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HacToswum HayuHbIli XXypHan «Hayka TeneBuaeHus» yefomnsert
YnTaTeNIbCKYH ayAUTOPUIO, @ TAKXKE UHBIX UHTEPECAHTOB O TOM, YTO:

OTMEYeHHbIE B laHHOM NepeyHe uLa U OpraHn3aLmmn BrIoYeHsbl MuHmucTep-
CTBOM tocTuLmu Poccuiickol defepalni B peecTp MHOCTPaHHbIX areHTOB:

» https://minjust.gov.ru/ru/pages/reestr-inostryannykh-agentov/;
[esTenbHOCTb DUMYPYIPYIOLLINX B HACTOSILLEM CMIMCKE MHOCTPAHHbBIX 1 MEX-
AyHaPOAHbIX HEMPAaBUTENbCTBEHHbIX OPraHmn3aLmnin NnpusHaHa MuHucTep-
CTBOM tOCTMUMMN Poccuitckont defepauin HexenatensHo Ha TeppuTopun
Poccuinckoin denepaumn:

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

OTMEeYeHHble B aHHOM MepeyHe N1La 1 OpraHmn3almm BKItoYeHbl PochimH-
MOHUTOPWHIOM B NepeYeHb TEPPOPUICTOB U 3KCTPEMUCTOB:
» https://www.fedsfm.ru/documents/terrorists-catalog-portal-act;

hurypupytouje B creflytoliem CnmcKe oprain3aumn (B T. 4. MHOCTPaHHbIe
1 MeXayHapoaHble) BKIoYeHbl GefepanbHon cnyxboi 6esonacHocTun Poc-
cuiickon defepaunn B efnHbIN GefepanbHblil CAMCOK OpraHu3aumii, npu-
3HaHHbIX B COOTBETCTBYMM C 3aKOHOAaTeNbCTBOM Poccuickon Pefepauin
TEePPOPUCTUHECKUMMU:

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

MaTepuasnsl, MHMOPMaLMs O KOTOPbIX NPefCcTaBaeHa 3[eChb, ABASOTCS IKC-
TPEMUCTCKUMU:
» https://minjust.gov.ru/ru/extremist-materials/;

cBefeHNs 06 06LeCTBEHHbIX 06beAVHEHNSX 1 PEAUTMO3HbBIX OPraHn3aLmsXx,
B OTHOLLEHV KOTOPbIX CYIOM NMPUHATO BCTYMNVBLIEE B 3aKOHHYIO CUNY peLle-
HVe O NVKBUAALUMM NN 3anpeTe AesTeNbHOCT N0 OCHOBAHWAM, NPeayCcMo-
TpeHHbIM defepanbHbIM 3akoHoM oT 25.07.2002 N2 114-33 «O npoTuBoaei-
CTBUW 3KCTPEMUCTCKOW AeATENbHOCTW», pa3MelleHbl Ha cainTe:

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

C €VIHbIM PEECTPOM [AOMEHHbIX MMEH, YKasaTeNel CTpaHuL, CanToB B CeTK
«/IHTEpHET» 1 CeTEBbIX afpecoB, MO3BONASIOLMX UAEHTUDULMPOBATL CANThI
B ceTU «/IHTEPHET», CoflepXallinx MHhOPMaLWto, pacnpoCTpaHeH e KOTOPO
B Poccuiickon defepaliyu 3anpelleHo, MOXHO 03HaKOMUTBLCS MO CCblfIKe:
» https://blocklist.rkn.gov.ru/.
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The Art and Science of Television journal wishes to inform its readership
and other interested parties that:

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

» https://minjust.gov.ru/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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Poccmmckoe KMHO ceroaHs
VS MpoLLioe U byayLee

AHHoOTauus. [ybnnkaums MHTEPBbLIO COTPYAHMKOB [MTPa ¢ M3BeCTHbIM
pexxmnccepom AnexkceeM [epMaHOM-MNAAWNM CBA3aHa C BbIABIEHNEM KPU-
TepueB ycrexa B COBPEMEHHOM KMHOTBOPYECTBe. ITa npobnema packpbi-
BaeTCa 4epe3 PacCMOTPeHne MHOTMX BOMPOCOB: OTHOWEHWE K HOBOMY,
B TOM Y1C/e K HeN3bEeXHOW MHTEHCUDUKALIMM TEXHONOTM3aLIMIM; OCMbIC/e-
HVe PasHbIX KMHOXaHPOB, MpeXae BCero GaHTacT1KKM, Kak Mapkepa HOBa-
TOPCTBA Ha 3KPaHe; UCKYCCTBEHHbIN UHTENNEKT B CPaBHEHMWM C TBOPYe-
CTBOM JKUBbLIX XYAOKHVKOB; Hacneame KuHeMaTorparuyeckoro npoLioro
I MeCTO OTeYeCTBEHHOIO KMHO B MMPOBOM MacluTabe; hviHaHCpoBaHue
KnHouHaycTpun B Poccuun n CLLA.

3y4as xy[OKeCTBEHHYIO NPaKTUKY COBPEMEHHOI KUHOWHAYCTPUY B CpaBs-
HeHWy ¢ 6onee paHHKYMU Tanamu ee IBOIOLMM, aBTOPbI AENAKOT NOMbITKY
copMrpoBaTh MPOrHOCTUYECKUI B3MS Ha Pa3BUTME KUHeMaTorpada,
Npexae BCero, 0Te4eCTBEHHOTO.

KntoueBble cioBa: KMHOMPOWU3BOACTBO, TEXHONOT M, MaPKETUHT, MPOKaT,
ycnex, dectvanb, h1MHaHCMPOBaHWE KUHONPOV3BOACTBA, Ka4YECTBO, WaHp,
haHTacTMKa, 0bWECTBO, YHMKANbHOCTb
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Russian cinema today
vs yesterday and tomorrow

Abstract. In their interview with the famous Russian director Alexei
German Jr., members of GITR Film and Television School discuss criteria
for success in modern cinematography, approaching the topic from different
angles: attitude toward the new, including the inevitable technological
advancement; reimagining genres, primarily science fiction, as a marker of
innovation on screen; Al compared to the work of human artists; cinematic
legacy and the place of Russian cinema on a global scale; and film financing
in Russia and the USA.

By comparing modern artistic practices in cinema with earlier stages of its
evolution, the authors seek to predict the development of cinematography,
primarily within Russia.

Keywords: film production, technology, marketing, distribution, success,
festival, film financing, quality, genre, science fiction, society, uniqueness

BBEAEHUE

I.K. (Tpuropuint KoHcoH). KakoBbl, Ha Ball B3rnsa, KpUTtepmnu ycnewHocTu
dbunbma?

A.T. (Anekcei FrepmaH mMA.). OHYi 6bIBAIOT PasHbIMI, 3TO O4EBUAHO. ViMeeT
3HaveHvie hecTVBaNbHbIN ycnex Guabma U KOMMepPYeCcKuin. Bo3mMoXeH Mexay
HVIMY 1 BanaHc, HO 3TO ClyYaeTcs peAKo. BaXKHO, YTO 1 TaM v TaM CKPbITO MHOTO
cnekynaumii. Hepearo Tak Ha3biBaeMble GeCTMBaNbHO yCnelWwHble GUabMbI
TaKOBbIMUW He ABASIOTCSH B CUY Manoi penpe3eHTaTMBHOCTY LEenoro psaa
becTnBaneit. He meHee 4acTo UAbMbI, KOTOPbIE 3as8BNAIOTCS Kak KOMMepYe-
CKM yCMeLHble, ycnexa 3Toro He 4eMOHCTpUpYtoT. C TedeHneM BpemMeHy Hall
KnHemaTorpad BO MHOrOM MpeBpaTWCa B COPEBHOBaHME NUapLiMKoB, pabo-
TaloLMX MO NPUHLMAY: «PUNbM MMeN YCeLW bl npokaT B Knutae» (Hanpumep).
CMOTPULWb UMdPbl — a HeycnelwHbIR. .. o 6oAbWOMY CHeTY YCNELHOCTb — 3TO
KPYMHbIA ecTrBans (B MUpe 1x He bonee NSTH) 1 «<HECTbIAHbIA» NpokaT. iHoe
aeno, 4yto Poccuto, B crny psfa NpuYmH, ceryac cpaBHUBaTL C ApYrUMu CcTpa-
HaMW Henb3s.
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Ho ecnu Bce, 4TO 51 CKazas, 0TOPOCUTb 1 BOCMIPUHSTL Kak He bonee Yem
BHelIHVIe 0OCTOATeNbCTBA, TO IMYHbIE KPUTEPUM yCnexa [/ls MeHs — 3TO, BO-
nepBbIX, Hanbonbliee KONMYeCTBO N0AeN, KOTOPble NOCMOTPeNnu hunbM (ecnu
€CTb COOTBETCTBYIOU|ME BOZMOXKHOCTUY). U, BO-BTOPbLIX, KAKOW-TO BHYTPEH-
HWUIA POCT, KOTOPbIN OllyLlato B cebe nocne Toro, Kak 3aKoHYKUA huabM: CTan
yMHee, TOHbLUe, YeMy-TO Hay4ucs, Yero [0 3TOro He fienas, CTan YTo-To Nydile
NOHMMaTb.

0.X. (Onbra XBouHa) Kakure KoHUenummn CTapLinx Koner, a, MoXeT ObiTb,
1 COBpEeMeHHMKOB bbinv BoCcTpeboBaHbl Bamu B TBOpYecTBe?

A.T. 4 bonblwe nobato kKMHO 80-x, Aaxe 70-x. Pa3zHoe — UTanbsHCKoOe, pyc-
CKOe, aMepurKaHCKoe. MHe KaeTcsi, KMHO ObINo 3HaunmMee Toraa, Koraa M1up ans
XyAOXHWKa NpeacTaBnsancs bonee HeoObACHUMbIM 1 3araflodHbIM. I OTHOLWe-
HMe K YenoBeKy BUAENOCh Kak K beCKOHeYHOMY, BapraTMBHOMY Habopy KayecTs,
[LOBOJIBHO CIOXXHOMY 1 BO MHOTOM YHMKanbHOMY. BOT 370 MHTepecHo. [oToMm
BCe Bpofe Hbl 0OBACHMN, HO YTO TaKoe YeNoBeK, HaBepHOe, 06 bACHUTb HEBO3-
MOXHO. B ntobom ciydae, cynTato, YTo Y Hac eCTb KacchKa KMHO. TapKOBCKMI,
dennuHn, docc, beprmat, Cnunbepr, Kak 1 psaa ApYrix XyAOKHWKOB, — 3TO, el-
CTBUTENBHO, hUrypbl. KuHemaTorpad xe nocneaHux 20 NeT, 3a peAKnM UCKNI0-
yeHumeM, — Ha 90 % MapKEeTUHT. YacTo TanaHTAVBbIM, HO MHOTA@ W HET. Bbl ke
3HaeTe, 4T0 B XXI Beke 1Q cHmKaeTcs.

I.K. Mo norvike Bellelt B XXI Bexe oH Ao/mKeH Obi Obl MOBbILLATLCS.

A.T. HeT, CHMKaeTcs, MO3TOMY, BO3MOXHO, YEro-To B 0OLECTBE HE MOHU-
MaeM.

1 O Hanuunu nopobHbIx Anekcell fepmaH ynoMMHAEeT He ciy4YaiHo. B vHTepsbio MaTpu-
Ky ®peiiTepy OH pacckasan, Kak ero dunbM «JoMaWHNA apecT», KOTOPbIA NpeacTaBascs
B KaHHax B nporpamme «Ocobbili B3rsa» (2021), 6bin OTKNOHeH nocneayowymm hecTrea-
NAMU: «N0Ka3bl ObIIY OTMEHEHbl B NOCAeAHNUI MOMeHT». OTBeT [epMaHa v ero konner obin
TaknM: «ECM Bbl HE XOTUTE CMOTPETb 3TOT MUbM, TO He CMOTpUTE. HO pyccKyto KynbTy-
py OTMEHWUTb HEeBO3MOXHO. (...) nbo cyuiecTsyeT u 6e3 yyactusa dectusanen» (Frater, P.
(2024). Russian director Aleksey German Jr. talks his controversial war film ‘Air’ and calls for
dialogue over Ukraine: ‘It is impossible to cancel Russian culture’ (exclusive). Variety. https://
variety.com/2024/film/news/russia-ukraine-aleksey-german-jr-air-war-film-1235873324/
(02.01.2025)).
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TEXHONOrU3ALMUA VS YENOBEK & YE/IOBEYECKOE

I.K. Ceityac 601bLUYt0 ponb B KUHOMPOW3BOACTBE UIPatoT HOBbIE TEXHONO-
rn. OHW peann3sytoTcs B caMmoi npupoae duabMa: NosBASIOTCS MMMEPCHBHbIE
BelLM, BO3IMOXHOCTH co3aanus 3 (4 1 T.4.) D-06pa3oB, pa3BrBaeTCst KOMMblOTep-
Has rpaduka, KoTopas Bce 6onee 1 6onee CTaHOBUTCS MOXOXKeN Ha peanbHYIo.
B pe3ynsraTte Kak Bbl BUAWTE NepCneKTUBY TeXHONOMM3aLUMM KMHO U K KaK1M
NPUHUMNNANBHO 3HAYMMbIM M3MEHEHVAM OHa MOXET npunsectn vyepes 10, 20,
50 net?

A.T. TexHONOTM3aLMA — 3TO HEeM3DEKHOCTb. Koraa-To ntogn cMesnmncs
Haf 3BYKOBbIM KVHO, 1 HVKTO B HETO He BepUI... MOXXHO 60pOThCs C MPUXOAOM
LUMDPOBLIX apTUCTOB, CLIEHAPKCTOB, a Takke Aekopaunii. Ho nocneaHue yxe
NOSIBUANCH.

LK. 3neck camoe Bpemsi BOCKNMKHYTL: @ KaK e TBOPYECKUI reHNiA, BAOX-
HOBEHHOCTb U T.4.7

A.T. CylecTByIOT 04N, KOTOPbIE BbIAYMbIBAOT. VX OnpefeneHHoe Konmye-
CTBO (BO3MOXHO, X TOXe KOTAa-TO 3aMeHsIT, @ MOXET ObiTb 1 HeT). CyllecTByroT
Te, YTO UCMONHAT. [laBaliTe CKaXeM HYeCTHO, XOTs 3TO MPO3BYYUT U LMHUYHO:
AN51 HAC, KaK A1 3aKa34vKOB U KaK As MtOAEN, KOTOPble MbITaloTCs HTO-TO Mpu-
AyMaTb, MMeeT cMbiCi 3P HEKTUBHOCTL 1 KayecTBO. ECIM eCTb TEXHONOr K, KOTO-
pble Ham 1apaT BO3MOXHOCTb, HanpumMep, OXMBUTL CTapyto hoTorpaduio, BCTa-
BUTb ee B h1NbM ¥ Nony4uTh ynuuy 1905 roaa, To Ham, 6e3ycnoBHo, nyyle
chenath Tak, Yem CTPOUTb 3Ty YLy B NaBUIbOHE WM BOCCO3/AaBaTb ee MyTeMm
NepeKpbITUS ABVKEHNS VI MepeKpacky 3aaHnin. KoHevHo, 6bIBaloT MOMEHTSI,
KOrfia CTapble TeXHONOT UM paboTatoT Ny4lle, YeM HOBbIE. B HEKOTOPBIX CyYasx
[0 CUIX TOp Nerye v AeleBne CHATb HAaCTOSLMI CaMOET, YeM ero HapucoBaTh —
npw BbIOOpE KOHKPETHOTO pelleHus TpebyeTcs rvbkuii noaxos. Ho B Lenom Mbl
BCe paBHO MnepeifemM Kk bonee HacbILEeHHON U yaelleBneHHo LUnhpoBoit BCe-
NEeHHOW, YTO CMIPOBOLIMPYET B3PbIBHOW POCT HOBOTO KMHO.

Huyero cTpalwHOro B 3TOM HET, 32 UCKIOYEeHNEM TOro, YTO TaKoe HOBO-
BBefeHVe B 04epeiHON pas npuHeceT B0MbLIOe KONMYECTBO MCKaNeyeHHbIX
cyaeb. MoToMy YTO B KaKOW-TO MOMEHT BbISICHWTCS, YTO MHOrMe npodeccuy,
He TONbKO B KMHemaTorpade, Ho B IT U MHOTMX Apyrnx 061acTsx OKaxyTcs
He HyXHbl. /I ans nogeid, KoTopble NPOCTO 3aMeHUMbI (Mbl HE 3HaeM npegensi
TaKOro SBNEHWS — MOXET, Mbl BCE 3aMeLLaeMbl, a, MOXKET, HET), 3TO, KOHEYHO,
6yneT nevanbHoM gonei. CMOryT 4TO-TO NPOdCO03bl OTBOEBATb UMW HET — CKO-
pee BCero, He CMOTyT.

A.L. (Anekcen Werones). Llexa B CpeaHeBexoBoi EBpone Bce paBHO
CO BpeMeHeM vcyesnu.
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A.l. Ho ®abpuka (ycnoBHO) npuaeT. MOXXHO NoOMaTb CTaHKN AU HET —
OHM BCE PaBHO eCTb. A NIyAANTbI MPOUTPAIOT, U B 3TOM — UCTOPUYECKUNIA Tpa-
T13M, XOTsl, HaBepHOe, 1 Hen3bexHbli. C TOUKM e 3peHns NoTeHUmnana pa3su-
TN TBOPYECKMX BO3MOXHOCTEN (KOrfa TeXHONOr MM Pa3oBboTCs, 3TO BrOMHE
BO3MOXXHO), TEXHONOMM3aLMs 1ACT HEBUAAHHbBIE BO3MOXHOCTYW HE TObKO s
peanv3aummn Uaen, Ho 1 Ans Ux pasBuTKs. Mbl celiyac, Kak MUpPOBOE KMHEeMa-
Torpaduyeckoe cooblWecTBo, fia U B LeNOM KaKk 4en0BeyecTBO, HaxoauMcs
B KDEAMUBHOM MynuKe, MOCKONbKY HUYEro HOBOrO (haKTUYeCcKM He co3aaeTcs.
KpynHble nHaycTpranbHele, TPaHCHALUMOHaNbHbIE KOMMaHUK cebs uciepnany,
BMAMM Be3fe 6eckoHeyHoe NOBTOPeHUe OHOIO 1 TOTO e, Be3[e 3aKaToro
B 11€0/10r N4eCKmne TUCKU.

B HblHEWHEM KMHOMUPE, Tae CBeXKME Naen OKa3bliBatoTCs HOoMbON pef-
KOCTb10, Habntoaem HeckoHe Hble perHKapHaLUmm yCnoBHOro batMeHa. MHe
HpaBaTCcs hUnbMbl O Cynepreposix U o B3TMeHe, B 4aCTHOCTH, HO CO Bpeme-
HEM Ha4MHato MX CMOTPETb C OOMBLWMM TPYAOM. 3TO 03Ha4aeT, YTO NPOV30LW0
KOPMOpaTMBHOE BbIXONAWMBAHNE OPUTMHANBHOTO CIOXKETa, T. €. 13 KOTAa-To
YAQYHO NPVAYMAHHOW 1 HapMCOBAHHOW KOMUKCHOW OCHOBBI BCE TanaHTAnBoe
\IKe BbIMbITO. B TaKOM CUTYyaLUMM NCKYCCTBEHHbIN MHTENNEKT, 6OT co3aacT ovepen-
HYHO BEpPCUIO CLieHapws C TOW e, a MOXeT BbiTb, 1 ¢ 60NblLLIeN CTeneHbto Bbipa-
3WTENbHOCTU, YeM YAaeTCs apMuy CLEEHapPUCTOB.

LK. To ectb VI cCMOXKeT yCrewHO KOHKYPUPOBaTh C YETOBEKOM iaXe B CO3-
AaHV Xy[oxecTBEHHOro obpa3sa?

A.T. KoHeyHo, ybexaeH, — paHo uav No3aHo, Yepes rof, NaTs, NATHaaUaTh
neT. 370 Hawe byayulee. [lpyroe Aeno — Takme COKHO YNOBUMblE MAaTEPUU, KaK
Marns UMeHu, AeNCTBUTENbHO HEOXKMAAHHbIV B354, OTKPbLITAs 3MOLMOHaNb-
HOCTb, YHMKaNbHOCTb B BbICOKOM MOHMMaHMK 3TOr0 C10Ba byayT BOCTPeboBaHbI.
MybnuKa BCe pPaBHO 3axX04ET XUB020 TEATPA, KUBLIX AKTEPOB U KUBLIX KOMMO3W-
TOpOB. [1poCTO 3TOr0 HyAET MEHbLIE.

LK. A ecnv 60T, NO CPaBHEHWIO C XUBbIM XYAOXHWKOM, CO3aacT bonee
«KPYTOM» XyAOWECTBEHHbIV KOHLEMNT, MOYeMy OHM MOVAYT Ha KUB020 XY[OKHMUKA?

A.T. TToTOMY YTO Ha »*uB020 byaeT MOAHO XOAWTh BCeraa.

0.X. Bonee MmogHo, YeM Ha boTa?

A.T. B Kakoi-To cTeneHn Aa. A novemy Ntoam [0 CYX Nop nocellatoT, B nep-
BYIO O4epe[lb, TEATP, @ He KMHO, KOHUEPTbI KNAacCUYEeCKOM My3bIKK, @ He ClylatoT
MY3bIKy MOCPEACTBOM pPasHbix MaccMeana? 3a4eM naTu B Kakyo-To dunapmo-
HMto? MPOCTO Nt0OOI NOXO[ B HEE UK TEATP — COLMANbHBIN aKT.

0.X. 3TO aKT ConpuYacTHOCTH HekoeMy HOMbLIOMY COBbITUIO 30eCh
1 cenvac.
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A.l. [la, v conepexumnsanng. BO3MOXHO, KOrAa-To NoABATCA aHAPONAbI,
KOTOpble CMOTYT Bbi3bIBaTb U 3TO. HO 10 MX CO3AaHMS elle becKoHeYHble aecs-
TUneTus.

I.K. Bbl hakTvyeckn roBopute 0 HOBOM BUTKE 3BOMOLIMN, CUHTE3€ 1 BO3-
MOXHOCTSAX MW 1 yenoBeka.

A.T. /IMEHHO [10 aHTPONOMOPMHOIO aHapPoraAa, KOHEYHO, HE CKOPO, MOTOMY
Kak Bbl 1 camu BUaKTe, 6e3 KabenbHoM NOANUTKN OHM HE XOAAT.

A.LLL. Hy, baTapelku yxKe Koe-Kakvie caenanu.

A.T. baTtapeliku cienany, a HaCKObKO WX XBaTWUT? §1, KOHEYHO, MOTY OLIN-
6aTbCs, HO B 10OOM Crly4ae Mbl MepexonM B HOBYIO a3y pas3BUTHs HenoBeye-
cTBa. [10CKONbKY *XMBeM B 00LLeCTBE NHHDOPMALMOHHON NCTEPWN, B ONpeaeneH-
HOW CTEMEeHU NPpU KaKOM-TO Kpu3uce rnobanvsaumm, 4To Obi10 CKa3aHo B MOEM
unbMe «Tlof anekTpuyeckmm obnakamm» — eule B 2015 rofy. 3ToT Myp byaeT
ropasfo 6onee KOHPANKTHBIM, arPECCUBHBIM Y HEMpPeACcKasyembiM. HanoMmuHaTb
byneT He yTonuyeckre hunbMbl NOCIEAHWX AECATUNETHI, @ CIOXKHYIO haHTa-
CTUKY, KMbepnaHK?, KOTOPbI 3apoanncs y nucatens YunssMa lNbcoHa. Cuntato,
4TO B OyAyliem ObWEeCTBO CTaHeT ropasfo 6onee KOMMbIOTEPV3MPOBAHHbIM,
MeHee CBOOOHbIM, 6onee COCOBHbIM, XECTKO CTPYKTYPUPOBAHHbBIM 1 ypery-
NIVPOBaAHHbIM. A CIOXETbI PO TO, KaK Mtoan ByayT NpeKkpacHo 0bLjaTbCs BO BCEM
MUPE, KUTb B HEKOI YTOMWM, Ha MOI B3NS, — 3TO BCE CKA3KM U MAEONOreMbl.

1 BnonHe fonyckato, YTo VIHTePHET 1 TO, Kak Mbl CYLLECTBOBANM B WIHO-
311 abCOMIOTHOM ero OTKPbLITOCTH B 90-e, Hy/IeBble rofibl ¥ NOC/e, Aa U B LeNoM
BCe 3apoxaeHue LUndpoBOi peanbHOCTH NPUBEAET He K TOMY, YTO 0bulecTBa
BCEX CTpaH B Mupe ByayT CTAaHOBUTLCSH OTKPbITHIMY, @ K TOMY, 4TO OHUK ByayT
ele 6onee cerpermpoBaThCs, OrpaHnyNBaTLCs Y NPeobpaXaTbCs B LUNMPOKOM
cMbicne B bonee KacToBsble. /1 B 3TOM MiaHe Tak Ha3biBaeMoe 3/IMTapHoe NCKyC-
cTBO byaeT 6onee 3aWiMLLeHO OT Nepexoaa B UMdpy, 4eM MacCOBOE, MOTOMY YTO
YHUKaNbHOCTb BCEra CTouna opoxe. MPoCTo M3MEHATCS camu GOPMbI 1 PbIHOK.

2 KnbepnaHk onpeaensietcs Kak okaHp-npefynpexaeHune», 8 KoTopoMm CTOPKM O HeaneKoMm
6yayliemM CUrHanM3vpyoT HaM, 4TO «Mporpecc 6e3 3TUKKU, 3aKOHOB U Y4e0BEeYHOCTU BeaeT
NVILWb BXONOAHbIe nansl MaTpuubl» (Mup daHTacTukm. (6.4.) KubepnaHk: punemsl, kKHueu, aHume
u ece-sce-ace 0 xaHpe. https://www.mirf.ru/special/top-cyberpunk/ (03.01.2025)).
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KWHOMHAYCTPUA: OBPA3 PA3BUTUSA B BYAYLLEM

0.X. EcTb N1, Ha Baw B3rnsa, cenyacy Hac unn 3a pybeXxom TanaHTNMBble
NoAM, KOTOPbIE B 3Moxy BCeobLIe MOBTOPSAEMOCTH CO3AatoT YTO-TO CBoE?

A.T. B 3apybexxHom KuHemaTtorpade — ycrosHsit Kpuctodep HonaH. OH
MOXET HPABMUTHCS UM HET, HO OH eCTb. Wnn, Hanpumep, leHn BUnbHER, KOTOPbI
B 2021-m cienan paHTacTuyeckmin boesuk-gpamy «/JtoHa»?, (3Ta KUHOoNeHTa ABHO
Xyxe, yem ctapas «[toHa» [asuaa /IMHYa® — penns nonyumnncs BblYMLLEHHbIM,
XOTSl BCEM HPaBWUTCS). Bonpoc: ABASOTCS NK co3aatent 3Tux GuabMoB AnYHO-
CTMM ypoBHs CTuBeHa Cnunbepra? HeT, Ho, TeM He MeHee, 3TO HeKMe HOBaTOopbI
1 Aaxe YyTb BU3MOHEPbI.

0.X. A B HaleM KMHO eCTb BU3MOHEpPbI?

A.T. Ecnvi bl BBIAEM U3 pe3epBalyii aBTOPCKOTO KMHO, MOf KOTOPOe
CNIOXHO NogobpaTh KpUTEpUM 1 rae MHOroe nepemellanochb (0T MoNUTUKY
[0 HEMpOrHO3MpPyemMoit Cy4aiHOCTH), TO BU3MOHEPOB Y Hac HeT. C TouKwM 3pe-
HYs De3yMHbIX MPOEKTOB MOTY Ha3BaTb TONbKO KOHCTaHTUHa JpHCTa, MOTOMY
4TO Hafo ObINO MMETH CMENOCTb 3anyCTHUTh CbEMOYHYIO FPYMMY B KOCMOC — HO OH
3anycTun, U OHK NoneTenw’.

A.LLL. Moyemy xe, Ha Baw B3rnsa, Hawe KMHO cnabo pa3srBaeTcs?

A.Tl. ToTomy 4TO BCe Bpemsi bonmcs caenaTsb penns 60nbWoro Bui30Ba
1N CNOXHOCTU, HE MbITasCb MCKaTb HOBbIE KMHOSA3bIKM, HO, HAMPOTWB, 3aHVMa-
eMCSl KOMMPOBaHMEM He OYeHb XOPOLLIMX KOMUA. A Befib Y Hac BbInn BennKmne
dunnbmbl 20-x rofoB Npolunoro Beka: /bBa KynewoBa, [3uru BeptoBa, Cep-
rest J3eHwWTelHa. M elle 6onbloe KOANYECTBO TaNaHTAMBLIX UMEH, KOTOPbIX,
NMOMKMO CMeuUmanmcToB, HUKTO 0c060 He 3HaeT. ITo NoKoneHune 6bino oaep-
XKUMO novickamu. OHO MCKano HOBOE B AOKYMEHTANUCTVKE, DaHTacTMKe, UCKano
HOBble CPECTBa BbIPa3nTENbHOCTY, MPUHLMMbLI MOHTaXa. [lanblie, K coxaneHuio,
3T NOUCKN NpepBanuck. Ecnu 6ol Maeonornyeckuini KoHTponb 30-x-50-x Obin
He CTOMb ECTKMM, BO3MOXHO, He ObIN0 6bl CBOOOAHOMO pa3BuTKs fonnveyaa
B YCNOBUSAX, KOTl@ €My HUKTO He COCTaBAAN KOHKYPEHLIMN.

I.K. Ceityac Takas e cuTyaums?

A.T. HeT, 9 He Mory cKasaTb, YTO ceilyac ecTb Kakag-To 0cobas LeH3ypa.
Bespe B Mupe, 1 B EBpoOMe, 1 B AMEPUKE eCTb YTO-TO, O YEM HENMb3s CHATb DUIbM.

3 «[ltoHa» (Dune), 2021. Pexxnccep [leHn BunsHéB, cueHapunii — e BunbHéB, ko Cnantem
1 Ipuk Port. MpownssoacTtso CLA, KaHaga, BeHrpus.

4 «[ltoHa» (Dune), 1984. Pexxuccep [aBug /InHy, cueHapuii — [asug /vHY, GpaHk Fepbept.
Mpounzsoacteo CLIA, Mekcuka.

° «BbI30oB», 2023. Pexunccep Knum LLnnerko, npoatocep KOHCTaHTVH IpHCT. [1epBbiit B Mupe
MOHOMETPAXKHbIV XYAOKECTBEHHbIN (DUIBM, CLIeHbl A1 KOTOPOro CHUMANNCh B KOCMOCe Npo-
tbeccroHanbHbIMU KUHEMaTorpadbucTamu.
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Y Hac ecTb Apyroe — 3TaKoe OCTOPOXKHMYAHME. Mbl NprUyYaeM MONOAbIX Ntoael
K TOMY, 4TO BbiCLUast CTeneHb 61arocTu v ycrnexa — 370 TOT BapMaHT, Koraa TBOM
cepuan xopowo npoviaeT no nnathopmMe 1 ByaeT He Xyxe, Yem MOXOHUIA Kpu-
MUHANbHbBIA MEKCUKAHCKUIA U aMePUKAHCKWIA SK3EMNNAP, HO CAENaHHbIN
Ha Halel NoYBe ¥ C Hallel CamMoCTbto. 3TO HENPaBUIbHO!

51 ¢ 6BONbLINM MHTEPECOM NOCMOTpen cepuan «<bnbnmorexkapb», B KOTO-
POM apTUCTbI UTPatOT MHOTMAA Aaxe HOPMaNbHO, HO CAenaH OH HecCMbICIeHHO.
Moyemy ceityac KocHyncs aToro penmsa? MoToMy YTO 3eCh BUAHO BCe Halle
OTHOLEeHNe K haHTacTu1Ke: y Hac oHa cnabas. [1oToMy 4To Bce 60STCH pUCKOBaTh,
MCKaTb HOBbIE CIOXETbI, BU3YaNbHOCTb, BKNAAbIBaTb AEHLI.

0.X. MoYyemy B CBOMX paccyaeHnsx Bbl OCHOBbIBaeTeCh Ha aHpe dhaH-
TacTNKN?

A.T. 3170 heHoMEH, KOTOPbIV BO MHOTOM ABVXET MUP K MPOrpeccy.
A.LLl. Ho BCe-Taku 4TO-TO NHTEepecHoe B POCchY NOABNSETCA.

A.T. Y Hac MHOrO XOpOLWNX NucaTenei-haHTacToB. VX Npon3BeaeHu s nnoxo
IKPAHMU3UPYIOT, MOTOMY HTO 3aHUMAIOLLMECA STUM NIIOAN HE MOHUMALOT, HTO U KaK
Lenator.

I.K. Koro 6bl Bbl MO Ha3BaTk 13 aBTOPOB, MO MPOV3BEAEHVSIM KOTOPbIX
CTOWNO Bbl CHATL DUABbM(bI)?

A.T. Tex, y KOTO ecTb xapakTepsbl. ITo Anekceli Mexor®, Bagum MaHoB ¢ ero
«TaiHbIM ropoaom»’, AHapeit Bacunbes®. Ho 4Tobbl cue caenath, AOMKEH ObiTb
CMOCOOHbIV YeN0BEK, KTO MOHMUMAET, N1100UT 3T0 1 cnocobeH puckosaTs. OTkyAa
BO3HWK eHomeH [ropmxa Jlykaca? Befb, Kak U3BECTHO, B MUIbM «3Be3fHbIe
BOWMHbI» HUKTO He BEpUA. A pexunccep cobpan reHveB: reHanbHoro KoMno3nuTopa,
XY[LOXHWKa, onepaTopa, reHranbHoro creymanvcta no cneLdexTam, reHmant-
HbIX apTUCTOB. M OHM ellle BMeCTe BblayMany iU3aliH, KOTOPbIV 10 CUX NOP HUKTO
He npeB3oLLen. [oveMy Bce «3Be3aHble BOMHbI» BO3BPALLAOTCA B Ty 3MoXY, B TOT
AV3aliH, a He B 6onee No3aHui? NoToMy 4TO 3TO 3CTETHKA.

OTKyfa B34NCs repoit cepuut MpUKIIOYEHYeCKKx GrnbMoB, Tenecepu-
ana, MHOTO4YMUCNIEHHbIX KHUT, KOMUKCOB 1 KOMMbIOTEPHbIX Urp HanaHa [HKoHC
(1973) vnu pexuccep CtviseH Cnunbepr? OHW »e NpuLAW 1 NepeBepHyn Bce

° 3aHMMaeTcs NperMyLLeCTBEeHHO aBaHTIOPHO-MPUKIIYEHYECKUM M3HTe3N; Hanbonee n3ge-
CTeH UMK «XpOHWMKM Cranbi».

" ABTOP UMKNOBbIX KHUT, paboTaloLnii B aHpax Hay4yHOW haHTaCTUKK, TOPOACKOro daHTe3n
1 KnbepnaHka.

8 MuweT B KaHpe ropofcKoro NPUKMIOYEHYECKOro M3HTE3N C NCNONb30BaHVEM MUDONOrUN.
Cepuist €ro KHUT, 0THOCAWAsACs K BceneHHoM «<Mup HOUM», COCTOUT 13 YeTbIPEX POMaHOB, cepus
«A. CMONVH, BebMaK» — 13 [eCATU.
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npeacTaBneHvie 0 KUHO. Ho ecTb OAMH BONPOC, OHU Kak-TO cObpanu AeHbri,
BbITaLWB WX A5 paboTbl, 1 DMbMbI BbILLW B CBET.

A.LL. A B Hallein cTpaHe Tak He nony4uTcs?

A.T. lymato, HeT. [JonyCTuM, 8 MOXeNato CHATb KOCMNYECKYHO ONEPY U CKaxy,
4TO BbINYCK hrnbMa ByaeT CTOUTb YCIOBHO 4-5 MAPA pyb. YMHOBHUKI 1CMy-
ratorca: «CKoNbko? Munnnapfos? HeBO3MOXHO: 3TO HEBO3BPATHbIE AEHbI M.
Y Hac e ecTb “Yebypatka”». COOTBETCTBEHHO, TaKyH KPYMHYIO, AeNCTBUTENBHO
KayeCTBeHHO cfienaHHyto haHTacTuKy, MOXET, 1 yAacTca caenath gelesne —
3a YCNIOBHbIE NONTOPa-ABa MUNNNAPAA, HO MeHblle — HeT. OTIOKUN.

VN MHe 3axo4eTcs caenaTh Xopollee ropoackoe aHTe3n — Ans 3Toro
HeobxoaMMo BpeMsi, 06ayMblBaHNe An3aliHa. He CTOMT KoNMpoBaTb, Hanprmep,
BaMMMPOB U3 aMepUKaHCKNX hrnbMoB KaTeropumn C. 3TO Uenblin Mup, ocobas
3CTeTUKa, Aaxe runocodus No CBOeMy NOAXOAY K TaKOro poaa KUHO. Toxe Hepe-
LWeBO 1 CTPaWHO. M onaTh BCe UCMYratoTcs CAenatb CMeno. [1o3ToMy CKaxyT:
«Cnylwan, aToro HeT. Hy gaBar caenaem kak t1am unu tam. CKonvpyem, no3oBem
KaKoro-H1byab pexxvccepa BaceuknHa. OH Xxopolwuia, 6yaeT cTapaTthbes, HO 6e3
NUWHWX NOAeN 1 nepernboB. M ObICTPeHbKO CHUMEM, NPOAaAMM Ha NnaTdopMmbl,
BCe NOCMOTPSAT». [lpobnemMa B TOM, 4TO BaceuykuH — 370 He Jlykac unu Cnwn-
6epr. A 4TobbI BCE 3TO 3apaboTano, Hy)KHbl BU3VOHEPDI, NpeacTaBastoume dyay-
wue hunbMbl NaHopamHo. V1 vx, Kak 1 B Apyrux oTpacnsx, Hago CTUMYNMpo-
BaTb. YCNOBHO, K NPUMepY, HaM HyXeH CBOI /1noH Mack. MaclTabHo noMeHblue,
KOHeYHO. Mbl Bce BpeMsi 3abblBaeM, YTO 1 B COBETCKOW HayKe, U COBETCKOM KMHO
OHVI BbINK.

LK. HO MM He 04eHb-TO AaBanu pa3BMBaTbCA.
A.T. TeM He MeHee cyllecTBOBan. B dusuke, Hanpumep, — /laHaay.
I.K. TapkoBCcKniA. OHaKO Kpbinbs eMy Moape3ant CUbHO.

A.T. [la, n cuaen oH 6e3 paboTbl. Ho BU3MOHEPbI NOSIBASANNCH. Ay HaC HeT.
Mbl enaemM NpoeKTsl CPpefHero KayecTBa, KOTopbIe B NMPUHLUMME MOTYT CIPOt0-
CUpOBaTH B 11060 OTHOCUTENBHO KPYMHOW BOCTOYHOEBPOMNENCKON CTpaHe. M Hit
XYXKe, HU nydlie. Ho Tak MCKYCCTBO He paboTaeT v He ByaeT paboTaTs HUKoraa.
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3AKNHOYEHUE

LK. ®vHanbHbINM BONpoc: kak Bel BuanTe bByayuiee knHo Poccuu v 3apybe-
Xbsi NPV BCEll ero NoBTOPSeMOoCTI?

A.l. lymato, 4To noka byayuiee kuHo CLUA nyywe Hawero. MoscHto. Mbl
BVAMM OFPOMHOE KOMIMYECTBO KOHTEHTA, KOTOPOEe AeNatoT aMepuKaHLbl. Y HIX,
npasaa, He xBaTaeT ftogeit. M oHKn KX «nblnecocsT» co Bcero Mupa. [axe nnat-
OopMbI BbINMYCKatOT OFPOMHOE KONMYECTBO HeKayeCTBEHHOrO MaTepunana.
Ho B Kakoi-TO MOMEHT CMEHUTCS NOKONEeHMe NPOAICEPOB, PEXNCCEPOB, apTH-
CTOB — ¥ ByfieT BCTPSICKa: HOBble CNOCODLI KOMMYHMKaLWM, CMbIC/bI, BU3Yyalb-
HOCTb, AOKYMEHTaNbHOCTb. [1N9 3TOro B AMEpUKe AeHbIM eCTb, U X 04€Hb MHOTO.
Y Hac MeHblLUe. /1 Mbl HE XKMBEM B OLLYLLLEH NN KPU3KCa, MOTOMY YTO KaXKeTcs, 4To
y Hac Bce NpeKpacHo. Ho 3T0 He KpuTepuid. lNpeKpacHbIM ByaeT BCe, Koraa Haliwm
DUNbMbI CTAHYT CMOTPETb BO BCEM MUPE, Yero H1MKoraa He 6610, Tem bonee,
celvac. KTo korga-Hubyab rosopun Bam: «aaBaiiTe MOCMOTPUM 3TOT PYCCKUM
aHTacTuyecknin hunbm»? inu: «naBainTe NoMaeM Ha PyccKkyto rpynny», 1 Ha
YumbnaoHe okaxetcs 100 ThiCsiY YeNoBeK, CyLatoLiMx BOKaNUCTKy 13 Poccum?

A.LL. MHe KaxeTcs, B bnvpxalilee Bpems 3TOr0 BCE e He NPOon30KMaeT.

A.T. BeposiTHO. B LlesioM vaemM nyTem 3Takux Kpemnkux bypxyes, y KOTO-
pbix OyaeT OypxyncKas KMHOVHAYCTPUS C HEOObLIMM KONMYECTBOM B3N1€TOB
1 MasnbIM KONM4eCTBOM (PaHTa3ni.

0.X. Kpenkux bypyeB — no npuHUMMNY «AeHer HET, HO Bbl AePKMTECH»?

A.T. HeT, geHbru ecTb y nnatdopm. OHM HENPONOPLMOHANBHO Marsbl,
No CPaBHEeHMIO C (DMHAHCOBbLIMYI BO3MOXHOCTSMM MHOCTPAHHbIX KOHKYPEHTOB,
HO MMetoTCs. Y Hac Bce ByaeT CTaHOBUTLCS KayeCcTBeHHee. XOTs Mbl, YTO oYe-
BMIHO, He NMepelifiemM B CTa/IMI0 KaKOrO-TO B3/1€Ta — HO 3TO He 03HAYaeT, YTo
BCe NNOXO0. Mbl lenaemMcst caMoi Kpenkon nHaycTpreit B EBpone (Bo3MOXHO,
3a UCKMtoYeHreM paHLy3CKoM).

0.X. B Te4eHme Kakoro BpeMeHy 3T0 MOXET MPOV30MTH?

A.T. [lymato, BbICTPO, B TeUYeHne NsTyv nets. I cpefiHee kKa4yecTBo TOro, YTO
Mbl Aenaem, ByaeT He HUXe, Yem aHanorMyHoe y eBpoMNencKMX CnelmnanmcTos,
XOTS KMTalLEB M aMEPUKaAHLIEB 13-3a OTCYTCTBUS BU3MOHEPOB He NPER30MAEM.
Ho 1 B EBpone nx Toxe HemMHoro. [103ToMy 1 OHa — [OBO/IbHO CKyYHOE CTarHu-
pytoLLee NpoCTPaHCTBO. ECM CpaBHMBATL C MOLLHBIMM MAaCCUOHAPHbBIMK BCMfle-
CKaMu, KoTopble y Hac 6binn B 20-x, 60-x, 70-x rofiax, TO Y HacC VX HET TOXe, Toraa
KaK maccMoHapHOCTb Heobxoavma.

A.LL. Moyemy xe? M He nossuTcs?

° VIHTepBbIO COCTOSANOCH B CeHTAOpe 2023 roaa.
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A.T. HeT, byaeT v gaxe rae-To yxe ecTb (Bonpoc, rae nMeHHo). M 1Q co Bpe-
MeHeM ByaeT MoBbIWaTbCs. BO3MOXHO, NPUAETCS NPOUTH Yepes CTpaaaHme, Bce-
MUPHYIO KaTacTpody. YunTsiBas Bce CODLITWS B CTPAHE Vi B MUPE, CIeAYeT MNOHATb
B NIOASX NMEPEMEHY: OHM NMOCTENeHHO B3pocaetoT. CTyAeHTbl MEHSIOTCS, B3I/
CTAHOBWTCS NPOHMLATENbHEE.

I.K. B pa3HbIx By3ax Mo-pasHoMmy.

A.I. BepoaTHO. B LenomM HblHeLWwHee MOKONeHNe yMHee.

ABTOPCKUI BKNag,
A.A.TepMaH M/1. — pa3BepTbIBaHWeE Naen.

[.P. KOHCOH — aHanu3 1 BepudUKauMs AaHHbIX, KOHUENTyann3auus
BbIBOOB.

0.b. XBOMHa — NOArOTOBKa TEKCTa K Ne4aTHOW BEepCUN.
A.B. LLleroneB — CTpYKTYyprpOBaHMe NHTEPBbLIO.

Bce aBTOpbl NpUHSAM y4acTue B 06CyxaeHUn (UHaNbHOro BapuaHTa
nybnvkaumn.
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[ToNUTUYeCcKii MOHOMUG
aMepPKIKaHCKOTO KnHemaTtorpagpa
B 3MOXY IOMUHVPOBAHNS
BM3Yya/IbHbIX CMOCOOOB
NMOBEeCTBOBAHWA

AHHoOTauums. CTaTbst OCHOBbIBaETCS Ha uaesx A. Knpbu, npoBo3rnacue-
wero B 2000-e roabl HacTynneHne UMhpPoMOAEPHUCTCKON IMOXM IOMUHM-
POBaHWs BU3yanbHbIX CNOCOHOB NOBECTBOBAHMS, U KOHLEMNLMN «BTOPUY-
HOM yCTHOCTW» Y. OHra. YTBepaaeTcs, YTo pa3BuTMe MEANATEXHONOT N
M HacbllleHe NOBCeAHEBHOCTY BU3YaNbHbIM KOHTEHTOM CMOCObCTBYeT
MU ONOrM3aLmmn NOANTUYECKOro NpoLecca. MiccnefgoBaHve akueHTupyet
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BHVMaHME Ha aMepPUKaHCKIMX cepuranax v hunbMax, MCnob3yoLWyX CTUb
NCeBAOOKYMEHTANIbHOMO KMHO U Bbi3bIBAOLMX Y 3pUTENEN UAMIO3MI0
[AOCTOBEPHOCTM ¥ AENONUTU3VPOBAHHOIO BOCTIPUATYS BbIMbILINEHHbIX
COOBITUN.

AHann3 Muhonorn3aunm NONNTUYECKON PeanbHOCTH B aMepuKaHCKOM
KnHemaTorpade onupaeTcs Ha KoHuenuuto MmoHoMuda k. Kamnbenna
W CTPYKTYPANUCTCKYIO Napagurmy, 4To No3BONsET BbiiBAATL YCTONYMBbIE
Muconorembl penpeseHTaLyn NoAUTUHECKOro NPOLIECcca B MacCOBOM Ky/b-
Type. KnHematorpad paccMaTprBaeTCst Kak MHCTPYMEHT co3faHus Mundos,
NOAAEPKMBAOLMX VI NETUTUMU3NPYIOLMX aMEPUKAHCKYIO MONNTUHECKYHO
VAEONOTNIO.

HecMOTps Ha aHPOBYIO U CTUANCTUYECKYIO NeCTPOTY, aMepuKaHCKue
noAnTUYecKne GUabMbl 1 cepuanbl 06pasytoT LENOCTHYIO CTPYKTYPY,
NofAepK1Bas OCHOBHbIE MUGMONOreMbl, 3aKpenssiollve AeMoKpaTuye-
CKMe UeHHOCTW v naeanbl. KNo4eBbiM 31€MEHTOM aMepUKaHCKOro Nosm-
TUYECKOro MOHOMYba ABASETCS CBATOCTb UHCTUTYTOB U (hefepannsma,
a TalKe repomsaLms HypHaNMCTOB, YAHOBHVIKOB, MPOCTbIX rPax/aaH, pac-
KpbIBaIOLMX rOCYAaPCTBEHHbIE CEKPETHLI BO MM ClpaBeaMBocTu. Mopoy-
HOCTb 1 KOPPYNUMOHHOCTb OTAENbHbIX MOMUTUKOB SBASETCS POHOM A/
penpeseHTaLuy Takux NpoLeccoB, Kak BbI6OPbI 1 MEXNAPTUNHBIE KOM-
NPOMMCChI, @ TaKXKe NPOABMIKEHNS Te3nca o BaxxHoCTu CMU B KOHTpose
roCyapCTBEHHbIX OPraHoB BACTMU.

[lenaeTcs BbIBO/, YTO MAacCOBOE PacnpoCTpaHeHe KiHeMaTorpapuye-
CKMX 00Pa30B NOUTHKM B KOHLe XX BEKa paclimpuno gocTyn K Habntoge-
HUO 33 peanun3aymeit NOANTUHECKOro NpoLiecca, NPefoCTaBsAs 3pUTENtO
MUDONOrNYeCcKne KOHCTPYKLUMM YNPOLLEHHOTO O6bACHEHNS CNOMHbBIX
NONUTNYECKMX B3aUMOAENCTBUI.

KntoyeBble cnoBa: My onorv3anmns noauTUKA, NOANTUHECKUIA KMHEMATO-
rpad, ANHKUMOAEPHYI3M, LMDPOMOAEPHV3M, BTOPUYHAS YCTHOCTb, MOHO-
Mund [roseda Kamnbenna, nonutnyecknin Mud, noauTryeckas mudono-
Vs, aMepuKaHcKas 1eMoKpaTus, 3anagHblii Kunematorpad

BnaropgapHocTu: CTaTbs NOArOTOBAEHA MO pe3ynbTaTaM UCCaefoBaHNs
B paMKax rocygapCcTBEHHOro 3agaHus M1UHUCTEPCTBA HaYKM U BbICLLErO
obpasosaHua Poccuiickoin depepaunn (Tema «<Mudonorusaumus nonu-
TUKW B KMHemaTorpade: aHanus naeonornyecknx wmdpos B 3anafHomn
MacCOBOW KyNbTYpe») Npy NOAAEPIHKKE IKCNEPTHOrO MHCTUTYTa CoLnanb-
HbIX MCCNenoBaHWiA. PaboTa BbinonHeHa Ha OCHOBaHWK pasaena 2 4actu
[l rocypapctBerHoro 3aganus ot 05 asrycra 2024 roga Ne 075-00093-24-04
Ha 2024 rof,.
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The political monomyth
of American cinema in the age
of visual storytelling

Abstract. This article draws on the ideas of Alan Kirby, who in the 2000s
proclaimed the advent of the digimodernist era dominated by visual
narratives, and Walter Ong’s concept of secondary orality. It argues that
advances in media technology and the saturation of everyday life with visual
content contribute to the mythologization of political processes. The study
focuses on American films and TV series employing pseudo-documentary
techniques, which foster viewers'’ illusions of authenticity and depoliticized
perception of fictional events.
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The analysis of political reality mythologization in American cinema is
grounded in Joseph Campbell’s monomyth framework and structuralist
theory, revealing persistent mythologemes that shape representations of
politics in mass culture. Through Chiara Bottici’s and Benoit Challand’s
theory of political myth, cinema is examined as a tool for crafting myths that
reinforce and legitimize American political ideology.

Despite their genre and stylistic diversity, American political films and series
form a cohesive structure, perpetuating core mythologemes that uphold
democratic values and ideals. Key elements of this monomyth include:
the sanctity of institutions and federalism, as well as the glorification of
journalists, officials, and ordinary citizens who expose state secrets in the
name of justice. The corruption of individual politicians serves as a backdrop,
highlighting processes such as elections and bipartisan compromise while
advancing the notion of media’s vital role in holding power to account.

The article concludes that the proliferation of cinematic political imagery
in the late 20th century is connected with the growth of media influence
and the development of Internet culture, providing unprecedented access
to political information to the public. Viewers, immersed in screen culture,
began to perceive cinema as a way to “observe” politics, thus building
a demand for mythological constructs that simplify complex political
dynamics.

Keywords: mythologization of politics, political cinema, digimodernism,
secondary orality, Joseph Campbell’s monomyth, political myth, political
mythology, American democracy, Western cinema
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BBEAEHUE

B MoHorpadum Anada Knpbu «vmknMmonepHuam. Kak Hogele mexHos10-
2uu paspyuwaom nocmmoOepH U nepekpausarom Hawy Kyaemypy» (Kirby, 2009),
onybanKoBaHHoOM B 2009 roay, 66110 MPOBO3rNAaLEeHO HAaCTYMAEHUEe 3MNOXM OMU-
HUPOBaHVS BK3yalbHbIX CNOCOOOB NOBECTBOBAHMS, YTO, B CBOKO 04epefp, Cro-
cobcTByeT perpeccy 0bUecTBa K J0NUCbMEHHOMY, MUDUYECKOMY MbILAEHNIO,
chopMUPOBaBLIEMYCS B KOHTEKCTE BbITOBAHMS YCTHOW KyNLTYPbI.

Busyanmzaums peanbHOCTN Ha IKpaHe rafpkeToB 1 [1eBaliCOB, HEBEPOST-
HOE HacbllLEeHME NOBCEHEBHOCTU OHNAMH-KOHTEHTOM aKTyanu3npyeT KoHUenT
«BTOPU4HON yCTHOCTM» YonTepa OHra (Ong, 1971; Ong, 1982), npuayMaHHbli elle
B 1970-e, KOrga pacnpocTpaHeHue TenesmaeHa npefocTasmio BO3MOXHOCTb
penpe3eHTaLnn peanbHbIX CODLITUI He Yepe3 TeKCT AW 3BYK, a Yepes Br3yallb-
Hble 06pa3bl. Bayannsaumns yCTHOrO COBa M TEIECHOTO XKeCTa B COBPEMEHHbIX
MefVa NPUBOAMT K BO3POXAEHWIO AOMMCbMEHHbIX COLIMaNbHbIX Mofenen. B yacT-
HOCTU, Tene3puTenu n IHTepHET-N0Nb30BaTENN BHOBb NOMYYalOT BO3MOXHOCTb
MCMbITaThb OMbIT NAPTUUMNATOPHOM (Y4acTBYHOLWEN) MUCTUKK, CO3Aat0LLEN IMNa-
TUYECKYI0 MAEHTUMUKALMIO C TepOSMU «3IKpaHa» 1 UAM03MK 006LIECTBEHHOMO
COYy4acTMs B MOKa3blBAEMbIX CODBITMSX.

MNobena TeneBmaeHua Haf paavo v razetamu B 1970-e, nonoxmBsas
Havyano goMuHMpoBaHuio B CMV BM3yanbHbiXx CNocoboB penpeseHTaumnn
peanbHOCTU, MPOUCXOANT OAHOBPEMEHHO C B3PbIBHbIM MHTEPECOM MOMNTONO-
OB K KOHLENTY «nybanyHas noauTyKar, Nof KOTOPbIM MOHUMAOTCS AENCTBUS
roCyAapCTBEHHOrO anmnapara no peanvsaunmn noanTUYecKoro Kypca. Bnacts
1 HabntofeHvie OKasbiBatOTCS TECHO YBSA3aHbl A4PYr C PYrOM BO BANATENbHbIX
nonnTuKo-chunocodckmnx Texctax M [ebopa «O6buecTBo cnektakns» (Debord,
1967) u Muwens dyko «Hagavpath v HakasbiBaTb» (Foucault, 1975).

MonnTMYeCKnii NPoLEece, MOCTPOEHHbIN B COOTBETCTBUM C AEMOKpaTUYec-
KVMW Maeanamu, npeanonaraeT OTKPbITOCTb A8 OOLLEeCTBEHHOrO KOHTPONS
1 MPO3PayHOCTb NMpoueayp NPUHATUS peweHnii. OgHaKo, K CoXaneHuto, 10
HaCTOSLLEro BpeMeH MHOXeCTBO NpUAYMaHHbIX TEOPWIA paLMoHanmsaumnm anro-
PUTMOB COBPEMEHHOW MOMNTUKM OCTAOTCS B MPOCTPAHCTBE NPefnonoxeHui,
AOrafiok, MUMOB, rTMNOTETUYHOCTA, MANO OTINYHASC OT TEOPUIA KOHCMVPOO-
rMyecKoro cBovicTea. CoBpeMeHHOe rocyapCcTBO MPOAO/IKAET OKPyxaTb cebs
MOLLHON MVONOrVei, COXPaHSIOLLEN TaliHy ero MPOUCXOKAEHNS, AATENbHOCTA
Y NEerUTUMHOCTH, NPefCcTaBss cebs BepLMHON «paLMOHanbHOCTWY, YHUHTOXat0-
wen mud nocpeacTesom pasyma (Ince, Torre, 2024).

Mpouecchl Mucdonornsaumnm n MMhoTBOpYeCTBa B NONNTUYECKON
chepe, ocTaBasCh NPUBNEKATENBHBIMU KaK AN 3AUT, TaK W 415 NPOCTbIX
rpaxaaH, BeayT K HeOAHO3HaYHbIM NOCNeACTBUAM. HacTb nccneaoBatenei
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NOAYEPKMBAIOT MONOKUTENbHYK POb MOANTUYECKON MUdOonornsaymm
B COXPaHEHWM NCTOPUYECKON MPEEMCTBEHHOCTM 1 YKPENAEH UM MNOANTUYECKO
MAEHTUYHOCTU, TOTAa KaK APYrue CKAOHHbI KPUTVMKOBATb MaHUMYyAATUBHbIE
acneKThbl, NPy KOTOPbIX MKDONOrM3aLMs CTaHOBUTCH MHCTPYMEHTOM AOMMUHW-
POBAHWS 3T 1 NOPOXAAET NPOHAEMbI B MACCOBOM MOANTUYECKOM CO3HAH MM
(3aBeplwmrHCcKMin, 2015).

Pa3BuTME TENEBU3NOHHbIX U MIHTEpHET-KOMMYHMUKaUMI Ha pybexe XX
1 XX BB. MO3BOAMNO BM3Yanm3npoBaThb Ny6ANYHYIO MONUTKKY, CO3AaB UANIO-
3110 MPO3PaAYHOCTI MONUTUYECKOro NpoLecca Ans obLecTBeHHOro B3rnaaa.
Bu3syanbHble 06pa3sbl MOANTUYECKOro npouecca GopMUPYIOTCS CPeACcTBaMM
KnHemaTorpadumm, cozaatollert CMMynsakpsl (No XaHy boapuispy) ¢ rTMraHTCKUM
MUOTBOPYECKMM 3PHEKTOM BO3AENCTBIS Ha 0OLLECTBEHHOE CO3HaHMe. [PKOH
NanpeH faxe yTBepxaaeT, 4To nonynspHble GUabMbl Ha4MHAKOT BbIMONHATH
PENUrMO3HY0 (DYHKLMIO, NPefoCTaBass 3pUTENsiM LeHHOCTU 1 CNocobbl CMO-
TpeTb Ha Mup (Lyden, 2019).

HacTynneHue anoxu AnmKUMOAEePHU3Ma N3MEHSIET 3CTETUKY NOANTHYe-
CKUX GUNBMOB 1 cepranos. MoNUTUYEeCKNin NpoLecc NpeacTaBneH Tak, byato
€10 CKPbITble OT 0OLIECTBEHHOCTI MeXaHVi3Mbl AOKYMEHTabHO PacKpbiBaAOTCS
HanpsMyto, YTO MO3BOSET 3PUTENAM NEPEXNBATL BbIMbILLAEHHbIE NOANTU-
yeckue cobbiTUs B SBHO peanbHON, SBHO AeN0oNUTU3MPOBaHHOW MaHepe: Kak
ecnv 6bl OHW BbINV YBUAEHbBI UMK BOOYMIO. TaKue WOy ONULETBOPSIOT PEXIM
TENeBM3VWOHHOMO Mackapaja, BU3yann3vpyoLlinii CEMUOTUYECKIE KOHHOTALMN
NerMTUMHOCTY 1 NPECTMKa, KOTOPbIMU TPaAVLMOHHO NOb30BaNach OKYMEH-
TanbHas dhopma.

KnuHematorpad Ha4MHaeT KonmpoBaTb GOpMaT peanuTu-wWwoy, 4To elle
pa3 cBUaeTenbCTByeT 06 MHTepece 0bWeCcTBa K AUAKUMOAEPHUCTCKOMY (N0
Bepcum Anara Kupbu) pexnmy KynbTypHOIo NpOov3BOACTBA, KOTOPbIN 3aKpe-
NNSET «KaxXyLleecst peanbHbIMy». [hxko KOHB3I yKa3biBaeT Ha TaKkue cepuranbl Kak
«Mapku 1 30HbI oTaABIXa» (Parks and Recreation, NBC, 2009-2015), «Anbda-gom»
(Alpha House, Amazon Prime Video, 2013-2014), «KapTouHbIli goMuk» (House of
Cards, Netflix, 2013-2018), «<Buue-npe3naeHT» (Veep, HBO, 2012-2019), B KOTOPbIX
MCNONBb3YETCS 3CTETMKA OHOW KaMepbl 33 KyNrcamu, BAOXHOBNEHHAS AOKYMEH-
TaNbHbIM KMHO, YTO UMUTUPYET OLLyLIEHME Y 3pUTENEeN CEKPETHOrO MHCanaep-
ckoro poctyna (Conway, 2016).

O6beKTOM UcciefoBaHNA HACTOSLLEN CTaTbl ABNSETCS COBPEMEHHbIN
aMepUKAHCKN MOAWTUYECKNI KHeMaTorpad, a npegMeToM — M oor3aLms
nonuTVKK. OCHOBHas LieNb 3aKMN04aeTCs B aHann3e CTPYKTYPHbBIX KOMMOHEHTOB
(Mubonorem) ameprKaHCKOro MoANTUYECKOTO MOHOMUKMDA, NPeACTaBNIEHHOrO
B KMHOTEKCTax.
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[Ins BOCTVIKEHWS YKa3aHHOW Lienw Bbinv nocTaBneHsl creayoLvie 3agadu:
CcHOpPMYNMPOBaTL OCHOBHbIE YePTbl 1 OTANYNS aPXaUdHbIX Y COBPEMEHHbIX NPO-
LeccoB MMMONOr3aLyin peanbHOCTH; NPeANOKUTb VCMONb30BaHNe KOHLeN LN
MOHOMMa ANs aHanm3a GeHoMeHa MUhoNorM3aLny aMepruKaHCKoro NoAnT-
4ecKoro npolecca; ONucaThb KNoYeBble Mudonoremsl, GopMupytoLLvie amepu-
KaHCKMI NOANTUYECKNIA MOHOMMGD.

B KauyecTBe 6a30BOr0 KOHLENTYanbHOro Noaxoaa 1cnonb3oBaHa Teopus
anmknuMogepHnsma AnaHa Knpbu (nogyepkrieatollas Bo3BpalleHne 4onmch-
MEHHbBIX MUPONOrNYECKNX MOAENEN BOCNPUSATUS peanbHOCTM B 3MOXY AOMMU-
HVIPOBaHWs BM3yanbHbIX CPEACTB MOBECTBOBAHMS), @ Takoke CTPYKTypanmcTcKas
METOLONOTNS PEKOHCTPYKLMM COCTABHBIX 3/1€MEHTOB «MOHOMMMa» (TEPMUH
npeanoxer [rozedom Kamnbannom — Campbell, 2008). ViccnenqosaHue 6a3u-
pyeTcs Ha aHanm3e cBbiwe 100 KnHohUNbMOB 1 cepranos nponssoacTaa CLUA
(1990-2024). AKLEHT caenaH Ha KMHONPOAYKLUMK Havana XXI Beka, MOCKONbKyY
B LEHTPe M3YyYeHWst HaxoamMTCs COBPEMEHHbIV aMepUKAHCKUIA MONUTUYECKIN
MOHOMUD.

MpuknagHas 3HAaYMMOCTb NpeAcTaBAeHHOW NybAMKauMn COCTONT
B OCMbIC/IEHWI PO COBPEMEHHOTO KHeMaTorpada Kak MHCTPYMeHTa NernTu-
MaUMM NOANTUYECKMX NPOoLeccoB. KOHUEMNUMs aMeEPUKAHCKOrO NOANTUYECKOTO
MOHOMMba AONONHAET KPUTUYECKINIA aCNeKT aHanmn3a KnHemaTorpadmnyeckoro
KOHTeHTa, GopMUPYIOLLETO Y 3pUTeNs BOCNPUATME MOANTUYECKUX NPOLLECCOB
N NOE0N0r NN,

HoBu3Ha paboTbl onpefenseTcs aHanM3oM COBPEMEHHbIX MPOLEeccoB
MUbONOrM3auUMmn NOANTUKK B KUHeMaTorpade Yepes nprnamy KOHUEMNLUMM MOHO-
MUba. OCHOBHOE BHUMaHME yaenseTcs PeKOHCTPYKLUMW CUCTEMbI NpeacTaBe-
HYIA, T. e. Mrucbonorem nonnTuyeckoro npotecca B CLUA, koTopsii hopMupyeTcs
1 NepefaeTcs Yepes 06pasbl v HappaTVBbl COBPEMEHHOTO aMepPUKaHCKOro Nou-
TUYECKOro KnHematorpada.

MN®OTBOPYECTBO B AUKNMOAEPHUCTCKYIO 3PY

C ToYKM 3peHust Knpbu, MeamaTexHoNnornm sKpaHHOW KybTypbl CO3aatoT
KOHTEKCT BOCMPUSATUS PEANbHOCTH CXOXUI C TEeM, YTO CYLLeCTBOBas B apxany-
HYO 3MOXY, M3BECTHYIO POPMOI MUPOBO33PEHUS, KOTOPYIO MPUHSTO Ha3blBaTb
muonorudeckoit. Moa TpaguMOHHBIM MUDOM apxanyHOro neproda noapa-
3yMEBAKTCS KONNEKTUBHbIE MOBECTBOBAHMS, KOTOPbIE YNOPSA0YMBAOT Xa0oC
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yepes yCTaHOBMEeHMe YCTONYMBBIX CXEM MUPO3AaHWs, HOCAT OObACHUTENbHbIN
1 HOPMaTUBHbIV XapaKTep, 3afaBas MUPOBO33PEHYECKME PAMKU, B KOTOPbIX
yHKUMOHVpOBanu apeBHKe obliecTBa. 3HaunTeNbHas YacTb Mudonornye-
CKOTO 3HaHUs TPaHCAVPOBaNach Yepe3 MUCTepuanbHble NPakTUKK, Npeanona-
ratolve nepefady cakpanbHOro, CKPbITOro 3HaHWS B pamKax UHULMATUBHbIX
pUTYanoB (Hanpumep, aenbbUuincKne MUCTepPUn UK 3NEeBCUHCKME 0BPSAAbI).
MccnenoBaHms apxanieckux MUAOB COLManbHbIMY aHTPOMONOraMu JIIOCbEeHOM
Nesu-bptonewm (/lesn-bptonb, 2010), Knogom /leBu-Ctpoccom (Lévi-Strauss, 1958)
1 Ap. NO3BOAWUAM YTBEPX/AATb, YTO [IpEBHME 0N He NOABeprany U3BecTHble
MUDONOrnYecKme CIOKETbl COMHEHWIO 1 BYKBaNbHO XU B CO3AaHHOW MMM
MUDO-peansHOCTH.

VicToprKn 1 (hONBKNOPUCTBI He COrnallatoTCs MpUpaBHYBaTL COBPEMEH-
Hble MEeAMIIHbIE CIOXETbl K APEBHUM MU1daM, MOCKObKY OHM CO3[4aBanvch 1 BOC-
NPVHYMaNNCh B COBEPLIEHHO ApYrux kKoHTekcTax (Ceaplx, 2019, c. 85). Cospe-
MeHHble MeavaMmndbl aianTYpyTCs K 0COBEHHOCTAM LMMPOBOI 3n0oxM. OfHUM
13 KIOYEBBIX OTINYMIA SBNSETCS AEMOKPATM3aLUMSA MUPONOrMYECKOro 3HaHWS.
Ecnu apxanvHble MUdbl CyLIeCTBOBaNM B PaMKax CakpanbHOro NpoCTpaHCTBa,
AOCTYMN K KOTOPOMY ObIN OrpaHMyeH, TO COBpeMeHHble MUdbl TPaHCAVPYIOTCS
yepes MeVNHble TEXHOMOTN 1 CTAHOBSATCS AOCTYMHbIMM MacCOBOW ayanTOPUN.
MpKn 3TOM CaKkpanbHblii KOMNOHEHT MUba 3aMeHseTcs 3PhEKTOM «0CTOBEPHO-
CTW», CO3[aBaeMbiM TaKVMMY BU3yanbHbIMY HappaTVBaMiu, Kak NCeBLOAOKYMEH-
TanbHble noauTHYeckre GunbMbl U cepransl. CoBpeMeHHble B13yanbHble hopMmbl
Mnbonorn3aLmmn npeanaratoT 3puTeio He y4acTue B KOANEKTUBHbIX pUTyanax,
a UNNto3nto HabnogeHrs 3a «peanbHOCTLIO», Co34aBas OllyLieHe BOBNEYEHHO-
CTV Yepe3 ahdheKT NpUcyTCTBYUS.

MonyyeHure nHpopmaumnm Yepes Bu3yanbHsle 06passl no3sonseT dhop-
MVPOBaTb MUAPONOrMYECKOe J0BEPUE K MPOUCXOASLLEMY Ha 3KpaHe Ha beccos-
HaTenbHOM ypoBHe. KnHemaTtorpad B HacTosiliee BpeMs HauyMHaeT Npor3Bo-
OVTb He3annaHMpOBaHHbIE PEXMUCCePaMM UM NPOLIOCEPAMN UAEONOrNYECKe
ahdeKTbl, NOANTUYECKME aKLMK UK 0DLLEeCTBEHHbIE ANCKYCCMK. Hanpumep,
Y4aCTHUKM NPOTECTOB Noc/e Bbixofa hunbma «V — 3HauuT BeHaeTTa» (V for
Vendetta, 2006) cTanu Yallle MCNOAb30BaTb TeaTpann3oBaHHble POPMbI Bblpa-
KEHUS CBOMX YOEXAEHUIA, @ MacKa CTana HeOTbeM/EMbIM 31IEMEHTOM 3CTETUKM,
4aCTbto PeanbHOro NOAUTUKO-HOBOCTHOMO HAPPaTKBa, YHMBEPCANbHbIM CYMBO-
NIOM OCBOOOMEHNS HYepe3 aHOHUMHOCTb (FacunnH, 2021).

CyWLecTBYIOT MCCNeAOBaHMS, NOKa3bliBatoLiMe, YTO KMHemMaTorpad cnoco-
6eH hopMMPOBaTL MONOKUTENBHbIA UMUK BNACTW. Y4eHble [1eiTOHCKOro yHU-
BEpCUTETa MPOBEM ONPOCHI 3pUTENel Ao 1 nNocae NpocMoTpa Gunbmos «Lenb
Homep oanH» (Zero Dark Thirty, 2012), paccka3biBatollero 0b oxoTe 3a Ycamon 6eH

HAYKA TEIEBUAEHUA 21 (1), 2025 40 THE ART AND SCIENCE OF TELEVISION



NapeHom, 1 «Onepauns “Apro™ (Argo, 2012), NOCBSILIEHHOIO 3BaKyaLWn amepu-
KaHCKOro NoCoNbCTBa 13 TerepaHa Bo BpeMs VipaHckol pesontounu 1979 roaa.
Mocne npocmoTpa npumepHo 30 % pecnoHAeHTOB M3MEHWN CBOe MHeHMe O LIPY,
Benom gome v ameprkaHCKOM NpaBUTeNbCTBE B Hosee No3nTHBHYIO CTOPOHY
(Pautz, 2015).

YKazaHune Ha HappaTUBHYO Npupoay Muda 1 BO3IMOXHOCTb GribMa co3-
[aBaTb KPaCOYHbIE 1 YBNEeKaTe bHble MCTOPUM MO3BONSET ONUCATh COBPEMEH-
Hble TeHAeHUMU MUDONOrM3aLmm NOANTUKA B KMHeMaTorpadde Yepes KoHuen-
umnto MoHomuda. Ipyrvmy cnoBamm, NpeanonaraeTcst PEKOHCTPYKLMS CUCTEMbI
npeacTaBneHnii 06 amepuKaHCKOM NOAUTUYECKOM NPOLLECCe, 31eMEHTbI KOTOPOM
pa3nuThbl B kKHemaTorpade CLUA.

Kamnbenn B «Tbicayennkom repoe» (1949) (Campbell, 2008) pexoHcTpy-
NpyeT efAnHbIA MeTaHappaTUB MUMUYECKX MCTOPUIA, ONMUCHIBAS CTPYKTYPY
ctoxeTa ntoboro MMPoNornyeckoro MOBeCTBOBaHMS, ¥ npeanaraeT TEPMUH
«MOHOMW®», BNOCNEACTBUN NOAYEPKIMBAS, YTO COBPEMEHHOMY MUPY KpalHe
HeobxoavMa HoBas, robanbHas MMPONorusa, cnocobHas roBopuTh C Yenose-
4ECTBOM Ha MNOHATHOM U aKTyaNbHOM A9 Hero A3bike. B 1977 rogy dunocod
[>xoH NoypeHc v Teonor PobepT [KbIOeTT BbINYCTUAN KHUMY «AMEPUKAHCKMI
MOHOMU», rAe aHan13y NoABEPrANCh MACcCOBbIV KMHemMaTorpad 1 KOMUKCHI
(Jewett, Lawrence, 1977).

CTpyKTypanncTcKkas nepcnexkTnea aHanvsa MUdoB MacCoBOM KyabTYpbI
(B HaweMm cnyyae kvHemaTorpadda) yTBEPKAAET, YTO NOrMKa B3aVMOAENCTBYS
KOMMOHEHTOB MUba SBASETCS NPOCTON, CBOASLLENCH K MHOXECTBY BUHAPHbIX
onno3numnii: 106po — 310, HE6O — 3eMIs, KIN3Hb — CMEPTL 1 TaK fianee. 3To To,
4TO /1eBW-CTPOCC Ha3Ban «COCTaBASIOLMMMI 3neMeHTaMm» Muda, Nan «Mmudono-
remamm» (Lévi-Strauss, 1958, p. 227-255). Takum 0bpa3som, ecnv Kamnbenn B nep-
BYIO OYepefb OMMChIBa 3Tanbl Pa3BUTUS repoeB MUMUYECKKX NOBECTBOBAHWINA,
TO B JaHHOW CTaTbe MOHOMU® NpeanaraeTcst PEKOHCTPYMPOBATL Yepes Bbldsle-
HeHVe YCTOMYMBO MOBTOPSIOLLMXCS VAN, CKKETHBIX KOMMO3MUWIA, Nexalinx
B OCHOBE NoBeCTBOBaHMs (Mudonorem).

WcTtopun B Mudax (kak 1 B kKnHematorpade) MoBTOPSHOTCS, Kaxablid pa3
NOSIBNSASICb B HEMHOMO M3MEHEHHOI GOpMe, 1 ayanTOPUs HaXOAWT YAOBONLCTBME
B CamMOWi CepUINHOCTM 3TUX MOBECTBOBAHU. TUMUYHOCTb CUTYaLIMIA OKa3biBaeT
Ha Macchl «LienebHoe» BO3AeNCTBMe, yTelas 1 Co3aaBas UAMO3MI0 TOro, HTO
B OKpY)XatolLeM M1pe CyLLeCTBYIOT OnpefeNieHHble MOCTOSHCTBA U 3aKoHOMep-
HOCTW. 3T1 BbIBOAbI MOATBEPXKAAIOTCSA B CTaTbe W.W. 3emuoBckoro «Do it with
Propp», rae aHanv3npyoTcs CLEeHapK CaMblX KaCCOBbIX FONMBYACKMX (DUIbMOB.
MccnepgoBatenb 3aMeyaeT, 4To, HeCMOTPS Ha M3MeHeHUs B AeTasix MyTeLlecTBuS
reposi, cama CTPYKTypa OCTaeTCs HeM3MEHHOM 1 NOMb3YeTCs NMOMnyNspHOCTbIO.
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CueHapwcTbl fonnvyaa obpatiatoTcs K paboTtam B. Mponna Kak K CrnpaBoYHUKY
A/19 NOCTPOeHM S CIOKETOB (3eMUOBCKMIA, 2015).

CnefyeT OTMeTUTb, 4TO MPOABMIKEHME MAEONOrMYeCKUX WndpoB
(NponaraHaa) yepes KuHematorpad MoxeT ObiTb aaxe bonee ycnewHowu,
HeXenu yepes nonnTmnanpoBaHHele CMIU. AyanTtopus, n3Ha4anbHO paccMma-
TpuBas MUNbM KaK pasBneyeHne, HeKPUTUYHO BOCMPUHUMAET YBUAEHHOE,
4TO, KOHEYHO, ObINI0 JaBHO 3aMeYeHO 1CCNeAoBaTeNSAMU KMHO, HO 3pUTensmMu
B CBOei Macce pednekcrmpyeTcs 1aneko He Bceraa M 06bl4HO TOMbKO B CamblxX
o4veBMAHBIX cydasx. HanoMHuM, 4To Knupbu, obpauias BH1UMaHue Ha hopmy
COBPEMEHHOW Nofayvn MHMopMaunmn Yepes B13yanbHble obpasbl — hoTo,
MEeMbl, NpsMble TPaHCAAUMM (a He MevaTHOe CN0BO), a Takke U KuHemaTorpad,
yTBepXaaeT O BO3BPALLEHMM UVBMAN3aLMN B apXanKo-MMdONOrMYECKYHO 3Moxy
TOpXecTBa YCTHOrO CoBa.

YTO TAKOE MU OOTU3ALNSA MONUTUKN?

IpHCT Kaccrpep 6bi1 NepBbIM, KTO Aan aHanuns Mndonorm4eckoin OCHOBbI
peXxunma, NpocyLecTsosasliero B lepmMaruu ¢ aHBapa 1933 go mad 1945 rogos
(«Much o rocypgapcTBe», 1946). [ins dawmnama Mud Obi1 He MPOCTO UHCTPYMEHTOM
nponaraHfbl, a OCHOBOW BOCMPUATUS MUPa, 3aMeHss ¥ yNpoLlas peanbHOCTb.
PaccmaTpuriBaemas vaeonorns onvpanack Ha MMpuYeckoe nNpoLnoe — BpeMs
BENNYMSA U YUCTOTbI, MPOTMBOMNOCTaBAEHHOE yNaaKy HacToswwero (Finchelstein,
2022). lemoHCTpauys bbina 3aMeHeHa BbllyMKOW, @ 3KCTpaopanMHapHoe obbsic-
HeHMe YCTPaHmNOo 34paBblid cMbICA. KpUTUYECKMI aHann3 NnponsBeaeHunin Mac-
COBOW KyNbTYypbl B HEOMAPKCUCTCKOW (M1 BAN3KON K HEl) napaamrMe nokasan
NpUCYTCTBME TOTaNbHbIX MAEONOTUIA U MUDOB B MaCCOBOM CO3HaHMU TaKke
1 3anafiHblX (YCIOBHO AEMOKpPATMYECKMX) 0bLLecTB.

B 1960-1970-e 66110 NpeAnoXKeHO NOHMMaTb NOA MUMaMU KOrHUTYB-
Hble KapTbl, MO3BOSAOLIME PACLIMDPOBLIBATE CMbIC/ NMPOUCXOASLMX CODBITUIA
(Edelman, 1967; Bennett, 1980). HappaTtuBHas npupoda Muda oKasbiBaeTcs
B ONTUKE BHUMaHUS y4eHbix B 1970-1980-e B paboTax leHpu Tropgopa (Tudor,
1972), bptoca /InHkonbHa (Lincoln, 1989), XaHca batomeHbepra (Npuaymasliero
TepMuH «paboTa Hag Mudom») (Blumenberg, 1985), a B8 2000-e — Kpuctodepa
®napa (Flood, 2002), fepdpuaa MioHknepa (Minkler, 2009).

Mudonormyeckoe BO3AeNCTBME MACCOBOW KyNbTYpbl Ha 00LLeCTBEHHOE
CO3HaHWE MOXET ObITb OBHAPYKEHO KaK B TPaAMLMOHHbIX OBLLECTBAX C CUbHbBIM
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apxanryHbIM KOMMOHEHTOM, TaK 1 B CTPaHax, HaxoAsWMXCst Ha NOCTUHAYCTPUanb-
HOM 3Tare CoLManbHO-3KOHOMMYECKOro pas3sunTus. Hugeww /10Ty, anarHocTrpys
NoBefeHNe COBPEMEHHOM TOMMbI, YKa3blBAET Ha PACTYLLYHO «TeHb», 0TOpachIBa-
eMYt0 aBTOPUTAPHbIMY AepPaMm UMb POBOI 3MOXM, aKTUBHO OB/aAeBatOLMMM
HOBbIMM Meaua. [loHans Tpamn paccMaTpUBAETCst Kak NpuMep Ans uaaocTpa-
LW yTBEPXKAEHNS Dpuaprxa Hulwe o TOM, 4TO OAHaMAbl «aKTEPbI... CTaHYT
HacTosAWMMM Xxo3seBamm» (Lawtoo, 2019).

C TO4KM 3peHns Yurapbl BoTTrum 1 bero LannaHa, Mudonormsaums —
370 «paboTa Hag 0bUIMM NOBECTBOBAHMEM, KOTOPOE 0BYCNOBAMBAET 3HaUYeHKe
B MONUTUYECKMX YCAOBUSX 1N MEPEXMBAHMSAX COUManbHOM rpynnoi» (Bottici,
Challand, 2006, p. 316). NoBecTBOBaHME MUda BO3AENCTBYET Ha CO3HAHMe Chy-
watens bnarogaps cBoen 06pa3HOCTM, KPaCOYHOCTH, @ 3HAYUT, KnHemaTorpadu-
4eCKMii MaTepuan NoAXoAWT AN 3TOTO Kak HMKaKoW Apyroi. bonee Toro, apxmns
3anagHbIX MONUTUYECKNX PUIBMOB MOXET BbITb ONpeAeneH C MoMOLLb0 Npea-
noxeHHoro B 2003 roay /laHkaHoM bennom TepMmnHa «<MudonaHopama» — «Bpe-
MEHHO 1 MPOCTPaHCTBEHHO NPOTSKEHHas ANCKypCKBHas 061acTb, B KOTOPOIA
MUBI HaLUWK MOCTOSHHO BbIAYMbIBAOTCS, NepeaatoTcs, 06CyKaatoTcs 1 BoCCTa-
HaBnwBatoTcs» (Bell, 2003, p. 63).

Mudonornsaums NOANTUHECKOro NpoLecca B KMHemaTorpade ycunmsa-
€TCs C POCTOM JOMUHMPOBAHWS BU3YyaNbHbIX CPEACTB Penpe3eHTaLuy peanb-
HocTU. 1o 1990-x NOAUTUYECKNX PUABMOB, TPAHCAMPYIOLLMX B MAcChl 3HaHKe
0 TOM, Kak paboTatoT NOAUTVKM, OblI0 HEMHOTO. Yapau HYanavH genan napogmnu
Ha AWKTaTOPOB; NOCAe BOWHbI BbIXOAUAN GUNBMbBI O TPArM4ecKmx CoObITUAX
B Amkupe («butsa 3a Amxup», La Battaglia di Algeri, 1966) 1nu BbIMbILLAEHHbIX
cTpaHax («[13eTa», Z, 1969), 06 0AepKUMbIX BNACTbIO, KOPPYMMMPOBAHHbBIX MOAN-
TuKax («Bcs koponesckas paTb», All the King’s Men, 1949).

[lo 1960-x BCe BefyLL e rocyaapcTsa, BHe 3aBUCUMOCTM OT MOIUTUYECKIX
PEXVMOB, anpobrpoBanu NponaraHANCTCKUE BO3SMOXHOCTU KMHOWCKYCCTBa
(Zimmermann, 2021; Cowan, 2023; Hagener, Zimmermann, 2024; Berkowitz, 2025).
KunemaTorpad 1930-1950-x MOBCEMECTHO BHEAPAN MALONOMMYECKME LTaMMbl
B PaMKax 3aMbIC/I0B PEXMNCCEPOB, MPOAIOCEPOB MM FOCYAAPCTBEHHbIX 3aKa3-
YMKOB.

B nepBoi nonoBriHe XX BeKa 3puTenb CMOTPEN KMHO B KMHOTeaTpax. Pac-
MPpOoCTpaHeHne JoMallHero TeneBnaeHna 1 yBenmdeHne Konm4ecTsa KaHanos
B 1960-e conpoBOXaaeTcd npoueccamu Aenaeonornsaumm n CHUXEHNEM NHTe-
peca 3puTenel N PeXnccepoB K OTKPOBEHHO MAE0NOMM3MPOBAHHbIM eHTaM
(Fairfax, 2021). MosiBNeHMe cucTeMbl OMalIHEro B1aeonpokata B 1980-e no3go-
JINNO NEPCOHANN3MPOBATL MPOLECC KMHOMPOCMOTPA, a B 1990-e HavnHaeTca
NnocTeneHHoe BblITeCHeHNe CbW'IbMOB cepvanamMu, 410 03Ha4ano HacrtynneHme
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HOBOW 3pbl B NOTpebaeHuM KnHonpoayKumnn. Knaccuyeckoe TeneBunaeHve
B XX| BEKe yxoaMT Ha BTOPOM NnaH, ycTynas Mecto CTPUMUHIOBbLIM CEPBUCAM.
Taknm 06pa3om, B Nepros nocne OKOHYaHMs XONOAHOW BOWHBI NONUTUYeCKoe
KVMHO YBENNYMIO OXBaT 3pMTenei NoCpeacTBOM TEXHUHECKMX U MapKETUHIOBbIX
NHHOBALNNA.

[lo KoHua XX CTONeTns Mup X1n B N0TMKe MOAEPHa, rae NoAnTUYecKas
coumanmsalms ocyLLecTBASNaCk B MePBYO o4epeb pagro v nevaTsto, a BO BTO-
pyto — NUTepaTypoi 1 TeaTpoMm. B1usyanbHsle cnocobbl nepeaayn nHbopmaLumm
(TeneBuaeHMe 1 KMHO) NPMOBPETaoT HEOCMOPUMOE NPENMYLLECTBO TOMBKO
K 1990-M. MonUTUYeCKnin KnHemaTorpad nepexmsaeT bym NONyAspHOCTH, NOSB-
NA0TCSH DUNBMbI U Cepranbl O HEMOCPEACTBEHHON PYTUHHOW paboTe nonuTu-
KOB 1 OTPOMHOE Y1CI0 XYAOKECTBEHHbIX PEIN30B O MaHNMNYASLMM 0bLLecTBeH-
HbIM MHEeHMeM 1 co3HaHneM. OBLEeCcTBO NOAYYNAO BO3MOXHOCTb HabnoaaTb
32 MVIPOM MOAWTUKM B MPSMOM 3dupe. BO3HUKAET KynbTypa peanuTu-wwoy, YyTo
CMocobCTBYET B TOM YMC/Ee U paclUMpeHUio 3anpoca Ha cepuarsl, yBneKaTenbHo
MOKa3blBAOLIMX CKy4YHYIO paboTy MOAUTUKOB B PEXKUME «OHNAWH».

PasBuUTME CUCTEMbBI MAaCCOBbIX KOMMYHMKaLWIA U BUPTYyanu3aums obule-
CTBEHHOW XN3HW NPUBENW K POCTY NOJ03PEHNIA B PEanbHOCTN MPOUCXOASALLETO
(6bITHS) BOODLLE U B peanbHOCTM MOAUTUKN B HacTHOCTU. O CUMYNSTUBHOM
npupoae NONUTNUYECKOTO NPoLIecca MHTeNNEKTYabl CTanu roBOPUTL CO BPEMEH
YaHa boapwiispa n CnaBos Xikeka. BocTpeboBaHHOCTb GUNBMOB 1 cCepranos
npo NonuTUKy 0bycnoBAMBanack 06LECTBEHHbBIM 3aNPOCOM Ha co3aaHue Muda
0 PeanbHOCTK CaMoro NONUTUYECKOro NPoLEecca 1 O LIEHHOCTX 0bnacT Noaun-
TVIKM KaK TaKOBOW.

Takum 06pa3om, MUhONOr3auns NONUTUKA — 3TO NMPOLIECC CO3AaHMs,
PacnpoCTpaHeHus ¥ UCNOoNb30BaHNs MUGBOB (B BUAE CUMBOINYECKNX HAppaTy-
BOB, 00Pa308, CIOXETOB) /15 06BACHEHWS, NerMTUMaLWN 1 YNPOLLEHMS NOAN-
TUYECKUX SBEHMIA. ITOT NPOLECC XapaKTepu3yeTcs Co3aaHneM KONMEKTUBHbIX
NpeacTaBneHuId 1 CMbICTIOBbIX CTPYKTYP (MUdonorem), 4To SBASOTCS COCTaB-
HbIMVI YaCTSIMW €AVHOTO NOANTUYECKOrO MOHOMYMA.

Mo NoNUTUYHECKMM MOHOMUMOM NMOHMMAETCS YHUBEPCabHbIN HAapPaTuB,
OTpaXaloLWWIA TUNUYHbIE CLEHAPWM MONUTUYECKOrO MPoLecca, OCHOBAHHbIE
Ha apxeTUMMYECKNX CIOXKETax 1 CYMBOSax, KOTOPble BOCMPOU3BOAATCS B MaCcCo-
BOW Ky/nbType, MeAmra v 0bLecTBEHHOM CO3HaHMK, CO3/AaBast 1erko BOCNPUHU-
MaeMmblii 06pas MoANTUKN. Ba30BbIM CTPYKTYPHbLIM 3/1EMEHTOM MOAUTUYECKOTO
MOHOMMda sBAsieTCH MUdonoremMa — YCTONYMBO MNOBTOPSIOLLMIACS, YHBEPCab-
HbI MOTUB UK 06pa3.
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MOHOMW® AMEPUKAHCKOIO NMOJINTUYECKOTO NMPOLECCA

AMEPUKAHCKUIA MOAUTUYECKUI MOHOMUMD packnablBaeTCs Ha CTPYKTYp-
Hble YacTW/3NeMeHTbl, KOTOpble ONPeaenstoT AN3aiiH CIOKETOB, MepPCOHaXeN,
06pa3oB, MCMNONb3yeMbIX B MONUTUYECKOM KiHeMaTorpade. TaknuM obpasom,
cnefyeT BOCMPUHUMATbL BCHO COBOKYMHOCTb NOANTUYECKMX (DUNBMOB KaK OfnH
MeraHappaTvB MW BM3YanbHbIV TMNEPTEKCT, KOTOPbINA HEOBXOAVMO BOCMPUHYI-
MaTb ¥ aHaN13MpoBaThb B CUCTEMHOW NapaanrMe. Ha nepBbiii B3rsL 3TO KaeTcs
COMHUTENbHbIM, Beflb KMHemMaTorpadunyeckoe NponsBeneHve npo noanTrKy
MOXET ObIThb BbIMYLWEHO B XaHpe Kak Apambl, TaK 1 KOMeamM, NoCBsLLIEHO KaK
NOANTUKAM-HErofssaM, Tak 1 goctonoyteHHbiM OTuam OTeyecTBa, CHATO B pea-
NINCTNYECKOM MaHepe NMbo OTKPOBEHHO TeaTpansHoW. OAHaKO BCE e, HeCMO-
TPSi Ha NecTPOTY XaHPOB, CIKETOB W CTUNEN, BO BCEX NONUTUYECKIX DUbMaXx
NPUCYTCTBYIOT HE3pUMble MU ONOremsl, NOAAEPXKMBatoLLMe BONbLIOK amMmepu-
KaHCKMI MOHOMMD.

HauHeM CTPYKTYPHbIM aHan3 aMepuKaHCKoro NoAUTUYECKOro MOHOMKMA
CYAVIBAEHUS. HeM MOXHO 0ObSCHUTb HaNMYMe BHYLWINTENBLHOO NaHTeoHa Tllec-
NaBHbIX, KOPLICTHbIX, 3T10HAMEPEHHbIX, 3TOUCTUYHbBIX aHTUTEPOEB, KOTOPbIE MONY-
4akT (MNW HaMepeBatoTCs NMONYYKTh) BNACTb B CTpaHe? He B6pocatoT v noaob-
Hble CIOXETbI TEHb Ha AeMOKpaTUYecKnii pexnm B CLUA, pacliaTbias TeM cambiM
caKpasbHble OCHOBbI MOINTUYECKOrO NopsiKa?

YcnewHas kapbepa ®paHka AHaepByaa (B vcnonHeHun KesrHa Cneiicu)
B «KapTouyHom flomuke» (House of Cards, Netflix, 2013-2018), kaxeTcs, nuwaet
AEMOKPATUIO COBCTBEHHOW CYTU, ANCKPEANTUPYS MOANTUYECKII Knacc. YneHsbl
aMepUKaHCKOW NapaaMeHTCKON CUCTEeMbl (KOHIPECCMEHbI 1 CeHaTopbl) Haxo-
ASTCS Nof KOHTposieM N066KCTOB, a MHTEpEeCH n3bupaTenein NPUHOCATCS
B XKEPTBY Ha anTapb NpubbINeit NPOMbILIEHHUKOB-O1M3HEeCMEHOB. He KoHbuC-
KOBan NV AHAEPBYA M BAWMHITOHCKUI NCTEBANWMEHT, CUMBONIOM KOTOPOTO OH
ssnsetcs, nemokpatuio? (Pigoullié, 2014). Cepuan «Buue-npesvaeHT» (Veep, HBO,
2012-2019) TakKe NOKa3bIBAET MUP HECHACTHbIX, MepeHachiLeHHbIX MHhOopPMa-
Lvel NOANTUKOB 1 BIOPOKPATOB, MPOSBASIOLIMX HEYBAXKEHWE KO BCEMY, OCO-
H6eHHO K ronocytollert nybamnke.

Ha nepBbIll B3MMsi KAXKETCS, YTO aMePUKAHCKUIN MOANTUYECKUIA KMHEMa-
Torpad penpeseHTUpyeT geMoKpaTnieckuii pexuim B CLUA B kpaiiHe oTpula-
TenbHOM cBeTe. OfHaKO CyTb MEPBON U MMaBHOW MUMONOreMbl aMEPHKaHCKOTO
MOHOMM (D2 3aKMN04aETCs B CBATOCTY COBCTBEHHO npoLieayp (Hanpvmep, Bbibo-
POB) W MHCTUTYTOB (B YaCTHOCTW, NapiamMeHTapramMa 1 GakTniecko aByxnap-
TUINHOW CUCTEMBI), KOTOPble 0BECnevnBatoT Hafnexallee TeYeHrne noanTmye-
cKoro npouecca. Tak, B 154 ann3opax cepuana «3anafgHoe Kpbino» (The West
Wing, NBC, 1999-2006) npvcyTCTBYeT 3HaYUTENbHOE KOMYECTBO NPrMEepoB
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ABYXMNAPTMAHOIO KOMMPOMMCCa KaK HeM30eXHON HeObX0AMMOCTI OTKa3a OT Npo-
rpammbl/nnatdopMbl B LIeNOM A JOCTVIKEHNS ee 4acTu.

ineonormnyeckuii nocein «KapTouHoro qomuka» (House of Cards, Netflix,
2013-2018), pucytoLLero ¢ BaBUAOHCKMM aKLIEHTOM NOPTPET BaWMHITOHA, MCTOY-
HVIKa BCeX 3011, MOAPbIBAOLIMX AMEPMKY, MOXET ObITb MPOYMTaH 1 KaK HEOKMAAH-
Has KynbTypHas nerntumaums deaepanmcrckoro ycrpoinctsa CLUA. Tak noaaep-
X1BaeTcs Mudonorema o NPaBUAbLHOCTY (KaK yBepeHbl aMepyriKaHLbl) LIMPOKOW
aBTOHOMMY OTAENbHbIX WTAaTOB OT efepanbHOro LeHTpa B Ka4eCTBE OCHOBHOMO
3an0ra cnpaBefIMBOro NONUTUYECKOro NOPALKA.

BnacTtb n3HavYanbHO NpeacTaBieHa Kak mopoYHas 1 B tOMOPUCTUYECKOM
aHUMaumMoHHoM cepuane «CuMncoHbl» (The Simpsons, 20th Television, 1989 —
HacT. BP.). OHaKO ONUTapXUYeCcKUiA 1 KOPPYMMIUPOBAHHbIN PEXMMbI, HE MOCsTa-
folve Ha CBOBOMY M HE3aBUCMMOCTb FpaXaaH, NoKa3blBatOTCs B MyfsTCEpUane
Kak bonee npuemnembie No CPaBHEHWIO C TvpaHudyecknm (Maenos, CUOA0PKIH,
2007). HacTosiast nonuTuka 1 NoAAnHHas AeMOKPATUS BbIPAaXEHbl B MECTHOM
camoynpasneHun, a xutenn CnpuHrbunaa MCnbiTbiBatOT HElOBEPUE K LIeHTpab-
HOW BNacTU, DIOPOKPaTUN U NapTUSM.

F.V. MycuxmH oTmedvaeT, 4To MU O HapOAOBAACTUM OCTAETCS OAHUM
13 CaMbIX YCTONYMBLIX B COBPEMEHHOM NonnuTuKe. OH NOAAEPKMBAETCS pUTya-
NIOM FONOCOBaHMS, KOTOPbIV CO3AAET Y NIOAEN UAMO3MIO YHaCTWS B YN paBieHn
1 POPMUPYET MaCCOBOE OLyLieHNEe YAOBNETBOPEHHOCTH TEKYLLE NOANTUYe-
CKOW CUCTEMOW U, KaK MUHUMYM, HAEeX Ay Ha TO, 4TO HapOd MOXET NOBAUSITh
Ha NpUHsATYE pelleHnii. OaHako 3TOT 3dEKT ckopee KOMMNEHCATOPHbIN: 60/b-
WIHCTBO M30upaTenei NoHWMatoT, 4TO NOMUTKKA 3a4acTylo accoLnmnpyeTcs
C HeraTMBOM VW FPSI3HbIMU METOAAMM, O YEeM CBUAETENbCTBYIOT MHOTOYUCIEHHbIE
npumepbl 13 CMU 1 ViHTepHeTa. HecMoTpa Ha 3TO, NH0AW NPOAOMKAIOT rON10C0o-
BaTb, OYATO Bbl NONNTUKA AENCTBUTENBHO NPEeACTaBASeT UX MHTEPECh (MyCHXMH,
2015). Takum 06pa3om, Mrd 0 HapOAOBNACTUN AENCTBYET Kak CBOEOHPa3HbIi
COLManbHbIN MexaHW3M, MO3BONAIOWMIA FPaXAaHaM COXPaHATb UANKO3NI0 Npu-
4aCTHOCTM 1 BO3MOXHOCTU BAUSHNS Ha MOAUTUKY, AaXKe KOTAa OHM KpUTUYECKN
OLIEHMBAIOT NONNTUHECKYIO PEeanbHOCTb.

MHoro4vcneHHsle 06pasbl 4UCHYHKLMOHANBHOW MalVHbl COBPEMEHHOIO
aMepUMKaHCKOro NMpaBvTeNbCTBa KOMMEHCHPYIOTCS B KHemaTorpade nossne-
HVIEM MONOXWTENbHbIX MEPCOHAXEN, KOTOpble B (DMbMax v cepuanax 1emMoH-
CTPVPYIOT YNPaBAeHYeCKylo KOMMNETEHTHOCTb, HECMOTPS Ha (byHAaMeHTanbHO
HEeCOBEPLLEHHYIO CUCTEMY.

MoNOXKNTENbHbIM NEPCOHAXEM BbICTYNaeT 0ObIYHO He MaBa rocyfapcTsa

WA NUAEP NapTUM, @ MEHEMKEPbI CPEAHEro 3BeHa, Ybs 3afa4a COCTOUT B TOM,
4TOObI MOAAEPKMBATb 1EMOKPATUYECKIMI MPOLLECC, HE BNUSS Ha €70 MMMepaTyBbI.
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B «Mapkax 1 30Hax oTabixa» (Parks and Recreation, NBC, 2009-2015) v «Anb-
a-nome» (Alpha House, Amazon Prime Video, 2013-2014) npencTasneHbl npw-
Mepbl KOHCTPYKTUBHOIO MOAUTUYECKOro Ananora npu cobaofeHnn KOHCTUTY-
LMOHHbIX 1EMOKPATUYECKMX MPUHLMMOB.

Bropas BaxHenwas M1 onoreMa aMmeprikaHCKoro eMOKpaTUyYecKoro Mmda
3aK/MI04AETCS B anonoreTrke paboTbl dKyPHANMCTOB, CEKPETHbIX areHTOB, rocyaap-
CTBEHHbIX YUHOBHUKOB UM PA0BbIX MPaXAaH, KOTOPble repoMYecKky PacKpbiBatoT
TeMHble CeKpeTbl rocyaapcTaa. TMMOTU Mennu 3aaeTcs BONpOCOM, Koraa nory-
NSIPHBIM TPEHIOM MaCCOBOW Ky/BTYPbl CTAHOBSITCS CIOXETbI O PACNPOCTPaHeHUY
aMEPUKAHCKIX rOCYAAPCTBEHHbIX CEKPETOB, Ka3anoch Obl, NOAPbLIBAOWINX aBTOPH-
TeT 1 AOBEpHE K aMepuKaHCKoM NonuTnyeckor k cucteme (Melley, 2020)?

Ponb CMW B KOHTpoOne Bnactu 6bina nprsHaHa 8 CLUA B 1970-e nocne
WOKMpYloWmMx pa3obnaderHuii nporpamm LIPY, opurmansHoi mxu o BoiHe
BO BbeTHaMe v YoTepreiTckoro gena. MOHOMUG ameprKaHCKOro NOANTUYECKOTO
npouecca sipKo NPosiBASETCS B ctoxeTax hunbmoB 2010-x, rae repoun CTankmea-
l0TCS C yrpo3amy rocyaapCTBEHHOW Koppynumy, NogasneHns ceoboabl cloBa
1 TalHbIMK onepaumsamm cnelcnyxb. ObuMm MecToM B NONyASPHOM KUHEMATO-
rpade CTaHOBUTCS PUTOPUKA, ONpeaenstolias packpbiTvie oduLManbHbix cekpe-
TOB He Kak M3MeHY, HO 6eCKOpLICTHOE CAyKeHKe CTpaHe.

O TpyaoBbIX OYAHAX COTPYAHMKOB BbIMbILWIEHHOTO HOBOCTHOTO TefeKa-
Hana ACN (Atlantis Cable News) pacckasbisaetcs B cepuane «Cnyx<ba HoBocTel»
(The Newsroom, HBO, 2012-2014). ®unbmbl «[19Tas BnacTb» b. KoHgoHa (The Fifth
Estate, 2013) v «Mbl kpagem cekpeTsl: Victopus WikiLeaks» A. TnbHw (We Steal
Secrets: The Story of Wikileaks, 2013) nocssieHsl [hxynnany Accakxy 1 pabote
canta WikiLeaks. Mpo TaiHyto nopaepxky LIPY kpynHomacwTabHbix npopax
KOKaviHa Ans GUHAHCMPOBaHWS HUKaparyaHCKUX KOHTpac NMOBeCTBYeT MuibM
«Y6uTb roHua» M. Kyacta (Kill the Messenger, 2014).

B 2014 rogy Ha 3kpaHbl BeixoauT dunbm «Citizenfour: Mpasga CHoypeHa»
N.MownTpaca (Citizenfour, 2014), a 8 2016 — «CHoyaeH» O. CToyHa (Snowden, 2016).
B dunbme M. laHgecMaHa «YoTeprenT. Kpywerue benoro foma» (Mark Felt: The
Man Who Brought Down the White House, 2017) paccka3biBaeTcsi 06 areHTe OBP
Mapke ®enTe, CTaBLIErO aHOHUMHbBIM UCTOYHMKOM MO NPOo3BuLLY «[NyboKas
MOTKa» B PacciefoBaHmm, KOTOPOe NPUBENO K OTCTaBKe npesunaeHTa Pryapaa
HukcoHa. «CekpeTHoe gocbke» (The Post, 2017) C. Cnunbepra 0OCHOBaHO Ha peasb-
HOM ncTopuK nybnukaumu xypHanmuctamm Washington Post cekpeTHbIX JOKy-
MEHTOB lNeHTaroHa 06 y4acTuv npaeuTenscTea CoeanHeHHbix LLTaTos Bo BheT-
HaMCKOM BOIHe.

«OnacHoe paccnefoBaHune» Poba PaitHepa (Shock and Awe, 2017) paccka-
3bIBAET O rPyMne XypHaNMCTOB BaWMHITOHCKoro 6topo Knight Ridder, koTopble
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paccnenyroT NPUYKHbLI BTOPXKEHNA agMUHMCTpaumm bywa B Mpak B 2003 roay.
dunbm «OnacHble cekpeTbl» [3BUHa Xyaa (Official Secrets, 2019) nocesileH pa3o-
H6naveHnto He3aKOHHOM LMMOHCKOW onepaunn aMepUKaHCKIX U BpUTaHCKNX
cneucny)6, cobrpaBlWIMXCS WaHTaXMPoBaTs AvnnomaToB OpraHnsaunu O6b-
eAVHEHHbIX Hauwmi nepen ronocoBaHueM No pe3ontoumm, CaHKUMOHUPYOLLeit
BTOPXKEHWM B MipaK B 2003 rogy.

B «OT4eTe 0 nbiTkax» CkoTTa 3. bepHca (The Report, 2019) pacckasbliBa-
eTCcs 0 AecAaTUNeTHeln NOAUTUYECKON MHTPUTe, CBSI3aHHOMN C colepyKaHmneM,
co3paHmnem v nybnamnkaumen 6700-cTpaHMyHoOro otyeTa CeHaTCKOro KoMuTeTa
no pasBefKe O MbITKax, NPUMEHABLWNXCA B Xofe paccnepoBaHuns LPY TepaxTa
9 ceHTA6ps 2001 roga. CTpyKTypa 3TWX UCTOPWUIA MO3BONSET NPeACTaBUTb AEMO-
KpaTUYeCcKylo CMCTeMY KaK CaMOMCMNPaBASIOWNIACS MeXaHN3M, rae nnyHas
[06NecTb aMepPUKAHCKMX FpaxaaH U NPYBEPXXEeHHOCTb NpaBae BedyT K 03/0-
POBMIEHNIO CUCTEMBbI.

AMEPUKAHCKUIA NOANTUYECKNI KNHEeMaTorpad, HECMOTPS Ha BHELHIOH
Pa3HOPOHOCTb XaHPOB, CIOXKETOB U CTUNEN, NpeACTaBNseT cobol cncTem-
HbIA MEraHappaTuB, OTpaxatoLnii KitoyeBble MUMOIOreMbl AEMOKPaTUYECKOro
MOHOMM A,

MepBas MubonoreMa 3akntoyaeTcs, Kak 0T4acT OTMeYanoch BhIlLE, B CBS-
TOCTN AEMOKPATUYECKMX MHCTUTYTOB U NpoLeayp, KOTopble, HECMOTPS Ha Kop-
PYNUMIo, NOAAEePKMBaOT 6a30BbIe YCTOM NONUTHUYECKOTO Nopsaxa. C ogHoBpe-
MEHHOW penpe3eHTaumnen B knHemaTorpade NopoYHbIX 1 HEKOMMNETEHTHbIX
NMAEPOB NOAYEPKMBAETCS BAXKHOCTb CUCTEMbI CAEPKEK 1 MPOTUBOBECOB, a Takoke
aBTOHOMMM LUITATOB KaK OCHOBbI YCTONYMBOTO MOANTUYECKOrO YCTPOMCTBA.

BTopas mudonorema cBs3aHa C anonoreTnkon reponusMa OTAeNbHbIX
rpaxpaaH, XKypHanucToB, YUHOBHMKOB 1 areHTOB, YbW Ae/CTBMS HamnpaBieHsl
Ha BbISIBNIEHVE VI MPEOAONEHE MOPOKOB rOCYAaPCTBEHHON cucTeMmbl. [onynsp-
Hble hunbMbl 2010-x HOpPMUPYIOT NpeacTaBneHne o0 TOM, 4To cBoboaa cioBa
U MHCTUTYT pa3obnavenys rocyiapCTBeHHOM KOPPYNUMmM SBASIOTCS HEOTbeM-
NIeMOVI HacTblo aMepUKaHCKON MOAMTUYECKOW KynbTypbl. Tak CO3AaeTcs BU3Yy-
anbHbIN MMNEpPTeKCT, YKPENSIoLWMIA Bepy B CaMOPeryasumio 4eMOKPaTmM Kak
OCHOBbI aMEPUKAHCKOW NAEHTUYHOCTU.
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3AKNHOYEHUE

KviHemaTorpad, co3fasas HepacuieHeHHble YyBCTBEHHO-PacCyoyHble
KOHCTPYKTbl BOOOPaXKeHus, npeanaraet obuecTBeHHOMY CO3HaHMo Mudono-
rembl 4151 ONUCaHWs NOAUTUYECKUX B3aVIMOAENCTBUIA 11 YNOPsSA0UMBaHS 3aKPbl-
TOV U HEMNOHATHOW AeATeNbHOCTY NOAUTUYECKUX MHCTUTYTOB. [TOBTOpeHue
KnHemaTorpabuyeckux cUTyaumii B MOAMTUYECKON NPaKTUKe, OT Y)Ke BNOAHe
06bIAEHHOTO YHacTLs B FON0COBaHUM A0 6onee akTUBHOW NYyBANYHOW 3aluThl
KOHCTUTYUMOHHBIX MPaB B MUKETax 1 MUTVHIaX, MPUBOAUT K OXKMUBaHWI0 MUda.
TakuMm obpasom, onpeaeneHne KnHematorpada Kak GopmMbl MUONOrM3aLmnn
nonnTUYecKor cdepsbl oTcoinaeT K hyHKUUKU M1da yAOBNETBOPATL Yenoseye-
CKYI0 NOTPEBHOCTb B 06BACHEHWI Nponcxoasiero. NoHnMaHue Mmudonoru-
3aUMK KaK MeTadopMYeCcKU-KPacoYHOro 1 CUMBOIMYECKOrO ONMUCaHNs ael-
CTBUTENbHOCTU Tatoke NO3BONSET ONpefeniTb KUHeMaTorpad KaKk NCTOYHMK
co3paHus MndopeansHoCTH. YenewHoe KuHemaTtorpadyeckoe noBecTBOBaHme
CTPOMUTCS MO CIOKETHBIM CXeMaM apxanyHbix MUMUYECKKX UCTOPWIA.

AMEPUKAHCKMIA NOAUTUYECKMIA MOHOMUE, peNpPe3eHTUPOBaHHbIN B KUHe-
MaTorpade, NnpeAcTaBnseT cobOW CNOXKHYIO CMCTEMY MUMONOreM, KOTOpas
noffepK1MBaeT NpuHUmMnel ycTpoiicTa CLUA. Mepsas 1 rmasHas mudonorema
3aKN04aeTCs B cakpanmMsaumm Takmx MHCTUTYTOB W NpoLeayp, Kak Bblbopsl,
napnameHTapv3mM 1 AByXnapTuiiHas cucrtema, xots KnHematorpad CLUA vacTo
1 M306paxaeT BNaCTb Kak KOPPYMMIUPOBAHHYIO 1 3rOUCTUYHYIO. OfjHAKO 3TOT
HappaTu1B BbINOAHAET KOMMEHCAaTOPHYIO (DYHKLMIO: KpUTINKa efepanbHOi Bna-
CTW — COCTaBHas 4acTb MU ONOreMbl O CNpaBefIVBOCTY MexaHM3MOB defe-
panv3mMa, NPeaoCTaBASOWMX WTaTam WYPOKYIO aBTOHOMMIO. [10N0XKUTeNbHbIe
NEePCOHAKM aMePUKaHCKOro NOANTUYECKOrO MOHOMMUMA Yallle BCero NpefcTas-
NEeHbl He B PONN NTMAEPOB roCyiapcTBa, a B BVAE MEHEMXKEPOB CPEAHErO 3BEHa,
rOCYAapCTBEHHbIX YUHOBHMKOB UM aKTVBKCTOB, KOTOPbIE CBOMM Npodeccuo-
HanM3MOM KOMMEHCUPYIOT HECOBEPLUEHCTBO CUCTEMBI.

BTOpO# KNtoYEBOW 3NEMEHT aMepUKaHCKOro MOHoMUba — Mudonorema
repon3ma XypHanucToB v pa3obnaduntenei, KOTopble pa3obiadaloT KoppymnLmMio
1 TEMHbIE CTOPOHbI BAACTW. ITOT HAappaT1B NOAYEPKMBAET, YTO AEMOKPATHS
BK/OYAET MEXaHW3Mbl CAMOKOPPEKLMK U KOHTPOAS. Mudonorema o HapoaoB-
NacTV PENPE3eHTUPYETCS KUHEMATOrPadUIECKNMI CHOXKETaMM O FON0COBaHN
KaK Ba)KHOM CMMBO/IMYECKOM aKTe, YTO CO3AaeT WAMO3UI0 BAUSHNS FpaXaaH
Ha NOMUTUYECKMIA NpOLECC.

HecMOTps Ha XaHPOBOE 1 CTUINCTNYECKOe pa3Hoobpasme (gpama, Kome-
Aus, peanam) NOAUTUYECKUI KnHemaTorpad hopMypyeT eanHbiin MeraHap-
pPaTUB UK BM3YyanbHbIV runepTekcT. KuHonpowv3seaeHvs obbeanHaeT noa-
AepxKa 6a3oBbix MUbONOreM AeMOKPaTUK, KpUTKKA LeHTPanbHOW BacTy,
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yKpennsiolas degepanvam 1 rpaxaaHcKkre CBoOO/bI, a Takke NpeanaratoLas
06U|eCTBEHHOMY CO3HAHMIO TepaneBTUYecKne UaMto3num KOMNeHCaToOPHOro
xapaktepa, Noafepxueatolvie Bepy B GyHKUMOHUPOBAHWE aMepUKaHCKON
MEYTbl O HaPOAOBNACTUN.

FONNNBY[ EXKErOAHO BbIMYCKAET He OAMH AecsTOK GUAbMOB 1 CEpUanos,
rA€ TaK MW MHaye 3aTparvBaeTcs NONUTUYECKas TeMaTrKa, HO BO BCeX 11 BOC-
NPOW3BOANTCS NpefnaraeMblii K 06CyXaAeHMI0 NoNuTnYecKnii MoHomud? Oco-
H6EHHOCTH aHaNVTVYeCcKoro NoTeHUMana Kateropum Mnuda, COBpEMeHHOro Kn
apxau4Horo, NOAUTUYECKOTrO AN PeNVTUO3HOTO, TaKOBBI, YTO, 3HAS OCHOBHOW
€ro HappaTuB 1 KIHYEBBIX aKTOPOB, MOXHO HANTKN €ro NPOsiBAEHNs DaKTUYeCKy
BO BCEW TEMATUYECKOM KMHOMPOAyKUMK. [laxe ecnv B hrnbMe BOCMPOM3BOAMTCS
NV OfiHa U3 CIOKETHBIX TMHUIA MOHOMUMA, OCTaNbHblE B MACCOBOM CO3HaHUY
AOCTPanNBatoTCs UHEPLMOHHO.
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The hero's Journey in Barbie:
Whose arc is the core?”

Abstract. The distinct dramaturgy of Barbie uniquely blends two charac-
ter arcs—Barbie’s arch, serving a decorative and diverting role for viewers,
and Ken’s arch, functioning as the structural backbone that upholds the
cohesive entirety of the film’s narrative. While Barbie’s journey outwardly
displays all the elements of a classic hero’s journey, signaling her internal
exploration and identity formation, her core self does not alter; through-
out the film, she remains defined by the projections of others. In contrast,
her supporting character, Ken, traverses the essential stages of his journey,
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including a mistaken epiphany and a flawed plan. Separating from his prior
dependence on and merging with his love interest, Ken ultimately recog-
nizes himself as an individual entity. Barbie undergoes a physical transfor-
mation into a human form but remains internally a doll, while Ken, having
surmounted trials, experiences a psychological rebirth, opening the path
toward becoming a person.

Keywords: character arc, hero’s journey, mistaken epiphany, flawed plan,
individuation-separation, identity
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CTpyKTypa nyTu repod B puibme
«bapbu»: Uba apka ABNAeTCS
Hecyulein?

AHHoTauus. OcobeHHoCTU ApamaTypriin hunbma «bapbu» NposiBnsoTCS
B COYeTaHMM ABYX apOK NEePCOHAKEN — OAHa, apka bapbu, BbINONHSET feko-
PaTMBHYI0, OTB/EKAIOLLYHO BHUMaHWe 3puTens dyHKUMIO, apyrasl, apka KeHa,
WrpaeT posb HeCyLLer KOHCTPYKLMW, MOAAEPKMBAIOLLEN CBS3HOE Lienoe Beell
ApXUTEKTYPbl KMHOMOBECTBOBAHMS. BHELHE BCe 3NeMEHTbI MYTY repoviHy,
yKa3blBatoliMe Ha ee BHYTPEHHee NyTeLlecTBIE U, KaK CreacTame, hopmu-
poBaHMe NAEHTVYHOCTH, MPUCYTCTBYIOT, OfHAKO ee «§1» He nepecTpaviBa-
eTCs, Ha NPoTshkeHUM hrnbMa bapbu ocTaeTcst NPOAYKTOM HyKIX MPOEKLA,
TOrAa Kak NepcoHa BTOPOro nnaxa, KeH, npoxoas Heobxognmble 3Tansl
NyTH, BKAKOYas «OWMBOYHOE MPO3PEHME» N «<HEBEPHbIN NaH AeNCTBUN»,
[OCTUraeT cenapavmm, 0Co3HaHns cebsi Kak OTAeNbHOro, CAaMOCTOSTENBHOTO
CyObeKTa, NpeoaoneBLIero COCTOSHME 3aBUCUMOCTY U CAIVISIHUS C OObEKTOM
nobsK. bapbw npespallaeTcs B Yenosexa hrusmnyeckun, Ho BHyTPeHHe ocTa-
eTCsl KYK/O0M, B TO Bpems Kak KeH, Npoias MCNbITaHWs, MPOXUBAET NCUXM-
HecKoe pOXKAEHVE 1 Nepef HM OTKPbIBAETCS NepCreKTVIBA CTAHOBEHNS.

KntoueBble C/I0Ba: apka NepcoHaxa, NyTb repos, oWnboYHoe Npo3peHue,
HEBEpPHbIV NAaH AeNCTBUI, MHAMBUAYaLUS-CENapaLmns, MAEHTUYHOCTb

INTRODUCTION

Greta Gerwig’s Barbie (2023), directed from a screenplay by Gerwig and
Noah Baumbach, evokes mixed reactions. It has captivated audiences, emerging
as the highest-grossing film of 2023, surpassing a billion dollars in global revenue,
and is hailed as a significant cultural phenomenon. At the same time, some view
it as an elaborate advertisement effectively boosting toy sales and propelling the
Mattel corporation’s industry. Yet, it demands a deeper analysis of its thematic
richness and narrative substance of screen images. This is obviously not an adver-
tisement, but a complete artistic expression, adhering to cinematic storytelling
principles on the one hand and embedding pronounced contradictions that shape
its varied interpretations on the other.
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Critics interpret the film through either a clear feminist (Houghton et al,,
2024; de Castell & Jenson, 2024; la Porte & Cavusoglu, 2023; Yakali, 2024; Pratiwi &
Angela, 2024; Shepherd, 2024) or anti-feminist (Lubis, Eryani, & Solin, 2024; Myisha
et al., 2023; Temel, 2024; White, 2024; Gibson et al., 2023; Gibson, 2024; Johans-
son, 2024; Terry, 2024; Neis, 2024) lens. Indeed, Barbie navigates and debates on
diverse forms of gender inequality, drawing both acclaim for this, as well as cri-
tique for its handling of gender biases, inadequate attention given to Ken, and
the deconstruction of traditional masculine ideals (Yakali, 2024). While Barbie’s
journey towards self-realization is prominent, Ken remains just Ken (Terry, 2024),
his personal growth trajectory seemingly subdued.

What generates this dichotomy in interpreting the film’s thematic messages?
Why does it resonate as feminist to some and anti-feminist to others? Has Ken’s
character arc truly been underserved, seemingly untouched by the challenges he
faces and the revelations he encounters along his path?

While the plurality of interpretations inherent in artistic works precludes
a singular definitive meaning, the conventions of mainstream cinema intertwine
syntax and semantics, ways of expressing character development, and narrative
essence. This article aims to uncover, through a syntactical lens, the substantive
facets of the filmic narrative, elucidating the unique trajectories of its characters
and unraveling the cognitive dissonances that shape viewers’ perceptions of its
meaning.

MYTHICAL STRUCTURE—THE LOGIC OF FILM DRAMATURGY

The uncertainty of the message, the ambiguity in perception, and the multi-
tude of interpretations are typically hallmarks of auteur cinema and art in general.
However, Barbie is a conventional product of popular culture, a fairy tale tailored
for mass audiences and their expectations, albeit carrying underlying meanings.
Therefore, the method of analysis and the language of description should align
with the cinematic dramaturgy principles, considering the structure of magical
fairy tales and myths.

In contemporary cinema, especially in films aimed at commercial success,
the narrative structure often adheres to the principles of cinematic storytelling.
This approach has been elucidated by esteemed screenwriting theorists such as
Alexander Mitta (2008), Christopher Vogler (2017), Robert McKee (2008), John Truby
(2016), Syd Field (2016), Katie Marie Weiland (2020), and others. These guidelines
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derive from classical dramaturgy and draw significantly from the seminal works
of Vladimir Propp and Joseph Campbell. The latter identified the monomyth as
a universal structure, common to all cultures, reflecting the framework of initiation
rites. At its core lies the hero’s journey, involving the attainment of identity through
three transitional phases: separation, initiation, and return. Fundamentally, the
monomyth embodies the identity forged through the trials encountered on the
path of spiritual growth: “The standard path of the mythological adventure of the
hero is a magnification of the formula represented in the rites of passage: separa-
tion—initiation—return: which might be named the nuclear unit of the monomyth”
(Campbell, 1997, p. 37). Propp, in his analysis of magical fairy tales, also rooted in
initiation rites, unveils a similar narrative structure characterized by transitional
states—departure, entry into an alternate realm, temporary death, and a resur-
gence in a renewed guise (Propp, 1996).

The semantic components of a tale’s narrative framework, Propp’s functions,
and Campbell’s monomyth have become crucial touchstones for scriptwriters.
Vogler, building upon Campbell’s insights, crafted a manual on the art of screen-
writing, which later evolved into a comprehensive book (Vogler, 2017). Subse-
quently, numerous screenwriting theorists have delved into the narrative aspect
of the hero’s journey, emphasizing the importance of plot allure for viewers, the
construction of a storyline that captivates, and the psychological authenticity of
the narrative (Vogler, 2017).

The concept of consistent patterns in script development gained popular-
ity and underpinned the research endeavors of many scholars. Despite the varied
number of elements identified and the specific nuances of their content, these
scholars invariably drew upon the concept of an inherent link between cinematic
narrative, the structure of fairy tales, and the essence of myths, all portraying the
hero’s odyssey as an arched narrative construct, the character arc. Despite sig-
nificant differences, additions, and necessary modifications, the hero’s journey
architecture retained its closeness to mythic and fairy tale structures. Campbell
conceptualized the hero’s voyage as an allegory of human metamorphosis, involv-
ing a departure from the past, initiation, and eventual return.

Propp and Campbell delineated the structures of fairy tales and myths,
rooted in rituals, particularly the initiation rite, ensuring a smooth transition to
a higher social standing and the acquisition of a new identity. This ritual served
as a test of one’s ability to tackle intricate challenges, endowing the novice with
essential knowledge and introducing them to sacred mysteries. Initiation was
closely intertwined with the theme of mortality, as sacred insights could only
be obtained in the realm beyond, in the afterlife. The transition to this ethereal
realm symbolized the death of the previous self, the prior identity; upon return,
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the individual emerged as a transformed being, a respected member of society,
having earned their place in a privileged group after enduring trials and internal-
izing sacred truths about existence.

The hero’s journey structure can vary in the number of stages—three, five,
twelve, twenty-two—yet each version involves the hero’s departure from the ordi-
nary realm towards the path outlined by Plan A, a pivotal moment where the hero
must grasp or miss a realization, a shift in plans, a confrontation with the adversary
or the main trial, triumph (if the story implies a happy end), and a return to the
initial point in a renewed role.

While the principles of narrative development expounded by Propp and
Campbell, on one hand, and screenwriting theorists (Vogler, 2017; Truby, 2016;
McKee, 2008), on the other, exhibit similarities, they approach the structures of
fairy tales, myths, and screenplays from differing perspectives. Propp views the
fairy tale as a folkloric element preserving the initiation image’s structure (“the
initiation cycle is the ancient core of the wonder tale” (Propp, 1996, p. 353)) and
its semantics, illustrating how the hero, after enduring trials in a magical forest,
assumes a new identity and status (Ilvan the Fool becomes Ivan the Tsarevich; the
unkempt Masha evolves into a beauty with a chest of riches). The sequence of
narrative elements (or functions, in Propp’s terminology) holds lesser significance
here; the crucial aspect lies in the hero’s metamorphosis at the finale through righ-
teous actions. In essence, the compositional elements of fairy tales have proven
to be compelling material for script construction, while understanding the orga-
nization of cinematic storytelling has unveiled additional avenues for scholars
exploring narrative in film (Bordwell, 1985).

Vogler, Truby, McKee, and other screenwriting theorists discuss the pro-
cess of adapting myths and tales into films, placing emphasis on the sequence
of events. These events should not only elucidate the hero’s transformations but
also captivate the audience’s attention. While the hero’s evolution resulting from
trials is an integral part of the journey’s structure, what truly matters is the emo-
tional engagement of the viewer, theirimmersion in and reaction to the depicted
experiences.

In ritual and the subsequent myth, the initiate undergoes a transformation,
acquiring sacred knowledge from external sources, higher powers, and mentors.
Yet, in a cinematic narrative, even one realistically depicting events, such a meta-
morphosis may lack persuasion. Even if, like in The Matrix or Limitless, the hero
instantly acquires a magical remedy granting superhuman abilities, trials must still
ensue. These changes demand psychological underpinning. As per psychological
tenets, mere exposure to new information, without deeper engagement, cannot
fundamentally alter a person (Heigl-Evers et al., 2001). Genuine transformations
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occur only when prior self-images, views of the world, values, and aspirations
prove inadequate post-crisis, amidst encounters with a more demanding new
reality.

Erik Erikson’s model posits eight stages of personal development within the
life cycle. Advancement to each succeeding phase hinges on effectively assimilat-
ing new constructs, facilitating adaptation to evolving social landscapes. However,
this formation is contingent upon navigating the normative crisis, arising as indi-
viduals, maturing physiologically, grapple with unpreparedness for the evolving
demands of each developmental phase crucial to identity shaping (Erikson, 1996).

Thus, the hero, drawing on past perceptions (self-image, worldviews, values,
goals, and desires), must endure setbacks, reaching impasses to enable the assim-
ilation of fresh insights (such as fantastical artifacts) and to render the hero’s evo-
lution coherent and reasoned. This journey necessitates a confrontation with
internal demons culminating in the completion of the hero’s developmental arc
(Weiland, 2020, p. 56).

Despite the parallels between cinematic and mythic structures, they rest on
slightly divergent foundations.

A cinematic narrative is a commercial venture, designed to captivate audi-
ences. Therefore, it must be crafted to sustain viewer engagement, ensuring that
character transformations are psychologically grounded.

The emotional engagement of viewers is governed by the syntax of the nar-
rative (how the story is conveyed), while semantics (the content and substance of
the narrative) determine the comprehension of the events. It is the orchestration
of perception, the elements brought into focus, and the resulting gestalt that ulti-
mately shape the semantics of a film. At times, irrespective of creators’ intentions or
the proclaimed concept of a film, layers of syntax and semantics within a work may
not harmoniously complement each other but instead interact as conflicting struc-
tures. Viewing myth as a verbal construct, a linguistic object, Claude Lévi-Strauss
examined mythemic groups as vertically interconnected plot units (Lévi-Strauss,
1985, pp. 183-207). His paradigmatic approach enables us to consider not only
the progression of a single, potentially primary narrative thread, not just a singular
version of the story, but also the amalgamation of diverse plot sequences within
a single text. Analyzing vertically aligned nodes of composition, where narrative ele-
ments lie atop one another, not only unveils the constituent elements of a unified
narrative but also elucidates their semantic depth through juxtaposing formations
at different levels. Similarly, delving into syntax reveals the semantic depth.

This implies that analyzing the characters, storyline, and plot structure
necessitates incorporating fairy tale construction principles, the morphology of
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the fairy tale—namely, the horizontal structuring of cinematic narrative progres-
sion and the vertical arrangement of filmic composition elements, harmonizing
theirinterplay.

Ideally, syntax (the narrative style) and semantics (the substance) should
align seamlessly. The scrutiny of narrative style—its syntax—is the gateway to
semantics. By dissecting the syntax, one can discern the protagonist’s trajectory,
understand their experiences, and in some instances, ascertain the central figure
of the film, for the protagonist is the one who upholds the arc, whose narrative
evolution the film justifies.

CHARACTER ARC: DRIVING FORCE OF THE STORY!

The character’s evolution arc is what propels the narrative forward, shaping
the storytelling structure (Weiland, 2020, p. 51). An arc represents the hero’s path
of growth, woven from their actions. When a hero undergoes positive change, the
arc takes on a curved form, resembling a tangible arch, an architectural construct
with its inclusive elements.

Drawing from mythic structures (Campbell), the morphology of fairy tales
(Propp), and the canonical framework of cinematic dramaturgy (Mitta, Vogler,
Truby, McKee, and others), a story typically commences in an ordinary realm where
the protagonist faces a deficiency or a pressing issue, compelling them to depart
from the familiar and venture into a fantastical world. The journey’s essence lies
in repairing what was damaged, finding what was lost, and returning to what once
was. At its core, the journey pivots on encounters with bestowers who orchestrate—
often stringent—trials, revealing pathways for the hero to obtain a magical artifact,
enabling personal transformation, triumph over foes, and fulfillment of desires.

Yet, in a narrative that resonates with viewers, the hero’s acquisition and
acceptance of the magical elixir must stem from the errors they commit, operat-
ing under previous misguided beliefs, blind to the revelations unveiled during the
trials about their true self.

Both Propp and Campbell concur that the incurred damage is never acci-

dental. The initiation ritual dispatches the subject on a journey because they are
yet unprepared for the adult world, mandated to demonstrate this readiness.

In cinematic portrayals, the hero’s external challenges are reflections of
their internal turmoils, their inherent vulnerabilities. Consequently, the original

HAYKA TEIEBUAEHUA 21 (1), 2025 66 THE ART AND SCIENCE OF TELEVISION



blueprint proves unattainable, as resolving the issue while maintaining the status
quo remains unfeasible. A profound personal metamorphosis is imperative, cata-
lyzed by novel circumstances and realities.

The hero’s initial plan must inevitably falter, necessitating a temporary set-
back for the hero to introspect, evolve, and eventually triumph before returning to
their world revitalized (Vogler, Truby, Weiland, McKee). In a compelling screenplay
chronicling a hero’s transformation, self-deception at the outset exacts a heavy toll
(Truby). As the narrative unfolds, a pivotal juncture heralds a collapse and a sub-
sequent progressive complication (Truby), where the established path fractures,
deviating from its trajectory, and complexities stemming from conflicts escalate
from scene to scene.

The heroes of fairy tales and myths, destined to vanquish the enemy, con-
sistently face initial defeat, only emerging victorious after acknowledging errors
and mustering newfound strength. This temporary setback serves a dual purpose:
highlighting the hero’s initial weakness and triggering a shift in emotions for the
audience.

At the heart of the narrative arc, akin to a capstone anchoring the entire
architectural edifice, lies the moment preceding defeat, where the hero could
have discerned the correct path but overlooks the opportunity. As per Weiland,
this juncture finds the hero torn between truth and fallacy; although exposed to
the truth, the hero hesitates to consciously relinquish the initial misconception.
Consequently, the hero becomes ensnared in a clash of irreconcilable beliefs (Wei-
land, 2023, p. 93), leading to the eventual temporary defeat.

In Truby’s lexicon, this moment embodies an attack by ally, where a com-
panion, often in the film’s midpoint, critiques or advises the hero, only to be
rebuffed. It represents any instance of a missed epiphany, as the hero disregards
cues and persists on the trajectory set in their former identity, inevitably leading to
defeat—a transformative ordeal essential for change. Such overlooked epiphanies
can serve as the keystone of the arc, marking the juncture where the hero gains
new self-awareness and insights into reality, yet rejects them in favor of the familiar.

The character arc functions as a backbone structure, anchoring the hero’s
evolution narrative, preventing the unraveling of the storytelling fabric. It directs
the audience’s focus towards the hero, their escapades, and the protagonist’s
transformations en route to their objective, shaped by external influences and
internal metamorphoses.
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BARBIE’S ARC: SYNTAX CIRCUMVENTING SEMANTICS

If we delve into the outer layer of the narrative, Barbie’s tale unfolds as
a fable of a doll turning into a human.? What then constitutes the syntax of this
story and how is it narrated?

The film commences by introducing the theme of gender emancipation.
The emergence of the Barbie doll incited girls playing house to discard their Kew-
pies and replace them with figures of exquisite adult women. Now, these girls can
envision themselves in the dolls in the future and play not just as mothers but
as professionals like doctors, aviators, lawyers, writers, and more. Given Barbie’s
ability to become anything, it instills hope in these girls that they too can grow up
to be whoever they wish, thus positioning Barbie doll as a driver for overcoming
gender inequality. From the very beginning, the film seems to promote a feminist
ideology, suggesting that the heroine, joining the fight for gender equality, will
find a way to win it. This is particularly evident when Barbie is taken to the Mattel
headquarters, where the powerful men there view her merely as a doll. However,
upon returning to Barbieland, the heroine consciously chooses to use her femi-
nine charms to confront the Kens, which contradicts the principles of feminism.

Therefore, from its initial frames, the film overtly asserts itself as a feminist
statement. One can anticipate a narrative specifically addressing the fact that
while inequality has not yet been completely overcome, the heroine will find a way
to surmount it or draw closer to doing so.

! Forinsights on the role of dolls within the cultural framework, see:

Golovacheva, R.M. (2003). Obryadovye kukly, kukly-oberegi [Ritual dolls, amulet dolls]. Kaluga;
Kovycheva, E.I. (2003). Kukla v dialoge kul’tur [Dolls in the cultural dialogue]. Izhevsk: Udmurt,
Unt; Lotman, Yu.M. (1992). Kukly v sisteme kul'tury [Dolls in the cultural system]. In Yu.M. Lotman,
Izbrannye stat’i [Selected articles] (Vol. 1, pp. 377-380). Tallinn: Alexandra; Morozov, I.A. (2011).
Fenomen kukly v traditsionnoy i sovremennoy kul'ture: Krosskul’turnoe issledovanie ideologii an-
tropomorfizma [The phenomenon of the doll in traditional and modern culture: Cross-cultural
study of the ideology of anthropomorphism]. Moscow: Indrik; Morozov, I.A. (2009). Fenomen
kukly i problema dvoynichestva v kontekste ideologii antropomorfizma [The phenomenon of
the doll and the problem of duality in the context of the ideology of anthropomorphism]. In
E.E. Zhigarine, Zhivaya kukla [Living doll]. Moscow: Russian State University for the Humanities;
Postnikova, E.P. (1990). Igrushka kak fenomen esteticheskoy kul’tury [Toy as a phenomenon of
aesthetic culture] [PhD dissertation]. Sverdlovsk; Eliade, M. (1998). Aziatskaya alkhimiya [Asian
alchemy]. Moscow: Janus-K.
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Fig. 1. Barbie and the mirror. Still from the film?

In the everyday realm of Barbieland, the Barbies reign supreme, assum-
ing roles as lawyers, doctors, and pilots, showcasing the boundless capabilities
of women. The Kens serve as companions to the Barbies, entirely dependent
on them. In this realm, Barbie is perfect. She possesses an ideal plastic phy-
sique, untouched by fatigue, sorrow, or self-doubt, always exuding joy. The
usual flow of life is abruptly interrupted when a Stereotypical Barbie suddenly
senses a breach, with thoughts of mortality intruding into her mind as her body
begins to lose its flawlessness. Barbie perceives these changes as catastrophic.
According to McKee’s theory, a shift in external conditions that disrupts the
standard course of the characters’ lives can serve as the foundation for con-
flict, essentially marking the onset of the plot. This is precisely what occurs
in the film: the “entanglement” of the perspectives of the doll and her owner.
However, as per Truby’s standards, while in a well-written scenario damage
should stem from a hero’s flaw, in this film, damage remains independent of
Barbie’s actions.

The semantics of damage lies in indicating the direction of movement,
where the hero is headed, their values, and aspirations. For Barbie, this trans-
lates into a yearning to regain physical perfection, to uphold the constancy of
her appearance, and to sustain a sense of perpetual happiness. Paramount to all,
however, is that the fear of life’s finiteness, the decay of the body, and the onset of
aging should act as the catalyst setting the course of the journey, defining both its
endpoint and the rationale behind the subject’s actions. However, the modern-day
Gilgamesh of popular culture, seeking the flower of immortality, merely pays lip
service to the notion of embracing her mortality, superficially professing a desire
for creative expression as a means of extending oneself into eternity. In practice,

2 See the image source: https://people.com/movies/barbie-movie-set-pictures/ (26.09.2024).
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Barbie resolves the conundrum of life’s finiteness through the infinite cycle of
generational life, manifested in physical reproduction—a theme eloquently under-
scored by the film’s final scene.

Fig. 2. Barbie’s moment of doubt. Still from the film*

To learn how to restore the status quo, our heroine seeks counsel from Weird
Barbie, who assumes the role of a Proppian mediator. Straddling two realms con-
currently, this Barbie doll is devoid of the conventional attributes of flawlessness.
This very imperfection perhaps endows her with a deeper understanding and
knowledge. She comprehends the inner workings of reality, the tribulations faced
by Barbie, and the steps necessary to revert to her former state. It is during this
encounter that Barbie uncovers her true identity as a projection of the girl play-
ing with her, realizing that her melancholy and uncertainties are intertwined with
Barbie’s own existence. Thus, Barbie’s transition from the realm of dolls to that of
humans has subtly commenced unbeknownst to her.

Acting as a donor, Weird Barbie bestows upon Stereotypical Barbie a pair of
Birkenstocks in lieu of high-heeled shoes, advocating the relinquishment of super-
ficial beauty for substance and offering to transform and “know the truth about
the universe.” (Could we anticipate a revelation of this truth? Will the denouement
unveil these enigmas?)

Consequently, Plan A takes shape—Barbie must travel into the Real World,
locate her owner, untangle the web of confusion, and thereby restore her original

3 See the image source: https://daily.afisha.ru/news/78450-v-prodazhe-poyavilsya-parfyum-
barbie-s-cvetochno-fruktovym-aromatom/ (05.02.2025).
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state. The question of ceasing to exist as a mere projection of the person playing
with the doll does not even arise.

According to Truby, an adversary or rival motivated by the same objective
as the hero should emerge, yet their presence remains elusive. The issue of the
antagonist in the film remains open.

Fig. 3. Weird Barbie. Still from the film*

MAGICAL WORLD

Barbie departs from her familiar realm and ventures alongside Ken into
a seemingly real, yet inherently unreal world. As Campbell (1997, p. 56) aptly
notes, the “passage of the threshold is a form of self-annihilation.” As a doll,
Barbie metaphorically perishes, paving the way for her journey towards rebirth,
a path that demands earning through a series of challenging trials. The human
world represents a peculiar “magic forest,” a realm where the protagonist must
confront otherworldly forces, unravel aspects of her identity tailored specifically
for her. Indeed, Barbie and Ken find themselves in disparate spaces, perceiving
different realities.

Discovering that she fails to inspire others and serves as the target of sexist
jokes, Barbie later learns of the necessity of money in the human world. While she
internalizes the former message, the latter escapes her attention.

Through the same magical power initiating changes in her physical form,
Barbie finds her owner Sasha, a teenage girl who, as it turns out, has long been

* See the image source: https://dzen.ru/a/ZMfYyOPjkwTA2qLV (24.08.2024).
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uninterested in dolls; in fact, she now views Barbie as a symbol of “sexualized cap-
italism,” perpetuating feelings of inadequacy among women.

The magical world mirrors the disruption of Barbie’s perfection initiated in
her ordinary world, coupling bodily transformations with the shattering of self-
image. The narcissistic ideal self loses its integrity upon confronting the constraints
of conventional reality.

Despite this, the task of unraveling the knot, the very purpose of her jour-
ney, remains unresolved, although not due to Barbie’s actions. While Plan A has
not failed per se, Barbie has not taken a single step towards its realization yet and
seems to have forgotten about it.

Here, the divergence from the mythic and fairy tale semantics becomes
apparent. Typically, the hero encounters initial trials upon entering the magical
realm, as “the most important function of this period of adjustment to the Special
World is testing” (Vogler, 2017, p. 278). Curiously, Barbie navigates devoid of such
trials, even as she undergoes involuntary transformations.

Subsequently, the “gatekeepers” guide Barbie to “the mothership,” the core
edifice of the Mattel Corporation, leading her back to her creators.

In fairy tales, this corresponds to Baba Yaga’s hut, a sacred place. According
to the structure of the magic fairy tale, the initiator—Baba Yaga, residing in her hut
on chicken legs—can embody both a giver of a crucial artifact or knowledge and
a malevolent force seeking to devour the hero or heroine. Regardless, Yaga exists
as a denizen of the underworld, a figure possessing sacred wisdom. Following
Campbell’s insights, this domain serves as the terrain for encountering the initiating
father—a figure who instills a blend of terror and elevation in the child. Composi-
tionally, this represents the pivotal point of the hero’s journey; within a fairy tale, it
symbolizes the location where the hero must undergo trials, face a crisis, experience
death, and be reborn. In the language of initiation, the hero must die to one state
and be resurrected into another. This enchanted place serves as the arena for the
hero to be tested, obtain mystical weapons, gain access to secret knowledge, all to
prepare for the final confrontation. Weiland emphasizes this juncture as the moment
when the protagonist has already learnt the truth, but still hangs on old beliefs, past
aspirations, and outdated patterns. In any case, at this stage, the hero must glean
crucial insights that will propel them towards victory and metamorphosis.

Externally, all of this is present in the film; the rules of cinematic narrative
deployment are upheld, and all the syntactic constructions of cinematic state-
ments are in place. The Matell headquarters tower stands tall, housing important
figures of authority. However, at a semantic level, there is a lack of clarity. Within
the tower, the theme of gender inequality resurfaces; there, Barbie initially meets
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the Mattel board of directors and discovers that unlike in Barbieland, men hold the
reins instead of women. This epiphany not only shatters illusions about her place
in the world but also about the broader standing of women in society.

The director proposes that Barbie execute Plan A—sealing the portal and
returning to the toy world with a flawless physique. He likely serves as the embod-
iment of the malevolent Yaga, striving to push Ivan into the furnace, or a shaman
eager to lure the hero into death. The portal, the gateway back to the former
world, which is actually a way to realize Plan A, symbolizes such furnace, a place
of demise. Opting out of Plan A, Barbie rejects the notion of being manipulated
like Ivan and flees.

Structurally, this refusal marks a trial that the heroine must confront. Her
choice to eschew reverting to a perfect doll form appears irrational, as no alter-
native objectives have been delineated. This choice might be explained by the
ongoing transformations, as Barbie gradually assumes more human traits and
a spectrum of human emotions. Yet, this evolution is not Barbie’s doing; she has
played no active role in these changes.

Barbie next encounters the spirit of her creator, Ruth Handler, in the kitchen.
Essentially, this meeting serves as an encounter with a spirit, a guide from the
other world tasked with equipping the heroine with something essential for the
final battle. Ruth explains that she thinks best at the kitchen table, and that the
women at Mattel do much more than just work. And that’s it. Since this scene is
structurally important, it deserves further exploration.

The film begins by focusing on two seemingly unrelated themes: women’s
roles in society and gender inequality, and Barbie’s resistance to becoming human.

The resistance to humanization forms Plan A. However, what she learns in
the tower from Ruth does not directly address the doll-versus-human issue, such
as the value of being human. Instead, she gains insight into women’s societal
standing. This knowledge aligns with traditional gender stereotypes in patriarchal
societies—“women belong in the kitchen, but from there, they rule the world.” This
echoes the saying, “The husband is the head, the wife is the neck.”

With this new understanding, Barbie flees from the Mattel executives who
want to return her to Barbieland. At the exit, she meets Sasha and her mother
Gloria, helping her escape her pursuers. It turns out that Barbie is a projection not
of the self-confident feminist Sasha, but of Gloria, a mom exhausted by daily rou-
tines and apparently worried about her cellulite. (Visually, this is captured during
Barbie’s first encounter with Gloria as the protagonist exits Mattel: their close-
ups are supported by effects emphasizing a sense of recognition, as if they were
old friends.) Together they head to Barbieland, where the main confrontation is
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supposed to happen. At this point, one might wonder why Barbie avoids imme-
diate delivery to her world in a box and only minutes later decides to return to
Barbieland, but taking the longer route.” Perhaps this choice is necessary to bring
Gloria to Barbieland so that she could later deliver her impassioned speech, piv-
otal for the plot.

Fig. 4. Ken and Barbie. Still from the film®

Returning to Barbieland, Barbie discovers Ken has established a patriarchy,
seizing power and her home—turning their world upside down. The Kens are no

° Barbie’s refusal to immediately return to Barbieland through the portal might stem from her
connection to her owner. Weird Barbie warns her that ignoring their entanglement will only
worsen things. Finding her owner and disentangling this connection likely motivated Barbie to
stay in the human world longer.

Furthermore, the scene at Mattel headquarters reveals the all-male board’s primary concern is
not Barbie’s well-being, but her escape from Barbieland. Barbie could have sensed this. While
she wanted to return to normal, the CEQ’s approach was not in her best interest.

Mattel director’s exasperated cry, “Get in the box, you Jezebel!” is another significant point. The
Russian translation (“3anesai B kopobky, yepmoska!l”—“Get in the box, you wicked woman”)
loses nuance. Since “thinking outside the box,” a common English idiom, refers to thinking in
a creative and innovative way, the command to “get in the box” can be interpreted as an order to
stop thinking freely and revert to conventional worldview.

And “Jezebel” is, firstly, a reference to the Old Testament figure, wife of Ahab, king of Israel,
known for strong character, manipulative nature, and opposition to the prophets of Yahweh.
Jezebel symbolizes both negative and positive aspects of female strength, defying norms, chal-
lenging traditional roles and norms. Secondly, there is a website, jezebel.com, which is an online
magazine focusing on women’s rights, culture, politics, and entertainment.

Therefore, the original intent behind the Mattel CEO’s phrase could presumably be understood
as: “Get back in line, you feminist!"—Editor’s Note.

® See the image source: https://www.kino-teatr.ru/blog/y2023/7-23/1841/foto/41508/
(28.10.2024).
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longer Barbies’ accessories; the Barbies are now Kens'’ This pivotal moment trig-
gers an authentic existential crisis for Barbie. She teeters on the brink of demise,
reclining on the lawn, refusing to act until Weird Barbie intervenes and takes Ste-
reotypical Barbie to her place.

Barbie appears to unearth a revelation—acknowledging her lack of exper-
tise in any field; she concedes she is neither a physician, nor lawyer, nor writer.
It seems as though she takes a further stride towards humanization. However,
the film suggests that the resolution of this crisis lies elsewhere. The narrative
shifts dramatically following a moving speech, delivered by Gloria, who is linked
to Barbie, on the challenges faced by women and the conflicting expectations
imposed upon them. Not only the speech miraculously emancipates the Barbies
present, it empowers Gloria herself.

This galvanizes Barbie; she proposes a plan to reclaim power, apparently
leveraging the “feminine wisdom” Ruth imparted, as well as Sasha’s views and
Gloria’s confidence. The ensorcelled Barbies must allure the Kens, earn their trust,
incite jealousy, and while the Kens are embroiled in conflict, orchestrate elections
to uphold the original constitution. Inequality persists, but Barbieland remains
committed to law and democracy.

Emerging from her existential turmoil, Barbie transforms. No longer the care-
free, idealized doll with inherent privileges, she has become a warrior fighting for
power and possessions. Structurally, within the narrative’s framework, we see an
adversary, with Ken assuming the role of rival. Barbie embodies what Propp terms
a treacherous bride—akin to the archetype of the fair maiden in folklore—forcibly
wedded or abducted, subject to wielded authority (Propp, 1996, p. 298). Depriva-
tion of property fulfills this function, eliciting a response from Barbie that mirrors
centuries of women’s reactions to oppression.

Barbie’s plan hinges on deceptively simple yet highly effective techniques
of male manipulation. She plays the damsel in distress, feigning helplessness
and relying on a strong man’s protective instincts—a man willing to do anything
to rescue a beautiful woman in need. Frequently, the “savior,” inflated with
a manufactured sense of omnipotence, pays the price later, but that is irrele-
vant. The victory is in the bag! “Distract them by appearing helpless and con-
fused. (....) You have to make them believe (...) that they have the power. And
when their guard is down, you take the power.” The ideals of female empower-
ment yield ground to age-old, feminine manipulative arts rooted in the deepest
strata of culture.

The plan works flawlessly. The Barbies regain their independence and prop-
erty; Kens’ reforms are overturned. A defeated Ken weeps; the fairy-tale hero fails
to conquer his princess.
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Barbie, however, has already navigated the full spectrum of inequality. She
ruled Barbieland and Ken, lost it all, and then reclaimed her power. She now com-
prehends the ephemeral nature of power and the precariousness of inequality;
the dependent yearns to break free from captivity and seize authority themselves.
Barbie releases Ken, explaining that he is not an extension of herself. In essence,
this stands as her true accomplishment, and it could have been her pivotal meta-
morphosis had this been solely a story of power dynamics and dependence. But
the narrative shifts, abandoning the theme of inequality and dependence to return
to the contrast between the marionette and the human.”

Ruth’s spirit appears in Barbieland, and in their conversation, Barbie
chooses to become human, driven by a desire to generate ideas and create mean-
ing. The theme of meanings and creativity surfaces for the first time, devoid of reli-
ance on prior events, only to vanish just as quickly. In the human world, Barbie
joyfully visits her gynecologist.

KEN’S ARC

Ken’s journey is remarkably consistent, with no conflict between syntax and
semantics. Initially conceived as a Barbie accessory—like her car, tennis racquet,
or handbag— Ken emerges as a sentient, active character, arguably more human
than Barbie herself. His choices spring from understandable emotions, shaped by
both internal and external conflicts.

Ken’s everyday life is bleak. Externally, he is trapped by his dependence
on Barbie. He inhabits a world that satirizes an inverted patriarchy, where men
traditionally led, solved crises, and saved the day, while women adorned their
lives. In Barbieland, the Kens exist solely to embellish Barbies’ world, devoid of
possessions or professions. Yet, akin to many women in patriarchal societies, Ken
craves not freedom or equality, but rather love, attention, and acknowledgment
from Barbie.

Internally, Ken struggles with a lack of autonomy, self-worth, and imper-
ception of self as a distinct individual, stemming from his symbiotic fusion with
Barbie. Psychologically, at the outset of his odyssey, Ken is an infant—like a child

" Another way to look at it: the film does not abandon, but simply resolves the themes of in-
equality and dependence: Ken is no longer Barbie’s dependent, Gloria’s depression no longer
affects Barbie, and Gloria herself has gained confidence and reconciled with her daughter—£di-
tor’s Note.
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inextricably bound to its mother in the early developmental stage. For him, Bar-
bie’s departure to the human world turns out a devastating loss, for he deems his
very existence intertwined with hers. Ken’s journey, therefore, becomes a coming-
of-age story, from infancy through adolescent rebellion to full adulthood, mirroring
a classic rite of passage.

Driven by his external conflict, Ken devises a straightforward Plan A: win
Barbie’s love and attention. As prescribed by both the monomyth’s framework
and the film’s dramaturgy, midway through the story, Ken ventures alongside
Barbie into a sacred realm—a mystical cave—where he must find a magical elixir.
For him, this sacred space is the Real World, where he finds himself alone, sans
Barbie for the first time. Though his cave is less visually striking than Barbie’s, its
functionality surpasses hers in substance; his enchanting universe is much closer
to the real human experience.

Like Barbie, Ken discovers that the human world differs drastically from
his doll-like existence; women do not rule. Chance encounters, acting as donors,
impart crucial lessons addressing his inner conflict. He learns: 1) that he can be
an active agent, deserving of respect like any other human being, and that men
are not powerless appendages to women; and 2) that the human world demands
skills and competence.

This state of initiation is a pivotal moment of choice, of acquiring sacred
knowledge, a magical elixir, and clues meant to guide him in the right direction.
But Ken is not ready. He only knows inequality, interpreting respect as a sign of
superiority. He sees men in positions of power—men in business, on horseback,
on banknotes—blind to the women equally engaged in the same pursuits, even
when speaking with them. Identifying himself as part of the ruling male class, he
attempts to claim a place in this world—whether through managing, performing
an operation, or even assuming the role of a lifeguard. Yet, mere gender associa-
tion proves insufficient; additional skills and proof of competence are imperative.
He is asked for a diplomal!

This seems like a clear indication of how the human world functions, yet
Ken misses the point. Confronted with truth, he clings to his misconceptions,
returning to Barbieland with a flawed understanding to build his own patriarchy,
believing this will win Barbie’s affection. In his perception, the powerless depend
on the powerful. In his doll world, Ken succeeds; patriarchy is established, and
the Barbies are no longer lawyers and pilots but mere beer-serving girls. Barbie is
defeated, Ken triumphs, but happiness eludes him. He has taken Barbie’s house,
but gained no real recognition. Power, he discovers, does not yield love and
acknowledgement. Ken shows Barbie his Mojo Dojo Casa House and asks, “How’s
that feel? It is not fun, is it?” At this moment, Ryan Gosling’s pained expression
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reveals that his character is actually the one who was dissatisfied. Ken clearly
senses that his strategy is failing, that his newfound power is unsatisfying.® Yet, he
cannot let go, hiding behind two pairs of sunglasses, and announces a boys’ night.

His subsequent failure is predictable. Choosing patriarchy, he enters a world
of gender wars, where disenfranchised women have, over centuries, learned to
manipulate men.

Ken’s defeat triggers an existential crisis. He confronts the consequences
of his failed plan, fully grasping the results of his misguided beliefs. He discovers
that in a world where your existence depends on another, even if you subjugate
them, you still lose. Patriarchy and gender wars breed no winners. Only then is
Ken ready for transformation. He finally hears Barbie’s message: they are not
accessories to each other, but independent beings. This understanding earns
him his freedom.

WHOSE ARC IS THE CORE OF THE NARRATIVE?

Let us summarize and answer: what is the essence of Barbie, what themes
does it explore? Does it advocate for feminist, anti-feminist, or post-feminist values,
or does it convey a completely different message? And who is the true protagonist?

Following typical morphology of a fairy tale and cinematic drama principles,
the lead character is expected to confront and resolve the core issue that steers
their journey, often not fully grasped at the outset.

Despite Barbie being billed as the main character and Ken as a supporting
figure, the narrative fails to substantiate any of Barbie’s transformations. How is
her arc structured? The primary theme directing her trajectory is the involuntary
metamorphosis into a human. While the doll-to-human transformation is a famil-
iar trope, in a well-crafted narrative, even unexpected events resonate with the pro-
tagonist’s internal struggles. However, the film neglects to highlight any internal
conflicts within Barbie that could be linked to her idealized doll state.

& Alternatively, Ken’s emotional turmoil in this particular scene highlights a lifetime of sup-
pressed pain, which he realizes for the first time. He even might feel it more acutely than Barbie
feels her newfound vulnerability as someone else’s disenfranchised and homeless attribute. His
pain allows the audience to empathize with Barbie’s situation. Structurally, this scene might be
seen as a crucial revelation for Barbie rather than Ken’s failure, adding depth to her character
and making her more honest and human. As for Ken’s true failure, it comes later, after their epic
battle, when he realizes that Kens have forgotten to vote on the Constitution—Editor’s Note.
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Initially resistant to this transformation, as expected in the hero’s journey
structure, Barbie consciously embraces her desire to be human by the film’s
conclusion. According to the character arc principles, events in the story should
logically bridge these points, catalyze the unfolding changes, and underscore the
significance of this transformation. Audiences ought to witness why Barbie for-
sakes doll perfection—this shift should be illustrated not just through dialogue, but
through events.® The ending should reveal the essence of this transition, show-
casing what distinguishes humans from dolls, beyond cellulite and bad breath.

In the film, however, Barbie’s choices stem from her joy of experiencing
a range of emotions (we see her sad and crying, and delighted by the children’s
laughter or the beauty of an elderly woman at a bus stop), as well as the desire
to create meanings. But all these experiences are unearned,* while the mean-
ing-making is largely talked about, not demonstrated.

Simultaneously, the main plot revolves around gender inequality, a theme
introduced early on but in a somewhat contradictory manner. Living in a world
entrenched in a reversed patriarchy, Barbie aligns her mission with championing
boundless opportunities for women. And then she discovers real-world patriarchy,
where corporate boards are exclusively male-dominated, and women face con-
flicting expectations, as Gloria passionately professes. While not directly impact-
ing Barbie, these epiphanies shape her behavior, serving as pivotal plot junctures.

The movie’s emotional climax unfolds through the loss of power and pos-
sessions. Logically, one might expect Barbie to fight back, steering the narrative
towards equality. However, her reevaluation veers towards not actual liberation
but male manipulation with her appearance. “It’s like 'm a woman already,” says
Barbie as she is being glammed up for Ken’s seduction aiming to restore her power.
Not long ago the embodiment of the doll ideal, beautiful and admired by Kens per
se, now, in order to achieve the same effect, she feels compelled to apply “war-
paint” and make an extra effort to look utterly irresistible. All of this hardly aligns
with patriarchal deconstruction.™

° Barbie literally lives—as a human—all the major events that happen to her throughout the film.
She breaks free from the “every day is the best day” mindset of her doll life, a concept highlighted

by the slogan on her box (“She’s having the best day!”) and echoed in the film’s opening party—
Editor’s Note.

10 And yet her experiences might actually be earned—for the same reason described in the previ-
ous footnote—Editor’s Note.

' Another interpretation suggests that Barbie’s words reflect her growing awareness of the de-
cades of male injustice and oppression. This could be seen as her embracing feminism: “l already

feel like a woman!” However, her reliance on feminine wiles instead of personal strength might

be interpreted as a stereotypical behaviour—an idea the author is referring to. It contradicts the

principles of feminism and body positivity, highlighting the complexities of gender identity and

women’s roles in society—Editor’s Note.
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Consequently, the heroine’s journey to becoming human involves address-
ing genderissues, and in a rather archaic way. The connection between inequality
and the decision to stay a doll or become human remains unclear.

The themes of attaining humanity and femininity smoothly converge in the
final scenes, culminating in a visit to a gynecologist, reducing human essence
to mere physical attributes like genitalia, which is a rather narrow definition of
humanity. Therefore, the assertion that the film espouses feminist ideals appears
somewhat exaggerated.

Let us look at Ken’s character development. His actions are steered by his
motives and aspirations, and the changes he undergoes stem from his misguided
decisions. Ken emerges as a proactive figure, initiating events rather than reacting
to them. Initially seeking Barbie’s attention, he makes attempts to get it. He ven-
tures into the human world to remain connected to her. This journey introduces
him to new experiences, leading to the formulation of a flawed theory on achiev-
ing significance through gender-based norms. He acts on it and fails. He learns
that inequality, even in power, offers no real benefit. He realizes that his plan was
wrong, his position did not make Barbie love him or respect him more, but only
increased his dependence on those forced to tolerate his power. This is why Ken’s
eventual independence feels earned and justified.

Ken’s arc is well-structured and cohesive. Notably, since themes of inequal-
ity and dependency are integral parts of Ken’s external and internal struggles, his
narrative arc underpins the central segment of Barbie’s journey, revolving around
gender dynamics. Although Ken does not transition from the toy world to the
human realm in the end, his humanity appears more convincing and genuine.

CONCLUSIONS

Our analysis reveals a sophisticated narrative structure in Barbie. Behind
Barbie’s surface-level central storyline there is the true structural foundation:
Ken’s arc. Barbie’s arc serves as a decoration diverting our attention to the illusory
nature of the narrative architecture. While technically adhering to cinematic syntax,
its semantic essence does not quite align with its structure. Nevertheless, the film
remains cohesive, appearing as a finished piece largely due to the semantic har-
mony of Ken’s arc intersecting with Barbie’s central arc.

Ken’s arc supports Barbie’s and thus forms the backbone of the film, seam-
lessly integrating the syntax of the hero’s journey with its semantics. His actions
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consistently address external challenges, with failures leading to confront and
resolve his internal conflicts. Ken’s conflict mirrors the rite of passage semantics,
focusing on overcoming childish dependency on the motherly figure, represented
by Barbie, and attaining autonomy.

Barbie’s seemingly contradictory arc is no error but a deliberate artistic
choice, creating duality of perception, while the overall integrity rests on the cohe-
siveness of Ken’s narrative arc.

BBEAEHUE

®unbM «bapbux (2023) MpeTsl fepBUT, CHATBIN NO cLeHaputo fepBuUr 1 Hoa
Baymbaxa, ocTaBAseT NPOTUBOPeYMBOE BNevaTneHne. OH MoNb3yeTcst OrpOMHbIM
YCMexXoM Y 3puTeneit — 370 camblii NpubbINbHbIN hrnbM 2023 roaa, cobpasLunii
bonee ManMapaa LONNAPOB MO BCEMY MUPY, 1 O HEM FOBOPST Kak O 3HA4MMOM
SBAEHMN NONYNSPHOM KynbTypbl. OAHOBPEMEHHO €r0 OLIEHMBAIOT KaK paclinpeH-
HblI PEKNaMHbIN POANK, XOPOLIO BbINOAHSIOLLMIA CBOIO DYHKLMIO KOMMEPYECKOTO
NPOABWIKEHNS NPO/YKTa. Befb OH MOBbIWAET NPOAAKN UTPYLWEK, CTUMYANPYET
MHAYCTPUIO Kopnopauuu «Mattel», Ho BMecTe ¢ TeM 3acTaBasieT UccnefoBaTe-
Nen BHUMaTeNbHO OTHOCKTHCS K CMbIC/IOBOMY HanONHEHWIO, COflepIaTeIbHOM
COCTaBASHOLLeN IKpaHHbIX 06pa3os. O4eBNAHO, 3TO He peKnama, a NoNHoLeHHoe
XY[OXeCTBEHHOE BbICKa3blBaHVie, MOCTPOEHHOE, C OHOW CTOPOHbI, MO 3aKOHaM
KMHOApamMaTyprin, a ¢ Apyrol — coaepallee B CBOeW CTPYKTYPe BblpaXKeHHOe
npoT1BOpeYne, onpeaensiollee, Kak npeanonaraeTcs, v NpoTUBopeYe B BOC-
npusaTUn hunbma.

KpUTWKIM NOHMMAIOT GUAbM KaK MMetoLniA TMbo oT4eTnnBoe heMmUHUCT-
cKkoe (Houghton, Murray, O’'Donoghue, 2024; de Castell, Jenson, 2024; La Porte,
Cavusoglu, 2023; Yakali, 2024; Pratiwi, Angela, 2024; Shepherd, 2024), n1n60 aHTu-
emuHmncTckoe (Lubis, Eryani, & Solin, 2024; Myisha, Sabila, Maharani, Ramadhan,
Kamalia, 2023; Temel, 2024; White, 2024; Gibson, Bridges, Wulff, 2023; Gibson, 2024;
Johansson, 2024; Terry, 2024; Neis, 2024) nocnanue. [1eNCTBUTENBHO, B DUIbMe
NOKa3blBaAOT 1 0OCYKAAIOT O4YEHb Pa3Hble BapuaHTbl reHAepHOro HepaBeHCTBa.
B HEKOTOPbIX Cyydasx KapTUHY YNPeKatoT B reHAepHON NpeaB3aToCTy, HeaoCTa-
TOYHOM BHUMaHWM K KeHy, B AEKOHCTPYKLUMMW TPaAMUMOHHbIX MY>KCKUX MAeanos
(Yakali, 2024). OTmeyaeTcs, YTO ecnv bapbu ABMKETCS K MOAHOM TMYHOCTHOW
peanv3aumm Kak xeHunHa, To KeH octaetcs npocto KeHom (Terry, 2024), u ero
yCnexun B IMYHOCTHOM POCTE ropasfo CKPOMHee.
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Bnaropaps Yemy goCTuraeTcs Takast ABOVCTBEHHOCTb B BOCTIPUSITUAM CMbIC-
NOBbIX MOCHINOB MUNBMUYECKOTO BblCKa3biBaHMS? [1o4eMy OfIHMM OH KaXeTcs
HEMUHUCTCKUM, a APYTUM — aHTUMEMUHUCTCKNM? [JeCTBUTEeNbHO N 06pa3
KeHa HegoCTaToOYHO PacKpbIT, M Ha ero pasBuTHe HUKAK He NOBAUSAN NPOMaeH-
HbIA VM NYTb 1 COBEPLIEHHbIE UM Ha 3TOM MYTU OTKPbLITUS?

XOTS MHOXECTBEHHOCTb MHTEPNPEeTaLMii — 3TO HeoTbemseMas YepTa npo-
13BefeHVs CKYCCTBA, He N03BOAsAWAs rOBOPUTL O eAMHCTBEHHOM NOANMHHOM
CMbICNe PrnbMa, TEM He MEHEee CIOXKETbI MaCCOBOMO KMHO MMEOT CBOM 3aKOHbI, CBSI-
3blBatoLLIME CMHTAKCHKC U CeMaHTVIKY, COCcob pacckasa O MepcoHaxe 1 cogepaHue
pacckasa. Llenb cTaTbyi — BbISBUTb, ONMPasich Ha CUHTAKCUC, COAepaTenbHYt0
CTOPOHY KMHOBbICKa3blBaH s, 0OHaPYKMBAIOLLYIOCS MPY CPABHEHWM 1 PACKPbITUN
0COBEHHOCTEN MyTU repoeB, Pa3BOPAYMBAOLMXCS MO Pa3nvyHbIM TPAaeKTOPYISM
1 onpefensitollM KOrHUTUBHbIE MPOTUBOPEYS B BOCMIPUSTIN CMbICAa.

CTPYKTYPA MU®A — NNIOT VKA KWUHOAPAMATYPI U

HeonpefeneHHOCTb MOCbINa, 4BOMCTBEHHOCTbL BOCMPUSATUS, MHOXECTBEH-
HOCTb MHTEpNpeTaLuii 0ObIYHO CBONCTBEHHbI aBTOPCKOMY KUHO, MPOU3BEAEHNIO
MCKYCCTBA Kak TakoBOMY. Ho «bapbu» — 3T0 06bIYHbIN NPOAYKT NOMYNSPHOIA
KYNbTYpbl, CKa3ka, OpMEeHTMPOBaHHAs Ha MacCOBOrO 3pUTENS 1 ero OXMAaHMS,
XOTS W HecyLjas onpefeneHHsle CMbICbl. ClegoBaTenbHO, Cnocob aHanmsa, s3bik
OMMCaHUs, AOMKEH COOTBETCTBOBATL 3aKOHaM ApaMaTyprin UrpoBOro KMHO
C Y4ETOM CTPYKTYpPbl BONLIEOHON CKa3KM U MUda.

B 60NbWUHCTBE C/ly4aeB CTPYKTypa UIPOBOro KMHO, pacCYMTaHHOro
Ha KacCoBbIV yCrnex, CerofHs BbICTPaMBaETCs C ONOPOW Ha NpaBuWia pa3BepTbl-
BaHWS KMHOMOBECTBOBAHNS, OMMCAHHbIE TAKMMU CLIEHAPHbBIMM TEOPETUKAMM, KaK
AH. MuTTa (2008), K. Bornep (2017), P. Makku (2008), . Tpybu (2016), C. dung
(2016), K.M. YalinaHg (2020) v ap. B ocHOBE 3TUX NPaBuU NEXaT 3aKOHbI Knac-
cuyeckon apamatyprum v Tpyasl B.A. Mponna u k. Kamnbenna. MocnegHuni
BbIAENMA MOHOMUM KaK eanHY0 CTPYKTYPY YHUBEPCANBHOTO, EAUHOIO ANS BCEX
KynbTyp Muba, OTpaxatoLiero, B CBOK oYepefb, CTPYKTYpPY 0bpsiaa MHULMaUmn.
AapoM MoHOMU®DA, NexaliM B 0OCHOBE MUMDOMOITUKN, SBASETCS ABVIKEHUE
repos, noapasymeBatollee obpeTeHne NAEHTUYHOCTN Yepes TP NepexoaHbIX
COCTOSAHMS, «yefIUHEHNE — MHULMaUWs — BO3BpaLleHe». o cyTu, MOHOMUG —
3TO M €CTb UAEHTUYHOCTb, (DopMMpyemMas B pesynstaTe NPOXOKAEHWS UCMblTa-
HUI, BO3HMKAIOLLMX HA MYTU [yXOBHOTO CTaHOBAEHMS. «[1yTb MUAONOrnYeckoro
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NPUKOYEHNS repost 06bIYHO ABNAETCS pacllvipeHem hopMybl BCIKOro obpsaa
nepexofa: yefjHeHne — NHMLUMaLmns — BO3BPaLLEHNE, KOTOPYIO MOXHO Ha3BaTb
LeHTpanbHbIM 610KoM MOHOMMUMD» (Kamnbenn, 1997, ¢. 37).

Banskas cTpyKTypa HappaTvea bbina BbisiBneHa [ponmnom Ha matepvane
BONWEBHON CKa3Ku, TOXe onunpatoLleincs Ha 0bpaa MHUUMaLMK, BRI
B cebsi COCTOSHWS NepexoaHoCT (MCxof, NonagaaHne B MHOW MUP, BpeMeHHas
CMepTb 1 BO3BpallleHne B HoBOM kavecTge) (Mponm, 1996).

CeMaHTUYecKne efuHuLbl MOBECTBOBATENbHON CTPYKTYPbI CKa3Ku, DyHK-
uvu Mponna 1 MoHoMud Kamnbenna ctanu ans CLeHapuCcTOB BaXHbIM OpUEH-
TupoM. Bnocneactaun Bornep, onupasice Ha Kamnbenna, pazpabotan nocobune
no CUeHapHOMY MacTepcTBY, PaclIMPKB ero 3aTeM 10 NOAHOUEHHON KHUMK
(Bornep, 2017). B pansHelilieM NoBeCTBOBAaTEbHYO COCTAaBASIOLLYHO CTPYKTYPbI
NyTV repost CCNefoBanu MHOrVe TeOPEeTUKN KMHOApamaTypriin, obpatiasuine
BHVMaHME 1 Ha 3aKOHbI NMPUBIEKATENbHOCTY CHOXeTa [I/18 3pUTeNs, Ha TO, Kakoe
NOCTPOEHNE CHOXKeTa NO3BOUT YAEPIKMBATH BHVIMAHME, U Ha NCUXONOMMYECKYHO
[OCTOBEepPHOCTb ncTopuu (Vogler, 2017).

/laesa o cyllecTBOBaHMM 3aKOHOMEPHOCTe NOCTPOEHMS CLEeHapus cTana
NoNynsipHOW 1 Nerna B 0CHOBY paboT MHOTVX UCCNefoBaTeNeit, KoTopble Npu
BCEM pa3HoOobpa3nm KoNMyecTsa BblfensaeMblX 3N1EMEHTOB U 0CODEHHOCTe
MX COAEPMaHNS TaK MAN MHaYe ONMPanucCh Ha KOHLEeNLMio 06 MCXO[HON CBA3M
KMHOHappaTMBa CO CTPYKTYPOIA CKa30K 1 cofepraHnem MMdoB, Npeactasnsto-
WMMI NYTb repost B BUzAe AyroobpasHow KOHCTPYKLMI, apKL NepPCoHaxa.

MpK CyLLECTBEHHbBIX PA3IMYMSX, JOMOMHEHUSAX U HENM3DEXKHbBIX MOANDLKa-
UMSX CTPYKTYpa NMyTW reposi CoxpaHua 6a130CTb CO CTPYKTYPOI MUda 1 CKasKu.
Kamnbenn paspaboTtan nyTelecTBre repost Kak NpuTyy 0 TpaHCHopMaLym Yeno-
BEKa, BK/IIOYatoLLel B cebs yxoa 13 NpeadblayLien Xu3Hu, MHULMaLMI 1 BO3Bpa-
LweHMe.

Mponn v KamMn6enn onuceiBanm CTPYKTYpY CKa3ku 1 Muda, B OCHOBE KOTO-
PbIX Nexann obpsabl 1 Npexae Bcero obpsaa nHnumaunm, obecnednsatoLin
NpaBUbHbINA NEPEXO] MHNLMMPYEMOro B 6osee BbICOKMIA COLManbHbIi CTaTyc,
obpeTeHne HOBOM MAEHTUYHOCTU. ITOT 06Psa AOMKEH BblN NPOBEPUTHL FOTOB-
HOCTb pellaTh CIOXHbIe 3aa4u, CHabavB HeodUTa HEOBXOAVMbBIMU 3HAHUAMM,
NpUoBLIMB K CaKpabHbIM TaliHaM. MIHMUMaLUWs TECHO CBA3aHa C TeMO CMepTy,
T. K. CaKpanbHOe 3HaHvie MOXHO ObI10 NOMYYKTb TONBKO B MOTYCTOPOHHEM MUPE,
B 3arpobHOM LiapcTBe. [epexos B NOTYCTOPOHHMIA MUP CUMBOMM3KMPOBa CMepPThb
npefplayLero COCTOAHWS, NPeblayLLEn AEHTUYHOCTU, K KU3HI BO3BPaLLIANCcs
y)Ke ApYrol YenoBeK, MOMHOMPaBHbIN Y1eH 0bLLeCTBa, MONYYMBLUMI MECTO B NpW-
BU/IErMPOBAHHO rpynne Nocne NPOXOKAEeHUs UCMbITaHNS 1 YCBOEHWS CaKpanb-
HbIX 3HAHWI O MUpe.
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CTpyKTypa nyTW repost MOXET COCTOSATb M3 PA3HOTO KOMMYECTBa 3Tanos, Ux
MOXET ObITb TPU, NATb, ABEHaALATb, ABaALATL 1Ba, HO NOOOI BapUaHT COaep T
BbIXO[, repost 13 0ObIAEHHOrO MVpa B HaNPaBAeHNN, 3a4aHHOM M1aHOM «A», —
NePeNoMHbIV MYHKT, KOTAa repoi AOMKEH YTO-TO OCO3HATHL UM HEe OCO3HATb, 13Me-
HeHKe NnaHa, CXBaTKy C MPOTUBHMKOM/MaBHOe UCMbITaHve, nobeay (ecnm dunsm
C XOPOLLIMM KOHLIOM) 1 BO3BPALLEHWE Ha3afl, K ICXOAHOV TOUYKE B HOBOM KadecTse.

OfHaKo npu 611M30CTY 3aKOHOB Pa3BepTbIBaHUS NOBECTBOBAHWS, OMK-
caHHbIx Mponnom 1 KaMnbennom, ¢ oHoN CTOPOHBI, 1 TeopeTuKamy KUHoapa-
maTypruv (Bornep, 2017; Tpybu, 2016; Makku, 2008), ¢ Apyroi, OHM paccmaTpu-
BAIOT CTPYKTYPY CKa3ku, Muda 1 KMHOCLIeHapKs C pasHblX TOYeK 3peHus. [ns
Mponna cKa3ka — 3TO 3neMeHT honbKIopa, coxpaHsatoLnii CTPYKTYpY 0bpa3a
NMHULUMAUAN (<MK MHUUMaUMK — ApeBHelWas 0CcHoBa cka3ku» (Mponn, 1996,
¢. 353)), ero ceMaHTM1KY 1 PacCcKa3blBatoLlMiA O TOM, Kak repoi, Npoias UCMbiTa-
Hue B BoNeHbHOM necy, obpeTaeT HOBbIN CTaTyC, HOBYIO MAEHTUYHOCTb (MBaH-
AypaK CTaHOBUTCS MIBaHOM-LjapeBuyem, 3aMmapallika MaleHbKa CTaHOBUTCS
KpacaBwLen ¢ cyHayKom boratcTs). locneaoBaTenbHOCTb 31eMEHTOB pacckasa,
(yHKUMI B TEpMUHONOT MM TpONna, He 04YeHb 3[eCk Ba)kHa; 3Ha4YvMee To, YTO
repoi, CoBepLIaloWnin NpaBubHble AENCTBYS, B hrHane npeobpaxaeTcs. Tak
WAV ViHaYe, HO 3NeMeHTbl KOMMO3MLUMM BOLWEOHON CKa3K1 OKa3anucs npusne-
KaTenbHbIM MaTepuanom /s NoCTPOeHUs CLieHapueB, a NoHUMaHKe Toro, Kak
YCTPOEHO PUIbMUYECKOe NOBECTBOBAHME, OTKPbINO 1OMNONHUTENbHbIE BO3MOM-
HOCTW AN uccnegoBaTenein nrpoBoro kKnHo (Bordwell, 1985).

Bornep, Tpybu, Makku 1 Apyrine TEOPETUKN CLIeHAaPHOIO MacTepcTBa roBo-
pAT O TOM, Kak caienaThb 13 Muda/cka3km GunbM, CTaBs akLEHT MMEHHO Ha noce-
[0BaTeNbHOCTY COObLITUI, KOTOPbIE O/MKHbI HE TOMBKO 06BACHATH NPOMCXOAs-
e C repoem nepemeHsbl, HO ¥ CAenaTb KUHO MHTEPECHbIM, YAEPKMBAOWMM
BHUMaHWe 3puTeneit. XoTa U3MEHEHWS repost B pesynsraTe UCMbITaHus TOXe
BXOAAT B CTPYKTYPY NMYTH, BaXKHbIM SBASETCS NPEXae BCEro aMoLMOHanbHas
BOB/EYEHHOCTb 3pUTENS, Er0 NEPEeXMBaHMS OT YBUAEHHOTO.

B puTyane n cnegytowem 3a HUM Mude MHULUMPYEMbI TakxKe 13Me-
HACA, OH MOMly4an CakpanbHoe 3HaHMe N3BHe, OT BbICLIMX CUT N HAaCTaBHU-
KOB. HO B MIrPOBOM KWUHO, MYCTb ¥ PEANUCTUYECKM BOCMPOU3BOASLIEM CODBITUS,
nogobHas TpaHchopmMaumsa He Bbirnsaena obl yoeanTensHo. [axe ecnu, Kak
B «MaTtpuue» unu «06nacTax TbMbl», repoit cpasy nonyyaeT BonwebHoe cpea-
CTBO, 0becneynBatoLLee CBEPXCMOCOOHOCTU, eMy BCE PaBHO HEOOXOAMMO NOTOM
NpoXoauTb UCMbITaHKs. W TpebyeTcst ncuxonoruyeckoe 0boCHOBaHVEe M3MeHe-
HUIA. A COrnacHo 3akoHaM NCKUXONOT MK, HKaKas HoBas MHPOPMaLMs He MOXeT
KapAVHanbHO U3MEHUTL Yel0BEeKa, eCnu eMy YTO-TO NMPOCTO PaccKasaTth 1an
nokasaThb (Xaiin-3Bepc, Xanrn, OTT, Prorep, 2001). I3MeHeH st BO3MOXHbI, TOMbKO
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ecnvi npeabiayLmi 0bpas cebs, M1pa, npeaplayliie LeHHOCTY U e OKa3annch
HECOCTOSTE/NbHbI MOC/E MEPEXMTOrO KPpU3KMca 1 BCTPEYM C HOBOW AENCTBUTEb-
HOCTbIO, NpeabsBAstoLLel bonee CnoxHble TpeboBaHMs.

CornacHo 3. IPUKCOHY, KM3HEHHbIN LKA NpeanonaraeT nocnenosaTenbHoe
NPOXOXAEHVE BOCBMU CTafMI Pa3BUTUS IMYHOCTU. [1epexof Ha Kaxayto cneayto-
Lyto CTaamio obecneynBaeTcs ycnelwHbiM hopMrMpoBaHMeM HOBOOOPa3oBaHWi,
NO3BONSIOLLMX aAaNTMPOBATLECS K 3anpocaM aKTyanbHOM CoLManbHOM peanbHOCTL.
Ho camo opmMmrpoBaHye CTaHOBUTCA BO3MOXHbBIM TOMBKO 3@ CHET MPOXOXAEHMS
TaK Ha3blBaeMOro HOPMaTVBHOMO KPY3Kca, BO3HUKAIOLWLETO MOTOMY, YTO HYENOBEK,
nocTeneHHo B3pocnes MU3N0NOrMYECKM, Ha KaXKAOoM 3Tane CTaHOBNEHNS OKa3bl-
BaeTCs He roToB K HOBbIM TpeboBaHMSM CPefbl, U3MEHSIOLLVMUICS Ha O4epeHOi
BO3PaCTHON CTaamnut (HOPMUPOBAHMNS NAEHTUYHOCTU (IPUKCOH, 1996).

TaK v repon, AercTBYs Ha OCHOBE Npeablaylero 3HaHua (obpasa cebs,
MVpa, LEHHOCTEN, LUenen vkenaHunit), Ao/mKeH NoTepneTs Kpax, 3alTu B TYMMK
AN TOro, YTobbl BOCMPUATUE HOBOM MHMOPMaLMK (CKa304HOro BOMLLEDBHOrO
CpencTsa) 6bi710 B NPUHLMMNE BO3MOXHO, a U3MEHEHE repost BbIMAAEN0 N1OrMYHO
1 060CHOBaHO. [ePOI AOMKEH BCTPETUTLCS NMLIOM K 1KLY CO CBOUMM BHYTPEH-
HVIMW AeMOHaMW 11 3aBEePLUNTb apKy CBOero pa3sutus (Yainarg, 2020, c. 56).

OpHako Npu 6AM30CTH CTPYKTYPbI bribMa CTPYKType Muda 1 cKasku,
CTPSATCSH OHM Yy Tb Ha Pa3HbIX OCHOBaHUSAX.

MrpoBoe KMHO — KOMMEePYEeCKUIA MPOAYKT U AOMKHO HPaBKTbCS 3PUTENSAM.
A 3HAUUT, LOMKHO ObITh BbICTPOEHO TaK, YTOObI YAEPKMBATL X BHUMAHME, U, YTO
O4Y€eHb BaXHO, I'IpOI/ICXOLLﬂLLI,I/IQ C repoaMm N3MeHeHNA OO/MKHbI 6bITb ncmxonoru-
YeCKM 0DOCHOBAHbI.

3a 3MOLMIOHANbHYI0 BOBNEYEHHOCTb 3puTeNel 0TBeYaeT CUHTAKCUC BbICKa-
3bIBaHWSA (TO, KaK pacckasaHa WCTopus), a 3a NOHMMaH1e NPOUCXoasALero —
CcemMaHTuKa (To, 4TO COAePXUTCS B pacckase, YTo OH B cebe HeceT). 1 UMeHHO To,
Kak byfeT opraHnM30BaHO BOCMPUSTIE, KaKue dNeMeHTsl nonaayT B hoKyC BHU-
MaHWs, 1 KaKol B pe3ynbraTe ByAeT BbICTPOEH relTansT, v byaeT onpeaensTb
B KOHEYHOM WUTOTe CeMaHTUKy dunbma. IHOrAa He3aBMUCKMMO OT 3aMblCa co3fa-
Tenei unv gexknapupyemon naen dunbMa cnov CUHTaKeKca 1 CeMaHTVKKU B NMpo-
13BeAEHNM Janeko He rapMOHUYHO AONOMHSIOT APYT AApYra, @ B3aMMOAENCTBYIOT
KaKk KOHMNVIKTYIOLME CTPYKTYPbI. PaccMaTpriBas npupoay Muda Kak IMHIBUCTY-
yeckoe 06pa3oBaHue, <IUHMBUCTUYECKNI 06beKT», K. /leBn-CTpocc aHanmau-
poBan MuUdeMHbIe rpyMMbl Kak BEPTUKANbHO COYNEHEHHbIE CIOETHbIE TPy Mmbl
(NeBun-CTpocc, 1985, ¢. 183-207). NapaanrmanbsHbiii noaxon /leBu-CTpocca no3Bo-
NSIET YYUTbIBATb HEe CTO/bKO Pa3BepTbIBaHVE OIHOW, BO3MOXHO, IMaBHOI nose-
CTBOBATENbHOW IMHNM, HE @AVHCTBEHHbI BAPUaHT MCTOPUN, CKOBKO COYeTaHme
Pa3HbIX CIOKETHbIX MOCIEA0BaTeNbHOCTEN flaXe BHYTPY OfIHOMO TeKCTa. AHanms
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BEPTMKaIbHO PACMONOMKEHHbIX Y3/10B KOMMO3WLMN, KOT/la CHOKETHbBIE 3/1EMEHTbI
NOBECTBOBaHNS HaXOASTCS OAVH Haf, APYT 1M, MO3BOMSET HE TOMBKO BbISIBUATb KOH-
CTPYKTVBHbIE 3NEMEHTbI AVHOTO LeN0ro BbICKa3blBAHVIS, HO 1 PACKPbITh Yepes
COMOCTaBMeHNe Pa3HOYPOBHEBbIX 06Pa30BaHNIA X CMbICIOBOE HAMNO/HEHWE, TaK
e KaK Yepes aHan3 CMHTAKCMCa OTKPbIBaeTCs mybuHa CEMaHTUKM.

370 3HaYMT, YTO aHaNM3MpPOBATL NPOUCXOAsLLEe C reposimu, habyny UcTo-
PUM HY)KHO, Y4MTbIBaSH 1 3aKOHbI MOCTPOEHMS CKa30K, MOPONOrio CKasku, T. e.
FOPVI30HTANIbHYIO OPraHy3aumnio pa3BepTbiBaHUs KMHOMOBECTBOBAHWS, 1 BEp-
TUKaNbHYIO CTPYKTYPY 3NEMEHTOB KOMNO3MLMM DUAbMUYECKOTO BbICKa3bIBAHWS,
COOTHOCS WX MeXy COboM.

B HopMe cMHTaKcuc (Cnocob noBecTBOBaHMS) 1 CeEMaHTKa (CoaepaHue)
JO/MKHbI BbITh COrNacoBaHbl. /1 UMEHHO aHanmn3 cnocoba N3NOMEHNS, CUHTaKCMCa,
OTKPbIBAET [JOCTYN K CEMaHTMKe. IMEHHO aHanu3 CHTaKcKca NO3BOANUT BUAETD,
Kyaa UAeT repoi, 4TO C HUM MPOUCXOANT U, B HEKOTOPBIX CIy4asix, KTO B hunbme
NPOTArOHNUCT, T. K. FEpO — 3TO TOT, KTO A€PXKUT apKy, Ybl M3IMEHEHUS CIOXeT
1 060CHOBbIBAET.

APKA MEPCOHAXA — ABUFATE/1Ib UICTOPUN!

ApKa 3BOMKOLMM NePCOHaxa — BOT YTO NPUBOANT B ABVKEHME UCTOPUIO,
noBeCTBOBaTENbHYO CTPYKTYPY dunbMa (YarinaHa, 2020, c. 51). Apka — 3To Tpa-
EKTOPWS ABVIKEHNS reposi, COCTOsAWas 13 ero AecTBMIA. ECnu repolt u3MeHseTcs
B NONOXNTENBHOM HarnpaBneHuK, apka MMeeT BbIrHYTYto opMy, HanoMmHas cooT-
BETCTBYIOLLYIO apXUTEKTYPHYHO KOHCTPYKLMIO C BXOAALLMMY B HEE SNeMeHTaMu.

CornacHo cTpykType Muda (Kamnbenn), Mopdonorviv BonwebHOM Ckasku
(Mponn) 1 KaHOHWYECKOW CTPYKTYpe ApaMaTyprim UrpoBoro KMHo (MutTa,
Bornep, Tpyou, Makku 1 Ap.), UICTOPUS HaYMHAETCs B 0ObIYHOM MYUPe, e repol
CTaNKMBaeTCs C HefocTavel, yuepbHo Npobnemon, 3acTaBAstoWEl BbIATH
13 MPVBbLIYHOW Cpefbl 1 MOrpy3nTbCs B MHOM, BONWebHbIN Mup. Llens nyTe-
WeCTBUS — BO3MECTUTb ylUiepo, HalTn NOTepsSHHOE 1 BEPHYTLCS K TOMY, HTO
6bin10. LieHTpoM NyTv SBNSETCS BCTPEYa C fapuTenem, yCTpaviBaloLyM — 4acTo
KeCTKMe — UCTbITaHUs, OTKPbIBatoLLMe nepef, repoem BO3MOXHOCTb Pa3HbIMU
cnocobamu Nony4YrTb BOMLWEOHOE CPeACTBO, MO3BONSAIOWIEE FePOI0 3MEHNTHCS,
nobeaunTb BParos 1 JOCTUYb XKENaemoro.

OfHaKo B UCTOPWW, BEIMSASLLEN YOeanTenbHO Ans 3puTenei, nonyveHne
1 NPUHATUE BONLIEOHOro CpefcTBa AO/MKHO OblTb 060CHOBAHO COBepLIaeMbIMY
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repoem oWmnbKamu, T. K. IECTBOBAN OH UCXOAS U3 MPEXHMX HEeBEPHbIX yoexae-
HWI 1 He BUAS TOTO, 4TO B MPOLECCe MCMbITaHN OTKPLIBAETCS eMy 0 cebe camomM.

Ho v no Mponny, 1 no Kamnbenny yuiepb HMKoraa He cnydaeH. B obpsaae
VHULMAUUM UCMBITYEMbIA OTNPABASETCS B MyTb MOTOMY, HTO €Ll He FOTOB K MUpY
B3POC/IbIX M TOTOBHOCTb 3TY AOMKEH [10Ka3aTb.

B dunbmMax BcTaBwas nepef repoem npobneMa onpenensercs BHyTpeH-
HUMK ero NpobnemMamu, COBCTBEHHOW ero yilepbHOCTbI0. A 3HaYUT, NepBOHa-
YaNbHbIV NAaH He MOXET ObITb peann3oBaH, T. K. NPeOAONEHME BO3HUKLILIEN
TPYAHOCTM NPW COXPaAHEHNN NCXOAHOMO COCTOSHNS HEBO3MOXHO. HY)KHO Kave-
CTBEHHOE M3MEHeHNe MMYHOCTK, MPOUCXOAsLLEE NOA BO3AEUCTBMEM HOBbIX
YCNOBWI, HOBOW peansHOCTH.

MepBOHaYanbHbI NnaH 0653aTelbHO AO/KEH NPOBANNTLCS, repon —
noTepneTb BpeMeHHOe NMOopaXeHue, YToObl MONYYNTb BO3MOXKHOCTb YBUAETH
NPUYMHBI NpoMCLIeAWero B CaMoM cebe, M3MEHUTLCS 1 TONbKO 3aTeM AOCTMYb
nobepbl 1 BEPHYTHCS B CBOW MUP 0B6HOBAEHHbIM (Bornep, Tpybu, YainaHa,
Makku). B xopolem clieHapuu, NoBeCTBYOWEM 00 N3MEHEHUN reposi, repo
B Havasne B 4eM-To cebst 0OMaHbIBAET; 3TOT 0OMaH UK 3abnyxaeHve emy 0bxo-
AATCs o4eHb foporo (Tpybw). B onpeaeneHHOM ToUKe pa3BUTUS AeNCTBUS ero
XKAET Kpax U CreaytoLlas 3a HUM «MPOrpeccus YCAoXHeHU» (Tpybn), koraa npex-
HAS Cxema NyTW JOMaeTcs U MAET He NO 3aAaHHOM TPaeKTOPUK, U CAOKHOCTU,
BbI3BaHHbIE KOH(IMKTOM, HAPacTatoT OT CLEHbI K CLEHE.

TatoKe B CKa3Kkax 1 Mudax, eciv repoto CyxaeHo nobeanTs Bpara, BHavane
OH BCerga TepnuT NopaxeHue 1 TONbKO NMOTOM, 0CO3HaB OWUbKN 1 cobpas-
WWCh C HOBBIMUM CHNaMK, NOBeXaaeT. 3TO BPEMEHHOEe NMOopaXeH e UMEET ABON-
Hyt0 hyHKLMI0. OHO MOKa3bIBAET, YTO B MCXOAHOM COCTOSIHUM repoil Obin cnab,
1 OHOBPEMEHHO 0becrnevnBaeT 3puUTeo CMEeHY IMOLUI.

HO LIEHTPOM apKM, «3aMKOBbIM» KaMHEM, AepHaLnM Ha cebe BCH apXMTeK-
TYPHYIO KOHCTPYKLMIO, IBASIETCS MOMEHT 00 MOPaXeHUs, T. e. CUTyalus, Koraa
repoi Mor 6bl YBUAETb NPaBUIbHOE HaNPaBNeHVie ABMKEHUS, OIHAKO MOMEHT
3TOT NponycKaeT. TaKoBOW, COrNacHO YalinaHp, BO3HMKAET, KOTAa repoit okasbl-
BaeTCs MeX[Y UCTVHON 1 NOXbIO, 1, XOTS C UCTUHOW y)Ke BCTPETUCS, Ha CO3Ha-
TeNbHOM YPOBHE 0TKa3aTbCs OT NepPBOHaYanbHOro 3aby)KaeH!s ellle He roToB.
B pe3synbraTe repoli OKasbiBaeTCs B IOBYLIKE MY ABYMS HECOBMECTUMbIMY
ybexpeHuamu (Yainang, 2023, c. 93), 4TO 1 NPYBOAUT K TOMY CaMOMY BPEMeH-
HOMY MOPaXEHMIO.

B TepMmuHonorim Tpybu — 370 «aTaka COO3HMKay, T. K. 4aCTO APYr, COo3-

HVIK repost B cepefiHe dunbMa KpUTUKYET repost Ui faeT eMy npaBuibHbINA
COBET, HO repoit ero oTBepraeT. 3T0 MOXET BbITb Nt0O0V MOMEHT NPONYLLEHHOTO
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NpPO3peHus, Koraa repoit UrHOPKPYET NOACKA3KW 1 NPOAOIKAeT MyThb K Lienu,
NOCTaBNEHHO elle B COCTOSHUM €10 NMPEXHEN UAEHTUYHOCTY, K HEMUHYEMOMY
NOPAKEHNIO, TONBKO NMEPEXMB KOTOPOE OH CMOXET U3MEHUTLCS. Takoe npony-
LEeHHOEe NPO3PEHNE MOXKET BbINOMHATL (DYHKLMIO KPAeyrosbHOro KaMHs apKu,
MOMEHTA, B KOTOPOM MOSIBASIETCS HOBOE 3HAHMeE repost 0 cebe 1 peansHoOCTH,
HO OTBepraeTcs BO MMsl COXPaHEeH s MPUBbLIYHOTO.

ApKa nepcoHaxa NpeacTaBnaeTcs Hecyllel KOHCTPYKUMEN, Ha Hell nep-
HUTCS UCTOPYIS 3MEHEHWI repost, OHa He AiaeT PacnacTbCs NOBECTBOBATENbHOMN
TKaHU, POKYCUPYS BHUMaHKME 3pUTENSs Ha repoe, ero NPUKMIOYEHVISX U MPOUCXO-
ASUX C HVIM BO BPeMst ABWKEHUS K Lenn nepeMeHax nof BAUSHUEM BHELIHUX
CWA VNN BHYTPEHHWMX NPOLECCoB.

APKA BAPBEN: CUHTAKCUC B OBEXO/, CEMAHTUKM

Ecnv op1eHTMPOBATLCS Ha BHELWHIOW KaHBY CloxeTa, nctopus bapbu —
3TO CKa3Ka 0 NpeBpalLeHmm KyKibl B YenoBeka'. KakoB e CUHTaKCUC 3TOM UCTO-
pUK, Kak OHa pacckasbiBaeTcs?

®rnbM HauynHaeTcs ¢ 0603HaYeHUs TeMbl reHAePHOI 3MaHcKUnaumn, no-
ABMBLUAsCS Kykna bapbu nobyanna AeBoYeK, rpatoLLvx B 4OHKU-MaATEPU, BbIOPO-
CUTb NYNCOB, 3aMEHNTbL VX KyKNamuy — NpeKpacHbIMU B3POCbIMU KEeHLMHAMU.
Tenepb AeBOYKM MOTYT BUAETH B Kyk/ax cebst B byayllem 1 nrpatb He NpocTo
B Mam, a B TO, KEM OHW MOTYT CTaTb — BO Bpayell, 1eT4nL, afiBOKaTOB, NucaTeb-
HUL 1 Np. Tak kak Bapbu MOXeT CTaTh KeM YrofHo, 3TO faeT AeBOYKaM Hadexay,
4TO OHM TOXeE MOTYT, KOrAa BblpacTyT, CTaTb KEM 3aXOTAT, @ 3Ha4UT, peasnbHas
KyKna bapbu paboTaeT Ha NpeofoneHne reHaepHoro HepaBeHcTBa. KaxeTcs,
4TO C CaMOro Havana B hunbme yTBepxaaeTcs GeMVHUCTCKas NAeonorus 1 4To
repouHs, BCTYNMB B 60pbOY 3a reHaepHoe paBHoMNpaswe, HalaeT cnocob npe-
0f0neTb HepaBeHCTBO NonoB. OcobeHHo 3TO 3aMeTHO, Kkoraa bapbu nonapaet

1O ponu Kykon B cUCTeMe KynbTypbl cM.: fonoBayeBsa, P.M. (2003). ObpsiaoBble Kykbl. Kykbl-
obepern. Kanyra, 2003. Kobluesa, E.W. (2003). Kykna B ananore kynbtyp. Vbxesck: /3a. nom
<YaMmypT, yHT». SloTMaH, K0.M. (1992). Kyknbl B cucteme kynbstypsl // lotman HO.M. M36paHHble
cTaTby: B 3 ToMax. TannuH: AnexcaHapa. T. 1. C. 377-380. Mopo308, N.A. (2011). deHoMEH Ky-
Kbl B TPAAMLMOHHOW 1 COBPEMEHHOW kynbType (KpoccKynbTypHOe nccnefoBaHme naeonorm
aHTponomopdusma). M.: MHapuk. Mopo3sos, M.A. (2009). ®eHomeH kyk/bl 1 npobneMa ABOK-
HMYECTBa (B KOHTEKCTE MAeonorun aHTponomopdursma) // Xueas kykna: Co. ctatei. M. PITY.
MocTHuKoBa, E.M. (1990). Urpywka Kak GeHOMEH 3CTETUYECKON KynbTypbl: ABTOped. auC...
KaHg. hmnoc. Hayk. CBepanoBcK. Innage, M. (1998). AsmaTckas anxumus, M.: ArHyc-K.
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B WTA0-KBApTMPY KOMMNaHWn «<MaTTen», rae BO BNACTV NPeACTaBAeHbl OAHN Myx-
YMHBbI, KOTOPblE BUAST B HEWM (M1Wb) KyKy. XOTs Aanee, BepHyBWYCh B bapbu-
NEHA, TEPOMHS OXOTHO UCNONL3YET B 6bopbbe C KeHaMu KeHCKMe Yapbl, 4TO Npo-
TUBOPEYUT NocTynatam pemmHm3ma.

Puc. 1. Bap6u u 3epkano. Kagp us ¢punbma?

B obblaeHHOM Mupe bapbuneHaa 6apbu 3aHMMaloT rocnoAcTBytollee
NONOXKEHWE, OHV UTPAIOT PO aABOKATOB, BPaYel 1 NeTHULL, AEMOHCTPUPYS
6e3rpaHvyHble BO3MOXHOCTU MEHLWMH. KeHbl coCTaBnstoT 6apbu KomnaHmto
1 NOMHOCTBIO OT HUX 3aBUCST. B 3TOM Mype Bapbu uaeansHa. Y Hee naeansHoe
NNACTUKOBOE TENo, eli HeBeoMa YCTanoCTb, nevasns, COMHeHWs B cebe, oHa Bceraa
pagocTHa. MpuBbIYHOE TeYEHWE XIM3HI BHE3AMHbIM 0OPa30M NpepbiBaeTcs, Koraa
Bapbu BApYr olyLiaeT yuiepb, ell B ronoBy BHE3AMHO NPUXOAST MbICM O CMepTH,
a Teno Ha4YMHaeT TepsiTh CBOE COBEPLIEHCTBO. 5apbu OULyLIAET 3TN U3MEHEHMS KaK
KaTacTpoduyeckme. CornacHo Teoprin Maxkku, M3MeHeHe BHELHVIX YCII0BUIA, NPy
KOTOPbIX CTaHAGPTHOE NOBEeHNE NepecTaeT AeACTBOBATb, MOXET CTaTb OCHOBOW
KOHMINKTE, T. €. 3aBSA3KOM CloXeTa. IMEHHO 3TO 1 MPOUCXOANT B PUIbME — «Cy-
ThIBAHVIE» MUPOOLLYLIEHWI KyKibl 1 ee Bnagenvubl. OfHako, No MHeHuo Tpybu,
B «<XOPOLUEM CLieHapyn» yliepb AomKeH BbITb PE3YNETATOM HEKOErO M3bsiHa CAMOTo
reposi. B naHHoM dunbme xe yulepb oT AencTBMin bapbn He 3aBUCHT.

CemaHTuKa yulepba coCcToUT B 0603HaYeHMM HanpaBneHns ABMKEHUS,
TO, Kyfla CTPEMUTCS repoid, ero LUeHHocTel 1 uenel. Ans bapbu 310 cTpem-
NeHvie BEPHYTb TeNecHoe COBEepLIEHCTBO, COXPaHWTh HEM3MEHHOCTb 061Ka
1 NepeXMBaHU NOCTOSHHOTO cHacTbs. Ho camoe raBHoe — CTpax KOHEYHOCTH
HIU3HU, pa3pyLieHuns Tena, CTapeHus AOMKEH BbICTYNAaTh B Ka4eCTBe 3aAatollero

2 WctouHmk  un3obpaxenns: URL:  https://people.com/movies/barbie-movie-set-pictures/
(26.09.2024).

HAYKA TEIEBUAEHMA 21 (1), 2025 89 THE ART AND SCIENCE OF TELEVISION


https://people.com/movies/barbie-movie-set-pictures/

HanpaeneHue NyTu Havana, ONPeAensioero N KOHeYHY TOYKY ABVIKEHUS,
¥ NOTUKY CMbICNA NOCTYNKOB CybbekTa. [ipyroe feno, 4To COBPeMeHHbIN Mnb-
raMell MacCKy/bTa, Hanpasnsschb 3a LBeTKOM beccMepTus, nub geknapa-
TUBHO NPYXOAWT K MAee NPUHATUS COBCTBEHHON CMEPTHOCTU, NMLUb Ha CNIoBaX
YTBEPXAET CTPEMIEHVE K TBOPHECKOMY CO3MAAHMIO KaK NPOAOMKEHNMIO cebs
B HeCKOHEYHOCTH. B peanbHOCTY e pellaeT npobaemy KOHeYHOCTU BbITuS
B OECKOHEYHOCTM POOBOVI XIM3HM, B (DV3NYECKOM Pa3MHOXKEHNN, O YeM Kpac-
HOPeYMBO rOBOPUT 1HaNbHas clueHa dpunbma.

Puc. 2. bap6u comHeBaeTcs. Kapp us ¢punbma®

YT0bbI Y3HATB, KaK BEPHYTb BCE Ha3af, repouHS OTMPaBsEeTCs 3a CoBe-
ToM K CTpaHHoM bapbu, BbINoAHALWEN MYHKLVIIO NPONMNOBCKOro NOCPeaHMKa.
Ta geliCTBUTENbHO SBNSETCS NOCPEAHUKOM, NPUHAANEeXa A4BYM MUPaM OfHO-
BpeMeHHo. OHa KyKna 6apbu, HO NvilieHa ee aTpUOYTOB — OHa HE COBEPLIEHHA.
W, BO3MOXHO, MO3TOMY MHOTO 3HaeT v noHuMaeT. OHa 3HaeT, KaK ycTpoeHa
peanbHOCTb, YTO MPOM30LWNO € Bapbu 1 YTO HYXHO AenaTb, HTOObI BEPHYTb MPEX-
Hee cocTosiHWe. TyT Bapby y3HaeT, YTo OHa — 3TO NPOEKLINS CBOEN XO35KN (KTO
3Ta BNafennLa, elle He 3HaeT), a rpyCcTb U COMHEHWS TOW KaK-TO CBS3aHbl C CamMol
Bapbu. Takum 06pa3om, nepexos bapbu 13 KyKONbHOrO MUpa B YeN0BEYECKN I,
N0 CyTH, yxe Havancs 6e3 BefoMa 1 ycunmnii camoin bapou.

Kak gaputens, CTpaHHas bapbu BpyyaeT bapbu OMpPKEHLWTOKN BMe-
cTo Tydenb Ha kabnykax, npeAnaras 0TKasaTbCst OT KpacuBoW (hopMbl pagm

3 NcTounHuk wm3obpaxerus: URL: https://daily.afisha.ru/news/78450-v-prodazhe-poyavilsya-
parfyum-barbie-s-cvetochno-fruktovym-aromatom/ (05.02.2025).
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«COAEPHKaHMS», BOSMOXHOCTH U3MEHUTBCS U «y3HATb TalHbl BCENEHHOM». (Bepo-
ATHO, Mbl MOXEM OXMAaTh NPUOBLLEHWNS K 3TWUM TaliHam? I Toro, 4To B hmHane
3TV TaViHbl Mbl y3HaeM TOXe?)

B pe3ynbraTe nnaH «A» chopMmpoBaH — bapbu Hy)KHO NOWTK B MUP NtOAEN,
HaWTV CBOIO BAadenviLy, pacnyTaTb Npov3oLeee CMeleHne 1, Takium obpa-
30M, BEPHYTbHCS B MCXOAHOE COCTOsIHKE. BONpoc o ToM, 4ToObI nepecTaTh HbiTh
npoeKUmelt rpatoLLero C KyKom YenoBeka, He NoAHUMaETCs.

CornacHo Tpybu, 3aeck AoMKeH bbl NOSBUTLCS BPar UM CONEPHUK, MOTH-
BMPOBaHHbIN TOM e Liefbio, 4TO U Yy repost, HO Mbl MOKa ero He BMAMM. Bonpoc
C BparoM B MuabMe OCTaeTCs OTKPbITbIM.

Puc. 3. HectaHpapTHas Bap6u. Kagp u3 dunbma*

BO/ILEBHOE LLAPCTBO

Bapbu nokmaaeT CBOM NPUBbLIYHbBIV MUP 1 BMeCTe ¢ KeHOoM nepemellaeTcs
B KaK Obl peasnbHblii, HO Ha CaMOM fiefle He O4eHb peanbHbii, Mup. «Mepexop
nopora gBnsetcs GopMoit caMmoyHUYTOXKeHMS» (Kamnbenn, 1997, c. 56): bapbu
KaK KyKna ymepna v fanbHelwnii ee nyTb AO/MKEH NPONeraTh K nepepoxmie-
HWIIO, HO IO HY)XXHO 3aC/y)X1Tb, NP0 YePe3 MHOTOYAEHHbIE UCMbITaHUs. Mup
NtoAeN — 3TO TaKoW CBOe0OPa3HbIV «BOMLWEOHbIN NeC», MECTO, e repoit AOMKEH
BCTPETWUTHCS C MOTYCTOPOHHUMM CUNaMK, y3HaTb 4YTO-TO O cebe, YTO-TO Npea-
HasHa4YeHHoe UMEeHHO Ans Hero. [leicTBuTensHo, bapbu 1 KeH okasbiBatoTcs
B Pa3HbIX MPOCTPAHCTBAX U BUAAT pasHoe.

* VicToyHnk nsobpawenus: URL: https://dzen.ru/a/ZMfYyOPjkwTA2qLV (24.08.2024).
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Bapbu y3HaeT, 4To OHa He BAOXHOBASET MIOAeN, YTO OHa He naean, a npea-
MET CEKCUCTCKMX LYTOK, @ MO3XeE BbISCHAET, YTO B MUPE N0 HYXKHbI AEHBIN.
MepBoe NocnaHmne oHa ycBavBaeT, a BTOpoe — NpomnycKaeT.

C NOMOLLbIO TOM e BONWEOHON CUbl, MONOXMUBLLEN HaYana U3MEHEeHNN
ee Tena, bapbu HaxoauT CBOIO Bagenuniy — AeBoUKy-noapocTka Cauly, KoTo-
PO, KaK OKa3blBaeTCsl, KyK/bl Y)Ke AaBHO HEMHTEePEeCHsb!; bonee Toro, oHa pac-
cMaTpvBaeT bapbu Kak 0NvLETBOPEHNME «CEKCYaNV3VPOBAHHOMO KanunTanmn3ama,
NPUBMBAIOLLETO XEHWMHAM 4YBCTBO HEMOMHOUEHHOCTY. [1oNy4aeTcs, 4To BOA-
WebHbI MUP NPOAO/MHKAeT HayaToe B 06bIAEHHOM Pa3pyLieHe COBEPLIEHCTBA
Bapbu, 4ONOAHNB N3MEHEHMS Tena KpylleHneM obpasa cebs. Hapumccuyeckoe
naeansHoe «f» yTpaurnBaeT CBOI LENOCTHOCTb MPU CTONKHOBEHWM C YCIIOBHOM
peansbHOCTbIO.

Mpw 3TOM 3afada pacnyTaTh y3en — TO, 3a YeM OHa OTNpaBuiack B nyTe-
WeCTBMe, — OCTAeTCst HepeleHHOM, XOTs U He Mo B1He bapbu. MnaH «A» He To
4TObbI NPOBANNACS, HO K €ro peanunsaunu bapbu gaxe He NpUCTynana, KaxeTcs,
3abbIB.

30ecb MOXKHO BMAETb OTCTYMAEHME OT CEMaHTWKX Muda 1 ckasku. Monas
B Bo/WebHOE NPOCTPaHCTBO, FePOM AOMKEH CTONKHYTHCS C MEPBLIMU NCMbITAHW-
aMu. «<Hanbonee BaxHas dhyHKLUMS 3TOrO neprioga NpUBbIKaHUS K 0COBEHHOMY
MUpY — UCMbITaHKe» (Bornep, 2017, ¢. 278). Ho bapbu HK C KaKUMK UCTIbITAHUSIMN
He CTaNKMBAETCA, XOTA NPOAOMKAET HEMPON3BONbHO MEHATBLCA.

[lanee «CTpaXHUKW-NPUBPATHUKM» OCTaBNAOT bapbu B «4peBO MaTepu»,
B rMaBHOe 3[aHne kopnopaunm <Matren», K CBOMM CO3[aTeNsaM.

B cka3ke 3TOMy COOTBETCTBYET nellepa, U3bywka babbl Aru, Hekoe
cakpanbHoe MecTo. COrnacHo CTPYKTYpe BONLWEOHOW CKasKku, purypa MHMUMK-
pytoLero, obuTatoLLelt B 3BYLLKE Ha KypbX HOXKax babbl Aru, MOXeT BbITb Kak
Aatollen YTO-TO BaXXHOe, TaK W 3101, CTpeMalLeincs repos (reporHio) CbecTb.
He3aBucrmo oT 3Toro fira — obuTaTens MyYpa MEepTBbIX, MePCOHAX NMOTYCTOPOH-
HWI, 0bnafatolnii cakpanbHbIM 3HaHKWeM. Mo Kamnbenny — 3To Tepputopus
BCTPEYN C MUHULUMMPYIOLWMM OTLOM, A0 CMEPTU Nyratolinmm pebeHKa, Ho U Harpa-
Xoarwmm cTaTycom. KOMMNO3nUMOHHO — 3TO LeHTP NyTK repos, B CKaske — 3TO
MEeCTO, Tie eMy NOANEXUT NPONTY UCTIbITaHWE, MEPEXUTb KPU3NC, YMEPETb
1 BOCKPeCHYTb. ECnv NepeBoanTb Ha S3bIK MHULMALMK, OH LOMKEH YyMepeTb
B OALHOM CTaTyCe N BOCKPECHYTb B APYroM. 3TO BOWEOHOE MECTO, B KOTOPOM
repon JOMKEH NOAYYNTb BONWEBHOE OpyXKMe, NPUOBLWNTLCS K TalHOMY 3Ha-
HWIO ¥ M., YTO AO/HKHO NMOMOYb EMY B rMaBHOM cxBaTke. CornacHo YannaHg —
3TO MOMEHT, KOrfla repoto HagNeXnT y3HaTb UCTUHY, OAHAKO OH elle Npofon-
XaeT AepXaTbCs 3a TOXKb, KUTb NMPOLWAbIMY LLeNSMU U LEHHOCTSMMU, NPUMEHSTb
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CTapble HaBblkK. B N1t060OM criyyae 34ecb NPOTaroHWCT AOMKEH Y3HaTb YTO-TO
BaXKHOe, YTO NOTOM ByaAeT MCNONb30BaHO ANs ero nobesl 1 NpecbpaxeHus.

BHelwHe Bce 370 B ubMe NPUCYTCTBYET, NPaBuia pa3BepTbiBaHNs KUHO-
NOBECTBOBAHMWS COBMIOAEHbI, BCE CUHTAKCUYECKMe KOHCTPYKUMK KHeMaTorpa-
(br1YecKoro BbICKa3biBaHWs Ha MecTe. ECTb BalHs WwTab-kBapTUpbl «MaTens»,
eCTb BaXKHble BNacTHble hurypsl. Ho Ha ypoBHE CEMaHTUKN HUKAKOW SICHOCTY
HeT. B balHe cHOBa NOsIBNSETCS TeMa reHAepHOro HepaBeHCTBa, Tam bapbu
BHa4asne BCTPEYaeTCsi C COBETOM AVMPEKTOPOB «MaTtTen» 1 06HapyX1BaeT, 4To
BCEM PYKOBOASAT He WEHUWMHbI, Kak B bapbunerae, a My»unHbl. K paspylieHnto
NNNKO3MIA 0 COBCTBEHHOM MecCTe B Mupe AobaBnseTcs pa3pylieHue Uno3uni
0 MeCTe XeHLIMH B M1pe BoobLe.

[vipekTop npeanaraet bapbu peanv3oBath NnaH «A» — 3aKpbiTb NopTan
M BEPHYTbCS Ha3af B UIPYLIEYHbI MUP C naeanbHbiM Tenom. OH, BEPOSTHO,
BbIMOMHAET DYHKUMIO 3M10W ArK, MbiTalolWencs oTNpaBUTb VIBaHyLWKy B Neys,
WwamaHa, KOTOpbI XO4eT 3aTalluTb repost B CMepThb. B KayecTse neyu, mecTa
CMepTH, 3[1eCb BbICTYNAET peanunsauys nnana «A», noptan B npexHuin Mup. OHa
OTKa3bIBAETCS OT MnaHa «A», He CaguTCs Ha nonaty Aru v cberaer.

Mo CTPyKType 3TO ObINO UCMbITaHNE, KOTOPOE FEPOUHSA AOMKHA MPONTH.
OTKa3 CHOBa CTaTb COBEPLWEHHON KYKMNOM NOrMYHbBIM HE BbITASANT, MO HUKAKKX
APYrux Lenel noka He 0603Ha4veHo. BeposiTHO, OH CBsi3aH C MPOAOMKAIOLLMMUCS
N3MEHEeHNsIMM, C MOCTEMNEHHbIM O4enoBeYnBaHemM bapbu, nosgsneHnem y Hee
CMeKTpa YenoBeYecKmx YyBCTB. HO 3TO He 3acnyra bapbu: cama oHa Huyero gns
3TOro He fenana.

[anee Bapbu BCTpevaeTcs ¢ lyxoM CBOeW co3faTensHuLpl PyT XaHanep,
obuTatouleit Ha KyxHe. PYHKLMOHANbHO 3TO BCTPeYa C MPOBOAHUKOM 13 3arpob-
HOTO MMPa, KOTOPbIN AOMKEH CHAabAUTb reposi BONWEOHbIM CPEACTBOM A5 I1aB-
HOM 6KTBbI. PyT coobuiaeT bapbu, 4To nyylie AyMaeTcs 3a KyXOHHbIM CTOJOM,
a XeHUWMHbI B «MaTTen» fienatoT YTo-To ropasfo bonbluee, yem paboTa. Beé. Tak
KaK 3TO BaXKHbIV 3/1eMEHT CTPYKTYPbI, CTOUT Ha HEM OCTaHOBWTLCS NMOoApoOHee.

Havano dunbma cTaBUT HOKYC Ha ABYX TEMaX, He O4YeHb CBA3AHHbIX ApYr
C ApYroM: O MeCTe eHLLMHbI B 0OLLECTBe/reHAepHOM HEePaBEHCTBE 1 O HeXxena-
HVM Bapbu CTAaHOBUTbLCS YEN0BEKOM.

XenaHue 0CTaHOBUTb O4EeN0BEYMBAHME COCTABNSET NAaH «A». HO TO, 4TO
Bapbu y3HaeT B 6allHe, To, 4TO coobllaeT el PyT, HUKaK He CBSA3aHO C TEMOWA
NPOTUBOMOCTABNEHUS KYKONbHOMO ¥ YeN0BEYECKOro, — Hanpumep, C LLeHHO-
CTbto ObITb YenosekoM. Ho 3aTo bapbu y3HaeT H4TO-TO NPO NMONOKEHNE WKEHLIWH
B MMpe. M 3T0 3HaHMe COOTBETCTBYET TPAaANLMOHHbBIM reHAEPHbIM CTepeoTrnam
naTpvapxanbHOro obuUecTBa, COrMacHO KOTOPbIM WKEHLIMHE MECTO Ha KyxHe,
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HO OTTyZa OHa MPaBUT MUPOM», YTO MOXKHO CYUTaTb NapadpazoM KUTENCKOW
MYLPOCTH, COFNACcHO KOTOPOI «MyX rOIOBA, @ KeHa Wes» 1 np.

BOOpYXMBWNCH 3TWUM 3HaHVeM, bapbu cnacaeTcs OT AMPEKTOPOB, Xefna-
IOLIMX BEpHYTb ee B bapbuneHa. Y aeeper «<MaTten» ee BcTpeyatoT Calla 1 ee
Mama [1opyisi, OHW MOMOTatoT repouHe CNacTuch OT npecnegoBateneid. [onyTHo
BbIsICHseTCA, 4TO bapbu aBnaeTcs npoeKkumelt He ysepeHHol B cebe Calin ¢ ee
(HEMNHMCTCKMM B3MSA0M Ha MUP, @ [NopuK, yCTaBLIen OT eXeHEBHON PYTUHbI 1,
BMAMMO, NEPEXIMBatOLLEN 13-3a COOCTBEHHOIO LienntonnTa. (BsyansHo aTo oTo-
bpaxaeTcs B CLieHe nepBori BCTpeun bapbu ¢ Mopwelt Ha Bbixoae 13 «<MaTten»:
KpYMHble MnaHbl OAHON W APYroN, iBHas CUTyaumMs y3HaBaHWs Kak 6yaTo Obl cTa-
poro fipyra.) BMecTe oHu v OTNPaBAsOTCS B TOT CaMblii bapbuners, rae, no cTpyk-
Type, I0/MKHa pa3BepHyTbCS MaBHash CxBaTka. Ka3anoch Hbl, 3a4eM YKNOHATHCS OT
[OCTaBKV B CBOV MUP B KOPOBKe, C/N TyT e 3aTeBaeTcs Bo3BpalleHue B bapbu-
neHa?” Bo3MOXHO, B TOM YuMC/e 1 3aTeM, 4Tobbl NpuBecTu B bapbuners Moputo
ANsl ee NOCNefyoLLEeN NNaMeHHO peyn — OfIHOTO K3 KITKOYEBbIX MOMEHTOB CIOXeTa.

° Ha noBepxHOCTHOM Cloe NMOBeCTBOBaHMS Ha OTKa3 bapbw BepHyTbCs B bapbuneHs Yepes
nopTan-kopobKky Morna NoBAVSTb VAEs O ee NepenneTeHHOCTY C Bnagenvuen. Yoexaas re-
POVIHIO COBEPLINTb MyTellecTBre B peanbHbiii Mup, CTpaHHas bapbu npegocteperna ee, YTo
eCNV He NCMPaBUTb CMYTAaHHOCTb, TO YPOAIMBOE CTaHeT YPOA/VBee, a CTPAHHOe — CTPaHHee.
YKenaHwvie HaTu XO351Ky 1 YCTPaHWTb MPUYUHY CMYTAHHOCTU BMOJIHE MOTIO CTaTb /15 KyK/bl
MOBO/IOM He MOKMAaTb MUP NtOAEN PaHblle BPeMeHU.

Tarke 13 CLeHbl B TOIOBHOM oduce «MaTTen» SBCTBYET, 4TO LETMKOM MYXCKOe NpasneHne 3a-
MNHTEPEeCOBaHO He CTO/MbKO B pelleHny npobnembl camoli bapbu, CKONbKO B peleHunn cBoei
npobnembl — 6ercTea bapbu 13 bapbunerga. [eponHs Toxe MOra 3TO NO4yBCTBOBATH. [10-
3TOMY, HECMOTPS Ha TO, 4TO OHa ¥ CaMa XoTeNa BEPHYTb BCe K MCXOAHOMY COCTOSIHUIO, Ta hop-
Ma, B KOTOPOW 3TO BbINO NPpefioxeHO AMPEKTOPOM, ObINO He B ee NHTepecax.

MOMMMO BbILIECKa3aHHOTO, 3aCNYXKMBAET BHUMaHWS OfiHa U3 dpa3 Tepstowlero Teprnenve au-
pekTopa «MaTTen» — «Get in the box, you Jezebell». 113-3a ocobeHHOCTel Npoliecca nepeo3sy-
YynBaHus pasa bbina nepesefeHa Ha PYCCKUI A3bIK Kak: «3anesall B KOPobKy, Yeptoskal» —
noTepsiB 3aMeTHYIO YaCTb CBOETO CKPBITOrO CMbIC/A.

Bo-nepBbix, B aHMUICKOM S3biKe CyljecTByeT BblpaxeHue «thinking outside the box», gocnos-
HO O3Havatoliee «aymMaTb BHe KBafpaTa/KopobKM», HBIMY CIOBAMU — «MbICIMTb HETPYBLMASb-
HO, HECTaHAAPTHO». B NepeHOCHOM CMbiCe KOMaH/y «get in the box» MOXHO McTONKOBaTB Kak
npuKas nepectatb MbICAKTb CBOGOAHO V1 BEPHYTHCS K WaONOHHOMY MMPOBO33PEHMIO.
Bo-BTOpbIX, 0bpaujeHre «Jezebel» Tawke SBNSETCS OTCHINKOW. ITO aHMOsA3bl4Has Bepcus
nmeHn «Mesasent» — B BeTxoM 3aBeTe TaK 3Banu XeHy M3panibCKoro Laps Axasa, M3BeCTHYHO
CBOMM CW/IbHBIM XapaKTEPOM, MaHUMYNSLMSIMU U MPOTVBOCTOSHUEM MPOPOKaM WMyAeNCcKoro
6ora fxBe. B kynbType Me3aBenb accoummnpyeTcs ¢ 06pa3oM XeHLLVHbI, KoTopas bpocaeT Bbi-
30B TPAAULMOHHbBIM POJISIM U HOPMaM, YTO ieNaeT ee CYMBOJIOM KaK HeraTUBHbIX, TaK v No3u-
TUBHbIX aCMEKTOB XeHCKOM cunbl. Kpome TOro, CyLLecTByeT aMeprKaHCKuii Beb-caiT jezebel.
COmM — 3TO OHMANH-KypHan Jezebel, ocBelyatoWnii TeMbI, CBA3AHHbIE C XEHCKMMY NpaBaMy,
KYNETYPOW, MOMUTUKON 1 pa3BieveHnsMu.

Takvm 06pa3oM, MOXHO MPEANONOKNTb, HTO MOAPa3yMeBaeMas B OpuriHane dhpasa grpeKTo-
pa «MaTTen» Morna 6bl 6bITb NepeBefeHa NPUMEPHO Tak: «3aBs3biBait CO CBOVIM CBOOOAOMbIC-
nviem, heMUHUCTKa 3Takas!» (Npum. peq.).
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Puc. 4. KeH n bap6u. Kagp n3 dpunbma®

BepHyBLvch, Bapbu obHapyxunBaeT, 4To KeH ycTpoun Tam natpuapxat,
3axBaTW/ BACTb 1 OTHS/ 0M, B 00LLeM — NepeBepHy MUp. Tenepb He KeHbl
aTpnbyTbl 6apbu, a bapbu — aTpubyTsl KeHoB. BoT TyT bapbu nepexvBaeTt
HaCTOSLMI IK3UCTEHUMANbHbI Kpr3MC. OHa AeMCTBUTENBHO MOYTU YMUPAET,
NOXWTCS Ha ra30H 1 OTKa3bIBAETCS YTO-TO fienaTh, noka CTpaHHas bapbu He yBo-
AT ee K cebe.

KaeTcs, 4To Bapbuv OTKpLIBAETCS UCTUHA — OHA MPU3HAET, YTO HMYETO
Ha CaMOM fefne He yMeeT, 4TO OHa He Bpay, He aflBOKaT W He nucaTenb-
Huua. bapbn Bpoae 6bl fenaeT elle OAMH War No NyTu K 04eN0BEYNBAHMIO.
Ho no gunbMy npeofoneHne Kpusmca coCTonT B MHOM. [lepenomM npomncxoanT
nocne TOro, Kak CBs3aHHas ¢ bapbu [Mopus NPOM3HOCKT NPOYYBCTBOBAHHYIO
peyb O CIOKHOCTU NONOXEHNS KEHLUMH 1 NPOTUBOPEYMBLIX TPEHOBAHMISX, KOTO-
pble K HAM NPeabsSBASIOT, 4TO HE TONBKO BOMLEBHbIM 06pa30oM PacKoNAoBbIBAET
HaxofsAWmxcst Tam 6apbu, HO ¥ NpUAAET BHYTPEHHIOK CUAY CaMOl [Nopun.

TyT yxke 1 bapbu npuxoanT B cebs 1 cama npegnaraeT CpeacTBO Bep-
HYTb BNaCTb, BUAMMO, MCNOMb3YS OKEHCKYHO MYAPOCTb», AaHHYI0 PyT, B3rnsabl
Calww 1 yBepeHHOCTb MNopuu. PackongoBaHHble 6apbu 4OMKHbI COBNasHNTb
KEHOB, BTEPETHCS K HMM B JOBEPHE, 3aTEM BbI3BaTb PEBHOCTb 1 MOKa KeHbl 6yayT
APaTbCs, NPOBECTU BbIGOPLI Y COXPaHUTL MPEXHIO KOHCTUTYLMIO. HepaBeH-
CTBO — HEPABEHCTBOM, HO B Bapbunerfe NpaBsT 3aKoH ¥ AeMOKpaTus.

Mocne NepeXxnToro aK3NCTeHUranabHOTO KpK3nca Bap6v1 MeHseTcs. OHa
YXKe He pafoCTHad naeanbHada KyKia C nonaratoummMmnca el 6ﬂaran1, BOCMPUHN-
MaeMbIMW KaK HeOTbeM/IeMble anl/I6yTbI, a BOWH, BCTyI‘IaI-OLLLI/IIZ B 601 3a BNacTb

® NcTouHuk nsobpaxenuns: URL: https://www.kino-teatr.ru/blog/y2023/7-23/1841/foto/41508/
(28.10.2024).
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1 COBCTBEHHOCTbL. BeposSiTHO, TYT B CTPYKTYpe NOBECTBOBAHWS NOSBASETCS Bpar,
COMepHUK, pofib KOTOPOTo fiocTaeTcs KeHy. A bapbu cTaHOBUTCS Tem, Koro Mponn
Ha3bIBaET «<KOBAPHOW HEBECTOW» — MO CKa3Ke TaKOM SBASETCS «KpacHas eBunLar,
HaCUNbCTBEHHO BbIAaHHAS 3aMYX UM YKpaLeHHas, B OTHOWEH UM KOTOPOI Npu-
MeHUAK BnacTb (Mponn, 1996, ¢. 298). /nweHne nMyLLeCTBa BNosHe 3Ty yHKLMIO
BbINOHSET, U Bapbu pearvpyeT MMeHHO TaK, KaK MCMOKOH BEKOB KeHLLVIHbI pea-
rMpOBan Ha HepaBeHCTBO.

MpeanoxeHHblin bapbu nnaH 0CHOBaH Ha MNPOCTEMLINX, HO 04YeHb Ihdek-
TUBHbIX TEXHMKAX MaHUNYASLUMN My)>KYMHaMKU. O4apoBaTeNibHas qama npuTeo-
psieTcst 6eCNOMOLLHOWM, HYXAatoLWencs B 3alnTe Y MOKPOBUTENBCTBE CUABHOTO
MYXK4YMHbI, FOTOBOTO Ha BCe, HTOObI MOMOYb NonaBslien B beany kpacasuue. Halie
BCEro CrnacuTento C BHYLWEHHOW UMO3MEN BCEMOTYLLLECTBA NOCe Takoro poaa
TPIOKOB AOCTAETCH MO NEPBOE HUCI0, HO 3TO Y)Ke He BaxHO. [leno caenano! «[pu-
TBOPUCb, YTO Tbl 6E3 HNX HUYETO HE MOXKELLb, MYCTb yMatoT, YTO OHU KOHTPONW-
PYIOT BCe. KaK TONbKO OHW yTPaTAaT 6AUTeNbHOCTb, Mbl BO3bMEM KOHTPO/b cebex.
Vipen KeHCKoM AMaHcKnaumnm 3aMeHsoTCs MpreMamm TPAAMLMOHHbIX KEHCKIX
MaHUNYASUNMIA U3 apXauyecKnx MaacToB KybTypbl.

MnaH yaancs, K 6apbu BepHyNNCb HE3aBMCMMOCTb U MMYLLECTBO, BCE HOBO-
BBEAEHNS KEHOB OTMEHEHbI. [1oBepXXeHHbI KeH nnaveT. BonwebHblit repoit
He CNpaBwCs C 3a[aqei, He MOKOPUI LLapeBHY.

Ho Bapbu yxe npolwuna Bce dopmbl HepaBeHcTBa. OHa Bnafgena bapbunen-
A0M 1 KeHOM, NOTOM NINLWLIMAACH BNACTW 1 3aTeM BHOBbL BepHya ee. Tenepb oHa
3HAET, YTO BNACTb W/I030PHA, HEPABEHCTBO HEYCTOMYMBO, TOT, KTO 3aBUCKM,
MeYTaeT BbIPBaTLCS M3 M/IeHa 1 CaM 3axBaTWTb BNacTb. bapbu oTnyckaeT KeHa,
06BACHUB My, YTO OH — He ee aTpubyT. 10 CyTW, 3TO eAMHCTBEHHOE ee peanbHoe
AOCTUKEHWE 1 MOT/I0 Dbl CTaTb MMaBHbIM NPeobpa3oBaHveM, eciu Hbl 3To bbina
NCTOPUS O BNACTMW 1 3aBUCUMOCTY. OiHAKO TMHNS HEPAaBEHCTBA U 3aBUCUMOCTU
Ha 3TOM 06PbIBAETCH, M CHOBA NOSIBASETCS TeMa NPOTMBOMNOCTaBAEHUS KYKO/b-
HOrO 1 YeI0BEYECKOTO'.

B BapbuneHnge nossnseTcs ayx PyT, U B pa3roBope ¢ Hell bapbu BbibrpaeT
6bITb YENOBEKOM, T. K. XO4ET NPMAYMbIBATH UAEW 1 CO3[aBaTh CMbIC/bI. Tema
CMBIC/IOB M TBOPYECTBA BCM/IbIBAET BrePBbIe, OHA HE OMMPAETCA Ha Npeablayline
cobbITUs. Ho, NosiBMBLUMCY, 3Ta TemMa CHOBa NponagaeT. B yenoBeveckom Mupe
Bapbu pafoCcTHO UAET K TMHEKONOTY.

" PAKTUYECKM NMHUM HEPABEHCTBA W 3aBUCKMOCTM 0OPLIBAIOTCS, MOTOMY YTO B paMKax dhusb-
Ma OHM 3aKpbITbl: KeH nepectan bbiTb 3aBMCKM OT bapbu, Ha bapbu He BAKsSeT NogaBNeHHOCTb
Mnopwuu, ga v cama [nopws bonblie He nofasneHa — oHa obpena yBepeHHOCTb 1 Hanaauna
OTHOLLEHMS C 104epbi0-NOAPOCTKOM (MpUM. pea.).
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APKA KEHA

MyTb KeHa BbirnaauT 6onee nocnefoBaTensHo, CUHTAKCUC M CEMaHTMKA
B HeM He NpoTuBopeyaT Apyr Apyry. KeH bbin co3naH Kak aTpubyT bapbu, Takol
e, KaK MallrHa, pakeTka 1 cymoyka. Ho B hmnbMe 3TO HyBCTBYIOWMIA U AEVCTBY-
IOLMIA NepCoHaX, OH M3Ha4YanbHO Bonble MOXOX Ha Yenosexa, Yem bapbu. Ero
AENCTBYIS MOTUBUPOBAHbI MOHSTHBIMY YyBCTBAMM, @ YyBCTBA ONPEAensioTcs ero
BHELUHUMU ¥ BHYTPEHHUMM Npobremamu.

O6bIfeHHbIN MUP KeHa nevaneH. Ero BHelHas npobnema cBg3aHa C 3aBu-
CMMOCTbIO OT Bapbu. OH XMBET B MMpe, KaprnKkaTypHO BOCMPOU3BOASLLEM Nepe-
BEPHYTbLI NaTprapxaT, B KOTOPOM MY)>H4MHbl AeVCTBOBaNM, pellanu Nnpobaemsl,
crnacanv Mup, a XeHLWWHbI yKpallanu nx x13Hb. B bapbunerge keHbl ykpatuatot
XKN3Hb 6apbu, He MEeIoT HMYero CBOero, HY UMYLLECTBa, H1 npodeccun. Ho, kak
1 MHOTVE XEeHLMHbI B MUPe NaTpuapxaTa, KeH He xo4eT cBobO/bl U paBeHCTBa,
OH XO4eT MN06BU, BHUMAHWMS ¥ NPY3HaHWs CO CTOPOHbI Bapbu.

A BHyTpeHHel npobnemolt KeHa sBnseTcs OTCyTCTBME CaMOCTOSTENbHO-
CTW, BOCNPUSATUS cebst OTAENBHON NMYHOCTbIO, MOMHOE OTCYTCTBME OLLYLIEHNS
CODOCTBEHHOW LIEHHOCTHW. 3Ta npobneMa onpeaensieTcs ero CUMbUOTUYECKUM
cnusiHvem ¢ bapbu. Mcuxonornyecku, KeH B Havane Nyt — mnageHel,. Ha pax-
HVIX CTaAMsiX pa3BuTUS pebeHOK BOCMPUHUMAET cebst 1 MaMy Kak Hepa3pbIiBHOE
uenoe, v korga bapbu oTNpaBnseTcs B YeN0BEYECKNIA MUP, 3TO CTAHOBUTCS AN
KeHa yiepbowm, notepei, Befb 6e3 bapbu oH NPOCTO He MOXET CyL|eCTBOBaTb.
1 B dunbme KeHy npeacTonT NporTK NyTb B3POCAEHMS, OT MafeH4YeCKoro
COCTOSIHMS Yepes NOAPOCTKOBBIA OYHT K B3pOCIOCTU. BCe Kak B KaHOHNYECKOM
obpsae nH1UMaLmnn.

PYKOBOACTBYSACb BHellHel npobnemol, KeH BbICTpanBaeT npocTol
M NOHSATHBIA NnaH «A» — 3aBoeBaTb BHUMaHMe v n0boBb bapbu. Kak nona-
raeTcs U no CTPyKType MoHOoMMda, 1 No CTPYKType apamaTypruun dunsma,
NpUMeEpHO B cepeaviHe nctopuu Ken, cnegys 3a bapbu, nonagaeT B cakpanb-
HOe MecTo, B BONWeBHYIO neLepy, rae A0MKeH Nony4nTs BonwebHoe cpea-
CTBO. B nctopum KeHa posb cakpanbHOrO MecTa BbIMOHSAET peanbHblii MUp,
B KOTOPOM OH BMepBble OKa3blBaeTCs OAnH, be3 bapbu. Ero neuepa He cTonb
BbIpasMTenbHa BHELWHe, Kak B cnyvae bapbu, HO Mo cofepxanmio ropasao
(yHKUMOHanbHee. W ero BoAWEOHbI MUP BAMXKE K peanbHOMY YenoBeye-
CKOMY MUpY.

Kak 1 bapbu, KeH 0bHapy)KMBaeT, 4TO peasnbHblil MUP COBCEM HE MOXOX
Ha NMPUBbIYHYIO KYKOMTbHYIO PEANbHOCTL: TaM HET rOCMOACTBa XeHLyH. OT ciy-
YalHbIX BCTPEYHbIX, UrpatoliMX posb AapuTeneit, KeH y3aHaeT BaxHble Belu, me-
loLLVe NPsiIMOe OTHOLLEHME K ero BHyTpeHHel npobneme. OH OTKpbIBAET, 1) 4TO
MOXET BbITb CYOBEKTOM AEVCTBYIS, HTO K HEMY MOTYT OTHOCUTBCS C YBaXKEHNEM,
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KaK 1 KO BCEM NOASAM, U YTO MYXX4MHbI — He becrpaBHble aTpybYThl MEHLLMH U,
2) 4TO B YENOBEYECKOM MUPE HYXKHO YTO-TO YMETb.

3TO COCTOSIHME UHULUMMPYEMOTO — MOMEHT Bbi6Opa, MOMEHT MONy4eHIs
CaKpanbHOro 3HaHus, BONWeHHOro CpeacTBa, NoACKa3oK, MPU3BaHHbIX NOA-
TONKHYTb €ro B NpaBWbHOM HanpaBneHnn. Ho repoli elie He roToB. KeH 3HaeT
TO/IbKO MVP HepaBEHCTBA, M OKa3aHHOe YBaXKeHve NPOYMTbIBAET KaK 3HaK npe-
BocxoAcTBa. OH BUAMT MYXXYMH, 3aHUMAIOLLMXCS AeNaMu, MYXHYMH Ha Nowaasx,
MYXCKIME NOPTPeThl Ha BaHKHOTax, He 3amMeyast 3aHUMatOLLMXCS AeNamMu HKeH-
WWH, faxke pa3roBapmeas ¢ HUMK. OCo3HaB cebs NMpUHaNexallM K Knaccy
B1ACTBYIOLIMX MYXYMH, OH MbITAETCS HAa 3TOM OCHOBAaHMM 3aHATb KaKoe-TO MecTo
B MMpe — 4eM-TO MNOPYKOBOAMTL, CleNaTb ONepaumto nnm xoTs Obl CTaTb cnaca-
Tenem Ha nasxe. OgHaKo NONOBOWN NPUHAANEKHOCTM /151 3TOTO OKa3blBaeTCs
HefoCTaTOYHO, HYXHO elle YTO-TO YMEeTb 1 UMETb NOATBEPKAEHME CBOEW KOM-
NMeTeHTHOCTN. Y Hero CnpawmnsatoT Aunaom!

Bpoge BOT OHO, yKa3aHue Ha TO, KaK YCTPOEH YenoBevecknin Mup. Ho atu
NoAcKaskuM oH nponyckaeT. CTONKHYBWWCh C UCTUHON, KeH npoao/mKaeT aep-
KaTbCA 32 NOXKHbIE YOeXAeHWS 1 OTNpaBnseTcs B bapbuneHs c NOXHbIMK 3Ha-
HUAMU CTPOUTb NPaBUNbHbIN NaTprapxaT, PacCynTbIBast TakiMm 06pa3oM NoKo-
puTb bapbu. Befb Mo ero onbITy, He MMetLLMiA MPaB 3aBUCUT OT TOTO, KTO BNaCTb
nmeer!

B kykonbHOM MUpe KeHy BCe yaaeTcs, naTpuapxaT NoCTPOeH, 6apbu yxe
He afBOKaThbl M NIETYMKN, @ NPOCTO AEBYLIKM, Nofatollvie NBo. BepHyBwascs
Bapbu nosepxeHa, KeH TopxecTByeT nobefy, HO PaaoCTb 1 CHACTbE HE HaCTy-
natot. [la, oH oTobpan y bapbu oM, HO MPU3HAHWS Ha 3TOM OCHOBaHWK He Mosy-
4nn. OKa3blBaeTCs, BNaCTb He obecnevrBaeT ntobBy 1 Npu3HaHus. CTpagatoulnii
B3rnsg PaliaHa [ocnmHra B cleHe, Korga oH 0bbsicHseT bapbu, 4To 31O Tenepb
€ro Mavo-fava-xata-xayc 1 cnpawmpaet: «<Kak Tebe, He 04eHb NMPUATHO?», NOKa-
3bIBAET, YTO «HE OYEHb» UMEHHO eMy. KeH IBHO MOHMMAET, YTO AeNaeT YTo-To
He TO, YTO BblOpaHHas CTpaTerus He BefeT K yCrnexy, YTO Noy4YeHHas BnacTb —
37O He TO, 4TO eMy HyxHO®. Ho OTKa3aTbCsi He MOXET 1, HAfIeB aX fiBe napbl Yep-
HbIX OYKOB, CKPbIBasiCb OT NMPaBAbl, 06BABASET O ManbYNLWIHMKe!

8 3necb MOXET GbiTh U [pyroe 06bsCHEHVE: B 3TOM MOMeHTe KeH SIBCTBEHHO NPOXMBAET U,
BO3MOXHO, BMEPBble CaM 0CO3HaeT Ty 60/b, KOTOPas 3pena B HeM OYKBaNbHO BCHO KU3Hb —
nprYem 4yBCTBYET 3TO ropasfo C1ibHee, Yem bapbu, TONbKO YTO NoNaBLwas B MoAOKEHNE Ybe-
ro-To 6ecnpaBHOro 1 Aaxe 6e3aoMHOro aTpubyTa. Yepes ero 60/b 3pUTeb NOHUMAET, B TOM
YUCTIE, U HblHelWHee He3aBuaHoe nonoxexne bapbu. CTPYKTYPHO 3Ta CLeHa MOXET paccma-
TPUBATHCS He Kak Heyaada Kera, a 0fjHO 13 BaxkHbIx OTKpOBEHWI ans Bapbu, aenatoulee ee
yecTHee 1 YenoseyHee. KeH B 3TOT MOMEHT HeCc4acTeH, HO elle AaneK OT 0CO3HaHWs Nposana.
A 3Tanom nposana KeHa MOXHO, CKOpee, Ha3BaTb CUEHY, KOraa nocsie anu4yHoi GUTBbI KeHb
BAPYT BCMOMUHAIOT, 4TO 3abblv NPO rofiocoBaHme no KoHCTUTYLmmn (MpyM. peq,.).
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A 3aTem OXuaaemo TepnuT nopaxexvie. BeilbpaB MUp naTpuapxata, OH
OKa3bIBAETCS B MUPE reHAepHbIX BOMH, [1e NMLIEHHbIe NPaB XeHLLVHbI 33 MHOTO
BEKOB HaLL/M CNOCOD YNPaBAATh MyXYUHAMM.

Mocne nopaxeHns yxe KeH nepexmnsBaeT 3K3UCTEHUMANbHbIA KPU3NC.
OH CTONKHYNCS C NOCNEACTBUSMU HEYAAYHOTO NnaHa, NoAHOCTbIO OLLYTUB
pe3ynsTaThl TOXKHbLIX YoexxaeHuin. OH 0BHapyKWA, 4TO B MMPe, B KOTOPOM
TBOE CyLL,eCTBOBaHWe 3aBUCUT OT [PYroro, iaxe ecin Tol ero nopaboTus, Bce
paBHO NMpourpsiBaelb. B Mupe natpnapxata v reHAepHbIX BOMH HE MOXeT
66ITb NobeanTenein. ToNbko Nocne 3Toro KeH okasbiBaeTcs rotos K npeobpa-
xeHuto. OH cnocobeH cnbiwaTe cNoBa bapbu 0 TOM, YTO OHW — He aTpUbYThI
APYr ApYra, YTO OHW OTAENbHbIE CyllecTBa. M 3aTeM repoii 3acnyxeHHo obpe-
TaeT ceobopy.

Ybs APKA SIB/IIETCS HECYLLEI?

MNonpobyemM NoABeCTN UTOT 1 OTBETUTL Ha BOMPOC — O YeM 3TOT PUbM,
4TO OH COAEPHKUT, AEKNAPUPYET M OH LLEHHOCTN PeMUHV3Ma, aHTUdEMUHI3MA,
nocTdemMmnHm3ma, N0 ero NockiN COBEPLIEHHO MHOMO CBOMCTBA? V1 KTO, B KOHLLE
KOHLIOB, MaBHbIM repoit punsoma?

CornacHo MOpMONOrMM CKa3KW 1 MO 3aKOHaM ipaMaTypruv repoit, Npoinas
NyTb, 4O/MKEH PELWTb MaBHYO Npobaemy, onpeaenstollyto HanpaeneHmne Bu-
KEHWS, 1 B HaYyane nyTu He BMOHE OCO3HABAEMYHO.

XoTs Bapbu 3asBneHa Kak rasHas reponHs, a Ken — Kak BTOpOCTerneHHbIN
nepcoHax, CobbITs hrnbMa HUKaK He 0BYCIOBANBAIOT U3MEHEH VIS, MPOUCXO/s-
wme c bapbu. Kak BbICTpoeHa ee apka? VicxofHOW TeMol, 3agatollelt Hanpaene-
HVE ABVIKEHUs, CTAHOBUTCS HENpPOM3BO/IbHOE NpeBpalleHve B Yenoseka. lpe-
BpalleHMe KyK/bl B 4eNOBEKA BECbMa PAaCMpPOCTPAHEHHbIA CHOXKET, HO B XOPOLLO
NOCTPOEHHOM CLieHapu Aaxe BHe3amnHble NPOUCLIECTBIS UMEIOT CBS3b C BHY-
TPEHHUMY npobneMamu repost. B hunbme xe H1Kakue BHyTpeHHMe npobnembl
Bapbu, koTopbie MOTY Bbl BbITh CBA3aHbI C €€ WA aNbHbIM KyKOIbHbIM COCTOS-
H1eM, He 0B03HaYEeHbI.

BHavane oHa, B MOAHOM COOTBETCTBMI CO CTPYKTYPOW NyTH repost, Takow
TpaHchopMaLyn CONPOTUBASETCS, @ B hvHane, Kak 3To 1 nonaraeTcs no apa-
MaTYPruu, y)xe CO3HATENbHO 3asiBASET O KenaHnu ObiTb YenoBeKoMm. 1o norvke
NOCTPOEHMS apKku reposi, cobbITUS PUnbMa LOMKHbBI KaK-TO COeAMHSATL 3TK
TOYKM, 0OYCNOBAMBATb MPONCXOASALLME M3MEHEHUS 1N PaCKPbIBaTb LEHHOCTb
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04enoBeYnBaHNN. 3pUTenn Ao/MKHbl BUAETb, YTO MMEHHO 3acTaBuno bapbu
0TKa3aThbCsl OT KYKOJIbHOO COBEPLIEHCTRBA, ¥ 3TO AOMKHbI ObITh HE CI0Ba, a CNy-
YMBLIKECS C repoeM cobbiTus®, Hy 1 B rHane Mbl OMKHbI YBUAETL, B YeM TaKoM
Nepexof 3aK4aeTcs, Yem, KPOMe HanMyMs LeNMNoNnTa v 3anaxa u3o pra, Mtoan
OT/INYAKOTCS OT KYKON.

B durnbme e Bbibop 00ycnoBneH pagocTbio nepexnsaHms bapbu pasHbix
4yBCTB (Mbl BUAMM, KaK Bbapbu nevannTcs 1 nnadveT, paayeTcs CMexy AeTen U Kpa-
COTe CTapyLWKX Ha OCTAHOBKE) 1 xenaeMoi CMoCoObHOCTHIO CO3aBaTh CMbICbI.
Ho nepexwviBaHuis [OCTalOTCS el NpoCTo Tak'’, a npo co3AaHne CMbICIOB TO/bKO
rOBOPUTCS.

BMecTe ¢ TeM OCHOBHblE COOBITHS, MPOUCXOASALIME C FEPOVHEN, CBA3aHbI
C TEMOW reHAepHOro HepaBeHCTBa. JTa TeMa TakxKe 3asBeHa B CaMOM Havarne,
HO JOCTaTO4YHO NPOTMBOPEYMBO. Bapbu, XU1BS B MUPe BbIBEPHYTOrO NaTpurap-
XaTa, CBS3bIBAET CBOKO MUCCUIO C YTBEPXKAEHNEM HE3rPaHMYHbIX BO3MOXHOCTEN
KEHWMH. A fanblie OHa y3HaeT, YTo Y 1tofel LapuT HacToAWMI naTpuapxat —
B COBETE AMPEKTOPOB TOMBKO MYXHYMHbI, @ K KeHLMHaM, Kak roBopuT fnopus,
npefbsBAAOT NpoTUMBOpeYMBLIe TpeboBaHWs. HanpsmMyto 3To bapbu He 3aTpa-
FMBAeT, HO Ha ee NoBefeHwVe BAUSIOT MMEHHO 3TU OTKPLITUS, CTAHOBSCb NOBO-
POTHbLIMM TOYKaMK CIOXKETa.

IMOUMOHANBbHON KynbMUHaLVEN GunbMa SBASETCH NNWEHNe BAacTu
1 mMyllecTsa. Mo noruKe oHa JoMxHa Obina Obl YTO-TO AenaTh AN 6opbObLI
C HEPABEHCTBOM, MEHSTb CUTYaLMIiO B CTOPOHY paBHoMpasus. Ho nepeocmbic-
NeHne VAET He B CTOPOHY peasbHOM 3MaHcunaLmm, a B CTOPOHY MaHUNyasLUmuu
C MOMOUIBIO BHEWHOCTU. «51 4yBCTBYIO CEOS KEHLMHOMW, TaK BOT KAKOBO 3T0!» —
roBopuT Bapbu, Koraa Bo UMs BOCCTAHOB/EHWS BACTU ee KpacsT v npuye-
CbIBAOT A1 NMpeacTosilero cobnasdervs Kexa. Eule HegasHo BomoueHme
KYKONbHOIO MAeana, MeBLlast v KpacoTy, 1 BOCXMLIEHME KEHOB MO YMOIYaHMIo,
CerofiHs paam AOCTVKEHNS TOro e achheKTa OHa BbIHYKAEHa HAHOCUTH HOEBYHO
pacKpacKy 1 0COBeHHO CTapaTbCs BbIMSAeTs HEOTPa3nMO™!, Kak-To He noxoxe
Ha paspyleHve naTprapxara.

 Bce 0CHOBHble COOBITUS ¢ Bapbu MMEHHO MPOUCXOAAT, OHa MPOXMBAET UX — KaK YenoBeK.
FepounHs BYKBaIbHO BLIXOAMUT M3 KYKObHOW NapafnrMbl «KaXablid fieHb — Ny4Wniiy, B paMKax
KOTOpOW NMpoBena BCIO XMU3Hb 40 3TOro; Ha kopobre CTepeoTnnHoii bapbu B Havane dpunbma
Mbl BUAMM cnoraH: «She’s having the best day!» — «Y Hee [cerogrs] ny4wuii geHbl». 06 3ToM xe
H6apbu roBOpPST Ha BeYepyHKe B Havane Gunbma: YTo 3TOT fjeHb — Ny4LWniA, Kak 1 BYepa, 1 no-
3aB4epa, 1 3aBTpa, 1 Bceraa (npum. peq.).

101 Bce e MOXeET BbITb, YTO He MPOCTO Tak, a Mo TOV e NPUYMHE, YTO B NpeaslayLieM nprvepe
(npum. peq.).

1 BeposiTHO 1 UHOe 0ObsCHeHMe AaHHOW (pasbl. Peakumio repovHM MOXHO WHTeprnpeTu-
poBaTb KaK MoCTerneHHoe OCO3HaHWe HecrnpaBefivBOCTU U YrHETEHUS CO CTOPOHbI MYyX-
YMH 1 OCO3HAHHOE MPUCOEAMHEHME K ABIKEHNIO 33 NMPaBa MeHLWWH: <4 yxe YyBCTBYytO cebs
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Takvm 06pa3oM, ABKEHME repOnHI K 0BpeTeHMIo CTaTyca YenoBeKa npo-
neraet Yepes pelleHne MeXreHAepHbIX NpobaeM, NpruyemM Hanbonee apxaniHbiM
cnocobom. Kakoe oTHoLLIeHMe HepaBeHCTBO MMEeT K BOMPOCY O TOM, OCTaBaTbCs
KYKNOW MK CTaTb YeN0BEKOM, HE PACKPbIBAETCS.

Ho TeMbl 06peTeHNs YeNOBEYHOCTH M XKEHCKOro reHaepa B hvHane nnasHo
COeVHAOTCS, U B Ka4eCTBe OCHOBHOTO aTpubyTa YenoBeKa Kak reHepatopa
CMbIC/IOB HaM [1I@MOHCTPUPYIOT BU3UT K TMHEKOOrY, CBeAst CTaTyC YenoBeKa
K HanMunto reHnTanuii. ManosaTto ans venoBekal Tak 4To yTBEPXKAEHVE O TOM,
4TO DUNBM HeceT PEMUHUCTCKME UAEN, IBHO BbIMAAMUT HECKONbKO NpeyBenm-
YeHHbIM.

MoCMOTpUM, KaK yCTpoeHa apka KeHa. Ero aeiicTBus onpeaenstoTcs ero
MOTVBaMU U LENAMU, @ MPOUCXOASALLME C HAM U3MEHEHWA ABNAIOTCA pe3ybra-
TOM ero olwmnbo4HOro Beibopa. KeH NposiBnseT cebs Kak akTMBHOE AENCTBYOLIME
NNLO, C HUM COBBITUS HE CNYHaIOTCS, OH X UHULMKUPYET. B Havane dunbma oH
X04eT BHMMaHNs bapbu, 4TO-To NblTaeTca AenaTb, YTOOblI 3TO BHUMaHMe 3aBoe-
BaTb. B M1p ntofier oH nonafaeT NnoToMy, YTO He XO4eT oCTaBaThCs 6e3 bapbu.
TaM OH NONYy4aeT HOBbIV OMbIT, BLICTPAUBAET NOXHYIO TEOPUIO TOTO, KaK MOXHO
006pecTn 3Ha4YMMOCTb (Ha OCHOBE reHAepHOW NPUHAANEXHOCTH), peann3yeT ee
1 32KOHOMEPHO TEPMUT NOPAKEHE, MOHUMAET, YTO HEPABEHCTBO AaXe Ha No3u-
LMW BNACTV Ha CaMOM fieNe He MPUHOCUT 0CODbIX BbIFOA, YTO MAaH «A» Obln oWmnb-
KoM, bapbu He HauymMHaeT ero MobUTb U yBaXaThb, YTO BNACTb MNOMPYXaET B elle
60/1bLIYIO 33BUCUMOCTb OT TOTO, KTO BbIHY)KEH 3TY BNaCTb TePMeTs. M nocneayto-
liee obpeTeHne UM HE3aBUCUMOCTM U CaMOI0CTaTOYHOCTI B hrHane BbIrsaanT
BMOJIHE BbICTPaflaHHbIM 1 06OCHOBaHHbIM.

Apka KeHa He NpoBuCaeT B BO3/yxe, BCE €€ 31eMEHTbl MPOYHO CBs3aHb!
ApYr ¢ Apyrom. bonee Toro, T. K. TeMbl HEPABEHCTBA W 3aBUCUMOCTY — 3TO
BHELIHSS 1 BHYTPEHHVE TeMbl KeHa, NosiydaeTcs, 4To BCs LeHTpanbHas 4acTb
nyTv bapbu, cBs3aHHash C TONOCOM reHAePHOro MPOTUBOCTOSHUS, AEPKNTCS
MMEHHO Ha apke KeHa. U xoTs B nTore KeHy He NpeaocTaBasieTcs BO3MOX-
HOCTb MepenTy U3 M1Upa UrpyLIeK B MUP 0N, YenoBeuHoCcTy KeHa BepuTcs
bonblie.

KEHLWMHOW!». [py 3TOM cama roTOBHOCTb Bapbu NCMo/b30BaTh KEHCKIE Yapbl BMECTO OMOPbI
Ha NMYHbIE KA4eCTBa MOXET BOCMPUHMMATLCS Kak Wab/lOHHOE XEeHCKOe MOBEAEHWE, O Yem
1 FOBOPUT aBTOP. ITO MPOTUBOPEUUT NPUHLMNEM GeMrHM3Ma 1 60aK-NO3UTUBM3ME, NOAYEp-
KNBas CIOXHOCTb 1 MHOMOrPaHHOCTb BOMPOCOB MeHAEPHON MAEHTUYHOCTU U POSIN HKEHLLMH
B obulecTBe (NpuM. peq.).
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3AKNHOYEHUE

MpoBefeHHbI aHan13 No3BONSET rOBOPUThL, YTO YCTPOMCTBO DUNbMa
HeTpMBMaNbHO — 3a BHELIHel apkoii bapbu ecTb peanbHas Hecyllas apka KeHa.

ApKa repouHn B «bapbu» BbINOMHSAET 1EKOPATUBHYIO DYHKLMIO, OTBE-
KaeT BHVMMaHVe 3pUTeNns Ha MMEIOLLYIO UINI030PHYIO MPUPO/Y KOHCTPYKLMIO
B 06U/l apxMTEKType KMHOMOBECTBOBaHMS. XOTsd NMOCTPOeHa OHa ¢ cobntoae-
HVIEM CMHTaKCUCa KMHOAPaMaTyprm, CEMaHTUYeCKoe HanoaHEHNE C CUHTaK-
cncom He cosnapaet. OgHako GuabM He pa3BanvBaeTcs; OH CMOTPUTCS Kak
3aBeplIeHHOe NPOon3BeAeHe BO MHOMOM 3@ CHET CEMaHTUYeCKOro eAnHCTBa
apku KeHa, nepeceKatolleincs ¢ UeHTpanbHOM YacTblo apKu bapou.

Hecylen KOHCTpyKUMe, yaepxuBsatoLleit apky bapbu, asnsetcsd apka
KeHa, rae cvHTaKcKe NyTun repost COBNaAaeT C CeMaHTUKOW, COBepLIaeMble aeii-
CTBWS BO BCEX CyYasix CBA3aHbI C MOMbITKOW PeWnTb BHEWHIO npobnemy,
Heyfaya C KOTOpPOW MPUBOAUT repost K BO3MOXHOCTM MOHSATb BHYTPEHHIOH.
MocneaHss y KeHa cOOTBETCTBYET CeMaHTVKe 0bpsifa MHULMALMY U COCTOUT
B NPeofoNeHNI AETCKON 3aBUCUMOCTY OT MaTEPUHCKON Urypbl, (yHKLMIO KOTO-
poVi BbINONHSET urypa bapbw, 1 06peTeHnto CaMOCTOSTENBHOCTY.

TaknM 06pa3oM, MOXHO CKa3aTb, YTO MPOTVBOPEUNBOCTb apKu bapbu —
3TO He OWMOKa, HO XYAOKECTBEHHbIV MpreM, 0becrnevnBatoLLmMii ABOMCTBEHHOCTb
BOCMPUSATUS, @ UENOCTHOCTb XYA0XECTBEHHOIO BbICKa3bIBaHMS [OCTUIAETCS
33 CYET LeNOCTHOCTY apku KeHa.
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The metaphysics of fog
in Werner Herzog’s films*

Abstract. Fog as a symbol, unambiguous in the visual arts (closedness,
obscurity), acquires ambiguity in the screen arts. On the example of his
most publicly discussed feature films and prose, this article explores how
Werner Herzog uses fog to represent the ambivalence of social processes.
It functions as both physical space and its metaphysical concealment,
symbolizing characters’ searches for meaning. Fog allows to clarify the
concepts of honor and dignity, highlighting the boundaries between
appearance and reality, the physical and metaphysical, and the mundane
and otherworldly. Herzog depicts the crisis of human exceptionalism, where
contingency becomes fundamental to existence and knowledge; cinema
transforms into a tool for recognizing events that shape our lives and
challenge our morality.

Employing ecological and actor-network theories, the analysis reveals fog
as a topos of intrapersonal catastrophe, a way of experiencing the natural
within oneself—a form of self-communication extending to nature’s
subjectivity. Herzog’s characters (Hiroo Onoda, Aguirre, Fitzcarraldo,
Forester Hias), hearing the call of their call of existence as nature’s call,

@ * Translated by Alexander V. Markov.
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respond to it and irrevocably lose their notions of honor. Another symbolic
meaning of fog in Herzog’s films is aggression and transgression. Topological
reflection—viewing characters’ psyches as maps of their journeys and fog
as their accessible psychological state—connects Herzog’s diverse uses of
this powerful imagery.

Keywords: Werner Herzog, sound in cinema, utopia, violence, unity of
nature, optical media, camera effects, autocommunication, screen medium
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MeTad13mKa TyMaHa B Xy[OXKECTBEHHbIX
(durnbMax BepHepa Xepuora

AHHOTaLMs. TyMaH Kak CUMBOS, OIHO3HAYHbIV B M306pa3nTeNbHbIX UCKYC-
CTBax (3aKpbITOCTb, HEACHOCTb), NpUobpeTaeT HEOAHO3HAYHOCTb B UCKYC-
CTBax 3KpaHHbIX. B cTaTbe Ha Npumepe Hanbonee NybanyHo obCyKaaemblx
XYAOMECTBEHHbIX (DUNBbMOB BepHepa XepLiora nokaszaHo, YTO OH OCMbIC-
NsieT yepes 3ToT 0bpa3 aMbyBaneHTHOCTL CoLManbHbIX MPoLEeccoB. TymaH
BbICTyNaeT hM3MYeCKUM NPOCTPAHCTBOM U ero MeTadu3nyeckum COKpbl-
TeM, CUMBOMIM3MPYS MOUCK U 0BPETEeHME CMbICa FEPOSIMI NPOM3BEAEHNI.
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TymMaH NO3BONSAET YTOYHUTH MNOHATYS YECTU U AOCTOMHCTBA YenoBeKxa,
NpOBOAS FPaHNLLY MeXAY BUAMMOCTbLIO U CYLIHOCTbI0, PU3NKON 1 MeTadu-
3UKOW, NOTYCTOPOHHWUM U 3AEWHUM MUPOM. XEPLOT NMOKa3blBaeT KPU3nc
4eN0BEYECKOW UCKTIOYUTENBHOCTU, KOHTUHIEHTHOCTL COBLITUS CTaHO-
BUTCS (DyHA@MEHTanbHbIM CBOMCTBOM ObITVS Y MO3HAHNS; KHeMaTorpad
npespallaeTcs B MexaHuW3M NpU3HaHNs CobbITU, OPMUPYIOLIMX Yeno-
BeKa 1 CTaBsiLX MOpanb Moy BOMpPocC.

MeTofoN0rYeckoi OCHOBOW CTaTbW CTanu COBPEMEHHble MOCTPOeH NS
3KONOTMYECKNX TEOPUI 1 aKTOPHO-CeTeBOW Teopun. TymaH y Xepuora —
TOMOC BHYTPUAMYHOCTHON KaTacTpodbl, CN1OCOH NPOXMBaHNSA NPUPOL-
Horo B cebe, aBTOKOMMYHVKaLWs, pacnpocTpaHeHHas 1 Ha Mpupogy C ee
hopmamm cybbeKkTHOCTU. KnHemaTorpadbmyeckmne n nntepaTypHble repou
Xepuora — Xvpoo OHopa, Arnppe, drukappanbio, /leCHUK — CiblwaT 308
ObITVS KaK 30B NPYPOAbI, BO3BPALLAOTCS B ee IOHO U HeobpaTKMO yTpa-
4MBatOT NpeacTaBneHns o YecTu. B dhunbmax XepLora TyMaH Kak sBneHue
NpUpOAbl CTAaHOBUTCS MeTadopoit arpeccMBHOCTU 1 TpaHcrpeccum. CBs-
3aTb Pa3nnyHble CEMaHTHUYeCK e pelleHns XepLora, CBa3aHHble ¢ Tyma-
HOM, MO3BOMSET METOA TOMONOTMYECKOW pednekcunm, paccMaTpuBatoLnii
NCUXMYECKYIO XWM3Hb repoeB Kak KapTy MX MapLpyToB, a TOMoC TyMaHa
KaK eMHCTBEHHbIN AOCTYMHbIV MO3HAHWIO MX aKTyanbHblA NCUXONOrNYe-
CKUIA cTaTyC.

KntouyeBble cnoBa: BepHep XepLor, 3BYK B KMHO, YTONKA, HacUue, efnH-
CTBO NPUPOAbI, ONTUHECKME Meawa, IPDEeKTbI KaMepbl, aBTOKOMMYHYMKaLMS,
3KPaHHbIN MeanyM

INTRODUCTION

Fog is our best friend. (Herzog, 2023, p. 96)
The night is over, and the swarms of fish know nothing. (Herzog, 2023, p. 161)

Fogin Herzog’s cinematography is not only a boundary, a negative limit; it

is an accessory to events and crimes within the juxtaposition of the real and the
imaginary, a dark tunnel, a channel, a gloomy medium that unleashes evil super-
natural powers and aggressive inner forces into the social field. Therefore, in Her-
zog’s world, not only psychological but also social reflection is impossible without
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the symbol of fog. Such is, for example, suspicion: Woyzeck, in the movie of the
same title, is suspected of murder, he in turn suspects Marie of unfaithfulness; and
Fitzcarraldo, also from the movie of the same name, is suspected of fraud, and he
suspects the local population of devouring the people on the ship.

The routes of the characters in Herzog’s films and novels are tangled, they
are a wandering, a pursuit, an imbalance between the intended and the com-
pleted. The contours of the desired route become indistinguishable in the fog. At
the moment of turning around, reflection, mirroring, the hero performs autocom-
munication as the acquisition of their own biography. The consideration of the
natural phenomenon as an active agent has been made feasible in contemporary
ecological theory. Therefore, the method of studying Herzog’s films should not
be reduced to mere interpretation of screen images but should also include the
study of agency (the ability of natural and other elements to act within the world
of values of culture) and topological reflection, which only connects the world of
values with the world of experience in the hero’s encounter with nature and the
natural within themselves.

It should be noted that Herzog’s numerous documentary films, which often
come under the scrutiny of researchers, have been left out of the scope of this arti-
cle, since Herzog’s double life as a documentary and fiction filmmaker is equally
unique. These films are characterized both by rich references to the preceding cin-
ematic tradition and by an extensive use of personal gesture, including the direc-
tor’s own appearance in the frame. The point is that the motifs in these films are
not so much cross-cutting as intertwined. Time in Herzog’s documentaries, in my
judgment, is not so much dramatically linear as meditative and cyclical, although
these films also reveal progressive phenomena and the general dynamics of linear
progress. Werner Herzog is by no means a conservative thinker, but to achieve the
effect of documentary he uses a particular cyclization and interweaving of motifs,
where the image of fog can be accompanied by the image of air and flight, or the
image of fright.

Undoubtedly, the analysis of these intertwined motifs could also be pro-
ductive for the interpretation of Herzog’s artistic achievements, but it requires
special methods, including statistical ones—in fact, statistical motif analysis. Stud-
ies devoted both to an exhaustive description of the function of fog in Herzog’s
documentary films and to the analysis of some of his documentaries in the spirit
of close reading are possible—but this is a matter for the future. This article pro-
poses a different way—from the overall meaning of each feature film to the fog as
a central medium that forces a different reading of the actualization of this overall
meaning on the narrative, compositional and speech levels of the film narration.
For this reason, well-known films already discussed theoretically, starting with
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Deleuze and his programmatic principles, which can be extended to Herzog’s other
films, are chosen for the study.

The relevance lies in the idea that the principles of screen statement con-
struction can make the non-human an initial ethical principle. Herzog’s depiction
of fogis anthropomorphic. It is an excitement and premonition of historical events,
tragedies or personal changes in the lives of characters. For Herzog, fog serves as
an ethical representation, the topos of lost honor, which ties the personal changes
in the characters’ lives to the overall knowable plan of intersubjective destiny.

Now, in the era of studying ecological network interactions, a visual reading
of what is happening by means of unilinear semiotic encoding and decoding is not
enough. The visual in mainstream contemporary social and humanitarian theo-
ries obtains its own ontological status, energy, and action, making the fog an actor
within a network of heroes’ stories within the world of Werner Herzog’s films and
novels. Fog becomes a full-fledged participant of events, a realization of interper-
sonal communication and autocommunication as a human immersion in nature.

The aspect considered in the article is the irreducibility of the image of fog in
Werner Herzog’s works to individual meanings or associations. Although the inter-
pretation of these meanings can be fruitful, fog acts neither as a narrative moment,
nor as a meaningful image but as a topological mechanism that deforms topoi,
including the topoi of power and passion. Fog produces a conversion of topol-
ogies by changing not the landscape but the hero’s relation to the topoi of their
own biography. This aspect subordinates the target and the scope of my research,
which allows us to analyze what the viewer of Herzog’s films or the reader of his
works reads intuitively.

The target of the article is the image of fog in the works of Werner Herzog.
The scope of the article is the function of fog as a topos of natural and social rela-
tions in Herzog’s works. The problematics of the target lies in the fact that topos
itself is not functional; it becomes functional only in the media environment, the
milieu of messages that produce an attitude towards these statements. By creating
the persistent motif of fog, Herzog enhancing the mediality of his world, allowed it
to manifest itself, and to manifest in such a way that no social interaction observed
on the screen can be left out of it.

The aim of my research is to establish how fog becomes an assemblage
of relations between different actors and things, thanks to which a new vision
of the human being occurs in Herzog’s films. The hypothesis of the study is that
fog creates a special kind of person who is simultaneously eliminated from net-
work interactions, including the exploration of nature but is involved both as
an observer and as a transgressive character. Fog allows Herzog’s character to
transform the topoi of experience into topoi of cognition and of rewriting their
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biography. Through it, the characters construct their personality not as a subject
of experience but as a subject of constant critical cognition of their boundaries,
including those undiscoverable by direct life experience.

As for the novelty, the research proves for the first time that fog in the
works of Werner Herzog turns from an artistic technique into an ontologically
independent state, an ethical representation of social conflicts that can damage
human nature and nature itself. The analysis of Herzog’s main films shows that fog
becomes the portal of connection between the physical and social worlds. Itis no
longer a symbol of the hidden or obscure but a principle that dilutes the social in
the natural and displays the ethical limits of social action.

For the first time, we show that the image of fog in Herzog’s oeuvre cannot
be reduced to specific symbolic meanings. On the contrary, fog must be seen as
a medium, as an environment, in the sense of media theory, as a certain mecha-
nism with hidden workings but generating messages. The very ability of the fog
to conceal boundaries and to border things itself endows the fog with a special
efficacy and agency. Fog shows how the boundaries—between the living and the
dead, between power and its absence—are marked out, and thus proves to be
a variable in defining the structures of power in Herzog’s films. At the end of the
day, fog turns out to be some correspondence to cinema as medium, to the media
nature of filmic narrative: it frames reality, asserts power over it but also blurs the
boundaries between things by presenting them and showing how much power
things have over our imagination. Herzog uses the fog not only to give a new color-
ing to his films but to build a special construction of a film within a film, as theater
within theater, seemingly imperceptible at first glance but all the more effective
both for the fates of individual characters and for the overall concept of the film.

Werner Herzog uses the image of fog not as yet another screen image but
as a principle that changes the topological parameters of the frame. Not only the
fog alters the relations of people on the screen—the very status of reality itself
becomes different. The real world turns out to be a force field of relations, and
within it, fog as a medium accelerates both the transmission of messages and
the formation of the characters’ identity, as well as the viewers’ collective iden-
tity. Herzog turns fog not just into a dark medium of uncertainty, like the blurring
of boundaries between the dream and reality but into an intensified darkness
dissolving the line between the worlds, real and possible from our point of view
but equally real for the characters, for whom the otherworld is no less real than
the world of everyday life. Fog establishes this system of equalizing the statuses
of the worlds within the hero’s self-determination topology, urging the hero in
Herzog's world to act.
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MATERIALS AND METHODS

The novelty of the approach is in correlating the world of Herzog’s feature
films with the metamorphoses of contemporary media, thereby establishing for
the first time how the realm of uncertainty and fog constructs the identities of
Herzog’s characters as significant to contemporary social debates. The method-
ology of the study therefore includes both conventional methods of cinematic
research, such as formal frame analysis, analyzing plot development, and delin-
eating techniques and means of expression, as well as advances in contemporary
media theory and philosophy of art. The main idea remains the postmodernist
idea of rhizomatic indeterminacy, which has been given new life in contemporary
alternative or dark ontologies, where the medium of existence is seen as the main
source of singular identity, as opposed to typical identifications.

Literature, like cinematography, turns to the image of fog as a dark medium (|
will explain the term below) that exhausts the ethical constants of human life. The
pioneer here was, of course, the greatest Spanish philosopher and writer of the
twentieth century, Miguel de Unamuno y Hugo. In his nivola (anti-novel) Mist (Niebla,
1914), he applied the unreliable narrator tactic not only to the mechanism of assess-
ing the veracity of events but also to the possibility of events. This nivola has an alter-
native ending; its hero changes not only the rules of his life but also the rules of the
novel’s construction. In this way, fog becomes an immanent god that determines
the fate of man in a situation of existential uncertainty. Independent of Unamuno,
Paul Florensky saw the fog in the same way. In 1923, speaking about the religious
experience of death and salvation as a certainty, in comparison with which the very
conditions of this certainty look like a fog, he wrote, “This fact opened suddenly, as
a suddenly formidable abyss appears on the mountains in the breakthrough of the
sea of fog” (Florensky, 1992, p. 212). Of course, Herzog went much further than Una-
muno, because for him fog is not reduced to the immanence of action and self-de-
termination but encompasses various worlds that provoke self-consciousness and
self-determination. Metaphorically speaking, Unamuno’s fog is as flat as a newspa-
per, while Herzog’s fog is as multidimensional as a present-day blockbuster.

There is tragedy in the fog and a search for visual principles for the moral
grounds of action, both visible and inaccessible to our gaze. It is both the courage
to step into the unknown and the moral certainty of our decision. In the history of
fiction, the image of mist is used more often “as gothic, malevolent forces, often
that serve as cover for ghosts, monsters, or unknown miasmas” (Thacker, 2017, p.
92): James Herbert’s The Fog (1975), Stephen King’s The Mist (1980), M.P. Shiel’s
The Purple Cloud (1901), F. Hoyle’s The Black Cloud (1957).

Researchers recognize the importance of the image of fog in Herzog but see
it as either a transplantation and extension of pictorial techniques (Prager, 2007,
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p. 85) or an amplification of the viewer’s position (Corrigan, 2013, p. 15). Only
Trigg’s penetrating work found the key idea that the fog rises from the face, from
the face of the mountains, from the face of the speaker, it is detached, it covers
the face, at the same time requiring the gaze to be more active and to build direct,
unmediated by habitual contours, relationships with things (Trigg, 2012). But what
we see in fogis not just an expression or a technique but a process. Brandon West
(West, 2023) aptly writes about this but sees fog as a mechanism of escape, eva-
sion, unexpected turn, that is, as if fog displaces everything from the frame. We
argue against this position and argue that fog as a dark medium is not reducible
to such a positive action.

Fogis a new procedural means of expression, as an experience (example) of
tension, silence, spatial meditation, and preparation for spiritual contemplation.
Angela Harutyunyan wrote about this precisely and fascinatingly, seeing in Her-
zog's fog a doubling of the landscape and at the same time an escape from both
the initial and the new landscape (Harutyunyan, 2021). Humanity had to grow up
to fog as a seen state of intersubjective relations, just as the creators did. Oscar
Wilde pointed out that “people did not notice fog until they were taught it by the
poets and artists of the nineteenth century” (Sontag, 2022, p. 19). Following art-
ists and poets, cinematography adopted the image of fog as a transmission of an
ever-changing state of mind in which only the Other is found. At first, this Other
was a poet or an artist, but later, in the time of ecological crisis, it becomes anyone,
because everyone must be saved. In the twenty-first century, art has reoriented
from aesthetic replenishment to ethical determination: “Having lost its confes-
sional character, art becomes a means of salvation” (Sontag, 2022, p. 11). Art is
now in need of new tools and gestures for the mission of human salvation in its
intersubjective and natural extension.

The big city, with its curtain of noise and constant voices, suddenly con-
demned the film frame to silence. Silence and stillness became one of the most
effective techniques for concentrating on the narrative as a thoughtful way for
each viewer to find his or her own way. Characters have disappeared in scream-
ing and agony: after two world wars, it became impossible to shout to the recip-
ient. The artist began to try and use aesthetic, ethical, and emotional stillness as
a technique. It worked. John Cage and Robert Rauschenberg, white noise and
white canvases, the silence of white piano keys and the silence of milky fog. The
fogis a new means of expression, a pause in action and event, doubling the very
flow of intellectual experience. This is why a dual address to the content and the
recipient is generated, in which recipients create their own transcription of the
content, and the content demands a special transcription of the viewers’ recep-
tion by screen means.
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The research methods can be designated as the cinematographic mediality
analysis and functional analysis of the main image of fog. These two methods are
combined due to the use of general scientific methods of analysis and synthesis,
analytical description, critical analysis by comparison and contrast. But both the
method of media studies and the method of functional analysis can be defined
as private-scientific, belonging respectively to media theory and film studies. In
media theory, we rely primarily on the capacious work of Alexander V. Markov
(Markov, 2022), which shows the movement of the theory from the study of the
nature of the message to the recognition of the agency of the media environ-
ment. In film studies we are guided primarily by the philosophical theory of Gilles
Deleuze (Deleuze, 2004), which explores the potential of the frame to change the
familiar topology. Both theories converge in a new object-oriented ontology that
establishes the boundaries of agency in a situation of multiple topologies, includ-
ing implicit and dark topologies (Thacker, 2017). Undoubtedly, the same bowing is
established by Susan Sontag’s theory and methodology (Sontag, 2022), in which
the recognition of an autonomous topology of art resists interpretation.

Fog is an expressive gesture through silence in the picture; it is confusion,
stillness, preparation for the next act of the hero. “Silence is the artist’s ultimate
other-worldly gesture: by silence, he frees himself from servile bondage to the
world, which appears as patron, client, consumer, antagonist, arbiter, and distorter
of his work,” Sontag says (Sontag, 2022, p. 11). In many ways, her resistance-to-in-
terpretation methodology underpins my research methods.

Sontag compares contemporary art to an invisible theater. Fog is the back-
stage of an invisible theater that brings aggression and crime, panic and excite-
ment onto the stage and then successfully hides it in the womb of the backstage.
Fogin the frame can be perceived as an effect, a technique of concentration, a skill
of attention that is instilled in the viewer by the director. For example, in Russian
cinematography, Alexander Sokurov fostered and instilled this skill in the viewer,
literally forcing them to stare at the snowy landscape on the screen for several min-
utes at a time. There is no action, there is only fog or snow, which depresses the
hero and the viewer more and more. Defining yet another function of art, Sontag
spoke of this education by silence: “Any environment that surrounds a person can
become pedagogical in the frame of a movie camera” (Sontag, 2022, p. 19).

The history of art can be reduced to the discovery and description of a set
of objects that people had not paid attention to before or had simply not seen.
The cinematic eye of Vertov, Sokurov, Wenders, or Herzog would pick out objects
from their surroundings and begin to look at them or admire them, forcing viewers
to look at them in detail. By educating the recipients, by conducting, in Sontag’s
words, “pedagogical work,” by shaping their horizon of vision, art itself developed
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as a special object activity. Some objects were not perceived by the viewer outside
the (cinematic) picture. For example, on a still-life painting, the spiraling lemon
peel becomes a completed creation and a divine idea, although in everyday real-
ity, itis thrown into a bucket.

The landscape in the frame does not require understanding, does not recog-
nize significance, fears, or sympathies. It is like a lemon peel in a still life, self-suffi-
cientand a conception in itself, requiring no verbal or visual augmentation. Fog as
a landscape requires the skill of constructive oblivion from the viewer, making room
forintelligent feeling: “An object worthy of contemplation essentially annihilates the
perceiving subject” (Sontag, 2022, p. 23). It is a perfect fullness, without habituation
or hermeneutics, it is a state that is capable of conveying sensation. The contempla-
tion of the fog plunges the characters and the spectators into stillness, while “still-
ness points to its transcendence” (Sontag, 2022, p. 25), that is, to the metaphysics
of the fog as the metaphysics of the frame, as if looking deeply into itself.

The screen medium finds new techniques faster than literature or represen-
tational painting, at least because the frame can be understood as a topos, a place,
a placement of certain motifs within the frame of what is recognized as action. In
Herzog’s cinema, the frame is not a mere topos but a way for the space or situa-
tion to map itself, to see the strange nature within the self. For Herzog, therefore,
fog turns out to be a model for the auto-communication of nature and human.

The route map as a search for historical, social, and individual self-deter-
mination in Herzog’s cinematography consists of starting points (topoi), where
TOT06 is not only a place which the characters build on in their journey (the city for
Woyzeck) or ToT10G as utopia, to which they strive to come (to build a new state or
theater). Itis also TOm0g in a renewed rhetorical sense, a condensation of visually
presented matter that can be depicted and captured by the frame of a cinematic
tape but not by words. Fog as a compacted topos is a passage to another state
and dimension, a tunnel, a magical place.

Werner Herzog’s consideration of fog as a cinematic tool is based on Eugene
Thacker’s notion of magical place, which connects new modern ecological ontol-
ogies and Deleuze-inspired topology. Thacker defined such a place as media, “a
thick, viscous ether of unknown dimensions” (Thacker, 2017, p. 90). Alexander
Markov (Markov, 2022, pp. 75-84) showed the rootedness of the concept of dark
medium, key to Thacker’s constructions, as well as the topology of media rela-
tions developed by Thacker, in the classical tradition. Eugene Thacker’s definition,
according to Markov’s findings, draws on Giambattista Vico’s theory of corporeal
media, Wolfgang Ripple’s and Marshall McLuhan’s media theory through the con-
cepts of epoch, class of messages, a set of interrelated practices and practices of
writing. Markov’s approach allowed us to connect the theory of dark medium and
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fog with the notion of syntagmaticity and paradigmaticity in relation to screen
media and Herzog’s use of it, which we draw on in the following study. For Herzog,
fog appears to be an elusive part of syntagma and in doing so an initial way of
showing that paradigmaticity exists not only in the text but in nature itself.

The magical place, be it a circle or a well, a misty jungle, a gloomy world at
dusk, infects the natural world and the minds of the characters with confusion. In
his Excursus on Mists and Ooze, Thacker speaks of a magic circle (sito), “the place
where the hiddenness of the world presents itself in its paradoxical way (reveal-
ing itself—as hidden)” (Thacker, 2017, p. 90). It need not have special buildings or
temples constructed for it. It can be a mine, a forest, a subway tunnel, a jungle,
as in Onoda’s case. It is an acceptance and understanding of “the anonymous,
unhuman intrusion of the hidden world into the apparent world, the enigmatic
manifesting of the world-without-us into the world-for-us” (Thacker, 2017, p. 91).

The methodology of dark medium and the theoretical method of topolog-
ical reflection in the consideration of the subject and subjectivity is justified by
the route map method applied in the study of children’s mental life. “The child is
incessantly talking about what he is doing or trying to do: surveying the worlds
around him on dynamic routes and explaining them. Route maps are an essential
part of mental activity” (Deleuze, 2010, p. 187).

The magical place, the jungle in the rainy season, the river in the morning
mist, are dark media, intermediaries that release, according to Thacker, anthropo-
morphic beings: demons, ghosts, the dead. The magic site manifests the hidden
world revealed in two forms: as mists and ooze. We are interested in mist, as it is
what appears as “a dense fog, or surreal clouds in the overcast sky” (Thacker, 2017,
p. 91). Mist is a medium sitting between the sky and any planet, “where gravity
fields may attract cosmic dust into nebulae” (Thacker, 2017, p. 92), much like the
Soviet Andromeda Nebula, a utopia, a dream by Ivan Efremov, screened in 1967
by Eugene Sherstobitov.

Through the application of the topographical method, fog is transformed
from a metaphor of metaphysics when examining Herzog’s achievements, as
a topos of the social and as a tool for transforming the psychological map of the
characters. Any map defines the boundaries of own/foreign, mastered/conquered.
Any border is a surrender/assertion of positions, limits and boundaries, which
Jean-Paul Sartre (Sartre, 2024, p. 67) associated with the situation that defines the
framework of human existence through the manifestation of suffering, struggle,
guilt, experience. In a nutshell, the border in Herzog’s visualizations is everything
that existential philosophy calls a border situation. Fog, darkness, dusk, shadow
appear as conditions, but also as accomplices in the transition of the boundaries
of the permissible.
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FOG: FROM THE INVOCATION SYNTAGMATICS
TO THE SCREEN PARADIGMATICS

Fog can be seen not only as a natural state of moisture accumulation, a cre-
ative state of expectation, anxiety and foreboding, a metaphor for social uncer-
tainty and even a revolutionary situation but also as an image, a topos, a con-
densation of the psyche, a concentration of thoughts that will lead to a clear
realization or a complete obscuration (Russian tu-man or, in the poetics of the
Russian language, its perversion mu-tan, mutant, mutation, turbulence, confu-
sion, turbidity).

Fog is an accumulation of water in the air, a cloud near the surface of the
earth, a murky, hazy, skimming and blurring o-shape-boundaries, o-shape-draw-
ings state of nature. Nature in Werner Herzog's films is existential. Aguirre, the Wrath
of God (1972), Fitzcarraldo (1982), Woyzeck (1979), Heart of Glass (1976) metaphys-
ically illustrate the border as a category extra-spatial and timeless, which removes
social, psychological, political and historical conflicts in its womb and gives birth
to new Urani and Gaiai. It is a situation of the inner dwelling of conflicts as the
generation of the very foundations of conflict (Scott, 1982).

In the mist of the jungle or rivers, the human being is freed from conventions,
norms, comprehending themselves as a new existentiality, claiming a new divin-
ity. The preface of Fitzcarraldo begins with the image of fog, the universal noise,
the whispering of the earth and the text: “Cayahuari Yacu, the jungle Indians, call
this country ‘the land where God did not finish Creation.” Only after man has dis-
appeared, they believe, will He return to finish His work.” The disappearance of
people is not a metaphor; it is the only collective experience that is available to
nature itself. In Les Blank’s Burden of Dreams, the director says!, “Taking a close
look at what is around us, there is some sort of a harmony. It is the harmony of
overwhelming and collective murder”.

This literal disappearance in Herzog’s screen world is realized as a political
utopia. Aguirre and Fitzcarraldo dream of building a new society (state or theater),
of becoming the steward of a new morality, discarding the axiology of the old one.
Fitzcarraldo dreams of a world of music in which Caruso’s voice will be like that
of Eru the One:

There was Eru, the One, who in Arda is called IlGvatar; and he made first the
Ainur, the Holy Ones, that were the offspring of his thought.... And he spoke
to them, propounding to them themes of music; and they sang before him,
and he was glad. (Tolkien, 1992, p. 3)

! Werner Herzog Encyclopedia. URL: https://arzamas.academy/mag/373-herzog (14.01.2025).
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It can be suggested that for Herzog, Wagner’s world, with its idea of the
Nibelung Ring as a mechanism for producing the time of salvation, and Tolkien’s
world are the keys to understanding the political dimension of musical polyph-
ony. Music turns out to be a call, the voice of the only one that can be heard in the
disappearance of previous moral boundaries in the jungle.

The music of the jungle is the music of the Ainur. Political utopia requires
a mobilizing, summarizing voice of power; in jungle music, nature decides what
sound comes next. llUvatar spoke to the Ainur to create the Great Music together,
“and a sound arose of endless interchanging melodies woven in harmony that
passed beyond hearing into the depths and into the heights” (Tolkien, 1992, p. 3).
For a time, Fitzcarraldo declared himself IlGvatar, wanting to bring music to the
Ainur, setting patterns in the form of the inimitable Caruso, but the music of the
jungle is a self-organizing “harmony of murders,”* verging on a ship going upriver.
It is the transformation of all attempts to subdue nature into a simple and per-
sistent movement within itself. The new Orpheus cannot subjugate nature but
waits for it to be dismembered.

Fig. 1. Orchestra on a ship. Still from Fitzcarraldo [2:33:07]. (1982).
Directed by Werner Herzog?

The plot of river rafting in the jungle is known to the viewer from the movies:
White Water Summer (1987), The River Wild (1994), but most often from Francis Ford
Coppola’s Apocalypse Now. We see, as it quoted before, “the harmony of collective
murder”* (the famous Major’s “I love the smell of napalm”) and meet new idols
(Colonel played by Marlon Brando). This is how the borderline situations of life/
death, consciousness/madness are represented in states of danger unthinkable
foran ordinary person, as an experience of defocusing, pure immersion of vision

? See the image source: https://vk.cc/cKZ50c¢ (15.10.2024).
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in nature, “a thousand-yard stare” (a quasi-term meaning a sustained traumatic
shock in the thick of combat operations, which overloads mental life and leads to
defocusing of the gaze).

Blurred boundaries, with the semantic tone of indistinctness, are built into
metaphorical chains: foggy distance—foggy look—foggy future; to fog (to cloud)—
not to let us see clearly—to fog, to deceive—the state of obscurity, non-obvious-
ness in the functional duality of concealment and discovery as the only “gram-
matical paradigm” of nature. These metaphorical chains in language are built by
roots, and in screen art by a universal functional symbol, which turns out to be
fog. It can be both a source of danger and a reliable shelter: the enemy can hide
in the fog or one can hide from the enemy.

Fog acts at the plot and compositional level as a physical space, but also as
a metaphysical concealment of it. It symbolizes a painful search (to wander in the
fog) and finding (to emerge from the fog). Fog is the boundary between appear-
ance and essence; between physics and metaphysics; between the otherworld
and the real world. This boundary is mobile, incorporating syntagmatic and par-
adigmatic principles of the organization of screen narrative and thus qualifying
Herzog’s cinematography.

Wandering in the fog is Woyzeck, who has returned to the crime scene to
search for Marie’s murder weapon. He looks for the knife, but when he sees Marie’s
head, he bitterly questions why she has not combed her hair. His mind goes blank.
He dives in and out his unconsciousness. An example of the interreversibility of
the otherworld and the mundane world in the life of the unconscious is the fore-
telling of Hias (Heart of Glass) about the future of the village. He looks into the fog,
the fog covers the specifics and gives the cowherd the opportunity to look inside
himself and to say aloud what he has seen.

It is worth drawing comparisons with the Romantics. The painting Wanderer
above the Sea of Fog by the German Romantic painter Caspar David Friedrich is
pointed to by film scholars, juxtaposing the fog with the image of poisonous dig-
ital technologies (Wansbrough, 2021, p. 179). An example of the continuity of the
Romantic tradition is the fog in Aguirre, which is rightly compared by the schol-
ars with the aesthetics of the sublime, mountain peaks, as a new attempt at eco-
humanism, the juxtaposition of the human and the non-human (Gardner, 2022,
pp. 45-56).
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FOG AND ANGER:
MACHINES OF AN UNACCOMPLISHED INITIATION

In 2023, Herzog’s debut novel The Twilight World (Herzog, 2023) was pub-
lished in Russia. It tells the story of Hiroo Onoda, a Japanese soldier who contin-
ued to defend an island in the Philippines years after the end of World War Il. In
this novel, the German filmmaker is true to himself. “There is both a hallucinatory
dimension in which the acting spirit rises to the limitlessness of nature, and a hyp-
notic dimension where the spirit moves in the direction of the limits that nature
placesinits way.... Itis a geometric plane, it now refers not to a mental but to an
abstract blueprint” (Deleuze, 2010, p. 440).

Fig. 2. Cover of Herzog’s novel The Twilight World (Saint Petersburg:
Ivan Limbakh Publishing House, 2023) and a photograph of Hiroo Onoda®

Before us unfolds the story of Japanese soldier Hiroo Onoda, true to orders
and soldierly honor, who defended the island of Lubang in the Philippines for 29
years after the end of World War II. Major Taniguchi gave orders to hold the island
until the Imperial Army returned with the only rule, “You are forbidden to die by
your own hand” (Herzog, 2023, p. 33). And the soldier held the island, keeping
the family 17th century samurai sword pure of honor. He fought a personal battle,
remaining true to the principle, “Every human being on this island is my enemy”
(Herzog, 2023, p. 34). He is ruthless as nature is ruthless, he maims as natural
disasters maim.

3 See the image source: https://ru.wikipedia.org/wiki/OHopga, Xvpo (15.10.2024).
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Werner Herzog’s new hero, Hiroo Onoda, is not like Aguirre or Fitzcarraldo,
yet he also immerses himself in the jungle and becomes part of it: “they are better
disguised; their hair is tangled; their clothing, equipment, and boots have all been
smeared with clay for purposes of camouflage” (Herzog, 2023, p. 71). The jungle is
the Body of the Earth in its archaic manifestation (Deleuze & Guattari, 2008, p. 251).
The new archaic of the twentieth century, with its inherent Body of capital money
or despotic regime (Deleuze & Guattari, 2008, p. 351), acts as the military regime
machine. Gilles Deleuze and Félix Guattari (2008, p. 304) called the territorial
machine the form of society’s existence at a certain historical stage; it covers the
social field with its signs. “At this point, the jungle falls steeply away. The Looc plain
extends from here to the South coast.... Haze” (Herzog, 2023, p. 70).

Onoda’s time is the despotic machine time: the military regime dictates and
makes the individual a soldier, marching and following orders. Onoda escapes
from the despotic regime into the Earth’s mode by turning into a plant, an ivy. Here,
the screen paradigm becomes metaphysical. This allowed him to survive, as Rob-
inson survived by heeding Friday’s example in Michel Tournier’s novel Friday, or,
The Other Island (Tournier, 1992). A well-meaning Catholic trying to organize order
encountered a young Araucanian, a plant man: “He had hidden his head under
a helmet of leaves and flowers. With the juice of the genipap—the stems of which
yield a dark dye when crushed—he had painted leaves and branches all over his
body” (Tournier, 1992, p. 199).

Onoda becomes like a beast with a spotted hide. He studies mimicry in
nature and mimics a thicket of intertwined decaying dark liana leaves. “Moths
taking on the blotches of tree bark, fish whose coloration matches the pebbles
on the riverbed, insects that resemble the green leaves of trees” is the nature sur-
rounding Onoda (Herzog, 2023, p. 53). Lubang island is covered in fog, with ever-
wet banana trees and coconut palms. Fog, frozen time, a blank screen of percep-
tion—all become a single frame within the novel. Fog, like the jungle, does not
recognize time. “They [the jungle and time] are like two alienated siblings who will
have nothing to do with each other, who communicate, if at all, only in the form
of contempt” (Herzog, 2023, p. 53).

Herzog’s heroes returned themselves to the Body of the Earth, rebirthing
the archaic man within them. They created their own sacred time, becoming
Nietzschean timeless and extra-spatial heroes. “All here are outside history, which
in its taciturnity will not allow present. ... there is no indication of the time. It’s as
though it were forbidden” (Herzog, 2023, p. 95). Onoda kept track of time by feel.
When he came out to the people, he found out that, after 29 years of personal
time counting, he was wrong by a few days, got upset that Japan had lost its soul
to consumerism, and realized that he had not taken into account all the factors of
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nature in intersubjective interactions (as they are understood by modern ecolog-
ical theories and actor-network theory). Time can be counted and calculated, but
it cannot be evoked by any music; it itself dissolves into the paradigms of nature
and makes life a syntagma of traumatic nostalgia.

Surrealistic pictures flicker, following the pattern of the speech (language)
paradigm, in the blending of dream and reality, of terrible dream and terrible real-
ity. “Is it possible that | am dreaming this war? Could it be that I'm wounded in
some hospital and will finally come out of a coma years later, and someone will
tell me it was all a dream?” (Herzog, 2023, p. 105). The overpowering damp fog
that stops time and war has turned into a permanent condition of existence and
interpersonal communication: Onoda could tell his team stories from his past life
only during the heavy fog and the rainy season. Then the jungle was closed to
humans, no one daring to enter it during the rainy season and dense fog. Then
nature would reveal itself in its unreliability, competing with the transience of time.

In Aguirre, the Wrath of God, the mythological hero has to go down the river.
From someone undergoing initiation, Aguirre turns into a carrier of violence, that
is, a social-value hero of the late archaic. The virginal nature must be given in mar-
riage to the hero, and if she resists, she must be taken by force. In Fitzcarraldo, the
voyage is also sacredly endowed by the conquering voice of Caruso singing Verdi’s
opera. Caruso’s voice is that of power. If the sacral is called the great, then, accord-
ing to Deleuze, the Great is realized as a pure idea in the dual nature of landscapes
and actions (Deleuze & Guattari, 2008, p. 255), that is, the first encounter with one’s
world of value, which usually evolves into adolescent or other uncritical violence.

Fig. 3. The great carrying of the boat overland to the singing of a duet with Caruso.
Still from Fitzcarraldo [2:04:42]. (1982). Directed by Werner Herzog*

* See the image source: https://vk.cc/cKZ50c (15.10.2024).
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In this philosophy of the mythological hero’s age, the fog acts as a metaphor
for waiting, a zero degree social writing. We see the fog on the morning of the day
when the Indians under Fitzcarraldo’s leadership start preparing the ship to be
moved to the other side of the river. The Indians work ceaselessly, the construc-
tion is like the building of the Egyptian pyramids. “White Man,” who, according to
legend, is supposed to lead them out of their streak of misfortune, boldly directs
them. The fog before blasting is reminiscent of the USSR’s large-scale geopoliti-
cal constructions, but also of any ethnography of forced labor in general, includ-
ing German memory—from Goethe’s Faust’s schemes to lay canals and drain the
swamps (from which the fog rises) to the trenches concealing, just like the fog, the
belligerents and the labor camps of the twentieth century.

To gain a foothold in the limits of being, evidence is needed—artifacts, “con-
crete objects” (Herzog, 2023, p. 106) that confirm the reality of what is happening.
Such are the sword on Onoda’s belt, the palm oil bottle taken out of his uniform—
all of them became a fetish and were later kept in the museum. They make the
march real, while the beginning and the result are relegated to the realm of the
symbolic and imaginary.

Does the plot demonstrate the results, the finish of the venture? In other
words, does the symbol of the fog as some general principle of storyline orga-
nization allow the unfolding of the plan of the symbolic and imaginary? Aguirre
remains alone on the raft. Instead of the New State, the monkeys are with him. Fitz-
carraldo set the play before the rare spectator and the black pig: “In both senses,
Herzog will have shown that the albatross’ big feet and its great white wings are
the same thing” (Deleuze, 2004, p. 257). This is the theater of his unaccomplished
initiation, the theater of the former river rafting and the monkey as an image of
the untamed flesh that threatens all new explosions.
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Fig. 4. Defeated in the campaign, Aguirre and the monkey think about
the “new Spain” and new conquests.
Still from Aguirre, the Wrath of God [1:32:08]. (1972). Directed by Werner Herzog®

Onoda listened with amazement about the bomb with an arsenal that
would be enough not once and not twice but 1240 times to kill every inhabitant of
the planet. Itis not surprising that Onoda is remembered: in the summer of 2023,
the world distribution of Oppenheimer began.

After 29 years, Onoda gave up (remember that Robinson lived on the
island for 28 years). The President of the Philippines granted Onoda amnesty.
After his release into ordinary life Onoda founded the School of Nature, got
married, and died at the age of 91. The Shinto Shrine of Peace in Tokyo, where
the souls of warriors who died for Japan and the Emperor are worshiped, and
the Emperor of Japan himself is the supreme deity of the Shrine, preserves the
story of Onoda.

° See the image source: https://yandex.ru/video/preview/6179461978829250619 (15.10.2024).
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ROUTE MAP IN HERZOG’S CINEMATOGRAPHY

Fog becomes an ethical marker of the action that has involved all the agents
of the movie, in this very moment of total involvement. The actors are lined up in
a network, but the screen deforms the network, opening up those lacunas where
the improper or the crime can be. In the novel and in the movies, the fog conceals
crimes or foreshadows tragedies.

@ayahuanivacumennentdietWaldindianer

Fig. 5. Fog. The beginning of the search for Fitzcarraldo:
“Cayahuari Yacu, the jungle Indians, call this country ‘the land where God did not finish
Creation.” Still from Fitzcarraldo [0:25]. (1982). Directed by Werner Herzog®

The route loops upriver in the vague uncertainty of its initial direction and
ends with the unmasking and unfolding of a dream. Fitzcarraldo’s route, like Agu-
irre’s, is intricately twisted, confused and back again. It is a spring effect, a reaction
to a failed return, because of the initial uncertainty of the route—a boomerang
effect in the fog as an effect of depreciation. Recall the seemingly insignificant
episode when Fitzcarraldo arrives at the place where he built the railroad. After
many years, the abandoned place has been abandoned by devoted adherents
who guarded the road and the dream. Fitzcarraldo does not hesitate to order the
rails and sleepers to be dismantled and transported to the ship to realize the new
dream. He does not notice how in a moment he has destroyed and devalued the
life and efforts of the one who guarded and protected the unfinished railroad while
waiting for the return of the demiurge.

Akind of geophilosophy can be traced in Martin Heidegger’s The Origin of the
Work of Art, a work raising questions of distinction (distribution of different faces)
of phenomena and events. In addition to the distinction between truth and art,

® See the image source: https://vk.cc/cKZ50c¢ (15.10.2024).
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Heidegger can be seen a consistent distinction between the thing as a natural-nat-
ural state and creation as artificial-anthropomorphic. This is not Edmund Husserl’s
reduction but an indifferent passing through and past things and states, events
and situations, a disinterested contemplation of them. Fog is a rare coincidence
of substance and form, idea and event, a natural state endowed with historical
expectations on the part of movie characters. Heidegger applies the concept of
“fold” to explain the notion of substance and form (Staff-Form-Gefuge), which is
the “landscape of the birth of thought” (Heidegger, 2008, p. 176). Herzog’s fog is
such landscape of the birth of thought. Heidegger’s topographical method is not
so much a geographical place as a site of abstract model, a site of placement, of
immersion in a place.

Fog is a placement, an immersion in the place of history, a pause before
important events, a fold of existence in which space and time collapse the fates of
the characters, as if smoothing them over the screen. They disappear and emerge
from the fog endowed with other meanings. Onoda disappeared in time for 29
years, being placed in the jungle fog as if in a shelter.

The special role of topos in the creation of one’s own and another’s biogra-
phy has been written about by a philosopher working at the border of psychology
and philosophy. Existential philosophy was born in this thinking, which is beyond
the limits of both directions. Karl Jaspers said that contemplation of native land-
scapes (sky and horizon) shaped him as a thinker: “Existence... is a new narrowing
of the horizon: for it exists every time as one existenz with another existenz” (Jas-
pers, 2013, p. 53). Jaspers also speculated a lot about the influence of landscape
on the formation of large groups mentality and worldviews of individuals.

Psychoanalytic cartography overlaps with the topographic concept of cur-
rent philosophy. A psychoanalytic map is a direction, a terrain, a displacement:
“Every map is a redistribution of impasses and breakthroughs” (Deleuze, 2010, p.
90). And just as the events map in the psychoanalysis of movements and routes
cannot be seen as a single derivative of the parent-child schema, that is, reduced
to mere syntagmatics, so the map of philosophy cannot be seen as a derivative
of a single event or phenomenon. Marie’s murder is social in the essence, as evi-
denced by Woyzeck’s constant reflections on the poverty in which he is forced to

live and for which he participates in the doctor’s experiment”.

The topological reflection method, which explores the human psyche, will
help us consider the topos of fog as a reflection of Woyzeck’s clouded psyche from
the 1979 movie of the same name based on Georg Blichner’s play. “In a small town
near the small pond,” the author’s voice-over announces at the beginning of the
movie. Herzog’s change of topographical frame in this film translates from a dan-
gerous river to a quiet pond or pool, just as the image of the conqueror Aguirre or
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of Fitzcarraldo sacralizing himself as a creator who disposes of life and violence is
replaced by the image of Woyzeck, a lowly man from a small town. This change
of aspect somewhat returns from the screen paradigm of natural unpredictability
to the syntagms of ignorance, of man’s confusion before the natural beginning in
himself. For the Russian consciousness, the reedy pond is that from Isaac Levi-
tan’s painting, By the Pool, with all psychological stereotypes: in Russian, the word
“‘omut” (“pond”) sounds like “muddy” or “fog.” Everyone can “do murky waters” in
this city.

A crime is committed in the town. Woyzeck kills his lover Marie, the mother
of his son, because of her adultery, and the murder takes place by the pond. His
map of routes is confusing, like Aguirre’s and Fitzcarraldo’s. The map expresses
the similarities of the path intended and the path traveled. Whereas Aguirre and
Fitzcarraldo led rafts and ships toward a larger goal, Woyzeck roosted like a mouse
within an urban space. Typically, the fermentation lines and loops on the maps of
autistic children are similar. We learn that Woyzeck is being experimented on by
a doctor known in town. For money, Woyzeck trains, drinks urine, and eats noth-
ing but peas for months. The doctor easily condemns Woyzeck to a scientific trial,
just as he easily throws a cat off the second floor of a building to demonstrate the
flexibility of its body to medical students.

How does the surrounding landscape affect a person, how does the topics
determine the typicity, typicality, type of an individual? There are no vertical
rocks with layers of meanings in the fog, but there is a grid of meanings and signs,
images and addresses open wide. The surface of fog and the surface of subjectiv-
ity are infinitely wide, and both extend and enchant space: a “disembodied limit”
that produces “most of its effects” (Deleuze, 2010). Such limits Deleuze calls mem-
branes. In them, “the internal and the external, depth and height, have biological
value only through this topological surface of contact” (Deleuze, 2010).

After a while, Deleuze responds to Paul Verlaine, who once wrote that there
is nothing deeper than skin. Deleuze says that “nothing is more fragile than the
surface.” Skin covers a large volume of the surface of life. According to philosopher
Gilbert Simondon, important for Deleuze, “The living lives at the limit of itself, at
its own limit.... The polarities characteristic of life reside at the membrane level”
(Deleuze, 2010). Exactly as the vast surface of a soap bubble is conditioned by
its fragility. Simondon formulates the characteristics of the transcendental field:
potential energy, internal resonance of series, topological surface of membranes,
structuring of meaning.

Fog is like a membrane. This statement is even more accurate than the com-
parison with rhizome. Rhizome implies a root system, while membrane is a pure
surface. In the Logic of Sense, Deleuze derives a formula: rhizoma=topos+eon,
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where topos is the space of monadic distribution of singularities, while eon is the
time of decay of this space into subspaces. This membrane pushes Herzog’s pro-
tagonists both into the world of self-determination, linking spaces, and into the
world of crime, as sliding on the surface of one’s own being, without the possibility
of going into the depths.

This is how the spatial and temporal event determines itself and becomes
a phenomenon. Deleuze spoke not so much about ontology as about the meta-
physics of surface. Fog as membrane—continuum—is a topos, “the place of mean-
ing of an expression” (Deleuze, 2010). Moreover, Deleuze defines meaning itself as
a membrane—that is, as something being formed and unfolding on the surface.
Figuratively speaking, modern culture is no longer a question of Dionysus down
below, or of Apollo up above. The hero of contemporary culture is “Hercules of
the surface, in his dual battle against both depth and height: reorientation of the
entire thought and a new geography” (Deleuze, 2010). It is Onoda and Aguirre,
waging a battle for their insights.

Woyzeck, played by Klaus Kinski, is exhausted, he is on the verge of existen-
tial terror and is waiting for the experiment to be completed. Marie’s murder is
covered in the morning mist as Woyzeck’s own sanity obscures. He comes to the
pond asking, “What sort of place this is? Mariel Why is your hair so tossed—didn’t
you plait it today?” The pond turns out to be a preliminary screen that tries, not
quite successfully, to bring the protagonist back to nature, so that he organizes
and reorganizes his sense already in auto-communication.

Fig. 6. Woyzeck committing a crime. Still from Woyzeck [1:06:42]. (1979).
Directed by Werner Herzog’

" See the image source: https://yandex.ru/video/preview/10940808626 783664214 (15.10.2024).
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Marie acts as the knot on the map in which desires, needs, and capabilities
come together. Before she dies, she sings a song to the yard children:

But when he reached the moon he found it was a piece of rotten wood.
And then he went to the sun, and when he reached the sun he found it
was a withered sunflower. And when he came to the stars they were little
golden gnats.

The dotted lines on the map draw expectations, and the painted parts
designate the life route traveled by the hero. Marie’s biography ended not by her
will: “The moon’s rising. Look how red it is. What are you going to do, Franz?” The
history of the city has not changed, it is like a pond, it closes and absorbs itself,
overgrowing with new reeds. The author’s voice concludes the movie, “We haven’t
known such a thing in our land for a long time. Ah!” And the people live on, this

“Ah!” sounds theatrical. The town is supposed to regret, but it does not, it is cov-
ered with fog as pure nothingness. Autocommunication turns out to be possible
at the level of the city but not at the level of the protagonist, who is pushed by the
membrane of the fog into the realm of pure transgression.

TOPOGRAPHY OF BIOGRAPHY AS SCREEN FRAGILITY

In his book The Birth of Existentialism from the Foam of Psychoanalysis, Alek-
sandr V. Pertsev refers to Hans Zahner, who is convinced not only that existential-
ism arises from contemplating the marshes of his youth (Pertsev, 2012), but also
that Jaspers’ views are a reflection of the marshy landscape of his childhood and
youth. It also happens to Woyzeck and the characters of another Herzog’s film,
Heart of Glass (1976).

The movie begins in a misty pasture. A cowherd named Hias, living the life
of a hermit, drives a flock that doesn’t know the way. Hias is a prophet: he guides
not only his herd, but also predicts events that are to happen to the people of
the small Bavarian village, who pour glass. The movie begins with Hias looking
out at the spreading mist over a beating mountain river, a metaphor for time. He
says, like Iluvator, “I look into the distance to the end of the world.... First, time
will tumble, and then the earth.... This is the beginning of the end.... A vertigo
seizes upon me.”
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Fig. 7. Forester Hias in the fog predicting the town’s fate.
Still from Heart of Glass [0:05]. (1976). Directed by Werner Herzog®

Master Milten, who knew the secret of “ruby glass” but did not tell others,
dies in the village. The smelting furnaces cool down. The furnaces cool down
along with the hearts of the people who, for the sake of finding and starting
a new sale of glass, are ready to and will start killing each other. Life in the city
has stopped. No sales, no movement, nothing. Only the ruby glass could save the
citizens. The search for the secret of ruby glass resembles a mental breakdown:
people kill friends and dance with the corpses, dig up the ground where the
Master is buried, tear up the furniture the Master gave to his mother and finally
find the secret: they should add blood to the glass. An innocent girl, Lyudmila, is
chosen as the victim.

8 See the image source: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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Fig. 8. Nature on the eve of mass insanity. Still from Heart of Glass [31:06]. (1976).
Directed by Werner Herzog®

Valery Podoroga continues Deleuze’s thought in an unorthodox way,
speaking of traveling across the thought landscapes. In his book Metaphysics of
the Landscape, he uses the term fold as a catch of meaning. It is a spatio-tem-
poral catcher of meanings, like a dreamcatcher. Philosophical portraits painted
by Podoroga, namely “metaphysical landscapes,” are a kind of intellectual maps,
topographical schemes of thought of philosophers in whose texts the resource
of contemporary thought is hidden. The key question posed by Podoroga is
whether a landscape has its own metaphysics. How are philosophical creativ-
ity and landscape connected, and how significant is it that Nietzsche wrote in
the Swiss Engadine and Heidegger in the forests of the Black Forest? Herzog’s
characters take refuge in a fog that clouds the mind and leads them to decide
to conquer new lands and build a new society (Aguirre—the new world, Fitzcar-
raldo—the theater), to defend old ideas without knowing or trying to find out
information about the new time (Onoda kills the villagers but never once com-
municates with them, never once asks about what is happening in the world). It
is a trap that collapses time and space and stops man in the moral development
of life. (The owner of the glass factory that produced ruby glass went to make
a human sacrifice, having experienced moral numbness due to his obsession
with the search for the smelting of the secret of ruby-colored glass). “All thought
is spatial, and not only due to the known features of language but also due to
the bodily orientation of the thinker: cognizing, he activates the nearest space,

? See the image source: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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endowing it with spiritual intents, projects outward, bringing the most distant
one closer to himself” (Podoroga, 2021, p. 6).

To some extent, the search for the secret of ruby glass resembles the search
for the secret of stone in Pavel Bazhov’s The Stone Flower (Bazhov, 1969). In this
tale, young Danila comes to Master Prokopyich to study. People called Danila
blissful, he could look at a bug that crawled on a leaf: “It was not quite blue and
not quite grey, and there was just a mite of yellow under the wings; and the leaf
was long wide one.. .the edge was jugged, curling a bit, like a fringe, and darker,
but in the middle it was real bright green, as it had been painted” (Bazhov, 1969,
p. 68). Danila grew into a malachite working master. Having received an order for
the Stone Flower, Danila the Master searched for it: “He went to the forest almost
every day. The time was just right for mowing, berry time. All the herbs are in
bloom. Danila would get to a mowing field or a clearing in the forest and stand
there watching. Or he would walk around the mowings looking at the grass, as if
looking for something” (Bazhov, 1969, p. 87). When asked “Have you lost some-
thing?” he answered, “I haven’t lost anything, but | can’t find something” (Bazhov,
1969, p. 87). Danila, like the villagers, was looking for the secret of the stone, for
which he was ready to give his life and the happiness of his relatives, “But | can’t
live without this flower!” (Bazhov, 1969, p. 99). When he finally found the stone
flower, Danila returned to the village, but “he became clouded” (Bazhov, 1969, p.
100), or as they say, “went mad” (Bazhov, 1969, p. 103).

The personal obscuration in Bazhov’s Ural tales can be compared to the
same collective madness to which the village from Heart of Glass is doomed
after Ludmila’s murder. The town could not be saved. In the same way, Anton Y.
Kozhurin (Kozhurin, 2002, pp. 72-79) univocally links mentality with landscape.
The misty landscape of the gorge in which the village is located, fogs the minds
of its inhabitants.

Dark theories allow to show the mysticalness of fog when narrating historical
events. Philip Rosen and Patricia Mellencamp write in the April 1983 American Film
magazine that the directors of postwar German Expressionist films break with the
usual narrative of historical events. Their narrative is not a linear film-like devel-
opment but a premonition: fog, as visual punctuation, divides the story, pausing
between events. The fog forms before the murder of Ludmila, an innocent girl
whose blood is to be used to cast red glass.
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DiscussioN

Fogin Werner Herzog’s cinematography is not only a state of nature, a psy-
chological premonition, a historical limit; it is a partner in crime, resolving the
syntagmatic-paradigmatic knot of twisted events. Fog is an intentional image of
a gloomy tunnel, a dark medium that releases otherworldly external and aggres-
sive internal forces outward. The symbol of fog in Herzog’s literary and cinematic
world participates in historical-social reflection, creating the preconditions for
accepting the frame as primary and having no supposition in previous moral eval-
uations of the autocommunication screen’s actions.

The unity of Werner Herzog’s approaches to fog as an existential state
is showcased in his films Aguirre, The Wrath of God (1972), Fitzcarraldo (1982),
Woyzeck (1979), Heart of Glass (1976) and the novel The Twilight World. The only
difference is that in the novel it is the organization of the entire composition of
the text, while in the films it is the organization of the composition of the frame.
Fog metaphysically sets the boundary as an extra-spatial and timeless category,
which removes social, psychological, political, and historical conflicts verbally (in
the novel) or visually (in the films). Autocommunication overcomes both the sys-
tematicity of anticipating one’s own fate, appearing in the text, and the paradig-
maticity of immersing oneself in nature, appearing on the screen.

This s a full-fledged visual demonstration of human dependence on nature,
revealed through tense images of river rafting, the current, and the waterfall
that destroy everything human-made. A new understanding of the relationship
between the real, the symbolic, and the imaginary on the screen can be seen in
the itineraries and “foggy” turns in the lives of Aguirre, Fitzcarraldo, or Woyzeck.
They are neurotic, hysterical personae, pretending to construct a story out of their
hysteria. All three named characters, played by the brilliant Klaus Kinski, resemble
the explosion of a volcano, the ricochet and release of a spring. They are on the
verge of losing their minds, as if taking in both the content of their fate and the
form of each successive action at the same time.

In the new conceptualization of difference as the actors’ difference in
a system, or membrane, of social relations, fog acts as the zero degree social writ-
ing. Itis in the fog where the hero begins to be—successfully or unsuccessfully—
pushed back into nature out of predictable social interactions, that continue to
tie into increasingly tangled knots. Analyzing the route maps in Herzog'’s films, we
conclude that those who walk the route merge with the route itself. The topogra-
phy here is the only direct statement of the hero about himself and the implicit
viewer about the hero.

Werner Herzog’'s magical place is and acts as a screen projection of the
natural. The theory of dark medium, adopted in this article, allows us to clean
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the word “magical” of the patina of everyday mysticism. Fog as a technique has
been used by many filmmakers, but all of these interpretations had the original
human gaze in mind, even if they relied on Herzog’s own statements. However,
the principles of constructing a screen statement can make the non-human
an initial principle. Herzog’s depiction of fog differs from that of Tarkovsky, for
example, as a specific characteristic of human vision and the trials to which it
is subjected.

Fog is represented as a dark medium: a screen and a membrane at the
same time. The screen shows the hero’s passions, his willingness to go against
circumstances, defending his honor. At the same time, the man’s involvement
with nature and with other people forms an impenetrable membrane of interac-
tions, a network of actors that seems self-sufficient. But it is precisely Herzog who
exposes the tensions around this membrane: what we perceived as a mechanism
of social life proves to be a membrane for interpreting the chain of events, that
pushes out the hero defined by honor. The hero has equal chances of appear-
ing to be a messiah and a criminal. Herzog’s visual approaches are not used for
revealing the hero’s character, but rather to facilitate this expulsion in order to
establish a specific agency for the protagonist, independent of previous networks
of interaction. To act, in this sense, is not to achieve successful interaction but
to uphold honor against all odds, to take a detached view at what is happening
and thereby evoke in the audience a specific attitude towards the social facts
and environmental risks.

BBEAEHUE

Hal nyywnid gpyr — TyMaH.
(Xepuor, 2023, c. 96)

Houb npowina, 1 KoCsKu pblb HYi 0 YeM He 3HAIOT.
(Tam e, c. 161)

TymaH B KnHemaTorpade Xepuora siBAseTcs He TONbKO pybexoM, Hera-
TUBHbBIM MPEAENOM, OH — COYYaCTHUK COOBITUI 1 NPECTYNNEHNIA BHYTPU CXOX-
AEHNs peanbHOro 1 BOOOPaXKaeMOro, TEMHbIN TYHHENb, KaHa, TeMHoe Meawa,
BbIMYCKatoLLEE 371ble MOTYCTOPOHHME CUSbI U arPECCUBHbIE BHYTPEHHME CUNbI
B colMansHoe none. [1o3tomy 6e3 cMMBOa TyMaHa B Mvipe XepLora HeBO3MOXHa
He TONbKO NCUXONOrMYecKas, HO 1 colmanbHas pednekcus. TakoBo, HanprMep,
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nopo3pevie: Boilieka B 0AHOMMEHHOM (burnbMe Noao3peBatoT B yOUICTBE, OH,
B CBOIO 04epefib, N003peBaeT Mapuiio B 13meHe, Grikappanbfio, Takwe 13 OfHo-
MIMEHHOTO GrbMa, NOA03PEeBatoT B MOLEHHVYECTBE, a OH NOA03PEeBaAeT MeCTHOe
HaceneHue B TOM, YTO OHW CheadT Ntofei Ha Kopabne.

MapuwpyTbl repoes rbMOB 1 POMAHOB XepLora 3anyTaHbl, 3TO NayTa-
HYIS, MOUCKM, HECOOTBETCTBME HAMEYEHHOIO 1 NpoiiaeHHoro. KoHTypbl xena-
HWS MaplpyTa CTAHOBSTCS HEePas3nunyvMbl B TymaHe. B MOMeHT 06opaynBaHus,
pednekcnu, 3epkanbHOro OTPAKEHNWS repoemM OCyLLeCTBASeTCS aBTOKOMMY-
HUKaUMs Kak obpeTeHne cobcTBeHHON Bruorpadun. PaccMoTpeHmne npnpoa-
HOTO SIBNeHNSI B KA4eCTBe akTMBHOMO AENCTBYIOUIErO areHTa caenanocs Bo3-
MOXHbIM B COBPEMEHHOI 3KONOTMYeCcKon Teopuu. [103TOMY METOA U3ydeHus
(bUNBMOB XepLora He MOXET CBOAMTHCS TONbKO K MHTEPNpeTaLmy 3KpaHHbIX
06pa3oB, HO AO/MKEH BKIOYATb U MCCNef0BaHWe areHTHOCTM (cnocobHoCTK
NPUPOAHbIX 1 MPOYMX INEMEHTOB AeCTBOBATb, MPVYEM B LIEHHOCTHOM MUpe
KyNbTYPbI), ¥ TOMONOTNYeCKyto pedneKcuio, KoTopas TOMbKO 1 CBS3bIBaeT MUP
LEeHHOCTEN C MMPOM MepexunBaHnii Mpu CTONKHOBEHWM repos C MPUpPoaoWN
1 NPUPOAHbIM B cebe.

Cpasy cneflyeT OTMETUTb, YTO 3a Npeaenammn pacCMOTPeHus 3TON CTa-
TbW OCTANNCh MHOTOYUC/IEHHbIE JOKYMEHTaNbHble hrbMbl Xepuora, KoTo-
pble 4acTo NMoMnaaatoT B Noje BHUMaHMs NccaegoBaTeneid, T. K. ABOMHas XU3Hb
Xepuora B JOKyMeHTanbHOM ¥ Xy[AOXECTBEHHOM KUHO OfiHOBPEMEHHO YHU-
KanbHa. [JokymMeHTanbHble MUNbMbI OTAMYAIOTCSH Kak HAChILEHHBIMUW OTChIN-
KaMy K NpefLecTBytoLLel KrHeMaTorpadyieckon Tpagnumnm, Tak v WIUPoKNM
MCNONb30BaHNEM TMYHOMO XKeCTa, HaulHas C NOSBAEHUS CaMoro pexumccepa
B Kafpe. MOTVBbI B HMX HE CTONbKO CKBO3HbIE, CKOMBbKO NepeneTaloLimnecs.
Bpems B JOKYMEHTanbHbIX GUAbMax, MO HalWeMy CYXAEeHWI0, He CTObKO Apa-
MaTUYeCKU-NUHEeNHOe, CKONBKO MeANTaTUBHO-UMKIVYECKOE, XOTS B HUX pac-
KpblBatoTCs 1 nporpeccupytoume heHomeHsbl, 1 oblias AnHaMnka NTMHENHOro
nporpecca. Xepuor Hu B KOEM C/ly4ae He KOHCEPBATUBHBbIN MbICIWTENb, HO AN
AOCTUKEHNS 3hdPeKTa OKYMEHTANBHOCTM UCNOb3YeT 0CobYI0 LIMKNM3aLUmMIo
1 nepeneTeHne MOTUBOB, rae 0bpas TymMaHa MOXeT COCeiICTBOBATL C 00pa3oM
BO3[yxa 1 noneta, v 06pa3om ncnyra.

BeccnopHo, aHanu3 3TuUx CnaeTeHuin Mor bbl ObiTb MPOAYKTUBEH U ANd
MHTepnpeTaumm XygoxeCTBEHHbIX AOCTVIKEHWIA XepLora, HO OH TpebyeT cneun-
anbHbIX METOAOB, B TOM YKC/1e, CTaTUCTUYECKUX, — MO CYTU, CTaTUCTUHECKOrO
MOTMBHOTO aHanu3a. BO3MOXHbI MCCNeAoBaHNS, NOCBALLEHHbIE KaK ncYep-
MbIBaOLLEMY ONUCAHNIO (DYHKLMM TyMaHa B JOKYMeHTanbHOM KMHO XepLora,
TaK 1 aHanu3y OTAENbHbIX ero AOKYMEeHTanbHbIX GUABMOB B fyxe 6A13KOro
4TeHMs — HO 3To geno byaylero. B gaHHoW CTaTbe NPeAnoXeHo ABUraThCs
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MHa4ye — OT 0OLLero cMbiCNa Kax/aoro XyAoecTBeHHOro dunbMa K TyMaHy Kak
LEHTpanbHOMY Meinymy, KOTOpPbIV 3acTaBAsieT MHaYe MPOYMTaThb aKTyanm3aumio
3TOro 06LIEro CMbICNa Ha CIOXETHOM, KOMMO3MLMOHHOM 1 PEYEBOM YPOBHSX
KMHOMOBECTBOBAHMS.

AKTYanbHOCTb. [1PUHUMMIBI NOCTPOEHWS 3KPAHHOTO BbICKa3blBaHNs MOTYT
AenaTb HeyenoBeyeckoe HavanbHbIM 3TUYECKMM NPUHLMNOM. V306paxeHme
TyMaHa XepLorom aHTpornoMopdHO. 3TO BOHEHVE 1 NpeayyBCTBME NCTOPU-
YECKNX COBBITUI, Tpareamnin UM MMYHbIX NEPEMEH B XKM3HN repoeB HEMELIKOTO
pexuccepa. TymaH B paboTax XepLora CAy)K1T 3TUYeCKOW penpeseHTalmven,
TOMNOCOM MOTEPSIHHOW YeCTU, 4TO U CBSA3bIBAET /IMYHbIE NepeMeHbl B XU3HN
repoes € 06UIMM NAAHOM NMO3HAHUS MHTEPCYOBEKTVBHOM CYAbObI.

Ceityac, B anoxy M3y4YeHKUs 3KONOTUYECKMX CETEBbIX B3aUMOAENCTBIN,
HEAOCTaTO4HO BM3yabHOE CYUTbIBAHIE MPOVCXOASALLErO MyTeM OAHONMHENHOMO
CEMMOTUYECKOTO KOAMPOBAHNS 1 AEKOAMPOBaHMS. BusyanbHoe B MEMHCTPUIM-
HbIX COBPEMEHHbIX COLMANbHO-TyMaHUTapHbIX TeEopUsx 0bnafaet CoObCTBEHHbIM
OHTOMOrMYECKNM CTATYCOM W 3HEPTrUel, AeCTBUEM, MOITOMY TyMaH CTaHOBUTCA
aKTOPOM B CETU UCTOPUIA repoeB hUNbMOB 1 pOMaHOB BepHepa Xepuora. TymaH
B €ro Npov3BeAeHUsIX — NONHOLEHHbIN YHaCTHUK COBbITUIA, OCYLLLECTBEHNE
MEXINYHOCTHOM KOMMYHWKALUMV 1 @aBTOKOMMYHUKALMM KaK MOTPYXeHMs Yeno-
BeKa B Mpuposy.

Mpo6nema cTaTbyt — HECBOAMMOCTb 0bpasa TymaHa B NPOU3BEAEHNSX
BepHepa Xepuora K oTaenbHbIM CMbICaM UK accoumalmamM. XoTs MHTepnpeTa-
LS 3TUX CMbIC/IOB MOXET ObITb MPOAYKTNBHA, TYMaH, TEM He MeHee, AeNCTBYeT
He KaK MOMEHT NMOBEeCTBOBaHWUS, HEe KaK CKOSb YTOAHO MHOrO3HauMTeNbHbIi
00pas, HO KaK TOMOMOrMYECKMIA MexaH3m, AeOopMUPYIOLLMIA TOMOCH, B TOM
4MCcne TONOChl BNAaCTW M CTPacTU. TyMaH Mpov3BOAMT KOHBEPTALMIO TONONOTN,
He MeHAs naHawadTa, HO MeHAs OTHOLIEHWE repos K Tonocam COBCTBEHHOW
6uorpacun. 3Tol npobaeme U NOAYMHEHO ONpefeneHre obbeKTa U NpeaMmeTa,
4TO NO3BONAET NOAONTU aHANUTUHECKM K TOMY, 4TO 3puTent GunbmMoBs XepLiora
WK YWTaTeNb ero NPOU3BeAEeHUI CYUTLIBAET MHTYUTUBHO.

O6BeKT 1CCnefoBaHns — M30bpaxeHvie TyMaHa B NMpon3BeaeHusx Bep-
Hepa Xepuora. MpegMeT vccnegoBaHns — QYHKUMS TyMaHa Kak Tornoca npupoa-
HbIX 11 COLMANbHbIX OTHOLIEHWI B Mpon3BeaeHusx Xepuora. lpobneMaTyHOCTb
06beKTa COCTOUT B TOM, 4TO M300paXeHe eCTb OIHOBPEMEHHO MeaManv3aLus
TyMaHa, NpeBpalleHe ero B MefuyM, CONoCTaBKMbIA C MEANYMOM KUHO3KPaHa
NN TenesKpaHa, onpeaensowmin cyasbbl Moaen U LEHHOCTHbBIE MOPSAKM KaK
YaCTHBbIX, TaK 1 0OLLMX COLManbHbIX OTHOLWEHWIA. [TpobneMaTVYHOCTb NpeaMeTa
COCTOUT B TOM, 4TO CaM TOMOC He YHKLVIOHaneH, nprobpeTas MyHKUMOHab-
HOCTb B MeAUHOW cpefie, cCpeae CoObLIEHNA, BbipabaTbiBatOWIMX OTHOLIEHNE
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K cOObLIeHMAM. XepLor, CO3AaB YCTOUYMBbI MOTUB TyMaHa, TeM CaMbiM YCUANN
MEAMIIHOCTb CBOEIO MI1pPa, MO3BON 3TON MEAMIHOCTY NPeabaBnaTL cebs, Npu-
Yem Tak, YTO HUKaKMe HabtoaeMble Ha 3KpaHe ColnanbHble B3anMOAeNCTBIS
HEe MOTYT OCTaThbCsl OT 3TOMO B CTOPOHE.

Llenb viccnenoBaHns — yCTaHOBUTh, Kak TyMaH npespaliaeTcst B Mecto
cHOPKM OTHOLWEHWIN pa3NuyHbIX AEACTBYIOLIMX N1 1 Bellel (@akTopos), bnaro-
aaps yemy B @uabMax Xepuora CTaHOBUTCS BO3MOXHO HOBOE BUfIEHNE Yeno-
Beka. l'mnoTesa — TymaH co3/aeT 0coboro YenoBeka, KOTopblvi OHOBPEMEHHO
VICKIIOYEH 113 CeTeBbIX B3aMMOAENCTBIIN, BK/IOYAS OCBOEHME NPUPO[bI, HO BKHO-
YeH v Kak HabntofaTesNb, U Kak TPaHCTPeCCUBHbIV NepcoHax. TyMaH no3sonser
repoto Xepuora npespaTtuTb TOMOChI OMbITa B TOMOCHI MO3HAHWS 1 NepenmchiBa-
HWs cBOel Brorpacduin 1 TeM CaMblM BbICTPOWTb CBOO IMYHOCTb He KaK CyObeKT
0MbITa, HO Kak CYBBEKT MOCTOSHHOTO KPUTUHYECKOTrO NMO3HaHUs CBOVIX rpaHuL,
B TOM YMC/IE U HE BbISIBASIEMbIX MPSMbIM XKN3HEHHbIM OMbITOM.

HoBu3Ha. B npeacTaBneHHol paboTe BnepBble AOKa3blBAETCS, YTO TyMaH
B NPOM3BeAeHNX XepLora 13 Xy[joXKeCTBEHHOTO NpreMa NpeBpaLlaeTcs B OHTO-
NOTNYECKM CaMOCTOSTENbHOE COCTOSHIE, STUYECKYIO penpe3eHTaumio coluans-
HbIX KOH(MAMKTOB, CNOCOBHBIX MOBPEANTL MPUPO/IE YeNOBeKa 1 cCamol Npupoae.
AHanu3 0CHOBHbIX (DUNBMOB pexunccepa AeMOHCTPUPYET, YTO MOPTanoM Coeaun-
HeHMs PU3MYECKOro 1 COLMansHOro MUPOB CTAHOBUTCS TyMaH. 3TO y)Ke He CUM-
BO/ CKPBITOrO WM HESICHOTO, HO MPUHLIWM, KOTOPbI pacTBOpSEeT colnanbHoe
B MPUPOHOM, NPOSICHAS 3TUYECKME TPaHNLIbl COLMANbHOTO AeUCTBIS.

O6pa3s TymaHa B hunbmax U NMTepaTypHOM TBOPYECTBE XepLiora Henb3s
CBOAMTL K OTAEMbHbBIM CUMBOIMYECKMM CMbICaM. HanpoTuB, TyMaH Hy»HO pac-
CMaTPMBaTb KaK MeflnyM, KaK cpefly, B CMbIC/1E MEANaTeOPUN, KaK OnpeaeneH-
HbI MEXaHW3M, PaboTa KOTOPOTO CKPbITa, HO KOTOPbIA MOPOX/AAET COOOUIEHNS.
Cama CcnocobHOCTb TyMaHa CKPbIBaTb MPaHuLbl U CAMOMY FPaHNYNTL C BELLAMK
HafenseT TyMaH 0Ccob0N AeNCTBEHHOCTbLIO, areHTHOCTbIO. TyMaH MoKa3biBaeT,
KaK pasmMeyeHbl rpaHuLbl MeXOY XMBbIM 1 MEPTBbIM, MEXAY BNaCTbtO 1 €€ OTCYT-
CTBMEM, 1 TEM CaMbIM B (huibMax Xepuora CTaHOBUTCS NEPEMEHHON B onpe-
OeNeHnN CTPYKTYP BNacTU. TyMaH OKa3blBAETCS B KOHLE KOHLIOB HEKOTOPbIM
COOTBETCTBMEM KMHeMaTorpada Kak MeauyMa, MefuiiHon Npupoabl KMHOMO-
BECTBOBAHMSI, KOTOPOE KalpupPYyeT peanbHOCTb, YTBEPKAAET BNACTb Haf HeW,
HO MPK 3TOM Pa3MblBAET FPaHVILbl MEXIY BellaMu, NPEbIBASAS UX U BbISCHSS,
HaCKO/bKO TaKoBble 06M1aAatoT BNACTHIO Haf HallM BOOOpaxeHneM. C MOMOLbHO
TyMaHa Xepuor He NpoCTO NPYAAET HOBYHO OKPaCKy CBOUM (u1ibMaM, HO co3aaeT
0COBYH KOHCTPYKLMIO DrbMa B DUbMe, Kak bbiBaeT TeaTp B TeaTpe, Ha NepBbiit
B35 HE3aMETHYH0, HO TeM bonee AeliCTBEHHYIO 1 ANs Cyaed OTAeNbHbIX repoes,
1 ans obuien KoHuenumun dpunsma.

HAYKA TEIEBUAEHUA 21 (1), 2025 142 THE ART AND SCIENCE OF TELEVISION



BepHep Xepuor nosbayetcs 06pa3oM TyMaHa He Kak OfJHUM U3 3KPaHHbIX
06pa3oB cpeain Apyrux, HO Kak HeKOTOPbIM MPUHLMIOM, U3MEHSIOLLMM TOMOo-
Noruyeckme napameTpsl Kagpa. B npucyTcTBUmM TymaHa He TONbKO OTHOLIe-
HVS MIOfEN Ha 3KpaHe CTaHOBATCS APYrvMU, HO Cam CTaTyC peasbHOCTU aena-
€TCs NHBIM. PeanbHOCTb OKa3bIBAETCS CUIOBbIM NONEM OTHOWEHWI, B KOTOPOM
MeanyM TyMaHa yCKopsieT nepeafady cooblieHnin n GopMmupoBaHme Kak naeH-
TUYHOCTU repoEB, TaK 1 KONNEKTUBHOW UAEHTUYHOCTY 3puUTens. XepLor, Kak
6bIN0 OTMEYEHO Bbille, NPeBPaLLaeT TyMaH B MeIMyM, NPUYeM He NPoCTO B TeM-
HblIA MeAVYM HEONPEAENEeHHOCTH, HanpuMep, Pa3MbITOCTU FPAHML, MEXY CHOM
11 5IBbIO, HO B YCUEHHbIN TEMHbI MEANYM, Pa3MbIBAOLMIA TPaHULIbI MEXY pas3-
HbIMU MVIPaMU, PEANTbHBIMU U BO3MOMHbIMU C Hallleli TOYKN 3DEHNSI, OfIHAKO OAu-
HaKOBO peanbHbIMU [/19 TepOeB, A1 KOTOPbIX MOTYCTOPOHHWIA MUP HE MeHee
peanex, 4em Mup ObiTa. MO3ITOMY TyMaH CO3aeT 3Ty CUCTEMY ypaBHMBAHMS CTa-
TYCOB MWUPOB BHYTPW TOMONOTUM CaMOONpPefieNeHns repos, 4To v 3acTaBnset
reposi B Mvipe XepLora CoBepLIWTb MNOCTYNOK.

MATEPUWA/BI N METOAbI

HoBw3Ha noaxoaa MoxeT HbiTb 0603Ha4Y€eHa Kak COOTHECeHWE M1Pa XyA0-
XKECTBEHHbIX GUNbMOB Xepuora ¢ MeTaMmopdo3amy COBPEMEHHbIX Meana, bna-
roflaps Yemy yCTaHaBAVBAETCs KOHCTPYMPOBaHWEe NAEHTUYHOCTH repoes ero
TBOpYeCTBa B 061aCTU HEONPEAENEHHOCTU, — 3HAYMMOW XapaKTepUCTUKN
COBPEMEeHHbIX CoLManbHbIX AUCKYCCHIA B Mefna. MeTogonorus 1ccaeaoBaHms
BK/IKOYAET Kak 06blYHbIE METO/bI KUHEMATOrpaduUyecKmnx UccnefoBaHuin, Takme
Kak hopManbHbI aHaNU3 Kafpa, aHanus CKOKETHOrO Pa3BUTUS, BblYeHeHe
NPYEMOB 1 CPEACTB BbIPa3nTeNbHOCTY, TaK U OCTVIKEHVIS COBPEMEHHOW TEOPYN
meama n prunocodmn UCKyccTBa. [NaBHOW Maeelt 0CTaeTcs NOCTMOAEPHUCTCKAs
VAES PY3OMATUYECKOW HeornpeaeneHHOCTI, NoyYnBLIast HOBYIO XU3Hb B COBpe-
MEHHbIX aNbTEPHATUBHBIX U/ TEMHbIX OHTONOMMSIX, T MeAMyM CyLLeCTBOBaHMS
paccMaTpUBaeTCs Kak MaBHbI MCTOYHUK CUHTYNSPHOM MAEHTUYHOCTH, B OTAU-
4me oT TUMUYHBIX MAEHTUDMKALNA.

NlnTepaTypa, Kak 1 KnHemaTorpad, ycnelHo obpatlaeTcs k 0bpasy TymaHa
Kak TEMHOMY MeAnyMy (fianee 3TOT TepMyH OYAET NOsICHeH), cHepnbsiBatoLieMy
3TUYECKME KOHCTaHTbI YeloBeYeCcKon XM3Hu. MepBonpoxofLuem 3aeck bbin,
KOHEYHO, KpYMHEeWLW N UCnaHCcK1in dunocod 1 nucatens XX Beka Murens fe
YHaMyHO-1-Xyro, KOTOpbIV B CBOEM pyMOHe (aHTUpoMaHe, nivola) «Tyman» (Niebla,
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1914) NpUMeHWN TaKTUKY HEeHaAeXHOIO paccKka3ymKa He TONbKO /18 MexaHK3Ma
OUEHKW I0CTOBEPHOCTU COBBITUIN, HO 1 AN OLEHKM BO3MOXHOCTU COObITUIA.
3TOT PYMOH MMeeT anbTepHATWBHbIN B1HaN, repoit ero MeHseT He TONbKO Npa-
BMa CBOEW XM3HM, HO 1 NpaBWia NOCTPOEHUst poMaHa. Tem cambIM TyMaH CTa-
HOBUWTCS IMMaHeHTHbIM 6OroM, onpefenstounm cyabbbl YenoBeka B CUTyauun
3K3MCTEHUMANbHOM HeonpeaeneHHOCTU. He3aBMCMMO OT YHaMYHO Tak )Ke MOHsN
TymaH 1. A. ®nopeHckuiz, B 1923 rofly CKasaB O PeNurno3HoM onbsiTe rmbenm
M CnaceHns Kak O 4OCTOBEPHOCTU, B CPAaBHEHUN C KOTOPOW Camble YCNOBYS
3TOWN [OCTOBEPHOCTU BLIMAAAT KaK TyMaH: «3TOT (DaKT OTKPLINCS BHE3aMHo,
KaK NOSIBASETCSA Ha ropax HeOXMAaHHO rpo3Has NponacTb B MPOPbIBE MOPS
TymMaHa» (dnopeHckuir, 1992, ¢. 212). KoHeuwHo, Kak byaeT noKasaHo B cTaTbe,
Xepuor nowen ropasao ganblie YHaMyHo, MOTOMY YTO Y HEroO TyMaH He CBOAMTCS
K IMMaHeHTHOCTU AeiCTBYS 1 CaMOONpeaeneHus, Ho OXBaTbiBAET pa3nnyHble
MUPbI, MPOBOLMPYIOLLVE CaMOCO3HaHMe 1 camoonpeaeneHue. fosops metado-
pUYecKy, TyMaH YHaMyHO MIOCKMIA KaK raseTa, a TyMaH XepLuora MHOromnaaHoB
KaK coBpemeHHbI bokbacTep.

B TymMaHe npucyTCTBYET Tparviam 1 NoUCK BU3yanbHbIX NPUHLMNOB ANs
HPaBCTBEHHbBIX OCHOBaHWI AENCTBUS, KaKk 0603pMMOTo, TaK 1 HeOCTYMHOMO
Hallemy B30py. 3TO OAHOBPEMEHHO CMENOCTb Wara B He3HaeMoe, HO 1 HpaB-
CTBEHHast M3BECTHOCTb, M3BELeHHOCTb Hallero peleHns. B uctopmm xypoxe-
CTBEHHOW TepaTypbl 06pa3 Mribl CMONb3YeTCs Hallie «B TOTUYECKOM CTUE Kak
37101 CUIbI, CAYKALLEN NPYKPbITUEM A1 NPY3PAKOB, MOHCTPOB VI HEBUAVIMbIX
MuasmoB» (Takep, 2017, ¢. 92): «TymaH» [hx. FfepbepTa (1975), «Tymar» C. KuHra
(1980), «MypnypHoe obnako» M. @, LLivna, «<4epHoe obnako» ®. Xeina (1957).

iccnepoBaTteny Npr3HatoT BaXKHOCTb 06pa3a TymaHa y Xepuora, Ho BUAAT
B HeM N1Mb0o TpaHCMAaHTaLMIoO U pacliMpeHye XMBOMUCHbIX NpueMoB (Prager,
2007, p. 85), nubo ycunenune nosuuymnn 3putens (Corrigan, 2013, p. 15). Tonbko
B NMPOHMKHOBEHHOK paboTe [lnnaHa Tpurra bbina HaaeHa KyeBas MbiCb, YTO
TyMaH NOAHMMAETCA OT LA, OT 1L rop, OT AMULL@ FOBOPSLLErO, OH OT-TNYHBbIN,
OH 3aKpbIBAET NMLIO, OHOBPEMEHHO Tpebys OT B3rNsaa akTUBHee 1eliCTBOBaTb
1 BbICTPaMBaTb NMPsiMble, HE OMOCPEeI0OBaHHbIE MPUBbIYHBIMU KOHTYpamMu OTHO-
weHwus ¢ Bewamu (Trigg, 2012). Mbl BUAMM B TyMaHe He MPOCTO BbIPa3nTeNbHOCTb
NAN NpUeM, Ho Npouecc. bpaHaoH YacT (West, 2023) paccmaTpuriBaeT TyMaH Kak
MexaHu3M 6ercTBa, YKIOHeHUs, HeOXKNAAHHOro NMOBOPOTaA, Kak ByaTo TymaH
BbITECHSET BCE 13 Kaapa. Mbl CTOPMM C 3TOW NO3MUMEN 1 AOKA3bIBAEM, HTO TyMaH
KaK TEMHbIV MenyM He CBOAMTCS K TaKOMY NMO3UTVBHOMY AECTBUIO.

TyMaH N eCTb HOBOE NpouecCyaibHOE CPpeACTBO BbIPAa3nTE/IbHOCTH, KaK

OnbIT (I'IpV\ Mep) HaMPsHKEHWA, 6e3MOﬂBI/\ﬂ, I‘IpOCTpaHCTBeHHOV\ mMeguTaunmn, Nnog-
FOTOBKa K AYXOBHOMY CO3epUaHWto. 06 3TOM TOYHO " yBeKaTe/NbHO nmueT
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AHxena ApyTIOHSIH, BUAs B TyMaHe Xepuora yaBoeHvie naHawadTra v ogqHoBpe-
MeHHO HercTBo 1 OT Ha4aNbHOro, U 0T HOBOTO NaHAawadTa (Harutyunyan, 2021).
[lo TymMaHa KaK yBMAEHHOTO COCTOSIHMS MHTePCYOBbEeKTNBHbIX CBS3el Yenoseye-
CTBY HY)XXHO ObINIO AOPACTH, TaK xe, Kak 1 TBopuaM. Ockap Yainbp yKasan Ha To,
«4TO NIOAM HE 3aMeYany TyMaHa, NoKa KX 3TOMY He Hay4mv NoaThl 1 XYAOKHUKN
XIX Beka» (CoHTar, 2022, ¢. 19). KuHemaTorpad Bcnep 3a xyaoXKHUKaMu 1 No3Tamm
noaxeatun obpas TymaHa Kak nepefayn NoCTOsiHHO MEHSHOWLErocs AyLEBHOTO
COCTOSIHMS, B KOTOPOM TONbKO W 0bpeTaeTcs [pyroi. Ho cHavana 3ToT [lpyroin
6bI1 MO3TOM VU XYAOKHVKOM; MOTOM, B MEPMOL 3KONOMMYECKOTO KpU3nca, UM
CTaHOBUTCS NtoHOI YenoBek, MOTOMY YTO BCE A0/MKHBI ObITb CnaceHsl. B XXI Beke
MCKYCCTBO NMepeopreHTMPOBaNnoch C 3CTETUYECKOrO BOCMOMHEHMS Ha 3TuYec-
KYIO pelvMOCTb: «YTPaTUB 1CMoBefanbHblii XapaKTep, UCKYCCTBO CTAHOBKTCS
cpencTsoM cnaceHus» (CoHTar, 2022, ¢. 11). MickyccTBy cTanu HeobxoamMbl HOBble
MHCTPYMEHTbI M KECTbl A8 MUCCUM CMIaceHMs YeoBeKa B ero MHTepcyObeKTHB-
HOM VI MPVPOAHOM PacLUMpeHny.

BoNblWOWM ropoa C LWyMOBOW 3aBECOM, MOCTOSHHbBIMY FONOCaMU BAPYT
obpek Kafp KMHONEHTbl Ha MonYaHue. TulmHa U 6e3MonBue CTany oHNM
13 CaMblX 1EACTBEHHbIX MPUEMOB /18 KOHLEHTPaLUMK Ha XyA0XKeCTBeHHOM
HappaTvBe Kak NpoayMaHHOM MyTU KaXA0ro 3putens K cebe. fepovi nponanu
B KPUMKE 1 aroHUu, Nocne iByX MUPOBbBIX BOH CTAN0 HEBO3MOXHO [JOKPUYATHCS
[0 peunnmneHTa. XyaoKHUK cTan npoboBaTh ¥ MCNOb30BaTh B KaYecTse npu-
ema 3CTeTNYecKoe, 3TNYEeCKoe 1 IMOLMOHaNbHoe beamoname. 3To cpaboTano.
[hxoH Ketmk v PobepT PayweHbepr, 6enbliin Wwym 1 6enble NoaoTHa, MonvaHue
6enbix KNaBUW POSAIS U THLWWHA MOIOYHOTO TyMaHa. TyMaH — nay3a B AelcTBIm
1 COBbLITUM, HOBOE CPEeACTBO BblPa3nTeNbHOCTH, [BOsILLIEE CAMO NMPOTEKaHe
MHTENNeKTYanbHOro onbiTa. M103TOMYy ¥ CO3aeTCst ABOMNCTBEHHOE obpalleHme
K KOHTEHTY 1 peuunueHTy, rae NocnefHnid co3aeT CBOKO TPaHCKPUMLMIO KOH-
TeHTa, a TakoBol TpebyeT 0cobo TpaHCKPUOMPOBATb 3PUTENBCKYO PELIENLNIO
3KPaAHHbLIMW CPEACTBAMM.

MpviknagHble MeToAbl B pa3BepTbiBaHUN UCCAeA0BaHUS MOTYT ObiTh
KpaTKO 00603HaYyeHbl Kak aHanm3 MeaniiHOCTU KnHemaTorpada 1 hyHKLMOo-
HalbHbIN aHanW3 MarucTpanbHoro obpasa TymaHa. 3TV [jBa MeToAa CoBMeLla-
loTCs 6n1arofapsa MCNoNb30BaHMIO B paboTe oblieHayYHbIX METO0B aHanu3a
N CUHTE3a, aHANNTUYECKOTO OMNCAHNA, KDUTUYECKOTO aHanmnsa nyTem cpas-
HeHwus 1 conocTasneHns. Ho Kak MeToa U3yYeHus Meauna, TaK 1 MeTop PyHK-
LMOHaNbHOro aHanu3a MoryT bbITb ONpeAeneHbl Kak YacTHOHayYHble, NpuHaj-
nexatiye, COoTBeTCTBEHHO, TEOPUM Mera 1 KMHOBEeAEH 0. B Teopun megma
Mbl OMMpaeMcs Npexae BCcero Ha emkyto paboTty A.B. MapkoBsa (Mapkos, 2022),
B KOTOPOV MOKa3aHOo ABVIKEHIE TEOPYWL OT UCCNEA0BAHVS MPUPOLbLI COODLLEHNS
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K MPM3HAHWIO areHTHOCTN Mefuacpesbl. B KNHOBeAeHUM Mbl PYKOBOACTBYEMCS
npexae Bcero hunocodckor Teopunein Xuns enésa ([Jenés, 2004), B KOTOPOM
M3yyvaeTcs noTeHUMan Kagpa no M3MeHeHuo NprBblYHON Tononorun. CMblka-
0TCs 0be Teopun B HOBOW 06BEKTHO-0PUEHTMPOBAHHO OHTONOM MM, YCTaHaB-
NVBAOLLEN FPaHKLbl aTeHTHOCTY B CUTYaUMUM MHOXECTBEHHbIX TOMOMOT WA, B TOM
yncne HesBHbIX U TeMHbIx (Takep, 2017). beccnopHo, Takyto e CMbIYKy YCTaHaB-
nneaeT Teopus n metofonorus CotozeH CoHTar (CoHTar, 2022), rae npusHaHmne
aBTOHOMHOW TOMOMAOT MU UCKYCCTBA COMPOTHBASETCS MHTeprpeTaumm.

TyMaH — 3TO BbIPa3nTeNbHbIV XECT Yepes MoNYaHyvie B KapTriHKe, CMyTa,
6e3mongme, NOAroTOBKA K ChefytollemMy NocTynKy repos. «beamonsue, — roeo-
puT COHTar, — NocaegHu NOTYCTOPOHHWI KeCT XYAOKHMKa: NOCPEACTBOM
6e3MO0NBMS OH OCBODBOXKAAETCS OT PabCKOW CBSA3M C MUPOM, KOTOPbIN BbICTY-
naeT Kak NaTpPoH, KNNEHT, NOTpebuTenb, aHTaroHUCT 1 apbuTp, MCKaXKatoWLmi
ero npousBeneHuns» (CoHtar, 2022, c. 11). Bo mHorom metogonoruns CoHTar,
COMPOTUBNSAIOLLAACS MHTEPNPETALNW, Vi IEXNT B OCHOBAHWUM METO0B Halero
nccnefoBaHyis.

CoHTar cpaBHMBaeT COBPEMEHHOE VICKYCCTBO C HEBMAMMbLIM TEATPOM.
TyMaH SBSETCS 3aKyMCbeM HEBUAMMOTO TeaTpa, KOTOPbIV BbIBOANT Ha CLEHY
arpeccuto 1 NPecTynneHnd, NaHnKy n BONHEHMe, a NOTOM YCNeLwWwHOo ero npayer
B yTpobe OTMEYEHHOTO 3aKyN1Chs. TyMaH B Kafipe MOXET BOCMPUHUMATHCS Kak
ahdeKT, TeEXHMKa COCPEOTOYEHHOCTU, HaBbIK BHUMaHMS, KOTOPbI NPUBMBAETCS
3PUTENIO CO CTOPOHBI pexunccepa. Hanpumep, B pOCCUICKOM KnMHemaTorpade
3TOT HaBbIK BOCMUTbIBaN y 3putens AnekcaHap CokypoB, byKBanbHO 3aCTaBnss
BCMATPMBATLCS B CHEXHbIV Neli3ax Ha 3KpaHe N0 HECKObKY ANSLIMXCS MUHYT.
[lencTBMS HeT, eCTb TyMaH WM CHEr, KOTOPbIV YrHETaeT BCe boMble Kak repos,
Tak v 3puTens. 06 3ToM BoCcnuTaHUW MonyYaHueM CoHTar ckasana, onpeaenns
elle ofiHy MYHKLMIO UCKyCCTBa: «/ltobas oKpyxatollas YesoBeKa cpefa MoxeT
CTaTb B Kafpe KMHoKamepsbl neparormyeckor» (CoHTar, 2022, ¢. 19).

MCcTopHIo MCKYCCTBA MOXHO CBECTUM K OOHAPYKEHMIO 1 Onu1caHmio Habopa
06BEKTOB, Ha KOTOPbIE paHblie YenoBeK He obpallan BHUMaHUs UAK NpoCTo
He Bugen. KnHornas Beptosa, CokypoBa, BeHpepca nnu XepLora BbiIxBaTbiBa
3 OKPYXeHMs 0OBEKTbI U HauMHas UX pacCMaTpUBaTh UK MPOCTO N060BATLCS,
NPUHYXAas 3puTener K AeTanbHoMy paccMoTpeHmio. Obyyas peynnmeHTa, Npo-
Boas no cnosy CoHTar «mefarornyeckyto paboTy», GopMnpyst ero ropusoHT
BMAEHMS, VICKYCCTBO CaMO Pa3BMBAoCh kak 0cobas npeamMeTHas AesTeNbHOCTb.
HekoTopble npeameTsl BHE PaMOK (KMHO)KapTUHbI 3pUTeNEM 1 HE BOCMPUHMMA-
MCb. Hanpumep, Cnupanbio CBUCAOLAsA KOXYpa MMMOHA Ha HaTIopMOpTe CTa-
HOBMTCS 3aBEPLIEHHbBIM TBOPEHNEM 1 HOXECTBEHHbBIM 3aMbIC/IOM, XOTS B MOBCeA-
HEeBHOW AeNCTBUTENBHOCTY ee BbIKMAbIBAIOT B BEAPO.
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Mei3ax B kafipe He TpebyeT NOHMMaHUS, He MPU3HAET 3HA4YMMOCTU, CTPa-
XOB v cvMnaTuii. OH Kak KoXypa MMOHa B HaTIOPMOPTE, CaMOfI0CTaTO4EeH 1 CaM
cebe 3ambicen, He TpebyIoLMiA peYeBOro UKV BU3yanbHOro AONONHEHWS. TyMaH
KaK nen3axx TpebyeT OT 3pUTenei HaBblka KOHCTPYKTMBHOMO 3abBEHMS, OCBO-
H6oXaatoLLero Mecto yMHoMy HyBcTBY: «O6bEKT, JOCTONHbIN Co3epLaHus, B CyL-
HOCTW YHWUYTOXaeT BOCMpUHUMaKLWWI cyobekT» (CoHTar, 2022, ¢. 23). 310 nae-
anbHas NonHoOTa, 6e3 NPUBbLIKAHWS 1 TePMEHEBTUKM, 3TO COCTOSIHIME, KOTOPOe
cnocobHo nepefath oulyuieHus. Co3epuaHue TyMaHa nosepraeTt repoes 1 3pu-
Teneli B 6e3amonsue, B TO Bpems Kak «be3MonBLe yKasbiBaeT Ha CBOKO TPaHCLEH-
AeHTanbHoCTb» (CoHTar, 2022, ¢. 25), T. e. Ha MeTadu3MKy TyMaHa B KayecTse
MeTam3nKN Kaapa, Kak bbl yrnybneHHo BcMaTpurBatoLerocs B cebs.

JKpaHHbIN MeanyM No3BONSET BbiCTPee NCKaTb HOBbIE MPUEMbI, YeM NuTe-
paTypa unu penpeseHTaTUBHAS XMUBOMUCH, XOTS Obl MOTOMY YTO Kagp MOXeT
6bITb NOHAT KaK TOMOC, MeCTo, pa3MellieHne onpeaeneHHbIX MOTVBOB BHYTPK
PaMKU TOro, YTO MPU3HAETCS Kak AelicTeure. B kuHemaTorpade Xepuora Kaap
BbICTYMaeT He MPOCTO KaK TOMOC, @ CNocob MpoCTpaHCTBa UKW CUTYaLmMu KapTo-
rpacvpoBaTh cebs, yBMaAETb BHYTPU cebsi CTpaHHyto npupody. Noatomy y Xep-
Llora TyMaH OKa3blBaeTCs MOAE/bIO aBTOKOMMYHWKALMM NPUPOAbI U YenoBeka.

KapTa MaplpyToB KaK NOMCK NCTOPUYECKOTO, COLMaNbHOro U MHANBUIY-
anbHOrO camoonpeaeneHns B knHematorpade Xepuora COCTOUT U3 OTMPaBHbIX
TOYEK (TOMNOCOB), rae TOTIOG — 3TO HE TObKO MECTO, OT KOTOPOTO OTTANKMBaOTCS
B COBCTBEHHOM NMyTK repou (ropof Ans Bolueka), nnm TOTOoG Kak yTonus, K KoTo-
POMY CTPEMSTCS TPUIATK (MOCTPOUTL HOBOE rOCYAaPCTBO UK TeaTp), HO 1 TOTIOG
B OOHOBNEHHOM PUTOPUYECKOM CMbICNE, KaK YNNOTHEHWE BU3YanbHO NpeabsB-
NEeHHOW MaTepuu, KOTopast MOXET OblTb M306paXeHa U MoMMaHa KafipoM KUHeMa-
Torpaduyeckoi NeHTbl, HO He CIOBOM. TyMaH Kak yNAOTHEHHbIV TOMOC SBAsSeTCs
NepexooM B [1pyroe COCTOSHME U M3MepeHue, TYHHENEM, MaruiyecKnm MecToMm.

B OCHOBY paccMOTpeHUs TyMaHa Kak KnHemaTorpaduyeckoro nprema Xep-
Llora NonoXeHo NoHATUE «Marnyeckoro mecta» FomxirHa Takepa, coenHstolee
HOBbIE COBPEMEHHbIE IKONOTMYECKMEe OHTONOMMK 1 TONONOT IO B ayxe [enésa.
Takep onpefenna Takoe MecTo Kak Meauma, «MA0THbIN, BA3KMIA 3PUp HEBEAOMbIX
n3mepeHnii» (Takep, 2017, c. 90). A.B. Mapkos (Mapkos, 2022, c. 75-84) noka-
3a/1 YKOPEHEHHOCTb MOHATUS «TEMHblE MefMa», KNt0YeBOro Ans MOCTPOEeHM
Takepa, PaBHO Kak 1 TOMONOTMN MEAVIAHBIX OTHOLLEHUIA, pa3BMBAEMO TaKkepoM,
B KNnaccuyeckon Tpagmumm. OnpegeneHne Takepa, No BbiBoAaM Mapkosa, onupa-
€TCcs Ha Teoputo TenecHoro Meama [hrambatTncta Briko, Mmegrateoputo Bonbd-
raHra Punns n Mapanna MakntosaHa Yepes NoHATKS 3MoxXm, Knacca CoobLIeHN,
rpYMMbl B3aMMOCBSA3aHHbIX MPaKTMK U NPaKTUK N1cbMa. Moaxoa MapkoBa No3Bo-
NINA CBA3ATb TEOPUIO TEMHbIX Mefla 1 TyMaHa C NOHATUEM CUHTarMaTU4YHOCTK
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1N NapPagurMaTNYHOCTU NMPUMEHNUTENBHO K IKPAHHOMY Meamna 1 ero Ncnosnb3o-
BaHWI0 XepLOromM, Ha YTO Mbl B AaflbHENWMX WTYANSX U onunpaemMcs. Y Xepuora
TyMaH OKa3blBaeTCs YCKOMb3atoWeN YacTblo CUHTArMbl U MPY 3TOM HavanbHbIM
cnocobom MoKasaTh, YTO NapagrMaTUYHOCTb CYLLECTBYET He TONbKO B TEKCTE,
HO 1 B CaMoWi npupoge.

Marunyeckoe MecTo, Byab TO KPYr UAW Konogel, MKyHIN, MOKPbITbe TyMa-
HOM, TEMHbI MUP B CyMepKax, 3apa)aeT pacTepSHHOCTbI0 MPUPOAHBINA MUP
1 CO3HaHWe repoes. B akckypce «O Mrie v HKmke» Takep roBOPUT O Marnyeckom
Kpyre (sito) — «mecTe, rae COKpPbLITOCTb MMpa NPUCYTCTBYET NapafoKcanbHbiM
0bpa3om, packpbiBas cebs Kak cokpbiToe» (Takep, 2017, . 90). OHO He HyxpaaeTcs
B CnelyanbHbIX NOCTPOMKaX MW MHCTUTYLMSX. ITO MOXET ObITb LWWaxTa, Nec, TyH-
Henb METPO, MKYHIN, KaK B clydae OHofa. ITO NPUHATYE U MOHUMaHNE «Heye-
NIOBEYECKOIO BTOPKEHMS CKPbITOrO M1pa B MVP SBMEHHbIN, 3arago4Hoe Nposis-
neHne Mmpa-b6es-Hac B Mmpe-ans-Hac» (Takep, 2017, . 91).

MeToa0NOrUs «TEMHbIX MEAVa» 1 TEOPETUYECKNI METO/ TOMONOMMYECKOA
pehnekcum B pacCMOTPEHMN CyObeKTa 1 CYObEeKTHOCTM OMNpaBaaH NprYMeHsIeMbIM
NPU N3YYEHNUM NCUXNYECKON KI3HU AeTell METOAOM «KapTbl MapLIpyTOB», «Pebe-
HOK HENpecTaHHO rOBOPUT O TOM, YTO OH fleNaeT U NbiTaeTcs Aenatb: obcneno-
BaTb OKPYXaoLLVE MUPbI Ha IMHAMUYHbIX MApPLIPYTaXx 1 MOSICHATL VX, KapTbl MapL-
PYTOB — CYLIECTBEHHAs YacTb NCUXMYECKOW AesTenbHOoCTU» ([enés, 2010, c. 187).

Marvyeckoe MECTO, AXKYHIV B CE30H AOXAEN, pEKA B YyTPEHHEM TyMaHe, —
3TO TEMHble Mefina, MOCPEHMKN, BbIMYCKAtOLMe, COrNacHo Takepy, aHTpono-
MOPMHbIX CYLLECTB: eMOHOB, NPY3PaKoB, MepTBeLOB. Marnyeckoe MecTo pac-
KpbIBaeTCs B ABYX popMax: Mrie ke, Hac MHTepecyeT Mra, Tak Kak MMeHHO
OHa NPEeACTaeT «MAOTHbIM TYMaHOM, COPPeanvCTUYeCcKMI obnakamm Ha 3aTsHy-
TOM Hebe» (Takep, 2017, ¢. 91). Mrna — 370 MeaMyM, OHa pacnosaraeTcs «Mexay
HeboM 1 Nt0OOV APYroi NaHEeTow, rae nons TAroTeHWs MOTYT CTATVMBaTh KOC-
MUYECKYIO Mblfb B TyMaHHOCTb» (Takep, 2017, ¢. 92), Kak U coBeTcKas «TymaH-
HOCTb AHApOMefbl» — yTonud, MeyTa ViBaHa EcdhpemoBa, 3KpaHU3MpoBaHHas
B 1967 rogy Esrerviem lepctobuToBsbiM.

Bnaropaps nprMeHeH1io Tonorpahuyeckoro MeToga npu paccMoTPEHNY
AOCTVDKEHWI XepLora TyMaH 13 MeTacopsl MeTady3vKv NpeBpallaeTcs B TONOC
COUMANBHOTO ¥ B MUHCTPYMEHT TpaHChopMaLmy MCUXONOTMYECKOI KapTbl repoes.
Jiobast kapTa onpenenseT rpaHmLbl CBOETO/Hy»Oro, 0CBOEHHOI0/3aBOEBaHHOrO.
Mobas rpaHula — 370 caava/yTBepxaeHne nosuumnin, Nnpeaenos n pybexei,
KoTopble XaH-Tonb CapTp (CapTp, 2024, ¢. 67) CBsi3an C CUTyalUMen, onpeaensio-
LEN paMKWM 4ENOBEYECKOTO DbITHS Yepe3 NPOosiBEHME CTPafaHuin, 60pbObl, BUHBI,
nepexwvisanuin. OfHVIM CIOBOM, FPpaHnLia B BU3yanusaLmsx XepLora — 370 BCe TO,
4TO IK3UCTEHUMANbHas rNocodus HasbiBaeT MOrpaHUYHOM CUTyaLven. TymaH,
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TbMa, CyMPaK, TeHb OKa3bIBAKOTCS HE TOMbKO YCIOBUAMM, HO 1 COY4aCTHUKAMM
nepexofa rpaHuL, 403B0ONEHHOO.

TYMAH: OT CUHTATMATUKW OK/IMKAHUA K MAPAAUTMATUKE 3KPAHA

TyMaH MOXHO PaccMaTpuBaTh He TONbKO Kak NPUPOAHOEe COCTOSIHME CKONM-
NeHWs BNaru, TBOPYECKoe COCTOSIHWE OXMAaHWs, TPeBOTW 1 NpeaYyBCTBUS,
MeTadhopy coumansHOM HeonpeaeneHHOCTY U Aaxe PeBOMOLIMOHHOW CUTYaLMK,
HO ¥ Kak 0b6pas, TOMoc, CryuieHne NCUXMKL, KOHLEHTPaLMIO MbICeR, KoTopast
NpUBEAET K SICHOMY OCO3HAHMIO UM NOAHOMY NMOMYTHEHWIO (Ty-MaH 1w, B No3-
TUKE PYCCKOTO 513bIKa, €ro NepBepcus My-TaH, MyTaHT, MyTHeHWe, CMyTa, MyTb).

TymMaH — CKoMnneHune Bofbl B BO3yxe, 06/1aK0 Y MOBEPXHOCTY 3eMAN, MyT-
HOe, CMyTHOE, CHVMatOLLEe 1 Pa3MblBatoLLEE O-TPaHUYeHUs), 0-4epTaHus NpUpoa-
Hoe cocTosiHKe. Mprpoaa B dunbMax XepLora 3K3ncTeHUmanbHa. <Arnppe, rHes
Boxunii» (Aguirre, Der Zorn Gottes, 1972), «duukappanbio» (Fitzcarraldo, 1982),
«Bowuek» (Woyzeck, 1979), «<CTeknsiHHoe cepaue» (Herz aus Glas, 1976) meTa-
DUBNYECKN UNTIOCTPUPYIOT FPaHKLY Kak KaTeropmnito BHEMPOCTPaHCTBEHHYIO
1 BHEBPEMEHHYIO, CHVYMAIOLLIYIO COLManbHbIE, MCUXONOrMYECKME, MONUTUYECKNE
N UCTOPUYECKME KOHMDIMKTbI B CBOEI YTPOHE 1 POXKAAHOLLYHO HOBbIX YPaHOB U e,
3TO CUTYaLMS BHYTPEHHEro MPOXMUBaHNS KOHMIMKTOB Kak MOPOXKAEHWS CaMmx
OCHOBaHWI KOHMAUKTOB (Scott, 1982).

B TymaHe LKyHren nam pek 4enoBek 0CBODBOXAAETCS OT YCIOBHOCTEN,
HOPM, NOCTUras cebsl Kak HOBYHO IK3UCTEHLMIO, MPUTSA3ast Ha HOBYH DOXEeCTBEH-
HocTb. MpepvicnoBure «duKappanbao» HauMHaeTcs ¢ obpasa TymaHa, Bcenex-
CKOro WyMma, wenota 3emnn v TekcTa: «Kasxyappy sKin: Tak eTv neca HasblBatoT
3Ty CTPaHy, CTPOUTENLCTBO KOTOPOW Bor 3aBeplunn cAMWKOM paHo. OHK BEPST,
4TO, KOT@ BCE NIOAN MCYE3HYT C AnLa 3eMnu, bor BepHeTcst 1abbl 3aKOHYUTh
HayaTyto paboTy». VicHe3HoBeHMe Ntofen He ABseTCs MeTahopoK, 3TO efuH-
CTBEHHOE KONNEKTUBHOE NEpPeXnBaHmne, KOTopoe JOCTYMHO CaMOoit MPUPOAE.
B dwvnbme «bpems MeuTbl» fleca bnaHka (Burden of Dreams, 1982) pexuccep roBo-
puUT: «ECM MPUCMOTPETHCS, B MXKYHINAX BUAHA raPMOHWS HEKOTOPOTro pofa —
3TO rAapMOHUS BCEOOLLEro KONNEKTUBHOMO YOUINCTBa» ™.

Takoe ByKBanbHOE MCYE3HOBEHVIE B S3KPaHHOM MUpPE XepLora peanmnsyercs
Kak nonntuyeckas yronus. Armppe 1 ®riuKappanbao MevTatoT NoCTPOUTb HOBOE

! SHuvmknoneans BepHepa Xepuora. URL: https://arzamas.academy/mag/373-herzog (14.01.2025).
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06LecTBo (rocygapcTso Unu TeaTp), CTaTh ynpaBuTeneM HOBOW Mopanu, oTbpo-
CVIB aKCVONOTUIO NpexHen. Priikappanbio MeyTaeT O MUPe My3bIKW, e ronoc
Kapyso 6ygeT nogobeH ronocy 3py EanHoro, «41o B Apae 30BeTcs VnysaTtap;
1 NepBbIM CO3Aan OH AlTHYPOB, CBSLLEHHDIX... ¥ OH FOBOPW C HUMW, Npeanaras
MYy3blKafbHble TeMbl, 1 OHW Nenu Neped HUM, U OH pagoBancs» (ToNkuH, 1992,
C. 3). MOXXHO NpeanonoXmTh, YTO CYLLECTBEHHbIN Ans XepLora Mup BarHepa c ero
naeelt Konblia HrbenyHra kak MexaHv3Ma NPOU3BOACTBA BPEMEHM CNaceHus,
1N MUP TONKMHA OKa3blBAKOTCA KNOYaMM K MOHUMAHNIO MNONUTNHECKOTO 13Me-
PEeHWS My3blKanbHON NOANMOHMN. My3biKa OKa3bIBaeTCS OKNKAHUEM, FOIOCOM
TOrO €AVIHCTBEHHOTO, KOTOPbIV MOXET 3BYy4aTb NPU NCHE3HOBEHWM NPEXHIX
MOPAbHbIX TPAHNLL B [KYHITIAX.

My3blKa KyHINEeNn — My3blka AMHYPOB. MonnTnyeckas ytonus Tpebyet
MobunM3aummn, 06061atoLLEro rON0Ca BNACTH, HO B My3bIKe MKYHIe Nprpoaa
peLaeT, Kakol 3ByK byaeT cneaytoumm. Minysatap obpaTuncs K aliHypam ¢ noxe-
NaHveM BMecTe co3aBaTh Bennkyto My3biKy, «1 3BYK OECKOHEYHO YepeayoLmxcs
1 CNNETEHHbIX B raPMOHUW MENOAMIA YXOAMA 3a FPaHb CAbILINMMOTO, MOAHUMANCS
BBbICb 1 Nafan B rmybuHbl — 1 yepToru» (TonkuH, 1992, ¢. 3). Ha Kakoe-To Bpems
duKappanbao 06baBKna cebs MnyBaTapom, xenas HecTu My3blKy ailtHypam, 3aaa-
Bas 06pasLbl B BUAE HeNoapaxaemMoro Kapyso, Ho My3biKa MKyHMeln — 3To camo-
OpraHm3yoLLAascs «<rapMoHMs YOUICTB»*, 1 OHa BepLIMTCS Ha kopabne, nayuiem
BBEpPX peKn. ITO NpeBpaLieHne BCeX NOMbITOK MOAYMHUTL MPUPOLY B MPOCTOe
1 YNOPHOE ABMKEHME BHYTPU Hee camoid. HoBbl Opdelt He MOXKeT NoaAYUHUTb
npurupoay, HO LOXMAAETCS ee pacTep3aHusa.

Puc. 1. OpkecTp Ha kopabne. Kapp 13 dunbma «duukappanbpo»,
pex. B. Xepuor, 1982. 2 yac. 33 MUH. 7 ceK. CKpUHLIOT aBTOpa

2 NcTouHmK n3obpaxerns cm.: https://vk.cc/cKZ50c¢ (15.10.2024).
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CroxKeT crnnaBa Mo peke B MKYHINSX U3BECTEH 3puTento no GpunbMam:
«JleTo 6enoit Boawl» (White Water Summer, [1. BnekHep, 1987), «[lvkas peka» (The
River Wild, K. XaHcoH, 1994), Ho Yalle Bcero no hunbMy «ANOKanuncuc CerogHs»
(Apocalypse Now, ®.-®. Konnona, 1979). Mbl BUAWM, KaK UMTUPOBANOCH Bblille,
«FapMOHUIO KONNEKTUBHOro youiicTea»™ («/1tobnto 3anax Hananma» Maiopa)
1 BCTpevaeM HOBbIX 110108 (IMoNKOBHMK B McnonHeHun M. BpaHpao). Tak penpe-
3eHTUPYIOTCS MOrpaHMyHble CUTYaUMM XKU3HIU/CMEPTH, CO3HaHMS/yManuleHns
B HEMbICIMMBIX 4151 0OBIYHOMO YeloBeKa COCTOSIHYISX ONMACHOCTY KaK OfbITa pac-
(DOKYCMPOBKM, YNCTON NOrPYKEHHOCTUN 3peHmns B Npupoay, «B3rsaa Ha 2000
ApaoB» (quasi-TepMUH, 03HaYatoLLMIA YCTOMYVBbIV TPaBMaTUYECKUIA LOK B rylie
60eBbIX 1ENCTBUI, NEPErpyKatoLLnii NCUXMYECKYHO XKU3Hb U MPUBOASALIMI K pac-
hokycrpoBKe B3rsaa).

Pa3MbITble rpaHuLbl, C CEMaHTUYECKUM NOTEHLMAN0M HEeOTHeTNNBOCTY
BCTpauBatoTCs B MeTacdopuyeckmne LUenovKkn: TymaHHas fanb — TyMaHHbli
B3rNaa — TyMaHHoe byayulee; TyMaHnTb (3aTyMaHnBaTb) — He AaBaTb SCHO
BWAETb — MOPOYUTh, NNYTOBATb — COCTOSIHME HECHOCTU, HEOYEeBUAHOCTH
B (DYHKUMOHANbHOW ABONCTBEHHOCTN COKPLITUS 1 OTKPbLITUSA KaK eHCTBEH-
HOW «rpamMMaTUYecKon NapaamrMbl» NPUPOAbL. 3TV MeTahopuyecKmne LenoyKm
B s13bIKE BbICTPANBAOTCS KOPHSAMU, @ B IKPAHHOM WCKYCCTBE YHUBEPCANbHbIM
(DYHKUMOHaNbHbIM CYMBOJIOM, KOTOPbLIM OKa3bIBaeTCs TyMaH. TyMaH MOXeT ObITb
OAHOBPEMEHHO NCTOYHMUKOM OMACHOCTY U HA[@XHbIM YKPbITUEM: B TYMAHE MOXET
CKPbIBATbCS BPar UM MOXHO CKPbIBAThCS OT Bpara.

TyMaH BbICTYNaeT Ha CIOKETHOM 1 KOMMO3MLVOHHOM YPOBHE He TONbKO
(DV31YECKMM NPOCTPAHCTBOM, HO U MeTadV3nYeCKMM ero COKpbITUeM. OH CUM-
BOMIM3MPYET MyYMTENbHbBIN MNOWCK (BNyaaTh B TyMaHe) 1 obpeTeHue (BbIHbIp-
HYTb 13 TyMaHa). TyMaH — rpaHuLa Mexay BUAUMOCTBIO U CYLLHOCTbIO; MEXAY
(b13MKOM 1 MeTadU3UKON; MeXaY NOTY- 1 MOCIOCTOPOHHUM MUPOM. 3Ta rpaHuMLa
noABWKHas, BOMpatolwas B cebs CMHTarMaTyeckre v napagurmMaTuyeckme
NPUHLUMMBLI OpraHM3aumyt 3KpaHHOro NOBECTBOBaHMS U TeM cambiM creundu-
uvpytoLias KuHemaTorpad Xepuora.

BnyxaaeT B TymaHe Bolilek, BEpHYBLIMIACS Ha MECTO NPEeCTyrnaeHus ans
novicka opyans youiictea Mapun. OH MLLET HOX, HO YBUAEB ronoBy Mapuu,
C ropeybto BOMPOLAET, MoYeMy Ta BONOCHI He pacyecana. Paccyfok ero nomy-
Tuncs. OH BbIHbIPUBAET U 3aHbIPUBAET B MyHMHbI CBOEr0 HECCO3HATENBHOIO.
MprMepoM B3aMMOOOPaTUMOCTH NOTY- 1 MOCIOCTOPOHHETO MUPa B XXN3HW Hec-
CO3HAaTeNbHOrO ABASETCS Npefckasanue J/lecHrika Xmasa («CTeknsiHHoe cepaLe)
0 byayuiem aepesywKn. OH CMOTPUT B TyMaH, TYMaH 3aKpbiBaeT COHBOI KOHKpe-
TUKY U AaeT BO3MOXHOCTb X1a3y 00epHyTb B3Ms[ BHYTPb cebs 1 BelaTh, Npo-
roBapvBaTh BCAYX YBUAEHHOE.
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CTOUT NPOBECTY CpaBHeHKe C pOMaHTUKamu. Ha kapTuHy «CTpaHHKK Hag
MOpeM TyMaHa» XyfloXHVKa-poMaHTuka Kacnapa [laBnaa Gpuapnxa ykasbl-
BAtOT KVMHOBE/bI, CONOCTaBAsAs TyMaH C 06pa3oM OTPaBASIOLMX LMDPOBbIX Tex-
Honornii (Wansbrough, 2021, p. 179). Mp1MepoM NpeeMCcTBEHHOCTM TpaaMumm
POMaHTM3Ma SBASETCH TyMaH B <Arvppe», 4TO B Hay4HOW nuTepaType cnpaBef-
NIVIBO COMOCTABAAETCS C 3CTETUKOW BO3BbILIEHHOTO, FOPHbIX BEPLINH, KaK HOBOW
NOMbITKN 3KOMYMaHK3Ma, CONOCTaBNeHWs HYeN0BEYECKOTO 1 HeYen0BeYeCcKoro
(Gardner, 2022, pp. 45-56).

TYMAH U FTHEB: MALUVHbI HEMPOWAEHHON MHULMALUN

B 2023 roay B Poccuu 6bin onybnunkoBaH AebioTHbI pomaH Xepuora
«Cymepku mypa» (Xepuor, 2023). PoMaH NoBecTByeT O SMOHCKOM confaTe Xnpoo
OHofa, 3alyMLLaBLIem No NprKasdy oCTPOB Ha PUANMMVIHAX Ha MPOTSHKEHWM ABad-
UaTv AeBsTU NeT Nocne OKoHYaHWs BTOpoit MMPOBOM BOWMHbI. B 3TOM pomaHe
HeMeLKWI KnHopexuccep BepeH cebe. «CyllecTByeT OAHOBPEMEHHO 1 rannio-
LUMHATOPHOE M3MepeHne, B KOTOPOM [eMCTBYIOLLNIA AyX BO3BbIWAETCS A0 bec-
npeaenbHOCTY NPUPOAbI, Y M3MEpeHre TMNHOTUYECKoe, rae AyX ABWKETCS
B HaMpaBneHny Npefenos, KOTOPbIE NPYPOAa CTaBUT Y HEro Ha NyTu... 3To reo-
METPUYECKWIA NNaH, OH Tenepb OTCbINAET He K MeHTaNbHOMY, a K abCTpakTHOMY
yepTexy» ([enés, 2010, c. 440).

HAYKA TEIEBUAEHUA 21 (1), 2025 152 THE ART AND SCIENCE OF TELEVISION



Puc. 2. 06n0xkKa pomaHa B. Xepuora «Cymepku mupa» (CaHkT-MNeTepbypr:
MN3gatenbcTBo MiBaHa /lumbaxa, 2023)° u potorpacdus Xupoo OHopbl*

Mepep Hamu, Kak Mbl TOMTBKO YTO Y)Ke CKasanu, pa3BopayrBaeTcs UCTOpHS
0 AMNOHCKOM congate Xvpoo OHOAa, BEPHOM MPUKa3y 1 CONAATCKOM YecTw, 3aLym-
waBuwem ocTpoB J/lybaHr Ha GuannnuHax Ha NPOTHKEHMM 29 N1eT NOCe OKOH-
YyaHust BTopoit MMPOBOW BOWMHbI. Maiop TaHWryTv oThan npukas yaepxmeath
OCTPOB [0 BO3BpaLlleHws VIMnepaTopcKom apMun C e4MHCTBEHHbBIM NMPaBUIOM:
«Bbl He MOXeTe NOKOHYMTb C cobon» (Xepuor, 2023, ¢. 33). 1 oH fepxan ocTpoB
CUOV BBIMOHEHHOTO NPUKa3a, COXPaHsst B YNCTOTE YeCTH CEMENHbIN caMmypaii-
cKkuii Mey XVII Beka. OH Ben nvvHYy0 60pbOY, OCTaBLIMCH BEPEH NMPUHLMMY: «Kax-
OblA Ha 3TOM OCTPOBe — MOW Bpar» (Xepuor, 2023, ¢. 34). OH 6ecnouaneH, kak
becrolaiHa Npupofa, OH KaneunT, Kak KanedaT CTUXMUiiHble befcTBuS.

HoBblIi repoit Xepuora — Xnpoo OHofa, He NOXoX Ha Arvppe unu ®uu-
Kappasbo, HO OH TAKXKe MOrPYKAETCS B MKYHIN U AeNAETCS VX 4acTbio: «OHK
CTanm 4acTblo MKYHITIEN. .. OHM NyYLie 3aMaCKMPOBaHbI, VX BOMOCH KOCMATbI,
ofexna, CHapshkeHme 1 canorun ans Kamydnska obmasaHbl IMUHON» (Xepuor,
2023, c. 71). [hKkyHrN® — 3TO Teno 3emnu B ero apxanveckor MaHmubecTaumm
(denés, MBatTapu, 2008, c. 251). HoBas apxanka XX BeKa C NpUCyWMMI el Tenamm
[JeHer MawwnHbl kKanutanuaMa unu fecnota ([denés, 'eatTapu, 2008, c. 351) —
MallVHbl BOEHHOTO pexkima. [lenés v MeatTtapw ([enés, Battapw, 2008, c. 304)
Ha3Banu TeppuTOpUanbHOM MalwmrHoW GopMy CyllecTBOBaHUs obuiecTBa

3 VcTouHuK n3obpaxenus: https://limbakh.ru/index.php?id=9502 (15.10.2024).
* VicToyHnK n3obparenus: https://ru.wikipedia.org/wiki/Onopa, Xupo (15.10.2024).
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Ha onpefeneHHOM NCTOPMYECKOM 3Tare, OHa NMOKPbIBAaeT CBOMMM 3HaKaMM
obulecTBeHHOe none. «DKyHMM 30eCb NOKPbIBAKT CKNOH. PaBHWHa /100K Npo-
CTUpaeTCs A0 KHOro nobepexbs. OHO HanoMuHaeT agamy noa 6enon Byanbto.
TymaH» (Xepuor, 2023, c. 70).

Bpems OHona — Bpems MawuHbl [lecnoTa (flenes, 2008, c. 304): BOEHHbI
PEeXUM AUKTYET 1 BCTPaMBaeT YeN0BeKa B Psifbl UCMONHSIOWIMX NMPYIKa3bl MapLin-
pytowmx rpaxaaH. OHoAa BbIpBancs U3 pexunma [lecnora B pexum 3emnu, CTas
pacTeHveM, NoLOM. 30eCh \Ke IKpaHHas NapaamMrMa CTaHOBUTCS MeTadu3n-
4ecKow. 3TO NMO3BOMUNO eMy BbXKWTb, Kak POBMH30H BbDKWA, BHUMas NpuMepy
MNATHUUBI B poMaHe Muwens TypHbe «[1aTH1Ua, AN TUXOOKeaHCKMI numb» (Typ-
Hbe, 1992). BnaroBoCNMTaHHbIN KaTONMK, MbITALOWMIACS OpraH1M30BaThb NOPSIACK,
BCTPETUACS C MONOAbIM apayKaHLEM, Yel0BEKOM-pacTeHveM: «[010Ba CKpbiBa-
nack Nof UBeTOYHbIM WwnemMom. ObHaxeHHoe Teno Hbi10 Pa3prUCcCoOBaHO C MOMO-
b0 OPEXOBOrO COKa, MMCTbAMY MAOLLA: ero BETBM NOAHMMANNChL MO HOraMm
1 06BMBanu Bce Tynosuie» (TypHbe, 1992, . 199).

OHofia CTaHOBMTCS MOXOXMM Ha 3BepPst C MATHWUCTOW WKypol. OH 13yyaeT
MUMUKPUIO B MPUPOAE U CaM MUMUKPUPYET MOL, 3apOC/v NMePENNeTEeHHbIX Pa3-
NararoLMXca TEMHbIX IMCTbEB IMaH. «<MOTbIBbKU, UMUTUPYIOLLE PUCYHOK KOPbI
aepeBbeB. Pbibbl, NprcnocabnnsatoLme CBOO OKPACKy K pevHbIM KaMHaM. Hace-
KOMble, MOXOXMe Ha 3eeHble TNCTbs», — BOT MPUPOAA, OKpyxatolas OHoaa (Xep-
uor, 2023, . 53). /lybaHr — OCTPOB, MOKPLIBAIOLMIACA TYMAHOM, C BEYHO BA@XHbIMU
H6aHaHOBbIMM AEPEBbAMM V1 KOKOCOBBIMU NanbMaMit. TyMaH C OCTaHOBNEHHbBIM Bpe-
MEHEM, C YUCTbIM 3KPaHOM BOCMPUATMA 1 OKa3bIBAETCA BHYTPU POMaHa KaK efu-
Hbli Kaap. TyMaH, KaK v KyHIW, He MPU3HaET BPEMS, «OHU (IKyHIM 1 BpeMs. —
O. ) cnoBHO 6paT 1 cecTpa, KOTOpble CTanu ApYr ApYry Yy)XvMK, noTepsanm
KOHTaKT 1 CBSA3aHbl pa3Be YTO N1Lb B3aMHbIM Npe3peHnem» (Xepuor, 2023, . 53).

lepou Xepuiora BepHynu cebs B Teno 3emnu, BHOBb POAMB B cebe apxanyec-
Koro venoseka. OHM co3faBany CBOe CBALLEHHOE Bpems, CTaHOBACh HMLWEaH-
CKUMW BHEBPEMEHHbIMY 1 BHEMPOCTPaHCTBEHHbIMN reposimn. «Bce 3aech Haxo-
AMTCS BHE UCTOPUK, KOTOPAs B CBOEI CKPLITHOCTM He JOMyCKaeT HacToAWEro. ..
Bpemsi Hukak 0 cebe He 3asBsieT, CIOBHO OHO Nof 3anpeTom» (Xepuor, 2023,
€. 95). OHofla CaMOCTOSATEeNbHO BEN cYeT BpemeHu. Korga oH BbIWeN K MoAsM
1 y3Han, YTO CNyCTs 29 NET IMYHOTO CHETA BPEMEHM OWINOCS Ha HECKOMBKO AHEN,
PacCTPOMCS 13-3a TOrO, 4TO ANOHMA NOTepsna CBOK AYLIY B 3MOXY KOHCbOMe-
pY3Ma, 1 4TO OH He yuesn Bce haKkTopbl NPUPOAbI B UHTEPCYOBEKTMBHbIX B3aKMO-
AEeNCTBUAX (KaK UX MOHMMAOT COBPEMEHHbIE SKONOMMYEeCK e TEOPUM N aKTop-
Ho-ceTeBasi Teopus. — O. L.). Bpems MOXHO CUMTaTbh M BbICYUTHIBATb, HO €ro
HeNb3st OKNMKHYTb HMKaKOM MY3bIKOW, OHO CaMO PaCcTBOPSIETCS B NapagnrMax
NpVPOAbI 1 AeNaeT XU3Hb CHTAarMoON TPaBMaTUYeCKOM HOCTanbr K.
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CtoppeanmncTmyeckme KapTUHKK MenbKatoT No 0bpa3iy peveBol (S3bIKo-
BOW) NapafmMrmbl B CMELWEeHWN CHa W SBW, CTPALLIHOIO CHa W CTPaLiHOM AeCcTBY-
TeNbHOCTU. «MOXeT ObITb, 3Ta BOMHA MHE CHUTCA? MOXeT v BbITh, 4TO Ha CAMOM
[ene s Nexy B rocnmTane C TsHkeNbIM PaHeHeM, a roflbl CyCTs HaKOHeL| NPYXOXy
B cebs, 1 KTO-TO FOBOPUT MHe, 4TO 3T0 BbIn NLb COH» (Xepuor, 2023, ¢. 105). Bee-
NOTNOWAIOWINA BAKHbINA TyMaH, OCTaHaBNMBAIOLWMIA BpeMs 1 BOMHY, 06epHycs
B pPOMaHe NOCTOSHHbBIM YCNOBMEM CYUIECTBOBAHMS 1 MEXINYHOCTHON KOMMYHU-
Kaumm: OHOMa MOT PacCKa3blBaTb CBOEW KOMaH/e CTOPWM 13 NPOLUNON KIN3HN
TO/MbKO BO BPEMS CUMBHOMO TyMaHa 1 ce3oHa foxaen. Toraa MxyHIn 3aKpbi-
BaNWChb AN NOAEN, HUKTO He pellaeTcs BOWTU B HUX B MepUOL, CE30Ha AOX/IEN
1 NNOTHOTO TymMaHa. Toraa Npupofa packpbiBana cebst B CBOEN HEHAEKHOCTH,
COPEBHYIOLIEICS C BbICTPOTEYHOCTLIO BPEMEHMU.

B dunbme «Arvppe, rHeB boxunin» 3agadein MUGOONornyeckoro repos
ABNAETCA CNYCK NO peKe. Aruppe 13 NPOXoAALero NHULMALMUI0 CTAHOBUTCS
CyOBbEeKTOM HacuNUs, T. €. COUManbHO-LeHHOCTHbLIM repoeM NO3AHEeN apxanku.
[leBcTBeHHas Npypoaa AomkHa ObITb BbijaHa 3aMyX 3a reposi, a eC/vi OHa Conpo-
TUBNSETCA, TO €e HYXXHO B3ATb cunoi. B «duukappanbio» nnaBaHue Tarke
CaKpaNbHO HajeNeHo 3aBoeBaTeNbHbIM racoM Kapyso, MCNONHSAWMM onepy
Bepau. fTonoc Kapy3o n ectb ronoc Bnactun. Ecnm CakpaneHoe HasBaTb Benu-
KM, TO, No [lenésy, «Bennkoe peannayeTtcs Kak YncTas naes B ABOVCTBEHHOM
npvipofe nensaxen 1 nencTeuii» (enés, eatrapu, 2008, c. 255), T. e. NepBoe
CTONKHOBEHME CO CBOMM LI@HHOCTHbIM MUPOM, KOTOpOe 06bIYHO NnepepacTaeT
B NOAPOCTKOBOE UMM MHOE HEKPUTMYECKOe Hacunme.

Puc. 3. Benukoe nepeHeceHune kopabnis no cyle nog neHue gyasta c yyactuem Kapyso.
Kagp u3 dunbma «duukappanbgo», pex. B. Xepuor, 1982. 2 yac. 4 MuH. 42 cek.
CKpVHLLOT aBTOpa®

° cTouHMK n30bpaxeHus cm.: https://vk.cc/cKZ50c (15.10.2024).
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TyMaH BbICTynaeT B 3ToW hunocodum Bo3pacta M1UGoNornieckoro repos
MeTaopoi OXKMAAHNS, HYNEeBOM CTENEHBIO COLMANbHOTO NUCbMa. Mbl BUAMM
TyMaH B yTPO Hayana nofroToBKX nepeHeceHns kopabns Ha Apyryio CTOPOHyY
peKv nHaenuamn nof pykoBoacTBoM ®uiKappanbao. MHaenubl becnpectaHHo
paboTaloT, CTPOUTENLCTBO NOAOHHO COOPYIKEHMIO ervneTCKux Npammna,. <benbii
4enoBeK», KOTOPbIN, COMMACHO NPeAaHuto, JOMKEH BbIBECTU X M3 NONOCHI HeCUa-
CTUIA, CMeNo UM ynpaenseT. TyMaH nepef B3pbiBHbIMU paboTaMu HanoMmUHaeT
MaclITabHble reononuTuyeckme pexkimtble ctpoliki CCCP, Ho 1 BoobLie nobyto
3THOrpauio NPUHYANTENBHOTO TPYAA, BKIOYAsS HEMELKYIO NamsTh — OT 3aMblC-
NOB rértesckoro daycta No NPOKNAAKe KaHaNOoB M OCyLEeHNY 00T (C KOTOPbIX
1 NOAHMMAETCS TyMaH) 10 OKOMOB, CKPbIBAIOLLMX KaK TyMaH BOLLNX, U TPYAO-
BbIX Nareperi XX sexa.

YT06bI 3aLEenVTbCs B Npeaenax bbiTus, HeobXoAVMbl AOKa3aTeNbCTBa, —
apTedaKTbl, NpeaMeTbl, «0Cs3aeMble 06beKTbl» (Xepuor, 2023, ¢. 106), NoATBEPK-
AatolLvie peanbHOCTb Nponcxoasiiero. Takosbl Med Ha nosice OHoaa, By TbiNoYKa
C NanbMOBbIM MAC/IOM, BbITaLlEHHast U3 YHUDOPMbI, KOTOPbIE B AanbHelLem
XpaHUANCh B My3ee, cTas dheTuniem. OHK AenatoT peanbHbIM NPoLecct noxoaa, —
Torfa Kak Ha4asno v pesyssraT CMeLaloTcst CKopee B 061acTb CUMBOMNYECKOTO
1 BOOBPaXKaemoro.

MpeacTaBeHsbl 1 B CoxeTe pesynbTaTthl, huHKMW noxoaa? To ecTb No3Bo-
NSET I CUMBOS TyMaHa KaK HEeKOTOPbIV reHepanbHblii NPUHLMI OpraHn3a-
LV CHOXKETHbBIX TMHIA pa3BepHyTb MaaH CUMBOANYECKOTO U BOOBpaxaeMoro?
Arnppe ocTaeTcs B 0fIMHOYECTBE Ha NA0TY. BMecTo HoBOro rocyfapctsa ¢ HUM
06e3bsHKN. PULKappanbao NOCTaBW CNEKTAKb Nepes PeaKUM 3pUTeneM u vep-
HOW CBUHKO: «/1 B OIHOM, V1 B APYrOM HanpaBeHvi CBOEro TBOPYECTBa XepLor
nokasan, 4Tto 6onblune Horv anbbaTpoca 1 ero 6onblive Hensie Kpbinbs — OAHO
1 1O xe» ([enés, 2004, c. 257). ITO TeaTp CBOEN HEMPOMAEHHOW MHMLMALWK,
TeaTp NpexHero crnaasa no peke 1 06e3bsiHKa Kak 06pas HEYKPOLLIEHHON NI0TK,
KOTOPast FPO3MUT BCE HOBbIMY B3pbIBAMY.
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Puc. 4. Mocne nopaxeHus B noxoge Aruppe c 06e3bsiHKON AyMaloT
0 «HOBOW MicnaHmu» 1 HOBbIX 3aBoeBaHusIX. Kagp u3 punbma «Aruppe, ries Boxmii»,

pex. B. Xepyor, 1972. 1 yac. 32 MuH. 8 cek. CKpUHLWOT aBTOpa®

OHoga C yavBneHvem cnywan npo 6omby ¢ apceHanom, KOToporo xBaTuT
He pa3 1 He ABa, a 1240 pa3 youTb KaXXAoro XUTENs NaaHeTbl. He yanBnUTensHo,
4TO BCNoMUHaeTcs OHofa, Bedb neTom 2023 Havancs MMpoBOM NpokaT hunbma
«OnneHreimep».

CnycTs 29 neT, kak oT4acT HbIN0 OTMeYeHo Bbile, OHofa caancs (BCrnom-
HWM, 4TO POBUH30H NPOXWA Ha OCTpoBe 28 neT). MNpe3naeHT PuannnimH ob6baBuN
OHopa aMHuMCTHIO. Tocne Bbixoaa B 06bI4YHY0 XM3Hb OHofa ocHoBan «lkony
NPUPOALI», KeHnncs, ymep B 91 rof. B Xpame Mypa — CUHTOUCTCKOM CBATUINLLE
B TOKWMO, rae MOKNOHSIOTCS AyLiaM BOMHOB, MOrMOLWKX 3a SINOHKIO 1 MMnepaTopa,
a BepxoBHbIM 60)XecTBOM Xpama sBngeTcst caMm MMnepaTop SAnoHum, XpaHuTcs
1 pacckas 06 OHopa.

® WcTouHuKk  un3obpaxeHus cm.  https://yandex.ru/video/preview/6179461978829250619
(15.10.2024).
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KAPTA MAPLLPYTOB B KNHEMATOI PAGE XEPLLOTA

TyMaH CTaHOBWTCS 3TUYECKUM MapKepoM AeNCTBUS, KOTOPOe BOB/IEK/IO
B cebs BCex areHToB MUabMa, B 3TOT CaMblii MOMEHT MOJIHOTO BOB/IEYEHNS.
AKTOPbI BBICTPOU/IWCH B CE€Tb, HO CETb NPK 3TOM AedopMMpPOBaHa IKPaHOM,
BCKPbITbI T€ NaKyHbl, B KOTOPbIX MOXET ObITb HEOMKHOE UK NPEeCcTynHOoe.
B pomaHe 1 dhunbMax TymaH CKpbIBaeT NpecTynieHns Ui sBnseTcs npegsect-
HUKOM Tpareauni.

reyWaldindianer

lie diimidem Gott mit
deriSchopfungmichtfertig wurde!'.

Puc. 5. TymaH. Hayano noucka ®uukappanbfo: «Tak feTu feca HasbiBaloT
3Ty CTpaHy, co3faHune KoTopoii bor 3aBepwnn cnuwkom paHo». Kagp us ¢punbma
«duykappanbgo», pex. B. Xepuor, 1982. 0 MUH. 25 cek. CKpUHLLOT aBTOpa’

MaplwpyT B TyMaHHOW HeonpeaeneHHOCTH HavyanbHOro HamnpasneHys
NeTnsieT BBEPX MO PeKe ¥ 3aKaH4YMBaeTCs pa3obnadveHrem 1 pa3sonoueHem
MeyThl. MapwpyT ®uuKappanbao, Kak U MapwpyT Arppe, 3amMbiCIOBaTO 3aKpy-
YMBaeTCs, NyTaeTcs 1 BO3BPaLLaeTcs 06paTHO. 3TO 3D DEKT NPYXUHbI, peakumn
Ha HeyfaBlIeecs BO3BpalleHue, 13-3a HavanbHOW HeonpeaeneHHoCTU MapL-
pyTa — addekT bymepaHra B TymMmaHe kak achdeKT obeclieHrBaHms. BCnoMHMM
He3HaYUTeNbHbIN, Ka3anock bbl, 3N1304, Korga PuuKappanbao npubsisaeTt
B MECTO, e CTPOWA xenesHyto gopory. CnycTs MHOMO NeT B 3TOM 3abpolueH-
HOM MeCTe OCTaNnucCh NpefaHHble aee afgenTbl, KOTOPble OXpaHsaan 4OPory
1 MeyTy. druKappanbio He 3adyMblBasiCh MpUKa3biBAET pa3obpaTh penbebl
M WNanbl U NePeHecT nx Ha Kopabib ANs OCYLLeCTBAEHMS HOBOW MeyTbl. OH
He 3aMeYaeT, Kak B MOMEHT pa3pyLuua 1 06eCUeHU XKN3Hb U YCUNUS TOTO, KTO
OXpaHsan 1 obeperan HeAOCTPOEHHYH XKeNEe3HYH 10POry B OXUAaHMM BO3BPa-
weHnd emunypra.

" NcTouHmK n3obpaxerus cM.: https://vk.cc/cKZ50c (15.10.2024).
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Csoero pofa reothunnocodusa npocnexmnsaercs y MaptuHa Xanper-
repa B paboTe «/ICTOK Xy[10)eCTBEHHOro TBOPEHUs», [e CTaBATCs BOMPOCH
pasnuyeHus (pacnpeneneHns pasHbix MMYUH) SBAEHNI U cobbITnin. Kpome
Pasnuuns UCTUHbI M UCKYCCTBA Yy Xaliflerrepa MOXHO BUAETb NOCe10BaTes b-
HOE pasnuyve Beuin Kak ecTeCTBeHHO-NPUPOAHOIO COCTOSHUS 1 TBOPEeHWS
KaK MCKYCCTBEHHO-aHTponoMopdHOro. 3To He peayKums 3amyHaa lyccepns,
a vHanddepeHTHOe NPoXOXKAEeHVEe CKBO3b Y MVMO BELLEN U COCTOSHWIA, CObbI-
TUI WU CUTYaUMUIA, He3anHTepecoBaHHoOe 1x cosepuaHve. TymMaH — peakoe
coBnageHune BelecTsa 1 GopMbl, Uaen 1 cobbITUS, MPUPOAHOTO COCTOSHNS,
HafeNeHHOro UCTOPUYECKUMU OXNAGHUAMM CO CTOPOHbI repoes huibMoB.
[ns obbscHeHWs NoHATYS BelecTBa U dopmbl (Staff-Form-Gefuge) Xanger-
rep NprMeHsieT MOHATHUE «CKafKa», KOTopasl U eCTb «1aHAWabT poXaeH s
Mbicnv» (Xanperrep, 2008, c. 176). TymaH Xepuora — naHawadT poxaeHns
MbICAK. TONMYecKnin MeToa Xalaerrepa He CTONbKO reorpacuyeckoe MecTo,
CKOJbKO YHaCTOK abCTPaKTHOW MoK, y4acTOK NMOMELLLeHHOCTH, NOrpyxe-
HVISI B MECTO.

TyMaH — 3TO NOMELEHHOCTb, NOTrPy)KeHe B MecTo NCTopun, B naysy
nepepn BaXHbIMU COBbITUAMM, 3TO CKNaaKa OblTHS, B KOTOPOW NPOCTPaHCTBO
1 BPEMS CX/TOMbIBAET Cybbbl repoes, kak Hbl pasrnaxmeas 1x no akpaHy. OHu
nponajatoT 1 BbIHbIPUBAIOT W3 TyMaHa, HafeneHHble ApYruMu CMbICIaMU.
OHopa Ha 29 neT nponan Bo BpeMeHu, MOMELLEHHbIN B TyMaH [KYHIeN CI0BHO
B ybexuLle.

06 ocobol ponv Tonoca B COTBOPEHMIM COBCTBEHHOM 1 Yy)KOK Brorpadum
nucan dunocod, paboTaBWKin Ha rPaHMLIE NCUXONOrK U dhunocodum. B 3Tom
3anpenfenbHoM s 06erix CTOPOH MbIWNEHUM POAMNACh SK3UCTEHUMANbHAS
drnocodus. Kapn Acnepc roBopun, 4To co3epuariie poaHbIX naHawadTos (Heba
1 TOpPM30HTA) ChOPMIMPOBANO €I Kak MbICAUTENS: «IK3UCTEHUMS. .. CTb HOBOE
Cy)KeHMe ropu3oHTa: b0 OHa CyLIeCTBYET BCAKMIA pa3 Kak ofjHa IK3UCTeHL WS
C Apyrow aKk3ucTeHumen» (Acnepc, 2013, ¢. 53). Tatoke Fcnepc Hemano paccyxaan
0 BANAHMN NaHaWwadTa Ha CTAaHOB/EHWE MeHTaNbHOCTIN BObLWNX FPYMN 1 MUPO-
BO33pEHNS OTAENbHbBIX TIUYHOCTEN.

KapTorpaduieckas KoHUENLMs NcuxoaHanvsa nepecekaeTcs ¢ Tonorpa-
ryeckoit KoHUenumet coBpemeHHom unocodun. Kapta ans ncrxoaHanmsa —
3TO Hanpae/neHne, MECTHOCTb, CMelleHe: «Kaxaast KapTa — 3TO nepeTacoBka
TYMMKOB 1 NPOPbIBOB, MOPOroB 1 3arpaxaeHuii» (enés, 2010, c. 90). M nogobHo
TOMY, KaK KapTy COBbITUI B MCMXOaHav3e ABKEHUI N MapLIPYTOB HeNb3s pac-
CMaTpWBaTb B Ka4eCTBe OfJHON NPOU3BOAHON CXEMbl «POAUTENN — PEBEHOKY,
CBeflst K NPOCTOV CUHTarMaTuKe, Tak v KapTy hrnocodun Heb3s paccMaTpriBaTh
KaK NPOV3BO/HYIO OIHOMO COBBITUS UM ABNEHMS. YOUIACTBO Mapuu, Tak ckasarb,
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COUManbHo No CBOEK NPUPOAE, YeMY B MOATBEPKAEHNE CYHKAT NOCTOSHHbIE Pac-
cyxpaeHus Bolileka o 6eaHOCTM, B KOTOPOW eMy NpUXoanTCs NpebbiBaThb U paam
KOTOPOW OH y4aCTBYeT B 3KCNepUMeHTe JoKTopa”.

MeTon Tononoruyeckor penexkcum, Uccneayoumin NCUxmnKy 4enoBeka,
MOMOXET PacCMOTPETb TOMOC TyMaHa Kak OTpaXKeHne 3aTyMaHeHHOW NMCUXMKN
Bolileka 13 ogHoMMeHHoro dunbma 1979 roga («Boviuek», Woyzeck) no noece
leopra btoxHepa. «B ManeHbkoM ropoje Ha bepery ManeHskoro npyaa», — 06b-
SBNSET HaM aBTOPCKMIA FONOC 33 KafipoM B Hadane dunbma. TonorpaduyecKknia
Kaap XepLora B 3ToM MuibMe NepeBoanTCs C ONacHOW PeKin Ha TUXMIA Npya Unu
OMYT, N0J0OHO TOMY Kak 0bpa3s 3aBoeBaTens Arvppe unu durukappanbio, KoTo-
PbIlA CaKpanmayeT cebs Kak pacropsKatoLMACS XN3HBIO Y HAaCMAEeM co3aaTenb,
CMeHNACs 0bpa3om ManeHbKoro Yenoseka ManeHbKoro ropofa Bovilexa. Takas
CMEHa acneKkTa HeCKONbKO BO3BpallaeT OT 3KPaHHOW napagurMbl MpUPOAHOIA
HenpencKka3yeMoCTW K CMHTarMaM HesHaHus, pacTepsiHHOCTY YenoBeKa nepep
NPUPOAHbIM Ha4anoM B caMoM cebe. [115 pycCKOro CO3HaHWs Npys B KaMbllax —
3TO OMYT JleBMTaHa CO BCEMY MCUXONOMMYECKMMMI CTEPEOTHMNAMM, OMYT OT «MyTb»
NN «TyMaHa». «<MyTUTb filena» B 3TOM ropofie MOryT BCe.

B ropofe cosepliaetcs npectynnexue. BoliLek yoreaeT BO3M0ONEHHYIO
Mapwito, MaTb CBOETO CbiHa, 13-3a U3MeHbI, 1 YOUINCTBO NPOMCXOAUT Ha bepery
npyga. Ero kapTa MapLipyToB 3anyTaHa, Kak y Arvppe n duikappanbgo. KapTa
BbIpaXAET TOXKAECTBEHHOCTL NyTeN HAMEYEHHOTO 1 NpoAeHHOro. Ecan Arnppe
1 drKappanbao Benw NaoTbl U kopabau k 60nbWoi Lenn, To Bolilex netnsan
KaK Mbllb BHYTPW rOpPOACKOrO NPOCTPaHCTBa. Kak mpaBuo, MMHMM BpoxeHs
M NETAN Ha KapTax AeTel, CTpafatoLwmx ayTU3MOM, CXOXKM Mexay cobol. Mol
y3HaeM, YTo Hafg BoiLieKkoM CTaBUT 3KCMEPUMEHT M3BECTHbIV B ropofe AOKTOP.
3a geHbrv Boliliek TpeHnpyeTcs, MbeT YPUHY, CT OfMH FOPOX Ha NPOTSHKEHUY
HecKoNbKux MecsLeB. [lokTop nerko obpekaeT BoiiLeka Ha Hay4HOe 1CnbITaHue,
Kak nerxko cbpacbiBaeT CoO BTOPOro 3Taxa 3faHns KOWKyY pagu 4eMoHCTpaLmm
CTyfAeHTaM MefuLUMHCKOro dakynbTeTa rubrocTu ee Tena.

Kak OKpyxatoLuii nersax BAUSIET Ha YeN0BeKa, Kak ToMrKa onpeaenset
TUNNKY, TUMAXHOCTb, TUM MHAMBKAA? B TYMaHe HeT BEepTUKa/IbHbIX TOPHbIX MOPOL,
C HaCNOEHMSIMYM CMbIC/IOB, HO €CTb Pa30MKHYTash BLUMPb CETKa 3HaYeHUI 1 3Ha-
KOB, 06pa30B 1 aapecoB. [OBEPXHOCTb TyMaHa 1 NOBEPXHOCTb CYOBEKTHOCTH
HEeCKOHEeYHO WNPOKa, U TO 1 APYroe pacnpoCTPaHSETCs 1 3aBOEBbIBAET NPO-
CTPaHCTBO: «becTenecHbln Npeaen», NPon3BOAs WU «DOMbLIYID YacTb CBOMX
addekToB» ([lenés, 2010, c. 182). Takue npenensl X. [lenés Ha3biBaeT «<Membpa-
Hamu»: «bnarofaps MembpaHaM BHYTpEHHEE 1 BHelHee, BbicoTa U rybuHa
06peTatoT BUONOrMYECKYIO LIEHHOCTb B TOMOIOMMYECKOM MOBEPXHOCTY KOHTaKTa»
([enés, 2010, c. 525).
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[lenés yepes Bpems oTBevaeT [onto BepneHy, KOTOPbI HeKkoraa nucan, Yto
«HET HuYero bonee rnyboKoro, Yem Koxa», cBoelt hpa3oit: «HeT Huyero bonee
XPYMKOro, 4eM NoBepxXHOCTb». Koxa NoKpbiBaeT 60/bLIOK 06beM MOBEPXHOCTM
XU3HW. Krnbbep CUMOHAOH, BaxKHbIN Ans [lené3sa dhunocod, rosopuT: ©KrBoe
XKMBET Ha npefene camoro cebs, Ha COOCTBEHHOM Npefene. XapakTepHsle Ans
XKM3HW NONSAPHOCTU NpebbiBatoT Ha ypoBHe MeMbpaHbl» ([enés, 2010, c. 521).
POBHO, KaKk 06LIMPHAs MOBEPXHOCTb MbIIbHOrO My3bips 06yCNOBAEHa CBOEW
XpynkocTbto. . CUMOHAOH GOPMYyNMpPyeT XapaKTePUCTVKLA TPaHCLeHAeHTanb-
HOTO MOAs: NOTeHUMANbHas SHEPTUs, BHYTPEHHWI Pe30HaHC Cepuid, TONONOTM K-
Jeckas NOBepXHOCTb MeMOPaH, OpraHnM3aLms CMbICa.

TymaH nonobeH membpaHe. 3To yTBepxaeHME ellle bonee ToYHOe, YeM
CpaBHeHue C pU30oMON. P13oma Bce-Tak v npeanonaraeT KOPHEBYIO CUCTEMY,
a MmembpaHa — 3TO YKCTas NMOBEPXHOCTbL. [1ené3 B «/lorvike CMbiCaa» BbIBOAWUT
opmyny: Pruzoma=Tonoc+30H, rae Tonoc — NPoCTPaHCTBO MOHAAMYECKOro pac-
npefeneHns CYHIyaspHocTel, J0H — BpeMs pacrnafa laHHOoro NpocTpaHCcTBa
Ha NoAnNpoCTpaHCTBa. ITa MeMbpaHa BblITaNKMBaET raBHbIX repoes XepLora
1 B MUP CaMOAeTepMUMHaLLMK, CBA3bIBatOLLel MPOCTPaHCTBa, U B MUP NMpecTyre-
HYISY, KaK CKOMIBXKEH WS MO MOBEPXHOCTY COOCTBEHHOTO BbITYS, 6€3 BOIMOXHOCTH
YIATK B TYyOUHY.

TaKk ocylecTBAAeTCS NPOCTPAHCTBEHHO-BPEMEHHas camofeTepMmnHa-
umsa dheHomeHa, KOTOPbI CTAHOBUTCS ABNeHVeM. [1ené3 roBOpua He CTONbKO
06 OHTONOrMMK, CKONBKO O MeTadU3nKe NOBEPXHOCTU. TyMaH Kak MembpaHa —
KOHTMHYYM — TOMOC, UK «MeCTO CMbICNa BblpaxkeHus» ([enés, 2010, c. 283).
Bonee Toro, cam cMmbicn [lenés onpegenseT Kak MmembpaHry, — To, 4YTo popmupy-
eTCs 1 pa3BoOpaYvMBaEeTCsa Ha NoBepxHOCTU. O6Pa3HO Bblipaxasch, COBpEMEHHas
KynbTypa yxke He roBopuT 06 ynaBLix Ha iHO [AVoHWCe v NOAHSBLIEMCS BBbICH
AnonnoHe. [fepoii COBpeMeHHOW KynsTypbl — [epaki Ha NOBEPXHOCTU, «Bey LA
CpaxeHue Ha AByx hpOHTax — Kak MPOTUB MYOUHbI, Tak ¥ NPOTUB BbICOTbI: MOS-
Has NepeopueHTalMs MblcNW U HoBast reorpacus» (denés, 2010, c. 497). OHopa
nnu Arvppe, Beayllve CpaxeHvie 3a CBOU UAEN.

Boliuek B ncnonHernun Knayca KMHCKM U3MOXAEH, HAXOAUTCS Ha rpaHu
3K3UCTEHUMANbHOTO YXKaca W XAeT 3aBeplieHus 3KcneprMeHTa. YonincTeo
Mapu1n NOKPbIBAETCS YTPEHHUM TYMAHOM Kak MOMYTHEHMeM paccyaka camoro
BolileKa, KOTOpbIV MPUXOAMT Ha Npy[ C BONPOCOM: «HT0 3T 3a MecTo? e 370
57 Mapuisi, 4TO »e Tbl BONIOCHI He yopana? [ovemy He 3annena Kockl?». Mpya oka-
3bIBAETCS NPeABapUTENbHbIM 3KPAaHOM, MbITALOWMMCS, HEe BNONHE YAA4HO, Bep-
HYTb reposi B Npupoay, 4Tobbl OH OpraH1M30Ban ¥ peopraHnu3oBan CBOW CMbICH
yKe B aBTOKOMMYHMKaLIMN.
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Puc. 6. Boliuek coBepluaeT npectynneHuve. Kagp ns punbma «Boiuek»,
pex. B. Xepyor, 1979. 1 yac. 6 MUH. 42 ceK. CKpUHLWOT aBTopa®

Mapws 34ech BbICTYMAET KaK y3es KapTbl, B KOTOPOM 3aBsi3aHbl KenaHus,
NOTPEObHOCTH 1 BO3MOXHOCTU. [epes CMepTbio OHa MOeT ABOPOBbLIM AETAM
necHto: «OH gobpancs go JlyHbl, OHa OKa3anach TPYyX/BbIM MHEM. Toraa oH
nowen k ConHuy, a Koraa npuiien, 06HapyKnn yBaaWMA NOACONHYX. 3Be37bl
00EPHYNNC 30/10TBIMM KOMapUKaMut».

KapTa NyHKTUPHBIMU INHWUSMUW YepTUT OXVAaHNS, a 3anvBKaMu (3akpa-
WEHHbIMM YaCTAMM) — NPONAEHHbIV rePOeM XKN3HEHHbIV MapwpyT. buorpadus
Mapnu 3aKkoH4YMnack He No ee Bone: «Kakas KpacHasa flyHa. 4To Tbl 3agyman?».
VicTopusi ropofia He U3MeHUnach, oHa NogobHO Npydy, cama cebs 3aMbiKaeT
VI MOrnoujaeT, 3apacTas HOBbIM KaMblLWOM. ABTOPCKMIA rON0C 3aBepliaeT hunbm:
«TaKoro B HalWmMx Mbl Kpasx AaBHO He 3Hanu. Ax!» M ropop xuBeT ganble, «Ax!»
Npo3By4ano bonblie TeaTpanbHO. [ONOKEHO COXaNneTb, HO TOPO/ He COXaneeT,
OH MOKPbIBAETCSH TYMAHOM KaK YUCTbIM HEObITMEM. ABTOKOMMYHMKALWS OKa3bl-
BaeTCsi BO3MOXHA Ha YPOBHE ropofa, HO He Ha YPOBHE MMaBHOTO repos, BbiTas-
KBaemMoro MembpaHoi TyMaHa B 061aCTb YUCTOWN TPaHCTPECCUBHOCTM.

8 VcTouHuK  mn30bpaxeHus oM. https://yandex.ru/video/preview/10940808626783664214
(15.10.2024).



https://yandex.ru/video/preview/10940808626783664214

TonorrPA®usa BUOrPAGUUN KAK XPYMKOCTb 3KPAHA

A.B. lMepues B KHUre «PoXaeHre 3K3nCTeHLMan3mMa 13 neHbl ncnxoaHa-
NN3a» CCbINaeTcs Ha XaHca 3aHepa, KOTopbI yoexaeH He TONbKO B TOM, 4TO
3K3UCTEHUMANN3M BO3HMKaET OT co3epuaHusa 6010T B Mmonoaoctu (Mepues,
2012), HO ¥ B TOM, 4TO B35kl Acnepca aBAsT cobo oTpaeHve 6010TUCTOro
naHawadTa ero AeTCTBa 1 LOHOCTW. TakkKe NMPOUCXOANT C BOMLEKOM 1 reposiMm
apyroro vnbmMa Xepuora, «<CTeknsHHoe cepaue» (Herz aus Glas, 1976).

®unNbM HavyMHaeTca C TyMaHHOro nactbuula. facTyx Xvmac, KoToporo
B DvbMe Ha3biBalOT «/leCHUK» 3a ero OTWeNbHUYECTBO, FOHWT CTafo, KOTOPOoe
He 3HaeT Aopory. Xmac okasbiBaeTcs NPOBUALEM: KaK 1 CTafo, OH HanpasnseT
1 NpefcKasbiBaeT COObITUS KUTENSIM ManeHbKo baBapCKol iepeBHY, KOTopble
NbIOT CTeKN0. PUNBM HaYMHAETCS CO CNOB JIeCHWMKa, CMOTPSLLErO Ha pacCTy-
NaoLWMACH TyMaH Haf bbioLieincs ropHo pekolt — meTacdopolt BpemeHu. OH
roBOpYT, NOAOOHO MnyBaTopy: «A CMOTPIO BAanb, B Ty CTOPOHY, e KOHeL, CBeTa.
PywuTcs Bpems 1 NoToM 3emAs. Havano KoHua. BopoHKa BneYeT MeHs».

Puc. 7. lecHuk Xuac B TyMaHe npepckasbiBaeT 6yayuee ropoga. Kagp us punbma
«CTek/IIHHOE cepaue», pex. B. Xepuor, 1976. 0 MUH. 5 cek. CKpUHLLOT aBTOpa’®

B nepesHe ymvpaeT Mactep MioibTeH, KOTOPbIV 3HaN CEKpeT «pybUHOBOIO
CTeKna», HO He NMoBefan ero Apyrum. [nasunbHble NeYn ocTbIBatOT. fopHMAA
OCTbIBaOT BMECTe C cepALamu ntofei, KoTopble pagn NoUCKa v Havyana HoBOW
Npofaxu CTeKa roTOBbI 1, Kak byaeT BUAHO fanee, HayHyT ybusaTb Apyr Apyra.
fopoa BCTan. HeT npofax, HeT ABVIKEHUS, HET XN3HU. TONBKO «pybUHOBOE

° VcTouHMK n3obpaxeHns cm.: https://rutube.ru/video/43bd63bcOe36ebf8cf58cae21bed989c/
(15.10.2024).
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CTEKNO» JO/NKHO CNacTv xuTeneid. NoncK cekpeta pybuHOBOrO CTekna Hamno-
MUHaET NOMyTHEeHWe paccyaKa: Noan youBatoT Apy3eit 1 TaHUyT ¢ Tpynamu,
nepeKansiBaloT 3eM/1t0, Ha KOTOPOK NMoxopoHeH MacTep, BcnapbiBatoT mMebens,
KoTOpyto MacTep nogapua MaTepu v B KOHLE KOHLOB Haxoa4saT CeKpeT: 4o6aBnTb
B CTEK/O KPOBb. XXepTBOV BbIOVPAETCS HeBMHHAs AeByLKa Slioamuna.

Puc. 8. Mpupopga HakaHyHe KOJIeKTUBHOFO NOMeLLaTeNbCTBa/MOMYTHEHUS.
Kagp u3 dunbma «CTeknsiHHoe cepaue», pex. B. Xepuor, 1976.
31 MUH. 6 ceK. CKpUHLLOT aBTOpa™®

Banepwuii Mogopora, HeopToAoOKCanbHO Npoaomkas Meicav [enésa, roso-
PUT O NYTELeCTBUM B MbICIUTENbHBIX NaHAWwadTax. B kHure «MeTadusnka nana-
wadTa» OH NONb3yeTCs ONPEAENeHVEM «CKNAAKM» B KaYeCTBe YNIOBKYM CMbiC/a. ITO
TaKoW NPOCTPaHCTBEHHO-BPEMEHHOI NI0BEL, CMbICNIOB, Hano4obue NoBLa CHOB.
dunocodckme NopTpeThl, HanncaHHble MofopOrow, a UMeHHO «MeTadu3snye-
CKMe naHAWwadTbl» — CBOEro pofia VHTENNeKTYya nbHble KapTbl, TONOrpaduyeckre
CXeMbl MbICIN PUNOCODOB, B YbMX TEKCTAX CKPLIT PECYPC COBPEMEHHOW MbICN.
EcTb nvy naHawadTa cBosS MeTadu3MKa — KNHOYEBOK BOMPOC, MOCTaBNEHHbIN
MNogoporoii. Kak ces3aHo drnocodcKoe TBOPHECTBO U NaHAwadT, HACKONbKO
3HaYMMO TO, YTO HuLLe Nucan B WBeNUapCKoM JHraaviHe, a Xaiaerrep B necax
WBapuBanbaa? lepov XepLora yKpbiBatoTCs B TyMaHe, KOTOPbIV 3aTyMaHMBaeT
CO3HaHWe ¥ MPUBOAMT WX K PELIeHMIO 3aBOeBbIBaTb HOBbIE 3eM/IV 1 CTPOUTH
HOBOe 00LLEeCTBO (Arnppe — HOBbI MUP, PULIKappanbao — TeaTp), 060POoHATL
CTapble niew, He Befjast 1 He MbITasiChb y3HaTb MHMOPMALIMIO O HOBOM BpEMEHMY

0 YcTouHMK n30bpaxeHns cM.: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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(OHopa ybuBan xuTenei [epesHu, HO HX Pasy He BCTYMWA C HAMK B KOMMYHWKa-
LMI0, HE CMIPOCHN O TOM, YTO MPOUCXOANT B MUPE). ITO NOBYLIKA, KOTOPast CXOMb-
BaeT Bpemsi 1 MPOCTPAHCTBO 1 OCTAHaBIMBAET YE0BEKa B HPDaBCTBEHHOM Pa3Bu-
TUVOKN3HY (Xo3siH CTeKonbHOM habprku, Ha KOTOPO NPOV3BOANAY PYBVHOBOE
CTeK/10, NOWeN Ha NPUHeCeH e HYenoBeYeCKol XEepPTBbI, UCMbITaB MOpanbHOe OHe-
MeHMe BCNeACTBIE OfePKMMOCTY NMOUCKa BbINNABKM CeKpeTa CTekna pybrHoBoro
OTTeHKa). «Bcsikasi MbICNb NPOCTPAHCTBEHHA, U HE TO/BKO Bnarofaps M3BeCTHbIM
0COBEHHOCTSAM 513bIKa, HO 1 TeNEeCHOW OpUeHTaLMy MbICASLLero: No3Hasasl, OH
aKTUBMPYeT bavxalillee NPOCTPAHCTBO, HaAeNss ero fAyXOBHbIMU UHTEHLIMSMU,
NPOEKTUPYET BO BHe, Npubamkas K cebe camoe yaaneHHoe» (Mogopora, 2021, . 6).

B KaKoW-TO CTeneHu NONCK cekpeTa pybMHOBOrO CTeKna HanoMmuHaeT
MOWCK CeKpeTa KaMHA Npu co3paHny KameHHoro useTka. B cka3se T.I1. baxoga
«KameHHbIi LBeToK» (baxkos, 1969) k MacTepy MpoKonbuyy NpuLlen yYnTbCs
NaHnnka Hepokopmbiw. HasbiBanyu [aHunky «bnaxeHHbIM», MOT 3aCMOTPETbCS
Ha OyKalKy, 4TO MO NUCTOYKY nonsna: «Cama cM3eHbKa, a M3-MoA Kpbibilek
Y HEN EeNTeHbKO BbIMAALIBAET, @ IMCTOK WUPOKOHBKNNA... [0 KpasM 3yBumnKn,
Bpoae 060POUKM BbIFHYTHI. TyT NOTEMHee NMOoKa3biBaET, a cepefKa 3eneHas-npe-
3ef1eHas, POBHO ee celyac Bbikpacunu» (baxoB, 1969, c. 68). laHnna Bblpoc
B MacTepa ManaxuToBoro fena. Mony4ms 3aKa3 Ha KameHHbIl LBETOK, [laHnna-
MacTep vckan: «CTan 4yTb He Kax/ablii ieHb B nec beraTb. Bpems kak pa3 nokoc-
Hoe, srogHoe. TpaBbl BCe B LyBeTY. [laHnyLLKO OCTaHOBUTCS rae Ha nokoce n1bo
Ha NonsHKe B fecy v CTOUT, CMOTPUT. A TO ONSATb XOAMT MO NoKocam fa pasrs-
AblBaeT TPaBy-TO, KaK MLLET YTO» (BaxoB, 1969, c. 87). Ha Bonpoc «He noTepsin nu
yero?» oTBeYan: «[1oTepaTb He NoTepsin, a HalTn He Mory» (baxos, 1969, c. 87).
[Januvna, kaKk vOKUTenu AepeByLLKY, UCKan TaliHy KaMHs, 3a YTO roToB bl oTAaTh
YW3Hb 1 cYacTbe BAN3BKKX: «A TONBKO B3 LiBETKA MHE XW3HW HeT!» (Baxos, 1969,
€. 99). NoBMAaB KaMeHHbI LBETOK, BEPHYCA [laHnna B AepeBHio fa TONbKO,
nuweT baxoB, «3aTyMaHuncs» (baxos, 1969, ¢. 100), Unu Kak B Hapofe roBopuv,
«yMa pewuncs» (baxos, 1969, c. 103).

MepcoHanbHoe MOMyTHEHNE (3aTyMaHWBaHKe) B ypanbCKUx Cka3ax baxkora
MOYHO CPaBHUTb C KONNEKTNBHbIM Be3ymMmneM, Ha KOTOpoe obpedeHa iepeByllka
B punbMe «CTeknsHHOe cepfle» nocne coBepleHHoro youicTaa /ioaMusl.
fopoga yxe 66110 He cnactu. A5, KoxxypuH (KoxypuH, 2002, ¢. 72-79) Takoke ofiHO-
HamnpaBAeHHO CBS3blBaeT MEHTaNbHOCTL C NaHAwadToOM. TyMaHHbIA neit3ax
ylenbs, B KOTOPOM pacrnonaraeTcs AepeByLLKa, 3aTyMaHUBaET yMbl ee KuTeneil.

TeMHble TeopnKM NO3BOAAIT MUCTUYECKM AEMOHCTPUPOBATL TyMaH,
noBecTByst 00 UCTOpUYeCcKMXx cobbITUsX. Grunun PodeH v MaTpuums Mennex-
Kamn B xypHane «American Film» oT anpens 1983 roga nuwyT, 4TO peXMC-
Cepbl NOCNEBOEHHOMO HEMELKOrO SKCMPECCUOHM3Ma PaspbliBatOT NPUBbIYHOE
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NOBECTBOBAHME NCTOPUYECKINX CODBITUIA. VX HappaTUB He NeHTa, a Npeayys-
CTBWE: TYMaH Kak BM3yanbHas NyHKTyalWs pa3fnenseT pacckas, Aenas naysy
Mexay cobbiTuaMu. TymaH nepen yonincTBom /TioaAMUAbI, HEBUHHOW AEeBYLWKY,
KPOBb KOTOPOW HY)XXHO MCMOMb30BaTb A1 OT/IMBA KPACHOIO CTeKNa.

BbiBOZgbI

TymaH B KnHemaTorpade BepHepa Xepuora sBnseTcs He TONbKO Npuposa-
HbIM COCTOSIHMEM, MCUXONOMMYECKMM MPEAYYBCTBMEM, MICTOPUYECKUM NPELenoM,
OH COYHaCTHWK NPecTynaeHnii, pa3peLlatoLyx CMHTarMaTKo-napagnrMaTnyec-
KNI y3en 3aKpyTUBLIMXCS COObITUIA. TyMaH — HaMepeHHbIi 06pa3 TEMHOTO TyH-
Hens, TEMHOro Mefvia, BbiMyCKatoLLero NoTyCTOPOHHYIE BHELWHYVE 1 arpeccuBHble
BHYTpeHHMe c1nbl BOBHe. CMBON TyMaHa B IMTepaTypHOM U KHeMaTorpaduye-
CKOM MUpe XepLora y4acTByeT B MCTOPUKO-COLManbHON pednekcmm, cosnapas
NpeanochINKY ANs MOHUMaHNS Kafgpa Kak NepBUYHOrO U He MMeloLLero OCHoBa-
HWI B NpeablayLx MOpanbHbIX OLUEeHKax 4eMCTBMI 3KpaHa aBTOKOMMYHUKALMK.

EAMHCTBO noaxofoB BepHepa Xepuora K TyMaHy Kak 3K3UCTeHLuanb-
HOMY COCTOSIHMIO Mbl Habntofanu B ero unbmax: <Aruppe, rHes boxuin»
(1972), «duukappanbao» (1982), «<Boriek» (1979), «CteknsaHHoe cepaue» (1976)
1 pomaHe «CymepKn Mnpar. PazHuLa Nvilb B TOM, YTO B pOMaHe 3TO OpraHu-
3alus BCel KOMMNO3MUMM TEKCTa, a B ubMax — OpraHmn3aLms KoMno3numm
Kagpa. TymaH MeTau3n4eckm 3afaeT rpaHuLy KaK KaTeropunio BHempocTpaH-
CTBEHHYIO 1 BHEBPEMEHHYHI, CHUMAIOLLYIO COLManbHble, MCUXON0rMYecKue,
NONUTUYECKME U UCTOPUYECKME KOHPANKTEI BepbanbHO B poMaHe nnmu
BM3YyaNbHO B Ha3BaHHbIX uUAbMax. Tak aBTOKOMMYHMKaLKS NpeojonesaeT
He TONbKO CMHTArMaTUYHOCTb NpeaBUAeHUS COBCTBEHHOM CyAbObI, 4TO NpPOMC-
XOAWT B TEKCTE, HO M NapafgnrMaTU4HOCTb BapraHTOB NOTPYXEHNS B MPYpPoaY,
4TO NPOVCXOAUT Ha IKpaHe.

Mepend Hamu NOMHOUEHHasa HarnagHas AeMOHCTpaumnd 3aBUCMMOCTHY
4eN0BeKa OT NPUPOALI, OTKPbIBAIOWAACA Hepe3 HAMPHIKEHHbIE KapTUHbI CMiaBa
M0 peke, CTUXUN TeYeHMS 1 BOJONaAa, KOTOPbIV PYLUMT BCE PYKOTBOPHO CO3faH-
Hoe. HoBoe oCMbICNeHMe OTHOLWEHWS peasbHOro, CUMBOIMYECKOrO 1 BOObpa-
Haemoro Ha 3KpaHe NpOCMaTPMBAETCA B MAPLUPYTax U «TyMaHHbIX» MOBOPOTAX
B XKM3HU nepcoHaxei Aruppe, Pulikappanbao unu Boliyeka. OHM HEBPOTUY-
Hble, UCTePUYHbIE MEPCOHbI, MPETEH/YIOLME BBICTPOUTb U3 COOCTBEHHON MUCTe-
pU UCTOPMIO. BCe TP Ha3BaHHbLIX MEPCOHAXA B UCMONHEHUN TeHMANbHOTO
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Knayca KMHCKM HanOMMHaIOT B3PbIB BY/IKaHa, PUKOLLET W OTMYCKaHME NMPYKMHbI.
OHM HaxoAsTCs Ha rpaHn NOMYTHEHUS PacCy/Ka, CI0BHO NPUHAB B cebs Kak
cofepxaHue cBoen cyabbbl, Tak 1 (hopMy Kax0ro O4epeHOro AencTBMs OfHO-
BPEMEHHO.

B HOBOM OCMBIC/IEHWYI PA3NMYMIA KaK pa3nuynii akTopoB B CHCTEME UK
MembpaHe coumanbHbiX OTHOWEHWI TyMaH BbICTyNaeT HyNeBOW CTeneHbto
couManbHOro nNUcbMa. MIMeHHO C Hero HauyMHatloTCs YAauHble UMK HeyaauHble
OMbIThl BbITANIKMBAHWS repost B NPUPOaY U3 Npeackasyembix CoLManbHbIX MHTe-
paKLWA, 3aBs3bIBAIOLLMXCS BO BCe Hosee 3anyTaHHble y3/bl. M3ydeHne KapTbl
MaplwpyToB B hunbMax XepLora NpuBOANT K BbIBOAY O CAVISIHUM TeX, KTO Npo-
XOINT MO MapLIpyTy, C CaMUM MaplpyToM. Tonorpacdus 30ech 1 oOKasblBaeTcs
eAMHCTBEHHbIM MPSMbIM BbICKa3biBaHMeM repos o cebe v 1aeansHoro 3pw-
Tens — o repoe.

Marunyeckoe mMecTo y BepHepa Xepuora sBAsSeTCa 1 BbICTyNaeT 3KpaH-
HOM NpoeKLmeit NpupoaHoro. NpuHaATas B 3Tol paboTe TeOpUS TEMHbIX Meana
MO3BONAET O4YUCTUTb COBO «MarnyHblii» OT HaneTa HbITOBON MUCTUKM. TyMaH
KaK npueM UCNoNb30Bancs MHOTUMU peXrccepamn, HO BCe 3TU MHTepnpeTa-
LMW MMeNu B BUAY UCXOAHbIA YeNOBEYECKNIA B3I, AaXe eCM OHM ONMpanuch
Ha BbICKa3blBaHVs camoro Xepuora. OfgHaKo NPUHLMMLI NOCTPOeHMS 3KPaHHOTO
BbICKa3blBaHMA MOTYT fenaTb HeyenoBe4eckoe HavanbHbiM NPUHLMIOM. V130-
bpaxeHne TyMaHa XepLora OTAnYaeTcs OT 1300paxeHus TyMaHa, Hanpumep,
y AHApes TapKOBCKOro Kak creundryecko xapakTepUCcTUKM YenoBevecKoro
3PEHNSA N UCMbITaHWI, KOTOPbIM OHO MOABEPXKEHO.

370 306paxeHve TyMaHa Kak TEMHOTO Mefina, OAHOBPEMEHHO IKpaHa
1N MeMbpaHbl. IKpaH MOKa3bIBaeT CTPACTX repos, ero roTOBHOCTb MATW Hame-
pekop 06CTOsATENbCTBAM, OTCTaMBast 4eCTb. HO OAHOBPEMEHHO BOBEYEHHOCTb
4esI0BeKa B OTHOLEH WS C NPUPOAOI U APYrMY NtOAbMIM 00pa3yoT HEMPOHMLA-
eMyto MemMbpaHy B3anMMOeNCTBUI, HEKOTOPYH CETb aKTOPOB, KOTOPAsH KAaXKETCs
CaMof0oCTaToOYHOM. HO Kak pa3 Xepuor BCKPbIBAeT HaMpPsHKeHNs BOKPYr 3TOM
MeMbpaHbl — TO, YTO Ka3an0Cb HaM MEXaHM3MOM COLMaNnbHOM XNU3HM, OKa3bl-
BaeTCst MeMOPaHOW MHTEPNPEeTaUnm LenoYuKy TEKYLMX CODLITUIA, BbITaNKMBatO-
LieN 13 cebs repost 4ecTu. ITOT repoit MOXKET OKa3aTbCs MECCHEN, @ MOXET OKa-
3aTbCs NPECTYMHMKOM. Br3yanbHble pelieHns Xepuora Cnyat He pacKpbITUIO
XapaKTepa reposi, a TakoMy BbITaNKMBaHMIO ANS YCTAHOBAEHNS cneyndruyecKon
areHTHOCTM NPOTArOHNCTA, He 3aBUCSILLEN OT MPEXHMX CETEN B3aMMOAENCTBUS.
[lelicTBOBaTb — 3TO TOrAa He 106MBaTLCS YCNELWHOMO B3aUMOAENCTBYS, @ OTCTa-
MBaTb YECTb BOMPEKM BCEMY, CMOTPETH Ha MPOMCXOAsLLEe CO CTOPOHbI U Bbl3bl-
BaTb TEM CamblM 0COD0E OTHOWEHME 3pUTeNs K COLManbHOMY MakTy 1 3KONOr -
YECKMM pPUCKaM COBPEMEHHOIO MUPa.
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* This quote is metaphorical and contextual concerning the phenomenon being
discussed and does not represent a positive evaluation of any actions that may be
examined for compliance with the current laws of the Russian Federation.

Violations of these laws could be assessed in relation to specific provisions of the
Code of the Russian Federation on Administrative Offenses and the Criminal Code
of the Russian Federation (editor's note).

* [laHHas umTaTa 9BAsieTcs 06pa3HO-KOHTEKCTHOM MO OTHOLWEHMIO K paccMaTpu-
BaeMoMy EHOMEHY 1 He CTaHOBUTCS MONOXKUTENbHON OLEeHKOW KakuxX-11nbo
AESHWIA, YTO MOTYT NOANexaTb PACCMOTPEHNIO Ha MPeAMET COOTBETCTBUSA feii-
cTBytoLLemMy B Poccuitckol Peflepalinm 3aKoHOAATENbCTBY, HapyLLeHe KOTOPOro
MOXeT BblTb PACCMOTPEHO Ha NpPeAMEeT COOTBETCTBUS ANCMO3NLMSM OTAENbHbIX
ctater KoAN PO 1 YK PO (npwm. pea.).
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Mediating first graders’
digital activity:
Do only parents play a role?*

Abstract. While the influence of parents on children’s digital device use has
been well-studied in preschool and adolescence, there is significantly less
data on primary school age children. This age group faces a unique scenario
where parental control over digital device usage is less pronounced, yet first-
graders lack the requisite knowledge and skills to navigate the numerous
digital risks. This paper focuses on how digital activity is mediated among
primary school students.

The study involved 200 children aged 7.2 to 8.3 years attending first grade
classes in schools in Moscow and Yakutsk. A semi-structured interview was
conducted to examine how children mediated their use of video content and
digital games. Findings revealed that peers, including friends and siblings,
play a significant role in mediating the digital activities of first-graders
alongside parents. Despite increased independence in using digital devices,
first-graders’ proficiency remains at a low level. Gender analysis indicated
that girls exhibit less independence in digital interactions, leaning more
on family support (from parents and siblings), while boys display higher
autonomy and rely more on guidance from friends.

Keywords: primary school age, digital devices, mediation strategies, family,
siblings, friends
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* Translated by Anna V. lvanova.
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Meamaums undpoBOM akTMBHOCTY
NepBOKAACCHUKOB: TONBKO
POAUTENN UFPAKOT BaXXHYH PO/b?

AHHOTauus. Ponb poamnTenein B UCNONb30BaHUs AeTbMU UMPPOBbIX
YCTPOWCTB AOCTATOYHO XOPOLIO M3y4eHa B JOWKOAbHOM U NOAPOCTKO-
BOM BO3pacTax, TOrAa Kak faHHbIX O MNaALMX WKONbHMKAX CYLLECTBEHHO
MeHbLe. Mpy 3TOM MAaAWWIA LWKOMbHbIA BO3PACT XapaKTepu3yeTcs 0co-
6ol cnTyaumen, Koraa Mcnonb30BaHVe AeTbMU LMD POBbLIX YCTPONCTB yiKe
HEe TaK CUNbHO KOHTPONUPYETCS POAUTENSIMU, HO NMEPBOKNACCHUKM elle
He 0bnafatoT 4OCTAaTOYHbIMY 3HAHVSMU VI YMEHUAMU N1 TOrO, HTObbI
CNPaBAATbCS C MHOTOUMUCNEHHbBIMU LMD POBBIMUM PUCKaMu. ITO 00yCNOBM-
BaeT LeNb JaHHON CTaTby, KOTOPas NOCBSILLEHA U3Y4EHMI0 OCODEHHOCTEN
Meamnauny uypoBOV aKTUBHOCTY MAAALWNX WKONbHUKOB.

B nccnepgoBaHum npuHanmn y4actue 200 aetel B Bo3pacTe oT 7.2 Ao 8.3 ner,
noceulasluve nepsble Knaccol 061eobpaszoBaTeNbHbIX LKOA . MOCKBbI
n 1. fdkyTcKa. [N n3yveHns 0CobeHHOCTeN MCNONb30BaHNUS LMEMPOBLIX
YCTPOWCTB NePBOKNACCHUKaMM C 1eTbMM OblS1I0 NPOBEAEHO MOMYCTPYKTY-
PYPOBaHHOE MHTEPBbIO, COAEPIaBLIEe BOMPOCH O MeAraLmn NpocMoTpa
BMAEOKOHTEHTA M LMMPOBBIX UIP NEPBOKNACCHMKaMK. B pe3ynstate npo-
BEAEHHOro MCCNefoBaHMS YAAN0Ch BbISBUTb O0MbLYIO POSb HE TONBKO
POANTENEN, HO U CBEPCTHUKOB (py3eli U CUOANHIOB) B MeaMaumnm Undpo-
BOW aKTMBHOCTM NEPBOKIACCHMKOB. [py BO3pOCLIEN CaMOCTOSTENbHOCTH
NEePBOKNACCHUKOB NPW MCNONb30BaHUM LMAMPOBbIX YCTPONCTB MX KOMMe-
TEHTHOCTb OCTAETCS Ha HEBLICOKOM YPOBHE. AHaNM3 NOMOBbIX PAa3NNYMi
nokasan, 4To AeBOYKM NPU UCNONb30BaHNK LIMMDPOBLIX YCTPOMCTB MNPOSIB-
NS0T MEeHbLLE CAMOCTOATENbHOCTY U 60MbLIE OPUEHTUPYIOTCS Ha NMOMOLLb
1 COMPOBOX/IEHME CO CTOPOHbI CEMbY (POAUTENEN 1 CUBAMHIOB), @ Mab-
YUKW NPOSIBASAOT OOMbLWYK CaMOCTOATENbHOCTb M BO/bLE OPUEHTUPY-
toTCS Ha Apy3en.

KntoyeBble cnoBa: MafLLnii LWKObHBIN BO3PACT, UMEMPOBbIE YCTPOMCTBA,
CTpaTerumn MeguaLunm, cembs, CUBAVHIN, APY3bs

BnarogapHocTu: nccnefoBaHye BbINOMHEHO NPV NOAAEPXKKe rpaHTa PHP
Ne 22-78-10096 «/IOHTUTIOAHOE CCNefoBaHKe B3aMMOCBSA3M LMMPOBK3a-
LMK, BOODPaXeHNs 1 CaMOpEerynsumuy y ieTel npu nepexope U3 feTcKoro
cafa B WKoNy».
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INTRODUCTION

Digital devices (DD) have become an integral part of modern children’s
lives (Denisenkova & Taruntaev, 2022; Pecherskaya & Merkulova, 2013; Soldatova
& Teslavskaya, 2019; Barr et al., 2024; Chaudron et al., 2017). If in preschool age
the children’s interaction with digital devices is more often controlled and limited
by adults, then upon the transition to school education the child often becomes
the owner of his/her own digital device (most often it is a mobile phone) and it
becomes much more difficult to control how he/she uses it, and the number of
digital threats increases significantly (Kurgansky et al., 2023; Soldatova, 2017; Sol-
datova & Teslavskaya, 2019; Smirnova et al., 2019; Beyens et al., 2018; Davies &
Gentile, 2012). In this regard, studying how younger schoolchildren use DD and
how it is regulated by family and environment is a crucial task to ensure the har-
monious development, safety and psychological well-being of the younger gen-
eration (Rudnova et al., 2023; Soldatova et al., 2024b; Shumakova & Nurieva, 2024;
Hinkley et al., 2014; Schmick, 2021).

In recent years, the number of research dedicated to the characteristics
of the DD use by preschoolers and to the role of parents in this process has
increased dramatically (Belova & Shumakova, 2024; Denisenkova & Taruntaev,
2023; Smirnova et al., 2022; Pecherskaya & Merkulova, 2013; Bukhalenkova et al.,
2023; Hiniker et al., 2018), also these processes have also been thoroughly studied
in adolescence (e.g. Chakravarty et al., 2023; Luchinkina et al., 2024; Rudnova et al.,
2023; Yaroshevskaya & Sysoeva, 2023; Kashirskaya, 2023; Nikken, 2017). However,
there are significantly fewer studies on primary schoolchildren (Kurgansky et al.,
2023; Soldatova & Teslavskaya, 2019; Spasskaya et al., 2023; Beyens et al., 2018).
Many modern parents experience difficulties in organizing their children’s inter-
action with DD and admit the need to be educated on these issues (Klopotova et
al., 2022; Kurgansky et al., 2023; Spasskaya et al., 2023; Lim, 2016).

PARENTAL MEDIATION IN THE DD USE
BY PRIMARY SCHOOLCHILDREN

Most researchers agree that the main role in how a child masters digital
technologies is played by adults and, first of all, his/her parents (Denisenkova &
Taruntaev, 2022; Smirnova et al., 2019). Thus, most studies of the characteristics
of children’s DD use are devoted to “parental mediation” strategies which refers
to parental actions aimed at regulating and discussing the digital activity of their
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children (Livingstone et al., 2017, p. 3). In parental mediation research, various sci-
entists identify many strategies that can be conditionally divided into two large
groups or poles: one includes strategies associated with parental restrictions and
control, and the other associated with parental support and help (Rudnova et al.,
2023; Soldatova & Teslavskaya, 2019; Dias et al., 2016; Eastin et al., 2006; Living-
stone etal,, 2017). It isimportant to consider that, according to research, parents
can combine different strategies related to the described groups (Beyens et al.,
2018; Jiow et al., 2017).

According to available data, restrictive strategies have a positive effect, pro-
tecting the child from many digital risks, and are also associated with lower rates of
screen time for children (Beyens et al., 2018; Fardouly et al., 2018; Nikken & Schols,
2015). However, many researchers note that strict ultimatum rules do not work,
and that parents need to explain to their children the reasons for the restrictions
and rules introduced (Dias et al., 2016; Martins et al., 2015; Nikken, 2017), which
is more related to strategies of active parental mediation, when parents are ready
to discuss their child’s digital experience. These strategies help develop children’s
digital skills, a more critical attitude towards various media content, increase inde-
pendence and are associated with higher levels of life satisfaction (Rudnova et
al.,, 2023; Davies & Gentile, 2012; Collier et al., 2016; Nikken, 2017; Schmuck, 2021;
Wang et al., 2023).

PARENTAL CONTROL STRATEGIES

Parental control strategies involve establishing rules and restrictions on the
children’s DD use, as well as the use of various technical digital programs to ensure
compliance with these rules.

To this group of strategies researchers primarily allocate the use of rules and
restrictions, which include, first of all, the temporary restrictions introduction on
the digital media use or bans on visiting certain sites/channels on the Internet and
even certain types of activities via DD (Livingstone et al., 2017; Lwin et al., 2008;
Symons et al., 2017). More than half of parents of primary schoolchildren note that
their children have temporary restrictions on DD use (for how long a child can use
DD and under what conditions—i.e. after completing homework and household
chores), and about a third report a ban on maintaining social networks or using
the Internet altogether (Kurgansky et al., 2023; Soldatova & Teslavskaya, 2019;
Goh et al., 2015).
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This type of strategies also includes technical control, which presumes par-
ents applying special programs (for example, parental controls or anti-virus pro-
grams) that allow them to block access to unwanted sites or content, as well as
set restrictions on the time for DD use (Kuldas et al., 2021; Livingstone et al., 2017).
About a fifth of parents of primary schoolchildren use technical control (Soldatova
& Teslavskaya, 2019; Beyens et al., 2018).

Another parental strategy often identified by researchers, which is diffi-
cult to unequivocally attribute to control or support, is monitoring. This strategy
involves only monitoring, and not limiting, the sites the child visits, applications
he/sheinstalls, messages, profiles (Kutrovatz et al., 2018; Kuldas et al., 2021). Less
than half of parents of primary schoolchildren use this strategy (Soldatova &
Teslavskaya, 2019, p. 21).

PARENTAL SUPPORT STRATEGIES

Strategies for parental support when children use digital devices assume
that parents take active actions to provide information and technical assistance
to the child when interacting with DD (for example, discussing and explaining
the nature of various content), and also include the joint DD use as well as the
parent’s emotional involvement in the child’s digital activity (Kalmus & Roosalu,
2022, p. 57).

This group of strategies primarily includes active mediation, which assumes
that the parentis engaged in the child’s DD use and discusses the content viewed
with him/her (Symons et al., 2017, p. 427). This strategy is used by more than half
of parents, who talk not so much about their direct presence during the child’s DD
use, but rather about discussing the child’s digital activity, which includes encour-
aging the use of positive content and preventing children from consuming nega-
tive content (Soldatova & Teslavskaya, 2019; Beyens et al., 2018).

Another important strategy is a stimulating one, where parents specifically
develop the child’s digital skills (Kuldas et al., 2021; Sciacca et al., 2022). According
to data obtained on a Russian sample, about half of parents of primary schoolchil-
dren specifically teach their children how to use the Internet and social networks
(Soldatova & Teslavskaya, 2019; Kurgansky et al., 2023).

Also, many researchers highlight the joint DD use as one of the separate
mediation types, when parents participate in games or when children watch
video content together with parents with joint discussion of the content of the
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shared digital activity (Nikken, 2017; Symons et al., 2017) or without discussion
(Beyens et al., 2018). About two-thirds of parents mention this strategy (Soldatova
& Teslavskaya, 2019, p. 20).

Many researchers separately highlight such an aspect of active digital paren-
tal mediation as ensuring safety, that is, protecting children from the risks asso-
ciated with using the Internet (Soldatova & Teslavskaya, 2019; Livingstone et al.,
2017; Lwin et al,, 2008). This strategy involves parents talking to children about how
to behave safely online, giving advice and teaching them how to behave appropri-
ately towards others online. Although more than half of primary schoolchildren
have encountered digital threats, only a third of parents explained what to do
when faced with such risks and how to behave correctly towards other people on
the Internet (Soldatova & Teslavskaya, 2019, p. 21).

Thus, previous studies have demonstrated that the most frequently used
strategies of parental mediation in the interaction of primary schoolchildren with
DD were the strategies of applying restrictions and rules, as well as active media-
tion of the DD use. However, the use of such active mediation strategies as ensur-
ing safety and technical control, that would have helped the child to avoid digital
threats and learn to cope with various difficulties while interacting with DD, was
clearly insufficient. Thus in this study we placed special emphasis on how children
act when faced with difficulties when using the DD.

TTHE ASSOCIATION BETWEEN PARENTAL MEDIATION
AND THE CHILD’S SEX

The results of studies and meta-analyses have revealed that parental medi-
ation depends on the child’s age and sex, on the parents’ education, and on their
competence level in the DD use (Wang et al., 2023, p. 1259). The data on this topic
is quite contradictory. In their research, Kairi Talves and Veronica Kalmus (2015)
showed that in the case of boys, as sons get older, parents engage in significantly
less active mediation, while in the case of girls, parents pay more attention to
active mediation because they have less faith in their daughters’ self-efficacy in
coping with negative online experiences. Also, several early studies found that girls’
parents were more likely to use restrictive strategies than boys’ parents (Nikken
& Jansz, 2006; Warren, 2003), but these results were not replicated in more recent
studies (Nikken & Schols, 2015, p. 3431). In contrast, Ana Aierbe and colleagues
(Aierbe et al., 2019) demonstrated that parents were more likely to use restrictive

HAYKA TEIEBUAEHUA 21 (1), 2025 182 THE ART AND SCIENCE OF TELEVISION



strategies (i.e. limiting time with DD) when raising sons compared to daughters.
On the other hand, Catherine Symons and colleagues (Symons et al., 2017) argued
that a child’s sex has no effect on parental mediation strategies.

At the same time, research results reveal that the digital activity of boys and
girls studying in primary school may differ significantly, and therefore require
different parental mediation strategies. A recent study by E.B. Spasskaya and col-
leagues (Spasskaya et al., 2023), on a sample of more than 500 parents of school-
children of different ages, showed that parents’” ideas about their children’s DD
use differ depending on the children’s sex. Parents raising girls more often noted
the use of DD by schoolgirls for communicative activities and consumption of var-
ious media content, while parents of boys more often noted that they play digital
games. The orientation of girls towards social networks and communication, and
of boys towards computer games, was also previously highlighted both in the
study of preschool children (Brito & Dias 2019, p. 83) as well as of adolescents (Son
etal,, 2021; Taywade & Khubalkar, 2019).

OUR RESEARCH

The purpose of this work was to study the digital activity mediation features
of primary schoolchildren. Following other researchers (Soldatova & Teslavskaya,
2019; Livingstone et al., 2017; Nikken, 2017) we were interested in observing
how the situation has changed over the past few years, since the competence of
modern primary schoolchildren’s parents in matters of DD use is undoubtedly
higher than that of previous generations of parents. Current first-graders’ parents
are already to a greater extent “digital natives,” that is, those who have grown up in
the digital world and have been using digital devices since childhood (Soldatova
et al., 2024; Smith, 2012), which means that they themselves more actively use
various digital technologies and their mediation strategies may differ significantly
from those described in earlier studies (Condeza et al., 2019). An important feature
of this study was that we asked first-graders not only about the role of their par-
ents, but also asked open-ended questions, the answers to which would allow us
to understand who else might be included in the mediation of their digital activity.

The second objective was to analyze sex differences in the DD use by
first-graders. Previous data obtained from preschool age and adolescence shows
that girls and boys use DD differently (Veraksa et al., 2024; Spasskaya et al., 2023;
Chichinina et al.,, 2023; Brito & Dias, 2019; Taywade & Khubalkar, 2019). Also, an
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analysis of previous studies showed that parental mediation may differ depending
on the child’s sex (Talves & Kalmus, 2015; Wang et al., 2023).

Thus, the novelty of this study was in the comprehensive approach to con-
sidering the role of not only parents, but also other close people in mediating the
digital activity of first-graders, taking into account sex differences.

METHODS
SAMPLE

The study involved 200 children of 7.2 to 8.3 years old (M=7.9; SD=0.32) who
attended the school first grades. Of these, 99 (49.5 %) were boys. 131 children
(65.5 %) were from Moscow, and 69 (34.5 %) children were from Yakutsk. The chil-
dren included in the study sample were normotypic in their development.

All parents of first-graders were informed about the study purposes and
gave written consent for their children to participate in it. The study was approved
by the ethics committee of the Faculty of Psychology of Moscow State University
named after M. Lomonosov (permit Ne: 2022/15).

RESEARCH METHODOLOGY AND PROCEDURE

To study the features of the DD use by modern first-graders, we developed
a semi-structured interview. We decided to conduct interviews with children rather
than obtain information from parents due to the fact that, firstly, first-graders are
already old enough to understand the mediation carried out by their parents and
be able to talk about it; secondly, they are less susceptible to social desirability
than their parents (Nikken, 2017).

The semi-structured interview included questions about children’s use
of various DD, the specifics of performing different types of activities via DD (i.e.
watching video content, playing digital games, taking photos and videos, com-
municating and studying). There were analyzed questions (from interviews) that
helped to study the features of mediation of first-graders’ digital activity in the two
most popular interaction types: watching video content (i.e. cartoons, films and
other videos), as well as playing digital games. First-graders were asked several
questions of the same meaning about both types of activities:

« Do you usually play/watch cartoons, movies and other videos alone
or with someone?
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If the child answered “Alone” to this question, then the tester clarified: “Does
it happen that you play with someone?”. If the child answered “Yes,” then he/she
was asked one more question: “With whom?”

« Do you share with anyone your impressions of the game/of what
you saw? If the child answered “Yes,” then the tester clarified: “With
whom?”

«  If something is unclear or doesn’t work out in a digital game/while
watching a video, what do you do then? If the child answered that he/
she was addressing someone, then the tester clarified: “To whom?”

«  Whatrules do you have in your family regarding playing using gadgets/
watching videos?

In addition, regarding digital games, the interview included the following
question: “Who installs/downloads games for you?” Regarding watching videos,
children were additionally asked, “What do you do if you watch something
unpleasant or scary?” If the child answered that he/she was addressing someone,
then it was clarified: “To whom?”

Semi-structured interviews were conducted by specially trained testers with
each child individually, in a quiet room at school where he/she studied. It took
about 20 minutes and was recorded on a voice recorder. The audio recordings
were transcribed by the testers and entered into a table, and then 4 experts jointly
processed all the responses collected from the children.

STATISTICAL ANALYSIS

The Pearson X? test was used to analyze differences in DD use and digital
mediation of boys and girls. Statistical analysis was carried out via SPSS 23.0.

RESULTS
TYPES OF DIGITAL ACTIVITIES AND DD USED BY FIRST-GRADERS

We analyzed data on what DD boys and girls use, and compared the percent-
age of boys and girls using each type of digital device (Pearson x? test). According
to the results obtained, 84 % of all first-graders use mobile phones. Among them,
90.3 % own their own phones, and less than a tenth of children (9.7 %) use the
mobile phone of their sibling and/or parents. More than half of the sample (67 %)
noted the presence and use of smart speakers, and the tablet was in third place
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in terms of prevalence. Among children who utilize a tablet, 58.6 % have their own
tablet, while the rest have a tablet that is shared or belongs to a family member
(e.g. sibling, parent, or other relative). Less often, first-graders use a computer (or
laptop), a game console, or a smart watch.

It should be noted that significantly more first-graders from Moscow than
from Yakutsk use a smart speaker (77.8 %—Moscow, 45.1 %—Yakutsk; x?=22.345,
p<.001, Cramer’s V=.329), a game console (46.7 %—Moscow, 31.9 %—Yakutsk;
x?=4.105, p=.043, Cramer’s V=.142) and a smart watch (38.2 %—Moscow, 17.4 %—
Yakutsk; x?=9.121, p=.003, Cramer’s V=.214).

At the same time, it was discovered that boys talk about using a computer
or laptop, as well as a game console, significantly more often than girls (Table 1).

Table 1
Comparison of the number of boys and girls using different digital devices
Whole sample  Boys Girls X2 p Cramer’s V
Mobile phone 84.0% 82.1% 86.0% 553 A57 .053
Smart speaker 66.5% 67.0%  66.0% .023 .880 011
Tablet 54.0 % 59.8%  48.0% 2.755 .097 118
Computer/Laptop 46.5% 545% 386%  7.838" .049 .198
Game console 41.0% 553% 28.0% 14.923** <001 277
Smart watch 32.0% 356%  28.6% 1.053 .305 .075

*—p<.05, **—p=<.01.

We also analyzed data on what types of activities with DD first-graders
are engaged in (Table 2). Significantly more first-graders from Moscow than
from Yakutsk have their own pages on social networks (22.5 %—Moscow, 7.6 %—
Yakutsk; x*=6.738, p=.009, Cramer’s V=.186). An analysis of the differences between
boys and girls demonstrated that girls take photos and videos significantly more
often than boys.
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Table 2

Comparison of the number of boys and girls engaging in different activities
via digital devices

Whole sample  Boys Girls X? p Cramer’sV
Watching video content 100.0 % 100.0% 100.0% .000  1.000 .000
Playing digital games 95.5% 969%  94.0% 335 565 .033
Communicating 90.5% 86.5% 94.1% 3344 .067 130
Taking photos 84.0% 781%  89.0% 4.240" .038 147
Taking videos 62.5% 526%  67.7% 4.584" .032 154
Studying 62.5% 60.7%  64.7% 517 472 .052
Using social networks 17.0% 21.1% 134% 1956 .162 102
“—p<.05.

In further analysis, it was decided to focus on the two most popular activities
among first-graders: watching video content and playing digital games.

WHO CHILDREN PLAY WITH AND WATCH VIDEO CONTENT WITH

The distribution of boys and girls was analyzed by who they play digital
games with and watch video content with (Table 3). It has been established that
children most often play digital games with friends and siblings, and watch video
content with siblings. At the same time, significantly more children from Moscow
play digital games alone (16.3 %—Moscow, 5.7 %—Yakutsk; x*=6.301, p=.012,
Cramer’s V=.177) and significantly fewer—with siblings (35.7 %—Moscow, 47.7 %—
Yakutsk; x?=4.285, p=.038, Cramer’s V=.146) than first-graders from Yakutsk. Sig-
nificantly fewer children from Moscow watch video content with friends (18.6 %—
Moscow, 35.2 %—Yakutsk; x*=4.105, p=.009, Cramer’s V=.185) than first-graders

from Yakutsk.

An analysis of sex differences demonstrated that significantly more girls than
boys play digital games only when they are alone.
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Table 3

Comparison of the number of boys and girls playing digital games
and watching video content with different categories of people

Whole sample Boys Girls X? p Cramer’sV
Playing digital games
Only alone 12.4% 7.3% 17.5% 4.641* .031 155
With friends 43.5% 49.0% 38.1% 2.295 130 .109
With siblings 39.9% 37.5% 42.3% 457 499 .049
With parents 73% 73% 72% .001 .984 .001
With other relatives 3.0% 3.1% 3.1% Not applicable
Y)Vn'm Ztra”gers 18.7% 208% 165% 599 439 056
Watching video content
Only alone 10.0% 11.2% 9.0% 270 .604 .037
With friends 24.0% 235%  242% .015 904 .009
With siblings 52.5% 52.0% 52.6% .007 .935 .006
With parents 32.0% 27.6% 36.8% 1.910 1er .099
With other relatives 3.5% 3.1% 42% Not applicable
“—p<.05.

The distribution of boys and girls was analyzed according to who installed
digital games for them (Table 4). Based on the data obtained, most often first-grad-
ers install games by themselves. Significantly more first-graders from Yakutsk
install digital games themselves (53.1 %—Moscow, 84.1 %—Yakutsk; x>=18.610,
p<.001, Cramer’s V=.307) or resort to the help of siblings (5.5 %—Moscow, 14.5 %—
Yakutsk; x>=4.630, p=.031, Cramer’s V=.153) and significantly fewer resort to the
help of parents (50.8 %—Moscow, 5.8 %—Yakutsk; x*=39.864, p<.001, Cramer’s
\V/=.450) than children from Moscow.

Boys are significantly more likely than girls to install/download digital games
themselves. In addition, girls are significantly more likely than boys get help from
siblings to install games.
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Table 4

Comparison of the number of boys and girls who get digital games
installed with the help of people from different categories

Whole sample  Boys Girls X2 p Cramer’sV
By themselves 63.9% 719%  55.8% 5.354* .021 167
Parents 35.1% 302%  40.0% 2.010 .156 103
Siblings 8.9% 4.2% 13.7% 5.334* .021 167
Other relatives 1.0% 1.0% 1.0% Not applicable
“—p<.05.

WiTH WHOM CHILDREN SHARE THEIR IMPRESSIONS OF DD USE

The analysis of the distribution of boys and girls based on the category of
people with whom children share theirimpressions about watching video content/
digital games was carried out on the number of children who share their impres-
sions, and not on the entire sample (Table 5). According to the obtained data, 140
children (70 % of first-graders, 73 boys and 67 girls) shared their impressions about
digital games, and 121 children (60,5 % of first-graders, 61 boys and 60 girls) shared
their impressions about watching video content. It was discovered that children
most often share theirimpressions about digital games and about watching videos
with friends. Girls are significantly more likely to share theirimpressions about the
videos they watched with their parents than boys.
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Table 5

Comparison of the number of boys and girls sharing their impressions about digital
games and about watching videos with different categories of people

Whole sample  Boys Girls X p Cramer’sV
Share impressions about digital games
With friends 62.9% 67.1% 581%  1.189 276 .092
With siblings 30.0% 288% 313% 110 740 .018
With parents 22.1% 192%  254% 778 378 .075
With other relatives 5.0% 42% 6.0% Not applicable

Share impressions about watching video content

With friends 57.9% 623% 533% 995 318
With siblings 39.7% 377%  41.7% .198 .656
With parents 34.7% 262% 433%  3.905" .048
With other relatives 5.0% 33% 6.7%

.091
.040

.180

Not applicable

“—p<.05.

The frequencies of children from Moscow and Yakutsk in terms of who they
share their impressions of digital games and watching video content with do not

differ significantly.

How CHILDREN COPE WITH DIFFICULTIES WHEN USING DD

Analysis of children’s answers about what they do if something is unclear
in a game or while watching a video made it possible to identify two main, most
common categories: either children turn to someone or try to figure it out them-

selves (Table 6).
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Table 6

Comparison of the number of boys and girls choosing different strategies
for responding to incomprehensible things in games or videos

2

Whole sample  Boys Girls X p Cramer’sV

Incomprehensible things in digital game
Addressing someone 37.9% 344% 413% 910 .340 071
Figuring it out themselves 48.4% 522% 446% 6325  .097 184
Incomprehensible things while watching video content
Addressing someone 32.9% 329% 33.0% .001 .996 .001

Figuring it out themselves 64.7 % 659% 63.7% 918 .338 .073

The frequencies of different strategies’ use by children from Yakutsk and
Moscow do not differ significantly.

The “figuring it out themselves” response category for the digital game
included the following options: “trying to change something myself” (22.2 % of
children), “continue trying without changes” (35.6 %), and “deleting/shutting down
the game” (42.2 %). It is important to mention that boys were significantly more
likely than girls to report trying to change something themselves when something
did not work out in a digital game (31.3 % of boys and 11.9 % of girls, x*=5.243,
p=.022, Cramer’s V=.213). The following options were included in this responses’
category in the case of incomprehensible things while watching video content:

“attempts to change something myself—such as rewatch, listen, look for an answer
on the Internet” (49.1 % of children), “continue attempts to watch” (16.1 %) and
“turn the video off / switch to something else” (34.8 %).

Out of the children who seek help when they encounter difficulties with digi-
tal game, 44.0 % seek help from their parents, 40.0 %—from siblings, 24.0 %—from
friends, and 4.0 %—from other relatives. Moreover, boys were significantly more
likely than girls to say that they turned to friends for help when something did not
work out in a digital game (35.5% of boys and 14.6 % of girls, x*=4.255, p=.039,
Cramer’s V=.243). Out of the children who seek help if something is unclear while
watching a video, 75.0 % of first-graders seek help from their parents, 23.2 %—from
siblings, 10.7 %—from friends.

We asked first-graders what they do if they have watched something
unpleasant or scary. Only 5.0 % of children said that they would ask for help
in the described situation. The remaining children’s answers were divided into
several groups. The first group of children (37.2 % of first-graders) admitted that
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they stop watching such videos, switch or turn off the DD. The second group indi-
cated the use of various strategies for emotional calming: 29.0 % of first-graders
said that they hide, close their eyes, etc.; and 6.0 % mentioned that they “hugged
atoy,” “tried to forget,” “shifted their thoughts to something else.” The third group
of first-graders (21.5 %) noted that they do nothing, continue watching, and 5 % of
children said that they like such videos. At the same time, boys continued watch-
ing unpleasant or frightening videos more often than girls (29.5 % of boys and
12.8% of girls, x*=6.495, p=.011, Cramer’s V=.204).

»

PRESENCE OF THE RULES FOR DD USE

An analysis of first-graders’ responses to questions about having rules when
watching videos or playing digital games revealed that 60 % of children (62.0 %
of boys and 57.3 % of girls, x*=.424, p=.515, Cramer’s V=.048) have rules regarding
digital games. The main rules described by first-graders concerned how much they
could play and when (after homework was done or during weekends).

Regarding video content watching, 45.5% of children reported the rules’
presence (44.6 % of boys and 46.2 % of girls, x*=.052, p=.819, Cramer’s V=.017).
Among the rules in their family, first-graders named (children could name several
rules): content restrictions (48.0 %), duration restrictions (39.0 %), restrictions on
when one can watch videos (i.e. after homework, other things) (9.0 %), and 11.5%
of children simply said that there are rules, without specifying what they are.

Since about half of the children reported restrictions on content when
watching videos, we additionally asked all study participants whether there were
videos they were not allowed to watch and what kind of videos they were. 67.5 %
of children (61.2 % of boys and 73.1 % of girls, x*=2.883, p=.090, Cramer’s V=.127)
noted that there were videos they were not allowed to watch. Out of those chil-
dren who answered that such videos exist (children could name several types of
videos that they are prohibited from watching): 44.8 % of first-graders responded
that they are not allowed to watch videos that are not age-appropriate (i.e. 18+,
with swearing, etc.), 38.4 % of children said that they cannot watch scary videos,
18.6 % answered that they cannot watch specific videos (i.e. The Boy’s Word, A4,
walkthroughs of specific games); 11.8 % of children reported that they cannot
watch short videos and videos on video hosting sites.
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DiscussioN

The purpose of this study was to explore the features of digital activity medi-
ation of primary schoolchildren taking into account sex differences.

First, let us note some general features of the DD use by first-graders. Accord-
ing to the study results, 84 % of all first-graders use mobile phones, and among
them, 90.3 % are the owners of their own phones. This data is in good agreement
with the 2023 study that showed that 88.9 % of primary schoolchildren have a per-
sonal smartphone or mobile phone (Kurgansky et al., 2023, p. 502).

At the same time, we discovered that the overwhelming majority of
first-graders use the DD to watch video content (100 %) as well as to play dig-
ital games (95.5 %). The data we obtained on the most popular activities via
DD among modern first-graders (such as watching video content and playing
digital games) are consistent with the results of study by G.U. Soldatova and
O.l. Teslavskaya (Soldatova & Teslavskaya, 2019, p. 17). Although, it is important
to highlight that the percentage of children interested in digital games has grown
significantly in recent years: a 2019 study found that just under half of primary
schoolchildren (44 %) were interested in digital games, while our study showed
that this type of activity is almost as popular among modern first-graders as
watching video content (95.5%). Concurrently, a survey of primary schoolchil-
dren’s parents conducted in 2023 revealed that 58.9 % of children use DD for
games, which demonstrates rather not an objective picture, but a certain social
desirability of parental responses. This once again confirms the need to interview
the children themselves in order to more reliably study the features of DD use by
primary schoolchildren.

STRATEGIES FOR SUPPORTING DIGITAL ACTIVITY OF FIRST-GRADERS

An analysis of first-graders’ responses showed that children most often play
digital games with friends and siblings, and watch video content—with siblings. At
the same time, only 32.0 % of children admitted watching videos with their par-
ents, and only 7.3 % of first-graders play digital games with them. These results are
somewhat different from the results of a previously conducted study on a Russian
sample, in which 62 % of parents of primary schoolchildren reported joint DD use
(Soldatova & Teslavskaya, 2019, p. 21). These discrepancies indicate that paren-
tal mediation strategies may vary widely depending on the activity type via a DD.

First-graders also most often share their impressions of digital games and
watching videos with friends (62.9 % and 57.9 %, respectively) and siblings (39.7 %
and 30.0 %, respectively). Parents are only in third place in this case: 22.1 % of
first-graders share their impressions of digital games with them, and 34.7 % of
children—of watching videos.
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Itis crucial to mention that, when talking about their digital gaming partners,
18.7 % of first-graders revealed that they play digital games online with strangers.
Previously, this type of video games, which involves social interaction, was more
often considered in the context of the adolescents’ digital activity research (Solda-
tova & Teslavskaya, 2019, p. 18). Now we see that first-graders are also engaged in
such games and communication, which, of course, poses significant risks to their
safety due to communication with strangers (Medvedeva, 2020, p. 124).

Thus, the study results demonstrate that when studying the active media-
tion of primary schoolchildren’s digital activity, it is significant to analyze not only
parental strategies, but also the role of siblings and friends. However, this aspect
has not been studied enough. As John Davies and Douglas Gentile (2012) point
out, younger children are beginning to be more influenced by their peers in their
choice of preferred content, while it is becoming more difficult for parents to con-
trol it. In the study by Mayalen Garmendia and her colleagues (Garmendia et al.,
2012), it was noted that parents in Estonia prefer to delegate digital mediation to
older children.

PARENTAL CONTROL STRATEGIES

An analysis of questions regarding the presence of rules and restrictions in
the children’s DD use revealed that about half of the first-graders have them. Thus,
60 % of children answered that they have rules regarding digital games, while in
relation to viewing video content, only 45.5% of children noted that their family
has certain restrictions. However, in response to a separate clarifying question
about whether there are videos that they are not allowed to watch, 67.5% of
first-graders reported which videos their parents forbid them to see. This result
indicates that rules and restrictions set by parents vary depending on the activity
type: in the case of digital games, there are fewer prohibitions regarding their con-
tent, but more related to time spent playing, and in the case of viewing video con-
tent, more restrictions are related specifically to their subject matter and content.

Therefore, the research results show that parents of more than half of
first-graders use rules and restrictions when mediating the interaction of their pri-
mary schoolchildren with DD, which is consistent with the data obtained earlier
on the Russian sample (Soldatova & Teslavskaya, 2019, p. 20). This demonstrates
the continued popularity of this strategy among modern parents.

INDEPENDENCE OF GIRST-GRADERS
Another trend that can be traced when analyzing parental mediation strat-

egies is associated with children’s greater independence in solving problems
related to DD. It was found that first-graders most often install games themselves
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(63.9 %), while only a third of children have their parents do this (35.1%). This
result suggests that most parents use monitoring strategies rather than controlling
the first-graders’ digital activity.

When first-graders don’t understand something in a game or while watching
avideo, they also more often try to figure it out themselves (48.4 %) than ask some-
one for help (37.9 %). It should be noted that the analysis of children’s responses
about how exactly they try to solve the difficulties that arise shows a fairly low
level of their competence (they try to simply turn off/restart the video or game,
or switch to another one). This indicates the need for more active education and
improvement of first-graders’ digital literacy.

In case of difficulties, first-graders still turn to their parents for help first: if
something is unclear while watching a video, 75.0 % turn to their parents, 23.2 %—
to their siblings, and 10.7 %—to their friends, and in case of difficulties with a dig-
ital game, 44.0 % turn to their parents, 40.0 % —to their siblings, 24.0 %—to their
friends. Analysis of these results demonstrates the following trend: in the case of
video content, children more often discuss it with parents as well as turn to them
for help, while in the case of digital games—to siblings and friends. It is possible
that parents are more knowledgeable about interacting with video content, while
friends and siblings—about digital games. Another probable explanation may be
that parents have a more negative attitude towards digital games, considering
them to be harmful and useless activities and are more likely to encourage video
content viewing,.

At the same time, only 5.0 % of first-graders said that they would seek help if
they watched something unpleasant or frightening, while the rest of the children
tried to cope with their experiences on their own in a similar situation. An analysis
of the first-graders’ reactions, the majority of which are very immature and inef-
fective (i.e. trying to cover their faces with their hands, hugging a stuffed animal)
shows that parents did not discuss with their children strategies for dealing with
such digital risks.

Therefore, the obtained results suggest that most parents use monitor-
ing strategies rather than control or active assistance in the digital activities of
first-graders. The first-graders’ low competence level in solving possible difficul-
ties when using DD shows the need for their parents to apply such a strategy as
ensuring safety in order to protect children from the digital risks.

DIFFERENCES IN DIGITAL ACTIVITIES OF BOYS AND GIRLS

The sex differences analysis demonstrates the peculiarities of DD use by
modern boys and girls in the first grade. Thus, among modern first-graders girls
use DD for taking photos and videos more often than boys. They play digital games
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alone more often than boys, and their siblings help them install games signifi-
cantly more often than boys. At the same time, girls share their impressions of
the videos they watch with their parents significantly more often than boys. Boys
in the first grade have greater independence in interacting with DD: they install/
download digital games themselves more often than girls; they make independent
attempts to fix something when they encounter difficulties in a digital game. Boys
were significantly more likely than girls to report turning to friends for help when
something went wrong in a digital game.

These data demonstrate that girls are somewhat less independent than boys
and that their families mediate their DD use more actively, which is partly consis-
tent with the results of previous studies (Talves & Kalmus, 2015; Wang et al., 2023).
However, we did not find differences in for whom parents set more restrictions or
rules regarding the DD use, as was shown in the study by Aierbe and colleagues
(Aierbe et al., 2019) in relation to boys. The obtained results confirm and com-
plement the conclusions about the presence of sex differences in the DD use by
children (Spasskaya et al., 2023; Wang et al., 2023) and indicate the need to take
sexinto account when studying both the characteristics of the DD use by primary
schoolchildren as well as of parental mediation of this process.

Thus, the conducted study allowed us to expand theoretical understanding
of the features of mediation of digital activity of modern primary schoolchildren,
in which it is important to take into account not only the role of parents, but also
siblings and peers.

* kK

In general, the conducted study allowed us to expand theoretical under-
standing of the features of mediation of digital activity of modern primary school
students, in which it is important to take into account not only the role of parents,
but also siblings and peers. In addition, the obtained results allow us to formulate
several practical recommendations for parents of modern first-graders. Firstly, the
obtained data show the need for active education of children about possible digital
risks, associated with the use of the Internet, and effective ways to cope with them.
Secondly, despite the apparent speed of first-graders’ mastery of digital education
and their independence, it is important for parents to teach them digital literacy,
which involves familiarization with various computer programs and ways of using
digital education. Thirdly, it is important for parents to take into account the grow-
ing role of siblings and peers in mediating the digital activity of first-graders and try
to be aware of what children do together using the digital devices. An analysis of sex
differences showed that it is important for parents of boys to pay special attention,
since they tend to be more independent in choosing the content they consume and
solving problems that arise with the help of friends rather than parents.
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LIMITATIONS

In this study, we did not take into account many factors influencing parental
mediation strategies related to the characteristics of the parents themselves, such
as their age and digital literacy level, socioeconomic status and educational level,
their attitudes towards digital devices, and others (Rudnova et al., 2023; Wang et
al., 2023). Then again, in this study we wanted to look at the situation of interaction
between modern first-graders and DD as a whole, rather than study the character-
istics of parental mediation depending on various factors.

Itis important to highlight that this research did not interpret the specifics of
the DD use by children from different regions of Russia (i.e. Moscow and the Sakha
Republic (Yakutia)) since the analysis of these differences seems to be a separate
task requiring additional in-depth analysis of the socio-cultural characteristics of
these two regions.

CONCLUSION

The study showed that the most used strategy for parental mediation of
first-graders’ digital activity is the use of restrictions and rules (more than half of
parents apply them). The results also revealed the need for first-graders’ parents to
more widely use such a mediation strategy as ensuring safety, which implies that
parents talk to their children about how to behave safely on the Internet, provide
advice and teach appropriate behavior when faced with difficulties and threats,
which helps protect children from the risks associated with Internet use. In the
case of primary schoolchildren, it is crucial for them to know what to do when
faced with unpleasant or frightening content, and about the risks associated with
communicating with strangers within online games.

A promising outcome of our research is the data obtained on the signifi-
cant role of peers and siblings in strategies for supporting the first-graders’ digital
activity: modern children quite often turn to siblings or friends for help in case of
difficulties in digital games, and also actively share with friends theirimpressions
of the content they have seen or experienced in digital games. At the same time,
parents participate in active mediation only with a third or half of first-graders,
depending on the type of activity via DD. This data demonstrates scientists and
practicing specialists studying mediation that it is important to research not only
parental mediation strategies, but also the role of siblings and friends in the DD
use by primary schoolchildren.
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Finally, the study revealed differences in the DD use by boys and girls, which
indicates the importance of taking sex into account when drawing up recommen-
dations and conducting preventive and educational work with primary school-
children.

BBEAEHUE

LncbpoBble ycTpoiicTaa (nanee — LY) cTany HEOTbEMAEMON YaCTbIO KM3HM
coBpeMeHHbIX fieTen ([leHnceHKoBa, TapyHTaeB, 2022; Nevyepckas, Mepkynosa,
2013; ConpaTtoBa, Tecnasckan, 2019; Barr et al., 2024; Chaudron et al., 2017).
Ecnuv B fOWKONBEHOM BO3pacTe B3aumoaeicTame aeten ¢ LY vyaule KoHTponvpy-
€TCs 1 OrpaHMYMBaeTCs B3POC/bIMU, TO MPU NEPEXOAE K WKONBEHOMY 0DyYeHMto
pebeHOK 4acTo CTaHOBUTCS BNafenbLiemM cBoero cobcTBeHHoro LY (Yatlle Bcero
MOBUNbHOrO TenedoHa), 1 KOHTPONMPOBATL TO, KaK OH €ro MCMonb3yeT, cTa-
HOBWTCSA 3HAYNTENBbHO CNOXHEE, 8 KONMYECTBO LIMMPOBbIX YrPO3 CyLIECTBEHHO
nosbiwaetcs (KypraHckuia n ap., 2023; ConpatoBa, 2017; ConaatoBa, TecnaBckas,
2019; CmupHoBa 1 ap., 2019; Beyens et al., 2018; Davies & Gentile, 2012). B cBa3M
C3TUM M3YYeHWe TOro, Kak MAaALne WKOAbHUKM UCNoNb3ytoT LY 1 Kak 3To pery-
NINPYETCS CEMbEN 1 OKPYXKEHWEM, SIBASETCS 3HAYMMON 3aaadein aAna obecneye-
HWUSA rTAPMOHUYHOTO pa3BUTKS, 6€30MacHOCTU K NCKUXONOTMYeCcKoro bnaronony-
4ns noapacTatollero nokoneHus (PyaHoa 1 ap., 2023; CongaTtosa v ap., 2024b;
LlymakoBa, Hypuresa, 2024; Hinkley et al., 2014; Schmick, 2021).

B nocnefHme rofibl CyLIECTBEHHO BO3POCIO KOMYECTBO MCCNEA0BaHN,
MOCBSALIEHHbBIX U3YYEHWMI0 OCOBEHHOCTEW MCMONb30BaHUS LY AoWKONbHUKaMM
1N ponaun B 3TOM npolecce poautenein (benosa, ymakosa, 2024; [leHnceH-
KoBa, TapyHTaes, 2023; CMupHoBa 1 ap., 2022; lMevepckas, Mepkynosa, 2013;
Bukhalenkova et al., 2023; Hiniker et al., 2018); naHHble NpoLecChl Takxe 1U3y-
YeHbl Ha NpuMepe NoAPOCTKOBOrO Bo3pacTa (Hanpumep, Chakravarty et al,,
2023; JlydanHkmHa 1 ap., 2024; PygHoBa v op., 2023; Apoluesckas, CoicoeBa, 2023;
Kashirskaya, 2023; Nikken, 2017). OaHako nccnefaoBaHuin, NpoBeAeHHbIX Ha MNaj-
WX WKONBbHMKAX, CyLIECTBEHHO MeHblle (KypraHckuin u ap., 2023; Conpatosa,
Tecnasckas, 2019; Cnacckas 1 ap., 2023; Beyens et al., 2018). MHorue coBpemen-
Hble POAMUTENM UCMBITLIBAKOT TPYAHOCTM B OPraHm3aLnm B3auMoeNCTBUS CBOUX
aeteit ¢ LIY n oTmevatoT HeobXoaMMOCTb HanaamMTb 30eCb MPOCBETUTENBCKYHO
paboTy (KnonotoBa 1 ap., 2022; KypraHckuii n ap., 2023; Cnacckas v ap., 2023;
Lim, 2016).
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POAVTENBCKASI MEGUALMS MPU UCMOAb30BAHMM LY
MAAALWKUMM WKONbHUKAMU

BoNbWIWHCTBO MccnefoBaTenein CXoamuTCs BO MHEHUI, YTO OCHOBHYIO POfb
B TOM, Kak pebeHOK ocBanBaeT LUMdpOBble TEXHONOM MK, UTPALOT B3POCALIE U,
B MepByto ovepefib, — ero poauTenn ([leHnceHkoBa, TapyHTaes, 2022; CM1pHOBa
1 ap., 2019). B cB31 ¢ 3TUM HONbWMHCTBO WTYANA B 061acTn 0cobeHHOCTEN
1CNONB30BaHNUA AeTbMM LIY NOCBALWEHO M3yYeHWIO CTPpaTeruii «poanTensCKoN
MeamaLmm», o KOTOPOK MOHMMAIOTCA TaKue AeCTBIUS, KOTOPbIe HanpaB/eHbl
Ha perynaumio 1 obcyxaeHne UMdpoBoi akTUBHOCTM Ux aeTe (Livingstone et
al., 2017, p. 3). B M3y4yeHnn poanuTensCKOM MeanaLin pa3HbiMi YHYEHbIMY Bble-
NSHOTCS MHOXECTBO CTPATErnin, KOTOPbIE YCIOBHO MOXHO MOAPa3AenTb Ha ABe
6onblve rpynnbl UKW NOMOCA: K OIHOMY OTHOCATCS CTpaTernun, CBsa3aHHble
C POANTENbCKUMMN OFPAHNYEHUAMY U KOHTPONEM, a K IpYroMy — CBSA3aHHble
C POAVTENBCKON NOAAEPHKOW M NoMoLlbto (PyaHoBa v ap., 2023; ConaaToBa, Tec-
naBsckas, 2019; Dias et al., 2016; Eastin et al., 2006; Livingstone et al., 2017). BaxxHo
YYUTbIBATb, YTO POAMTENM MOTYT COBMELLATb Pa3Hble CTPaTerum, OTHOCSLMECs
K laHHbIM rpynnam (Beyens et al., 2018; Jiow et al., 2017).

OrpaHununTeNbHbIe CTPaTerv OKasblBakoT NO3UTUBHOE BAVSIHYIE, 3aLUyMLLas
pebeHKka 0T MHOMMX LMMPOBbIX PUCKOB, & TakKe CBs3aHbl C 6onee HU3KMMI NoKa-
3aTensiMu 3KpaHHOro BpeMeHn y aetel (Beyens et al., 2018; Fardouly et al., 2018;
Nikken & Schols, 2015). OnHaKo psif MccnegoBaTenein OTMeYaeT, HTo eCTKME Yib-
TUMaTVBHbIE NPaBwa He PaboTatoT; HeObXOAMMO, YTOBb! POANTENV OOBACHSN
AETAM NPUYMHbI BBEAEHHbBIX OrpaHuyeHnii 1 npasun (Dias et al., 2016; Martins
et al., 2015; Nikken, 2017): 3To CBS3aHO yxe Hoblie CO CTpaTErMsMm akTUBHOM
POANTENBCKON MeAvaLmu, T. €. KOraa POANTENN TOTOBbI 0OCYKAATb C pebeHKOM
LUMdPOBOI ero onbIT. [laHHble CTpaTerumn NoMoratoT pasBrBaTh Y AeTen umd-
POBble HaBbIKK, bONee KPUTUYHOE OTHOLEHWE K Pa3IVYHOMY MeMaKOHTEHTY,
MOBbILWIAIOT CAMOCTOATENIbHOCTb U CBSA3aHbl C 60/1€€ BbICOKMM YPOBHEM YAOB/ET-
BOPEHHOCTW XM13Hbto (PyaHoBa v Ap., 2023; Davies & Gentile, 2012; Collier et al.,
2016; Nikken, 2017; Schmuck, 2021; Wang et al. 2023).

CTPATErMY POOUTE/IbCKOIO KOHTPO/IA

CTpaTerun poamnTenbCKoro KOHTPONS NpeanonaraloT YCTaHoBIEHVe Npa-
BV M OFPaHWYeHNIA UCNoNb3oBaHus LY AeTbMu, Kak U MpUMeHeHe PasinyHbIx
TeXHUYECKMX LPOBLIX MPOrpamMM Ass 06ecredeHs BbImoAHEHsS 3TUX NpaBuil.
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K naHHOW rpynne cTpaTernii OTHOCST UCNO/163080HUE NPABUST U 02pAHUYeHUU,
F€ Ha NepBbIl NaH BbICTyNaeT BBEAEHNE BPDEMEHHbIX OrPaHNYEHNIA NCNOMb30Ba-
Hus LY 1nm xe 3anpeToB Ha nocelleHrne onpeaeneHHbix CalnTos/kaHanos B VIHTep-
HEeTe U flaxke onpeaeneHHbIX BUAOB AesTensHOCTM ¢ noMollsto LY (Livingstone et al.,
2017; Lwin et al., 2008; Symons et al., 2017). Bonee NonoBMHbI poauTene MAaaLWmnx
WKO/MbHMKOB OTMEYatoT Hanuume y Ux ieTelt BpeMeHHbIX OrpaHnyeHin cnonb3o-
BaHMs LY (CKONBKO MOXHO 1 NPK KaKMX YCNOBKSX — MOCAE BbINONHEHWS YPOKOB
1 AOMaLHWX 06S3aHHOCTEN), @ OKONO TPETU COOBbLLAOT O 3anpeTe Ha BefieHne
COUManbHbIX CETEN, UMK Ha NONb30BaHMe VIHTepHeTOM B LienioM (KypraHckuii n ap.,
2023; ConpatoBa, Tecnasckas, 2019; Goh et al., 2015).

K aToMy )Ke BMay CTpaTeruii OTHOCAT TexHUYeCKul KOHMPO/ib, KOTOPbI
npeanonaraeT YyCTaHOBKY POAUTENSMU CNelnanbHbIx Nporpamm (Hanpumep,
POANTENBCKOO KOHTPOS UM aHTUBMPYCHbIX), KOTOPbIE MO3BOASIOT BAOKMPO-
BaTb [OCTYN K HeXenaTeNbHbiM CaliTaM Un KOHTEHTY, a Takxke yCTaHaBnMBaTb
orpaHuyeHus Ha Bpems nonb3osaHus LY (Kuldas et al., 2021; Livingstone et al,,
2017). OKONO NATOM YacTW poanTeneln MAaALWKNX WKONbHUKOB MCMONb3YIOT Tex-
HUYecknii koHTponb (ConpaTtoBa, Tecnasckas, 2019; Beyens et al., 2018).

Elle oaHa Bblfensiemas vccneaoBaTensiMmn poanTeNbCKas cTpaTteris, KoTo-
PYIO CIOXHO OfIHO3HAYHO OTHECTM K KOHTPOIO UM MOAAEPIKKE, — MOHUMOPUHE.
[aHHas cTpaTervis npefnonaraeT He orpaHuYeHne, a TONbKO OTCAeXMBaHME
nocelaemMbix pebeHKOM CaliToB, YCTaHABAMBAEMbIX UM MPUNOXEHWIA, COOb-
weHuit, npocdunent (Kutrovatz et al., 2018; Kuldas et al., 2021). 3Ty cTpaTteruto
MCMONb3YIOT MEHEe NONOBUHBI POAMTENEN MNaAWWX WKONbHUKOB (ConaaToBa,
Tecnasckas, 2019, c. 21).

CTPATErMW POAUTENbLCKOW NOALEPXKM

CTpaTernn poanuTensCKOM NoAaepPIKKY NPY UCNONb30BaHUK AeToMu LY
npeanonaratT, YTO POAVTENN COBEPLIAIOT aKTUBHbIE AeCTBHUS, obecneynBato-
wme NHOOPMALMOHHYIO U TEXHUYECKYHO MOMOLLb PeOEHKY NPy CMONb30BaHUN
LY (Hanpumep, obcyxaeHme 1 06bsICHEHVIE COIEPXKaHUS Pa3INYHOTO KOHTEHTA);
KpoMme TOro, OHM NMpeyCMaTpuBatoT COBMECTHOE UCMOSb30BaHMe 1 3MOLMOHa N b-
HOe y4acTune poanTens B UMMPOBOI akTUBHOCTY peberka (Kalmus & Roosalu,
2022, p. 57).

K gaHHOW rpynne cTpaTervii, B Nepayto o4epeflb, OTHOCAT GKMUBHYIO
meduayuro (unu nocpedHuYecmao), KoTopas noapasyMeBaeT, YTo PoauTeNb
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BK/IIOYEH B NPOLIECC MCnonb3osaHus LIY pebeHkom 1 obcyxaaeT ¢ HUM MpoCMo-
TPeHHbIV KOHTEHT (Symons et al., 2017, p. 427). 3Ty CTpaTervo ncnonb3yoT bonee
NONOBUHbI POAWTENEl, KOTOPble PAaCCKA3blBAOT He CTO/bKO O HEMOCPEeACTBEH-
HOM MPUCYTCTBWM BO BPEMs MCMonb3oBaHus LY pebeHKoM, CKonbKo 06 0bcyxae-
HUV UMD POBOI aKTUBHOCTH pebeHKa, BKtoYatoLeM B cebs noouipeHve MCnosb-
30BaHMs A€TbMMW NO3UTUBHOIO KOHTEHTA, 1 NPENATCTBOBaHME NOTpebeHunto
M HeraTueHoro (ConaaToBa, Tecnasckas, 2019; Beyens et al., 2018).

Ellle oHa BaykHas CTpaTerus — CmumMy/iupyrowasi, Koraa poanuTenn cneuum-
anbHO pa3BuBatoT UMdpoBble HaBbikKn pebeHka (Kuldas et al., 2021; Sciacca
et al., 2022). CornacHo Nony4YeHHbIM Ha POCCUIACKOW BbIBOPKE AaHHbIM, OKONO
NOMOBVIHbBI poaMTENe MAaaWmMX WKONbHUKOB CleuvanbHo 0byvatoT aeTel, Kak
NoNb30BaThCs VIHTEPHETOM 1 coumanbHbiMu ceTaMu (Conpatosa, TecnascKas,
2019; KypraHckuii u ap., 2023).

Papa viccnenoBaTelt Takke BblAENSeT COBMECMHOe UCN0/1b308aHUe LY Kak
OfINH V3 OTAENbHbIX TUMOB MEAVALMW, KOTAa POAUTENN Y4aCTBYIOT B Urpax Uan
NP1 NPOCMOTPE BUAEOKOHTEHTA AETHMI C COBMECTHbBIM 0OCY)KAEHWEM COAEPIKa-
Hus 0buent undposoit akTveHocTH (Nikken, 2017; Symons et al., 2017) unu »e 6e3
obeyaeHuns (Beyens et al., 2018, p. 227). [laHHyt0 CTpaTErvo YNOMUHAIOT OKO/10
AByx TpeTei poauTeneit (ConaaToBa, Tecnasckas, 2019, ¢. 20).

Bo MHOMMX paboTax 0cob0 OTMEeYaeTCs TaKoW aCneKT akTUBHOW LiMdMPOBOA
POAVTENbCKOW MeavaLmnm, Kak obecneyeHue 6e3onacHocmu, T. €. 3allmTa aeten
OT PUCKOB, CBA3aHHbIX C UCNONb30BaHveM VIHTepHeTa (ConpatoBa, Tecnasckasi,
2019; Livingstone et al., 2017; Lwin et al., 2008). lNogobHas cTpaTterus npegnona-
raet, YTo POANTENV FOBOPSAT C AETbMM O TOM, KaK 6e30MnacHo BECTU cebsi B ceTu,
[at0T COBETbI U y4aT NpaBuabHOMY 34eCb MOBEAEHVIO MO OTHOLWEHWMIO K APYTM
noasm. MpuTom, 4To Honee NONOBUHbI AeTel MAaALWero WKOAbHOro Bo3pacTa
CTaNKMBaNMCh C UMMPOBBIMY Yrpo3amiu, TONBKO TPETh poanTenei obbsacHANK,
4TO flenaTh NPK CTONKHOBEHNY C TAKUMM PUCKaMU U KaK NPaBuibHO BeCTH cebs
B MiHTepHeTe ¢ apyrumn ntogbmu (Conpatosa, Tecnasckas, 2019, ¢. 21).

Takvm 0bpa3om, NpoBefjeHHbIE paHee NCCef0BaHMs MoOKasanw, YTo Haw-
bonee 4acTo NpUMEHsEMbIMU CTPaTErvsaMm POANTENBCKON MefMaummn BO B3a-
MMOAEVICTBMN MNAALIMX WKONBHMKOB C LIY sBAsAnCh cTpaternn ncnonb3osa-
HUS OFPaHVYEHVIA 1 NPaBWI, @ TakKe aKTUBHOW MenaLMy UCnonb3oBanyis LY.
OfHaKO NpUMEHeHVe CTpaTeruin akTMBHON Menaummy 6e30MnacHoOCTY U TEXHU-
4eCKOro KOHTPO/IS, KOTOpble Dbl MO3BOAANN PeDEHKY 130exaTb LMPPOBbIX yrpo3
Y HAYYMThCS CMPABAATHCS C Pa3HbIMU TPYAHOCTAMM B MPOLLECCe MCMONb30BaHNS
LLY, 66110 SBHO HEIOCTATOUYHbBIM. B CBS3M C 3TUM B HACTOsILEN NyOnMKaumm mbl
caenany ocobblil akLeHT Ha TOM, Kak MoCTynatoT 4eTW B Cyvae CTONKHOBEHWS
C TPYAHOCTAMM NPU NCNONBb30BaH NN LY.
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B3AMMOCBS3b POAUTENLCKON MEAVALMU C NOIOM PEBEHKA

Pe3ynbTaThbl MCCNEAOBAHWI 1 META-aHaNM30B NoKasanu, YTo PoanTeNb-
cKas Mefvaums 3aBUCUT OT BO3pacTa v nona pebeHka, 06pa3oBaHus poauTe-
neii 1 YPOBHS MX KOMNeTeHUnii B chepe ncnonb3oBarus LY (Wang et al., 2023,
p. 1259). [laHHble 30ecb AOCTAaTOYHO NPOTMBOPeYMBLl. Kalipun Tansec 1 Bepo-
Huka Kanmyc (Talves & Kalmus, 2015) nokazanu, 4To B ciyvae ¢ Manbymkamu,
Korfa CbIHOBbSI CTAHOBATCS CTaplie, POANTENN 3HaYUTeNbHO MEHbLIE 3aHVMa-
l0TCS aKTMBHOW MeavaLnen, a B Cy4ae AeBoyeK yaenstoT et bonblie BHUMaHWS,
T. K. MEHbLLIE BEpAT B MX CNOCOOHOCTU NPeoAoNEeTb HEraTUBHbIN OHAAMH-OMbIT.
B HeCKonbKMX paHHUX MCCNeaoBaHysx Takke BbiNo YCTaHOBAEHO, YTO POANTENN
AeBoyeK 6onee CKNOHHBI K OrpaHNYMTeNbHbIM CTPaTErMsM, HemM POANTENN Masb-
qmkos (Nikken & Jansz, 2006; Warren, 2003), oiHako no3aHee pesynbraThl 3TK
Bocnpow3seaeHbl He 6binm (Nikken & Schols, 2015, p. 3431). AHa Ailepbe ¢ konne-
ramu (Aierbe et al., 2019), HanpoTKB, NOKa3ana, YTo POAMTENM Hallle UCMONb3YIOT
orpaHnynTeNsHble CTpaTerum (orpaHuyeHne spemenn c LIY) B cnyvae socnumTa-
HUS CbIHOBEW MO cpaBHeHMto ¢ fodepsmu. C Apyrol cTopoHsbl, KaTpuH CMOHC
c Konneramu (Symons et al., 2017) yTBepxaana, 4To Ha CTpaTeri pOAUTENbCKON
meamaunm non peberHka BAMSHMS He OKa3biBaeT.

BmecTe ¢ TeM UndpoBas aKTMBHOCTb Manb4nKOB ¥ AeBOYeK, 0byvato-
WMXCS B MAaALWeN WKoe, MOXKET CYUIECTBEHHO Pa3vvaThCs, a 3Ha4YUT, 1 Tpe-
60BaTb pa3Hblx CTPATErnii poAnTENLCKON Meamnaumy. HegaBHee nccnefoBaHme
E.B. Cnacckon n konner (Cnacckas n ap., 2023) Ha Bbibopke 13 6onee Yem 500
poavTenelt WKOMNbHMKOB Pa3HbIX BO3PaCcTOB NMPOAEMOHCTPUPOBANO, YTO Npea-
CTaBneHus poamnteneit 06 MCNonb3oBaHWUN KX aeTbMu LIY oTavdatoTcs B 3aBU-
CMMOCTM OT nona aeTen. PoanTenn, BOCIMTLIBAIOLWME AEBOYEK, Yallle OTMEYanm
MCMOMb30BaHUS WKOMAbHYVILAMM LIY ANns KOMMyHMKaLWK 1 NOTPebNeHns pasnmny-
HOTO MEAMAKOHTEHTa, TOrAa Kak POAMTENM MalbuMKOB Yalle OTMeYanu, 4to Te
UrpatoT B UMb poBble nrpsl. OpreHTaLms AeBOYEK Ha COLManbHble CETU 1 KOMMY-
HVIKaLWIO, @ Manb4MKOB — Ha KOMMbIOTEPHbIE UTPbl paHee Takoke bbina noKasaHa
KaK npu n3yyeHun aeTelt foLKoNbHoro so3pacta (Brito & Dias, 2019, p. 83), Tak
1 NoapocTkoB (Son et al., 2021; Taywade & Khubalkar, 2019).

MPEACTABNEHHOE UCC/IEAOBAHUE

Llenbto aaHHo paboTbl CTano UsydeHne 0CobeHHOCTeN MeamaLm Umhpo-
BOW aKTMBHOCTU MIaALWMX WKONLHWUKOB. BCaen 3a apyruMu nccnefosatensmm
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(ConpaToBa, Tecnasckas, 2019; Livingstone et al.,, 2017; Nikken, 2017) Ham 6bin10
MHTEPECHO NOCMOTPETb, KaK M3MEHMNACh CUTYALMS B HAaCTV NPUMEHEHWS POau-
TeNbCKUX CTPATervii MeinaLvin 3a NoceiHMe HECKOMbKO NeT, NOCKOMbKY CTeneHb
KOMMETEHTHOCTI COBPEMEHHbIX POAMTENeV MAAALWNX LKONbHUKOB B BONPOCaX
MCNONb30BaHWs LIY HECOMHEHHO Bbille, YeM Y NMPeAblayLMX NOKONEeHN poau-
Tenein. Poautenn coBpemMeHHbIX MEPBOKNACCHUKOB — 3TO yKe B DOMblIeN cTe-
neHu <M poBble abopureHbl», T. €. Te, KTO BbIpOCAN B LIMMPOBOM MUpPe, UCNONb-
3ya LY c petcTea (ConpatoBa v Ap., 2024a; Smith, 2012); Takum 06pa3omM OHU
CaMu UCMONB3YIOT PasNnyHble LM POBbIE TEXHONOT MM aKTVIBHEE, @ UX CTPaTernu
MefnaumMmn MOryT CyLeCTBEHHO OTIMYATHCS OT OMUCAHHOTO B UCCEA0BaHYIAX
paHee (Condeza et al., 2019). Mpu 3TOM 3HA4YNMMOW OCOBEHHOCTBIO NPEANPUHATOrO
HamK UCCNeaoBaHns CTano To, 4TO PaccrnpallnBay NePBOKNACCHUKOB HE TOBKO
0 POV UX poauTenelt, Ho 3afaBanu OTKPbITLIE BOMPOCH!, OTBEThI HA KOTOPbIE
NO3BONSANV Bbl MOHATb, KTO ellle MOXET ObITb BKAKOYEH B MeaMaLmnio Mx Lmudpo-
BOW aKTUBHOCTW.

BTopoi 3afaveit cTan aHanmsa noaoBbIX pa3nvynin B UCMONb30BaHUN
nepBoKnaccHmkamn LY. NonyvyeHHble paHee faHHble Ha NpUMepe U3yYyeHus
AOWKONBHUKOB 1 NOAPOCTKOB AEMOHCTPUPYIOT, 4TO LIY aeBoYKM 1 Manbinku
MCNONB3YIOT MO-pa3HoMy (Bepakca 1 ap., 2024; Cnacckas v ap., 2023; YnymHuHa
n ap., 2023; Brito & Dias 2019; Taywade & Khubalkar, 2019). Tatoke aHanus npe-
AblAYLIVX MCCNEeA0BaHNA NPOAEMOHCTPUPOBAN, YTO poaMTeNbCKas MeavaLms
MOXET OTAMYaTbCS B 3aBUCUMMOCTI OT nona pebeHka (Talves & Kalmus, 2015;
Wang et al., 2023).

Takum 06pa3om, HOBM3Ha NPeCTaBneHHOW HaMy paboTbl 3aKM04aeTcs
B KOMT/IEKCHOM MO/XO/E K PAaCCMOTPEHMIO POJIW HE TONBKO POAUTENEN, HO 1 APY-
rX BAV3KUX Moaei B Meanauny LndpoBoi akTUBHOCTM NepPBOKAACCHUKOB
C Y4ETOM MOMOBbIX PA3ANYMIA.
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METOZbI

BbIEOPKA

B viccnegoBaHum npuHsnun ydactue 200 geteit B Bo3pacte OT 7.2 40 8.3 neT
(M=7.9; SD=0.32), nocellaBluve nepble Knacchl 00LeobpasoBaTeNbHbIX WKO.
V13 HKX 99 (49.5%) — ManbymKkn. 131 pebeHok (65.5%) 13 Mockssl, 69 (34.5 %)
peteit — m3 dkyTcka. [deTu, Boweawmne B BbIBOPKY MCCNefoBaHUs, SBASANCH
B CBOEM PasBUTUN HOPMOTUMNYHBIMW.

Bce poanTenn nepBOKNacCHUKOB HblM MPOUHMOPMUPOBAHbI O LieNsX
MCCNenoBaHus 1 Aanvi NMCbMEHHOe Cornacue Ha y4actue B HeM feTelt. Viccne-
AoBaHMe 6610 040OPEHO ITUHECKMM KOMUTETOM aKynsTeTa ncmxonornm Mry
nMeHn M.B. JloMmoHocoBa (pa3pelueHue N 2022/15).

METOANKA 1 MPOLEAYPA UCCAELOBAHNS

[ns n3yueHns ocobeHHOCTeN UCNoNb30BaHUs COBPEMEHHbIMU Mep-
BoKaccHUKamu LY Hamu 6bi10 pa3paboTaHo NoNyCTPYKTYPUPOBaHHOE
MHTEPBbLIO. Mbl MPUHSANW pelleHne NPOBOAUTb MHTEPBLIO UMEHHO C 1eTbMU,
a He y3HaBaTb MHMOPMaLMIO y pofuTenelt, BBUY TOr0, 4TO, BO-NEPBbIX, Nep-
BOKNACCHVIKN Yy)Ke I0CTaTOYHO B3POC/bIe, YTOObI 0CO3HABATL OCYLIECTBASEMYIO
POANTENSIMU MeAVAaLMIO 1 ObiTh CMOCOBHBIMU O Hell paccKasaThb; BO-BTOPLIX,
OHW MeHbLIE NOABEPKEHbI COLMANTbHON HenaTenbHOCTH, YeM X POANTENN
(Nikken, 2017).

MonycTpyKTYpUPOBaHHOE MHTEPBBIO BK/HOHAN0 BONPOCH! 06 MCNONb30Ba-
HUW AETBMU pa3nunyHbIx LIY, 0COBGeHHOCTEN OCYLIECTBAEHNS C VX MOMOLLbIO pa3-
HbIX BUAOB e TeNbHOCTY (MPOCMOTPa BUAEOKOHTEHTA, UdPOBbIX UMD, CbEMOK
oTOo 1 BMAEO, 00LEHWs 1 y4ebbl). Mbl MpOaHann3nMpoBanyi BONMPOCh! U3 MHTep-
Bbt0, KOTOPbIE MOMOranu U3y4nuTb OCOBEHHOCTU MeaMaLmmn UMbpoBOV aKTHB-
HOCTMW NEepPBOKNACCHMKOB B ABYX Havbosee NonynspHbIX BUAAX AesTENbHOCTY:
NPOCMOTPE BUAEOKOHTEHTA (MyNbTOUABMOB, DUABMOB 1 APYIMX BULEO), @ TakKe
undpoBbIX Urpax. Mpo oba BMaa AesTenbHOCTY NePBOKNACCHMKAM 3a4aBanich
HECKO/BKO OfMHAKOBBIX MO CMbICY BOMPOCOB:

«  Tbl 06bIYHO MTrpaelib/cCMOTPULLL MyNEThOWABMbI, DUABMbI U ApYrre
BMIEO OANH UMW C KEM-TO?

Ecnu Ha 3ToT Bonpoc pebeHok oTBevan: «OauH», TO IKCNepUMEHTaTop
YTOUHSN: «A BbIBaeT, YTO C KeM-TO UrpaeLlb/cMOTpULLL?». Eciv pebeHok oTBevan:
«[la», To eMy 3afjaBany eLie OAVH YTOYHSAOWMIM Bonpoc: «C Kem?».

«  [lennuwbCs A1 Tbl C KEM-TO CBOVIMI BMEeYaTNEHUSaMM OT UrPsl / OT yBU-

aeHHoro? Ecnu pebeHok oTBevan: «[la», yToyHsanu: «C kem?»
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«  EcnamBsurpe/npu npocMoTpe BUAEO YTO-TO HEMOHATHO UM He nony-
yaeTcs, 4To Toraa aenaelwb? Ecnn pebeHok oTBeYan, 4To obpatlaertcs
K KOMY-TO, TeCTep YyTOUYHAN: «K KOMy?»

. Kakue y Tebsi B cembe npaswna no noBofy Urpsbl B ramkeTax/npocmMo-
Tpa B1aeo?
Kpome 3Toro, B OTHOWEHMW UMMPOBLIX UTP B UHTEPBLIO ObIN BOMPOC: «KTO
Ans Tebs yCTaHaBNMBaeT/CKaunBaeT Urpbl?», @ B OTHOLWEHMM MPOCMOTPa BMAEO
AeTAM JONONHUTENbHO 3afjaBancsd BONPOC: «4TO Thbl fenaellb, eCan NOCMOTPen
4TO-TO HEMPUSATHOE UK Nyratoulee?». Ecnu pebeHok oTBeYas, 4To obpallaeTtcs
K KOMY-TO, YTOYHSANOCH: «K KOMY?».

MoNYyCTPYKTYPUPOBAHHOE MHTEPBbLIO MPOBOAMAOCH CrelyanbHO 0byYeH-
HbIMV CMeLManmcTamMu C KaabliM pebeHKOM B OTAENBHOCTY, B TUXOM noMelle-
HWW B CTEHaX WKOJbI, B KOTOPOW OH y4umicsi. OHO 3aHMMano no BPEMEHM OKOJO
20 MWUHYT 1 3anncbiBanacs Ha AMKTOMOH. Ayanosanucy beinn pacwmdpoBaHbi
TectepaMmu 1 BHECEHbI B TabNuLy, a 3aTeM YeTbipbMs 3KCnepTamy bbina npose-
[ieHa coBMecTHas 06paboTka BCex CObpaHHbIX OTBETOB fieTel.

CTATUCTUYECKUI AHAIN3

[ins npoBefeHns aHanu3a pasnnyinin ncnonbaosaHus LY v undposol
MeamaLyn MabYuKOB U AEBOYEK UCMOMb30BaNCca Kputepuii Pearson x2. CTaTu-
CTWYeCKMI aHanm3 NpoBoancs B nporpamme SPSS 23.0.

PE3YNbTATbI

Bupbl 4unoPOBOI AKTUBHOCTU M UCIO/Ib3YEMBIE MEPBOKAACCHUKAMU LY

Bbinv npoaHan13npoBani gaHHble O TOM, KakuMn LY nonb3ytoTcsa mMasb-
YMKM 1 EBOYKM; Mbl CPABHWAM NPOLEHT Mab4MKOB ¥ AeBOYEK, MOMb3YIOWMXCS
KaXbIM BUAOM LPOBbLIX YCTPORCTB (KpuTepuin Pearson x2). CornacHo nosy-
YeHHbIM pe3ynsTaTam, 84 % BCex NepBOKIACCHVIKOB MOMb3YTCS MOOUABHbBIMYU
TenedoHamu. Cpeau Hux 90.3 % ABNAIOTCA BNafenbLamu cobcTBEHHbIX Tenedo-
HOB, @ MeHee [1eCaToW YacTu aeTteit (9.7 %) Nonb3ytTCst MOBUNbHbLIM TeNedOHOM
cnbnntHra v/wnv poauTteneii. bonee nonoBvHbI BbIOOPKY (67 %) oTMevan Hanuyme
1 UCMOMb30BaHVE YMHbIX KOJIOHOK, @ Ha TPeTbeM MECTe MO PacnpoCTPaHeHHOCTH
HaxoauTcs nnaHweT. Cpeay NoAb3yLWNUXC NAaHWeToM aeTen 58.6 % nMetoT
COBCTBEHHbIN NNaHLLIET, a OCTanbHble — OOLMIA UV NPUHAANEXAWMIA KOMY-TO
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113 YNEHOB CeMbl (CUBNMHTY, POANTENIO UNV APYrOMY POACTBEHHUKY). Pexe nep-
BOKNACCHUKM UCMOMbB3YIOT KOMMbIOTEP (MK HOYTOYK), KOMMbIOTEPHYIO NPUCTaBKY
1 YMHbI€ 4achl.

OTMETMM, YTO 3Ha4YMMO HONblle NePBOKNACCHNUKOB M3 MOCKBbI, YEM
13 SIKYTCKa MOMb3YHOTCS YMHON KONOHKON (77.8 % — Mockaa, 45.1 % — AkyTus;
x?=22.345, p<.001, Cramer’s V=.329), npucraskol (46.7 % — Mocksa, 31.9% —
AryTust; X?=4.105, p=.043, Cramer’s V=.142) 1 yMHbIMU1 Yacamu (38.2 % — Mocksa,
17.4% — AryTus; x*=9.121, p=.003, Cramer’s V=.214).

Mpu 3TOM 6bINO YCTAHOBEHO, YTO 06 MCMONBb30BAHMM KOMMbOTEpa UK
HOYTOYKa, a TakKe UrPOBOM NPUCTABKM 3HAYMMO Yallle TOBOPST ManbuvKu, Yem
aesoyku (Tabn. 1).

Tabnuua 1
CpaBHeHMWe Yncia Majib4yMKOB U eBOYEK,
NoJb3yOLWNXCS PasHbIMU LG POBLIMM YCTPONCTBAMU
Bcsi BbibOpka  Manbumkm  [leBouKy X2 p Cramer’sV
TenedoH 84.0 % 82.1% 86.0 % 553 457 .053
YMHas KONOHKa 66.5% 67.0% 66.0 % .023 .880 .011
MnaHwer 54.0% 59.8% 48.0% 2.755 .097 118
KomnbtoTep 46.5% 54.5% 38.6% 7.838" .049 .198
MpucTaBka 41.0% 55.3% 28.0% 14.923** <001 277
YMHble Yachl 32.0% 35.6% 28.6% 1.053 .305 .075

“—p<.05, **—p<.01.

Kpome Toro, Mbl NpoaHan3nMpoBani JaHHbIe O TOM, KaKUMW BUAMU fiesi-
TenbHOCTU ¢ LY 3aHMMatoTCs nepBoKNaccHmkK (Tabn. 2). 3Haunmo bonblie nep-
BOK/ACCHMKOB 113 MOCKBbI, 4eM 13 SIKyTCKa MMELOT CBOW CTPaHMLbI B COLMANbHbIX
ceTax (22.5% — Mocksa, 7.6 % — AxyTus; x*=6.738, p=.009, Cramer’s V=.186). AHa-
NVI3 Pa3NNYnii MEeXay MansyMKamm v 1eBOYKaMy NoKasas, YTo 4eBOYKM 3HaYMMO
yatle, Yem ManbanKKM, CHUMaT GOTO 1 BUAEO.
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Tabnuua 2

CpaBHeHMe Yncna ManbynKoB 1 AeBOYEK, 3aHNMAIOLMXCS pa3HbIMU BUJaMM
[eATeNbHOCTM Ha L pOBbIX YCTPOICTBaX

Bce Manbymkn  [eBoyku X2 p Cramer’sV

[pocMoTp BuaeokoHTeHTa  100.0%  100.0 % 100.0%  .000  1.000 .000

Lindpposbie nrpsl 95.5% 96.9 % 94.0% 335 .565 .033

ObuieHne 90.5% 86.5% 941%  3.344 067 130

Cbemka doTo 84.0% 78.1% 89.0%  4.240" .038 147

Cbemka Bnaeo 62.5% 52.6% 67.7%  4.584* .032 154

ObyyeHve 62.5% 60.7 % 64.7% S17 472 .052

icnonb3oBaHue col. ceteir  17.0% 21.1% 134% 1956 .162 102
“—p<.05.

|_|pl/l ,qaaneMLueM aHanuse 66110 NMPUHATO pelleHne CoCpeaoTo4YnNTbCA
Ha ABYX Hanbonee NOoNynApHbIX'Y NEPBOKNACCHNMKOB BMAAX AeATe/TbHOCTU: NPO-
CMOTpe BMACOKOHTEHTa 1 LI,l/ld)pOBbIX nrpax.

C KEM MEPBOK/IACCHUKW BMECTE UrPAKOT M CMOTPSIT BUJEOKOHTEHT

BbI10 NpoaHann3rMpoBaHo pacnpeaeneHrie Manbinkos 1 1eBOYEK Mo TOMY,
C Kem OHW BMeCTe UrpatoT B UMMPOBbLIe Urpbl U CMOTPSAT BUAECOKOHTEHT (Tabn.
3). YcTaHoBNEHO, 4TO B UMMPOBbIE UrPbl AETH Yallle BCEro UrpatoT C APY3baMy
N CUBNUHIaMK, a CMOTPAT BUACOKOHTEHT — C cubnnHramu. MNpun 3ToM 3Ha-
4MMO BOOMbLIe MePBOKNACCHNKOB 13 MOCKBbI UTPatoT B LMMPOBLIE UTPbl TONBKO
B oguHodecTee (16.3% — Mocksa, 5.7 % — Axytus; x*=6.301, p=.012, Cramer’s
V=.177) ¥ 3Ha41MO MeHblie — C cubanHramm (35.7 % — MockBa, 47.7 % — SAkyTus;
%*=4.285, p=.038, Cramer’s V=.146), 4em fieTu 13 KyTcKa. 3HaYVMO MeHbLLIe AeTel
113 MOCKBbI CMOTPST BUAEOKOHTEHT C APY3bsmMU (18.6 % — MockBa, 35.2 % — SKy-
s, X*=4.105, p=.009, Cramer’s V=.185), 4em NepBOKNACCHUKM 13 AKyTCKa.

AHanu3 nonoBbIX Pa3nMUMii NoKasan, YTo 3HaYMMO BOMblie AeBOYEK, YEM
ManbYnKOB, UrPatoT B LMGPOBbIE UTPbl TONBKO B OAMHOYECTBE.
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Tabnuua 3

CpaBHeHMe Yncia ManbynKoB 1 leBOYEK, UrPatoLUX B LUdPOBbIE UTPbI
1 NpocMaTpuBatoLie BUAEO C Pa3HbIMU KaTeropusiMu ntogen

Bce Maneuvkm  [leBo4km x> p Cramer’sV
LIncdpoBbie nrpbi

TonbKo OfMH 12.4% 7.3% 17.5% 4.641" .031 .155
C apy3bsiMu 435% 49.0% 381% 2.295 130 .109
C cnbnuHramm 39.9% 37.5% 42.3% 457 499 .049
C pogntenamu 73% 7.3% 2% .001 .984 .001
C poacTBEeHHMKaMM 3.0% 3.1% 3.1% He npumernmMo

Cl—lsecjljaMKOMLl,aMl/l 187%  208%  165% 599 439 056

[1pOCMOTP BUAEOKOHTEHTA

Tonbko oanH 10.0 % 11.2% 9.0% 270 .604 .037
C apy3bamu 24.0% 23.5% 242 % .015 904 .009
C cnbnnHramu 52.5% 52.0% 52.6 % .007 935 .006
C popgntensmu 32.0% 27.6% 36.8% 1.910 167 .099
C pofcTBeHHMKaMu 35% 3.1% 42% He npumerHrmo

“—p<.05.

BbI10 NpoaHan13rMpoBaHo pacnpefeneHre ManbinKkoB 1 eBOYEK N0 TOMY,
KTO yCTaHaBAMBaET UM UndpoBbie Urpbl (Tabn. 4). CornacHo NONyYEHHbIM aH-
HbIM, Yallle BCEro NepBOKNACCHMKIM YCTaHaBAMBaOT cebe Urpbl camu. 3HA4YMMO
60nble NePBOKNACCHMKOB 13 SKyTCKa yCTaHaBAMBaOT LUMMPOBbLIE UMPbl CaMK
(53.1% — Mocksa, 84.1 % — AxyTus; x>=18.610, p<.001, Cramer’s V=.307) unu
npuberaioT K NoMoLw cnbanHros (5.5 % — Mocksa, 14.5 % — AkyTus; x*=4.630,
p=.031, Cramer’s V=.153) 1 3Ha4MMO MeHblIe — NpuberatoT K NOMOLLM poamnTe-
ne (50.8 % — MockBa, 5.8 % — AkyTus; x*=39.864, p<.001, Cramer’s V=.450), 4em
netv 13 MoCKBbI.

ManbumK1 3HAYMMO Yallle, Yem AEBOYKM, YCTaHaBNMBAIOT/CKaunBatoT Lnd-
POBbIE UrPbl CamMu. KpoMme Toro, AeBOYKaM 3HaYMMO Hallle, 4em Majib4nkam, MoMo-
ratoT YCTaHaBAMBATb UTPbl CUBAMHTI.
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Tabnuua 4

CpaBHEeHMe Y1C/Ia MaJIbYUKOB U f€BOYEK,
KOTOPbIM LU pOBbIE UFPbl YCTAHABAMUBALOT /IIOAU U3 Pa3HbIX KaTeropuii

Bce Mane4mky  [1eBOYKM x> p Cramer’sV
Camm 63.9% 71.9% 55.8% 5.354* 021 167
Pogntenn 35.1% 30.2% 40.0% 2.010 .156 .103
CnbnuHm 8.9% 42% 13.7% 5.334" .021 167
PoacTBeHHMKM 1.0% 1.0% 1.0% He npumeHnmo

“—p<.05.

C KEM JETW JEIATCSA BMEYATAEHUSIMY OT UCMO/Ib30BAHUS Lly

AHaNM3 NPOLIEHTHOrO pacnpefeneHns Manb4yMKoB 1 LEBOYEK MO TOMY,
C KeM OHM AeNnsaTcs BnevYaTneHnsMm 0T NPOCMOTPa BUAEOKOHTEHTa U LiNdPOBbIX
nrp, 6bi1 NPOBEAEH OT YKCa A€TEN, KOTOPbIE AENATCS BNEeYaTAEHUSAMM, a He OT
BCel BbIOOpKHM (cM. Tabn. 5). CornacHo Nony4YeHHbIM AaHHbIM, 1eNSTCS BnevaT-
NeHVsMK O LMdpPOoBbIX Urpax 140 aeTeit (70 % nepBOKIaCCHUKOB, 73 Manb4uiKa
1 67 AeBoYek), a BnevatieHnem oT NPOCMOTPa BMAEOKOHTEeHTa — 121 pebeHoK
(60,5 % nepBoKNaccHUKOB, 61 ManbyMK 1 60 AeBOYEK). BbINO YCTaHOBNEHO, YTO
BNeYyaTneHnsMu oT UM@POBLIX UTP M MPOCMOTPa BMEO AETH Yallle BCEro AensTcs
C Apy3baAMU. [1eBOYKM 3HAYMMO Yalle OeNndTcs BhevatTeHnsaMu OT MPOCMOTPEH-
HbIX BMAEO C POANTENAMMN, HEM MaNbYNKU.
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Tabnuua 5

CpaBHEeHMe YMC/ia MaJIbYUKOB U YMC/Ia eBOYEK, JeNALNXCS BNeYyaTeHneM
OT UUPOBLIX UFP U TPOCMOTPA BUAEO C Pa3HbIMU KaTeropusimu nogen

Bce Maneumkm  [1eBOYKM x> p Cramer’sV
[ensitca Bneyatnenviem o LdpoBbIX 1rpax

C apy3bamu 62.9% 67.1% 58.1% 1.189 276 .092

C cubnunramm 30.0% 28.8% 31.3% 110 740 .018

C pognrensmu 22.1% 19.2% 254 % 778 378 075

C popcreeHHmkamy  5.0% 4.2% 6.0 % He npumeHnmo

,ﬂeﬂﬂTCﬂ Brie4aT/ieHMeM O NpOoCMOTPpe BUACOKOHTEHTA

C apy3pamu 57.9% 62.3% 53.3% .995 318 .091

C cnbnunramm 39.7% 371.7% 41.7% .198 .656 .040

C pogntenamu 34.7% 26.2% 433% 3.905* .048 .180

C popcreerHukamy  5.0% 3.3% 6.7% He npumernmo
“—p<.05.

HacToTbl ,Cl,eTeVl 113 MOCKBbI 1 ﬂKyTCKa MO TOMY, C KeM AeNATCA Bnevat/ie-
HUAMW OT U,l/l(prBbIX Nrp M NpoCcMoTpa BUAEOKOHTEHTA, 3Ha4MMO He pa3nin-
4aroTCA.

KAK AETW CIPABAISIIOTCS C TPYAHOCTAMU MPU NCIO0Nb30BAHUM LY

AHann3 oTBETOB AETEN O TOM, KaK OHW MOCTYNatT, EC/M YTO-TO HEMOHATHO
B Urpe Wavi Npy NPOCMOTPE BU/EO, NO3BON BbIAENUTb [1BE OCHOBHbIX Hanbo-
Nlee 4acTo BCTpeYvatoLmxcs kateropun: n1bo aetr obpallatoTcs K KoMy-To, NMbo
nbiTatoTCa pa3obpatsbes camu (Tabn. 6).

HacToThl MCNOMB30BAHMS Pa3HbIX CTPATENMIA AETbMM 13 SIKyTCKa 1 MOCKBbI
3HAYMMO He Pa3NNYatoTCs.

KaTeropuisi 0TBETOB «pa3bunpatoTcs camu» B Cydae yugposol Uzpsl BKMO-
Yafa chnefytollve BapmaHTbl: «MOMbITKMA CAMOCTOATENbHO YTO-TO U3MEHUTL»
(22.2 % peten), «NPOAOMKNATL NONbITKM 6€3 n3MeHeHuI» (35.6 %) 1 «yaaneHne/
3aKpblBaHMe Urpbl» (42.2 %). BaXkHO OTMETUTb, YTO ManbYMKM 3HAYMMO Yallle,
4eM AeBOYKM, TOBOPUAN O TOM, YTO NpeanpuUHMMani NombITKK YTO-TO M3Me-
HWUTb CaMK, Koraa YTo-TO He NosyvaeTcs B UmudpoBoi nrpe (31.3 % Manbyvkos
1 11.9 % peBouek, x*=5.243, p=.022, Cramer’s V=.213). K aaHHOI KaTeropmu oTBe-
TOB B C/ly4ae C HEMOHSATHbIM NPU NPOCMOMpPe 8UOEOKOHMEHMA BbIIN OTHECEH
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cneaytoule BapuaHTbl: «MOMbITKK CAMOCTOATENbHO YTO-TO M3MEHUTb — Mnepe-

CMOTpPETb, MOCAYLIATb, MONCKaTb OTBET B VIHTepHeTe» (49.1 % neTelt), «<npoaon-

KUTb MOMbITKU CMOTPETb» (16.1 %) 1 «BbIKNOYNTL / NeperntodnTb» (34.8 %).
Tabnuua 6

CpaBHeHMe Yunucsa MmaibdMKOB U YUCNa AeBOoYeK, BblslllpaIOI.I.WIX Pa3Hble CTpaTerun
pearnposaHus Ha HEMNOHATHOE B Urpax unum Bupeo gna Ka)KAOﬁ CTpaternn

Bce Manbdukn  [leBoukn  X? p Cramer’sV

HenoHATHOE B LMMPOBOI Urpe
Obpaulatotcs K komy-To  37.9% 34.4% 41.3% 910 .340 071

PasbupatoTcs camu 48.4% 52.2% 44.6% 6.325 .097 .184

HenoHATHO NpY NPOCMOTPE BUAEOKOHTEHTa
Obpaliatotcs k Komy-T0  32.9 % 329% 33.0% .001 .996 .001

PasbupatoTcs camu 64.7 % 65.9 % 63.7% 918 .338 .073

/13 neTeit, KOTOPbIe 0OPaLLAIOTCA 3@ MOMOLLBIO B C/lyHae BO3HUKHOBEHMS
TPYAHOCTeW npu yugposol uzpe, K poauTensm obpaulatorcs 44.0 %, kK cnbamH-
ram — 40.0 %, k apy3bsm —24.0 %, K ApYr“M poacTBeHHVKkam — 4.0 % aeteit. MNpu
3TOM Manb4YmMKU 3HAYMMO Yallle, Yem AEeBOUKM, TOBOPUIL O TOM, YTO obpallaniich
3a MOMOLLIO K APY3bSIM, KOTAa YTO-TO He noyvaeTcs B umdposoit nrpe (35.5%
ManbYMKOB 1 14.6 % pesoyek, x>=4.255, p=.039, Cramer’s V=.243). I3 geteln, koTo-
pble 0bpallaloTcs 3a MOMOLLbIO, eCIN YTO-TO HEMOHSATHO MPU NPOCMOMpPE BLOEO,
K poauTensm obpaujatotcst 75.0 % NepBOKNACCHUKOB, K cMbAnHraM — 23.2 %,
K Apy3bsM — 10.7 % peTeit.

Mbl cnpawrBany NePBOKMIACCHUKOB, YTO OHW AeNatoT, eCN CTOIKHYNNCh
C YeM-TO HEMPUATHbLIM UAK Nyraowmm. Tonsko 5,0 % aeTeit Ckaszanu, YTo B ONK-
CaHHOW CUTyaumMmn obpaTaTcs 3a noMollbto. OCTanbHble OTBEThI AeTel Hbinn
pa3buTbl Ha HECKOMBKO rpynM. MepBas rpynna aetelt (37,2 % nepBOKNACCHUKOB)
FOBOPMAN O TOM, YTO MEPECTaT CMOTPETb NOAOOHbIE BUAEO, MEpeKIoYatoT
1K BeikAtoYatoT LY. Bropas rpynna geten ykasbisanu Ha obpatlleHne K pasnmny-
HbIM CTpaTervam Ans aMoLMoHanbHOro ycnokoeHus: 29,0 % nepBOKNACCHUKOB
PacCKasbiBanu, YTO OHM MPAYYTCH, 3aKPbIBAIOT rMasa v T. n.; 6,0 % ynoMmuHanm,
4TO «OOHUMAIOT UMPYLIKY», «MTbITATCS 3a0bIThb», «<NEPEBOAAT MbIC/IV Ha APYroe».
TpeTbs rpynna nepBOKNaCcCHMKOB (21,5 %) oTMevana, YTo HUYEro He AenatoT,
CMOTPAT Aanble, npuyem 5% AeTer roBOPUAN, YTO UM TaKme BUAEO HPaBATCS.
Mpv 3TOM ManbyYMKKM Yalle NPOAOMKANM CMOTPETb HEMPUATHbLIE MW Nyratouime
BMAEO, YeM AeBOYKM (29.5% Manbunkos v 12.8 % gesodek, X*=6.495, p=.011,
Cramer’s V=.204).
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HANVYUE NPABMA UCNOb30BAHMUSA LY

AHan13 oTBETOB NEPBOKIACCHMKOB Ha BOMPOCHI O HaNUYMK NpaBua Npu
NpoCMOTpe BUAEO UKW 1rpe B UMMPOBbIE UTPbl Mokasan, 4Toy 60 % aetelt (62.0 %
ManbYMKoB 1 57.3 % aesoudek, X°=.424, p=.515, Cramer’s V=.048) ecTb npaswna
OTHOCUTENBHO UM POBLIX Urp. OCHOBHbIE MpaBKna, KOTOpLIe OMKMChIBaAN nep-
BOKJ/1aCCHVIKM, Kacanucb TOro, CKOMbKO MOXHO UrpaTh ¥ KOrda (nocne Toro, Kak
CLenaroT YPOKM WV B BbIXOAHbIE).

OTHOCKTENBHO NMPOCMOTPAa BUAEOKOHTEHTA O HaMUMK NPaBWa CKasanu
45.5% peteit (44.6 % ManbynKoB v 46.2 % pesoyvek, x°=.052, p=.819, Cramer’s
V=.017). Cpeay NpaBu/ B UX CEMbE NEPBOKNACCHVKI Ha3bIBaV (MOMIM OTMETUTb
Cpa3y HeCKObKO): OrpaHnYeHus no KOHTeHTY (48.0 %), no BpemeHn (39.0 %),
M0 TOMY, KOrfla MOXXHO CMOTPETh (Nocne AoMallH1X 3aaanHui, apyrux aen) (9.0 %),
a 11.5% aeTer NpoCTO roOBOPUAM, YTO NpaBua eCcTb, 6e3 yTOYHEHM s, KaKue.

[OCKObKY OKONO NONOBUHbI A€TEN FOBOPUAN 0O OrpaHUYEHUsX MO KOH-
TEHTY MNPV NPOCMOTPE BUAEO, Mbl JOMONHNTENBHO Y BCEX YTOYHUAW, €CTb NN
BMIE0, KOTOPbIe UM HEMb3si CMOTPETb, 1 Kakue 3To B1aeo. 67.5% aeTelt (61.2 %
ManbyYrKoB 1 73.1 % peBoYex, x2:2‘883, p=.090, Cramer’s V=.127) 0OTMETUAN, 4TO
TaKue BUAEO eCTb; U3 TeX, KTO TaK OTBeTU/ (AeTW MOV Ha3blBaTb HECKO/bKO
TUNOB BMAEO, KOTOPbIE M CMOTPETL 3anpeLleHo), 44.8 % nepBOKNaCcCHUKOB pac-
CKasanw, 4To 1M 3anpeLiaeTcs CMOTPETh BMAEO, HE COOTBETCTBYIOLLEE BO3PACTY
(18+, C HeLleH3ypHOW neKcuKol 1 np.), 38,4 % aeTeli pacckasany, 4TO OrpaHnyeHKs
PACMPOCTPAHATCA Ha CTPaLUHbIE B1AEO, a 18.6 % OTMETUNN KOHKPETHbIE Penn3bl
(«CnoBo nauaHa», A4, NpOXOXAeHNe OTAENbHbIX UTP); 11.8 % feTel OTBETUAM, HTO
Henb3s CMOTPETh KOPOTKME BMAEO M BUAEO Ha ONpefeneHHbIX BUAEOXOCTUHIaX.

OBCY)XXAEHUE PE3Y/IbTATOB

Llenbto gaHHOro UccnefoBaHus ObI10 N3ydYeHre 0CobeHHOCTEN Meanaumm
LUMDPOBON aKTUBHOCTM COBPEMEHHbIX MEPBOKIACCHMKOB C Y4ETOM MOMOBbIX
pasnuunii.

CHavana oTMEeTUM HeKoTopble 0bLIve 0COBEHHOCTN NCNONb30BaHMs LIY
nepBoknaccHnkamu. CornacHo pesynstatam UccnegoBaHus, 84 % nonbayoTcs
MOBUNbHBIMM TenedoHamu, v CPeam H1X, Kak bbino oTMeyeHo Beilwe, 90.3 % sBns-
l0TCS Bnagenblamy COOCTBEHHbIX. ITOT pe3yssTaT XOPOoLWOo COrnacyeTcs ¢ AaH-
HbIMW nccnenoBanng 2023 roga o ToM, 4To 88,9 % MnagLmx LKOABHUKOB MMEROT
NMYHBIV cMapThoH 1nu TenedoH (KypraHckuii n ap., 2023, ¢. 502).
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[Py 3TOM Mbl BBISCHWAW, YTO NoAasnstollee bonbWWHCTBO NepBoKIace-
HMKOB MCMonb3ytoT LIY ans npocMoTpa BuaeoKkoHTeHTa (100 %) v undpoBbIX Urp
(95,5 9%). Mony4yeHHble Hamu AaHHble 0 Hanbonee NonyNapHbIX Y COBPEMEHHbIX
NepBOKNACCHVKOB B1AAX AATENbHOCTY € MoMoLLbto LY (npocMoTpe BUAEOKOH-
TeHTa 1 UMbPOBBIX UTPax) COrnacyloTcs ¢ pesynsratamMu nccneposanus LY. Con-
patoBok 1 O.M. Tecnasckori (ConpatoBa, Tecnasckas, 2019, ¢. 17). OgHaKo BaXHO
06paTUTb BHUMaHKe Ha TO, YTO MPOLEHT fieTel, 3anHTepecoBaHHbIX LM POBbIMY
nrpamu, 3a nocnegHve rofbl CyWweCTBeHHO BbIPOC: B UccnefoBannm 2019 roga
6bIN10 YCTAHOBNEHO, HTO YyTb MEHbLLIE MNOMOBMHbI MNAAWMNX LUKONBHUKOB (44 %)
66111 yBAEYEeHbl LMDPOBLIMU Urpamu, TOrAa Kak Halle UCCNefoBaHye nokasarno,
4TO JaHHbI BUA AEATENBHOCTM NONYASPEH CPEAM COBPEMEHHbIX MEPBOKIACCHU-
KOB MpaKTUYecKn HapaBHe C MPOCMOTPOM BUAEOKOHTeHTa (95,5 %). OnHoBpe-
MEHHO C 3T1UM OMPOC PoaMTENel MAAALLINX WKONBHUKOB, MPOBeAeHHbIV B 2023
roay, NpoaeMOHCTPMPoBan, 4To ans urp LIY ncnonssytoT 58,9 % aetelt, 4To cBU-
[eTenbCTBYeT, ckopee, He 06 06bEKTMBHOM KapTUHE, @ 0 HEKOTOPOW COLManbHOM
enaTenbHOCTU POAMTENbCKIX OTBETOB. ITO ellle pa3 NoATBEPXKAaeT Heobxoau-
MOCTb MPOBEAEHNS MHTEPBBIOVPOBAHNS CaMyxX AeTel C Lenbto bonee gocToBep-
HOTO 13y4eHns 0CObeHHOCTel CNoNb30BaHMs LY MaaalwvmMu LWKONbHUKaMK.

CTPATErMU NOAAEPXKUN LLMGPOBOI AKTUBHOCTU NMEPBOK/IACCHUKOB

AHanu3 0TBETOB NEePBOKIACCHMKOB NMOKa3as, YTo B LUMMPOBbIE UTPbl AeTH
Yalle BCero UrpatT C APY3bAMU U CUBAUHIaMK, @ CMOTPAT BUAEOKOHTEHT —
¢ cubnuHramn. Mpu 3Tom TonbKo 32,0 % aetei oTMeyanu, YTo CMOTPSAT BMAEO
C poauTensmMu, a B UMMOPOBLIE UTPbI C HAMK UTPatoT TONbKO 7,3 % nepBokiacc-
HVKOB. [laHHble pe3ynsTaThl HECKONBKO OT/IMYAIOTCH OT pe3yNbTaToB NPOBe-
AEHHOro paHee 1UccnenoBaHKs Ha POCCMINCKON BbIOOPKe, rae 62 % poauTenei
MAAALLINX WKOMBHUKOB PacCKasbiBanl 0 COBMECTHOM Mcnonb3osaHum LY (Con-
AaToBa, TecnaBckas, 2019, c. 21). Takve pacXxOXAeHWs NOKa3biBatOT, YTO CTpaTe-
TN POAVTENBCKOM MeanaumMm MOryT CUIbHO BapbMpPOBAaTbCS B 3aBUCUMOCTYM OT
BMOA AEATENBHOCTM C NOMOoUbHo LLY.

BneyaTtneHunsamm oT UM@POBLIX UIPp U NPOCMOTPa BUAEO NepBoKiacc-
HUKM TakoKe Yallie BCero Aenarcs ¢ Apy3bsaMu (62.9 % 1 57.9 % cOOTBETCTBEHHO)
n ¢ cmbnamnHramu (39.7 % m 30.0 % COOTBETCTBEHHO). PoanTenu 1 B 3ToM ciyvae
HaxoAsATCs TONbKO Ha TPETbEM MECTE: BNeYaTNeHNaMYM OT UM POBBIX UMP C HAMM
aenatcs 22.1 % nepBOKIACCHUKOB, @ OT MPOCMOTPa BMAeO — 34.7 % aeTel.
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Ba)kHO OTMETUTB, 4TO, cO0bLIas 0 NapTHepax no unbpoBbIM Urpam, 18,7 %
NEePBOKNACCHWUKOB OTMeYanu, 4To UrpatoT B LMdPOBbIe UIPbl NO CETH C He3Ha-
KoMUamMu. PaHee NofobHbIA TUN BUAEOUTP, KOTOPbIE NMPeAnonaratoT colunanb-
HO€ B3aVMOAeNCTBIE, Yallle PacCMaTPUBaNy B KOHTEKCTe n3ydeHns uudpoBol
aKTMBHOCTM noapocTkos (ConagaTtoBa, Tecnasckas, 2019, ¢. 18). Ceityac e Mbl
BUAVIM, 4TO TaKUMU UrPaMm 1 OBLLEHNEM 3aHATbI TaKKe NEePBOKNACCHVIKM, YTO,
6e3yCNOBHO, HECET CYLIECTBEHHbIE PUCKM N5 X 6E30MacHOCTI B CBSA3K C 0bLe-
HMeM C He3HakoMbiMK NoabMu (Measeaesa, 2020, ¢.124).

Taknm 06pa3om, pe3ynsTaThl UCCNefoBaHMs NOKa3blBatoT, YTO NP 13yye-
HWUW akmu8sHoU Meduayuu UMMPOBO aKTUBHOCTM MAAALINX WKONbHUKOB BAXHO
aHanM3rpoBaTb He TOMbKO POAMUTENLCKIME CTPATEMMM, HO 1 TO, KaKyto POfb B 3TOM
NrparoT CUBANHIM 1 ApY3bs. OAHAKO AaHHbIN aCNeKT U3y4eH NoKa HeAOCTaTOYHO.
Kak nopyepkuatoT [hroH [3asuc u [lyrnac [hrenTtann (Davies & Gentile, 2012),
Ha BbIBOp NpeanoYUTaeMoro MAaAWNMY LIKOABHUKAMM KOHTEHTa HavyMHatoT
bonbliee BANSHWE OKa3blBaTb CBEPCTHNUKM, TOMAA KaK pOAUTeNsM CTaHOBUTCS
CNOXHee 3TO KOHTPONMPOBaTh. B nccneaoBaHmn MananeH flapmeHava 1 ee kon-
ner (Garmendia et al., 2012) 66110 OTMEYEHO, YTO POAUTENN B ICTOHUM NPEANO-
YNTaOT AeNerMpoBaTh NoCPeaHNYeCcTBO LUMMOPOBOWK MeamaLm CTapLunmM AETAM.

CTPATErMW POAUTENIbCKOIO KOHTPOS

AHann3 BONPOCOB, KOTOPble JAKOT NPeACTaBNEHME O HaNUYUKU NPaBus
1 OrpaHnyeHunin B Ucnonb3oBaHny getbMu LY, mokasan, 4To OHu nMetoTcs npu-
MEPHO Y MOMOBUHbI MEPBOKIACCHMKOB. Tak, 60 % NepBOKIACCHMKOB paccKkasann
0 Npasunax OTHOCKUTENbHO LMPPOBbLIX UMP; HTO e KacaeTcs MPoCcMoTpa B1Aeo-
KOHTeHTa, ToNbKO 45.5 % AeTelt OTMETUAN, YTO NPpaBua B X CEMbSX CYLLECTBYIOT.
OfHako, B OTBET Ha OTAENbHbI YTOYHSHOLMIA BONPOC, €CTb M BUAEO, KOTOPbIe
MM Henb3a CMOTPETb, 67.5 % NepBOKNACCHVKOB paccKasanyt O TOM, KaKue BUAEO
poAMTENV 3anpeLjatoT M CMOTPeTb. [laHHbIN pe3ynbTaT noKasbiBaeT, YTo npa-
BW/1a 1 OTPAHMYEHNS, YCTaHABNMBAEMbIE DOANUTENAMM, PA3NNYAIOTCA B 3aBUCH-
MOCTM OT BUfa 4esTeNbHOCTY: B ClyYae C LMPOBbIMU MTPaMu MEHbLLIE 3anpeToB
B OTHOLEHUW 1X COAEPHaHNs, HO DOMblUE CBA3aHbI CO BPEMEHEM, a B OTHOLUe-
HMV MPOCMOTPa BUAEOKOHTEHTa — HOoMblie 3anNpeToB CBA3aHO UMEHHO C UX
TEMaTUKOW ¥ COAEPKaHVEM.

TakumM 06pa3om, poanTeny 6onee NonoBKHbLI NEPBOKNACCHUKOB UCTONb-
3YIOT NPABU/IA U 02PAHUYEHUs NPU Meanalnn B3avMOAENCTBIS X feTel
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MAafLWero WKoAbHOro Bo3pacta ¢ LY, 4To cornacyetcs ¢ nonyyeHHsIMy paHee
pesynbraTamu Ha poccuinckoi Beibopke (CongatoBa, Tecnasckas, 2019, p. 20).
3T0 CBMAETENbCTBYET O COXPaHEHUM NONYASPHOCTY AaHHOW CTpaTernn cpeau
COBpPEMEHHbIX poauTeneil.

CAMOCTOSAITE/IbHOCTb MEPBOK/IACCHUKOB

Elle oaHa TeHAEHUMS, KOTopas NPOCNeXMBaeTCs NPy aHanmu3e cTpaTternii
POANTENbCKOW Meavaumi, CBs3aHa C 60bLWON CaMOCTOSTENBHOCTBIO AeTen
npv peweHnn 3agay, cBa3anHbix ¢ LY. Bbino yctaHoBneHO, Y4TO Yalle BCero
NepBOKNACCHUKN yCTaHaBNMBatoT Urpsl cebe camu (63.9 %), Toraa Kak TONbKO
y TPeTV NepBOKNACCHMKOB 3TO AenatoT poauTenu (35,1 %). 3ToT pesynstat
no3BOASET NPeAnoONOKNTb, YTO BONbWMUHCTBO POAMTENEN, CKopee, NCNOoMb-
3YOT CTpaTerun MOHUMOPUH2d, a He KOHTPONs UMMPOBOW aKTUBHOCTYM nep-
BOKNACCHWKOB.

Koraa e nepBOKNaCcCHMKaM YTO-TO HEMOHATHO B Urpe, 11bo Npu NpocMo-
Tpe BWAEO, OHM TaKkKe Yallle MblITatoTcst pa3obpaThcs camu (48.4 %), 4em obpa-
WATbCs K KOMY-TO 32 nomollbto (37.9 %). OTMeTMM, 4TO aHanu3 OTBETOB AeTel
O TOM, KaK MMEHHO OHM CaMU MbITAOTCS pPelnTb BO3HMKatOLME TPYAHOCTH,
FOBOPUT O AOCTAaTOYHO HM3KOM YPOBHE MX KOMMETEHTHOCTM (MPOBYIOT NPOCTO
BbIKMOYUTL/Nepe3arpy3nTb BUAEO UAW UFPY, UK XKe NepeKiodnTs Ha pyroe).
ITO NMoKa3bIBaeT HEOOXOAMMOCTb Hoslee aKTUBHOTO MPOCBELLEHNS 1 MOBbILLIEHNS
LUMDOPOBOI rPaMOTHOCT M NEPBOKNACCHMKOB.

B cnyyae TpyAHOCTEN NepPBOKIACCHUKM BCE e MAYT 3a NOMOLLbIO, B Nep-
BYIO O4epefib, K POANTENAM: €CIM YTO-TO HEMOHATHO NPW NPOCMOTPE BUAEO,
K HUM obpauatoTtes 75.0 %, K cubnntram — 23.2 %, k apy3bam — 10.7 % geten,
a B C/lydae BO3HUKHOBEHMSA TPYAHOCTEN Npu LMbPOBOI Urpe K poguTensm obpa-
watotes 44.0 %, kK cmbnmHram — 40.0 %, K apy3bsim — 24.0 %. [aHHble pe3ynb-
TaTbl NOATBEPXKAAIOT OTMEYEHHYIO BblLe TEHAEHUMIO: B C/ly4ae BMAEOKOHTEHTA
AETU Yallle 0bCYKAAIOT ero v 0bpallatoTCst 3a MOMOLLbIO K POANTENSM, TOTAa Kak
B C/ly4ae UMMPOBLIX Urp — YyTb Yalle K CMOvHraM 1 apy3bsm. BeposiTHo, poan-
TeNnu ABNSHOTCS Honee KOMMETEHTHbBIMY B BOMPOCax B3aUMOAENCTBUS C BUAEO-
KOHTEHTOM, TOra Kak Apy3bst U CUBAMHIM — B BOMpocax Undpobix Urp. Apy-
roe BO3MOXHOE 0ObACHEHME MOXKET 3aKto4aThCs B TOM, 4TO poanTenu bonee
HeraTVBHO OTHOCATCS K LMMPOBLIM UrpaM, CHUTas X BpeaHOK/6ecnone3Homn
[esTeNbHOCTHIO 1 60Mble NooWpPss MPOCMOTP BUAEO.
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Mpy 3TOM ToNbKO 5,0 % NepBOKNACCHUKOB CKa3anu, 4To 0bpaTaTcs 3a NOMO-
LWbt0, ECIVI TOCMOTPENV HTO-TO HEMPUATHOE MW NyratoLlee, TOrAa Kak oCTanbHble
AETV B NOAOOHON CUTYaUUM MbITaNUCh CNPaBUTLCS CO CBOVMYM NEPEXMBAHMSIMY
CaMOCTOSATeNbHO. AHaNW3 peaKLMii NepBOKIACCHMKOB, HONbLIWHCTBO M3 KOTOPbIX
BeCbMa He3perbl U He 3hdeKTMBHbI (MbITaTCSA 3aKPbITb NULIO PyKaMm, OOHATb
MSATKYH MUTPYLLKY), MOKa3bIBAET, YTO POANTENMN He OBCYKAaNV C HUMM CTpaTerum
noBefeHvs NPy CTONKHOBEHWN C TaKUMU LMD POBLIMU PUCKAMU.

B CBSI31 C 3TVIM BbICKaXeM NMPEeANoNoKeHne, 4To 60bINHCTBO poanTenel
B 60MbLIeN CTENEeHN NPUMEHSIOT CTPATerum MOHUMOPUH2A, @ He KOHTPONS UK
aKTMBHOW NOMOLLM B LMMPOBOM aKTMBHOCTM NEPBOKNACCHMKOB. HNU3KMIA ypo-
BeHb KOMMETEHTHOCTU NEePBOKIACCHNKOB B PELIEHV N BO3MOXHbIX TPYAHOCTEN
npu MCnonb3oBaHuK LY nokasbiBaeT HEOBXOAMMOCTb OCBOEHUS POAUTENSIMY
NepBOKNACCHVKOB TaKoW CTpaTervmn Kak obecneyeHue 6e3onacHocmu, YTobbl
3aWUTUTb AeTel OT UMGPOBbIX PUCKOB.

PA3/1M4MSA UMOPOBOI AKTUBHOCTU MA/TbYUKOB U AEBOYEK

AHan13 NooBbIX Pa3NMYMIA O3B0 COCTaBUTL NpeacTasieHmne ob oco-
HEHHOCTAX MCMOMb30BaHMs LIY coBpeMeHHbIMU ManbyKaMm 1 IeBOYKaMU B Nep-
BOM K/lacce. Tak, COBpeMeHHble MepBOKNacCHULbI Yalle UCnonb3yoT LY ans
CbeMKM OTO 1 BUAEO, YeM Manbiviki. OHK Yallle, YeM ManbYMKK, UrpatoT B Und-
POBbIE UTPbl TONBKO OAHM, M 3HAYMMO Yallle, YeM MasbyvKam, MoMOoratoT yCTa-
HaBAMBATb UIPbl CUOAMHIU. TTpY 3TOM €BOYKM 3HAUYMMO Yallle fensTcs Brevart-
NEeHNSIMU OT MPOCMOTPEHHbIX BUAEO C POANTENSMU, YEM MaNbUMKI. ManbunKm xe
B NepBOM Knacce 06natoT bonbliein CaMoCTOATeNbHOCTHIO BO B3aUMOAENCTBIM
¢ LIY: oHW Yalle, Yem AeBOYKM, Camy YCTaHaBAMBaOT/CKauMBatoT LUMdPOBbIE
MrPbl; NPEANPUHUMAIOT CaMOCTOSTENbHbIE MOMbBITKM YTO-TO UCMPaBUTh, KOraa
CTaNKMBaKTCS C TPYAHOCTAMU B LUMDPOBOIN 1rpe. ManbumKmn 3Ha4MMo Yatle,
Yyem AeBOYKM, TOBOPUM O TOM, YTO 0OPaLLanch 3a MOMOLLBIO K APY3bsiM, KOMia
YTO-TO He Nofy4aeTcs B UMhPOBOI Urpe.

[laHHble pe3ynsTaThl FOBOPAT O HEKOTOPOW MEHbLLIE CAMOCTOATENbHOCTH
[EBOYEK MO CPABHEHMIO C Manbymkamy 1 bonee aKTUBHON LMPPoBO Meama-
LMW NPU NCNONb30BaHWM UMK LY CO CTOPOHbI CEMbMU, HTO OTHACTU COMNacyeTcs
C pe3ynsraTaMun npeablayLmx nccnegosarmin (Talves & Kalmus, 2015; Wang et al.,
2023). Mpy 3TOM Mbl He BbISIBVIN PA3AMYMIA B TOM, KOMY POAVTENN CTaBAT bonbLie
OrpaHuYeHunii A Npasua B OTHOLWeHMK LY, kak BbI10 NoKasaHo B MCCneaoBaHUm
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Alrepbe n konner (Aierbe et al., 2019) B OTHOWEHUNU ManbYUKOB. [oNyYeHHble
pe3ynbTaThl NOATBEPHAAIOT U AOMONHSAIOT BbIBOfbLI O HANWUYMM MONOBLIX Pa3-
ANYKIA B cnonb3osaHun aetbmn LY (Cnacckas n gp., 2023; Wang et al., 2023),
noaYepKrBas HeobxoaMMOCTb yHeTa nona Npu U3y4eHnn Kak 0cobeHHoCTel
MCNONB30BaHMS MAAAWMMU LWKOMAbHUKaMM LY, TaK 1 pOAMTENbCKON MeanaLn
AaHHOro npouecca.

B Lenom npoBefaeHHoOe 1cciefoBaHue no3Bonnao pacllnpuTs TeopeTH-
Yeckue npeacTaBneHns 06 0cobeHHOCTIX MeamaLmn LMMPOBON aKTUBHOCTK
COBPEMEHHbIX MAAAWMX WKONbHWUKOB, M€ BaXXHO Y4MTbIBATb HE TONbKO POfb
poavTenel, Ho 1 CMBAMHIOB, a Takke CBEPCTHMKOB. Kpome Toro, monyveHHble
pe3ynsTaThl NO3BOASIOT CHOPMYNNPOBATL HECKONBKO MPaKTUYECKMX PEKOMEHA-
UMM ANs poamuTeneii CoBpeMeHHbIX NepBOKNACCHMKOB. Bo-nepBbIx, HE0OX0AMMO
aKTWUBHOE MPOCBeLleHNe eTel O BO3IMOXKHbIX LMAPPOBbLIX PUCKaX, CBS3aHHbIX
C NeaTenbHOCTbIO B VIHTepHeTe, 1 3cheKTMBHbBIX CNocobax coBaAaHNs C HUMMW.
Bo-BTOPbIX, HECMOTPSA Ha Kax)KyLLYCS CKOPOCTb OCBOEHMS MEPBOKNACCHMKaMM
LIY v nx caMoCTOATENbHOCTb, POAUTENSM BaXKHO 00yYaTh UX UMPPOBOI rpamoT-
HOCTW, YTO NpefnonaraeT 3HaKOMCTBO C Pa3IMYHbIMK KOMMbIOTEPHbBIMUW MPO-
rpaMmamMu 1 cnocobamm ncnonb3oBaHus LY. B-TpeTbux, poautensm xenatensHo
YYMTbIBaTb BO3PACTatoLLYO POb CUBAMHIOB 1 CBEPCTHUKOB B Meavaummn und-
POBOW aKTMBHOCTW NEPBOKIACCHUKOB, CTapasiCk ObITb B Kypce TOro, YTO 1€TK
COBMECTHO flen1atoT ¢ nomoulbto LY. AHan13 nonoBbix pasnuynii nokasasn, 4To
0coboe BHMMaHVe BaXHO NPOsSBUTb POANTENSM ManbYUKOB, MOCKObKY OHM
CKNOHHbI K 6OMblUEl CaMOCTOSATENBHOCTH B BbiGOpe NOTpebnseMoro KoHTeHTa
1 PelEeHNI BO3HMKAIOWIMX TPYAHOCTEN C MOMOLLbIO PY3€i, @ He poanTeneil.

OrPAHNYEHMSA

B naHHOM CTaTbe Mbl He YYUTbIBAAN MHOXECTBO (DaKTOPOB, BANSHIOLLMNX
Ha CTpaTernu PoOAUTENbCKOM MeamaLnn, CBA3aHHbIX C OCOOEHHOCTAMU Camux
pPOAUTENEN, TaKMX KaK MX BO3PaCT U CTeneHb BaaeHus LY, counoakoHomumye-
CKWI CTaTYC M ypOBeHb 0O6Pa30BaHKis, MX YCTAaHOBKYM MO OTHOLLEHMIO K LdPOBbLIM
ycTporicTeam v ap. (PygHosa v ap., 2023; Wang et al., 2023). Mbl, 0iHaKo, XoTenu
B3MNSHYTb Ha CMTYaLMIO B3aVIMOAECTBISA COBPEMEHHbIX NEPBOKAACCHNKOB C LIY
B LIE/IOM, @ He 13y4aTb 0COOEHHOCTIN POAUTENBCKOW MenaLmnm B 3aBUCMMOCTM
OT pa3NuyHbIx HaKToOpOB.
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OTMETVIM, YTO OCOBEHHOCTY UCMONBb30BaHMS LIY AeTbMY 13 pa3HbIX perno-
HoB Poccum (MockBbl 1 Pecnybnuku Caxa (IkyTurK)) Mbl He MHTepnpeTpoBany,
T. K. @aHan13 AanHbIx pa3nuynii NpeacTaBnseTcs oTaeNbHOW 3aaadeit, Tpebytollei
AONONHUTENBHOIO YrNybNeHHOro aHan3a CoLUMOKyNLTYPHbBIX OCODEHHOCTeN!
060MX pervioHoB.

3AKNHOYEHUE

Hanbonee ynoTpebnsemon ctpatervieit poaTenbCcKor meamaumm und-
POBOM aKTVIBHOCTM NEPBOKNACCHUKOB SIBASETCS UCMOb30BaHWe OrpaHnyeHni
1 NpaBun (X NpUMeHsaoT bonee NoNoBUHbI poanTenelt). Mpu 3ToM poanTeNsM
MI3AWMNX WKONBHUKOB HEOBXOAMMO HEOBXOAMMO MCMONB30BaTh TaKylo CTpa-
Terno Meamaumn, Kak obecnedeHue 6e30nacHocmu, KoTopast NofpasymMeBaerT,
4TO POAMTENM FOBOPSIT C 1€TbMI O TOM, KaK Ha[IIeKWT BeCTH cebs B ceTu, fatoT
COBETbI U y4aT NpaBuibHOMY NMOBEAEHWIO B Clly4ae CTONKHOBEHMS C TPyaHO-
CTSAMU ¥ Yrpo3amu: 3TO NOMOraeT 3almMTUTb eTei oT UMdpPoBbIX pUCKoB. B cay-
Yae C MNAAWMMK LWKONBHUKaMI CYLIeCTBEHHO 3HaHWe O TOM, KaK NoCTynaThb
NpY CTONKHOBEHWM C HENPUSTHBIM UV NYyralolM KOHTEHTOM, KaK 1 O pr1cKax,
CBsI3aHHbIX C B3aNMOENCTBMEM B PAMKax CETEBbIX UIP C HE3HAKOMbIMU MIO6MU.

epcneKTVBHbLIM MTOrOM peann30BaHHOMO HaMK UCCNEA0BAHVS SBNSIOTCS
NONYYEHHbIE aHHbIE O 3HAYMMOW POAN CBEPCTHUKOB 1 CHBAUHIOB B CTpaTerusx
NOAAEPKKM LMEDPOBOIN aKTMBHOCTM NEPBOKNACCHWKOB: COBPEMEHHbIE AeTH
AOCTaTO4HO YaCTo OOPALLAIOTCS K CUOANHIAM UK [PY3bsSiM 38 MOMOLLBIO B C/Y-
4ae BO3HMKHOBEHWS TPYAHOCTEN B LMGPOBBIX UTPax, a TaKKe akTUBHO fendTcs
C Apy3bSAMUM BNeYaTneHnsaMmn 06 yBMAEHHOM KOHTEHTE UV NepexmnToM B Lnd-
POBbIX Urpax. [1py 3TOM POAUTENNM YHACTBYIOT B aKTMBHOW MeAMaLMmM TONbKO
y TPEeTU 1AM NONOBKHbI MEPBOKAACCHUKOB B 3aBMCUMOCTY OT BiAa AeSTENbHO-
€TV ¢ nomolbio LIY. laHHbIA pe3ynsTaT nokasbiBaeT yHeHbIM WU MPaKTUKYOLWMM
cneuvanucTam, 3aHNMMaWUMUCS U3yYeHeM MearaLm, YTO BaXHO 1U3y4aTb
He TObKO CTpaTerun poamuTeNbCKOV MeAMAaLMK, HO 1 POb CUBANHIOB U ApYy3eit
B MCMONb30BaHMK LIY MaaammMm WKoNbHUKaMMU.

HaKOHeLl,, npoBefAeHHOe NCC1eoBaHke BbidBMIO pa3inyna B MCNOMb30-
BaHNW |_||y Manb4MKaMn 1 eBOYKaMK, YTO MOKa3blBa€T 3HA4MMOCTb y4eTa Nnofa
npw CoCTaBneHnn peKOMeH,D,aLI'I/IM nnpoBedeHnmn I'IpOCbI/IJ'IaKTI/IHeCKOV\ nnpocee-
TUTENbCKOM pa6OTbI C MAagWmmMn LWKONbHWKaMN.
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0.B. Anma3oBa — obliee pyKOBOACTBO, MaTeMaTUYeCKuUiA aHanv3 1 nop-
rOTOBKa TEKCTa.

[.A. ByxaneHkoBa — pa3paboTka Npobnembl MCcnefoBaHus U MOAroTOBKa
TeKCTa.

E.A. YnumHuHa — pa3paboTra npobnembl UccnenoBaHus.

Bce aBTOpPbI CTaTbW y4aCTBOBaIN B o6cy>+<,qu|/l|/l MoNy4YeHHbIX nccnenoBa-
TENbCKNX PE3YNbTAaTOB M MOATOTOBKE MTOMOBOIO BaphaHTa TeKCTa.
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Russian classical music

on foreign radio: Script verification
in an Orpheus (Moscow)—

Sonora (Jakarta) collaboration*

Abstract. The article examines the text content of musical radio
programmes. Since December 2023 Radio Sonora (Jakarta) has been
broadcasting a series titled Classic Nite. All materials for its production are
provided by Radio Orpheus (Moscow). Work on this experimental creative
platform, a format new for Indonesia, has sparked theoretical discussions
as practical challenges were navigated.

Today radio scholars focus mostly on the style of presenting the broadcasted
material. While the reliability of the accessed information remains beyond
the scope of discussion, an analysis of the textual content accompanying
radio playlists allows to identify issues that are typical of the music
community as a whole. Among these is the discrepancy between the

@ * Translated by Elena N. Ovsyannikova, Russian State Musical TV and Radio Center.
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availability of Russian academic repertoire on the global music market and
the dearth of substantial publications dedicated to the histories behind
these compositions on English-language platforms.

Comparison of materials posted on websites of foreign radio stations,
symphony orchestras and concert associations reveal inconsistencies in
the transliteration of Russian names and a lack of standardized practices for
translating musical piece titles. Certain errors even risk distorting historical
facts.

This problem could be eliminated through the development of domestic
resources. However, Russian cultural institutions rarely integrate a Library
of Personalities section into the English versions of their websites.
As a commendable alternative, informal groups uniting passionate
enthusiasts—musicologists and translators—with a shared interests in
Russian music bolster international scientific cooperation, while also
contributing to attracting a wider audience to musical arts.

Keywords: radio, classical music, Orpheus, programme, international
project, Internet, Indonesia, Sonora, Nikolai Rimsky-Korsakov
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LiBeTkoBcKas T.A. PyccKas My3biKanbHas Knaccrika Ha 3apybexxHoM paawo.
Bepudrikaums TEKCTOBOrO KOHTEHTa (Ha MpriMepe COBMECTHOrO NpoeKTa
pagvocTaHumin «Opdeli», MockBa, 1 «Sonorax, [bxkaxkapTa) // Hayka Tene-
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Pycckast My3blKanbHas Knaccuka

Ha 3apybexHoOM paano. Bepndrkaums
TEeKCTOBOrO KOHTEHTa (Ha npumepe
COBMECTHOIO NPOeKTa paAnoCTaHLM
«Open», MockBa, 1 «Sonora,
[xakapTa)

AHHoTaums. CTaTbs NOCBSLLEHa TEMe COAepXKaTeNbHOro HamnoaHeHns
MYy3blKanbHbIX paguonporpamm. C gekabps 2023 roga paguo «Sonora»
([bxakapTa) TpaHCAMPYET UMK «Bevep Knaccukun» (OpurimHanbHoe Hasga-
Hue nporpammbl — «Classic Nite Berkolaborasi dengan Radio Orpheus
Rusia»). 3ByKOBOI 1 TEKCTOBbIV KOHTEHT [/ €10 CO3AaHus NpefocTaBnseT
papvo «Opden» (Mockga). PaboTa Hag HOBbIM Ans IHAOHe3MM hopmaToMm
Bbina 3agymMaHa Kak sKCcnepuMeHTansHas TBopyeckas nnowagka. OpHo-
BPEMEHHO B XOfe PelleHs MPaKTUYeCcKnx 3aay BbIKpUCTanIn3oBanach
TeopeTuyeckas npobnematnka. CNOKHOCTY, BO3HUKLINE B XOfie Bepudu-
KaLmMy CLeHapHOM YacTy NporpaMmsl, ONpPeAenunv pakypc HacTosLLero
MccnefoBaHus.

CerofHs MHTepec TEOPETUKOB MeAra COCPEROTOYEH Ha CTUe Nofadu
3vpHoro matepurana. CteneHb 4OCTOBEPHOCTM UCNONb30BAHHOM MHMOP-
MaluKM OCTaeTCs 3a paMKamu 00CyKaeHVs. Mexay TeM, n3ydeHne TeKCTo-
BOr0 KOHTEHTA, CONPOBOXAAOWErO MNENNNCTLI pafnMoCTaHUMIA, MO3BONSET
BbISIBUTb NPOOAEMbI, XapaKTEPHbIE /1 My3bIKa/bHOTO COOOLECTBA B LIENIOM.
B vx yncne — npoTmBopeyne Mexay OTHOCUTENbHOW AOCTYNMHOCTBIO pyC-
CKOrO akafgeMM4yecKoro penepTtyapa Ha MUPOBOM PbIHKE 3BYKO3aMmUcH
1 0edUUMTOM Cepbe3HbIX NyDAUKALMIA, MOCBSLEHHbBIX MICTOPUM CO34aHNS
3TUX COMMHEHMIA, B MPOCTPAHCTBE aHMosA3bl4HOrO MHTepHeTa. CpaBHe-
HVe MaTepranoB, Pa3MeLLeHHbIX Ha CalTax 3apybeXxHbIX pagnoCTaHuUmMi,
CUMOHNYECKNX OPKECTPOB, KOHUEPTHbIX 06bEANHEHWIA, AEMOHCTPUPYET
Pa3HOUTEHNMS B TPAHCAMUTEPALIMMN PYCCKUX MMEH U OTCYTCTBME ObLLenprHs-
ThIX CTaHAAPTOB NPK NepeBoae Ha3BaHWM My3bIKabHbIX COYMHEHNIA. Psg
OWNOOK MOXHO TPAKTOBATb KaK MCKaXEHNE CTOPUYECKNX (DaKTOB.

0O603Ha4YeHHy Npobaemy MOXKHO HbIN0 Obl YCTPaHUTL 3a CYeT pa3Bu-
TUS OTeYeCTBeHHbIX pecypcoB. OfHAKO POCCHIACKNE YUPEXAEHNS Ky/lb-
TYpbl PEAKO BKOYAOT B @HINONA3bIYHbIE BEPCUYM CBOMX CAUTOB pa3fen
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«brbnuoTteka nepcoH». MNepcneKkTUBHOM 30eCh anbTePHaTVBOMN ABNAIOTCS
HedhopMansHble OpraHmn3aumnm, 06benHIIoLLMe IHTY31ACTOB — My3blKOBE-
[10B 1 NepeBo/I4MKOB, B Chepy MHTEPECOB KOTOPbIX BXOAMT PYCCKas My3blKa.
VX 0eATeNbHOCTb He TONBKO YKPenISeT MeX/AyHapogHoe HayYHOe COTPY/-
HWUYeCTBO, HO MOMOraeT B pelleHnn NPUKIafHbIX 3aAa4 No PacliMpeHito
ayAMTOPUN My3bIKaNbHOO UCKYCCTBA.

KntoyeBble cNoBa: My3bikanbHoe paano, «Opdeit», paaronporpamma,
nnennunct, ayano, ViHtepHet, MiHaoHe3uns, H.A. Pumckmii-Kopcakos

INTRODUCTION

Apart from basic biographies, Rimsky is as badly served online as he is by
our orchestras and opera houses.

—Tom Service, Rimsky-Korsakov: the forgotten centenary, The Guardian,
October 20, 2008

Long gone are the days when scientists addressed their audiences exclu-
sively from university chairs. As art critic Lyubov Kupets rightly noted, today sci-
entists have to take into account the fact that the text, audio and media content
posted on the Internet creates the dominant worldview for the mass audience
(Kupets, 2024, p. 190). At first glance, it is not difficult to navigate on your own, but
in fact, the help of a specialist is not superfluous.

The New York Times authors Zachary Woolfe and Alex Ross, although doubt-
ing the indisputable authority of the musical critic in the era of digital culture, still
believe that the need in informed discussion will never disappear (Woolfe & Ross,
2021, p. 48). The renowned mass communications expert Joseph Turow supports
the same point of view. He explains the growing popularity of online publications
by the natural urge to discuss the current situation and, probably, get reasonable
advice. When people try to find reasons why things are happening, they are look-
ing for interpretation (Turow, 2019, p. 15).

The importance of professional competence is also highlighted by Leah
Broad, a historian of music, TV and radio programme hostess. To her mind,
public reassessment of classical music does not necessarily involve partic-
ipation of the scientific elite in the process. Nevertheless, deep knowledge
of the subject matter, alongside with the experience, allow musicologists to
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make a valuable contribution to the discussion regarding the ways of attracting
new audiences, reconsidering the musical canon and the concert culture. The
most important thing here is to do it in the most delicate and correct manner
(Broad, 2024, p. 79).

For classical music radio, the problem of accessible presentation of serious
music remains a foundation stone. Although the basis of the contemporary radio
‘portrait’ is music (Service, 2021, p. 150), verbal canvas is equally important. It is
not surprising that the musicologist Chris Dromey, who considers radio as “pub-
lic-musicological artefacts”, urges to pay attention to the “framing” language of
radio programmes, reviews, podcasts and even humorous pocket-size guidebooks
(Bluffer’s Guides) (Dromey, 2018, p. 183).

The style of broadcasting, being an integral part of the programme policy,
depends on the type of the target audience for a particular radio station (Tsvet-
kovskaya, 2020b, pp. 116-117). As regards the facts presented to the listener, the level
of their reliability remains outside the scope of discussion. Meanwhile, the analysis
of the texts accompanying playlists of different radio stations sometimes reveals
unexpected results, bringing to the forefront the topic of verification of materials.

According to the hypothesis put forward by the author of this article, a sig-
nificant part of the foreign audience that listens to classical music has rather
a superficial, if not even distorted ideas regarding pieces of music written by Rus-
sian composers due to the fact that coverage of this topic in the English language
mass media suffers from a number of shortcomings. Consequently, while prepar-
ing international radio projects, special attention should be paid to the quality of
the sources of information being used and their correct interpretation. The pur-
pose of this article is to reveal the most common mistakes and to suggest effective
ways of troubleshooting them.

The Classic Nite cycle, created by the Indonesian Radio Sonora in collabo-
ration with the Russian Radio Orpheus, was chosen as the starting point of this
study for a number of reasons. First of all, long-term partnership is quite a rare
phenomenon in the modern world. Secondly, the author of these words joined
the project team at the very initial stage of its preparation. Thirdly, the project’s
theme, Russian classical music, provided ample opportunities to test the hypoth-
esis outlined above.

Although all the materials used in the article were collected in the course
of solving practical problems, the significant volume and great variety of these
materials revealed a theoretical problem important for the professional commu-
nity. Finally, in the process of cooperation, additional information was received
from our foreign colleagues, radio journalists, that was valuable both in terms of
exchanging experience and expanding intercultural horizons.
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WESTERN CLASSICAL MUSIC IN INDONESIA

It should be noted that until recently, Radio Orpheus did not have close part-
nerships with the countries of Southeast Asia. Meanwhile, the ways of presenting
and perception of Western classics have their own peculiarities here.

We can divide the waves of penetration of classical music to Indonesia into
two periods: the colonial one (approximately from 1830 to 1945) and the post-co-
lonial (from 1945 until now). Music historian Aniarani Andita in his large-scale
research devoted to analysis of presence of western musical tradition in Indone-
sia mentions some interesting facts which refer to Russian culture. One of them
is that at the beginning of 1920s in Bandung toured at least two Russian opera
troupes. Apart from varied Italian and French opera repertoire, they performed
Boris Godunov by Mussorgsky (Andita, 2022, p. 73). Among the Russian names
mentioned in the concert programmes of that period there were dancer Thamara
Swirskaya, violinist Mischa Elman, pianist Alexander Sklarevsky and opera singer
Arsenis Kirilloff (Andita, 2022, p. 69).

Names of Russian musicians also remained in history of teaching music in
Indonesia. The first western-style music school Sekolah Musik Indonesia was set
up in 1952 in Yogyakarta, and among its teachers there was Russian cellist and
conductor Nikolai Varvolomeyef.

As regards broadcasting of classical music, certain steps in this direction
were made as long ago as in 1930s, when radio station NIROM (Nederlandsch-In-
dische Radio-Omroep Maatschappi) which was based in Jakarta and belonged to
Dutch East Indies Radio Broadcasting Company established its own orchestra. In
1948 the Dutch conductor Yvon Baarspul founded Radio Philharmonic Orchestra.
The records made by it were broadcast by the national radio station RRI (Radio
Republic Indonesia). In 1950 RRI got its own ensemble—Orkes Radio Jakarta
(Andita, 2022, p. 59).

After the country gained independence, Western European music gradually
disappeared from radio broadcasting, although it remained in concert practice.!
At the same time, a classical music concert is still perceived by the Indonesian
audience as part of a large and prestigious event—“a music performance associ-
ated with luxury and elegance” (Yasril et al., 2023). Thus, the classical music niche
turned out to be vacant by the time Classic Nite programme appeared on the air.
Now it is filled with Russian academic music.

At the very start of the project the algorithm for preparation of programme

materials was developed. The descriptive part included the author’s name, the title
of the piece of music or part of it, names of performers, timing of the track and text

! Today there are around 20 professional chamber and symphony orchestras in Indonesia.
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comments. Initially they contained the most basic information (years of the com-
poser’s life, time and reason for creating this particular piece of music; date, venue
and first performers of the piece). However, transition to monographic programmes
required expanding of the script part—now it includes detailed biographical notes.

In order to simplify technological aspects of production of the programme
and avoid double translation (from Russian into English and then from English
into Indonesian) it was decided to prepare all the content in the English language.
At the initial stage of preparation we found out that the amount of the Internet
resources containing information about Russian music in the Indonesian language
was limited by Wikipedia, one page of the portal Russia Beyond (Guzeva, 2024) and
a short article, Russian Composers’ Influence on the World Opera Art, devoted to the
American singer, soprano Jennifer Larmore (Andrews, 2023). Due to this reason
we decided that it would be more logical to refer to rewriting of English-language
texts while preparing track descriptions. Sadly, there were unexpectedly few suit-
able materials in free access.

So far more than fifty one-hour programmes have been prepared and broad-
cast within the frames of the Classic Nite cycle.? They were dedicated to Glinka,
Dargomyzhsky, Balakirev, Mussorgsky, Borodin, Anton Rubinstein, Tchaikovsky,
Kalinnikov, Arensky, Glazunov, Lyadov, Scriabin, Mosolov, Deshevov. Some of the
musicians were devoted several programmes. In spite of different degree of pop-
ularity of the composers, we faced rather similar problems in preparation of the
programmes. To illustrate these problems in detail, the author of this journal arti-
cle chose Nikolai Andreyevich Rimsky-Korsakov as an example.

PRESENTATION OF RUSSIAN MUSIC ON THE ENGLISH-LANGUAGE WEBSITES

The issue of the small number of translations of works written by Russian
scientists into the English language has been repeatedly raised in Russian music
science. According to Tatiana Naumenko (Naumenko, 2020, p. 200), in contrast
with Russian music, Russian musicology has not yet overcome a large number of
barriers that lie on the way of its promotion to the western reader. However, the
range of research devoted to works of Russian composers is expanding constantly
due to appearance of new publications by researchers of Russian music, including
those of Russian origin.

2 The changes in the Radio Sonora programming also affected the Classic Nite programme:
since September 2024 an extra hour was added to the playlist.
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Thus, in recent years the scope of English-language publications devoted to
Rimsky-Korsakov has been supplemented by the works of Larisa Jackson (Jack-
son, 2022), John Nelson (Nelson, 2022) and the collection Rimsky-Korsakov and His
World containing articles by M. Frolova-Walker, A. Issiyeva, S. Morrison, Y. Timofeev,
0. Panteleeva, L. Botstein and others (Frolova-Walker, 2018). These publications,
addressed mostly to specialists, demonstrate the desire to discover different facets
of Rimsky-Korsakov’s creative heritage and, at the same time, to provide “a new
instrument for understanding a larger musical landscape known as Russian musi-
cal style” (Jackson, 2022, pp. IX-X).

Nevertheless, no matter how interesting and diverse the topics covered in
these works are, it would be naive to assume their rapid effect on growing pop-
ularity of Rimsky-Korsakov’s music among western audiences. Playlists of most
radio stations, as well as programmes of symphony music concerts, are still limited
to Scheherazade and The Flight of the Bumblebee, which are at the top of the list
of compositions that Richard Taruskin classified as super-popular (literally “over-
played”) (Frolova-Walker, 2018, p. VIII).

However, it is necessary to note the variety of performing interpretations pre-
sented on the radio. The British radio station Classic FM gives preference to Seattle
Symphony Orchestra (conductor Gerald Schwarz). The German WDR 3 broadcasts
Scheherazade performed by the orchestra Anima Eterna conducted by Jos van
Immerseel. WNED-FM (the USA) uses the recording made by the Royal Concertge-
bouw Orchestra (conductor Riccardo Chailly). On the Turkish TRT Radio 3 Classic
they broadcast even two recordings of the suite—performed by Radio Symphony
Orchestra Ljubljana (conductor Anton Nanut) and Berlin Philharmonic Orchestra
conducted by Herbert von Karajan.

While neither the quality of the recordings nor the level of skills of the
famous ensembles raise any questions, the content of the on-air texts accompa-
nying the music tracks sometimes does not hold up to any criticism. For instance,
the commentators from WHED-FM associate appearance of Scheherazade with
participation of the young midshipman Rimsky-Korsakov in the Russian military
expedition to the shores of North America, precisely with his journey to Niagara
Falls. The authors seem to neglect the fact that Scheherazade was written a quar-
ter of a century after the events described above. According to them, it was exactly

“his visit to the States that helped to fashion his liberal views that would set him
[Rimsky-Korsakov] apart from most of his Russian contemporaries for the rest of
his life” (Buffalo Toronto Public Media, n.d.).

The London radio station Classic FM “sets the mood” with the most pop-

ular quotation among the Western public, borrowed from the New York news-
paper Musical Courier published on October 27, 1897: “Rimsky-Korsakov—what
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a namel It suggests fierce whiskers stained with vodka” (Classic FM, n.d.). For fur-
ther acquaintance with the composer’s work, a list of popular videos is attached:
“A horn player fell asleep in the middle of the concert and we are in awe,” “This
conductor has just started plain yelling in the middle of Scheherazade,” “9-year-
old plays Flight of the Bumblebee at 210 bpm without breaking a sweat,” “Flight
of the Bumblebee on 101 bottles is totally nuts” (Classic FM, n.d.).

Definitely, we should keep in mind that the tasks of radio do not include
replications of biographies of great composers. Moreover, formally not being an
educational resource, modern music radio is critical of “musicology on the air™
and tries not to overload the listener with intellectual work (Tsvetkovskaya, 2020a,
p. 910). However, concert societies and symphony orchestras handle information
just as freely. Realizing the fact that “the publicis less interested in a composer who
is a family man with a successful career and a long and healthy existence” (Frolo-
va-Walker, 2018, p. IX) makes us look for “dirt” in music. Thus, analyzing Schehe-
razade, The Houston Symphony’s author Calvin Dotsey makes a stop at the virtu-
0s0 passage in the third movement of the suite—the one which once provoked the
rather prudish English press to debate whether figure in the clarinet depicts kisses.
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Fig. 1. N. Rimsky-Korsakov. Scheherazade, a fragment of the score

According to Dotsey, it explains “why Rimsky-Korsakov was hesitant to pro-
vide too much detail about his sources of his inspiration” (Dotsey, 2017). As regards
the composer’s biography, it is usually presented in a confused and fragmentary
way. For instance, Classical Music Daily online magazine covers Rimsky-Korsa-
kov’s entire life journey just in few lines, ending up with the statement that start-
ing “from around 1890, Rimsky-Korsakov began to suffer from angina, and in 1905
he sided with conservatory students who took part in the February Revolution*
and was (temporarily) removed from his appointment. His work was also banned
by the police. The stress from this episode accelerated his illness, and he died in
Lyubensk on 21 June 19087 (Classical Music Daily, n.d.).

3 So, radio hosts try to avoid mentioning historical dates, which make the text of the programme
heavier.

* The First Russian Revolution of 1905 is confused in the text with the February Revolution of
1917.

° The dates of the composers’ lives are usually given according to the New Style Calendar, which
does not exclude dating according to the Old Style Calendar without additional clarifications.
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It seems that such mistakes could have been easily avoided by means of pro-
moting domestic information platforms. However, Russian cultural institutions rarely
include Personalities Library section in the English-language versions of their web-
sites. Useful information for the Classic Nite project (first of all, well-established trans-
lation versions of the titles of the compositions) was obtained on the website of the
Melodia company thanks to the booklets of its products placed in the public domain.

It would be fair to note that although the English version of the St. Peters-
burg Conservatory website does not contain a separate section devoted to
Rimsky-Korsakov whose name the Conservatory bears, a small fragment dedi-
cated to his teaching activities is included in the article entitled Alma Mater by
Leonid Gakkel (Gakkel, n.d.). Meanwhile, in the archive section referring to activ-
ities of the Rubinstein Museum of the Moscow Conservatory website, there is
a page devoted to Rimsky-Korsakov. However, according to the site editor Ivan
Starostin, this archive section may be deleted in the near future (response to T. Tsv-
etkovskaya’s request of 30 July 2024).

Practically the only available high-quality online resource in English that
contains detailed information about some of the Russian composers, including
Rimsky-Korsakov, is the Tchaikovsky Research portal (Tchaikovsky Research, n.d.).
The materials placed on it are of undoubted interest not for specialists only,® but
forordinary listeners as well. In addition to being informative, all publications on it
are distinguished by the absolute accuracy of the information provided, attention
to detail and clarity of reasoning when choosing the translation version.

According to the founder and editor-in-chief of Tchaikovsky Research Brett
Langston, the authors of the site are scientists from Russia, Great Britain, Germany
and the USA. In his email to the author of this article, Langston shared the follow-
ing point: “While in Russia you are fortunate to have, amongst other things, com-
plete editions of Tchaikovsky’s letters, diaries and literary works—very little of this
was available in English. His newspaper review articles on music were completely
unknown, for example, and the existing translations of his diaries, and just small
selections of his correspondence, were not always accurate or reliable.”” Currently,
due to the efforts of enthusiasts, more than 75 % of Tchaikovsky’s letters (more
than 4,000 in total), as well as his articles and individual diary entries, have been
translated into English. It is worth mentioning that Tchaikovsky Research is a non-
profit project. “This is purely labour of love, in order to help others to fully appre-
ciate Tchaikovsky’s remarkable musical legacy!™®

® Among the materials of value to researchers of Russian music are 18 letters from Tchaikovsky
to Rimsky-Korsakov, all of which have been translated into English on this website.

" Email from B. Langston to T. Tsvetkovskaya of 8 August 2024

& Email from B. Langston to T. Tsvetkovskaya of 8 August 2024
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CONCLUSION

Having analyzed the available materials, we reached a conclusion that there
is serious shortage of high-quantity resources devoted to Russian classical music
in the English segment of the Internet. Poor orientation in the “Russian theme” is
also typical of the programme product of western music radio stations. Trying to
engage the listener in a relaxed manner, programme authors do not only arbi-
trarily interpret the biographies of composers, but also distort some historical
facts. Given the high level of audience trust in large media, unverified information
quickly spreads and takes root in public consciousness.

A similar trend is typical of concert practice. Even in case of those Russian
composers whose names are known to the western audience, perception of their
work is limited to a few opuses. It is exactly the “super-popular” compositions that
become the subject of discussion in the effort to prove that a lucky stage destiny
is inevitably connected with acquiring curious details over time.

To solve the problems mentioned above, certain steps can be made. Despite
some objective difficulties connected with preparation, posting and updating con-
tent, Russian cultural institutions should consider expanding the English-language
versions of their official sites, namely the Library of Personalities sections. Equally
important are private educational initiatives. Students of Music theory faculties
can be attracted to this work. Experience of writing popular science texts can prove
to be really useful for them.

Russian musical art promotion can be also realized through extensive infor-
mational, scientific and research support of large-scale classical music projects. An
example is the multimedia project Russian Composers’ Heritage Revival, which has
been implemented by Radio Orpheus for ten years with the support of the Unipro
company.

The problems raised in the article refer, first of all, to contemporary music
journalism, but, according to the author of these words, their solution in the con-
text of strengthening of the cultural image of the country, is no less important than
promotion of academic music science.
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BBEAEHUE

3a UcKNYeHreM OCHOBHbIX Brorpacdudeckmnx
cBefeHuit, Pumcknin-Kopcakos npeacrtasneH
B VIHTepHeTe CTONb Xe NNOX0, KaK B HalIMX OpKe-
CTpax 1 OMepHbIX TeaTpax.

Tom CepBUC, My3blKanbHbIA KpUTKK The Guardian®

[laBHO npowwnu BpemeHa, Koraa nnowagKon Ans BeiCTYNAeHU Y4eHOoro
CRYXKUNA UCKMONNTENBHO YHUBEPCUTETCKas Kadenpa. Kak cnpaBennmso 3ame-
YaeT ucKyccTeoses /10608b Kynel, cerofHs NpuxoauTCs CHMTATLCS C TeM, YTO
TEKCTOBBIN, ayAn0- 1 MEANAKOHTEHT, pa3MeLleHHbIV B IHTepHeTe, co3aaeT ans
ayAUTOPUN AOMUHAHTHYIO KapTUHY Mupa (Kynew, 2024, ¢. 190). Ha nepBbiii B3rnsg,
B HEM JIErKO COPMEHTMPOBATLCS CAMOCTOSTENBHO, OAHAKO Ha Ae/e MOMOLLb IKC-
nepTa OKa3blBAETCS He NNLWHEN.

KoHTpurbbtoTophkl «The New York Times» 3axapu Bynd n Anekc Pocc, xoTb
1 OCNapuBatoT He3blbeMblid aBTOPUTET My3bIKaNbHOTO KPUTKKA B 3MOXY LUnd-
POBOW KyNbTYpbl, CYUTAIOT, YTO NOTPEOHOCTL B NPOheccroHanbHoM oLeHKe
He ncyesHeT (Woolfe, Ross, 2021, p. 48). CneunanncT B 061aCTV MacCOBbIX KOMMY-
HUKaunii [hrosed TypoB NpUaAepKMBAETCS aHANOrMYHOM TOYKM 3peHns. OH 06b-
ACHSAET PACTYLLYIO NOMNYSPHOCTb CETEBbIX M3AaHNi eCTeCTBEHHbIM XenaHneM
06CyANTb TEKYLLYIO CUTYALMIO 1, BO3MOXHO, MONYYUTh AefbHbIl coBeT. «Koraa
NOAM NbITAOTCS HAWTU NPUUKHbI MTPOUCXOASLIErO, OHUN ULLYT MHTEPNpeTaLmnto»
(Turow, 2019, p. 15).

BaxHOCTb NpodeccnoHanbHbix KOMNETEHUMA NOAYEPKUBAET 1 UCTOPUK
MY3bIKW, Tene- v pagnoseaylas /us bpoya. Mo ee MHeHWMO, 0blecTBeHHas
«nepeoLeHKa» KNaccuyeckom My3biKi MPOUCXOAMT HE3aBUCKHMO OT y4acTus
B 3TOM Mpoliecce npefctaBuTeneit Hay4Hoh annTsl. OfHaKo rMybokmne 3HaHKs
1 OMbIT NO3BONSIOT My3bIKOBEAAM BHECTW 3HAUMMBIN BKA[ B IMCKYCCUIO O TOM,
KaK NpviBieYb HOBYIO ayAMTOPUIO, MEPEOCMbICIUTb KAHOH U KOHLEPTHYO Ky/b-
Typy. [NaBHoe e — c1enaTh 3TO MakCManbHO A€NVKaTHO 1 KoppekTHO (Broad,
2024, p. 79).

Ans paguocdopmata classical npobnema nerkoit 1 4OCTYNHOM nofaym
Cepbe3HO My3bIKV OCTAETCS KpaeyroNbHOW. XOTs B OCHOBE MefMIHOro MMumpKa
pafMoCTaHUMN NEXUT My3biKanbHbIM pag (Service, 2021, p. 150), He MeHee
BaXXHOW OKa3blBaeTCs «CNOBecHas KaHBa». HecnyvyalHo My3bikosen Kpuc
Opomu, Npuyncnas pagmo K «aptedaktam NpuKNafHOro My3blKoBeaeHWs»

! Tom Service, Rimsky-Korsakov: the forgotten centenary, The Guardian, October 20, 2008
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(public-musicological artefacts), npu3siBaeT 06paTUTh BHUMaHWE Ha «0bpam-
NFOWMA» MY3bIKY 93bIK PAANMONPOrpaMM, aHHOTaUM K dunbMam, peueHsuni,
NOAKACTOB 1 fae IOMOPUCTUYECKNX KapMaHHbIx nyTesoanTenen (Bluffer’s
Guides) (Dromey, 2018, p. 183).

CTunb paboTsl B 3Mpe 3aBUCUT OT XapaKTePUCTMK ayanTopum, Ha KOTo-
PYIO OPUEHTUPYETCSH KOHKpEeTHas paanocTaHums (LiBeTkoBckas, 2020b, c. 116-
117). YTO KacaeTca NpefocTaBAseMon caywaTtento MHdopMaLmn, ypoBeHs ee
[OCTOBEPHOCTY OCTAeTCs 3a PaMKaMu 06CyKaeHUs. Mexay Tem, 13yyeHune Tek-
CTOB, COMPOBOXAAIOWMX MAEAANCTLI My3bIKanbHbIX PagMOCTaHUMIA, MPUBOAUT
NOpPOW K HEOXMAAHHBIM pe3ynbTaTam, 0bHaxas npobnemy BepudmKammn mate-
pvanos.

CornacHo BbIABUraeMol rmnoTese, 3HauuTenbHas 4acTb 3apybexHOM
ayANTOPUM KNACCUYECKON MY3bIKM MMeeT BECbMa MOBEPXHOCTHOE, @ MOPOi flaxe
NCKaXXeHHOe NpefcTaBAeHne 0 TBOPYECTBE PYCCKMX KOMMO3MTOPOB, MOCKObKY
OCBelleHMe 3TON TeMbl B aHMM0s3bl4HbIX CMW CTpagaeT psiaoM HEAOCTATKOB.
COOTBETCTBEHHO, MPK NOATOTOBKE MEXAYHAPO/AHbIX PaAVONPOEKTOB, MOCBSLLEH-
HbIX PYCCKOW Knaccuke, cnefyeT yaensTb 0coboe BHYMaHMe KaqecTBY UCNOb3y-
EMbIX MCTOYHWKOB U UX KOPPEKTHOM MHTepnpeTaumu. Lienb cTaTen — BbIIBUTL
TUMUYHbIE OLWIMOKIN 1 NPEeaNOXUTL 3DPEKTUBHbIE CMOCOOLI UX YCTPaHEHMS.

Linkn «Classic Nite» (@Hmn. — «Beyuep knaccukm»), Co3aaBaemblii MHAOHE3M -
CKOW pagunocTaHumen «Sonora» B COAPYXeCTBE C POCCUCKMM paano «Opdeit»,
6b11 BbIOPAH B Ka4ecTBe OTMPaBHOM TOYKW HACTOSLLEro NCCeAoBaHWs No psiay
NpWYnH. Bo-nepBbix, LONrOCPOYHbIE MAPTHEPCKME MHULMATUBb — pefKoe siBfe-
HYe B YCIOBYSX COBPEMEHHOTO M1pPa. BO-BTOPbIX, aBTOP AaHHOW CTaTbW NMOAKIO-
4MICS K KOMaH/le NPOeKTa ele Ha 3Tarne ero NoAroToBKW. B-TpeTbux, TemaTunka
UMKNa — pyccKas Knaccuyeckas My3bika — OTKPbIBaa WMPOKME BO3MOXHOCTH
4151 NPOBEPKN 0603HAYEHHOM BbILIE FUNOTE3SbI.

XOTS BCe MCMOJb30BaHHbIe B CTaTbe MaTepuanbl Oblnu CO6paHbI B Xoge
pelleHns MpaKTUYecKyx 3a4ay, x oo6beM 1 MHOroobpasue NoO3BOANAN OCO3-
HaTb TEOPETUYECKYIO MPOBAEMY, BaXHYIO ANs NPO(eCCMOHanbHOro cooblue-
CTBa B LjenoM. HakoHel, B npouecce paboTbl Hag MPOEKTOM OT 3apybexHbIx
Konner-pagnoxXypHanncrtoB ObINK nonydeHbl AOMONHUTENIbHbIE CBeeH A, LIeH-
Hble KaK B paMKax 0OMeHa OMbITOM, TaK 1 ANs PaCIMPEHNST MEXKYIETYPHOTO
Kpyrosopa.
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3ANAZLHOEBPOMECKASl MY3bIKA/IbHASI KTACCUKA
B IHAOHE3UK

Hano oTMeTuTb, 4TO 10 NocneaHero Bpemenn paano «Opdei» He nmeno
TECHbIX MapTHEPCKMX OTHOLLIEHNA cO CTpaHamu HOro-BocTtouHom Asun. Mexay
TeM, POopMbl MPe3eHTaLMmM U BOCMPUATUS 3anafHOEBPOMNENCKON My3blKanbHOM
KNacCUKM MMEOT 3[eCb CBOM OCOBEHHOCTH.

YCNOBHO NYTb KNACCUYECKON MY3bIKK B VIHAOHE3UW MOXET OblTh pa3aeneH
Ha [1Ba Nepuoaa — KonoHuansHbIv (NprbnmantensHo ¢ 1830 roga Ao 1945-ro)
1 MOCTKOMNOHMaNbHbIN (C 1945-r0 A0 HaWWX AHEN). ICTOPUK My3bIK AHMapaHM
AHAWTa B MacWwTabHOM MCCNeaoBaHMM, NOCBALEHHOM OCMbICAEHWIO NPUCYT-
CTBUS B VIHAOHE3UM 3aNalHON My3bIKaNbHOM TPAAWLIMK, NPUBOANT MHTEpEC-
Hble haKTbl, CBS3aHHbIE C PYCCKOM KynbTypoi. Tak, B Havane 1920-x 8 baHayHre
racTponuMpoBanu, No KparHe mepe, ABE NepeABVKHbIE PYCCKME OnepHble
Tpynnbl. [TOMUMO pazHOOHPa3HOro NTaNbIHCKOrO 1 paHLy3CKOro penepTyapa
ncnonHsncs «<bopuc rogyHos» Mycoprckoro (Andita, 2022, p. 73). Cpean pyccKux
MMEH, 3as1BNEHHbIX B MPOrpaMmmMax KOHLEPTOB, TaHUOBLIMLUa Tamapa CB1pcKas,
ckpunay Muwa 3nbMaH, nuanuncT AnekcaHap CKNSpeBCKMiA, ONepHbIv nesel
Apceruin Knpunnos (Andita, 2022, p. 69).

Pycckue My3bIKaHTbl OCTaBWUAW Clef ¥ B UCTOPUM My3biKaibHOW Nnegaro-
rMKv MiHaoHesmn. B 1952 roay B [pKOKbsiKapTe Obla OCHOBaHa nepeasi B CTpaHe
My3blKasbHas WKona 3anagHoro obpasua — «Sekolah Musik Indonesia». B yucne
ee npenofasateneit Obin BUONOHYENUCT 1 ANpWKep Hrkonalt Baponomees.

YTO KacaeTcst pagMOTPaHCAALMIA KNaCCUYECKOM My3bIKK, OnpefeneHHble
Wwaru B 3TOM HamnpaBneHun bbinv caenansl elte B 1930-e, Koraa MKOKbsiKapTCKast
papuoctaHuus NIROM (Nederlandsch-Indische Radio-Omroep Maatschappi), npw-
Hapnexaswas OcT-VHACKOW paavoBellaTenbHO KoMnaHum, chopmypoBana
COBCTBEHHBIN OpKecTp. B 1948 roay B [hxakapTe H1aepnaHacKkuii aupxep /IBoH
Baapcnyn cospan GunapMoHUYECKUA OPKeCTP pagmno. 3anmcy opkecTpa nepe-
AaBanuch no HauvoHanbHoMy paano RRI (Radio Republik Indonesia). A 8 1950-m
y RRI mosiBuncst cobcTBeHHbIN konnekTne — OpkecTp [hkakapTckoro pagno (Andita,
2022, p. 59).

MNocne obpeTeHns CTpaHO He3aBMCUMOCTY 3amnafHOEBPONencKas My3bl-
KasbHas KNaccuKa NoCTeneHHo 1ucyesna 13 paaroadupa, XoTs 1 CoXxpaHmnach
B KOHLIEPTHOW NpaKTnKe? Ipu 3TOM XUBON KOHLEPT KNacCUYeCKOW My3bIKK
BOCMPVHUMAETCS MHAOHE3WIACKON MYyOANKON MCKMOYUTENBHO Kak YacTb Kpym-
HOTO NPECTWIKHOIO MeponpUaTUs — «My3blKalbHOE NpeacTaBAeHvie, KOTopoe

2 CerofiHst B VIHAOHE3MW CyLLECTBYET OKONO ABaALaTV NPOMecCUoHaNbHbIX KaMEPHBIX U CHM-
(hOHMYECKNX OPKECTPOB.
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OTNMYaeTCs POCKOLWbLIO 1 3neraHTHocTbio» (Yasril, Della, Yade, 2023). To ecTb
Huwa opmata classical kK MOMEHTY Havana Bbixofa nporpammbl «Classic Nite»
oka3anack cBobo/Ha. CerofiHs ee 3anonHma pycckas akafemmieckas My3blka.

MPOrPAMMA «CLASSIC NITE»

B nekabpe 2023 rofa paano «Sonora» ([xakapTa) NpUCTYNUAO K BbIMyCKy
umkna «Classic Nite»® Ha 0CHOBe 3BYKOBOTO 1 TEKCTOBOTO KOHTEHTA, MPeaoCTaB-
nsemoro paano «Opdei» (Mockga). COTPYAHMYECTBO PAAMOCTaHLUMIA Pa3HOro
opmaTa camo no cebe yxe BbI30B. «Opdei» ABASETCS paano KNacCuyeckomn
MY3bIKW, B TO BPeMs Kak «Sonora» nepefaeT HOBOCTU, MHPOPMaLMio O cuTya-
UMW Ha AOporax M TpaHCAVPYET NONyNSPHYIO My3biKy. TeM He MeHee HeTpaan-
UMOHHble Ans VIHAOHE3MMN My3bIKanbHble XKaHpbl, BKKOYas a3, POK 1 KNaCCuKy,
npeacTaBneHbl B BeyepHee Bpems B bnoke «Rest & Relax» — exxeqHeBHO ¢ 22
[0 24 4acos.

Ha cTapTe npoexTa Obin pa3paboTaH anropuT™M NOAroTOBKY MaTepUanos
ans Gyayuen nporpammbl. OnvcaTenbHas YacTb BKIOYaNa MMs aBTopa, Ha3ga-
HViE COMVIHEHWS UKW ero pparMeHTa, MMeHa UCMOoNHUTeNel, XDOHOMETPaX TPpeKa,
a TakKe TeKCTOBbIE KOMMEHTAPWM, KOTOPbIE MepBOHaYaNbHO OrpaHUYMBaMCh
KpaTKoW MHMOopMaLMel (rofbl XU3HW KOMMO3MTOPa, BPeMs 1 MOBOf, CO3AaHNs
NpPOU3BEAEHNS; AaTa, MeCTO, Y4aCTHUKM NePBOro UCMoHeHYs). OaHaKo Nepexof
K MOHOrpaduyeckm nporpaMmamM noTpeboBan 3Ha4YNTENbHOTO PacllVpeHs
CLeHapHOK YacTu. TpaHCHOPMUPOBANCS 1 CTUb NOAauYv MaTepuan.

[ns TOro 4Tobbl YyNPOCTUTL TEXHONOIMIO NMPOU3BOACTBA, ObINO peleHo
Cpa3y roTOBWTb BEChb TEKCTOBbI KOHTEHT Ha aHIMMNCKOM A3bIKe, 13bexaB TeMm
cambIM NpobnemMsl ABOMHOMO NepeBofa (C PYCCKOro Ha aHMMACKKIA 1 C aHMNI-
CKOTO Ha MHAOHE3NNCKMIA 513bIK). OfHOBPEMEHHO BbISICHMIOCh, YTO Y1C0 VIHTEp-
HET-pecypCoB Ha MHAOHE3WINCKOM A3bIKe, 3HaKOMALLMX C PYCCKOM My3bIKOK, Orpa-
HUYeHo «Bukuneamnen», oiHOM CTpaHuLUen nopTtana «Y3Hai Poccuto» (Guzeva,
2024) 1 KpaTKoW CTaTbelt «BansHmne pycckmx KOMNO3MTOPOB Ha MUPOBOE Onep-
HOE MCKYCCTBO» Ha CalTe, NOCBALIEHHOM TBOPYECTBY aMePUKAHCKOW NeBMLibl,
conparo [reHHubep apmop (Andrews, 2023). Takm 06pa30oM, Npu NOArOTOBKE
OMUCaHMIA TPEKOB NOKa3anoch Havbonee NOrMYHbIM ONUPATLCS Ha PepanTUHT
AHMMNCKKX TeKCTOB. OAHAKO BbISCHMNOCh, YTO MOAXOAALLMX MaTepuanos, pas-
MelLEeHHbIX B CBODOAHOM [JOCTYNe, HEOXKMAGHHO Maso.

3 [NepBas nporpamma yukna sbiwna B adup 10 gekabps 2023 roga.
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Ha naHHbI MOMeHT B pamkax Lnkna «Classic Nite» Bbilwno 6onee 50 yaco-
BbIX porpaMm®. Vix reposimu ctanwv [nHKa, aproMsikcknii, banakmpes, Mycopr-
CKUI, BopoarH, AHTOH PYyBUHWTENH, YalnKkoBCKMIA, KannHHKOB, APeHCKNIA,
Mna3syHos, /19008, CkpsabrH, Moconos, [leweBoB. HEKOTOPbIM My3blKaHTaM 6bIN0
MOCBALLEHO CPa3y HECKObKO BbIMYCKOB MPOrpamMmbl. HECMOTPS Ha pasHyto CTe-
neHb NONyNAPHOCTY KOMMO3UTOPOB, TPYAHOCTY, C KOTOPbIMU MPULLNOCH CTON-
KHYTbCS B KOXKAOM KOHKPETHOM C/ly4ae, OKasaanchb MoxXoxu. [103Tomy ans mx
MAMOCTPALMA Mbl OFPaHNYKMCS OHVM UMEHeM, BbIOpaB B KavecTse npuMepa
H.A. Pumckoro-KopcakoBa.

MPE3EHTALUSA PYCCKOW MY3bIKW B AHI/I0S13bIYHOM
WHTEPHET-NPOCTPAHCTBE

Mpobnema Manoro 4ymcna NepeBofoB Ha aHMUINCKUIA S3bIK TPYAOB OTeYe-
CTBEHHbIX YYEHbIX HEOAHOKPATHO MOAHMMAaNach B POCCUNCKON My3blKanbHOM
Hayke. 1o cnosam TaTbsiHbl HayMeHKo, B OTAIMYME OT PYCCKOW My3bIKW, PYCCKOE
MY3blKO3HaHMe ellie Aaneko He NPeoaoNeno MHOXECTBEHHbIe bapbepbl Ha NyTH
NPOABWXEHNS K 3ananHomMy Yntatento (HaymeHko, 2020, c. 200). Tem He MeHee
Kpyr vccnefoBaHuin TBOPYECTBA PYCCKUX KOMMO3MTOPOB NOCTOSHHO WWPKTCS
3a CYeT HOBbIX PaboT My3blKanbHbIX PYCMCTOB, B TOM YMUC/E YYEHbIX PYCCKOrO
MPOVICXOXAEHWS.

Tak, 3a NoCcneiHNe rofbl aHosA3blYHas MTepaTypa o PuMckom-Kopcakose
nononHunack pabotamn flapucel rekcoH (Jackson, 2022), [xoHa HenbcoHa
(Nelson, 2022) 1 c6OpHUKOM «PUMCKMII-KOpCaKoB 1 ero Myp», 06beanHAOLLNM
cTaTbu M. ®ponoBoii-Yokep, A. icnesoit, C. MoppucoHa, 4. Tumodeesa, O. MNaHTe-
neeBoit, /1. boTcTaiHa v apyrx aBTopos (Frolova-Walker, 2018). B aTux n3naHusx,
aApecoBaHHbIX MaBHbIM 06pa3oM CrelmnanmcTaM, MPOCNEXNBAETCS XKenaHue
OTKPbITb pa3Hble rpaHK TBOPYECKOro Hacneams Prmckoro-KopcakoBa v 0fJHOBpe-
MEHHO aTb «MHCTPYMEHT 151 NOHMMaHMWs Hosee LIMPOKOTO My3blKaibHOMO NaHa-
wadTa, M3BECTHOTO KaK PYCCKUI My3blKanbHbI CTUb» (Jackson, 2022, p. IX-X).

OpHaKo, Kak bbl MHTEPECHbI ¥ Pa3HOMNAHOBbI HY BbINM 3aTPOHYThIE B 3THX
TPyAax TeMbl, HaMBHO ObINO Hbl NpeanonaraTb ObICTPbINA 3P HEKT B OTHOWEHUN
poCTa NONyNAPHOCTU My3blKK PrMCKoOro-KopcakoBsa y 3anagHoin ayanutopuu.

* VI3MeHeHNs 3UpPHOI CeTKM pagmo «Sonora» KOCHYANCH v npoekTa «Classic Nite»: ¢ ceHTs-
6pst 2024 rofa pyCcCKOM KNacCU4ecKom My3blke OTBOAMTCS B MIEMNNCTE elle OAVH, <A0MNONHN-
TesbHbIN» Yac.
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MneinnucTsl BoNbWMHCTBA MY3blKanbHbIX PAAMOCTAaHLUMIA, PaBHO KaK U Npo-
rpamMMbl CUMBOHNYECKMX KOHLIEPTOB, NO-NPEXHEMY OrpaHuinBatoTcs «LLlaxepa-
3a0V» 1 «[10NETOM WMENs», KOTOPbIE BO3MABNSHOT CNMCOK COYMHEHWI, KOTOPbIE
Puvyapa TapyCKMH OTHEC K CBepxnonynspHbIM (aHm. overplayed — «3aurpat-
HbIM») (Frolova-Walker, 2018, p. VIII).

Brnpoyem, Hy)XHO OTMETUTb pa3Hoobpasne NpeacTaBieHHbIX B pagvios-
rpe NCNONHNTENLCKNX MHTepnpeTauuii. bputaHckas paavocTaHums Classic
FM oTnaet npeanoyteHmne CnuMmdoHnyeckomy oprectpy CraTTna (avpwxep xe-
papa Weapu). Hemeukoe WDR 3 TpaHcnupyeT «lllaxepasagy» B MCNOAHEH N
opkecTpa «Anima Eterna» nog ynpaeneruem Moca sBan Mmmepcens. WNED-FM
(CLUA) ncnonbayeT 3anncek Koponesckoro opkecTpa KoHuepTrebay (anpwxep
Pvikapao Watin). A Ha Typeukom TRT Radyo-3 3By4aT faxe ABe 3anmncu ClouTsl —
B McnonHeHnn CUMAOHMYECcKoro opkecTpa paano J1tobnsHbl (Anpuxep AHTOH
HaHyT) 1 BepnnHckoro dunapMoHUYecKoro opkecTpa noa ynpaenexuem lep-
6epTa hoH KapasHa.

B TO Bpems, KaK KayecTBO 3amnunceil, paBHO Kak 1 ypoBeHb MacTepcTBa
npocnaBieHHbIX KONNEKTNBOB, He BbI3biBaeT BOMNPOCOB, COAepxaHue 3dup-
HbIX TEKCTOB, CONMPOBOXAAOLIMX My3blKanbHble TPEKM, MOPOW He BblaepM1BaeT
KpuTKKK. Tak, kommeHTatopbl WNED-FM caasbiatoT nossneHune «laxepasafb»
C y4acTreM MONOAOro rapaemapuHa PuMckoro-KopcakoBa B PycCKOW BOEHHOW
aKcnegnumn kK beperam CeBepHot AMEPHKU, KOHKPETHO — C ero nyTellecTBMeM
K Huarapckomy Bogonagy. ABTOPOB He CMylLaeT, YTo cuM@OoHMYecKas ciomTa
Hbina co3faHa YeTBepTb BeKa CMyCTs NOCAe ONMCaHHbIX Bbille CObLITUN, Befb,
MO 1X CNOBaM, UMEHHO «noe3fakKa B LLTaTsl nomorna emy [Prmckomy-Kopcakosy]
chopmmpoBaThb N1bepanbHble B3rAAbl, KOTOPbIE A0 KOHLL@ XM3HM ByayT oTan-
4aTb ero oT HOMbLWMHCTBA €ro PYCcCKUX coBpemMeHHMKoB» (Buffalo Toronto Public
Media, n.d.).

NloHpoHcKas paguocTanums Classic FM cumTaeT HyxHbIM cOCnatbcs
Ha 3aMeTKy B HbtO-MOPKCKOW raseTe «Musical Courier» 3a 1897-# rof: «PuMcKmnin-
KopcakoB — 4710 3a 1Msil OHO HABOAMT Ha MbIC/b O IyCTbiX bakeHbapaax, 0bmo-
YEHHbIX B BOAKe». [115 AanbHenwero 3HakoMCTBa C TBOPYECTBOM KOMMO3MTOPa
NpeaoXKeH CMCOK MNONYNSPHbIX BUAEOPONNKOB: «BanTOPHMCT 3acHyn nocpeau
KOHLePTa, 1 Mbl B BOCTOPre», «ITOT ANPWXep Havan BONUTb nocpean “laxepa-
3aabl”», «9-neTHUI ManbyYnK urpaet “foneT Wwmens” co CKopocTbio 210 yaapos
B MUHYTY, AlaXke He BCNoTeB», «“TloneTt wmens” Ha 101 OyTbiike — 3TO NPOCTO
6e3ymme» (Classic FM Composers: Rimsky-Korsakov, n.d.).

KoHeuHo, He CTOWT 3abbiBaTb O TOM, 4TO B 3afa4v Paiuo He BXOAUT Tupa-
XNpOBaHvie buorpaduii BeNUKNx KoMnosnTopos. bonee Toro, popmanbHO
He ABNSSCb 06Pa3oBaTENbHbIM PECYPCOM, COBPEMEHHOE My3blKanbHOE paano
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https://www.classicfm.com/composers/

KPUTWUYECKM OTHOCUTCS K «My3bIKOBEAEHWIO B 3pUpe»° 1 CTapaeTcs He nepe-
rpyXaTb CnyliaTens nHTennekTyansHon pabotol (LiBeTkosckas, 2020a, ¢. 910).
OfHaKo KOHUepTHble obliecTBa U cMMMOHUYECKE OpKeCcTpbl 0bpallatoTcs
C HdopMaLmelt cTonb xe BonbHO. OCO3HaHKe TOro, Y4To NybanKa MeHblle
NHTEepecyeTcst KOMNO3WTOPOM, KOTOPbIN SBASETCS «CeMbSHUHOM C YCNeLWHOo
Kapbepoi 1 3A0POBOV NMPOAOMKNTENBHOM XIN3HBIO» (Frolova-Walker, 2018, p. IX),
3aCTaBNsieT UCKaTh «<KOMNPOMaT» B My3bike. Tak, aHanuanpys sce Ty xe «LLlaxepa-
3afy», aBTOP XbIOCTOHCKOTO CUMAOHMYeckoro oprecTpa KansyiH [loTcu ocTaHas-
NIVIBAETCS Ha BUPTYO3HOM MacCaXe B TPETbEI YaCTu CIOUTbI, KOTOPbIN HeKoraa
NOPOAMN B TOHAOHCKOW Npecce «Cnopbl 0 TOM, M306PaXaeT 11 3Ta KNapHeToBast

urypa nouenym».
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Puc. 1. CumcdoHunyeckas ciouTa H. A. Pumckoro-KopcakoBa «Lllaxepa3sapa».
dparmeHT NapTUTypbl

Mo cnosam [JoTcw, 3TO OO BACHSET, «NMoYeMy PUMCKMIT-KopcaKkoB He peluancs
noapobHO pacckasaTh 06 NCTOYHMKAxX CBOEro BAOXHOBeHMs» (Dotsey, 2017).

Y70 KacaeTcs brorpacdun KOMNO3MTOPa, OHa, Kak NpaBuo, U3naraeTcs
nyTaHo v pparmeHTapHo. Hanpumep, IHTepHeT-xypHan «Classical Music Daily»
BECh KM3HEHHbIN NyTb PrMcKoro-Kopcakosa ymellaeT B HECKONIBKO CTPOK, 3aKaH-
4MBasi TeM, 4To «npumepHo ¢ 1890 roga PuMCKMIA-Kopcakos Havan cTpafats OT
CTeHOKapAWK, a B 1905-M BCTan Ha CTOPOHY CTYAEHTOB KOHCEPBATOPUY, y4aCTBO-
BaBLWYX B DeBPpanbCKol peBontoumm®, 1 Obin (BpeMEHHO) OTCTPaHEH OT AO/HKHO-
cTu. Tarke ero pabota bbina 3anpelleHa nonuuven. CTpece, BbI3BaHHbIN 3TVIM
3MM30/0M, YCKOPWA ero 60/1e3Hb, v OH ymep B /TobeHcke 21 mtoHs 1908-ro roga’
(Classical Music Daily, n.d.).

Kazanocb, Nogo6HbIx OWMHOK Nerko bui10 Obl 36exaTs 3a CHeT NPoaBU-
KEHMS OTevecTBeHHbIX MHPOPMALMOHHbIX Niolwanok. OgHaKo poccuiickme
YUPEXAEHUS KyNbTYPbl PEAKO BKIOYAIOT B aHM0sI3blYHbIe BEPCUY CANTOB pPa3-
nen «bubnunotera nepcoH». Monesnyto ans npoekta «Classic Nite» HbopMauuto

° Tak, paguMoBepyliMe CTapaloTcs n3beraTb YNOMUHAHWUS WCTOPUYECKMX [AaT, KOTOopble
YTSHKENSHOT 3CUPHBINA TEKCT.

° Pesontouws 1905 ropa (First Russian Revolution) Ha3BaHa B TekcTe GeBpansbCKov peBOOLM-
el 1917 ropa (February Revolution).

" [1aTbl XN3HN KOMMO3UTOPOB MPUBOAATCS 0ObIYHO MO HOBOMY CTWIO, YTO HE UCKOYaeT
[ATUPOBKYM MO CTapOMy CTUIO 6€3 AONONHUTENbHbBIX YTOYHEHUA.
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(Npexpae Bcero, yCTOSBLIMECS BapUaHThbl NepeBoAa Ha3BaHWI COYUMHEHNI) yaa-
N0Ch NOYEpNHYTb Ha cainTe hupmbl «<Menoans» bnarofaps byknetTam NpoayKLUMm
3BYKO3aMNMCbIBaIOLIEM KOMMNAHVK, pPa3MellieHHbIM B CBOBOAHOM 10CTYre.

CnpaBeannBoCTM Paan HEOOXOAMMO OTMETUTb, YTO XOTS B aHMWIACKON Bep-
cnn carTa CaHKT-TeTepbyprckoin KOHCEPBATOPWM HET CrelranbHOro pasaena
0 Pumckom-KopcakoBe, Ybe MMsi HOCUT KOHCepBaTopws, HebobLIOW hparmeHT,
NOCBSALWEHHbIN ero nefarorn4eckon AedTensHOCTH, BKAOYaeT ctaThs «Alma
mater» /leonuaa Fakkens (Gakkel, n.d.). B cBoto ouvepefs, Ha caiiTe MOCKOBCKOW
KOHCEpBaTOPVN B apXMBHOM pasfene, NOCBsALIEeHHOM AesTenbHOCTU My3es MMeHn
H.[. PybuHwTENHa, CyllecTByeT cTpaHumua o Pumckom-Kopcakose. OgHaKko no cau-
[eTenbCTBy pepakTopa caita M.C. CTapocTuHa, apxvBHbIN pa3nen B bnvxaiee
BpeMst MOXET ObITb yAaneH (OTBET Ha 3anpoc aBTopa 3TUX CTPOK 0T 30.07.2024).

B AaHHbIX yCNoBusx GakTUYEeCKN eAMHCTBEHHbIM AOCTYMHbLIM 1 OAHOBPE-
MEHHO Ka4yeCTBEHHbIM IHTepHET-PeCcypCoM Ha aHIMIACKOM A3blKe, COepMHalLliM
Pa3BepPHYTYI0 MHMOPMaLMIO O HEKOTOPbIX M3 PYCCKUX KOMMO3UTOPOB, BK/tOYas
Pumckoro-KopcakoBa, asnsietcs nopTan Tchaikovsky Research (Tchaikovsky
Research, n.d.). PaamelljeHHble Ha HeM MaTepwranbl NPeACTaBASAOT HECOMHEHHbI
MHTEPEC He TOMbKO A1 CNeumnanmcToB®, HO 1 ANs PAAOBbIX CywaTtenei. NomMmmo
cofepKaTenbHOW HanoAHEHHOCTY, Bce NybnvKkaumm oTamM4aeT abcontoTHas ToY-
HOCTb NPeacTaBneHHON MHDOPMaLMK, BHUMaHME K AeTansiM U ICHOCTb apryMeH-
Tauuv Npu BbIbOpe BapraHTa nepesoja.

o cnoBam OCHOBaTeNs W rMaBHOro pegakTopa Tchaikovsky Research
BpeTTa /I3HICTOHa, aBTOpaMu caiTa aBAsoTCa yyeHble 13 Poccun, Benvkobpu-
TaHuu, fepmarun v CLLIA. B 3neKTpPOHHOM NCbMe aBTOPY 3TOM CTaTby /ISHICTOH
KOHCTaTupyeT: «<Bam B Poccuun noBesno. Y Bac, Cpean NpoYero, ecTb NoHbIe
cobpaHuns nucem, AHEBHUKOB, TMTEPaTYPHbIX NPov3BeaeHuii HaikoscKkoro. Mano
4TO 13 3TOrO BbINO JOCTYNHO Ha aHMUIICKOM si3blke. Hanprimep, ero raseTHble
CTaTby O My3bIKe ObINN COBEPLIEHHO HEM3BECTHbI, a CYLIECTBYIOLLME NEPEBOAPI
€ro AHEBHWKOB ¥ HebonbWUX hparMeHToB Nepennckn He Bcerga bbinm ToY-
HbIMV 1 HaAeXHbIMWY»Y. B HacToslee Bpems bnarofaps yCUANSM IHTY3MACTOB
Ha aHMIACKMI A3bIK NepeBeaeHo bonee 75 % nucem HaiikoBckoro (Bcero bonee
4 ThICsY), @ TaKKe BCe ero CTaTb U OTAE/bHbIE AHEBHMKOBbBIE 3aNVCK. 3aMeTHM
Takke, 4To Tchaikovsky Research — HekoMMepYeCKMii NPOeKT. «3TO UCKAKOYU-
TeNbHO TPYA Nt0OBW, HaNpaBAeHHbIA Ha TO, YTOObLI MOMOYb APYTUM B MOAHOM
Mepe OL|eHWTb 3aMeYaTenbHOe My3blKanbHOe Hacneame HYaiikoBckoro!»™,

8 Cpeay UeHHbIX AN MccnefoBaTenei pyccKor My3biKv MaTepuanoB — OnybnMKOBaHHbIE
Ha caliTe 18 nuncem YalikoBCKoro PrumMckoMy-KopcakoBy B nepeBofe Ha aHMIMNCKNIA S3bIK.

° 3nekTpoHHOoe NucbMo b. /13HrcToHa T. LiBeTkoBcKoM oT 08.08.2024.

10 Tam xe.
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3AKNHOYEHUE

B pe3ynsrarte NpoBeeHHOro aHann3a Mbl MPUXOAMM K BbIBOY O TOM, YTO
B AHMOS3bIYHOM VIHTEPHET-NPOCTPaHCTBe HabnoaaeTcs cepbesHblid aebuumnT
KayeCTBEHHbIX PeCYpPCOB, MOCBALIEHHbIX PYCCKOM KNnaccu4ecKkom My3sbike. Cnabas
OpUeHTaLMs B «pYyCCKON Teme» OTAMYAET U NPOrpaMMHbI MPOAYKT 3anafgHbix
MYy3bIKaNbHbIX paanocTaHuymnii. CTapascs yBneyb Caylatens HenpuHyKaeHHol
MaHepoW, aBTOPbI HE TONBbKO MPOW3BONBHO MHTEPNPETUPYIOT brorpaduyeckme
CBefeHUs, HO MCKaXaloT NCTopUYecKre dhaKTbl. YUNTbIBash XKe BbICOKYIO CTEMEHb
[OBEPVIS ayANTOPUIM KPYMHbIM MeAMa, HenposepeHHas nHbopmalms 6bICTpo
PacnpoCTpaHseTcs, yKOPEHssCb B 0OLLECTBEHHOM CO3HaHUM.

MNogobHas TeHAEHUMS xapakTepHa 1 ANg KOHUEPTHOW NpaKTuKK. [axe
B C/ly4ae C PyCCKMMM KOMMO3MTOPaMK, Ybi UMeHa 3anafHoMy CaywaTento
MN3BECTHbI, NpeAcTaBneHne 06 NX TBOPYECTBE OrPaHUYMBAETCS HECKONbKMMY
onycamn. IMeHHO «CBEPXMOMNYNAPHbIE» COYMHEHUS 1 CTAHOBATCS NpeaMeToM
obCcyxaeHVs B CTpeMIEHNN 1OKa3aTb, YTO cYaCTAMBas ClUeHUYeckas cyasba
C TeYeHVIeM BPEMEH W HenpeMeHHO obpacTaeT NtoHoMbITHIMK MOAPOOHOCTAMMN.

[ns NnpeofoneHst OTMEeYEHHbIX HeIOCTaTKOB MOTYT BbITb NMPEAnpPUHSTSI
cnepyroume warv. HecMoTpsi Ha 06BeKTUBHbIE C/IOKHOCTY C NOArOTOBKOM, pas-
MeLLEHNEM, OBHOBNEHNEM KOHTEHTA, POCCUIACKUM YUPEXAEHVISM KyNbTYPbl CTOUT
33aAyMaTbCsl O PACWIMPEHUN aHTI0N3bIYHbBIX BEPCUI ODULIMANBHbIX CAaliTOB 3@ CYET
pa3spnena «brbnuoTeka NepcoH». He MeHbLLYIO 3HAYMMOCTb MMEKOT 1 YaCTHbIe
NPOCBETUTENBCKME UHMLMATUBLI. K paboTe Hag HUMY MOTYT ObITb MPUBAEYEHDI
CTYAEHTBI TEOPETNYECKNX (DaKyNETETOB My3bIKabHbIX BY30B. [1paKTiiKa Hanuca-
HYIS HaYYHO-MOMYSIPHBIX TEKCTOB Ha aHMIMIACKOM S13bIKE MOXET OKa3aTbCs /15
HMX BECbMa MNONE3HOM.

Henb3s 3abbiBaTh 1 O WMPOKOM MHPOPMALMOHHOM, a TaKkKe Hay4YHO-
1CCNeaoBaTeNbCKOM COMPOBOXAEHMN KPYMHBIX MPOEKTOB, HALENEHHbIX Ha NMpo-
ABVKEHME 0TeYeCTBEHHOIO UCKYCCTBa. [p1MMepoM NoJoOHOro poaa CnyxuT
MYNETVMENHBIV MPOeKT «Bo3poxaaem Hacnegme pycCKrx KOMMO3UTOPOB»,
B TeYeHvie JecaTn NeT peanusyemslii pagro «Opdeii» npu nogaepxKe KoMna-
HUW <FOHUMPO».

3aTpoHyTble B CTaTbe NPobAeMbl KacatTCs Npexae BCero COBPEMEHHOMN
MY3bIKabHOM XyPHANUCTUKM, OAHAKO, N0 YOEXAEHWIO aBTOPa 3THX CTPOK, 1X
pelleHne B KOHTEKCTE YKpenneHus KynsTypHOro MMUAXA CTPaHbl He MeHee
BaXKHO, YeM MPOABVKEHME aKaAEMUYECKOI My3bIKaNbHOM HayKMN.
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