWKW, B OTAANEHHbIE
HaLMOHanbHble pecnybnuKkmn, MHOTAa 3@ ThICAHM KMIOMETPOB OT TEXHUYECKIX
6a3. MpoaBvxeHve B TaKmne palioHbl CBSA3aHO B MepBYIo o4epelb C nepeesfamu
MO NPOCEeNOoYHbIM OpOram, neckam, 6onotam 1 T. n.» (Epodees, 3ankmHa, 1932,
C. 43). B peanusaunu 4OKyMeHTanbHO-XPOHMKaNbHOMO NMOAXOAa K OTPaXKeHUio
AEeNCTBUTENBHOCTU B KMHO M COCTOSNA MaBHas 0COOEHHOCTb TBOPYECKOTO
novepka Epocdeesa. lMoToMy MeTOAMKY, NOCNEA0BaTENBHO UCMOb30BaBLIYIOCS
EpoceeBbiM NMpu co3gaHny 4OKYMeHTanbHbIX (GUABMOB, MOXHO OXapaKTepy30-
BaTb KaK «aHTPOMONOTMYECKYIO KNHOXPOHUKY». YMeHWe pexiccepa pa3rnageTb
€CTECTBEHHYIO ApamaTypruio B XM3HEHHOM CODLITUN, @ Takke TPaHCIMPOBaTb
«penopTaXHble CLeHbl», eCTeCTBEHHO nepefaBaBLumne «KOMOPUTHbBIN OblT BOC-
TOYHbIX OKparH CCCP», nogyepkrBan paboTtaslwmii ¢ HM onepaTtop P./1. KapmeH
(BuHorpagoBa, 1983, ¢. 68). IMEHHO 3T1 KayecTBa obecneynBatoT No3HasaTeb-
HYI0 EMKOCTb KMHOAOKYMeHTOB EpodeeBa 1 NpeAcTaBAsOT 3HAYNTENBHYIO LieH-
HOCTb 419 CCNeA0BaHUN.
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Puc. 3. Kagp 13 punbma «[janeko B A3umn»°

Kak 1 MHOrve hunbMbl COBETCKOTO KMHOATAACa, KUHOKapTHHa «/laneko
B A311» Bbia BbIMONHEHA MO YHUBEPCANbHOW A1 CBOErO BPEMEHU CLEHAPHO
MaTpuLie — Ha NOKanbHOM cneuydrKe UNNCTPUPOBaNna Nepexos oT APEBHNX
TpagMumii (TEMHOro MPOLWOro) K COBETCKMM MHHOBaUWsSM (CBeTNOe byayulee),
4TO 0becnevnno GuabMy B3y 415 NMonafaHns B WMPOKNIA KUHOMPOKaT. HecMo-
TPS Ha ouLVanbHY0 MO3MUMIO NapTUHbIX BEAOMCTB, NPK3bIBABLMX MCMONB30-
BaTb BO3MOXHOCTW KuHemaTorpada fns NpoBefeHNs «KyNsTYPHOW PEBOMIOLMY,
B KnHonpokrate CCCP B 1920-x elle aKTVBHO AEMOHCTPMPOBANNCE MOCTAHOBOY-
Hble GUABMBI 3arPaHNYHOrO MPOU3BOACTBA — OHM e CPaBHUTENbHO MpoLle
OKYManuch, Yem uilyllyie CBOV f3bIK U GopMaT AOKYMEeHTaNbHble COBETCKME
«KynbTypUNbMbI». B 3TOI CBA3M Epodhees, roBops 0 HEOOXOAMMOCTY Hanaxusa-
HUs paboyeit Lenu «Mpov3BOACTBO — MPOKAT» A1 IKCMEANLMOHHBIX U HAayYHO-
NONyNAPHbBIX TEHT, KPUTUKOBAN KOMMEPYECKYIO OPUEHTALMIO KMHOMPOKATHMKOB,
AEeNaBlUMX CTaBKY Ha KacCoBble NoKasaTenw. Hactavsas Ha BbICTPanBaHmu peasb-
HOrO CO3BYYMS COBETCKMX MPOrPaMMHbIX TO3YHIOB U SKPaHHbIX BbICKa3bIBaHWN,
EpoceeB noayepkmnBan BaXKHOCTb NMPOBEAEHNS PeanbHOroO MMNopPTo3amelle-
HUS Ha 3KpaHe, YCUAMB KaK KayeCTBO MPOM3BOACTBA, TaK 1 NMPOTEKLMIO B NMPO-
KaTe COBETCKUX AOKYMEHTaNbHbIX rbMOB. [Py 3TOM OHON U3 TaBHbIX HUL
AN NpUMeHeHNns (DUNbMOB 3THO-Teorparveckoro CogepKanns, B TOM Yucne
1 kapTuH «KnHoatnaca CCCP», Epodees cumtan cchepy WKONbLHOro 0bpas3oBaHus:
«Bo MHOrmMx obnactsx npenofgaBaHuis (Hanpumep, reorpadus, NPoOM3BOACTBO,

® NcTouHuK n3obpaxerns: PTAKD/. YaeTHbiii Ne 8034.
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U3KKa) KUHO SABASETCS CUAbHENLINM WKOMbHbLIM Nocobrem» (Epodees, 1926¢,
c. 4). Mo3aTomy oH obpallancsa K pyKoBoACcTBY HapKomnpoca ¢ npeanoxeHvem
obecneynTb LWKOMbI KMHOYCTaHOBKaMK 1 pa3paboTaTk Nporpammy nporssoa-
CTBa «LUKOMbHbIX DMNbM», @ PYKOBOACTBO KMHOOPraHW3aUmnii Npr3san B3gTbCs
3a ocyulecTBneHne chopmMynnMpoBaHHOM UM NporpaMmel. M B 3ToM Hanpasne-
HVK EpodeeB npeacTaBma NporpaMMHble MONOXKEHNS, CTaBLUVE BNOCNeACTBUN
OCHOBOW KOHLENUMM KMHOATNaca B 4aCTW MPUMEHEHMS Cepuii SKpaHHOro atnaca
B y4eBbHO-NPOCBETUTENLCKIX Liensx. K OBy, paCCMOTPEHHbIV B CTaTbe hUbM
«[lanexo B A31u» bbin BKOYEH pa3paboTymkamu B CNMCOK 06pa3sLioBbix hUIbMOB
COBETCKOrO KMHOATMaca 1 PEKOMEH0BaH MMaBHbIM penepTyapHbiM KOMUTETOM
ANs NoKasa B paMkax 06pa3oBaTesibHbIX, MPOCBETUTENbCKUX, KyNbT-arnTauyoH-
HbIX MeponpUATUA (CNUCOK TEXHUYECKIIX, HAaYYHO-MOMYASPHBIX, y4eOHbIX, aruT-
MaCCOBbIX 1 XPOHMKaNbHbIX hUbM, ogobpeHHbix CekTopom VicKyccTs 1 Maspe-
nepTKOMOM ANs AepeBHu, 1933, ¢. 11).

3AK/TIOYEHME

TaknM 06pa3oM, C OAHOW CTOPOHbI, KaK OAVH V3 MepBbIX KNHOAOKYMEHTOB
no aTHorpadumn y3bekos, bunbm Epodeesa cTan Bkaaom B Hayky. C Apyroi,
bnarogaps oTobpa)KeHUo Ha IKpaHe NPenoMIeHN COBETCKOro CTPOUTENbCTBA
B pervoHe — JOKYMEHTOM MO BU3yanbHOW UCTOpUK Kpas. HakoHel, y4uTbiBas
XPOHMKANBHOCTb KaK NPUHLMAMANBHbINA MOAXOS4 B TPAHCASLMW peanbHOCTH, OH
Cbirpan 3Ha4YMTeNbHYO POSb B Pa3BUTYVIN COBETCKOM AOKYMEHTaNNCTUKK, 3acny-
XKEHHO 3aHsB CBOE MeCTO B Psfly MMPOBOW KMHOKNACCUKM. A TBOpPYeCKas MeTo-
ponorus Epodeesa, pa3BuTtas nM B paboTe Hag dunbMom «laneko B A3unm»,
SBNSETCA BNOMHE aKTyanbHOW AN NPYMEHEeHNs B COBPEMEHHOM BW3yanbHO-
aHTpononoruyeckoin npaktunke. OnbIT e npoexTa «KuHoatnac CCCP» oka3sbiBa-
eTcs BMosHe BOCTpeboBaH B CPaBHMTENbHO-MCTOPUYECKON NepcrneKTnae npu
OCMbICNIEHUN PETYASPHO BO3HMKAIOLMX COBPEMEHHbIX PEMANK CO3AaHNs BH3Y-
anbHbIX aT1ACcoB, TaKKe BO3HMKAIOWMX Ha CThIKe Hay4YHbIX, TBOPYECKMX U 1AEO0-
NOTUYECKMX NMMHWIA, KaK, K NpuMepy, BUaeonpoekT «/lnua Poccum» (MHbopmMaum-
OHHOe areHTCTBO «PocbanT» Npun noaaepxke Coeeta Pepepaumm degepanbHoro
CobpaHus Poccuinckon depepaumn 1 Pycckoro reorpadudeckoro obuiecTsa),
MyNbTUMEANAHbINA NPoeKT «Hapoabl Poccum» (cTyams «MunoT» Npu NoaaepxKe
MUHKUCTepCTBa KynbTypbl Poccmm), TenenpoekT «Poccus, nobosb Mosil» (BI TPK)
1 MH. Ap. Kak BUAHO, foWweaAwne A0 HalmMX AHEN BM3yanbHble apx1Bbl He orpa-
HVYMBAIOTCA PETPOCMEKTUBHOW LIEHHOCTbIO — 3TO 1 CBOeobpasHas «Kancynay,
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nocnaHne COBPEMEHHbIM N'YMaHNTaprsM, KOTOPbIE CNOCOBHbI MHCIVPUPOBATb
PasBUTME TEMATUYECKMX HAaYYHO-TBOPYECKMX MOAXOA0B B CErOAHSILIHMX NMPOeK-
unsx (Golovnev, I, Golovneva, E., 2021a; Golovney, I, Golovneva, E., 2021b).
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[ToBbILEHVE 30EeKTVBHOCTY
roCyAapCTBEHHOW NONUTUKN

B chepe knHematorpada

C MOMOLLBIO MaLLUVHHOIO 0byyeHnd

AHHOTauums. [1poBefeHO MccnefoBaHe MaccuBa NPOKaTHbIX AaHHbIX
POCCUINCKMX HaUMOHaNbHbIX KMHOMUABMOB ¢ heBpans 2004 no ceHTa6pb
2023 rofja c NpUMeHeHneM MeTo10B MalMHHOIO 0By4eHNs: OTAENbHO pac-
CMOTPEHbI YCMELLHble 1 HeyCnellHble B poKaTe hUAbMbl, TPOEKTbLI NaTpyo-
TUYECKOW HanpaBNeHHOCTY. B nccneaoBaHyin MCnonb3oBaHa aHcambnesas
MOAenb MalHHoro obyyeruns HistGradientBoostingClassifier v nocnegosa-
TeNbHas NONHOCBA3Has TPEXCNOMHAs HepOCeTb Ha OCHOBe b1bMoTeKN
TensorFlow, 6a3oBble MeTobl 06PabOoTKK eCTECTBEHHOTO si3blKa. YCTaHOB-
NeHo, YTO NaTpuoTUYHecKMe PUAbMbI UMEIOT MPOKATHbIE XapaKTePUCTUKU
HVDKe, YeM B CpefjHeM MO PbIHKY, U CYLLECTBEHHO OTCTalOT OT YCMNeLHbIX
B NpoKaTe NMpOeKTOB POCCUIACKOro KHemaTorpada. [lokazaHa BO3MOX-
HOCTb TOYHOIO MPOrHO3MPOBaHNS KMHOCOOPOB, MPOKATHbIX XapaKTEPUCTUK,
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a Tatoke nofbopa NapameTpoB NMPOEKTa ¥ COCTaBa ero TBOPYECKON rpynib
ANS YAYHWEeHNs pe3ynbTaToB NpoKaTa v YBENUYEHNs 0XBaTa LieneBbix
ayamTopuii. MokasaHo HanpasieHvie UCMONb30BaHNS 3bIKOBbIX MOAEEN
(Ha NpvMepe aHHOTaUWI KUHOMUABMOB) ANs CO3AaHMs 3PDEKTUBHOIO
KNHOKOHTeHTa. CaenaH BbiBOf O HEOBXOAMMOCTI KOMTIIEKCa Mep Mo peani-
33UV rocyfapCTBEHHOM NONUTVKK B cchepe 06pa3oBaHus, MHHDOPMaLMOH-
HbIX TEXHONMOT WA, KyJIbTYPbI U MCKYCCTBA, KOTOPast J0/KHa OblTb OCHOBaHa
Ha Co3AaHMM efyHbIX MearMadpaHLLIn3 1 «30HTUYHbIX OPEH[10B, BK/OYato-
WX KUHOMDUABbMBI, CEPUanbl, KOMMbIOTEPHbIE, OHNAMH W HACTOMbHbIE UMPbI,
MY3bIKaNbHYIO 1 MHYHO NPOAYKLMIO. BHegpeHe pesynstaToB UCCNeoBaHNs
NOBbICUT 3(hPEKTUBHOCTb FOCYAAPCTBEHHOM MOAWUTUKM, OTAAYY OT rocyaap-
CTBEHHbIX 1 4AaCTHO-IOCYAapPCTBEHHbIX MHBECTHLMIA B cchepe KpeaTuBHbIX
WHAYCTPUA. KnHemaTorpad 1 KpeaTusHast MHAYCTPYS CTaHyT CaMOOKyMa-
eMbIMU 1 MPUHOCALMMI [OXOL CEKTOPaMM IKOHOMUKM. Vicnonb3osaHme
[@HHbIX NPOKaTa APYrux PbIHKOB NO3BOANT CO3MaBaTh Hosee BOCTpebo-
BaHHbIM 38 pyOEXOM KOHTEHT KaK 3/1eMEHT «MSITKOW CUMbI» U KYNBTYPHOTO
BANSHWS. Pe3ynsTaTsl UCCIEA0BaHNS MOTYT UCMOMb30BATbCS BO BPeMS
otbopa 1 pazpaboTKy KMHOMPOEKTOB «DOHAOM KUHO», MUHUCTEPCTBOM
KynsTypbl Poccuiickont deaepaLiim, HacTHbIMU POCCUICKMMI MHBECTOPaMK
Y KUHOCTYAUSIMU, OpraHaMu BAACTW 1 OpraHn3auusiMu, OTBETCTBEHHbIMY
3a pacnpocTpaHeHe poCCUNCKOro KUHOKOHTEHTA 3a PYHeXoM.

KntoyeBble cnoBa: rocyaapcTBeHHas NoanTUKa, HaLMOHaNbHbINA KnHeMa-
Torpad, 06paboTka eCTECTBEHHOIO S3bIKa, A3bIKOBas MO1E/Nb, MalIMHHOE
0by4eHne, NCKYCCTBEHHbIV MHTENNEKT, HEMPOCeTb, «<MArKkas Cuna», Nou-
TnKa B cchepe KynbTypbl, POHA KUHO, MUHUCTEPCTBO KyNbTYPbl POCCUIACKON
depepaunn, PoccoTpyaHn4ecTBo, POCKOHTpecc
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ENHANCING STATE POLICY
EFFECTIVENESS IN CINEMA
THROUGH MACHINE LEARNING

Abstract. A study was conducted on the distribution data of a range of Rus-
sian national films from 2004 to September 2023 using machine learning
methods, with successful and unsuccessful films and patriotic projects con-
sidered separately. The study utilized the ensemble machine learning model
HistGradientBoostingClassifier and a sequential fully connected three-layer
neural network based on the TensorFlow library, along with basic methods
of natural language processing. It was found that patriotic films exhibit dis-
tribution characteristics lower than the market average and significantly
lag behind successful Russian cinema projects at the box office. The study
demonstrated the possibility of accurately predicting film box office receipts,
distribution characteristics, as well as selecting project parameters and the
composition of its creative team to enhance distribution results and increase
the reach of target audiences. The study also illustrated the use of language
models, specifically through film annotations, to create effective film con-
tent. A conclusion was drawn regarding the need for a set of measures to
implement state policy in the field of education, information technology,
culture, and art, focusing on the creation of unified media franchises and
umbrella brands encompassing films, TV series, computer and online games,
music, and other products. The implementation of the research results will
enhance the effectiveness of public policy and the return on public and pri-
vate-public investments in the creative industries sector, positioning cinema
and the creative industry as self-sustaining and income-generating sectors
of the economy. Leveraging rental data from other markets will facilitate the
creation of content with higher demand globally, serving as a soft power and
culturalinfluence tool. The results of the study can aid in project selection
and film project development by the Russian Cinema Fund, the Ministry of
Culture of the Russian Federation, private Russian investors and film studios,
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as well as authorities and organizations responsible for distributing Russian
film content abroad.

Keywords: state policy, national cinema, natural language processing, lan-
guage model, machine learning, artificial intelligence, neural network, soft
power, cultural policy, Cinema Foundation of Russia, Ministry of Culture of
the Russian Federation, Rossotrudnichestvo, Roscongress Foundation

BBEJEHWE

[ns paboTsl C AAUTENBHBIMW NEPVOAamMyt BDEMEHW 1 BbIpabOTKM CTpaTe-
TUYECKUX PelleH N, KacatoLmxcs OyayLlero noAUTUYECKNX CUCTEM, HEODBXOAMM
BaXHbI KOMNOHEHT — NOAUTUYECKAS MACONOT NS C ee COAepXaTeNbHbIMU KOM-
MOHeHTaMK, TPaHCAMPYEMbIMU B PaMKax rocyapCTBeHHOM MHMOPMaLIOHHOA
NOANTUKYM KaK BHYTPY CTPaHbI, TaK 1 3a ee NpeAenaMu B KOHTEKCTE NPUNOKEHNS
«MArKoi cunbl» (Masnosa, 2021, €. 93) 1 OCYLLECTBAEHUS «TOCYAaPCTBEHHOM KyNb-
TYPHOM NOANTUKM» (IMKX, 2015, ¢. 112), NpOBEAEHNS KOHCTPYKTUBHOM IKCMaH-
CUV NONUTUHECKOW CUCTEMBI. Paclumperme NpUMeHeHNS NCKYCCTBEHHOTO MHTeN-
NeKTa B AaHHOM OTpPac/av NO3BOAWT OCYLWECTBUTL NEPEXOS OT aHaIUTUYECKON
K MPOrHOCTUYECKO, TBOPYECKOW (reHepaTWBHOW) U NPOEKTUBHON MYHKLUMAM.
C NOMOLLbIO MCKYCCTBEHHOTO MHTENNEKTa BOIMOXHO CO3AaHNe KaK OTAeNbHbIX
XY[AOWECTBEHHbIX MPON3BEAEHWN, yHeOHbIX MaTEPUANOB, Tak 1 hpaHLLIN3, «30H-
TUYHbIX OpeHJ0B», MOKa3blBaOWMX BbICOKYIO 3P HEKTUBHOCTL ¥ pe3ynbTaTuB-
HOCTb MO BO3AEWCTBIIO Ha Lienesble ayanTopuu.

OcHOBHas rMnoTesa 1ccefoBaHys CBs3aHa C TeM, YTO BOCTPeOOBaHHOCTb
KOHTEeHTa (KnHonpoun3sseaeHus) 1 3pMeKTUBHOCTb €ro BO3AeNCTBIA Ha Lienesble
ayauTopum 0byCIOBIMBAETCS KaK COAepXaHeM, Tak U BHeWHVMM Npr3HaKamu
NPOeKTa (KaHPOM, ANMUTENBHOCTBIO, BO3PACTHBIM PENTUHIOM U APYrVIMU), @ TakKe
XapaKTepucTKaMu TBOPYECKOW rpynmnbl, 331eICTBOBaHHOW B €ro CO3AaHuK.
CnepoBaTenbHO, Ha OCHOBE AaHHbIX MPOKaTa NPOLUAbIX NEPUOAOB MOXHO CNPO-
FHO3MPOBaTb yCnex Wan Heycnex Ntoboro NpoeKTa 3apaHee, 40 Havana Npouns-
BO[CTBEHHOrO NPOLECCa 1 BO3HVKHOBEHWS OCHOBHbIX 3aTpaT. TakoKe BO3MOMEH
MPOrHO3 «YCMELHOCTW» KMHONPOEKTA Y 3p1Teneit, Mcxoas 13 ero opmManbHoro
ONMCaHMa — pPa3BepPHYTOW aHHOTaUMW, CUHOMCKCa U CUEeHapws, a BNOCNEACT-
BWM — ayAVOBU3YaNbHOMO PeLIeHNs.

,ﬂOKa3aTeﬂbCTBO BblABW HyTOVI rMnoTe3bl O3Ha4YaeT BO3MOXHOCTb CO34aHNA
BbICOKOKA4Y€CTBEHHOM 1 BOCTp€6OBaHHOVI LenesbiMn ayanToprAaMy NpoAYyKUNNA,
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HarpyeHHOM NAEONOrMYeCcKUM CoaepaHneM, B AaHHOM Cly4ae — Xy[A0XecT-
BeHHbIX DVIBMOB, @ BNOCAEACTBUN U NUTEPATYPHbIX NPOU3BEAEHUN, BUAEOUTD,
MY3bIKaNbHbIX KIMUMOB 1 PYr X NPOU3BeaeHit cchepbl KpeaTuBHOWM MHAYCTPUN
3a c4eT noabopa ONTUMANbHOIO COYETAHWS XapaKTePUCTUK TBOPYECKON Fpynibl,
BblENEHNS «KPUTEPHIEB YCrexa» NO Pe3yNbTaTaM aHanm3a MCTOPUYHECKMX AaHHbIX,
COMNOCTaBNeHs Mo COAEPKAHMIO C Hambonee ycnewHbiM1 B 0Tpaciv obpasuamu.
Tatoke NOSABUTCS BO3MOXHOCTb AN POCTa A0V KOMMEDPYECKN MPUObLINbHbIX
B CTpaHe v 3a ee npeaenamvt GUNbMOB, KnHeMaTorpad cTaHeT NpUHOCSLLEN
[0XOf roCcyAapcTBy 1 BU3HECY KpeaTVBHOW OTPac/bio, 06 BEKTOM AN NPSMOro
1 NopThensLHOro MHBECTUPOBAHMS.

OB30P JINTEPATYPbI

KvHemaTorpad — 3T0 BblCOKOYPOBHEBBIN 5S13bIK CMbIC/IOB 11 06Pa30B, «5i3bIK
NporpaMMmpoBaHus» fns ColUmnanbHbIX CUCTEM. 3TO CONOCTaBNeHe 0OCHOBAHO
Ha TOM, 4YTO [JOCYroBble NPeanoYTeHNs HAaceneHns TECHO CBSA3aHbl C LIeHHOCT-
HbIMW VI HDABCTBEHHbBIMUW YCTaHOBKaMM, hOPMUPOBAHVIEM FOCYAAPCTBEHHO-
rpaXkaaHcKom naeHTnyHocTH (fopwkos, Wepern, 2019).

B MVMpOBOM KOMMEpPYECKOM KuHeMaTorpade paboTa C aBTOMaTW3MpPO-
BaHHbIM «MOAOOPOM» COIEPIHKAHMS KMHOMPO/YKTa U YCNIOBUSIMU €ro Co3aaHus,
NpOrHo3MpoBaHeM CbOpOB 1 NpoKaTa NoCTaB/eHa Ha NOTOK. CIOXHbIE UcCe-
[0BaTENbCKME 13bIKOBbIE MOJENN U HEMPOCETW MOTYT UCMONb30BATLCS /151 BbIsIB-
NeHVs NPUYMH YCNEeWHOCTH CLEHAPVIEB 1 CYHOMCKUCOB — TaKmne NporpamMmMHble
anropuTMsbl ke cyulecTrytoT B CLIA, EBpone (Murschetz et al, 2020) 1 ocobeHHO
B Kutae (Li et al, 2022), a Takke B Apyrux cTpaHax oT MHanu (Meenakshi et al,
2018; Chakraborty et al, 2019) 1 Wpn-laHkn (Sivakumar et al, 2021) no Hurepwum
(Adecola et al, 2021) 1 Typuun (Glrbiz et al, 2022).

KWUTaNCKMI KUHOPBIHOK NINAMPYET NO YNUCNY NCCNEA0BAHUIA AN CO3AAHMS
CUCTEMbI MOKa3aTenei B OTHOWEHMM KacCOBbIX COOPOB (PMIbMOB MPUMEHSHOTCS
3KCNEepTHbI onpoc v MeTog [enbdu. MNpu MporHo3nMpoBaHUmM NCNONL3YIOTCS
LaHHbIE, XapaKTEPU3YIOLLVE aKTepOB, PEXMCCePa, CLLeHApKCTa, XaHp NpoeKTa,
Harpafbl TBOPYECKOW FpyMnbl, ee U3BECTHOCTb, penyTaumnio Npoatcepa, rpa-
VK BbIxoAa 1 ycnosws auctpubyuun (Lu, 2019, p. 177). Ho nocteneHHo nansmy
nepBeHcTBa 3abupaeT MalmnHHoe obyderue (Abidi et al, 2020, p. 2) 1 rybokoe
obyyeHme (Zhou et al, 2019, p. 1855).

HAYKA TEJIEBUAEHUNA 20 (2), 2024 59 THE ART AND SCIENCE OF TELEVISION



MpOrHoO3MpoBaHuNe KUHOMNPOKaTa OCYLLeCTBASEeTCS Ha OCHOBE PaboThl
C peueH3namn 1 o63opammn GrunbMoB (Yoo & Kim, 2023, p. 95), M1Kkpobnoramm
1 HechopManbHOM KOMMYHMKaLmel (Zhao et al, 2022, p. 141). lporHocTuyeckas
(DYHKUMS TaKKe peanuayeTcs C UCNoNb3oBaHNeM N306paxeHnit, myboKnX Myb-
TUMOAANbHbIX BU3YaNnbHbIX MYHKLMIA, U3BAEYEHHbIX U3 adul hUNbMOB 1 MeTa-
AaHHbIX dunbMa (Madongo & Zhongjun, 2023, p. 1). ins oueHKkn dhakTopos, Bnu-
SHOWMX Ha KaccoBble cbopbl hrABMOB ¥ NoBefeHwe 3puTenen (Feng & Liu, 2020,
p. 9), 33eNCTBYOTCS MHOrOMAaKTOPHbIe U MyNbTUMOAANbHbIE aHCaMbeBble
mopenu (Ni et al, 2022, p. 199). B nocneaHee Bpems 0TMeHaeTCs YCNOKHeHne
METOI0B B CTOPOHY NPVIMEHeHUs UMEeHHO aHcambnesbix Moaenel n obbeavHe-
HUS HECKONBKKX HerpoceTel. B 4acTHOCTH, pSAOM UccnenoBaTene Mcnonb3ay-
eTcs rybokas HelipoHHas CeTb, KoTopas 06 beanHaeT NPU3HaKN, M3BNEYEeHHble
13 NOCTEPOB PUABMOB C MOMOLLLIO CBEPTOYHON HEMPOHHOM CeTW, a 3aTemM COOT-
BETCTBYIOLIMM 06pa3om pa3pabaTbiBaeTcs Habop HOBbIX MTEHETUYECKMX anro-
puUTMOB AN aHanu3a (Zhou & Yen, 2018, p. 1). [IporHo3npoBaHme NpoKaTHbIX
cH6opoB GUNbMOB, TakMM 0BPa30OM, CHIKAET MHBECTULIMOHHbIN PUCK, NO3TOMY
OHO MMeeT BOobLIOe 3HaYEHVIe N1 KMHOVHBECTOPOB U COLMAaNbHOM S3KOHOMVIKY
(Chen & Dai, 2022).

Ecnu B uenoM MUpoBOW Nyn Ny6ArKaumin n nccneqoBaHuii B chepe MalmnH-
HOro 0bYYeHUs NPYMEHUTENbHO K KnHemaTorpady vcHeprnsiBaeTcst HECKOb-
KUMKW COTHSIMU, TO B COBpeMeHHoW Poccuiickoin defepaumt — CHUTaHHbIMM
eAVHULEMW, HECMOTPS Ha aKTVIBHOE BHeapeHue meTooB data science B cdepe
(b1HaHCOB, puTelina, baHKOBCKMX YCAYT, NOTUCTUKM U AOCTaBKK. Vicnonb3y-
t0TCS1 B OCHOBHOM TPaAMLMOHHbIE COLMONOrnyeckme (onpocel, aHKETMpOBaHue,
okyc-rpynnel) MeToabl (Hoakk v ap., 2015, €. 28) v oLeHKa NocTdakTym (NunoT-
Hble rpynnbl 3puTenel nocne NPoOCMoTpa T13epa Unv Tpeiinepa) (Hoakk 1 ap.,
2012, c. 17). OCHOBHOM aKLEHT cenaH Ha MaTemMaTuyecKor obpaboTke pesynb-
TaTOB OLEHKM 3pUTENbCKIX AMOLMIA (TaTapHKKoB, 2016). [puMeHeHre MeTo10B
MaLIMHHOIO 0ByYeHUs N HeMpOCeTel Kacanoch NPenMyLLLECTBEHHO MHOCTPaHHbIX
KMHOPbIHKOB (ACHMUKINIA 1 Ap., 2017, C. 449).

BmecTe ¢ TeM C MOMOLLbIO MaLIMHHOMO 0BYYeHM S Mbl MOXEM BbIAEANTb Kak
dopManbHble hakTopsl ycnexa, onpeaensiolime yaady uim Heyaady npoekta
C BbICOKOM TOYHOCTbIO ([JoxanKoB, 2023), TaK 1 CO3AaTb CNOXKHbIe aHcambne-
Bble Mofenu-KnaccudrnKaTopbl, MO3BOASIOLME ONPEAeNnTb He TONbKO Knacc
ycnexa/Heycnexa npoekTa, Ho 1 bonee CAOXKHYI0 Knaccudurkaumio, NpUMEHNB
aNropUTMbl PEFPECCHIM AN ONPEAENeHINs 3pUTENbCKOrO PENTUHTA, KONNYeCTBa
NPOCMOTPOB, BENNYMHbI COOPOB 1 OKynaeMocTu (Joxankos, 2024).
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MATEPWUA/IbI U METO/ bl

OObeKTOM VCCnefoBaHWs BbICTYNAOT MPOKaTHbIE pe3ynsTaThl v LOCTYNHbIE
1CCNeAoBaTENtO OTKPbIThIE AaHHbIE POCCUINCKMX HALMOHaNbHbIX GUABMOB C heB-
pans 2004 no ceHTs6pb 2023 rofa — 370 1683 NpoeKTa, BbiNYLUEHHbIX B MPOKaT,
6e3 yyeTa NnoBTOPOB B 2022 rofly (Ha PoHe yxoaa MHOCTPaHHbIX KWHOAWCTPebbIO-
TEPOB C POCCUIICKOTO KMHOPBIHKA), @ Takke anbMaHaxoB, OTAENbHbIX OKYMeH-
TanbHbIX ¥ KOPOTKOMETPAXHbIX KAPTUH, KaK 1 KapTyH, He BbleaLW X B OTKPbITbIN
npoKaT wnw BblWeALWnX cpasy Ha TeneBngeHum, VinteprHeT-nnatdopmax, cTpu-
MUHTOBbIX CEPBMCAX ¥ B OHNANH-KMHOTeaTpax’.

B nccnenoBaHnu MCNonb30Banvch OTKPbITbIE OduLManbHble 1 HeoduLm-
ansHble 6a3bl JaHHbIX COBPEMEHHOO POCCHIICKOTO NPOoKaTa?, NpeoCcTaBAsioLve
KOHTEHT 6e3 OrpaHV4eHuii Ha ero NCNonb30BaHKE B Hay4HbIX, 00pa30BaTENbHbIX
1 KYNBTYPHbIX LENSX,® C NOCAeaytoLLeit pyYHOW 1 aBTOMaTU3MPOBaHHOW NpoBep-
KOW 1 CONOCTaBAEHWEM [aHHbIX U3 Pa3HbIX MCTOYHWKOB, CBEEHVEM B e1HbIi
paracer.

C deBpans 2004 ropa no ceHTs6pb 2023 rofa 1683 KUHOKaPTUHbBI 3apa-
6oTanu 160,7 Munnnapaos pybnei npu 727,2 MUNNIVOHOB NPOCMOTPOB 1 COBO-
KYMHbIX OTKPbITBIX pacxofdax Ha Mpon3BoACTBO 163,3 munnvapaa. [ocKonbKy
NpUMEPHO Mo 1/3 BCex KMHOMPOEKTOB AaHHble O BIoAxeTe OTCYTCTBYIOT, A5 pac-
4eTOB MCMONb30BANNCH OLLEHOYHbIE 3HAYEHNSA HA OCHOBE MefMaHHbIX NoKasaTe-
neit. HemonHoTa AaHHbIX co3faeT Npobaembl A4 NOAYYEHNUS TOYHbIX TPOrHO30B
no cbopam v Yncy 3puTeneit ¢ MCNoNb3oBaHEM anropUTMOB Perpeccun.

3aronoBoli nepuoga ¢ 1 sHBaps no 31 gexkabps 2023 roga B oduLManbHbIi
POCCUICKNIA KMHOMPOKAT BbILWNO 192 npoekTa®, BKMoYas ribMbI-KOMPOAYKLIMIO.
CoBOKyMHble COOpbl KNHOTEATPOB NpeBbIcUAN 40 MAPA pybnen®, n3 KoTopbix

1 [laHHble 3a 2023-2024 roasl OyayT MCNONb30BaHbI A1 Banuaaummn pa3paboTaHHbIX Moaenei
B NPOAO/IKEHUM NCCNef0BAHNS.

2 ABTOp BblpaX@eT Mpu3HaTeNbHOCTb Bnajenblam 1 agMUHUCTPATOPaM OTKPbITbIX HOBOCT-
HbIX PECYPCOB 1 MOPTanoB AaHHbix: Kinopoisk.ru, kinometro.ru, Afisha.ru, Film.ru, kinobusiness.
com, kino-teatr.ru n kinopoisk_dev.

3 TKP® Cratbs 1274. CBOHOHOE MCNONb30BaHVE NPON3BEAeHUs B MHDOPMALMOHHbIX, HayY-
HbIX, Y4€OHbIX MMM KyNbTYPHbIX Lensx « paxaaHcKuii kopeke Poccuiickont depepalmm (4acTs
yeTBepTas)» oT 18.12.2006 N 230-®3 (pea. ot 13.06.2023, ¢ n3m. oT 14.12.2023) (c n3m. v gon.,
BCTYM. B cuny ¢ 29.06.2023).

4 Naepos, C. (2024). Poccuiickoe KnHO — wuTorm 2023 ropa. CuHemannekc. 08.01.2024
(SnekTpoHHbIN  pecypc). URL: https://cinemaplex.ru/2024/01/08/rossijskoe-kino-itogi-2023-
goda-kinoproizvodstvo-proczvetaet-oficzialnyj-kinopokaz-chahnet.html  (nata  obpauwerus:
25.03.2024).

° MNpecc-koHdepeHUMs, NOCBsLEeHHas POCCUCKOMY KuHemaTorpady B 2023 roay. (2023).
®oHO KuHo. 28.12.2023 (3neKTpoHHbIN pecypc). URL: https://www.fond-kino.ru/news/press-
konferencia-posvasennaa-rossijskomu-kinematografu-v-2023-godu-28-12-2023/ (gata obpalie-
Hus: 25.03.2024).
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npumMepHo 70%° NpUWNOCh Ha HauMoHanbHble PUAbMbI 1 MPOEKTbI COBMECTHOTO
Npou3BOACTBa. HO B LeNOM Ans rocyaapcTaa v YaCTHbIX MHBECTOPOB POCCUA-
CKNIA KHemaTorpad NpoaomKaeT HbiTb YObITOYHBIM. Y AAaHHOW CUTYaLMK eCTb
00BbeKTMBHas NpMYMHa: ANs OKyNaeMocTy HeobxoAnmMa CTpaHoBas ayauTopus
He MeHee 500 MUNMOHOB YenoBeK.

Mo cTeneHn pacnpoCcTpaHeHHOCTN Ha MaaHeTe, Mo KONMYecTBy Brage-
IOLIMX S3bIKOM MtOf1e POCCUIMCKNIA KMHOPBIHOK B 2022-2023 rofax no pa3HbiM
NCTOYHMKaM' 3aH1Man BOCbMOe-AeBATOe MecTo B MMpe — 3T0 255 M/IH YenoBekK,
TO eCTb B 2 pa3a MeHblle, 4eM HeobXoAMMO A1 CO3AaHMs CaMOCTOATENbHOO
CaMOOKyNatoLLerocs KMHOpPbIHKA. [10 3TOM e NpuynHe ycnoBHble «6nokbacTepbl»
¢ 6romxeToM CBbIlE 750 MUANMOHOB pybneit, Kak NMPaBuo, OKa3blBAKOTCA He peH-
TabenbHbl. EAVHCTBEHHOE UCKIOYEHMe 3a UCCnedyemblid Nepuof BpeMeHn —
bunbm «Hebypaluka»®, YepeaHeHHble AaHHble NpoKkaTa NpueeaeHsl B Tabnauue 1.

Tabnuua 1*
YcpefiHEHHbIe JaHHbIe POCCUMINCKOro NpoKaTa 1683 KMHOKapTUH
Table 1*
Average Data for Russian Distribution of 1683 Films
MapameTp / Parameter | Poccuiickuii NaTpuoTnye- | YcneluHole Pasme-
KNHemaTo- CKWUIA KnHe- B npokarte peHHoCTb
rpa¢ B uenom | matorpad npoeKTbl / Regularity
/ Russian films | / Patriotic / Successful
in general films projects in
terms of the
box office
KonnuecTso skpaHoB 521 7744 1089,8 SKpaHbl
B npokate / Number of / screens
screens
Brogxet / Budget 141 308 117 MAH py6. / min.
Rub.
[AnTeNbHOCTL KapTuHbI /| 96 107 97,7 MUHYTbI
Film duration / minutes

° KopHaukuin, H. (2023). lons c6opoB poccuiicKoro knMHo no utoram 2023 roga npesbicuna
70%. Bedomocmu. 28.12.2023 (3nekTpoHHbI pecypc). URL: https://www.vedomosti.ru/media/
articles/2023/12/28/1013456-dolya-sborov-rossiiskogo-kino?from=popular_search_1 (pata 06-
paleHus: 25.03.2024).

" Kak M3MEHMNOCh MONOXEHME PYCCKOro fA3blika B MuUpe 3a nocnegHve 30 net (2022).
PEK.TpeHdbl.  31.03.2022.  (3nekTpoHHbIA  pecypc). URL  https://trends.rbc.ru/trends/
social/624591cc9a7947d35bf12bfc (nata obpauieHwms: 25.03.2024).

8 Noxpaumkos, A.B. (2023). Ycnex «H4ebypatkmu» MOXHO NOBTOPUTL C Momollbio V. U He TonbKko
B KMHOMHAYyCcTpunl. PLUSworld. 22.08.2023 (3neKkTpoHHbI pecypc). URL: https://plusworld.ru/
journal/2023/plus-3-2023/uspekh-cheburashki-mozhno-povtorit-s-pomoshchyu-ii-i-ne-tolko-v-
kinoindustrii/ (nata obpaujeHws: 25.03.2024).
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C6opebl Ha kKnHOKapTUHY | 94,5 220 488 MAH py6. / min.
/ Box office revenue per Rub.

film

Konnuectso npocmoTtpos | 427,6 1206 2199 ThIC. MPOCMO-
dbunema / Number of film Tpos / thous.
views views

C6opebl (HapaboTka) Ha 1135 226 435 ThIC. pyb.
3KkpaH / Box office revenue / thous. Rub.
per screen

[poCcMOTpPbI Ha 3KpaH 613 1300 2269 NPOCMOTPBI
/ Views per screen / views
CooTHOLLeHMe coopbl 1,084 0,825 4,77

/ 6rogxeT / Box office-to-

budget ratio

PelnTunr KnHonowucka 579 5,86 578

/ Kinopoisk rating

* VICmOYHUK OQHHbIX: COCMABIEHO ABMOPOM HO OCHOBE NEPBUYHbIX OMKPBIMbIX OGHHBIX UHGHOPMAYU-
OHHbIX cucmem / Data source: compiled by the author from primary open data available at various
information systems.

Tonbko 180 KMHOKaPTUH 13 1683 MOXHO Ha3BaTb OKYMUBLUMMWCA B MNPO-
KaTe (10,7%), T. e. cobpaBwMKM ABa cBoWX bromxeTa 1 6onee. Becero 161 Kap-
TUHY (9,5%) MOXXHO OTHECTU K YCNIOBHOMY «MaTPUOTUYECKOMY» KHemMaTorpaady,
C Y4ETOM WX XaHPOBOW (Kak NpaBuio, UCTOpUYECKas, BOEHHas Apama) U coaep-
KaTenbHOW HanpaBNeHHOCTU.

Yxe Ha AaHHOM MpeABapuUTENbHOM 3Tane KoNMYeCTBEHHOro aHanv3a oye-
BMAHO, YTO «NaTPUOTUYECKNIA KMHeMaTorpad» CyLleCcTBeHHO yCTynan ocTanb-
HbIM MPOEKTaM. YCNOBHbIV AOPOrOCTOAWMMN «NaTpUoTnYecknii 6nokbacrtep»
nmeeT 6oNbly AAMTENBHOCTb (NOYTK Ha 10 MUHYT) ¥ BIOKET NOYTH B TpU
pa3a Bbllle CAMON KOMMEpYeCKM oKynaemor NpoayKumm. Mo COOTHOLWEHWIO
cHopbI/BIOMKET OH MPONTPLIBAET TUMOBOMY pocCHiicKomy dhurnbmy (0,825 npoTus
1,084). B TO Bpems KaK cpeiH1in B1ogKeT yCnewHblx B NPoKaTe KapTUH — BCEro
117 MUNNMOHOB, CpefiHee COOTHOLLEeHNe chopbl/OromkeT 4,77 Npn MaKTUYecKn
OfIMHAKOBOM 3pUTENbCKOM peliTuHre. OTMETUM cpady, YTo KO3IMdOULMEHT KOp-
pensummn 3pnuTeNbCKOro penTuHra, CbopoBs 1 NMPOCMOTPOB, a Takke KoNu4ecTsa
Harpag 1 Npu3oB KMHOMeCTUBanen y pexxmccepos 1 npoarocepos scero 0,053,
TO eCTb KaKas-n1bo 3HauMMas CBA3b MEX/Y «Harpagamu», <pelTUHIaMM», «IKC-
NepTHbIMU OLeHKaMW» 1 DUHAHCOBbIMYM pe3ybTaTamy B MpoKaTe OTCYTCTBYeT.
COOTBETCTBEHHO, MHBECTULVOHHbIE PeleHns NN LeneBble rocyfapCcTBeHHble
3aKa3bl Ha OCHOBE CYObEKTUBHOMO 3KCMEPTHOrO MHEHWs B psfe cyyaes ybbl-
TOYHbI M HEIDDEKTUBHBI.
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TakuM 06pa3om, «NaTPUOTUYECKNIA KnHemaTorpad» fonroe Bpems Obin
brHaHcoBo HeadEeKTUBHbBIM, MPUTOM YTO KOIMYECTBO MPOCMOTPOB U Apyrue
NPOKATHbIE XapaKTepUCTVKY, bnarofaps akTuBHbIM MHPOPMALMOHHbIM Kamna-
HUSAM 1 NpoaBMKeHMo B CMI, NpeBbIliaoT CpefHepOCCUCKIIA YPOBEH.

CylLLeCcTBEHHOE OTNIMYME JaHHOTO NoMKaHpa KuHemaTorpada ot ocTasb-
HOMO — 3TO AOMUHUPOBaHME TeMbl BOWMHbI (Kak NpaBuno, Benvkoin OTevecT-
BEHHOMW) 1 cneundnYecKnii aHp — BOEHHas UNW UcTopuyeckas apama,
n3pefka — HOEBMK UMK «3KWEH». B TO Bpems KaK yCrnelwHoe B pOCCUMIICKOM Npo-
KaTe KMHO — 3TO, KaK NPaBUIo, CKaska, aHVMaLusl, KoMeaus, Menoapama, My3bi-
KanbHbIM hrnbM. (MoapobHyo nHMOPMaLMIO MO NOKa3aTensM 1 KaHpam, BbIoop
KOTOPbIX BAUSET Ha yCNex/Heycnex NpoekTa, cM.: [oxankos, 2024.)

ObLias xapakTepuCTHKa POCCUICKOro KnHemaTorpada — ero «foKanb-
HOCTb», OH «CBOW» ANS COBPEMEHHOrO 3puTeNns, HO TONbKO B Npeaenax Poc-
cuiickon defepalin 1 CTpaH NOCTCOBETCKOMO MPOCTPaHCTBa. HauroHanbHbIi
KnHemaTorpad oTpaxkaeT UCTOPUIO CTPaHbl 1 ee creumduyecKoe KynbTypHoe
Hacnepave. Kak cnefcTBeure, OTCYTCTBYIOT 3Ha4MMble Hay4YHO-haHTacTMYecKne
NPOEKTbI MNK DUNbMbI XKaHPa «3KLWEH», BOCTPEOOBaHHbIE LieNeBbIMU ayAuTopu-
MV Ha 3anafge v BoCToKe, YTO COKpalljaeT BO3SMOXHOCTM AN OCYL|eCTBAEHNS
KYNETYPHO-TYMaHWUTapHOrO BO3AENCTBUS 1 NPOELMPOBaHNS «MSTKOM CUbI».

Op‘HI/IM N3 npeanonaraembix HaI'IpaBJ'IeHI/IIZ Pa3BUTUA TaKNX BO3IMOXXHO-
CTel ABNseTCs cMeHa cbopMaTa, HEKOTOPbLIX MPOKATHBIX XaPaKTePUCTUK 1 XKaHPa.
K npumepy, komegmns BMeCTo 0bObIYHON APaMbl MO3BOAAET HE TONIbKO NMPOABUTaTb
«TpaanuUnMOHHbIE» LUEHHOCTW, HO 1 C TOpa3fo OONbLINM ycnexom gncKkpeanTmnpo-
BaTb «HETPAAMUMOHHbBIE»! TaKMe NOMKAHPbI, KaK MHTENNEKTYallbHaA «4epHasa»
KomMegna nan Komeans a6cypga, 0at0T BO3MOXHOCTb pa6OTbI C MHOCTPAHHbIMKN
3anafgHbiMW ayanTOpPUAMKM, a CKa3Ka, aHnMald, KOMUKC, D0EBMK — C BOCTOY-
HbIMW LIe/1EBbIMW ayONTOPUAMN.

[nst Toro 4Tobbl AOKa3aTb BO3MOXKHOCTb C ONpefeneHHOM TOYHOCTbI0
NPOrHO3MpPOBaTh Pe3yNbTaThbl KMHOMPOKATa MO BHEWHWM NOoKasaTensM, BKIO-
Yasi NPOKaTHbIe XapaKTePUCTUKM U laHHble TBOPYECKON FPYMMbl, UCMOMb30-
BaHbl MapameTpbl KnaccdyrKaLmm «TOYHOCTb» (aHM. — accuracy, MHorga Bo3-
MOXEH NMepeBOf] KaK «MPaBUIbHOCTb») U KONMYeCTBeHHas UHTepnpeTaumns ROC
(aHrn. — Receiver Operating Characteristic’, paboyas xapakTepucTiika npuem-
HVKa), koTopas aaeT nokasatens AUC (aHm. — Area Under Curve, nnowaas nog
KpVBOW) — naowab, orpaHnyenHas ROC-KpUBOI 1 OCBIO ON NTOXHbBIX MOJO-
XUTENbHbIX Knaccudurkaumii, Yem Boiwe nokasatens AUC, TeM KayecTBeHHee
KnaccudrKaTop, Npy 3ToM 3HaveHue 0,5 COOTBETCTBYET Cly4aliHOMY rafjaHuio.

? Receiver Operating Characteristic (3nextporHbiii pecypc). URL: https://link.springer.com/refe
renceworkentry/10.1007/978-0-387-39940-9_569 (naTa obpauleHus: 25.03.2024).
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3HaueHwve meHee 0,5 NOKa3bIBAET, 4TO KNaCcCUbUKATOP AeNCTBYET C TOYHOCTHIO
[0 HaobopoT.

[N BbISCHEHMS BO3MOXHOCTM NPOTrHO3MPOBAHMS pe3ynsTaToB KUHO-
npokaTta Mo BHeWHWM XapaKTepucTKam UCnonbayem 26-pakTopHyio MOAenb,
BK/ItOYAIOLLYI0 MPOKaTHbIE AaHHblE, MICTOPUYECKME AaHHble MO XaHpY, pexwccepy
1 CLieHapucTam npoekxTa:

week — NopsAKOBbI HOMep HeAenu Bbixofa hunbMa ¢ Havana roaa;
month — nopsaKoBbIN HOMEp Mecsila Bbixofa duibMa C Havyana roaa;
screens — HavanbHOe KOMMYECTBO IKPAHOB NPOKaTa (3KPaHHbIX KOMKi);
budget — 6rompreT hrnbMa (B MUNNMOHax pybnen);

age R — BO3pacTHOM pelTUHr punbma ot 0+ o 18+;

time — obulast AMTENBHOCTb GUAbMa B MUHYTAX;

genre_box_buget — cpeiHee cooTHoWeHWe cOopbI/OIOAKET NO XKaHPY,

genre_avr_kinopoisk_R — cpeiHnii 3puTensckuii petuHr KrHonowncka
NO XaHpy,

genre_avr_box — cpefiHve cbopbl MO XaHpy;

genre_avr_views — cpegHee KoNM4yecTBO MPOCMOTPOB A5 KaHpa NPoeKTa;
genre2_box_buget — cbopsbl/ bropkeT aNs NogxaHpa NpoeKTa;
genre2_avr_kinopoisk_R — cpefHuii penTuHr 414 NofpKaHpa NpoeKTa;
genre2_avr_box — cpefHue cOopbl AN NOAKAHPa NPOEKTa;
genre2_avr_views — cpefiHve NPOCMOTPbI ANs NMOMAKaHPa NPOeKTa;
dir_box_buget — cpeaHee cooTHoLeHVie COOPbI/OIOMKET ANs pexwnccepa;
dir_avr_kinopoisk_R — cpefHu1in penTuHr pexmnccepa Ha KnHomnowcke;
dir_avr_box — cpefHss BenmyrnHa cbopoB NPOeKTOB aHHOIO PEXMCCepa;
dir_avr_views — cpegHss BeNM41Ha NpocMOTPOB GUIBMOB peXxmnccepa;

skrl_box_buget — cpegHee cooTHOWeHMe COOPbLI/OOMKET ANS CLeHa-
puCTa;

skrl_avr_kinopoisk_R — cpeaHnii 3putenbCKnii pEMTUHT NS CLUEeHAPUCTa;
skrl_avr_box — cpeaHss BenuynHa cbopoB No npoeKkTaM CLeHapucTa;

skrl_avr_views — cpefiHee KONMYECTBO MPOCMOTPOB NMPOEKTOB ClieHa-
puCTa;

skr2_box_buget — cooTHowWeHWe cOopbl/BIOMKET BTOPOro CLIEHAPUCT];

skr2_avr_kinopoisk_R — cpefHuit 3pUTenbCKuin peTUHT BTOPOTO CLEeHa-
pucTa;
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skr2_avr_box — cpeaHee KonuyecTBo c6OPOB NPOEKTOB BTOPOTO ClEeHa-
puUCTa;

skr2_avr_views — cpegHee KONMYeCcTBO NPOCMOTPOB MPOEKTOB BTOPOro
cueHapucra.

OTMEeTUM, YTO NMYHKTbI 4-26 N3BECTHbLI 33010 A0 Havana CbeMOK Mpo-
eKTa — Ha 3Tane NPOACEPCKOro NUTHMHIA K NPeACTaBNeHNI NPOeKTa KMHO-
KapTWHbI YaCTHOMY MHBECTOPY NMOO rocyAapCTBEHHON IKCNEPTHOW KOMUCCHM,
a NYHKTbl 1-4 U3BECTHbLI [0 faThl €ro BbIXO4a B NpoKar.

Ha oCHOBaHMM 3TVX AAHHBIX MPOrHO3MPYETCA K1acc npoekTa: 0 — nposa-
NWACS B NpoKaTe, 1 — He OKynuncs, 2 — oKynuacs, 3 — NpuHec Nprbbinb CBbile
100 % npoun3BOACTBEHHOTO brogkeTa. [1oCTPoMM MaTpyiLly Koppensauunii Ans yKa-
3aHHbIX 3HaYeHUI ANt 0OHaPYKEHWst BO3MOXHbIX CBSI3el MeXy paccMaTpyiBa-
embIMU Npyr3Hakamu (cM. puc. 1).
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Fig. 1 Evaluation feature correlation matrix**

** 30ecb u danee UCMOYHUKOM S18/1SH0MCS OGHHbIE, NOYYEHHbIE ABMOPOM NO PE3YIbMAMAM Peanu3a-
yuu paspabomaxHozo npoepammHoeo koda / Hereinafter, the data source is derived from the author’s
analysis of the outcomes resulting from the execution of the developed program code®

B KayecTBe OTAENbHOM aHOMaNuUu OTMETUM AOCTaTOYHO 3aMETHYIO
OTPMLATENBHYIO KOPPENALMOHHYIO CBA3b Mexay genre_avr_kinopoisk_R u
genre_box_buget, genre_avr_box, 4T0 MOXeT roBOpUTb O TOM, YTO BbICOKMIA

10 laTaceT No KMHOMUABMAM ¥ UCXOAHbINA MPOrPaMMHbIN KO A5 26-hakTopHOW Mogenw, npu-
MeHsBLMINCS B 00paboTke AaHHbIX ANS KOMMYECTBEHHbIX PacyeToB (Kknaccuburaums v per-
peccus) npefcTaBneH B OTKPbITOM 0OHOBSIEMOM PeNo3nTopuy Ha github.com (3neKTpoHHbIN
pecypc). URL: https://github.com/AntonDozhdikov/movie-box-office-prediction (gata obpatue-
His: 11.06.2024).
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3PUTENBCKUI PEMTUHT Kak pa3 He npefonpefenseT okynaemocTb hunbMa
B npokaTe (M HaobopoT) — 3TO MOXKET OblTb CBA3aHO C HECOBEPLIEHCTBOM
MeTOAVKY MOoACYeTa 3pPUTENbCKOro peinTuHra «KnHonouckar: 1) aBTopcKoe
KMHO AN Y3KMX LeneBbiX rpynmn, He oKynatolleecs B NpoKaTe, Npy MeHbLIeM
CYMMapHOM KOMIMYeCTBE OL|eHOK NofyYaeT 3aBefoMo HbonbLine bannbl, eMOoH-
CTPUPYS CMAOYEHHOCTb M CONMAAPHOCTb OLEHLLMKOB: BbIOOPKA MOM0CYIOLMX
He penpe3eHTaTVBHa BCEV reHepanbHOW COBOKYMHOCTU LIENeBON ayanTopnu;
2) psn KMHOKapTKHM! Ha OCTpONONUTUYECKME TeMbI MMEN 3aBEOMO «MPOTeCT-
HbI» My FONOCYIOLLMX, B TOM YUC/E U 13-3a pybexa, Takke C BbICOKMM YPOBHEM
CONMAAPHOCTU 1 HEMPUSATUS — 3Ta rpynna roflocyioLmMX TakKe He penpeseHTa-
TMBHa MO OTHOLEHWIO K reHepanbHO COBOKYMHOCTY 3pUTENBCKON ayanTopum
B Poccuu; 3) ocTaeTcsa akTyanbHoM npobaeMa MaHunynsumin 3puTenbCKUMm
PENTMHraMM KaK B Cfly4ae C OpraHnM30BaHHbIMU B COLICETSX KaMMaHUsaMU Mo Anc-
KpeauTaumy 1 HaKpyTKe PeNTUHTIa, TaK ¥ B Clydae MpUMEHEHNs anropuTMOB
NOBbILWEHVS NONYNSPHOCTM NAATHOTO KMHOKOHTEHTA, M3BECTHbIX B COOOLLECTBe
KMHOAHANUTUKOB KaK MUHMMYM € 2015 rogal. Mo3ToMy nokasatenn «okynae-
MOCTb», «COOPbI» 1 «POCMOTPbI» NPeACTaBAAOTCH 60n1ee 06BEKTUBHbBIMU, YEM
«3PUTENLCKNE PENTUHT U,

OnpepeneHHbil (hakTop — 3TO BbICOKAs B3aMMO3aBMCUMOCTb MeXay Npw-
3Hakamu week 1 month, mexxgy genre_avr_box 1 genre_avr_views, dir_avr_box
n dir_avr_views, skrl_avr_box v skrl_avr_views, skr2_avr_box 1 skr2_avr_views
1, COOTBETCTBEHHO, box 1 views. Mpn aanbHenwen paboTte 3T NpU3HaKKU MOXHO
MCKNKYaTb UM MCMONBb30BaTh anropyTMbl MaLMHHOMO 0bYYeHUs, MO3BONSIO-
Wwmre paboTaTh C TaKMM AaHHbIMY. [103TOMY OAHUM 13 Hanbonee NOAXOASALLMX
BbIOpaH HistGradientBoostingClassifier; BO3MOXHO NpriMeHeH e Takoro HCTPY-
MeHTa, Kak CatBoost oT «HAHaeKca.

PE3Y/IbTATbl NCCNEAOBAHUA

Mcnonb3yem cTaHaapTHYto aHcambnesyto MOAENb MaLUMHHOIO 00yYeHus
HistGradientBoostingClassifier n HelipoceTb, MOCTPOEHHYIO Ha apxuTeKType

1 XapakTepHbiii npumep dunbm «Ceupetens» [asuaa fapyHawsunu. URL: https://www.
kinopoisk.ru/film/5332755/ (nata obpauieHws: 11.06.2024).

2 HoBbIVl anropuTM pacyeTa penTrHra «KrHomnoucka» oTaaeT npeanoyTeHve duabmMam ¢ nnat-
HbIM MpOCMOTpOM. MuHK-paccnegosaHne. URL: https://habr.com/ru/articles/368759/ (nata 06-
paleHuns: 11.06.2024).

HAYKA TEJIEBUAEHUNA 20 (2), 2024 67 THE ART AND SCIENCE OF TELEVISION


https://www.kinopoisk.ru/film/5332755/
https://www.kinopoisk.ru/film/5332755/
https://habr.com/ru/articles/368759/

6ubnuotexn TensorFlows — nocnegoBaTensbHYO NONHOCBA3HYIO CETh 13 Tpex
cnoes: 1) NONHOCBA3HbIK cnoi (Dense) ¢ pyHKuKen akTuBauun RelL U™, npu-
HUMaIOLLKIA «Ha BXOAE» TeH30P pa3MepHOCTH 26 (MO KONMYeCTBY NpU3HaKOB);
2) NONHOCBA3HbIN cnoit (Dense) ¢ 64 HelipoHamMu 1 hyHKUWel akTuBaumn ReLU;
3) NONHOCBA3HbIN cnoit (Dense) ¢ 4 HermpoHaMu 1 dyHKLUMen akTBauum Soft-
max’® «Ha BbIxoge»*®.

B nepBom cnyvae paboTaem C HECUMMETPUYHbBIMU JaHHbIMW KNACCOoB,
pasnenus BbIBOPKY Ha TPEHWMHIOBYIO 1 TECTOBYIO B Nponopuun 7 Kk 3. Bo BTO-
POM C/ly4ae NocTapaemcs MoBbICUTb TOYHOCTb U APYrve NoKasaTenv Moaenu,
1MCNONb3ys yBeNuyeHue BbIOOPKY C UCNoNb30BaHKeM brbnmoTekn imbalanced-
learn’” n meTopga RandomOverSampler® — c NOMOLIBIO CUHTETUYECKINX AaHHbIX
cfienaem KoNMYeCcTBO 3K3EMMASPOB KAKAOTO M3 YeTbIpex KNaccos NprmMepHo
paBHbIMW. VICMONb30BaHVie CUHTETUYECKMX AaHHbIX ONPaBAaHo s 0bydeHws
MOAenen B cnydae aucbanaHca Knaccos v psia Apyryx HeJoCTaTKOB UCXOHOO
pataceta.

[ns 4eTblpexknaccoBoOl Knaccud@uKaumu Hawnydwmne pesynstaTtsl
no napameTpam accuracy=0,8878 n ROC_AUC_score=0,9611 nokasana Mogens
HistGradientBoostingClassifier. C nogobpaHHbiMu MeTogom GridSearchCV*
rmnepnapameTpamu (learning_rate=0.1, max_depth=4, max_iter=80) nonyyeHa
TOYHOCTH=0,8918 1 ROC_AUCscore=0,9653 (cm. Tabnuuy 2).

¥ An end-to-end platform for machine learning (3nextporHbI pecypc). URL: https://www.
tensorflow.org/ (nata obpaujerus: 25.03.2024).

** AGentle Introduction to the Rectified Linear Unit (ReLU) by Jason Brownlee on August 20,2020
in Deep Learning Performance (InektporHbiii pecypc). URL: https://machinelearningmastery.
com/rectified-linear-activation-function-for-deep-learning-neural-networks/ (gata obpatierus:
25.03.2024).

5 Bbibop C/10st aKTVBaALMM B HEMPOHHbIX CETSX: KaKk NpaBWbHO BbIOpaTh /1% Bawel 3aaa-
yu (InekTpoHHbIM pecypc). URL: https://habr.com/ru/articles/727506/ (nata obpauleHus:
25.03.2024).

16 ABTOPOM 6bINM MCNONB30BaHbI pa3Hble KOMOWHaLMK. B peno3uTopun npoekta npeactas-
NeHbl Takke BapuaHT 3-C/IOMHOMO MEepcenTpoHa AN HeTblPexKnaccoBo Knaccubukaymm
11 8-CNIOVIHOrO NepcenTpoHa B BapuaHTe 45 perpeccuml.

" Imbalanced-learn documentation Jan 24, 2024 Version: 0.12.0 (3neKTpoHHbIN pecypc). URL:
https://imbalanced-learn.org/stable/ (nata obpatierus: 25.03.2024).

8 RandomOverSampler (3nekTpoHHbIli pecypc). URL: https://imbalanced-learn.org/stable/
references/generated/imblearn.over_sampling.RandomOverSamplerhtm! (gata obpauieHus:
25.03.2024).

19 Sklearn.model_selection.GridSearchCV (3nexTpoHHbiii pecypc). URL: https://scikit-learn.org/
stable/modules/generated/sklearn.model_selection.GridSearchCV.html  (gata obpauerus:
25.03.2024).
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Tabnuua 2
Pe3ynbTaT knaccudumkauum npu nomowm HistGradientBoostingClassifier
Table 2

HistGradientBoostingClassifier Classification Results

Classification Report:

MaTpuua ownbok

precision | recall | f1-score | support

nposan- 8 0 2 350

Pt o | O 0,9535 | 0,9750 | 0,9642 | 400
Preey 2228 =1 05641 | 0,5366 | 0,5500 |41
e 06154 | 0333304324 |24
2 ycnex2 4 6 8 6 150
H w | 3 06579 | 0,7353|0,6944 |34
npubwne3 | 3 3 3 2 so | accuracy 0,8918 | 499

° | macro avg 0,6977 0,6451 | 0,6603 | 499
weighted avg | 0,8851 0,8918 | 0,8862 | 499

npoBan-0 Heycnex-1 ycnex-2 npu6kinb-3
MpeackasaHHble 3HaYeHns

Mpuv NnepeBofe MeTOK KnaccoB B popmaT one-vs-all?” nonyversl ROC_AUC_
score s KaxXaoro knacca (puc. 2). Mo gaHHoMy KpUTepuio nokasaten otbopa
HaMHOrO NPEBbIWAKT JAaHHbIE «CIy4aliHOro» 0TOOPa 1 Ha UCTOPUYECKINX AaHHbIX
NpeBbIWatoT NoKasaTenn otbopa NoHON KOHKYPCHON KOMUCCHM MO KPUTEPHIO
«ycnex B npokaTe».

Multi-class ROC AUC curves
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Puc. 2. ROC_AUC_score 4-knaccoBoi knaccuduKauum Mogenv MallMHHOro oby4yeHus

Fig. 2. ROC_AUC_score for the 4-class machine learning model classification

%0 Sklearn.multiclass.OneVsRestClassifier (3nektporHbIii pecypc). URL: https://scikit-learn.org/
stable/modules/generated/sklearn.multiclass.OneVsRestClassifierhtml  (gata  obpauwerus:
25.03.2024).
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BO3MOXHOCTb MPOrHO3MPOBaHKS KMHOMPOKaTa 0Ka3aHa, OfHaKo ciemy-
foLMe MeTPUKM HelOCTaTOYHO YoeanTeNbHbI:

Accuracy (TOYHOCTb) — KOMMYECTBO NPaBuIbHO NpeacKasaHHbIX pesysb-
TaToB KnaccudmKaumm;

Precision (NpaBMAbHOCTb) — KONMYECTBO NPeCKa3aHHbIX MONOKUTENb-
HbIX PE3YNETATOB (MCTMHHO NONOXKUTENBHBIX), Ae/IeHHOe Ha BCe NpefcKas3aHHble
NONOXKMTENbHbIE Pe3yNnsTaThl (MCTUHHO MONOKUTENbHBIA + NTOXKHOMONOKNTENb-
HbIl pe3ynesTaT);

Recall (OTKAMK, YyBCTBUTENBHOCTbD) — KOMMYECTBO NMPeAcKasaHHbIX Noso-
XKUTENbHbIX PE3YNLTaTOB (MCTUHHO NONOKUTENbHbIX), AENEHHOE Ha 0bLiee Kou-
YECTBO NONOKUTENbHbIX PE3YNETaTOB (MCTUHHO NMONOXKUTENbHbIN + OXHOOTPU-
UaTenbHbIN);

fl-score (oU€EHKa NPOU3BOANTENBHOCTU MOLENN) — CPefiHee rapMoHuYe-
CKOE 3HayeHne TOYHOCTM 1 OTKANKA.

MpeanoxeHHas MofeNb MallMHHOIO 0OyYeHUs HefoCTaTOYHO Kaye-
CTBEHHO OTAeNseT NOTeHUMaNbHO KaCCOBbIE MPOEKTbl OT MPOCTO YCMeWHbIX,
NpoBaNUBLUMECS B NPOKATe OT He OKYNUBLINXCS. [0 NOBbIWEHMS TOYHOCTH
NPOrHO30B NpoBeaemM 6anaHCMPOBKY NPeCcKa3biBAEMbIX K1aCCOB C MOMOLLbIO
CUHTETVYECKUX aHHbBIX 1 UCTOMb3YeM OTMEYEHHYI0 paHee NocneoBaTenbHyo
NONHOCBSI3HYIO TPEXCNOVIHYI0 HEMPOCETh, CKOMMUAKPYEM ee MPU MOMOLK Cle-
AyloLUMx NnapaMeTpoB: optimizer="adam”, loss="categorical_crossentropy”?,
metrics=(“accuracy”)®.

Mbl 06y4MM AaHHYIO HellpoceTk B TedeHue 300 3nox. YTobbl He 10NyCTUTb
ee nepeobyyeHys 1 yxyaLeHns XxapakTepucTuk, ncnonblyem ModelCheckpoint?,
COXpaHAIOLLYI0 NyYLWKe NnapameTpbl HAaCTPOVKL HEMPOCETH. [oNy4MM UCTOPUIO
obyyeHus 1 BbibepeM anoxy obyveHus, rae Npon3BOANTENbHOCTb HEMPOCETU
onTuManeHa. Ha rpaduke dyHkumm noTeps (loss) (puc. 3), o4eBUaAHO, 4TO DYHK-
Lms noTepb nocne 200 3Moxu CTana MUHUManbHOW B OTHOLWEHWMN AaHHbIX KaK
Ha TPeHWHIOBOW, TaK 1 Ha BanuaauMoHHON Beibopkax. lansHelwee obyyeHmne
1 TPEHWPOBKA HEPOCETN CTAHOBUTCS HeLLeNecoobpasHbIM.

! Adaptive Moment Estimation. Tf.keras.optimizers.legacy.Adam (3nekTpoHHbIi pecypc). URL:
https://www.tensorflow.org/api_docs/python/tf/keras/optimizers/legacy/Adam (gata obpalue-
Hus: 25.03.2024).

2 Tf keras.metrics.categorical_crossentropy  (3nexkTpoHHbii  pecypc). URL:  https://www.
tensorflow.org/api_docs/python/tf/keras/metrics/categorical_crossentropy (gata obpallerus:
25.03.2024).

% Accuracy metrics  (nekTpoHHbIM  pecypc). URL: https://keras.io/api/metrics/accuracy_
metrics/

% Tfkeras.callbacks.ModelCheckpoint (3nekTpoHHbI/ pecypc). URL: https://www.tensorflow.
org/api_docs/python/tf/keras/callbacks/ModelCheckpoint (gaTa obpatyerus: 25.03.2024).
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le6 Loss

—— Train Loss
~—— Validation Loss

Loss

0 50 100 150 200 250 300
Epochs

Puc. 3. F'pacdpuk 06yyeHus HelipoceTu: 3Ha4YeHue hyHKLUM NOTePb OT 3MoXu 06yyeHus

Fig. 3. Neural network training graph: the loss function value of the training epoch

Ipadurk TouHOCTHM (accuracy) (pu1c. 4) NOKa3bIBaET, YTO NepeobyyeHne
Havanocb nocne 170 3n0xu, 4TO 419 UCCNeLOBaHNA HE ABNAETCA NPUHLMNN-
anbHOM NPoOBAEMON, T. K. Mbl yxKe 3aUKCMPOBaNM HepoCeThb B ee COCTOSHUN
C MaKCHManbHbIMW NOKasaTensMmy NPOU3BOAUTENBHOCTI U KayecTBa 1 byaem
MCMONb30BaTh UX 1 fanee.

Accuracy

—— Train Accuracy

—— Validation Accuracy

0.8

Accuracy
°
3

0.6

0.5

0 50 100 150 200 250 300
Epochs

Puc. 4. F'pacdmk 0byyeHusi HelipoceTu: 3HaYeHUe «TOYHOCTU»
Ha TPEHUHIOBOW M TeCTOBOM BbI6OpKaX
Fig. 4. Neural network training graph: the “accuracy” value
on the training and testing sets

Ha TecToBOM Habope AaHHbIX HEMPOCETb MOKa3biBAET BbICOKME Pe3Y/lb-
TaTbl B pacno3HaBaHmMu byayLiero ycnexa KMHOKapTMH MO NoKasaTesmM accuracy,
precision, recall, f1-score. 3HaveHns ROC_AUC Tatoxe 6AM3KN K MAKCMManbHO
BO3MOXHbIM.

OfHaKo 3TV NoKasaTenu AOCTUTHYTbI C UCMONb30BAHWEM CUHTETUYECKIX
AaHHbIX Ha cObanaHCMpPOBaHHbIX KNaccax: K TakM «BbICOKMM» pe3ysbTaTam cre-
AyeT OTHOCUTbBCS C OCTOPOXKHOCTbHIO.
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Tabnuua 3

Pe3ynbTaT kKaccuduKaum npy NOMoLL M HeMpoceTu

Table 3

Classification result using a neural network

Confusion Matrix

Actual

Predicted 0 Predicted 1 Predicted 2 Predicted 3

Predicted

Classification Report:

350 precision | recall | f1-score | support
;0 [0 09586 | 0,9099 | 09336 |[433
%011 0,9365 0,9389 | 09377 |[393
12 0,9794 |1,0000 |09896 |381
! 09692 |1,0000 | 09844 |409
[+ accuracy 0,9610 1616
- macro avg | 0,9610 09622 | 09613 |1616
weighted | 0,9608 0,9610 | 09607 [1616
avg
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Puc. 5. ROC_AUC_score 4-knaccoBoit knaccudpukauyum
TPEeXC/IoNHOI HelipoCeTy NPSAMOro PacnpoCcTpaHeHus

Fig. 5. ROC_AUC_score of the 4-class classification

of a three-layer feedforward neural network
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TOYHOCTb MPOTrHO30B aHCaMbneBoOn MOAeNn MALIVHHOMO 0byYeHns
Ha HecbanaHCcMPOBaHHOW MO KnaccaM TeCToBoM Bbibopke cocTaBwna 0,892, Hell-
pocetn — 0,961 (Ha cbanaHCcMpPOBaHHOM MO KNaccam C NOMOLLbI CUHTETUYECKIX
AaHHbIX TecToBol Bbibopke). B nepeom cnydae ROC_AUC coctasun 0,965, Bo BTO-
pom — 0,985. TpogosmKeHre nccnefoBaHns npeanonaraeT MCnofb3oBaH e faH-
HbIX HOBeliWero nepuoaa (2023-2024) ans oueHKN 3pheKTUBHOCTN CO3AaHHbIX
Mopenen.

[pyroe HanpasneHue nccnefoBaHyis MOXET ObITb CBS3aHO C CEMaHTU-
4eCKOM OLEHKOW aHHOTaUMi, CUHONCKCOB U CieHapreB POCCUIACKMX HaUmMo-
HaNbHbIX KNHOMPOEKTOB C MCMOMb30BaHMEM HeMpoceTeln 1 HOMbLINX S3bIKOBbIX
mopenei. OTMEeTUM Hanmnume pasnnynii B COLEPKaHNN MEXAY KaTeropnusmu
«yCnelHoe B MpoKaTe KMHO» 1 «MaTpUOTUYECKUIA KnHemaTorpad». [Ansg aToro
MCNONb3yeM s3bIKOBYO Moaenb spaCy? ans pycckoro s3bika (“ru_core_news_
sm”), NpoBefAeM TOKEeHMU3aUMIo TeKCTa paclMpPeHHbIX aHHoTaumi 180 ycnews-
HbIX KWHONPOEKTOB 1 161 «naTpnoTnyeckmx» ¢ nomollbto NLTK?, ouyncTky, nem-
MaTu3aumnio 1 GUALTPaLMIo TOKEHOB, YAaNeHve HepeneBaHTHbIX CMMBO/OB
13 CNoBa, NPOMYCK CNOB C ANMHON MeHble 3 cMMBONOB. C MCNONb30BaHWEM
CountVectorizer’” npov3seaem BeKTOpU3aLmMio TeKCTa 1 Npeobpa3osaHue B 6a3o-
BYIO MOAeNb BMAa «MeWoK CcnoB». [ANs B13yanmnsaumm «MellKa» Ha OCHOBE Co-
Baps C YacToTamu Ucnonb3yem ak3emnasp knacca WordCloud?. PesynbraTsl aHa-
NV3a 4acToTbl BCTPe4aeMOoCTy C/I0B AN ABYX AaHHbIX KaTeropwii mpeacTaBieHsl
Ha puc. 6 n puc. 7.

% 0bpaboTka 1 aHann3 ecTeCTBEHHOTO A3blKa C NomoLysto Python-6vbnnotekn spaCy. 21 asr
2023 (3nekTpoHHbIN pecypc). URL: https://habr.com/ru/companies/otus/articles/755584/ (nata
obpatleHns: 25.03.2024).

% Natural Language Toolkit (9nekTporHbI pecypc). URL: https://www.nltk.org/ (naTa obpalue-
Hus: 25.03.2024).

T Sklearn.feature_extraction.text.CountVectorizer (InexktpoHHbin pecypc). URL: https://scikit-
learn.org/stable/modules/generated/sklearn.feature_extraction.text.CountVectorizer.html
(nata obpauleHus: 25.03.2024).

% WordCloud for Python documentation (InexktpoHHsiii pecypc). URL: https://amueller.github.
io/word_cloud/ (nata obpalieHus: 25.03.2024).
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Fig. 7. Frequency analysis of patriotic film descriptions

[ns onpefeneHns cemMaHTUYeckon 6arM30CTu Mexay AByMs Habopamm
CNOB BOCMOMb3YeMCH TaKUMU MepaMU PACCTOAH NS, KaK KOCMHYCHOE paccTosHMe
(MoTaneHko, 2019, c. 107; Kapsiesa v ap., C. 728), paccTtosiHve Xakkapa ([ocos,
[Jonnpa, 2019). OHM NO3BOASIOT OL|EHW T, HACKOIbKO MHOTO OBLLIETrO COAEPKMTCS
B Habopax on1caHmii KUHOKapTHH.

[ns pacyeTa KOCMHYCHOrO paccTosiHus ucnonsayetcs CountVectorizer
13 6ubnunoTteku scikit-learn v cosine_distances® u3 nogpasaena sklearn.metrics.

» Scikit-learn. (n.d.). Cosine_distances. URL: https://scikit-learn.org/stable/modules/generated/
sklearn.metrics.pairwise.cosine_distances.html (nata obpaueHus: 25.03.2024).
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pairwise, a Ans pacyeTa paccTosHUs Xakkapa ncnonssyercs dyHKUmMs jaccard
similarity®, koTopas NPUHUMAET Ha BXOA, [1Ba MHOXECTBA C/IOB.

MpUMEHUTENBHO K 4BYM KOPMyCcaM aHHOTALUWI KOCKHYCHOE pacCcTosHNe
B pa3mepe 0,21876 roBOPUT O TOM, 4TO TEKCTbI IMEIOT HEKOTOPOE CXOLCTBO B Tep-
MWUHAX CNIOB 1 B VX B3aUMHOM PaCnofioKeH N B MPOCTPAHCTBE, HO He ABNAIOTCA
NOXOXKNMU. YTON MEXAY BEKTOPaMu, MPEACTaBAAOWNMYM 3TV TEKCTbI, COCTaBNAET
NPUMEPHO 77 rpaflyCcoB, YTO YKa3blBAET HA OTHOCUTENbHYIO PA3HNLY MEXAY
HUMK. PaccToaHme Xakkapa, pasHoe 0,15385, 03Ha4aeT, YTO MeXay MHOXeCT-
BaMu CNOB B 0OOWX TEKCTax eCTb HEKOTOPOe NepeceyeHue, HO OHO He SBASeTCs
OY4eHb 3HAYMTENbHbBIM. ITO PACCTOAHME N3MEPSAET CXOACTBO MEXOY MHOXECT-
BaMy 3/1eMEHTOB, MO3TOMY OHO YKa3biBaeT Ha HebOsbLIOe KONMMYECTBO OOLLMX
cnoB Mexay TekcTamu. Mpw bonbLieM CXOACTBE B ONMCaHMsx — 6ofblue WaHCoB
Ha ycnex KapTuHbl. [JaHHOe HanpaBneHne NCCnefoBaHns TarKe aBNAeTca nep-
CMEKTUBHbIM B KOHTEKCTE CPaBHEHMS ABYX KOPMYCOB, (DOPManv30BaHHbIX AaH-
HbIX 11 APYTVX Pe3yNsTaToB, MOAyYaeMblX C MOMOLLBIO MOAenei ru_core_news_lg,
ru_core_news_md, ru_core_news_sm?> v apyrux, v byaeT Npoao/mHKeHo B noce-
Aytowmnx nybavkaumsx.

BbIBO/1bl

B xofie nccnenoBaHns AokasaHa BO3MOXHOCTb nofbopa coaepxaTesb-
HbIX 91EMEHTOB OMUCAHMS KUHOMPOEKTa AN VYU WEHWS XapakTepuCTUK KMHO-
npoKaTa: YeM MeHble PacXOXAeHne Mexay «3TanoHHbIM» Habopom onunca-
HUIA yCnewHbIX GUAbMOB 1 HOBbLIM OMMCaHMeM, TeM bofblie WaHCOB Ha ycnex
Y HOBOTO KMHOMMAbMA. [JaHHbI NOAXOM OTHIO[b HE OrPaHMYMBAET MPOCTOPSI
015 TBOPYECKOro 3aMbiC/1a aBTopa, KOTOPbIV AO/MKEH BCErO MWL YYUTbIBATb
OEeNCTBYyOWIME TEHAEHUMN, TPEHABI U MHTEpeChl LIeNeBOW ayanTopum, 3aaem-
CTBYS B Npolecce BOCAPUATUSA MYOUHHbIE NCUXONOTMYECKME apXeTUnbl 3pn-
TeNbCKOW ayANTOPUK, KOTOPbIE 0CTAaTOYHO KOHCEPBATMBHbI M MEHSAIOTCS OYEHb
MefIeHHO.

Ha ocHoBe nocTpoeHus bonee CAOKHOW MOAENM NCCeA0BaHMS C UCMOb-
30BaHMeM cpefacTB 06paboTKKM HATypanbHOro f3biKa MNOSBUTCS BO3MOX-
HOCTb @aHanM3a He TONbKO aHHOTaUMI, HO U CLeHapueB KMHOMDUNBMOB A5

% Scikit-learn. (n.d.). Jaccard_score. URL: https://scikit-learn.org/stable/modules/generated/
sklearn.metrics.jaccard_score.html (naTa obpauierms: 25.03.2024).

31 Xabp. (2021, 2 wions). CpaBHeHWe pacno3HaBaHWs CyLIHOCTEN PycCKoro a3bika B spaCy 2
1 spaCy 3. URL: https://habr.com/ru/sandbox/156312/ (nata obpauieHus: 01.07.2024).
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onpefeneHns nx NoTeHUManbHoOM YCNelwHoCT/HeyCnewHoCTy C NOCAeaY LM
noabopom Hanbonee yaadHbIx 31EMEHTOB ClOXeTa: COBPEMEHHbIV CLieHapui
B TaK HA3blBaeMOM «aMepriKaHCKOM» hopmMaTe NpekpacHo nogaaeTcs hopmanu-
3aUmMn ¥ MalWnHHOW 06paboTke, a 0bydeHe NpeanonaraeMoi S3blKoBoOM Moaent
Ha Kopryce YCrelwHbIX 1 HeyCrnelHbIX CLeHapueB POCCUNCKUX KUHODUIbMOB
NO3BONWT CO3/aBaThb Hoee Ka4yecTBeHHYI0 KUHOMPOAYKLMIO, NOBbIWATb NPOW3-
BOAWTENbHOCTb 1 KA4ecTBO TPYAa W Pe3ynsTaToB YH4aCTHUKOB KMHOMPOU3BO-
CTBEHHOW AeSTeNbHOCTH.

licnonb3oBaHMe MalIMHHOTO 0ByYeHws, ry6oKoro 0byveHns 1 60nbLINX
S13bIKOBbIX MOAENEN Tatoke NO3BOMUT Peann30oBaTh NPUHLMMbLI CTOPUTENNNHIA
Npwv CO30aHNM «30HTUYHbIX MearadpaHLLIM3» C roCyAapCTBEHHbIM M 4aCTHO-
rocyfapCTBEHHbIM y4acTVieM, OpraH1MYecKn BraeTas B NOBECTBOBaHME BOMPOChI
roCyAapCTBEHHO-NATPUOTUYECKOrO BOCMIUTAHYIS, IlyXOBHO-HPABCTBEHHOMO pas-
BUTUS 6€3 UCNONBb30BaHMA METOAOB U METOAMK AUPEKTUBHOW Noaayn 1aen
1 CMbIC/IOB, BbI3bIBAIOLLMX 1L OTTOPXKEHME LieNeBbIX ayanTopuit. Pesynsra-
ToM OyfeT HacblUeHNe KNHOKOHTEHTa BpeHaaMmn HauMoHanbHOM SKOHOMUKN —
OT TYPUCTUYECKOW OTPAC/AM 10 NPOAYKLUMM W YCAYT, OKa3blBAEMbIX KPYMHbIMY
rocyaapcTBeHHbIMY, YaCTHO-TOCYAaPCTBEHHbIMY KOMMAHUSAMK U KOpropaum-
AMu. MosBUTCA BO3MOXHOCTL bonee adhheKTMBHO NpoABKraTs HalWOHaNbHble
BpeH/bl 1 CUMBOSbI Ha MEXAYHAPOAHOW apeHe 1 BHYTPY CTPaHbI.

OCHOBHas runoTesa uccaefoBaHus Takke fAokasaHa. PesynbraTsl KMHO-
npoKkaTa MOXHO OMNpefiennTb 3apaHee, 10 MOMeHTa Bbixoaa dhuabMa Ha 60Mb-
WKe 3KpaHsbl, B 4aCT1 NPU3HAKOB — [10 Havana CbeMOK caMoro duabma, Ha atane
NPOAKCEPCKOro MUTYMHIa Nepef NHBecTopamu, B «doHae KnHo»* nav Muxu-
CcTepcTBe KynbTypbl Poccunitckon defnepaumnn. MpeasapuTenbHble pe3ynstaTs
nccnenoBaHns onybnrkoBaHsl® ans cooblectsa cneymnanmctos B data science™,
NHULMMPOBAHA AMCKYCCUS MO YTOYHEHWIO METOAOB, MOWCKY BO3MOXKHbIX OWNHOK
(MCNONb30BaHME «CUHTETUYECKNX AaHHbIX», BOSMOXHOCTU TIOHWHIa Moaenei)
1 COBEPLIEHCTBOBAHMIO MPUMEHSEMbIX METONK OLIEHKMN.

C MOMOLUWbBIO OUEHKN XapaKTepUCTnK 6y,£|,yu4ero KI/IHOC|DI/IJ'IbMa, npegwe-
CTBOBaBLLIEN NCTOPUN N MCTOPUNHECKUX OaHHbIX TBOp“{eCKOIZ rpynnel MOXHO

32 B coOTBeTCTBUYM C NOCTaHOBNeHMeM [paBuTenscTBa Poccuiickoin defepaumnn ot 27 aBrycra
2018 roga N2 1001 «O depepanbHoM hoHAE COLUMANbHON 1 IKOHOMUYECKON NOAAEPIKKM OTe-
YECTBEHHOW KuHemaTorpadumn» (B pegakumMm nocTaHoBneHUs [1paBuTenscTBa POCCHMIACKOM
Penepaunm oT 22 okTabps 2020 roga N2 1718, noctaHoBneHus MNpaButenscTea Poccuinckol
denepauny oT 13 nioHa 2024 . N 797).

¥ Rain, A. (2024, 27 mas). MporHo3upyem pesynsraTsl POCCHICKOTO KUHOMPOKaTa C MOMOLLbIO
ML. URL: https://habr.com/ru/articles/817471/ (nata obpauieHus: 01.07.2024).

*Rain, A. (2024, 20 nioHsa). KuHo, cduHaHcel 1 data science. URL: https://habr.com/ru/
articles/823368/ (nata obpauleHus: 01.07.2024).
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C BbICOKOW TOYHOCTbIO onpefensTb byayumnin ycnex/Heycnex KuHoduibma
1 BOCTPEHOBaHHOCTL €ro Y 3puTeneil.

Cnepytowmii 3Tan — 370 NoAb60P co3aaHns 3hMEKTUBHOTO KOHTEHTA
C NOMOLLBIO MAWWHHOTO 0byYeHus. TaknM 06pa3om, NOSBUTCS BO3MOXKHOCTb
€o3aaBaTh KUHOMUNBbMbI, OTP@XAIOLLME B T. Y. NPUHLMNVIANBHYIO Maeonoruye-
CKYH0 NO3MLMIO FOCYAaPCTBa, KOTOPbIE BYAyT BOCTpebOBaHHbIMN Y LIeNeBOW ayau-
TOPWW BHE 3aBUCUMOCTU OT UEONOMMYECKOTO KOHTEKCTa (B0bLUIME S3bIKOBbIE
MOZeNn BNocieACTBMM CMOTYT NOMOraTh CO30aBaTb NPOV3BeeHNs C y4eToM
HEeobXOAMMbIX CMbIC/IOB 1 YCTaHOBOK).

lcnonb3oBaHve NCTOPUYECKMUX AaHHbIX MPOKATa APYTrUX NOKANbHbIX KMHO-
PbIHKOB (Hanpwvmep, cTpaH BPVIKC) no3BonnT reHeprpoBaTh MPOeKTbl, B 60/1b-
e cTeneHn NpuBneKatoLLe MHTepec LeneBbiX aygnToOpUn MHOCTPaHHbIX rocy-
[apcTs.

B pamKax peannsaumu rocyfapCTBEHHOM NONUTUKIM B cchepe KynbTypbl
M MCKYCCTBa MCMNONb30BaHME UCKYCCTBEHHOIO MHTENNEKTa ByaeT cnocobcT-
BOBaTb Honee 3hdMEKTUBHOMY NPUHATUIO PELIEHNA, aAanTrpys CUCTEMY UX
BbIPabOTKM K HOBbIM BbI30BaM, OCOBEHHO «B YCOBWSX CaHKUWIA 1 ApYrX Orpa-
HUYeHui» (JobpoTBopckas, 2019, . 297), U, OAHOBPEMEHHO, UHTEHCUDULMPYS
pa3BUTME HOBbIX OTPACNEN He TONbKO B hefepanbHOM LIEHTPE, HO 1 B PernMoHax
(ActacdbbeB v Ap., 2021). B Le10M 3TO OKaXeT CUCTEMHOE COAENCTBIME peanm3almm
CTpaTernyeckux JOKYMEHTOB MO Pa3BUTMIO CTPpaHbl (Muxainnosa, 2023, c. 667),
BT. 4. YKasa Mpe3ngeHTa Poccuiickoit Gepepaumn ot 07.05.2024 N2 309 «O Hauw-
OHafbHbIX Lensx pa3suTns Poccuiickon depepaumm Ha neprog Ao 2030 roga
1 Ha nepcnexTuBy 40 2036 rofax» B HacTu Lienel «b», «i», «e».

To4YHOE NPOrHO3VPOBaHME PE3YNETAaTOB KMHOMPOKATa AACT BO3MOXHOCTb
3afe/iCTBOBaTb PasNnyHble BapyaHTbl NOAAEPHKKN 1 (DUHAHCUPOBAHUS KMHe-
MaTorpaca — 6onee vem 120 BugoB v dopm (HOcynosa, 2021, c. 275) U3 M1po-
BOW NpaKTUKU. ExxerofHbIv BbIBOA Ha pbIHOK 20-30 Ka4eCTBeHHbIX KMHOKapTUH
C yNyYLWeHHbIMU NMPOKATHBIMU XapaKTepUCTUKaMK B pamkax 7-10 rnobanbHbix
KMHOMPaHLLM3, BKIIOYAIOLLMX BUAEOUTPbI, CepUanbl, My3blKaibHble KWMbl, pea-
AVUTU-WOY 1 APYyrue HanpasieHus, VX TPaHCAALMA Ha 3apybexHble Lenesble
ayauTopum cTaHyT achdeKTUBHBIM UHCTPYMEHTOM rOCYAapCTBEHHOW KynbTyp-
HOM MONUTUKM W MPOEKLMM «MSTKOW CUMbI» Ha MOCTCOBETCKOM MPOCTPaHCTBe
1 3a ero npegenamu.
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TEJIEBVAEHWE B MO233MM
BUKTOPA KPVNBYJTNHA

AHHoOTauums. B cTaTbe paccmaTpuBaeTcd obpas Tenesunsopa v Tenesu-
3MOHHOIO 3KpaHa B No3aHeln noasmmn Bukropa KpunsynnHa (1944-2001),
O[JHOTO 13 CaMbIX IPKMUX MOITOB HE3aBMUCKMOW PYCCKOW NUTepaTypbl. Pam-
KOW pacCMOTpEHMS CTano NOHATUE BTOPON (KaTakoMOHOK, aHAerpayHa-
HOMW) KyNBTYPbI, NOAPa3yMeBatoLLee NPexae BCEro MennHyo akTUBHOCTb
TBOPYECKOro Yenoseka, BbIOOp MeAra B 3aBUCUMMOCTU OT AOCTOBEPHOCTMU,
aKTYyanbHOCTN COOOUIEHNS 1 BO3MOXHOCTY TUPAXKUPOBaHYIS.

BblABMraeTCs rnoTesa, 4To 3TOT OMbIT PELNTENBHO NOBAUAN HA BO3HUK-
HOBeHWe B TBopyecTBe KprBynrHa obpasa Tenesuaerus. [okasaHa npo-
AYKTVBHOCTb MeTofonorny Xaka /lakaHa, BOCMpUHSATON B TeOpuv Meama
®puapuxa Knttnepa, 4ns aHanmnsa cTuxoTBopeHuin KpusynnHa.

Mup, KOTopbI n306paxaeT KpuBynvH — 3TO BCerga MMUp UCTOPUHECKON
paspyxu, rie TeneBuaeHne CKopee MackupyeT CUTyaumio. Ho B NOCTCOBET-
CKOe BpeMsi MeHsIeTCs MOoHMMaHe TOro, YTO Takoe HOBOCTM: 3TO YKe He
HOBOCTM KyNbTYPbl, @ HOBOCTW M3 MVpa Meana, Co CBoeobpa3HbiM Camo-
paspyllaloWnmMcs f3bikoM. TenesmnaeHne npu 3ToM pernaMmeHTrpyeT Kak
Cnocob nogayn HOBOCTEN, TaK U PEXUMbI CYLIECTBOBaHWS Nepef 3Kpa-
HOM Vi 3@ 3KPaHOM, KOTOPbIE MOTYT BbiTb COMOCTABNAEHbI C PEXMUMAMUY
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NpeacMepTHOro U MOCMEPTHONO CYLLECTBOBaHMS NMOCAE Pa3pyLUeHUs ChM-
BO/IMYECKOTO Tena Ky/bTypbl.

B TBOpuecTBe KpuBynunHa 1990-x 06pa3 Tenesmnsopa Kak BellaHns Heopa-
HOKPaTHO TpaHCcOPMUPOBaNCs, B 3aBUCUMOCTY U OT M3MEHeHUs Xyao-
KeCTBEHHOM 3a4ayn, 1 OT NepeMeH CTUANCTUKN CaMoro TeneBnaeHns
B 3TW rofbl. B cTaTbe BbICTPanBaETCs XPOHOMOMMUS TaKUX NMepeMeH 1 KX
06U BEKTOP, NPOXOAsLLMI Yepe3 BCe TBopYecTBo KpnaynuHa. CHavana
TeneBuaeHMe BOCNPUHMMANOCh Kak HOBaLMs, MHaye CTposillas oTHoLWe-
HUA MEXay NOANTUYECKOW KyNbTYpOl nokoneHwuit. MoTom TenesmaeHmne
NpeBpaTUNOCh B 4acCTb ObiTa, B Nepnog 00oNbLIMX NepemMeH 1 paspylue-
HUS 1 NPEXHUX CBA3EM MEXAY MOAbMU, 1 MPEXHEro MX MeamnitHoro obec-
neyeHus. HakoHel, TeneBnageHne HaunmHaeT BOCMIPUHUMATLCS Kak 0CO-
6bIl CTUNb MHDOPMUPOBAHKS, COMOCTaBKMbIV C TEAaTPOM 1 CHOBUEHUEM,
¥ yTBEPXOAeTCs NporpaMma MCTOPUYECKOM NaMSTH Kak MONOKUTENbHOTO
pevicTeys. Mpy 3TOM Ha BCex 3Tanax TenesuaeHne NpoT1BONOCTaBASeTCS
paavoBellaHIio Kak N3BELLeHWIo KaTacTpohuryecKoro beacTams.
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TELEVISION IN THE POETRY
OF VICTOR KRIVULIN

Abstract. The paper explores the representation of television and the tele-
vision screen in the later poetry of Viktor Krivulin (1944-2001), a prominent
figure in independent Russian literature. The analysis is framed within the
concept of the underground culture, which highlights a creative individual’s
media engagement, as well as media selection based on credibility, mes-
sage relevance, and replicability. It is hypothesized that this experience sig-
nificantly influenced Krivulin’s depiction of television. The study evaluates
the utility of Lacan’s methodology, as interpreted in Kittler's media theory,
for analyzing Krivulin’s poems.

The world he portrays is consistently one of historical devastation, where
television often serves to obscure reality. However, the nature of news
changes in the post-Soviet era: it is no longer cultural updates, but news
from the world of media, with a peculiar self-destructive language. Not only
television shapes news presentation; it also influences modes of existence
in front of and behind the screen, which could be compared to pre-mortem
and post-mortem states following the collapse of the culture’s symbolic
body.

In Krivulin’s work from the 1990s, the portrayal of television as a broad-
casting medium undergoes several transformations, influenced by shifts
in artistic objectives and changes in television stylistics during this period.
The paper delineates a timeline of these shifts and identifies a common
trajectory in this evolution. Initially perceived as an innovative force build-
ing new social and political connections between generations, television
later transitioned into a part of everyday life during a period of signifi-
cant change and the disruption of previous social connections between
people and their former media provisions. Eventually, television began
to be viewed as a distinct form of information delivery, akin to theater
and dreaming, heralding a positive narrative of historical memory. At all
stages, television is contrasted with radio broadcasting as the notification
of a catastrophic disaster.

Keywords: Krivulin, underground culture, independent Russian poetry, tele-
vision image, poetic topics
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BBEJEHWE

SIBNeHne «BTOPOW KyNbTYPbI» NN BICOKOTO aHaerpayHaa B Mockse, JIeHuH-
rpane v apyrux kpynHewmnx roponax CCCP He nMeeT eanHOro onpeaeneHums.
10 NperMyLWecTBy 3TO MOHATME OTHOCAT K CUTyaumun fleHnHrpaga 1970-1980-x:
MNMEHHO NEHVHIPaACKoNn HeodnUMansHoW nnTepaType Obina NOCBsLEHa KOH-
hepeHums «Bropas kynbtypa: HeodumansHas noasus /leHnHrpaga 8 1970-
1980-e roapl» B XeHese (KeHesa, 1-3 mapTa 2012 rofa), KOTopas v yTBepanna
3TOT TEPMUH KaK HOPMaTUBHbINA. B Hay4HOW nnTepaType 3TOro BpeMEHW CBOW-
CTBOM «BTOPOM Ky/NbTYpbl» 06BABASETCA Hannyne co6CTBEHHOW MallMHOMMUCHOM
XKypHanbHOM MHAYCTPYM, Nogpa3yMeBatollel Kak Kpyr eAvHOMBbILUNEHHMKOB,
obecneyrBatoLLVIX MOAHBIN LKA NPOV3BOACTBA XKYPHaNa, Tak 1 Kpyrv YuTatenen
1 KOPPECTIOHAEHTOB B pas3fnyHbIx ropofax, bnarogaps KOTOpbiM 1 MOXHO MoA-
AepXK1BaTh perynspHoe NPpon3BOACTBO HOBbIX KyNbTYPHbIX AOCTWxeHWI (Cabba-
TWHWM, 2019; Parisi, 2021). Takoe Npon3BOACTBO TpeboBano 0coboin TemaTm3aLmm
CODCTBEHHOM BbICOKOCTM, Cebs KaK BbICOKOM Ky/bTYPbl, KaK, 0HOBPEMEHHO, CUH-
Te3npytoLLelrt AOCTVKEHMS NPOLLbIX TEOPUIA, B T. 4. TEONOTMYECKIME NONOXKEHWS,
1 OTKa3blBalOLLECs OT rOTOBbIX TEOPUIA B MOMb3Y OTKPLITOrO MPOM3BOACTBA HEO-
XuaaHHbix cMbicnos (Markov, 2021; Markov, 2023). MoaTomy ntobble napannenu
MEXY «<BTOPOW KyNbTYPOM» U NPeLlecTBYOWMMA e NV COBPEMEHHbIMU Ky/b-
TYPHbIMU ABVXEHUSMU (C CONMPOBOXAAIOLLMMY UX COLMOKYNBTYPHBIMU KOHDWUTY-
pauVsSMu U CTUASMU XKN3HEHHOM OpraHu3aLmm) B 4pYrux CTpaHax: «moTepsiHHoe
noKkoneHme», BUTHWKK, borema, HOHKOHMOPMUCTbI U CTYAEHYECKME ABVIKEHNS —
YMECTHbI Ha YPOBHE MHAMBYAYaNnbHbIX TBOPYECKHMX Cyaed, HO He MNPy paccMoTpe-
HVIW 3TOTO ABNEHNS. B 3TON KyNbTYpe Kak pa3 TpagmLmMs OCMbICASNACk KaK HEeYTO
cybKynbTYpHOE UMK copepxaliee CybKyNbTYPHbIV NOTEHUMaN, TOraa Kak Mmccus
COBPEMEHHOW KyNbTypbl MbICAMAACh KaK BbIXO OT 3TOr0 CybKyNbTYPHOrO K Nos-
HOLIEHHOMY Ky/NbTYPHOMY NPOM3BOACTBY (lvantsov, 2022), B TOM YnUcie K Mexay-
HapoaHomy (Rossi, 2023), 1 NpeoaoneHto Tex orpaHNYeHui, KoTopble CTaBuna
npakTVKa 1 Teopws nepea NpexHuMn cyorynstypamu (Tihanov, 2020).

Mpu 3TOM pa3pbiB MEXAY NPUTAIAHNAMM «BTOPOW KybTYpbI» C ee MeTadu-
3UYECKUMU UHTYNLNSAMU, PENUTUO3HO-DUNOCODCKMMY, HaCTO IKYMEHUYECKMMY,
NHTEepecamu, 1 CTPEMIEHUEM K PA3/INYHBIM BAPUAHTaM CUHTE3a Y)Ke He MPOCTO
MCKYCCTB, HO XXWU3HEHHbIX MPaKTUK — W peanbHbIMU BO3MOXHOCTAMU Obi 0Ye-
BUAeH. BeposdTHo, nocnefosaTensHee BCero OCMbICIAN 3Ty CUTYaLmMio paspblsa
monogow bopuc poiic, noa nceBgoHMMom Mrops Cynuymaos nyonvkoBaswmi
KPUTMYECKME CTaTbM B MALWMHOMMUCHbIX KypHanax «4acol» 1 «37», N30aBaBLUNXCA
npu yqacTuv Bukrtopa KpusynuHa.

Ecnu untaTb noapsia 3Tn TekcTsl (Fpoiic, 2017), To BMAHO, KaK polic ocna-
pvBan mMetaduanyecKme NpuTa3aHns aBaHrapaa v ntobblx ero CUHTETUYECKIMX
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TeHeHLM, yKa3blBas Ha MaTepuansHble OrPaHUYeHUs TaKUX NPUTSA3aHIA, BKO-
Yas MaTepuan peyn — TaK YTo aBaHrapf He CMOr MPOTUBOCTONTb yxe Habpas-
WeKn 1y rocnoacTBytoLlen KynbType. Takyto e yrpo3y PacTBOPEHNS B HYKMX
CTPYKTypax OH BUAWT U A5 BTOPOW KyNbTYPbl, ¥ MO3TOMY, B 4aCTHOCTW, KPUTY-
KyeT CTPYKTYPanuam vi ipyrvie nonbITkin 060CHOBaHYVIS aBTOHOMMU KyNbTYPbI
B TO BpeMsi: CKO/b Obl HY BbINM MACLWITabHbl CUCTEMbI W CTPYKTYPbI, OHW He MOTYT
OTCTOSTb CBOKO @BTOHOMMIO MO OTHOLIEHMIO K TeM UM UHBIM CNOCOHaM BbICKa3bl-
BaHMs unv 0bobuieHus. MoaTomy MPOIC yxe B APYyrix paboTax B KOHLE KOHLIOB
1 MPUXOANT K Maee «pOMaHTUHYECKOrO KOHLENTYanv3aMar, LeHTP KOTOPOro pas-
MellaeT B MOCKBE: MOXHO NPUHATL CBOM MeTahn3nyecKkme NpuTs3aHms Kak aaH-
HOCTb, 1 UICMO/b30BaTb Kak MaTepuabHble, Tak 1 CUMBOMUYECKIME CTPYKTYPbl Kak
PeCcYpC KPUTUKM B T. Y. TEKYLLETO IMIUPUYECKOro IMYHOrO OMbiTa. B uenom aes-
TeNbHOCTb [polica B xypHanax, 13aaBaBLuyvixcst npu y4actuv KpreynvHa, AomKHa
Hblna NoKa3aTb, YTO BTOPast KynskTypa MOXET OblTb aBTOHOMHOM He B CUY CBOETO
KyJIbTYPHOTO Pecypca, a TOMbKO B Ciy 0COBOr0 3K3UCTEHLVANbHOTO OCMbIC/IEHWS]
npexHero MeTad13nMYeckoro onbiTa aBaHrapaa, He Kak yTBEPIAatoLEero cuy
CNOBa UV AeCTBIS, @ KaK CTaBALLero Nof BONPOC v TeKYLIMIA OMbIT CHUTbIBAHNS
CMbICNOB. MNadoc paHHKX TEKCTOB poiica COCTOSN BO BKIKOUYEHVIN COBETCKOMN HEO-
brLManbHOW/BTOPOW KyNbTYPbl B 0OLEMMPOBYIO.

AKTYyanbHOCTb CTaTbVi COCTOUT B TOM, YTO UCCEA0BaHNe MeaVinHbIX Npef-
NOCHINIOK ¥ PECYPCOB COBPEMEHHOTO MCKYCCTBA PABHO BOCTPeOOBaHO 1 B akaje-
MUYECKOM €ro U3yYeHnn, 1 B XyLOKECTBEHHOM ¥ KypaTOPCKOM MOAXOE K HEMY.
TeneBuaeHne, Kak, OIHOBPEMEHHO, COLMANbHbIN U MeaniiHbI heHoMeH, Toraa
npviobpeTaeT 0Cobblin CMbIC: B KA4ECTBE SBMNEHNSI BO MHOIOM 3aBepLIEHHOr0
NO3BOMISET U3MEPUTH 1eACTBUTENBHOE NPUCYTCTBUE COMOKPUMUYECKO20 NOMEH-
yuasna B TeX AN UHbIX hopMax COBPEMEHHOIO MCKYCCTBA. M10[ «3aBeplIeHHO-
CTblO» Mbl IMEEM B BUAY HE TO, yCTAPENo v TenesuaeHve Kkak dopma ntdop-
MUDPOBAHNS U Pa3BneYveHus: «3aBeplleHHbIM» B CMbIC/1e MPefckasyemMocTy
TenesvaeHve 6bi10 1 Ans NoKoneHus KpusynvHa. B 3Tom cMmbicne obblvaii 4acTm
NHTENNUTeHUMN NPUHUMNNANBHO He VMEeTb TEeNeBMn30p B IOMe TakkKe rmeeT
B BMAY 3TY 3aBEPLIEHHOCTb: NepeciyLnBaHe BUHUIOBbIX NAACTUHOK MO0
OTKPbIBATb HOBblIE OLLYLIEHNs BbITUS, TOrAA KaK TenesuaeHne BOCnpor3Boamnno
KapTUHKY, UHTEPECHYIO COLMONOMMYECKM, HO HIKaK MHaYe.

HoBM3Ha cTaTby 3aK/104EHa B TOM, H4TO B Hell BrepBble 06bscHsAeTCs che-
Umdunyecknii noBopoT B TBopyecTBe KpuBynuHa neproaa 1990-X, 0T CIOKHOM
opraHun3saLmy 06pasHoOCTY C ONOPOWA Ha Pa3NnYHble BUAbI MCKYCCTBA MPOLLINOTo,
TaKkue kak robeneHsl, Npa3aHecTBa 1AM ABOPLOBbLIE MHTEPbEPDI, N0 penpo-
AYKUMKM CTapbIX MAaCTEPOB BHYTPY COBETCKOMO HbITa, K HEMOCPEACTBEHHOMY
OTKNMKY Ha 06Pa3HOCTb MOMUTUYECKYIO U TENEBM3NOHHYHIO: YCNOBHO, Nepexos
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OT 3cTeTUKN Banbrepa berbsmMuHa K 3cTeTuke Cbio3eH 30HTar. VICKyCCTBO Npouw-
710T0 MIMENO CBOW PEXMMbl TEXHWYECKON BOCMPOM3BOANMOCTY ALK MPON3BO-
AMMOCTU: TKaTb robeneH — He TO e caMoe, Y4TO AenaTb rpaBlopy, 1 C TOYKY
3peHns NocneaoBaTenbHOCTM AENCTBUI MacTepa UV NOAMAcTEPbS, U C TOHKY
3peHuns NocnefoBaTeNbHOCTM BOCNpUSTUS noTpebuTens. Moatomy KpusynnH
Kak MeTab13VK KynbTypbl NpeanpUHMMan — KOHEYHO, Kak 1 [poic, — MeTakpu-
TUKY KyNETYPbl, BCKPbIBas B HEM NPOM3BOACTBEHHbIE 33aKOHOMEPHOCTM (B YeM-TO
napafiokcanbHo Hacneays TpeTbsKOBY 1 APBaTOBY), TOrAa Kak ONpeaenuTh nos-
TuKy KpuBynumHa 1990-x B hoKyce oTpaKaemblx B HEl 3aKOHOMEePHOCTEI OKa3bl-
BaETCs y)Ke CNOXHee. Ee TPyAHO COMOCTaBAATb C KAKUM-T1B0 OMbITOM PYCCKOTO
MOfepHa 1 aBaHrappaa, Aaxe pagukanbHoro, a onpeaeneHe «MeTaduanyeckuii
XypHanuam» (Cegakosa, 2001, c. 704), ckopee, BnucbiBaeT KprBynuHa B 60b-
WO KOHTEKCT OTe4eCTBEHHOro KOHLEeNTyann3mMa, 4yem cneumduumpyeT 3ToT
nepuof ero TBop4YecTBa. [103ToMy Nnpobnema faHHOW CTaTbl — OnpeaenTs,
nyTeM aHanwv3a TeneBr3nOoHHbIX 00Pa30B B N0O33MM 3TOrO NEproa, Kak UMeHHO
KpWBYAMH BBICTPOMA NOCNEA0BATENbHYIO MO3TUKY BM3YanbHbIX BNevaTaeHn
OT CTPEMUTENbHbIX MepeMeH BOKPYT, 1 KaKyto PONb Cbirpana aKpaHHas KynsTypa
B TAKOW LIeNOCTHOM nepepaboTke MO3TUKM C COOTBETCTBYOLIEN pedopmMol
S3bIKa, KOTOPbIN Kak Obl pa3pywaeT CBOM MaTTEPHbI B MOMb3Y METAKPUTUKM YiKe
XKYPHaNMCTCKux 0bpasos?

Llenb ctaTbut — BbISBUTL CleunduKy TeneBn3noHHsIx 06pa3os, obpasa
CaMoro CBeTAlWerocs akpaHa v 0bpasHocTy cneyndudeckinx ans 1990-x Tenesu-
3VMOHHbIX XaHPOB, KaK KOHCTUTYTUBHbIX ANt OBHOBAEHMS NO3TUKM KprBynmnHa.
3TUM onpefensieTcs v pelleHne 3apgay: BbisiBAeHMe 1 Knaccuduraums aTmnx
06pa3oB, vccnefoBaHve rpaHnL, 3T 06pa3oB 1 1x CBOe0bpasHOW MeTadu3nKK,
1 B KOHLE KOHLOB, MOHMUMaHKWe TOro, Kak 3T 06pa3bl MOMOratoT TOM KOHCTPYK-
TUBHOMN KpUTUKe aBaHrapaHOM MeTadu3nKm, KoTopyto KpuByamnH npeanpuiHnMan
B Honee paHHWe Nepuoabl TBOpHeCTBa.

MATEPWUA/IbI U METO/bl

Mo BCeM BOCMOMMUHAHMAM U BNeYaTNeHNsIM COBPEMEHHIKOB, BukTop Kpu-
BY/IMH BbI1 HE MPOCTO B LIeHTPe MeANnHOrO NPOM3BOACTBA BO «BTOPOW Ky/bType»
KaK OfIH 13 13aatenein MaWmHOMUCHbIX XXYPHANoB U KHUT 1 KynbTypTperep,
0praHn3aTop KynsTYPHON W3HW. OH BbI M IMYHO NPUYACTEH, 1 OAHOBPEMEHHO
MPUCTPACTEH K TaKOMY MPON3BOACTBY: MOOUA MHOXNTENBHYIO TEXHUKY, @ MOCe
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NOSIBNEHMS KOMMbIOTEPOB NMoMtobun 1 ux. OTHoweHne KpusynnHa K TeXHYKe,
B TOM YMCNE K CBETALLEMYCS 3KPaHY, B KAKOM-TO CMbIC/1e ObI10 KONNEKUMOHHbIM,
4ero Mbl He HaxoAMM Y APYrvX MO3TOB ero Kpyra. JKpaHHoe — NpeaMeT ntobsiero
BHVMaHWs, NPUCTaNbHOTO B3rs4a KonneKuMoHepa Bnevatneruin, 1 3gecs Kpu-
BY/IMH B 4EM-TO HaMOMMHAaN SKYMEHNYECKNX IKNEKTUKOB J/IeHMHrpaaa, y KOTOpbIX
Ha NOJKe PSAOM CTOSNV UKOHbI M CTaTyaTKW byaasl. Ho TONbKO pasnunyve B TOM,
4TO IKNEKTUKA MMENa B BUAY UCKTIOYUTENBHO BO3TOHKY U MHANBUAYANbHYHO
nepepaboTKy 3MOLUMIA, CBOEOOPAa3HbIN TeaTp OHOro aKTepa, TOMa Kak aKpaH
nofpasymeBan onpefeneHHyto KOHCTPYKTVIBHYHO MPOrpaMMy, KOHCTPYMpoBaHme
1 BO30OHOBNEHNE KyNbTYPbl KaK y)Ke Pa3BUTOM CUCTEMbI COLMANbHOro TeaTpa.
KoHeuHo, Ains MHTepnpeTaunu CTUXOTBOPEeHWA noTpeboBanocs obpatieHuve
K MCTOpUM Meana 1 nctopun obuectsa B 1990-e rofbl, B T. 4. Ha OCHOBE TNYHbIX
BOCMOMUHAHWI, /19 MOWCKa TexX KNtouel MHTepnpeTaLmnm, KoTopble He Obinv Npu-
B/IeYEHbl NPeAWecTBYOLWMMN UCCAefoBaTeNSMI N033UK KprBynnHa.

B 1990-e 1 Havane 2000-x KprBYAMH BbINYCTUA HECKONbKO KHUI. KHura
«KoHuepT no 3asBkam» (1993, 2-e n3a. 2001) BKAtoYana B cebs kak cTuxmn 1980-x,
Hanpumep, C ABHbIMM NPU3HAKaMU MEPECTPOEYHbLIX CNOPOB, TaK 1 HOBbIE CTUXN.
Bo BTOpOE M3aaHmne 6binn fobaBneHbl LKL, v xe, No KpyByanHy, CaMmoCcTo-
ATeNbHbIe KHUTW «BAYAHbIV ChiH» 1 <Y OKHa», B KOTOPbIX NPUMETHI 1900-X Npo-
YUTBIBAIOTCS OJHO3HAYHO: B MEPEOCMbICIEHMIM 00Pa30B PYCCKON KNaCCUKM ¥
PYCCKOTO Penurmo3Ho-mMeTadr3nyeckoro aBaHrapaa kak nonasLuvX B HalWW AHM
N PagVKanbHO M3MEHMBLIMX CBOKO CyTb, KprBynuH cxogutes ¢ Cepreem Ctpa-
TAHOBCKMM, CTUXaMK ero KHUMM «TbMa aHeBHas». [Tpy 3Tom meTon CTpaTtaHoB-
CKOTO CKOpee CapKacTM4eH, Toraa Kak Metof KpnsynvHa — TeatpaneH u rpam-
MaTUYeH NOYMU B NTAKAHOBCKOM CMbICNE: Mbl [JO/KHbI C PACKONBbHUKOBbLIM VN
dyTyprcToM-nponeTrynsToBLem CepreemM TPeTbSIKOBLIM MPOWTHN Yepe3 pasHble
MOZYCbI «51», «<Mbl» UM «OHW» 1 TeM CaMblM 0Ka3aTbCs B TOW UCTOPUM, B KOTO-
POW Mbl HaxoauMcs ceiyac. B 1994 roay BbIXOAWT KHMra «[pearpaHiybe», CTUXM
KOTOPOV B OCHOBHOM OTHOCSTCS K MaMsATL O MPOLLAOM, O MEPEXUTOM NPEXHUMM
MOKONEHUAMM KaK NMepexnBaeMoM cenyac, Ho MPUMETbI COBPEMEHHOCTU, Takmne
KaK OpaHXeBble 04X bl KPULLIHAUTOB, CHUTLIBAIOTCA OAHO3HA4YHO. B 1998 roay
BbIXOAUT KHUra «KynaHue B VlopgaHu», COCTOALLAA U3 YeTbIpex MOITNYECKMX
KHWI: B Hell MarnucTpanbHOn TEMOM CTAHOBMUTCS KaTaCTPOMUYHOCTb YenoBeye-
CKOTO 1 UICTOPMYECKOTO CYLIeCTBOBAHWE, U 3KpaHHble 06pa3bl CTAHOBATCS yiKe
no-Hacrosauemy cTpawHbiMu. HakoHeu, B 2000-m KprBynnH CO34aeT TeKCTbl
106uneriHoro roaa, rae y)ke obpatleHne K TenNesnu3noHHbIM HOBOCTSIM CTaHO-
BUTCS YyTb 1M HE HABS34MBBIM, V1 3T «CTUXM 10BUNEHOrO0 rofja» Kak OCTaBNsoT

! 3pech 1 fanee TEKCTbI UMTUPYIOTCS MO 0bULMaNnbHOM CTpaHuLe No3Ta Ha caiTe «BaBunoH».
URL: http://www.vavilon.ru/texts/krivulin0.html (nata obpauwieHns: 01.02.2024).
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NpOCTOp ANs MHTEPNPEeTaLUmn, TaK 1 atoT NOHATb, YTO UMEHHO AeNaeT Tenesu-
AeHue c NoaTuKol KpusynmHa.

B KayecTBe OCHOBHOMO MeTofa aHanm3a 1Mcnonb3yetcs bam3Koe (Meanen-
HOe) YTeHMe 1 MHTepnpeTaums CTUXoB KpuBynuHa, C akLeHTOM Ha UCTOprYeckoe
4YBCTBO M03Ta KaK Tpebytollee Bceraa bonee oaHoro meanyma (06 3Tom Nogpob-
Hee cM.: MapkoB, 2021; MapkoB, 2022; MapkoB, 2023). Kak BCoMoraTeNbHbIl
METOL NMPUMEHSETCS TEOPYIS IKPaHHbIX MeAva, MetoLLas B BUAY, YTO BO3HUKHO-
BEHWE 3KpaHHOro MefuyMa He CTONbKO 0boraljaeT KynbTypy, CKOMbKO MPeoao-
NeBaET HEKOTOPYHO NPEXHIo nHepumto. CobCTBeHHO, koraa KpnaynnH B 1970-e
1 1980-e roabl co3aaBan XypHarnbl, OHW Bbinv becleH3ypHbie, T. €. He CTONbKO
60ponnCch MPOTUB LieH3YPbl, CKOMBKO AOMKHBI DbV MPeofoneTs caMy Ty CUTya-
LMo, TA€ YTO-TO 3anpeLLleHo, a YTO-TO pas3peLlleHo. VX OTKPbITOCTb, OTKPLITOCTb
3TWX CTPaHNLL, AOMKHa ObiNna NpopBaThb LieH3ypHble DUNLTPLI (Takyto MeTadopy
Mbl CHMTAEM YMECTHOMN, MMes B BUAY HOPManun3auuto, LieH3ypHble TpeboBaHus
CBOEOOPa3HON KyNbTYPHOW CTEPUABHOCTH), MOKa3aThb, YTO Ky/bTypa BO3MOXHA
1 BHE 3TUX NPensaTCTBMIA. ITO BNONHE COOTBETCTBYET TOMY, Kak NOHMMaeT CTa-
HOBMeHue onTuyeckmx meama ®p. Kuttnep (Kuttnep, 2009): nocTosHHO noavep-
KMBasi CBA3b MEX/Y BOEHHOW ONTUKOKN, pa3BUTHEM CNEKYNATUBHON reoMeTpum
1 3KpaHHOW WMNt03Me B pasHble 3MoXM, OT paHHero PeHeccaHca Ao Halwmx
AHel, Knttnep roBopuT, YTO MeAMIMHOCTL BOBCE He MPOCTO paclimpsieT Hawu
BO3MOXHOCTU WV OKpalMBaeT coobuleHne. OHa cpa3dy BOBNEKaET Hac B 4eiCT-
BME NO MPOW3BOACTBY TEXHMKM, B T. Y. TEXHUKM BOCNPUATUS, paclienaseT Hawe
co3HaHue (3neck Knuttnep onvipaetcs Ha flakaHa), aenas HeBO3MOXHOW nocne-
aytollee coefiHeHMe.

Mo Hawel rmnoTese, )KypHanmncTckas noasus Kpusynmta 1990-x, ynomu-
Hatolas Tenesr3op, 3aKOHOMEPHO NPOAOHKaeT Hoee paHHIOK ero No33uio
robeneHoB v raneper. ITo BCAKMIN pa3 NpopbiB GuNbTpoB: B 1970-e 1 1980-e
TeX, KOTOPble OTBOANIN KXAOMY ABNEHWIO KyNbTYpbl MPOLWIOTO ero MecTo,
6yAb TO B CUCTEME COLMANbHOTO NOTPebAEHMS UK CTPYKTYPANUCTCKOW Cre-
KyNSTUBHOCTM. A B 1990-e 3TO y)Ke MPOPbIB HOBbIX MPENOHOB, B KOTOPbIX [1eM-
CTBOBana yxe LeH3ypa He NPoV3BOACTBa, a NOTpebaeHns — HOBOW MaccoBOA
KYNbTYPbI, B TOM Yucne ¢ ee cnocobamu Hacunns. Kak KpusynuH, onvceias
TKaHb robeneHa, oTpuLLan roToBOE 3HaHKe O MPYABOPHOW KyAbTYpe paau OLLy-
weHns cebst BHYTpY MU ONOrnyeckoro, NoBTOPSIOWErocs 1 Npu aToM Tpeby-
IOLLIErO KPUTUKN CIOXKETA, Tak 1 KpuBYNWH, yOMUHAs TENEBU3MOHHbIN CIOXKET,
oTBepraeT roToBoe NoTpebneHre HaCuNUs UM CeHTUMEHTANbHOCTM, YTOObI
OlLYTUTb Cebs NPSIMO 3[eCh U Celvac BHYTPU TOUKM BOCMPUATUS, HAa4anbHOMO
BOCMPUATUA MPOUCXOASLIErO, MK, FOBOPS B TEPMUHAX /lakaHa, B TOYKe «00b-
eKTa ManeHbKoe a».
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Te KpUTUKM, KOTOPbIE MbITanuCh IKCMANUMPOBATL DrN0CoObUio KynbTypbI
KpuBynvHa Kak CyLieCTBYIOLLYO B KOHTEKCTax N1€BOV U MOCTMOLEPHUCTCKOM
MbIC/IM XX BEKa, TOBOPAT NPEX/e BCero 0 MeANIMHOCT, 0COOOM NpeTepneBaHun
NIMYHOCTHU, KOTOpas NpeBpallaeTcs B Cpeay Ans MCTOPUYECKOro AeicTBYS. Tak,
Knpunnn KopyarnH conoctaBnseT KOHLUenumio «» y paHHero KpusynmHa ¢ «auc-
no3uTrBOM» M. DYyKO, C YMCTLIM NpeBpalleHrem cebs B CLEHY Pa3BEPTbiBaHMS
MCTOPMYECKON ANaneKTUKY, Tak YTO AanbHelllee TBOE NMYHOE NpeTepneBaHne
1 OKa3blBAETCS BO3MOXHOCTbIO CHATUS MPOKNATUSA nctopum (KopyaruH, 2018,
€. 177-179). T. XaipynuiH, 0THaCTM ONmnpasicb Ha Mt «peTpoOMOAepHM3Ma» Kak
MaructpanbHoro nacoca KprBynuHa, BbickaszaHHyto C. 3aBbSNI0BbIM Ha Yy)Ke yrno-
MUHaBLIENCS KOHMePEeHUMM, MOHNMaET NPOEKT KprBYNMHA KaK paguKanbHyo
aXpPOHWIO, CTOSILLYIO HaJ MPOTMBOMNOCTaBAEHMEM TPAAWLMM U MOAEPHM3Ma (Xali-
pynviH, 2018, ¢. 151). Toraa noasus KprBynvHa MOXET HbITb MNOHATa Kak Meouym
TaKoro COMocCTaBAeHMs CUEH, UMMNAMLMPYEMbIX pa3HbiMK (hopMaMu KynsTypsl;
a NosiBNeHue Tenesmn3sopa B No3smm KpmeynmHa 1990-x — Kak npogomKeHmne
JIMYHOTO NpeTepneBaHna Mearyma. B TakoM NTMYHOM NpeTepneBanHm OCyLLEeCTB-
NSeTCs pa3BUTUE KPUTKKM CaMOro MeAryMa no33nm, KOTOpbI He MoxeT obec-
neyYnTb HEeMpPOTMBOPEYNBOE BOCTIPUSTIE NPOMCXOaAsLLero. HoBas HacTpoiika
ONTUKM TPebyeT NPUHATUS TeNeBUAEHUS KaK CNeKyNsTUBHOrO NpuonmKeHs
K HacTos el HeraTMBHOW AnanekTnke, B KOTopoi, no KpreynuvHy, B 1990-e oka-
3an1Cb Mbl BCe.

«KOHLIEPT MO 3ASBKAM>»: HOBbI/ TEJIEBU3VOHHbIA KOHTEHT

B kHMre «KoHLepT No 3asBKaM» UMK «bayaHblin CbiH» OTKPbIBaeTCs 0bpa-
30M «6abbero pagmo» Kak Mrpa AOMbICNIOB U CNYXOB, MELIatoLLEro BCTpeye NoKo-
NeHVI. BAYAHBIN CbIH He MOXET BEPHYTHCS K OTLLY, MOTOMY 4TO yKe B HEM BOC-
Npoun3BefeH OTeL, 1 «CMbla BETXOE PAfMO0», OH Y3HAEeT CBOE MMS 1 CBOE MECTO
B UCTOPUY KaK NpefHa3Ha4YeHHoe TOMbKO eMy. ITO CTUXOTBOPEHME Cpa3y Hamo-
MVHaET 0 KoHLUenuuu JlakaHa (/lakaH, 2006), 4TO OTeL, — 3TO He MU0 UK Xapak-
Tep, HO DYHKLMS YCTAHOBEHMS 3amnpeTa Ha KpoBocMelleHue. Moaxog /flakaHa
HaM npeacTaBnseTcs bonee NPOAYKTVBHLIM AN UHTeprnpeTaumn noasmm Kpu-
BYNMHa, Yem noaxon ®peliga. KpuBynuH co3gaBan CBOW CTVXM B MOCTMOAEP-
HUCTCKYIO 3MOXY, U Maes paclienneHrs CoO3HaHms, NOCTOSHHO Tpebyiollero
NPOM3BOANTL TEKCTHI (B LUMPOKOM CMbICAE, BKKOYas COLManbHoe noBeaeHve
KaK CMMBOIMYECKYIO CUCTEMY) ANS KOMMEHCaUWmM HEeXBATKM peanbHoro, MOXeT
CYMTATLCS N5 NOCTMOAEPHM3Ma CMBOMNYECKOMN.
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B oTnunume ot dpeiiaa, ansg KoToporo SAMNoB KOMMAEeKC — 3TO CLeHapuii
NCUXUYECKOW M3HN, Yepe3 KOTOPbIN MPOXOANT NOOOWN COBPEMEHHbIN HYeNoBeK,
JlakaH yTBepKaaeT, 4To 3TO He CLeHapuii, a aneMeHT COLManbHOro KOHCTPyH-
poBaHus. Kax/aoMy MyxurHe, KOTOPOMY NPeACcTOUT CTaTb OTLOM, NPUXOAMUTCS
NPOWNTY Yepes PUCK KPOBOCMELLIEHVS B LIMPOKOM CMbIC/Ie — CMeLIeHUst BNACTHbIX
ambuumi, 6opbbbl 3a BNACTb, U NPeX/ae BCero, 3a BNacTb Haf SA3bIKOM, Hafl Ktoye-
BbIMM C/IOBAMU B 3bIKe 1 KtOYeBbIMY xecTamu. Toraa ums OTLa Kak HekoTopoe
BelllaHvie, OKNVKaHue CBbllie, OCTaHaBNMBAET 3Ty 6opbby 1 yTBEPIKAGET paclie-
nnexvie mexay ahderTamm peanbHOro BIKU3HK ChiHa U BOODBPAKAeMOro B )KM3HM
Otua. CblH NpuHMMaeT cBoe (hparMeHTapHOe BIAEHME CUTYaLIMM 3@ PeanbHOCTb,
Toraa Kak OTel, B KayecTBe 60MbLIOrO BOOOPa)KaemMoro BellaeT o KatacTpode.
CbIH KaK 6bl NOCTOSHHO CMOTPUT TENEBM30P, BUAS DparMeHTbl peanbHbIX CUTYa-
umnii, a OTel Kak 6bl BCE BpeMst BELLAET Mo Paano, NPeaynpexmias, YTo 3a Kax/asiM
pelleHneM CbiHa MOXET NOC/e0BaTh KaTacTpoda.

Torpa «BeTxoe paavo» KpneynmHa — 370 0cobblii 06pa3 BETXO3aBETHOM
XKEPTBbI, rAe TONbKO Vcaak MoxeT 06paTnTbcs k OTLY NO MMeHW. B brubneitckom
TEeKCTe epTBONPUHOLIEeHWe OCTaHaBIMBAETCS, NOTOMY YTO NOSIBASETCS 3ame-
CTUTeNbHas epTBa, KOTOPYHO /lakaH OTOXAECTBIA Bbl ¢ 3hDEKTOM CUMBOANYE-
CKOrO: HNOTKY/@ NOSIBASIETCS CBA3aHHbIM ArHeL, T. €. HEKOTOpas CBA3Ka, TEKCT,
TEeKCT KaK CBS3aHHOCTb, MOJHbIA CUMBOIMYECKOro cMbicna. MoaToMmy v ABpaam
MCNOHWA CBOKO MUCCHIO MPOPOKa, Y4PEeXaatoLLero coumnanbHbli nopsaoK nytem
XKEPTBOMPUHOLWEHUS, U VIcCaaK MCNONHWA CBOIO MVCCUIO 3pUTENS 1 OYeBMALA
3TON MUCCUN, KOTOPBIV B KOHLIE KOHLIOB NONaaeT B b1bNercKmnini TeKCT, CBOUM
Tenom hopMypyeT NNacTviKy 3TOro TeKCTa. B cTUxoTBOpeHnn KpusynmHa KoHTa-
MUHMPYeTCst cyabba HOBO3aBETHOO ByAHOTO ChiHa ¥ BETX03aBETHOrO Mcaaka.
BAyAHbIV CblH OKa3bIBaeTCs Bbi3BaH Mo pagno B UCTOPYIO, B COBPEMEHHOCTb
C ee HbITOBbIMU NOAPOBHOCTAMU. OH y)Ke He MPOCTO BMUCaH B TEKCT BeTxoro
3aBeTa, HO peann3yeT My4YeHnyecTBo HoBoro 3aBeTta, Korfa v OTLbl, 1 AeTU PaBHO
AOMKHbBI ObITb FOTOBBI K My4eHUYeCTBY:

nenetaHne babbero paano B napke

B yLleneBLeit ero cepalesnHe

pagv bora nocnywaii:

OTeL NOBTOPSAETCA B CbiHe

TONbKO 61yAHOM

nTam

Ha 3aax Koverapku

3Ta BCTpeya — Ha suimKax cuas

CNblla BETXOE PafiMo CKBOpYYLLEee B rMybuHe

0 Haorax 0 epTBax 0 BCAKOW M BCAYECKON CbITK
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KOCUT MU3epPHbI AOXKANK NO BCEM HEHACBITHOW CTPaHe
1 TONOHOMY CYXY Aanekas My3blka bpe3xmnT

OTCbINKa B NEPBOM CTPOKE K NYLIKMHCKOMY M300paxeHnto 6eCCOHH LI,
rpo3siel HaBs34MBbIMY B13YanbHbIMK 06pa3amMu (KU3HU Mblibs 6€20MHSI)
31ech He cnydvaliHa. BmecTo 3amnoBa KoMnnexca Mol 34ecs BCTpedaem 06pas-
HOCTb, UMUTVPYIOLLYIO MAMIO3MI0: TONOAHbIV CbiH MEPEeXMBaET My3blKy Kak psij
BM3yasbHbix 00Pa30B, JOXAMK NpeBpallaeTcs B 06pa3 4ero-To Bpoje Tese-
BM3VOHHbIX MOMEX, @ 3BYKM PaiM0O OKa3blBAOTCS NMOCTOSHHbIM CETOBAHMEM
OTUOB Ha Nponcxoasllee, nx Boobpaxaemoe. Toraa ahdeKTbl peanbHOCTH
1 OKa3blBalOTCA MPOCTO BCTPeYein Co CBOe Cyabbol, Aaxe CNOBO <LKy
MOXET HaMeKaTb Ha XaproHHoe ToraaliHee Ha3BaHue TenenpueMHnka. Mpw
3TOM [10 KOHLa ;OCMOTPETh Tesenepeaady He yaaeTcs, 1 BMelaTenbCTBO BOO-
H6paxaemMoro B BUAE PaMo, N BMELWATENbCTBO PeasnbHOro, MOPOXK/AAoLEero
CBOW 513bIK CETOBaHWI Ha M306mne BM3yaNibHbIX 06pa3oB, B CTUXOTBOPEHWN
nobexgjaer.

IMEHHO TaK, kak 0bpa3 HeAOCMOTPEHHOCTM U MPW 3TOM U3ObITOYHOCTH,
KNMMOBOCTW, paboTaeT TeNeBM3nOHHbIN 06pa3 B CTUXOTBOPEHUN «CynepKHUTar.
MpurBeaem ero n npeawecTaytollee emy, «<CUbHbIE MECHW», Te Kak pa3 MeAnyM
pajAvo ocMbicheH Havbonee NogpPOHHO BO BCEM LiMKAE:

CUNBHbBIE MECHM

ax, 4a v He BbIN0 He HBbINOo B HalleM obblyae

CU/bHBIE MECHU MYCKaTb MO CEMENHOMY Kpyry

nenv apyrue — KONXO3HUKM Unu pabodne —

nenv no paauo, NpaBuIbHO, YePe3 TOCKY U HaTyry
nepeBanvBLUM — a HalW CUAENW He Crylas

1 He y6aBnsis 3ByKa... UCCAKM efa v MUTbe

NOOM CNYKUBbIE TUXME, TOAbI HABEPHOE Nydline

HO Ybsi Ke TaM BCe-Taku POAMHa? CYE3HOBEHME Ybe?

CYMEPKHWTA

AVICHel HEBBIK/IOYEHHBIN B KOMHaTe CTapyleYben
V1 BCE 4TO HEJOCMOTPEHO HTO HeONPOXKUTO

¥ BCE 4TO Ha Hee Kak 3aHOBO 06pYLINTCS

KaK 3aTOMOYeT KaK 3aCTPOUT POXKLbI!

YTO C 3TOW AenaTb el UBeTacToN MellaHUHOW?
cpeay nogylweK vi candeToK BbILUNTbIX
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Lapuna TUWMHa ceMmapLinHHas
HY B Iy4LIeM Cly4ae KyneK noMsTbiX BUWEHOK
Tak bepexxHo cceinana B 6ntoaLe YanHoe

1 KOCTOYKM B Ky/NaK v AyLHO C MyXamu

a ecnin CNI0BO Cibllwana ciyvarHoe

TO NEPeKPecTUTCs — 1 BOr C HUMM CO Cyxamu
HO BoXe el Tenepb OT MeNbTeleHns —

e YTO-TO WyMHOe HEe3BMAHOE HEBHATHOE —
He 0TOPBATLCS 1 NNLIO B3 BblpaXKeHUs

ANLO V1 TO NOLNO LBETHLIMY MATHAMY

CtuxoTBopeHue «CubHble NEeCHW» YAAaYHO UNNKOCTPUPYET OCHOBHbIE
Tesucel flakaHa 06 MimeHn-OTua: OTel, Kak TakoBOW HEAOCTMKUM, MOTOMY HTO
NPOV3BOAMT TOMBKO 3aM0Bean, MEeAMINHbIE MHCTPYMEHTbI 3anpeTa, HO He MOXeT
NPOM3BECTY CBOE NMPUCYTCTBYME. Pafyno Toraa BbICTyNaeT Kak MeavyM 3anoBefen,
KaK HeYTo, YTO PacrlopsIKaeTCs XKM3HbIO HOBOIO MOKOMEHUs. Ho BoCcnpusiTue
3TOro Paavio He MHAVBUAYANbHO, @ KONNEKTUBHO U rabuTyansHo: pagno pabo-
TaeT Ha NOJHYI0 TPOMKOCTb, HO CO3Aa€eT TOBbKO MNO3bl KONXO3HMKOB, OTHOCUTCS
BCelleno K 06nactu Boobpaxaemoro, no flakary. /ltloboi apdeKT peanbHOCTL
WA CUMBOAM3ALUMN, — MYCKaTb NECHW MO KPYTY, — 3AECh UCKOYEH. TeM CaMbiM,
pafvo nofpasymMeBaeT TONbKo BeCKOHPNNKTHOE BOOOpaxaemoe, 1 nepekio-
YNTbCS B KAKOW-NMBO APYroi PeXnM ObITUS, B PEXUM PeanbHOro UK CUMBON-
4ecKoro, BO3MOXHO TOSbKO Gnarofaps aKpaHy, ToYHee, TOMY KOHMANKTY ABYX
3KPaHHOCTEN, KOTOPbIN 1 NPEACTABNEH B CNeAYIOLLEM CTVIXOTBOPEHWN.

B cTtuxotBOpeHum «CynepkrHura» nepefaH, no cyTu, KOHMANKT Mexay
ABYMS PEXMMaMV TENEBU3NOHHOIO CMOTPeHMUst. OaViH — NMPUBbIYHBIN CTapLiemMy
NOKONEeHWIO: YepHO-benbIVi TeNeBr30p, HaKPbITbIA candeTKow, MOKa3biBaloLLMiA
4TO-TO CMOKOWHOE U NPUMUPSIOLLEE C PUTMAMUN OKPYXKaloLLen AeicTBITENb-
HOCTW. Takoi MPOCMOTP TeNeBUAEHNS 1 MOXHO Ha3BaTb HOCTabIMYECKUM
BO BCEX CMbIC/ax: OH BO3BPALLAET K MCTOKaM TeX PUTMOB, KOTOPbIM 1 MOAYMHEHA
TBOS M3Hb 1 TBOS MOBCEAHEBHOCTb. TaKOW PEXMM HOCTaNbI1M MOT ¥ BOCMPOW3-
BOAMTbLCS MCKYCCTBEHHO: Kak nokasana [. XXypkosa (XKypkosa, 2021, c. 160-162),
aHanu3vpys TenenpoekT «CTapble NeCHW O INaBHOM», KaK pas NMpexHee «pagvo»,
TeMOpOBbIe 1 AbIXaTeNbHble XapaKTePUCTUKM NEBYECKOrO roa0ca, B 3TOM NMpoeKTe
He NPOJO/KaNM COBETCKME AOCTIKEHWS, @ PE3KO C HMYM MopbiBanu. Torga Kak
«TenesnaeHne», KapTUHKA UCTIONHWTENS, B 3TOM e NPeACTaBAeHUN MOMHOCTHIO
BMMCbIBaNach B Te amrya, KOTopble 1 Nofpa3yMeBano COBETCKOe NpefcTase-
HVie O TeNeBU3VOHHOM aKTepe 1 TenereHnYHocTu. Takm 0bpa3om, HOCTanb-
TS OKa3blBaeTCs NMpYBsA3aHa K BM3yanbHbIM aMya, a ayanansHoe oTBevaeTt
3a aKTyanusauuio.
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[ipyroin cnocob TenecMoTpeHus — TOT CaMblid, KOTOPbIV MPUHECIU KNW-
nosble 1990-e. 3TO LUBETHOW MeNbKatoWMii 3KpaH, HEBO3MOXHOCTb CNeAnTb
32 COObITUAMM, 113-3a HYETO HeNb3s NepeBecTy yBUAeHHOe B Kako-nbo 13 npu-
BbIYHbBIX PEXXMMOB OLLYLLEHWS UCTOPUN, By TO PEXUM HOCTANbIN UV PEXIM
YasHMs nyywero byayuiero. 3aecs NPUMEepPOM TaKoW KAMMNOBOW 3CTETUKM, 3aTpa-
rMBatoLLEN 1 CaMO TeNo repouHK, OKasbiBaeTCst aHnMe-cepuan «CynepkHura»
(1981-1983), ANCTpUbYTMPYEMbIVE MO BCEMY MUPY XPUCTUAHCKOW Tenepaamo-
KomnaHuel CBN. B Havane 1990-x aTOT cepuman e no ofHOMY V3 LeHTPanbHbIX
KaHanos., B yAobHoe AN AeTCKOro NpoCMOoTpa BpeMs, 1 BneyaTnsn (no Movim
co6CTBEHHbIM BOCMOMMHAHWAM) COeAnHeHnemM noapobHOro NpeacTaBneHms
H61BNENCKNX CIOKETOB C MOCTOSAHHbLIM TPEHOBaHUEM repoMYecKol peLnTensHo-
CTW, CBOMCTBEHHOW NO3TUKE aHMME.

KvHOopenus 1 3HaKoMun 3puTeneii C OCHOBHbIMU BUBNENCKMMY CIoXXeTaMM
1 X MOPasbHbIM CMbIC/IOM, ¥ PeACTaBNsAN cnewudrnyecKyto 3anyTaHHOCTb OTHO-
WweHus BUBNENCKNX 1 COBPEMEHHbIX MOPasbHbIX YPOKOB, Tak YTO OAHM YPOKU
BCErfla CTaHOBSTCS V1 3epKanomM, 1 MprMepoM, U KprTeprem pa3bopa ans Apyrux.
Takoe NOCTpoeHKne, pacKpbiBatollee bubnenckre ypoku, Kak pas qocTuranocs
6narofaps KOHMANKTY OTLA M CbiHa: OTel, B 3TOM cepuane — 3aMKHYTbIl yye-
HblIM, KOTOPbIN HUYETO HE MOXET NepeaaThb ChiHy, Toraa kak CynepkHura (brubnus
XPUCTUAHCKOrO KaHoHa) co3aaeT Te (opMbl peanbHOro, Te POpPMbl COBMAAEH NS
€ ObITOBbIMU CLIEHaMM B OTHOLIEHUSAX NMOAPOCTKOB, KOTOPbIE 1 OKa3blBatOTCS
HaCTOSILIEN COUManbHOW Y MOpPanbHOW peanbHOCTbo. Moaenb «CynepKHUT»
KaK BO3BPALLEHVIS HOBOIO NMOKONEHMS K peanbHOMY 1 CUMBOIMYECKOMY BOCMPO-
M3BOAMNACH NMOTOM M BO MHOTMX APYrMX aHUMALMOHHbIX cepuranax, Hanpvmep,
Hay4YHo-urnocohckoM «Puk n Moptu» (2013 — H. Bp.)

Taknm obpa3zom, KpvBynrH onmchiBaeT OMNbIT NPeofoNeHns onHoYe-
CTBa: nepen HaMu ke He OAMHOKas NEHCUOHEPKA, HO OfiHA U3 y4aCTHUL, 1eNCT-
BWS OMBNENCKOro aHMMe-cepmnana — OHa OKa3blBaeTCsl BHYTPM LBETHOMO MMpa
IMOLMIA AETEN, KOTOPbIE Y3HAIOT CBOVIX IBOMHNKOB B OMBNENCKIMX NepCcoHa)ax,
1 NPK 3TOM OKa3blBAETCS 1BOVHMKOM CBOWX NPefnonaraeMbix BHyKOB. ITO 1 €CTb
NOCTMOEPHM3M: «Tbl flef1aelllb KyKNY KyK/bl 1 caM Tbl MPK 3TOM Kykna» (B. Mene-
BUWH). Obpa3 NeHCMOHEePKN Kak XpaHUTENbHULbI BEPbI, MONYSPHbIV B TOrAall-
Hell KOHCepBaTUBHOW NyBAULMCTIKe (Hanprmep, 06pa3 CTapylek B nnaTouKax,
COXPaHMBLUIMX BEPY CPEAV COBETCKMX UCMbITaHWIM, B MPaBOCaBHbIX M3AaHWsX
Havana 1990-x, KOTopble KPUTUYECKM OTHOCUNNCH K OMbITY UHTENNTeHLNN
1 NPEBO3HOCUAN PEAUTMO3HbBIN OMbIT MPOCTIX tOAEN), NEPEOCMbICNSETCS HeKa-
HOHMYHO. Kp1BYNMH He 3a1aeT BOMPOC, BepytoLLas 1 3Ta NeHCMOoHepKa nnu
OblBLLIAS KOMCOMOJIKA; HO TONbKO TO, KaK MMEHHO TeneBuaeHne Co3AaeT HOBbIN
PEXMM MepexuBaHnii, He CBA3aHHbIM C ObITOBbIM 6ECMOKOMCTBOM, HO TONBKO
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C OHTONOMMYECKOW TPEBOTOW. IKPaHHOe MeaMa 3aeck PaboTaeT Kak MeanyMm
OHTOJ/IOMMYECKOro BbI30Ba — BMOsHe no flakaHy 1 Kutrnepy, ogHaKo «00beKT
ManeHbKoe a» ellie He MOXeT BbITb HaliieH B Mupe Bellel 1 X Nofobui.

«MPEATPAHUYBE»

B KHure «[peArpaHuybe» BeECbMa NPUYYAINBO COMETarTCs NPU3HaKY
yWeALEero 1 HOBOTO HaCTaBLIEro BPeMeHY: OHY He HaKNa/lblBaloTCs yKe rpo-
TECKHO ApYr Ha fipyra, HO NepenneTalnTcs bnarofgaps NeceHHoMy Hadany. 3aech
«pafuo» NPUCYTCTBYET YXKe He B Bufe cebs, a B KayecTse neceH / y3HaBaeMmblx
MENOAMIA, Ha KOTOPbIE 1OXATCSH HEMPUBbLIYHbBIE CTUXM. ITO NO3BOMSET CO3AaThb
aHaNUTKKY BU3yaNbHbIX 06PA30B, KOTOPYHO NerKo NPouAIOCTPUPOBaTh CTU-
XaMu, HaMeKal LMK Ha NOPAAKN TENEBU3MOHHBIX TPAHCAAUWIA. B oTAnyve ot
npeablaywien KH1rv, 3aech pedb MakTnyecku Bcerga o npsMom adupe, penop-
Ta)ke 0 COBbITURAX, MHOTAA NepeEMEXaloLLeMcst NoMexamu. Tak, CTUXOTBOPEHMe
«[MoXOPOHbI» N306paXKaeT CTONKHOBEHME CTAapPOro apMencKoro n HoBoro 6aH-
AVTCKOTO MUpa:

[TOXOPOHbI

Bblfb Ha AYy3Y, MsHb — KOO
noBe3nn Ha BaraHbkoBO!

6ﬂaro,n,eTen9 Hauwero
reHepana HeHawega

1 He CnpalyviBaii: KTO X ero
roCnofvHa xopoLero?

NPOCTUTYTKM NPECTYNHUKN
cobpanuce 1 NPUCTYKHYNN

4TObbI [OCTENEPAAVIO
6110 XKINO NMXOPAAMIOo

JTOT CIOXET MOXKHO CBECTY K YKa3aHMIO Ha MPeCTyNHOCTb 1990-x, penopTaun
0 KOTOPOW 3aMONHUAN TENEBUAEHNE, PAAINO 1 Fa3eTbl, 0 YEM 1 TOBOPUT NMOCNEAHAS
cTpoda. CoBeTckuii bpeHa «focTenepaamo» TONbKO OCTPaHSIET 3TOT NPUOPUTET
KPUMMHaNbHOW XPOHMKI Haf, MobOoI Apyrol B yKasaHHbIV neprog. Muxann depo-
poBuWY HeHawes — npefceaatens foctenepaano B 1989-1990 roaax, NocneaHuin
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npefcenatens 3TON OpraHn3aLyn B MICTOPUN, HAa3BaH reHepasnoMm, 4To OTCbinaeT
Cpasy 1 KynoTpebneHuto KNuie «reHepan» B CMblCie COBETCKMUI HONbLION Havanb-
HUIK, U K 0BCTOSTENbCTBAM ero HasHaveHWs. OH Obin Ha3HaveH Ans Hopmanusauum
TeneBuaeHNs, YTODObl COXpaHsist MepecTpoeyHoe BUAEHME anbTepHaTuB, He Aomny-
CKaTb NpK 3TOM NPOHUKHOBEHMS NMPSMOro AWCCUAEHTCTBA, KOTOPOe NpeacTas-
nsnock MHorum B LIK KMCC MUpoM NpecTynHom nnxopaaxku — oTctofa Makabpu-
YecKuii MenoapaMaTnam (cmepTensbHas nMxopaaka) NocneaHrx cTpok. Ho Tema
CTUXOTBOPEHMS He CBOAMTCS K 3TON HeyAaa4YHOW NomMbITKe HopManv3aunn Tene-
BMAEHWS U YCTaHOBNEHWS HOBbIX MHCTPYMEHTOB Ype3BblHaiHOro, Kak Hbl moyTH
BOEHHOr0 KOHTPONS Haa H1UM. ObLimii 0bpa3s «bnarogetens» 3acTaBnseT BCNOM-
HWUTb 06 OIHOM W3 NENTMOTVBOB KprBYNMHa, KOTOPbIV YAEPIKMBAETCS BO BCEX
cTuxax 1990-x — cTpaxe nepef SAepHON KaTacTpohoi, O YEM Mbl ELLe CKAXKEM.
To ecTb yaepxaHue oT sAepHON KaTacTpodbl U eCTb bnaroaesHe, Kak 1 Booble
yaepxaHue M1upa NtobbIM COBETCKMM reHepanom, HO HUKTO He MOT NMPeaBUAETb
KaTacTpod1yeckoro pasBuTHs CObbITWIA. Meauna, Takmne kak TenesuaeHve 1 paauo,
OKa3blBaOTCA TOrA@ NPOV3BOANTENSMY MOCTOSIHHOIO KaTacTPOMNYECKOrO KpUMU-
HaNbHOIO KOHTEHTA, KOTOPbIV CaM Mo cebe He MOXET NobeanTb HUKaKKe CTPaxu.
MoTwvB NpsiMoro acvipa NPOAOKAETCS B CTUXOTBOPEHUY «[NaBHasi HOBOCTb:

[NABHAA HOBOCTb

BCE Te )e rajikm Ha KpecTax, Ha HeflOKPEeCTbsX
TeneaHTeHH, a B Nyxax TenerpadHbix
KaK bbl BCe Te e Kynona

HO TPOHYTbIE PbbIO, fa U BECTb KX
bnaras, bectenecHas — 13 rnaBHbIX
nocnefHNx HOBOCTeW Hey3HaHHO ylwna

Mo BO3Myxy. .. ObpoHeHa KoCblHKa
CTYAEHOWN CUHEN 3616V B NOABOPOTHE
1 KaK H¥ 0bxoam — Bce B HeOO yroamnilb

BCe B TO e Hebo C NpuMecsMm LUMHKa
3aTeKamu 6enna 1 rpoMbIXaHbeM Kpbill
nof nocTynbto cTonsl focnogHeit!

B 3TOM CTMXOTBOPEHWM CONOCTABAAETCS BECTb C HEBEC U KpUMUHaTbHbIE
nocnegHre HoBoctr 1990-x, HM 0fiHa 13 KOTOPbIX HE NOAPa3yMeBaeT HUKaKoro
BbIXOfa K HebecHoMy. «Hebo ¢ NpUMecsimMu UMHKa» MOXHO MOHSATH U KaK MCKyC-
CTBeHHOe HebO, CO3AaHHOE LBETHbIM TENEBUAEHMEM, 1 KaK CMEPTHOCTb B rofibl
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pasryna npecTynHoCTK, KOoraa Nerko MoxeT ntobas nyns OykBanbHO OTNPaBUTb
Ha Hebo 1 B UMHKOBbIN rpob. CTUXOTBOPEHME ABHO NEPeKNnKaeTcs C Apyrnm
CTUXOTBOPEHVEM KHUT, «ManbyvKm», B KOTOPOM YNOMUHAETCS KOHMANKT B boc-
HVIW, U CBET «CANLLIKOM PE3KUIA» TeNeBUAEHNS NMpeKpaLllaeT MHTeNNEeKTyanbHble
CMOPbI Manb4yMKOB, Kak bbl repoeB [I0CTOEBCKOro (Takke 3/1eCh BeCbMa BEpOsiT-
Hast anno3us Ha «LIMHKOBbLIX ManbUnKoB», 1989, C. Anekcnesuny). O4eBUAHO, 4TO
30eck NPOTUBOMOCTABASETCS ABa TVMNa MHMOPMUPOBAHUS: €CIM MO Pafmo HOBO-
CTV 13 BOCHNK BbINY TPEBOXHbBIMU 1 KaK Obl MOBUAW3YIOLWLMMI, TO TENeBUAEH e
CTpaHsbl, KOTopoe yxe Toraa bonblie CoHyBCTBOBANO cepbam, 4em BOCHAKaM, CKO-
pee, 1eMobMM3YeT, MOKa3biBas HEKOTOPYIO Apamy, YTO OCTaBASET B HEJOYMEHMN.

To e camoe NPOUCXOAUT 1 B NMPUBEAEHHOM CTUXOTBOPEHUN: BCE MOTYT
TONIBKO OTNIOKMUTH VHTENNEKTYaNbHbIe CNOPbI B CBETE TENEBU3MOHHOM KapTUHKN
C KpUMWHaNbHbIMY periopTaxamu. Momexu, psibb, K KOTOPOW Mbl MPUBbLIKY
Ha 3KpaHe TeNeBUaeHNs, 3eCb OKa3biBAETCs CBOMCTBOM OTpaXeHus Tenerpad-
HbIX MPOBOAOB B NyXax: T. €. MHMOPMaLVOHHbIe Nepebon Npu NpsMol AOCTaBKe
Co0bUIEeHMI KOMMEeHCMPYeTCa paboTon TENEBU3VOHHOIO 3KPaHa, rae HeT BecTu,
HO VIMEETCS TONbKO HeNOCPeACTBEHHOE y4acThe B ApaMaTUYeCcKnX 1 Tparuye-
CKMX COBBITUAX HAlero AHs (faxe Takux, Kak youiicTBo B MOABOPOTHE). JKpaH
HaCTUraeT KaXaoro, v Npy OTCEYEHMU PaIM0 KaK CBS3M MeXy NOKONEeHUSMM
OCTaeTCs TONbKO TeNEBUEHME KaK MeMYM, BO3BPALLAIOLLMIA yKe K peanbHOMY,
K NMONOXEHWMIO 3A€Ch U ceivac. Takum 06pa3om, ynoM1HaHue TeneBuaeHns — 1o
€[MHCTBEHHbIV CNOCOO MCMONHWUTL PEKBMEM HE TONBKO MO 0ASM NMPOLWOro,
HO 1 MO N10ASAM HAaCTOSILIETO.

«KYMAHWE B NOPAAHW»: MHOXXECTBEHHOCTb MEAUA

B kHure «KynaHwve B lopaaHu» NpUCYTCTBYIOT CaMble pasnnyHblie Meana.
370 yKe 1 TeaTp, U KuHematorpad, v MHOroe fipyroe, Ho BCerfa Kak 0CHOBa /15
1N306paXKeHNst MHOMO MUpa — NepeBepPHYTOro, 1Mbo MUpa cMepTw. Hanpumep,
CTVXOTBOPEeHYE «TeaTp AHTOHa YexoBa» NpeacTaBseT aBaHrapaHble npuemsl
Meiepxonba Kak npeavyBCcTBIMeE ero NbITOK, rae 13 Npopyon 3abBeHus Ha Hero
rnsovT Yexos, Monoaoit LlocTakoBWY B aBaHrapaHoe BpeMs e npeadyBscT-
ByeT 6n1oKady Yepes cyliateneii ero Urpsl B KuHematorpade, a CTuxoTBopeHue
«[lpeMbepa reporyecKoin CUMMOHUN» CABIWNT B IyX0oTe BeTxoBeHa npeavyBCT-
BMeE MyXmx cchinok. K nobomy TBOPYECKOMY IOCTMKEHNIO 0bpalleHo 3epKano
BynyLLero yxaca, apecToB 1 BO3MOXHOro 3abBeHus. Takoe 3epKano v 3aHrnmaeT
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NpOCTPaHCTBO ByayLLero, 1 TONbKO CaMO KavyecTBO MO3TUYECKOrO BbICKa3blBa-
HYIS, MPO3PaYHOro ¥ TeaTpann30oBaHHOIO, MO3BONSET BEPHYTHL Oyayliee Bpems
TBOPYECKOMY YCUNLIO.

HekoTopble CTUXM 3TOW KHUMK, Takne Kak «[1canomy, yxe paccMaTprBanvch
(/lbBOBCKMI, 2014), Bnarogaps Yemy yaanoch BbICHUTL, CKOMb BENUK Anana-
30H Mefama, KoTopble oxBaTuA KpuBYNWH, BKAOYAS 3arOpU30HTHYIO paamnono-
Kauuto, Npeaynpexaatollyto o sAepHoOn aTtake. YncTbix 06pa3oB TeneBnaeHmns
3M€Cb HeT, M HEKOTopble 0bpa3bl Meana TpebytoT KoMMeHTapus. Hanpumep,
CTUXOTBOpEHMeE «[19Tas npasaa W nepeas UCTUHa» MOXET OTCbINaTb K BbIXO-
aviswemy B 1990-e rofibl AONOMHUTENBHOMY, MATOMY BbINYCKY raseTsl «[1paBaa»
(cama raseTta BbIxoAMna YeTbipe pa3a B HeAeNt0), HOCKBLIEMY Pa3BAeKaTeNbHbIN
xapakTtep. Toraa CTapuK «C NATOM NpaBaovi» — 3TO U YUTaTeNb ra3eT, KoTopble
1 CO3AA0T CUTYaLUMIO axpOHUM, BbINaleHNs 13 BPEMEHM, KOTOpOe 3aTparu-
BaeT BCex Hac. Ho 3TO TONbKO BO3MOXHAs anto3us, NoTOMY YTO CTUXOTBOPe-
HMe MOXHO MOHSATb U MPOCTO KaK UAMOCTPaLMIO Te3nca O MHOKECTBEHHOCTM
npaBsa, O NPaBae Kaxaoro otaensHoro CMIU, KoTopas Toxe co3naeT 3Ty axpoHUIO,
NCKNtoYatoLLyto aeincTane. OB CHOBMAYECKIMIA 1 HOYHOM aHTYPaX BCEI KHUTM
He NO3BONSET BbIAENNTb TENEBUAEHNE KaK OTAENbHbIN MEAMYM, HO 3aTO 3AeChb
NosIBASETCA peKnama B CTUXOTBOPEHMM, KOTOPOe crefyeT NpU3HaTh annto3mnen
«Mapka Kpckoro neproaa» (1993) C. Cnunbepra:

HOPACUK-TMAPK

4TO B fAylLE BECHA 1 CASIKOTb — HTO CHapyxMu
Hala pycckas FOpa cpeau paspyxu
nepenoHYaTble nanyaTble Nyxu
pbIbOSLLEPLI CHYIOT U NTULLEOPOXM

MCKPOMETHOE CBepKaHbe OUTBIX CTEKON

B aKKypaTHYt0 CrpebeHHbIX nnpaMmnay

4bs BEPLIMHA UCTEKAET CBEXKMM COKOM

C BMAY — K/OKBEHHbIM, Ha BKYC — COTOHOBUTLIM

nepemeHbl, MECTO HOBOMY MOPsIAKY
pacYMLLAeT MEXaHUYECKNI yOOP LMK
OT rapMOLLKM FON0CYIOLLEN BNPUCAAKY
NV KPYT 1 PACXOAATCS, Pa3MOpPLLMB

NNeHKy pady><Hyto CHa v convaona
nepenoHYaTble nanyaTble Nyxu

KOFTW YetoCTM pora a To U Xyxe —

WWT peknamHbivi ¢ TenedoHom «MoToposbl»
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370 CTUXOTBOPEHME NapoavpyeT cloxeT hunsma Cnunbepra: NpoTMBOCTO-
SHME TeHHOW UHXeHepPUY 1 YHMBEepCanbHOro Mefuyma anextpryectsa. CobeT-
BEHHO, BENOLMPaNTOPb! B h1NbMe NMOKa3blBatoT HEHAAEHOCTb 1 SNeKTPUYECKIMX
OrpaXaeHWin, 1 anekTpoMobunein. OHW HananatoT Ha SNEKTPUYECKYIO CUCTEMY,
KOTOPas MOXET BbIXOAMTb U3 CTPOS, B OT/IMYME OT OPraHUyecKol cucTemsl. 3aech
paspyxa C CaMoro Havasna He NofpasyMeBaeT NPSMOro MenyMa 3/1eKTpUYecTsa,
HO TO/IbKO PYYHYIO, MEXaHUYECKYIO PabOoTy, CHOBMAYECKM NOKA3aHHYI0 B Mexa-
HUYyeckom bpepay HedTaHY0 cybcTaHumio katacTpod. T. e. 3aeck KpusynnH Kak
66l oTKMtOYaET addexTbl bnokbacTepa, AEMOHCTPUPYS, KaK Obl OH CMOTPesncs
Ha HebOMbLIOM 3KpaHe B1AeOCanoHa, — NPOCTO HarpoMoxaeHve ahheKToB.
B 1995 roay, Korga HanmcaHo 3To CTUXOTBOPeHWe, MOBUAbHbIV TenedoH Bbin
ellle NpeIMeTOM POCKOLLM, 3aBEA0OMO HeJOCTYMHbIM. TeM CambiM, CHOBMAYECKas
aTMocepa CTUXOTBOPEHMS MOKa3bIBaeT, YTO TeNeBuaeHne He NpocTo nepe-
CTano 6bITb YHUBEPCANBHBIM MEINE, @ YTO OHO MOXKET 1 He NPUCYTCTBOBATb, Kak
MOXET V1 BbITb OTKIOYEHO 3MEKTPUYECTBO Be3fe, 1 MUP MOXET NPYIATY B yNaoK.
TenesufieHne He BXOAWT B 3TOT MUP CMePTU, HO KpUBYAMH OBOANT 10 KOHLIA 3TY
KPUTUKY HOBOTO TENeBUEHUS C ero XPOHWKaMM, TONbKO AE30PUEeHTUPYIOWIMMN
Ntoaeit, No cyTu paspyLialoLymMm 1obble NOoMnbITKX Ananora. Takow xe 6e3nnkmi
MUP Pa3pyxu, rie Ha TeNeBUAEHNM OCTANNCh TONBKO PEKNAMHbIE KWTbl KaK YTo-
TO 3aMOMUHAIOLLEECS], YNTABTCS U B OAHOM M3 CTUXOTBOPEHUI LMKNa «PekBrem»:

B HE3BK/IMAOBbLIX MPOCTOPAX Mbl COMAEMCS

BCE Nt0HOBb TaM — U HY 3aMaxa Hu BKyca

BCE paBHO — PEKIAaMHbIN KMM KONTOTOK «OMCa»
onepeToY4HbI 11 Mycop

nnun Mecca Pe-MunHop 1 PeksreM, KOHeYHo,

TOT, 3aKa3aHHbIN. .. 3aKka3unk? — BOT BOMPOC,
ecnu My3biKa 6e3n1Ka 1 npefseyHa

ec/n Mbl — CNOBA, CN0BA, C1enoe CTafo cnes

ANno3nn Ha MaHgensblwTaMma UMET B BUAY U Te3nc MaHaenbwtama
«Ho My3blka OT 6e3/HbI He cnaceT», 1 00LLYyi0 CUTYaLMIo, KOraa BO3BpaLlaThCs
HeKyaa, Korfa «onepeToYHbli Mycop» TOrAalHMX pa3BaeKaTebHbIX NPOrpamm
no TeNeBM30pY TONLKO MelaeT BOCNPUHMMaTb Nponcxoasilee. TenesnaeHne
npespatlaeTcs B 6e311KNIN MeuyM, He CMOCOOHbIN OTKPLITH HaM byayliee,
HO NOCTOSAHHO YAEPXKMBAIOLLMIA HAC B HACTOSLLEM, C €70 Pa3pyLUEHNEM 1 Ce3aMM.
B TepMuHax /lakaHa 37ech NobexaaeT CUMBONMYECKOEe Kak MOCTOSHHO BO3Bpa-
watolee Hac kK CobCTBEHHOMY CbIHOBCTBY, TOrfa Kak OTLOBCTBO MPUHAANEXNT
TONBKO YMEPLWWM U He yCNeBLWMM AaTb 3anoBeau.
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«CTUXU FOBUNENHOIO FOA»: MEPEJAYA «MTOMM»

KHura, nogsogsawas ntorn teopyectsy KpusynmHa 1990-x — cBoe-
obpa3Hoe Bo3BpalleHue B [NeTepOypr, HO TOMbKO MO CyLle. H1KaKUX MOPCKUX
06pa30B, HUKAKOW BAACTU HAA CTUXMAMYU B 3TUX CTUXax HeT. NepcnekTnea
B3rNs4a aBaHrapda B CMepTb 3[eCb MeHseTCs Ha M30bpaxeHyie CTaHOBNEHNS
apT-6usHeca B «CoHeTe c 06paTHON NepcneKT1Bo». Bo3spallleHne BO3MOXHO,
HO B 3eMHOW, HE MOPCKOW 1 He HeBeCHbIV ropof. 3eMHON — 3TO He 3Ha4YUT ayp-
HOW, @ TONbKO COOTBETCTBYIOLIMI TOM KPUTWKE MPUTA3AHWUI MeTadU3nKu, KOTO-
pas ke bblna BNofHe pa3BepHyTa BO BTOPOM KynsType.

Tak, CTUxoTBOPEHMe «B fieHb KceHnmn-BeCHOYKa3aTenbHULb» M30bpaxaeT
obmMeH AHapes babunuKoro, XypHanucTa, KOTopbli ocBellan Havyano Bropoi
4eYeHCKOW BOVHbI Ha MNO3MLMSAX YeYEHCKMX cenapaTucToB, B MapTe 2000 roga.
MofapobHY0 MHTepnpeTaLuio 3TOro CTUXOTBOPEHMS aan Mpuropuin beHesuy,
NpOaHanu3npoBaB BCe MNOATEKCTLI 13 MNO33MK Bnoka 1 Npuas K BoIBOAY, YTO
CTUXOTBOPEHME OcnapuBaeT Ty MeTadu3Ky MOCNEeLHOro CONOCTaBNeHNs Bpe-
MEHHOTO 1 BEYHOTO, KOTOPYIO MMNANLMPYET KAHP 3NErNn: «K KOHLY CTUXOTBO-
PEHUS OH C ropeybio 064N CaMy MeYTY O BbIXOAE U3 UCTOPWM, O pa3pelle-
HUK OT POPMbI B Kakoii-To becchopMeHHo beckoHeyHoCTU» (beHeBmY, 2017).
Ho 3ameyaTensHo, 4TO LeHTPaNbHbIM MefiMa OKa3blBAETCs paLms, TO eCTb 4acT-
Hoe pagno, MobuAnsytolLee, HO B HaCTHOM MopsaaKe. TeneBuaeHve Kak obLecT-
BEHHbIN VHCTUTYT y)Ke 34eCb HEBO3MOXHO, MO3ITOMY HECMOTPS Ha NoApobHoe
OCBelleHVe B Tenlenepefayax TOro BpeMeHu 1cTopun babuKoro, TeneBm3noH-
HbIX 06Pa30B 3[eCb HET, CTUXOTBOPEHNE KaK Dbl HAXOAMTCS Y)Ke N0 Ty CTOPOHY
npsMoro 3cupa, rae KOPPecnoHAEHT He YyBCTBYET BPEMEHMU, XKUBET TONbKO
oXupaaHneM cobbiTvs. TaknM 0bpa3om, Ntobol penopTax — 3TO YIKe VCKaKeHVe
NPOUCXOAALLETO, KaK MPUBA3Ka KO BPEMEHW, 1 TONBbKO He MPOCTO BHEBPEMEH-
HOE NONOXEHME, HO NONOXKEHME YHACTHUKA 1 CBUAETENSA NO3BONAET NEPEXNTD
cobbITHe. He TeneBM3MOHHbI 3KpaH, a TeNeBU3MOHHOE 3a3KpaHbe nobexaaeTt
B 3TUX CTUXaX, KaK cxema nonafaHus u3 Mvpa vppeanbHoro B MUp peanbHbli
(ApycTtamoBa, Mapkos, 2016).

Ho NMPAMO NOABNAETCA Te/ieBUAeHNE B CTUXOTBOPEHUNN «ITorm»:

Nrorn

KOMY UTOTM @ KOMY 1 TaK
HEeNpPOXOAMMbIV CTPaLLHbIV Cyf
Kak Hbl He BbIKtOYeH BuaK
XOTs 9KpaH pa3buT

AVIHAMUK BbIPBaH C MSCOM BOH
HO CBET ¥ 3BYK XKMBYT
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a leHTa WwenectnTt
ONa 3pnTend NHbIX BpeMeH
VN NHBIX NNaHng

3nech coefvHsEeTCs HasBaHve MHMOPMaUWMOHHO-aHaNUTUYECKON nepe-
Aayv v obpasbl BUAEOCANOHA, MpMYeM, 3a0POLWEHHOro, CaMoro CTaBLIero xep-
TBOW «tOpacuk-napka». 3ameyaTenbHO 34ech, YTO caMo C1oBo «/Toru» Toraa
6bIN10 HAMOMHEHO 0COHOI CeMaHTUKOM YMEHWsi TOBOPUTL MOBEPX KaTacTpOdbl:
TaK, Befywnit punonor-repMannct A.B. M1uxaiinoB Tak Ha3Ban CBOW MOAUTUYe-
CKUI MaHUbECT, B KOTOPOM OH MPOTMBOMOCTABASAN PafnKaabHbiM pedopMam
CBOIO BEPCMIO KOHCEPBATUBHOIO KanuTannama ¢ COUMannCTUYECKUMM SNeMeH-
Tamu (Muxaiinos, 1990). MiIMeHHO TakoBa bbina v CTUAUCTIKA Nepeaay <MTorm»:
NOANTUYECKYE PEMOPTAXKU, MHOTAA C CATUPUYECKIM U CKaH/aNbHbIM OTTEHKOM,
paccnefjoBaHys CTPAHHOCTEN BHYTPeHHe MOAUTUKM NepemMenaniich JOBObHO
POBHbIM FONI0COM BefyLiero, 06pa3 KOTOPOro He MMen B BYAy MNOAUTUYECKMIA
aHanu3 — CKopee OH, KaK KoHdepaHcbe, NpeacTaBasn NOANTUYECKWIA TeaTp.
30ech yxe, roBopst B TepMuHax /lakaHa, nobexaaeT BHOBb BOOOpaxaeMoe Kak
€[VHCTBEHHas NocnefoBaTenbHas kapTuHa dyayliero. Tenesr3op 3acTaBnser
BOOOPa3nTb, 4TO NaMsTb O MpovcxofsaLLeM, Byayun V3N0XKeHa KOPPEKTHO, Koraa
Tenesn3op paboTaeT, 1 B HEM CO CBETOM U 3BYKOM BCE HOPMasbHO, COXPaHUTCS
1 ganee. Kak bl HW Obin abcypaeH Myp, B KOTOPOM YXKe MOTYT BbiTb YHUYTO-
KeHbl 1 pasnnyHble Memna, BCe PaBHO OnpefenieHHbI TeaTpann30BaHHbIi Cno-
cob nofaayw, Koraa CBET v 3ByK paboTaloT, 1 3TO MPOU3BOANT hacLMHUPYOWN
addeKT, 3acTaBnsgeT NnpeacTaBnTs byayliee. A 3TO 3HAYUT, U MPUHATL Ha cebs
Hpems OTUOBCTBA KaK y4YpexaeHvie 3anoBeael Ans UHbIX BpemeH, bnarofaps
Yemy 3TV BpeMeHa 1 OyayT CyLlecTBOBaTh.

BbIBO/AbI

VTaK, Mbl ybeaunucs, 4To B No33uu KpueynviHa TenesuaeHmne nossis-
eTCs TOrAa, Koraa nosiBnseTcs cama naes HOBOCTEN He KaK 0OHOBASOLMX
YyenoBeKa, Kak HOBOCTM MCKYCCTBa, HO Kak MMMNepaTuBHbIX, YTO-TO 3arnoBesa-
IOLLMX HaM 1 YTO-TO Tpebytolwyx. [OHSTUIHBIV 1 MCCnefoBaTeNnbCKMA annapat
NaxaHa, U3ydeHvs puTyanbHbIX 3aNpPeToB KaK OCHOBbI OTHOLWEHKS ¢ MiMeHewm-
OTLa B acneKkTax peasibHoro, CMMBOTMYECKOrO 1 BOOOPaXaeMOoro, OKasbliBaeTcs
30eCb NPOAYKTVBEH. /1060 peanbHbIi KOMMEHTapPWI, Aaxe eCin OH 136biTo-
YeH AN MOHMMaHUS CEMaHTUKK CTUXOTBOPEHMS, HE MPOTUBOPEYNT BbIBOAAM,
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NoAYYEHHbIM MPK NPUMEHEHWN TaKoro annaparta. TaknuM obpas3om, MearaTeopus
KuTTnepa MoxeT ObITb peann3oBaHa v Ha MaTepurane 0Te4eCcTBeHHOW MennHOM
KyneTypbl 1990-x.

06pas3s TeNeBM3MOHHOIO 3KpaHa B N0331u KpyeynnHa OTMeYeHHOro nepw-
0fla HECKO/bKO pa3 TpaHchopMupyeTcs. ITo CHavana obpas nepexoda K LBeT-
HOMY TeNEBUAEHNIO, KOTOPOEe 3aCTaB/seT NepecMOoTPETb MPEXHWE ColManbHble
POV, NPOAVKTOBaHHbIE paaMoBellaHemM. BMeCTo 3TUX ponei oKasblBatoTCs
onpeneneHHble GUrypbl CaMoCO3HaHWs, pa3MeLleHns cebst BHYTpY CloxeTa.
[Nanee, TeneBr3noHHble 06Pa3bl OKa3bIBAOTCA 0bpa3aMu TeKylen, Ansieincs
AN NPeaoTBpaLleHHON KaTacTpodbl. TeaTp roBOPUT O TPareamnsx 1 TSHKEebix
CTpaHuUax Npownoro, a TenesnaeHne — o Tpareamnsx, CobIBLMXCS 1 HECObIB-
LWWXCS, HacTosWero. Mpu 3TOM KpUMMHaNbHAas XPOHMKa OKa3blBaeTCs IaBHbIM
cnocobom co3panms addexTa peanbHOCTU.

[lanee, TeneBnaeHe HaUMHAET NOHMMATHCS YXKE U KaK MEXaH13M NamsTu,
a He TO/IbKO NMPOM3BO/ACTBA TEKYLIEN CUTYaUMM. DTV UTOTU NaMsTV CO3AatoTCs
HOBbIM TENEBV3NOHHbBIM CTUEM, Y)KE IMOXM TOK-LIOY. 30eCh TeNesuaeHve — 370
yKe He nepeboit NPUBLIYHON XU3HW, HE PENOPTaX, a YMEeHMe OKas3aTbCs Mo Ty
CTOPOHY 3KpaHa, YMCTbIM CyGBLEKTOM NOBECTBOBaHNS. Boobpaxaemoe, npucyliee
TeNeBUAEHWIO, PEMOPTAKHOCTb KaK BOOOpaxaeMoe nnaHupoBaHme cuTyauum,
TOrfa CoBMafiaeT C HapPaTMBOM, KOTOPbIN TOMBKO 1 MOXET AOMTH A0 MOTOMKOB.
Tak KpuBy/nvH npespallaeT TeneBvaeHne B Cnocob METaKPUTUKIM HappaTVBOB
B 3MOXY CTPYKTYPHbIX NPeobpa3oBaHyiii B PYCCKOV MO33MMN,
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(1924), otmevatoulemy 100-netne cozparus. CTaBUTCS Lenb aKTyanmnsmnpo-
BaTb U KOHKPETV3MPOBATh CofepKaTebHble acneKTsl huabMa, KoTopble
OCTaBa/INCb B TEHW B COBETCKOM KMHOBEAEHWM. [TOCKObKY MapCnaHcKas
NNHWS NpeBpaLleHa CleHapucTamMu B COH MHKeHepa /1ocs, OHa UHTep-
npeTupyeTcs Kak beccosHaTenbHoe repos. iccnenyercs COOTHOLWeHVe
hOBUIN N MeYTaHWI UHTENNNIEHTA, YblM AYXOBHbIE LIEHHOCTU ChopMU-
poBanuch eue fo pesonoumm 1917 roga. NpoBoanTCsa CONOCTaBneHmne
06pa3oB xeHbl /10Cs, COBETCKON Chyxallel HaTawm, 1 Boobpaxaemoit
AsnnTel, NpasuTenbHULbL Mapca. Ecnmn Hatawa sonnolwaeTt geMoKpaTu-
Yeckue vaeantl akTUBHOW COBETCKOM XKEHLMHbI, A31Ta ABSETCS HOCK-
TeNbHULEN apUCTOKPATUYECKUX MAEaNnoB. IMOLMOHaNbHAsS OTKPLITOCTb
VKMBas AMHAMMKA, aKTUBHOCTb (DU3MYECKNX KOHTAKTOB, MUHTEHCUBHOCTb
obuleHns 1 paboTbl MOKa3aHbl B puibMe KaK COCTaBSOWIME aHTPOMO-
NIOTMYECKOro Maeana COBETCKOro YenoBeKa. ITOT niaean He cosnagaer
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C MHAMBWAYaNbHbIMU NPEACTaBNEHMAMY J10CS, KOTOPbIN B CBOEM BOOOpa-
XKEHUM ICTETU3MPYET IMOLMOHANBHYIO CAEPKAHHOCTb, MEXINYHOCTHYHO
AVCTAHUMIO B MOBCEHEBHOM NPOCTPAHCTBE, COLMANbHYH 3NMTAPHOCTb
TEXHUYECKOW MHTeNNUreHUnn. PaccMaTprBatoTCs CMbIC/IOBbIE OTTEHKM
MOTVBOB, OOLLMX 151 MOCKOBCKOW U MapCUaHCKOM NMHWIA hunbMa: CTpeM-
NeHne K KOMMYHUKaLMY C APYrMY MUPaMU, NOPbLIB K HOBOMY, 1PYroMy,
HEe0CAraeMOMY; HEOBXOAMMOCTb B KEPTBOBAHWMN CBOMMU AOCTVKEHUSAMY
WK NOTPEBHOCTAMM Pain raBHbIX UAEaNoB, Lenem xu3HeaeaTensHo-
cTu. Hapsiay ¢ coepaTtensHbiMU acnekTamu, 0TBeYarLMMy COBETCKOM
naeonoruu, B hunsbMe cogepxarcs NOATEKCTb, 3TOM MAE0NOrnn NpoTH-
BOpeyalue. Tak, MaBHbIM UMMNYNbLCOM K (BOOBpaxaemolt) pesontoumnm
Ha Mapce haKTMyecKn oKasbiBaeTCs He POCT CaMOCO3HAHUS MapcHaH-
CKUX TPYASLLVIXCS, @ UHAVBUAYANUCTUYECKME YCTPEMNEHUS ABYX 3€MJISH.
CTaTbsl BbISBASET Psifl MOTUBOB, CO3BYYHbIX KaK 3amnafHoeBponeiickomy
KnuHemaTorpady 20-x roioB, Tak v hrabMam NocneayoLnx AecaTuneTun,
KaK BbICOKOMY aBTOPCKOMY KMHO (Ppu /laHr, AHapei TapKkoBCKUIA), Tak
Y NONYNSPHBIM HayYHO-haHTaCcTVYecKM hunbMam 1 cepranam Havana
XXI Beka («ObnayHbivi atnacy, «oHa», «OCHOBaHMe»). ITO AONONHUTENBHO
NOATBEPXHAAET MacTabHOCTb «A3UTbl» [1POTa3aHOBa, NPOrHOCTUYECKIIA
NOTeHLMaN U XyAOKECTBEHHYIO aKTyalbHOCTb UbMa B KOHTEKCTE MUPO-
BOro KMHemaTorpada.

KntoueBble cnoBa: COBETCKMIA KHemaTorpad, 1920-e rofibl, aBaHTIOPHbIi
HappaTuB, GaHTacT1Ka, aHTPONONOrMYecKme naeansl, UHANBUAYANN3M,
KOMMYHWVKaLWs, apUCTOKPaTV3M, ColManbHas 3n1Ta, beccosHatensHoe,
MaCKyVHHOCTb, PEMUHHOCTb
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AELITA BY YAKOV PROTAZANOV:
MARS AS A COMPONENT

OF THE UNCONSCIOUS

OF THE 1920s" INTELLECTUAL
CHARACTER

Abstract. The article delves into Yakov Protazanov’s film Aelita (1924), mark-
ing its 100th anniversary. It aims to bring to light the nuances of the film,
which were overlooked within Soviet film studies, while also highlight-
ing the key differences between Alexei Tolstoy’s original novel and its cin-
ematic adaptation. The Martian storyline, reimagined as the fantastical
realm of engineer Mstislav Los by the screenwriters, can be interpreted as
the subconscious of the intellectual hero of the 1920s in order to explore its
symbolic meaning. The Martian landscape not only embodies governmen-
tal conservatism, but, through its constructivist style, symbolizes modernity,
a technologically advanced civilization, as well as reflects concerns that
come not from the past, but are projected towards the future. The paper
analyzes the interplay between the fears and dreams of the intellectual pro-
tagonist, whose values were shaped before the 1917 revolution. Unlike his
literary counterpart, the screen image of Los has changed: in the film, the
engineer is an active man, an adventurer, a person of passion. The ethereal
Aelita, the sovereign of Mars, is juxtaposed to Los” wife, Natasha, a Soviet
bureaucrat. While Natasha embodies the democratic ethos of an energetic
Soviet woman, Aelita personifies aristocratic ideals. The emotional open-
ness, energetic movements and tactile interactions, and active work and
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social contacts—the Soviet anthropological ideal—stand in contrast to the
personal convictions of Los, who aestheticizes emotional restraint, inter-
personal detachment, and social elitism. The article explores the motifs
common to the Moscow and Martian storylines: the yearning for interplan-
etary connections, the need to transcend the usual mode of life in pursuit
of something new, different, unattainable, and the willingness to make sac-
rifices for loftier objectives. In summary, the screenwriters have radically
transformed the world of Tolstoy’s novel, which manifests the impotence of
an individual in the face of revolutionary turmoil and emotional depression
over the loss of a beloved one. Protazanov’s film underscores the impor-
tance of active participation of not only the Red Army soldier (Gusev), but
also the intellectual (Los). While aligning with certain tenets of Soviet ideol-
ogy, the film also contains subtexts that challenge it. Such is the (imaginary)
revolution on Mars, which turns out to be driven not by a collective awak-
ening among the working people of Mars, but rather by the individualistic
ambitions of two Earthly men: the inertia of soldier Gusev’s ardor and the
jealousy of intellectual Los, his detachment from with his Soviet wife and
his yearning for emotional and erotic solace with a woman of royal lineage.
The article surveys critical and theoretical analyses (both domestic and
international) on Aelita, revealing motifs resonant with the Western Euro-
pean cinematic trends of the 1920s and of subsequent decades, from auteur
(Robert Wiene, Fritz Lang, Andrei Tarkovsky) to popular science fiction films
and series of the early 21st century (Cloud Atlas, Dune, Foundation, etc.). This
reconfirms the scale of Protazanov’s Aelita, its predictive potential and artis-
tic merit within the tapestry of global cinema.

Keywords: Soviet cinema, 1920s, adventure narrative, fiction, anthropologi-
cal ideals, individualism, communication, aristocracy, social elite, uncon-
sciousness, masculinity, femininity
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NepecmaTpuBad yKe cerofns, B XXI Beke, «AanunTy» Axosa lpoTasaHosa,
BbllUeLWY0 POBHO CTO f1IeT Ha3apd, B 1924 rofy, He yCTaellb nopaxarbCcs Mac-
WTabHOCTK 0blero 3ambicna. «A3anTa», CHATas no MOTUBaM poMaHa (nepBoi
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ero pegakumu, 1923) Anekces Tonctoro, 1 6bina 3agymaHa Kak npounsseaeHue,
CNocobHOe BbI3BaTb MEX/AYHAPOAHLIN pe30HaHC. B KHIMre «A3nunTa. KnHo-neHTa
Ha Temy poMaHa A.H. ToncTtoro» (AnenHnkoBs, 1924)!, MCNonb30BaBLIeN B 3aKto-
4MTENbHOM pa3faene boMbLIy XypHanbHYyO NybavKaumio «Kak bbina nocTasneHa
“AannTa’»?, 0TMEYaNoCh, YTO aBTOPbLI MUNbMa CTPEMUANCE «CO3AaTh KAPTUHY
He TONbKO OPUTMHANBHYIO MO COAEPIKaHMIO, HE TOMBKO XYAOKECTBEHHO 1 UAeOo-
NOrMYeCcK OTBEYaHoLLYIO TPebOBaHNAM COBPEMEHHOCTU, HO U KapTUHY, KOTopas
Morna 6bl MOCNOPUTb € 3arPaHUYHbIMK EHTaMK CamMoro KpynHoro macwrtaba.
“AanuTta” nomxHa Hbina HbITb AOCTOMHOW NPeACTaBUTEeNbHWLEN PYCCKON KHe-
MaTorpadun 3arpanuLen» (AneriHnkos, 1924, c. 40).

KapTuHa nogBeprnach CeEpbe3HON KPUTHUKE B OTEHECTBEHHOI Npecce, XoTs
1 He Bbina nepeyepkHyTa coBcem (AneriHnkos, 1957, ¢. 37-38). Ho 1 B MOMEHT
BbIXOfla Ha 3KpaHsbl, ¥ NO3[Hee 0CTaBanoCh OYEBUAHBIM, YTO DUIbM OTHIOAb
He BO BCEM OTBEYaEeT WAE0N0TMYECKIM NOChINaM COBETCKOW BNACTU. ITUM OH
1 MHTEPECeH CerofHst — KakK Xy[0oXecTBEHHOe BbICKa3bIBaHe KPYMHOTO PeXuc-
cepa, BepHyBLIErocs B Poccuto nocne HecKosbkux net paboTsl B KMHEMaTo-
rpace ®paHuUMn v TepmMaHny, ellie He OCO3HaBLIEro B NOHOM Mepe TeHAEH MO
YCUNEH NS 3aBUCUMOCTY XYJOXHVIKa OT HOBOW, COBETCKOW, BNAaCTW 1 CTpemsilie-
rocs YsICHUTb camoMy cebe «0blieyenoBeyeckyto LeHHOCTb peBontoUUm» (Kytu-
HUpoB, 1971, c. 7).

MapcuaHCcKon aHTUyToNMK B «A3N1Te» NPOTMBOMNOCTaBNEHa OTHIOAb HE
COBETCKas yTonwus nobeauBLIero HoBoro obLLecTBa, a CyMbyp 1 xaoc noscefi-
HeBHOCTW 1921 rofia, NpOTMBOPEYMBbIE UMMY/bCHI Y B3HEPBAEHHOCTL 0bUTaTe-
neli peBOMOLMOHHON Poccum, BNCaHHbIe B KAPTUHY MEXAYHaPOAHO 3eMHO
1 KOCMUYECKOI peanbHOCTW. HackLeHHOCTb (haHTAaCTUYECKON MHOMNAHETHOM
KapTVHbl MMPa NOAPOBHOCTAMM KYNBTYPHOTO U LIMBUIM3ALMOHHOTO XapaKTepa,
KaK v coumanbHbIMy nepuneTnamm, cooblatoT obpasy Mapca ocobyio akTyasb-
HOCTb.

BnocnencTBun KMHOBEb! BCErfa OTMEYanu B poMaHe 1 B huibMe «npo-
TMBOMOCTaBAEHME ABYX MUPOB, CTaporo (ToACTON pa3mecTun ero Ha Mapce)

! CerofjHs Mbl Obl onpegenunv ee hopmaT Kak ByKeT, NpUypoYeHHbI K mpembepe unbma.
MopobHble OykneTbl, NOCBsLEHHbIE MAEONOTUYECKN 3HAYMMBIM GrnbMaM, ByayT BbIXOAWUTb
BM/IOTb [0 NMOCNEAHUX NIET CYLIeCTBOBAHMWS COBETCKON KMHOOTPAC/IN.

2 Kak 6bina noctaBneHa «Aanuta» (1924). KuHo-Hedens, (35), 11—14. BONbWNHCTBO MaTepu-
anoB 06 «A3nKTe», PacMONOXEHHbIX Ha [BYX C MONOBUHOV Pa3BOPOTax exeHeeNbHINKa, aHo-
HVIMHBbI. Hanbonee NoNHOLEHHO OTpaxeHo aBTOPCTBO hoToMaTepranos: «PoTouNMOCTpaLMK
BbIMOMHEHbI XYAOKHNKOM-PoTOrpadom U.A. BoxaHoBbIM». PparMeHT «BneyatneHvs o nocra-
HOBKe KapTUHbI «A3nKTa» (C. 14) NoAnucaH TaK: «INeKTPO-MexaHuKn KnHo-habpukn “Pycs”
Anekcees, lodMaH 1 AnTpux». Takim 06pa3oM, CAeNaH akLEeHT Ha TEXHUYECKIX MCMOMHUTENSX
paboT no Npor3BoACTBY hUIbMa, HTO BMOMHE OTBEYANO [yXy NPONETAPCKOW KyNbTypbl 1 Ky/b-
TY TEXHUKU, MALWWH, KOHCTPYKLWIA, CTO/Nb XapaKTepHOMY /15 3noxi 1920-x.

HAYKA TEJIEBUAEHUNA 20 (2), 2024 119 THE ART AND SCIENCE OF TELEVISION



N HOBOTO, PeBONOLMOHHOTO» (Apna3opos, 1973, ¢. 117). OaHaKo 0CHOBHas
TpaHchopmauuns nMTepaTypHOro NPON3BEAEHUS 3aKTo4anach B TOM, H4TO NyTe-
WecTBVe Ha Mapc nepecTano HbiTb YaCTbto 0ObEKTUBHOW peanbHOCTU. PaModHas
CTPpYKTypa HappaTuBa B clieHapun ®@egopa Ouena 1 Anexcest daliko npespaTuna
Mapc B NPOAYKT AYXOBHOM pednexkcum, MedTaHuii, BUAEHWI aBHOro repos,
nHxerepa flocs (Hukonan Liepetennn) — B 3ToM DUAbM, CHATBINA HA KMHOCTY-
ann «Mexpabnom-Pycb», koppecnoHavposan ¢ «KabuHeTom goktopa Kanu-
rapu» (1920), rne oCHOBHOE NMOBECTBOBAHME ABNANO CYOBLEKTUBHYIO KapTUHY
Mrpa PpeHcnca, a TaKKe oTCbiNan K Apyrum HemeLKnm hrunbsmMam BeMMapcKoro
nepuoga, byas To «Ckasku focdmaHa» (Hoffmanns Erzéhlungen, 1916), ©KyTkne
ncropumn» (Unheimliche Geschichten, 1919), «YcTtanas cmepTb» (Der miide Tod,
1921), «KabuHeT BockoBbIx huryp» (Das Wachsfigurenkabinett, 1924), no-pasHomy
MCMNOMBb30BaBLIMX PaMOYHble CTPYKTYPbI (CanbHMKOBa, 2024, ¢. 253-254). Tonbko
4TO BEPHYBLUNIACS M3 3MUTPpaLMn AKOB NpoTa3aHoB NPUBHEC B «A3UTY» NPU-
eMbl MOBECTBOBaHMS, 0COBEHHO BOCTpeboBaHHbIe B KMHO 3anafHon EBponbl
1 HeflaBHO peann30BaHHble M CaMUM B aBaHTIOPHOM cepuane «YxacHoe npu-
Kt0YeHne», CHMaBweMca B Ante, KoHCTaHTWHONONE, Mapcene 1 Mapuxe
B 1920 roay (HycnHoBa, 2008, c. 88).

B «AannTe» LapwuT 3bibKas, CyObeKTMBHO-00BEKTVIBHAS peanbHOCTb, Cove-
Talolwas B cebe pasnuyHble TOYKM 3PEHUS 1 YPOBHYW YCIOBHOCTU. [1epBbiii pa3
nepeKtoyeHne Ha KapTuHbl MapCaHCKON peanbHOCTU NpeaBapseTcs TUTPOM:
«Bce cnnbl yma 1 B aHepris /1ocs 6binm OTAaHbI pelleHuto 3aaa4um — nepenéty
Ha Mapc 1 YacTo ero BoobpaxeHyie prcoBano emy KapTvHsbI ...»°. [1pogomKeHne
MapCUaHCKOM NMHMW BHOBb MOAAETCS KaK «<MeyTaHue»: «[locne Kaxaoro Heyaau-
HOro onbiTa /1oCb MPOAO/MKAN MeyTaTe»".

Mocne BbICTpena B XeHy 1 NOMbITKK 6ercTBa Bo3HMKaeT TUTpP «M rpesa
CHOBa oBnafena nm. B rpesax Jlocb rpummpyetcs nog CnvpuaoHoBa»®. Tem
cambIM peanbHOCTb Mapca sBAseT NpoeKumto 6one3HeHHOro BOObpaXeHus
repost, He YOBNETBOPEHHOIO HI CBOE paboToM, HW OTHOLLEHUAMU CIKEHOM.

3 «AanuTa», XyooxecTBeHHbIi dunbM. Pexc. 9. [potasaHos (1924). 00:03:49-00:03:52.
URL: https://www.youtube.com/watch?v=R4U0Bhz30DQ&t=4442s (21.05.2024).
4 «AannTar», XyooWecTBeHHbI dunbM. Pex. 4. TMpoTtaszaHoB (1924). 00:17:15-00:17:20.
URL: https://www.youtube.com/watch?v=R4U0Bhz30DQ&t=4442s (21.05.2024).
5 «A3nuTa», XyooxecTBeHHbIi dunbM. Pexc. 9. [potasaHos (1924). 00:50:31-00:50:37.
URL: https://www.youtube.com/watch?v=R4U0Bhz30DQ&t=4442s (21.05.2024).
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Puc. 1. Ccopa HaTtawu (BaneHTuHa Kynnpgym) u Jlocs (Hukonai Liepetennu).
Kagp u3 dunbma «Aanutar, pex. . potasaHos, 1924.
Fig. 1. A quarrel between Natasha (Valentina Kuindzhi) and Los (Nikolai Tseretelli).
Still from Aelita. (1924). Directed by Yakov Protazanov®

ABTOPSbI hvbMa MOTMBMPOBaNK TpaHchopMaL My MapCUaHCKoW NUHUK
HeoHXOAMMOCTBIO TEXHMYECKOro NOpsAKa — NPOLECCOM IKpaHU3aLmMy poMaHa.
«4T00bI faTh WWPOKYIO KapTUHY PYCCKON XU3HM 1920-1923 rT., HacbITUTL dabyny
OeNCTBMEM, YBREKATENbHOW UHTPUIOW, pa3HO0bpa3nem NoNOXEHUI, OAHUM
CNI0BOM, C1eNaThb CIOXKET “KuHemaTorpaduyHbIM’, MPULWINOCHL NepepaboTaTh Bce
COflepXKaHre poMaHa, BBECTU HOBblE 4eMCTBYIOWME LA, M3MEHUTb BCHO “Map-
CMaHCKyt0” 4acTb poMaHa 1 T. fi.» (AnenHnKoB, 1924, c. 41). MNpoTa3aHos, npef-
BMAS «LeNyto AUCKYCCUIO MO BOMPOCY O TaK-Ha3biBaeMow “MapcraHCcKoin” YacTu

“A3UTbI™», CTPEMUACS CBECTU BCE K TEXHMYECKMM BOMPOCAM U HU B KOEM CAy-
4ae He AaBaTb IMYHYIO MHTEPNPEeTaLMio MONYHMBLIMXCA KapTUH MapCraHCKoi
KN3HW: «3apaHee roBOpto, YTO HU S, HWU MOW TOBapULM No paboTe He MOMbILL-
NAAN KOro-1MB0 NOPasnTb 1M300paxeHNeM *KM3HN Ha Mapce. ITO — HaCTONbKO
OTBNeYeHHas TeMa, He MMetoLLas HUKaKMX NpeLeaeHTOB B MPOLWOM (...) Mbl
B35/ TaKyto OPMY, KaKyto Mbl B COCTOSHUM DbV OCYLECTBUTb HAWWUMUN TEXHN-
4ecKMMY U MaTepuranbHbIMU pecypcamm» (lMpoTasaHos, 1924, ¢. 11.)

ﬂ,yMaeTCﬂ, MapCrnaHCKaa TNHKA B HeMeHbLeMn CTeneHu, Hexenn MOCKOB-
CKad npetepneBaeT NpK nepeHoce Ha 3KpaH NpuHUKMnranbHble CoaepXaTe/ibHble

® VIcTo4HMK n30bpaxeHns cM. / See the image source: https://dzen.ru/a/XXZLVU4FdwCu4y7n
(16.06.2024).
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M3MeHeHUsl, 0 CUX NMOP He OCMbIC/IEHHbIE HI B OTEHECTBEHHbIX, HU B 3apyOEXHbIX
paboTax 1 HyxaaoLvecs B aHanuse. O4eBnHO, YTO COBETCKIIA UHXeHep /10Ch,
B pOMaHe Hocawmi nmsa Mctucnasa Cepreesunya, a B huabMe MMELWWIA NNLLb
nHnymans M.C. v hamunuio, copMypoBaH ellle B l0PEBOIOLMOHHbIE BPEMEHa.
Hauwa runotesa 3aknio4aeTcs B TOM, YTO NPOTVMBOPEYMst MapruHanbHOWM HaTypsl
reposi MOTyT NPOYMTBLIBATHCS C 0COB0M CUNOW MMEHHO B 3MM30Aax MapCUaHCKOM
peanbHOCTH. JIOrMYHO 3a1aTbCsl BOMPOCOM O CyTW 3TOr0 BOOBPaxaemMoro Mupa,
ero obutaTenein n cobbITuii. MapcnaH e pe3oHHO MHTepnpeTUpoBaTh Kak
06pasbl, NpenomMasioLie Te CTOPOHbI MUPOOLLYLLEHMS JTOCs, KOTOPbIM HET MecTa
B COBETCKOW NMOBCEAHEBHOCTI U/IW OHM MPUCYTCTBYIOT CKPbLITO, PEAYLIMPOBAHHO.

06BbeKT cTaTbl — GunbM «A3nuTa» AkoBa lNpoTa3aHoBa. MpegmeT —
06pa3bl MapcuaHCcKoW peanbHOCTH U MapCuaH B COMOCTABNEHMN C HEKOTOPbIMM
06pa3zamMu 3emnsH 1 acnekTamyi 3eMHol peanbHoCTU. OCHOBHAs Lesib CTaTbl —
BbIsiIBNIEHVE NOATEKCTOB MapCHaHCKON NUHNK dhrnbMa Ha (hoHE COBETCKOM MOC-
KOBCKOW NMHMW. 115 AOCTWKEHWS 3TON LIeNu HeobXoAMMO pelleHyie psfa 3agay.
Bo-nepBbIX, y4UTbIBas CTATYC MAPCUAHCKOW PeanbHOCTH KaK YacTy CyObeKTUB-
HOro Mvpa /10Cs, Mbl CHUTAEM NMPUHLMNVANbHBIM @HaNN3 CYyTU NPOTUBOPEYNBON
pecnekcun reposi. Bo-BTOPbIX, NONE3HO HE TONbKO KOHKPETH3MPOBATbL HIOAHCHI
04€eBW/IHbIX KOHTPACTOB «MPOrPECCUBHON» COBETCKON MOCKBbI V1 «<KOHCEPBATHB-
Horo» Mapca, Ho 1 3a1aTbCsl BOMPOCOM O HanVunu MEXay HUMU CO3BY4UIA, Nepe-
KNWYeK, CXOACTB. Tak, ycTpemMneHuns B 601bLIOM 6ECKOHEYHBIA MUP UTPAOT BaX-
HYIO POJIb HE TOMBKO Y MHXKeHepa Jlocs 1 KpacHoapmMeiua yceBa, C KOTOpbIMY
CONVAapPU3NPYIOTCs aBTOPbI GUNbMa, HO Takxke y MapcuaH — fopa 1 AanuTsl,
C KOTOPbIMW BNOCNeACTBUN U [yceB, 1 aaxe J1oCb BCTYNST B KOHPPOHTALMIO.
Mo3Tomy HeobxoaMM aHanv3 MoTKBa BOMbLWOro MUPa, HEOOBATHOW peanbHOCTK
3a npefenamu OfHONM CTPaHbl, OAHOIO rocyaapcTBa — Kak OH pelleH B hunbme
B CPaBHEHMM C POMaHOM.

B-TpeTbux, ecnvi 06pas A3nTbl ABASET LEHTP MapCHMaHCKOM peanbHoCTU,
TO 0bpa3 HaTalm — LEeHTP MOCKOBCKOW COBETCKOW peanbHOCTH. [103ToMy mpo-
BOAMTCS NOAPOBHOE ConocTaBneHne 06pa3oB A3nnTel U HaTalu, LeHTPanbHbIX
repoviHb, BO B3aVMOAENCTBIUM C KOTOPbIMUW peanu3yeT cebsi rMaBHbIA repol.

B obuwmx yepTax pas3nmnyms coBeTckoin MocKBbl 1 «paboBafenbyeckoro
KanuTanuama»’ Mapca, a Takxke ABOMCTBEHHOCTb MHXeHepa J/locs BnonHe
OYEBU[IHbI, KaK U KOHTPacTHOCTb 06pa3oB HaTaww v A3nuTsl. OgHako Bce
3T0 ObINIO HaMMeHee NOCNeAoBaTeIbHO NPOaHaNM3MPOBAHO, B OTANYME OT

" CoveTaHvie paboBnafieHns v KanuTann3ma B MapCUaHCKoW peanbHOCTU MUKCMpPoBanm co-
3aTenv KapTuHbl, TEM CambiM, NpeBpallas Mapc B cobripaTenbHbiii 06pas 3KCnIyaTaTopcKoro
rocyfapctga: «Becb dusnyeckunii Tpya BbINOAHSNCS MHOTOYUCIEHHbIM KnaccoM pabos. [on-
rvie Beka KanuTanucTMYeckoro rHeta npeBpaTuav 1x B CyLLeCTBa, NOYTU INLIEHHbIe CO3HaHNS»
(AneliHnkoB, 1924, c. 34).
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HEeKOTOPbIX APYrnX acnekToB GunbMa, Hanprumep, MOTMBOB CTPACTU U «pas-
PYLIEHWS NUYHOCTHOW LienoCTHOCTU» repos (Cepreesa, 2008, c. 54), koTopsble,
BMpOYEM, HE NCCNEAOBANNCH B CBOEM PA3BUTUN, KaK 3BOIOLMS BHYTPEHHEro
MVpa NMYHOCTU. [leTanbHbl aHaNM3 MapCUaHCKor NHUK uibMa C aKLEeHTOM
Ha cneyndurike 0bpa3os A3nnUTbl 1 HaTalwm NO3BOAMUT OCMbBICAUTL BCIO CMOXK-
HOCTb XyAOXECTBEHHOIO BbICKa3biBaHMs [poTasaHoBa 1 Apyrux coaaTenen
dvnbMa, a TakKe NPUHUMNMANBHbBIE CMBICIOBbIE OTANYMS DUAbMa OT poMaHa
A.H. ToncTtoro.

OTHOLUEHMUE K «A3/INUTE»
B OTEYECTBEHHOW Y MUPOBOW HAYKE

B COBETCKOM KMHOBEAEHWW CNOXKMNACh TPaanLUmns cAepKaHHO-KpUTH-
4ECKOTO OTHOLIEHWNS K Hay4HO-taHTacTn4eckomy dburnbmy NpoTasaHosa. Kak
CyMMUpoBan AnerH1UKOB, ONMPasCh Ha MHOTOYMCNEHHbIe OT3bIBbI, «DUNbMY
He xBaTano nadoca yTBepaeHns HOBOM KU3HK (...) “AannTa” He cTana NoAVH-
HbIM MPOU3BEAEHMNEM PEanNCTUHECKOrO CKYCCTBa» (AneriHnKoB, 1961, c. 112).
KnHoseg M. KylWHVPOB pacLeHnBan CIOXETHbIE M3MEHEH IS, BHECEHHble CLieHa-
puCTamu, kak «obefHeHne NepBonCToYHMKa» (KyHmpoB, 1971, ¢. 6). C. TMH36ypr,
XOTA ¥ 0TAaBan AomkHoe bunbmy NpoTa3aHoBa, HO NOAYEPKMBaA NpenmyLle-
CTBa KapTWH MOCKOBCKOM XW3HW: «TakoKe BOCMPUHMMAEM Mbl U HEKOTOPbIE 3MK-
304bl hunbMa 4. MpoTtasaHoBa “AanuTa” (1924); celiyac Hac NPYBMEKAOT B HEM
He MapCHaHCKme CLEHbI U He NepexnBaHusa nHxeHepa /1ocsi, TpaKTOBaHHble
B TpafnLVaX AOPEBOOLUMOHHOM “NCUX0APaMbl’, @ OTPaxeHve NoAAMHHOIO bbiTa
Havana 20-X rof0B: Kafipbl BOK3a/1bHOrO 3BAKOMYHKTA, KpaCHOapMENCKOM camo-
AesTeNsHOCTN, HIMMaHCKON BeYepuHKIM» (TH36ypr, 1974, c. 7-8).

MpenybexaeHre NpoTUB «A3UTbl» He ObISI0 MOMHOCTbIO NPEO0NEHO
1 B MOCTCOBETCKUIM Nepnoa. AKLIEHT Yallle Aenancs Ha UCTopun pelenummn kap-
TUHBbI, @ He Ha ee popMOCoEpPKaHWM, KOTOPOE NPOACIHKANN HEJOOLEHNBATb.
B MacwTabHOM 3HUMKNOMNEAMYECKOM M3AaHn1 Havana XXI Beka orpaHu4nunmcs
durcaumen oueHoK anoxu 20-x: «KpuTUKK oTMeYanu HexsaTKy nacdoca yTeep-
XAEHNS HOBOW MM3HM, NONYYMAACk, MO, HEMIOXas KOMEeANs, AoXoAsLLas 10
3puTens bnarofaps urpe W. MnbmHckoro v H. batanosa, HO onolwneHHas “KnHe-
MaTorpaduyeckmMu cieHammn peBHOCTU, MOrOHb, BbICTPENaMu, AeTeKTUBaMM
1 TOMY NOAOOHBIMN HU3MEHHBIMUN aKceccyapamu BypxKyasHoM KiHemaTorpa-
dun”» (MM, [MeTp YepHses], 2006, c. 171).
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Hes 3opkas, NpeacTaBnss aBTOPCKyO MHTeprpeTaLyio NCTOPYK OTeyecT-
BEHHOIO KVHO, Mofarana, 4To B Havane HOBOro BeKa pubM [poTasaHoBa «CMo-
TPUTCS C BOCTOPIroM 1 YNbibKOWM, 04apoBbiBas 406poKenaTensHOCTbO B K-
caumv WepLaBon v 3anyTaHHOW AencTBUTeNbLHOCTIN 1924 ropa» (3opkas, 2006,
. 155). laxe B «<KMHOBEIYECKIMX 3aMUCKax», MONHOCTbIO MOCBALLEHHbIX KUHEMa-
Torpady NpoTazaHoBa, <A31KTa» Oblfa Ha3BaHa «3KNEeKTUYHOW 1 HeYBEpEeHHOM
paboToli» (barpos, 2008, ¢. 222). Bnpoyem, B 2007 rofly BblluNa KHWra AnekcaHapa
VirHaTeHKo, nocBslieHHas dunbMy, a ToyHee, ero cyapbe v 0T3biBaM, KOTOPbIE OH
nony4an B COBPeMeHHo eMy MeaniiHon cpeae (MrHateHko, 2007).

TeM He MeHee MOXHO YyTBepXKAaTb, YTO OCHOBHYO paboTy MO MHOrOCTO-
POHHEMY VCCNeoBaHMI0 Kak caMoro dunbma, Tak v ero pelenuumn npoaenani
3apybexHble yueHble. ICTOp1K COBETCKOro KMHO [aHnc AHrénan conuaapmnsmpo-
BaNcs C MHeHWeM aBTOPUTETHOIO BpUTaHCKOro KpuTuKa Mona PoTa, cynTaBLero
«A3NNTY» SIKCTPAOPAMHAPHbLIM NpoKV3BefeHneM. AHronag oTMeyan 3akoHoMep-
HYHO HEraTMBHOCTb OBLLEro OTHOWEHWS COBETCKOW NPEeCcChl K PUAbMY, KOTOPbIN
no BCEM MapameTpaM He COOTBETCTBOBAN HU UAEONOMMYECKMM, HU KNaCCOBbIM,
HV 3KOHOMMYeCKMM 3anpocaM HOBOTO oblecTBa (Youngblood, 2005). OgHako
B YeM, COBCTBEHHO, BbIpaXanoch KNaccoBOe HECOOTBETCTBYE, He YTOYHSANOCh,
1 3TY MbIC/b B HalWel HbIHELWHEN CTaTbe Mbl HAMEePEeHbI MPOAOMKMTD.

B 3apybexHON HayKe BbICOKO OLLEHMBAETCS XyAOXKECTBEHHAsh MHOTOrpaH-
HOCTb, OPUTMHANBHOCTb DYNbMa. B HeM BUAAT LWeAeBp MUPOBOTO KMHO HEMOTO
nepvioga 1 CBsi3b C TpaAMUMAMM MUPOBOI KynbTypbl. Tak, eH KoHpap B cBoel
KHUMIE O repOoMHSIX Hay4YHO-(DaHTaCTVHECKOro KUHO (DYIKCUMPYET CIOKETHbIE CXOf-
CTBa Tpex MaclWTabHbIx haHTacTMyeckmx hribMoB — AaTcKoro «<HebecHoro kopa-
6ns» (Himmelskibet, 1918, pex<. Xonbrep MagceH), «<A3anTbl» 1 «<MeTpononunca»
(Metropolis, 1927, pexx. ®pu, /laHr). 06pa3 A3nnTbl MCCNEAYETCS B KOHTEKCTE reH-
AepHoli Tematunku: repounts Konum ConHLUEBOV OKa3biBaeTCs B psiy «aMOmnLMos-
HbIX KOPOJEB 113 BO/LIEOHbIX CKA30K, TeaTpasbHbIX NPOV3BEAEHNI 1 MUDONOT I,
BKAtOYatoLleM nean Makbet 1 Meaeto (Conrad, 2018, p. 37-38). Paccyxaas B aaH-
HOM pyC/1e, MOXHO OTMETUTb 1 CO3BYYUS «A3ANTbI» C OKeHWMHOM Ha JTyHe» (1929)
dpuua flaHra: Kaxapii 13 GrnbMOB NO-CBOEMY Pa3BMBAET HE TOBKO MOTHB KOC-
MUYECKOTO MyTeWeCcTBIS, HO U MOTHB «KOCMUYECKO toOBW», N1t0OBI Ha ApYroit
nnaHete. LlapcTBeHHas AanmTa He TONbKO NPOAOMKAET Psifi KOPONEB 13 BO/LIED-
HbIX CKa30K, HO 3aCTaB/sIeT BCNOMHUTb repoviHio «KabuHeTa fokTopa Kanurapw»
WaHHy (/nnb [aroBep), MMeHyoLLyto cebst koponesoit. Obe reponHu SBASIOTCS
LUEHTPOM BHUMAHUS HECKOMBbKMX MYXYMH, VX MEYTON 1 B HEKOTOPOI CTeneHn
NPOBOLMPYIOT VX aKTVBHYIO flesTenbHOCTb. Ho ecnv B XKaHHe, Hapsfly € uapcT-
BEHHOCTbO, MPEBaNMPYIOT Yapytollas NacCvBHOCTb, BUKTUMHOCTb 1 XPYMKOCTS,
TO B A3/UTE — MHULMATUBHOCTb, C1a CTPACTW, SHEPIUs 3aBOEBATENbHMLbI.
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VIHTepec K kapTuHe MpoTa3aHoBa ¥ NOHUMaHWNE ee XyAOKECTBEHHOW LieH-
HOCTM He ocnabeBatoT Ha MPOTHKEHMY MOCNEAHUX AECATUNETUI, Pa3BUBasCh
B MCCNEenoBaHMsX, MOCBSALEHHbIX KaK MCTOPKKM COBETCKOro KuHo (Taylor & Christie,
2005; Wilson, 2024), Tak 1 Hay4HO-(haHTaCTUYECKOMY KiHemaTorpady B LefoMm.
M. KelT ByKkep noguepKmnBaeT CTaTyC «A31UTbI» Kak MepBOro COBETCKOrO Hay4YHO-
(baHTaCTUYECKOro NONHOMETPAXKHOMO MUNbMa O KOCMUYECKOM MyTEeLecTBUM
(Booker, 2020, p. 31) 1 paccmaTpuBaeT weaeBp [1poTa3aHOBa B KOHTEKCTE SIPKMX
COBETCKUX PUNBMOB, 3HAYMMBIX A5 PA3BUTHS HaY4YHO-DaHTACTUYECKNX MOTUBOB
nepemeLlieHns B MPOCTPAHCTBE M BPEMEHU — TaKux Kak «KocMuyecknii peinc»
(1935) Bacunus Xypasnesa 1 «MBaH Bacunbesny MeHseT npodeccuio» (1973)
Neoxwupa Maripas® (Booker, 2020, p. 388).

B paboTe 3neoHop Puc aaH ryboKuMii aHanms MoT1Ba YMO3peHus, Moae-
NMPOBaHWS, KOHCTPYMPOBAHMS, CO3AaHVIS naeanbHbIX GOPM Kak B «A3nTe»,
Tak 1 B «[lannpocHuue oT Moccensnpomar (1924, pex. Kopuii Xenabyxuckui),
4TO CYLLECTBEHHO 1151 MOHVIMaHWs B3aUMOJENCTBUS peanbHOro U Mnnto3op-
HOro B COBETCKOM KMHO 20-x (Rees, 2023, p. 121-124). [px.M. TennoTt oTmevaerT,
HaCKONbKO 3HAYMM B MOCKOBCKOW 1 MapCUaHCKOW CIOETHbIX TIMHMSX MOTUB
0MacHOCTW BeKa MallWH 1, BMECTe C TeM, «pa3BuTMe MOTVBa cobnasHeHus
Ha BCex ypoBHsX HappaTuga» (Telotte, 1999, p. 39-40). YTOUHUM, 4TO NPUHLM-
NWanbHO BaXHbl CKPELLEHNS U Aaxe B HEKOTOPOM POfe CUHTE3 3TUX MOTVBOB.
K HeKoTOpbIM NONOXKEHVISIM 3apyOeXHbIX y4eHbIx O GubMe [poTa3aHoBa, Mbl
BepHeMCsl B C/Ieflytolinx pa3aenax cratby.

YCTPEMJIEHUA K BO/1bLLOMY MUPY

B dunbMe BbICTpOEHa MHOMOC/IOMHas CTPYKTYpa HappaTnea, B KOTOPOW
aBTOpCKasi NO3uLMs NO3BOAET NOAaBaTh M OOBEKTUBHYIO PeanbHOCTb, U CyOb-
EKTUBHOE MUPOBUEHME MHKeHepa /10Cst M A3NTbI, OTHACTW — KpacHoapMella
lyceBa (Hukonait batanos), a Takke HEKOTOPbIX AMU30AUYECKIX NEPCOHAMKEN.
TUTPbI NPENMYLLLECTBEHHO NOBECTBOBATENbHbI 1 4AaCTO 3MOLMOHANBHO Hel-
TpanbHbl, 4TO NpuUaaeT aBTOPCKOW NO3MLMK HE3AMETHOCTb; aBTOPbI Kak Obl
PaCcTBOPEHbI B PUABMUYECKON peanbHOCTW, «AeCyObeKTUBMPOBaHbI». OaHaKo
B MUPOOLLYLIEHNM aBTOPOB GhUNbMa 1 OTAENbHbIX €70 repoeBs, a UMEHHO, /1ocs,
fopa 1 A3M11Tbl, MOXHO YCMOTPETb HEKOTOPbIE CO3BYYMS.

8 B amepukaHCKOM npokaTte komeans JSleoHvaa laigas nonyyYnna BeCbMa 3HaMeHaTeNbHoe
Ha3BaHwue: lvan Vasilievich: Back to the Future.
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IMeHHO € 0630pa CTpaH, NonyYatolMx CTPaHHbIN pagnocurHan, HavyrHa-
eTcs AeicTBne uabma, YTo CyLEeCTBEHHO OTIMYAeT ero OT poMaHa, rae 3ToT
0630p oTcyTCTRYET. DUNLM CO3AAET UNMIO3MI0 AOKYMEHTANbHOCTY: B UHTEPTU-
Tpax yKa3aHbl TouHas AaTta 1 BpeMst — 4 nekabps 1921 roaa, 18 4acoB 27 MUHYT
«M0 CpefjHeeBPONenNCcKoOMy BpeMeHM». TeM CambiM, PEBOMOLUMOHHAas Poccus
1 OCTaNbHOM MUP O6bEAVHEHbI 3araflo4HbIM NMOCNAHMEM, MCTOYHUK KOTOPOTO
TaKKke He onpeaeneH. KoHewyHo, pe30HHO TPaKToBaTh 3TO Kak Mpuiem, Npr3Bax-
HbIi MIHTPUIOBaTL 3pUTens 1 paboTaTb Ha aBaHTIOPHbIN HappaTuB. Ho BMecTe
C aBaHTIOPHOCTbLIO U MHTPUIOW NOBECTBOBaHWe obpeTaeT aypy 60bLIOro MMpa,
rAe COBETCKas CTpaHa NpeacTaBieHa B pagy ApYrvX CTpaH Ha Pa3HbIX KOHTUHEH-
Tax W OCTPOBAX, XMBYLLE B €AMHOM C HUMU BPEMEHHOM MOTOKe.

B pomaHe e geiicTByeT OAMH-eAMHCTBEHHbIV MPeACTaBMTeNb 3anagHoOro
MVpa, aMEPUKAHCKIMI XKYPHANWCT, NPUOLIBLINIA B POCCHIO 1 MO3HAKOMUBLLIMIACS
¢ /locem (ToncToM, 1948, ¢. 105). /Intwb Npv BO3BPALLEHMM 13 KOCMUYECKOTO NyTe-
wecTBus kopabnb flocs v MyceBa NpusemaseTcs Ha o3epe Mudnran (Tonctow,
1948, c. 241), TO eCTb BbIXOf, B 3eMHO€E 3apybexbe 0TKNabIBAETCA A0 3aKN04M-
TeNbHbIX IaB, aeTcs CAUWKOM Berno u, B 0TAnYMe oT hunbMa, He MOXeT 3afaTb
TOHaNbHOCTb 06LEen aTMOCHEPbI MOBECTBOBaHMS.

B KayecTBe MepBbIX ABYX «MOAKMOYEHWIA» K 3pENNLLY TPAHCIUPYEMOTO
pafmMocurHana nokasaHbl SNOHCKas pagmocTaHuusa u dparMeHT HeKoero
IOKHOTO MHTEPbepa, bonee NOXOXero Ha HAVKHEBOCTOUHbIV, OHAKO B CLieHa-
PV OH NOAAeTCs Kak IoKHOoahpUKaHCKMI®, TpeTbe BKAtOYEeHe — MOCKOBCKas
PaAMOCTaHLMS, KOTOPOM BpeMEHHO 3aBeayeT /lock. Tem camblM, 3anafHblin MUp
BbIBefeH 3a npegensl aBTOPCKoro 0630pa, 3apybexbe CUMBONU3VPYIOT UCKIIO-
YMTEeNbHO fiBa TWMNa BOCTOYHOM «3K30TUKM». B pe3ynbraTe rpaxaaHe peBonto-
LMOHHOW Poccurm okasbiBatloTCs B ponu Hambonee 3anafHbix NtoAel, BO BCIKOM
Cyvae xuTener eBponeinckon Yactu Espasum.

Ha SiNOHCKOM paanocTaHUMm AOMUHMPYET Cyrybo AenoBow, HECKOIbKO
aBTOMATU3MPOBAHHbLIV NOAXOA, C PeaKUUsSIMU YAUBNEHUS U HeoYMeH s
Mo NOBOAY HEMNOHATHOrO coobLeHus. B FOxHOM AdprKe MOMEHT MOyYeHYs
paavocKrHana BvcaH B KNMMaTUYeCKyto cneynduky 1 coumanbHo-BO3PacTHYHO
nepapxuto. Xapkuii geHb. Ha ganbHem nnaHe B pacnaxHyToOM OKHe BUAEH OTAbI-
Xatolin Bepbntof. PSaoM KaKoi-To YenoBek cobrpaeTcst BOSHOCKTb MOUTBY,
paccTenvB KOBPUMK Ha 3emM/e. Ha nepBoM naaHe B KOMHaTe — roCnoaviH CPeAHMX
NeT B Kpecne, B BalbsHKHOW NO3€, YNTatoWmii razeTy. HanpoTuse Hero — Mono-
[0V PaAnCT, CUAAWMI 338 PaAMONPUEMHIKOM, B HANPSHXKEHHOW NO3e, C MPSAMOiA

° Kak Ham kaxeTcs, [1poTa3aHOB NPUBHEC B 3TY CLIEHY CBOVM NPEeACTaBneHns o Typumn, rae oH
HefaBHO NobbIBa, HO CLEHAPWCTbl B 3TOW CLieHe NPeTeHAoBaM Ha CO3AaHue «3apUCOBKM»
113 HOXKHO-aPUKAHCKOM W3HM (AneiiHnKoB, 1924, c. 5).
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CNVHON. OH HECKO/bKO NOA0BOCTPACTHO NPOTATMBAET PAANOrPaMMy CBOEMY
6occy. TOT BOCNPUMET NOCNAHVe C Pa3fpaxeHnem, CKOMKaeT U 0TOPOCUT Kak
beccmbicnunLly. 3arafgodHas nHdopmauys, TeM CambiM, YUAET B MECOK.

/I TonbKo Ha MOCKOBCKOWM PagMoOCTaHLMy OHa BbI30BET XMBOW MHTEPEC.
YnblBKW, CMeX, NpeanonoxeHns 6e3siMaHHOro coTpyaHmKa v CnnpuaoHoBa,
apyra Jlocs (<A He ¢ Mapca v 3To paavo HawwmM n3obpetatensm?»'% «4em yepT
He WyTnT. MoXeT 13-3a Hac ¢ Toboi Ha Mapce 3abecnokonnmncs?»M); Monyanmeas
Cepbe3HOCTb 1 33}yMUYMBOCTb CaMOro UHXeHepa. OfiHVMM C/IOBOM, BO3/ENCTBYE
pafmMorpaMmbl Ha obrTaTenein COBETCKON POCCMM 3NOXM FPaaAaHCKOW BOMHbI
AaeT AONOAHUTENbHbIN UMMYALC 3MOUMOHANBHOW Y MHTENNEKTYaNnbHOW aKTUB-
HOCTW — OXXUB/EHWIO, BECESbIO, PAa3MbILUIEHNSM. 30€Ch FOTOBbI K KOMMYHVIKALMN
C VIHBIMW MVPaMW, NOKa3biBaeT UbM, NOTOMY YTO 37eCk BypanT HOBast U3Hb,
0bLIMI TOHYC BbITUS BBICOK MO CPAaBHEHWIO C APYTVMI CTPaHaMK, rae He Npowc-
XOAUT PEBONOLMI.

Kanutanucruyeckoe 3apybexbe B NepBbix Kagpax aHanoruiyHo MHow UyBK-
NM3aumnn, Kaxkor seasieTcs Mapc ans 3emnsH. 3aberas Bnepef, OTMETUM, 4YTO
1 Ha Mapce amouMu NpeacTaHyT B 3HaYUTENbHOW Mepe peayLMpoBaHHbIMU.
O6e 3apybexHble painocTaHLUMK, Kak 1 Mapc, Bpofe 6bl MpourpbiBatoT B CBOEN
KOMMYHWKabeNbHOCTU 1 CTeNEHN MHTepeca K HOBOCTSIM MO CPaBHEH IO C COBET-
cKoW Poccrein. Ho MMEHHO 3TUM OHM 1 NpYBAeKaTeNbHbl A5 aBTOPOB huibMa
KaK abCoMTHO CaMOA0CTaTOYHbIe MUPbI, CO CBOUMM PUTMAMMN 1 OCOBEHHO-
CTAMY KonopuTa. Jpyzoe 1 Opyeue Npexnae BCEro MHTEPECHbI, BHE 3aBUCMMOCTH
OT OLEHKM VX CYLIHOCTY. BONPOC B TOM, MOMHOCTbLIO /1M HEraTUBHbI OLUEHKN Map-
CMaHCKOM peanbHOCTM C TOYKM 3peHns Slocs?

MAPC KAK 3KCTEPUOPU3ALNA
BbITECHSIEMbIX MEPEXXUBAHWUI FEPOS

B pexopaumax Mapca, co3gaHHbix BuktopoMm CHMMOBBIM, M KOCTHO-
Max AnekcaHapbl dkcTep v Vicaaka PabunHOBMYA HaLWAW NPOAOMKEHNE NPU-
eMbl, HaleHHble Pa3HbIMU XyAOXKHMKaMM B CNeKTaknax AnekcaHapa Tamposa
B KamepHOM TeaTpe. B KOHCTPYKLUMAX Pa3HOYPOBHEBbIX MIOWAAOK OLLYLLANNCh
OTFONOCKM «CUCTEMBI “ANHAMUYECKNX CABUIOB”», OPraHn3ytoWMX CLEHNYECKoe

0 «AanuTar, XymoXecTBeHHbIn dunbM. Pex. f. lMpoTasaHos (1924). 00:02:30-00:02:33.
URL: https://yandex.ru/video/preview/17835219945193394807
1 «AannTa», Xy[OWecTBeHHbIA dunbM. Pex. 9. [poTasaHos (1924). 00:02:42-00:02:46.
URL: https://yandex.ru/video/preview/17835219945193394807
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npocTpaHcTBo «Canomewn» (1917). PelieHne KOCTIOMOB W, B OCOBEHHOCTH, FONOB-
HbIX YBOpOB MapcuaH oTchinano K «deape» (1922), B KOTOPOI ofesHUs repoes
NPeAcTaBAANM «TPexMepHble CKyNbNTYPHbIe 06beMbl (...) C 3aCTbIBLWIMMY, 3aKpe-
NAEHHbIMU XyA0XKHMKOM hopMmami» (flynaHanHa, 2014, c. 61), a hopma Wwnemos
BK/IHOY@NA NOMYAMCKU, K KOTOPbIM «KPEMUKCh Pa3HOOOPasHbIe reoMeTprYecKmne
petanu» (JlynaHanHa, 2014, c. 68).

Mapagokc MCnonb3oBaHKs aBaHrapaHbix hopm Ans cosnarHns obpasa Mapca
3aK/1YaeTCs B TOM, HTO VX CeMaHTMYecKas yHKLUMS — 0603Ha4aTb 0OWECTBEHHO-
rocyaapcTBeHHOe YCTPOMCTBO, MPOTVIBOMONOKHOE HOBOMY, COBETCKOMY, COLIMa-
NMCTNYecKomy. To ecTb, cTapoe 06uecTBo. Ho aBaHrapaHOCTb accoummnpyeTcs
C TBOPYECTBOM PEBOSIOLIMOHHOM 3MOXM 1 He fiaeT aTpubyTpoBaTh NPOCTPaHCTBO
Mapca NCKUMTENbHO Kak haHTa3mio 0 KOCHOCTW CTaporo THNa.

B NpoCTpaHCTBEHHO-NIACTMYECKOM pelleHnn uBunamnsaumm Mapca
3an0XeHo, cKopee, BIUAeHNe bygyllero. MapcraHckas LuBuUamn3aLmns noxa-
3aHa Kak bosee coBeplUeHHas Mo CBOMM TEXHUYECKMM BO3MOXHOCTSAM, HEXeNu
3eMHas. Tam yxe 1300peTeHo fanbHOBMAEHWe, no3BoNdioLiee co3epLaTb
Ha OBLWLWX ¥ CpefHMNX NAaHax peanbHY XMU3Hb KOHKPETHbBIX TOKYCOB ApYron
nnaHeTsl. [okasaTenbHO, 4TO OAHa U3 0bnoXeK xypHana «KnHo-Hepens»
3a 1924 rog® BbixBaTbiBaeT KPYMHbIA NAaH A3AMUTbl, CMOTPALLEN B «KMHETO-
cKon». [epouHS BbIrNAANT TaK, 6yaTO CMOTPUT GUNBM C MOMOLLbIO HEKOEro
TEXHUYECKOro YCTPOCTBA. TeM caMbiM, 06pa3 peanbHOro KMHemaTorpada
puMyeTcs ¢ 06pa3oM GaHTaCTUYECKOro MapcraHCKoro AanbHoBKAeHWS, bna-
roflaps 4emy COBOKYMHbIN 06pa3 Mapca (B huibMe 1 KypHanbHbIX MaTepranax,
€My MOCBsALLEeHHbIX) NPeAcTaeT Kak MPOCTPaHCTBO CneaytoLLeit, JOCTMIKUMOM
B OygyLleM CTagMm TEXHMYECKOro Nporpecca, YTo He oTpULaeT KOHCepBaTyB-
HOCTW 1 AaXKe apxanyHOCTY 0BLLeCTBEHHOTO YKnafa. 3aMeTuM, YTO BbICOKMIA
YPOBEHb TEXHOTEHHOM LMBUAM3aLMM B CONETAHUM C apxamn3almelt coumanbHbix
OTHOWEHWIN — 13N10OAEHHBIN MOTWB COBPEMEHHOW Hay4YHOW aHTacTnkm. OH
cofepxnTCs, Hanpumep, B cepuanax «KonoHuns» (Colony, 2016-2018), «TeHb
1 KocTb» (Shadow and Bone, 2021-2023), «OcHoBaHue» (Foundation, ¢ 2021 1.),
«BunpounsmeHeHHbIn yrnepoay (Altered Carbon, 2018-2020), B hurnbmax «IKBu-
nmbpuym» (Equilibrium, 2002), «iona» (Dune, 2021) u «[ltoHa: YacTb BTOpas»
(Dune: Part Two, 2024) v np.

KOHCTPYKTUBUCTCKME M3NOMbI, MHOTOTPAHHWKK, MHOTOYPOBHEBOCTb
1 YrNoBaToCTb (OPM, OTCYTCTBYME HeDa 1 OTKPLITOrO BO3AyXa B MapChaHCKuX
cueHax «A3nuTbl» co3aatoT 3PdEKT 3aMKHYTOCTU, U3NNLWHEN CTaTUYHOCTK

2 [laHHbIN MOTUB ObIN N03aMMCTBOBAH TONCTbIM 13 haHTaCTUYeCcKkux NponsseaeHnii A. boraa-
HoBa «KpacHas 3Be3ga» (1908) n «/HeHep MaHHM» (1912).
= KuHo-Hepens. 1924. (35).
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1 XONOAHOCTW NPOCTPAHCTBA MO OTHOWEHWIO K OTieNbHOMY Yenosexy. MHoro-
YPOBHEBAs, HO He3bibeMas KOMNO3WLMS NAOLAA0K U NECTHUL, NepeaaeT oLLy-
eHne BceobbeMoWEen ANCrapMOHUM B CTPYKTYPe MapCuaHCKoro HbiTns,
KOTOPOE NOMHOCTBIO TOXAECTBEHHO NapameTpamM 0bLecTBa 1 LMBUAV3aALMN.
Hn Npupogbl, HY HACTHOWM XXW3HW BHE CTPOrOro rocyapCTBEHHOMO KOHTPONS
30eCh NPOCTO HeT. [lepef Hamu aHTUYTONKS TOTANUTAapHOIo 06LIECTBa, CO CTPO-
rOl opraHv3auven TpyasMxcs Macc U NOMHbIM OTCYTCTBYEM NPUBATHOCTU.
Ha 3ToM ypoBHe olieHKM Mapca aBTopamu dhrnbMa (MocpeacTBoM cybbeKTrB-
HOCTV repost) BCeLeNo HeraTuBHbI 1, 1aXe MOXHO CKa3aTb, PUTOPUYHbI B CBOEM
OCYXXAEHWM apxauyHoCTV (hOPM rocyaapCTBEHHOTO NPaBeHNs.

®aHTa3ng 0 Mapce NpUHaANeXNT repoto, CeirpaHHOMY Hukonaem Liepe-
Tennu, aktepom KamepHoro Teatpa, C HOBAaTOPCKOW 3CTETUKOM KOTOPOro 1 acco-
LUMupyeTca CTUANCTUKA Aekopauunii. B popmax MapcraHCcKoro rocyfapcTtsa
npo4YnTbIBaeTCS MaHTasns UHxeHepa /1ocs, HaBesHHas ero NogasnsemMbiMu
CTpaxamu, CBA3aHHbIMYK He C MPOLLNbIM, a C BYAYLIMM peanbHOro COBETCKOro
obujecTsa. Cyas no Bcemy, /IoCb onacaeTcs U3NULLIHE XKeCTKOW OpraHu3aymnm
1 CTpaTUdrKaumm Macc, cyrybo hyHKUMOHaNbHOro OTHOWEHKS K Ntoasam. Hecny-
4aliHO COBPEMEHHbIN UCCNeaoBaTeNt xapakTepmnayeT aTMocdepy MapCUaHCKoro
obLecTBa Kak NOAHYI0 «NOJ03PEHW, CTpaxa 1 NpeaaTenbCTBy, CXOKMX C aTMOC-
epoi peanbHoit Poccum nepuopa H3Ma (Gillespie, 2000, p. 11-12).

Cpeaw «MapcuaH» NoYTY NOMHOCTbIO OTCYTCTBYIOT TaKTU/IbHbIE KOHTAKTbI,
B OCOBEHHOCTM TaKune, KOTOPbIE MaPKMPYHOT YyBCTBA, 3MOLMOHANBHO OKpalleH-
Hble IMYHbIE B3aMMOOTHOLWEH NS, CeMElHbIe U APYKeCKMe CBA3MN. BepTuKkab-
Hast Mepapxus ToTaNbHa, MO3NLUMM KaXKaoro MHAVBUAA B OBLIECTBEHHON CTPYK-
Type Hem3MeHHbl. TpyasLMecs H13BeaeHb! 10 COCTOSIHMS aBTOMATOB, KOTOPbIMM
YNPaBAsoT KaK Tenamu, a npu HeobxoaMMOCTM CYCKatoT Mo NaHaycam Kak bes-
XKN3HEHHbIE aHTPOMOMOPMHbIE 0O0N0UKN, FPY3AT Ha TENEXKN, pacnpeaensor
M0 XON0ANAbHVIKaM. ([JaHHbIi MOMEHT NPeaBOCXMLLAeT OAHY 13 HoBeN ubMa
«ObnayHblii atnac» (Cloud Atlas, 2012, pex. J1. Ba4oBcku, 3. BavoBcku, T. TeikBep),
MoKa3blBatoLLMX NpeBpaLieHne aHTPONOMOPMHBIX PEMIUKAHTOB B 6e3KN3HEHHOE
Cbipbe /15 CReAYIOLLVIX UCKYCCTBEHHbIX 1EBYLIEK-PaboTHNMLL)

Kazanocb 6bl, BCe 3TO UCKNIOUYNTENBHO KOHTPACTHO COBETCKOM MoBCes-
HEBHOCTW, MOKa3blBaeMolt B hunbme 6e3 BCIKOro cTpaxa Uan KpUTUYecKon
OTCTPaHEHHOCTW, T. €. OTHIOAb He rMa3amu J1oCs K HanMaHoB. MoBceaHeBHas
KM3Hb B MOCKBe, COrMacHo GuibMy, NepernonHeHa OTKPLITHIMU U B GONbLWNH-
CTBE C/ly4aeB MO3UTUBHBIMM SMOLVIOHANBHBIMU MPOSIBAEHNSMY NEPCOHAKEN,
a TatoKe 3abOTO O Hapoae COBETCKUX CyxKalvx, byab To HaTawa u gpyrue
pabOTHMKIM 3BAKONYHKTA, CUAENKM FOCIVTans, BOCUTATENV AETCKOrO A0Ma,
PabOTHUKYM CTOM@ PerncTpaLyv akToB rpaXaaHCKOro COCTOSIHNS, COTPYAHMKM
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pagviocTaHunu. «<MefseHHO, HO HeyaepXMMO HaNaXnBanach X13Hb», 06bAB-
NS TUTP Nepef MOKa3oM OMyCTeBLIero 3BaKOMNyHKTa, paHee nepenosiHeHHoro
Tonnoii'. Kazanocs 6bl, MOCKOBCKasH peanbHOCTb, NOHas HEMOCPeACTBEeHHbIX
NOBEAEHYECKUX HI0AHCOB U CTUXMIHOW AMHAMUKN, MONHOCTBIO KOHTPACTHa
06LLECTBEHHON CTaTVIKe, NePaPXMYHOCTU 1 XKECTKOMY COLManbHOMY eNeHuo
MapcuaH Ha Npassillyto 3NUTY U OCHOBHOE MHOXECTBO, BbiNO/HsOWee Ghusm-
yeckyto paboTy.

Ho He cTouT 3abbiBaTh cnelrduyecki BbICTPOEHHbIX CLieH KOMaHANPOBKY
Nlocs Ha BONXOBCTPOM, rae OH 3aHMMAaeT BbICOKYO 1OMKHOCTb. /10Cb BbICUTCA
Ha NepBOM NnaHe, Ha hoHe ManeHbKKUX MUrYPOK B HU3MHE. TaM CHYIOT paboune,
3aHsATbIe DU3MYECKNM TPYLOM. A MHXeHep AenaeT 3anucy B brokHoTe. ECTb B ero
urype HeYTo BeNNYECTBEHHOE, B iyxe peHeCcCaHCHON XUBOMUCU, U MOAHOCTbIO
OTpelleHHoe OT peanbHoro npouecca CTPOMKU C ee rps3blo, TAKENbIMU YCUAN-
AMu, 0bWwmm aruckoMmbopToM. CTpoeHre Kafpa NogyYepK1BaeT AnCTaHUpOBaH-
HOCTb Jlocs OT Tpyaserocs noga, ero npebviBaHve B 0COO0OM TeMNopuTMe
6bITUSA, ero MU3NYECKYIO 1 AYXOBHYIO HeJOCTYMHOCTb ANS HEMOCPEeACTBEHHbIX
4en0BEYECKUX KOHTaKTOB. My3aHKaap co3aaeT achdeKT TUTaHn3ma 1 anuTap-
HOCTY Jlocs Kak MblCAnTens 1 opraHusaTtopa. OTOpBaHHOCTb reposi OT Macc
PUDOMYETCS C MONOKEHNEM MaPCUAHCKOW 3NUTbI, Byab To Fop, Tyckyb v apyrue
«CTapline», Tak Ha3blBaeMblli «<MapCUaHCKUN CeHaT».

¥ «AanuTar, XymoXecTBeHHbln dunbM. Pex. f. lMpoTasaHos (1924). 00:43:43-00:43:49.
URL: https://yandex.ru/video/preview/17835219945193394807
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Puc. 2. UHxxeHep Jlocb Ha cTpoiike. Kagp 13 ¢unbma «AsanuTar,
pex. §. MpoTa3saHoB, 1924. 00:43:09. CKpuHLWOT aBTOpa

Fig. 2. Engineer Los at the construction site. Still from Aelita. (1924).
Directed by Yakov Protazanov. 00:43:09. Author’s screenshot'®

OnucaHHas Bblle CleHa Ha BOIXOBCTpOe KOCBEHHO YTBEPHKAAET BblCO-
KYH0 3HAYMMOCTb TEXHUYECKON MHTENNNIEHUMM KaK 3UTbl HOBOMO COBETCKOTO
rocynapcTea. HekoTopble napanfien MapCuaHCKmx 1 COBETCKUX NaTTepHOB
3NUTAPHOCTM MOTYT MPOYUTHIBATLCS KaK MOTAaEHHbIe MacluTabHble aMbuLmm
Jlocs, coBEpWEHHO He MHTEPeCYIOLLErocst HapOHOM XU3HbIO B POAHON CTPaHe,
a B MapCUaHCKMX BUAEHMSX 3aKOHOMEPHO accoLMmpytoLero cebs ¢ npeacTaBu-
TENAMM 3NUTbI, @ HE MAPCUAHCKUMU TPYASLMMUACS.

OpHUM cnoBoM, Mapc ans JlIocs — 3TO NPOCTPAHCTBO HE TOMbKO €ro
hobKiA, HO M ero TalHbIX XXeNaHWi, ero TOCKM MO POACTBEHHBIM TUMaM MYHOCT-
HbIX NPOSIBNEHNA, €ro aMBULIMO3HOIO CTPEMAEHNS K BbICOKOMY COLMANbHOMY
cTaTycy. ABTOPbI hUbMa COCPeoTOYMBAOTCSH MMEHHO Ha MapCHaHCKNX MHTeN-
NeKTyanax U npaBuTensx, Kak obl cneays aywesHbiM hatovaam /locs (no Bceit
BWAMMOCTM, CO3BYYHbIM CODCTBEHHbIM X NpeAnoYTeHNsM). beccozHaTenbHoe
Nocs MmogennpyeT 06pa3 MapCuaHCKoro yueHoro-n3obpetatens fopa (FOpuii
3aBafiCKMM), KOTOPLIV TOXKe 0bNafaeT 0cobbIM TEXHWUYECKMM 3HaHWEM, CTpac-
TblO M300peTaTeNbCTBa M UCMbITHIBAET NOTPEOHOCTL B BbIXOE 3a Nnpeaes

B /cTouHMK n306paxeHns cM. / See the image source: https://yandex.ru/video/preview/
17835219945193394807 (16.06.2024).
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b6nmsnexatler AecTBUTENbHOCTH, B YCTPEMIEHUN K HEBEOMbIM AansM. AKLEH-
TUPYS BHEWHMWE, BU3yalbHble OTAMYMS MapCuaH OT 3eMasH, hunibM co3gaeTt
Hemano napannenen.

VHTepec fopa K ApyriM nnaHeTam, ka3anocs bbl, cyrybo npodeccroHane,
aHanorvyeH nHTepecy nHxeHepa /locs K nonety Ha Mapc. Mogo6bHo ToMmy, Kak
Jlocb BNepBble MOKa3aH BXOAAWMM B MOMelleHWe pagrocTaHUmMK, TONbKO YTO
NoNyYMBLIEN TAUHCTBEHHbI CUMrHan, fop BNepBble Moka3aH paboTatolm Hag
Mofenblo annapata HablogeHVs 3a VHbIMK NnaHeTamu. o3gHee cTaHeT oye-
BWAHbIM, 4TO MPOMECCHOHaNbHbIN MHTEPEC y 060MX repoeB Hepa3pbiBHO CBSA3aH
C IVYHBIMUN NEePEXUBAHUSMU, TYOUHHBIMU U Hepeanv30BaHHbIMU AyLWEeBHbIMK
noTpebHOCTAMM.

fop NtobuT A3KTY, HO, KaK 1 BCe MapchaHe, OH IMOLMOHaNbHO CAEPKaH
1 3aKpbIT. Ero TAroTeHne K A3nnTe BbipaXaeTcs He B XecTax, B3rnaaax, cno-
Bax, a B MOCTYNKe — peleHnr AoNyCTUThL ee A0 CBOEro annapata, HeCMoTPS
Ha 3anpeT cTapennHbl Tyckyba. «Tebe 0iHOM g MOKaXy XKU3Hb Ha APYron
nnaHeTe», — roBopuT fop AanunTe'®. TUTp € ero cioBamun cTaHeT NOABOAKOM
K MOHTaXYy KalpOB C OXMBAEHHbIMW yANLAMK DONbLINX FOPOOB, HOYHbIM OCBE-
WeHWeM 1 NoToKamMmn TpaHcnopTa. MenbKatoT NYCTbiHS, Xpam, MOPCKON NOPT.
HakoHel, nepen AanuTtoit naHopama MockBbI € BUAOM Ha Kpemnb. MapcraHka
6YKBaNbHO BNMBAETCS B3OPOM B OTKPbIBLIEECS 3penuLLe, UCMbIThIBAET NOTpsice-
Hue. A3nnTa Bo3MyLLLaeTcs pelleHremM Tyckyba 3aKpbiTb AOCTYMN K KUHETOMOHY.
YanHo nHTepecysch annapaTtom [opa, OHa pellaeTcs BbIKpacTb Yy Tyckyba Koy
0T 3anepTon ballHu, rae ycTaHoBAeH KUHOTOMOH. Xaxaa BMAETs Apyrue nna-
HeTbl, peanun3ysch, BeyeT 3a cobol NoTpebHOCTb CHOBA 1 CHOBA BUAETH fase-
KOro 3eMAsHKHa. Paaun aToro AannTa NposiBASET AeP30CTb, XUTPOCTh, aBaHTIO-
puv3M, OyHTapCcKoe CBOEHPaBHe.

CornacHo HappaTtusy duabMa, CPeAn COBETCKUX UHTENNEKTYyanos
enaHne CoobLLeHVs C ApYrvMU MUPaMU (CUMBOIM3MPYIOWMMU U peanbHoe
3apybexbe) 3T0 HOpMa, a y NpeacTaBuTenel MapCaHCKoM 3UThI, CKOPEE,
nckntoderret’. OcobeHHO CMNBHO 3TO XenaHue NPoSBASETCH Y OTAENbHbIX
He3aypsaHbIX TMYHOCTEN, Oyab TO J10Cb, MAN MapCUaHCKNi n3obpeTtaTtens
1 MapcraHcKkas npasuTensHuya. Mo croxeTty punbma, 370 xenaHmne nposo-
UMPYET OCHOBHbIE KONMM3UN B XKM3HM COBETCKOTO MHXKEHEPA U BCEro Mapcu-
aHcKoro obuecTsa.

® «A3anuTar, XyLoXeCcTBeHHbIn dunbM. Pex. f. lMpoTasaHos (1924). 00:06:50-00:06:53.
URL: https://yandex.ru/video/preview/17835219945193394807 (16.06.2024).

7 Cynst no peakumsmM COTPYAHUKOB PAIMOCTaHLMN Ha 3arafo4Hoe coobleHune, Bce OHU B Kyp-
ce npoliecca novcka BO3IMOXHOCTel nepeneta Ha Mapc, a /locb 1 CnnpuaoHOB 3aH1MatOTCs
3TUM Hanbosee akTUBHO.
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MOXHO CyMMMPOBaTh: NMePEXVBaHMS IKCTPAOPANHAPHOIO XapaKTepa, npu-
BOASALLME K HAPYWEHWIO HOPMATUBHOIO 0ObIAEHHOTO MNOBeAEHNS 1Y 3eMHOTO
4enoBeKa, My MapcuaH, CBs3aHbl ¢ pedneKcren 0 BO3MOXHOCTY ANCTAHLVIOH-
HOV KOMMYHUKaUMK ¢ ApYruMuy nnaHeTamu. beccosHaTtenbHas NnoTpebHOCTb
CBs31 C HONbLWIMM MUPOM 3a NMPeAenamu POAHON NNaHeTsl — 3HayMMas AyxoBHas
MHTEHLMS 1 aBTOPOB DUNbMa, U €ro rMaBHbIX Frepoes.

[MaBHble repon Gunbma Axkosa MNpoTaszaHoBa M3Ha4YanbHO NpebbiBatoT
B COCTOSHHWUM CTabUNBHOTO MHTepeca K TOMY Oas1eKoMy UHOMY, KOTOPOe pacLeHn-
BAETCS MAapCUaHCKOW MAEONOTMEN KaK YyXaoe 1 onacHoe. Mo3numto oduumo3sa,
He 0f0bPSHOLLIErO BOSMOXHOCTb KOMMYHWKaLMW C UHOMAAHETHbIMY (Y1Talk, 3apy-
HeXKHbIMM) MPOCTPaHCTBaMK U X 0bUTaTeNsIMM, BOMOLWAET B KWHOMOBECTBOBA-
HWM TONBKO MaBHbIM 13 «CTapLVX» MapchaH — npaBuTenb Tyckyb. AHanoruyHom
NO3UUMN He UMEET HI OfMH 13 COBETCKMX 3eMNsH, TeM O0/ee YTO 3eMHas IMHNUA
He COLePXKMT NepcoHaxel aHanorMYHOro BbICOKOMO COLManbHOro ctatyca. Takum
0bpa3om, N1ib B 6ECKOHTPONBHON BHYTpeHHen pednekcum flocs, obpeTatoLlen
(haHTacTnYeckme MapcraHckme GopMbl, MPOYUTHIBAIOTCS OnaceHns repos oo
M30ASUVOHHOW rocyapCTBEHHOM NOAMUTUKE. ST ONaceHns BbipaxeHbl Yepes
06pa3bl CTpeMIeHNs MapCHaHCKOM 3NMTLI K COXPaHEHWIO M30ASLMM MapChaH-
CKOro 0bLecTBa BONPEKN BO3IMOXHOCTY KOMMYHMKaLMK C 3eMne.

NIto60oNbITHO, YTO B 3MOXY BbIxOAa hWbMa B COBETCKON NONUTUKE (B OCO-
HEHHOCTU, KyNbTYPHOW NOANTHKE) ellle He OblNo TeHAEHUMM K 060C0BNEH IO
1 3aKPbITOCTY MO OTHOWEHMIO K OCTaNbHOMY MUPY. Ta e «KnHo-Hepens» pexna-
MypoBana «A3nTy» Ha PYCCKOM, HEMELIKOM, aHTIMINCKOM 1 PPaHLLy3CKOM s13bl-
Kax, obellas ee BbiIxof, He Tonbko B PCOCP, Ho 1 B bepnnHe, /loHaoHe, Mapwxe.
Coob11anock 1 06 OTKPLITUM HEMELIKOTO OTAIENEHMS CaMOT0 XypHana's, B cTaTbsx
FOBOPUNOCH MPO 0BCYKAEHWE Ha BCECOO3HOM COBELLlaHMK Npu Hapkomnpoce
P.C.®.C.P. no kMHoAeny BONpoCoB 3kcnopTa 1 nMnopTa dunsmoB (fecceH, 1924a,
¢. 1), Npo 3apybexHble KOMaHAMPOBKM COBETCKNX KMHEMATOrPadUCTOB A5 YCBO-
eHVs 3anafHoro onbiTa, 0TMeYanacb HeOOXOAMMOCTb HapallMBaTb 3KCMOPT:
«YCUNWTb BbIBO3 HAlIMX NEHT. ITO HYXHO 3anagHoMy nponetapuaty» (fecceH
1924b, ¢. 1). MeyaTanuch CTaTbh 3apybeXKHbIX KMHEMaTOrpadurcToB, a B NofbopKe
MHEHWIN «4T0 roBOpAT 06 «AanuTe» (aHKkeTa «KnMHO-HeAenn»), onybnMKoBaHHoOM
BCKOpe noce npeMbepbl GUnbMa, CoAepXancs, B TOM YKUCAe, BbICKa3blBaHWS
MNHOCTPaHHbIX KyPHaNMCToB. [oKa3aTenbHO, YTO TOHaNbHOCTb OLEeHKK Ghurnbma
COBETCKMMU AeATENIMUN KyNbTYPbl U KMHO B A@aHHOM MaTepuane konebanach
OT CHUCXOAMTENBHO-NOOWPUTENBHON Y A.B. JlyHayapcKoro, npeHebpexmnTens-
Hol y [131rn BepToBa, yBEPEHHOTO B «BECUENBHOCTH U HEHYXHOCTW KapTUHbI»,
npoHunyeckon y /lbea Kyneliosa, MeHOBaBLIEro GUabM «60NbLIOW U CEpbe3HOMN

¥ KnuHo-Hepens. 1924. (32) 4.
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paboTon 3abNyaAtoWMXCS NtoAel», 40 OAHO3HAYHO HeraTueHoM vy L. InvaBa
(npeacosHapkoma C.C.P. Tpy3uu). HanpoTus, 3apybexHble XypHanucTbl Aanm
vnbMy bonee BbICOKYIO OLEHKY, BbICKA3blBasCh O HEM YBaXWTENbHO, 3anHTe-
pPecoBaHHoO 1 aaxe He 6e3 BocxmuleHus. Tak remc A. Munnc (koppecnoHaeHT
«The Associated Press of America»), oTMe4as BbICOKUIA YPOBEHb TEXHUYECKOTo
MCMNOMHEHNS KaPTUHBI, BbIPaXKan COMHEHWSs O TPYAHOCTSX BOCMPUATUS CIOX-
HOTO CtoXeTa C nepeMeHamu MecTa AencTeurs. Obpallan BHUMaHWe Ha Henpu-
eMNEeMOCTb /15 aMepPUKaHCKOW LieH3ypbl HEKOTOPbIX 3MN30/08, B YaCTHOCTH,
C n30bpaxeHnem mepTaeLa B rpoby 1 ¢ nossneHnem B Kafpe obLecTBeHHOro
TyaneTa. BmecTe ¢ TeM npu3HaBan BeEpOSTHOCTb ycrnexa dunbMa B EBpone 1
BbICOKO OL@HMBAN OfIUH W3 3NM3008B Hay4YHO-PAHTaCTUYECKOM MapCUaHCKOM
nmuum: «Camas nydiias cueHa B “AanunTte” 370 — 6e3yCoBHO Ta, B KOTOPOW 130-
bpaxeH cnyck XKupoli cunbl” B noasemenbe» (4To roBopaT 0b «AanuTe», 1924,
. 6). @. A. MakeH3w (rnaBHbI koppecnoHaeHT B Poccuu «Chicago Daily News»)
BbICKa3blBaN COObpaxeHne o HecbanaHCMPOBAHHOCTY CHOXKETa, CAMLLIKOM pac-
CeuBaloLLEro BHYMaHVe Ha 3NM30AMYeCKyX UL, U He JOCTHratoLLero Tol 3asep-
WEeHHOCTM KOMMO3MLUMM, KaKkasi MpUHSTa B aMepuKaHCKnx dhunbMax. OfgHako
XKYPHANUCT Bbipa)kan BOCXMLIEHME «M300peTaTenbHOCTHI0 U MCNONHEHMEM,
YBNEeKaTeNbHOCTbO IKPAHHOMO AENCTBISA (TaM xe).

B AaHHOM KOHTEKCTE 04eBUAHO, YTO hunbM AkoBa NpoTa3aHoBa No cue-
Hapwto ®énopa Ouena v Anekces ®aliko MHTYUTUBHO OLLYyLLaeT HecHacTbs byay-
Lero, 4yTKO MPorHo3mpyeT TeHaeHunr repmetmsaymm 8 CCCP, nocteneHHoe
YCNOXHEHME W MPAKTUYECKY0 HEBO3MOXHOCTb CBOOOAHOM KOMMYHMKaLMV psiao-
BbIX FPaXAaH C 3apyOexHbIMM CTpaHaMu, HAKOHELL, 3MOXY ©KeNe3Horo 3aHaBeca,
[0 KoTopon B cepeanHe 1920-x 6bi10 elle aanexo... Ha Haw B3rnsa, noTpeb-
HOCTb MepPCOHaXeN B KOMMYHVKaLMW C PYroi MNaHETOW CIOKETHO Kamydnu-
pyeT 1 OfHOBPEMEHHO CUMBONM3MPYET NOTPEOHOCTL aBTOPOB GuibMa B npe-
Of0NEeHNM FpaHnL, CBOEro rocyaapcTtsa. 3aByanvpoBaHHO dhunbM GuKcHMpyeT
BbICOKYIO LI@HHOCTb MeXAyHapOAHbIX KOHTAKTOB Ha POAHO NnaHeTe, B peanb-
HOW COBPEMEHHOCTM.

COMOCTABUTE/IbHbIA AHANIN3 OBPA30B A3/INTbI U HATALLN

yCTDeMﬂeH na B HedoCAraeMyto fab, K MHbIM M1aHeTaM, 1 nobosHoe 4yB-
CTBO M3Ha4Ya/bHO CBA3aHbl BOeANHO B CHOXXeTe MapCI/IaHCKOIZ HN3HU, KOTOprIZ
Jlocb BMAOAWNT BO CHE, BHYTPEHHUM 3PEHNEM. Mapcmchxl/le BMAeHWA OTBe4atoT
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TOW CYWIHOCTY reposi, KOTOPYIO OH He MOXET peani3oBaTh B COLMaNnbHO-ObITOBbIX
napameTpax COBETCKOrO MHMEHepa v «CHacTIMBOrO MONOAOKEHE», KaK LUYTANBO
Ha3sbiBaeT ero CnupuraoHoB. H. Llepetennu, npoucxoanBuiniia U3 poaa byxap-
CKMX AMUPOB 1 CO3aaBlWMi B TeaTpe Tanposa 0bpa3bl Pamumpbl-kudapeaa, npo-
poka VokaHaaHa B «Canomee», innonnta B «defpe», He MOXET CAienaTs CBOero
reposi MOXOXMM Ha COBETCKOTO «MPaXaaHnHa» iu «ToBapular. MrxeHep /lock
3aKOHOMEPHO BbIMMAANT KaK BbICOKMIA TPArMYecKunii repori 3noxm cMBOAM3Ma
1 MofepHa. ApucToKpaTUyeckoe Nnuo, oblias MUMUYeCcKas HanpsKEeHHOCTb,
33/lyMUYMBOCTb, MENAHXONWS. .. BeCb OH HEMHOTO He OT MKpa Cero, OTKyAa-To
M3 obnactu muda, nereHibl, UCTOPUK, BONbHOW daHTaznu. OT TaKoro repos
MOXHO X[AaTb YLWEBHbIX HA[/IOMOB, MPPALMOHANBHOCTU, 3CKaNag oT4asHNs,
IKCTATUYECKOTO YNOEHUSI MITHOBEHUSIMU TAaPMOHUW UK ee 1nto3un. Bee ato
1 ByneT BM3yann3mpoBaTbCs B «<MapCUaHCKOM 6ecCco3HaTenbHOM».

Bu3yanbHble 06pa3sl OrpPOMHOTO HeAOCsraeMoro M1upa — nogapok fopa
A3nuTe — camoe LieHHOe U eiMHCTBEHHOE, HYTO CNYXKUT 3HaKOM 0CObbIX ero
4yBCTB. [OCTYNOK MapCUMaHCKOro y4eHoro TamuT B cebe pednekcuio o HefocTyn-
HOCTV NpefMeTa MeYTaHWii, KakvM SBNSeTCs caMa LapcTBytollas Kpacasuua,
Kak Obl 3aKtoyatollas B cebe Hefocsaraemblli «Lenblid MUp» Ans BAOHBAEHHOO
n3o06petatens. HW npu kakux 0bCTosTeNbCTBax [oOp HE CMOXET OKa3aThCs en
PaBHbIM B He3bI6N1eMO couvansHoW nepapxn. Ho fop v AannTa cTaHOBSTCA
PaBHbl B CBOEN (hM3MYeCcKolM yaaneHHOCTW OT WHbIX MAaHeT U YAUBUTENbHOMN
BO3MOXHOCTW MHOIA@ Co3eplaTh MX. TeM cambiM [0p Kak bbl npnbnmxaeT K cebe
A3n1TY, NENSChb C HEIn CBOMM TaliHbIM 3HAHUEM 1 BO3MOXHOCTbI. OfiHaKko A3nuTa
BNIOBNAETCS B HEAOCArAEMOro 3eMASHMHA U B CWTY 3TOMO AYXOBHO-3POTUYECKOTO
NpUTSHIKeHWs oTaanseTcs ot fopa. V1 npu 3ToM, NapafoKcanbHbIM 06pa3oM, oKa-
3bIBaeTCs TUETHO MOAsLLel fopa O TaKTUABHOM KOHTaKTe, O KacaHuu ryb (noytn
Kak Canomes, xaxaaBuas nouenys MokaHaaHa).

®r3NYeCKN reporHs ycTpemaeHa K fopy, YoM gyLieBHbIE ABKEHMS TOHKO
1 Ha Menbyanwmx HoaHcax nepefaeT KOpuid 3aBafcKunid. B oTBeT Ha nopbis
A3nUTbI MapCUAHCKNIA YHEHbIN HaNPsHKeHHO 3amupaeT 1 BO3ABUIaeT 3MOLUMO-
HaNbHYIO «CTeHY» — 1 Byy4n He roTOB K MHOMMAAHETHOW OpraHunKe nouenys,
1 He enas OblTb BCEro N1Lb YCNOBHOW MOAENBIO ANS MeYTaHWi O HeAOCTYM-
HOM 3EMHOM MYyX4UMHe. HYBCTBEHHbBIN MMMYAbC A3ANTHI 1 TI0OOBHOE, OAHAKO
Aanexo He r31ONOrNMYecKoe, AyXOBHOE TOMNEHKe fopa ABASIOTCA OT3BYKaMy
AYWEBHOMN CMYTbI, 3eMHbIX 0O0BHbIX Tep3aHuit /1ocs, NOTOMY 1 YHOCALEroCs
AyWwon Kk Mapcy. 3poTuyeckrie nopbiBbl U hAOMALI HEYAOBAETBOPEHHOCTH

¥ B pomaHe Anekcest Tonctoro repos 3oByT Mctucnasom Cepreesuyem. B dunbme oanH-ABa
pasa B TMTPax MenbKatoT vHuumansl — M.C. /locs. Ho oHM HK pa3y He pacwndpoBbIBaOTCS,
y ViHXeHepa /1ocs Kak Bbl HET UMEHU, KaK HET HU MMeHU, HU fiaxe UHULMAN0B Yy HXeHepa
CnupunaoHOBa, AABOVIHMKa /10Cs, ChirpaHHOro Tem xe Llepetennn.
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€O3[at0T BO3BbIWEHHO-TOMUTENBHYIO aTMOCdepy, HanpshkeHne TO Caepxu1Ba-
eMblX, TO (hOPCUPOBAHHbIX IMOLMIA. OHM MPOHN3bIBAIOT HE BCKO MHOTOCOMHYIO
KapTVHY M1pa, HO Te NPOCTPaHCTBEHHO-BPEMEHHbIe ee dparMeHTsl, rae pa3so-
pPaYyMBaeTCa AyXOBHAA aKTUBHOCTbL flocg, fTopa, A3nnTbl 1, No34Hee, HaTalwm Kak
obpa3sa B 6ecco3HaTeNbHbIX «MeYTaHUsAX» /1ocs. ..

3 TUTpOB ABCTBYET, 4TO Mapc BnageeT co3HaHmeM J10ca ele 00 poxae-
HUA PEBHOCTM K MOLWEHHNKY Ipnuxy (Masen Monbk), CUMYyAMPYIOLEMY YXaXKBa-
HVe 32 eHOW NHXeHepa, HaTawwelt (BaneHTuHa KynHmku). B OKaToM M3N0XKeHNM
ClOXETa Takxe DUKCMPYETCs CMYTAaHHOCTb B CO3HAHMMW MHXEHEPA ABYX KEHLLIVH,
peanbHoW 1 BoObpaxaeMoit, MHoMNaHeTHow: «/ /locb NOYYBCTBOBAN, KaK 3TO
\Ke He pa3 ObINo C HUM, 4TO CO3AiaHNe ero pas3aBanBaeTcs, OKpyxatoulve npea-
MeTbl CTAHOBSATCS NPO3PaYvHbIMU 1 PACCENBAKOTCS KaK AblM, @ 38 HUMU TYMaHHO
CKBO3AT O4epTaHWs HEBEOMbIX PACTEHMI 1 3AaHUI MHOMO MMPa, TaK HEeMOX0-
XKEro Ha 3eMHOM. .. VI )KeHLmMHa nepeq HWM. .. HaTawa. .. HeT, He HaTawa. .. bonee
XPynKas 1 TOHKasl, B CTPAHHOM OflesHWN. . .» (ANeHNKOB, 1924, . 6)

MeyTaHwua /locs o Mapce nuiib YCUMAMBAKOTCS M 0OpeTatoT HaBs34MBbIE
hopMbl B KOHTEKCTe yrybnstoLlerocs pasnaga c xeHoi. MapcraHckas peanb-
HOCTb BOMpaeT B cebst He TONbKO TEMHYIO CTOPOHY Becco3HaTenbHoro /locs,
HO 1 HECOBMECTVIMbIE C COBETCKOW OBbIAEHHOCTbIO MAeansl 1, CKaxem YCNOBHO,
MO3UTUBHbIE LIEHHOCTK. B YeM xe A4 J10Cs 3Ta «yTONMMYecKas 13HaHKa» Mpay-
HOW MapcuaHCKou aHTUyToNmm?

Bbigennm YyeToipe acnekra. Bo-nepsbix, /10Cb MOAeNMpPYeT caMo Hannvme
[aNeKoi NpeKpacHo MapCUaHKn, OANHOKOW 1 3aBOPOXXEHHO BUAOM 3€MHOMO
HEeAOCTYMHOrO MYXYMHbI, MPUHAANEXKALLEro APYrov eHLmHe. B AaHHbIX 0bpa3ax
Hecco3HaTeNbHOro NPOYUTLIBAETCS TOCKA repos MO MHTEPECY K cebe CO CTOPOHI
APYTUXKEHLLMH, CUMBOMN3VPYIOLLNX U BONBLION HEOOBSTHbINA MUP, U KEHCKYHO
3aMpPEeTHYIO CTPacTb. /TOCh MCMbITHIBAET NOTPEOHOCTL B HE3aYPSAHOM XKeHWMHE,
A1 KOTOPOM Y3HaBaHYe O ero CyLeCTBOBaHNM — OrPOMHOE COBbITUE, UMMY/bC
A/19 NOCTOsIHHOM pedneKcum.

Bo-BTOPbIX, MbICTIEHHO J10Ch MoMellaeT A3KTY Ha BepLIMHY 0bLLeCcTBEH-
HOW vepapxum Mapca. 3To He MPOCTO KpacaBuLa, HO MPeKpPacHas XeHLWMHa apu-
CTOKPATUYECKOrO MPOUCXOXAEHNSA. U, Cyasd NO CTUNUCTUKE NPEnpPOBOXAEHA
BPEMEHMU, MO XapakTepy obueHus A3nuTbl, /IOCHO HEAOCTAeT MMEHHO apuCTo-
KpaTWMYeCKOM KyNbTypbl B MaTTEPHAX XEHCKOTO NMOBEAEHUS.
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Puc. 3. HxeHep Jlocb (Hukonaii Lepetennu) u Aanuta (Onusa ConHuesa).
Kagp u3 dunbma «Aanuta» 5. NpotasaHoBa, 1924.

Fig. 3. Engineer Los (Nikolai Tseretelli) and Aelita (Yulia Solntseva).
Still from Aelita. (1924). Directed by Yakov Protazanov®

B-TpeTbux, A3n1Ta BO MHOTOM MPOTUBOMOOKHA XeHe /10Csi, BOCTMOMHSS
«AebUUNTHBIE» NAaTTEPHbI MOBEAEHNS 1 MEPEXIMBAHMS, KOTOPbIX FepOH TaK He XBa-
TaeT BKEHLIMHE 13 COBETCKOW peanbHOCTY. HaTala yBneyeHa cHavana paboToi
Ha 3BaKOMYHKTe, NOTOM — B AETCKOM 1oMe?!, [1p1 3TOM OHa COBEPLIEHHO He NHTe-
pecyeTcs paboToi cBoero Myxa. Hukakoro Mapca v KocMoca B CO3HaHMM HaTalm
HET, OHa BCs MOTOLLEHA COBETCKOM MOBCEAHEBHOCTbIO. B TO Bpems kak A3nvTa
NPOSBASIET CTPACTHbIN MHTEPEC K M306peTeHwto fopa. OTHOWEHKS MapCUMaHCKOro
XPaHWUTeNs NNaHeTHOW SHePrM 1 A3AWTbI B LLEIOM CTUMYVPYHOTCS 1 MPOSIBAS-
OTCS UMEHHO Yepe3 OTHOLWEHNME K M300peTeHHOMY annapaTty afs HabnoaeHms
32 K13HbIO 3eMu 1, MO3AHee, Yepe3 PeBHOCTL [opa K /locto.

HaTalwa nocTosHHO NpebbiBaeT B rylile Hapoaa Unn cpeamn coceaen, cy-
YalHbIX 3HAKOMbIX 1 MOCTOSHHO 3aHsTa KAaKUMU-TO ienamu (MULWEeT AOKYMEHTbI,
NnoMOoraeT 3BaKyMpyeMbIM, CTUPAET, FOTOBUTCS K CMEKTAK0, eeT Ha «Heneranb-
HbIld 6an»). A3nvTa Benn4yaBa, LapCTBeHHa, CKOHLEHTPUPOBaHa Ha pednexcum

2 NcTouHMK M306pawenns cMm. / See the image source: https://thecharnelhouse.org/wp-
content/uploads/2013/05/tumblr_mébf32vmzelqgyz5col _12801.png (16.06.2024).

! HaTalwa nokasaHa 3ab0TsLelics 0 MHOXECTBE 4yxux AeTen. MoTvs runepTpodrpoBaHHoro,
HO YMCTO [YXOBHOTO MATEPUHCTBA — BHE CeMbl, GpaKa 1 (hr3MYecKoro pernpoayunpoBaHmis
KIU3HW — BroceacTsuy 6yaet paseuT ®puiom JlaHrom B obpase Mapun B «MeTpononmces.



https://thecharnelhouse.org/wp-content/uploads/2013/05/tumblr_m6bf32vmze1qgyz5co1_12801.png
https://thecharnelhouse.org/wp-content/uploads/2013/05/tumblr_m6bf32vmze1qgyz5co1_12801.png

0 HefoCsAraeMoM 3eMsiHUHE, NPebbIBAET B NMyCTOTE U NPa3AHOCTU. Ee 3aHsaTus,
npwv BCel NprYyaInBOCTY UX aTprbyTOB, HANMOMUHAIOT 3eMHbIe apUCTOKpaTUYe-
cKkne dhopmbl focyra. Aanuta cuanT y doHTaHa U pucyeT NopTpeT Bo3NtobneH-
HOTO, MOTPY)XeHa B [yMbl O HEM. A3/1MTa BHOBb B O[JIHOYECTBE, UTPAEeT Ha HEeKOEM
MY3bIKabHOM WHCTPyMeHTe, NoxoxeM Ha apdy. MapcraHckas apda oTcbinaet
K BO3BbILEHHOCTY 3BY4aHus CTPYHHBIX, B TO BPEMS KaK My3blKy COBETCKOI fei-
CTBUTENBHOCTY NPEACTABNSET rapMOHb KpacHoapMelila lNycesa.

Kak cnpaseanveo copmynvpoana Tamapa Cepreesa, B aaHHOM hunbMe
«obpallieHne C NOPTPETOM xapaKTepu3yeT B3aUMOOTHOLWEHVS NepCoHaxen»
(Cepreesa, 2008, c. 64). M ecnn NopTpeT HE3HAKOMOTO 3eMAISHMHA B pyKax Map-
CMaHKKM — 3TO 3HAK TalHOTO ee TOMAEeHWUS, OAEPKMMOCTU NOBOBHON CTPaCTbIO,
TO B COBETCKOM peanbHOCTU «BbIBPOLIEHHbIV 13 MeAanboHa Ha 3anneBaHHbIN
non noptpeT BAtobaeHHoro CnupuaoHosa» (Cepreesa. 2008, c. 64), nonaswwi
nof Horu chilyky KpaBLOBY, — 3HaK NpeHebpexeHuns YyBCTBaMu, CYMBOJ Me-
HeiCcKoro HeyBaXKeHMs U K MOPTPETY, 1 K MefanboHy Kak BelHOMY BOM/OLLe-
HYIIO AyLEBHOW NpurBa3aHHOCTU. OgHMM CNOBOM, apucTOKpaTUYecKre hopMmbl
acTeTU3aLMY NepexnBaHnii Ha Mapce KOHTPaCTUPYIOT C COBETCKMMY peanusmim
NOAYEePKHYTO MPOCTOHAPOAHOM KYNETYPbI, HU3KUMM OTTEHKAMM MEXANYHOCTHbIX
OTHOLLEHWN, HU3KOW CTUAMUCTUKOW 3CTETU3aLMM MOBCEAHEBHOCTH (M0bUTENb-
CKMIA CNEKTaKb Ha 9BAKOMYHKTE, H3MMaHCKWI «HeneransHblv 6an»).

HaTalla MHOro 06U@eTcs C Myx4rHaMmn. A Kpyr obueHns A3anTsl npe-
AenbHO orpaHnyeH. OHa B MOCTOSIHHOM KOHTaKTe TOMbKO CO CBOEW «/1t0BUMOA
NPUCYXKHULEN» VxoWwKON. MTobsiero ee fopa LapcTBeHHas MapcUaHKa b
MCNONb3YET AN NMLE3PEHNS 3arafloYHOT0 3eMsHHa. Ee ecTbl KacaHus fopa
1 MUMUYECKNE ABVKEHNS, 3arMsiiblBaHys [Opy B r1a3a ConpoBOXAAIOT NPOCLOy
0 loCTyne K MoryulecTBeHHoMy annapaTy. C Tyckybom A3nuTa KOHMAMKTYeT.
HW B 0fHOM CLieHe OHa He NpefaeTcst H1 BeCebio, Hit KOKETCTRY. HaTalua xe noc-
TOSIHHO KOKETHWYAET UMW IPY)KECKN 0BLIAETCS C IPIUXOM, COBEPLIEHHO HE NOA-
YyepKrBast 0COOOCTb CBOVIX OTHOLWEHWI C MyxeM. Ecnn HaTala MHOTo cMeeTcs,
el CBOMCTBEHHbI Pe3KMe 3HePrudHble ABVKEH NS, A3VTa Cepbe3Ha, NpeaenbHo
ciepyaHa B MUMUKE, EeCTUKYASLMA U ABWKEHVSIX, NOAYEePKNBas OCTOMHCTBO
LapCTBYOLLEN.

TaknmM 06pa3oM, MapcraHcKue BuaeHs /1ocs MOryT MPOUnNTbIBATHCS Kak
€ro TOCKa Mo NpeKpacHoN laMe, AaneKkor OT NOBCeAHEBHbIX MaHEP HU3LINX
KNaccoB, OT ObITOBOW CyeTbl 1 paboTbl, OT KOHLENTa PaBEeHCTBa BCEX MpaXaaH,
NaHWbpaTCTBa MYXYUH U KEHLIMH, OT NOTPEOHOCTM B MOCTOSHHOM Becenbe,
passneyeHusix, OKMBAEHHOCTM No N0HBOMY MeIKOMY MOBOMY (0AHWUM 13 B3PbIBOB
HerofoBaHWs /locs oTMeYeHa PalocTb HaTalmn Npu Brae KopobKu Lokonag-
HbIX KOHET, pa3nobbITOM Be3aecyWwM Ipanxom.) ITo He oTpuLaeT nepeHoca
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Ha 06pa3 A3nnTbl HEAOBEPUS, KOTOPOE Yy /10Cst CPOPMIMPOBAHO MO OTHOLIEHWIO
K CBOEW eHe BMeCTe C NPeACcTaBNeHnem O CKIOHHOCTY XEHLLVIH pa3pyLiaTh BCe
OXMAaHWs, B T. Y. BNonHe ctepeoTunHsle (Conrad, 2018, p. 36).

BcTpeya nHxeHepa /locs 1 AanuTsl sBASIET OO0 Knaccu4eckuii Bapu-
aHT KynbMUHaLMK NOOOBHON MeNoAPaMbl — 3TO CLEHA «yTONEeHUs CTPacTw»,
C 3aMUPAHMEM MYXXUUHbI Y HOT BO3MOONIEHHOW, YYBCTBEHHbIMU MOLENYSMN,
MCCTYNNEHHbIM 3aNpPOKNAbIBAHVEM FON0BbI. /IOCh GepeT A3NNTY Ha PyKX 1 yKna-
AbIBAET Ha NI0XE, BHOBb CKIOHSISICh [i/15 CTPACTHOrO NOUENys K ee Wee v rpyau.
B apyrom dunbme nofobHas cleHa Morna Obl pa3birpbiBaThCs B 4EKOPALMAX
BypKya3HOro UM apuCToKpaTUYecKoro nHTepsepa. Ho camaaHve c AanuTol
NPOUCXOANT B MNYCTOTE NPUYYANNBbIX KOHCTPYKTUBKCTCKUX NMOKOEB, YTO Kamyd-
NIVIPYET WX <KNACCOBYIO BPaXAeOHOCTb».

[MaBHblE CBOMCTBa MapCUaHCKOro NpOCTPaHCTBa CBUAaHNUS — obLwnp-
HOCTb, 6e3ntoane, NoaHoe NOAYMHEHNE LeNaM BCTPeYM C BO3NOONEHHbIM.
B KakoM-TO CMbIC/1E MOKOM A3MINTbI @Han0orMYHbI CMOTPOBOM MoLaaKe MOCKBbI
€ BMAOM Ha Kpemsb, rae BCTpeYanuchb 1 Lenosannce /lock v Hatawa®. 3aech
1 TONbKO 3[1€Ch, HA BbICOKOW TOYKe 0630pa COBETCKOW CTONMLbI /Tock 1 HaTalwa
ObINV COBCEM OfIHM, HE CTUCHYTbIE HU Y3KMMIW CTEHAMU, HY 0OUANEM OblTOBbIX
NpeaMeToB, H MOCTOPOHHUMU MOABMU. 3[€Ch, KaK HU CTPaHHO, BOM/IOLWanach
BbiCcWas GopmMa NpMBATHOCTY BpayHON Napsl (M ee NPUHAANEXHOCTHU COBET-
CKOMY roCyAapcTBy). Bce ocTanbHble NpoCTpaHCTBa BCTpeyn Jlocs n Hatawm
ObINV «3aMyCOPEHbI» ULHUMUI BeWaMu, NH0bMU, CYETON 1 HEHYXHbIMU J10CtO
aenamn. CBOM nouenyi Ha oHe Kpemns J/lock v HaTalwa conpoBoXaanu B3rns-
AOM, KaK Dbl Clly4aliHo 6poLleHHbIM B Kamepy. [laHHble Kaapbl Oblvi CMOHTMPO-
BaHbl C B3SA0M A3/IUTbI B «<KMHETOMOH». Mony4anocs, 4To J/10Cb MbIC/IEHHO
MOAENMPOBaN XenaHHbIi B3rns/ BoOOHbpaxxaeMoli KpacaBuLibl M pa3BmBa yMo3-
PUTENbHYIO KOMMYHUKaLIMIO C A3IMTON Kak (DeMUHHbBIM LIEHTPOM CBOEN «MapCh-
aHCKOW 6e3/Hbl», CBOEr0 BHYTPEHHEND M1Pa.

MapcmraHcKuii aHTypax NtbOBHOIO CBUAAHMS OTBEYaeT NoTPebHOCTY
J1ocs B HTVMMHOW 61130CT1 Nocpean CBOOOAHON 3CTETU3NPOBAHHON MyCTOThI.
B MapcuaHCKOM CBUAAHWUM NPOSBASIETCA NaTeHTHAs CKNOHHOCTb repos K aKC-
Tepuopu3aLmm NepexmnBaHms CBOEro NMYHOro TpuymMda, IKCTasa B3avMHOro

22 3T0T Kagp 3vMHelt MOCKBbI C MaHopamol Kpemns NpoTUMBOPEYNT YTBEPHAEHNIO, BCTpeYa-
joLLLEMYCS B COBPEMEHHOM Tpyfe O COBETCKOM KMHO: «... MaHOpaMupoBaHue Mocksbl (B 0co-
HEeHHOCTM C TaKoi To4KM 0630pa, Kak BopobbeBbl ropbl) He NOAYYMNO CKOMbKO-HUOY AL Cepb-
€3HOr0 OCMBICTIEHNS W MPUMEHEHNS KaK NprYeM KUHopeun. Ham V3BeCTeH Nub OfMH Kaap
TaKOro pofa, BBEAEHHbIN B clieHapuii E. Ynpukosa «/lesbr ropbi» (1918): “CataHa B obpase
XpucTa v anocTona CTosAT Ha rope 1 0603peBatoT OrpoMHbIV ropog (Mocksy)”» (AHrMpos, 2011,
. 165-166). Y MNpoTasaHoBa B «A3nMTe» NaHOpaMnpoBaHue MOCKBbI MPUCYTCTBYET U ABNSET
3HaUYMMbIA MOMEHT B PA3BUTUM CIOKETHbIX IVHWUIA U 3MOLMOHANbHBIX MAaTTEPHOB NMEPCOHAKEN.
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oboxaHns 1 obnagaHns — Bpofie bbl B yeAMHEHUN, HO U Ha BUAY Y BCENEHHOM.
PeanunsyeTcst NOTpebHOCTb B BbICOKOM CTUE MPOSBAEHNIA NHOOBY KaK 0fepK1MO-
CTU, NOKNOHEHWS!, YYBCTBEHHOW CTPACTW, MOMHOW NOMOLLEHHOCTY APYT APYrOM.

Takxke B cLeHe MtobBM /loca 1 A3MThl BONOLLAETCS NOTPEOHOCTL repos
B NPW3HAHWW 3HAYMMOCTM €ro IMYHON XM3HW 1 NeranbHOro nNpasa Ha Hacna-
XAeHve B KpacMBOM aHTypaxe. MofobHoe HacnaxaeHne, He OMpaYeHHoe CTbl-
[0M, HEBO3MOXHO B COBETCKOMN peansbHOCTH. Tak, 6an, Ha KOTopsIii npurnaleHa
HaTauwa, uMeeT «HeneranbHblvi» CTaTyC, a pa3Bnederve Ha bany 1 faxe camo
obnayeHvie HaTalww B Hapsf A1 CBETCKMX PayTOB MNOAAETCS Kak 3TUYECKN Hebna-
FOBVAHbIN, OWMOOYHbIV naTTepH noseaeHns (Widdis, 2008, p. 55). MNpebbiBaHmne
Ha bany paHo MNW NO3AHO AOMKHO NPOBYANTL B repouHe CTbifl, NpU3HaHne
HEAOCTOMHOCTY CBOEro NerkomblCaums. /1ocb He BUAMT Bana, HO 3a Hero, Kak bl
B3r1a0M BAM3KOro No Ayxy YenoBeka, BUAWT 1 nepeaaeT CUeHbl H3MMaHCKOM
BEYEPUHKI Kamepa, MNoCAyLHas pexuccepy v onepatopam HOputo Xenabyx-
CKOMY 1 IMuto LUtoHemaHy.

B MapcraHcKux BUAEHKsIX 06pa3 A3NTbl NEPUOANYECKM 3aMeHsieTcs 0bpa-
30M HaTaluwm, 06a }eHCKMX Tvna Kak bbl COCYWEeCTBYIOT B Aylie repos. OT cTpa-
CTV C BOOOpaXkaemMoi A3nnTon J/1oCb NepexoanT K CTpacTh ¢ AanuTol B obpase
HaTtalwm vnm K MeyTe 0 3aMelleHny MapCraHKy 3eMHOM, XOPOLWO 3HaKOMO
XKEHUIMHON, KOTOPash B TPYAHYIO MUHYTY rOTOBa NPOSBASTL MaKCUMYM 3MNaTuK,
3aWLLaTh ¥ cnacatb BO3Ntob1eHHOTO.

B npousseaeHnmn A. TONCTOro repoit TepsieT 06enx MobUMbIX HKEH LWLNH
B CUNY 0O BEKTHBHbIX 0OCTOSTENBCTB, 1 B 3TOM YyBCTBYHOTCS OT3BYKM 3MOXM Hanu-
CaHMs poMaHa. AHHa, 3EMHas XKeHa MHxXeHepa, YM1UPaeT OT Tsenon 6onesHu.
Ha Mapce /locs n A3nuTy pasny4atoT BOWHbI NO NPMUKasy npasuTens n oTua
aeBywku, Tyckyba, NpOTMBOCTOSAWEr0 PEBOIOLMOHHO HACTPOEHHbIM MapCu-
aHaM, CTOPOHY KOTOPbIX MPUHMMaOT 06a 3eMAsHMHA. B XKMBOMUCAHNN 3TUX
KONNM3KI TONCTOM BBICTYNAET He TONbKO KaK haHTacT, HO 1 KaK peanncT: OH He
CKIOHeH CO3/aBaTb repos CO CBEPXCMOCOOHOCTAMY MK NOKa3blBaTb CyYaliHble
CYaCTNVBbIE CNACeHMs B Ayxe aBaHTIOPHOMO XaHpa, HO ybeamTenbHo MUKCK-
PYeT 3aB1CUMOCTb OTAE/BHOMO YE0BEKa OT KECTOKMX BHELHWX 0OCTOSTENbCTB,
OT PEBO/OLMOHHOM 3MoXM. He ToNbko AHHA M A3AK1Ta, HO ¥ caM J10Cb B poMaHe —
KEPTBbI PEBOIOLUMOHHOIO BPEMEHM C €70 Xa0COM, Pa3pyLIEHNEM HANTKEHHOTO
6bITa, aNnaeMnsaMU, 6e3KanocTHoM 6opbOOY 3a BNACTb, MOTEPSHHOCTbIO MHTEN-
NeKTYyaNnbHbIX OAMHOYEK C TOHKOW IYWEBHOM OpraHm3aLmneit.

fepoi e bunbMa B MOCKOBCKOW peanbHOCTY COBEPLIAET U3 PEBHOCTU
MOKyLWEHWE Ha YOUINCTBO XeHbl, CTPensis B Hee. B MapcraHcKkoi Boobpaxae-
MOV peanbHOCTU, NPUAS K KOHPANKTY C A3NUTOW, NOAABNSIOWLEA PEBOMOLMIO
1 pBYLLENCS K BNacTu, /ock xBaTaeT BO3NOONEHHYIO 1 HpOCaeT ee B MpoOnacTb.
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Mpuryem, B 3TOT MOMEHT A3N1Ta NpeBpallaeTcs B HaTally, T. €. MbIC/IEHHO repoit
KaK Obl BHOBb COBepLIaeT yOuicTao xeHbl. CaenaH SBHbIN aKLEHT Ha BONEBbIX
MMMYAbCax reposi, Ha ero CMOHTaHHbIX MOCTYMKaX, BepLUaLLMX CyaAbbbl 06enx KeH-
WVH B 0ObIAEHHOM MUpe 1 B ero haHTasum.

B3anmooTHoOWeHWs nHxeHepa /loca ¢ HaTawwelt 1 A3AnTol YacTUYHO npea-
BOCXMLLAOT NaTTepH «Consipucar, o kotopom CnaBoi Himkek 3amedan: «KenbsuH
AorafblBaeTcs, YTo Xapy — 370 MaTepranu3aLys ero COHCTBEHHbIX MYyOUHHbBIX
TpaBMaTuyecKknx daHTasnii (...) He Bo3BpallaeT v 3TO HAC K KNaccuyeckomy
AHTUDEMUHUCTCKOMY MOHATUIO BelHMHIepa 0 MeHLWMHe Kak CUMNTOMe Myx-
YMHBbI, MaTepuranm3auny ero BUHbI, Ero rpexonageHns, KoTopas MOXeT OCBO-
60anTb ero (1 cebs) Nullb Yepe3 CobCTBEHHOE CaMOoybUIMCTBO? TakM 06pa3oM,
«Consapunc» NOAYMHSAETCS KNacCUYeCKyM NpaBmnam Hay4How haHTacTUKK BOM/O-
WaTb B CAMOW peanbHOCTW, NPenoHOCKTL Kak MaTepuanbHbii hakT npeacTas-
NeHne 0 TOM, YTO XeHLMHa BCero N1lb MaTepuanmsyeT MyxcKre daHTasnm
(...) cyuecTByeT NuLb B MeYTax [pyroro — n nuilb A0 Tex Nop, Noka dhaHTasum
[pyroro cocpefoToyeHbl Ha Hei ...» (Kixek, 2014, ¢. 186-187). iHbIMK cnoBamu,
B hunbme MpoTasaHoBa 1924 rofa yxe MpoucxoamT CBoero poaa «metadusa-
LMS» KeHLLMHbI, NpeBpaLlleHye ee B (haHTOM, yBNeYeHne repost 3TuM haHToOMOM,
a3aTeM — pelleHne 0TKa3aTbCs OT KOMMYHUKaLWM C HUM.

B dunbMe TapKoBCKOro ayxoBHble nepunetun Kpuca byayT MOTUBUPO-
BaHbl €ro nepexmBaHnemM 4yBCTBa BUHbI MO OTHOLEHWIO K peanbHON eHe,
COBEpLIMBLUEN CaMOYyOUIACTBO, NOCTENEHHbBIM OCO3HaHMEM U/NI030PHOCTU NOS-
BMBLIECS Xapy Kak NpoeKLun COBCTBEHHOIO ero BHYTPEHHErO M1pa, a Takke
HapacTaloLWmMm olLylleHneM rMyOoKoN CBA3M repost ¢ 3eMnel 1 3eMHbIM AOMOM.
B dvnbme MNpoTaszaHoBa AeCTPYKLUMS OTHOLWEHNI STocs C ASNNTOM U YHUYTOXe-
HVie CaMOM repomHI CBsI3aHbl C ee MpeAaTeNbCTBOM MapCUaHCKON peBONOLMN,
T. €. HOCSAT KNacCOBO-UAE0NOMMYECKNI XapaKTep, YTO He MeWaeT VX yMO3pu-
TeNbHOCTY.

BmecTe ¢ Tem ans MNpoTa3aHoBa, HECMOTPS Ha (aHTaCTUYECKUNIA CIOXKET,
LeHTpanbHbIM gBnseTC peekcnsa repos, Kak 1y TapkoBcKoro B «Conspuce,
0 YeM MULET coBpeMeHHbIi kynsTyponor O. NypoB: «... BaxeH Ans A. TapKos-
CKOro YenoBek, 0bypeBaemblii IK3UCTEHLMANBHBIMU AVNEMMAMU U MYyYUTENBHbBIM
MOMCKOM CMbICNA XM3HW. 10 3TOW NpUYMHE B KMHOKapTUHe “Conspuc” HayyHo-
(baHTaCTMYeCKMIA KOMMOHEHT HeceT Nno H6onbleln YacTu GoHOBYIO hyHKLMIO
(...) OcHOBHOE e BHMMaHKe pexuccepa yaenseTcs Ncuxonorum repost n 0co-
HEHHOCTSM ero AyX0BHOTO COCTOsIHMS» (TypoB, 2022, . 33-34). ABTOp OTMevaeT
BEPOATHOCTb NpeABMAeH S TapKOBCKUM TpaHChOpMaLmnm «3TUKO-MOpPanbHo-
HPABCTBEHHOIO KOMMAEKCa», MPOUCXOAALLEro B TOM YMCNE «BCNEACTBUE pa3-
BUTUS TEXHOMOMMIA U peBONOLMM B cdhepe KOMMyHMKaLMIA» (T'ypos, 2022, c. 34).
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Mbl, B CBOIO O4epefb, BUAMM, 4TO [1pOTa3aHOB yxe 4OCTaTOYHO BM3KO NoAo-
LWeS K aHaNOrMYHbIM NPefoLLyLIEHVSIM PAAVIKaANbHbIX NEPEMEH B 3TVIKe, MOpPany,
AHTPOMONOrMYECKNX Maeanax B 3Moxy KyasTa TEXHUKN 1 pafnKansHoro 0bHoB-
neHus obuectsa B 1920-e rofbl.

3AK/TIOYEHME

TaK, B hrnbme MNpoTasaHoBa CKNafblBaeTCs Ype3BblYainHO COXHAS
1 MONHas NPOTVBOPEYMNIA KapTrHa MI1pa, OHOBPEMEHHO YCKIMBatoLLas CoOoT-
BETCTBME COBETCKOW WAEONOM MM, HO 1 NPUHLMMAMANbHbIE Pa3HOMIacus C ee
nocblnamu.

B aMOUMOHanbHbIX MOPbIBaX 1 NocTynkax /locs B dunbme MNpoTasa-
HOBa BUAMTCS CKOpee 3aTaeHHOe YyBCTBO IMYHOW BUHbI Nepefs peBOOLIMEN
1 NOTPEOHOCTL NPUHECTU el xepTBY. BrHa /l1ocs — B €ro HemoHON AyLWeBHOM
oTAayve HOBOMY OOLLECTBY, B MapaniensHoi BHyTpeHHeln pednexcmn ob nHon
KapTuHe Mupa. XXepTBa 3aKOHOMEPHO NpUHMMaeT GopMy OTKasa OT A3NTHI,
KOTOPasi KOHLEHTPUPYET B cebe KOMMNEKC BbITECHEHHbIX XKENaHWI repost: Xaxay
IKCTPaOPAMHAPHOIO rpaflyca 3MOLWIA, TaHbIN KyNbT apUCTOKPaTHU3Ma 1 MOK/O-
HeHVs BoobpaXaeMoMy heMUHHOMY naeany, He coBnapatoLlemMy ¢ peanbHbiM
TWUMOM COBETCKOM XKEHLLIMHbI, yCMELHOM CyKallei HOBOroO rocyapcTBaa.

IMAyNbCUBHBIN XeCT Jlocst, pacnpasnstowerocs ¢ ASAnToi, NpoTMBOMNONMO-
XeH nopbiBy fopa, KOTOPLIN pa3pyluan CBOM annapaT, NoHAB, YTo bnarofaps emy
A3anuTa BntobKnack B 3eMAsiHWHA. TeM caMmbiM, Top — B CO3HaHWM /locs — roToB
6bINI MOXEPTBOBATb CBOVIM M306pETEHNEM pay BbICWIEN LUEHHOCTU, KaKyto Npef-
CTaBAsNa 4151 MapCUaHCKOro y4eHoro MNtoboBb.

COBETCKUIA MHXEHED ABWXETCS K OTKa3y He TOMbKO OT MppaLyoHanbHo-
CTV CBOETO CYOBEKTUBHOIO MMpPa, HO U OT BOOOPaXKaeMoro v MOLENVPYEMOro
KOCMUYECKOrO MyTEeWeCTBNS, OT MOUCKA KOMMYHUKALUMY C HBIMUW MAaHETaMU.
fepoi 3BONKOUMOHNPYET U NMPUXOAUT K HOBbBIM BbICLIMM LLE@HHOCTSIM — rapMo-
HVISl HE TOMIbKO C COBETCKOW EHOM, HO U C COBETCKOW peanbHOCTbIo. B duHane
vnbMa OYHYBLIMIACS OT CBOWX BUAEHWI Jlock 1 HaTalla naunnmyecku cuast
Y KaMuHa. /locb 6pocaeT B OroHb CBOM HEPTEXM KOCMUYECKOro Kopabns, roBops
XKEHe O TOM, YTO TONIbKO 3[EeCh, Ha 3eM/1e, B COBETCKOW PeanbHOCTH ero xaet
HacToslas paboTa. Tem cambiM, 1OOOBb K peanbHOM XeHe U NpeaHHOCTb COBeT-
CKOW CTpaHe CUMBOJIMYECKM 0OBEANHSIOTCS B eIMHON MU3aHcleHe. Oxunra-
HVIE YepTexen KOCMUYECKOro annapaTa — elle OfiHa XepTBa COBETCKOMY MUPY.
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Takol @uHan NpoTUBONoONOXKeH GrHany poMaHa, B KOTOPOM ronoc A3nTbl,
3ByYallMii B pafnonpuUeMHIKe, SBASETCS eMHCTBEHHO BAaXHbIM U OPOrM /15
reposi, OAVHOKOr0, NOCTaPeBLIEero, AyWeBHO NCTOWEHHOIO U He CNOCOBHOTO
ObITb CHACTMBbLIM B COBETCKOM Mupe (ToncTon, 1948, c. 245-246).

PeBontoums, HavyaTas Ha Mapce No MHWLUMAaTUBe KpacHoapMmeiua Mycesa
1 nobexgatollas (B oTAM4Me OT poMaHa, B KOTOPOM MapCuaHcKas peBoMtoLms,
NHULUMMPOBaHHAsS MapcraHamu, TEPNUT NOpaXKeHne, HeCMOTPS Ha NOMOLLb
3eMsH), a Takke hrHan AelcTBMS — 0TKa3 UHxeHepa /1ocs OT «BHYTPEHHEro
Mapca» — nenaeT GuabM ropasgno bonee MAeONOrMYECKM BbIBEPEHHBIM, HEXENW
npounsseaeHune A. Tonctoro®.

BmecTe ¢ Tem 06pas uHxeHepa /locst 0bpeTaeT BHYTPEHHIOW [ABONCT-
BEHHOCTb, KOTOPast pa3BuUBaeTCs napasniesbHo C MOTMBOM BOMHMKE (apyr
TMaBHOro repos, cnaboBONbHbIN UHxXeHep CIMPUAOHOB, KoNebaeTcs Mexay
«CTapbIMU NPYBBLIYKAMU» U HOBBIM MUPOM, HaKOoHeL, AenaeT Bbibop, NPOTUBOMO-
NOXHbIV PUHANBHOMY pelleHnto J10Cs, v AMUTPUPYET), 4TO OTMEYEHO B CTaTbe
k. Tpeddu (Grafy, 2008, p. 10).

NaBHbIN repoi, Hxexep J1ock, HOPMUPYET CUbHbIE BONEBbIE MMMYbCHI,
NPOU3BOAWT pagVKansHble AeNCTBYS, BepLIaline Cyabbbl 06emx KeHWMH. /Tnib
B OTAE/bHbIX Kafjpax, Ha KPYMHbIX MaHax, MOXOX Ha «pacTepsBLIErocsi» NaccuB-
HOTO MHTENNNIEHTa, KaK ero 4acTo xapakTepu3oBanu B npecce U KMHOBeAYe-
CKWX Tpyfax. Ha ypoBHe cloxeTa 1 AvereTnyeckoro AencTeus aBTopsl hunbMa
Npu1AatoT repoto NoBeAeHYECKyo MaCKyIMHHOCTb. [1oKa3aHo, 4To Noaroga oH
yBEPEHHO pPyKOBOAUT paboTamu BonxoBCTpos 1 nonyyaeT 3a 3To ohuumanbHyio
61arogapHOCTb (HTO OTPAXKEHO B MHTEPTUTPE), Kak Obl jenas nepepbis B camo-
pecdnekcnm. B BoobpaxeHn xe /1ocb He TONbKO OpraHnsyeT nosnet Ha Mapc,
HO MPVAYMbIBAET CNOXKHbINA NaTTepH AeVCTBUM ANS CNaceHns OT MUAULIAN
1 Be3[eCyLLEero chilinKa-nobutens KpasLuoBsa, a Takke ans Bo3BpalleHnus cebe
YepTexen pakeTbl ¥ MPOYUX PacHeToB, HEOBXOAMMbIX AN KOCMUYECKOro nyTe-
wectBus. /1oCb rPUMUPYETCS, MONHOCTBIO BOCMPOW3BOaAs 0011k CnvipraoHoBa,
XWTPOYMHO YCKO/b3aeT OT KpaBLOBa, OCTaBUB My fI1LLIb CBOV BaNeHKM, N3B/e-
KaeT HeobOXoAVMble PYKOMUCY 13 TaliHK1Ka B kBapTupe CnvpuaoHoBa 1 hopmu-
pyeT KoMaHay Ans nonerta.

TeM cambiM B OOBEKTMBHOW peanbHOCTU JloCh OKasbiBaeTCsa ycrel-
HbIM WHXEHepOM, MOMe3HbIM HOBOMY FOCYAapcTBYy, a B BOOOparkaemoi

% PomaH A. ToncTtoro, ckopee, CORepHUT B cebe OTKNK Ha NoTepreBLune NopaxeHue peBosto-
UMW B HEKOTOPbIX CTpaHax Esponbl 1 B Mekcnke B 1910-e. Punbm MNpoTasaHoBa COOTHOCKTCA
He TonbKO ¢ nobefuBLLell peBomoLMeil B Poccum, HO 1 ¢ OyAyLMMY PEBOMOLVIOHHbIMU CO-
6biITnsAMM B KuTae, KOTopble Nosy4aT Takke UHTeprnpeTauuio B nbece «Poiyu, Kntaiil» (1926)
C. TpeTtbakosa.
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PeanbHOCTY — YCMELHbIM aBaHTIOPUCTOM W CTPACTHBIM MYXYMHOM, TOTOBbIM
PUCKOBAaTb 1 JOOMBATLCS CBOETO B CIIOMHbIX KONNN3MSX. Kak Mbl BUAMM, CLieHa-
PUIA 1 PeXMCCYpa NPUBHOCAT B 06pa3 repost akTUBHOCTb BHELWHUX NPOSBAEHMNA,
CNOCOBHOCTb Ha pelnTeNbHbIE MOCTYMKM, YCUMANBAS HE TOMbKO MOPabHYyO aMbu-
BaNEHTHOCTb /10Cs, HO 1 €10 CMOCOBHOCTb K KPUTUYECKOM CaMooLieHKe. Bee 370
aenaet repos dunbMa 0OHOBPEMEHHO 1 60/ee COOTBETCTBYIOLLIVM TPaAVLIMOH-
HbIM Maeanam MyXeCTBeHHOCTU 1 aBaHTIOPHOWN AeNCTBEHHOCTH, 1 Honee Noxo-
XKNUM Ha 4enoBeKa, BOBMEYEHHOTO B A€ATENbHOCTb PEBOOLIMOHHOIO BPEMEHY,
HEXeN B poMaHe.

Obulas aBontoLMs repost y AKkoBa NpoTaszaHoOBa OTBEYaET COBETCKOW nae-
onoruu, 3agadam CTPoUTENbCTBA HOBOMO 0bLecTBa 1 bopbbe co BCAYecKon
MUCTVKOW U MPPaLMOHanbHOCTbIO, aCCOLMMPOBABLLIENCS C BypxyasHbIM «3arHu-
BaOLLMM» UCKYCCTBOM.

OpHako MpoTaszaHoB paboTaeT CO CBOMCTBEHHON €My MHOFOMEPHOCTbIO.
Henb3s ckasaTb, YTO OH MOCNEA0BaTENBHO 1 BCELLENO CAYKUT HOBOW UAEONOT NN
1 Tem bonee ee «0bCNYKMBaAET» B POpMax KMHOUCKycCTBa. Ecnum B dunbme MNpo-
TaszaHoBa «ToMMmu» MapunarHa KrpeeBa 1 EBreHnin MapronmT ycmaTtprisani «yHU-
KanbHYyo MOMBITKY MpeogoneHuns opuumansHoro Cnosa Yepes nokas cneyndu-
YecKVMK cpefiIcTBaMK “cnoBa HenspedyeHHoro”» (Kupeesa, MapronwmT, 2008, ¢. 51),
TO B hwibMe «A3n1Ta» pa3BoOpa4MBaeTCa Lenblid MNacT Hev3peyYeHHbIX CMbICIOB,
npoTMBopeYallyx ycTaHoBKaM oduLmanbHo ugeonorum. Ho NpoucxoanT 3To
He Ha ypOBHe OTKPbITbIX A€KNapaLuii B TUTpax, a Ha ypOBHe OTAENbHbIX MOBOPO-
TOB ClOXeTa, NPOsBNEHMI repoes, 0bllel aTMocdepbl. Kak Mbl MoKasanw B Npea-
WeCTBYOWMX rnaBax, Mapc B unbMe — 3TO He TONbKO HOCUTENb O4EBUAHbIX
aHTUMAeanoB, BpaXxaebHbIX COBETCKOMY OOLLECTBY, HO U BbITECHEHHbIX AEanos,
anbTepHaTUBHBIX COBETCKUM U COCTaBASAIOLMX BHYTPEHHUIN MUD UHTENANTEHTa.
B 4aCTHOCTM, COBETCKOM NOBCEAHEBHON PEMUHHOCTY MPOTMBOMNOCTABNSAETCS
Apyras, apucTokpatnyeckas heMmHHOCTb. pexae Yem OTPUHYTb MOTaeHHble
naeansl, repovi NPOXMBAET WX, MOAENMPYET MOTPYXKEHME B MX MPOCTPAHCTBO.

Tak B GrabMe pasBopadnBaeTcs TemMa HeyeMHOCTUM AyXOBHOMO Mupa
repost — ero BoOOpaxeHus,, 3ambICN10B, MPOHECCMOHaNbHOIo TanaHTa. Y nHxe-
Hepa BCe ero YyBCTBA M KU3HEHHBbIV OMbIT 3aKOHOMEPHO CBS3aHbl C OTKPbITUEM
HOBOTO — HOBbIX MWPOB, C 3KCMaHCKel B 6ECKOHEYHOCTb. I No3aToMy 0bbliaeH-
Hasi PEBHOCTb TOXe «CyONMMUPYETCS» B Kaxdy OTKPbITUI, BCTPeYy C HeBeo-
MbIM 1 C HEMCTOBOW KEHCKOW CTPacTblo. PUbM NpefensHo yeunmeaeT 3Ha-
YMMOCTb MHAMBUAYANbHOTO U CYyObEKTUBHOMO B MPOSIBAEHMAX MABHOMO repos,
YTBEPKAAET LEHHOCTb MHTENNEKTYaNbHOMO CKafa NMYHOCTU 1 ipamaTi3Ma ee
nepexmnBaHnii. PaMovHas KOHCTPYKUMS aKLeHTMPYeT MaclTab AyXxOBHbIX 3aMpo-
COB He3aypsiAHOro repost 1 ero npebbiBaHKe B MOrpaHnybe — MEX[Y BHellHei
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coLManbHO-ObITOBON peanbHOCTbIO 1 BECKOHEYHOCTbIO BHYTPEHHel / Boobpa-
XaeMol / NOTYCTOPOHHEN KOCMUYECKON peanbHOCTbI0. BoeaMHO CNWTbI Nepexu-
BaHWs NpuBaTHble (Mto6OBb, PEBHOCTL), NPodeccroHanbHble (kaxaa NpopbiBa
B Hen3BeaHHOe HOBOE M3MepeHue), coumnanbHo-naeonornyeckune (Gopmmpo-
BaHWe rMaBHON LeNn BCei pasyMHOW AeATeNbHOCTH).

B 3TOM NepBOM A5t COBETCKOM Poccum nonHOMeTpaxkHoM haHTacTnyec-
KoM ubMe ellle He MPOCMaTPMBAETCS NOCNeA0BATENbHO NPOBOAMMAs KOHLEN-
UMs TaK HA3bIBAEMOIO «<HOBOTO YeioBeKar. HeT v BONNoLLeHs 1aeanos Komek-
TrBKM3Ma. CoxpaHssi BO MHOrOM 0BLIMIA NaTTEPH NPOSIBNEHWIA repost, CO3AaHHbI
ToncTsiM, hunbM TpaHchopmupyeT 0bpas /1ocs, yeuaneas B HeM MHAVBKAYa-
NIVI3M, CTUXMIAHOCTb, 3IMOLMOHANBHYIO SKCMPECCUIO.

HecMoTpst Ha HekoTopble CO3BY4YMS Maee /1. TPOUKOro O NepMaHeHTHOM
PEBOMIOLMM U BCENEHCKUM PEBONOUMOHHBIM Maeanam MNponeTkynsTa, CIoXeT
drnbMa UMAAULUUTHO COAEPKUT CYLIECTBEHHbIE KOHLIENTYalbHblE OTANYMA
B NMOHWMaHMK peBotoLmMn (Ha Mapce). B BoobpaxeHuu J/locs OHa siBnseTcs npo-
1N3BOAHbBIM OTHIOfb HE NAEONOTNYECKOW CO3HATENBHOCTH (MapCHaHCKIMX) Macc
1 ee aKTUBHbIX BOX/EW, HO MPOAYKTOM UHAVBUAYANUCTUYECKUX YCTPEMIEHWI
ABYX repoes-3eMnsH, /locs u lycesa. TakvM 06pa3oM, 3TO «MCKYCCTBEHHas», 3KC-
nopTvpyemas peBotoLMS, NUTatoLascs MHepLMen NacCMoHapHOCTU? KpacHo-
apMelila, KOTOPbIA He MOXKET W He )KenaeT NepecTpanBaTbCs A5 MUPHOM XKU3HN,
N OTHASHUEM UHTENNIEHTA, ULLYLIETO U He HaxofsLLero B COBETCKOW NoBCe-
HEBHOCTM OTKAMKA CBOMM CU/bHBIM CTPACTAM. T. €. B KaKOM-TO CMbIC/1e PEBOJIIO-
UM — NoBOYHbIA MPOAYKT HEOHOPUMBIX NOTPEOHOCTEN OTAENBHbIX TMYHOCTEN,
B KOTOPbIX CU/bHbI UHANBUAYANN3M U UMNYNbCUBHOCTb.

B uenom xe dunom «AanuTa» dkosa MNpoTazaHoBa 00n1afdaeT 3Ha4YmTeb-
HbIM MPOrHOCTUYECKMM NOTEHLMANOM, NPeAYyBCTBYS TeHAEHUMN repMeTH3aLmn
COBETCKOro roCyAapcTBa v NpobnemMbl IMOXM ©KeNe3HOro 3aHaBecar. TakoKe kap-
TWHa NpeaBOCXMLLAET UK 0OHAPYKMBAET CO3BYYME PSaY MOTMBOB aBTOPCKOMO
dunocodumyeckoro («Metpononnc» Gpuua farra, «Conspuc» TapkoBCKOro)
1 WMPOKO NOMNYASPHOro Hay4YHO-MaHTaCTMYeCKOro KMHO 1 CeEpUanoB Havana
XXI BeKa. M1 To 1 gpyroe CBUAETENbCTBYET O HE3aypsAHOM MaclTabe dhunbma
1924 rofia 1 ero akTyanbHOCTU B KOHTEKCTE MMPOBOTO KnHeMaTorpada pasnmny-
HbIX MEPUOLOB.

# Paccyxas B pycne Tak Ha3biBaeMOoW «Teopuu aTHoreHe3ar J1.H. fymunéBsa, faHHbI xapaktep
AKTUBHOCTU MOXHO ObI10 Bbl TPAKTOBATb Kak Craf, PeBONOUMOHHON 3Heprun. OfHaKo aHanm3
KOHUEMNUMI peBOMOLMM B NPOU3BEAEHUsIX Havana XX BeKa, MHOMa CO3BYYHbIX HEKOTOPbIM MO-
NoxeHusM FYMUNERa, He BXOAUT B NPeAMeT AaHHON CTaTby, T. K. TpebyeT 0TaeNbHOro passep-
HYTOro NCCNefoBaHMA.
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REPRESENTATION OF EVIL
IN THE FILM LUTHER*

Abstract. This article delves into the persona of the German reformer Martin
Luther (1483-1546) as portrayed in the eponymous German-US production
of 2003. The creators, including director Eric Till and screenwriters Camille

* The article delves into the modern cinematic emphasis on mythologizing historical reality, ren-
dering the presented text a foundational piece for the journal. This circumstance stipulated an
expansion in the scope of this publication (ed. note).

Translated by Anna P. Evstropova.

* x %

© Hayka ) ) ) , ) o
TeneBuaeHMS The authors express their gratitude to the journal’s Executive Secretary, Olga B. Khvoina, its

@@@@ Translator, Anna P. Evstropova, & the reviewers for their insightful assessments, which have con-
m tributed to a refined understanding of the conceptual framework in this study.

HAYKA TENEBUAEHUSA 20 (2), 2024 153 THE ART AND SCIENCE OF TELEVISION


https://www.webofscience.com/wos/author/record/500310
https://orcid.org/0000-0001-7400-5072
mailto:gkonson@yandex.ru
https://www.webofscience.com/wos/author/record/3404158
https://orcid.org/0000-0002-8631-5737
mailto:irina.konson@yandex.ru
https://doi.org/10.30628/1994-9529-2024-20.2-153-241
https://elibrary.ru/HXJFHZ
https://elibrary.ru/HXJFHZ

Thomasson and Bart Gavigan, alongside the stellar cast, aimed to present
Luther in his most humanistic light. However, in pursuit of attempting to
craft a “man-centric film,” they compromised historical accuracy. Nonethe-
less, even in this watered-down version, two issues surface: a political strug-
gle (both against Papal Rome and among his peers) and a psychological
one, centered on Luther’s autonomous manifestation of auratic evil within
his psyche. While a degree of historical authenticity resonates concerning
the political power play (between German religious-political Protestantism
led by Luther and the Roman Catholic Church under the Pope), the psy-
chological dimension extends to the religious-state realm. Luther, though,
is depicted one-dimensionally: as an entirely positive and progressive fig-
ure concerned solely with the moral and ideological renewal of the church
institution (despite actually acting in the interests of Elector Frederick the
Wise); also, there is a complete absence of critical scrutiny regarding cer-
tain chauvinistic aspects of Luther’s beliefs in the film. The article authors
endeavor to elucidate the validity of the cinematic concept, prompting
a critical appraisal of critiques on the film Luther and scholarly works on
Luther the reformer’s historical import. This scrutiny exposes the incongru-
ity between the cinematic personalities and their historical counterparts,
necessitating an in-depth analysis of the film’s dramaturgy. In conclusion,
the authors articulate the presence of evil as a concept in the actions of
Luther and his milieu.

Keywords: Luther, reformer, God, Devil, Catholic Church vs Protestantism,
Pope, audio-visual images, index of evil
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PEMNPE3SEHTALVA KOHLUENTA 3J1A
B OUNJIBME «JTHOTEP»*

AHHoTauus. CTaTbs NOCBSLEHa TMYHOCTH HeMelKoro pecdopMaTtopa
MapTuHa /ltoTepa (1483-1546), BOCCO3AaHHOIO B OAHOUMEHHOM (hubMe
npoussoacTsa lfepmaHun-CLUA (2003). Ero aBTOpbI (pexuccep 3. Tunnb
1 cueHapucTtbl K. ToMaccoH 1 b. MBUraH), Kak 1 «3Be3aHblin» akTepcKuii
KONNEKTVB, CTPEMUANCH NMOKa3aTk JSlloTepa C Haunyylel — ryMmaHucTnye-
CKOVI CTOPOHbI. Ho nop npeanoroM caenathb «riibM 0 YeN0BeKe» CHU3UY
N1aHKY MCTOPUYECKOIN 0CTOBEPHOCTH, B OBIErYeHHOM BapuaHTe BCe e
HaMeTnB ABe NPobAeMbl: NONUTUYECKY0 Bopbby (Kak ¢ Manckum PUMom,
TaK 11 CO CBOMMM COPATHVIKaMM) 1 NMCUXONOMMYECKYIO, CBA3aHHYH C CaMo-
CTOATENbHBIM 06PA30M aypaTUHEeCKOro 3/1a, CYLIeCTBOBABLIErO B CO3HA-
HUK SlioTepa. OnpeaeneHHas UCTopUYecKas 0CTOBEPHOCTb, CBS3aHHas
C nonuTnYecKon 6opbboit (MeXIY HeMEeLKUM PENNIMO3HO-MOANTUHECKIM
NPOTECTAHTU3MOM NOf PYKOBOACTBOM Jlt0Tepa U PUMCKOM KaTONMYeCKol
LIepKOBbIO BO MaBe ¢ INanoi PUMCKIM), 30€Cb UMEETCs, a NCKXoNormyecKas
COCTaBAsHOLLast IKCTPANONNPYETCS Ha PENNTMO3HO-TOCYAAPCTBEHHbIN YPO-
BeHb. /lloTep, OfiHAKO, NOKa3aH OfHOOOKO: KaK UCKMOYNTENBHO NONOKM-
TeNbHbI repot ¥ NPOrPeCcCUBHbIN UCTOPUYECKNI fedTeNb, 03aboYeHHbI
NNWb NPo6aeMoi MOpanbHO-MAE0N0rMYeckoro 0bHOBNEHNS NHCTUTYTA

* B cTaTbe packpbiTa KOHLUENTyanbHas TEHAEHLMS COBPEMEHHOO KMHOWCKYCCTBA K MU(OO-
rM3aumnm NCTOPUYECKON AelCTBUTENBHOCTU, B CBS3M C YeM NPeACTaBEHHbIN TEKCT SBASETCS
AN XKypHana nporpaMMHbiM. [laHHbIM 06CTOSTENECTBOM 0OYCNOBNEHO YBENNYEHNE 0ObEMa
HacTosiLwel nybnukaumn (npum. pe.).

ABTOpbI CTaTb bnarogapsT OTBETCTBEHHOMO cekpeTaps xypHana O.5. XBouHy, nepesopymka
A.T1. EBCTPONOBY 1 PELIEH3EHTOB 3a psif NPOHULATENbHbBIX CYXAEHMIA, C MOMOLLbIO KOTOPbIX
KOHLeNTyanbHble MONOKEHNMS UCCeA0BAHMS B ONpeaeieHHON Mepe Bbinn yTOYHEHbI.
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LepKBI (B peanbHOCTH Xe IeNCTBOBAN B MHTepecax KypdiopcTa dpuapuxa
My[aporo); KpuTuyeckas peuenuus WOoBMHUCTUYECKOro NoTeHUana psaa
naen /ltotepa oTCyTCTBYET.

ABTOPbI CTaTbVi NPeANpPUHSAM NOMbITKY NPOSICHUTL CTeneHb BepuduLmpo-
BaHHOCTU CO3aHHOTO B (huibMe KOHLENTA, B CBSA3M C YeM NPOBENy Kpu-
TUYEeCKKii 0630p 0T3bIBOB O hunbMe «MapTuH /lioTep» U Hay4yHoM nuTepa-
Typbl 06 UCTOPUYECKOM 3HaveHun SlloTepa-pedopmMaTopa. B pesynsraTe
OTKPVCTannM3oBanack Npobnema HeCOOTBETCTBHUS KMHONEPCOHAKEN UCTO-
pUYecKMM NpoToTMNaM. [Joka3aTenbCTBO ee NoTPeboBano Pa3BepHyTOro
aHanv3a KUHoApaMaTypruu.

B 1TOre aBTOpPbI CTaTbM apTUKYANMPOBANM SBAEHME KOHLIENTa 31a B JeiCT-
BUAX STIOTEPa W €r0 OKPYIKEHUS.

KntoueBble cnioBa: /lioTep, pedopmatop, Bor, AbsiBoA, KaTonmnyecKkas Lep-
KOBb 1 NPOTECTaHTV3M, Mana PUMCKIIA, 3BYKO3pUTEbHbIE 06Pa3bl, MHAEKC
3na

INTRODUCTION

The 2003 historical biographical drama Luther, a German-US production by
MGM and NFP teleart with the support of Thrivent Financial for Lutherans, remains
relevant in our present era, marked by the systemic presence of evil.! Director
Eric Till was particularly drawn to the theme of Luther due to his fascination with
the concept of personality, as highlighted previously (Konson & Konson, 2023,
pp. 117, 139). This interest led Till to articulate his intention “to explore Luther
the man.”

This period drama about early German Protestantism is dedicated to por-
traying Luther as a man. The film beautifully captures the atmosphere of medi-
eval life with its majestic cathedrals, mystical stained glass windows, and church
services. Cinematographer Robert Fraisse and a group of production designers
and art directors (including Rolf Zehetbauer, Ralf Schreck, and Christian Schéfer),

1 We shall define “evil” within the context of morality as “the intentional, willful, and deliberate
infliction of harm, damage, or suffering upon another individual” (authors’ translation).
Academic. (n.d.). Zlo [Evil]. In Slovari i entsiklopedii na Akademike [Dictionaries and encyclo-
pedias on Academic]. Retrieved January 10, 2024, from https://dic.academic.ru/dic.nsf/ruwi-
ki/25012

2 As cited in von Marklein, St. (n.d.). Der Luther-film. RPI Loccum. Retrieved May 30, 2024, from
https://www.rpi-loccum.de/material/pelikan/pel2-04/maluth (authors’ translation).
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in their portrayal of the time, drew inspiration from German-Dutch painting of the
16th and 17th centuries, notably Rembrandt and Lucas Cranach the Elder—a con-
temporary of Luther who created his lifetime portraits. The musical score is excel-
lent, featuring stylized 16th-century music themes by composer Richard Harvey.

The cast is strong, with Sir Peter Ustinov in a standout performance as Elec-
tor of Saxony Frederick the Wise (his final role before his passing in 2004). Joseph
Fiennes, acclaimed for his leading role in the 1998 Shakespeare in Love, and
equally brilliantly portraying Commander Fred Waterford in the 2017 TV series The
Handmaid’s Tale, starred as Luther.

However, while the movie successfully captures the external elements of
the early 16th-century setting, questions arise regarding its internal logic and
the portrayal of Luther the reformer. It is not surprising that reviews of the film
are quite contradictory. Roger Ebert, for instance, views the movie as lacking in
political depth.

One thing the movie leaves obscure is the political climate that made it
expedient for powerful German princes to support the rebel monk against
their own emperor and the power of Rome. In scenes involving Frederick
the Wise (Peter Ustinov), we see him using Luther as a way to define his own
power, and we see bloody battles fought between Luther’s supporters and
forces loyal to the Church. But Luther stands aside from these uprisings, is
appalled by the violence, and, we suspect, if he had it all to do over again,
would think twice. (Ebert, 2003)

Medieval Hollywood, a website focusing on cinematic medievalism, evalu-
ates the film as mediocre. Although, it says, historical events are presented authen-
tically and vividly (and this is basically its sole advantage), this film may seem like
a 124 minute textbook recap, lacking any creative juice from either the director
or screenwriters. The cinematography is considered lackluster though Joseph
Fiennes and Peter Ustinov give exemplary performances as Martin Luther and
Frederick the Elector of Saxony, respectively.?

Roger Ebert, referring to the historical figure of Luther himself, writes that
the ideas about the scale of the Protestant reformer’s personality were not justi-
fied (the notion we recognize as fundamental in his review):

Martin Luther was the moral force of the Reformation, the priest who defied
Rome, nailed his 95 Theses to the castle door and essentially founded the
Protestant movement. He must have been quite a man. | doubt if he was
much like the uncertain, tremulous figure in “Luther,” who confesses, “Most

3 Donahue, P. (n.d.). Luther (2003). Medieval Hollywood. Retrieved August 1, 2024, from https://
medievalhollywood.ace.fordham.edu/items/show/131

HAYKA TEJIEBUAEHUNA 20 (2), 2024 157 THE ART AND SCIENCE OF TELEVISION


https://medievalhollywood.ace.fordham.edu/items/show/131
https://medievalhollywood.ace.fordham.edu/items/show/131

days, I'm so depressed | can’t even get out of bed.” It is unlikely audiences
will attend this film for an objective historical portrait; its primary audience
is probably among believers who seek inspiration. (Ebert, 2003)

In his characterization of the reformer, the critic summarizes that Luther,
who should have been an inspiring figure filled with the power of his convictions,
appears as an apologetic outsider with low self-esteem (Ebert, 2003).

Ebert critiques Fiennes’ portrayal of Luther as well: “That’s the peculiar
thing about Fiennes’ performance: He never gives us the sense of a Martin Luther
filled with zeal and conviction. Luther seems weak, neurotic, filled with self-doubt,
unwilling to embrace the implications of his protest” (Ebert, 2003). So, the critic
wonders, “Who was Joseph Fiennes channeling when he chose this muddled
tone? Obviously he was reluctant to give a broad, inspirational performance of
the kind you find in deliberately religious films” (Ebert, 2003).

Tyler Hummel, on the other hand, is convinced that the movie captured
the complicated nature of the real Martin Luther—“melancholic, depressed, tor-
tured—who felt the need to attend confession for hours on end fearing damnation.
He was a man obsessed with the fear of God’s wrath and his confusing actions
reflected this” (Hummel, 2022).

Kenneth Turan goes further: “‘Rebel. Genius. Liberator” Who could those
movie poster words possibly describe? A new Vin Diesel action hero? A different
kind of secret agent? Secretary of Defense Donald Rumsfeld? Good guesses, but
wrong, wrong, wrong. The answer is ‘Luther. ™

¢

Steven D. Greydanus praises the film as a significant cinematic event: “For
a well-made, dramatically compelling historical drama that is also an affirmation
of faith that takes seriously matters of Christian doctrine even to be made in Hol-
lywood today is an event worthy of note” (Greydanus, 2003). However, Greydanus
points out serious shortcomings in the film:

Relentlessly hagiographical in its depiction of Luther and one-sidedly posi-
tive in its view of the Reformation, the film also distorts Catholic theology
and significant matters of historical fact, consistently skewing its portrayal
to put Luther in the best possible light while making his opponents seem
as unreasonable as possible. (Greydanus, 2003)

Particularly negative is the portrayal of the Pope, he claims:

Pope Leo X, no hero in the annals of the bishops of Rome, comes off even
worse in the film than he really was. Of the man who has been described

* Turan, K. (2003, September 26). ‘Luther, the blockbuster theologian. Los Angeles Times. Re-
trieved January 11, 2024, from https://www.latimes.com/archives/la-xpm-2003-sep-26-et-ken-
ny26-story.html
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as “the most genial of popes” (Durant, 346) there is no hint; instead, the
film’s Leo (Uwe Ochsenknecht) is a dour, calculating villain free of redeem-
ing qualities. The film alleges that Leo X put a bounty on Luther’s head, but
neglects to show Leo sending orders that Luther’s safe passage from the Diet
of Worms was to be respected. (Greydanus, 2003)

Hummel strikes an almost reconciliatory note:

“When one is talking about the legacy of Martin Luther, one is going to face
the reality that he is either one of the greatest forces for human freedom and
truth in human history or one of the most destructive men in history. It is
rare to find a middle ground. He was an immensely compelling figure and
one | personally respect as a man of deep Tyler Hummel intelligence and
moral consciousness.” (Hummel, 2022)

Finally, Frederic and Mary Ann Brussat believe that the director and writers
opted to give an ambitious and wide-ranging overview of the man who put the
Protestant Reformation in motion, rather than just focusing on the crucial years
of his crusade against Rome.®

As we see, the filmmakers” ambition is evident. To assess how closely their
vision aligns with historical accuracy, a comparison of his portrayal in the film with
scholarly accounts of Luther is necessary.

* ok *

Given Luther’s various depictions over the years as either a bold hero or as
being driven by the powerful into a dead end, let us start the analysis of his artistic
image with the author’s intention to portray Luther as a human being. It appears
that in the second half of 1518, Luther grappled with profound anxiety about him-
self and the fate of the Reformation: “Frequently—as he would recall at Wartburg—
did my heart tighten at the query, ‘Are you the lone sage here? Could it be that all
the rest must wander astray and have been erring for so long?’” (E. Soloviev, 1984,
p. 99; authors’ translation).

° Brussat, F., & Brussat M.A. (n.d.). Luther. Spirituality Practice. Retrieved January 13, 2024, from
https://www.spiritualityandpractice.com/films/reviews/view/6609
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Fig. 1. The long-held image of Luther as a rebel, remembered through the ages.
Anton von Werner. (1877). Luther at the Diet of Worms. [Oil painting]. Staatsgalerie Stuttgart®

The movie captures Luther’s uncertainty, particularly evident in the peak
of the Diet of Worms. This scene showcases not the traditional heroic valor often
associated with Luther (as depicted in von Werner’s painting, Fig. 1), but rather his
unwavering commitment to follow his conscience. As Erich Soloviev highlights,

“In Worms, Luther did not renounce his beliefs; he simply acknowledged his inabil-
ity to do so unless proven wrong or convinced otherwise” (E. Soloviev, 1984, p. 129;
authors’ translation).

Fig. 2. Luther (Joseph Fiennes) at the Diet of Worms in 1521. Still from Luther”

® See the image source: https://upload.wikimedia.org/wikipedia/commons/thumb/7/79/
NioTep_B_Bopwmce.jpg/1920px-/lioTep_s_Bopmce.jpg (20.06.2024).

" See the image source: https://www.geeksundergrace.com/movies/retro-review-luther-2003/
(11.01.2024).

HAYKA TEJIEBUAEHUA 20 (2), 2024 160 THE ART AND SCIENCE OF TELEVISION


https://upload.wikimedia.org/wikipedia/commons/thumb/7/79/Лютер_в_Вормсе.jpg/1920px-Лютер_в_Вормсе.jpg
https://upload.wikimedia.org/wikipedia/commons/thumb/7/79/Лютер_в_Вормсе.jpg/1920px-Лютер_в_Вормсе.jpg
https://www.geeksundergrace.com/movies/retro-review-luther-2003/

In connection with this reformer’s stance, Wilhelm Dilthey posited that Luther,
a devoted follower of the English empiricist William of Ockham (1285-1347), cham-
pioned free will. This act effectively removed metaphysical constraints from the
concept of faith, ushering in a new, independent form of consciousness that sup-
planted the dogmatism of the Middle Ages (Dilthey, 1988, p. 271). Despite this, Luther
faced sharp criticism from Erasmus of Rotterdam, the eminent figure of European
humanism conspicuously absent from the film. Engaging in a polemic with Luther,
he initiated his critique by challenging Saint Augustine’s understanding of free will.
Erasmus interpreted it as a power of the human will, which allows individuals to
attain eternal salvation or to turn away from it (Erasmus, 1987, p. 230). This notion of
free will was essentially subordinated to Divine grace, which led Luther to formulate
the concept of man’s salvation without his active involvement. Erasmus, however,
who defined free will as “a power of the human will” (Erasmus, 1987, p. 230), deemed
this concept detrimental to morality,® as the doctrine of faith commanded believ-
ers to “love our enemies,” “carry our cross daily,” and “despise our life” (Erasmus,
1987, p. 233). In a letter to Luther, Erasmus lamented, “your church is torn by great
disputes and plunged into chaos by internecine conflict” (as cited in Erasmus, 1987,
p. 581; authors’ translation). Additionally, Joon-Chul Park, in his commentary on
Erasmus, highlighted Rotterdamer’s acknowledgment of Luther’s challenge to papal
Rome as not solely motivated by the desire for church reform and enlightenment
but also by the intent to dismantle the conceptual underpinnings of Catholicism.
Thus, during the onset of obscurantism in the 1520s, Erasmus mournfully declared,
“where Lutheranism reigns, knowledge perishes” (Park, 1995, p. 3). Conversely, Ser-
gey Pimenov contended that Luther aimed “to follow the path of criticizing the exist-
ing orders in the Church—without dismantling the Church itself,” by distinguishing
between the visible and invisible aspects of faith and the Church “thereby shielding
the Church from the risk of essential negation” (Pimenov, 2021, pp. 116-117; authors’
translation). Elena Bakeeva identified a further contradiction in the Luther-Erasmus
dispute: a clash between irreality and intellect, that is, “a fundamental otherness,
fully comprehended transcendence, and the necessity of building on a firm knowl-
edge base” (Bakeeva, 2013, p. 26; authors’ translation). This illustrates that Luther’s
teachings, influenced by sacral authority, presented “a unique medieval interpreta-
tion of ‘phenomenological reduction, where an individual, unquestioningly accept-
ing knowledge, paradoxically liberates oneself from it, thereby accessing the realm
of faith” (Bakeeva, 2013, p. 26; authors’ translation).

& In the words of Erasmus, “St. Augustine and those who follow him, considering how harmful
to true godliness it is for man to trust in his own powers, are more inclined to favor grace, which
Paul everywhere stresses. For this reason, he denies that man liable to sin can turn to amend his
life by his own powers, or do anything which will bring him to salvation unless he is moved by the
free gift of God to desire those things which lead to eternal life” (Erasmus, 1987, p. 235).
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Consequently, Luther further subjugated consciousness, reducing the pos-
sibility of attaining freedom through individual efforts. According to Igor Evlampiev,
as a result of Luther’s innovations, “man was entirely stripped of the inherent free-
dom constituting his essence” (Evlampiev, 2015, pp. 111-112; authors’ translation),
and freedom became “a metaphor for the fatal predetermination of man’s actions
by the divine will” (Evlampiev, 2015, p. 114; authors’ translation). In a broader con-
text, as per Bertrand Russell’s observation, medieval thought evolved towards

“a continually deepening subjectivism, operating at first as a wholesome liberation
from spiritual slavery, but advancing steadily towards a personal isolation inimical
to social sanity” (B. Russell, 2016, p. 20).

However, the portrayal of the theme of free will in the film is simplistic:
Luther, secluded in Wartburg, translating the Bible from Greek to German, appears
solely preoccupied with a linguistic dilemma. He endeavors to explain that in Ger-
man, the word “will” signifies inner strength to dominate others, while in Greek, it
conveys passion, fervor, and love. The filmmakers’ treatment of this pivotal issue
in Luther’s theology comes across as a caricature of one of his central doctrines.

Furthermore, Luther’s stance on reason is conspicuously disregarded. On the
one hand, in one of his most cherished works the reformer, as Pekka Karkkainen
asserts, praised reason as the most exquisite gift of God to human beings, enabling
them to encapsulate a measure of the divine essence within themselves (Kark-
kdinen, 2017, p. 195). On the other hand, whenever it came to Christians pondering
the essence of the Bible, Luther viewed reason as a significant peril, as it swiftly
morphed into a symbol of evil: “you mangy, leprous whore, you holy reason. (...)
reason is the devil’s prostitute and can do nothing else but slander and dishonor
what God does and says” (Hutchinson, 2017). Luther harbored a longstanding
disdain for Aristotle and would like to see some of his books withdrawn from free
circulation (Luther, 2013, pp. 64-65). Consequently, the reformer, just like John
Calvin, his brother in Christ, from the very beginning both “denied natural reason,
all natural religion, and all natural morality, and consequently asserted for man
in the natural order, left to his natural powers and faculties, universal skepticism
and moral indifference,” an observation highlighted by Adrien Ledanseur (2020).

In Luther’s cinematic portrayal, negative traits subjected to ethical scrutiny
are notably absent, unlike his opponents who are deliberately depicted in a nega-
tive light, a contrast evident in two significant conflicts. The first one is Luther’s
confrontation with the Catholic Church under the leadership of Pope Leo X and
his associates, actively involved in the controversial practice of selling indulgences.
The second conflict delves into Luther’s internal struggle against the perceived evil
within himself, symbolized by his battle with the Devil—a motif strongly associated
with the Catholics portrayed in the movie, most particularly the Pope. Luther’s
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poignant comparison of the pontiff to the Devil sheds light on his perspective:
making the Pope a vicegerent of Christ implies that he is “above the angels in
heaven and has power over them, which is precisely the true work of the true
antichrist” (Luther, 2013, p. 25).

The movie’s central premise was built on Luther as an accurate interpreter of
the Bible and a crusader against Papal Rome for the future of German Christianity.
However, director Eric Till, explaining his vision of the reformer as the embodiment
of “the man’s character,” misled audiences by using this seemingly benign and all-
encompassing interpretation of his personality as a pretext to absolve Luther of
his ideological position. Additionally, Till superficially addressed the political and
psychological intricacies, where a third issue, the problem of evil, surfaced. This
problem stemmed from the interplay of two conflicts: Luther’s external struggle
against the oppressive actions of the Roman Church and the internal turmoil within
the reformer himself. The portrayal of Luther as not merely a human being, but also
as a political adversary of the Church, formed the essence of the movie. Therefore,
the a priori depiction of Martin as human and contradictory, as purported by the
director in an allegedly objective portrayal, resulted in a one-dimensional rep-
resentation—casting him solely as an exceptional religious humanist, standing
against the monumental historical force of evil.

Naturally, every artistic portrayal does not necessarily have to be an exact
replica of a historical figure (a point expressed by Aristotle long ago). However,
in the case of Luther, where the author’s focus is on the monumental figure of
the German reformer, emphasizing certain ideological themes, even a partial
resemblance to the original could have amplified the artistic impact. Therefore,
the aim of our research is to shed light on the alignment of the depictions of
Luther and his contemporaries in cinema with their real-life counterparts, lead-
ing to the hypothesis of an ideologically distorted portrayal of historical events
in the film. The novelty of this article lies in unraveling the filmmakers’ concept
of Luther’s humanity and his malevolent surroundings. Through the lens of artis-
tic interpretation, the reformer’s persona is outwardly portrayed as idealistically
positive, yet historically unsubstantiated—an imaginative creation by the authors.

Analyzing this cinematic phenomenon has defined the theoretical signifi-
cance of this study. To convey this idea, we employ the authorial method of com-
prehensive (holistic) analysis of artistic texts (Konson, 2013), enabling us to
gauge the realism of artistic representations and their amalgamation into the film-
makers’ concept of evil. Notable attention is given to various analytical approaches,
tailored to the characters under examination:

- historical—encompassing all characters;
- philosophical—identifying Luther’s theological significance;
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- psychological—comprising audio-intonation analysis in Luther’s dia-
logues with Cardinal Cajetan, or showcasing the actors’ psychological depth (for
instance, the grotesque portrayal by Peter Ustinov, Jochen Horst, and the tragic
depiction by Joseph Fiennes as Luther during the trial);

- film editing—determining the narrative’s dynamics;
- musicology—revealing the role of music in indicting the evil forces;

- visual portrayal—contrasting the psychological aspects of film characters
with historically validated artifacts (for example, Pope Leo X in the film versus Rapha-
el’'s painting, or Luther’s portrayal in film versus Lucas Cranach the Elder’s rendition).

IMAGES OF EVIL

The concept of the origin and manifestation of the faces of evil is evident
in the prologue. A young Martin, returning home to Erfurt at night, calls upon
Saint Anne and God for protection, pledging to become a monk in return.? This
choice stems from his fear of thunderstorms, evolving into a reverential dread of
the Devil, a figure that haunted him since childhood when he witnessed a “real”
demon in street puppet shows. The theologians in the documentary A Return to
Grace™ offer an explanation for Martin’s fear of this “natural” manifestation in his
native Saxony. They suggest that during his nocturnal journey to Erfurt, the infer-
nal image that had long existed in his psyche materialized before him. This asso-
ciation with a demonic figure is mirrored in the director’s auratic [Daniel Fairfax’s
term] approach, where the synthesis of verbal and visual elements crafts an image
through obscured outlines in motion. In the storm scene, Eric Till portrays Martin
quite literally in the mud (a distinctly Hollywood style), a prelude to showcasing
his historical ascension. This suggests that Luther’s vow to become a monk was
not merely a commitment he fulfilled two weeks after his return to the University

° This episode is based on an actual incident that occurred on July 2, 1505, when Luther was
returning from his home in Erfurt, where he was studying law. A storm caught him on the way,
and a bolt of lightning nearly took his life. According to the Erfurt city archives, Martin appealed
to Saint Anne, the patron saint of miners (since his father was a miner) and vowed to her to
become a monk. It is more probable, however, that he had long been considering entering the
spiritual life, but this experience in his life helped him come to a decision.

Stadtarchiv Erfurt. (n.d.) Erfurt, Germany, University Records of Martin Luther, 1501-1505. ancestry.
com. Retrieved June 21, 2024, from https://www.ancestry.com/search/collections/61387/

10 Batty, D. (Director). (2017). Martin Luther: A return to grace [Documentary film]. Retrieved May
19, 2024, from https://www.youtube.com/watch?v=lQaulUholKg/
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of Erfurt, but rather a blueprint for his life, the actualization of which commenced
two years after his monastery entrance.

e

i

Fig. 3. Erfurt Cathedral. Luther, on the floor before the altar,
fulfills a vow, made during a thunderstorm, to dedicate himself
to God and break free from the Devil’s grasp. Still from Luther*

In the movie, the Devil is portrayed in his semantic form (Luther writhing
on the floor in an imagined struggle with him). However, in reality, the complexity
of Luther’s relationship with the Devil runs deeper: his mental intensity is palpable,
with a focus on defending the gospel, faith, and the church, in direct opposition
to Satan as an archenemy, who spurs on his earthly agents—the powers that be—
to similar actions (Tappert, 1955).

This perspective on the Antichrist was deliberate, as for medieval Christians, his
malevolent influence, starkly evident in the late 15th and early 16th centuries, held
profound significance (see: Konson, 2021). According to Debra Strickland, “monstros-
ity was a metaphor for unacceptability, both cultural and religious” (Strickland, 2003,
p. 8), as the fantastical pandemonium in the medieval mind was seen as tangible: “that
such moralizations exist suggests that medieval monsters functioned both materially
and in the abstract, or both socially and semiotically” (Strickland, 2003, p. 52).

1 See the image source: https://www.filmpro.ru/movies/17396/shot (25.01.2024).
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This observation suggests that the Devil'simage and its associations became
ingrained in the social consciousness. Robert Muchembled articulated this exis-
tential “milestone”;

Satan was central to mental representations throughout this tragic cen-
tury, and he served to explain why the world was then so calamitous and
so disturbing. Giving meaning to what seemed no longer to have any, he
became a powerful force for change. (Muchembled, 2005, p. 294)

Yet, in Luther’s perception, the Devil, viewed as a formidable and cunning
adversary, posed a greater threat than mere symbolism. According to Thomas
Renna, the demon

disrupts the whole world with his promotion of war, social rebellions,
domestic turmoil, diseases, demonic possessions, natural disasters, and
despotic governments. Satan’s main instrument in these doings is the pope.
Since the time of John Hus, the Devil has intensified his assaults, since he is
perturbed by the recovery of the preaching of the Word. (Renna, 2018, p. 200)

Furthermore, when appearing to Luther, the deceiver sought to obstruct his
divine work. He rattled around behind Luther’s stove. In Wartburg, “he grunted
audibly like a pig; he disputed with Luther like a scholastic; he sometimes lodged
in Luther’s bowels. Satan kept so close that he ‘slept with Luther more than
Luther’s wife Katie did”” (J.B. Russell, 2001, pp. 279-280)

Besides this vibrant source material, Luther found inspiration in his prede-
cessors, particularly valuing Johannes Tauler, the German mystic (1300-1361),
above all others, including Dionysius the Areopagite and Bernard of Clairvaux.
Tauler introduced Luther to a dual concept—humility before God and the belief
that “piety by works leads to vanity and self-satisfaction and away from God [with
parallels to Saint Augustine—G.K. & I.K.].” (Kiing, 2000, p. 219) To reconnect with
God, Luther understood the necessity of delving into the abyss, where distractions
fade, allowing for a profound encounter with the sensation of being nowhere, even
to the point of relinquishing the sense of self and tangible existence. Tauler pos-
ited that the ability to endure such a state was among the Holy Spirit’s greatest
gifts (lvanov, 2019). Despite experiencing similar emotional states, Luther grappled
with Anfechtungen, which Eric Metaxas explained as a debilitating depression, as
early as his studies in Erfurt. Luther started “to wonder disturbingly about his own
eternal fate and whether, were he to die suddenly, he would be welcomed into
the loving arms of God or, more likely, be condemned to fall everlastingly into the
taloned clutches of grotesque devils.” (Metaxas, 2019, p. 35)

Consequently, the pervasive influence of devilry and, more broadly, mysticism
during the Middle Ages and early Protestant era shaped a notion of absolute evil
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that gripped the minds of various social strata in Germany and beyond. This concept
deeply influenced the symbolic and emotional tenor of the film Luther.

In the film, Luther’s portrayal undergoes meticulous refinement. Joseph
Fiennes portrays the inspirational monk with a visage of suffering, distinct from the
depictions crafted by Lucas Cranach the Elder. Fiennes brings forth a glamorous and
handsome Luther, characterized by a contemplative gaze towards the future and
a compelling charisma (Fig. 4d). Consequently, this portrayal diverges significantly
from the external image of Luther. The reformer, at the age of 37, emaciated due to
his ideological clash with Papal Rome, captivates not through physical beauty but
through its absence, embodying asceticism as the source of his charisma (Fig. 4a).

Fig. 4a. Lucas Cranach the Elder. (1520).
Martin Luther as an Augustinian Monk [Engraving]. Albertina, Vienna*?

And certainly, the cinematic Luther stands in stark contrast to the Luther
immortalized nine years later in Lucas Cranach’s portrait. In this later portrayal,
Luther, saved by Elector Frederick Il post the Diet of Worms, happily married and
already a father of several children, is depicted as a Christian reformer wearing
a distinguished flat beret, a symbol of wealth during 1510-1530 (Fig. 4c). Local
scholars note his “detached gaze” and an “aura of noble calmness” in this portrait

12 See the image source: http://www.payer.de/fides/fidesanhang02.htm (23.06.2024).

HAYKA TEJIEBUAEHUNA 20 (2), 2024 167 THE ART AND SCIENCE OF TELEVISION


http://www.payer.de/fides/fidesanhang02.htm

(Mojsa & Rostislavleva, 2021, p. 265; authors’ translation). However, Luther’'s image
here is much more complex. His gaze, rather than detached, is fixed on someone
nearby but at an angle. This kind of gaze typically characterizes not the individual
himself (Martin), but an implicit, concealed subject who channels the figurative

“hostile stare” of the portrayed hero (Malkina, 2019, p. 37; authors’ translation).
Luther’s attentiveness is so acute in this portrayal that he subtly arches his left eye-
brow. This particular nuance reveals a great deal, as facial asymmetry, according to
Paul Ekman’s theory, aids in interpreting the emotion of contempt (Ekman, 2010,
p. 225). The depiction of Luther’s face in the painting is inherently asymmetrical,
as previously noted, given that he gazes not directly ahead, but with a slight turn
of his head to the left, directing his sight to the right (record in the digital archive
states, “Martin Luther, bust-length, facing right”).2* Consequently, his left eye slants
towards the bridge of his nose, while the other eye is set horizontally.** This dis-
tinction is particularly evident in a collection of fragments from Lucas Cranach the
Elder’s copied portraits of Luther (Fig. 4b).

Fig. 4b. Collage of fragments from Cranach’s portraits of Luther (1528-1530),
detailed snapshots from four different copies. From left to right: Friedenstein Castle
Foundation, Gotha (IV.M11a); Veste Coburg Art Collections (IV.M2a); Bottcherstrasse

Art Collections, Bremen (IV.M14a); Museo Poldi Pezzoli, Milan (IV.M13a)**

¥ (n.a.). (ca. 1528-1530). Martin Luther, bust-length, facing right [Painting on parchment]. Cranach
Digital Archive. Retrieved June 24, 2024, from https://lucascranach.org/en/PRIVATE_NONE-P409

* Between 1528 and 1530, Cranach’s workshop crafted 22 similar portrait works. In addition to
these, only two engraving prints, attributed to Georg Pentz (Double portraits of Martin Luther as
a married man and a reformer (about 1528-1530), 2024), have been identified, which, in continu-
ation of Cranach’s tradition, exhibit significant deviations from the originals. Hence, we only con-
sider the portraits from Cranach’s workshop. (A detailed list of documents concerning Luther’s
visual representation in 1519-1530 see in Schubert et al., 2023.)

> See the image source: (Double portraits of Martin Luther as a married man and a reformer
(about 1528-1530), 2024).
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In the top row of this collage are variations of the right eye positioned hori-
zontally; in the middle row, variations of the left eye “slanted” towards the bridge
of the nose at an angle. This eye arrangement in the portrait creates a probing gaze,
which, when combined with an arched eyebrow and a subtle lift of the corners of
the serpent-like lips, evokes a sense of haughtiness. Adding to this portrait is an
unexpectedly “playful” dimple on the weighty chin and a large nostril that awk-
wardly seems to encroach upon the cheek. This unbalanced facial expression [as
per Ekman’s wording] serves as a projection of a complex emotion. Within it lies
the artist’s grasp of the conflicting and explosive nature of the German Protestant
leader, a portrayal that sharply contrasts with the modern, more “unassuming” and

“human” Luther in Eric Till’s film (Fig. 4c).

JOSEPH FIENNES

A JONATHAN C pere
MOLINA FIRTH Cox UsTINOV

Fig. 4c. Lucas Cranach the Elder. (1528). Fig. 4d. Joseph Fiennes as Martin Luther.
Portrait of Martin Luther. Film poster’
Veste Coburg, Germany*®

6 See the image source: https://ru.wikipedia.org/wiki//lioTep,_MapTur#/media/®aiin:Lucas_
Cranach_d.A._-_Martin_Luther,_1528_(Veste_Coburg).jpg (14.01.2024).
! See the image source: https://www.filmpro.ru/movies/17396/poster (25.01.2024).
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LUTHER IN GERMANY AND ROME

The film presents two contrasting depictions of Luther: one in Germany and
the other in Rome. The former is constructed around a buildup of sinister images,
with the director utilizing montage techniques to capture the escalating tension in
Luther’s psyche. The earlier mentioned scene of the thunderstorm is artfully pieced
together through associative montage. The collective portrait of the Augustinians
participating in Martin’s ordination as a priest at the Erfurt Cathedral Church of Saint
Mary forms a compelling “character suite,” transitioning from somber to grotesque
figures. These visuals serve to anchor Luther, teetering on the brink of reality. His
anxiety mounts as he navigates through the Latin text, stumbling and spilling red
wine—a symbol of Christ’s blood—with trembling hands (Fig. 5).

&

o i

Fig. 5. Rite of ordination. Luther spills wine symbolizing the blood of Christ.
Still from Luther*®

The narrative culminates in two scenes of darkness: a rift with his father, who
accuses him of consorting with the Devil, and Luther’s psychological torment,
entwined with the unseen presence of evil.

The subsequent exposition is initially lighter. Luther, in Italy, gazes reverently
at the Triumphal Arch. However, this external portrayal of Rome is enriched with
a typical series of audio-visual images of commerce, including worldly services for
priests. This visual sequence culminates in a procession of horsemen led by the
Pope, resplendent in golden armor. To Martin, this entire spectacle is a sudden
revelation of Rome’s ecclesiastical and sinful code.

'8 See the image source: https://www.kinopoisk.ru/picture/174294/ (16.01.2024).
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Fig. 6. Rome. Luther buying an indulgence to ease his grandfather’s
torment in hell. Still from Luther*

Two accusers emerge in the portrayal of the public deception: the silent
figure—Luther, who, in his insight regarding the papal court, crumples and dis-
cards the certificate, and the vociferous one, a symbolic representation of grief—
choral music in the style of a folk lament. From the clash of these contrasts—
deception on one side and epiphany mingled with sorrow on the other—a new
overarching idea arises. Within it, previously disparate motifs converge not as
parallels, but as intertwining elements, showcasing an intellectual montage.
Visually, this concept is symbolized by a staircase to the Gates of Heaven, hold-
ing a mystical significance for pilgrims but transforming into a symbol of evil for
Luther (Fig. 7).

¥ See the image source: https://www.imdb.com/title/tt0309820/mediaviewer/rm2881183232?
ref_=ttmi_mi_all_sf_6 (16.01.2024).
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Fig. 7. Rome. Pilgrims, bearing purchased indulgences,
crawl toward the Gates of Heaven. Still from Luther®®

CHARACTER PORTRAYAL
Andreas Karlstadt, Luther’s confidant

Andreas Karlstadt, portrayed by the charismatic actor with an infectious
laugh Jochen Horst, was a brilliant religious writer, polemicist and disputant,
preacher, and a prominent figure of the Reformation. This Catholic philosopher
and theologian initially supported Luther, but the latter, vying for influence over
the people of German territories and seeking a prominent position, severed ties
with Karlstadt (1522-1524). The discord stemmed from differing views on the role
of secular authority in reforming church life. Dmitri Smirnov posits that for the
mystic Karlstadt, who viewed reform efforts as a manifestation of God’s will, resis-
tance from secular powers was deemed illegitimate. On the other hand, for Luther,
both a mystic and a pragmatist, the support of his powerful benefactor, Frederick
1, was paramount, leading him to make ideological concessions. Consequently,
Luther sought his colleague’s removal from Wittenberg, particularly due to the
severe repercussions stemming from some of Karlstad’s actions.?* But since other

% See the image source: https://www.geeksundergrace.com/movies/retro-review-luther-2003/
(11.01.2024).

! Forinstance, as per Ulrich Bubenheimer, following his iconoclastic speeches in early 1522, the
residents of Wittenberg proceeded to dismantle nearly all the images in the city church.

Details are available in: Smirnov, D.V. (2018, April 11). Karlstadt [Carlostadius]. In Pravoslavnaya
entsiklopediya [Orthodox encyclopedia]. Retrieved March 16, 2024, from https://www.pravenc.
ru/text/1681095.html

HAYKA TEJIEBUAEHUA 20 (2), 2024 172 THE ART AND SCIENCE OF TELEVISION


https://www.geeksundergrace.com/movies/retro-review-luther-2003/
https://www.pravenc.ru/text/1681095.html
https://www.pravenc.ru/text/1681095.html

influential Protestants showed a degree of solidarity with Andreas (including the
leader of the Zurich reformers Ulrich Zwingli), Luther denounced him as being

“devoted to Satan” and asserted that the Professor’s works were “merely evidence
of his insatiable vanity, for which reason he serves the Devil”?? Thus, the specter of
evil infiltrated the core of the Reformation, casting Luther as the revealed Antichrist
in the eyes of the Roman Church.

In the film, the initial stages (the opposition and camaraderie) are inter-
twined in a lecture scene, a pivotal moment that, in our opinion, resonates. Pre-
tending to absorb the professor’s teachings, Luther absentmindedly sketches
a chimera in his notes, reminiscent of the grotesques often adorning German
church facades (Fig. 8).

Fig. 8. Luther sketching a chimera during Karlstadt’ lecture. Still from Luther?

While creating this “masterpiece,” Martin directs public remarks towards
Karlstadt, and as it unfolds, not without reason. His objections target the cen-
tral thesis of the lecture—the impossibility of salvation outside the Holy Roman
Church. Luther perceives in this maxim a threat to the Greek saints and asserts to
Karlstadt that he has failed (!) to grasp the essence of traditional religious doctrine.
Karlstadt, evading a direct response and thus with aggression, queries, “You ques-
tion the authority of the Church Council, sir?” To which Martin replies, “Not at all.
Though in 1215, the Fourth Lateran Council allowed that (...) salvation could exist
outside the Church, though not outside Christ.”

2 As cited in Smirnov, DV. (2018, April 11). Karlstadt [Carlostadius]. In Pravoslavnaya entsik-
lopediya [Orthodox encyclopedial. Retrieved March 16, 2024, from https://www.pravenc.ru/
text/1681095.html (authors’ translation).

% See the image source: https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s
(14.04.2024).

HAYKA TENEBUAEHUSA 20 (2), 2024 173 THE ART AND SCIENCE OF TELEVISION


https://www.pravenc.ru/text/1681095.html
https://www.pravenc.ru/text/1681095.html
https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s

In this dialogue, the filmmakers, by showcasing the triumph of a relatively
unknown monk over an esteemed scholar, reveal Luther’s rejection of antiquated
theological notions. Consequently, the professor effectively yields to Luther
(Fig. 9). Nonetheless, despite this setback, Karlstadt, a distinguished figure in
secular and ecclesiastical law, exhibits sympathy towards Martin at their subse-
guent encounter.

Fig. 9. Professor Andreas Karlstadt (Jochen Horst) in a dispute with Luther.
Still from Luther*

However, Karlstadt’s involvement in fomenting a peasant revolt remains
puzzling. During Luther’s absence at Wartburg, Karlstadt surfaces in only two brief
instances: during a lecture to students advocating for the eradication of all Cath-
olics, and in a scene depicting the burning of their relics. A preserved engraving
from the 17th century exposes Karlstadt’s involvement in these violent acts. The
foreground features the professor, while the background illustrates a scene from
the peasant uprising (Fig. 10).

*See the image source: https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s
(14.04.2024).
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ANDRFAS  BODENSTEIN.
_joult, CARLSTADT, ,
o Nacbbar ARV genant,
Fig. 10. Andreas Karlstadt. Engraving from the mid-seventeenth century,
German National Museum, Nuremberg®

Central to the depiction of this comrade of Luther’s is the concept of intel-
lectual montage, arising from the collision of two incongruous personas: Karlstadt
the esteemed professor and Karlstadt the bloodthirsty rebel. The outcome is
a caricature of the deranged Catholic scholar and his equally fanatical Protestant
counterpart. During a lecture before students, the professor makes sensational
statements, transforming his monologue into an informal self-presentation. This
act, marked by an extravagant gesture (removing a cross from a student), takes
on the semblance of a lowbrow farce: “Pope, priest, even professor, must repent...
must repent or be cut down. You call me Professor Karlstadt. No more. From this
day forward, | am Brother Andreas!” Subsequently, this “brother” issues threats:

“Stand with the righteous, or be cut down with the others!” This appeal to the stu-
dent audience culminates in the unfastening of his attire’s upper portion, symbol-
izing a definitive break from his professorial past.

» See the image source: https://www.worldhistory.org/image/15686/andreas-bodenstein-von-
karlstadt (16.03.2024).
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In another scene, Luther expels Karlstadt from Wittenberg after the brutal
suppression of a peasant revolt (in which, actually, Luther himself participated
as an ideologue). In this scene, Andreas encounters Martin, who has just learned
of a plunder allegedly committed under Luther’s command. Defending himself
against Luther’s accusations, Andreas exclaims, “I supported you. I'm carrying on
just as you would have!” He then shifts all blame onto the people, stating, “It’'s the
people’s work!” In a swift motion, he dismisses one commoner and makes a men-
acing gesture towards another below the waist.

i

Fig. 11. Luther clarifying his relations with Karlstadt
(half-turned towards the viewer), and together with the German humanist
Ulrich von Hutten, subduing the rioters. Still from Luther®

The professor’s portrayal here treads the line of propriety. Essentially, Karl-
stadt, a prominent reformer and distinguished scholar, is depicted in the film in
a one-sided manner: as a flawed Protestant leader who distorted the views of
a supposed “wise” ideologue.

% See the image source: https://www.moviepilot.de/movies/luther/bilder/621619 (16.06.2024).

HAYKA TEJIEBUAEHUA 20 (2), 2024 176 THE ART AND SCIENCE OF TELEVISION



REPRESENTATIVES OF THE CATHOLIC CHURCH
Cardinal Thomas Cajetan®’

Luther’s direct confrontation with representatives of the Catholic Church
took place in Augsburg, where the papal legate in Germany, Cardinal Thomas
Cajetan (portrayed by Mathieu Carriére), was summoned to inquire into his “her-
esy.” It is known from history that authorized by Pope Leo X to act freely, the Car-
dinal assured Elector Frederick that he would consider Luther’s case “impartially
and kindly without applying harsh measures to the monk, ‘in a paternal way, not
asajudge’ ™ (Itis striking that Cajetan, almost at the same time as Luther, wrote
a work on the trade in indulgences, in which he resented its sacrilege. He high-
lighted the absolution of the deceased—though without any critique of the so-
called church “treasury of merit” (E. Soloviev, 1984, p. 101), which largely served
as the hypothetical “fund” for the discussed business venture.?)

However, within Luther’s accusations against the church, Cajetan discerned
that the German reformer was rejecting traditional scholastic teachings and striv-
ing to establish a new Church. Cajetan’s motivation, therefore, was to counter
Luther, leading to what Erich Soloviev termed curial cretinism. His realization
sparked irritation that escalated into fury: “The Cardinal initially urged Luther to
renounce his beliefs, then resorted to threats, eventually shouting imperiously
at the monk to revoke” (S. Soloviev, 2013, p. 441; authors’ translation). Recalling
the incident, Luther wrote that upon witnessing the Cardinal’s heated temper,
he, too, began to raise his voice. Cajetan, on the other hand, noted that he could
barely meet Luther’s gaze, as his eyes gleamed with a devilish fire (S. Soloviev,
2013, p. 441). Nevertheless, Luther’s stance prevailed, as the Papal authorization
for the sale of indulgences was granted only on November 9, 1518, following
Luther’s confrontation with Cajetan a month earlier (October 14, 1518), where
Luther notably pointed out to the Cardinal the absence of such authorization.
And the Holy Trade in indulgences was shielded primarily by curial directives
and somewhat fragile scholastic theories, and it was these that Luther targeted
(E. Soloviev, 1984, p. 86).

I Tommaso de Vio, known as Gajetan, an Italian Dominican and expert in Thomas Aquinas’ the-
ology, held roles within the Catholic Church and in politics. Notably, he opposed Martin Luther
and other prominent figures of European Protestantism.

Smirnov, DV. (2018, April 11). Kaetan [Cajetan]. In Pravoslavnaya entsiklopediya [Orthodox ency-
clopedial. Retrieved March 16, 2024, from https://www.pravenc.ru/text/1683993.html

% Smirnov, DV. (2018, April 11). Kaetan [Cajetan]. In Pravoslavnaya entsiklopediya [Orthodox
encyclopedia). Retrieved March 16, 2024, from https://www.pravenc.ru/text/1683993.html (au-
thors’ translation).

» Marshall, T. (n.d.). Indulgences and the treasury of merit. Retrieved June, 23, 2024, from https://
taylormarshall.com/2006/06/indulgences-and-treasury-of-merit.html
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Conversely, in the film, the notion of establishing a new confession remains
notably absent. The scene depicting Martin’s debate on his anti-Roman stance is
brief, lasting approximately three minutes, yet brimming with intense emotion.
Their dialogue-duel is structured around the concept of direct pathetic compo-
sition, capturing the essence of coming out of oneself at the peak of emotional
intensity, as outlined by Sergei Eisenstein. As the action in this scene delves into
the psychological realm, we witness the subtle undercurrents of conflict between
Luther and the Catholic Church, transitioning from “peaceful negotiations” to
a complete rupture of relations. This transformation serves as a climactic turning
point (apogee) in the film’s dramatic narrative.

Cardinal Cajetan’s Debate with Luther (slightly abridged, Fig. 12):

Cardinal Cajetan (with a nearly paternal smile): “My son, | know you desire
to be a faithful servant of Christ and His church. I am here to help you. (....)
You have erred by teaching new doctrines.”

Luther (with meek astonishment, but defiantly shaking his head): “Which of
my teachings is offensive to Rome?”

Cajetan: “For one, indulgences. Pope Clement’s decree, Unigenitus, clearly
states that the merits of Christ are a treasure of indulgences.”

Luther (correcting the Cardinal): “Acquire. (Luther then offers the Cardinal
valuable advice to help him correct the mistake.) 'm sorry, Your Grace. I think
you'll find it says... “The merits of Christ acquire the treasure of indulgences.”
(The emphasis on “acquired” transforms Martin’s advice into a reprimand.)

Cajetan (with a heavy sigh): “l am not here to wrangle with you.”

Luther (eyes lighting up): “No, Your Grace. But Unigenitus was issued 175
years ago. (The Cardinal, surprised by Luther’s detailed knowledge, instinc-
tively brings his hand to his mouth—a reflexive gesture signaling a defense
against a mild shock.) And were this decree not so embarrassing to our
church, perhaps it would not be commonly called Extnavagante and (pause)
left out of most collections of canon law.”

(o
Cardinal (adopting an authoritative tone): “The Pope interprets Scripture.”
Luther (correcting the Cardinal): “He may interpret it... (Pause, Martin, glow-

ering sternly.) But he is not above it. (A shift to open enthusiasm and with
a smile.) We both know the selling of indulgences have no Scriptural support.”

(v

The Cardinal (interrupting the Augustinian angrily): “That is outrageous! (.. ..)
Indulgences are an established tradition which give comfort to millions of
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simple Christians. (....) So you consider your discomfort more important
than the survival of Christianity?”

Luther: “'m interested in the truth.”

Cajetan (flying into a rage): “The truth? The Turks are building armies on our
eastern borders. We are on the brink of war. (....) and just when we need
unity most, you create confusion! (....) (Shouting and pointing a finger at
Luther in frustration, storms out of the hall in impotent anger.) | refuse to
argue with that monk.”

The dialogue reveals that the evil embodied by the Roman Viceroy in Ger-
many, lacking a thorough understanding of theology to the letter of the law, not
only lost to Luther in this instance but also to himself.

Fig. 12. The dispute between Thomas Cajetan (Mathieu Carriére)
and Martin Luther in Augsburg, 1518. Still from Luther*®

Girolamo Aleandro (Hieronymus Aleander), the future Cardinal®

In history, Girolamo Aleandro stands out as one of the most learned indi-
viduals of his time, proficient in Latin and Greek. In his youth, he associated

% See the image source: https://www.filmpro.ru/movies/17396/shot (25.01.2024).

3 1n 1520, Aleandro arrived in Germany to lead the opposition against Martin Luther. While in
Brussels, his initiatives led to the emergence of the first Protestant martyrs (1523), who were
ultimately put to death at his behest. Recognized for his contributions to the Roman Church, he
was later appointed as a cardinal in 1538.

Britannica. (2024, February 12). Girolamo Aleandro. In Encyclopedia Britannica. Retrieved Janu-
ary 25,2024, from https://www.britannica.com/biography/Girolamo-Aleandro
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with Erasmus of Rotterdam, lectured in Venice, Orleans, and Paris, where he
was appointed as the university’s rector. However, contrary to Socrates’ belief
thatignorance breeds evil, this young man became a personification of male-
volence.

In the film, during their initial encounter, Martin notices on Aleandro’s face
the traces of inner turmoil. Guido Dieckmann, in his novel Luther, vividly portrays
the sensations Martin experiences at this moment, likening it to a lightning strike.
Luther vaguely feels that this Roman is familiar with the passions and doubts that
deeply perturbed Martin—however, far more profoundly than Aleandro had ever
acknowledged to himself (Dieckmann, 2006, p. 116). Dieckmann later explains that
these passions stemmed from demons.

The film creatively portrays Aleandro’s association with the bestiary world
through associative montage. This technique sets the stage for Luther’s prepara-
tion for the meeting with Cardinal Cajetan. Aleandro emerges to meet Martin and
Staupitz in the austere reception room, donning a black headpiece (the nuncio’s
rigid hat) and a dark cherry robe, symbolically contrasting with the illuminated
wall relief of Christ. Before Luther’s audience, the prelate instructs him to speak
just one word: “revoco” (‘I renounce”). This instruction showcases Girolamo’s
triumph over himself, concealing his fear behind a facade of anger. Not always,
however, does he manage himself. During the burning of Luther’s books in 1520,
he, the leader of this act, narrowly escapes being stoned by the protesting crowd
(Fig. 13). Hermann-Josef Braun recounts how the nuncio barely avoided a riot. It
was only the following day in Mainz that he could peacefully carry out the crema-
tion [of the books—G.K. & I.K.] (Braun, 2010). In the movie, on the first day of the
auto-da-fé, the papal legate’s eyes reflect frozen hatred, amplified by the presence
of crossbowmen whose attire emits a blood-red glow.
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Fig. 13. Luther’s books being publicly burned under the direction
of Girolamo Aleandro (Jonathan Firth) in the town square.
Still from Luther®

Yet, fear also grips him, prompting a momentary pause, his hand clenched
into a fist, before he retreats. Thus, the plenipotentiary representative of the Roman
Church, a seasoned politician adept at masking his actions with professed love for
God, is associated here with a concealed auratic evil.

Johann Tetzel, merchant of indulgences

Indulgences in the film carry a dual negative implication: as a form of profit
for the Roman Church through levies and as a representation of diabolical power.
Anton Nikitin points out that money within religious traditions was viewed as
an evil force competing with divine power, fostering an illusion of omnipotence
(Nikitin, 2017, p. 73). Consequently, in the cinematic realm, indulgences assume
an autonomous audio-visual identity, albeit with varying voices.

This narrative intertwines most closely with a character who, despite operat-
ing under the auspices of Archbishop Albert of Brandenburg, embodies a devilish
persona—Johann Tetzel, a North German Dominican friar, an inquisitor and skilled
orator renowned for his scandalous role as a quite successful indulgence vendor.
Their pricing scheme was meticulously outlined in the renowned document, The
Sacred Taxes of the Chancery (The Bank, 1846), which could be implemented not
solely for the living but also for the deceased, a responsibility entrusted to their
kin (Martin Lyuter i logann Tetsel, 2011, p. 1).

3 See the image source: https://www.kinopoisk.ru/picture/174296/ (16.01.2024).
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In response to Tetzel’s practices, Luther penned the 95 Theses in 1517.
Unwavering, Tetzel retaliated by issuing 106 Theses against Luther, condemn-
ing his actions as opposition to the successor of the Apostle Peter and the rep-
resentative of Christ, the Roman Pope (Martin Lyuteri logann Tetsel, 2011, p. 2).
Consequently, the inception of the Reformation, as Braun cogently argues, did
not stem from a profound confessional rift, but rather from monetary concerns
(Braun, 2010).

In the context of Tetzel (portrayed by Alfred Molina, with piercing dark eyes
and ebony hair), whose arrival on horseback with a retinue is accompanied by the
thunderous clamor of percussion instruments, the grotesque culmination of the
indulgence theme unfolds. His sudden appearance following the Pope’s mention
creates the impression of a visitor from the Underworld. This episode, reminiscent
of street theater, presents a macabre spectacle where the entire facade of infernal
manipulation is put up for sale: flags bearing images of the fiery Gehenna, a hand-
burning trick, and reference to the sufferings of deceased kin.

Tetzel’s performance unfolds in two distinct parts. Initially, he is staged in the
square, mirroring the dynamic reenactments of popular plays depicting demons,
scenes that Luther himself witnessed in his lifetime.

Fig. 14. Tetzel (Alfred Molina) promoting indulgences. Still from Luther®

The second part continues in the church, where Tetzel speaks with hon-
eyed words, locking eyes with each individual, emphasizing that true access to
Paradise in the afterlife is only attainable through indulgences. The haunting

# See the image source: https://www.filmtourismus.de/luther/ (16.01.2024).
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music that accompanies his impassioned speech possesses profound semantic
depth, aiding the viewer in the exploration of the human psyche, in this case—
the deceiver’s intentions. The sinister “theme of evil” emerges in the orchestra’s
lower registers, gradually ascending to the chilling heights of the flute, ultimately
transforming into a haunting “werewolf”—a powerful female chorus-chorale
accompanied by the orchestra. This musical metamorphosis, functioning as an
associative montage, unveils the essence of the intertwined malevolent sound-
scapes of Tetzel and money, a depiction where the filmmakers stayed true to the
unsettling truth.

This musical metamorphosis, serving as an associative montage, reveals the
essence of the intertwined malevolent audio-visual images of Tetzel and money,
a depiction where the filmmakers remained faithful to the unsettling reality.

Pope Leo X (Giovanni Medici)

However, the primary source of the indulgence trade lay in the actions of
Pope Leo X. Nurtured in the spirit of Greco-Roman culture and serving as a promi-
nent benefactor of Renaissance art, he was driven by the ambitious vision of con-
structing the grand Saint Peter’s Cathedral to bolster his authority. (While seeking
funds for the Cathedral’s construction is understandable, the means of acquisition
involved deceiving the impoverished, with only a portion of the proceeds going
towards the building while the rest lined the pontiff’s coffers.) Consequently, his
aesthetic pursuits clashed with ethical considerations.

In the film, Leo X, symbolizing absolute spiritual and political supremacy
in Europe, is portrayed in a satirical light: either reveling in hunting or exhibiting
authoritarian traits in his chambers during discussions about Luther. As a result,
our analysis is confined to the visual depiction of the Pope, which emphasizes his
exaggerated traits. Let us focus on a commonplace scene where the ruler of the
Christian world, engulfed in the opulence of his palace, unexpectedly appears in
a humble and mundane guise: clad in a simple, grey, tunic-like shirt that drapes
down to his feet. Layered over this garment are two equally lengthy white shirts,
one adorned with golden stitching resembling a cassock, the other reminiscent of
a sticharion with billowing sleeves and intricate appliqué. Draped atop the latter is
a crimson velvet cape trimmed with white fur (mozzetta). Completing the portrait
are two caps: a white one with ties underneath and a red one (camauro) perched
on top (see Fig. 15a). This domestic ritual of dressing the Roman pontiff, revealing
his undergarments, or showcasing him in hunting attire or golden knightly armor,
evokes incongruous associations unsuitable for a global sovereign’s stature. These
manifestations embody the tenets of grassroots or folk art, rooted in portraying the
ordinary facets of human existence (further information on this topic can be found
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in Rees, 2005). Overall, the ruler of the world appears unassuming, his round coun-
tenance devoid of concerns, with his predatory schemes being rudimentary: brib-
ing Albert of Brandenburg with a bishopric in exchange for financial gain, sourced
initially from loans procured from the Augsburg Banking house of the Fuggers, and
subsequently repaid over eight years (!) through the sale of indulgences.

Fig. 15a. Pope Leo X of Rome (Uwe Ochsenknecht) alongside a model
of the dome of Saint Peter’s Basilica. Still from Luther®*

To unravel the discord present in the historical and artistic depictions of
the pontiff, let us juxtapose it with Raphael’s painting Portrait of Pope Leo X and
his cousins (Fig. 15b). This work stands as a verified artifact capturing Pope Leo in
1518, three years prior to his death, during his stand against Lutheran accusations.
The somber palette of black and red accentuates his drooping visage, furrowed
brows, discontentedly pursed lips, the whimsical line of which nearly merges with
pronounced nasolabial creases. With a secretive gaze fixed upon a corner of the
room, the solemn pontiff seems to watch his perceived adversary. This oppressive
stillness is palpable even in his cousin on the left. Despite the vivacity of the other
cousin, all three figures are portrayed as if attending a funeral.

¥ See the image source: https://www.geeksundergrace.com/movies/retro-review-luther-2003/
(11.01.2024).
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Fig. 15b. Raphael Santi. (1518-1519). Portrait of Pope Leo X and his cousins,
cardinals Giulio de’ Medici and Luigi de’ Rossi [Oil on wood]. Uffizi Gallery, Florence®

Turning back to the film, we observe the theme of buying and selling God’s
grace evolving from a near anecdotal reference to “dead souls” into an autono-
mous monstrosity, symbolizing a socio-economic system of evil. Considering the
global renown of the sanctioned The Sacred Taxes of the Chancery, this concept
takes on a universally significant dimension. Consequently, by focusing intensely
on a single scandal against Pope Leo X, the filmmakers, in defiance of historical
objectivity, thoroughly undermined his portrayal as Luther’s primary antagonist,
thereby fortifying the elevation of the Protestant reformer.

# See the image source: https://commons.wikimedia.org/wiki/File:Portrait_of Pope_Leo_X_
and_his_cousins,_cardinals_Giulio_de%27_Medici_and_Luigi_de%27_Rossi_(by_Raphael).
ipg (11.01.2024).
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SECULAR NOBLES
Luther’s Patron: Frederick Il “the Wise,” Elector of Saxony

In contrast to Luther’s overt enemies, the movie also portrays relatively posi-
tive characters. One of the most significant figures is his powerful patron, Elector
Frederick the Wise of Saxony, who founded the University of Wittenberg in 1502,
the birthplace of Reformation ideas. Frederick spared no effort in aiding Luther
throughout his life, even going so far as to orchestrate his abduction on the return
journey from Worms to shield him from the Pope’s retribution, hiding him in Wart-
burg Castle. Frederick of Saxony was a shrewd statesman known for being “obliging
with his allies but cunning with foes or betrayers; cherishing tradition while pushing
forvarious educational reforms in Saxony” (E. Soloviev, 1984, p. 96; authors’ transla-
tion). Yet, his ultimate desire was to leave a lasting legacy. Therefore, despite Freder-
ick’s elusive nature, he regarded Luther as his theologian and supported him as his
patron (E. Soloviev, 1984, p. 6). This behavioral logic is vividly captured in the film
through the masterful acting of Sir Peter Ustinov (Fig. 16), who embodied “the Fox
of Saxony,” as contemporaries dubbed him. Ustinov’s skill lies in seamlessly tran-
sitioning between the semantic and visual aspects of his performance, expressing
a polyphony of emotions. His acute intuition shines in the scene where he meets a
young emissary from the pontiff, Karl von Miltitz, canon of Saint Martin’s Cathedral
in Mainz. Miltitz is tasked with presenting Frederick the Golden Rose as a token of
the Pope’s favor (in reality, a crude bribe to abandon Luther). Ustinov’s subtle acting
here reveals Frederick’s hidden victory over Leo X. Without uttering a word, Ustinov
conveys Frederick’s disdain by slightly curling his lips, exuding a sense of revulsion.
Even as he nods in acceptance, a flick of his head betrays his true feelings. To nul-
lify the bribe, Frederick pays double its worth—600 ducats instead of 300. After the
nuncio’s departure, the Elector, looking at the rose with evident disgust, orders its
removal and sends word to Rome that Luther will not be handed over. However,
the insult leaves him shaken: “l am appalled... by how easy they thought it was to
bribe me.”* At the last word, he weeps quietly. And yet, the intrusion of the papal
hunting episode (symbolically mirroring Luther’s curial persecution) into Freder-
ick's weeping muddles the interpretation of his confession: did genuine sorrow grip
him, or was he, in jest with Roman dignitaries, staging a farce for the secretary? This
ambiguity is further compounded by the juxtaposition of the hunting scene with a
disquieting portrait of Martin, illustrating the intricacies of cross-cut editing as an
organizing principle.

% |n truth, the bribe for Frederick the Wise was not cheap. Erich Soloviev highlights a substantial
array of offerings: “These included gifts for the Wittenberg relic collection, positions for papal
notaries and prelates, honors for ten poets, degrees for ten theology doctors, and notably, two
authorizations allowing the illegitimate sons of Elector Frederick to hold significant positions”
(E. Soloviev, 1984, p. 107; authors’ translation).
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Fig. 16. Frederick the Wise, Prince-elector of Saxony
(Sir Peter Ustinov). Still from Luther®”

Charles V, Emperor of the Holy Roman Empire

The pinnacle of malevolence unfolds in the depiction of the Catholic trial
at Worms, portrayed as a procession of infernal forces. Leading this procession
is the 20-year-old Holy Roman Emperor, Charles V, who doubles as the recently
elected King of Germany. Beside the Emperor stands Aleandro, urging him to
eliminate Luther. This Worms “parade of evil forces” culminates with an accuser
from the Dominicans—the papal censor, inquisitor, and theologian Sylvester
Mazzolini (also known as Sylvester Prierias). Following the events at the Diet of
Worms, the Emperor, not aligned with the ideals of the Reformation, stripped
Luther of all civil rights.® Despite the regal stature of young Charles V in the film,
he exudes the aura of a covert predator, his vigilant eyes tracking individuals
(though the peculiar left edge of his headpiece comically resembles a mouse ear)
(Fig. 17). This perception intensifies during the trial, where Charles remains almost
motionless in his seat until, in response to the Lutheran accusations against the
papacy, he abruptly interjects a resounding “No!” amidst the sepulchral silence
of the courtroom.

3 See the image source: https://www.kino-teatr.ru/kino/acter/m/euro/58736/foto/
m30235/770420/ (30.01.2024).

*# Rumyantsev, V. (Ed.). (n.d.) Karl V Gabsburg [Charles V of Habsburg]. In Khronos: Vsemirnaya
istoriya v internete [Chronos: Online world history]. Retrieved January 30, 2024, from http://www.
hrono.ru/biograf/bio_k/karl5gabsbl.php
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Fig. 17. Charles V, Holy Roman Emperor (Torben Liebrecht).
Still from Luther®

By the conclusion of Luther’s presentation, however, Charles V seems
dejected and visibly perturbed as he begins nervously biting his nails or fin-
gers. (To illustrate the oscillations of his unchecked temperament, the filmmak-
ers employed direct and reversal pathetic composition techniques.) His lack
of restraint becomes particularly evident in his interactions with Frederick Ill,
who persistently taunts him. The Saxon Fox first refuses to hand Luther over to
Rome, then shifts the trial to Germany and even arranges for his imperial protec-
tion. At the same time, Frederick’s outwardly comical antics (to the audience)
inadvertently unveils a seasoned politician, juxtaposing Charles as a novice
youth (Fig. 18).

¥ See the image source: https://www.filmpro.ru/movies/17396/shot (25.01.2024).
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Fig. 18. From left to right: the papal nuncio Aleandro, Holy Roman Emperor
and King of Germany, Charles V, and Elector of Saxony, Frederick Ill. Still from Luther*

This tapestry of malevolence stands in stark contrast to a disconcerted Luther.
Though struggling to speak, his discourse triumphs over evil through its inherent
humanity (making this scene the film’s quiet culmination—perigee). In this revela-
tion, the filmmakers articulate a facet of the German national character defined by
Thomas Mann as Innerlichkeit (inwardness). This nuanced concept encapsulates
sincerity of thought and conscience, and all the characteristics of high lyricism
(Mann, 2009, p. 272). These virtues, as perceived by the writer, are embodied in the
Lutheran Reformation, which Mann characterized as “a mighty deed of liberation,”
believing that “it was obviously something good” (Mann, 2009, p. 273).

In the film, by capturing Luther’s sincere reluctance to renounce his beliefs,
the creators ensured that Joseph Fiennes impresses not with external beauty, but
with internal depth. Through the director’s interpretation, the many faces of evil sur-
rounding Luther were presented within the imagery of evilistics [my term—G.K.4].
To vividly depict their character traits and negative actions, we will enumerate them
within brackets, thereby assigning them a distinctive evil index.

1. Bearers of metaphysical evil:

- The audio-visual image of the Devil. Crafted through a dense psychologi-
cal atmosphere, this depiction holds the lowest rank in our hierarchy with
a negative index of .

4 See the image source: https://www.filmpro.ru/movies/17396/shot (25.01.2024).

“In our view, a common thread among these individuals is a profound ultra evil (originating in
the human psyche). We identify this as a conceptual notion of evilistics, which gives rise to vari-
ous manifestations of evil on different scales—ranging from significant to moderate to minor
evilisms [Alexander Zinoviev’s term].
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Indulgences, akin to the stairway to the Gates of Heaven, represent
a concealed evil. Defined by musical elements (genres of chorus lament,
chorale, instrumental themes of malevolence), these components,
in conjunction with the visual narrative, contribute to the formation of
a new—denunciatory—concept. Consequently, the index for these inani-
mate concepts comprises two indicators: negative (the essence of evilism)
and positive (its exposure through music, serving as the author’s voice
denoted by the +sign): 1.

2. Evil within the ecclesiastical and secular leadership, depicted through
grotesque means sourced from lower artistry, is characterized by a complex nega-
tive index.

In the representation of the Pope, his array of evilisms encompasses
deceit (1) and exploitation of the populace (2), a thirst for absolute power
(3), wealth (4), and fame (5), the elimination of adversaries (6), schemes
involving bankers (7), a life of opulence and revelry (8), and unrestrained
fury (9). Cumulatively, these transgressions culminate in some sort of col-
lapsar (a breach of Christ’'s commandments by the Vicar of God, quantified
by a negative infinity =, indicative of moral and societal collapse. Conse-
quently, his evil index stands at **. (However, the film overlooks the posi-
tive historical role of the Pope, for which we should give him a big plus.)

The Holy Roman Emperor Charles Vis, essentially, depicted as an inexpe-
rienced youth with substantial potential for malevolence. Throughout the
film, we see his character evolving—transitioning from a compromising
young ruler to an authoritarian figure. As we know from history, Charles’
narrative arc includes the perpetuation of negative traits alongside the
acquisition of characteristic vices such as malice, deceit, and betrayal of
allies. Hence, he merits a negative infinity index of .

. High ranking malefactors in power.

Papal nuncio Aleandro is a cunning Jesuit (1), whose enlightenment is
channeled towards fostering evil; or rather, a political devil (2), with a mind
torn between the real and the infernal (3). Consequently, he is depicted as
a paradoxical embodiment of malevolence, earning a rating of .

Cardinal Cajetan, a learned Thomist scholar, obstructed the Church’s
peaceful renewal (1) and Luther’s salvation (2). His knowledge revealed
a flaw (3), after which he demonstrated his timidness (4). The evil aura
exuding from Cajetan’s persona aligns with a rating of .

Papal inquisitor Sylvester Mazzolini, who burdens Luther’s conscience,
epitomizes a primitive malevolent figure. In essence, his malevolence
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of being an immediate accuser (1), who brought the case into the public
eye forjudgment (2), can be assigned a score of2.

4. Evil figures among scholarly theologians and ecclesiastical fraudsters,
sketched through low artistry techniques. Their nature is revealed through deceiv-
ing the masses on a grand scale.

- Dr. Andreas Karlstadt, a theologian, exudes intellect and charm. Yet, his
portrayal is twofold: while his calls for student rebellion may seem naive
and comical, the impact of the downtrodden influenced by him casts
Karlstadt as a dramatic pseudo-hero. His malevolence is evident in his
radical anti-Catholic propaganda (1) and incitement of widespread unrest
(2), thus earning him a personal evil index of 2,

- Inquisitor Tetzel embodies evil as a personified image of the cunning one
from a street performance (1), transformed into a “sacred sermon” in the
church scene (2). Considering that he not only extracts money from the
populace (3) by any means possible (4) but does so on a grand scale (5),
he is assigned an index of °.

5. Reformer Luther in the movie, as envisioned by the director, is a “mul-
tifaceted” figure, yet solely in a positive realm: humane (1); devout Christian (2);
unwavering victor in theological debates (3), advocate of peace (4); audacious
queller of rebels (Luther’s return from Wartburg in a wig and on a spirited horse
echoes a motif from a contemporary blockbuster) (5); compassionate with the
sick, the impoverished, and victims of social conflicts (6); personally, defying the
church’s prohibition, fearlessly burying a suicidal boy in the ground (7); persuad-
ing the mother of a crippled girl to forsake her indulgence, compensating her for
the spent money (8); engagingly clever with students (9); overcoming his inner
demons (the monk’s temptation by a demon being a traditional theme in films
about theologians) (10); imparting his wisdom to others (11); a profound recluse
philosopher (12); translated the Bible into German (13); composed under pressure
in court (14); boldly faced his destiny during a forest abduction—akin to a motif
from the adventure film genre (15); an exemplary family man and a sagacious
educator of children (16). Luther’s array of outstanding qualities ventures into the
expanse of infinity: . Nonetheless, there remains a single “blemish”: to the Papal
See, he is a heretic devil: . Overall, his contributions to Germany depicted in the
film necessitate recognition in the index of virtue: 6.

However, in history, Luther, for a substantial portion of the populace in
the German territories, shackled the will and spirit of Christians (1) and was also
deemed the Antichrist (2). This transformation unfolded during the Peasants’ War,
where Luther sided with the princes against the despairing insurgent peasants (3),

HAYKA TEJIEBUAEHUNA 20 (2), 2024 191 THE ART AND SCIENCE OF TELEVISION



the urban underprivileged (4), and even the knights (5). It is not coincidental that
Thomas Mann believed that, alongside the good, the Devil also had a hand in the
Reformation, for it “brought about the religious schism of the Occident, a definite
misfortune (6),* and for Germany it brought the Thirty Years’ War (7), that depop-
ulated it (8), fatally retarded its culture” (9) (Mann, 2009, p. 273). Consequently, it
transpires that “the venerable Lout of Wittenberg (...) was no pacifist (10); he was
filled with true German acceptance of the tragic, and declared himself ready to
take the blood that would flow, ‘on his neck’™ (Mann, 2009, p. 273). Thus, Luther’s
historical index of evil, by the most conservative estimations, amounts to *°, yet
aspires towards infinity. Hence, in actuality, it emerges that the goodness in Luther,
contrary to its inherent concept, manifests solely incidentally.

On the whole, the malefactors we have identified in the film, corresponding
only partially to their historical archetypes, coalesce into the following ethical and
philosophical concept of evil.

I. Existential and Metaphysical Evil
1. The Devil (in an auratic presence)
2. The human malefactor as a marker of the Devil

Il. The Duality of Existential Evil
1. Catholicism in the eyes of Protestantism and vice versa
2. Moderate Protestantism in contrast to radical Protestantism and vice versa

lll. Legalized Evil Facilitating the Plunder of the Populace

1. Ecclesiastical-State Evil:

- the Pope, Cardinal Thomas Cajetan, papal nuncio Girolamo Aleandro,
Papal Censor and Inquisitor Sylvester Mazzolini

2. State Evil:
- Holy Roman Emperor Charles V

3. Local Church Evil:
- the practice of indulgences
- inquisitor Johann Tetzel

IV. “Enlightened” Evil
- Doctors of Theology Andreas Karlstadt and Cardinal Thomas Cajetan,
former Rector of the University of Paris Girolamo Aleandro, theologian
and inquisitor Sylvester Mazzolini, and Doctor of Theology Martin
Luther branded as a heretic by his Catholic adversaries

V. Evil Masked by Protestant-Reformation Virtue
The potential evil within Martin Luther’s ideology

* Here and throughout Tomas Mann’s quote, the numbers in brackets, as indicated earlier, rep-
resent the quantity of elements comprising the index of evil in the individual’s actions.
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CONCLUSION

Despite the moral victory over evil in the movie, the words of Charles V to
Frederick the Wise after the Worms trial linger: “Luther’s not a man but a demon,
clothed in his religious habit, the better to deceive us.” In essence, the film could
have concluded with this verdict, yet its creators chose to extend Martin’s narra-
tive, culminating in the triumph of Protestantism. However, in 1530 (the movie’s
endpoint), such a resolution was neither present nor feasible, as the enduring
conflict between Catholics and Protestants persisted to such an extent that two
councils (Augsburg in 1530 and Regensburg in 1541) were unable to resolve it.
It was during this period that the cult of Luther’s persona flourished, with this
alter ego diligently developed by him: “I do not admit that my doctrine can be
judged by anyone, even by the angels. He who does not receive my doctrine
cannot be saved” (as cited in Porozovskaya, 1998, p. 184). Erasmus, in response
to Luther’s obstinacy, wrote to Melanchthon in 1528, “Would that Luther had
avoided opportunities for sedition and had called for good morals with a man-
ner equally vehement as what he had for the defense of his dogmas!” (as cited
in Hutchinson, 2018, p. 216).

In the film, however, the optimistic conclusion fails to counterbalance the
prevailing existential evil depicted within it. As for the notion proposed by Cajetan
and Aleandro, portraying Luther as a potent leader for the Catholic throne (1), it
sounds completely implausible—yet so reminiscent of Hollywood dramatization.
Such a scenario could only be conceivable if one were to follow the filmmakers’
logic, which skillfully absolved the primary Protestant reformer of moral culpabil-
ity for the tragic occurrences in Europe. By sidestepping an impartial evaluation
of Luther’s historical significance, they constructed a myth around him, reshaping
historical perceptions in his favor and perpetuating in the promotion of Luther-
anism a relentless imposition of the idea [Sergei Eisenstein’s expression] of moral
infallibility upon this eminent advocate for the spiritual and religious transforma-
tion of his era. This distorted reinterpretation of historical figures in twenty-first-
century films serves as an unsettling indication of the cultural and political evolu-
tion within contemporary Western society.
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BBEJAEHWUE

dunebM «JlroTep» (2003, nporseoacTtso fepmaHnn-CLIA; komnanun MGM
1 NFP teleart npu nopaepxke Thrivent Financial for Lutherans), cozaaHHbIi B MCTO-
priKo-b1rorpadyeckoM aHpe, He yTpaThA CBOEI aKTyanbHOCTW 1 B Hallle Bpemsi,
OTAMYatoLEeecs CUCTEMHbIM NposiBReHviem heHomeHa 3nat. [1o 3ambicy pexmic-
cepa 3pvika Tunns, ero obpatleHve k Teme J/ltoTepa obycnoBneHo npobnemon
NMYHOCTM (06 3TOM Mbl ynoMuHanu paHee (Konson, Konson, 2023, p. 117, p. 139)),
B CBSA3M C YeM OH 3asBW/1 O HaMepeHUH «McCnefoBaTh /lloTepa-yenoseKkar?’.

[eicTBUTENbHO, <KOCTIOMHbIN» MKAbM 06 3MOXe PaHHEro HEMELKOro
npoTecTaHTM3Ma NOCBALEH NOUCKY 06AKKa /llomepa-4yenosgeKa. B kapTuHe
BENMKONENHO BOCCO3faHa aTMocdepa cpeflHeBEKOBOrO ObiTa C BeNUYecT-
BEHHbIMK COBOPaMU, MUCTUYECKUMUM BUTPaXaMu 1 LIEPKOBHbBIMUK Cyxbamu.
KvHoonepaTop Pobep ®pecc 1 rpynna xyAoKHWKOB-NOCTaHOBLIMKOB (P. LiexeT-
6ayap, P. Wpek n K. Wedep), nepenaBas atMocdepy TOro BpeMeH!, OpueHTnpo-
BaNMCb Ha HEMELKO-rONNaHACKY0 xusonunchk XVI-XVII BekoB, B YaCTHOCTH Pem-
bpaHaTa 1 Nlykaca KpaHaxa CTapliero — coBpeMeHHVKa /lioTepa, Co3iaBLiero ero
MPWKN3HEHHbIE MOPTPETHI. [1PEBOCXOAHO MYy3blKanbHOe odopMmneHmne Puyapaa
XapBw, CO3fj@aHHOe C HEKOW CTUAM3aumelt nod My3biky XVI Beka.

XOpoL 1 aKTEPCKUMIA COCTaB, B KOTOPOM 0cob0 Bbiaenuncs Mutep YcTu-
HOB, CbirpaBWwuii kypdtopcTa CakcoHnn Gpuapuxa Myaporo (nocneaHss pabota
aKkTepa 3a rog 0 cMepTw). Obpas /ltoTepa Bonnotun [xosed daliHc, 3acnyxue-
WWI Npr3HaHve nybarnKku No rasHoi ponv B unbme 1998 roaa «BnobneHHbIi
Wekcnup», a B 2017 He MeHee HnncTaTenbHO M306pa3nBLWKiM KoMaHaopa dpeada
YoTepdoppaa B Tenecepuane «Pacckas cnyxaHKu».

OpfHaKko Npu COOTBETCTBUM (DrNbMa BHELLHeW aTprbyTyiKke NepBOl Nomo-
BUHbI XVI BEKa K BHYTPEHHEN NOTVKe KUHOKaPTUHbI B MHTeprnpeTaummn obpasa
oTepa-pechopMaTopa BO3HUKAKT BOMPOCH!. He cayvaliHo 0T3biBbl O Gunbme
BeCbMa NpOoTMBOPEYMBEI. POOXeEP S6epm ycMaTpYBaeT B KMHO yNyLleHve B cdhepe
NOANTUKU: «OBCTOSATENBCTBO, YTO He ObINO OCBELLEHO B KWHOPENu3e, — NomnTu-
YeCKMI KNMMaT, B KOHTEKCTE KOTOPOTro MOTYLLECTBEHHbIE HEMELIKME KHA3bS
nocyYMTanu UenecoobpasHbiM NOAAEPKATh MATEXHOIO MOHaxa [B ero bopbbe]
NpoTMB COOCTBEHHOTO VX UMMepaTopa v BnacTu [manckoro] PumMa. B cueHax
cydactviem ®pugpuxa Myaporo (Mutep YCTMHOB) Mbl BUAMM, Kak OH UCMONb3YeT
JltoTepa B kavecTBe CpefCcTBa YKpenaeHns CBoeit Bnactu, 1 [, ofHOBPeMeHHO,]

! Mog 3n0M Mbl ByAeM UMETb B BIY NOHSATUE HPABCTBEHHOCTU, O3HAYAOWIEE «HAMEPEHHOE,
YMbILWIEHHOE, CO3HAME/IbHOE MpUYKHeHne Komy-vbo Bpepda, yuiepba, cTpagaHuii». 310
(10.01.2024). Cnosapu u aHyuknoneduu Ha Akademuke. URL: https://dic.academic.ru/dic.nsf/ru-
wiki/25012.

2 Cit. on: Marklein, St. von. (n.d.). Der Luther-film. Retrieved May 30, 2024, from https://www.rpi-
loccum.de/material/pelikan/pel2-04/maluth. (3neck v panee nepesop Haw. — LK., .K.)
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HabNtogaeM KPOBABbIE CPAKEHMS MEX Yy CTOPOHHMKaMK JlioTepa 1 cnunamu,
BEPHbIMU [KaTONMYECKOW] LepkBI. Ho /lioTep — B CTOPOHE OT 3TUX BOCCTaHWNA,
1, Byay4n NOTPSICEH HACUMEM, KaK Mbl NOA03PEBaEM, ABaX bl Obl NOAyMas, ecin
6bl eMy NPULLNOCH BCe ienaThb 3aHoBO» (Ebert, 2003).

Ha TemMaTnyeckoMm caiiTe, NOCBALLEHHOM MeANEBUCTVIKe [onnuByaa, Guibm
OLEHMBAETCS KaK 3aypsifHblii, NOCKOMbKY, HECMOTPS Ha AOCTOBEPHOE W Harmsif-
HOe NpefacTaBneHne psaaa MCTOPUYECKIX COBBITUIA (YeM OCTOMHCTBA ero 1 orpa-
HUYMUBAIOTCA), penu3 HanoMmHaeT 124-MUHYTHbIN 0630p y4ebHVKa, CO3AaHHbIM
6e3 KaKoro-n1bo KpeaTMBHOIO NOAXOAA CO CTOPOHbI KaK pexunccepa, Tak 1 cle-
HapucTa. OnepaTopckast paboTa B LENIOM HEBbIPa3uTeNbHa, XOTs BOMIOLeHne
[hrozecdom dariHcom 1 MuTepom YcTMHOBBIM 06pa3os MapTuHa /lloTepa 1 Kyp-
dtopcTa CakcoHnmn dpuraprxa MOXHO CHMTaTb 06pa3LOoBbIMS,

P. 36epT, kacasch camoii uctopuyeckoii hurypsl /lioTepa, NULLET, 4TO Npej-
CTaBneHusa o Macltabe MMYHOCTU MPOTECTAHTCKOro pedopmaTopa He onpas-
Aannch (3Ty MbICNb B KpUTUYECKOM 0b630pe uibMa Npr3Haem oCHoBoMNoNara-
toLeit): «MapTuH J/ltoTep 6bin MOpanbHOW cunoi Pedopmann, CBALEHHWUKOM,
KOTOpbIV 6poCKA BbI30B PUMy (...) 1, MO cyTu, co3aan MpoTecTaHTn3m. JINYHOCTb,
6e3ycnoBHO, BblfatoLascs. COMHEBAIOCh, HTO OH Dbl TaK YK MOXOX Ha HeyBepeH-
Horo, pedeKcMpyoLLEro YenoBeKa, KOTOPOro Mbl BUAMM B “/ltoTepe”, 4enoseka,
KOTOPBbIN, MO €r0 MPU3HAHWI0, YaCTO ObiBaeT HACTONBKO NOAABAEH, YTO HE MOXET
NOAHATBLCA C NOCTeNN. Tak HTO BPSA MM Ha 3TOT hvNbM NOMAYT paau 3HaKOMCTBa
€ 06BEeKTMBHO BOCCO3[aHHbIM NCTOPUYECKUM MOPTPETOM repos; CKopee, ero
OCHOBHO ayAUTOPWEN CTaHyT BepytoLLMe, KOTOPbIE ULLYT BAOXHOBeHMUs» (Ebert,
2003). B xapakTepucTu1ke peopmaTtopa KpUTHK pe3toMupyeT: /lioTep dakTuye-
CKV AOMKeH Bbln MOTUBMPOBATL Ha CBEPLIEHUS, @ MONYYMUACS AOBOMBHO 3aypsia-
Hbl Yen0BeK, Aa eLle U C HM3KON CaMOOLLEHKOM.

36epT npoluenca gaxe nNo apTUCTy, CbirpaBlwemy ponb JlioTepa: «B urpe
daiiHca ecTb 0COBEHHOCTb: B ero MapTuHe JltoTepe He OLLyWaeTCs NbIKOCTH
1 yoexaeHHOCTI. /II0Tep KaKeTCs CnabbiM, HEBPOTUYHbIM, MOMHBIM HEYBEepeH-
HOCTW B cebe 1 HeXxenatoLy MM 0Co3HaBaTh NOCNeACTBIUS CBOero npotecTa (Ebert,
2003). Mo3ToMy KpUTUK 3aaeTcs BONpocoM: «Kakne MMEeHHO YepThl XoTen pac-
KpbITb B 0Opa3e /lioTepa [pro3ed daliHc, NpeacTaBrB CTONb CTPaHHBbIN €ro
pakypc? O4eBMAHO, OH OTBEPT BO3MOXHOCTb LWMPOKOMACLWITabHOW UHTeprpe-
Taumu, KOTOPYHO MOXHO YBUAETH B “COOCTBEHHO” Pennrno3Hbix hunsmax» (Ebert,
2003).

Talnep Xammesns, HanpoTuB, ybexaeH, 4To duibM nepegan Heop-
HO3HaYHOCTb XapakTepa MapTuHa /lloTepa, KOTOPbIA OblN «CMOMXKHbBIM

3 Donahue, P. (n.d.). Luther (2003). Medieval Hollywood. Retrieved August 1, 2024, from https://
medievalhollywood.ace.fordham.edu/items/show/131
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4EOBEKOM — MEMAHXOMVYHbIM, AeMPECCHBHbIM, 3aMy4eHHbIM, YyBCTBOBA HEOb-
XOAMMOCTb Yacamu UCNOBEA0BATLCS, onacasich NpoksaTvs. OH Obln OAePKNM
CTpaxoM nepep BoXbiM THEBOM, 1 3TO OTPaXanochb B MPOTMBOPEYMBOCTY €0
noctynkoB» (Hummel, 2022).

KeHHem TapeH udem danswe: «“MatexHuk. leHunin. Ocsoboamntens”. Koro
MOXHO OMMCaThb TaKMM CI0raHoM Ha nocTepe? fepos HOBOro 6oeBKKa ¢ BYHOM
Onzenem? (...) Kakoro-To cekpeTHOro areHTa? Hennoxve BapuaHTbl, HO HET, HET
1 HeT. NpaBubHbIN 0TBET — JltoTepar®.

Kak 0 60/bLIOM COBbITUM B KHEMaTOrpade roBOPHT O pacCMaTp1BaeMoM
ssnennn CmuseH /. [pelioaryc: «ybeanTensHas ncTopryecKas gpama, Kotopas
Taoke ABNAETCS YTBEPHAEHWNEM BEPbI 1 CEPbE3HO PacCMaTpMBaeT BOMPOChI XpU-
CTMaHCKOW JOKTPUHbI» (Greydanus, 2003). BMecTe ¢ TeM KpUTKK HaxoamnT 34echb
Cepbe3Hble HefoCTaTKU: «be3anennsumMoHHO arnorpaduyeckunii B 3obpaxeHunn
JltoTepa 1 04HOCTOPOHHE NO3UTUBHbIN B CBOEM B3rnsife Ha Pecbopmalinio, hunbm
MCKaXk@eT U KOHLeNnTyanbHo-1AeNHyo OCHOBY KaToNMUM3Ma, 1 penpe3eHTa-
LM BaXKHbIX MCTOPUYECKMX (haKTOB, MocnefoBaTenbHO aedopmupys obpasbl
nepcoHaxeln, 4Tobbl MpeacTaBuThL /ltloTepa B HamnyvlleM CBETE, B TO e Bpems
BbICTaBASAS €ro NPOTVBHUKOB MaKCHManbHO HepasyMHbIMM» (Greydanus, 2003).
B aToMm nnaHe ocobo noctpanan obpas Manbl /lbBa X. CornacHo MpeinaaHycy, oH,
KOHEYHO, «He repol B aHHanax pYMCKMX eN1MCKOMNoB, HO B (hunbMe BbIMSANT eLe
Xyxe, 4em bbin Ha camoM aene. Ha yenoseka, KOTOPOro, COrnacHo Yunny [AbtopaHy,
cunTanu “Havbonee NCKYCHbIM M3 Nan’, ... HeT U HaMeKa; BMECTO 3TOrO ... — Cypo-
BbIV, NULWEHHBIN COBECTH, PaCHET/VBbINA 3104el. B drnbMe yTBEPKAAETCS, HTO
JleB X Ha3Haymn Harpagy 3a ronosy J/ltoTepa, HO MpY 3TOM He MOKa3bIBAETCH, Kak
ToT e Mana PUMcKniz oTaaeT nprkas ob obecneveHnn b6esonacHoro oTbesaa
ToTepa ¢ BopMmcckoro ceiima» (Greydanus, 2003).

MoYTV NPUMUPUTENBHBIM SBUNIOCH BbiCKasbiBaHwe Talnepa Xammens:
«[oBOPs 0 Hacneauu MapTuHa flioTepa, Mbl CTaNKMBAEMCS C BbIOOPOM: CYMTaTh
ero M1bo ofIHNM 13 BEAMYaliLMX OOPLUOB 3a UCTUHY 1 CBOBOb YenoBeka, N1bo
OfIHUM 13 BeNn4alivx paspywmnrenein 8 uctopumn. CIOKHO HaUTU KOMNPO-
MUCCHYIO TOYKY 3peHusi. OH Bbif MPUTATaTeNbHOW NMYHOCTbIO: NePCoHanbHO
9 yBaXato [ero] Kak yenosexa rnyboKOro yma 1 BbICOKMX MOPabHbIX Ka4eCcTB»
(Hummel, 2022).

HakoHeu, ®pedepuk 1 Mapu bpaccem CHUTAOT, 4TO PEXMUCCEP U Cle-
HapuUCTbl GunbMa «/1oTep», BMECTO TOro Y4TOObl MPOCTO CHOKYCHPOBATLCS
Ha peluatoLleM neproge KpectoBoro noxoda /ltotepa npoTtns Pruma, nocrtasuim

+ Turan, K. (2003, Sept. 26). ‘Luther, the blockbuster theologian. Los Angeles Times. Retrieved Jan.
11, 2024, from https://www.latimes.com/archives/la-xpm-2003-sep-26-et-kenny26-story.html
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aMBULIMO3HYIO LieNb — AaTb NOAHOMACWTabHbI NOPTPET YeNoBeKa, KOTOPbIN
NONOXMNA Ha4Yano NpoTecTaHTCKon Pedopmaumi®.

Kak BMAHO V3 NpoBefeHHOro 0630pa, 3ambicen co3aatenei dunsma aei-
CTBUTENBHO OKa3ancs aMbuUMO3HbIM. 118 NPOSICHEHNS CTeNeHn CooTBeTCT-
BUMS pe3ynbTaTa BOM/OWEHNUS MCTOPUYECKON AeCTBUTENBHOCTM 06paTMCs
K aKafileMUYeCcKnM MCTOYHMKaM O JItoTepe, CPaBHMB UX C ero penpeseHTaumei
B KMHOKapTVHe.

B cBS3M C Tem, YTO B pa3Hble rofbl X13HK JIloTep NpeacTaBan To Aep3HO-
BEHHbIM repoeM, TO 3arHaHHbIM CUABbHBIMU MMPa CEro B TYMWK, HAYHEM aHanwm3
Xy[l0XKeCTBEHHOrO ero 06pasa C aBTOPCKOro 3aMbic/ia NokasaTb /lloTepa B kave-
cTBe Yenoseka. OKasblBaeTcs, BO BTOPOK nonosuHe 1518 rofa npunsHaeancs cebe
B MyuMTeNbHOW TpeBore 3a cebs n cyabby Pedbopmaumm: «Kak yacto, — BCnom-
HWT OH B BapTbypre, — OKMManocb Moe cepaue nog AeicTBremM CuibHelero
13 apryMeHTOB: Thl YTO e, OUH YMHBI? — Hey)Kenwv BCe Apyrie AoMKHbI 3aby-
XKOaTbCs v 3abnykaanuce Tak gonro?» (Conosbes 3., 1984, c. 99).

Puc. 1. O6pas3 /lioTepa-6yHTaps, COXPaHUBLUMIACS B NaMATN NOTOMKOB.
AHTOH ¢hoH BepHep. «/lioTep B BopMmce. 18 anpens 1521 r.».
1877. FlocypapcTBeHHas ranepes LUTyTrapra®.

MopobHoe comHeHue fliloTepa nepefaHo 1 B hunsMe — B KyNbMUHALMY
BopMCCKOro celima, rie BbiiBAeHO He MNakaTHoe MyXeCTBO repos (KoTopoe

° Brussat, F., & Brussat, M.A. (n.d.). Luther. Spirituality practice. Retrieved Jan. 13, 2024, from
https://www.spiritualityandpractice.com/films/reviews/view/6609

®  WcToyHmKk  m3obpaxerus:  URL:  https://upload.wikimedia.org/wikipedia/commons/
thumb/7/79/MoTep_B_Bopmce.jpg/1920px-/ltoTep_B_Bopwmce.jpg (20.06.2024).
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YKPEnuAoCh B CO3HaHUM MHOTUX MOKONEHWIA, MOKa3aTenem Yero sBmnach Kap-
TuHa A. hoH BepHepa, puc. 1), a NOHMMaHKe Toro, 4To UATK NPOTUB COBECTY
OH He MoxeT. Kak oTmevaeT Ipux Cososees, «/lioTep B Bopmce He oTKazancs
OT OTPEYEHNS, OH NKLb 0OBABIA, YTO bECCUIeH Om He2o OMKA3aMeCs, NOKyAa
He ByneT onpoBeprHyT 1 nepeybexaer» (Conosbes 3., 1984, c. 129).

Puc. 2. MoTep (apT. Jxo3ed daiiHc) B Bopmce B 1521 T.
Kagp u3 dunbma «/liotep», 20037

B cBsi3n ¢ Takoi nosuumen pedpopmatopa Busiseensm Aunemel cutan,
4TO /IIOTep KaK yBeYeHHbIV NOCNefoBaTeNb aHIMUCKOTO 3MNKUpUKa Ynnbsima
Okkama (1285-1347) oTcTamBan c80600y 80/1U, BCNEACTBME 3TOMO CHSB C KOH-
LenTa Bepbl MeTadun3nyeckre orpaHdeHns v, TakuMm obpasom, obecneyms
NOSIBNEHVE HOBOMO — HE3aBMCKMMOrO TMNa CO3HaHWs, NpULLeAWero Ha CMeHy
pormatnamy CpegHesekosbs (Dilthey, 1988, p. 271). OaHako /ltoTepa pe3ko Kpu-
TUKOBanN NMaep eBPONericKoro rymatnamMa 3pasm Pommepoamckull, KOTOPbIN,
KaK HY CTpaHHO, B hunbMe oTcyTcTBYeT. OH BCTYMWA C HUM B MOAEMUKY, Ha4aB
C KPUTUKM NOHUMaHMS 6K ABMYCTMHOM CBOBOAHOW BONM (CaMUM Ipa3mMomM
MHTEPNPETUPOBAHHON KaK CU/Ibl XeNaHus, YTo NO3BOASET YeNoBeKy NpuUiTH
K BEYHOMY crnaceHunto, MMBO OT Hero oTBpaTUTLCA (Ipa3m, 1987, ¢. 230)). Bons
3Ta hakTUyecKkn nogyvHeHa 3aeck boxecTBeHHOW bnarogaTu. Ha ocHoBe 3ToM
npev MlioTep, B CBOO ouepeb, CHOPMYIMpPoBan KOHLENT CNaceHns Yenoseka 6e3s
CODCTBEHHOIO yyacTus nocneaHero. OgHaKko PoTTepaaMcKmnii cumnTan AaHHbli

" WctouHuk wu3obpaxenus: URL: https://www.geeksundergrace.com/movies/retro-review-
luther-2003/ (11.01.2024).
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KOHLEeNT pa3pylvTensHbIM Ansa Mopanié, Mbo 3aKoH Bepbl NPYKa3biBan «1106UTb
BPAroB», «Ka)(ablii IeHb HECTIN KPEeCT», «NPe3peTh XM3Hb» (Spa3m, 1987, c. 233).
Obpatlasich K /lioTepy, Ipa3m nvcan: «TBOIO LIePKOBb COTPSICAOT BENVIKME CCOPbI
1 NPUBOAAT B CMsiTeHMEe Mexa0ycobHble pacnpw» (Ipa3m, 1987, c. 581). bonee
Toro, [DkyH-Yys1 [apk, KOMMEHTVPYS 3pa3ma, OTMETWA, YTO PoTTepaamel] B itoTe-
POBCKOM BbI30BE MamnckomMy PUMy pacro3Hasn He TONbKO CTpemMaeHne yayYLnTb
LIepKOBb 1 MPOCBeLleHe, HO 1 YNPa3AHUTb KOHLEeNTyanbHble OCHOBbI KaToNK-
Lm3ma. N1oaToMy BO Bpems Havaslierocs 06ckypaHTrama (1520-e) 3pa3m npoms-
HEC rOPecTHYI0 CEHTEHLMIO: «TaMm, rAe LapuT NTepaHCTBO, 3HaHWe norvbaer»
(Park, 1995, p. 3). Cepeeli [TumeHos e nonaraeT, 4To /IloTep CTPeMUNCs «UATY
No NYTW KPUTUKM CYLLECTBYIOLMX NOPSAKOB B Liepkay — 6e3 paspylueHus camoit
LlepKBW», NOCKONBKY OH pa3fensin «sepy 1 LlepKoBb Ha BUAMMbIE U HEBUAMMbIE,
BbIBOAS LlepkoBb 13-n0f BO3IMOXHOCTU ee CYLHOCTHOrO oTpulanus» (Mume-
HoB, 2021, c. 116-117). Hanbonee ybeanTenbHbiM B PACKPbITVM NPOTMBOPEY IS
Mexay /lloTepoM 1 Ipa3MoM NpeacTaBnsercs obbsacHeHve EneHsl bakeegou:
MEXY MPPeanbHOCTbIO U MHTENNEKTOM, T.€. «MPUHUMMNANBHON MHAKOBOCTbIO,
[0 KOHL@ MOHSATOM TPaHCUEHAEHTHOCTBIO M HeOOXOAMMOCTbIO OnepeTbCs Ha
NpoYHbIN hyHAaMEHT 3HaHus» (bakeea, 2013, . 26). 13 3TOro ABCTBYET, YTO
y4eHue JlioTepa, HaxodsCb Nof BO3AENCTBMEM CaKpanbHOro aBTopuTeTa, Npea-
CTaBWNO «CBOEOOPa3HbI CpeHEeBEKOBLIN BapnaHT “heHOMEeHONorMYecKon
peayKumn’, Koraa Yenosek, abCoNtOTHO HEKPUTUYECKM MPUHMIMas 3HaHWe, napa-
AOKCaNnbHbIM 06Pa3oM OT Hero 0CBOOOXAAETCS, MNOMAYYast TEM CaMbIM BO3MOX-
HOCTb “NpopbIBa” K COCTOSAHMIO Bepbl» (bakeeBa, 2013, ¢. 26).

B nTore /ltoTep 3aKpenocTun co3HaHve bonblue, YeMm NPexmae, MCKYNB
BO3MOXHOCTb 06WTbCS CBOHOALI COBCTBEHHbBIMM 3acyramu. [1o MHeHNto Meopsi
Esnamnuesa, BCNeACTBYE HOBOBBeAEHWI JlloTepa «4enoBeK Obin MOAHOCTbIO
NNWEH BHYTPeHHel cBob0o/bl, KOTOPasi COCTaBASET ero CyWHOCTb» (EBNaMnmes,
2015, c. 111-112), a cBobofa npeBpaTunacs «B Metacdopy daTtanbHoM npefo-
npeaeneHHoCTM NMOCTYMNKOB YenoBeKa 60)ecTBeHHOM Bonei» (EBnamnues, 2015,
c. 114). MoaTomy B Lienom, no HabnoaeHnto bepmpaxa Paccena, B cpefHeBEKO-
BOM MblLWEHUM Pa3BMBaNCs «<MOCTOSIHHO YrAyOAatoLMACsS CyObeKTUBM3M, NPO-
ABASOWMIACS NepBOE BpeMs Kak 61aroTBOpHOE 0CBOOOXKAEHWE OT IYXOBHOMO
pabCTBa, HO HEYKIOHHO BeayLlMi K BpaxaebHoM s CoOUMansHOro 30p0Bbs
n3019uMmn nn4yHocTW» (Paccen b., 2016, c. 20).

8 Mo cnoBam 3pa3ma, «CBATOM ABIYCTVH 1 €ro NMociefoBaTeny, pa3mMblling O TOM, Kak na-
rybHoO Ans UCTUHHOTO B1aro4ecTys, Koraa YenoBeK nonaraeTcs ToAbKO Ha CBOW CWlbl, 60Mb-
LWe UeHsAT bnarofaThb, KOTOPYIO Be3ae Baanbnnsaet MaBen. ABryCTUH OTPULIAET, YTO YeN0BeK,
MOABNACTHbIN rPexy, MOXET CaM 06PaTUTLCS K MCMPaBAEHMIO CBOEM U3HW UK CAeNaTh YTo-
HMOYAb elle, MMetoLLee OTHOLWEHNE K CnaceHuto, ecnv bor He NobyanT ero NocpeacTBOM He3a-
CNYEHHOW UM BnarogaTi K TOMy, YTOObI OH NMOXenan Toro, YTo BEAET K BeYHOM KIU3HI» (Ipa3m,
1987, c. 235).
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B dhunbme e Tema cBOOOAbI BOAM NOKa3aHa NPUMUTUBHO: KaK byaTo
JltoTep B CBOEM BapTOYPIrcKOM 3aTBOPHUYECTBE, NepeBo/s brbuio ¢ rpedeckoro
Ha HeMELKNIA, 3aHAT NULLIb NUHTBUCTUYECKOM npobnemolt. OH aaet cebe Tpyn
CKa3aTb, YTO B HEMELIKOM si3blKe C/I0BO «BOJIsi» O3HAYaeT BHYTPEHHIO 3Hep-
F110, 4TOBbI NOAYMHSATE APYTUX. A B TPDEYECKOM s13bIKE OHO O3HAYaEeT CTPACTb,
nbin, Nto60Bb. Takoe OTHOLWEHWe aBTOPOB KapTUHbI K (hyHAaMeHTanbHOW Npo-
6reme B NIOTEPOBCKOM TEONOT UM BbIMIAAUT Kak Napoams Ha OfiHY 13 MaBHbIX
€ro [IOKTPUH.

0b6oiaeHO BHUMaHWeM n omHoweHue /llomepa K pasymy. C OAHON CTo-
pOHbI, pechopMaTop, Kak cunTaeT lekKa KapKkslHeH, B OAHOM 13 Hanbonee
LieHHbIX CBOMX MPOW3BEAEeHNIA BOCXBaNsSN pas3yM B KavecTBe Havbonee npe-
KpacHoro fapa BceBbIWHEro ntoasm, No3BoAMBLIErO MM BOMAOTUTL B cebe
HeKyto Tonuky boxecTseHHoro Havana (Karkkdinen, 2017, p. 195). C apyroi, —
KaK TONbKO peyb 3ax0Awa O MOMbITKax XpUCTMaH BAyMaTbCs B CyTb bubanm, —
loTep B pa3syme Buaen 6onbliyto 0NacHOCTb, M6O TaKOBOW MIHOBEHHO NpeB-
pallancs B 0bpas 3na: «napwwvsas, NpoKaKeHHas 6nyaH1La, CBATON Pa3yM ...
NPOCTUTYTKa 1bSIBOMA, HE MOXET HUYero pyroro, Kpome Kak KneseTaTb 1 bec-
4ecTuTb TO, 4TOo Bor pnenaet 1 rosopuT» (Hutchinson, 2017). ICToOYHMKOM pa3-
ApaxkeHus JlloTepa [ONroe Bpems Takxe cnyxunn Apuctotene. loatomy Jliotep
xoTen 6bl N3bATb HECKONbKO KHUM ApUCTOTENS 13 CBOGOAHOTO obpalleHns
(TtoTep, 2013, c. 64-65). CnegoBaTtensHo, pedopmaTop, Kak 1 ero Maaawmnm
«bpaT BO Xpucte» XaH KanbBuWH, «C camMoro Havana, — nuwet AdpueH /ledaH-
cep, — OTpuLanu pasym, BCAKYHO eCTECTBEHHYIO PENUTIUI0 U MOPaib, OHU TaK/M
06pa3oM NoOMeCTUV YeNoBeKa B eCTECTBEHHbIV NOPSLOK, OCTABMB €ro C1iam
M NPUPOAHBIM CNOCOBHOCTSAM YHMBEPCANbHbIM CKENTULM3M 1 MOPaNbHYHO
npeaB3aTocTb» (Ledanseur, 2020).

OpHako B KnHoobpase JlloTepa oTpuLaTeNbHbIX YEPT KaK 06beKMa ezo
amuyecKkol OYeHKU HET, TOrAa Kak B XapaKTEPUCTMKE NOTEPOBCKMX OMMNOHEH-
TOB aBTOPbI KAPTUHbI CO3HATENBHO HapaCTUAW HEraTUBHbBINA CMbIC/1, KOTOPbIN
BblpaykeH AByMs KoHbAnKTamun. OanH — B bopbbe pedopmaTopa ¢ KaTonmnye-
CKOW LiepKoBbio BO rnase ¢ [Manoii /1BoM X 11 ero MpuUbAMKEHHbBIMU — YHaCTHU-
Kamy MHOTONETHEeW TOProBAW MHAYNbreHUMAMU. [1pyroin — B NCUXONOTMYECKOM
H6opbbe /lioTepa Co 3/1bIM Ha4YanoM, KOTOpoe OH B cebe ollyllan, T. €. C AbSBOOM,
C KeM accoUmMpyoTcs M306paXKeHHbIe B KMHO KaTOMMKK 1 Npex/ae BCero cam
Mana Pumckumid. MNoka3aTenbHbIM SBUNOCH BbICKa3biBaHe /ltloTepa, B KOTOPOM
OH CpaBHWA NOHTUdUKa C KHA3eM TbMbl: B AenaHum anbl HaMecTHUKOM Xpu-
CTa AoNycTUAKn, BYATO NepBbIi «Bblle aHreNoB HebeCHbIX 1 NOBENeBaeT UMU;
a 370, COBCTBEHHO rOBOPS, UCTUHHOE fiesHME UCTUHHOIO AHTUXpUCTa» (/lioTep,
2013, c. 25).
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Takum 0bpa3om, KoHLenuus dunbma cnoxmunacb U3 npeacTaBneHs
o /ltoTepe Kak 0 NpaBuUIbLHOM TonkoBaTene bubnuu v 6opue ¢ Mancknm PUmMom
3a byayliee HeMeLKoro XxpucTuaHcTea. OfHako pexxiccep 3. Tub, 06bICHUBLINIA
CBOe BIeHMe 0bpasa /lioTepa Kak BOMMOLWEHNS «xapaKTepa YenoBeKar, CnyKa-
BW/1, MOTOMY YTO MOJ NPEANOroM 3TN 6e30061AHON 1 AKOObI BCeobbEMMIOLLEN
MHTepnpeTaLym MMYHOCTMN CHMAETCs OTBETCTBEHHOCTbL 3a €€ UAEON0TNYECKYHO
nosuuuo. Tem bonee 4To Tk BCE PABHO 3aTPOHYN MOAUTUYECKYHO W MCKUXONO-
TMYECKyto Npobembl, B 06befHEHMIN KOTOPbIX MPOSIBINACE TPETbS — Npob/1emMa
3710. OHA OCHOBAHA HA 83aUMOOElCMBUU 08yX KOH(UKMOB: BHEWHE20 — 60PLHbI
Jllomepa ¢ aHMUHapoOHbIMU OelicmausiMu PuMckol YepKaU, U 8HYMpeHHez0, Npo-
ucxooswezo 8 dywe camoeo pechopmamopa. Takoe sonaowjeHue obpasa /lromepa
He NPpOCMO KaK «4e/108eKa», a ewje U KaK NONUMUYeCcKo20 068UHUMENS YepKaU,
71e2/10 8 ocHogy uasmMa. CneaoBaTeNbHO, anpPUOPHO «HeN0BEYHbIV» U «MPOTU-
BOPEUMBbI» MapTuH, 3asBNeHHbIN PEXMCCEPOM FKOObLI B 0OBEKTUBHOM Xapak-
TEPUCTUKe, NONYYMICS OAHOMNAHOBBIM — B PO/ BbIAAKOWIErOCS PEANTMO3HOMO
rYMaHuCTa, MPOTUBOCTOSAWLErO MacLITabHO-UCTOPUYECKO CTUXMN 37a.

Pa3ymeeTcs, Nt0b0I XyA0XKECTBEHHbIN 00pa3 Heobs3aTeNbHO AOMKEH ObiThb
TOYHOM KOMWeE MCTOPUYECKOro repost (0 Yem npeaynpexaan etle ApMctotens).
Ho B cnyyae c /ltloTepom, Korfa aBTopcKas ONTMKa HanpaeaeHa Ha 3MoxanbHyo
uirypy Hemeukoro pechopmaTopa C GOKYCOM Ha penpe3eHTaumio onpeaeneHHbIx
naeonorem, xoTs 6bl YacTMUHas 6ANM30CTb K NPOTOTUMNY MOra Obl cAenaTh Npes-
NOXEHHbIV XYyAOXKECTBEHHbIN pe3ynsTaT bonee MacliTabHbIM. B CBA3M C 3TUM
Lesib Halero NccneioBaHNs — NPOSICHUTL COOTBETCTBME BOMMOLLEHHbIX B KUHO
NVIKOB JlloTepa 1 ero COBPEMEHHMKOB 1X peansbHbiM Npoobpasam, 13 Yero BbiTe-
KaeT runoTesa 06 U0e0/102U3UPOBAHHOM UCKAXKEHUU 8 (hUIbME UCMOPUYECKUX
cobeimuti. HOBU3Ha e CTaTbl 3aK1t04aeTcs B paclindpoBKe 3a)yMaHHOro
aBTOpaMu GuabMa KOHLENTa «Ye108e4HOCMU /Tiomepa u €20 3/1020 OKPYHEHUST».
B Helt N0 pe3ynsraTam XyaoKecTBEHHOMO OCMbICIEH WS TMYHOCTU pechopmaTopa
BHELLHe PacKpbINach WaeanbHO-NMO3NTUBHAS, @ B VICTOPUYECKOM M1aHe — HUYeM
He NoATBEPX/AEHHas aBTOpCKas aHTasns. AHanv3 Takoro siBneHus B Gunbme
onpepen TeOPeTUYECKyH 3HaYMMOCTb HACTOsLLEN paboTbl.

[ins penpeseHTaumm 3TOM Maen NCnob3yeTcs aBTOPCKNA METOS, LieJIoCT-
HOr0 aHa/IN3a XyA0XKeCTBEHHbIX TeKCTOB (KoHCoH, 2013). icnonb3oBaHme ero
MO3BOIUNO NPOCAEANTb CTEMEHb PEA/IUCMUYHOCMU XyOOKECMBEHHbIX 06pA308
U Ux 06ve0uHeHue 8 CO30aHHbIU asmopamu guiema kKoHyenm 31a. Ocoboe BHY-
MaHMe 30eCh YAEeNEeHO TeM, BXOASLIMM B LENOCTHbIV, aHaNUTUYECKMM NOAXOAaM,
KOTOPble BOCTPEOOBaHbl B COOTBETCTBUM C PaCCMaTPUBaAEMbIMU MEPCOHaKaMU:

— VICTOPUYECKOMY, KaCatoLemycst BCeX AeVCTBYIOLLMX NL;

- unocodcroMy, CBI3aHHOMY C BbisiBNEHVieM ponu JliloTepa B 60rocnosny;
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— MCKUXONOrMYecKoMy, BKIOYaoLWeMy ayAnONHTOHALMOHHbIA aHann3
B ClieHe avanora JlioTepa ¢ KapanHanoM KastaHoM 1iv pacKpbiBatoliemy ncu-
XONOMMYeCKoe MacTepCTBO apTUCTOB (HanpuMep, rpoTeckosas urpa M. YcTuHoBa,
. XopcTa, a Takke TpareguitHas — [k, daliHca B ponu /lioTepa Ha cyae);

— COBCTBEHHO KMHOMOHTAXKHOMY — OMpeaeneHnio ANHaMuKN AeNCTBUS;
— MY3bIKOBEAYECKOMY — BbISIBIEHMNIO PO MYy3bIKM KaK OBAUYMTENS CUA 3N13;

~ NOPTPETHO-BU3YyaNbHOMY — CIMYEHWI0 0OPa3HO-MCUXON0TMHECKOro
CXOACTBa KMHOrepoeB € U30-apTedaKTamu, MMeOWMMY 3Ha4YeH e NCTOPUKO-
BepUdULMPOBAHHbBIX JOKYMEHTOB (Hanpumep, Mana /les X B punbMe v Ha Kap-
TvHe Pacbasns vnv obpas /lioTepa B KUHO U B M300paxeHnn, caenaHHoM Jlykacom
Kparaxom CTapwmm).

OBPA3bI 3/1A

Vges 3apoxaeHns NMKOB 3/1a 3aKnadbiBaeTcs B [ponore kapTyHbl. Mono-
[0V MapTyH, BO3BpaLlasich HOYbIO U3 foMa B IpdypT, B3bIBaeT K CB. AHHe 1 bory
C MpocbOO 0 3aWKnTe, 3a 4TO 0bellaeT cTaTb MOHaxoM®. Takoe pelleHve o0bbsc-
HsieTCst DOSI3HBIO IPO3bI, MepepacTatollel B CakpasbHbIA CTpax AbsiBona, KOTO-
PbIA YyanaCs emMy C ETCTBa, KOrAa OH B KYKOJTbHbIX MPEACTaBNeHMSX Ha yanLe
BUAEN «HacTosLero» YyepTa. O6bsacHeHWe cTpaxa MapTuHa nepep Takol «ecTe-
CTBEHHOW» ero neranusauyvern B poaHoi CakCoHUM AaeTcs Teonoramm B AOKY-
MeHTanbHOM hunbme o JlloTepe «Bo3BpatleHre bnarogat»'%. OHK CHUTAIOT, HTO
B HOYHOM CNlefoBaHUM B IpdypT nepes HAM BO3HUK IMEHHO TOT MHMEPHabHbIA
00pas, KOTOpbIV C paHHKX NET CyL|ecTBOBa B €0 CO3HaHw. [NofobHas accoun-
aTMBHOCTb C IMKOM AE€MOHA HaM BUANTCS B €r0 PEMCCEPCKOM «aypaTUYeCKOM»
[TepmuH [1. depdakca] peleHnu, koraa 0bpas, byayuv CYHECTE3VPOBaH C HaLLIWM
BepOasnbHbIM U 3pUTENBHBIM PSAOM, DOPMUPYETCS B pe3ynsTaTe 3aTeMHEHHOTO

° B OCHOBY 3TOr0 3NM130Aa NONOXeH AeNCTBUTENbHbIV CyYalt, npoucluenwnii 2 nions 1505 ro-
fa, Korga JlioTep Bo3Bpallancs U3 goma B IpdypT, rae OH 13yyan npaso. Ha nyTu ero 3actur
WTOPM, ¥ MOJSTHUS YyTb He NNLIKAA €ro XW3HKU. B ropoackom apxuse IpdypTa XpaHUTCS V-
copmauus 06 obpalueHrn MapTriHa K NOKPOBKTENbHNLE FOPHAKOB CBATON AHHe (OTel ero
Hb1/1 FOPHAKOM), KOTOPOI OH Alan KNSATBY CTaTb MOHaxoM. OfiHaKO TaM e BblCKa3aHOo npeamnono-
KeHMe, YTO OH 1 paHblue NoayMblIBas O BCTYMAEHW B yXOBHYHO XW3Hb, HO AaHHbIV 3MM30[ ero
KI3HW MOMOT eMy NPUHSATbL pelwerue (Erfurt, Germany, University Records Martin Luther, 1501~
1505. Retrieved June 21, 2024, from https://www.ancestry.com/search/collections/61387/).

10 Batty, D. (Director). (2017). Martin Luther: A Return to Grace [Documentary film]. Retrieved May
19, 2024, from https://www.youtube.com/watch?v=lQauUUholKg/ (19.05.2024).
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noKasa [IBWKYLIMXCS KOHTYPOB. B cleHe rpo3bl 3. Tunb nokasan MapTuHa Oyk-
BanbHO B rpsi3n, YTOObI MOTOM (YMCTO NO-aMepUKaHCKN) MPOAEMOHCTPUPOBATb
€ro NCTOPUYECKOe BOCXOaeHWe. /13 3Toro cnefyeT, 4To obelllaHne /lioTepa CTaTb
MOHaXOM SBMIOCh HE MPOCTO 06ETOM, KOTOPbI OH BbIMONHMA Yepes ABe Hedenu
no Bo3BpalleHnn B IpdypTCKUIA YHUBEPCUTET, @ NPO2PAaMMOL €20 )KU3HU, peanm-
3aUMs Koel Havanach Yepes iBa rofa nocne yxoaa B MOHaCTbIPb.

Puc. 3. Cobop MNpecesToii geBbl Mapuu B dpdypTe.
oTep Ha Nonly nepep, anTapeM BbINOIHAET faHHbI BO BPEMS rpo3bl
o6eT nocesweHus bory, 4To6bl 0cBO60AUTLCA OT BNacTU gbsBona. Kagp us ¢punbmalt

[ibsiBON B h1bMe fiaH B CBOEM CeMaHTUYECKOM NpeacTaBuTenscTae (/liotep
KaTaeTcs No Nony B BOOOPaxaeMol ¢ HMM cxBaTke). OiHaKo B A€MCTBUTENBHOCTM
npobema ero B3aviMOOTHOLLEHWI C HEYMCTbIM rOpasao Cepbe3Hee: NpocMaTpuBa-
€TCs1 BbICOKast MHTEHCVBHOCTb €10 MbIC/IEHHOTO, — C (hOKYCOM Ha 3alluTe EBaHre-
NVIS, BEPbI W LIePKBYM, — NPOTMBOCTOsIHMS CaTaHe Kak npoToBpary, nobyxaatoLiemy
K aHanorM4HbIM IENCTBUSIM CBOMX areHTOB — CUAbHbIX MUpa cero (Tappert, 1955).

MNonobHoe OTHOLWEHME K AHTUXPUCTY HE ObIN0 CYYaiHbIM, T. K. 415 Cpeq-
HEBEKOBbIX XPUCTMAH ero «M1Up», Pa3pyLIUTeNbHO NPOsSBUBLLIMIACS B XV 1 Havane
XVI BB., Urpan npuvHUMNMaNnbHO 3HAYMMYIO AN HUX ponb (MogpobHee 06 3ToM

1 IcTOuHMK n3obpaxeHns: https://www.filmpro.ru/movies/17396/shot (25.01.2024).
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cM.: KoHcoH, 2021). Mo HabntoaeHnto Jebpsl CmpukasHo, «4yaoBuLLe Toraa 610
MeTathopOo KaK KynbTYPHOW, TaK U penurino3Hoi HenpremnemocT» (Strickland,
2003, p. 8), Beflb BeCb BOOOPaXKaeMblil NaHAEMOHNYM B CO3HaHWKN CpeaHeBeKo-
BOrO YesoBeKa bl peasnbHbIM: «CyLLEeCTBOBaHME NOJ0OHbIX MOPanM3aTopCKmX
YCTaHOBOK MO3BOASET NPEANONOKUTb, YTO CPEHEBEKOBbIE MOHCTPbI (hYHKLW-
OHMPOBANW 1 MaTepuanbHo, U abCTPaKTHO, UK COLMANBHO 1 CeMUOTUYECKN
ofiHoBpemMeHHO» (Strickland, 2003, p. 52).

/13 3TOro HabntogeHns cneayeT, 4To 06pa3 ObS80/1A U €20 MApKepos CMar
4aCcMbIo COYUANLHO20 CO3HAHUS. O MAKOM €20 3K3UCMEHYUAI6HOM «0OCMUKe-
Huu» nucan Pobep Miowembne(n): «MocTaBneHHbI B Camblli LEHTP MEHTaNbHbIX
npeacTaBneHnii U NpebblBatoLLMii TaM Ha MPOTSHIKEHMI BCEro Tparm4yeckoro Beka
06pa3 CaTaHbl MICNOMABL30BaNCs A5 NOCTPOEHMS OO BSACHEHWIA, MOYEMY MUP UCNOA-
HeH CTOMbKYX TPEBOT 1 befACTBUMIA. [pugaBas CMbICA TOMY, YTO, Ka3anoch, yxe
HaBceraa ero yTpaTuio, AbSBOM MPEBPaTUICS B MOLHbIN ABUraTeNb 3BOMOLMN»
(Miowembne(n), 2005, c. 294). Ho B co3HaHMK JltoTepa AbsiBOJ, KOTOPOro OH CHMTaN
AOCTONHbBIM, YMHbBIM OMMOHEHTOM, ellle bonee onaceH, 4em ero CMMBOo. 1o Mbicv
Tomaca PeHHbl, EMOH pa3pylwan «Mup anoaormein BoHsbl, counanbHbiMmn OyH-
Tamu, AOMaLHUMMN cCopaMm, HONE3HAMU, OAEPHKMUMOCTLIO, CTUXMIAHBIMUN BeaCTBY-
AMU ¥ TUpaHuel. [NaBHbIM MHCTPYMEHTOM caTaHbl B €ro NPOsSBIEHNAX OKa3blBa-
eTcs MNana Pumcknia. Co Bpemen SiHa MNyca [bsBon yCunmnn ataku, NOCKOAbKY Obin
BCTPEBOXEH BO3BPATOM K NpaKTuKe nponoseaun “Cnosa”» (Renna, 2018, p. 200).
Bonee Toro, sBNsisch /Il0Tepy, NyKaBbli NbiTancs noMelwaTs ero Tpyaam BO Cnasy
focnopa: nyran ero 1U3-3a neyku, a B BapToypre «xptokan Kak CBMHbS, OH beceno-
Ban ¢ /ItoTepoM B 06pa3e y4eHoro-cxonacTa, MHOMa Aaxe 3abrpancs emy B 6proxo.
B obuiem, CataHa 6bin cToNb 63K, 4TO “NpoBen ¢ /ltoTepomM 6onblie HoYel, Yem
ero »eHa KatapuHa”» (Paccen k. b., 2001, c. 279-280).

OpnHako, HECMOTPS Ha TaKoM KOMOPUTHbBIN UCTOYHWK, Y /TtoTepa bbin elle
OfIVH: ero NPeAWeCcTBEHHNKM, U3 KOTOPbIX bonee Apyrux (AnoHncrs Apeonaruta
1 bepHapa KnepBOCKOro) oH LieHW HEMELIKOTO MUCTUKa MozaHHa Taynepa
(1300-1361). OT Hero pechopMaTop BOCIPUHSA ABOSKYIO MAE0 — CaMOYHIKe-
HUA nepen borom 1 ybexaeHHOCTb B TOM, HTO «CyeTHOe bnarodectue “aobpbix
aen” NopoXaaeT NULWb TUecaBme 1 CaMoA0BONBCTBO 1 YBOAUT NPoyb OT bora. ..
[accoumaums ¢ ABrycTuHom bnaxeHHbiM. — LK., V.K.]» (unT. no: KioHr, 2000,
€. 219). AuTOObI BO3BPATUTHCSA KO BCeBbILIHEMY, HEOOXOAMMO MOrpy3nThCs B 6e3-
OHY, KOFAa HAYTO Y)Ke He MOXET OTBIEYb OT CTPALIHOMO NepexrBaHus Haxoxae-
HUS «<HWUrAEe», BNAOTb 10 OTKa3a OT OLYLIEeHNS PeanbHOro ObiTHS 1 CBOEro «S».
Taynep nonaran, 4To CNOCOHBHOCTb NPebbiBaTh B TAKOM COCTOSIHUM COCTaBASET
OfIVH 13 Benuyariunx aapos CeaToro fyxa (cMm.: MiBaHoB,2019). OaHako JltoTep,
BWAMMO, UCMbITAB MOXOXKME COCTOSIHNSA, ellle B rofbl y4ebbl B IpdypTe nepexun
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NPWCTYMbI TOTO, YTO SpuK Memarxcac Ha3Ban MpaYHbIM, NAPanM3yoLLNM YHbIHUEM
(Anfechtungen). Mo ero cnoBam, «yxe Torga /ltoTep Havan ¢ TPeBOrol cnpaLum-
BaTb cebs, KakoBa OyaeT ero cyabba B BEUHOCTHU... NpUMeET u ero bor B n06s-
e o6bATUS UK, YTO Kyia BEPOSITHEE, BOH3AT B HErO CBOW KOT'TU M MOTaLLAT 3a
€060t B BeYHbIN OroHb 6e306pa3Hble 4epTu» (MeTakcac, 2019, c. 35).

B umoze makoe mozyujecmao 0bs1801U3MA U LWUPE — MUCMUYU3MA 8 NEPUOD
CpedHeseKosbs U paHHe20 NPOMECMAHMU3Ma NPeOCMas/siemcs copMuposas-
WUMCS] KOHYENMOM abCOMMHO20 3/10, KOMOPOe 08/100€/10 yMAMU PA3HbIX C/10€8
HaceneHus FepmMaHuu u Opyaux 3anadHoe8ponelicKux CMpaH. Imom KoHyenm
onpedenus 06pa3Ho-3MOYUOHALHYI MOHAILHOCMb unema «/Tlomep».

B dhunbme 0bpas flioTepa ycepaHo NoanakMpoBaH. BAOXHOBEHHbBIN MOHaxX
B MCnonHeHun [roseda daiiHca Co CTPafanbyeckM BblpaXeHremM nuua, no
CPaBHEHMIO C MOpTpeTaMu, Co3faHHbIMK Jlykacom KpaHaxom CTaplinm, npea-
CTaBNeH rMaMypHbIM KpacaBLEeM, OXapaKTePM30BaHHbIM TOMHbIM B3MNS40M
«B Byaylee» 1 CUABHOM xapu3moit (puc. 4 1). Mo3aToMy ¢ /IoTepoM OH Y)Ke BHELIHE
HUKaK He KoppenupyeT. PedbopMaTop B TOM e Bo3pacTe (37 neT), ncxyaaswui
B MAEMHOM NpoTMBOBOPCTBE C MancKkuM PYMOM 10 COCTOSIHMS CKENETHOTO pefb-
eda, NpOM3BOAMT BNeYaTIEHNE He KPacoTOM, a e€ OTCYTCTBMEM, BEPHeE, acKe-
TU3MOM, B YEM 1 3aKNtOYaEeTCs ero xapuama (puc. 4 a).

Puc. 4 a. /lykac KpaHax. paBupoBaHHbI nopTpeT MapTuHa Jliotepa. 1520.
Fanepes Anb6epTuHa, BeHa'?

2 \cTouHwmK n3obpaxenus: URL: http://www.payer.de/fides/fidesanhang02.htm (23.06.2024).
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V1 y Tem boneey /ltoTepa B KMHO HET H1M4ero obuiero ¢ /ItoTepom, BOCnpo-
N3BEAEHHbIM CNyCTs 9 NeT Ha nopTpeTe /lykaca KpaHaxa, rae MapTuH, CnacéHHbIM
KypdtopcTom Gpuaprxom Il nocne BopMCCKoro cyannniia, yaasHo XeHBLINACS
1 K TOMY BPEMEHW Y)Ke OTeL, HECKONbKIX AeTel, M3006paXEH Kak XpUCTUAHCKUI
PechopmaTop (B KpacrBoM NA0CKOM bepeTe — Npr3HaKe COCTOATENbHbIX Ttoaei
1510-1530 rT.; puc. 4 B). OTe4YeCTBEHHbIe MCCNeaoBaTeNu NULLYT, 4TO B 3TOM Nop-
TpeTe ero oTNn4aeT «OTCTPaHEHHbIV B3MMsa» U «aypa bnaropofHOro CrnoKoncT-
Bus» (Molica, PocTtucnasnesa, 2021, ¢. 265). Ho cneunduka obpasa /lioTepa 3nech
ropasgo cnoxHee. Ero B3rsa He OTCTPaHeH, a COCPeloTOYEH Ha KOM-TO, KTO
HaxoaMTCs NOBAM30CTI OT HEro U HAUCKOCOK. TakoW B3rNsa 0OblI4HO XapaKTepu-
3yeT He camoro cybbekTa (MapTurHa), a CKpbITOro, Nopa3yMeBaeMoro cybbexTa,
KOTOpPbI (hOKYCUPYET YCNOBHbIV «BpaXKaebHbIi B30p» M306PaKEHHOIO repos
(MankuHa, 2019, c. 37). /ltloTep 3aeCb HAaCTONbKO BHUMATENEH, YTO faxe cnerka
NpUNOAHAN NeByto OpPOBb. 3Ta fieTanb NPUOTKPLIBAET MHOTOE, MOCKOMbKY ackiM-
METPWS B NviLe, No Teopuw Nona SkMaHa, NoMoraeT pacwmdpoBaTh IMOLMIO
npespenHns (Ixkman, 2010, c. 225). PenpeseHTalus e nuua /ltloTepa Ha KapTuHe
aCUMMETPUYHA M3HaYanbHO, MOTOMY YTO, Kak ObllO CKa3aHOo BbIle, OH CMO-
TPUT He NpsMo nepen coboit, HO C NerK1MM NOBOPOTOM FONOBbI BNEBO, a B3NS/
HanpaB/eH BMNpaBgo (3anuck nopTpeTa B UndpoBom apxvse: «MapTuH /lioTep,
norpyaHbIi, obpalleH BNpaBo»)®. 13-3a 3TOro ne.blii a3 CKoleH K nepeHocuLe,
a Apyrow aaH ropusoHTanbHoY. Takoe pasnunyre 0cobo 3aMeTHO B Nofdopke
HECKONbKYMX (hparMeHTOB 13 KOMMIHbIX MOPTPETOB /lioTepa, CaenaHHbIx JTykacom
KpaHaxom Ctapwum (puc. 4 6).

¥ (n.a.). (ok. 1528-1530). Martin Luther, bust-length, facing right. Cranach Digital Archive. URL:
https://lucascranach.org/en/PRIVATE_NONE-P409 (24.06.2024).

* Mexay 1528 1 1530 ropamun mactepckoit KpaHaxa 6bi10 CO3AaHO0 22 MOXOXMX NMOPTPETHbIX
npowv3eeneHus. B gononHeHvie kK HUM MaeHTUhOULMPOBanu ABa rpaBlOPHbLIX OTTUCKA, KOTO-
pble npunuceiBatoTcs Meopry Mexuy (Double portraits of Martin Luther as a married man and
a reformer (about 1528-1530), 2024). Ho oHK, Nnpofo/mkas Tpaguumm KpaHaxa, CyulecTBeHHO
OT OpUrMHaNoB OTIMYatoTCS. [103TOMY Mbl pacCMaTp1BaeM TONBKO MOPTPEThI WKOMbI NepPBO-
ro. (MoapobHbI nepeveHb AOKYMEHTOB, KacatoLWMiics BU3yanbHOW penpeseHTaumm JlioTepa
B 1519-1530, cm.: Schubert et all., 2023.)
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Puc. 4 6. Konnax u3 ¢parMeHTOB KpaHaXxoBCKUX nopTpeTos JlloTepa (1528-1530),
¢oTo geTaneii YeTbipex pasHbIX KOMUN.
CneBa Hanpago: ¢oHf 3aMKa OpuaeHLTaliH, MNoTa (IV.M11a), Konnekyum
npov3BegeHuii uckyccTea Becre Kobypr (IV.M2a), konnekuuu nponsseaeHuii UCKyccTBa
BéTtTxeplTtpacce, bpemeH (1V.M14a), my3ei Monbau Meuuonu, Munax (IV.M13a)*

B BepxHeM psifly 3TOro Konnaxa fiaHbl BapyaHTsl NPaBoro rnasa, pacnono-
XKEHHOTrO rOpPM30HTaNbHO, B CPEAHEM — IEBOTO, «CKOLLIEHHOTO» K NepeHockLe
nog yrnom. Ha nopTpeTe B TaKOM COMPshKeHUY ra3 GopMUPYETCs UCMbITYIOLLMIA
B35, KOTOPbIV B COYETAHMM C «B3/eTatolieii» BpOBbIO U NErkUM NOAHATYEM
YrONIKOB 3MeeBVAHbIX I'yYO MOPOXAAET 34eCh HAIMEHHOE BbipaxeHue. A B JoBep-
WeHWe K NOPTPETY — HEOKMAGHHO «MTPHBas» SMOYKA Ha TsHKeN0BeCHOM noabo-
POAKE U HeYK/oXKas OrpOMHas HO3APS, CIOBHO NPETEH/YOWAs Ha YacCTb LEKN.
MNopobHoe «HecbanaHcMpoBaHHOE BbipaxeHve» nuua [onpeneneqve Sxkmaxal
SBWUOCH 3A€Ch MPOEKLMEN CNOXHOW aMOUMN. B HE 3amauncs ynosneHHsil
XYOOXHUKOM KOHQIUKMHO-83PbIBHOL Xapakmep udepa HeMeYKo20 NPOMECMAaH-
mu3ma, Komopell 8 KOPHE NPOMUBOPEYUM COBPEMEHHOMY «NPOCMOMY» U <4e/10-
geuHoMy» Jllomepy 8 unome 3. Tunns (puc. 4r).

© NcTouHmK n3obpaxerns: (Double portraits of Martin Luther as a married man and a reformer
(about 1528-1530), 2024).
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LUTHER

Puc. 4 B. /lykac KpaHax. MopTpetr MapTuHa  Puc. 4 1. [)xo3ed daiiHc B ponu MapTuHa
Jlotepa. 1528. lepmaHus. MoTepa. MocTep dunbma «JlioTep»,
Becte Kobypr:® 2003%

NNIOTEP B TEPMAHUN U PUME

PenpeseHTaumnu /liotepa B hunbMe NoCBsLEHbI 088 KOHMPACMHbIE 3KC-
no3uyuu: B TepMaHuu 1 B Pume. MepBasi NoCTpoeHa No NpYHUMMNY HaKonneHws
KapTWH 31a, B BOCCO3/aHNN KOTOPOW pexuccep Ans nepefadm HapactaHus
HanpsHKeHns B NCUXON0rMYECKOM COCTOSHUY JTI0Tepa NCNO/b3YeT MOHTAKHYIO
Apamatypruto. YnomsHyTas paHee HavanbHasi KapTvHa rpo3bl peann3oBaHa
B N/1aHe acCoUMATUBHOIO MOHTaX@. KoNneKTBHbIN NOPTPET aBryCTUHLEB B Mpo-
Leaype pyKononoxeHyvis MapTiHa B caH CBsillleHHMKa B cobope MpecBsTol AeBbl
Mapuu B 3pdypTe — yaayHas «TunaxHas ciomTa» B guddepeHumaymm cHa-
Yana MpayHblX, 3aTemM rpoTecKoBbix 06pa3oB. OHYM Kak Obl 3a3emnstoT /lioTepa,

% WcTouHmKk  m3obpawenms:  URL:  https://ru.wikipedia.org/wiki/Notep,_MapTur#/media/
®aiin:Lucas_Cranach_d.A._-_Martin_Luther,_1528_(Veste_Coburg).jpg (14.01.2024).
7 WicTtouHnk n3obpaenus: URL: https://www.filmpro.ru/movies/17396/poster (25.01.2024).
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HaxoALLEerocs Ha rpaHun peanbHoOro. Ero HEpPBO3HOCTb BO3pPACTaeT C YTeHMEM
NaTUHCKOrO TeKCTa, OH 3aMMHAETCS W APOXALMMU PyKaMM NPONMBaET KpacHoe
BMHO — CMMBO/ XpPUCTOBOW KPOBM (pUC. 5).

Puc. 5. 06psig pykononoxeHus. JlloTep NponnBaeT BUHO,
cumBoONM3MpyioLiee kpoBb Xpucra. Kagp us dunbma®

B ntore Bce ,CI,eI;ICTBO OKaH4YMBaeTCAa AByMA CleHaMK 3/1a: Pa3pbiBOM OTHO-
LeHWI ¢ OTLOM, 0OBMHMBLIVM CblHA B CBA3N C AbABONOM, N MCNXONOTNHECKNMMN
Tep3aHnamu /'IrOTepa, B KOTOpPbIE BMIETEHO HE3PKMOe NPUCYTCTBME HEHYNCTOTO.

Bmopas akcno3uyust — BHavane bonee ceetnas. /liotep B Vitanun — B bna-
FOrOBEHMM 3acMaTpuBaeTcs Ha TpuyMdbanbHyto apKy. Ho 3Ta BHeWHss xapak-
TepuUCTMKa PrMa yCNoXHeHa TUMaxHOW CHOUTON 3BYKO3PUTENbHBIX 00pa30oB
TOProBAx, B TOM YMCAe ¥ MAOTCKMX YCAYr ANs CBALWEHHNKOB. Takol BUAeopsia
YBEHYaH KaBanbKafow BCaAHVIKOB BO rMage C [1anoit PUMCKIM, CBEPKAOWMM
30710TbIMK gocnexamu. [ns MapTuHa Bcs aHTacMaropus — 3TO BHE3amnHo
OMKPLIBLWUUICS YEPKOBHO-2PEX08HbIU KOO PUMG.

® YcTouHnk n3obpawerus: URL: https://www.kinopoisk.ru/picture/174294/ (16.01.2024).
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Puc. 6. Pum. /ltoTep nokynaeT uHAynbreHuuio gns obneryeHns My4eHumn
cBoero aepaywku B agy. Kagp u3 punbma®®

B KapTWHY MaccoBoro obmaHa Hapoda BCTyNatT ABa ob/uyumens: bes-
MONBHbIV — JI0Tep, KOTOPbIA B CBOEM MPO3PEHMM OTHOCKTENBHO MancKow
KYpYU KOMKAEeT 1 BbIOPaChiBAET JEHEXHYI0 KBUTAHLMIO, @ TAKKe rpoMoriac-
HbI — CUMBONMYECKMIA 06pa3 CKOpbY — XOPOBas My3biKa B KaHpe HapOAHOrO
nnava. B CTONKHOBEHMM NPOTMBOMONOXKHOCTEN (0bMaHa, C OAHON CTOPOHBI,
1 MPO3peHKst CO CKOPObIO — C APYroit) BO3HMKAET HOBas obobulatoulas MbiCb.
B Hell paHee pa3poO3HEHHbIE MOTUBbI CXOAATCS HE KaK napannenbHble, a Kak
NPOHW3bIBAIOLLME APYT 4PYra, B YeM NPOSBASETCS MHTENNEKTYaNbHbIA MOHTAX.
Br3yanbHO OH 06beAVHEH NeCTHULEN, Beayllel K «BopoTam Pas», KoTopas ans
NaNOMHMKOB MMEET Marmnyeckoe 3HaveHue, a Ans /lioTepa NpespallaeTcs B CUM-

BOA 3na (puc. 7).

¥ UcTouHmKk  m3obpawenus:  URL:  https://www.imdb.com/title/tt0309820/mediaviewer/
rm2881183232?ref_=ttmi_mi_all_sf_6 (16.01.2024).
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Puc. 7. Pum. ManoMHUKM C KynJeHHbIMY MHAY/IbIreHL UMY B36upatoTca
K «BopoTam Pas». Kagp n3 dunbma®

PEMNPE3EHTALWA YEJTOBEYECKNX OBPA30B
CrnogBmxHUK JlloTepa AHgpeac KapnwTagr

Anppeac KapnwTaaT (06asaTenbHblit apTucT MoxeH XopcT € OTKPbLITHIM
3apa3nTenbHbIM CMEXOM) B UCTOPUM — BNecTaWmii penurno3Hbiid nucaTens,
NOAEMUYHbIA AMCNYTAHT, MPONOBEAHNK 1 BblgaloWmMincs aedatens Pedopma-
UMK, KaTonuyeckuii dunocod 1 Teonor, noaaepxan /ltotepa, KOTOpbIM BMNO-
CNeAcTBMM, OAHAKO, BOpSCh 3a BAMSHME Ha HaceneHne HeEMEeLKKX 3eMenb
1 NpeTeHays Ha OAHO M3 MaBHbIX MeCT, pa3opBas C HAM OTHoWeHus (1522
1524). MpryrHOK OKa3anocb pa3Hoe NOHWMaHWe ponu CBETCKOW BNaCTU
B peOpMUPOBAHWM LLEPKOBHOW XU3HW. [IMumpuli CMUPHO8 CHNTaEeT, YTOo ANs
MUCTVKa KapnwTaaTa, BUAeBLero B pepopMaTopCKoit fesTenbHOCTH NposiB-
neHne boxbel BOAM, NOMbITKA CBETCKUX BNACTEN OKa3aTb el CONpOoTUBAEHNe
6bINN He3aKoHHbIMK. A ans J/lloTepa (Ha HaWw B3rna4, M MUCTUKA, 1 NparMa-
TVKa) 3aliMTa MOTYLIECTBEHHbIM MOKpoBUTenem ®puapuxom Il 6bina Heobbl-
4aliHO BaXKHa, pafu 4ero oH JoMycKan Maeonornyeckme ycTynku. Mostomy
13 ButTeHbepra cBoero konnery MapTuH ctpemuncs ybpatb, Tem bonee 41o
nocneacTBus psaa aencTemi Kapnwraara HoCMNY BeCbMa pa3pyLinTeNbHbIl

2 NcTouHuk m3obpaxenus: URL: https://www.geeksundergrace.com/movies/retro-review-lu-
ther-2003/ (11.01.2024).
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xapakTep?. Ho mocKonbKy ¢ nocnefHnM B OnpeaeneHHo mepe connaa-
pM3NpOBannNCh Apyrne BAMSTENbHbIE MPOTECTaHTLl (B TOM YKcae v nuaep
LIIOPUXCKNX pechopMaTopoB Yaspux LiguHanu), B36eleHHbI /lloTep Ha3Ban ero
«NpefaHHbIM caTaHe», 3asBYB, YTO COYMHEHMS Npodeccopa SBUANCH <INl b
[OKa3aTenbCTBOM €ro HeyeMHOro TUecnaBmns, No NPUYMHe KOTOPOro OH CAYy-
XKUT anaBony»?2 Takum 0b6pas3om, Npobsiema 31a 3aKpandace U 8 cepoyesuHy
Peopmayuu, a cam /llomep 8 2Aa3ax PUMCKOU YepK8U Npeapamu/cs 8 18/1eH-
HO20 K HUM AHMuxpucma.

B KMHO ABa HaYaNbHbIX Nepuoaa (HenpuaTusa u apy»obl) obbeanHeHbl
B CLIEHe NeKLUVK A5 CTYAEHTOB, W, AyMaeTcsl, oHa yaanach. JIloTep, «NpuUaexHo»
cnyuwas npodeccopa, PUCyeT B KOHCMEKTaX XMMepY, NOA0OHY0 TeM, YTO HEPEAKO
HaBKWcanu ¢ hacafoB HeMeUKKX LepKkeelt (puc. 8).

Puc. 8. lioTep pucyet xumepy Bo Bpems nekuum A. KapnwTrapgra.
Kagp u3 dpunbma?

Co3paBas 3TOT «liefeBp», MapTuH genaet KapnwTtaarty nybanyHble 3ame-
YaHWA U, KaK BbIACHAETCSA, He 3ps. BO3paKeHnsd HanpasieHbl NPOTUB KYe-
BOIO Te3uica eKUMN O HEBO3MOXXHOCTU CrnaceHust BHe CBATOM PUMCKOW LIepKBU.
JlioTep B TaKOW MakcMMe BUAMT ONACHOCTb ANS FPeYECKMX CBATLIX 1 3aaBngeT
KapnwTtaary, 4To TOT He NoHsA (1) cyTu TpaauUMOHHOMO PENUTUO3HOIO YYeHN s,

2 Tak, B 4aCTHOCTW, cornacHo Y. bybeHxalimepy, nof BAWSHUEM MKOHOOOPYECKUX ero Bbi-
CTyNneHnit B Havane 1522 rofa )uTenn ButteHbepra yHUUTOXMAM NOYTY BCe N300paxKeHUs
B rOPO/CKO LiepkBK (noapobHee 06 3ToM cM.: CMupHOB, [1.B. (2018, 11 anpens). KapnwTaar.
MpaBocnaBHas aHUmMKnoneaus. URL: https://www.pravenc.ru/text/1681095.html (16.03.2024)).
2 [nT. no: CmupHoB, [1.B. (2018, 11 anpens). KapnwTaar. MpaBocnaBHas aHumknoneaus. URL:
https://www.pravenc.ru/text/1681095.html (16.03.2024).

% NcTouHuk n3obpaxenns: URL: https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s
(14.04.2024).
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KapnwTaar, yinas oT 0OTBETa v NOTOMY C arpeccueii: «Bbl cTaBuTe Nof CoM-
HeHue aBTopuTeT LlepkoBHoro Cobopa?».

MapTuH: «<HU4yTb, xoTa B 1215 rogy YetBepTbilt LiepkosHbii Cobop aony-
CTUA, 4TO ... CNaceHne BO3IMOXHO W BHe LePKBU, HO HE BHe XpuUcTa».

B aToM avanore aBTopbl hUNbMa, BbisiBASAS Nobedy Manon3BECTHOMO B TO
BpEeMsl MOHaxa B CMIOpPe C aBTOPUTETHbBIM YYeHbIM, NoKa3anu HenpusaTue JlioTe-
pOM ycTapeBLero 60roc/10BCKOro MbllWIEHWS, BCAEACTBME Yero npodeccop
(haKTMYecKM yCTynun cTyaeHTy (puc. 9). Tem He MeHee, HECMOTPS Ha NMopaxeHue,
KapnwTaaT, 3TOT aBTOPUTETHBIN LOKTOP CBETCKOTrO U LIEPKOBHOTO NMPaga, yxe
Ha cnefytollel BCTpeye oTHeccs kK MapTuHy ¢ cumnaTueit.

Puc. 9. Mpodeccop AHapeac KapnwTaaT (apT. MoxeH XopcT)
B crnope ¢ /liotepom. Kagp us dunbma®

OpHako noaroToBKa KapnlwTagToM KpecTbsHCKOro ByHTa HeMoHATHa.
3a Bpems oTcyTCTBYUA /ltoTepa B BapTOypre oH NOSBUACS NWLb B ABYX KPATKNX
3NM304ax: Ha NeKLuMM Nepes CTyAeHTamu C NPU3bIBOM K YHUYTOXEHWIO BCEX KaTo-
NIMKOB U B CLIEHE COXOKEHUS WX pennksnii. CoxpaHuBliascs rpastopa XVII Bexa
n3o06nmnyaeT Kapnuwraara B ero KpoBaBbix AelcTBMsxX. Ha nepsoM nnaHe n3obpa-
eH npodeccop, Ha BTOPOM — CLieHa 13 KpecTbsiHCKOro byHTa (puc. 10).

# NcTouHuk nsobpaxenns: URL: https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s
(14.04.2024).



https://www.youtube.com/watch?v=kS_gXdXaHes&t=1097s

o CARM TADT
,' @5 arADELS ﬁettanﬁ

Puc. 10. AHppeac KapnwTapT. lpaBlopa cepeguHbl XVII B.
FepMaHCKUI HauMoHasbHbIV My3el B HiopH6epre?®

BeayLLMM B XapaKTepuCTHKe 3TOTO COpaTHYIKa SlloTepa SBASEeTCs NPUHLMN
VIHTENNEKTYaNbHOrO MOHTaXa, NOPOXKAAEMbIN 30eCh B pe3y/sTaTe CTONKHOBEHNS
ABYX HECOBMECTUMbIX 06pa30B: KapalwTaara — yBaXaeMoro akagemmnyeckoro
pestens u Kapnwraara — »axgylero Kposu ByHTOBLUYVKA. B MTOre BO3HMKaeT
Napoaws Ha CBUXHYBLWE20Cs YHEHOTO-KaTONVKA W TaKOT0 e CNSTHBLUIEro NpoTe-
CTaHTa. Ha nekumn nepeq cTygeHTamm npodeccop Aenaet anataxHble 3assne-
HWSA, B CBSA3M C YeM €ro MOHOOT BbIMAANT Kak <HedopManbHas camopenpesen-
Tauus», KOTopas B C1/Y CBOEM 3KCTPaBaraHTHOM BbIXOAKM (CHATUS HATENBHOTO
KPEeCTMKa C OAHOTO 13 00YYatoWMXCs) HOCUT XapaKTep HK130Boro dapca: «Mana,
CBSLLEHHWK 1 Jaxe Npodeccop AOMKEH PacKasTbCs v oH ByaeT Ka3HeH! Bbl
Ha3blBanv MeHs npodeccopom KapnwTtaatom. Ero 6onblero Het. C 3TOro AHs
ecTb 6paT AHgpeach». A 3aTeM 3TOT «OpaT» NePexoamnT K yrpo3am: «Npucoeim-
HAWTECH K MpaBefHbIM UK OyaeTe KaszHeHbl!». Takon NpK3biB K CTYAeHYEeCKO

» NcTouHuk  n3obpaxenns:  URL:  https://www.worldhistory.org/image/15686/andreas-
bodenstein-von-karlstadt (16.03.2024).
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ayaMTOpVM OKaHYMBAETCS PAcCTernBaHEM BePXHEN HacTu Oaexabl, YTO CUM-
BOMM3MPYET pelunTenbHbI pa3pbiB ¢ NPOMECCOPCKMM MPOLUbIM.

B apyroii cuete, rae /lioTtep nsroxset KapnwTtaarta n3 Butrenbepra, AHa-
peac nocne }eCcTOKOro NofaBneHs KpecTbsiHCKOro OyHTa (B YeM, HanmoMHMM,
B Ka4ecTBe Maeonora y4acTeoBan v /ltoTep) CTanKkmneaeTcs C MapTUHOM, KOTOPbIiA
[0 3TOro y3HaeT O COBepLEeHHOM SKObbI Mo ero Havanom pasboe. 3awyia-
SCb OT NOTEPOBCKMUX 0OBUHEHMI, AHpeac BOCKNMUAET: «f noaaep)kvsan Tebs,
A NPOAO/MKato TBOE Aenol». VI TyT e BCO BMHY CBanMBaeT Ha Hapof: «3TO Aeno
Hapogal». [py 3TOM OAHOIO NPOCTONOAMHA OH OTTaNKMBAET B CTOPOHY, a APY-
roMy leMOHCTPUPYET NyratoLLMi WeCT HIbKe nosica.

i

Puc. 11. /lioTep BbISICHSIET OTHOLWeHMA ¢ KapnwTagrom
(noBepHYT K HaM BNON060POTa) M BMECTE C HEMELLKUM FyMaHUCTOM
Ynbpuxom ¢oH FyTTeHoM ycMupsieT 6yHToBLMKOB. Kagp u3 dunbma®

Hun3oBas xapakTepucTunka npodeccopa BbiCTaBeHa 30eCh Ha rpaHu npu-
Avaus. B npuHumnne, KapawTaar Kak oanH 13 Beayllyx pedhopMaTopos 1 Bbiaa-
IOLIMXCS YHEeHbIX M306paxeH B KMHO OHOOOKO: B KayecTBe yliepbHoro npote-
CTAHTCKOrO NWepa, VCKas3uBLIEro B3risAbl <Myaporo» UAeoora.

% AcTouHuK  mn30bpaxerus: URL:  https://www.moviepilot.de/movies/luther/bilder/621619
(16.06.2024).
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NPEACTABUTE/IN KATOJINYECKOW LIEPKBU
KappuHan ®oma Kastan?’’

HenocpeacTBeHHOe CTONKHOBEHME JlloTepa ¢ NpeacTaBUTensiMm KaTonm-
4ecKoW LepKBY Npoun3oLno B Ayrcbypre, Kyaa A5 BbISCHEHWS €ro «<epeTnaMar
BbI3Bas Nanckuin nerat 8 lfepManuy kapavHan doma KaataH (apT. MaTtee Kap-
pbep). M3 MCTOpUM M3BECTHO, YTO YNOAHOMOYEHHbIN anoii /IbBoM X Ha cBo6oY
OEeNCTBINIA, KapanHan 3aBepun KypdropcTa Ppraprixa B TOM, 4TO OH PACCMOTPUT
aeno JltoTepa «6ecnpucTpacTHo 1 bnaroxenaTenbHo, He MPUMEHSIS K MOHaxy
KECTKUX Mep, “No-0Tevecky, a He Kak cyaps”»*. (Mopa3nTensHo, 4To KaataH
NoYTU OfHOBPEMEHHO C JIloTEPOM Hanmcan paboTy O TOProBae MHAYNbreHLM-
SIMK, B KOTOPOW BO3MYLLANCS ee CBATOTATCTBOM, aKLEHTUPYS «OTMyLEHNe» rpe-
XOB yMepLWM, NpaBaa, 6e3 BCIKOW KPUTUKN T. H. LEPKOBHOM «COKPOBULLHMLbI
3acnyr» (ConoBbes 3., 1984, c. 101), BO MHOrOM COCTaBASBLIEN YCNOBHbIN «hOH»
Ans obcyxaaemoro b13Hec-NpoexTa®.)

OfHaKo B MOTEPOBCKOM 0OBUHEHMM LEPKBY KasTaH ynoBu, 4To Hemey-
Kull pepopmamop omeepzasn cmapoe CX0AacmuYyecKoe yqeHue U CmpemMusics
y4peoums Hosyto Llepkoss. Mo3Tomy xenaHnem KasataHa 6bi10 NPOTUBOCTOSTb
JlioTepy, B CBA3M C YeEM B HeM cpaboTan «KypuanbHbli KpeTuHM3M» [Ipux Cono-
BbeB]. Ero «Mpo3peHre» NPosaBMAOCh B pa3fapaKeHum, nepewefwemM B spoCTb:
«KapanHan cHadvana yrosapusan /ltotepa, YTobbl OTPEKCs OT CBOUX MHEHWI,
MOTOM FPO3WJ, HaKOHeL, CTan KpnyaTb Ha MOHaxa, MOBeNNTeNbHO Tpebys oTpe-
yeHus» (ConosbeB C., 2013, c. 441). /ltoTep xe, BCMOMKUHas 06 3TOM, nvcan, YTo,
BMAA FOPAYHOCTb KapavHana, U caM cTan KpuyaTe. Ho v KasTtaH 3anoMHus, 4To
OH «efiBa MOl CMOTPETb 3TOMY YEN0BEKY B M1a3a: TaKOW CBETUNCS B HUX AbS-
BO/bCKMI OroHb» (Conosber C., 2013, ¢. 441). OgHako y /lloTepa no3unums oKa-
3anacb bonee CUABLHOM, NOTOMY YTO MNPOAAKA MHAYNbreHUMI Obina paspelwerHa
Manoit Tonbko 9 Hos6pst 1518 rofa, TO eCTb NOC/e TOro, Kak /lloTep 3a Mecsl,
00 370ro (14 okT6pst 1518) «mKHyn Hocom» KaamaHa 8 omcymcmeaue makosozo.
A «CBsLLeHHas TOProBAS» MHAYNbIeHUMAMY OXPaHANACh «TONBKO KypUanbHbIMY
MHCTPYKUMAMN 1 OCTAaTOYHO WATKMMK CXONACTNYECKUMY TeOpUaMU. VIX-To
JloTep 1 caenan ceoelt MuteHbto» (Conosbes 3., 1984, c. 86).

2T Hactosiuiee nms — ae Bro ®oma a3Ta; MTanbsHCKUA JOMUHMKAHEL, CNeynanmncT no Teo-
norun ®ombl AKBUHCKOTO, KaTONMYECKUI LIEPKOBHBIN U MONUTUYECKUIA esTeNb, ONMOHEHT
MapTtuHa /lioTepa v Apyrux npeactaBuTeneil eBponeickoro nporectaHTaMa (CMUpHOB,
[.B. (2018, 11 anpens). KaaTaH. MpaBocnaBHas aHumknoneaums. URL: https://www.pravenc.ru/
text/1683993.html (16.03.2024)).

% CmupHoB, [1.B. (2018, 11 anpens). KaataH. MpaBocnasHas aHumnknoneaus. URL: https://www.
pravenc.ru/text/1683993.html (16.03.2024).

» Marshall, T. (n.d.). Indulgences and the Treasury of Merit. Retrieved June, 23, 2024, from https://
taylormarshall.com/2006/06/indulgences-and-treasury-of-merit.html

HAYKA TEJIEBUAEHUA 20 (2), 2024 216 THE ART AND SCIENCE OF TELEVISION


https://www.pravenc.ru/text/1683993.html
https://www.pravenc.ru/text/1683993.html
https://www.pravenc.ru/text/1683993.html
https://www.pravenc.ru/text/1683993.html
https://taylormarshall.com/2006/06/indulgences-and-treasury-of-merit.html
https://taylormarshall.com/2006/06/indulgences-and-treasury-of-merit.html

B dhunnbme e naes yTBepKaeHNs HOBOW KOHMeccn sBHO He 3BYYUT,
a cueHa obCyxaeHNs aHTUPUMCKOM No3numn MapTrHa CBefieHa K MUHUMYMY
Y ANNTCS NPUMEPHO TPU MVIHYTbI, XOTS UCMOIHeHa 60/bLIOTO HanpshkeHwus. Vix
AVanor-noeauHoOK NOCTPOEH NO NMPUHLMMIY NPSAMON «NAaTeTUYECKON KOMMO3K-
UMW», NepeatoLleit COCTOSHME «BbIXOa 13 Cebsi» B «TOUKE BbICLIErO B3feTa»
aMounii [TepMuHbl C. Sn3eHwTelrHal. B cBS3M C Tem, 4TO AieiCTBIMe B 3TON CLieHe
YBE[IEHO B MCUXONOrMYeCcKyto cchepy, Npocnefnm «MoABOAHOE TeHeHWEe» KOH-
nvikTa mexay JIloTepOM 1 KaTONMYEeCKO LIePKOBbIO, HAaNpPaBNeHHoe OT «MUP-
Hblx» NEPEroBOPOB K MOSIHOMY Pa3pbiBY OTHOLWEHWIA, KOTOPbIV B ApaMaTyprin
unbMa HeceT hyHKLMIO FPOMKOI KybMUHaLMK (anores).

AvcnyT kapauHana KastaHa c /ltotepomM (C HebOMblWNM COKpaLieHuem,
puc. 12)

KapanHan KaaTtaH (noyTu ¢ oTeveckoit ynslbkoi): «CbiH MOWA, g 3Hato, 4TO
Thl Kenaellb 6bITb BEPHbIM CYrov XprncTa v LIepKBU ero, U s ToTOB MoMoYb Tebe. ..
Thl 3261yKAANCS, NPONOBEAYS HOBblE AOKTPUHbI».

JloTep (C KPOTKMM M3YMAEHNEM, HO C HEMOKOPHbIM [BMKEHWUEM FO0BbI):
«4T0 B MOMX PACCY)KAEHMSX TaK OCKOPBUNO Prm?».

KasTaH: «[1pexpae Bcero mHaynsreHunn. B bynne nansl KnumeHTa
Unigenitus sicHO CKa3aHo, 4To aobpoaeTen XprcTa eCTb COKPOBULLA MHAYb-
reHuMmn».

MoTep (nonpasnsas kapanHana): «<Obpetatotcs. MNpocTuTe, Bala ceT-
NoCTb (gansue /lioTep faeT KapauHany LeHHbI COBET, KOTOPbIA MOMOXET TOMY
MCNpaBuTb OWNOKY): «[TpoyTUTe 1 Bbl yBUANTE, YTO fobpoaeTensmmn XpucTa
00peTaeTcs LEHHOCTb MHAYAbreHUMI». (CaenaHHoe yaapeHue Ha cnoBe «obpe-
TaeTcs» NpeBpallaeT coBeT MapT1Ha B Ha3uaaHue.)

KasTaH (C TshKenbiM B3A0XOM): «A 3AeCk He Ans TOoro, 4Tobbl CMOpUTh
c T060I».

MoTep (c 3aropatowmmMcs B3opoM): «HeT, Bawa cBeTnocTs, HO bynna
“Unigenitus” 6bina BbinylleHa 175 neT Hasag. (KapguHan oT Takol oCBeAoM-
NEHHOCTM NOAHOCUT PYKY KO PTY — HEBOJIbHOE ABWMXEHMe, O3Havatollee 34echb
3alMTY OT NErkoro woka.) He cMyTn oHa Tak cBaTyto LlepKoBb, BO3MOXHO, OHa
He bbina bbl 06bsBNEHa Extravagante 1 (Nay3a) MCKNOYeHA 13 KaHOHUYeCKKX
COOPHNKOB ...».

KapaviHan (nepexoas Ha aBTOpUTapHbIV CTUNb): «[ana TpakTyeT MncaHne».

oTep (nonpaenss kapanHana): «OH TpaKTyeT ero (nay3a, MapTuH, )eCTKo
CMOTPS MCNOAN0DbS), HO OH He MPEBbILLE €ro (MEePEXOANT B OTKPLITOE BOOAYLIEB-
NeHne 1 ¢ ynblbKon): Mbl 06a 3HaeM, YTo B [UCaHUW HET HUYEro B MOAAEPHKY
WHAYNbreRLmnm».
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KapauHan 3n106H0 npepbiBaeT aBrycTuHUa: «3T0 HecnbixaHHo!.. VHayb-
FeHUMY — NPUBbIYHAS YaCTb HaWEN XM3HM, Aatollas YCroKoeHe MUNMOHaM
NPOCTbIX XPUCTUAH. .. 3HAYNT, Thl CYMUTaELIb 6ECNOKONCTBO OJHOTO MOHaxa bonee
BaXKHbIM, YeM BbDKVBaHWE XPUCTUAHCTBA?».

MoTep: «A nwy npasay!».

KasTaH (Bomas B pax): «Mpasgy? Typku cobupatoT apMmio Ha Hallnx BOC-
TOYHbIX pybexax, Mbl Ha rpaHK BOMHbI. .. M Koraa Ham 60sblie BCEro HY»KHO eaviH-
CTBO, Thl Ceelllb CMYTY!» (C KpUKOM 1 TKHYB B BO3ayxe NasbliemM B /lioTepa, B bec-
CUNBHOW 31066 BbiberaeT 13 3ana): «5 He enato CnopuTb C 3TUM MOHAXOM ...».

/13 nprBegeHHOro Ananora CTaHOBKTCS ICHO, YTO 3/10 B IMLE HAMECTHMKa
P1Ma B [epMaHun, He3HatoLEro B TEONOr MM AOCKOHANbHO «OyKBY 3aKOHa», B jaH-
HOM Cfly4ae Npovrpano He TobKO JlloTepy, HO 1 camomy cebe.

Puc. 12. iucnyT ®ombi KastaHa (apT. MaTbe Kappbep) u MapTuHa /liotepa

B Ayrc6ypre B 1518 1. Kapgp u3 ¢punbma

O YcTouHmk n3obpaxenus: URL: https://www.filmpro.ru/movies/17396/shot (25.01.2024).
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Bypywuii kapguHan hxuponamo AneaHap (AneaHppo)®

[xrnponamo AneaHap B UCTOPUM — OAMH 13 CaMblx 06pa30BaHHbIX Ntogei
TOro BpeMeHW, BeNMKONENHO 3HaBLMIA NaTbiHb 1 FrpeYecknii. B toHoCTH obuiancs
€ Jpa3mom PoTTepaamcKim, Yntan nekunm B BeHeuwmn, OpneaHe u lMapuxe, roe
6bIN Ha3HaYeH PEKTOPOM yHMBepcuTeTa. Ho, Bonpekun CokpaTy, CuMTaBLiemy, YTo
3110 VAET OT HE3HaHWS, MOMIOAON YenoBeK CTan BOMIOWeHMeM 31a.

B dmnbMe npu nepBor BCTpeye C HUM MapTuH 3amedvaeT Ha ero nuie
cnefbl BHYTPEHHWX bopeHnin. O6 3TON ClLeHe B aBTOPCKOM XYAOXKECTBEHHOM
npovssefeHnn nucan enao nkman: «Korga B3rmsambl MyX4H BCTPETUNNCD,
MapTVH B3APOrHYA, CIOBHO €ro NPOH3MAa MOMTHUSA. .. KAKOE-TO HeCHOE YYBCTBO
rOBOPWIIO MY, 4TO 3TOT PUMNAHNH 3HAKOM CO CTPACTAMU N COMHEHUAMU, BOSI-
HOBaBLW MK MapTuHa, B ropa3fo 6onslieii CTeneHn, 4em cam cebe NpraHaBasncs
B3TOM» ([lMKMaH, 2006, ¢. 116). HyTb no3xe [AMKMaH NosCHAET, 4TO UCTOYHMKOM
3TWX CTPaCcTen SBUANCH BeChI.

Mpes o cBsizv AneaHppa ¢ MMpOM OecTrapws peanv3oBaHa 34echk cpef-
CTBaMM accouMaTMBHOIO MOHTaxa. bnarogaps emy co3fjaHa cleHa, rotoss-
was BCcTpeyy /lioTepa ¢ KapanHanom KastaHom. K oxmaatowmm B acKeTUYHO
npueMHon MapTtuHy n LUTaynviuy AneaHap BbIXOAUT B YEPHON 3aKosnke (xecT-
KOW Warnke HyHUWs) Y TEMHO-BUWHEBOM Ofe€sHWM, KOTOpble 06pasyioT ChM-
BOIMYECKMI KOHTPACT CBETAOMY HAaCTEHHOMY penbedy XpucTa. HanyTcTey4
JlloTepa nepep ayavieHUvelt, npenat 0643biBaeT ero NPOU3HECTH TONbKO OAHO
CIOBO: «revoCo» («0TpeKaloch»). B 3TOM HanyTCTBUM BUAHO, KaK [prponamo
ofepxan nobeny Hag coboir, cnpsTas B 3106e cBOM cTpax. OfHaKo cnpasns-
eTCst OH € cOB0M He Bceraa. Bo BpeMsi COXOKEHUs NI0TePOBCKMX KHIT (1520) ero,
PYKOBOAWTENS AAaHHON 3K3eKyLMM, MPOTECTYIolWas Tonna YyTh He 3aKMabIBaeT
KamHaMu (puc. 13). Xepman-Moseg Bpayt NAWET, 4TO «<HYHLMIO eaBa yAanoch
n3bexaTb CyMaToXM. TONbKO Ha crefyownii ieHs B MaiHLe OH CMOT CMOKOMHO
nposecTu kpemauuto [kHur. — K., M.K.]» (Braun, 2010). B punsme B nepBsbii
AeHb ayTofade nepefaHo, Kak B r1asax Nanckoro nerata 3acTbina HEHaBUCTb,
yCHNeHHas OKpyXeHneM apbaneTynKoB, OeXaa U roNoBHbIe YHOPbI KOTOPbIX
OTNMBAIOT KPOBABO-KPACHbIM CBETOM.

3B 1520-m AneaHpp npuvexan B lepmaHuio, YTobbl BO3MNaBUTL OMMO3MUMIO NpoTus Map-
TMHa JlioTepa. B bproccene cran Tem YenoBeKoM, BCNEACTBME [eATeNbHOCTU KOTOPOro
cpeay NMPOTECTAHTOB MOSIBUAMCH MepBble MyYeHUKW, GaKTUYeckn oTnpaBaeHHble Byayuinm
KapavHanoMm Ha cMmepTb (1523). 3a 3acnyru nepef PUMCKOW LEPKOBbIO BO3BEAEH B CaH
KapavHana (1538) (Girolamo Aleandro [:] Italian cardinal, 2023. URL: https://www.britannica.
com/biography/Girolamo-Aleandro (25.01.2024)).
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Puc. 13. Mop pykoBogcTBoM [hxuponamo AneaHgpa (akrep [hxoHaTaH depT)
Ha nyowaamn ny6anyHo okuraT KHuru /lrotepa. Kagp us ¢punbma®

Ho 1 cTpax KOCHyACs ero, U3-3a 4ero oH CHayana NpuMocTaHoBUACS, CObpaB
PYKY B KyfaK, a noTOM peTrupoBancs. Takum 0bpasom, NosHOMOYHbIU npedcmasu-
mesb Pumckol yepkau — onelmHsIl NOIUMUK, UCKYCHO NPUKP6I8arowulics no6o-
8bt0 K bozy, accoyuupyemcsi 30ece CO CKpbIMeIM aypamuyeCcKUM 3710M.

Toproseu nHpgynbreHumamun NoranH Teuenb

WHaynbreHumn B riibMe MMeroT ABOVIHYIO OTPULATENbHYI0 KOHHOTALIMIO:
KaK leHbr 1 — CPeACTBO HAXMBbI PUMCKON LIePKBY Ha Nobopax 1 Kak nposisne-
HWe BNacTu AbsBona. AHMOH HUKUMUH NULET, 4TO feHbIV B PEUIMO3HON Tpa-
AVILMW pacCMaTPUBANKCh B KaYeCTBE 3/1a, KOTOPOe COCTABASANIO KOHKYPEHLMIO
HOXECTBEHHOW C1e 1 CO3AaBano UAM3n0 Bcemoryulectsa (HukuTuH, 2017,
. 73). M03TOMY WMH/YNbIEHLMIN B KUHO NPUOBPent npasa caMoCTOATENbHOMO
3BYKO3pUTENbHOrO 06pasa, Npasaa, 2080PsLe20 PA3HLIMU 20/10CaMU.

Hanbonee TeCHO OHM CBSA3aHbI C NEPCOHAKEM, KOTOPBbIN, XOTS U AElCTBO-
Ban nof NoKpoOBKTENbCTBOM apxuen. AnbbpexTa bpaHaeHbyprckoro, cam 6bin
nofobeH YepTy — 3TO UHKBK3MTOP, 061aAaBLWWIA UCKYCCTBOM OpaTopa Mo2aHH
Teyens, ceBeporepMaHCKmnii MOHax-AOMUHMKaHeLl, M3BECTHbIA CBOEI CKaHaab-
HOW penyTaumeit ycnewHoro ToprosLa MHAyAbreHUMaIMn. NpeinckypaHT 1x Obin
BblpaboTaH BO BCEMMPHO M3BECTHOW «Takce CBATOW anoCTONbCKOW KaHLensapum»

32 AcTouHuK n3obpaxenus: URL: https://www.kinopoisk.ru/picture/174296/ (16.01.2024).
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(The Bank, 1846), koTopas bbina BBefeHa He TOMbKO /15 XUBbIX, HO 1 MEPTBbIX,
4eM AOMKHbI bl 03a00TUTbCS 1x BK3KKne (MapTuH MlioTep v loraHH Teuens,
2011,c.1).

OTBeToM JltoTepa Ha ero aeicTBus cTanm «95 Teancor» (1517). Teuens Toxe
He cTepnen v BbICTaBun NpoTuB JlioTepa 106 Te31CcoB, 0OBMHWB €ro AenCTBIS
NpoTMB NpeemMHKKa AnocTona leTpa 1 HaMecTH1Ka XprcTa, KOTopbIM 6bin Mana
Pumckumia (MapTuH /ltotep 1 MoranH Teuens, 2011, ¢. 2). Takim obpa3om, Pedop-
Malus, KaK Hebe30CHoBaTeNbHO cyuTaeT X.-/1. BpayH, Ha4anace He us-3a ee/lu-
K020 KOH(ECCUOHAM6HO020 PACKoa, a U3-3a OeHee (Braun, 2010).

ViMeHHO B cBs3M C Teuenem (apT. Anbdpea MonnHa co Xry4nmum yep-
HbIMW F1a3amu ¥ CMOMSHBIMY BOIOCAMM), KOHHBII BbIXOS KOTOPOrO C KOpTe-
KEM COMPOBOXAEH MPOXOTOM YAAPHBIX MHCTPYMEHTOB, CBA3aHa rpOTeCKOBas
KyNbMVHaLWS TeMbl MHAYNbreHuuit. MossneHre ero cpasy nocne ynoMuHaHms
Manoi PUMCKMM NPOM3BOAMT BMeYyaTneHve B13nTa roctsa v3 lNpencnogHen.
B aTOM 3nm304e, BbI3bIBAIOLLIEM aCCOLMALMM C YANYHBIM TEaTPOM, BECb BHELU-
HUIA MOAYNb MHMEPHaNbHOrO 30MBMPOBaHMS NMOCTaBNEH «Ha MPOAAXY»: N30-
HpaKeHue reeHHbl OFHEHHOM Ha «PeKNaMHbIx» CTArax, OoKyC C MOAXKOroM CBOEN
PYKM, COOBLLEHME O MyKaxX YMePLIMX POACTBEHHWKOB. B Lienom feincTso Teuens
COCTOWT 13 ABYX HacTeil. B nepBol OHO BOCMPOM3BeeHO Ha NoLaan Kak AnHa-
MUYECKas penpur3a HapoAHbIX MOCTaHOBOK C M300paXeHreM YepTa, KoTopble
JlioTep BUAEN B XKU3HN.

Puc. 14. Teuensb (apT. Anbdpepg MonuvHa) peknamMmupyeT MHAYNbFreHLm.

Kagp u3 punbma®

* cTouHurK n3obpaxenus: URL: https://www.filmtourismus.de/luther/ (16.01.2024).
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BTopas 4acTb Npofo/HKkeHa B LiepKkau, rae Telenb roBOpUT BKPaaunBeo,
3arnsabiBast KAKAOMY B 11233, HaNOMUHAS, 4TO TOMbKO Yepes MHAYNbreH LMo BO3-
MOXeH Ha TOM CBeTe peasbHbll JOCTyN B Paid. [TOCKO/bKY ero «npo4yBCTBOBAH-
Has» peyb 3BYYUT B CONPOBOXAEHWM 3/10BELLEN MY3bIKM, TO IMEHHO OHa, 0bnaaast
60/bLION CEMaHTUYECKOW EMKOCTbIO, TOMOTraeT MPOHUKHYTb B MYOMHbI Yenoseye-
CKOW NCUXMKM, B JRHHOM C/ly4ae — 3aMblCce MOWeHHMKa. TAary4e-non3yuias «Tema
31a@» BO3HUKAET B HIKHEM PETUCTPEe OPKECTPa, 3aTeM, 3aBOEBbIBast B MEPTBALLEM
xonofe hnenTbl BEPXHWI, NpeBPaLiaeTcs B NPeKpacHOro «060pOTHS» — MOLLHbIN
YKEHCKII XOp-X0pan ¢ opKecTpoM. TpaHcopMaLms My3blkanbHOW TeMbl B Kave-
CTBe accoLMaTUBHOIO MOHTaXa PACKPbIBAET 3[1eCh CYLIHOCTb CBA3AHHbIX BOSANHO
[ABYX KOBAPHbIX 3BYKO3pUTENbHbBIX 00pa30B Telens 1 AeHer, B M306paxeHni KoTo-
pbIX aBTOPbI GUIbMa NPOTUB NPaB/bl He NOLWN.

Mana Pumckuii e X (J)xoBaHHU Mepuun)

OfHaKO rMaBHbIA NCTOYHUK KYMAN-NPOAAXKY MHAYNbIreHUMIA NeXxan B fes-
TensHocTM Manbl /lbBa X. BOCMWTaHHbIN B yXe rPeKo-pUMCKOW KynbTypbl
1 SBASBLIMICS TM1aBHbIM NMOKPOBUTENEM PEHECCAHCHOTO UCKYCCTBA, OH, K TOMY
e, ANs YKpenneHus CBOero MoryllecTsa Obi 0Aep 1M ngeein CTpouTensCTBa
BenuyecteeHHoro Cobopa Casatoro lNetpa. (KoHeuHo, B caMdM novcKe aeHer Ha
BO3BefeHMe Xpama HMYEro 3a30pHOro HeT. Ho, KaK M3BECTHO, OHWM A00bIBaNM1ChL
nyTeM obmaHa 6elHOTbI, MPUYEM Ha CTPOUTENLCTBO Wa TOABKO YacTb Nobo-
POB, a OCTanbHble MOHTUMUK 3abupan cebe.) Takm 06pa3om, ero acTeTuyecKmne
YCTPEMNEHNS MPULWNY B KOHDANKT C 3TUYECKMMM.

B dunbme JleB X, cMBON abCONOTHOW AYXOBHO-NOAUTUYECKONM BNacTH
B EBpOne, npeAcTaBnieH B NapoAniiHOM MNaHe: pa3BeKalouMMcs Ha oxoTe
WAV aBTOPUTAPHbLIM B CBOMX MOKOSIX BO BpeMsi pa3roBopa o /lioTepe. Mo3Tomy
Mbl BbIHYXXAEHbI aHanM3vpoBaTb N1LIb BU3yanbHOE NpeacTaBuTensCTBO Manbi,
NOCPEACTBOM Yero NposiBUANCH €ro WapX1UpoBaHHble YepTbl. OCTaHOBUMCS
Ha BYAHWYHOW CLEHE, rAe BNafiblka XPUCTUAHCKOTO MMPa, YToMNas B POCKOLLY
CBOEro ABopla, HEOXKMAAHHO NpeacTaeT B Npu3eMmncTo-obITOBOM BUAE: NPo-
CTeLKOW, NOXOXel Ha pybulle, cepoin pybaxe 10 NsT. Ha Hee HafleBatoT elle ABe,
TaKvie e [IMHHbIe, HO Genble (OAHY C 30/10TbIMU WBAMM, MOXOXKYIO Ha CyTaHy,
APYry0 — HanoOMUHAIOLLYO CTVXapb C PACIMPSIIOLMMAICS PyKaBaMmn U Hapsf-
HOW annnvkauwmen). Mosepx e nocneaHen — anyto bapxaTHyO HaKUAKy, NoA-
6UTYI0 HenbiM MexoM (MoLLETTY). opTpeT 3aBeplleH HaleBaHveM ABYX Wano-
yek: 6enol € 3aBA304KaMM U CBEPXY — KpacHo (kamaypoit) (puc. 15 a). B Takom
6bITOBOM puTyane (ofieBaHun PUMCKOTO Nanbl, NOKa3biBatoLeM ero ucnofHee
benbe, a B 1pyrnx an1M3oaax — NosiBAEeHNY B OXOTHUYbEM KOCTIOME U 30/10TbIX
PbILAPCKIMX 1OCMEXax), BO3HMKAIOT HeYMECTHble /15 CTaTyca MUPOBOTO BNafbIKy
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accoumauyn. B HUX NposiBASIOTCS NMPUHUMIIbLI HU30BOTO UM HAPOAHOTO UCKYC-
CTBa, OCHOBAHHOTO Ha IEMOHCTPALVM NOBCEAHEBHOW XIN3HM Yenoseka (noapob-
Hee 06 3TOM fBNeHuM cM.: Puc, 2005). B Lienom BnacTuTens Mypa npocT, Kpyrnoe
€ro MU0 He 3HaeT 3ab0T, XULLHbIE MaHbl NEMEHTapHbI: AaTb B3STKY B Buae
apxmenuckoncTea Anbbpexty bpaHaeHOyprckoMy U NonyYnTb AEHbI N, KOTOPbIE
nocnefHuiA CHavana ofoMKUT y ayrcbyprckoro 6aHkMpcKoro foma dyrrepos,
anoToMm B TeyeHwe 8 neT (1) BO3MEeCTUT Npoaaxein NHAYNbreHLWA.

Puc. 15 a. Mana Pumckuii /leB X (apT. YBe OKCEHKHEXT) C MaKeTOM Kynosa
6a3unuku Cesitoro MNeTpa. Kagp us dpunbma®

[ns BbISCHEHWS BO3HWKLLIEro AVCCOHAHCa B UCTOPUYECKOM U1 XY[AOMKECT-
BEHHOM 0bpa3ax NoHTWdKKa CPaBHVM ero ¢ KapTuHol Padaans «lopTtpeT MNansi
NlbBa X € aByMs Ky3eHamu» (puc. 15 6). OHa nMeeT 3HaveHne BepudunumpoBaH-
Horo apTedakTa, B KoTopoM [Nana /e 3anevatneH 3a Tpv roaa o cmepT (1518),
Koraa nNpoTMBOCTOSN MOTEPOBCKUM 0OBMHEHVISIM. B TpaypHOK ramme YepHo-
KpacHbIX TOHOB BbICBEYEHO 0BBUCA0E NNLO C HAXMYPEHHbIMU BPOBSAMU, HELlO0-
BOJIbHO C/IOXEHHbIM YyBCTBEHHbBIM PTOM, Karnpy3Has NVHVS KOTOPOro NOYTI yru-
paeTcs B pe3kue HoCorybHble CKnafKu. TaHbIM B30POM, YCTPEMAEHHbIM B Yrof
KabuHeTa, YrptoMblii MOHTUMUK Kak Obl BUAWT CBOErO NPOTMBHMKA. JTa THETY-
las 06e3aBMKeHHOCTb NepeaHa fAaxe ero Ky3eHy ciesa. A Bce Tpoe, HeCMoTpst
Ha OXMBNEHHOCTb APYroro Ky3eHa, NoKasaHbl Kak Ha MoXopoHax.

* NcTouHuk  n3obpaxenns: URL:  https://www.geeksundergrace.com/movies/retro-review-
luther-2003/ (11.01.2024).
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Puc. 15 6. Pachaanb CaHTu. MopTpeT Manbl /IbBa X ¢ ABYMS Ky3eHaMMm,
KapguHanamu [pkynvo Meguuu (6ygywmm MNanoii KnumenTom VII) n Slynpxm Poccu
(cnpaBa). 1518-1519. lanepes Yo duum o dnopeHuymmn

Bo3Bpalllancs K GuabMy, OTMETUM, HTO TeMa «Kymnamn-npoaaxu boxesen bna-
rofiaTvi» U3 NoYTY aHEKAOTUYECKOrO MYHKTa O «MepPTBbIX Aylax» nepepacmaem
8 CaMOCMOsIMebHO20 MOHCMPA, KOMOopbIl npedcmaem 30eck 8 Kayecmae coyu-
QNIbHO-9KOHOMUYECKOU cucmemsl 31a. A eClIv yHeCTb eLlle Y MYPOBYH M3BECTHOCTb
Y3aKOHEHHOW «TaKCbl CBATOM anoCTONbCKOW KaHUENSPUI», TO laHHOe SBNeHre
HafensieTcs 3HaYeHneM Bceobllero xapakTepa. Taknum obpasom, cospaten
dvnbmMa, COCpefoTOYMBLINCE HA OAHOM-EAMHCTBEHHOM KOMMpOMaTe NpoTuB
Manbl /1bBa X, MakCMManbHO, BOMPEKM MCTOPUYECKOM 06BEKTUBHOCTU, AUCKpe-
AVTMPOBANM ero Kak rMaBHOro aHTaroHucTa /1tloTepa, yCUnme TeM CambiM BO3BbI-
WeHMe NPoTeCcTaHTCKOro pedopmaTopa.

* NcTouHuk n3obpaxerus: URL: https://commons.wikimedia.org/wiki/File:Portrait_of_Pope_
Leo_X_and_his_cousins,_cardinals_Giulio_de%27_Medici_and_Luigi_de%27_Rossi_(by_Ra-
phael).jpg (11.01.2024).
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CBETCKUWE BE/IbMOXXI
MokpoBuTenb JltoTepa — caKCOHCKUiA Kypdropct ®pupgpux Hl (Mygpbiit)

B NpOTMBOMNONOMKHOCTL OTKPbITHIM Bparam /lioTepa B duibmMe fiaHbl 1 OTHO-
CUTENBHO NONOKUTENbHbIE NEPCOHaXUW. OAVH 13 Hanbonee 3Ha4MMbIX — MOTYLLe-
CTBEHHbIV €ro NOKPOBUTEND, KypdiopcT CakCOHCKMI Ppuapunx Myapblii, OCHOBa-
Tenb ButTeHbeprckoro yHuBepcuTeTa (1502), oTkyaa 3aTem uaen Pedopmatimm
1 pacnpocTpaHuanCh. Bcemun g03BONEHHbIMI cnocobamu oH nomoran JltoTepy
B XKM3HW 1 AaXe MOXUTWA ero Ha obpaTHoM MyTw 13 Bopmca, 4Tobbl yoepeyb oT
mecTv [Nanbl B cBoeM BapToyprckom 3amke. Cam Ppuapuix CakcoHCKMIA Bbi XUTPo-
YMHbIM FOCYAapPCTBEHHbIM fledTenem, «o0bs3aTeNbHblM B OTHOLWEHMSX CO “CBO-
1MW’ HO KOBApHbIM C Bparamu wav npegatensmu; Mobsiym CTapuHy 1 BMecTe
€ Tem 3a00TAWMMCS O BBefeHMM B CaKCOHMM pa3Horo pofa obpa3oBaTenbHbIx
HoBuWecTB» (ConoBbeB 3., 1984, ¢. 96). OaHaKo HoMble BCEro eMy XOTENOCh yBe-
KOBEYMTb CBOE 1Ml [1o3ToMy JItoTepa, MPUTOM, 4TO Pprapux Obin HEOOLIHANHO
CKPBITHBIM, pacLieHrBan Kak cgoe2o 6orocnoBa, 3a Y10 TOMY U MOKPOBUTENbCTBO-
Ban (Conosbes 3., 1984, . 6). Takas Nor1Ka NoBefeHvs nepefaHa B KWHO BUPTYO3-
HbIM aKTEPCKUM MacTepcTBOM [NuTepa YcTrHoBa (puc. 16), KOTOpbI co3aan obpas
CaKcoHcKoro JTica (Kak ero HasblBanu COBPEMEHHVIKM). TexHWKa apT1CTa COCTOUT
B MHOTOKPaTHOM MepeKItoYeHI BHUMAHWS CO CMbIC/IOBOM CTOPOHbI TEKCTa Ha
11306pa3nTeNbHYIO, BbIPAXEHHYIO NOAUMOHMEN PA3HOPOAHbIX IMOLMI. HyBCTBO
NHTYMUMK Y HEro Hanbonee penbedHO BbISBAEHO B CLIEHE BCTPEUN C MOMO/bIM
nocnaHuUem oT NoHTUdKKa — KaHOHKKOM cobopa CB. MapTuiHa B MaiiHLue Kapnom
MunbTuLem. TOT ynonHoMoueH nofgapute Gpuaprixy 3010Tyto po3y fobpogeTent
KaK BbIcluero 6naroBosieHns K Hemy Manbl (a B AeCTBUTENBHOCTU — AeleBol
B3ATKYM 3a O0TKa3 OT JlioTepa). Mrpa YCTUHOBa 34€eCh BbISBASET CKPLITYIO Nobegy
®puapmxa Hag /IeBoM X. He NpomnsHOCS HW CNOBa, akTep NULLb OMYCKAET YroaKu
Kanpw3HO M30rHYTOro pTa, bnarofgaps Yemy Ha AnLe CKBO3WT YyBCTBO Hpesrnu-
BOCTW. [la 1 Ha po3y CMOTPUT C OTBpalleHreM. PprapuX KMBAET 1 B TO XKe Bpems
YCNeBaeT ABVIKEHMEM FONIOBbI BbIKA3aTb HEMPUA3HbL. A 4115 3TOrO OH 3a pPO3y 3anna-
TUT BABOE Honblie ee CTOMMOCTM — He 300 AyKaToB, a 600, YeM NOAKYMN aHHYW-
PYET. 3Ke noce yxoAa HyHUMs KypdtopcT mopyYaeT cexpeTapto yopaTh po3y ¢ a3
[0A0M, a Pvmy nepeaats, 4T0 /ltoTepa OH TyAa He 0TnpaBuT. Ho HaHeceHHas obunaa
BbIBOAUT €ro U3 CTPOS: « NoTpsiceH. Heyxenu oHn aymMatoT (He B Cunax roBOpuUTb),
4TO MEHS MOXHO TaK 1erko NoAKyNUTL?»*. 1 BCe e Ha nocnegHeM CoBe Ha4ynHaeT

% B nenCcTBUTENBHOCTM TakoW noaxon ctoun Hepelweso. 3. ConoBbeB 0bpallaeT BHYMaHVe
Ha CMWCOK MOAHOWEHWI: «3AecCh BblNV NOAAPKK ANs BUTTEHOEPICKOro CobpaHns penvKani,
Ha3Ha4YeHWs 45 NancKux HOTapyycoB ¥ NPenaTos, BEHKV 415 AeCSTU MO3TOB, ANUMNIOMbI ANs
AECATU JOKTOPOB TEOMOMMK, a MaBHOe — [jBe rPamoThl, pa3peluatolie BCTynaTs B OTBETCT-
BEHHbIE JOMKHOCTU HE3AKOHHOPOXAEHHbBIM CbIHOBbSM KypdiopcTa ®puapuxa» (Conosbes 3.,
1984, c. 107).
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TUX0 NnakaTb. OHAKO BTOPXKEHWE B €r0 M/1ay 3M130/a Narnckom oxoTsl (CUMBON-
YecKunii napannenvam B KypraabHOM NpecnenosaHnm /1otepa) yCaoKHIeT NoHK-
MaHKe NofobHOM NCNoBeaW: AeUCTBUTENbHO N OH TaK CUIbHO pacnepexumBancs
UV, CMESCh Haf, PUMCKIMI BEIbMOXaMMW, Pasblrpa nepes CeKpeTapem KoMeamnto?
Tem 6onee 4TO KapTnHa OXOTbl elle 1 NEPEMEXAETCS C TPEBOXHbIM NMOPTPETOM
MapTvHa, B 4eM OpraHm3ayowWwmM SBUACS MPUHLMM NEPEKPECTHOMO MOHTaXa.

Puc. 16. Kypdropct CakcoHcKuin dpuapux Myapbii

(apT. cap Nutep YcTuHoB). Kagp u3 dunbma’

NmnepaTop CesileHHOV puMcKoli umnepuu Kapn V

Havbonbluas KOHUeHTpaLUmns cun 31a faHa B CLEHe KaTonM4ecKoro cyaa
B Bopmce, npeactaBneHHOM Kak napaf afckux cui. fapag 3ToT BO3rasu
20-neTHuI MimnepaTop CBALLIEHHON pUMCKOI UMNepun Kapa V 1 OH e — HOBO-
136paHHbIii KOponb lfepMaHny. PALoOM C MnepaTopoM — Aneanfap, HaCTONYMBO
npepfnaratolwmin iMnepatopy MOKOHYMTL C /lloTepoM. 3aBepLuaeT «napaf 3/bix
cnn» B Bopmce 06BUHMTENb OT AOMUHMKAHLEB — NaNCKUM LLEeH30p 1 UHKBK3K-
TOp, y4eHbl-Teonor CnabBecTp MauLonvHK (TakKe M3BECTHbIV Kak CunbBecTp
Mpuepuit). He Byay4n CTOPOHHMKOM naen Pecdopmaumu, nMnepatop nocne
Bopmccroro cerma nuwmnn JlioTepa BCex rpaxaaHckux npas®. B KMHO, HecMoTps
Ha MMMNO3aHTHYO BHEWHOCTb MONOAOrO YenoBeka, oHbI Kapn V nponssoanT
BMeYyaTneHve 3aTaeHHOro X1LHMKa, CNefsLlero CBoMMM Heratowmmy rasxkamu

3T WcTouHmK  n3obpaxerus: URL:  https://www.kino-teatr.ru/kino/acter/m/euro/58736/foto/
m30235/770420/ (30.01.2024).

* PymsHues, B. (peq.) (6.4.). Kapn V labcbypr. XpoHoc. URL: http://www.hrono.ru/biograf/
bio_k/karl5gabsbl.php
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3a ntofbMK (Npaeaa, NeBbild Kpait ero roNoBHOro ybopa A0 CMeWwHoro Hanomu-
HaeT MbllWWHOE yX0) (puc. 17). Takoe BnevyaTneHune ycunmBaeTcs Ha cyae, rae Kapn,
NoYTY BCE BPEeMst HEMOABMIKHO CUASALLNIA B Kpec/e, BAPYT Ha Nl0TepoBCKue 06BU-
HeHWs PUMCKMX Nan BCKPUKMBAET B rpoHOBOI TULLIMHE 3ana «HeT!».

Puc. 17. mnepaTop CBsileHHO puMcKoi umnepum Kapn V
(apT. Top6eH /Iubpext). Kagp us dunbma

A K KOHLY BbICTynAeHWS MapTuHa «CKUCaeT» U Ha4yMHaeT OT 4ocCafbl KycaTb
TO I HOTTKW, TO Wt Nanblbl. (15 NoKasa nepenafos ero Heoby3gaHHOro Hpaka
3[eCb NPUYMeEHeHbI MpUeMbl «MPSMOI NaTeTUYECKOW KOMMNO3MLMKU» 1 «0bpaT-
HOWM».) EFro HecaMoCToSTeNbHOCTb 0CO00 NPOSBASETCS B OTHOLWEHWSX ¢ Ppua-
puxoM Ill, KOTOPbIN ero NOCTOAHHO «TPONNUT». «CaKCOHCKMIA /Tnc» CHavana
OTKasblBaeT Kapny B Bbifaye /liotepa B P1M, a 3aTeM NepeHOCHT CYA Hag HUM
B lepmaHuio, fa elje obecneyrBaeT eMy MMNepaTOPCKyto OxpaHy. [pu 3Tom
BHelHss (ANs 3puTenein) MuMmnyeckas KnoyHaga ®prapuxa B AecTBUTeNb-
HOCTY BbISBNSAET UCKYLWEHHOIO NONUTUKA, PAAOM C KOTOPbIM Kapn npefcraet
HeoMbITHbIM OHLOM (puC. 18).

¥ WcTouHumk n3obpaxenus: URL: https://www.filmpro.ru/movies/17396/shot (25.01.2024).
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Puc. 18. CneBa HanpaBo: anoCTONbCKUI HYHL M AneaHap,
nmnepatop CesileHHON PUMCKOI uMnepum n koponb FepmaHum Kapn v,
KypdropcT CakcoHckuii dpugpux I,

Kagp u3 punbma®

Takol naHopame 31a NPOTUBOCTOUT pacTepsHHbIN /ltloTep. OH roBopuT
C TPYAOM, HO €ro peyb nobexaaeT 3010 CBOEN HYENOBEYHOCTbHIO (B Yem Npos-
BMMACh TUXasa KyNnbMuHauns dunsma — nepuzedl). B ee BbiBNEHNW aBTOPbI
dvnbMa BbIPa3naM OfHY M3 CTOPOH HEMELIKOTO HallMOHaNbHOro XapaKTepa,
KoTopyto Tomac MaHH onpepenun Kak «Innerlichkeit». 9To MHOrO3Ha4YHOE NOHS-
TNe COAEPHKMT U HeCTHOCTb MbICAIN, U COBECTb, M BCE YePTbl BbICOKOTO NMpKU3Ma
(MaHH, 2009, c. 272). Takue Ka4yecTBa Nu1caTeNb BUAEN B NOTEPOBCKOW pecdop-
MaLuumn, KOTOPYIO Ha3Bas «MOry4MM OCBODOANTENbHbLIM AesHMEMY, HeHE30CHO-
BaTeNbHO Nonaras, YTo «eit HbIN0 CBOWCTBEHHO Hekoe flobpoe Havano» (MaHH,
2009, c. 273).

B durnbme aBTOPSLI, 3aneyaTneB MapTuHa B UCKPEHHEM HexenaHuu
OTpeybCst 0T CBOMX YOexAeHNI, AOBUANCH TOTO, 4TO apTUCT PaiiHC NPOU3BOAUT
BMeyaTneHne He BHEeLHel KpacoTol, a BHyTpeHHen. OKpyaBLuve xe JltoTepa
NIVIKW 3112 Ha OCHOBE PeXIMCCePCKON TPaKTOBKM NpefcTany 8 06pasHol cucmeme
«310UCMUKU» [TepMuH Mo, — FKA]. [Ing HarnagHoCTW UxX YepTbl XapakTepa
1 HeraTVBHbIE AeVCTBYS Mbl MPOHYMEPOBau B CKObKax, B pesyfsraTte Yero npu-
CBOMAN UM CBOEODBPa3HbIV MHAEKC 3Na.

40 MicTouHnk nzobpaxerus: URL: https://www.filmpro.ru/movies/17396/shot (25.01.2024).

4L MHOrMX 13 3TWUX NepCoHaXen, Ha Hal B3rnsag, 0bbeanHsSeT CBEPX310 (TO, YTO poxaaeTcs
B Ye/IOBEYECKOM Pa3yMe), KOTOPOE Mbl OMNpeAensemM Kak BUPTYanbHbI KOHLUENT 3/10UCTUKN,
NnopoXaatoLLel peanbHble KpyrHble, CPeHNE U MENKME «310M3Mbl» [TepMuH A. 3MHOBbLEBA].
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1. Hocutenn metadusnyeckoro 3na.

- 3ByKO3pUTENbHbIN 06pa3s fAbsiBosa. Bocco3aaeTtcs CryljeHHo-MNCcrxon0-
rM4ecKor atMocdepoit 1 3aH1MMaeT B Hallel Tabenn o paHrax HU3LWyio
NO3MUMIO C OTPULLATENbHBIM MHAEKCOM V.

- VHaynereHummn, Kak n nectHuua k Bopotam Pas, — CKpbITOe 3110. Xapak-
TEPU3YITCA My3blKalbHbIMW CPeACTBaMM (KaHpbl XOPOBOTO Maava,
Xopana, MHCTPYMeHTabHble TeMbI 3/1a), KOTOPbIE B COYETAHUN C BUEO-
PSAOM Y4aCTBYIOT B CO3aHNM HOBOM — OBAMYNTENBHON vaen. [o3ToMy
MHOEKC AaHHbIX HeOAYWEBNEHHbIX MOHATUI COCTOUT 13 [1BYX NOKa3aTe-
Nei: oTPULATENBHOrO (CaMOro 31013Ma) U NONOKUTENBHOTO (ero 06aK-
YEHMS CPeCTBAMM My3bIKM, KOTOPAs BbINOAHSAET 34eCh (DYHKLMIO «OT
aBTOPa», 0003HAYEHHYIO HaMW 3HAKOM +); 1L,

2. 310, nepefaHHOE B XapaKTEPUCTUKe MaB LIEPKOBHOWN 1 CBETCKOM
BNACTV FPOTECKOBBIMU CPEACTBAMM, UCXOASLLMMM U3 HU3OBOTO MCKYCCTBA.
VX oTpuUaTenbHbIN MHAEKC MHOTOCOCTaBeH.

- BBocnpounssegeHuu Nanbl PUMCKOrO Maccns ero 3/10M3MOB COCTONT 13
obMaHa (1) v rpabexa HaceneHus (2), »axasl abcontoTHoM Bnactn (3),
boratcTea (4) v cnasebl (5), ycTpaHeHWs ONMOHEHTOB (6), MaxMHaUW
¢ BaHKknpamn (7), KU3HW B POCKOLIN 1 pa3BneyeHnsx (8), rTHeBHOM Hec-
AepxaHHOCTM (9). Bce 3TO CknafblBaeTCs B HEKMIA konnancap (Hapy-
WweHve HamMecmHuKom boza 3anoBenei XpucTa), M3MepeHne KoToporo
BbIXOAMT B HEraTUBHYI HECKOHEeYHOCTb ), 4TO 03HavYaeT Mopasb-
HYIO ¥ CoUManbHyto KatacTpody. B uTore nHaeKc ero 3na paBeH <o,
(OaHaKo B KMHO NPOWUrHOPMPOBaHa NO3UTVBHas POfb lanbl B UCTOPUN,
32 KOTOPYHO Mbl CTaBMM eMy 60bLWOW NC.)

- KMmMnepaTop CBslIeHHOW pyMCKO Mnepun Kapn V BbiBefieH, Mo CyTH,
HEOMbITHBIM OHLIOM, HO C HONBLUKMMK NEpCreKTUBamMm 3100HOMO Xapak-
Tepa. B unbmMe oH fiaH «B pa3BUTUM»: OT UAYLLEro Ha KOMMPOMMUCChI
MOIOLOrO NPaBUTENS — K aBTOPUTAPHOMY NMOAMUTUKY, Y KOTOPOTO, Kak
M3BeCTHO, ByayT Pa3BUTbI OTpULATEeNbHbIE Ka4ecTBa U NprbaBaTCs
XapaKTepHble ANs Hero 31oHaMepeHHOCTb, KOBAapCTBO, 0bMaH 1 npe-
AaTeNbCTBO NapTHEPOB. [103TOMY OH 3aCNyXMBAET MHAEKC OTPpULATENb-
HOM BeCKOHeYHOCTU =,

3. BbicokonocTasneHHble 3/10UCTbl BO BAACTU.

~ aMoOCTONBCKUIA HYHUMI AneaHap — M30WPeHHbIN nesynT (1), npocae-
L|EHHOCTb KOTOPOTO Hamnpag/ieHa Ha TBOPEHUE 3113, Have — MoNUTUK-
[bsIBON (2), HO C PAaCKONOTLIM CO3HAHMEM Ha peanbHoe 1 MHbEepHanbHoe
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(3), a noTOMy NoKa3aH Kak NpoTMBOPEYnBOe 3710, Moayyatollee 30ech
NHOEKC <.

- KapanHan KasaTaH — y4eHbli-TOMUCT, KOTOPbIA BOCMPensTCTBOBaN M1p-
HOMY 0BHOBAEHWIO LIEPKBM (1) 1 cnaceHnto /lioTepa (2). Ho B ero 3HaHmsx
0Ka3ancs U3bsH (3), a caM OH NPosBWA cebst ManoaywHbIM (4). M3nyyeHne
313, MCXOAALLEE 13 €70 IMYHOCTW, YKNaAblBAeTCs B MoKasaTesb .

- Manckunin nHkemauTop CunbeecTp Mpuepnii, AaBsWIMIA Ha CO3HaHMe
JloTepa, — UeNbHbIV MPUMUTUBHbIV 310MCT. B CYLIHOCTM, €10 3/10 Kak
HEeMocpeacTBEHHOrO 06BUHKTENS (1), BbIHECLIEro AeN0 Ha Cy/ LMPOKOM
0bLECTBEHHOCTH (2), oLeHMBaeTcs HaMu B 2> banna.

4. 3n0wCTbl 13 Chepbl y4eHbIX GOrOCIOBOB 1 OKOMOLIEPKOBHbIX MOLUEHH V-
KOB, 0BPUCOBaHHbIX MPUEMAMU HI30BOTO UCKYCCTBA. VX XapaKTepuCTKa Bbis-
BMIaCh B 0OMaHe HaceneHws, NpoBeeHHOro B 0cob0 KpymHbIX MacluTabax:

- [lokTop Teonornn AHapeac Kapnwtaar — obpa3oBaHHbI 1 obas-
TeNbHbIN. HO ero nopTpeT pa3aBoeH: B CBOMX NMPU3bIBaxX CTyAeHYECTBa
K BYHTY OH HaMBeH M CMELIOH, a B 1eMCTBUSAX CNPOBOLMPOBAHHON VM
6eHOTHl — NCeBAOrepon eKopaTUBHON KMHO3NoMen. Ero 31013m
NPOSBUACS B paOUKA/I6HOU aHTUKATONMYeCcKko nponaraHae (1) v npo-
BOKalMM MaccoBoro byHTa (2). [1o3Tomy ero nv4Hoe 310 onpeaenseTcs
NHOEKCOM <2,

- B uHKBM3MTOpE Teuene 310 BbICTyNaeT B Ka4yecTse NepcoHnduLmMpo-
BaHHOro 0bpasa NyKaBoro 13 yau4yHoro Teatpa (1), npeobpaeHHoro
B «CaKpafbHYy0 NponoBe/ib» B LIEPKBM (2). Y4nTbIBas elle BblOMBaHMe
aeHer 13 Hapopaa (3) ntobbiMy cpeacTBaMm (4) 1 B 0CODBO KPYMHbIX pa3-
Mepax (5), ero MHaeKc paBeH <.

5. Pedopmatop /lloTep B GUnbMe, Kak v 3aayMblBan pexuccep, — «pasHo-
CTOPOHHWI» YeN0oBeK, HO TONBbKO B OHON — No3umugHoU chepe: YenoBeYHbIN
(1), UCTOBBIN XPUCTUAHWH (2), HEM3MEHHbIV NobeanTenb HOroCI0BCKMX AMCMY-
TOB (3), naynducT (4), 0EP3HOBEHHbIV YCMUPUTEND OYHTOBLLVKOB (BO3Bpallle-
Hvie /lioTepa 13 BapTOypra B napuKe 1 Ha NMXOM KOHe — MOTUB 13 bioKkbacTepa
(5)); cocTpapatolnii 60NBHBIM, HULLMM 1 KXEPTBAM COLMaNbHbIX KOHMAVKTOB
(6); NMYHO, BONpPEKW 3anpeTy LUepKBK, OECCTPalHO XOPOHUT B 3eM/1e Mallb-
YnKa-camoybuiiLly (7), yoexnaeT MaTb €BOUKM-KaNeKn BbIOPOCUTb MHAYNbIeH-
LVt0, BO3MELLas el NoTpaveHHble eHbr1 (8); 0CTPOYMHbIV CO cTyaeHTamu (9);
nobopoBWIUIA B cebe HeYUCTOro (MCKyleHre MoHaxa 6ecoM — TpaanLMOHHas
Tema ans GunbMoBs o borocnosax (10)) v nepeaatounii CBOM onbIT apyrim (11);
BENMKNIA MbICIUTENb-3aTBOPHIK (12); nepeBen BUbANIO Ha HEMELKNI S3bIK
(13); cTéuMK Ha cype (14); cMeno naeT HaBCcTpedy Cyabbe BO Bpemst MoXMLLeH s
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B NIeCY — MOTWB 13 XaHpa NpUKItoYeH4Yeckoro dunbma (15); npeKpacHbii ceMbsi-
HWH 1 MyApbIM BOoCNWTaTeNb feTei (16). Habop npeBocxoaHbIx KauecTs /lioTepa
BLIXOAWT B MPOCTOPLI HeckoHeYHOCTN . [1paBfaa, OAMH «M3bsiH» BCE Xe eCTb:
Ans Manckoro NpecTona oH — AbSBON-€PETUK Y. B LienoM xe ero 3acnyrv nepeq
fepMmaHuveil, NokasaHHble B hunbmMe, Mbl 0653aHbl PUKCMPOBATL B MHAEKCe
Aobpa: e,

OpfHako B vcTopuu /1ioTep Ans 3Ha4NTENbHON YaCTV HaceNeHms HeMeL KX
3emenb 3aKPenocTu Y XpUCTraH BOMto 1 aywy (1) v Toxe cTan AHTUXPUCTOM (2).
Takoe 06OPOTHNYECTBO NPOSIBUAOCH BO BpeMst KpecTbsHCKOM BOWHbI, KOraa
JlioTep BLICTYNUA Ha CTOPOHE KHA3e NPOTMB AOBEAEHHbIX 40 OTHasHMS BOC-
CTaBLWNX KpecTbsH (3), ropoackoin 6eaHoThl (4) v naxe poiuapei (5). He cnydainHo
Tomac MaHH cymTan, 4To, Hapsay C A06POM, ibSBON TOXE NPUAOKIUN K Pedop-
MaLMKn pyKy, MOTOMY Kak OHa «NpuBena K penurnosHomy packony 3anaaa (6)*,
TO eCTb K SiIBHOW befie; HaknuKana Ha fepMaHuio TpuaLaTUneTHIO BOWHY (7),
KoTopas onycTowuna cTpany (8) v B KyNbTYPHOM Pa3BUTMM POKOBbIM 06pa3oM
oTbpocuna ee Haszan» (9) (MaHH, 2009, c. 273). Taknm 06pa3oM, OKa3biBaeTCs,
4TO «CaMoyrnybNeHHbIN BUTTEHHEPrcKIin rpybusH He 6bin naunductom» (10);
«KaK UCTbIA HeMeL, MPEeKNOoHANCS nepea Tparnyeckor cyasbon v 3asaBui, 4To
BCIO KPOBb, KOTOPasi MPObETCs, OH roTOB “B3aTb Ha cebs”™» (MaHH, 2009, c. 273).
B pe3ynbsTaTte NOTEPOBCKMIA UCTOPUYECKMIA MHAEKC 3@ MO CaMblM CKPOMHbBIM
noacyeTam paseH ', Ho ycTpemaeH K 6eckoHeYHoCTL. [103ToMY B elCTBU-
TeNbHOCTYU BbIXOAMWT, 4TO BO6PO B Jlt0TEpe, BOMPEKM CBOEMY POAOBOMY MOHSTHIO,
NPOSIBNEHO NWLLb aKUMAEHTHO.

B uenom BbisiBAEHHblE Hamu B (DUAbME 310UCTbI, COOTBETCTBYIOLIME
CBOWM WMCTOPUYECKUM NMPOTOTMMNAM WL YaCTUYHO, BbICTPAUBAOTCS B 3TUKO-
rnococKmii KoHLenT 3na:

I. 3K3ucTeHUManbHo-meTadU3MYeCKoe 3/10
1. [bsiBon (B aypaT1yeckoM NpucyTCTBIMM)
2. 4enoBeK-3M10UCT, MapKep AbsBoNa

Il. K3UCTeHuManbHOe ABYCTOPOHHEE 3110
1. Katonuumam ans npoTecTaHTM3Ma v HaobopoT
2. MpoTecTaHTM3M «yMEePEHHbIV» AN1F MPOTECTAHTM3Ma PaayKanbHOMro
M HanpoTunB

42 3neck 1 nanee B umtate T. MaHHa Umdpbl B CKOOKax, Kak v Bbllle, 0603HAYal0T KONMYECTBO
€[VIHNL, COCTaBASIOWMX MHAEKC 3M1a B MaHUMeCTaunm AeiiCTBUIN KOHKPETHOI NepCoHbI.
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lll. MpaBoBoe 310, y3aKOHUBaKLLee rpabex HaceneHus
1. LepKoBHO-rocygapCcTBeHHoe 3/10:

- MNana Pumcknit, kapanHan doma KasTtaH, anoCToNbCKUIA HYHLMIA
[bxnponamo AneaHap, Nanckuii LeH30p 1 MHKBM3UTOP CrbBecTp
Mpuepuii

2. TocyfapcTBeHHOe 3N0:

- Vimnepatop CBSLLEHHOW pUMCKO Mnepun Kapa V
3. LlepkoBHO-6bITOBOE 3110

- [NpaKTrKa MHAYNbreHUmMin

- WHkBu3nTop VoraHH Teuens

IV. «MpocseweHHOEe» 310
- [okTopa Teonornn AHgpeac KapnwTaar v kapgrHan doma
KaaTaH, bbIBLUVIA pekTop MapviKcKoro yHuBepcuTeTa kmponamo
AneaHap, TEONOr-UHKBMU3UTOP CrnbBecTp lNpuepwii, a Takke
LOKTOP Teonorum MaptuH /lloTep Kak epeTuK Ana KaTonmyecKkmx
OMMNOHEHTOB

V. 3150, CKpbITOE MOA INYNHOM NPOTECTAHTCKO-PedOpPMaTOPCKON
nobpogetenu
[loTeHuManbHoe 310 B Maeonornm Maptunna Jlrotepa

3AK/TIOYEHUE

HecMoTps Ha To, 4TO 3710 B DUIbMe MOpanbHO NMoGexaeHo, B NamsTh
ocTatotcd cnosa Kapna V, ckasaHHble Ppuaprxy Mygpomy nocne BopmccKoro
cyga: «/lioTep He YenoBekK, a AeMOH, CKPbIBAKOWMIACS NOA MOHAWECKUM ofes-
HVEM, YTOObl 0BMaHyTb Hac». B CyWHOCTH, Ha 3TOM NpUrosope GuabM MOXHO
661710 Obl 1 3aKOHYUTb, HO €ro CO3AaTenu NPOLOIKUAN paccKas o MapTuHe,
3aBepwnB nobenoit npotectaHTMaMa. OgHaro B 1530 roay (Ha cobbiThsX KoTO-
POro oKaH4¥BaeTCst hunbM) ee He b0 1 ObITb HE MO0, MOTOMY YTO KOHMANKT
MEX[Y KaTONMKaMW 1 NpoTecTaHTaMu ANWUACS Tak JOAro, 4TO ABa cobopa (Ayr-
cbyprckumii B 1530-M 1 PereHcbyprckuii B 1541-M) He MOV elle ero paspewmnTs.
3aT0O MMEHHO B TO BPeMs CIOXKMUACS KynbT TMYHOCTM JltoTepa, 1 370 alter ego
pa3pabaTbiBanoch MM caMuM: «5, JToTep, He MOAYMHIO CBOETO YYEHUS HUYbEMY
Cypy, Aaxe aHrenos. KTo He MpUHMMAET ero, TOT He MOXET CnacTWCh» (UnT. no:
Mopo3oBckas, 1998, c. 184). Mo noBogy Takoro ynpsMcTsa 3pa3m nucan Menaxx-
TOHY (1528): «/lyyLue Obl /ltoTep n3beran BO3IMOXKHOCTEN ANs MATEXA U NPU3biBan
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K NpaBuUIbHOW MOPanu C TAKOW e SpOCTbiO, C KAKOW OH MPW3biBan K 3aliuTe
cBoux gorml» (cit. on: Hutchinson, 2018, p. 216).

B dunbmMe e pagyKHoe OKOHYaHKe He ypaBHOBeLWBaeT Bce NpeacTas-
NeHHOe B HeM 3K3MCTeHUManbHoe 3n0. U y)x Tem bonee HenpaBgonoaobHo
(HO BNONHE NO-TONNVBYACKM) BLITNAANT paccyxaeHne KapanHanos KasTtaHa
1 AneaHaipa o /ltloTepe Kak. .. 0 CU/ibHOM udepe 0715 Kamou4ecKozo npecmona (1).
PasymeeTcs, 3T0 ObIN0 Obl BO3MOXHO, €C/V CefoBaTh OrVKe aBTOPOB KapTyHbI,
KOTOpble AOBOBHO NOBKO BbIBENW MMAaBHOMO NPOTECTAHTCKOro pechopmaTtopa i3-
nof MOpasnbHOM OTBETCTBEHHOCTY 3a Tparnyeckune cobbliTns 8 EBpone. O6oias
MONYaHVeM O6EKTUBHYIO OLLEHKY UCTOpUYeCKo ponu JlioTepa, co3pant o Hem
MU, CKOPPEKTMPOBAB BOCNPUATIE MCTOPMM B €70 MOb3Y 1 OCYLLECTBMB B NPo-
naraHge noTepaHcTBa «becnollagHoe BHyWeHne naen» [BolpaxeHune Cepres
Jri3eHWTeNHA] MOPanbHOW HeMoOrpelwnMoCcTy Bhiaatolerocs 6opua 3a 06HOB-
NeHmne Oyx0BHO-PeNUro3HON KOHCTaHTbl CBOEro BPeMEHU. Takoi TUM mcka-
YKEHHOTO OCMbICNEHMS UCTOPUYECKOM NMYHOCTU B hribMax Havana XX Beka
SBNSETCS TPEBOXHbBIM CMMTOMOM B KYNBTYPHO-MOANTNYECKOW 3BONOLMN COB-
pemeHHOro 3anaga.
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BV3YAJIbHBIE METAMOP®O3bI:
KYNIbTYPOJIOTMHECKNIA AHATTIAS
LNPPOBOW KMBEEPSCTETKY

AHHoTaums. CTaTbs NOCBsLIEHa HOBbIM CTU/SIM BU3yansbHOW LMbpoBO
ICTETVIKM, CTABLIMM aKTyanbHbIMV B CBETE Pa3BUTUS TEXHONOT NI 1 BOZHUK-
HOBEHUs HOBbIX CPEACTB A5 CO3AaHns 1 06paboTku LndpoBLIX M306pa-
KEHWUI. AHaNM3 OCHOBAH Ha KyNbTYyPONOrMieckoM Noaxofe v HanpasneH
Ha BblsiBNIEHWE BAVSHYS COBPEMEHHbBIX LM POBbIX TEXHONOT A Ha (hopMK-
POBaHMeE KyNETYPHbIX OPUEHTUPOB M 3CTETUHECKVIX NPEANOYTEHNIA B UCKYC-
cTBe v an3aliHe. OCHOBHOE BHVMaHWe yaenseTcs NCCNefoBaHumio XxapaKkTe-
PUCTVIK COBPEMEHHbIX CTUNel, COOPMMPOBaBLIMXCS B LMMPOBOI cpefie Ha
pybexe XX| Beka (cpean Hux Vaporwave, Sea punk, Web punk, Psychedelica,
NUKCeNb-apT, BOKCENb-apT AP.), UX XYAOKECTBEHHOIW CaMOCTH 1 KynbTyp-
HbIM 0cObeHHOCTAM. CTUNb B AaHHOM Cly4ae onpefenseTcs Kak npuvHumn
XYAOECTBEHHOTO MbILUNEHNMS 1 0cobast (hopMa KOMMYHUKaLMK Cy6bEeKTOB
KyNbTYpbl. BaXKHOI HacTblo McCnefoBaHus SBASETCS NOHUMMaHWe TOro, Kak
UM POBbIE TEXHONOTMN BO3AENCTBYIOT Ha MHTEPMNPEeTaLmMio COBPEMEHHOW
KyNbTYpbl M 06LIECTBa B L|e1OM. BbisSiBASIOTCS 0COBEHHOCTY COBPEMEHHO
TPaHCHaUVOHaNbHOM KyNbTypbl (Kak TMNa Co3HaHWs U KapTUHbI MUPa)
4epes Npr3my XyoXKeCTBEHHON KyNbTYpbl NepBoit YeTBepTy XXI Beka.
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B paboTe 0603HaueHbl 0bLMe TEHAGHLMM, XapaKTepHble As COBPeMeH-
HOrO CEeTEBOro UCKYCCTBA, NPeACTaBeHbl B3aVMOCBS31 1 OT/MYMS HOBbIX
LUMDPOBLIX CTUNEN, a TakkKe aeTanbHO PAaCCMOTPEeHbl OTAeNbHble 06bean-
HEeHVS CTUEN NO Pa3nnyHbIM KpuTepusm. Knaccudrkaums coBpeMeHHbix
BM3YyaNbHbIX CTUNEV Ha3npyeTcs Ha METOAAX 1 TEXHUKAX CO3AaHWs U UMU-
TaluW, KOHTEKCTe VCNOMb30BaHWs, 0COOEHHOCTAX Npe3eHTaunm, AnM3ai-
HEPCKUX 3neMeHTax. [1oNy4eHHbIe pesybTaThl MOrYT ObITb MPUMEHEHbI N1
yrny6neHHoro aHann3a CoOBPEMEHHOW KyNbTYpbl 1 BU3YaNnbHbIX SBNEHUI,
a TaKkKe 419 NPOrHO3MPOBaHMa ByayLLMUX HanpaBneHnii pa3BuTUs B 0bna-
CT1 HOBOTO BU3YasbHOrO.
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VISUAL METAMORPHOSES:
A CULTURAL ANALYSIS
OF DIGITAL CYBERAESTHETICS

Abstract. This article focuses on the emerging styles of visual digital aes-
thetics that have become relevant in light of technological advancements
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and the introduction of innovative tools for creating and processing digital
images. The analysis is based on a cultural approach and aims to identify
the influence of contemporary digital technologies on the shaping of cul-
tural benchmarks and aesthetic preferences in art and design. The primary
focus is on scrutinizing the defining attributes of modern styles that have
taken shape within the digital sphere at the onset of the 21st century (such
as vaporwave, seapunk, webpunk, psychedelia, pixel art, voxel art, and oth-
ers) and delving into their artistic autonomy and cultural nuances. Style is
defined here as both a guiding principle of artistic thought and a distinctive
mode of communication among cultural agents. An integral component
of this study involves comprehending how digital technologies impact the
interpretation of contemporary culture and society at large. The study aims
to uncover the peculiarities of modern transnational culture, as a mode of
consciousness and worldview, through the lens of the artistic culture of the
early 21st century.

The research identifies overarching tendencies characteristic of contempo-
rary network art, outlining the interrelations and differentiations among new
digital styles. It meticulously examines distinct style clusters based on vari-
ous criteria. The classification of contemporary visual styles is predicated on
methods and techniques of creation and imitation, usage contexts, presen-
tation specifics, and design elements. The results of the study can enrich the
exploration of contemporary culture and visual phenomena, aiding in fore-
casting future trajectories within the realm of innovative visual expressions.

Keywords: digital aesthetics, cyberaesthetics, new visual, collage, vapor-
wave, seapunk, webpunk, grime, psychedelia, surrealism, glitch, game art,
low poly, pixel art, voxel art

BBEAEHUE

HoBble TEXHONOM MU MEHAIOT CNOCOOLI peannsaunn KyJ'IbTypHOIZ AKTNB-

HoCTW. BrayanbHasa undpoBas acTeTUKa — 3TO Y KOMMYHUKATUBHAs Cpeaa,
1 CNocob KOMMyHUKaumu. Moa AaHHbIM onpeaeneHuemM npeanaraeTcs noHU-
MaTb WWPOKWUIA Kpyr MEHOMEHOB, CBA3aHHbIX C BU3yalbHbIMU 0bpasamuy,
CYLWeCTBYOWMMI B ULMOPOBOM MPOCTPAHCTBE U UMEIOWMMIM HENOCPeACTBEH-
HOe OTHOLWEeHMe K UCKYCCTBY W An3aliHy. PaznunyHble nnatdopmsl U coobule-
CTBa B UMMPOBOI Cpefie MOryT CAYKUTb MECTOM KaK ANs co3daHms, Tak 1 ans
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penpeseHTaumnn HOBbIX PaboT U CTUAeN. Y4uThIBas, YTO NPoLa yxe NoYTH
4eTBepTb HOBOIO BEKa, O4EBUAHO, YTO pedneKcns B 06n1acTyi HOBOTO BY3yarb-
HOMO MOXET 1 AOMKHA OCYLLECTBASTHCS M B OTHOWEHUM NePBbIX ABaALATY NeT
XXI Beka. B paHHoOM CcTaTbe NpeanaraeTcs pacCMOTPETb Psif] HOBbIX BU3YasbHbIX
(LMDPOBBIX) CTUMEN C LIENbIO BbISBNEHNS UX CXOACTB W pa3nuyuii C NpeawecTy-
IOLLVIMU XYAOKECTBEHHbBIMU CTUASIMU, @ TaKKe UX YHUKANbHbBIX YepT, C MOMOLLbIO
KOTOPbIX MPeACTaBNAETCS BO3MOXHbIM HarMsAHO NPOAEMOHCTPUPOBaThL 0bLmne
KYNETYPHbIE TEHAEHUMM COBPEMEHHOIO BM3yanbHOro MHOrO0bpasus, MpUHUMMb
TEXHOMOMMYECKNX V3MEHEHNIA B MCKYCCTBE 1 B 061aCTH BM3YanbHOMO B LeNIOM,
a Takxke yAennTb BHUMaHWe MexaHn3MaM COXPaHeHMs KynbTypHOW NaMsaTy
B aHaNoroBOW peanbHOCTH.

HoBble Meama 13y4ano HeEMano 3apybexHbiX U PpOCCUICKMX aBTOPOB.
Bonee 20 net Ha3ag, B8 2001 /1. MaHOBMY MUWET KNOYEBOM TPy O HOBbIX (hopMax
MNCKYCCTBA «H3bIK HOBbIX Meava» (Manovich, 2001). Eule oaHOW 3HakoBoW pabo-
TOW ABASIETCS YIKe TPVl NepensaaHHas kHura «Lndposoe nckyccteo» K. Mo,
rAe aBTop MccneafyeT 3BOMOLUMIO MeMancKyccTBa U paccMaTpurBaeT BOMPOCHI,
Kacatolmecs onncanHus 1 TPaKTOBKM HOBbIX (DOPM MCKYyCCTBaA ¥ CaMOro Meau-
anpocTtpaHcTga (Mon, 2016). B cBoen kHure «O6HOBAEHWE, YTOObI OCTaBATHLCS
npexHM» B. YyH Takoke ocBellaeT BAMSHNE HOBbIX Megus Ha KynbTypy 1 oblie-
CTBO, 3aTparugas umdpoByto acTeTrky (Chun, 2016). Mpu 3TOM KaK poccuiickme,
TaK 1 3apybexHble y4eHble A0 CYX MOop YAENST Mano BHYMaHUs KnacTepusaLmm
BM3yanbHbIX PEHOMEHOB, a TaKkxKe 0CObbIM NMprMepaM BU3yanbHOro, KOTOpbIe
MMEOT 0NocpeioBaHHOE OTHOLWEHME K MCKYCCTBY MAN ABASIOTCS ero Npoaon-
KEHUAMYM B MONYNSAPHON KyAbType. Yale BCero nccnepoBaten obpatjatorcs
K XapaKTepuCT1Ke OTAENbHbIX LMDPOBBIX CTUAEN, MPUYEM NepeyeHb UX OrpaHn-
4eH. M3BecTeH psf paboT, NOCBALWEHHbIX MEM-apTy — CPefu HYX He TONbKO CTa-
TbW, HO 1 0BbeMHbIN Tpya B. TaHHK «<MemacTeTuka» (Tanni, 2021). To e MOXHO
CKa3aTb O MUKcenb-apTe — W3 NOCNeAHVX UCCNef0oBaHWI BbI3bIBAET NHTEPeC
cTaTbs «Research on the Application of Pixel Art in Game Character Design» (Zufri
& Ardani, 2023). B ka4yecTBe NCKItOYEeHMs MOXHO Ha3BaTb KHUTY /1. Moaxaincku
(Podhajsky, 2021), nocBsueHHy0 HOBOMY BOM/OLWEHMIO CTUAS Tcuxogenws
(New Psychedelia). B poccuiickoM Hay4HOM Mone NpeacTaBnaioTcs MHTepec-
HbIMK cTaTbn A. BeHkosown (Berkosa, 2019), E. Hukonaeson (Hukonaesa, 2010)
n . Weppbko (LWeabko, 2021), KOTopble OTMEYatoT B CBOMX paboTax bonbliee
KONM4eCTBO LUMDPOBbIX CTUME, pacCMaTpUBast UX, OLHAKO, B KOHTEKCTe CBOEro
HanpaBNeHUs 1CCNefoBaHMs, a He KnacTepusys CTUAM C Lenblo aHanmsa npu-
YMH BO3HUKHOBEHWS, 3HaYeHMS U 3HA4YMMOCTM CaMOro CTWAS B COBPEMEHHOM
KynbeType. B cBeTe cka3aHHOro, flaHHas CTaTbst NpeacTaBaseTcs HeobxoanMo
BEXOW B M3Yy4YEeHMWN HOBOrO BM3yanbHOro MHOroobpasus, peannsyemoro B und-
POBOM NPOCTPaHCTBE.
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3HaYMMble N3MEHEHWs B 061acTy BU3yanbHOW LMhPOBOI 3CTETUKM BAU-
SIOT He TONbKO Ha chepy COBPEMEHHOTO UCKYCCTBA, HayKK, HO 1 Ha NOBCeAHEB-
HYH0 XKW3Hb colMyMa. O4eBUAHbBIM MPUMEPOM MOXET CTaTb TO, Kak B CMU vepe3
AM3aliH 1 peknamMy npocavmBaeTcs UnMbposas acTeTrka. ITOT ahheKT HarnaaHo
AeMOHCTPUPYeT An3aiH-Kpyr /loppeiH Yainnat, kotopas 8 2000 roay npeanono-
XKUNa, YTO CTUNb 1 OBLLENPUHATOE MOHATIE «<XOPOLWWIA AM3alH» NepenneTeHbl:
XOPOWMWI AN3aiH cO3aaeT UHTPUTY 1 NOTPebASeTCs MacCOBbIM PbIHKOM, KOTO-
Pblil 3aXBaTbIBAET M NMOBEPXHOCTHO PAcnpocTpaHsaeT hopmy, NULEHHYIO KOH-
TeKcTa. 37O NPUBOANT K MOSBAEHMIO KNLLIE, CMYLLEHWIO, 3aTeM CMepTH Harnpas-
NeHVist, 33 KOTOPbIM ciefytoT heTulin3m, BO3POXKAEHWE 1 CHOBa NepBuYHas
yBnevyeHHocTb (Sandhaus, Wild, 2000). LindpoBble cTUnm Hepeako NpoxoasaT
NoaobHbIK LMKA, @ TakKe AeMOHCTPUPYIOT CBOMCTBO BbIXOAUTL 3a Npeaensi
aHanoroBol peanbHOCTU, peanu3yscb B NPUHTaxX 1 MoAensx (Mpumep: nuk-
cenbHas rpaduka B MoaHoW HAycTpuu (Brain, 2023)), a Takxe BO3BpalLasch
B KMHeMaTorpad, Kak Bu13yanbHas rmnepccbiika. HoBble BbipasnTenbHble Tex-
HUKWM, UCMNOMb3yemMble B L POBOM 3CTETUKE, MOTYT TakKe UrpaTh BaXXHYIO POIb
B PACKPbITUY OBLLEN CUTYALMN B MUPE. XYOKHUKM HEPEKO MCNOMb3YIOT CBOU
paboThbl, 4TOObI BbI3BATb ONpPeaeneHHYo peakLyio 1 NprBneYys oblecTBeHHoe
BHUMaHVe K npobnemam B pa3nunyHbix chepax, Taknx Kak 3KoNorus, NoNnT1Ka 1
coupanbHas CnpaBe/IMBoOCTb.

Mpexae YeM LeMOHCTPMPOBaTb pe3ynsTaThl aHan3a COBPeMEHHOTO Lnd-
pOBOro MHOroobpasuns, cnegyeT 03BY4UTb camble 0bLiMe TeHAEHUMN HOBOTO
BM3YyanbHOro 1w UMdpoBoro Br3yanbHoro. CnegyeT OTMeTUTb, YTO TeHAEHUNN,
KOTOpble BbIAENAIOTCS B AaHHOM CTaTbe, He SBAAIOTCS YeM-TO Creunduyeckmm,
0fjHaKo TpebyeTcs NPOCNeANTh, KaKve 13 HIX, Byayyum xapakTepHbIMy AN NPOLU-
N0ro, NPOAO/MKAIOT OCTaBaThCS aKTyanbHbIMK 1 ANs UMDPOBOK cTeTuKN. Mep-
Bas M3 TaKUX TEHAEHLUUIN — NOOBLKHOCMb: «B MUPE, B KOTOPOM BCE 3N1EMEHTbI
N CTPYKTYPbI MPUBEAEHb! B ABUDKEHNE, FPaHKLbl HE UCYe3atoT, HO nepexoasT
B HOBOE KayecTBo» (CnaHeBa, 2013, c. 15). [laxe yxBaTWTb, Ka3anoch Obl, MUMONET-
Hble HanpaBneHs B ObICTPO MEHSIOWENCS peanbHOCTY BbIBAET CIOXKHO, OTCIOAA
BbITEKAET BaXXHOCTb MCCNef0BaHNS LMPPOBbIX BU3yanbHbIX PeHOMEHOB — CTU-
neit. MNepBbIi 3Tan MccnefoBaHNs — UX Ha3blBaHME M aHANN3, Kak NogYepK1BaeT
H. PbiMapb, «130014UMst — TBOPYECKMIA aKT». A lanee BO3HUKAOT OBWMPHbIE BO3-
MOXHOCTW 1151 MICCNEeAOBaHMI COBPEMEHHOM KynbTypbl BOOOLLE, B TOM YucCe
B aKCMONOTMYECKOM acneKTe, «M3bIMaHne npeamMeTa 13 MYHKUOHaNbHbIX CBA3ei
KyNETYPbI» MPUBOAUT K TpaHChOpMaLMu LIeHHOCTEN 1 OTKPbIBaeT MepCneKTUBbI
HOBOFO CMbICN006pa3oBaHus» (PbiMapb, 2006, c. 110). Mpwu 3Tom E. YcTiorosa
B CBoel cTaTbe «CTpaTerv nHTepnpeTaumm CTuas n cTuamnsaummn» otMevaet

! Ipachuyeckoe n3obpaxeHwe agn3aiiH-kpyra cm.: URL: https://www.eyemagazine.com/feature/
article/reputations-lorraine-wild (23.09.2023)
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HOBOE 3CTETUYECKOE YYBCTBO U (hyHKUMOHVPOBaHMe CTU/El B NOCTMOAePHCT-
cKolt peanbHocTH: «Cyabba cybbeKTa KynbTypbl NOCTMOAEPHM3Ma — 3a8BNdTb
cebs B NpoLecce UCMbITaHWs 3bIKOBOTO MPOCTPAHCTBA, @ CTUMb OKa3blBaeTCs
Npon3BoOAHOW GopMOl Takoro onbiTa» (YcTiorosa, 2022, ¢. 25).

[Insi HOBOW BW3yanbHOW 3CTETUKYM XapaKTePHO NOCTOSIHHOE CTpemeHue
K 130bITOYHOCTU, U N3BBITOYHOCTb 3Ta Peann3yeTcs B KOMNIEMEHTAPHOCTI UK
KONNAMHOCMU, KOTOPYHO MOXHO CYMTATb ellie OAHON TEHAEHLMEN HOBOTO BI3yarb-
HOro. Konna)HoCTb NpeacTaeT kak paciieHeHve hopmM 1 A0NOAHEeHNE 1X YeM-TO
HOBbIM MO OMNPeAeneHHbIM XapaKTePHbIM A5 MHANBUAYANBHOTO CTUAS KaHOHaM
(6€3yCNoBHO, HEe TaKNMM XKECTKUM, KaK NPex/ae), Yem AOCTUraeTca v AMHaMM13M,
1 NPOCTPAHCTBEHHbIN AVBU3MOHN3M. 3[eCh e CIefyeT YNOMsIHYTb U KyMynsTUB-
HbI (0T dp. Cumulus — «Ky4a, rpyaa, Bepx») xapakTep COBPEMEHHOW KynbTypbl,
SIBHO NMPOSBASIOWNIACS B HOBbIX MEAMA, — VIHbIMU C/I0BaMU, OOWIMM BU3yarbHbIM
NaHAWwadhToM CTaHOBATCS (hparMeHTbl CO3AaHHOro paHee. IMeHHO 3Ta YepTa CoB-
pEMEHHOI Ky/bTYPbl O4EBUAHO CKa3bIBAETCs Ha TOM, HTO BU3yaslbHble CTUAM HacTo
npencTaBnatoT CObOM PasNMyHbIe KOMOMHATOPHbIE UV KONNaXHbIe TEXHUKU.

/Icnonb3oBaHe KONNaXHOCTN Ha NepBbIl B3NS MOXKET NMOKa3aTbCs Helo-
CTaTOYHO CYLIECTBEHHOW TEHAEHLMEN, OIHAKO AaHHbI (heHOMEH [0BOMBHO
TOYHO OTPaXaeT COBPEMEHHYHO KyNbTYpPY, KOTopast Bce bonee cTaHoBUTCs dpar-
MEHTVUPOBAHHOM 1 MHOTOrpaHHOM. Konnax Kak TexH1Ka coveTaHms pasnny-
HbIX 31EMEHTOB MOXET OTPaxaTb 3TO MHOro0bpasve KynbTyp 1 TOUYEK 3PEHUS.
A Tatoke cama TexHMKa Co3[aHus Konnaxa, KoTopas NogpasymMeBaeT 1Cnosb30-
BaHwWe cTapbix hoTorpaduii, KapTUHOK U APYrUX MaTepuanos, HepeaKo nepepa-
HOTaHHbIX M UCMOIb30BaHHbIX B HOBOM KOHTEKCTE, MOXET CBUAETENbCTBOBATD
0 CTPeMIEeHWU K COXPaHEHMIO VW NMePeoCMbICIEHIO KybTYPHOTO Hacneams
1 NPUBHECEHIIO €r0 B COBPEMEHHOCTb.

TpeTbelt TeHAeHUMeRn HOBOTO BU3yanbHOTO SIBASETCS €ro KOMMYHUKAMU8-
Hocme. Ono3HaHve cebsi 1 Myipa OCYLLECTBASETCS Yepes3 akT KOMMYHUKaLUK,
KOTOPBIM MOXET BbICTYNaTb ONpeaeneHHbIi CTWb. B 3TON napagurme akueHT
B VICKYCCTBE HEPEAKO A€NaETCs Ha TEXHUKY CO3AaHWUs (KaK 3TO CO3[aHo), a He Ha
CaMoM NpofyKTe unu apTedakTe (Ymo KOHKpeTHO co3aaHo). Cam cnocob cospa-
HWS TOrO VW MHOTO L POBOro NPON3BEAEHMS V)Ke HECET B cebe psif, CMbIC/IOB
1 CUMBOJIOB, KOTOPbIE CYUTBIBAIOTCA APYrMMU 1 (DOPMUPYIOT KYAETYPHbINA NaHa-
wadT. Ans KyNETYpPONornm xe, Kak u ans Gunocodurm, BaxHbIM OKasbiBaeTcs
BOMPOC «NoYyeMy 3TO CO3AaH0?». IMEHHO 13ydeHue cneynduky HoBOro MMpo-
BOCMPUSATUS MOXKHO CHMTATb ellle OfJHVIM 3Tarnom NCCIeA0BaHNS COBPEMEHHbIX
BM3YasbHbIX CTUEN, B pe3y/sTaTe Yero OTKPbIBAETCS BO3MOXHOCTb NpeayyB-
CTBOBaHYs ByayLLero passuTHs KynbTypbl U GOPMYIMPOBaHUS 3HAYEHUS 4
00LLecTBa TOro, HTO YyXe CO3AaHO.
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MocneaHel BblfeneHHoM B HacTos e paboTe obLieit TeHaeHL el HOBOro
BV3YaNbHOrO MOXHO Ha3BaTb HOCMA/LeUIO (30€Ch TatKe OTMETUM PETPOMAHMNIO,
KOTOpas TPaKTYeTCst HaMu, CKOpee, Kak pe3ynbTaT HoCTanbrinu). [oTepsiHHOCTb
1 ollyLLieHne yTpaThl «40Ma», KOTOPOro Ha CaMOM fiene HUKOraa 1 He Bbino, Npo-
HV3bIBAeT NOYTY BCE CTWAW. ITa MeNaHxous no 3noxaM 1 BpeMeHam faBHo
yWweawmm Uy HeflaBHUM CTaHOBUTCS BU3YyasbHbIM CBOWCTBOM 1 CBOEOOpa-
3VIeM KaXK[0ro CTUAS B OTAENbHOCTY U UX anbsHCOB. MposiBNSETCs OHa B Urpe
C KaHOHMYeCKMK 0bpasamyi 1 CIKeTaMu, Hanprmep, B NepeHeceHnmn n3obpa-
XKEHWNIA rpedecKyx cTaTyit unu ManoHH B UmdpoBble CTUNW. Toraa aTTpaKTUBHas
NpYpoAa NCKYCCTBA Peann3yeTcst B MUMECUCE, UV NOAPAKaHUY 1 Y3HABAHWN,
4TO BECbMa TOYHO OTPAXeHO B MHTepnpeTauuu I fagamepa, Koraa oH roso-
PUT: «Y3HaBaHMe HeKoraa BUAEHHOW Belly eCTb 0CBODOXAEHMUE OT CyYaliHo-
CTEl U BbIXOA Ha NOCTVIKEHME «MOJIMHHOTO CYLLEeCTBa BeWm», T. €. K UCTUHE,
KaK 3aBeTHOW Lenv no3HaHus» (unT. no CuaHesa, 2013, c. 94). B kHure «Digital
Visual Culture: Theory and Practice» oTMe4aeTcs, 4To MCNONb30BaHMe HOCTalb-
TN MOXET BbITb CBA3AHO CKenaHuemM 06paTUTbCs K NPOLWAOMY B MoncKax 6es-
OMNacHOCTM U yBEPEHHOCTY B HacToseM (Bentkowska-Kafel et al., 2009). Kpome
TOr0, HOCTANbIMYECKIME 3/IEMEHTbI MOTYT BbI3bIBaTb Y 3pUTeNelt YyBCTBa y3HaBa-
emMoCTV U KOMbOPTa, T. K. HANOMUHAIOT O NMPOLLIbLIX BpeMEeHaXx v OnpeaeneHHbix
KYNBTYPHbIX KOHTEKCTaX.

[ns KPUTUYECKOTO VX OCMbICTEHNS, OAHAKO, MOTYT TAKXKe UCMOb30-
BaTbCs HOCTanbruveckvie anemerTsl. C. Bolim onpepgensieT aToT heHoMeH Kak
«pedneKkcnpyroLLyto HoCTanbro» (boimM, 2019) 1 NOKa3blBaET, KaK TOCKa 1 Kpu-
TUYECKOe MbILNEHME COCYLLECTBYIOT, MOCKONbKY SBASIOTCS 3MOLMOHANbHbIM
nposiBneHvem. B. duwep TakKe paccMaTprBaeT KaTeropyito HOCTanbrmm Kak
Cnocob NpUCBOEHMS NPOLIOTD, @ He TObKO KaK uaeann3aumto yTpaieHHoro
npocTpaHcTBa 1 Bpemenu (Fischer, 1980).

HakoHel, cnefyeT OTMETUTb, 4TO, MPOAOMKas TpaanLUmio, LMdpoBble
XYAOMHUKN HEepeKo caMi He BCerfa 0CO3HatoT 3HAaYMMOCTb CBOEro npoun3ee-
AEHWS 1 He MOTyT NpefAcka3aTh ero yCnewHoCTb UAK CMOPHOCTb. NPUYMHON
TOMY MOXeT BbITb y4acT1e B NpoLecce TBOPEHMS UCKYCCTBA He TOMbKO CO3Ha-
TeNbHOM MbICINTENbHOW paboTbl, HO M MOACO3HaHWMS. o cnoBaM 1ccneaoBaTens
B 06/1aCT1 NCUXONOM MK UCKYCCTBA E. MNbMHa: «C NO3UUMIA NCUXOBHANUTNHECKMUX
B3rN14/10B TBOPYECKMI Aap — 3TO POK, He MOABNACTHbIN CO3HAHMIO 1 BOMe Yeno-
Beka» (MnbuH, 2009, ¢. 15). 9TO CBA3aHO C TEM, YTO NOACO3HAHME XYAOKHMKa CMO-
CobHO 0bpabaTbiBaTh MHMOPMALMIO 1 CO3AaBaTb HOBbIE CBS3M, KOTOPbIE MOTYT
NPVIBECTUN K MHTYUTUBHbBIM U HEOCO3HaHHbIM MaeaM. Byp/be e Ha3blBaeT 370
«HEHaMepeHHbIM N306peTeHnem perynvpyeMbix MMNpoBM3aumii (...) CybbekTsl,
CTPOro roBops, He 3HatT, YTO OHW AeNatoT TO, YTO UMEET Bonbliee 3HaYeHWe,
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4yem oHW npeanonaratoT» (Bourdieu, 1977, p. 79). Tem bonee BaXHOM CTaHOBUTCS
paboTa nuccnenosaTens, KOTOPbIN CBEXNUM B3MSA0M CMOXET YI0BUTb CTUb U
Hanpae/neHne, BO3HVKaoLLEe CTUXMINHO WM MO 3aKOHAM CpoCa, W 3anedatneTb
€ro, V3y4nTb, TPAKTOBATh.

BbISICHMB, 4TO /15 COBPEMEHHOTO L1dPoBOro MHOroobpasus sBAseTcs
obuimm, cneayet 06paTUTHCS K Honee YacTHbIM XapakTepucTrkam. B qaHHoR
cTaTbe psf ONMCaHHbIX CTUAEN 1 DEHOMEHOB YCNIOBHO Pa3fensoTcs Ha fBe
KaTeropwu: peTpo-u UndpoBbie CTUAN. ITa TEPMUHONOTMS He npeTeHayeTt
Ha Hay4YHOCTb UM @BTOPUTETHOCTb, @ Wb YNPOLAEeT CUCTEMATN3ALMIO U paH-
XKMPOBaHMe Lenoro psaa NnofobHOro poaa aBAeHU.

PETPO-CTU/IN

PaccMOTPUM HECKONBKO CTUNEN U 3CTETUHECKMX SBNEHUI, KOTOPble HOCAT
B cebe ABHbIN «HOCTanbrM4eCcKni» oTneyaToK. K HEKOTOPBIM M3 HIUX MOXHO
npuMeHnTb TepMuH «dirty digital» — rpsisHoe Lundposoe (TepMmuH A. BeHKoBON).
B cTatbe «LlndpoBON MPUMUTHBI3M VI MEXaHU3MbI HACNEA0BaHWS B COBpEMEH-
HOW BW3YyanbHOW KynbType» UccnefoBaTeNb OTMEYaeT: «<M3 3TUX “HapoaHbIX”
AenosunTapues BbIPOCAN NepBble 0POpMUBLLIMECS LMDPOBLIE CYOKYNbTYPbI»
(BeHkoBa, 2019, c. 23). Mx nosiBneHne 1 pa3suTLe 0OYCNOBAEHO WWPOKMM pac-
NpoCTpaHeHneM 1 4OCTYNHOCTBIO MPOrpaMM Mo Co3aaHuto rpacdumkm n obpa-
60TKM n306paxeruii: Photoshop, After Effects, Blender, DaVinci n 7. a. OaHako
NOAOCOHbIN TE3UC MPUMEHUM TONBKO K OFPaHVYeHHOMY KONMYeCcTBY CTUEN,
0 KOTOpbIX BYAET MATU peyb, MO3TOMY B AanbHelWeM npefaraeTca OpreHTH-
pOBaTLCS Ha NOHATME «PETPO» UAU «<HOCTaNbrMYeCcKme» CTUN.

OpVWH 13 CamblX pacnpoCTPAHEHHbIX 1 IPKMX «HOCTaNbrMMYeCKMX» CTUAeR —
370 Vaporwave (BanopgeiB). [laHHbI PeHOMEH XapaKTepu3yeTcsl HeKNM Crop-
PEANNCTUNYECKNM BUAEHMEM PETPOKYNBTYPHOM 3CTETUKM, OTHOCSLLENCS K 1980
1990 rogam. Kak 370 xapaKTepHO A5 AaHHOro Neprofa B 3anafHOeBPONenCcKoM
N PYCCKOM OHTOTeHe3e, B HeM OLLYLLAaeTCa CBA3b C pa3BieYeHnaIMu, TEXHONOT M-
MU, KyNbTYpoi NoTpebaeHns 1 peknamoit. IHbIMK CNoBaMu, UIMEHHO 3/1eMEHTbI
NONYASPHOW KyNbTYpbl CTAHOBSATCA 62301 1 HaNOHEHWeM AaHHOMO 3CTETNYe-
cKoro nposienexus (Vaporwave, n.d). OCHOBHbIMMW 31€MEHTAMU CTUNS MOXHO
Ha3BaTb «1anoroBble OKHa paHHKX penr3oB Windows, «TOpMOo3sLLme» MPOLECCHI
BM3yanm3aunuy faHHbIX, PEHAEPUHTOBLIE CETKY 1 IK30TUYECKME 3NEMEHTbl —
nepornndbl, NanbMbl, KOCMUYECKMe BUAb (BeHkoBa, 2019, c. 23). HOBYIO XM13Hb
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B 3TOT CTWNb BAOXHYN hunbm «KyHT Oblopu» (Kung Fury, 2015, pex. [l. CaHabepr),
C NOMOLbI0 3DHEKTOB UMUTUPYIOLMIA KAPTUHKY 1 MOHTAX, XapaKTepHble As
KnHemaTorpada 1980-x 1 oboraleHHbIM aneMeHTamn Vaporwave. Eue oauH
npumep ctuns — knmn SKIBIDI (Romantic Edition)? rpynnsl Little Big* koTopsii,
ofiHaKo, B 60Nblel cTeneHn akcnnyaTnpyeTt obpasbl hrnbma «KyHr Gbropn»,
HEXenu camoro CTuns Vaporwave, npu 3TOM COXpaHsist ero Knaccuieckume Br3y-
anbHble aTpubyThl: hroNeToBas raMma, cneynduyeckas 3NeKTPoHHan My3blKa,
3aKaTHOE COMHLE, MallMHbI Ha «KNeTOYHOW» 0pOore, Kak 13 GUnbMOoB «TPOH»
(Tron, 1982, pex. C. lncbeprep; Tron: Legacy, 2010, pex. [l. KocHcku) nnwm «[azo-
HoKoCUAbLLVK» (The Lawnmower Man, 1992, pex. b. leoHapn).

Cnenytoumin CTunb, 0 KOTOPOM NONAET peyb, Seapunk (crvnaHk), ncnons-
3yeT 06pa3bl ke He 80-x-90-X, a aneMeHTbl KnbepnaHKoBON KynbTypbl 2000-X.
3TOT CTWMb LOBONBHO CUMIBHO HanoMUHaeT Yaporwave CBOUMY SPKVUMU LiBe-
TaMn 1 KONN@XKHO-MEeN3aKHON CTPYKTYpoi. OaHaKo 0cobbiM ero Npu3HaKoMm
MOXHO CYUTaTb 3CTETUKY MOpeN: Aenb@uHbl, MMpaMubl, NASHKHbIE CLEHbI
n haHTacTuyeckme nersaxn (Seapunk, n.d.). B otandne ot Vaporwave, CTub
Seapunk xapaktepu3ayeTtcs 60blIEN MATKOCTLIO U IaMypHOCTbIO, a Takxe
nnweH 6akrpayHaa 13 MHAYCTPUK KUHO, KOTOPbIN NpuaaeT Vaporwave 0cobbii
AMHAMUYHbIA U DYTYPUCTUYHBIV XapaKTep. [pon3BeaeHin BU3yansHOro MCKyc-
CTBa, BbINO/HEHHbIX B laHHOM CTW/IE, HE TaK MHOTO, B HEM paboTaeT orpaHuyeH-
HOEe KONMYECTBO aBTOPOB (Yalle HenpohecCcMoHanbHbIX), HAUTN KX MOXKHO Ha
pasnuMyHbIX NNaThopmax 1 B XygoxecTBeHHbIX coobuiecTsax. OAHUM 13 Cambix
ybeanTenbHbiX NPYMEPOB AAHHOTO CTUAA SBASETCS Knnn «Atlantis»® Azunun
BaHKc, rae neBnUa NpeacTaeT B NoA4YepKHYTO h3aHTe3nHOM obpa3se, ¢ 0coboit
NPpUYECKON 1 MerKkanoMm, Ha hoHe XpoMaKes, KOTOPbIV BMOCNEACTBMM OXKMUBAET
B UM(PPOBOM NMPOCTPAHCTBE, HAChILIEHHbIN 3nemeHTamn Seapunk. Knun otnu-
4aeTcs PKUMU HEOHOBBIMU LBETAMM, CO3AAIOLWIMMMI CKa304HO-aHUMaLMOHHYIO
atmocdepy. Camo Ha3BaHuMe «Atlantis» oTcbinaeT kK NOABOAHOMY MUPY U MUDU-
yeckol ATnaHTuae: NposiBAseTCs 3TO Yepe3 0bpasbl MOPCKMX CyLLeCTB, Kopas-
NOB ¥ BONWeEBHbIX NOABOAHBIX Nen3axenn. Hapsay ¢ NOABOAHOV TEMOK, BUAEO
MCNONb3yeT aneMeHTbl peTpo-hyTypu3ma, Co3[aBas BnevatieHmne peTpocnex-
TUBHOIO B3MNsfa Ha byayllee, KOTOPOE XapaKTePHO A1s XYA0KECTBEHHbIX NPO-
n3BefeHn B ctune 80-x 1 90-x.

3aMbIKaeT TPOMKY HOCTanbr4eckyx cTuneit koHua XX sexa Webpunk (Beb-
naHk). «B oTanyme oT ABYX NpeablayLLVX TEHAEHUMNI, BbIPOCLINX U3 My3bIKaNbHbIX
CyOKyNbTYpP, 3TOT NPeACTaBNSeT cobo cyrybo B13yansHoe SiBAEeHME 1 BAOXHOB-
NSEeTCa 3CTeTuKo ramypa 90-x. 3geck NpeobnagatoT PO30BbIN, CHPEHEBLIN

2 YouTube. (2024). SKIBIDI  (Romantic  Edition). URL:  https://www.youtube.com/
watch?v=EqSclLcbvCA (23.09.2023).
3 YouTube. (2012). Atlantis. URL: https://www.youtube.com/watch?v=yj-xBpQOCIO (23.09.2023).
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1 GNONETOBLIN LBETA 1 31EMEHTbI “BbICOKOTO MCKYCCTBA” — aHTUYHbIE CTaTyu,
KOMIOHHbI, BCTpeYatoTcs n30bpaxeHns MafoHH» (BeHkoBa, 2019, c. 23). MpuBHe-
CeHue B UMM POBOK CTU/b 31EMEHTOB KNAaCCUYECKOTO MCKYCCTBA U apXMTEKTYpbI
OTpaXkaeT CTpemaeHe COBPEMEHHbIX XYAOKHUKOB MPUOBLLINTHCS K KyNBTYPHOMY
H3KrpayHmy, a TakKe N03BONSET NPOAEMOHCTPUPOBATL KOHTPACT MEX/Y CTapbIM
1 HOBbIM MCKYCCTBOM, KOTOPbI HEN3OEKHO BbI3bIBAET IMOLIMOHANBHYIO PEAKLINIO
3puTens, T. K. y3HaBaeMble 31eMEeHTbl 1 CUMBOJbI ABAAOT COOOW YCTOABLINECS
CMbIC/IOBbIE ¥ aCCOUMATUBHbIE 06Pa3bl. ITO NOAYEPKMBAEET, KaK «3/IMTapHOe
1 MacCcoBOE M3MepeHMs MOTyT COCYLIeCTBOBATb B Npefenax oHOro xyaoxe-
CTBEHHOro npou3seeners» (CuaHesa, 2013, ¢. 85). 3aech e MOXEeT BO3HMKaTb
Tema OpUrnHanbHOCTH 1 MOBTOPSEMOCTU B MCKYCCTBE, KOTOPYIO COBPeMEHHble
aBTOPbI CTPEMATCS NepeocMblCnTb. Mpu 3Tom Ana Webpunk xapakTepHbl Te e
3NEeMEHTbI 3MOXM paHHero IHTepHeTa, KOTopble MOXHO YBUAETb B Vaporwave
1 Seapunk: T. e. auckeTsl, VHS KacceTbl 1 ap. (BeHkoBa, 2019, c. 23), 4TO NO3BO-
NseT 06beAVHNTb AaHHbIe CTUAN B OIMH KnacTep.

MepBas TPOWKa BblAENEHHbIX CTUNEN MMEET reTepOreHHbI XxapaKTep: B HUX
OCTPO YYBCTBYETCA COBMPATENbHOCTb 0OPA30B 1 HanMymne xapakTepHon ans
NOCTMOAEPHM3Ma rMNepTeKCTyanbHOCTH, OTChINAOWEN 3pUTeNs K yKe N3BecT-
HbIM eMy 3f1eMeHTaM, KOTOPble CKOMMOHOBAHbI aBTOPCKAM BIAEHMEM B HEYTO
HOBOE; NPV 3TOM YETKO CBSI3aHbl C MOPOAMBLUEN KX KyNbTYPOIA: pa3BMBatoLierocs
MHTepHeTa, TEXHONOT 1A, KNHO, ONTUMMUCTUHECKUX TEOPUIA 1 UTP.

Cnepytowmnin CTUb NpeacTaBAseT cobom, Noxanym, yHUKanbHbI (heHoMeH
1 He VIMEET SIBHbIX «DOACTBEHHWKOBY Cpean ApYrix LMdpoBsIx cTuneit. Fpaim —
CTWUAb, HAaCNefyoWMI rpoTecK-apTy U 30MOU-3CTETHKE, MO3TOMY LOBONABHO
4aCTo OH YNOMMHAETCS UMEHHO B C/1I0BOCOYETaHUMU 30MbU-rpaiiM (zombie
grime), 1 UMEHHO TaK 3/eCb NpoLLe BCero HaTn paboTel. [paiiM — 3TO cMelle-
Hvie hoTorpadun 1 pUCOBAHHOM aHUMaLMK. TEXHONOT WS CO3aaHKs Nogpasyme-
BaeT UMMOPT B rpaduyecKnii peaakTop n3obpaxeHuns, No KOTOPOMY No3aHee
MOKapOBO MPOPMCOBLIBAETCS CTEKAKOLWAs XUAKOCTb (puc. 1.)
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Puc. 1. FpaimM-apT. UnntocTpauus ¢ opuumnanbHoro caiTta XyaoxHuka Deladoso

Fig. 1. Grime Art. lllustration from the official website of Deladoso*

«YHV3UTeNbHbIEe» 06Pasbl, KOTOPbIE J4aPWT 3Ta 3CTETUKA, UMEIOT ryMaHW-
3UPYIOLWKMIA acneKT: HekoTopble poTorpadum, 3aneyaTneHHble B Hallem MO3ry
B Ka4ecTBe NPVMEPOB YHUBEPCANbHOW KPacoTbl, MOTYT Ha4aTb Ka3aTbCs bonee
BAN3KMMK K peanbHOCTU, CONPpUKAcasch C rps3HbIM UcKyccTBOM (Displate Art-
ists Team, 2021). B vickyccTBe HeBepbHanbHOM, HeUIYPaTVBHOM, BHECKOKETHOM
OTKPbIBAETCA CNOXKHOE (DYHKLUMOHMPOBAHME HPABCTBEHHON 3MoLMKW. Hanpu-
Mep, ecnv NpeaMeToM M306PaXKEHNs B UCKYCCTBE CTaHOBMUTCS 3HaMEHWTOCTb
Bpogse bapaka Obambl, MapunmH MoHPO AW CUMBOJ, Takol Kak ctaTys CBo-
60£bl, 0611Tas NyKEN TOKCUHHBIX OTXOL0B, MOXHO MPEANONOKUTb, YTO lAHHOE
npowv3BeAeHue BnSeTCa GOPMOI UPOHUM MU KPUTKKL HE CaMOro YenoBeKa
WAV CUMBONA, @ paboTaeT Ha YHIKEeHWe HYero-To 3HaKoBOTO, YTO ONMLETBOPsIeT
3T0T 06pa3. BaxHoW BMAEOPaboTON B 3TOW 3CTETUKE aBAsieTCs Knmnn «Head
Splitter»® 3Bykopexxunccépa nog ncesgoHnMom Getter. B HeM pucoBaHHas s00-
BUTas CNM3b OYKBANbHO «pacTeKaeTCs» NO NNLY UCNONHUTENS, BU3Yanu3npys

* VIcToYHNK n306paxenys cm. / See the image source: https://www.deladeso.com (23.09.2023).
° YouTube. (2015). Head Splitter (Official Music Video). URL: https://www.youtube.com/
watch?v=2YllipGI2ls (23.09.2023).
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CYMBONMYHOCTL paiimMa. Knun Takxke coveTaeT B cebe 3M1eMEHTbI YIKe OMmMCaHHbIx
Bbile peTpo-cTuneit (Vaporvave, Seapunk, IMuTy) n psaa apyrux (@HTuamn3aiH,
CKpUBHA 1 Ap). MoXOXMe INEMEHTbI AN3aiHa MOXKHO BCTPETUTL M Ha 0BNOMKaX
cepum fieTCKkmx KHUr P. CTaliHa Goosebumps («Y)KacTUKM»), HAPUCOBAHHbIE ame-
PUKAHCKUM XYAOKHUKOM TMOM AKobycom®, Kak pa3 Ha HuX mMsHLEeBble 06pa3bl
KYKON WK Caf0BbIX THOMOB COCECTBYIOT C FPSI3HOM TOKCUYHOW CAM3bIO U NPO-
M3BOAHBIMU OT HEE MOHCTPaMU. TakxKe B 3Ty 3CTETUKY BMUCHIBAETCS NPOTUBO-
PeYMBbI KOMUKC (C SBHOW 3KO-NOBEeCTKOW) AnaHa Mypa 1983 roaa, rMaBHbIM
repoemM KOoToporo sienseTcs «bonoTHas TBapb» (Swamp Thing) — rymaHovgHoe
pacTeHune «<kOTOPoe MOXET MyTewecTBOBaTh M BO3HMKATb B /1000 TOUKe MUpa»
(Pawikodd, 2003, c. 234).

Cnepytouive Tpy CTUAS MEIOT NpapoanTeneit B XX Bexe. ABNsCb 1X NOPo-
XKAEHVSMU, OHM, OAHAKO, LEMOHCTPUPYIOT CBOeobpasne, B MepByto oyepesb,
KOHEYHO, CBA3aHHOE C BO3MOXHOCTAMM MPOrpaMMmpoBanma 1 3D-aHnmaunn.
MepBbi cTUNb — MNcuxopenus, OTCoINAET 3pUTens K cybrynbtType 1960-x 1 cBS-
3aH C WMPOKMM PaCnpoCTpaHeHeM NCUXOTPOMHbIX MPenapaTos, OTCIOAa BTO-
poe Ha3BaHWe 3TOro CTUAH, KOTOPOE MOXXHO BCTPETUTL: TPUMMN. [Ipon3seaeHns
B MCYXOAENNYECKOM CTUNE 0ObIYHO BOCCO3AAIOT UMW OTPaXaKOT OMbIT M3MEHEH-
HOTO CO3HaHMHA. ITO NCKYCCTBO IKCMNYATUPYET CUIbHO UCKAXKEHHbIE, Cloppe-
anuncTuyeckue BnsyansHole addeKTbl, spKne UBeTa, cmelleHre RGB kaHanos
1 NOMHbI LiBETOBOW CMeKTP, YTOObI BbI3BaTh, NepefaTh UAW YCUANTS OlLyLLeHNe
NCUXOLENNN.

OfHVM 13 UCTOKOB IaHHOIO CTUNA SIBASIETCA Takke ap-HYBO — MMEHHO
OTTyAa NCUXofeNus YepnaeT raBHble CBOW YepTbl: OPHAMEHTANbHOCTb U 1EKO-
PaTVBHOCTb. Hepeako B paboTax B CTUAE TPUMMM BCTPEYatoTCst 06pa3bl KeH-
CKUX DUTyp, Kak Ha Knaccuyeckux nutorpadusax AnbdoHca Myxu, a Takxke y30p-
4aTOCTb, 3HAYNTENbHAS A€TaNM3aums, pa3HooOpa3Hble LBETHI, 1IEKOPATUBHbIE
naTTepHbl, abCTPaKTHbIE KpUBbIE.

Elle 0AvH CTUAb, MMeOLWMIA N3BECTHbIN Npoobpa3 — Cloppeanusm.
B HOBOM BOMJIOLEHMI €ro Halle BCero MOXHO yBMAETb bnarogaps foCTynHo-
ct1 Photoshop 1 3D-mogenupoarus (Blender, Cinema4D). MHOXecTBO Tana-
TANBbIX XYJOXHUKOB ¥ BUAEOONEPaTOPOB PACKPbLIBAIOT YAUBUTENbHbIE MUPbI
CBOEro BOObpaxeHs Ha NpoCTopax NPOMeCccMOoHanbHbIX U NH0OUTENBCKIIX BI3Y-
anbHbIX NNaTdopm. 3T0 Harbonee pasHOOOPa3HbIN CTUAb C TOYKN 3PEHUS Tex-
HVIK, 3/1EMEHTOB ¥ LBETOB. [1pK 3TOM NapafoKCanbHOCTb, Kak XyAOXKeCTBEHHbI
MeTO/, CBOWCTBEHHasA paboTaM TaKmMx KNacCUKoB coppeannsma, Kak Canbsa-
pop Janu v PeHe MarpuTT, akTyanbHa B LeNoM 1 ans 4 poBoro UCKyccTaa.

® Ha pycckoM si3bike cepus Bbixogmna ¢ 1992 no 1997 r. B uspatensctee POCM3H, ansaiiH 06-
NOXeK Obln coxpaHeH.
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3T0 MOXeT BbITb Urpa C pa3Mepamu, HOPMOn, CTONKHOBEHWE HECOBMECTUMOTO
1 nomeljeHre 06beKTa UK Camoro 3puTens B HEBO3MOXHbIE CUTYaLMN. YAVBY-
TenbHble 06pa3bl haHTasmm UK CHa 3a rpaHuLIe peanbHOro M1pa npeanaraet
3puTento rpynna Coldplay B 0qHOM 113 CaMblx M3BECTHbBIX KIMMOB Ha necHto «Up
& Up» (puc. 2).

Puc. 2. Ctunb «Cloppeanusm». Kagp us sugeo Coldplay — Up&Up,
pex. BaHs XeliMmaHH v Fan Mygxua, 2016, 14 ceK., CKpUHLIOT aBTOpa

Fig. 2. Surrealism. Still from Coldplay music video, Up&Up [0:14]. (2016).
Directed by Vania Heymann and Gal Muggia’

B peknamHol MHAYCTPUM NPUMEPOM NOA0OHbIX SKCNEPUMEHTOB SBASETCS
cepus ponnkos bperpaa Old Spice.

OCOOHSAKOM CTOUT HOBOE HamnpasneHue NpUMUTUBHOIO 3D-peHAepuHra,
OTHOCKMOE, MO MOHATHBIM MPUYUHAM, K Cloppeannamy. s Hero xapakTepHs|
MOAENV, HapylwaloLLye BCe rpaHuLbl Gr3nyYecKoro Mmpa; 0opassl CyLLecTs, pea-
NIVI30BaHHbIX B JAaHHOM CTW/E, OTIMYAOTCH CTPaHHbIM PE3VHOBO-MNACTMKOBbIM
peHAepoM. 3TU HeoMMUCyeMmble aHTPONOMOPQHbIe Co3fanys hUryprpytoT B pas-
JIVIYHBIX HEECTECTBEHHBIX CUTYaLMsX, KOTOPbIe Pa3pyLiatoT CTepeoTHmbl BOCMpU-
ATUS ayAUTOPUM 1 NOATANKMBAIOT €€ K Pa3MblLLIEHNIO O MecTe YenoBeka B Lnd-
POBOM MVpe v BOODLLE O CyTY Bellel.

KonnaxHocTb xapakTepHa s 60MbWMHCTBA COBPEMEHHbIX LM POBBIX
CTUNEN, NpY 3TOM eCTb U COBPEMEHHas BEPCUS OTAEeNbHOIO CTUAS, KOTOPbIV
He M3MeHUN Ha3BaHKe B XXI Beke, a MMeHHO — Konnax. B goundpoByto anoxy
3TOT TEXHUYECKUI MPUEM CO3[aHNs NMPOU3BEAEHNS BKIOYaN OnpefenéHHbIM

" McToYHMK 1n306pareHus cMm. / See the image source: URL: https://youtu.be/
BPNTC7uZYrl?si=DEKn8NVIAKHOCjpm (23.09.2023).
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06pa3oM CKOMMNOHOBAHHbIE U HaK/EeHHbIe Ha M/IOCKYH OCHOBY (XONCT, KAPTOH,
Bymary) Kyco4ku pa3HoobpasHbix MaTepuanos: bymaru, Tkaiu 1 T. a. CooTBeT-
CTBEHHO, KOMNAX TPAANLMOHHO aCCOLMMUPYETCS C XYAOKECTBEHHON TEXHUKOM,
BOMMOLEHHOM B MaTepumane. B undpoBoii cpefe 3TOT TepMUH Takoke 0603HavaeT
coyeTaHme PasnuIHbIX 3NEMEHTOB, HO 3[€Ch BaXHA CYL{HOCTb (hOPMbI, @ He MaTe-
pyanbHas OTPaKEHHOCTb — MaTepuan He UMEET 3HaYeH s, BaXeH cam NMPUHLMN
KOMBUHMPOBaHUS®,

Konnax Hanbonee npncrnocobnen K BraeoaHmaummn. B HoByto 3moxy oH
CHayana cTan YacTbto apT-Mupa, Hanpumep, B cpefe 3HaMEHNTOro NeHVHIpaa-
CKOro aHperpayHza koHua 90-x — Ha4ana 2000-x, Korfga sKCnepmuMeHTbl B MCKYC-
CTBe 4acTo ObINN CBA3aHbI C NOSIBNEHMEM NEPBOV KOMMbIOTEPHOW rpaduku. Kon-
Nax Tarke Hallen spKoe BOMJIOLLEHME B MPU3HaHHbIX B apT-coobliecTse paboTax
rpynnsl AES+F 1 xyaoxHuubl Onbru TobpenyTc. MaBHbIM NENTMOTUB NPoK3Be-
AeHUI — coeiHeHre MUDONOrmM 1 HOBbIX TEXHONOTMIA. PaboTbl AES+F — npega-
CTaBNSAOT COOOIN BbICOKOKaYeCTBEHHbIE (DOTO 1 BUAEO KOMNAXW, COCTaBNEHHble
13 MHOTOYMCNEHHbIX OTChINIOK K MCTOPUM MCKYCCTBA 1 31eMeHTaM MacCoBOW
KynbTypbI.

Konnaxmn-mantoctTpaumm CTan UCnonb3oBaTh MPaKTUYeCKy BCe KPYMHble
poccuiickmne IHTepHeT-Meana. HecMoTps Ha TO, Y4TO KoMK Mano M3MeHUNCs
B HOBOW 3Moxe, OH NpeacTaBnseT coboi HaCTONbKO CUNbHbIN rpaduyeckmii
TPEH, 4TO HaYMHaET BNMSATbL U Ha BED-AM3alH. TOT yXOAMUT OT CKyYHbIX NpeacKa-
3yeMbIX NPSMOYrofbHbIX DOPM 1 YepeaoBaHKs 6/10KOB B Buae «byTepbpoaos».
B cTapom kavecTBe 6a30Bas CTPYKTypa CTPaHULbl BbIrAAUT Kak Habop cTos-
BUOB, 3aXaTbIX MEX/Y FOPU30HTANbHBIMUW 31eMeHTaMu. Takoe NPoeKTMpoBaHMe
no3BONSEeT MTHOBEHHO NPEACTaBUThL Nt0OOM TUM KOHTEHTa B 3HAKOMOM BU/E,
napannensHo obneryas paboTy AgnsaiHepa. OfHaKo KonnaxvposaHve B 0bnactn
Beb-Av3aliHa NnoMoraeT co3aaTh TECHYIO CBA3b MeXy (OPMOWi 1 coflepaHmeM,
noaYepK1Bas BTOPOE M3bICKAHHOW UAW 3KCNEPUMEHTaNLHON TUNorpaduKon
1 Pa3yMHON MHTEPaKTUBHOCTbIO.

Eule ogHvM, CKOopee, TPEHOM, @ He CTU/IEM, O KOTOPOM CrefyeT ynoMms-
HYTb, ABASeTCA MNTY-apT. [MWTY, KaK OCHOBOMOAratoLWii 31eMeHT HOBOTO
BM3YyaNbHOTO, NPeACTaBASeT COBON NCKaXEHHOE TeM UM UHbIM CMOCOBOM nep-
BOHa4anbHOE M306parkeHune. 3Ta «oWNbKa B CUCTEME» SBASETCS 3CTETUYECKUM
AKLEHTOM W LIEHWUTCSt OCOBEHHO CUABHO, T. K. SBASIETCS OTPaXXEHNeM Hemnpeacka-
3yeMOCTU 1 CIy4ainHOCTU. MpUUMHBI NOMYASPHOCTY aHHOTO 3dhdexTa oTCbinaoT
K MCTOKaM WHAYyCTpUanv3aumm, Koraa nossasercst MacCoBoe nNpov3BOACTBO:

8 MoxweT MOKa3aTbCA, 4TO MO OTHOWEHWIO K Ll'l/ICprBOMy NCKYCCTBY MCNO/b30BaHME TePMIKHA
«KOJNI1aX» He coBCeM YMeCTHO — bonblie nogowno Obl NOHATKE «MOHTaX», OAHaKoO OHO Hens-
HewHO npmBHeceT HeyMeCTHble aHanormm c KVIHeMaTOFpadDOM.
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UAMOCTPaUUK, NUTOrpaduK, YeKaHKka MOHET. BO3IMOXHOCTb NOYYNTL OFrPOM-
HOE KONMYeCTBO KOMWIA 3acTaBaNa Ntofein UeHNTb YHUKanbHOCTb. OwrbKa, one-
4aTKa, LIePOXOBATOCTb OAHOW 13 KOMWIA NPYUBOAMAE K TOMY, 4TO ee LieHa BO3pa-
CTana B Cpefie KONNeKLUMOHEepOoB B COTHW, a TO M B ThiCs4u pas. M Tenepsb, B 3noxy
KOMMbIOTEPHON YTOMWM, MPOCYUTAHHOW CUMMETPUMN TUTY ICTETU3MPYETCS
[0 OTAENBHOTO BU3YansHOro GeHOMeHa, KOTOPbIV MPUCYTCTBYET Tak v MHave
NoYTH BO BCex CTUNAX. [Py 3TOM OH He OrpaHuYnBaeTcs UMMPOBLIM MUPOM,
a BbIXOAIMT 3a ero npefensl, kak B NponssefeHnsx davira Axmeaa, XyfnoxH1Ka,
CO3/atoLLero «pacnajatollmecs Ha NUKCenu, NMbo NopaxeHHbIe MUTYEM KOBPbI,
BbIMOMHEHHbIE B TPaANLMOHHON TeXHWKE a3epbaiPKaHCKOrO KOBPOTKaYecTBa»
(BeHKoBa, 2019, c. 26). [1pOCTPAHCTBEHHbIN TMNTY NPeACTaBAseT COOOWN NPOeKT
BaHkceum Dismaland, a Takoke yHUKanbHble npeameTs Mebenn deppyqyo /laBraqin,
aBnsoLLMe coboit MaTepuanbHyto UAM03M0. [MUTY pOXKAaeT Aaxe CBou cobCT-
BEeHHbIe HanpaBaeHs B XUBOMUCHOM UCKYCCTBE, TaKue Kak [MnT4Y-apT.

DCTeTUYECKUIA acneKT NpeacTaBnseT coboi onpeaensounin haktop cBo-
60/bl 1 KpeaTUBHOCTU B cdhepe KynbTypbl. B HEM NposBaseTcs HacToOM4YMBOE
CTpemeHne K Heor paH4YeHHOMY [IyXOBHO-YYBCTBEHHOMY Y10BONLCTBUIO, Hey-
KPOTYMOMY MPOSIBNEHWIO TBOPYECKON MHHOBALMM 3@ FPpaHmLaMn yCTaHOB/EH-
HOW 0ObIAEHHOCTUN, HOPM W CTAHAAPTOB, YTO HAMSAAHO OTPAKAETCS BO BCEX
npeacTaBneHHbIX CTUNSX.

CTWUN, CBA3AHHBIE C LLMGPOBOW 3MOX0N

Mpofaomkas 0630p HOBbIX CTUAEN BM3YanbHON LMMDPOBOW 3CTETUKM, Che-
AyeT OTMETUTb, YTO He BCe U3 HYX HacnefytoT TeMaTuKy CBOWX CTUAeN-pooHa-
4anbHUKOB UV AEMOHCTPUPYIOT KYMYASTUBHOCTb. HECMOTPS Ha pa3yMHOCTb
(pasbl «bblBaeT HEYTO, O YeM roBopsT: “CMOTPU, BOT 3TO HOBOE”; HO 3TO ObINO
y)Ke B BeKax, bbIBLWNX Npexae Hac» (Ekka. 1: 9-10), cyLjecTBYIOT CTUAM COBEP-
WEHHO HOBble, CBA3aHHbIE C MOSBAEHWEM U Pa3BUTUEM KOMMBIOTEPHbIX TEXHO-
norvi, bnarofaps KOTOpbLIM SBASIOTCS 0Opa3bl paHee HEWMCMNONb3yeMble, B CUAY
HEBO3MOXXHOCTM MX BOMOLEHNS MPEXHVMI CPeACTBaMU.

370, Yalle BCcero, CTUAN, POACTBEHHO CBSI3aHHbIE C KOMMbIOTEPHbIMY
NrpaMu v 4EMOHCTPUPYIOLLME UHble HappaTKBbl 1 (DOPMbI penpeseHTaymu,
a MeHHO leiiM-apT: BM3YyabHbllA CTUb, BOOXHOBAEHHbIN BUAeoMrpamu. Mx ane-
MEHTbI MPUCYTCTBYIOT BO BCEM MeManpOCTPaHCTBE: B peKname, MHAYCTpUK
KMHO 1 MobuUTeNbCKmx npoektax Ha YouTube. Mpr3HakaMu UrpoBOM 3CTETUKN
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SBNSATCSA NUKCeNbHas rpadyiKa, pakypc, ypoBHeBas nporpeccus v T. . Mnkcens-
Has rpaduka MOXET CTaTb HaCTblo My3bIKaNbHOTO KWMa, a M3HavyanbHO Urpo-
BOW paKypc Kamepbl OT NMepBoro N1a, CBOVCTBEHHbIN 15 WYTepoB, — OCHOBOM
BM13YyaNbHOro NMOBECTBOBaHMS Lienoro hunbMa, Kak B 6oesuke Vnbu Haliwynnepa
«Xapakop» (2015). BcTpeyaeTcs Takke Knaccuyeckas agantaums CTPYKTYpbl Npo-
rPeCccu YpOBHEW Urpbl: UMUTALMS LMKNOB CMEPTU-BO3POXKAEHNS, KOrAa y4acT-
HVK AeVCTBa KaXKablli pa3 13ydaeT HOBYH MHMDOPMaLIMIO /U COBEPLIEHCTBYET
CBOW HaBbIKM.

HexoTopsle rpaduyeckme cTuv, BO3HUKLIVE B BUALOUTPOBOW MHAYCTPYN,
B HOBOM Beke Ha4anu BbIXOAWTL 3a €€ npepaensl U NpUMeHsToCs B COBPEMEH-
HOM WCKyCCTBe NoBcemecTHo. Kak oTMevaeT BeHKOBa, MelMaapxeoiornieckimii
MMMYbC 1 HOCTANbr MYecKas HOTKa NPOSIBAAIOTCS B LMPOBOM NPUMUTUBYIZME
NPOEKTOB, MCMONb3YIOLNX MUKCeNbHYO FrpatuKy: 8-6UTHYIO 1 16-61THYIO 3CTe-
TUKY, BOKCeNnbHyto rpacdumky n low poly (noy nonu) (Benkosa, 2019). CTpemneHmne
COXPaHUTb B KyNBTYPHOW NaMsaTV MOMEHT TEXHOOMMYECKOW PeBOMOLMM, NPO-
ABNABWMICS B HECOBEPLIEHHbIX (C COBPEMEHHOM TOUYKM 3peHINs) UMDPOBbLIX
hopMmax 1 CONpOoBOXAABWMICS HaieXaaMu Ha bonee coseplieHHoe byayliee,
SIBNSETCA MHTEPECHbBIM NPUMEPOM TOT0, KaK NaMsTb B3aUMOAENCTBYET C IMOLM-
OHaNbHOW cchepol B KMbepnpoCTPaHCTBE U BHE ero.

Y70 KacaeTca KMHeMaTorpada, To Hanbonee NONYASPHBIMU 31eMEHTaMK
MIPOBOW 3CTETUKN MOXHO Ha3BaTb: MPOrpecc-bap *MU3HM, O4KN B KOHTEKCTe
AOCTVIKEHUI, MapKep UrpoKa, PeMTUHIM. 3HaKoBOW paboTon C aneMeHTaMu
reiiM-apTa SBASETCA KOPOTKMIA byTypucTudecknii unom Sight (2012) SpaHa
Maii-pa3a (Eran May-raz) n fanwang Nlazo (Daniel Lazo).

Mukcenb-apT. [Ans nokoneHns 80-90-x faHHOE HanpaBneHve B CKYCCTBe
BOCMPUHMMAETCS KaK NPOosiBAeHNe HOCTanbrm no BpemMmeHam «umdpoBoro aet-
CTBa» UM BPEMEHY, KOraa Nosib30BaTeNn CETH Mano 3aayMbliBanncs o 6esonac-
HOCTW AaHHbIX. [lpyryto, bonee MHTEpeCHY0 MYyHKUMIO NMKCeNM3aumm oTMeyaeT
B CBOeii cTaTbe E. HMKoMaeBa, a UMeHHO MapKMpPOBKY «NePEXOAHOMO COCTOSHUS
NNV MOCTOSAHHOMO Pa3BOMOWEHNS HEKOErO LIeNoro, ero pacchiNanne Ha ean-
HUYHbIE 3N1eMEHTbI U MOMEHTaNlbHOe KOHCTPYMPOBaHME HOBOMO LIeN0ro, COBep-
WEHHO MHOrO, MPK 3TOM COCTOSLLEND 13 TEX XKE CaMbIX MUKCENEeN-KBaapaTNKOBY
(Hnkonaesa, 2010, c. 181).

B 3TOM CTUNUCTMKE 0CODOIo BHUMAHWS 3acyKmBaeT paboTa «BosnHa byay-
wero» (The Wave of the Future) pv3aiiHepoB Mxyav Kpunuy (Judy Kirpich) n Anexca
Beppu (Alex Berry). B 1981-M, BbINOMHsAS 3aKa3 KOMMaHWK-pa3paboTyrka KOM-
NbOTEPHbIX Nporpamm VM Software, oHM 3aayMany co3aaThb YHUKaAbHbIN NoCTep,
«CUMBOIM3MPYIOLLMIA NEPexof OT aHanoroBoro K UM poBoMy dhopmaTy 1 oTpaxa-
IOLLMIA TO, Ky[la HAYMHAET ABUraTbCs MHAYCTPUS MPOrPaMMHOIO 1 anmnapaTHoro
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obecneyeHus» (Kirpich, n.d.). 1ns 3Toro 66110 pelleHo MCnonb30BaTb 3HAMEHUTYHO
rPaBIOPY AMOHCKOIO XyAOXHMKa Kauycrka Xokycas «<bonblias BonHa B KaHarase».
JNeBasi 4acTb NoCTepa NOBTOPSIET OPUTMHaN, B CepefnHe 13obpaxeHue pacnaga-
€TCs Ha MUKCeN, a B MpaBol YacTu hopMupyeTcs HoBast 60bLLIas BOMHA, «BOSTHA
ByayLLero», BbINOHEHHas B Bufe LyPOBOro «MpOBOIOYHOIO KapKacay, OCHOB-
HOTO 371eMeHTa KoMMbloTepHol 3D-rpadukm. VIHTepecHo, 4To B Havane 1980-x
KOMaH[e NI0CTPaTOPOB 1 XYAOKHUKOB MPULWNOCHG KPOMOTANBO PaboTaTh «Haf,
CO3/aHMEM COTEH KPOLLIEYHbIX KBAPATVKOB» 1 PUCOBATb IMHMM BPyYHYtO (Kirpich,
n.d.). ins coBpeMeHHOro Av3aliHepa 370, bnarogaps nporpamman lllustrator
1 Photoshop, He coctaBuno bl 0ocoboro Tpyaa. Tak 4To noctep ByKBanbHO onu-
LeTBOPSIET B3MSL V3 NPOWNOTO Ha YXKe NPUBLIYHYIO COBPEMEHHOMY YenoBeKy
KOMMbIOTEPHYIO rpacduKy.

Puc. 3. Ctunb nukcenb-apT. Mnakat «BonHa 6yaywero» (The Wave of the Future),
aBTopbl K. Kpunuu (J. Kirpich) n A. Beppu (A. Berry), 1981
Fig. 3. Pixel art. The Wave of the Future [poster]. (1981).
Created by Judy Kirpich and Alex Berry®

MokazaTensHo, 4To Ntoaw (pibaku B N10AKE), NPUCYTCTBYIOLLME Ha FpaBlope
Xokycas, B i1dpoBYyto 4acTb NOCTEPa He NepeMel|aloTcs. Bo3MOXHO, B laHHOM
CNny4ae aBTopbl Urpanm ¢ camym 06pasom BOJHbI, KOTOPas MOXET NPeACcTaBAATh
cob0ol BpEMEHHYIO, @ He MPOCTPAHCTBEHHYIO elnHuLYy. BmecTe ¢ Tem, aHanu-
3upys AaHHyo paboTy, Hrkonaesa BblAeNseT XxapaKTepuCTUKy NUKCeneit Kax
penpeseHTaTUBHYO OPMY KybTYPHOTO NEpexoa: «MUKCeNbHbIV “WyMm” Mexay
ABYMSI BONHAMU CUMBOM3UPYET HE TONbKO NePexof OT TPaAULMOHHON XINBO-
MUCU K KOMMbIOTEPHOW rpatuke, HO AEMOHCTPUPYET CTONKHOBEHME NMPUPOAHOTO

? NcTouHuK n3obpaxenmns cM. / See the image source: https://vorpal.us/img/waveofthefuture.
jpg?lang=en (23.09.2023).
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1 YyenoBeyveckoro» (Hukonaesa, 2010, ¢. 181). Mpoaomxas 3Ty MbICAb, MOXHO
NpPeanoNoXnTb, 4TO 13006paXeHe BOMHbI Ha TPaAWLVOHHON rpaBlope BbICTY-
naeT 3KCMPecCcMBHOW 1 3araflovHON CUIOW NPUPOAHOIO MUPa, @ MOANMDULIMPO-
BaHHas B KOMMbIOTEPHYIO CxeMy, yrnopsiodeHHas undpoBasi BONHa OTpaxaeTt
nobefy TeXHONOrUN 1 4eN0BEYECKOrO pas3yma.

Ellle oanH MHTepEeCHbIV XyAOKHUK — Invader (3axBaTunk) — oaunH 13 Npea-
CTaBMTENEN YNMYHOIO UCKYCCTBa PpaHLMKM, KOTOPbIV Co3Aan No BCcemy Mupy™
60/blWOE KOMMYECTBO NONYASPHbBIX MO3aUUYHbIX KOMMO3WLMIA B 8-6UTHOW 3CTe-
TUKe, MOCBALLIEHHbBIX KOMMbOTEpHON nrpe Space Invaders («Cnaiic MHB3Maepc»).
MyKcenbHble PaboTbl PYCCKOro xyaoxHvka YHo Mopaneca (Ctac OpnoB) oTau-
4aloTCs coYeTaHMeM HecoveTaeMoro, oH paboTaeT ¢ Tpaavmelt 3anagHoes-
PONeNCcKol rpaBiopbl, MPUMEHSET XYAOKECTBEHHbIE MPUEMbl aMEPUKAHCKMNX
KOJNer, BAOXHOBASETCS CTUANCTUKON SSITOHCKO MaHT 1, NPy 3TOM HEPEAKO NomMe-
lasi repoeB B KOHTEKCT POCCUMCKIX peanuid. Elle ogHON BaXKHOW «BK3yanbHOM
NAOWaAKOM» AN aBTOPCKOrO CaMOBBIPKEHUS CTAHOBATCS TUTPbI, Hanpumep,
TUTPbI K KaHaackoMy MokbtoMeHTapu Nirvanna the Band the Show. Oxunpaema
noaobHas CTUAKCTHKE Takke B TUTPax Ko BceM mbMaM 1 MynsThuabMam, rae
B OCHOBE CIOXKEeTa NPeACTaBneHbl UrPOBbIE MUPbI 1 MEPCOHaXU, Hanprmep, «/1ero
dunem» (The LEGO Movie, 2014, pex. ®. lopa n K. Munnep), «Mukcenn» (Pixels,
2015, pex. K. Konambyc), «Panbd npotns MHTepHeTa» (Ralph Breaks the Internet,
2018, Walt Disney Pictures) n ap.

MuKcenbHasa rpadurka Nopoanna ele OanH OTAENbHbIV BU3YanbHbIi
cTunb — Bokcenb-apT. 3Ta popma LUMdpOoBOro NCKyCCTBa OCHOBaHa Ha UCMOMb-
30BaHWN BOKCENEW, KOTOPbIE ABAAIOTCS TPEXMEPHbIMU aHanoramum ByMepHbIX
nukceneit. Kak nuwet W. Wepgbko: «B TpexmepHoI pacTpoBol rpaduke npo-
CTPAHCTBO AENNTCA HA KOMOHKM 11 CTPOYKM MO TPEM HanpasieHNAM: BbICOTE,
W1pKHe, rybuHe. Kaxablil BOKCeNb OnpefenseTcs LBETOM U pPacnonoKeHnem»
(lenbko, 2021, c. 390). lMpolie roBops, BOKCENb-apT CO3AaeT TPEXMEPHbIE 130-
BparkeHns, COCTOALLIME U3 MHOXECTBA KPOLLIEYHbIX KyBOB (BOKcenei), Kaxabli 13
KOTOPbIX VIMeeT CBOM LBeT ¥ KOOPAMHATLl B TDEXMEPHOM NMPOCTPaHCTBE. Takas
MHTepecHas TpaHchopMaLvs AEMOHCTPHPYET GeHOMeH KOMMbIOTEPHO «KBa-
31Marumn», ynoMmHaemMon B KHure Maprapet boasH (Boden, 2019), koraa nno-
CKWI CBEPXABYMEPHbIN 3KpaH NpeBpallaeTcs B UAM030PHO 0ObeMHbINM. MeyTa
0 CO3/aHuM TBOPLOM CBOETO MI1Pa, NPUBAVIKEHHOTO K HalLeMY, XKMBET 0 CUX
nop. OfHWUM 13 CaMbiX N3BECTHbIX BOKCENb-XYAOKHWKOB siBNseTcs Sir Carma (CEp
Kapma). BokcenbHas rpacuika MCnonb3yeTcs Takke B TUTPax K AOKyMeHTanbHOMY

10 PaboThl 3axBaTUMKa MOXHO YBUAETb HE TOMBKO B €BPOMENCKMX ropofax, Ho 1 B AMepuKe,
KnTae, FOro-BocTouHom A3nm 1 ap.

1 Ellle oHMM NPOSIBNEHMEM BbILIEYMOMSAHYTON «KBa3nUMarum» MOXHO CYUTaTh reHepaTHBHbI
apT, OAHAKO 3TOT heHoMeH TpebyeT OTAENbHOIO UCCef0BaHMs.
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npoekTy Yapnu bpykepa (cueHapmrcta 3HaMEeHUTOrO BPUTAHCKOTO Hay4YHO-
haHTacTMYecKoro ceprana «4epHoe 3epKano») «Kax Buaeourpbl USMEHUN MUP»
(How Video Games Changed the World, 2013), B KOTOPOM OH BbICTYMI/ HE TONBKO
aBTOPOM CLieHapWsi, HO ¥ MPOAKCEPOM.

MocnegHUM B AaHHOM NoabopKe HOBbIX LUMMPOBLIX CTUNEN MOXHO
Ha3BaTb Low poly (/loy-nonwu). 3TOT CTUAb 3BOMOLMOHMPOBAN 13 PaHHEeN, Tex-
HUYeCKM HeCoBepLIEHHON rpaduKy TPEXMEPHbIX UTP B XYAOKECTBEHHbIN CTUNb,
(hopMUPYIOLLMIA y3HABAEMYIO, MPYBEKaTEeNbHYIO U B LLeNIOM YHUKABHYIO reome-
TPUYECKYH 3CTeTUKY M30bpaxeHus. OcHOBOW Low poly n3obpaxeHnin CaywnT
NOMNTOHaNbHbIA METO/ KOHCTPYMPOBaHus. MoNNroHanbHbIM MeTod noapasy-
MEBAaeT, 4TO NOBEPXHOCTL TPEXMEPHOM MOIENN COCTOUT U3 MHOXECTBA MIOCKMX
MHOTOYroNbHMKOB. Korga MHOroYronbHYViKI CObMpatoTcs BMeCTe, OHK 06pa3ytoT
ceTKy, koTopasi onpepenseT hopMy 1 KOHTYpbl 06beKTa. B 3aBMCMMOCTM OT TOrO,
CKOMBKO MOMIMIOHOB MCMONB3YETCs 15 CO3AaHMs MOAeNN, BHELWHNIA ee BUA ByaeT
pa3nuyatbes. ECn NonnMroHoB MHOro, Moaens byaeT 6onee rmaakol U AeTanmnsun-
POBaHHOW, B 06paTHOM C/y4ae Moaenb CTaHeT bonee ynpoLleHHOM 1 yrNoBaToMN.
B ctune Low poly ncnons3yetcs HebonbLioe YACA0 NOAUTOHOB.

Camo noHaTtue low poly (oT aHm. low — «HU3KO» 1 polygon) 3apoannocs
AOBO/IbHO A@BHO, KOMAa HU3KOMOAUTOHANbHbIE MOAENN UCMOb30BaNnCh s
3KOHOMUM pecypcoB. OfIHAKO Tenepb 3TO fieNaeTcs HamepeHHo. Kak oTMevaeT
Lleabko: «<HECMOTPS Ha TO, YTO 3@ OCHOBY M306paXKeH s B 3TOM CTune bepetcs
npocTas reoMeTpus, oHa 06pabaTbiBAETCS, BO-NEPBbIX, B CBEPXBbICOKOM pas-
peLeHnI, a BO-BTOPbIX, MCMOb3YETCS HANOXKEHNE Ha MIOCKUIA LBET CIIOMHbBIX
3(hdEKTOB 1 TEKCTYP: C 3ePKanbHOCTbLIO, MPENOMIEHMUEM, OCBELIEHNEM U T. f1.»
(LWepnbko, 2021, c. 390).

Low poly rpacduka NpuBNeEKaeT BHUMaHNe CBOMM MUHUManU3MOM v CTU-
NN30BaHHbIM BHEWHUM BMAOM, YTO AenaeT ee Noaxoaalen ans pasnnuyHblx
TBOPYECKMX M TEXHMYECKMX 3aaay. YXoa OT peannucTuyHOCTM B LMMPOBOM Npo-
CTPaHCTBe MOXET HbITh CBA3aH C TEXHUYECKMMY acneKTaMu: Takue Mofeny Tpe-
BYHOT MeHbLLE BbIYNCANTENbHbBIX PECYPCOB, YTO SBASETCS NPEVMyLLECTBOM A1s
MOBUNBHBIX UIP. A B VR/AR TexHONOrusx, rae Heobxofnma BblcOKas NpoU3BOaAM-
TeNbHOCTb, MCNOMb30BaHKe Low poly moaenein noMmoraeT NnoaAepKMBaTh BbICO-
KY0 4aCTOTY KagpoB. B T0 e Bpems nogobHas NpoToTUMNHas CTUAN3aUMS Bblae-
NAETCs Cpenmn UMMPOBbLIX CTUNEN, UMUTUPYHOLLMX peanbHble 06beKTbl 1 3hdeKTb,
obneryas nyTb Nepefayv Happatnea. C XyA0ECTBEHHOW TOYKM 3peHIs TaKas
Hapo4mUTas LEeTCKOCTb OTChIIAaeT K HAUBHOMY UCKYCCTBY, Mpeasaras aygntopumn
HOBbI B35, HA MPUBBIYHBIA MUP (pUC. 4).
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Puc. 4. Ctunb low poly. Kapp u3 3actaBku Tenenepegaun «<Ha Hoxax»,
aBTop SignNature 2016, 3 cek. CKpUHLIOT aBTOpa

Fig. 4. Low poly. Still from Knife Fight TV show [0:03]. (2016). Designed by SignNature*

3AK/TOYEHUE

CoBpeMeHHble CTUAW BU3YanbHON UMMPOBOM 3CTETUKN HEN3OEKHO BKIO-
HaloT Pa3MbILLNEHWS O BAMUSHMM TEXHONOTMU Ha KyNbTYPY 1 0BLECTBO, a Takke
npobnemsl UAEHTUYHOCTY B UMAMPOBOM NMPOCTPaHCTBE. XYAOKHNKK, paboTa-
oume B UMPPOBOM NPOCTPAHCTBE U/MAV NPUMEHSIOLIE TEXHONOTMYeCKMe
CpefcTBa Npu co3faHunm CBOVX paboT, MCMOb3YIOT HOBbIM S3bIK BK3YyanbHOTO,
KOTOPbIN PacKpbIBaeTCs B BO3MOXHOCTSAX LMD POBOW Cpefbl Y HOBbIX TEXHMKaX
BOMNOLLEHWS, ANt NOWCKA U PACLIMPEHNS TBOPHECKMX rpaHuL. OHM 06beauHsIoT
3NeMeHTbI M3 pPa3Hbix 0bnacTell, TakUX Kak rpaduyecknii ansaiH, hotorpacdus,
XKMBOMWCh, BUAEO 1 ayano, 4Tobbl co3aaTh HOBble rMbpuaHble hopMbl MCKYCCTBA.
3TO OTpaXaeT CTPeM/IEHME K IKCNePUMEHTaM, MIHHOBALMAM U NepeoCMbICIEHNIO
Tpaguunii.

Mpu 3TOM, TaK SPKO NPOABAAOLAACS TeHAEHUMS K HOCTaNbIMYECKMM 3Me-
MeHTaMm, MPYBHOCUMbIM «BYKBaNbHO» UV TONBKO NOTEHLMANbHO B apTUKYAMPY-
eMbIX HaMu CTUASX, LEMOHCTPUPYET, Kak KyJbTypHas NamsaTb CIOBHO CTEPXKEHb
NPOHWM3bIBAET CaMble pasHble 061aCTU UCTOPUYECKON, STHUYECKOW 1 KONNEK-
TUBHOW NamaTn. CoxpaHseTcs To, YTO ABNSETCS BaXKHbIM 15 COBPEMEHHOTO

2 AcTouHVMK n306paxeHus cM. / See the image source: URL: https://vimeo.com/181851935

HAYKA TEJIEBUAEHUA 20 (2), 2024 264 THE ART AND SCIENCE OF TELEVISION



yenogeka, byab TO Hacneae AHTUYHOCTY UK CODbLITUS HeflaBHero NPOLIIOro —
peBonoLns HTepHeTa. Kaxabli CTWb OTpaxaeT Ty 4aCTb UHAWBUAYaNbHOM
aBTOPCKOW NamMaTV 1 0bLLelt KynsTYPHOM NamaTy YenoBeyecTsa, KoTopas npe-
NIOMAISIETCS B TBOPYECKOM BOM/OLWEHMI KaX/0T0 B13YansHOro apTedaxTa 1 Tol
Naev, YTo OH B cebe HeceT.

CnefyeT OTMETUTb, YTO 3TU BreYaT/siiolne B13yanbHble 3hdeKTsl, Urpbi
€ (hOpMOM, LUBETOM, TEKCTYPOI 1 AAPYrMMM aCNeKTaMu UCKYCCTBa, BbICTYNaoT He
TONbKO CNOCOBOM COXpaHeHMs 1 nepeaadn KynsTypHOW NaMsaTy U He NPOCTO
npeofoneHviemM TpaauuUMoHanv3Ma Unm OTBePXKEHNEM MPEXHUX HOPM 1 CTe-
PEeoTUNOB, a CTaHOBATCS CBOEOHPA3HbIM ANANOroM C COBPEMEHHON KyNbTYPOI.
B pe3ynbraTe 3Toro CybbeKTbl MOryT aHaN1M3nMpoBaTs akTyansbHYyo 4eCTBUTE b-
HOCTb, TEXHONOT VW UV ICTETHKY, KOTOPast OTPAXKaeT [yX BPeMEH Y.

CTunu, KOTopble yaanoch BuiAeNNTb B AaHHOW paboTe, ABASTCS NWLb
HebOoNbLIOW YaCTbio LIeNOro NAacTa COBPEMEHHOM KMOepacTeTUKN. Peann3osBaH-
Hoe B (hopMaTe BUALONEKLMI NCCNe0BAHNE YK ONpeaenvio Psfl KnacTepos,
BKHOYAOWIMX CTUAK, TPeBYIoLLVE AanbHENWEro aHanusa. KynsTyponornieckuii
NOAXOM K M3yYeHMto 3ToM 061acTu umMdpoBOro MHOroobpasuns aBngeTcs 3Ha-
YMMbIM CPECTBOM MO3HAHWS ObITUS Y COBPEMEHHOCTU, @ TakKe MOXKeT bbITb
BOCTpeboBaH A5t GOPMYNMPOBAHMS HOBbIX MAEW 1 KOHLENLMA, CNOCOBCTBYIO-
WX MHHOBAUMSM 1 Pa3BUTUIO Ye/l0BEeYeCTBa.

* 27 aHBaps 2023 rofa MUHMUCTEPCTBO tocTULMK Poccuitckoin depepaunmt BHECNO CO-
3patens v GpoHTMeHa rpynnel Little Big Vinbto TpycuKMHa B CMMUCOK MHOCTPAHHBbIX
areHToB.

*On January 27, 2023, llya Prusikin, the creator and frontman of Little Big, was designated
as a foreign agent by the Ministry of Justice of the Russian Federation.
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ERRATUM

« Ha nepBoli cTpoke cHocku N2 1, mpeAcTaBAeHHOM Ha C. 63 Bbinycka 1
3a 2024 rof xypHana «Hayka TeneBuaeHns», cnepyet Ymutath: «MICTOYHMK

n3obpaxeHns: URL: .. .».

« Thefirst line of footnote No. 1, page 63, the Journal's issue 2024.1, should be
read as follows: «cTouHNK M306paxeHys: URL: .. .».
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