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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.
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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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KoHcoH I.P., KoHcoH V.A. Penpe3eHTaums KoHUeNTa 31a B KUHOMUAbME
«/MoTep» // Hayka Tenesupaenus. 2024. 20 (2). C. 153-241. DOI: 10.30628/1994-
9529-2024-20.2-153-241. EDN: HXJFHZ

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
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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).
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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).
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(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
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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).
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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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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),
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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).

HAYKA TEJIEBUAEHUA 20 (2), 2024 200 THE ART AND SCIENCE OF TELEVISION



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).

HAYKA TEIEBUAEHUNSA 20 (2), 2024 207 THE ART AND SCIENCE OF TELEVISION



JOSEPH FIENNES

\\\ LN Ium Cox  Us H\\»\

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).

HAYKA TENEBUAEHUSA 20 (2), 2024 211 THE ART AND SCIENCE OF TELEVISION


https://www.geeksundergrace.com/movies/retro-review-luther-2003/
https://www.geeksundergrace.com/movies/retro-review-luther-2003/

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).
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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
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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).

HAYKA TENEBUAEHUSA 20 (2), 2024 223 THE ART AND SCIENCE OF TELEVISION


https://www.geeksundergrace.com/movies/retro-review-luther-2003/
https://www.geeksundergrace.com/movies/retro-review-luther-2003/

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

HAYKA TEJIEBUAEHUA 20 (2), 2024 230 THE ART AND SCIENCE OF TELEVISION



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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