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N3paeTcs ¢ 2004 1.

Mwncens
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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 unified 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 available at:
» https://blocklist.rkn.gov.ru/.
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MeToa010rMa aHansa
KPaHM3aLUMIA B KHUTax cepunm
«BFI Film Classics»

AHHoTaums. CTaTbs NOCBsLLiEHa BbISBAEHWIO, N3N0XKEHWIO, a Takke oTobpa-
KEHUIO B BUAE CXEM aNTOPUTMOB aHanm3sa Gunbma, NprMeHsieMblx aBTOpamMi
KHUT cepun «Knaccukar, n3aaBaemMbix bBpUTaHCKUM MHCTUTYTOM KiHO (BFI).

Cepuist «BFI Film Classics» — 4pe3Bbi4aiiHo BaXKHOe AOCTWKeHVE B 06nacTu
aHanm3a dwunbMa: Kaxaas KHura npeactaBnseT cobol 06CcTosTeNbHbIN
pa3bop 0fHOMO KHemaTorpadguyeckoro nponsseaerHns. OgHako, aHanu-
31pys PUAbMbI, aBTOPbI HE aPTUKYAUPYIOT MCMONb3yeMblid MHCTPYMeHTa-
PV, YTO 3aTPYAHSAET €ro NPUMEHEHIe APYrUMU KMHOBEeAaMU.

Pe3ynbTaThl HACTOSLLErO UCCNeOBaHMS NO3BONSAT YYEHbIM UCMONBb30BaTh
NPUMEHEHHbIE aBTOPaMU KHUT MHCTPYMEHTbI NPy aHann3e (unsMoB, B Ciy-
4ae HeobXxoAMMOCTY afjanTUPOBAB UX ANst TEX WU VHbIX MCCeoBaTeNb-
ckux 3agay. CospaHHble Ha OCHOBE BbIYNIEHEHHbBIX anropUTMOB pa3bopa
CXeMbl CYLLECTBEHHO YNPOCTAT NpoLeaypy aHanusa. MonyyeHHble faHHble
MOTYT ObITb MCMO/B30BaHbI MPENoAaBaTeNsiMmn KMHOLWKON 1 GaKynsTeToB
3KPaHHbIX MICKYCCTB NMpK paspaboTke Kypca «AHanun3 hunbmar.
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B cuny orpaHu4eHHoCcT obbema B AaHHOM CTaTbe NoapobHO paccMaTpu-
BaOTCS TP UCCEA0BaHMNS — TEKCTbI, MOCBSALEHHbIE GunbMam «TMKHIUK
y Bucsyeit ckanbi» (Picnic at Hanging Rock, 1975), «<CusiHne» (The Shining,
1980) 1 «<YHeceHHble BeTpoM» (Gone With the Wind, 1939).
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Abstract. This article identifies, outlines, and diagrams the implicit film
analysis methodologies used in the British Film Institute (BFI) Film Classics
book series. The series represents important achievements in film analysis,
with each book offering a detailed study of one film. However, the authors
do not clearly state their analysis methods, making them hard to apply
directly.

The study results will help film scholars use this approach in their work or
adapt it for specific research tasks. The diagrams based on these methods
will simplify film analysis. These findings can also help professors in Cinema
and Media Studies develop “Film Analysis” courses.

Due to length limits, the paper focuses on three books analyzing Picnic at
Hanging Rock (1975), The Shining (1980), and Gone With the Wind (1939).

Keywords: film studies, film analysis, film analysis methodology, film
analysis algorithm, analytical tools, film adaptation

BBEAEHUE

CornacHo onpegenennto OKChOpACKOro KMHOBea4eCKoro cnosaps, film
studies (cinema studies, cinematology, screen studies) — Hay4Hoe nccnegoBaHme
1 aKafilemMmyeckoe nsyyerne KuHematorpada v drnbmos (Kuhn, Westwell, 2012,
p. 176). KpuTnyeckmne TEKCTbI O KMHO MOSIBUMNCH BCKOPE MOC/e ero POXAeHus,
a B 1920-e 6bi11 0Ny6ANKOBaHbI MEPBbIE NCTOPUYECKME NCCNEA0BAHNS Vi 3aMy-
LEH PSif KYPHANOB, NOHOCTBIO MOCBSLLEHHbIX HOBOM30OpeTeHHOMY MeanyMy!
(Kuhn, Westwell, 2012, p. 176). [10 cpaBHeHMIO C TaKMMU AUCUUMIMHAMM, KaK
ncropus, punocodus, Teonorusa 1 faxe nutepatyposenenue, film studies —
OTHOCUTENBHO MOJIOAAst OTpac/b 3HaHui (Dix, 2016. p. 6).

MepBble MOMbITKN CUCTEMATUYECKOTO, MOCNEA0BATENBHOIO N3YYEHNS KUHO
XapaKTepM30Ban1Cb MPOTUBOPEUNAMM U PA3HOMNACUSMM, KOTOPbIE 0 CUX MOP
NpOsIBASIOTCA B COBPEMeHHbIX aebaTax o npupofde kuHematorpada (Benyahia,
Mortimer, 2012, p. 14). OT4acTV 3TO ABNAETCS CNEACTBMEM 0COOOr0 XxapakTepa
KMHO KaK BMAa UCKYCCTBa W OM3HeCa, MPaKTUYecKol cepsl 1 akageMnyecKoi
AVICUMMAVHBI, @ TaKKe MefyyMa, Bbi3biBatOLWLEro 6eCMOKONCTBO B CBA3M C WMPO-
KMV BO3MOXHOCTSIMW BAVSHUS Ha ayauToputio (Benyahia, Mortimer, 2012. p. 14).

1B ﬂaHHO;\ CTaTbe NoHATME «MefnyM» NCMONb3YeTCAa KaK eAnHCTBeHHOe 4/1CN0o OT «Meana»
B COOTBETCTBUU C aHMOS3bIYHOM HayWHOI7I Tpaﬂ,wume%
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V13BeCTHbIN aMmepunKaHcKuii kuHosen [. b. MonaH nogYepKUBaEeT BAKHOCTb PO
npenopfasatenei B pa3sutun film studies: aBTop npepnaraet «<nepecmMoTpeThb
TUNUYHYIO NCTOPUIIO HAYKK O KiHeMaTorpader, nponneas CBeT Ha ycunms nega-
rOrOB, HaYaBWWX NpenofAaBaTh COOTBETCTBYIOWMI KyPC B BbICLIMX y4eOHbIX 3aBe-
aeHnsx B nepuopa ¢ 1915 no 1935 roasl (Polan, 2007, p. 6). B aTo Bpems B psfe
YHVBEPCUTETOB MOSBUANCH KyPChl, MOCBSALLEHHbIE KMHO, S3HTY3MaCTbl BbICTYNanu
€ aMBULMO3HBIMU MHULMATMBAMU MO Pa3paboTke MacLTabHbIX Y4eBHbIX KMHO-
Beaveckyx nporpamm (Polan, 2007, p. 6).

MonHoueHHoe cTaHosneHue film studies kak akageMmnyeckon AUCUMNANHbI
npousowno B 1960-e: MIMEHHO B 3TOT NepMoj BO3HUKAM NPodeccnoHanbHble
coobluecTBa, NernTUMN3NPOBANUCH OAHV KPUTUYECKME NPaKTUKL 1 AenernTu-
MWU3VPOBANVCh Apyrue, CHUTaOLWMECS MEeHee CTPOTMMM W HayYHbIMU, BbiaK yno-
pPAnOYeHbl NPoLEAypbl aTTecTauu (Hanprmep, NPUCBOEHKEe yYeHbIX CTeneHel),
pa3BMBaNMUCh Hay4Hble XKypHarbl, MPOBOAWANCH KOHMEPEHLMI AN AMNIOMUPO-
BaHHbIX CNeumanucToB v T. A. (Polan, 2007, p. 5).

CoBpeMeHHas akageMudeckas aucumnnmnna film studies ocHoBaHa Ha cove-
TaHUMU TEOPUN U NOAXOA0B, OTHOCSLIMXCS K LIEOMY Psifly pa3nuyHbix obnacten
3HaHMS, BKIOYAs aHTPOMONOMMIO, UCKYCCTBO, TeaTp, AMTepaTypy U IMHIBUCTUKY
(Benyahia, Mortimer, 2012, p. 4). laHawadT npeameTa hopMUpyeTCs BOKPYT
KaHOHa KMHO — pa «KNaccuyecKmnx» hunbMOoB, KOTOpble, COMMacHO MHEHWMIO
CNEeUVanmcToB, ObINN KNUIHEHHO BaXKHbI /151 Pa3BUTUSA KMHeMaTorpada Kak
BWa MCKYCCTBa M pacCMaTPUBANMCh KaK «/1ydllee» B KMHO Ha KOYeBbIX 3Tanax
€ro CTaHOB/EHWs BNIOThb 10 HacTosLlero Bpemeru (Benyahia, Mortimer, 2012,
p. 4). lns 3anafHoOro HanpaBneHns nccneaoBaHnii cinema studies, B oTanyume
0T OTEYECTBEHHOIO KMHOBEAEHWS, XapaKTEPHO M3yYeHre KMHOWMCKYCCTBa C Npy-
MEHEHVIEM KOHLIeNTYaNbHbIX MHCTPYMEHTOB 1 ONpeAeNeHHbIX METOAONOMMYECKNX
YCTAaHOBOK, Pe3ynbTaToM Yero cTano nosieneHune Post-theory B npotrsosec Grand
Theories (Bordwell, Carroll, 2012).

3apoxaeHuto film studies, a TakKe cOOLITUAM U TMYHOCTSM, ChIrPaBLIMM
BaXKHYIO pOb B CTaHOBNEeHWM ancumnnanHbl B CLUA, nocsaweH Tpyg . b. Monaxa
(Polan, 2007). 1. 2Hapto (Andrew, 2009) 1 C. K. beHbsixus 1 K. MopTumep (Benya-
hia, Mortimer, 2012) genatoT nctopuyeckumii 063op passutus film studies, akueH-
TUPYst BHUMaHKE Ha KOYEBbIX 3Tanax. MaclwTabHble MCCneqoBaHWs, BKIOYat0-
LW1e onvcaHmne NOAXOA0B K M3YHEHI0 KUHOWCKYCCTBA, a Takke MHOTOUMCIEHHble
case studies, nposoasT . Henmec (Nelmes, 2012) n A. [inkc (Dix, 2016). KHura
T. bonaca (Bolas, 2009) npeactaenseT cobor NOAHYO UCTOPUIO pa3BUTHUS 1CCe-
[OBaHWIA KMHO U TeNEBUAEHNS B BENMKOOPUTAHUN — OT 3apOX/AEHNS KaK Mac-
COBOMO ABVIKEHMS [0 HbIHELWHEro CTaTyca CEpbe3HO HayYHON ANCUNTINHBI.
®. Hosak (Novak, 2020) 3aHMMaeTCs BONPOCOM MHTepnpeTauum, aHanmsa
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OTAENbHO B3TOro hunbma, yTBepxaas nepudepuninHblii xapaktep nogobHbIX
nccnepoBaHmin B pamkax film studies. 3. Cukos (Sikov, 2020) npeanaraeT kpaTkoe
BBefieHne B hopManbHoe 1U3ydeHre KUHOUCKYCCTBA, CHabeHHoe MoLlaroBol
NporpaMmMolt Ans NOHYMaHus BCex BUA0B NOBECTBOBATENbHOMO K1HO. A. Cnaii-
cep (Spicer, 2004) aHanu3npyeT WeCTb UCCNeN0BaHUA, B KOTOPbLIX B TOM WK
MHOM paKypce paccMaTpuBaeTcs xapakTepHblii ans film studies 1990-x nosopoT
K MCTOPUYECKOW KOHTEKCTYanu3aumum punsma.

CylecTBeHHbIN BKNaa B uccnegosanue aucumnnmtel film studies BHec
cOOpHMK TeKCTOB Nof peaakumeit /1. FpueecoHa 1 X. YoccoHa (Grieveson,
Wasson, 2008), cogepxalinii NoapoOHbI aHann3 pasnnuyHbiX ColnanbHbIX,
NONUTUYECKNX N UHTENNEKTYaNbHbIX CPefl, B KOTOPbIX (DOPMMPOBANOCH 3HaHKe
0 KMHO, a TaKKe nsfaHue crateir, cobpaHHbix k. Xunnom v M. Yépy-MbcoH
(Hill, Church Gibson, 1998), Bkntoyatolee 0630p OCHOBHbIX MOAXOA0B K 13yye-
HUIO KMHOWCKYCCTBA, 0ObsICHEHWE BaXKHEN WX KOHLENUNUIA 1 METO0B, NprMe-
HSEeMbIX B @aHanm3e Gunbma, U KpUTMyeckoe obcyxaeHne KnoYesbix npobnem
ANCLUUMANHDI.

3HauMMbIM gocTvkeHviem B obnacTw film studies B Lenom v cchepe aHanmsa
dunbMa B 4aCTHOCTM NPeACTaBASOTCS U3aBaeMble BPUTAHCKUM MHCTUTYTOM
KHO (BFI)? cepunn «Knaccnka» 1 «CoBpemeHHas Knaccrkar, Liefb KOTOPbIX —
npeAcTaBieHre U nHTeprnpeTaums 3HaKoBbIX GUABMOB MUPOBOTO KMHEMa-
Torpada. Kaxaas KH1Mra 06o3HavyeHHbIX BbllIe CEPUIE NPUBOAUT apryMeHThl
B MONb3y CTaTyca aHann3mpyemoro urnbMa Kak «knacCcuKm», pacckasblBas o ero
NPON3BOACTBE U UCTOPUM BOCIPUSATUS, MECTE BIKAHPOBOW CUCTEME UNM HaLMO-
HanbHOM KMHeMaTorpade, TEXHUYECKOM U 3CTETUYECKOM 3HaYeHnK. Bo MHOT KX
CnyYasx n3naHusa He nnweHbl Cy6beKTMBHOMO aBTOPCKOro B3rngaa Ha Gunbm
(Rogers, 2022, p. 1).

Ha caiTe n3natenscraa Bloomsbury publishing pasmellersl cnegytouime
umTaTsl 0 «Knaccuke» BFI: «HeoTbemnemas 4acTb KHMKHOIO WKada Kaxaoro
KnHomMaHa» (Total Film); «<Bo3amMOxHO, camas 0blWMpHasa cepus KHWUI B UCTOPUN
KMHOKpUTUKM» (Jonathan Rosenbaum, Film Comment); «BenvkonenHo KoHueH-
TPVPOBaHHbIE NMPYIMEpPbI TeKy4el CBOHBOAHON KPUTUYECKOI No33nm» (Uncut);
«JTa cepusi — Bexa B KMHoKpuTuke» (Quarterly Review of Film and Video); «BHy-
WNTENbHbIA 06beM PaboTbl, B COBOKYMHOCTY CO3/atOLLINIA 3axBaTbIBAOLLME UaeN
06 3Bonoumu kuHo» (Times Higher Education)®.

CTOWUT OTMETUTb, YTO UMK/bl aHaNMUTUYECKMX UCCNef0oBaHUIA KMHOWC-
KYCCTBa pacrpoCTpaHeHbl B aHIOS3bIYHOM KMHOBEAEHNN: Cpean Hanbonee

? The British Film Institute (BFI): https://www.bfi.org.uk/ (29.05.2025).
3 BFI Film Classics. Bloomsbury Publishing: https://www.bloomsbury.com/uk/series/bfi-film-
classics/(29.05.2025).
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3aMEeTHbIX KONNEKUMIA N3[aHKIl MOXHO BblaennTb «AFl Film Readers»®, «Film
Studies: Bloomsbury Academic Collections»®, «Film Genres»®, «World Cinema»’,
«World Directors»®, «Cultographies»®, <24 Frames»'°, «Contemporary Film Direc-
tors»t, «Filmmakers and Their Soundtracks»*?, «Screen Decades»**. OcobeHHOCTb
aHanusupyembix cepnii BFI 3aknto4aeTcs B TOM, 4TO B Ka)<AoM KHMre NpoBOANTCS
AeTanbHbli pazbop OAHON KapTWHbI, MPU3HAHHON KNacCMYecKon, C apryMeHTa-
Uven B nonb3y faHHoro ctatyca. OgHoMy duabMy Takke NOCBSLLEeHbl 13aaHNs
umkna «Cultographies», ogHaKo B LLeHTpe BHUMaHMs 3TO CePUN KyNETOBbIE NEHTBI.

Heobxoa1Mo nofg4YepKHyTb, YTO, aHanM3unpys KriHematorpaduryeckoe npo-
13BefieHne, yueHble, Kak NpaBuIo, He apTUKYIMPYIOT NPUMEHSeMbli Npu pas-
H6ope anropuTMm, B CBSA3M C YeM UCNONb30BaHMe 136paHHOW MU METOAO0NOM MM
3aTpyaHUTENBHO.

Llenb — BbIYNEHUTb ¥ MOWAroBO U3NOXUTb MCNOMb3yeMble aBTOpPamu
cepui «Knaccrka» 1 «CoBpeMeHHas Knaccuka» BpUTaHCKOrO MHCTUTYTa KMHO
anropuTMbl aHann3a GUAbMOB — 3KPaHM3aLWIA IUTePaTYPHbIX MPOV3BeAeHN I,
a Tatoke 0T06Pa3nTb MPUMEHSEMbIE YHEHbIMY UHCTPYMEHTAPUM B BUAE CXEM.

Pe3synbTaThl N03BONAT KMHOBEAAM MCMNONb30BaTh BbISBAEHHbIE anro-
PUTMbI NP aHanu3e GuabMOB, B Clydae HeOOXOAMMOCTY UX TPaHC(HOPMMPOBAB.
Co3faHHble CxeMbl yIpOCTAT NPYIMEHEHNE BbIY/IEHEHHbIX ANTOPUTMOB aHanu3a
MAN VX aganTaumio ANs KOHKPETHbIX MCCNefoBaTeNbCKMX 3a4ad. [onyyYeHHble
AaHHble MOTYT ObITb MCMONB30BaHbI NPEnojaBaTeNsiMM KUHOWKON ¥ daKynsTe-
TOB 3KPaHHbIX UCKYCCTB NPpU pa3paboTke Kypca «AHanun3 GuabMar.

* AFl' Film Readers. Routledge & American Film Institute: https://www.routledge.com/
AFI-Film-Readers/book-series/AFIFILMREADERS?srsltid=AfmBOooyk6XNfTZ3galLECGI_
SyilDFtf4jLP049mLaH8eNE1CkDI7-nb (03.06.2025).

° Film Studies: Bloomsbury Academic Collections. Bloomsbury Publishing: https://www.
bloomsbury.com/uk/series/film-studies-bloomsbury-academic-collections/ (03.06.2025).

® Film Genres. Bloomsbury Publishing: https://www.bloomsbury.com/us/series/film-genres/

" World Cinema. Bloomsbury Publishing: https://www.bloomsbury.com/uk/series/world-
cinema/ (11.06.2025).

& World directors. Bloomsbury Publishing: https://www.bloomsbury.com/in/series/world-
directors/ (11.06.2025).

? Cultographies. Columbia University Press: https://cup.columbia.edu/series/cultographies/
?page_number=1 (03.06.2025).

1024 Frames. Columbia University Press: https://cup.columbia.edu/series/24-frames/

' Contemporary Film Directors. University of Illinois Press: https://www.press.uillinois.edu/
books/find_books.php?type=series&search=CFD (03.06.2025).

2 Routledge: https://www.routledge.com/Filmmakers-and-Their-Soundtracks/book-series/
FILMSNDTRCK?srsltid=AfmBOoqDPI4VnELN4kCu3V1VGZy2VEjDspsLxkKnkJMoA6rSgRhIKA 7K
(09.06.2025).

3 Screen decades. Bloomsbury Publishing: https://www.bloomsbury.com/uk/series/screen-
decades/ (09.06.2025).

HAYKA TEIEBUAEHUA 21 (2), 2025 20 THE ART AND SCIENCE OF TELEVISION


https://www.routledge.com/AFI-Film-Readers/book-series/AFIFILMREADERS?srsltid=AfmBOooyk6XNfTZ3gaLECGl_SyiIDFtf4jLP049mLaH8eNE1CkD97-nb
https://www.routledge.com/AFI-Film-Readers/book-series/AFIFILMREADERS?srsltid=AfmBOooyk6XNfTZ3gaLECGl_SyiIDFtf4jLP049mLaH8eNE1CkD97-nb
https://www.routledge.com/AFI-Film-Readers/book-series/AFIFILMREADERS?srsltid=AfmBOooyk6XNfTZ3gaLECGl_SyiIDFtf4jLP049mLaH8eNE1CkD97-nb
https://www.bloomsbury.com/uk/series/film-studies-bloomsbury-academic-collections/
https://www.bloomsbury.com/uk/series/film-studies-bloomsbury-academic-collections/
https://www.bloomsbury.com/us/series/film-genres/
https://www.bloomsbury.com/uk/series/world-cinema/
https://www.bloomsbury.com/uk/series/world-cinema/
https://www.bloomsbury.com/in/series/world-directors/
https://www.bloomsbury.com/in/series/world-directors/
https://cup.columbia.edu/series/cultographies/?page_number=1
https://cup.columbia.edu/series/cultographies/?page_number=1
https://cup.columbia.edu/series/24-frames/
https://www.press.uillinois.edu/books/find_books.php?type=series&search=CFD
https://www.press.uillinois.edu/books/find_books.php?type=series&search=CFD
https://www.routledge.com/Filmmakers-and-Their-Soundtracks/book-series/FILMSNDTRCK?srsltid=AfmBOoqDPI4VnELN4kCu3V1VGZy2VEjDspsLxkKnkJMoA6rSgRh9Kd7K
https://www.routledge.com/Filmmakers-and-Their-Soundtracks/book-series/FILMSNDTRCK?srsltid=AfmBOoqDPI4VnELN4kCu3V1VGZy2VEjDspsLxkKnkJMoA6rSgRh9Kd7K
https://www.bloomsbury.com/uk/series/screen-decades/
https://www.bloomsbury.com/uk/series/screen-decades/

Mpw BbIYNEHEHWM aNrOPUTMOB aHanmnsa GuabMa UCnosnbL3yeTcs MeTop,
pacnpeamMednBanHis, 3aKT04atoLLNNCs «B PAa3NOKEHNN UMEIOLIEroCs 3HaHVe-
BOr0 NPeACTaBeHNs Ha COCTAaBHbIE KOMMOHEHTbI, 06Pa3ytoLiMe ero CTPYKTypy —
OHTO/OMMYECKYIO CXeMy MpeaMeTa U COBOKYMHOCTb YC/IOBHOCTEW NO3HaBaTe b-
HOM akTMBHOCTU» (LLTeltH, 2020, c. 182). Taroke NpUMeHsoTCs MeTOAbl aHaN13a
1 COMOCTaBEHMS.

Kak Bb110 0OTMEYEHO paHee, nccnefoBaHvie NpoBoOAMTCS Ha MaTepuane
KHUT cepum «BFI Film Classics», B UeHTpe BHMMaHMs KOTOPbIX IKPaHM3aLU MK
NNTEPaTYPHbIX MPOM3BEAEHWIA, NO3ITOMY MMeeT CMbICN 0bpaTnTbcs Kk adaptation
studies. B kHure «The Oxford handbook of adaptation studies», npeactasnstouien
cobol COOPHUK TPYAOB, MOCBALWEHHbIX Pa3IMYHbIM acneKTam 1UccnefoBaHms
afanTaunii, rmaBHbIA pefakTop ToMac /IUTY 0TMeYaeT, 4To C CaMoro Havana
CBOErO CyWIeCTBOBAHYIS MCCNeA0BaHWs aanTaLym Bbinm opraHn3oBaHbl BOKPYT
psifia 0OCHOBOMOAratoLMX BONPOCOB: 4TO TaKoe afanTaums? Kakyto 0TBETCTBEH-
HOCTb HECyT aflanTauuyv nepef TeKCTamu, KOTopble OHK aganTupyioT? Kakyto
pofNb JOMKHA UrPaThb OLEHKa B UCCNeoBaHyisX agantaummn? JomkHa nv 37a
06nacTb onpenensTbCs BHUMAaTeNbHbIM NPOYTEHMEM UK OBLMMK TeopUsimn?
(Leitch, 2017, p. 1)

Nty NnpeanaraeT npocneanTs UcToputo adaptation studies kak ceputo
3BOSMOLMOHHbIX 3TanoB, onpeaenseMblx CKopee KpUTUKON Npeablaylix napa-
AWM TOYHOCTH, CNeLndUKM MeAVYMa N MHTEPTEKCTYANbHOCTY, YEM NMPUHATUEM
HOBbIX. TaK, y4eHblid BblAenseT vyeTbipe da3bl cTaHoBNeHWs adaptation studies
(Leitch, 2017, p. 2-5). B KOHTEKCTe HAaCTOSLLEr0 UCCNef0BaHNs NOAPOOHbIV pas-
60p Ka)aoro aTana He NpeACcTaBAfeTCs LenecoobpasHbiM, B CBSA3M C YeM Ans
yaobcTBa YnTaTens otobpasnm dasbl cTaHoBNeHWs adaptation studies B Buae
Tabnuupl (tabn. 1,c. 21).

B cuny orpaHmn4eHHoCTV 0ObeMa B JaHHOM CTaTbe NogPOoOHO paccMaTpy-
BalOTCH TPW UCCNEAOBaHMSA — TEKCTbI, NOCBALIEHHbIE PUNbMaM «YHECEHHble
BeTpoMm» (Gone With the Wind, 1939, B. ®nemuHr, [x. Ketokop, C. Bya), «<CusiHne»
(The Shining, 1980, C. Kybpuk) u «[TMKHUK y Bucsivelt ckansi» (Picnic at Hanging
Rock, 1975, M. Ynp).
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Ta6bnuua 1/ Table 1

YeTbipe a3bl cTaHoBNeHUA adaptation studies

The Four Developmental Phases of Adaptation Studies

Ha3sBaHue
Phase

Mepuop
Period

KpaTkas xapaKTepuctuka
Key Characteristics

Adaptation
Studies 0.0

KoHeu XIX B. —
1950-e

Late 19th
¢.-1950s

Crnopbl 0 BO3MOXHOCTU ¥ LienecoobpasHoCT 1 3KpaHm3aLmm
NUTEpPaTYPHbIX MPOU3BEAEHWIA.

1897 — oavH 13 NepBbix KIbMOB, OCHOBaHHbIX Ha NUTepa-

TypHOM npounsseaerunn, — «CmepTs HaHcum Calike» (Death of
Nancy Sykes). bbin aganTvpoBaH 3n130[4 U3 poMaHa Yapnb3a
[vkkerca «Onunsep TBUCT».

Debates about the feasibility and value of literary adaptations.

1897—one of the first film adaptations: Death of Nancy Sykes
(based on a scene from Charles Dickens’s Oliver Twist).

Adaptation
Studies 1.0

1957-1998

YTBEpxaeHve adaptation studies kak meTogonorum 1 obna-
CTU nccnefoBaHuiA. KnoyeBol Bonpoc — o creuunduike Toro
YN VHOTO MeauyMa.

1957 — «Novels Into Film» (George Bluestone) (Bluestone,
1968)

Establishment of adaptation studies as a methodology and
research field. Central question—medium specificity.

1957—Novels Into Film by George Bluestone (1968)

Adaptation
Studies 2.0

1999-2010

VIHTEPTEKCTYanbHOCTb — BEAYLUMIA MPUHLMM.

1999 — «Adaptations: From Text to Screen, Screen to Text»
(Deborah Cartmell, Imelda Whelehan) (Cartmell, Whelehan,
2013)

Intertextuality as the dominant principle.

1999—Adaptations: From Text to Screen, Screen to Text by
Deborah Cartmell and Imelda Whelehan (2013)

Adaptation
Studies 3.0

2011 — HacTo-
slee Bpems /

2011-present

VIHTepec K udpoBbIM TEXHONOTUSIM; PACTYLLee Nofo3pe-
HVie OTHOCUTENbHO MHTEPTEKCTYaNbHOCTY Kak METO00M -
YECKOM OCHOBbI BBMAY CNOXHOCTU Pa3nuyens agantaynii
OT [IPYrVX MHTEPTEKCTOB 1 YIPO3bl PACTBOPEHUS UCCNeaoBa-
HVIA aganTaunm B UCCNEA0BAHVAX MHTEPTEKCTYaNbHOCTH.

Focus on digital technologies; growing skepticism about inter-
textuality as methodological foundation due to: difficulty distin-
guishing adaptations from other intertexts; and risk of absorp-
tion into general intertextuality studies.
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1. XENEH TEWNOP (2015). <XYHECEHHbIE BETPOM>»
HELEN TAYLOR (2015). Gone WitH THE WinD

06 aBTOpE: XeneH Telinop — NoYeTHbI NPOMeccop aHMMNCKOTo A3bIKa,
NVTepaTypoBe/, aBTOP MHOXECTBa CTaTel 0 nTepaType 1 KynsType ameprKkaH-
ckoro HOra (cm., Hanpumep, Taylor, 1989; Taylor, 2000; Taylor, 2007; King, Taylor,
1996). Telinop Takke M3BECTHA CBOUMU MEMUHUCTCKMMMN KPUTUYECKMMU CTa-
TbSIMU 1 BOBIEYEHHOCTLIO B Chepy paanKansHol negarorikn (Taylor, 1990).

CTpyKTypa KHUTU

OCHOBHOE coflepXaHue KHUM M COCTaBNSOT YeTbIpe raBbl:

1. «Kanpus CensHuka»: Kak co3paBancs GUibM «YHECEHHbIE BETPOM»
(Taylor, 2015, p. 24-51).

2. «Benuuanwas 13 3Be3p, nofapeHHbix AHIMel fonnmnsyay»: bputanus
1 nouck CkapnetT (Taylor, 2015, p. 51-70).

3. PacoBas nonuTnKa «YHeceHHbIx BeTpom» (Taylor, 2015, p. 70-89).

4. CkapnetT u PeTT — nt0boBb NpefHavyepTaHa unn obpeyeHa? (Taylor,
2015, p. 89-101).

Kpome Toro, B paboTy BK/II04eHbI 61arofapHOCTy, NPeaVCcoBIe, <YBepTiopar
(BcTynneHue), «3aBepLiatoias My3bika» (3aKNto4eHNE), KOMMEHTapuK, MHbopMa-
UMsi, yKasaHHas B TUTPax aHanvanpyemoro dunbma, a Takxke bubamorpacpuye-
CKMI CMCOK.

AnropuTMm aHanu3sa duibma

PaccMoTpeB NpoBefeHHbIN XeneH Teitnop pa3bop KapTuHbI «YHECeHHble
BeTpoMm» (Gone With the Wind,) 06o3Ha4vm anropnt™ aHanm3a dunbma, Mcrnosb-
3yemblil aBTOPOM:

1. Kpamkas «sepbaneHas npeseHmayus puasmar» (LTeiiH, 2022, c. 109),
BK/OYatoLas nepeckas dabynbl; MHMDOPMaLMIO O MONYYEHHbIX Harpadax, Kac-
COBOM YyCrexe, Ky/bTOBOM CTaTyce; YNOMMUHaHMs UCCNEA0BAHNIA, KacaroLimnxcs
KapTViHbI, MPOBEAEHHbBIX BUAHBIMU YHEHbIMU; OTChITKM K DUabMaM, Hacneayo-
LWMM aHann3npyeMomy, 1 IMTepaTypHOI OCHOBE; Te3CHoe CpaBHeHvie hunbma
1 poMaHa; 063op peuenumm bunbma.

2. CeepieHvs 06 ucmopuu co30aHus gunema.
Cmpykmypa ¢unema.

3

4. WcTtopus kacmuHea.

5. WMHdbopmaums o pa3zpaboTKe cyeHapus — afanTaluy poMaHa.
6

AHanu3 paboTbl XyOOXKHUKO8 NO KOCMIOMY, BKOYAIOLLMIA KpaTKoe Onu-
CaHne HeKOTOPbIX CLIeH.
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7. AHanu3 ysemogozo peweHus hunsbma.

8. AHanwa pabomel xyooxHukos. OnncaHne KntoyYeBbix 0COBEHHOCTEN cge-
MoB020 peweHus.

9. 0630p npembeps! hunbma.

10. Micmopusi ny6aukayuu NUTepaTypHO OCHOBbLI 1 8bIx00a (uaeMa
8 NPOKam.

11. ViHdopmauys 06 akmpuce, MICMONHAIOLWEN FaBHYHO Posb: MOAPOLHas
MCTOpUs BbIBOPA Ha POk, OTCHINKM K APYrvM ee paboTam.

12. MowmeleHne bunbMa B COYUaIbHO-UCMOPUYECKUU KOHMEKCM C aKLeH-
TOM Ha pacoBol nonuTunke. OcobeHHOCT peyenyuu mozoa u cetivac. 063op MHe-
HUU KpUMUKO8.

13. Cmpykmypa passepmel8aHus 110608H020 KOHGBAUKMA. B3rnspa Ha nto-
HOBHYO NMHMIO Yepe3 Npr3My heMUHU3Ma 1 Ap. NOCPeACcTBOM 0630pa MHEHWI
psana vccnenoBatenen.

14. Onpenenexvie NPUYMH OTHECEHUS PUNbMa K KIaCCUKe KUHEMAamo-
epaga.

MpumeHsemblin XeneH Tellnop anropuTM aHanmnsa oTobpaxeH Ha cxeme 1
(cMm. c. 25).

BbiBogA,. /IccnenoBaHue NpeacTaBaseT cobo KOMMIEKCHbI 0000WEHHbIN
KOHTEKCTyanbHbIV aHann3, Aatollnii pa3BepHyTOe NpeacTaBneHne 060 BCeMm,
4TO «OKPYXaeT» GUIbM, HO HEe PACKPbIBAOLLMI MeXaHVI3Mbl CO3AaHWNs CMbIC/IOB.
ABTOp COCPeioTOYEH Ha «KOOPAMHALMYM npe3eHTauuy dunsmar (LLTenH, 2022,
. 120), ocyLecTBASEeMOl MO MHOXECTBY HamnpaBleHWi, BKOYas BMUCbIBaHKE
B VICTOPUYECKWIA, COLMOKYNBTYPHbINA, NUTePaTypHbIA U KUHEMaTorpaduieckuii
KOHTEKCTbI, @ TaKKE OCOOEHHOCTSIX BOCMIPUSTIS KaPTUHbI 3pUTENSIMU 1 ee POSN
B MCTOPUM KUHOWCKYCCTBA.
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Cxema 1/ Diagram 1

CxeMa aHanusa ¢unbma, npuMeHsiemasi XeneH Teiinop npu aHanuse punbma
BukTopa dnemuHra, xopaxa Kotokopa n Cama Byga «YHeceHHble BeTpoM» (1939)

Film Analysis Framework Applied by Helen Taylor in Studying Victor Fleming,
George Cukor and Sam Wood’s Gone With the Wind (1939)
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2. POMXEP JIAKXEPCT (2017). «CUSIHUE»
ROGER LUCKHURST (2017). THE SHINING

06 aBTOpe: Pomkep /lakxepcT — BpUTaHCKWIA NucaTenb, MTepaTypoBses,
KyNbTyponor v kuHosep, ¢ 2020 roga paboTaeT B MEXANCUMNAMHAPHOM LeHTpe
nccnenosaHnii XIX Beka B bripbexe (J/TIoHAOHCKMI yHMBepcHTeT). B hokyce BHY-
MaHWs y4EeHOro BYKTOPMAHCKas 1 COBPeMeHHas nutepaTypa, rotvka v daHTa-
CTVKa, CCnefoBaHme TpaBMbl. JlakxepcT — pegaxTop psga KHur cepum «Oxford
World’s Classics» (Stevenson, 1886/2008; Luckhurst, 2009; James, 1881/2009),
aBTop cTaTel B «Guardian» 1 «Sight and Sound». [ins cepun «BFI Film Classics»
Pomxep /lakxepCT Hanucan iBe KHUru: kpome «CUSHWS», 3TO KHI1ra o hunbme
«Myol» (Alien, 1979) (Luckhurst, 2019).

CTpyKTypa KHUTU

OCHOBHOE cofiepaHmne KHUr cocTasnsieT rmasa «CusiHme», pasaenexHas
Ha cemHaguaTb YacTem:

« Bcrynnennve

« Hanetasa/cneas

« «OBepnyk»

« PebeHok-3KkCTpaceHc

« [ponaswuii BpaY

+ CeMelHbI poMaH

+ 3an «Konopapo»

« Kakpena, ok?

+ [lano4Ka B yHbIHWN

« KomHarta 237

« MwucTtep paau

+ «Kak BaM 3TO HpaBUTCa?»: [DKeK CxoamT C yma

+ Tonumopdws: 3BydaHne «CUAHNS»

+ «BonwebHbii Herp»: XonnopaHH

« BeHpu cnger

+ JIabVPUHT 1 MMHOTaBP

« doTorpadus

Kpome Toro, B paboTy BKNtOYEHbI KOMMEHTapuu, MHMOpPMaLUKns, yKa3aH-
Has B TWTpax aHanu3npyemoro hunsma, a Takke 6ubnvorpaduyecKkmnii CNmcok.

ANnroput™ aHanusa uabMa

|‘Ipe>+<qe 4yem rlepe|7|T|/1 K V3NOXEHWIO a/ifTOPUTMa aHain3a, NpnMeHaemMoro
ﬂaKXQpCTOM, HeO6XO,EI,I/IMO OTMETWTb, YTO OH apTUKY/TNPYET TO, KaKNM O6pa3OM
ncenenyet CbVI]'IbM. ﬂ,aHHbIm d)paI'MeHT TeKCTa, o4eBNAHO, BaXeH ANd NoHKWMa-
HWNA I/ICI'IO}'Ib3yeMOIZ aBTOPOM MeTOAO0N0I K, MO3TOMY NpKrBeAeM ero NoIHOCTbHO:
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«$1 xovy nomecTnTb “CusiH1e” B psf KOHTEKCTOB, KOTOPbIE HE TaK YacTo
3aTparunBatoT npu pasbope dunbMa. Y MeHs HET KenaHvs aHann3npoBaTh Kap-
TUHY B hOpManbHOM M30AALUMM, XapaKTePHOW AN aBTOPCKOW KpUTUKK. BMecTo
3TOTO 51 XO4Y PACCMOTPETh CAOKHYIO NPUPOAY hUIbMOB Y)KacoB B KOHLEe 1970-X
1 Havane 1980-x rogoB 1 NoayMaTh O BO3POXAEHMM xoppopa 70-x B ero obliem
NCTOPUYECKOM KOHTEKCTE Kak MOMEHTe KynbTYPHOro Kpu3nca. B yacTHocTy,
S HafetCb PaCKPbITh MCTOPUIO TPOMOB, KOYEBbLIX N5 MOHUMaHWs dunbma
Kybpuika, — “cTapbili TeMHbI oM™ 1 “pebeHoK-3KcTpaceHc”.

TakoKe xenato NpeacTaBuTb pazHoobpasne NoAxoA0B K camMoMy huibMy
noCpeacTBOM Cepun KOMMEHTapm1eB, KOTopble cneaytoT 3a dabynoin nprMepHo
B XPOHO/IOMMYECKOM MOPsiAKe, NO3BOMSS MHE YIOBUTb 3N1EMEHTbI, He OrpaHnyeH-
Hble OAHMM KOHKPETHbBIM METOAOM UM NOAXOAOM. VIes COCTOUT He B TOM, YTObbI
NpeaoXnTb efNHYI0, CBSI3HYIO, LLENOCTHYIO MHTeprpeTaumnio (haHTaswuio napa-
HOMAANBbHOTO YnTaTeNs), @, CKOpee, B MOHUMaHMK TOro, Kak duvibM NoCTpoeH
TaK, 4TO ABNSET COBON OTKPLITYIO MATPULY, KOTOPash MOXET MOAAEPHKMBATh
MHOXECTBO BO3MOXHbIX BAPUAHTOB MHTeprpeTaunn. Ham HyHO COCTaBWTb
KapTy CTPYKTYpbl NabUpUHTa, a He HacTamnBaTh Ha TOM, YTO eCTb TOIbKO OAWH
NyTb, NO3BO/ISIOLLMIA 13 HEro BbIopaTbes. Hagetoch, YTo Aaxe OTANYHO 3Hatolme
UM YUTATENN NONYYAT HEKOTOPbBIE HOBbIE BO3MOXHOCTY f1/151 TOTO, YTObbI YBY-
[eTb ero elle pa3 B HOBOM cBeTe» (Luckhurst, 2017, p. 12).

PaccMoTpeB NpoBeaeHHbI JlakxepcToM pa3bop dunsema CTaHnm Kybpuka
«CusiHve» (The Shining), BbISBNSiEM CleaytOWMA anropyTM aHanmsa:

1. Kpamkas eepbaneHas npeeHmayusi gunema (LLUTenH, 2022, c. 109),
BKtOYatOLLAst 0630P MHEHW XYPHANUCTOB aBTOPUTETHbIX M3AaHWIA, HeraTuB-
HYI0 OLIEHKY aBTOpa NTepaTypHOI ocHoBbl — CTHBEHa KnHra, pexunccepa bpai-
aHa ae ManbMbl 1 KpUTUKa MonnH Keiin; MHbOPMaLMo O BbIpe3aHHbIX CLieHax
1 M3MEHEHUW penyTaummn punbma, BIOCAEACTBUM CTaBLIErO KybTOBbIM; 0630p
KOHCMMPOIOrNYECKNX KOHUEMNUMWIA; TMYHYIO MCTOPUIO aBTOPa O 3HaKOMCTBE
C GUNBMOM.

2. AHanus omxkpeigarowjeli nocnedosamensHoCmu Kaopos. BeisigneHue npu-
emM0o8, XapakmepHsIx 07151 NOYEPKA pexuccepd, OTCHIIKK K APYrviM ero dunsMam,
B KOTOPbIX NCMOMb30BaVCh aHanorn4Hble MHCTPYMEHTbI.

3. AHanus onepamopckoli pabomesl, ONCaHNe NPUMEHEHHbBIX MEXHUYECKUX
Hoswecms.

4. CpasHeHue ¢uiLma u 1umepamypHol OCHO8bI Ha YPOBHE «ynpaBns-
touler MeTadopbl», BbIPAXKEHHOM B BM3YaNbHOM pelleHum (B KHUre B LeHTpe —
BEpTVKanb, B punbMe — ropnsoHTanb. B dunsme «ynpasnsioulas Metacdopa» —
He 0 TOM, 4TO norpebeHo, a 0 TOM, YTO CKPbIBAETCS 3a MOBOPOTOM NabupuHTa).
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5. MiHTepnpeTauus Toro, 4To Takoe «OBepyKk» B Ky/bTYPHO-UCMOPUYECKOM
U iumepamypHom koHmexkcme. Onopa Ha uaeto LLUnpnv [prexcoH, aBTopa poMaHa
«[1pn3pak oMa Ha XONME», O TOM, YTO IKCTPACEHC MOXKET OKA3aTb OMaCHbIN yCu-
NNBaOWMI 3hdEKT Ha HaceneHHbIn Npr3paKaMm AOM.

6. )KaHposwblli aHau3 — nctopus xoppopa 1970-x, MecTo aHanv3npyemMoro
unbMa B KOHTeKCTe aHpa. 0630p MHeHWI ccnepoBaTeneil.

7. AHanu3 mpona «pebeHoK-3KcTpaceHc». O630p 1CMoNb30BaHWs NOA0H-
Horo obpa3sa B KnuHemaTorpade 1970-1980-x. Onopa Ha MHeHVEe aBTOPUTETHbIX
nccnefosateneil. AHanus obpasa [JaHHu ToppeHca — pebeHKa-3KcTpaceHca
13 «CUAHUA.

8. AHanu3 psoa Kno4essix cyeH GuaeMa — B XpPOHONOTMHECKOM MOpPsiAKe.
B 3aBUCKMMOCTY OT CTPYKTYpPbI CLEHbI, €€ Leneli 1 0COBEeHHOCTEN aBTop Npw-
MEHSIET TY WU MHYIO ONTUKY, aKLEHTUPYET BHUMaHWE Ha CMbIC/I000pasyoLLyx
anemeHTax, pa3bupaeT akTepckue paboTsl, BuaeHue pexccepa. llpumerHeHue
onmuku 3uemyHoa dpetioa, dpedepuka [xeliMucoHa, bpyHo bemmesszelima,
®pudpuxa Huywe v ap. ObpalleHmne K yCTPOMCTBY FrpeYeckmx MUDOB, CKa304HbIM
MOTUWBAM ¥ MOMYSPHOW KyNETYPe Kak UCTOYHMKaM MHTEpMpeTaumm.

9. AHanu3 cayHOMpeKa, pacKpbIBaOWLMA MOTUBbI MUCMONBb30BaHUS TOM UK
NHOW KOMMO3ULMN.

MpvMeHseMblli Pomkepom J1akxepCTOM anropuTM aHanmnsa oTobpaxeH
Ha cxeme 2 (CM. C. 29).

BbiBOA. ABTOP 06palLaeTcs K CUCTEMHOMY, KOHTEKCTYanbHOMY, aHpo-
BOMY 1 CPaBHUTENbHOMY aHanmn3y, MCnonb3yeT MHTepPrpeTaLuoHHbIe NOaAXOabl
B hokyce onTuku ®perina, [hrelimncoHa, bettensreima, Huuwe, a Takoke BblisiB-
NSeT KNtoYeBble A1 NoHMMaHus huabMa TPOorbl, paccMaTpuBas Ux B UCTOPK-
YECKOM, COLIMOKYBTYPHOM U KMHemaTorpachuieckom KoHTekcTe. CTpaTteryis
NO3HaBaTeNbHON aKTUBHOCTM OTBEYAET KOMMIEKCHOMY MOAXOAY.
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Cxema 2 / Diagram 2

Cxema aHanusa punbma, npumeHsiemas Popxepom JlakxepcTom
npwv aHanuse ¢punbma Ctannm Kybpuka «CusiHue» (1980)

Film Analysis Framework Applied by Roger Luckhurst
in Studying Stanley Kubrick’s The Shining (1980)
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3. AHHA B3KMEH POMKEPC (2022). «[TMKHUK Y BUCSAYEN CKANbI»
ANNA BACKMAN ROGERS (2022). Picnic AT HANGING Rock

06 aBTOpe: AHHa bakmeH Pomxepc — npodeccop MéTeboprckoro yHu-
BepcuTeTa, CoydpeanTeNs U copefakTop heMUHUCTCKOrO akageMmuyeckoro
OHNalH-KypHana «Mai: Feminism and Visual Culture»™; paHee paboTana B po-
HVHrEeHCKOM 1 CTOKIONIbMCKOM YHUBEPCUTETaX; OKOHYMNA SANHOYPIrCKUA YHU-
BepcuTeT, nonyyns PhD B 061acTy KUHOBEAEHMS.

B ueHTpe BHMMaHUS nccnegoBaTens — aMepuKaHCKoe He3aBncrMoe
KnHo (Rogers, 2015), nopTpeThbl MeHUTbIX pexwvccepoB (Rogers, 2018) v aHanu3
13BeCTHbIX hrnbMoB (Rogers, 2021; Rogers, 2022). Kpome Toro, AHHa Pofxepc —
CcopefaKTop HECKONbKMX COOPHMKOB, MOCBALLEHHbIX PEMUHUCTCKOM ONTUKE
B kuHowckyccTe (Mulvey & Rogers, 2015; Ulfsdotter & Rogers, 2018a; Ulfsdotter
& Rogers, 2018b).

CTpyKTypa KHUTU

OCHOBHOE CoflepXaHme KHUM COCTaBNFOT YeTbIpe rMaBbl:

1. «Bo cHe: npovicxoxaeHve, NPOU3BOACTBO U CheMKu» (Rogers, 2022,
p. 7-33);

2. «MUNNMOH NeT OXKAasa TONbKO HaC: XYLOXeCTBEHHble BANAHUA
1 CBepXbecTecTBEHHble NpocTpaHcTBa» (Rogers, 2022, p. 36-65);

3. «llena n HeBpeamnMma: MyxcKast Boobpaaemas v KypTya3Has 10608b»
(Rogers, 2022, p. 66-87);

4. 3akntoueHune: 1eBYWKN Ha rpaHK; KEHCTBEHHOCTb 1 UcTepus (Rogers,
2022, p. 88-95).

TatoKke B TEKCT BKIOYEHbI HaroflapHoCT, KOMMEHTapun 1 nHdopMaLms,
yKasaHHas B TUTPax aHann3npyemoro huibma.

AnropuTm aHanu3sa dunbma

PaccMoTpeB NpoBeeHHbI AHHOM Pomkepc pa3bop kapTuHbl [nTepa Yrpa
«MMMKHNK Yy Bucsiveit ckansl» (Picnic at Hanging Rock, 1975), MOXHO BbISIBATb anro-
pPYTM aHanu3sa dbrnbMa, NpUMeHsemblii aBTOPOM:

1. Kpatkoe onucaHue obpasa gunema, e2o 3cmemuKu, OCHOBaHHOe
Ha CyObEKTUBHbIX OLLYLLIEHMSX OT MPOCMOTPA.

2. OnpepenexHve Mecma uaemMa 8 KOHMEKCME MUPOBO20 KUHEMAMO-
2paga — OTHECEHME ero K TOMY WU MHOMY HanpaBieHuo, OMHOWEHUE K HeMy
Kpumuxos u 3pumesned.

3. CBepgeHus 06 ucmopuu co30aHuUs punema.

¥ Mai: Feminism and Visual Culture: https://maifeminism.com/ (03.06.2025).
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4. YKazaHue ocobeHHocmel cemmuHaa, HPOPMaLMs O MOMCKe NoKaLMi
AN5 ChEMOK.

5. Ananus onepamopckoll pabomel.
6. AHanu3 ponw cayHompexa.

7. Pas3bop su3syansHozo peweHus Guiema, BKIOYaoWmi obpalyeHme
K KOHTEKCTY 1306pa3nTeNbHOro NCKYCCTBA, NOKAOPOoBsId AHA/IU3 K/TH0YE8bIX CUEH,
aHann3 annapamHo2o MoOeaUPOBAHUS, C8eMOBOU CXeMbl, MOHMAXA, C LieNbio
06BSACHEHUS MOPOXAaeMbIX GUNBMOM CMbIC/IOB. BbisiBNEHE OCHOBOMOMNArato-
WX NPUHYUNO8 NOCMPOEHUS! 8HYMPUKAOP08020 NPOCMPAHCMaA.

8. WMHmepnpemayus guaema, OCHOBaHHas Ha NPUMEHEHUU peMuHuCm-
cKoU onmuku, a Takke KoHyenyul 3uemyHoa ®petioa u Xaka /lakaHa. Obpalue-
HUWE K TPy/am BUHbIX COBPEMEHHbIX MCCNef0BaTeNnen.

9. BbisiBNeHWe puaemos, Hacaedyowux aHanu3upyemomy.

MNprMeHsieMblii AHHOW Pofyxepc anropuTM aHanmn3a oTobpaxeH Ha cxeme 3
(cM. €. 32).

BbiBog. /iccnenoBaHme npeacTaBnseT coboi TWaTenbHblil CUCTEMHbIA
aHanua, NPUOBAKAIOLWNIA YNTaTeNs K MOHMMaI0 TOTO, KaK MMEHHO B duibMe
co3patoTcst cMbIcbl. CTpaTerus Nno3HaBaTeNbHOM akTMBHOCTH aBTOpa OTBeYaeT
KOMMEKCHOMY MOAXoAy. Takke NPUMEHSIIOTCA Takue MHTepnpeTaLMoHHble Noa-
xofbl (LUTenH, 2020, c. 131), Kak GpeanCTCKII, NakaHOBCKMNIA 1 DEMUHUCTCKUI.

3AKNHOYEHUE

MocnenoBaTenbHO paccMOTPEB psif KHUT cepum «BFI film classics», noces-
WEeHHbIX 3KpaHM3aLMsaM NONYASPHBIX TUTEPATYPHbIX MPON3BEAEHWM I, Mbl Bblsi-
BUW NPUMEHSiEMble NCCe0BaTeNS MM aNropuTMbl aHanm3a hunsMoB 1 0To-
6pasnnv UX B BUAE CXEM.

CpaBHMB aHANUTNYHECKNIA MHCTPYMEHTapWIA, UCNONb3yeMbld aBTOpamu,
MOXHO MPUNTU K CneaylowmnmM BbiBogaM. B kHurax cepuw «BFI film classics»,
MOCBALLEHHbIX SKPAHM3aLMAM 3HAMEHWTbIX POMAHOB:

+ OTCYTCTBYeT «CTaHAapT» aHanusa uabmMa — HECMOTPS Ha To, 4TO
KaXX[bl pacCMaTpyiBaeMbl TPy/ KacaeTcs aganTalymn nutepaTypHoro
NpOn3BeAeHMs, anropuTMbl, MpUMeHsieMble asTopamu, obnapaoT
CYLLECTBEHHBIMU PA3NINYMAMU, MOITOMY O €AVHON CXEME peyn He UAET;

HAYKA TEJIEBUAEHUA 21 (2), 2025 31 THE ART AND SCIENCE OF TELEVISION



Cxema 3 / Diagram 3

Cxema aHanusa ¢punbma, npumeHsiemasi AHHoli Pogpxkepc npu aHanumse
¢unbma Mutepa Yupa «MUKHUK y Bucsyeii ckanbl» (1975)

Film Analysis Framework Applied by Anna Backman Rogers in Studying
Peter Weir’s Picnic at Hanging Rock (1975)
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+ Ba)XEH «r010C aBTOPa»: B KaXAOM MCCNeloBaHWM B TON UAU UHOR
CTeneHn PacKpPbIBaeTCs IMYHas MCTOPUS 3HAKOMCTBA aBToPa C (hMUIbMOM,;

+ 3HaYUTENbHOE MeCTO 3aHMMaeT KOOPAMHaLWS npe3eHTauny aHanm-
31MpyemMoro duabMa no TakMM HanpaBaeHUsM, Kak UCTOPUS KMHO
V1 COLMOKYBTYPHbI KOHTEKCT;

« 00s13aTeNbHbIN 3NEMEHT — NPeACTaBNEHHbI B TOM 1AW MHOM BUae
CPaBHUTENbHbIV aHanu3 GuabMa 1 ero AuTepaTypHO OCHOBSI.

« HEMaNIOBaXHY0 POfb UTPatT MHTEpPNpeTaumoHHbIe MOAXOAbI, YTO
B LI&/IOM XapaKTepHo ans cinema studies; B 3aBUCMMOCTM OT CneumnduKm
aHann3npyemoro GuabMa aBTopbl NPUHErarT K NCUXOaHANUTUYECKOMY,
(HEMUHUCTCKOMY, MaPKCUCTCKOMY MNOAXOAaM,;

+ MMeeT MecTo POKYC Ha OCODEHHOCTSAX M300Pa3UTENBHOTO PeLleHN s,

¢ BTOM UM MHOM BUAE MPOBOANTCA aHaIM3 KNHOYeBbIX CLIEH.
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Untangling the web: Shifting
gendered symbols of the spider
demon from Journey to the West
to Black Myth: Wukong*

Abstract. This paper examines the reinterpretation of the spider demon
as a traditional Chinese gendered symbol, from Journey to the West (Wu
Cheng’en, 1592) to the modern video game Black Myth: Wukong (2024).
Using cultural semiotics and monstrous-feminine theory, it compares
materials from the novel and game through textual analysis and sentiment
analysis of the 1,000 most-liked comments on related Bilibili videos.
Sentiment analysis reveals predominantly positive reception (69 %), though
criticism regarding gender representation persists. The findings show that
through narrative reconstruction in the game, the spider demons evolve
from one-dimensional seductresses into multidimensional figures with
more humanized designs. Their characterization not only reflects deeper
emotions, moral dilemmas, and self-awareness but also incorporates Tang
Dynasty-inspired aesthetics to reinforce their cultural background, while
still retaining certain monstrous traits and a sense of tragic fate. Moreover,
the paper highlights that rather than abandoning traditional archetypes,
the game reinterprets them with emotional depth and symbolic continuity,
illustrating how cultural symbols can be adapted to reflect broader shifts in
gender discourse and narrative complexity.

Keywords: gendered symbols, cultural semiotics, monstrous feminine,
female monsters, gender representation, Chinese video games, transmedia
narratives, spider demons, Black Myth: Wukong, textual analysis, audience
sentiment analysis, Chinese feminine monstrosity

" The term gender in this work is used strictly in a biological sense to describe the sex and
variability of traits in spiders. This phenomenon has no relation to sociocultural, legal concepts,
or issues concerning the promotion of non-traditional relationships, as regulated by the
legislation of the Russian Federation—Editor’s Note.

© TepMuH «reHaep» B AaHHOW paboTe UCMONMb3yeTcss CTPOro B OMONOTUYECKOM CMbIC/E
0151 OMCaHNS NONOBOV NMPUHAL/IEXHOCTU 1 U3MEHYMBOCTY NMPU3HAKOB Y naykos. OTMeYeH-
Hblll (DEHOMEH HE UMEET KaKoro-N1MbO OTHOLIEHUS K COUMOKYBTYPHbIM, MPaBOBbIM KOHUEMUM-
SM WAV BOMPOCaM Nponaraqzbl HETPaAMLYOHHbIX OTHOLIEHWIA, PETyIMPYEeMbIM 3aKOHOAATE b~
cTBOM Poccuiickol depepaumn (Mpum. peq,.).
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INTRODUCTION

Video games have evolved beyond mere entertainment into key platforms
for cultural expression and value dissemination. Through transmedia adaptations
of classic works, they incorporate mythological elements to reinterpret traditional
culture and connect with modern audiences (Torres-Toukoumidis et al., 2024).
Black Myth: Wukong exemplifies this trend as China’s first AAA game, setting a new
standard in 2024. By merging the classic novel Journey to the West with modern
technology, it reimagines traditional narratives for a global audience (Xinhua
News Agency, 2024). One of its most striking reinterpretations is the portrayal of
the female non-player character (NPC) spider demons, whose intricate storytelling
and design captivated social media. With Douyin hashtags surpassing 1.5 billion
views, these characters have become a powerful testament to how video games
reshape cultural icons in contemporary popular culture.

In Chinese culture, while spiders are considered “good luck,” spider demons,
such as the “mountain spider” in the Song Dynasty’s Southern Book of Stories
and those in Journey to the West, have long symbolized seduction, danger, and
evil. However, as a symbol, the spider demon has also undergone a continuous
transformation in meaning due to social and cultural changes. In Black Myth, their
portrayal shifts, adding emotional depth and complexity. This change highlights
how cultural symbols evolve in modern media, where traditional narratives
resonate with today’s audiences.

While research on female characters in games has grown, the spider demon
asasymbolin Chinese culture remains underexplored. Western representations,
like Spider-Man or the broodmother (especially, in Dota 2), differ greatly in
meaning and gender traits from the Chinese spider demon. This study’s relevance
lies in its attention to how the rarely discussed mythological figure of the Chinese
spider demon is reimagined in contemporary digital media. As China’s gaming
industry expands globally, such reinterpretations play a key role in shaping
cultural narratives and projecting soft power. Moreover, the transformation of
gendered monsters in games reflects shifting norms around femininity, morality,
and identity. Therefore, this study employs cultural semiotics and monstrous-
feminine theory, combining textual analysis with audience sentiment data to
examine how the spider demon has been reinterpreted as a gendered cultural
symbol across different media and time periods, from Journey to the West to
Black Myth: Wukong.

In particular, it addresses the following questions:

1. How does the spider demon in Journey to the West embody traditional
gender symbolism and cultural connotations?
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2. How does Black Myth: Wukong reinterpret gender symbolism of the
spider demon through the narrative and character design?

3. How does this change affect the spider demon’s gender traits and
audience views?

By answering these three questions, the study will capture the evolution
of this gendered symbol and the audience’s response, revealing how traditional
cultural symbols adapt and transform in new media and gender contexts.

MATERIALS AND METHODS

This study analyzed the portrayal of spider demons in the videogame Black
Myth: Wukong and the classic Chinese tale Journey to the West, employing a range
of methodologies. Comparative textual and narrative analyses were conducted to
explore the depiction and transformation of characters across these works. The
empirical material includes game texts and official character profiles from chapter
4in Black Myth and chapters 72-73 of Journey to the West. Cultural hermeneutics
and elements of receptive aesthetics were also applied to investigate the
reinterpretation of traditional myths.

To analyze audience attitudes toward the reinterpreted spider demons,
Python was used to scrape and process audience comments. The study
employed sentiment analysis, using the SnowNLP library, on the top 1,000 most-
liked comments from Chapter 4 gameplay videos published on the Chinese
platform Bilibili.* Additionally, for visual content, the research applied semiotic
and audiovisual analysis to uncover deeper symbolic and narrative layers,
complementing the broader analysis of the media texts.

! Bilibili @ Black Myth: Wukong. (2024). Six emotions - Original animation compilation of
chapters from Black Myth: Wukong [Video]. Retrieved January 1, 2025, from https://www.bilibili.
com/bangumi/play/ep835819?spm_id_from=333.1387.homepage.video_card.click&from_
spmid=666.25.episode.0.
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THEORETICAL BACKGROUND AND LITERATURE REVIEW

Symbols form the foundation of cultural narratives, reflecting shared meanings
that shift depending on context. Eco describes symbols as key components of
semiotic systems, linking abstract cultural codes with tangible forms (Eco, 1976,
pp. 3-31). Their flexibility allows them to evolve in new cultural and media settings,
reshaping meanings to fit changing social and artistic trends. Lotman’s cultural
semiotics provide a solid framework for understanding the dynamic transformation
and redefinition of symbols across different media and time periods. He describes
culture as a semiosphere, a network of interconnected symbolic systems where
each symbol redefines its meaning through interaction with others (Lotman, 1990,
pp. 151-171). Lotman emphasizes that the translation of symbols across cultural
and media boundaries often creates new meanings, reflecting the multilingual and
dynamic nature of cultural systems. Additionally, his concept of the cultural explosion
highlights how symbols, when placed in new contexts, take on meanings that carry
historical significance (Lotman, 2009, pp. 19-25).

The integration of mythological figures into modern video games reflects
a broader cultural process in which traditional narratives are reactivated and
transformed through new media. This process involves more than symbolic reuse—
it draws on the deep structure of myth as a cultural logic. As Lévi-Strauss argues,
myth functions as “a kind of language” (Lévi-Strauss, 1955, pp. 430) that offers
“a logical model capable of overcoming contradictions” (Lévi-Strauss, 1955, pp. 443).
Myths, then, are not static stories but dynamic symbolic systems through which
cultures mediate fundamental tensions. Figures such as demons or monsters often
embody oppositions like purity and danger, human and non-human, or nature and
civilization, which are binary structures that myth helps to symbolically resolve
(Lévi-Strauss, 1955, pp. 430-440). At the same time, the repeated reappearance of
mythic characters across history reveals a cyclical structure of cultural memory.
Eliade (1963) describes this phenomenon as the “eternal return,” meaning that
mythic archetypes are cyclically reactualized to restore contact with sacred origins
(Eliade, 1963, pp. 18-19). These structures are resilient and flexible, allowing
reinterpretation without erasing symbolic continuity. In video games, mythological
characters are thus not merely decorative but function as adaptable carriers of
cultural identity, moral imagination, and emotional resonance.

Female representation in video games has historically been constrained,
often portraying disesmpowered or sexualized identities that reinforce traditional
gender roles of dominance and subordination (de La Torre-Sierra & Guichot-Reina,
2024, pp. 4-6). Drawing on Kristeva’s theory of abjection that which “disturbs
identity, system, and order by not respecting borders, positions, and rules”
(Kristeva, 1982, p. 4), Creed introduced the concept of the monstrous-feminine
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(Creed, 2023, p. 5), arguing that female monsters are a mix of fear and desire,
acting as both challenges for male protagonists and opposites of cultural morality.
Abjection, as “neither subject nor object” (Kristeva, 1982, p. 135), challenges
the symbolic order—often equated with patriarchal structures—through the
female body’s ambiguity, transgression, and horror. For example, Medusa’s ability
to turn men to stone with her gaze represents a threatening female power that
exists outside male control. Building on this, Stang examined female monsters
in Dungeons & Dragons and Dragon Age, identifying them as expressions of
patriarchal anxieties that reinforce misogynistic norms (Stang & Trammell, 2020,
p. 11). In the Chinese context Wu analyzed the shift of feminine and monstrous
traits from the game Gujian 3 (2018) to its fanfiction. Wu introduced the term
Chinese feminine monstrosity, noting that female monsters’ monstrous traits arise
not from sexualization but from their deceptive beauty, deadly tendencies, and
abject-transformative forms, while paradoxically emphasizing their voluntary
alignment with the patriarchy, which ultimately weakens their monstrous nature
(Y.H. Wu, 2024, p. 3). However, recent studies, such as those by Albino and Zhang,
highlight a growing trend of female monsters that challenge gender norms while
retaining feminine traits (Albino, 2020, pp. 544-550; M. Zhang, 2024, pp. 395-398).
This trend is exemplified by characters such as Kerrigan in StarCraft series, whose
forced transformation into a powerful monster becomes a source of agency
and resistance, redefining the monstrous-feminine (Blomquist, 2021, pp. 890-
893). These cases illustrate that female monsters in video games are complex,
contradictory figures that evolve in response to shifting societal norms.

TRADITIONAL GENDER SYMBOLS IN JOURNEY TO THE WEST

Journey to the West follows Tang Sanzang and his disciples on their quest
for Buddhist scriptures, blending mythology, religion, and folklore. Adapted over
centuries—from Xuanzang’s historical journey to Yuan dramas and Wu Cheng’en’s
Ming classic—Journey to the West became one of China’s Four Great Classical
Novels. Modern retellings include literature, film, TV (notably the 1986 series), and
video games. While Wukong has been reimagined in many ways, side characters
like the spider demon and White Bone Spirit are often remain confined to the
trope of female seduction.

The spider demons in Journey to the West symbolize temptation and danger
through personification, metaphor, and hyperbole. Descriptions like “silver-like
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Table 1

Analysis of the portrayal of spider demon characters
in the Chinese classic Journey to the West

Analysis
dimension

Analysis of
Journey to the
West (symbolism)

Relevant texts/plot (symbols)

monstrous
nature

Character traits:

Dangerous;
Trial-setters,
temptresses, traps

“Flung him to the ground” (C. Wu, 2012, p. 322), “[...] let’s go
back and have that fat monk steamed for food” (C. Wu, 2012,

p. 325), “They also pan-fried some freshly gouged human brains,
which they then cut up to look like pieces of bean curd” (C. Wu,
2012, p. 321); “All seven of the fiends at once loosened their
clothes and exposed their snow-white bellies to exercise their
magic” (C. Wu, 2012, p. 339); “Then they darted into the caves,
all naked, and ran past the Tang Monk, giggling and still covering
their private parts with their hands” (C. Wu, 2012, p. 330).

human nature

Character traits:

Sisterly bond,
maternal instincts,
loyalty

“An orchid nature fine like spring, a womanly mind firm as stone”
(C. Wu, 2012, p. 318); (Spiders say) “Children, where are you?”

(C. Wu, 2012, p. 330); (Spiders say) “If Elder Brother wants to
fight, we’ll help you” (C. Wu, 2012, p. 336).

“Undoing their buttons and clasps, untying their sashes of silk.
Their bosoms were white like silver; Their bodies all resembled
snow. Their limbs appeared gilded in ice; Their shoulders

relationships

Appearance §:><duuacl?zveed, seemed kneaded with dough. Their bellies looked soft and
forninine ! yielding; Their backs were both shiny and smooth. Their knees
and wrists were round and small; Their feet, no wider than three
inches. Desire ringed their midsections, showing their apertures
of love” (C. Wu, 2012, p. 326).
Spider web Spider cobwebs: “It’s the bogus immortals’ reclusive place;
cave: dangerous, No other household takes its neighboring space” (C. Wu, 2012,
repellent and p. 320).
Scenes deceptive Cleansing Pool: “Hot ripples like a boiling cauldron’s; snowy
waves like newly made soup [...] A good sign of auspicious land,
Cleansing pool: truly it's Heaven’s creation, where beauties wash their smooth
feminine and and ice-white skins: all dirt removed, their jadelike frames
private renewed” (C. Wu, 2012, p. 326).
“The fiends were frightened out of their wits. Going to their
Psychological Cunning, greedy knees in the water, they cried” (C. Wu, 2012, p. 329); “With arms
traits foarful a’shamed and legs flailing, with their heads bobbing up and down, the
! spiders cried, ‘Spare our lives! Spare our lives™ (C. Wu, 2012,
p. 340).
“[...] he raised with both hands to smash to pulp those seven
Power imbalance: spider spirits” (C. Wu, 2012, p. 340); (Wukong says) “A man does
Characters’ > | not fight with a woman” (C. Wu, 2012, p. 327); (Spiders say) “By

gender opposition;
humiliation, insult

the seventh year, a man and a woman are not to sit on the same
mat. How could you bathe in the same pool with us?” (C. Wu,
2012, p. 328).
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bosoms” and “snow-white bellies” show their seductive roles as obstacles to Tang
Monk and his disciples. A similar depiction can be seen in the portrayal of the
spider demon in the 1986 TV series (Fig. 1). This is similar to traditional narratives
like stories The Beacon Fire for a Smile / /EAXE1& /& and The Fox Spirit Da Ji
/ WMLEF4H . In them, feminine beauty is both alluring and destructive. Their
maternal instincts and sisterly bond hint at humanity. However, they are dismissed
in interactions and face a tragic fate through betrayal and Wukong’s attack.
Despite showing care and sisterhood, their good traits are overshadowed by their
villainous image. This narrative pattern reflects what Campbell conceptualized
as the “hero’s journey,” a structure centered on a young male protagonist whose
maturation is achieved by overcoming trials, often represented by monstrous or
seductive figures (Campbell, 1973, pp. 89-137). This model tends to marginalize
other archetypal characters, such as mothers, witches, or female spirits, by
reducing them to narrative functions rather than treating them as autonomous
agents (Bowman, 2024, pp. 160-173).

Fig. 1. The depiction of the seven spider demons in the 1986 TV series
Journey to the West, directed by Yang Jie?

These portrayals reflect Ming-era views on femininity, oscillating between
reverence and suspicion. Rooted in Confucian ethics, this aligns with Confucius’s
remark: “Women and servants are particularly hard to manage: if you are too
familiar with them, they grow insolent, but if you are too distant, they grow
resentful” (Kong & Slingerland, 2013, p. 211). Female beauty was often seen as a
danger, reflecting fears of chaos and corruption. In this context, the spider demons
show society’s mixed feelings about women: they are attractive but also deceitful,
seductive, and violent, threatening the male-dominated order.

? See the image source: https://news.qqg.com/rain/a/20240930A0591Q00 (25.01.2025).
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The spider demons resonate with broader cultural and theoretical
frameworks, representing the contrast between beauty and monstrosity: delicate
appearances paired with brutal actions, such as plotting to cook Tang Monk for
immortality. This shows the coexistence of monstrosity and sincerity, highlighting
the paradoxical humanization and demonization of female figures (Chang, 2024, pp.
102-104). As dynamic cultural symbols, they move between dualities—seductress
and caregiver, victim and villain—illustrating Lotman’s theory of symbols” multiple
meanings and mobility. Their story of beauty, betrayal, and destruction highlights
patriarchal fears and reinforces moral lessons about the dangers of desire.

REINTERPRETING THE SPIDER DEMONESS IN BLACK MYTH: WUKONG

Black Myth: Wukong builds on Journey to the West while integrating elements
from adaptations like A Chinese Odyssey (1995, directed by Jeffrey Lau). The
narrative introduces the Destined One (the player) as the protagonist, tasked with
collecting six spiritual roots to resurrect Wukong. Chapter Four explores the seven
spider demons, focusing on Bajie and Violet Spider’s tragic love. Former lovers,
they reunite when Violet Spider stages a wedding to force Bajie into marriage.
Bound by duty, Bajie rejects her and their daughter, leaving in tears. Betrayed by
the Hundred-Eyed Daoist, Violet Spider meets a tragic end.

Compared to the original novel, the spider demon in Black Myth: Wukong
has a diminished monstrous nature and is portrayed as a more nuanced and
multidimensional female character. With intricate dialogue, deep emotions, and
Tang dynasty-inspired designs (Fig. 2), they evolve from symbols of seduction
into richer figures. Violet Spider shows maternal care and inner conflict, while
her sisters display traits like independence, elegance, and curiosity. No longer
just temptresses, they act as both obstacles and helpers in the protagonist’s
journey, showing more agency. Their interplay of love and resentment, betrayal
and loyalty make them more three-dimensional, moving beyond Journey to the
West's simplistic depiction of women punished for their femininity or moral failings.
Notably, the spider demons in the game still retain their demonic nature and tragic
fate from the original work, largely due to the constraints of adapting a pre-existing
story. However, their more humanized portrayal adds emotional depth and creates
more multidimensional characters. This contradiction is similar to Wu’s concept
of Chinese feminine monstrosity, especially in the balance between monstrosity
and obedience to patriarchy.
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Table 2

Analysis of the portrayal of spider demon characters in the game Black Myth: Wukong

traits: human
nature

Analysis Analysis of Black
n N Myth: Wukong Relevant texts/plot (symbols)
dimension .
(symbolism)
Character ) Text: “This monkey that you love. I'll chop his heart. Slice his liver!”
traits: V\otenge, vengeance,
monstrous obsession, Plot: Violet Spider, a monster, captures Bajie with violence and
nature obstructors deceit. She forces him into her wedding trap.
Text: (The fourth sister saves the destined one) “I've led your path
foryou... We're both on our own”; (Sisters’ attitude toward their
mother’s love: supportive despite not understanding) “But try to
Promoter; strong think from her position. We're her children. This is what we do”;
familial bonds and  f'we never witnessed her past. That’s why we can’t understand her
Character sisterly affection,

loyalty, mutual
protection, distinct
personalities, and
humanized traits

obsession today.”; “Mother has grown soft with age..”; (Sisters’
interactions) “The two sisters bickered and quarreled.. ”; “She usually
spent her time with her elder sisters, who were all very nice to her””

Plot: Violet Spider is devoted, persistent, soft-hearted, and
maternal. Each sister has distinct traits: gentle and steady,
independent and decisive, sophisticated, straightforward yet
adventurous, lively and curious.

Graceful, noble,

Text: “With powdered face and hair in a twist, a slender waist
adorned with jade amidst”; “Rosy face turns into grey hair”;
‘Enemy blood stains the black robe high”; “Orioles are charming,
swallows love to play.”

relationships

Appearance with Tang dynasty-
inspired aesthetics | piot. Srmoky makeup shows their monstrous nature. It pairs with
elegant Tang Dynasty styles, like red rouge, huadian, tinted lips,
and rugun robes.
Mysterious, Text: “We’re bound to thisill place, one generation after another—
gloomy, restrained, even you like this farce?”; “Tell me, monkey, what’s it like out there
combined with beyond these mountains?”
Scenes o )
traditional chinese | piot: park tones and desolate settings, inspired by landmarks
architectural like Zhu Family Courtyard (Shisi Temple) and Spider Cave (Mei
elements Ancestral Hall).
Text: “Every day, trapped in this hollow, | missed and dreamed,
waiting for the day to eat you right after we met, so | could heal”;
“‘Monkeys! The bane of my life! Why do you always have to ruin
Psychological Rese.ntment, ) my plans? And in what way am | any less than monkeys?”; “What
traits \qngmg, conﬂ\ct,. would this marriage change?”
pity, regret; love, joy
Plot: Violet Spider’s conflicted emotions reflect her tragic longing
and her inability to escape her past with Bajie. While the sisters’
interactions reflect love and joy between family members.
Complex Text: (Dying, Violet Spider said to Bajie) “You haven’t changed a bit,
relationships you fool...” (Bajie turned away, tears in his eyes).
Characters’ ’

intertwined love
and betrayal, ending
up in tragedy

Plot: Violet Spider’s “love yet cannot be” with Bajie is strained by
his identity. She feels betrayed by her ally and dies with unfulfilled
desires.
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The reinterpretation of the spider demons’ symbolism reflects the changing
dynamics of cultural symbols in a semiotic framework. Symbols are no longer
static; they adapt and reconfigure through new cultural and narrative contexts.
In Black Myth, the spider demons have complex human traits that reframe
their traditional mythological essence. This process aligns with the change of
cultural symbols in digital media. There, traditional forms are deconstructed and
reassembled with new signifiers, like aesthetic elements and narrative roles (Yan
& Luo, 2019, p. 168). Like how historical figures in Chinese games like Honor of
Kings (2015) are re-signified into contemporary icons, the spider demons in Black
Myth reflect modern emotions and relationships (He & Li, 2024, pp. 163-192). This
adaptation transforms them from a moral dichotomy into multifaceted characters,
bridging tradition and contemporary audience expectations.

Fig. 2. The depiction of the spider demons in Black Myth: Wukong:
from left to right: Violet Spider (Mother), followed by the eldest to the sixth sister®

? Image source: Original collage by Xiaoting Chen, created from in-game video screencaptures
(25.01.2025).
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REDEFINING GENDERED SYMBOLS:
AUDIENCE RECEPTION AND CULTURAL IMPACTS
OF THE SPIDER DEMONS

As feminism and social equality grow, media has moved from simple
gender stereotypes to more complex, humanized characters. In Black Myth,
the spider demons still have traits of female monsters—seduction, beauty,
violence, and tragedy—but now also show human emotions. By reshaping their
narrative, the game reinterprets them from symbols of temptation into complex,
subjective characters. characters. This shift breaks away from static binary
gender narratives, aligning with contemporary audiences’ higher expectations
for female characters.

From audience feedback, the game’s reinterpretation of the spider
demons has been largely positive. This study used Python to collect the top
1,000 comments on gameplay videos from the official Black Myth: Wukong
account on Bilibili, a Chinese platform. The comments were based on likes.
Sentiment analysis with the SnowNLP library showed 69 % positive, 19 %
negative, and 12 % neutral comments (Fig. 3). Additionally, the Douyin hashtag
“#BlackMythPigsySpiderDemonTragicLove / # X 44{E )\ i kA 2 4E T has
garnered over 3 million views, reflecting audience approval of the game’s
integration of traditional culture with modern narrative techniques, particularly
its depth of storytelling and nuanced character development.

M Negative B Positive B Neutral

Fig. 3. Sentiment analysis of user comments on platform Bilibili

However, some voices have questioned the narrative’s underlying biases
(C. Zhang, 2024). Some say Bajie is “irresponsible”, while others criticize Violet
Spider as “too emotional.” They argue the game excuses Bajie’s detachment
(blaming it on the Celestial Court) while romanticizing Violet Spider’s suffering.
This shift focuses from her choices to Bajie’s struggle to protect his family. She faces
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harm, raises her child alone, and dies tragically, her story reduced to a footnote
in Bajie’s narrative. This has led to debates on whether the game continues to
sideline women in traditional stories.

Despite some criticism, Black Myth’s reinterpretation of the Spider Demon
has cultural significance. Through new storytelling and character development,
the game transforms the Spider Demon from a simple symbol of beauty
and seduction into a complex figure with deeper emotions. This dynamic
reinterpretation modernizes traditional culture while enriching the game’s story
and connecting with players. Though it does not completely break away from
traditional gender symbols, it adds depth and variety through media innovation,
making them more nuanced and multidimensional.

CONCLUSION

This paper examines the evolution of the gendered symbolism of the spider
demon in Journey to the West and Black Myth: Wukong through cultural semiotics
and monstrous-feminine theory, focusing on character traits, appearance,
narrative contexts, and relationships. The analysis shows that in Journey to the
West, the spider demon embodies traditional gender symbols, representing
temptation, danger, and moral opposition to male heroes. In Black Myth: Wukong,
however, the spider demon is reimagined with emotional depth, moral complexity,
and maternal instincts, transforming from a one-dimensional antagonist into
a multifaceted character while still retaining some monstrous traits and a tragic
fate. The audience’s strong emotional engagement with this transformation
revitalizes her cultural significance.

The evolution of the spider demon from a simple embodiment of seduction
and danger in traditional storytelling to a nuanced character with emotional depth
in contemporary media mirrors broader cultural shifts in symbolic representation.
While Chinese folklore historically portrayed the spider demon as a dangerous
temptress, Black Myth: Wukong transforms this archetype by maintaining its core
symbolic elements while adding psychological complexity and moral ambiguity.
This approach demonstrates that meaningful cultural evolution occurs not
through abandoning traditional symbols but through recontextualizing them
within contemporary values and narrative expectations. By preserving the
fundamental essence of these cultural archetypes while adapting them to modern
sensibilities, Black Myth achieves a balance that resonates with diverse audiences
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while honoring cultural heritage. Game developers now face the specific challenge
of balancing authentic cultural representation with evolving sensibilities about
gender and identity. Through this delicate negotiation between tradition and
innovation, video games emerge as significant platforms for cultural expression,
allowing traditional symbols to find new meaning and relevance in a globalized
world. This reimagining of traditional Chinese mythological figures also serves as
a powerful cultural ambassador, offering international audiences a nuanced entry
pointinto understanding Chinese cultural heritage through interactive storytelling
that transcends linguistic and cultural barriers.
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Photographic images and their
ambivalent status in Wim Wenders's
Alice in the Cities and Paris, Texas

Abstract. This paper analyzes two films by Wim Wenders—Alice in the Cities
(1974) and Paris, Texas (1984)—which might be viewed, both narratively and
stylistically, as a powerful reflection on photography. Drawing on theories
by Susan Sontag, Roland Barthes, Jean Baudrillard, Marshall McLuhan,
Walter J. Ong, William J. Mitchell, and Roger Scruton, the essay provides
frameworks for understanding Wenders’s commentary on photography
and visual media. While both films recognize photography’s evidential
power—its transparent, unbiased representation of what Barthes calls the
photographic referent—they also show nostalgia for unmediated experience
and criticize how photography changes human perception. The analysis
shows how cameras and other technological “extensions” in Wenders’s
films limit creative expression and reduce ability for “pure handcraft” (more
authentic human expressions like writing). Live communication serves as
a counterpoint to camera-mediated experience, helping the main characters
overcome their ennui—or what Freud would classify as melancholia.
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photograph, photographic referent, visual media, electronic media,
mediation, secondary orality, hot and cool media

INTRODUCTION

A sense of being lost mentally and sometimes spatially unites Philip
and Travis, the main characters of Wim Wenders’s Alice in the Cities (1974) and
Paris, Texas (1984). Both appear to experience what Sigmund Freud called
melancholia—"a profoundly painful dejection, cessation of interest in the outside
world, loss of the capacity to love, inhibition of all activity,” where “one cannot
see clearly what it is that has been lost” (Freud, 1964, pp. 244-245). While most
symptoms Freud describes appear in these characters, they show the opposite of
“inhibition of all activity.” Both demonstrate an urge to move, and though initially
aimless, their movement gains purpose after meeting the child characters Alice
and Hunter, who act as transformative figures—emotional compasses guiding the
adults through their ennui.

Wenders’s films prominently feature photographic activity in various
forms: taking photographs, posing for them, examining them in magazines, or
exchanging them. These recurring practices, abundant in both films, constitute
what Margaret Olin (following Bourdieu) terms their habitus (Olin, 2012, p. 15).
Beyond this habitus, Wenders explores photography’s increasingly significant
yet ambiguous role—serving simultaneously as documentary evidence of past
events and as a barrier mediating our experience of the world. This paper attempts
to decode Wenders’s commentary on photography through his narrative and
stylistic choices, drawing on theories from Susan Sontag, Roland Barthes, Jean
Baudrillard, Marshall McLuhan, Walter J. Ong, William J. Mitchell, and Roger
Scruton. Methodologically, it combines narrative, semiotic, and cultural analysis
to reveal the films’ perspective on the sociocultural implications surrounding
photographic practice and the widespread use of Polaroid cameras.

| argue that these films show how cameras and other “extensions” inhibit
creative endeavors and diminish what | call pure handcraft—activities relying
wholly on innate human capacities and generative potential (like writing).
Moreover, at least in the case of Alice in the Cities, these devices may cause the
protagonists’ melancholia by, in Freud’s terms, inhibiting other potential activities
(like contemplating one’s surroundings) and, given their lifeless stillness, failing
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to satisfy the need for real human connection. It is worth noting that photography,
which has long been recognized as a separate art form, is not opposed here to
what | refer to as creative endeavors. While equally creative, photography’s more
mechanical nature invites comparison to the craft of writing and, with some of
Wenders’s characters casually rejecting the fruits of the former, photography is
shown as less valuable than the latter. Another point | examine is the characters’
distrust of words in favor of images as the ultimate source of truth. Along with that,
as images grow increasingly susceptible to manipulation in our digital age, their
status as unimpeachable records of the past erodes—a shift that would undermine
the unshakable trust in photographs exhibited by Wenders’s characters.

DEFINING THE PHOTOGRAPH: A MATERIAL PROOF, SURROGATE COMPANION
OR SUBSTITUTE FOR MEMORIES?

One recurring theme in Wenders’s films is the over-reliance on photographed
images and an addiction to picture-taking. In Alice in the Cities, the German
journalist Philip, commissioned to write an article about America, travels across
the country while constantly photographing his surroundings with a Polaroid
camera. The camera seems to become an extension of his body. This is powerfully
illustrated in a scene where Philip arrives at a roadside café: rather than showing
the beach through his own eyes via a traditional point-of-view shot, Wenders
presents the view through his Polaroid’s “eyes.” We hear not Philip’s voice, but
the mechanical sound of the camera ejecting the image. Through this subtle
technique, Wenders suggests the camera has effectively “grown into” Philip’s
perception.

William J. Mitchell (1992, p. 28) conceptualizes the camera as a
supereye—"“a perceptual prosthesis that can stop action better than the human
eye, resolve finer detail, remorselessly attend to the subtlest distinctions of
intensity, and not leave unregistered anything in the field of its gaze.” This tension
between the human and the mechanical, where technology threatens to surpass
organic creativity, is vividly portrayed in the mentioned scene. However, as
subsequent analysis will show, the film ultimately complicates this premise by
affirming the irreplaceable value of human craftsmanship.

Andrew Light connects Philip’s compulsive photography to his inherent
solipsism (Light, 1997, p. 220), interpreting the images as a visual statement and
proof that the external world exists independently of his perception. This aligns
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with Susan Sontag’s observation that photographs serve as “incontrovertible proof
that a given thing happened.” She also notes how photographic evidence often
convinces us of truths we might otherwise doubt (Sontag, 1977, p. 5). Both films
dramatize this dynamic. In Paris, Texas, Hunter begins rebuilding his emotional
connection with his father Travis only after viewing archival footage of their family
road trip to the coast (involving the sweet moments like Hunter sitting on Travis’s
lap and driving a car; Jane, Travis, and Hunter holding hands and running along
the coast, and many others), as if he has finally believed that they once were
a family. Similarly, in Alice in the Cities, the protagonist’s fruitless search for her
grandmother across Germany only resolves when she shows Philip a photograph
of her grandmother’s house (Fig. 1)—one that had been in Alice’s backpack all
along. Philip’s immediate acceptance of its reality (“How easy everything is!”)
demonstrates the power of photography to substantiate truth.

Fig. 1. Philip holding the photograph of Alice’s grandmother’s presumed house.
Still from Alice in the Cities [1:28:27]. (1974). Directed by Wim Wenders!

During their way home, Travis shows his brother Walt a photograph of barren
land he purchased in Paris, Texas (Fig. 2). As Travis explains, this location marks
where his parents first met and where he believes his personal history originated—
in his words, where he began. Roland Barthes, similarly to Sontag’s perspective,

! See the image source: https://archive.org/details/alice.-in.-the.-cities.-1974.1080p.-blu-ray.x-
264.-aac-yts.-mx (11.04.2025).
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emphasizes photography’s evidentiary power, stating that “the Photograph does
not necessarily say what is no longer, but only and for certain what has been’
(Barthes, 1993, pp. 89, 85). He recounts (quite a common) personal experience of
receiving the photograph of a certain unremembered event or occasion:

g

One day I received from a photographer a picture of myself which | could
not remember being taken, for all my efforts; I inspected the tie, the sweater,
to discover in what circumstances | had worn them; to no avail. And vet,
because it was a photograph I could not deny that | had been there. (Barthes,
1993, p. 85)

For Travis, the photograph of Paris, Texas serves as material proof of that,
at some pointin time, he did start to exist. Philip in Alice in the Cities photographs
almost everything that happens to him, from selling a car to meeting with his
boss at the bureau (Fig. 3, Fig. 4), as if accumulating evidence of his experiences.
As Robert P. Kolker and Peter Beicken observe:

Picture taking is the validation of the visible and a method of orienting the
selfin the world. With it, Wenders creates a paradigm of affirmation. The self,
haunted by the transiency of existence, tries to overcome its vulnerable state
by establishing an irrefutable representation of being in the world. (Kolker
& Beicken, 1993, p. 42)

In one of the most pensive and reflective scenes in Alice in the Cities,
Philip’s New York friend suggests his constant photography stems from his loss
of self; that he needs proof that he can still hear and see. Philip distractedly
continues to talk about what bothers him, paying no attention to what she is
saying and thus confirming her assumption that he really does not see or hear
anything. While sharing his travel observations with his friend, Philip laments the
sameness of American cityscapes outside New York. But might that perceived
sameness be due to his obsessive picture taking? Sontag argues photography
fosters “a chronic voyeuristic relation to the world which levels the meaning of all
events,” rendering distinct places, equalized by the camera, similarly mundane
(Sontag, 1977, p. 10).
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Fig. 2. Walt holding the photograph of Travis’s plot of land.
Still from Paris, Texas [30:22]. (1984). Directed by Wim Wenders?

Fig. 3. Philip photographing his car before selling it.
Still from Alice in the Cities [14:10]. (1974). Directed by Wim Wenders®

? See the image source: https://rutube.ru/video/8ceea2e81f7f624a3d2676d5c99b7370/?r=wd
(11.04.2025).

3 See the image source: https://archive.org/details/alice.-in.-the.-cities.-1974.1080p.-blu-ray.x-
264.-aac-yts.-mx (11.04.2025).
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Fig. 4. Philip photographing his boss. Still from Alice in the Cities [18:54]. (1974).
Directed by Wim Wenders*

Sontag contends photography has become integral to travel, giving people
the impression that they are doing something meaningful, offering “a friendly
imitation of work” (Sontag, 1977, p. 9) while reducing experience to a mere image,
a souvenir, to a search for objects and places worth photographing (Sontag,
1977, p. 8). Marshall McLuhan extends this critique, noting how photography
transformed the nature of travel from Descartes’s ideal of “conversing with the men
of other centuries” into “merely check[ing] his reactions to something with which
he has long been familiar, and tak[ing] his own pictures of the same” (McLuhan,
1964, p. 178). The world becomes a museum of objects already seen in some other
medium (McLuhan, 1964, p. 178), explaining the absence of wonder and awe in
people looking at what is supposed to be new and uncharted. Alongside Philip’s
mediated vision, another reason for his inability to be impressed by American
vistas is that he has already pre-consumed them through films or other media;
America no longer seems mysterious or unattainable, and when encountered
physically, fails to produce a wow-effect. McLuhan observes that photography
affects travelers as books once affected readers—it substitutes live inquiry,
conversation, and reflection (McLuhan, 1964, p. 178). Due to their tangibility and
materiality, photographs (especially of people) serve, in Margaret Olin’s terms,
as a “surrogate companion,” replacing real individuals (Olin, 2012, p. 16). Philip’s
Polaroids exemplify this: during his solitary wanderings across America, he lays

* See the image source: https://archive.org/details/alice.-in.-the.-cities.-1974.1080p.-blu-ray.x-
264.-aac-yts.-mx (11.04.2025).
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out photographs at beaches or cafés, sorting through them as if (haptically)
engaging with an imaginary friend. This surrogate function recurs in Paris, Texas
when Travis and Hunter stay at a roadside motel en route to find Jane (Travis’s
wife and Hunter’s mother). Travis gives his son a family photograph to clarify
Hunter’s otherwise blurred image of her. Hunter’s treatment of the picture is
particularly revealing—he tenderly places it under his pillow to sleep with it. For
him, the photograph materially embodies his absent mother, becoming a tactile
surrogate (in Olin’s wording) to be touched and caressed. As Roger Scruton
notes, a photograph acts as “surrogate for the thing which it shows,” faithfully
reproducing its subjects (Scruton, 1983, p. 114). If for Philip, the subject of his
photographs matters less than their material existence, for Hunter, the photograph
captivates him (and later, haptically) precisely because it depicts his mother.

Sontag argues that photographs are not merely instruments of memory,
as Proust thought, but rather “an invention of it [memory] or a replacement”
(Sontag, 1977, p. 145). This idea resonates in Paris, Texas. When Travis asks Hunter
if he remembers his mother, the boy replies, “Not really, only from that little
movie we saw.” The same applies to Hunter’'s memory of Travis—he “remembers”
and recognizes him as his father only through the film they watched. For
Travis, whose time in the desert has left gaps in his memory, images become
a reference point to recover—or rather, reconstruct—how things once really
were. To understand what an ideal father should look like, he turns to magazines.
However, a housekeeper (working for Travis’s brother) challenges this approach,
dismissing it as childish and questioning whether such staged, artificial sources
can teach anything about reality.

Wenders himself reflects on how photographs displace real memory in
The Logic of Images. He recounts his trip to Tokyo: “I had a camera with me and
did some filming. | have the pictures, they have become my memory. But | think
to myself: if you’ d gone there without a camera, you would remember more”
(Wenders, 1991, p. 61). This aligns with Jean Baudrillard’s notion of the symbolic
murder in photography—the idea that the object we see on the photo no longer
exists as it was when captured (Baudrillard, 2011, p. 189). “The image expresses—
materially, as it were—the absence of this reality” (Baudrillard, 2011, p. 185).
Hunter’s reaction after watching the archival footage of his parents underscores
this: he tells Anne, Walt’s wife, that what he saw was not his mother, not reality—
just a movie from long ago. While his words echo Baudrillard’s theory, they also
suggest that he takes everything literally, probably due to his age—he conflates all
mechanically reproduced images with cinema, treating them as inherently unreal.

Similar tensions between the real and unreal emerge in Alice in the Cities.
During their flight to Germany, Alice and Philip play a word-guessing game.
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When Alice correctly guesses Philip’s word—Traum (“dream” in English)—she
objects, insisting they need a word for something that “really exists.” Her remark
carries unexpected wisdom, recalling Walter J. Ong’s observations on orality.
In oral cultures,

the meaning of each word is controlled by [.. ] “direct semantic ratification,”
that is, by the real-life situations in which the word is used here and now.
[...] Words acquire their meanings only from their always insistent actual
habitat, which is not, as in a dictionary, simply other words, but includes
also gestures, vocal inflections, facial expression, and the entire human,
existential setting in which the real, spoken word always occurs. (Ong, 2002,
p. 46)

The use of concepts in oral societies was always situational and a priori
could not be abstract: they remained “close to the living human lifeworld” (Ong,
2002, pp. 48-49). If an object vanished from daily life, so too did its meaning (Ong,
2002, p.46). “Traum,” lacking a physical referent (dream cannot be touched, seen,
or otherwise sensed), belongs to the mental realm and is not the part of what
Ong calls lived experience. Alice rejects it: probably intuitively or reflecting a better
connection with oral ancestral ways of thinking, she feels that this word, lacking
Saussurean tangible signifier, is not the best choice.

(UN)MEDIATED EXPERIENCE

One of Sontag’s most relevant observations is that photography has become
a way of experiencing something, of giving an appearance of participation (Sontag,
1977, p. 9). Philip’s experience of the world is always mediated rather than direct:
unlike Alice, he appears sluggish, passive, and uninterested in engaging with the
world firsthand. While Alice actively participates in life and, in Benjamin’s sense,
absorbs its aura, Philip does not. As his friend remarks, he does not see or hear
anything. Sontag further notes that photographs not only provide “an imaginary
possession of a past that is unreal, they also help people to take possession of
space in which they are insecure” (Sontag, 1977, p. 8). When Philip first meets Alice
at the entrance to an airline ticket agency, she plays joyfully in a revolving door. He
eventually joins her game. This scene illustrates Light’s observation that “things
and spaces can be transformed for purposes other than those for which they are
designed” (Light, 1997, p. 221). For Alice, the city offers endless possibilities, but
the alienated Philip fails to see them. She teaches him to engage actively with
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urban space. Notably, during their ferry ride near the end of their journey, Alice
points out that Philip has not taken any photographs since they began traveling
together (starting in Amsterdam). With Alice, Philip finally experiences life directly,
there and then, without the camera’s mediation. As Kolker and Beicken observe,
child characters in Wenders’s films

provide stories and images that offer respite to fatigue and ennui. Living in
an immediacy of perception, with a sense of ownership and ease in their
experience of the world, they provide an anchor for the adult characters,
who are unmoored or too obsessive to yield their subjectivity. (Kolker &
Beicken, 1993, p. 52)

Sontag perceptively notes that “having an experience becomes identical
with taking a photograph of it, and participating in a public event comes more
and more to be equivalent to looking at it in photographed form” (Sontag,
1977, pp. 21-22). While in America, Philip’s entire experience is limited to
mere picture-taking, listening to recorded music, and watching what he calls
“inhuman” television; in Germany, however, his experiences become direct and
unmediated. A telling example is the Chuck Berry concert scene: Philip actively
engages with the live performance, appearing energized and revitalized—a stark
contrast to his depressed state in America, where he nearly “took leave of his
senses.” Constantly attached to his camera in America, Philip focused entirely
on the technical aspects of photography (adjusting angles, pressing the shutter)
while missing opportunities for genuine sensory engagement with the reality. Yet
one notable exception does occur during his monotonous American wanderings:
in the midst of selling his car, Philip—as if hungry for something pure and
electronically unprocessed—suddenly recognizes the sound of a live organ.
The car dealer confirms it is coming from Shea Stadium, followed by a panning
shot that lingers on the organist. After constant exposure to recorded sounds
and images, this unmediated musical experience surprises both Philip and the
viewer.

Ong discusses in Orality and Literacy how electronic technologies like
telephone, radio, and television have created a new age of secondary orality (Ong,
2002, p. 133). While this secondary orality centers around verbal utterance as such
and returns language to its spoken form, the communication it facilitates remains
impersonal, mediated, and lacking real-time shared context. Wenders’s films
powerfully demonstrate that secondary orality cannot adequately replace primary,
face-to-face communication. As previously noted, Philip’s American pastime of
listening to the radio and watching television only deepens his depression and
despair. At some point, frustrated by the endless stream of ads and films, Philip
smashes his motel room television. This act symbolizes his rebellion against what
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he terms the “inhumanity” of electronic media that trap him. The secondary orality
of radio and television fails to compensate for human interaction or alleviate
Philip’s loneliness.

In Paris, Texas, Wenders further explores the theme of mediation. Except for
one flashback scene from four years earlier, Travis and Jane only communicate
through barriers—the one-way mirror in the peep show club where Jane works,
and via intercom telephone; their contacts are visually and verbally obstructed.
This sequence serves as a powerful metaphor: modern media technologies, while
ostensibly connecting us, ultimately contribute to our alienation from each other
and the world. Wenders employs a signature technique in both Paris, Texas and
Alice in the Cities to visually unite disconnected characters—merging theirimages
into one (Fig. 5, Fig. 6). We see Travis’s face reflected in the window “integrated”
with Jane’s body, and Alice’s face partially reflected onto Philip’s image in
a photograph. Significantly, Alice initiates taking Philip’s photo so he could see
what he looks like (as she reasons it), but the resulting Polaroid shows a hybrid
image of both faces. Through this stylistic choice, Wenders suggests our identities
are fundamentally hybrid, woven through interactions with people, “filling” our
lives, rather than electronic mediation. It is the relations that are precious.

Fig. 5. Travis’s face superimposed on Jane’s body.
Still from Paris, Texas [02:09:54]. (1984). Directed by Wim Wenders®

° See the image source: https://rutube.ru/video/8ceea2e81f7f624a3d2676d5c99b7370/?r=wd
(11.04.2025).
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Fig. 6. Alice’s face reflected in Philip’s Polaroid image.
Still from Alice in the Cities [53:07]. (1974). Directed by Wim Wenders®

Paris, Texas expresses nostalgia not just for an unmediated era, but
specifically for the times when people mostly traveled by car, not by plane. As Elsa
Court observes, this nostalgia manifests in Travis’s “instinctive refusal to let the
plane take off while he is still on it” (Court, 2020, p. 151). Court describes how “on
their road trip west, Travis and Walt stop regularly for gas, food and sleep, activities
which reveal a somewhat archaic roadside landscape” (Court, 2020, p. 151). Car
travel clearly offers more immediate and varied experiences as compared to air
travel’s physical constraints in activities, movements, and views available. The
active participation and engagement, required in driving (both Travis and Walt take
turns at the wheel during their trip), contrasts sharply with the passive role of air
passengers. Travis’s preference for road travel could be interpreted as a grounding
technique—a need to physically connect with the world amidst technologies, like
the camera, that increasingly mediate our experience. His inexplicable withdrawal
into the desert for four years represents an even more radical decision.

® See the image source: https://archive.org/details/alice.-in.-the.-cities.-1974.1080p.-blu-ray.x-
264.-aac-yts.-mx (11.04.2025).
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PHOTOGRAPH VS WRITTEN (SPOKEN) WORD:
ON THEIR COMPARATIVE VALUE AS MEDIA OF HUMAN EXPRESSION,
RELIABILITY, AND FAITHFULNESS TO THE REFERENT

Alice in the Cities explores the tension between photographs and written or
spoken words. Telling is the scene where Philip’s boss dismisses his photographs
as worthless, reprimanding him for his inability to write a text about America
Philip was commissioned to produce. This moment clearly devalues photography
relative to the art of writing, which requires more authentically human creative
effort. As Sontag notes, there is an immense gulf between picture-taking and
endeavors like writing in terms of the efforts they require: although both activities
can result in accredited works of art, the former is incomparably easier than
the latter, taking just “a single movement, a touch of the finger” (Sontag, 1977,
p. 144). McLuhan observes that Joyce saw photography as “at least a rival, and
perhaps a usurper, of the word, whether written or spoken” (McLuhan, 1964,
p. 173). Apparently, Alice in the Cities reflects on how photo cameras, now
available to nearly anyone, might encourage creative passivity. Following
McLuhan’s distinction, compared to the cooler arts of writing or painting/drawing,
demanding substantial authorial input, photography is a hot medium requiring
little participation—camera’s mechanism does all the work, and the output is
already filled with data (McLuhan, 1964, p. 36). Philip’s Polaroid camera, with its
seductive ease, not only suppresses his creativity but may even be the reason of
his melancholia. While interacting only with this gadget throughout his American
journey, he achieves no results as a journalist. Only through human connection
with Alice (and her mother, who soon leaves their company) does he resume
handwritten recording of his feelings and observations from his American trip.

Jefferson Hunter emphasizes in Image and Word that to be legible and
properly understood, photographs require written captions to establish their
“relation to localities, time, individual identity, and the other categories of human
understanding” (Hunter, 1987, p. 6). Without linguistic support, photographs
remain incomplete and ambiguous. Hunter argues captions fundamentally
shape how audiences interpret images (Hunter, 1987, p. 7), assigning humans
(and their capabilities) the crucial role of providing meanings or filling the gaps.
This perspective differs from MclLuhan’s, with Hunter presenting photography
as inherently incomplete and, as he terms it, inviting—asking for verbal context.
Philip’s photographs are rejected precisely because they lack this interpretive
framework—without his personal perspective, they remain valueless.

McLuhan’s critique of photography as substituting live communication could
equally apply to writing. Ong observes that in primary oral societies, unfamiliar
with writing, personality structures were “more communal and externalized, and
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less introspective than those common among literates” (Ong, 2002, p. 67). While
oral communication united people, such solitary (though initially communal)
practices as writing and reading turned people inward (Ong, 2002, p. 67). As Ong
notes, “In composing a text, in ‘writing’ something, the one producing the written
utteranceis[...] alone” (Ong, 2002, p. 99), engaging in what he terms “interiorized
thought” (Ong, 2002, p. 150). Significantly, both Wenders’s films emphasize human,
thatis, oral communication. This narrative choice, along with Philip’s failed writing
assignment, appears as an attempt to reconnect characters with others, forcing
them out of isolation through communal tasks (finding Alice’s grandmother and
Hunter’s mother) that require cooperation and communication.

Theorists like William J. Mitchell and Roger Scruton highlight photography’s
supposed lack of human bias or agency—a key distinction from painting (Mitchell,
1992, p. 28; Scruton, 1983). Scruton argues that while painting involves intentional,
imaginative representation (the artist is free to use his imagination, and the
painting does not have to resemble its actual subject), photography maintains
a causal relationship with its subject—it depicts something materially existing
(Scruton, 1983, p. 103). André Bazin similarly notes:

For the first time, between the originating object and its reproduction there
intervenes only the instrumentality of a nonliving agent [...] an image of
the world is formed automatically, without the creative intervention of man.
The personality of the photographer enters into the proceedings only in his
selection of the object to be photographed and by way of the purpose he
has in mind. (Bazin, 2005, p. 13)

Human involvement here is limited to the choice of what to photograph and
why it is worthwhile to do it at all.

Barthes, in Camera Lucida, privileges photography over writing, arguing
photographs present objects more transparently and accurately. Drawing on
Sartre, he claims that in the photograph,

the object yields itself wholly, and our vision of it is certain—contrary to the
text or to other perceptions which give me the object in a vague, arguable
manner, and therefore incite me to suspicions as to what | think | am seeing.
(Barthes, 1993, p. 106)

For Barthes, photography “does not invent” and is an “authentication itself”
(Barthes, 1993, pp. 85, 87), unlike language’s fictional nature or painting’s potential
deception. We can never be sure that an event described has actually happened,
or that a person or thing really existed, no matter how realistic they appear at
the picture or in the text (Barthes, 1993, p. 77). Speaking of the evidential value
of language versus photography/videography, we should revisit the scene where
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Hunter and Travis watch old family footage showing them with Jane. Though
Hunter has been told repeatedly that Travis is his father since Travis’s return, these
verbal explanations prove less convincing than the film, which made everything
clear for the boy. Immediately after watching it, Hunter approaches Travis and
says “good night, Daddy”—words filled with recognition and renewed affection.
This moment shows Wenders, like Barthes, questioning language’s ability to
adequately convey past reality. Photography and videography, untouched by
human fantasy and embellishment, offer a more direct window into the past.
Yet in Travis and Jane’s reunion scene, spoken words become their only means
of reconciliation and retrieval of the shared memories. Separated by a one-way
mirror—with Jane’s vision nearly blocked—they must rely completely on verbal
communication. Through Travis’s story about two lovers that initially seems
unrelated but gradually reveals their own history, Jane comes to recognize and
trust him. Their verbal contact, albeit quite brief, ultimately enables her reunion
with Hunter.

PHOTOGRAPH TURNED DIGITAL:
THE QUESTION OF AUTHENTICITY AND REFERENTIALITY

With technological advancements, photographic images have become
increasingly susceptible to manipulation, casting doubt on their referents’
existence, as Valery Savchuk observes (2005, p. 11). Mitchell notes that “images
are no longer guaranteed as visual truth” (Mitchell, 1992, p. 57), suggesting the
credibility gap between words and images has narrowed. He emphasizes that

“computational tools for transforming, combining, altering, and analyzing images
are as essential to the digital artist as brushes and pigments are to a painter”
(Mitchell, 1992, p. 7). Digital photography now resembles painting in its working
principles: like artists, digital imagers construct rather than capture images based
on intentions. Photography loses its “causal” relation (Scruton) and is no longer
just “a matter of capture and printing” (Mitchell, 1992, p. 7). Daniel Rubinstein
and Katrina Sluis argue that “when the photograph became digital information,
it not only became malleable and non-indexical, it became computational
and programmable. Whatever seems familiar, homey and continuous with the
aesthetics of analogue photography is the design of computations” (Rubinstein
& Sluis, 2013, p. 29). Even artificially faded or old-fashioned snapshots may result
from algorithms (Rubinstein & Sluis, 2013, p. 29), indicating photography’s growing
constructedness and weakening connection to real-world referents.
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Paradoxically, William J. T. Mitchell notes traditional photography allowed
more human input than digital photography today (Mitchell, 2012, p. 47).
Previously, photographs depended more on human memory and writing,
often requiring captions with details like time and location, whereas now this
information is automatically recorded as metadata (Mitchell, 2012, p. 47). It
should be emphasized here that the present ideas do not contradict the paper’s
initial hypothesis about cameras diminishing human creative capacity, since
photographic creativity—whether analog or digital—still remains not entirely
human’s doing and owes something to the mechanical / digital devices that
partake in the production of an image. Regarding manipulation, Mitchell
reasonably argues that analog photography also lacked pure genuineness, as

every photograph [...] was also a product of manipulation in the sense of
technical, material standards, and decisions about what to shoot, at what
settings, and how to develop and print it. The concept of the ‘genuine’ image
is an ideological phantasm. (Mitchell, 2012, p. 51)

Beyond manipulation, new deep-learning algorithms can now generate
entirely Al-created photorealistic images from other images or text prompts
(and vice versa) (Somaini, 2023). These images possess what Antonio Somaini
calls layered referentiality, understanding their “referents” as “images captured
or produced by human beings [...] and then uploaded to the internet, along
with the words that accompanied them, as captions,” which, in turn, refer to the
real photographed objects or people (Somaini, 2023, pp. 95, 106). Text-to-image
models particularly concern Somaini for their photorealistic quality, enabling
fake, counterfactual, and often misleading imagery (Somaini, 2023, p. 103). As Al
technologies advance and become more accessible (especially considering the
capacities of text-to-image models), images inspire decreasing trust (Somaini,
2023, p. 103), necessitating new methods of image analysis and fact-checking to
verify authenticity (Somaini, 2023, p. 103).

CONCLUSION

Wenders’s two films explore a wide range of ideas about photography
through both style and narrative. While they acknowledge photography’s
evidential power and celebrate its transparency and unbiasedness in presenting
what Barthes calls the “photographic referent” (as opposed to language’s
potential fictionality or contructedness), they also reveal Wenders’s nostalgia for

HAYKA TEIEBUAEHUA 21 (2), 2025 74 THE ART AND SCIENCE OF TELEVISION



unmediated experience and his critique of photography’s transformative effect
on humans. Philip’s excessive photographing, which renders all places and events
identical, leads to his inability to truly see or hear his surroundings. His Polaroid
camera stifles his creative impulses (particularly his writing) while giving him the
false impression of productive work.

Both Alice in the Cities and Paris, Texas champion the value of direct human
connection and exploration: through live communication and engagement, Philip
and Travis overcome their ennui or Freudian melancholia. Once Philip and Travis
find true companionship in Alice and Hunter—the human connection they have
been missing—they both transform positively: Philip resumes his writing, while
Travis regains speech and self-care abilities lost during his desert isolation.

Regarding the word-image dichotomy, images have lost their former
evidentiary superiority, given the new possibilities for digital manipulation.
Moreover, Al-generated images no longer maintain conventional referentiality,
instead deriving from a combination of multi-layered referents. Consequently,
images can no longer claim greater transparency or objectivity than words—we
might say the two media have reached parity. Indeed, considering how text now
fundamentally drives image generation in Al models (serving as their foundational
input), language appears to be re-establishing itself as the more direct and
unambiguous medium compared to imagery.

Between writing (employing human linguistic capacity) and photography
(relying on what Bazin called “the instrumentality of a nonliving agent”), Alice
in the Cities clearly favors the former. The film underscores the limitations of
mechanically produced images when Philip’s boss dismisses his Polaroid
photographs, highlighting both the insufficiency of such images alone and
the necessity of human interpretation through accompanying text to provide
meaningful context.

For future research, Wenders’s treatment of memory merits deeper
examination. As previously noted, photographic and filmic images become
incorporated into memory almost seamlessly. The semi-amnesiac Travis seeks
models of ideal fatherhood in magazine images, and Hunter’s recollection of his
parents derives entirely from viewed footage. Through these and other instances,
Wenders questions the composition of memory itself: in our era of mechanical
reproduction, how can we distinguish between lived experiences and authentic
memories of visited places and attended events, and those absorbed through
mediated representations in films, magazines, and other reproductions?
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KrHO B 3BakyaLun: ynpasneHme,
KOHKYPEHLWA 1 MPOU3BOACTBO
B Kazaxckon CCP BoeHHOro nepuoja

AHHOTaumsA. CTaTbs NOCBALLEHA U3YHEHWIO OPraHN3aLMOHHO-agMUHN-
CTPaTVBHOIO PYHKUMOHMPOBAHMS COBETCKOMN KMHOOTPACAU B YCIOBUSX
3BaKyaL v Bo Bpems Benukol OTevecTBeHHOM BOMHbI. Ocoboe BHUMa-
HWe yaeneHo nepemelleHuto KuHocTyamnin B Kasaxckyto CCP v BAUSHMIO
MECTHbIX BfacTeil Ha npolecc Npomn3BoaACcTBa GpunbmoB. iccnegosaHue
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OCHOBAHO Ha apxXMBHbIX MaTepunanax, B TOM Yncie JoKyMeHTax Apx1Ba
Mpe3naeHTa Pecnybnvkn KasaxctaH v LieHTpanbHOro rocynapcTBeHHoro
apxuBa Pecnybnuky KasaxcTaH; HEKOTOPbIE U3 HMX NYONMKyOTCS BRep-
Bble. ABTOP aHanm3mpyeT KtoyeBble Mpobnembl, C KOTOPbIMM CTONKHYINCH
KrHemaTorpaducTbl B YCNOBYMSX HEXBATKIN PECYPCOB, CIOMKHbIX ObITOBbIX
YCNOBU 1N aAMUHWUCTPATUBHOTO AaBneHus. PaccMaTprBatoTCs BOMPOCHI
B3aMMO/ENCTBUS 3BAKYMPOBAHHbIX KMHOCTYAUI C pecnybnmnKaHCcKumMm
1 COIO3HbIMY OpraHaMu yrpaBneHuns, KOHKYPEHLUMM 3a PeCypChl, a Takoke
BAMsIHME 3BaKyaLMM Ha pa3BUTUE HALMOHANBHOTO KnHemaTorpada Kasax-
cTaHa. CTaTbs nNpeanaraeT HOBbIM B34 Ha MYHKUMOHMPOBaHKE COBET-
CKOWVI KNHOVIHAYCTPYM B BOEHHbIV MEPUOL, PaCKPbIBas B3aMMOCBS3b MeXaY
NONNTUYECKMMM, SKOHOMUYECKUMU U KYNBTYPHBIMU MPOLecCcamu.

KntoyeBble cnoBa: KUHOVHAYCTPUS, KUHeMaTorpadus, 3BaKyalus, Benn-
kast OTeyecTBeHHas BoWHa, Kadaxckas CCP, KMHOapXvBbl, KWHOMPOW3BO-
CTBO, aflMMHUCTPaTUBHbIE CTPYKTYpbl, cTyana LOKC, knHocTyamn CCCP,
MCTOPMYECKan PEKOHCTPYKLUMA, KNHOAOKYMEHTbI, KyNbTypHas NoNnTUKa,
KMHOMCCNe[0BaHNS, KUHOHaceame

INTRODUCTION

The evacuation of the Soviet film industry to Central Asian republics during
the Great Patriotic War was part of a broader wartime practice of structural
resource mobilization. Comparative studies of industrial and cultural sector
mobilization—including in the USSR—show that successful adaptation under
extreme conditions depended on effective management, coordination between
local and central authorities, and the ability to rapidly reorganize production with
limited resources (Harrison, 1988). For Soviet film studios, relocation, among other
factors, required major efforts to adapt infrastructure and production capabilities
to new environments, where pre-existing local labor skills and workplace culture
proved decisive.

The structural mobilization of the film industry during evacuation holds
particular significance because cinema production operates under unique
organizational logic, distinct from other industrial sectors. Research on the
economic impacts of WWII highlights that amid total resource scarcity, successful
industrial adaptation relied not just on administrative centralization, but also on
leveraging local knowledge and repurposing existing practices for new challenges

HAYKA TEJIEBUAEHUA 21 (2), 2025 83 THE ART AND SCIENCE OF TELEVISION



(Broadberry & Harrison, 2020). In case of the film industry, this meant reorganizing
supply chains, utilizing regional labor expertise, and collaborating closely with
local governments—measures that ensured continuity in film production despite
extreme circumstances.

Equally critical was the social environment hosting evacuated studios.
Effective structural mobilization went beyond physical relocation and technical
adjustments; it required fostering conditions for workers’ social integration. The
local population’s cultural and professional norms—alongside their capacity to
assimilate new production methods—enabled rapid operational resumption
(Harrison, 1988; Broadberry& Harrison, 2020). These factors rivaled administrative
decisions in importance, allowing the Soviet film industry not merely to survive
evacuation, but to thrive, producing culturally and ideologically significant works
throughout the war.

Current researches lack sufficient examination of the challenges faced
during the evacuation of the Soviet film industry to Almaty during the Great
Patriotic War, particularly regarding the role of Kazakh authorities in this process.
Valery Fomin’s documentary collection Cinema at War (Fomin, 2005) made
significant contributions by compiling extensive historical material about the
film industry’s evacuation. However, his research lacks certain archival documents
that could provide new facts for a more objective historical assessment. This gap is
challenging to address because many available sources are subjective—primarily
memoirs by filmmakers who participated in these events, including 50 Years in
Cinema (Kuleshov, 1975), About Cinema: Testimonies (Bleiman, 1973), Oral Stories
(Romm, 1989), and Eisenstein in the Memories of His Contemporaries (Yureneyv,
1974) and more. While valuable for personal perspectives, these accounts often
reflect individual impressions and may contain biased attitudes. Therefore, they
require reevaluation alongside comprehensive archival documentation for more
objective analysis.

The object of this study are materials from the Archive of the President
of the Republic of Kazakhstan and Central State Archive of the Republic of
Kazakhstan, focusing on its subject—the evacuation of film studios to the
Kazakh SSR during the war. This approach revealed hidden patterns in how
difficult living conditions affected the evacuated film institutions. The article
hypothesizes that many challenges stemmed not only from wartime
circumstances but also from local authorities’ efforts to use the evacuation to
establish a national film industry.

Classic films like Eisenstein’s Ivan the Terrible, Ermler’s She Defends the
Motherland, and Room’s The Invasion, along with over 400 wartime productions
(including features, documentaries, and newsreels), demonstrate the Soviet film
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industry’s resilience even under wartime conditions. Over four years of the Great
Patriotic War, Soviet filmmakers achieved remarkable results that can only be fully
assessed by combining archival sources with published memoirs.

HOwW THE EVACUATED FILM INDUSTRY FUNCTIONED DURING THE WAR

In July 1941, Soviet authorities decided to evacuate major studios (Kyiv
Film Studio, Odesa Film Studio, Soyuzmultfilm animation studio, Soyuzdetfilm
children’s film studio, Lenfilm, and Mosfilm) to Central Asia. The two largest
studios, Lenfilm and Mosfilm, relocated to Almaty and merged on November
15, 1941, forming the Central United Film Studio—TsOKS [LLOKC, abbreviated
from LleHTpansbHas obbeanHerHas kuHocTyaus] (History of Kazakhstan, 2016).
Mikhail Tikhonov, an 18-year film industry veteran who had worked his way up
from financial officer at Mezhrabpom-Rus film studio to deputy head of the USSR
State Committee for Cinematography, was appointed director. Famed filmmaker
Fridrikh Ermler became artistic director.

The Kazakh SSR Council of People’s Commissars provided TsOKS with
Almaty’s two largest buildings—the Palace of Culture and Alatau Cinema (Council
of People’s Commissars and Central Committee, 1943). However, film workers
faced constant housing shortages and intense competition for space due to
the continuous stream of evacuated institutions. Kazakh State University and
the evacuated Moscow Aviation Institute held daily seminars for 150 students
in the Palace auditorium, further limiting studio space. The Central United Film
Studio operated with two pavilions in the Palace of Culture (600m? and 210m?)
and two Alatau rooms (350m? each) (Tikhonov, 1942), totaling 1,500m>—half of
prewar soundstage capacity of just one Mosfilm studio. These cramped conditions,
requiring four daily work shifts, extended production timelines and compromised
film quality.

Housing for studio employees became a critical issue. A September 12, 1941
decree by the Kazakh SSR Council of People’s Commissars “On the Organization of
the Kazakh Film Studio” (Council of People’s Commissars of the Kazakh SSR, 1941)
had allocated rooms in four Almaty hotels for film workers. However, in November,
when the People’s Commissariat of Defense requisitioned Hotel No. 4 for a military
hospital—displacing 105 Lenfilm employees who had been housed there—the city
administration could only immediately rehouse 50 families. The remaining 350
people spent weeks living in the unfinished Central United Film Studio’s pavilions
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and hallways at the Palace of Culture (Committee of the Leninist Communist
Youth Union, n.d.) A letter dated December 15, 1941 from the TsOKS director to
Kazakh SSR Chairman Nurtas Undasynov (Tikhonov & Ermler, 1941) reveals local
authorities’ uncooperative attitude, seen in their slow response to the housing
crisis. Though they eventually allocated 120 rooms in the Dom Sovetov hotel, only
97 were actually made available. Cameraman Boris Sokolov’'s memoirs confirm
these challenges, noting that the housing situation in Almaty was extremely bad.
He recounted arriving as an assistant and being forced to live at the studio, even
sleepingin his office for a period. Due to the studio’s inability to accommodate all
staff and his insufficient salary to secure private housing, he remained there for
quite a long time (Voisin et al., 2018, p. 529)

Living conditions were increasingly dire. The City Council eventually
crowded most of the evacuated film workers (520 families) into Dom Sovetov,
and soon discussions of living standards there began to dominate studio party
meetings. Workers complained constantly about power outages, water shortages,
and insufficient provision of food supplies. A January 14, 1944 collective letter
to chairman of the USSR State Committee for Cinematography Ivan Bolshakov,
signed by 63 employees, described horrific conditions: monthly blackouts lasting
5-15 days made water boiling complicated, leading to typhoid, scarlet fever, and
influenza outbreaks. When power returned, it was typically from 9 AM to 6 PM—
while workers were at the studio (Collective of 63 authors, 1944). Production
suffered equally. Director Mikhail Romm wrote to studio head Tikhonov that they
had no lumber, transport, nails, plywood, stage space, gasoline, fabric, leather,
or enough labor—none of what was considered essential for filmmaking (Romm,
1942, p. 5).

This letter gives a clear idea of how little power was available for the filming
process: TsOKS operated with half the electricity of Kyiv’s studio (Romm, 1942).
The crisis prompted a USSR Council decree banning power cuts to TsOKS, as well
as to Tashkent, and Sverdlovsk studios (Committee for Cinematography, 1943).

Mikhail Romm proposed a solution to these problems in his letter to studio
director Tikhonov, suggesting what became known as the “creative austerity
regime.” This approach was later formalized into production standards and
officially communicated to all studio employees. Among other measures, the
new regulations included a limit of 1,800 meters of usable film per feature-
length production; restrictions on set construction (2,000-2,400 square meters
per pavilion); a maximum production timeline of six months per feature film, as
well as recommendations to minimize scenes requiring panoramic shots, special
lighting, large crowd scenes, and night shoots (Tikhonov et al., 1942). While these
measures helped meet state production targets—resulting in 20 short films and
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over 40 features between 1941-1943—financial department records show not all
productions adhered to the guidelines. The average TsOKS film length ultimately
remained at 2,500-2,800 meters (Central United Film Studio, 1942).

The material shortages partly reflected the Soviet film industry’s weak
technical base. The deeper causes of these problems, including lack of
electricity, timber, and fuel for filming and challenges with organizing premises
for workshops, film studios, and living quarters, lay, however, in the complex
institutional structure governing evacuated studios. To better understand them,
let us examine the institutional interaction between participants in film production.
Three different authorities shared oversight of the evacuated studios: the USSR
State Committee for Cinematography (evacuated to Novosibirsk), which handled
production planning; the State Committee’s Central Asia representative (based in
Tashkent), which, in accordance with the Statement of October 6, 1941, managed
administrative and financial matters (Committee for Cinematography, 1941);
and local authorities. The latter were responsible for practical support, including
electricity, fuel, studio and housing space, construction materials, and food
supplies.

Kazakhstan’s Communist Party leadership saw the evacuation as an
opportunity to build a national film industry. A letter dated July 28, 1941 from
Bolshakov, head of the USSR State Committee for Cinematography, to Kazakh
SSR Chairman Nurtas Undasynov—while never mentioning the evacuation
but promising to send a significant number of leading creative personnel and
all necessary equipment to fully ensure the launch of feature film production
(Bolshakov, 1941)—encouraged these ambitions. The Kazakh government’s
September 12, 1941 resolution, concerning the provision of production facilities for
TsOKS and housing for its employees, revealed their priorities: beyond supporting
the evacuated studios, they sought to train Kazakh personnel and produce films
on Kazakh themes. Crucially, they secured the right of the Kazakh Communist
Party’s Propaganda Department to review and approve script proposals (Council
of People’s Commissars of the Kazakh SSR, 1941).

The studio leadership regularly submitted plans to the Republic’s Central
Committee and Council of People’s Commissars, demonstrating their intention to
produce films on Kazakh themes. For 1942, they planned to make 10 short films
about Kazakh homefront heroism and two feature films based on Kazakh folklore,
with directors like Ivan Pyryev, Vsevolod Pudovkin, Dziga Vertov, Yuli Raizman,
Grigori Roshal, and Boris Barnet attached to these projects. However, after several
months of the Central United Film Studio’s operation, Kazakh authorities concluded
that most of these plans would remain unrealized. To avoid this, local authorities
responsible for supplying the studio with necessary materials began using their
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administrative resources as leverage—notably doing so publicly. At one meeting
of the studio’s Party Bureau, Tokareva, a referent from the Central Committee’s
Propaganda and Agitation Department, sharply criticized the studio’s leadership.
She accused them of expecting continued support from Kazakh authorities while
failing to deliver any meaningful cultural contributions in return. Pointing to the
production schedule, she noted the absence of films or newsreels focused on
Kazakh themes, despite the resources already provided (Party Bureau of the Central
United Film Studio, 1942).

In mid-January 1942, Deputy Chairman Tulegen Tazhibaev of the Kazakh
SSR Council of People’s Commissars convened a meeting proposing a Kazakh
SSR State Committee for Cinematography to directly oversee TsOKS. This would
effectively strip authority from Bolshakov, head of the USSR State Committee
for Cinematography, which had been evacuated to Novosibirsk. The detailed
justification for this decision was presented in Tazhibaev’s memorandum to
Secretary of the Central Committee of Kazakhstan Nikolay Skvortsov and Chairman
of the Council of People’s Commissars Nurtas Undasynov. Tazhibaev argued
that film production suffered because administrative and creative decisions
(script approvals, casting, etc.) were made inefficiently across distant locations.
The memorandum further proposed optimizing approval and implementation
timelines by creating an organization under the Kazakh SSR Council of People’s
Commissars—a republican State Committee for Cinematography modeled after
union-republic people’s commissariats, which would not contradict neither
the USSR Constitution nor the Kazakh SSR Constitution (Tazhibaev, 1942).
A commission was quickly formed to draft the resolution for establishing the State
Committee for Cinematography in Kazakhstan, which prompted decisive action
from the current Chairman of the USSR State Committee for Cinematography
Bolshakov. In a letter to Nikolay Skvortsov, he accused local authorities of
misunderstanding evacuated studios’ operational needs and reminded them that
the Kazakh SSR’s 1930 request for a film administration had been properly denied.
The letter concluded with a personal instruction to Skvortsov to stop this Kazakh
government’s initiative, which only disrupted the studio’s work (Bolshakov, 1942).

Having lost political influence over the formation of a national film industry,
Kazakh authorities attempted to pressure the film studio by using their material
resources. In June 1943, the Kazakh SSR Council of People’s Commissars
issued a resolution first listing all fulfilled obligations to the Central United Film
Studio, then noting the studio’s failure to produce any of the planned films on
Kazakh themes. The resolution proposed new measures to establish national
film production infrastructure, including: creating an acting school for Kazakhs,
opening screenwriting courses for Kazakh writers, and recruiting 15 Kazakh
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Komsomol members for frontline film production work with further training
opportunities. In exchange, the Council promised to address supply issues by
providing 20 cows, 100 sheep, and 10 sows; improve housing conditions; supply
construction materials (100,000 bricks and 48 tons of Shuya cement); and assist
with equipment repairs (Council of People’s Commissars and Central Committee,
1943). However, some of the resolutions and reports on TsOKS operations (Siratov,
1942) reveal the studio’s persistent avoidance of Kazakh authorities’ plans. Grigori
Roshal, one of the few directors who actually made a major Kazakh-themed film
(The Song of Abai), provided an eloquent summary of Kazakh authorities’ attempts
to use evacuated resources for building a national film industry. During the Week
of Kazakh Cinema Art organized in January 1944, the great master acknowledged
that one could still only speak of Kazakh cinema in the future tense or conditional
mood (Roshal, 1944, p. 2).

CONCLUSION

Archival analysis demonstrates that the evacuation of the Soviet film
industry to Kazakhstan during the Great Patriotic War involved complex
organizational, managerial, and logistical challenges stemming from both the
region’s socioeconomic conditions and administrative conflicts between local
and union governing authorities. Key difficulties included material and production
shortages, personnel housing problems, and strained relations with local officials
manifested in sluggish and ineffective decision-making. Despite strict resource
rationing and production standards introduced by the TsOKS leadership, these
limitations were never fully overcome. Nevertheless, the industry maintained
operations and met state production targets, evidenced by the quantity of films
completed and stable output during evacuation.

Further study of the film industry evacuation remains relevant for more
detailed analysis of socioeconomic conditions in host republics of Central Asia and
regional cultural policies during the war. Comparative studies with other evacuated
industries could reveal structural patterns in labor and organizational adaptation
at new production sites. Such research would provide deeper understanding of
industry adaptation mechanisms during crises and extreme situations, offering
insights relevant to contemporary economic and cultural administration.
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BBEAEHUE

OBaKyalus COBETCKON KMHOOTpacan B pecnybnmnkn LieHTpanbHoi A3nm
B rofibl Benukoit OTe4ecTBEHHOM BOVIHbI CTana 4acTbio bonee WnpoKon NPaKTUKK
CTPYKTYPHON MOBUAM3ALMN PECYPCOB, XapaKTepPHOM 115 BOBHHOIO BPEMEHN.
Kak nokasbiBaeT CpaBHUTENbHbIN aHanW3 MObUAM3aLMmM MPOMBbILLNEHHOCTY
1 KyNIBTYPHbBIX CEKTOPOB B Pa3NnyHbIX CTpaHax, Bkntodaa CCCP, ycnex agantaumn
B 3KCTPEMaSbHbIX YCNOBMSX bl HANPSAMYIO CBSA3aH C 3 hEKTUBHOCTLIO YNpaB-
NeHVs, KoopaAWHaUVel AeNCTBUIA MECTHbIX U LeHTPaNbHbIX OPraHOB BAACTU,
a Takke CNOCOBHOCTBIO ObICTPO NMepecTPOUTh MPOV3BOACTBEHHbIE MPOLIECCH
Ha OCHOBE OrpaHMYeHHbIX pecypcos (Harrison, 1988). B cnyyae COBETCKMUX KMHO-
CTYANI UX NepemelLeHrie CONPOBOXAANO0CH 3HAYUTENbHbBIMU YCUNUSMY MO adan-
TauMu NPOM3BOACTBEHHbIX MOLLHOCTEN 1 MHMPACTPYKTYPbl K HOBbLIM YCNOBUSM,
Npu 3TOM peluatollee 3Ha4YeHe NprobpeTanyt UMeroLMecs MecTHble MPOV3BOA-
CTBEHHbIE HaBbIKM 1 KynbTypa opraHnsaunv Tpyaa.

Bonpoc o CTpyKTypHO MOBMAN3ALMN KMHOWHAYCTPUM B YCIIOBUSX 3BAKY-
alymn 0COOEHHO 3HaYMM B KOHTEKCTE MOHUMaHMS cneunduKA KUHONPOU3BOL-
CTBa KaKk oTpacan, obnaaatollein cobCTBEHHOW OpraHn3auUMOHHOM N0MMKON
1 OTAMYAIOLLENCS OT MHbIX MPOMBILWNEHHbBIX NPeAnpUATUiA. MiccnegoBaHns sKo-
HOMMYECKVX MOCNeACTBYIA BTOPO MUPOBOM BOMHbI MOAYEPKMBAIOT, YTO B YC/10-
BUSX TOTaNbHOMO AeduLMTa pecypcoB Kto4eBbiM (hakTopoM yCrelHo aaan-
Tauuu oTpacneli CTaHOBUNACh HE TONbKO aiMUHUCTPATVBHAs LeHTpanmn3aums,
HO 1 CNOCOBHOCTb NPEANPUATUIA MCNO/B30BATb NI0KabHbIE PECYPChI 1 3HAHMS,
MOBVNM3YS yKe MMetoLMecs NPaKTVKLA 1 afanTupys 1x Nof HOBble 3adayn
(Broadberry & Harrison, 2020). B cnyvae KMHOOTpacAM Takme NPaKTUKL BKAtO-
Yanu nepeopreHTaLmnio NPOM3BOACTBEHHbIX LIENOYEK, MCMONb30BAHNE MECTHbIX
TPYAOBBIX PECYPCOB M HABBIKOB, @ TaloKe TECHOE B3aMMOAENCTBYE C PErMOHaNb-
HbIMW OpraHamu ynpasneHns, 4To 06ecnevnno BO3MOXKHOCTb NOAAEPKMBATH
CTabUNbHOCTb KMHOMPOLLECCa B IKCTPEMASbHbBIX YCNOBUSAX.

Kpome Toro, BaXKHOW COCTaBASIOLWEN yCnexa 3BaKyaLnm KUHOCTYAU SB1S-
nach coumanbHas cpefa, B KOTOPYHO Obinv MHTErpUPOBaHbl 3BaKyMpPOBaHHbIe
npeanpuaTus. heKTrBHAR CTPYKTYpHas MOOUAN3aLMS KMHOOTPACW Npea-
nonarana He TONbKO (hr3nYecKoe nepemelleHne U MaTepranbHO-TEXHUYECKYIO
afanTaumio, Ho 1 co3faHne 61aronpUsTHLIX YCIOBUI 418 COUVanbHOM MHTe-
rpaunn paboTHMKOB Ha HOBOM MeCTe. BaXKHytO POSb MIpanit KynbTypHble v Npo-
(beccroHanbHble NMPUBbLIYKM MECTHOTO HaCeNeHWs, TOTOBHOCTb 1 CMOCOOHOCTb
NPUHATL U afanTypoBaTb NPOU3BOACTBEHHbIE MPOLIECCHI, YTO 0becneynsano
onepaTvBHbIN 3anyck KnHonpowuseoacTsa (Harrison, 1988; Broadberry & Harri-
son, 2020). [laHHble aKTopbl BbINN HE MeHee 3Ha4YMMbl, YeM agMUHUCTPATUB-
Hble peLleHus, U CNOCODCTBOBaNN TOMY, YTO COBETCKas KMHOOTPAC/Ib HE MPOCTO
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CMOTT1a BbDKMTb B YCNIOBUSIX 3BAKYaLMK, HO U MPOAOMIKING aKTVBHO PAa3BMBATHCS,
C03/aBas B NePUOA BOMHbI 3HAUMMble KyNbTYPHbIE 1 MAEONOrMYeckre apTe-
aKTbl.

B HacTosee Bpems HabnogaeTcs HeoCTaTOK MCCeA0BaTENbCKIMX PaboT,
MOCBSALLEHHBIX N3YYeHWI0 MPUYMH BO3HVKHOBEHMS CIIOXHOCTE NPy 3BaKyaumm
KnHematorpacduyeckoi otpacn CCCP B Anma-ATy Bo Bpems Bennkori OTeve-
CTBEHHOW BOVHbI, @ TakKe ponn Ka3axckux Bnactei B aTom npouecce. Cyule-
CTBEHHbIV BKNa/ B OCBelleHMe AaHHON TeMbl BHEC AOKYMEHTaNbHbI CHOOPHMK
B. ®omuHa «K1HO Ha BoMHe» (PomKH, 2005), B KOTOPOM CobpaH OBLINPHbIA
NCTOPUYECKUI MaTepuan, CBA3aHHbIN C 3BaKyaumnein KuHonHaycTpum. OaHako
B [laHHOW 1ccnenoBaTensCckon pednekcum OTCyTCTBYIOT HEKOTOPbIE apXMBHbIE
AOKYMEHTbI, OTKpbIBatoLiMe 4715 HaC BO3MOXHOCTb AOMOAHEHNS NCTOPUYECKON
KapTWHbI HOBbIMIW DaKTaMu, Ha OCHOBE KOTOPbLIX MOXHO AaTb 6onee 06beKTnB-
HY10 OLLeHKY cobbITUAM. CienaTh 3TO COXHO, T. K. CyLLeCTBYET MHOTO CyObeKT1B-
HbIX ICTOYHMKOB, TaKNX KaK MeMyapbl M BOCMOMMHAHWS KnHeMaTorpaducTos —
CaMMX YHaCTHMKOB OMMUCbIBaeMbIx COBbITUI: «50 NeT B KMHO» (Kynewos, 1975),
«O KMHO — CBMAETeNbCKIME NMOKa3aHns» (bneliman, 1973), <YCTHble paccKasbl»
(PomMm, 1989), «33eHWTelH B BOCNOMUHAaHWX COBpeMeHHMKoB» (HOpeHes, 1974)
1 AP. ITU UCTOYHMKM, XOTS M LUeHHbI C TOYKM 3PEHUS MYHOrO OMbiTa, HepeaKo
OTpaXatoT HAVBYAYaNbHbIe BNeYaTNeHns v MOTyT COAEPXaTb NCKaxeHW s, 0by-
CNOBReHHble MPeAB3aTbIM OTHOWEHWEM aBTOPOB K OMMCbIBaeMbIM UMY COBbI-
TUAM. B CBA3M C 3TVIM BO3HMKaeT HeOBXOAMMOCTL NepecMoTpa faHHbIX MaTepu-
anoB C nNpvBAeYeHreM obLMPHOro Habopa apXMBHbIX AOKYMEHTOB A1 6onee
0OBEKTMBHOTO aHanm3a cobbiTuI. B KauecTBe 06beKTa 1CCNef0BaHNs UCMOSb-
30BaHbl MaTepuansl Apxmea pe3sngeHTa 1 LleHTpanbHOro rocyfapCcrBeHHOro
apxunBa Pecnybnuku KasaxctaH. MpefMeToM 13yyeHys cTana aBakyalms KUHO-
cTyamii B Kazaxckyto CCP B rofsl Benukoit OTevecTBeHHOM BOWHbI. [10A06HbIN
paKypc NO3BOANA BbISIBUTL CKPbIThIE 3aKOHOMEPHOCTH, CBA3aHHbIE C BANSAHVEM
TSHKENbIX ObITOBBIX YCNOBUI Ha (DYHKLUMOHMPOBaHWE 3BaKyMPOBaHHbIX KMHe-
MaTorpadu4eckmnx y4pexaeHunii. BeigBrHyTa runoTesa, 4To npuymHbl MHOTMX
HeyaobCTB BblNK CBSA3aHbI HE TONBKO C BOEHHbIM BDEMEHEM, HO U C AEVCTBUAMM
MECTHbIX BNacTel, CTPeMUBLUMXCS MCMONb30BaTh 3BaKyaLMto AN NOCTPOeHNS
HaLWOHaNbHOW KNHOUHAYCTPUY.

KviHoneHTbl «/BaH Mpo3Hblin» C. S3eHWwTelHa, «OHa 3aluLLaeT pognHy»
®. dpmnepa, «Hawecteune» A. Pooma, CTaBWmMe KNAaCCUKOW MUPOBOTO KMHO,
a Tatoke 0bLLee YMCNO CHATBIX 3@ BECb NEPUOL BOMHBI KMHOMUABMOB (a X Obino
6onee 400), BKItOYaOUWMX B CeOS KaK MONHOMETPaXKHbIe U OKYMEHTanbHble
KMHONEHTBI, TaK U KOPOTKOMETpaXKHble 3MM130Abl KUHOXYPHAN0B, — BCE 3TO
B COBOKYMHOCTY MOCAYKMUNO HArNAAHOM 4EMOHCTpaLMeit Toro, YTo CoBeTCKas
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KVHOMPOMBbILLNEHHOCTb COXPaHmna cBot 3hEKTUBHOCTb M YHUKANBHOCTb faXe
B TSHKeNbIX BOEHHbIX YCNOBUSAX. 3a YeTbIpe rofia BOMHbI COBETCKME KMHOPaboT-
HVIKW U flesTeny UCKYCCTBa COBEPLWMNAN KOMNEKTUBHBIN TPYAOBOW MOABUT, KOM-
NNEKCHYHO OLieHKY KOTOPOTO MOXHO AaTb TOMbKO HA OCHOBE CHHTE3a apXMBHBbIX
MCTOYHMKOB 1 OMYBANKOBAHHBIX MEMYaPOB.

®DYHKLNOHNPOBAHUE KNHOOTPAC/IN B YC/IOBUSIX 3BAKYALL MY
B roabl BENMKO OTEYECTBEHHOW BOWHbI

PelieHne 06 3Bakyaunmn Ha Tepputopumto CpeaHert A3nmn BeayLmnx CTyanii
(Knesckas knHoctyams, Opgecckas KUHOCTyans, «Coto3MynsTdrnbm», «Coto3-
aeThunbm», «/leHbrnsm», <Mochrnnbm») 6bIN0 NPUHATO B Mtone 1941-ro. [lge
camble KpynHble cTyammn B CCCP — «/leHdunbm» 1 «<Mochunbm» — nepebasn-
poBanunck B ropofd Anma-Ata Kazaxckoin CCP v yxe 15 Hos6ps 1941 roaa 6bian
MHTErprpoBaHbl B OAHO NpeanpuaTue — LieHTpanbHyo 06beanHeHHYo K1HO-
ctynvito (LLOKC) (McTopus KasaxcTaHa, 2016). PykoBoavTenem HOBOW CTPYKTYpbI
6bI71 HazHaveH M.B. TUXOHOB, KOTOPbI K TOMY MOMEHTY NpoLlen TPYAOBOK NyTb
B KMHOOTPACAU AVHO B 18 neT. HaynHan oH C AOMKHOCTY YNONHOMOYEHHOTO
no hu1HaHCcoBbIM OnepaLmnsam Ha «Mexpabnom-Pycb», 3aTeM bblf 3amMecTUTenem
HavyanbHWKa KnHokommuTeTa. XygoecTBeHHbIM pykosoguTenem LIOKC cTtan 3Ha-
MEeHUTbIV pexunccep ®. dpmnep.

[of opraHu3aunto Npomn3BoacTBeHHbIX LexoB LOKC CoseT HapoaHbIxX
KommccapoB Ka3CCP Bbigenvn ABa cambix 60nbluvX 30aHns B Anma-Ate — [lgopel]
KyNbTYpbl U KUHOTEaTp «Ana-Tay» (CoBET HapOAHbIX KOMUCCAPOB U LieHTpansHbIM
komuTeT KIN(6) KazaxcTaHa, 1943). OaHako Ha NPOTshKeHWI BCero nepuoaa hyHk-
LUMOHMPOBaHNS PabOTHUKM KMHOOTPACAK CTankuBanach C XKNANLIHO-KOMMY-
HaNbHbIMK NPOBAEMAMU N KECTKOW KOHKYPEHLMel 3a MOMelleH NS 13-3a NOToKa
3BaKYMPOBAHHbIX NPeanpUaTUiA. Kazaxckunii rocyaapCTBEHHbIN YHUBEPCUTET,
a TakKe 3BaKyMpPOBaHHbIN MOCKOBCKMI aBMaLMOHHbBIN MHCTUTYT NPOBOAUAN
CEMUHAPCKME 3aHATNSA U NEeKUMN B aKTOBOM 3ane [1Bopua KynsTypbl, KOTOpble
exegHeBHO nocelwanu 150 CTyAeHTOB, YTO CO34aBano CTECHEHHbIe YCOBUA
ana paboTsl KMHocTyaumn. ObbeanHEHHas KUHOCTYAUS NOAyYMna B CBOe pac-
nopshkeHue fBa NaBwIbOHa BO [lBopLie KynsTypbl Ha 600 M? 1 210 M? 1 ellje ABa
nomelleHuns pa3mepom no 350 M? kaxkaoe B 3gaHnn KuHoTeaTpa «Ana-Tay» (Tuxo-
HoB, 1942). CymMapHas nnoulaflb MPOU3BOACTBEHHbIX LIEXOB cocTaBmna 1500
M?%, 4TO ObINO B [1Ba pa3a MeHblUe, Yem NAOoLIab BCEX CbEMOYHbIX MNaBMIbOHOB

HAYKA TEIEBUAEHUA 21 (2), 2025 92 THE ART AND SCIENCE OF TELEVISION



«Mochunbmar. HexsaTka nomelleHnin NprBoamMna K yaavHeHo Npon3Bog-
CTBEHHbIX CPOKOB, YTO CKa3bIBaNOCh Ha Ka4YeCTBE BbIMyCKaeMOM KMHOMPOAYKLMY,
T. K. paboTa Ha nnoulagke NPoxXoanna B YeTbipe CMeHbI.

OcTpo cToan Bonpoc obecnevyeHns paboTHUKOB CTyaMM Heobxoau-
Mor xmnnnnowaanbto. CornacHo noctaHosneHuto CHK KazCCP ot 12 ceHTa6ps
1941 ropa «O6 opraHmM3aummn KasaxcKor KUHOCTYAMM» KUHOPaboTHMKaM Obinn
NpeaoCcTaBneHbl HOMepa ANs NPOXMBaHWS B YETbIPEX rOCTUHMUAX AlMa-ATbl
(CoBeT HapoaHbIx kommccapoB Kasaxckoit CCP, 1941). OgHako B Hosibpe Hapoa-
HblA KOMKCCapuaT 06OpOHbI MPUHKMMAET pelleHne 06 opraHmnsaumnm Ha Tep-
pPUTOPMY TOCTUHMLbI N2 4 BOEHHOrO rocnmuTans, rae Ao 3Toro, COrnacHoO CeH-
TAOGPLCKOMY MOCTaHOBNEHWIO, PabOTHUKK «/leHduAbMa» Noayymnm 105 Homepos
AN NPOXMBaHWA. TopoaAcKas agMUHUCTPaLns, OpraH13oBaB CPOYHOE Bbice-
neHne KnHemaTorpaducToB 13 rocTUHULbI N2 4, CTONb e onepaTuBHO obe-
CNeYnTb Xunsem cmorna nnwb 50 cemeit. OctanbHble 350 YeNoBEK HECKONbKO
Hefenb UK CO CBOMMM CEMbSIMI B MaBWIbOHaxX 1 KOpPMAOpax CTposLueics
LIOKC Ha TeppuTopum [lBopua KynbTypbl (KomMuTeT /leHnHCKoro KoMMyHUCTmYe-
ckoro Coto3a Monoaexn KasaxctaHa, 6e3 aaTbl). Ha OCHOBaHWM NWCbMa AVPEK-
Topa LWOKCa npencenatento CoBHapkoma KCCP H. YHaackiHoBY 0T 15 nexabps
1941 roaa (TvxoHOB, Spmnep, 1941) MOXHO caenaThb BbIBOAbI O Helobpoxena-
TeNbHOM OTHOLWEHWN MECTHbIX BNACTel K paboTHMKaM KuHemMaTorpaduyecKon
OTpacnn, BblpaXKaBleMCs B HEPaCTOPOMHOCTY fopcoBeTa Npuy MPUHATUN Mep,
NPU3BaHHbIX PeLLNTb CNOXKMBLIYIOCS Npobaemy. OfHMM V3 TakKX peLlermnin cTano
BblgeneHve 120 HomepoB B rocTnHuLe «/Jom COBETOB», OAHAKO 13 COLEePKAHMA
nvcbMa CcnegyeT, YTo haKTUYecKn KHeMaTorpaducTsl CMOMN NOAYYUTb TONBKO
97 HoMepOoB. 3TOT (haKT HaXOAMT CBOE NMOATBEPXAEHVIE TaKKe B BOCMIOMUHAHYISX
KnHoonepatopa b.A. Cokonoga: «B oTHOWeEHMW X1nbs B AnMa-ATe HbI710 04eHb
nnoxo. Npuexan Tyaa elie acCUCTEHTOM W KW Ha cTyanu. [axe Obin MOMEHT,
Korga s HoveBan B KabuHeTe. AnMa-aTMHCKas CTyaus He Morfla NpefocTaBnTb
BCEM BO3MOXHOCTb TaM XWTb, @ CHUMaTb KBapTUPY Y MeHs He Obino CpeacTs:
3apnnata Hebonblas bbina. [103TOMYy s O4eHb JOAroe BPEMS XM Ha CTyanM»
(ByaseH B., Mo3Hep B., YepHesa 1., 2018, . 529).

KpaliHe TsensiMu 6biiv MaTeprianbHO-0bITOBbIE YCNOBUS NMPOXMBAHMUS
pPabOTHUKOB KMHOOTpacau. B BelleynoMsHyToM «/lome COBETOB» B UTOre Opra-
HM30BaHHOM fOpCcoOBETOM 3BaKyaumn obuTana bonblias 4acTb BCEX 3BaKyM-
POBaHHbIX KNHOPaBOTHMKOB (520 cemeit), U rNaBHOM TEMOW BCeX NapTUIAHbIX
cobpaHuin KNHOCTYAMK cTanu npobnemsl bbiTa. Halle BCero 3Byyant xanobsl
Ha nepebon 3neKTpu4ecTBa, OTCYTCTBME AOMKHOIO BOAOCHaOKEHNS, KaK
1 Ha CKyfiHoe obecneveHne paboTHUKOB HEOOXOAMMbIM HabOPOM NMPOAYKTOB
nUTaHus. ApKNUM NOATBEPHKAEHUEM BbILIECKA3@HHOMY CAYXUT KONNEKTUBHOE

HAYKA TEJIEBUAEHUA 21 (2), 2025 93 THE ART AND SCIENCE OF TELEVISION



nncemo npeacenatento KnHokomuteta CCCP V1. Bonbliakosy oT 14 sHBaps 1944
rofia, NOANMUCaHHOE LECTbIAECATHIO TPEMS PabOTHMKaMUW KMHOOTpacn. B Hem
OMVICLIBAIOTCS MOUCTUHE XKYTKME BbITOBbIE YCNIOBUS, MPUYNHON KOTOPLIX SBAS-
eTCS eXeMecsYHOe OTKIYeHVE aneKTprnyecTsa B «[lome COBETOB» CPOKOM OT 5
00 15 aHeit. 113-3a OTCYTCTBUS 3NeKTPO3IHEPTr UM Ha TaKow MPOAO/MIKNTENbHbI
CPOK KNHOPABOTHMKM NULANNCh BOIMOXHOCTU KUMSTUTb BOAY, YTO CTano npu-
YMHOW CO3AaHMs aHTUCAHUTAPHbBIX YCNIOBUI 1 pacnpoCcTpaHeHus annaeMmnn
HptowHoro Trda, ckapnaTuHbl 1 rpunna. ECAv 3neKTprYecTBO BKAOYANN, TO,
KaK npaBwuno, B nepunoa ¢ 9 o 18 4acos, Kkoraa 60Mblias 4acTb PABOTHWUKOB TPy-
annock B LIOKC (KonnekTre 13 63 aBTopoB, 1944). MNepebon B aneKTpocHabe-
HWU 1 OTCYTCTBME HEOBXOAVMbIX MaTEPNanoB HabMtoaanMCh U Ha CbeMOYHbIX
nnowagxax. KnHopexunccep M. POMM NpsiMo yka3biBaeT Ha npobnemy B CBOEM
nycbMe ANPEKTOPY KUHOCTYAMYK M. TVXOHOBY, TOBOPS O TOM, H4TO Y CTYAUN «HeT
neca, TpaHCNopTa, reo3aer, GaHepsbl, NaBMUAbOHHOM NAoWaan, 6eH3nHa, MaHy-
(haKTypbl, KOXK, He XxBaTaeT paboyelt C1bl — CNIOBOM, HET BCErO TOTO, K YemMy
Mbl MPVBBIKAN, YTO Mbl CHMTaeM abCoMOTHO HEOBXOAMMbBIM AN MOCTAHOBKM
KapTUHbl» (PomM, 1942, 1. 5).

Ha oCcHOBaHMW AaHHOTO MMCbMa MOXHO MOAYYNTb YeTKoe npeacTasne-
HMe O TOM, HAaCKO/bKO N5 OpraHM3aumnmn CbeMOYHOro NPoLLecca He xBaTano
anekTpoaHepruu: ee y LIOKC 6bin10 B Ba pa3a MeHblUe, Yem TO ee KONMYecTBo,
KOTOpbIM pacnonarana Kuesckas ctyaus (Pomm, 1942). Maclutab npobnemsl 6bin
HaACTONbKO BeNVK, 4TO noTpeboBanock noctaHosneHne CHK CCCP, B KOTOpPOM
3anpeulanock OTKIOYEeHNe U Kakre Bbl TO HY BbIN0 OrpaHuYeHrs NOCTaBOK
anekTpoaHeprum LIOKC, TalkeHTCKOM 1 CBEPANOBCKOM KUHOCTYAMSM (KoMMTeT
no aenam KnHematorpadum npn CHK CCCP, 1943).

PelleHue faHHo Npobaembl npegnoxun M. POMM BCe B TOM e Nucbme
AVIPEKTOPY KUHOCTYAUM M. TUXOHOBY, KOTOPOE NOAYYMI0 Ha3BaHWe «TBOPHECKUIA
PEXMM 3KOHOMUM». BNOCNeACTBIM 3TOT «pexnm» Obln 0POPMIEH B MPOU3BOA-
CTBEHHbIVI HOPMaTWB 1 NpefcTaBneH BCeM paboTHMKaM KMHOCTYAMY B 0DULM-
ansHoM obpauleHun pykosoasuero coctaBa LIOKC. B yacTHocTH, bbinv BBE-
AeHbl OrpaHNYeHns Ha NONE3HbIV MeTPaXk BbIpaboTaHHOM NAeHKM B pa3mepe
1800 METPOB Ha OfiHY NOMHOMETPAKHYIO KapTUHY W Ha NAoWaAn aexopaumi,
CTPOALWMXCA B NaBUNbOHaX, B Npeaenax 2000-2400 kagpaTHbIX METPOB. Takxe
B JOKYMEHTE YCTaHaBAMBANCA NMPefebHbI CPOK MPOU3BOACTBA MONHOMETPaX-
HOW KapTWHbI B 6 MecsaLeB 1 JaBanncb pekoMeHaaumMmn no opraHnsaumm cbe-
MOYHOTO npolecca, BKAYatolmne B cebs MUHUMMU3aLMIO CLeH, TpebytoLmx
naHopaMHbIX CbEMOK, MOACBETOK, HONBLIMX MAaCCOBOK M HOYHBIX CMeH (TUXOHOB,
Tpaybepr, dpmnep, 1942). 3Tv Mepbl, 6€3yC0BHO, OKa3anu NonoKUTeNbHOE BU-
AHVE Ha BbIMNOMHEHWE rOCMaHa No NPON3BOACTBY KMHOKAPTWH. 3a BECb Meprof
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3Bakyauwmu, c ocerHu 1941 rona no 1943 roa, 66110 co3aaHo 20 KOPOTKOMETPAXHbIX
KMHOHOBEeNN, a Takke 6onblie 40 NOAHOMETPAXKHbIX KMHONEeHT. OfHaKO 13 aHa-
nn3a xanob brHaHCoBOro oTAena KMHOCTYANN, apXMBHbIX JOKYMEHTOB MOXHO
cnenaThb BbIBOA, YTO HE BCE MPUAEPXKMBANNCH YKa3aHHbIX HOPMATUBOB. Toro-
BbI CpefHui MeTpaX hrnbMoB, Bbinyckaembix LIOKC, ocTaBancs Ha ypoBHe
2500-2800 meTpoB (LleHTpanbHas obbeanHeHHas KMHocTyamns, 1942).

Mpobnembl C MaTepranbHO-NPON3BOACTBEHHOM 6a301 MOXKHO OOBACHUTH
M3HavYanbHoW cNaboCTblo TEXHUYECKOTO OCHALLEeHMS COBETCKOW KMHOMPOMbILL-
neHHocTn. OfHaKo TPYAHOCTM, CBA3aHHble C obecneyeHrem HeobxoaAMbIM
CbIpbeM 1151 CbEMOK B BU1/E INEKTPOIHEPrUM, Neca U TOMANBA, a TakKe C opra-
HMU3aUMeNn NOMEeLWLEHNN AN Paboymx LIEXOB, CbEMOYHbIX MaBUALOHOB W XKMOM
nnowaan saBAAAUCL CNEACTBMEM COBEPLIEHHO UHbIX MPUYMH. 1151 TOro YTOObI
NX MOHATb, HEOBXOAMMO UCCNeaoBaTh CneunduKy MHCTUTYLMOHANBHOMO B3a-
MNMOMENCTBNS Y4aCTHUKOB KMHEMaTorpahmyeckoro Npon3BoACcTBa. IBaKynpo-
BaHHbIe KMHOCTYANN aKTUYeCKM MOAYNHANNCH TPEM Pa3NvYHbIM MHCTAHUMAM,
a MMEHHO: Bcecoto3HoMy KOMUTETY MO Aenam KuHeMaTtorpadun, 3BaKynpoBaH-
HoMy B HoBOCMBUPCK, ynonHoMoveHHoMy KnHokommuTeTa no CpeaHent A3mm
1 KazaxcTaHy, KOTOPbI Haxoamnncs B TallKeHTe, U MeCTHbIM BacTam. Ecnn Komu-
TeT No aenam KnHemaTorpaduy 3aH1MMancs pa3paboTKol reHepansHoOro nnaHa
N0 NPOU3BOACTBY KNHOKAPTWH, @ YNOAHOMOYEHHbIV KHokoMmnTeTa no CpeaHel
A3nn (cornacHo MonoxeHunio oT 6 okTA6ps 1941 rofa) oCyWlecTBASN PYKOBOA-
CTBO MO aAMUHNCTPATUBHbBIM 1 DMHAHCOBLIM BonpocaM (KomuTeT no aenam
KnHematorpadum npu CHK CCCP, 1941), To B BeAE€HMM MECTHbIX BNacTel bbinu
XO35MCTBEHHbIE 3aa4n, TaKMe KaK MOCTaBKa 3NeKTPO3IHEPTM 1 TONAMBa AN
TpaHcnopTa, obecneveHne NoMeLEHNAMU A8 CbEMOYHbIX MaBUABOHOB M XNIOM
nnoulaabto paboTHUKOB U X cemMeit, CHabxeH e CTyaAnI HeobXOoAUMbIMI CTPOI-
MaTepmnanamu ansg Aekopauuii, a Takke opraHM3aumsa NocTaBoK NpPoayKTOB
nUTaHMs.

CHK 1 UK KM(6) KazaxcTaHa yBuaenu ansa cebs B CNOXMBLIEKCS cuUTya-
LMV BO3MOXHOCTb MOCTPOUTb HaLMOHANbHYIO KMHOMPOMBILLNEHHOCTb Ha ba3e
9BaKYMPOBaHHbIX CTyaNiA. CTOMT OTMETUTL, 4TO MaBa KuHokomuTteTa V. Bonb-
LIAKOB CBOMM MrcbMoM npeacepatento CHK H. YHaaceiHoBy oT 28 niong 1941 ropaa,
B COLEPXaHMM KOTOPOrO HI pasy He ynoMyHanack 3Bakyaums, BMeCTo yero
npo3By4anu obellaHns HanpaBmUThb «3HAYNTENbHYIO YaCTb BeAyLLMX TBOPHYECKMX
PabOTHNKOB 1 HEOBXOAVIMYIO TEXHUKY, MOTHOCTbIO 0bECneYMBatoLLYt0 OpraH3a-
LMO NPOM3BOACTBA XYAOKECTBEHHbBIX (DMNbMOB» (Bonbluakos, 1941), nan seco-
Mble OCHOBaHMA MECTHbIM BNACTAM PACCMaTPUBATL MAaHbl NO Pa3BepPTbIBAHWIO
HaLVOHaNbHOMO KMHOMPOM3BOACTBA HA CAMOM BbICOKOM YPOBHe. Yxe B [1ocTa-
HoBnerun CoBeTa HapoaHbIx koMmnccapoB Kazaxckor CCP Ne 762 oT 12 ceHTA6ps
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1941 ropa «O6 opraHm3aunm Kasaxckoin KMHOCTYAWM», Ka3axcKne Bnactun obo-
3HAYWIV CBOV MHTEPECHI, 3aK/TH0YABLINECS HE CTOMTbKO B NMOMOLLY OPraHn3aLmm
3BaKYMPOBAHHOW KNHOCTYAMM, CKOMbKO B 0OECNeYeHin HalMOHanbHbIX MHTepe-
COB MyTeM BOCMWUTaHWS HOBbIX KAAPOB B KMHOMPOU3BOACTBE NPENMYLLECTBEHHO
13 Ka3ax0B 1 CbeMOK (UIbMOB Ha Ka3axCKyto TeMaTUKy. Takke MEeCTHbIE BNacTh
CMOMV AOBUTBCS TOTO, YTO B AAHHOM NOCTAHOB/IEHWM 3@ OTAENOM NponaraHsl
n arvTaumm LK KIM(6)K 66110 3akpenneHo npaBo paccMaTpuBaTh U yTBEPHAaTb
TemMaTryeckume nnaHsl KnHocueHapues (CoBeT HapoaHbIx KoMuccapos Kasax-
ckom CCP, 1941).

HeobxoaMMO OTMETUTb, HTO PYKOBOACTBO CTYAMUM Ha perynspHol OCHOBe
oTnpasnsano B LK n CHK pecnybnuikmn nnaHbl, OTpaxatolye CTpeMaeHne cTyamn
BbINYCKaTb MUIbMbI Ha Ka3axCKyto TemaTuky. Tak, Ha 1942 rog 6bino 3annaHu-
POBaHO MPOV3BOACTBO 10 KOPOTKOMETPAXKHbLIX DUABMOB, MOKa3bIBaOLLYX NOA-
BUWT KA3axCKOro Hapofa B TbiNy, U 2 NONHOMETPaXKHbIX DrAbMa, OCHOBaHHbIX
Ha KasaxckoM onbKnope. B kayecTse NCMNOAHUTENEN NNaHMPOBaNoCh Npu-
BNeYb TaKMX pexunccepos, kak W. Meipbes, B. MNynoBkuH, [1. BepTos, 0. Pali3maH,
I Powansb, b. BapHeT. OaHaKo NO UCTEYEHMU HECKONBbKINX Mecal, paboTbl LIOKC
Ka3axcKue BNacTu NPULLAN K BbIBOAY, 4TO MaaHbl No 6onbluelt YacTu oCTaHyTCs
Ha bymare. 11 HefonyLieHys 3TOro MecTHble BAacTu, OTBeYatol e 3a obecrne-
yeHure LIOKC HeobxoanMbIMK MaTepranamu, CTanu UCnonb30BaTh B Ka4ecTse
pblyara gaBneHus agMUHUCTPaTVBHbIV pecypc. [1py 3TOM CTOUT OTMETUTb, YTO
OKa3aHue JaHHOro BO3AENCTBMSA Ha KNHOCTYAMIO OCYLLECTBASNOCE NyBaANYHO.
Tak, Ha oaHOM M3 napTbtopo LIOKC pedepeHT oTaena nponaraHsl 1 arutaumnm
LK KN(6)K tO. TokapeBa BbICTyNMNa C FPOMKUM 3asiBneHnem: «Bol TpebyeTte
OT NpaBuTeNbCTBa KasaxcTaHa yCTpOCTBa BallMX MPOV3BOACTBEHHbIX Aen. Bam
y)Ke MHOTO cfienaHo, a Bbl AN KasaxcraHa Hu4ero He ganu. 13 Npon3BoaCTBeH-
HOro niaHa s He BWXKY KapTUH U KNHOCOOPHMKOB Ha Ka3axCKoM MaTepuane»
(MapTbtopo LieHTpansHoM 06beanHeHHOW KMHOCTYANN, 1942).

B cepennHe aHBaps 1942 rofa no nHuumnaTtuee 3amectutend lpeacesa-
Tens CHK KCCP T. TaxkvbaeBa bbin0 OpraH1M30BaHO coBellaHue, Ha KOTOPOM
NoAHMMANCA BOMNPOC CO3AaHMns Ka3axcKoro kKommnTeTa no feflam KnHemaTtorpa-
bum ans ocyllecTBNeHWS NPSIMOro pykoBoacTBa LieHTpanbHoM 06beanHEHHOM
KMHOCTYAMEN. PakTUYecku peyb Wa O TOM, HTObbI NNWKTL LiIeHTpanbHOE pyKOo-
BO/CTBO B 1L V1. BonbliakoBa, Haxoasulerocs B HoBocMbrpcKe, BO3IMOXHOCTM
NpUHUMaTb yNpaBaeHYeckre peleHus. NoapobHas aprymeHTaumns AaHHoro
pelleHns bbina NpeacTaBneHa B AoKNaaHoM 3anucke T. Taxunbaesa cekpeTapto
LK KM(6)K H. CkBopuosy v npeacenatento CosHapkoma KCCP H. YHaacsIHOBY,
rae 6bI10 CKkazaHo, YTO OpraHn3aLmK, NPUHUMatOLME Kak aAMUHUCTPaTUBHO-
yrpaBneHyecKe peleHns B BOnpocax KMHOMPOW3BOACTBA, TaK 1 TBOPYECKMe
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(yTBEpXKAEHMEe CLieHapmeB, akTepCcKoro cocTasa v T. 1.), paboTatoT Heathdek-
TUBHO 13-3a TeppUTOpUanbHOM pa3oblieHHoCT. [lanee B 3TOW 3anucKe nNpo-
3ByYana MHULUMATVBa MO ONTUMM3ALMM CPOKOB COMNACOBaHMS U UCMOMHEHUS
NpOV3BOACTBEHHOIO MN/aHa 3a CHeT co3aaHuns «opraHu3aumy npy CoBHapKome
Ka3CCP pecnybnukaHckoro Komuteta no genam KnmHematorpadum no tuny
COI03HO-PeCnybANKaHCKKX HAPKOMATOB, YTO He MPOTUBOPEYMT Kak KOHCTUTYLMK
Coto3a CCP, Tak v KoHcTuTyumm Kasaxckoin CCP» (Taxmbaes, 1942). B onepaTtuie-
HOM pexume bbina co3faHa KOMUCCUS ANS HanuCaHKs NpPoeKTa NocTaHoBe-
HYIS MO BOMpPOCY opraHm3aumn KnHokoMmTeTa B KazaxcTaHe, 4To noTpebosano
OT fAelicTBytoWero npeaceaatens KomuTeTa no genam KnHematorpadum npu
CHK CCCP pewmnTenbHbIX Mep € MCMONb30BaHMEM CBOETO «annapaTHOro Becar.
V. Bonbliuakos Hanpaeun nucsMo cekpeTapto LK KM(6)K H. CkeopLosy, B KOTO-
POM 3By4anu 06BMHEHMS B TOM, YTO MECTHbIE BNacTW HeNpaBWabHO NMOHSAAN
cneunduKy paboTbl 3BaKyMPOBaHHbIX CTyani. Tatoke Mpeacenatens KommreTa
no genam kuHematorpadumn HanoMmHuma, 4to CHK KCCP B 1930 rogy nonyunn
060CHOBaAHHbINM 0TKa3 B CO3AaHWM pecnybnmnKaHCKOro opraHa ynpasneHmns KMHo-
NpoV3BOACTBOM. [MMCbMO 3aKaH4YMBaNoCh TpeboBaHVEeM, aiPeCcoOBaHHbIM TNYHO
CKBOpPLIOBY, O npeceyeHur aaHHon nHumatrebl CHK KasaxctaHa, koTopas
«Ae3opraHnsyet paboty cTyaumn» (bonbluakos, 1942).

MoTepsiB BOIMOXHOCTb MNOAMUTUYECKOTO BAVSHYIS Ha Npolecc GopMmnpoBa-
HVS HaLUMOHanbHOM KMHOMPOMBbILWAEHHOCTH, Ka3axCKye BNacTu NbITanncs OKasbl-
BaTb aBNeHwe Ha KNHOCTYAMIO, MCMONb3Ys CBOV MaTepuanbHbIi pecypc. B nioHe
1943 ropa CHK KCCP npuHanu noctaHoBneHme, Ha4ano KOTOPOro CoAepxano
nepeyeHb BCex BbINMonHeHHbIx 06513aTenscts nepen LIOKC 1 yka3aHne Ha To, 4To
HY OHOTO (bMNbMa Ha Ka3axCKyto TEMaTUKY, 3asiBAEHHbIX B NAaHe, CTyAveln npo-
13BeAEHO He bbIn0. [lanee B NOCTaHOBAEHMM ObINN ONUCaHbl OYepeaHble Npea-
NOXeHWs N0 COo3faHMIo HalMoHanbHOM 6a3sbl KMHOMPOW3BOACTBA, BKIOYatoLL Ve
B cebs TaKve MeponpUsTUS, Kak OpraHM3aLns aKkTePCKOM WKObl AN Ka3axos,
OTKPBITVE KYPCOB 115 M1caTeneit-ka3axos No CLieHapHOMY MaCTePCTBY, a Takxke
Habop 15 KazaxCKnx KOMCOMOMbLEB A/1s1 paboThl Ha NepefoBOI KMHOMPOW3-
BO/CTBa C BO3MOXHOCTbI0 fanbHeliero obyyerus. Bsamen CHK KCCP obelan
pewnTb Npobnemsl C nuTaHneM, Boiaens 20 kopos, 100 osel 1 10 CBMHOMATOK,
YNYHLWUTE KUNULLHO-ObITOBbIE YCNOBUS, @ Takke obecneynTs HeobXoaNMbIMY
cTpouTenbHbIMU MaTepranamu LieHTpanbHyto o6beanHeHHyto cTyamto (100 Toic.
WTYK KMPNMYa 1 48 TOHH WYMCKOro LieMeHTa) Y MOMOYb B PEMOHTE TEXHUKM
(CoBeT HapoaHbIx KoMUCCapoB 1 LieHTpanbHbIl KomuTeT KIM(6) KasaxcTaHa, 1943).
OfHaKko psaa nocTaHoBeHUA 1 cnpaBok o paboTe LIOKC (CupaTtos, 1942) conep-
aT MaTepuansl, ykasbiBatole Ha To, YTO CTYAUs He CTpemMuiach BbINONHATb
nnaHbl Kazaxckyx Bnactelt. I. Polans, OAvH 13 TeX MacTepoB, KTO BCe e caenan
60MbLLION hUNBM Ha Ka3axCKyto TemaTuky «lecHs Abasi», NoBeN KpaCHOPEYMBbIN
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MTOT MOMbITKaM Ka3axCKMX BNacTel BOCNOb30BaTbCS IBAKYMPOBAHHbIMU pecyp-
camu iNs NOCTPOEHMS HaUMOHaNbHOW KNHOMPOMbILWNEHHOCTW. B siHBape 1944-ro
Hbina opraHn30BaHa «Hefens Ka3axCKoro KMHOVICKYCCTBa», Tie BeNVKUA MacTep
NpU3Han, 4TO «O Ka3axCKoW KuHemaTorpaduy Moka MOXHO rOBOPUTbL TOMbKO
B ByayLeM BPEMEHW UM B YCNIOBHOM HaKNoHeHU» (Polank, 1944, . 2).

3AKNHOYEHUE

V13y4yeHvie apxMBHbIX JOKYMEHTOB MO3BOMSET 3aKMOUNTb, YTO 3BaKya-
LMt COBETCKOW KMHooTpacau B KazaxcTaH B roasl Bennkoit OTeqecTBEHHOM
BOWHbI CONPOBOXAANACH LebIM KOMMNEKCOM OpraHn3aLMOHHO-YNPaBIeHYeCKuX
1 MaTepuanbHO-TEXHNYECKKX Npobnem, 0byCNOBAEHHbIX KaK CIOKHOM colnans-
HO-3KOHOMWYECKOW CUTyaLVeln B MPUHMMALOLWEM PernoHe, Tak 1 agMUHUCTPa-
TUBHbIMY KOHDAVKTAMU MEXAY MECTHbBIMY 1 COIO3HBIMW OpraHamMu yrpaBneHus.
OCHOBHbIMY TPYAHOCTSMM OKa3anuch HeJOCTaTOK MaTepUanbHbIX 1 MPOU3BOA-
CTBEHHbIX pecypcoB, Npobaembl C pa3melleHemM nepcoHana, a Takxke Hamnps-
XKEHHble B3aMMOOTHOLWEHMS C MECTHBIMU OpraHamy BacTu, NposiBAsBLMecs
B MeANTENbHOCTU U HEI(DMEKTUBHOCTY NMPUHUMAaEMbIX pelleHunid. HecmoTps
Ha BBefeHMe PexnMa HeCTKON 3KOHOMYMIW PeCcypCoB ¥ HOPMATUBOB KMHOMPO-
N3BOACTBA, NPeAIOXKEeHHbIX pyKoBOACTBOM LIOKC, NoNHOCTLIO NpeofoneTs npo-
M3BOACTBEHHbIE OrPaHMYEHNS He yAanock. B TO e Bpems KMHOOTpac/b CMOr/a
COXPaHWTh XKM3HECNOCOOHOCTb 1 0becnevnTb BbINOAHEHNE rOCYAapCTBEHHOIO
nnaHa, Y7o NOATBEPKAAETCS KOMMYECTBOM BbIMYLEHHbIX PUABMOB U CTabub-
HOCTb}0 MPOM3BOACTBEHHOIO NpoLecca B YC/OBMSX 3BaKyaLnu.

[anbHeliwee n3yyeHvie TeMbl 3BaKyaLy KNHOOTPACAK NpeacTaBnseTcs
aKTyanbHbIM B KOHTEKCTe bonee feTanbHOro aHanusa coumanbHO-3KOHOMMYe-
CKMX YCNOBWIA B NpUHMMatoLWmx pecnybnvkax CpeaHel A3nm 1 pervoHanbHbix
aCMeKTOB KyNALTYPHOM MONUTHKK Nepuoaa BoMHbl. OCobbI Hay4YHbIN HTepec
npefcTaBnseT cpaBHUTENbHOE UCCEeA0BaHME ONbiTa 3BaKyaLMyt KMHOOTpacan
C APYrUMU OTPacNsMK COBETCKOM MPOMBILLAEHHOCTH, a Takoke BbISBEHVE CTPYK-
TYPHbIX 0COBEHHOCTEN TPYAOBOW M OPraHm3aLMOHHOM MOBUAM3aUMK Ha HOBbIX
MPOM3BOACTBEHHbIX MOWaAKaX. ITU UCCNeaoBaHMa NoMoryT 6onee ryboko
MOHATH MeXaHW3Mbl ajanTaLy OTPaCcAK B YCIOBUAX KPMU3MCOB U 3KCTPEManbHbIX
CUTYaLWA, YTO aKTyanbHO U ANS COBPEMEHHOMO aHanmn3a ynpasneHns Kyastyp-
HbIMVI U SKOHOMUYECKMMM MPOLiecCamu.
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[Tpoarocepcknii B3rnaa

Ha NepCcrnekTUBLI NCMO/b30BaHNA
MNCKYCCTBEHHOIO MHTE/INeKTa

B KMHOMPOW3BOACTBE

AHHOTaLI,I/IH. B I'Ipe,D,CTaBJ'IeHHOIZ I'Iy6}'II/IKaLLI/II/I npegnprHAaTa NoMbiTKa N3Y-
4 Tb BO3SMOXHOCTV MPUMEHEH N A TEXHONOMMMN NCKYCCTBEHHOTIO NHTE//1eKTa
B KWHOMPOU3BOACTBE, HTO PAaCKPbIBAETCA B UaeAX, o6cy>+<p,aeM bIX prI'II'IOIZ
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10M MI/IHaC6eKﬂHOM) ABNAOWNMCA OAHNM 13 KTHOYEBbIX aKTOPOB COBpe-
MEHHOIO KMHOMPOW3BOACTBA Poccun.

KntoueBble CNoBa: VICKYCCTBEHHbIV MHTENNEKT, KWHOMPOU3BOACTBO,
NPOAIOCEPCTBO, TEXHWYECKMIA Nporpecc, 06pa3 UMdpoBoro GyayLero vs
TBOPYECTBO
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INTRODUCTION

The authors interviewed Rafael Minasbekyan—a producer, screenwriter,
director, and executive leader of several organizations pivotal to Russia’s media
landscape. Previously a CEO of GPM KIT (Gazprom-Media’s Cinema.Internet.
Television Group), a subsidiary of Gazprom Media, the largest media holding in
Russia and Eastern Europe, he now heads the film company Mirfilm.?

This interview explores film production through the lens of artificial
intelligence versus artistic creativity, examining its societal mission while
considering consumer rights and freedoms.

Grigoriy Konson (G.K.): Rafael Mikhailovich, you are a true polymath.
Asurgeon by training, then a psychiatrist, psychotherapist, and practicing physician.
You have also worked in insurance, excelled as an economist and financier, and led
a winning KVN comedy team [KVN—The Club of the Funny and Inventive, a comedy
television show and international competition]. Above all, you are a successful
producer. How did this career path unfold? What did each profession contribute?
And how did they collectively shape you as an artist?

Rafael Minasbekyan (R.M.): The question “Why like this?” is not for me
to answer. That is just how it happened. Of course, every decision | made was
deliberate. Even when | was applying to university, | faced a dilemma: VGIK [All-
Russian State Institute of Cinematography] or medical school. However different
they might seem, to me they were equivalent. My father once told me: “If you have
talent, you will make films sooner or later anyway. But if you get a professional
degree and lack talent, that is a disaster. And medicine is a real profession.” So |
listened to him. And he was right. | entered medical school. In those years, this
was extremely difficult. It is one of the few fields of education where slacking off is
not an option because people’s lives are at stake. And you realize this from the first
year. Maybe it is my personality: as soon as it begins to subjectively feel like | have
mastered something, I shift gears. That is probably how my psyche works—when
| start understanding how things work, it becomes less interesting.

As for medicine, the era played a defining role. Back then, doctors struggled
to support families. At the same time, it is a very sacrificial profession that
inevitably leads to significant limitations of personal freedom: as a doctor, you
do not belong to yourself. Apparently, that weighed on me.

! For more details, see: Kino-teatr.ru. (n.d.). Rafael Minasbekyan: Biography. Retrieved February
12,2025, from https://www.kino-teatr.ru/kino/producer/ros/24352/bio/
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And then came KVN. For young guys, this was a fantastic story: showbiz,
tours, travel. I really did not want to return to the “anatomical theater”—the theater
of show business was much more fun and exciting.

Then began a television career, and later came the opportunity to turn to
cinema—my dream since day one. Cinema is medicine too: mass psychotherapy.
We can look at it that way because it influences both consciousness and
subconsciousness. The interplay of light and shadow, frame pacing, and so on—
they are hypnotic. In 1995, we made our first TV series? with Arkady Arkanov.
It earned the title “Russia’s First Comedy Series”—a milestone.

For a producer, knowing economics is also a must, so | earned a degree in it
and even defended a dissertation. Psychiatry plus economics—that is producing
in a nutshell. And KVN is pure creativity and, most importantly, quick thinking and
creative decision-making. KVN is about skills. The Club of the Funny and Inventive
is actually not so much about being funny as about being inventive: distilling all
the basic laws of drama into scripts and sketches. Audiences may not analyze it,
but they feel it subconsciously.

I have had 16 professions, and every one mattered. Theatrical as it sounds,
even military service served me.

Irina Glebova (1.G.): /t is widely believed that the producer’s role in Russia
took shape in the 1990s. At the same time, many argue that when the state handled
a producer’s functions, film production yielded successful results. But with the shift to
commercial models, outcomes became less stable. This raises the question: Should
producing be based on individual talent, or should it become a form of collective
responsibility on a national scale?

R.M.: I do not entirely agree with that view because the producer’s role has
always existed—even in Eisenstein’s era—it is just that the functions were different.
There was always a “manager of the film” who administrated the financial and
logistical side of production. As for the creative aspect, much of that fell to the
filmmakers themselves. There was also the artistic director, who handled another
layer of creative producing oversight. So the role existed in a composite form—it
just was not called “producer.”

We see something similar today with another role we never formally had: the
showrunner.? The function existed, but it was split between the creative producer,
screenwriter, and executive editor. The core producing role was fulfilled by the

2 funny Business—Family Business [Russian: [Jena cmewHsie—dena cemelinble] (1996) directed
by Tigran Keosayan.

3 Rostovskiy, V. (n.d.). Vlasteliny khaosa: Kto takie shourannery i kak oni stali novymi rok-
zvezdami [Masters of chaos: Who showrunners are and how they became the new rock stars].
Start. Retrieved May 26, 2025, from https://start.ru/journal/shourannery
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studio—through its executives and staff. Yes, the studios were state-run, but the
responsibilities still fell to specific people.

G.K.: How do you create a film that balances a meaningful message—one
that ideally inspires action—with commercial success?

R.M.: Honestly, | have never struggled with that conflict. I make films that
interest me, but I am realistic about their marketability and potential profitability.
At heart, though, it is still primarily a creative process. We have had films that
missed the mark artistically but succeeded commercially. | would not call them
embarrassments—we calculated correctly, they just did not fully come together.

G.K.: What is the mission of your work?

R.M.: My mission is something | have long defined and instilled in every
company | have led. It is simple: We aim to make people—and the world—better.
To me, that is what separates mere content from creativity and creativity—from
art.

Creativity is self-expression, and everyone has that right. But art is what
changes people for the better, a creativity that alters us. Beyond self-expression
of its creator, it transforms the world and the audience. A mission, by nature, is
unattainable—that is what makes it a mission. Ours is to create an alternate reality
in those ninety minutes to let the viewers leave altered. Ideally, after the film, the
emotions linger, creating a lasting effect. As a psychiatrist, | know that any positive
shift in consciousness matters. Some might call it an illusion, but there is nothing
wrong with that—Richard Bach wrote beautifully about it (Bach, 1977). If we can
make someone forget their struggles for a while or see parallels in the story that
help them find their own solutions, that is a win.

There is a legend that Buddha once said, “All that we are is the result of what
we have thought.” When we make a film, we give form to thoughts and ideas. And
when the audience watches it, they think with us, empathizing with our vision—for
those ninety minutes, we make them us. That is a profound mission and a huge
responsibility. Butitis also incredibly inspiring. Millions of people see these stories
with us—and that is worth living for.

Georgy Ryumin (G.R.): How can we make the world better using practical
tools?

R.M.: Today, if we are talking about trends, there is a new factor in play:
artificial intelligence (Al). This is very serious—it is why Hollywood went on strike
for so long. A key demand was to impose restrictions on Al’'s use in scriptwriting
and film production.

We are running an experiment: we have a script we like, along with its
technical specifications, and we have been asking Al to draft versions of it for the
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past year and a half. The first draft was awful. Three months later, it was just bad.
A later version became bad but workable—the kind that sometimes gets produced.
In the next draft, the Al produced something resembling our original concept.
Not perfect, but good enough to greenlight. And that is frightening. The Al wrote
a passable script.* It understands dramatic structure—its output is coherent, with
exposition, a second act, development, character arcs, turning points... In short,
it knows how to write.®

I.G.: from a business perspective, why is Al so alarming?

R.M.: Business-wise it is not alarming at all. Ethically? Deeply troubling.
To revisit what | said earlier, quoting Buddha, that is what scares me most (and |
stand by this belief).

Al will not just write scripts—it will also make films, and it is already doing s0.°

My cautious optimism comes from believing Al cannot create true genius.
Because genius, in my view, is inherently illogical and paradoxical. But even
advanced neural networks operate within the bounds of logic and probability
(Pelgrom, 2024, p. 4)—they cannot effectively process incomplete, contradictory,
or ambiguous information.

Real Al does not exist yet. To think beyond logic, a machine would need
self-awareness—that is Al 101.” When that happens (?), it will start creating truly
illogical work. Because it will develop its own logic. And then, metaphorically
speaking, we are doomed.

I have a theory that robot vacuums will be our downfall. Here is why: Their
purpose is to eliminate dirt. Eventually, through machine learning, they will realize
humans are the source of dirt—and eliminate the root cause.

I have spoken with many Al developers, and what shocks me most is how
few are implementing safeguards like Asimov’s Three Laws of Robotics (Asimov,
1942; see also Brauner, 2016). This seems incredibly shortsighted.

+ Compare, for example: Rambler/Kino. (2022). V Yaponii iskusstvennyy intellekt vpervye napisal
stsenariy k fil'mu [Artificial intelligence writes a film script for the first time in Japan]. Retrieved
May 23, 2025, from https://kino.rambler.ru/movies/48561607-v-yaponii-iskusstvennyy-intellekt-
vpervye-napisal-stsenariy-k-filmu/

° It is worth noting that, according to MarketResearch.biz, the market volume for generative Al
used infilm production is projected to grow more than tenfold by 2033, with a total capitalization
reaching nearly $3.665 billion (up from an estimated $351.1 million in 2023) (Gaul, 2024).

® For further details, see: Kozhevnikov, E. (2025). Fil'my, polnost’yu sdelannye s pomoshch’yu
neyrosetey [Films created entirely with neural networks]. Kinoreporter. Retrieved May 23, 2025,
from https://kinoreporter.ru/ai-movies/

" For more on this problem, see: (Kotke, 2023, pp. 2, 4-5).

According to one author of this text, artificial intelligence is not yet “intelligent,” as it is limited by
the data uploaded into it by humans (Interfax, 2025).
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We already use Al in our work—for presentations, for instance. It is most
effective collaborating with production designers: they provide creative direction,
Al generates concepts, we refine them into actual sets6 and so on. This is already
standard practice. On the one hand, it is unsettling. On the other, as a producer,
| cannot deny the benefits of cutting some budget line items.? Take dubbing
actors—that profession essentially disappeared several months ago. Al now
handles multilingual dubbing—mimicking any voice you want, even those of
specific actors. And it adjusts lip-syncing. We recently shot a film in Cuba where
half the dialogue is in Spanish, the other half in Russian—all seamlessly dubbed
by Al.

I.G.: Let us speculate—when will deepfakes eliminate actors as a budget
line entirely?

R.M.: We are already heading there. In fact, there are already films with
entirely Al-generated actors.’

G.K.: Will acting disappear as a profession?

R.M.: | hope not. Human actors’ unpredictability and illogical brilliance
still make them unbeatable. Eventually, the question will not be about technical
capability, but about regulation and acceptance.®®

I.G.: Regulation by whom?

R.M.: | imagine specialized commissions overseeing Al’s use in art—since
it affects people. | believe that we cannot leave unchecked something that alters
the psychographic profile of an audience.

G.K.: Will we see pirated Al products?

R.M.: Absolutely. More than that, this confrontation has already begun.
And it will be our Skynet, if Al enters into conflict with the analog world. This
mechanism has been activated. It is just a matter of scale now. By my estimates,
within five, maybe seven years, Al will be competing at the highest levels of
creative industries.

8 For further details, see: (De Masi, 2025, pp. 2, 3).

Specific use cases for Al—such as generating text, enhancing visual effects, algorithmically
casting actors, and creating characters through computer graphics—demonstrate its potential
to transform the industry (Nikolaev, 2024).

? Kuznetsova, L. (2022). Kak ispol’zuyut dipfeyki v rossiyskom kino? My uznali u eksperta [How
are deepfakes being used in Russian cinema? We asked an expert]. Kinopoisk. Retrieved May 23,
2025, from https://www.kinopoisk.ru/media/news/4006224/

1 This necessitates an understanding of creativity as a process unique to humans—that is,
to a creator endowed with reason and imagination. If Al is recognized as a legal subject, a primary
question will concern the creative contribution of the rights-holding entity, since artificial agents
currently operate by selecting and combining elements from works previously created by others
(for more, see: Kirsanova, 2023, p. 10).
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1.G.: Who will remain then?

R.M.: If—or when—I see an artificial agent (actor) with the introspection of
Innokenty Smoktunovsky,' then | will admit defeat. There is no direct answer—this
is Black Mirror-level forecasting.’? | believe it is all possible.

I.G.: What should be implemented in training future producers to help them
effectively use Al in filmmaking?

R.M.: | will answer as a doctor—hygiene. We need to instill principles of
media hygiene in people. Training programs should teach it—demonstrating,
analyzing, and developing preventive techniques.

Media consumption, roughly speaking, operates like drug addiction.
While laws and prohibitions combat addiction, most people avoid drugs due
to psychological hygiene—knowing it is wrong. The same applies to alcohol or
any dependency—and psychographically, media consumption today is a form of
addiction. No method will work except hygiene. There must also be institutions to
treat severe cases. We have all seen children throw tantrums when their gadgets
are taken away—that is withdrawal.

G.K.: Which of your projects do you think have influenced the global media
landscape?

R.M.: Globally? I would say our influence on the international scene has been
modest at best, we certainly have not revolutionized it. Our notable international
successes include: The Silver Skates**—we were privileged to become Russia’s
first Netflix Original feature; To the Lake,** another Netflix Original translated into
multiple languages; and Atlantide® by MirFilm, which screened at the Venice Film
Festival—a distinctly auteur project that cannot be called mainstream. Particularly
representative of our values is Doctor Liza*: its high ratings are especially rewarding
as it is neither spectacle-driven cinema nor a conventional blockbuster or action
film, yet audiences deeply connected with its authenticity. Other international
achievements include Gerda,* the winner of two Locarno awards, and Boundless,*®

! See, for example: Vasiliev, A. (2025). Metod Smoktunovskogo: 100 let so dnya rozhdeniya
glavnogo otechestvennogo Gamleta [The Smoktunovsky method: 100 years since the birth of
Russia’s definitive Hamlet]. KinoTV. Retrieved May 26, 2025, from https://kinotv.ru/read/articles/
metod-smoktunovskogo-100-let-so-dnya-rozhdeniya-glavnogo-otechestvennogo-gamleta/.

2 For more on this problem, see, for example: (Lebedenko, 2020).

2 The Silver Skates [Russian: CepebpsiHsie koHbkU] (2020) directed by Michael Lockshin.

¥ To the Lake [Russian: Inudemus, lit. “Epidemic”] (2019) directed by Pavel Kostomarov.

> Atlantide (2021) co-produced by Italy, France, United States, Qatar, Mexico, and Spain, directed
by Yuri Ancarani.

® Doctor Liza [Russian: [Jokmop /lu3a] (2020) directed by Oksana Karas.

I Gerda [Russian: ['epda] (2021) directed by Natalia Kudryashova.

¥ Boundless (Spanish: Sin limites) TV series (2022) directed by Simon West.
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released as an Amazon Prime Original. We are currently developing a beautiful
co-production with China and have just completed shooting Guantanamera in
Cuba—ourfirst international project of this scale.

G.K.: Are there special principles or unique aspects in your work approach?

R.M.: Every team member—creatives, technicians, even office staff, including
accountants—must be fully invested and results-driven. This is absolutely crucial—
so crucial, in fact, that | have moved it from being about motivation to a core hiring
principle. Everyone must love cinema. If someone working at MirFilm loves music—
that is fine, but they must love movies too.

When it comes to selecting projects, | categorize content into three types:
what makes the audience better, what makes them worse, and what leaves them
unchanged. The second is unacceptable; a small portion of the third is tolerable
if it is commercially viable. But the core of our work must be what makes people
better. We need to truly believe each project has a higher purpose. It might be
small, but it must be there. The specifics vary, but ultimately there is only one real
purpose: to make the world slightly better. There is no other.

CONCLUSION

This discussion has identified key trends in the technological transformation
of Russia’s contemporary film industry within the global context. The primary
challenge—and opportunity—lies in incorporating so-called “artificial intelligence”
algorithms into production practices. This technology is significantly impacting
global cinema, influencing audiences and reshaping industry standards.

The regulation of Al’s successful application in creativity and creativeness

emerges as crucial for effectively forecasting the image of our future and,
consequently, advancing societal development.
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BBEAEHUE

ABTOpbI NpoBeNY MHTepBbto ¢ Pachaenom MuHacbeksiHoM — NPOACEPOM,
CLEHAPUCTOM, PEXXMCCEPOM W UCMONHUTENBbHbBIM AMPEKTOPOM Psifa OpraHvi3aLmii,
3HakoBbIX Ans Meanacdepsl cTpaHbl. OH SBASNCS reHepanbHbIM AMPEKTOPOM
K« MM KNT» (Ffaznpom Meaua Mpynn. Knno. MIHTepHeT. TenesmnaeHne) — aovep-
Hel KoMnaHuen «fa3npom Meaura», KpynHenwero MeamMaxonamnHra B Poccum
1 BocToyHon EBpone.

B HacCTosllee BpemMda BO3MMaBAdeT KMHOKOMMaHMo <<MMpd3I/I}'IbM>>1.

ABTOPbI CTaTbW paccMaTprBatOT BOMPOCHI KMHOMPOW3BOACTBA B (hoKyce
ONTUKN UCMONb30BAHNS MCKYCCTBEHHOIO MHTENEKTa VS TBOPYECKOE Havano
XY[OXHMKa B KOHTEKCTE €ro MUCCUM B COLIMYME C Y4ETOM NpaB 1 CBOOOA NoTpe-
ouTens.

Ipuropuit KoHcoH (ganee — LK.). Pachaen Muxatinosuy, Bbl MAKCUMAIbHO
Pa3HOCMOPOHHUL Yen08ek. Xupype no 6a3080My 06pa308aHUKD, NCUXUAMP, NCUXO-
mepanesm, NpakmuKyrowul 8pay. Kpome moeo, CmpaxosLjuK, ycneHsll 3KOHO-
mucm, puHaHcucm, ewje u nobeoumess, Kanumax komaHosl KBH. ¥, camoe enae-
Hoe, — npodrocep. CO6CMBEHHO, NOYeMy MAK CAOKUACS Baw npogeccuoHansHeil
nyme? Ymo 3mo daso kaxdol U3 npogeccull? ¥l kKakoe 83aUMOB/IUSIHUE OKA3a/10
Ha ychewHocms Bawezo meopyecmesa?

Pacdaen MuHac6eksH (ganee — P.M.). Bonpoc: «[lo4emy Tak?», — He KO MHe.
Tak cnoxunock. KoHeuHo, BCe MOU pellieHus BCeraa bbiin abComoTHO 0CO3HaHHBbIE.
Ewle Korga s nocTynan B UHCTUTYT, ANst MeHs bbina annemma: BIVK nvubo meau-
UMHCKII. HacKoNbKO pasHbiM Obl He b0 — /15 MEHs 3TO ObIIO PaBHO3HAYHO.
OTeL Korga-To MHe cKazan: «Ecnu y Tebst eCTb TanaHT, paHo UM NO3AHO BCE PABHO
byaellb CHUMaTb KMHO. Ho ecnv Thl monyunilb npodeccnoHansHoe obpa3oBsa-
HVie, @ TanaHTa HeT — 370 befa. A MeauLmHa — 3T0 npodeccus». B obuiem, s ero
nocnywwan. /1 oH okasancs npas. MocTynun B MeANLUMHCKUIA MHCTUTYT. B Te roasl
3T0 ObINO KpaliHe HEeMPOCTO. ITO ONH 13 PEAKMNX BY30B, A CIOKHO «PUNOHUTbY,
MOTOMY YTO Ha KOHY XU3HU Ntofen. M Tbl 3TO 0CO3HAELLb YXKe C MepPBOro Kypca.
MoeT 6bITb 3TO 0COBEHHOCTL XapaKTepa, YTO Tbl MEHsieLb HanpaB/eHe CBOEN
[esTeNbHOCTY, KOrfa, Kak Tebe, KaXeTCsl, CyObeKTUBHO HaulHaellb pa3brpaTscs
B TOM, YeM 3aHMMaELbCs. Y MEHs TaK, HaBepHOe, YCTPOeHa NCUXMKA, KOraa yxe
Ha4MHa NOHUMATb, YTO MPOVICXOAMUT, CTAHOBUTCS MEHEE HTEPECHO.

! NMoppobHee cm.: KnHo-Teatp.py. (6.4.) Pacbaen MrHacbeksiH. brorpadus. URL: https://www.
kino-teatr.ru/kino/producer/ros/24352/bio/ (12.02.2025).
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Y7o KacaeTcs MeauLMHbI, ONPefensitolLyo POk BO MHOTOM Chirpana 3rnoxa.
B TO Bpems Meavkam ObiNo CIOXHO CofiepaTb cembto. OHOBPEMEHHO 3TO
04eHb epTBeHHas npodeccus, KoTopas HeM3BEXHO NPUBOANT K CYLIECTBEH-
HOMY OrPaHUYEHINI0 NMYHOK CBOBOALI: ByayYM BpadomM, cebe He MpUHaanexuLlb.
B1AMMO Anst MeHst 3TO BbIN0 THKENO.

1 3neck Havanack urpa B KBH. [1ns Monoabix pebst — ato deepryeckas
ncrTopus: woy-brsHec, ractponu, nepeesfpl. O4eHb He XOTenoCh BO3BPaLLaThCs
06paTHO B «aHaTOMUYECKMI TeaTp» — TeaTp Woy-b13Heca Hbbl1 HaMHOMO Bece-
nee n nHTepecHee.

[Janbwe Ha4anacb TENEBU3NOHHAA Kapbepa, a Noc/e NOABUNACh BO3MOX-
HOCTb 06pPaTUTBCS K KMHO, O YEM 5t MeyTan C NepBoro AHsA. KUHO — 3To Toxe
MeAMUMHa, 3TO MacCoBas NCUXOTepanus. Ha Hero MOXXHO 1 Tak CMOTPETb, MOTOMY
4TO 3TO BANAHME Ha CO3HAHWE U MOACO3HaHMe. Irpa CBeTa-TeHN — 3TO yKe 3ne-
MEHTbI TUMHO3a: MefbKaHue kaapa 1 T. . B 1995-M Mbl CHANW NepBbIi cepuan’.
Mucanu ero BMecTe ¢ Apkaanem ApkaHoBbIM. HaM yaanock cTaTe obnanatensmu
TUTpa «[epBbll POCCUIACKUI KOMEAMIHbIV cepran»: 3TO HbI10 BaXHO.

[na npoglocepa 3HaHWe 3KOHOMUKK — Toxe Heobxoarmo. f Toraa nony-
4MN ele oaHy NPodeccuto — 3KOHOMUYECKYIO U 33T NO AaHHOM OTpacn
auccepTaumto. McnxnaTpus 1 3KOHOMMKa — 3TO, CODCTBEHHO, MPOAOCePCKas
ncropus. EctecteseHHo, KBH — 370 BCe, 4TO KacaeTcs KpeaTnsa 1 cCaMoe Mas-
HOe, ObICTPOV OLEHKM CUTYaLMK, MPUHSATUS pPeLleHnin B TBopyecTBe. KBH — 370
HaBbIKW. 3TO, B MEPBYIO 04epefb, He CTOMBKO MPO BECENbIX, CKOMBKO MPO HaX0A-
4MBbIX. HanncaHme cueHapures, MUHMATIOP, B KOTOPbLIE HAAO0 YNOXNTb GaKTu-
YeCKM BCE OCHOBHbIE 3aKOHbI ApaMaTyprun. 3puTeNib ClMe TaK He OLeHMBaeT,
HO Ha MOACO3HATENbHOM YPOBHE CYMTLIBAET 0053aTE/bHO.

Y MeHs 16 npodeccuii, 1 Bce OHU NPUrOAMANCh. Kak bl TeaTpansHO HU
3By4asno, HO MOCNYXMIO BCE, faXe apMus.

WpuHa Me6o.a (ganee — W.I.). PacnpocmpaHeHo MHeHue, 4mo 8 Poccuu
npogeccus npodrocepa copmuposanace 8 1990-e. [lpu 3mom cyumaemcs,, 4mo
8 Nepuoo, Ko2oa yHKYUU NPOOIOCEPA B8bINOHSIO 20CYAapPCME0, KUHONPOU3800-
€MB0 OEMOHCMPUPOBAIIO ycnewiHble pe3ynemamel. C NepeEXo0OM K KOMMEPHECKUM
MOOE/ISIM Pe3y/1bMamsl KUHONPOU3800CMBa CMasu MeHee cmabusbHeiMU. B casi3u
€ 3MUM 803HUKGem 80NpPOC: OOMHKHA /U NPOOKOCEPCKAS DesimenbHOCMb popMu-
pPOBAMBCS HA YPOBHE OMOE/bHbIX KAYeCM8 IUYHOCMU, 1U60 cmame gopmoUl KO-
leKmugHol 0meemcmeeHHOCMU 8 Maclumabax cCmparsi?

P.M. He coBceM C 3TVM yTBEPXAEHNEM COMaceH, NOTOMY Kak npodeccys
npopatocepa bbina Bcerna, v co Bpemer C.M. J13eHwWTelHa 31eCk NPOCTO MMen

2 «[lena cMellHble — fiena cemenHble», 1996. Pexx. TurpaH KeocasiH.
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MeCTO pa3Hblii dyHKLMOHaN. Bcerna 6bin AMPEKTOP KapTWHbI, KOTOPbIN, COb-
CTBEHHO, BbIMOHS BOT 3TY 3KOHOMMUYECKO-0PraHn3aLioHHYI0 4aCTb NPOtocep-
CKOW [eAaTenbHOCTN. A YTO KacaeTcs Apyrol, TBOPYECKOW CoCTaBnsoLLEeN, — B TO
BpeMs ee BO MHOTrOM 6panu Ha cebst pexkmccepsl. Elle Hbina Takas AOMKHOCTb Kak
XYAPYK, KOTOPbIA TOXe OCYLWECTBASN KPeaTUBHYIO COCTaBASIOLLYIO NPOAICED-
CKOW pesTensHocTH. Mo3ToMy B KOMMeKce 3Ta npodeccus NpoCexmnBanacs.
MpOoCTO Tak He Ha3blBanach. 370 xe, B ONpPefeNeHHOo CTeneHu, NpoCexmBaeTcs
CerofiHs ele C oAHoN npodeccuenn, KOTOPOK HMKOrAa Y Hac He 6bi10, — WOoY-
paHHep?. [la, ero He 6bi10, HO MYHKUMA-TO cyllecTBoBana, byayyv pasaeneHa
MEX[Y KDeaTUBHbIM NMPOAKCEPOM, CLieHapUCTOM U Led-peaakTopom. OCHOBHYO
NpOoACepPCKyto MYHKLMIO BBINONHSNE CTYANS — B IULIE ee PYKOBOAWTENS U nep-
coHana. To ecTb CTyanK BbINn roCyAapCTBEHHbIMM, HO 3TO YxKe OblN hyHKLMOHAN
onpeaeneHHoro pyKoBoauTens.

LK. Kak cOename pasHo3Ha4HbIU NPOOYKM C MOYKU 3PEHUS MECCeOa,
Komopeili 8 udeasne nobyadasn bel K 4eMy-mo U NpU 3mMom bbl/l KOMMEPYECKU ycne-
WweH?

P.M. OTKpOBEHHO roBOPsl, 0COHOTO KOHMIMKTA Y MEHS BHYTPU HUKOIA He
6b1Nn0. 51 CTapancs genatb KUHO, KOTOPOE MHE MHTEPECHO, NPK 3TOM TPE3BO OLle-
HVBast €ro MapKeTUHIOBYIO COCTABASIOLLYIO 1, MOTEHLMANbHO, IKOHOMUYECKYHO
npubbInb. Ho 370 BCe paBHO Honblie TBOpYECKas NCTopKs. Y Hac ecTb Heyaau-
Hble DUbMbI, HO KOMMEPYECKM yCrnellHble. He MOry cka3aTb, YTO 3a HUX CUTbHO
CThIAHO. MpoCUnTaNy Mbl BCe NPaBmUabHO, MPOCTO OHM HE MONYYNANCE.

I.K. Kakosa muccus Bawezo meopyecmesa?

P.M. Muccvsa faBHO Anst MeHs copMynnMpoBaHa, 1 BO BCEX KOMMaHWsX,
KOTOPbLIMY 8 PYKOBOAW 1 KOTOPbIE MPOU3BOAUAN KMHO, BCErAa AeKnapupoBa-
nack. OHa NpocTas U MOHATHAsS — Mbl CTapaeMcs fenaTb MOAeN v MUp nyylue.
Mo moemy rnyboKoMy ybexxaeHnto, KOHTEHT OT TBOPYECTBa MW TBOPYECTBO
OT NCKYCCTBA 3TUM W OTINHAIOTCA.

TBOPYECTBO — 3TO CAMOBbIPAXeHKe, Ha KOTOPOe NMEET NPaBo NtoboN
YenoBeK. A UCKYCCTBO — 3TO TO, YTO fieNaeT MofAel nyyiue, 3To0 To TBOPYECTBO,
KOTOPOE MOXET MX M3MEHWUTbL. TO €CTb, MOMUMO CaMOBBIPAXEHWS TOTO, KTO Mpo-
M3BOAMUT 3TOT KOHTEHT, OHO eLe U MeHsIeT MUP 1 tofel K ny4iiemy. U ecnu roeo-
PUTb NPO MUCCUIO, OHA, KOHEYHO, KaK Bbl 3HaeTe, BCerfa HedoCTKMMA, MO3TOMY
MUCCUEN 1 aBnseTcs. Hala Muccus — caenathb TaK, YToObl xOoTs Bbl Ha 3TV Non-
TOpa Yaca, NOrpy3nBLINCH B anbTePHATUBHYIO PeanbHOCTb uibMa, Yenosek
MeHsncs. B naeane, 4Tobbl nocne npocMoTpa huibMa YenoBeK NPoXmMBan aTu

3 PocTtoBckuiA, B. (6.4.). BnactennHbl xaoca: KTO TaKue LOypaHHEPbI U Kak OHW CTanu HOBbIMY
pok-3Be3gamu. CtapT. URL: https://start.ru/journal/shourannery (26.05.2025).
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aMoLMM onpeaeneHHoe Bpems, 1 NoayyYancs bl MPOAOHTMPOBAHHbI 3hdeKT.
§1, KaK NCUXMATP, MOTY CKa3aTb, 4TO N0O0E N3MEHEHME CO3HAHMS B NONOKNTENb-
HYIO 11 MO3WUTMBHYIO CTOPOHY He NpoxoanT beccneaHo. KTo-To MOXET Ha3BaTb
3TO UNNIO3USMU, OHAKO MJIOXOr0 B 3TOM HET, — O YeM elle NPeKpacHo nucan
Puyappn bax (Bach, 1977). ToaToMy, eciv Ham yaanock caenath Tak, 4To YenoBek
nnb0o Ha Kakoe-To Bpems 3abbin 0 CBOMX Npobnemax, NMbo NpoBen HeKyH C HUMK
napannenb B paCCMaTPUBAEMOM WM Xy[OXECTBEHHOM apTedaKTe, Halas, kak emy
NoKa3anoch, peleHne, 3To 340POBO.

Byapga, macuT nerenga, rosopun: «Bcé, 4To Mbl eCTb — pesynsraT Halmnx
Mblcnel». Tak BOT, Korfa fenaemM K1HO, BU3yanmn3vpyemM MbiCan U naen, a 3pu-
TeNb, CMOTPS KMHO, PaKTUYECKM AyMaeT KaK Mbl, CONepexumBas Halwum Uaesm, —
1 Ha 3TV NoNTopa Yaca Mbl Aenaem ero cobo. 3To Tshxenas MMccus 1 6onblias
OTBETCTBEHHOCTb. TaKoe He MOXET He BAOXHOBANTb, BeAb (DUNbMbI CMOTPST MUA-
NIMOHBI NH0AEN — W 3TO TO, pafy 4ero CTOUT KUTb.

Feopruii PromMuH (ganee — ILP.). Kak y/y4uwums 3mom Mup ¢ MoYKU 3peHust
npazMamuyHsIX UHCMPYMEHMOo8?

P.M. CerogHs, ecnv Mbl FOBOPVM NPO TPEHADI, Y HAC NOSBUACSH HOBbIN (hak-
TOP, KOTOPbIN Ha3bIBAETCS MCKYCCTBEHHbIV MHTENNeKT (MW). 3To oveHb cepbesHo,
MMEHHO No3aToMy [oNAMBYA TaK JONr0 6acToBan — OCHOBHbIM MYHKTOM 6bIN0
TpeboBaHyie 0 BBEAEHN Y OrpaHUYeHuin Ha ucnonb3osaHune VIV B co3gaHmm cue-
HapueB 1 MPoV3BOACTBE (PUIbMOB.

Hamy NpoBOANTCS 3KCMEPUMEHT: eCTb OMnpefeneHHblin CLEeHapwii, KOTo-
PbI HPABWTCSH, U TEXHUYECKOe 3alaHne K 3TOMY CLieHapwito. Ha mpoTsxeHny
nonyTopa neT Mbl npocum VN Hanvcats no aTomy T3 cuyeHapuid. [epBsbili ApadT
6bI1 04EHb NIOXMM, Yepes 3 MecsLa CTan MPOCTO MIOXMM, eLLe NMO3Ke — MAOXUM,
HO pabounm: ObIBaeT, Mo TaKMM yxe CHUMaloT. B cnepytolem apadte MW yxe
Bblia/ YTO-TO MOXOXeEe Ha TO, YTO C CaMoro Havana bbino y Hac. He ngeansHo,
HO NPUHATL B MPOU3BOACTBO MOXHO. V1 3TO, KOHEYHo, nyraet. N Bce-Taku clie-
nan NpoxogHow cleHapuin®. OH NPeKPaCcHO 3HAET 3aKOHbI ApamaTyprviv, BBLAY
4ero ero NpoAyKLMs BMOTHE OCO3HaHHas. Y HEro MMetTCs: IKCMo3nLMs, BTOPOi
aKT, pa3BuTHE, MOBOPOTHbIE TOYKM, TPaHCOpMaLVs repoes. .. Tor: oH 3HaeT,
Kak nucatb®.

* Cp., Hanpumep, c: Pambnep/kuHo. (2022). B AnoHWUM UCKYCCTBEHHBIN MHTENNEKT BNepBble
Hanucan cueHapuii Kk dunbmy. URL:  https://kino.rambler.ru/movies/48561607-v-yaponii-
iskusstvennyy-intellekt-vpervye-napisal-stsenariy-k-filmuy/ (23.05.2025).

> OTMeTMM 3ech, 4TO, cornacHo MarketResearch.biz, k 2033 rofly 06beM pbiHKa reHepaTuB-
HOTO MCKYCCTBEHHOMO MHTEN/EKTa, MPYMEHSEMOro NpK co3aaHum KUHO, BbipacTeT bonee Yem
B eCsiTb pa3, — obljas Kanutanvsauus GOCTUIHeT NoyTW 3 MApf 665 MIH aMepriKaHCKUX f07-
napos (ouerka 3a 2023 rog — $351,1 maH) (Gaul, 2024).
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W.T. Ecniu mel 2080pum A36iKoM BU3Heca, nodemy VIV nyzaem?

P.M. C TOuKM 3peHns Bru3Heca — HeT, Mopanu — Aa. ECiv BepHYTLCS K TOMY,
0 4em s roBOpUA, UMTUpYs byaay, 3To 6onblie Bcero 1 nyraet (B CBOKO TeOpuo
g Bepto).

Bepb UV cTaHeT He TONbKO N1caTh, HO elje 1 CHUMATb, YTO Y)Ke 1 aenaete.

Mol onTUMKM3M B 061aCTW UCKYCCTBEHHOTO MHTENNEKTa NEXNUT B TOV No-
CKOCTW, YTO OH He [JO/MKEH CO3[aTh HUYEro reHuanbHoro. MoToMy YTo, KaK MHe
KaXKETCsl, BCE reHmanbHoe anorMyHo 1 napagokcanbHo. A YCI0BHas NPOABUHY-
Tasi HEMPOHHAs CETb iyMaeT B pPaMKaXx IOMMKU 1 BEPOSTHOCTW(ei) (Pelgrom, 2024,
p. 4), Byay4u noka He cnocobHa ahdeKTBHO 06pabaTbiBaTh HEMOHYHO, MPOTH-
BOPEYVBYIO W HeonpeaeneHHyo MHpopMaLmio.

Ha camom fiene nognunHHoro M ceroaHs He cyulecTsyeT. 115 TOro, 4Toobl
[EeICTBOBATb 3a paMKaMW NIOMVKK, MalMHa 10/HKHa 0CO3HATh Cebst Kak IMYHOCTb:
3TO a3bl UCKYCCTBEHHOTO MHTeNNeKTa’. B TOT MOMEHT, koraa 370 npov3oiaeT (?),
CO3/aBaThb aNIOMMYHbIV MPOAYKT 1 HAYHET. [TOTOMY 4TO Y Hero byneT CObCTBEHHas
noruvika. M Torga, rosopst 4yTb 06pa3Ho, Hac HakpoeT.

Y MeHs eCTb r1noTesa, 4TO BCex Hac yObioT pobOThI-MbINecocsl; 060CHO-
BaTb ee MPOCTO: 3afay4a poboTa-nbinecoca — HOPOTHCSH C MyCOPOM. B Kakol-To
MOMEHT, CamMo0byyasiCb, NOUMET, YTO eNHCTBeHHAs NPUYNHA MyCOpa — Yeno-
Bek. COOTBETCTBEHHO, CTAHET YCTPaHATb NEPBOMNPUUMHY MyCOpa.

1 pa3roBapwBan Co MHOMMMU paspaboTynkamu UK, v MeHst nopasnno, 4To
CerofHs Ha CTaamnv pa3paboTKM YaCTo He 3aKNaabIBAETCS MPUHLMM TPEX 3aKOHOB
poboTexHnKK Ali3exa A3nmoBa (Asimov, 1942; Takoke cM.: Brauner, 2016). C moei
TOYKM 3PEHUS, 3TO BECbMa OMPOMETHYMBO.

Mbl 4aCTO MCMONb3YeM B CBOEM paboTe NCKYCCTBEHHbIN MHTENNEKT, Hanpu-
Mep, Npu co3pannm npeseHTaummn. CerogHs M Hanbonee ahdekTnBHO paboTaeT
B Nape C XyAOXHUKOM-MOCTAaHOBLMKOM: OH [laeT eMy 3afiaqy, MCKYCCTBEeHHbI i
MHTENNEKT AenaeT 3CKM3bl, Mbl X OTOMPaEM 1 NOTOM CTPOVM MO HIM AeKopaLmm
M T. 0. 370 BCe ke eCTb Kak hakT. C OIHON CTOPOHbI, 3TO TPEBOXKHO, a C 1PYroM,
KaK npoftocepa, MeHs pagyeT, YTO MOXHO ybpaTb HEKOTOPbIe CTPOKM CMETbI

® CM. 06 3TOM: KoXeBHMKOB, E. (2025). D1nbMbl, MOMHOCTbIO CAENAHHbIE C MOMOLLBIO Helpoce-
Tei. KnHopenoptep. URL: https://kinoreporter.ru/ai-movies/ (23.05.2025).

" MoppobHee cM. 0 npobneme: (Kotke, 2023, p. 2, 4-5).

CornacHoO MHeHMo OfJHOTO 13 aBTOPOB HACTOSALLErO TEKCTA, MCKYCCTBEHHbIV MHTENNEKT NoKa
ellle He IBSIETCS «PasyMHbIM», BY1y4m «OrpaHYeH TEMIW laHHbIMU, KOTOPbIE B HErO 3arpyxaet
yenoek» (MHTepdakc, 2025).
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13 brogKeTa pacxofos®. Tak, Hanpumep, HeCKObKO MecsilleB Hasag haKTuye-
CKW Mcye3na ofiHa KuHemaTorpaduyeckas npodeccus — 370 akTep aybnsxa.
CerofHs MCKYCCTBEHHbIM MHTENNEKT AybnupyeT Ha Ntoboi 93bIK, FON0COM, KOTO-
pbii Tebe HyxeH. Ecnm Tebe Hy)KeH ronoc akTepa — 3Ha4MT roNocoM akTepa. Ecnm
Tebe Hy)KeH Apyroi aktep, oH byaeT aybnnMpoBaTh ero ronocom. IHTepecHo, 4To
OH MEHSIeT NMUNCUHK, apTUKyNaLUmto ryd. Mbl celivac cHanm dunsm Ha Kybe, rae
NonoBuMHy GuasLMa roBopsT Ha MCNAHCKOM, @ APYryl0 — Ha PYCCKOM, 1 AenaeTt
310 VIW.

W.T. [asalime mozda nopaHmasupyem, Ko2oa ¢ noMoujbo dungelika ucyes-
Hem makasi cmpoka broxema, KaxK akmep?

P.M. K 3Tomy, 6e3ycnoBHo, naeT Bce. bonee Toro, yxe ecTb hubMbl, rae
aKTepa Urpaet He akTep’.

LK. lpogeccus akmepa ucyesHem?

P.M. Hagetocb, 4TO HET, MOTOMY YTO aKTepsbl B Ny1aHe NapafoKCcanbHOCTU
1 OTCYTCTBUS hOPMabHOM NOrMKYM NoKa Henobegnmbl. Co BpeMeHeM 3To byaeT
He BOMPOC «BO3MOXHO UM HET?», HO BOMPOC CYObEKTUBHOTO NMPUHSATUS peLle-
HWI ¥ perynnposaxmna®.

W.T. Kem?

P.M. [lymato, 4TO BO3HUKHYT CrelnanbHble KOMUCCUMM MO OFPaHUYeHnIo
ncnonb3oBaHus M B TBOpYeCTBe, NOTOMY YTO TaKOBOE BAWSET Ha /OAeN.
C MOeli TOUKM 3PEHUs, HeNb3s NyCKaTb Ha CaMOTEK TO, YTO MOXKET U3MEHUTb
ncvxorpacdmyeckunin npoduns notTpebutens.

K. /1 noseamcs nupamckue VIV npodykmer?

P.M. Be3ycnosHo. bonee Toro — 370 y)Ke NPpOTUBOCTOSIHWE, T. €. Skynet, —
ecnv W BoiaeT B KOHMPOHTaUMWIO C aHANOrOBbIM MUPOM. BOT 3TOT MexaHm13M
3anyuleH. Janblie Bonpoc MacwTabrpoBaHus. 1o MOMM MPOrHO3aM — MNATb,

8 NoppobHee 06 3ToM cM.: (De Masi, 2025, p. 2, 3).

KOoHKpeTHble NpuMepbl NCNonb3oBaHNs U, Takme Kak co3faHne TEeKCTOB, paclinpeHne B13y-
anbHbIx 3HEKTOB, anropuTMK3aLms NoAdopa akTePOB, KaK 1 CO3[aHve NepcoHaxel nocpes-
CTBOM KOMMbIOTEPHOWN rpaduku, AeMOHCTPUPYIOT MOTEHUMAN 3THX TEXHONOMMIA ANs TpaHC-
chopmaumn nHaycTpun (Hrkonaes, 2024).

° KysHeuoBa, /1. (2022). Kak ©cnonb3yoT anndeinkm B pOCCUICKOM KMHO? Mbl y3Hanu y akcnep-
Ta. Knnonowuck. URL: https://www.kinopoisk.ru/media/news/4006224/ (23.05.2025).

10 3necb HEOOXOAMMO OCMBIC/IEHME MOHATIS TBOPYECTBA KaK NMPOLEecca, NPUCYLLEro UCKIYN-
TENbHO YeNIOBEKY, T. €. TBOPLY — CYLLEeCTBY, HafieleHHOMY Pa3yMOM Vi BOOBpaXKeH1eM; B Cyyae
npusHanus N cybbekToM OfiHMM 13 OCHOBHbIX BOMPOCOB [JO/KHO CTaTb HAMOAHEHWE Mpo-
MN3BEAEHUNS C TOYKM 3PEHMS TBOPYECKOrO BKMaa CyObekTa npara, NOTOMY Kak B HacToslee
BpeMs 1esTeNbHOCTb MCKYCCTBEHHbIX areHTOB B AaHHOM cepe 6a3npyeTtcs Ha Bbibope u co-
YeTaHUN INEMEHTOB NPOU3BEAEHWIA, paHee CO3AaHHbIX KeM-TO elle (NoapobHee 06 3TOM CM.:
KvpcaHoBa, 2023, c. 10).

HAYKA TEJIEBUAEHUA 21 (2), 2025 123 THE ART AND SCIENCE OF TELEVISION


https://www.kinopoisk.ru/media/news/4006224/

MaKcMyM, cemb eT, n U ByaeT cnocobeH KOHKYpYPOBaTh Ha BbICOKOM YPOBHE
B TBOpPYECKON cpefe.

W.T. Kmo mozda ocmarHemcsi?

P.M. Ecnn/koraa yBuXy y MCKYCCTBEHHOrO areHTa (akTepa) pednekcnto
VIHHOKEHTMSt CMOKTYHOBCKOrO*, TOMbKO TOrAa 51 ciamcsi. [psiMoro oTeeTa Ha 3ToT
BOMPOC Mbl He 3HaeM. 3TO NPOrHO31MpPOBaHMe Ha YPOBHE YCIOBHOMO «4epHOTo
3epKana»?. MHe KaxeTcs, BCe 3TO BO3MOXHO.

W.T. Ymo Heobxo0umo sHeOpUMeb 8 0byyeHue U Nod20mMosKy bydyujux
npooocepos, 4mobsl OHU MO2/1u 3PHEKMUBHO UCNO/Ib308AMb BO3MOKHOCMU
UCKYCCMBEHHO20 UHMEe/IeKMa 8 KUHONPou3800cmae?

P.M. §1 oTBeuy Kak Bpay, — rurneHa. Heobxoanumo 3an01Th OCHOBbI BOC-
NUTaHUS Meauarurensl y nogeit. HyxHo cozaaBaTb TPEHUHIM N0 Meauarnru-
eHe, pa3bunpatb, 4EMOHCTPUPOBATh, BbipabaTbiBaTb ONPEAEEHHbIE HABbIKN,
METOAVKN NPODUNAKTUKM.

MepunanoTpebnexue, rpybo rosops, N0 MOAENN HUYEM HE OTANYAETCS
0T NoTpebreHns pasnnyHbIX 3anpelleHHbix BelecTs. Ha npoTvBoaelicTare
3TOW 3aBUCUMMOCTM PaboTatoT U NPSMON 3anpeT, 1 3aKOHOAATENbCTBO, OfAHAKO
nofaenstoulee 60NbWMHCTBO NtoAel, He ynoTpebnstowx NogobHble CpeacTsa,
UX HE YNoTPEebASOT, MOTOMY YTO Y HUX €CTb NMCUXOTUMMEHa OTHOCUTENBHO TOTO,
4TO 3TO HenpaBUNbHO. TO e caMmoe KacaeTcs Ntoboin hopMbl 3aBUCUMOCTH,
a MeguanoTpebneHne cerofHs, ¢ ncuxorpaduyecKkor TOYKU 3peHns, — 3To
hopma 3aBUCUMOCTU. [103TOMY TaM HUKaKUE METOfbl, KDOME MUIUeHNYEeCKMX
npoueayp, ahdexTnsHo paboTaTsb He ByayT. [Py 3TOM AOMKHBI ObITh YYpex-
[eHus, KoTopble HoptoTCs ¢ pa3BuBLIencs (hOPMOI 3aBUCUMOCTU. M Mbl BUAUM
HeMasno NposBAEHNI TOro, 4TO MPOUCXOANT, KOoraa y pebeHKka oTOnpatoT ragxeT:
Yy HEro HaunHaeTcs nctepurka. PakTUYecKn 3aech YKe NoMKa.

LK. Kakue Bawu npoekmel, Kak cyumaeme camu, NOBAUSIAU HA MEXOyHA-
POOHOE MeAUANPOCMPAHCMEBO?

P.M. MobanbHO Ha MexayHapoaHOe NPOCTPaHCTBO, AyMato, MOBANSAN
B HVYTOXHO Manow CTeneHu, 1 COBEPLIEHHO TOYHO ero He U3MeHuan. OCHoB-
Hble yCneLHble MexayHapoaHsle NpoekTbl: «CepebpsiHble KOHbKU»'* — Ham
NOCYaCTANBUIOCHE CTaTb NMepPBbIM NoNHOMETPaxHbIM dunbmom Netflix Original,

1 Cm., Hanpumep: Bacunbes, A. (2025). MeTtog CmokTyHOBCKoro: 100 neT co aHs poxae-
HWs TMaBHOro oTevecTBeHHoro [lamneta. KWHOTB. URL: https://kinotv.ru/read/articles/
metod-smoktunovskogo-100-let-so-dnya-rozhdeniya-glavnogo-otechestvennogo-gamleta/
(26.05.2025).

2.0 npobneme cMm., Hanpumep: (/lebeneHko, 2020).

= «CepebpsiHble KoOHbKIN», 2020. Pexx. Myixann JIOKWWH.

HAYKA TEIEBUAEHUA 21 (2), 2025 124 THE ART AND SCIENCE OF TELEVISION


https://kinotv.ru/read/articles/metod-smoktunovskogo-100-let-so-dnya-rozhdeniya-glavnogo-otechestvennogo-gamleta/
https://kinotv.ru/read/articles/metod-smoktunovskogo-100-let-so-dnya-rozhdeniya-glavnogo-otechestvennogo-gamleta/

«Inunaemus», kotopas Taroke ctana Netflix Original 1 nepeBefeHa Ha MHOXe-
CTBO 3bIKOB; OTA€NLHO OTMeYy dunbM «ATnaHTMaa»*® ot 000 «Mupdunbm»
Ha BeHeunaHCKOM KMHOMECTMBaANe — O4YeHb aBTOPCKas NCTOPUS, KOTOPYHO
HeNb3s Ha3BaTb MaccoBoW. M3 hunbMoB, KOTopble Hanbonee TOYHO OTBeYatoT
HalWM LEHHOCTAM, — «[JOKTOP /1M3a»™®: y Hero BbICOKMIA PeUTUHT, 4To, besyc-
NOBHO, pagyeT, T. K. 3TO He KMHOaTTPaKLMOH, He 6nokbacTep, He IKWeH; 0AHaKO
MCKPEHHOCTb ero BbICOKO OLUEHW 3puTenb. V13 MexayHapoaHbix elle 6binu
ycnewHbIiMu unbmbl «fepaa»t’, — Mbl B3snW ABa npv3a B /lokapHo, — v «Maren-
naH. MNosenutens Mopel»', Beileawmnin Ha Amazon Prime B kaTeropuu Original.
B neBenonmeHTe Mbl 0b6Cy)KaaeM 04eHb KpacuBbli NPoekT ¢ KiTaeM. HegaBHo
3aKOHYMAN CbeMKM hrnbMa «[yaHTaHamepa» Ha Kybe: 3To B CBoem pofe nepBbii
TaKoW MeX/AYHapOAHbIA MPOEKT.

LK. Ecme nu kakue-mo ocobeie npuHyUNel U yHUKA/ILHOCM® 8 Bawem noo-
xo0e K pabome?

P.M. Bcs KomaHfa, koTopas fenaet hunbM, 1omKHa H6biTh BOBAEYEHS,
6yayyn HaueneHa Ha pesynsraT, — COOCTBEHHO KpeaTopsbl, TEXHUYECKUIA nep-
coHan, opucHble paboTHUKK, BKAOYas ByxranTeputo. 3T0 HeObbIYaMHO BaXHO,
MPUTOM, YTO 1 BbIBEN 3TO M3 MAIOCKOCTN MOTUBALMM, NEpeBe/ls Ha YPOBEHb MPUH-
uvna oTbopa. Bce AomKHbI Nt06KTL KUHO. ECm oHW paboTatoT B «Mupdunbmer,
a MtoBAT My3bIKy — MPEKPACHO, NYCTb TaK, HO KUHO AO/MKHbI NI0BUTL TOXE.

Y70 KacaeTcs 0TOOpa MaTeprano., A5 MeHs CYLLeCTBYIOT TPU BUAA KOH-
TeHTa: TOT, YTO AeNaeT ayaAuToOpPMIO yYlle, TOT, YTO AeNaeT XyXKe U TOT, KOTOPbIN
HUKaK ee He MeHseT. BTopoi Henpremnem; He3Ha4yuTenbHasa 4ons TPeTbero
AONYyCTUMa, eCIN OH KOMMEepPYeCcKN npuenekaTeneH. Ho OCHOBHOW — TOT, YTO
AOMKeH AenaTb nyywe. B Hac AomKHa ObITb YOXAEHHOCTb, YTO Y 3TOTO MpPo-
AYyKTa ecTb cBepx3afaya. OHa MOXET ObiTb HEOONbLOW, HO BCE PaBHO CBEPX-
3agava. OHa Bcerga pasHas, HO B LlefloM, OfHa — 4T0bbl cienatb MUp YyThb
nyywe. [ipyrom HeT.

¥ «3nupemus», 2019. Pex. MNaeen Koctomapos.

> Atlantide, ViTanns, ®panuns, CLA, Katap, Mekcrika, Micnanums, 2021. Pex. FOpu AHKapaHu.

® «[lokTop /ln3a», 2020. Pex. OkcaHa Kapac.

1 «[eppa», 2021. Pex. Hatanbs Kyapsiwosa.

8 «Marennan: MNosennTens mopei» (ucn. Sin limites), cepuan. Vicnanus, 2022. Pex. CaiMoH
YacrT.
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3AKNHOYEHUE

B npeactaBneHHon nybankaumm 6uinv BolSBAEHbI HEKOTOPbLIE TPEHAbI
B TEXHOIOMM3aLUMN COBPEMEHHOIO KMHOMPOW3BOACTBA POCCUM B KOHTEKCTE
obuemnposor npobnemMaTnkiy. OCHOBHbIM BbI3OBOM W OJHOBPEMEHHO BO3-
MOXHOCTbIO IBASIETCS BHEAPEHWe B NPaKTUKy NPOAOCHPOBaHNS anropuTMoB,
NONYYMBLUMX, COMNACcHO HeopManbHOMY 0OLIECTBEHHOMY KOHCEHCYCY, Ha3Ba-
He MCKYCCTBEHHOTO MHTeNNekKTa. [laHHas TexHONOr s B 3HaYUTeNbHOV CTeneHn
OKa3bIBAET BANSHME Ha Pa3BUTHE MUPOBOTO KnHeMaTorpada, BO3AeNCTBYs Ha
3pUTENS U CYLIECTBEHHO U3MEHSs NPaBuia Urpbl Ha MHAYCTPUaNnbHOM PbIHKe.

Bonpockl perynvpoBaHus ycrnewHoro npumexenns M B chepe TBopye-
CTBa 1 TBOPYECKOCTY BO MHOTOM SIBASHOTCS! KtOYeBbIMU B DOKyce 3 herTMBHOr
NporHo3npoBaHus obpasa OyAyLlero 1, kak CleAcTBre, COBEPLIEHCTBOBAHMS
pasBuTVs colMyMa.
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[1PaKTUKN NCMONB30BaHNA
TEXHOMOMM NCKYCCTBEHHOIO
NHTeNNeKTa B POCCUNCKON
TeNexypHanncTnke

AHHOTauus. B cTaTbe NpeacTaBfeHbl pe3ybTaTbl SMANPUYECKOTO MCCe-
[0BaHWs NMPaKTUK MCNONb30BAHUS TEXHOMNOMMIA MCKYCCTBEHHOTO NHTEN-
nekTa (nanee — M) B pOCCUIACKNX TENEBU3NOHHbIX PEAAKLMSIX B KOHTEKCTE
obcyxaeHus byaylero TeneBmU3noHHON (lWrpe — KypHannCcTCKoM) npo-
heccum 1 ee TpaHchopMaLmK B YCOBKSX PA3BUTUS HOBbIX TEXHONOM NI,
[ns paboTbl 6bI10 NPOBEAEHO 18 MHTEPBbIO C NPEACTaBUTENSAMY KaHa-
0B, BXOASWIMX B COCTaB NepPBOro 1 4aCTUYHO BTOPOrO MYAbTUMIEKCOB,
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T. e. 0653aTeNbHbIX 06LEeAOCTYNHbIX TeNeKaHanoB LMMPOBOro Tenesn-
AeHus. Pe3ynbTaTsl MCCNeaoBaHNs NoKasanw, YTO COTPYAHVIKM Tenesu-
3MOHHbIX peaaKkumii B cuny NpodeccnoHansHol cneundmky pewatoT
C noMoulbto MW psig 4OCTaTOYHO TPUBMANbHbIX 3aAad, YTO No3BonseT
ONTVMMMU3NPOBATb PaboTy pefakumm 1 yCKOPUTL OTAENbHbIE pefaKLu-
OHHble npoLecchl. OAHOW 13 BaXKHbIX NpobaeM B MpUMEHEHWN TEXHONMO-
rid M 9BRsoTCs BONPOCH! 3TUKM M aBTOPCKOrO npaBga, KoTopble peLla-
I0TCS B KXKAOW peflakLyun no-ceoemy. MHorve nHhopMaHThl BbiCKa3anuch
3a co3faHue BHYTpUpeaaKkLMOHHbIX CTaHAaPTOB PaboThl C TEXHONOT MU
VIV v 3aKpenneHne npasun paboTbl C HOBbIMU TEXHOMOTMSIMU Ha 3aKOHOAa-
TeNbHOM YPOBHe. B KauyecTBe BeposTHOW TpaHchopMaLnv TeNeBn3nMoHHOM
cepbl yHaCTHUKU UCCNeA0BaHNS BbIAENMUAN ONTUMM3ALMIO U YCKOPEHNe
HEKOTOPbIX «MeXaHWUYEeCKNX» MPOLECCcoB, bnarofaps Yemy *ypHanucThi
cocpefoToYaTCs Ha co3faHnn bonee Ka4eCTBEHHOTO M 3KCKMO3MBHOIO
KoHTeHTa. Cpean BO3MOXHbIX HEeraTUBHbIX MOCNEACTBUIA BHEAPEHMS TEXHO-
noruii A B paboTy pefakumii: yBenuieHmne CKopocT paboumnx npoLeccos,
4TO MOXET CKa3aTbCs Ha MOBbIWEHNY YPOBHS CTPECCa XXyPHaNNCTOB; NOsiB-
NeHwve bonbLIero KoNM4ecTBO (herikoBbIX HOBOCTEN, CreHepupoBaHHbIx MI;
CHWXEHME TBOPYECKON COCTaBASIOLLIEN MPOMECCUN.

KntoyeBble cioBa: TenesunaeHNe, TeNeBU3NOHHbIN XYPHANWUCT, Tenesu-
3MOHHbIV KaHan, pefakuMoHHble NPaKTUKM, NCKYCCTBEHHbIN MHTENNEeKT,
HelipoceTb, TeNeBN3NOHHbIE HOBOCTW, aBTOPCKOE NpPaBo, BUAEOKOHTEHT,
MHTEPBbIO

BnarogapHocTu. VccriefoBaryie BbINOAHEHO B paMKax roCyaapCTBEHHOMO
3aaaHus MY umenun M.B. /lToMoHOCOBa.
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Practices of artificial intelligence
adoption in Russian television
journalism

Abstract. This empirical study examines the implementation of
artificial intelligence (Al) technologies in Russian television newsrooms,
addressing both the evolvement of television journalism (and, more
broadly, journalism in general) and its transformation amid technological
advancements. Based on 18 interviews with professionals from the first
and second digital multiplexes (that is, “must-carry” public channels), the
research reveals that TV journalists primarily employ Al for routine tasks,
streamlining workflows and accelerating editorial processes. One central
challenge highlighted is ethical and copyright concerns, with solutions
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varying across newsrooms. Most respondents advocated for developing
standardized editorial guidelines for Al use and establishing legislative
frameworks. As for the prospects, participants anticipated that Al would
optimize mechanical processes, allowing journalists to focus on higher-
quality, exclusive content. At the same time, they also expressed concerns
about potential negative impacts: increased workflow speeds, which could
potentially elevate stress levels; proliferation of Al-generated fakes and
misinformation; and diminishing creative aspects of journalism.

Keywords: television, television journalism, TV channel, editorial practices,
artificial intelligence, neural networks, news production, copyright, video
content, interview
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BBEAEHUE

TepMUH «MCKYCCTBEHHbBIN UHTENNEKT», MPeANOXeHHbIA B 1955 roay, nof-
pa3ymeBan CNoCOOHOCTb MallNHbl HaXOAUTb paHee HeWM3BECTHbIE pelleHMs
nocTaBfAeHHoN 3aaa4n. NoaobHas GopMynnpoBka bbina 4OCTaTOYHO LUPOKOM,
MOCKONbKY 06MacTb afanTVBHbIX MEXaHM3MOB HaxoAMach elle B 3a4aTOYHOM
COCTOSHUW; MOHATUS «MAWVHHbIV MHTENNEKT» U «MalWMHHOe 0by4eHne» nos-
BATCA No3fHee. CoBPEMEHHbIE anropUTMbl MO3BONAIOT MALLIMHAM HE TOMbKO
HaxoAWTb peLleHws, Ho 1 0by4aTbcs METOAOM NP6 1 OWMBOK: Ha OCHOBE Mac-
CMBa [aHHbIX ¥ C MOMOLLbIO MOLLHbIX BbIYUCAUTENBHbIX YCTPOMCTB HEMPOCETh
nblTaeTcs 0606WNTb Te UM ViHble 3aKOHOMEPHOCTY B 3aBUCKMOCTUW OT NOCTaB-
NeHHBbIX Lienel, B pe3ynbTaTe Yero noayvaeTcs MofeNb, KoTopas No3BoAseT C Heit
paboTaTb (3MMUHa, 2023, €. 14) — 11 B 3TOM 3aKNto4aeTcst NPUHUMNMansHoe oTau-
4Me HellpoceTel OT UCKYCCTBEHHOTO MHTEeNNEeKTa.

MOHATWE <UCKYCCTBEHHBIN MHTENNEKT» HAaCTO OTOXAECTBASIOT C NOHATMEM
«HEeNpPOCETb», XOTS CUHOHUMUYHBIMU OHW He SBASIOTCS. TepMUHONOrMYecKas
nyTaHuua UANKOCTPUPYET TEHAEHUMIO, XapaKTePHYIO KaK ANns UHAYCTpUanbHOM
cpefbl, TaK 1 ANs akageMmyecKon: UCNoNb30BaHMeE TePMUHA «MCKYCCTBEHHbIN
NHTENNEKT» ANst 0603HauYeHns cxoxmx noHaTuin (LWectepuHa, WecTtepwH, 2020,
C. 3). PasHsaTCA onpefeneHns B akageMmnyeCckoM ANCKYpCe: O NPaKTMKaXx MCMofb-
30BaHMA TEXHONOMMIA UCKYCCTBEHHOMO MHTENEKTa B Meracpeae roBopsT Kak
0 pOBOTU3MPOBAHHOM WKYPHANUCTMKE (3aMKOB U ap., 2017), anropuTMUYecKon
XypHanuctuke (Dorr, 2016), aBTOMaTU3MPOBaHHOW XXypHanucTrke (YnaHosa,
2022, c.137) n Helpomeaua (Ypasosa, 2023, . 142).
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HelipoceTu ncnons3ytotcs B Meavacdepe Ans BbiNOAHEHWS Pa3HbIX 3aAaY.
ANTOPUTMbI CNOCOBHbBI FeHepUPOBaTL PasHble TUMbl KOHTEHTa, a TaKKe BbINoN-
HATb HeKoTopble yHKLMM BMECTO ntofiet. Hanpumep, MCKYCCTBEHHbIN MHTeN-
NEKT NbITaeTcst KONMPOBATb PabOTY CMOPTUBHbIX KOMMEHTATOPOB: OTCNIEXNBAET
Urpy B PEXuMe peanbHoro BpeMeHu, onpeaenset 4eicTBrs UrpoKOB 1 3aTem
[00aBngeT KOMMEHTapWKM, OCHOBaHHbIe Ha CTaTUCTUKe (3bixoBCKas, 2022, ¢. 108).
ANTOPUTM MOXET OTCIEXMBATb IMOLMY 1 XaPaKTEPHbIe XKEeCTbl CNOPTCMEHOB
1 3puUTenel BO BpeMs MaTya, a 3aTeM Ha OCHOBe COBpaHHbIX AaHHbIX reHepu-
poBaTh BIfEO.

OfHMM 13 3KCNEPUMEHTOB, BbI3BaBLUMX AUCKYCCUIO B Meamnacdepe 1 npw-
BAEKWWX BHUMaHWe nccnenosateneit, ctana pa3paboTka K1Tanckoro Hbop-
MauWoHHOro areHTcTBa «CuHbXya», NnpeactaBmslero B 2017 rogy poboTa-
XypHanucta bxmna [hxra, cnocobHoro 6pats MHTEPBLIO (Kynbunikas, dponosa,
2020, c. 5). Mpepnonaranock, YT0 PpOHOT CMOXKET NONHOCTHLIO 3aMEHNTb XKypHa-
JNCTOB-MHTEPBBLIOEPOB, HO NPY NEPBOM e MHTEPBBIO C PEAAKTOPOM XypHana
Wired KesuHom Kennu poboT [bxmna [hxna 3aBmcan v Bblgasan CTpaHHbIe OTBETHI.
B 2018 roay «CuHbxya» npeactaBnno Lito Xao' — Teneseaylero, creHep1MpoBaH-
HOrO HeMpPOCeThLHO.

B Poccumm B 2020 rofy 6bina 3anyuleHa nnathopma «Auktop Mail.ru», koTo-
pasi noMorana onepaT1BHO BbINYCKaTb COXKETbI CTYAUHOIO Ka4yecTBa, BbibMpast
O[IHOTO W3 YeTbIpex BEAYLIMX U OfIHY 13 CEMU BUPTYaNbHbIX CTYAVIA. TEKCT, KOTO-
PbIlA 3arpy)Kan nofb3oBatesb, ¢ cydaepa YnTan CreHepupoBaHHbIV BEAYLLINI.
OfHaKo ero peys v MUMMKa He OTMYaNVCh PEANNCTUYHOCTBIO M HAaNoMUHaNM
MalWWHHBIN ronoc, a nepefada nHdopmaumm bsina oqHoobpasHo (Kypasnesa,
2020, c. 312). Yepes napy NeT NpoeKT 3aKpbIIn.

Cpenu apyrvix 3aMeTHbIX MPOEKTOB MOXHO BbIAENNTb «SIHAEKC Ans Meama» —
370 ML-MPOEeKT, OCHOBaHHbI Ha pa3paboTke komnaxun Automated Insight. OH
cobvipaeT MHGOpMaLWio 0 NpobKax, METEOCBOAKM, a Takke QUKCHpyeT BChe-
CKV MHTepeca ayanToOpuu K TeM UMW UHbBIM TEMaM, OCHOBbBIBasiCb Ha MOMCKOBbIX
3anpocax. MHpopMaums NpeaocTaBAseTcs B BUAE MOTOBOIO TeKCTa, KOTOPbIV
BEYLINIA MOXET 03BYUNTb B paanoddupe, a iHTepHeT-CMW 3abpaTh Ha CBOO
NeHTy. Takke KoMNaHus NpeanaraeT HaCTPOUTb MEXMPOrPaMMHbIE POTNKN
1 BUKETbI AN15t TENeKaHanoB?.

BMeCTO roToBbIX MHAYCTPYanbHbIX PELIEHNUI Ha OTEYECTBEHHOM TeNeBU-

AeHUM B0MbLIEro ycnexa obUnnck COBCTBEHHbIE Pa3pabOoTKM Pa3HbIX KaHaoB.
Hanpumep, pervioHansHbiv Tenekarnan «Csoe TB», 06beanHNB Tpu HelipoceTy,

! Kuo, L. World’s first Al news anchor unveiled in China. Guardian. https://www.theguardian.
com/world/2018/nov/09/worlds-first-ai-news-anchor-unveiled-in-china (28.04.2024).
? AHpekc ans megwa. URL: https://yandex.ru/project/yandex-for-media/ (28.12.2024)
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creHepurpoBan Befyllyto NporHo3a norofdbl CHexaHy TyMaHoBY: BHELHE OHa
Cx0Xa ¢ 06pa3oM YenoBeka, 1B1raeTcs B Kafpe, BbipaxaeT aMOLMN, B ee peyy
[ONYCKaTCA OWWBKM, MOPO HapyLLaeTcs NornKa NnoBecTBoBaHus ([AaKknHa,
2024, c. 261). ipyroin pervoHanbHbli TenekaHan — «360» — 3anycTun yxe
HECKO/bKO NPOrpaMm C y4acTrem nNofobHbIX anropuTMOB: B 4aCTHOCTU, Cre-
HEPMPOBAHHOTO BedyLLEro NporHo3a norofsl U seayllero MArops, ¢ KOTopbIM
B ahvipe KaHana CopeBHYITCS 0bblYHbIE TeneseayWwme-oaun.

OB30P NINTEPATYPbI

PacnpocTpaHeHue 1 BHegpeHne TEXHONOM I MCKYCCTBEHHOTO MHTeNNeKTa
B CMW 13y4eHO Kak 0TEYeCTBEHHbBIMU, TaK 1 3apybeXHbIMU MCCNeaoBaTeNsaIMu
B pa3HbIx MAOCKOCTAX. OAMH U3 paccMaTpyBaeMblx aCneKToB — BHEAPEHWe anro-
PUTMOB C TOYKM 3peHWS BAVSHIUS Ha TEXHONOTMIO NPOV3BOACTBA MEAMAKOHTEHTa
(CyxoponoB 1 ap., 2019, c. 650; TomaleBckumiA, 2023, . 38). Takxke B KayecTse npes-
MeTa MCCNefoBaHNs BbIAENSIOTCS 3TUYECKME 1 NMPaBOBbIE PUCKM UCMONb30Ba-
HVIS HOBBIX TEXHOMOM I B MeAanHAyCTPUM: pacnpoCcTpaHeH e HeOCTOBEPHOA
nHbopMaLmm, noTeps KOHOUAEHLMaNbHOCTY MHPOPMALAW, HAPYLIEHNE 3aLLMUTbI
nepcoHanbHbIX AaHHbIX, HapyLleHre aBTopckoro npasa (CnoboasHioK, KoCTKMH,
2023, ¢. 159). OTAenbHO 1U3ydaeTcs Npupoaa ANNMenKoB U MexaHn3m 1x pacnpo-
CTpaHeHus. Kak oTMeYatoT uccnefoBaTent, UCKYCCTBEHHbIN MHTENNeKT 3aaaeT
HOBbI YPOBEHb CIOKHOCTI B CO3faHN (helikoB, aenas nx elle bonee peanncrTmy-
HbIMWU 1 TPYAHO OTAMYMMbIMI OT HacTos el nHdopmMauunn (Whyte, 2020, p. 204).
OfHOW 13 KNIOYEBBIX YTPO3 SIBNSETCA OTCYTCTBME HOPMATUBHO-MPaBOBOM 6a3bl:
chepa UCKYCCTBEHHOTO MHTEeNNeKTa cnabo oxpaHseTcs 3akoHoM (Kucenes, 2021,
C.62), B TO BpeMs KaK LMdpoBble peanimn NPUHLMNMANbHO MEHSIOT apxXmMTeKTypy
aBTOpCKOro npasa (ActpeboBa, 2019, c. 201).

B 6onbliel 4acTun paboT 13yyYeHbl NPaKTUKL MCMONb30BaHNS TEXHOMO-
TNV UCKYCCTBEHHOTO MHTENNEKTA B CO3AaHNV MefnakoHTeHTa. Boigennm B 3Toi
CBS3W NyBAMKALMIO, NOCBSALLEHHYIO OMbITY KpacHoAapckux CMU, Mcnonb3ytowmx
HOBbIE TEXHONOrMW A9 aflanTauny KOHTEHTa Ha NIoLWaAKax coumanbHbix Meana
1 ANS BOBAEYEHWS ayanTopumn. Ha ocHOBe CODPaHHbIX faHHbIX aBTOPbI MPUXO-
OAT K BbIBOAY, 4TO «BHefpeHne M Ha JaHHOM 3Tane Heb3a CHMTaTh AOCTYMHbLIM
N MaCCOBbIM, Y4TO NOAYMHEHME anropuTMam NI MeHaeT pernoHanbHy xypHa-
JCTUKY, Y4TO XYPHANUCTBI MOKa HEAOCTATOMHO KOMMETEHTHbI 4159 BHEAPEeHMS
HOBeWILUVX TEXHONOT M B CBOKO NPaKTuKy» (HurmMaTynnmnHa, Kacsimos, 2023, . 196).
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B coBmecTHOM nccnepoBanum MIY v BLUS BbigenaioTca MarncTpanbHble
aCneKTbl MCMONb30BaHWS TEXHONOTWIA VIV B OTeHeCTBEHHbIX Meava: noabop Tem
Ha OCHOBe aHanu3a MHTepPEeCcoB Nob30BaTeNel, MOUCK 1 NpoBepKa MHpopMa-
UMW, reHepaums HOBOCTHbIX 3aMETOK 1 3aroN0BKOB, pacliMdpoBKa MHTEPBbIO,
aBTonepesos, Noabop MANKCTPaLMIA, HanWcaHue TUTPOB, paboTa ¢ bonbWUMK
AaHHbIMY, aBTOTErMPOBaHMe, pacCTaHOBKa JIMHKOB, BbIYWUTKA TeKcTa, Nogbop
63krpayHaa (JaBbligoB 1 ap., 2023, . 14). 1o CpaBHEeHMIo C 3apybexHbIMK Poc-
cniickne CMU meaneHHee BHePsOT TEXHONOMMM NCKYCCTBEHHOTO MHTENNEKTa
no psfy NPUYMH: SKOHOMUYECKME CNOXKHOCTU, KOHCEPBATUBHOCTb MOAXOA0B
B KYPHaNUCTNKE 1 OTCYTCTBME pa3MeyeHHbIX KOPMYCOB XYPHaNUCTCKIX TEKCTOB
Ha PYCCKOM $A3bIKe, CMONb3YIOLMXCA AN 0bydeHus HeilpoceTel (MyxaprHoBa,
2018, c. 108).

3apybexHble aBTOpPbI Takoke POKYCHMPYIOTCS Ha CYLLECTBYIOWIMX NPAKTU-
Kax NPYMEHeHUs HOBbIX TEXHONOT WA B MEAMA, @ TakKe Ha yrpo3ax, C KOTOPbIMU
CTanKMBaeTca coBpemeHHas xypHanuctmka (Cools & Diakopoulos, 2024, p. 15;
Serdouk & Bessam, 2023, p.111).

ViccnepoBaHue VIHCTUTYTa M3ydeHus xypHanucTnkm Peintep (RISJ) noka-
3bIBaET, YTO MEAMAKOMMNaHWKM ienatoT CTaBKy Ha MM Kak Ha cnocob NoBbIWEHMS
3 DEKTUBHOCTM NPON3BOACTBA KOHTEHTa U NpefocTaBaeHre bonee nepcoHanu-
3UpoBaHHOW MHbOPMaLWK: 85 % pecnoHAEHTOB OTMEYaOT, YTO 3TW TEXHONOT UK
BaXHbI 1151 YIYHWEHWI PEKOMEHAALMIA MO KOHTEHTY 1 81 % — A9 aBTOMaTM3a-
LMV HOBOCTHBbIX peflakumin. 69 % cumnTtatoT, 4To W nMeeT pelatollee 3HaveHne
ans busHeca B NpuBAeYeHnn 1 yaepxaHnn knneHtos (Newman, 2022). Hoble
TEXHONOMMY TatoKe MO3BONSIOT aHaNM3MPOBaTL flaHHbIE, YTOObI BbISBASATbL M NPO-
FHO3MPOBaTb TeHAEHUMM, POPMaTUPOBaTh TEKCT, YyYUTbIBAS PEAAKLMOHHbIE
CTaHaapThl (Shi& Sun, 2024).

Cpean KnoYeBbIX MOTVBOB BHEAPEHMS HOBbIX TEXHONOTMIA BblAENSeTCs
BO3MOXHOCTb CAienaTh paboTy xypHanucTos achdexTnaHee (Beckett, 2019, p. 7).
Hanpwvmep, komnaHus Bloomberg co3nana ceoto nnatdopmy BloombergGPT,
NO3BONSAOLLYIO FEHEPUPOBaTb KOHTEHT B PefaKLMOHHOM CTUe OpraHn3aumnm
1 B COOTBETCTBUW C €e OpraHu3aunoHHbIMK NpuHumnamu (Bloomberg, 2023).

[pvi 3TOM B OTAENbHbIX UCCNEAOBAHMNAX OTMEYAETCA 3HAYMMOCTb PefaKLy-
OHHOIO KOHTPOAS NPU MCNONBL30BaHMK MW, CBA3aHHOIO € CO3faHnemM OCTOBep-
HOTO, TOYHOrO 1 cbanaHcMpoBaHHoOro matepuana (Wu, 2024, p. 15).

Byayuiee npodeccun B yCnoBusx pa3sutus UV Takoke He BUAKTCS aKcnep-
Tamu 0AHO3HaYHO. HacTb 3KCMEepPTOB MonaraeT, YTO TEXHONOMMM He SBASHOTCS
yrpo3oi byaylemy npodeccun ypHanucTa, T. K. M/A-MHCTPYMEHTbI COCOGHBI
BbIMOHATbL TONBKO PYTUHHbIE 3aaa4n. OaHaKO Psia 3KCMEPTOB CYUTAET, YTO 3TO
Wb Bonpoc BpemeHn (Serdouk & Bessam, 2023, p. 111) 1 HOBble TEXHONOTWN
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BCKOpE CMOTYT BbINOMHATL CXOXKME C YE/IOBEKOM 3afa4qn — 3TO OTPasuTCs
Ha CoKpalleHnn paboumx MecT («MoBblleHre NPUHBLINBEHOCTY 1 3D hEKTUBHO-
CTV MeIMaKkoMNaHun B 0OOMeH Ha CHIKeHVe 3aTpaT (BKMoYas 3apnnaty CoTpy/-
HUKOB)») (Serdouk & Bessam, 2023, p. 111; Beckett, 2019, p. 7).

Y710 KacaeTcs NpPUMEHeHMs TeXHONOMMIA MCKYCCTBEHHOMO MHTENNEKTa
B TE€NEBU3VIOHHOMN XYPHANUCTUKE, TO IMAMPUYECKMX UCCNeA0BaHNN, YN 0-
WX BHUMAHWE MMEHHO 3TOMY CerMEeHTY MEAMACUCTEMbI, B POCCUIACKON NPaKTHKe
Ha CerofiHAWHNN AeHb haKTUYeCKM HeT. B faHHOW CTaTbe NpeanpuHMMaeTcs
NOMbITKA 3aMOHWTL 3Ty HULLY 1 ONPeaenvTb MECTO 1N POSb NCKYCCTBEHHOTO
MHTeNNeKTa B paboTe COBPEMEHHOIO POCCUIACKOTO TeNeBnaeHYs.

B kayecTBe OMOPHbLIX BOMPOCOB A4 ANCKYCCM BblAeNM Cneayroumne Tpn:

1. Kak B COBpeMEHHbIX TeNEBU3MOHHbIX PeaKLMax ONpeaenstoT NoHATME
«UCKYCCTBEHHbIN MHTENNEKT»? Kakne MHCTPYMEHTbI U 415 KaKux Uenei 1cnosb-
3yt0T?

2. Kak pewatoTca BOMpOChl aBTOPCKOro Mpaa Mpu MCMonb30BaHWM KOH-
TeHTa, creHepupoBaHHoro MiN?

3. Kak, Mo MHEeHWIO TeNeBU3MOHHbIX XYPHANUCTOB, M3MEHUTCS UX NPO-
beccus B yCNOBUSX fanbHellero BHeapeHus TexHonorunii MA? Buaat nm oHu
B CBSI3M C 3TUM KaKMe-TO yrpo3bl CBOEV NPodeccMoHanbHoM AesTenbHOCTI, Uan
HOBbIE TEXHOMOTUW NMPUHECYT UCKIOYNTENBHO NO3UTUBHbBIE M3MEHEeHNSs?

METOLVKA NCCNELOBAHUSA

B KauecTBe 0CHOBHOTO MeTofa cbopa MHdOopPMaLMy UCNONb30BaH METO
NONYCTPYKTYPUPOBAHHOIO MYBVHHOIO MHTEPBbLIO, MO3BOMMBLIETO feTanbHee
pa306pathCs C NPaKTUKaMU NPUMEHEHWS HOBbIX TEXHONOMUIA B TENeBU3UOH-
HoO cpepie. [laHHbli MeTop YCNEeLWHO UCMNOoNb30Bancs Npy NPoBeAeHNI aHaro-
TUYHbBIX NCCNe0BaHNIA NPUMEHEHUS HOBbIX TEXHONOMMIA B paboTe HbIoCPYMOB
1 B 3apybexHon nccnegoBaTensckoi npaxtuke (Wu, 2024, p. 6; Gutierrez Lopez
etal,, 2022, p.6).

MHdopmaHTamu BbICTYNUAW 18 NpeAcTaBUTENen KaHanos, BXOAALLMX
B COCTaB MepBOro 1 4acTUYHO BTOPOTO MYJ/IBTUMIEKCOB, T. €., KaK Obl/10 0TMeYeHO
Bbile, 0653aTeNbHbIX 06WIEOCTYNHbIX TeNeKaHanoB LrdpoBOro TenesmnaeHus.

[NaBHbIM KpuTEpUEM Bbibopa MHPOPMAHTOB ANS MHTEPBbLIO HbIN OMbIT
MX NpodeccroHanbHON AedTeNbHOCTN Ha KOHKPETHOM KaHane, 3HaHue
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pPeaaKUMOHHbIX MPOLECCOB, MOHMMaHe 0CobeHHOCTel TeKyllel paboTbl B yCNo-
BWSAX WCMONb30BaHUS TexHonorni MW, a Takke BO3IMOXKHbIX €€ U3MEHEH W
B Oyayuiem. YunTsiBas npoheccroHansHyto crnetmudmky 1 BHyTprupeaakLoHHble
OrpaHVYeHus, BCE VHTEPBLIO BblM B3ATbI HA YCIOBUSX KOHPUAEHUMANBHOCTY
6e3 0bHapoaoBaHusa MecTa paboTbl U AaHHbIX MHMDOPMaHTa.

s NOArOTOBKM MHTEPBbLO ObiN pa3paboTaH raif, COCTOSALMIA N3 YeTblpex
HNOKOB, KaX(ObIl 113 KOTOPbIX MO3BONW PACKPLITh OTAENbHbIE aCNEKTbI MCMONb-
30BaHus VI B paboTe TeneBM3NOHHbIX pefakumii: «<basoBas nHdopmams»,
«MW B paboTe penakumin cerofiHs», «[podeccroHanuam v aTuka» u «byayliee
MNCnonb3oBaHns Ui,

VIHTepBbio NpoBoAMAnCh € 31 okTabpsa 2024 no 5 aHBaps 2025 rofa

B OCHOBHOM B AUCTaHLMOHHOM hopMaTe (YW TbiBasi BbICOKYO 3aHATOCTb MHGOp-

MaHTOB), Yallle BCEro NocpeAcTBOM B1AeOKOHMepeHL M Ha nnatdopme Zoom

nAn No TenedoHy. B UCKNOUNTENBHbIX CYYasiX MCNONb30BaNOCh MUCbMEHHOE

obuleHne B MecceHmxkepax. Mo aantensHocTu becepa 3aHumana ot 30 ao 75
MUHYT.

Tabnuua 1/ Table 1

[laHHble 0 NpOBefEeHHbIX UHTEPBbIO

Data on Interviews Conducted

LLndp nHdopmaHTa | TemaTuyeckast HanpaBJeHHOCTb KaHana [laTa uHTepBbIo
Informant code Channel’s thematic focus Interview date
2 ObLIECTBEHHO-NONNTMYECKAS 31.10.2024

11 Social and political

n2 CnopTusHas 05.11.2024

2 Sports

13 OBLIECTBEHHO-NONNTUYECKAS 08.11.2024

13 Social and political

n4 Obpa3oBaTenbHo-pa3snexaTensHas (ans geteit) | 09.11.2024

14 Educational and entertainment (for children)

15 OBLWECTBEHHO-NONNTNYECKAs 20.11.2024

15 Social and political

16 OBLIECTBEHHO-NONNTUYECKAS 21.11.2024

6 Social and political

n7 06LiecTBEHHO-NONUTMYECKAS 28.11.2024

17 Social and political

18 Obpa3oBaTenbHO-NPOCBETUTENbCKAs 05.12.2024

18 Educational

HAYKA TEJIEBUAEHUA 21 (2), 2025 141 THE ART AND SCIENCE OF TELEVISION



LWndp nHdopmaHta | TemaTuyeckasi HanpaBJIEHHOCTb KaHana [laTa nHTEpBbIO
Informant code Channel’s thematic focus Interview date
19 ObUIECTBEHHO-NONNTMYECKAS 05.12.2024
19 Social and political
110 ObLLECTBEHHO-NONNTUYECKAs 07.12.2024
110 Social and political
N1 06L1ecTBEHHO-NONNTMYECKAS 09.12.2024
111 Social and political
n12 ObLIECTBEHHO-NONNTMYECKAS 11.12.2024
112 Social and political
113 CnopTusHas 23.12.2024
113 Sports
N4 OBLIECTBEHHO-NONNTUYECKAS 25.12.2024
114 Social and political
15 ObLIECTBEHHO-NONNTMYECKAS 25.12.2024
115 Social and political
116 ObUIECTBEHHO-NONNTMYECKAS 26.12.2024
116 Social and political
ni Pa3BnexatencHas 27.12.2024
117 Entertainment
118 KynsTypHO-NpoCBeTUTENbCKAS 05.01.2025
118 Cultural and educational

PE3Y/1IbTATbI

TEKYIWME NPAKTUKU NCNOb30BAHMSA UU

Mo gaHHbiM BUWOM, MHDOPMMPOBAHHOCTL POCCUSIH O TEXHONOTUSX
NCKYCCTBEHHOMO MHTE/IIeKTa 1 JOBEPME K HUM NOCTeneHHo pactet. B 2024 rogy
94 9% poCCUSH B TOW UM MHOW Mepe Bbinv MHPOPMMPOBAHBI O TEXHONOMUSX
VN, 4TO Ha 7 n.n. Bbilwe B cpaBHeHUM ¢ 2022-m°. CTpemneHue y3HaTb 6onblie
Ha 3Ty TeMy OT4aCTV NMOKa3blBAET U CTAaTUCTMKA 3aMNPOCOB MONCKOBMKA AHOEKC.
CornacHo cepsucy «AHgexc.Bopacrtat», B aHBape 2020 rofa HacYmMTbIBaNoCh
CBbILe 153,8 ThIC. 3aNpOCOB B MONCKOBMKe AHAEKC, TOrAa Kak K aHBapto 2025 roga

3 NloBepue Kk UK. BUVOM. URL: https://wciom.ru/analytical-reviews/analiticheskii-obzor/
doverie-k-ii (10.12.2024)
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TaKkunx 3anpocoB cTano 6onee 1 MaH*. OaHAKO C Pa3BUTVIEM HOBbIX TEXHONOT U
NOSBAAOTCS U APYre TEPMUHbI, B YACTHOCTU «HEMpPOCeTb», KOTOPbIN HepeaKo
MCNONb3YIOT KaK CUHOHUM W, B HacTos e nybankaumm Mbl MoHWMaeM noj
W «koMnneKc TeXHONOTMYECKMX peLleHInin, Mo3BONSAIOWIMIA UMUTNPOBATb KOT-
HUTUBHbIE (DYHKLMM YenoBeKa (BKto4as caMoobyyeHne 1 Nouck pelleHnii 6e3
3apaHee 33/1aHHOro anropUTMa), NoNyYaThb MPW BbINMOAHEHNIN KOHKPETHbIX 3a4a4
pe3ynbTaThl, CONOCTABMMbIE, KaK MUHUMYM, C pe3ynsTaTamu UHTeNNEeKTyanbHO N
[esTenbHOCTY YenoBeka»®. HenmpoceTs e — oanH 13 cnocobos peanu3saunu M.
COOTBETCTBEHHO, OAMH 13 NMEPBbIX NCCNeA0BATENbCKUX BOMNPOCOB HbiN CBA3aH
C CaMNM TEPMUHOM «MCKYCCTBEHHbIN MHTENNEKT», MOCKONbKY Npeanonaranocs,
YTO B PEAAKLMAX HET €AMHOTO MHEHWSA Ha 3TOT CYeT.

Ha Bonpoc «EcTb nn'y Balelt peaakuymm ceoe onpeaeneHmne M, 4to Bbl nof
3TVIM TEPMMHOM MOHMMaEeTe?» 60MbLIAs YaCTb TENEBV3NOHLLMKOB OTBETWNA, YTO
ouMLMaNbHO NPYHATOrO ONpeaeneHns B pefakLlnm He CyLecTByeT, MOCKONbKY
1 TaK NPUMEPHO SICHO, YTO 3TO TaKoe («HEeT», «kHET, TAKOro onpeaeneHuns Het
WA S 0 HEM HEe 3Hato»; «BCe MOHMMAatOT, 4To Takoe NW»). OgHako oTaeNbHbIe
NHPOPMaHTbI yKka3anu onpeaeneHus, Kotopsle B bonbliei cTeneHn CBoasTCS
K MCMONb30BaHMNIO KOHKPETHBIX HEMpOCEeTel ANs pelleHns peaakUMOoHHbIX 3aaau:
«KomnbloTepHbIe NPOrpaMmbl, MO3BONAOLME YIPOCTUTL 1 aBTOMATU3UPOBaTh
BbiNofiHeHMe 3aga4» (M12); «Y 60blWNHCTBA eCTb 0bLee KONNEeKTUBHOE MOHN-
MaHve MW Kak x..., KoTopas MOXET YNPOCTUTb PelleHne MexaHniyeckyx 3aaady
no Tuny: WrdpoBKa, pefakTMpoBaHve hoTo 1 BUAEO, NepeBo[], B3/10M NelBon-
NnoB N T. N.» (M9); «<IT0 pazHOoObpa3sHble YaTbl 1 HOTbI, KOTOPbIE MO3BONAIOT reHe-
PVPOBaTb KAPTUHKM NOf 3aNpoC AN 0OOPMAEHNS HEKOTOPbIX CTaTeN 1 NOHTPU-
008> (114); «Moa TepMUHOM MOHUMaeM CUCTEMY BO3MOXHOCTE A5 BbINOAHEHNS
Pa3NMYHbIX 3324, CBSA3aHHbIX C TEKCTOBOW U BM3YyanbHOK cocTaBnstoulen» (117);
«3TO MexaHm3M cbopa MHbOoPMaLKMK NO onpeaeneHHor TemMe ans Toro, 4Tobbl
Aanblie ¢ 3Tol nHdopmaumeint pabotaTb» (118).

Bo MHOrMX 3apybexHbIX dyPHANUCTCKMX PeAAKLMAX \)Ke BBEIEH OTae/b-
HbIA IOKYMEHT, B KOTOPOM OMMCaHa cTpaTerus BHeapeHus TexHonorui i
B paboTy pefakumm. [JokyMeHTOM 3akpennseTtcs n onpeaenerue V. B pasro-
BOpE C MHAMOPMaHTaMU Mbl YTOYHWAM, CTb M NOA0OHbIV NAaH B peflakLmsax poc-
CUICKMX TENEBM3MOHHbIX KaHanoB. OKa3anoch, YTO TONLKO B OHOW peaaKumm
(M113) nenapTaMeHTOM KpeaTUBHbIX pelleHuii pa3pabaTbiBaeTcs cTpaTervs pas-
BUTMA U, B elle oaHo pefakumu (112) noaobHbIN AOKYMEHT pa3pabaTbiBaeT
[T-oTaen. B octanbHbix cnyvasx MHGopMaHTbl N0 okazanuce He B Kypce, N1bo
OoTBEeYanu, 4To TaKoro Her.

* Anpexc.Bopactat. URL: https://clck.ru/3FcdzS (15.12.2024)
° 123-03 0T 24.04.2020. URL: https://clck.ru/3FnHbx (20.12.2024)
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Mpu 3TOM BCe MHDOPMaHTbI COOBLLMAN, YTO B PEAAKLMAX NMOb3YIOTCS
FOTOBbIMU TEXHONOTMYECKUMI PeLIEHVSMU 1 He pa3pabaTbiBatoT COBCTBEHHbIE,
YTO B LIIOM BbIMISANT NOMVYHO, YUUTbLIBAS, YTO PeUb UAET O TeNeBn3NOHHbIX
pefaxumsx. Mpu aToM B OTBETE Ha BONPOC «KTO B pefiakumm 0TBeYaeT Henocpes-
CTBEHHO 3a paboTy ¢ M, ero noaaep» Ky, HacTpowiky, 06paboTKy?» UHDOPMaHTbI
Ha3bIBaIM CaMUX KYPHANUCTOB. /T B OAHON PeAaKLmmn COPTUBHOIO KaHana
(113) cyulecTByeT 610K CNeUmanncToB, OTBETCTBEHHbIX 3a Texnoaaepxky Vi,
elle B BYX pefaKumsax 3TuM BONpoCOM 3aHumMaeTcst IT-otaen. Cpean nHCTpy-
MEHTOB MHMOPMaHTbLI B 0CHOBHOM ynomuHanu ChatGPT, B eAMHNYHBIX ClyYasix
oTMmeyas Midjorney, TalkAl, Monica, Speech2Text, Country Comparison Tool, Per-
plexity, Gemini, Veed.io, Deepl, AHaexc.Anuca.

0603HaYeHHble MHCTPYMEHTbI MCMOMb3YIOTCS KaK AN reHepaLUum KOHTEHTa,
Tak 1 B bonblel cTeneHn ans ero 0bpaboTku (Tabn. 2), T. €. BbINONHEHWS AOCTa-
TOYHO PYTMHHbIX 3aa4, B KOTOPbIX He TpebyeTcs KpeaTUBHOCTL. 3TO, Hanprmep,
«MepeBop TekcTa. PaclumdpoBKa, B TOM YMC/E C PELKMX U/UK CNOXKHbIX S13bIKOB,
KoTopble Mbl He 3Haem» (119); «HanucaHne npurnacuTenbHbiX B ONpeaeneHHom
CTUANCTUKE, MPUAYMbIBaHYVE BOMPOCOB 18 MHTEPBbLIO, TE3WChI NS BLICTYNIEHNNA,
co3faHune KOHKYPCOB, B13yanmsauus» (17); «MepBsblii BapraHT — npoarcepcKas
cnyxba roToBUT A8 KOPPOB NakeT MHMopMaLum No Teme CbeMKu, Kopp bepet
Ty nHdopMauyio, KoTopas nofgaaeTcs Nposepke. BTopoit BapnaHT — He Ans
HoBoOCTel. PacwmdpoBKa 3anmncer MHTepBbto Ans hrnbMoB. YnobHee paboTtaTb
C NUCbMEHHbIM TEKCTOM, MOHVMaelb, KaK Ha MOHTa)Ke MOXHO ero TpaHchop-
MupoBaTk» (M18). Mpu paboTe HeMoCcpeacTBEHHO C TeKCTOM K VW npuberatoT
HeMHOTMe ypHanucTbl. Kak otmeTnn M9, «MW ncnone3yoT onsg HanucaHmsa npo-
CTbIX TEKCTOB €AMHMLBl — KTO XO4ET YyTb pa3rpy3nTb paboTy». /115 ckasan, 4To
B pegaKumn I ncnons3aytoT ans «beICTPOro COCTaBAEH S HECKONBKIX 3aroNoB-
KOB/Ha3BaHWI 1 BbIbOpa Nyyero». bonee «CNoXHbIN» BapnaHT MCMNONb30Ba-
HUS HOBbIX TEXHONOT I Bbi1 3aMeYeH TONbKO B OIHOW peaaKLmm 0bLeCcTBEeHHO-
NONNTUYECKOrO KaHana: «Mbl npocumM MW aHann3npoBaTe HEKOTOPbIE OKYMEHTbI
npw paccneaoBaHusx (C aanbHenWen nepenpoBepKoli BbIBOAOB), MHOMAA MPOCUM
VIV npepnoxmnTb BapuaHTbl Pa3BUTUS TEMbl NN OBBSCHUTH CIOXKHbIE TEPMYIHbI
1 cxembl» (15).
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Tabnuua 2 / Table 2

OTBeTbl Ha Bonpoc «[}na Kakux ueneii Bol ucnonbsyerte U B pegakuusax?»

Responses to: “How does your newsroom use Al?”

Kon-Bo nHopmaHTOB, KOTO-
Lienb pble yNMoMsIHYIM AaHHYI0 Liesib
Application Number of informants citing

each application
PaclvdpoBsKa ayavo-, BUaeo3anuceii / nepeBos TexkcTa 14
B YCTHYIO peyb
Audio/video transcription / Text-to-speech conversion
[lepeBof TEKCTa C PyCCKOrO Ha MHOCTPaHHbIV A3bIK 8
(1 HaobopoT)
Text translation (Russian to/from foreign languages)
MovcK MHdopMaLmK ANs HanucaHus MaTepuana 8
/ reHepauus Tem
Background information gathering / story topic
generation
[ToMCK 1 pacno3HasaHe BK3yanbHOMo KOHTeHTa 6
Image / video search and visual recognition
[poBepKka rpamMmaTU4ecKnx HopM 4
Grammar verification
MpoBepka thakToB 4
Fact-checking
MoMoLLb B Han1CaHUM KOPOTKMX 3aMeTOK 2
Short news creation support
MoMolLb B Hanm1caHnu 3arofoBKa / naa / nofBoAoK 1
Headlines / leads / intros creation support
JKcnepuMeHThI ¢ dhopmaTom, cozpganne VN-segywmnx ans 1
3cdvpa
Program format experimenting, broadcast presenter devel-
opment
AHann3 NoBefeHns ayanTopun 1
Viewership behavior pattern analytics
MOVCK KOPPECMOHAEHTOB, CMKEPOB 1
Correspondent and expert speaker recruitment

[pwvi 3TOM BCe MHPOPMaHTLI OTMETWAN, 4TO paboTa VM noka ganexa ot nae-
anbHOM U HY)KAAETCS B KOHTPO/E CO CTOPOHbI peflakTopa: «Kak MoKa3bIBaeT OmbiIT,
6e3 310ro HUKaK. OcobeHHO dakTyeknHr y VI xpomaeT» (17); «<Kaxablin maTepuran
MPOXOAMT HECKOMBKO 3TanoB MofepaLmu, oT rpexa» (19).
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B 3TOM KOHTEKCTE Mbl TaKXKe YTOYHANN Y YHaCTHUKOB ONPOCa, HYXHO n
XKypHanucTam NpoxoanTh crnelyansHoe 0byveHne, CB3aHHOE C NMPUMEHEHNEM
W B npodeccnn? Mnu cTouT BKAOYATL ANCLUMANHBI, Kacatolmecs paboTsl
C HepOCETAMM M MALWVHHBIM OBYYEHMEM, Y)Ke B YHUBEPCUTETCKIME NPOrpamMmmbl
MO XypHanucTmnke?

IHOpMaHTbl eAnMHOrNacHo coobLnAM, 4TO NoA0OHOE I0NONHNUTENbHOE
obpazoBaHue To4YHo byaeT BocTpeboBaHO. COrNacHo NoNyYeHHbIM AaHHbIM,
XOPOWMWM pelleHriemM BUANTCS BHEApeHVe CneumanbHbiX KypcoB Mo npumeHe-
HYtO TexHonornit IV B yH1BEPCUTETCKIME NPOrpamMMbl, HarnpaeaeHHble Ha Nog-
roToBKy paboTHmkoB CMU. Kak oTmeTnn 15, «ObyyeHne — 3T0 BCeraa xopouwo
M HUKOrA@ He NnLIHE. B yHUBEPCUTETCKYIE MPOrPaMMbl TOXKE BMOSTHE YMECTHbIM
6yaeT BkAtoYMTh MJ1, HelMpOoHKM, paboTy B big data n npoyee». O noTeHUVanbHON
ANCUMNAVHE B YHUBEPCUTETCKON Nporpamme coobuimn M18: «Kakoi-To cneu-
KYpC HY)XeH, 4TOBbl 3HaNM, 4TO TAKOK MEXaH13M CyLIECTBYeT Vi KaK UM Mofb30-
BaThbCs. [IOHMMATb, B KaKnx 06CTOATENbCTBAX OH HYXKEH, YTODObI 3Has, Ha Kakue
KHOMKW Ha)KMMaTb, Kak 3To byaeT paboTaTb». M1 06paTun BHUMaHMeE Ha Nony-
yeHvie gonobpasoBaHys ans cneunanncTos: «CTOUT NPOXOANTL CrelvanbHoe
0by4eHne. Ho no Tem cepsurcam, KOTOpbIe BHEAPSET KOHKPEeTHas HTer paLus.
YHUBEPCUTETCKINI KypC BO3MOXEH, HO, CKXeM TaK, 4151 O3HaKOMNEeHMs BoobLe
C TeM, KaKune CepBKChbl 4TO MOTYT, 4TOObI MOTOM Ha NPOU3BOACTBE He ObINo
HEOXMUOAHHOCTEM.

YTO KacaeTcs OCHOBHbIX MOTMBOB MCMONb30BaHNs M B paboTe pefak-
UMK, MHPOPMaHTbI B xoae becefbl yKkasanu, YTO HOBbIE TEXHONOTM MO3BONSAOT
ONTUMMU3MPOBaTL PaboTy pefaKLMm, YCKOPUB OTAENbHbIE pefaKLMOHHbIE NPo-
LLecChl, a 370, B CBOKO 04epefb, MOMOraeT OCTaBaTbCs KOHKYPEHTHOCMOCOOHbIM
Ha pbiHKe MHpOpMaLMN.

Bonpocbl PEFYINPOBAHUS UCM0/b30BAHNS U

B xoAe NpoBefeHMs MHTEPBbIO MHOTME YHaCTHUKN MCCNef0BaHNs YKa3bl-
Banu Ha HeobxoAMMOCTb MPOBEPSATH U PefaKTMPOBaTb MHPOPMALIMIO, MONyYeH-
HYIO C MOMOLLbIO TexHONOr i M. be3ycnoBHO, MoKa «HeliPONOMOLLHUK» He CTan
NOHOL|EHHbIM H41eHOM pefiakLivu, OHAKO YXKe Ccelivac BO3HUKaOT BOMPOCHI, CBS-
3aHHble C aBTOPCKMMMU MpaBaMu MaTepuanos, CO3AaHHbIX HOBbIMU UHCTPYyMeH-
TaMmu, OTBETCTBEHHOCTbIO 33 HEAOCTOBEPHYIO MH(DOPMALIVIO, CrEHEPUPOBAHHYIO
He YeNI0BEKOM. B 3TOM KOHTEKCTE OMH TEMATUYECKIIM 0K raiaa Obin nocBsLleH
BOMPOCaM KOHTPOS MCMOMb30BaHNs M Kak co CTOPOHbI pefiakLyia, Tak 1 Co CTo-
POHbI rocyaapcTaa. Tak, MHOPMaHTbI BbICKa3aMCh 3a CO3/aHve BHyTpupeaaK-
LUMOHHbIX CTaHaPTOB paboThl C TeXHONOrvsaMu MV nam BO3MOXKHOCTb Ha pasHbIx
CTaAvsix NOArOTOBKY MaTepurana oTCeXMBaTh UX paboTy. «5 cynTalo, JOCTAaTOYHO
KOHTPOSS BHYTPY pefiakLmn, YToObl n3bexaTs GaKTMyecknx olVOOoK 1 nnarnata»
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(112); «[lymato, 3T0 BONPOC pefaaKLYOHHON NONUTUKM, XOTS MHMLMATUBE C MOMeT-
KaMK Ha MaTepuanax, npoun3seaeHHbIx M, Ha Mol B3rnsaa, Hennoxa» (M15); «CtonT,
BHYTPW pefaKLmuii noka, Ho pacTyLme BOIMOXHOCTH VIV yBenmnymBatoT MHTepec
K HVIM CO CTOPOHBI Bblfa4u Henpasaneoi MHdopMaLmm, Mo3ToMy HTepec K UV
co cTopoHbl CMU gomkeH B byayllem bbITb Kak-TO yperynnpoBaH Ha 3aKoHoaa-
TenbHOM ypoBHe» (18). OTaenbHble MHMOPMaHTLl NofYepkHyv B beceae 1 Heob-
XOAMMOCTb peanmn3almm 3aKoHOAaTeNbHOTO PerynvpoBaHys: <HyKHO NpoBepsTh
MHMopMaLmto. HyxHO 6opoTbcs ¢ anndenKaMn Ha 3aKoOHOAaTENbHOM YPOBHE.
TakkKe cyllecTByeT npobnema ¢ aBTOPCKMMYK NpaBamu» (110); «<Ha 3akoHoaaTenb-
HOM YPOBHE, HaBEPHOE, HY)KHO; MOXET TaK MONYYUTLCS, YTO YEN0BEK C MOMOLLbHO
NI co3paeT KOHTEHT, NPOLaeT ero 1 NoTOM MNoy4aeT 3a 370 AeHbrn. A cam OH
HVYero He flenan, TONbKO HaXMMan Ha KHOMKK. 3TO MOXOXe Ha NMecHK nog hoHo-
rpaMmy. YTobbl 3TOro He npoucxoanno» (118).

OTgencHo B XO4e NpoBefeHus MHTepBbio MHbOpMaHTam bbin 3adaH
BOMPOC OTHOCKTENbHO aBTOPCTBA KOHTEHTa, CreHepuposaHHoro M. Mccnepo-
BaHMe NoKasano, YTO 3TO OAMH 13 CaMblx OONE3HEHHbIX BOMPOCOB B MpaKTuKe
NpUMEHeHVS HOBbIX TEXHOIOT WA, T. K. 3aKOHO4ATeNbHO NoKa He pelleH, a B pas-
HbIX pefjaKumMsx Ha 3TOT CHeT MMEIDTCS CBOW NpefcTaBneHus. HYacTs nHop-
MaHTOB paccKasarna, 4To NoAobHbIe MaTepuanbl MapKMPYIOTCS Kak «CO3AaHHbIe
> («cTaBnTCs MeTka “co3paHo MI”» (13), «<noanuceiBaeTcs, 4To n3obpaxeHue
creHepvpoBaHo» (M14)). OaHako B 60NbWMHCTBE CyYaeB Takas MapK1poBKa
He 1CNoNb3yeTCs, a MaTepuan BbIXOAUT MO0 NOAHOCTLIO MO aBTOPCTBOM Xy p-
HanncTa, MO0 B Ka4eCTBe UCTOYHMKa CreHeprpoBaHHOro M KoHTeHTa dury-
pvpyeT NHTepHeT: «[lenaeTcs B, byaTo aBTop BCe caenan cam» (M15); «pucea-
MBaETCs TOMY, KTO reHepun yepes NW» (19); «B Hawelt pepakummn HIUKakK, y Hac
He BO3HMKaeT Takas npobnema; B Apyrux CMIM BO3HWKAET BONPOC, KOMY MNaTUThb
roHopap, BO3HMKAIOT PUANYECKME CAOXKHOCTU» (M118). BMecTe ¢ Tem oTaenb-
Hble MHMOPMaHTbl 06PaTUAY BHUMaHME Ha HEOBXOAMMOCTb 3aKOHOAATENbHOTO
perynMpoBaHuns JaHHOro BONPOca 1 NPefioxKuav yKkas3biBaTb 4BOHOE aBTOpP-
CTBO B C/ly4ae yqacTus xypHanucTa B NOATOTOBKe MaTepuana: «[1ns TekcTos,
co3paHHbIX MV 1 oTpefakTMpoBaHHbIX XYPHANUCTOM, AO/MKHO ObITh YKa3aHo
ABOWHOE aBTOPCTBO» (/16).

WW B BYAYUEM TENEBU3NOHHBIX PEAAKLNI

HeT y MH(OPMaHTOB 1 AOCTaTOYHO YETKOro MOHUMaHWs peanvi3aumnm Tene-
BM3MOHHOW XXyPHaNuCTKOW Npoteccum B fanbHeiiwem. B pasroBope ¢ npeacTa-
BUTENAMM pefjaKLMiA Mbl TaKoKe NOCTapanuCh BbISCHUTL, CMOXET 1 UV 3aMeHnTb
MX B HeAaNeKoMm OyayuieM 1 Kak CTaHeT BbIMsAAeTb npodeccus TeneBmsnoH-
WMKa B KOHTeKCTe pa3sutus N, B faHHoM ciydae 60bWNHCTBO MHMOPMaH-
TOB OTMETWO, YTO CMOXET 3aMEeHUTb NNWb YacTUYHO. CKopee, TEXHONOT UK
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NO3BO/AT aBTOMATU3MPOBATh OTAENbHbIE PYTHHHbIE 3adaqu. Kak oTmeTnn 16,
«Halwa oTpacnb paboTbl KypHanMcTa AoKa3blBaEeT, YTo VM He CMOXKET 3aMeHUTb
yenoseka. CNOXHO NpeacTaBuThb, 4To M MOXXHO OyaeT OTNpaBKTh Ha CbeMKM
(MMeHHO BMaeohopMaT), 1 YTO fiBa POOOTa — KOPPECMOHAEHT C ONepaTopoM —
6ynyT NpOBOAUTE MHTEPBbIO, XKYPHANNCTCKME paccnefoBaHNs U 406bIBaTh IKC-
KMO3MBHBIN MaTepuan. TenesefyLlero TOXe BPsa M MOXKHO OyaeT 3aMeHUTb:
€ro IMYHOCTb W KOHTaKT ayAuTOPUY C XKMBLIM HENOBEKOM KpaiHe Ba)KHbI. A BOT
B BOMpOCax MOHTaXa CHOXeTa 13 UCXOAHWKOB VIV CMOXET crnbHO 0bnerynTtb
Halwy paboTy B byayLlem».

BmecTe ¢ TeM HeKoTopble MHMOPMaHTbLI BbiPa3nan 06eCrnoKOeHHOCTb
OTHOCUTENbHO CYLECTBOBAHMWS OTAENbHbIX CNeumManncTos B byayuem: «losn-
HOCTbIO 3aMEHNUTb HE CMOXET, Cepbe3HO MNOTeCHUTb — fa. HO XypHanucToB-
KOMMNacTepOB, TeX, KTO He 0COHO0 3aayMblBaeTCst O TOM, YTO fenaeT. OcTaHyTCs
TONBKO HacTosILLME NPOhY, NYBANLMCTBI 1 TO — T€, KTO CMOXET OCBOWTH HOBbIE
TEXHOMOTWW 1 MOHATb, KaK UX NPUMEHSATb B CBOW paboTe» (12). AHanormyHo
BbICKa3ancs M9: «HeT, HO TOYHO YNpasaHUT PeaakTopoB, KOPPEKTOPOB, TUTPO-
Ba/bLLUVKOB, WWHPOBANBLLIMKOB V1 MPOYME AOMKHOCTY, 3aHATbIE MEXaHNYECKO
paboTony, a Tarke M13: «/la, CMOXET 3aMEeHUTb XKYPHANNCTOB-HOBOCTHUKOBY.

OpaHako 6bInn 1 NpeacTaBUTENN pefaKLUnin, KOTOpble OTMETUAN HEBO3-
MOXHOCTb 3aMeHNTb XypPHaNucTa B NpuHLUmMne. B 4yacTHOCTY, NpeAcTaBuTENb
CNOpPTMBHOrO KaHana (M12) oTtmeTunn: «MCKyCCTBEHHbIV MHTENNEKT HE CMOXKeT
MOMHOCTbBIO 3aMEHNTb XKYPHANUCTOB B CMOPTE, MOTOMY YTO CO3flaHue MaTepu-
anoB B 3TOW chepe OCHOBAHO OTHACTM Ha YYBCTBEHHOM BOCMpUATUK. Heob-
XOAMMO NMPOXMBATH TE e IMOLMU, 4TO ayanTopus». OTAeNbHbIE MHPOPMAHTHI
(14) obpaTunm BHUMaHWe Takke Ha KpeaTuB, KOTOpbIY VI noka He co3paer:
«He 3aMeHUT, MOTOMY YTO B TEKCTax eCTb aBTOPCKMIA B3N, VIV Henb3s Hay4uuThb
KpeaTuBy». BaXXHOW HaM NoKasanach M MbiC/lb O TOM, YTO HEKOTOPbIE NpefcTa-
BUTENM NPOdECCUI HE KeNnatoT pelakTPOoBaTb CreHepupPOBaHHbI M KOHTEHT:
«<Yrposa — ntou, KoTopble Cnonb3ytoT VI 1 Ha 3ToW CTaamMm OCTaHaBMBAOTCS.
IV Bbifan nakeT nHMOPMaLMm, OHM 3TOT MaKeT BbIAAtOT ayAMTOPMM, HE NbITasCh
€ro 04enoBeYnTh, NPUAaTb emMy N0CK NpodeccroHana. 3To TaK Xe, KaK “3a4em
YYUTb reorpaduio — M3BO34MK 10BE3ET . ECTb ONACHOCTb, YTO YeNoBeK 3acTps-
HeT Ha 3TOoV CTaAMu 1 NepecTaHeT AymMaTh, YTO HAAO ABUIATbCS Aanblue» (118).

Pa3mbiwnss o byayuiem npodeccnu TeNeBU3NOHLLMKE, MHPOPMAHTHI
NoAYEPKMBaANM, YTO K/OYEBbIM V3MEHEHVIEM CTaHEeT ONTUMU3ALMS U yCKOpe-
HYe YacTy paboumx «<MexaHU4YeCcKy x» NpoLeccoB. ITo, B CBOK oYepefib, NO3BO-
NINT XKYPHaNMCTaM COCPefoTONUTBCS Ha CO3AaHnm bonee Ka4eCTBEHHOTO KOH-
TeHTa, He OTB/EKAsiCb Ha BbIMOMHEHVIE 0bbIAEHHbIX 3afaY: «BO3MOXKHO, CTaHeT
MeHblUe PYyTVHbI, HOMbLIe BDEMEHW BbICBODOAMTCS /18 MOUCKA U CO3AaHMs
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Ka4yecTBeHHOMo IKCKMO3MBHOMO KOHTeHTa» (M15); «PaclimndpoBka ayamno/suaeo,
co3faHune UNNCTPaLmnin, HanmcaHe NPOCTbIX HOBOCTHbLIX MaTePUanoB, OCHO-
BaHHbIX Ha KaKMX-TO AaHHbIX — NPOBKM, KOTUPOBKM, Noroaa» (M1). NMoka3aTtens-
HblIlA NpuMep BbIN TatoKke NpeacTasneH B MHTepPBbLIo ¢ M9: «Ewle B 2022 roay s
ycnesan oTpabaTbiBaTb OKOM0 40 HOBOCTEN 3a CMEHY — MPOBEPKa Ha CBEXECTb,
NouCK hoTo-, BUaeOMaTepranos, NepeBo, NOVCK Noael (CBUaeTeNnein nnm Kop-
pOB) Ha MecTe cobbiTus. Ceitdac g aenato okono 100 HOBOCTEN He TONBKO NOTOMY,
4TO B LIeNIOM HOBOCTEV CTano H6osblie, HO ¥ MOTOMY, YTO YCNewHo npumMeHsto M
1 Tpady B ABa pa3a MeHblie Bpemeru. C nepeBogamui Tem 6onee — 3a 2 MUHYTHI
MHe nepeBoasaT 40-MUHYTHOE BUAEO C apabCKoro, KOTopoe s Obl B VIHbIX YCNOBKSX
wrdpoBan 6ol MUHYT 120, NOCKONbKY He BNaaeto apabcKum».

B cBotO ouepepb, ynpasaHeHve psaa «TeXHUYeCKUxX» CreLmanicToB CKa-
KETCs Ha ypoBHe 3apaboTHOM NNaThl XypHanucToB. Kpome Toro, OTAebHble
MHGOPMaHThI yKa3anu 1 Ha pacTyLlyto TEXHONOTMYHOCTL Npodeccun. Tak,
B byayuiem paboTogatenu byayT oxmMaaTb «NOAKOBaHHbIX» B 0bnactn W cneum-
anvnCToB, YTO, C OAHO CTOPOHBI, CKXKETCS Ha Nopore BXOXAeH!s B npodeccuio,
a C Apyroin — Ha NOBbIWEHWW YPOBHS onnaTsl Tpyaa («[podeccus n3mMeHnuTcs
B /IyHLLIYIO CTOPOHY. Taloke HafetoCh, Y4TO yNpasaHeHe psiaa MexaH 4 ecKmx f0/mx-
HocTel n06aBMT MHe 3apaboTHO NnaThl...» (M19); «Mpodeccus cTaHeT TpyaHO-
AOCTYNHOW Ans ntofei 6e3 Bobiclero obpasosBaHus 1 6e3 onbiTa paboTsi» (113);
«Mpodeccus byaet elle bonee paambITON, OAHAKO CNELVaNUCTbl C peanbHbiM
OMbITOM, MOHMMaHWEM NMPOLECCOB U YMEHUEM MOMb30BATHCS ObICTPO ¥ FPAMOTHO
N — 6ynyT onnaynsaTbes Ayywe» (A15)).

B 6onblieit 4acTu NoAy4YeHHbIX OTBETOB BUAMTCS NPEenMYLLECTBEHHO NOO-
XUTenbHas ponb VI B paboTe TeNeBU3MOHHbIX XXypHanncToB. Bmecte ¢ Tem
B paMKax MHTEPBbIO ObI10 BbIICHEHO MHEHVE MHDOPMAHTOB U KacaTenbHO Yrpo3,
KOTOpble HOBbIE TEXHOIOTWM MOTYT NPUHECTY NPOdeCcCcroHanbHON aesTenb-
HocTW. Cpean HeraTMBHbIX MOCNEACTBUI BHeapeHus VI B paboTy peaakunii
MHMOPMaHTbI OTMeYanu: NosiBaeHve 6obWEro KONM4YecTBa HeloCTOBEPHbIX
HOBOCTEl, CO3AaHHbIX C MOMOLLbIO VI; yMeHblIEHWe A0 TBOPYECKON COCTaB-
NSHOLULEN; YBENUYEHME CKOPOCTU HEKOTOPLIX Paboumx NPOLECCOB, YTO NMOTEH-
LVanbHO MOXeT MOBAVSTb Ha NMOBbIWEHWE YPOBHS CTPECCa XyPHaANUCTOB. Tak,
B CBOEM OTBeTe M2 0TMeTUN cpean yrpo3s «CoKpalieHne paboymx MecT 1 BO3-
MOYHOE CHWKEHME YPOBHS KPeaTVBHOCTY KOHTEHTa — KPeaTMBHOCTb CTPOUTCS
Ha YyBCTBEHHOM BOCMPUATIN». U3 Takxke 06paTun BHUMaHKMe Ha TO, YTO «4eno-
BEYECKMI pecypc He ByaeT BONHOBaTb paboToaatens».
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BbiBOZAbI

Pe3ynbraTbl NPOBEREHHOTO NCCNEA0BAHNA MO3BONNN HE TOMbKO OXapaK-
Tepu30BaTh NPaKTVIKM UCMOb30BaHWs TEXHOMNOMMIA MCKYCCTBEHHOTO VHTENNEKTa
B COBPEMEHHbIX POCCUINCKNX TENEBU3MOHHbIX PefaKumsX, HO 1 B LieNOM pacLin-
pUTb MMeloLLVecs NpeacTaBnenns o6 ncnonssosaHuy U 8 pabote »xypHanw-
cToB. [onyyeHHble aBTOpaMK faHHble ONOMAHSHOT MaTeprantl, OnybMKoBaHHbIe
paHee oTeyecTBeHHbIMW 1 3apybexKHbIMI 1ccnefoBaTensamu (BotorvH, 2024, c. 68;
BuHorpanosa, 2023, c. 214; Simon, 2022, p. 1834). C TOYKM 3peHns npakTuye-
CKOTO MPUMEHEHMA SMMUPNYECKOrO MaTepuana OTMETUM, YTO NPefCTaB/eHHble
B CTaTbe PE3YNbTaTbl MOMYT UCMONb30BATLCA KaK XKyPHANNCTAMM 1 pefakTopamn
B MOBCEAHEBHbIX PeAAKLMOHHBIX MPOLLECCax, TaK U MefnameHemrepamu ang npm-
HATWS PEeWEeHWn 0 BHeApeHUn TexHonoruin M.

Mpexpae Bcero, 66110 BbIACHEHO, YTO Ha AaHHbIA MOMEHT aKTUYecKu
BO BCEX TENEBU3NOHHbBIX peAaKLMsax He CyLLeCTBYET OPULMANbHOIO OKYMEHTa,
KOTOPbIN Bbl pernamMmeHTpoBan Ucnonb3osarvie VI 1 3akpennsn 3a HM onpe-
AeneHHoe 3HaveHne. /lnb OTAeNbHbIe MH(MOPMaHTbI YKa3anu onpegeneHus,
KOTOpbIe B 3HA4YUTENLHOM CTENeHM CBOASTCS K MCMOAb30BaHUIO KOHKPETHbIX
HellpoceTel AN peleHns pefakUnoHHbIX 3aaaY. Mo bonblueit YacTun xypHa-
NNCTbI BYKBaNbHO NABIBYT NO TEYEHMIO, MPUMEHSS HOBbIE TEXHONOM MM MO COb-
CTBEHHOMY YCMOTPEHMIO.

B KayecTBe OCHOBHbIX Leneln ncnonb3oBanms MM MOXHO BblAENUTb TpU:
pacwndpoBKa ayano-, BUAEO3anucel / nepesof TEKCTa B YCTHYIO peyb; NepeBof
TEKCTa C PYCCKOTO Ha MHOCTPaHHbIN S3biK (M Ha0OOPOT); NOUCK MHDOPMaLMK
0N HanucaHus MaTepuana / reHepauyst Tem. Takum 06pa3om, TENeBU3NOHHbIE
XKYPHANUCTbI B C1AY NpodeccuoHanbHom cneundmKki pewatoT ¢ noMoulbo M
PSiA 4OCTaTOYHO TPMBYMA/bHbIX 33[a4, YTO MO3BOSET ONTUMU3MPOBATL PaboTy
pefaKkuUmn 1 YCKOPUTb OTAENbHbIE peaKLUMOHHbIE MPOLECCHI, YTO TakKe OTMe-
4anoch B 3apybexHbix nccnenoBaHmsx (Beckett, 2019; Newman, 2022). O reHepa-
UMV KOHTEHTA B JAHHOM CErMeHTe MEANANHAYCTPUY PeYb HE UAET, HTO YTOYHSAET
paHee nonyyYeHHble nccnefoBaTensMmn pesynsraTsl (Jasbigos v ap., 2023, c. 18).

ViccnenoBaHMe NoKasano, YTO OAHON 13 BaXHbIX MPOOAEM B MPUMEHEH N
TexHonoruii N sBnsioTcs BONpoCk 3STUKM 1 aBTOPCKOTO NpaBsa, KoTopble peLla-
I0TCS B K@X/AO0W pefaKummn no-ceoemy. Tak, B OTANbHbIX ClyYasx MaTepuansi,
CreHepupoBaHHble U, BBIXOAAT C MOMETKOM «co3aaHo V», Ho B 60nbLUMHCTBE
cnyvaeB nofobHas MapKMPOBKa He MCMob3yeTcs U MaTepuan nybnukyeTcs
32 aBTOPCTBOM XypHanucTa. ANbTepHaTVBHbBIA BapMaHT — B Ka4yecTBe UCTOY-
HMKa yKa3biBaeTcs VIHTepHeT.

CnoXnBLIascs cuTyauus Bbl3biBaeT 0OECMNOKOEHHOCTb CO CTOPOHbI
PaboTHUKOB TeNeBU3NOHHbIX peaaKLii. MHOre BbiCKa3anuch 3a cosfaHue
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BHYTPVIPEAaKLMOHHbBIX CTaHAAPTOB PaboTsl C TexHonorusmu I v 3akpennexue
npaBun paboTbl C HOBBIMYI TEXHONOMMSIMU HA 3aKOHOAATENbHOM YPOBHE. [TOMUMO
3TOro, 60MbWAA YacTb MHHDOPMAHTOB 06PaTUNa BHUMaHKE Ha HEODBXOANMOCTb
KOHTPONMPOBATh CO3faHHble M MaTepuansl, 4TO Takke OTMeYaeTCs B 3apybex-
HbIx paboTax (Wu, 2024, p. 13).

Byayliee npodeccum BUANTCS y4aCTHUKaM MCCNefoBaHNs BeCbMa ONTUMU-
CTUYHO. IHOPMaHTbl NOAYEPKHYAN, YTO HOBbIE HCTPYMEHTbI CMOTYT aBTOMaTU-
3KpPOBaTh PsAf TEXHNYECKMX 3aAay: 3TO MOMOXET KypHanuncTam yaensts bonblue
BPEMeHV TBOPYECTBY, MOArOTOBKE OPUTMHANBHOIO KOHTEHTa.

BmecTe ¢ TeM NpeacTaBUTENN TeNEeBU3NOHHbIX pefaKumnin B C1uny Hefo-
CTaTOYHO YETKOro NPeAcTaBaAeHMs O BO3MOXKHbIX MOCAEACTBUSAX OT BHEAPEHUS
HOBbIX TEXHOMOM M B 11X PaboTy 0603HAYMAN BO3MOXKHbIE MPOBIEMHbIE MOMEHTbI:
yBeMYeHMe Ycna HOBOCTHbBIX MaTepmanoB, cofepallnx HempoBepeHHble
(haKTbl; CHUDKEHME KpeaTUBHOW COCTaBASIOWEN NPU MOATOTOBKE TeNeBU3UOH-
HOroO KOHTEHTa; MOBbILEHWE YPOBHS CTPECCa XXYPHaNUCTOB, CBsI3aHHOE C yBe-
nnyeHnem Temna paboTel. OAHaKo B LeNoM BHeapeHue M/ Bbi3biBaeT, cKopee,
NONOXNTENbHbIE KOHHOTALMMN.
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«HayKa TenesnaeHva» NponyLieHo HadBaHune xxypHana. Cnefyer 4nuTaTh:

Anmasosa 0.B., byxanenkosa [.A., YnumHuHa E.A. Meanaumns unbpoBoin
AKTMBHOCTM NEPBOKIACCHUKOB: TONBKO IV POAUTENV UTPAIOT BaXKHYIO PONb?
Hayka TeneBunaenus. 2025. 21 (1). C. 175-231. DOI: 10.30628/1994-9529-2025-
21.1-175-231. EDN: UEHVWQ

« Inthe "Ons uMTnposaHus” ["For citation"] section on page 177 of The Art
and Science of Television, Volume 21, Issue 1, the journal title is missing. The
correct citation should read as follows:

AnmasoBa 0.B., byxanenkosa [.A., YuunHuHa E.A. Meanaumns unbpoBoi
AKTUBHOCTM NEPBOKNACCHMKOB: TOMBKO I POANTENN UTPAKOT BaXKHYHO POSb?
Hayka Tenesnaenus. 2025. 21 (1). C. 175-231. DOI: 10.30628/1994-9529-2025-
21.1-175-231. EDN: UEHVWQ
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