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MepnoANYHOCTb BbIMYyCKa — eXeKBapTanbHO.
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[ap-CTBEHHOIO MHCTUTYTa UCKYCCTBO3HaHNS, IHCTUTYTa KMHO 1 TenesuaeHus (TATP),
paHee ['YMaHWUTapHOro NHCTUTYTa TeNeBNAeHVA U pagnoBsellanng M. MA. JINTOBYMHA,
a TakKe ApYryX POCCUIACKIX 1 3apyDexHbIx By308B. [peaHa3HayeH Ans nccnegosarenei
3KPAHHbBIX MCKYCCTB WU CNeUVannCcToB-NPaKTNKOB TeNEBUAEHWNS, KMHO, PAANO 1 HOBBbIX

Meaua.

3naetca c 2004 r.

Muccma
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3KPaHHbIX MCKYCCTB U 3KPAHHOM KynbTypbl.

>KypHaﬂ 3aperncTpmpoBaH B MMHV\CT@DCTB@ no genam nedatu, TeneselladHna M MaCCOBbIX KOM-

MyHUKaLMI PO, CBUAETENLCTBO O perucTpaunm M Ne dC 77-75975

© VHCTUTYT KnHo 1 Teneswuaerus (TUTP), 2024



GITR Film and Television School

The Art and Science of Television 20 (4), 2024
Journal

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-9529-2024-20.4

Founder & publisher—GITR Film and Television School
Address—32A, Khoroshevskoe sh., Moscow 125284, Russia

Published quarterly.

The Art and Science of Television periodical journal is the actual issues of history, theory
and practice of digital media art.

It publishes results of scientific researches in the following disciplines: Cinema, TV and
Other Screen Arts; Theory and History of Culture; Sociology of Culture and Spiritual Life.
The articles are based on academic works of leading researchers of the State Institute for
Art Studies, GITR Film and Television School and other Russian and foreign universities.
The journal is addressed to researchers of screen arts and practicing specialists in the field
of television, cinema, radio, & new media.

Published since 2004.

Our mission'is

« to study the art of television in the context of related arts and sciences;

« to analyze the changes taking place in society and television;

« to predict the development of media industry and scientific knowledge in the field
of screen arts and screen culture.

The journal is registered with the Ministry of Press, Television Broadcasting and Mass Communi-
cations of the Russian Federation. Registration certificate M Ne ®C 77-75975

© GITR Film and Television School, 2024






PEAAKLMOHHASA KONNETUSA
M PEQAKLIMOHHO-3KCNEPTHbI COBET

Mpepcepatenn pepakLMOHHO-3KCNEPTHONO COBETA

« FOpuit Muxarinosuy /INTOBYMH — KaHA. MCKYCCTBOBEAEHMS, Mpodeccop, peKTop,
VHCTUTYT KHo 1 Tenesuaenus (TATP), yneH EBponelickoit kKuHoakaaemun (EFA),
Mockgsa, Poccus

FnaBHbIW pefakTop

« [puropwii Pachasnbesny KOHCOH — raBHbIi peaakTop, PeAakTop, A-p MCKyCCTBOBE-
AEHVS, A-p KyNbTYPOOr I, NPOMeCcop, AVPEKTOP Y4eOHO-HayYHOro LUeHTpa ryMaHu-
TapHbIX 1 COUMANbHbIX HAayK — NpeaceaaTent IKCNePTHOrO COBETA NO NyMaHWTapHbIM
1 COLMANbHbBIM HayKaM, 06pa30BaHio 1 Ky/sType, MOCKOBCKMIA GU3MKO-TEXHMYECKNIA
WHCTUTYT (HauWOHanbHbIM MCCNeA0BaTeNbCKIIA YHIBEPCHTET), MOoCKBa, Poccus

YneHbl pefaKLMOHHON KoNnernm

+ Onbra bopncoBHa XBoMHa — OTBETCTBEHHbIV CEKPETapb, PefaKTop, KaHm. NCKyc-
CTBOBefleHs, NPOhEeccop, COBETHYVK NPU peKTopaTe No Hay4HOoW paboTe 1 Mexay-
HapOAHOMY COTPYAHUYECTBY, IHCTUTYT KUHO v Tenesuaenuns (TUTP), Mockea, Poccus
« Papua PapMaHoBHa MexareBa — Ha4anbHVIK OTAENa Hay4HO-TEXHUHECKOM MHDOP-
Mauvn, MHCTUTYT KHo 1 Tenesuaenuns (MATP), Mocksa, Poccus

+ Mapvist AHaTonbeBHa Kasa4kosa — avizaitep, bosnbluas poccuidcKas SHUMKNONEAns,
MockBa, Poccus

« MapuHa dponosa-Yokep — PhD, npodeccop, Kembpumrcknii yHmsepcutet, Kem-
HpurmKk, Benmrkobputarms

PepakTop n nepeBoguunk
+ AHHa [NeTposHa EBcTponosa — nepesogyvik, Camapa, Poccrs

YneHbl pegaKLMOHHO-3KCNEPTHOrO coBeTa

« Enena AxkosnesHa bypaviHa — a-p dunoc. Hayk, npodeccop, Camapcknii rocyaap-
CTBEHHbIVI MEAVLMHCKII yHBepcKTeT MinH3apasa Poccuu, Camapa, Poccus

+ AHTOH AHaToNbeBMY [leHVKIH — KaHf. KyNsTyponornm, npodeccop, IHCTUTYT KMHO
n Tenesmpenus (MATP), Mocksa, Poccus

« ApTeM Hukonaesny 30puH — A-p GUNoN. Hayk, npodeccop, CapaToBCKMI rocyaap-
CTBEHHbIV yHMBepcuTeT nM. H.I. YepHbiwesckoro, Capatos, Poccus

« KatpnoHa Kennv — npodeccop, KemMbpumrcknin yHusepcuteT, Kembpuax,
Benvikobputanus

« Vinbs Bagumoswy Knpus — PhD in Media Studies, kaHanaat hrnonoruyeckmnx Hayk,
nccnenoBatens nabopatopuvt GRESEC YHuBepcuTeTa IpeHobnb-Anbnsl, MpeHobns,
PpaHumg

HAYKA TEJIEBUAEHUNA 20 (4), 2024 5 THE ART AND SCIENCE OF TELEVISION



« Mliogmuna bopricosHa KnioeBa — A-p MCKYCCTBOBEAEH NS, AOUEHT, BcepoccuincKkumin
roCyAapCTBEHHbIV MHCTUTYT KuHeMaTorpadum nm. C.A. TepacimoBa, Mockea, Poccus
« Onbra AnexkcaHaposHa /laspeHoBa — A-p WNOC. HayK, BEAYLMIA HayYHbIV COTPY/-
HVIK, VIHCTUTYT Hay4YHOW MHbOPpMaLmMy No OOLLECTBEHHbIM HayKaM POCCUMIICKON aka-
aemun Hayk (MHMOH PAH), Mockga, Poccus

« Bonbdranr MactHak — Dr.phil. Drrer.nat. Dr.rermed. Dr.sportwiss. Dr.paed. Dr.paed.
habil.,, npodeccop, MNeknHckniA yHBepcuTeT, MeknH, Kutait, npodeccop, yH1Bepcw-
TeT My3bIKN 1 UCMONHUTENBCKINX NCKYCCTB, MIOHXeH, fepMans

« HaTanss Hoak — PhD, . 0. npodeccopa, JopTMYHACKMI TEXHUYECKMIA YHBEPCU-
Tet, JopTMyHa, [epManna

« Anekcell tOpbesuny OB4apeHko — A-p GUN0N. HayK, AOLEHT, 3aBeaytownii kade-
APOVI NUHIBOANAAKTUKM 1 TECTONOM MU, POCCUICKIIN YHUBEPCUTET APY*KObl HAPOAOB,
MockBa, Poccus

« Hukonai Hurkonaesmy MogoCoOKOPCKUM — KaHa. MUAoM. Hayk, CTaplWnii Hay4HbIN
coTpyaHuK HNLL «[JocToeBCKMIA 1 MMPOBas KyAbTYpa» MHCTUTYTa MMPOBOW NnTepa-
Typbl M. A.M. Topbkoro PAH, nepsbii 3aMecTuTeNb MaBHOro pefakTopa XKypHana
«[loCTOEBCKMIA 1 MUPOBas KynbTypa» . Prnonorudeckuin xypHan, Bennkuii Hosropog,
MockBa, Poccus

+ Exatepnra BuktoposHa CanbHWUKOBa — A-p KyNbTYPONOTUW, KaHf,. NCKYCCTBOBEE-
HUS, 3aBedytoLnii CeKTOPOM XYAOMECTBEHHbIX NpobaeM MaccMeamna, [ocynapcTaer-
HbIA IHCTUTYT MCKYCCTBO3HaHMs, Mockea, Poccus

+ Onecs Butansesra CTpoeBa — A-p KyNETYPONOrvn, Kang. Grnoc. Hayk, npodeccop,
VIHCTWUTYT KMHO 1 Tenesuaenns (TUTP), Mockga, Poccus

« [puropwuii JleBoBUY TYABYMHCKMIA — A-p DUAOC. HayK, Npodeccop, HaunmoHanbHbIl
MCCNenoBaTeNbCKUIA YHIBEPCUTET «BhIClas WKONa 3KOHOMYUKW», CaHKT-MeTepbypr,
Poccua

« Enka YepHokoxera — Dr.Phil.Habil., coyupeantens v coTpyaHvk EBponeickol acco-
unaumn nceneposateneit kynstypsl (ERICarts Network), KenbH, fepmanis

« Wu U — noKTOp nefarornyeckrx Hayk, npoheccop, Hay4Hblli PyKOBOAWTENb 1OK-
TOPaHTYpbl 1 3amecTuTenb AekaHa LUkonbl meananaykun (LLKonbl )ypHanucTunkm),
Y/leH aKafeMmnYeckoro KomuTeTa, CeBepO-BOCTOHbIV Nefarorv4ecKmin yHUBepCUTeT,
HaHyuyHb, KnTtai, Hay4HbI pyKOBOAMTENb AOKTOPAHTYPbI MCKYCCTB, HauMoHanbHbii
YHUBEPCUTET KYNBTYPbI U NCKYCCTB MoHTonmK, Ynan batop, MoHronma

HAYKA TEJIEBUAEHUA 20 (4), 2024 6 THE ART AND SCIENCE OF TELEVISION



EDITORIAL COUNCIL BOARD

Chairman of the Editorial Council Board

« Yuri M. Litovchin—Cand. Sci. (Art History), Professor, Rector, the GITR Film and Tele-
vision School, member of the European Cinema Academy (EFA), Moscow, Russia
Editor-in-Chief

« Grigoriy R. Konson—Editor-in-Chief, Editor, Dr. Sci. (Art History), Dr. Sci. (in Cultural
Studies), Professor, Director of the Humanities & Social Sciences Center—Chairman
of the Council for Humanities & Social Sciences Research, Education, & Culture, MIPT
University, Moscow, Russia

Editorial Board

« Olga B. Khvoina—Executive Secretary, Editor, Cand. Sci. (Art History), Professor, Rec-
tor's Advisor for Academic and International Affairs, the GITR Film and Television
School, Moscow, Russia

« Marina Frolova-Waker—PhD (Art History), Professor, the Cambridge University, Cam-
bridge, United Kingdom

« Maria A. Kazachkova—Designer, The Great Russian Encyclopedia, Moscow, Russia

« Farida F. Mekhdieva—Chief of the Section for Scholarly-Technical Information, the
GITR Film and Television School, Moscow, Russia

Editor and Translator

« Anna P. Evstropova—Translator, Samara, Russia

Editorial Council Board

« Yelena Y. Burlina—Dr. Sci. (Philosophy), Professor, the Samara State Medical Univer-
sity of the Ministry of Health of Russia, Samara, Russia

« Shi Ce—Dr. Sci. (Education), PhD, Professor, Supervisor of the Post-Graduate Division
& Vice-Dean at the School of Media Science (Journalism School), Member of the Aca-
demic Committee, the Northeast Normal University, Chanchun, China, Supervisor in
Art Studies for Post-Graduate Students, the Mongolian National University of Arts and
Culture, Ulan Bator, Mongolia

« Anton A. Denikin—Cand. Sci. (Culture Studies), Professor, the GITR Film and Televi-
sion School, Moscow, Russia

« Catriona Kelly—Member of the Editorial Council Board, Professor, Cambridge, Cam-
bridge University

HAYKA TEJIEBUAEHUNA 20 (4), 2024 7 THE ART AND SCIENCE OF TELEVISION



« llya V. Kiria—PhD in Media Studies, Cand. Sci. in Journalism, Research Fellow, GRESEC
Lab, University Grenoble Alpes, Grenoble, France

« Ludmila B. Kluyeva—Dr. Sci. (Art History), Assistant Professor, the All-Russian State
S.A. Gerasimov Institute for Cinematography, Moscow, Russia

« Olga A. Lavrenova—Member of the Editorial Council Board, Dr. Sci. (in Philosophy),
Leading Researcher, the Institute of Scientific Information on Social Sciences (INION)
of the Russian Academy of Sciences, Moscow, Russia

« Wolfgang Mastnak—Dr. phil. Dr. rer. nat. Dr. rer. med. Dr. sportwiss. Dr. paed. Dr. paed.
habil., Professor, Beijing Normal University, Beijing, China, University of Music and Per-
forming Arts, Munich, Germany

« Natalia Nowack— PhD, Substitute professorship, TU Dortmund University, Dortmund,
Germany

« Alexey Yu. Ovcharenko—Dr. Sci. (Philology), Assistant Professor, Head of the Depart-
ment of Linguodidactics and Testology, the Peoples’ Friendship University of Russia
(RUDN University), Moscow, Russia

« Nikolai N. Podosokorsky—PhD (in Philology), Senior Researcher, Research Centre
“Dostoevsky and World Culture,” AM. Gorky Institute of World Literature of the Russian
Academy of Sciences, First Deputy Editor-in-Chief, Dostoevsky and World Culture. Phil-
ological journal, Veliky Novgorod, Moscow, Russia

« Yekaterina V. Salnikova—Dr. Sci. (Culture Studies), Leading Researcher, the State Insti-
tute for Art Studies, Moscow, Russia

« Olesya V. Stroeva—D. Sci. in Cultural Studies, Cand. Sci. (Philosophy), Professor, the
GITR Film and Television School, Moscow, Russia

« Grigorii L. Tulchinskii—Dr. Sci. (Philosophy), Professor, HSE University, St. Petersburg,
Russia

« Elka Tchernokojeva—Dr. Phil. Habil., Co-founder and Member of the European Asso-
ciation of Cultural Researchers (ERICarts Network), Cologne, Germany

« Artem N. Zorin—Dr. Sci. (Philology), Professor, the Saratov State University, Saratov,
Russia

HAYKA TEJIEBUAEHUA 20 (4), 2024 8 THE ART AND SCIENCE OF TELEVISION



HacToswum HayuHbIl XXypHan «Hayka TeneBugeHus» yBegomnser
YnTaTeNbCKYI0 ayaMTOPULO, @ TAKKE UHbIX UHTEPECAaHTOB O TOM, 4YTO:

OTMeYeHHble B laHHOM NepeyHe NviLa 1 OpraHv3almm BrMtoYeHsl MyuHucTep-
CTBOM toCTVUMW Poccuiickoin defepaliu B peecTp MHOCTPaHHbIX areHTOB:

» https://minjust.gov.ru/ru/pages/reestr-inostryannykh-agentov/
[esTENbHOCTb DUTYPVIPYIOLLMX B HACTOSILIEM CIMCKE UHOCTPAHHbBIX 1 MEX-
AYHAPOAHbIX HEMPaBUTENbCTBEHHbIX OpraHV3aumii NpraHaHa MuHucTep-
CTBOM tOCTMUMN Poccuitckor defepauny HexenaTenbHoW Ha TeppUTopun
Poccuitckont Gefepaumn:

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

OTMeYeHHble B IaHHOM NepeyHe N1ua v opraHmn3aumm BrIoYeHsl PocchiH-
MOHWTOPUHIOM B nepeYeHs TEPPOPUCTOB 1 SKCTPEMUCTOB:
» https://www.fedsfm.ru/documents/terrorists-catalog-portal-act

urypvpyioLve B cneflytoliemM Cmcke opraHmn3aumnn (B T. 4. MHOCTpaHHble
U MexayHapoaHble) BKItoYeHbl PefepansHol cnyxbor 6esonacHocTn Poc-
cniickont depepalnn B eanHblin defepanbHblid CIMCOK OpraHm3aunii, npu-
3HaHHbIX B COOTBETCTBUN C 3aKOHOAATENbCTBOM Poccuiickon depnepaliny
TePPOPUCTVHECKNMY:

> http://www.fsb.ru/fsb/npd/terror.htm

MaTepuansl, HbopPMaLVis O KOTOPbLIX NPpeacTaBfeHa 3MeCh, ABASOTCS IKC-
TPEMUCTCKUMU:
» https://minjust.gov.ru/ru/extremist-materials/

CBefieH Vst 06 0BLLECTBEHHbBIX OObEANHEHUSAX V1 PENVTNO3HbIX OpraHmn3aLmsx,
B OTHOLIEHMM KOTOPbIX CYIOM NMPUHATO BCTYNVBLIEE B 3AKOHHYIO CUITY peLe-
HVe O NINKBMAAUMM NN 3anPeTe AeATeNlbHOCTM MO OCHOBAHUSAM, NPeyCcMo-
TpeHHbIM PefepanbHbiM 3akoHOM OT 25.07.2002 Ne 114-d3 «O npoTreoaeit-
CTBUM 3KCTPEMUCTCKOW AeATENBHOCT WY, Pa3MelLeHbl Ha CaiTe:

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

C efHbIM PEECTPOM AOMEHHbIX MMEH, yKazaTenel CTpaHuL CaliToB B CETY
«MHTEPHET» 1 CETEBbIX aPECOB, NO3BONSIOUMX UAEHTUDULMPOBATL CaliThl
B CeTU «/IHTepHET», colepHalLx HMOPMaLMIO, PACNPOCTPaHeHEe KOTOPO
B Poccuiickolt defiepalivin 3anpeuieHo, MOXHO 03HaKOMUTbLCS MO CCbITKe:

» https://blocklist.rkn.gov.ru/
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https://minjust.gov.ru/ru/pages/reestr-inostryannykh-agentov/
https://minjust.gov.ru/ru/documents/7756/
https://www.fedsfm.ru/documents/terrorists-catalog-portal-act
http://www.fsb.ru/fsb/npd/terror.htm
https://minjust.gov.ru/ru/extremist-materials/
https://minjust.gov.ru/ru/documents/7822/
https://blocklist.rkn.gov.ru/

The Art and Science of Television journal wishes to inform its readership
and other interested parties that:

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

» https://minjust.gov.ru/ru/pages/reestr-inostryannykh-agentov/

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

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

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

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

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

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

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

» https://blocklist.rkn.gov.ru/
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VIHTepTekcTyalbHble CBA3N

Mexay drnbMamu «[1nkoBag gamay
[1. YapablHVHa 1 A. [1pOoTa3aHOBa,
onepow . YankoBCKOro

N VNNCTPaUMAMn A. berya

K noBecTu A. Tyl K1Ha

AHHOTaUMA. B CTaTbe aHann3vpyoTca MexaH3Mbl peLenymn Mmactepamn

HeMmoro KuHo M.V, YapasiHuHbiM 1 A.A. MpoTa3aHosbiM oneps! [1./1. Yalkos-

cKoro «[uKkoBas fama» 1 nanocTpaumii A.H. berya Kk nosectin A.C. NyWwk1Ha.

Llensto nccnegoBanHns CTano BoISBNEHVIE YHUKANbHOW NO3TVKKM YapabiHvHa

v [pOTa3aHoBa, a Takke XyA0KEeCTBEHHbIX 0OPa30B 1 CMbICTIOBbIX AOMUHAHT

onepsbl, KOTopble ObINM MNO-Pa3HOMY OCMbICNIEHbI U MHTEPNPETUPOBaHSbI

© Hayka MacTepamu B CBOUX GubMax. B kayecTse K1toYeBbIX MU3aHCLEH A1 cpaB-
TeNeBUfEHMA HUTENBHOMO aHaNM3a BbICTYNWAN NATb CLEH: «/1IeTHWI cagy, <MropHbIA oMy,
«Kazapma»r, «CnansHs rpadriHm» 1 «3MMHAS KaHaBKa». Hemanoe BavsHme
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Ha acTeTuky dunbma lNpoTasaHosa (1916) roga oxkasanu v MAMCTPaLMn
AH. BeHya, MHTepTeKCTyanbHYy0 PONb KOTOPbLIX AEMOHCTPUPYET hopMarns-
HO-CTUANCTUYHECKMIA aHaN13 CTOM-KafpOB 3KPaHM3aLmnm.

APTVIKYNNPYst NVBPETTO onepsbl B KavecTe GyHaamMeHTa cBoero Gurnbma,
HapablHWH, OAHaKO, B OCHOBY 06Pa3HO CUCTEMbl BBOAUT M300paxeHue
Tpex KapT, KOTOpble MNO3BONSIOT BbIIEPKNBATH KOHTEKCT MUCTUHECKOM
1 OMacHoW TalHbl, Norybuswelt repoes. MNpoTazaHos, NogobHO Halikos-
CKOMY, MAET MO NYTU YCNOKHEHMS NCUXONOrMYeCcKoro nopTpeta [epmaHa
KaK 0NMUETBOPEHMS SK3VCTEHUMANbHbBIX UCKaHWIA KynbTypbl CepebpsHoro
BeKa. YapablHWH pacnonaraeTt B NPOCTPaHCTBe UbMa CBOUX repoes
COMNaCcHO NPUHLMMY TeaTpanbHOM CleHbl-kopobKK, B TO Bpems Kak Mpo-
Ta3aHOB MaHWNyIMpyeT C NPOCTPaHCTBEHHbIM PACMONOKEHNEM repoeB
W WX AUCT@HUMPOBAHHOCTBIO APYr OT Apyra UAun, HanpoTUB, CKYYEHHO-
CTbl0, 4TO MO3BOASET emy creundryecKkn NCNoab30BaTh C NMOMOLBIO MOH-
Taxa nprem KBUNpPoKBo. KOMMIEKCHbIN NOAXOM K BY3yalbHbIM deMeHTam
bunbma no3eonun MNpoTa3aHoBy TPaKTOBaTh ApaMaTypriuto «[1MKkoBon
AaMbl» MHOTOrpaHHee.

KntouyeBble cNoBa: HTEPTEKCTYaNbHOCTb, pelentys, [Nikosas aama, Hap-
AblHUH, [1pOTa3aHOB, KOMMO3WLMS Kaapa, HEMOE KIUHO, [epMaH, xyaoxe-
CTBEHHbIV 0bpa3

BnaropgapHocTI: ViCCieloBaHMe BbINONHEHO NPV NOALepXKe rpaHTa PHO
AN Manbix HaydHbIX rpynn Ne 23-28-01577 «Pelienunsa My3blKasbHbIX NPaK-
TUK 11 ee penpeseHTaumns B BU3yanbHOW KybType BTOPOM NONOBMHbI XIX —
NepBOI NONOBKHbI XX BEKa.
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The Queen of Spades: Intertextuality
in Chardynin's and Protazanov's
silent film adaptations, Tchaikovsky's
opera, and Benois' illustrations

for the story by Alexander Pushkin

Abstract. This article analyzes the reception by Pyotr Chardynin (1910)
and Yakov Protazanov (1916) of Tchaikovsky’s opera, The Queen of Spades
(which is considered as an intertext of the films), drawing upon both the
opera and Alexandre Benois’ illustrations for Alexander Pushkin’s story.
The study aims to identify the two masters’ unique cinematic poetics and
how they interpreted the artistic images and semantic dominants of the
opera. Five scenes serve as the focus for comparison: “Summer Garden,”
“Gambling House,” “Barracks,” “Countess’s Bedroom,” and “Winter Canal.”
Benois’ illustrations significantly influenced Protazanov’s 1916 film, as
demonstrated through a formal stylistic analysis of its stills.

Chardynin’s film uses the opera’s libretto as its foundation but centers its
imagery on three cards, emphasizing the mystical and dangerous secret that
destroys the characters. Protazanov, like Tchaikovsky, delves deeper into
Hermann'’s psychology, seeing it as a reflection of the existential themes of
the Silver Age. While Chardynin employs a theatrical, box-set approach to
staging, Protazanov manipulates character placement—their detachment
from or proximity to each other—using montage to create a quid pro quo
effect. This visual approach allows for a more nuanced interpretation of the
drama.

Keywords: intertextuality, reception, The Queen of Spades, Chardynin,
Protazanov, frame composition, silent film, Hermann, artistic image
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BBEJAEHWUE

B coBpeMeHHOl ryMaHUTapHOW HayKe BO3pacTaeT Hay4Hbll nHTepec
K npobnemam pelenumn 1 MHTEPTEKCTYanbHOCTH B 06NaCTN MCKYCCTBA, YTO
BneyeT 3a cobol HeOOXOAMMOCTb YTOYHEHMS, @ BpeMeHaMmn — 1 nepecmo-
Tpa CYWECTBYIOWMX NPEACTaBAeHNI O XYAOKECTBEHHbIX SBNEHWSX MPOLINOTO,
B TOM 4WC/le — O HEMOM Meproae POCCUICKOro KiHemaTorpada. AKTyanb-
HOCTb HACTOSAWIErO NCCNefoBarVs 00YC0BEHa TeM, 4TO B (DOKYCE BHUMaHMS
aBTOPA OKa3bIBAIOTCH TBOPYECKME IKCMEPUMEHTBI MEePBLIX MACTEPOB KMHO 1./,
HapabiHnHa v A.A. T1poTazaHoBa, PACCMOTPEHHBIE C TOYKM 3PEHMA peLenumn
1 nocnenytollen penpeseHTaumm B AByx 3KpaHm3aumsx «[MMKOBOW gambl» Npo-
CTPaHCTBEHHbIX 1 ipaMaTyprityecKyix MpueMoB, UCMONb30BaHHbLIX B MPEMbEPHOM
nocTaHoBKe onepsl [1./1. HalkoBcKoro!, a Takxe unntocTpaumin A.H. beHya K nose-
cTn A.C. TlyWwK1Ha. B KayecTse npepgMeTa ncciefoBaHus BoICTyNaeT obpasHas
cncTeMa UIbMOB B KOHTEKCTE 0DLLIEro MHTEPTEKCTYanbHOoro nons «nMKoBon
AaMbl» KaK MPOU3BEAEHNS NUTEPATYPbI, My3blKiW, 1300Pa3NTENBHOMO NCKYCCTBA.
O6BEKT U3yvyeHUs — OfHOMMEHHbIE KMHOMPOM3BeaeH s YapasiHvHa (1910)
n MNpoTasaHoga (1916), 3apMCOBKM MU3aHCLIEH ONMEPHOro CreKTaKkns, onybnu-
KOBaHHbIe B EXXerofiHvKe MNepaTopcKmMx TeaTpos (1892), a Takke UAntocTpaumm
BeHya K v3naHuto noeecTy «Mkosas gama» MywkrHa (1911).

Llenbto sBngeTCa BbiABNEHVE NPEEMCTBEHHOCTH 1 HOBM3HbI BU3Yallb-
HbIX peLlenuii onepbl YalikoBCKOro «[1vkoBas Aama» B KUHOWCKYCCTBE HEMOTO
nepuoga. [laHHoe 0b6cToATeNbCTBO 06YCNOBUNO CefyoliMe 3agaym: crucTeMa-
TU3MPOBATb Hay4HbIe 3HAHWS O PeLlenunn MHTePTEKCTYanbHbIX CBA3el onepbl
«MukoBas fama» HalikoBCKOTO C KMHO3KPaHM3aUmaMu YapasiHHa 1 MpoTtasa-
HOBa; OCYWECTBUTb aHaN3 BU3YyaNnbHbIX UCTOYHNKOB — KafpOB 13 DUIbMOB,
MV3aHCLEeH onepsl v UAMOCTpauril beHya. MeTogonorus xapakrepusyercs
obpallieHnem aBTopa K CpaBHUTENbHOMY 1 MOPManbHO-CTUANCTUHECKOMY

! Peyb nfeT o nepBoii NocTaHoBKe onepsl «[1KkoBas gama» .M. HalikoBckoro Ha nnbpeTTo
M./, Yalikosckoro, cocTosBlelics B MapumHckom TeaTpe 7(19) gekabps 1890 ropa. OTgenbHble
MU3aHCLeHbl AaHHOV MOCTaHOBKY DbIAM 3ap1COBaKbl 1 MpefcTaBnensbl B 13aaHny «ExerogHuk
MMnepaTopcKyix TeaTpos. Ce3oH 1890-91». CI16., 1893.
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aHanu3y, NO3BONAIOWEMY PACNO3HATbL M MHTEPNPETUPOBATL MU3AHCLEHbI,
LEMOHCTPUPYIOLWME MPEEeMCTBEHHOCTb MPOCTPAHCTBEHHbIX U ApamaTypruye-
CKMX peleHnii nocTaHoBKY «[koBas gama» YaliKoBCKOTO 1 OAHOMMEHHbIX
vnbMoB HapabiHiHa 1 [1poTasaHoBa. B CBS3M C 04eBUAHOM AVHAMUYHOCTBIO
KnMHemMaTorpa®u4yeckon TKaHu Ans AOCTOBEPHOCTM MPOBOAMMOrO aHanmsa
HbINV MPEVMYLLIECTBEHHO VICMONb30BaHbI CTOM-KaApbl, KOTOPbIE, Ha Hall B3,
He TONbKO AEeMOHCTPUPYIOT cneundrKy NpOCTPaHCTBEHHbIX PeLleHI pexmnc-
CepoB, HO 1 Havbonee TOYHO COOTHOCHTCS C UMEWVMNUCS U300paXeHsMI
MOCTaHOBKM OMepbl.

B Ka4ecTBe KItOYEBbIX 15 CPABHMUTENBHOMO aHan13a BeICTYNWUAW NsThb
MU3aHCLEeH: «/IeTHUIA cafy, «MropHblin AoM», «<Ka3zapma», «<CnansHs rpadurHm»
1 «3UMHSS KaHaBKa», MOCKONbKY UMEHHO VX 3apPUCOBKM NPUCYTCTBYIOT B Exe-
rofHVKe VMMNepaTopCKMX TeaTPOB KaK BM3yalbHble UCTOYHMKYM NpeacTase-
HWI O CLLEHNYECKOM pelleHnn onepsl. HeCMOTPs Ha To, 4TO BbIBOPp MaTepuana
BbIHYKAEHHO OrpaHuyeH AaHHbIMY dparMeHTaMu, OHK, Ha Hall B3/, N03BO-
NS0T NPOAEMOHCTPYPOBATH KIOYEBbIe HTePTEKCTYaNbHble MOTUBbI KMHO-
DUNBMOB VI YIOBUTL YHUKaNBHbIE ANs HapabiHWHa v [1poTa3aHoBa apamatyp-
rM4yecKme peleHns?,

OTMETIM, YTO Hay4HbIE U3bICKAHVIS, KaCaOLMECs Pa3MNHbIX XY0MECTBEH-
HbIX aCNeKTOB orepsl YalkoBeroro «MrKoBas aamar, 06pasyoT eyt Nccneqosa-
TENbCKYH 0018CTb, OHAKO HOBU3HA HaLLEro Noaxoaa 00yC0BNeHa BHIUMaHVIEM
K POCTPaHCTBEHHOM ApaMaTyprity CLLEHUYECKOTO PeLleHs Orepbl, CoXpaHmnes-
Wwelcs B 3ap1COBKax U NO3BOMBLIEN 04eDTUTb MEXaHV3Mbl PELIEMNLMM 3CTETUKN
onepbl MacTepamu HeMOTO KUHO.

OB30P JINTEPATYPbI O PELLEMLMN OBPA3HOI CUCTEMbI
NMOBECTM MYLIKMHA B OMEPE YANKOBCKOIO
N SKPAHU3ALUMNAX YAPABIHUHA N MPOTA3AHOBA

CMbICNIOBbIE VI CTUANCTUYECKNE CABUTM B MCKYCCTBE, Havaslmecs
Ha pybexe XIX-XX BexoB, 00yCN0BMAN MNOWCKM HOBBIX CTPATEN aHanv3a xyao-
XKECTBEHHbIX MPOW3BEAEHNIA. Teopust MHTEPTEKCTYalbHOCTM B TOW UV MHON ee

2 OTAeNbHO NoAYEpPKHEM, YTO B AaHHOW CTaTbe, BBIMAY Pa3HOCTY HaNMCaHWUs UMEHW MaBHOro
repost B NoBecTH lNyWKmHa 1 B NMOPETTO onepbl, NpY 0OPaLEHNI K TEKCTY MOBECTU COXPaHEeHO
Hanucaxme «fepMaHH», Npy 0bpaLeHnn K TeKCTy NMbpeTTo — fepmaH. 470 kacaeTcs GuabMoB
YapablHrHa v MpoTa3aHoBa, COXpPaHeHO HamucaHne OfHOM «H» B COOTBETCTBMM C TUTPaMM.
B npvBOAMMBIX LMTaTax HanMCaHWe VMeHM repos COOTBETCTBYET aBTOPCKYIM BapyaHTaM.
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TEPMUHOMNOTNYECKOW KOHUENTYann3aLuun akT1BHO pa3pabaTtsiBanach B XX Beke
B TPYAax MHOTUX KPYMHbIX y4eHbix (M. baxTuHa, P. bapTa, t0. Kpuctesoi 1 ap.)
¥ OKa3anacb NPUMEHMMa 1 K MPOVI3BEAEHNSM 3MOXM MOAEPHa, U K Npou3Bese-
HWSIM, CO3aHHbBIM BO BTOPOI NOMOBMHE CTONETUS B 3CTETMKE NOCTMOAEPHN3MA.
PaccmaTtpurBas npeacTasneHus 06 MHTEPTEKCTYanbHOCTM B TPyAax XX BeKa, CoBpe-
MeHHbIN nccnegosaTens A. fyagy OTMEYaeT, YTO TEPMUH «MHTEPTEKCTYanbHOCTb>
«M0ApasyMeBaeT CyLieCTBOBaHVe B H0nee NO3AHeM TeKCTe NpeaMeTOB, TeM, TOMo-
COB, VAEONOT UM NPEALIECTBYIOLIEro TEKCTa M OTFONOCKOB €ro CTUANCTUYECKNX/
(bopManbHbIX 0OCODEHHOCTEN, TaKMX KaK aCreKTbl A3blKa, CTPYKTYPbI, XaHpa 1 npu-
eMOB (HanpumMep, CUMBOMVIKa, 0OPa3HOCTb, anso3nK, LMTaTbl, CCbIIKM, MPOHUS,
catupa, cTuav3aums, napoans 1 ToH)» (Guadu, 2023, p. 92). Takoe onpepeneHue
PaBHO aKTyanbHO W N5 INTEPATYPbI, 1 ANS «TEKCTOB» APYTNX UCKYCCTB, OCODEHHO
MIMEILLMX B CBOE/ OCHOBE NMTepaTypHble Mpou3seaeHns, Oyab To KuHemaTorpad
1AV onepHoe NMbpeTTo.

[NepCneKTVBHOCTb MHTEPTEKCTYaNbHOrO NOAXOAa JOKa3biBaeTCs 0OWMPHO-
CThtO 3CTETUYECKOTO U CMbIC/IOBOrO [AMana3oHa ssieHus. Tak, Ha CerogHsLLHNn
AeHb B Hay4HbIX Kpyrax pa3pabaTbiBaloTCs MPOEKThI, HanpaBfieHHble Ha aHanu1s
BO3MOXHOCTEWN MHTEPTEKCTYanbHOCTY MPUMEHNTENBHO K chepe 0bpa3oBaHs
(Bjork, lyer, 2023), coumanmzaumn 1 npobnemam «HenernTUMHON MHTEPTEKCTY-
anbHOCTW», T. €. HeKOPPEKTHbBIX LMTMPOBaHMI B cpefie MONoAabIx ydeHbix (O'Neill,
2024). ViccnepgosaTtensHua 13 FOxHoi Koper MumximA Vv nposena skcnepuMeHT
C n3mepenvem 3hMOEKTUBHOCTY NPUBAEYeHUS MHTEPTEKCTYaNbHOCTY ANs U3yYe-
HVS MHOCTPAHHbIX S3bIKOB MPK NPOCMOTpe MUAbMOB. [1poaHan3npoBas pesynb-
TaThl paboTkl ¢ POKYC-rPyNNow, OHa CAenana BbIBOMA: «Y4aCTHVIKM AOMYCTUAN Mano
OWWDBOK B cofiepyaTenbHbIx CloBax bnaroaaps MOHMMaHMIo KOHTEKCTOB, YemMy
CNocobCTBOBaNA MHTEPTEKCTYanbHOCTb» (Im, 2024, p. 9). 3TN TeHAEHUMM B Lie1oM
AEMOHCTPYVIPYIOT NoTeHUMan MccnefoBaHnii, HanpaseHHbIX Ha AeWNdPOBKY
PA3NUYHBIX KYNBETYPHbIX M 3CTETUHECKMX KOLOB B AVNCKYPCE MHTEPTEKCTYaNbHO-
cTu. OfHaKOo Npex e BCEro TeopUs MHTEPTEKCTYaNbHOCTU MPOAOIKAET aKTNBHO
NPUMEHSATBECA ANF MHTEPNPeTALMM XYAOKECTBEHHbIX TEKCTOB.

My3blka YaliKOBCKOMO B CUNY UMMaHEHTHbIX CBOMX OCODEHHOCTEN He pa3
npefcTasana B paboTax v oTevecTBeHHbIX, U 3apybexHbIX MCCnefoBaTeneit Kax
MHTEPTEKCT. TaK, aHanmn3upys «BHELWHIOK MHTEPTEKCTYaNbHOCTbY, NPOSBAEH-
HYl0 B OMepHOM TBopyecTBe Yarikosckoro, C.O. [bxapsuc fenaet BbiBoj: «TBop-
4eCTBO HalKOBCKOrO BKOYaN0 B CeOS MHOXECTBO JOPM OCO3HAHHOM paboThl
C Npoun3BeAeHUSMI APYTYX KOMMO3UTOPOB. Henb3s oTpuLaTh BaXHYH POsb,
KOTOPYIO OHM ChIrPani B TBOPHECKOM BAOXHOBEHVM KOMMNO3MTopa. OHM Cnocob-
CTBOBaNM GOpMMPOBaHMIO 0OPa3HbIX, MENOANKO-VHTOHALMOHHBIX UAEN, KOH-
CTPYKTWBHBIX, MHCTPYMEHTOBOUHbIX V1 OPKECTPOBOYHbIX MPUEMOB. (...) /THobKMbIMK
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Npoun3seaeHnsaIMY HankoBCKOTO Db Te, KOTOPbIE, C er0 TOYKM 3peHus, coaep-
Kanv VOeanbHYI0 Peann3aumnio Menoamn4eckoro 1 TemaTuyeckoro 06pasa, 3ano-
XKEHHOTO B ero Noaco3HaHum» (Jarvis, 2023, p, 79).

Cpefy CoOMMHeHM YaliKoBCKOTO VMHTepecytollas Hac onepa «[kosas
Aamar, Noxanyi, Hanbonee 4acTo NoABEPranach UCCef0BaTENbCKOMY aHanu3y
C MHTEPTEKCTYanbHbIX No3uunii. E.B. [loHoMapeBa, nccneays pUuTopu4ecKkmnii
aCneKT NHTEPTEKCTYaNbHOCTU «[TMKOBOW AaMbl» HalKOBCKOTO, MULWET: «...HaKT
TOro, 4TO Onepa YalKoBCKOro co3faranach Ha ocHoBe N1bpeTTo M. Halkos-
CKOTO NO OIHOUMEHHOK nosecT A. lNylWK1Ha, KoTopas, B CBOIO ovepefb, bbina
HanvcaHa No MOTMBaM CBETCKOrO aHeKaoTa, NpeanonaraeT SpKyto puTopuye-
CKYIO CUTyaUMto BO3pacTatollelt MEPHOCTY CEMMOTMYECKOrO MPOCTpaHCTBa.
Ee ycunusaeT v o4eBMaHasa “Tponosas” Npupoaa MHOCTMAEBbIX BKpanaeHuN
(K npvmepy, nacTopans “VICKpeHHOCTb NacTyWKK” 0bHapyKMBaET CBONCTBRA
METOHVMMW, a NeceHKa [pacduHy — meTadopsl)» (MoHomapesa, 2012, ¢. 16-17).
M.T. PaKy, npocnexnsas 1cTopuio TeKCTOB O POKOBOM KapTOYHOM Mpourpsbile
[0 HoBeNbl «CHacTbe Urpoka» flodmMaHa, roBOPUT O NPOSBAEHNY B COAEPHKAH NN
onepbl «POMaHTUYeCcKoro beccosHaTensHoro» (Paky, 1999, c. 19), 4To sBnsetcs
Ba)XKHOM COCTaBAsAOWLE/ BbIBOAOB MCCNeA0BaTENbHILE OTHOCKUTENBHO TPAKTOBKM
NYWKMHCKOW nosecTu HalikoBckunM. K nogobHomy Beisoay npuxoamnT v H.C. Cko-
POXOA, YTBEPHAAS, YTO «FeHNii HallkoBCKOrO 3aMMCTBYeT MYLWKUHCKUI CIOXeT
He ANs NPOAYKTUBHOMO AManora C Yy)KUM TEKCTOM, HeT, [YWKMH MHTepecyeT ero
Kak nnatdopma 15 BblpaXeHns COBCTBEHHOMO KOMMNO3UTOPCKOTO “s”: B onepe
PEWVTENBbHO YHUHTOXAETCS MPOCTPAHCTBO MEX/Y PAaCCKa34MKOM 1 PaCCKa3oM,
00 3TOM HUKTO He iyMaeT, oHO MelaeT. CO3AaeTCs faxe He Tpareamns — a Menog-
pama Poka» (Ckopoxof, 2013, ¢. 234). TakiuM 06pa3oM, B OTMEYEHHbIX KOHLEMUMSX
0bHapyX1BaeTCs COOTBETCTBYME ONEPHOM MHTepnpeTauny nosectn MywKmnHa
3CTeTUYECKUM TeHAeHUMAM KoHUa XIX Beka, xapakTepu3yloWwmMMIcs CrylueHmem
ApamaTr3ma B TPaKTOBKe CyAbObl MaBHbIX repoes.

MosiBneHvie cpasy ABYX KMHO3KpaHM3aUmWii «[TMKOBOW faMbl» B TedeHe
HebONbWOro NpoMexyTKa Bpemery (1910 1 1916 rofpl) He 66110 CyYariHbIM. s
Pa3BMTUS HEMOTO KHeMaTorpada y3HaBaeMOoCTb CIOXETOB Oblfa CyLIECTBEHHbBIM
(baKTOPOM MpUBNEYEHUS BHUMaHWS 3pUTeNbCKo ayanTopum. K.3. Pa3noros yKa-
3bIBa/ Ha 3HA4YMMOCTb 3TOMO aCneKTa: «<XapaKTepPHO, YTO MMEHHO B Nepuop Benu-
KOrO HEMOTO OCOBEHHO 3ae/ICTBOBaHbI MEXaHW3Mbl NPeABaPUTENBHOTO 3HaHMS
0 TOM, 4TO BYAIET paccKazaHo B hunbMe. 115 3KpaHM3aLmm 370 HbiNo 0CODEHHO
BaxKHO» (Paznoros, 2020, ¢. 53). B cBoWx BoCnoMMHaHUAX AA. XaHKOHKOB nucan,
4TO netom 1909 roaa B cene KpbinaTCKOM CHSAMM HECKONBKO KapTUH, CPEAM HIX
1 «[MMKOBYIO AaMy» YapablHVHA: «HCLEeHMPOBaNMCh 3TV NPON3BEAEHVS He LUenw-
KOM. Bblb1panmnch Havbonee BbIrpblHble CLUEHbBI 13 HUX, TPUYEM HE OCODEHHO
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3a00TUNNCE O CMBICNIOBOW CBSA3W MeXay 3TVIMI CLiEHaMW, BePOSTHO, B Hafexae
Ha TO, YTO 3pUTeNb He MOXeT ObITb He 3HAKOM C TaKMMV MOMYSAPHbIMU NPOVI3Be-
AEHNSMUN DYCCKON NMTEPaTypbl» (XaHKOHKOB, 2024, ¢. 40-41). HecMOTpst Ha peBe-
paHC XakKOHKOBa B CTOPOHY MTEPATYPHOTO NEPBONCTOYHIKA, HE CKPbIBANOCh,
4TO AOMUHMPYIOLMM CMBICNOBBIM SAPOM (hunbMa «[1KkoBas Aama» BCe xe CTano
nvbpeTTo onepsl. Tak, B duabMorpadum 13nanus «epsble rofbl pycCKo KuHe-
MaTorpacdun», cocTaBneHHow B.M. BrlHeBCcK1M, Apama YapasiHiHa hurypripyeT
Kak cHaTas «1o nosectu A.C. MNywkrHa 1 onepe 1. YalikoBCKOro» (XaHOHKOB,
2024, c. 148). Ynopobnss «[1koyio aamy» HapasiHrHa nonynspHomy B XIX Bexe
TUNY KNABMPHOTO nepenoxerns onepbl, AT1. IpyubiHOBa NuLWeT: «B Hem B BeCbMa
KpPaTKOM, HO eMKOM BapyiaHTe, CKOpee BCero, MpefcTaBneHtl 0COBEHHOCTM CLeHU-
4eCKOW MOCTaHOBKM, KOCTIOMOB, aKTEPCKOV UTPbl 1 A2XeE, OTHaCTU, TaHLEB NHTEP-
Meavin B TOM BapviaHTe, B KaKOM 3TO MOT BWAeTb YapabiHMH B onepe» (IpyLbiHOBa,
2020, c. 131). Tem cambiM, BapuaTuBHbIE 1 HEBYaVpyeMble HTEPTEKCTyanbHble
OTCBIIKM MMENI B KaKOM-TO CTEMEHM OTHOLEHME 1 K DEKTAMHOMY NPO/BIKEHNIO
bunbMa: TaK VM NHave 3pUTensCKas ayanTopys Morna bbiTb 3HaKOMa He TOMBbKO
C NMOBECTHLIO [NyWKIMHE, HO 11 C ONEPHbIMI MOCTAHOBKaMM, Y4TO CO3aBano onpepe-
NEHHYIO UHTPWTY 1 BNaronpusTHO BAVSNO Ha KMHOMPOKAT.

Mo OTHOWeEHWIO K MOTUBaM obpalleHus K «[11KoBoW Aame» [1poTazaHoBa
nccnegosatens K. XaliHoBa 3aMedaeT: «...Bepcus NoBecTu [NywKrHa YapasiHiHa
B OCHOBHOM OCHOBaHa Ha BTOPWYHOM VICTOYHMKe (onepe) 1 OTXOAWT OT OpUrk-
HaNbHOro TeKCTa (aenas ero HeBMAVMbIM NS HEMOCBSALEHHOTO 3puTens)... (.. )
MpoTa3aHoB MbITaeTCs NePeHecT U3BECTHbIV TEKCT B HOBYIO (DOPMY MCKYCCTBa,
Aenas akueHT Ha BEPHOCTM 1 TOYHOM OTODpaweHun nctopumny» (Hainova, 2019,
p. 104). B koHTeKcTe aHanmsa AaHHoro dunsma ®. BuncoH obpallaeT BHUMaHKe
Ha HameTuMBLIVEeCs B 061aCTV KMHOUCKYCCTBa CABUI: «BMECTO TOro, 4Tobbl che-
[0BaTb TUMWYHOW NPaKTVKe KUHOWHAYCTPUM 11 OCHOBbIBATHL DUABM Ha TeKcTe
onepbl®, B KOTOPOW NPOTaroHUCT [epMaHH CTaHOBUTCS OE€PXKMMbIM Maru4eCcKom
“TaliHoM Tpex KapT” 13-3a NoOBY K MONOAOW XeHLmHe /113e, [1poTa3aHoB Bep-
HYNCs K Npon3BeaeHnto MyWK1Ha, rae NocTynKamu repost ABMIKET xenaHune obmMa-
HYTb, pa3boraTeTb 1 MOBLICUTbL CBOM couMansHbli cTatyc» (Wilson, 2024, p. 53).
Onvpasch Ha NpYBEAEHHbIE LMTaThl, MOXHO OTMETUTb, HTO y4eHble obpaliatoT
BHMMaHVIe Kak Ha MomncKy [poTa3aHoBa B 061aCTV XyA0KECTBEHHOTO A3bIKa KNHO-
MCKYCCTBA W HTEPEC K YCIOKHEHWIO HAapPaTM1Ba, TaK 1 Ha YCUANBLUMECS TEH/AEH-
UMK K 3KpaHm3aLmmn COBCTBEHHO NUTEPATYPHbIX MPON3BEAEHNI.

Mpw 3TOM B Cly4ae NPOTa3aHOBCKON KUHOMHTepnpeTaumnn «1MKkoson
AaMbl» MOXHO OTMETUTH O0/Ee CNOKHYIO CUCTEMY MHTEPTEKCTYalbHbIX CBA3EN.

3 B TBOpYeckoM Hacneauu YapabiHuHa Kpome «[TMKOBOW Aambl» MOXHO OBHapyXWTb elle
unbmbl «Hapopeiika» (1909) v «EBrenunii OHervn» (1911), Takke CBA3aHHbIE B Ka4ecTBe NCTOY-
HVIKa CloxeTa € onepamyt HaliKoBCKoro.
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P.N. Cobones KoHCTaTnpyeT: «Bbinycky dunbma [[1poTazaHoBa. — B. 3.] npeawe-
CTBOBaNO peKnaMHoe U3aHue, B KOTOPOM MrpMa coobliana o TOM, YTO aBTops|
1nbMa B TOYHOCTM NMPpUAEPKUBaNMCh TekcTa MyLK1Ha, 0TKa3aBLWyCh OT Clefo-
BaHWs 3a OAHOVIMEHHOM orepolt YalikoBCKOrO. 3TO He COBCeM BepHO. [poTasa-
HOB, ABASBLIVICS aBTOPOM CLieHapWs 1 NOCTaHOBLLMKOM (hU/bMa, VCMOoNb30Ban
He TONBbKO MOBECTb, HO M HEKOTOPLIE MOTVIBBI IOOVIMON VM OMepbl HaiKoBCKOro»
(Cobones, 1961, . 91). O./1. /IeoHMAOB TakkKe OTMEYAET, YTO Ha co3faHue dunbma
poTazaHoBa BOOXHOBASNN M HTEpeC K TeaTpalbHbIM paboTam berya B Mockos-
CKOM XylOKeCTBeHHOM TeaTpe’, 1 NtoboBb K TBOpYecTByY MywKrHa 1 onepe Yain-
KOBCKOTO. B 4aCTHOCTW, McCnefoBaTenb NMLIET O NOCTaHOBKeE Ornepsl B bonbwom
TeaTpe B vHTepnpeTaumn anpwxepa C.B. PaxmaHnHoBa (1904), KOTOpYIO, Kak
M3BECTHO, PeXCcep NOCETUN HEOAHOKPATHO: «[TOKNOHHIK POMaHTNYEeCKOro
nachoca 1 N1Mpr3Ma BENVKOrO PYCCKOrO KOMMO3MTOPa, PaxMaHVHOB, Kak gnpu-
xep, “KpynHbIM MAaHoM” BbIAENS “CUbHbIE CTPaCTU 1 OTHeHHOe BoobpaxeHue”
epMaHHa, KOTopble MOA BAVSHWEM aHeKaoTa O Tpex KapTax CTanu HaBs34MBOY
naeen, bespaccygHor ofepRUMOCTbIO Heoby3aaHHoro Boobpaxerys. Onepa
3By4ana, kak coH...» (/leoHnaos, 1957, c. 94).

Taxas MHTepnpeTauys 1 co3By4HOe KynbType CepebpsHoro Beka npoyTe-
HVe NoBecTu, 6eCCMOPHO, HE MO0 He MOBAKSAThL Ha HamnpaB/eHue Xy10KeCTBeH-
HbIX MOMCKOB [1poTa3aHoBa, TaK e KakK 1 ellle OfMH CMbICNIOBOM MOTUB OMepbl.
Kak 13BeCcTHO, OAHOM 13 3Ha4VMbIx TpaHCchopMaumMii NOBeCTU MyWKrHa B Npo-
M3BeAeHV HalKoBCKOrO CTan NepeHoC BpeMeHy AeNCTBUS 13 NepBo TPeTH
XIX Beka B anoxy ExkaTepuHsl Il (cM. noapobHee: ConoBLoB, 1954, ¢. 17; lacna-
pos, 2009, c. 188). lNpun 3ToM b.M. lacnapos 3ameyaeT: «[1py 4TeHun NnbpeTTo
CABUIT BPEMEHHbIX C/TOEB MOXKET NOHayany nokasaTbCs Cy4aliHbIM, BO3HUKLLIMM
no HenocMoTpy®. OfHaKO My3blKa HagenseT Kaiaslii M3 MOBeCTBOBATENbHbIX
aHaxpOHVI3MOB OMNepbl CUMBOMYECKMM CMBICAOM. (...) MICMONb3ys MOTUBbI, KOTO-
pble TO ¥ AeN0 NPOCTyNatoT BO BCEX CI0SX BpeMeHU, HallKoBCKMIA 3acTasnseT
MX 3BY4aTb KaK MHOTOKpPATHOE 3X0 ApYr Apyra. My3bikanbHOe BbiCKa3biBaHue
HVIKOrAa He NepecKaknBaeT B APYryto BPEMEHHYIO cpeay 6e3 coxpaHeHus cre-
[0B VIHbIX BpEMEHHbIX CNI0EB, Y)KE MOSBASBLIMXCS B PACCKa3e, UMW NPeaBKyLIeH s
TeX, KOTOPbIM TOMBKO ellle NPeacTonT NosBuTLCs» (facnapos, 2009, c. 194). EcTe-
CTBEHHO, MepeHoC AENCTBIS B UHYIO 3MOXY Hallen OTPaXEeH e B XyAOKECTBEHHOM

4 B 1915 1. B MXT 6bin nocTasneH «[MyLWKMHCKMIA CNeKTakNb», COCTOAWMIA 13 Tpex «ManeHbKmx
Tpareanii» — «KameHHbIn roCTby, «[1vp BO Bpems HYymsl, «<MouapT 1 Canbepu». beHya BbICTynan
He TONbKO B Ka4ecTBe XYAOXHIIKa, HO 1 B Ka4ecTBe pexumccepa NoCTaHoBKM (Npu ydacTum Cra-
HWUCNABCKOro 1 HemmnpoBswya-flaH4eHko).

° «Pa3bpogy BO BpeMeHHOM YCTpolicTBe N1bpeTTo» b.M. [acnapos nocssuiaeT oTAeNbHYIO0 Ma-
BY CBOETO VICCNEA0BAHNS, KOTOPas MMEET 3HaMeHaTeNbHOe Ha3BaHye «3abnyavBLMACS B CUM-
BONMYECKOM FOPOAE: MHOMKECTBEHHbIE XPOHOTOMbI B “TM1MKOBOM Aame” HalikoBcKkoro» (facnapos,
2009, c. 189-190).
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odbopmneHnn dunsma HapasiHiHa (Kak aKpaHmM3aLmMy onepsl), B TO BpeMs Kak
MpoTa3aHoB coxpaHseT aTMocdepy MyWKMHCKOTo NpoviseaeHns. OaHaKo, XoTs
C TOYKYM 3peHus cioxneTa poTasaHos cnefyeT TeKCTY NoBeCTM MNyLWK1Ha, OH Bce
Ke MCMONb3YeT MUDOMOITUNECKME HAaXOAKM Onepsl ANs NOCTPOEHUS BK3yalb-
HOW apamaTyprium cBoero dunbMa. B 4acTHOCTY, Kak NoapobHO byaeT noKasaHo
no3xe, xoTa B MUAbME NPaKTUHECKM OTCYTCTBYIOT MPsAMble BU3yasbHble UMTaT
CLUEHMYECKNX PeLleHIIA OMepsl, COXKHas BK3yanbHO-BpeMeHHas UHTepnpeTaums
«MpOoLWNoro» (MonoaocTs paduHm) 1 «<HaCTOSLLEro» MOCPEACTBOM MapaniebHoro
MOHTaXa COOTHOCSTCS C My3blKabHOM ApaMaTypriiein HakoBCKoro.

Bansocts [poTasaHoBa onepe MOXHO 3aMeTUTL 1 B TPAKTOBKeE XapaKTepa
[epMaHa — CNOXHOIO 1 HEOAHO3HAYHOrO. B TBOpYeCKoM Coto3e ¢ V. Mo3xyxu-
HbIM peXMnccep co3nan MHOMOTPaHHbI MHTEPTEKCTyanbHbI 06pa3 rasHoro
repos.. No3sonunm cebe cornacnTbes ¢ BoiBogomM B.C. KonoasxHoi: «CTunn-
CTVYecKre YepTbl N3006pa3nTenbHoOn GOPMbl KapTUHBI BO MHOTOM Omnpefens-
t0TCS OCODEHHOCTAMM TPAKTOBKYM 0bpa3a [epMaHHa. fepmanH dbunbMa bavxe
K lfepMaHHy onepbl — CUABHOMY YENOBEKY, OXBaYeHHOMY daTanbHOM CTPacTbo
K nrpe» (KonoasxHas, 1957, ¢. 107). Ha BaXXHOCTb MCUXONOrMYeCcKol npopa-
HOTKM xapaKTepoB yKa3blBaeT v JleoHnaoB: «[1poTa3aHos B8 “[NvkoBoi fame”
BO MMaBy yria CTaBuT “NernKy xapaktepa’, nepefady NCUxXonorim nepexmsaHmii
repoes unbMa, NpUYeM AOCTUraeT OH 3TOTO He TONbKO NPU NOMOLLY aKkTep-
CKOMO MCMOMHEHMS, HO 1 C MICNONb30BaHWEM BCeX CPEACTB KHemaTorpaduye-
CKOW BbIPa3nTeNbHOCTY — CMeHbl M1aHO0B, PaKkypCoB CheMKM, CBETA, MOHTaxa.
B LeHTpe KMHOKapTUHbI — He CODbITHE, @ YeNOBEK C ero CIOXKHBIM AYXOBHbIM
MWUPOM, C €ro CTPacTsMu, NOpbIBaMU, BHYTPEHHWUMU MOHONOraMW» (/leoHna0B,
1957, ¢. 97). OT4acTv 3TV XapaKTepHble A5 MCKYCCTBa Havana Npownoro crone-
TV YEPTHI 1eXaT B OCHOBE MUPOBO33peHus CepebpsHoro Beka, 4To, 6eccnopHo,
Haxoamnn0 OTKANK Y MacTepoB HEMOTO KiHemaTorpada, Ho HEManoBaxHYyio Posb
nrpan 1 cam UCXoAHbIA MaTepwan.

Tak, T. CepreeBa 3ameyaeT, 4To B nosectn «[KoBas aama» 1 durype lep-
MaHHa «...CNNennch MOYTN BCE OCHOBHbIE MYLIKMHCKME MOTUBSBI... OH youn, HO
KOCBEHHO, CaM TOro He xenas. B Hem norub noaT (cnucas nepsoe NobosHoe
MWCBMO M3 KHKKM, CAEAYIOLIME COYUHSAET CO CTPACTHOM, MO3TUYECKOM BAOXHO-
BEHHOCTbL10). Ben NobOBHYIO MHTPUTY, He NS, YMEP 3a)XM1BO, NOTrPY3MBLINCH
B aa 6e3ymus» (Cepreea, 1999). MNMoxoxwe naen Boickassiaet U C.A. MapTbs-
HoBa: «B cBoein noBecTn MyWwKMH 3abKCMpPoBan rMyObUHHbI aHTPONONOrYe-
CKUII KpU3WC, YPEBATbIN NOKaNbHBIMY CPbIBAMU U TMYHOCTHbBIMU KaTaCTPOMamMu.
(...) TaK1M e ManeHbK1M 3epkanom MUPOBOro TeaTpa CTana v netepbyprexkas
noBecTb MyWwK1Ha, NpeaBapsatoLlas MUCTEPUIMHOE CoaepxaHne pomaHos [JocTo-
eBcKoro o bopbbe bora v apbsiBona B cepfaue Yenoseka» (MapTbsaHosa, 2014, ¢. 56).
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O mybuHe obpa3za [epmarHa nuweT 1 kuHosen /1.A. 3aiiuesa: «...fepmatH MpoTa-
3aHoBa U MO3Xyx1Ha — He BUHTVIK B MaxoBuKe ciTyaunu. OH BEpUT He CTONBKO
B NYWKNHCKN-NPU3PaYHOe Yyao, CKONbKO B PACKOIBHUKOBCKOE “NPasBo vmeto”. ..
O6pas [epMaHHa Ha 3KpaHe kak byaTo yBuaeH masamu [1ocToeBCKoro, HanuTaH
naesmu Huuwe» (3anuesa, 2013, ¢. 60). Kak Mbl BUAMM, B 0bpase reposi 3anoxeHsl
KntoyeBble hrnocodekre NpobnemMsl BpeMeHu, CIOBHO CYMMUPYIOLLME SK3UCTEH-
UMaMbHbIE MCKaHMS YeNoBeKa, CMBIC/bI, KOTOPbIE IKCMOHEHTaNbHO Pa3BrBanch
NO VIHTEPTEKCTYaNbHOM Lienoyke OT NoBecTy [yWKrHa K onepe YalKoBCKOro,
BOM/OTUBLWNCH B CJIOXKHbIN XapaKkTep NpOTa3aHOBCKOro [epmaHa.

Y10 KacaeTcs dunbMa HYap/aplHrHa, 3[1eCh YCCNeoBaTeN 0TMEeYatoT Npo-
TVBOMONOXKHYIO TeHAeHLMI0. CONOBLOB BbIAENSET He3aypsHOCTb MYWKVHCKOTO
repost U CUITy Ka4ecTB, «ONMLETBOPEHHbIX B €0 00pase: KopsICToNtobus 1 cebsnto-
6us. ITW CBOMCTBa, MPW CTPACTHOWM HAaCTOMYMBOCTW, KPEMKOM BOMe 1 Henomep-
HOM YecTontobum fepMana, MUK ero efsa N He BCexX MCTUHHO YeN0BeYeCcKux
KayecTB» (ConosLoB, 1954, c. 13). Mexay Tem, YalnKoBCKMIA O CBOEM repoe nucan
TaK: «...Korpa folen Ao cMepTu fepMaHa v 3akMoYnTeNsHOro Xopa, To MHe 0
TOrO CTas0 *anko fepMaHa, 4To s BAPYr Havan CUbHO Nnakats. (...) OkasbiBaeTcs,
4To [epMaH He ObIN 415 MEeHs TONBKO NPEeAIOroM NUCaTh Ty UK APYIYIO My3blKy, —
a BCe BPEeMs HaCTOSLLVM, KMBbIM YENOBEKOM, MPUTOM MHE O4YeHb CUMMATUYHbIM»
(Harkosckumi, 1997, ¢. 319). Y HapablHKHa xapaKTep repos, Ha Hall B3rnsd, nosny-
4aeT MOHOMUTHYIO MPOPUCOBKY, B aKTEPCKOM NNACTIKE BOMNOLEHbI OAEPKMMOCTb
fepMaHa TallHOW KapT 1 ero cchoKyCMPOBaHHOCTL Ha 0OOTallEHN, YTO POAHUT
ero MHTepnpeTauwio B hunsmMe ¢ nosecTbio MywKrHa.

CyMMIPYst MHEHWS UCCaefoBaTeNel, pestoMIpyeM, YTO KUHOWHTEpNpeTa-
uMst HapabiHHAa, ONMpasich Ha NMOBPETTO Orepbl HaliKoBCKOro, HAaCeAYeT 1 BI3y-
anbHble ee AOMIUHAHTLI, HO TpaxTyeT 0bpa3 [epmana B fyxe nosectv MNylKnHa.
dunbM ke [poTa3aHoBa, N5 KOTOPOro onepa bbina N1k OAHUM V3 UCTOYHUKOB
BIOXHOBEH WS, BOVPAET B CeOS KNtOHeBble VMMYNbChl ICTETUKY POMAHTV3Ma, CUM-
BONM3Ma B X MIIOCOMCKOM NPOTUBOPEYMIA C PALMOHANNCTUHECKMY UHTEHLI-
MK HOBOTO BpeMeHH.
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PELLEMLUSA OMEPbI YAMKOBCKOIO
B MPOCTPAHCTBEHHbIX PELUEHUAX
YAPJbIHWUHA U TPOTA3AHOBA

JInbpeTTo onepsl «[1MKoBas AaMa» HayvHaeTCs C NPOryaKyM B /leTHeM cagy
(puc. 1, neBas KONOHKa), KOTOPYIO y3HaBAEMO BOCMPOVI3BeN B NEPBOI CLiEHe CBO-
ero duneMa YapasiHuH. MNpur aToM pexnccep 06beanHUn B OAHOM MU3aHKaape
NPOTYKY M UFPY B KapTbl, Ha KOTOPOY COCPeOTOYEHO BHYMaHME MONOALIX NOAEN
1 3@ KOTOPOI HanpshkeHHO HabnofaeT fepman. Takoe BM3yanbHoe pelleHne
MO3BONMO «OKATh» NOBECTBOBAHME 1 COEANHUTB PAa3NvYHble NNAcTbl UCTOPKY,
NpefcTaByB 3pUTENIO ee KNtoYeBble MOTHBbI. OlePKMMOCTb fepMaHa KapTO4YHOM
1rpoi (o0 KOTOPOK B OMepe roBOPST W KOTOPYIO B ubMe Mbl BUAMM) 1 BCTPeYa
¢ JInzoli 1 MpadnHel BO BPEMS YMHHbBIX HECMELWHbIX MPOryNoK B NPOCTPaHCTBE
JleTHero capa AMKTyeT apamaTypriyecKyto TpaekToputo drnbma. B Lenom Hactpo-
€HWe CLeHb!l 1 ee pa3BuTMe COOTHOCKTCS C 1-/1 KapTUHOM 1-ro AelicTBIMS onepsl.
MepBbii pa3 [epMaH OTBAEKAETCS OT Urpbl NpK NosBAEHUM /136l U Eneuroro.
B 3TOT MOMEHT ero NopbIBKCTbIE ABMIKEHVS AEMOHCTPUPYIOT BAIODNEHHOCTb
1 BOMIHEHME OT NPUCYTCTBMA ConepHMKa. Ho ropa3ao bonble fepMaHa 3anHTe-
pecyeT [paduHs. [prBneveHHsle ee NOSBAEHVEM, UTPOKM OCTAaBAAIOT CBOE 3aHs-
TE N aKTUBHO BK/OYAKOTCH B CNAETHM O MUCTUYECKOM 3HaHWM CTapyxi. C 3TOro
MOMEHTa pPexmnccep ABHO NMOKa3biBAET, YTO BHUMaHWe NPOTaroHNCTa Nepexto-
YaeTcs Ha [padyiHio ¥ KapTbl. B oTanvme oT 6onee NPOCTOPHOTO CLEHNYECKOro
NPOCTPaHCTBA, MPaH1Lbl Kagpa NpeaenbHO OrpaHuYeHsl, 1 rynstowasa rpynna
¢ MpaduHen v /3ol noKmMaatoT axkpaH. [pu 3ToM B3rsa [epMaHa npoBoxaeT
urypy pacbuHu, v Wwar oH AenaeT BC/1ef 3a Heid. [T0BOpOT ero Kopnyca co3aaeT
ollyuleHvie bonee obWMpHOTrO parMeHTa peanbHOCTY 3a Npefenamn Kagpa
Npu coxpaHeHn GOoKyca Ha AMOLVOHaNbHbIX NEPEXMBaHVISX repost. B KoHLe xe
nepBOK ClLeHbl [epMaH 6epeT B pyKM Tpu KapTbl. [PyLbIHOBa, BbISABASS HE3Ha-
YMTeNbHbIE OTCTYNNEHNS YapasiHHa OT NMOPETTO, 3aMeqaeT «eANHCTBEHHOEY
NpUYHUMAMaNsHOe pasnuyne hrunsMa 1 onepsl: «OTCYTCTBYET HanpshxeHHoe nepe-
poxaeHne lfepmaHa... ... VIrpansHble KapTbl CTAHOBATCS CTOMb e 3HAYMMbIM BI3Y-
anbHbIM NEATMOTUBOM MUbMa, KaKVM SBASETCS Tema KapT B onepe» (IpyLbIHOBa,
2020, c. 125). W neincTBrTeNnbHO, akLeHT HapasiH1Ha Ha KapTax COnvxaeT ero Tpak-
TOBKY 0Opasa [epMaHa ¢ NoBecTbio MyLWKMHa.

MpoTa3aHoB B NepBoli ClieHe cBoero MunbMa NoMecTun repoes B 3aMK-
HYTOE NPOCTPAHCTBO WIOPHOMO [10Ma, 4TO MO3BOANIO eMY, C OfHON CTOPOHSI,
CNefoBaTh HappPaTUBHBIM [OMUHaHTaM NOBECTU [1yLIKIHE, a C APYroi — spye
0XapaKTepr30BaTh CBOE BHeHVE [epMaHa. Pexuccep noctenerHo yrybnaet
KWHONPOCTPAHCTBO, Paccnansas ero Ha BAVKHVIA, CPeAHII, AaNbHNIA 1 CKPbI-
ThIl NMNaHbl. Yepes nonoxeHne fepmaHa B NpOCTPaHCTBe Kaapa [poTasaHos
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HanpaBnseT pa3BuUTIE ApaMaTyprim, NOCTENEHHO PACKPLIBAS XapaKTep CBOETO
repos. MNoHavany fepMaH HaxoAMTCA Ha NepegHeM naaHe, AMCTaHUMPOBaHHbIN
OT TOBapMLLEN, aKTMBHO 0OCYXKAAIOLLYIX €r0 OTCTPaHEHHOCTb OT 0bULero yBeYe-
HUS NPV NapagoKCcansHOM MPUCYTCTBMM Ha Urpe B KadecTse 3puTens. HanpsixeH-
HOCTb M03bl Fepos, €70 BbINPaBKa ¥ NOMKATLIE YK AEMOHCTPUPYIOT NPEAeNsHYHO
aKcnpeccuio, 06y3abIBAaEMYIO BBITAHYTbIM KaK CTPyHa Tenom. MopsIBUCTbIE U pes-
Kue OBVIKEHMS BbIAAIOT, OAHAKO, SMOUVIOHaNbHOe BO3OYIKAEH e, Tep3atoLee
fepMaHa @enaHyemM BKMOYNTLCS B UTPY. BCKOpe repoit OKa3biBAeTCs Ha CpeaHeM
nnaHe (puc. 1, neBast KONOHKa), bByKBanbHO 3aXKaTbIl MEXAY CTONaMV C UTPOKaMU,
paccnabneHHsle No3bl 1 BECENOCTb KOTOPLIX 320CTPSIOT €70 HaNPSHKEHVE. VIHTe-
PECHbIM BM3YaNbHbIM pellieH/eM OKa3bliBaeTCs MPOCTPAHCTBO B MybuHe Kaapa,
NoHa4any 3aKpbiToe. KOHTPaCcTHOE LBETOBOE COOTHOLWEHMWE OAETONO B TEMHbIN
CIOPTYK [epMaHa v NopThEeP, CKPLIBAIOLLMX BHYTPEHHIO 30HY NOMELLEHIS, CHI-
THIBAIOTCS KaK COKPLITOCTb MOTUBOB, KOTOPbIE ABVYT MONOALIM HEOBEKOM.,

HpOTa3aHOB BC/1e 3a CBOMMUK reposiMin BBOAUT 3pUTeNA B AasibHee Npo-
CTpaHCTBO, 60ﬂbUJy)-O 4aCTb KOTOPOIro 3aHMaeT HaKpb\Tbll;I ACTBaMU 1 HannT-
KaMu D,ﬂVIHHbII;I crton. Becenoctb awocdaepu 3aCTO/1bsdA, OTKPbIThIE WKNPO-
Ke XeCTbl MONOAbIX J'HO,D,@% BHOBb MOAYEPKMBatOT HaMPHKEeHHOCTb FepMaHa
N OTCYTCTBME Yy Hero nMHTepeca K FIO,D,O6HOMy BpeMAnpernpoBOXaeHNtO. OpHako,
KaK 1 B dDMﬂbMe L{apﬂ‘b\HMHa, repo% ﬂpOTa3aHOBa He3aMeannTeNbHO pearmn-
PYeT Ha pacCKa3 O Tpex MUCTUHECKNX KapTax, MOMOratoLwmx O6ﬂaﬂ‘aT€ﬂ+O 3TOro
CaKpanbHOrNo 3HaHMA BbIMIPaTh KPYMNHYIO CyMMY [eHer.

M3psiaHO No3abasneHHble paccKasaHHbiM «aHeKA0TOM», MY VIHbI BbIXO-
AT V13 lafbHEN KOMHATbI Y MOKMAAKOT rPaHyiLbl Kaapa, OyaTo «OTMEHsIS» DaMKy
3KpaHa Kak npefena mupa GunsbMa. Ha B13yansHOM YPOBHE TaKOW Npurem yeu-
nvisaet 3PMEKT OAMHOYECTBA, B KOTOPOM OKa3blBaeTCs [epMaH, PaBHO Kak 1 ero
OT/IMYMe OT MOMOMBIX NN CAEPHKEHHOCTb U MOTPYXEHHOCTb B CODCTBEHHbIE
Mblcn. OTCTPaHEHHOCTb [epMaHa OT «0DbIYHOTO» 115 PENPE3EHTNPYEMON 3MOXM
06pasza XM3HU NOAYEPKMBAETCS ANCTAHUMPOBAHHOCTHIO €r0 DUTYPBI OT FPYN
NHOAEN, BKTUBHO IEMOHCTPUPYHOLLMX IMOLNN.

HanpsikeHne NpoTasaHOBCKOro fepMaHa pUTMUYECKM pPa3psxaeTcs
B €ro nporynky no Ho4yHomy letepbypry (puc. 1, npaBas konoHka). MiHTepeceH
[OBONBHO NPOAOMKMUTENbHBIN Kafip C FepoeM, 3aayM41MBO Opeayli1m no MocTy,
KOTOPbIV ipaMaTypruyecku bavike BCero K clieHe y 3VMHeN KaHaBku B ornepe
YalkoBcKoro. Ecnn repolt HapapiHnHa B KynbMyHaUMK hrnbMa B NOXOMEN MU3aH-
ClUEHe OeMOHCTPUPYET NPaKTUYeCKH AEMOHUYECKYI0 OAEPKMMOCTb KapTami,
4TO BbIHYXAaeT /M3y 6pocuTsCs C MOCTa, TO Y [1poTa3aHoBa 3TOT MOMEHT MMeeT
KNtO4EBOE 3HA4eHNe B cyabbe caMoro repos — 3TO Ta TO4Ka, C KOTOPOW Haun-
HaeTcs HeobpaTVMOe [BIKeHNe [epMana No HanpasneHUio K POKOBOV rvibenu.
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Puc. 1. Cnesa cBepxy BHu3: [pynnbl rynstowmx B JleTHem capgy. «[ukosas gama», onepa
M.1. YaiikoBckoro [geiicTBue 1-e, kapTuHa 1-9] (EXXerogHMK MMNepaTopCcKuUX TeaTpos, c. 169).
Kapgp n3 dunbma M. YapgbiHuHa «MukoBasi Aama» (1910) [1 MuH. 48 cek]. CKPUHLLOT aBTOpa.
Kapp u3 dunbma fl. MpoTasaHoBa «ukoBas gama» (1916). [1 MMH. 03 ceK.]. CKPMHLLOT aBTOpA.
CnpaBa cBepxy BHU3: 3UMHSASA KaHaBKa, Aekopauus xyaoxxHuka K.M. MeaHosa. «Mnkosas
fama», onepa N.U. YaiikoBckoro (ExxerogHUK MMnepaTopCcKuX TeaTpos, ¢. 178). Kagp u3s dunbma
M. YapabiHuHa «MukoBas gama» (1910). [12 MuH. 24 cek.]. CKpuHLWOT aBTopa. Kagp us punbma
1. NpoTasaHoBa «MukoBas fama» (1916). [20 MuH. 40 cek.]. CKpMHLWIOT aBTOpa.

Fig. 1. Left column top to bottom: Groups of people strolling in the Summer Garden:
The Queen of Spades [act 1, scene 1], opera by Pyotr Tchaikovsky (Imperial Theatres, p. 169).
Still from The Queen of Spades [01:48] by Pyotr Chardynin (1910). Still from The Queen of Spades [01:03]
by Yakov Protazanov (1916).
Right column top to bottom: Winter Canal, designed by K.M. Ivanov: The Queen of Spades,
opera by Pyotr Tchaikovsky (Imperial Theatres, p. 178). Still from The Queen of Spades [12:24]
by Pyotr Chardynin (1910). Still from The Queen of Spades [20:40] by Yakov Protazanov (1916)°

5 VICTOYHMKM M306pareHuii cuM. / See the image sources:
https://ru.wikipedia.org/wiki/®arn:Mnkosas_gama._(1910).webm (27.09.2024);
https://www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).


https://ru.wikipedia.org/wiki/%D0%A4%D0%B0%D0%B9%D0%BB:%D0%9F%D0%B8%D0%BA%D0%BE%D0%B2%D0%B0%D1%8F_%D0%B4%D0%B0%D0%BC%D0%B0._(1910).webm
https://www.culture.ru/live/movies/669/pikovaya-dama

Ecnv obpaTuTs BHUMaHKE Ha PUCYHOK AeKopaumm onepsl xyooxHka K.M. Vga-
HOBa, TO CO3/1aeTCs BneyaTneHe o6WVPHOrO MOHYMEHTaNbHOMO MPOCTPaHCTBa,
[aBALIETO Ha repoes. YapAblHVIH 3aKOHOMEPHO CY)KaeT rpaHuLbl BHYTPYKagpo-
BOTO MVPa, 1 /11132 OKa3bIBAETCSH PUTMUYECKN MAEHTUHHOM CTaTVKE OKPYHKatoLL e
cpefbl, TeM CaMbIM ee PaCTBOPEHVIE B HEI NPeACTaBAfeTCs Hen30eXHbIM, PaBHO
KaK AMHaMUYHOCTb ABVIKEHMIA 1 IMOLMOHANBHOTO COCTOSHMS [epMaHa npensT-
CTBYET ero MHTerpaLum B NpOCTPaHCTBO CLEHbI.

Bo BTOpOI cleHe dhunbMa YapabiHWH CieyeT apaMaTyprii nMbpeTTo
onepbl ¥ NPUINalaeT CBOero 3puTens B KOMHaTY /Tn3bl (pyc. 2), My3uumpytoLel
B OKPY)XEHWM AeBYLLIEK, YTO COMacyeTcs 1 C 3aMbICoM Halikosckoro. B dhunsme
[epMaH TOXe NMPOHMKaeT B CNansHio /113bl, 4TOObI NPOAEMOHCTPUPOBATH CBOIO
CTPaCTb: NOPLIBYCTOCTb €10 [IBMIKEHU I, HEXKENaHWe XI1Tb 6e3 ee N0bBI Bbli3biBatoT
B AeBYyLIKe Nt060Bb. [1pOTa3aHOB, HANPOTVIB, NOCTOSIHHO BbIAEDXMBAET ANCTAH-
UM MeXy MONOoAbIMY MofsMu. ONnpasics Ha NPOCTPAHCTBEHHYIO APaMaTyprito
noBecTy INyLWKMHa, OH NPYMEHSIET HOBbI CbEMOYHBIV NPYIEM, UTPas C paKypcamu,
NOAYEPKMBAs TEM CaMbIM ¥ Pa3Hbl /i MOPaNbHbIN 1 COLMANbHbINA YyDOBEHb repoes,
¥ pa3HOCTb Ux Leneit. OTMeTVIM: ByKBanbHOe pacnonoxeHue /113bl B My3aHKaapax
hunbMa NpoTazaHoBa Takke yKa3blBaeT, YTO B TPAKTOBKY 00pasa CBOel repovHY
pexviccep 3aknafsiBan NpenmMyLecTBEHHO NYLKUHCKYE MOTHBBI: AVCTAHLMPO-
BAHHOCTb [1E€BYLIKN OT rpadviHM, OT CYKEHOK, 3aHATUS PYKOAENVEeM 1 OfMHO-
4eCTBO CKOPee YKa3blBatoT Ha CTaTyC BEAHOM BOCMUTAHH LI, HEXENU BHYHKN.
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Puc. 2. KomHara /lu3bl. CneBa — «[ukoBasi gama, onepa .1. YalikoBckoro
(E>xerogHMK MMMepaToOpCKUX TeaTpos, c. 171). CnpaBa cBepxy — Kagp u3 ¢uibma
M. YapabiHuHa «MukoBas gama» (1910). [3 MuH. 31 cek.]. CKpUHWOT aBTOpa. CrnpaBa
BHU3Y — Kaap u3 ¢unbma . MpoTasaHoBa «MkoBas gama» (1916). [24 MuH. 11 cek.].
CKpUHLLOT aBTOpa

Fig. 2. Liza’s bedroom. Left: The Queen of Spades, opera by Pyotr Tchaikovsky
(Imperial Theatres, p. 171). Top right: still from The Queen of Spades [03:31]
by Pyotr Chardynin (1910). Bottom right: still from The Queen of Spades [24:11]
by Yakov Protazanov (1916)"

06a pexuccepa CxofHbIM 06pa3oM MHTEPMNPETUPYIOT CLIEHY B KOMHaTe [pa-
uHY (pyc. 3). VIHTepecHo, YTO B OTAMYYME OT HapabiHViHa, KOTOPbIV PaBHOMEPHO
OCBETU/ M13aHCLeHY, [1pOTa3aHoB OCTaBWI LIEHTPANbHbIN NPUMYLWEHHbIA NCTOY-
HWK CBETA, NMO3BO/MB KOMHATE 1 [1ByM NepCoHaam BbICTYNaTb U3 CyMpaka: 370,
Ha Hall B35, COOTHOCUTCS C MU3aHCLIEHOM Onepbl, 3apMCOBaHHON B BxkerofiHmke
VIMNEepaTOPCKYIX TeaTPOB. 3aMeTMM, HTO ieKopaLivin CnanbHW y YapablHiHa B HEKO-
TOPOM CMbIC/Ie KOPPECTOHANPYIOT C 3aayMKOV VIBaHOBa, OAHAKO NpeacTasnsioT
MeHee NprBaTHOe NPOCTPAHCTBO NOCPEACTBOM Mebesbi (6OMbLWNM KONMYECTBOM
CTYNIbEB 1 OTCYTCTBYEM BUAMMON KPOBATV BO BHYTPUKAPOBOM MNPOCTPAHCTBE).
B nHTepnpetauyn [poTazaHoBa NPUCYTCTBYIOT NOPTHEPSI, KOTOPbIE 0H6pa3yto-
WAMWCS CKNaKaMy C/IOBHO MOBTOPSIOT penbedbl CTeH CNabHK B MU3aHCLeHe

7

" VICTOYHVMKM n306pareHuii cum. / See the image sources:
https://ru.wikipedia.org/wiki/®arn:Mnkosas_gama._(1910).webm (27.09.2024);
https://www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).
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https://ru.wikipedia.org/wiki/Файл:Пиковая_дама._(1910).webm
https://www.culture.ru/live/movies/669/pikovaya-dama

onepsbl, OAHAKO PACMONOXKEHVIE TEPOEB B Kafpe C TOUKM 3peHuns 1x MacwTaba
VI AUCTaHLMM APYT OT ApYra KOPPEeCTOHAVPYIOT C pelleHrieM YapasiHviHa. KoHeuHo,
aCneKTbl 3TV MO ObITb MPOAMKTOBAHbI 1 CMEUMPUKON CHEMOK B MaBUbOHE,
1 paboTON KMHOKaMepsl, OHAKO MOTYT BbITb MHTEPMPETMPOBAHbI 1 KaK CBOErO
poOfa OMMax B CTOPOHY pexuccepa-npefwecTBeHHKa. YTo KacaeTcs odhopm-
NEHNs 3TON CLEeHbI B orepe HalikoBCKOro, To, Kak nuuweT J.A. CTapk: «[lekopauns
n306paxana KOMHaTy rpacdyriHK C anbKOBOM, OCBeLIEHHbIM BUCSYMM hoHapeM;
B a/1bKOBe 32 WMPMaMy NOCTeNb rPpaduHm. XOANAM HaPOHHO 3a KyNUChl, HTOObI
yOeanTLCS B TOM, YTO Ha CLEHe, KpoMe Kpecna rpaduHm, HeT HUKaKuX npef-
METOB, a BCe — 1 aNbKOB, U KPOBaTb, V1 WNPMbI, M NpoYas Mebenb — Hanmncaso
Ha OAHOW 3aBece, C TpaHCNapaHToM (hoHaps 1 Nafatoliero OT HEro CBETa Ha Kpo-
BaTb ¥ Ha apyrve npeameTsl» (CTapk, 1941, c. 108). 113 onncaHns cTaHOBUTCS
0Y4eBMAHbIM, YTO [1pOTa3aHoB, paspabaTbiBast NPOCTPAHCTBEHHYIO A4pamaTypriuto
CLEeHbI, OPMEHTMPOBANCS Ha OMbIT CLIEHNYECKOTO pelierIs Onepsl: U B BOMpoce
HanpaBNeHHOTO Ny4a-0CBELLEHNIS, 1 MEONMPOBKIM MOMELLEHWS KPECTIOM rpadunu,
00pazyiolM KOHUENTYanbHbINA LEHTP KOMI03MUMM Kaapa.

Puc. 3. CnanbHsa rpaduHn. Cnesa: fekopauus xygoxHuka K.M. iBaHoBa.
«lMunkoBas gama», onepa N.U. YalikoBcKoro [gencTBue 2-e, KapTuHa 4-51]
(E>xerogHUK MMMNEepPaTOPCKMX T€AaTPOB, C. 176). CnpaBa CBepXy BHU3:
Kapp n3 dvnbma M. YapabiHuHa «MukoBas gama» (1910). [8 MuH. 47 cek.].
CkpuHwWoT aBTopa. Kagp u3 cdunbma §. lMpotasaHosa «Mukosas gama» (1916).
[45 MuH. 00 ceK.]. CKpUHLIOT aBTOpa

Fig. 3. The Countess’s bedroom. Left: designed by K.M. Ivanov: The Queen of Spades,
opera by Pyotr Tchaikovsky [act 2, scene 4] (Imperial Theatres, p. 176).
Top right: still from The Queen of Spades [08:47] by Pyotr Chardynin (1910).
Bottom right: still from The Queen of Spades [45:00] by Yakov Protazanov (1916)®

& VcToyHMKN 1300paxenuii cM. / See the image sources:
https://ru.wikipedia.org/wiki/®aiin:Mukosas_pama._(1910).webm (27.09.2024);
https://www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).
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BO MHOTOM CXOXeM C KOMMNO3WUMOHHOK TOYKM 3peHNs OKa3biBaeTcs
1 CLEeHa C Npr3pakoM rpaduHn B KOMHaTe fepMaHa (prc. 4), XyaoKecTBeHHas
LeNoCTHOCTL KOTOPOIA gocTnraetcs B dvinbMax AOBOAbHO MUHUMANKCTNYe-
CKMMU CPeacTBaMU. YapabiHVH NPUBEraeT K MaHUMYAS UMM C MOHT@XHbIMY Npyie-
Mamu, HarMAAHO AEMOHCTPUPYS NOCPEACTBOM HanoKeHUs M1aHOB TPY KapTel,
B TO BpeMs KaK y [poTasaHoBa nomelleHune bonee ackeT4HO. PacnonoxeHue
burypsl fepMaHa B NPOCTPaHCTBE Kaapa Mo3BONSET NOKa3aTh, Y4TO NPK3paK 3ac-
TaeT repost Bpacnnox. Ecavy HapasiHuHa rpadnHs okassiBaeTcs crpasa oT [ep-
MaHa, TO 1 B 3apUCOBKe ClEeHbl B ViMnepaTopckomM coopHimke, 1y MpoTa3arosa
OHa NOAXOANT K repoto CO CMMHBI.

Puc. 4. NosiBneHune npuspaka. Cnesa: «[MukoBas gama», onepa .M. YalikoBckoro
(ExkerofHMK MMMeEPaTOPCKUX TeaTpoB, c. 177). CnpaBa cBepXxy BHU3: Kafp 13 ¢puibma
M. YapabiHuHa «lMkoBas gama» (1910). [11 MuH. 09 ceK.]. CKpMHLLOT aBTOpa.
Kagp u3 dunbma §. NpoTtasaHoBa «MukoBas gama» (1916). [49 MuH. 00 cek.].
CKpUHLLOT aBTOpa

Fig. 4. Appearance of the ghost. Left: The Queen of Spades, opera by Pyotr Tchaikovsky
(Imperial Theatres, p. 177). Top right: still from The Queen of Spades [11:09]
by Pyotr Chardynin (1910). Bottom right: still from The Queen of Spades [49:00]
by Yakov Protazanov (1916)°

¢ VcTouHMKN 1300panenuii cM. / See the image sources:
https://ru.wikipedia.org/wiki/®arn:Mnkosas_gama._(1910).webm (27.09.2024);
https://www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).
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E.E. MpoLLVH, aHanm3upys CLeHy NosBaeHus npr3paxa 8 hunsme 1916 roaa,
nrwet: «Mex TeM Mbl HabNtofaeM CTPOro fekopaTnaHoe 0hopMNeHe CLEHSI. ..
(...) NMpoTa3zaHoB 04eHb cnabo co3faeT WM3WI0 MPPEeanbHOCTW, CLUEHa, Hampo-
TUB, BEIMSAANT Yepecyyp HbITOBOM, U3 3DMEKTOB MOXHO MOAYEPKHYTH ML ONSTh
Ke TPIOKOBOE MCHe3HOBEHME rpachuHYM B CAMOM KOHLe 3M1304a Aa Camy OTTanKu-
BalOLLYI0 BHEWHOCTb reponHu» (MpouyH, 2014, ¢. 81). TouHoe HabnogeHue lNpo-
WMHa OTHOCKTENBHO MUHUMANVUCTUYHOCTY XYAOXKECTBEHHbIX MPVEMOB B CLiEHe
MOXHO, Ha Hal B3rsa, O6bACHNTE C TOYKM 3peHnst dUNocodCKON TPaKTOBKM
ctoxeTa. B ciydae KMHOMHTepnpeTaun YapabiHviHa TalHy Tpex KapT MOXHO
TPaKTOBaTb Kak 0bumii 1 Ans fepMana, 1 ans rpadrHn poK, B TO BpeMs Kak [1po-
Ta3aHOBa MHTEPeCyioT Pa3HOHaNpPaBeHHble MePEeXMBaHNS repos: HakasaHne
(B 0bpaze npridpaka rpadyHM) HEOTCTYMHO NPecneqyeT ero, pacKpbiThe CEKpeTa
CTaHOBWTCS MOCTUKOM K rpsifylemy 6esymuio.

WINHOCTPALUN A. BEHYA U XYAOXECTBEHHbIE PELLEHNSA
A. MPOTA3AHOBA

3HaYMTENbHbIM BU3YaNbHBIM HTEPTEKCTOM HEKOTOPbIX MU3aHCLIEH «[ VKO-
BOM Aambl» [pOTasaHoBa ABASIOTCS WIPOKO M3BECTHbIE B T FOAbl MAMOCTPaLUMn
A. Berya k nosecTu A. NyWK1Ha. XyAOKHWKOM duibMa BbICTynuA B.B. banniozex,
KOTOpBIV 33 rof A0 TOro paboTan nof pykoBOACTBOM beHya Hafg ohopMaeHviem
yXKe YNOMUHaBLUENCS NOCTaHOBKM «ManeHbKux Tparegnii» 8 MOCKOBCKOM Xyao-
KeCTBEHHOM TeaTpe (Apnasopos, 1973, ¢. 67-68). HeyarB1TENbHO, 4TO CBOW OMbIT
Banniozek nepeHec B xyaoxecTseHHoe ochopmaeryie hunbma.

B cueHe cbopa cTapol rpadunv Ha 6an (puc. 5, ceepxy) NpoTa3aHoB
[OBO/IbHO TOYHO BOCMPOM3BOAMT KOMMO3WLMIO UANOCTPaLMmn beHya, Ho 0TOo-
BpaxaeT ee 3epkansbHO. MOXHO 3aMETUTb, HTO M3MEeHUNOCH U NMONOXKeHMe /113bi.
Y BeHya c1nyaT AeByLKY YrafblBaeTCs B TEMHOW TEHU B OKHE, peXumccep e
OCTaBNSET ee B KOMHaTe, OfIHaKO OTBEPKEHHOE MONOXKEHNE repoVHI NOAYEPKN-
BaeTCs ee 6e3y4acTHOCTbLIO K TyaneTy, YBNe4eHHOCTbI0 PYKOoAeneM. Pacnonoxe-
Hue dhurypsl /113bl B NPOCTPAHCTBE Kafpa C TOYKM 3peHns ObLLeNn ApamaTypriin
rnbMa CTaHOBUTCA ellle OAHUM 3M1EeMEHTOB, OMNpPaB/bliBaIoLLVM He3paccyaHble
NOCTYNKW AEBYWKA: OHa, Kak 1 [epMaH, NpefensHo ANCTaHUMpOBaHa OT Ntofel,
HE Y4aCTBYIOT B VX AesTensHOCTU. OAMHOYECTBO [IBYX rePOEeB, KaXeTCs, U CTaHo-
BUTCS 3MOLMOHANBHOV HUTBIO, 0OBACHSIOLLEN Ha HaPPATUBHOM YPOBHE CTONb
NOCMEeLIHO YKpenuBLIeecs Mex/y HUMW oBepue.
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Puc. 5. KonoHka cneBa — unntoctpauum A. beHya k nosectu A.C. MNyLKnHa
«MunkoBas gama». KonoHka cnpaBa — kagpbl U3 ¢unbma 5. NpoTasaHoBa
«MukoBas gama» (1916). CBepxy: 22 MUH. 32 ceK. CHU3y: 32 MUH. 30 cek.
CKpUHLLOT aBTOpa

Fig. 5. Left column: illustrations by Alexandre Benois to the novel
The Queen of Spades by Alexander Pushkin.
Right column: stills from The Queen of Spades
[top—22:32; bottom—32:30] by Yakov Protazanov (1916)*°

Kak 1 beHya, [1poTazaHOB NPUBOAWT CBOEO [epMaHa Yepes 3aCHENEHHbIN
HOYHOW ropof K oMy rpaduHu. TeMHas durypa repos MpoBOXaeT B3MMAA0M
KapeTy, OCTaBss ero B OAVHOYECTBE, Nepef, Boel ciy4vas, Boneit poka. Mog-
YepKHeM, 4TO ¥ B 3TOW CleHe lepMaH, NofobHo /113e, OKasbiBaeTcs NpeaensHo
AVCTaHUMPOBaH OT Ntoael, vx 0bblAeHHOW AesTeNbHOCTY: OH CNOBHO Ha Nopore
He CTO/IbKO JOMa, CKO/IbKO MyCTOThI BCEPa3pyLatoLiero poka, pacnaxHysLero
nepeq HWM fopory B be3aHy. ViHTepecHo, 4To B MHTepnpeTaumm [poTasaHosa
ropofl, MaKTUYecKy NMlb ABaXAbl NpeacTaBneHHbIN B hunbMe, CTaHOBUTCS
«COYYaCTHVKOM» HEYMOMMMOrO POKa, AOBNEtOWero Hag [epMaHoM: NpuBoAUT
HOYHbIMW YAOYKAMU K JOMY FpacbuHW, JHEM — K OKHY KOMHaThI /113bl, CTOBHO

0 YcTouHMKM 1306paxeHnii cM. / See the image source:
NywknH, A.C. (1911). llukosas dama. Vin. AnekcaHapa H. berya; Bctyn. cT. H.O. /lepHep. lNeTpo-
rpag: 1-80 P. Tonnke v A. Bunsbopr;
https://www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).
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TO/Kas ero Ha Nopor BbIbOpa: MOAAATHCS TEMHOMY MCKyWeHNIO (kaxae boraT-
CTBa) 1AM CBETIOMY OyayLleMy psiaoM CO CKPOMHOM AEBYLWKOMN.

MpoTa3aHos, B 0TAM4Me OT HapabiHVHA, He CTan OTKa3blBaTbCs OT BY3y-
ann3aumnm UHTPUryIoLLEero NpoLWNoro rpaduHK, paMaTudecki NoBAUSBLIErO
He TONbKO Ha ee cyabby, HO 1 Pa3pyLIMBLIErO X13Hb [epmaHa (puc. 6, ceepxy).
Pexkviccep 0BONBHO NOAPOBHO BOCMPON3BOANT MU3AHCLEHY UANOCTPaLIMK
BeHya ¢ MONoao rpadyviHeit 3a KapTO4HbIM CTOIOM: Pacnonoxeryie uryp rpa-
uHn 1 repuora OpneaHckoro, NepenoHeHHbI rocTamy 3an. B oTavdmne ot nnoT-
HOVI pa3BECKM KAPTVH B UNOCTPaLmmn beHya, [poTa3aHoB noMeliaeT Ha 3aiHui
MaH 3aCTEeKNEeHHYIO NNOCKOCTb, UMUTUPYIOLLYIO DABHOMEPHOE CerMeHTPOBaHMe
CTeHbl Ha NPSMOYIONbHYVIKK, HTO MO3BONASET PEXMCCepY CBS3aTh NPOCTPaHCTBa
«MPOWIOrO» U «HACTOSLLEro» NPSIMbIM BOCMPOM3BEAEHMEM apPXUTEKTYPbl KOM-
HaTbl (CM. PUC. 7, ABa NEBBIX HVDKHIX M300paxeHys). 3alileBa 3aMeyaeT: «Orpom-
Hasl KOMHaTa [0cobHsIKa HapyMoBa, rie Monofsle Noan UrpatoT B KapTsl. — B. 3]
BbIMISANT HEXMUNOW, BE3NNKO-TeOMETPUYHOMN, CNIOBHO Ka3apMa. Pexuccep faet
3puUTenNto BpeMs BCE 3TO Pa3mISAEeTb M NMOYYBCTBOBATL. ATMOC(hepa “3araBHoro”
nHTepbepa y poTazaHoBa BBOAMT B NOBECTBOBAHME HOTY XONOAHOMO npar-
MaTh3Ma HOBOTO MoKoneHns. byayapsl 10HOCTU rpaduHn, 6abywkm Hapymosa,
rOCTUHbIE Bepcansckoro 1BopLa, HanpoTuB, MHOrOMaKTyPHbI, HENVHEHbI, nepe-
rpyXeHbl NpeTeHUNOo3HbIMY AeTanamu. [1poTa3aHoB obpaljaeT Hale BHYUMaHue
Ha NPOTWMBOMNOCTAB/EHNE 3TVX NPOCTPaHCTB U MaKTyp, MCMOb3ys OMbIT COb-
CTBEHHO KVHO3PUTENbCKMIA, 0OCTaBASET MHTEPbEPbI U3 MONOAOCTY rpacuHy
TOYHO TaK, Kak Mblcann cebe “GoraTyto 06CTaHOBKY” paHHUI KinHeMaTorpad.
To ecTb [1pOTa3aHoB C NepBbIX He KafpoB KOPPECMNOHAMPYET 3pUTeNto ABa Napar-
NenbHbIX, 3HaKOBO HAChILIEHHbIX MPa 0BUTaHWS repoeB pasHbix 3Mox» (3aiLesa,
2013,¢. 58).

Ecnu Mbl 0bpaTnmMcst k bonee No3aHen HanpsHKEHHON CLEHE, B KOTOPOI
fepMaH aenaet CTaBky (pyC. 6 CHYK3Y), TO, NOMMMO [JOBONBHO [€TaNnbHOroO BOC-
Npoun3BeeHns COOTBETCTBYIOLIEN CLieHe UANOCTPaLMK, Ha NepBblii NNaH BbIXO-
AWT ¥ CBOEro pofia 3aMblKaHue [Byx BPEMEeHHbIX NVHWIA. [epMaH apaMaTtyprimde-
CKN OKa3blBaeTCst 3aHABWMM MeCTO rpachuHW: OHa CTana fAnst HEro NCTOYHMKOM
MUCTMYECKOTO 3HaHUs CeH-YKepMeHa, @ SK3UCTeHLMabHble acreKTbl Pa3HbIX 310X
OKa3blBaOTCS CO3BYHHbBIMY.
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Puc. 6. KonoHka cneBa — unntoctpauum A. bernya k nosectu A.C. MNyLwKnHa
«MunkoBas gama». KonoHka cnpaBa — kagpbl U3 ¢unbma 5. NpotasaHoBa
«MunkoBas gama» (1916). Ceepxy: 7 MUH. 45 cek. CHU3Y: 58 MUH. 49 ceK.
CKpUHLLOT aBTOpa

Fig. 6. Left column: illustrations by Alexandre Benois to the novel The Queen of Spades
by Alexander Pushkin. Right column: stills from The Queen of Spades
[top—07:45; bottom—58:49] by Yakov Protazanov (1916)*

HecMmoTps Ha OTMeueHHble Bbllle BK3yabHble U ApamMaTypriyeckie CBa3u
MEX/Y XYAOKECTBEHHbBIMUN PELlEHVAMI DUNBMOB, ONepbl YaliKoBCKOTO 1 UAIO-
cTpaunsmu berya, 0bpaTviM BHIMaHKE Ha BaXKHble HOBATOPCKIME Npremsl Mpo-
TasaHoBa. OB03HAYEHHYHO Bblle MPOCTPAHCTBEHHYHO NPEEMCTBEHHOCT — KOM-
NO3NUMOHHOE peleHNe Kaapa — MOXHO MHTEPMNPETMPOBATL KaK KIOYERYIO
CMbICNOBYIO IOMUHAHTY MUAbMa pexuccepa. Pedb uaeT o «pedpeHe» XecToB
v ByKBabHOM MOBTOPEH MY NO3bl FEPOEB, HAXOASLIVIXCS B Pa3HbIX NPOCTPaH-
CTBEHHO-BPEMEHHbIX KOOpaAMHaTax (puc. 7).

1 cTouHMKN 1306paxeHnii cM. / See the image source: Mywiwin, A.C. (1911). lukosas dama. Un.
Anexcanfpa H. berya; ctyn. cT. H.O. JlepHep. [NeTporpaa: T-80 P. Tonnke 1 A. Bunsbopr; https://
www.culture.ru/live/movies/669/pikovaya-dama (27.09.2024).

HAYKA TEJIEBUAEHUA 20 (4), 2024 36 THE ART AND SCIENCE OF TELEVISION


https://www.culture.ru/live/movies/669/pikovaya-dama
https://www.culture.ru/live/movies/669/pikovaya-dama

bs s
Lt

Puc. 7. Kagpbl u3 cunbma . lMpotasaHoBa «[ukoBas gama» (1916).
CBepxy cneBa HanpaBo: 10 MUH. 40 cekK.; 15 MuH. 06 ceK.; 41 MuH. 38 cek.
CHu3y cneBa Hanpaso: 10 MUH. 47 ceK.; 15 MUH. 18 cek.; 41 MUH. 40 cek.

CKpUHLLOT aBTOpa
Fig. 7. Stills from The Queen of Spades [top left to right—10:40; 15:06; 41:38;
bottom left to right—10:47; 15:18; 41:40] by Yakov Protazanov (1916)*

B.C. KonopashkHas 3amevaeT: «<KoMNo3MUMOHHbIE CxeMbl NepebrnBOK Bceraa
COOTBETCTBYIOT KOMMO3MLUMOHHBIM CXeMaMm npefblayllero kagpa. Kpome 1oro,
nepeburBKN 00bIYHO COOTBETCTBYIOT MM U MO HAaCTpoeHu. Hanpumep, B kaape
MFOPHbIV CTON B Bepcane — rpadyviHs npourpsiBaeT. YCUVBaeTCs TPEBOKHOE
HaCTpOeHVie, B3BOMIHOBaHHbIE MPUABOPHbIE BCTatOT. VaeT HoBas nepebliBka: Bon-
HeHMe 3acTaBNseT BCTaTb CAylaTenein ToMckorots (KonoasikHas, 1957, ¢. 115).
Vicnonb3ysa NpUHLMN NapanienbHOro MOHTaxa@, [poTasaHoBy yAaeTcs, C OAHOM
CTOPOHbI, BV3Yann3MpoBaTh «aHeKAOT» MPO aBaHTHOPHYK MONOAOCTL rpadyuHM,
C ApYroi — NPOAEMOHCTPHPOBATL CMNOCOOHOCTL HapyMOBa BXMBATLCS B PONb
PaCcCKasyrKka-oT-nepBOro-nuLa. BaHow apamaTypriuiyeckon AOMUHAHTOM CLeHbI
CTAHOBUTCS NOAYEPKHYTAs HE3HAYUTENbHOCTL [epMaHa 1 Her36eXHOCTb POKO-
BOIO BOBMIEYEHUA B MUCTUYECKYIO UCTOPUIO. [ToHa4vany CMeHa NpoCTPaHCTBEH-
HO-BpPeMEHHbIX TMHWI B hUbMe AEMOHCTPUPYIOT NOBTOPeHe HapyMOBbIM MO3
MONOAOW rpaduHM: OH GPOHTaNbHO K MNOCKOCTM Kaipa CMAMT Ha CTye, NoAnw-
pas pyKowu IuUO, 1 3aAyMYMBO CMOTPUT CKBO3b NtO1EN, BOCIPOU3BO/S TPEBO-
XKHbIe pa3MbllNEHNS NPOUTrPaBLIENCS KeHLWMHBL. ECAV Mbl BEPHEMCS K MU3aH-
CLieHe B UITOPHOM [JOMe, TO NoHavasy npoCTpaHCTBEHHOE pacrnoNoXeHue fepmara

2 lcToqHMK n300paernii cM. / See the image source: https://www.culture.ru/live/movies/669/
pikovaya-dama (27.09.2024).

£ MNoayepKkHeM, YTo v B NOBECTM MyWK1Ha, 1 B (MOPETTO onepsl HalikoBCKOro «aHeKaoT» O rpa-
(riHe pacckasbiBaeT ToMckuid, ay MpoTazaHoBa — HapyMoB, H4TO IBCTBEHHO CieayeT U3 TUTPOB.
KonopsykHas, BeposiTHO, WAV OLIMOOYHO Ha3blBaeT PaccKasymKa TOMCKIM, MU COXPaHSeT nMs
pacckasquka Bo M3bewarune nyTaHwUbl. B TekcTe cTaTby B Ciydae obpatleHus K hunsmy MpoTa-
3aHoBa hUryprpyeT HapyMoB, COracHo pacnpeaeneHHbiM PeXKccepoM POsM.
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rnomeulaeT ero Ha MecTo repuora OpﬂeaHCKOFO, T.e.rnnoTeTnyecKoro O6ﬂaﬂaTeﬂﬂ
BbIMTPbIWa «4€ro-T0 O4eHb» KPYMHOTO, YTO CTaHOBNTCA elle OAHUM HappaTBHbIM
SN1eMeHTOM, BOB/IEKAIOUWMM repos B POKOBYHO MCTOPUILO.

KynbMUHaUVen «aHeKkaoTa» CTaHOBKTCS pacCKaszaHHas TallHa Tpex KapT.
MonobHo CeH-KepmeHy, HapymoB Kak Meductodens HalwenTbiBaeT fepmany
NVIKaHTHble AeTanu U3 X13HW rpadunm. [INs *}eHWnHbl TaliHa Tpex kapT CTaHo-
BMTCS CMOCODOM M3bexaTh CBETCKOMO CkaHaana, a aAns lepmana — elle OfaHVIM
VCKyLUEHMEM HaBCTPeYy POKy. IHTepeCHo, 4T «aHeKaoT» B hunbmMe [poTa3aHoBsa
NOCPeaCTBOM NapanienbHoro MoHTaxa B13yanuavpyetcs. Obpallas BHUMaHMs
Ha CTON-Kafpbl, OTMETWM, YTO B OAVH MOMeHT HapymMoB NOBTOPSET MO3Yy MONO-
[0 rpaduHK, B Apyron — umuTrpyeT CeH-KepMeHa B ero kabrHeTe, a B KOHLe
nofobHO MCKyCUTENto SKoObl YTO-TO HalenToiBaeT lfepmany. B BraeHun Mpo-
TaszaHoBa HapyMoB, C OAHOW CTOPOHSbI, 3abaBnseTcs, NpuMepss Ha cebs Macku
TO MO/IOAON rpaduHu, TO ee NCKyCUTens, a ¢ Apyrov — byKBanbHO UCKyWaeT
lepMaHa, pacckasas eMy O CYLLeCTBOBaHWM TaliHbl TPEX KapT ¥ 3apOanB B HeM
Hafexay Ha HeBEPOATHbIV BbIUMPbIW. BO3IMOXHO, pacluimnpss MOTUBAUMOHHbIE
B3aMMOCBA3M MEX(Y reposiMu, [1poTasaHoB B TOM Yucne U MaclwTabupyeT KapTy
BMHOBHOCTU: 6E3 CTONb APKOTO NOBECTBOBAHMS Hapymosa lepmaH [poTa3aHoBa
MOT Obl MOUTX 1 APYr MM MyTEM.

MNoapobHO 1ccneays apaMaTnyecKkmne acnexTsl NMbpeTTo onepsbl, Conos-
LIOB NULWET O UCXOAHOW NO3uLMK TepMaHa, CTPaCTHO BMAOBAEHHOrO B /113y, ANs
KOTOPOro 6oraTCTBO M3HaYaNbHO Wb CPEACTBO NPEO/0NeTh NPonacTs oblle-
CTBEHHOrO NONOXKEHWS: «/TMlb MOCTENEHHO MbIC/b O /IM3e CHavana cnaeTaeTcs
C MbICAIbIO O TalHe Tpex KapT, a 3aTeM BbITECHseTCs eto. (...) VIMEeHHO B YeTBep-
TOW KapTuHe lepMaH HalkoBckoro convxkaetcs ¢ fepMmarHoMm MyuwkmHa. /l13a
VKe He cyllecTByeT Ans Hero. CTpemneHmne K boraTcTy, BONAOTUBLINCE B MEYTY
O BEPHOM BbINTPbILWE, N3 CPefCTBa NPeBpaTuiIoch B Uenb!» (Conosuos, 1954,
¢. 23). KoHeyHo, MNpoTa3aHoB AOCIOBHO He CefyeT ApamaTypruyeckon MnHUm
Onepsbl, 0HAKO B Havane CBOEro HOYHOrO BM3WTa B AOM rpaduHu ero fepMaH cHa-
Yana HamepeBaeTCs MOAHATHLCS B KOMHATY /I13bl, OCTaHABNMBAETCS, Tep3aembii
COMHEHWMSMW, 1 TOMBKO MOTOM NOPbIBMCTO BXOAMT B KOMHATY rpaduHm. Conos-
LOB, aHaNM31pys 3aKNO4NTENBHYIO CelbMYIO KapT1HY OMepbl, 3aMeyaeT, 4To
B 3TOT MOMEHT lepMaH nepecTtaeT ObiTh KepTBOW CTPEMEHNS K AeHbraM, a CTa-
HOBWTCS ero HocuTenem: «leMoHCTpupys “brnocoduto” fepmaHa [B MoHoNore
“470 Hawa KM3Hb" — B.3.], HallKOBCKMIA HE TONbKO NOKa3blIBAET CBOETO repost; Kak
1 TYWKWH, OH CYAUT — OAHAKO HEe CTOMbKO fepMaHa, CKOMbKO Te 0DLLECTBEHHbIE
YCNOBWS, KOTOPbIE MPUBENN €ro K MOpanbHOMY NageHuto 1 6esymuio» (Conos-
LoB, 1954, . 40). Ha Haw B3rndg, NpoTasaHoB OTTanKMBaETCa OT UHTepnpeTa-
UMK repost YaKoBCKMM, HO, B OTAMYME OT OMepsbl, B MUHaNe KoTopon frepmat,
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yM1pas, 0cBOBOANNCS OT HaBKAEHMS ¥ AyMaeT O J113e, pexuccep ocTasnset
CBOEro repost HeNPOUEHHbIM VI HEPACKasBLWMMCS, BO3BPAWLAACh K CIOMETHOMY
uvHany MNywkrHa.

Crneunduyecky MHTEPNPETMPOBaHHbIN [1pOTa3aHOBLIM NPYEM KBUNPOKBO
CTAHOBMWTCS OCHOBHbIM 371EMEHTOM ApaMaTypr4eckoro UeHTpa hunsma, Koraa
fepMaH aenaet BbIOOD. [oHaYany OH elle HamMepeBaeTCcs MOAHSTLCS B KOMHATY
J13bl, @ pexxrccep napannenbHbiM MOHTaXOM BHOBb NOrpyxaeT 3pnTens B npo-
Wwoe, B @aBaHTIOPHO-POMaHTUYECKYI0 UCTOPUIO adtonsTepa, UCKyWeHns niobo-
BbIO ¥ A€HbraMu, onacHOCTU 1 cnacerns. HoYHOM rocTb /113l MO Obl CTaTb
OCY)KA@aeMbIM CBETOM POMaHTMYECKVM repoem, CracatolnmM ee OT OAMHOYeCTBa
1 OTBEPHEHHOCTY BAVXANWNM KPyroM. COH-BOCNOMWHaHMe CTapoit rpadyviHm
no3gonunn lNpoTasaHoBy B 04epeHON pa3 NoAYEPKHYTb BO3MOXHOCTb BbibOpa
y CBOETO repos 1 rybuHy ApaMaTyprii4eckoro pelenuns dunsma (puc. 7). MNopsi-
BUCTBIM ABVIKEHMEM MONOAOM NIODOBHYK Kak BOCMOMYIHaHWe pacrnaxvsaeT ABepb,
HO B KOMHaTe yxe NMOXMN0oW rpaduHM OKasbiBaeTCs [epMaH Kak 4eMOH HOYM,
TpebyloWmIi pacnnaTel 3a rpexn MonoaocTy. M.A. PocTouKas cnpaseanvso 3ame-
YaeT: «HaBaxaeHne 1 ¢ Hell [rpadviHein. — B.3.] urpaeT aypHYyto WyTKy: rpe3ss
0 NtoOOBHMKE NOCNE CBETCKOIO YKMHA, OHa ApEMAET B Kpecne...HO BMECTO OXM-
[aeMOro B MO/yCHe CepAeYHOro Apyra B ee KOMHaTy MPOHYMKaeT Yyxol» (PocTou-
Kas, 2012, ¢.9). [poTa3aHoB CO3/AaeT HECKONBKO NapannenbHbiX MCTOPUIA, B KOTO-
POV Ha OIHO 1 TO e MecTo B ApamaTypriuv MOryT NpeTeHaoBaTb pasHble repon,
pasHble 3NoXV ¥ NPOCTPaHCTBa, YTBePKaas 0DLLeYeN0BeYHOCTb UCTOPUM Fpexa
1 HaKasaHKs 3a Hero.

Tem camblM MPOCTPAHCTBEHHO-BPEMEHHAS HEOAHOPOAHOCTL ubMa [1po-
TazaHoBa U rybokas TpaKToBKa obpa3sa [epMaHa CO3BY4HbI Ornepe Yalikos-
CKOrO, O[IHaKO, He CYUTas CXOMECTN HEKOTOPbIX CLEeH (HanpuMep, M1M3aHcLeHa
B CnanbHe [paduHu), Npovi3BefeHe KOMNO3NTOPa He ABNSeTCS Henocpeq-
CTBEHHOW MHTEPTEKCTYaNnsHOM OCHOBOW hKNbMa, a, CKOpee, MCTOYHUKOM BAOX-
HOBEHWS Vi TPVIMEPOM LUMPOTbI VIHTEPMNPETALMOHHOTO MONS Vi XYAOMECTBEHHOIO
noTteHuvana «[1MKoBOW Aambl».
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3AK/TIOYEHME

«[MKas pama» 9BnseTcs ObWUPHBIM NHTEPTEKCTYalbHbIM NONEM, B KOTO-
POM FapPMOHMYHO Y)KMBAKOTCH M MOBECTb, M ONepa, M 3KpaHm3aumun. Aranorny-
HOCTb 0Opa3HbIX CUCTEM Pa3VYHLIX NPOV3BEAEHWIN NPeACTaBASeTCS 3aKOHO-
MEPHON. MOXHO pe3toMMpoBaTh, YTO U MOBECTb [YWKMHA, U XyAOKECTBEHHbIe
pelleHus onepbl HaKkoBCKOro B pa3Hoii CTeNeHr oKasany BAnsHYE Ha GUAbMbI
YapabliHvHa 1 MpoTasaHosa. /IMbpeTTo, apTVKynMpyemMoe Kak OCHOBa ApamaTyp-
rn durnbma 1910 rofia, OKa3biBaeTCs HacTbto Honee CNoXHOro Npon3BeaeHNs
pexuccepa. BeefleHHbIM MM 00pa3 KapT Kak BY3yanu3aums CMbICNOBOW AOMU-
HaHTbI OMepbl CTan TO4KOM COOPKM ApaMaTyprin dunbMa, ConocTaBneHue cTa-
TUKW W OMHAMUKKM BO BHYTPUKaAPOBOM NMPOCTPAHCTBE TakKe SABUNOCH BaXKHbIM
CMBICNIOBBIM KOHTPOPCoM hunbma. BrayansHo duabM YapasiHiHa BO MHOMOM
00pallaeTcs K MU3aHCLEHWYECKMM Hax04KaM Omnepbl, OAHAKO, He c4MTas camo-
youricTea /13bl v fepMara, CAepKaHHOCTb MOOOBHO-TVPNYECKO N TEMbI VI AOMU-
HVYpPOBaHMe POKOBOW CTPACTW K KapTam MO3BONSIOT O0MblIe COOTHOCUTb €ro
C NOBeCTbIO [NyWKMHa.

®ubM MNpoTazaHoBa OPraHnyHo BNKTAN B Cebsi Beep 3CTETUYECKIX MHTEH-
LM 3MOXM U MHTEPTEKCTYaNbHbIE KOHTEKCTBI MPEIECTBEHHIKOB. Bocnpon3sse-
[IEHE 03, XECTOB, KOYEBBIX [IBVKEHI MEPCOHANEN [BYX PA3HbIX MPOCTPaH-
CTBEHHO-BPEMEHHbIX TIMHWIA MO3BOMNIO PEXUNCCEDY CYLLECTBEHHO YIYOUTh CBOIO
VHTeprpeTaLunio «[TMKoBOK Aambl» MYLIKMHA NOCPEACTBOM YCIIOKHEHIS 11 HeO -
HO3HAYHOCTM TPAKTOBKM xapakTepa [epMana v Tparvieckoll ero cyasbbl, B TOM
YKCe C NPVIBAEYEHVIEM OMbITa BOCMPUSTHS OMEPbl HaliKOBCKOTO, BO MHOTOM —
0ONOCPeAOBaHO Yepes XyaomecTBeHHble 06pa3bl banntoseka. MogyepKkHeM, 4To
dunbm 1916 rofa SBNSETCS aBTOPCKUM Npovi3BefeHuemM [1poTa3aHoBa, «BU3y-
ansbHO» TArOTEWMM NPEVMYLLECTBEHHO K NoBeCTW. OfHaKo, 0bpallasncs K MHTe-
PECHbIM BPEMEHHBIM VI DEXE — MPOCTPAHCTBEHHbBIM 11 CMbICIOBBIM [IOMVIHAHTaM
Npou3BeaeHyin YankoBCKoro, beHya v faxe YapablH1Ha, PEXUCCEP CMOT BbICTPO-
UTb MHOTOC/IOVIHYIO 3CTETUKY CBOEro hrnbMa.

OcyllecTBAEHHOE UCCNEA0BAHME AEMOHCTPUPYET NEPCNEKTUBHOCTb MHTEP-
TeKCTYanbHOro NOAXOAa Kak METOAONOMMYECKOM OCHOBBI, KOTOpas AONyCKaeT
BKNIOYEHVE B NOMe aHanm3a psfl TeMaTuyecku, HO He CYLUIHOCTHO POACTBEHHbIX
npoviaseaeHuin. [1onobHbIN pakypc MO3BONSET BbISBMTL HE TONBKO NPEeMCTBEH-
HOCTb NPYEMOB, CMbICNIOB, 06PA30B U APYrYX ICTETUYECKINX eAVHNLL B NOCAEeyHO-
LWMX NPOU3BEAEHMSX PA3NUYHbIX MCKYCCTB, HO Y ONPEAENNTL YHVKANbHbIE YepTbl
KaXA0r0 XyNOeCTBEHHOIO TBOPEHMIS 1 aBTOPCKOM €ro nHTepnpeTaumm.
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Affective space reenactment

of the early form of 1952 Invisible
Auto Sacramental sound installation
by José Val del Omar

Abstract. The paper analyzes two modern reenactments—created by media
artists Nifio de Elche and Javier Viver—of the 1952 multichannel sound
installation Invisible Auto Sacramental: The Diaphonic Message of Granada
by Spanish pioneer of media art José Val del Omar (1904-1982). The article
describes his idea of this work and reveals his principle of diaphonic sound,
that has affected the expressive possibilities of the installation. Val del
Omar’s texts allow to determine the aim of diaphony as a technology—
to activate the audience’s individual and collective memory through
the collision of dissonant acoustic streams. The way the younger artists
visually accompanied the space of this sound work in their reenactments
has changed the audience’s perception of it and actualized certain effects
of the diaphonic sound impact, including tactile ones. The creators of the
reenactments not only reconceptualized the way in which mythological
thinking and social utopianism of the Francoist period is reflected in Val del
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Omar’s artwork. They also revealed the complex contradictions tangible
in his oeuvre: the diaphonic sound created according to the technology
proposed by Val del Omar can be interpreted, depending on the visual
accompaniment, both as blocking rational thinking and as a disguised
counter-discourse defending the value of critical thinking under the
Francoist suppression of public life. This allows to draw parallels between
the installation by Val del Omar and modern visual art, with its capabilities
in social criticism.
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Francoist Spain
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PesHakTMeHT adppekTBHOIo
MNPOCTPAHCTBA PaHHer GopMbl
3BYKOBOW MHCTaNNALNN
«HeBmanMbI AyTo CakpaMeHTa b
(1952) X. Banb Agenb Omapa

AHHOTaUMA. B cTaTbe aHanM3npyroTCa ABa COBPEMEHHbBIX BapnaHTa pes-
HaKTMeHTa MHOFOKaHaNbHOW 3BYKOBOW MHCTaNNAUMM «HeBUANMBIA AyTO
CakpameHTans. [AnadoHmnyeckoe nocnaxmne paHaas» (1952) ncnaHckoro
nvioHepa Meamna-apTa X. Bans gens Omapa (1904-1982), BbINONHEHHbBIX
NCNAaHCKAMK MearaxyaoxXHUKamMu HUHBO ae Inbye 1 XaBbepom BriBepom.
MpencTasnsemas paboTa hoKyCMPYETCs Ha aBTOPCKOM 3aMblC/1e 3TOro Npo-
V3BeneHIs, PacKpbIT paspaboTanHHblv X. Banb Aens OMapomM NpuHumMn ava-
(DOHMHYECKOTO 3BYKa, OKa3aBLWNIA BAVSIHWE Ha BbIPA3WTE/bHbIE BO3MOXHOCTH
NHCTaNNALMK. Ha OCHOBE aHanv3a TEKCTOB XYAOKHMKa OnpefeneHsl OCHOB-
Hble LIenv TEXHONOr K avacdoHWI: MOCPEACTBOM CTONIKHOBEH VIS 1MCCOHAHC-
HbIX aKyCTUYECKVX MOTOKOB aKTVBMPOBAaTb MHAVBMAYANBHYIO 1 KOMIEKTUB-
HYl0 MaMsTb 3puTeneit. NpoaHann3npoBaHo, Kak BbINONHEHHOE aBTopaMu
PE3HAKTMEHTOB BM3yaNbHOE CONPOBOXAEHE MPOCTPAaHCTBA 3BYKOBOIO NPO-
M3BEAEHVS MEHANO €ro BOCNPUATIE 3PUTENAMM U aKTYann3rpoBano Te nin
ViHble 3(DMeKTbl BO3AENCTBIS AMadOHNYECKOrO 3BYKa Ha 3puTenell, B ToM
yricne v TakTunbHble. CoenaH BblBOM, YTO aBTOPbI PE3HAKTMEHTOB HE TONbKO
PEKOHLIENTYaNN31MpoBan OTPaKeH e MUDONOTUHECKOTO MblLLINEHWS 1 COLV-
anbHOro YTOMNM3Ma 3MoxM (bpaHK1M3Ma B 3BYKOBOM Mpou3seaeHnn X. Bans
nenb OMapa, HO 1 PacKpbIY CNOXKHbBIE MPOTUBOPEYNS, NPUCYTCTBYOLNE
B €ro TBOpYeCTBe: AMathOHUYECKMI 3BYK, CO3AaHHbI B COOTBETCTBIMN C Npef-
NOXeHHO! X. Banb aens OMapoM TEXHONOMMEN, MOXET ObITb MPOUHTEpMpe-
TUPOBaH B 3aBUCUMOCTY OT BU3YaNbHOTO COMPOBOXAEHWS 1 Kak ONOKMPY-
oLV paUMOHaNbHOE MbILLINEHNE, W KaK 3aMaCKMPOBaHHbI KOHTPAMCKYPC,
OTCTaWBaIOLINIA LUEHHOCTb KPUTWUHECKOTO MbILLIEHKS B YCNOBMSAX NOAGBNEHNS
00LIECTBEHHOM XI3HM PPaHK1M3MOM. ITO NO3BOASET NPOBECTYV Napannenm
MEXy pacCMaTpMBAEMOW MHCTaNNAUWEN 1 COBPEMEHHbIM BU3YanbHbIM
MCKYCCTBOM C €ro COLManbHO-KPUTUYECKV MY BO3MOXHOCTAMM.

KntouyeBble CoBa: 3BYKOBAs MHCTaNNSALMS, MEANATEXHOMOMMN, CaYH-apT,
Meana-apT Micnanun, AnadoHUYecKniA 3BYK, TAKTUABHOCTb 3BYKa, XyA0Ke-
CTBEHHbI aBaHrapa, NCKyCCTBO PPaHKMCTCKOM cnaHnu
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INTRODUCTION

Light-color-sound artistic experiments were widely spread in the avant-
garde art of the first half of the 20th century, like light-music by A. N. Scriabin,
experiments with color and sound by G.I. Gidoni, optophonic (color music) piano
by V.D. Baranov-Rossine,* etc. Nowadays, due to the increased interest in sound
art, media artists return to the half-forgotten projects of the avant-garde heritage
of the 20th century (some of them can be considered as the forerunners of modern
sound installations) and propose their own interpretations.

This paper is devoted to the analysis of two modern reenactments? of the
1952 sound work Invisible Auto Sacramental: The Diaphonic Message of Granada
(Spanish: Auto Sacramental Invisible: Mensaje Diafénico de Granada) by the Span-
ish experimental cinema director and pioneer of media art José Val del Omar
(1904-1982). The study aims to determine how visual solutions can change the
audience’s perception of the sound space.

While maintaining its socio-critical potential, contemporary art is constantly
expanding its media capabilities, using both new technologies of the digital era
and new modes of perception. At the same time, research reflection, turning to
the art of the past, can no longer separate technological innovations from author’s
ideological and critical position. Modern media theory insists on the ideological,
critical, and reflective content of the media form itself—the general sum of media
action causes an uncritical perception of information. Artistic media innovations,
on the other hand, are most often aimed at strengthening the critical perception
of whatever is represented. Therefore, the study of Val del Omar’s experience is
relevant for combining art theory and media theory in exploring the critical poten-
tial of intermedial art of the 20th and early 21st centuries.

The paper considers and analyzes two reenactments of Val del Omar’s sound
auto sacramental, made by Spanish media artist and flamenco singer Nifio de
Elche® (the temporary exhibition at the Queen Sofia National Museum Art Centre
in Madrid, October 7, 2020-November 29, 2021)* and by Spanish sculptor Javier

Y For more information on the works of G.I. Gidoni and V.D. Baranov-Rossine, see: Kolganova,
2021, pp. 33-62.

2 Reenactment is an artistic practice of reproducing, reactivating any event or episode that took
place in reality; an attempt by contemporary artists to legitimize art as a way of collective and
individual participation in history (Kopenkina, 2005).

* Nifio de Elche is the creative pseudonym of a Spanish media artist, and flamenco singer
Francisco Contreras Molina (born in 1985).

* Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021. Retrieved
March 15,2024, from https://www.museoreinasofia.es/exposiciones/nino-elche
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Viver® (the project remained on paper (Viver, 2012)). It also analyzes the original
sound technology of diaphonic sound, invented by Val del Omar, that has become
the core principle of his oeuvre as a sequence of affects,” working with affective
memory,” and normative perception habits.

Numerous Spanish researchers have analyzed the artistic and technical
characteristics of Val del Omar’s sound auto sacramental. Javier Viver studied the
“scenographic and installation aspects” (Viver, 2012, p. 5) of this work in order to
create a reenactment in the form of an installation. Elena Romea Parente (2017;
2022) analyzed and commented on the script text of Invisible Auto Sacramental,
revealing its mystical-religious nature. Nifio de Elche reviewed Val del Omar’s
sound auto sacramental in the aspect of intermedial synthesis, as “a visual/sound
collage in which we find aesthetic references (...) to the formalizations (...) [such]
as video installation, musical graphics, concrete music, flamenco, electronic remix,
and sound installation, among others” (Nifio de Elche, 2020, p. 5) Lluis Alexandre
Casanovas Blanco (2020) analyzed Invisible Auto Sacramental in the aspect of its
technical characteristics as the culmination of Val del Omar’s experiments in elec-
troacoustics in the 1940s. Manuel Alvarez-Fernandez (2020) studied Val del Omar’s
work in the historical and artistic context of that time and drew parallels between
his work and The Electronic Poem, presented at the 1958 Brussels World’s Fair,
which sounded from 400 loudspeakers and was accompanied by images projected
on the Phillips Pavilion’s inner walls. (The author of the idea and the architect was

° Javier Viver (born in 1971) is a Spanish sculptor, photographer, and designer. Retrieved March
15, 2024, from https://javierviver.com/cvs/en-bio/biografia

¢ In this paper, “affect” is interpreted in accordance with the philosophical version of the
conceptualization of affect proposed by Canadian philosopher Brian Massumi (1995). Based on
the ideas of B. Spinoza, J. Deleuze, F. Guattari, W. James, A. Bergson, and taking into account the
modern physical theory of chaos by I. Prigogine, Massumi understands affect as a concentration
of unstructured intense force resulting from the impact of one body on another one. According
to Massumi’s point of view, affect escapes signification, it is a pre-cognitive, unconscious,
autonomous intensity:

Affect or intensity in the present account is akin to what is called a critical point, or a bifurcation
point, or singular point, in chaos theory and the theory of dissipative structures. This is the
turning point at which a physical system paradoxically embodies multiple and normally mutually
exclusive potentials, only one of which is ‘selected” (Massumi, 1995, p. 93).

AV. Volodina emphasizes that for Massumi, as for Deleuze, the multiplicity, procedurality, and
transformational power of affect, connecting different bodies with their movement, are important.
The Deleuzian project considers affect outside of psychological connotations and invariably
emphasizes the difference between affect and emotion, which is semanticized and individualized
(while affect is born in the pre-linguistic and pre-linguistic field and is divided by one or another
multiplicity) (Volodina, 2019, p. 37).

7 Affective memory, that is, the reverse effect of a woken memory on the interpretation of a
situation, is understood in accordance with the teachings of K.S. Stanislavsky, who borrowed this
term from T. Ribot’s psychological system.
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Le Corbusier). Carmen Pardo Salgado (2022, p. 26) emphasized that Val del Omar’s
auto sacramental continued the tradition of the Golden Age and converted it into
a sound installation. The novelty of this paper is that a comparative study of two
modern reenactments of Val del Omar’s work, with an emphasis on the analysis
of their visual accompaniment, is carried out for the first time.

IS VAL DEL OMAR’S INVISIBLE AUTO SACRAMENTAL AN INSTALLATION
OR A SOUND-VISUAL COLLAGE?

José Val del Omar worked on his Invisible Auto Sacramental from 1949 to
1952 and called it “the first embodiment of lyrical-religious electroacoustic poet-
ics” (Val del Omar, 2010a, p. 181). The term installation in the 1950s had not yet
come into use; as a genre, this type of art emerged in the 1960s in the USA. How-
ever, modern Spanish researchers, based on the fact that Val del Omar’s work is a
multi-channel sound show with a certain scenario and light and aromatic accom-
paniment, believe that it can be seen as the installation. This position is shared by
Elena Romea Parente (2017, p. 156; 2022, p. 60) and Javier Viver, the creator of one
of the reenactments analyzed in this paper (Viver, 2012, pp. 2, 4-5). The latter sug-
gests that “Auto Sacramental was a sound installation that had to be accompanied
by a certain scenography. In this aspect, ‘Auto’is (...) a sound installation of a type
that practically did not exist at that time, but is now a common museum practice”
(Viver, 2012, p. 4).

At the same time, Spanish media artist Nifio de Elche, who created the other
reenactment in question, is more cautious with definitions. He called his project
Invisible Auto Sacramental: A Sonic Representation from Val del Omar (Spanish:
Una representacion sonora) and described Val del Omar’s work as a “sound-visual
collage” (Nifio de Elche, 2020, p. 5).

The members of the Elche’s team—sculptor and architect Llufs Alexandre
Casanovas Blanco (2020), the author of the reenactment’s scenography, and
Manuel Alvarez-Fernandez (2020), responsible for the sound design—also did not
call this Val del Omar’s work an “installation” and used this term only in relation
to the reenactment by de Elche. However, all the above-mentioned researchers
emphasized that the hybrid audiovisual form of Val del Omar’s work had proved
innovative for the time and allowed to demonstrate essentially new orders of art
production as a medium for working with affective memory.
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VAL DEL OMAR’S DIAPHONIC SOUND TECHNOLOGY

José Val del Omar (1904-1982) was one of the brightest Spanish experimen-
tal film directors of the Francoist period (1939-1975). He was also known as a pio-
neer of media art and an inventor engineer in the field of audiovisual technologies.
In 1944, Val del Omar patented the Photoelectric Two-Track Sound Reproductor®
for his technology of diaphonic sound, or diaphony (Spanish: sonido diafénico,
diafonia)® and registered a trademark, Di&fono, for this sound device. In the
1940s, he worked as a technician at the National Radio of Spain and founded the
Laboratory of Experimental Electroacoustics in 1948 (Ortiz-Echagiie, Val del Omar,
2010, p. 329) to study the possibility of modifying recorded sound using echo or
reverberation in order to give the sound spatial characteristics.

In the 1940s and 50s, Val del Omar’s diaphonic sound technology was quite
innovative for Spain, since the means of electroacoustic expressiveness available
at that time in the technical arsenal of the national sound and film industry did not
allow creating a tactile sound effect or using subjective sound as a separate agent
of narration. Spain’s technological backwardness in the first decade after World
War Il was caused by the international political and economic isolation of Spain
in 1945 to 1955. The economic blockade led to an acute shortage of equipment
and technologies in the national industry.**

Val del Omar’s diaphonic sound technology was an electroacoustic cross-
talk system consisting of at least two sound sources. The audience had to be at
the center of the intersection of two (or more) heterogeneous sound streams. One
of the speakers (located in front of the audience) broadcast an audio track with
the main narration (during film projection, this audio track accompanied what
was happening on the screen). A second or more speakers were located behind/
under/above the audience; at certain moments—most often without any causal
relationship—it, or they, produced sounds of sighs, rustles, echo effects, and rever-
berations of the main sound.

& vdO. Aparato reproductor fotoeléctrico de dos bandas sonoras. Espafia, Madrid, patente de
invencion no 168.256, 1944 (Viver, 2010, p. 79).

° Diaphony (Greek: dladwvia—discord, discordance) in ancient Greek music means dissonance
(as opposed to “symphony”—consonance) // Academic. (n.d.). Retrieved March 15, 2024, from
https://dic.academic.ru/dic.nsf/brokgauz_efron/243/Diaphonia

10 Trademark registration certificates for Didfono and Fonema Hispéanico sound players in the
Industrial Property Registry (1944). https://ladigitaldelreina.museoreinasofia.es/search/item/3811-
diafono-y-fonema-hispanico-certificados-de-registro-de-marca?offset=12)15.03.2024)

1 During World War I (1939-1945), Spain remained neutral, but its pro-German position and
Francisco Franco’s dictatorial regime led to the international isolation of the country, which lasted
from 1945 to 1955. After the signing of the Pact of Madrid between the United States and Spain in
1953 (in exchange for economic support, the US received the right to deploy its military bases in
Spain), Spain was admitted to the UN in 1955, ending its isolation.
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As Val del Omar explained,

My system does not aim to recreate a portrait or the physical relief of sound
(...) the second sound should be a counterpoint to the screen action; it can
create an atmosphere through music or unconscious noises (....) It can act
as the subconscious of the audience (.. ..) (Val del Omar, 2015, pp. 93-94)

Thus, the sound channels located behind/under/above the audience broad-
cast a subjective sound that awakened the subconscious perception of visual
effects and allowed to build new orders of impressions inside themselves:

Diaphonic sound aims to replace the collective reactions of the audience,
shaped by previous experiences (...) with the echo of spontaneous cries
boiling in our blood, with our historical memory, and with the voices of our
ancestors claiming a role in our encounter with [contemporary—O.K.] events.
(Val del Omar, 1959)

Val del Omar gave temporal characteristics to dissonant sound fields: “the
future” (sounds of the main audio channel accompanying the action on the screen)
and “the past” (sounds of the secondary audio channel behind/under/above the
audience). He used many suggestive metaphors to indicate the technical features
of this unusual perception:

We exist at the confluence of two slopes. Our present has two sources that
nourish it: the past with its echoes, with the voices of blood that irrigate and
move our hearts, and the future, which urges and attracts us. We are like
a cradle between the beginning and the end. Our life is a pulsation. God
holds us between two sources (....) “Diaphony” is the acoustic plasma of the
heartbeat of life. (Val del Omar, 2010b, p. 112)

The diaphonic acoustic atmosphere overflowed the listeners’ sound percep-
tion, facilitating the activation of subconscious perception and associative thinking:

It is important to move from monologue to dialogue, from one sound
channel to two. The first channel should represent the acoustic manifestation
of the visual image on the screen, and the second should reflect the reaction
of the blood and consciousness of the viewer to the spectacle on the screen.
(Val del Omar, 2010b, p. 112)

According to his idea, this sound architecture should lead to a dialogue
between what was presented to vision and hearing frontally and the individual and/
or group reactions of the audience.

Val del Omar called this acoustics “tactile and luminous” (Spanish: acustica
luminosa y tactil) (Val del Omar, 2015, p. 95). He even wrote it on the logo of his
sound system (Fig. 1).
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Fig. 1. Logo of Val del Omar’s diaphonic sound system*?

By using the echo and reverberation effects, Val del Omar acoustically mate-
rialized tactile characteristics of sound and created a complex three-dimensional
sound space. Diaphonic acoustic counterpoint, combined with reverberations
of the sound, created a plastic vibration that seemed to touch the skin of the lis-
teners and caused various tactile effects. For example, a sound coming from the
speaker in front of listeners was reproduced slightly quieter (or slightly modified) a
split second later from the speaker behind their backs, creating a feeling of sound
passing through their body.

Thus, the sound technology of Val del Omar’s diaphonic sound generated
effects that were experienced by viewers as psychophysiological. Individual’s
body, including its somatic memory, was also the medium of impact. Such effect
implied the actualization of memory in the form of associations and the transition
of associative thinking into the mode of ecstatic experience.

Diaphonic sound technology was conceived by Val del Omar as a cinematic
technology: he first applied diaphony in his 1955 film Water-Mirror of Granada
(Aguaespejo granadino).* But the very first test of this innovative sound system
was his 1952 sound work Invisible Auto Sacramental: The Diaphonic Message of

2 See the image source: http://www.valdelomar.com/labo2.php?lang=es&menu_act=4&labol
cod=6&labo2_codi=10 (15.03.2024).

¥ For more information on the diaphonic sound system in Water-Mirror of Granada, see: Kolotvina,
2021, pp. 51-T71.
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Granada. It was performed at the Institute of Spanish Culture** in Madrid. It was
showcased in a cinema hall; no photographs of this event or reviews from con-
temporaries have been preserved.

JOSE VAL DEL OMAR’S
INVISIBLE AUTO SACRAMENTAL (1952)

The auto sacramental genre was revived in Spain in the 1920s and 1930s
after more than a century and a half of oblivion. Auto sacramental (translated
from Spanish as “sacred action”) is an allegorical religious play, a genre of Span-
ish theater. In the 16th and 17th centuries (before being banned in 1765%), auto
sacramentals were staged on the Spanish city squares during the Catholic Feast of
Solemnity of the Most Holy Body and Blood of Christ (Latin: Corpus Christi—the
Body of Christ”). Originally, the central theme of auto sacramentals was the sac-
rament of the Eucharist, that is, the transubstantiation of bread and wine into the
Body and Blood of Christ. As the genre developed, stories from the Bible, the lives
of saints, mythological plots, and references to contemporary events could also
be included in the plays. Religious and philosophical dramas of Pedro Calderén
de la Barca (1600-1681) became the culmination of this genre in the Spanish
drama of the 17th century. Calderdn transformed the characters of his plays into
multilevel allegorical figures, embodying the theological and philosophical ideas
of Catholic doctrines.

In 1927, Antonio Gallego Burin staged Calderén’s auto sacramental The
Great Theater of the World (Calderdn, 1999) in Granada. Five years later, in 1932,
Federico Garcia Lorca presented another of Calderdn’s sacramentals, Life is a
Dream (Calderén, 2021), at his theater, La Barraca. Throughout the 1930s, Span-
ish writers contributed to this genre with works such as Azorin’s Angelita (Azorin,
1930) and Rafael Alberti’s The Uninhabited Man (Alberti, 1931). The Franco regime
also promoted to the revival of this theatrical art form, appealing to the heritage

“Institute of Hispanic Culture (Spanish: Instituto de Cultura Hispdnica) was found in 1945 and
was based on the idea of Hispanidad—the unity of the Spanish-speaking peoples. The Institute’s
activities were aimed at international cooperation of Spanish-speaking countries under the
spiritual leadership of Spain. Since 1988, it has been known as The Spanish Agency for International
Development Cooperation (Spanish: Agencia Espafiola de Cooperacién Internacional para el
Desarrollo (AECID)).

1 By his royal decree of 1765, Charles Il of Spain declared the presentation and performance of
autos sacramentales prohibited as a relic of grassroots religiosity.
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of Spanish culture as a means of strengthening the foundations of the imperial
political system (Kasten, 2012).

Therefore, Val del Omar worked within the framework of a stable cultural
tradition that was typical both for the period of the Golden Age of Spain and the
contemporary art. However, auto sacramentals have always been intended to be
stage works, while Val del Omar used sound as the main material and turned his
art project from a radio play or a theatrical action into a radically new media form.
The modern audience knows it as a sound installation.

Val del Omar’s masterpiece is a one-act allegorical religious play without a
clear plot. It consists of dialogues of two actors (a man and a woman). The main
theme is human sins and redemption. The play begins with the episode of the
Fall of Adam and Eve and ends with scenes of bloody war and the death of the
protagonist. The dialogues alternate with musical compositions (there are no
indications of what kind of music is played in this work) and various noises, such
as the sounds of gunshots.

In the archive of Val del Omar there are four versions of the typewritten
script. The numbers of the audio channels, broadcasting dialogues, music, and
noises, are indicated to the right of the text (Val del Omar, 1951).

The duration of the composition is about an hour. It is looped (after the
death of the protagonist the story begin again from the episode of the Fall of Adam
and Eve). According to the author’s idea, his sound auto sacramental was to be
accompanied by smells and projections of flame and light beams on the walls.

MODERN REENACTMENTS OF INVISIBLE AUTO SACRAMENTAL
Nifo de Elche’s Version (2020)

Based on four versions of the script (Val del Omar, 1951) and other docu-
ments preserved in the archive of Val del Omar, modern Spanish media artists
create their own reenactments of his sound work.

By emphasizing religious and historical mythologies with the help of visual
accompaniment to the sound work, the authors of the modern reenactments gen-
erate heterogeneous aesthetic events that claim conceptual integrity and affect
the perception of sound.

Let us first analyze a reenactment set up by the Spanish media artist and fla-
menco singer Nifio de Elche. It was presented at the exhibition Auto Sacramental

HAYKA TEJIEBUAEHUNA 20 (4), 2024 57 THE ART AND SCIENCE OF TELEVISION



Invisible: Una representacion sonora a partir de Val del Omar at the Queen Sofia
National Museum Art Centre in Madrid (October 7, 2020-November 29, 2021).1

Nifio de Elche placed the installation in a hall decorated with 15 loudspeak-
ers in the form of balloon lamps hanging from the ceiling, reminiscent of altar
lamps, since the original script contains references to “votive lamps” (Val del
Omar, 1951). In religious practice, votive (Latin: votivus—“dedicated to the gods,”
votum—"“vow, desire”) are objects that are brought to God as a gift of gratitude or
a sacrifice. Sometimes among these offerings were altar lamps or candles, since
their light symbolizes ardent prayer and Divine light. Thanks to this detail in the
design, the artistic space of Val del Omar’s sound work acquired a sacred status.

The images of the installation’s lamps also resembled the lights at the fairs
in post-war Spain. The brightness and color of lights (red, green, blue, orange, bur-
gundy, etc.) changed during the performance, thereby creating the illusion of the
night city’s illumination (Fig. 2, 3).

Fig. 2, 3. Nifio de Elche’s reenactment (2020) of Invisible Auto Sacramental
by José Val del Omar?’

While aspiring to create an authentic version, Nifio de Elche noted, however,
that Val del Omar’s poetic metaphors are impossible to bring turn into reality,
which is why he has made a free interpretation (Museo Nacional Centro de Arte
Reina Soffa, 2020, p. 3). For example, he chose music for the installation at his own
discretion, including modern pop melodies, and designed the curtain.

Since Val del Omar demonstrated his work in the cinema hall, Nifio de Elche
placed two rows of seats along the wall. However, he expected that visitors would

 Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021. Retrieved
March 15, 2024, from https://www.museoreinasofia.es/exposiciones/nino-elche

"See the image sources: https://lluisalexandrecasanovas.com/invisible-auto-sacramental-
museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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walk around the hall. Indeed, visitors usually wandered around the hall and looked
up at the loudspeaker lamps, from which voices and music were heard.

At the entrance to the exhibition hall and around the perimeter of the instal-
lation, the artist placed a curtain made of thick fabric, similar to tapestries and thick
curtains typical for pompous official interiors of the Francoist period. In combina-
tion with the lighting design of the installation, which resembled the lights at the
fairs in post-war Spain, the audience perceived and contextualized the sound within
the space of historical memory.

The pattern on the curtain proposed by Nifio de Elche illustrated life and
death as an antinomy of religious consciousness, which the work tells about.
On the lower part of the curtain there were symbolic images of flowers and
birds-of-paradise from the Alhambra Gardens. Nifio de Elche was guided by the
fact that Val del Omar used images of Alhambra in his three films about Granada:
1935 Vibrations of Granada (Vibracion de Granada), 1955 Water-Mirror of Granada
(Aguaespejo granadino), and 1968/74 Granada (Granada). The top of the curtain
depicted abstract images of a nuclear explosion in the New Mexico desert (USA). In
July 1945, USA conducted the first nuclear test there, and a month later dropped
nuclear bombs on Hiroshima and Nagasaki. Thus, the patterns on the curtain
showed two extreme points in the history of mankind—the Garden of Eden and
the Apocalypse (Fig. 4, 5).

Fig. 4, 5. Patterns on the curtain in the reenactment by Nifio de Elche (2020)**

8 See the image source: https://lluisalexandrecasanovas.com/invisible-auto-sacramental-
museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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Religious and secular connotations were intertwined in this reenactment, and
time layers were also mixed. The audience simultaneously perceived the rhythms
of modernity, visual references to the Francoist dictatorship period, and the bibli-
cal narrative.

Javier Viver’s Version (2012)

In 2012, Spanish sculptor and designer Javier Viver proposed his version of
reenactment. In 2010, he defended the doctoral thesis The Laboratory of Val Del
Omar: A Contextualization of His Work Based on the Textual, Graphic, and Sound
Sources Found in the Family Archive (Viver, 2010). Based on the materials he stud-
ied during the preparation of his dissertation and in cooperation with The Maria
José Val del Omar & Gonzalo Séenz de Buruaga Archive and with the partic-
ipation of art historian Javier Ortiz-Echaglie, Viver developed Invisible Auto
Sacramental: The Diaphonic Message of Granada—An Unpublished Work by José
Val del Omar (Viver, 2012). This reenactment exists only as a project that has not
yet been realized.

Viver designed the installation in the form of an eye ball. The audience were
supposed to sit inside the sphere and look up at the “iris” as at the screen to see
the multi-colored lightnings projected on it, with sound coming out from 14 speak-
ers located at different points of the eye ball (Fig. 6, 7).

Fig. 6. Amodel of Javier Viver’s reenactment (2012) of Invisible Auto Sacramental
by José Val del Omar. External design of the installation?®

¥ Archivo Marfa José Val del Omar & Gonzalo Séenz de Buruaga is the family archive of Val del Omar
established by his daughter Maria José Val del Omar and her husband Gonzalo Saenz de Buruaga.

0 See the image source: https://javierviver.com/wp-content/uploads/2018/04/Val-del-Omar-
Autol.pdf (15.03.2024).
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Fig. 7. Amodel of Javier Viver’s reenactment (2012) of Invisible
Auto Sacramental by José Val del Omar. Internal design®

In this design, Viver visualized Val del Omar’s idea that the cinematic screen
is a large retina of the collective eye (Val del Omar, 2010b, p. 111).

Such a visual design of the art space was intended to create a zone of inter-
pretation that would not associate with any historical context and would be sup-
posed to create a sense of unity among the viewers—not only as a result of their
proximity within the sphere, but also due to the association of the installation’s
iris screen with the collective eye.

COMPARATIVE ANALYSIS OF THE TWO REENACTMENTS

Nifio de Elche’s reenactment can be described as a historical reconstruction.
Javier Viver’s project—as a meditative representation. A question arises, how these
different versions of formal organization of images and sounds could influence the
audience’s perception of the diaphonic sound field.

Nifio de Elche in his reenactment manipulated chronology, mixing biblical
history with the present day: the audience saw simultaneous references to Paradise,
the Francoist period, the Apocalypse, and modernity. This strategy was supported
by Val del Omar’s script, where temporal layers were also mixed, awakening the

' See the image source: https://javierviver.com/wp-content/uploads/2018/04/Val-del-Omar-
Autol.pdf (15.03.2024).
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historical memory of viewers and complementing it with both mythological and
historical connotations, as well as with the references to our time.

Carmen Pardo Salgado, Professor at the University of Girona, commented
on the strategy of connecting time layers in Nifio de Elche’s reenactment: “A sound,
social, aesthetic, and political space is condensed here that calls upon our collec-
tive memory,” allowing us “to feel the power of past sounds in order to understand
and articulate the present” and “to listen to our own time through Val del Omar’s”
(Pardo Salgado, 2022, p. 28).

Indeed, while Val del Omar combined two ages in his installation—the
mythological time and his modernity (the Francoist period, 1939-1975), Nifio de
Elche added the third epoch—our present, thereby continuing the process of time
rethinking, initiated by Val del Omar with the help of diaphonic acoustics.

In this version of the reenactment, not only the range of interpretation
increased by mixing of three layers of time, but the viewer’s bodily practices also
gained greater freedom. Although there were two rows of seats along the wall in
the exhibition hall, the audience themselves decided what to do: whether wander
around the hall, or stand, or sit. The viewers could also choose their own viewing
point.

In Viver’s reenactment, there were no references to specific historical events,
which would have to promote to a greater concentration of the audience’s atten-
tion on tactile effects of diaphony. Due to the reverberation effects, that would be
clearly felt in the space of the spherical installation, viewers could feel the sound

“enveloping” their bodies or “burning” their skin.

According to Viver’s idea, each viewer was to occupy a distinct seat inside
the sphere. It would limit the possibility of bodily reaction and would allow the
viewers to focus on their sensations generated by the sound streams. This orga-
nization of space, combined with the light impulses within the installation, was
intended to blur the boundaries of individuality, to enhance the hypnotic effect of
sound, and to prevent viewers from adopting a critical rational stance.

The comparison of the two reenactments of Val del Omar’s sound auto sac-
ramental revealed that both of them are based on historical and religious-cultural
mythologemes, which are constructive for the consciousness of the viewers. Dif-
ferent versions of the visual accompaniment of the sound work radicalize some
of the mythologemes, leading to a diametrically different impact on the viewers
and effects on their subjective reaction.

For instance, the version by Viver reflects the totalitarian connotations
(restrictions, fixation, closed space, collectivism, etc.), permeating the Francoist
period as well (and partly Val del Omar’s work). The technology of diaphonic
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sound can be interpreted in this case as completely immersive, blocking rational
thinking. Immersion in the unconscious is identified here with dissolution in col-
lective sound as the simplest space of totalitarian universal jubilation.

Nifio de Elche’s reenactment provided viewers the freedom of movement,
the opportunity to perceive the art space of the installation as secular or sacred (for
example, the design of the lamps was reminiscent of both altar lamps and fairground
lights), thereby representing liberal connotations of the work by Val del Omar.

Diaphonic sound in his version functions as an initial request for dialogue
and a disguised counter-discourse, since objective, documentary sound, placed in
a diaphonic space with mixed time layers and the ability of viewers to freely react
to what is happening, is evidently dissonant with subjective sound. Dialogism no
longer simply recodes individual images and symbols; it enables an image or a
symbol to have different encodings and decodings in a specially organized space,
provoking critical thinking in the audience. In this case, the work is no longer
immersive—on the contrary, it brings the viewer’s unconscious to the realm of con-
sciousness, in which the meanings for each object should be selected.

CONCLUSION

Two reenactments of Val del Omar’s sound work demonstrate that his artis-
tic legacy cannot be categorized as an illustration of any ideology. As Casanovas
Blanco emphasized, “the ambiguous figure of Val del Omar should not fall victim
to a simplistic approach” (Casanovas Blanco, 2021). Val del Omar’s works reflected
both the mythological thinking and social utopianism of the Francoist period, as
well as the desire to express a special complex code of Spanish culture. This code
turns out to be alive, with space and sound supporting its metamorphosis. In the
affective space reenactments of the early form of Val del Omar’s sound installation,
these metamorphoses are quite convincingly interpreted both as an immersion
into the depths of the unconscious and as a request for dialogue.

The results of this research are productive both for the analysis of contem-
porary sound installations and the disclosure of the critical potential of contem-
porary art in its various forms, as well as for studying the sound art and media art
formation in Spain in the context of national history and artistic tradition. The syn-
thesis of arts in the modern era, which foreshadowed the emergence of media art
in the second half of the 20th century, was revealed with the help of the intuitive
construction of new forms of expression by Spanish pioneer of media art José Val
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del Omar and was formalized by him in the form of the theatrical genre known
as auto sacramental as a possible ideal form for such a synthesis. The interpene-
tration of cultural traditions and innovation, which is inevitable in such projects,
requires special scientific research.

BBEJAEHWUE

CBETO-LBETO-3BYKOBbIE XYAOXKECTBEHHbIE SKCMEPUMEHTbI MONYYMUAN WINPO-
KOoe pacnpocTpaHeHyie B aBaHrapaHOM VMCKYCCTBE NepBOI MONOBMHbI XX BeKa
(cBeTOMy3bIKa A. CKpsibUHa, 3KCMeprMeHThI C UBETOM 1 3BYKOM [V, TMAOHM,
«onTotoHMYecKoe» (UBETOMY3bIKanbHoe) NaHKHO B.[. bapaHosa-PoccuHe!
1 ap.). B nocnegHee Bpems B CBS3W C BO3POCWINM MHTEPECOM K CayHA-apTy Mean-
AXYLOXKHVKM BO3BPALLAIOTCS K XYAOKECTBEHHOMY HACNEAMIO aBaHrapaa XX Bexa
(oTaenbHble NpoM3BeAeHNs aBaHrapia MOXHO paccMaTpMBaTb Kak npeareyn
COBPEMEHHbIX 3BYKOBbIX MHCTaNAALUMI) U NpeanaratoT CBOM BapUaHTbl MHTEP-
npeTauyn nony3abbiTbix MPOEKTOB.

[aHHas cTaTbs NOCBALLEHa aHaNM3y BYX COBPEMEHHbIX BAPVAHTOB pes-
HaKTMeHTa’ 3BYKOBOW paboThl MCMaHCKOro pexmnccepa 3KCNepUMeHTanbHoro
KuHemaTorpada 1 nroHepa Meana-apTa X. Bans aenb Omapa (1904-1982) «<Hew-
anMblii Ayto CakpameHTans. [radoHunyeckoe nocnanve MpaHaash (Auto Sacra-
mental Invisible. El mensaje diafénico de Granada). Lienb viccnenoBaHuis — onpe-
AENNTb, KaK BM3yanbHble pelleHns MOryT U3MEeHUTb BOCNPUATME 3BYKOBOMO
NPOCTPAHCTBA 3PUTENAMU.

CoBpeMeHHOe UCKYCCTBO, COXPaHssa CBOW COLMaNbHO-KPUTUYECKMI NOTEH-
LMasn, NOCTOSHHO PacLUMPSET CBOU MeANIiHbIE BO3MOXHOCTW, MCNONb3YS KaK HOBbIe
TEXHONOM MW UMMPOBOW 3pbl, TaK Y OOHOBAEHHbIE peXMbl BOCApUSTHS. OfHO-
BPEeMeHHO 1ccneaoBaTenscKas pednekcus, 0bpallasce K MCKYCCTBY MPOLUOTo,
YHKe He MOXET OTAeNNTb TEXHONOrUYecKme MHHOBaLWW OT MAENHO-KPUTUYECKOW
nosnuny astopa. CoBpeMeHHas Teopus Mena HacTansaeT Ha MAEONOrMYECKOM,
KPUTNYECKOM 1 pedNeKT1BHOM COAEPXaHun camoit MeanitHo opmel — COBO-
KYMHOCTb Meavia MOXET NPUBOAWTE K HEKPUTUYECKOMY BOCTPUSTUIO MHAOPMAaLMK,

! bonee nogpobHo o TBopyecTBe /. magoHu 1 B.[. bapaHosa-PoccrHe cm. cTatsio O. Konra-
HOBOW (2021, c. 33-62).

? PeaHaKTMeHT (aHm. re-enactment — PeKOHCTPYKLMS COObITYIS) — XyAOWECTBEHHAS NMPaKTIKa
BOCMPOVI3BEAEHVIS, PEAKTVBMPOBAHNMS Nt06Or0 CObbITUS, 3MM304a, MMEBLLETO MECTO B peans-
HOCTU; «MOMbITKA COBPEMEHHbIX XYAOKHUKOB NETUTUMIPOBATH UCKYCCTBO KaK CMOcob KomeK-
TUBHOTO W MHAVBWAYANBHOIO y4acTus B UCTOpUM» (KonexkiHa, 2005).
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HO Xy[AOXeCTBeHHble MeauiHble HOBALMM Yalle BCero Hamnpas/eHbl Ha ycuneHue
KPUTMYECKOTO OTHOWEHWS K penpe3eHTnpyeMomy. [o3ToMy 1M3ydeHne onbiTa
X. Banb nens Omapa akTyanbHO A/ 06benHeH Vs TeopuY MCKYCCTBa U Teopin
Meaua B MCCNefOBaHNM KPUTUHECKOTO NOTeHUMana MHTepMeananbsHoro UCKyCcCTsa
XX v Ha4ana XXI seka.

B cTaTbe pacCMOTPEHbl M NPOaHaNM3nMPOBaHbl PE3HAKTMEHThI 3BYKO-
BOIO ayTo cakpameHTana X. Bans genb Omapa, oCyulecTBeHHble CNaHCKIM
MeanaxyaOKHKOM, MeBLOM dnamMeHKo H1Hbo fie 3nbye’ (BpemMeHHas BbICTaBKa
B HauvoHansbHoM My3see LieHTp vckyccTe Koponessl Cobun B Magpuae, 7 oxTs-
6ps 2020 — 29 Hoabps 2021)* 1 MCNAHCKUM CKYNbNTOPOM XaBbepoM Brsepom®
(npoekT 2012 rofa, ocTaslwuics Ha bymare (Viver, 2012)). Tatoke npoaHanu3npo-
BaHa OpUrHanbHas 3ByKoBas TexHONorus avadoHMYecKoro 3ByKa X. Banb aenb
Omapa, CTaslias CTepKHEBLIM NPUHLMNOM OpraHv3aluy ero Npon3BeeHus Kak
nocnegoBatensHocTU achhexTos’, paboTatox ¢ adhdeKTUBHOM NaMsTbio" 1 HOp-
MaTMBHbIMU NPUBBIYKEMI BOCMIPUATUS.

* HuHbo ge 3nbye (Nifio de Elche) — TBOpYeCKMIA NCEBAOHMM MCMAHCKOrO MeAnaxyfoxHIKa,
nesla chnamerko ®paHcrcko KoHTpepaca MonuHa (Francisco Contreras Molina, pog. 1985).

* Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del Omar.
Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021 // URL: https://
www.museoreinasofia.es/exposiciones/nino-elche (15.03.2024).

° BuBep, XaBbep (Viver, Javier, poa. 1971) — ncnaHckuia ckynsnTop, hoTorpad, Au3aiinep. URL:
https://javierviver.com (15.03.2024).

° B faHHoI cTaTbe TepMuH «addeKT» TpakTyeTcs B COOTBETCTBUM C DUNOCODCKON Bepcuel
KOHLEeNTyanu3aynn addeKTa, NpeanoxeHHol KaHaacknm dunocodom b. Maccymm (Maccymu,
2020). b. Maccymu, onnpascs Ha naen b. Cnuro3ssl, XX. [enesa, ®. [BatTapy, Y. xelivca, A. bepr-
COHa, a TaKke MpYHMMas BO BHIMaHKe COBPEMEHHYI0 (ur3mnyeckyto Teopuio xaoca W. lMpuro-
KIMHa, NOHMMaET athdeKT KaK KOHLEHTPaLWio HECTPYKTYPUPOBAHHOW WHTEHCVBHOW CUMbI,
BO3HMKatoWlell B pe3ynsraTe BO3AeVICTBIM OQHOIO Tena Ha Apyroe. COrnacHo ToYKe 3peHns
b. Maccymn, addeKT ycKonb3aeT OT CUTHUMbUKALMI, 3TO AOKOTHWUTVIBHAS, beccosHaTenbHas,
aBTOHOMHas, He 3aBMCUMas OT 03HA4YMBAHMS UHTEHCUBHOCT: «ADDEKT MAN MHTEHCKBHOCTb
B HallemM U3MOMEHMI HaNOMVIHaeT TaK Ha3biBaeMyto KPUTUYECKYHO TOYKY UV TOYKY BudypKa-
LW, VAN TOYKY CUHMYASPHOCTU 13 TEOPMM Xaoca 1 TEOPUM ANCCUMATUBHbIX CTPYKTYP. Tak obo-
3Ha4atoT MOBOPOTHbI MOMEHT, Korfa dr3v4eckas c1ucTeMa napafokcansHelM 06pa3om 3akio-
4aeT B cebe MHOXECTBO B3aMMOVICKIIO4IOLLMX MOTEHLMAN0B, U3 KOTOPbIX CcTeMa “BbibvpaeT”
TONbKO oaMH» (Maccymu, 2020, c. 119). A.B. BonognHa nog4epKkmnBaeT, YTo «ans Maccymu, kak
1 ans [lenesa, BaXkHa MHOXECTBEHHOCTb, MPOLECCYanbHOCTL M TpaHCchopMaLioHHas ciia ad-
heKTa, coefyHsAIOWEro CBOUM [BWKEHVEM pa3nyyHble Tena. B enesnarHckom npoekte ahdekt
paccMaTpUBaeTCs BHE NCHMXONOMNYECKX KOHHOTALMIA, I HEM3MEHHO NOAYEPKUBAETCS OTAVYME
addexTa OT 3MOLMM, KOTOpas CeMaHTV3MpOBaHa 1 MHAVBMAYanV3MpoBaHa (8 TO BpeMs KaK
apderT poxaaeTcs B AOSA3LIKOBOM 1 LO3HAKOBOM MOME 1 Pa3aenseTcs Tov Unn UHOWM MHOXKe-
CTBEHHOCTLI0)» (BonognHa, 2019, ¢. 37).

" AdderTrBHas namaTh, T. e. 00paTHOe BO3felCTBYE NPODYKAEHHOTO BOCMOMUHAHWS Ha VK-
TeprpeTauvio CUTyalyn, MOHKMMaETCs B COOTBETCTBIM € ydeHnem K.C. CTaHncnaBCKoro, KoTo-
pbIi 3aMMCTBOBAN 3TOT TEPMUH U3 MCUXONOTMYECKO cncTems! T. Prbo.
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0630p XyAOKECTBEHHbIX U TEXHUYECKMX OCODEHHOCTE 3BYKOBOMO Mpomn3-
BegeHus X. Banb fens Omapa npoefieH B paboTax NCNaHCKUX UcCnegoBaTenel.
X. BrBep 13y4un «cueHorpadmnyeckme 1 nHCTanasumMoHHsle acnexTsi» (Viver, 2012,
p. 5) Npovi3BefeHNs C LUeblo CO3AaHus pesHakTMeHTa B BUAE UHCTanNsaumm;
E. Pomea NapeHTe NpOKOMMEHTMPOBANa TEKCT CUeHapus «HeBranmMoro AyTo
CaKpameHTans», BbIiBMB €70 MVUCTUKO-PeNTMO3HbIN XapakTep (Romea Parente,
2017; 2022); HHBO fie dnbye paccmoTpen npovsseneryie X. Banb gens Omapa
B aCneKTe MHTepMeaVansHOroO CUHTE3a Kak «BU3YanbHO-3BYKOBOW KOMNaX, B KOTO-
POM Mbl HaxOAMM 3CTETUYECKIE OTCHINKM K... COBPEMEHHDBIM XYLOKECTBEHHbIM
NPaKTViKaM (BMAEO ¥ 3BYKOBas MHCTaNNALMS, My3blKkanbHas rpacduka, KOHKpeT-
Has My3blKa, 3NeKTpoHHbI pemukc...)» (Nifio de Elche, 2020, p. 5); /1. KacaHo-
Bac bnaHko npoaHannsvposan «Hesuanmblin Ayto CakpameHTanb» B acrekTe
€ro TEXHWHYECKMX XapaKTEPUCTVK KaK KyNbMUHaLMIO NPOBOAMMbIX X. Banb genb
OmMapoM Ha npoTsxeHnr 1940-x rog0oB 3KCMNEPUMEHTOB B 061aCTV 3M1eKTpoaKy-
ctkn (Casanovas Blanco, 2020). M. AnbBapec-depHaHaec nccnefosan TBOPHECTBO
X. Banb gens OMapa B UCTOPVIKO-XYAOKECTBEHHOM KOHTEKCTE TOTO BPeMeH! 1 Mpo-
Be/ napannenv Mexay ero npovi3BefeHnem 1 NpeacTaBneHHol Ha BceMnpHoit
BbicTaBke B bptoccene (1958) B MaBnnboHe GPUAAMNC (apxMTEKTOp 1 aBTOP 1aew
Jle Kop6to3be) «3neKTPOHHOM MO3MO», 3By4aBluei 13 400 rpOMKOroBOpUTENei
1 COMPOBOXAABLIENCS MPOeKUVen N300paxeHnii Ha BHYTPEeHH e CTeHbl [1aBu-
nboHa (Alvarez-Fernandez, 2020); K. Mapgo Canbrago obpatvina BHYMaHe Ha To,
4YTO «ayTO CakpameHTans Banb aens Omapa npogomkmna Tpagmumio 3010Toro Beka
1 TpaHchopMypoBan ee B 3ByKOBYIO MHCTansumnto» (Pardo Salgado, 2022, p. 26).

CpaBHeHVe ABYX COBPEMEHHbIX BapyaHTOB pe3HaKTMeHTa 3TOM paboTsl
X. Bane genb OMapa ¢ akUeHTOM Ha aHanm3 BM3YanbHOro nx CONMPOBOXAEHNS
NPOBOAMTCA BNEPBbIE, YTO 1 COCTaBNAET HOBU3HY NPEANPUHATOrO Hamu 1ccne-
[OBaHNS.

«HEBUANMbIA AYTO CAKPAMEHTA/1b» X. BA/lb [JE/Ib OMAPA —
WHCTANNALMA UKW 3BYKO-BU3YAJIbHBIA KOMAXK?

X. Banb nens OMap Ha3Ban CBoe 3ByKOBOE Npon3seaeHvie «<HeBUaANMBIN
AyTo CakpameHTans. [rahorr4eckoe nocnanve MpaHaasl», Haf KoTopbiM pabo-
Tan ¢ 1949 r. no 1952 r., «nepBbiM BOMOLLEHNEM NVPUKO-PENUTNO3HOW 31eKTPO-
aKkycTuyeckor noaturm» (Val del Omar, 2010a, p. 181). TepMuH «<MHCTaNNgLUmMs»
B 1950-¢e ellje He BOWeN B ynoTpebnerue, Kak aHp 3TOT BWA UCKYCCTBa NOSBUNCS
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B 1960-e B CLUA. Ho coBpemeHHble MCMaHCKne nccnefosaTenn, OCHOBbIBAACH
Ha ToM, 4TO nMpousseaeHue X. Banb aens OMapa npefctasnseT coboit MHOro-
KaHasnbHYIO 3BYKOBYIO paboTy C OMpeAeneHHbsIM CLieHap1eM 1 CBETOBLIM 1 060-
HATENbHbIM COMPOBOXAEHWNEM, CHUTAIOT AOMYCTUMBIM Ha3bIBaTb €0 «MHCTas-
naumneit». Takon no3nymny NpuaepxmnBatoTCcs, HanpviMep, ncciefoeaTtensHULa
TBOpYecTBa X. Banb nens Omapa E. Pomea lNapeHTe (Romea Parente, 2017, p. 156;
2022, p. 60) 1 aBTOp OAHOIO V3 aHaNU3MpyeMblx B AaHHON CTaTbe PEIHAKTMEHTOB
X. Busep (Viver, 2012, pp. 2, 4-5). X. Buep nonaraet, 470 «“AyTo CakpameHTans’
ObI 3BYKOBOW MHCTaNASUMEN, KOTOpas A0/MKHa DOblna CONpOBOXAATHCS Ornpeae-
NEHHOM cleHorpaduelt. B aTom acnexTe “AyTo” MpeacTaBnseT CObOM. .. 3ByKOBYO
MHCTaNNALMIO TOTO T1Ma, KOTOPOro B TO BPEMSA NPAKTUYECKU He CYLeCcTBOBanNo,
HO celi4ac 3To obblYHas My3eliHas npaxTukar (Viver, 2012, p. 4).

B TO »e Bpems MCNaHCKUA MeanaxyaoKHUK HUHBO Ae 3nb4ye, caenaslwmnii
BTOPOW aHanM3npyemblin B JaHHOM TEKCTe pe3HaKTMeHT paboTsl X. Banb aens
Owmapa, ocTopoxHee B onpegeneHnsx. OH Ha3Ban CBOM NpoeKT «HeBMAVMBbIN
AyTo CakpameHTanb: 3ByKOBOE NpeAcTasnerue [UCn. una representacion sonora. —
0. K] oT Banb genb OMapar, OH TakKe oxapaktepr3sosan 3Ty paboTy X. Banb aens
Omapa Kak «3ByKo-BM3yanbHbI konnax» (Nifio de Elche, 2020, p. 5). CoTpya-
HVIKM KOMaH{bl HYHBO Ae 3nb4e — aBTOP CLeHOorpadnyeckoro NpoeKTa pesHak-
TMEHTa, CKyNbNTOP W apx1TekTop /1. Kacanosac bnaHko (Casanovas Blanco, 2020)
1 OTBETCTBEHHbIN 3a 3ByKOBOE OhopMAeHMe BbiCTaBKM M. AnbBapec-PepHaHaec
(Alvarez-Fernandez, 2020) — B CBOMX CTaTbAX, PA3MELICHHbBIX B CONPOBOANUTES b-
HOV Bpoltope K BbICTaBKe, TakKe He Ha3biBatoT Npoun3seaeryve X. Banb gens
OMapa «MHCTanAsumen», ynoTpebnsis 3TOT TEPMUH TOMbKO B OTHOLIEH MY DEIHAKT-
MeHTa, BbIMOAHEHHOTO HIHBO fe 3nb4e. Ho BCe ynoMsHyThIe Bbille 1cCnefoBa-
TNV akUEHTUPYIOT BHVIMaHWe Ha TOM, YTO rbpuaHas ayanosmsyansHas hopma
npovi3sefeHus, cosnaHHas X. Banb gens OMapoMm, okasanack HOBATOPCKOM AN
CBOEro BPeMeHU 1 N03BOAMAa MPOAEMOHCTPYPOBATH, MO CYTU, HOBbIE MOPSAKM
NPOV3BOACTRA MCKYCCTBA Kak Mefyma paboTsl C ahMeKTHBHOW NaMsaThIO.

TEXHONOIM'NA « ANA®OHUYECKOIO 3BYKA»

X. BA/1b IE/Tb OMAPA

X. Banb aens Omap (1904-1982) — 0iliH 13 CaMblX SPKUX UCMIAHCKNX PEXIC-
CepoB IKCNEePUMEHTaNbHOMo KuHeMaTorpada anoxn dpaHkmama (1939-1975), oH
TaKKe M3BECTEH KaK MMOHEP Meava-apTa v MHXeHep-13obpeTaTens B 0bnacTy
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ayaMoBU3yansHbIX TexHonornii. B 1944 rogy X. Banb gens OMap 3anaTeHToBan
paspaboTaHHoe 1M «POTO3NEKTPUYHECKOE YCTPOICTBO BOCMPOV3BEAEHUS C ABYMS
3BYKOBBIMU AOPOXKAMI»® NS N300PETEHHOW UM TEXHONOT MM «AMatOHUYECKOTO
3ByKa» 1K «aradoHunm» (1cn. sonido diafénico, diafonia)®, a Tawke 3aperucTpu-
poBan B PeecTpe NpoOMbIWNEHHON COBCTBEHHOCTH TOBapHbIN 3HaK «/[radoHo»
(Digfono)*® nns ceoero 38yKOBOro annapaTta. Bo BTopoi nonosuHe 1940-x oH pabo-
Tan TeXHNYECKUM CneumanvcTom Ha HaunoHansHoM pagno Vicnannw, B 1948 rogy
OCHOBaB TaM JlabopaTopuio 3KCMepuMeHTanbHoM anekTpoarycTnku (Ortiz-Echa-
gle, Val del Omar, 2010, p. 329) Ans “ccneaoBaHKs BO3MOXHOCTY V3MEHEH WS
3amnyICaHHOro 3ByKa C NOMOLLbIO 3Xa UK peBepbepaLmn C LeNbIo MPUAaHNS 3BYKY
NPOCTPAHCTBEHHbIX XaPaKTEPUCTHIK.

PaspaboTaHHas X. Bans gens OMapoM 3ByKOBas TeEXHONOTrMS AvadoHNY
Oblna nHHoBaUMoHHOW Ana Micnarum 8 1940-1950-x, T. K. UMEBLWMECS Ha TOT
MOMEHT B TEXHWYECKOM apceHane HalyoHanbHOW 3BYKOBOW 1 KMHOUHAYCTPUM
CPefCTBa 3N1eKTPOAKYCTUYECKOW BbIDAa3UTENbHOCTY He MO3BONSNM CO3[aBaTh
3 dEKT TAKTUABHOTO 3BYKa MM 3aAEMCTBOBATL B Xy/A0XKECTBEHHOM MPOM3BEaE-
HVW CyOBEKTMBHBIN 3BYK B Ka4eCTBe OTAENbHOMO areHTa NoBeCTBOBAHMS. TeXHO-
noruyeckas oTCTanocTs Vicnanyvin B nepsoe fecsTuneTre nocne Bropo MMpoBoOi
BOWHbI OblNa 06yCNoBAEHa MEXAYHAPOAHOW MNOANTUYECKOW 1 SIKOHOMUYECKOM
n3onsument ctpansl B 1945-1955 rofax. IKoHoMKMYecKas bnokaaa McnaHum npu-
Bena K ocTpomy AedurumTy 060pyaOBaHNS U TEXHONOTWIA B HALMOHaNBbHOM Npo-
MbILWIEHHOCTH M,

PaccMOTPUM TEXHONOTMIO AMaOHUYECKOrO 3BYKa Honee NoapobHO.
[AvadoHns npeacTasnsna cobol aNeKTPOaKyCTUYECKYI0 CUCTEMY NMepeKpecT-
HbIX TOMEX, COCTOSILYIO KaK MUHVIMYM V3 [BYX VCTOYHUKOB 3ByKa. CaywaTenn
AOMKHbI Dbl HAXOAMTHCS B LIEHTPE NepecedeHns AByx (1nn bonee) pasHopos-
HbIX 3BYKOBbIX MOTOKOB. OfMH AVHAMUK (DaCNONOKEHHbIN Nepes CaylaTensmm)

& vdO. Aparato reproductor fotoeléctrico de dos bandas sonoras. Espafia, Madrid, patente de
invencion Ne 168.256, 1944 (Viver, 2010, p. 79).

° [natoHus (ap.-rped. dladwvia — pasHornacue, pasHo3Byyme) — rPedecKmii My3blkanbHbIN
TepMUH Ans 0003HaYeHNs AMCCOHaHCa B NPOTUBOMONOKHOCTL «CUMMOHNM» — KOHCOHAHCY.
URL: https://dic.academic.ru/dic.nsf/brokgauz_efron/243/Diaphonia (15.03.2024).

10 (Diafono y Fonema Hispénico: certificados de registro de marca, 1944) // Archivo José Val del
Omar. Arch. VDO 355, ID Ne registro C00217323c. URL: https://ladigitaldelreina.museoreinasofia.
es/search/item/3811-diafono-y-fonema-hispanico-certificados-de-registro-de-marca?offset=12
(15.03.2024).

1 Bo Bpemst Bropolt MMpoBO#i BOViHbI (1939-1945) Vicnawns coxpaHana HelTpanuTeT, HO ee
nporepMaHcKasi No3nums 1 AUKTAaTOPCKIIA pexim ®. DpaHKo NpUBenn K MexayHapoaHO 130-
NAUMM CTPaHbl B OTMEYEHHbIN Boille nepunoa 1945-1955 ropos. MNocne noanucanns B 1953-m Ma-
ApUACKUX cornatwennin mexay CLUA v Mcnanwveit (CLUA nony4unnv npaso pasMellaTb CBOV BOEH-
Hble 6a3bl Ha TEpPUTOPKK VicnaHiu B 0BMeH Ha IKOHOMMYECKYH MOMOLLb) VicnaHus B 1955 roay
6bina npursTa 8 OOH, 1 ee 130K 3aKOHYMNACh.
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TPaHCAMPOBaN ayAMOAOPOXKKY C OCHOBHbIM NOBECTBOBAHMEM (MPU KUHOMPOEK-
UMM 3Ta ayAMOLOPOXKKA CONPOBOXAANA MPOUCXOASLLEE HA KMHOIKPaHe), a BTO-
POM VAV HECKONBKO AMHAMMKOB HaX0AWAVCh 3a/N0A/HaA CnylwaTensMy 1 npons-
BOAVNM B ONPeAeNneHHble MOMEHTI (Halle BCero BHe NpUYUHHO-CEACTBEHHON
CBSI3M) 3BYKY B3[0XOB, WOPOXOB, M deKThI 3xa 1 pesepbepaLinii 0OCHOBHOTO 3BYKa.

X. Banb genb Omap nodcHan: «Mog cncrema He CTpemmnTcs BoCCO3aaThb
NOPTPET UK GU3MYecKnii pefibed 3BYKa. .. BTOPOI 3BYK AOMKEH ObiTb KOHTPa-
MYHKTOM 3KPaHHOrO AENCTBYS, OH MOXET co3faraTb aTMOCdepy C MOMOLULbIO
MY3bIKM MAW BeccozHaTenbHbIx WYMOB... OH MOXET AelCTBOBaTb KaK NoACO-
3HaHKe nybnukn.. » (Val del Omar, 2015, pp. 93-94). Takum 06pa3omM, 3BYKOBbIE
KaHanbl, HaxoaMBLIMecs 3a/noa/Han caywaTensMmn TpaHCAMPOBani CyobeKTyB-
HbIli 3BYK, NPOOYKAABLIMIA NOACO3HATENBHOE BOCMPUSATIE BH3YalbHbIX 3DMEKTOB
1 MO3BONSBLUNI ayAMTOPYVIN BEICTPOUTL BHYTPY Cebs HOBble MOPSAKM BReYaT-
neHur: «InadoHnYecKuii 3ByK HalleneH Ha To, 4TOObl 3aMEeHNUTL KONNEKTUBHbIE
peakunn ayauTopummn, 00yC0BAEHHble MpeablayLLMM OMBITOM. .. Ha 3XO KMMSLLMX
B Hallell KpOBM CMOHTaHHbBIX KPMKOB, Ha Hally MCTOPUYECKYIO NaMsTh, Ha ronoca
HallViX MPeaKoB, KOTOpble NPeTeHAYIOT Ha y4acTyie B Halel BCTpeYe C [coBpemer-
HblMK — O.K.] cobbitusamm» (Val del Omar, 1959).

[1ByM AMCCOHAHCHbIM 3BYKOBbIM NONaM X. Banb fgens OMap gan remnopans-
HblE XapaKTepuCTVKN: «byayLee» (3ByKM OCHOBHOTO KaHasa, CONpoBOXaatolime
[eiCTBME Ha 3KpaHe) 1 «MpOoLNoe» (3ByKM BTOPOro KaHana 3a/noa/Haa ciywa-
Tenamu). OH ynoTpedbmn MHOXECTBO HaBOASLLMX MeTadop, YTODbI C 1X MOMOLLbI0
0603HaYNTb TEXHWUYECKYHD CNeUndUKY TaKoro HeobblYHOrO BOCNPUATHS: «Mbl
CyLIeCTBYEM Ha CAMSHMM ABYX CKNOHOB. Halle HacTosee MMEET [1Ba UCTOYHMKA,
nvTatoLme ero: NPOLWNOe C ero OTroN0CKaMK, C FoNocamut KpOBU, KOTOPbIe OpO-
WatoT 1 ABMratoT Halle cepALe. byayliee, KOTopoe NobyKaaeT 1 NPUTArBaeT Hac.
Mbl CTOBHO Ha KOMbIGENN MEX/Y HaYaNoM 1 KOHLOM. Halla »M13Hb — 3TO NynbCa-
LS. Bor gepxmnT Hac Mexy ABYMst MICTOYHUKaMK. .. “AnadoHms” — akycTrmyeckas
nnasma cepauedbnenus xumsnm» (Val del Omar, 2010b, p. 112).

OnadoHryeckas akycTuyeckas aTMocdepa nepenonHsana 38YKoBoe BOC-
npusTVie CRywaTenei, cnocobcTBoBana akTMBaL My NoACO3HaTeNbHOro BOCNpy-
ATNS 1 aCCOLUMATMBHOMO MblUNEHMS: «Ba)KHO NepenTy OT MOHONOra K avanory, —
noscHsn X. Banb gens Omap, — OT OHOrO 3BYKOBOIrO KaHana K AByM. [1epBblil
KaHan Jo/mkeH NpeacTaBNaTh COBOI aKkyCTUYeCKoe NPposBAEHNE BM3yanbHOMO
obpasa 3KpaHa, BTOpOoi — OTpaxaTb peakUmio KPOBM 1 CO3HaHMs 3puTens Ha 3pe-
nvie Ha akpaxe» (Val del Omar, 2010b, p. 112). I1o 3amMbicny X. Banb aens Omapa
Takasi 3ByKOBas apxX1TEKTYPa A0/MKHa Oblfla NPUBECTU TAKKE U K BO3HUKHOBEH IO
Avianora Mexy Tem, 4To (DpOHTaNbHO NPEACTaBNEHO 3PEHMIO U CYXY, U UHAMBU-
AyanbHbIMK 1/WAV FPYINOBBIMK DeaKUMAMY ayAUTOPUK.
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AKYCTVIKY, BO3HMKaIOLLYIO NPV MPUMEHEH VN TeXxHOoNorum auadoHmu, X. Banb
pens OMap Has3Ban «TakTUAbHOW U cBeTalencs» (vcn. acustica luminosa y tactil
(Val del Omar, 2015, p. 95)), — 3Ty HagnN1Cb OH CAeNan Ha NoroT1Ne CBOeN 3BYKO-
BOW cucTeMsl (puc. 1).

Puc. 1. Banb genb Omap X. Jlorotun cuctembl gnacdoHMYECKOro 3ByKa'2.

MNpumMeHnB addeKTbl 3xa 1 pesepbepauun, X. Banb genb Omap axkycTunye-
CKW MaTepuan13oBan TakTUAbHbIE XapaKTepVCTUKIM 3BYKa, CO3AaB 0bbeMHoe
3BYKOBOE MPOCTPAHCTBO CAOKHOW KOHMUIYypauun. [nadoHnyeckmin akycTmye-
CKUIM KOHTPaNyHKT B COMeTaHUM C peBepbepaunsMm 3Byka NPOM3BOAMA NAa-
CTUYeCKyto BMOpauuio, KoTopas OyATO Kacanack KOXM caywatenei, nopoxaas
pasnuyHble TaKkTVAbHbIE SPMEKTbI. HanprMep, 3ByK, pa3nasWwmniics U3 AnHamuiKa,
PaCMONOXEHHOIO Nepes 3puTenem, ClycTs 40U CeKyHAbl 3BYYan YyTb Tule (Mm
B HECKO/IBKO VI3MEHEHHOM BIAE) 3a €0 CMUHOW 113 APYTOro AMHAMYKA, 4TO BbI3bl-
Basoy peunnveHTa addeKTa oLy LieHE MPOXOXKAEHWS 3BYKa CKBO3b TENO.

TaknM 06pa3oM, aHann3 38yKOBOW TEXHONOMMN «AMathOHUYECKOrO 3BYKa»
X. Banb nens OMapa nokasan, 4To oHa nopoxaana adhekTbl, nepexnsasLunecs
Kak ncrxodr3nonormyeckre. MeanymMomM BO3AeCTBIS OKa3biBaNoCh B TOM Yuic/e
1 TeNo YenoseKa, BKoYatoLLee COMaTUYECKyI0 NaMsaTh. Takoe BO3AENCTBIE Noa-
pasymeBano axKTyanM3aumio naMmsTyv B BUAE acCoUmaLnii v Nepexod accouyaTa-
HOMO MBILNEHNS B PEXMM IKCTATUHECKOTO NepeXrBanys.

2 VcTouHuk n3obpawenuns cm.. URL: http://www.valdelomar.com/labo2.php?lang=es&menu_
act=4&labol_cod=6&labo2_codi=10 (15.03.2024).
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TexHonorvs avaboHYecKoro 3ByKka bbina 3agymaHa X. Bans gens Omapom
KaK KHemaTorpaduyeckas, 1 B hunsme «[paHaia B 3epkane Boabl» (Aguaespejo
granadino, 1955) oH BMepBble NCMNONb30BaN AnadoHWIO B KMHeMaTorpader.
Ho camas nepeas anpobauus MHHOBaLVOHHOK 3BYKOBOW CLCTEMbI Obina caenaHa
VIM B 3ByKOBOM Npovi3BeaeHn «Hesuavmbiin Ayto CakpamerTans. [radoHunyeckoe
nocnanue IpaHadbl» B 1952 rofy B IHCTUTYTe MCNaHCKoW KynsTypsl (Instituto de
Cultura Hispénica)* B Magpwvge. [leMoHCTpalyvs Npon3BeaeHys OCyLlecTBAsSNaCL
B NpefHa3Ha4YeHHOM A5t NPOCMOTpa KMHOMUABMOB 3ane, doTorpaduii 3Toro
MeponpUATMS 11 OT3bIBOB COBPEMEHHIIKOB He COXPaHMOCh.

«HEBUAUMbI AYTO CAKPAMEHTA/Tb. IMAGOHUYECKOE
MOC/IAHUE MPAHA[bI» (1952) X. BA/Ib IE/Ib OMAPA

)KaHp ayTo cakpameHTansg sospoxgaerca B Vicnanum B 20-30-x rofgax
XX Beka nocne bonee 4yem noayTopa CToneTuin 3abseHns. AyTo cakpaMeHTanb
(ncn. auto sacramental — cBsLEHHOe OeiCTBO) — anneropmnyeckas pennrmnos-
Has nbeca, XaHp 1cnaHckoro Teatpa. B Mcnanum B XVI-XVIII Bekax (go 3anpeTa
B 1765-M%) ayTO cakpameHTanu CTaBUNUCh Ha TOPOACKMX NOWaAsx BO Bpems
KaTonuyeckoro Mpa3anvika Tena v Kposn Xpuctossix (nat. Corpus Christi — Teno
XpucToBO). [lepBOHaYanbHO TeMOI ayTo cakpameHTanei Obi10 TauHCTBO EBxapu-
CTUM (NpecywecTsneHns xneba 1 BUHa 8 Teno 1 KpoBb XpUCTOBY), MO Mepe pas-
BUTVS KaHPa NbeChl UAMOCTPUPOBANM NCTOPUM 13 CBALLEHHOTO [M1CaHna, 1T
CBSTHIX, MUDONOTNYECKME CIOXKETDI, B MbECY MOV ObITb BKAOYEHbI 1 OTChINKK
K COBPEMeHHbIM CODbITVSM. KynbMUHaLMel 3TOro aHpa B MCNaHCKoM apamartyp-
rn XVII B. cTanv penurno3no-hunocodekre apambl-npuTym MNeapo KanbaepoHa
ae na bapka (1600-1681), npeBpaTUBLIErO repOeB CBOMX MbeC B MHOMOYpPOBHEBbLIE
anneropuyeckne burypsl, BOmOWaBLWMe KNo4eBble Uaen AOKTPHHbI KaTonuye-
CKOTO BEpOyYeHU4.

 bonee NnoapobHo 0 crcTeme arnadoHn4ecKoro 3syKa 8 hunbme X. Bans gens Omapa «IpaHaga
B 3epKase BOAbl» CM. CTaTbto: (KonoTtsuHa, 2021, ¢. 51-71).

¥ VIHCTUTYT ucnaHcKkoi Kynbtypel (Instituto de Cultura Hispanica, ocHosaH B 1945 rogy) —
y4YpexaeHune, B OCHOBE KOTOPOro nexana uges «/cnaHuaap» (eAnHCTBa UCNaHOroBOPSILLMX
HapopoB). [esaTensHocTb VIHCTUTYTa bbiNa HanpaBneHa Ha MeXayHapogHoe COTPYAHMYECTBO
MCNAHOA3bIYHbIX rOCYAaPCTB NOf AYXOBHbIM PYKOBOACTBOM Mcnarum. C 1988-ro 310 y4perxae-
HVEe Ha3blBaeTCA «/ICMaHCKOe areHTCTBO MeXayHapOJHOro COTPY/AHNYECTBa B LIeNAX Pa3BuTrs»
(Agencia Espariola de Cooperacion Internacional para el Desarrollo (AECID)).

5 UcnaHckuit koponb Kapn Il 8 1765 rofy CBOMM YKa30M 3anpeTua NOCTaHOBKY ayTo CakpameH-
Tanew Kak NepeXXTOK HK30BOV PEANTMO3HOCTH.
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B 1927 rofy B 'paHage nof pyKOBOACTBOM [annbero bypuHa coctosnach
MOCTaHOBKa ayTo cakpameHTans 1. KanbaepoHa «Benunkuin TeaTp Mupa» (Kane-
aepoH ae na bapka, 1999). B 1932-m &. [apcua J/lopka NocTaBwa B CBOEM TeaTpe
«/Jla bappaka» ayTo cakpameHTans ©K13Hb eCTb COH» 1. KanbaepoHa (Kanbae-
poH fe na bapka, 2021). B 1930-e ncnaHcKme nucaTtenu co3fatoT Npon3BeaeHns
B AlaHHOM XaHpe: ACOpVH Hamnwvcan «AHxennTa. Ayto CakpamerTans» (Azorin, 1930),
Padaanb AnbbepTn — «HeobrTaembiin yenosek» (Alberti, 1931). Pexunm &. dpaHko,
anennvpyoLMiA K Hacneamio ICMaHCKOM KyNbTYPbl Kak K CPEACTBY, LieMeHTVpyto-
LjeMy OCHOBbI MIMMEPCKOTO MOANTHHYECKOrO CTPOS, TaKke CnocobCcTBOBaN BO3PO-
XKOEHWIO 3TON TeaTpanbHOM XyAoXKeCTBEHHOM MopMbl (Kasten, 2012).

TaknmM obpasom, X. Banb aens OMap paboTtan B pamKkax yCTOMYMBOM KyNb-
TYPHOW TPaanUmMK, XapakTepHOW v Ans 3noxy 3010TOro BeKa Mcnanmu, u ans
COBPEMEHHOr0 eMy MCKyCCTBa. Ho ayTo cakpameHTanu Bcerfia Co3AaBanmch Kak
cueHnYeckne npowv3eeeHus, a X. Bans aens OMap 1cnonb3oBas 3ByK B KadecTse
OCHOBHOTO MaTepuarna 1 caenan npovseeaeHe He B hopMe pafnocneKTakns Unw
TeaTpasnbHOro IENCTBIS, a B paaviKaibHO HOBOV [1/1s TOTO BpeMeHn Meanadopme,
M3BECTHOM COBPEMEHHOMY 3PUTENIO KaK 3BYKOBAs MHCTANNALMS.

MpousseneHmne X. Banb genb OMapa npeactasaseT coboi OAHOaKTHYIO
annNeropuyecKyto pennrio3Hyio Nbecy 6e3 YeTKOro CloxeTa, COCTOSLLYIO 13 ava-
NOTOB [BYX AENCTBYIOLLMX NUL (MYyXHUHbI W XeHLLMHbI). OCHOBHas Tema — 4eno-
BeYeCKMe rpexn 1 nckynnenune. Npor3sefeHne Ha4HaeTcs C 3n13o04a rpexo-
nafgeHns Afama 1 EBbl 1 3akaH4MBaeTCs ClieHamy KpOBOMPONUTHOW BOVHbI
1 CMEPTbIO M1aBHOMO repos. [uanory repoes YepenyTcsa C MYy3blIKaabHbIMY
KOMMO3MLMAMI (YKa3aHMsa Ha TO, Kakas My3blKa 3By4ana B 3TOM Npov3BefeHnn,
OTCYTCTBYIOT), C PAa3HOro pofa WymMami, Hanprmep, co 3ByKamu BbICTPENOB.

B apxmee X. Banb gens Omapa CoxpaHmnnoch YeTbipe BepCuv MallvHOMMC-
HOrO CLeHapus; Cnpaga OT TeKCTa yKa3aHbl HoMepa ayAroKaHanoB, Mo KOTOPbIM
TPaHCAPYeTCs MOBECTBOBaHNE (Avanoru, My3sika, Wymsl) (Val del Omar, 1951).

MPOAOMKNUTENBHOCTL KOMMO3WLMM OKOMO Yaca, OHa 3aluKneHa (nocne
CMEepTV MaBHOrO reposi NOBECTBOBAHME HaYMHAeTCs CHOBa C 3NK307a [ pexo-
nageHns Anama 1 Eebl). Mo 3ambicny X. Bans aens Omapa 3BYKOBOM ayTo cakpa-
MeHTalb AO/KeH Obif CONMPOBOXAATLCA 3anaxaMi, NPpOeKUMAMIM NnamMeHn 1 Cee-
TOBbIX ﬂyqem Ha CTeHbl NMOMeLLleHns, TpaHCCbOpMI/IpOBaHHOFO NMEHHO 4154 3T0ro
npov3sBefeHna.
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COBPEMEHHbIE PESHAKTMEHTbI <HEBNAUMOIO AYTO
CAKPAMEHTANSA» X. BAJ1b IE/Tb OMAPA

BapuaHT pesaHaKTMeHTa, Npepa/ioXeHHbI HUHbO ge 3nbye (2020)

CoBpemMeHHbIe MCNaHCKIe MeavaxyaoKHIKK, OCHOBBIBASICh Ha 4-X BEPCYSX
cueHapus (Val del Omar, 1951) 1 apyrvx AOKYMEHTaX, COXPaHUBLIMUXCS B apx1Be
X. Banb fiens Omapa, NpeacTasniv CBOW BapUaHThl PE3HAKTMEHTA ero 3BYKOBOIO
npovi3seaeHus.

AKLL@HTMDOBaB C NOMOLUbBIO BM3YalbHOTO COMPOBOXAEHWA 3ByKOBOM
pa6ow PENnNrno3Hblie 1 MCTOpKHeCcKne MI/I(bOﬂOFeMb\, OHW CreHeprpoBasn
Pa3HOPOAHbIE 3CTEeTNHeCKMe CO6b\TMﬂ, nperteHayouwmne Ha KoHUenTyaabHyro
Ue/TOCTHOCTb M BMAtOUIMe Ha BOCNPUATIME 3BYKa.

CHavana npoaHanusvpyeMm BapUaHT PEIHAKTMEHTA, BbINOMHEHHbIN
MCNaHCKNM MEAMaxyAOKHUKOM 1 MeBLOM draMerko HuHbo ae 3nbye (Nifio de
Elche) — «HeBuanmebii Ayto CakpameHTans: 3ByKoBOe NpefcTaBneHve oT Banb
nene Omapa» (Auto Sacramental Invisible: Una representacion sonora a partir de
Val del Omar). OH bbin NpeAcTaBneH 3pUTensm Ha OHOMMEHHOW BbICTaBKe, KOTO-
pasi npoxoaunna ¢ 7 oktabps 2020 1. N0 29 Hos6ps 2021 1. B HauMoHanbHoOM My3ee
LleHTp nckyccTs Koponesbl Codun B Magpuae'.

HiHbO e nbye pasmMecTvin HCTanAAUMIo B 3ane, 0hOPMIEHHOM NATHA/-
LaTbio AMHAMMKaMK B BUAE CBUCAIOLIMX C MOTONKA NaMn, HAaNOMVIHAIOLLMX Liep-
KOBHblE CBETUNbHUKM-NaMMaabl, T. K. B OPUTUHANBHOM CLLEHAPKM eCTb yKazaHs
Ha «BOTUBHble namnbl» (Val del Omar, 1951). «BoTuBHbIMU» (NaT. Votivus — NocBs-
WeHHbI boram, votum — obeT, xenaHue) B penurio3Hoin NpakTrke Has3biBatoT
NpeaMeThI, KOTOPbIE NPUHOCAT B Aap BOry B Ka4eCTBE KepTBbI, MOAHOWEHNUS K
6narogapHOCTH, B T. Y. 3a%OKEHHbIE 1aMMNafbl 1 CBEYM. VX CBET CUMBONM3VIDYET
nAaMeHHy0 MONWTBY U BOXECTBEHHBbIN CBET. bnarofaps Takoi aeTanu B 0ochopmM-
NEHUN XYAOKECTBEHHOE MPOCTPaHCTBO 3BYKOBOTO NPOW3BeaeHns X. Banb Aens
Omapa nprobpeTano cakpanbHbI CTaTyC.

OBpa3sbl namn Takke HanoMyHany CBETOBOK AM3aliH SpMapoYHbIX NAo-
waael B MocneBoeHHoM icnannn. ApKoCTb U LBETHOCTb OCBeLLEHWS (KpacHoe,
3e/1eHoe, cuHee, opaHxeBoe, bOpPAOBOE U T. fl.) MEHSIUCh B TeYeH e NpeacTase-
HIS, CO3/1aBas TeM CaMbiM U030 UATIOMUHALMK HOYHOTO ropoja (puc. 2, 3).

* Nifio de Elche. Auto Sacramental Invisible: Una representacion sonora a partir de Val del
Omar. Museo Nacional Centro de Arte Reina Soffa. 7 octubre, 2020 — 29 noviembre, 2021 // URL:
https://www.museoreinasofia.es/exposiciones/nino-elche (15.03.2024).
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Puc. 2, 3. UHcTannauus «Hesmpumblii Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pesHaKTMeHTa, BbinosHeHHas HUHbo ae Anbye (2020)Y

HinHbO e Jnbye, CTpeMsich CO3AaTh ayTEHTUYHYIO BEPCUIO, TEM HE MeHee
oTMeYas, Y4To «noaTuyeckne Metadopsl [X. Banb aens Omapa. — O. K.] HeBO3-
MOXHO BOMNOTUTH B PeanbHOCTb, MO3TOMY § CAenan CBoOOAHYIO NHTeprpe-
Taumo» (Museo Nacional Centro de Arte Reina Soffa, 2020, p. 3). Hanpumep, oH
BK/IOYMI B UHCTANALMIO MY3bIKY MO CBOEMY YCMOTPEHWIO, B T. Y. 1 COBPEMEHHbIe
3CTpagHble Menoamn, a Takke oopMumn AM3aliH 3aHaBeca.

MockonbKy X. Banb gens OMap AeMOHCTPUPOBan CBOI0 paboTy B 3a/1e K1HO-
TeaTpa, HVHbBO fie 3nb4e NOCTaBMA OKONO OAHOM CTeHbl 4Ba psiaa Kpecen. Ho oH
paccyuTbIBan, 4TO noceTuTenu byayT XoAnTb Mo 3any. [oceTuTenu AencTau-
TeNbHO 00bIYHO hnaHMpoBanyi No 3any 1 CMOTPENU HaBepX, Ha AVHAMMUKU-IO-
CTPbl, OTKyAa pasfasaniCb ronoca v My3blka.

[1py BXOAE B 32/ 1 NO NEpUMETPY NoMelleHns HiHbo ae 3nb4e pacno-
NOXWN 3aHaBecC 13 NA0THOW TKaHK, MOXOXel Ha robeneHsl, 1 TOACTbIe WTOPbI,
XapaKTepHble /15 MOMNE3HbIX 0ULManbHbIX MHTEPbEPOB 3noxu ®. dpaHKo.
B coveTaHuyM CO CBETOBbLIM AM3aMHOM UHCTaNNSUMK, HANOMMHEIOWMM OrHY
ApMapoYHbIX NaoWaaen NocNeBoeHHoM Vicnannm, BOCNpUATYE 3BYKa KOHTeK-
CTYanv3mpoBanoch v OCYLLECTBASNOCL 3pUTENSIMU B MPOCTPAHCTBE UCTOPUYe-
CKOW NamsaTu.

MpeanoxeHHbli HUHBO ae 3nb4e pUCYyHOK 3aHaBeca UANCTPUPOBan
XKN3Hb U CMEPTb KaK aHTUHOMUIO PENMTMO3HOIO CO3HaHMS, O KOTOPOW NoBe-
CTBYeT npowv3ssefeHme. HKHSAS YacTb 3aHaBeca Obia NMOKpbiTa CUMBONMYe-
CKUMM M30DPaXKEHNAMM LBETOB W PaCKMX NTUL, CaJ0BO-NMapKOBOro aHcambns
Anbrambpsl. Mpun BbibOpe Takoro yaopa HuHbo ae 3nbye ncxoamn 13 daxta
4acToro nucnonb3oBanua X. Banb fens OmMapoM 06pa3oB cafjoB Anbramopsl
B CBOMX unbMax. Pexuccep cHA Tpu bunbMa 0 pogHoOM ropofe: «Bubpaumn

T YicTouHuK - m30bpaxernin oM. URL:  https://lluisalexandrecasanovas.com/invisible-auto-
sacramental-museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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lpaHaabl» (Vibracién de Granada, 1935), «paHana B 3eprarne Bofbl» (Aguaespejo
granadino, 1955), «[paHapa» (Granada, 1968/74). B BepxHel YacTu 3aHaBeca
HbInK pasmelleHbl abCTpaKTHbIe N300paxeHns SAepHOrO B3pbiBa B MyCTbiHE
Hbto-Mekcuko (CLUA). B vione 1945 roga Tam 6611 MpoBeaeHbl NepBbie SaepHble
ncbiTanvs, a yepes mecsl CLIA noaseprv sgepHor boMbaparposke XMpocumy
v Haracaxu. TakiM 06pa3oM, pYCYHOK 3aHaBeca NoKasbiBan Be KpaliHyvie TOHKM
B CTOPWM YenoBeyecTBa — Palickunii cag u Anokanuncnc (puc. 4, 5).

Puc. 4, 5. PUCyHOK 3aHaBeca B pe3HaKTMeHTe MHCTannauumn
«HeBugumbii Ayto CakpameHTanb» X. Banb genb Omapa, BbINnoSIHEHHOM
HuHbO Ae Inbye (2020)

Pennriostsle 1 CBETCKME KOHHOTaLVM B 3TOM PE3HAKTMEeHTe nepernseTa-
NIVICb, TAKKe CMELIVBANNCH U BPEMEHHBIe M1acTbl. 3pUTent OHOBPEMEHHO BOC-
NPUHUMANU PUTMbI COBPEMEHHOCTY, BU3YarbHble OTChIIKK K 3noxe ®. dpaHKo
1 brbneinckoe NOBECTBOBaHME.

BapuaHT peaHaKTMeHTa, NpeaoXeHHbI X. Busepom (2012)

VicnaHcKkuii ckynbnTop 1 An3aliHep Xasbep Buep (Javier Viver) npepnoxmn
CBOVI BapMaHT pedHakTMeHTa. B 2010 roay OH 3aLuT1A OKTOPCKYIO AMcCcepTaLio
«/labopaTtopuis X. Banb nens OMapa: KOHTeKCTyan13auys ero paboTsl Ha OCHOBE
TEKCTOBBbIX, FPaMUYECKIIX, 3BYKOBBIX MCTOYHUKOB, HaliAEHHbIX B CEMEIHOM apx1Be»
(Viver,2010). B 2012-M Ha OCHOBE 13y4eHHbIX NPy NMOArOTOBKE AVCCEPTaLMM MaTe-
pranos X. ByvBep, Npu y4acTuv NCTOPMKa MCKYCCTBa XaBbepa OpTuca J4arya
(Javier Ortiz-Echagle) 1 coBmecTHO ¢ ApxnBoM Mapun Xoce Banb gens Omap

B ctouHuk  m3obpaxeHns oM. URL:  https://lluisalexandrecasanovas.com/invisible-auto-
sacramental-museo-nacional-centro-de-arte-reina-sofia-2020 (05.12.2024).
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n lorHcano CaeHc fie bypyaral’, pazpaboTtan BapnaHT pe3aHaKTMeHTa, Mony4uB-
Wi HazBaHKe «HesuanmMbln AyTo CakpamerTans. [nadoHryeckoe nocnaHme
[paHanbl. HenssecTtHoe npourssenerue X. Banb gens Omapa (1949-1952)» (Viver,
2012). 3TOT BapMaHT CyLLEeCTBYET TOMNBKO KaK MPOEKT, OH ellle He BOM/IOLLEH B el-
CTBUTENBHOCTb.

X. Brusep oopmMun nHCTannsumio B suae cepsl masHoro sénoka. 3pu-
TeNu AOMKHbI ObINM Pa3MellaTsCs Ha CUeHbsAX BHYTPU chepsl 1 CMOTpeTb
BBEPX Ha 30HY PaY)KKU MHCTANNAUMU-TNa3a Kak Ha IKpaH, Ha KOTOpbIN npoe-
LMPOBaNCh PA3HOLIBETHbBIE CBETOBbIE MOJIHMM; @ 3BYKOBbIE NOTOKW [IOHOCKINCH
V3 YeTblpHaaUaT AUHaMUKOB, PACMONOKEHHbBIX B Pa3HbIX TOUKaX 3TOTO Ma3HOro
sbnoka (puc. 6, 7).

Puc. 6. UHcTannsauusa «<HeBugumbivi Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pe3sHaKTMeHTa, BbinonHeHHas X. Busepom (2012).
BHewWwHMI an3aiiH HCcTanaauun®®

¥ Archivo Maria José Val del Omar & Gonzalo Séenz de Buruaga — cemeiiHblii apxug X. Banb
fens OMapa, opraHv3oBaHHbIV ero fo4epbio Maprieit Xoce Banb gens Omap 1 ee MyxeM [OHca-
no Caenc ge bypyara.

2 YicTouHMK n306paxerns cm.. URL: https://javierviver.com/wp-content/uploads/2018/04/Val-
del-Omar-Autol.pdf (15.03.2024).
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Puc. 7. UHcTannsaumsa «<HeBugumbiii Ayto CakpameHTanb» X. Banb genb Omapa.
Mopenb pesHaKTMeHTa, BbinosiHeHHas X. Buepom (2012).
BHYTpeHHWIA gu3aliH UHCTanAauun®

X. BBep B KOHCTPYKLMW CBOEW BEPCUY PEIHEKTMEHTa BI13yann3nposan
npepctasnenHvie X. Banb aens OMapa 0 TOM, YTO «KMHeMaTorpadu4ecKuii akpaH —
370 60ofbllas ceTyaTKa KoNnekTMBHoro masa» (Val del Omar, 2010b, p. 111).

Takoe B13yansHoe othopMaeHME XyA0KECTBEHHOIO NPOCTPaHCTBa VHCTaN-
nsuUMM No3BoNKUNO X. BuBepy co3faTh He NPUBA3aHHYIO K UCTOPUYECKOMY KOH-
TEKCTY 30HY VIHTEPNPEeTaLMM NPOU3BEAEHNS 1 AOMKHO BbINO NOMOYb BbI3BaTh
YYBCTBO €AVHEHNS Y 3pUTENEN He TONbKO BCAEACTBIE 1X BNM3KOrO Pacnonoxe-
HUS BHYTPW cepsbl, HO 1 Bnarofapst accoumaumnm y 3puTeneit akpaHa-paayKKm
VHCTaNNSLUMN C KOMNEKTUBHbBIM [a30M.

CPABHUTE/IbHbIA AHANN3 [1BYX BAPUAHTOB PESHAKTMEHTA

MpoeKT H1HbO A€ INbYE MOXKHO OXapakTeprn3oBaTb Kak MCTOPUYECKYIO
PEKOHCTPYKLMIO, MPOeKT X. BuBepa — Kak MeAnTaTUBHYIO penpeseHTaumnto. Bos-
HMKAET BONPOC, KakM 06pa3oM 3TH pa3Hble BapuaHTsl hopManbHOM opraHmn3a-
LMW M30DPaXEHNI 11 3BYKOB MOIIW BAVSTH Ha BOCIpUSTUE 3puTensaMu anado-
HMYeCKOro 3B8yKOBOMO N0a7

' YicTouHMK n306paerns cm.: URL: https://javierviver.com/wp-content/uploads/2018/04/Val-
del-Omar-Autol.pdf (15.03.2024).
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HiHb0 fe nbye B CBOEM BapyviaHTe pe3HaKTMeHTa MaHnyMpoBan XPOHO-
norvieit, cMelwas 6UBENCKYIO UCTOPUIO C CETOAHAWHMM AHEM: 3pUTenu B1aenn
OAHOBPEMEHHbIE OTChINKN K Pato, anoxe @. PpaHKo, ANOKanMncucy v cospe-
MEHHOCTY. Takaa cTpaTerna noagaep1sanacs cueHapvem X. Bans gens Omapa,
B KOTOPOM Tatoke CMellaHbl BpeMEHHbIe MNacThbl, ¥ CNOCcoOCTBOBaNa Npobyxae-
HVIIO UCTOPUYECKOW NMaMsaTh Yy 3puTenen, AoNoHss ee Kak MUMoNornyecknmm
1 UCTOPUHECKVMY KOHHOTaLMAMM, TaK 11 OTChIIKaMU K Halllemy BpeMeH .

MNpodeccop YHmeepcuTeTa Xuporsl K. Mapao Canbrago, KOMMeHTUpPYs
CTpaTeruio coefiHeHns BPEeMEHHbIX MOTOKOB B Pe3IHAKTMEHTe, CO3[aHHOM
HVHBO ae 3nbYe, OTMETUNA, YTO «3[eCh CKOHUEHTPVPOBAHO 3BYKOBOE, COLM-
anbHOe, 3CTETUYECKOE M MONNUTNYECKOe MPOCTPAHCTBO, KOTOPOE BPOCaeT BbI30B
Halel NaMsTV Ha KONNEeKTMBHOM YPOBHE 1 (...) 3acTaBnseT caylwaTs HacTosllee
13 NPOLWAOTO (...) CAywaThk Hawe Bpems U3 BpeMenn Banb aens Omapa» (Pardo
Salgado, 2022, p. 28).

[NencteuTensHo, ecnv X. Bans Aens OMap coeinHm f1Ba BpeMEH B CBOEM
npou3sseneHiv — MUMONOrMYecKoe 1 BpeMst CBOEM COBPEMEHHOCTH (Nepurof
bpaHkmM3mMa, 1939-1975), To HUHBO fe INbye 106aBuUN TPEThE BPEMS — BPEMS
Halel COBPEMEHHOCTH, TeM CambIM NMPOAOMKNB 3CTadeTy NEPEOCMbICEH NS
BPEMEH, MHMLMMPOBaHHYI0 X. Banb fens OMapoM € MoMOLLbO AnadoHUYecKo
AKYCTUIKIA.

B TakoM BapviaHTe peaHaKkTMeHTa He TOMbKO YBENUYWACS A1anas3oH UHTep-
NpeTaunm 3a CHeT CMEeLleHs TPexX C/I0EB BPEMEHU, HO ¥ TeNeCHble NPaKTUKK
3puTens nony4unu bonblyto ceoboay. HecMOTps Ha TO, HTO B 3a/e Yy CTeHb|
CTOSM iBa psifia CTYNbeB, 3pUTENV CaMi pelany, 4To UM aenats: 6poanTb
no 3any, CTosTb UM CUAETb; 3PUTENN TAKKe MOMK CaMOCTOSTENBHO BbIOPaTh
TOYKy 0b630pa.

BapuaHT pesHaKTMeHTa, NpeanoXeHHblin X. BUBEPOM, NMNLWEH OTCLINOK
K KOHKPETHbBIM VCTOPUYECKUM CODBITUSM, YTO JO/MKHO ObINO CNOCODCTBOBATHL
HonblIEN KOHLEHTPaUMV BHYMaHWS 3pUTeNei Ha TakTuabHbIx 3chderTax ana-
oHnn. bnarogaps adextam pesepbepaLiny, KOTOpbIE OTHETAVBO OLLYLLAITCS
B NPOCTPaHCTBe CHEPUYECKON MHCTANAAUMM, 3pUTENU MOTIM Obl MOYYBCTBOBATb,
KakK 3BYK «OKyTbIBaeT» VX TeNa UAn «OOKUTaeT» VX KOXY.

Pa3mMelleHne 3puTenell Ha onpeaeneHHbiX MecTax BHYTPU MHCTaNAS UMM
(no 3ambicny X. BrBepa, Kaxkablii 3pMTeNs 3aHMMan KOHKPETHOe MEeCTO BHY-
Tpu cdepsl) NprBeno bbl K OrpaHUYeHIio BOIMOXKHOCTY TENEeCHOWN peakumm
¥ NO3BOAMNO Bbl 3pUTENAM COCPEAOTOHMTHCS Ha CBOVIX OUYLLEHWSX, TEHEPHPY-
eMblX 3BYKOBbIMYM NoTOKamK. MofobHas opraHmsaliis NpocTpaHCTBa B coveTa-
HUW CO CBETOBBIMM MMMYABCAMY BHYTPY MHCTANNSUMM AOMKHa Obina NprBeCTy
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K Pa3MbIBaHMIO MPaHWL, MHAVBYAYANbHOCTU, K YCUAEHMIO TMIHOTUYECKOTO
BO30€eVCTBMA 3BYKa, MOMELIAB 3pUTENSM 3aHATb KPUTUYECKYIO PaLMOHaNbHYo
no3nLMio.

* k %

B pesynbraTte NpoBeAeHHOro CPaBHNTENIbHOro aHan3a AByX BapaHTOB
PEe3HaKTMeHTa 3BYKOBOIO MpounssefeHns X. Banb pnens OMapa BbIABNEHO, 4TO
B OCHOBE X TeXaT NCTOPUYECKME 1N PETNTO3HO-KYbTYPHbIE MMd)OﬂOI'eMb\, KOTO-
pble CTaHOBATCA ANd CO3HaHKA 3pweﬂe% KOHCTPYKTUBHbBIMI. Pa3Hble BapnaHTbl
COMPOBOXAEHVA 3BYKOBOIO Mpov3BedeHna padnKanmn3yroT Kake-To 13 MMdDOﬂO-
reM, 4To NpUBOANT K AaMeTpasibHO pasHoMy BO3/:I‘€VICTBM%O Ha 3p|/|Teﬂe|7| N BNN-
A€T Ha Cy6’beKTVIBHy+O X peaKuwto.

Tak, B Mofenn X. Brepa oTpaxeHbl NPOHM3bIBatOWME (DPaHKMCTCKYIO
anoxy (1 oT4acTn TBOpYecTBo X. Banb aenb OMapa) ToTanuTapHble KOHHOTaLUy
(orpaHunyeHmns, hrKkcalus, 3aKpsITOe NPOCTPAHCTBO, KOMNEKTUBKAM 1 T. ). Tex-
HOMOrNst ANaMOHNYECKOTO 3BYKa MOXET ObITb MPOUHTEPNPETNPOBaHA B AAHHOM
CNyYae Kak Bceleno MMMepcrBHas, ONoKMpytoLlas pauuoHansHoe MbllneHue.
MorpyxeHre B 6ecco3HaTenbHoe 3eCh OTOXAECTBASETCS C PaCTBOPEHMEM
B KO/INIEKTMBHOM 3BYyKE Kak CaMOM MPOCTOM NMPOCTPaHCTBE TOTANNTapHOro BCe-
00ULEro NMKOBAHWS.

Mopens HUHbO Ae dnbye npeaocTasnsana 3putensM ceoboay nepemelle-
HMS, BO3MOXHOCTb BOCMPUHMMATb apT-NPOCTPAHCTBO MHCTaNNILUMM KaK CBeT-
CKOE WV KaK CakpanbHoe (Hanpumep, An3alid namn HanoMuHan v LepKoBHbIe
CBETUNBHVIKN U OTHW SPMapPOYHON NAoLaawn), TeM CaMmbiM PENPE3eHTUPOBaNNCh
nunbepansHble KOHHOTaLMK TBOPYeCTBa X. Banb aens Omapa.

[viadoHnYecknii 3ByK B TaKoW MOAeNM CpabaTbiBaeT Kak NepBrvHas 3asBka
Ha Avanor 1 3aMacKMpOBaHHBbIA KOHTPAVICKYPC. 3TO MPOUCXOANT NOTOMY, YTO O6b-
EKTVBHBIN, JOKyMEHTabHbI 3BYK B A41MachOHNYECKOM MPOCTPaHCTBE CO CMellaH-
HbIMI BPEMEHHBIMU MACTaMu 1 BO3MOXHOCTbIO 3puTeneli CBOBOAHO pearnposaTh
Ha npouncxoasiilee bonee SBCTBEHHO AUCCOHMPYET C CyObeKTVBHbIM 3BYKOM. [l1a-
NIOMVI3M \PKe He MPOCTO NMepekoAnpyeT OTaebHble 06pasbl 1 CYMBOIbI, HO U faeT
BO3MOXHOCTb MMETb B 0COOO OPraHi30BaHHOM MNPOCTPAHCTBE PasHble VX KOAU-
POBKM 1 AEKOAMPOBKY, MPOBOUMPYS KPUTUYHOCTL 3puTeneli. /1 B TakoM cryyae
Npou3BefeHIe yxe He MMMEPCHBHO, Ha0OOPOT, OHO BbIBOANT HeCcco3HaTeNbHOe
3pUTenNs K MUPY CO3HaHWS, rae NPOV3BOANTCS BIOOP 3HAYEHMS KaXaoro obbexTa.
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3AK/TIOYEHME

[1Ba Bap1aHTa pesHaKTMeHTa 3BYKOBOIo npounssefeHua X. Banb gens
OMapa NOoKasbIBaIoT, HYTO ero XyAOXKeCTBEHHOe Hacnene He NoAA3ETCa KaTero-
PUYHON MHTEpMpeTaLymn B Ka4eCTBE UAMNOCTPaLMM Kakol-n1bo naeonorun. Kak
noayepkryn /1. Kacanosac bnanko: «<HeoaHo3HavHas durypa X. Bans gens Omapa
He NOMKHa CTaTb epTBOW ynpolleHHoro noaxoaa» (Casanovas Blanco, 2021).
B TBOp4ecTBe X. Banb gent OMapa 0Tpasnanch kak MMMOoNornyeckoe MblluneHmne
1 COLManbHbIN YyTOMM3M 3Mnoxu (hpaHKK3Ma, Tak v CTpeMIEHINE BblpasuTs 0CODbIN
CNOXHBIN KO KYABTYPbI VICMaHnm. 3TOT KOf OKa3blBaeTCs KMBbIM, NPOCTPAHCTBO
1 3BYK NOAAEPKMBAIOT ero MeTamMopdo3bl. B peaHakTMeHTax addeKTBHOMO nNpo-
CTPaHCTBa paHHei MOpMbI 3BYKOBOW MHCTanAsuMu X. Banb gens OMapa MeTamop-
(b03bI 3TV BNONHE yOeanTenbHO MHTEPNPETVIPYIOTCS U KaK NOrPY)KEHNE B INYOUHbI
HeccosHaTeNbHOrO, V1 KaK 3asBKa Ha AManor.

MosyderHble HaMu pesynbTaTsl MPOAYKTUBHbI KaK /s aHann3a cospe-
MEHHbIX 3BYKOBbIX UHCTANSLUMIA U PACKPLITVIS KDUTUYECKOrO NMOTeHUMana pas-
NIV4HBIX HOPM COBPEMEHHOTO VICKYCCTBA, TaK 1 A5 U3y4eHns heHoMeHa CTa-
HOBMEHWs CayHA-apTa v Mena-apTa B MICnanumn B KOHTEKCTe HaUMOHaNbHOM
VICTOPUW U XY[OKECTBEHHON TPAANLIMA. VIHTEDMEAVANbHbI CUHTE3 MCKYCCTB
3N0XM MOAepHa, NpeaBeLaBLnii BO3HVMKHOBEHWE Meava-apTa BO BTOPO NO/O-
BriHE XX BEKa, Obl/ BbISIBIIEH C MOMOLLIBK UHTYUTYBHOMO KOHCTPYVIDOBAHMS HOBbIX
(hOpM BbIpaXEHMS UCMAHCKKUM NMMOHEPOM Meavia-apTa X. Banb aens Omapom
1 0(OPMIIEH B BIfle TEATPANBHOMO XaHPa ayTo CaKPaMeHTaNs Kak BO3MOXHOM
VAeansbHoV opMbl TaKOTO CLHTE3a. B3arMONPOHVIKHOBEHME KyNBTYDHbBIX TPaan-
UMV U HOBATOPCTBa, HeM3bexHoe B NOA0OHbIX NpoeKTax, TpebyeT cneuyviansHblx
VICCNeN0BaHIIA, MEIOLLMX 3HAUNMYHO TEOPETUYECKYIO NePCrexTIBY.
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Café-concert and music hall
gestures in Soviet silent
adventure films

Abstract. This paper examines how the characteristic behaviors of late 19th-
and early 20th-century café-concerts and music halls shaped the portrayal
of women in post-revolutionary Soviet silent cinema. While some Russian
scholars have noted the relative neglect of performer imagery during this
period, the present study hypothesizes that some female performers in these
films symbolized the vices of the “old world” or highlighted the corruption
around them, while others represented the “new woman,” reinforcing Soviet
ideals. These “imperfect” dancers, through their movements and poses,
either heightened the positive qualities of the perfect Soviet hero or created
a stark contrast.

The primary focus is on Evil Spirit, analyzed here for the first time, along with
© Hayra The Happy Canary and The Bear’s Wedding. For comparative purposes, the

TeneeMoeHma

study also includes The Doll with Millions, The Ice House, and The Devil’s
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Wheel. Furthermore, Soviet films are compared to French and German
silent films from the 1910s and 1920s, which similarly employed cabaret
and variety show imagery.

The study concludes that cabaret and its performers served as both
the setting and the means (locus and modus agendi) for criticizing pre-
revolutionary morals and highlighting the positive aspects of the “new
Soviet man.”

Keywords: silent cinema, anthropological project, reception theory in art,
intermedia studies, audiovisual culture, marginality in culture, adventure
cinema

Acknowledgements: the research was supported by the Russian Science
Foundation grant for small research groups No. 24-28-01484, Anthropological
Ideals in Adventure Films of the Domestic Silent Cinema of 1910-1920s.

YOK 791.4
DOI: 10.30628/1994-9529-2024-20.4-89-146
EDN: TNPDBG
CraTbs nonyyera 06.10.2024, otpefaktnposana 02.12.2024, npuHsta 27.12.2024

OAPbSA ONNETOBHA MAPTbIHOBA

focyfapCTBeHHbIN MHCTUTYT MCKYCCTBO3HaHMS MK PO
125009, Poccust, Mocksa, Kosuukuii nep., 5;
CaHkT-leTepbyprckuii rocyaapCTBEHHbIN YHUBEPCUTET,
199034, Poccus, CaHkT-MNeTepbypr, MeHaeneescKas nMHUA, 5
Researcher ID: AAK-1891-2020
ORCID: 0000-0003-0426-6458
e-mail: d.o.martynova@gmail.com
Ana uMTnpoBaHng

MapTeiHoBa [1.0. XXecToBas crcTeMa Kade-KOHUEPTOB M MIO3UK-XOM/0B
B COBETCKOM HeMOM MPUKtoHeHYeCcKoM hunbmMe // Hayka TeneBuaenus.
2024.20 (4). C. 89-146. DOI: 10.30628/1994-9529-2024-20.4-89-146. EDN:
TNPDBG

HAYKA TEJIEBUAEHUA 20 (4), 2024 20 THE ART AND SCIENCE OF TELEVISION


https://www.webofscience.com/wos/author/record/AAK-1891-2020
https://orcid.org/0000-0003-0426-6458
mailto:d.o.martynova@gmail.com

XecTtoBas cnctema kade-KoHLepToB
1 MFO3VK-XO1/IOB B COBETCKOM
HeMOM MpUKYeHYeckoM duibme

AHHOTaums. Llens HacToswel nybankauyy — onucanue BANAHVS Nose-
AeHYEeCKVIX NaTTepHOB, XapaKTepHbIx ANs kadellaHTaHOB 1 kabape KoHLa
XIX 1 Havana XX Beka, Ha CO3/4aHMe XEeHCKIMX 06pa3oB B NOCTPEBOMIOLMOH-
HOM HeMOM KMHO. HeobXOAMMO OTMETHTh, HTO HEKOTOPbIE OTEYECTBEHHbIE
MCCneaoBaTeNn yKasblBatoT, 4TO B 1920-e rofbl yaensnv Manoe BHUMaHmne
0bpasy UCMONHUTENbHULEL. B 3TON e CTaTbe npefnaraeTcs cneaytollas
rMnoTesa — HeKoTOPblE UCMONHUTENbHNLBI B COBETCKMX HEMBbIX DUABMAX
MapKMUpOBay «CTapblii MVP» C ero NOPOKaMy, AEMOHCTPUPOBaM NOPOY-
HOCTb OKPY)XeHUs, @ HEKOTOPble MO3BONANM MaHWUDECTUPOBaTb amya
«HOBOVI EHLLMHbI», YCUAVB aHTPOMONOTMYECKII COBETCKMI naean. «Henae-
anbHble» TaHLOBLUWLI CBOUMMU ABVKEHMSMM 1 MO3aMK MacliTabuposanm
NONOXKMTENbHbIE KOHHOTaUMW «MAeaNbHOMo» reposi HOBOTO COBETCKOIO
KVHO, BCTYManu C HUM B pe3kyto KOHPPOoHTaumio. OCHOBHLIMM MaTepua-
namu AN UCCnefoBanms NOCNYKUAN OTODpaHHble BUbMbI: «3101 gyx»,
«Becenas kaHapelika», <Mefgexbs cBafbbar. Ocoboe BHIMaHVEe yaeneHo
onvcaHnto hunbma «3710M Ayx», KOTOPbIM OyAeT BNepBble NpoaHann3rpo-
BaH B HacTosleN nybavKkauum. ns KoMnapaTUBHOIO aHanvisa npviseaens
Takve GunbMbl, Kak «Kykna ¢ MuaanoHaMmny, «/legsgHoit foM» 1 «4epToBO
Koneco». COBETCKME HeMble NeHTbI Takke Dbl CpaBHEHbI C DPaHLYy3CKUMU
U HEMEUKUMUI HeMbIMU brnbMami 1910-1920-X, B KOTOPbIX MCNONb30BaNNCh
00pasbl V1 KeCTbl U3 kabape 1 BapbeTe.

B 1Tore npoBefeHHOIO NCCNeoBaHUs CeNaHbl BbIBOAbI O TOM, 4TO kabape
M apTUCTbl kabape 1 Mio31K-x0nnoB beinn locus v modus agendi, ssnsio-
WMMUCS PYNOPOM KPUTUKI B CTOPOHY I0PEBOMOLMOHHbBIX HDABOB B COBET-
CKOM KIHO 1 330CTPSHOLMMU NONOKUTENbHbBIE HEPTbl aHTPOMONOTNYECKIX
Vfeanos COBETCKOO KMHO.

KntoyeBble cfioBa: HeMOe KVHO, aHTpOI‘\OﬂOFI/MeCKMI;I MPOeKT, Teopmn4d
peuenunn B MCKYCCTBE, MHTepMeralbHble NCCNeNOBaHWA, ayAOBN3Y-
allbHas KynbTypa, aBaHTIOPHO-MPUKIIOYEHYEeCKOe KMHO

BnarogapHoOCTU: 1CCNeaOBaHMeE BRIMOMHEHO NPV MOAAEPIKe rpaHTa PHP
AN Manbix Hay4dHbIx rpynn Ne 24-28-01484 «AHTpOMNONOrMyeckme naeansl
B MPUKIOYeHYeCKMX PrbMax 0Te4eCTBEHHOTO HEMOTO KiHemaTorpada
1910-1920 ronos».

HAYKA TEJIEBUAEHUNA 20 (4), 2024 91 THE ART AND SCIENCE OF TELEVISION



INTRODUCTION

In cinema, the perception of a film depends on how the body is filmed. Our
perspective—of an active observer, the heroine, the hero, a detached viewer, or
unreliable witness—determines how we perceive what is happening on the screen
and interpret the actors’ gestures and poses. This constitution of corporeality did
not emerge with the invention of cinema; it was fostered by studies of the body in
hospitals and photo studios in the mid-to-late 19th century, which contributed to
the transformation of the body into a tool for performance, operating with specific
gestures and poses.

Early silent cinema, often adventure stories, relied heavily on body language.
This was connected to the freedom of gesture from causality and finality; a ges-
ture in cinema was both a letter in an alphabet and a free category that could be
interpreted (if the audience deciphered it) depending on each viewer’s experience.
A cinematic gesture is communicative, speculative, always directed towards the
Other, towards homo observatorio. While repeated, they are never exactly the
same, varying across time. This explains, | believe, the cyclical nature of the roles
of dancers and singers in pre-revolutionary and Soviet cinema, as Rachel Morley
highlights in Performing Femininity: Woman as Performer in Early Russian Cinema.
She identifies recurring types: the Oriental dancer/beauty, the femme fatale/
Salome, the peasant dancer, the opera singer, the tango dancer, the Gypsy dancer,
and the ballerina. All these heroines of different films by various directors, accord-
ing to Morley, are extremely adventurous; they create their own adventures within
sometimes extremely dramatic storylines. They act as prisms, refracting relation-
ship dramas and life’s twists and turns, even satirizing the “fallen woman” trope of
pre-revolutionary cinema. Though their dances and roles remain consistent, the
researcher notes that they often signify immoral behavior (consider, for instance,
the thoughtless gaiety in the 1934 film The Youth of Maxim by Grigori Kozintsev
and Leonid Trauberg) (Morley, 2023, p. 128).

| would argue that such images, beyond simply marking their otherness,
often served as a plot wobbler,* and the performers themselves were adventurous
heroines, involving the heroes in both positive and (mostly) dramatic adventures.
Their very profession—involving constant to-be-looked-at-ness’—helped the view-
ers focus on the narrative. The very nature of performance instilled adventurous-
ness in the singers: many songs were accompanied by dances for a reason—due to
censorship, gestures and poses were intended to replace words. However, studies

! Awobbleris an advertising technique used to grab the attention of potential customers.

? Recently, there has been a tendency, especially in Russian scholarship, to link the perception
of the body on the screen with Laura Mulvey’s idea of to-be-looked-at-ness, according to which
the female performer’s body is constitutionalized by the male gaze (Smagina, 2019; Smagina,
2023; Gritsenok, 2024).
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of pre-revolutionary and Soviet cinema often overlook the fact that many dance
forms originated from strict rules and cabaret styles, from café chantant poses and
cabaret dances, which marked the perception of the hero as a negative or positive
character. For instance, Oksana Bulgakowa in her book, The Factory of Gestures,
considers bodily behavior through non-sign movements, deliberately omitting
staged, artistic movements (Bulgakowa, 2021). Morley, on the other hand, exam-
ines the symbolism of Salome-like figures and femme fatale dancers, exploring
how audiences viewed the dances of the “new woman.” She correctly concludes
that these unrestrained, energetic dances fueled contemporaries’ anxiety towards
this new type of woman. However, she does not address how this “unregulated”
style was, in fact, shaped by specific rules and norms, and rooted in animalistic,
wild dances initially seen as alien to the civilized world of the late 19th century.

Svetlana Smagina echoes Morley’s interpretations, comparing old and new
portrayals of women in pre-revolutionary and Soviet cinema. She contrasts the
“ideal” and “fatal” female screen images, noting that in the 1920s, artistic young
ladies with delicate sensibilities were overlooked in Soviet cinema—a trend lasting
throughout the decade (Smagina, 2019, p. 244). However, this claim is debatable,
since throughout the 1920s a whole series of films appeared with female per-
formers (dancers and singers): the 1926 film The Happy Canary (Russian: Becénas
KaHapelika) directed by Lev Kuleshov; The Bear’s Wedding (Russian: Medgexes
c8advba) created in the 1926 by Konstantin Eggert and Vladimir Gardin; Sergey
Komarov’s 1928 The Doll with Millions (Russian: Kykaa ¢ munnuoHamu); Konstantin
Eggert’s 1928 The Ice House (Russian: /ledsHot dom); and the 1926 film The Dev-
il’s Wheel (Russian: Yépmoso koneco) directed by Grigori Kozintsev and Leonid
Trauberg. Indeed, in the case of The Happy Canary and The Doll with Millions it is
difficult to speak of “delicate sensibilities” of the heroines. However, the artistry
of gestures and poses in The Bear’s Wedding and, for example, Evil Spirit (1926)
demonstrates that lyrical performances persisted throughout the decade.

My research hypothesis stems from the presence of these female per-
formers in 1920s cinema and suggests that the migration of images of female
performer in Soviet art and culture did not cease; it simply evolved, adapting to
audience expectations. This “migration” can be applied to analyzing the gestures
of Soviet cinema performers, many borrowed from café chantants and cabarets
(Appignanesi, 2004, p. 311). Dance gestures, which had shaped in music halls and
cabarets and were characteristic of various roles of dancers, influenced the female
body movement patterns in cinema. These venues were popular because they
featured rising stars who, due to the censorship ban on social criticism in songs,
used their bodies to express the social issues of the time. By the late 19th century,
each performer developed a unique gestural style tied to their role. Yvette Gilbert,
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for instance, portrayed nervous, uninhibited women, mirroring those charac-
teristics in her movements, as noted by music hall performer and author Louis
Ouvrard (see more on this topic: Ouvrard, 1894). Ouvrard himself, a soldier’s song
performer, incorporated military gestures into his acts. Gilbert, often labeled a
“fortune-teller singer,” used dramatic gestures like arm-raising, eye-rolling, and a
“mystical” demeanor (Gouspy, 2003). Performers like Polaire, known as gommeuses,
favored elegant, fashionable attire, often with elaborate hats and makeup, and
frequently performed the can-can with sharp, extremely theatricalized doll-like
movements. Jane Avril, portraying madness, mimicked the movements of Saint
Vitus’ dance, a style similar to that of épileptique performers. Epileptique dancers
used grimaces, tongue-showing, imitated tics, uncontrolled muscle spasms, tonic
convulsions, and frantic twitching (Pillet, 1992, p. 47-49)—a gestural system devel-
oped by singers Paulus and Emilie Bécat (1871 and 1875). It was one of the most
popular ways to visualize the unspoken emotions of the song, as the “insane” were
considered to be those allowed to freely express their unconscious. Epileptique
performers drew upon the system of nervous and mental pathologies developed
by the Salpétriere physician Paul Richet, detailed in his dissertation (Gordon, 2013,
p. 81-135). Researcher Rae Beth Gordon has established that it was this system,
clear and easily understood across Europe, that later transitioned into early silent
cinema, replacing dialogue (Gordon, 2013, p. 203-220).

Like their 1900s counterparts, some female performers in Soviet silent films
used gestures reminiscent of earlier eras to represent the “old world” and its flaws,
or to highlight the moral failings of their surroundings. Others, on the contrary,
used these same gestures to embody the “new woman.” Scholars often overlook
the development of the Soviet anthropological ideal (or “project,” as Grigorii
Tulchinskii describes it) (Tulchinskii, 2024, pp. 27-29) in early Soviet cinema. The
“new man,” an ideal supporting the new social order, stood in stark contrast to
pre-revolutionary figures, like, for instance, actresses, who now embodied anti-ide-
als. “Non-ideal” dancers, through their movements and poses, actually reinforced
the positive image of the “ideal” hero in new Soviet cinema, creating a pointed
contrast. These binary oppositions of ideals and anti-ideals served as a “means
of building a conceptual picture of the world” (Tulchinskii, 2024, p. 29). There-
fore, 1920s Soviet cinema, much like its pre-revolutionary predecessor, actively
challenged the established types and tropes of the late 19th century. Evil Spirit,
adapted from a late 19th-century work, serves as a prime example, satirizing the
outdated morals and customs of the bygone era.

Consequently, a key—though often overlooked, especially during the first,
cursory viewing—character in these films is the dancer or performer, embody-
ing concepts either opposed to or championed by the new Soviet state. These
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adventurous characters are frequently relegated to supporting roles; however, their
gestures, facial expressions, and body language often serve to illuminate the plot,
highlighting its underlying meaning. This is crucial because, in silent film, audiovi-
suals and gestures were essential for conveying the narrative, with the performers’
movements acting as a kind of cinematic “language.”

This publication aims to explore how the behavioral patterns of late 19th-
and early 20th-century café chantants and cabarets shaped the female characters
in post-revolutionary silent cinema. In this article, a broad definition of “adven-
ture” is adopted, identifying such motifs in films that are not typically classified as
adventure films, understanding adventure as any exciting, unexpected, or pivotal
event.

Chronologically, this study focuses on the 1920s, the heyday of Soviet silent
cinema. The research expands the analysis of silent film, clarifying the origins of
several stylistic patterns, and facilitates interdisciplinary study across philosophy,
psychoanalysis, cultural studies, art history, psychology, and musicology, compos-
ing the relevance of the study. Furthermore, it identifies key cultural and aesthetic
elements of early cinema, which readily adopted the popularimagery of music halls,
café chantants, circuses, and cabarets, explaining the use of performers’ gestural
systems in 1920s Soviet silent films.

This study primarily analyzes three films: Evil Spirit, The Happy Canary, and
The Bear’s Wedding. Evil Spirit receives particular attention due to its previous
scholarly neglect, with only passing mentions in existing monographs and arti-
cles. For comparative purposes, the analysis also includes The Doll with Millions,
The Ice House, and The Devil’s Wheel. Soviet silent films are further compared to
French and German silent films from the 1910s and 1920s that similarly incorpo-
rated cabaret and variety theater imagery and gestures, such as Léonce Perret’s
1912 The Mystery of the Rocks of Kador (French: Le Mystéere des roches de Kador)
and Romeo Bosetti’s 1911 Rosalie and Léontine Go to the Theater (French: Rosalie
et Léontine vont au thédtre).
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MUSIC HALL PERFORMER IN THE HAPPY CANARY:
A TRICKSTER HEROINE

Pre-revolutionary cinema frequently portrayed female performers as fallen
women, femme fatales, temptresses, and neurotics. This portrayal stemmed from
societal perceptions of their profession—often associated with courtesans and
demimondaines—and their alluring appeal to men, who sometimes patronized
them. This perception was further shaped by the history of café chantants, music
halls, and cabarets. Many renowned performers in Russia and Europe incorporated
neurotic and even epileptic-like gestures into their songs and dances, expressing
their subconscious desires (Chadourne, 1889, p. 277). The connection between
Russian film performers and Western dance styles is also evident in how directors
often gave them Europeanized names after a character’s “fall” (e.g., “Manetschka”
becoming “Mary” in The Girl from the Street (Russian: Jums 6016020 20poda))
or assigned them foreign stage names (like the ballerina Lolla in The Love of the
State Counselor (Russian: /1106086 cmamcKo2o cCOBEMHUKQ)).

This negative portrayal of performers is also reflected in pre-revolutionary
caricatures. An 1897 issue of Shut magazine (the title is translated as “Jester”)
featured illustrations titled “Germs of Modern Human Ailments.” Along with
the microbes of gossip, decadence, and flirtation, these was a “café-chantant
microbe” (Mikrob kafe-shantannyy, 1897, p. 16): a grotesquely deformed star-
shaped sage-green figure with a gaunt face, upturned eyes with numerous under-
eye bags, its gaping mouth either singing or screaming—possibly parodying the
singer Thérésa, known for her boisterous behavior and a habit of opening her
mouth wide. This caricature of a “microbe” invading onlookers” mouths mirrors
how variety performers were portrayed in pre-revolutionary and Soviet cinema.
This is humorously echoed in Mikhail Bonch-Tomashevsky’s 1915 film, Mother-
in-Law in the Harem, where the protagonist Vladimir is torn between his fiancée
Nina and a café singer, a Spanish woman named Estrella, whose attempts to
harm him in his sleep are likened to a deadly disease—a parallel drawn to the
then-prevalent Spanish flu.

In pre-revolutionary and early Soviet cinema, the female performer of
the 1910s often served as a mere mannequin, a projection screen for male pro-
tagonists’ desires. In the 1918 Nikandr Turkin’s Chained by the Film (Russian:
3akosaHHas ¢unsmoli), for example, the ballerina’s allure exists only as long as
she remains a figure on a poster—as long as the hero fantasizes of absolute love.
Similarly, in Pyotr Chardynin’s The Love of the State Counselor, ballerina Lolla loses
her exoticism upon marriage, becoming a caged bird. This portrayal of perform-
ers as yearning for freedom and exhibiting a certain “pathological” nature finds a
parallelin Marlene Dietrich’s Lola Lola from the 1930 film The Blue Angel (German:
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Der blaue Engel) directed by Josef von Sternberg. Lola Lola, defying all moral con-
straints, captivates and drives men to madness with her voice and appearance.
This same blend of trickster qualities and ambivalent portrayal is evident in some
of the Soviet films, like in Kuleshov’s The Happy Canary.

Like Chardynin’s Lolla, the titular character in The Happy Canary, actress
Brio, is depicted as an exotic and carefree woman, a canary. The film, echoing
Western adventure films, shows her boudoir, nocturnal cabaret escapades, bath-
ing scenes, and even a scene where she is auctioned off half-naked—all aspects
that were subject to harsh criticism at the time. This portrayal of the cocotte dif-
fers significantly from other representations of variety and cabaret performers in
1920s films, such as Sergey Komarov's six-part adventure comedy, The Doll with
Millions (1928).

In The Doll with Millions, a millionaire Madame Colly dies, leaving her for-
tune to Maria lvanova, her niece in Moscow, to the shock of her Parisian relatives,
pleasure-seekers Paul and Pierre Cuisinai. The two set off to Moscow to find Maria.
A wobbler fueling their pursuit of the inheritance is Pierre’s dancer girlfriend,
Blanche, brawling about her career. The intertitles reveal that Blanche’s perfor-
mances are weak, since she lacks talent and temperament. To gain popularity,
she tries to talk a journalist into writing favorable reviews (one suggested headline:
“Charming Dancer Blanche Performs at the Moulin Rouge”). However, he demands
money, to which Blanche reacts emotionally: “Couldn’t you pay these scribblers
to recognize my talent and temperament?” When the journalist learns of Madame
Colly’s death and abandons his article to pursue the inheritance story, Blanche
sees an opportunity. She spreads the rumor that Pierre has inherited the fortune,
leading to a throng of creditors and opportunistic hangers-on at his door—the
former aiming to collect debts from Pierre, while the latter swearing allegiance to
the “heir” After learning of his aunt’s will, Pierre sets off for Russia to find the mys-
terious doll with the inherited shares worth millions hidden in it, leaving Blanche a
dismissive note: “Farewell, my little hen! I'm off to find a bride with millions. Don’t
be angry at your rooster.” These scenes portray Blanche as a cunning but foolish
woman driven by greed, status, and fame (Fig. 1), ready to employ deception and
further machinations, as will be demonstrated in further scenes.
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Fig. 1. Blanche and Pierre. Still from The Doll with Millions [07:12]. (1928).
Directed by Sergey Komarov. Author’s screenshot®

The film contrasts the outlandish fashions of the past—extravagant tailcoats,
the archaic makeup of pre-revolutionary film stars, and the ridiculously exagger-
ated movements of Pierre and Paul—with the everyday life of Soviet youth in a
communal house. These pseudo-aristocratic playboys Pierre and Paul, who are
constantly bickering and getting into trouble, are a stark contrast to the unified,
friendly atmosphere among the Soviet students. The difference between Masha
lvanova and Blanche is striking. Masha, a university student, is athletic, studious,
and helpful; Blanche, on the contrary, is self-absorbed and materialistic. This
difference is reflected in their appearances. Blanche, a quintessential flapper,
embodies the Jazz Age—think bright lipstick, thin eyebrows, cloche hats, and
richly embellished, form-fitting dresses. Masha’s simple attire* and selfless actions
highlight her dedication to society and her honesty. Blanche’s extravagant clothing,
stiff, almost mechanical movements of a ball-jointed doll, and theatrical posing
(even when talking to reporters!) reveal her as a manipulative gommeuse, a per-
former playing the part of a frivolous cocotte, unconcerned with life’s hardships
and always seeking personal gain. In the film, it is not a mere way of acting, but
her lifestyle.

3 See the image source: https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbeclca
33&from=wall-139293122_88124 (19.11.2024).

* Masha wears a sokolka, a common Soviet-era jersey, often striped, with lacing on the chest
instead of buttons.



https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124
https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124

This contrast is further emphasized when Blanche confronts Pierre in Russia
and makes a scene. Her affected, cabaret-style movements appear staged and arti-
ficial, even vulgar, within the context of Soviet society. In fact, all the foreigners in
the film are depicted as frantic, puppet-like figures, each resembling a performer
with a specific role. The film thus critiques the illusion of easy wealth, the artifi-
ciality and superficiality of idle lives, portraying Blanche as the main antagonist,
leading the heroes toward deceit and instant gratification.

Kuleshov’s The Happy Canary centers on the fight against counterintelli-
gence. Brio, a cunning and opportunistic café singer, becomes instrumental to the
plot. The story unfolds in an occupied city, where Brianski and Lugovec, tasked
by an underground Bolshevik committee, are assigned to surveil counterintelli-
gence agents. They meet actress Brio (played by Galina Kravchenko) at The Happy
Canary Café, where she is the object of affection for the counterintelligence chief
and his aide. Lugovec is arrested during a routine document check, prompting
Brianski to devise a rescue plan. At a charity auction, he buys the right to Brio’s
affections and then trades it to the aide for a military uniform. Disguised as the
aide, Brianski infiltrates the prison and saves Lugovec.

The film depicts the idle, carefree lives of the White Guards, counterintelli-
gence agents, and those connected to Mademoiselle Brio. Contemporary reviews
were mixed. The filmmakers were labeled class-alien elements, with the Proletar-
ian Cinema magazine (one of the issues of 1931) criticizing Kuleshov’s “formalism”
and stating that the director would not soon be “forgiven” for cultivating American
adventure and bourgeois themes on Soviet soil (A-ov, 1931, p. 85).

The film meticulously portrays Galina Kravchenko’s character as a jazz
dancer, showcasing her mastery of new, often “inappropriate” dance styles like the
foxtrot—a so-called animalistic dance, mimicking animal movements and flout-
ing social norms (see the next section for details). Her easygoing nature, adapt-
ability, and lack of strong convictions—always choosing the most advantageous
situation—represent the perceived moral decay of Western influence. Although
Brio ultimately helps save the day, many of her actions are morally questionable.
She is a complex, ambivalent character, a trickster who undermines both sides in
the film, much like the animalistic dances that shattered early 20th-century moral
codes. Her immoral lifestyle and simultaneous assistance to the Bolsheviks cre-
ated a mixed reaction; unlike Blanche in The Doll with Millions, Brio is not openly
criticized; instead, she is portrayed as the central figure who saves the protagonists.

At the same time, Brio embodies the mass culture of the past—the late
19th and early 20th centuries. This is evident in scenes described by Kravchenko.
She recalled that, when playing Mademoiselle Brio, she had to dance on a wire.
Director Lev Kuleshov had it strung across the enormous studio where the café
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set was built (Kravchenko, n.d.). This wire-walking dance was a popular motif
in 19th-century depictions of cabaret performers (think of Manet’s iconic 1882
work, A Bar at the Folies-Bergére, with its trapeze artist balancing in the back-
ground). Sergei Eisenstein used a similar technique in Wise Man as an “attraction,”
to surprise and engage the audience. Early Soviet films frequently drew parallels
between cinematic scenes and paintings, often creating coded “living pictures”
that echoed pre-revolutionary cinema. For example, the poster for the 1918 film
The Poet and the Fallen Soul—about a man disillusioned by a seemingly honest
woman—echoes the biblical story of Eve and the serpent. It depicts a giant snake,
wrapped around a baluster, approaching a woman in a rose garden. These allu-
sions to earlier art likely resonated with audiences, highlighting the film’s archaic
and frivolous elements. Beyond her animalistic dance moves and embodiment
of the gommeuse, Brio is also a product of her environment. The Happy Canary is
one of the first films to explore character decay through their surroundings.

Kuleshov presents the Red and White conflict playfully, as an adventure. The
Happy Canary features romantic and adventurous scenes: disguises, shootouts,
and humorous dance numbers. This focus on bourgeoais life and entertain-
ment leads us to compare the film to the works of the FEKS® members (“Could
the FEKSes and Eisenstein claim to understand the masses? No, they couldn’t
(Petrov-Bytov, 1929, p. 8)). Their 1922 Eccentrism Manifesto definitized their pro-
gram through the prism of circus, music hall, and pantomime aesthetics (Pronin &
Svyatoslavsky, 2024). This expressive style and eccentric archetypes are evident in
the 1926 adventure-melodrama The Devil’s Wheel, directed by Kozintsev and Trau-
berg. The plot follows a young sailor, lvan Shorin, meeting a girl Valya and going for
a walk with her. He misses his scheduled time to return to the ship, which makes
him a deserter. The two are offered a shelter by a group of performers, who turn
out to be a criminal gang led by the magician Human-Question. The film show-
cases various attractions: a Ferris wheel, tunnels of love, and so on.

»

The filmmakers highlight the criminals and their exemplars: Human-Ques-
tion’s entourage includes dwarfs, blind men, and living skeletons. lvan and Valya
become unwittingly entangled in this bizarre, frightening “Guignol” world. The
setting itself creates an atmosphere of danger and pathology. The amusement
park and its transient culture become the locus agendi, embodying vice and
soullessness.

This parallels The Happy Canary and The Devil’s Wheel with German films
of the 1920s, where cities or landmarks often serve as the main antagonists. Fairs
and cabarets were frequently the major setting. Such is the 1926 film False Shame

° FEKS—Factory of Eccentric Acting—was a group of young theater artists, founded in 1921 in
Petrograd.
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(German: Falsche Scham—Vier Episoden aus dem Leben eines Arztes), written by
medics and filmmakers Nicholas Kaufmann and Curt Thomalla and directed by
Rudolf Biebrach. Two young men watch a cabaret act at a fair before attending a
lecture on syphilis (for more on spatial construction in German films, see: Marty-
nova, 2023b; Salnikova, 2024, p. 120). Similarly, Moral (German: Moral), a 1928 film
directed by Willi Wolff, features a cabaret performer trying to escape her life of vice
by secretly recording compromising evidence on her clients. Even in The Cabinet
of Dr. Caligari, fairground scenes act as triggers for the narrative. In these films, the
cabaret is a place that corrupts its inhabitants and visitors, seeking either to delve
into sin or find a path to redemption.

The vice, grotesqueness, and soullessness in Soviet films featuring cabaret
performers and entertainment reflect the corrupting influence of the city (as, for
instance, of Parisin The Doll with Millions). Cabaret is presented as the antithesis of
morality. This explains Brio’s ambivalent nature; despite her immoral lifestyle, she
retains a desire to help and save others. This contradictory portrayal is probably
the reason for the mixed reactions to her character. The dancers’ vice is empha-
sized not only by their environment but also by their dances—the “fox dance,” fox-
trot, and “bear dance,” which will be discussed further.

LUNACHARSKY’S BEAR DANCE: A DESCENT INTO SAVAGERY

In 1925, Konstantin Eggert and Vladimir Gardin adapted Anatoly
Lunacharsky’s play (Lunacharsky, 1923, pp. 307-342),° The Bear’s Wedding, some-
times also titled The Last Shemet (Russian: Medsexesi ceadsba, or [locreoHut
Wlemem), into a film. The play underwent significant changes, resulting in many
scenes differing greatly from the original. For instance, the play opens with peasant
girl Tuska’s attack by a brutal, animalistic man—a scene absent from the film. The
film’s unconventional plot sparked considerable negative criticism. For example,
futurist poet Petr Neznamov’s 1926 satirical film guide, Kino-Azbuka (The ABC of
Avant-Garde Cinema), quipped about The Bear’s Wedding and its cinematographer,
Pyotr Yermolov: “Some people have got no grain of joy. Yermolov filmed some bear
passions, oh boy” (see: Electronekrasovka).

Set in Lithuania during the first half of the 19th century, the film follows
Count Casimir Shemet, his associates, and his wife, Countess Adelina Shemet, on
a hunting trip commemorating their wedding near his ancestral castle. A dispute

¢ Lunacharsky’s play was, in turn, based on Prosper Mérimée’s novella Lokis.
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erupts between the Count (described in an intertitle as jealous and cruel) and
Countess over Adelina’s contacts with her younger cousin, Olgierd. After a quar-
rel, the Countess rides off alone, only to be attacked by a bear. She faints from
terror. The Count kills the bear. Back at the castle, while Adelina is still uncon-
scious, the Count engages in a sexual act with her. This leaves Adelina insane,
convinced it was the bear with whom she had intercourse. She soon gives birth
to a son, Mikhail. The Count, far from accepting responsibility, suspects Olgierd
is the father.

Mikhail’s strange behavior—as a result of his mother’s terror of the child and
his father’s distrust, he identifies himself with a beast—is evident from childhood.
Intertitles describe him as “amazing everyone with his odd actions and antisocial
nature,” and note that he “shut himself inside during bad weather.” As an adult,
he develops a bloodlust, attacking young peasant women. These attacks are ini-
tially attributed to Lokis, a mythical beast said to have left its lair. Meanwhile, the
film shows Mikhail’s romance with Yulka, a vibrant, cheerful young woman who
embraces her beauty and youth. Yulka loves him in return. Her playful, artistic
nature, and love of dance (dancing is a central wobbler of the film), contrasts
sharply with her sister, Maria, described in an intertitle as “filled with Christian
morality.”

After establishing the characters and their relationships, the film intensifies
Mikhail’s descent into madness. The attacks of girls by the “evil Lokis” continue.
Tuska, a young peasant girl, is bitten, and a fake tow beard is left at the scene—a
clear sign that the attack was deliberate and premeditated. Shemet’s friends cor-
rectly deduce his guilt, horrifying Count Mikhail with their accusation. They try to
dissuade Yulka from marrying Mikhail, warning her sister: “Shemet shows every
sign of DEGENERACY. .. Think what awaits your sister if she marries him.” Adelina,
confined to the castle and driven mad, understands the truth as well, declaring,
that “everyone in this house is a beast in disguise.” Shemet himself, seeing his
father’s portrait, concludes that his mental illness is hereditary.

The Countess’s memories, triggered by lightning during a thunderstorm,
unlock the secret to the young Count’s illness. “Each storm brought back the
ghosts of her past,” explaining Mikhail’s fear and withdrawal during thunder and
lightning. She suffers a seizure, writhing and falling as she relived the attack by
a bear and her encounter with young Olgierd, crying out, “Everyone thinks the
BEAR IS MY SON!” (Fig. 2). Her movements resemble those of an épileptique per-
former—jerky, with nervous twitches—until, realizing her son was a murderer,
she raises her arms heavenward, like actresses playing prophetesses, such as
Yvette Gilbert.
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Fig. 2. Countess’s fit. Still from The Bear’s Wedding [20:14]. (1925).
Directed by Konstantin Eggert and Vladimir Gardin. Author’s screenshot’

The bright light acts as a trigger, reviving the Countess’s buried memories of
her abuse. Her son becomes a living reminder of the attack, her failed love, and
her domineering husband—she views both her husband and her son as beasts.
This likely shaped Shemet’s own deviant behavior, mirroring her perception of
him. “Conceived by a bear,” he seems to embrace a bearish role in his relation-
ships.

In later scenes, Shemet almost reveals his true nature. Despite his flaws,
Yulka refuses to leave him. He tries to end their relationship, but she distracts him
with conversation and dance, inviting him to perform a folk dance of a bearand a
mermaid. Shemet’s movements mimic a bear’s clumsy gait; he then lungs at Yulka,
trying to bite her neck in surge of passion (Fig. 3).

" See the image source: https://vk.com/video-136471876_456241380 (19.11.2024).
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Fig. 3. Abear and a mermaid dance. Still from The Bear’s Wedding [43:23]. (1925).
Directed by Konstantin Eggert and Vladimir Gardin.
Author’s screenshot?®

Their embrace and kisses shock the onlookers, though Yulka remains
unfazed. Shemet, however, recoils and tries to flee (followed by the girl), his
animalistic side emerging. This dance references popular animal dances of the
1900s and 1920s (Brandstetter, 2010), including the “grizzly bear dance,” common
in pre-revolutionary Russia. These dances involved mimicking animal move-
ments—in the bear dance, partners shuffled and leaned on each other. In the
early 20th century, such physical contact was considered indecent (Martynova,
2023a, pp. 373-375). A woman participating was often seen as promiscuous or
in danger. The raw, animalistic nature of these dances was unsettling. Shemet’s
dance—shuffling and passionately trying to kiss Yulka—was thus a fashionable,
yet socially unacceptable, expression of affection. For Shemet, society’s dis-
approval, however, felt like growing suspicion and a personal rejection. These
fears were reinforced by his traumatized mother, who, watching Yulka dance
and seeing her son trying to jealously pull her away from other men, screamed,
“The bear is carrying off a woman! Shoot!”—once again comparing her son to an
animal.

Shemet and Yulka marry, but on their wedding night, Shemet backslides
and kills Yulka. He has no memory of the event and flees in terror. The villagers,
furious at the revelation of Lokis’s secret, hunt him down. The story ends tragically:

& See the image source: https://vk.com/video-136471876_456241380 (19.11.2024).
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Shemet’s mother burns down the castle, escaping her memories, while Yulka’s sister,
Maria, kills Shemet. The film ends with an intertitle with Shemet’s words: “I must kill
the beast, but it wants life, LIFE!”

Shemet projects society’s judgment onto himself; his violence stems from
his parents’ rejection. However, the film’s climax—the key to understanding Lok-
is’s identity—is the animal dance. While contemporaries linked the film solely to
pre-revolutionary cinema, this dance critiques the aristocrats’ suppression of
their desires. Identifying with the animal unleashes Shemet’s deviant behavior,
leading to tragedy. The dance becomes a release: for Yulka, it is her vitality and
Eros’ passion; for Shemet—a destructive urge for mortido, fueled by rejection by
society and his own family.

This theme of societal rejection of unconventional characters is also
explored in Evil Spirit.

THE ROLE OF GESTURE IN EVIL SPIRIT:
INFLUENCE OF FRENCH CINEMA

The 1926 film Evil Spirit seems quite unusual for its time in the ASSR. It
depicted archaic customs of pre-Soviet Armenia, a common theme in films about
the East. However, it was based on Alexander Shirvanzade’s 1894 story, The Pos-
sessed, which incorporated the references to prejudices and medicine of that era.
Contrastingly, most films of the period focused on the “new Eastern woman’—a
liberated woman fighting for her rights. Scholars note that the Soviet era in Central
Asia brought women’s emancipation and gender equality (Khan, 2021, p. 215),
a trend also seen in Armenia.

Evil Spirit, however, focuses on a woman suffering from the primitive beliefs
and habits of her husband’s family, not a flapper. The numerous dance sequences
and gestures are clues to the reasons for character motivations. Divided into six
scenes, the film follows the heroine’s tragic fate.

Sonia, a blacksmith’s daughter, suffers from seizures, the causes of which
are demonstrated throughout the film. The story opens with images of spring—
flowers, a cow and calf—followed by children playing bat-and-ball, teasing each
other, and dancing by a river. Sonia, however, is isolated, her close-up revealing a
furious laughter at their games (Fig. 4; Fig. 5).
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Fig. 4. Sonia. Still from Evil Spirit [01:16]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot®

' o

Fig. 5. Sonia. Still from Evil Spirit [01:57]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot*®

° See the image source: https://vk.com/video?q=3n011%20ayx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).

" See the image source: https://vk.com/video?q=Rosalie%20et%20Léontine%20vont%20
au%20théatre&z=video215284776_456240288%2Fpl_cat_trends (19.11.2024).
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Later, one of the boys gets his face smeared with mud and blames Sonia.
A close-up shows Sonia’s face, exaggerated and distorted as she laughs wildly.
These shots are reminiscent of foreign films portraying a “wicked woman”—like
Romeo Bozetti’'s Rosalie and Léontine Go to the Theater, where women’s defiance
of social norms is depicted with vivid, almost grotesque emotion. This wicked
woman archetype had its own distinct gestures: actresses mimicked drunken
movements and laughed wildly and theatrically, often in public or at the stage.
The director highlights Sonia’s otherness, her alienation from societal norms.
Her isolation and refusal to join in the games lead to her being condemned for
something she had not committed; society rejects her. This rejection triggers her
seizure.

In the next shot, Sonia collapses, convulsing violently (Fig. 6).

Fig. 6. Sonia. Still from Evil Spirit [03:00]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot!

These opening scenes reveal the director’s message: Sonia embodies
spring, a harbinger of new life, a “new woman” who finds joy in the world, not
in social games. She mocks old traditions and lives on her own terms, but her
status as an outsider in this archaic society leads to her being attacked, causing
her seizures. These seizures are a physical reaction to societal pressures that
stifle her vitality and self-expression. The use of epilepsy—a condition linked to

' See the image source: https://vk.com/video?q=3n1011%207yx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).
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Saint Vitus’ dance, which influenced turn-of-the-century dances like the can-can
or épileptigue—as an expression of a protest is not accidental. Some can-can
dancers, like Jane Avril, suffered from chorea, historically referred to as Saint
Vitus’ dance. Sonia’s seizure can also be compared to tarantism—a frenzied
dance symbolizing release from oppression, like the convulsions after a myth-
ical spider bite.

Crazy Danel, the local madman, witnesses this dramatic event and is deeply
affected. He is crucial to understanding the film’s message. He shoos the chil-
dren away from Sonia, saying, “Show me my Manishak’s house”—clearly seeing
some other girl in Sonia, not Sonia herself. He carries Sonia home to her mother,
Shushan. Her mother worries that if Sonia’s illness is discovered, her daughter’s
life will be ruined. Danel warns the girl to be careful, or “the araba will run her over,”
metaphorically representing society’s rejection of herillness.

The film then explains Danel’s concern. We see him a younger, focused man
watching his daughter, Manishak, play by the river. Frightened, he shouts—appar-
ently ordering her to get off the cliff, but causing her to fall off into the river. The
current sweeps her away, and he cannot save her. He becomes insane (as the inter-
title reads, “From then on, Crazy Danel searched, and searched for his Manishak”).
Later, Danel looks at a bouquet of violets; through double exposure, he sees first
Manishak’s face, then Sonia’s. This is not coincidental; Manishak means “violet” in
Armenian. Sonia becomes Manishak’s double: seeing Sonia triggers Danel’s mem-
ories—the river, the children playing, and the girl he failed to save. He now cares
for Sonia, an embodiment of his lost daughter.

Sonia’s seizures are getting worse. She has had four now, the last one on the
street. Her mother is terrified someone will find out about her illness, so Sonia has
been kept home to avoid gossip. We then see Sonia’s mom, the only one working
to support the family. Sonia’s father, Oskan, is a drunk who destroys their home
and abuses his wife and daughter. During one of his drunken rages, when he is
trying to grab the family’s hidden money, Sonia has yet another seizure. Right after,
Danel shows up with the same violet bouquet—the one in which he saw visions of
his daughter and Sonia. Sonia ends up confined to the house, her only entertain-
ment watching a turkey and a dog with puppies in the yard. There is a powerful
shot of her loneliness: she is behind a gate, off to the side of the frame—a perfect
visual representation of her social detachment.

The film then shifts to the shopkeeper’s family, a stark contrast to Sonia’s.
Their business is introduced to us in slow motion: the money, goods, scales—a
glimpse into their life. The paraphrases with the goods hint at a new type of family.
One son, Sarkis, is married with a child; the other, Murad, is single. Murad rides
into Sonia’s yard and nearly kills her only delight: the chicks. Sonia fiercely defends
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them, her anger and threat clear as she looks directly into Murad’s eyes. Danel,
however, tries to explain Sonia’s situation to Murad, and they both examine her
closely, even as she remains wary of Murad.

Next, we see scenes of a religious festival. Sonia’s mother packs eggs and
bread for the pilgrimage, while Sonia cares for a black hen. We also see the Murad’s
family preparing: Sarkis holds a black sheep, saying, “You will be slaughtered for
God, and my cheating will be forgiven.” Gulnaz, Sarkis” wife, comes out with her
crying baby. Her father-in-law, the merchant, is grumpy because of the baby’s
crying and a headache or toothache (his cheek is bandaged). The scene highlights
the merchant family’s hypocrisy: Sarkis cheats, and Gulnaz blames their baby’s
fussiness for the disfavor of the family patriarch. Murad keeps apart from the family,
and the sacrificial lamb tries to escape his brother.

Near the church, people are dancing, and we see a “miracle healing hole”
where children are passed through to ward off illness. Danel shows up and asks
for the black hen, an intertitle ordering him, “Slaughter it! May St. George heal
our Sonia.” But Danel cannot bring himself to do it and asks for help, and the hen
escapes, causing havoc—knocking over a milk jug and soaking Murad’s father.
Enraged, the merchant throws the man who tried to kill the hen into the crowd.
Throughout the film, black birds symbolize Sonia—like the black hen sacrificed
to heal the girl, or a black crow later in the film. In this context, the hen’s chaotic
actions foreshadow the disruption Sonia will cause when she enters the mer-
chant’s life.

Murad watches Sonia enjoying the party. When Sonia sees him looking, she
leaves the walk-around dance, darkling. Murad approaches his family and says,
“I've liked Shushan’s daughter for a while now. She is the one. It is time we mar-
ried.” His family voices concerns based entirely on rumors about Sonia’s family.
The intertitles reveal their prejudice: “She is not good enough for you, son... Her
mother is a laundress, her father is a drunk...” Murad insists, “I don’t have to live
with her parents. | like HER. Look at her.” The emphasis on her (and other capital-
ized words further on in the film) highlights a key difference between Murad and
his family.

Next comes the viewing of the bride. Murad’s family objects: “.. you’ll shame
our family!” But Danel is thrilled for Sonia, and her father boasts about her upbring-
ing. Sonia is terrified, clutching her knees. The viewing starts badly: a chair breaks
under one of the visitors, and Oskan gets drunk and rowdy, upsetting Murad’s
family and worrying Sonia. It begins with the words, “Show us YOUR goods!”*?
Sarkis with his wife, Murad, and the brothers’ parents—all scrutinize Sonia. The

12 The beginning of the traditional Russian introductory phrase addressed to the bride’s parents
during the viewing, “You have the goods; we have the merchant.”
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merchant is charmed; he smiles, even knocking over his sugar cubes. This worries
Sonia, and echoes the snokhachchestvo® problem depicted in the 1912 film The
Incestuous Father-in-Law (Russian: CHoxay), directed by Aleksandr Ivanov-Gai and
Pyotr Chardynin. Gulnaz’s dislike of Sonia grows. When asked about Sonia’s flaws,
Gulnaz significantly says, “Itis hard to know what is inside...” hinting that Sonia’s
problems will manifest later. The viewing ends with, “If she has no flaws, she is
OUR goods.” This reveals the core difference: Murad cares about Sonia herself—her
personality and inner life, the mysteries of her soul—while his family cares only
about her appearances and whether the future daughter-in-law is able to maintain
the family’s social standing.

Afterward, Oskan causes more trouble, triggering another episode for Sonia.
At the wedding, Sonia cries, leading to gossip; guests assume it is happy tears:
Murad is quite a prize catch for the daughter of a simple laundress. Sonia strug-
gles through the ceremony; her vision blurs, and the camera spins, foreshadow-
ing a seizure. The wedding ends peacefully. We then see Sonia’s new life: she
cares for the household and Murad’s parents while Gulnaz ignores her own child.
Murad’s parents express their approval: the merchant watches Sonia kindly, his
wife, Zarnishan, gives her jewelry. Murad also shows his care, choosing the best
meat for her. Gulnaz notices this, fueling her jealousy and causing her to look for
Sonia’s mistakes.

Sonia’s father visits frequently, “by chance,” according to the intertitles, on
Tuesdays and Thursdays. Oskan eats greedily, messily, grabbing food with his
hands. His indecency upsets Sonia, who feels judged by Murad’s family. Zarnis-
han complains, “My house isn’t a tavern,” further distressing Sonia. Meanwhile,
Shushan prays in church for Sonia’s recovery.

Tension mounts in the new house: Gulnaz makes no secret of her dislike for
the family’s newest member—everyone loves Murad’s young wife except her. The
neglectful mother sets a trap for the heroine: Gulnaz orders Sonia to boil milk, then
pretends not to notice it boils over, later criticizing Sonia in front of the family: “You
don’t belong here... She will starve the child eventually... | do all the housework
anyway!” Murad and his father defend Sonia. (Murad warns, “One more word about
Sonia, and I am leaving... | will move out,” to which Gulnaz replies, “That quiet girl
will break us all up.” The merchant: “Ugh! You are just jealous!”)

These scenes show how meek, helpful, and mysterious Sonia—an enigma
to her in-laws—becomes the wobbler, the catalyst, exposing the family’s prob-
lems. Sarkis, unlike Murad, ignores Gulnaz, who is overlooked by the whole family.

¥ Snokhachchestvo was a controversial practice in some Slavic cultures referring to sexual
relations between a father-in-law and his daughter-in-law, typically occurring during the absence
of the husband.
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Gulnaz, in turn, neglects her own child and avoids housework, seeking to bolster
her self-esteem by targeting Sonia. Unsatisfied with her own status and her hus-
band’s, she envies Sonia.

The conflict explodes when Gulnaz’s son gets sick. The intertitle says it is
just measles, but Gulnaz blames Sonia: “She touched him yesterday with her evil
hand! She cursed him!” They call a faith healer—“a cure-all... treats the evil eye,
curses, tremors, and all sorts of illnesses.” Seeing how the women feel about Sonia,
the healer confirms the curse: “Bvil hands touched him... an evil eye looked..”
“Black, evil eyes...” Zarnishan and Gulnaz believe Sonia is cursed and perform a
ritual the healer suggests: burying a black crow where Sonia walked. Sonia, anx-
ious, clutches her neck with a scarf, triggering her first epileptic seizure in the new
house. She convulses violently, her body almost assuming a tonic curve. To avoid
watching, Murad’s mother covers her with a sheet. Gulnaz, in her rush to see what
is happening, drops a heavy featherbed over her son’s face, accidentally smoth-
ering him (Fig. 7).

Fig. 7. Sonia’s fit. Still from Evil Spirit [43:18]. (1926). Directed by Mikheil Gelovani.
Author’s screenshot*

The child dies, turning everyone against Sonia. Murad’s relatives believe she is
possessed and responsible for their misfortunes. The merchant tells Sonia’s mother,
“Itis simple. Take her and go. We do not want her.” Sonia’s breakdown is seen as a

* See the image source: https://vk.com/video?q=3n1011%207yx%201926&z=video-136471876_
456241251%2Fpl_cat_trends (19.11.2024).
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curse on the family. Only Murad sees that Sonia is not evil; he tells his family, “You
are the ones who are possessed. .. She is a victim of her father’s alcoholism. She
needs help!” He stands apart from their archaic beliefs.

The healer calls Sonia an “evil spirit,” so Gulnaz kicks her in her stomach.
Then she and Zarnishan tell the healer, “Come back tonight... no one will be
home,” planning to kill Sonia. They force the young woman to fetch coals, cov-
ering her head with a rug, suffocating her. Murad, Shushan, and Danel, realizing
something is wrong, rush home, but they are too late. Sonia is dead. Danel grieves
as if he has lost his daughter again, whispering, “Wake up, Manishak, | brought
you violets..”

The film’s ending leaves us pondering the cyclical nature of history and the
consequences of projecting our own desires onto others. Sonia acts as a prism,
refracting the hidden desires and frustrations of every character. Danel yearned
to see his daughter grow and shield her from death; Murad defied his family’s out-
dated beliefs; and for Gulnaz, Sonia represented her own marital disappointments.
Societal expectations fueled Sonia’s seizures, her body’s rebellion against unfair
treatment. The film explores several interwoven metanarratives: generational
conflict, the lingering effects of the past, identity struggles, trauma, and women’s
roles within the family.

Sonia’s physical reactions—as previously noted—resemble the stylized
movements of “nasty women” in early cinema, a type of character Maggie Hen-
nefeld (2024, p. x) analyzes in her work on dance mania, madness, and female
defiance by looking at little-known early films and affect theory. Hennefeld con-
nects these women’s uncontrolled laughter and expressive gestures (like laugh-
ing Sonia’s close-up in the opening scene) to cabaret and music hall performers.
These women represented a new kind of woman—unconstrained by societal
norms, provocative, and uninhibited. Female viewers’ laughter connected them
to the actresses, but also made them targets of criticism, as they were not playing
a role on stage. Similarly, Sonia’s uninhibited behavior draws criticism, but unlike
heroines in Romeo Bozetti’s films, she does not ignore it; instead, she responds
physically, silently rejecting it. This repressed reaction mirrors the heroine in The
Mystery of the Rocks of Kador, who suffers repeated seizures before healing from
past trauma.

In essence, Sonia embodies Hennefeld’s nasty woman, a meek soul who tries
to anticipate others’ desires while simultaneously rebelling against societal norms
through physical expression. Sonia instinctively resists oppression. Unlike the
more progressive Murad, she struggles with new technology (like the gramophone
in her husband’s home), prefers animals to people, and remains cautious around
others. She is reminiscent of the Woman-Earth archetype, as described by Svetlana
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Smagina: a victim of injustice, only finding strength for transformation within her-
self, within her “earthly” resources (Smagina, 2019, p. 142). Sonia similarly draws on

inner reserves to express her dissent. This connects her to épileptique performers

who used simulated fits to release their unconscious. Sonia’s subtle, restrained per-
formance—making her an enigmatic figure until the very end, a fleeting shadow—
allows us to interpret her physical actions as a direct, textual communication with

the viewer. Unlike The Doll with Millions and The Devil’s Wheel, where the city is the

locus agendi, dictating the characters’ actions, in Evil Spirit, Sonia herself becomes

the driving force, the modus agendi, shaping both character behavior and the film’s

depiction of the urban and domestic environment.

CONCLUSION

Obviously, artistic heroes were not depicted solely through unusual behav-
ior or exaggerated poses; gestures typical of cabaret and music hall performers
resonated deeply with audiences on both emotional and physical levels. These
gestures—common among singers, dancers, and actors in the late 19th century—
replaced music and dialogue (absent in silent cinema), becoming a powerful form
of communication. This was not limited to simply creating a character; extreme
makeup, exaggerated expressions, and gestures all aimed to connect and speak
with the audience. Each cabaret or music hall performer had a specific stage per-
sona, defined by unique movements and gestures. Epileptique dancers, for exam-
ple, mimicked the tics and seizures of the mentally ill, while gommeuses imitated
the mannerisms and costumes of high-class courtesans.

Soviet filmmakers of the 1920s used these pre-revolutionary tropes to high-
light the otherness of their “anti-ideal” characters, contrasting them with the ideal
Soviet citizen. Films like The Bear’s Wedding and Evil Spirit directly quoted these
earlier styles to portray the flaws and pathologies of the past. In Evil Spirit, Sonia is
presented as a “nasty woman,” whose epileptic-like seizures alienate her from her
husband’s family and society. Despite her gentle nature, she physically rejects soci-
etal norms, seeking freedom and self-expression, a pursuit that ultimately leads to
her downfall. The film serves as a cautionary tale about superstition and dogma. In
contrast, in The Bear’s Wedding, the protagonist uses a bear dance—imitating bear-
like movements considered indecent at the time—to reveal his inner viciousness,
wildness, and repressed nature. The Happy Canary centers on a cabaret, framing
its main character, Brio, as a cocotte and a type of gommeuse. Her commitment
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to this role is evident in a scene where she walks a tightrope, echoing images of
late 19th-century cabaret performers. This theatrical appropriation of gestures is
a hallmark of the gommeuse character. Brio is ambivalent: immoral due to her
profession, yet she becomes a lifeline for other characters. This use of setting to
define characters is also seen in The Doll with Millions and The Devil’s Wheel, where
late 19th-century cultural tropes are juxtaposed with Soviet reality.

The analysis supports the hypothesis that some female performers in Soviet
silent films symbolized the vices of the “old world” or highlighted the corruption
around them, while others represented the “new woman.” This parallel is found
in Western cinema, in which certain professions visually marked moral failings. In
Soviet cinema, cabaret and its performers served as both the setting and the means
(locus and modus agendi) for criticizing pre-revolutionary morals and highlighting
the positive aspects of the “new Soviet man.”

BBEAEHUE

B KMHO, VCXOAH 13 TOTO, KaK Te10 CHUMAETCA, 3aBUCUT 1 BOCTIPUATIE Kap-
TVIHbI: KAKMMW Ta3aMy Mbl CMOTPUM NPOU3BEAEHNE — C NO3MLUUN aKTUBHOIO
HabntoaaTens, rmasamui repoviHK, rMasamul repost, «OTCTPaHEHHbIM» B3MTIS0M,
B3MSAA0M «HEHAIeXHOro CBUAETENS», — TaK Mbl U OyaeM BOCNPUHMMATL Npo-
MCXOASLLEE Ha IKPaHe 1 MHTEePMPETVPOBATL XECTbI 11 MO3bl akTepos. [NogobHoe
KOHCTUTYMPOBaHWE TENECHOCTI NOSIBUAOCH HE C M300peTEHNEM KIMHO: 3TOMY
HnaronpugTCTBOBaNM MCCAeA0BaHMs Tena B bonbHMLax U QOTOCTYAMAX cepe-
AMHbl — BTOPOI NONOBMHbI XIX Beka, KOTOPble CNOCODBCTBOBANV NPEBPALLEHMIO
Tena B MHCTPYMEHT NPOV3BOANTENBHOCTW, ONEPUPYIOLLNIA 33aHHBIMY KeCTamy
1 NO3aMN.

PaHHee HeMoe KWMHO OblNI0 aBaHTIOPHO-MPUKTIOYEHYECKMM, NONb30Ba-
NOCh VIMEHHO S13bIKOM XXEeCTOB, 4TO CBS3aHO CO CBOOOOM ecTa OT NPUYnH-
HOCTM 1 OKOHYaTEeNbHOCTY; XECT B KMHO OHOBPEMEHHO SBMSNCS CBOe0bpas-
HOWM OyKBOW andaswWTa, HO NPKU 3TOM ObIN 1 CBODOAHON KaTeropuen, KOTopyHo
KaXObl VHTEpNpeTMpoBan (ecnv cYnThIBaN) UCXoas U3 COOCTBEHHOTO OMbITa.
KIUHOMECT KOMMYHVKaTUBEH, CMIeKyNsSTUBEH, BCeraa OpyeHTUpoBaH Ha [pyroro,
Ha homo observatorio. YXeCTbl NOBTOPSIEMbI, HO HEe TOX/AECTBEHHbI CaMunM cebe
B Pa3Hble BPEMEHHbIE OTPbIBKM. VIMEHHO 3TUM, Ha B3NS/ aBTOPa, Y MOXHO 00b-
SCHUTb CBOE0OPa3HYH LIMKINYHOCT aPTUCTUYECKMX amya TaHLOBLLWL M NeBUL|
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[OPEBOMIOLVIOHHOIO 1 COBETCKOIO KMHO, KOTOPbIE SPKO BbIAE/SET B CBOEM TPy[e
«/1300paas HeHCTBEeHHOCTb: EHUIMHA KaK apTUCTKa B PAHHEM DYCCKOM KUHO»
Paiiyen Mopnwu: BOCTOYHAs TaHUOBLMLA/KpacaBwa, POKOBas eHL|Ha,/onmn-
uerBopervie Canomen, TaHuylollast KDeCTbsiHKa, ONnepHas Nesula, TaHrUCTKa,
TaHUyoWas LblraHka, baneprHa. Bce 3Tu repoviHy pa3Hbix GUIEMOB PasnyHbIX
pexuviccepos y Mop/iv 4pesBbl4aliHO aBaHTIOPHbI, OHW CO3Aat0T BHYTPY NOPOY
npeaensHO APaMaTnyeckux MMHUA CBOW NPUKMNIOHEHYECKIE; Yepes HIX, CIOBHO
CKBO3b NPK3MY, NOKa3bIBANN APaMbl OTHOLWEHWIA, NepuneTn cyaed, BelcMerBani
crneynduky obpasa «pOKOBOW, MafWel XeHUWMHbI» B AOPEBOMOLUMOHHOM KMHO.
HecMOoTps Ha TO, 4TO TaHUbl 1 aMrya UCNONHUTENbHUL OCTAOTCA HeU3MEH-
HbIMV, NOC/EAHME, KaK oTMedan Mopnn, CTaHOBMANCL UHAMKATOPaMU aMOpans-
HOro noBeaeHns (cM. be3aymHoe Becense B dunbme I KosnHuesa 1 /1. Tpaybepra
«HOHoCTb Makcuma» 1934 roga) (Mopnu, 2023, . 128).

Ha Hauw e B3rnsa, 4acTo 06pa3 MCMONHNTENbHWLI, MOMVMO MapKUPOBKM
MHAKOBOCTU VX FTePOVIHb, Oblf1 CBOEODPAa3HbIM CIOMETHBIM «BODNEPOM»!, @ camu
NCMONHUTENBHWLBI — aBAHTIOPHBIMK FEePOVIHAMM, BYTHIBAIOWMMY MEPOEB KaK
B NMOMOXMTENbHbIE, TaK U ApamaThyHble NPUKI0YeHns (MpenmyLlecTBeHHO aApa-
MaTu4Hble). bnarogaps «ObITUIO-NOA-B3rNAA0M»%, NpeaonpeaeneHHoMy npo-
beccriel, OHM NO3BOASNN YNOBUTL CIOXKET, CKOHUEHTPMPOBATL BHMMaHWe 3pu-
Tena Ha Hem. Camo NCMONHWUTENBCTBO 3aK1aAbiBaN0 B NEBULAX aBAHTIOPHOCTb:
M3BECTHO, YTO MHOTME NECHM CONPOBOXAANWCH TaHUaMW He CyYalnHo — 370
HbINO CBA3AHO C LieH3YPHbIMY Npasunamy, B pedystaTe KOTOPbIX KECTb 1 MO3bl
3aMeHann cnosa. OgHaKo nccnefoBatenu, 3aHnmaowmnecs 4opesoMOLNOH-
HbIM 11 COBETCKIMM KNHO, HE Y4MTHIBAIOT, 4TO MHOTMe POpPMbl TaHLLEB MPOM30LWAN
13 4ETKO pernaMeHTMPOBaHHbIX MPaBA, a TakKe NPOMCTEKAIOT 13 KadelaHTaH-
HbIX NO3 1 TaHUEB Kabape, KOTOPbLIE 1 MAPKMPYIOT BOCMIPUSTYIE Tepos KaK Hera-
TUBHOIO MK MONOXKNTENBHOTO NepcoHaxa. Tak, OkcaHa bynrakosa B «@abpuike
KECTOB» pacCMaTPMBAET TeNeCHOe NOBefeHVe Yepe3 He3HaKOBbIe ABVKEeHNS,
HaMePEeHHO YMyCcKad 13 Nond 3peHns NOCTaHOBOYHbIE, apTUCTUYECKME ABIKE-
Hus (Bynrakosa, 2021). Mopnw xe yaenseT 3Ha4uTeNbHOe BHUMaHNe CeMaHTVIKe
CanoMaHmy 1 POKOBbIX TAHLOBLYML, B JOPEBOMOLMOHHOM KUHO, 0b03Ha4aeT npo-
Hnemy BOCMPUSTYS TaHUEB «HOBOW XeHLLWHbI», Aienas 3aKOHOMePHBbI BbIBOS, YTO
HepernameHTVpPOBaHHbIE, SHEPTMYHbIE TaHLbI BbI3bIBANN CTPax COBPEMEHHNKOB
nepef «HOBOW XeHWWHOW». OHa He MUWET, 4TO «HepernameHTMPOBaHHOCTb>

1 OT aHm. Wobbler — HaxwisKa, NprMaHKa — 31eMeHT, 00bIYHO VCMONb3YIOLLMIACS B PeEKIame
ANS NpUBNEYeHNs BHUMaHWS.

’ MNocnepHee BpeMs CyllecTByeT TeHAeHLMs, OCODEHHO B OTEYECTBEHHbIX WCCefoBaHK-
X, CBS3bIBaTh BOCMPUATME TeNa Ha 3KpaHe C vaeell J/lopsl Mansu o «BbITuK-Noa-83rnsgom»,
B paMKax KOTOPOU HeMVHHOE TeNo NCMONHUTENbHULEI KOHCTUTYMPYETCS CMOTPSWMM (Cmarn-
Ha, 2019; CmaruHa, 2023; MpuueHok, 2024).
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Obina Tarxe NpefonpeaeneHa CBOAOM YETKMX MPaBn/ U 3aKOHOB, KaK v bbina
CBsI3aHa C ©KMBOTHbIMU», AVIKMMY TaHLaMK, NePBOHa4anbHO VHTEpPNpeTMpoBaB-
WMMWMCS BO BTOPOM NonoBKHe XIX Beka B KayecTBe Yero-To HyepogHOoro LyBK-
NVI30BaHHOMY MUPY.

K TaKkuM e nHTepnpetaunam, kaky Mopnu, npuxoant C.A. CmarnHa, KoTo-
pas paccMaTpyBaEeT COMOCTaBNEHNS CTAPOro M HOBOMO B repOVHSAX AOPEeBOIO-
UVMOHHOrO 1 COBETCKOTO KuMHemaTorpada, napannensbHo NpoTMBONOCTaBnss
0bpa3bl «MaeanbHO» 1 «POKOBOM» WEHLLMHbBI Ha 3Kpare. [1py 3ToM uccneoBa-
Tefb yKa3blBaeT: <APTUCTUYECKME BapblWHM C TOHKOW AyWEBHOW OpraHm3aLven
OKaXyTCs HEBOCTPEDOBAHHbIMY Ha MePBbIX MOpax COBETCKOrO KnHemaTtorpada.
JTa TeHaeHUMs npoaepxunTcs Bce 1920-e rr» (CMaruHa, 2019, c. 244). C aTum
Te3MCOM Hefb3s COrNacuThCs, T. K. Ha MPOTHKEHMM 1920-x MOABUACS LeNbll
PAA KMHOKAPTUH C UCMONHUTENbHUUaMY (TaHLOBLUMLaMY, NeBnLaMm): «<Bece-
nas KaHapeiira» (1929, pex. /les Kynewos), «Measexbs cafsba» (1926, pex.
KoHcTaHTuH 3rrepT, Bnagnumup Fapavn), <Kykna ¢ MuanvoHamu» (1928, pex.
Cepreln Komapos), «/lefsiHoln foM» (1928, pex. KoHCTaHTUH 3rrepT) 1 «HepToBo
Koneco» (1926, pex. lpuropuin KosuHues, /leoHng Tpaybepr). [leicTBUTeNnsbHO,
B CNydae ¢ «Becenoit KaHapeinkom» 1 «KyKnoi ¢ MUAAVOHaMM» CAOXHO FOBOPUTb
O TOHKOW [yLIEBHO Opranm3aummn repoviHb, HO apTUCTU3M XKECTOB U MO3 aKTpuC
13 GrnomoB «Measexbs cBagbba» 1, Hanprimep, «31oii ayx» (1926) cemaeTens-
CTBYET, YTO NMPUYHOCTb MHTEPNpeTaunm obpasa UCNoNHUTENbHWLbI B 1920-€
HVIKyAa He nc4esana.

cxoas M3 NpucyTCTBuS B eHTax 1920-X MCNONHNTENBbHUL, CTPOUTCH
/I TUNOTEe3a Hallero UCC1e0BaHMa, KOTopas COCTOUT B TOM, Y4TO «MUrpaums
06pa3oB» apTUCTKM B CTOPUK COBETCKIMX MCKYCCTBA U KyNbTYPbl HE 3aKaHYMBa-
eTCs, OHa NMNWb MEHSAET MHTEePNpeTaunio, NOACTPANBALTCS NOA 3pUTeNs; TaKkas
«MUrpaumns obpas3os» MOXET ObITb MPVIMEHeHa 1 18 aHanmn3a XecToB UCNof-
HUTENbHWL, COBETCKOTO KMHO, 3aMMCTBOBaHHbIX 13 KadelaHTaHOB 1 Kabape
(Appignanesi, 2004, p. 311). CucTema TaHLEeBanbHbIX XeCTOB, XapaKTepHas A4
pasnMyHbIX amnaya TaHUoBLUML 1 ChOPMUPOBaBLIAsACS B MIO3WK-x0NMe 1 Kabape,
noBNUSANa Ha NOBEAEHYECKEe NaTTePHbI, OCODEHHOCTV TENOABVKER M MCMON-
HUTeNbHWUL, B KWHO. 3TO ONpefeneHo cBoeobpasnem Kabape 1 MI3NK-XoNna Kax
NOMNYASPHBIX MECT: B HUX BBICTYManu HOBOCHOMYVPOBaHHbIE 3Be3/bl, 0TODpaxas-
WKe colyanbHble Npobaembl 3Noxy CBOVMYM Tenamu U3-3a LieH3ypHOro 3anpeTa
Ha coumanbHble NecHU. Tak, B KOHLE XIX Beka Yy Kaxaoro MCnonHuTens bbina cBos
YHMKaNbHas XeCcToBas CUCTEMa, Nepecekatollascs ¢ ero amnnya: MBeTT Mvnbbep
1rpana HepBHbIX, PACKOBAHHbIX KEHLLMH, NO3TOMY €€ ABVIKEH NS OblIM CTOMb e
HEePBHbLIMW, O YeM MKcan B CBOEN KHUre Mo MOPMUPOBAHMIO 3BE3[ MIO3VK-XO/-
NOB apTUCT 3TOW MHAyCTpuM Jlym YBpap (cMm. nogpobHee: Ouvrard, 1894). Cam
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YBpap ObIN NCMONHUTENEM «CONAATCKUX MeCeH», B CBA3M C YEM BO BPEMS HOMe-
POB MMUTMPOBaN CONAATCKIME XeCTbl U MPUBbLIYKK. Kpome Toro, [Mnbbep YacTo
OMpeaenstoT Kak «nesuyy-2adasiKy», ANs KOTOPOK Dbinv XxapakTepHbl cneayio-
wne ABVKEHNS ¥ AeNCTBMS: BCKUABIBAHNS PYK, 3aKaTbiBaHWA a3, «MUCTUYe-
ckuii» Bua (Gouspy, 2003). Beinn v Takue, kak Monep, BbICTyNatouwve 8 amnnya
nop HassaHueMm gommeuse. OHM V3bICKAHHO OfeBanunch, Mo NocneaHer Moge,
4acTO HOCUAW MPUYYANVIBbIE WASATKKI, NOJYEPKNBANN CBOK KPAcoTy KOCMETY-
KOW. IMEHHO 3TV TaHLOBLUMLBI YaLlie BCETrO UCMONHANN KaHKaH, MX KeCTbl Obinn
OTPbIBMCTbI, HAMOMWHANM ABVIKEHUS KYKOM Ha WapHWpax, Obinv npefensHo
TeaTpanv3oBaHbl. KaHHa ABpUAb e OTbIrpbiBana be3ymMHyio, KOnmpys ABLKe-
HUS NAsACKK cBATOrO Buta. OHa Obina 6a13Ka K apTUCTKE aHpa «3nu1enmuKa.
«3NUNENTUKN» FPUMACHNYaNK, MOKa3blBanu 3pUTeNsM S3blK, UMUTUPOBAN TUKK,
HEKOHTPOMPYEMbIE MblLEYHbIE COKPALLEH NS, U3rMDbI, TOXOXKME Ha TOHUYECKMe
apkw, HenctoBble nogeprvieaHus (Pillet, 1992, p. 47-49). MNogobHyI0 xecToByto
CUCTeMY NS VCMONHUTENEN B 3TOM XaHpe co3gany B 1871 1 1875 rogax nesusl
[Maynioc 1 IMunu bexa. 370 bbin 0ANH 13 NONYASPHENLWNX CMOCODOB BM3yanmn3a-
UMW CKPBITBIX B MECHe CNOB, T. K. 6€3yMUbl CHKTanch TeMU, KTO CBOOOAHO MOXET
BbIPaXaTb CBOE HeCCO3HaTeNbHOE, APTHCTLI-«3MUAENTUKN» ONMPaNMCh B CBOMX
HOMEpax Ha CKOHCTPYMPOBaHHyto [Nonem Puiwe, Bpadom Canbnetpunep, cucremy
KECTOB HEPBHbIX I MEHTANbHbIX NaTONOT I, ONYOAUKOBAHHYIO VM B €0 Anccep-
Taumu (Gordon, 2013, p. 81-135). CoBpemMeHHas 1nccnefoBaTensHua Pari bet
fOpAOH YCTaHOBWAR, YTO MMEHHO 3Ta YeTKas 1 NOHATHas ANs xuTenel EBpons|
cvcTeMa BMOCNeACTBUN NepeKoyeBana B PaHHee HEMOe KIMHO, 3aMeHsis CObol
cnosa (Gordon, 2013, p. 203-220).

Ha Haw B3MAa, KaKk 1 B 1900-e, HeKoTopble NCMONHUTENbH LI B COBETCKMX
HeMbIxX hrbMax C MOMOLLIO UMUTALMI OMUCAHHbIX XXeCTOB apTUCTOK CTapol
3MOXM MapKMPOBan/ «CTapblid M1P» C ero MOPOKaMU UV e AeMOHCTPUPOBaNy
MOPOYHOCTb CBOETO OKPY)KEH NS, @ HEKOTOPbIE, HANPOTUB, MO3BONSNM MaHVde-
CTMPOBATL aMrya «<HOBOW EHWMHbI». Kpome TOro, MHOMAa 3[ech He y4uThIBa-
eTcs hopMMPOBaHIME aHTPOMOOTMYECKOro COBETCKOMO Maeana (MpoeKTa, Kak
yKasbiaeT [L/1. TynbunHckmi) (TynbumnHCckniA, 2024, ¢. 27-29) B paHHEM COBETCKOM
KnHemaTorpade: «<HOBbIV YenoBeKk» Hbl MaeanomM, NOAAEPKMBAIOLIMM HOBbIE
NpaBua XU3HK, a NONYNAPHbIE TepOU OOPEBOMOLUMOHHOMO KMHO, Hanpumep
apTUCTKa, — aHTUMaeanoM. «<HenaeansHble» TaHUOBLMLBI CBOVIMU OBVIXEHW-
AMY M NO3aMU YCUAMBANN NONOKNTENbHbBIE KOHHOTAUWM «1MA€aNbHOTO» repos
HOBOMO COBETCKOrO KMHO, BCTYManu C HUM B pe3Kyto KOHMpPOHTaumto. brHap-
Hble ONNO3MLMN aHTPOMONOTMYECKNX MAeanoB U aHTUKAeanoB buinu «cpef-
CTBOM BbICTPanBaHMsA CMbICIOBOW KapTVHbI Mypa» (Tynb4rMHCKII, 2024, c. 29).
Taknm 06pa3oM, Mo Halel MbICIN — COBETCKOE KMHO 1920-X, NOYTU TaK e, Kak
1 AOPEBONOUMOHHOE, BLICTYMAN0 NPOTUB CHOPMYIVMPOBAHHbIX TUMOB 1 TPOMOB
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BTOPOI NOM0BMHbI XIX BeKa. ApKIM MPUMEpPOM 3TOrO ABASETCS MUnbM «3101 Ayx»,
CHATBIV MO MPOV3BEAEH N0 BTOPOV MONOBMHbI XIX Beka 1 0banyalowmii Hpassl
1 0bbl4aL yCTapesnon anoxu.

VIMEHHO NO3TOMY OAHOW 113 OCHOBHbBIX T€POVIHb (XOTb 3TO MOXET ObITh
1 He 04eBUHO Np¥ NepBoM, HErnoM NPOCMOTPe NEHT) B 3TUX PUIbMax CTaHo-
BUTCS TAHLOBLMLA W UCNIONHWUTENbHIULUE, BOMPatouias B cebs psfl KoHUenUyi,
NPOTVBHbIX HOBOMY FrOCYAaPCTBY UM e UM noouipsiemMbix. Camu 3T1 reporHn
ABaAHTIOPHbI MO CBOEM CYTW, Yalle BCEro OHW KaXyTCst BTOPOCTENEHHbIMM, Mano
3HAYALLVIMU 15 CIOWETA, OfIHAKO MMEHHO MXKECTbI, MUMMKA, TENIECHbIe NPOsiB/e-
HUSt CNOCODHbBI MOSCHATL 3HaYEHME CIOKETHBIX NMHUI, PE3KO TaKOBbIE «MO/CBe-
YMBas» 1 apTUKYIVIPYst CKPBITHIA CMBICA. BbIABUHYTHIV TE3KC CBSA3aH C TeM, YTO
PaHHEE KVHO HbINO HEMbIM, ayAMOBU3YaN3aLM 1 KECTbI UTPaNM 3HAYUTENbHYIO
PO/b N5 PACINDPOBKI CIOXKETHbIX IUHUNA, U UMEHHO ABVKEHS VCNOAHUTENb-
HWL CTAHOBWINCh OfHMM 113 CBOEOOPA3HbIX «53bIKOB» KUHOKAPTUHbI.

B CBS3M C 3TVIM OCHOBHas Leflb HaCTOsLLEN NybvKaummn — onncaHmne Bans-
HVS NOBEAEHYECKIMX MaTTEePHOB, XapaKTEPHbIX ANs KadellaHTaHOB 1 Kabape KOoHLa
XIX 1 Havyana XX BeKa, Ha co3faHmne }EHCKMX 06pa30B B MOCTPEBOMIOLMOHHOM
HEMOM KMHO. B paMKax CTaTbl Mbl LUIMPOKO TPaKTyeM NOHATUE «NPUKTIIOHEHYECKIIA»,
BbISBNAA COOTBETCTBYIOLLIE MOTVIBbI B PA3HbIX IEHTaX, 4aCTO He MapKMPyeMbIx KaK
«MPUKITIOYEHYECKOE KINHO», CXO[S 13 3HaYeHWs C10Ba «MPUKITIOYeHe» — 3axBa-
ThIBatOLLIEE MPOUCLIECTBME, HEOXKMAGHHOE CODbITUE N CYYaI BIKM3HU,

XpOoHONOrnyecKme rparuLibl MccneaoBanuns onpeneneHsl 1920-mu, cob-
CTBEHHO OCHOBHbIM MEPUOLOM CO3[aHNSA COBETCKOTO HEMO20 KHO. PeneBaHT-
HOCTb NMpe//IOKeHHOIN TeMbl 3aK/04aeTCs B TOM, YTO 6narofaps Takomy Uccneo-
BAHMIO MOXHO He TONbKO PaCLUMPUTL FPaHNLLEl aHanM3a HEMOTO KUHO 1 YTOYHUTb
reHesnc psaa naTTepHoOB B HEM, HO U NPOBOANTb MEXANCLNNIMHAPHbBIE U3bICKa-
HVS Ha CTbIKE HECKONBKMX AUCUMAANH: (DUI0COMUM, NCUXOaHaNM3a, KyNbTypo-
NOTWK, NCKYCCTBOBEAEHWS, NCUXONOTUN 1 My3blKOBeeHNS. Kpome TOro, CTartes
MOMOXET BbIABUTL KITKOYEBbIE KY/IETYPHO-3CTETNYECKNE AOMVHAHTbI, XaPaKTEPHbIE
A9 MOMOJOTO KMHOWCKYCCTBA, aKTUBHO anponpumupytowero BaKHble Ans mac-
COBOW KynbTYpbl 06pasbl MI031K-x0NM1a, kKadewaHTaHa, UMpka v Kabape, obbsic-
HVB PSS NPUYMH MCNONb30BaHNS XECTOBLIX CUCTEM UCNOAHUTENEN B COBETCKMX
HeMbIx hrnbMax 1920-x.

OCHOBHbIMY MaTepuanamm Ass UCCNefoBaHus NOCIY KUV OTODPaHHble
bunembl: «Becenas kaHapenkar, «Meagexbs cBagsba» v «3101 Ayx», KOTOPOMY
OypeT yaeneHo ocoboe BH1MMaHWe B CBA3M C €r0 Maslon3y4eHHOCTb0. Kpome Toro,
B L|eNsix KOMMNapaTVBHOIO aHanu3a NprBeAeHbl Takne KUHOMEeHTbI, Kak «Kykna
C MUAAVOHaMWY, «/lefsiHoM AOM» 1 «4epTOBO KoMeco». COBETCKME HEMbIE NEHTHI
TaKKe byayT cpaBHeHbl C PPaHLY3CKUMY U HEMELKMMY HEeMbIMU (BUNbMaMm
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1910-1920-%, rae MCronb30BaHsl 0O6Pa3bl ¥ KECTbl 13 KynbTypbl Kabape 1 BapbeTe:
«TaiHbl ckan Kagop» (MHave — «TaliHa nopog Kagop»; 1912, pex. fleoH leppe),
«Pozanw v JleoHTnHa 1ayT 8 TeaTp» (1911, pex. Pomeo bozeTTn).

APTUCTKA MIO3UK-XO/I/1A B ®UJIbME «BECE/IAS KAHAPEKA»:
TPUKCTEPHAA TEPOUHSA

Kak 661710 OTMEYEHO, B AOPEBOSIIOLMOHHOM KMHO UCMOAHUTENBHILE Map-
KMpoBanach NoYTW BCEra Kak «Naallas» vi «pOKOBas» MEHLLVHA, eHWNHa-
NCKYCUTENBbHULA, HEBPOTUK. BO MHOIOM 3TO OMNPEefeneHo caMmmnm BOCNpUsTIEM
npodeccum NCNONHNUTENBHNLbI: KaK KOKOTKM, eMUMOHAEHKN, KOTOPOI NOKPOBU-
TeNbCTBOBANN W KOTOPOM Obl/I 04apOBaHbl MHOTME MY)XYUWHBI. Ha Takoe Bocnpu-
ATVe BNUSINE Y UCTOPUS KaellaHTaHoB, MIO3VK-XO//0B, kKabape 1 Apyrvix hopm
pasBneKaTenbHO KynbTypbl. bosblias 4aCTb CMNOAHUTENBHNIL, NPOCaBNEeHHbIX
B Poccum v eBponeicKux CTpaHax, BO BpeMs NeceH 1 TaHLUeB KonmpoBani HeBpo-
TUYECKNE, IMNNENTIYECKNE HECTbI, KOTOPbIE BbICBOOOXAANN VX BECCO3HATENBHOE,
ObINV 93bIKOM WX MOTaeHHbIX enanuii (Chadourne, 1889, p. 277). CBA3b UCMOMHW-
Te/bHUL, B POCCUIACKIMX hnbMax C 3anafiHbiMu hopMamyi TaHLeB NoaYepKHyTa
M TeM, H4TO PEXMCCEPDI 4acTo NepefensiBatoT 1X VMeHa Ha eBPONencKuii nag
nocne «nageHuns» («Mats» npespatiaetcs B «Mapu» 8 «/InTs 60/bLIOMO ropoaa»)
WK A@HT UM MHOCTPaHHbIe CLeHnYeckre nveHa (6anepunna /lonna s duibme
«/Ttob0OBb CTATCKOrO COBETHMKAY).

Takas NaToNOrv4YHOCTb UCMOAHUTENBHULI Obia 3aneyaTieHa 1 8 JOpeBo-
NOUMOHHBIX KaprKaTypax: B HoMepe xypHana «lyT» 1897 rofa bbina HanevaTaHa
cepus UAMKOCTPaLMIA MO KPaCHOPEYMBLIM Ha3BaHVieM «MUKPOObI COBPEMEHHbIX
NOACKUX Hefyros». Cpean MUKPODOB CN/eTeH, eKafeHcTsa, panpTa nossuncs
1 KadelwaHTaHHbI MUKPOD (HenssecTHbIM aBTop, 21 1ioHs 1897, . 16), KOTOPbIN
ObIN NpefcTaBneH B B1AE CePO-3eNeHON, NpefenbHo AedOpMUPOBaHHON 3Be3b
C OCYHYBLUVMCS INLIOM, B3LEPHYTbIMY BBEPX [M1a3aMu, NOL, KOTOPbLIMU KPACYHOTCA
MHOFOYMCNEHHblE MKW, M PACKPLITbIM TO /1M B NECHE, TO M B KpyiKe pTe. Bepo-
ATHEE BCEro, 3€Ch KapMKaTypPUCT XOTeN CNapoAVPOBaTh KeCTbl NeBULbl Tepessl,
M3BECTHOWM CBOWM rpyObIM MOBEAEHWEM W MOCTOSHHO WVPOKO OTKPbLITIM PTOM.
3TOT MUKPOD, NPObMPatoLMIACH BO PThl 3€BaK, O4eHb MOXOX Ha TO, KaK MHTep-
NPeTnpoBany apTUCTOK BapbeTe B KMHO AOPEBOMOLIMOHHOTO 11 COBETCKOTO Bpe-
MeHN. TaK, B KOHTEKCTEe ONUCaHHOW UNNIOCTpaLmm NpeacTasnseTcs 3abaBHoM
nrpa cnos B unbme «Tella B rapeme» pexnccepa Muxavna BoHY-TomalleBCKoro

HAYKA TEJIEBUAEHUNA 20 (4), 2024 119 THE ART AND SCIENCE OF TELEVISION



1915 roga, rae report Bnaanmmnp paspbiBaeTcs MeXay ABYMS KeHLWMHAMU — HeBe-
CTOM HMHOYKOM 1 KadelwaHTaHHOW NeBMYKON SCTPENON, CMaHKOM, KoTopas
BO CHe MbITaeTcs 3arybuTh reposi, CIOBHO CMepTenbHas 601e3Hb 3TOro Neproaa,
ApYyras «MCnaHKa» — rpumm.

Kpome Toro, B 4OPEBONOUVIOHHOM 1 PAaHHECOBETCKOM KVMHO apTWCTKa
1910-x — BCEro NUlWb MaHeKeH, OObEKT MPOEKUMIA TaBHbIX repoeB. Tak, B «3aKo-
BaHHoOW unbMoi» (1918, pexk. HukaHap TypkunH) baneprHa 13 dunbma xenaHHa
1 NpUTSTaTenbHa, NoKa OHa He CXOAWT C NaakaTa, 1 repoil MOXET haHTa3vposaTb
0 ee abcoNoTHOW NOBBY, TO e MPOUCXOANT U B «/110DBIM CTaTCKOrO COBETHMKA»
YapabiHuHa: baneprHa /lonna cTaHoBMTCS NTULEN B KIETKE, BLIXOAS 3aMyx OHa
TepsieT CBOI «3K30TUYHOCTb». [1aTONOMMYHOCTb apTUCTOK, X Kaxaa CBODOAHOMN
KM3HM NOXOXa Ha MHTepnpeTaumio NeBuLbl BapbeTe /1o/bl-/10Mbl B UCMOAHER NN
MapneH AnTpux 13 dunema «fonybolt anren» (opur. Der blaue Engel, 1930, pex.
[xo3ed doH LLTepHOepr), KoTopas, oTpuLas Bce MopansHble Npasuna, CBOANUT
CBOWM rOI0COM W BMAOM MY)XYVMH C yMa. TaKas e TPUKCTEPHOCTb 1 aMOMBaneHT-
HOCTb MHTEpNpeTaumny apTUCTKL NPOSBASETCS ¥ B COBETCKOM KWUHO, Hanpumep
B hunbMe «Becenas KaHapelka» /1bBa Kynewosa 1928 rofa.

Kak 1 Jlonna YapfsiHvta, raBHas repornHs, No NoBEAeHUIO KOTOPOA
1 Ha3BaH MuUNbM, akTpuca bpro — aK30TUYHas 1 6e33aboTHas KaHapeiika.
B TeyeHve NeHTbl 3pUTENtO MOKA3bIBAOT, MO aHANOT NI C 3aNaAHbIMK NPUKTO-
YeHYeCcKMMM dunbMamu, byayap apTUCTKK, HOYHOe Kabape 1 HOYHble TYyNsHNS,
CUEHbI B BaHHOM C BP0, PO3bIrpbIL NONYOOHAKEHHOM MEHLLMHbI Ha ayKLMOHE. ..
Bce T0, YTO BbIN0 NPUHSATO KECTKO KPUTUKOBATb. VIHTEpnpeTaLyis KOKOTKY B 3TOM
(bUNbMe pasnTenbHO OTIMYaeTCs OT penpeseHTalyin apTUCTOK BapbeTe 1 kabape
B Apyrux neHTax 1920-x, Hanpumep, B MPUKITYEHYECKOM KOMeANM B 6 4acTaxX MO
HasBaHuMeM «Kykna ¢ MunnnoHammn» 1928 ropga pexunccepa Cepresa Komaposa.
Mo croxeTy hunoma B Maprxke ymypaeT obnagatenbHuLa MUAIMOHHOMO COCTOS-
Hys Mafam Konnu, KoTopas 3asellana CBOW KanwTan nneMsHHuLe Mapyce Vsa-
HOBOW, XVByLLel B Mockse. oAb v IMbep Ky31MH3, POACTBEHHMKM, HaXOAMBLIMECS
PSAOM C MafiaM M OKMBYLLME NPA3AHON XKU3HbLIO, WOKMPOBaHbLI 3TUM pellervieM
1 pellatoT OTNPaBUTLCS B MOCKBY, YTODbI 3abpaTh cebe HacneacTso. Bobnepom,
nofTanKkmneatolLMmM K bopbbe 3a Hac1eACTBO, CTAHOBUTCA TaHLOBLMLA — BaanL,
nofpyra cepfalia boHsraHa lNbepa. IMEHHO ¢ ee cKaHaana no NoBofy cobCTBeH-
HOWM Kapbepbl 1 HaYMHAETCH MOrOHS 3@ HACNeCTBOM. KaK macaT UHTePTUTPbI,
BLICTYNIEHVS BiaHLW HeyaauHbl, OHa Nu1lleHa Kakoro-nnbo TanaHTa 1 Temne-
pameHTa. OHa yroBapyiBaeT 3HaKOMOro XypHanu1cTa n1cath O Hell xBanebHble
CTaTby, Y4TODLI ee y3Hasanu (MprMep XopoLUero, Mo MHeHMIo baaHL, 3aronosKa
NPUBOLAT B UHTEPTUTPE: «B MyneH-Pyx BbICTyNaeT 04apoBaTe/ibHas TaHLOBLMLA
Bnaxw»). OgHako ToT TpebyeT AeHer, Ha YTO BAaHL 3MOLMOHANBHO pearnpyer:
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«Heyxenu Tbl He MOT NNATUTL ATUM N1CaKam, YTOBbl OHW Pa3aaen Mol TanaHT
Vi TeMnepaMeHT?». B 3TOT e MOMEHT peflaKTop y3HaeT o cmepTu Maaam Konnw
VI «MOCBINAEeT K YePTY 38METKM O TaHLOBLIWLEX», enas y3HaTb 1 ObicTpee Haneva-
TaTb, KTO e byaeT BnafeTb MUAAMOHaMI yConwen. YCnbiwas 370, bnaHu noHu-
MaeT, YTO MOXET U3B/eYb BbIrOfY, Beflb OHa 3HaKoMa C POACTBeHHMKoM Konnu.
OHa NyCcKaeT CAyx, Y4TO AeHbI M AOCTaNUCh ee Bo3nobAeHHOMY [bepy. B nome
NocneaHero NOSBASIOTCS TONMbI, Kaxaylime nony4uTs ¢ Meepa fAonr. HekoTo-
pble TPebYIOT CBOW fleHbIV Ha3af, a KTO-TO KASHETCS B BEPHOCTY HOBOSIBNEH-
HOMY «HaC/eflHVIKy». Y3HaB 0 nocneaHeit sone tetu, Meep NnpuH1uMaeT peleHne
0 noesgke B POCCHIO 1 NOKCKe TaM 3arafiouHO KyKI1bl, B KOTOPYIO 3alMTbl KUK,
OH ocTaBnseT baaHuw 3anuncky, BbIBOASLLYIO ee 13 cebs, He npeaynpexaas HenyTe-
BYIO MOBOBHMLY O Moe3fKe B fianexyto Poccuio: «[1potiali, Most kypoura! OTrnpas-
NAKOCh Ha MOUCKN HEBECTHI C MUANVOHaMU. He cepinch Ha CBOEro neTyliKay.
B 3Tux cueHax bnaHuw nokasaHa Kak xutpasi 1 rynas Aama, KoTopylo BONHYIOT
TONBKO fleHbr v, CTaTyC 1 cnasa (puc. 1). Papu H1MX OHa roToBa He TONBKO Ha 0OMaH,
HO Vi Ha VHbIe Max1HaLum, KOTopble ByayT NPOAEMOHCTPUPOBAHbI B AanbHe X
cueHax hunsbma.

Puc. 1. BnaHuw u Mbep. Kagp us punbma «Kykna ¢ MunnnoHamm»,
pex. Cepreii KomapoBs, 1928. 7 MUH. 12 cek. CKpUHLIOT aBTOpa®

3 MIcTouHMK n3obpaweHns cM.: URL: https://m.vk.com/video-162918645_456241923?list=4b63e
c68cfbeclca33&from=wall-139293122_88124 (19.11.2024).



https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124
https://m.vk.com/video-162918645_456241923?list=4b63ec68cfbec1ca33&from=wall-139293122_88124

DpaKu, apxanyHblil MakvsHx 38e3f LOPEBOMOLMOHHOTO KMHO, Henernble
ABKeHna Mbepa 1 ona — BCe 3TO OTChIIKM Ha MOAY MPOWOro. ITM NCeBAo-
apyCTOKPaTMYHBIM OOHBMBaHAM NMPOTMBOMNOCTaBAEH ObIT COBETCKOV MOMOAENKM
B JOMe-KoMMyHe. COBeTCKME CTYAeHTbI MPeacTaBneHbl KaK efnHbIv U APYXKHbIA
OpraHu3am, Koraa Kak Meep v ok BEYHO CCOPSATCS U BBA3LIBAIOTCS B HENPUAT-
HOCTW. Korfa dpaHLy3bl HaxoasT Mally VIBaHOBY, 3pUTeNb MOXKET YBUAET SBHYIO
pasHULy MeXy Hel 1 baaHw. Malwa — By30BKa, aKTVMBHO 3aHMMaloLLAscs CNOPTOM,
nooSWAas y4MTECS M MOMOoraTh BAVIKHeMY. baHLL e ayMaeT NMb O cebe 1 CBOeM
6NarocoCTOAHUM. ITO OTPAXAETCA 1 B €e BHelHEM Biifje: OHa OfleTa B CTUANCTUKe
ap-AeKo — spKue ryobi-cepaeykn, TOHKME BPOBW, LUAAMKV-KOLW, NPUTaneHHbIe,
HoraTo yKpaleHHble v ipKve nnaTbs ¢ b1cepoM — rgeanbHas NpeacTaBnTeNb-
HUL@ 3MOXM1 A)Ka3a, OXOTHML NPUKNodeHnit. Mala e obnadeHa B COKOMKy* 1 Bce
Aenaet Ha bnaro 0bLeCTBY, OTINYAACh YECTHOCTBIO U VICKDEHHOCTBIO.

Nio60Bb BnaHu K Hapsiaam, «<KyKosbHbIe», BYATO «laPHUPHbIE» AB/KEHWS,
TeaTpasN30BaHHbIE MO3bl OKUBOW KapTUHbI» (NO3MPYeT Aaxe BO BpeMs Nneperoso-
POB COXypHaNVCTaMu), CBUAETENCTBYIOT O TOM, YTO OHa SBASETCS BOM/IOLEHNEM
gommeuse, apTVCTKN, OTbIrPbIBAIOLLEN NErKOMbICIEHHYIO KOKOTKY, He AyMmato-
LWIYIO O TATOTAX HU3HM, CTPEMSALLYIOCS HAUTU TMYHYIO BbITO/Y B 111000 CUTYaLMN.
OpHako B GhuibMe 3TO He MPOCTO amrya, a CTUb KU3HW.

PasHuua MeXAay MaLuen n bnau 3a0CTp4deTCs, Korga nocneHad Hactmraet
Hbepa B Poccnm v 3akaTbiBaeT eMy CueHy. Ee xemaHHble ABMKEH NS apTUCTKN
r<a6ape MOCTAaHOBOYHbI, MCKYCCTBEHHbI, BbITTAAAT HEeCTeCTBeHHO M HeCKO/TbKO
BY/1brapHO B COBETCKMX peandx. B uenowm Bce MHOCTPaHLbI B CbMﬂbMe oTnn4a-
FOTCA CyMaTOWHOCTBIO 1 XaOTUHYHOCTbIO, MapPMOHETOYHOCTbIO LLBI/I)KG‘HMI?], BCe OHM
apTnCTbl C onpeaeneHHbIM amriya. TaKknm O6pa3OM B Cbl/\ﬂbMe noa4epKmMBaeTcH
NNHO30PHOCTb O6OI’8LLL€HI/\$| COMHUTEMbHbBIM MyTeM, NMCKYCCTBEHHOCTb 1 MaTo-
NOTUHYHOCTb npamHo% HKN3HW, a apTNCTKa Ka6ape BnaHLL CTaHOBUTCS raBHOM
BJTOQG% KO, KOTOpad TOJ/IKaeT repoeB Ha NyTb obmMaHa 1 6b\CTpOI’O HacCblLeHNA.

BepHemcs Kk ciokeTy drinbmMa Kynewosa. OH nocssileH 6opbbe ¢ KoHTppas-
BEKOW, Cama bprno CTaHOBWTCA O4epeIHOM XMTPOW U NerKol Ha NoabeM Kade-
WaHTaHHOW NEBWYKOW, KOTOPas NOMOraeT BbINOAHWTL 3aaaHue. CloxeT dbuibMa
TaKOB: rOpPO[] 3aHAT MHTEPBEHTaMMU, MOANOMbHbBI KOMUTET OOMbLIEBNKOB NOPY-
4aeT reposim, Ybu amunmy BpsHCKUIA 1 Jlyrosel, CNeanTb 38 KOHTPPa3Bea4m-
Kamu. OHM 3HAKOMATCS C aKTprcort bpuro 13 kade «Becenas KaHapelika, B KOTO-
pYt0 BNtOOIEHBI Ha4albHVK KOHTPPA3BEAKM U €ro NYHbI aibloTaHT. Bo Bpems
NPOBEPKM NOKYMEHTOB B kade /IyroBLia apecToBbIBaIOT. BpSHCKMIA pelaeT cnacTu
TOBapuula. Ha 6naroTBopuUTENbHOM BeYepe OH NPYOOPETAET C ayKLMOHa NPaBo

* PacnpocTpaHeHHbI B COBETCKOE BpeMs NpeaMeT rapaepoba. TpukoTaxHas, Yalle BCero no-
nocatas, 6y3Ka Co LWHYPOBKOW Ha rPyAM BMECTO MYroBuLl.
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Ha 1106oBb BPUO 1 yCTYNaeT ero agbioTaHTy HavasbHUKa KOHTPPa3BeaKM B OOMeH
Ha BOoeHHYI0 hopMy. 104 BUAOM afbloTaHTa MOANONbUMK NTPOHUKAET B TOPbMY
1 cnacaet Jlyrosua oT rnbenu.

Takvm 0bpa3oMm, Ha 3KpaHe 3pUTento MoKasbiBanu NpasaHyto, «<KaHapeey-
HYI0» V3Hb benorsapaenUes, KOHTPPA3BEAKN W BCEX CBA3AHHbIX C Maam bpuo.
Peakumns coBpeMeHHOM npecchl Ha dhurnbM Obina NPoT1BOpeYMBa: co3aaTenel
Ha3blBaNV «KNACCOBO Yy AbIMM NOAbMIW»; B «[TponeTapckom KnHo» 1931 roga
MOXHO BbINo NpoynTaTh: «C MMeHeMm /1. Kynelwosa BnonHe CrpaBeannso CBs-
3aH KnMHemaTorpadbuyecknii hopmaniam. [axe B nydwem ans Kynewosa cnyyae
eMy He CKOpO “NpocTaT” “Becenyio kaHapeliky”. He NpocTaT KynsTUBKMPOBaHye
Ha COBETCKOW MOYBE aMEPUKAHCKNX MPUKTIOYEHYECKNX, a 3aTEM CaNOHHO-
ByprryasHbix drnem» (A-O8, 1931, c. 85).

[NoapobHoe 3anedat/ieHre TaHLes, NOKa3s reporiHy KpaByeHKo KaK 1xaso-
BOW [EBYLIKM, BNAAEIOWIEN HOBbIMY, 334aCTYIO «HEMPUANYHbIMUY (OpMaMi TaH-
LEB, TaKMMU Kak (OKCTPOT (BU OKMBOTHOTO TaHL@», CBA3aHHbIN C UMUTaLVEN
ABVIXEHNI MUBOTHbIX 1 XaPaKTEPU3YIOLUWIACS HapyLeHeM Npasua NpUAnNYus,
noapobHee o crneurduKe 3TOro TaHLUa CM. B C/IeAYIOLLEM Pa3AeNe), ee NerkocTb
11 COrflacie Ha MHOroe, OTCYTCTBIE NIMYHOV MO3VILVIN 1 NOACTPanBaHe Nof yaoo-
HYHO W TYHLLYIO CUTYaLMIO, — ONMLETBOPEHME MOPOYHOCTM 3aNaAHbIX MPAKTUK 1 1X
Bpena iNs Yenosexa. HecMoTps Ha T, YTO bpro NoMoraeT cnacTu CUTyaLmto, OHa
COBEPLIAET MHOTO MOCTYMKOB, KOTOPbIE HE XaPaKTEPM3YIOT ee C Ny4liel CTOPOHbI.
OpHako Bpro — TpUKCTep, KpaliHe aMbrBaneHTHbIM NePCoHaX, T. K. CBOUMM feli-
CTBYSIMYV OHa MOAPbLIBAET YCTOM 0OEMX CTOPOH B (DU/bME, KAK 11 ©KMBOTHbIE TaHLIbI,
paspyliatoliie HopMbl Mopany 06LLeCcTBa Hadana XX Beka. bpro Kak Bena amopars-
HYH XKW 3Hb, TaK 1 MOMOMa KPACHbIM, CNac/a NoOKeHNE, 4T0, BEPOSTHO, U MOITIO
BbI3BaTb HEraTWUBHbIN OTKANK: OTPLITON KPUTUKKM Bpro, Kak 370 ObINO B Cydae
€ branw 13 «Kyknbl ¢ MUANMOHAM», B DUABME HET, HaNPOTUB, NO OMNKCaHVISM
Bprio — LeHTPanbHbIN, PeLlatoLLnii NePCOHa, CRACLIMIA NPOTArOHUCTOB,

Mpw 3ToM Bprio — repounHs NpoLWNoro, MacCoBOM KynsTypbl pybexa XIX-
XX BEKOB, 3TO MOXHO MOHATH MO OMUCaHMIO CLIeH, MPUBEAEHHbIX UCMONHUTENb-
HYILel ponv KadelaHTaHHOM akTpuchl [anviHbl Kpa4eHKo: «[TOMHI0, MHe, Kak
Mafemyasens bpro (Tak 3Bany MO0 repomnHIO), HyKHO ObINO TaHUeBaTh Ha npo-
BOMOKe. KynewoBs npuKasan NpoTaHyTh ee Yepe3 BeCb rpOMaAHbli NaBuabOH,
B KOTOPOM DOblnla NOCTpOeHa AeKopalns kader» (Kpasuerko, 6. a.). TaHel, npo-
XOf} Ha NMPOBOIOKE — MOMYASAPHbIN MOTUB B MCKycCTBe XIX Beka npw n3obpare-
HVIM apTUCTOK kabape 1 Kade (BCMOMHIM 3HaKoBy paboTy 3ayapaa Mare «bap
B “Gonu-beprep”» (1882), rne Ha 3aaHeM nnaHe B BO3ayxe banaHcvpyeT apTucTKa),
npueM, KOTopbiM NoNb3osanca 1 Cepreit iseHWTelrH B cBoeM «Myapelie» Ang
CO30aHVs YAMBNEHNS, BOBNEYEHNS 3pUTENd, «aTTpaKLVoHa». Takve napannenm
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MEXY KUHOCLEHAMM 1 CHOKETAMU U3 XKMBOMUCH BbINM PACNPOCTPaHEHbI B PaHHMX
COBETCKVIX (DU/IbMaX, BO MHOTOM SBAASC 3aWMMPOBAHHBIMY KVBBIMY KADTUHAMMU,
NEHTaMM, ellle ONMPaIOWMMIMCS Ha TeMbl U 06Pa3bl JOPEBOMOUMOHHOIO KUHO:
Ha nnakaTe K dunbmy «103T 1 nagwas aywa» (1918), NOCBALEHHOM 3HaKOMCTBY
MYXXYVHBI C MUNOV AaMO, KOTOpast OKkasanach He Takow, Kakow oH cebe npeacTas-
NN, N300paxeHa OTCbINKa Ha CBA3b EBbI CO 3MvieM. K AeByLLIKe B pO3apum KpapeTcs
OorpomHas 3Mes, obsuMBatollas 6andacuny. [oaobHbIe napanient ¢ NCKYCCTBOM
NPOLLNOTO BeKa Takke MO ByA0PaKITs NYOMKY, V Tak HaMEKaBLLYIO Ha apxany-
HOCTb 1 DPVBONBHOCTL PENpe3eHTaLn B Grnsme. INoMy Mo TOro, 4170 Bprio MMu-
TVpOBana ABWKEH NS HUBOTHbIX B CBOMX TaHLax, bblna BOMNOLLEHMEM gommeuse,
OHa CTaHOBM/ACh U CO3[aHVeM MeCTa, rie obuTana. «Becenas KaHapeliKa» — oanH
13 NepBbIX PUABMOB, TAE PEXIVCCEP MbITAETCs 0TObPasnTb CBOeOOpa3Hoe pasno-
KEHWe repoeB NOCPEACTBOM VX NOKaLMKI.

Kynelwos nokasbizaeT 60pbby KpacHbIX 1 Oefbix B MPUKIIOHeHYeCcKoM hop-
MaTe, «vrpatodin». [ns aHannsnpyemMoro GuabMa xapakTepHbl POMaHTUYeCKme
1 aBaHTIOPHbIE CLEHbI C MEPEOAEBaHNAMM, NepecTpenKamy, 3abaBHbIMM TaHLe-
BaNbHbIMY HOMepamul. [1ofobHOoe BHMMaHKe K OypxyasHoMy DbITy 1 pa3sneye-
HVSM NPYBENO aBTopa K cpaBHeHMIo hunbMa «Becenas KaHapenka» ¢ aesTensHo-
CTbto DIKCoB («<MoryT N PaKChl 1 IN3EHWTENH CKa3aTb, YTO OHW 3HAIOT MACChl?
HeT, He MmoryT» (lMeTpos-bbiToB, 1929, ¢. 8)). ®IKChI B MaHM(eCTe «IKCUEHTPYI3M»
(1922) KOHKPeTV3MPOBanu CBOK NPOrpamMmmMy Yepes Npu3My 3CTeTUKM LMpKa,
MIO3VIK-XONN0B, NaHTOMUMbI (ITpoHWH, CBaTOoCNaBCKUiA, 2024). BbipasuTenbHble
nnacTyviKa U TUNaXw 3KCUEHTPUKM BONAOTUANCE B MPUKTIOYEHYECKON POMaHTK-
Yeckol Menogpame «4epToBo Koneco» (1926, pex. [puropnii KosnHues 1 /leoHua
Tpaybepr). o ctoxeTy Mmonogont Mopsk VsaH LopriH 3HaKOMWTCS C AeBYLWKOW
Baneli, B pesynsrate rynsHuii onasapieas Ha yXoasWmii K Kpencepy Katep, 4To
NpefcTanco Kak Ae3epTVPCTBO. MBaHa 1 Banio MpuioTVAM apTHCTbl, OKa3aBLuvecs
NpecTynHo rpynmnon noa NpeaBoaAnTeNbCTBOM Henoseka-8onpoca. MIHTepecHo
nobosanve 8 prnbMe pasHbiMy GOpMamyt aTTpaKUMOHOB: YePTOBbLIM KONECOM,
TYHHENSAMU NIOOBU.

Ocoboe BHUMaHWe pexuccepsbl YAENSIOT U NPECTYNMHUKAM, 1 UX TUNaxam:
KapnuKkK, Clenble, XBble CKeneThl — BOT CBKTa Henoseka-sonpoca. Monogsie
noay, MBaH v Bans, HeBONBbHO CTAHOBATCS HaCTbiO MUCTUHECKOTO, CTPAWHOTO,
NYratoLLero, «r’MHBONBEHOrO» MUpa. CaMo OKpyKeHVe 3aaaeT dnep natonormyHo-
CTV 1 ONACHOCTY B HOBBIX /151 MPOTArOHNUCTOB 06CTOSTeNLCTBAX. [1apK aTTpaKLm-
OHOB, bpoasiyas, aApMapoYHas KynbTypa CTaHoBsTCs locus agendi, BonnoleHvem
NOPOYHOCTY 1 BE3AYIHOCTI.

3[€Cb MOXHO NPOBECTY Napanieny Mexpy «Becenoli kaHapenkoi», <4ep-
TOBbIM KONECOMY» U HEMELKUMU hribMamu: B HEMELIKOM KUHO 1920-X OCHOBHbIM
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3M10/4€eM HacTo CTaHOBUTCA rOPOf MM rOPOACKas AOCTONPUMEHaTeNbHOCTb.
[naBHbIMY locus agendi B HUX SBASIOTCA SpMapku nnu kabape: B unsme «HeToipe
anv30aa 13 13HKM Bpadar (opur. Falsche Scham—Vier Episoden aus dem Leben
eines Arztes, 1926, pex. Pynonsd brepbax) Bpayeli-clieHapicTos KypTta ToManssl
1 Hnkonaca KaydmMaHa aBoe oHowel 0TNPaBisioTCs Ha spMapky, YT0bbl MOCMOo-
TpeTb HOoMep Kabape (CM. NoApobHee O KOHCTPYMPOBaHMM MPOCTPAHCTBA
B HemelKnx dunbmax: MapTeiHoBa, 2023b; CanbHykoBa, 2024, ¢. 120). Cpasy nocne
pasBreKaTensHOM MporpaMMbl OHV MAYT Ha eKUMio 0 cuduvce, Kak 1 8 dunbme
«Mopanb» (opur. Moral, 1928, pex. Bunnu Bonsd), roe apTncTka Kabape neitaeTcs
0CBODOANTHLCS OT MOPOYHOW HM3HW, CObMpast KOMIPOMaT Ha KIMEHTOB C MOMO-
LIbI0 CKPbITOM Kamepbl. B «<KabrHeTe gokTopa Kannrapu» cLueHaMmn-«CryCKHbIMM
MeXaHm13MaMu» TatkKe ABAAI0TCS APMapOoYHble CLieHbl pa3siederuin. B npuse-
AEHHbBIX leHTax kabape — MecTo, BCensiolLlee NOPOK B 0bMTaTens v noceTuTens,
cTpemMsierocs MMbo 0cBOOOANTLCS OT HEero, N1MOO B TAKOBOM MOMPYaloLLerocs.

MOPOYHOCTb, TPOTECKHOCTb, HE3/AYWHOCTb repoes COBETCKMX (h1NbMOB
C apTUCTKaMu Kabape 1 cLeHamun 13 pa3BaeKaTeNbHOM KIU3HN — aHanoryHbI i
NoboYHbIN 3hdDeKT, ChopMUPOBaHHbI FOPOAOM (Hanpvimep lNapiem B «Kykne
C MUNNNOHaMW»), MecToM. B Lienom kabape BOCNPUHMMAETCst Kak YTO-TO NpoTH-
BOMOCTaBNEHHOE HPABCTBEHHOCTY, MMEHHO MO3TOMY bpro — aMOnBaneHTHbIN
NepCoHax; HeCMOTPS Ha paboTy B NOPOYHOM MECTe U NPa3/Hyio XM3Hb, B HElt
ellle 0CTaeTCs enaHvie NoMoraTs v cnacaTb. Ha B3rms/ aBTopa, MMEeHHO 13-3a
TaKoW TPaKTOBKM repounHs bpro BOCNpUHMManacs NpoTrBopeYBo. [opoO4HOCTL
apTUCTOK Kabape noaYepK1Bana He TONbKO Cpefa, HO U MCNONHSeMble TaHLbl.
Hanpumep, «<1vcuii TaHeuy, v GOKCTPOT, WA «MEABEXII TaHel», O KOTOPbIX
peyb NoaeT B criedylollei noaTemMe cTaThbi.

«MEABEXWIA TAHEL|» TYHAYAPCKOIO: BOM/IOLLEHUE AUKOCTU

B 1925 rogy pexuccepamyt KOHCTaHTVMHOM 3rrepToM 1 Bragummnpom [ap-
AMHBIM BbiN CHAT hrnbM No Nbece A.B. /lyHavapckoro 1923 roaa (/lyHavapckumi,
1923, c. 307-342)° noa Ha3BaHueM «MeaBexbs CBaflbba» (BCTpeyaeTcs U Ha3Ba-
Hvie «Mocnearuii LemeT»). MNbeca bbina 3HA4YUTENBHO NepefenaHa, Nno3TomMy
MHOTME CLieHbl B (hVi/IbMe C Hel He COOTHOCSTCS: TakK, B Nbece 1e1NCTBMEe OTKPbI-
BaNOCh C MCTOPUN KPECTbSIHKI TYChKI, Ha KOTOPYO Hanan BobLYLLIMIA, NOXOXIIA

> «Meggexbto cBagbby» A.B. JlyHavapckuii Hanvican no «MoT1BaMm HoBennbl» [lpocnepa Mepu-
Me «/IOKKC».
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Ha 38eps YenoseK. ®WbM BbI3Bas BOHY HErATVBHbIX OT3bIBOB 13-3a HEOOBIYHO-
CTU cioxeTa. Hanpumep, B 1926 rogy nosT-dyTypucT leTp He3HamoB onybnmko-
Bafl MPOHMYHBIN M1 MO NpemMbepam roga noj Hassaxviem «KnHo-a3bykar. Mog
byKBon «E» pocTanocs «<MeaBexbeit ceagbber 1 ee onepatopy leTpy Epmonosy:
«ECTb Moan 6e3 KpyMUHKX c4acTbs. EPMONOB CHANM MeABEXbM CTPACTW» (CM.: Inek-
TPOHEKPaCcoBKa, 6. .).

[elicTBre duabMa NpoMCcxoanT B /InTse B MepBOI NonoByHe XIX Beka. 3pu-
Tenio nokassiBatoT rpada Kasnmupa LLlemeTa, ero NprbAMKEHHbIX U ero XeHy
ALenviHy, BblexaBLMX Ha OXOTY B FOAOBLUMHY CBab0bl CYNPYros, YTO NPOXoAvIa
B MpeaMecTbsx CTapMHHOTO 3aMKka. Bo BpeMs oXOTbl MPOMCXOANT Hebonbluas
ccopa Mexay rpadom (OH, Kak racuT UHTePTUTP, OTANYANCS PEBHUBOCTLIO
1 KECTOKOCTbIO) U rpadurHelt 13-3a 0buieHns nocneaHei ¢ monoasiM Onbrep-
AOM, MAaaWnM ee ky3eHoM. [1ocne ccopbl rpadyviHs OTAeNSEeTCs OT Fpynnbl 1 eaeT
B flec, rae Ha Hee bpocaeTcs MefBeflb, OT KOTOPOro OHa B yKace NbiTaeTcs Cha-
CTUCb. MeaBeab HanaaaeT Ha Hee, 1 OHa BnagaeT B rybokuii 06MopokK. [pad
yovBaeT obmaqmKa. MprbbiBas B 3aMOK, AfleNb BCE elle HaxoANTCs B 0OMOPOYHOM
COCTOSIHMM, HO MY)K BCE PaBHO COBEPLUAET C Hell MONOBOM aKT. M13-3a 3Toro Anens
NVILIaeTCs paccyaKa 1 CTaHOBUTCS YOeXAEHHO B TOM, 4TO MeABedb MMen C Hell
conTue. Bckope nocne 3Toro y Hee poXaaeTcs CoiH Muxaunn; rpad He cymTaeT cebs
BMHOBATLIM, HA0DOPOT, OH MOAO3PeBaeT, YTO 3T0 ChiH Onbrepaa.

13-3a yxxaca MaTepw nepes pebeHKoM U HefloBEPHS OTLA HaCNeAHWK OTM-
4aeTCst CTPAHHOCTSMM: OH OTOXAECTBASET Ccebs CO 3BepeM (B MHTepTUTpax
ynTaem: «E2o celH Muxaun nopaxaem ecex NOCMyNKaMu U CMPAaHHbIM NOBEOEHUEM,
HEMOUMbIM XapaKmMepom»; «3anmnpancs B JOMe 13-3a Henorofsl. ..»). CTas Myx-
YNHOW, Muxann HaudiHaeT MCMbITbIBATL XAy KDOBY 1 HaNaaaeT Ha MOAOMAbIX
KPECTbSHOK, KOTOPbIE 13HAYaNbHO OOBUHSIOT B HanaaeHusx /IoKkca — 3Bepn-
HOMO KHS35, MOKMHYBLIEro CBOK 6epriory 1 Havaslero oxoTy. [lapannensHo
3pUTeNto NoKasbiBaloT Nt0OOBL Mexay Myxannom 1 naHHon FONbKOW — SpKON,
ynbibatoencs v K13HepafoCTHOM AEBYWKOW, OCO3HatoLLel NpenecTs CBoel
MOIOAOCTH 1 KPacoTbl. KONbKa oTBEYaeT emy B3aMMHOCTHI0. HO/bKa Wanosnmaa,
apTUCTVYHA, MOOUT TaHLeBaTb (TaHUbl — MMaBHbIi BOHBAEP 3TOro dunsma), aHTu-
nofom HONbKK sBSIETCs ee cecTpa NaHHa Mapuis, KaK yKa3blBatoT B UHTEPTUTPE,
«MPOHVIKHYTAs [AYXOM XPUCTUAHCKOM MOpanit»,

MO3HaKOMWB 3pUTENS C reposiMu 11 MoKazaB cneunduKy 1x oTHolle-
HUI, peXKmccepbl pa3BuBatoT TeMy 6e3ymus Muxauna: Ha MONOoAbIX AeByleK
B Nlecy Hanagaet 310u JIokMC. KTO-TO yKyCU MONOAEHBKYIO KPECTbAHKY TyCbKy
M Ha MecTe NPecTyneHys ocTaBna HaknaaHyto 6opoay 13 Naknu — o4eBua-
HYIO MacKMpOBKy, MNOKa3blBaloLLyto, 4TO HanaaeHne Hbi10 COBEpPLIEHO Hame-
PEHHO 1 BbINO NPOAYMaHHO. [1py3bs LlemeTa NOHMMaLOT, YTO MMEHHO OH Haman
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Ha TyCbKy, 0OBMHSAS €ero B 3TOM 1 NMprBOAs rpada Myxavna B y»xac CBOWM Bep-
HbIM NpeanonoxeHviem. MocTenerHoO Bce 3HaKoMble MbiTatoTcs yoeauTs HonbKy
He BbIXOAMTb 3aMyx 3a Muxanna vepes ee cecTpy: «Y lemeTa BCe NPU3HAKM
BBIPOXAEHVISA. .. MoaymaliTe, 4TO WAET Bally CecTpy, eCin oHa NPUMET Npea-
noxeHner». 3akntodeHHas B 3amKe 1 obesymeBwas MaTb LemeTa Toxe noHu-
MaeT NnpousoLlefLlee, roBOps, Y4TO «B ITOM [JOME BCe nepeoaeTbie 38epu». Cam
LLemeT, yBMaeB NopTpeT oTua, yoexpaaeT ceds B HaCNeACTBEHHOCTY AYWEBHOTO
PacCTpoWCTBa.

OTBeT Ha 3arajry bonesnu rpaca NponMBaloT BOCMOMVHAHKS ero maTte-
pu-rpacuHu, CNPOBOLMPOBAHHbIE APKMMI BCMbILLIKaMIU MOMHYIM BO BPEMS FPO3bl:
«KaXK[bIM pa3, Korna HavHanacs rpo3a, 8 601bHOM BOODpaxeHu rpadnHm BCTa-
Ba/IM NPU3paKy NPoLnoro» (MMeHHo nostomy Muxarin Bo Bpems rpo3sl 6osncs
v 3amblkancs). [pacuHs BnagaeT B Npyvnafok, nagas 1 N3BMBascs, BCMOMUHaS
monoforo Onbrepaa 1 HanasWero Ha Hee MefBes, NPoV3HOCs: «Bce aymatoT,
410 MEABE/B — MOVI CblH» (puc. 2). [lBmKeHns rpadviHu NOXoxm Ha ABUKEeHNS
APTUCTKM-3NUNENTUKN: OTPBIBUCTbIE, B HEKOTOPbIX 13 HIX OHa HEPBHO NOAEeprii-
BaeTCs, CIOBHO CTPajast OT HEPBHOMO THKA, B MOMEHT OCO3HaHWS, YTO €e CbiH —
yOWiLa, OHa BCKIBIBAET PYKM K HEDY, HTO MOXOXE Ha eCTbl apTUCTOK-NPOPOY WL,
HanpumMep MBeTT Mnbbep.

Puc. 2. Mpunapok rpacdunu. Kagp ns punbma «<Mepsexnbs cBagbba»,
pex. KoHcTaHTuH 3rrepTt n Bnagumup fapauH, 1925. 20 MuH. 14 cek.
CKpVHLLOT aBTOpa®

® NcTouHMK n306paxerms cM.: URL: https://vk.com/video-136471876_456241380 (19.11.2024).
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SIDKVIA CBET ABMSETCS TOUITEPOM A5 CTapo rpaduiHI, BCKObIXHYBLIEM
NOAABEHHbIE BOCMOMUHAHWS O NEPEXMTOM Hacunmm. CoiH A5 Hee — Harmo-
MUHaHWe O HanaaeHuK, HecobiBLIeCs MoOBM 1 AECNOTUYHOM MY)KEe, OHa caMa
CYWUTAET CbiHA 1 MYXa WUBOTHBIMU. IMeHHO nosTomMy LemeT 1 Mor nprobpecTy
TaKylo A€BMNAHTHYIO MOAENb MOBEAeHVS, OT3EPKanVBas NPeacTaBieHns O HeM.
«3a4aTbln OT MeaBeas», OH CaM NMPUMEPSET Ha Cebst «<MeBEXKbIO POSb» B OTHO-
LWEHUAX CIKEHLLUHAMU.

B cneayoumx clerax LLemeT noyTv packpbisaeT cebs. FOnbKa, aaxe NoHu-
Mast OTKIIOHeH Vs BO3/1H0DNEHHOTO, He KenaeT OTryCcKaTb ero. LlemeT noitaetcs
paccTaTbCst C Hel, HO HO/lbKa OTB/IEKAeT ero pasrosopamyi v Taduamu. OHa npu-
rnawaet Muxarvia BMecTe CTaHLeBaTb HaPOAHbIV TaHel MeaBeas v PyCanku.
B npotecce TaHLa LLleMeT uMUTUPYET KoCoNarble ABVKEHVS MeBEAs, BpocaeTcs
Ha HO/IbKy B NOPbLIBE CTPACTM U NbITAeTCs YKYCUTb ee B Leto (puc. 3).

Puc. 3. TaHeu, MegBeas u pycanku. Kagp us punbma «<Mepgsexnbs cBagbba»,
pex. KoHCTaHTUH 3rrepT n Bnagumup FapauH, 1925. 43 MuH. 23 cek. CKpMHLIOT aBTopa’

VIx nouenyn 1 06bATbS NOPULLAIOTCS NPUCYTCTBYOLEN NyonuKon; KOnbKy
3TO He BONHYET, a BOT LLlemeT 3ambiKaeTcs 1 CTPeMUTCS CKPbITCS. BMecTe oHY
yberatoT. B 3T0T MOMeHT B LLlemeTe npockinaeTcs 38epb. Takoh TaHew aBnseTcs
OTChINKOWM Ha nonynapHble B 1900-1920-e )1BOTHbIe TaHUbl (Brandstetter, 2010),
OfHVM V3 NOABMAOB KOTOPbIX ObIN «TaHel MeaBeas rpu3nm», pacnpocTpaHeH-
HbI 11 B 4OPEBOMOLMOHHON Poccui. CyTb XKMBOTHbLIX TaHUEB 3aKnto4anach

VicTouHunk n3obpaxeHus cm.: URL: https://vk.com/video-136471876_456241380 (19.11.2024).
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B KOMMPOBAHVIN [BMKEHU I KUBOTHbIX, B CTy4ae C MEABEKbYVIM TaHLEM NapTHepbI
nepemMmnHanCb C HOrW Ha HOTY U MPUCIOHANMCL APYT K Apyry. B Havane XX Bexa
TaKve TaHLbl C KacaHMSaMU 1 OB bATUSAMMN MHTEPNPETUPOBANNCH KaK HapylleHve
HOPM MPUANYWS, eCM IeBYLIKA VCNOMNHSANA TaKoW TaHel, TO ee MbITannch HacTa-
BUTb Ha «MyTb UCTUHHBIV» (MapTeiHOBa, 20233, ¢. 373-375), 4acTo ee NpuH1Manu
3a [leBYWKy NerKoro NoBefeHns Mnn AesyLwKy, NoNaBLWyo B ONacHOCTb. [AMKOCTb,
KWBOTHOCTb TaHUEB Nyrana. B 3Tom KOHTeKCTe TaHey lLlemeTa, nepemmHaswe-
FOCS C HOMM Ha HOTY M MblTaBWerocs B CTPACTHOM NopbiBe nouenosats FOnbky,
MHTEPNPETNPYETCS MHaYe: OHY UCMONHAM MOAHbI TaHell, He NP13HaBaeMblit
obuecTBoM. ObUIEeCTBEHHOCTL B 3TOT NEprof He NprH1Mana nogobHoe csoboa-
HOe MposiBNeHe YyBCTB, 0AHaKo ans WemeTa 1x HeogobpeHe MapkupyeTcs
Kak HenpuaTMe ero, MoJo3peHye B ero cTopoHy. OnaceHns rpacda nogxkpens-
0TCA M NOAAEDKMBAIOTCS €ro TPaBMUPOBAHHOW MaTepblo, KoTopas, Habmio-
[ast 32 XOPOBOAOM TaHLYyOLMX, Cpean KoTopsix Obina Knbka, KoTopyto rpad
B MOPbIBE PEBHOCTY W XenaHus MbiTancs 0TBAeYb OT APYTrMX MONOAbIX NOAeN,
HauyuHaeT KpuyaTh: «<Measefb YHOCUT eHWmnHy! CTpensiitel», cpaBHKBas CbiHa
COKMBOTHBIM.

B KoHeuyHoM nTore LemeT 1 HOnbKa KeHATCH, OAHAKO BO BPeMS Cynpy-
KecKol Hovu LLlemeT He caepxumBaeT camoro cebs 1 nocne 6amsocTu Konsry
3arpbizaeT. Cam eMeT He MOMHUT 3TOro ¥ B ykace yberaeT. MecTHble xuTenw
BO3MYLLUEHbI OTKPbITMEM TaliHbl /IOKKCa 1 caMnM CODbITMEM, OHM VAYT MO ero
cnepy. B ntore ncTopurs 3aKaHyvBaeTca nevanbHO: MaTh NOMKMIAET 3aMOK, OCBO-
boxpas cebs OT ero OKOB M NaMsTH O TParnyHbIX COOBbITUSAX, CBEPLIMBLINXCS
C HeM, a cecTpa tOnbkn Mapus yorsaeT LlemeTa. B caMOM KOHLE B MHTePTUTPE
nepefatoT cnosa LlemeTa: «3Beps 5 A0/MKEH YOUTb, a OH XWM3HYM xo4eT, KV3HN!»

LLlemeT npoeumpyeT BOCIpUsT1e 06LEeCTBa Ha Cebs, @ er0 aKTbl HeCTOKO-
CTU — pe3y/bTaT TpaBMbl OT OTHOLIEHWS K HeMy poavTenei. OQHaKo B KOHTEKCTe
TeMbl CTATbM UHTEPECHO TO, YTO UMEHHO XUBOTHbIV TaHEL, ABASETCS KybMUHA-
LMEN CIOXETa, KOTOPbI 1 MPUBOAUT K Pa3BsA3Ke, PACKPLITUIO IUYHOCTM SToKNCca.
CoBpEMEHHWKY CBSA3bIBANV 3TOT DUABM UCKITHOYNTENBHO C JOPEBOMOUVOH-
HbIM KMHEMaTOrpadoM, OfIHAKO «BLINTLIE» B CIOXET DuNbMa NPaKTUKK, Takue
KaK XVIBOTHbIE TaHLbl, NOKA3bIBAIOT KPUTUKY apUCTOKPATUYECKIIX COCNOBUNA,
NOAaBASOWMX CBOW WeNaHuns. ACCoUnaLlns cebst C MMBOTHBIM CocobcTayeT
BbICBOOOWAEHWIO AEBUAHTHOTO MOBEAEHWS, YTO 1 NPUBOAUT K TParu4eckmnm
NOCNeACTBYSIM. TaHel, BbICTYNaeT TYT KaK aKT BbICBODOXAEHNS; eCnu B Cydae
C HOnbKOW — ee BUTANbHOCTY, 3poca, To B ciydae ¢ LemeTom — ero ctpemsie-
HVIEM K MOPTUAO, CBSA3aHHbIM C HEMtO0BbI0 cemMby 11 0bLlecTBa. OBLLECTBEHHbIM
NOPULAHNSM, HENPUATIIO apXandHbIX UK OTAUYAIOLIMXCS TePOEB OblN NOCBSLIEH
ellle ofinH MUIbM N0 Ha3BaHUEM «3710M yX».
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POJ1b XXECTA B ®U/IbME «3/I101 AYX»:
B/INSTHUE dPAHLLY3CKOIO KMHO

B 1926 rofay 6bIn CHAT MUNbM «37101 fiyx», KaXyLWMIACa Ha NepBbIi B3
HeobblYHbIM BO BCex oTHolWeHMsx Ans ACCP atoro nepuoaa. CioxeT dhunsma
B OCHOBHOM CKOHLIEHTPMPOBAH Ha penpeseHTauum apxanyHslx 0bblyaes CTapoM,
[AOCOBETCKOM APMEHNM, YTO BbINO TUNUYHO ANs hrNbMOB 0 BoCToke Toro Bpe-
MeHu. OfHako 6a3nc dunbMa bbin CHOPMUPOBAH Ha OCHOBE NUTEPATYPHOIO NPo-
13BefeHVs NPOLWoN 3noxy — pacckasa A.M. LnpeaH3ane «Ogepxvmasn» (1894),
B KOTOPOM DbINI0 MHOTO OTCHINOK Ha CneunduKy npeapaccyaKos 1 MeANLMHEI TOTO
nepvofa. bonbLMHCTBO e h1ABMOB O BOCTOKe 3TOr0 nepuropa Obinv NocBsieHsl
«HOBOW BOCTOYHMLE» — HeHUMHe, DOPIOLLENCs 3a CBOV MpaBa, «3MaHcune». Tak,
nccnefoBaTeny NUWYT, YTO «CTaHOB/EHME COBETCKOM BnacTu B CpeaHelt A3nn
NOMOKMNIO Ha4aN0 3MaHCUNALMM KEHLLMH, @ TakKe 3aM0XUN0 OCHOBbI reHAePHOro
paBHOMpPaBwus» (XaH, 2021, . 215); TO e Kacanoch 1 ADMEHUU,

«371004 lyx» e, KaeTCs, COBCeM He 00 «3MaHCKNe» 1 OCBODOXAEHHOM
0T 0bbl4aeB AeBYWKE, HAaNPOTUB, repoUHs NOCTPafana oOT BO33PEHN ceMbi
Mya. B 3TOM KOHTEKCTE MHTePEeCHO NPoaHan13npoBaTh U ONUCaTb KapTyHY, TeM
bonee 4TO B HEl NPUCYTCTBYET 3HaUYUTENbHOE KONMYECTBO TaHLEBANbHbBIX BCTABOK,
a XKeCTbl ABASHOTCS Pa3rafgKamyi MPUYVIH TeX AW VHbIX MOTUBALIMIA 1 NOCTYNKOB
repoes. /leHTa COCTOWT U3 WECTK CLEH, Kaxast U3 KOTOPbIX fApaMaTyecKn onu-
colBaeT nepuneTun cyaeb repoes.

CoHst — MOfI0f1as eBYLIKA, 1046 Ky3Hela, CTpafatollas oT NprUnaaxkos
«Mafy4eit», NPUUKHBI KOTOPbLIX PEXMCCEPLI KPaCOYHO MbITAKOTCS MOKa3aTh B Tede-
Hne hrnbma. HavanbHble Kaapbl AeMOHCTPUPYIOT 3pUTENIO LUBETHI, KOPOBY C TENEH-
KOM, @ IHTEPTUTP MacuT O HacTyrnNeHur BeCHbl. CReytouve Kaapbl NoKasbiBaoT
3abaBbl AETBOPLI Y PEKU: TaHLbl, UTPbI B NaNTy, 3aaupanve apyr apyra. OaHako
B M30A5UMM OT 3TON TONMbBI HAXOAUTCS repoviHs dunbma — COoHsl, ee N1LO NoKa-
3bIBAIOT KPYMHbIM Ka1POM, OHa SPOCTHO CMEETCS Haf, MPOUCXOAAWMMMI UTPULLIAMY
CBEPCTHYIKOB (puc. 4; prc. 5).

HAYKA TEJIEBUAEHUA 20 (4), 2024 130 THE ART AND SCIENCE OF TELEVISION



Puc. 4. CoHsi. Kagp u3 dunbma «3n0i gyx», pexx. Muxaun frenosanu, 1926.
1 MUH. 16 ceK. CKpMHLWOT aBTopa®

o™

Puc. 5. CoHsi. Kagp 13 dunbma «35101 gyx», pexx. Muxaun lrenosanu, 1926.
1 MUH. 57 ceK. CKpMHLLOT aBTOpa°®

& NcToyHnk nsobparxermns cm.. URL: https://vk.com/video?q=3n1011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).

7 WcToyHMK n3obpaxerns cm.. URL: https://vk.com/video?q=Rosalie%20et%20Léontine%20
vont%20au%20théatre&z=video215284776_456240288%2Fpl_cat_trends (19.11.2024).
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https://vk.com/video?q=Rosalie et Lйontine vont au théâtre&z=video215284776_456240288%2Fpl_cat_trends
https://vk.com/video?q=Rosalie et Lйontine vont au théâtre&z=video215284776_456240288%2Fpl_cat_trends

BrocneacTsmmn MU0 OQHOTO K3 pebsT v3Masani rpsisblo, U OH 0OBMHSET
B 3ToM CoHto. /Tnuo CoHW, BblieNeHHOEe KPYMHbIM MAaHoM, TMnepTpodrpoBaHo:
OHa 3aMMBUCTO CMeeTCs, 1 ee NMLO WCKaxatoT rprMachkl. Takue Kagpbl MOXOXW
Ha MHOCTPaHHbIe (hrNbMbI C U30DpaXeHeM 0bpasa «Mep3KON KEH LLMHbBI». MOXHO
BCMOMHUTL NeHTy Pomeo bo3eTTtn «Po3anu n /leoHTVHA 1AYT B TeaTp», re PDeXNc-
Cep MoKasblBaeT, KaK WEHLLVHbI HapywatoT counanbHble MpUANYKS, SpKo, MoYTH
FPOTECKHO BbIp@Xasi CBOW 3AMOUMM. TUM «MEP3KOW EHWLMHbI» OblT 0CODLIM TUMOM,
AN KOTOPOTO Takke Obina xapakTepHa CBOS CUCTEMa KeCTOB: apTUCTKM UMU-
TMPOBaNV ABMKEHNS NbSHBIX, SPOCTHO 1 MPEYBENVNYEHHO CMESNNCh, 0DbIYHO
B MyONUYHbIX MECTaX MW Ha CLeHe. Pexuccepsl CTPEMATCS MOAYEPKHYTh MHAKO-
BOCTb, OTHY)KAEHHOCTb COHYM OT OBLLENPUHSATBIX HOPM. V13011MPOBAHHOCTb B Kagpe
repoMHY, ee HeXenaHmne y4acTBoBaTh B 00X Urpax COCOBCTBYET 06NUYEH IO

B HECOBEPLUEHHOM €10 NOCTYNKe: 0bLECTBO OTpULIaeT ee. VIMeHHO 3TO 1 NPOBO-
UMpYyeT NpUNaaoK.

Vire B cnepytoulem kaape CoHsi NafaeT Ha 3emMaio, ee Teno COTPSCA0T KOH-
BY/IbCUN (pUIC. 6).

Puc. 6. CoHsi. Kagp 13 dunbma «3n0oi gyx», pexx. Muxaun frenosanu, 1926.

3 MUH. CKpuUHWoOT aBTopal’

0 VcTtounuk n3obpawenns cm.: URL: https://vk.com/video?q=31011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).
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T HavanbHble CLIeHbI AEMOHCTPYPYIOT MaBHBbI MOCkiN pexmnccepa — CoHs
¥ eCTb Ta camas BeCHa, NpeBeCTHUK HOBOM XV3HW, <HOBas XKeHLLMHa», paayto-
Wjasicst OKPYXKatoLLeMy MUPY, @ He colnanbHbiM 3abaBam. OHa BbiCMerBaeT CTa-
pble VTPbI, VBET CBOVMU MHTEpecamu, Ho ee CTaTyc «6enoi BOPOHbI», OTAUYHOM
OT apxanyHoro obLLecTBa, MPUBOANT K Hamnagkam, CNeAcTBrEM YEro CTaHOBATCS
npuctynel Conn. «Magyyas» — pe3ynsraT co CTONKHOBEHMEM NMPOeKUMIA obLe-
CTBa, COMaTUYecKas peakLuus Ha CTapele 0bblYau, CAepxMBatoLLMe BUTalbHOCTb
VI NPOsBAEHNS CaMOCTV repouHu. VICNonb30BaHve Npunagxa anMnencum, Beipa-
KatoLLero NpoTecT NPOTUB NO3MLMK ODLLECTBA, KOHEYHO, TOXE He CIy4YaiHo:
3NuNencus, Nasacka cBAToro Buta — 60ne3Hn, KoTopble MOAaPWAN ABVKEHNS
TaHuaM pybexa BeKoB: 3NvNenTuKe v KaHKaHy. Pag TaHUOBLUML, KaHKaHa cTpa-
[anwvi OT HaCTOsILIEN NASCKY CBATOrO BuTa, Hanpumep [hxeiH ABpunb. Mprnagok
e COHM MOXHO CPaBHMUTL C CEMAHTUKOM TapaHT13Ma: 3axBaThiBaOLLMM BCETO
YenoBeKa TaHLEeM, OCHOBaHHOM Ha CUMBOMNYECKIX KOHBYNbCUSX Tena oT MUdu-
4eCKOro yKyca nayka, 4To CTaHOBMNOCh CBOEODPa3HbiM aKTOM OCBODOXKAEH NS
OT FHeTYWMX NpobaeM.

3a3TUM ApamMaTUYHbIM CODbITHEM HabAoAaN MECTHbIV Cymacwealunii lax-
3Mb, KOTOPBIN MPUHSA NPOUCLIECTBME BNU3KO K CepaLly. ITOT repoit OyaeT NpuH-
UMNMaNsHO BaxkeH s MOHUMaHMs CneumduKy 1 0CHOBHOTO nockina hunsma. OH
oTroHset getei ot CoHu o cnoBamu «[okaxumTe oM Moelt MaHuiiak» (04eBuaHo,
4To B COHe OH BUAMT He camy ee, a KOro-To ApYroro), NOAHVMaEeT ee Ha pyKy
1 OTHOCKT floMON K MaTepu CoHn LLlywaHe. [loma MaTb nepexusaeT 1 bonTcs
3a CoHlI0, cYMTas, YTO eCnu NaM Y3HaT O ee DOMe3HM, KI3Hb 1o4epu byaeT
paspyleHa. [laHanb xe BbipaxaeT 6ecrnoKoiCTBO, FoBOPS, HTO AEBYLIKA AO/MKHA
ObITb aKKypaTHee, MHadve «apba (Tenera) pasnaBnT». 30eCb MOXHO UHTEpnpe-
TUpOBaTh apby Kak BonnouleHne obLecTBa, KOTOPOe He MPUMET W He MoMMeT
6one3nb CoHn.

[Nanee 3puTento 06bACHAOT NpUYUHbI HecnokoicTea [laHans 3a CoHio.
Moka3biBaloT Hoee MONOAOTO, CTAaTHOTO repost, KOTOPLIA YBUAEN UT Dbl CBOEI
Aoyepy MaHuwak c Apy3bsamMu y TO caMol peku. MicnyraBmcs 3a foyb, [aH-
3Nb KPUYMT Ha Hee, HaJlo AyMaTb, 4TOObI OHa colna ¢ 0bpbIBa, B pe3y/srate
yero MaHwuWak nagaet ¢ HebonbWOoro 0OpbiBa B BOAY, Te4eHMe BbICTPO YHOCUT
Teno AeByWKu, v [laHans He ycnesaet ee cnacTu. C 3TOro MOMEeHTa OH 1 CTaHo-
BUTCS 6e3yMHbIM [laHanem (B nHTepTuTpax Ymtaem: «C Tex nop 6e3ymHbil [aH-
3Nb BCE WLLET, ULLET CBOO MaHunwaky). [lanee [laHans CMOTPUT Ha OykeT duanox,
B KOTOPOM MOSIBASIETCA MO CHavana ao4epw [laHansg Manuuwak, a notom CoHn
C NOMOLULbIO ABOVMHOM 3KCNO3MUMK. Takoe ciusiHue LBeToB 1 06pa3a CoHM Hecny-
YaliHO: C apMsiHCKOro MaHKWaK NepeBoanTCs Kak «duranka». COHst CTaHOBMUTCS
CUMYNSKPOM MaHuwWak: B MOMEHT, koraa [laHans yBuaen ee, B ero rofose Bce
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COWNOCH — peKa, Urpatolyye eTr 1 ynaslias AeBO4Ka, KOTOPYIO eMy yanock cra-
CTU, Ybe TeNo OH CMor yaepxaTs. C 3TOro MOMEeHTa OH HauuHaeT onekaTs COoHIO,
KOTOpas CTaHOBWTCS A8 HETO 3aMeHON NornbLwen Ao4epu.

MNpunaaku COHKM y4allatoTcs, OHa NafaeT Ha ynule, 3TO YeTBepThI ee
npucTyn. Matb 6OKTCS, YTO CKOPO BCE Y3HatOT O 3aboneBaHum godepn, 1 COHIo
nepecTany BbINYCKaTb Ha YL 1M3-3a ONaceHuin, YTo noaet 3nas Monea. Cne-
AytoLLMe Kaapbl AeMOHCTPUPYIOT MaTb COHW, eAMHCTBEHHYIO A00LITHMLY B CEMbE.
Otel COHM NbSIHCTBYET, TPOMUT [JOM 1 Y)KacHO obpatijaeTcs ¢ 6nmskummn. O4epes-
HOW NPUNaAOoK AEBYLIKM ClyYaeTcs BO Bpems aebola oTla, BO BpeMsi KOTOPOTo
OH xoTen 3abpaTb NpunpsTaHHble AeHbr cemsi. Cpasy nocne npvictyna CoHn
npuxoanT [aH3anb, nepefatollnii e TOT camblil ByKeT duranok, B KOTOPOM emy
npusKaenices 06passl fodepy v CoHu. B koHeyHoM viTore CoHs OKasbiBaeTcs
3anepTa B COBCTBEHHOM [JOME, eMHCTBEHHOe ee pa3BedeHne — HabnoaeHve
33 KMBOTHbIMU, MH/IOKOM 1 CODaKoM CO LieHKkamun BO ABope. Kaap, B KOTOPOM
OTPaXEHbl OMHOYECTBO M 130N3UMsA COHM, KPANHE XMBOMUCEH: TEPONHS Haxo-
AWTCS 33 peweTKoll, cama oHa CMellleHa B NeBblil Kaap; Nepef Hamu CUMBOMYe-
CKW BOMJOLLEHHas colnansHas OTCTpaHeHHoCTb CoHM.

3puTento NokaseiBakoT APYrylo CEMbIO, OTVHHYO OT ceMbit COHU — CEMbIO
naBoYHYvKa. C YneHamy cemby 3pUTeNs 3HaKOMST, JEMOHCTPUPYS B 3aMe/ieH-
HOWI CheMKe 1x Cnocob 3apaboTka: AeHbI M, TOBapbl, BECH A/ M3MEPEH NS, CTEHbI
naBKw. MNapadpassl ¢ TOBapaMM yKasblBalOT Ha CEMbIO HOBOTO Tvina. CapKuc, OfuH
113 CbIHOBEI TOPTOBLIA, YXKE NPUBE/ B [IOM XeHy W UMeeT peberKa, Apyrol CbiH
N1BBOYHMIKE HE weHaT. VIMeHHO OH BpbIBAeTCs Ha notwaan 8o ABop CoHM 1 YyTh
He yb1BaeT ee eMHCTBEHHYIO ycnaay: NTeHUoB. CoHs 3alMLLAET VX 1 3AeCb BHOBb
AEMOHCTPUPYET CBOU UCTUHHbBIE IMOLVIN: OHa C HEHABUCTbIO U YrPO30I CMOTPUT
NpsiMO B rMa3a Mypagy. [laH3nb xe, HaNPOoTKB, HAYMHAET PaCCKasbiBaTh HOLWE
0 CoHe, 1 OHM BHUMATENbHO OCMATPUBAIOT €€ C HOT [10 TO/I0BbI, B TO BpeMs Kak
OHa BCe ellle YyBCTBYET Yrpo3y CO CTOPOHbI MOMIOAOIO YenoBekxa.

B cnepyiolmx cLueHax nepeq 3puTenemM npeactatoT CleHbl Ha HoroMo-
nbe. YTobbl NoNTY Tyaa, MaTe COHM YKNaabiBaeT B KOP3UWHY aiila 1 xneb, a cama
COHS yXaX1BaeT 3a YePHOM KypuLEN. [IeMOHCTPYPYIOT 1 NPUTOTOBIEHNS CEMbMU
Mypapa: Capkuc NbiTaeTcs 3aTallnTe YepHYH OBLY, rOBOPS: «3apexyT Tebs
BO cnaBy boxuto, a CapKMCy KyNbHMYECTBA NPOCTATCS». BbixoauT [toNbHa3, xeHa
Capkwca, y Hee nnayeT pebeHok, 13-3a nnava Mansia K He N1oxo OTHOCKTCS
oTell CEMeNICTBa, KOTOPbIV CTpafaeT To v OT FTONOBHOM, TO v OT 3y6HOI 6onu:
ero leKa nepess3aHa nnaTkoM. [1okasaHbl Npeapaccyaku 1 danblib cembh
Toprosua: CapKnc NobUT MOLWEHHNYATb, eHa BUHNT pebeHKa, 13-3a Kanpr3os
KOTOPOTO ee HeB3NbuN mMaga cemeicTea. Mypag AepXuTCcs B CTOPOHE OT Poj-
CTBEHHVIKOB, @ KePTBEHHbIV arHell noiTaeTcs yoexaTs oT ero bpaTa.
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B cnepytoujert cleHe, y UepKsu, TOAMbI BOAAT PUTMUYHbIE XOPOBOAbI,
napannensbHo 3pUTENIO MOKA3bIBAIOT «YyAECHYHO, BCRVICLENSIOLLYIO bIPY», CKBO3b
KOTOPYIO MPOTACKMBAIOT ManeHbK1x AeTel, 4Tobbl 3alnTnTb X OT BonesHen
M HecyacTui. Ha npaspHuke nossasercs [aHanb, KOTOPLIN BbiNpawnsaeT
HEPHYIO KypWLY, MHTePTUTP racnuT: «3apexs! [a vcuennt Ce. feopruii Hawy
CoHit0». [laH3anb He MOXET NPUHECTU B XepTBY KypyLYy M MPOCKT eMy NMoMOb,
OfJHaKO MepHaTas BbIPbIBAETCH M HAYMHAET FPOMMUTL NPeAMeTbl BOKPYT, Nona-
Aasi B KPbIHKY C MOMIOKOM 1 0b6nvBas um oTua Capkuca n Mypaaa, KoTopsii
B OeleHCTBE KMAAET MYXKUMHY, NbITaBLIEroCs pacnpaBuTbCs C KypuLei, B ToNMy.
YepHas NTuLa — CMMBOMAMYECKoe BoMouleHe COHM, Ha MPOTSHXKEH UM BCEro
vnbMa YepHble NTYLLI DUTYPYIPYIOT PSAOM C TePOUHEN UK XKe SBASIOTCS ee
CMMBOMNYECKOM 3aMEHOW: YepHYIO KypULY MPUHOCST B XepTBY AN Mclene-
Hus CoHn, fanee B uabMe YepHas BOPOHa Tak xe OyaeT MCnonb30BaThCs Kak
CBOeoOpa3Has 3aMeHa [eBYyLWKX. B 3TOM KOHTEKCTe KypuLa, HapywwBLlas CBo-
VIMW XaOTVHYHbIMY ABVIKEHUSAMUN MVIPHbBIE MOCKAENKM NaBOYHIKa, OTUa Mypaga,
MOXET BOMAoWaTh cobol byayuinii becnopsaoK, KOTOPbIV BHECET NosiBAeH e
CoHu B IOME TOPTOBLa.

Cnepytouine Kaapsl LeMOHCTPUPYIOT Mypaaa, cmMoTpaLlero Ha CoHto, nony-
Yatollylo HacnaxaeHne oT npebbiBaHKsa Ha Npa3aHuKe. 3amedas ero B3rmsg,
CoHS Mpad4HeeT, yxoaa OT xopoBoaa. Mypaa NoaxoauT K Cembe 1 roBOpuT: «MHe
[oYb LWywaH gaBHo yKe HpasuTca. [locmoTpu ee. [1opa eHnTbCd». Ha 370
Y/IEHbI €M0 CEMbM BbICKa3bIBAIOT CBOW Onacerns o COHe, OCHOBaHHbIE NCKITIO4Y M-
TENbHO Ha CNyXax v Npefpaccyfkax O ee CeMbe, O HYeM Mbl Y3HaeM U3 UHTepTU-
TPOB: «He napa oHa Tebe, CbIHOK. .. MaTb NpayKa, oTel NbsHMUa. ..»;, Mypag cTonT
Ha CBOEM: «He C OTLOM M MATEPLIO ee MHE XUTb. .. MHe OHA HpasuTca. .. [TocMo-
TpW». 3A4€Chb CTOUT 0O6PaTUTb BHMUMaHWe YuTaTens Ha BblaeneHre MecTormMeHuns
«OHa», TaK KaK Apyryie BblaeneHs 3arnasHbiMn Oyksamu ganee B cleHax dunsma
OOBACHAT NPUHUMNMANbHYIO pa3HuLy Mexay MypanaoM 1 ero CEMbEN.

[Oanee HaynHaetca cMoTp COHW, nepef KOTOPbIM CEMbS BbICKa3blBa-
eTCs NPOTMB BbIOOPA MX ChiHa: «...4eCTb Hally No30pulbl». besymHbll daHanb
MCKpeHHe pagyeTcs 3a CoHto, oTel, CoHM BaxBanuTCs 1 roBOPUT, YTO 3TO BCE ero
BoCnWTaHWe. Cama repoviHs 1UcnyraHa, OHa NoMKMMaeT KoneHu, 0bxeaTbiBas u1x
pykamu. C CaMoro Ha4ana CMOTPUH BCE MAET He O4eHb XOPOLWO: B flome COHM
NOMaeTCs CTYN NOA OAHUM U3 FOCTEN, @ OTeL, HEKOHTPOVPYEMO MbeT K OySHUT,
4eM BbI3bIBAET OCYXAatoLVe B3raabl ceMbl Mypafa v 6ecnoKoincTso aovepu.
CMOTPUHbI Ha4MHatoTCs ¢ pa3bl: «Hy, nokaxTe BAL ToBap!». [ocne 3Toro xeHa
Capkunca, MaTb 1 oTel, Mypaaa 1 Capkica oueHmBatoe cMoTpaT Ha Corto. OTely
CemericTBa 04apoBaH Oyayllein HeBECTKOM, HauMHaeT yNblibaTsbCs 1 Aaxe NpoMa-
XVIBAETCS MVMO CTaKaHa C YaeM JIOXKKOM, POHSEeT KyOunKKM caxapa Ha batofle. 3To
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BbI3bIBAET OECMOKOMCTBO reponHI, a cama CLeHa MOXET OTChiNaTh K npobneme
CHOXa4ecTBa, SPKO OTPaXKeHHON B dunbMe «CHoxaw» (1912, pex. AnekcaHap
ViBaHoB-lal v MeTp YapablHWH). 3TO, B CBOIO O4epeab, MPOBOLMPYET Hemnpu-
A3Hb [onbHa3 B ctopoHy CoHn. Korga cembs onpawvisaeT maTb COHM O ee Hepo-
CTaTKax, HeBeCTKa MHOTO3Ha4YNTENbHO MPOU3HOCUT: «TO, 4TO BHYTPU, TPYAHO
3HaTb...», HameKas, 41o npobnemsl CoHM NPOABATCA MNOTOM. CMOTPUHBbI 3aKaH-
YnBatoTCs hpaszoit: «<Ecan HeT HeoCTaTKoB, TO 370 HALL ToBap». MIMeHHO B 3TOM
1 NposiBAseTCs pa3Hyilla Mexay Mypagom 1 ero cembeli: ero nHTepecyeT cama
CoHs (Mcnonb3oBaHHOE 1 BbifeneHHoe MecTouMeHrne OHA yKasbiBaeT, YTo ero
BOMHYET NMYHOCTb FepoViHY), ee BHYTPEHHWIN MUP 1 3arafjKa; ero cemblo xe BOf-
HYeT UCKNOYUTENbHO COLMAnbHbIA Y HPaBCTBEHHbIN 0bMNK ceMbi COHY, TO, KaK
Byayuias HeBeCTka ByaeT COXpaHSTb MPUANYHbIV CTaTyC CeMelncTBa B 00LLecTBe.

Mocne cMoTpuH oTel, CoOHM HavMHaeT elle bonblie BysHUTL, Bbi3biBas
Yy repoviHK oYepenHol npuctyn. Ha ceagsbe CoHs nnavet, NpoBounpys niof-
CKUe nepecyfbl; roCTV CBafbbbl yBEpeHbl, YTO 3TO Ce3bl CHACTbs, Befb 04epy
0ObIYHOW NPaYKK AOCTANCs 3aBUAHbIN XeHx. Cama uepemMoHmns naetcs CoHe
C TPYAIOM: B [11a3ax y Hee MyTHeeT, Kamepa HauYMHaeTCs KPYKUTbCs, YTO Hame-
KaeT Ha Bnn3saLniics NprnangoK reponHn. Lilepemorus 3asepliaeTcs 6e3 axcuec-
COB, W B C/IEAYIOLLVIX Kafpax MOKasblBatOT XM3Hb repOoVHK B HOBOM Aome: CoHsl
3300TUTCS O XO35CTBE W POAUTENSX MyXKa, NoKa xeHa CapKnca cnuT, He obpa-
uas BHMMaHus Ha cobcTBeHHoro pebeHka. 3a 31o CoHI0 NOOWPSIOT poan-
Tenu Mypaga: oTell MoCTOsIHHO 0f00PUTENBHO CMOTPUT Ha Hee, MaTb AapuT ek
yKpaueHus. Mypag Toxe 3aboTUTCs 0 xeHe: BbIbrpaeT el nyyline Kycki Msica
Ha yXK1HE. 3TO BUAMT 1 [101bHAa3, YTO BbI3bIBAET Y HEe 3aBUCTb 1 PEBHOCTb, OHa
Ha4YMHaeT nogMeYaTs Manenive owmndkm CoHu.

B nom npuxoant oTel, Corn OCKaH; OH 4acTo 3ax0ans, Kak racuT UHTep-
TUTP, «CIY4aliHO» (B UHTEPTUTPE 3TO CIOBO 3aK/H0YEHO B KaBbIYKM) MO BTOPHU-
KaM v veTBepram. OH MHOMO CT, POHSIET efly Ha CTO/, XafHO XBaTaeT BCe, YTO
BUANT, PyKamu. HenpunmniyHoe nosefaeHvie otua paccTpansatoT COH, KOCsLLy-
t0Cs Ha cembio cynpyra. Mats Mypaja Takxe BblCKasblBaeT CBOE He10BO/bCTBO:
«MoM oM He fiyxaH», elle Oofblie PaccTpaviBas reponHI0. [apaniensHo 3ThM
cobbiTvsam WywaH neiTaeTcs BbIMONWTL vcUeneHne Henyra CoHY B LIEPKBI.

ObcTaHOBKa B HOBOM [IOME HaranseTcs: Mo1bHa3 yKe He CKPbIBAET CBO
HEMpUsI3Hb K HOBOMY Vi MOMOOUBLIEMYCS BCEM, KPOME Hee, dneHy cembi. Hery-
TeBas MaTb NpocuT CoH N03ab0THTCs O ee pebeHKe, yCTpanpas repovHe
noByuwKy: Benes CoHe BCKUNSTUTL MOJIOKO, [0N1bHA3 HAMEPEHHO He FOBOPUT el
4TO MOJIOKO YBEXANO, BNOCNEACTBYN NONpeKast ee 3TUM nepef CeMbelt: «He MecTo
Tebe B xopolem floMe. . .; B KOHLe KOHLIOB, OHa pebeHKa yMopHT... /I TaK Bce
paboTy B flomMe 8 Hecy...». Mypaa 3awmiiaer COHIO, TaK XKe, KaK 1 rMaBa Cemby
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(Mypagn: «Eule ogHo cnoso CoHe, yinay... yinay OTAENbHO XKTby, [tonbHa3: «3Ta
TUXOHA BCEX HAC PACCoOpUT», oTel, cembu: «Yx! Exraa, NpyanpaeLsscs vs 3asu-
CTU..»).

/13 3TUX CLEH CTAHOBWTCS NOHSATHO, YTO KPOTKAs, YCNYXNNBAS U TauH-
CTBEHHas (KeHLUMHa-3arafKa, SKCLUeHTPUKa No MepkaM cembh Myxa) CoHs cTa-
HOBWTCS BOONEPOM, TPUITEPOM, KOTOPbIA BCKPLIBAET OYeBUAHbBIE MPOHIEMb
cembl: CapKnc, He obnanatolii BCemu Nonox1TeNbHbIMY kadecTBamu Mypana,
He 3ab0TWTCs 0 [0bHa3, KOTOPYIO He 3aMeyaeT cemMbsi. Ta, B CBOIO oyepep,
MrHopupyeT COBCTBEHHOIO pebeHKa 1 He CTPeMUTCS DbITb XOPOLWEN XO3SIKOMN,
MbITAsiCb CAMOYTBEPANTLCS 1 NPUBAeYs BHUMaHue k cebe 3a cyeT CoHn. Monb-
Ha3, HeyJ0BNEeTBOPeHHas CBOMM CTaTyCOM B CEMbe 1 CTaTyCOM COBCTBEHHOTO
MyKa, 3aBuayeT CoHe.

KynbMmrHaLmeln KOHMAVIKTa CTaHOBUTCS Bone3Hb ChiHa [fobHa3s. B UHTep-
TUTPe NOAYEPKMBAETCS, YTO MasbyMK 3a60nen «0bbIHHOM KOPbIo», OfHaKO 0N b-
Ha3 NoNb3yeTcs Cy4aeM 1 roBopUT: «3T0 OHa, CoHd, BYepa Kacanack CBOei ayp-
HOW pykoi pebeHKa... Crnaswna, npoknatasl B pesynstate 06BMHEHNS ObI10
peLleHO BbI3BaTb 3HaXapKy — «yHMBEPCaNbHOro Bpaya. .. e4nT OT Cr1asa, Haro-
BOpa, TPACYYKM, AYPHOW 60Ne3HN v Np.». [onb3yach AOBEPYMUBOCTBIO U BUAS
HacTpol No oTHoWeHMo K COHe, 3Haxapka NoATBePXaaeT HarosBop Ha CoHo:
«PyKi... nypHbIE PYKM Kacanuce... AypHOI ra3 cMoTpen.. .»; «B rnasax YyepHoe,
3n0e...». MaTb Mypaaa 1 MonsHa3s yoexaeHsl, 470 CoHs NpoknsTa U NpoBoAdT
pUTyas, KOTOPbI MOCOBETOBANa 3HaxapKa: 3aKamnslBaloT YepHYyo BOPOHY, rae
xofanna CoHs. MocneaHss, B CBOIO 04epe/ib, BOMHYETCH, NepeTariBas lWeto nnat-
KOM, 4TO MPOBOLMPYET 04epeHOr NPUCTYN 3NUAencUn — Nepsblii B HOBOM
pome. CoHs V3BMBaeTCs B KOHBYNLCYSX, TE0 ee MOYTU NPUHIMAET TOHNYECKN
13rnb. Bo Bpems npuctyna CoHW MaTb Myxa HakpbiBaeT ee NPOCTbIHEN, HTOObI
He HabntoAaTh 3a 3TOK CTPAWHON CLEHOM, a [t0/1bHa3 0T HEOXKWAAHHOCTU U xena-
HU1s ObICTpee YBUAETb, YTO Cy4Mnoch ¢ COHel, bpocaeT ThxeNyo NepuHy Ha AvLo
COBCTBEHHOTO pebeHKa (puc. 7).
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Puc. 7. Mpunapok CoHu. Kagp u3 dunbma «3noi gyx»,
pex. Muxaun FrenoBaHu, 1926. 43 MUH. 18 ceK. CKpUHLWWOT aBTOpa'!

PebeHOK 3ag0oxXHYNCA 1 yMep. ITOT 3M130[ OKOHYaTENbHO HacTpanBaeT
Bcex NpoTnB COHM: POACTBEHHMKM Mypaaa yBepeHsl, 4TO B Hel HaxoauTcs Aps-
BOA, 1 MMeHHO COHS BVHOBHa BO BCEX HECHACTbSIX CeMbM. [N1aBa ceMeliCTBa Takxe
MeHseT OTHOLWeHMe K HeBECTKe; MO3BaB ee MaTb, OH roBopuT elt: «Cnosa Mon
KpaTku. bepu cBol ToBap v yxoaun. Ham ero He Hago». «Monomka» CoHM accoum-
MpYeTCs C «4epHOM METKOM» Ha camoit cembe. OuH Mypaa noHvMaeT, YTo beaa
He B IeMOHaX, XM1BYLLYIX BHYTPY COHWM, 1 FOBOPUT POACTBEHHMKaM: «Bbl camn
opepxummble. .. OHa epTBa anKoronvsma oTua. .. Ee ne4nTb Hago, Ne4nTh», BHOBb
NOKa3blBasi CBOE OT/INYME OT apXan4HblX BO33PEHM CEMbM.

3Haxapka Mexay TeM HasbiBaeT COHIO «3/1bIM AYXOM», B pe3y/bTaTe 4ero
MonbHa3 yaapseT ee Horamu B XMBOT, OHY C MaTepbto Mypaaa roBOpST 3Haxapke:
«Mpuxogn BevepoM... [loma HUKOro He byaeT». Bce Tpoe 3aTeBatoT yOUIICTBO
371070 Ayxa», Pa3pyLUMBLIETO TPAAULMOHHBIV Pacnopsaok cemby: COHIO 3acTas-
NSHOT MPVMHOCKUTB YW NS O4ara B NoAy, 3aKpbiBas ee rofoBy KOBPOM, HTO NMOCTe-
MEHHO MPVBENO K ee yayleHnto. B 3TOT MOMEHT H6eCnoKoicTBO 00ypeBaeT BCex,
KTO Nt0BUT 1 NOHMMaET aTvonoruio Hegyra Corn: Mypag, MaTe CoHu v [laHans
BeryT oMo, 4TobbI NpoBepuTh ee. OHaKo, KOTAA BCE OHM MPUXOAAT, Y)Ke CANLL-
KoM n03aH0: CoHs MepTBa. [laH3nb BHOBb NEPEeXMBaET rope, CIOBHO OH BHOBb
noTepsi CBOIO A04b, NPON3HOCS: «BcTasal, MaHnwak, 5 Tebe duankin npriHec. . ».

! cTouHuk n3obpawenvs cm.: URL: https://vk.com/video?q=31011%207yx%201926&z=video-
136471876_456241251%2Fpl_cat_trends (19.11.2024).
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®riHanbHas cleHa 3acTaBnseT 3a4yMaTbCs O LUMKANYHOCTM UCTOPUY
1 O MOCNEeACTBMAX, K KOTOPLIM MPUBOAAT NPOEKLMM Ha ApYrix ntogein. CoHs —
NpK3Ma, CKBO3b KOTOPYIO Kax(ablii repolt dubMa Bblpaxan CBOM CKPbIThIE xena-
HWS 1 HEeQOBONLCTBO. [aH3b MeyTan yBUAETb, KaK BbIPACTET ero A0Yb ¥ CNacTh ee
OT cMepTu; Mypag Wwen NpoTyB CBOEN CEMbM, Ybl apxaviHble B3rNsasl He CoBMa-
fann c ero; ans MonbHas CoHs Obina HanoMyHaHMEM O ee COOCTBEHHbIX Heyaauax
B ceMbe Myxa. OOLLECTBEHHbIE e MPOeKUMM 1 OXMAAHNS ObinV KaTany3aTopoM
npvnaakos COHW, TENO KOTOPOI BOCCTaBaN0o OT HeCNpaBea v Boro OTHOWEH NS
K Hell. Taknm 06pa3om, B h1ibMe MHOTO MeTaHappaTUBOB: Npobnema NoKoNeHuit;
TeMa NepeXxKMTKOB NPOLWNOro; NpobneMa NMYHOW MAEHTUMMKAUWK; TemMa TPaBMbl
Y TPaBMaTVYHOCTM; PONb KEHLLIMHbI B CEMbe. TeNeCHbIN MeXaH3m pearvpoBaHus
COHM, KaK ObIN10 YNOMSIHYTO, MOXOX Ha TaHLUbl U XeCTbl KUHONEHT C repOMHAMU
nof HazBaHueM “nasty woman” («OMep3nTeNbHbIE XKEeHWMHbI»). 3TO TUM repo-
MHb onuncana Marrn XeHHedensa B CBOEN KHWMe, re OHa aHanu3vpyeT penpe-
3eHTaLMV TaHUEeBaNbHbIX MaHWI, CyMacllealyvx 1 He cobniopatolx npasmna
XKEeHLLWH, obpallasich K Manov3BeCTHbIM paHHMM dunbMaM 1 Teopun adderTta
(Hennefeld, 2024, p. x). Mo XeHHedbenbn HEKOHTPONVPYEMbIV CMEX 1 HEODbIYHbIe
MUMVIKa 1 KeCTbI (Kak y COHM B CaMblx Ha4anbHbIX Kappax, [ie pexmcceps! noKa-
321 ee KpynHbIM MNaHOM CMetoLLEercst) OTHOCUANCh K aMrya apTUCTOK Kabape
1 MIO3UK-XON3 W NOKa3bIBaANM HOBbIM TN HEHLWMHbI, CBODOAHOM OT 0OLLECTBEH-
HbIX MPEAPACCYAKOB, Ybe NOBefeHe BbiNo NMPOBOKALMOHHbBIM 1 PACKOBAHHbIM.
Cmex BO Bpemst Woy convKan 3puTenbHUL, C apTUCTKaMK, HO NMPpU 3TOM enan 1x
0OBEKTAMM MOPULAHYS, T. K. CaMV OHWM ObIW He Ha CLEHe, He OTbIrpbiBany Clie-
HU4ecknin 06pas. B cnyyae ¢ CoHell ee cBoboAHOE MOBeAEHVIE TaloKe Bbi3biBaeT
KpUTWIKY, KOTOPYIO COHSl He MTHOPUPYET, B OTANYVIE OT repoviHb (hnbMOB POMeo
B03eTTI, a pearnpyeT Ha Hee TenecHo, 0TpuLas HeBepbanbHbIM CNOcoboM. Mexa-
HV3M BbIP@XeHV S NOAABNEHHbIX PeakLMii COBNafaeT C MEXaHM3MOM peaKumn
reponHn dunbma «TarHbl nopog Kafop», KoTopas nepexusaeT NpUCTyn 3a npu-
CTYNOM, MPexe Yem NCLeNTbCS OT TPasM MPOoLUoro.

B 1TOre MOXHO 3aKNt04nTh, 4TO COHS B 3TOM GUNbMe — Ta camas «oMep-
31TeNbHas HeHWHa» XeHHehenba, OTAnYatoLascs KpOTKUM HPpaBOM, MblTa-
loLasacs yragaTh KenaHvs v B TO )Ke BpeMs TenecHo oTpuuaioulas npasuia
1 nopsiaky. CoHs UHTYUTUBHO BOCCTaeT NPOTUB NPUTECHEHWS, Beflb B OTANYME
OT NpocBelleHHoro Mypafa, oHa He NMoHKUMaeT, Kak paboTaTb C HOBOW TeXHMU-
KOW (B AOMe My)a OHa He 3HaeT, KaK obpallaTbcs ¢ naTe®oHoM), obLiaeTcs
COKMBOTHbBIMM, ONacaeTcs Ntofier. B 3ToM nnaHe ee MOXHO CPaBHUTL U C TaKuM
KnMHoObpa3oM, kak XeHuwmHa-3emns. Kak nuwet CMmarnHa, OKeHwmHa-3emns —
3aN0XHMLA HecrpaseanvBbix GOpPM X039IMCTBOBaH NS, CNOCObHas K TpaHchop-
MalUuu n1ws bnarogaps COBCTBEHHLIM BHYTPEHHMM, “3eMHbIM” pe3epsam» (CMa-
rHa, 2019, c. 142). Tak 1 CoHs MCNONb30Bana BHYTPEHHYIE pe3epBhl AN NOKa3a
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HECOrNacus € peleHnsMU 1 MbICASMY APYTX NIOAEN. B 9TOM KOHTEKCTe OHa
6113Ka UCTONHUTENBHMLAM «IMUENTUKN», KOTOPbIE MOCPEACTBOM MMUTALMN
KeCTOB AyWeBHODOMbHbIX BbICBODOXAANN CBOe beccosHaTenbHoe. CaepxaH-
Has v ToHKas 1rpa, npespajaolias CoHio B MPUYYANVBYIO U HepasragaHHyto
BM/OTb [0 CAMOrO KOHUA NVYHOCTb, CBOENO POAA KMTAMCKYIO TEHb, CKOMb3S-
lLyto Mo dUAbMY, CNOCOBCTBYET MHTEPNpPeTaUMmM TenecHbIx AeMCcTBMA COHM KaK
TEKCTOBOTO ecTa U NPSMOoro obpatienns K 3putento. ECav 8 dunsmax «Kykna
C MUANVOHaMW» U «HepTOBO KoNeco» cam ropog sensics locus agendi, KOTOpbIi
3apaBan ycnoBuWs penpeseHTaumny NepcoHanei, To B «3nom ayxe» CoHs CTaHo-
BMTCs modus agendi, OT KOTOPOTO 3aBVCST KaK MOBEAEHVIE FePOER, TaK v pernpe-
3eHTauUuWs TOPOACKON M KIUION cpep.

3AK/TIOYEHME

KoHe4Ho, penpeseHTauyns apTUCTUHECKNX FEPOEB He OrpaHM4eHa AeMOoH-
CTpalvei Ux OTANYaIOLLEroCs NOBEAEHUS YW U3NOMaHHbBIX 1 XeMaHHbIX NO3.
Vicnonb3oBaHe *eCcToB Kabape 1 MI03VK-X0NN0B, MNOTHO BOLWEAWYIX B KyNETYPY,
BbI3bIBA/IO OTKIWK 3PUTENS KaK Ha MCUXONOTMYECKOM, TaK U Ha COMaTUHECKOM
YPOBHSX. YeCTbl, MO3bl V1 ABWKEH VS ObIN 3aMeHOV OTCYTCTBOBABLIMX MYy3bIKY
VI DEYU: UCMOMb3yeMble Ha NPOTSHKEHMM BTOPOM NMONOBUHbI XIX Beka neslamu
Vi TaHLopamu kabape 1 kadellaHTaHoB, akTepamy TeaTpoB, OHM CTanu CrnocoboMm
KOMMYHUKaLMM CO 3pHUTENEM 1 MO NPOSBASTHCS HE TONbKO B KOHCTPY/POBa-
HUK 0bpaza apTuCTKU. [loBeAeHHbIN A0 Npefena v abcypaa Makm1sik, Npeysenm-
YeHHble MUMIKA W KECTbl — BCe ObIN0 HAaNPaBAeHO Ha KOMMYHMKaLMIO CO 3pu-
Tenem, Ha To, YToObI BbI3BaTb OTKIMK Y 3puTens, NoobLaTsCs ¢ HUM. [1p1 3TOM
Y KaX4oro apTucTa Kabape 1 Mio31K-xonna b0 CBOE, 3aKPenaeHHoe 3a HYM
CLUeHMYeCKOe aMmnya, XxapakTepr3ytolieecs 0CODbIMU ABMKEHNAMUI W KeCTaMu:
Hanpumep, y «3NUNenTUu» — UMUTaUMS No3 AyWEBHOOOBHbIX, MX HEPBHbIX
TVIKOB 1 NPUMAAKOB; Y 0Mmeuse — MMUTaLMs XKeMaHHbIX XECTOB 1 KOCTIOMOB
KOKOTOK.

B coBeTCKOM KUHO 1920-X pexiiccepsl UCMONb30BayM yCTOSBLUVIECS TPObI
[OPEBOMOLIMOHHOIO KUHO, YTOObI @DTUKYAMPOBATL MHAKOBOCTb, «aHTUMAEANb-
HOCTb», OT/IMYUS NEPCOHAKEN OT COBETCKOIO YenoBeKa. B HEKOTOPbIX ciyyasi,
Kak B «MepnBexbeit cBafbbe» 1 «310M fyxe», pexuccepbl NpiMo UUTUPOBanu
npviemMsl 1 06pasbl JOPEBONOUMOHHbBIX DUIBMOB, YTODLI NOKAa3aTh NATONOr Y-
HOCTb repoeB NpoLwnoi anoxu. CoHs B «310M Ayxe» SBASETCS «OMEP3NTENbHOM
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KEHLWMHOW», CTpaaatoLelr NpynagKaMm, HanoMUHaoWVIMK 3NUaencunio, Ans
apxav4yHow ceMbi MyxXa ¥ 0OLLECTBa B LieNOM, NPV 3TOM ee repounHs oTNnYa-
€TCs KPOTKVIM HPaBOM ¥ OJHOBPEMEHHO TeNecHO OTpULaeT NpaBuna 1 MopsaKY,
XOYET HaCNaxaaTbCs HU3HbIO, ObITb CBOOOAHON OT YCNOBHOCTEN, — YTO repOVHIO
v morybmno. 3puTento AeMOHCTPYIPYIOT, K YeMy MOTyT NPUBECTY CyeBepUs 1 epeciut.
B «<MeaBexbeit cBagbbe», HANPOTYWB, MaBHbIA FrepPOK, MPUYHUMaOWMIA Ha cebs
00/1VIK 3BEPS, PACKPBIBAETCS HYepes «MelBeXuii» TaHell, MUTUPYIOLWWI MeaBe-
Kb MOBAAKM WU HEMPUAWYHBIV A5 TOrO BpeMeHy, 0OHaxatoWmin MOPOYHOCTb,
AVKOCTb 1 3aKOMMMNEKCOBAHHOCTb reposi. B «Becenol kaHapeiike» e OCHOBHbIM
MEeCTOM AeNCTBMS CTAHOBMTCS Kabape, CKBO3b MPU3MY KOTOPOTO MHTEPNPeTH-
PYeTCs 1 faBHas reponHs bpuro, xeMaHHas XeHLHa, KOKOTKa, BbICTaBneHHas
Ha Topru, cBoeobpa3Has gommeuse. [1pUBePKEHHOCTb BpMO MMEHHO K 3TOMY
amnnya BblpaxeHa B CLieHe, rie OHa MAET MO NecKe, HanoOMMUHaloLWEeN NOA0THa
C apTUCTKamu Kabape BTOPOK NonosuHbl XIX Bexa. TeaTpannsauus, anponpurauns
XKECTOB V3 MPOoV3BeAeHNIn — oaHa 13 4epT gommeuse. OHa — aMOnBaneHTHbIN
NepCcoHaX, Kak apTUCTKa kabape oHa be3HPaBCTBEHHA, HO, HECMOTPS Ha paboTy
B NOPOYHOM MeCTe, UMEHHO bpLro CTaHOBUTCS «CnacaTenbHbiM KPYroM» s MHO-
rvx repoes. [1ogobHas cTpaTerus penpeseHTalnm Yepes MecTo NpucyTCTBOBana
Y B ApYrx hnibMax paHHECOBETCKOTO KMHO: «KyKre C MUAMOHaMMW» 1 «HepToBOM
Konece», BO BCEX HYIX TPOMbl MO3AHeN KynbTypbl XIX Beka Obinv NpoTyBONOCTaB-
NeHbl COBETCKOW AeNCTBUTENBHOCTM.

Takvm obpa3oM, NPOBEAEHHbIN aHanm3 AOKa3biBaeT rMNoTesy aBTopa
0 TOM, 4TO HEKOTOPbIE UCTIONHUTENBHULBI B COBETCKMX HEMbIX (DUIbMaX MapKu-
poBan «CTapsIii MUP» C ero NOPoKaMm 1iu e AeMOHCTPYPOBaIN MOPOYHOCTb
CBOEMO OKPY)KEHMS, @ HEKOTOPbIE, HANPOTHB, NO3BONSNN MaHWbeCTMPOBaTbL
aMnnya <HOBOW WeHLLMHbI». 3TO e HabNiofanocs 1 B 3anagHoM KinHemaTorpade,
rhe ABWKeHUs onpegenesHol npodeccumn MOV MapKMpoBaTb MOPOYHOCTb
MecTa. MOXKHO 3aKNi04MTh, 4TO Kabape 1 apTUCTbI Kabape 1 MI03MK-x0N108 Bbln
locus 1 modus agendi, SBASIOMMICS PYNOPOM KPUTWKI B CTOPOHY JOPEBOIIO-
LMOHHbIX HPABOB B COBETCKOM KMHO 11 320CTPSHOLUMMI NONOKUTENbHBIE YEPTHI
AHTPOMOMOMMHYECKNIX MAEAN0B COBETCKOTO KMHO, <HOBOTO Ye0BEKa.
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Defining fashion film festival:
A terminological issue

Abstract. This article examines the terminology surrounding international
fashion film festivals. While a relatively recent phenomenon in Russia
(officially emerging in 2018), existing Russian research on film festivals
largely ignores this specific area.

The widely used English term “fashion film festival” lacks a standardized
Russian equivalent and is not defined in Russian film festival legislation.
This article chronologically analyzes prominent international fashion
film festivals, focusing on their goals, market position, founding, brand
partnerships, and cinematic interactions, as documented in press and
international research. This analysis clarifies the meaning of “international
fashion film festival” in the Russian context.

Keywords: culture, cinema, fashion, festival, film festival, fashion film festival,
fashion film, product placement
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BBEJAEHWUE

KnHO, 9BNSSCh CUHTETMYECKMM BMAOM MCKYCCTBA, B3avMoaencTByeT
CO MHOMMMY Cchepamm 3KOHOMUKK, BKOYas B T. 4. KpeaTnBHbIe MHAYCTPUN.
CTpeMuTenbHOE pa3BmnTHe COUManbHLIX CeTel, BUAEOXOCTMHIOB, MOAKACTOB
APYroro MHTepHeT-KOHTeHTa KapAHanbHO U3MEHNNO ObiITOBaHME COBPEMEH-
HOro UCKyCCTBa. BcnoMHuM HepaBHMI Bcnneck NFT-kapTuH (non-fungible token),
FDOMKME MPOAaXKM KOTOPbIX COCTOSNUCH Ha NMAVIPYIOWEM ayKLMOHE apT-pbiHKa
Christie’s 1 cnoaBMrN MHOT X 0 baliH-XyAOKHUKOB K Mepexoy B «Lndpy», 4To,
B TOM Y1CAe, yBENNYMIO 1 TeMN Pa3BUTHS KnHeMaTorpada. MogobHyio B3anmo-
3aBMCYIMOCTb PA3BUTUA KpeaTUBHbIX MHAYCTPUI 1 KHeMaTorpada oTMevaeT,
Hanpumep, A.L. ViMnHoBa: «<Hapsiay ¢ apyrvmu obbekTamm KpeaTUBHbIX MHAY-
CTPUIA — apXUTEKTYPOU, UHTEPBEPOM, MY3bIKOI, UFPaMU, MOAOM, COBPEMEHHbIM
MCKYCCTBOM, PeKnamol, nsgaTenscreamul, Meava, 610rMHroM v ansanHom —
KnHeMaTorpad co3gaeT KyabTypHOe none, BHYTPU KOTOPOrO Mbl HAaXOAMMCS,
a 3HAYMT, BHMUMATENbHOE OTHOLWEHNWE K HEMY M CUCTEMHbIA MOAXOA CMOTYT cae-
natb siBneHve bonee NpeacKasyemMbiM Pa3BUTHK, a CefoBaTenbHo, bonee Kaye-
CTBEHHbBIM C HTENNEKTYaNbHOMN 1 XYAOXKECTBEHHON TOYEK 3PEHMS, YTO MO3BOANT
BNWSATb Ha pe3ynbTaTMBHOCTb KpeaTVBHBIX MHAYCTPUIA» (MMrHoBa, 2021, . 5).

OfHVIM 113 CNOCOOOB YNOPSA0YVIBaH NS HEMPEPbIBHO CO3AaBaeMON KiHe-
MaTorpaduyeckoit NpoayKLmnmn sBnstoTcs KuHobectnsanu (MoxuHa, 2014,
C. 47). KuHodectmganu 1 hecTnBanu 8 UeNoM — CyLeCTBEHHas H4acTb Mex-
KYNBTYPHOTO, MEXHaLMOHaNbHOO 1 MEXOTPpaceBoro obmeHa, nowanka ans
NpodeccMoHanbHOro HETBOPKMHIA CNeLnanicToB U, KOHEYHO, COUManbHbIN
AT ans cospateneit YH1KansHsix 06beKTOB Noboro poaa (Hanpumep, buns-
MOB), NPeAcTaBiseMblx Ha Takux MeponpusTiax. KpoMe Toro, Ha KiuHobhecTn-
Bansx NpeacTaBnsioTcst GuUabMbl Ha «CNOXKHbIE COLMANbHbIE TeMbl 1 BOMPOCHI,
KOTOpble 00BIYHO HE MPUHATO 0OCYHAATL B OOLLECTBE», YTO MOXET NPYB/EYh
K HUM BHUMaHME 1, BO3MOXHO, CNOCOOCTBOBATH WX peleHuto (abckuii, 2020,
c. 307).

AM. PeiceBa nof4epk1BaeT 3Ha4UMOCTb KUHOGEeCTNBanel Ans pasBuTHs
MHAYCTPUW KMHO, faxe He3aBUCUMO OT X KayecTsa. «CyllecTBOBaHVE KMHO-
(hecTMBanel caMoro pasHoro CBOMCTBa 1 KayecTsa (ga)ke camoro HU3Koro)
OYeHb BAKHO, MOCKOMBKY OKa3blBAET MPSMOE BANAHME Ha TO, 4TO, B KOHLLE KOH-
LOB, 1 3pWTeNb, ¥ NHAYCTPYMS AENCTBUTENBHO NONYYaloT XOTs Obl Napy AecsT-
KOB MOCTOSAHHO YHKUMOHMPYIOWINX, KOHAWLVIOHHbBIX CMOTPOB> (PbiceBa, 2022,
c.103).

Mpu aToMm K.3. Pasznoros oTMevaeT: «Ha nepBoM ecTiBane y Hac Bce
00bIYHO BbIKN2AbIBaIOTCA, BTOPOI (DeCTVBanb NPOBOAAT MHOMA, @ K TPeTbemMy
yKe BbABIXAIOTCS. A HY)KHO, 4TODbI (hecTVBanb NOCTENeHHO Habupan C1y: MepBbIi
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ByaeT He O4YeHb FPOMKIMM, BTOPOI — YyTb MOAyYLWe, TPETUI — elle ny4lle, KaK
6610 B KaHHax» (be33ybnkos, 2017). B 3ToM pa3suTie kKMHOMECTVBans Koppe-
NVIPYeT C NOHATHEM ©OKU3HEHHBIN LYK Opranv3ayum» B 3koHoMuke, CornacHo
K.3. Pa3norosy, 113-3a COKpaLleHs KOMMEPYECKOro NpoKaTa (KONM4YecTBo Mub-
MOB B KMHOTEaTPax, 0COOEHHO B HEOBONBLWX FOPOLAX, 04eHb OrPaHNYEHO) Y1MC0
KrHOMeCTVBanen MpoaomKaeT pacTu.

Mo MHeHMto e AA. CEeMEHOBOM, «OTEYECTBEHHbIE 1 MEXAYHAPOAHbBIE KMHO-
becTnBanu Kak pernpeseHTaumns “vTorosoro cpesa’ HauMoHaNbHOM KyasTypbl
MrpatoT BaXKHYIO POAb ANS BCEM COLManbHO-KYNLTYPHOW AesTensHocTWy (Ceme-
HoBa, 2012).

TaknmM 06pa3oM, nccnefoBaTeni, — YTo OTHaCTH OblI0 OTMEYEHO Blle, —
NOAYEPKMBAIOT BEKHOCTL KUHOMDECTVBANEN PA3HOIO KAYECTBa KaK /18 PA3BUTIS
KDPeaTUBHbIX MHAYCTPUIA, TaK 1 [7151 KyNBTYPbl B LENoM.

Mexgy Tem B PefiepanbHOM 3aKoHe OT 8 asrycta 2024 1. N2 330-P3 «O pas-
BUTWI KDEATUBHBIX (TBOPYECKNX) MHAYCTPWI B Poccuiickoin degepaumm» oTcyT-
CTBYIOT CNOBA «KNHO», «DeCTUBaNby, «KMHOMECTVBANLY; BBEAEHO NOApasfeneHmne
KpeaTVBHbIX VIHAYCTPUIA B 3aBUCUMOCTY OT OCYLLECTBASEMOMN VX CyObEKTaMM KO-
HOMMWYECKOW esTeNbHOCTU. Takoe AeneHne Ha MHAYCTPUM, OCHOBAHHbIE Ha MPo-
M3BEAEHVAX NUTEPATYPbl U UCKYCCTBA, U MHAYCTPKY, OCHOBaHHbLIE Ha UHMOP-
MaLMOHHO-TENEKOMMYHVIKaLVOHHBIX TexHonorusx (Poccuiickas depepauus,
2024), BecbMa aKTyanbHO. YTO KacaeTcs onpegeneHns NoHATUS «<MexayHapoa-
Hblil KHOMECTUBANbY, KOTOPOe DYAEeT MCNONBb30BaTLCA B CTaThe, Mbl OyaeM onu-
paTbcs Ha ocTanosnerue MpasuTenscTBa Poccuiickon Gegepaunm oT 2 des-
pans 2019 roga Ne 78 «O6 yTBepxaeHuM [1paBun GOpPMUPOBaHNS 1 M3MEHEHNS
U KpUTEPVIEB OTHECEHVS KMHO(MECTBANEN K MEXAYHAPOAHbIM KMHO(MECTVBaNSIM»
(MpaswTenscTBo Poccuiickon Genepaumin, 2019)%

CylecTBytoT pa3HoobpasHble kKnaccudburKaummn TMnos dectnaanei (peys
0 HUX NonaeT Hke). Cpean HUx — knaccudrKaumns no TeMaTUyecKomy npu-
3Haky. B nocnenHne aga necstunetus, a uMeHHo ¢ 2006 roaia, B MUMpOBOM ecTw-
BasbHOM ABVIKEHUM BbIAENMIOCH HOBOE SIBMIEHNE, ONpeaensiemMoe NoHITHEM
«fashion film festival». C 2018 roga 370 gBneHne, obbeanHsollee chepsl KUHO
1 MOfbl, MOAYYNI0 Pa3BUTUE 1 B Poccuu. Mexay Tem npu Hanvumum o0WypHOM
nuTepaTypbl O MEXAYHAPOAHbIX (DECTVBANSX B LIEIOM, DYCCKOS3bIYHbIE Hay4HbIe
paboThl, paccmaTpuatolme «fashion film festivaly, Hackonbko BO3IMOXHO CyanTb,

! B cucteme ctanaapTusaumnm 8 Poccuiickolt depepaumn otaensHoro FOCT no dectusansm v/
nnu becTBansM KMHO (KMHoecTrBansM) He HalaeHo. B MexrocynapcTBeHHOM CTanpapTe
FOCT 32608-2024 «[ledTensHOCTb BbICTaBOYHO-APMapOYHas. TepMUHbL U ONpeJeneHns», BBe-
AeHHOM B fencTaue 01.04.2024, noHsTve «hecTnBany» BCTPEYAETCs B NepeyHe CoMyTCTBYyIo-
LYIX MEPONPUATUIA B paMKax 4e/10BON NPOrpaMMbl BEICTaBKY (BbiCTaBKM-apMapku). Cm. https://
normadocs.ru/gost_32608-2024 (12.12.2024).
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OTCYTCTBYIOT, YTO OMpefenseT akKTyalbHOCTb TeMbl CTaTok. COOTBETCTBEHHO,
BCTaeT Psif BOMPOCOB, Ha4YMHAS OT TEPMUHONOTMM U 3aKaH41MBas ONpeaeneHrem
camoro deHomeHa laHHoTo TuMa decTnBanelt U Ux KnaccuuKalmm.

Tax, MHOTMe paccMaTpriBaeMble HaMu WTYAUY anenavpytoT NOHITUSMYU
«fashion film» v «fashion film festival», nmetowMMI B PYCCKOM 3bIKe HECKONBKO
BapMaHTOB MHTEPNpeTaunii, KOTOpble K PaCCMOTPEHUIO B AaHHOV CTaTke 1 nna-
HVPYIOTCS. B Ka4eCTBe OCHOBHbIX NPEANONarasTcs UCNob30BaTh TEPMUHbI «KVHO
0 MOfiE», «DECTUBAND KMHO O MOJE», <MOfHbIN hecTnBanb», AaB VM COOTBETCTRY-
foLLMe onpeaeneris. [1py 3ToM Nof CI0BOM «Mofa/MoaHbIN» (fashion) Byaem noa-
pasymMeBaTh «/MeLL OTHOLWEHWE K UHAYCTPUN MOfbI».

Y70 KacaeTcs camoro heHoMeHa, Hepeaxo MecTuBany KMHO O Moae
CBOASATCS K BeYepam (MBeHTaM), rie AeMOHCTPUPYETCS MeAUaKOHTEHT C Npo-
pakT-nneiicMenTom (product placement) MoaHbIx bpeHaoB. [eCTBUTENBHO,
KaK HOCUTENb PeKaMbl KHeMaTorpad rpaHuL He MeeT, MO3TOMY NPOoaaKT-
nneicMeHT 3echk NPenocTasseT pexnaMmoaaTento becyrcieHHsle BO3MOXHO-
CTV NpoBefeHns NoaHoMacwTabHbIx PR-KamMnaHuii Ha OCHOBE KMHO0OPa3oB
(npasna, B Poccun NprMeHeH e OTMEYEHHOM TeXHONOM I Pa3BUTO NOKa HeaocTa-
TOYHO) (XapmToHOBa, 2016, C. 226). OnHaKo Mbl oTaensieM hecTrBanb KMHO O Moae
0T Beuepa (MBeHTa) AEMOHCTPaLMM MEAVAKOHTEHTA C YAa4YHbIM NPOAAKT-NNeN-
CMEHTOM MO[HbIX BpeHaoB.

COOTBETCTBEHHO, TUNOTE3a UCC/Ie0BAaHUA COCTOMT B TOM, YTO (hecTu-
Baflb KMHO O MOAE U MOAHbIV KMHOMECTMBab B HACTOSALEe BpeMs NPecTaBsoT
coboli HOBble, CaMOCTOSATENbHbIE SBEHUS B POCCUICKUX Chepax KpeaTVBHbIX
MHOYCTPWiA, ONpeaensemMble psaoM NPU3HaKoB (VX BbiaBNeHVEe — OaHa 13 3aaad
paboThl). OBBEKTOM V3yHeH s SBAAIOTCH MeCcTUBany KVHO O MOfe, BK/toHaloline
MOfHble KMHOMECTMBaNW, MPOBOAMMbBIE B MUPE, B TOM Y1cne B POCCHN.

B cTaTbe mpeanpyviHaTa MonbiTKa co3faTh ONpeAeneHHyo yHudrKa-
UMIO MeXayHapoaHbIx dhecTnsanell Ko o Moge. [peAcTasneHa, B 4acTHOCTH,
BbIbOPKa NOA0OHbBIX KNHOMECTVBANEN, BKIIOYas VCNOb30BaHME Pe3ybTaToB
MCCNefoBaHWS aMepyuKaHCKoro xypHana Forbes 2018 rofa, B KOTOPOM OLIeHU-
Banuch dectnsany, npoxoanslwme 8 EBpone, CeBepHolt U FOxHON Amepuike
(Rabimov?, 2018).

Llenb paboTbl: cchopmMupoBaTh NpefcTaBneHie o hecTriBane KMHO O Mofe
1 MOAHOM KMHOMbeCTMBaNe Kak 06 0CobbIX SBNEHNAX B cdepax KylbTypbl, KUHO
1 MOAbI, 3afa4m — AnddepeHLMpoBaTh KMHO 0 Moge (fashion film), nposeas
0030p 3apybexHbIX 1 POCCUIACKIX hecTuBanel KuHo o Moge (Fashion Film Festival)

? CredaH Pabumos — Bbixofel, 13 Poccun, co3aaTens xypHana U MogHoro 6peHaa «DEPESHA,
bperpa «Expats» — yyacTHuka Hegenr mogbl «Mercedes-Benz Fashion Week Russia 2019», 4nen
)iopu tobuneintoro dectrsans kuHo ASVOFF 10 (2018).
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1 apTVIKYNMPOBAB MOHATUE «MEX(AYHAPOAHBIA MOAHbIN KMHOMECTVIBAMbY B KMHO-
VIHOYCTPVM B paMKax npouecca hopmanmsaunm Kynstypbl B OKyce KOHTEKCTYa-
NM3aUmMy pacCMaTpPUBaEMOrO ABAEHNS.

MpeAcTaBneHHbIN TEKCT HOCUT MEXAVCUMMANHAPHBIN XapaKTep, oxBa-
ThIBAET PasnuyHble 061acTyi Hay4HOro 3HaH1s — 3KOHOMUKY, NpaBoBeaeHue,
KYNBTYPOOT IO, MCKYCCTBO3HAaHMe, BKMOYas HayKy O KMHO, YTO obecneymsaer
KOMMNEKCHOCTb MOAX0AA K M3y4aeMOMy KynbTypHOMY heHoMeHy, No3Bonss cchop-
MIPOBaTbL bonee NoaHoe 1 ryboKkoe ero NoH1MaHue.

PASHOBUAHOCTU KMHO O MOJE: MPOBJ/IEMATU3ALINA ABJTIEHUA

KviHO 0 Mofe — WKpOKoe NOHsATUE, OXBaThiBatoLlee CNeKkTp GunbMoB,
NOCBALLEHHbIX MOfe. Ha 3ToM 0CcHOBaHMY Mbl 1 Byaem nepesoanTs «fashion film»
KaK «kMHO 0 Mofe». OTMEYEHHbIN MHOSA3bIYHbBIM TEPMVIH UCMONB30BaNCs NPeccoi
yre B 1911 rofly B CBSA3M C KMHOXPOHUKOW Pathé-Freres (Leese, 1976). B oHnaiH-
apxmBax bpuTaHckol Pathé MOXHO HalTh HeMano MUAbMOB O MarucTPanbHbIX
TPeHpaax Toro Nepunopa, KoTopble COAepHaT MHTePeCHbIe CBEAEHNS O NPouC-
XOKAEHWUM KNHO O MOfe. B TO Bpemsi MOAHbIE KMHO0OPa3bl EMOHCTPUPOBaVCh
B Pathé Weekly 8 NoHaoHe nnn Gaumont Actualités B Mapyixe Kak 4acTb KMHOXPO-
HIKK (Leese, 1991).

C Havana 1960-x 1 go 1980-x K cO3aaHMI0 KMHOOOPa30B CTanu NPOSBAAThL
BCe 60MbLWI MHTepec MoaHble doTorpadsl ([Hkopmk XOMHUHTEH-XI03H, YNbSM
Knsith, Cepx /lioTeHc, Pudapn ABeAOH, XensMyT HbloToH 1 T. A.). B 1980-x BO3-
pocna NonynspHOCTb MPOrpamM, CBA3aHHbLIX C MOAOW, CO3AaHHbIX ANS TeneBu-
3UOHHOW ayanTopuu. AnekcaHap MakkyuH bbln O4HUM 13 AV3aliHePOB, KOTO-
pble perynsapHo MCNoAb30BaNuM Ha CBOWX NoKasax MuibMbl Ha BuaeocTeHe?,
B 2000 rogy CTOPOHHWKaMM HOBOM KynbTypbl — MOAHbIM hoTorpacdom Hukom
HaliToMm v rpaduyeckum ansariHepom lNutepom C3sunnom — 6bin co3naH
Beb-noptan SHOWSstudio, 3Ha4eHie KOTOPOTrO CIOXKHO MEePeoLeHKTs: 3TO nep-
Bas Nn1aT@opMa, KOTopas OTKPbLITO NpK3Bana MOAENbEPOB CHUMATbL (DUNbMbI 414
AEMOHCTPaLMM CBOUX KONNEKLMI, a Taloke CO3AaBaTh HOBble KnHemaTorpadu-
YecKwe cnocobel npeacTasneHuns Moasl: «CBA3b MEXAY KUHO Y MOAOK BO3HMKaeT
NOYTU C MOMEHTA MOABNEHNS TEPMIUHA “MOAA”, 1, XOTH KMHO AUKTYET MOAY, MOAa

* Crctema BMAE0OTODpaxatoLMX YCTPOCTB (MPOEKUMOHHbIE BUACOKYOLI, N1a3MeHHble 1K
XK-gucnnew), kotopsle obbeariHeHsl Mexay coboi 1 GOPMUPYIOT efNHbIV 3KpaH-UHCTanNs-
LU0, 4TO OOBIYHO YCTaHaBNMBaETCA B Havane NognyMa Ans Nokasa Mog
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TakKe CAYKKT KMHO. “Fashion film” — 370 npoayKT kuHemaTorpada, nccneayoumi
mogy B hopme Bnaeo» (Cruchinho et al,, 2022, p. 114).

[. Kyk oTmevaeT, 4To B dhopMmpoBaHme NonynspHo KynsTypsl 1 BKYCOB
BCerfa BHOCUN CYWECTBEHHbIV BKNaA rONVBYACKMIA KiHemaTorpad [T. H. ame-
pUKaHM3aLMs. — B. A], NO3TOMY «HEYAVBUTENLHO, YTO €70 BAUSHWE Ha PELUEHNS,
KOTOPbIE MNOAY NPUHWUMANK B CBA3M C NPUODPETEHEM TOBAPOB VHAYCTPYIN MO,
Ha NPOTMKEHMIM XX Beka Dbl OFPOMHbBIM. HO € TakuM KOAMYecTBOM NoTpebns-
€MON NOMN-KyALTYPbI U LMMPOBOro KOHTEHTa, KOTOPbIN BbINyCKaeTcs ¢ 6ONbLON
CKOPOCTbIO B HallM fIHM, COMHUTENBHO, YTO 3TN CynepTeHaeHUMY B KUHEMATO-
rpade coxpaHsTcs»®.

[lBIxeHVE, BPEMS, PUTM 1 METaMOP(h03a — BEXHbIE 3/1EMEHTbI, KOTOPbIe
CreflyeT UCKaTb B KMHO O Moae. M. Ynuposa nuieT oTMedaeT: «CXOACTBO MEXy
MO0V 1 KMHO MOXHO YBUAETb B VX UHTEPECE K TENECHbBIM NPAaKTVIKaM U ABVEHWIO,
a TakKe B VX N300PaXEHNSX TeNa B AB/KEHM, KOTOPbIE 1OCTaBASIOT BU3Yaslb-
Hoe yaoBonbcTaue» (Uhlirova, 2013b). MasHas uens KMHO 0 Moae — 00beanHUTb
NoBeCTBOBaHYVIE DU/bMa C CO3AaBAEMbIMI IMEHHO OAEKA0N XYAOMECTBEHHBIMI
0bpazamMn KuHorepoes. KpoMe TOro, B MHOIOYMCEHHbIX CBOMX BOM/IOLWEHMNSAX
1 0BNNYNSX KNHO O MO BCerfa CTPEMUTCS CBS3aTb KOMMEDYECKe HTEPEeCs
C pa3BreyeHrem 1 B13yansHoIM yaosonscTemrem (Uhlirova, 2013a, p. 139).

HecMoTpd Ha TO, Y4TO KMHO O MOLE CTPEMUTCH NMONYYUTE NPU3HAHME B pas-
HbIX 06N1aCTsIX, OHO HE OTPULIAET CBOEW NPUHAANEXHOCTN K MOHON NHAYCTPYN,
«B oTanyme OT TUNNYHOTO PEKNAMHOTO 1 MY3bIKaSIbHOTO KNMMNa, KOPOTKOMETpaX-
HOE KIHO O MOfie CTPEMUTCS K BO3MOXHOCTI 00PaTUThCS K MPaKTVKaM B OeX/e,
06beNHNB AN3aliH, CTUNb, TEHAEHLMI 1 HECKOHEeYHble PeCypChl ayAnoBM3yab-
HOMO A3blKa 115 XYAOXKECTBEHHOTO 0003HaUeHNs OyayUero Moapl», — cuvTaeT
C. MNelicamxoBuy. [1py 3TOM 0COBEHHOCTY KOPOTKOMETPAKHOMO M1NbMa O MOae
3aKMI0YAETCA B €0 «3KCMEPUMEHTANbHbIX, TBOPYECKUX, XYLOHKECTBEHHbIX BO3-
MOXHOCTSAX» (Peisajovich, 2022, p. 90), COOTHOCSLLMXCS B TOM YMCAE C ICTETUKOM
©KaHpa HOBbIX Meava» (Manovich, 2001, p. 78).

C KOHUENTyanbHOM TOYKM 3PEHUS KUHO O MOfe OTObpaxaeT KpoCOKaH-
poBbIt 06pa3 xu3Hw. 1. Conoara v /1. [yeppepo BKAtO4aOT B NoHsATHe «fashion
film» kopoTkoMeTparkHble dUAbMBbI, CO3AaHHbIE MPOMUABHBIMI OPraHU3aLVIMu
¥ NepCoHamMK (4oMamyi MOAI, XypHanamu, Av3aiHepaMn 1 pexuccepamu), pac-
npocTpaHsieMsle B ceTW (Hanpumep, B bnorax, Vimeo, YouTube) n npr3saHHble
onocpefoBaTh MOfy, COCPeAOTOYMBLINCH Ha MEPCNEKTMBAX, MOBECTBOBaHMMN,
3CcTeTUKE 1 0OPa3ax akTepoB 3a npeaenamm Mr3NHECKVIX XxapaKTePUCTHK Ofex bl
(Soloaga, Guerrero, 2016, p. 49).

+ Cook, D. (2013). 6 movies you won't believe started iconic fashions. Cracked. https://www.
cracked.com/blog/6-movies-you-wont-believe-started-iconic-fashions (18.07.2024).
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I HWUAXOM BBOAMT MOHATYE «MOMKAHPLI KUHO O MOAE», BblAeNss Tako-
Bble B KaTEropKM B COOTBETCTBUM C TUNAMM PEXMCCEPOB, KOTOPbIE MX CHUMAIOT,
VI PasnMYHbIMK LeNSMU, KOTOPbIX OHM CTPEMSTCS AOCTMYb. Hanpumep, «byTriKo-
BbIVi hunbM» (the boutique film), npegHasHavyeHHbI And MIHTepHeT-MarasuHa,
«pn3ariHepckmin unbm» (the designer’s film), cozpganHbiin An3anHepoM Uam Mof-
HbIM DpEHAOM, «<aBTOPCKWI WA pexiiccepckinii hunsm» (the authored film, the
director’s film) n3BecTHOro pexwccepa 1 «apTxaycHblii durnsm» (the Artist’s Film),
KOTOPbIV SBASETCS MIPOBbIM DUABMOM, D1HAHCKPYEMbIM ODEHAOM 1 BOM/IOWEH-
HbIM 1M3BECTHBIM COBPEMEHHbBIM XYAOKHNKOM (paboTatowmnm 8 0bnacTn UHCTan-
nauMK, BMAeoapTa v T.M.), bnarogaps 4emy oCyLLeCcTBASETCS TBOPYECKIMIA Ananor
KVHO, MOfbl 1 COBpEMEHHOT0 1ckyccTaa (Needham, 2013, p. 107).

A. KpyunHo, H. Haiik, C. Mepeiipa pa3aensioT KMHO O MOAe Ha Tpu Tuna:
«aMbUUMO3HbBIN, B KOTOPOM BbICOKOKaYeCTBEHHbIM MPOAYKT NpeacTaBnseTcs
NONYASPHbIMUW aKTPUCaMU; 3SMOLMOHANBHbIV, B KOTOPOM aBTOP V3 NapannensHoit
apT-CleHbl CO3AaeT CYMBONMYECKOE NMOBECTBOBAHMIE, U SCTETUYECKNI, B KOTO-
pOM TBOpYECKME 3nemMeHTbl NpeobnadatoT Haa nosecTBoBaHeM» (Cruchinho et
al,, p. 115).

ABTOP MOHOrpaduy «d3WH-GUABM: MCKYCCTBO U peknama B UnhpoByio
anoxy» H. Puc-PobepTc KoHCTaTVPYeT B Ka4ecTBe 0COOEHHOCTU siBneHys «fashion
film» HeonpeaeneHHOCTb ero rpaHumL, U PacnibiBYaTOCTb CaMOro MOHATUS, NPYi-
MEHSIEMOTO «K Pa3HbIM TUNam OUNbMOB: OT FONNMBYACKMX XUTOB A0 Manonu3BecT-
HbIX PEKNAMHbIX DOMKOB, OT AOKYMEHTaNbHOMO KMHO 00 MHAYCTPUM MOfbI 10
pa3B/eKaTebHbIX BUAEO, BbIMyCKaeMbIX KpynHbiMKM BpeHaamu. Mapagokc dhatH-
hUAbMa UMEHHO B OTCYTCTBUM HETKUX KPUTEPHEB, HA OCHOBaH M KOTOPbIX MOXHO
FOBOPUTH O NPUHAANEKHOCTH (hrNbMa K 3TO KaTeropum». COOTBETCTBEHHO,
Puc-PobepTc BblgensieT 3aeck cneayoume: peknama; UMbposoi hawH-Grism;
runeppexnaMa 1 MUHN-PUNbM Kak cobbITE; TMOPUAHbIN KOHTEHT — M3LH-DUNBM
1 MYy3bIKanbHbIA KAV, KOHLENTyanbHbli M3WH-GUABM; COKETHbIN D3 WH-DKIbM
(Puc-PobepTc, 2023).

Mpu BCemM pazHoobpasvn knaccudrikaumnii, ChopmMynnpoBaHHbIX 3apyoer-
HbIMW MCCNEeNoBaTENsIMU, OHM HE OXBaTbIBAIOT KPUTEPUEB, HEOOXOAMMbIX N5
npeacTaBneHns KUHO O MOfie Ha TeMaTudecKkmne dhectrusany KMHo. NoaTomy npea-
naraem COBCTBEHHYHO KnaccuduKaLvio, akTyanbHy Npy opradusauny Fashion
Film Festival, B ToM 41cne Npu BblAeNeHMM COOTBETCTBYIOLMX HOMUHALMIA:

1. KopoTKOMeTpaxHble GUnbMbl — peknamHble MUHU-GunbMel: Equ
Sauvage (Chrisitan Dior) ¢ y4actnem aktepa AneHa [lenoHa, Chanel No. 5:
The Film (2005), pexiccep Mapk Jlypman (Bas Jlypman), C y4acTem akTprcsl,
naypeata npemun «Ockap» Hukonb Kuamar (camas goporas peknama,
nonaswas B KHury pekoppos [MHHeca), Bleu De Chanel (2010), pexuiccep —
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naypeat npemun «Ockap» MapTnn Ckopcese, ¢ y4acTnem akTepa, naypeara
npemun «Cesap» lacnapa Yneens, The One (Dolce & Gabbana, 2013), pexunc-
cep — naypeat npemun «Ockap» Maptunn Ckopcese, C y4acTrnem aktepa, nay-
peaTa npemun «OcKkap» MaTTbio MakkoHaxm 1 akTpychl, laypeaTta npemui
«Ceszap» 1 BAFTA CrapneTT Moxarccon, Devotion (Dolce & Gabbana, 2022)
C y4acTueM aKkTpuChl, naypeata npemun «3010Toi rmobyc» lWapoH CToyH,
J'adore Dior (Chrisitan Dior, 2024) ¢ y4acTiem neBuUbl, 1aypeata npemun
«[pPamMMm» PraHHbl.

2. KopOTKOMETpaXHble NrpoBble MUNbMbI 1 My3blKanbHbIE KAMMbI (B T. Y.
rMOPUALI KUHO M My3blKanbHbIX KNvNoB): «Tepanus» (A Therapy, Prada,
2012), pexunccep — naypeat npemun «Ockap» PoMaH MonaHckn, € ydactmem
AKTpUChI, Naypeata KnHonpemnn BAFTA XeneHsl boHem Kaptep, «OaHaxab»
(Once Upon a Time..., 2013), Kapn /larepdensg ana Chanel, ¢ yqacTviem
akTpyicel Knupsl Halitnv 8 ponn Fabpuane «Koko» LLlarens, «PeviHkapHaLys»
(Reincarnation, 2014), Kapn /larepdensa ang Chanel, ¢ y4acTviem nesla, kpe-
aTVIBHOTO AVPEKTOPa MYXCKON nuH1K Louis Vuitton ®appenna Yvunbsmca
1 cynepmoaeni, aktpucel Kapel [denesytb.

3. [lokymeHTanbHble GUABMbI C MCTOPUAMY BPEHAOB (AM3aliHEPOB) UK
CO3AaHNS KONNEKUMIA, NOTOTUNOB, C OIKCTENmKEM NepdOPMaHCOB Un
nokasos: «Hapacnauwky» (Unzipped, 1995), pexxuccep [lyrnac Kus, dunbm
0 nokase au3aiHepa Aiizexa Mun3paxu C ydactnem cynepmogaeneit JInHasl
EsaHrenncTsl, Haomu Kamnbenn, Cunan Kpoydopa, Kelit Mocc, «CexpeTsl
Narepdensaa» (Lagerfeld Confidential, 2007), «Oronb KpucTtnana /lyby-
TeHa» (Feu: Crazy Horse Paris, 2012, dunbm 8 hopmate 3D), The world
of Monsieur Dior in his own words (Christian Dior, 2020), «/icTopus bpeHaa
Vladislav Ananishnev» (2024, 000 Mocknactep 1 AHO BO TUTP), Diane von
Furstenberg: Woman in Charge (Diane von Furstenberg, 2024), «<HopcosH»
(Norsoyan, 2024, lpaH-npw knHodectreans La Boheme Cinema 2024).

4. TlonHOMEeTpaxHbIe XyNOKeCTBEHHbIE MLUNbMbI (1 cepransl), rae Moae
WY CTUNU3auUnK yaeneHo ocoboe BHuMaHue: «[1aTbild anemeHT» (The Fifth
Element, 1997) (nereHpapHblii av3aiiHep Xaw lNonb [0Tbe co3nan bonee
5000 3CKV30B KOCTIOMOB, TMYHO NPOBEPsis 0Opa3 Kaxaoro aktepa nepeq
€0 BbIXOAOM Ha CbeMOYHYI0 nouaary), «Cexc B 6onblioM ropoae» (Sex and
the City, 1998-2004), «[lbsiBon HocuT Prada» (The Devil Wears Prada, 2006),
«Llonoronuk» (Confessions of a Shopaholic, 2009), «CeH-/TopaH. CTunb — 370
s» (Saint Laurent, 2014), «[lom Gucci» (House of Gucci, 2021), «<baptu» (Barbie,
2023).

5. Mpouue (HeobxoamMble MO MEXAYHAPOAHBIM 0bbIYasM Ae10BOr0 060-
poTa A5 MeXAYHaPOAHbIX KUHOMECTUBaNEN).
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MEXAYHAPOAHAA TEPMUHONOI U4,
OTHOCALLAACA K KWHOPECTUBANIAM

LinTrpoBsasluasics Bblwe PoiceBa Nof KMHOMECTUBANEM NOHMMAEeT «exe-
rofiHoe KNHOCODbITUE, OAHOW 13 LieNel KOTOPOro ABASETCS AEMOHCTPaLMS hub-
MOB 3PUTENBCKON MNM MPOMECCMOHaNbHOM ayauTOPUM KMHeMaTorpaducTosy.
Viccnenosatesb TakKe MCNONb3YeT NMOHATYE «KNaCCUYECKre KNHOMECTIBaNNY,
KOTOPbIE «OTANYBIOTCS HaNMUYNEM KOHKYPCHbIX TPOTrPaMM, XKIOPH, AEHEXHbBIX UK
NPOCTO NAMSATHbIX MPK308B B BI1AE CTATY3TOK, Y KOTOPbLIX €CTb MUCCKS 1 CTpaTer s
NPOBEAeHNs, OfINH UV HECKONBKO YE/10BEK KypaTOPOB, PYyKOBOAWTENel hecTu-
Bafs, KOTOPbIE OTBEYAIOT 3a Ka4ecTBO NpoBefeHns CMOTPpa nepes napTHepamuy,
CNoHCOpaMu 1 3puTenamiu» (Peicea, 2022, ¢. 98).

Hepenko y4eHble He pa3aenstoT NOHATUS «KNaCCUYeCKUi KHOMEeCTBa b
1 «MeXAYHaPOAHBIN KUHOMECTMBaNbY, T. K. CTapellnM KUHOMECTMBaneM sasns-
eTca BeHelnaHCKuiA, co3nanHblii B 1932 roay € Uensio B T. Y. Nonynspusaumm
UTanbAHCKOM KynbTypbl 1 kKO (Vallejo, 2020, p. 4) kaK 13HavYanbHO MeXayHapoa-
Hoe cobbiTue.

BbICKaxeM NpeanonoxeHye, 4To HasBaHVe 0DCYKAAeMOro B CTaTbe KOH-
LeMnTa — 3TO TONBKO MaPKETVHIOBbIN XOf C LIENBIO MPYBAEYEHNS €ro Y4acTHIKOB,
1 emMy He CTOUT yaensTs 0Coboro BHYMaHWs. OaHaKo B COOTBETCTBUY CO CT. 54
K PO «HanMeHoBaHe HeKOMMEPYECKOV OpraHm3aLii 1 B MPeaycMOTPEHHbIX
3aKOHOM C/ly4asx HavIMeHOBaHMe KOMMEPYECKON OpraH3aLmny OMKHbI coaep-
aTb YKa3aHMe Ha xapaKTep AeATENbHOCTY HOPUANYECKOTO NVLa@», Py 3TOM B CT. 2
defepantHoro 3akoHa ot 12.01.1996 . Ne 7-03 «O HeKOMMepYeCKMx OpraHm3a-
LMSX» YKA3aHO, YTO TaKOBbIE «MOTYT CO3AaBaThCs A/ AOCTVIKEHNS Pa3NUYHbBIX
LENEN, BT. 4. KyNbTYPHbIX, 00pa30BaTenbHbIX, YAOBNETBOPEHMS AYXOBHbIX 1 UHbIX
HemaTepuanbHbIX MOTPEOHOCTEN rpaxaaH, a TaKKe B MHbIX LIENsX, HanpaBneHHbIX
Ha AOCTVKeHVEe 00LLEeCTBEHHbIX bnar» (Poccuiickas Genepauns, 1996). B HekoTo-
POM MPUOAVIKEHNM, NCMONb3YS aHanoruio npaga (CT. 6 'K Pd), Mbl Toxe cimTaem
BaXHbIM KOPPEKTHOE OTPaXKEH e xapaKTepa (CyTu, KOHUenunu) AesTenbHOCTH
hecTrBans B ero HasgaHuu. (370 He ABNFETCH OCHOBHbLIM AOBOAOM B MNOAAEDMKKY
BbICKA3aHHOIO HaMV CYXXIEeHVIS, HO, TeM He MeHee, NoAYepKMBaeT ero 060CHO-
BaHHOCTb.)

K. BaH pep /lnHaeH hopMynvpyeT cneayollee cyxaeHmne: «pecTrBans
“Fashion in Film” 8 /loHgoHe He Ha3biBaeT cebs KoHkpeTHO “fashion film festival” —
TEPMUHOM, KOTOPbIV CTan MOMNYASPHBIM A MHOTVX APYTUX hecTnBanell, CBs3aH-
HbIX C KHO 0 Moge (opur. “fashion film-related festivals”). [lericTBUTENBHO, “Fashion

in Film” (BykB. “Moaa B KMHO”) OXBaTbIBaeT ropa3ao bonee WMpoKKi CexkTp humb-
MOB, YeM Te, 4TO CerofiHs 0bbIuHO cumTatoTes “fashion films” (bunbmamn o Moae)»
(van der Linden, 2017a, p. 191).
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MpoBO/AS aHANN3 PbIHKA, Mbl HALUAW B APYIO/ chepe UCKYCCTBA — My3blke —
nofnobHoe pasaenerie decTnBaneli KMHO O My3biKe, OTPaXatoline X CyThb 1 KOH-
uenuuio: Music Film Festival («Parma International Music Film Festival» 8 Vitanuu),
Film Music Festival («The International Film Music Festival»), Film & Music Festival
(«Ischia Global Film & Music Festival» B Tanuu), Music and Film Festival («Annual
World Music and Independent Film Festival» (WMIFF) 8 CLLIA). 310 cBraeTenscTayet
0 HanV4Umn B Mrpe NoTpebHOCTN B CNeuman3npoBaHHbix GecTnBansax faxe
B peaenax oHon TemaTuKm®,

YTO KacaeTcst PYCCKOro s3blka, TO NePeBO/ C aHMMUICKOrO NoHATUS «fashion
film festival» BO3MOMEH B HECKONbBKYIX MHTEpRpEeTaLMsx: (hecT1Bans MOAHOIO KUHO,
KrHoMeCcTVBanb 0 Moge, PecTviBanb KMHO O Mode / BUNbMOB O MOfE, MOAHbI
(becTrBanb KMHO, MOAHbIA KNHOMECTVBaNb. B DeCTVBaNbHOM NPaKT1Ke TEPMUHSI
3TV MOTYT BapblpOBaThCS; B LIENIOM OpraHn3aTopsl hectusanei kKuHo o Moae
KBaNMMVILMPYIOT CBOM NPOEKTbI N0-pa3HoMy. Mbl NpefnaraemM UCnons30BaTh [18a
onpepaenenus: «hecTnBans KUHO O MOAE» U «MOAHbIV KHOMEeCTUBaNb» — KaK
Havbonee yCTOSBLINECS B POCCMIICKOM Ae/10BOM 060pOoTe. [1p1n 3TOM NOHATHS
«hecTrBab KMHO O MOAE» U «MOfHbIN hecTrBab» COMNacyioTcs C NpeacTaBneH-
HOW B MpeaslaylleM pasaene knaccudyvikaumein KUHO o Mofe. Pedb 06 3TOM CooT-
BETCTBUW MONAET HUKeE.

Bonee 50% npoaHanv3npoBaHHbIX GecTMBaner KMHO O MOAE NPOXOAMUN
B My3esiX, XyJOXKECTBEHHbIX ranepesx 1 apT-LeHTpax UK B KUHOTeaTpax 1 cuHe-
MaTeKax. ITOT BbIbOp MOKa3blBaeT LeNb — NpUbAN3UTL KMHO O MOAE K Xy[oxKe-
CTBEHHOMY BbIPKEHWIO 1 OTAANNTb X OT YUCTON PeKamsl, MPUHSAB rMbPUAHYIO
npupoay 1 NPeAcTaBMB Kak COBEPLIEHHO HOBbIV 0OBEKT. [lyMaeTcs, 4To dhecTu-
BanV KMHO O MOAEe CTPEMATCS K MPU3HAHMIO He TObKO B KayecTBe KMHOoMeCT-
Banew, HO 1 B Ka4ecTBe «TBOPHECKMX XYAOMECTBEHHbBIX CODbITUI» (Seixas, 2017).
decTnBany KMHO Aat0T OUEHKY XYAOMECTBEHHON LEHHOCTY MOAHbIX <KOPOTKOME-
Tpaxek». Myseu, ranepen, hecTrBani, KOHKYPChI, y4ebHble 3aBefeHNs, a Tarke
KPUTMKa AeCTBYIOT Kak NErvTUMM3VPYIOLLME aKTOPSbI.

decTrBanu KMHO O MOAe CnefyeT OTAnYaTs OT GecTnBanein Npou3Bo-
aviTenen peknambl (v peknamHblix pectrusaneil, Taknx Kak MexayHapoaHsiv
hecTmBans TBOpYECTBa «KaHHCKMe NbBbi» / Cannes Lions International Festival of
Creativity), a TaKke OT MBEHTOB C MOKa30M Pa3Ho0bpasHoK peKnamsbl (Hanprmep
Hoyb noxupatener pexnamsl / The Night of the AD Eaters asTopcTBa XKaHa-Mapw
Bypcuko, Jean-Marie Boursicot).

° Tak, HanpvMep, B pamKax MHAYCTPUW MOAbI MHTEPEeCHbI Obinv Hbl GecTrBan K1Ho, NOCBS-
LEHHbIE BU3aXY/rprMy.
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BUAbl KWHODECTUBANEN

Onupasch Ha POCCUIACKIE 1 3apyDeXHbIe CCNEN0BaHMS, Npeanaraem cne-
AytoLLyto KnaccudukaLmto hecTnsanei KnHo:

1. o UCTOYHWMKY (DUHAHCUPOBAHNS 1N TOCTIOAAEPHKKE:
1.1. He3zaBucumele;

1.2.TocynapCTBeHHbIE (NoMy4eHe hVHaHCOBOW 1 aAMUHMCTPaTUBHO
NOAAEPXKKM OT rocyAapcTaa).

2. o oTHOWeHMIO K NpoteccroHanam oTpacu:
2.1. iHgycTpranbHble (MHTepecHb! Ansd npodeccuoHanos):
2.1.1. PectnBany 4ebIOTHOMO KOHTEHTE;
2.1.2. CryneH4eckue,
2.1.3. Apyrine cneunanv3npoBaHHble.

2.2. 3puTensckue (Ans WUPOKON NybaviKm) dhectnsany, B CBOK O4e-
pefb, PAa3AensoTCs No TeMaTnkaM (TemMaTryeckme hectmusanm):

2.2.1.MpaBocnasHble KnHodecTnBany,
2.2.2. DecTtBanm AETCKOrO KOHTEHTA,
2.2.3. DeCcTVBany C KOHTEHTOM, CAENAaHHbIM AETbMU;
2.2.4. JKonorvyeckue;
2.2.5.CnopTvBHbIE;
2.2.6. TypucTryeckue,
2.2.7.0bpa3osaTenbHble;
2.2.8. VIHKNO3VIBHbIE;
2.2.9. BoeHHble 1 NaTpuoTH4ecKme,
2.2.10. KnuHo o mopge;
2.2.10.1. MoaHble KnHodecTVBany,
2.2.11. My3bIKanbHbI€;
2.2.12. TeaTpansHble;
2.2.13. TaHUeBansHble, xopeorpacduyeckue (B T. 4. baneTHble);
2.2.14. Victopnyeckue;
2.2.15. 3THN4YecKne;
2.2.16. KynuHapHbile;
2.2.17. Bnzaxa;
2.2.18. MonogexHsle;

HAYKA TEJIEBUAEHUA 20 (4), 2024 160 THE ART AND SCIENCE OF TELEVISION



2.2.19. CemerHble;
2.2.20. eHckuie;
2.2.21. PeknamHble;
2.2.22. Apyrue.
3. [0 yHacCTMIO MHOCTPaHHbIX CNeLVanmCcTos:
3.1. MexxgyHapoaHbile;
3.2. HauyoHanbHble (BKAOYas BCepoccuiickume);
3.3. PervioHansHble, pecnybnmrKaHcKme,
3.4. MexpervoHansHble.
4. Tlo onUTEeNbHOCTU KOHTeHTa:
4.1. KOpOTKOMETPaXHbIE;
4.2. TlonHoMeTpaxHble.
5. Mo cnocoby cozpaHms KOHTeHTa:
5.1. AHVMAUNOHHbIE;
5.2. TTNeHOYHOro KNHO;
5.3. lpyrue.
6. 10 HanV4MIo XIopK:

6.1. be3xtopu (3geck 1 MecTnBanu ¢ Bblgayeit AMnaomMa y4acTHm1Ka
6e3 yKazaHVs HOMUHAUWN);

6.2. Be3 iopw, HO CO 3PUTENBCKMM FONOCOBAHVIEM (OHMAMH M Np.);

6.3. C k10U (C OTAENBHON LIepeMOHMEN HarpaxaeHs N5 naypeaTos
vinu 6e3 Hee — OTNPaBKa AMMNAOMOB N1aypeaTos No NouTe);

6.4. CHOPY 1 3pUTENBCKIAM MON0COBaHVEM (OHMaMH 1 Np.).
7. Tlo neproamMyHOCTV MPOBeaeHNS:

7.1. BxxerogHble;

7.2. BuenHane (pa3 B aBa rona);

7.3. TprieHHane (pa3 B Tpu roaa.
8. T1o onTensHOCTM NPOBEAEHUS:

8.1. KpaTkocpoyHble (oo 14 aHelt);

8.2. CpefiHecpoUHsble (14-31 aHeln);

8.3. [lonrocpoyHble (0T 31 AHS).
9. Tlo chopmaTy npoBeaeHus:

9.1. OHNaH, oddnaiH N KOMOUHVPOBAHHbIE;
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9.2. C penosovi nporpamMmmMol 1 6e3 Hee,
9.3. C uepeMoHrviel HarpaxaeHuns 1 6e3 Hee;
9.4. C BbICTABOYHOW 4aCTblo (3KCno3nuuen) 1 6es Hee;
9.5. BbiCTaBka, spMapka, Hegens (Hanpvimep, Heaens k1MHo), kapHaean,
9.6. ipyrue.
10. T1o BKMOYEHNIO B NEpeYHU:

10.1. TocypapcTBEHHblE NepeyHn (B T. 4. Nepeyerb KHohecTBanen
MuHKynbeTYpbI Poccum v np.);

10.2. HerocynapcTtseHHsle nepeynu (FilmFreeWay, FestAgent, Allevents
Vi np.).

11. Mo Hanvyuto npmsa:
11.1. C peHexHbiM(1);

11.2. C HepeHeXHbIM(M) (MbroTamu Ans y4acTu1s B Apyrux hectrsans,
CTaTyaTKamu 1 1p.).

12. o Bnaam KoHTeHTa:
12.1. [lokyMeHTanbHble;
12.2. XyaoxecTBeHHbIe (BKtOYas UrpoBble);
12.3. [ipyruie (Hanpuvimep, y4ebHble).
13. Mo NPECTKHOCTY (aBTOPUTETHOCTU), «DEeCTUBaNbHAs MMpaMuaa»;
13.1. epBblIli KNacc (B T. Y. KNacc «A»);
13.2. Bropoi knacc (B T. 4. knacc «B»);
13.3. TpeTuii knacc (B T. 4. knacc «C»);
13.4. YeTBepTbii Knacc (B T. 4. knacc «Dy).

Heo6xo,qm MO 3aMEeTUTb, 4TO OMH d)eCTMBaJ'Ib MOXET OAHOBPEMEHHO UMETb
MPVI3HaKK HECKOTbKX BUAOB.

Ha nHayCcTpransHbIX U HEKOTOPbIX 3pUTENBCKYX (DeCTVBaNsX MPUHATO BPY-
4aTb Harpafbl, KOTOpble MOMOTatoT BbIAeNATh NyyLye paboTsl, HTO, B CBOKO OYe-
pefb, ABASETCH ANS UX co3aaTeneli CounanbHbIM AMMTOM.

decTrBanell KOPOTKOMETPAXKHOTO KUHO 3HAYNTENBHO DOMbLLIE, YeM aHaso-
TUHHBIX MEPOMPYIATIN, HaLeNeHHbIX TONBKO Ha NONHOMETPaxHble paboTsl. «Cyle-
CTBOBaHVE KOPOTKOMETPaXHbIX (hecTrBanelt HalyioHanbHOro KUHO roBOPUT
00 aKT1BHOM (haze }M3HW HaUMOHaNbHOM KHemaTorpadun» (Peicesa, 2022, c. 102).

DecTBanyi KVHO O MO[1e OXBaTbIBAIOT BECH CMEKTD (DMNbMOB, NMOCBSILLEHHbIX
Mofe (KMHO O MOfle, COMMacHO Halen AedUHULMN, AaHHON BbILE) U HE TOMbKO:
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«MO[HbIV KMHOMeCTMBanb» (M. 2.2.10.1), onpeaenexHvie KOTOPOro Mbl BBOAMM
B HacTos el cTaTbe (MogpobHee CM. lanee), sBSeTCs YacTHbIM ClydaeM «hecTn-
Bans KMHO 0 Mode» (M. 2.2.10).

decTnBany KMHO O MOfle MOXHO pacCMaTpyrBaTb KaK aBaHrapfHble,
y3KoCneunan3npoBaHHble, H1WEBbIE, BO3HUKLIVE B paMKax LMMPOBON peBo-
NOUVIM; 4aCTO OPraHu3yioTCs Npexe BCEro AN Npusiedenns s3HameHnTocTen
1 penpeseHTaumn HpeHAoB KNacca «MoKCe». [MaBHOW LeNbto 3AecCh 0CTaeTcs
BCTpeya npodeccroranos MoAbl 13 pasHbix obnacTeit (pexviccepos, hoTorpa-
(OB, XKYPHANUCTOB, MANIOCTPATOPOB, AV3aNHEPOB), CAVSHWE MOALI U KMHOMUC-
KYCCTBa, a Takke Gopma MexayHapoaHOrO NPK3HaHKS PEXMCCePOB, Co3haHme
HOBOW (hOPMbI KMHOMPOU3BOACTBA. «BaXXHO OTMETUTB, YTO MECTVBaNU KMHO
0 MOfe OpraH130BaHbl MO CUCTEME KNaCCUYECKMX KUHODeCTBanen, Ho ¢ aobas-
neHneM HoTKM “rnamypa’ 13 M1pa MOfbl 1 XyA0KECTBEHHOW COCTaBAAOLLEN XYA0-
KECTBEHHbIX BbICTABOK. C TOUKM 3pEHUS KMHOMHAYCTPUM OH 0BbIYHO 0bbeanHseT
npucyTCTBMe “3B€3A", KUHOCMOTP, “TNamyp” KPacHbIX AOPOXKEK U LIePeMOHWMI»
(Seixas, 2017). CornacHo Celiwac, MHeHMe KOTOPOW NprBeaeHo Bblle, KpuTe-
pYSMM TUNONOMM3aLMK hecTnBaneit KHO 0 Moae MOTYT ObiTb Kak (hrbMbl, TaK
1 Camble pasnnyHble MEPOMPUSTUS, a TAKKE ayanTOPUS 1, HaKOHEL, BPyYaeMble
Harpagbl. KnHo Ha dectrBansx pasnensercs Ha peknaMHoe 1 KUHO O MOJe.

decTrBaNb KUHO O MOfle CTUMYAVPYET 3puTenel B3arumMoaencTeosaThb
C MOZIHbBIM KOHTEHTOM 1 NOABEPraTh €10 KPUTUYECKOMY OCMBICAIEHIIO, YTO, B CBOHO
o4epefb, BAOXHOBASET Ha Co3aaHvie 60/1ee CIOKHOM, NPOBIEMHOIO KOHTEHTa.
B uenu checTviBanei K1MHo 0 Moae BXOAWT NPOBeaeHI e 1CCAef0Baryii 1 «0by4e-
HVIE» aYAUTOPVIM NOHUMAHWKD MO/bl VI KMHO KaK B3aVIMOCBS3aHHbIX KYN5TYPHbIX
ABMEHNI. BONBWIMHCTBO ECTMBANEN KMHO O MO/E BKAOUAOT 3M1eMeHTbl obpa-
30BaHMs, TaKMe Kak NaHensHble arcKyccuu, public talk n MacTep-knaccel, 8 To xe
BpeMs 0ObEeVHSS MOKa3sbl C «BEYEPUHKaMU» B CTU/bHbBIX SToKaUMsx. [oaobHbie
CODBITHS CO3AAI0T BO3MOXHOCTM [I/15 HETBOPKIMHIA.

B TO Bpems Kak hrnbM 0 MO VIMEET HEN3DEXHOE KOMMePHYECKOe K3Mepe-
Hue, (DeCTVBaNb KUHO O MOAE B PaBHOM CTEMeHW NOAYEPKMBAET XYNOKECTBEHHbIE
€ero KayecTsa. LiepeMoHus HarpaxaeHs MYHKUMOHVPYET KaKk MaTepranin3oBaH-
HOE «NOATBEPMHAEHNE» TOTO, YTO KMHO O MOAE eCTb (hOPMa MCKYCCTBA, yBeNM41Bas
TeM CaMbIM €ro 3Ha4YMMOCTb U BbIBOAS 3@ PaMKM UCKMNOYUTENBHO KOMMEPHYECKMX
Lenen. dectrBanb KUHO O MOfIe KaK «amMypHOe» CODbITIE 11 B TO Ke BpeMs TBOP-
Yeckas nnatopmMa Ans MHTePaKTVMBHOIO MO3rOBOrO WTypMa O ByayllemM Takoro
KMHO MO3BONSET NOAHMMATb OCTPblE 3TUYECKME BOMNPOCH], He Tepss Npy 3TOM
NpUBMEKaTENBHOCTI CamMoro obpasa Mofbl, NPeACTaBNeHHO B hunbmax (van der
Linden, 2017b, p. 195).
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3APYBEXXHbIE ®ECTUBAIN KNHO O MOJE

B 2006 roagy nosisunock cpasy 2 dectusans. «You Wear it Well Festival» —
«Tebe 3T0 K NKLy» — eXeroaHbii pecTnsans KOPOTKOMETPaXKHbIX GUNBMOB
1 BUAEO, KOTOPBIV «MCCnedyeT NnepeceyeHme KUHO C MOAOM, KpacoTon v CTUnem»
1 kypuipyeTcs bnorepom [lnaHol MNepre (Diane Pernet). «3Tu Tembl TpaaAnLMOHHO
HbInM 06MacTblo HEeNOABMKHOM hoTorpaduy 1 peaKo BbiNv XapakTepHbIM 3ne-
MeHTOM dunbMa. OfHaKo ¢ nosiBneHneM VIHTepHeTa U ApYriX HOBLIX CNOCOOOB
KOMMYHVKaUMV MEXAVCUMNNVHAPHbIE MOAXOAbI K KOPOTKOMETPaXHbIM (b-
MaMm Temnepb HauyMHatoT HaxoAUTb BCe DOMbLIYIO ayanTopuio»S. decTrBanb aebio-
TnpoBsan B Jloc-AHmxenece B CineSpace 8 2006-M. B ceHTs6pe 2007 roaa B oTene
Tribeca Grand Hotel (Hbto-Mopk) nporpamma «You Wear it Well Festival» npoxoguna
B pamkax exerogHoro dectunsans «UnHollywood Film Series», oprannsosaHHoro
KypHanom Paper’.

B mae 2006 roaa B /loHi0He, B The Horse Hospital, 6bin ocHoBaH «Fashion
in Film» — «Mofia B KMHO» — BbICT@BOYHbIN, MCCNeA0BaTeNbCKMI U 0Opa30Ba-
TeNbHbIM NPOEKT. B HacTosee Bpemst basupyetcsa B Central Saint Martins, 4acTu
University of the Arts London, KoTopeiii Takke TecHo cBsizaH ¢ London College of
Fashion. KoruenT decTnBans — «He TONbKO AeMOHCTPaLMs GUABMOB 1 BI1EO,
KOTOPbIE 3BOMOLMOHMPYIOT BMECTE C MO0V 1 OAEXKAON, HO 1 1CCNefoBaHme
pa3HOOOPa3HbIX 1 PA3BMBAOLLMXCH OTHOWEHMIN MeXAY MO0V 1 KMHO». B OCHOBE
MUCCUM MPOEKTa NexaT 1ccnefoBanus MOAbl B COMETaHUN C WIPOKOMacLTab-
HbiMV AebaTamm O sBerHuM. [Tporpammel ecTrBansg onmpatoTcs Ha boraTyto
MCTOPUIO KMHOODOPa30B 1 00beNHSIOT AOKYMEeHTaNbHoe K1HO (06 UcTopumn
BpeHaa UNv NMYHOCTY An3ariHepa) U KMHO O MOAE, PEKNaMy, KMHOXPOHMKY, CTY-
AeHyecKoe, NebTHOE 1 3KCMepUMEHTANbHOE KUHO, a TaKkKe KnacCcu4ecKue
1 3a0bITble OKEMYYIKVIHbBI» €BPOMENCKOro, aMePUKaHCKOro 1 MUPOBOTO K1MHEMa-
Torpada. CocpegoTOuMBLINCE Ha MOfE U KMHOKOCTIOME, ecTnBans CMellBaeT
MUPbI CUHEDUAVN, MONYASPHONM KyNLTYPbI, AV3aiiHa, MCKYCCTBa U aHAerpayHaa,
0bbeanHAs NoKassl C NekumsMu, becegamu, MEPONPUATUSAMI 1 CRELManbHbIMI
npoexTamu u, ¢ 2006 rofa, raCTponvpys Ha naolaarax Myses aBrxyLWerocs 1n3o-
EpakeHunsa B Holo-Mopke, ApHonbduHy B Bpuctone, JaTcKoro MHCTUTYTa KUHO
B KoneHnrareHe, Kino Svetozor B lNpare 1 bueHHane Mode 8 ApHeme. Harpaapl
Fashion in Film He npucyxnaeT®,

5 Pernet, D. (2006). You Wearit Well'sfirst prize winnerin Copenhagen was Jeremy Scott’s Starring. ..
ASVOFF. https://ashadedviewonfashion.com/2006/08/14/you_wear_it_wel-10/ (16.07.2024).

" Cwm. Krentcil, F. (2007). You wear it well is swell. Fashionista. https://fashionista.com/2007/09/
you-wear-it-well-is-swell (16.07.2024), McMullan, P. (2007). Patrick McMullan Archives. Gettylmages.
https://www.gettyimages.com/detail/news-photo/kim-hastreiter-and-henny-garfunkel-
attend-unhollywood-film-news-photo/609525470 (16.07.2024).

& Fashion in Film. (2024). https://www.fashioninfilm.com/ (16.07.2024).
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B 2008-m 6norepom [maHoii MepHe (Diane Pernet) ocHoBaH decTrBant
«A Shaded View on Fashion Film» (ASVOFF) — «B3rnsa Ha d3WH-OrabM CKBO3b
TeMHble O4KM» (MprBeaeH NepeBof U3 UCToYHKKa H. Puc-PobepTc, 2023). Mpe-
Mbepa exerogHo npoxoauT B [apwxe (Main Venues), nocne Yero nokas npoaosmka-
€TCS B BEAYLLMX MUPOBbIX MY3€5X, KyNBTYPHbIX YIPEXAEHUSX V1 Ha MEPOTPUATMSX
B cchepe Mofbl v KMHO (Satellite Venues). dopmMaT: KMHOMECTVBaNb C MOKazaMi
bVbMOB, BbICTYNNeHUsAMY, VIP-rocTsMu, BbICTaBKaMK, KOHMEpeHUMsaMU, Beve-
PVIHKaMU 1 npr3amMun. Kak nuwyT OCHOBATENW, OH «POAMACS 13 MOTPebHOCTH
XyAOXKHVIKa MPUBOAWTL MOAY B ABVIKEHWe. bnarofgaps Marvin KMHO AMHaMUYHble
npeanpuHUMaTeny MCNOAb3YIOT BMPYCHYIO C1y buabMa Ans KOMMYHMKaLUWN
H6peHaoB 1 Npoaaxn NpoayKTos»®. Kaxabld BbINYCK (Ce30H) KnHodecTBans
BbIOMpaET HOBOIO pyKOBOAMTENS (Mpe3naeHTa), Cpean KOTOpbIX — AM3anHepsl
C MVPOBbIM MMeHeM: XKaH lMonb [oTbe (Jean Paul Gaultier, ASVOFF 8), [ipvic BaH
Hoten (Dries van Noten, ASVOFF 7), Puk OysHc (Rick Owens, ASVOFF 2), Xan-lWapnb
[e Kactensbaxak (Jean-Charles de Castelbajac, ASVOFF 14, ASVOFF 16). B »xtopw
BK/IOYAIOTCS M AeATenn 13 apyrux cdep, B T. 4. KOMNo3nTop 1 nesel [hxen-[hxei
Moxarcon (Jay-Jay Johanson, ASVOFF 14), kuropexwccep 1 otensep Xar-Meep
Mapya (Jean Pierre Marois, 6perg Les Bains, ASVOFF 8).

B uenom ASVOFF cyvTaeTcs OHMM 13 Cambix MPECTWKHbLIX decTrBanei
KVHO 0 Mofe (puc. 1).

3 anpens 2010 rofla B paMKkax ABafUaToro 1obuneHoro cesoHa «Russian
Fashion Week» (RFW)' 8 KoHrpecc-xonne LieHTpa MexayHapoaHO TOProsam
B Mockge npouna cneynansHas nporpamma ASVOFF 2, BrkntodvBlas bonee
50 NokasoB W Npe3eHTauWi BefylWux An3aliHepoB He TonbKo 13 Poccuu,
HO 1 13 BenukobputaHuu, Utanuu, benapycu, ctpax Mpubantukm v ap.tt laHHoe
CobbITME, O[IHAKO, HENb3s NPU3HATL peann3alnein NoaHom oduLransHOM Npo-
rpamMbl hecTrBans Ha TepPUTOPUIN POCCHI: 3TO BbINO N1LLIL Pa30BOE BblE3AHOE
(racTponsHoe) meponpuaTue (Satellite Venues) 6e3 y4acTus Bcex opraHn3aTopos
1 6e3 BblAa4y NpefycMOTPEeHHbIX Harpaga/avnaoMos.

° ASVOFF. (2024). History. https://www.ashadedviewonfashionfilm.com/history (16.07.2024).

O RFW ocHoBaHa B 2000 ; ¢ 2011 rofa BMECTO Hee TOM e KOMaH/0M BO mase C ANeKcaHaApOoM
Lymckmm cTana nposognTecs Mercedes-Benz Fashion Week Russia / MBFW Russia, ¢ 2022-ro —
MockoBckas Hegens Mofbl, ¢ 2023-ro — BRICS+ Fashion Summit.

! TribaSpace. Russian Fashion Week. (2010). A shaded view on fashion film. https://www.
tribaspace.com/en/calendar/958--a-shaded-view-on-fashion-film-asvoff-russian-fashion-week
(28.07.2024).
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Puc. 1. lnana NMepHe, ocHoBaTeNbHULA, U XaH Monb loTbe, Npe3ngeHT decTtuBans
«A Shaded View on Fashion Film». ASVOFF 8, ueHTp Nomnugy, Napwx, 2015.

Fig. 1. Diane Pernet, Founder, and Jean Paul Gaultier, President of A Shaded View
on Fashion Film festival. ASVOFF 8, Centre Pompidou, Paris, 2015

B 2012 roay ocHosaH «Berlin fashion Film Festival» (BfFF) — «bepnvHckuii
(becTvBanb KUHO O MOAE», KOTOPLIV «MPY3HAET, MPUHNMAET VI BO3HArpaxaaeT
OTNIV4HbI OPEHANPOBAHHbIV BUAEOKOHTEHT, MOCBALLEHHbIN MOAE, 00pasy XU3HN
v pockolm». C kapabiM Bbinyckom BfFF npeacTaBnseT KMHOMPOAYKLUMIO 136paH-
HbIM TMLAM, MPVHUMIOWMM PEWEHUS B MHOYCTPUSAX PEKNAMBbI, MObl U KMHO.
B 2016-M BepnnHcknii dectrsans MOAHOMO KMHO BNEepBble PacLinpyi CBOIO MPO-
rpammy, BKMtOYMB B Hee ABa AHS NeKUMiA, TeMaTUYecKux UCCNefoBanyii, Nanenb-
HbIX IMCKYCCUIA, MaCTeP-K1aCcCcoB, KMHOMOKA30B U MH. fp.

2013-11 661 0TMedeH co3pannem «London Fashion Film Festival» (LFFF) —
«JTOHAOHCKMI ecTrBab KMHO O Moge». B To Bpems kak «Fashion in Film» 8o3HuK
13 aKaeMM1YeCKOo Cpedbl 1 IMEET CBOeN MaBHOM LieNlbio COBMECTHOE M3yYeHLe
VI MCCnefoBaHmne CBA3M MeXxay MOAOM 1 KMHO B pamKax NyoanyHbIX AVCKYCCUiA
v naHenew, LFFF 6bin co3fal npodeccroranami Kak U3 MHAYCTPpUM MOofbl, Tak
VI 13 KUHOMHAYCTPUY; CBOEN 3afja4ell CTaBuT 0bbearHeHne «Hanbonee Sprux
npefcrasuteneit obenx MHAYCTpUI A4Ng AEMOHCTPaLMM TBOPYECKMX TanaHToB
KaK MECTHBbIX, TaK 1 3apybexHbIx. OH NOCBALIEH NPa3AHOBaH IO OObeAVIHEHHOTO

2 /icTouHuK  n30bpaxeruns cM. / See the image source: https://www.messynessychic.
com/2020/06/24/our-date-with-diane-pernet-the-internets-first-high-priestess-of-fashion/
(11.12.2024).

2 BfFF. (2024). About. https://www.berlinfashionfilmfestival.net/about (16.07.2024)
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VICKYCCTBA KMHO 1 MOfbl B Of[HOM 13 BaXXHENLIMX MUPOBBIX LIeHTPOB MOAbl — /10K-
[OHe»™. decTnBanb faeT BO3MOXHOCTb B3MSHYTb Ha 3Ty Konnabopauuio ¢ pas-
HbIX CTOPOH: OT JOKYMEHTarbHbIX GVAbMOB, (DUIBMOB O MOAE, KOPOTKOMETPaXKeK
0 Mofe v hUABMOB, Ha KOTOpPbIe NOBAVANA MOAA, 10 (PUNBMOB, KOTOPbIE OKa3any
BAVISIHME Ha Camy VIHAYCTPUIO MOABI.

B 2014 roay Habpano o60poT hecTnBanbHOe ABMKEHME MO NPOABMIKE-
HVII0 KMHO O MOfE Kak 0coboro noaTvNa MecTrBans KUHO: BbIN0 MHNLMMPOBAHO
[ecsiTb HOBbIX hecTnBanei. CornacHo AaHHbiM, CObpaHHbIM B nepurof ¢ 2015
no 2017 roabl, MK hecTnBanei KnHo o Moae nputiencs Ha 2014-i, Koraa Konude-
CTBO (hecTmBaneit, no cpasHerwio ¢ 2013-M, yaABOWIOCH. ITOMY CMOCOOCTBOBANO
oduumansHoe cobbiTre JIOHAOHCKOM Heaenv Moasl — nokas fashion film n avc-
Kyccus B paMKax vHuumatresl Fash/On Film®™ o paznuyusx fashion film 1 pexnami,
Byayuiero Taknx GUALMOB, a Takke 1x NpenmylecTs. OgHako B 2015-2017 konu-
4eCcTBO KMHOMECTMBANEN He M3MEHWIOCh, YTO FOBOPUT O Nepuoae CTabunmaaLmm
MHHOBaLMY (3Tan «MOATBEPXAEHVMS» Mpouecca NPUHATYS MHHOBaLMK) (van der
Linden, 2017b).

B Vtanun KoHcTaHuom KaBannm 3Tpo (KeHOoW CbiHa OCHOBaTEeNs MOoJ-
Horo bpeHfaa Knacca «toke» Etro) B 2014 rofy 6bin co3aar «Fashion Film Festival
Milano» (FFFMilano) — «®ecTviBanb KMHO 0 Mofie B MunaHe». bonee 1000 hrnsMos
0 MOfle 13 58 CTpaH NpeACTaBNsoTCs B KXKAOM BbiMycKe (MO aHanornu ¢ ceso-
HaMM) MHKO3MBHOMO (hecTnBans, B KOTOPOM y4acTBYOT obnafaTenn y3Hasae-
MbIX B MPE MOflbl, KMHO 1 MCKYCCTBa MMEH. B KayecTBe Y1eHOB Xiopy npuriala-
l0TCs Takue An3aiiHepsl, kak Meepnaono Muyvonn (Pierpaolo Piccioli), [xopmximno
ApManu (Giorgio Armani) v ap. decTrsans NO3MLKOHNPYET cebs cneaytolinm obpa-
30M: «Llens MHOT X 1OMOB MOflbl — Nepeaats Aylly bperaa Yepes Br3voHepCKye
0bpa3sbl, Co3AaHHbIE TaNaHTANBLIMIN KHeMaTorpaducTamu. KHO 0 Mofe Bbipa-
KaET ee XyAOKECTBEHHbIM CNOCObOM, yaenas ocoboe BH1UMaHWe hoTorpadum,
MOHTaXY, MY3bIKE, 3CTETUKE 1 MO33UL», OTCTPAHASACH OT YMCTO KOMMEPYECKHMX
Lenen v paclumpss «KynsTypHOE NOHMMaH e NOCTOSHHO MEHSHOLLEVCS VHAYCTPKM
MOAbI». DUIbMbI O MOAE UCMONB3YHTCS MOAHbBIMY BpeHAaMU, XypHanamu, opraHm-
3aUMSAMU M @KTUBKCTAMM B KA4ECTBE MHCTPYMEHTa KOMMYHMKaLVIM A5 CO3AaHNs
3MOLVOHA/BbHON CBSA3M C CYLLECTBYOLMMM U HOBLIMY KVEHTaMU U SBASOTCS
3(MdEKTUBHbBIM CPEACTBOM /15 MOBLILEHNS VHTEPEeca K MOAE B LMPOBYIO 3MOXy™®.

* London Fashion Film Festival. (2024). About us. https://www.londonfashionfilmfestival.com/
about-us (16.07.2024).

5 B 2012 rogy bpwTaHcKuii coseT Mokl 1 River Island o6beaMHUANCE ANs CO3[aHNS 3TON UHK-
LMaTKBEI, HAaNPaBNeHHO Ha NMOCTPOEHVe 1 Pa3BUTUE OTHOLIEHWIN MEXay AU3aiHepammn 1 Ku-
HemaTorpaducTamu.

1 Fashion Film Festival Milano. (2024). Constanza Cavalli Etro. https://fashionfilmfestivalmilano.
com/constanza-etro/ (10.07.2024).
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NepBbIM hecTrBaneM KMHO 0 Mofe B JlaTuHcKkon Amepuke ctan B 2015
roay «Buenos Aires International Fashion Film Festival» (BAIFF) — «MexayHapoa-
Hblll hecTrBanb KMHO O Mofe B ByaHOC-Alipece», KOTOPbIV TECHO COTPyAHWYaeT
¢ YHusepcuTeTom lNanepmo, London College of Fashion, Maapviackum FFF. CBoto
PONb AaHHbINA KOHUENT BMAUT B YCUEHVIN B3aUMOAEVICTBIS MEXIY MOOM, KMHO,
BYI3yanbHbIMU MCKYCCTBAMM, MY3bIKOW, TEXHONOTMAMM U NYOAULUMCTUKON .

B Lenom npoeKT akkyMynmpoBan cosfateneit bonee paHHWx decTriBanei
KNHO O Moae™.

B 2021 ropy co3paH «Roma International Fashion Film Festival» (RIFFF) —
«MexqayHapoaHblil hecTnBanb KMHO O Moae B Prme» — nepsbit dhecTrBans
B PrMe, NOCBSAWEHHbBIN KMHO O MOAE W peKknaMHbiM duabMam. [nasHas ero
Lenb — «NPOABUIraTe MHHOBALMOHHbBIE MAEW MMPA MOALI 1 KMHO, CO34aBas
3MOUMOHaNbHbIE TPaHMLbl MEXAY XYAOKHUKAMW, 3pUTENaIMU 1 DU3HECOMY.
CyTb RIFFF — npenctaBuTb OpeH/bl, B KOTOPLIX MPUBAEKAET A3bIK, TEXHONOM MK
M B LLeIOM Ka4eCTBO MaTepmnanos, KOTOPbIe NOCPEACTBOM ayAnOBM3YyanbHbIX
CPeACTB TPAHCAUPYIOT «CBOU LIEHHOCTM, TUYHYIO U COLManbHY0 UaeHTUdN-
Kaumto». Co BTOpPOro BeinycKa RIFFF Takxke NpeacTaBui Ha KOHKYPCE BUAEOMY-
3bIKY, YKNaAbIBaOLLYOCS B DUN0CODUIO MpOeKTa — «paccKas3aTh 1 NoKasaTb
32 HECKONBKO MUHYT CyTb NECHM, NO3BONSAS TBOPYECTBY BbIpasnTh cebs yepes
CUNY IMOLMIA»T,

TakuM 0bpasoM, MexayHapoaHble hecTBan KMHO O Mofie PaclinpsioT
(boKyC, OXBaTbIBas NONHOMETPKHOE NFPOBOE KMHO C MOIHbBIM aKLIEHTOM, My3blKy
1 Apyrve cMexHsle 0bnacTu. [Ins Mypa KMHO U MVipa MOfbl 3TO OTHOCKUTENbHO
HOBOE siBNeHVe, Habpaslee nonynspHocTs ¢ 2006 roaa.

1 BAIFF. (2024). About. https://filmfreeway.com/BAIFFF (10.07.2024).

8 Boxtopu Bxogmna [lnaxa MNepHe v ap.

Roma International Fashion Film Festival. (2024). Festival. https://www.rifffit/#ILFESTIVAL
(10.07.2024).
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POCCUIACKUE GECTUBAIN KNHO O MOAE

ExxerofiHo, kak 66110 OTMeYeHOo Bbllle, MUHUCTEPCTBO Ky/bTYpbl POCCUIACKON
depepaumnn hopMUpyeT nepeveHs NPOBOAVMBIX Ha TEPPUTOPUU POCCHUIACKON
defepalnn MeXxayHapoaHbIX KUHOMEeCTMBaNen” Ha cneayiolnii KaneHaapHbli
rofl, KOTOPbIV COAEPIKUT CeytoLe CBEAEHUS: HaMEHOBaH Ve, NEPUOANYHOCT
1 CPOKM NPOBEAEHN S, MECTO NPOBEAEHNS (HACeNEHHbIA NYHKT Ha TeppuTOpUn
Poccniickon ®efepalivn), HarMeHoBaHMe OpraHM3aTopa, AMTENBHOCTb (COCTaB-
NseT He MeHee 3 AHel).

[lokyMeHT 3TOT no3songet 3putenam, CMU 1 apyrum nHTepecaHTam npu-
CYTCTBOBATb Ha MOATBEPKAEHHOM MeXAYHAPOAHOM CODbITUN, rae ByayT NoKa-
3aHbl QUbMbI, COEPKaHe KOTOPbIX COOTBETCTBYET POCCMINCKOMY 3aKOHOAa-
TeNbCTBY (He coaepxalinx MHMOPMaLIO, PAaCTPOCTPaHEH e KOTOPOI 3anpeLieHo
3aKoHOfaTeNbCTBOM Poccuiickon defepaln, Kak 1 HeLleH3ypHYI0 OpaHb), B T. 4.
He HapyLatoWmMx yCTaHOBAEHHbIE HOPMbl ODLLECTBEHHOM MOpanu (1 B MeXay-
HapOAHOM KOHTEKCTe), @ KMHOMPOW3BOAMTENSM pa3pellaeTcs NoKas MunbMos,
BK/IIOYEHHbBIX B MPOrpamMmy decTrBans, be3 npoKaTHOro yaocTosepeHns (Cepre-
eBa, 2016; ApcnanoBa, 2021, c. 1-3).

B pamkax flaHHOW cTaTbW HbIn NPOaHanU3nMpoBaH PeIHOK POCCUICKMX
MEXOYHAPOAHBIX DecTnBanei KUHO 0 MOAEe U HaliAeHbl KpynHeve. Bce oHu
NPVBEAEHbI HVDKE 1 MPpeacTaBneHs! Ha nepsom fashion-cammuTte cTpan BPUKC
(BRICS+ Fashion Summit), peanvizoBaHHoM B 2023 rofy POHAOM MOAbI MpY NOA-
pepxie NpasuTenscTea MOCKBbI 1 00beANHMBLIEM 3,5 MUVIOHA YENOBEK, BT. 4.
AM3aliHepoB, 0OCHOBaTeNel bpeHaoB, NpeACTaBUTENEl NErKOW NPOMBbILLAEHHO-
CTU 1 3KCnepToB Honee Yyem 13 60 cTpaH Mypa’’. 3To camoe MacluTabHoe Mepo-
NpUsTUE B MPE MOAbI, KOTOPOE NPOBOAMNOCE B POCCMM 3a NOCAeAHME oAbl
(FTopauiiko, 2023).

%0 [1ns ynobCcTBa YMTaTens HanoMHVM KpuTepui, paspaboTarHble B POCCUM AN OTHECEH NS KU~
HodecTnBaneln K MeXayHapoaHbIM:

« Hanuyvie B pernameHTe (Mpasunax) KMHOMecTMBans, YTBEPKAEHHOM ero OpraHn3aTopoM,
YKa3aHus Ha To, 4TO MepPOMpUSTYIE SIBASETCS MEXAYHaPOLHbIM;

* Hanuyvie B NporpamMme KMHoMecT1Bans, Hapsay ¢ HauuoHanbHbIMy hunbMamul, hunbMOB 3a-
pybexHoro Npov3soAcTea Nvbo hUAbMOB, NPON3BOACTBO KOTOPbIX OCYLLECTBAEHO B COOTBET-
CTBUW C MeXAyHapO4HbIMI AOroBOpamMu Poccuiickoin defepalivin COBMECTHO C MPOAICepamit
unsma, SBASIOWUMUCS MHOCTPAHHBIMI FPaxaaHamu, Muamm 6e3 rpaaaHcTsa, MHOCTPaK-
HBIMW OPUANYECKAMI N1LEMMY;

* Hanuyvie B COCTaBe Xiopy KMHOMeCTUBans (Mpu Hanuymm xopu), Hapsay ¢ POCCUNCKMMM Ki-
HemaTorpadyvcTamu, MIHOCTPaHHbIX KiHeMaTorpadncTos;

* MpOBefeHNe MEeXAYHapOAHOTO KMHOMECTVBANS B HaCeNeHHOM MYHKTE, PacroNOXeHHOM
Ha TeppuTopun Poccuiickoin ®epepauun (MpasuTenscTso Poccuiickoin ®epepatim, 2019).
2 Brics+ Fashion  Summit. (2023). [nasHas. https://fashionsummit.org/first-edition-2023
(10.07.2024).
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PaHblue Apyrux B Poccuu nosismncs @ectreanb KiHo o Moge «Be In Open
Films», opraHn3oBaHHbI VIHCTUTYTOM Pa3BUTUS MHAYCTPUY MOAbI Beinopen.
Bnepsele oH npowen 8-9 ntorHsa 2018 roga B MOCKBE B paMKax 4e€TBEpPTOro exe-
roaHoro ®opyma HOBOM MOAHON MHAYCTpUK «Be In Open». CBOK MUCCMIO YCTPO-
UTeNV OOBACHUAN Tak: «My3biKa, UCKYCCTBO, TEXHONOT MM, MOM-KyNbTYpa M Moaa
CeroAHs CAMANCH B OAHO MOHSATME “KOHTEHT , @ MU3NYECKUI OOBEKT, BOKPYT
KOTOPOro CTPOUTCA UCTOPKA, TeNepb BTOPUYEH. Halla peanbHOCTb CTaHOBMUTCA
HaCTONBKO TyPOYNEHTHOM, YTO C/I0Ba ANS ee ONUCAHWS He YCNeBatoT MOSBAATLCS.
B rnobanusmpytouieMcs Mvipe KOMMYHUKaLVs CTaHOBWTCS BI3YanbHOM, He Orpa-
HUYEeHHO S3bIKOBbIM 62PbepPOM. PyAMEHTEI aHaNOroBOro MPOLWIOrO — MOoKasbl
VI TASIHUEBbIE XXyPHanbl — B0MblUe He eAVHCTBEHHbIE V1 TOYHO He MMaBHbIe KaHarbl
penpeseHTayu1 NpoayKkTa. KMHO CTaHOBUTCS HOBBIM BaxHbIM GOPMaToM penpe-
3€HTaLViM MOAHOTO NPOAYKTa. BUpanbHbI BUAEOKOHTEHT OTBeYaeT TPebOBaHMAM
BpemeHu. KNHO CTaHOBUTCS AN MOABI M 0OLLEeCTBa NPOCTPaHCTBOM 15 aHann3a,
pednekcu 1 0bCYAeHNS NyTen pasBuTnS»>.

B 2019-m OTKpPbITHIN MeXAYHaPOAHbIN DeCTMBaNb KUHO 0 Mofe «Be In Open
Films» (opraHmnsatop — MHAMBMAYaNbHbBIA NpeanpuHrMaTens Anekcel Bnaan-
MUPOBWY baKeHOB) BOLeN B NepeyeHb MPOBOANMbIX Ha TEPPUTOPUK POCCUA-
CKoW defepalmv MeXayHapoAHbIX KMHOMeCTMBanen Toro xe roaa (MuHucTep-
CTBO KyNbTYpbl Poccuiickont ®eaepauin, 2019). Mo3xe 3TOT KMHObeCTMBans bbin
neperMeHoBaH B decTnBans M3lWH-koHTeHTa BIOF+. B M1poBbIe arperatopel
FilmFreeWay, FestAgent BIOF+ k/iHOeCTUBaNb He BXOAMWT.

B 2022 ropy 6bin co3naH «La Boheme Cinema» — MexayHapoaHblii KuHode-
CTVBanb XypHana «borema»* (puc. 2), SBASIOUIMACS MEXAYHaPOAHbBIM KNHOMe-
cTuBanem o1 poccuiickoro CMIU B cchepax Mofbl W KynbTypbl XypHana «<borema» /
La Boheme Magazine (naypeata HaloHansHoM Nnpemum 8 061acT MHAYCTPUN
Mofbl «3on0T0e BepeTeHo» / The Golden Spindle, Bpydaemoit MOO «Hauuno-
HanbHas akageMus NHOYCTpUK Mofbh / HAMM) 1 BXOASILLMIA B €r0 3KOCUCTEMY,
opranunsatop — 000 «MocknacTep». 370 OTAENbHOE MEPOMNPUATIE KypHana
B VIHAYCTPVW KUHO, B OT/IMYME OT ero MofHOW npemun La Boheme Awards vi Mop-
Horo woy Ga-La Boheme Fashion Show. MexnyHapoaHbli KUHOMECTMBaANb HKyp-
Hana «borema» cTan egMHCTBEHHbLIM POCCUICKUM KNHOMECTVIBaneM — napTHe-
pom nepeoro fashion-cammuTta ctpan BPUKC (BRICS+ Fashion Summit 2023). Ox
naypeat npeMuii B HOMUHaUUM «MoaHbIN KMHOMECTNBaNb»: 13-4 eXXerofHoN
npemunn Fashion Summer Awards 2024 (ocHoBaHa B8 2011 rofy) OT TenekaHana

2 BIOF. (2019). BIOF-2019 opening. https://beinopen.ru/biof2019 (09.07.2024).

% Mypamos, M. (2023). ®ecTuBanb MOAHOTO KOHTeHTa biof+: paboTbi-hriHanucTel. https://
beinopen.ru/article/biofplus (09.07.2024).

“ boeema. (2024). La Boheme Cinema / KuHogecmusane. https://laboheme.moscluster.com/
?page_id=62303 (09.07.2024).
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FashionTV (MockBa), IX exxerogHow npemun Neva Fashion Awards Ha 15-M 106u-
neviHoMm ce3oHe Neva Fashion Week St. Petersburg 2024 (CankT-lNeTepbypr). Odu-
uManbHas ero Aenosas NporpamMma NpoxoAnna Ha MexayHapOoaHbIX MOAHbIX
BbiCTaBKax LeShow Moscow 2024 8 Mocksa-Cutu (opranusatop: TURKEL Fair
Org (Typums), Fashion Style Russia 8 Kpokyc 3Kcno, B duHane 4 XyaoxecTseH-
HO-MPOMbIWNIEHHOM BbICTaBKU-hopyMa «YHUKanbHas Poccris» 8 CTapom [ocTu-
HOM ABope B MockBe Ha 1 EBpa3nickoM UMBuAM3auMoHHOM dhopyme «YHu-
KanbHas EBpasusi», Ha 62 defepanbHOV ONTOBOM spMapke «TeKCTUABAErMPOM»
(ocHoBaHa 8 1993 roay) B Kpokyc 3kcro. B asrycTe 2024-ro 8 [leHb pOCCHIACKOTO
KMHO Ha tobuneriHolt BeicTaBke Fashion Style Russia 8 Kpokyc 3Kkcno KnHodbe-
CTMBanb peanv3oBan 4enoByo NPorpamMmy C y4acTneM AreHTCTBa KpeaTHBHbIX
nHaycTpuin (AHO AKW), cozgarHoro lNpaBnTensCcTBOM MOCKBbI, OHaMH-KIHO-
TeaTpom Okko 1 Tenexananamu Musicbox Gold 1 FashionTV. Knrodectnsans
TPWXAbl MPOBOANACS B KMHO3ae VIHCTUTyTa KnHO v Tenesuaerus (TUTP); npea-
cepaTenem Xopy CTan COBETCKUI 1 POCCUINCKUI KUHOpexXMccep Bnagnmmp
XOTUMHEHKO, Cpeay MOYeTHbIX Y1EHOB XIOPU — COBETCKas 1 POCCUIICKas akTpuca
hogmuna YypcurHa, rMTapucT-BUpTyo03, YneH akagemun NARAS (opraHmsaTop
npemun «pammm») PomaH MypowHryerko. MNybnrkaummn o kuHodbecTngane
BbILIW B MEXAYHAPOAHbIX XypHanax 1 razetax — OKI, Metro, a Takke poccui-
CKMx — razeTa «KyneTypar, «<Pycckoe paavio», Intermedia, PBK, wypHan «Kpe-
CTbsiHKa» 1 Ap. KnHOoMeCTVBanb BKAOYEH B NepeyHI NPOBOAMMbIX Ha TEPPUTO-
pun Poccuiickon depepalnn MexayHapoaHbix KnHodecTnanei Ha 2023-2025
rofibl, a TakKe MexayHapoaHsle arperatopsl FilmFreeWay, FestAgent.
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Puc. 2. LlepemMoHus HarpaxxgeHus kuHodectusansa La Boheme Cinema 2024.
MockBa, 5 pekabps 2024 roga. ®oTto: UHCTUTYT KuHO 1 TeneBupeHus (TUTP).

Fig. 2. La Boheme Cinema 2024 film festival awards ceremony.
Moscow, December 5, 2024. Photo by GITR Film and Television School*

C 2023 ropa cyulectsyeT dectnBans kKopoTroMeTpaxek «World Fashion
Shorts» (puc. 3) — cneunansHoe KnHocobbITre BRICS+ Fashion Summit. «World
Fashion Shorts» (opraHuzatop — ®OHA pa3BUTUS MOfbl U AM3aiHa «PoHA
MOfibl») — 3TO «OAHOAHEBHASA MYNbTVMeANHas UHCTaNNSLMs, CoeanHsoLas
MOAY, KMHO ¥ BUAeoapT. B Helt cobpaHbl KOPOTKOMETPAKHbIE MUbMbI, MONY-
YMBLIME Harpadbl Ha MEXAYHapPOAHbIX MECTMBANSX KMHO O MOAe»®. 3TOT XaHp
aKTMBHO pa3BMBaeTCs B MMpe B NocneaHee aecatunetve. B nonbopke «World
Fashion Shorts» ecTb dhunbMbl 13 FOXHOM Adprkn 1 CeBepHOI AMepyiki, EBponsl,
LleHTpansHoi 1 KOro-BocTouHoM A31it. BMecTe OHM CO3Aat0T KapTViHY OrPOMHOMO
pa3Hoobpasus KynbTyp, Pacluvpsas NpeacTaBnens o Mofae. VIMeHHo 370 1 onpe-
Aennno sLIbop GopmaTa Nokasa: He TPaANLMOHHbIN KUHOCeaHC, a «MoNHoe Norpy-
KeHne» B ahMEKTHYI0, MOPOI IK30TUHECKYIO BU3YaNbHOCTb C MOMOLLBID MYNb-
Tumeamna’’. B nepeyeHb NpoBOAUMBIX Ha TeppuTopui Poccuitckon depepatiin
MeXYyHapOaAHbIX KHOMeCTnBanen MuHKyNsTypsl POCCIi, Kak 1 MexayHapoaHble
arperatopsl FilmFreeWay, FestAgent, faHHblii MPOEKT He BXOANT.

 V\cTouHWK M306paxeHns cMm. / See the image source: https://laboheme.moscluster.
com/?p=83281 (11.12.2024).

* MockoBcKas Hefens Mofpl, https://moscowfashion.ru/mfw/world-fashion-shorts

/I Brics+ Fashion Summit. (2023). [nasHas. https://fashionsummit.org/first-edition-2023 (10.07.2024).
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Puc. 3. dectueanb «World Fashion Shorts» 2023.
LleHTp gu3aiiHa Artplay, MockBa, 30 Hos6ps 2023.

Fig. 3. World Fashion Shorts festival 2023.
Artplay Design Center, Moscow, November 30, 2023%

3apybexHble U poccuinckme MecTmBani KUHO O MOAE B HACTosLLee Bpems
BK/tOYAIOT He TOMBKO KMHO CODCTBEHHO O MOfE, HO U MONHOMETPaXKHOe Urpo-
BOE C aKL|eHTOM Ha MOfy, My3bIKy U 1pYrie CMEXHble TeMaTVKM, Y HepeaKo — BCe
MHOroobpaswe gBneHuit, HadbiBas cebs npu 3ToM Fashion Film Festival. Kpome
TOrO, C TOYKM 3PeHNs NpoLeypsl MPOBefeHVs OHK Tatoke pasnuyatotcs. Mpea-
CTaBASIETCS L|enecoobpasHbiM BbIAENNTE 13 BCEro MHOroobpasus Fashion Film
festival MeHHO «MeXayHaPOAHbBIA MOAHbIN KMHOMECTVBANb», COOTBETCTBYOLMIA
1 3aKOHOAATENbCTBY, W KMHOPBIHKY.

C uenbto hopManmzaunn kynsTypsl, 0600LLas MUPOBYIO NPaKTUKy NpoBefe-
HMs decTrBanelt KMHO 0 Mofe v AeiCTBytoLLEe B POCCMI 3aKOHOAATENLCTBO, Mb
BBO/IMM B 1€/10BOI 0O0ODPOT OnpefeneHne NoHATUS «MeXayHapOaHbIA MOAHbIN
KMHOMECTVBaNb» — NOKa3 (CMOTP) AOCTVIKEHWI KMHOWCKYCCTBA, OAHOBPEMEHHO
COOTBETCTBYIOWMI CAEAYIOWNM YCNOBUSM:

% VicToyHMK n306paxeruns cM. / See the image source: https://vk.com/fashiontalents?w=wa
[1-24232705_42943 (11.12.2024).
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1. Co3aH No KNaccu4ecKyM NpaBunam MexayHapoaHbIx KuHodecTvBanen,
BK/IOYIOLLMM:

1.1. Hanunuue B pernamerTe (Npaswvnax) KMHOMEeCT1BaNs, yTBEPIKAEHHOM
€ro OpraHy3aTopoM, yKa3aHus Ha TO, HTO OH SBNSETCH MEX/IYHAPOAHbIM.

1.2. Hannyvie B nporpamme KnHohecTBans, Hapsaay C HauMoHaNbHbIMU
dbunsmamn, GUNbMOB 3apydbEXHOro NPOM3BOACTBE NMOO MUIBMOB,
NPOV3BOACTBO KOTOPBIX OCYLLECTBEHO B COOTBETCTBUM C MEXAYHAPOA-
HbIMI OFOBOPaMi COBMECTHO C NPOoArocepamMu dunbmMa, SBNSHoLMMYICS
MHOCTPaHHbIMU rpaxaaHamu, nnuamu 6e3 rpaxaaHcTsa, MHOCTpaH-
HbIMVI FOPUANHECKUMU NULAMMN.

1.3. Hanuuue B coCTaBe Xiopu KUHOMECTVBaNS, Hapsiay C KHemaTtorpa-
brcTaMn-pesnaeHTamu, He MeHee 2 MHOCTPaHHbIX KMHEMaTorpaducToB.

1.4. Hannuue He MeHee 2 hUNbMOB 3apyOeXHOro MPoVI3BOACTRA.

1.5. TIpOAOMKNTENBHOCTD KUHOMECTMBANS, BKIIOYas OTAENBHYIO Liepe-
MOHWIO Har paxaeHs, He MeHee 3 HeN.

1.6. B cnyyae, ecnn KrHodecTvBanb NPOBOANTCS B Poccun, TO BXOXAE-
Hue B [epedeHb NPOBOAMMbIX Ha TeppUTOpKM Poccritckon degepaun
MeXayHapOaHbIX KHOMeCTVBane MuHKynsTypbl Poccun (B T. 4., B COOT-
BeTCTBMM C [NocTanoBneHvieM [NpasunTenscTBa Poccuiickoin ®egepauin
oT 2 dheBpans 2019 1. Ne 78 «O6 yTeepxaeH M [1paBrn GOPMMPOBaHYS
VY M3MEeHeHVs 1 KpUTeprUeB OTHeCeHVs KnHodecTuBanel K MexayHa-
POAHbBIM KNHOMECTNBaNsIM») He 0653aTeNbHO.

2. BOKIOPY BXOAWT KaK MUHMMYM 1 esiTeNb MOfbI, B T. 4. AU3aHED OfEXb,
00yBYW 1 aKceccyapos, NPeACTaByTeNb OAHOTO 13 By30B B cchepe MOfpbl
(BKNIOYas ObIBLIVIX COTPYAHWUKOB, paboTaBLUMM NO TPYAOBBIM 1 FPaX/AaHCKo-
NPaBOBbIM JOTOBOPaM, @ TakKe CaMO3aHATHIX).

3. KnHo 0 Moge, B 4mcne KOTOPbIX GUAbMbl C 0OCOOLIM BHYMaHUEM K MOJE,
BbIAENSHOTCA B OTA/bHbIe HOMUHALMN (He MeHee 3), B T. 4. «fashion filmy.

4. YKazaHvie B pernameHTe kuHodecTveans (He 06s3aTenbHO B Ha3BaHMY)
Ha TO, YTO DecTrBanb BblAENSET MUAbMbI O MOAE U/ aKLEHTVPYET BHU-
MaHue Ha Moay. [1py 3ToM B ecTrBane NpUCyTCTBYIOT U KNacCuyeckue
HOMMWHALMY ANs KUHOMECTUBaNS.

5. VmeeT MuHMMYM 1 OTaAeNbHOe COObITVE (AenoBas NporpamMma, OTKPLITHE,
3aKpbITVE, LEPEMOHNS HAarPaXaeHNs), OTANYHOE OT 0ObIYHOTO PacnMCcaHws
MOKa30B B KMHOTeaTpax (Hefgens KUHO), B TOM Yucne B hopMmaTe OHNaMH.
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PA3BHOBUAHOCTU KMHO O MOJAE: MPOBJ/IEMATU3ALINA ABJTIEHUA

O606Las N3nNoxKeHHoe, OTMETKM: B Poccum decTnBan KUHO O Mofe, Nos-
BMBLIMCH TONBKO B 2018 rofy, elje pa3BrBatoTcs. MexayHapoaHbii KuHohecTw-
Banb xypHana «borema» — eiINHCTBEHHbIN 13 DecTMBanel KNHO O Mofe, CO3-
AaHHbBIA KaK «KNacC4ecKnii KNHOMeCTnBanb, C BXOKAEHVWEM B CTaHAAPTHbIE
nepeyHn, a «World Fashion Shorts» 11 BIOF+ paccyvTaHsl Ha WPOKoe NpeacTasne-
HVie MeaVakoHTeHTa 6e3 hopManbHbIX OFPaHVYeHNI, Hanaraembix Ha Knaccuye-
CKMe KNHOodecTVBanu, YTo, B CBOIO 04epefb, CNOCODCTBYET MX MHHOBALVIOHHOCTH.

MYyHKTBI 1-3 aBTOPCKOro pasfeneHns GunbMoB, MpUBeAeHHble B KOHLe
pasfena «PasHOBMAHOCTY KMHO O MOAE» HACTOSALEN CTaTby, XapaKTepHbl 414
bectmpaneit kiHo o moae «World Fashion Shorts» v BIOF+, 1 BCe nyHKTbI (1-5)
NpYIMEHUMbI K MexyHapoaHOMY KMHOMEeCTUBaNto xypHana «borema» nan
«La Boheme Cinema» — MOAHOMY KMHOMECTMBaNtO. 3AeCh TaKKe NPOCexyBa-
€TCS HEeKOTOpas aHanornsa C pasfaeneHrem KpeaTusHbIX MHAYCTpUiA B Gepepans-
HOM 3akoHe «O pPas3BUTUM KpeaTUBHbIX (TBOPYECKMX) MHAYCTPUIA B POCCUIICKOM
denepaunn», T. e. hectrsanu «World Fashion Shorts» 1 BIOF+ oTHocsTCs bonblie
K VHAYCTPUSIM, OCHOBaHHbIM Ha MHPOPMaLMOHHO-TENEKOMMYHUKALVIOHHbIX TEX-
Honorusix, a «La Boheme Cinema» dhyHaMpyeTcs 1 MHbDOPMaLMOHHO-TENEKOMMY-
HVIKaLUWOHHbIMI TEXHOMOTMMSIMUA, U POVI3BEASHVISMYI IATEPATYPbI U UCKYCCTBA.

decTrBanu KMHO O MOJIE MOTYT CMOCOBCTBOBATHL PeLIeHNIO LeNoro psaa
3a7ay4 BO B3aMMOPa3BUTUN KMHO U MOfbI:

— NOBBICKTb Y3HABAEMOCTb MO/IHbIX HPEH/0B;

— CNocobCTBOBaTb OTKPBITUIO HOBbLIX MOAHbIX OPEHAOB WNPOKOW ayau-
Topuw;

— MOBbICKUTb HACMOTPEHHOCTb CNeLManvcToB (B T. 4. balepos);

— NPOAEMOHCTPUPOBaTb BO3MOXHOCTM FOTOBBIX MOAHbLIX 0OPa308 B KMHO
(Mcnonb3oBaHyie roTOBbIX U3AENWI MOAHbIX OPEHA0B YMeHbLIaeT TPYA0EeMKOCTb
KMHOMPOW3BOACTBA, T. K. CMelyanbHblii NOWKB KOCTIOMOB KMHOreposM 3Aech
He NpeayCMOTPEH);

— YAYYLWWTH Ka4eCcTBO PaboTbl XYAOKHUKOB-NOCTaHOBLIMKOB NOCPEACTBOM
n3nenuii MofHbIX OPEHAOB, BCNEACTBIE TOrO, YTO BO3MOXHOCTH 1X NPOK3-
BOACTB BCEMa WMPE, YeM TOMbKO WBENHbBIX LIEXOB, @ KaueCTBeHHO CluMTas ofe-
*na v habpuyuHO cenaHHbIi PeKBIU3NUT C hurrpaHHor 06paboTKoM MaTepranos
3aBeOMO Nyyle CMOTPATCS Ha aKpaHe;”

% B pe3syneraTe npuMeHeRns BbICOKMX pa3pelleHnii BuaeocheMr oT 4K 1 Bbille Ha 3KpaHe
BIAHbI MeNbYanLlvie HefoCTaTKM Kposi, 06paboTKM WBOB, BOPCKCTOCTb, @ NPV UCMONb30BaAHN
TexHonoruii HDR 1 Dolby Vision — Ka4ecTBo TkaHell, NpoKpacka, noTeps nurMeHTa npu CTUpKe
NT. M.
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— pacWMpKTh BO3MOXHOCTY KOCTIOMEPOB MpK peansauyin CBoux e
yepes MOHATHbI bpeHaaM anropuT™ B3anMOoaencTBns (4Tobbl KocTioMep npu
obpalleHny B MOAHbIN OpeHp 3a MOHPaBMBLIENCS Bellbio Obln cpa3y MoHNT);

— BKIOYUTb B KMHOMHAYCTPUIO 6ONblUee KONMYECTBO U OONbLIYIO HOMEH-
KnaTypy MOAHbIX OpeHAOB, B T. 4. akceccyapsl, 00yBb, NapdioM (415 T. H. «4D-bune-
MOB»), MPeAMETbI UHTePbePa, KOCMETVIKY.

BbIBO/Ibl

B pamkax npeacTaBneHHoro UccnefoBaHns Obino BEISSBNEHO B3aVIMOAEN-
CTBME UHAYCTPUI KMHO W MOfbI, Peann3yemMoe B COBMECTHON 1X penpeseHTa-
UM, — decTrBansx KMHoO o Mofe. YCTaHOBAEHO, 4TO MOAHbIE KUHOMECTMBaN
SBNAIOTCA OTAENbHbBIM HANPaBNeHMEM B KOHTEKCTe Donee WIPOKOro ABEHNS —
becTmBanei KUHO O MOAE, @ BMECTe OHUM NPeACTaBASIOT CaMOCTOATeNbHbI/
VI aKTVBHO pa3BMBaOLLMIACS (DEHOMEH, H4TO CBUAETENLCTBYET O MOATBEPKAEHNN
BbIABVHYTOV B Havane nccnefoBanuns runoTtessl. boifa BbisefeHa XpoOHONorus
3TOro heHoMeHa B MUpe 1 OTAENbHO — B POCCUM; ONpeaeneHo NoHATHUE «<Mex-
AYH2POAHOIo MOAHOMO KUHOMECTVBaNS», CTPYKTYPMPOBaHbI Ha 5 KaTeropuii
bunbMbl, 3asBNSEMBIE Ha KX KOHKYPC.

Hpe,ﬂCTaBﬂeHHble NaHHbIe MOTYT ObITh BOCTpe6OBaHb\ KaK OpraHn3atopamMu
(beCTMBaﬂe% KNHO O MOAe — B X peanm3auni, Tak 1 rocyaapCcTBeHHbIMI C/TY»Ka-
WMy npn pa3pa60ﬂ<e COOTBETCTBYOWMX MPaBOBbIX HOPM.
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HedbopmanbHble CO0bLLECTBA
coumnanbHowm cetn «BKoHTakTe»
Kak rpynrbl pycka uepoBowv
MaprHanm3aumy

AHHoTaums. ColyvanbHble Meana 1rpatoT CyuleCTBEHHYIO pons B obecne-
HeHUV «BKMOYEHHOCTH B KM3Hb». OHU MOTYT KaK yeyrybasTh, Tak U CMar-
4aTb UMMPOBYIO MaprMHany3aLuwmio, KOraa onpeaeneHHsle MHAMBUIL OKa-
3bIBaOTCS M30NMPOBAHHbBIMU B HeDOPManbHbIX COODLLIECTBaX, HECMOTPS
Ha NPYCYTCTBME B MODANBHON ceTu. YHaCcTHMKM Takux rpynn nonagatoT
B COUMANbHO-MEAVIHbIN aHKNaB, HaxoXaAeHe B KOTOPOM (OPMUPYET HyB-
CTBO OTYYX/AEHWS, XapaKTepHOe AN MapriHani3npoBaHHON NMYHOCTU.
Llens nccnenoBaHns — MU3y4rTh PAaCIpPOCTPaHEHHOCTb HEDOPManbHbIX
CO0bULECTB B COLMANBbHO-MEANIHOM MPOCTPAHCTBE M 1X POb B LidPOBOM
MapruHanu3aumn. ns goCcTvKeHus uenv osina NpoBefeHa colnanbHas
ANarHoCTVIKa VIHTEPHET-pecypCcoB collanbHol ceTh «BKoHTakTe» nocpes-
CTBOM KOHTEHT-aHanm3a 1 aHanvsa ayanTopvn nonbosateneit. Mccne-
[OBaHMe Nokasano, 410 6ONbWMHCTBO NONb30BaTENEN OHOBPEMEHHO
COCTOST B HECKOJBbKMX HeopMarbHbIX CETEBBIX COODLIECTBAX Pa3nNyHON
TemaTukm. OHaKo cyllecTsyeT Hebonblas rpynna Niofen, BKIoYeHHas
NpeVMyLIeCTBEHHO B OAHO acolyansHoe HeopManbHoe COObLIeCTBO.
[lons acoumansHbix cOODLLECTB cpeamn HedopManbHbIX 00bearHeHW pern-
OHa cocTaBnseT He bosee HYeTBePTH, a y4acTHUKM TaKkKx CoobLLecTB — 5%
OT 0bUero Yyucna nonsbaosaTeneit. VIMeHHo YneHsl 3TUx rpynn Hanbonee
NOABEPXEHBI PUCKY LMPOBOIM MapriHanm3aumm B CETEBOM MPOCTPaHCTBE.
daKTopamu, CNoCoOCTBYIOLLMMU aKTyann3alum AaHHOro SBAeHNs, SBNS-
l0TCS YenoBeyecke yi3BUMOCTU, MaHWUMYNSTUBHbIE AENCTBIS BafeNbLEeR
VI MO1epaTOPOB, a Takke anropuTMbl COLMaNbHbIX ceTeld. OfHMM 13 NepPBbIX
WaroB K peleHio Npobaemsl MaprHann3aLyin B CoLManbHbIX CETSX MOMa
Obl cTaTh pa3paboTra anropuTMOB, MPeoaoNeBatoLLVX MHDOPMaLVMOHHOE
KancynvpoBsaH/e.

KnioyeBble c/ioBa: colyasnbHble Meara, Undposas MapriHanisadms,
coumanbHble cetu, HechopManbHble COODLIECTBa, acolmanbHble cooble-
CTBa, ACTPYKTUBHbIV KOHTEHT, COLMansHast ceTo «BKOHTaKTe», anropnTMbl
COLManbHbIX CeTel, aHanms3 KOHTeHTa
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VK's informal communities
as groups at risk of digital
marginalization

Abstract. Social media significantly impacts social inclusion, potentially
exacerbating or mitigating digital marginalization. Some individuals, while being
connected to the global network, become isolated within specific informal com-
munities. Members of such groups find themselves within a social media enclave
fostering in them alienation characteristic of marginalization. This study investi-
gates the prevalence of informal VKontakte communities and their role in digital
marginalization. Using content and audience analysis, we found that most users
simultaneously belong to multiple informal communities across various topics.
However, a small subset (5% of users) primarily participates in single, asocial com-
munities, representing less than a quarter of all informal groups. These individuals
are most vulnerable to digital marginalization. Contributing factors include individ-
ual vulnerabilities, manipulative actions by community owners and moderators,
and social media algorithms. Developing algorithms that prevent information silos
could become a crucial first step toward addressing this issue.

Keywords: social media, digital marginalization, social networks, informal
communities, asocial communities, harmful content, VKontakte social network,
social media algorithms, content analysis
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BBEAEHUE

B HacTosllee BpeMs UMEHHO Meava 00ecneyrBatoT «BKMOYEHHOCTb
B KM3Hb» 1 NPOOYXARIOT 4YBCTBO NPMYACTHOCTU K 0bulecTBy. bnarogaps npo-
Leccy MeamaTn3aumny YeNnoBeK HauvHaeT MPOXKMBATL B MeAVanpoCcTpaHcTee —
CNOXHOW KOHMUTYPaLIMM MaCCOBBIX U COLMANBHBIX MEAYA, YHaCTBYIOLIVX B MPOU3-
BOACTBE 1 NOTPebneHnn HMOPMaLMM B MHPOPMaLYOHHO-KOMMYHUKALUWMOHHOM
cpepe (30ToB 1 ap., 2022, c. 20). MeavaTu3aums oKasbiBaeT ryboKoe BAnsSHKE
Ha BCe cdepbl Halel XU3HW, HadliHas OT CNocoboB 0bLIEHWS 1 3aKaHY1Bas
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BOCMpYsTVEM MVPa. [1py 3TOM OHa HeceT B cebe Kak BO3MOXHOCTW, TaK v onac-
HOCTW. [103TOMY BaXKHO KPUTUYECKM OCMBICAINTL PONb Mefva B HalleM oblecTse
Y NPVIHATE MePbl ANS MUHUMW3aLMM HeraTVBHbIX MOCNeACTBUIA, OfAHMM 13 KOTO-
pbiX ABASETCH UM poBas MapriHanv3aLyms. ColmansHble Meavia MOryT Kak nopo-
KOATb W YCyryonaTh, TaK v CMSArYaTh MapriiHani3almio, mosToMy BaXHO NpoaHa-
NV3VPOBaTh VX DYHKLMOHVPOBAHMe.

OTMETMM, 4TO Mpouecchl UMDPOBON MapruHanm3aumy HaceneHus Kak
B O6LLECTBe LENOM, TaK 1 B MeAManpoCcTpaHCTBe OCBelleHbl HeJOCTAaTOYHO MOHO.
ViccnepoBaHus B3avIMOCBSA3M NpoLiecca MapriHanv3aumm ¢ passuTiem umdpo-
BbIX TEXHONOT VI B POCCUICKOM aKafeMnyecKoM coobuiecTBe haKTMYeCKM He Npo-
BOAWNNCH. B Ka4ecTse NCKMNOYEHNS MOXHO YKa3aTb nybnukaumo H.A. KocTpuko-
BoWi, ®.I. MaiTakoBa, A.A. AdacoBa no nToram koHdepeHunn (Koctpukosa v ap.,
2019), a cpeau 3apybexHbix — BbigennTb paboty 1. lemo (Demo, 2007). B 10 xe
BPEMs CYLLeCTBYIOT CTaTbW, [ie pacCMaTpUBaETCs BANSHME COLMANbHbLIX CeTelt
Ha NpoUecch MaprimHanu3auyn CoUuManbHo YS3BUMbIX FPYNM WAV FPYIN pycKa
(Galpin, 2022; Lubbers, 2022; Reyes, 2020).

Cpeaw UCCNefoBanyii, KOTopble 13ydatoT AnddepeHUMPYIOLLVIE U ANCKDY-
MVIHMPYIOLLME NPOLIECCHI, BbI3BaHHbIE LIMMPOBM3aLmel, Hanbonee 6A1M3KO K Npo-
bnemaTrre MaprmHanbHOCTV HAaX0A[TCs WTYAWUM NO COLMansHOMY HEPaBEHCTBY.
3nech, B NepByio o4epesb, CeayeT OTMETUTL dyHAaMeHTanbHble paboThl K. BaH
[elika (Van Dijk, 2020) n M. Hoppwuc (Norris, 2001), paccmaTpyisatouye undposoe
HepaBeHCTBO (LUMMPOBON pa3pbiB) C aKLEHTOM Ha HepaBHbI 4OCTYN K 1HMOP-
MaLUVIOHHO-TENEKOMMYHUKAUVOHHbBIM TEXHONOT UM 1 UM(BPOBLIM CEpBLMCaM.
Apyrne npudviHbl 1 NPOSIBAEHNUS UMDOPOBOro HepPaBeHCTBA MOXHO BCTPETUTL
y 3apybexHbix y4eHbix (Robinson et al., 2015; Ragnedda et al,, 2013; Imran, 2023)
1 oTevecTBeHHbIX (BapTaHoBsa, 2018; Bonyexko, 2016; BopoHuHa, 2021; 1obpuH-
cKasi, MapTblHeHKo, 2019; KocTuHa, Yvxos, 2021).

3a ABa nocnegHnx aecaTuneTns HaydHas pednexcus UndpoBoro Hepa-
BEHCTBa CMECTMNACh OT ero aHam3a Kak HeoMHaKOBOro A0CTYNa K UMMPOBbIM
TEXHONOMMSM U TENEKOMMYHKALUVIOHHbIM CETAM (UMM POBOI paspbiB) K U3ydeH Mo
npobnemsl LdOPOBbIX HaBLIKOB MOMb30BaTENel U 1X CMONb30BaHNS LMPPOBbIX
TEXHOMOMWIA U Meana B NOBCeAHEBHO M3HY (Acharya, 2017), a 3aTeM K HepageH-
CTBY, CBSI3@HHOMY C Pa3HbiM YPOBHEM LUW(DPOBOrO KanvTana rpaxiaH, noHvmae-
MOTO KaK YPOBEHb MPUMEHEHNS PECYPCOB MHMDOPMALIMOHHO-KOMMYHUKALYOHHOM
Cpefibl B peleHn npobnemM ceoelt xu3HeaesTensHocTH (BaptaHosa, [Nagkosa,
2021), umbposoit nHKo3MK (Liotta, 2023) 1 KOHUENTYaNM3auMm NOHATUS «UMd-
POBOE HEPABEHCTBO B 30Xy anropuTMoB» (MapTeiHeHKo, [lobpuHckas, 2021).

CﬂeuyeT OTMETUTD, 4TO, HECMOTPA Ha CXOXKeCTb, KOHUenunsa counanbHoro
HEepPaBeHCTBaA BCe e OT/INYaeTCA OT KoHUenun MapruHanm3auni. Ecnn rnepBasd
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npeanonaraeT aHanu3 counanbHbix NO3ULMM, BO3HUKAIOLLYX 13 HEePaBEeHCTBa
[0CTYNa, HAaBbIKOB 1 BO3MOXHOCTEl, TO BTOpast aKLEHTUPYET BHYMAaHWe Ha COCTO-
SHUN Nepexofia KOKM3HW Ha rpaHuLax CoLmyma, Npu KOTOPOM BO3HMKAET OTHYM-
AeHne. 3necs HeobxoAMMO BHECTU HECKONBKO YTOYHEHWIA. BO-NepabIX, B Hay4-
HOW INTEPAaTYPe «MapruHanbHOCTb» XapaKkTepU3yIoT ABa CBSA3aHHbIX PeHoMeHa:
1) HaxoxaeHWe VHAVIBMAA Ha Neprdepri coLnyMa OTHOCUTENBHO OOLIEMPUHATHIX
CTaHAapToB BnarononyYns; 2) Nnepexod HANBIAE Yepes rpaHyiLly ABYX COLYOKYb-
TYPHbIX CPef, NP KOTOPOM OH MCMbITHIBAET TPYAHOCTY C afanTaumein K HOBOMy
OKPYKEHMI0. TN DeHOMEHbI MOXHO CHUTATb B3aVMOCBA3aHHbIMU, NMOCKO/bKY
TPYAHOCTW afanTauuy MOryT NPUBOAWTL UHAMBYMAE Ha Neprdeputo colmyma.
Bo-BTOpPbIX, CEAYET PA3NMYaTh NOHATUS «MAPrHANBHOCTU» U «MapruHanmn3aa-
UMW»: nepeoe 0603Ha4aeT COCTOAHME HAXOXAeHUS Ha FPaHNLE, TOMa Kak BTopoe
nofpasyMeBaeT NPOLEeCC Nepexofia Yepes 3Ty rpaHuLly.

LindposnsaLms coumansHo-CETEBOTO MPOCTPaHCTBa 0becneynBaeT «nepe-
X00 0M MPAadUYUOHHO20 (heHOMEHA MACChI K (heHOMEHY COyUansHo OuphepeH-
YUpOBAHHLIX cemesbix coobuyecms» (Bonoaerkos, 2018, c. 8). HedhopmanbHoe
CO0OLLECTBO — 3TO rpynna Ntofei ¢ obLMMK nHTepecamn, KoTopas opmrpyeTcs
He3aBUCKMO OT ODULMaNBHbIX CTPYKTYP, MPY 3TOM C ODULMaNBbHbIMY CTPYKTY-
pamu X MoaepaTopbl Takke He addUNMPOBaHbl. 3TO MOTYT ObITb MONOAEXHbIE
11 BOMIOHTEPCKME ABWIKEH NS, KNYObLI MO MHTEpecam, rpynnbl COUManbHOM MHUUN-
aTviBbl 1 Apyrve HedopmMarnbHble coobulecTsa. B Lenom TakoBble MpeacTaBnsioT
coboi hopmy obbeanHeHNs Niofel 6e3 KOHKPETHOM CTPYKTYPbI M perncTpaumn,
4TO SBNSETCS MOAHON NPOTUBOMONOKHOCTBIO MHCTUTYaNM3MPOBaHHbIM Opra-
HV3aumsamM. HeopmanbsHble coobulecTsa He UMeloT hOPManM30BaHHbIX NPasiif
1 He 061a7at0T YCTOMYMBBLIMUM CBA3SMN, BYAy4n 06beAVHEHbI NI OBWHOCTbHIO
MHTepecoB. [ogo0HbIe KONNEKTHBbI CTOMT PacCMaTPUBAaTL Kak COLMOKYALTYPHbIE
FOMOreHHble Cpefbl, Fae Y4aCTHUKN OAMHAKOBO BOCTPUHIMAIOT YCNOBMS CBOEN
XKIM3HM, aKTVMBHO B3aMMO/ENCTBYIOT APYr C APYrOM, a VX MOBeeHVe BO MHOMOM
onpefenseTcs Kpyrom obuleHns BHYTPW AaHHOro coobulecTsa. MoOXHO ckasaTs,
4TO YeHOB coobllecTBa ObbeNHSAET CXOACTBO 0bpasa MbiCfen, NOPOXKAeHHOoe
FOMOMEHHOCTbBIO €70 Y/1EHOB.

Hedopmanshble coobiiecTsa 4acTo BO3HMKAIOT Kak DEAKLMs Ha CyLLECTBY-
folIMe OrpaHMyeHns 1 NpaBuna, NpefocTaBnss Nonb3oBaTensm cBoboay camo-
BbID@KEHMS 1 BO3MOXKHOCTb 0bLLEHNS BHE (POPMabHbIX paMoK. Takue coobule-
CTBa MOTYT BbITb NPOCOYUAMBbHBIMU, KOT[A VX 8KTOPbI OGBEANHEHbI CTPEMEHIEM
K YNYYLWEHVIO YCNOBMIA CBOEM *M3HW 1 0OLLeCTBa B LIeIOM, acoyuaneHeiMu,
e Y4neHbl 00beArHEeHbl BOIMOXHOCTHIO HECODNOAEH NS OBLIENPUHATBIX HOPM
noBefeHNs, a Takxe HelMPanbHbIMU, YIaCTHIKM KOTOPbIX ODUEHTUPOBAHI
Ha ViHble cepbl — Urpy, passnedeHis, yuedy, NoBCeAHEBHOCTb, OTMETUM, YTO
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NPaKTUKyeMbI B aCOLIManbHbIX CETEBbLIX FPyMmnax 06pa3 X13HV xapakTepusyeTcs
HapacTatoWMM OTHYKAEHEM YenoBeKa OT ODLLECTBEHHbIX LeNel, Cy)XeHVeM
COUManbHbIX MIHTEPECOB, BO3pacTatol|el KpuMmnHanmusaLmeli 1 couviansHo-Hpas-
CTBEHHOMW flerpagaunelt IM4HOCT. B nTore acouvanbHsle HedopManbHble coOob-
WecTBa MOTYT PafMKanm3npoBaThCs — OT HEOA0OPSEMbIX 11 MOPYILIAEMBIX COLM-
anbHbIX MPaKTUK A0 YPOBHS AECTPYKTUBHbIX (MM AENVHKBEHTHbIX). Ha Takyio
BO3MOXHOCTb elle B Havane BeKa ykasan K. P. CaHCTelH, KOTopbIVi NprBen MHO-
KECTBO MPUMEPOB, MOKa3bIBAOWMX, YTO KO eVHOMBILWAEHHVIKI COBMpatoTCcs
B PYMbl, OHY, KaK NpaBmno, CTaHOBATCA bonee pafnKanbHbIMU B CBOVIX B3MNSAAaX,
yeM paHble (Sunstein, 2009). Mpw 3TOM CTeMeHb paanKanv3aumnmy MOXHO oTce-
[VTb Ha OCHOBE KOHTEHT-aHann3a BpaxaebHOCTM S3bIKa MO COOTBETCTBYIOLLMM
NIVIHTBUCTVYECKMM MapKepaM. [Jns 3TOro 06bIYHO MCNONb3YeTCs WKana, pasnmya-
follas: 1) BeIpaxeHys (Yalle capkacTMyecKne), KoTopble «TPOANST» Ntofel CooT-
BETCTBYIOL|EN rPyNnbl B Ka4eCTBE HEMONHOLUEHHbIX 1 BPeAHbIX Ans 00LLecTBa;
2) BbICKa3bIBaHWS, HOCAWLME YCTpalatolMi/yrpoXatoLmnii xapakTep ¢ SBHbIM
KenaHvieM 3afeTh YyBCTBA OMNpPeAeneHHbIX KaTeropuii ntofen; 3) BblpaxeHune
arpeccuu v Npu3biBbI K HACUAWIO, HanpaBieHHOMY Ha OrnpefeneHHyo coumarns-
HYtO FpYMANY WK OTAENbHOIO YenoBeKa Kak ee npeactasuTens (Sharma et al,,
2018, p. 107).

CornacHo B.M. Kpacvkosoli 1 B.M. Kyaawosy, «s1eeko 0ocmynHsIt OHAAUH-
KOHMeHM coyuasneHeix cemeli npedocmasnsiem atoosM, ys381eHHbIM COOCMBeH-
HbIMU NPO6AEMAMU U OKPYXAoWUMU 06CMOSMeasCmaamu, asemepHamus-
Hble MUPOBO33PEHUS U KMUBHbIL noddepxusarowjuli KoHmekcm. [lomomy oHu
U 6yoym cmpemumecs K NnpUCOEOUHEHUK K maKol coyuansHol cpede, 2de npak-
muYecku Hem nopoea 0715 8K/IYEHUS 8 COOOUECMBO, KDOME KK NPpUHSmMue
Hogwblx 83215008» (Kpacukosa, Kyaawos, 2023, ¢. 2212). Ecnn nogobHble cooblie-
cTBa OPMUPYIOTCS He CUTYaTVIBHO, a MMeloT OnpefeneHHoe SAPO Y4aCTHUKOB,
0becneyrBatolLMX CMbICNIOBYIO 1 XPOHOMIOTMYECKYIO YCTOMYMBOCTL BCEro 0bbe-
AVIHEHVS, TO MOXHO FTOBOPUTb O 3aK/i04eH Ve YNeHOB Takux rpynn B MHGopMa-
UVOHHbBle Kancynbl (AW 3x0-Kkamepbl). 104 TaKoBbIMY MOHUMaOTCS MHDOPMa-
UVMOHHO-KOMMYHWKaLMOHHbIE CTPYKTYPbI, B FpaHMLax KOTOPbIX MAen, CMbIC/bI,
CUMBOJIbI, MHEHVS W YOXAEHVS He MeHSIOTCS 3a CYeT obpalleHns K ansTepHa-
TUBHbIM OOBACHUTENbHBIM MOAENSM U KPUTUYECKOW OLEHKKU MHDOpMaLK, a,
HanpoT1B, NOAAEPKMBAIOTCS, COXPAHSIOTCS, a Takke YCUVBaIOTCS NOCPeACTBOM
PErYASPHOTO MOBTOPEHUS, 0DCYKAEHMS U 0f0bpeHNs B Cpefe eaHOMBbILLNeH-
HWKOB (BonopeHkoBs, ApTamoHoBa, 2020). MNpakTnyeckrm nposiieHremM noaob-
HbIX Kamcyn MOryT CTaTb CoUManbHo-ceTeBble COOOLLECTBa, a 0COOeHHO Hedop-
ManbHble COObLECTBa, CHOPMUPOBAHHbIE BOKPYT KOHKPETHOW npobnemaTiki/
TeMaTUKN.
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BOMbWWHCTBO MO/b30BaTENEN COLMANbHBIX CETEN OAHOBPEMEHHO COCTOST
B HECKOJbKIX CETEBbIX COODLLECTBAX, KaK CBA3aHHbIX ODLLIEN CMbICIOBOV NTUHUEN,
TaK ¥ He umMetolx obuinx yepT. OfHako ocTaeTcs HeboNblLOoe MEHBLWMHCTBO,
BCTynatoulee B OHO UAW MaKCHMyM Napy-TPOMKy HedopManbHbIX COObUIECTB
acouvansHoro THMa, YTO OrPaHUYMBAET Ky 1X 00LLeHWs. MpeacTaBuTeny AaH-
HbIX TPYNM MOTYT CTaTb MapruHanamu, MoCKoNbKy 00pasyloT aHKNaBsl BHyTPU
coumansHo-MeAnItHOro MPOCTPAHCTBA. A Kak MapriHansl OHW XapaKTepU3yoTCs
NepexooM Ha ColvianbHble MO3NLMN, VCKTIOYaIOLWMMY VX Y4acThe B OOLECTBEH-
HOW U KYAIETYPHOM XKU3HM COLMYMa. 3TO CNOCODCTBYET POCTY YYBCTB OTHYXAEHWS,
OAVNHOYECTBA, HE3HAYUTENBHOCTM 1 BE3HAAEKHOCTU, XapaKTEPHbIX ANS Mapri-
HaNM3MPOBAHHOM NMYHOCTW. MapriHan No NpoWecTsuy BpeMeHn hakTuyecku
OKa3bIBAETCS BHYTPM COUMANbHO-MEAMIMHOMO NPOCTPaHCTBa, He Byayyun non-
HOLEHHbIM €70 4NeHOM, a B Cly4ae YCUEHVS MaprHanvi3avpyowyx hakTopos
OH MOMeLaeTCs Ha rpaHuLbl CoLMyMa. ITO NMO3BONSET OTHECTH HedOopMans-
Hble COOBLLECTBA acoLUMansHOMo THMa K Fpynnam prcka, KOoTopble ys3BUMb! MK
MOTYT MOHeCT ylepb OT NOCNeACTBUI UMDPOBM3aLMYM CETEBOTO MPOCTPAHCTBA
obulecTsa.

CerofHs Meamapecypc «BKoHTaKTe», paBHO Kak 1 Apyrue counansHble
Meauva, Nepelwen Ha NepcoHanv3rvpoBaHHbIe anropuTMmUYecKmne HoBOCTHbIE
NeHTbI, 3aMEHNB TPAAMLMNOHHbIE XDOHOMOTMYECKE. B 3TOM Cly4Yae Ha OCHOBE
PasnmMyHbIX KPUTEPUER, TAKKX KaK TWM KOHTEHTA, HTEPeC Nob3oBaTens K Teme
1 UCTOPUS B3aVIMOAENCTBIA C NOAMMCYMKAMM, COLCETH CaMOCTOSTENBHO Onpe-
[EeNsioT, KAKOW KOHTEHT akTMBHO NMPOABUTaTbh, @ Kakon «MecCUMM3nNpoBaThb»
M UCKNtOYaThb 13 Bbldayn. [osTomy niobble NpeaybexaeHs, CyuecTsytoLme
y pa3paboTyMKOB anropmMTMOB, MPOHMKAOT B OpraHmn3aumio paboTsl colvans-
HbIX Meura 1, YTO elle Xy)Ke, OHU YCUAMBAIOTCS 13-3a CNOXHOCTH TakMx COLMO-
TexHuYecKnx cnctem kak MHTepHeT (Ntoutsi et al,, 2020). B Tom cnyvae, ecnu
CTpaHvLa TemaTnyecKoro coobuiecTsa NpsMo He HapylwaeT npasuia CoLceTH,
He MMeeT «CTPaikoB» (He BbIN0 Haka3aHo aAMUHUCTPaLUMelt CoLceT) N UMeeT
aKTMBHOE AP0 Mofb3oBaTenel, Nyonvkyemblin Ha Hell KOHTEHT byaeT npeaa-
raTbCsi B HOBOCTHOW NEHTE AaXe TemM Mofb30BaTensiM, KOTOpble He Oblv Ha Hero
NOANVICaHbI.

Llenb faHHOIO UCCNIefO0BaHUS — 13Y4/Tb PACMPOCTPaHEHHOCTb Hedop-
MasibHbIX COOOLLECTB B COUManbHO-MEAMIHOM NPOCTPAHCTBE U 1X POfb B UnD-
POBOW MapruHanu3auuu. MocneaHsss OTHOCUTCS K CUTYaLMW, KOra HeKoTopble
FRYMNbl UM MOV OKa3bIBAKOTCS 3aMKHYThIMY B ONPefeneHHble ceTeBble coob-
eCTBa, HECMOTPS Ha WX NMOrPYKEHHOCTb B [100a/1bHOE CETEBOE NPOCTPaHCTRO.
[15 NOCTVIKEHVIS NOCTaBNEHHON Leny npeanaraeTcs peleHune cenyoumx
3agavy: 1) olieHKa 06LLEero Kov4ecTsa acoumansHbix HehopMarbHbIX CO0OLLECTB,
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2) nony4eHvie HbopMaumm o NnybANKaUVOHHOM MX aKTUBHOCTM 1 BOCTpebo-
BaHHOCTU KOHTEHTa, 3) onpeaeneHve Aonu ux ayautopun B KOHTEKCTe BCex
HedopMabHbIX CETEBbIX COOOLLECTB M COLMaNnbHON ceTv «BKoHTaKTe» B Lenom;
4) ycTaHOBMEHVe MaKTOPOB, CNOCODOCTBYOWMX UMDPOBOA MapriHanmusaumm
4NEHOB acoLManbHbIX HeopManbHbIX COOBLIECTB B COLMANbHO-MeannHOM Mpo-
CTpaHcTBe.

METO/Abl UCC/IEAOBAHUA

MeTofoM nccnenoBaHus ctan GopManbHO-N0rVHeCKIIA aHanm3, KoTopbI i
NO3BO/IWA CBSA3aThb NOHUMaHVe UyhpOoBO MapriiHanv3auum ¢ npoleccom dop-
MUPOBAHMS acoUMabHbIX FPYNMNMPOBOK B COLManbHO-MeauiiHoM cpepe. [laHHbli
MeTOof, Dbl NPUMEHEH NpU KOHUENTyanu3auny noHsTUs «UuudpoBas MapruHa-
NVi3aLMs B COUManbHO-MeNnMHOM NPOCTPaHCTBE» 1 NPW YCTaHoBNeHWI haKTo-
POB, CMOCODBCTBYIOLLVX MaprvHANM3aLMM Y1EeHOB acolnanbHbIX HedopManbHbIX
coobulecTs. [Ins pelweHus Apyrux CCnegoBaTensCkix 3aaay beina nposeaeHa
coumnanbHas avarHocTyviKa VIHTepHeT-pecypcoB B ColManbHoi cetn «<BKoHTakTe»
C NOCNeAyoLUM KOHTEHT-aHann3oM 1 pa3bopomM ayauToprv Nonb3osateneil.
BbIOOP VIMEHHO aHHOIO COLManbHOrO Meava onpeaenseTcs cneaytoulelt coBo-
KYMHOCTbIO DaKTOPOB:

— BbICOKMIA YPOBEHb MPOHMKHOBEHNS PECypCa Cpeamn HaceneHns permoHoB
Poccunu (ayautopus coumanbHom ceTn «<BKoHTakTe» 8 2024 rofy — 90 MAH Nosb-
30BaTenen B MecsLl, 4To cocTasnseT 74,3 % YMCNeHHOCTY HaceneHus, 1 3TO OAVH
13 5 Havbonee BOCTPebOBaHHbIX CPeN POCCHSH CANTOB)Y;

— Hanuyve dyHKUMOHana, KoTopslii 0becnevBaeT BO3IMOXKHOCTb Pe3y/lb-
TaTMBHOTO NOVCKa BEO-CTPaHMIL, Y MEAVAKOHTEHTE;

— BO3MOXXHOCTb XPOHOMOTNYECKN OTCIEXMBATL M3MEHEHME CUTYaUW, T. €.
BbIOY paTb He TONbKO NOMyNapHbie coo6u4ecma, HO 1 NONb30BaTENbCKME FPYTnbl,
dKTMBHOCTb B HaCTOﬂLLLM% MOMEHT He NpoABNAtoLWNeE;

— MYNETMHOPMATHOCTb NOAAEPHKNBAEMOTO KOHTEHTA.

! Mediascope. (6.4.). JaHHeie no aydumopuu CMYI (MHmepHem. PezuoH: Poccus 0+; Fod/Mecsy:
CeHmsbpe 2024 2, Llenesas ayoumopus: nodu cmapwe 12+). https://mediascope.net/data/
(05.10.2024).

Mediascope. (n.d.). Dannye po auditorii SMI (Internet. Region: Rossiya 0+; God/Mesyats: Sentyabr’
2024 g.; Tselevaya auditoriya: lyudi starshe 12+) [Media audience data (Internet. Region: Russia
0+; Year/Month: September 2024; Target audience: People over 12+)]. Retrieved October 5, 2024,
from https://mediascope.net/data/
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OTaenbHO 06paTVM BHUMaHVe Ha BOMPOC LienecoobpasHoCcTV NpoBeaeHus
coumansHoM AnarHoCTUKN B MeCcCeHmKepax, B HacTHoCTH, B Telegram. K coxane-
HUIO, MOUCK CTPaHWL, YAOBAETBOPSIOLLMX MNOCTABNEHHbIM UCCIEA0BATENBCKIM
3a/a4aM, B paMKax JaHHOro CoUvansHoro Meama 3HayvTensHO orpaHiyeH 1s-3a
0CobeHHOCTeN paboTbl HACTPOEK MPKBaTHOCTM. OTAENbHbIE TUMbI CTPAHWML, MOTYT
BbITb MONHOCTHIO CKPbITHI ANS BCEX, 38 VICKMNOYEHMEM YHACTHVKOB, A0OaBNEHHbIX
N0 NEePCOHabHbIM NPUMALWEHNSM.

[narHocTryeckoe nccnenoBaHmne NpoBoOAMIOChE B MHPOPMALMOH-
HOM MpPOCTpaHCTBe NATK cybbekToB Poccuiickont ®efepaunn, oTobpaH-
HbIX HA OCHOBE [1aHHbIX 06 UCNONb30BaHMY MHDOPMALMOHHbIX TEXHONOT A
1 MHDOPMALMOHHO-TENEKOMMYHUKALVOHHbBIX CETEN B AOMALIHWX XO341CTBaX,
a TatoKe ColUManbHO-3KOHOMMYECKOM MONOXKEHWIN PeroHa 1 YUCIeHHOCTY
Hacenerus (cM. Tabnviy 1). Mpw 3TOM NO NepBOMY NokasaTenio Ans Crnaxmnea-
HUS BANSHWS haKTopa MCNoNb30BaHWs MHHOOPMALMOHHO-TENeKOMMYHMKaLM-
OHHbIX TEXHOMOMWIA Mbl CTapanuchb 0TobpaThb pernoHsl Poccriickon Gegepaumn,
HaxoAsUMecs BO BTOPOM 1 TPETbeM KBapTUIe PEUTUHTA, a MO 1BYM OCTa/bHbIM
NoKa3aTensiM PermoHbl HaXOAMINCh BO BCEX KBAPTU/SAX COOTBETCTBYIOLLMX peli-
TUHTOB.
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Tabnuua 1/ Table 1

Moka3aTenu ypoBHs MH(OpMaTM3aLum, CounarbHO-IKOHOMUYECKOTO
1 coumanbHo-gemMorpacgryecKoro noaoXeHUs nuccnepyemblix cy6bekTos PO

Informatization, Socio-Economic and Socio-Demographic Conditions
of the Studied Regions of the Russian Federation

Wcnonb3osaHue uHdopmaum- | CoumanbHo-akoHoMMYeckoe | [lemorpaduyeckme

OHHbIX TEXHONOTUI 1 MHOP- | NONOKEHME perMoHa nokasarenu
Ma”‘MOHHO'TenFKOMMVH”Ka' Socio-Economic Status Demographic Profile*
LIMOHHbIX CeTeN B AOMALLHUX ofthe Regiong

X03AKCTBax

Use of IT and Telecommunica-
tions in Households?

Lona nomoxo- PeiTuHr | Mtorosoe PeituHr | Konuuectso | PenTUHT
3AWCTB, UMEIOLMX Rating* 3Havl4eHme Rating* wutenew Rating*
[OCTynN B CeTb pewTUHIoBoro Population
WHTEpHET 6anna®
Percentage of Overall Rating
Households with Score
Internet Access
CBepanoBcKas
obnactb
86% 47 68,506 7 4230928 |5
Sverdlovsk
Oblast

? ®epepansHas cnywba rocyaapcTBeHHON CTaTncTukK. (2022, 2 sHBaps). BeibopoyHoe pede-
paneHoe cmamucmuyeckoe HabaoeHuUe No 80NPOCAM UCNOI6308AHUS HACENEHUEM UH(HOPMA-
YUOHHbIX MexHOo102Ul U UHHOPMAYUOHHO-MENEKOMMYHUKAYUOHHbIX cemel. https://rosstat.gov.
ru/statistics/infocommunity (05.10.2024).

Federal State Statistics Service. (2022, January 2). Vyborochnoe federal’noe statisticheskoe
nablyudenie po voprosam ispol’zovaniya naseleniem informatsionnykh tekhnologiy i
informatsionno-telekommunikatsionnykh setey [Selective federal statistical survey on the use of
information technology and information and telecommunication networks by the population].
Retrieved October 5, 2024, from https://rosstat.gov.ru/statistics/infocommunity

3 PWMA HoBocTu. (2023, 15 Mas). PEUTUHT COLManbHO-3KOHOMUYECKOTO NOMOMEHNS PETMOHOB
no utoram 2022 roga. https://ria.ru/20230515/polozhenie_regiony-1870956129.html (05.10.2024).
RIA Novosti. (2023, May 15). Reyting sotsial’no-ekonomicheskogo polozheniya regionov po itogam
2022 goda [Year-end socio-economical rating of regions in 2022]. Retrieved October 5, 2024, from
https://ria.ru/20230515/polozhenie_regiony-1870956129.html

* PepepanbHas cnyxba rocyaapCTBEHHON CTAaTUCTVKK. (2024, 5 vions). YucreHHOCMb HaceneHus
Poccutickol ®edepayuu no noay u go3pacmy. https://rosstat.gov.ru/compendium/document/
13284 (05.10.2024).

Federal State Statistics Service. (2024, July 5). Chislennost’ naseleniya Rossiyskoy Federatsii po
polu i vozrastu [Population of the Russian Federation by gender and age]. Retrieved October 5,
2024, from https://rosstat.gov.ru/compendium/document/13284

9 PUA Hosoctn. (2023, 15 mas). PelimuHe coyuanbHO-3KOHOMUYECKO20 NOJIOXKEHUST PeauoHO8
no umoeam 2022 2oda. https://ria.ru/20230515/polozhenie_regiony-1870956129.html (05.10.2024).
RIA Novosti. (2023, May 15). Reyting sotsial’no-ekonomicheskogo polozheniya regionov po itogam
2022 goda [Year-end socio-economical rating of regions in 2022]. Retrieved October 5, 2024, from
https://ria.ru/20230515/polozhenie_regiony-1870956129.html

HAYKA TEJIEBUAEHUNA 20 (4), 2024 195 THE ART AND SCIENCE OF TELEVISION


https://rosstat.gov.ru/statistics/infocommunity
https://rosstat.gov.ru/statistics/infocommunity
https://rosstat.gov.ru/statistics/infocommunity
https://ria.ru/20230515/polozhenie_regiony-1870956129.html
https://ria.ru/20230515/polozhenie_regiony-1870956129.html
https://rosstat.gov.ru/compendium/document/13284
https://rosstat.gov.ru/compendium/document/13284
https://rosstat.gov.ru/compendium/document/13284
https://ria.ru/20230515/polozhenie_regiony-1870956129.html
https://ria.ru/20230515/polozhenie_regiony-1870956129.html

Mcnonb3osarue uHpopmauu- | CounanbHo-skoHommueckoe | [emorpaduyeckue
OHHbIX TEXHONOMMI U UHOP- | NONOKEHUE pernoHa nokasaresnu
Ma"""'OHHO'Te”fKOMMVH”Ka' Socio-Economic Status Demographic Profile*
LI,MOHVHbIX cetei B AOMAWHUX | o tpe Region?
X03AMCTBaX
Use of IT and Telecommunica-
tions in Households*
[Jona nomoxo- PeiTuHr | Mtorosoe PeituHr | Konuuectso | PenTUHr
3A4CTB, UMEILLMX Rating* 3HayeHue Rating* Kutenen Rating*
[0CTyn B ceTb pPenTUHIoBOro Population
HTepHeT 6anna®
Percentage of Overall Rating
Households with Score
Internet Access
BopoHexckaa
obnactb
89% 28 57,373 20 2279349 |21
Voronezh
Oblast
Bonrorpaackas
obnactb
91% 20 47,559 29 2461978 |18
Volgograd
Oblast
Tomckan
obnacts 85% 52 38,595 50 1047746 |48
Tomsk Oblast
Mckosckan
obnacts 86% 49 27,098 74 584 467 67
Pskov Oblast
Kypckana
obnacte 85% 53 44,796 35 1063963 47
Kursk Oblast**
lpumedarus:

* PelimuHz daH omHocumesneHo ecex cybbexkmos P,
“* Cybvekm P, 8616paHHbIL 8 Ka4eCMBe KOHMPO/ILHO20 Pe2LoHd.

Notes:

“Rating is relative to all regions of the Russian Federation.
“* Region selected as the control group.

B Ka4ecTBe KOHTPONBHOTO pernoHa beina BeibpaHa Kypckasi 0bnacTs, s
KOTOPOW €CTb BO3MOXHOCTb NMPOaHaNM3npoBaTh AeATeNbHOCTE HEOPMabHbIX
CO0DOLLECTB, OCHOBBIBASACh HE TONLKO Ha AaHHbIX MONCKOBbIX cCUCTEM «BKOHTaKTe»,
HO ¥ Ha COBCTBEHHOM ONbiTe PaboThl B COLMANBHO-CETEBOM MPOCTPAHCTBRE
B KayecTBe cneumanmcta SMM.

OT60p HedopManbHbIX COOHUIECTB MPOBOAMACS MO CAeAyOLEMY anro-
PUTMY AEMCTBUIA. Ha NepBOM 3Tane oCyL|ecTBASNCS MOWCKOBbIN 3anpoc, COCTO-
SLLUMIA 13 YNOMVIHAHWS PETMOHa U OTAENBHO PErvoHansHOro LEHTPa, KOTOpPbIV
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BblAaBan nepeyeHb COOBLWECTB B pa3Mepe 57 ThiC. FPyMM, U3 KOTOPOTO UCKNO-
4anu1cb COOOLLECTBA C METKOM «rocopraHn3auyis» 1nu adhdrnmpoBaHHble ¢ rocy-
[2PCTBEHHbIMM/MYHULMNANbHbIMM CTPYKTYPaMy. MearakoHTEHT OCTaBWMXCS
NHTepHET-pecypcoB MpoBepsACsS C NOMOLLLI0 NOMCKOBOTO 3anpoca Ha ynoTpe-
bneHne «<HedopManbHO TEPMUHONOMMI», HTO MO3BONSNO BbISBUTL CETEBbIE
coobUlecTBa, B KOTOPbLIX peanv3aumns KOHKPETHOro 0bLLero nHTepeca CTpou-
N1aCb Ha OCHOBE B3aMMOPACMONOKEHNS Y TMYHOCTHBIX CUMNaTWiA. [laHHble coob-
llecTBa Aanee NpoCMaTprBaniCs BPYYHYyto. YunTbiBanvich Bce HedopMarbHble
TemaTuyeckne coobllecTBa ¢ 0bLKM KONMYecTBOM nognncyikos bonee 100,
B T. Y. Vi 3aKpbITble cooblLecTBa. Ho creqyeT Npr3HaTh, YTO MPOBECT/ MOAHOLEH-
HbIIA KOHTEHT-aHan13 Ha NOAOBHbIX CTPaHKLAX He MPeACTABASETCS BO3MOMHbIM.
B vccnenoBanmni He yYuTLIBANMCL 3KCTEPPUTOPHaNnbHbIE CeTeBble COODLIECTBA,
Y4aCTHVIKM KOTOPOrO MOMYT HaXOAWTLCS B Pa3HbIX YronKax M1pa, HO 0bLaThCs
VI COTpYAHWYaTb O1arogaps COBPeMeHHbsIM MHDOPMaLMOHHO-TENEKOMMYHVIKaLM-
OHHbIM TEXHOMOMVSAM. Mbl ICXOAWAM 13 TOTO, YTO KOHCONMANPYIOWMIA NOTEHUManN
TaKyIX COOOLLECTB HIKE, YeM Y COODLIECTB, 0ObeANHSIOWMX FPaXaaH B npefenax
OAHOMO pervioHa. A y4uTsiBas Ueb MCCefoBaHus, CBA3aHHYI0 C MOHUMaHeM
ponu HeopManbHbIx CETEBbIX COOOWIECTB B MPOLLeccax MaprHanvsalmim, B npo-
CTPaHCTBO aHanumsa ObInK BKIKOYEHbI TONBKO NMPOCOUManbHbIe 1 acoumanbHble
cooblecTsa.

PE3Y/IbTATbI

B pamkax nccnefosaHus B coumanbHo-MeaniiHoOM NpoCTpaHcTee Obino
BbISIBAEHO 156 HEOPMabHbIX COOOLWECTBE, CPeAM KOTOPbLIX MOYTY YETBEPTH
(37) BbINM MAEHTUDOMLMPOBaHbI Kak COODLECTBA C acoUManbHOM oprieHTauven.
MoppobHoe pacnpeaeneHne NpeacTaBneHo Ha pucyHKe 1.
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0 5 10 15 20 25 30 35
Caepanosckad o6macTs / Sverdlovsk Oblast | 5(17%) i ‘ ‘ ‘ ‘ 30
Bourorpaackas o671acTs / Volgograd Oblast 4(14%)| ‘ ‘ ‘ ‘ ‘ 28 |
BopoHesxkckas o61acTs / Voronezh Oblast 8(‘30%) | : : : ‘27 |
Tomckas o6macts / Tomsk Oblast 4(17%)| : : : : 23 |
TIckoBcKas 061macTh / Pskov Oblast | 5(25%) : : 20
Kypckas o6macTs / Kursk Oblast 11(39%) | ‘ 28
T T T T

0O AconmanbHble HedopMaTbHBIE coobmrecTBa / Asocial Informal Communities

OBcero HegopMambHEIX coodmecTs/ Total Informal Communities

Puc. 1. PacnpepgeneHue obuero koanyectsa HechopMasbHbIX CO06LLECTB
B COMOCTAB/IEHUU C KOJIMYECTBOM acoLMabHbIX MO UCC/IefyeMbIM PEFMOHAM.

Fig. 1. Total Number of Informal Communities vs. Asocial Communities
in the Studied Regions.

Haunbonbluee 41cno ceTeBbix COOOWECTB C MPU3HaKaMn HedopManbHbIX
obbeavHeHnin bbINo 3adnKcrpoBaHo B CBepanoBckon obnactu (30), HanMeHb-
wee — B MckoBckoit (20). MprmeyaTenbHo, YTO Pa3HMLE B KONMYECTBE BbIsSB-
NEeHHbIX CTPaHWUL, B MEAVAHHbBIX N0 YMCIEHHOCTW Hacenerns Boarorpanckol,
BopoHexckolt 1 ToMCKoM 061acTsax MyHKMansHa (He 6onee 5): 3T yKa3biBaeT
Ha CXOXECTb CUTYaLMM B laHHbIX pernoHax. B bonee obuiemM KOHTeKCTe AaHHbIM
(haKT MOXET CBMeTeNbCTBOBATL O 3aBMCMMOCTI KONMYECTBA CETEBbIX COODLIECTR
OT YMCNEHHOCTU Hacenerus. Tem Bonee, YTo B KOHTPONbHOM pernoHe (Kypcxast
06NacTh, KoTopas Takke ABNFeTCs MeAraHHOoW NO YUCAEHHOCTX HaceneHus)
B paMKax aHan3a coumanbHbix ceTei bbino BbiSBNEHO 28 HedopManbHbIX CO00-
LLECTB.

Nvgvpyowyto NO3UUUID N0 YWUCAY acoumanbHbiXx O0ObeanHeHW
B COLMaNbHO-MEAMIMHOM NPOCTPaHCTRE 3aHsna BopoHexckas obnacts (8). Mpw-
MeuaTeNbHO, YTO BCe OCTabHble WCCNe0BaHHbIE PErVIOHbI 1eMOHCTPUPYIOT
NOYTK COMOCTaBMMOE HYMCNO TaKyx 00beAnHEHNIA. B xoe KOHTponbHOro obcne-
AoBaHWs Kypckoit 0b6nacti 66110 obHapyeHo 11 HebopmManbHbix 06beanHeH N
acouMansHOM HanpaBneHHoOCTU. B yeTbipex cnyyasx uaeHTudnkaums aaHHbix
rpynn 6bi1a ocyulecTBNEHa NOCPEACTBOM aHaNM3a KOCBEHHbIX MPU3HAKOB, TaKMX
KaK BbICKa3blBaHMS YYACTHUKOB 3TUX COOBLLECTB Ha MHbIX MYONUYHbIX VIHTep-
HeT-nnatopmax.

OTMETUM, 4TO CIOXHOCTb BbISIBNIEHWS acoLManbHbIX HedopManbHbIX cO0b-
IECTB CBs3aHa C TeM, YTO OHYW He NMYOANKYIOT AECTPYKTUBHbINA KOHTEHT OTKPbITO
1 NPSMONVIHENHO. [10A00HbIN NoAX0a NOMOraeT U3bexaTh CaHKUMIA CO CTO-
POHbl aAMUHNCTPaLMMX COLICETEN 3a PaCNpPOCTPaHAEMbll KOHTEHT, UMeoLII
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paspywmTensHoe 1 narybHoe BAusiHMe Ha YenoBexa. TMpaxvipyemble Matepransl
0OpMAEeHbl B COOTBETCTBUIN CO BCEMU CTaHAaPTaMu NPOABVIKEHWS B COUMANb-
HbIX CeTAX: gpKve v uennstowmne meavadalinsl (GoTo nnun B1aeo, ayavosanncu);
HeboMblas TeKCTOBas NOABOAKa; 3aTParnBatoTCs OCTPble COUVanbHble Npo-
61emMbl; UCNoMb3yeMble MaTepuansl MMeIoT NPOBOKALMOHHBIN xapakTep. Llenb
TaKKX NyOAVKaLUWIA — HEe OCTaBUTb NONb30BaTeNs PABHOAYLIHbIM, 33/1€Tb BOMPOCH
V1 NPOBEMbI, KOTOPLIE OH PA3AENSAeT 1 CHUTAET aKTyanbHbIMU. B KOHEYHOM UTOre
rybOKNI CMBICT KOHTEHTa — pOMaHTMU3aLUMs HehopManbHOro obpasa KU3Hu,
enaHne NoKasaTb COOOUIECTBO B KAYeCTBe Kpyra enMHOMbILNEHHUKOB, 0Obe-
AViHeHWs 6113K1X No ayxy Apy3en. COOTBETCTBEHHO, 3aMHTePeCOBaBLWCH SPKO]
KapTWUHKOW 1AV BbI3bIBAIOL|MM PE30HAHC TEKCTOM, NOMb30BaTENb, C HaMbonblei
[0Nel BePOSTHOCTY, NeperiaeT 13 HOBOCTHOW NeHTbI B CaMo cOOBULECTBO 1 Nopa-
POOHEE N3YYNT ero Cofepanme.

B pamrax KOHTeHT-aHann3a Oblo NPOBEAEeHO N3YyYeHre MaTepLranos,
pasMellaemblx aIMUHNCTPaLUMEN OTKPBITEIX HeOPMansbHbIX COObLeCcTB aco-
UManbHOro Tnna. Pecypcel, He MMelLLVe LUeHTPanv30BaHHOrO ynpaBneHus
¥ N03BOASOUME pa3MellaTts NybnnKaLymn nobomy ciy4ainHoMy nonb3oBaTento,
He OL|eHUBANNCh 13-33 BbICOKOWM aKTVBHOCTW CNama vi OTCYTCTBUS TeMaTnyHo-
CTW. TakKe He paccMaTpPYBaNWCh 3aKPbITble CTPAHNLbI 1M3-3a OTCYTCTBMS K HUM
poctyna. CambiMn AENVKBETHBIMU HedopMansHbIMK COODLLECTBAMM OKa3anvch
OKONOKPUMUHaNbHbIe (AYE, CKHxeabl — 06a Npr3HaHbl IKCTPEMUCTCKUMU, Aesi-
TebHOCTb Ha TeppuTopuu Poccriickoin defepalni 3anpeLleHa) U KOHT PRy b-
TypHble (YBK «PefaH» — noTeHUManbHO MOXeT HBbiTb 00bsBAEHO B POCCHM SKC-
TPEMUCTCKIMM) TeYeHMs,

Ans 6onblen 0OBEKTUBHOCTM Mbl TaKKe CPABHUAM AOAN acOLManbHbIX
COODUIECTB B pa3Hblx pervioHax. PesynstaThl pacnpeaenuancs No 0bnactam cne-
aytoum obpasom: BopoHexwckas — 30 %, MNckosckas — 25 %, Tomckas — 17 %,
Ceepanosckas — 16 %, Bonrorpaackas — 14 %. lNpeacraBneHHble faHHble CBU-
AETEeNbCTBYIOT O TOM, HYTO Ha PacnpoCTpaHeHre acolmanbHbix HehopmanbHbIX
ABVKEHNIA BOMbLIOE BAVSHIE MOXET OKa3blBaTb reorpacbuyeckunii hakTtop, B TO
BPEMSI KaK COLManbHO-3KOHOMUYECKMEe 1 aeMorpadryeckrie nokasatenu MoryT
MIMETb BTOPUYHOE 3HaYeHMe.

B Kypckoit obnacTu aaHHbIM NoKkasaTens cocTasnseT 39 %, 4To cyule-
CTBEHHO NPEBbIWAET fiaxe AOCTAaTOYHO BbICOKMI NOKa3aTeNb BOPOHEKCKON
obnactu. TaknM 06pa3oM, MOXHO KOHCTaTMPOBATb (MaKT CyLIeCTBOBaHNS NaTeHT-
HbIX acoUManbHbIX HechopManbHbIX COODLLECTB, KOTOPLIE HEBO3MOXHO BbISBUTH
6€e3 3HaHWs pernMoHanbHOM CneurduKA colmnanbHO-CETEBOMO MPOCTPaHCTBa.

OTMeTVM, 4TO 13 37 BbISBAEHHbLIX HEDOPManbHbIX COOOLECTB aco-
LManbHOM HanNpaseHHOCTY B HacTosallee BpeMs 27 He aAMUHVCTPUPYIOTCS
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M HE HaMOMHAOTCH TEMATNYECKMM KOHTEHTOM, T. €. OTHOCATCS K TaK Ha3blBae-
MbBIM «CRAWMMY» VN «<MEPTBBIM». MHOT e 13 HUX CBA3aHbBI C MONOAEKHbBIMI CyO-
Ky/IbTYpamm v Bo3HMKNM bonee 10 NeT Hasag, YT N03BONKET NPEANONOXUTb, 4TO
OCHOBHas 4aCTb [JaHHOrO CO0bLIECTBa CHOPMMPOBANACH BOKPYT TEMATUK, Npef-
NOXEHHbBIX B CBOE BpeMst HedopManbHbIMU CyOKyNLTYPHBIMU OObEAVHEH NS M.
[laxe HeCMOTps Ha OTCYTCTBUE aKTUBHOCTU afMVHMUCTPATOPOB, Ha CTPaHMLax
TaKux COOBLIECTB NepUOANYecKy NOSBASIOTCS NYONNKALWM OT CTOPOHHWX MOJb-
30BaTenen, B T. 4. N0 OCHOBHOW UAEMHO-TEMATNYECKOW NNHNN.

3a UCK/I0YeHeM «MepTBbIX» CO0DLECTB, B XOe AMArHOCTNYECKOro
MCCNeAoBaHNS TakKe ObiNN BbISBAEHbI 3 3aKPbIThIX, KOHTEHT KOTOPbLIX MOTYT
NpOCMaTpMBaTh TONBKO NONb30BATENM, HaNPaBUBLIME 3asBKW Ha BCTynN/e-
HVie 1 Npolefwe NocneayoLLyo MoepaLmntio (0T6op) CoO CTOPOHbI 3AMUHK-
cTpauunu rpynnel. CyulectsoBaHue NogobHbIX FPynm AOTMYHO C TOUKY 3PEHNS
CaMOW CyTU AECTPYKTWBHbIX Te4eHnin. bonee Toro, Ha NpaxTuke NoaobHble
pecypchbl SBNSIOTCS ropa3ao 6onee CrnaodeHHbIMU 1 akTUBHbIMK, YeM Te, KOTO-
pble MetoT OTKPLITHINA CTaTyC. [1py 3TOM 3aKpbIThle 00befMHEH NS ropasao
CNOXHee OTCNeXNBATL NPeACTaBuUTeNsIM Ha30PHbIX U NPAaBOOXPaHUTENbHbIX
CTPYKTYP, NOCKO/bKY 15 U3Y4EHWs KOHTEHTa NPUAeTCs NPoUTU NPOBEpKY
CO CTOPOHbI MO/1EPATOPOB.

ObLLee KONM4eCTBO NOb30BaTeNel, MOANMUCaHHbBIX Ha BCe BblSBIeHHble aco-
UManbHble HeopMasbHble Co0bLLECTBa, COCTaBMO 23,8 ThiC. YeN0BEK. V13 3TOro
ymcna 15,3 ThiC. Nonb3oBaTenel aBAsoTCH YIaCTHUKaMM aKTUBHBbIX U 3aKPbITbIX
coobulecTs. OTMETUM, YTO TaKoW 6ONBLLOKW Pa3pbIB ayaUTOPUMU MEXaY AENCTBY-
OLLVIMU U «MEPTBbIMM» COODLIECTBAMU, HECMOTPS Ha 3HAYUTENbHYIO PasHNLY
HenoCcpeaCTBEHHO B KONMYeCTBe CaMux COODLIECTB, SBNSETCH ODbIYHON TeHaeH-
umnert ans 6oNbLMHCTBA COLVANnsHbIX CETEN. AYAUTOPHS MOXKET HE TONBKO NOAMU-
CbIBaThCs Ha OMpefeNeHHble PECYPChI, HO U OT HUX OTAUCHIBATHCS. ECM CTpaHMLa
He VIMEET PerynsipHoOro agMUHUCTPYPOBAHMS UV NPEKPALLIAeTCs ee HanonHeHne
KOHTEHTOM, Y/CNO NOANMCHVIKOB Ha4YMHAET COKpallaThes. IMEHHO No 3TO Npu-
YMHe Ha 27 «<MepTBbIx» COODLLECTB NPUXOANTCA B CpeHeM No 313 NoaAnvCHMKOB,
B TO BpeMsi Kak Ha 10 aKTuBHbIx — bonee 1534,

ViccnenoBaHue NoKasbiBaeT, YTo 3hMEKTHBHO AeNCTBYOLIME HehopManb-
Hble COOBLIECTBa acoLMansHOro THMa OTAMHAIOTCS 3PENNLLHOCTBIO M CMENOCTbHIO
KOHTEHTa paf1KanbHON HanpaBneHHOCTH. MHOrve Nonb30BaTeNy ycTaioT oT npu-
BbIYHOrO HANOHEHWSt HOBOCTHO NEHTI ¥ CTPEMSATCS HATV HEYTO YHVIKaNbHOE,
HeoObIYHOE 1 PeAKoe: ApKMe Kaapbl, HECTAHAAPTHbIE UCTOPWK, OPUTUHANBHbIE
MHeHUs. O6 3TOM CBUAETENbCTBYIOT MCCNeA0BaHs Taknx aBTopoB, Kak C. Copoka,
M. dypHbe 1 /1. Hup. OHKM 0TMeYatoT, YTO Ha oHe 0DbI4HbIX HOBOCTEN KOHTEHT
HedopMarnbHbIX ABVIKEHWI 3aMETHO BblenseTcs bnarogaps 0CTPON CoLVansHOM
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NPOBOKALIMW, HA KOTOPYIO N0V KUBO PEArupyoT, OCOBEHHO ecnu pedb naet
0 HeraTVBHbIX CobbITUsX (Soroka, 2019). [laxe ecnv nonb3oBaTtenb pagnKanbHele
VAEW He NOAMEPKMBAET, 3aVHTEPeCOBaTLCA APYIUM COAEPKMMbIM CO0DLIECTBa
BCE PABHO MOXET.

[ns acouvanbHbix HeopManbHbix COOBLLECTB, MPOSBASIOWMX aKTVBHOCTb
B NybnMKaumy KOHTeHTa, Oblna onpefeneHa BOCTPeOOBAHHOCTb NyOAMKYeMOoro
KOHTeHTa 4epes nokasatenb BoBfeveHHoCTY (ER). OH n3MepsieTcs 8 npoleHTax
OT 4MC/a NPOCMOTPOB 1 Y4MThIBAET TaKMe MapKepbl: NaiKy, penocTbl, KOMMeHTa-
pUM 1 TpoCcMOTPbl. CpeaHnii NoKasaTens ER Bcex NpoaHanmn3npoBaHHbIX rpymnn —
1,5%. B SMM nofobHbIil ypoBEHB CYMTaeTCs npuemaembiM Ans 60AbWIMHCTBA
COODLIECTB, OHAKO TeMaTUYeCKy e PECYPChI, KaK MPaBKNo, MEIOT BOBEYEHHOCTb
6onee 3,5%°. OTMETUM, YTO U3 OTOBPaHHON NOABOPKM VIHTEpHET-pecypcos
acouManbHOro xapakTepa HanbonblWM noKasaTtenem ctan ER, pasHbiin 10,2 %.
Ha Haw B3rsaa, B uenom bonee HM3KKMIM ER Ans acouvanbHbix HeopManbHbIx
coobulecTB 0BYCI0BAEH TEM, YTO €ro YNeHbl OnacaloTcs NPosBAATL pearumm
Ha NyBAVIKyeMbIVi KOHTEHT 113-3a2 BO3MOXHbIX aAMUHVCTPATUBHbIX MM YTONOBHbIX
npecneaoBaHuin.

Havbonblas ayanTopus acoumanbHeix HeopManbHbiX CoobLiecTs bbina
3adurcmposaHa B Bonrorpaackas obnactu, a Takke BopoHexckon v Ceepf-
nosckoi. MoppobHoe pacnpefenexie ayauTopun No pervioHam npeacTasneHo
Ha pUCyHKe 2.

° Oby4atoujas nnathopma VK buskec. (2024, 16 cenTsbps). KosgguyueHm sosnedeHHocmu ay-
oumopuu (ER) — ymo amo makoe, kak paccyumame. https://expert.vk.com/articles/koeffitsient-
vovlechyonnosti-auditorii-er-chto-eto-takoe-kak-rasschitat/ (05.11.2024).

VK Business Training Platform. (2024, September 16). Koeffitsient vovlechennosti auditorii (ER)—
Chto eto takoe, kak rasschitat’ [Audience engagement rate (ER)—What is it, how to calculate it].
Retrieved November 5, 2024, from https://expert.vk.com/articles/koeffitsient-vovlechyonnosti-
auditorii-er-chto-eto-takoe-kak-rasschitat/
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Puc. 2 PacnpepeneHune ayguTopum acouuanbHbiX HeopMasbHbIX
coobLLecTB No nccsegyeMbiM peruoHam.

Fig. 2. Asocial Informal Community Audience Distribution
in the Studied Regions.

MpOBEAEHHbIN aHanV3 ayanTopuu CB1AETENECTBYET O TOM, YTO MPOCOLM-

anbHble HechopManbHble coobLleCTB

a 1eMOHCTPUPYIOT 3HaYMTeNbHOe NPEeROC-

XOACTBO Haf acounanbHeIMK COODLECTBAMM KaK B OTHOLIEHWI ODLLero noKa-
3aTens YNCNeHHOCTU ayanTopun (457,8 ThiC. NPOTKB 23,8 ThIC.), TaK 1 CPEeAHero
Y1cna NoANMCHMKOB (2 934 NpoTuB 643). MNoapobHoe pacnpeaenexie No peruo-
HaM 1 COOTHOLIeHVEe KONMYecTBa NOANMCHMKOB ANs HeopMarnbHbIX COODLLECTB
B COMOCTaBNEHWM C ayAnTOpMEN acolyanbHbix HeopMansHbIX COOBLIECTB AaHO

Ha prcyHKe 3.
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TIckoBckas o6macTs / Pskov Oblast I_l 343

Borrorpazckas odnacts / Volgograd Oblast I_ 48 358

Tomckast o6macts / Tomsk Oblast I_ 11 39,6

.
P PR 29,9
pOHeKCcKas o61acTk / Voronezh Oblast I_ 28
R
CaepatoBcKas 06macts / Sverdlovsk Oblast I_ 27 92,9

A

Kypckast o6macts / Kursk Oblast -_ 113 ( vee ) 206,1

>

OAyauTopusa HedopMambHEX coobmects / Audience of Informal Communities

B AyIHTOPHA aCONHATHHEX He)opMaTbHEIX coobmects/ Audience of Asocial Informal Communities

Puc. 3. PacnpepeneHue aygutopun HecopmasbHbIX cO06LLeCTB
B COMOCTaB/IEHUU C ayAUTOPMEN acolManbHbIX HeopMasibHbIX COO6LLECTB
no uccnepyemMbiM permoHam.
Fig. 3. Informal vs. Asocial Informal Community Audience Distribution
in the Studied Regions.

OTMeTnM, 4TO Ha rpacbwe npeacraBneHa YMCNeHHOCTb ayanTophit BCex
BblAB/EHHbIX B XO4e AMNarHOCTUYeCKOro nccneoBaHma COO6U_L€CTB be3 yqeTa
MOBTOPEeHMA NOAMNCHMKOB, T. €. OfJ1H MOJ/1Ib30BaTe/lb MOXET ObITh OAHOBpPEMEHHO
H4N1eHOM HeCKOTbKMX He(bOpMaﬂbeIX COO6LU|GCTB4 PeanbHoe 4ncno YHUKaNbHbBIX
nonb3oBaTeNein MeHblle 3asaBAeHHbIX HOMUHANbHbIX 3HaYeH M.

Ans n3y4eHns MapriHanuanpytowero BASHMS acoumnansHbix Hedop-
MafbHbIX COODUECTB LenecoobpasHo TarKe CONOCTaBUTb HOMUHANbHYO
aYAMTOPMIO BbIABNEHHbIX CTPaHML, C ODUWMM KONMYECTBOM NONb30BaTENE
coumanbHon cetn «BKOHTaKTe» Kaaoro oTaensHoro UccnefyeMoro cybb-
ekTa. [IOBTOPHO OTMETUM, YTO CpaBHeHWe byaeT UMEeTb HarnsaHoe, HO YC0B-
HOe 3HaueHVe, MOCKONbKY OAMH KOHKDPETHbLIM NOMb30BaTeNb MOXET ObiTh
noanucaH OfHOBPEMEHHO Ha HECKOMBbKO COOBUIECTB. AHanN3 No COCTOSHMIO
Ha aBrycT-ceHTsopb 2024 roga nokasarn, 4To BbisBasieMas 05 NKLl, KOTo-
pble COCTOAT B HehopManbHbIX COOOLIECTBaxX aCoUManbHOro TUNa B KaxaoM
13 PEernoHoB, cocTarnseT He Honee 0,5% OT ayauTOPUM COLMANbHOM CeTH
«BKoHTaKTe» (Ha OCHOBE AaHHbIX 13 peKnamMHoro kabuHeta «BKoHTaKTe»).
Ninanpyroule nosvuny 3anrmMaeT Bonrorpaackas obnacts — 0,44 % v MNckos-
cKast obnactb — 0,39 %. GakTndeckn B 2 pa3a MeHblle 0Ka3anock COOTHOLe-
Hvie B BopoHexckoi obnactv — 0,22 % 1 Tomckort — 0,2 %. HanmeHblias aons
4neHoB HedopManbHbIX COOBUIECTB B 0OUIEN YNCNEHHOCTU CETEBO ayanTO-
puito Ceepanosckoi obnactn — 0,11 %. B BoibpaHHOM A5 KOHTPONs cybbexkTe
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P® (Kypckas 06nacTb) ons Tex, KTo COCTOUT B acoUManbHbiX HedopManbHbIx
coobulecTsax, B 0bLlel fgone nons3osaTeneil coumanbHom cetu «BKoHTakTe»
cocTasmna 1,69 % nons3osatenen.

OBCY)>XAEHUE

Taknm obpa3om, NpoBefeHHas colmansHas AnarHocTKa MHTepHeT-
PECYPCOB B COLManbHON ceTu «BKoHTakTe» ¢ nocneayiolymM KOHTeHT-aHanv3om
1 M3y4eHreM ayanTopumn Nonb3oBaTeneli No3BONSET YTBEPKAATL O HaNNYMK
B COLManbHO-MeaMiHOM NPOCTPaHCTBE acolmanbHbix HehopManbHbIX CO0b-
WeCTB. BCTynnervie B Takmne coobUIECTBa, Kak NpaBuio, CBS3aHO C Yenoseye-
CKMMW YS3BMMOCTAMI B COLMaNbHOM cBOel *13HK (Kpacukosa, Kyaalwos, 2023,
€.2212). 3TV yS3BUMOCT N MOXHO pa3aenThb Ha [iBe KaTeropuu: Nv4Hble (Tpesora,
AENPeCcHs, CHKeHWe YI0BNETBOPEHHOCTI KM3HbBIO) 1 BHELUHME (MepexrBaemble
MHAMBMAOM HECNPaBeAIMBOCTb, AVCKPVMMHALMS, COLMANBHO-3KOHOMMYECKIME
KPM3WChI ¥ BbI3bIBaeMble MU NMOTEPU CTATYCHbIX MO3WLMIA, PaboTbl, KapbepHbIX
M KM3HEHHbIX NEPCNeKTUB). BaxXHO MOMHWTb, 4TO 3TV KaTeropuu MoryT nepece-
KaTbCst 1 B3aMOAeNCTBOBATL MeXay cobolt (Trip et al.,, 2019). B TakoM cocTosiHM
WHAVIBWA CKNOHEH CbIWATh MHEHVE 4PYroro, eCiv OHO COMMacyeTcs C ero No3su-
Lven. Hannymne ys3B1MMOCTern y 4neHoB HeopManbHbIX COOBLIECTB 1 KX CKOH-
HOCTb K HapyLWeHWMO ODLWENPUHSATHIX HOPM [AatoT BafenblaM 1 MoaepaTopam
BO3MOXHOCTb «3aMyCTUTb» MPOLECC MapriHanmsauny Yepes aesnHdopMaLmio
1 MaHUMIYASLMIO. 3TO MOXET NPUBECTH K NpobaeMam ¢ counansHo agantaumeit
1 B3aMMOAENCTBMEM B PEANbHOM XKN3HM, @ Takoke CNPOBOLMPOBAaTL NPOSBAeH e
AEeCTPYKTVBHOIO NOBeaeHNs.

YYaCTHVIKIA Taxkux rpynn nofaBepratTcs MapriHanisaummn depes dopmu-
pOBaHVe CaMO0CTaTOUHbIX aHKI1aBOB B BUPTYa/bHOM COLMANsHOM MPOCTPaH-
CTBe. B pesynsrate BO3HUKAET PUCK M30NALUMY NOAEl B OHNalH-CO0DWECTBaX,
MOCKO/IbKY OHM OKa3bIBatoTCs B MHHDOPMALMOHHbIX Kancynax, rie LpKyanpyoT
UCKOUNTENBHO NOAAEPKIBAIOLLIME U YCUMBEIOLE CODCTBEHHbIE B3I Abl MHE-
HVIS, @ aNsTepHaTMBHbIE TOUYKM 3peHMst ONOKUPYIOTCS. 3TO NOPOXAaET NpoLecc
paAvikanv3auny ceteBblx coobulecTs (Kawnyp v ap., 2021).

B HacTosliee BpeMs LeHTpanbHy posb B 6opbbe ¢ NpecTynneHnsMm 3KC-
TPEMUCTCKOTO XapaKkTepa B ceTu VIHTepHeT nrpatoT onepaTyviBHbIe Noapasaene-
HYIS MO NMPOTVIBOAENCTBIIO IKCTPEMU3MY MUHUCTEPCTBA BHYTPEHHMX fien Poc-
cuiickont Gepepaunu (MB/), a Taroke onepaTriBHble NOAPasaeneHyis YronoBHOro
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po3bicka, obnagatolle COOTBETCTBYIOWVMYI MONHOMOYVSMY A7 BbIMONHEHNS
3TVx 3aday (Pennn, 2024). OaHaKO OHW NpeceKatoT AesTeNbHOCTb YKe paavKka-
NV3MPOBABLINXCS CETEBLIX COOOLIECTB.

AAMUHUCTPaLMIW COLManbHbIX CETEN, CTaNKMBasICh C 1aBNeHeM KaK co
CTOPOHbI KPUTUKOB, TaK 1 1ccnenoBateneil 8 chepe VIHTEPHET-KOMMYHVIKaLMA,
BbIHY)KAEHbI TPUHUMATH Mepbl N0 O PaHUYEHI0 CO3AaHNs U PAaCcNpPOCTPaHeH s
IKCTPEMUCTCKIUX «3X0-Kamep». B OONbIIMHCTBE Cly4aeB aMUHbI MOTYT BANSTS
Ha Tekyllee nonoxeHye aen 8 3Tol cdepe, onnpasich Ha Camyix NoNb3oBaTenei,
HE3aBWUCKMO OT TOrO, ABASHOTCS /1M TaKoBble YieHaMu 00beanHeHns. B ciydae
HanV4ns NOATBEPHAEHHbIX DAKTOB HapYLWEeHWs AeCTBYIOWIErO 3aKOHOAATe  b-
CTBa, a Takxke Npasusl UCNoMb30BaHNs COLManbHON ceTu, Nbol Nons3oBa-
Te/lb MOXeT HanpasnTb Kanoby B COOTBETCTBMN C YCTaHOBNEHHBIM NOPSAKOM'.
Ho npeTeH3unii ToNbKO OT OAHOMO Y4aCTHVKa ANs NPUHSTUS AeACTBEHHbIX Mep
[OCTaTO4HO He ByaeT. B TOM cydae, ecnu obpalleHunin HabepeTcst HeCKONbKO,
Ha COODOLLECTBO HaKNaAbIBAIOTCS OrpaHUYeHNs — «CTPaliKki», KOTopble MOTyT
NPUBECTY K NCKIHOYEH MO NYDVKaLMI 113 HOBOCTHbIX 1EHT NMOb30BaTeNel, Bae-
AEHWIO CreunansHON OrpaHnyYUTeNbHOM MAapKUPOBKI, @ Takke K nocaeaytoLel
bnokmpoBke®. [lanee — perynspHoe yaaneHne 1 akkayHToB arpeccyiBHbIX MoJb-
308aTenel, ¥ KOHTEeHTa, KOTOPbIV MOXeT ClOCOBCTBOBATL Pa3XMIaHio HeHaBN-
CTU AW Hacunus. Tem He MeHee MynsTUnnaTdopMeHHbI xapakTep HTepHeTa
rapaHTVipyeT 1x BohkMBaHMe U MPOA0MIKEeHe CyLIeCTBOBaHMS.

OfHNM 13 Harbonee CylecTBeHHbIX (GaKTOPOB NOAAEPKAHNS VI DaaMKa-
AV3aLMM acolvanbHbix HeopManbHbiX COODWECTB SBSIOTCS, Ha Hall B3/,
anropUTMbl COLMANbBHbBIX CETEM, MOCKONbKY OHM WIPatoT KIHUYEBYD POIb
B OCTyMe rpaxaaH K Hdopmaumn 1 ee npori3soacTey (Kpacukosa, Kyaawos,
2023; Flensburg, Lomborg, 2023; Owsley, Greenwood, 2024), npeactasnss cobol
ananTyBHbIE CUCTEMbI, KOTOPbLIE PA3BUBAIOTCS COBMECTHO C MO/b30BaATENSMY
CeTeBoro coobLecTsa. AropuTMbl He MOHUMAaIOT COAePXaHNs, CMbIC/a coobLe-
HVIA, T. €. He CMOCOOHbI K X HTepnpeTaumn. Vx MexaHambl usTpaLyii OCHO-
BaHbl Ha IaHHbIX KaX(A0r0 YH4aCTHYVIKA VI HanpaeneHbl Ha NpeaocTasieHyie Mean-
AKOHTeHTa TakvM 06pa3oM, YTODbI MaKCMMU3VPOBATL €70 BPEMst HaXOWAeH s

7

BK TMomolb. (6.4.). Kak noxanosamscs Ha coobujecmso? https://vk.com/faqg18397
(05.10.2024).

VK Support. (n.d.). Kak pozhalovat'sya na soobshchestvo? [How to complain about a community?].
Retrieved October 5, 2024, from https://vk.com/fag18397

& Postium.ru. (2024, 25 mapTa). Cmpaliku 8 «BKoHMaxkme»: 4mo Makoe, Kak nposepums, 3a
Ymo  MOXHO nosyqume.  https://postium.ru/strajki-vkontakte/?ysclid=mO0prhnz7it729038922
(05.10.2024).

Postium.ru. (2024, March 25). Strayki v “Vkontakte”: Chto takoe, kak proverit, za chto mozhno
poluchit’ [Strikes in VKontakte: What are they, how to check, what can you get them for]. Retrieved
October 5, 2024, from https://postium.ru/strajki-vkontakte/?ysclid=m0prhnz7it729038922
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Ha WIHTepHeT-pecypce. 13 orpoMHO Macchl Mob3oBaTeneil OHV No3BONSOT
BbIOPATh Y3KYI0 LieNeByto ayanTOPHIO, KOTOPas MOXET COCTOSTh BCEro 13 HECKO/b-
KIX COTEH 4enoBekK. /1, HeCMOTPS Ha OTCYTCTBME OPUEHTALMM AesTeNbHOCTY 60Nb-
WK1HCTBa HechopManbHbIX 06 beAnHEH NI Ha OOPETEeHe MacCOBOM MOMYNSPHOCTU,
BbICOKWIN YPOBEHb BOB/IEYEHHOCTY NOAMUCHIKOB MOXET CO3AaTh YCI0BMUSA ANd
YCUEHMS MPOLLECCa MapryiHan3aunmn HenoCpeaCcTBEHHO 32 CHET CaMUX anropuT-
MOB COLMansHbIx ceTel. [103ToMy cnefyeT cornacuTes ¢ MHeHvieM CaHcTaliHa, YTo
VNHTEpHET-NPOCTPaHCTBY Hy)Ha «CoLManbHas apxmMTeKTypar, KOTopas No3BonseT
NOASM «CTANKUBATBLCA C TEMU, KTO HEe MOXOX Ha HMX camuix» (Sunstein, 2009, p. 85).

3AK/TIOYEHME

B xofie NpoBeAeHHOro 1ccnefoBanHmns B Hay4Hbli 060pOT ObINO BBEAEHO
NOHSATVE «UWbPOBas MaprvHanu3aums 8 colunanbHoO-MeAUiHOM NPOCTPaHCTBEY,
KOTOPOE PACKPLIBAETCS KaK MpoLecc GOpMUPOBaHUS HeOPManbHbIX CETEBbIX
COODLLECTB acouvantHoM HanpaBAeHHOCTH, MPUHAANEXHOCTb K KOTOPbLIM, Bna-
rogaps MHOOPMaLMOHHOMY KancynMpoBaKuio B COLMansHO-MegnitHoM npo-
CTpaHCTBe, 3aTPyAHSAET CoLUManbHyto aganTaumio U NpensTCTBYeT BOBNEYEHMIO
B ODWECTBEHHYIO XKNM3Hb.

BOMbLMHCTBO NONb30BaTENEN COLMANbHBIX CeTel OJHOBPEMEHHO y4a-
CTBYIOT B HECKONbKIX CETEBBIX COODLLECTBAX. TEM He MeHee CyllecTByeT Hebob-
was KaTeropus NoNb30BaTeNEeN, KOTOPas NPeanoYMTaeT BCTYNATh TONLKO
B OHO WK, MAKCMMYM, Napy-TPOWKyY acolmansHbix HehopManbHbIX COODWIECTB,
4TO KPYr 0bLLIEeHNs orpaHnyvBaeT. MiccnenoBaHyis NoKa3biBatoT, 4TO 05 aco-
UMansbHbIX CoObLLECTB cpeamr 0buiero konmyecTBa HeopMansbHbix coOObLLeCTB
cocTaBnsaeT He bonee 4eTBEPTH, @ UX YUCEHHOCTb CPEAN COBOKYMHOCTH ML,
cocTosumMx B HechopManbHbix coobllecTsax, — okono 5%. OaHaKko MMEHHO
NpeacTaBUTeNM STUX FPYNM MOTYT BbITb OTHECEHbB K Fpynne prcKa UndpoBoit
MaprviHanu3aunm B CoumansHo-MeaniiHoM npoctpancTee. Cpeav hakTopos,
CNOCOBCTBYIOUIMX TAKOro poAa LUMhpoBOM MapriHanm3aumnm 4neHos Hedop-
MasibHbIX CETEBbIX COODLIECTB acoLUMansHOro TMNa, — YenoBeyeckue ys3sumo-
CTU, MaHUNYNATUBHbIE AEMNCTBUS BNAAENbLEB 1 MOAEPATOPOB, a Takke anro-
PUTMbI, ONTUMUBMPYIOLME PaBOTY COLMANbHbIX CETEN.

Ha Haw B3rnsa, npobneMa NpoTnBoAeNCcTBIS PACCMOTPEHHOMY SBNEHMIO
HOCUT KOMMJIEKCHBIV XapaxTep, 4To TpebyeT B ee peleHr OpraHn3aumy TeCHOTo
B3aVIMOAENCTBUS MEXY aAMUHICTPALIMEN COLMANbHbIX CETel, FoCyAapCTBeHHbIM
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PErynsaTOPOM 1 ODLIECTBEHHOCTbIO. [1€PBbIM LAroM Ha 3TOM MyT1 MOMO Bbl CTaTb
npeofoneHe paMoK TPAAULIMOHHbBIX anrOpUTMOB, OPUEHTUPOBAHHbIX Ha Npo-
rHO3MPOBaHKe Ha OCHOBE LMhPOBLIX CIEA0B, NyTeM BHeApeHUs B UX pa3paboTky
ITUYECKUX NPUHUMNOB. ColvanbHbiM Mefna NpeacTounT PelnTb 3aaady nHhop-
MaLMOHHOTO KanCynnpoBaHus HedopMarbHbIX CETEBbIX COODLLECTB 3a CHeT nepe-
HaCTPOWNKY MEXaHWU3MOB NPOABMIKEHNS KOHTEHTa B NONb30BATENbCKYMX eHTax
HOBOCTE.

PaccmaTpuBas Hel0CTaTOuHO 13YyYeHHbIN, HO BCe bonee MacluTabupye-
MblA heHoMeH UMb poBOI MapruHanmsaumm, npeacTasneHHas ctaTbs BHOCUT
BK/1a/] B AMCKYCCI0 O By/ylieM COLManbHO-MenAHOro NPOCTPaHCTBa v ero ponn
B XKW3HV COBPEMEHHOTO LhpoBOro obuecTsa.
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Mpo3sy4any goknaasl o GOPMYPOBAHUN 1 YNPaBAEHNM KOMMYHUKATUBHOM
KyNETYPOK, Heobxoanumont ans aMeKTUBHON KOMaHAHOM paboTsl B MeX-
ANCUMNAVIHAPHbIX MPOEKTaX, POV 3KONOMMYECKOro 06pa30BaHus, yCToN V-
BOM Pa3BUTVM U UHTErPaLin B 06pasoBaTe/bHbIe NPOrpaMmbl KDEaTHBHbIX
NPOEKTOB, HaleNeHHbIX Ha Pa3BUTME COUVANbHO OTBETCTBEHHOCTM CTY-
AEHTOB. BbIV 3aTPOHYTLI BOMPOCH Pa3paboTki 0byHatoWmx 1rp 1 Vrpo-
BOTO AM3aliHa, NPeACTaBeH KaTanor AyHwmnx NpakTUK peannsaumny npo-
eKTOB B cchepe Ky/bTypbl, TROPHYECTBA U KDEATUBHbIX VIHAYCTPWIA B cUCTEME
BbICLIEero 06pa3oBaHus Poccuu.

KnioyeBol 3aaadeit KoHhepeHUMX cTano onpeaeneHne Hanbonee achdex-
TUBHbBIX NPOrpaMM ¥ NOAXOAOB K MOArOTOBKE MPenoaaBaTensCKoro
COCTaBa K paboTe B yCN0BYSIX, TPEBYIOUINX CTUMYNVPOBAHWS TBOPYECKOrO
noTeHUMana oby4atoLnxcs.

KnwoyeBble cnoBa: KpeaTBHasa 3KOHOMMKaA, NMOAroTOBKa Cnelmnanncros,
NHHOBaLUMK B O6paBOBaHMM, KpeaTrBHble KOMNeTeHU MW, NTPOBbIe TeXHO-
nornn, MexkancunnarHapHbie TBOPHeCKMe MPOeKThl
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All-Russian scientific and practical
conference on developing
project-based training

for the creative economy

Abstract. This review covers the All-Russian scientific and practical
conference, Developing Project-Based Training for the Creative Economy, held
October 25, 2024, at the Moscow State Institute of Culture. The conference
focused on cultivating creative competencies—including creative
thinking, communication, and problem-solving—in future culture and arts
professionals. It also explored fostering creative approaches in training for
non-creative fields like engineering, medicine, law, and accounting.

Presentations addressed the formation and management of a communica-
tive culture for effective interdisciplinary teamwork, the role of environmen-
tal education and sustainable development, and the integration of creative
projects aimed at fostering social responsibility among students into edu-
cational programs. Discussions included educational game design and a
showcase of best practices implemented in Russian higher education’s cre-
ative industries. Conference participants shared experiences and practical
recommendations for the implementation of innovative teaching methods.

A key task of the conference was to determine the most effective programs
and approaches for training faculty to nurture students’ creative potential.

Keywords: creative economy, specialist training, educational innovation,
creative competencies, game technologies, interdisciplinary creative projects

PasBuTMe KpeaTUBHbIX UHAYCTPUIA ABNAETCS CYLLECTBEHHOM YaCTbO 3KO-
HOMV4EeCKOI cTpaTervn cTpansl (Joxarkos, 2024), T. K. OT yCNewWwHoro cnonb-
30BaHMA TBOPYECKOrO NOTEHLMana 3aBUCHT YCToM4MBOE Byayllee SKOHOMUKM.
ITuM 0byCNoBNeHa akTyanbHOCTb BCEPOCCUIICKOM HayYHO-NPaKTUYECKON KOH-
(hepeHUNM «Pa3BuUTVe NPOEKTHOTO MOAXOAa K NOArOTOBKE CNELMancToB ans
KpeaTMBHOW 3KOHOMUKW», Npolweawei 25 oktabps 2024 roga B MOCKOBCKOM
FOCYAAPCTBEHHOM VHCTUTYTE KyNbTYPbI.
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Mepeuncnnm psg KnovesbIx hakTopos:

1. BbICTPbIV POCT KPEaTMBHOIO CerMeHTa 0TPacin, YTo CTaHOBUTCS BCe
Honee 3Ha4YMMOMN HaCTbo MUPOBOM 1 POCCUIACKON 3KOHOMYKI, COOTBETCTBEHHO,
3a nocnefHue rofibl NPUHST Psia NPOMUIBHbBIX HOPMATVBHbIX aKToB ([paBuTens-
cTBO Poccuiickon ®eaepaumnn, 2021; MNpesnaeHT Poccuiickoin Gepepaunm, 2023;
Poccuiickas denepatins, 2024).

2. KpeaTnBHasa 3KOHOMVKa NPEABABNSET HOBblE TPEOOBaHMS K KOMMe-
TEHUMSM CMeLmnanmcToB: HEODXOAVIMbBI He TONBKO Y3KOCNEeLManbHble 3HaHNS,
HO U TMOKOCTb MbIWNEHMS, yMeHre paboTaTb B KOMaH/e, CTPEMNEHME K MHHO-
BaLMAM 1 Ap. 3HAHWS ABASIOTCSH KNHOYEBbIM 1EMEHTOM, CMOCODCTBYIOUIMM
couManbHO-3KOHOMMYECKOMY POCTY 1 MHHOBaUMAM (Ca3nkos, 2023): B NOCTUH-
AyCTpUansHOM 0bLLeCTBE OHM paccMaTpMBatoTCs Kak oblecTeeHHoe 61aro,
KOTOPOE YBENNYMBAETCA NPU MCMONb30BaHWN. KOHUENUMS «<3KOHOMUKM 3HaHWIA»
aKTVBHO NPUMEHSETCS B HAY4YHbIX MCCNEA0BAHUAX 1 BKItOYAET B cebsi KpeaTw-
HYIO VI IHHOBALMOHHYIO 3KOHOMMKM, KOTOPble B3aUMMOCBA3aHbl 11 COCTaBAAOT
OCHOBY HOBOW 3KOHOMMKM (MurxalinoBsa, 2023).

3. TpoeKTHbIV Noaxon 8 06pa30BaHn NprU3HaH 3MMEKTVBHBIM METOAOM
(bopMMPOBaHMS NPAKTUYECKMX HABbIKOB, Pa3BUTUSA KPEaTMBHOIO MblLINEHNS
1 KOMaHaHOW paboTsl. OH NMO3BONSET CTyAEHTAM NPUMEHSATL TEOPETUYECKNE
3HaHKs Ha NPaKTVIKe, PellaTs peasnbHble 3a4a4n 1 Pa3BrBaTh HEOOXoAVMble AN
KpeaTMBHOM IKOHOMMKM KOMNETEH LMY,

4. KpeaTuBHble VIHAYCTPUY SBASIOTCS MEXANCLUMMNMHAPHBIMY MO CBOEN
npupoge (Munxaiinosa, 2023). [poeKTHbIV MNoAXoa NO3BONSET SPMEKTUBHO MHTE-
FPYPOBAaTh 3HAHWS W3 Pa3HbIX AUCUMMAVH, DOPMUPYS Y CTYAEHTOB LIENOCTHOE
npefacTaBneHe o NpodeccnoHanbHoOM AESTENBHOCTY B KPEAaTUBHOM 3KOHOMYIKE
(NanyHuoBa, benozeposa, 2025).

5. CoBpeMeHHble 0byYaloLLMecs ¢ Camoro paHHero Bo3pacTa 3HakoMsTCs
C MeANMHbBIMU MaTepranamu, MpYBbLIKIM K MX MCMOoNb30BaHMIo (Bepakca, ByxaneH-
KoBa, YM4rHMHa, 2024), No3TOoMY TPEOYIOT MCMOMb30BaHMS MeAMIHOTO KOHTEHTA
B 00OY4eHMM; NP 9TOM HE0BX0AMMO TUIATENbHO PYKOBOAMTL MPOLECCOM €ro npu-
MeHeHUs U MeTOAMYECKOTO obecneyeHus.

6. ObulecTBeHHOE CO3HaHVe GOPMUPYETCS MPEVMYLLECTBEHHO Meanii-
HOW MOBECTKOMW, pa3BaekaTeNbHbIM U HOBOCTHbIM KOHTEHTOM, 3TO OTHOCKTCS

! JlanyHuosa, E.B. & benoseposa, tO.M. (2024). KpeaTuBHbIl Tpek MexBy30BCKoro obpasosa-
TENbHOTO KNacTepa. MHHOBAYUOHHbIE MEMOOLI 8 06PA308AHUU: KUHO, BUOCOKOHMEHM U Meoul-
Hele npoekmel: COOPHUK Me3uco8 00KNad08 y4acmHuKos Hay4Ho-npakmudeckol KoHpepeHyuu,
Mocksa, 15 mas 2024 200a, (c. 63-69). Mocksa: «Pycalirc», https://elibrary.ru/owikij; /isnyHyosa,
E.B., benoseposa, tO.M., AsrycTa, E.H. & ap. (2024). MiHHOBaYUOHHEIE MEMOObI 06Y4eHUS 8 8biC-
wel wkone. Mocksa: «/13gatenscTso «KHoPyo». https://elibrary.ru/iegjbk.
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1 K npodeccnoHanbHbeIM NpeacTaBieHusaM byayuivx cneuranmcTos (30ToB,
KoHcoH, 2023; MpockypHoga, 2023). CnegosatensHo, Heobxoamumo npuBMBaTh
NpenofaBaTensM HaBbIKK CO3AaHVs 1 PacnpoCTpaHeHs NpodeccroHanbHo
OPUEHTHPOBAHHOMO KOHTEHTA, (DOPMUPYIOLLEro OTBETCTBEHHOE OTHOWeHKe
K AOMKHOCTHBIM 00S3aHHOCTAM V1 KOMMYHVIKaLUWK NpOodeccroHansHoro coob-
UlecTBa, 4TO NpeanonaraeT Hanuume KpeaTHBHbLIX KOMNETEHUMIA Vi TeXHONOT -
HeCKVX HaBbIKOB?.

7. KoHuenuus «HoBoM 3KOHOMIUKI» POCCHM TpebyeT NposiBaeH s TBOpYe-
CKOTO NOAXoMa OT CNeunanncTos MakTU4eckn Ntoboro yposHs, T. K. 3TO NMO3BOANT
0bnerynTh NpoLecc paspaboTKU ¥ BHEAPEHWS HHOBALIMIA, peann3alumn npes-
NPUHUMATENbCKVX UHNLMATUB U HaPaLLMBaHMs NPOV3BOACTE C BLICOKOI f0NeN
pobasneHHo ctommoctu (fopaa, 2023; Pa3aHosa, 2022).

Bcepoccuiickas HayqHO-NpaKTuyYecKas KoHMepeHLs «Pa3suTie NpoeKT-
HOMO NOAXOAE K MOATOTOBKE CMEUMANICTOB [/ KDEATVIBHOMN SKOHOMVIKIA» OpraHm-
30BaHa MeXpernoHanbHoi obLecTBeHHOM opratmn3aumelt «/lura NpenopasaTte-
neii Beicwel LKombl», MOCKOBCKYIM rOCYA8DCTBEHHbBIM MHCTUTYTOM Ky/IBTYPbI NpY
nogaepxre MUHUCTEPCTBA HayKu ¥ BbiCLero obpasoBaHus Poccuiickon defepa-
UK, MpesnaeHTCKoro MoHAa KyABTYPHbBIX MHULMATIE 1 NP ydacTun [loHeuKomn
roCYAapCTBEHHOM My3bikanbHOV akaaemiy umenn C.C. Mpoxkodbesa 1 /lyraHcKom
rOCYNAPCTBEHHO aKkaieMyin KyAsTYPbl 1 MCKYCCTBa MMeHr M. /1. MaTycoBCKOro®,

Bonpockl MCNONb30BaHNs KpeaTUBHbIX MOAXOA0B 1 MPOEKTOB B 0by4e-
HUV @KTVBHO ODCYAI0TCSA B MEX(AYHAPOAHOM aKkafeMMYeCKOM NPOCTPaHCTBE.
B nocnenHvie Tpu rofa 6610 peanr30BaHO HECKOMBKO KPYMHbBIX MPOEKTOB, MOCBS-
WEHHbIX I@HHOW TeMaTuke.

EDUCA (Education and Creativity Conference) — mMexayHapoaHas KoHdbe-
PEeHUWs, KOTOpasi MPOBOANTCS EXKerofHo, 0bbeanHss nccnefosartenei, npe-
nopaeaTeneit 1 MpakTUKOB. 3aecs 0OCY)KAAKTCS HOBbIE METOANKY ODYYEH NS,
BK/tOYAs KpeaTUBHble MPoeKkThl. KoHbepeHuus npeanaraet npodeccroHanam
13 pasHbIX CTpaH, paboTaolymM B 06n1acT 0bpasoBaHyis, Ka4eCTBEHHY NPo-
rpaMMy Ha aHIMINCKOM si3bIKe, KOTOpast OCBelllaeT mobanbHble 0bpa3oBaTensHble
BbI30BbI 1 NOAYEPKMBAET 0CODEHHOCTU MUHCKOM 06pa30BaTeNbHON CUCTEMBI.
Educa 2025 npoiiaeT 24.01.2025-25.01.2025 8 XenbCnHku, GrHAsHAMS, B Messuke-
skus (Helsinki Exhibition and Convention Centre)*. MexayHapoaHas nporpamma
OpraHunsoBaHa B COTpyAHMYecTBe ¢ [podcoio3om 0bpazoBanms GUHASHANN

2 MUK, (2024). Bo MWK cocmosinace Bcepocculickasi Hay4HO-NPAKMUYeCKasl KOH@epeHyus
«Passumue npoekmHo20 Nooxo0ad K N0020MosKe CNeyuanucmos 0/1s KpeamusHOU SKOHOMUKU.
https://www.mgik.org/news/68416 (20.12.2024)

3 Tamoxe.

4 EDUCA. (2024). https://educa.messukeskus.com/en/ (12.12.2024)
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(OAJ), MUHMCTEpCTBOM 0Bpa3oBaHms v KynbTypbl QUHASHANUM, DUHCKUM HauK-
OHanbHbIM areHTCTBOM 0bpa3oBaHms (EDUFI) 1 XenbCUHCKUM BbICTABOYHbIM
¥ KOHDEPEHU-LeHTPOM. OCHOBHOE BHVMaHVe Ha MePONPUATIY ByaeT yaeneHo
noBcefHeBHoW paboTe negaroros. ObWMPHas BbICTaBKa Takke NMPOAEMOHCTPH-
pyeT HoBelWwe 0bpa3oBaTebHble UHCTPYMEHTbI 1 PELUEHNS.

Educa 2025 HaleneHa Ha OxBaT aKTyalbHbIX TeM, TaKMX KaKk NoBblle-
HVie NpuBNeKaTenbHOCTN Npodeccuy NpenofasaTens, BANSHME TeXHONOT NI
1 NCKYCCTBEHHOIO MHTeNNeKTa Ha 0bpa3oBaHye, MepcnexKT1BsLl pa3snTmns obpa-
30BaTeNbHOM Cdepsbl, a TaKkke 3HAYMMOCTb FPAMOTHOCTYM B LUMAMPOBYIO 3MOXY.
Tak, Ha 25.01.2025 3annanvposaHa lNaHenbHas auckyccns «flepeocMbicneHye
rPaMOTHOCTU: rNobanbHble B3raasl Ha Meaobpa3oBanme ans HacTosero
1 Byayuero». B xoge MeponpusTvs OyayT pacCMOTPEHbBI MHHOBALMOHHbIE MpaK-
TUKK B 0bnacTun MeariaobpasoBaHyis, C POKYCOM Ha Pa3BUTUM FPaMOTHOCTU
B ®uHAsHAMK 1 Bpasunun. Ocoboe BHUMaHKe ByaeT yaeneHo 3HaveHnto rpa-
MOTHOCTW ANt OPVEHTUPOBAHMS B CAOXHON MeaMIHON cpefie COBPEMEHHOCTH
1 NOArOTOBKM K OyayLLEMY.

Cpeon cnnkepos — Aou. YHuBepcuTeTa Tamnepe Kapuuta Knwnn,
MCNONHUTENbHBIN AvpeKkTop ®UHCKOro obuecTsa MeamMaobpasoBaHyis
(Mediakasvatusseura) Kpucta Mpycckuid, npoeccop YHusepcnTeTa Tamnepe
Kpuctnan Kumnu, akTuBHbI/ y4acTHUK Meinaobpa3oBaTenbHbIX MHMLMATUB flaa-
ypu Manca, npoteccop YHWBEPCUTETCKOTO LeHTpa bpasunun (Uniceub/Brasilia)
MapuHa [JoMUHIOC, MOAEPaTOP 1 CTapLINIA SKCNEPT B 0BNACTV JeMOKDPATUHECKMIX
nHHoBaumii (Democracy Innovations) B @oHpae «Cutpa» (Sitra) TunHa XapKEHeH.

B Llenom cobbiTye CTaHeT 3HauvMON NNOLLAAKON Ans 0bCyaeHWs 1 obMeHa
ONbITOM B 06NacTV MeAnMaobpasoBaHus.

Ellle oaHON MeXayHapOaHOW KOHMEPEHLMEN, Ha KOTOPOI 00CyXAaTCS
KpeaTuBHble MPoeKTsl B 0byveHuy, sensetcs CIEE (Council on International
Educational Exchange) — npoexT no MexayHapoaHoMmy obpa3oBaHuio, re pac-
CMaTPVBaIOTCS KpeaTMBHbIE aCNeKThl 00YYeHMs 1 KynsTypHOro obMeHa. B nocnen-
He rogbl akueHT genancd Ha aganTrBHbIX M MHHOBAUMOHHbBIX METOAaX O6y“{eHMﬂ.

CoBeT no MexayHapoaHoMy obpasosaTensHoMy obmeny (CIEE) — Hekom-
MepYecKas opraHM3auma, 3aHUMatoWascs NPOABMKEHNEM MEXOYHAPOAHOTO
obpazoBaHus 1 obMeHa. OHa bbina ocHoBaHa B 1947 rofly U vMeeT wTab-Ksap-
Tupy B MopTnenae, wrat Man, CLA. CIEE npeanaraeT cabiwe 175 nporpaMm oby-
YeHKs 3a rpaHuLelt bonee vem B 40 CTpaHax, a Takke NPorpamMmbl NpenoaaBaHus
B Yunu, Kutae, Vicnanuu n Tannange®. MocneaHss KoHbepeHUns cocTosnach
6-8 HOs16ps 2024 ropa 8 Prime. OCHOBHas ee TeMa bblna MocBsileHa B3anMOCBs 31

° CIEE. (2024). https://globaleducationconference.ciee.org/ (16.12.2024)
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robansHoOro 0bpasoBaHns ¥ 13MeHeHs KivMaTa. Ha nieHapHoM 3aceaHnm
KoHepeHunn Make boikodd, npodeccop YHrBepcuTeTa Konopaao 8 boynaepe,
3a8BUA, YTO BO3MOXHbIE PELUEHMS BKIIOYaIOT B cebs MHHOBaUWM B NpaBunax,
NOBEAEHWM, IKOHOMUKE, TEXHONOTUSX, COUMATbBHbIX HOPMAX U MHOTOM APYTOM
Ha YPOBHe NMYHOCTV, 0bLLecTBa, MobanbHOro M1pa. Hapaay ¢ 3aga4amu cumsr-
YeHVs HeraTVBHbLIX BO3AENCTBMIA Ha NpuUpoay, 0bbsBAeHa Lenb pa3sntus obpa-
30BaHVIs KaK CnocoboB NPUPaLLEHVS 3HAHWS, FPaMOTHOCTM U KOMMETEHLMN, 4TO
B COBPEMEHHBIX PEaNUSAX HEBO3MOXHO HE3 KPeaTMBHOTO NOAXO/A.

ALT (Association for Learning Technology) Conference — koHdepeHLys,
Ha KOTOPO NCCNEAYIOTCS COBPEMEHHbIE TEXHOMOT MY B 00YYEHNI, BKAIOYAs Kpea-
TUBHbIE MOAXOAbl VI MPoeKThl. B 2024 roay Accoumanms nposena cneuyanmsrpoBaH-
Hyto KoHbeperuwio OER24 — Digital Transformation in Open Education’, koTopast
Hbina peanvzosaHa 27-28 mapTa 2024 roaa 8 . Kopk (MpnaHans) B napTHepcTse
€ MIOHCTEPCKMM TEXHONOTMYECKMM YHVBEPCUTETOM. OCHOBHOE BHMUMAHVE yae-
NANOCH KpeaTUBHOMY MOAXOAY K 0ByYeHWIo, laHHas TeMa BblaeneHa OTAeNbHbIM
TPEKOM VM MOSBNSETCA B lOKNAAaX Y4aCTHMKOB NOYTY BCEX TPEKOB KOHMePeHL M.
B pamkax obcyxaeHvs uvdpoBor TpaHchopMaLumy B OTKPLITOM 0bpa3oBaHny
yyacTHvKamu OER24 paccmaTpuBanics pasnnyHble acneKThl, Takie Kak noTeruman
OTKPBITOro 06Pa30BaHMs 1 €0 BAVISHME Ha MPAAHACKMIA 1 ODLIEEBPOMENCKIIA KOH-
TeKCT. TatKe akUEeHTMPOBANOCH BHUMAaHWE Ha POAM OTKPbITbIX 0Bpa3oBaTeNbHbIX
pecypcos (OER) B 0becneyeHn paBeHCTBa BO3MOXHOCTEN ANS BCEX Y4aCTHMKOB
0bpa3oBaTenbHOro npouecca, Oyab To MHBaNWbl UV NPeACTaBUTeNV MapriHam-
3VPOBaHHbIX FPYMMN. AKTYanbHbIMU ObINN TEMbI, CBA3AHHbIE C OTKPBITBIM MCXOAHbIM
KOAOM ¥ @aHaNorMYHbIM Hay4YHbIM B3aVMOAENCTBMEM, KOTOPbIE MOAYEPKMBAIOT POslb
COTPYAHWYECTBa 1CCNenoBaTenel B 061acTyi OTKPLITOro 06pa3osaHus 1 Umndpo-
BOM HayKW. ITMYECKME acneKTbl MCMONb30BaH NS reHePaTMBHOO UCKYCCTBEHHOTO
MHTENNEKTa N5 CO3AaHNs KOHTEHTa Takoke 0DCYyKAan1chb B KOHTEKCTE Heobxoam-
MOCTM 0becneyeHns AOCTyNMHOCTU 0bpa3oBaTeNbHbIX MaTePManos.

Kak Hanbonee 3HavmmMas, 0OAHaKo, BblAeNNNACh MMEHHO TeMa MHHOBaA-
UMOHHbIX Nearormyeckix METOAVK 1 KpeaTMBHOro oby4YeHns. B CBS31 € 3TUM
OTMETVM NPUMEpPbI aKTUBHOIO Hay4YHOTO AVCKyPCa B Chepe BHeAPeH s KpeaTrBa
B 0bpa3oBaHue:

— ED-MEDIA — mexayHapoaHas koHbepeHUMs no obpas3oBaTesbHbIM Tex-
HONOT UM, Fe OBCYKAAIOTCA KpeaTVBHbIE METOABI V1 WX BAVSHIE Ha 0byYeHMe?;

¢ Opening Plenary. The Science of Climate Change and the Art of Transformative Action. (2024).
https://globaleducationconference.ciee.org/session/opening-plenary-3/ (16.12.2024)

" OER24.(2024). Digital Transformation in Open Education. https://www.alt.ac.uk/civicrm/event/
info?id=860 (16.12.2024)

& EdMedia. (2024). https://aace.org/conf/edmedia/overview/ (20.12.2024)
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— SXSW EDU — exerogHas KoHbepeHUWs, NocBseHHas byayumnm TpeH-
Aam B 06pa3oBaHuy, BKIOYas KpeaTHBHbIE METOAbLI U MOAXOAb! K 0ByYeHMI0’.
B 2025 rony 04HMM 13 TPEKOB KOHMepeHL MY 3asiBfieHa Tema «/ICKkyccTBO 1 noBe-
CTBOBaHMe», B pamMKax KOTOPOro npeanonaraeTcs UlyveHne negarormyeckyix
NPaKTVIK, OCHOBAaHHbIX Ha WCKYCCTBE W KPeaTVBHbIX MPOEKTax, BKOYas 1Cnon-
HUTENBCKME 1 BM3yalbHbIe VICKYCCTBa, MHTErPaLMIO MCKYCCTB, CO3AaHMe Meauii-
HbIX MaTEPVaNoB, Urp, MHWUMaTUBLI B 061aCTX Pa3BAeyeHnii, a Takxe Noaxoasl
K 0OyYeHWIt0 Yepe3 NOBECTBOBaHME 1 CO3faHe M1POB;

— KoHdepeHuus Learning Ideas (CLUA) obbeanHseT Bcex, KTO MHTepecy-
€TCS MCMOb30BaHMEM TEXHONOMMI ANS yayYlleHns 0bpa3oBaHus 1 0byveHns
Ha paboyeM mecTe. B 2008-2020 rogax koHdepeHUMs Obina 13BecTHa Kak Mex-
AyHapoaHas KOHMepeHUMs NO 3/EKTPOHHOMY 0BY4eHWIo Ha paboyemM MecTe 1w
ICELW. Bnepsble koHdpepeHuus Learning Ideas coctosnacs B 2021-M. Kauzbii
rofl 30ech 3By4aT AOKMabl O KpeaTVBHbLIX MpOeKTax, MeTodax U noaxoaax K oby-
YeHuo™.

Bo3spaulasch K KOHPepeHLUM 0 Pa3BmTUM NPOEKTHOIo Noaxoaa K noa-
FOTOBKe CNeLnanicToB Ans KpeaTUBHOM SKOHOMYKI, OTMETMM, YTO OHa CTana
OfIHOW M3 CaMbIX KPYMHbIX NO laHHOW TemaTuke B Poccunn B 2024 roay. KoHbe-
peHuuMs oxBaTwna bonee 50 pernoHoB Poccuu, B 4uce KOTopbix [JoHeuKas
n Jlyrarvckas HapogaHble Pecnybnukm. Ceble 120 3aMHTepecoBaHHbIX CylaTte-
nei obcyamnu npobnemsl 06pasoBaHns, OOMeHSBWICH OMbITOM Pa3paboTKK 1
pPeaNN3aLNM KpeaTUBHbIX MPOEKTOB 1 MO3HaKOMUBLMNCE C MHHOBALVIOHHbIMM
METOAVKaMu 0DyYeHIs B paccmaTpurBaemMol chepel.

MneHapHoe 3acefanne, coctosBlleecs B MOCKOBCKOM rOCYAapCTBEHHOM
NHCTUTYTE KyNbTYPbl, HA4aN0Ch C OTKPbLITOM NEKLMU-3KCKYPCUM, MOCBSLLEHHOM
0OHOBNEHHbIM MOAXOAAM K 0OYYEHMIO CNeLnanCTOB KpeaTUBHbIX MHAYCTPUIA.
[lanee C NpUBETCTBEHHbBIM CIOBOM K Y4aCTHWKaM KOHMepeHMmn obpaTnimncs
npeacTasnTeny MiuHUCTEPCTBA HayKuW 1 BbIClero 0bpa3oBarms Poccum — 3ame-
cTutens muHncTpa O.B. Metposa v YneH CoreTa Peaepaunn denepansHoOro
cobpanns Poccniickmin depepaunn J1.H. CkakoscKas. B nprBeTcTBYsX Obina
NOAYEPKHYTa BAXHOCTL MEPOMNPUATUS 1N TEMbl PA3BUTNSA KPEATVBHbIX KOM-
neTeHuMin y COBpeMEHHbIX CTYAeHTOB. [Tpoao/mMKINa NNeHapHoe 3acejaHne
E.B. /lanyHuoBa, A-p Tex. Hayk, npod. M TY M. H.3. baymaHa, npeaceaaTens
KoopanHaumnorHoro coseta MOO «/lura lNpenopasaTeneit Boicwert LKonbi».
OHa obpaTtunach K cobpaBWMMCS C MPUBETHbBIM C/I0BOM, MOCBSLLEHHbIM

7 SXSWEDU. (2024). https://www.sxswedu.com/program/ (20.12.2024)

9 Learning Ideas. (2024). https://www.learningideasconf.org/programs/2024 (22.12.2024)

' lura Mpenopasateneld Beicweid Wkonbl. (2024). BeiesoHoe obyyeHue 8 pamkax npoekma
«KpeamusHelli mpek».  https://professorstoday.org/tpost/x0xpgb65p1-viezdnoe-obuchenie-v-
ramkah-proekta-krea (19.12.2024)
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NpoeKTaM U MeponpUATHSM NPeacTaBAeHHON MHCTUTYUMK Ha 2024-2025 roabl.
B noknage 6bin faH 0630p MHMLMATUB, HaNPaBAeHHbIX Ha COBEPLIEHCTBOBA-
Hvie 06pa3oBaTeNbHbIX MPOLECCOB, MOBbILEHNe KBannuKaummn npenoaasa-
Tenen v BHepeHue MHHOBALMOHHbIX METOAVK ODY4eHMS B BbICLIMX YHeOHbIX
3aBefeHnax.

E.J1. Kyapu1Ha, OKTOp Nefarornyeckmnx Hayx, npodeccop, pektop Mockos-
CKOrO FOCYAaPCTBEHHOMO MHCTUTYTA KYNbTYPbl, OCBETMN BONPOCHI COTPYAHMYE-
CTBa BY30B Ky/IbTYPbl 1 MICKYCCTBA B KOHTEKCTe rM0obanbHbIX BbI30BOB, NPEANOKNMB
CTpaTeruto CoTpyAHMYECTBa ANs NoBblWeHWs 3P heKTUBHOCT 0bpasoBaTens-
Horo npouecca. H0.M. beno3eposa, KaHf. 3KOH. HayK, AoL., 3aB. kadeapoi Npogato-
CepCcKoro MacrtepcTaa MIHCTUTYTa K1HO 1 TenesuaeHns (TVTP), 3amectutens
npefcefatens KOOPAMHaUVOHHOTO coBeTa JInru npenofasaTenels BbiclIen
WKONbI, NPe3eHTOBanNa KaTanor NyYLW X NPaKTUK peann3auymn NpoeKToB B chepe
KYABTYPbI, TBOPYECTBA U KpeaTVBHbIX VHAYCTPUIA B CUCTEME BbiCLero obpa3osa-
Hua Poccmn.

Mocne nneHapHoro 3acefaHuns pabota KOHMEPEeHUMM NPOAOMIKMNACH
B (hopmaTe CeKLMOHHbIX 3acefiaHnii.

Cekums 1 «KpeaTuBHas 3KOHOMYIKA: TEHAEHUMY, BbI3OBbI, N€PCNEeKTYIBbI AN
BbICLIEro 06pa3oBaHys» NpefcTaBadna cobon nnatopmy 18 OOCYAEHNS aKTy-
anbHbIX NPobEM 1 MepCneKTVB pa3BuTUS 06pa3oBaTeNbHbIX MPOrpamMM B 3TON
AVIHaMUYHO pa3BuMBaloLLelica chepe. MogepaTopamyt BbICTYNUAN OTMEYEHHas
Bolwe E.B. /lanyHuoBa 1 EA. OKyHBKOBa (4-p 3KOH. HayK, KaH. dunon. Hayk, npod.
P3Y 1m. I.B. NnexaHoBa, peKTop HKeropoacKkoro MHCTUTYTa pa3BnTis 0bpa3osa-
HWs), 4TO 00eCneyrno BbICOKNI YPOBEHb IKCNEPTU3bI ANCKYCCUU. LieHTpansHOM
TeMoW 3acefaHns CTano MopMMpoBaHie y ByayLLyX CNeLnanCToB KpeaTHBHbIX
VIHAYCTPUIA KOMMNETEHUWIA, BBIXOAALMX 38 PAMKU TPAANLMOHHbBIX aKaAeMMHECKMX
3HaHWA.

ﬂpe/]‘CTaBﬂeHHble ooKnagbl (bOKyCI/IpOBaJ'IMCb Ha KIOYEeBbIX acneKTax nog-
rOTOBKK CneunanncTtoB ans eraTV]BHO\Z SKOHOMWKW: pas3BuTVI TBOPYECKOTO
MblWAEHWA N d)OpMI/IpOBaHMV\ KOMMYHVKaTMBHbIX HABbIKOB.

[oknan KaHa. ncvxon. Hayk M.A. ®unatosoi-CadpoHOBON v KaH. Ncu-
X0n. Hayk H.B. BaHtoxnHon (KasaHCKMA MHHOBALMOHHbIA YHYBEPCUTET UMEHN
B.I. TuMupsicoBa) ObiN MOCBALIEH Pa3BUTUIO KPEaTVBHOMO MbllUMEHNMS Y MepBO-
KYPCHUKOB. ABTOPbI, OMMPasiCh Ha NCKXONOTUYECKIIe VICCNeA0BaHVS, NPpeaCcTaBman
METOAMKM, CNOCOOCTBYIOUME CTUMYNVPOBAHMIO KDEATVBHOCTW Ha Ha4yanbHOM
aTane oby4yeHus: akUeHT bbin caenaH Ha HeobXoAMMOCTM paHHero hopmyposa-
HUS TaKVX Ka4yecTB, Kak MMOKOCTb MbIlUNEHMS, CNTOCOOHOCTb K HECTAHAAPTHbIM
pelleHVisM, YMEHVE reHepupoBaTh HOBbIE MAeN 1 afanTMPOBaThCS K V3MeHs0-
WMMCS YCNOBUAM.
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B foknage KaHa. nef. Hayk, gou. Kypckoro rocyAapCcTBEHHOrO yHIBEPCUTETa
J1.B. BovapoBoi nonyyuna ocgelleHne npobnema GopmMrpoBaHS KOMMYHVIKa-
TVIBHOM Ky/IETYDbI Y 00Y42I0LIMXCS B MCUXO0M0-Nearormyeckyix knaccax, BKoyas
cneuvann3npoBaHHble TPEHUHIM, MHTEPAKTVBHbIE TEXHONOTMN U AP.

BbicTynneHne H.B. JlazapeBsol, A-pa Mefl. HayK, AoU., 3aB. Kadeapon 3em-
NeycTporicTBa 1 3Kkonorum Camapckoro rocyiapCTBEeHHOMO 3KOHOMUYECKOro
YHVBEPCKTETA, ObINO NOCBSALLEHO aKTyanbHOCTH 3KONOTMMYECKOro 0bpa3oBaHyis
1 BOCMMTaHMS B MOArOTOBKE CMEUMANNCTOB, OCODEHHO B 0bNACTU MeAVLMHDI.
MoayepKMBanach BaXHOCTb pasnuyyis Mexay «3KONorn4ecKiM obpasoBaHmnem»
1 «3KONOMMYECKOM KYNETYPOM», a Tatoke HeobXx0AMMOCTb (DOPMUPOBAHNS Y CTY-
[EHTOB 3KONOTrUYECKOTO CO3HAHNS.

[Noknan H.b. CadpoHoBoW, YneHa Mnbanmn MapKeTonoros, Aow,. VIHCTUTYTa
oTpacneBoro MeHemxmenHTa PAHXUIC, Bbin NocBslleH pa3padboTKe KpeaTUBHbIX
NPOEKTOB B paMKax kypca «ObydeHne cnyxerriem». B Hem paccmaTpusanich nof-
XOfbl K CO3[AHMNI0 NPOEKTOB, HAMPABNEHHbIX Ha PA3BNTVE HABbIKOB CNYXEH WS
1 COLManbHOM OTBETCTBEHHOCTH Y CTYAEHTOB. B npoLiecce BbICTYNAEHVIS BbISBU-
Nach 3HaYMMOCTb PO HE TONBKO KpeaTMBHOCTM, HO U MapKeTHHra B (hOpMUpo-
BaHWM YCMELIHbIX MPOEKTOB, CNOCODCTBYIOWMX IMYHOCTHOMY 1 MPpOMeccnoHans-
HOMY POCTY CTYLEHTOB.

OcHoBbl pa3paboTkum urp npeactaeuna C.B. baamaera, oxBaTVB KNOUEBbIE
aCNeKTbl UrPOBOTO AM3aiiHa, BKIOYAsa KOHUEMUMIO, MEXAHUKK W BU3YyabHble
3NEMEHTHI.

B uenom cexums 1 NpoaeMOHCTpUpOBana 3Ha4nMoCTb MHTErpaTUBHOIO
noaxofa K NOArOTOBKE CNEUManvCToB A5 KpeaTUBHON IKOHOMUKN, O6benHs-
IOLLErO Pa3BUTHE KaK KPeaTUBHOMO MblNEHNS, TaK 1 3DPEKTUBHbBIX KOMMYHKa-
TUBHbIX HABbIKOB.

Cekums 2 «KoMNeTeHTHOCTHas MOAENt NpenoaaBaTens Ans pasenTus Kpe-
aTVUBHOCTY CTYEeHTOB» COCPEAOTONME BHUMAHME ClylaTenei Ha Ko4eBbIx
acnekTax MoAroTOBKM MpenoaaBaTensCKoro cocTaBa K paboTe B yCNOBUSX, Tpe-
BytoLLMX CTUMYAVIPOBAHNMS TBOPYECKOTO MoTeHUMana obyvatolimnxcs. Mogepato-
pamu BeicTynuaAv T.A. HaymoBa (kaHa. Ncyxon. HayK, Aou., YAMYPTCKYI rocyaap-
CTBEHHbIN yHMBepcuTeT) 1 E.A. MapkoB (a-p monuT. Hayk, aol., HepenosewuKnii
rocyfapCTBEeHHbIN YHUBEPCUTET).

B nepsom goknage, npeactasneHHom W.C. neboBoi (kaHa. NoauT. Hayk,
gou., TUTP), paccMOTpeH «TBOPYeCKMI 6aTTN» KaK MeTOf TeKyLLero KOHTPOs
3HaHNI CTYAeHTOB. BMeCTO TpaauUMOHHbIX OPM MPOBEPKM 3HAHWI B lOKNaae
NpefnaraeTcs 1CNoNb30BaTh MHTEPAKTVIBHYIO, COPEBHOBATENBHYIO (DOPMY, CTU-
MYNUPYIOLLYIO KpeaTVBHOE MblLEHWE 1 HeCTaHAaPTHbIe MOAXOAb! K PELIeHMto

HAYKA TEJIEBUAEHUA 20 (4), 2024 228 THE ART AND SCIENCE OF TELEVISION



3afay. 370 npeanonaraeT pa3paboTky 3afaHnii, TPebyoWMX He MPOCTO BOCMPO-
v3BeaeHns MHbopMaLmK, a TBOPHYECKOrO ee NPUMeHeHUs, aHann3a 1 crHTesa.
B noknage 6binvi NpeAcTaBNeHbl KOHKPETHbIE 30eCh MPUMEPbI, ONMCaHbI METOAbI
OpraH13aunm «TBopyeckoro 6attiar, a Takke NpoaHanv3vpoBaHsl ero npeu-
MYLLECTBA 1 HEAOCTATKY B CPaBHEHVIN C TPANLVOHHBIMI METOAAMY KOHTPONS.

Bropoli goknag, npeacTtaBnenHbiin T. Pe3ep (a-p ned. Hayk, npod. Ypans-
cKoro hefepansHoro yHYBepenTeTa), bbin NOCBALLEH TEXHONOMMYECKM HEONpe-
[ENeHHOCTSAM Nefarory4ecKko NPaKTyKy B yC/I0BUsX LiYdpoBO TpaHchopMaLmy
0bpa3oBaHus. [loknafunMkoM NpoaHanv3MpoBaHbl Bbi30BbI, CBSi3aHHbIe C BHepe-
HVeM LMMPOBbIX TEXHONOMMIA B 06pa30BaTeNbHbI MPOLECE, C YHETOM KaK Noso-
KMTENbHbBIX AaCMEKTOB (AOCTYNHOCTL MHDOPMALMK, HOBbIE METOLI OBYYeHMs), TaK
1 PUCKOB (UMMDPOBO PaspbiB, MHMOPMAaLMOHHAs Neperpy3ka, HeobxoaMMoCTb
NOCTOSIHHOTO NPOMECcCOHaNBEHOTO PAa3BUTUS NPenoAaBaTenei).

Noknan A.T. Halimylntoit, npod. kadeapbl MeANLMHCKOW NPOMUNAKTIKN
V1 peabunutaumy TIOMEHCKOro rocyAapCTBEHHOMO MeANLIMHCKOTO YHUBEPCUTET,
661N CHOKYCMPOBAH Ha METOAaxX Pa3BUTUS CUCTEMHOTO MbllUeHWs, OCHOBHOE
BHVMaH e yAennB NPakTUYeCKM MeTOaM, KOTOPbIE MOTYT MPYMEHSTLCS B 0Opa-
30BaTeNbHOM NpoLecce v NPoMeccuoHanbHOM esTeNbHOCTL.

Nowknapg O.A. AKOBNEBOW, KaHf. top. HayK, AouU. Bonrorpaackoro rocyaap-
CTBEHHOTO YHMUBEpCKTETA, Obl/1 NOCBSALLIEH NPAKTUKO-OPUEHTVPOBAHHbIM acneK-
Tam 0by4eHMs IOPUCTOB, C POKYCOM Ha 3HAYMMOCTb ONpeeNeHNs HanpasneHus
B npodeccui v B3anMOAECTBIS MEX/Y NPaBONPUMEHNTENbHbBIMU 11 0Opa30Ba-
TeNbHbIMU CTPYKTYPaMK, BKIKO4aa TeMaTH4eCK/e BCTPeYr CTYAeHTOB C NpeacTa-
BUTENAMM NPABOOXPAHNUTENBHbIX OPraHoB.

Crnvkep OTMeTUN, YTO 31emMeHToM 06pa3oBaTeNbHOrO NpoLecca fBs-
l0TCA AMCKYCCUYM CO CTyAeHTaMK O NperMyLlecTBax U HefocTaTKax paboTsl
B CyAeOHO c1UcTeMe: 3TO MO3BOMSET MM 0CO3HATbH M MAKOCHI Npodeccuin (Bbico-
KVIA aBTOPUTET, BO3MOXHOCTb BNMSATH Ha MPaBOCYAME), U €e MUHYChI (CTPecc,
HEeobX0AMMOCTb MOCTOSHHOTO 00yYeHMs). Takxe ObIN0 MOJYEPKHYTO BAMSHME
HOBBIX TEXHONOTWI Ha paboTy cyael, BKoYas LMdpoBM3aumio 1 agTomMaTtu-
3aUMi0 MPOLLECCOB, YTO CTYAEHTHI 3aMeYaloT yKe Ha HayasbHbIx 3Tanax CBOero
0byueHus.

B uenom cekums 2 npeAcTaBuna cpe3 npobaemsl NOArOTOBKY Npenoaasa-
Tenei ans paboThl B YCNOBMSAX KDEATUBHON 3KOHOMVIKM, NOAYEPKMBas BaXKHOCTb
KaK METOAVYECKINX VIHHOBAaUMI (TBOPYECKI 6aTTn), Tak 1 aganTtaumm K ObIcTpoMy
Pa3BUTUIO LMD POBbIX TexHoNOor 1. CoueTaHyie aTUX BYX aCMeKTOB ABNSETCS KNto-
4OM K OpPMMPOBaHMIO KOMIETEHTHOCTHOW MOAENV NpenofaBaTens, CNocobHOro
3 EKTUBHO pa3BMBaTb KPeaTMBHOCTb CTYAEHTOB.
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CeKkums 3, mocssilieHHas NPOEKTHOMY 0DYHYEHWI0 Kak OCHOBE MOATOTOBKM
CNeuvanucToB Ans KpeaTuBHOM 3KOHOMVIKK, NPOLWa NOA MOAEPaTOPCTBOM
M.I. Wurwaega (A-p Tex. Hayk, Aou., npod. PAH, MypMaHCKmii apKTU4eCcKnii rocy-
[apCTBEHHbIN YHVBEpCUTET) 1 H.B. MocKaneBon (a-p 3KOH. HayK, gou. PAHX1IC).
Ha cexumu Bbin 0CyulecTBAEH aHanM3 pasnm4HbIX aCleKTOB BHEAPEHVS MPOeKT-
HOro NoAXoAa B 0bpa30BaTebHbIN NPOLECC C LEMbI0 MOArOTOBKM CMeLManicTos,
BOCTPeHOBaHHbIX B YCNOBUSX COBPEMEHHOV KpeaTVBHOM SKOHOMMKYL. [1po3BYYanm
[OKNafbl KaK TEOPETUYECKON, TaK 1 NPaKTUYECKO HAaNPaBNEeHHOCTH, YTO NPo-
AEMOHCTPUPOBANO MHOMOrPaHHOCTb W 3DMEKTVBHOCTb MPOEKTHOIO 0OYYEHNS.

Temolt NepBoro Aoknaaa, npeacTaBneHHoro /1.A. BepeTeHHUKOBOM (KaHa.
nef. HayK, fou., ANTaliCKm1ii rocyaapCTBEeHHbIV NefarorM4yecKuii YyHMBepcuTeT),
Hbina NpoekTHas AesTeNbHOCTb B CUCTEME AONOAHUTENBHOMO MPOMeccuoHanb-
HOro obpas3oBaHyis KaK pecypc ee pa3BuTHs. PaccmaTpurBanach Poib MPOEKT-
HOrO NOAXoAa B MOBbLIWEHVN KBanUMUKaLMK 1 NepenoaroToBke CneunanmncTos,
a Takoke B afanTtauumn obpasosaTtensHbix nporpamm A0 k TpeboBaHMsM Kpea-
TWBHOW 3KOHOMVIKM. KpOMe TOro, B Mose BHYMaHMS CviKepa OKa3anmich BOMpoch
MCMONb30BaHNSA NPOEKTHOW AeSTeNbHOCTY A8 ODHOBAEHMS coepKanus npe-
nofaBaHVa 1 ero METOAMK B KOHTeKCTe pa3sutuma [M10.

Bropoit poknaa, npeactaBneHHbiin /1.M. BoncyHOBCKOM (KaHf. Duos. Hayk,
AoU., TOMCKUI NOANTEXHUYECKUIA YHUBEPCUTET), Obl1 MOCBSALIEH MEXANCLN-
NAVHAPHOMY NPOEKTHOMY MOAXOMY K NMOArOTOBKE CMELMaNNCTOB NHKEHEPHbIX
CrewyanbHOCTel /18 KPeaTBHOM SKOHOMYIKI. ABTOD YKa3al Ha enaTeNbHOCTb
MEXMPEAMETHON VHTErPaLIMV B NMOATOTOBKE MHXEHEDOB /15 KDEATVBHOI SKOHO-
MUKW, YHUTHIBAS DACTYLLYHO NOTPEOHOCTL B CeLuanicTax, CnoCobHbIX MPUMEeHSATb
CBOV 3HAHNS B MEXAVCLMNANHADHBIX POEKTax.

Boictynnenve C.C. MUpOHLEBOW, KaHf,. nef. Hayk, Ao, CeBacTonoNbCKOro
rOCYAapCTBEHHOTO YHMBEpCMTETa, ObIN10 CPOKYCMPOBAHO HA OCHOBAX MPOEKTHOM
AeSTeNbHOCTY B KOHTEKCTE NpernoaaBaHus MHOCTPaHHOTO sA3bika B 06pa3oBa-
TE/bHbIX YH4PENAEHNSX: 3TO NMO3BOASET CTYAEHTaM HE TOMBbKO YCBaUBATb S3bIKO-
Bble HaBbIKM, HO W Pa3BMBaTb KPUTUHECKOE MbILL/IEHWE, KDeAaTUBHOCTb 1 yMeHMe
paboTaTh B KOMaHe.

B pe3ynbrate cekuMs 3 NPOAEMOHCTPUPOBaNa WUPOKKI CNEKTP NprMeHe-
HMA MPOEKTHOIO O6y‘{€HI/Iﬂ B NOArOTOBKE CneulanncrtoB an4d eraTMBHOI;I SKOHO-
MVKW, MOAYEPKHYB ero 3¢)¢)€KTI/IBHOCTb KaK B TEXHUHECKNX, TaK 11 B TYMaHUTAPHbIX
obnacTsx. PazHoobpasme npeacTaBneHHbIX AOKNAA0B NO3BOANIO NpOaHanyi3u-
pOBaThb I‘\pO@KTHbM noaxo[ B pa3HbIX KOHTEKCTaX, BblAe/B KAOYEBbLIE ero rnpe-
MMYLLECTBA B Pa3BUTUM HEOOXOAMMbIX KOMMETEHLMI Byaylix CneUyanicTos.

MopaepaTopom 4-i cekumm «/IHHOBaUVOHHbIE METOANKK 1 TEXHONOM Y
0by4veHVs» BbICTYNMAa UKMTUPOBaBLWascs Bolwe HO.M. benoseposa. [loknaasl
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npeacTasnsnvM cobor pasHONAaHoBbIe NCCNefoBaHns, obbearHeHHble obulei
LENbIo — MONCK HOBbIX 3(DMEKTHBHbBIX MOAXOA0B K OOYYeHM0.

E.B. Hukonaes, KaHa. Tex. HayK, aou,. JoHeuKoro HauMoHanbHOro TexHmYe-
CKOTO YHMBEPCUTETA, NPEACTaBW ONbIT MPUYMEHEeHNS MHHOBALMOHHbIX TEXHONO-
T B ANCTAHUMOHHOM OByYeHnn NHxXeHepoB B ycnosumsx [AHP. loknaa cogepxan
MHDOPMaLMIO O BOIMOXKHOCTAX MPUMEHEH NS TEXHONOT Y BUPTYalbHOM peansHo-
CTV ANg MOAENNPOBaHMs PaboTbl MHXEHePa LWaxTbl YrNeaodblvM, Bbi3BaB OXMB-
NEeHHYIO NONEMUKY; YHACTHUKM AeNUNNCE MAEAMY O BOSMOXHOCTAX NPUMEHEHNS
BMAEOKOHTEHTA VI BUPTYanbHOW peanbHOCTU B 00yYeHNN. Bce COWNNCh Ha MHe-
HVIM, 4TO NOAOOHbIN 0bpa3oBaTeNbHbIN KOHTEHT KpaliHe addeKTBeH, CnocobeH
3aVHTEepecoBaTh Y MOTUBMPOBATL CTYAEHTOB, HO TPebyeT 3HaYUTENbHbIX (DVHaH-
COBBbIX V1 TPYOOBLIX PECYPCOB.

AFO. CnvBakoBcKas, KaHa. Mef. Hayk, aou. CapaToBCKOro rocyaapcTaen-
HOro MeAVLMHCKOrO YHMBepcuTeTa M. B.W. PazymoBckoro, 06o6uimna onbit
BOBNEYEHNS CTYAEHTOB MEAMLIMHCKOTO BY3a B COLMaNbHbIE MPOEKTbI KaK MeTof
bopmrpoBaHus NpodeccnoHanbHbIX KavecTs byayLyx Bpadei. B goknaae doin
npeacTasneH NpoekxT «Cneayr 3a MeYTon» 1 NoKaszaHa OLeHKa ero addeKTnBHO-
CTV B QOPMUPOBaHMY NPOMecCcMoHanbHOM 3TUKK NpY paboTe C oHbIMU NauyeH-
Tamu C HemsneyrmbiMm 3a60neBaHnaMU.

BoictynneHne A.B. ApyyK, KaHA. 3KOH. HayK, o, MenrTononsCKoro rocyaap-
CTBEHHOrO YHMBEpCUTETA, OBINO NOCBAWEHO MHTErpauuy NpUHLUMNOB Kpea-
TUBHOW 3KOHOMUKY B Pa3BMUTYE BbICLIErOo 06pa3oBaHus B MOCTKOHMANKTHbIX
pervioHax ¢ MOoKycoM Ha Takix Mpobnemax, Kak paspyleHne nHhPacTpyKTypbI
1 HexBaTKa KBanM@ULMPOBaHHbBIX KafopoB. B KayecTse peleHnit beinn npeano-
XeHbl MyTU B3aVIMOAENCTBS BbICWEro 00pPa30BaHyis U KPEATVBHOM SKOHOMUKN,
BK/tOYAsA BHEAPEHME KPeaTUBHbIX ANCUMTAVH, CO34aHME MEXANCUNTAVHAPHbIX
Nporpamm 1 passuTre TBOPYECKNX KNACTEPOB.

* k%

KoHdepeHuus npofeMoHCTprpoBana HeobxoanMOCTb KOMIIEKCHOTO NOf-
XOof4a K noArotoBKe cneunanctos And KpeaTu BHOW 3KOHOMUKNA. Bb\BO,D,bI YKa3bl-
BatOT He TOIbKO Ha BaXXHOCTb MOHVMaHA COBPEMEHHbIX TeH,[LeHu‘\/\IZ 1 BbI3OBOB
3TOM BbICTPOPa3BMBatOLLEICS Cepsl, HO U Ha HEOOXOAUMOCTL COOTBETCTBYHOLLEN
afanTaumy 0bpaszoBaTensbHOro npolecca. OHa BKOYaeT B cebs NepecmMoTp KoM-
NeTeHTHOCTHOM Moaenn npenofaBaHva anda CTUMynMpoOBaHUAa KpeaTBHOCTM
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CTYAEHTOB, W1POKOe BHEeAPEHE NPOEKTHOrO 0byYeHns Kak Hanbonee adhdek-
TVBHOMO METOAR MOATOTOBKM CNEUMANICTOR, a TaloKe akTHBHOE UCMONb30BaHVE
VIHHOBALMOHHbBIX METOAMK VI TEXHONOT NI 0By4eHns ™. [N AOCTVIKEHVS pesynbTa-
TOB HEOOXOAMMO Hana)1BaTb 3(DHEKTNBHOE MEXBY30BCKOE 1 MEXPErMOHaNbHOe
COTPYAHWYECTBO, 0becrneyrBatoLiee 0bMEH OMbITOM 1 Pecypcami.

B Lienom no ntoram peanyizalmu npoeKTa Ctano NoHATHO, YTO NOAroTOBKa
KafpOoB /15 KPEaTUBHOW SKOHOMUKK TpeByeT CUCTEMHbIX V3MEHEHM B BbICLIEM
0bpasoBaHmL.

Cpeay NepcneKkT1BHbIX HaNpaBAeHWIA MCCNeA0oBaHNA B pakypce TeMbl KOH-
(hepeHLMI yHaCTHUKI BblAENNN:

— MYTW 1 METOfbl PA3BUTUS KpeaTVBHbLIX KOMNETeHUMI NpenofasaTenei
BbICLIEro 06pa3oBaHys;

— CO3[laHVie MHCTWUTYTOB, MNO3BONSOLLMX OObeAVHATE Pecypcsl Npeanpus-
TUIA KpeaTVBHbIX MHAYCTPUIA, MPOMbILINEHHOCTW, OPrany3aLmia KynsTypsbl v 0bpa-
30BaHVs AN BHEAPEHWS MaKcMManbHO 3(hdeKTVBHbBIX 0bpa3oBaTebHbIX MPO-
rpamm, B T. 4. CETEBbIX;

— rocynapcTBEHHO-YacTHOEe NapTHEPCTRO B NpuUBReYeHny GrHaHCMpoBa-
HVis PabOT MO CO3AaHMI0 MyNETYMEAMIAHBIX Y4eOHbIX MaTepuanos;

— nccneloBaHus B 061acTy aBTOPCKOTO Npaga Ha CyxebHble npon3sefe-
HVIS U MPOCBELLEH e NpernofasaTenell B AaHHOM obnacTu.

B pe3ynkrate 0630pa NpoekTa BO3HUKAET Psifl BOMPOCOB. Kak MOTUBKPO-
BaTb Npeno/asaTenei Ha BHeJpeHYie TBOPYECKIX MPOEKTOB B y4ebHbIN npoLiec,
eC/V NOoKa He CyLLeCTBYeT nokasatenei 3hMeKTUBHOCTY TPy/Aa NpenoaasaTtens,
BK/IHO4AIOLIMX OLEHKY MHHOBALIMOHHOCT NOXOA0B, OOBEKTUBHbIN y4eT 3aTpa-
YEHHOrO NVMYHOIo BPeMEHY Ha BHeayauTopHYyto paboTy? KakoBel OyayT cneay-
folIMe Warn B pa3BuTHL KPEeaTVIBHbIX KOMMNETEHLUMIA NpenofaBaTeneit BoiCero
06pa3oBaHuns? Kakvie HoBble METOfbI VI TEXHONOT WK MOTYT ObiTh BHEAPEHbI AN
NoBblLEHNs 3MHEKTUBHOCTM NPOEKTHOTO 0by4HeHns? Kak rocyaapcTso v 6vi3-
HEC CMOTYT 0OBeANHNTE YCWINS N0 DUHAHCUPOBAHWIO CO3[AHMS BbICOKOTEX-
HOJOMVIYHbBIX MYNBTUMEMIAHbIX Y4EBHbBIX MBTEPVAN0B, KOTOPbLIe ByAYT OTBEYATH
COBPEMEHHbBIM TPEOOBAHVIAM?

OTBeTbl 34€Ch MOTYT CTaTb NPeAMETOM OyayLIMX OOCYKAEHWI, Nepcrek-
TUBHOCTb 4ero 00YCN0BUNO MPUHATHUE PelieHs VHULMMDOBATL NpoBee-
HVe CeKLMI O pa3BUTUM KOMMETeHUMI npenoaasateneit 1 06 MHHOBaLMOH-
HbIX MeTofax 0by4eHns B pamrax Bcepoccunitickoro opyma npenogasaTenei

 Nlura Mpenopasateneld Beicweii Wkonsl. (2024). BuiesoHoe obyyeHue 8 pamkax npoekma
«KpeamusHelli mpek».  https://professorstoday.org/tpost/x0xpgb65p1-viezdnoe-obuchenie-v-
ramkah-proekta-krea (19.12.2024).
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BbICWero 0bpa3oBaHns «AkagemMmnyeckoe cooblecTso-2024», KOTOPbI COCTOSNCS
18-19 Hos16ps 2024 1. O630p pa3BWTHS AaHHOTO MPoeKTa MOXET BbiTb MPpOBeAeH
B OyAyLMX BbINyCKax KypHana «Hayka TenesuaeHisy.
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