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The pragmasemantics

of the abduction narrative in cinema:
Subjectivity and apophatic semiosis
from silent adventure film to the
present”

Abstract. Soviet silent cinema was an era of spectacular experimentation,
burlesque, and grotesque, where the adventure genre intersected with
revolutionary rhetoric, satire, and critiques of capitalism. The theme of
abduction—of people, ideas, and property—appears more frequently
than one might assume, particularly within genres like agitprop
adventure, crime drama, and satirical dystopia. This study addresses two
interconnected objectives. The first is to identify, as comprehensively
as possible, the specific ways in which cinematic texts contribute to the
Published by construction of a semantic worldview. The second is to systematize these
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forms and reveal the semiotic foundations of their operation. Crucially,
this inquiry is grounded not in abstract theory, but in the analysis of
specific film material.

The corpus for this analysis comprises a selection of 37 Soviet silent
adventure films (primarily from the 1920s) that feature abduction, either
explicitly or allegorically, alongside over 20 contemporary sound films.
Focusing the analysis on the theme of abduction—defined as the seizure
of something significant, the ensuing struggle for its return, and its ultimate
reclamation—facilitates the second objective.

The methodological framework is a pragmasemantic approach, which
allows for the precise specification of meaning-making contexts within the
layered interplay of value-regulatory systems that constitute socio-cultural
practices. This is done with a focus on the role of subjectivity as a universal
interface that combines and shifts these contexts of meaning.

An abduction creates precisely this kind of dynamic. Consequently, the
cinematic narrative of abduction provides an exceptionally rich and
productive material for clarifying the pragmasemantics of apophatic
semiosis and the role of subjectivity within it.

Keywords: apophatic semiosis, cinematic text, narration, abduction,
pragmasemantics
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TyneumnHckmi /1. MparMaceMaHTiKa KUHOTeKCTa noxmniieHns: CyobexT-
HOCTb 1 anodaTnyecKnin CEMUO3NC OT HEMOTO aBaHTIOPHOMO KUHO
[l0 cCOBpeMeHHOCTH // Hayka Tenesupaenws. 2025. 21 (3). C. 15-42. DOI:
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[TparMacemMaHTVKa KMHOTEKCTa
noxuleHna: CyobekTHOCTb

M anopaTnyeckmin CeMmo3snc
OT HEMOTO aBaHTHOPHOIO KMHO
[0 COBPEMEHHOCTY

AHHOTaUMs. HeMoe COBETCKOE KMHO — BPeMS 3PeNLLHbIX IKCNeprMeH-
TOB, OypfiecKka 1 rpoTecka, B KOTOPOW aBaHTIOPHbIN XaHp nepeceKancs
C PEBONIOLIMOHHOM PUTOPUKONA, CAaTUPOIA 1 KPUTUKOW KanuTanmsma. Tema
NOXMLLeHUS — NtOfeN, nael, COBCTBEHHOCTM — BCTPeYaeTcs Yalle, Yem
KaXeTCsl, 0CODEHHO B XaHpax arnTNpUKIIOYEHNS, KPUMUHANBHOW Apambl,
caTVpUYeCcKor aHTUyToNuKn. PaboTa COAEPXMT NOMBITKY peleHns AByX
B3aMMOCBs3aHHbIX 33[a4: N0 BO3MOXHOCTU, Hanbonee 06beMHO BbISBUTH
KOHKpEeTHble (POPMbl y4aCTUA KMHOTEKCTA B BbICTPaVBaHWUM CMbICIOBOM
KapTVHbl MMPa 1 CUCTEMATU3MPOBATb 3TN POPMbI, PACKPbLIB CEMUOTUYE-
CKMe OCHOBaHMA 1x AeNCTBUS. pK 3TOM peLleHe 3Aech A0MKHO HOCUTb
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He OTBNEYEHHO abCTPaKTHbIN XapaKTep, a ONMpPaTbCs Ha KOHKPETHbIe Xya0-
YECTBEHHble apTedaKTbl.

MaTepuanom fins Takoro paccCMoTpeHus sBnseTcs nofbopka 37 coseT-
CKMX HEMbIX (CHATbIX B OCHOBHOM B 1920-€ rofibl) aBaHTIOPHbIX GUIbMOB,
B KOTOPbIX IBHO MM aNneropuyeckut NprucyTCTBYIOT MNOXMILLEHNS, @ TakkKe
cBbie 20 COBPeMEHHbIX 3BYKOBbIX GUNbMOB. DOKYCYPOBKA aHaNNTUKN
Ha Teme NOXMLLEeHWs, KaK N3bATUS, TULEHUS Yero-To 3Ha4MMOro 1 LieH-
Horo, 6opbbbl 33 HEro, 3a ero BO3BpaT ¥ BOMMOLIEHNe 0bneryaeT pelieHne
BTOPOW YKa3aHHOK 3aaayu.

[ln5 3TOro Mcnonb3yeTcs nparMaceMaHTUYeCcKin MOAXO, MO3BONSIOLIMI
KOHKPETM3MPOBaTb KOHTEKCTbI CMbICI006pa30BaHus B Kackaae HTepden-
COB LIEHHOCTHO-PEryNaTUBHbIX CUCTEM COLMANbHO-KYNBTYPHbIX MPaKTUK
C Y4E€TOM PO/K CYOBEKTHOCTM B Ka4eCTBE YHMBEpPCanbHOro nHTepdelica,
NO3BOASIOLIErO COBMELATh M MEHSATb KOHTEKCTbI CMbICI006pa30BaHus.

IMEHHO Takas CUTYyauna npuv NOXMWEHWM 1 Co30aeTcCA. |_|03TOMy KNHOTEKCT
Happaunn NoXnueHns npeacraBnaeT NCKAKYNTE/TbHO ygaquHZ n copep-
aTenbHbIn MaTtepunan and yTo4HeHns nparMaceMaHTnKn aI'IOd)aTI/IL{eCKOI'O
CemMmnosnca n ponn Cy6'beKTHOCTM.

KntoueBble cnoBa: anodatyeckmnii CeM1O3UC, KUHOTEKCT, HapaL s, MOXu-
LleH e, NparMaceMaHT1Ka

BnaropgapHocTu. iccnefoBaHme BbINONHEHO NPY NOALEPXKKe rpaHTa PHD
AN5 Manblx Hay4HbIx rpynn N 24-28-01484 «AHTpONoNorn4ecKkmne naeansi
B NPUK/IOHeHYeCKMX GunbMax oTeHeCTBEHHOrO HEMOTO KiHemaTorpada
1910-1920 rofjoB».

PRELIMINARY CONSIDERATIONS

In our time, at all levels of social life, there is an acute demand for identifying
practices that consolidate society not only, and not so much, in the face of danger,
but on a positive, constructive basis. In this regard, discussions about socio-
cultural engineering, “architects,” and “engineers of meaning” are not accidental.
Thisimplies the need to identify specific processes of meaning-generation and the
possibilities for influencing them.

The formation of meaning within culture is driven by semiosis—the process
of turning cultural phenomena into texts (Lotman, 1992, pp. 25-33, 129-132)—with
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narration serving as a key mechanism for generating a worldview and shaping
self-consciousness, or subjectivity (Boyd, 2010; Ryan, 2015; Tulchinskii, 2023b,
p. 15-42). In this process, the cinematic text plays a significant part, actively
contributing to the formation of historical memory, visions of the future, and the
identities that characterize modern mass society.

This work addresses two interrelated tasks. First, to identify, as
comprehensively as possible, the specific forms of the cinematic text’s
participation in building the semantic picture of the world. Second, to systematize
these forms and reveal the semiotic foundations of their operation. The solution
to these tasks should not be abstract but must rely on specific cinematic material.

To solve the first task, it is useful to examine how these forms developed
by looking at the origins of cinema itself: the pre-sound (silent) film era. Even
at this early stage, the potential of the new art form was recognized: cinema
could profoundly shape the consciousness of the emerging mass society by
providing typical reference points for understanding the world, while at the same
time playing a significant role in the socio-cultural economy. This was especially
important during the formation of the young Soviet state. Following its victory
in the Civil War, the Soviet government needed to forge a unifying worldview for
the vast and diverse population, one that would reinterpret the past and chart
a course for a shared future. It is no coincidence that Lenin’s famous remark to
Anatoly Lunacharsky—“Of all the arts, the cinema is the most important for us;
made while discussing the economic state of the arts—is so often cited to highlight
film’s propaganda value. Notably, he was referring specifically to silent cinema.

)

Within this context, the adventure genre is of particular interest, as it has
always played—and still plays—a dominant role in cinema as a mass society
entertainment industry. There are solid reasons for this. First, adventure films
have consistently proven to be highly attractive to audiences (thanks to their
content) and commercially successful. Second, the genre blends easily with
others—like comedy, tragedy, detective stories, and melodrama—especially
through adaptations, giving filmmakers a wealth of literary material to draw
from (Salnikova, 2023; Salnikova, 2024). Third, its dynamic style is perfectly suited
for vividly portraying specific character types, their motivations, and how those
motivations drive their actions.

Previous research has detailed the role of Soviet adventure silent cinema
in forming and promoting the anthropological ideal of the “New Soviet person”
(Tulchinskii, 2024). This study continues that analysis by further exploring
manifestations of this anthropological Soviet ideal, focusing on abduction as the
seizure or deprivation of something significant and valuable, the struggle to get
it back, and its eventual recovery or embodiment. Abduction is a timeless and
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powerful motif in cultural narratives. The rescue of abducted girls, brides, or wives,
as well as the punishment of snatchers is a classic plot driver for the adventures
of their husbands, fathers, and lovers—a staple not just in world cinema, but also
in folklore and fairy tales. Similarly appealing are stories about young people who
are abducted, spend years in captivity, and then seek revenge upon their release,
altering not only their own lives—like in The Count of Monte Cristo or Oldboy. This
is without even mentioning the genre’s centrality to detective and crime stories.
By focusing on the theme of abduction, this analysis also helps to accomplish the
second task outlined earlier.

To analyze how cinematic texts generate meanings, this study develops
a pragmasemantic approach, incorporating deep semiotics (Zolyan & Tulchinskii,
2024; Zolyan et al., 2024). This framework helps pinpoint the specific contexts
where meaning is formed, particularly at the intersection of various social and
cultural value systems. A key element here is subjectivity, which acts as a universal
interface that allows different contexts of meaning to be combined and shifted.

This capacity of subjectivity stems from its semiotic nature as a form of
reflective self-description—one that is inherently contradictory, incomplete, and
open to change. This quality of subjectivity stems from its semiotic nature as
a form of reflective self-description—one that is contradictory and incomplete,
open to additions and changes through the process of apophatic semiosis.
Apophatic semiosis is concerned with the role of voids and gaps in the creation of
meaning (for context, see Neoplatonism, Leonardo da Vinci; the early 20th-century
Orthodox Imiaslavie movement, Sergei N. Bulgakov, Aleksei F. Losev, Pavel A.
Florensky, Vasily V. Nalimov, Alain Badiou, Mikhail N. Epstein, Stanislav V. Shuripa)
(Tulchinskii, 2023a). From this perspective, subjectivity (a purely semiotic
construct) serves as the operationalization of the transcendental subject. It is
akin to the blind spot in the eye: though itself unperceivable, it enables the very
possibility of perception. Similarly, subjectivity (a “strange loop,” as described
by Douglas Hofstadter (2022)), while not a physical entity, enables the creation
of meaning through its intentionality—a focus that highlights the thingness of
comprehension against the semantic uncertainty, a “semantic vacuum” (Nalimov,
2011). The situation of abduction creates precisely this kind of semantic vacuum.
Furthermore, cinematic narratives about abduction provide exceptionally rich
material for exploring the pragmasemantics of apophatic semiosis. Any narrative
is built on a set of circumstances: spatial (the setting), temporal (the sequence of
events), causal (cause-and-effect), and mental (involving conscious individuals)
(Ryan, 2015). In an abduction narrative, every one of these elements is brought
into sharp and vivid relief.
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ABDUCTION IN THE ADVENTURE SILENT CINEMA OF THE 1920S

At first glance, the theme of abduction—of people, ideas, or property—
seems uncommon in the films of this period. There are few Soviet silent films
that focus explicitly on kidnappings. However, abductions appear much more
frequently than it seems, especially in genres like agit-adventure, crime drama,
satire, and even science fiction. In one way or another, explicitly or allegorically,
abductions are present in almost the entire spectrum of adventure films from
this era. We can therefore state that silent cinema presents a wide palette of
pragmasemantic contexts for abduction.

Within this broad spectrum, abductions feature in films addressing the
history of the Russian Empire and in adaptations of literary classics. For example,
one of the first Russian feature films is Stenka Razin (Russian: CmeHeka PasuH,
also known as Free Men of the VVolga), shot by Vasily Goncharov in 1908 but later
reworked in the USSR. It tells the story of a Cossack rebellion leader for whom
the abduction of government and noble figures served as a form of protest.
Vyacheslav Viskovsky’s 1925 historical-revolutionary drama The Ninth of January
(Russian: Jessmoe sHsapsi, also known as Bloody Sunday), while dedicated
to the events of 1905, contains adventure elements related to the abduction
and persecution of activists. Film adaptations such as Yakov Protazanov’s The
Queen of Spades (Russian: llukosas dama, 1916) and Grigory Kozintsev and
Leonid Trauberg’s The Overcoat (Russian: llluHesns, 1926) raise the question of
the illusory nature of desires in deceived individuals, who are deprived of the
opportunity to realize their aspirations. In the 1928 adaptation of Alexander
Pushkin’s story The Captain’s Daughter (Russian: Kanumaxckas doyka) by
Yuri Tarich, one of the key plot lines is the abduction of Masha Mironova by
rebels. This plays a decisive role in the development and resolution of the
conflict between other characters. And in Fyodor Otsep’s 1928 The Yellow Ticket
((Russian: 3emns e nsieHy, translated as “Land in captivity”), the wife of a retired
soldier, having taken a job in the household of a landowner who has seized
peasant land, becomes not only the wet nurse of the master’s child but also
the master’s concubine.

Films of the 1920s often experimented with elements of abduction. They
were a staple in movies dedicated to the recent history of the Civil War and
pre-revolutionary Russia, where abductions were used in the conflict between
revolutionaries and the tsarist police, the Red Army and the White Guards, and
in class struggles abroad, as seen in the 1928 films The Provocateur (Russian:
lMposokamop) by Viktor Turin, The Moon on the Left (Russian: /lyHa ciesa) by
Alexander Ivanov, and The Seventh Companion (Russian: Cedemol cnymHUK)
by Vladimir Kasyanov (Macheret, 1961).
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In The Marriage of the Bear (Russian: Medaexbs caadbba, 1925)—one of the
most commercially successful films of its time, a mystical drama by Konstantin
Eggert and Vladimir Gardin based on Prosper Mérimée’s novella—the narrative
is built around a story of inheritance, abductions, and murders. In one of the
first Soviet social and domestic crime dramas with adventure elements, Katka’s
Reinette Apples (Russian: Kamoeka—6ymaxHeil paHem, 1926) by Eduard loganson
and Fridrikh Ermler, the story follows a young woman drawn into the criminal
world, featuring motifs of abduction and crimes of greed.

In The Death Ray (Russian: /lys cmepmu) by Lev Kuleshov and Vsevolod
Pudovkin, the action takes place in an unspecified capitalist country and centers
on a “death ray” device exploding gunpowder and fuel mixtures at a distance.
Agents of an enemy intelligence service steal this invention of a Soviet engineer
and use it to suppress a strike in their own country. However, the device, once
seized by the workers, is used to blow up the planes sent against them.

Similar enemy intrigues involving the theft of a gas formula were thwarted
in the 1924 film An Eye for an Eye, a Gas for a Gas (Russian: OKo 3a 0Ko, 2a3 3a 2a3)
by Alexander Litvinov. In Pyotr Chardynin’s 1923 film Innocent Until Proven Guilty
(Russian: He nolimaH—He 8op, also known as Candidate for President and The
President-Thief), the abduction of a large sum of money and an aristocrat’s wife
helps a scoundrel become the country’s president. In The Merchants of Glory
(Russian: Topeosyesl cnasod, also known as The Dead Do Not Return), a 1929 film
by Leonid Obolensky, a soldier declared dead in the First World War is proclaimed
a national hero, and the fact of his death is actively used to fight communism.
However, the hero turns out to have only been shell-shocked and uses his
newfound fame to call for an end to the imperialist war.

Standing somewhat apart from this rather conventional series is Fridrikh
Ermler’s “existential drama” The House in the Snow-Drifts (Russian: [Jom g cyepobax,
1928), based on Yevgeny Zamyatin’s story The Cave. A musician, driven to
desperation over his own helplessness and the perceived uselessness of his art,
steals firewood from the speculator and a parrot from Red Army soldier’s children
to warm and feed his sick wife. He is saved from the shame of exposure and
thoughts of suicide by an invitation to perform at a concert for Red Army soldiers
on leave. Seeing their enthusiastic reaction to his performance, he overcomes
his personal emptiness with the hope of becoming an active participant in the
new life.

As Soviet power consolidated, plots centered on the fight against crime
and theft (both adventurous and otherwise) came to the fore. The lost films by
Grigori Kozintsev and Leonid Trauberg—The Adventures of Oktyabrina (Russian:
MoxoxdeHus OkmsibpuHsl, 1924) and Mishki versus Yudenich (Russian: Muwku
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npomug 0deHu4a, 1925)—contained the maximum possible array of adventure
film tricks for the time, including eccentric forms of fighting theft and using them
against the enemies (Lebedev, 1965). These films exhibit elements of burlesque
and parody of foreign adventure reels, which depicted villainous schemes
involving the abduction of people and important documents. For instance, the
heroine of the 1926 adventure detective Miss Mend (Russian: Mucc Merd) by Boris
Barnet and Fyodor Otsep investigates crimes related to industrial espionage,
kidnapping, and the theft of important inventions. Sergei Yutkevich’s The Black
Sail (Russian: YepHoiti napyc, 1929) tells the story of Komsomol members fighting
against the private speculators stealing fish and ensuring the catch is delivered
to the state. In the romantic story The Girl with the Hatbox (Russian: Jesywka
¢ Kopobkod, 1927) by Boris Barnet, a young match factory worker becomes an
unwitting participant in a scam involving the major theft.

The plot of Alexander Dovzhenko’s The Diplomatic Pouch (Russian: Cymka
ounkypeepa, 1927) is based on the well-known murder of Soviet diplomatic
courier Theodor Nette. British spies steal the Soviet diplomat’s pouch, which is
later retrieved by the sailors of a ship sailing to Leningrad and delivered to the
authorities. The main conflict in the film is the struggle of the brave sailors against
foreign agents attempting to seize the pouch. Along the way, the film exposes the
life and customs of the international colonial fleet, where ship crews consist of
sailors virtually abducted from colonies and forced to participate in the criminal
activities of their masters, including robbery and kidnapping women for tavern
brothels.

In Prisoners of the Sea (Russian: [1neHHuku mMops, also known as Drama on
a Submarine, 1928) by Mikhail Verner, the son of a submariner, who has become
a Red commander, intends to hand his father’s secret papers over to the British.
However, he steals the wrong documents, and after a series of adventures, the
father rescues him at sea. The son later faces a Soviet court. In Aero NT-54 (Russian:
Aspo HT-54, 1925) directed by Nikolai Petrov, the subject is not merely the theft
of others’ ideas but also an ironic take on scientific plagiarism, which remains
relevant today. The theme of patent theft would also persist—like, for example, in
the 1972 television series Engineer Pronchatov (Russian: MiHxeHep [1poH4yamos).

What is stolen can become an acquisition that creates problems for its
new owners, as seen in Alexander Dovzhenko’s Love’s Berries (Russian: Seodka
068y, 1926). At times, the protagonist’s fight against saboteurs provokes in him
a temptation to commit theft himself. Succumbing to this temptation backfires,
damaging his reputation and destroying his previously stable social status, as
seen in Ivan Pyryev’s The Civil Servant (Russian: focydapcmeerHsil YuHosHUK). And
in Yefim Dzigan’s The Court Must Proceed (Russian: Cyd do/mxeH npodosmxamecs,
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1930), the abduction of a woman’s honor by a group of hooligans and their
subsequent trial launch a process that harshly confronts the remnants of the
past in the minds of those around her—including her husband, colleagues, and
lawyer—to establish new views on family, love, and the status of women.

Nikolai Okhlopkov’s 1928 film The Sold Appetite (Russian: lpodaHHsIl
annemum, also known as The Philanthropist) is based on a pamphlet by Paul
Lafargue with a script by Anatoly Marienhof and Nikolai Erdman and whimsically
exposes the monstrous contrasts of bourgeois society. A rich man suffering from
overeating takes possession of the unemployed chauffeur’s stomach, which
digests what the banker eats, creating between them an uncomfortable and
tragically ending interdependence. Today, this theme of physicality abduction
has merged with the theme of doubles as substitutes and evolved into the
abduction of consciousness. For example, Brandon Cronenberg’s Antiviral (2012)
and Possessor (2020) depict practices of taking over another’s consciousness,
including for criminal purposes. In his later film, Infinity Pool (2023), he examines
how the wealthy can evade consequences by having a double executed—an act
that ultimately demoralizes the original and destroys their very sense of self.

Plotlines related to abductions are also traced in political science fiction,
such as in Yakov Protazanov’s Aelita (Russian: Assiuma, 1924). Abduction also
appears in comedic adventure films. Protazanov’s The Tailor from Torzhok (Russian:
3akpoliwyuk us Topxka, 1925) follows the adventures of a winning government
loan bond that passes from one person to another, sometimes through the
characters’ cunning and sometimes by pure chance. Similarly, the farcical
comedies St. Jorgen’s Day, (Russian: lpazoHuk Cesmozo Mopzera, also known
as The Feast of St. Jorgen, 1930), also by Protazanov, and Sergei Komarov’'s The
Doll with Millions (Russian: Kykna ¢ munauoHamu, 1925) revolve around comic
misadventures involving the misappropriation of large sums of money, both
abroad and within the Soviet state.

The theme, however, extended beyond the abduction of property, ideas,
or people. Yuri Zhelyabuzhsky’s The Cigarette Girl from Mosselprom (Russian:
ManupocHuya om Moccenenpoma, 1924)—a satire of bourgeois cinema—depicts an
attractive heroine lured into the film industry, her appealing appearance effectively

“abducted” to be used and transformed into a cinematic product. A more complex,
multi-layered idea of abduction is embedded in the partially preserved 1918 trick
film Shackled by Film (Russian: 3akosaxHas ¢punemodi). Directed by Nikandr Turkin
from a script by Vladimir Mayakovsky (who also starred alongside Lilya Brik), the
film explores the repeated, “multimodal” abduction of physicality, artistic image,
and what we would now call social identity. According to Brik’s description of
the plot (Polyanovskiy, 1940), the story concerns an artist who gains the ability
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to see through people’s transparent bodies, perceiving objects that represent their
essence instead of their hearts. At the same time, he encounters an actress who
is vanishing from the screen and posters of a film titled The Heart of the Screen.
Bored with her life away from cinema, she eventually returns to her cinematic
incarnations with the help of the film’s owner.

Even classic silent films that have little to do with crime or melodramatic
adventures may contain elements of abduction, if sometimes allegorically. For
example, in Sergei Eisenstein’s legendary 1925 film Battleship Potemkin (Russian:
BpoHeHocey ‘Tlomémkur”), the unfolding mutiny is sparked by the sailors’ freedom
and lives being taken away. Similarly, Dziga Vertov’s documentary masterpiece
Man with a Movie Camera (Russian: Yenosek ¢ kuHoannapamom, 1929) allegorically
portrays the “abduction” of reality itself: capturing the world with his camera, he
then reinterprets and reconstructs it through editing.

These films are compelling examples from Soviet silent cinema where
abduction is a significant plot driver and a tool for character development. They
illustrate how early Soviet filmmakers explored this theme across diverse genres—
from social critique to adventure and satire. These films constructed not only
thematic frameworks, guided by the pragma-semantic contexts of meaning-
making, but also the underlying value system—establishing the moral and
behavioral codes within the official Soviet worldview.

APOPHATIC SEMIOSIS AND THE SUBJECTIVITY OF ABDUCTION

While not exhaustive, this overview of abduction in early Soviet cinema
provides a solid foundation for analyzing and systematizing its role in meaning-
making. Across the late 20th century and in the present, the theme has remained
astaple in cinema, with all the classic abduction plots—involving children, women,
bodies, symbols, property, and ideas—persisting in both Russian and international
film.

We can categorize these narratives by several factors: the participants
(abductors, victims, rescuers), their motivations, methods, and outcomes.

The objects of abduction are varied, ranging from people—children, young
girls, women, parents, hostages, important figures, even corpses—to more
abstract concepts like their bodies, identities, lives, or time (both future and past).
Obviously, it also can be physical objects, artifacts (including magical ones), cars,
money, and even storylines and genres.
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The actors—abductors or instigators of the theft—are equally diverse:
gangsters, maniacs (including politicians, scientists, or doctors), con artists,
intelligence agencies, former victims or their accomplices, aliens, ghosts,
authors, you name them. Sometimes the abductor is not a person at all, but an
impersonal force or will that create a new reality, as seen in modern classics like
Karen Shahknazarov’s Zerograd (Russian: lfopod 3epo, 1988) and Harold Ramis’
Groundhog Day (1993).

Motivations for abduction are just as broad, including revenge, ransom,
coercion, exchange of goods or favors, changing someone’s behavior, extracting
information, uncovering a secret, preventing a threat, gaining power, or simply
transforming one’s life or mindset. This motivation can be stated outright or left
for the characters and audience to interpret.

Finally, the outcome of an abduction can be the success or failure of the
abductor’s plan, their eventual punishment, or an unexpected twist that turns the
entire situation on its head.

A crucial distinction must be made: abduction is not the same as robbery,
assault, or murder, even though it may be part of such crimes or crude armed
violence. The key difference is that, unlike these “simple takings” of property
or even life, what is seized in an abduction can potentially be returned. This
possibility of return is the very foundation of the kidnappers’ demands. Abduction
is a long game, an act of long-term strategy requiring complex calculation of
possible consequences. At its core, it is a deliberate tear in the fabric of the Other’s
(or others’) existence—the removal of something vital to them, used as a lever to
force the Other to act in the abductor’s interest.

This creates a classic scenario of apophatic semiosis. A gap or void opens
in the Other’s world, demanding the creation of new meaning—specific actions
or objects—to fill the emptiness imposed by the abductors. Alternatively, the
emptiness may be filled with new possibilities for both the abductors and their
victims. This process of filling the semantic void inherently requires the active
role of subjectivity.

Sometimes, the act of “theft” happens against the abductor’s own will. In
Louis Malle’s Damage (1992), a father effectively steals his son’s lover. Both he
and the young woman are trying to fill a personal void—his from ennui, hers from
trauma—with a destructive passion that ultimately dissolves their subjectivity
and leads to another void. This theme of a consuming force that strips a person of
their agency is also central to films like The Night Porter (1974) directed by Liliana
Cavani and Bernardo Bertolucci’s Last Tango in Paris (1972). In the Soviet context,
numerous pre-revolutionary adaptations of The Queen of Spades or, for instance,
In the Quagmire (Russian: B mpsicuHe, 1927) directed by Ivan Perestiani show
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how a gambling addiction can abduct a person’s socialized self. Notably, such
explorations of self-destructive passion were rare in early Soviet cinema, as they
conflicted with the state’s idealized anthropological project.

With the advent of sound film, a new theme emerged: semantic omissions,
miscommunication, and unspoken truths that themselves generate a chain of
reactive “thefts,” where characters steal from each other as a form of retaliation,
culminating in criminal practices—a dynamic captured in Vera Storozheva’s
Compensation (Russian: Komnercayus, 2010).

Modern cinema has further expanded the concept to explore the
multifaceted abduction of corporeality. In Brandon Cronenberg’s Infinity Pool,
wealthy murderers avoid executions by having their clones killed in their place.
This results in a double abduction—of the clone’s body and the original’s social
self. Similarly, Coralie Fargeat’s The Substance (2024) depicts the show business
industry systematically abducting a woman’s public image, then her humanity,
until her physical body disintegrates. The interplay between pragmasemantics and
meaning-making contexts became a major topic of discussion at the Kinotext-2025
conference, which took place at Saint Petersburg State University on March 27-29,
2025.

Aunique case is Eldar Ryazanov’s Soviet classic, Beware of the Car (Russian:
Bepeaucy asmomobussi, 1966). Here, Yuri Detochkin takes on stealing cars from
corrupt profiteers to restore his own idea of justice, rectifying the social harm
caused by their crimes. His motivations are layered: first, to restore justice; second,
to make the thieves recognize their own guilt; and, hopefully, to reposition them
publicly as the true villains.

Thus, an abduction narrative typically involves (suggests) two core
subjectivities, each with its own meaning-generating context: the abductor, and
the Other from whom something important is taken in order to provoke a certain
reaction.

The situation becomes more complex when the Other themselves, or
someone they value, becomes the abductee—as seen in Misery, Zerograd, and
Groundhog Day. In these scenarios, a third subjectivity emerges: the abductees,
who evolve from passive objects into active participants. Their actions can
radically reshape the entire context and story’s final outcome. The result can range
from the victim’s triumph over their captors, as in The Ransom of Red Chief from
Leonid Gaidai’s Strictly Business (Russian: Jesossle nodu, 1962), or a complete
transcendence of the initial conflict, as occurs in Zerograd and Groundhog Day.
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ErRGO

Ultimately, cinematic abductions offer a rich resource for analyzing the
mechanics of apophatic semiosis and the function of subjectivity within it. These
narratives demonstrate the constructive role of emptiness—including not only
gaps and textual ruptures, but also other manifestations that establish the
distinctions in subject matter essential for interpretation and meaning-making.
As shown above, the analysis of this phenomenon provides a basis for the
representative systematization of pragmasemantic contexts. A key insight is that
these filmic abductions represent an experience of working with an emptiness
thatis deliberately engineered to produce not just difference, but différance in the
Derridean sense—a state of simultaneous difference and perpetual deferral. This
deliberate emptiness makes it clear that the crucial agent of meaning-making—
including the thingness of intentions, interests, reactions, and expectations—is
subjectivity itself, which provides and executes the necessary focus. Therefore,
subjectivity operates not only as a meaning-generating force that acts upon
a “semantic vacuum” but is also responsible for creating that very vacuum.

This leads to a fundamental question: can subjectivity itself—this primary
agent and universal interface of meaning-making—be abducted? Given its non-
physical, void-like essence, as opposed to the bodies, faces, identities, memories,
and social circumstances that merely serve as its vessels, is such a thing possible?
Or, perhaps, is this the ultimate form of abduction? Some of the examples above
suggest that this is indeed the case, pointing toward a pragmasemantics of
a higher order. This, however, opens a field of inquiry for a separate and promising
study that extends beyond the boundaries of this work.
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MPEABAPUTE/IbHBIE COOBPAXEHUS

B Hale BpeMs Ha BCEX YPOBHSAX COLMANBHOM XKNU3HN UCMbITbIBAETCS
OCTPbI 3aNpOC Ha BbIABNEHWE NPaKTVK KOHCONVAALMM COLMYMa He TOMbKO
1 He CTONbKO Nepes NMNLOM OMacHOCTU, CKOMBKO Ha MO3UTUBHOW KOHCTPYKTMB-
HOWM OCHOBe. He clyYaiiHbl B 3TOM MiaHe Pa3roBopbl O COLMaNbHO-KyAETYPHOM
NHXVHVPUHTE, «<apXMTEKTOPax» 1 «MHKeHepax CMbliCna». 3To npegnonaraet
BbISIBNEHWE KOHKPETHbIX MPOLECCOB CMbICIOMOPOXAEHWS, BOIMOXHOCTH BAM-
ATb Ha 3TOT Npouecc.

MexaHu3M cMblcnoobpa3oBaHus B KynbType 0byCNOBNEH CEMMO3NCOM
(TekcTyanuzaumen sBneHui kynsTypsl) (/loTMaH, 1992, ¢. 25-33, 129-132), BKto-
4as Happauwio Kak K1o4eBoit (hakTop MOPOXKAEHMS CMbICIOBOM KapTUHbI M1Pa
1 HOpMUPOBaHMA CaMOCO3HaHKs (cybbekTHoCTH) (Boyd, 2010; Ryan, 2015;
Tulchinskii, 2023b, p. 15-42). Mpun 3TOM B BbICTPavBaHWUM CMbICNIOBOW KapTUHbI
MUPa, ee AVHaMIKe HeManoBaXHYo pOfib UrPaeT KNHOTEKCT, aKTUBHO y4acTBy-
oM B GOPMUPOBAHUM MCTOPUYECKO NamaTu, obpasa byayLlero, KynsTypbl
COBPEMEHHOI0 MacCOBOrO 0OLLEeCTBa, COOTBETCTBYIOWMX UAEHTUYHOCTEN.

B ,D,aHHOIZ pa6OT€ pewaroTcs ABe B3aMMOCBA3aHHbIe 3aa41. Bo—rlep—
BblX, H€O6XO£I,I/IMO BblABUTb, MO BO3MOXHOCTKN Hanbonee O6'b€MHO, KOHKpEeT-
Hble CbOprI y4aCTnda KNHOTEKCTa B BbICTPaBaHNK CMbIC/I0BOM KapTWHbI M1Pa;
BO-BTOPbIX, CNCTEMATU3INPOBATL 3TN CbOprI N PaCKpPbITb CEMNOTUHECKME OCHO-
BaHWA NX LI,GIZCTBMFL |_||DM 3TOM peweHne 3TnX 3afdaq AO/MKHO HOCUTb He OTBJ1e-
YEeHHO a6CTpaKTHbII7I XapakKTtep, a onnMpaTbCd Ha KOHerTHbIIZ KMHOMaTtepwar.

[ins pewerns nepBoii 3afa4n LLenecoobpasHo pacCMOTPETh CTaHOBEHME
Takux hopM, 06PaTHTLCS K MCTOKaM CTaHOB/EHNMS KMHeMaTorpada, a UMeHHO —
K [J03BYKOBOMY KMHO. Ellle Ha 3TON CTagnu Obinv 0CO3HaHbl BO3MOXHOCTH
HOBOTO BUW/a MCKYCCTBA, OAHOBPEMEHHO OKa3blBaloLLEro CyliecTBeHHoe BIus-
HVe Ha GOPMMPOBaHME CO3HAHWS YIEHOB HAPOX/AABLIErocsi MaccoBoro obLie-
CTBa, Npegnaras TMnosble hopmaThl OPUEHTUPOB A1 TAKOTO CO3HAHWS, 1 Urpa-
IOLLErO HETPUBHMANBHYIO POJIb B IKOHOMIKE COLMaNbHO-KYNETYPHON cdhepbl. Tem
6onee 370 HbIN0 BAXKHO B MEPUO/, CTAHOB/EHWS HOBOTO COBETCKOrO rocyjapcTaa.
3aBepLlieHwe rpaxaaHCKo BOMHbI N0beaol COBETCKOW BNacTV Npeanonarano
BbIPAOOTKY CMbIC/IOBOW KapTWHbI M1Pa, KOHCOMMAVPYOLLel HaceneHune orpom-
HOW pa3HOYKNafHO CTPaHbl, NepeoCMbIC/ieHne MPOLOro, ONpefeneHe opuen-
TUPOB B CO3AaHMM 00LLErO HOBOTO OyayLiero. B 3To CBA3M HeCMpoCTa V3BeCTHas
(bpasa JIeHnHa «...13 BCeX UCKYCCTB /15 HAC BAXHENLWMM SBASETCS KMHO», CKa-
3aHHas JleHnHbIM B Oecefie C nepBbIM HapKOMOM npocBelerys A.B. JlyHayap-
CKMM MU 00CYXAEHNM IKOHOMUNYECKOTO MONOKEHVS UCKYCCTB, 0ObIYHO NMPUBO-
AWTCS B KOHTEKCTE MPOMaraHAnMCTCKOro 3HaYeHns KrHematorpada. M peys Toraa
Wwna UMeHHO O HEMOM KMHO.
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Mpr 3TOM OCOBbIN MHTEPEC BbI3bIBAET aBaHTIOPHO-MPUKIIOYEHYECKINI XKaHP,
KOTOPbIA Urpan 1 fo CKX NOP UrpaeT AOMVHUPYIOLLYIO PONb B KMHeMaTorpade
KaK MHAYCTPUM pa3BneyeHnin MacCoBOro obLecTBa. /1 3TOMy MMEtOTCS BECKME
NPUYMHBIL. Bo-NepBbIX, MPUKMIOYEHYECKMI KaHp Urpan v UrpaeT AOMUHUPYIOLLYHO
ponb B 0becneyeHnn NpurBReKaTenbHOCTM KOHTEHTa M YCMeWHOCTU KMHOMPO-
KaTa — KaK NpVBeKaTeNbHOCTH s 3pUTenel, Tak 1 B Ka4yecTBe KOMMEPYECKOTo
pe3ynsraTa. Bo-BTOPbIX, aBaHTIOPbI, MPUKIOYEHWS Erko CONeTaloTCs C KOMeaviei
1 Tpareameit, eTeKTMBOM 1 MenoapamMol C MOMOLLbIO 3KPaHN3aLMI — MOXHO
0b6pallaTbCs K WMPOKOMY NuTepaTypHoMy MaTepuany (CanbHnkoBsa, 2023; Canb-
HWKOBA, 2024). 1 B 3TOIN CBSA3M, B-TPETbUX, STOT XaHp, B CUNY CBOEW CTUANCTUKM,
NO3BOMSET SPKO U AVHAMUYHO NPEACTaBUTb ONPeAeneHHbIe NMYHOCTHbIE TUMaXKK,
MX MOTMBaLMK, NPOSIBNEHME 3TON MOTMBALMN B NOCTYMKax.

PaHee bblfa NoAPOHHO PACcCMOTPEHE POSb OTEYECTBEHHOrO aBaHTHOP-
HO-MPUK/IOYEHYECKOTO HEMOTO KMHO B (hOPMUPOBAHWMN 1 TPAHCAMPOBAHNN
aHTPONOMOrMYECKOro 1aeana HoOBOrO COBETCKOTO Yenoeka (TynbyYrHCKIM, 2024).
[arHas paboTa Npoao/mKaeT Takyto aHaNUTUKY B NaHe AanbHENWEero ocMbIce-
HYSI NPOSIBEHWIA aHTPOMONOMMYECKOro 1aeana COBETCKOro Yenosexa, hoKycu-
PYSICb Ha TeMe NMOXMLIEHWS KaK U3BATUS, INLLEHNS YEro-TO 3HaYMMOrO Vi LIEHHOTO,
60pbObI 33 HEro, 3a ero BO3BpaT W BonolleHve. NoxvileHne — HeTprBManbHas
1 B TOKe Bpemst Be4Hasi Tema B HappaTmnBax KyasTypbl. Tak, MOXMLLEHNS AEBYLLEK,
HEBECT, XeH, NMOWCKM 1 CNaceHne KOTOPbIX 1 HaKasaHe BUHOBHbIX CTAHOBSITCS
NPUKNOYEHNSMI MY)>Kel, OTUOB, BO3MOONEHHbIX — BOODLLE CKBO3Has Tema
MVPOBOro KnHemaTorpada v He ToNbKo. oCTaToYHO BCMNOMHUTL hONbKIOP,
NNTEpaTYPHbIE CKa3KK. Mnn TeMa noxuLieHns Monoabix Atoaei, nposeneHe
MU MHOTVIX N1ET B 3aTOYEHUM, YTOObI NOC/IE OCBOBOMALHNSA OTOMCTUTD, CO3/aB
HOBYIO CUTYaLMIO HE TOIbKO B CBOEV KIU3HW — Bpofe rpada MoHTe-KpucTo nnn
rnaBHoro nepcoHaxa «0nabos». He roBopst yxe 0 AeTeKTUBAaX U KPUMMHANbHbIX
ncropuisix. Kpome Toro, hoKycrpoBKa aHanmnsa Ha Teme noxuileHuns obneryaet
pelleHe BTOPO OTMEYEHHOM Bbille 3aa4u.

B kavyecTBe ocHOBbI 0606 LIatoWeln aHanuTUKN MeXaHN3MOB CMbIC/IOMO-
POXAEHMA NOCPEACTBOM KVHOTEKCTa NpefiaraeTcsd pasBuThe nprumMeHeHns
nparMacemMaHTUYeCcKoro Noaxofa, BKAYas rybokyto ceMUoTuKy (3015H, Tynb-
YUHCKWIA, 2024; 3015H, TyNb4YMHCKNIA, HepHsiBckast, 2024), NO3BONAIOLIETO KOH-
KPeTU3MPOBaThb KOHTEKCTbI CMbICNI00OPa30BaHs B KacKae MHTepdencoB LeH-
HOCTHO-PErynaTUBHbIX CUCTEM COLMANBHO-KYETYPHbIX MPAKTUK C y4eTOM POn
CyOBEKTHOCTY B Ka4eCTBe yHMBEePCanbHOro MHTepderica, NO3BONSIOLLEr0 COBME-
WaTh M MEHSATb KOHTEKCTbI CMbICI006Pa30BaHMs.

Takoe Ka4ecTBo Cy6‘beKTHOCTI/I O6yCﬂOBﬂ€HO ee CEMUOTUYECKOM I'Ipl/lpO,CI,OIZ
KaK pedDﬂeKCl/lBHOI'O CaMOOMMcaHna — NMPOTUBOPEYMNBOTO 1 HEMOTHOTO, OTKPLITOTO
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OOMOMHEHNSM N U3MEHEHWSAM 3a CHeT peanu3aumny anodaTnyeckoro cemmosyica.
TaKoBOW CBSA3aH C PONbIO MYCTOT, MPOHEN0B CMbICN006PA30BaHMs (CM. HeonnaTo-
HW3M, /leoHapao Aa BUHYM; Takoke Cp. C naesiMi NPaBOCaBHbIX MMSCIABUEB Havana
XX Beka, Kak n C.H. bynrakosa, A.®. /locesa, [1.A. dnopeHckoro, B.B. Hannmosa,
A. Bagpto, M.H. 3nwTeiHa, C.B. Lypunbl) (TynsumHckmia, 2023a). C 3TV No3uLmnii
CyOBEKTHOCTH (Cyrybo cemmoTrHeckoe 0bpasoBaHyie) BbICTYNaeT onepaLyoHani3a-
Lyen TpaHcLeHaeHTansHoro cybbekTa. OHa NofobHo cnenomy NaTHY B rasy, KoTo-
poe, byayym camo no cebe HeBMANMbIM, 0becneynBaeT BO3MOXHOCTb 3peHns. Tak
1 CyObEKTHOCTb («cTpaHHas netns» [1. XodwTraarepa) (XodwTanep, 2022), He cTaHo-
BSICb (DM3MYECKOW CYLLHOCTbIO, 06eCnevBaeT CMbICI00bpa30BaHMe 3a CHET CBOEMN
MHTEHUMOHANbHOCTY — (OKYCVPOBKM, BbIAENSIOLLEN MPEAMETHOCTb OCMbICTIEH NS
B CEMaHTNYECKOW HEONPeaeNneHHOCTH, «CeMaHTUYeCcKoM Bakyyme» (Hannmos, 2011).
A VIMEHHO TaKas CUTyaUus 1 CO3AaEeTCs NPy NOXMLLEHWN. Bonee Toro, IMeHHO KUHO-
TEKCT HappaLyMm NOXMLLEHWS NPeACTaBASET UCKIYUTENBHO YAAYHbIN 1 cofepxa-
Te/bHbIV MaTepyian Ans yTOYHeH s nparMaceMaHTK1 anodaTuyeckoro cemmosimca.
lobol HappaTyB ONMPAETCS Ha Ps 0OCTOATENbCTB: MPOCTPAHCTBEHHOE — MECTO
OMNMCbIBAEMbIX CODBITUI; BpeMeHHOe — MOCNeA0BaTeNbHOCTL COBLITUIA; (hopManb-
Hoe (MPUYNHHO-CNEACTBEHHbIE CBSA3W) U MEHTanbHOe — B HEM (UIypUpYIOT Hase-
NeHHble co3HaHneM nHavBKnasl (Ryan, 2015). B cnydae KMHOHappaLmy NoxuLLeHns
Kbl 3NEMEHT 3TOrO KOMMIEKca 0bpeTaeT OCTPOE BblpaXeHVe 1 HarsAHOCTb.

MOXULWEHWE B HEMOM ABAHTIOPHO-MPUK/HOYEHYECKOM
KWHEMATOIPA®E 1920-X

Ha nepBbIl B34/, TeMa NOXMLEHUS — Ntoaer, uaen, CobCTBEHHOCTN —
He CBOMCTBEHHa KMHOMMUAbMaM TOro Nepunoaa; KOHKPeTHbIX hrnabMoB, cho-
KYCVPOBAHHbIX IMEHHO Ha MOXULLEHNSX, B HEMOM COBETCKOM KUHO [0BOSIBHO
Mano. MoxvLeHWs, OfiHaKo, BCTPEYatoTCs ropasfo Yalle, Hem KaeTcst, 0C06eHHO
B TaKUX KaHpax, Kak aruTnpyKIoYeHns, KpUMHanbHas Apama, catmpa v T. f.,
BNAOTb A0 DaHTACTUKK. Tak UK MHaYe, HO NPaKTUYeCKn BO BCeM MHOroobpasun
ABAHTIOPHBIX (DUNBMOB B HUX SBHO WM anneropuyecku NpucyTCTBYIOT NOXMLLE-
HUS. [03TOMY MOXHO YTBEPX/AATh, YTO B HEMOM KMHO NpefcTaBieHa WypoKas
nanuTpa nparMacemMaHTUYecknx KOHTEKCTOB MOXMLIEHWS.

B 3TOM WWpOKOM cneKkTpe hurypupyoT NoxmnuleHns npu obpatieHnn
K UCTOpUM POCCUMINCKOM MMMepUn, 3KpaHU3aUmMmn NUTepaTypHO KNaccuKn. Tak,
OfVH 13 NEePBbIX POCCUNCKUX XYAOKECTBEHHbBIX GUNbMOB «CTEHbKA PasuHy,
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CHATbIV Bacunuem foHYapoBbiM elle B 1908 rofay, HO nepepaboTaHHbiin B CCCP,
pacckasbiBaeT O nAepe BOCCTaHMS Ka3akoB, B KOTOPOM MOXULIEHNS NpeacTaBu-
Tenel BNACTW v 3HATV BICTYMNAOT YacTbo MPOTECTa. VICTOPUKO-PEBOMOLVIOHHAS
apama «/leBatoe sHBaps» (<KpoBaBoe BocKpeceHbe» BayecnaBa BMCKOBCKOro
(1925)), xoTa 1 nocesieHa cobbiTvaM 1905-r0, COAEPKNT 3NEMEHTbI aBaHTHOPbI,
CBSI3aHHbIE C MOXMUWEHUSAMM U NpecnefoBaHNUSIMIN aKTUBUCTOB. JKpaHMU3aLmm
AkoBoMm MpoTa3aHoBbIM «[T1MKoBOW AaMbl» (1916), Mpuroprem KosmHUeBbIM 1 /leo-
Huaom Tpaybeprom «lnHenw» (1926) nogHWMatOT BONpPoC 06 UAN30pHOCTM
KenaHwi 0bMaHyThIX Ntoaew, NMIWEHHbIX BO3MOXHOCTY peanm3aumnm Ux YasHni.
B skpaHn3aumm HOpuem Tapuyem noectur A.C. NywKnHa «KannTtaHckas goyka»
(1928) 0AHON U3 KNHOYEBbIX CIOXKETHBIX TMHNIA ABNSETCS NOXMLIEHNE BYHTOBLLW-
KaMun Mapuu MypoHoBol. OHO UrpaeT onpeaenstoLLyto Po/b B pa3BuTmM 1 pas-
pelleHn KOHMAVKTa MeXay ApyrumMu nepcoHaxamu. A B punbme depopa Ouena
«3emns B NIeHy» XeHa 0TCTaBHOTro ConaaTa, Noias Ha cnyxby B LOM MOMELLMKa,
MPVICBOMBLIETO KPECTbAHCKYIO 3eM1t0, CTAHOBUTCSA He TONbKO KOpMUAnLei
rOCMOACKOro pebeHKa, Ho U HanoxXHWLerh bapuHa.

B durnbmax 1920-x 4aCTo 3KCNEPUMEHTMPOBANN C 3NeMEeHTaMu NMOXMLLEHWN.
Be3 HMX He 06XoAMANCh KUHOMUABMbI, TOCBSLLEHHbIE HEAABHEN NCTOPUM [PaK-
AAHCKOW BOWHbI, NPeapeBONOUMOHHON Poccuu, rae NoxuieHus cnonb3yoTes
B MPOTVBOCTOSHUM PEBOMIOLUMOHEPOB U LLapCKo noanumm, KpacHon apmmum
1 benoreapaenLes, knaccoso bopsbe 3a pybexom, Kak B hmnbmax 1928 roaa
«MpoBokaTop» BukTopa TypuHa, «/lyHa cnesa» Anexkcanapa MieaHosa, «<CebMoii
cnyTHUK» Bnagnmmnpa KacbsiHoBa (MadepeT, 1961).

B «MepaBexbeit cBagbbe» (1925), oHOM 13 Hanboee KOMMepPYeCKU ycrnelu-
HbIX PUIBMOB TOrO BpeMeHN — MUCTUYecKol ApaMe KoHCTaHTUHa JrrepTa
1 Bnagvmmnpa MapanHa no MoTvBaM noeecTu Mepurme, B OCHOBE HappaTuBa —
NCTOPUS O HaCNeACTBe, MOXMLIEHWSX 1 YOMNCTBaX. B OAHOM 13 NEPBbIX OMbITOB
COBETCKOM COUManbHO-ObITOBOM KPUMUHANbHOW ApaMbl C aBaHTIOPHbIMU 3/1e-
MeHTamu «KaTbKa — BymaxHbIi PaHeT» (1926) dayapaa MoraHcoHa n ®puapuxa
dpMAepa paccKasblBaeTCsl UCTOPWS AEBYWKM, BTSIHYTOW B NPECTYMHbIV MUP, rae
€CTb MOTVBbI MOXMLIEHWI 1 KOPBICTHBIX MPECTYNAeHIA.

B «/lyye cmepTu» /lbBa Kynewosa v BceBonoga lNygoBkuHa Aeinctsere
MPOVCXOANT YIXKE B OHOM 13 KanUTannCTUYECKUX CTPaH 1 COCPefoTO4MBaETCS
BOKPYT «/ly4a CMePTU» — annapara, B3pbIBatoLEro roptoyvie CMech Ha pacctos-
HVW. AreHTbl BPaXXeCKOW pa3BeAKY BbIKPablBatOT 3TO M30OpeTeHe COBETCKOTO
NHXeHepa, CNOoNb3ys ero AN NofasneHns 3abacToBKM B Ux CTpaHe. Ho 3axBa-
4eHHbI pabo4rMM annapaT B3pbIBAET CaMOETbI, TOCAAHHbIE MPOTUB PaboyyiX.

MofobHbIe e BpaxkecKre NPOUCKK C xulleHvieM GopMynbl rasa ooy
copBaHbl B hunbme AnekcaHapa /InterHosa «OKO 3a 0OKO, ras 3a ras» (1924).
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B dunbme 1923 roaa MeTpa YapabiHnHa «He noimaH — He Bop» («KaHanaat
B Npe3unieHTbl», «[1pe3naeHT-Bop») NoXuLLeHne KPYMHOW CyMMbl 1 KeHbl apu-
CTOKpaTa NoMOraeT NPOXOAUMLY CTaTb NPe3nAEeHTOM CTpaHbl. B «Toprosuax
cnaBoi» («<MepTBble He BO3BpallatoTcsa») — dunbme 1929 rona fleoHnaa 060o-
NEeHCKOro 06bsABNEHHbIV NOrMbLWKUM Ha [epBOI MUPOBOW BOHE CONAAT NPOBO3-
rnaulaeTcs HaluyoHanbHbIM repoem, a haxT ero rmben akTMBHO UCMOb3yeTcs
ans 60pbbbl ¢ KOMMYHM3MOM. OAHAKO repoil OKa3bIBAETCS TONbKO KOHTY)KEH-
HbIM 1 MCMOMbB3YET CBOK M3BECTHOCTb [N NMPY3biBa NPeKpaTUTh UMNepuanm-
CTUYECKYHO BOMHY.

HeckonbKo BbINafaeT 13 3TOro 4OCTaTOMHO OPAMHAPHOTO Psifa «3K3UCTEH-
UvansHas apama» «[lom B cyrpobax» (1928) dpuapuxa Ipmnepa, no pacckasy
Esrenvs 3amaTiHa «[letiepar. My3blkaHT B OTHYasiHHOM COCTOSIHMN COBCTBEHHO
6eCcnoMOLLHOCTM 1 HEHY)XXHOCTM ero TBOPYECTBa, YTOObI COrpeTb 1 HAaKOPMUTb
H0MbHYI0 KeHyY, KpafeT y CneKynsHTa poBa, a Yy AeTel KpacHoapMella nonyras.
MepexnTb N030p pa3obnadveHns 1 Mbicnen o caMoybuiicTee emy NnoMoraeT npw-
rnaweHve Ha KOHUEepT A5 NpULeAW X Ha OTAbIX KpacHoapMenues. M, Buas vx
BOCTOPXEHHYIO peaKLMio Ha ero Urpy, OH NpeoaoneBaeT IMYHOCTHYHO OMyCTo-
WEHHOCTb HaeXAoV CTaTb aKTUBHbIM Y4aCTHUKOM HOBOM XW3HW.

o Mepe yKpenneHuns COBETCKOM BAACTX Ha NEPBbIV NaaH CTanu BbiXo-
ONTb CIOXKETbI 6OPbObI (aBAHTIOPHOM 1 HE OYEeHb) C MPECTYNHOCTLIO W XULLEHN-
AMU. YTpayeHHas neHTa «foxoxaeHns OKTaOpuHbl» (1924), «<MuUwKM NnpoTms
tOneHmya» (1925) Mpuropus KosunHueBa v /leoHuaa Tpaybepra cogepxat MakK-
CMMaNbHO BO3MOXHbI TOrAa Habop TPIOKOB aBaHTIOPHOIO KMHO, BKAOYAs IKC-
LeHTpUYHble dhopmMaTsl 60PbObI C XMUIEHWAMM, UCNONB30BaHMS KX B MPOTUBO-
CTOSIHWK € Bparamu (flebenes, 1965). B 3Tvx bunbMax NposBASIOTCS 3N1EMEHTbI
bypnecka 1 Napoamun Ha 3apybexHble aBaHTIOPHbIE NEeHThI, Fae NPeacTaBeHb
3N104€elCKme 3aMblCbl MOXMLIEHWUA NIOAEN M BaXKHbIX JOKYMEHTOB. TaK, CBS-
3aHHbIE C MPOMbIWAEHHBIM LUMVOHAKEM, MOXULIEHWSMIU BaXHbBIX M306PETEHNIA
1 NtOAEN NPECTYNNEHNs paccaeyeT raBHas reponHs aBaHTIOPHOMO fleTEKTMBA
Bopuca bapHeTta 1 Pepopa Ouyna «Mucc MeHa» (1926). «<HepHblin napyc» (1929)
Cepres FOTKeBMYa pacckasbiBaeT 0 Hopbbe KOMCOMOMbBLEB C XMLLEHUAMM HacT-
HVKaMW-CNeKynsHTaMu ynoBa pbibbl 3a cflady 3TOro yioBa rocyaapcTay. B pomaH-
TU4ecKom nctopum «[leBylika ¢ kopobrol» (1927) bopuca bapHeTa Monofas
paboTHUUa cnryeyYHo habpuKm OKasbiBaeTCs HEBObHOM y4acTHULeH adepsbl
BOKPYT MNOXMUIEHMS KPYMHOW CYMMbI IEHET.

CopepaHvie punbma Anexcangpa [osxerko «Cymka aunkypsepa» (1927)
NOCTPOEH Ha M3BECTHOM YbUIACTBE 3a PybeXKOM COBETCKOrO AMnaomaTnye-
CKoro Kypbepa Teopopa HeTtTe. Ero cymKy, MOXMLIEHHYIO aHTMIACKVMY WMKO-
Hamu, OTOMPaloT MOPSKM KOPabNs 1 AOCTABASIOT OpPraHam B1acTu B /leHUHrpag.
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A OCHOBHas KONNN3US NEHTbl — Hopbba CNABHbBIX MOPSIKOB C MHOCTPEHHbIMY
areHTamu, NbiTatoWMMKUCS 3aBNafeTb CyMKON. MonyTHo B hunbme paszobnada-
t0TCs ObIT 1 HPaBbI MEXYHAPOAHOIO KONOHWaNs6HOro hnoTa, rae KoMaH bl CyAoB
COCTOAT U3 (haKTUYECKY MOXMLLEHHBIX B KONOHWAX MATPOCOB, BbIHYX/AEHHbIX y4a-
CTBOBATbH B MPECTYMHbIX IeAHMAX CBOVIX XO351€B, BKMOYAsA NOXMLLEHNS HEHLINH
AN19 KabaLKnx NPUTOHOB, a Takke 1 COBCTBEHHO rpabex nx noceTuTeneil..

B «lneHHMKax Mops» («/JpaMa Ha NoaBoAHOW noake») Muxauna Bep-
Hepa (1928) cbiH CTaBLIEro KpacHbIM KOMaHAMPOM MOABOAHMKA KpafeT y oTua
CeKpeTHble AOKYMEHTbI N5 nepeaayn aHrmmnyaHam. Ho NoxmueHHbIMN OKa3bl-
BalOTCA He Te OKYMEHTbI, U B pe3ynbrate psaa NpUKAtYeHnii otel cnacaet
CblHa B MOpe 1 TOT NpeacTaeT nepef COBETCKMM CyaoM. B «Aapo HT-54» (1925)
Huvikonas MeTpoBsa hakTnyecky peys UAET He MPOCTO O MOXULLEHWUM YYIKUX MAEN,
HO 1 06 MPOHWYHOM OTHOLLEHWUW K aKTyaNbHOM B HaWW AHW TeMe Hay4YHOro nna-
rmaTa; COXPaHWTCA 1 TeMa NOXMLLEHKS NaTeHTOB — Hanpumep, B Tenecepvane
«MHxeHep MpoHyaToB» (1972).

MoxumueHHoe MOXeT CTaTb obpeTeHmneM, co3aatoliMm npobnemsl ans
HOBbIX BNafleNbLEB, Kak B «Aroake nobsu» (1926) AnekcaHapa JoBxeHKo. MHo-
raa 6opbba repos ¢ BpeanTensMmn NPpoBOLIMPYET Y HEro NCKYLWEHME MNOXMLIEHWS,
KoTopoe 060paynBaeTCs NPOTUB HEro, MPOTYB €ro penyTaumm U paHee 0THOCK-
TeNbHO 671aronoNyYHOro CoUManbHOro CTaTyca, Kak B «f0CyaapCTBEHHOM YMHOB-
Huke» ViBaHa MbipbeBa. A B KnHOKapTuHe «Cya Ao/MKeH NpoaomkaThes» (1930)
Ecduma [3nraHa noxuuleHre (MMweHne) KeHCKOW YecTu rpynmnoit XynmMraHos
1 CYA Haf HAMM 3anyCKatoT MPOLECC XKeCTKOro 0banYeHns NepexumnTKoB Npo-
W/0r0 B CO3HAHMM OKPYXaLOLLMX (BKAKOYAS MYXKa, COTPYAHMKOB, aaBokaTa) s
YTBEPKAEHNS HOBbIX B3MS/10B Ha CEMbIO, 1t0O0BbL, Ha OTHOLWEHWE K KEHLLMHE.

B dwunbMe Hrkonas Oxnonkosa 1928 roga «[pofaHHbIv annetuT» («dunax-
TpomM») No cueHaputo AHatonus Mapuerroda 1 Hukonas paMaHa Ha ocHoBe
namdneta Mons /ladapra B 3KCLEHTPUYHON dopmMe pa3obnavatoTcs HygoBMLL-
Hble KOHTPaCTbl bypxya3Horo obLlecTBa, rae boray, CTpagatolwmii OT nepeeaanys,
3aBnageBaeT xenyakom bespaboTHoro wobepa, NepeBaprBatoLLero To, YTO ecT
HaHKMp, YTO CO3[AET 3aKaHYMBAIOLLYIOCS TPArnyYecKky nx AUCKOM@OPTHYIO B3a-
IMO3aBUCKMOCTb. B Halle Bpems TeMa Nofo00OHOTO MOXMLLEHNS TENECHOCTH UK
4acTu Tena caunack C TEMOW ABOMHMYECTBA Kak MOAMEHbI 1 nepepocna B Noxu-
LeHne cosHaHus. Tak, B punbmax bpaHaoHa KpoHenbepra «AHTUBMpYC» (2012),
«B uyxon wrype (2020) noKasaHbl NPaKTUKK 3aBNafeHns CO3HaHNeM [pyroro,
B TOM YMCNe — [/19 COBepLUeHYs NPecTynneHnii, a B «<beckpaliHem bacceitHe»
(2023) — BO3MOXHOCTM BOraThix OTKYNaTbCA OT NPECTYNAEHWNA C NOMOLLBIO Ka3HK
CBOEro [BOMHMKA, CNeACTBMEM Hero CTaHOBWTCA AeMopanu3aumsa opurrHana,
paspylleHue 1 yTpaTa 1M CyObeKTHOCTH.
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CroKeTHble NVHMK, CBA3aHHble C MOXMLLEHVAMN, NPOCAEXNBaOTCS
1 B NONUTUYECKON haHTaCTUKe, Kak, HanpumMep, B «AanuTe» (1924) AkoBsa lMpo-
TazaHoBa. PUryprpyeT Tema NOXMLLEHMS 1 B KOMUYECKMX aBaHTIOPHO-MPYIKIIO-
YEHYECKMX NeHTax. B npoTasaHoBCcKOM «3aKkpoliinke 13 Topxka» (1925) croxeT
Pa3BMBAETCS BOKPYT NMPUKMTIOYEH WA BbIMIPbILLHOW 06AMraLmmn rocynapcTBeHHOrO
3aliMa, NepexoasLlel U3 pyK B pyKu B pe3ynstaTe MHOrMa XMTPOCTW NMepCoHaxen,
MHOrAa B C1y 06CToSTENbCTB. C NOXOXKAEHVSMM BOKPYT MPUCBOEHMS KPYMHbIX
CYMM 3a py6exoM 1 B COBETCKOW CTPaHe CBA3aHbl COXXETbl (hapCoBbIX KOMeani
AkoBa MpoTasaHoBa «[pasgHuk ceaToro Moprena (1930) 1 Cepres Komaposa
«Kykna ¢ munnvoHamm» (1925).

[leno He orpaHu4MBanoCh NOXMLLEHUAMY COOCTBEHHOCTH, UAEN, NtoaeN.
B «[anunpocHuue oT Moccenbnpoma» (1924) Kopua Xensbymckoro — catupe
Ha BypXKya3HOEe KMHO — CUMMNATUYHYIO FePOVHIO MbITATCS NepemMaHnTh B KUHO-
BU3HeC, «NoxXMLLast» NPYBNEKATENbHYH KEHCKYIO BHEWHOCTb /151 UCMONb30BaHWs
1 NpeBpaLLeHns B KWHONPOAYKT. Bavi3kas K 3TOMy HeTpUBMabHas uaes HeoaHo-
KpaTHOro, MHOrOYPOBHEBOTO 1 «MYNbTUMOAANbHOMO» (MHOrOACNEeKTHOrO) MOXK-
LWEeHWS TENECHOCTU, Xy[J0XKECTBEHHOIo 0bpa3a U, Kak cervac ckasanw Obl, coum-
anbHOro MMUIKa, 3a0XeHa B YaCTUYHO COXPaHUBLUEMCS TPIOKOBOM hunbMe
HukaHapa TypkuHa «3akoBaHHas dhunbmoi» (1918) no cueHaputo Bnagvmmnpa
MasikoBCKOro, C HAM 1 /lunein bpuk B rmasHbIx ponsx. ®abyna neHTsl 6bina noa-
pobHO n3noxeHa bpuk (MonsHoBckMiA, 1940). Peyb MaeT 06 OTKpbIBLIEKCS Cro-
COBHOCTU XyOXKHMKA BUETb CKBO3b CTABLWMMM NPO3PaYdHbiMU TeNa ntoge Bme-
CTO VX cepAla — Bell, XapaKTepM3yoLLMe X CYLLHOCTb. Ml 0HOBPEMEHHO emy
SIBNSETCS aKTpuca, ncdesatollas ¢ akpaHa 1 adpuw dunbma «Cepaue akpaHar.
OfHako et bbICTPO HagoeaaeT XM3Hb 6€3 KMHO, M C MOMOLLBIO X0351Ha hribMa
OHa BO3BPaLLaeTCs B CBOM KUHOMMOCTACH.

[laxe B KMHOKNaCCKKe A03BYKOBOrO Neprofa, AOBONLHO AaneKon oT Kpu-
MUHaNbHBIX U MenogpaMaTvyecKux NPUKMTIOYEHWI, MYCTb faxe C HaTsHKKaMmu
1 B anneropmyecKor Gopme, HO MPUCYTCTBYIOT 31EMEHTbI MOXMLLEHMIA. TaK,
B punbme «bpoHeHocel, MoTeMknH» (1925) Ceprest Sii3eHLWTelHa B pa3BepThi-
BaHMM BOCCTaHWs Ha Kopabne v nocnefoBaBlvX COBbITUIN UrypupyeT Tema
MOXMLLEHNS CBOOOMb! 1 XKU3HM. A B TaKOM KNacCuke AOKYMEHTaNUCTUKK, Kak
«YenoBek ¢ kKMHoannapaTom» (1929) [3uru BepToBa B anneropuyeckoi opme
AEMOHCTPUPYETCS «MOXULLIEHME PeabHOCTU» NOCPEACTBOM BO3MOXHOCTEN
K1HOanmnapaTypbl M MOHTaXa C MOCAeAYOLMM KOHCTPYMPOBAHUEM NEPEOCMbIC-
NeHHOW AeVCTBUTENBHOCTM.

YNoMsiHyTble B 3TOM 0630pe hrbMbl MPeCcTaBasioT COO0I VHTepecHble
NpUMepbl COBETCKOrO HEMOTO KMHO, FAe TeMa NOXMLLEHNS UTPaEeT 3HaYNUMYHO POnb
B CIOXeTe 1 pa3BuBaeT xapakTepsl repoe. OHM ABNSIOTCA SPKVMY NPUMepaMi
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TOro, Kak COBETCKasl KUHOKNACCKKa NepPBO NMONOBUHbI XX BeKa obpalianacs
K TemMe MOXMLIEHWI B CaMbIX Pa3HbIX KOHTEKCTaX — OT COUMANbHO-KPUTUYECKMX
[0 NPUIKIIYEHYECKUX 1 iaXke CaTUPUYEeCKUX UCTOPUIA. Tem cambiM aKTUBHO
BbICTPaMBanach He TONbKO OMUCaHHas cUcTemMa TemaTu3alnii, 3afaBaembix
nparMacemMaHTU4ecKUMI KOHTEKCTaMm CMbICN006pa30BaHus, HO U LIEHHOCTHO-
HOPMaTUBHOE ero COfepPIaHvie, OPUEHTIPbLI MOPa 1 NOBEEHWS B CMbIC/IOBO
KapTuHe Mupa, Aeknapupyemot n TpaHcnnpyemoli B CCCP.

ANODATUYECKUIA CEMUO3UC U CYBBEKTHOCTb MOXMULLEHUS

MNpuBeaeHHOE Bbile faneKo He MONHOe PAaCCMOTPEHME TeMaTHKI NoXuLLe-
HYVIS B OTE4YECTBEHHOM HEMOM K1HeMaTorpade aaeT, TeM He MeHee, 4OCTaTO4YHO
coaepxaTenbHblld MaTepuan Ans NonbITKK cucTemMaT3aumm n obobuleHus ponn
NOXMLLEHNS B CMbICN006Pa30BaHMK. 11 BO BTOPOI NonoBuHe XX BeKa, v B Halle
BPEMsi TeMa NOXMLLEHNS 3aHMaeT BaXHOe MeCTo B KuHemaTorpade. Bce xapak-
TepHble 151 HEMOTO aBaHTIOPHOMO KMHO CIOXETbl MOXMLLEHWS AE€TEN 1 WEHLLWH,
TeNecHOCTU ¥ CMBONOB, COBCTBEHHOCTU M el COXPaHSIOTCS B OTEYECTBEHHOM
1 3apybexxHoM KuHemaTorpade.

Mpexae BCero, BUAbI TaKOW Happauum noafatoTcs cuctemMaTmnaumm
MO Pa3NMyHbIM OCHOBAHWSAM, CBSA3AHHbIM C Y4aCTHUKaMK (aKTopaMm — MNoxu-
TUTENAMU, UX KEPTBAMU, CNaCUTeNsIMK), UX MOTUBALMAMM, 0OPA3OM AelCTBIS,
pe3ynbraTamu. Tak, 06bekTaMu NoXMLLEHNS MOTYT OblThb Kak toau (AeTu, AEBYWKN
M OKEHLWWHbI, POAUTENN, 3aN0KHMKW, BaXKHbIE NEPCOHbI U AaXKe TPYMbl), TaK 1 KX
Tena, Nuua, XM3HK, Bpems (byayliee 1 NpoLINoe), He TOBOPS YK O NpeaMeTax,
Bellax, apTedakTax (BKA0Yas Marnyeckmne), aBToMobUNSX, IEHbrax 1 Aaxe Cloxe-
Tax v HKaHpax.

CoBepwaTbCs M OPraHn30BbIBATLCS MOXMLIEHWS MOTYT BaHAMTaMM, MaHbsl-
KaMu (BKOYAs MONMUTUKOB, YYEHbBIX 1 Bpadelt), abepuctamu, cneucnyxbamu,
ObIBWWMY XKePTBaAMU UM UX NOMOLHVKAMW, MHOMNAHETHaMY, Npu3paKamu,
aBToOpaMu... [TOXUTUTENb MOXET He MEPCOHUMUUMPOBATHLCS, HO BbICTYMNATb
B KauecTBe HeKOen BOMM, CUSTbl, MOPOXAAIOLIEN Ka4eCTBEHHO HOBYIO CUTYaLMIO,
KaK 3T0 Obl/10 MOKa3aHO B HOBelLLelN KMHOKNACCUKe TaKON CTUANCTUKYM «[0pof,
3epo», «[leHb cypKay.

MoTuBauven, Uenblo NOXMULLEHMS MOTYT ObiTb PacnpaBa, BbIKyM, YCTYMKY,
obMmeH (bnaramu, 4eNCTBUAMM), U3MEHEHNE PELIEHUS, MOBEAEHNS, NONyYeHVe
BaXKHOW MHMOPMaUWK, BbISICHEHME TaliHbl, MPeceyeH e OnacHbIX A1si MOXUTUTENen

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 36 THE ART AND SCIENCE OF TELEVISION



NENCTBUIA, HAMEePeHNt, OBbpeTeHne HEeKNMX CMOCOBHOCTeN, N3MEHEHWE XKI3HN,
OTHOLIEHNS K Hell. MOTHBaLMS MOXET ObITb NpeacTaBneHa aKCNANUUTHO, UK
MOXET CTaTb NPEAMETOM MHTEPTPETALMM YHACTHUKOB AENCTBIS UV 3pUTENEN.

Pe3ynbTaToM MOXMLLEHNS MOTYT OblTb peanmnsauns UM Kpax niaHos
NOXMTUTENEN, UX HaKa3aHue, NN HeOXMUAAHHbLIN UTOT, NepeBopaYMBatoLLMM
BCIO CYTyaUuto. Mpu 3TOM MPUHLMAMANBHO BaXKHO, YTO MOXMLLEHNE He cle-
ayeT nyTaTb C orpabneHnem, pazboem, yorMncTBOM, XOTS OHO U MOXET CoBep-
WaTbCsl B pe3y/bTaTe 3TViX AeMCTBYIA, TPOCTO BOOPYKEHHOIO Hacuans. B otavyne
OT TaKMX «MPOCTbIX U3bATNN» 13 COBCTBEHHOCTMN UM AAXKE XM3HM, MOXMLLEHHOE
He 0653aTeNbHO, HO MOXET ObiTb BO3BPALLEHO, YTO, COOCTBEHHO, W 3aKnafbl-
BAETCs B TPAHC/AVPYEMble MOXUTUTENSIMIN YC0BKs. [oxulieHne hoKycrpyeT
Ha «A/IVHHbIX MBIC/ISIX», 3aMbIC/1e «BAOATYIO», MOXET NpeanonaraTs 4OBObHO
CNIOXHbI pacyeT NOCAeACTBUI peannsaLmy 3Toro 3ambicna. 1o cyTw, noxuiie-
HVe NpeacTaBaseT cobo MCKYCCTBEHHbIN Pa3pblB LENOCTHOW TKaHK ObITus [1py-
roro (gpyrux), U3bATrE N3 Hee KOMMOHEHTA, BAaXKHOIO A5 3TOr0 [1pyroro C Lesbto
NoBYXAEHWS K COBEPLIEHMIO KaKNX-TO AEVCTBUIA, BaXHbIX 1151 MOXUTUTENS (EM).

TeM caMbIM CO3A@eTCs CUTyaums anodaTnieckoro ceMmmosnca, Koraa Bos-
HUKWWIA pa3pblB («Npoben») B LeNOCTHOCTY bbITUS [Ipyroro, 0T KOTOPOro Tpe-
ByeTcs NOpPOXAEHME HOBOTO CMbICNA (3HAYMMbIX AEUCTBUIA, BElleit, MPeAMETOB),
CTaHOBSLIEroCs YCNOBMEM BOCMIONHEHMS CO3AaHHOW NOXMTUTENSIMM NYCTOTHO-
CcTn. Inu — 3anonHeHne o6pa3oBaBLlencs MyCTOTHOCTY ObITUS HOBBIMYM BO3-
MOXHOCTSMMN AN NOXUTUTENEN 1 UX ePTB. V1 Takoe BOCMONHEHME BO3HUKILIEN
MYCTOTHOCTU CMbIC/IOBOM TKaHW ObITVs MpeanonaraeT akTUBHYO POSb CyObeKT-
HOCTW.

MoXMUEeHWs MOTyT COBEPLATHES U MOMUMO BOSW MOXUTUTENS, KaK
B unbMe Jlyn Mans «Yuep6» (1992), roe oTel noxmuiaeT Ntob0Bb CBOETO ChiHa.
A cam OH 1 HEBECTa HaMOJHSAIOT CBOK IMYHOCTHYHO NMYCTOTY (OH OT NpechilleH-
HOW YCTanoCTu, OHa OT KECTOKMX TPaBM [IETCTBA 1 IOHOCTM) 6e3yaepHON CTpa-
CTbt0, NPVBOAALEN K Tparean 1 HOBOW ONYCTOWEHHOCTU. DakTUYeckn peds
naet 06 IMOLMOHANBHONM CTUXMYM CTPACTY, NLIAIOLLEN YenoBeKa CybbeKTHOCTY,
pacniaBnsioWencs B 3TON CTUXUM. SIPKUMU NpUMepaMm MOryT CAYKNUTL «Hou-
HOV nopTbe» (1974) /lnnuanbl KaBaHu, «MocnegHee TaHro B Mapwxe» (1972)
BepHapao bepTonyduu, Kak, BIpoYem, 1 MHOMOYUCIEHHbIE OTE4ECTBEHHbIE
A0PEBOIOLMOHHbIE IKpaHM3aLnmn «[MKOBOW fAambl», dunbm ViBaHa MNepectu-
aHu «B TpsicvHe» (1927) 0 CTpacTu KapTeXHOro a3apTa, CNOCOOHON NOXUTUTS
COUMANM3NPOBaHHYH CyEBEKTHOCTb. OfiHAKO XapaKTepHO, YTO TaKas TeMaTuiKa
B COBETCKOM HEMOM ¥ 3BYKOBOM KMHO B JOBOEHHbIN Nepuo NoAgHMManacs
He 4aCTo — CKOpee BCero, NOTOMY 4TO MPOTUBOPeUraa AeKnapupyeMomy aHTpo-
NONOrMYECKOMY MPOEKTY.
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3aT0 BO Bpemsi 3BYKOBOIO KUHO MOJy4Ma pa3suTie TeMa CMbICIIOBbIX Yy-
LWeHVI, HeAOTOBOPEHHOCTE, 0BPbIBOB B KOMMYHMKALUW, KOTOPbIE MOPOXAAOT
LeMb B3aNMOMNOPOKAAIOLMX XULLEHWNI KaK CMBICTIOBbIX KOMAEHCALVIA — BMOThb
[0 KPUMUHANbHbBIX MPAKTUK B flyXe «Ta, y KOTOPOW § YKPafeH, B OTMECTKY TOXe
ByaeT KpacTb» B [lyxe CMbICIOBON TKaHW «KomMneHcalmm» Bepbl CTOpOXEBOM
(2010).

B coBpeMeHHOM K1HemaTorpade nonyyuna pa3BepHyToe BblpaxeHue
1 TemaTiKa MHOroacnekTHOCTU (MynETYMOAANBHOCTM) CMBICIOBOO Cofepa-
HMA NOXMLLEeHNs TenecHoCTH. Kak, Hanprmep, B haHTacTUYecKoM Tpunnepe
BpaHaoHa KpoHeHbepra «beckpaliHnii bacceit» (2023), rae ybuiila MoxeT oTKy-
MUTBCS OT Ka3HW NyONVYHBIM U3BATUEM M3 XKU3HW ero creuvanbHo ans 3Toro
CO3[aHHOro KI0oHa. Pe3ynsTaToM Takoro ABOMHOMO «MOXMLLEHMS» TeN WepTBbI
1 KNOHa CTaHOBUTCSA MNOXMLLEHWe COUManbHOW NMYHOCTY YouliLbl. Elle ogHUM
SPKUM NMPUMEPOM MOXKET CNYKNTb 6oar-xoppop Kopann ®apxa «CybcTaHums»
(2024) 0 NoXMUIEHMW LLOY-MHAYCTPUER CHavana cleHnYeckoro obpasa, a 3aTem
1 4enoBeYvecKon CyLLHOCTK, BNNOTb 0 pacnaja ee BOnJowaemMon TenNecHoCTH.
Takoe nepenneTeHne acNeKkToB NparMaceMaHTUKM U CBSA3AHHbIX C HUMUW KOH-
TEKCTOB CMbICN1006pa30BaHNs MOPOAMIO LKBa AOKNAfA0B Ha KOHMEePeHLMK
«KnHoTekcT-2025», npoxoanslier B CaHKT-INeTepbyprckom rocyiapCcTBEHHOM
yHMBepcuTeTe 27-29 mapta 2025 roga.

OTaensHoe BHYMaHMe 3aCNyK1MBaEeT Kellc 3HaMeHnToro dunbma 3. Psa3a-
HoBa «beperuck aBToMobUNs» (1966), rae NOXMTUTENb CTPEMUTCS BOCCTAHOBUTL
HapyLIEHHY CMbICNIOBYIO TKaHb CMpaBeannBOM rapMOHMK BbITUS, T. K. KTO-TO
[0 3TOr0 COBEpPWW NoxXuMLieHMe (MPUCBOeHMe). Y noxutuTens (JeToukmHa)
nonydvaetcsa 2,5 MoTuBaumu: (1) BOCCTaHOBUTL CMPaBeA/IMBOCTb; (2) NOHVMaHKe
«COBCTBEHHWKOM», HTO OH BOP; U BO3MOXHOE COoLManbHOe No3nUMOHNPOBaHME
©KepTBbI» B TAKOM KayecTBe.

TaknM 06pa3omM, B MOXMLLEHWN Y4aCTBYIOT (NpefnonaratoTcs) 0bbluHO ABe
CyGBEKTHOCTH, C KOTOPbIMY CBSA3aHbI CMbIC/IONOPOXAAOLLME KOHTEKCTbI CODbLITHS.
Bo-nepBbix, 3TO NOXUTUTENb(M) 1 [Ipyroli(m1e), Ans KOTOPOro(bix) BaXeH 0ObeKT
NOXMUIEHWMS U OT KOTOPOTO(bIX) OXKMAAKTCS ONpeeneHHble, HeobXoaMMble MOXK-
TUTEN(AM) gencTemns.

CUTyalVs YCNOXKHSETCS, Koraa 06bEKTOM MOXMLIEHVS CTAHOBWTCS CaM 3TOT
[Opyron (kak B «Mu3epu», «fopogae 3epo», «IHe cypKar) Unu noaun, LeHHbIe Ans
Hero. B 3TOM cyyae nosiBAseTcs TPeTbs CYyObEKTHOCTb — CaMmy MOXULLEHHbIE,
KOTOPbIE 13 MACCUBHOIO O6BEKTA MOTYT NMPEBPATUTHCS B aKTVBHOIO Y4aCTHMKA.
[lencTBUS TakoW TPeTbe CTOPOHbI CMOCOBHbI PaAMKanbHO N3MEHNUTL OO
KOHTEKCT pa3BuTUS COOBITUI 1 KOHEYHBIN pe3ynbTaT BCel NcTopum. PedynbTa-
TOM MOXET CTaTbh KaK TOPXECTBO XEPTBbI Haf NOXUTUTENSMI (HOBenna «Boxab
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KPaCHOKOXMX» N3 KMHOKOoMeauw f1. Fanaas «[lenoBble noan», 1962), Tak 1 non-
HbIl BbIXOA, 33 PAMKM MCXOAHOTO KOHMAMKTA, KaK B YNOMSIHYThIX «fopoae 3epo»
1 «[IHe cypkar.

Ergo

Kak 6bl TO HU BbINO, HO KEWChI KUHOMOXMLLEHWIA AAt0T O4eHb Cofepxa-
TeNbHbIM MaTepunan AencTBrs anodaTnyeckoro CeMrnosnca 1 poamn cybbexT-
HOCTW B 3TOM npouecce. Tak, HappPaTUBbl KNHONOXMLIEHWI HAaMSAAHO AEMOH-
CTPVIPYIOT KOHCTPYKTUBHYIO POk MYCTOTHOCTM, BKAtOYAs HE TONbKO Npobens,
Pa3pbiBbl B TEKCTAX, HO W NpoYne NposBneHus, obecneynBatoLie pasnuins
NpeaMeTHOCTH, BaXKHble ANS OCMbICTIEHNS U CMbICN006pa3oBaHms. Kak 6bino
NoKa3aHo Bblle, aHaNn3 pacCMaTPMBaEMOro siBIeHMS NMO3BONSET penpes3eHTa-
TMBHO CUCTEMATM3MPOBATb NParMaceMaHTUYecKmne KOHTEKCTbI. [1py 3TOM BaXHO,
4TO KMHOMOXMLLEHNS — OMbIT PaboTbl C MYCTOTHOCTbLIO, HAMEPEHHO CO3AaBae-
MOM, obecneynsatolleit He Npocto pasnuuuns (difference), a umerHo différance
B ayxe XK. [leppniia — OQ4HOBPEMEHHO pasfyme 1 OTCPOUKY. Takas HaMepeHHas
MYCTOTHOCTb YETKO MOKa3bIBaeT, YTO pelalymM hakToOpoM CMbICIONOpOXae-
HWS, BKAOYAs NPeAMETHOCTb MHTEHLMIA, MHTEPECOB, PeaKLWI, OXXUAAHUIA, ABNS-
eTCsa MEeHHO CyOBEKTHOCTb, 0becneyrBatoLlas 1 peanmsyrollas Heobxoarmyto
(hokycnMpOoBKy. TeM CaMbIM CYyGbEKTHOCTb OKa3bIBAETCS HE TOMBKO CMbICIONOPOXK-
AatolM hakTopoM BO3AEUCTBKS Ha «CEMaHTUYECKMIA BaKyyM», HO U CO3AaHMs
Camoro aToro «Bakyyma.

[pv 9TOM BO3HMKaET BONPOC: MOXET 1 CTaTb NPEeAMETOM NOXULIEHNS
cama CybbEKTHOCTb, 3TOT MNaBHbIA HaKTOP U YHUBEPCanbHbIM MHTepdeinc
CMbIC1006pa3oBaHma? XoTs H6bl — B CUAY e BHENPUPOAHOM CYLLHOCTY (MycToT-
HOCTW) — B OTAMYME OT Ten, NNL, UAEHTUYHOCTEN, NaMsaTh, colranbHblX 06CTO-
ATENbCTB, KOTOPbIE BLICTYNAOT TONLKO ee HanoaHeHAMIN? VN 3To 1 ecTb ras-
Hoe noxuuieHre? NprumMep HEKOTOPbIX PACCMOTPEHHbIX Bbllle COBPEMEHHbIX
KeCcoB MOKa3blBaeT, YTO, CKOpee BCEro — BTOPOE, 3a KOTOPbIM CTOUT nparma-
ceMaHTMKa creayroLllero ypoBHs. Ho 3T0 yxe TeMa BO3MOXHOMO, BbIXOASALLErO
3a paMKu laHHOM paboTsl, OTAENBHOTO MCCIEA0BaAHNS, KOTOPOE NPeacTaBnseTcs
BECbMa NepCrneKTUBHbBIM.
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