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Transformation of Form

and Content in Contemporary
Russian Television Advertising
Influenced by Technological
and Cultural Factors*

Abstract. This article analyses how expressive tools and semantic constructs
have evolved in creating Russian advertising content over the past decade.
The study pinpoints the key drivers behind the corresponding shifts in the
form and substance of television commercials: advancements in digital and
media technologies, the competition posed by emerging formats of native
and contextual online advertising, and the modern socio-cultural leanings
towards traditional values. Methodologically, the paper employs a chrono-
topic approach, viewing an advertisement as a brief cinematic piece that
reconstructs a specific type of symbolic time-space. The article provides

@ * Translated by Anna P. Evstropova.
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a comparative analysis of technological and value factors that shape the
visual narratives of contemporary Russian TV commercials, exemplified by
the evolution of standout advertising strategies in the commercial sector
(such as Tele2, Alfa-Bank, Sber, etc.). Concluding findings suggest a notice-
able shift in symbolic chronotope dominants, driven by technological and
ideological influences, compared to the early 21st century. The piece illus-
trates how the previously prevailing chronotopes of stylization and carnival
are giving way to the chronotope of the family, encompassing the happiness
chronotope, while the wealth chronotope is visualized as inner freedom,
evoking the dynamism of a metropolis or expressed through avant-garde
aesthetics. Asignificant trend in contemporary commercial advertising is its
role in fulfilling educational objectives and contributing, alongside social
advertising, to shaping cultural and value systems.

Keywords: advertising, media culture, chronotope, traditional values, styl-
ization, television, technology, Internet culture, native advertising
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TpaHcdhopmaumsa Gopmbl

I COAePHKaHMs COBPEMEHHOM
POCCUNCKOW TenepeKknamsl

NoA BAVSAHMEM TEXHONOT NYECKKIX
1 LEHHOCTHbIX DaKTOPOB

AHHoTauums. CTaTbs NOCBALLEHa aHanm3y TpaHChopMaLMy BbIPa3UTENbHBbIX

CPefCTB M CMBICIOBbIX KOHCTPYKTOB, MCMOMb3YeMbIX AN CO3AAHNMS OTeve-
CTBEHHOW peKnamHoi NpoayKumMn NocaeaHero gecatnneTus. B nccneqosa-
HUW ONPEefEeNstoTCA OCHOBHbIE (DAKTOPBI, BbI3bIBAIOLLME COOTBETCTBYIOL|NE

M3MeHeH s HOpMbl 1 COflePKaHNS TenlepeKnambl: passuTie LMhPOBbIX

1 MEOUHbBIX TEXHOMOT WA, KOHKYPEHLMS C HOBbIMY hopMaTamyt HaTUBHOM

W KOHTEKCTHOW VIHTEpHET-pPeKNaMbl, a Takke COBPEMeHHbIe COLOKYBTYP-
Hble OPVIEHTVIPbI Ha TPaAMLVIOHHbIE LIeHHOCTH. MeTofonornyecky B pabote

MCMONb30BaH XPOHOTOMUYECKHMI MOAXOS, B KOHTEKCTE KOTOPOTO PEKaMHBI

POMMK PaCCMaTPUBAETCS KaK KOPOTKOE 3KPaHHOE NPoM3BeeHye, BOCCO3a-
folLlee onpefeneHHbIV TUM CUMBOMYECKOTO BpeMeHU-NPOCTPaHCTBa. B cTa-
Thbe NPOBEAEH CPAaBHUTENbHBIN aHANN3 TEXHONOTUYECKUX W LEHHOCTHbIX

(haKTOpOB, BAMSHOLLMX Ha (DOPMUPOBaHME 0OPa3HOro psiia COBPEMEHHOW

POCCUINCKO TeNepeKnambl Ha MprMepe 3BOILUMM Hanbonee spKrX peKnam-
HbIX CTpaTeruin B KoMmepyeckom cexktope (Tene2, Anbda-bank, Coep v ap.).
ABTOP NMPUXOAWT K BbIBOLY O TOM, HTO MOJ BO3AENCTBNEM TEXHONOTNYECKIX
Y MAE0NOrNYeCKnX hakTOPOB HAMETMNACh TEHAEHUMS K U3SMEHEHWIO AOMMU-
HaHT B CUMBOVYECKIX XDOHOTOMaX MO CPaBHEHWIO C MEPVOAOM NEPBOTO
pecatunetnd XXI seka. B cTaTbe NpoAeMOHCTPUPOBAHO, KaK JOMUHMPYIOLLME
paHee XpOHOTOMbI «CTUAN3ALMMY U «KapHaBasna» YCTYMNaloT MeCTO XpOHOTOMY
«CeMbMW», BKIOYaKOLLEMY B CeDS XPOHOTOM «CYaCTbsi», @ KOHLENT boratcTaa
BV3Yanu3npyeTCs Kak XpOHOTOM «BHYTPEHHel CBOOObI», YTO accoLmmpy-
€TCs C AMHAMUKOW Meramnonmnca Unn BbipaxaeTcs aBaHrapfHOM CTUANCT Y-
KoW. OQHOW 13 BaXKHENLLINX TEHAEHUWI PAa3BUTUS KOMMEPHECKON peKrnambi
CEroAHS MOXHO CYUTATb TO, 4TO OHa NMPY3BaHa BbINOMHATL BOCMMTATENbHbIE
3aia4m 1, Hapsiy C CoUManbHOM PEKIaMOi, y4acTBOBaTh B (hOPMUPOBaHUY
KyNbTYPHO-LUEHHOCTHOTO (hoHa.

KntoyeBble cnoBa: peknama, MeAVaKynsTypa, XxpOHOTOM, TPAAVLVIOHHbIE
LLeHHOCTW, CTUAN3aLWS, TeNeBUAEHVE, TEXHONOTUK, IHTepHeT-KyNbTypa,
HaTViBHas peknama
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INTRODUCTION

Modern television constantly faces the challenge of competing with online
platforms, which also influences the evolution of creative methods in crafting
advertisements. On the one hand, the younger generation aims to break free from
what Jean Baudrillard termed the repressive care of television, viewing it as a tool
for non-communication (Baudrillard, 2006). On the other hand, recent statistics
indicate that the television audience, in terms of percentage, has not significantly
decreased over the past few years; rather, the method of consuming television
content has changed. Research by Mediascope shows that 66 % of the popula-
tion still tune in to television daily, while others opt for watching TV content on
their smartphones and computers (Mediascope, 2024). Yet, advertising formats
are adapting to cater to popular online themes. New forms of advertising, such
as native and contextual ads, seamlessly integrate with the content being viewed,
appearing unobtrusive. The rise of modern visual tools, like neural networks,
accessible not just to professionals but also to everyday users, intensifies com-
petition among advertising producers. Furthermore, the expressive techniques
in television advertising are evolving in response to the latest trends in Russian
culture, with a renewed focus on traditional values.

Hence, the relevance of this study lies in the changing form and matter
of advertising products influenced by various technological and sociocultural
factors, impacting visual design choices and thematic emphases in advertising
content. The article aims to analyze the evolution of prominent advertising cam-
paigns from the past decade to understand the shifts in expressive techniques
in TV advertising, influenced not only by new technologies but also by changing
societal values. The selection of the cases under review prioritizes representative-
ness and illustrative qualities over sheer quantity, focusing on qualitative seman-
tic transformations. While quantitative data, following the standards of empirical
sociological research, may be gathered in the future for a more comprehensive
investigation, the primary objective of this article is to conceptualize the driv-
ing forces and delineate the trajectories of transformation in the visual language
of modern TV advertising.
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THEORETICAL AND METHODOLOGICAL FOUNDATIONS FOR RESEARCH
AND CONTEMPORARY APPROACHES TO ANALYZING TV ADVERTISING

Exploring advertising stands out as one of the most sought-after pursuits in
modern scholarly endeavors across various branches of the humanities. Primarily
sociological or economic facets are examined and dissected, with advertising’s artis-
tic merit often taking a back seat, possibly due to a decline in the aesthetic quality
of commercials. The dominance of internet culture, shaped by the pragmatic ethos
of trust in the global village (as coined by Marshall McLuhan) and the grapevine
effect, relegates aesthetics to a secondary role. Nonetheless, the television format
mandates adherence to specific professional benchmarks when crafting advertising
content, drawing from the rich tapestry of screen arts evolution spanning dramatic
techniques to editing, all while complying with high aesthetic standards.

Among the most effective narrative frameworks, applicable not just in cin-
ematography but across all media forms, is storytelling. Present-day scholars
view storytelling in broad strokes as the major format of the media environment,
a sociocultural technology, and a concept for constructing corporate commu-
nications, both internal and external (Kurochkina, 2020, p. 81; Todorova, 2014).
Storytelling emerges as a creative instrument for engaging audiences in diverse
formats, not necessarily implying the traditional hero’s journey a la Joseph Camp-
bell or the actant actions of Vladimir Propp and Yuri Lotman. Rather, it hinges on
emotionally and trustingly involving consumers in communication, incorporating
cutting-edge predictive technologies like neuromethods for “facial action encod-
ing” (Page, 2010). Delving into various storytelling formats within Russian brand
advertising, Tatiana Kaminskaya and Darya Troshkova observe that “the protago-
nist of these narratives within brand communications embodies human charac-
teristics, emotions, and feelings” (Kaminskaya & Troshkova, 2022, p. 58; author’s
translation). Furthermore, insights from the analytical front at Millward Brown
affirm that a well-crafted advertising narrative wields more motivational prowess
compared to a plotless advertisement (Researchlive, 2016).

One of the pivotal aspects of advertising products lies in their reflection of
the value component, intertwined with the latest developmental paradigms of
Russian culture—emphasizing the actualization of traditional values. With a potent
emotional impact, advertising inherently contributes to shaping the cultural and
values backdrop, aligning with specific ideological orientations. Through the lens
of social advertising, numerous scholars underscore a highly effective method of
audience engagement known as counterpoint: “a dynamic juxtaposition of two
content-logical narrative planes, corresponding to two facets of represented reality:
the problematic and the ideal” (Melnik, 2010, p. 16; author’s translation). This juxta-
position involves contrasting concepts like life and death, health and illness, wealth
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and poverty, etc. As Oksana Kazachenko articulates, “An important element is the
‘value—anti-value’ opposition, often implying specific behavioral models within
illustrated or described scenarios” (Kazachenko, 2024, p. 45; author’s translation).

The binary nature characterizes the construction of a mythological reality
and proves pertinent in crafting the hero’s image, aligning with the fundamental
principle of constructing the symbolic chronotope within advertising products.
Within this context, investigations into the incorporation of mythological models
and elements in advertising creation pique interest. For instance, scholars observe
the application of techniques reminiscent of mythological thought, such as object
anthropomorphism (akin to animism), where objects assume magical functions.
At a deeper philosophical stratum, this process involves the establishment of hier-
archies among objects and bodies in mass culture, intricately linked to the notion
of power (Kornev, 2004). The exploration of mythologism in advertising as a tool
within consumer society draws heavily from the seminal works of prominent phi-
losophers like Roland Barthes, Jean Baudrillard, and Slavoj Zizek.

In his research, Maxim Mishchenko observes that in the era of “postsecular”
thought, the “positivist” confrontation between science and religion has lost its rele-
vance. “Religiosity itself, a phenomenon in the era of modernism radically opposed
to secularism, is now regarded as a socially organic component embedded in the
post-secular structure” (Mishchenko, 2024, p. 132). The integration of religion into
the fabric of the “consumer society” occurs not only through the direct incorpora-
tion of religious imagery and concepts but also through the adoption of the very
mechanisms underpinning religious sacraments, rituals, and more. However, ideo-
logically, the culture of consumption stands in stark contrast to the ascetic values
inherent in religious practices. In this light, a parallel can be drawn with the evolu-
tion of Chinese advertising, which similarly leans towards actively embracing Con-
fucian and other national values traditionally associated with the Celestial Empire,
often leading to internal conflicts with prevailing business strategies.

Mariya Ulyanova’s article delves into the analysis of utilizing “elements of
traditional Chinese culture (such as emulating archaic scripts, well-wishes, cal-
ligraphy, various painting styles, applied arts, literary works, historical events)”
as expressive tools, fostering “associations between brands and national values”
(Ulyanova, 2015, p. 421; author’s translation). The incorporation of Confucian five
virtues of a righteous person is regarded as a crucial and effective strategy in craft-
ing advertisements to engage the target audience within China’s domestic market
(Wang & Remchukova, 2021). Nonetheless, tension arises between Confucian eth-
ics and the competitive principles of capitalism (such as the pursuit of profit, a trait
not typically associated with virtuosness). The harmonious fusion of traditional
values with contemporary economic and technological trends in Chinese culture
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presents intriguing possibilities for the evolution of advertising endeavors within
the Russian media landscape.

In Western English-speaking environments, the ideological engagement
of consumers stands out as one of marketing communication methods as well.
As highlighted by Victoria Hartung and Anna Stepanova in their study, contempo-
rary English-language advertising texts actively leverage the media agenda. For
instance, “by declaring involvement in charitable initiatives, social programs, or pro-
moting eco-friendly products, producers create an impression for consumers that
their purchases contribute to changing the world for the better, fostering a sense
of enhanced self-worth” (Hartung & Stepanova, 2024, p. 514; author’s translation).

Quialitative and quantitative studies on advertising content are conducted in
various countries, encompassing crucial aspects like gender studies. For instance,
Camelia Cojan meticulously analyzed over 2,000 minutes of TV commercials aired
on seven Romanian channels in 2020 and 2021, focusing on gender stereotypes.
The findings revealed that predominant values linked to girls include care, beauty,
friendship, entertainment, and happiness, whereas boys are associated with com-
petition, independence, adventure, and challenge (Cojan, 2023, p. 120). Svilen
lvanov advocates for the efficacy of an interdisciplinary approach to scrutinizing
advertising content, proposing in his research an analysis of advertisements inter-
twined with encoding and decoding advertising messages during brand-audience
communication (lvanov, 2021, pp. 53-55).

Therefore, in the advertising research of the past decade, the primary focus
remains on methodologies to influence audiences. This includes delving into spe-
cific aspects such as color schemes, graphic design choices, the impact of artistic
styles on commercial production, and more. In my 2011 study concerning the
evolution of TV advertising in the late 20th and early 21st centuries.!, | drew upon
the chronotopic methodology rooted in the concepts of Mikhail Bakhtin (1975)
and Gaston Bachelard (2004). Methodologically, | delineated seven fundamental
chronotopes: the adventurous (related to danger), mythological, wealth-oriented,
happiness-centric (depicting personal spaces, homes, families), male or female-
oriented, stylized, and carnivalesque. While this typology is original, it draws
inspiration from the classification of Hristo Kaftandzhiev, who distinctly separated
temporal and spatial attributes (Kaftandzhiev, 2005). In my present study, the term
chronotope signifies a distinctive symbolic arrangement of time and space within
a short screen production, encompassing pivotal visual elements that define the
semantic and value-laden essence.

! Litovchin, Yu.M. (2012). Evolyutsiya vyrazitel'nykh sredstv televizionnoy reklamy v 1990-
2010 gg. [The evolution of expressive means in television advertising from 1990 to 2010] [PhD
dissertation, Institute for Advanced Training of Television and Radio Broadcasting Workers].
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Given the absence of such studies in recent years, it seems judicious to fur-
ther advance the chronotopic approach in analyzing advertising, a methodology
that stands out as uniquely significant in the broader humanitarian realm of this
field of study.

Analyzing Influential Factors Driving the Evolution of Visual Elements
in Contemporary TV Advertising. Let us reiterate a few of the most significant
factors that, in my view, steer the evolution of expressive means in modern TV
advertising:

1. competition with emerging Internet native advertising formats;

2. advancements in technologies (Al, neural networks);

3. empbhasis on traditional values.

The first factor poses a specific challenge because unlike Internet formats,
television advertising blocks are disconnected from the context of TV programs;
they are inherently isolated from the overall semantic context. Consequently, an
advertising TV spot consistently confronts the viewer’s negative reaction, prompting
them to interrupt their movie or TV program viewing. In contrast, native or contex-
tual Internet advertising frequently extends the conversation, seamlessly offering
recommendations on where to find more information or purchase relevant prod-
ucts. This approach proves advantageous for advertisers, efficiently reaching the tar-
get audience with lower costs, as it does not necessitate the production of a highly
professional product—although it may not always be suitable for mass production.
A ustomized article or video can look like native advertising in ways that consumers
may not be aware of. Presently, studies delve into the manipulative and cognitive
distortions interwoven within native advertising texts (Glukhova, 2024, pp. 90-102).

Modern contextual advertising on popular bloggers’ channels, whether inte-
grated into videos or texts, predominantly hinges on psychological factors and is
determined by the trustworthiness of the individual. Take, for instance, Tutta Larsen,
formerly a prominent radio and TV host who now infrequently graces television
screens but curates a personal social media channel. There, she shares insights
about her children, personal life, humanitarian endeavors, stance on Christian values,
and frequently endorses various consumer goods, ranging from kitchen furniture to
footwear. For such advertisements, a concise text coupled with a personal emotional
evaluation and a single image of her contented family often suffices, eliciting positive
responses from the affable channel subscribers. Such a trust-building effect is diffi-
cult to achieve in TV commercials, despite the increasing recourse to celebrities by
advertisers to engender it. Consequently, this factor may influence the simplification
or even reduction of visual elements in TV ads, diminishing their aesthetic and cre-
ative essence as screen productions. Notably, this element of trust is imperative for
banking advertising, prompting the enlistment of actors like Sergei Garmash, Mikhail
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Porechenkov, and Sergei Burunov for such campaigns. Attempts to engage popular
bloggers for TV ads often yield adverse effects, as their prominence predominantly
resides in the online sphere among younger audiences.

The influence of technological advancements, the second factor, not only
enhances the expressive capabilities in video production but also aids in predicting
the effectiveness of advertising products. Researchers in Russia are actively explor-
ing the impact of technological innovations, particularly the integration of artificial
intelligence in internet marketing (see, for instance, Syutkin, 2024; Algaliyeva &
Shalkarbek, 2024). The evolution of computer graphics tools directly impacts the
creation of visually appealing video content across various media formats. Simul-
taneously, the availability of graphic programs utilizing neural networks for a broad
user base is reshaping the landscape of design service market. The digital space
offers a plethora of educational workshops leveraging cutting-edge Al technologies
to promote channels, blogs, products, and social media groups.

The third factor, rooted in traditional values, primarily influences TV adver-
tising by altering dominant chronotopes with their distinct expressive elements
and characters. A notable trend in both commercial and social advertising is the
convergence of techniques; for instance, images and narratives tailored for com-
mercial brands often serve significant social purposes. Furthermore, consumer
ideological engagement stands out as a potent marketing strategy, evident from
the above mentioned review of contemporary advertising researches. A retrospec-
tive analysis of advertisements from 2005 to 2010 highlights the dominance of the
stylization chronotope, marking a decline in the significance of the mythological
chronotope during that period. This era also witnessed the incorporation of dan-
ger and carnival themes, previously linked to the mythological chronotope, into
the chronotope of stylization. Does this trend persist, and have new chronotopes
emerged in the past decade under the influence of these factors?

DOMINANT CHRONOTOPES IN RUSSIAN ADVERTISING
OVER THE LAST DECADE

One standout illustration of the application of the stylization chronotope is
the evolution of Tele2’s? advertising campaign, which consistently employs this
technique, transitioning from comedic detectives and mobsters to sleek contem-
porary superheroes (Fig. 1, a-c).

> On September 4, 2024, Tele2 has changed its name to t2.
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Fig. 1 (a-c): Evolution of Tele2’s mobile network operator advertising®

3 See the image sources: https://www.sostav.ru/news/2008/08/27/net2/, https://www.omsk.
kp.ru/daily/26715/3741047/, https://sakhalinmedia.ru/news/848482/ (19.07.2024).
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The chronotope of stylization is both hybrid and complex, as it can incorpo-
rate elements from other chronotopes based on the original to which the parody
refers. This chronotope emerges from postmodern aesthetics, inherently imply-
ing a system of references and quotations designed to evoke positive emotions
in consumers. However, stylization targets a specific audience, as references
may not resonate with the general consumer. For instance, in a 2023 commercial,
a small business owner traverses a dusty desert in the style of Mad Max, while
other ads draw inspiration from the ambience of Now You See Me and The Matrix.
In a bold move, Tele2’s advertising strategy underwent a significant shift, replac-
ing the elegant, silver-haired man and stunning blonde who had been the faces
of the company since 2020. This change proved remarkably successful, sparking
lively discussions about the characters on social media platforms. Of particular
interest was the portrayal of a “modern pensioner,” as labeled by the ad creators,
a persona more aligned with a trendy hipster image. This unconventional depic-
tion garnered attention in its own right, eliciting a range of reactions from viewers,
spanning from admiration to annoyance (Fig. 2).

Fig. 2: Tele2’s mobile network operator advertisement*

A standout demonstration of incorporating elements of the stylization chro-
notope is seen in Sberbank’s commercial, pioneering the use of cutting-edge

* See the image source: https://tenchat.ru/media/2131626 (19.07.2024).
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deepfake technology from its Al Lab in an ad featuring George Miloslavsky. This
innovative approach sparked intense conversations among online users. In the
narrative, a character from a 1973 Leonid Gaidai film, /van Vasilievich: Back to the
Future, finds himself in the year 2020, discovering that Sberbank represents a vast
empire. Miloslavsky cruises in a Citymobil car, while monitoring health metrics
through the SberHealth app and enjoying music on SberSound, and attends Nilet-
to’s concert (Fig. 3). “Miloslavsky’s voice was recreated using artificial intelligence
by the Speech Technology Center, a key player in the Sber ecosystem. Typically,
achieving high-quality speech synthesis through text-to-speech (TTS) technology
demands over 20 hours of recorded speech, yet the team accomplished this feat
with only four minutes at their disposal (Lipanova, 2020; author’s translation).

Fig. 3: George Miloslavsky’s storyline in the advertisement of Sberbank®

Undoubtedly, this screen production stands out as one of the finest in
advertising over the past decade. The creators skillfully strike a balance between
leveraging cultural heritage elements and embracing contemporary trends. The
postmodern tapestry of references seamlessly resonates with the masses, yet it
raises a pertinent question for many: “Why does a thief become the face of a bank?”
The irony lies in the fact that the quip about the Savings Bank (which is literally

“Sberbank” in Russian) advertisement was originally conceived by Gaidai himself.
In the film Ivan Vasilievich: Back to the Future, Miloslavsky advises to “keep your
money in the Savings Bank” to safeguard it from thieves. In today’s advertising
landscape, this jest is ingeniously reimagined, creating a multi-layered ironic effect.
The fusion of spatial and temporal dimensions occurs in the viewer’s mind through
the CG-rendered character of George, portrayed by Leonid Kuravlyov, a figure

° See the image source: https://mediaheads.ru/blog/sber-snial-virusnyi-rolik-s-ispolzovaniem-
tekhnologii-deepfake (19.07.2024).
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beloved and cherished across generations. It is worth noting that such techno-
logical advancements not only captivate consumers but also pique their curios-
ity in the creative process behind screen productions, marking a breakthrough in
expressive mediums.

The chronotope of wealth predominantly shines through in contemporary
bank advertising, symbolically aligning with prosperous personalities. For instance,
Alfa-Bank has featured well-known show hosts, actors, and musicians, garnering
attention across varied age groups. Showman Ivan Urgant long represented the
bank, succeeded in 2019 by actor Alexander Petrov, with rapper Basta assuming
the role of Alfa’s face from 2023. Increasingly, internet bloggers take the spotlight
in advertising campaigns. Renowned blogger Yury Dud* served as an Alfa-Bank
ambassador starting in 2018, portraying roles such as a butcher cutting up a cow
carcass, a carpenter nailing boards, or a gardener cutting flowers. Continuing this
trend in 2023, singer Instasamka starred in an Alfa-Bank video for her track Alfa-
Samka, showing her wrapping chewing gum in a 5000-ruble bill while proclaiming
unrestrained spending. The catchy chorus echoes, “Yes, I'm an Alfa-Samka with
an Alfa-Bank card, spending freely. With my card, backed by Alfa, I'm living large.”

___A Anbdba-bank

|

Fig. 4. Yury Dud” in the advertisement of Alfa-Bank®

The visual arrangement in Alfa-Bank’s advertisements is constructed upon a
deliberately minimalist aesthetic. Given Alfa’s iconic red brand color, a prominent
use of red backgrounds serves as the backdrop against which the actor embodies
the essence of the bank. Color itself wields significant influence, a fact substanti-
ated by numerous studies in neuropsychology, design, and the historical trajec-
tory of visual arts. While red traditionally connotes danger, aggression, and fire

® See the image source: https://ru.pinterest.com/pin/576671927270433471/ (19.07.2024).
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(Sysoeva, 2011, p. 148), it also signifies leadership and, in ancient cultures, was
intertwined with celebrations, festivities, and beauty. Despite Alfa-Bank’s recent
design overhauls, evident even in their video ads, the enduring presence of the
color red remains a steadfast hallmark. Mono-color backgrounds, geometric ele-
ments, and minimalism echo avant-garde aesthetics drawn from abstract and cub-
ist art movements. The artistic strategies of modernism serve not only to engage
the target audience but also to shape collective consciousness and establish per-
ceptual boundaries (Simonova & Levshina, 2024, p. 45).

The videos for Alfa-Bank inherently embody a minimalist aesthetic: studio
shots are presented without embellishment, emphasizing the artificiality of the
setting. Within these stark spaces, the presenter takes center stage in an armchair
or behind a table. This stylistic choice mirrors the approach commonly found in
video blogs, where the focal point shifts from visual illusions of symbolic spaces
or live footage to the persona of the speaker. Psychologically, this spatial arrange-
ment evokes simplicity, authenticity, and trustworthiness. Notably, the concept of
wealth is cleverly hinted at through witty verbal slogans rather than overt visual
representations: “We’ll help you rake it in” or “How much are you cutting? How to
cut more?” (2018).

However, this somewhat aggressive form of wealth propaganda has tran-
sitioned into a different direction. For instance, by 2019, the slogan “Nothing to
blush for” emerged against a red backdrop featuring Alexander Petrov, and by
2023, a new concept took shape—“Bank for smart and free clients,” embodied
by rapper Basta (Vasiliy Vakulenko). Here, the focus once again shifts to personal
experience, visually manifested through minimalistic techniques. In the 2023 video,
the dimly lit outlines of a hall and an audience gradually materialize, eventually
illuminating the musician standing on stage, delivering the final words in a red
jacket against a white background. These visual elements collaborate to construct
an iconic chronotope of personal inner space, a notion that avant-garde artists
previously explored: the fewer external objects present, the greater the liberation
of imagination.

Contrastingly, Sber employs more realistic imagery and technically intri-
cate visual methods. In a 2023 commercial directed by Tigran Bezhanov, the
central figure becomes singer Anton Belyaev, navigating through nocturnal Mos-
cow, seated at a piano and interpreting the song Everything Will Be as You Desire’
in a fresh rendition. The location shooting captures a distinctive metropoli-
tan ambiance, encapsulating diverse emblematic facets of vibrant urban life in

“the city that never sleeps” and persistently thrives in motion. Such a portrayal
often depicts the chronotope of the modern city in advertisements as dynamic,

" A'1997 song by Alexander Shevchenko and his band Déja Vu.
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contemporary, yet comforting. This representation deviates from the archetype of
a cozy nest as depicted by Gaston Bachelard in the context of topophilia, instead
aligning with the chronotope of progress, transformation, and modernity, facili-
tated by an array of visual techniques: dynamic editing, mobile camera work,
and computer-generated graphics. Consequently, the chronotope of wealth
intersects with the concept of freedom, encompassing mobility and boundless
consumption. Visually, it manifests as the liberty to forge one’s path, avenues
for personal advancement, and the sensation of complete existential fulfillment.
There exists a subtle reshuffling of values: freedom, construed as an internal sen-
timent, a spiritual state detached from external circumstances, becomes teth-
ered to the possession of a bank card. This convergence sparks a clash between
the ideologies of traditional culture, rooted in spiritual evolution and intangible
principles, and the tenets of consumerist society. Advertising, a tool of capitalist
economies, serves the materialistic worldview and consumerist mythology, and
these examples showcase how it continues to create semblances of authentic
values through various guises.

It is nonsensical to separate and scrutinize male and female chronotopes
and the chronotope of happiness independently, as a trend towards their fusion
and evolution into a collective family chronotope emerges. The shift from the
prevailing values of personal independence and self-sufficiency towards a famil-
ial image is prominently observed across the advertising spectrum of food and
household goods. An exemplary fusion of these chronotopes can be seen in the
brand Daddy Can [Papa Mozhet], which originated from a slogan introduced
by the Ostankino meat processing plant in 2012 to market sausage products.
Since 2015, the advertising narrative has pivoted towards the male chronotope:
showcasing physical prowess, ruggedness, vigor, and audacity, all tethered to
the father figure as the familial leader. This imagery has endured, remaining
pertinent and unaltered over the years, seamlessly aligning with the framework
of traditional values that accentuate a distinct hierarchy and functional distribu-
tion within the family unit. The pronounced masculine essence, evoking trust, a
shield of protection, and nurturing within the family context, is now more sought
after in modern Russian culture than ever before. In the early stages of crafting
the Daddy Can commercials, the creators drew upon the stylization chronotope,
drawing references from cinematic works like the 1995 Braveheart (Fig. 5). The
latest commercials often depict snippets of everyday family life: school lunches,
train journeys, and other scenarios where the father (a bodybuilder) endeavors
to manage his daughter’s appetite.
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Fig. 5. Advertisement for the Daddy Can [Papa Mozhet] product series
of the Ostankino meat processing plant®

The female chronotope, prevalent in cosmetics or fashion advertisements,
visually creates images of delicacy, softness, and airiness, employing pastel hues
and unique lighting techniques. The most sought-after archetype in the female
chronotope is that of Venus, embodying qualities like sensuality and femininity.
The portrayal of a seductive blonde has become a prevalent stereotype in adver-
tising, with figures like Polina Gagarina endorsing numerous brands, including her
role as an ambassador for the e-commerce company Ozon. In music videos fea-
turing singers Gagarina and Dmitry Malikov, creators integrated elements of the
carnival chronotope, with the “hands-raking” scene evolving into a wellspring for
internet memes. Absurdity, grotesque elements, and buffoonery often serve as
a mechanism to captivate audience attention.

& See the image source: https://dzen.ru/a/ZqtLQSThZgoYTAAe (23.07.2024).
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Fig. 6. Polina Gagarina in an advertisement for the e-commerce company Ozon®

Commercials featuring actor and showman Dmitry Nagiyev for the mobile
network operator MTS have long played on the theme of male-female relation-
ships in an ironic manner. Nagiyev’s partners followed one another, yet consis-
tently remained vibrant blondes. This particular female archetype does not align
with the mother archetype, which fundamentally differs in function from arche-
types like Venus or Cora (Maiden). The global trend of popularizing the image of
a strong, independent woman within feminist ideals had previously dominated the
female chronotope. For instance, in pads commercials, the use of these hygiene
products was paradoxically linked to the notion of freedom.

However, since 2024, there has been a growing inclination to emphasize the
family chronotope, encompassing the chronotope of happiness and values such
as mutual assistance and neighborly relations. An illustrative case is an advertis-
ing sitcom centered around neighbors from the same floor, commissioned by
VTB Bank. The characters in these commercials are everyday individuals residing
in the same building, representing diverse social and professional backgrounds,
yet consistently offering each other guidance and support. Initially inspired by
the notion of satirizing “neighbors chats,” typically rife with disputes, this adver-
tising campaign has assumed a somewhat educational role. Overall, the family
chronotope stands out as the most visually replicable and impactful, effectively
resonating with a broad audience, thus securing a prominent place in today’s
advertising landscape.

? See the image source: https://dzen.ru/a/Y2qLtMMYdQQQEFKS (19.07.2024).
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CONCLUSION

Having examined the most notable examples of the evolution of expressive
tools in the advertising content production over the past decade, it becomes evi-
dent that a trend toward shifting chronotopic dominants is emerging, influenced
by both technological advancements and ideological shifts. The transformation
in semantic emphases (marked by the rise of new dominant chronotopes) holds
a socio-cultural underpinning in terms of values, while the forms (characterized
by novel visual designs) are shaped by technical and technological determinants.
Nevertheless, visual technologies have not yet significantly impacted the complex-
ity of special effects. For instance, widespread adoption of deepfakes or graphics
generated through neural networks remains uncommon in TV commercials—at
least, so far these methods serve as experimental tools. Undeniably, the latest CG
capabilities enable the production of high-quality content, particularly within the
stylization chronotope. However, internet advertising, with its innovative formats,
acting as the primary rival of the television industry, often leads to a reduction in
expressive elements. This trend is driven by other mechanisms at play in native
and contextual advertising, focusing on fostering trustworthiness. Consequently,
the prevailing tendency leans towards highlighting the chronotope of individual-
ity, inner realms, freedom, and self-development—qualities that transcend exter-
nal imagery. This shift may result in minimized expressiveness or accentuation
through elements borrowed from alternate chronotopes like roads and journeys.
Within the framework of traditional values, the family chronotope, encapsulating
both male and female chronotopes alongside the notion of happiness, becomes
particularly popular. A significant trend in contemporary commercial advertising
involves its role in fulfilling educational objectives and contributing, alongside
social advertising, to shaping cultural and value systems.

*On April 15,2022, the Ministry of Justice of the Russian Federation included Yury
Dud in the list of media—foreign agents.

BBEAEHWE

CoBpeMeHHoe TeneBraeHne NOCTOAHHO UCMbITbIBaeT HEOOXOAMMOCTb
KOHKYpUpOBaTb C MIHTepHeT-nnaTdopMamu, 4TO OTPAXKAETCH W Ha TpaHC-
hopmaLmy BbIpa3nTenbHbIX CPEACTB NMPK CO3AAHMUM PEKNaMHON NPOAYKLMM.
C 0fHOW CTOPOHBI, MONIOA0E MOKONEHME CTPEMUTCSH 0CBODOANTLCA OT AVKTaTa
«penpeccuBHO 3ab0TAMBOCTV» TENEBUAEHUS KaK «CPefCcTBa He-KOMMYHVIKaLMm»
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no X. boapuisipy (boapuiisp, 2006). C apyroli CTOPOHbI, N0 IdaHHbIM CTaTUCTUKN
TeNneBM3NOHHas ayauTopys B MPOLEHTHOM COOTHOLWEHMM KaparHanbHbiM 06pa-
30M He yMeHblUWach 3a NocfefHne HeCKONbKO NeT, M3MEHUCS NWLb CNOCcob
notpebnexus TenenpoayKummn. MiccneqosaHuns Mediascope BbiiBUAN, YTO 66 %
HaceneHus 40 CUX MOP eXedHeBHO BKKOYaOT TeNEBN30p, a APYrve CMOTpsT
TeNeKoHTEHT B TenehoHax 1 koMnstoTepax (Meavackon, 2024). Tem He MeHee
copmaTbl peknambl MEHSIOTCS, NOACTPanBasCh nog NonyspHele TemaTunye-
CKMe MIHTepHeT-KaHanbl: NOSBASIOTCS HOBblE BYAbI TaK HAa3bIBAEMOI HATUBHOW
(ecTecTBeHHOM) N KOHTEKCTHOM peKaMbl, KOTopast BOCMPUHMMAETCS KaK UHTer-
panbHas YacTb MPOCMaTPVBAEMOrO KOHTeHTa, byay4un HeHaBs34MBOM. Pa3Bu-
THe COBPEMEHHbIX BY3YyabHbIX CPEACTB, B HACTHOCTY HelipoceTel, OCTYMHbIX
He TONbKO NpoteccnoHanam, Ho 1 MPOCTbIM MOb30BaTENsAM, CO3AaeT KOHKY-
PEHLMIO Ha PbIHKe Npou3BOAMTeNel peknambl. Kpome TOro, BbipasuTesbHble
CPefCTBa Tenepeknambl NpeTeprneBaoT TpaHCopMaLMio B CBSA3M C HOBEMLUMMY
OpVIEHTVPaMU Pa3BUTKS POCCUIACKON KyNBTYPbl, @ UMEHHO aKLUEHTUPOBaHVEM
BHVMaHWS Ha TPAAMLMOHHBIX LleHHOCTSIX.

Takvim 06pa30oM, aKTyasIbHOCTb HACTOSILIErO NCCNeA0BAHNIS XapaKTepH3y-
€TCsl TeM, YTO NOf BAUSHUEM PasnnyHbIX PaKTOPOB, KaK TEXHOIOMMYECKIX, TaK
COUMOKYNBTYPHbIX, MEHSOTCS (hOpMa 1 COAepIKaHue, TO eCTb B13yasbHble pelle-
HUS VI CMbICTIOBbIE AKLIeHTbI, NPeACTaBeHHbIe B PEKNAMHON Npoaykumn. Lienb
CTaTbVl — PacCMOTPETH NPUMEPbI IBOMOLMM Harbonee KpynHbIX PeKnamHbIX Kam-
NaHnii NoCNeAHero AecaTUNETHS Ha NPeAMET TOro, Kakue 3MeHeHws npetep-
NeBatloT Bbipa3uTe/bHble CPEACTBA TeNepeKaMbl Nof BO3aelCTBMEM He TONbKO
HOBbIX TEXHONOMMIA, HO W LLeHHOCTHbIX YCTaHOBOK. BbiBOpKa paccmaTpuBaembix
KENCOB OMNpefenserTcs He KONMYECTBEHHbIM METOAOM, M€ [MaBHbIM KpUTeprEM
SIBNSIETCS MNOBTOPSIEMOCTb, HO OCHOBAaHa Ha NPUHLMNE PENPE3eHTaTVBHOCTY
1 MAMOCTPATMBHOCTU, TO €CTb BbISIBEHUM KaYeCTBEHHbBIX CMbIC/IOBbIX M3MEHe-
HUI. KonuyecTBeHHble AaHHble B COOTBETCTBUM C TpeboBaHUSAMU NPOBEAeHNs
AMMNUPUYECKMX COLMONOTNYECKNX MCCNEA0BAHMIA MOTYT BbITb COBPaHbl B Aab-
HelweM Npu NpoBeaeHun bonee 0CHOBAaTENbHOIO NCCeA0BaHNS 3asBAEHHOM
TeMbl. 3afa4a aHHON CTaTby 3aKN04AETCs, CKOPEE, B TOM, YTOObI KOHLENTY-
ann3mpoBaTb GakTopbl 1 0603HAYUTL BEKTOPLI TpaHCHOPMaLMM BU3YabHbIX
CPefCTB COBPEMEHHON TenepeKknambi.
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TEOPETUKO-METO40/10MMMYECKUE OCHOBAHUA
NCCNEAOBAHUA N OB30P COBPEMEHHbBLIX NOAX040B
K AHA/IN3Y TEJIEPEK/TAMbI

MiccnenoBaHyvis peknambl iBASOTCS OHUM W3 CaMblX NOMYASPHbIX HAanpas-
NEeHNI COBPEMEHHOW Hay4YHOW AEATENbHOCTM B Pa3nYHbIX 061aCcTaX ryMaHu-
TapHOro 3HaHus. OCBeWjatoTCs U aHaNN3MPYIOTCS aCneKTsl B OCHOBHOM COLVIO-
NOTMNYECKOro WY 3KOHOMUWYECKOTO XapaKTepa, B MeHblUel CTeNeHn pexnama
paccMaTprBaeTcs Kak Npov3BefeHne 3KpaHHOro UCKYCCTBa, HTO, BO3MOXHO,
CBSI3aHO CO CHIXEHUEM XyAOKECTBEHHOW LL@HHOCTY NPOU3BOAMMBbIX POSTNKOB.
MocKoNbKy TEHAEHLMN, ANKTYEMbIE VIHTEPHET-KYNBTYPOK, B 6ONbLIEN CTENeH
CBs3aHbl C MparMaTyKom 1oBepus «rnobanbHON aepeBHU» No M. Mako3Hy 1 Mexa-
HMU3MOM «capadaHHOro paavo», ICTETUYECKAs COCTaBAAIOLas CTaHOBUTCS BTO-
pocTeneHHo. OaHaKo MMEeHHO TeNEeBM3UOHHbIN hopmaT TpebyeT Npu co3aaHmm
peKnamMHoro nNpofaykTa cobntofeHns onpeaeneHHbix NpoheccuoHanbHbIX CTaH-
[apTOB, OCHOBAHHbIX Ha OMbITE PA3BUTUS IKPAHHbIX MCKYCCTB OT NPYEMOB flpama-
TYPrvin 40 MOHTaX@, @ TakoKe COOTBETCTBUS BbICOKMM 3CTETUYECKM KPUTEPUSIM.

OnHOM 13 camblx 3PDEKTUBHbIX ipaMaTyPrimyecKkmnx KOHCTPYKLUWI, NpumMe-
HVIMOW KaK B KHeMaTorpade, Tak 1 B 110601 MEAWIHON NPOAYKLMK, SBASETCS
MeTOo[, CTOpUTEeNNNHra. Pa3nuyHble nccnenoBaTeNn paccMaTpuBaloT CEroaHs
CTOPUTENANHT B WMPOKOM CMbIC/IE KaK «MaBHbI (hopMaT MeaniiHONM cpefibl»,
«COUMOKYNBTYPHYIO TEXHONOTMIO», «KOHLEMNUMIO MOCTPOEHNS BHEWHMX U BHY-
TPeHHWX KOPNOpaTUBHbIX KOMMYHVKaLWI» (KypoykuHa, 2020, c. 81; Togoposa,
2014). CTOpUTENINHT NPUMEHSETCS B Ka4eCcTBe KpeaTUBHOMO MHCTPYMEHTA
BOB/EYeHNs 3puTeneit B Ntobom opmMate, 4TO He obsg3aTeNbHO Noapasyme-
BaAET KNacCMYecKyto cxemy nyTewecTBus repos no k. Kamnbenny unm dopmynsi
AencTeus aktaHToB no B. Mponny 1 F0. /ToTMaHy, a, ckopee, MPUHLMM 3MOLMO-
HaNbHOro 1 AOBEPUTENBHOMO BKIOYEHMS MOTPEOUTENs B KOMMYHMKALIMIO, B T. Y.
C MCNONb30BaAHUEM HOBENLWWX TEXHONOTMI MPOrHO3MPOBaHMS, HanpuMep, Hem-
POMETOAOB «KOAMPOBAHWS MUMUYECKX peakumit» (Melmk, 2010). T./1. KaMuH-
ckas v [.A. TpoWKOBa, NPOBO/S aHanu3 pasnnyHbiXx OpMaToB CTOPUTENNHTA,
MCMNONB3YEMbIX B PEKIaMe POCCUINCKUX BPeHAOB, OTMeYatoT: «fepoem UcTopum
B paMKax OpeHa-KOMMYHMKaLUWK SBNSETCS KOMNaHWs unu bpexa, HageneH-
Hble YeNoBeYeCKMMIM YepTaMu xapaKTepa, YyBCTBaMM 1 IMoUMaMU» (KaMuH-
ckasl, TpowkoBa, 2022, ¢. 58). OfiHaKO aHaNUTMKa UCCNeaoBaTeNbCKON KoMMa-
Huw Millward Brown noaTBepaaeT, 4To XOpowo NpopaboTaHHbIi peKnamMHblIi
HappaTVB MOXET MMETb HOMbLIYIO MOTUBALMOHHYIO CUAY, HEXEeNW BeccloxeTHas
peknama (Researchlive, 2016).

OAHVM 13 Ba)KHEWWMX aCMNeKTOB peKNaMHOW NpoayKUnM SBASeTCS
OTpaXKeHMe B Hel LLeHHOCTHOW COCTaBAstoWeNn, YTO CBA3aHO C HOBEMLLMMN
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OpUEHTUPaMU PA3BUTUSA POCCUINCKON KyNbTYpbl — YCTAHOBKOW Ha aKTyanm3a-
LMI0 TPaAULMOHHbIX LIEHHOCTEN. MIMes CUIbHOe 3MOLUMOHANbHOe BO3eNCT-
BME, peKnama HemsbexHo y4acTeyeT B (DOPMUPOBAHUN KYNETYPHO-LEHHOCT-
Horo oHa, cneays Tem AW WHbIM MAEONOTMYECKNM YCTaHOBKaM. Ha nprmMepe
counanbHON peKnambl MHOTVe UCCNeaoBaTeny OTMEYatoT, YTO OAHMM 13 CaMblX
3(DhEKTNBHBIX METOAOB BO3AENCTBMSA Ha ayANTOPUIO ABASETCS KOHTPAMNyHKT:
«AVHaMMYecKoe NPOTUBOMOCTaBAEHME [1BYX COAEPKATENbHO-NOMMYECKIMX NNaHOB
N3N0XEHWS, COOTBETCTBYHOLWMX ABYM TNaM hparMeHTOB penpe3eHTrpyemMon
AeNCTBUTENbHOCTU: NPOBNEMHON 1 MaeanbHON» (MenbHuK, 2010, €. 16). MmeeTcs
B BM/Y NPOTMBOMOCTaB/EHWE TaKMX KOHLENTOB, KaK XW3Hb 1 CMepPTb, 3[0POBbe
1 bonesHu, boraTcTBo ¥ begHoCTb U T. A. Kak nuweT O.B. KazayeHko: «BaxHown
COCTaBAsoOLEN ABNFETCS ONMNO3MUMA “LEeHHOCTb — aHTUUEHHOCTL', Npeanona-
ratollast 3a4acTyto KOHKPeTHble MOAEN NOBeAeHNS B UNMOCTPUPOBAHHbIX UK
ONMChIBaEMbIX CUTYaLMsx» (KasaueHko, 2024, c. 45).

BVHapHOCTb xapaKTepHa A5 BbICTPanuBaHyis MUHONOrMYeCcKon peanbHo-
CTW, @ TaKKe aKTyanbHa ANns cosfaHus obpasa reposi, 470 COOTBETCTBYET OCHOB-
HOMY NPUHLMMNY KOHCTPYWPOBAHMS CUMBOMYECKOrO XPOHOTOMNA PEKNaMHOM
NPOAYKLUMI. B 3TOM KOHTEKCTE MHTepPeCHbl MCCNeloBaHus, CBA3aHHbIe C Npu-
MeHeHVeM MUMONOrnYeCKNX MOLENEN 1 3NEeMEHTOB NpK CO3AaHNN PeKnaMmbl.
ViccnepoBateny 0TMeYatoT, Hanprmep, NPUMEHEHNE XapaKTepHbIX Ans Mu1bono-
FMYECKOTO MbILLNEHNS MPUEMOB, TAKMX KaK aHTPONOMOpdK3mM npeameTos (6nm3-
KN aHUMKU3MY), KOrAa Bely HaaenatoTcs MarniyecknMm hyHKUUAMHY, a Takke
Ha 6onee rnybokoM hrnocodCKoM ypoBHE NPonCXoanT hopMMpOoBaHue nepap-
X Bellel ¥ Ten B MacCoBOW Ky/bType, YTO CBA3aHO C KOHUenuvek Bnactum
(KopHeB, 2004). M3y4eHne mudonornsma peknambl Kak MHCTpyMeHTa 0bulecTBa
noTpebnexrs onvpaeTcs Ha yHAaMeHTanbHble paboTbl TaKMX KpyMHbIX huo-
codos, kak P. bapT, . boapuiap, C. ukek.

Kak 3aMevaeT B cBOeM nccnegosannm M.A. MULLIEHKO, B 3MOXy «MOCTCe-
KYNSPHOTO» MblWAEHWS CUTYyaUms «NO3UTUBUCTCKOM» KOHMPOHTALMM HayKM
1 penuruv nepectana bbiTe akTyanbHON. «Pennrno3HocTb cama no cebe, sBne-
HVE B 3MOXY MOLEPHM3Ma PafVKanbHO ONMOHMPYIOLWee CEKYNAPU3MY, Tenepb
pacLeHMBaeTCsa Kak colManbHO OpraHMYHbIA, BCTPaMBaeMblil B MOCTCEKYSP-
HYHO KOHCTPYKLMIO KOMIOHEHT» (MuLieHKo, 2024, €. 132). ACCUMUNSALMS PENUTIY
B «0bLIECTBE NOTPEBNEHNS» MPOUCXOANT HE TONBKO Yepe3 NpsMoe UCMob30Ba-
HVe 06pa3oB v MOHATNI PENUTVO3HOW KyNETYPbI, HO MOCPEACTBOM NMPUMEHEHUS
camux MexaHn3MoB hyHKLUWMOHVPOBaHWS PENUTMO3HbIX TAUHCTB, PUTYaNoB 1 np.
OfHaKO MAEONOrMYECKU KybT NOTPebAeHNs ABNSETCS NPOTMBOMONOKHOCTbIO
KYNbTYPbl aCKe3bl, 3a/10XEHHOW B PeNUrMO3HOM NpaKTiKe. B 3TOM CMbIC/e Mbl
MOXeM NPOBECTU Napanienb C Pa3BUTUEM KUTANCKOW pernaMHoM NpoayKLUmm,
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KoTOpast Nof0OHbIM e 06pa3oM 1MeeT YCTaHOBKY Ha aKT1BHOE UCMOb30Ba-
HMe KOHMDYLMEHCKUX U APYTMX HALUMOHANbHbIX LUeHHOCTEN, TPAANLMOHHbBIX AN
MoaHebecHOW, YTO HepeaKo NPUBOAUT K BHYTPEHHEMY KOH(WKTY co cTpaTe-
rmsaMun brsHeca.

B ctatbe M.KO. YnbsiHOBOW NpUBEAEH aHanm3 UCNoNb30BaHNS B Ka4ecTBe
CPeACTB BbIPa3nTeNbHOCTM «31EMEHTOB TPAAMLMOHHOW KNTANCKOW KyNbTypbl
(noapaxkaHve apxanyHbiM WpKndTam, bnaronoxenaHns, Kanaurpadus, ane-
MEHTbI XKMBOMUCK, MPUKNAAHBIX NCKYCCTB, XYA0XECTBEHHOW 1 KaHOHWMYECKOA
NNTepaTypbl, ICTOPUYECKIUX CODBITUI), 4TO pOXAaET accoumaLv Mexay bpeH-
[OM 1 HaLMOHaNbHbIMK LeHHOoCTAMU» (YnbsiHoBa, 2015, ¢. 421). icnons3oBaHme
KOHMYUMaHCKOW naev Nt gobpoaeTeneii NpaBeHOro YenNoBeKa paccmaTpu-
BaeTCs KaK OfIH U3 Ba)KHbIX 1 3 MEKTUBHbIX CNOCOHBOB CO3AaHUS peKnamsl
C Lenbto BO3AENCTBUS Ha LieNeByio ayaguToputo BHYTPeHHero poiHka Kutas
(BaH, PemuykoBa, 2021). OnHaKo BO3HMKAOT NPOTUBOPEYMs MeXAY KOHDYLM-
aHCKOW 3TUKOM M NPUHLMNAMU KanUTannCTUYECKOM KOHKYPEHUMN (Hanpumep,
CcTpeMneHnem nonyvaTb Npubbiib, YTO HE SABSETCS XapaKTepUCTUKON bnaro-
poaHOro Yenoeka). ONbIT KATANCKOW KyNbTYPbl KaK rapMOHUYHOIO CUMOBU-
03a TpaAWLMOHHON MOAENN LeHHOCTEeN C COBPEMEHHbBIMU SKOHOMUYECKUMY
N TEXHONOTUYECKMUN TeHAEHUMSMN Pa3BUTKS, 6e3yCNnoBHO, NpeacTaBaseT
MHTepec ANs fanbHenWwero pa3suTrsa peKnaMmHomn gesTenbHoCT U B 0TeYecT-
BEHHOWN Meavacdepe.

B 3anagHoM aHrNos3bl4HOM Cpefie MAE0Nornyeckoe BoBneYeHne noTpebu-
Tenem TaKke SBASETCS METOAOM MapPKETUHIOBOW KOMMYHMKaLMK. Kak oTMeYatoT
B CcBOeM uccnenoBaHumu B.lO. XapTyHr 1 A.B. CTenaHoBa, COBPEMEHHbIN aHM0-
A3bI4HbIV PEKNAMHbIA TEKCT aKTUBHO MCMONb3YET MEAMIHYIO MOBECTKY, Hanpw-
Mep, «AeKnapupys ydactie B 61aroTBOPUTENbHbIX 1 COLMaNbHbIX MPOrpammMax
NN NCNONB30BAHNE 3KONOTUYECKM YNCTOM NPOAYKLUMM, MPON3BOANTENb CO3AAET
y noTpebuTens BnevatneHne, 4To, npruobpeTas ToBap 1AM yCayry, OH y4acTByeT
B M3MEHEHWN MUPa K NyYlEMY, YTO MO3BONSET MOBLICUTH COBCTBEHHYIO CamO-
oueHKy» (XapTyHr, CTenaHoBa, 2024, c. 514).

B pasHbix CTpaHax NpOBOAATCA Ka4eCTBEHHbIE U KONNYECTBEHHbIE NCChe-
LOBaHMSA PEKNAMHOIO KOHTEHTa, B T. 4. Ha NMPeAMeT TaKOoro aKTyalbHOro LieH-
HOCTHOTO acneKTa, KaK reHaepHble nccnegosaHnd. Kamenna KoxaH, Hanpumep,
npoaHanu3vposana bonee 2 TbiC. MUHYT Tenepeknamsl, BbIXOAALLEN Ha 7 PyMblIH-
CKuX KaHanax ¢ 2020 no 2021 roa Ha NpefMeT reHAepHbIX CTepeoTUnoB. B nccne-
A0BaHUM BbINO BbISBNEHO, YTO AN AEBOYEK AOMUHMPYIOWME LIEHHOCTMN acco-
LUMWPYIOTCS C 3a60TOM, KPacoTON, APYKOON, pa3BnedeHus MY U CHACTbEM, a [i/1s
Manb4MKOB — C COMEPHNYECTBOM, CAMOCTOATENbHOCTBIO, MPUKTIOYEHNAMN
v BbI30BOM (Cojan, 2023, p. 120). CB1neH MiBaHOB 060CHOBLIBAET 3 HEKTUBHOCTb
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MEXAVCUMNANHAPHOIO METOAA M3YYEHNST PEKNAaMHOIO KOHTEHTa, npeanaras
aHann3 pexnambl, CBA3aHHbIM C KOAMPOBAHWEM W AEKOANPOBAHMEM PEKNAMHbIX
COObLIEHNI B NpoLecce KOMMYHUKaLIMU MeXay BpeHaoM v ero ayautopuen (lva-
nov, 2021, pp. 53-55).

TaknmM 0bpas3om, B WTYAMSX peKknaMbl NOCNeAHErO AeCATUNETUS MaBHbIMU
OCTatoTCS BOMPOCHI METOA0B BO3AENCTBMS Ha ayaAMTOpWio, B T. 4. paccMaTpyBa-
loTCst 6onee KOHKPETHbIE BOMPOCHI LIBETOBOMO U rpauyeckoro peweHns, Bau-
AHUS XYAOKECTBEHHbIX CTUEN Ha CO3AaHMe peKnamHbiX PONMKOB 1 Npoyee.
B cBoem nccnegosaHum 2011 rofa, NOCBAWEHHOM 3BOMOUMK Tenepeknamsl
KoHL@a XX = Havana XX| BB.!, Mbl ONMPaN1Chb Ha XpOHOMoNuYeCcKut Nooxoo, pas-
paboTaHHbIV Ha OCHOBe KoHUenuui M. baxTnHa (baxtuH, 1975) v I bawnspa
(Bawnsip, 2004). Memo0doa02u4eCKU Mbl BbIAENSIN CEMb XPOHOTOMOB B KA4ECTBe
6a30BbIX: @BaHTIOPHbIN (ONACHOCTL), MU ONOrMYecKnin, 6oraTcTra, CHacTbs
(06pa3 NMYHOro NPOCTPaHCTBA, AOMa, CEMbU), MYXKCKOW UM XEHCKINIA, CTUN3a-
LMV 1 KapHaBanbHO-LWYTOBCKOW. 3Ta TUNONOTUS SBASETCS aBTOPCKOM, HO H6a3u-
pytouleiics Ha Knaccndukaumm X. KadbTaHmpr1esa, NpUHUMNMANbHO pasaenss-
WM BpEeMeHHbIe 1 NPOCTPaHCTBEHHbIe xapakTepucTukm (KadtaHmxkmes, 2005).
B HacTosWen cTaTbe Nog XpPOHOMoNoM NoHWMaeTCs 0cobasi CMBONMYECKas
opraHmn3aLms BpeMery U NpocTpaHCTBa B KOPOTKOM SKPaHHOM NMPOn3BEAEHUN,
BK/tOYAlOLLAs 3HAKOBbIe BU3YabHbIe 3NeMeHTbI, onpefenstole CMbICIOBYIO
1 LEHHOCTHYO HarpysKky.

HOCKOﬂbe |'|O,D,O6Hb|e nccnenoBaHna 3a nocnegHee AeCATuneTne He npea-
NPUHUMaNnCb, NpeacTaBAAETCA LLeJ'IeCOO6pa3HbIM NPOAO/DKNTL pa3BrBaTb
XpOHOTOI’II/IHeCKI/IIZ noaxod K aHann3y peknaMbl Kak OCTaTO4YHO yHI/IKaJ'IbeIIZ
B O6L|_|,eI'yMaHI/ITapHOM none n3yvdeHns 3TOWN TEMBI.

AHANIN3 ®AKTOPOB BUAHNA HA TPAHCOOPMALIUIO
N30BPA3UTE/IbHbIX CPEACTB COBPEMEHHOW TE/IEPEK/IAMbI

NTak, elje pa3 0603HAUNM HECKONMBKO Hanboee CylecTBeHHbIX GaKTo-
POB, MOf BAVSHVEM KOTOPbIX, Ha Hal B3Ms[, MPOUCXOAUT U3MEHEHWE Bblpa-
3UTENbHbIX CPEACTB COBPEMEHHOW Tenepeknambl: 1. KOHKypeHUMs ¢ HOBbIMY

1 iutoBunH, HO.M. (2012). 3BontoUMs Bblpa3uTeNbHbIX CPEACTB TENEBU3MOHHOW peKnambl
B 1990-2010 rr. [aucC. ... KaHA. ncKyccTBoBeaeHus: 17.00.03]. Mockga: VIH-T NoBbIWeHVS KBanu-
bvikaummn paboTHUKOB TeNeBUAEHUS N PaMOBeLiaHNs.
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VHTepHeT-thopMaTamu HaTMBHOIN peknambl; 2. Pa3sutue TexHonoruii (MW, Heit-
poceTu); 3. YCTaHOBKa Ha TPaaULIMOHHbBIE LIEHHOCTW.

MepBbili hakTop CBs3aH C onpeaeneHHbIM BbI30BOM, MOCKONbKY B OT/IM-
yme oT IHTepHeT-hopMaTOB TENEeBU3MOHHbIE PEKNaMHble 6/10KM He MOTYT ObIThb
CBsI3aHbl C KOHTEKCTOM Tenenepeaad, OHV M3HavyanbHO OTHYKAEeHbl OT 0bLiero
CMbIC/IOBOTO NOJIS, MO3TOMY PEKaMHbI TENECIOKET BCeraa npeoaoneBaeT Hera-
TUBHYIO PEAKLIMIO 3PUTENS, KOTOPbINA BbIHYAEH NPepbiBaTh NPOCMOTP GuibMa
UK TenenporpaMmbl. B To BpeMsi Kak HaTMBHash UM KOHTEKCTHas VIHTepHeT-
peKknama 4acto sBASeTCs NPOAO/IKEHVIEM TeMbl, OHa eCTeCTBEHHbIM 06pa3oM
AaeT pekoMeHAaLwuto, rae MOXHO NoyunTs 6onblie MHPopMaLMn o npegMeTe
pa3roBopa 1nv Nprobpectn HeobxoarMble TOBapsl. [l1s peknamoaaTeneit Takas
opma bonee BbIroHA, MOCKONBKY OHa Cpa3y AOCTUraeT LieneBoi ayauTopun,
TpebyeT MeHblle 3aTPaT, T. K. He HY)KAaeTCs B NPOM3BO/ACTBE BbICOKOMNpoheccu-
OHasbHOro NPOAYKTA, XOTs He BCeraa NoAxXoaMT ANs MAacCoBOM NpoayKumm. Kak
HaTVBHAs PEKNama MOXET BbIMISAeTb 3aKa3Hash CTaTbsl UK BULEOPOIVIK, O YEM
MOXeT He Nof03peBaTb NOTpeduTens. CerofHs ye NpoBOAATCA UCCefoBaHMs
MaHVNYNSTUBHOCTY U KOTHUTUBHBIX MCKaXeHWI, BHEJPEHHbBIX B TEKCTbl peKIaM-
HbIX CTaTelt HaTUBHOW peknambl (TnyxoBsa, 2024, c. 90-102).

CoBpeMeHHas KOHTEKCTHas peknamMa Ha KaHanax NnonynspHbIx 610repos,
BCTPOEHHast NMbHo B BMACOPOANKN, NMOO B TEKCTHI, OCHOBaHAa Npex/e BCero
Ha NCUXONOrmnyeckmx hakTopax 1 onpeaenseTcs CTeneHblo A0BEPUS K NnUY-
HoCTW. Hanpumep, TyTTa JlapceH, HeKorga n3BecTHas pafavo n TeneseayLlas,
CEeroflHs He 4acTo NOABNAOLAACA B TeNEBM3UOHHOM MenanpoCTPaHCTBe,
BeAeT NepCoHanbHbIN KaHan B COLManbHbIX CETSX, M1e PacCKa3blBaeT O CBOMX
OETSX, CBOEN NNYHOW XKU3HWN, TyMaHWUTAPHbIX MPOEKTax, OTHOLEHWN K XPUCTHU-
AQHCKUM LEHHOCTSM U 4acTo peKknaMmpyeT pa3nuiHble ToBapbl NoTpebneHus,
6yab TO KyxoHHas Mebenb nnun obyBb. [115 TaKOW peknambl JOCTATOYHO KOPOT-
KOro TeKcTa C NMMYHOCTHOW 3MOLMOHANBHOW OLEHKOM 1 0iHON dhoTorpadmm
ee CYaCTMBOWN CeMbM, YTO yxKe CO3aeT MNONOKUTENbHbIA OTKAMK Y Apyxe-
NtOBHO HACTPOEHHbIX MOAMMCHMKOB KaHana. Takoro sddeKTa AOBEPUS CNOKHO
[000UTbCS B Tenepekname, XxoTs NONbITKM CAeNaTh 3TO, MPUB/eKas 3HaMeHUTO-
CTel, cTanu Bce Honblle UCNONb30BaTbCsH peknaMogaTensamu. Takum obpasom,
3TOT (haKTOP MOXET BANATL Ha YNPOLIEHME UM AaXKe MUHUMU3ALUMIO BU3Yasb-
HbIX CPEACTB B Tefiepekname, YTO CHIDKaeT ee 3CTeTUYECKYIO U KpeaTVBHYIO
COCTaBASIOLIME KaK 3KpaHHOTO Npour3seaeHns. OcobeHHo NoaobHbIN addexT
A0BEPUTENBHOCTU HEODXOAMM /15 peKnaMbl 6aHKOBCKOrO KpeIuTOBaHMs, N03-
TOMY AN5 NOACOHbIX Lienei NpurnawatTcs Takue akTepsl, kak Cepreli lapmall,
Muxann MopeverkoB, Ceprelt BypyHoB. MonbITKa NpUBAEYsL NONYASPHbIX 610-
repoB A5 Tenepeknambl 4aCcTo NPOM3BOAMT 0OPaTHBIN — HEraTUBHbI 3 deKT,
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MOCKOMbKY OHM B BOMblUel CTeneHn M3BECTHbI B VIHTEpHET-NPOCTPaHCTBe
cpeay MONoaeXN.

BTopolt @akTop BAWUSHWS TEXHONOMUI CKa3blBAETCS NOMOXMUTENbHO
He TONBbKO Ha Pa3BUTUM BbIPa3UTeNbHbIX CPEACTB NPy NPOM3BOACTBE BMAEOPO-
NIVIKOB, HO TaKXKe Ha MPOrHO3MPOoBaHNY 3MEKTVBHOCTY PeKIaMHOro NPoaAyKTa.
BAvsiHMe TeXHONOrMYeCKNX MHHOBALMIA, 0CODEHHO BHEAPEHNE UCKYCCTBEHHOTO
MHTennekTa B cepy VIHTEepHET-MapKeTWHIa, akTUBHO UCCefyeTcs MHOMMK
POCCUICKMMN y4eHbIMU (CM., Hanpumep, CIoTKIH, 2024; Anranvesa, LLlankapbexk,
2024). 3Bontouns rpacdmyeckmnx cpeacts CG HanpsMyto BAMSET Ha BO3MOXHO-
CTW CO3AaHVs 3CTETUYECKM NPUBAEKaTeNbHOro BUAEOPSAA, YTO MPUMEHSETCS
CerofiHs B pa3nunyHbix hopmaTax Meamanpomykumnu. C Apyrovi CTOPOHBI, 4OCTYM-
HOCTb rpadmyeckrx NporpaMm C UCMNoNb30BaHEM HeMpoceTen ansa Wnpo-
KOro Kpyra nosb3oBaTteneii MeHseT CUTyaLmMio Ha PbiHKe AU3aiHEPCKMX YCAVT.
B VIHTepHeT-npocTpaHCTBe NpeanaraeTcs orpoMHOe KOMmM4YeCTBO 00yHatoLLmx
MacTep-KNaccoB ANs NPOABVIKEHUS CBOMX KaHanoB, 6/10ros, TOBapOB, rpynmn
B COLMAnbHbBIX CETAX U T. . C UCMONb30BaHMEM HOBENWIX TexHonornii M.

TpeTnii hakTop yCTaHOBKM Ha TpaaWLMOHHbIE LEHHOCTUN BAMSET MaBHbIM
06pa3oM Ha Tenepeknamy B naaHe CMeHbl JOMUHMPYIOWMX XPOHOTOMOB C UX
cneundryecKknM BolpasnTenbHbIMY 3neMeHTaMmn 1 reposiMu. OaHOM 13 TeH-
AEeHUWI pa3BUTKS KOMMEPYECKOW 1 COLMaNnbHOM peKnambl SBASIETCS TO, YTO 0be
3TV cepsl MCMONb3YIOT OAMHAKOBbIE MPUEMbI 1 CPEeACTBa, Hanpumep, 0bpasbl
1 CIOXKETbI, CO3/1aBaeMble AN KOMMePYECKnx OpeHAoB, MOryT MOMYTHO BbINO/-
HATb BaXHble COLManbHble 3aga4u. Kpome Toro, Maeonormyeckoe BosfeYeHme
noTpebuTenen aBngeTcs OAHON U3 camblX 3MMOEKTUBHbBIX MAPKETUHIOBbIX CTpa-
Terwm, 4To cneayeT 13 0630pa COBPEMEHHbIX MCCNEA0BAHNIA PEKIaMbI, MpUBe-
[OEeHHOro Hamu Bollwe. AHann3npya pexknamy 2005-2010 rofos, Mbl BblAeNANM
XPOHOTOM CTUAM3ALMMN KaK OMUHUPYIOLLNIA, KOHCTATUPYst TOT GakKT, 4To 3Ha-
4MMOCTb MUMONOrMYECKOr0 XPOHOTONA B 3TOT NEPUOA CHU3MACH, @ CBSI3aHHble
C HUM XPOHOTOMbI OMACHOCTW U KapHaBaNbHO-LYTOBCKOW Ha4Yann BCTPanBaThCs
B XPOHOTOMN CTUAM3aLMK. [TpOI0MKAET NN 3Ta TEHAEHUMS OCTaBaTbCs MPEXHEN,
NOSIBUAMCH X HOBbIE XPOHOTOMbI B MOCAEHee AecaTUaeTe Mo/ BO3AENCTBMEM
nepeyncieHHblx hakTopos?

LoMUHVpYOLMe XPOHOTOMNbI B OTEYECTBEHHOW peKsiame noceq-
Hero gecatuneTtus. OgHuM 13 Hanbonee SpKMX NPYMEPOB UCMNONb30BaHNS
XPOHOMONA CMUAU3AYUU NPEACTABASETCH 3BOMIOLMS PEKNAMHOW KamnaHuu
MObuIbHOrO onepatopa Tele2?, Hen3MeHHO KCNyaTVpPYIoLWEeN 3TOT NpUeM,
OT KOMUYECKMX ChILLMKOB U Maro31 A0 CTUAbHBIX COBPEMEHHbIX Cyrneprepoes
(puc. 1, a-B).

2 C4 ceHTa6ps 2024 roga — t2.
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Puc. 1 (a-B). dBoNIlOLMSA peKiamMbl MOBUIbHOIO onepaTopa Tele2?

3 VICTOYHUKM  M300paxeHnit:

https://www.sostav.ru/news/2008/08/27/net2/, https://www.

omsk.kp.ru/daily/26715/3741047/, https://sakhalinmedia.ru/news/848482/ (19.07.2024).
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XpoHomon cmuau3ayuu SBASETCS TMOPUAHBIM U KOMMIEKCHBIM, OH MOXeT
BK/ItOYaTb B Cebsi INeMeHTbl APYrX XPOHOTOMOB B 3aBMCKMMOCTU OT OpUTH-
Hana, K KOTOPOMY OTCbINAET NapoAMs. ITOT XPOHOTOM SBASETCS MOPOXAEHVIEM
MOCTMOAEPHMUCTCKOM 3CTETUKM, T. K. HEeM3DeXHO npegnonaraeT cMcTemy OTChl-
NOK 1 UATaT, KOTOPbIe AO/MKHBI BbI3BATh Y NOTPEOUTENS NONOKUTENbHbIE SMO-
uvn. OfHaKo CTUNM3aUWs OPYEHTHPOBAHA Ha TapreTUPOBaHHY0 ayauTopHIo,
MOCKO/bKY OTCbIIKM MOTYT He cpaboTaTb Yy MacCoBOro NoTpebuTens: Hanpu-
Mep, B ponuvke 2023 rofa Bnagenel, Maaoro NpeanpuaTns eaeT no nolbHOM
nycTbIHE B 3cTeTUKe PUnbMa «besymHbIi Makc», 3a OCHOBY APYr1X POMKOB Bbin
B3ATbl aHTYpPaX GUnbMoB «/nnto3ns obMaHa» U «<MaTpuiar. B kKakoM-To CMbicne
peknamHas ctpaterus Tele2 nowna Ha cBOeOOPa3HbIV PUCK, KapAMHANbHbIM
06pa3oM NOMeHsB repoes CBOMX PONNKoB ¢ 2020-ro, KOraa NMLOM KOMMNaHuK
CTanu aNeraHTHbIN ceaoBnachii MyxunHa 1 addekTHas bnoHanHKa. OfHako
ycrex npeB3oLlen Bce OXMAaHUS: camMmy MepCoHaxu CTany NpeaMeToM aKTUB-
HOro obcyxaeHns B couceTsax. /1loboNbITCTBO Bbi3Ban 06pa3 «CoOBPEMEHHOro
NeHC1OHepa», KaK ero No3uLMOHMPYIOT co3AaTeNnn peKnamsl, KOTOPbIN, CKopee,
COOTBETCTBYET MMUIXY MOAHOIO XMNCTepa. ITOT 0bpa3 oKasancs HacTONbKO
HeobbIYHbIM, YTO CaM MO cebe NprBeKaeT BHUMaHMe, Bbi3blBas Camble pasHble
peakuum — oT CUMNaTKK 10 pasapaxeHus (puc. 2).

Puc. 2. Peknama mo6unbHoro onepartopa Tele2*

* McTouHMK n3obpaxerus: https://tenchat.ru/media/2131626 (19.07.2024).
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Hanbonee achdeKTHbIM NPUMEHEHEM 31eMEHTOB XPOHOTOMNa CTUNM3a-
umuv ctan ponuk CoepbaHka, OAHMM 13 NepBbIX MPUMEHVIBLIMM HOBEMLLINE Tex-
Honorum ncnonb3oBarus deepfake cobecTeeHHo «/labopaTopuu Al» B pexkname
¢ XopxeM M1UnocnaBckim, YTo BbI3Bano bypHble 0b6CyKaAeHWs Nonb3oBaTenen
B ceTw. o ctoxeTy repoit hunbma fleorHraa fanaas nonagaet B 2020-1 v y3HaET,
4TO «COep» NpeAcCTaBAsSET LeNyo NMMNepuo: repoi efeT Ha MawmnHe «CUTrmMo-
61n», NpoBepsieT MeaMLUMHCKIE NoKasaTenu Yepes npunoxeHne «Cbep3popo-
Bbe», CyllaeT My3blky B «CHep3ByKe», Oka3biBaeTcs Ha KoHUepTe Niletto (puc. 3).
«[onoc MrUnocnaBckoro ¢ MOMOLLbIO MCKYCCTBEHHOTO MHTEANEKTa BOCCO3ana
«[pynna LIPT», koTopas BxoauT B akocucTemy Coepa. OBbIYHO A1 KA4eCTBEHHOMO
CUHTE3a peyn ¢ NoMolLlblo TexHonorun TTS (text-to-speech) HyKHO He MeHblle
20 4acoB peyn B 3anucK, HO Y KOMaHzbsl ObINO TONBKO YeTbipe MUHYTbI» (/Tnna-
HoBa, 2020).

Puc. 3. CioxeT ¢ Xopxxem MunocnaBckum B pekname C6epbaHka®

Be3ycnoBHO, B peknamMHoO NPOAYKLMYM 3a MOCNeAHee gecaTuneTe 3To
3KpaHHOE NPoMn3BeeHMe MOXHO CHUTATb OHWM W3 NYYLWKX, MOCKO/bKY CO3aa-
TeNu Hawnu naeanbHblii 6anaHc Mexay UCrnoib30BaHUEM 3/1EMEHTOB Ky/lb-
TYPHOrO Hacneans 1 COBPEMEHHbIMU TeHAEHLMAMM. 3eCb NOCTMOAEPHUCT-
CKMIA KanegocKon OTCbINOK paboTaeT 6e30TKa3HO Ha MACCOBYIO ayaUTOPUIO,
0[JHaKO Yy MHOMMX BO3HVIK 3aKOHOMEPHbIIA BOMPOC: «[1o4emMy BOp CTaHOBUTCS
AnyoM BaHka?». poHMs 3ak1o4aeTcs B TOM, YTO LWYTKY C peknamoln coepera-
TeNbHOWM Kacchl nprayman cam /1. faigaii: B unome «VBaH BacunbeBuny MeHseT
npodeccuto» MUnocnaBcKuii NPon3HOCKUA dpasy: «<XpaHuTe aeHbrn B coepe-
raTeNnbHOW Kaccer, 4Tobbl ybepeyb X OT BOPOB. B COBpeMeHHOW pekname 3Ty

5 VICTOYHUK 13006paxeHus: https://mediaheads.ru/blog/sber-snial-virusnyi-rolik-s-
ispolzovaniem-tekhnologii-deepfake (19.07.2024).
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WYTKY 0ObIrpanvt OCTPOYMHbIM 06pa3oM, 4To co3aaeT 3hPeKT MHOrOCNONHOM
npoHuu. MNepecedeHne NPoCcTPaHCTBEHHO-BPEMEHHbIX N1aCTOB 3AeCh MPONCXO-
AT B BOOOPaXeHumn 3puTens dyepes durypy Xopxa B UCNOAHEHWUW NobrMoro
MHOTVMU NOKONeHvsaMu flecHraa Kypaenesa, CreHepuMpoBaHHOTO C MOMOLLbHO
CG. MpumeyaTensHo, YTo NOA0OHbIE TEXHONOMMYECKME HOBLIECTBA He NPOCTO
NPWB/EKaIOT BHYIMaHWe NoTpebuTenel, Ho 3aCTaBNaoT MHTEPECOBATLCS CaMUM
NPOLIeCCOM CO3MaHsl IKPaHHbIX NPOW3BeAeHMI, KOTOPbIE CTAHOBATCS NPOPbI-
BOM B PA3BUTWM BbIPa3nTeNbHbIX CPECTB.

XpoHomon 6oeamcmea NpefcTaBneH B OCHOBHOM B COBPEMEHHOW
peKnamMHou NpoayKUMM 6aHKOB, CMBOMYECKM acCoUMMPYSChb C YCMELHbIMMU
nnMYHocTaMU. Tak, Anbta-baHk npurnawaeT U3BeCTHbIX LOYMEHOB, akTepos,
MY3bIKaHTOB, MpUBeKas BHMMaHVe NoTpebuTenein pasHbix BO3PACTHbLIX KaTe-
ropuii, — Hanpumep, 4onroe Bpems 6aHk pexnamupoan ViBaH YpraHT, 3aTem
B 2019 rogy ero cmeHun aktep Anekcanap letpos, 1 nesel bacrta ctan nvyom
Anbdbl € 2023-ro. Bce yalile reposMm peknamHblx KaMnaHunii ctaHossTcs VHTep-
HeT-bnorepsl: Tak, 3BeCTHbI bnorep Opuii yab* 6611 ambaccagopom Anbda-
BaHka ¢ 2018-r0, B peKnamHbIX PONMKax OH NpeacTasan To B PONN MACHMKA,
PasgenbiBatoLLero TyLy KOPOBbI, TO MIOTHMKA, 3aKONa4MBatoLLero JOCKK, an
CaflOBHWKa, NOACTPUratoWero useTsl. 3Ty Tpaguumnio npogomxmna 8 2023-m
neBnua VHcTacamka, cHAB ang Anbda-baHka knun Ha necHio «Anbda-Camkar,
r4e OHa AEMOHCTPATVBHO 3aBOPAYMBAET KEBATENbHYIO PE3VHKY B NATUTHICHY-
HYI0 KyMIOpY U 3asiBASET, 4TO «TPaTWT 6€3 TOPMO30B». [prneB NecHu 3By4HT TaK:
«[1a, 5 “Anbta-Camka” c kapTol Anbda-baHka, 5 Tpady 6e3 TOpMO30B. Y MEHS eCTb

v

KapTa, ¢ “Anbdoin” g 6oraTar.

___A Anbdba-bank

|

Puc. 4. Opuii lyab* B pekname Anbca-6aHka®

° cTouHuK n3obpaxenus: https://ru.pinterest.com/pin/576671927270433471/ (19.07.2024).
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OpraHun3auys BU3yanbHoro psifa B pekname Anbda-6aHka CTpouTcs Ha nog-
YEPKHYTO MUHMMANUCTUYHOW 3cTeTUKe. [ocKonbKy 6peHaoBbIM LBeTOM Anbdbl
ABNAETCS KPACHbIM, 4aCTO MCMONb3YyeTCs KpacHas 3anvBKa, Ha GoHe KOTopoi
aKTep NpeacTaBnseT baHk. LBeT cam no cebe nmeeT cunbHelillee BO3AencTame,
4TO MOATBEPHAAETCS MHOTOYUCAEHHBIMU UCCNEeA0BaHUSAMY B 0ONACTW Helpo-
NCUXONOMMW U IN3aliHa, a TakKe UCTOPUEN pa3BuTUs N306pas3nTeNbLHOro NCKyC-
CTBa. HecMOTps Ha TO, YTO KpacHbI — LBET OMacHOCTK, arpeccuu, ors (Cbicoesa,
2011, c. 148), OH ABNSAETCS TakkKe LIBETOM NVAEPCTBA, a B apXxanyecKnx KynsTypax
accoUmMvpoBancs ¢ NpasgHUKOM, TOPXKECTBOM, KPacoToW. B TeveHme nocnegHmx
HecKonbKux NeT Anbda-baHKk MeHsN A13aiiH CBOe NPOAYKLMK, B T. Y. 3TO OTPaxa-
N0Ch U B BUAEOPEKNaMe, HO KPacHbI LIBET OCTaBanCs HEM3MEHHbIM aTpUOYTOM.
MOHOXPOMHbI (DOH, FeOMETPYIS, MUHVMaNN3M — 3N1EeMEHTbI 3CTETUKM aBaHrapaa,
N03avMCTBOBaHHbIE 13 abCTPAKTHOW 1 KyBUCTUYECKON XMBOMUCH. Xy10MKECTBEH-
Hble MpUeMbl MOEPHY3Ma UCMONb3YIOTCS Kak Cnocob NpuBieYeHus Lenesoi
ayauUTOPUY, MaHUMYNSLMM MaCCOBBIM CO3HAHMEM U ero 3aK/odeHvieM B onpeae-
neHHble pamMku (CMMOHOBA, fleBlunHa, 2024, c. 45).

B BunaeoctoxeTax acTeTvka MUHVMManv3ma 13Ha4yanbHo bbina npucylla
pekname Anbda-baHKa: CTyaniiHas CbeMKa HUKaK He MacKmpyeTcs, HaobopoT,
NoAYEPKMBAETCS UCKYCCTBEHHOCTb OOCTAHOBKM. B MycTOM NpOCTpaHCTBe BO3-
HVIKaeT Kpecso, NMb0 CTOJ, 33 KOTOPbIM HAaXOAMTCS BedyLUMiA. Takas CTUANCTMKA
XapaKTepHa 415 BMaeobnoro., rae BHYMaH1e akLeHTUPYETCS He Ha BM3yarbHbIX
NAMNO3MAX CUMBONNYECKOTO MPOCTPAHCTBA, KUBOW ChbEMKM U1 T. 4., @ Ha NNYHO-
CTV roBopswiero. NcMXoNorM4yeckn Takas opraHn3aums NpoCcTpaHCTBa Bbi3bl-
BaeT accouymalmm ¢ NpoCTOTON, MCKPEHHOCTbLIO, AOBEPUTENbHOCTLIO. [puMe-
4aTenbHO, YTO CaMa KoHUenuwus 6oraTcTea B AaHHOM Ciyqae ByKBanbHO HUKaK
He BV3yanu3npyeTcs, a TONbKo 0ObIrpbiBaeTCs BepbanbHO B OCTPOYMHbIX CNO-
raHax: «lTomoxem pybuThb Mo NOAHOW» U «CKONBKO Tbl CTPWXelb? Kak cTpuib
oonbwe?» (2018).

OpnHaKko Takasl, MOXHO CKa3aTb, arpeccrBHas Gopma nponaraHfsl borat-
CTBa CMeHMMaCh Ha APYrol BEKTOP, HanpumMep, yxxe B 2019 rofly NosiBUACS CNo-
raH «He 3a 4To KpacHeTb» Ha KpacHOM oHe C A. [eTpoBbIM, a B 2023-M BO3HMKNA
HOBas KoHLeNuUus — «baHK A1a YMHbIX 1 CBOBOAHBIX KNMEHTOBY, ONULETBOpE-
HMeM KOTOopoWi cTan panep Bacunuii BakyneHko (bacTa). 3nech CHOBa akLeHT
[ef1aeTca Ha NMYHOCTHOM OMbITe, YTO BU3YaNlbHO pellaeTcs MUHUMANUCTUY-
HbIMW CpefCcTBaMU, Hanpumep, B ponrke 2023 roga B TeMHOTe NOABNAOTCA
o4epTaHus 3ana, 3pUTeNnei, 3aTem BbICBEUMBAETCS My3blKaHT, CTOAWMI Ha CLEHE,
KOTOPbI FOBOPUT NOCefHIo dpa3y Ha benom GoHe B KpacHOM KypTre. TakuM
obpa3om, BM3yanbHble CpefcTBa 34eck paboTaloT Ha co3AaHne 3HaKoBOro
XPOHOTOMA NMMYHOCTHOTO BHYTPEHHEro MPOCTPAHCTBA, YTO KaK pa3 OTKPbLINN
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XYAOKHUKYI-aBAHTaPAMCTbI: YEM MEHbLLIe BHELIHX Y3HaBaEMbIX NPEAMETOB, TeM
B bofblUel cTeneHr 0CBOOOXKAAETCA BOOOpaXeHMe.

Cbep ncnonssyeT bonee peanncTnyHble 06pasbl U B TEXHUHECKOM OTHOLLE-
HVM Bonee CNOXHble BM3yanbHble Npriembl. Tak, B peKNamMHOM POSVKe pexuccepa
TurpaHa bexarnoa 2023 roga rmasHbIM repoem cTan nesel, AHTOH benses, KaTa-
IOLMIACS MO HOYHOW MOCKBE, C1AS 33 POSiNeM M UCMOMHAS NecHto «byaeT BCé, kak
Tbl 3aX04eLlb»’ B HOBOM aparkMpOBKe. HaTypHas Cbemka CO3AaeT HEeMOBTOPUMYHO
aTMocdepy Meranonwuca, rae cobpaHbl pasnnyHble 3HaKOBbIE 3N1EMEHTbI APKON
CTOMMYHOW XIN3HW, KOrAa «rOPOA HUKOTAA He CMUT», NOCTOSIHHO HAaXOAWTCS B ABU-
XeHun. MoXHO CKasaTb, YTO XPOHOTOMN COBPEMEHHOMO ropofa BU3yanbHO HacTo
NpefcTaeT B peKnaMHbIX PONMKaX Kak HeYTO AVHAMUYHOe, COBPEMEHHOE, HO KOM-
opTHOe. Takoi 0bpa3 He COOTBETCTBYET apxeTuny ytoTHOro rHe3aa no I bawnspy
B KOHTEKCTe Tonodumu, a, CKopee, acCoLUMMPYETCS C XPOHOTOMOM 10POry, pas-
BUTUS, U3MEHEHWIA, MOePHM3ALIMN, 4TO AOCTUraeTCs Pa3nnyHbIMY BU3yanbHbIMU
npuemMamMu: KIMMOoBbIA MOHTaX, ABVIKYLLASCS Kamepa, KOMMbloTepHas rpaduka.

Takvm 06pa30oM, XpOHOTOM HOraTCTBa NepecekaeTcst C KOHUENTOM CBOOO/b,
B T. Y. NepefBMKEHNS UV HEOr PaHUYEHHOTo NoTpebnerus. OfaHaKo BM3yanbHO
3TO NPeCTaBNseTCs Kak cBobo/a BbIOOpa CBOEro NpefHa3HavueHus, BO3MOXHO-
CTel pocTa, OlLYUIEHNS MOAHOLEHHOCTY ObITUS U T. 1., TO €CTb BAXHbIX 3K3UCTEH-
LManbHbIX BOMPOCOB. [MPOUCXOANT He3aMeTHas NoAMeHa LieHHOCTel: cBoboaa
KaK BHyTpeHHee ollyllieHne, COCTOsIHME AyXa, KOTOPOe He 3aBUCUT OT BHELLHWX
06CTOATENBCTB, NPKBA3bIBAETCS K 0bNagaHmo 6aHKOBCKOM KapTolt. BoT 3aeck
1 BO3HUKAET KOHMVKT MUPOBO33PEHNI TPAANLIMOHHOW Ky/IbTYPbl, OCHOBaHHOM
Ha NPYHUMNAaX AyXOBHOIO Pa3BUTUS 1 AOMUHAHTbI HeMaTepuanbHbIX LIeHHOCTEN,
C 3aKOHaMK NoTpebuTenbckoro obuiecTea. Peknama, byay4n MHCTPYMEHTOM
KanuTanuCTUYeCKoM S3KOHOMUKIM, OOCNYKUBAET UHTEPECH! MaTepuanmcTmye-
CKOTO MUPOBO33PEHNS 1 NOTPEOUTENBCKON MUDONOTKK, MOITOMY Ha AaHHbIX
npuMepax Mbl BUAMM, KaK OHa NPO0/HKaeT CO3iaBaTb CBOErO poaa CUMYSKPbI
NOANVIHHBIX LEEHHOCTEN, MacKupys 1X pasHbiMu cnocobamu.

MywcKkol Unu KeHCKUU XpOHOMONs! U XPOHOMON CYaCMes He UMEET CMblCAa
pasfenaTb M paccMaTpmBaTh MO OTAENBHOCTH, MOCKOMIbKY HaMevaeTCa TeHaeH-
LM K UX CAVSHUIO 1 TpaHchopMaumu B obwmii xpoHomon cemou. TpaHcdop-
MauMs AOMUHAHTbI LEHHOCTY NMYHOW HE3aBMCUMOCTU 1 CaMOAOCTAaTOYHOCTM
B CTOPOHY 06pa3a ceMbi [OCTaTOMHO 3aMeTHa NPaKTUYeCKN BO BCEN peKIaMHOM
NPOAYKLUMN TOBAPOB MULLEBOW U BbITOBO NPOMbBILINEHHOCTU. SIPKUM NpuMe-
POM 3TOrO CUHTE3a XPOHOTOMOB MOXKET CAYXWTb OpeHf «[lana MOXeT», KOTOPbIi
POAMACS M3 COraHa, UCNob30BAaHHOTO KOMOMHATOM «OCTaHKMHO» B 2012 rody
ONs peknambl konbacHbix n3genuin. Yoke ¢ 2015 roga B peknaMHol KamnaHum

" MecHs AnexcaHapa LLieB4eHKO 1 rpynnbl «/lexa-Bio» C OAHOVMEHHOro anbboma 1997 roaa.
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CTaBKy peLnauv caenaTb Ha MyXXCKOW XPOHOTOM: IEMOHCTPaLMIO hU3MYECKO
cunbl, TeMy BpyTanbHOCTH, 3aA40pa M Kypaxa, HO C NPUBS3KOW K DYHKLMK OTUa
KaK rnaBbl ceMelicTBa. ITOT 06pa3 0CTAETCS aKTyanbHbIM Vi HEV3MEHHbBIM YKe
B TeYeHMe MHOTUX N1eT, MOCKO/IbKY OH NMPEeKpacHo BMMCHIBAETCS B CUCTEMY Tpa-
AVLMOHHBIX LEHHOCTEN, MOAYEPKMBAIOLLYIO ONPefeneHHyo nepapxmnto 1 pac-
npegeneHvie QyHKUMI B ceMbe. APKO BbIP@KEHHOE MYXXCKOe Havyano, KoTopoe
BHYLAET AOBEPME, OLLlyLIeHNe 3aLKThl U 3a00Tbl B KOHTEKCTE CEMbM BOCTpebo-
BAHO B COBPEMEHHOW Ky/bType Kak HuKoraa. Ha HayanbHOM 3Tane nponsBof-
cTBa pexnambl «[1ana MoXeT» co3paten nprberany K xpoHOTOMNy CTUAN3aLMN,
OTCblNas K TakKnMM KMHOMWAbMaM, KaK, Hanpumep, «Xpabpoe cepaue» (puc. 5).
HoBble ponnKK Yalle 06bIrpbiBALOT CLIEHbI 13 MOBCEAHEBHOW CEMEINHOM XIU3HU:
WKONbHbIe 0befibl, NOe3AKM B Noe3ae 1 Apyrve, rae nana (KynsTypucT) nbiTaeTcs
0by3naTb anneTuT CBoel ao4epu.

Puc. 5. Peknama npopaykumm koM6uHaTa «OCTaHKUHO» U3 cepum «Mana moxeT»®

YKeHCKMI XpOHOTOM, XapaKTePHbIN ANA peKknambl KOCMETUKI 1AW OAEXAbI,
BM3yanbHO CO3AaeT 06pasbl HEXXHOCTU, MATKOCTU, NEFKOCTH, B T. Y. C MOMOLLbIO
nacTenbHbIX TOHOB ¥ 0CO6Oro ocBelieHns. CambiM BOCTPEOOBAHHbIM B XKEHCKOM
XPOHOTOMNE SABNSETCS apxeTnn BeHepbl, KOTOPbIN BOM/IOWAET B cebe Takuve kade-
CTBa, KaK 4yBCTBEHHOCTb V1 KEHCTBEHHOCTb. O6pa3 cekcyanbHOM HIOHANHKY CTan
Hanbonee CTepeoTUNHbIM A5 PEKNAMHOV NPoayKLMI: Hanpumep, MonvHa Mara-
pUHa NpeacTaBnseT MHOKECTBO OPEHAO0B, SABAAACH B T. 4. aMbaccajopoM Komna-
Hvn Ozon. B My3blKanbHbIX PONMKaXx € yqacTviem larapunoit n AmMmntprs Manukosa
co3patenv UCNob30Bany 3/1eMeHTbI KapHaBaibHOro XpOHOTOMNA: TaK, BUAEOCHOKET
«pyKM-3arpebyKu» CTan MCTOYHMKOM N8 MEMOB. HenenocTb, rpoTeck, LYTOBCTBO
HepefKo ABNACTCA NPUEMOM NPUBIEYEHNA BHUMAHWS ayAUTOPUN.

& NcTouHuk n3obpaxenns: https://dzen.ru/a/ZqtLQS7ThZgoYTAAe (23.07.2024).
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Puc. 6. MonuHa MarapuHa B pekname komnaHum Ozon®

PexknamHble ponnku ¢ Amutpuem Harvessim gns MTC gonroe Bpems aKc-
NAyaTUPOBANK TEMY XKEHCKO-MYMXCKMX B3aUMOOTHOLWEHM B MUPOHNYECKOM
Kntoye. MapTHepwy Harrnesa MEHANNCH, HO HEM3MEHHO OCTaBaNUCh APKMMU
6noHAMHKaMM. TaKOW KEHCKNIA TUNaX He COOTBETCTBYET apxeTuny MaTepu,
KOTOPbLIA NPUHUMAKANBHO OTAMYAETCH N0 CBOUM (DYHKUMAM OT apxeTuna
BeHepbl unv Kopsl (Jesbr). ObLemrpoBas TeHAeHUMs nonynspraumm obpasa
CUNBHOW HE3ABUCUMOM KEHLLMHbI B KOHTEKCTE et GemMuHr3Ma Ao HegaBHero
BpeMeHM JOMUHMPOBANa B EHCKOM XPOHOTOME, HanpuMep, B peKname npo-
KNafoK napagoKcanbHbiM 06pa3oM CBSA3bIBANIOCh MCMONb30BaHNE ITUX CPEACTB
TUrMEHsI C naee cBoooabl.

OpHako ¢ 2024 rofja BO3HMKAET BCe OOMblUe TEHAEHUMI K TOMY, 4TOObI
cfienath CTaBKy Ha XPOHOMON CembU, BKIKOYAKOLMIA XDOHOMON CYaCMes Vi Takne
LeHHOCTM, KaK B3anMMOMoMollb 1 o6pococencTBo. MprMepoM MOXeT HbiTb
PEKNaMHbIN CUTKOM O COCefsx MO NECTHUYHOW KNEeTKe, CO3AaHHbIN Ans baHka
BTB. lfepon ponnkoB — 0bbIYHbIE MOAN, KUBYLLME B OAHOM [1OME, MPEACTaBs -
LiMe pa3Hble colranbHble 1 NpodeccroHanbHble Cou, HO MOCTOSIHHO MOMOrato-
wure apyr Apyry coBetamu. Vi3HavyanbHoO uaes cMTkoMa basvpoBanachk Ha napo-
AVPOBaHMM «OMOBBIX HaTOB», Mie YaCTO MPOVICXOASAT CCOPbI, OAHAKO peKnama
B JaHHOM C/ly4ae B3s/1a Ha cebsl B KaKOM-TO CTEMEHU BOCMUTATENBHYHO DYHKLMIO.
B LenoM MOXHO CKa3aTb, YTO XPOHOMON CeMbU B3YanbHO Harbonee nerko Boc-
Npov3BOANMbIV 1 3DMEKTUBHBIN C TOYKM 3peHUst 6€30TKa3HOro BO3AENCTBYS
Ha MaCcCOBYIO ayAMTOPUIO, MOITOMY OH 3aHUMAET CerofHs NANPYIOLLYHO Mo3u-
LM0 B PEKNAMHON MPOAYKLUMM.

 WcTouHuK n3obpaxerus: https://dzen.ru/a/Y2qLtMMYdQQQEFKS (19.07.2024).
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3AK/TIOYEHME

PaccMoTpeB Hanbonee sipKvie NpriMepbl 3BOMIOL/N Bblpa3nUTENbHbIX CPEACTB
B CO3[aHMM peKnamHoi NpoayKUMM NOCNEAHEro AecaTUAETUS, MOXHO caenatb
BbIBOf, 4TO MOA BO3AENCTBUEM TEXHONOTMYECKUX 1 MACONOMMYECKMX (haKTOPOB
HameTunach TeHAEHUMS K U3MEHEH MO XPOHOTOMMYECKMX AOMUHAHT. TpaHchop-
Malys B CMbICNIOBbIX aKLeHTax (MosiBNeHVE HOBBIX JOMVHUPYIOLWMX XPOHOTOMOB)
MNMEET COLIMOKYNBTYPHYIO (L@HHOCTHYO) Moaonneky, a hopmMsl (HOBOIO BM3yasb-
HOTo 0(hOPMAEHNIS) — TEXHNKO-TEXHONOMMYECKYIo fleTepMuHaLmio. OgHaKo BM3Y-
anbHble TEXHONOM MY NOKa He BAUSIOT KapAvHanbHbIM 06pa3oM Ha yCoXKHeHve
cneudhdeKToB — Hanpumep, He HabntoaaeTcs WUPOKOro NPUMEHEH s Aunden-
KOB, NMM6H0 rpaduKku, reHeprpyemMoit C MOMOLLbIO HEeMPOCeTel, No KpaliHen mepe,
B Tenlepexname, Ho MprieMbl 3TN MCMONb3YIOTCS B Ka4eCTBE IKCMepuUMeHTanbHbIX
cpencTs. besycnoBHO, HOBble BO3IMOXHOCTM CG MO3BONSAKOT CO34aBaTh BbICOKO-
KayeCTBEHHbIe MPOAYKTbI, 0COOEHHO B paMKax XpOHOTOMa CTUAM3aLMM, OfHAKO
VIHTepHeT-peKnama c ee HOBbIMU (hOPMaTaMU KaK raBHbIV KOHKYPEHT TeneBw3u-
OHHOW MHAYCTPUM, HA0BOPOT, YaCTO BAMSET Ha MUHMMaNN3aLMIo BbIPa3uTeNbHbIX
CPEeACTB. ITO NPOUCXOAMT MO NPUYMHE AENCTBUS APYrMX MEXaHU3MOB, 3aAelCT-
BOBaHHbIX B DYHKLMOHMPOBAHWUN HATUBHOMN W KOHTEKCTHOW peKnamsbl, KoTopas
[enaeT CTaBKy Ha AOBEPUTENBHOCTL. B pesynbTaTe, mMaBeHCTBYOLLEN TeHAEHLMEN
CTAHOBUTCS aKLEHT Ha XpoHOMone IUYHOCMU, BHYTPEHHEM MYpe, CBOOOAE, CamOo-
pa3BUTKW, 4TO He NnepefaeTcs BHeWHNMM obpasamu, NO3TOMYy M306pasmnTens-
HOCTb MOXET CBOANTLCS K MUHUMYMY, @ MOXET NMOAYEPKMUBATHCS NeMeHTaMu,
3aVMCTBOBAHHbIMU 113 APYrMX XPOHOTOMOB, HanpyMep, 4OPOry 1 NMyTeLecTBHS.
B KOHTEeKCTe YCTaHOBKM Ha TpaguUMOHHbIe LLeHHOCTY Havnbonee BOCTpeboBaH-
HbIM CTAHOBWTCSI XDOHOMON CeMbU, BKMOHAIOLLMIA B CEOS MEHCKIIN 1 MYXCKOI XPO-
HOTOMbI, @ Tatoke KOHLEeNT cHacTbs. OAHON 13 BaXKHEMLWIMX TEHAEHUMI Pa3BUTUS
KOMMEepPYeCKOW peKnambl CerofHS MOXHO CHMTaTb TOT (aKT, YTO OHa Npr3BaHa
BbINOMHSATH BOCMMTaTENbHbIE 3afa4v 1, Hapaay C CoUManbHOM pexknaMon, yqacT-
BOBaTb B POPMMPOBAHMM KyNETYPHO-LIEHHOCTHOTO KoAa.

*15 anpens 2022 roga Murtoct PO BHec FOpua [yas 8 peectp «CMU — nHoCTpaK-
HbIX areHTOB.
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