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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-
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B ceTU «/IHTEPHET», CoflepXallinx MHhOPMaLWto, pacnpoCTpaHeH e KOTOPO
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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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[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

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 18 THE ART AND SCIENCE OF TELEVISION



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.

d

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 caadsba, 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 8 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:
lManupocHuya 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:
Bepezuce 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

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 30 THE ART AND SCIENCE OF TELEVISION



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
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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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AHHOTaumA. CTaTbs NPefCTaBNSeT NOMNbITKY OCMbIC/IEHNS ee aBTOPOM
CYLIECTBYIOLIMX METOAOMNOMMYECKMX MOAXOA0B B aHanv3e hunbMoB yxa-
COB (XOpPOpPOB) CKBO3b MPU3MY U3YHEHUS MCCNef0BaTeNbCKOM ONTUKN
npodeccopa HNY B3, yneH-koppecnoHaeHTa PAH AnekcaHapa MaBnoBa
B ero yHAamMeHTanbHoM U3faxum «Mccnefosaruns xoppopa. ObHoBNeHWS
KaHpa B XXI Beke», KOTOPOEe BO MHOTOM CTa/o 3HAKOBbIM /19 MEXAyHapOos-
HOW Hay4YHOM MbIC/IN B pacCMaTpuBaeMoi 0bnacTu.

13y4atoTcs HEKOTOPbIe aCNeKTbl aBTOPCKOW aHaNUTUKKM, B YaCTHOCTM,
onpefeneHre UeHTPaNbHOro NOHATUS — KMHOMPOU3BEAEHNS B XaHpe
XOPPOP KaK MCCNeaoBaTeNbCKOro 0b6bekTa. Tak, B OTBET Ha pemMapKu, cae-
NaHHble AnekcaHapoM 1aBnoBbIM B OTHOWeEHWN paboThl bepHapaa Mep-
pOHa, nocaslleHHoW cepum nrp Silent Hill 1 onbiTy xoppop-nrp B Lenom,
aBTOp fAaHHOM NybAMKaLMM BbIABUIAET HECKOIbKO COObPaXeHuH, Kacato-
LWMXCS KaK COBCTBEHHO XaHPOBbIX AePUHMLNIA, TaK U (pe)uHTepnpeTaumm
HEKOTOPbIX APYTUX KITKOYEBBIX AN 1 MOHATUNA.
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Kpome Toro, paccMaTpuBaeTcs nepcrnexkTnsa naHopamusaumnu apry-
MEeHTaLMM aBTOpa MOHOTpadumn B CBA3M C Pa3IUYHbIMIK acneKTaMu Xop-
pop-hUNbMOB, B HaCTHOCTW, hpaHWM3aL M 1 NPOV3BOACTBA PEMEKOB
KNaCCUYeCKMX KMHOKaPTUH.

B utore npobnematun3auyis B HACTOSLLEM TEKCTE OTMEYEHHbIX BbllUE rpa-
Hell XoppPop-aHaNNTUKLA MOXET CNOCOHCTBOBATb MaClITabMpPOBaHMIO AaH-
HOrO VHTEeNNEKTYanbHOro Noss B (hOKyce NOTEHUNANBHOTO YBENUYEHNS
4ncna NpodUIbHbIX MHTEPECAHTOB.

KntoyeBble cnoBa: xoppop, UccnefoBaHns KUHO, AnekcaHap Masnos, knac-
cndurKaums, METOAONOTNS, peMelKn, dpaHLun3sl, Hoanb Kapponn, PobuH
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Abstract. This article offers a critical examination of methodological
approaches in horror film studies through a close reading of Alexander
Pavlov's seminal monograph, Horror Studies: Genre Transformations in
the 21st Century. Authored by Professor Pavlov of the Higher School of
Economics and Corresponding Member of the Russian Academy of Sciences,
the book has become a landmark work in the field.

The analysis here focuses on key aspects of Pavlov’s framework, notably
his definition of the horror film as a core object of study. In response to
Pavlov’s critique of Bernard Perron’s work on the Silent Hill game series
and horror gaming in general, this article presents a series of counterpoints
and reflections. These concern not only genre definitions but also the (re)
interpretation of other central ideas within horror studies. Furthermore,
the article assesses the panoramic applicability of the monograph’s
argumentation to various aspects of horror cinema, particularly the
phenomena of franchising and the production of remakes.

By problematizing these facets of contemporary horror analysis, this text
aims to contribute to the expansion and refinement of the field’s intellectual
boundaries, thereby engaging a broader community of scholars.

Keywords: horror, cinema studies, Alexander Pavlov, classification,
methodology, remakes, franchises, Noel Carroll, Robin Wood

BBEAEHUE

AnekcaHap Bnagvmumposuy MaBnos SBASETCS OAHMM U3 3HAKOBbIX UCC/e-
[OBaTeNen COBpeMEHHOW KynbTypbl BOODLE 1 KMHO B 4aCTHOCTU. TeM nHTepec-
Hee DObINO 03HAKOMUTBCS C HeflaBHe 0630pHOI ero paboTow «MccnegoBanms
xoppopoB. O6HOBNEHNMS *aHpa B XXI Beke» (MaBnos, 2024), rae NoABOANTCS UTOM
HECKOMbKYX NeT CODCTBEHHbIX MCCNeA0BaHNI 3TOW KpaliHe cneunduyecko
TeMaTyvKu. Yrke BO BBEAEHVM aBTOP MNOAHMMAET TeMy CBOeObPa3HOro peHeccaHca
KaK camoro aHpa, TaK v TeMaTUYeCKVX MCCNeA0BaHNA, 3aTparvBaloLLmx pasnmy-
Hble acnexTsbl VIbMOB Y)KacoB (MoAUTU3aLMIo, hpaHLIM3aLmio, MoTeHL M anb-
Hyto KnaccudvKaumio, HOBOBBeAeHNs 1 T. f1.). CoBpemMeHHas akagemus bonbLue
He TpebyeT, 4ToObI AaXxe Takue 3HaynMble Urypsbl, kKak Hoanb Kspponn, 3aHu-
Manmnch CaMoomnpas/aHyvieM, C Mopora OTCTansas XOpPPOpPbl B Ka4eCTBe He MPOCTO
NOAPOCTKOBOTO YBNEYEH NS, HO KaK Cepbe3HYto 1 (hnocodCKy 3HaYNMYIO Hayu-
Hylo 0bnacTb. [aBnoB BMAUT B NOAOOHOM pacliMpeHn NCCnefoBaTenbCKoro
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nons NOBOA ANS IHTy3Ma3Ma (MHOTAA, KOHEYHO, pa3baBnss ero MPOHUYECKNMHI
KOMMEHTapVSMI), HO 4TODObI COMNacUTbLCS C €ro BbIBOAAMM MAM MOMbITATLCS KX
ocnopuTb TpebyeTcst BHUMATENbHO MPUCMOTPETHCS K TOMY, 4TO ObINO 3a5B/1EHO
B KayecTBe MCKOMOTO «OOHOB/EHWS» KaHpa.

CnepyeT Cpa3y 3aMeTUTb, 4TO flaHHas KHUra SBNSeTCS akageMnyecknm 0630-
POM COBPEMEHHbIX 3aMa/iHbIX MCCNe0BaHMIi, MOMbITKOM, C OHOM CTOPOHbI, MOKa-
3aTb OBLINIA MEMHCTPUM M3YyHeHst XOPPOPOB, a C 1PYroin — NOACBETUTL Hanbonee
NepcneKTUBHbIe TEHAEHLMN, ele TONbKO OXX1aatoLLme NogpobHOro n3yyeHuns. 31o
KaXKETCsl BECbMa 3Ha4MMbIM, NOCKO/bKY aBTOP NOYTV CPa3y NPpU3HaeT 04eBUAHOE:
«B POCCHINCKOW aKafileMun XOoppopoM CUCTEMATUYECKN 3aHUMAETCs OrpaHuyeH-
HbI KPYT y4eHbix» (MaBnoB., 2024b, c. 59). CnegosaTtenbHO, NOTPEHHOCTL MMEHHO
B 0630pHbIX paboTax, MO3BOASIOLMX «BOWTU» B COOTBETCTBYHOLLYIO 061aCTb (MK,
No MeHbllel Mepe, 0bpecTy A0N0 3aMHTEPECOBAHHOCTN), KpaliHe BbICOKa.

HEKOTOPbIE 3AMEYAHUS OTHOCUTE/IbHO MEPBOW YACTH,
«AcToPusa v TEOPUSA»

B nepBsoli yactu kHurn Magnosa 3 rmasbl: 1.1 «<KpaTkas MCTopuis Xoppopa,
1.2 <AKafieMmyecKme NccnenoBanms xaHpar, 1.3. «<Xoppop 1 reiimnneit». Nepeas
rnaBa fBNSETCS Hanbonee BaXKHOM, NOCKONbKY HanpaBeHa Ha pelleHune cpasy
Tpex 3afay, 63 KOTOPbIX AaNbHENWWIA aHaNW3 He NPeACTaBAaeTCs BOIMOMHbIM.
370 (1) hopMmynmpoBaHue onpeaeneHns, T. e. NoMbITKa OTBETUTL Ha BONPOC
«4T0 Takoe xoppop-hUNbMbI?», (2) XPOHONOTMYECKOE U3NOXKEHKE IMNMPUYe-
CKOro MaTepuvana, T. €., MO CYyTW, NCTOPUS XaHpa 1 NepeveHb ero OCHOBHbIX
npeacTaBuTeNen, a Tatke (3) NoCTpoeHe NoKanbHOM KnaccubmKaumm (brunbmbl
npo 3ombw, cnawepsl, boan-xoppopsl, found footage v 7. a.). MpeacTtaBnsercs
0YeBU/IHbLIM, YTO B3 BBefeHNSs X0Ts Obl paboyero onpeaeneHns HEBO3MOXHO
pewunTb 3agady (1), 6e3 vero pewerwe 3afad (2) v (3) npeacrtasnseTcs npobne-
MaTUUYHbIM, EC/IU HE CKa3aTb HEOCYLLECTBUMbIM, ITO OTAINYHO NOHMUMAET 1 Cam
aBTOP, MOCKOMbKY Cpa3y e noc/e BBefjeHNs OH NUWET: «B camoM obuiem Buae
noa hunbMamm Y»KacoB (Xoppopamn) MOXET NoApPa3yMeBaThCs KMHO, KOTOpOe
nocpeAcTBOM M300paXeHns MOHCTPOB (BaMNMpPOB, 30MOBU 1 NMPOY.), TEXHW-
YeCKUX NPUEMOB (MxaMncKelrpa) nAu HarHeTaHus TpeBOXHOCTH (addekTa)
CTPEeMUTCA BbI3BaTb ONPeeneHHyo peakUuto 3putenein. Kak npasuno, Takom
peakumelr MOXeT OblTb CTpax, UCMyr, OTBpalleHue, Tpesora 1 T. A.» ([1aBnos,
2024b, c. 17).
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[laxe Mano3HaKoMblii C aHPOM YeNOoBEK MOXET, He 33/lyMblBasiCh, NpyiBe-
CTW HECKOMNbKO NMPUMEPOB, HUBENUPYIOLLVX Ty UAW MHYIO H4acTb A@aHHOro onpe-
aeneHuns. Bo-nepsblx, Aaneko He Bce GunbMbl Y)KacoB coaepxaTt B cebe purypy
MOHCTPa, eC/IN TONbKO CaMO MOHATHE «<MOHCTPa» He PacluMpseTcs Hamu A0
abcypaHbix npeaenos. MomMuMo knaccnkn sBpoge «Mcuxo» (1960), cloga Takke
MOXHO OTHECTW (MOYTM) LeNVIKOM TaKoW BAUATENbHbIA XaHP, KaK xanno, 60nb-
LOE YMCO CABWEPOB M T. 1. TakKe NpeacTaBaseTcs BeCbMa CNOPHbIM Ha3biBaTb
«MOHCTpamMm» NPU3pPaKoB (Ka3anoch Obl, KNacCUYeCKUin MpUMep MOHCTPOB faxe
He 13 PUNbMOB, HO MPAMMUKOM CO CTPaHUL, FOTUYECKOWN NMTepaTypbl), ABASIO-
LWMXCS repOsiMU SKCMepUMEHTaNbHbIX DUIbMOB, NOA0OHbIX «CTOpUM Npr3para»
(A Ghost Story, 2017, iaBua loypu) nnu «MpucyTcTButo» (Presence, 2024, CTu-
BeH Copepbepr). Bo-BTOPbIX, HOMNBWWHCTBO TEXHUYECKNX MPYEMOB (LIBETOKOP-
peKums, My3blKanbHOE CONPOBOXAEHME 1 Np.), B3sTble caMmu No cebe, He MoryT
BbITb OTHECEHbI K NPUeMam UCKMOYUTENbHO (UIbMOB YXKACcoB, 1 B TO e camoe
BpeMs MHOTe XOpPOopbl 1 Aaxe Npr3HaHHble 06pa3unKm xaHpa obxoasTcs 6e3
MKaMMCKePOB KaK TaKoBbIX (COBPEMEHHbIe MOCTXOPPOPbI BOOOLLE MCMONb3YIOT
OTCYTCTBUE «CKPUMEPOB» KaK BMOJIHE YCrelHbl NpUeM BAUSHWUS Ha ayAnTopuio).
HanpoTtus, Yacts GrinbMoB, hopManbHO OTHOCALMXCS COBCEM K [APYT UM XaHpam,
MOTYT NMPUMEHSATL [PKaMMNCKENpPbI: Havbonee 3BeCTHbIMU NpuMepamu SBs-
l0TCst cUeHbl 13 «TemHoro Peitapsi» (The Dark Knight, 2008, Kpuctodep HonaH),
«bonbworo npukntoyeHus Mu-Bux (Pee-wee’s Big Adventure, 1985, Tvim BEPTOH)
1 Ap. B-TPETbUX, MOXKHO ObIN0 Obl YKa3aTb, YTO CLEHbI HAarHETAHWS TPEBOKHOCTH
XapaKTepHbl 1 151 1PYroro aHpa — TpUnepoB, Tem bosee YTo B 3TON xe rnase
aBTOP He TO/bKO OMWCHIBAET TPUEPbI (HTO YKe AOCTAaTOHHO CUMATOMATUYHO
camo 1o cebe), HO 1 yKa3bIBAET Ha ONpefieNeHHoe POACTBO, KOTOPOE CyLLEeCTBYET
MEX[Y AaHHbIMM HanpaBneHusmu (Masnos, 2024b, ¢. 35-39). OaHaKO TPEBOXKHbIE
CUEHbBI MOTYT NPUCYTCTBOBATb U B (DW/IbMax, OPUEHTUPOBAHHbBIX Ha MONOAYHO
ayaUTOPUIO; KaK MPUMEpP MOXHO BCMIOMHUTb TYHHE/b 13 KyNbTOBOTO GuibMa
«Bunnu Boxka 1 woronaaHas dabpuxax (Willy Wonka & the Chocolate Factory,
1971, Man CTtoapT), HeKoTopble CleHbl 13 hunbma «/1labupnHT» (Labyrinth, 1986,
[DKAM XEHCOH) 1 T. A.

Bce 3T0 He CTOWT OTHOCKTL K HeoCTaTKaM aHanmsa KoHKpeTHo [as-
NOBa, MOCKO/bKY OH C/iefyeT OTHOCUTENbHO OBLENPUHSTBIM ONPeaeneHnsM
xoppop-hurnbMoB (cM., Hanpumep, Encyclopedia Britannica, 2025). KntoveBas
npobnema 3aknto4aeTcs B TOM, 4TO B camux no cebe horror studies HeT ogHO3HaY-
Horo oTBeTa Ha Bonpoc (1) (Grodal, 1999, p. 172-175; Pinedo, 2004; Smuts, 2014,
p. 4-6; Worland, 2006, p. 4-7). He cTouT nonaraTb, 4TO Nnepes HaMu 0Obl4HbIN

! The Editors of Encyclopaedia Britannica. (2025). horror film. Encyclopedia Britannica. URL:
https://www.britannica.com/art/horror-film (30.07.2025).
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rnocodcknii cnop BoKpyr aeUHULIMI, MOCKONbKY B 3TOM Cy4ae Mbl Heuns-
HEXHO CTaNKMBAEMCS C Pa3MbiBaHVEM OCHOBaHWS BCErO MCCNeA0BaTENbCKOIO
npoekTa. /lerko npeacTaBnMbl CUTyaLMm, B KOTOPbIX T€ UV UHbIE NH0AN OChapu-
BalOT XOppop-cTaTyc hunbmMa «bneinay (Blade, 1998, CTueeH HOPPUHITOH) UNu
NPUHAANEXHOCTb K xaHpy Buaeourpsl «Last of Us» (2013), koTopble MaBnoBbIM
PaccMaTpUBAOTCS B Ka4eCTBe NPYMEPOB XOPPOP-NPoVi3BeaeHIii (napanienbHo
C yKasaHveM npobaeMaTnyHOCTM OAHO3HAYHOTO NPUYNCAEHMS K XOPPOpam
KNHONEHTbI «3eneHas komHata» (Green Room, 2015, [hxkepemun ConHbe)). Apy-
rMMY CNOBaMK, 6e3 BanvaHOro pelleHns 3anaqm (1) He ToNbKO HenpeacTaBuMbl
pelieHns 3aaa4 (2) v (3), Ho CTaBUTCS N0/ COMHEHVE Cama BO3MOXHOCTb /1106bIX
AanbHENLWNX UccnegoBaHui.

Takvm 06pa3om, NPUBOAUMbIE MPU3HAKM XOPPOPOB, AAXe eCn Mbl BO3b-
MEM WX B COBOKYMHOCTW, SIBASIOTCS MWW AOCTAaTOYHbIMU, HO HUKAK He Heob-
XOAMMbIMYM CBOMCTBaMM DUNBMOB Y)KAcoB. M XOTa obcyaeHne npuKnagHblx
BOMPOCOB XOppop-hurnbMoB (Byab TO KOPPEKTHOCTb KMHOaaanTaumin CTnueeHa
KuHra nnv aHanvs 4o cux nop MOAHOro cybaHpa nocTXoppopoB, K obcyxae-
HUIO KOTOPbIX Mbl eLLEe BePHEMCSI) 1 NPeACTaBAseTCs yAauHbIM C TOYKM 3peHNs
MapKeTWHra, paccMaTprBaemMasi paboTa HeCKO/IbKO NMPOUTPbIBAET B KayecTse
MMEHHO aKafleMNYeckoro NCCnefoBaHyis. A 3TOT CTaTyC, KaK KaeTcs, BeCbMa
BaXkeH N5 aBTopa’.

B TpeTbeli rnaBe, «Xoppop 1 reimMnien», oH obpallaeTcs K BOnpocy
XOppop Urp Ha MaTepuane kHurn MeppoHa «Silent Hill. HaBcTpeyy yxacy. Virpsi
1 Teopua ctpaxa» (MeppoH, 2021). MNpu 3TOM OKOO MNONOBUHbI COAEPIKAH NS
rMaBbl COCPEAOTOYEHO BOKPYI KPUTUKM HEMNOCPEACTBEHHO CaMOW PYCCKOS3bIY-
HOM paboTbl B pycne ee NepeBOAYeCKO U pefaKTOPCKoW peanu3aumm. OCHOB-
Hble MPETEH3UM MOXKHO YCIOBHO Pa3buTb Ha AiBa TWMNa: KPUTHKA akaleMU4eCcKoro
MCMOAHEHNS 1 YKa3aHWs Ha CTPaHHbIe CTUAMCTUYECKMEe/pefaKkTOPCKMe pelleHus.

B nepBOM ciydae Mbl MeeM €0 CO CMOPHbIMYU (ECNW He CKa3aTb OLIn-
HOYHbBIMY) MepeBOAYECKNMU peleHnsMU. [oKa3aTeNbHbIM MPYMEPOM sBASIETCS
noHsTHe «game studies», CTaBlIee B NepeBofe «MrpoBeaeHnem». [pu 3ToM KoM-
MEHTapuM CaMnx aBTOPOB MPOSICHSIOT, YTO 3TO HE HAMEPEHHOe pelleHne aBK-
raTbCst «MPOTUB TPEHMA@», 00YCIOBAEHHOE OCODLIM BUAEGHWEM 1 COAEPKALLMM
HeobxoAnMble, C UX TOYKM 3PEHMS, KOHHOTALMW, OHU MPOCTO HE3HAKOMbI C YCTO-
SBLIVMUCS BapvaHTaMmn TpaHCAUTEPaLUMW, NPUHSTBIMU CPeAM PYCCKOS3bIYHbIX

2 Ha paHHOe 3ameyvaHune MOryT Bo3pa3nTb, 4To [1aBNOB B paccMaTpuBaeMol paboTe n3Ha-
YasbHO OPVEHTUPOBANCS Ha MAaCCOBOrO, @ HE aKaAeMUYeCKoro YuTaTens: UMeHHO 3TUM MOX-
HO 0OBACHWTL BIGOP Kak TemMaTuKK, Tak 1 n3patenscrsa (ACT). B kayecTBe KOHTpaprymeHTa
OTMETUM, 4TO «/ccnefoBaHs Xoppopa» LUENMKOM COCTOUT U3 T1aB, KaxKaas 13 KOTOPbIX ke
Hbina onybvKkoBaHa paHee B TOM UM MHOM Hay4YHOM XypHane (Tak, Hanpumep, rmassl 2.3, 4.3
1 2.1 CM., COOTBETCTBEHHO, B: (MaBnos 2024a, MNasnos 2023a), [Nasnos, 2023b)).
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nccnenosateneit Buaeonrp (Meppot, 2021, . 10). Cofia e MOXHO OTHEeCTU Nos-
BMBLUYIOCS B PYCCKOM M3AaHWM NyTaHNULY C BECbMa BaXKHbIMM ANs aKaaemuye-
CKOro AAnCKypca AedbUHULMAMY TEPMUHOB «horror 1 «dread»®.

Mepexoas K TeopeTuyeckrM NocTpoeHusmM camoro fMeppoHa, aBTop
BbleNseT ABa OCHOBHbIX Te3M1Ca: «CYypBaNBaN-xoppopbl» KOPPEKTHEE Ha3bl-
BaTb «CypBalBan-Teppopsl», 1 BTOpoe, Kyaa 6onee 3HavyMMoe, — relMnnen
KOMTMbIOTEPHBIX XOPPOPOB MO3BOAET UCMbITbIBATH OCOObLIE IMOLMM, HEAOCTU-
XKUMble MpU NpocMoTpe Xoppop-hunbmoB (Maenos, 2024b, ¢. 71). B aTol YacTu
rnaBbl aBnoB ybeanTensHo NokasbiBaeT, YTO MCNob3yemble [leppoHoM apry-
MEHTbI BECbMa CMOPHbI 1 60MblLE NOXOAAT Ha MOMbITKY PbSHOMO haHaTa 060CHO-
BaTb OCOObIN CTaTyC 06BEKTa CBOETO NMOYUTAHNS (B l@aHHOM Cllydae cepun urp
BOODLLIE 1 B OCOBEHHOCTY ee BTOPOM HOMEPHOW 4acTH), FAe OH, Kak HaM KaxeTcs,
3aHVMaeTCst B HEKOTOPOI CTeMNEHU NCKaXaloWWM CyTb UMTUpOBaHuem (MMas-
no., 2024b, c. 71-83). B cBoei KpuTuKe aBno., AyMaeTcs, 3ax0a1T AOBOIbHO
Aaneko: «<41obbl fOKa3aTh, YTO 3TO [B3aMMOAENCTBYME C UTPOBLIM MUPOM B PON
NIPOKa] KaKoM-TO COBEPLIEHHO HEBEPOSTHBbIM, abCONOTHO HOBbINM NMCKXONorye-
CKWI OMbIT, [eppoH HEOAHOKPATHO LUTUPYET CO3AaTenelt Urpsl, COracHo KOTo-
PbIM MIpa OTANYAETCs OT DUIbMA TeM, HTO UTPOK HAXOAWTCS B UTPe U UTPaeT. ..
AaBaliTe nepesepHemM 3Ty dpasy C HOM Ha roAoBY (MK faxe C roN0BbI Ha HOTK):
B TO BpeMs KaK UIrpOKW 8CE20 /IUlb UTPAIOT B UFPY, 3pUTeNns cMompum dunbm,
Beflb CMOTPeTb MUIbM — 3TO COBCEM [APYrve NepexmBaHyis, KOTopble OTnYa-
I0TCS OT TeX, KOrfa UrpoKmM NPOCTO B3aVMOAENCTBYIOT C UTPOIA, MOTOMY YTO 3pu-
TensM JOCTYNHO Kyaa 6onblue, Beflb OHV CNeAsT 3a reposiMu, CONEpexmnBatoT 1M
1 T. A. BO3MOXHO, ceitvac. .. Bbl byaeTe WOoKMpOoBaHbl, HO OT MPOCMOTPa GUAbMOB
YXKaCOB TOXE MOXHO MOSyHaTh pasHble IMOLMN. ..

OnsTb e [eppoH HKKak He paboTaeT C 3TUM, HO eMy MOXHO ObINo bbl CKa-
3aThb, YTO CYOXaHp uep CypBaiiBan-Teppop onpeaenseTcs mossKo TeM, YTO ero
MOXHO OCTUYb UCK/IHYUMENLHO NOCPEOCMBOM NOAYyYeHUs “amoyull om zelim-
nnes”» (Masnos, 2024b, c. 83-84).

> C KpUTUKON PeaaKTOPCKMX PewWeHnid CornacmTcs HaMHOro croxHee: Masnos yKkasbiBaeT
Ha OTCYTCTBME NPOSICHEHMS TaKNX UIPOBbIX TEPMUHOB, Kak «60cc» nnn «NPC», ans KOTOpbIX
B OpMr1Hane CyulecTBOBan OTAENbHbIN roccapuil. B aTolt npeteHsun nccnegosatens (Hame-
PEHHO?) ynycKaeTCs 13 BUY, 4TO YMTaTeNb AePKUT B pyKax paboTy, 03arnaBneHHyio «/rpb
(1)  Teopus cTpaxa», Ha 060pPOTe KOTOPOI MOXHO MPOYKTaTh, 4TO «BcenenHas Silent Hill BbI-
Wwna 3a npegens Mvpa BUAEOUrp». B LaHHOM Cly4ae HEBO3MOXHO aneninpoBaTb K TOMY, 4TO
Mbl IMEEM AEeN0 C KaKUM-TO Y3KMM TEPMUHOM, XapPaKTEPHbIM A/ KOHKPETHOW Urpbl UK Aaxe
KOHKPETHOro »aHpa. OxmaaTb HE3HaHKS TakUX TEPMIUHOB OT YWTATeNs aKafleMmnyecKkmx pabot
no game studies CTONb e HeonpaBaaHHo, Kak OXMAATb HE3HAHUS TEPMUHA «KaMMCKenp»
OT YnTaTenel paboT, NOCBSILLEHHbIX XOPPOpP-GrnbMam. B ckobkax ciegyeT 3aMeTuTb, YTO Kor-
fa Ha 17-1 CTpaHuue HaM BrepBsble BCTPEYaeTCs NOHATUE «[KaMMnCcKeip», cam MaBnos He gaet
0 HEM HVKaKoW nHbopMaLumn.
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Puckys Bcnep 3a lNeppoHOM 3anonyynTb METKY NH0[010ra, BCe-Takn CTOUT
06paTUTb BHUMAHWE Ha HECKOIbKO MOMEHTOB. [laxe He Mest B BUAY NOHbIN
aHanus laBnoBa Unu Tem Honee cam OPUrNHaNbHbIA UCTOYHVIK, UCK/IKOYUMEN6HO
Ha OCHOBaHWW NPUBEAEHHOW LUMTaTbl MOXHO MNOHSATh, YTO [1aBNOB NOAXOANUT
K 06Cy)xaaemMoi nM paboTe ¢ SBHbIM HEAOCTAaTKOM aKafdeMNYecKol LeapoCT L.
Bo-nepsbix, chopMynnpoBaHHbI «3a» MeppoHa Te3nc 0HO3HaYHO MOXHO
Ha3BaTb CANLWIKOM Y3KWM, €C/IN HE TPUBMANbHbLIM. BO-BTOPbIX, OH HE KOppenu-
PYeT C MbIC/bO caMoro eppoHa, 1aes KOTOPOro 3aK/YaeTcs B TOM, HTO Urpbl
B LIeIOM NPEAOCTaBAAIOT YHUKANbHbIN NCUXONOTNYECKIIA OMbIT, HEAOCTYMHbIV
AN Apyrux Meamna (B 0cobeHHOCTY hrNbMOB). ITO HANPSMYIO CBA3aHO C TEM, YTO
K CTpaxy, OCHOBaHHOMY Ha MOSBIEHMM MOHCTPOB 1 CMIPOBOLMPOBAHHOMY CorMne-
PEXVBAHMEM repoto UCTOPUK (4yBCTBY, KOTOPOe 1aBM0B MO KaKOW-TO NpUYnHe
CYMTEET NIMYHOW NPeporaTUBON OAHUX NULLb 3pUTENelt KNHOKAPTUH), 106aBNs-
eTcs TpeBora, 0coboe OLlyLLEHMe, CBS3aHHOE He C MPOMCXOAALIMM Ha SKpaHe Kak
TaKOBbIM, HO C IENCTBUAMN U peaKLmamu caMmoro urpoka (Canum, 2019, c. 159-160).
B vrpe TB0Os olnbKa, CoBepLIEHHOe NMYHO TODOW AECTBME MOXET NPUBECTH,
Hanpvmep, K CMePTU MaBHOrO reposi, TPaTe 3HAYNTENBHOIO KONMYeCTBa Bax-
HbIX PECYPCOB, MOMYYEHMIO HEraTUBHO KOHLOBKM U T. Ai. IMEHHO 3TO oliylleHne
11 CO32€T TO, YTO [eppOH Ha3bIBAET «3MOLVeN OT reliMes», NPOTUBOMNOCTaBASS
MX «<3IMOUMAM OT UrPbl», KOTOPbIE MOTYT BO3HMKATb fjaxe B C/lydae HaboaeHus
3a UrpoM, kak ecnu Hbl 310 HBbIN KMHONPOCMOTP (Maeno., 2012, p. 95-100).

HEKOTOPbBIE 3AMEYAHUSI OTHOCUTE/IbHO BTOPOW YACTU, «OBHOBNEHUS»

BTopas 4acTb KHUMM NofieneHa Ha Tpy rMaBbl. M3 Hux xoTenock 66l noapob-
Hee OCTAaHOBMTbCS Ha rMaBax 2.1 «<PeMeNKUHM 1 2.2, «DpaHWn3aLmns», CBA3aHHbIX
Mexay cobori oblein naeein: 0bHoBAEHWE OPUTMHANBHOTO MaTepuana nocpes-
CTBOM HOBbIX KNHOKaPTUH HE ABNSETCS KOPbICTHLIM KOMMPOBaHWEM, HO Npef-
CTaBNAETCS BaXKHbIM O6BEKTOM N5 MCCNefoBaHWi. B Kaaom dparmMeHTe Mbl,
BMecTe C [1aBNOBbIM 1 aHaNM3npyeMbiMi MM NPOU3BEAEHUSIMI, 33A3EMCS BOMPO-
COM: IBASIIOTCS Y HOBbIE MPOYTEHMS AENCTBUTENBHO HOBbIMU? YTO OHM 106aB-
NS0T K OPUTMHANBHOMY MaTepuany?

YeTBepTas rnaBa «PeMelKuHIr» (2.1. COrnacHo opuriHanbHOMy ornasne-
HUIO) coCpeaoToYeHa BOKPYr paboTel /laypbl Mu «PeaHrMmpoBaHHble. CoBpe-
MEHHbIE PeMelKy aMepuKaHCKOro Xoppopayr, re UccanegoBaTeNbH1La oTcTan-
BAET peMeliky/ B Ka4ecTBe, Kak bbl 3TO He 3By4ano abcypaHo Ha NepBsbIii B3rs,
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OPUTMHANbHbBIX TBOPYECKMX MPOU3BEAEHNI UM iaxe CaMOCTOATeNbHOM (hOpMbl
nckyccrea (Mee, 2022, p. 3-4). MOXXHO cornacuTbes ¢ MaBnoBbiM, YTO Takol nNof-
XOf] AECTBUTENBHO 3aCY)KMBAET BHUMAHWS Kak MUHUMYM B CUY NPOTVBOPE-
4MBOCTU (O4EBUAHO, HAMEPEHHOK) aBTOPCKOTro Te3uca.

COMHeHNS, 0OfHaKO, HauMHatoT NocellaTs NPy B3rNsae Ha aBTOPCKYI0 apry-
MeHTaumto. OnucbiBas aBTOPCKMIA METOA U Te3uc, [aBnoB NogYepKMBaeT, YTo
MKW He NoAXOAWT K pemeinKkam C CybbeKTUBHbLIM NpeaybexaeHnem (Kkaxk byato
1ccneaoBaTebCkas HeMTPanbHOCTL ABNSETCS AOOPOAETENBIO U HEKMM OCODbBIM
MEeTO[I0M, a He 6a30BOI akageMm4ecko YyCTaHOBKOW), a mocne cneayeT npeasno-
KeHue: «JaBaiiTe Tenepb pacCMOTPUM OAMH NpUMEP, C KOTOpLIM paboTaeT Jlaypa
Mu» (MaBnos, 2024b, c. 104), 1 OH NepexoanT K 0bCyXaeHWIo pemeiika hunbma
«HeyTo» (The Thing, 2011, MaTTeiic BaH XeNHWHIeH-MAaAWWIA), BbIMYLWEHHOTO
B 2011 ropy. iTorom CTaHOBMTCA AeKNapupoBaHme, 4To «HeyTo» aBnaeTca npe-
MEeWKOM, T. . OAHOBPEMEHHO ¥ PEMEIKOM, MOBTOPSOLWMM HEKOTOPbLIE 0CO60
KYNbTOBbIE CLEHbI 1 CIOKETHbIE XOfbl OPUrMHana, 1 NPYKBENOM, JatoLeM Ham
nMHopMaumto o cobbiTUAX 10 Havana dhunbMa KapneHTepa. TOYHO TaK e, Kak
1 C TPyAHOW cyabbol (N)peMeika, MOBTOPSIOLIErO KaCCOBLIN NpoBan 1 byayLimi
3HaYMMBbIV CTATyC OpUrMHana, C 3TUM YyTBEPXAEHMEM TPYAHO He COrnacuTbCs.
OfHaKo, KaK v B Cly4ae C ApYrvM 3HaKOBbIM PEMENKOM, aHanv3vpyembiM B MOHO-
rpacun Mu, — bunbmom «Kpuk 4» (Scream 4, 2011, Yac KpaiiBeH), npeactasnsio-
WM cObOM AOCTaTOYHO OYEBUAHbINA METAKOMMEHTapUiA Ha TEMY PEMEIKOB, Mbl
MMeeM 1eN0 C BeCbMa CTPaHHO BbIOOPKONA.

«HeuTo» AENCTBUTENBHO SBNSETCH NMPUMEPOM KaYeCTBEHHOMN KMHOKAPTUHbI,
nocTpajaslieil BO MHOMOM 13-3a CTaTyca «peMeika KynsTOBOM KNaccukm 80-x»,
obnapatolLeit, K TOMy e, 10CTaTOYHO YHUKaNbHOM (N0 KpaliHeli Mepe, Ha nepuoga,
CBOEro BbIX0fla) CTPYKTYpO peMeiKa-npuKeena. lNpobneMa 3akntoyaeTcs B TOM,
4TO Ha oHe BOMbLINMHCTBA COBPEMEHHbIX PEMENKOB (1, K DONBLIOMY COXANEHWIO,
XOPPOPbI 3A€CH laNEK0 He UCKIOYEHE) OH NpeaCcTaBAsSeT coboM NMLb NOHOMbIT-
HOE WCKNtoYeHwe 13 0bLen Moaenu — MOAeNn, HanpaeneHHo Ha oboratleHne
KPYMHBIX CTYAMI 32 CHET HOCTaNbI MK NO «CTapbiM BpemeHaM 1 dribMam». B cae-
NaHHOM 3ameyaHn COBEPLIEHHO HET KaKoW bbl TO HY BbINO KPUTUKN KanuTa-
N13Ma, POBHO KaK OHa He CHMTbIBAETCS B CXOXMX KOMMEHTapwsix [aBnosa v camoi
Mu Ha faHHyo Temy. PasHuLa MEX/y Hamu 3aK104aeTcs B TOM, HTO My noao6HbIX
NpUMepOB (He roBops yXKe NPo Kyfia MeHee 3Ha4YuTeNbHbIe N3MEHEHNS B pemeli-
Kax «f ntoto Ha Bawu Morune» (I Spit on Your Grave, 2010, CTueeH MoHpoO) 1 T. A.)
[OCTaTOYHO A1 MOCTYANPOBAHMS HEKOrO 0COBOro CTaTyca peMeinKoB. Npasaa xe
COCTOWT B TOM, Y4TO 3TO MPOCTO UCKMOYEHNS. VX BKNa AeACTBUTENBHO HY)XXHO pac-
CMaTpMBaTb M aHanM3MPOBaATh, HO MPW 3TOM KaXETCst CTPaHHbIM 3a0blBaTb NPO
Kyna 6onee pacnpocTpaHeHHble NpuMepbl. K TakiM 0THOCUTCS KapTuHa «OMeH»
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(The Omen, 2006, [xoH Myp), koTopyto Mu Bpoge bl ¥ YNTOMUHAET, HO aHaN13mpo-
BaTb COBEPLIEHHO He Xo4eT. OHO M MOHATHO, T. K. B TAaKOM C/ly4ae nepef Hamu oka-
XKETCS HE CaMblii Ka4eCTBEeHHbIV hUbM, OTKPOBEHHO NapasnTUpyIoLLniA Ha CBOeM
Hacneamu. pyruMum cnosamu, ¢ nosuumnein M o6 ocobom cTatyce pemerkos
MOXHO COMMACKTBCS, HO C BaXKHbIM YTOYHEHWEM: PEMENIKOB, KOTOpPbIe Obl OTBEYaNN
KaK MHTepecam 3puUTenen, Tak U nHTepecam akageMmmyecknx uccnefosatenei,
HUYTOMXHO Mano. IMEeHHO NMO3TOMY KXETCst CTPaHHbIM, YTO Mu npeanovmntaet
aKUEHTUPOBATb BHUMAHME Ha OTAENbHbIX UCKIHYEHUSX, HO He Ha OOLLIEN TeH-
AEHUMM NPOVI3BOACTBa PEMENKOB.

Kak npeacTaBnsieTcs, nofobHas aBTopckas no3unums 6pnTaHCKom nccne-
AOBaTeNbHNLbI CTana CIeACTBMEM e CTPEMEHYIS K ONPeaeneHHON aose NpoBo-
Kaumu. MoCKONbKY TE3MC «HEKOTOPbIE PEMEIKIM AENCTBUTENBHO XOPOLLW 1 3aC/1y-
XKMBAIOT Halero BHUMAaHNS 1 KaK MCCNefoBaTenen, U KaK aputenein» — 370
He TO, YTO XO4eTCs OTCTanBaTb. BO MHOTOM MOTOMY, Y4TO C 3TUM (MNOYTM) HUKTO
He 3aX04eT CMopnTh.

Kak y»xe bbI10 ckasaHo, naTas rna.a (2.2) nocssieHa Teme dppaHwm3a-
umn. B Heit MaBnoB npeanaraet B3rsHyTb Ha COOPHMK 3cce «xXoppop-paHLwn3bl
B KvHemaTorpade» nof pefakuyven Mapka MakkeHa 1 Yunbsima lNpokTopa. YkasaH-
Hbl€ aBTOPbI CTPEMSTCS K ONPOBEPHEHWIO YCTOSBLLErOCS Te31Mca O BTOPUYHOCTM
MPOAOMKEHNS KYNBTOBBIX MAM MPOCTO YCNewHbIX hUAbMOB, OTCYTCTBMIO Y HIX
KaKoi bl TO HY BbINO TBOPYECKOW (a CefoBaTeNbHO, Y MCCNEA0BATENbCKOM) 3Ha-
4mmocTn (McKenna & Proctor, 2021, p. 1-24). KaxxeTcs npumMedaTenbHbiM, 4TO faH-
Hast NVHMS BOCXOAWT K OIHOMY 13 NMYOHEPOB MCCNEA0BaHWIA KaHPa y*acoB POGMHY
Byay. 9T0 0COBEHHO MPOHMYHO, y4nUThIBas, YTO TemHas BcenenHas Universal
(BKMtOYatoUan B cebs [pakyny, PpaHKeHLITeNHa, MyMIIO 1 MPOYMX 3HAMEHMTbIX
MOHCTPOB) — OfiHa U3 NePBbIX KMHOMPaHLWM3 B UCTOPMM. KaK 1 B NpeablayLen
rnaBe, 34eCk Mbl BO MHOTOM MMEEeM 1ef10 C anooreTMKon dpaHL3HOro noaxoaa,
KOTOPbI, KaK MonaratoT aBTOPbI U PeAAKTOPSI, CefyeT paccMaTprBaTh He TONBKO
B Ka4yeCTBE KOMMEepYECKM 0BYCNOBNEHHBIX MPOM3BEAEHNIA. B 3TOM KOHTEKCTe Npep-
CTaBAseT 0COObIN MHTEPEC YNOMMHAEMbIV [1aBNOBbIM Pa3pbIB TBOPYECKMX MOAXO-
[0B Mexay hpaHLwv3amu «Kpurk» 1 «Xannoymn» (Masnos, 2024b, c. 118-120). Ecau
NepBblil pa3BMBaAETCS MO KNACCUYECKON «CepuanbHOM» CTPYKTYPE, KOrfa Kax bl
cnepyrouwmin Gunbm SBASETCS MONHOMNPABHLIM HAaCAeAHUKOM BCEX NpeablayLimx,
TO B C/ly4ae € X3AN0YMHOM Mbl, MO CyTU, UMeEM N0 Cpasy C YeTbipbMs (1) nonyoT-
AenbHbIMY dpaHLmn3amm: 1) «Xannoyun» (Halloween, 1978, Yac KpaiiBeH), «Xanno-
ynH 2» (Halloween 2, 1981, Puk Po3eHTanb), «XannoyvH 4: Bo3spatleHvie Maiikna
Maiiepca» (Halloween 4: The Return Of Michael Myers, 1988, [lyalAT /InTTn), «Xanno-
yuH 5: MecTb Maiikna Matiepca» (Halloween 5: The Revenge Of Michael Myers, 1989,
[JomnHnk OTeHeH-Kepap), <XannoynH 6: Mpoknatune Maiikna Martepca» (Halloween:
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The Curse of Michael Myers, 1995, ko LLlannenn); 2) «<Xannoyun» (Halloween, 1978,
Yac KpanseH), «XannoywH 2» (Halloween 2, 1981, Pvik Po3eHTanb), «xXannoyuH: 20 net
cnycTs» (Halloween: 20 Years Later, 1998, CTB MaliHep), «XannoywH: BockpeleHne»
(Halloween: Resurrection, 2002, Pvik Po3eHTanb); 3) ««XannoyuH» (Halloween, 1978,
Yac KparieeH), «XannoyuH» (Halloween, 2018, [1aBua fopaoH MpuH), «<XannoymnH
ybuBaeT» (Halloween Kills, 2021, 13Bua TopaoH MpuUH), «<X3annoymH 3aKaH41MBaeTCs»
(Halloween Ends, 2022, 13B1a FfopaoH MpuH). OTaensHOro ynoMmHaHus 3acnyxu-
BaeT pebyT-hpaHLIn3a pexviccepa Poba 3oMbu: «XannoymH 2007» (Halloween, 2007,
Pob6 3ombn), «<XannoyuH 2» (Halloween |1, 2009, Po6 3ombn)*. Kak BUaHO, Kaxaast
4aCTb CTPeMUIach CBs3aTb Cebst C MEPBO 1 PELLINTENBHO OTPEYLCS OT BCEX MPOYMX
brnbMoB «MeTadpaHLWKn3bl». LinTrpyembiii MasnosbimM UccnenoBatens CTUB [PKOHC
NPVXOAWT K MHTEPECHOMY BbIBOLLY, 4TO, HECMOTPSI Ha BECh NoTeHLman «Kpuka» Kak
METAaKOMMEHTaPWIS KIKaHPY, UMEHHO NpsiMast CYKBENM3aLs MPUBOAWT K TOMY, 4TO
OH YCTYMNaeT «X3/1M0ynHY», BHEAPSIOWEMY MHHOBALMW 1 TEM CaMbiM Pa3BMBato-
wemy xaHp (Masnos, 2024b, c. 120).

OpnHaKo, Kak 1 B C/lydae C rMaBo, NOCBSLEHHOW peMeKaMm, y YmiTaTens
MoHorpaduy MaBnoBa MOXKET COXPaHSATHCS OLLyLIeHMe, HTO Kak caM aBTop, TaK
1 aHanvianpyemble M paboTbl YKIOHSIOTCS OT PaCCMOTPeHUs LeHTPanbHOM,
HO oCTatollelics 6e3 BHUMaHWs npobnemMaTvky — KavyecTBa cammx GrabMoB.
M ecnn dpaHwmza «Kpuk» — 370 Hennoxour npumep bonee UNn MeHee poB-
HOrO KayecTBa BCEX CBOVIX COCTABHbIX 4aCTel, TO PpaHLIv3e «X3n10ynHa», 0Co-
6eHHO B Nepuroa ¢ 1988 no 2007 roabl (HE BKNKOUYMTENBHO), NOBE3M0 3HAYNTENBHO
MeHbLUe. 1 3TO JaneKo He yHMKanbHbIA npumMep. Cxoxyto cyabby MOXHO npoche-
ONTb VY APYroi AaBHel dpaHLWn3bl PUAbMOB Y)KAacOB — «TexacCKoW pe3He HeH-
30MVnoM». ECIV BbIXOAWTb 3@ PaMKM XKaHpa, TO MOXHO BCMOMHUTb hpaHLUIn3y
«TepMuHaTopa», KoTopast MOC/e ONnpeaeneHHOro MoMeHTa 6e3ycrnelHo nbitanach
nepe3anycTuTb camy cebsi, CTPeMSCh «3abbITb» BCE CBOM MPOLLIbIE HACTH, KpOME
30/10TOV KNacCUKM — ABYX NepBbIX KapTuH [xenmca KamepoHa.

[PYCTHO 0CO3HaBaTh, YTO, MO OYEBMAHBIM NPUYVIHAM, B PaCCMaTp1BaeMOM
MN30aHUN He NpeacTaBaeH OfWH U3 MHTepPeCHeNnW X NPUMepOB — BbllWEAW W
B 2024 dunbMm «Hyoin: Pomyn» (Alien: Romulus, 2024, depe AnbBapec). Asnascb
codT-pebyTom cepuu, pabota defe AnbBapeca OTAaEeT faHb YBAXEHNS CBOUM
npealecTBeHHVIKaM, 0CObeHHO, pa3dyMeeTcsi, NepBOM 1 BTOPOM HOMEPHOW 4acTy
(bpaHLLN3bI, HO NPY 3TOM MOXKET CYLLLECTBOBATL KaK B paMKax ToWi e BceneHHol,
TaK 1 COBEPLIEHHO OTAENBHO OT BCEX NPeablayLnx (hrNbMOB, 3acTaBnsas GaHaToB
Pa3MbILWNATb O BO3MOXHbIX CBA3AX MEX[Y KapTUHAMMU.

* Mocne BbIxoga opuruHanbHoro dunbMa 1978 roga nocnegoBano ABeHaguaTs GUAbMOB.
Mankn Maiepc sBNSeTCs aHTaroHUCTOM BO BCEX HUX, 3@ UCKOYeHUEM «X3nnoymH 3: Ce30H
BeflbM», COXET KOTOPOTO He MMEeEeT NPSIMOiA CBSA3M C ApYrvMu dUabMaMu cepum.
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BMECTO 3AK/NHOYEHMNA

He cTouT nonaraTb, YTO AeN0 NMWb B KOHKPETHOW MOHOTrpadum KoH-
KpeTHoro aBTopa. Llenb faHHOro nccnefoBanus — 3T0, Kak yxke ObI0 ckasaHo,
Ha npvmMepe paboTsl [1aBnoBa NONPoboBaTh OTMETUTb Y3N10BbIE TOYKM NOTEHLM-
anbHOW AVCKYCCUM B OCMBICIEHWI COBPEMEHHON XOPPOP-aHaNNTUKM.

OfiHaKo Mbl ellle He paccMaTpuBany Hanbonee METOANYECKU 3HAYMMYIO
raBy 1.2 — «AKafileMuyeckue nccnegoBaHus xaHpa». O6cyxaaemblli B Hel
cbopHuk «New Blood» npsiMmo aeknapupyeT CBOO 3agaqy B Buae GopMmMpoBa-
HUS CBEXMX Hay4YHbIX MOAXOA0B K XaHPY, pacllMpeHio NCCaeqoBaTeNbCKux
rpanuy (Falvey, 2020, p. 2-3). [lecTBUTENbHO K 3TO Tak? COOTBETCTBYIOT K
BK/IOYEHHbIE B paboTy 3CCe CTONMb aMbuLMO3HOM 3aaade? Bo Bpems YTeHus
CO371a€eTCs BnevaTneHne, 4To laBnos, ckopee, npobyeT y6eamnTb B 3TOM YuTa-
Tenew (a, bbITb MOXKET, U CaMoro cebs), yem ybeamnTensHo 10Ka3biBaeT, YTO 3TO
AeCTBUTENbHO TakK.

Hanpwvmep, MNaBnoB BbIAENSET B KAYECTBE OPUTMHANBHOW U 3aCNyKMBa-
toLert 0coboro BHUMaHUs BKIOYEHHY0 B «New Blood» cTaTbto [3suaa Yepua,
KOTOpas NO3fHee NpeBpaTuaach B OTAENBHYIO KHUTY. B 3TOM c/iy4ae KaxeTca
MOMHOCTbIO OMPaBAAHHbLIM peleHne aBTopa He ONKMCbIBaThL CaMy CTaTbio,
HO BbIAENWTb OTAENbHYIO M1aBy Nog aHann3 60abWoro nccneaoBanms. OgHaxko
B COOTBETCTBYIOLLEN MaBe Mbl BCTPEYAEM YTBEPKAEHME, YTO MOCTXOPPOPLI OMK-
CbIBAOTCS B NEPBYHO OYepeb OKa3biBaeMbIM 1M Ha 3puTens addextom (Masnos,
2024b, c. 171-174). 3TO Ka)KeTCs BABOVHE CTPaHHbIM, Y4UTbIBas!, YTO Ha 46-011
CTpaHuLe HaM yxKe COODUWMN, YTO aHanmn3 Xoppop-MruasMOB Yepes Teoputo
adeKTOB BCTpeYaeTcs B MCCNefoBaTeNbCKoM nuTepatype yke ¢ 2005 roda, T. e.
3a 15 neT Ao Bbixoga cOopHMKa 1 3a 16 NeT Ao nybankaumm kHurn Yepua.

Euie opgHoM durypoit, KoTopyto [MaBnos 0cobo BbifeNsieT, ABNSETCS YroMs-
HyTbI paHee CTVB [IXKOHC 11 ero 3cce «XapAKOPHbIA XOpPOop», MOCBSILLEHHOE NPO-
bneme gemapKaLMy SKCTPEMAbHbBIX XOPPOPOB M XapAKOPHbIX XOPPOPOB. Mo cyTH,
Mbl VIMEEM AEN0 C MOMbITKOV MOCTPOEHUS TOKANbHON KNaccuduKaLmm xoppopos
C 36bITOYHBIM (MO MHEHWIO OOMBWMHCTBA HEMOATOTOBNEHHbIX 3pUTENEN) KOMU-
4eCTBOM PU3NYECKOrO UMW CEKCYaNbHOTO Hacunus. [DKoOHC obpallaeT Halle BHU-
MaHMe Ha TO, YTO SAPJIbIK «3KCTPEMasIbHbI» Yallie BCEro UCMOb3yeTcs AaneKnmu
OT XaHpa XXypHanncTamu, KOTOPbIE, ECTIN MOXHO TaK BblPa3UTbCs, SBASIOTCS
BECbMa BMeYaTIUTENbHbIMU 3PUTENSIMU 1 MOTOMY UCMOMNb3YHOT NMOHATUE «IKC-
TpeMasbHbI» B OTHOLLEHMI NMoYTU N1060ro dunbMa, BbIXOASLLEro 3a npeaesns
CTaHAAPTHOIO KNHOTEATPaIbHOIO OMbITa. /1 XOTS AaHHas MbIC/b MPeACTaBAseTcs
[OCTaTOYHO MHTEPECHON, TPYAHO COrNacKThCs ¢ [aBnoBbIM B TOM, YTO nepef
HaMW HEKMIA «<HOBBI» MOAXOA K XaHpy. Tem bonee, YTo B CBOEN KHure No 6nu3-
KOW TemaTuke «MeTamofepHble Cnawepsl» [PKOHC (€CnU Mbl FOBOPUM MMEHHO
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NpO METOAONOMMIO UCCNef0BaHNS) PACLUMPSET U AONOAHAET KOTHUTUBHbINA NOf-
xopn Kapponna, Ho 3To, NoXanyi, Tema Ans oTaeNbHON CTaTbu.

[ApyrvimMu cnoBamu, HECMOTPS Ha Ha3BaHMe «OBHOBNEHNE XaHpa», Y YnNTa-
Tesnen MOKET CIOKMTbCS HEKOTOPBIV CKeNCHKC B OTHOLIEHWM XOPPOPOB KaK uccrie-
dosamensckol obnacmu. Cnepys oT 0OfHOM MOHOrpacdmm, OT OfHOW NCCNeaoBa-
TenbCKoW NpobnemMbl K PYroi, Mbl HEM3MEHHO CTankBaemcs ¢ hurypamu Byaa
nnv Kapponna v ncnonb3yembiMun MMy MeTofamu paboTsl ¢ DUAbMaMI Y)KacoB
KaK C anneropusimMu.

/1 XOTS 3TO KaXKETCS €CTECTBEHHbIM, Y4MTbIBast aKaIEMUNYECKY0 3HaYMMOCTb
AaHHbIX MCCNeaoBaTenel, X YNoOMUHaHNS B KOHTEKCTe «OBHOB/IEHMS» KaHpa
BbIMSAAT, y4NTbIBAS BPEMEHHOW Neproa Ux NybnmnKaLumii, BeCbMa HeobbluHo. BoT
NV HECKO/IbKO MPUMEPOB: B TpeTbelt rase [eppoH NprUBAEKAET KOTHUTUBHYHIO
Teoputo Kapponna, LeneHanpasneHHo nsberas CToNb NONYASPHOrO NcKxoaHa-
NNTUYECKOro noaxofa K cepuvt nrp Silent Hill. B 4eTBepTON rnaBe, Koraa obcyx-
[3K0TCs CYLLECTBYIOLLME MOHOTPadun, cCeaytolie pemMeinkin Xoppop-hrnbmMoB,
MaBNOB KPUTUKYET METOA0N0TIO PoLLE, MOCKOMbKY OH «OMMPAETCs Ha yCTapes-
WY TEOPWMIO KNaCCHKa aMepPUKaHCKOro KpuTuka PobrHa Byaa» (MaBnoB, 2024b,
C.99), 0AHaKO UTHOPUPYET TOT haKT, YTO MU TOXKE aKTUBHO NPUBIEKAET U LUTU-
pyeT paboTbl Byna, nycTb v 0TAaeT npeanoyTeHme heMmHNCTUYECKM ONTHKaM
(Mee, 2022, p. 138).

XOTsl, Ha NepBbli B3NS4, 3TO MOXET NMOKa3aTbCs CTPaHHbIM (0COBEHHO
B OTHOWeEH N hurypbl Byaa), 0TX0A4 OT 3TOM TEHAEHLMMN MOXHO 3aMeTUTb B 3aK/t0-
YNTENbHbIX T1aBax — AECSTON 1 OAMHHAALATON (4.1 1 4.2 N0 BHYTPEHHEN HyMe-
pauuu). B Hux MaBnoB NbiTaeTcs NokasaTb, YTO ONPEAeNeHHON TeHAeHU e
nocNefHUX NeT IBNSETCS CO3AaHme GUNbMOB C OTKPLITON NOANTUKO-COLMANbLHOM
nosuumeit (Masno., 2024b, ¢. 237-292), koraa aBTopbl yKe He paboTatoT C «BbITEC-
HEHHbIM» CTPaxaMu Yepes nx onocpefoBaHHOE N300paxeHLe, a MporoBap1eatoT
CBOW maen PaKTUYEeCKN NPsSMbIM TEKCTOM. [1pobaema 3aKi4aeTcs B TOM, YTO A5
NPUHSATAS NOAOOHOIO BbIBOAA NPVBOANTCS CANWKOM Mano peanbHOro aMnmnpu-
4eckoro matepwmana. o cyTw, Bce cBoamTcs K dppaHiumnse «CyaHas Houb» 1 npo-
ekTaMm pexccepa hropaana Muna «Mpoyb» (Get out, 2017, ropaaH Mun), «<Mbl»
(We, 2019, ropaaH Mun) n ceprany «CymepeyHas 3oHa» (The Twilight Zone, 2019,
per fAiTaHc). OgHaKo, BO-NePBbIX, MOA0OHas MOYTY HEMPUKPLITas ColManbHas
KPUTWKa XapaKTepHa 1 415 Kyaa bonee paHHUX GUIbMOB y)xacoB — «Af KaHHKba-
nos» (Cannibal Holocaust, 1980, Pymxepo [leopato), «Hyxue cpeam Hac» (They Live,
1988, [xoH KapneHTep) 1 Ap. A y)Ke BO-BTOPbIX HY)KHO 3aMeTUTb, YTO NOACOHbI
npuem BCTPeYaeTcs faneko He BO BCEX COBPEMEHHbIX MPOU3BEeAEHMSX, U MOTOMY
AaHHbIV (DEHOMEH «OTKPbITOrO NONUTUYECKOTOY, 38 PEAKNM UCKOYEHWEM, MOYTH
He BbIXOAWT 3a Mpeaebl YKe YNOMSHYTbIX MPON3BeAeHN .
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OfHaKo NpOTVB NOAXO0B, ONMPAIOLLMXCS Ha aHann3 hUNbMOB YKaCcoB
Yepes nNpuamy Npobnem reHepa/pachl/CoLmansHOro KNacca, MOXHO BbIABUHYTH
1 bonee CrbHOe BO3PaXKeHVe: OHN He OTHOCATCS Cyrybo K paccMaTprBaemMomy
XaHpy. V1 neno BoBce He B 06BUHEHNSX B HEOPUTMHanbHOCTU. pobnema, Kak
MOXHO MOHATb, UCXOANT U3 YHUDUKALMUM BCEX KyNBTYPHbIX apTehakToB — husb-
MOB, KHUT, KOMUKCOB, My3bIKW, BHE 3aBUCMMOCTHM OT VX XaHPOBOW HanpasieH-
HOCTW, 10 YPOBHS a/to31i Ha Kakyto-TO BOJIHYIOLLYIO 1CCefoBaTens npobnemy.
MOXHO NI COMNacUTLCS C KIpponnom, yTBEPKAABLIWM, 4TO «He CrieflyeT nosa-
raTb, YTO BCE XaHPbl MOXHO aHann3npoBaTh ofvHakoso» (Carroll, 1990, p. 14).
CnepyeT N 13 3TOr0 HEOOXOAMMOCTb MOHOTO NePecMoTpa METOA0ON VN UCChe-
A0BaHMA hUNbMOB Y)KaCOB — BOMPOC OTKPbITbIN.
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Russian light-sound instruments
in the first third of the 20th
century: From chromotrope

to kinemachrome*

Abstract. This article presents the first systematic study and classification of
light-and-sound instrumentation in Russian art history, focusing on devices
that emerged within Russian culture during the first third of the 20th century.
The research analyzes the process of their creation and function within
the context of the synthesis of the arts and the impact of scientific and
technological progress on artistic practice. This classification defines the
light-and-sound instrumentation of this period as devices (apparatuses,
instruments, tools) that were either created to accompany musical, dramatic,
declamatory, choreographic, and other works with light and color, or
which inherently combined light-color and sound effects simultaneously.
Composers, artists, and inventors, captivated by the idea of synthesizing
the arts, designed these instruments to accompany performances, create

@ * Translated by Anna P. Evstropova.
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independent light-sound compositions, and study the influence of sound
and light on human perception.

The identified devices are classified into two primary groups: light-color
[1] and light-sound [2]. The light-color group consists of devices that
project light and color onto a screen or surface [1.1] and devices designed
to propagate light and color within a space [1.2]. The light-sound group
is subdivided using two criteria. Based on their sound production, they
are categorized as either acoustic [2.1a] or electroacoustic [2.2a]. A visual
criterion would allow for a parallel classification into screen-based [2.1b]
and spatial [2.2b] types.

In conclusion, the article argues that a uniqgue movement coalesced in
Russian culture during the first third of the 20th century, where ideas
of artistic synthesis were deeply intertwined with new technological
possibilities, largely driven by the nationwide campaign of electrification.
By creating new instruments and means of expression, their inventors
sought to transcend the boundaries of established art forms: composers
ventured beyond music through light and color, while artists moved beyond
the visual arts by imparting movement and musicality to color and light.
New meanings were forged from a synesthetic sensibility, overcoming the
divide between temporal and spatial arts. Although most of these inventions
were not widely adopted, the experiments in this field were profoundly
prescient, anticipating the future development of media art.

Keywords: Russian culture of the first third of the 20th century, light-sound
instruments, screen-based and spatial light-color instruments, acoustic and
electroacoustic light-sound instruments
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Knaccuoukaumsg oteyeCTBeHHbIX
CBETO3BYKOBbIX MHCTPYMEHTOB
nepBoun Tpetn XX Beka:

OT XpOMOTpOMa 10 KHemMaxpoma

AHHOTaUus. B cTaTbe BNepBble B POCCUMIACKOW MCKYCCTBOBEAYECKOM NpakK-
TUKe NPeAnprHSATa NOMbITKa 0606LLEHNS 1 CCTeMaTM3alUMKn CBETO3BY-
KOBOrO MHCTPYMEHTapus, ObITOBABLIErO B POCCUIACKON KyNbType nepBoi
TpeTtn XX Beka. Llensto nccnegosanns CTan aHanms npolecca cosfaHuns
1 YHKUMOHMPOBAHMS Takoro pofia MHCTPYMEHTapUs B KOHTEKCTE nael
CMHTE3a VCKYCCTB U BAUSIHMS Hay4YHO-TEXHMYECKOrO Mporpecca Ha Xyao-
KECTBEHHYIO MPaKTKKy. K CBETO3BYKOBOMY MHCTPYMEHTapWIO NepBOn
TpeTn XX BeKa aBTOP OTHOCUT YCTPOWCTBA (annapatsl, MPUoopbI, UHCTPY-
MEHTbI), KOTOpble OblNM CMOCOBHbBI BOCMPOW3BOANTL Pa3nyHble CBe-
TOUBETOBbIe 3PMEKTHI AN COEAMHEHNS KX CO 3BYKOM (MY3bIKOW), NMHO
[laBany BO3MOXHOCTb COYETaHNs CBETOLBETOBbIX 1 3BYKOBbIX 3(h(DeKTOB
OfHOBPEMEHHO. YBNeYeHHble MAesaMU CUHTE3a UCKYCCTB KOMMO3NTOPSI,
XYAOKHVKN, 306peTaTen KOHCTPYMPOBany TaKoro pofa MHCTPYMEHTSI
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AN CONPOBOXAEHNS My3blKaNbHbIX, ApamMaTUYeCKmX, AeKNaMaLMOHHbIX,
xopeorpaduryeckux 1 Apyrnx Npon3BefeHnin; Ans co3naHns camocTos -
Te/bHbIX CBETO3BYKOBLIX KOMMO3MLNIA, @ TAKMKE C LieIbo 13YYeHVs BAUSHUS
3BYKa 1 CBeTa Ha BOCMPUSATHE YeNloBeKa.

B npovjecce nccnefoBaxns BoisiBNeHHble YCTPOICTBa KnacchbuLMpoBaHs
Ha ABe rpynnbl: céemoyeemosyio [1] v ceemossykosyto [2]. CBeTOLBETO-
BYIO FPYMMy COCTaBASIOT NpMbOPbI, Npoeyupyowjue caem, ygem (8 omoese-
HbIX CAYHasix U306PaXKeHUEe) HO 3KPAHHYHO NAOCKOCMb (nogepxHocme) [1.1]
W YCTPOWCTBA, OPUEHTUPOBAHHbIE HA PACNPOCMPAHEHUE c8eMa U ysema
8 npocmpaxcmee [1.2]. [leneHne CBETO3BYKOBbIX MHCTPYMEHTOB Ha Mof-
rPynMbl NPEAIOKEHO NO ABYM KPUTEPUSM: ayAMUanbHOMY 1 BU3YanbHOMY.
C No3umumii 3BYKOBOTO MefinyMa — Ha aKycmuyeckue [2.1a] v 21eKmpoaky-
cmuyeckue [2.2al; No B13yansHOMY KpUTEPUIO, MO aHanorum co CBeToLBe-
TOBbIMW — Ha 3KpaHHble [2.16] v npocmpaHcmaeHHeie [2.26].

B 3aKkntoyeHun cTaTbu AenaeTca BbiBog 0 (DOPMUPOBAHMM B POCCHIA-
CKOW KynbType NMepBOM TPeTn XX BeKa YHUKaNbHOTO HanpasneHus, CBs-
3aHHOro ¢ pa3paboTKoW CBETO3BYKOBOrO MHCTPYMEHTapKs, B KOTOPOM
Maen crHTesa UCKYCCTB OblNM TeCHO NepenneTeHbl C HOBbIMM TEXHONO-
FMYECKMMY BO3IMOXHOCTAMY (FNaBHbIM 0OpasoM B CBS3M C MacliTab-
HOW anekTpudrKaumnen cTparsl). Co3naBas HOBbIM MHCTPYMEHTapUN
1, COOTBETCTBEHHO, HOBbIE CPEACTBA BbIPa3nUTeNbHOCTY, aBTOPbI CTPe-
MUANCH BbIATY 3@ PaMKM TOFO UM MHOTO BMAA MCKYCCTBA: KOMMNO3K-
TOpbl — 3a Npefenbl My3blki NOCPeACTBOM CBETA U LBETA, XYAOKHUKN —
3a npegensl n306pasnTenbHOrO UCKYCCTBa C MOMOLLbIO OMY3blKanvBaHwms,
NpUAaHMSA OBVKEHUS LUBETY U CBETY. HOBble CMbICLI GOPMUPOBANKCh
Ha OCHOBe COOLLYyLEeHMS B KOHTEKCTE MPEOAONEHWNS FPaHWL, BPEMEHHbIX
M NPOCTPAHCTBEHHbIX UCKYCCTB. BONBLWMHCTBO M300PETEHHbIX B 3TOT
nepuop yCTPOMCTB He MMENO WMPOKOro PacnpOCTPaHeH s, OAHaKO 3KC-
NepUMEHTbI B JaHHOM 061aCTH BO MHOTOM NPEABOCXMUTUAN fanbHelllee
pasBWTME MefManCKycCTBa.

KntoyeBble cnoBa: poccuiicKas KynbTypa nepBoi TpeTu XX BeKa, CBETO-
3BYKOBOW MHCTPYMEHTaPUIA, 3KPaHHbIe 1 MPOCTPAHCTBEHHbIE CBETOLBETO-
Bble MIHCTPYMEHTBbI, aKyCTUYECKME U 3NEKTPOaKYCTUYECKME CBETO3BYKOBbIE
WHCTPYMEHTbI

BnaropgapHocTu. PaboTa BbINOMIHEHA B paMKax Hay4yHO-UCCNefoBaTelb-
CKOro NMpoekTa «/CKycCTBO 3BYyKa 1 CBETa», peanudyemoro B POCCUMNCKOM
VHCTUTYTe UCTOPMM UCKyCCTB ¢ 2018 rofa. ABTOP BblpaxaeT 01arogapHoCTb
KaHAMAATY MCKYCCTBOBEAEHWA, HAYHHOMY COTPYAHMKY LleHTpa aneKTpo-
aKyCTUYECKOM My3blKM MOCKOBCKOM KOHCEpBATOPUM, NpenoaaBaTento
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Boicwien wkonsl an3aiita BLU3 E.A. KnuMUHY 3a LeHHble peKxoMeHaaLmn,
CNocobCTBOBABLLIME AOMOMHEHNIO 1 MePeoCMbICAEHMIO OTAENbHbIX NMOMO-
YEHWI CTaTb.

INTRODUCTION

From the 1910s to the 1930s, a wave of Russian artists, composers, and
inventors, captivated by the concept of a synthesis of the arts, began developing
light-and-sound instruments. Largely electrically based, these devices were
a product of their time, reflecting both contemporary scientific progress and the
innovative spirit of the age.

A pivotal event in the spread of electricity across Russia was the GOELRO

plan (the State Commission for the Electrification of Russia). Prepared in 1920

on Vladimir Lenin’s directive by engineers including Gleb Krzhizhanovsky, Robert
Klasson, and Genrikh Graftio, the plan was encapsulated by Lenin’s slogan,
“Communism is Soviet power plus the electrification of the whole country” (Lenin,
1970). This vision resonated not only in industry and daily life but also in the

arts. The curators of the exhibition Electrification: 100 Years of the GOELRO Plan—
architectural historian Alexandra Selivanova and historian/art scholar Katerina

Telegina—vividly and persuasively demonstrated this connection. According to the

project’s annotation, the anniversary date gave the museum curators a reason to

discuss how the nation’s electrification influenced the Soviet avant-garde: visual

arts, cinema, architecture, music, theater, literature, and design.*

The centerpiece of the exhibition space—likely due to its size—was a model
of the Light Monument to the 10th Anniversary of the October Revolution? by artist
and inventor Grigory Gidoni. This model realized one aspect of his concept of an

“art of light and color, produced by electrical energy” (Gidoni, 1926, p. 141). Itis no
coincidence that an image of the Light Monument—essentially a functional light-
color device—opened the exhibition catalog (Guseva & Selivanova, 2022). Gidoni’s
work was later honored with a dedicated exhibition, Grigory Gidoni and His New Art

! See: (Selivanova & Telegina, 2021). The author of this article was one of the scientific
consultants for the exhibition.

? The exhibition featured a reconstruction of the Light Monument model, created in 2017 by
staff of the “Prometheus” Foundation for the Support of Audiovisual and Technological Arts
named after Bulat Galeev (Kazan). The original working model of the Light Monument was built
by Grigory Gidoni in 1927.
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of Light and Color,* which the project’s initiator, Alexandra Selivanova, described
as a kind of “satellite to the electrification exhibition.”

Gidoni was neither the first nor the only figure working in this field. The
development of light-sound instruments was also pursued by Aleksandra
Unkovskaya, born Zakharina, Mikhail Matyushin, Valentin Kovalenkov, Alexander
Scriabin, Vladimir Baranoff-Rossine, Pavel Kondratsky, Nikolai Varzin-Ryazhsky,
Leon Theremin, Adolf Dymshits, A.G. Kurochkin and other artists, composers,
and inventors. Related information, uncovered in archives, patent databases,
and specialized literature, became the basis for a table of Russian light-sound
instruments from the first third of the 20th century (see Table 1). The table is
organized chronologically. The list begins with the earliest known instruments:
Alexander Scriabin’s Tastiera per luce (from Italian, “light keyboard”), intended for
the domestic performance of the light part for his symphonic poem Prometheus
(1910s), and Vladimir Baranoff-Rossine’s Optophone (called a Chromotrope
in the Russian patent), which the author used in settings ranging from home
concerts to larger venues like the Bolshoi Theatre. The list concludes with two
later devices: the Device for Accompanying Gramophone Recordings with Light
Pictures (1934) by writer and director Nikolai Varzin-Ryazhsky, designed for use in
clubstoillustrate propaganda speeches, and an apparatus called Kinemachrome,
developed by a group of authors (with the participation of Grigory Gidoni) for the
Palace of the Soviets in Moscow.

Table 1.

Soviet Light-and-Sound Instruments from the First Third of the 20th Century

No. | Author’s Full Field of Activity Variants of Instrument | Collaboration | Year and Place
Name and Names® of Creation
Years of Life

1. | Scriabin, Composer- Tastiera per luce (from In 1910s, Moscow
Alexander philosopher, Italian, “Light Keyboard”) | collaboration
Nikolaevich pianist with engineer
(1872-1915) A. E. Moser

2. | Unkovskaya, Violinist, The Color-Sound- No later than
Aleksandra conductor, vocal Numbers method (a 1909
Vasilyevna teacher vocal pedagogy in which
(1857-1927) the author treats the

voice as a form of light-
sound instrument)

3 The exhibition was held at the “Na Shabolovke” Gallery, part of the Moscow Exhibition Halls
association, from June to September 2022 (Curator: Olga Kolganova; Architect: Alexandra
Selivanova; Assistant Curator: Anna Altmets). https://music-museum.ru/exhibitions/archive/
grigorij-gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229
(08.05.2025).

* From Alexandra Selivanova’s exhibition opening speech.

° Author’s names for the devices are given in italics.
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No.

Author’s Full

Field of Activity

Variants of Instrument

Collaboration

Year and Place

Name and Names® of Creation
Years of Life

3. | Baranoff- Artist, sculptor Optophone (from Improvement | Instrument
Rossine, Greek, “visible of the development
Vladimir sound”), also referred instrumentin | began: 1912
Davidovich to as Chromotrope, collaboration Patent
(1888-1944) Optophpmc P\{mo, with artist application filed:

Visual Piano, pianodes | S. A: Malt and September 18,
couleurs (from French, designer- 2023, Moscow
“color piano”) inventor
A A Sachkov | French patent
application filed:
March 25, 1926

4. | Matyushin, Artist, composer, | Kinetic object Light- 1920s, Petrograd
Mikhail violinist, teacher, | Form-Sound-Noise / Leningrad
Vasilyevich art theorist
(1861-1934)

5. | Theremin, Acoustic physicist, | lllumovox Early 1920s,
Leon (Lev) electromechanical Petrograd
Sergeyevich engineer, inventor,

(1896-1993) musician, cellist

6. Karatygin, Music critic, Cinephot / Kinophot (?) 1920s (?),
Vyacheslav composer Petrograd
Gavrilovich
(1875-1925)

7. | Gidoni, Grigory | Artist, art historian, | Light Decorations Patent
losifovich aesthetician, application filed:
(1895-1937) inventor August 30, 1920,

Petrograd

8. | Kovalenkov, Scientist in the Design for a two- 1925, Leningrad
Valentin field of wired keyboard sound-light
Ivanovich communication instrument
(1884-1960)

9. Matyushin, Composer, Monochords with No later than
Mikhail violinist, artist, colored screens 1926, Petrograd /
Vasilyevich teacher, art for researching the Leningrad
(1861-1934) theorist connection between

sound and color

10. | Dymshits, Adolf | Musician, Electric two-keyboard 1926-1927,
Maksimovich electrical engineer | light-sound apparatus Leningrad
(1896-7)

11. | Gidoni, Grigory | Artist, art historian, | Light Monument to the In 1926-1927,
losifovich aesthetician, 10th Anniversary of the collaboration Leningrad
(1895-1937) inventor October Revolution with

(a functional model of S. 0. Maisel
a light-color instrument

with a built-in Light

Orchestra)

12. | Theremin, Acoustic physicist, | Terpsitone 1930s, New York
Leon (Lev) electromechanical
Sergeyevich engineer, inventor,

(1896-1993) musician, cellist
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No. | Author’s Full Field of Activity Variants of Instrument | Collaboration | vear and Place
Name and Names® of Creation
Years of Life

13. | Kurochkin, A.G. | Inventor Projection Device for Patent
(-7 Generating Light and application

Color Effects During the filed: 22.04.1930,
Performance of Musical Moscow
Works

14. | Gidoni, Grigory | Graphic artist, Light-Color Console Patent
losifovich playwright, (also called Light-Paint application filed:
(1895-1937) art historian, Console, Light-Color September 30,

translator Grand Piano, Photo 1931, Leningrad
Chromo Piccolo Primo)

15. | Kondratsky, Scientific director | Colorophone No later than
Pavel Pavlovich | of the chemical 1934, Kalinin
(1881-?) laboratory at

the «Proletarka»
factory (city of
Kalinin, present-
day Tver)

16. | Varzin-Ryazhsky, | Journalist, writer, | Device for Patent
Nikolai director, inventor | Accompanying application filed:
Mikhailovich Gramophone Recordings March 25, 1934,
(1892-1973(?)) with Light Pictures Moscow

17. | The Cabinet Kinemachrome A collaborative | 1930s, Leningrad
of Color (intended for the Palace | work of three
and Visual of the Soviets) Leningrad
Perception (at laboratories
the All-Russian
Academy of
Arts), the Light
Engineering
Laboratory
of the State
Optical Institute,
and Gidoni’s
Laboratory of
the Art of Light
and Color

CLASSIFICATION OF RUSSIAN LIGHT-SOUND INSTRUMENTS
OF THE FIRST THIRD OF THE 20TH CENTURY

This classification defines Russian light-sound instrumentation from
the early 20th century as devices and apparatuses that were either created to
accompany musical, dramatic, declamatory, choreographic, and other works
with light and color, or which inherently combined light-color and sound effects
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simultaneously. This gives us two groups of instruments used by their creators
to synthesize arts: 1) light-color instruments (emitting only light and color) and
2) light-sound instruments (capable of producing sound and light-color effects at
the same time). Alongside the term “instrument,” some inventors used names like
“apparatus,” “device,” or “unit” for their creations.

The first group—light-color instruments—consists of devices that project
light and color (and in some cases, an image) onto a screen or surface [1.1]. Such are,
for example: Baranoff-Rossine’s Chromotrope,® or Optophone [Greek for “visible
sound”]; Kurochkin’s projector creating light and color effects; Varzin-Ryazhsky’s
Device for Accompanying Gramophone Recordings with Light Pictures; and
Kondratsky’s Colorophone. It also includes devices designed to propagate light and
color within a space [1.2]. Among them are Scriabin’s Light Keyboard; or Gidoni’s
Light Decorations, Light Monument, and Light-Color Console. It is important to
note that screen-based instruments could possess qualities of spatial ones, and
vice versa. In instruments designed for spatial light propagation, any surface
that reflected light effectively served as a screen. For instance, in Scriabin’s Light
Keyboard, constructed by Moser, the ceilings and walls became the screens. Gidoni,
who sought to embody Scriabin’s concept, used a “transparent screen” in his Light
Decorations. The key differentiator was the author’s primary intent. To create
precisely a spatial effect, Scriabin and Gidoni intentionally avoided a conventional
screen.

Despite their appearance—such as the Optophone’s piano keyboard—
or their evocative names like Light Clavier, Light-Color Grand Piano, or Light
Orchestra, referring to both sound and light, light-color instruments were not
designed to produce sound. Light-sound instruments, in contrast, were inherently
designed for both auditory and visual expression.

The second group—light-sound instruments—can be subdivided using two
different criteria. Based on their sound production, they fall into either acoustic
[2.1a] instruments, such as Mikhail Matyushin’s color-sound kinetic objects and
monochords, or electroacoustic [2.2a] devices, like Leon Theremin’s Illumovox
and Terpsitone; Valentin Kovalenkov’s two-keyboard sound-light instrument;
and Adolf Dymshits’s two- manual light-sound apparatus. While a visual criterion
would allow for a parallel classification into screen-based [2.1b] and spatial [2.2b]
types, the most practical approach for this study is to categorize light-sound
instruments by their sound mechanism and light-color instruments by their
visual properties.

® The instrument was referred to as a “Chromotrope” in the application submitted by Ba-
ranoff-Rossine to the Committee for Inventions on September 18, 1923 (Moscow). The author
later settled on the name “Optophone.”
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A separate subgroup could include devices that generated sound using
optical interrupters. An example here is the Electric Musical Instrument Which
Would Convert Light Pulses into Musical Sounds by inventor I.A. Sergeev (1930).

1.1. ScREEN-BASED LiGHT-COLOR INSTRUMENTS

The earliest known Russian screen-based light-color instrument was the
Optophone,” invented by the artist Vladimir Baranoff-Rossine, who began work
on itaround 1912. Its method of operation was similar to cinematography, as all
colors and drawings were projected onto a screen, though the artist’s ambition
was to eventually extend these projections into the surrounding space.® To control
the Optophone’s elements—mirrors, prisms, filters, and disks with images—
Baranoff-Rossine used a three-octave piano keyboard, adding supplementary
symbols to some of the keys (see Fig. 1). For uninitiated viewers, the presence of
a keyboard created a misleading effect, leading many to believe the instrument
actually produced sound. This very confusion was captured by the artist and writer
Yury Annenkov, who noted:

Captivated by the ideas of composer Alexander Scriabin, who sought
parallels between sounds, colors, and lines, Baranoff-Rossine invented an
opto-phonic piano—a keyboard where each note, together with its sound,
projected a particular color form onto a screen. Thus, by playing Mozart or
Prokofiev on this piano, the pianist would cast upon the screen a colorful
and linear transformation of the musical work: a veritable symphony of color.
(Annenkov, 1991, p. 233)

" Asimilar name was used for devices created by the Russian peasant and self-taught inventor
Yefim Gorin and the Irish scientist Fournier d’Albe. Both instruments, which converted light into
sound, were designed for use by blind individuals.

& For more on the Optophone, see: (Kolganova, 2021).
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Fig. 1. Reconstruction of Vladimir Baranoff-Rossine’s Optophone
by Jean Schifrine, 1971°

The creator of another screen-based light-color instrument was Pavel
Kondratsky. His invention of the Colorophone can most likely be dated to the
early 1930s. Kondratsky was a professional color theorist; he managed the
chemical laboratory at the Proletarka weaving factory in Kalinin (now Tver)
and also taught courses at the Institute for Advanced Training of Engineers and
Technicians, organized by the Supreme Council of National Economy in Moscow
and Leningrad. In 1932, he published his book, Fundamentals of Color-statics,
calling it “a comprehensive practical guide for anyone wishing to work in the
field of theoretical or applied color science” (Kondratsky, 1932, p. VI). Kondratsky
considered color-statics, along with color-dynamics and color-aesthetics, to be
part of theoretical coloristics (Kondratsky, 1932, p. V).

Color-statics provides techniques for measuring and notating color; Color-
dynamics indicates the methods for calculating paint mixtures to reproduce
a color from its given notation; and Color-aesthetics, by organizing the
diversity of colors into a coherent system of harmonic series, reveals and
formulates the patterns that coloristics uses in artistic color schemes.
(Kondratsky, 1932, p. 541)

? See the image source: https://www.centrepompidou.fr/en/ressources/oeuvre/ROacks9
(08.05.2025).
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He drew several conclusions based on an analogy between music and
color theory. One section of his book, for example, was devoted to color notation.
For the purpose of standardizing color and color composition in harmonizing
schemes, he proposed a color “keyboard” that “encompasses 3,000-4,000 of
the color nuances perceptible to the eye,” and developed a system for recording

“color notes” (Kondratsky, 1932, p. 520). A description of the color instrument he
designed, the Colorophone, can be found in a 1965 article titled Color and Sound
by M. Sergeev, published in the Legkaya Industriya (Light Industry) newspaper:

The scientist’s wife was playing a Beethoven sonata. And he himself,
hunched over in the darkness, was operating the keyboard of a small
apparatus. The screen cast a radiance that was at times soft and gentle, at
other times direct and stimulating. A chromatic scale of colors, following
a specially written score, complemented the composer’s work, revealing and
explaining itin a new way. Musical perception merged with color. (Kirilenko
& Orlov, 1965, p. 37)

We know of two other screen-based light-color instruments—Kurochkin’s
Projection Device for Generating Light and Color Effects and Varzin-Ryazhsky’s
Device for Accompanying Gramophone Recordings with Light Pictures—primarily
from their patents and technical drawings (Fig. 2), as no other sources of
information have been found thus far. In his patent application, Kurochkin stated
that his device was intended for “producing light and color effects during the
performance of musical works” (Kurochkin, 1934). According to the inventor, the
apparatus could

project a beam of rays of continuously changing color, where the brightness
of the rays depends on the volume of the sound. The device uses special
light filters and screens linked to the membrane of a telephone receiver,
which block a greater or lesser part of the light rays. (Kurochkin, 1934)
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Fig. 2. A.G. Kurochkin’s drawing for the patent of a Projection Device for Generating Light
and Color Effects During the Performance of Musical Works*®

The patent filed by director and writer Nikolai Varzin-Ryazhsky states that
his invention was meant “for accompanying gramophone recordings—primarily
agitprop speeches, reports, and technical lectures recorded on gramophone
records—with light pictures” (Varzin-Ryazhsky, 1935). The technical description
notes that the device equipped with several lenses would “project images onto
the same spot on the screen, with one image dissolving into another; the images
come from slides mounted in a common frame, each illuminated by its own
incandescent lamp” (Varzin-Ryazhsky, 1935). According to Andrey Smirnov,
founder of the Theremin Center, this invention brings to mind modern multimedia
tools, particularly PowerPoint (Smirnov, 2020, p. 162).

1.2. SPATIAL LIGHT-COLOR INSTRUMENTS

The category of spatial light-color instruments includes the Light Keyboard
(Tastiera per luce)* created by Alexander Scriabin and Alexander Moser, as well as
several devices developed by Grigory Gidoni at different times—all designed for
performing Scriabin’s symphonic poem Prometheus.

Scriabin’s Light Keyboard was a structurally simple apparatus, consisting of
a wooden circle fitted with twelve lamps—seven in the colors of the rainbow and
five in transitional hues—along with a button control panel (Fig. 3). Pressing one of
the twelve buttons would illuminate the corresponding colored lamp. Characterizing
this rudimentary mechanism, Scriabin scholar Andrei Bandura wrote:

10 See the image source: (Kurochkin, 1934).

1 On the conceptualization of “certain fundamental constants in the relationship between col-
or and sound” through the “introduction of the Tastiera per luce into the symphony orchestra
score,” see the article by Dmitriy Shumilin (2023, p. 12).
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Having conceived the color light score in Prometheus, Scriabin naturally
wanted to see it for himself. The technology of the time could not
reproduce the “luminous forms, lightning, rays, mists, and clouds” he
imagined—a limitation the composer well understood.

“...No, I just want so much to experience it all... It must be a completely new
sensation—these sounds combined with these lights... | would agree,” he
added, “to the most modest hints of this symphony, if only I could glimpse
even a little of howit..”

The first step toward these “hints” was a lighting apparatus built from
Scriabin’s sketches by his friend, the engineer and physics professor
Alexander Moser. The light bulbs, covered with multi-colored caps, were
arranged on a circular panel suspended from the ceiling of the composer’s
study.

As Leonid Sabaneyev recalled, “after some deliberation, we ‘positivists'—
that is, Moser and |—decided that the best way to bathe Scriabin and his
symphony in light was to hang reflectors from the ceiling, filling the entire
hall with a diffuse glow while keeping the light source itself invisible. Soon
after, upon visiting Scriabin, | saw an electrician bustling about on his ceiling,
installing a still-primitive apparatus intended as the foundation for a future
light symphony.”*? (Bandura, 2022)

Fig. 3. Alexander Scriabin and Alexander Moser’s model
of a Light Keyboard for the symphonic poem Prometheus. 1910s*

2 Text from the exhibition label for “A. Scriabin’s lighting apparatus,” displayed in the exhibi-
tion Ot muzyki k svetu: Posvyashchenie Skryabinu [From music to light: Dedication to Scriabin],
ROSIZO Gallery, Moscow.

3 See the image source: https://goskatalog.ru/portal/#/collections?id=25165011 (08.05.2025).
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The artist and inventor Grigory Gidoni was among those who also sought to
realize Scriabin’s vision.* Aspiring to stage a performance of Prometheus for the
launch of the Volkhov hydroelectric power station in 1926, Gidoni developed and
patented two devices: a unit for producing light scenery on a transparent screen®®
and a distribution console.’* Over the 18-year course of this work, Gidoni used
a variety of terms to describe his light-sound instrumentation, including: Light
Decorations, Light Orchestra, Light-Orchestral Apparatus, Light Apparatus, Light-
Color Piano, Light-Color Console, and Light Keyboard. He also used the term Photo
Chromo Piccolo Primo (Ph.-C.P.P.), which he decoded as “small light-orchestral
light-color apparatus” (Pushkin, 1933, p. 16). The goal of his device was to create

“the illusion of decoration (devoid of crude object-ness)” (Gidoni, 1924).

Gidoni’s Light-Color Console allowed the artist to modulate color hues—
using a “basic eight-step spectral scale” with “color sharps” and “color flats” for
a total of 24 gradations—and light intensity, with 10 steps from complete darkness
to maximum brightness. It could also produce effects like light crescendos and
diminuendos, flashes, complete blackouts, light and color pauses, and tremolo.
For small-scale concert performances, he used light sources no stronger than 300
watts. Gidoni’s method for notating light-color parts was officially registered with
the All-Russian Society of Soviet Playwrights and Writers.

In the summer of 1925, at a meeting of the Music History and Theory Division
of the State Institute of Art History, Gidoni presented two papers on light orchestra
and light and colorfulness. The presentations garnered significant interest, and
their most important outcome was the publication of a transcript to the light part
for Prometheus (Fig. 4) based on Gidoni’s system (Rimsky-Korsakov, 1926).

 For further details on Gidoni’s light-sound instrumentation, see: (Kolganova, 2022).
¥ See: (Gidoni, 1924).
1 See: (Gidoni, 1931).
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Fig. 4. Georgy Rimsky-Korsakov’s transcript to the light part
of Prometheus using Gidoni’s system?’

Following one of the lectures, Semyon Ginzburg published a piece in
Krasnaya Gazeta. He wrote that Scriabin’s concept

boiled down to a very simple idea: during a performance, the entire hall
should be flooded with waves of light of a specific intensity and color, and
this “symphony of light” should flow not on a special screen, but should,
as it were, permeate the listener’s entire being, thereby heightening their
auditory perception. (Ginzburg, 1925, p. 4)

For Ginzburg, the most valuable aspect of Gidoni’s invention was the
absence of a screen, which he saw as “that very central point to which the
listener’s eyes are usually drawn” (Ginzburg, 1925, p. 4). Due to a lack of sufficient
information, it is difficult to ascertain how successful Gidoni was in realizing
a truly non-screen type of light-color instrumentation. The one functioning
example we have—the Light Monument to the 10th Anniversary of the October
Revolution, created between 1926 and 1927 (Fig. 5)—is itself more of a screen-
based instrument, as the viewer’s attention was focused on its central part:
a transparent globe.

! See the image source: (Rimsky-Korsakov, 1926, pp. 100-101).
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Fig. 5. Grigory Gidoni’s model of the Light Monument
to the 10th Anniversary of the October Revolution. Uritsky Palace, October 1927¢

2.1A. AcousTic LiIGHT-SoUND INSTRUMENTS

The group of acoustic light-sound instruments is represented primarily
by the work of the composer and artist Mikhail Matyushin. His color-sound
kinetic objects (a term used by scholar Alla Povelikhina, see: Povelikhina, 2000,
p. 81) were created with the goal of testing the interaction of color and sound.
Matyushin had been developing his instrumentation since the early 1920s. One of
his constructions was titled Light-Form-Sound-Noise. Based on the artist’s notes
held in the manuscript department of the Institute of Russian Literature (Russian
Academy of Sciences), Alla Povelikhina describes it as follows:

A rope was stretched in the form of a square, with each side about a meter
long. On one side, a red ball the size of a pumpkin was suspended, which
sounded like a gong. Opposite it, on another side of the square, hung
a green cube that produced a crackling noise. On the third side there was
a yellow, diamond-shaped form that emitted the low bass sound of a string
piano. Opposite this form—a blue spiral with a whistling sound. This color-
sound kinetic object was designed to demonstrate the connection between
forms and their corresponding sounds, noises, and colors. (Povelikhina,
2000, pp. 81-83)

'8 See the image source: (Braudo, 1928, p. 16).
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Another direction of Matyushin’s work in acoustic light-sound
instrumentation was the construction of monochords (single-string instruments)
with colored screens, intended to research the connections between sound and
color. To some extent, these can also be considered color-sound kinetic objects.
In 1926, Matyushin displayed these monochords at an exhibition of works by the
Department of Organic Culture of the State Institute of Artistic Culture (GINKhUK)*
(Figs. 6, 7). According to Povelikhina, four screens—red, yellow, green, and blue—
each had a corresponding monochord attached:

a bass string tuned to A2, a cello D string (tenor) tuned to C3, a viola A string
(alto) tuned to A4, and a violin E string (soprano) tuned to A5. (On each
colored screen, the sounds of all four monochords were activated in
sequence. (Povelikhina, 2000, p. 83)

In one of the artist’s experiments, monochords tuned to the violin’s a were
placed into identical red and blue boxes. The result was a “lowering of pitch in the
red box and a raising in the blue one,” which was recorded by a “precise French
resonator” (Matyushin, 2011, p. 291).

Fig. 6. Exhibition arranged by the Department of Organic Culture of the State Institute
of Artistic Culture (GINKhUK). Photo by Mikhail Matyushin. Petrograd, 1926*°

¥ The Department of Organic Culture at GINKhUK was established by Matyushin in 1923.
% See the image source: (Povelikhina, 2000, p. 83).
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Fig. 7. Reconstruction of Mikhail Matyushin’s display “The Connection Between Sound
and Color” from the exhibition of the Department of Organic Culture of the State Institute
of Artistic Culture. Drawings by A. Kostroma, scientific consulting by V. Koshelev.
Petrograd, 1926

Matyushin also employed a sounding string stretched across the stage in his
theatrical productions, such as in the play The Birth of Light, Color, and Volume,
which premiered in the large hall of the Ender family’s apartment on New Year’s
Eve 19222

To a certain extent, the Color-Sound-Numbers method can also be classified
as acoustic light-color instrumentation. It was intended for “developing thought,
hearing, and visual observation in children and beginning musicians and artists”
(Unkovskaya, 1909, p. 80). Its author—violinist,”® conductor, vocal teacher, and
theosophist Aleksandra Unkovskaya—interpreted the human being themself, with
thoughts reflected in their gaze and singing voice? (or what vocal pedagogy and

2 See the image source: (Matyushin, 2011, p. 155).

22 The performance was reconstructed in 1998-1999 by the artist Alexei Kostroma. See: (Kostro-
ma, 2000, p. 85).

% Aleksandra Unkovskaya graduated with a gold medal from the Saint Petersburg Conservato-
ry, where she studied under Professor Leopold Auer. A family friend, the banker and collector
N.A. Galler, presented her with a Guarneri violin. According to the State Archives of the Kaluga
Region, “after her death in 1927, the violin was confiscated as an instrument of the highest muse-
um value.” See: (State Archives of the Kaluga Region, n.d.).

* For a study of the singing voice as an instrument, see Victor Yushmanov’s doctoral dissertation
(Yushmanov, 2004).
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oratory call the vocal apparatus), as a kind of light-sound entity.?> She built her
theory on an analogy between sound, color, and number.

All of life is bound by a unifying chain of phenomena we can call analogy; in
it, one hears eternal sound, sees eternal light, senses perfect form, and feels
rhythm in eternal motion, all uniting with the concept of number. The more
refined our hearing, the brighter our sight, and the purer our thought, the
more clearly we perceive the analogy of life’s phenomena, these endlessly
repeating echoes of the universe’s fundamental note. (Unkovskaya, 1909,
pp. 78-79)

Unkovskaya published articles on her method in the Vestnik Teosofii (Herald
of Theosophy, 1909-1916), reported on her results at meetings of the Kaluga
branch of the Russian Theosophical Society,”® at a Theosophical Congress
in Budapest,” and at the Saint Petersburg Conservatory. Her work gained
international recognition, earning her an award from the Milan Conservatory.®

Wassily Kandinsky, who also had a strong interest in theosophy, was actively
engaged with Unkovskaya’s system. This is how Nadezhda Kargapolova reasoned it:

Kandinsky’s attention to the musician and theosophist Aleksandra
Zakharina-Unkovskaya is explained primarily by his interest in color-sound
synthesis. As the head of a music school in Kaluga, she developed her
own color-sound-numbers method, based on the theosophical principle of
developing higher, subtle abilities to perceive beauty. <.. >

Kandinsky compares Unkovskaya’s physical approach to color-sound
synthesis—“copying music from the colors of nature”—with Scriabin’s table
of musical and color tones, which was constructed on an empirical principle.
(Kargapolova, 2003)

2.24A. ELECTROACOUSTIC LIGHT-SOUND INSTRUMENTS

Known electroacoustic light-sound instruments include Leon Theremin’s
lllumovox and Terpsitone, Valentin Kovalenkov’s design for a sound-light
instrument, and Adolf Dymshits’s electric light-sound apparatus.

Theremin spoke about his light-sound instrumentation at the All-Union
School for Young Scientists and Specialists, “Light and Music,” in Kazan in 1979.
The abstract of his lecture, published in the third person, states:

» Thisinvites a parallel with the light-sound objects of M. Matyushin.

% Unkovskaya had been a member of the Kaluga branch of the Russian Theosophical Society
since its founding on April 21, 1909. See: (State Archives of the Kaluga Region, n.d.).

21 See: (Timinsky, 2011).

% See: (State Archives of the Kaluga Region, n.d.).
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The author worked on developing color-music devices starting in 1920 and
demonstrated them at concerts in the Soviet Union, Germany, France, and
the USA from 1922 to 1939. The accompaniment of a melody with light
effects was achieved by projecting onto the performer a color corresponding
to the pitch, with an intensity that changed proportionally to the volume of
the sound. (Theremin, 1979, p. 19)

This refers to at least two of his instruments: the Illumovox (1923) (Fig. 8)
and the Terpsitone (1930) (Fig. 9). Their principle was based on mechanically
converting sound into color, and both were related to the theremin. As Andrey
Smirnov writes, the lllumovox was a device “operated by a theremin, which
allowed the color of a light beam to be changed, thus linking the performer’s
gestures, pitch, and color” (Smirnov, 2020, p. 247). The Terpsitone converted
movements of a dancer directly into sound (using the same principle as the
theremin), supplemented by automatic light-color accompaniment.

Fig. 8. Leon Theremin. Illumovox. Petrograd, 1923-1924%*

» See the image source: https://www.theremin.ru/archive/svetomuz.htm?utm_
medium=organic&utm_source=yandexsmartcamera (08.05.2025).
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Fig. 9. Clara Rockmore dancing on the Terpsitone. Carnegie Hall, April, 19323°

A distinctive feature of two other light-color electroacoustic instruments—
Kovalenkov’s sound-light instrument and Dymshits’s electric light-sound
apparatus—was their use of two keyboards. Unfortunately, nothing is currently
known about their practical application. However, the instrument’s design is
described in several sources. Jeanna Kniazeva and Andrei Mikhailov note that

“in 1925, Kovalenkov proposed the creation of an instrument with two keyboards,
each controlling the sound and light sequences respectively, while a system of
pedals would regulate the intensity of the effect” (Kniazeva & Mikhailov, 2011,
p. 128). The same instrument was likely referenced by Georgy Rimsky-Korsakov
in his transcript of the light part of Scriabin’s Prometheus. He wrote about the
necessity of constructing an apparatus that

would, first and foremost, provide the changing illuminations to fill the entire
hall, as was intended by Scriabin. The construction of such an apparatus has
been promised by Prof. V.I. Kovalenkov, Prof. A.L. Kupriyanov, and Engineer
G.K. Ustyugov (of the Leningrad Experimental Electrotechnical Laboratory,
which is conducting the relevant research jointly with the Department of
Music Theory and History of the State Institute of Art History®!). (Rimsky-
Korsakov, 1926, p. 98)

There were also experiments with street lamps and gramophones conducted
by Valentin Kovalenkov’s students:

¥ See the image source: (Smirnov, 2020, p. 79).
3 The current name of the State Institute of Art History is the Russian Institute of Art History.
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During balls at the Electrotechnical Institute, his students would wire the
electric street lamps near the institute to a gramophone in a special way,
making the lamps “sing” with the voices of Chaliapin, Vyaltseva, and others.
One can imagine the astonishment of passersby: crowds of onlookers would
gather in the streets, marveling at such a “miracle.” (Kniazeva & Mikhailov,
2011, p. 127)

Adolf Dymshits’s electric light-sound apparatus is mentioned in the article
On the Project of a Unique Instrument of “Spatial Music” by Bulat Galeev and Irina
Vanechkina (Galeev & Vanechkina 2004). Its design and proposed application are
currently known from several press clippings discovered in the archive of Mikhail
Zalivadny, who researched the matter on Galeev’s behalf.*? These notes date from
1926-1927, placing them roughly in the same period as the work on Kovalenkov’s
instrument, which featured a similar two- manual design.

Here is what the journalist V. Leonov wrote about this instrument.

Unlike all previous attempts at light-music, which were content with
a disorderly light accompaniment to conventional music, A.M. Dymshits’s
keyboard instrument simultaneously generates a colored light beam and
a sound with the press of a single key.

The second, extremely important feature of Dymshits’s project is the
complete elimination of the conventional, unified sound box (like the set of
strings under a piano lid). Figuratively speaking, the inventor “scatters” the
contents of this box throughout the entire concert hall. The control of both
the sound-producing objects (strings, wooden xylophone bars, etc.) and the
colored lamps and spotlights, now distributed across any point in the space,
is achieved remotely via wires using a standard keyboard.

Sound in Dymshits’s instrument is produced on the principle of a known
device—the “metallophone”—that is, by a hammer striking an iron plate

The keyboard of the experimental model (currently installed in the Leningrad
House of the Press) consists of 43 keys, or three and a half octaves. Each
key is connected by two wires: one to a metal plate of a specific pitch, and
the other to a reflector lamp (or spotlight) of a specific color, with these
elements positioned at various points on the walls and ceiling of the hall.
Pressing a key simultaneously completes an electrical circuit through both
wires. This immediately activates both the striking hammer and the light
switch for the corresponding lamp or spotlight.

32 The archive of Mikhail Zalivadny is held at the Bulat Galeev Prometheus Foundation for the
Support of Audiovisual and Technological Art in Kazan. Zalivadny gathered these materials in
Saint Petersburg at the request of Galeev.
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Right above the first keyboard is a second one; its purpose is to activate not
the single-strike hammers for the plates, but other electrical mechanisms
(such as electric bells) that produce a vibrating, sustained sound. (Leonov,
1927)

Adolf Dymshits’s electric light-sound apparatus was acquired by the Theatre
of the House of the Press “for use in its upcoming new productions” (L.A., 1926,
p. 10). The Theatre’s founder was the poet and director Igor Terentiev, who had
previously headed the phonology laboratory at GINKhUK. Among Terentiev’s
slogans at the time were:

“Not music—but sound-montage!

Not decoration—but construction!

Not painting—but light-montage!

Not a play—but lit-montage!” (Terentiev, 1988, p. 299).

The instrument was also slated for use by the State Theatres directorate,
specifically in Sergei Radlov’s production of Dolly. However, as the journal Zhizn
Iskusstva (Life of Art) reported, “for technical reasons, the realization of this
intention has been postponed for some time” (L.A., 1926, p. 10).

Little is currently known about the inventor himself. From Dymshits’s
personal file as a student in the politico-legal department of the Faculty of Social
Sciences at Petrograd State University, we learn his date of birth (October 15,
1896), his years of study (1920-1924), and that he was a member of the All-Union
Professional Union of Art Workers (Dymshits, 1920-1921, p. 4). The 1931 address
book All of Leningrad notes that Adolf Maksimovich worked for the Lux artel
(although this cooperative manufactured plastic haberdashery).** In the USSR
patent database, we find only one invention belonging to A.M. Dymshits: A Method
for Manufacturing Celluloid Grinding Discs for Dental Purposes, which involved
“using film stock (including used stock) as a base” (Dymshits, 1932).

A final subgroup of electroacoustic light-sound instruments includes the
Electric Musical Instrument Which Would Convert Light Pulses into Musical Sounds.
Its inventor, I.A. Sergeev, filed the patent application in Leningrad on March 21,
1925, and the patent was officially granted on January 31, 1930 (Sergeev, 1930)
(Fig. 10). Andrey Smirnov describes the device in his book In Search of Lost Sound:

The patent describes a musical instrument equipped with a rotating disk
featuring concentric rows of holes, which converts light pulses into sound
according to a special optical score. This score was a paper tape with

* Leningrad Regional Executive Committee and the Leningrad Soviet. (1931). Ves’ Leningrad:
Adresnaya i spravochnaya kniga na 1931 god [All of Leningrad: address and reference book for
1931] (p. 149). Leningrad.
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transparent slits that transmitted modulated light corresponding to specific
musical notes. The design of this instrument combines technical solutions
later used in two legendary devices: Evgeny Murzin’s ANS synthesizer and
Leon Theremin’s Rhythmicon (which utilized the principle of an optical siren,
1931). (Smirnov, 2020, p. 160)

The instrumentation developed by Nikolai Voinov (“drawn sound tracks,”
“paper sound”) and Evgeny Sholpo (“graphical sound”) employed a sound-
generation method similar to Sergeev’s.** However, their work represents
a fundamentally different approach to using optical and sonic emitters. In their
apparatus, sound generators were created using optical interrupters, a principle
distinct from the other examples discussed. For this reason, their work falls
outside the scope of the present classification, which is based on light-sound
instrumentation designed for the direct demonstration of combined effects on

a screen, stage, or in physical space.
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Fig. 10. I.A. Sergeev. Drawings for the patent of an Electric Musical Instrument*®

If we were to classify light-sound instruments by a visual, rather than
auditory, criterion—dividing them into screen-based [2.1b] and spatial [2.2b]—
then Matyushin’s monochords with colored screens would clearly belong to the
former category, and Dymshits’s electric apparatus to the latter. For other known
devices, the available materials do not allow for a definitive assessment of their
visual operation.

3 See: (Smirnov, 2020, pp. 205-206).
* See the image source: (Sergeev, 1930).
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CONCLUSION

The overview of Russian light-sound instrumentation from the first third
of the 20th century presented in this article is not exhaustive. For example,
information is extremely scarce about an instrument created in the 1920s by
composer Nikolai Malakhovsky (1892-1942).%¢ As new material is uncovered, the
table provided will be augmented with further examples that fit into the proposed
classification.

Nevertheless, even at this preliminary stage, it is clear that a unique
movement coalesced in Russian culture during this period. The ideas about
artistic synthesis intertwined with new technological possibilities (driven largely
by the nationwide campaign of electrification), leading to the emergence of
a new class of instruments. By creating new means of expression, their inventors
sought to transcend the boundaries of established art forms: composers ventured
beyond pure music through the use of light and color, while visual artists moved
beyond static imagery by imparting movement and musicality to color and light.*
New aesthetic meanings were forged from a synesthetic sensibility, in an effort
to overcome the divide between temporal and spatial arts. Although most of
the devices invented in this period never achieved widespread adoption, the
experiments within this field were profoundly prescient, anticipating the future
development of media art.

The evolution of light-sound instrumentation from the late 1930s through
the 1950s is primarily represented by a single landmark invention: the ANS
photoelectric music synthesizer, named in honor of Alexander Nikolaevich
Scriabin. Work on the ANS began in 1937 under the direction of Yevgeny Murzin
(1914-1970), a military instrumentation specialist, Candidate of Sciences in
Engineering. Notably, Murzin did not file the patent application until two decades
later, on June 24, 1957 (Murzin, 1959). The next significant resurgence in this field
in the USSR occurred during the Khrushchev Thaw, propelled by the work of light
artists and light musicians such as Konstantin Leontiev (Moscow), Yuri Pravdyuk
(Kharkiv), Florian Yuriev (Kyiv), Bulat Galeev (Kazan), Sergey Zorin (Poltava,
Moscow), and many others.

% Nikolai Malakhovsky was the composer of Sunset, a work for voice and orchestra which, like
Scriabin’s Prometheus, included a part for light.
3" For a more detailed discussion, see: (Kolganova, 2025).
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BBEAEHUE

B 1910-1930-e rogbl pag oTe4eCTBEHHbIX XYLOXKHMKOB, KOMMO3UTOPOB
1 n3obpeTaTenen, yBnevyeHHbIX MAesMU CUHTe3a UCKYCCTB, 3aHKMancs paspa-
HOTKOM CBETO3BYKOBOIO UHCTPYMEHTapKs. Mo 6oNbLIen Mepe KOHCTPYyMpyeMble
MHCTPYMEHTbI CO3AaBaNnCh Ha 31EeKTPUYECKOM OCHOBE, YTO COOTBETCTBOBANO
oyepefHOMY 3Tany Hay4YHO-TEXHMYECKOro Nporpecca 1 Ayxy BpeMeHM.

BakKHbIM COObITMEM Ha MYyTU PACMpPOCTPaHeHWs 3neKTpruyecTBa B Poc-
cuu ctan nnaH FO3/1IPO (FfocyaapCTBEHHOW KOMUCCUM MO neKTpudmkaumm
Poccun), noaroToBAeHHbIN B 1920 rogy no 3agaxunio B. fleHnHa I KpxikaHoB-
cknm, P. KnaccoHow, I. MpadTuo 1 ap. nHxeHepamn. JIeHUHCKMUIA N03yHT «KoM-
MYHW3M — 3TO ecTb COBETCKas BNACTb MOC INeKTpUdMKaLMs BCell CTpaHbl»
(leHnH, 1970) — Halwen oTpa)KeHne He TONbKO B MPOMbILINEHHOCTY 1 ObITY,
HO 1 B MCKYCCTBE. AAPKO 1 apryMeHTMPOBAHHO 3Ty B3aMMOCBA3b YAan0Ch NOKa-
3aTb KypaTopaM BbICTaBKy «InekTpurdrkaums. 100 net nnany FO3/1PO» — ncto-
PUKY apxmnTeKTypbl AnexkcaHape CenvBaHOBOW 1M UCTOPUKY M MCKYCCTBOBEMY
KaTepuvHe TenernHoit. CornacHo aHHOTaUWKM NPOEKTa, «NaMsaTHas aaTa cTana
AN KypaToOpOB My3esi MOBOIOM NMOFOBOPUTH O TOM, KaK 31eKTPUMUKaLIMS CTPaHsbl
NOB/VSNa Ha COBETCKMI aBaHrap: M306pa3nTenbHOe CKYCCTBO, KMHO, apXmTeK-
TYpY, My3bIKy, TeaTp, IMTepaTypy 1 An3anH».

LleHTpanbHbIM O6BEKTOM BbICTABOYHOTO MPOCTPAHCTBA (BO3MOXHO, B CUTY
€ro pa3mepoB) cTan MakeT CBeTonamaTHMKa 10-neTuo OKTABPbCKON peBo-
MOUMIN? XyaoXKHMKa 1 n3obpeTtaTens puropus Mocudosuya MiaoHu, sense-
WKICs peanv3auymein 0aHOro U3 HanpaBneHui ero KoHuenuymum «/IcKyccTBa ceeTa
1 LBETa, NOMYYEHHOIO NyTeM 31EKTPUYECKON 3Heprum» (TnaoHu, 1926, n. 141).
HecnyvaiiHo n3o6paxeHvie CBeToNaMsaTHWKA (a MO CyTU AENCTBYOWEro cae-
TOL|BETOBOIO YCTPOICTBA) OTKPbIBANO KaTanor BbicTaBkM ([ycesa, CenviBaHoBa,
2022), v TBOpPYecTBY I MAOHM BNOCNeACTBUM Oblfa NOCBsLIEHa OTAENbHas
IKCNO3MLMS NOA Ha3BaHMeM «[puropuii MMaoHK 1 ero HoBoe MCKyCcCTBO CBeTa
1 ugeTa»’. Co CnoB MHMUMaTopa npoekTa — A. CenrBaHOBOW, — OHa CTana CBO-
€00pa3HbIM «CaTeNMTOM BbiCTaBKYM 06 anekTpudrKaLmm»”.

! Cm.: (CennBaHoBa & Teneruxa, 2021). ABTOP HacTosLLel CTaTby BbICTYNUAA OAHUM U3 Hayy-
HbIX KOHCY/TbTAHTOB BbICTABKM.

2 Ha BbicTaBKe bbina NpeacTaBneHa PeKoHCTPYKUMs MakeTa CBETONAMATHIKA, BbINOMHEHHas
coTpyaHvKamy PoHAa NOAAEPHKKN ayAVOBMU3YaNbHOTO 1 TEXHONOMMYECKOro NCKyccTBa «[1po-
meTel» nmeru b.M. Faneesa (KasaHb) B 2017 rogy. OpurvHansHas aelictaytollas moaens Cee-
TonamsTHVKa bbina co3aara . MmaoHn B 1927 ropy.

3 BebicTaBKa npoxoguna B ranepee «Ha LLlabonoske» obbeariHeHns «BbicTaBoyHble 3anbl Mo-
CKBbI» C MIOHS MO CeHTA6pb 2022 rofa (kypaTtop O. KonraHoBa, apxuTekTop A. CenvBaHoBa,
noMoLHKK kypatopa A. AnTmetc). URL: https://music-museum.ru/exhibitions/archive/grigorij-
gidoni-i-ego-novoe-iskusstvo-sveta-i-czveta.html?ysclid=m3kmw5petq266894229 (08.05.2025).

4 M3 BcTynuTensHo peun A. CenviBaHOBOW Ha OTKPbITWM BbICTaBKU.
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[o V. TuaoHn v napannenbHo C HUM pa3paboTKoM CBETO3BYKOBOTO
NHCTPYMeHTapua 3aHuManuce A.B. 3axapbunHa-YHKoOBCKasa, M.B. MaTiowmH,
B.W. KoBanerkos, A.H. CkpsabuH, B.[. bapaHos-PoccuHe, MN.M1. KoHapaukni,
H.M. BapanH-Psykckuia, /1.C. TepmeH, AM. Abimiint, A.T. KypouKnH 1 Apyre Xyaox-
HVIKW, KOMMO3MTOPbI, M306peTaTenn. icxoas 13 BbISBNEHHOW HaMK B apxmBax,
naTeHTHbIX 6asax 1 crneuvanu3rMpoBaHHO NTepaType nHhopMaLn, Mbl COCTa-
BUAV TabAMLY OTE4ECTBEHHOTO CBETO3BYKOBOIO MHCTPYMEHTAPWS MEPBON TPETH
XX B. (cM. Tabn. N2 1). Tabnuua BbICTpOEHa NO XPOHONOTMYECKOMY MPUHLIMNY.
OTKpbIBAIOT CMMCOK Hanbonee paHHWe U3BECTHbIE HAM MHCTPYMEHTHI: «Tastiera
per luce» (C UT. 3. «<cBeTOBas KnaswaTypa») A.H. CKkpsabuHa, npefHasHavyeHHas ans
AOMaLLIHEro UCMOMHEHNS CBETOBOM CTPOKM K CUMMOHUYECKO noame «[poMeTei»
(1910-e) v onToOH (B pycCKOM BapuaHTe naTeHTa — xpomoTpon) B.[. bapaHo-
Ba-PoccuHe, NpUMEHSBLINICS aBTOPOM Kak B AOMaLLHWX, KaMEePHbIX KOHLepTaXx,
Tak 1 B 6onee MaclTabHbIX ycNoBUsX — B BOblIOM TeaTpe. 3aBepLiatoT nepeyeHb
«YCTPONCTBO 1151 CONPOBOX/AEHWS FrPaMMOMOHHON 3aMMUCK CBETOBbIMU KapTw-
HaMu» nnTepatopa n pexunccepa H.M. BapsnHa-Payckoro 1934 ropa, npeaHasHa-
JaBlUeecs ANs NpuMeHeHus B knybax Ans UAnCTpaumny aruTauvoHHbIX peven,
1 annapaT nop, Ha3BaHueM «KruHemaxpomy, pa3pabaTbiBaBLWIWIACS FPyNnoi aBTo-
poB (npwv yyactun I TuaoHn) ana Asopua CoBeToB B MockBe.

Tabnuua 1
OTeyecTBEHHbIN CBeT03ByKOBOI7| MHCprMEHTapMﬁ nepBoﬁ TpeTN XX Beka
>Uno, Cdepa BapMaHTtl CoTpyaHu- Fop u mecTo
Ne Ha3BaHUn
roAbl XXU3HU aBTOpa | AEATEe/IbHOCTU s 4ecTBo co3faHus
VNHCTPYMEHTOB
1. | CkpsibuH AnekcaHap | Komnosutop- «Tastiera per luce» (cut. | CoBmMecTHO 1910-e,
Hukonaesuy (1872- | dunocod, 3. «<CBETOBAs KNaBu- C nHXeHepom | Mockea
1915) nuaHncT aTypa») A.3. Mo3epom
2. | 3axapbyHa- Ckpwvinayka, MeTopa «UBeTo- He nosgHee
YHKOBCKas anpuxep, 3BYKO-4MCeN» (MeTO- 1909
AnekcaHpapa npenojasatent | juka NnpenoaaBaHus
BacunbesHa (1857- BOKana BOKana, rae ronoc Tpak-
1927) TYeTCst aBTOPOM Kak
HeKUI CBETO3BYKOBOM
NHCTPYMEHT)

5 B KaBbl4Kax [aHbl aBTOPCKME HaMMEHOBaHNA yCTpOl‘?\CTBA
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Ne >no, Cdepa 222:::;;' CoTpypaHM- lop n mecto
rofibl XKN3HW aBTOpa | AEATENIbHOCTU s 4ecTBO co3paHus
VNHCTPYMEHTOB
3. | BapaHoB-PoccuHe XYBOXHUK, «OnTodoH» [0T rpey. — | YcoBepuieH- Hau. paboTbl
Bnagumup CKynbnTOp «3pUMBIN 3BYK»] («xpo- | cTBOBaHMe Haf HCTPY-
[asnposny (1888- MOTPOM», oNTodo- MHCTPyMeHTa | MeHToM: 1912,
1944) HUYeCcKoe MMaHnHo, B COTPYA- [laTa nogauu
3puTensHoe hopTenu- | HuyecTse Sa9BKu
aHo, piano des couleurs | ¢ xygoxHUKOM Ha naTenT:
[uBeTOBOE NWaHNHOJ) C.A. Manstom 18.09.2023,
A HOHETPYK™ | Mockea.
TOPOM-130-
bpeTatenem Hata nopa4un
AA. Cayxo- 3anBku
- Ha djpaHu,ya-
CKWIA NaTeHT:
25.03.1926
4. | MaTiowmnH Muxaun XY[OKHUK, KnHeTunyeckmin ob6bexkt 1920-¢, MeTpo-
BacunbeBuy KOMMO3KTOP, «CBeT-hopmMa-3ByK- rpas / NeHnx-
(1861-1934) cKpunay, nefa- | Wwym» rpag
ror, TeOpeTuK
MNCKYCCTBA
5. | Tepmen Jles PU3nK-akycTuK, | «MNnnoMoBOKC» Hauy. 1920,
Cepreesuny NHKeHep-3/1ek- MeTporpag
(1896-1993) TpOMexaHuK
n3obperatens,
MYy3bIKaHT,
BMONOHYENNCT
6. | Kapatbirvn My3bIKanbHbIl Kurodor (?) 1920-e (?),
Bsyecnas KPUTUK, KOMMO- Netporpan
laBpunosuy (1875~ [ 3utop
1925)
7. | TnpoHw Mpuropwit XYAOKHUK, «CBeToBble flekopaummn» [lata noga4u
Vocudosuy (1895- | nctopuk 3asBKM
1937) WNCKyCCTBa, Ha NaTeHT:
ICTETUIK, 30.08.1920,
n3obperatens MeTporpag
8. | Kosanexros YdeHblii B 0bna- | MpoeKT 3BykocBeTo- 1925,
BaneHTuH VIBaHOBUWY | CTM NPOBOAHOW | BOrO MHCTpyMeHTa JNleHnHrpag
(1884-1960) CBA3M C ABYMS KNaBMaTypamu
9. | MaTowmH Muxaunn KomnosuTop, MoHoxopabl ¢ LuBeT- He nosgHee
BacwvnbeBny (1861- | cKpynad, xyfok- | HbIMU 9KpaHaMu ans 1926,
1934) HWK, neaaror, 1NccnefoBaHus ceszen Metporpaa /
TeopeTyK 3ByKa v LUBeTa JNleHnHrpag
VICKYCCTBA
10.| AsimMwny Agonbd My3bIKaHT, INeKTprYeCKnii 4ByxX- 1926-1927,
MakcumoBmy 3NEKTPOTEXHWK | MaHyasbHbIi CBETO3BY- JNleHnHrpag
(1896-7) KoBOV annapat
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BapuaHTbl

Ne >no, Cdepa HasBaHWI CoTpypaHM- lop n mecto
rofibl XXU3HU aBTOPa | [eATENIbHOCTN s 4yecTBO co3paHus
VNHCTPYMEHTOB
11.| TvpoHn Mpuropuii XYBOXHUK, «CBETONAMATHUK CoBMeCTHO 1926-1927,
Vocndosny (1895- | nctopuk 10-netuto OKTS6Pb- cC.0. Marze- | JleHuHrpag
1937) VICKYCCTBa, CKOI1 peBonioLmmn» nem
3CTETUK, (nelicTBytolas Mogens
n3obperatens | CBETOLBETOBOMO
MHCTPYMeHTa C BCTPO-
€HHbIM B Hee «CBeTO-
OPKECTPOM»)
12.| TepmeH Jles PU3NK-aKyCTVK, | «TepncuToH» 1930, Hbto-
Cepreesuy MHXeHep-3NeK- Nopx
(1896-1993) TPOMEXaHMK
n3obpetaTens,
MY3bIKaHT, BUO-
NOHYENNCT
13.| KypoukuH Al (2 —7?) | N306petatens | «[TpoekumoHHoe [ata nogaun
YCTPOWCTBO Anst nony- 3a9BKM
"eHMst CBETOBbIX 1 LiBe- Ha naTeHT:
TOBbIX 3(hheKTOB Npu 22.04.1930,
CMOMHEHNW My3blKalb- Mockga
HbIX POU3BEAEHIN»
14.| TvgoHu Mpuropuii XyLOKHUK-rpa- | «<CBETOLBETOBOW NyNsT» [lata noga4u
Vocndosny (1895- | duk, gpama- («CBETOKPACOYHBIi 3a9BKM
1937) TYpr, NCTOPUK NyNBT», «CBETOKPACOY- Ha naTeHT:
MCKYCCTBa, Nepe- | Hblll posinb», «<Photo 30.09.1931,
BOAUMK Chromo Piccolo Primo») JleHuHrpag,
15.| KoHpapalkwii Masen | HayyHeili pyko- | «<KonopodoH» He nosgHee
MaBnosuny (1881-?) BOANTENb XUMU- 1934, KanuuuH
Yyeckoit nabopa- (HblHe TBepb)
Topumn habpwikn
«Mponetapka»
(r. KanuHuH,
HblHe TBepb)
16.| Bap3uH-Pshxckuii XKypHanucr, «YcTpoicTBO ANst [ata nogaiv
Hwikonaii nuTepatop, COMNPOBOXAEHWS FpaM- 3a9BKM
Muxaiinosuy (1892- | pexwuccep, n30- | MOPOHHO 3anucu ce- Ha naTeHT:
1973 (7)) bpetatens TOBbIMU KapTUHAMW» 25.03.1934,
MockBa
17.| Kaburert upeta «KnHemaxpom» CoBMmecCTHas 1930-¢,
1 3pUTENBHbIX (ans Osopua CoseToB) | paboTa Tpex JNleHnHrpag,
BOCMPUSATMIA (Mpw NEeHNHIpag-
Bcepoccuiickolt aka- ckux nabopa-
LeMUN XyA0KEeCTB), TOpUIA

CBETOTEXHMYECKas
nabopatopus focy-
[apCTBEHHOrO ONTH-
4EeCKOro MHCTUTYTA,
JNlabopaTopus Mckyc-
CTBa CBeTa v LiBeTa

I. TuaoHm)
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KNACCUOUKALMNA OTEYECTBEHHOIO CBETO3BYKOBOIO
WHCTPYMEHTAPUS NEPBOW TPETU XX BEKA

K oTeyecTBEHHOMY CBETO3BYKOBOMY MHCTPYMEHTapUIO NepBOM TpeTy
XX Beka npeanaraeTcs OTHeCTM YCTPOIMCTBa (annapatsl, Nprubopbl, UHCTPYMEHTbI),
KOTOPble NMBO COo3/aHbl AN CONPOBOXAEHNS CBETOLBETOBbIMU CPeACTBAMN
MY3bIKanbHbIX, APAMaTUHECKNX, AeKNaMaLVIOHHbIX, XOpeorpadr4ecKmnx 1 4pyrmx
npowv3eeaeHnii, NMb0o y)ke B CaMOi CBOEW KOHCTPYKLMK MMEOT BO3MOXHOCTb
O[JHOBPEMEHHOTO COYeTaHMs CBETOLBETOBbLIX U 3BYKOBbIX 3P HEKTOB. Taknm
06pa3oM, Mbl Nofy4Yaem fiBe rpynnbl MHCTPYMEHTOB, UCMO/b3yeMblX aBTOPaMy
ANs peann3auny uaen, CBA3aHHbIX C CUHTE30M UCKYCCTB: 1) CBeTOLBETOBbIE
(BOCNpPOM3BOASILME TOMBKO CBET 1 LBET) 1 2) CBETO3BYKOBbIE (CMOCOOHbIE AEMOH-
CTPMPOBaTb 3BYKOBbIE 1 CBETOLIBETOBbIE 3(hMEKTH OAHOBPEMEHHO). Hapsay
C ONnpefeneHrnem «MHCTPYMEHT», HEKOTOPbIE aBTOPbI MO OTHOLIEHMIO K CBOUM
1n3006peTeHrsaM ynoTpebnsioT HanMeHOoBaHWs «anmnapaT», «<yCTPOUCTBO» UK
«Npnbop».

MepByto — ceemoygemosyto — rpynny UHCTPYMEHTOB COCTaBASAOT
npubopbl, npoeyupyrowjue ceem, ysem (8 0moenbHbIX CAy4asx U30bpaxeHue)
HQa 3KPAHHYO n1ocKkocme (nogepxHocme) [1.1] (HanpumMep, XpOMOTPON® Unu
onTodoH [0T rpey. — «3puMmbii 3ByK»] B.[. BapaHoBa-PoccunHe; npoekumoHHoe
YCTPOWCTBO A/19 NOMAYYEHUS CBETOBbIX U LIBETOBbIX 3(h(eKToB A.l. KypoykuHa;
YCTPOWCTBO AN CONPOBOXAEHNS rPaMMOMOHHOI 3anncK CBETOBLIMU KapTW-
Hamu H.M. Bap3uHa-Psckoro; konopodoH MN.11. KoHapalKoro) v nprbopsl, opw-
EHTUPOBaHHbIE HA PACNPOCMPAHEHUE c8ema u ysema 8 npocmpaHcmse [1.2]
(cBeTOBas KnaBwmatypa / Tastiera per luce A.H. CkpsibrHa; cBeTOBble AeKopaLmK,
CBeTonamMsaTHNK, CBeTOLBETOBOM NynbT M. TnaoHK). Mpu 3TOM 3KpaHHble CBETO-
LIBETOBbIE MHCTPYMEHTbI, 6E3YCNOBHO, MOTM MUMETL MPU3HAKM MPOCTPaHCTBEH-
HbIX, 1 HA0OOPOT. B M3Ha4anbHO OPUEHTMPOBaHHbIX Ha pacnpoCTpaHeHVe CBeTa
1 LBeTa B MPOCTPaHCTBE UHCTPYMEHTaxX 3KpaHamu, CTPOro roBOPS, CYKMUAW BCe
MOBEPXHOCTY, OT KOTOPbIX CBET OTPaXancs. B cnyyae co CBETOBOM KNaBMaTypoi
A. CKpsibU1Ha, CKOHCTpyMpoBaHHOM A. Mo3epoM, 3KkpaHaMm, HanpuMep, CTaHo-
BMAWCH MNOTONOK U CTeHbI. B CBETOBbIX AeKkopauusx I [naoHu, cTpemsilerocs
BOMMOTUTL 3ambicen CKpsbUHa, MCMONb30BaNCs «MPO3PaYvHblil 3KpaH». Bax-
HbIM MOMEHTOM 37eCb ObINO NpeobnafaHme ToM UAN MHOW YCTaHOBKM aBTopa.
[ns co3paHns MMeHHo NpocTpaHcTBeHHOro addexTa A. CKpsouH 1 I TUAoHK,
HaMepeHHO v3berany sKpaHa.

® XpoMOTPOMOM MHCTPYMEHT Hbil HA3BaH B 3asiBOYHOM CBUAETENbCTRE, NofaHHOM B. BapaHo-
BbIM-PoccunHe B KomuteT no genam nsobpeteHnii 18 ceHTtsbps 1923 roga (Mocksa). B nansHei-
LWEeM aBTOP OCTaHOBW/CS HA Ha3BaHUM «<ONTOMOH».
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HecMmoTps Ha BHeWHWIM BUA (Hanpumep, UCnonb3oBaHve dhopTenuaH-
HOW KNaBMaTypbl B KOHCTPYKLMUK ONTOMOHA), NNV Ha3BaHWs (CBETOBOW Kna-
BWP, ONTOMOH, CBETOKPACOYHbIN POSi/Ib, CBETOOPKECTP), OTCHINAIOLINE 1 K 3BYKY,
1 K CBETY, KOHCTPYKLMS CBETOLBETOBBIX MHCTPYMEHTOB He npeanonarana 3sy-
YaHue. B oTanyme oT 3TOro, yCTPOMCTBO CBETO3BYKOBbIX MHCTPYMEHTOB MPeAno-
narano v 3By4aHue, v CBedeHne.

BTopyto — c8emo38yKo8yto — rpymnny MHCTPYMEHTOB MOXHO pPa3fenuTh
Ha NOArpynnbl MO ABYM Pa3HbIM KPUTEPUSIM: 3BYKOBOMY 1 BM3yanbHOMY. Ecan
OMNMpaTbCs Ha 3BYKOBOW KpUTEPUIA, TO 3TO akycmuyeckue [2.1a] (K npumepy,
LIBETO3BYKOBbIE KMHETNYECKME OGBEKTbI 1 MOHOXOPAbI C LUBETHBIMUW 3KpaHaMMu
M.B. MaTtowwrHa) n anekmpoakycmuyeckue npubopsl [2.2a] (MNNIOMOBOKC,
TepncnToH /1.C. TepMeHa; MPOeKT 3BYKOCBETOBOMO ABYXKNABMATYPHOIO MHCTPY-
MeHTa B.W. KoBaneHkoBa; 3NeKTpUYecKmnin AByxMaHyanbHblli CBETO3BYKOBOM
annapaT A.M. [IbiMwuua). Ecnv Bo rasy yrna CTaBUTb BU3YyanbHbIA KpUTEPUNA,
TO MO aHanornM AeneHs CBETOLBETOBbIX MHCTPYMEHTOB CBETO3BYKOBbIE TaKKe
MOXHO KNnaccudunumpoBaTh Ha 3KpaHHble [2.16] u npocmpaHcmeaeHHsie [2.16].
OpHako pasfeneHne CBETO3BYKOBbLIX MHCTPYMEHTOB Ha MOArPYMMbl MO 3ByKOBOMY
KpUTEpUIo, a CBETOLBETOBbIX — MO BM3yanbHOMY B AaHHOM C/lyYae npeacTans-
eTca 6onee NpakTUYHbIM.,

OTaeNbHY NOArPYNMNY CBETO3BYKOBbIX 31EKTPOAKYCTUYECKIX MHCTPYMEH-
TOB MOTYT COCTaBWTb YCTPOMCTBA, B KOHCTPYKLMM KOTOPbIX reHepalus 3ByKa
OCyLLeCTBASNACh C MCMOMBb30BaHMEM ONTUYECKMX NpepbiBaTenel. B kayectse
npumMepa 30ecb MOXHO NPUBECTU «INEKTPUYECKII My3bIKabHbI NPUOOP, KOTO-
pbliii NpeBpallan bl CBETOBbIE UMMY/bChI B My3blKa/lbHblE 3BYKM» N306peTaTess
/.A. Cepreesa (Ceprees, 1930).

1.1. DKPAHHBIE CBETOL/BETOBbLIE MHCTPYMEHTbI

Havbonee paHHUM 13 N3BECTHbIX HAM OTEYECTBEHHbIX IKPAHHbIX CBETO-
LIBETOBBIX HCTPYMEHTOB 6bln 0NMOo@oH’, U30b6peTeHHbI XyAoKHMKOM B. Bapa-
HOBbIM-PoccuHe (Havano paboTsl Haf HUM OTHOCKTCS K 1912). Mo cnocoby dyHK-
UMOHMPOBaHNs annapat 6bin 6An30K K KHeMaTorpady (Bce Lseta U pucyHKn
NpoeLnpoBanuch Ha skpaH). K Bbixody 3a Npefaensl 3kpaHa (B NpOCTPaHCTBO)
XYBOXKHUK TONbKO cTpemuncsa®. [ing ynobcTsa ynpaBneHuns oTaAenbHbIMN 3/1e-
MEHTaMW 0NMo@oHa — 3epKanamu, npusMamu, GUALTpaMm, UCKaMmn ¢ HaHe-
CEHHbIMY Ha HUX U306paxeHusaMu, B. bapaHoB-PoccrHe ncnonb3osan Tpu

" AHanoru4Hoe HasBaHue MMenu annapaTbl PYCCKOro KPeCcTbsiHUHA, N300peTaTens-camMmoyyKm
Edurma lopuHa 1 npnaHackoro yyeHoro ®ypHee g'Ansba. OcHOBaHHble Ha Npeobpa3oBaHm
CBeTa B 3BYK, 063 OHM ObINv NpeaHa3HauYeHbl ANs Cenbix Noaein.

8 NoppobHee 06 onTodoHe cMm.: (KonraHosa, 2021).
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OKTaBbl popTenraHHol KnaBmaTypbl; Ha HEKOTOpbIE KNaBMWUW UM Obinn HaHe-
CeHbl AOMONHUTENbHbIE CUMBObI (CM. pyC. 1). Ha HenoCBSILLEeHHbIX 3puTenel
U cnywaTenen Hanvnyue KnaemaTypbl B MUHCTPYMeHTe NPOU3BOAMI0 OOMaH K-
Bbll 3PMEKT: MHOTMM Ka3anoch, 4TO OT oNTohOoHa AECTBUTENBHO UCXOAM
3BYK. [pviBegem, HanpuMep, OT3bIB XYJOXKHMKa U nnTepaTopa 0. AHHeHKOBa:
«bapaHoB-PoccnHe, 3axBayeHHbIl MaesMu KomnosnTopa AnexkcaHapa CKrps-
6ViHa, VCKaBLUEro Napanfeny Mexay 3ByKamu, Kpackamu v IMHUAMK, 1306pen
onTo-hOHMYECKOe MUAHUHO, TO eCTb KNaBwaTypy, rae Kaxaas HoTa, BMecTe
CO 3BYKOM, NepebpacbiBana Ha IKpaH Ty WV UHYIO LiBETOBYHO (OpMY. TaknMm
0bpa3om, nrpas Ha 3ToM NaHnHO MouapTa vnn MNpokodbesa, NMMaHNUCT OTpaxan
Ha 3KpaHe Kpaco4yHoe 1 NMHelHOoe NpeobpaxeHyie My3blKkanbHOro Npov3eese-
HYIS: KPAaCOYHYH CUM@OHNIO» (AHHEeHKOoB, 1991, c. 233).

Puc. 1. B. BapaHoB-PoccuHe. OnTodoH. PekoHcTpykuus XK. WuddpuHa. 1971°

ABTOPOM [IpYroro 3KpaHHOrO CBETOLBETOBOIO MHCTPyMeHTa Obin M.11. Kox-
ApauKnii. Vi3obpeTeHrie UM Ko10pogoHa, NO BCEN BUANMOCTU, MOXHO OTHECTY
K Havany 1930-x. KoHapaLkmii npodeccroHanbHo 3aHMancs LUBeToBefeH eM:
PYKOBOAMN XMUYecKow nabopaTopuelt habpukm «[poneTtapka» B ropoge Kanu-
HVH (B HacToslLee Bpems TBepb), NnapaniensHo npenofasan Ha Kypcax MHCTu-
TyTa Mo MOBbILEHNIO KBANMMUKALNM UHKEHEPOB 1 TEXHNKOB, OPraH30BaHHbIX
BCHX B Mockse 1 JleHnHrpage. B 1932 rogy Bbilwna B CBET ero KHura «OCHOBbI

? NcTouHuk  mn3obpawenus:  URL:  https://www.centrepompidou.fr/en/ressources/oeuvre/
ROacks9 (08.05.2025).
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KONOpUCTaTVKIN», KOTopas bbina Npri3BaHa «bbiTb MCHepnbIBaOLLMM NpaKTuye-
CKMM PYKOBOACTBOM 1151 KaX<A0ro, KTo xoTen 6bl paboTaTh B 061aCTH TeopeTnye-
CKOTo UNW NpUKNaaHoro LeToBeaeHus» (KoHapaukumia, 1932, c. VI). Konopucta-
TUKY, Haps/y C KONOPOANHAMMKON 1 KONOPOICTETUKOM, YHEHbIA MbICAWN YaCTbto
TeopeTuyecKkon konopuctukm (Konapaukuia, 1932, c. V). «Konopucratvka, —
nvican oH, — AaeT NpueMsl M3MepeHus U HOTHOW 3anucK LseTa, KonopoamnHa-
MUKa yKa3biBaET NyTV A5 BbIYMCNEHNS KPAaCOYHOM CMeCH Ansi BOCMPOU3BOACTBA
LiBeTa no 3afaHHol ero 3anuncy 1 KonopoacteTrka, NpuBoas MHoroobpasue
LIBETOB B CTPOWHYIO CUCTEMY FapMOHUYECKIIX PSAOB, BbISBASET 1 QOpMynmnpyeT
Te 3aKOHOMEPHOCTU, KOTOPbLIMY MOMb3YeTCs KONOPUCTMKA B XYAOKECTBEHHbIX
pacugeTkax» (KoHapaukwmia, 1932, ¢. 541). P 3aKm04eHnin yYeHblii aenan ucxoas
13 @aHaNOr N MEXY MYy3bIKOV 1 KONOPUCTUKON. OWH 13 NaparpadoB ero KHUMM
6bI1 NOCBsALLEH, HanpuMep, LBeTOBOW HoTauuKn. [Ans uener ctaHaapTusaumm
LBeTa 1 LBEeTOBOW KOMMO3MUMM B rapMOHM3aLUMM PAaCLBETOK OH Mpeanoxum
LIBETOBYIO «KNaBuaTypy», KoTopas «oxsatbiaeT oT 3000-4000 13 LOCTYNHbIX HOP-
ManbHOMY rnasy LBETOBbIX HIOAHCOB» 1 lafiee Ha ee OCHOBE pa3paboTan cucrtemy
3anucK «UBeToBbIX HOT» (KoHapaukwmia, 1932, ¢. 520). OnucaHmne CKOHCTPYMpPOBaH-
HOMO MM LIBETOBOIO MHCTPYMeHTa — KONopodoHa — YvTaeM B 3aMeTke «LgeT
1 3ByK» M. Cepreesa, onybn1MKoBaHHOM B raseTe «/lerkas nHaycTpus» B 1965 roay:
«KeHa y4eHoro murpana coHaty betxoBeHa. A OH caM, CropbyBLINCE, B TEMHOTE
nepebupan knasmaTypy HebOoMbLWOro annapata. IKpaH pa3bpackiBan TO MArKoe,
nerxoe, To NpsiMoe, Bo3byxaatollee LBETOBOE CUsHME. XpoMaTnyeckas raMmma
LIBETOB MO CMeLmnansHo HanucaHHOW NapTUType 4oNOMHSMa, NO-MHOMY pacKpbl-
Bana v 06bACHsANa KOMNO3MTOPa. My3blKanbHble BOCMPUATUS CIMBANVCh C LiBe-
Tamu» (Knupunerko, Opnos, 1965, . 37).

O KOHCTPYKLUMAX eLle ABYX IKPaHHbIX CBETOLBETOBbIX MHCTPYMEHTOB —
«NPOEKYUOHHO20 ycmpolicmea 07151 NO/yHeHUst C8EMOBbIX U UBEMOBbIX 3PHeKmos»
AT, KypouknHa v <ycmpoticmea 07151 ConpoBoxOeHUs 2paMMOGOHHOU 3anuUcu cae-
mossbiMu KapmuHamu» H.M. Bap3nHa-PsyKcKoro — y3Haem no nateHTam v yep-
Texxam. K coxaneHuto, pyrux MCTOYHNKOB MHDOPMaLMM Ha faHHbI MOMEHT
He obHapy)KeHo. B cBoeM 3asBoYHOM cBUaAeTeNbCTBe Al KypouknH coobuiaer,
4TO ero yCTPOWCTBO Npeanonaranoch MCNoNb30BaTh 415 «MOAYYEHNS CBETOBbIX
1 UBETOBbIX 3(MEKTOB NP UCMONHEHWI My3bIKanbHbIX MPOV3BeaeHnit» (Kypoy-
KIH, 1934). CornacHo aBTopy, annapat AaeT BO3MOXHOCTb «NPOEKTUPOBATh
NYYOK Ny4ein HempepsIBHO M3MEHSIOLIENCS OKPACKW, MPUYeM SPKOCTb Nyyel
3aBUCUT OT CUAbI 3BYKA. B yCTpolicTBe NpUMeHnMbl 0cobble CBETOMUNBTPbI
1 CBsI3aHHble C MeMbpaHoi TenedoHa 3KpaHbl, 3aaepKrBatoLe 60bLIYI0 UK
MeHbLLYIO YaCTb Nyyei» (Tam xe) (puc. 2).
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Puc. 2. A.T. Kypo4kuH. YepTex K nateHTy «[TpoeKLMOHHOE YyCTPONCTBO
ANS NONYYEHUs CBETOBbIX U LIBETOBbIX 3(pheKTOB»™

B onncanmu naTteHTa pexuccepa u nutepatopa H.M. BapsnHa-Psxckoro
yKa3aHo, YTO ero n3obpeTeHne NnpefHa3Hayanoch «4/1s COnpoBOXAEHNS rpam-
MOMOHHbIX 3anuncei, mMaBHbIM 06Pa3oM aruTaLVOHHbIX peyelt, [OKNAJ0B U Tex-
HUYECKMX NeKLMIA, 3aNUCaHHbIX Ha FPaMnNacTUHKe, CBETOBbIMU KapTUHaMM»
(Bap3auH-Psokckui, 1935). CornacHo TeXHUYECKOMY OMUCaHWI0, B YCTPOWCTBE Npu-
MEHS/ICS MPOEKTOP C HECKOMBbKUMM OB BEKTBAMMU, «MPOEKTVPYIOLLVMUI Ha OHO
11 TO XKe MECTO IKpaHa U306paxeHus C HambiBOM O[JHOTO M306paXKeHns Ha apy-
roe, jaBaemMble AMano3nTMBaMM, MOMeELLEHHbIMU B OOLLYIO paMKy 1 ocBellae-
MbIMY KXK[bIA OTENBHOM NaMnol HakanuBaHws» (Tam xe). Mo MHeHMo 0CHOBa-
Tens «TepMeH-LeHTpa» A. CMUPHOBaA, 300peTeH e HaNOMVIHAET «COBPEMEHHbIe
CpefcTBa MynbTYMeAVa, B HaCTHOCTW, nporpammy Power-Point» (CmupHoB, 2020,
c.162).

1.2. [1POCTPAHCTBEHHBIE CBETOLBETOBbIE MHCTPYMEHTbI

K MpocTpaHCTBEHHbIM CBETOLBETOBBIM MHCTPYMEHTaM MOXHO OTHECTY
cBeToByto knaBumaTypy A. CkpsibnHa 1 A. Mo3epa (Tastiera per luce)*, a Takxe psig
ycTpoiicTB I [VAOHW, CO3[aBaBLWMXCS A5 UCMONHEHVS CUMBOHNYECKO K MO3MbI
«[1pomeTeli» B pasHoe Bpewms.

Ceemosas knasuamypa A. CkpsibrHa npeactasnsna coboi 4OCTaTO4HO

NPOCTOW MO KOHCTPYKUMM annapart, COCTOAWMIA U3 AePEBAHHOIO Kpyra, Ha KOTO-
pOM pacnonaranvcs 12 namn (cemb 13 Hux Obinv OKpaLleHbl B LUBETA pagyru,

0 IcTOUHMK n30bpareHns cM.: (KypouknH, 1934).

1O «BBEAEHUM B NAPTUTYPY CMMOHMYeCKoro opkecTpa Tastiera per luce» 1 06 ocMbICIeHNN
Yyepes 3TO «HEeKOTOPbIX MPUHUMMMANBHO BaXHbIX KOHCTAHT B COOTHOLIEHUN LiBeTa W 3ByKa»
cMm. B ctatbe [A. Wymunnnta (LWymunmn, 2023, ¢. 12).
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NATb — B NEpexofsime OT OfHOTO K APYroMy LIBETa) 1 KHOMOYHOW NaHenw ynpas-
nenHus (puc. 3). Mpu HaXxaTuM OAHON 13 12-TW KHOMOK 3aropanachk naMna cooT-
BETCTBYIOLLErO LBeTa. XapaKTepu3ys 3TOT He3aTelnBbl MexaH13M B aHHOTaLMN
K CBETOBOW KNaBmaType, ckpsbuHosen A.W. baHaypa nucan:

Co30aB CTPOKY LIBETHOTO CBETa B «[TpomeTeer, CKpsbuH, pasymMeeTcs, xoTen
YBUAETL ee CaM. TexHMKa TOro BpeMeH I He MOrf1a BOCMPOV3BECTY «CBETS-
wmecs GopMmbl, MOHUK, Y4, TyMaHbl M 0bnaka» — v aBTOp 3aMbiC/1a 3TO
NOHMMan.

«...— HeTt, MmHe Tenepb TaK XO4eTCA TONIbKO BCe 3TO OWYTUTb. .. 370 Bedb
AO/HKHO ObITb COBepUeHHO HOBOE ollyuleHWne, 3T 3BYKW C 3TUMK CBe-
Tamun... 5 6bl cornacunca, — r|p|/16aB|/|n OH, — Ha CaMble CKPOMHbI€ HaMeKN
Ha 3Ty CI/IMd)OHI/HO, 4TODObI TONIbKO XOTb HEMHOTO YBMOETb, KaK OHa.. .».

[MepBbIM Warom K Ha3BaHHbIM «HaMekam» Dbl CBETOBOW annapart, cae-
NaHHbIN N0 3cKM3am CKpsabuHa ero ApyroM, MHXeHepoM 1 npodecco-
poM u3nKK A.3. MosepoM. /TaMNoYKM, HaKPbITble Pa3HOLBETHbIMU KO-
naykamu, bbinv pacnoNOXKeHbl Ha KPYrIoW naHenu, KOTopyto NoOABECUAN
K MNOTONKY B KabMHETe KoMno3uTopa.

N.71. CabaHeeB BCMoMUHan: «[locne HeKOTOPbIX Pa3MbllUIeHNIn “MO3UTH-
BMCTbI”, TO €CTb 5 1 Mo3ep, peLuvnu, 4To y4lle BCEro 3acTaBUTb KynaTsCs
CkpsibuHa ¢ ero cuMdOoHMeN B CBeTax, eciv NpUBecKTb pedeKTopsl
K MOTOJIKY, YTODbI OHM [laBann pacCcesiHHbIV CBET Mo BCet 3ane, a UCToY-
HWK CBeTa ocTancs 6bl HeBUAMM. W ckopo, npuas k CKpsibuHy, g yBuaen,
4TO Y HEro Ha NMOTO/KE KOMHATbI KOMOLWWACS MOHTEP, MPVBELUNBAS HEKNI
NPVYMUTUBHBIA MOKa elle annapar, AO/HKEHCTBYIOWMIA CYKUTL 6a3oi ANs
ByayLLeln CBeTOBOW CUMMOHMMN»',

2 TeKCT aHHOTaLMM C BbICTaBOYHOM Tabnuyku k «CBeToBoMy annapaTy A. CKpsibrHa» Ha Bbl-
cTaBke «OT My3bIKK K cBeTY: MocBsuieHne CkpsibuHy», lanepes POCM30, Mocksa.
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Puc. 3. AnekcaHpp Ckpsi6uH, AnekcaHap Mosep. Mogenb cBeTOBOro annaparta
0719 CONPOBOXAeHUs No3Mbl «MpomeTei», 1910-e*

OpHa 13 NoMbITOK BOMAOTUTL 3ambicen A. CKpsibrHa NpuHaanexana xygox-
HYIKY 1 130bpeTaTento I MngoHn*. MeyTtas MCNonHKTb «[IpoMeTes», B 4aCTHOCTK,
npu 3anycke BoAXOBCKOW rMapo3neKTpocTaHumm 8 1926 rogy, MMaoHu paspabo-
Tasn v 3anaTeHToBas [1Ba YCTPOMCTBA (npucnocobeHue 0715 NOyHeHUs CBEMO8bIX
dexopayuli Ha NPO3PAYHOM IKPAaHE™ v pacnpedesumereHsit ny1em*®). Ha pa3Hbix
3Tanax paboTbl, NPOAOMHKABLLENCS 18 NET, ANs onpefeneHns CBOEro CBeTo3By-
KOBOTO MHCTPYMeHTapws [VAOHW NCNOMb30Ban CheayloLne HauMeHoBaHus:
CBeTOBblE JeKOpaLMK, CBETOOPKECTP, CBETOOPKECTPOBbIV annapart, CBETOBO
annapat, CBETOKPAaCOYHbIN POsifib, CBETOLBETOBOW MY/LT, CBETOKPACOYHbIN
NynbT, CBETOBas KnaBmaTypa, a Tarke Photo Chromo Piccolo Primo (Ph.-C.P.P),
4TO pacLMdpPOBbIBAN KaK «CBETOOPKECTPOBbIV Masblii CBETO-LBETOBOM anmnapat»
(MywkmH, 1933, ¢. 16). Liensto npucnocobnerns 6bi10 NoayYeHne <Unn30pHo-
CTV feKkopauumii (0TCyTCTBMeE rpyboit npeaMeTHOCTL)» (TnaoHKn, 1924).

CBeToLBeTOBOW Ny/bT MMAOHW NO3BONSAN MEHATb OTTEHKM LIBETA («<OCHOB-
Hasli BOCbMUCTYMNEHHash raMma LBETOB MO CMeKTPY», MOBbIWEHWS 1 MOHKEH NS
OCHOBHbIX LIBETOB — LIBETHbIE AMe3bl U LBETHbIE 6eMONK, Bcero 24 rpagaumnm)
1 MHTeHCMBHOCTb CBeTa (0T OTCYTCTBMS CBETa 10 MaKCMManbHOW OCBeLleH-
HocTK, 10 rpafaumnii ocBeleHHOCTI), K Yemy Npubasnanncs addekTsl cBeTo-
BOIO KpeuleHAo 1 AUMUHY3H/0, BCTIbILLKX 1 MONHOe yracaHue CBeTa, CBeTOBble

B cTouHmK n3obpaxenns oM. URL: https://goskatalog.ru/portal/#/collections?id=25165011
(08.05.2025).

¥ INopnpobHee 0 CBETO3BYKOBOM MHCTpyMeHTapuu I MaoHu cM.: (KonraHoBa, 2022).

1 CMm.: (TnpoHu, 1924).

© Cm.: (MnpoHu, 1931).
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1 LIBETOBbIE Nay3bl 1 TPEMOO. B ManoM CBETOKOHLEPTHOM MCMOMHEHWI UCTOSb-
30BanMCh MCTOYHMKM CBETa He Bbile 300 BaTT. CNocob v cnucTema 3anmncu ceeTo-
LIBETOBbIX MapTUiA aBTOpa ObiNa 3aperucTprpoBaHa Bo Bcepoccuiickom obluue-
CTBE COBETCKMX [jpaMaTypros v nucatenen.

Jletom 1925 ropa Ha 3acefiaHuy Paspsga UcTopum 1 TeOpUv My3blKK B [OCy-
LAPCTBEHHOM MHCTUTYTE UCTOPUM NCKYCCTB . TMAoHW npoYvTan Asa foKNaga
0 CBETOOPKECTpe M CBETOKPACOYHOCTY. BbICTYNNeHWs BbI3BanM 60bLON NHTe-
PEC M FaBHbIM WX Pe3yaTaTOM CTano M3fanve paclundpoBKM CBETOBOW CTPOKM
«MpomeTes» no cucteme I M’MaoHK (Pvmckuii-Kopcakos, 1926) (puc. 4).

Puc. 4. .M. Pumckuii-KopcakoB. PaclumndpoBka cBeToBo CTpokM «[pomeTesn»
A. CkpsbuHa no cucteme . frmgoxHn*’

Mocne ogHoro n3 goknaaos C. MMH3bypr onybankosan 3amMeTky B «Kpac-
HOW raseTe». «3ambicen CKpsibuHa, — Nncan oH, — CBOAUTCS K BECbMa MPOCTOW
BeLW: BeChb 3a/1 BO BPEMS MCMOMIHEH NS AOMKEH ObITh 3a/MT BOIHaMK CBETa Ornpe-
AeNeHHOW MHTEeHCUBHOCTM 1 OKPACKK, NpuyeM 3Ta “cCUMOoHMs cBeTa” 10o/MKHa
NpoTeKaTb He Ha creluanbHOM 3KpaHe, HO Kak Obl MPOHW3bIBATH BCE CYLIECTBO
cnywartens, TeM cambiM YCUANBAsi B HEM OCTPOTY 3BYKOBOIO BOCTIPUATYUS» (T1H-
30ypr, 1925, c. 4). CaMbIM LieHHbIM B 13006peTeHum [MaoHK MMH306ypry BUAENOoCh
OTCYTCTBME B YCTAHOBKE KPaHa, «KaK TOro LUeHTPa, Kyaa A0/KHbI ObiTh YCTpeMm-
NeHbl T1asa caywartens» (Tam xe). 3a HeMMeHeM 0OCTaTONHOM MHMOopMaLmm

1 ACTOYHMK M306paxeHus cM.: (Pumcknii-Kopcaros, 1926, c. 100-101).
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CNOXHO NPefCcTaBUTb, KaKMX YCNexoB fobuacs aBTop nNo peanvsaummn MMeHHO
HE3KPaHHOrO T1MNa CBETOLBETOBOIO MHCTPYMEHTapys. [1efiCTBYOWMM SK3eMms-
POM CBETOLBETOBOIO MHCTPYMeHTapus [MaoHK 6bin CeemonamamHuk 10-nemuro
Okms6peckoli pegonoyuu, co3narHblii B 1926-1927 rogax (puc. 5). OgHako ero
MOXHO OTHECTW CKOpee K 3KPaHHOW rpynne MHCTPYMEHTOB, T. K. BHMMaHVe
3pUTens KOHLEHTPUPOBANOCh Ha LEHTPaNbHOM YacTy 06bekTa — Npo3payHoM
rnobyce.

Puc. 5.T. TugoHu. Mogenb CBeTonamaTHMKA 10-neTuto OKTA6PbCKON peBooL .
[OBopey, Ypuukoro. OKTabpb 19278

2.1A. AKYCTUYECKNE CBETO3BYKOBBIE UHCTPYMEHTbI

[pynna akyCTUYeCKMNX CBETOLBETOBbLIX MHCTPYMEHTOB NpefCcTaBeHa, rmas-
HbIM 06pa3oM, paboTamu KOMMO3MTOpPa U XyaoxHMKa M.B. MaTiowmHa. Lienbto
CO3[aHus LIBETO3BYKOBbIX KUHETUYECKNX 06beKTOB (onpeaeneHue A. Nosenu-
XMHOM, cM.: MoBenuxmHa, 2000, . 81) ObI10 «MCMbITaHWe B3aUMOAEeNCTBIS LiBeTa
1 3ByKa». Pa3paboTkoli CBOEro MHCTPYyMeHTapus MaTiolWvH 3aH1Mancs ¢ Havana
1920-x.

OamH 13 061beKTOB ObiN Ha3BaH aBTOPOM «Ceem-Hopma-38yK-ulym». OCHO-
BbIBAACh HA 3aMUCAX XYAOXKHMKA, COXPAHWUBLUMXCA B PYKOMMCHOM oTaene VIHCTK-
TyTa pycckon nutepatypsl PAH, A. loBennxmHa onucbiBaeT ero cneaytowmm
obpasom: «[poTarnBanack BepesKa B Bife KBaApaTa, Kaxgas CTOPOHa KOTOPOiA

¥ IcTOuHMK n30bpaxeHns cM.: (bpaydo, 1928, c. 16).
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oKONo MeTpa. Ha 0HON CTOpOHe NMoABeLINBaNCcs KpacHbI Wap BeNUYMHON
C ThIKBY 1 3ByYallMii KaK roHr. HanpoTnB Hero Ha [pyrol CTopoHe KBafpaTa
BMCEN 3eNeHblit KyD, n3aatolnin Tpeck. Ha TpeTbell cTopoHe Bucena pombo-
obpasHasa GopMa xenToro LBeTa, M3aaBaBluas 3BYK HU3KOro 6aca CTPYHHOTO
posins. HanpoTuns 3Tol hopmMbl BLUCENa CNpab CUHEro LIBETa CO 3BYKOM CBHUCTA.
LIBETO-3BYKOBOW KNHETUYECKMI OBBEKT OMKEeH Dbl 1eMOHCTPUPOBaThb CBSA3b
hopM co 3BYKO-LLYMOM W LiBeTOM» ([oBenunxiHa, 2000, c. 81-83).

Eule oaHO HanpasneHvie paboTbl MaTiowmnHa B 061aCTh aKkyCTUYECKOro
CBETO3BYKOBOIO MHCTPYMEHTapus — 3TO U3roToBNeHVe modesiell 38y4aujux
MOHOX0PO08 (0AHOCTPYHHbIX MHCTPYMEHTOB) C LIBETHbIMM 3KpaHaMm Ans nccne-
[OBaHMs CBA3EM 3ByKa 1 CBeTa. Ha Hall B3rNsg, UX Takoke MOXHO Ha3BaThb LBe-
TO3BYKOBbIMY KMHETUYECKMMU 0bbekTamu. B 1926 rogy M. MaTioWwmWH AemMoH-
CTPUPOBaN MOHOXOPAbLl Ha BbicTaBke paboT OTaena OpraHU4ecKom KynsTypbl
[OCYyAapCTBEHHOTO MHCTUTYTa XYAOKECTBEHHOW KynbTypbl (TVMHXYK)Y (puc. 6, 7).
CornacHo A. MOBeNVXMHOM, YeTbIpeM 3KpaHaM KPacHOro, KeNToro, 3e1eHOro
1 CUHero LiBeTOB COOTBETCTBOBAV NMPUKPENIEHHbIE K HYM MOHOXOPAbI «bac-
CTpyHa, HaCTpoeHHas Ha “/19” 6onbLIOV OKTaBbl, TEHOP-CTPYHa “Pe” BMONOHY ey,
HacTpoeHHas Ha “[10” Manoi oKTaBbl, anbT-CTpyHa “/19” anbTa, HaCTpoeHHas
Ha “/15” NepBoWi OKTaBbl 1 AMCKAHT-CTPYHa “Mu” CKPUMKKW, HaCTpoeHHas Ha “/1a”
[BTOpOI] OKTaBbI. Ha KaykAOM LIBETOBOM 3KpaHe NOCNef0oBaTeNbHO BKAOYANMCH
3BYYaHMs BCeX YeTblpex MoHOoxopaoB» (MoeennxmnHa, 2000, . 83). B 0HOM KX 3KC-
NepUMEHTOB XYLOXHMKa MOHOXOPAbI, HACTPOEHHbIE Ha CKPUMMYHOE a, BKNaAbI-
BaNNChb B KPACHbIN ¥ CUHMI SLLMKIN OAMHAKOBBIX Pa3MepoB. Pe3ynsTaTom cTaHo-
BU/OCH «MOHWIKEHME B KPACHOM V1 MOBbILLEHNE B CUHEM», (DUKCUPYEMbIE «TOYHbIM
(paHLy3CK1M pe3oHaTopomM» (MaTtownH, 2011, ¢. 291).

¥ Otpen OpraHuyeckoit kynstypsbl ['IHXYKa 6bin cozgaH M. MaTiowwrHbIM B 1923 rogy.
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Puc. 6. BbicTaBka pa6oT OTaena OpraHuyeckoi kynbtypbl TMHXYKa
B MeTporpage. 1926. doto M. MaTiowmnHa?®

Puc. 7. PekoHcTpyKuus cteHga M. MaTiownHa «CBA3b 3BYKa U LiBeTa»
¢ BbicTaBku OTgena OpraHu4ecKoii KynbTypbl F0CyapCTBEHHOTO UHCTUTYTA
XYA0XeCTBEHHOM KynbTypbl. 1926. A. KocTpoma (YepTexu),
B. KowleneB (Hay4yHoe KOHCYNbTUpPOBaHue)*

2 AcTouHMK n306paxeHus cm.: (MosenuxnHa, 2000, c. 83).
2 ACTOYHMK n300paxeHus cM.: (MaTtowmH, 2011, ¢. 155).
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3ByYallyto CTPYHY, HAaTSHYTYIO Yepes cleHy, M. MaTioWwrH 1ncnons3osan
TaKKe B CBOMX TeaTpasibHbIX MOCTAHOBKaX, HanpuMep, B CriekTakne «PoxaeHne
CBeTa, LBeTa 1 obbemar, NpeMbepa KOTOPOro COCTOsack B HOMbLIOM 3ane KBap-
TUPbI cemMbk IHAEPOB ¢ 31 Aekabps Ha 1 sHBaps 1923 roga.

B onpepeneHHow cTeneHn yCNoBHO K 061aCTH akyCTMYeCKoro cBeToLBe-
TOBOMO MHCTPYMEHTapHs MOXHO OTHECTU «Memody 48emo-38yKo-4uces», Npea-
Ha3HaYeHHYo N5 «Pa3BUTUS MbICAIW 1 CNYXOBOW 1 3pUTENbHON HabntoaaTenb-
HOCTW B A€TAX U HaYMHAIOWMX My3bIKaHTax 1 XyAoxHWKax» (YHKoBCKas, 1909,
c. 80). Ee aBTOp — cKpunayka®, aupwkep, npenoaasaTens Bokana v Teocod
A.B. 3axapbrHa-YHKOBCKasa — TpaKTOBana camoro 4efoBeka, ero Mblcnu, oTpa-
YXEeHHble BO B3Ms4e 1 MeBYeCKOM ronoce’ (Mnum, Kak ero Ha3blBatoT B BOKabHOM
nefarornke M OpaTOPCKOM MCKYCCTBE, «FO/I0COBOM anmnapate»), Kak HeKuin cae-
mo3syKosoli cybbexkm?. CBOK TEOPMIO OHa BbICTPOMAA Ha aHanornu 3ByKa, LiBeTa
1 yncna. «<Bes xnsHb Mupa, — nucana A. YHKOBCKasl, — CBs3aHa 06beivHSoLLIEN
Lenblo ABNEHMI, KOTOPYIO MOXHO Ha3BaTb aHanor1en; B Hel CblleH BeYHbIN
3BYK, BU/IEH BEYHbII CBET, YyBCTBYETCS COBEpLUEHHas hopMa 1 0CA3aeTCst pUTM
BEYHbIM ABVIKEHMEM, COEAMHSASACH C MOHATHEM O YKUCNe. YeM TOHbLIe pa3BuT Hall
CNyX, YEM CBETNEe 04U HallK, YeM YULLe MbIC/Ib Halla, TEM Mbl SCHee CO3HaeM
aHaNor o ABNEHMI XKM3HW, 3TVX BECKOHEYHO MOBTOPSIOLLMXCS OT3BYKOB OCHOB-
HOM HOTbI MMPO3aaHKMs» (YHKoBCKas!, 1909, c. 78-79). A. YHKOBCKas nybnmKoBana
CTaTbM O CBOEW METOAMKE Ha CTpaHuuax «BecTHKa Teocodum» (nybnvkaumm
1909-1916), pacckasbiBana O JOCTUIHYTbIX pe3ynbTaTax Ha 3acefjaHnsax oTaene-
HMs Poccuiickoro Teocodckoro obulecTsa B Kanyre?, Ha TeocoCKoM KOHTpecce
B bynanewTe?, B MeTepbyprckoi KoHcepBaTopun. Ee paboTa 6bina oLeHeHa
3a npegenamy Poccum — 3a CBOO METOAMKY OHa Monyymna npemMmnio MunaHcKowm
KoHCepBaTOpUW?,

2 PeKOHCTPYKLMS cnekTakns bbina ocywjecTeneHa B 1998-1999 rogax xyaoxHUKoM Anekceem
Koctpomoit. Cm.: (KocTpoma, 2000, c. 85).

% 3aKoH4MNa C 3010TON Mefanbio MeTepbyprekyto KoHcepBaTopyito B knacce npod. /1. Ayspa.
[Apyr cembn 3axapbuHbix — OaHKMp 1 KonnekymoHep H.A. fannep — nopapwn 3axapbUHON-
YHKOBCKOW CKpUMKy paboTsl k. BapHepu aens [resy. CornacHo AaHHbIM [OCynapCcTBEHHOMO
apxvBa Kanyxckoli obnactu, «nocne cMepT Anekcanapsl BacunbesHsl, B 1927 roy, ee ckpun-
Ka Hblna KOHMOWCKOBAHA, KaK B BbICWIEN CTEMEHUN LEHHbIN My3€eliHbI MHCTPYMeHT» (Tocyaap-
CTBEHHbIN apxun Kanyxckoi obnactn, 6.4.).

% (0 neBYECKOM rof10Ce Kak MHCTpyMeHTe cM.: (FOwmaHoB, 2004).

% 3peck BO3HMKAET Napansenb CO CBETO3BYKOBbIMU O6bekTamu M. MaTiowwHa.

% YneHom oTtaenenus Poccuiickoro Teocodckoro oblectsa B Kanyre YHKoBCKas Gbina ¢ Mo-
MeHTa ero oTKpbITUs (21 anpens 1909). Cm.: (TocygapcTBeHHbIn apxvs Kanyxckoi obnactu,
6.0.).

21 CM.: (TumuHcKniA, 2011).

% Cwm: (TocymapcTBeHHbIN apxvB Kanyxckol obnactu, 6.4.).
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CucTemMolt YHKOBCKOM aKTUMBHO MHTepecoBancs B. KaHaMHCKNR, Takke
yBReKaBLINAcsa Teocobuen. «<BHMaHne B.B. KaHAWHCKOrO K My3bIKaHTY 1 Teo-
cody A.B. 3axapbrHo-YHKOBCKOW, — nuweT H.A. Kapranonosa, — o6bsacHseTcs,
Npexze BCero, MHTEPeCoM K LiBETO3BYKOBOMY CUHTE3Y. 3aBefytollas My3blKalb-
HOW Wkonol B Kanyre, oHa pa3paboTana cobCTBEHHYO METOAY LIBETO-3BYKO-
Yncen, Kotopas Hbina OCHOBaHa Ha TEOCOMCKOM NPUHLMMNE PAa3BUTVS BbICLINX,
TOHKMX CNOCOBHOCTEN BOCNPUATIS MPEeKpacHoro. <...>

KaHAWHCKWI cpaBHMBaeT hu3MYeCcKnii Noaxof K LBETO3BYKOBOMY CHH-
Te3y YHKOBCKOIN — “CMMCbIBaTb My3bIKY C KPaCOK MPUpPoAbl” — C NOCTPOEHHOM
N0 3MAUPUYECKOMY MPUHUMMY TabnwnLei My3bliKanbHbIX 1 LBETOBbIX TOHOB CKps-
6buHa» (Kapranonosa, 2003).

2.2A. DIEKTPOAKYCTUYECKNE CBETOLBETOBBIE MHCTPYMEHTBI

K M3BECTHBIM HaM C8EMO38YKOBbIM 3/1EKMPOAKYCMUHECKUM UHCMPYMEH-
mam cneflyeT OTHeCTU UAKOMOBOKC U TepncuToH J1.C. TepMeHa, MpoeKT 3BY-
KOCBETOBOIO MHCTpPyMeHTa B./. KoBaneHKoBa, 3N1eKTPUYECKMIA CBETO3BYKOBOM
annapat A.M. siMwuua.

O cobCTBEHHOM CBETO3BYKOBOM MHCTPYyMeHTapuu J1.C. TepMeH paccKasbl-
Ban Ha Bcecoto3Ho WKone MONOAbIX YH4eHbIX 1 CneLuanvcToB «CBET 1 My3bika»
B KazaHu B 1979 roay. B Te3ncax ero Aoknaga, onybarMKoBaHHbIX OT TpeTb-
ero nuua, YuTaem: «ABTOP 3aHVMancs paspaboTKo YCTPOICTB LIBETOMY3bIKY
€ 1920 rofia v geMoHCTpUpPoOBan 1x Ha KoHueptax B CoseTckomM Cotose, lfepmaHin,
®paHumn 1 CLUA B neprog ¢ 1922 no 1939 rog. ConpoBOXaeHne Menogmnm cee-
TOBbIMYV 3(p(heKTaMM OCYLLECTBASNOCH MyTEM NPOELMPOBaHYIS Ha MCNONHUTENS
LIBETA, COOTBETCTBYIOLWErO BbICOTE 3BY4aHMS, C MHTEHCMBHOCTbBIO, U3MEHSIO-
Lencs NponopUMOHanbHO cue 3BydaHuns» (TepmeH, 1979, c. 19). Peub Wwna Kak
MUHUMYM O [1BYX €r0 MHCTPYMEHTax — «Mnomosokce» (1923) (puc. 8) v «Tepncu-
moHe» (1930) (puc. 9). B 0CHOBE MX KOHCTPYKLMW NEXan MexaHU4YeCKnin NpuH-
LMN Npeobpa3oBaHys 3ByKa B LiBET, 1 0H6a OHU ObINN CBA3aHbI C TEPMEHBOKCOM.
06 nnntomoBokce A. CMVPHOB NWLET Kak 00 YCTPOICTBe, «paboTaBlweM Nnoj
yrnpasieHnemMm TeEPMEHBOKCA 1 NMO3BO/IABLUEM U3MEHATb OKPACKY CBETOBOIO
ny4a, CBA3bIBad TaknM 0O6pa3oM NAACTUKY UCMOMHUTENS, BbICOTY TOHa U LIBET»
(CmupHOB, 2020, ¢. 247). B 0OCHOBE KOHCTPYKLMK TEPNCUTOHA Nexano npeobpa-
30BaH1e CaMmX ABVIKEHWMIA TaHLYIOLLEro YenoBeKa B 3BYK (110 TOMY »e NprHUmMnY,
4TO V1 B TEPMEHBOKCE). B fONONHEHME K 3TOMY UCMOMb30BaN0Ch aBTOMaTUYeCKoe
CBETOLBETOBOE COMPOBOXAEHME.
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Puc. 8. /1. TepmeH. UnnomoBoKc. MNMeTporpag, 1923-1924%

Puc. 9. Knapa PokmMop TaHUyeT Ha TepncuToHe B KapHeru-xonne. Anpenb 1932%

2 cTouHnK n3obpaxeHus cm.: URL: https://www.theremin.ru/archive/svetomuz.htm?utm_
medium=organic&utm_source=yandexsmartcamera (08.05.2025).
O cTouHMK n306paxeHus cm.: (CMnpHoB, 2020, ¢. 79).
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OTANYUTENBHOM OCODEHHOCTbLIO ellle ABYX CBETOLBETOBbIX AEKpOaKyCTnye-
CKNX HCTPYMEHTOB — 38YKOCBEMo8020 UHCMpymeHma B./. KoeaneHkosa v a71ek-
mpuyecko2o ceemo3ssykoso2o annapama A.M. [leimwuya — 66110 Hanuumne B HUX
AByx knasuatyp. O peanbHOM MCMONb30BaHMMN 3TUX UHCTPYMEHTOB B TOW UK
NHOW cdhepe, K CoaneHuto, Ha IaHHbI MOMEHT HaM HUYero He M3BecTHO. OfHaKo
MPOEKT MHCTPYMEHTa OM1CaH B PAAE NCTOYHWKOB. «B 1925 1. KoBaneHkoB, — 0TMe-
yatoT X.B. KHa3eBa v AA. MUxaiinoB, — NpeanoXunn co3aaHne MHCTpyMeHTa
C ABYMsi KNaBMaTypamu, Kaxaas 13 KOTOpbIX yrpaensia bbl COOTBETCTBEHHO 3BY-
KOBbIM 1 CBETOBbIM PSAOM, a CUCTeMa nefaneit perynnposana bl MHTEHCMBHOCTb
achdekTa» (Knasesa, Muxarinos, 2011, c. 128). TOT e UHCTPYMEHT, BEPOATHO,
nmeet B BUAY M. Pumckuii-Kopcaros, koraa nybankyeT paclundpoBKy CBETOBOM
CTPOKM CKpsbUHCKoro «MpomeTes» no cucteme . MMaoHM 1 NuweT 0 Heobxoamn-
MOCTY CKOHCTPYMPOBAaTb annapart, «npexmae BCero Aatoluii CMeHy OCBeLLeHNI,
[OMKEHCTBYIOWMX MO 3amblcy CKpsibrHa 3anonHATb BeCh 3an. KOHCTpyMpoBaHue
Takoro annapata obelano npod. B.M. KoBaneHkosbiM, npod. A./1. KynpusHOBbIM
n uHK. LK. YcTioroBbIM (JleHnHrpaackas IKcneprMeHTanbHas INeKTpoTexHuye-
cKas /labopaTopus, Beaylas cooTs. ViccnenoBaHms coBmectHo ¢ OTalenom] Teo-
pun 1 Mctlopun]. Mys[biku]. TN (PumMckmia-KopcakoB, 1926, c. 98).

30eCh e MOXKHO YNOMSHYTb 3KCMEePUMEHTbI C YAUYHbIMK DOHaPSMHU
1 rpammodoHamu, NpoBoamnBLIVecs yYeHnKkamn B.M. KosaneHkoa. Co cnos
H.B. KHs3eBOK, «BO BpeMsl 6anoB B INEKTPOTEXHUYECKOM MHCTUTYTE ero CTy-
AEeHTbl 0cObbIM 0Opa3oM NOACOEAVHSANN 3NeKTpudeckme hoHapu Ha npunera-
OLLMX K MHCTUTYTY yAnLax K rpaMModoHy, 3acTaBnss doHapy “neTs’ ronocamm
WananuHa, Banblesoi 1 ap. MOXHO cebe NpeacTaBUTb YAMBAEHWE NPOXOXKMX:
Ha yauuax cobnpanmcb TONMbI 3eBak, AMBUBLIMXCS TakoMy “dyay”’» (KHa3eBa,
Muxarnos, 2011, c. 127).

06 anexkmpuyeckom ceemo3syKogom annapame A.M. [eimwuya y3Haem n3
cTaTbk «O NPOEKTE YHMKaNbHOrO MHCTPYMEHTa “NPOCTPAHCTBEHHOW MY3bIKK™»
B.M. Taneesa 1 W./1. BaHeukunHol (fanees, BaHeykurHa, 2004). leTanu cTpoeHus
NHCTPYMeHTa 1 npeanonaraemas chepa ero npUMeHeHus U3BECTHbI Ha flaHHbIM
MOMEHT MO HECKOMBbKMM NybnrKaumsam B npecce, KoTopble Obiv 06HapyKeHbl
Hamu B apxnee M.C. 3annBagHoOro, NccnefoBasLLero 3TOT BONPOC N0 MNOPYYEHMIO
b. laneesa®. 3ameTKu oTHOCATCA K 1926-1927 rogam, T. e. MPYMEPHO K TOMY xe
nepvofy, 4To 1 BpemMs paboTbl Haf, MPOEKTOM MHCTpyMeHTa B./. KoBaneHkoBa,
MIMEOLLMM aHaNOrNYHY0 ABYXMaHYyanbHY KOHCTPYKLMIO.

31 focynapCTBEHHbIA MHCTUTYT MCTOPUM UCKYCCTB (B HacTosliee Bpems POCCUIACKUAI HCTUTYT
NCTOPUM UCKYCCTB).

32 Apxue M.C. 3an1BagHOro xpaHuTcs B GoHae NoAAep KN ayAM0BK3yanbHOIO U TEXHONOrMYe-
CKOTo MCKyccTBa «[1pomeTei» uMeHu bynaTta Maneesa (KasaHb). M.C. 3annBaaHbiii No Nnpocbbe
5.M. laneeBa cobupan atu matepuans B CaHkT-lNeTepbypre.
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«B oTAnYme oT BCex NpeaplayLmx NoMnbITOK CBETO-MY3bIKM, JOBONbCTBOBAB-
WMXCSH HECTPOWHbIM CBETOBbLIM aKKOMMAHEMEHTOM K OBbIYHOM My3bike, —
nuweT B. /IeOHOB, — KNaBULWHbIA MHCTPYMEHT A.M. [biMWwuLa AaeT, npe-
K[ BCEro, OAHOBPEMEHHOE BO3HMKHOBEHVE LIBETHOIO /ly4a 1 3ByKa Npu
HaXXaTVK Ha onpefeneHHyio KnasuiLy.

Bropas, 4pe3BblYaiHo BaxkHas YyepTa npoekTa [AbiMwuLa, 3To NofHoe
YHUUTOXEHME 0ObIYHON, eANHON 3BYyYalllelt KOpobKkKM (Habopa CTpyH nof
KPbILWKOW posing v T. n.). I3obpeTaTens, Bblpaxasch GUrypanbHo, “pacchbl-
naeT’, BbITPSXMBAET COAEPKMMOE ITOW KOPOBKM MO BCEMY KOHLEPTHOMY
3any. YnpaBneHue xe CBETOM, PacChbifMaHHbIM N0 Nt06bIM TOYKaM NPOCTpaH-
CTBa HabopoM 3ByYallMx Bellen (CTPYH, AePEBSHHbIX ManovYeK KCU1o-
boHa M T. 4. U T. ., @ PaBHO 1 pa3BepPCTaHHbIM MO TOMY e NPOCTPaHCTBY
HabOpPOM LiBETHbIX 1aMM 1 MPOXEKTOPOB) MPON3IBOANTCS Ha PACCTOSHUY,
No NPOBOAAM C MOMOLLBIO OOLIYHOW KNaBMaTypsbl.

BO3HMKHOBEHME 3BYKa B MHCTPyMeHTe [bIMWKLa NPOUCXOAMT NO MPUH-
LMy M3BECTHOrO Npubopa — “MeTannodoHa’, T. e. OT yaapa MO0TOYKa
N0 Xene3How NNacTuUHKe.

KnaBraTypa B OMbITHOM (COOPYKeHHOM ceityac B JIrp[/IeHNHrpaackom]
[ome lNevaTn) COCTOUT 13 43 KnaBuLLien, CTano bbiTk, 13 3 2 okTaB. Kaxaas
KnaBulWa CBA3aHa ABYMS MPOBOAAMM C METaNIMYECKON NNaCTUHKON onpe-
[ENeHHOro TOHa 1, BO-BTOPbIX, C PehEKTOPHOM Nammnol (MK NPOKeKTO-
pPOM) OMpefeneHHOro LIBETOBOrO OTTEHKA, PACTONOKEHHbBIMU B HOObIX
TOYKax CTeH 1 Kynona 3ana. [Mpu HaxaTnm Ha KNaBuLLYy 3aMblKaeTCs INeK-
TPUYECKMI TOK OAHOBPEMEHHO NO ABYM NpoBodam cpa3y. OqHOBPEMEHHO
e NPUBOAMUTCS TOKOM B A€MCTBME YAapHbIi MONOTOYEK 1 BKAtOYATEb
CBETa B 1laMne UK MPOXEKTOPe.

HenocpefcTBEHHO Haf NepBOWi KNaBMaTypoi pacrnonoxeHa BTopas,
Ha3HaveHvie KOTOPOW NPVBOAMTH B AENCTBIE YKe He OQHOYAAPHbIE MOJO-
TOYKM, BbtOLLVE MO NAACTUHKAM, @ APYr1e INEKTPUHECKME MEXaHU3MBI
(BPOAE 3NEKTPUYECKIX 3BOHKOB), CO3aatolume BUOPVPYIOLLMIA 3BYK» (/leo-
HOB, 1927).

DNeKTPUYECKHMIA CBETO3BYKOBOW annapat A.M. [biMlwuila 6bin nprobpeTeH

TeaTpom [JoMa lNeyaTy «ans MCNonb30BaHWs B BAMKANLLNX HOBbIX MOCTaHOBKaxX»
(/1.A., 1926, c. 10). OcHoBaTenem TeaTpa bbin NO3T U pexunccep Mropb TepeHTbeB,
[0 3TOro PYKOBOAMBLLNIA hoHONOrMYeckoi nabopaTopueli B IHXYKe. Cpeau
NO3YHroB TepeHTbeBa TOro BpeMeHu Obinn cregytouime:

He My3biKa — a 3ByKOMOHTax!
He pexopaumsa — a MOHTMpOBKa!
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He XnBonmchk — a CBETOMOHTax!
He nbeca — a nutoMoHTax! (TepeHTbes, 1988, ¢. 299).

IHCTpYMEHT Takxe npeanonaranocb NpyMeHUTL yrpasneHnem focakrea-
TPOB, B 4aCTHOCTU, B MocTaHoBKe C. Pagnosa «onnu». OfHaKo, kak coobliaeTcs
KOpPecnoHAeHTOM xypHana «Kn3Hb MCKYCCTBa», «MO TeXHUYECKMM COobpaxe-
HUAM OCYLLECTBAEHME 3TOTO HaMepeHMs OTNOKEHO Ha HEKOTOPOe BpeMs» (/1.A.,
1926, c. 10).

O camoMm r3obpeTaTene Ha AaHHbIi MOMEHT U3BECTHO HEMHOTO. 3 nuy-
Horo aena [pIMWKLa Kak CTyAeHTa NOAUTUKO-FOPUANYECKOrO OTAeNEHNS daKy/lb-
TeTa 0bLecTBeHHbIX HayK [eTporpaacKoro rocyiapCTBEHHOMO YHUBEPCUTETA
y3HaeM ero aaTy poxaeHus (15 oktabps 1896), roabl 0byyeHus (1920-1924),
a TatoKe To, 4TO OH BbIN YNeHoM Bcecoto3Horo npodeccroHanbHoOro cot3a
pPaboTHUKOB MCKYCCTB (AbiMwmL, 1920-1921, 1. 4). B agpecHon kHure «Becb
NeHnHrpan» 3a 1931 rog oTMeYeHo, 4To Aonbd MakcumoBMY paboTtan B apTenm
«/TtoKC» (apTenb 3aHMManacs ranaHTepenHon NpoayKUMer 13 nnactMaccsl)®,
B 6a3e nateHToB CCCP Haxoanm nnwb npuHaanexatiee A.M. [JbiMwmLy 1n3o-
bpeTeHne «Cnocoba M3roToBAEHMA LENTONONAHBIX WANGOBaNbHbIX AUCKOB
ans 3yboBpayebHbIx Lienel», cnocob M3roToBAEHNS KOTOPOro COCTOS B TOM,
4TO «B Ka4eCTBE OCHOBbI MPUMEHSIOT KUHOMAEHKY (Takoke 1 UCMOMb30BaHHYIO)»
(AbiMLinL, 1932).

K oTaenbHoM Noarpynne CBETO3BYKOBbIX 3NEKTPOAKYCTUYECKMX YCTPONCTB
cnepyeT OTHECTW «31eKmpuYecKull My36IKaibHbIU Npubop, KOMopbIt npespaw|asn
Obl c8EMOBLIE UMNY/6CHI 8 My3bIKAAbHbIE 38YKU». Ero aBTop, M.A. Ceprees, nogan
3a5BOYHOE CBUAETENBCTBO Ha YCTPOMCTBO 21 MapTa 1925 rofa B /leHuHrpage.
Hdopmaums o Bbigade nateHTa Obina onybnvkosaHa 31 aHeaps 1930 roga
(Ceprees, 1930) (puc. 10). OnucaHune nprbopa aaHo A. CMMPHOBbBIM B KHUre
«B nomnckax noTepsaHHOro 3Bykar: «B naTeHTe onncaH My3blKanbHbIN MHCTPYMEHT,
CHabXEHHBIV BpalLaloLWMMCst AVCKOM C KOHLEHTPUYECKMMY psiaamMu oTBep-
CTWW, KOTOPbIV CAYXUT ANS NPeBPaLleHNs CBETOBbIX VMMY/IbCOB B 3BYKOBbIE
COrnacHo cneumanbHoON ONTUYECKOW NapTuType. MocnefHssa npeacTasnsna
cob0M BYMaXHYH0 NIEHTY C MPO3PaydHbIMK MPOPE3gMU, MPOMYCKAOLMMU MOZY-
NIMPOBaHHbI CBET, COOTBETCTBYIOLWWIA TEM AN MHBIM HOTam 3Bykopsaa. VHTe-
PECHO, YTO KOHCTPYKLMA MHCTPYMEHTa coveTaeT B cebe TeXHUYeCKMe pelleHns,
MCNOMb30BABLIMECS CPA3Y B [iBYX IEreHAaPHbIX annapatax — cuHTesatope AHC
Esrenus Myp3uHa v puTMmnKoHe /1bBa TepMeHa (MpUHLUMM ONTUYECKOM CUPEHBI,
1931)» (CmmpHoB, 2020, c. 160). bavskum K ycTpoinctay W.A. Cepreesa no Tuny
(hOpMUPOBaHMS 3ByKOBOTO MeAMyMa ObiN MHCTPYMEHTapWiA, pa3pabaTbiBaembli

¥ Becb JIeHWHrpafl: aapecHas 1 cnpaBoyHas KHura Ha 1931 roa. (1931). NleHuHrpaa: M3a-so
NexuHrpaackoro Obancnonkoma v Jlenunrpaackoro Coera. C. 149.

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 107 THE ART AND SCIENCE OF TELEVISION



H.B. BoMHOBbIM («pricOBaHHbIe 3BYKOBbIE AOPOXKM», «OYMaXHbIA 3BYK»)
n E.A. Wonno («rpacmyeckiin 38yK»)**. OaHaKo 3T0 Obif ke COBEPLIEHHO NHOM
TVN PaboTbl C ONTUYECKMMU 1 3BYKOBBIMU 13YyHaTeNSMU, HEXENN B TPUBOAMUMbIX
Bbille npumepax. B Takoro poaa annapatype reHepaTopbl 3ByKa CO3AaBanunch
Ha OCHOBE OMTUYECKNX NpepbiBaTenell. B CBA3M C 3TUM BbIBEIEM UX 3@ PAMKU
NpeacTaBAeHHON KnaccubmKaLmm, OCHOBY KOTOPOW COCTaBNSET CBETO3BYKOBOM
MHCTPYMeHTapuii, OPUEHTVMPOBAHHbIN Ha IEMOHCTPALIMIO CBETOBBIX U 3BYKOBbIX
3 HeKTOB Ha 3KpaHe, ClieHe, B NPOCTPaHCTBe.

SR

raAWAW AwaS
RN

Puc. 10. . A. CepreeB. YepTexu K naTeHTy
Ha «9NeKTPUYECKUIi My3biKa/IbHbIN NpUGop»**

Ecnv knaccubunumpoBaTh CBETO3BYKOBbIE MHCTPYMEHTbI HE MO 3BYKOBOMY,
a no BU3yanbHOMY KPUTEPUIO, TO €CTb Ha IKpaHHsIe [2.16]  npocmpaHcmeeHHsle
[2.26], To K nepBoWi NoArpynne oAHO3HaYHO CeayeT OTHECTU MOAENN 3BYHALLNX
MOHOXOP/OB C LUBETHbIMY 3KpaHaMmn M. MaTiolWwmHa 1 KO BTOPOI — 3neKTpuye-
CKNIA CBETO3BYKOBOM annapaT A.M. [lbiMLInLA. BbiiBAEHHbIE Ha A@HHbI MOMEHT
MaTepuarnsl O 1pyrvix CBETO3BYKOBbIX YCTPOWCTBaX He NO3BOSIOT B NOJHON Mepe
CYANTb O BU3yansHOW creumuduke nx hyHKLUMOHNPOBaHMS.

3 CwM.: (CmupHOB, 2020, . 205-206).
¥ AcTouHMK n306paxeHus cm.: (Ceprees, 1930).
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3AKNHOYEHUE

OxapaKTepu13oBaHHas B CTaTbe NPaKT1Ka OTeYEeCTBEHHOMO CBETO3BYKOBOIO
MHCTPYMEHTapus NepBoi TpeTu XX BeKa, 6e3ycnoBHO, He SiBASeTCs cYeprbiBa-
touler. KpaiHe Mano nHbopMaumm, HanpuMep, O CBETO3BYKOBOM MHCTPYMEHTE,
co3paHHOM B 1920-e komMno3nTopom H.A. ManaxoBcKkmnm (1892-1942)%. Mo mepe
BbISIBNIEHNS COOTBETCTBYIOLIErO MaTepvana npueeaeHHas Bolle Tabnuua co
BpemeHeM OyAeT AoMNoAHeHa HOBbIMU NpUMepaMu, BXOAALLMMU B Ty UK UHYIO
rpynny MHCTPYMEHTOB NPeACTaBNeHHOW HaMu Knaccudukaumn.

OfHaKo yxKe Ha 3TOM 3Tane NCCAEeA0BaHNSA MOXHO CAleNaTb BbIBOA O TOM,
4TO B POCCUICKOW KyNbType nepBoi TpeTn XX Beka cchopMmMpoBanoch YH1Kanb-
HOe HanpasneHue, CBA3aHHOE C Pa3paboTKON CBETO3BYKOBOrO MHCTPYMEHTapUs,
B KOTOPOM Mfen CHHTEe3a UCKYCCTB OblN TECHO NepenaeTeHbl C HOBbIMU TEXHO-
NOTUYECKMI BO3IMOXHOCTSAMM (F1aBHbIM 06pa30oM B CBSA3M C MaClUTAbHOW 3nek-
TpudrKauven ctpanbl). Co3paBas HOBbIV MHCTPYMEHTapUiA 11, COOTBETCTBEHHO,
HOBble CpefiCTBa BbIPa3nUTeNbHOCTU, aBTOPbI CTPEMUANCH BbINTY 3@ PaMKK TOMO
WK VHOTO BMAA MCKYCCTBA: KOMMO3MTOPBl — 3a Npefesbl My3bIK/ NOCPEACTBOM
CBeTa v LiBETa, XYAOXKHUKM — 3a Npefentl 1300pasnTensHOro MCKyCCTBa C MOMO-
b0 OMY3bIKaNMBaHMs, NPUAAHNS ABWKEHMS LBETY 1 CBeTy?'. HoBble CMbICAbI
(hOPMMPOBaNNCh Ha OCHOBE COOLLYLLEHNS B KOHTEKCTE MPEOJONEHNS FPaHWL
BPEMEHHbIX 1 MPOCTPAHCTBEHHbIX MCKYCCTB. BONbLIMHCTBO M306PETEHHbBIX B 3TOT
nepvof YCTPOICTB He NOMYYUI0 WUPOKOrO PAaCNpPOCTPaHEHMS, OHAKO IKCMe-
PUMEHTBI B JaHHOW 061acTV BO MHOrOM NPeBOCXUTUAM flanbHelillee pa3BuTre
MeManCKyCcCTBa.

O pa3paboTKe OTE4ECTBEHHOIO CBETO3BYKOBOTO MHCTPYMEHTapus CO BTO-
poit NonoBUHbI 1930-x N0 1950-e HaMm M3BECTHO NWLb MO «(POTOINEKTPUHECKOMY
CUHTEe3aTopy My3blkn» AHC, co3gaHHOMY B 4eCTb AnekcaHapa Hukonaesuya
CkpsibuHa. PaboTy Hag MHCTpyMeHTOM C 1937 rofla Ben MHxeHep, cneumanmuct
NO BOEHHOMY NMPUBOPOCTPOEHWIO, KAHAMAAT TEXHUYECKMX HayK EBreHnit Anex-
caHapoBuny MypanH (1914-1970). OgHako 3asBKy Ha MaTeHT aBTop Nodan Mnb
cnycts 20 net — 24 nioHs 1957 roga (Myp3suH, 1959). Cneaytowmii Spk1i B3neT
B 00NaCTN CBETO3BYKOBOTO MHCTPyMeHTapust B CCCP Obin yKe B Neprofa xpyLies-
ckoit oTTenenu. OH CBSA3aH C UMEHAMM TaKMX CBETOXYAOKHMUKOB 1 CBETOMY3bl-
KaHTOB Kak KoHCTaHTUH JleoHTbeB (Mockaa), Kopuii Mpaeatok (Xapbkos), dno-
puviaH HOpbes (Kunes), bynat lanees (KasaHb), Ceprein 3opuH (MonTaea, MockBa)
N MHOTUMU OPYTAMU.

% H.A. ManaxoBCKuii bl aBTOPOM COMMHEHNS [I/1f TON0CA U OPKeCTpa «3aKaT», B NapTuTypy
KOTOPOro, NOA06HO CKPsiBUHCKOMY «[1pOMETEID», Bbia BKIIOYEHa CBETOBAS NapTus.
3" Bonee noapobHo 06 3ToM cM.: (KonraHosa, 2025).
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B.B. Mup3oeBa

AHHOTauus. B cTaTbe BnepBble vccneayeTcs obpas umnepaTopa gpaH-
Ly30B HanoneoHa | B akpaHM3aunsax pomaHa ®.M. [loctoesckoro «[1pe-
CTyn/neHne 1 HakasaHve». B kayecTBe 06BEKTOB 13yYeHUs aBTOPOM Obinn
BblbpaHbl YeTbipe KMHoadanTaumm, B KOTOPbLIX HAMNONEOHOBCKUI MU
npeacTaBneH Hanbonee spKo, HeObbIYHO 1, BMECTE C TeM, penpeseHTa-
TUBHO. 3TO DUNbMbI: «[1pecTynneHne n HakasaHve» (1935) ameprKaHCcKoro
pexuccepa aBcTpUnCKoro npovcxoxaerus [roseda doH LLTepHbepra,
«MpecTynneHne n HakasaHwve» (1956) hpaHLy3CKOro pexuccepa pyccKoro
nponcxoxaerus Xopxa /lamneHa, «[pectynnenHve 1 HakasaHue» (1998)
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The image of Napoleon in film
adaptations of Dostoevsky's
Crime and Punishment:

Versions by Josef von Sternberg,
Georges Lampin, Joseph Sargent,
and Vladimir Mirzoyev

Abstract. This article presents a pioneering study of the image of Napoleon
l'in film adaptations of Fyodor Dostoevsky’s novel Crime and Punishment.
The analysis focuses on four adaptations selected for their vivid, unique,
and representative portrayals of the Napoleonic myth. These are: Josef von
Sternberg’s 1935 American film Crime and Punishment; Georges Lampin’s
1956 French adaptation of the same name; Joseph Sargent’s 1998 American
television film; and Vladimir Mirzoyev’s recent 2024 Russian series. While
each offers a distinct reinterpretation of Dostoevsky’s original plot and the
role of the Napoleonic myth within it, all four underscore the profound
significance of Napoleon’s image for the protagonist, Rodion Raskolnikov,
who commits his crime with the explicit goal of becoming a new “Napoleon.”
A key distinction emerges in their visual strategies: the earlier films by
Sternberg and Lampin emphasize symbolic objects and details (a portrait,
a statuette), whereas Sargent’s film and, most notably, Mirzoyev’s series
pivot towards a substantial alteration of the historical and literary context.

Keywords: Fyodor Dostoevsky, Crime and Punishment, film adaptations,
Napoleon, Napoleonic myth, Rodion Raskolnikov, Josef von Sternberg,
Georges Lampin, Joseph Sargent, Vladimir Mirzoyev

BBEAEHUE

CDI/IﬂbeI, CO3[aHHble Ha OCHOBE 1K NofA CyWeCTBEeHHbIM BANAHVEM TeK-

cTa poMaHa ®.M. [locToeBcKoro «[1pecTynneHne 1 Hakasanve» (1866), He pa3
CTAaHOBUAINCH OOBEKTOM HayYHOrO M3YYeHUs, OAHAKO Cpeaun CyLLeCTBYIOWMX
nccneposanuii ((Kpyrnos, 2015), (OteBa, 2017), (Munxaiinoga, 2019), (bepoposa,
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2020), (CapackuHa, 2022), (YcneHckas, 2022), (Romanska, 2023), (bynasuHa, 2024),
(Arslantepe, 2024) 1 Ap.) HaM He M3BECTHO HY OAJHOM PaboTbl, BCELIENO NOCBSALLEH-
HOW HanosieoHOBCKOMY MUdy' 1N BKIOYatOLLEN B cebs bonee-MeHee coaepxa-
TeNbHbIM aHaN13 ero NPUCYTCTBIUS B pacCMaTpUBaeMblX KapTuHax. ITo Tem bonee
YAVIBUTENBHO, YTO MMEHHO MUMONOr3npoBaHHbIi 06pa3 HanoneoHa sasnsetcs
AN19 TNaBHOTO repost Npour3eeaeHns, PoaroHa PackonbHIKOBa, OCHOBOMOMArato-
LWMM, MPUYEM 1 CBOE NPecTyneHvie BNacToNtobyBbI CTYAeHT 06bACHIET MMEHHO
CTpemneHneM CTaTb HOBbIM NeTepbyprckim Hanoneonom. B pasroBope ¢ CoHenn
MapmenanoBoi PoanoH nosicHseT: «BoT 4To: g xoTen HanoneoHoMm caenatses,
oTTOro v ybwmn...» (loctoeBckuin, 1972-1990, T. 6, c. 318).

[laHHas cTaTbsi Npr3BaHa BOCNONHUTH COOTBETCTBYOWMNIA Npoben B nccne-
AOBaHVIAX IKpaHu3aunii «[pecTynneHyis 1 HakasaHus», a NOTOMY VMEET CBOel
LLeNIbIo NMOKa3aTh TO, KaK PasHble XYAOKHWKM PACKPbIN COXHYIO B3aMOCBS3b
06pa308 PackonbHMKOBa 1 HanoneoHa, HeobblvaliHO 3Ha4MMyto AN [JocToes-
cKoro. Taknm 06pa3om, NPegMeToM Hallero NCCAeaoBaHus ABASETCS Hanose-
OHOBCKMI MU (MPOTENCTUYHBIN 1 aMbUBaneHTHbIN cam No cebe) B psaae 3kpa-
HU3aunii «[1pecTynneHns n HakasaHwus».

OCHOBHbIMM M@TOAAMMU B Halleil paboTe ObiNv ciefyollne: METOf aHa-
NIUTUKO-CUHTETUYECKOTO YTEHWS MPOV3BEAEHNI KyNbTypbl (MoapasymMeBatoLmii,
B UMCe npoyero, 0coboe BHMMaHWE K CUMBOMYECKIM [IETaNsIM B KOHTEKCTe
npoun3BefeHns B LIeSIOM — 3TOT MeTOf] B COBPEMEHHOW r'yMaHUTapHON HayKe
Hanbonee ocHoBaTebHO pa3pabaTbiBaeTcs T.A. KacaTkuHom (KacaTknHa, 2023)),
SABASIOWIMIACS pa3HOBUAHOCTbIO Hosee WIPOKOro repMeHeBTUYECKOro MeToa,
a Takxe ncTopuyecknii metof (0bycoBAEHHbIN camol mpobaemaTuKom nuccne-
[OBaHMA 1 NoApalyMeBatoLnii rybokoe NorpyeHne B UCTOpUYecKmne peannmu
COOTBETCTBYIOLEN 3MOXM 7151 TOrO, YTOObI MOHVIMATb, YTO KOHKPETHO U Kak
MMEHHO 6bIN10 TPAaHCHOPMMPOBAHO B M3y4aeMOM NPOV3BEAEHNI UCKYCCTBA).

Hawa n3HavanbHas runoresa 3akiioyanach B TOM, YTO TanaHTIUBbIN,
APKU pexunccep (3a HEKOTOPLIMM UCKNIOYEHUSAMY) HE AO/KEH MOMHOCTbIO
NPOUrHOPUPOBaTb BaXKHEWLWYI0 HanoNeOHOBCKYIO COCTaBAAIOLYI0 MUPO-
OLLYLLEHNS TaBHOTO repost IKPaHM3MPYEMOro POMaHa, Ho Mpw 3TOM HE MOXET
OrPaHNYNUTLCS U ML AOCNOBHBIM LMTVPOBaHNEM OPUTMHANbHbIX AVAN0roB
1 MOHOJOroB nepcoHaxen [locTtoeBckoro. KnHemaTtorpad, NOMHOXEHHbI

! «HanoneoHoBckMi Md» (MM «<HaNONEOHOBCKas NereHaa») — YCTOSBLUMIACS B HAaYKe TEPMUH,
KOTOPbIV NOApa3yMeBaeT BCKO COBOKYMHOCTb Pa3HOPOAHbIX 1 MPOTUBOPEUMBbLIX NPEACTaBNEHWI
0 HanoneoHe Kak repoe (vnu aHTUrepoe) HoBOro BpeMeH, 3aKpeniBLUMXCS B MUPOBOIA KybTY-
pe 1 MaccoBoM co3HaHuw mogeit XIX-XXI Bekos. CM. 06 3Tom: (Pagé, 2013), (Kern, 2016).

2 CM.. HOBeWlWWe WCCNefoBaHNs O HarnoneoHn3me PacKoNbHMKOBA M Hamo1eOHOBCKOM
mude B «pectynnennn n Hakasanum» (Mogocokopckuid, 2022a), (Mogocokopckuit, 20226),
(Mopocokopckuin, 2023), (Mogocokopckumia, 2024).
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Ha CyOBEKTUBHOE pexmccepcKoe BIAeHMe, eCTeCTBEHHbIM 06pa3omM ByaeT ank-
TOBaTb CBOW 0CObble NyTW TpaHchopMaUmmn NUTepaTypHbIX naen 1 obpasos
Npy NepeHeceHny Ux Ha 3kpaH. A MOCKO/bKY B Pa3HbIX CTPaHax, B Pa3Hble 3Moxu
'y pasHbIX PEXMCCEPOB Kak BOCMpUATME HanoneoHa B 4YaCTHOCTU, TaK 1 Camo
NOHMUMaHWe NCKYCCTBA B LIeJIOM HEWM3OEXHO Pasnnyanocs, KpaliHe BaXHO onu-
CaTb M BbISBUTb CreumdrKy KOHKPETHbIX PeleHnii 3To Npobnemsl, npexae 4em
nepexoanTb K KaknuM-n1nbo 06061eHnsaM Ha celn cyeT. K coxaneHunto, MHormne
KMHOBeaYecKne paboThbl rpewaT Kak pa3 obpaTHbIM: 663 0CHOBATeNbHOrO 3Ha-
HUS UCTOPUM afanTUPyeMoro MaTepurana UccnefioBaTeb Cpasy e nepexoamnTt
K rnobanbHbIM KynbTYPOnornieckum obobueHnsam, orpyénsas u npuMuT1Bmn3m-
pyst TO, YTO Ha CaMOM fiefe MbITancs NepeocMbICiINTb PEXMUCCED.

3ameTuM, 4TO Ha CToNb HeboNbLIOK BbIGOPKe, Kak Halla (YeTbipe hunbma,
CO3/aHHbIe PEXICCePaMM PA3HBbIX WKON Vi HanpaBneHNiA, B pa3Hble 3NoxXu v B pas-
HbIX CTpaHax), HeBO3MOXHO B NPUHLNE AeNaTh Kaknue-To MacluTabHble BbIBObI
0 Ky/IETYPHbIX U3MEHEHKsIX B pelienumn HanoneoHa B MMpPOBOM KuHemaTorpade.
Peyb 3A€Ch MOKa MAET UCKAOUYNUTENBHO 06 ONmncaHmnm cyrybo aBTOPCKMX peLleHnii
KOHKPETHOW Npobnemsl, NO3TOMY NpeacTaBneHHas paboTa HUCKONbKO He npe-
TeHAyeT Ha YTo-NMbo Honbliee (AN Yero HeobxoaAMMO NPOBECTU ellle Lenblin psg
13blCKaHW NOAO0OHOrO poaa, YTOObl 3NeMEeHTapHO HAKOMNTb COOTBETCTBYIOLLNI
MaTtepuan s nocneaywero afekBaTHOr0 OCMbICIEHWS, KOTOPOe, KOHEeYHO,
HUKOTA@ He AOMNYCKAeT CYXAEHWI, 4TO, K NpUMepy, KOHKPETHbI nopTpeT Hano-
neoHa B GrbMe N3BECTHOIO PeXmnccepa — 3T0 NPOCTO HEBAXHO KaKol NopTpeT
HanoneoHa unT. g.).

Tatoke cpa3y NOSCHWUM, YTO Mbl HE MPOBOAMM, KaK 3TO flenaeT psafa aApy-
rUx nccnefoBaTenen, YeTKyto pasrpaHuynTeNbHYO YepTy MeXay 3KpaHu3a-
UMSMN 1 prunbMaMm No MOTMBAM poMaHa, nonaras NofoobHble pa3fenuTenbHble
cnekynauuu BBOAAWMMY B 3abnyxaeHme, nbo nobas, camas cTporas v BHU-
MaTeNbHas K TEKCTY NMTepaTypHOro NEPBOMCTOYHMKA KMHOAaNTaUus Hens-
HEXHO ABNSETCS NPOV3BEAEHMEM MHOMO BU/A MCKYCCTBA, CO3AaHHbIM MO MOTW-
BaM KHUTU 11151 NepEHECeHNs CoepXallMXCs B Heil 0bpa3oB 1 Mael Ha 3KpaH,
1Y 3KpaHW3aUuii eCTb Kak CBOW €CTECTBEHHbIE XyAOXKECTBEHHbIE N0DaBNEHMS,
TaK 1 Hen3bexHble NOTepPK, COKpalleHus. BonblWKM NYKaBCTBOM SIBASETCS TOBO-
PWTb O CKONb-TMO0 MOTHOM COOTBETCTBMM (DUbMA KHIE, MOCKONBKY HU OfINH
KMBOW aKTep He MOXET y4eCTb BCE YepTbl MEPCOHAXA, KOTOPOro OH MrpaeT,
1 HVKaKas KOMaHaa 1eKOPaTOPOB M Xy[AOKHMKOB MO KOCTIOMam He CnocobHa
BOCCO3/aTh 6€3 3a30p0B 1 U3bSIHOB BCE YepTbl ObiTa, 3anevaTneHHble B Npon3-
BeEHMSX, CO3AaHHbIX B MHble UCTOPUYECKIME IMOXM.

Bcero kuHoaganTauuii (ganee Mbl byaem ans yaobcTea HasbiBaTh UX 3Kpa-
HU3aumMsaMu) «[1pecTynieHns 1 HakaszaHWs» PasHbIMK PeXKccepamm co3naHo
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yxe bonee copoka®, Ho Mbl, OMATb e, OrPaHNYNANCL PACCMOTPEHMEM UL b
4eTbIPeXx U3 HIX, KOTOPbIE MOCYMTaNM Hanbonee penpe3eHTaTUBHbLIMU A5 U3yYe-
HUS MHTepecytoLeit Hac Npobnembl. ITo hunbMbl «[1pecTynneHne 1 HakasaHue»
(Crime and Punishment, 1935) amepuKaHCKOro pexuccepa aBCTPUIACKOro nponc-
xoxaeHus [proseda doH LLTepHbepra, «pecTynneHue 1 HakasaHue» (Crime et
Chdtiment, 1956) cpaHuy3cKoro pexxuccepa opxa flamnera, «[1pectynnexHuve
1 HakasaHwue» (Crime and Punishment, 1998) amepunKaHcKoro pexuccepa [ o-
3echa CapmreHTa 1 «[1pecTynneHune 1 HakasaHune» (2024) pOCCUINCKOro pexuc-
cepa Bnagmmumpa Mupsoesa.

«MPECTYNAEHUE N HAKA3AHUE» (1935) [IXK. ®OH LLITEPHBEPTA

B dunbme «[pectynneHne n HakasaHve» k. dhoH TepHbepra obpas
HanoneoHa nosiBAseTCs y)Ke Ha NATOW MUHYTE B BUAE KOMUW NopTpeTa uMnepa-
Topa hpaHLy30B, BMCALLEN Ha CTeHe B kKoMHaTe Poaepyika (Tak B hunbmMe nepe-
MHaveHo nmMs «PoanoH») PackonsHMKoBa (ero nrpaeT MeTep floppe). Pexviccep
MOT BbIbpaTh MHOXECTBO BapVaHTOB M3BECTHbIX KaPTUH AN 3TON CUMBOMYe-
CKOW fjeTanu, 0TCyTCTBYIOLLEN B TeKCTe poMaHa [JoCTOeBCKOro, HO OCTaHOBMACS
Ha «HanoneoHe B ®oHTeHONO, 31 MapTa 1814» (1845) Mons [enapouwa (1797-
1856). Ha aT0M KapTvHe HanoneoH n3obpaxeH 3a HEeCKONbKO fIHEl 10 CBOEro
MepBOro BbIHYXAEHHOIO OTPeYeHus, COCTOSBLLErocs Yepes Hefento, 6 anpens
1814 roga. lenapoww nokasan M3MOXLEHHOTO MMMepaTopa, y3HaBLWero o nage-
HVIW CBOE CTONNLBI M O Kpaxe BCe KamnaHuu. BOT Kak 3TOT MOMEHT onuncbiBaeT
ncropuk H.A. Tponuknii: «<B Houb ¢ 30 Ha 31 MapTa Hanoneow, 3arHas nowaaen,
npubbin B ®oHTEHBNO 1 3aech Y3Han: Mapk kanuTynuposan! 3To 3Haumno,
4TO ero bnucTatensHas, nobegoHoCHas KamnaHus 1814 roaa... npourpaHa. Ton
HOYbIO HanoneoH nepexwmn ofHO U3 CUAbHENLWNX 33 BCIO ero XM13Hb NoTpsice-
HUt» (Tpounukwmi, 2020, T. 2, ¢. 318-319).

TaknM 0Bpa3oM, y)xe B CaMOM Havane UCTopun PacKonbHUKOBa 3pui-
TeNb BUAWT 3@ MMaBHbIM repoemM NopTpeT HanoneoHa NOBEPXXEHHOTO, XOTS, KaK
Mbl 3HaeM, 1 He HaBcerga, NOCKOMbKY Yepes rof, 8 MapTe 1815 rofia, OH CHOBa

3 K.3. Pa3noroB npeanonaraeT, 4To Takoe OrPOMHOE KONMYECTBO 3KPaHN3aLMIA UMEHHO 3TOro
npowu3seaeHns [JoCToeBCKOro 06bACHAETCS TeM, YTO «Ha OHE MaCcCOBOM KyNbTypbl OHO BOC-
NPUHMMAETCS He KaK GrnocohcKoe pasmbllfieHve O NperpeweHn 1 Haka3aHum, a Kak Hop-
MasnbHas 1eTEKTUBHAS UCTOPWS C 3aMblC/IOM YOUICTBa, YOUICTBOM, €r0 PaCKPbITUEM U OTHO-
WEHNAMUN MEX/Y NPECTYMHMKOM 1 NOAULMEN, YHeM-TO HaNnOMUHas COBPEMEHHbIE MONyspHbIe
[eTeKTuBbl <...>» (Pasznoros, 2021, c. 124).
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BEPHYNCs K BnacTn Bo ®paHumn Ha nepuog T.H. CTa aHen. Mpo cBoto npeano-
C/IeHIO BOEHHYIO KaMnaHunio 1814 roga cam HanoneoH rosopui: «A Hawen
CBOW Canoru UTanbsHCKom kamnanum» (Tapne, 1957-1962, 7. 7, ¢. 319), nmes
B BMAY CBOW MOMHMEHOCHble nobefbl 1796 roaa, oaepxaHHble B YCNOBMAX NOMY-
HMLLEHCKOTO COCTOSIHNS BBEPEHHOMN eMy Toraa MTanbsHCKOM apMun, MHOrme
CoNAaThl B KOTOPOW He MMenn aaxe Hagnexatle obysu. O Tom, 4To 13 cebs
npeacTaBasna aTa Hacnex cobpaHHas peBOOLMOHHAs apMusi, KpaCHOPEYBO
nuwet E.B. Tapne: «<He ycnen boHanapT nprexatb, KaK eMy OHEeC/N, YTO OAUH
H6aTanboH HakaHyHe 0TKa3ancs NCMOMHUTL MPUKA3 O Mepexofe B APYroi yKkasaH-
HbIl eMy palioH, MOTOMY YTO HY Y KOTO He Bbino canor. Pa3san B MaTepnanbHOM
ObITY 3TOW 3a0POLIEHHOW 1 3abbITOW apMMM CONPOBOXKAANCA YNAAKOM ANCLIM-
nAnHbl. ConaaTtbl He TONbKO NOAO3PEeBanu, HO U BOOYMIO BUAENM NMOBaNbHOE
BOPOBCTBO, OT KOTOPOrO OHM TaK CTpaganv. boHanapTy NpeacTosno TpyaHen-
wee Aeno: He TONbKO 0feTb, 0bYThb, ANCUUMANHMPOBATL CBOE BOMCKO, HO CAe-
NaTb 3TO Ha XOfYy, Y)Ke BO BPEMS CAMOT0 MOX0Aa, B MPOMEXYTKax Mexay cpaxe-
HUuaMu» (Tapne, 1957-1962, T. 7, ¢. 45). LLTepHOepr obbirpbiBaeT 3Ty CUTYaLMS,
nokasblBas (3a HECKONbKO CEKYHT [0 MOSBNEHMS B Kagpe nopTpeTa Hanone-
OHa) PacKonbHMKOBA, KOTOPbIN 3aThIKAET AbIPY B CBOEM MPOXYANBLIEMCS 1E€BOM
HOTHHKE CKOMKAHHOW ra3eToin, B KOTOPOW onybn1MKoBaHa ero cTaTbs, Ha3BaHHas
Nopdupuem MeTpoBurydem «O NpectynaeHum». HanoMHWM, YTO UMEHHO B CBSI3U
C 3TOV CTaTbel MMs HanoneoHa Bnepsble NosBASETCS B poMaHe [1oCTOeBCKoro,
KOrfa repoi M3naraeT ee OCHOBHbIE MONOXKEHWS B PAa3roBOpe CO CliefjoBaTenem
Nopduprem, cTaBs nMnepaTopa hpaHLy30B B P BENWUKKUX 3aKOoHOAATeNei
1 yCTaHOBWTENel YenoBeYeCTBa, KOTOPbIE «BCe A0 eAMHOTO Dbl MPECTYMHUKNY,
a B BONbLWMHCTBE CBOEM 1 «OCOBEHHO CTpallHble KPOBOMPONMBLbI» ([locToeB-
CKNiA, 1972-1990, T. 6, ¢. 200).

Ecnu y [loCTOEBCKOro nms HanoneoHa Bnepsble MPOV3HOCUTCH B cepe-
AMHe poMaHa (B YeTBepTOM raBe TpeTbel YacTh), To B dhunbme LLTepHbepra
Ha HanoneoHa, Kak Ha BLOXHOBUTENS MAEN MaBHOMO repost, YKasblBaeTCs yKe BO
BTOPOW CleHe, Npu4eM KapTrHa [lenapolua AomkHa HanoMuHaTh OGHOBPEMEHHO
1 O NOPaXeHWN MMnepaTopa, 1 O TOW ero KammnaHum, B KOTOPO OH MOBTOPWI
CBOW MepBbIi yCrex, He TONbKo 06YB ¥ MPOCNABWB, HO U CYLIECTBEHHO 0bora-
TWB CBOIO apMuto. Takke 3aMeTiM, YTO BO BTOPOM TpeTu XIX BeKa M306paxeHus
HanoneoHa B ®oHTEHOM10 YacTo yKpallanu pasHble qoMa B lNeTepbypre v Mockse
(Muxaiinos, 1910, c. 629-630), TaK 4TO 3TO, MOMMMO MPOYEro, elle 1 TOYHO Nof-
MeYeHHas KynbTypHas YepTa Xu3Hu B Poccrm anoxm [JOCTOEBCKOrO.

B dunbme UTepHbepra nopTpeT HanoneoHa NosiBaseTcs 1 Ha YeTbip-
HafLUaTon MUHYTe, B CLieHe COBMECTHOMO MOCelleHns KaMopKM PacKonbHM-
KOBa ero MaTepbto, CECTPO v MeTpoM JIyxMHbIM (y pexciccepa 3Ta CLeHa Tatoke
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npeaLecTsyeT youicTBy NPOLEHTLIMLbI). 3pUTENtO NMOKa3bIBaOT MaBHOIO repos,
nexallero Ha nBaHe NpsMo Nof NOpTPETOM 1UMnepaTopa. Ho BCKope BbiSCHs-
€TCS, YTO B €10 KOMHaTe ecCTb M30bpaxeHie elle OAHOMO 3HaMeHWUTOro aesTens
HoBoro BpemMeHu — 370 BUCALWMI Ha APYrol CTeHe MOPTPET HEMELKOIO KOM-
nosuTopa /ltoaBura BaH betxoBeHa (1770-1827), BbINONHEHHbIN B 1876 roay
HeMeLKVM XyfoxHKoM Kapnom Merepom (1833-1887). B 3Toi cLieHe xeHux yHu
(cecTpbl PackonbHWKOBaA), JIWH, MOAXOANT K NOPTPeTy beTxoBeHa 1 HauyuHaeT
MVKUPOBATLCS ¢ POAVMOHOM, BCTaBLWIMM Nof NopTpeToMm HanoneoHa. 3To ele
OflHa BblJyMaHHas PEeXMCCePOM CUMBONIMYECKas AeTanb, OTCYTCTBYIOLLAS B TEK-
cTe [JOCTOEBCKOro, XOTs Mbl 3HaeM, YTO CaM nMucaTesb YPe3BblYaiHO BbICOKO
LieHWA My3blKy HeMelKoro komnosuTtopa (bopucosa, 2008) 1 aaxe conmnsmn obe
durypsl (BeTxoBeHa 1 HanoneoHa) B 06pa3e npectapenoro kHa3s K. B komumye-
CKOW noBecTn «[aAtoWKMH CoH» (1859), KOTOPLIM NPU3HAETCS, YTO «3a rPaHu-
Len c beTxoBeHOM Obifl 3HakoM» ([JocToeBckui, 1972-1990, T. 2, €. 343), a BO CHe
«HanoneoHa boHa-napTe Buaen» (JoctoeBcknia, 1972-1990, T. 2, ¢. 365). B 3TOM
ClieHe MOXeT MOoACMYAHO 0bbIrpbIBaThCS M aMbrBaneHTHoe oTHOWeHVe Pac-
KONbHWKOBA K uUrype HanoneoHa, koTopas ero OAHOBPEMEHHO NpUTSrBaeT
1 OTBpaLlaeT, kak v beTxoBeHa. CornacHo nereHe, OCHOBaHHOM Ha MeMyapHOM
csupetenscTee ®. Puca, HeMelUKMin KOMNO3KUTOP, MOHaYany Takke noAnaBwmii
nof HanoneoHOBCKOe 0basiHMe 1 Aaxe PELUVBLUMIA MOCBATUTL MEPBOMY KOHCYNY
dpaHLy3CKol pecnybankm cBoto cMM@OHMIO «boHanapT», y3HaB, YTo TOT CTan
MMMNepaTopoM, HEMeAIeHHO NepenMeHoBan ee B «[eponyeckyto CUMAOHNIO,
SK0Obl 3aMeTUB Npu 3TOM: «TaK 3HaYWT, 3TO BCErO N1LWb 3aypsaHbIA Yenosek!
Tenepb OH CTaHET NMonMpaTh Horamu BCe YenoBeyeckre npasa, byaeT caywaTtb
NNWb rON0C CBOErO YeCTON0OMS, 3ax04eT BO3BbICUTHCS Haf BCEMU MPOYUMU
1 NpeBpaTUTCs B TMpaHal» (dokoHbe, 2014, c. 98-99) (0 bonee CNOXHOM OTHO-
weHun betxoseHa K HanoneoHy cm. Tawoke: (beTxoBeH, 2011-2013, 7. 1, €. 32-34)).
[lBa nopTpeTa BHOBb NOOYEPEAHO MOKa3bIBAKTCSA KPYMHbLIM NAaHoOM nepes
CamblM COBeplUeHVeM repoemM yorICTBa, HO NOC/e TOro, Kak OH BO3BpallaeTcs,
yonB «CTapyxy» (B GrnbmMe pocToBLLMLA COBCEM HE BbIMSAUT CTaPOW), KPYMHbIM
NAaHOM A4eMOHCTPUPYETCS YXKe N1Wb OAMH NopTpeT HanoneoHa B ®oHTEHONO.
3ameTuM, Y4TO B Ka4ecTBe KOHTpacTa C KOMHaTOW PacKkoNbHUKOBA, rae BUCAT
NOPTPETHI BENIMKMX Ntofei, KBapTvpa poCTOBLMLbI yBellaHa NpaBoOCAaBHbIMK
MNKOHAMMU, 13 KOTOPbIX CaMOW 3aMETHOM ABNSETCA MKOHA XpUCTa (a B KUAMLLE
CoHv MapmenaioBoi BUCKT MKoHa boropoantbl).

B dunbme TepHbepra PackonbHMKOB NPy NepBoOit BCTpeYe C MHCMeK-
TopoM lMopdrpurem, Koraa pedb 3axoanT 06 0BCYKAEHWN TEOPUM repos O ABYX
TUNax NtoAen, HasbiBaeT B KaYecTBe NpumMepa Tex, KoMy «KpOBb MO COBECTY pas-
peLlaeTCcs», TONbKO OAHO MM — HanoneoHa (B pomaHe [JoCTOeBCKOro UM B 3TOM
KOHTEKCTe ynoMmnHatoTes Tatoke Kennep, HetoToH, /nkypr, ConoH n Maromer).
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Mopdunpuii e MPOHWYHO 3asBNSEeT, YTO, HABEPHOE, 1 MPOLEHTLMLY YOI OaMH
13 TaKOro POfa «<HEOPAVHAPHbBIX TUMOBY, YMOMSIHYTbIX B CTaTbe PaCcKONbHUKOBA,
BOT TOMIbKO BPSAA W OH NpY 3TOM siBAsieTcst HanoneoHowm. [lanee Mopdupui
NPOAOMKAET WYTUTh, 4TO BCEM ObIN0 Hbl NpoLLe, ecnmn bl HeoOpAMHaPHbIE NtoaM
MMeNn 0cobble BHeWHME NPUMETbI, 4TODbI X ObINO MPOLLE OMO3HATb — Hanpw-
Mep, noxoaunu Obl BHelWHe Ha TOro e HanoneoHa. B poMaHe nucaTens Takumx
CNOB B TOYHOCTY HET*, HO PEXKCCep 30ech 3aTparnBaeT ellje OfHY M3BECTHYIO Kak
B nuTepatype (Hanpumep, B «[ukoson aame» A.C. MNywKnHa, «<MepTBbIX Aylax»
H.B. Torons v np.), Tak 1 B UCTOPUM NPAKTUKY MOUCKa BHELLIHEro CXOACTBa Tex
NN NHbIX TepoeB v aesTenel ¢ umnepaTopom dpaHLy308 (06 3ToM cMm.: (TyMuH-
cKnit, 2002), (MopocokopcKnia, 20223, ¢. 81-82)). K ToMy e, Kak METKO OTMevaeT
JHMCa YcneHcKas, «KopeHacTblid v nbicoBaTblit [MuTep /loppe» 1 cam «bonblie
1 MO BHELWHOCTW, M MO XeCTaM HanoMyHaeT PacKobHMKOBCKOTO 1aelHoro alter
ego — HanoneoHa» (YcneHckas, 2022, . 109).

Kpome Toro, B nepByto BCTpeyy ¢ PackonbHUKOBbIM [opdupuii roBopuT,
4TO ByAb NPECTYMHNK OMNbITHEE, OH Obl OTbICKAN ThICAYY NATLCOT Pybneit, KoTopble
6bINN 3aWMTbI NPOLEHTLMLEN B MaTpac. B opurnHansHom Tekcte «pectynne-
HUS 1 HaKa3aHVis» MecTo XpaHeHus fieHer COBCeM MHOE’, MpUYeM O Hem roBo-
puT He Mopdurpuit, a PazymmxuH: «MoMunyii, aa OH U NpensaTCTBUIA-TO, MOXKET
6bITb, He NpeaBuaen! A kak geno Beaet? — bepeT aecaTn-aABaauaTnpybnessie
Belly, HabunBaeT MW KapMaH, poeTcs B babbelt yrnaake, B Tpsnbe, — a B KOMOSE,
B BEPXHEM siLMKe, B LIKATY/IKE, OfIHVX YUCTbIX JeHEr Ha NOATOPbI ThiCAYM HAWN,
Kpome 61neTos! V1 orpabuTb-ToO He yMen, TONLKO 1 CyMen, 4To youTb!» (locToes-
CKNIA, 1972-1990, 7. 6, c. 117). o BCel BUAMMOCTH, B laHHOM cniyyae LLTepHbepr
AenaeT OTChIIKY K 1pYyroMy Npoun3sefeHnto [JoCTOeBCKOro, paHHeMy pacckasy

4 Y [loctoesckoro Mopdurpuii roBOPUT O HEOBXOAMMOCTU pa3nmnyaTth ABa paspsaa, He yno-
MUHas Npv 3ToM Hanoneoxa: «bnarofapto-c. Ho BOT 4TO CKaXMTe: Yem xe Obl OTAUYUTL 3TUX
HEOObIKHOBEHHbIX-TO OT 0ObIKHOBEHHbIX? [1PU POXAEHUN, YTO Nib, 3HAKU TaKne ecTb? 9 B TOM
CMbIC/IE, 4TO TYT HaAo Bbl NOBOIEE TOYHOCTH, TaK CKa3aTb, HOEe HAPYKHOW ONpPeaeNeHHOCTI:
M3BUHUTE BO MHE eCTECTBEHHOE HECMOKONCTBO NPaKTUYECKOro 1 bnaroHaMepeHHoro Yeose-
Ka, HO HeMb3s 1 TYT OAEXMY, Hanpumep, 0CobyI0 3aBECTU, HOCUTb YTO-HWUBY/b, KNEMbI Tam,
4TO MU, Kakme?.. [ToTOMy, COrnacuTeCk, eCvi NPOU30MAET NyTaHWLa 1 OfVH U3 OHOrO paspsaa
BOOOPA3NT, YTO OH NPUHAANEXUT K APYrOMY Paspsiay, U HAYHET “yCTPaHSATb BCe NpensTcTams’,
KaK Bbl BECbMa CHACT/IMBO BbIPA3nNUCh, Tak Bedb TYT...» ([ocToeBckniz, 1972-1990, T. 6, c. 201).
> MOXHO 661710 bl MPEANONOKNT, YTO BUHOBHUKOM 3aMeHbI LWKATY/IKM Ha MaTpac siBseTcs
OfIMH 13 TOrAaLHMX NepeBoaYnKOB «[1pecTynaeHns 1 Haka3aHus» Ha aHIIMACKMIA S3bIK, HO,
K npumepy, nepesof KoHcTaHc MapHeTT (Bnepsbie BoilweAwvii 8 1914 rofy v C TeX NOp MHO-
ro pa3 nepen3naBaBLINIACS) B 3TOM MECTe OTHOCUTENbHO TodeH: «Suppose him to have been
inexperienced, and it’s clear that it was only a chance that saved him — and chance may do
anything. Why, he did not foresee obstacles, perhaps! And how did he set to work? He took jewels
worth ten or twenty roubles, stuffing his pockets with them, ransacked the old woman’s trunks,
her rags — and they found fifteen hundred roubles, besides notes, in a box in the top drawer of
the chest! He did not know how to rob; he could only murder» (Dostoevsky, 1914, p.139).
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«focnoavH MNpoxapurH» (1846), repoi KOTOPOro KOMWA AeHbM 1 B TIOMsIKe, U Npu
3TOM ero cpaBHUBaM ¢ HanoneoHoM (0 HanoNeoHOBCKOM MIdE B 3TOM pacckaze
cMm.: (Mogocokopckuii, 2025, ¢. 286-297)).

3meHeHo y LLTepHbepra 1 opyane youiicTea: PacKonbHMKOB yonBaeT
POCTOBLYMLLY HE TOMOPOM, KaK B pOMaHe, a Ko4eproit. B Lienom psae nutepatyp-
HbIX TEKCTOB O HanoneoHe XIX Beka hurypunpyeT Kodepra, Ho 00bl4HO KOYeprow,
KaK pa3 HaobopoT, MbITaNUCh 3aWUTHUTLCS OT MMMNepaTopa MpaHLy30B U1 ero
BOMHCTBA. Hanpumep, B nctopnyeckoM pomaHe M.H. 3arockuHa «Pocnasnes,
nnn Pycckume B 1812 roay» (1831) 3apelKoi 3aMeqaeT OTHOCMTENbHO HAPOAHOTO
OMNOMYeHMS, 4TO B HeM OyayT «neTyyue OTpsiAbl U3 KPecTbsHCKIMX 6ab, ¢ yxBaTaMu
1 KoYepramm» (3arockumH, 1987, 7. 1, ¢. 450). 306eCh e KOYepron «<BoOPYXaeTCs»
HOBOSIBIEHHbIN «HanoneoH», 1 3To, KaK 1 B C/ly4ae ¢ MaTpacoM, HabWTbIM AeHb-
ramu, OTHOCUTCS K MHOTOYUCAEHHbBIM ClyYasiM, KOTOPble MOXHO Ha3BaTb CBOErO
pofa «nepesepTbilaMm» MPUBLIYHBIX CHOKETOBC.

B TpeTbto BCTpeyy ¢ PaCKONbHMKOBbIM, COCTOSBLUYIOCS B KaMOPKe Nocnes-
Hero, MHCNeKTop nonuummn Mopdunpuii cxoay 3asBaseT, YTO OXKMAAN YBUAETb
B €ro Xunuule NnopTpeT HanoneoHa, Ho, TYT e yBUAEB W ApYroi nopTpeT (beT-
XOBEeHa), 3aMeYaeT, YTO OHM 0OPa3ytoT CTPaHHYo Napy, Nocne Yero BCNOMUHaEeT
006 y)xe NprBeAeHHON Hamu NlereHie € M3HayvanbHbIM NOCBSLIEHNEM «feponyec-
Kol cumdboHUM» BoHanapTy 1 ¢ NocneayounMM ee nepermMmeHoBaHvem. CKaszas
370, Mopdupuii NpsiMoO 0bPaLIaeTCs K XO35MHY KaMOPKK, FOBOPS, YTO eMy UHTe-
PEeCHO — OUWLYTUT NN U TOT KOorAa-HMbYab NogobHoe paszoyapoBaHme B Hamno-
neoHe?

Bo Bpems 4eTBepTOM BCTpeun PackonbHMKoBa ¢ [MopduprieM B kabuHete
nocnefHero (B pomaxe [JoCTOeBCKOro, B OTANYME OT BUAbMA, MEXAY HUMMW Npo-
MNCXOAMUT BCEro TPU pa3roBoOpa) NoYemy-TO KPYMHbIM MAaHOM Noka3aH nopTpeT
Buktopa Immaryuna |, kopons CapanMHCKOro KoponescTBa 1 repuora CaBoi-
cKkoro B 1802-1821 rofjax, MaTepmnKoBas 4acTb CTPAHbI KOTOPOro npu Hanoneoxe |
6bina okkynuposaHa dpaHumelt. MNpu NaTol beceae NPeCTyNHUKa U MHCNEKTopa
nocneaHnii CHoBa NoMmMHaeT HanoneoHa, roBops, Y10 PaCKONbHMKOB He 0bna-
[aeT TaKoW CUIONM BOMM 1 PaBHOAYLIMEM K MPOSBAEHHON HECNPaBEAIMBOCTH
MO OTHOLWEH WO K APYTUM IIOAAM.

© K yncny Taknx CIOKETHbIX «nepeBepTbileli» OTHOCUTCA 1 CLieHa B paMKax BTOpPOW becefbi
PackonbHuKoBa C lNopdupurem, korga PackonbHUKOB FOBOPUT, YTO MpULLIEN 3asBUTb O CBO-
MX Yacax, 3aN0eHHbIX NpoUeHTuMLe, a Mopdvpuii aenaet yamBneHHbI BUA, 3aMedas, YTo
TOT — MepBbIiA, KTO A0OPOBOMBHO NpHLEeN COObLMTH O CBOEM 3aKnaze, v CpaBHUBAET ero C OT-
BaXXHbIM HanoneoHoM. B pomaHe Bce poBHO Ha0b0POT: «A MOYTM BCE 3aKNafuvKN Tenepb YK
MN3BECTHbI, TAK YTO Bbl TONIbKO OfIHM ¥ HE N3BOMN/IM NOXKAN0BaThb, — OTBETUN [opdUpUii C HyThb
NPUMETHbBIM OTTEHKOM HAaCMeWwnBoCTU» ([locToeBckmi, 1972-1990, T. 6, C. 194).
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«MPECTYMNEHUE U HAKA3AHME> (1956) XK. JIAMMNEHA

B dunbme «pecTynneHre n HakasaHue» hpaHUy3CKOro pexumnccepa
Xopxa /lamneHa, poavBuwerocs 1 Belpocwero 8 CaHkT-MeTepbypre’, obpa3
HanoneoHa BnepBble NoABAAETCS Ha 42-11 MUHYTe, B CleHe, koraa PeHe bBpto-
Henb (PpaHLy3cknin BapraHT PoamnoHa PackonbHVKOBa B UCNoNHeHWN Pobepa
OccelHa) NpockinaeTcs B CBOE KOMHaTe Moc/e COBEPLIEHHONO HakaHyHe youii-
CTBa POCTOBLIMLbBI U CMOTPUT Ha cebs B BONbLION OCKONOK 3epKana, psaaom
C KOTOPbIM CTOUT CTaTyaTKa ¢ boHanapToMm, CUAALLMM Ha B3AbIONEHHOM KOHE.
3nech, B oTAnyme oT hunbma LLTepHbepra, noHavany nokasaH HanoneoH-Tpuym-
aTop, HanoMuHatoWMii 0 kapTuHe Xaka-/lyu [laBnaa «<boHanapT Ha nepesane
CeH-bepHap» (1801), HanWCaHHO XYAOXHVKOM B MPOCAaBAEHKEe reponyecKoro
nepexofa Pe3epBHoI apMuy paHLy308B NOA NPeaBoaNTENbCTBOM HanoneoHa
yepe3 Anbrbl BO Bpems BTopoi ntanbsaHckon kamnaHumn 1800 rofa. B pomaHe
[oCTOEBCKOrO PaCcKONbHMKOB, B 41C/1e MPOYero, yNOMUHAET 3TOT 3MM304 Hano-
NeoHOBCKOW buorpadun, koraa roBoput CoHe:

LWTyKka B TOM: 9 3aaan cebe oMH pa3 TaKoM BOMPOC: 4TO ecnn Hbl, Hanpu-
Mep, Ha MOeM MecTe ciyyuncs HamoneoH n He 6bi10 Obly Hero, 4Tobsl
Kapbepy HavaTb, Hu TynoHa, H1 ErvnTa, HA nepexopa Yepe3s MoH61aH®,
a bbina Obl BMECTO BCEX 3TUX KPACKBbIX M MOHYMEHTA/IbHbIX Bellel npo-
CTO-3aMNPOCTO OfiHa KaKas-HMOYAb CMELLIHas CTapyLIOHKa, 1erncTpaToplia,
KOTOpyto elle BA0HaBOK Hafo youTk, 4TOD 13 CYHYKa Y Hel AeHbr 1 CTa-
WWTb (N5 Kapbepbl-TO, MOHMUMAELLIL?), HY, TaK Pewmnncs nv 6bl OH Ha 3TO,
ecnu Bl APYroro Beixofa He 661107 He NoKopobuacsa nn Bbl OTTOrO, 4TO 3TO
VXK CIMWIKOM HE MOHYMEHTA/bHO U. .. U FpeliHo? Hy, Tak s Tebe roBopto, YTo
Ha 3TOM «BOMPOCE» 5 MPOMYYMCS YIKACHO AOT0, TaK YTO Y)KaCHO CThIAHO
MHe CTano, Korfa s HakoHel, Joraaancs (BAPYr Kak-To), 4TO He TOMbKO
€ro He MOKOPOHWNO Bbl, HO A@Xe 1 B rON0OBY Obl €My He MPULLIAO, 4TO 3TO
He MOHYMEHTANbHO... 1 flaXke He MOHs Obl OH COBCEM: Yero TYT KOPO-
6UTbCA? My ecnv bl TONBKO He BbINo emy APYror A0POri, TO 3adyLLn Obl
TaK, YTO M MUKHYTb Obl He aan, 6e3 BCKOM 3aayMunBocTul., Hy ... Boilwen
13 3a0yMYUBOCTH. .. 3aAyWWN. .. N0 NpUMepPy aBTopuTeTa. .. /1 3TO TOUb-B-
TOYb Tak v 6bino! (JocToeBckuii 1972-1990, 7. 6, €. 319).

Kak B1aMM, /laMneH 0T4acT1 pa3BMBAET Te M3MEHEHMS AeTanell CloxeTa,
KOTOpble paHee Obinv UCnonb3oBaHsl B uibMe LLTepHbepra. Hanpumep, y Hero

" [lo Bbinycka hrnbma no pomaty «fpectynneHue 1 HakasaHve» /laMmneH ycnen chirpaTb cTap-
wero 6pata HanoneoHa B dunbme Abens laHca «Hanoneor» (Napoléon, 1927) v BbinycTUTb
COBCTBEHHYIO 3KpaHM3aumio pomara [loctoesckoro «/amoT» (Lldiot, 1946).

8 B NpuBOAMMBIX LUMTaTax BblaeneHve 0bbl4HbIM KypCUBOM NMPUHAANEXNUT aBTOPY UMTAThI, Bbi-
AeneHve NonyKMpHbIM — aBTOPY HACTOSILLeN CTaTby.
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TaKXKe roOBOPUTCS O TOM, 4TO Honblias 4acTb AeHEr CTapyxy («AecsiTb MUANNO-
HOB») bblNa CNpsiTaHa NoA MaTPacoM, XOTS B OPUTMHANbHOM TEKCTE pOMaHa 3TO
He Tak. A Ha 55-11 MUHYTe, Korfa koMmuccap Fanne (BapvaHT cnegosaTens lop-
dbupus MeTposuya) B ncnonHeHun Xaxa fabeHa (ABymMs rofamm paHee aktep
MCNOAHNUA PONb Maplana /laHHa B kapTuHe «<Hanoneox» (Napoléon, 1954) Cawéa
MUTPW) NPUXOAMT N8 OCMOTPa B KOMHATY CTyAeHTa bproHens, 3pnTento nokassl-
BaIOT TaKKe U BUCALLMIA Ha CTEHe MOPTPeT HanoneoHa B 3eHKTe ero MoryulecTsa’.
3TOT NOPTPET ABASETCS KoMvel rpaslopbl Pobepa Nledespa «HanoneoH Benu-
KW, umnepaTtop dhpaHLly30B v Koponb VITannu», co3naHHoN NpUMEpHO B Nepuop
1805-1808 rooB. OCTaHOBUBLUMIACS Nepes NOPTPETOM [anne nateTnyecky 3ame-
4aeT, 4To CeroaHs, Koraa B aBope CNopT, KUHO M anbNUHUCTbI, PEAKUIA MONOAON
Yyenosek yaenseT BH1UMaHune HanoneoHy 1 BocxviaeTcs M. 3TO NoAYepKrBaeT
60MbLYI0 NCTOPUYECKYIO ANCTAHLMIO (B €BSHOCTO NET), MPONEratoLLyto Mexay
dbunsmoM SlamMneHa U pomaHoM [JocToeBcKoro, Mbo B nocneaHem Mopdupnii
[1eTpoBMY roBOPUT PacKONbHVKOBY MPAMO NPOTUBOMONOXKHOE: «Hy, MONHOTE,
KTO X Y Hac Ha Pycu cebs HanoneoHoM Teneps He cunTaeT?» (JlocToeBcknin 1972-
1990, 7. 6, ¢. 204). Fanne TakKe 3a9BAsSET, 4TO HanoneoH npe3npan Yyxxyt Xn3Hb,
1 YTO Ha ero COBECTY OKOMO NATU MUANMOHOB YOUIACTB, U cripallviBaeT bpoHens:
He HaxoaMT NV TOT, 4TO 3TO MHOTO NS OAHOrO YenoBeka? M He yaMBASET N1 ero,
4TO MPOCTbLIM MPECTYNAEHWEM 3aHUMAETCA NONULWS, a LIeNoW cepuen Taryan-
WX NPECTYNAeHW — uctopus? 3atem Fanne NpoxoanT No KOMHaTe MUMO TOTO
CaMoro OCKOfKa 3epKana, 1 3puTenb BUAUT, YTO NOKa3aHHas B OAHOW 13 npe-
AbIAYLWMX CLeH cTaTyaTka boHanapTa-TpuymdaTopa Tam yxe 6onblie He cTounT!
BHe3anHoe ncYe3HOoBEeHMe CTaTy3TKM Kak OyaATO SBASETCS CBOEro pofia OTBETOM
Ha peyb Komuccapa.

B cBOe nocnegHee nocelyeHre KoMHaTel bptoHens anne BHOBb BCMOMU-
HaeT 0 3HaMEeHWUTOM MMeHW, FoBOpPS, 4YTO BbproHenb CTan arpeccrBeH, Kak ero
KyMunp B 61TBe Npu PrBonn'®, xoTs 06bl4HO HanoMuHaeT emy HanoneoHa npu
BaTepnoo. B pomaHe [0CTOEBCKOro PaCKONbHNKOB AEMCTBUTENBHO BCMOMUHAET
0 nocnefHeM NPOUrpaHHOM CpaxeHun MnepaTopa dhpaHLy30B 1 BoobLUe 4acTo
[enaeT akUeHT Ha ero Heypayax:

«HeT, Te ntoan He TaK cAenaHbl; HACTOSLMI BNACTENNH, KOMY BCe pas-

pelaeTcs, rpoMuT TynoH, Aenaet pesHto B Mapuke, 3abbiBaeT apMuio
B ErvnTe, TpaTWUT NOAMUNNNOHA MtOfel B MOCKOBCKOM MOXOAE M OTAENbI-

2 O nopTpeTe HamoneoHa KaKk «CKUMBOME ycriexa B [OCTWXEHUW Lenv» B 3TOM (unbme
(Ho He o cTaTyaTKe!) nuweT v J1.M. CapackunHa, He KOHKPeTU3MpYs, BNPOYEM, KaKo MMEHHO
NOPTPET BUCUT B KOMHATE reposi, XOTs 3TO MMeeT BaxkHoe 3HaveHve (CapackuHa, 2022, ¢. 203).
1 BuTBa Npw PruBONM — 0aHO 13 BnecTslle BbIMIPaHHbIX reHepanomM BoHanapToM cpaxeHuii
B nepuof epBoi UTanbsHCKOW KamMnaHuu 1796-1797 rofos, cTaBllee CUMBOIOM Haroseo-
HOBCKOI CnaBbl, OHa npou3olwna 14-15 sHBaps 1797 roga.
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BaeTcs kanambypom B BusibHe; 1 emy xe, N0 CMepTH, CTaBsAT KyMUPb, —
a CTano 6bITh, 1 BCe pa3pellaeTcs. HeT, Ha 3Takmnx Noasx, BUAHO, He Teno,
a bpoH3al»

OpnHa BHe3anHas MOCTOPOHHAA MbIC/Tb BAPYT MOYTK pacCMellia ero:

«HanoneoH, nupamufbl, BaTepnoo — v Tolas rageHbKaa perucrparopua,
CTapyWOHKa, MPOLEHTLWMLA, C KPAaCHOI YKIaAKOK MO KPOBATbIO, — HY
KaKOBO 3TO NepeBapnTb xoTb Hbl Mopduputo MeTpoBuryy!.. [ae » 1M nepe-
BapWTbl.. ICTETUKa NOMELLAET: NONe3eT n, feCKkaTb, HanoneoH noa Kpo-
BaTb K “CTapywoHke”! 3, apsHbl..» (JocToeBckumi 1972-1990, T. 6, €. 211).

Fanne xe, 06BUHUB bptoHens B coBeplEHHOM YOMINCTBE, 3aMeyvaeT:
«PuBonu, Ayctepnnu, Barpam, Ho Bce 3aKoHYM0Ch CBATOW EneHol...» (32-9
MUHYTa BTOPOro Yaca). Ha 3ToT pa3 oH nepeuncnsieT Te sexvi buorpadun Hano-
NeoHa, KOTopble B POMaHe He YNOMUHaIOTCs, Kak bbl Npeanaras CBow ansrepHa-
TUBHbI BapVaHT BOCXOXKAEHWS 1 HU3BEPIKEHMS BEIMKOIO Ye0BeKa, NepeKknm-
KatoLMINCs C paCKONbHUKOBCKMM, HO HE TOXKAECTBEHHbIV emy.

«MPECTYMNEHUE U HAKASAHME> (1998) XK. CAPAXKEHTA

AmepurkaHckmin dunbm roseda CapmreHTa «[1pecTynnexue v Hakasa-
HVe» HaYVHaeTCs C NCeBAOMCTOPMYECKON CLIEHbI MOKYLWEHNS Ha nMnepaTopa
Bcepoccuiickoro AnexcaHzapa Il 1 cTyaeHvecKko aeMoHCTpaumm 1856 roga ¢ yya-
ctuem Poan (Rodya) PackonbHukoBa (B pomaHe [loCTOEBCKOro BpeMst OCHOBHOIO
[eNCTBUS OTHeCeHO K 1865 roay (Tvxomupos, 2024, ¢. 55-56), a nepBoe NoKy-
weHKne Ha AnekcaHfpa Il cocTosinock B 1866 rofy). Ha gonpoce 3agepaHHbiii
B YMCNE APYIMX YHACTHUKOB YIMYHOIO BO3MYLLEHNS PacKONbHUKOB (ero nrpaet
MaTpuk [lemncn) HaumMHaeT 3K3aasTMPOBAHHO BbICKA3biBaTh CBOW MONUTUYE-
CKV€e B3MNA4bI Y MPU3HAETCH, YTO He BEPUT B aHAPXMIO 1 BNACTb TOMMbI, @ BEPUT
B TO, YTO €CTb IOAN, KOTOPbIE POXAEHbI 415 BEIVIKWX e, TaKMe Kak HanoneoH,
Llesapb nnn Myxammeat. Ha BONpoc AonpaLnBatoLero YvHa, He CYUTAET U 1 OH
cebsi HanoneoHOM UK aHTUXPUCTOM, repoii FOpAO OTBEYAET, YTO ero cyabba —
nomoratb 6efHbIM ¥ CTpaxayLwmm. Ha 30-i MyHyTe PackonbHUKOB MPUXOANT

' B pomaHe [JocToeBCKOro vmMs Lle3aps npsmMo HUrLe He yNoMM1HaeTCs, XOTs OCHOBHOE fiei-
CTBME NPOMN3BefeHNs MPOUCXOAWT B Utofe (Mecsle, nocssieHHoM Fonwuio Liesapto), a KHUroi,
M0 NMOBOAY KOTOPOI PacKONbHMKOB MULIET CBOIO CTaTbIO O ABYX Pa3psifax Nofel, No MHEHNIO
psfa uccnegosatenei, sensetcs «Vctopus HOnus Liesaps» Hanoneona Il (Tuxomupos, 2024,
€. 289-290).
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B NMONMLENCKYIO KOHTOPY N0 NOBECTKE O HeyraTe [0/ra 3a KOMHaTy, Vi TaM ero
BUAWT U y3HaeT Mopdupuii (ero urpaet ben KuHrcnm), 3anoMHUBLLINI SPKOro
CTyAeHTa No oNpocy B CBA3M C NOKylIeHvieM Ha Laps. CnegoBatens NpoTaryi-
BaeT PacKONbHUKOBY PYKy 1 Ha3bIBAET €ro CTYAeHTOM (XOTS TOT Obl/1 UCKMOYEH
13 YHMBEPCKTETa NOC/e NepBOro I0NPOCa), aHAPXMCTOM (MPUTOM, YTO CaM repol
He cumnTaeT cebs CTOPOHHUKOM 1fei aHapxmn3ma) U HOBbIM HanoneoHoM. Buaumo,
nof BnevatseHrnem ot 3Toro Pojist BCKOpe BUAMT KOLIMap: eMy MepeLmTcs, 4To
BCe, BKOYAs UbLOB fIoMa v [Topdurpus, CMETCs Haf HUM, CHUTCS 3apybreH-
Hasl TONOPOM CTapyxa, 1 B 3TOM HaBaX/eHWM HeKne NoavLeickme CnpawmnsaoT
ero B n06: «370 Bbl ee younu? Kak HanoneoH?!» B pomaHe [J0CTOEBCKOro repoi
BUAVT HEMANO CHOB, HO HY B OIHOM 13 HUX HanoneoH He ynoMuHaeTcs, Tak 4To
3TO MOXHO CYECTb OPUTMHANBHbBIM XY[AOXECTBEHHbIM pelleHnem co3aaTenel
KapTUHbI.

ByaTo B HacMelKy Hafj CBOMMY npeawecTBeHHKamn (LLTepHbeprom
n NamneHom) CapmxeHT «yKpalaeT» CTeHY KOMHaTbl CBOero PacKonbHMKOBA
He nopTpeToM HanoneoHa, a aduLIKoW BbICTYNNEHWS NONYAsSPHOW B Havane
XX BeKa MCNOMHUTENbHULbI PYCCKUX U «UbIFAHCKMX» POMaHCOB AHacTacum Banb-
LeBowi (1871-1913), poavBLIEICS CNYCTS HECKONBKO NET MOC/e BbIXOAa POMaHa
[loCTOEBCKOro. ITOT OYEBUAHbBIN BPEMEHHOWN CABUI MOXET 0ObACHATLCS Kak
0bUen KNTYEBOCTLIO KapTUHbI (OTMETUM, YTO B Havane dunbmMa, K npumepy,
aexopaunu, nsobpaxatoulve YecneHcknin cobop B MockBe, BblAakTCS 3pUTeNto
3a xpaMm lNeTepbypra, a B KOHUe — NoKka3aHHas katopra 1860-x ronos B Cnbupwu
6onblie HaNOMUHAET CTannHCKMA TY/IAT), Tak U CTpemMaeHneM Noa4yepKHyTb
00LLYt0 CLOPPeanCcTUYHOCTb 1 BHEBPEMEHHOE COAEPKaHVIE MPOUCXOASLLETO.

V3naras Mopdupwio cyTb cBOEN Teopmm (50-5 MUHYTa) O NpaBe Ha NpecTyn-
neHue, PacKoNbHMKOB MOSICHSAET, YTO €CTb BEMKME N0, Haf KOTOPbIMM 3aKOH
He BNaCTeH W KOTOPbIM MPUXOAMTCS MPeCcTynaTh 3aKoH B 6AaropoAHbIxX Lensx,
1 YTO TaKoBbIM Hbin HanoneoH. Mo ero npoTMBOPEYMBbLIM 1 COMBYMBLIM CIOBaM,
C OAHOWN CTOPOHbI, 6e3 Takmx ntogeit HosbIl Mepycanum ByaeT He NOCTPOUTS,
a C pyro, UCKNYNTENbHbBIN YENOBEK, MO €r0 MHEHWIO, U He HY)XaeTcs B crace-
HVW. ECvi He cYnTaThb 3TO NPOCTO NPefebHO CKOMKaHHbBIM 1 UCKaXKEHHbIM Ana-
NOroM Mexay Hum 1 Mopdrpurem, To 3aeck akTyannsmpyetcs Mud o HanoneoHe
Kak Cnacutene 1 Npopoke, B KOTOPOM HEKOTOPbIE HALMOHaNbHbIE Y PENUTNO03-
Hble rpynnbl XIX Beka BMAenn HOBOro Meccuto (noapobHee 06 aTom cm.: (Mogo-
COKOPCKMI, 20226, c. 114-130)).

B cueHe npusHaHus CoHe B cofesiHHOM YOuniicTBe PackonbHUKOB BHOBb
BCMOMMHAaeT 0 HanoneoHe (12-1 MyHyTa BTOPOro Yaca), roBopsi, 4To youn cta-
pyXy He 13-3a fleHer, a MOTOMY YTO XOTEN M3MEHUTb MUP, CAeNaThb ero nyyue,
136aBVB OT 3/1a, U 4TO BEMKME NIOAM, KaK HanoneoH, CoBepLatoT rpexu, 4Tobbl
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OYNCTUTb MUP. 10 ero NpU3HaH, OH XOTeN HbITb MOXOXKUM Ha HanoneoHa,
cTaTb HanoneoHoM, HO 13-3a Npuweslwel He BOBpeMs J1M3aBeTbl BCe MOWO
He TaK. A B cnepytollyto BcTpedy ¢ CoHel Poas 3aaBnseT (28-9 MUHyTa BTOPOro
Yaca), 4To roToB NPU3HATHCA B YOUICTBE U MOHECTUN HaKa3aHue He MOTOMY, YTO
pacKanBaeTcs, a MOTOMY YTO OH He TOT YeNoBeK, 3a Koro cebs BbigaeT (To ecTb
He HanoneoH), 1 4To AneHa ViBaHOBHa — ero NpecTynneHue, a ee cectpa /l13a-
BETa — €ro rpex.

«MPECTYMNEHWUE U HAKA3AHME» (2024) B.B. MUP30OEBA

HoBenwuii poccnminckuii cepmnan B.B. Mup3oesa «[pecTynneHne n Haka-
3aHKe», AeNCTBNe KOTOPOTo, Kak 1 B dunbMe /lamMneHa, nepeHeceHo B CoBpe-
MEHHOCTb, MOYTU Ha4YMHaeTcs C ynoMuHaHus HanoneoHa. Bo BTopoit cleHe
nepBoii cepunn, KOTopas pa3BopavMBaeTCs B CynepMapKeTe, HekTo (TeHb 1unu
4epT*?) coBeTyeT PacKoNbHUKOBY (ero urpaet ViBaH AHKOBCKMIA), KaK He3aMeTHO
OT OXPaHbl BbINWTL KeDUP, He 3an1aTuB 3a HEero, 1 NOC/e 3TOrO Ha3vaaTeNbHO
3asaBnseT: «<HanoneoH 1 MaromeT B oiHOM nuLe! A 4To pa3paBneH 6eaHOCTbLO,
Kedup KpaaeT, Tak 3TO MONPaBUMO» (5-1 MUHYTa NepBoi cepum). «5 HanoneoHoM
cebs He cumTato», — oTBeYaeT PacKoNbHUKOB. «/la NagHo, KTO X Yy Hac Ha Pycu
cebsi HanoneoHoM He cynTaeT», — NapupyeT 4epT. 30ecb B yCEYeHHOM BUMae
BOCMPOM3BOANTCA OOMEH pennnkamm Mexay PacKonbHUKOBBIM W criefoBaTenem
Mopdrpnem lNeTposryem B pomaHe [JoCTOeBCKOro:

— [No3BoNbTE BaM 3aMeTUTb, — OTBEYA OH CyX0, — YTO MaromMeToM 1ib

HanoneoHoM s cebs He cYnTar. .. HU KeM Dbl TO HU OblNI0 U3 NOA0OHbIX

AWML, CNeACTBEHHO, 1 He MOTY, He ObIB MU, AaTb BaM YAOBNETBOPUTENBHOIO

0OBSACHEH NS O TOM, KaK Obl 5 NOCTyNuA.

2B TuTpax ponb bopurca XBOWHSHCKOro 0bo3Ha4yeHa Kak TeHb, HO PACKOMbHVKOB roBOPUT
0 HEM MOYTUM TeMU Xe cosamu, 4To VBaH Kapamasos o sBMBLWeEMCS eMy YepTe B poMaHe «bpa-
Tbst KapamasoBbi»: «Tbl — NOXb, Thl — MOS 60/1€3Hb, Tbl — COH, Thl — MPK3pPaK, Tbl — ranouym-
Hauws» (6-5 MUHYTa nepBoWi cepun). Cp.: «<HW 0fHOM MUHYTBI HE MPUHKMMatD Tebs 3a peanbHyo
npasgay, — Kak-TO SPOCTHO Aaxe BCKpuyan MBaH. — Tbl 10Xb, Tbl 60N€3Hb MOS, Tbl MPU3PaK.
51 TONbKO He 3Hato, YeM Tebs CTPeOUTb, 1 BIDKY, HTO HEKOTOPOe BpeMst HafobHO NPOCTpagaTh.
Tbl MOS rantouMHaLUys. Tel BOMMOLLEHNE MeHS CaMoro, TONbKO OfHOW, BMPOYeM, MOel CTOPO-
Hbl... MOVIX MbIC/IEI 1 YYBCTB, TONBKO CaMblX ragKux v rynbix. C 3TOW CTOPOHbI Tbl MOT 6bl BbITH
Aaxe MHe NtoboMNbITeH, eCv bl TONBKO MHe BbI10 Bpems € TOOO BO3UTbLCS...» ([loCTOEBCKMIA,
1972-1990, T. 15, . 72). [1o3Hee PacKONbHMKOB 1 MPSMO Ha3biBaeT TeHb «4epToM» (6-5 MUHYyTa
nepBoii cepum).
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— Hy, nonHoTe, KTO X y Hac Ha Pycu cebs HanoneoHoM Tenepb He cuu-
TaeT? — C CTPaLHo0 haMnAbApHOCTUIO Npon3Hec BApyr Mopdupnii. Jaxe
B MHTOHALMW ero ronoca 6610 Ha 3TOT Pa3 HEYTO YK OCODEHHO ScHOe
(docToesckuin, 1972-1990, T. 6, . 204).

ICTOpUKO-KyNbTYpHOE CpalleHve «HanoneoH — MaromeT», KOTOpoe BOC-
Npoun3BoOAMTCA B cepurane Mrp3oeBa Bcref 3a poMaHoM [l0CTOEBCKOro, OTHIOAb
He ABNSETCS OPUTMHANbHbIM N3MbllWAEHEeM PacKoNbHMKOBA, HO MPOHM3bIBaET
MHOTVEe Tpyabl NepBoii NonoBnHbl XIX Beka (nogpobHee 06 aToM cM.: (Moaoco-
KOpCKMiA, 20226, c. 92-114)).

3aTem 0 HanoneoHe cHoBa BCMOMUHAET YepT Ccpa3sy nocne ybuiicTea Pac-
KONbHMKOBbLIM ANeHbl IBaHOBHbI 1 /1M3aBeTsbl. PoAnoH, CTos Haa Tenamu you-
ThIX, FOBOPUT TeHU: «A 3TO He 9 — 3TO BCe Thbil» Ha 4To TeHb (4epT) oTBevaeT:
«3J, HeT, bpaT, yBo/b! 3TO BCe Thbl, Tbl, FOCNOAMH HanoneoH, KavH® 1 Maxdpen»
(6-51 MVMHYyTa TpeTben cepum). 3aecb HanoneoH NocTaBneH B OAVH psif C reposiMm
noam bapoHa, KOTopbli U caM NPKU3HaBancs, 4To, «noaobHo HanoneoHry, <...>
BCerfia 4yBCTBOBaN H0NbLIOE Npe3peHne KKeHLLMHaM <...>» (Mopya, 1986, c. 141).
Ewe .C. MepeXKkoBCKMiA 0TMeYan, 4To «<...> B MaHdpefe, v B PackonbH1KoBe
eCTb HEeYTO MMPOBOE, BEYHOE, CBS3aHHOE C OCHOBaMM YEN0BEYECKOW Npn-
pOfbl 1 BCNEACTBUE 3TOMO MOBTOPAIOLIEECS B CaMbIX Pa3nyHbIX 0O6CTaHOBKax»
(Mepexkockui, 2007, . 184). PaCKONbHUKOBCKO-6aipOHMYEeCKOe OTHOLIEHNe
K MPOCTbIM NtofsiM 06bIrpbiBaeTCS 1 B NoaMe BeHeankta Epodeea «<MockBa —
MeTywKn»: «bpock cHMTaTb, YTO Thi BbIWE APYIMX... YTO Mbl MEMIKAs COLUKA, a Thl
KavH v Mandpes...» (Epodees, 2001, ¢. 29). 3aMeTUM, YTO B HTEPBbLIO KOHCTaH-
TuHy LaBnoBCKOMY, NOCBALLEHHOM paccMaTprBaeMoMy cepuany, Bnagumup
M1P30€eB NOSICHUA: «AKTYaNIbHOrO UCTOPKUYECKOTO hOHa B HalleM cepuasne Her.
CKopee Mbl HaxoAMMCS Ha TeppUTOpUKM “BeYHOI Poccmm”»H,

Eule ogHvM o6aBNeHNEM K OPUTMHANBHOMY CIOXKETY SBASIOTCS CNOBa
Pa3ymuxmnHa, obpalleHHble K PackonbHMKOBY, YTO BO Bpems bpefa TOT NoMu-
Han HanoneoHa: «Tbl, MOXeET, BOUWbBCS CEKPET KaKol BbibonTaTh? Hy, TaK Tbl
He BONHYiCs. [po rpadurHio HUYero He roBOpuA... <...> [la wy4y-wy4y 1. A BOT
0 HanoneoHe 66110, Aa. A ellle HOCKOM CBOMM O4€Hb MHTepecoBancs» (43-s
1 44-5 MUHYTBI YeTBepTOn cepun). Cp.: «3K Bedb HanaamT! YK He 3a ceKkpeT nu
Kakon bonubea? He becnokoics: o rpadurHe H1uYero He ObIN0 CKasaHo. A BOT
0 Bynbaore KAKOM-TO, Aa O CEPEXKaX, Aa O LIeNMOoYKax KaKknx-To, Aa 0 KpecTOBCKOM

0 balpoHOBCKOM «KanHe» Kak npeuefeHTHOM TeKCTe A/s HarnoseoHOBCKOW Teopuu Pac-
KONbHWKOBa HefaBHo nucana T.A. KacaTkuHa (KacaTkuHa, 2025, ¢. 40-43).

¥ «3T0 He Urpa B NPSATKM C MOEI CTOPOHbI». Bnagnummnp Mup3oeB o cBoeM «[1pecTynneHunm 1 Ha-
KazaHuw». (2024). KommepcaHTs Weekend, (35). URL: https://www.kommersant.ru/doc/7216099
(07.06.2025).
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OCTPOBE, 12 O ABOPHMKE KaKOM-TO, Aa 0 Hukoamume domuye, aa o6 Vinbe MeTpo-
BMYeE, HaA3MpaTens NOMOLLHMKe, MHOTO ObINo roBopeHo. [la kpoMme Toro, cob-
CTBEHHbIM BalUMM HOCKOM O4€Hb AiaXke MHTEPEeCcOBaTLCS U3BOANN, OYeHb! Xano-
OUNUCh: NoaalnTe, AecKaTs, Aa 1 ToNbKo» (JocToeBckmir 1972-1990, T. 6, . 98).
O4YeBMAHO, 3[EChb PEXNCCEPOM YCHUEHa OTChINKA K «[TnkoBoi aame» A.C. Myw-
KMHa, @ KOHKPeTHO K 0b6pa3y lepMaHHa — ¢ «npodunem HanoneoHa, a ayLwon
Meductodens» (MywknH, 1950-1951, T. 6, ¢. 343). Hegapom no3aHee 1 4yepT
(TeHb) PackonbHKKOBa, Kak MeducTodens B «Paycte» W. B. TETe, npeacraet
B 06pa3ze «nca» (10-9 MUHYTa NATOM cepum).

[nanoru ctygeHTa, magawero 8 HanoneoHsbl, v NPUBA3aBLIETOCH K HEMY
4yepTa, MOryT OTCbINATb M K Npo3anyeckomy Habpocky M.C. TypreHesa «[oxoxae-
HUA noanopy4YnKa bybHoBa», HanncaHHOMY B 1842 rofly 1 BnepBbie onybanKo-
BaHHOMY B 1916 roay. B 3ToM HEBONbWOM NPOM3BEAEHNM, KAHP KOTOPOTO CaM
aBTOP OMPEAENN KaK «DOMaH», MOCBATHB €ro «HblHE HEAOYYMBLIEMYCA CTYLEHTY»
Anekceto AnekcaHapoBuYy bakyHMHY, pacCKasbiBaeTCs O BCTPeYe NOANOpYYMKa
BybHoBa, by aatoLero no ynvuam «ye3nHoro ropogka Y. ... » N PA3MbILLNALO-
lero o Tom, «476 Hbl OH CTan aenatb, ecnu Hbl OH 6bin HanoneoHom?» (TypreHes,
1978-2018, T. 1, c. 404), 1 4yepTa, KOTOPbLIN CTpemuTcs y6eanTs bybHoBa OTHO-
cUTeNbHO cebs, YTo OH — He Henas ropsvka, a UMeHHO 4YepT. B KoHLe uctopun
TYPreHeBCKOro repost COObLaeTCs, YTO «OH HUKOrAa He MOr 3abbiTb CBOETO 3Ha-
KOMCTBa C YePTOM 1 4aCTO NOroBapuBan:

— Ecnn 6 5 6610 HanoneoHoM, yHUTOXMA Obl 5 Bcex YepTeid!» (TypreHes,
1978-2018,71.1,¢. 412).

B cueHe obcyxaeHs cTaTbi PackonbHKKoBa «O NpecTynneHnm» B cepuane
Mup3oeBa napa ydeHblx Kennep 1 HbIOTOH, KOTOpas YNOMUHAETCA B pOMaHe,
OKa3bIBAETCS 3aMeHeHa Napoy JUHWTENH M HblOTOH (27-5 MUHYTa WeCTon
cepun), a 0 HanoneoHe PoaVoH roBOPUT, MNLb OTpuLas 06BMHeHMe Mopdrpus
B TOM, YTO, JleCKaTb, HAaBEPHOE, 1 OH CaM, KaK aBTOP CTaTbM, pasymMeeTcs, npu-
yncnset cebs K NoasmM HeobbIKHOBEHHbIM, MMEIOLMM MPaBO Ha NPecTynneHue.
«51 ) HanoneoHom cebs He cymTato, He Tak n?» — POBKO CnpawmnBaeT PacKoNb-
HVIKOB Y CUASLLEro psSaoM YepTa (29-5 MUHYTa WeCTon cepum), 1 TeHb, KoTopast
C CaMOoro Hayasa onpefenina ero Kak HanoneoHa, B 3T0T pa3 MHOTO3HAYUTENBHO
KVBaeT B OTBET. T0, YTO 3T C/I0BA OOMaHUVIBbI, BbISICHSETCS B XOf€ NO3AHENWEro
pa3roBopa PackonbHMKoBa ¢ COHel B MOCTeNu, Korfa Ha ee BOMpoc: 3a4eM OH
y6un Aneny VIBaHOBHY, — OH NOsiCHsieT: «XoTen HanoneoHoM ObITb, MOHUMa-
ewb?» (7-5 MUHyTa AeBsTo cepum). Mocne 3toro PoanoH 1 CoHs OKasbiBatoTCs
B MHOM MPOCTPAHCTBE, MOXOXEM Ha NOABaSbHOE NOMELLEHNE, [e HEKMUIA MACHUK
OTpe3saeT KyCKW OT [BYX MOBELWEHHbIX Ha KPIOKaX Tyl XNBOTHbBIX, 1 PacKoNbHM-
KOB NMPOAO/IKAET PasbsACHATb MOTMBALIMIO CBOErO MPeCTynneHuns: «5 3agan cebe
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BOMPOC: a 4TO, eCn Bbl Ha MOEM MecTe Cyumnncs HanoneoH, v He 6610 6bly HEero
ANs Havana Kapbepbl HY TynoHa, HK ErvnTa, a 6bina bbl TONBKO OfiHa ManeHbKas,
HUYTOXHas CMellHas CTapylWwoHKa. Pewnncs 6bl OH Ha 3T0? Ha YOUICTBO? <...>
OH fi@xe He NOoHsAN Bbl, B 4em TyT COMHeBaTbCs. OH NpUAYLIMA Obl U NUKHYTH Bbl
He fan. BoT u g CoHs, No npumMepy aBTopuTeTa — CMelHo Tebe?» (9-9 MuHyTa
AEeBATOW cepun). ITO NOUTU JOCNOBHOE, HO CUIBHO COKPaLLleHHOe BOCMPOn3-
BefeHve peninku repost B pomMaHe [JoCTOEBCKOrO, v NpuUMedaTensHo, YTo Muip-
30eB NocYnTan ee, AeCTBUTENbHO, OfJHOW 13 KIOYEBbIX, Pa3 NepeHec B ceprian.

B dbnHane ceprana PacKonbHUKOB yOMBaEeT caMoro cebs, Kak «BOLb»,
1 Taknum 06pa3om Mrp3oeB oTBEpraeT nyTb MeAIEHHOMO U MyYUTENbHOrO npe-
obpaxeHns reposi B 3TOM XMU3HK, B 3TOW CTPaHe v Ha 3To NnaHeTe, NpeacTas-
NeHHbIN [locToeBcKnM. Bnpoyewm, B cepunane nocne camoybunincTaa repost 3By4mnT
«MeceHKa cTyaeHTa» B nepeBofe /1ba MvH36ypra («Bo dpaHLy3ckoii CTOpoHe,
/ Ha uyyxoii nnanHete / MNpeactonT yunuTbes MHe / B yHUBepcuTeTE. . .»), HaMeKato-
as, 4To A5 camoybuiiLibl BO3MOXHA APYras X13Hb B MHOM M3MEPeHUY, B KOTO-
POV OH HAaKOHEL, CMOXET YEMY-TO AOYHUTHLCS.

3AKNHOYEHUE

PaccMoTpeHHble Bbille YeTbipe 3KpaHu3aLmmn pomaHa «fpecTtynnenuve
1 HaKasaHWe» No-pa3HOMY TPaHCOPMUPYIOT OPUTUHANBHBIN CloxeT [locToes-
CKOTO, ero MaeHbI 3aMbicen 1 MecTo B HEM HamoNeoHOBCKOrO M1da, OAHaKO
BCE OHYV NO-CBOEMY MepefatoT TO KONOCCanbHOEe 3Ha4YeHre, KoTopoe 0bpas
Hanoneowra nrpaeT B cyabbe Poavora PackonbHukosa. U ecnn B unbmax LWTep-
HOepra v /lamneHa aKkUeHT cfjenaH Ha CMMBONMYECKMX Bellax-AeTansx (nop-
TpeT, CTaTyaTKa), aKTyanu3nupytowmnx B NaMsaTy 3pyAMPOBaHHOMO 3puTens pas-
Hble 3TanHble CobbITMS HanoNeoHOBCKOW Brorpaduu, To B hrnbme CapaKeHTa
1 0cobeHHO B cepuane Mrp3oeBa — Ha CyLeCTBEHHOM U3MEHEHU I BCETO UCTO-
PU4ECKOTrO 1 NUTepaTypPHOro KOHTEKCTa, ropa3ao bonee cloppeanncTyeckoro
1 YCNOBHOTO.

Peann3oBaHHOE HaMK MCCea0BaHue NNLib OTKPLIBAET TEMY U3YyHeHus
HarnoneoHOBCKOro M1da B 3KpaHM3auUmMsx Npov3seaeHnii [Joctoesckoro. Npes-
NOMEHHbIV aHANWUTUYECKINIA BEKTOP MOXET BbiTh PaCliMpPeH v AONOMHEH 3a CYeT
noapO6HOr0 PAaCCMOTPEHNS APYrUX KMHOaAanTauui, HO Aaxe 3TOT MaTepuan
NO3BONSET YBUAETb, 4TO He3 0bpalleHnii K HanoneoHy pexwmccepsl 1 CLeHapu-
CTbl BPSZ M MOTYT NepeaTh BeCb MacluTab npoun3oLeLleli C repoem Tparefun.

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 138 THE ART AND SCIENCE OF TELEVISION



JINTEPATYPA

1.
2.

10.

11

12.

13.

14.
15.

BeTtxoBeH, /1. BaH. (2011-2013). llucema (2-e n3p.): B 4 T. MockBa: My3bika.

Bopucosa, /1.B., XKaTkuH, [1.H. (2008). Hemelikas My3biKanbHas Knaccuka B TBOP-
yeckoM ocMbicneHnn G.M. [loctoeBckoro. BecmHuk Pocculickoeo yHugepcumema
Opyx6el Hapodos. Cepus: /lumepamyposedeHue. XypHanucmuka, (2), 5-10.
https://www.elibrary.ru/jgpoijl

BynasuHa, M.O. (2024). «[lpecTynneHve n Haka3aHVe» B HEMOM KUHO:
M. BereHep, X. laneen, W. LUtepHbepr. Libri Magistri, (4), 72-81. https://www.
elibrary.ru/alfnwp

FyMUHCKWIA, B.M. (2002). Torons, Anekcanap | 1 HanoneoH. Haw cospemeHHuK, (3),
216-232. https://www.elibrary.ru/twzsuz

[NocToesckuin, ®.M. (1972-1990). [osHoe cobpaHue coquHeHul: B 30 T. JIeHVHrpag;
Hayka.

Epodees, B. (2001). Mocksa — Memywku. Mocksa: Barpuyc.
3arockuH, M.H. (1987). CovuHeHus: B 2 T. MoCKBa: XyfoxeCTBeHHas nutepaTypa.

KacaTkuHa, TA. (2023). «<Mbl 6y0em — nuya...» AHGAUMUKO-CUHMemMuYeckoe
ymeHue npou3ssedeHull [Jocmoesckoeo. Mockaa: M/ PAH.

KacaTkuHa, TA. (2025). O gpoxaulet TBapw B «[1pecTynneHnmn nu HakasaHum.
Jocmoesckuli u Muposas kynemypa. dunonozudeckuli ypHas, (1), 28-45. https://
doi.org/10.22455/2619-0311-2025-1-28-45, https://www.elibrary.ru/gkpsyq

Kpyrnos, P.T. (2015). VIHTepnpeTaums xyfoxecTseHHoro mupa ®.M. [locToeBcKkoro
B unbMe P. BHe «PackonbHWKoB». BecmHuk CaHkm-llemepbypackozo yHusepcu-
mema. VickyccmaosedeHue, (2), 34-44. https://www.elibrary.ru/tzucrb

Mepexkosckuin, [1.C. (2007). BedHsle cnymHuku: [Topmpemel U3 ecemupHot nume-
pamypel. CaHkT-TeTepbypr: Hayka. https://www.elibrary.ru/qtgswn

Muxaiinos, A.M. (1910). Kak Hacaxganacs dpaHuy3cKas Kynstypa B Poccuu.
Yicmopuyeckull gecmHuK. Yicmopuko-aumepamypHsit xypHan, CXXIl, 614-635.
https://runivers.ru/bookreader/book485283/#page/670/mode/1up

Muxainosa, M.B. (2019). OcobeHHocTv pelenuum TBopyecTsa ®.M. [0CTOEBCKOrO
B €BPOMeCKoM KnHemaTorpade nepBoii TpeTu XX Beka (Ha npumepe Hemel-
KOTO 1 UTaNbsHCKOTO KnHemaTorpada). S3vik u mexkcm, 6 (4), 26-33. https://doi.
org/10.17759/langt.2019060404, https://www.elibrary.ru/juthda

Mopya, A. (1986). BaiipoH. MUHCK: MonbiMs.

OTeBa, K.H. (2017). O BAansHUM pomaHa ®.M. [locToeBckoro «[pectynneHune
M HakasaHume» Ha KuHematorpad Asuu (Kutan, dununnunsl). M3secmus

Boneoepadckoeo 20cy0apcmeeHHo20 nedaeo2uqeckozo yHugepcumema, (9), 126-
130. https://www.elibrary.ru/zjtcfj

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 139 THE ART AND SCIENCE OF TELEVISION



16.

17.

18.

19.

20.

21.

22.

23.

24.
25.

26.

217.

Mopocokopckuid, H.H. (2022a). «HanoneoHoBcKuiA» MeTepbypr 1 ero oTpaxe-
Hue B poMaHe ®.M. [locToeBCKOro «[1pecTynneHve 1 HakasaHwue». Jocmoesckul
u muposas Kynemypa. dunonoeudeckull xypHan, (4), 71-135. https://doi.
0rg/10.22455/2619-0311-2022-4-71-135, https://www.elibrary.ru/zjklgz

Mopocokopcknid, H.H. (20226). Pennrno3Hblid acnekT HanoneoHoBCKOro Muda
B poMaHe «[TpecTynneHvie n Haka3aHue»: Obpas «<HanoneoHa-npopoKar» v MUCTY-
YeCcKMe CeKTbl PYCCKUX pacKoMbHUKOB-MoYvTaTeneln Hanoneora. Jocmoeackull
u muposas Kynemypa. dunonoeudeckull xypHan, (2), 89-143. https://doi.
0rg/10.22455/2619-0311-2022-2-89-143, https://www.elibrary.ru/ylygcm

Mopocokopckuit, H.H. (2023). HanoneoH-ConHue B pomane .M. [locToeBCKOro
«MpecTynneHne U HakasaHuer. Jocmoesckul U Mupo8as Kyiaemypa. duso-
nozudeckull xypHan, (2), 57-105. https://doi.org/10.22455/2619-0311-2023-2-57-
105, https://www.elibrary.ru/kuldvz

Mopocokopckumid, H.H. (2024). OT /lnkypra o HanoneoHa: Bennkne 3akoHoaa-
Tenv yenosevecTsa B pomMaHe ®.M. [10CTOEBCKOro «[1pecTynneHmne N HakasaHme.
CoyuasneHsle U 2yMaHuUmMapHeie Hayku. OmeyecmeeHHas U 3apyoexHas numepa-
mypa. Cepus 7: /lumepamyposedeHue, (2), 153-174. https://doi.org/10.31249/
[it/2024.02.11, https://www.elibrary.ru/ekeggy

Mopocokopckuid, H.H. (2025). Victopus B TBopyecTBe ®.M. locToeBcKoro: Kak
MCTOPUYECKME peannu CO3AAI0T B XYAOXKECTBEHHbIX NPON3BEeAeHNAX AONONHN-
TeNbHbI CHOXET. ABMopckue meopuu meopyecmaa. Mocksa: MJ/IN PAH, 273-391.

MywkuH, A.C. (1950-1951). lMonHoe cobpaHue coduHeHud: B 10 T. MOCKBa;
NleHnHrpag;: M3gatensctBo Akagemumm Hayk CCCP.

Paznoros, K.3. (2021). EBponeickue akpaHu3aLmm npovssegenmin ®.M. [locto-
eBCKOTO. duocopuyeckue nucema. Pyccko-esponelickuli duasnoe, 4 (2), 122-136.
https://doi.org/10.17323/2658-5413-2021-4-2-122-136, https://www.elibrary.ru/
[fmppc

CapackuHa, /1.1, (2022). «[pecTynneHune n HakasaHue» B 3apyOexHbIX KMHO-
Bepcusx: TpaHchopmaumm xpoHoTona. Jocmoesckul u Mupo8as Kyaesmypa.
dunonozudeckull xypHan, (2), 192-226. https://doi.org/10.22455/2619-0311-2022-
2-192-226, https://www.elibrary.ru/wbhuuh

Tapne, E.B. (1957-1962). CoyuHeHus: B 12 T. Mockaa: Vi3paTtenscteo AH CCCP.

Tuxomnpos, b.H. (2024). «/lasape! 2psou 8oH»: PomaH ®.M. [locmoesckozo «[Ipe-
CMynaeHue U HaKa3aHue» 8 COBPEMEHHOM NPoYMeHuUU (3-e U3f., UCnp. 1 Aom.).
CaHkT-MeTepbypr: CepebpsiHbli BEK.

Tpouukuin, H.A. (2020). HanoneoH Beaukudi: B 2 T. MockBa: [MonuTnyeckas sHUMK-
noneaus.

TypreHes, W.C. (1978-1986). [TosiHoe cobpaHue coquHeHul u nucem: B 30 T. (2-e
“3pa., ucnp. v gon.). Mockea: Hayka.

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 140 THE ART AND SCIENCE OF TELEVISION



28.

29.

30.

31.

32.

33.
34.

35.

YcneHckas, 3.M. (2022). AKTyanusaums anunora pomaHa «f1pectynneHve 1 Haka-
3aHve» B KMHeMaTorpaduyeckmx TpaHchopmaumsx. Jocmoesckul u Muposast
Kynemypa. dunonozudeckuti wypHan, (3), 101-132. https://doi.org/10.22455/2619-
0311-2022-3-101-132, https://www.elibrary.ru/faxbzm

depopoBa, E.A. (2020). Kunoagantaumn pomara ©.M. [loctoeBcKoro «[1pectyn-
NIeHVIE N HaKa3aHWe» Ha YpoKax NTepaTypbl. YdyeHble 3anucku Hogeopodckozo
2ocydapcmeeHHoeo yHusepcumema, (3), 27. https://doi.org/10.34680/2411-
7951.2020.3(28).27, https://www.elibrary.ru/eakxgb

®okoHbe, b. (2014). bemxoseH. MockBa: Monogas reapavs; lNannmMmncect.
Arslantepe, M., & Onal, E. (2024). Raskolnikov as a transformed character: Aki
Kaurisméki’s adaptation of “Crime and Punishment” (1983). Galactica Media:
Journal of Media Studies, 6 (2), 66-95. https://doi.org/10.46539/gmd.v6i2.455

Dostoevsky, F. (1914). Crime & punishment. (C. Garnett, Trans.). London: William
Heinemann.

Kern, E. (2016). Napoléon: Deux cents ans de légende. Paris: SOTECA.

Pagé, S. (2013). Le mythe napoléonien: de Las Cases a Victor Hugo. Paris: CNRS
Editions.

Romanska, M. (2023). Andrzej Waida’s adaptation of Crime and Punishment, 2023.
The Mercurian: A Theatrical Translation Review, 9 (4), 94-144.

REFERENCES

1

Arslantepe, M, & Onal, E. (2024). Raskolnikov as a transformed character: Aki
Kaurisméki’s adaptation of “Crime and Punishment” (1983). Galactica Media:
Journal of Media Studies, 6 (2), 66-95. https://doi.org/10.46539/gmd.v6i2.455

Borisova, I.V., & Zhatkin, D.N. (2008). Nemetskaya muzykal'naya klassika
v tvorcheskom osmyslenii F.M. Dostoevskogo [German classical music in
F. Dostoyevskiy’s creative perception]. RUDN Journal of Studies in Literature and
Journalism, (2), 5-10. (In Russ.) https://www.elibrary.ru/jqpoijl

Bulavina, M.0. (2024). “Prestuplenie i nakazanie” v nemom kino: P. Vegener,
Kh. Galeen, I. Shternberg [Crime and Punishment in silent films: P. Wegener,
H. Galeen, I. Sternberg]. Libri Magistri, (4), 72-81. (In Russ.) https://www.elibrary.
ru/alfnwp

Dostoevsky, F. (1914). Crime & punishment. (C. Garnett, Trans.). London: William
Heinemann.

Dostoevsky, F. M. (1972-1990). Polnoe sobranie sochineniy [Complete works].
Leningrad: Nauka. (In Russ.)

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 141 THE ART AND SCIENCE OF TELEVISION



10.

11

12.
13.

14.

15.

16.

17.

Erofeev, V. (2001). Moskva — Petushki [Moscow—Petushki]. Moscow: Vargius. (In
Russ.)

Fauconnier, B. (2014). Betkhoven [Beethoven] (E.V. Kolodochkina, Trans.). Moscow:
Molodaya gvardiya; Palimpsest. (In Russ.)

Fedorova, E.A. (2020). Kinoadaptatsii romana F.M. Dostoevskogo “Prestuplenie
i nakazanie” na urokakh literatury [Film adaptations of F.M.Dostoevskiy’s novel
“Crime and Punishment” in literature classes]. Uchenye Zapiski Novgorodskogo
Gosudarstvennogo Universiteta, (3), 27. (In Russ.) https://doi.org/10.34680/2411-
7951.2020.3(28).27, https://www.elibrary.ru/eakxgb

Guminskiy, V.M. (2002). Gogol, Aleksandr I i Napoleon [Gogol, Alexander I, and
Napoleon]. Nash Sovremennik, (3), 216-232. (In Russ.) https://www.elibrary.ru/
twzsuz

Kasatkina, T.A. (2023). “My budem—litsa...” Analitiko-sinteticheskoe chtenie
proizvedeniy Dostoevskogo [“We will be faces/persons...” An analytical-synthetic
reading of Dostoevsky’s works]. Moscow: Gorky Institute of World Literature, RAS.
(In Russ.)

Kasatkina, T.A. (2025). O drozhashchey tvari v “Prestuplenii i nakazanii” [About
the trembling creature in Crime and Punishment]. Dostoevsky and World Culture.
Philological Journal, (1), 28-45. (In Russ.) https://doi.org/10.22455/2619-0311-2025-
1-28-45, https://www.elibrary.ru/gkpsyq

Kern, E. (2016). Napoléon: Deux cents ans de légende. Paris: SOTECA.

Kruglov, R.G. (2015). Interpretatsiya khudozhestvennogo mira F.M. Dostoevskogo
v fil’me R. Vine “Raskol’nikov” [Interpretation of Dostoevsky’s artistic world in
Robert Wiene’s film Raskolnikov]. Vestnik Sankt-Peterburgskogo Universiteta,
Iskusstvovedenie, (2), 34-44. (In Russ.) https://www.elibrary.ru/tzucrb

Maurois, A. (1986). Bayron [Byron] (M. Bogoslovskaya, Trans.). Minsk: Polymya.
(In Russ.)

Merezhkovsky D.S. (2007). Vechnye sputniki: Portrety iz vsemirnoy literatury [Eternal
companions: Portraits from world literature]. Saint Petersburg: Nauka. (In Russ.)
https://www.elibrary.ru/qtgswn

Mikhailov, A.M. (1910). Kak nasazhdalas’ frantsuzskaya kul'tura v Rossii [How French
culture was implanted in Russia]. Istoricheskiy vestnik: Istoriko-literaturnyy zhurnal,
CXXII,614-635. (In Russ.) https://runivers.ru/bookreader/book485283/#page/670/
mode/lup

Mikhaylova, M.V. (2019). Osobennosti retseptsii tvorchestva F.M. Dostoevskogo
v evropeyskom kinematografe pervoy treti XX veka (na primere nemetskogo i
ital'yanskogo kinematografa) [The peculiarities of the reception of the literary
works of F.M. Dostoevsky in the European cinematography of the 1st third of the
XXth century (on the example of the German and Italian cinematography)]. Yazyk
i Tekst, 6 (4), 26-33. (In Russ.) https://doi.org/10.17759/langt.2019060404, https://
www.elibrary.ru/juthda

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 142 THE ART AND SCIENCE OF TELEVISION



18.

19.

20.

21.

22.

23.

24.

25.

26.

Oteva, K.N. (2017). O vliyanii romana F.M. Dostoevskogo “Prestuplenie i nakazanie”
na kinematograf Azii (Kitay, Filippiny) [Considering the influence of the novel
“Crime and Punishment” by F. Dostoevsky on the cinematography of Asia (China,
Philippines)]. lzvestiya Volgogradskogo Gosudarstvennogo Pedagogicheskogo
Universiteta, (9), 126-130. (In Russ.) https://www.elibrary.ru/zjtcfj

Pagé, S. (2013). Le mythe napoléonien: de Las Cases a Victor Hugo. Paris: CNRS
Editions.

Podosokorsky, N.N. (2022a). “Napoleonovskiy” Peterburg i ego otrazhenie vromane
F.M. Dostoevskogo “Prestuplenie i nakazanie” [“Napoleonic” Petersburg and its
reflection in Dostoevsky’s novel Crime and Punishment]. Dostoevsky and World
Culture. Philological Journal, (4), 71-135. (In Russ.) https://doi.org/10.22455/2619-
0311-2022-4-71-135, https://www.elibrary.ru/zjklgz

Podosokorsky, N.N. (2022b). Religioznyy aspekt napoleonovskogo mifa v romane
“Prestuplenie i nakazanie”: Obraz “Napoleona-proroka” i misticheskie sekty
russkikh raskol’nikov-pochitateley Napoleona [The religious element of the
myth of Napoleon in the novel Crime and Punishment: The image of “Napoleon-
prophet” and the mystic sects of Russian schismatics, worshippers of Napoleon].
Dostoevsky and World Culture. Philological Journal, (2), 89-143. (In Russ.) https://
doi.org/10.22455/2619-0311-2022-2-89-143, https://www.elibrary.ru/ylygcm

Podosokorsky, N.N. (2023). Napoleon-Solntse v romane F.M. Dostoevskogo
“Prestuplenie i nakazanie” [Napoleon-Sun in Dostoevsky’s novel Crime and
Punishment]. Dostoevsky and World Culture. Philological Journal, (2), 57-105. (In
Russ.) https://doi.org/10.22455/2619-0311-2023-2-57-105, https://www.elibrary.
ru/kuldvz

Podosokorsky, N.N. (2024). Ot Likurga do Napoleona: Velikie zakonodateli
chelovechestva v romane F.M. Dostoevskogo “Prestuplenie i nakazanie” [From
Lycurgus to Napoleon: The great legislators of mankind in F.M. Dostoevsky’s novel
Crime and Punishment]. Sotsial’nye i Gumanitarnye Nauki. Otechestvennaya i
Zarubezhnaya Literatura. Seriya 7: Literaturovedenie, (2), 153-174. (In Russ.) https://
doi.org/10.31249/1it/2024.02.11, https://www.elibrary.ru/ekeggy

Podosokorsky, N.N. (2025). Istoriya v tvorchestve F.M. Dostoevskogo: Kak istoricheskie
realii sozdayut v khudozhestvennykh proizvedeniyakh dopolnitel'nyy syuzhet [History
in Dostoevsky’s works: How historical realities create an additional plot in literary
works]. In TA. Kasatkina (Ed.), Avtorskie teorii tvorchestva [Authorial theories of art]
(pp. 273-391). Moscow: Gorky Institute of World Literature, RAS. (In Russ.)

Pushkin, A.S. (1950-1951). Polnoe sobranie sochineniy [Complete works]. Leningrad:
Izdatel’stvo Akademii nauk SSSR. (In Russ.)

Razlogov, K.E. (2021). Evropeyskie ekranizatsii proizvedeniy F.M. Dostoevskogo
[European screen adaptations of F.M. Dostoevsky novels]. Philosophical
Letters. Russian and European Dialogue, 4 (2), 122-136. (In Russ.) https://doi.
0rg/10.17323/2658-5413-2021-4-2-122-136, https://www.elibrary.ru/lfmppc

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 143 THE ART AND SCIENCE OF TELEVISION



217.

28.

29.
30.

3L

32.

33.

34.
35.

Romanska, M. (2023). Andrzej Waida’s adaptation of Crime and Punishment, 2023.
The Mercurian: A Theatrical Translation Review, 9 (4), 94-144.

Saraskina, L.I. (2022). “Prestuplenie i nakazanie” v zarubezhnykh kinoversiyakh:
Transformatsii khronotopa [Dostoevsky’s Crime and Punishment on foreign
screens: Transformations of the chronotope]. Dostoevsky and World Culture.
Philological Journal, (2), 192-226. (In Russ.) https://doi.org/10.22455/2619-0311-
2022-2-192-226, https://www.elibrary.ru/wbhuuh

Tarle, EV. (1957-1962). Sochineniya [Works]. Moscow: AN SSSR. (In Russ.)
Tikhomirov, B.N. (2024). “Lazar’! gryadi von”: Roman F.M. Dostoevskogo
“Prestuplenie i nakazanie” v sovremennom prochtenii [Lazarus! Come Out”:
A contemporary reading of Dostoevsky’s novel Crime and Punishment]. Saint
Petersburg: Serebryanyy vek. (In Russ.)

Troitsky, N.A. (2020). Napoleon Velikiy [Napoleon the Great]. Moscow: Politicheskaya
entsiklopediya. (In Russ.)

Turgenev, I.S. (1978-1986). Polnoe sobranie sochineniy i pisem [Complete works
and letters]. Moscow: Nauka. (In Russ.)

Uspenskaya, E.M. (2022). Aktualizatsiya epiloga romana “Prestuplenie i nakazanie”
v kinematograficheskikh transformatsiyakh [Actualization of the epilogue of the
novel Crime and Punishment in cinematic transformations]. Dostoevsky and World
Culture. Philological Journal, (3), 101-132. (In Russ.) https://doi.org/10.22455/2619-
0311-2022-3-101-132, https://www.elibrary.ru/faxbzm

van Beethoven, L. (2011-2013). Pis’ma [Letters]. Moscow: Muzyka. (In Russ.)

Zagoskin, M. N. (1987). Sochineniya [Works]. Moscow: Khudozhestvennaya
literatura. (In Russ.)

CBEJEHWA OB ABTOPE

HUKONAN HUKONTAEBUY MOAOCOKOPCKUIA

KaHAMAAT DUNONOTMYECKNX HayK, CTapLUNA HayYHbIA COTPYAHWK,
VIHCTUTYT MMPOBOW NuTEpaTypbl M. A.M. Topbkoro

POCCMINCKON akageMumn Hayk

121069, Poccuna, MockBa, ya. [ToBapckag, 4. 25A, cT1p. 1
ResearcherID: AAC-6485-2021

ORCID: 0000-0001-6310-1579

e-mail: n.podosokorskiy@gmail.com

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 144 THE ART AND SCIENCE OF TELEVISION



ABOUT THE AUTHOR

NIKOLAI N. PODOSOKORSKY

Cand. Sci. (Philology), Senior Research Fellow,
Gorky Institute of World Literature

of the Russian Academy of Sciences,

25As1, Povarskaya, Moscow 121069, Russia
ResearcherID: AAC-6485-2021

ORCID: 0000-0001-6310-1579

e-mail: n.podosokorskiy@gmail.com

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 145 THE ART AND SCIENCE OF TELEVISION






A3bIK SKPAHHbBIX
MEAMA

THE LANGUAGE
OF SCREEN MEDIA






Published by
Hayka
TeneBngeHns

UDC 778.5 +316.7
DOI: 10.30628/1994-9529-2025-21.3-149-193
EDN: SCVHKB
Received 09.06.2025, revised 01.09.2025, accepted 26.09.2025

IVAN A. GOLOVNEV

Arctic Research Center
Peter the Great Museum of Anthropology
and Ethnography (Kunstkamera)
Russian Academy of Sciences
3, Universitetskaya nab.,
Saint Petersburg 199034, Russia
ResearcherID: AAC-8728-2019
ORCID: 0000-0003-4866-7122
e-mail: ethnokino@yandex.ru
For citation

Golovnev, I.A. (2025). Visualizing folk (anti)religiosity in Soviet cinema: Sacred
Grove (Chuvashkino, 1931). Nauka Televideniya—The Art and Science of
Television, 21 (3), 149-193. https://doi.org/10.30628/1994-9529-2025-21.3-
149-193, https://elibrary.ru/SCYHKB

Visualizing folk (anti)religiosity
in Soviet cinema: Sacred Grove
(Chuvashkino, 1931)*

Abstract. At the turn of the 1920s and 1930s, the Soviet policy of
indigenization led to the formation of a network of distinctive film studios
across the autonomous republics. These studios produced unique
visual self-portraits of the peoples and regions within the diverse Soviet
state. This study draws upon scattered textual and visual sources from
Chuvashia’s archives and museums to investigate the cinematic legacy of
the Chuvashkino studio. It examines this phenomenon of national cinema
as it documented the evolution of Chuvash ethnocultural identity during
the formative years of the Chuvash Autonomous Soviet Socialist Republic.
A key aspect of this Sovietization was a pervasive anti-religious campaign,

@ * Translated by Anna P. Evstropova.
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which aimed to eradicate diverse confessional “prejudices” and replace
them with a unified, nearly religious devotion to the socialist order. With
this focus, the article explores a specific form of religious syncretism found
in visual archives: the interplay between folk belief and the new “faith” in
communism. It introduces into scholarly discourse a complete print of
the feature film Sacred Grove (1931), discovered in archival holdings, and
analyzes it using a film-as-text methodology. The film’s narrative, based on
areal event involving the felling of a sacred grove to expand collective farm
acreage, directly addressed the urgent tasks of the socialist reorganization
of the Chuvash village life: collectivization and anti-religious propaganda.
The study concludes that this film source holds significant scientific value as
an informative visual document, enabling scholars to reconstruct not only
actual historical events but also their symbolic context, thereby opening
new research perspectives.

Keywords: visualization of religiosity, Cinema-atlas of the USSR, visual
anthropology, national cinematographies, Chuvash, Sacred Grove
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Brsyanusaums HapoaHom
(QHTU)PENUTMO3HOCTU B COBETCKOM
KuHemaTorpage: «CagduleHHas poLa»
(MyBaLukmHo, 1931)

AHHoTauus. Ha pybexe 1920-1930-x B KOHTEKCTE MOMUTUKMN KOPEHU-
3aLMK1 B @aBTOHOMHBbIX 061aCTAX 1 pecnybanKax MHOroHaLuMoHanbHOro
CoseTckoro Coto3a chopmMmpoBanach CeTb CaMODbITHbIX KUHOMaOPUK,
CVaMU KOTOPbIX ObINW CO3AaHbl YHUKaNbHbIE BM3YabHble CaMOMNpe3eH-
TalMV HApPOJOB 1 PErMIOHOB Pa3HOYKIaAHONM CTPaHbl. B npeAcTaBneHHo
paboTe Ha MaTepuane TeKCTOBbIX 1 BU3yasnbHbIX UCTOYHUKOB, PacCpefo-
TOYEHHbIX MO HOHAAM apxXMBOB ¥ My3eeB HyBalnu, MPOBOAMTCA U3yYe-
H1e TBOPYECKOro Hacneaus pecnybavKaHCKoro TpecTa «HyBallKUHO» Kak
(beHOMEHa HalVOHaNnbHoW KnHeMaTorpacdumu, 3aneyaTneswero obpassl
3BOMOUMN UAEHTUYHOCTU STHOKYETYPHOIO COOBLIECTBA B MEPEXOAHbIV
nepuop cTaHoBneHus Hysawckoit ACCP. OfHMM 13 KNOYeBbIX acMeKToB
COBETM3aUWM ObiNa aHTUPENNTMO3Has KaMNaHus, NprU3BaHHas U3X1Tb
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pa3HoOPOAHbIe KOHMECCHOHaNbHbIE «NPeAPaCcCyAKM» U CKOHCTPYMPOBATh
B CO3HaHUM MaccC efviHOe, qUAsi-pennro3Hoe OTHOLIeHWEe K COLManncTy-
4ECKOMY MUPOMOPSILKY.

[aHHas cTaTbs hoKycupyeTcs Ha OTOBPaKEeHUM B BU3yabHbIX MCTOYHM-
Kax 0CcobbIX (DOPM PENNTMO3HOTO CMHKPETU3MA: HAPOAHOW BEPbI M «BEepbI»
B KOMMYHM3M. BBOAUTCS B Hay4YHbIi 060POT 1 pa3burpaeTcs METOAOM
aHanv3a unbMa Kak KUHOTeKCTa HalleHHas B apxm1Bax nosiHasi Bepcus
NOCTAHOBOYHOM NeHThl «CBsLleHHas pola» (1931). KuHonoBecTBoBaHwMe
6a31poBanoch Ha peanbHOW UCTOPKK O BbIpyOKe cakpanbHON poLLmv Ans
PacCWPeHNs KONXO3HOM NallHKM 1 0TBeYano Hanbonee 3n1060AHEBHbIM
3a/la4aM COUManMCTUYeCcKoro nepeycTporncTBa YyBalCKoOW 1epeBHN —
NPOBEAEHVIIO KONNEKTVIBM3aLUMIN 1 aHTVPEeNUrMo3How nponararHasl. lena-
eTCsl BbIBOA, O HAY4HOW 3HAYVIMOCTN KUHOWCTOYHIKA KaK MHHOPMATUBHOIO
BM3YanbHOrO AOKYMEHTa CBOEro BpeMeHu, No3BOoNsIoLLEero peKoHCTpyn-
POBaTb He TONbKO (haKTmyeckme cobbITUS, HO U X 06Pa3HbINA KOHTEKCT,
1 OTKPbIBAIOLLETO HOBbIE UCCel0BaTENbCKME NePCneKTUBbI.

KntoyeBble cnoBa: BY3yanv3auus penmnruo3HocTu, KnHoatnac CCCP, Bu3y-
anbHas aHTPOMNOOrns, HauMoHanbHble KuHemaTorpadun, dysatn, Ces-
LeHHas polya

BnarogapHocTu. iccnegoBaHme BEINONHEHO 3a CYET rpaHTa POCCUIACKOrO
Hay4Horo oHaa Ne 25-28-00277, https://rscf.ru/project/25-28-00277/

INTRODUCTION

The cultural revolution in the USSR spanned the 1920s and 1930s and
radically reshaped the multinational country’s diverse “superstructure”—religions,
sciences, and the arts. A central theme of this process was the religious revolution,
which Vladimir Bogoraz described as the construction of “Bolshevism as a religion”
(Tan, 1918, p. 2). The methods and means of this revolution have yet to receive
adequate scholarly analysis, and the visual archives—which contain informative
images of propaganda implementation across the multi-confessional Union—also
remain unstudied. In that Soviet experiment, particular ideological emphasis was
on nationalized cinema (“the most important of all the arts”) as a subtle instrument
for “tuning” the worldview of the masses. Meanwhile, the central studios—which
held a monopoly in the early post-revolutionary years on documenting the
nation’s changes for the “Cinema-atlas of the USSR” project (Golovnev, 2024,
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p. 34)—produced mostly formulaic film stories. In them, distinctive peoples
followed a common narrative path on screen: from a dark, traditional past,
through the revolutionary “awakening,” to socialist progress. Naturally, such works
failed to provide domestic and foreign audiences with the “distraction from their
religion, their way of life, their prejudices, and their superstitions” that the state
commissioner required (Terskoy, 1930, p. 115).

Therefore, by the mid-1920s, discussions of national cinematography,
initiated by the film press, had reached the highest levels of government,
becoming a pressing issue for the Presidium of the Central Executive Committee.
The central problem was identified as a disconnect between filmmakers and their
subjects: films were made by visiting crews unfamiliar with the local lives and
customs, without engaging local specialists or the public (Gabidullin, 1928, p. 4).
Concurrently, within the newly formed republics themselves, a growing interest
emerged among party officials and the creative intelligentsia to develop their own
cinematography as a means of strengthening national identity. Screen stories
rooted in local realities were proving to be both popular and an effective resource
for visual policy, contributing to the consolidation of regional communities. The
confluence of these external critiques and internal initiatives resulted in a unique
phenomenon: the creation of a network of republican film studios, including
Azgoskino (Azerbaijan), Belgoskino (Belarus), Bukhkino (Uzbekistan), the All-
Ukrainian Photo Cinema Administration, Goskino of Armenia, Goskinoprom of
Georgia, Dagkino (Dagestan), Tajikkino, Turkmenfilm, Uzbekgoskino, Chuvashkino,
and others.

In recent years, a growing number of Russian and international scholars
across the humanities have turned their attention to the cinematic legacy of
the Soviet republics’ film studios (Kochelyaeva et al., 2020; Sestan, 2024). These
screen works—both documentary and fictional—function as multifaceted

“film documents,” capturing the evolution of diverse identities during the
complex formative period of the USSR. Produced on national themes, in native
languages, and by the internal creative forces of ethnic or regional communities,
they represent a vital form of visual self-presentation. As such, they are of
increasing relevance to the field of visual anthropology. Among these national
cinemas, one of the least known is that of the Chuvashkino trust, established
in Cheboksary in 1925. This study aims to introduce previously unexamined
archival materials concerning a significant artistic artifact: the 1931 film Sacred
Grove. It offers an expressive visualization of the complex, often contradictory,
(anti)religious syncretism that characterized Chuvash folk beliefs during the era
of Sovietization. The primary objective of this research is to provide a historical
and anthropological analysis of these materials.
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The establishment of Chuvashia as an autonomous oblast in 1920, and
its subsequent elevation to the Chuvash Autonomous Soviet Socialist Republic
(Chuvash ASSR) in 1925, accelerated the creation of national institutions across the
republic, including in the cultural sphere. This wave of institutionalization, which
saw the founding of writers), theater, journalistic, and local history organizations,
naturally led to the formation of a dedicated film trust. This new entity was
tasked with managing film production and distribution within the autonomous
republic. At the helm of the newly created Chuvashkino studio was director loakim
Maksimov-Koshkinsky,! a native Chuvash, who defined its thematic focus and
creative style.

Fig. 1. loakim Stepanovich Maksimov-Koshkinsky?

! loakim Stepanovich Maksimov-Koshkinsky (1893-1975) was the founder of the professional
Chuvash theater, actor, director, and playwright.
? See the image source: Chuvash National Museum. F. ChKM KP 23983.
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The filmography of the independent studio Chuvashkino, which existed
from 1925 to 1931, comprises a significant body of work across various genres.
In addition to newsreel segments for film journals, the studio’s documentary
department produced full-length features such as The Chuvash Country (Russian:
CmpaHa Yysawickas), 60 Years of Chuvash Literacy (Russian: 60 1em yysawckol
epamome), and Born in October (Russian: PoxdeHHas Okmsbpem). However, the
studio’s primary focus was on feature films, including Volga Rebels (Russian:
Bomxckue 6yHmapu, 1926), Woman (Chuvash: Sar-Pige, Russian: XKeHwuHa, 1927),
Black Pillar (Chuvash: Khura Yupa, Russian: YepHeili cmon6, 1927), Whirlwind on
the Volga (Chuvash: Yal, Russian: Buxpe Ha Boseze, 1928), Laundress (Chuvash:
Apayka, Russian: lMpayka, 1930), Sacred Grove (Chuvash: Kiremet Kati, Russian:
CesdwerHas powja, 1931), and Remember (Chuvash: Asthu, Russian: [TomHu, 1932).
Today, most of these films can only be studied through indirect sources—such
as literary scripts, production documents, and still photographs—held in the
collections of the State Archives of Contemporary History of the Chuvash Republic
(GASI ChR), the State Historical Archive of the Chuvash Republic (GIA ChR), the
Chuvash National Museum (ChNM), and the Scientific Archive of the Chuvash
State Institute of Humanities (ChGIGN). Of Chuvashkino’s entire cinematic legacy,
only two films survive in complete form: the 1927 documentary The Chuvash
Country, held in the Russian State Archive of Film, Photo, and Sound Documents
(RGAKFFD), and the 1931 feature film Sacred Grove, held in the GASI ChR. The
documentary, the first own production of the Chuvash film trust, was made
under the direction of a visiting Moscow director, Vlad Korolevich (Korolevich,
1927b, p. 25). In contrast, Sacred Grove—the studio’s final independent project—
was entirely a product of Chuvash creativity and therefore deserves particular
scholarly attention.

According to archival records, the initial script focused exclusively on
collectivization and was titled The Niva (Field) Waves (Russian: BosHyemcs Husa
(nosne)). Its central conflict was built on the competition between two forms of
agriculture: the old (former kulaks and individual farmers) and the new (collective
farm members). The finale was designed to show the victory of the collective
farm system in the Chuvash village through the introduction of mechanized field
cultivation. In this form, the script was sent by loakim Maksimov-Koshkinsky
to the Department of Culture of the Republican Representative Office of the
All-Union Communist Party on May 8, 1930, with a request for a prompt review,
stating: “Given the relevance of the issues raised by the script, Chuvashkino
requests a thorough conclusion as soon as possible” (Maksimov-Koshkinsky,
1930). The need for swift party approval was likely due to the approaching
summer filming season. The party’s response apparently demanded significant
revisions, leading to the introduction of a religious conflict. The collectivization
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plot was enhanced by a storyline in which Komsomol activists and the farm’s
management, seeking to expand arable land, try to persuade villagers to cut
down a sacred grove. This initiative polarizes the community into two camps:
the collective farmers (in favor) and the individual farmers, or kulaks (against).
All subsequent events revolve around the new farmers’ efforts to cultivate the
lands of the ancient sanctuary, which gave the film its final title, Sacred Grove.
In the script’s climax, the kulaks secretly cut down the grove’s main tree, frame
the Komsomol secretary for the act, and incite a group of believers to murder
him. However, in the final film, the saboteurs’ scheme is exposed, and they are
driven from the village.

The turn toward religious themes was not arbitrary, given the concurrent
development of a nationwide anti-religious propaganda campaign and its
regional particularities. During the 1920s and 1930s, anti-religious content
became a mandatory component of the thematic plans for state studios. At
the same time, academic circles received a new ideological impetus to study
religiosity across the Union’s regions for the creation of a confessional atlas
(Golovneva & Golovneyv, 2025, p. 141). The Volga region in general, and Chuvashia
in particular—a crossroads of confessions and syncretic beliefs—presented
a complex and problematic field for these efforts. As ethnologist Ekaterina
Yagafova notes, Chuvash paganism underwent transformations in its traditional
dogma and cult practices during the Christianization and Islamization of the 18th
and 19th centuries, yet it persisted as a deeply significant religious substrate—the

“faith of the ancestors” (Yagafova, 2015, p. 10). Ethnographer Nikolai Matorin, who
led thematic expeditions in the region, observed that a complex interweaving
of religion and daily life persisted in the Volga and Kama regions in the early
Soviet period: “Pagans of various nationalities, Old Believers of all persuasions,
Orthodox Christians (Tikhonites, Renovationists, Autocephalists), sectarians old
and new (from Khlysty to Evangelicals), Muslims” (Matorin, 1929, p. 5). Research
into everyday religiosity within Chuvashia was carried out primarily by the staff
of the local Research Institute, led by the historian and ethnographer Sergei
Kutyashov. Simultaneously, Kuzma Elle, the director of the Chuvash Scientific
Library, compiled what was described as “a map of the Chuvash kiremets,?* of
the greatest interest to historians of religion” (Matorin, 1934, p. 116). The priest
Nikolai Arkhangelsky processed the substantial data Elle collected, formalizing
it as an Appendix to the Archaeological Map of the Chuvash ASSR, which is

3 In the Chuvash tradition, a kiremet (Chuvash: kupemems/kepemems) was a sacred place or ob-
ject of worship, often a grove or a specific tree. Kiremet was also the name of a deity (with com-
mon Russian transliterations including Kupemem, Kupemam, Kepemem) associated with these
sites.
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preserved in the Scientific Archive of the Chuvash State Institute of Humanities
(Elle & Arkhangelsky, 1930).

Given these specific conditions, the local branch of the League of Militant
Atheists faced unique difficulties, leading to ineffective results as they had to wage
their “struggle” on multiple religious “fronts”—against Christianity, Islam, various
sects, and traditional folk beliefs, notably the then-prevalent worship of the god
Kiremet in “sacred groves.” It was under these circumstances that party activists
and the national intelligentsia placed their exclusive stake on cinema, capitalizing
on its popularity and “magical” influence on rural audiences. A characteristic
appeal to this effect was made in a resolution of the First All-Chuvash Regional
Studies Congress, held in Cheboksary in the summer of 1928, which called for
local writers, regional historians, and propagandists to unite around cinema as
avanguard means of proletarian education. Through film, the viewer would “cast
aside religious worldviews, superstitions, backward morals and customs, habits,
etc., and replenish [their] worldview with artistic-revolutionary thinking about
nature and society” (Society for the Study of the Chuvashia Region, 1929, p. 101).

A common form of anti-religious struggle in the early Soviet period was the
destruction and repurposing of ritual spaces, including both Christian churches
and pagan shrines (Kozlov, 2014, p. 26). In this context, the script—based on a real
event involving the felling of a sacred grove to expand collective farm acreage—
directly addressed the most urgent tasks of the socialist reorganization of the
Chuvash village life: implementing collectivization and conducting anti-religious
propaganda.

Working with visual archives, given their qualitative and contextual
specificities, requires a specialized methodology. In preparing this article, |
adopted an approach of “decoding” the film source and presenting it in the format
of a film text. Given that Sacred Grove is a silent film, consisting of a sequence of
intertitles and shots, a comparative analysis of its textual and visual layers serves
as the key to its interpretation. To clarify certain specific narrative details, the study
incorporates materials from other researchers. What follows is a presentation of
the film’s intertitles (in CAPITAL LETTERS), description of the shots (in regular font),
and corresponding ethnographic commentary (in italics). This original visual-
anthropological methodology allows for an examination of both the external
structure and the internal, frame-by-frame nuances of the filmic construction,
thereby providing a foundation for analytical conclusions.
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SACReD GRoVE AS A FILM TEXT
Title. SACRED GROVE.

Title. A VAST PORTION OF ARABLE LAND LIES FALLOW... MOST OF IT IS
WASTED AS SEMI-PASTURES, SEMI-SHRUBLAND, SEMI-FOREST... THE ERA
OF ELUCIDATING “RUSSIA'S HANDICAPS” HAS ONLY JUST BEGUN.

Shots. A monument of Vladimir Lenin pointing into the distance. Factory
smokestacks. Transformer plants and high-voltage power lines at a large
electrical station.

Shots of village streets. Peasant homes and outbuildings. Window frames
with traditional patterns. An electric light bulb in a reading hut.

Title. 1926.

Shots. A spread of a newspaper in the Chuvash language. A girl reads the
newspaper SOMROK [The Collective Farmer] aloud. Young people listen
attentively.

Title. THE STARO-SAREEVO KOMSOMOL.

Shots. Young people reading the Soviet press in a reading hut.

Title. THEIR SECRETARY (IVAN IVANOVICH).

Shot. Ayoung secretary signs papers at his desk, on which sits Lenin’s bust.
Shot. Young people talking amongst themselves.

Title. THEY’RE WRITING ABOUT OUR GROVE.

Shot. The secretary looks up from his work, noticing someone recounting
the news from the newspaper.

Title. THE VILLAGE WON’T AGREE TO CLEARING THE GROVE.

Shot. Ayoung man addresses the secretary.

Title. THEN YOU CONVINCE THEM!

Shot. The Komsomol cell secretary stands up and addresses the group.

Title. WE COMPLAIN ABOUT LAND SHORTAGE, YET THERE’S LAND RIGHT
BESIDE US, GOING UNUSED...

Shot. He continues his speech.
Title. UPROOT THE GROVE BEFORE HARVEST, AND SOW IT THIS VERY YEAR.
Shot. Close-up of the secretary speaking.

Title. ROUSE THE ENTIRE VILLAGE, STARTING WITH THE COLLECTIVE
FARMERS.
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According to research by Pyotr Denisov, in the early Soviet period, religious
beliefs and rituals associated with traditional nature cults persisted among the
Chuvash population, including the Orthodox. These were “manifested in the form
of sacrifices to ‘holy’ springs, individual trees, and groves” (Denisov, 1972, p. 399).

Shot. A family in their homestead courtyard, loading hay into a cart.

Title. VASILY VASILYICH LOVES TO WORK, BUT FOR HIS OWN SAKE, NOT FOR
THE COMMUNITY—OR SO HE THINKS OF THE COLLECTIVE FARMERS.

Shot. Vasily Vasilyich continues to move hay.
Shot. His wife, Kuline, helps him toss the hay and says to him:

Title. THE KOMSOMOL CAN WANT WHAT IT WANTS, BUT WE NEED THE
GROVE FOR GRAZING.

Shot. A young, prosperous kulak peasant, Timbaev, tells an older, wealthy
peasant the news about the grove.

Title. TIMBAEV—THE FORMER OWNER OF THE “SACRED GROVE” AND
FORMER MASTER OF THE COLLECTIVE FARM YARD.

It is known that each sacred grove traditionally had its own custodian—the
“kiremet keeper” [Chuvash: kiremet pdhakan]. His duties included overseeing the
preservation of the ritual site and enforcing the community’s established rules of
conduct. Specifically, it was forbidden to cut down trees, mow grass, or undertake
any economic activity unrelated to ritual performances within the kiremet (Denisov,
1959, p. 39).

Shots. Inside a forge. Bellows puff; a young blacksmith hammers a scythe.
Title. THE BLACKSMITH AND A MEMBER OF THE AGRICULTURAL ARTEL
BOARD.

Shots. A guest—Yagur Vasilyich—arrives to see the blacksmith.

Title. YAGUR VASILYICH ONCE HELD ONE POST—SHEPHERD. NOW HE HOLDS
TWO: CHAIRMAN OF THE VILLAGE SOVIET AND OF THE NEWLY FORMED
AGRICULTURAL ARTEL.

Shot. The Village Soviet chairman greets the blacksmith in a friendly manner
and shares the news.

Title. THE KOMSOMOL MEMBERS HAVE BROUGHT THE PROTOCOL
REGARDING THE SACRED GROVE.

Shot. He shows the document to the blacksmith, who scans it quickly and
makes a proposal.
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Title. APPROVE IT... AND CARRY IT OUT.

Shots. Early morning. A young artel worker posts a notice convening a village
meeting to vote on clearing the grove.

Title. TO A GENERAL MEETING.
Shots. Fellow villagers gather. An artel activist speaks.

Title. FROM THIS “SACRED GROVE,” ONLY THE NAME REMAINS: NO
BRUSHWOOD, NO HAY...

Shots. The individual farmer Vasily Vasilyich speaks up.
Title. OF COURSE, WE MOW THE GRASS IN THE GROVE EVERY THIRD YEAR.
Shots. Women shake their fists at him.

Shot. The Komsomol cell secretary passionately rallies the assembled
villagers.

Title. IF WE SOW THIS AREA WITH CLOVER, WE CAN MOW IT TWICE A YEAR.
Shot. A man (kulak) replies to him from a horse-drawn cart.

Title. GO AHEAD, LISTEN TO THE KOMSOMOL... SEE WHERE THEIR SWEET
TALK GETS YOU.

Shot. The Komsomol member angrily retorts.

Title. THOSE DISENFRANCHISED HAVE NO PLACE AT THIS MEETING.
Shot. The Village Soviet chairman shouts a question.

Title. WHO IS IN FAVOR OF CLEARING THE LAND?

Shots. The artel board members seated at a table raise their hands. Several
other men in the crowd also vote in favor. The women sit motionless, their
hands down.

Shot. Collective farmers take up their scythes in unison and head out to
mow.

Shot. The individual farmer Vasily Vasilyich wanders alone into a field with
his scythe.

Shot. Artel members mow the grass in the sacred grove together.

Shot. Vasily Vasilyich mows alone, breaks his scythe, sits gloomily on the
ground, and lights his pipe.

Shots. The artel members continue mowing in unison. Komsomol member
Ivan runs to a tree and shouts.

Title. YOU CAN SEE FOR YOURSELVES HOW GOOD THE GRASS IS HERE.
WE'LL SECTION OFF APLOT, CLEARIT... AND THE INDIVIDUAL FARMERS WILL
FOLLOW THE COLLECTIVE FARM’S LEAD.
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Shots. Collective farmers clear the grove: men chop down trees and dig up
roots; women drag away the trunks.

Shot. Komsomol member Ivan swings his axe at the grove’s main, oldest tree.
But the blacksmith stops him.

Title. DON'T TOUCH THIS TREE... OTHERWISE THE KULAKS WILL USE OUR
MISTAKE AGAINST US—THEY’LL STIR UP TROUBLE.

Shot. The kulak Timbaev secretly watches this scene.

Shot. The collective farmers leave the old tree alone and continue clearing
the rest.

According to ethnographic sources, the Chuvash used the word “kiremet”
not only as a noun but also as an adjective to describe sacred groves, which were
believed to be the favored dwelling places of the god Kiremet. “In ancient kiremets
located in groves, one could see the following scene: a hundred-year-old tree
surrounded by younger ones, with a bull’s head on it, ribbons, coins in its cracks,
a vessel of blood at the root, and the hide of a sacrifice” (Salmin, 2007, p. 562).

Title. THE FORMER GOD KIREMET...

Shots of a shrine in a grove. Strips of cloth tied to branches. Offerings and
the skull of a sacrificial animal in a tree hollow.

Title. STILL RECEIVED THE OCCASIONAL OFFERING.

Shot. Offerings at the shrine—pies, chicken eggs, flatbreads, porridge in
abowl, tea in a teapot, a towel with embroidered ornamentation.

Shot. An elderly woman in ritual white robes. Men and women in white robes
participating in a ceremony.

Title. THE GENERATION THAT BELIEVES IN THE POWER OF THE GOD
KIREMET IS NOT DEAD YET.

Shot. The ritual participants pray by the old tree.

Anton Salmin provides corresponding descriptions of the Chuvash ritual
prayers dedicated to Kiremet: “The worshiper and those present kneel, put their
hats under their arms, and turn their gaze to the treetop. At this moment they are
completely detached from everything else, they do not talk to anyone and do not
look around” (Salmin, 2010, p. 161).
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Fig. 2. Still from Sacred Grove*

Title. WITHERING WAS THE OLD... THE DECREPIT...
Shot. An old tree, shattered by lightning.
Title. THE NEW WAS GROWING STRONG... THE VIGOROUS.

Shots of a festival: mass round dances, lively games. .. At one pointin a game,
the Komsomol cell secretary, Ivan, asks a “captured” villager a question.
Title. WHO IS AGAINST THE COLLECTIVE FARM?

Shots. A young collective farmer who was asked the question replies.

Title. THE KULAK TIMBAEV.

4 See the image source: Chuvash National Museum. F. ChKM KP 2172/21.
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Shot. Timbaev watches warily through a fence.

Title. OLD MAN PIMBAEV.

Shot. An old man watches distrustfully from a window.
Title. THE CONSTABLE YANDAYEV.

Shots of the village festival.

As Kuzma Elle noted, a key part of the new government’s ideological work
in the villages was the restructuring of traditional folk festivals along Soviet lines.
Specifically, the spring sowing festival Akatuy was transformed into the Red Akatuy,
which stipulated that “mass political and educational work should be combined
with mass entertainment (carnivals, round dances, races, games, hopping, swings
and carousels, performances by amateur circles, physical education groups, film
screenings, etc.” (Elle, 1935, p. 44).

Shots. Two young men chop down the main tree of the sacred grove. One of
them, the kulak Timbaev, accidentally drops a bundle—a piece of evidence—
at the site.

Shots. At another village meeting, a woman speaks.

Title. WHEN THE KOMSOMOL FELLED THE SACRED TREE... KIREMET FLEW
OUT ON AWHITE HORSE... AND CRIED OUT TO ME...

Shot. The woman continues her story.

Title. “FAREWELL, MATRENUSHKA! | AM LEAVING,” HE SAID, “FOR LANDS
OVERSEAS. THERE IS NO RESPECT FOR ME HERE.”

Shots. Elderly women listen. Another woman speaks.

Title. THEY ORDERED US NOT TO PRAY TO THE RUSSIAN GOD. NOW THEY'RE
DRIVING OUT THE CHUVASH ONE, TOO.

Shot. The woman continues.

Title. YOU WON'T FIND ANY GOOD WITH THE KOMSOMOL AND THE
COLLECTIVE FARM...

Shots. The women are indignant. The kulaks eavesdrop. An elderly woman
speaks.

Title. NOW KIREMET WILL SEND A PESTILENCE UPON THE ARTEL'S CATTLE.

Itis generally accepted that Kiremet, one of the central deities in the Chuvash
pantheon, “personified the evil principle and opposed the main good god Turd—the
patron and protector of people,” and thus was believed by the faithful to possess
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great harmful power, directed at inflicting damage upon those who offended him
(Vovina, 2002, p. 41).

Shot. A cattle pen. Men lead out horse-drawn teams to work in the field.
Women run up and turn them back.

Shot. A young artel member runs across the village to the artel office. He
informs the chairman what has happened.

Title. SOMEONE FELLED THE SACRED TREE LAST NIGHT... THE WOMEN ARE
ENRAGED. THEY’RE TAKING BACK THE HORSES.

Shot. The chairman gives an order to a young artel member.

Title. CALL AN EMERGENCY MEETING AT ONCE.

Shots. The villagers gather for another meeting. The chairman begins his
speech.

Title. OUR COLLECTIVE FARM WOMEN HAVE DONE A FOOLISH THING...
Shot. Komsomol member Ivan takes the meeting minutes.

Title. TO FINISH BY HARVEST, WE MUST GO OUT TO PLOUGH IMMEDIATELY.
THAT IS THE GOVERNMENT’S DECREE.

Shots. The artel chairman holds up a document with the Decree. The kulaks
and individual farmers look on with contempt. A long row of silent women.
One of the peasants stands and speaks.

Title. WE CLEARED THE LAND AT A SHOCKWORK PACE, AND FINISHED ON
TIME. BUT THE PLOUGHING—IS THAT FOR NEXT YEAR?!

Shots. The people at the meeting are agitated. One shouts out.

Title. TO HELL WITH THIS SACRED TREE, WE WON'T MANAGE TO PLOUGH
THE LAND BEFORE HARVEST ANYWAY.

Shots. The meeting participants argue.

Title. WHO IS FOR GOING OUT TO PLOUGH?

Shots. Komsomol member Ivan counts the votes. The women sit without
raising their hands.

Shots. The young blacksmith wanders across a field, deep in thought.
Title. WILL THE STATE FARM PROVIDE HELP OR NOT?

Shots. The artel chairman gloomily enters the empty cattle pen. Suddenly,

he sees riders on horses in the distance. The young blacksmith is on one of
the horses; he says:
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Title. THE STATE FARM WANTED TO GIVE US ATRACTOR, BUT IT’S WORKING
AT ANOTHER COLLECTIVE FARM.

Shots. More and more horsemen gather near the artel.

Title. THE COLLECTIVE FARMERS HAVE JOINED THE STATE FARMERS WHO
SET OUT LAST NIGHT.

Shots. Villagers run out of their houses, pulling on their shoes. The kulaks
and individual farmers watch what is happening. The peasants once again
lead their teams out to the field for the common task.

Title. THE VILLAGE HAS AWAKENED.. ..

Fig. 3. Still from Sacred Grove®

Shot. Vasily Vasilyich comes to the artel’s board and says:
Title. ENROLL US IN THE ARTEL TOO, YAGUR VASILYICH.
Shots of the felled main tree of the sacred grove being carried from the field.

The blacksmith finds a document—a piece of evidence (a receipt made out
to kulak Timbaev)—at the felling site.

Shot. Timbaev tries to grab the evidence and run, but artel members, who
have rushed over at the blacksmith’s call, restrain him.

° See the image source: Chuvash National Museum. F. ChKM KP 2172/35.
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Shot. Seizing the opportunity, another individual farmer approaches the
Komsomol secretary Ivan Ivanovich, who is chopping the remaining trees
in the grove. He asks:

Title. CUTTING IT DOWN, ARE YOU?

Shot. The Komsomol cell secretary’s confident reply.

Title. 1 SPIT ON YOUR TREE.

Shots of local wealthy peasants shouting from their windows.
Title. BEAT HIM!

Shots. Young men and women run out of their houses.

Title. THEY’RE BEATING HIM! THE KOMSOMOL MEMBER! VANYAI
Shot. Residents run through the village street.

Shots. Outside the village: the murdered Komsomol cell secretary lies on
the ground, surrounded by people. Fellow villagers who have run up stand
frozen, witnessing the scene of the tragedy. Women weep.

Naturally, the felling of sacred trees was a most severe taboo—it was believed
that whoever cut down a kiremet tree would bring mortal punishment not only upon
themselves personally, but also upon their livestock, family, and kin (Milkovich,
1906, p. 51).

Shot. Ayoung artel member asks accusingly.

Title. WHAT FOR?

Shot. Old men answer grumpily.

Title. HE BECAME TOO HEADSTRONG. .. CUTS DOWN WHAT HE SHOULDN'T.
Shot. Ayoung artel member, pointing at the kulak Timbaev, retorts.

Title. THE ENEMY ISWHO’S CUTTING IT!

Shots. Representatives of the local wealthy community hide from the scene
in fear.

Shot of a young woman shouting.

Title. THEY PRETEND TO BE BELIEVERS, BUT THEY’RE THE ONES CHOPPING
IT DOWN.

Shot. Another young woman backs her up.
Title. DRIVE THEM OUT OF THE VILLAGE!
Shots of young women’s emotional shouts.
Title. KULAK VERMIN!
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Shots. Representatives of the local wealthy community fearfully close their
doors, windows, and curtains.

Shot. Afield of ripe grain sways.

Title. ON THE SITE OF THE SO-CALLED “SACRED GROVE”...
Shot. Several horse-drawn teams plow the field.

Title. THE STARO-SAREEVO ARTEL IS NOW IN OPERATION.

Shots. Artel members cut the ripe grain, bind it into sheaves, and stack it in
stooks. A panorama of a field filled with stooks.

CONCLUSION

As the film text reveals, Sacred Grove was equally permeated by the dual
themes of Party doctrine and folk culture. The scenes visualizing the religious
plotline meticulously detailed the cult’s particularities: the layout of the shrine,
examples of offerings, and the prayer ritual. Meanwhile, the stages of clearing
the sacred grove formed the narrative’s pivotal sequence. In this way, a profane,
everyday story about collectivization was systematically elevated to a sacred,
religious level. Archival evidence suggests that this was the directorial credo of
Maksimov-Koshkinsky: to adapt stories that were national in form and socialist
in content. It is no accident that he succeeded in expressing on screen a subtle
drama reflecting the syncretism of old and new imagery—visually articulating
the (anti)religious conflict that agitated the worldview of the Chuvash Soviet
Republic’s population and evoked a corresponding emotional resonance among
local viewers.

The film’s production involved not only the leading creative forces of
Chuvashkino, including actress Tany Youne® (in the role of Kuline) and director
loakim Maksimov-Koshkinsky (in the role of Vasily Vasilyich), but also ordinary
residents of the village of Sareevo, Yadrinsky district. The principal action was
shot on location in authentic rural exteriors and interiors, with the partial
construction of two sets—“The Middle-Peasant Vasily Vasilyich’s Hut” and “The
Smithy” (Maksimov-Koshkinsky & Chistyakov, 1930). In this sense, the production
can be characterized as an authentic reconstruction of both the economic and
the religious-ritual aspects of folk life. Into these documentary-like circumstances

® Tatyana Stepanovna Maksimova-Koshkinsky (nee Burashnikov), artistically known as Tany
Youne (1903-1977) — theater and film actress, and wife of loakim Maksimov-Koshkinsky.
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was placed a fictional hero—Komsomol member Ivan, portrayed by S. Nikitin.
His character fully corresponded to the archetype of the “man-god” being
constructed in Soviet cinema (Stepanova, 2020, p. 124). As the primary agent of
collectivization, he challenged the ancient spirits, and his tragic death became
the climax of the dramatic arc, compelling his fellow villagers to “believe” in the
new way of life. Finally, the striking montage of the final scene—cultivating the
land through collective labor—elevated the cinematic narrative to the level of
film as religion.”

It is characteristic that themes of the Chuvash faith were also reflected in
other, now-lost Chuvashkino films directed by Maksimov-Koshkinsky. Notably,
despite the studio’s chronic budget constraints, no expense was spared in
reconstructing religious rites. For instance, according to the script and budgetary
documents, a sacrifice scene for the film Sar-Pige (Woman) required a massive
cast of extras: “400 adults at 60 kopecks per day, 70 boys at 25 kopecks per day,
30 carts at 1 ruble per day” (Chuvash Republican Trust for Film Production, 1927).
In turn, the depiction of local soviet activists aggressively confronting deified
objects visualized a pressing anti-religious agenda. This aimed to undermine faith
in the punitive power of ancient deities while simultaneously earning a quasi-
religious respect for the new government. In this context, the cinematic action
of Sacred Grove, which fused ancient and modern rituals, reflected the birth of
another variation of “syncretism” in Chuvashia’s spiritual sphere—a blend of
pre-Christian beliefs and a new faith in Communism. It is telling that the purely
anti-religious propaganda conducted by the League of Militant Atheists found
little understanding or resonance within the national community, the most
superstitious segment of which remained women.

The creative output of Chuvashkino, embodied in a series of documentary
and feature films, is a vivid phenomenon of national cinema. The studio’s work
served as a model for the figurative positioning of an ethnocultural community,
reflecting an internal vision of the connection between historical traditions and
ongoing Sovietization—for both local and all-Union audiences. A distinctive
feature of Chuvash cinema’s national character was its consistent promotion of its
own themes and its own professional cadres. According to Vlad Korolevich (1927a,
p. 26), every shot of actress Tany Youne was filmed at least four to eight times,
based on the premise that “sheis a star.” As A.P. Sidorova (1975, p. 58) rightly noted,
despite an orientation toward all-Union cinematic standards, Chuvashkino’s
productions had distinctive traits: a factographic approach to depicting national
daily life and religious rites, coupled with a romanticized portrayal of revolutionary
transformations. Archival records indicate that two-thirds of all moviegoers in

" A concept introduced by Tenzan Eaghll (Eaghll & King, 2002, p. 4)
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the republic’s cinemas in the late 1920s watched local films (Eremeev, 1931).
Consequently, Chuvash films, including Sacred Grove, which were distributed
through the national cinema network, enjoyed widespread—truly popular—
appeal.

In traditional beliefs, improper conduct toward a sacred grove was
always linked to calamities sent by the sacrifice-demanding god Kiremet. In
the film, the “victim” is a young Komsomol member who personifies the new
hero—a representative of revolutionary authority. It is poignant that this on-screen
felling of a kiremet also proved to be the studio’s final independent work. In July
1930, just as Sacred Grove was in production, the Chuvashkino trust was officially
liquidated, and on April 1, 1931, its assets were transferred to the regional branch
of the all-Union organization Vostokkino. By the late 1930s, the studio’s main
film archive was destroyed. A tragic fate also befell its key figures: in 1937, loakim
Maksimov-Koshkinsky and Tany Youne were repressed on fabricated charges of
nationalism (Youne, 2021).

Examining Sacred Grove allows us to appreciate the self-presentation of
the Chuvash autonomy during a pivotal transformative period. The prospective
aim of this research is to study the distinctive national practices of cinematically

“co-constructing Sovietness” (Damiens, 2024, p. 13), which found expression
in a diverse legacy—a unique cinematic atlas of the multinational and poly-
confessional USSR. Created by republican studios, these films are rich visual
sources for a wide spectrum of humanities disciplines, and the methods they
pioneered can inspire contemporary visual-ethnographic experiments (Golovnev
& Golovneva, 2021, p. 279). Through a sensitive research approach, we can also

“decipher” the unique languages of national cinemas, which transmitted not only
the nuances of folk life but also sacred religious messages from history into the
present day.
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BBEAEHUE

KynetypHas pesomtouns B CCCP, pactaHyBLwascs Ha neprog 1920-1930-x
rof10B, XapakTepn3oBanach paanKansHon TpaHchopMalmen NecTpon «Haf-
CTPOMKM» MHOTOHaUMOHANbHOW CTPaHbl: PeNuUriii, HayK 1 nckyccTe. Kntoye-
BOW NMHWEN AaHHOrO npolecca bbina peBoMtoUMs penmrno3Has, CeBa3aHHas,
no BbipaxeHuto B.I. boropasa, ¢ KOHCTpYMpoBaHMeM «bonblieBn3Ma Kak penm-
rnn» (TaH, 1918, c. 2). MeToabl U CpeACcTBa 3TOW PEBOOLMN 10 CUX NOP He Nony-
YNV LO/HKHOTO HayYHOTO OCMbICNEHYS. Her3y4eHHbIMY OCTaloTCs U BU3yanbHble
apxuBbl, XpaHsuve nHhopMaTrBHble 06pa3bl peanu3aluy nponaraHgnCcTCKUX
nporpaMM B pasnunyHbix 06nacTax nonrkoHbeccroHansHoro Cotosa. Oco-
6as cTaBKa NapTUMHBIX MAEONOrOB B TOM COBETCKOM 3KCMeprMeHTe fenanach
Ha «Ba)KHeliLlee 13 NCKYCCTB» — HaLMOHaNN3MPOBaHHOE KMHO — KaK Ha TOH-
KU MHCTPYMEHT «HaCcTPOWKM» MUPOBO33PeHMs Macc. Mexay TeM, LeHTpanb-
Hble cTyauu, obnafasluvie B nepBble MOCNEPEBOMOUMOHHbIE Fofbl MOHOMNONNE
Ha ocBelleHWe Npeobpa3oBaHuli CTpaHbl B KOHTEKCTe peanunsaunu rocynap-
cTBeHHoro npoekta «KuHoatnac CCCP» (fonoBHes, 2024, c. 34), habpukoBanu
B OCHOBHOM TpadapeTHble KMHOUCTOPUK, B KOTOPbIX CAMOObITHbIE HapOAb!
NPOXOANAM Ha 3KpaHax ObLIMIA CLEHAPHbIV TPeK: OT TEMHOro TPaaWLMOHHOMO
NpOWNOro — Yepes «NpobyxaeHne» peBontoumnen — K CounmancTnyeckomy
nporpeccy. 3akoHOMepHO, YTO Takmne paboTsl He MPoV3BOAMAN TpebyioLlerocs
roc3aKkasyviKy «0TBNEYEHNs OT CBOe penurim, OT CBoero bbiTa, OT CBOMX Npea-
PaCCyKOB 1 CBOWX CyeBEpUit» B CO3HAHMK HU BHYTPEHHEN, HW BHELIHeW 3pu-
TenbckoW ayautopuu (Tepckoid, 1930, c. 115).

MoToMy K cepeiviHe 1920-X MHULMMPOBAHHOE KMHOMPECCo 0bcyxaeHme
npobaem HaluMoHaNbHOro KMHemaTorpada BOWAO B MOBECTKY 3N1060AHEBHbIX
BOMPOCOB Ha ypoBHe lMpe3nanyma UK. OCHOBHbIE MpUYMHbBI CnabocTu cyllec-
TBOBaBLEro KMHodopmaTa Obin yBUAEHb! B TOM, Y4TO (DUAbMbI CO3aBannCh
NPUEIBKNUMI KMHEMATOrpaduCTaMm, He 3HAKOMbIMU C XU3HbIO U ObITOM Tex
HApOAOB, O KOTOPbIX CHUMANUCh [JOKYMEHTAbHbIE UV CTABUINCH XYLOKECTBEH-
Hble KUHOKapPTUHbI, 6e3 NPMBAEYEHNST MECTHbBIX CNeLManncToB 1 obLecTBEH-
HoCcTwM (TabuaynnuH, 1928, c. 4). B To xe Bpems, 1 B CaMlX HOBOOHPa30BaHHbIX
pecnybanKax, cpean NapTUiHbIX BNacTel 1 TBOPYECKON MHTENAUTEHUMM BO3-
pPOC MHTEpec K GOpPMMPOBaHMIO COBCTBEHHOTO KMHeMaTorpada kak cpefcTea
YCUNEHNS HaLMOHANbHbIX CKPer, MOCKOMbKY 3KPaHHbIe NCTOpMK, Mpon3pac-
TaBWKe M3 MECTHbIX peanui, MoNb3ysiCb BCe BO3pacTaBlei NoNyAspHOCTbIO,
OKa3blBannCh 3MHEKTMBHbBIM PECYPCOM BM3YaNbHOW NOAUTUKM, CMOCOOCTBYS
KOHCONMAAUMUM PermoHanbHbIX CO0OLLECTB. Pe3ynsTaToM COeANHEH NS YyNOMS-
HYTbIX BHELHWX ¥ BHYTPEHHMX BbI30BOB CTaN0 POXAEHME YHUKANBHOMO heHo-
MeHa — KMHOCETU HaUWOoHanbHbIX CTyAuI B pecnybnurkax Coetcrkoro Coto3sa:
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«A3rOCKNHO», «BenrocknHoO», «byxknHo», BceykparHckoe hoToKMHOynpasne-
HUe, «[OCKMHO ApMEHUN», «[OCKMHOMPOM [Py3un», «AarknHoO», «Ta@XNKKNMHOY,
«TypKMEHMUNbM», «Y36EKrOCKUHO», «HyBalKMHO» 1 AP.

B Tekylee Bpems Bce Honblie POCCUNCKMX 1 3apybexHbIX cneuvanm-
CTOB 13 Pa3nyHbIx 0bnacTein ryMaHMTapHOro 3HaHWs 3aKOHOMEepHO obpatla-
€TCs K paCCMOTPEHMIO Hacneans KMHOCTYANIA COBETCKMUX pecnybnuk (Kovens-
eBa, Hukonaesa-YvHaposa, PsabokoHb, 2020; Sestan, 2024). Befib 3T 3KpaHHble
BbICKa3bIBaHMS — KaK JOKYMeHTasbHbIE, TaK 1 Xy10XKeCTBEHHble — SBASIOT COHOi
MHOTFOCNOWHbBIE «KMHOLOKYMEHTbI», OTPa3MBLLME MPOLLECChl 3BOMOLMIM Pa3HO-
NVKUX MAEHTUYHOCTEN B CNOXHbIA nepunof cTaHoBneHus CCCP. Co3naHHble
Ha HaUWOHaNbHble TeMbl, Ha POAHOM S3bIKe, BHYTPEHHVMY CUNamu STHUYECKOro/
pervoHanbHOro coobLecTBa, OHK NpeacTaBnsatoT hopMaT B13yanbHOK camonpe-
3eHTauum TOro UV MHOTO HapoAa/pernoHa, 4To aKTyanu3npyeT 3HAYMMOCTb UX
N3yYeHMs C NO3ULMI BM3yanbHOW aHTpononorum. OAHOM 13 CaMbix Manov3BecT-
HbIX CTPaHWL, B 3TON MCTOPMM OKa3bIBAeTCH TBOPYECTBO TpecTa «HyBallKMHOY,
obpazoBaHHoro B r. Yebokcapsbl B8 1925 roay. Llenb npeanaraemMoro nccnenosa-
HVS — BBeAeHVe B Hay4HbIli 060POT paHee He NpefcTaBNeHHbIX B MCTOPUOrpa-
VM apXVIBHbBIX MATEPNANOB O 3HAYMMOM XyAOKECTBEHHOM apTedakTe — dunbme
«CBsleHHas pola» (1931), 3KCNPeCCUBHO BU3YanU3npyoLLeM CAOKHYIO (aHTH)
PENUTMO3HYIO CUHKPETUYHOCTb BO33PEHNIA YyBaLLCKOW HApOAHOCTU B Nepros
coBeTn3aumn. COOTBETCTBEHHO, OCHOBHOW 3afilavyen vccnefoBaHns aBnseTcs
MCTOPVKO-aHTPOMONAOTMYECKIMIN aHaNN3 O3HAYEHHbIX MaTepyanos.

C aAMMHUCTPaTMBHbBIM BbligeneHvem Yysawnn B 1920 rofy B aBTOHOMHYO
obnactb, a B 1925-m — B YACCP, akT1BM3MPOBaNMCb NPOLECcChl OpraHm3aumnm
HaUMOHaNbHbIX CTPYKTYP B pa3nnyHbIX cchepax XU3HW pecnybnuKku, BKIoYas
KyneTypy. B Yepefe ohopMaeHns NMcaTenbckon, TeaTpanbHO N, dKyPHaAUCTKOM
1 KpaeBeAYECKOM OpraHn3aLuii, OpraH4HbIM NPOJO/MHKEHNEM CTaNo 1 NOsBe-
HMe CBOEro TpecTa, BefatoLero npon3soACTBOM U MPOKATOM KMHOMPOLYKLMN
B aBTOHOMMU. PyKoBoAWTENeM HOBOOOPa30BaHHOM CTYAUM «HyBaLIKMHO», Onpe-
AENABWMM ee TeMaTU4eCcK1in NNaH 1 TBOPYECKUIA MOYEPK, CTan KOPEHHON YyBalll,
pexunccep N.C. MakcMMoB-KOLWKUHCKMIAS,

& Noaknm Ctenanosmy MakcumoB-KolwKuHckmiA (1893-1975) — ocHoBaTeNb npodeccuoHans-
HOrO 4yBaLLICKOro TeaTpa, aKTep, pexuccep v 4pamaTtypr.
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Puc. 1. M1.C. Maxkcumos-KouwKUHCKUL®

dunbmorpadus caMoCTUiHON KUHOGabPUKK, NPOCYLeCTBOBABLIEN
€ 1925 1o 1931 rof, oTpaxeHa B 3Ha4YUTENbHOW CepUn pPa3HOXaHPOBbIX nb-
MOB. B LOKYMEHTaNbHOM HanpasneHuu, NTOMUMO XPOHMKaAbHbIX CIOXETOB /14
KMHOXYPHANOB, KOMNEKTUBOM CTYAMM ObINV CHATHI MONHOMETPaXHble Kap-
TuHbL: «CTpaHa YyBalicKas», «60 NeT YyBalICKOW rpamoTer, «PoxgeHHas OKTs-
6pem». Ho ocHoBHOW Npodub «4yBalKMHO» BbIPA3UACS B MOCTAHOBKE XYA0-
XKECTBEHHbIX NEHT: «Bomkckume byHTapw» (1926), «Cap-Mura» (OKeHumHa», 1927),

7 NIcTOYHMK M300paxeHns: HyBalWCKNA HauMoHanbHblin My3eid. . YKM KI1 23983.
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«Xypa tOna» («HepHblii cTonb», 1927), «An» («Buxpb Ha Bonre», 1928), <Ananka»
(«Mpayka», 1930), «KnpemeT kaTu» («CBALIEHHas polla», 1931), «AcTy» (<[ToMHW»,
1932). O 60MBIWNHCTBE 3TUX KUHOKAPTUH CErofiHs MOXHO CyANTb NWLIb MO KOC-
BEHHbIM VCTOYHMKAM — NUTepaTypHbIM CLieHapKsiM, MPOU3BOACTBEHHbIM AOKY-
MeHTaM 1 (hoToKapam, COXpaHVBLIMMCS B POHAax [ocyaapCcTBEHHOMO apxyvBa
COBpeMeHHOW ncTopum HyBatickor pecnybnukm (FTACK YP), focyaapcTBEHHOMO
NcTopmyecKkoro apxiea Hyeauickon pecnybnuviku (MTA YP), HyBalickoro Hauwmo-
HanbHoro mMy3ses (Y4HM) 1 YyBallCKOro rocyaapcTBEHHOTO UHCTUTYTA ryMaHuTap-
HbIX Hayk (YTUTH). 13 Bcero kmHemaTorpaduyeckoro Hacneams «4yBalikmHo»
[0 HalWX IHEN B MOMHOLEHHOM BYE COXPaHUNUCH TONBKO fiBE NEeHTbI — AOKY-
MeHTanbHas «CTpaHa YyBawckas» (1927, POCCMINCKMIA TOCYAapCTBEHHbI apxnB
KnHodoTooHoaoKyMeHTOB (PTAKO®/), POHA KNHOAOKYMEHTOB) 1 MOCTaHO-
BoYHas «CesleHHas pouja» (1931, FACK YP. &. Konnekuyms KNHOAOKYMEHTOB).
V13BeCTHO, 4TO paboTa Hafd AOKyMeHTanbHbIM dunbmom «CTpaHa HyBalcKas»,
nepBbIM NMPOLYKTOM HEMOCPeACTBEHHO YyBaLICKOro KMHOTPeCTa, MPOBOAMAACh
nof pyKoBoACTBOM Bnaga Koponesnya — npurnaeHHOro MOCKOBCKOIO PeXumc-
cepa (Koponesuy, 1927b, c. 25). B To Bpems Kak dunbm «CBslieHHas polia»,
CTaBWNIA NOCNEAHMM CaMOCTOSTENbHbBIM MPOEKTOM CTYAUMU, — NPOU3BEAEHVE
BCELIeN0 YyBalICKOro TBOPYECTBA M 3aCNy)KMBaeT B 3TOW CBA3M 0COOOro BHU-
MaHUs.

CornacHo apxvBHbIM AaHHbIM, MePBOHAYANBHO CLeHaPHIA, MOCBSILIeHHbIN
NCKNOYNTENBHO TEME KONMNEKTUBM3aLMM, Ha3biBancs «BonHyeTcs HrBa (none)».
OCHOBHOM ipaMaTypryeckmnii KOHMANKT CLEHapUs CTPOUNCS Ha KOHKYPEHTHOM
coceAcTBe AByx POPM BefeHNs CeNbCKOro X035MCTBa: CTapbix (ObIBLWIWE Kynaku,
eAVHONNYHUKM) 1 HOBbIX (Y4NeHbl Konxo3a). PUHANOM KMHOUCTOPUM, Yepe3
NoKa3 BHePeHMs MeXaHU31MPOBaHHbIX CMNOCOOOB KOANEKTUBHOW 06paboTKM
nonen, oMmKHa bbina cTaTb Nobeaa KOAXO3HOTO NMyTW PAa3BUTUS B HyBaLLICKOM
aepesHe. B Takon pepgakumn 8 Mas 1930 roga TekcT bbin oTnpasneH M.C. Mak-
cMOoBbIM-KOWKNHCKM B OTAEN KyNbTypbl pecnybnnkaHcKkoro npeactaBuTenb-
cTBa BKT1(6) BMeCTe € 3anpocom AaTh OT3bIB: «HyBalWKMHO, BBUAY aKTyanbHOCTM
BOMPOCOB, 3aTPOHYThIX CLIEHapWeM, NPOCKT fiaTb 06CTosATENbHOE 3aKoYeH e
11 MO BO3MOXHOCTM CPOYHO» (MakcmMoB-KowKmHCKKiA, 1930). CpoYHOCTb corna-
COBaHUS cleHapus ¢ NapTURHBIMK OpraHamMm MOXHO 06bACHWUTL BAM30CTbIO
HaCTYNNEeHNs NeTHero ce3oHa, B KOTOPbIN Npeanonaranocs pa3sepHyTb Che-
MOYHbI Neprof paboT Hag hunbMoM. O4eBMAHO, Ha 3TOM 3Tane nocnefoBana
peakuus, noTpeboBaBLlas CylleCTBEHHON KOPPEKTUPOBKM cleHapus. CloxeT
0 KONNEKTVIBU3aLUMM Obln yCUNeH penmnrno3HsiM KOHMAMKTOM: C Liefbto yBennye-
HWS NOCEBHbIX N10WAAEN KOMCOMONBCKNIA aKTUB U NPaBieHve cenpxo3aptenn
nblTalOTCs yoeamnTs OfHOCeNbYaH BbIPYOUTL CBSILLEHHYIO POLLY, 1 3Ta MHULMA-
TBa 0003Ha4aeT Nonspr3aLmio MECTHOTO COOBLLECTBA Ha fiBa flarepsi — YneHbl
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KOMX03a (3a) 1 Kynaxku-eaMHONNYHMKIL (MpoTKB). Bce nocnepytolime cobbiTvs pas-
BOPaYVBaOTCSA MMEHHO BOKPYI OCBOEHMS HOBbIMU XO3MCTBEHHUKaMY 3eMesb
CTAPVIHHOIO CBATUANLIA NOf, KOMXO3HYIO NallHIo, YTO 1 Aano GuiabMy COOTBET-
cTBYytOLLEE HavMeHoBaHVe — «CBslleHHas polla». B KynbMUHALMU KMHOWCTO-
PUM Kynaku TalHo cpybatoT raBHoe AepeBo CBATUANLLA U, NePENOKNB BUHY
Ha KOMCOMO/BCKOTO CeKpeTaps!, MPOBOLMPYIOT BEPYHOLIMX CTOPOHHUKOB Ha ero
yonincTBo. B hmHane xe dbunbma BpeanTensckas adepa eaqnHoNNYHUKOB pac-
KPbIBAETCS 1 VX U3MOHSIOT 13 IePEBHMY.

MOBOPOT K PENUTMO3HOM TEMATUKE He MOKAKETCS CyYaliHbIM, €CIN UMeTb
B BUAY Pa3BuTME B TOT Nepuopn 0OLLEeCOo03HOW aHTUPENUrMo3HOM NponaraHab
1 pernoHanbHble 0COBEHHOCTW 3TOW KamnaHuK. C OAHOM CTOPOHbI, B 1920-
1930-x aHTMPenuruo3Has Tematika ctana 0bs3aTenbHbIM KOMNIOHEHTOM Tema-
TUYECKVX NNaHOB roCyAapCTBEHHbIX CTYANIA, @ C A4PYroM, N3y4eHne COCTOSHNA
PENUTMO3HOCTM B PErMOHax CTPaHbl AN5 COCTaBNEHNs aTnaca KoHdeccuii nony-
YMO HOBbIN MAEONOTMYECKUIA UMMYbC B aKaleMMYeCcKnX Kpyrax (fTonosHeBa,
fonoBHes, 2025, c. 141). lToBO/MKbE B LLeNOM 1 YyBalns B HaCTHOCTH, Byayin
nepekpecTKoM KOHMECCHiA 1 MPenoMNeHnii CUHKpeTV3Ma, NpeacTaBAsAN B 3TOM
CBSI3M CNoXHOe npobnemHoe none. Mo 3amevanuto E.A. dracdoBoi, HyBalickoe
A3bI4ECTBO B XOf€ XpUCTMaHW3aUum 1 ncnammusaumn dysaten B XVII-XIX Bekax
npeTepneno TpaHchopMaLnm TpagULMOHHOM AOTMATUKI U KyNIBTOBbIX MPaKTUIK,
HO MPOJOMKAN0 HKUTb B Ka4ecTBe 0COO0 3HAYMMOrO pennurno3Horo cybcrpaTa —
«Bepbl NpeaKoB» (Aradosa, 2015, c. 10). Mo BnevyatneHnsm H.M. MaTopuHa, pyko-
BOAMBLIErNO TeMaTUYeCKMY IKCNeANUMOHHBIMU MCCNEA0BAHUSMY B PErNOHE,
Ha pybexe 1920-1930-x, B paHHeCOBETCKMIA nepuof B [prBOMKbE U NprikaMbe
COXPaHANCS CNOXKHbBIN PENUTMO3HO-ObITOBOM NepenneT: «A3blYHMKM pasHbix
HaUMOHaNbHOCTEN, CTapoBepPbl BCEBO3MOXHbIX TOJIKOB, MPaBOCaBHbIe (TMxo-
HOBLIbl, OBHOBMEH LI, aBTOKehannCTbl), CEKTaHTbI CTapble 1 HOBblE (OT X/1bICTOB
[0 eBaHIeNnCToB), MycynbMaHe» (MaTopuH, 1929, . 5). PaboTbl B HanpaBneHnu
M3yyeHus ObITOBOM PENUTMO3HOCTI BHYTPY YyBallv BENMCh CUAAMU, MPpexae
BCEro, COTPYAHMKOB MECTHOTO Hay4HO-MCCNef0BaTeNbCKOrO MHCTUTYTA BO rMaBe
¢ C.C. KytawoBbiM. [MapannenbHo coCTaBnsNach <MHTepecHenwas ans nctopu-
KOB Penmnrimm KapTa YyBallCKMX KepemeTel AMPEKTOPOM YyBallCKOW Hay4YHOM
6nbnunotexn K.B. Inne» (MatopuH, 1934, c. 116). 06paboTkoit cObpaHHOro 1M
3HaYMTeNbHOro 0bbema flaHHbIX 3aHUMancsa CBsLeHHNK H.A. ApXaHrenscKui,
oopMmMB ero Kak MNpunoxeHune K apxeonormnyeckor kapte Yysauckoin ACCP,
coxpaHuBlieecs B HayuyHoM apxmBe YT IMH (Snne, ApxaHrensckuid, 1930).

B cTonb cneunduyecknx ycnoBusx gestenn MecTHoro otaenermns Cotosa
BOVIHCTBYHOWIMX 6E30OKHMKOB CTANKNBANNCH C 0CODBIMU CIIOKHOCTSMU B CBOEIA
paboTe, YTO NPUBOAMNMO K ee Manol achdEeKTUBHOCTMN 13-3a HEOBXOAMMOCTU
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BefeHus «bopbbbl» HAa HECKONBbKMX PENUTUO3HbIX «POHTaX» — NPOTUB XPUCTW-
aHCTBa, MYCYNbMAHCTBA, Pa3NMYHbIX MPOSIBNEHWIA CEKTAHTCTBA, a Takxe Tpa-
AMUMOHHbBIX HAPOAHbIX BEPOBaHWI, BbIPaXKaBLWVXCS, B YaCTHOCTY, B ObITOBaB-
WX B TO Bpems MOKNoHeHUsx 6ory KupemeTy!? B «CBsLLIEHHbIX pollax». B 3Tux
YCNOBMAX MMEHHO Ha KuHeMaTorpad, ¢ y4eTOM ero HapoAaHON NOMNYNSPHOCTY
1 «Marnmyeckoro» BO3AENCTBMS Ha AePEBEHCKYI0 ayanTOPUIO, lenanachk UCKIo-
4MTENbHas CTaBKa MapTUAHBIX aKTUBUCTOB M HaUMOHANbHON MHTENNUTEHLMN.
B yactHoCTH, B pesontoumn Nepsoro BcevyyBallCKOro KpaeBe44eCcKoro cbesaa,
npoxoauBLiero B Yebokcapax netom 1928 roaa, 3By4an xapakTepHblin Npu3bis
K 06BbeVIHEHWIO YCUNUIA MECTHbIX TMTepaToOpOB, KpaeBedoB, NponaraHanMCcToB
BOKPYT KMHemaTorpada Kak nepegoBoro CpefcTsa NpoaeTapckoro BOCMUTaHMS
TPYASLLMXCS MACC, Yepe3 YTO 3puUTeNb, «<0TbpackiBas penurno3Hoe M1MpoBo33pe-
HVie, CyeBepus, OTCTanble HpaBbl M 0bblYay, MPYBLIYKA U T. M., BOCMONHAET CBOE
MMPOCO3epLAHME XyLOKECTBEHHO-PEBOMOUMOHHbBIM MbIWAEHWEM O NPUPOAE
1 obuectse» (06LECTBO M3yYeHus HyBalckoro Kpas, 1929, c. 101).

PacnpocTpaHeHHor hopMol aHTpPenurio3Hoin 60pebbl B paHHECOBeT-
CKOe BpeMs CTano yHUYTOXeHNe 1 nepeocBoeHre 0b6psaoBbIX MPOCTPaHCTB,
BK/IKOYASA XPUCTUAHCKME XpaMbl U s3bldeckne ceaTuanila (Ko3nos, 2014, c. 26).
B 3TOM KOHTeKCTe cLeHapuii, 6a3npyrowmincs Ha peanbHoM UCTOPKK O BbipybKe
CaKpanbHOW POULM A5 PaCliMPEHMs KONXO3HOM NallHW, 0TBeYan Havbonee
3n1060AHEBHbIM 33/1a4aM COLMANMUCTUYECKOro NepeycTPoOMCTBa HyBallCKOM
AEePEBHN — NPOBEAEHNIO KONNEKTUBMU3ALMM U aHTUPENNTMO3HOW NponaraHabl.

iccnepoBaTenbckas paboTa C BM3YanbHbIMKU apxXMBaMu, UCXOAS 13 UX
Ka4yeCTBeHHOW 1 cofepaTensHo cneundunkm, npeanonaraeT UCnonb30BaHne
cneunanbHom Metofonoruu. MNMpn NOAroToBKe AaHHOW CTaTby HbIA NPUMEHEH
noaxoA «paclndpoBKM» KWHOUCTOYHMKA 1 NpeAcTaBneHns ero B popmate
KMHOTEKCTa. MOCKOobKY, BBUAY CNeUMdUKM HEMOTo KinHeMaTorpada, MTOroBbIM
dunbm «CBAlLEHHas polla» NpeacTaBnsn coboi nocneaoBaTenbHOCTb MUMPO8
1N Kaopos, TO NOAXOASLIMM KIOHOM K ero «NpOoYTEHMNIO» OKa3blBAETCs COMo-
CTaBNeHWe TEKCTOBOrO U BU3yanbHOro psga dunbma. JononHUTENbHO, ANs
NPOSICHEHMUS HEKOTOPbIX ClelnduIecKknx Aetanei, NPUCyTCTBYIOWMX B NoBe-
CTBOBaHUW, NpUBEYEeHbl MaTepuansl nccnegoBaTeneit. Tak, HuKe B TEKCTe Npu-
BOAMTCS M3N0XKEHWE coaepaHns TTpoBs (3AIJIABHBIMW BYKBAMI), kanpos
(06bIYHbBIM WPUDTOM) 1 COOTBETCTBYIOLLMX 3THOrPaUYECKNX KOMMEHTapreB
(kypcnBoM). [laHHaa aBTOpCKas BM3yalbHO-aHTPOMONOrnyecKas MeToamnKa
[2ET BO3MOXHOCTb PACCMOTPETh KaK BHELWHIOW CTPYKTYPY, TaK 1 BHYTpUKaa-
POBble HIOAHChI Pa3bVPaeMoi KUHOKOHCTPYKLMU 4151 POPMUPOBAHMS aHanu-
TUYeCKMX BbIBO/OB.

1% B ucTo4HMKax BCTpeyatoTcs Bapuaumnm: Kupemet, Kupemst, Kepemer.
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«CBSILEHHAS POLLA» KAK KUHOTEKCT
Tutp. CBALLEHHAA POLLA.

Tutp. NOAABAOWAA YACTb 3EMIN 11O MALLIHKO HE MCTTO/TB3YETCA. ..
OHA B BO/IbLLUEW CBOEV YACTW NMPOMAJAET B BU/E NO/YBLIFOHOB,
MONYKYCTAPHMKOB, MONY/IECOB. .. 3MOXA PAZBACHEHNA «POCCUIA-
CKVIX HEYIOBWI» ELLIE TO/IbKO HAYMHAETCA.

Kagpbl. MamsaTHUK: B.W. J/leHWH yKa3blBaeT pykon BAanb. Tpybbl 3aBO-
A0B. TpaHCHOPMaTOPHbIE YCTAHOBKM 1 CETH BbICOKOBOJIETHbIX MPOBOAOB
Ha KPYMHOWM 3NeKTPOCTaHLMN.

Kagpbl gepeBeHCKux yauLl. XXusble 1 X0351MCTBEHHbIE MOCTPOWKY Kpe-
CTbsiH. HaNMYHMKM C HaUMOHaNbHbBIMY y30pamMn. dNeKTpUYecKas 1amnoyKa
B n3be-4yuTanbHe.

TuTtp. 1926.

Kagpsbl. Pa3BopoT raseTsl Ha 4YyBaWCKOM A3biKe. [JeByWKa BCayx YnTaeT
razeTty «COMPOK>» («Konxo3HuK)». Monofsle Ntoamn BHUMaTeNbHO CAYLWatoT.

Tutp. CTAPO-CAPEEBCKWI KOMCOMO/1.
Kagpbl. Monofexs 3a YTEHWEM COBETCKON Npecchl B M3be-4ntanbHe.
TuTp. X CEKPETAPL (MBAH IBAHOBUY).

Kagp. Monopgoii cekpeTtapb noanunceiBaeT bymarn 3a paboynm CToN0oM,
Ha cTone — 6t0CT B.M. /leHnHa.

Kapp. Monogble ntofin neperoBapunsatoTcs.
Tutp. MPO HALLY POLLY MALLUVYT.

Kaap. CexpeTapb 0TBAeKaeTcs 0T paboThl, 06palllaeT BHYMaHVe Ha nepe-
CKa3blBaKOLLErO HOBOCTM 13 ra3eThl.

Tutp. AEPEBHA HE COTNACUTCA HA KOPYEBKY.
Kagp. Monogoi YenoBek obpallaeTcs K ceKpeTapio.
Tntp. A Tbl YTOBOPK!

Kaup‘ CereTapb KOMCOMOBCKOW SYelikm NnoAHMMaeTCA C MeCTa, BbICTY-
naer.

Tutp. WKANTYEMCA HA MAJTIO3EME/IBE, A 3EMJIA MO BOKOM, HE MCMO/Tb-
30BAHA. ..

Kagp. lMpogom«aeT geknammposaThb.

Tutp. POLLY A0 CTPALBI BEIKOPYEBATbL, 1 HBIHYE XXE 3ACEATD.

Kagp. KpynHbili MnaH BbICTyNatoLero cekpetaps.

Tutp. NOAHATL AEPEBHIO HA HOTW, KOJTXO3HWKOB B MEPBYHO MO/TOBY.
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[o daHHbIM [1.B. [leHucosa, 8 paHHecosemckul nepuod cpedu Yy8auicKo2o
HaceneHus, 8 MoM YUc/e U NPAsoCa8HO20, COXPAHSIUCH PE/ILRUO3HbIE 8EPOBAHUS
U 06ps10b1, OMHOCUBLIUECS K MPAOUYUOHHbIM NPUPOOHBIM KY/16MaM, 8 4aCMHOCMU,
«NPOSABASBLILECS 8 BUOE XHEPMBONPUHOWEHUU «C8IMbIM» UCMOYHUKAM, OMOe/lb-
HbIM Oepesbsim U poujam» ([erncos, 1972, ¢. 399).

Kagp. Cembs BO BOpe AOMa. HarpyxatoT CeHo B Tenery.

TuTp. NOBUT PABOTATb BACW/1b BACI/IEY, HO HA CEBSA, A HE HA TFOAEN,
KAK IYMAET OH MPO KO/TXO3HWKOB.

Kapp. Bacvns Bacuney npogomKaeT nepexnagbiBaTb CEHO.
Kanp. EroxeHa KynnH3 nomoraeT nepekuabiBaTb CEHO, FOBOPUT eMY.
Tutp. KOMCOMOJT KAK XOYET, A HAM POLLA 414 BBITOHA HYXXHA.

Kapp. Monogon 3anToYHbI KpecTbSHMH-Kynak TuMbaes paccKkasbiBaeT
NOXWIOMY 32XKUTOHYHOMY KPECTbSHUHY HOBOCTU O POLLE.

Tutp. TUMBAEB — BbIBLWA BAAAENEL, «CBALLEHHOW POLLM» N BbIB-
LY XO3AH KOSIXO3HOTO [IBOPA.

V138ecmHo, YmMo KaxOas C8IUEHHAs pouia MPaouyUOHHO UMENA C80€20
XPAHUMENs — «CMOMPUMeENs Kupememu» (Kupemems ndxaxkaH). B ero 0bs3aH-
HOCTW BXOAMNO HabMoeHne 3a COXPaHHOCTbI0 06PSA0BOro MecTa 1 cobntofe-
HUEM MPVHSTbIX COOBLLECTBOM NPaBW NOBEAEHWSt — 8 YACMHOCMU, 8 KUpememu
3anpewjanocs pybumes depeses, 86IKaLLUBAMSs MPABY U 8 UENOM OCYLYeCM8simb
xo3slcmeeHHy 0essmensHOCMb, He C8I3AHHYI C OMNPASAEHUEM PUMYAIos
([enwncos, 1959, c. 39).

Kagpbl. B ky3HuLe. Pa3pyBatoTcs Mexa, MO0 Ky3Hel, 0TbnBaeT Kocy.
Tutp. KY3HEL 1 YNEH MPABEHKA C.-X. APTE/TN.

Kagpbl. K Ky3Heuy npuxoauT roctb — Aryp Bacusb.

Tutp. ATYP BACW/1BY PAHBLUE 3AHVMAT OAHY AO/DKHOCTD — MACTYXA,
A TEMEPL ABE — NPEACE/IBCOBETA 1 BHOBb OPTAHN30BAHHOM C.-X.
APTENIN.

Kagp. Mpeacegatens cenbcoBeTa APYXeCcKy 300pOBaeTCs C Ky3HeLOoM
1 coobLaeT emy HOBOCTY.

TuTp. KOMCOMO/IbLIbl MPOTOKO/ KACATE/IbHO CBALLEHHOW POLLY
MPUHECN.

Kaap. MNoka3blBaeT AOKYMEHT Ky3Helly, TOT 6erno 3HaKOMUTCS C MPOTOKO-
/IOM 1 BbICKa3bIBaeT NpeanoxeHme.
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Tutp. O4OBPUTD... M TIPOBECTW B XXW3Hb.

Kaapel. PaHHee yTpo. Monoaol 4enosek, COTpYAHUK apTenw, pa3sellvBaeTt
00bsiBNIEHME O CO3bIBE CXOfA MO MOBOLY rON0COBaHYS O BblpyOKe poLLy.

Tutp. HA OBLLEE COBPAHME.
Kaapsbl. Cxof oiHOCENbYaH B lepeBHE. BbICTYNAET aKTUBUCT apTenu.

Tutp. OT 3TON «CBALEHHOW POLLM» OAHO 3BAHUE OCTANIOChE: HI
XBOPOCTY, HU CEHA. ..

Kagpebl. EanHonnyHmK Bacuns Bacunby roBopumT.
TuTp. TPABbI, KOHEYHO, B POLLIE YEPE3 ABA FOA HA TPETUIA KOCUM.
Kagpbl. KeHWMHbBI TpO3AT eMy Ky/akamu.

Kapp. CekpeTapb KOMCOMONBCKOM A4YENKN IMOLMOHANBHO aruTnpyeT
COOPaBLUIMXCS OfHOCENbYAH.

Tutp. ECIN ITY MNIOWALDL 3ACEATE K/IEBEPOM, TO MO IBA PABABTO[
KOCWUTb BYEM.

Kagp. My>41iHa, c Tenerw, 3anpshKeHHOM nolaabMu (Kynak), OTBEYaEeT emy.
Tutp. CAYLWA KOMCOMO/I.... OHW HAMOHOT.

Kagp. Komcomonel, rHeBHO 0TBeYaEeT ONMNOHEHTY.

Tutp. AJIMWEHUAM HE MECTO HA CXOJE.

Kapp. MNpeaceparens cenbCcoBeTa BbIKPUKMBAET BOMPOC.

Tutp. KTO 3A KOPYEBKY?

Kagpsbl. Cnasiive 3a CTONOM YHaCTHUKM NpaBneHus apTenu NogHnMatoT
PYKM. HECKONBKO MY>UYVMH 13 cpefbl COBPaBLUMXCS TOXe roNoCytoT 3a Kop-
YeBKy. YKeHLWMHbI CUAAT HEMOABMKHO, PYK He MOAHMMAIOT.

Kaap. KpecTbsiHe-KONXO3HUKM APY)KHO pa3bupatoT CBOU KOChI U OTNPaB-
NAOTCS Ha MOKOC.

Kaap. EanHonvnyHmk Bacunb Bacunsy ognHOKo 6peaeT B Nofe C KOCOW.
Kaap. ApTenbLinKm ApYXHO KOCST TpaBy B «CBSILLEHHOW» poLle.

Kagp. Bacvnb Bacunib4 KOCUT B OAMHO4YKY, TOMAET KOCY, YrPIOMO CaanTCs
Ha 3eMJ1t0, pacKypuBaeT TPYOKy.

Kagpsl. ApTenblKmM NPOACIHKAT APY)KHO KOCUTb TpaBy. Komcomonel,
VIBaH nopberaeT K AepeBsy, BLIKPUKMBAET.

Tutp. CAMV BUANTE, KAKAA 3AECH TPABA. OTAE/NIVIM OTAE/BHYHO AO/THO,
PACKOPYYEM. .. 3A KO/IXO30M EANHOINYHVKI MOTAHYTCA.
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Kagpbl. KONXO3HMKM KOPYYHOT POLLY: MYXXYMHbI PYOST AepeBbs 1 BbiKamsl-
BatOT KOPHMU, XKeHLMHbI OTTACKVBAOT CTBONbI.

Kagp. Komcomoney ViBaH 3aHOCUT TOMOP Ha rMaBHOe, camoe CTapoe
[epeBOo poLLn. HO Ky3HeL, OCTaHaBMBaeT ero.

TuTp. AEPEBO 3TO HE TPOHb. .. MHAYE KY/IAKU ChIMPAFOT HA HALLIEW
OWWBKE — WYM NOAHVMYT.

Kaap. Kynak TumbaeB nofCcMaTpMBAET 3a 3TOW CLEHOW.

Kagp. KONX03HVKK OCTaBASIOT CTapoe AepeBo B NOKOe, MPOLO/MKAKT KOP-
YEBKY.

[lo smHoepaguyeckum caudemessbCmaam, pouu, UCNo/Ib3yemsle 8 pesu-
2UO3HbIX Ye/1sX, Yy8aliu Ha3bI8A/IU KUPEMEMHbIMU, NOCKO/bKY 8epuUU, Ymo OHU
S8/1510MCS U3MO6NEHHBIMU MECMAMU 06UMAaHUs Kupemema: «8 CmapuHHbIX Kupe-
MEMuWax, pacnoiazaemslx 8 PoWax, MOXHo 6bi10 8UOEMb MAKYIO KAPMUHY:
cmonemHee 0epego cpedu Mo00bIX, Ha Hem bbi4esi 2071080, 1EHMOYKU, MOHEeMebl
8 MPEeUUHAX, y KOPHS COCYO C Kposbto, WKypa xxepmasl» (CanMuH, 2007, €. 562).

TuTp. BbIBLUN BOT KUPEM3IT. ..

Kanpbl cBATMAMLWIA B polle. Ha BeTKax — 3aBsA3aHHble MONOTHA TKaHeu.
B aynne gepeBa — NPUHOWEHNS 1 Yepern XepPTBEHHOTO )UBOTHOTO.

Tutp. MONTYHAT ELWE KOE-KAKUE JAPbI.

Kaap. MogHoWweHusa y CBATUAMLLA — NUPOTW, KYpUHbIE fiilia, Nenewkw,
Kalla B MWCKe, Yaid B HYalHW1Ke, MONOTEHLE C BbILWNTbIM OPHAMEHTOM.

Ka,qp. MNoxunnas XEHLWWHa B pUTYyaTbHOM benom opedaHnn. My)KL{I/IHbI N KeH-
UWHbI B Hesbix ofexnax, ydacreyroue B peﬂI/II'I/IO3HOVI LepeMoHnn.

Tutp. EWE HE YMEP/1O MOKOJIEHWE, KOTOPOE BEPUT B CW/TY BOTA
KMPEMITA.

Kagp. Y4acTH1KM 0bpsiga MOASTCS y CTaporo fepesa.

CoomeemcmeeHHble onucaHus 06ps008eix MoaeHul Yysatuell, NocesuieH-
Helx Kupememy, npugodsimcesi A.K. CanmuHsim: «Monensujuxk u npucymemeyroujue
ONYCKaOMCs Ha KoJeHU, bepym wanku nOOMbIWKU U 06pawarom ceou 830pbl
Ha MaKywKy 0epesa. B amo 8pems 0HU NOHOCMbI0 OMpPeweHsl 0m 6ce20 NOCMo-
POHHE20, HU C KEM He pa3zosapusarom u He oenadsisaromcs» (CanmuH, 2010,
c. 161).
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Puc. 2. Kadp u3 ¢unsma «CesujeHHas powa»t

Tutp. BBIMUPAIO CTAPOE... APAX/IOE. ..
Kapgp. Ctapoe fepeBo, pa3duToe MOHKEN.
Tutp. KPEM/10 HOBOE. .. BOAPOE.

Kaupm npas3gHrKa: MaCCoBble XOPOBO/bl, MOABVXHbIE UTDbI. .. Ha oaHoMm

M3 3TanoB UTpbl — CeKpeTapb KOMCOMO/bCKOM sueliku VBaH 3afjaer «nNou-
MaHHOMY» OiHOCeIbYaHHY BOMPOC.

Tutp. KTO MPOTNB KOIXO3A?

Kaapbl. MON0AON KONXO3HMK, KOTOPOMY Bbifan BOMPOC, OTBEYaET.

1 CTOYHVIK 1306 paxerms: HyBallCKMi HaUMOHanbHbI My3eid. . YKM K[ 2172/21.
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Tutp. KYTAK TUMBAEB.

Kagp. TmbaeB HaCTOPOXEHHO HabMtoAAEeT 3a NPOUCXOAALLMM Yepes
3abop.

Tutp. CTAPUK TIMMBAEB.

Kapp. CTapuk HeloBepYnBO HabMoAAEeT 3@ MPOUCXOAALLMM U3 OKHA.
Tntp. YPAOHNK AHIAEB.

Kanpbl AepeBeHcKoro npasaHuKa.

Kak ommeyan K.B. ane, 00HOU U3 3HAYUMbIX TUHUL udeo102u4ecKoll
pabomesl HogoU 81aCMU 8 DepegHe bbl10 NepecmpoeHue MpaduyUOHHbIX HAPOO-
HbIX NPA30HUKO8 Ha cogemcKull a0, 8 YACMHOCMU, NPA30HUK 8ECEHHE20 CE8a
Akamydd 6611 mpaHcghopmuposaH 8 KpacHell Akamyt, npednosiaeaswud, Ymo
«MaCCo8as NOAUMUKO-80CNUMAMensHAs paboma 00/MKHA COYeMameCs C MACCo-
8bIMU Y8eCeneHUAMU (KapHABAsbl, Xopo8oosl, beaa, Uzpsl, MAaHel U NASICKU, KaYenu
U Kapycenu, 8bICmMynieHusi CaMoOessMesTbHbIX KPYXKO8, (U3KY/MbMYPHbIX 2pynn,
0eMOHCMpayus KUHOKapmuH u m. 0.)» (3nne, 1935, c. 44).

Kappsl. [lBoe Monopbix nogei pyosT rnasHoe gepeBo CBsLEHHON POLLY.
OnWH 13 HUX, Kynak Tumbaes, CNy4aliHO POHSET CBEPTOK — YUKY —
Ha MecTe pybKu.

Kagpbl. Ha o4epeHOM iepeBeHCKOM CXOAE KEHLLMHA TOBOPUT.

Tutp. KAK TTOBA/TNI KOMCOMO/1bI CBALLEHHOE AEPEBO... BBINIETE/
OTTYAA KMPEM3T HA BE/TOM KOHE. .. I KPUKHY/T MHE. ..

Kapp. eHuwmHa npogomKaeT paccKas.

TuTp. MPOLLAM, MATPEHYLLIKA! NEYY, TOBOPUT, B 3AMOPCKME KPAS.
3[ECH, FTOBOPUT, MHE MOYETA HET.

Kagpbl. Moxunble )eHWMHbI cnywatoT. [pyras )eHLHa roBOpUT.

Tutp. PYCCKOMY BOT'Y HE MO/TVCb. TEMEPB 1 HYYBALLUCKOIO BbIFTOHAROT.
Kapp. XeHwwmHa npogosmxaert.

Tutp. C KOMCOMO/IOM 1 KO/TXO30M JOBPA HE HAXMBELLb. ..

Kappbl. XXeHWrHbl HeroayoT. Kynaku NoAcnywmBatoT. [oxmMnas )eHwmHa
rOBOpUT.

Tutp. HAMTYCTUT TEMEPb KMPEM3T MOP HA APTE/TBHYHO CKOTUHY.

[puHsmo cyumame, ymo Kupemem, 6yOy4u 0OHUM U3 UEHMPA/bHbIX
60XKECma 8 4y8auwiCKOM NAHMEOHE, «0/IUYeMBOpPSsI/ 3/10e HA4as0 U NPOMUBOCMOs/
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2nasHomy 0o6pomy 6ozy Typd — NOKPOBUMENIO U 3AUUMHUKY 1100el», U NOMOoMy
0067100071 8 NPEACMABAEHUSIX BEPYIOLUX 8E1UKOU 8pe0OHOCHOU U0, HANPAB/S-
emoll Ha HaHeceHue nopyu 06ud4uKy (BosmHa, 2002, . 41).

Kagp. 3aroH gng ckoTa. Myx4uHbl BbIBOAAT 3aNpsXKeHHble NoWwagbMu
YNPSUKKM Ha paboTy B nosne. Mprbexaslune )eHLLVHbI Pa3BopaynBaioT UX.

Kagp. Monogol coTpyaHnK bexxmnT Yyepes BClO AepeBHIO B apTenbs. Coob-
LaeT NpefcefaTento O CNy4YMBLIEMCS.

Tutp. KTO-TO HOYbIO CPYBWNT CBAWEHHOE AEPEBO... XXEHLWMHbI
O310B/1EHbI. PABVPAIOT TOWAZEWN.

Kagp. MNpencenatens faeT pacnopsiKeHvie MONOAOMY COTPYLHUKY apTenu.
TuTp. COBEPV SKCTPEHHOE COBPAHVIE.

Kappel. CensiHe coburpatoTcs Ha odepefHow cxof. [peaceaatens HauvHaeT
BbICTYMNEHNE.

Tutp. HALLW KONXO3HWUBI HALEJA TAYTOCTb. ..

Kapp. Komcomorneu ViBaH nuLeT CTeHorpammy Cxoaa.

Tutp. YTOBbI 3AKOHYMTb K CTPALE, HALO HEMEANEHHO BbIEXATH HA
MALLHKO. TAK TTOCTAHOBWAO MPABUTENBCTBO.

Kagpbl. Mpeacefatent apTenu AeMOHCTpUPYeT Bymary ¢ [oCcTaHOBNEHNEM.
Kynaku v eGMHOANYHUKM NPe3PUTENBHO CMOTPSAT Ha Hero. AnnHHbI psj
MOMYALWMX KeHLWNH. OLNH 13 KPECTbSH BCTAET U FOBOPUT.

Tutp. KOPYEBA/IN YOAPHO, 3AKOHYMAW B CPOK. A TTAXATb HA BY/Y-
wmmnroa?

Kagpbl. BonHyetca Hapog Ha cxofe. OavH BbIKPUKMBAET.

Tutp. OA NTFOHBTE Bbl HA 3TO CBALLEHHOE AEPEBO, BCE PABHO [0
CTPAbBI HE YCMETb BCMAXATb.

Kagpbl. Y4aCTHUKN cxofa cnopaT.

TuTp. KTO 3A BbIE3/ HA MALLHKO?

Kappbl. Komcomonel, MiBaH BefeT NoACHET rofloCoB. XeHWnHbl CHasT,
He NoAHMMasn PYK.

Kappbl. Monogon KysHe, B pa3gyMbsx 6pogmT no nonto.

Tutp. JAAYT NOMOLLb B COBXO3E WV HET?

Kagpbl. Mpeacenatens apTenn yrpoMo NPpUXOANT B OMYyCTEBLNIA 3aroH AN

CKOTa. Bapyr BMaMT BAANW BCagHMKOB Ha nowaasx. Ha oaHoln ns noua-
Aei — MOMOAON Ky3Hell, OH TOBOPUT.
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Tutp. TPAKTOP XOTE/1 AATb COBXO3, JA B IPYTOM KO/IXO3E PABOTAET.
Kaapsbl. Bce 6onblie BCaAHMKOB Ha N0LLIAASX Chbe3KaETCA K apTenu.
Tutp. 3A COBXO3CKMUW ABUHYNNCH C HOYHOTO KO/TXO3HBbIE.

Kagpel. [lepeBeHckume xuTenun BoiberatoT 13 AoMOB, 0byBatoTCs. Kynaku
W eNHONMYHMKI HabtoAatoT 3a NPOVCXOAALLMM. KpecTbsiHe BHOBb BbIBO-
AAT CBOM YNPSHKKM B NONe Ha obliee feno.

Tutp. MPOBYANACH AEPEBHA. ..

Puc. 3. Kagp u3 punbma «CBsLeHHas polya»'?

Kapp. Bacvnb Bacunby NpUxXoAWT B NpaBaeHne apTenm, roBopuT.

TuTp. SAMNCBIBAK 11 HAC B APTE/1b, ATYP BACW/THH.

Kappbl BbIHOCA C MOAsi CPYONEHHOIO MaBHOMO AepeBa CBALWEHHOM POLLY.
Ky3Hel, HaxoauT Ha MecTe pyoKM AOKYMEHT — YAMKY (pacnucKy Ha UMs
Kynaka Tumbaesa).

Kagp. Tnmbaes npobyeT BbipBaTh YIMKY 1 bexaTb, HO COexaBLUMecs Ha 308
Ky3HeLa 4NeHbl apTenu CKpy4MBatoT ero.

Kagp. Bocnonb3oBaBWUCh CUTyauMen, Apyroi eAVHOANYHUK-KyNaK Noa-
XOANT K CeKpeTapto Komcomona ViBaHy VIBaHOBUWYY, pybsilemMy ocTaTku
AepeBbes B polye. CnpalmBaer.

Tutp. PYBULLIB?

2 ACTOYHVIK 1306 paxermns: HyBallCKMii HaUMOHanbHbIA My3eid. . YKM KI12172/35.
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Kaap. YBepeHHbI OTBET cekpeTapst KOMCOMONbCKOW AHEKN.
Tutp. MIEBAN 9 HA BALE IEPEBO.

Kaapbl MECTHbBIX 32XKUTOYHbIX KPECTbSIH, BbIKPUKMBAIOLLYVIX 113 OKOH.
TuTp. BEM ErO!

Kappbl. 13 136 BbiberatoT Monoable My»UMHbI U KEHLLMHDI.

Tutp. BBHOT! KOMCOMO/IbLA! BAHIO!

Kaap. *Xutenu 6eryT no aepeBeHcKon ynuLe.

Kaapebl. 3a lepeBHeii: B OKPYXEHUM NtOAei Ha 3emme NEeXUT YOUTbI cexpe-
Tapb KOMCOMO/bCKON sivelkn. MNprbexasline ofjHoceNbYaHe 3aMnpatoT,
Habntoaas KapTUHY CNYYMBLIENCS Tpareaunu. XeHLWMHbI NNavyT.

Pasymeemcs, pyoKa C8ILWEHHbIX 0epe8bEs S8/15/1aCt CMPOXALLIUM Maby —
CYUMAnoCcs, YmMo Mom, Kmo Cpyoum KupememHoe 0peso, Hasae4em cMepmesis-
HYKO KApy HE MOJIbKO Ha cebsi NEPCOHAIbHO, HO U HA C80U CKOM, CEMbIO U POO
(Munbrosmy, 1906, c. 51).

Kagp. Monofoi apTenblUiMK OCyxaatolLe CrpallvBaeT.

Tntp. 3AHTO?

Kapp. CTapuKmn BOpY/IMBO OTBEYALOT.

Tutp. BONBHO YAAPUCTBIV CTAN. .. PYBUT, YTO HE HEAO.

Kapp. Monopoi apTenbuimk, yKasbiBas Ha Kynaka TvimbaeBa, OTBeYaeT.
Tutp. BPAT PYBUT!

Kaapsbl. [peactaBuTeni 3axnMToOYHOW YaCcT MeCTHOro cooblecTsa 60s3-
NIMBO CKPbIBAKOTCS C MeCTa COObLITUINA.

Kaap kpuyatlei MoNoaoMn XeHLMHbI.

Tutp. MPUKNABIBAKOTCA BEPYHOLLIMMIW, A CAMIU PYBAT.
Kagp. [ipyras geBylwKa NOAAEPKMBAET ee.

TuTp. BbIFTHATD X 13 AEPEBHN!

Kagpbl 3MOLMOHaNbHbIX BBIKPYKOB MOMOAbLIX HEHLLMH.
Tutp. KYTAUKOE OTPO/AbE!

Ka,qpr Hpe,D,CTaBI/lTeﬂl/l 3KMTOYHOW YacTu MECTHOIO COO6U.L€CTBa 60s3-
NINBO 3aKPbIBatOT ABEPU, OKHa M 3aHaBeCKM B CBOMX AOMaX.

Kapp. BonHyeTcs H1MBa CO3PEBLLMX KOMOChEB.
TuTp. HA MECTE TAK HA3BIBAEMOW «CBALLEHHOW POLLW».

Kapp. HeckonbKo ynpsikek, 3anpskeHHbIX oladbMy, BaxnsatoT nosne.

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 184 THE ART AND SCIENCE OF TELEVISION



Tutp. 3APABOTAJIA CTAPO-CAPEEBCKAA APTE/Ib.

Kanpbl. ADTeNbLLVIKM CPe3atoT CO3PEBLIVE KONOChS 3/1aK0B, BSHKYT B CHOMbI,
YKI1aAbIBAIOT B KOMHbI. [laHopama nosns ¢ MHOXECTBOM KOMEH.

3AKNHOYEHUE

Kak BMAHO M3 KMHOTEKCTa, «CBAlleHHas polla» oKa3anacb NapuTeTHoO
MPOHWKHYTa NVHUAMY NAapPTUMHOCTY U HapOAHOCTU. B cLeHax dunbMa, BU3Y-
anV3MPOBaBLWMX PENNTMO3HYIO CIOXKETUKY, NOAPOOHO 4EMOHCTPUPOBANNCH
AeTanu Kynbta: yCTPOMCTBO CBATUAMLLA, MPVIMEPbl NOAHOLLEHWI, 06psa Mone-
HMS. A 3Tanbl BbIPYOKM CBSALLEHHON POLWM CTanu ONOPHBIMU CTYNEHAMU KUHO-
MOBECTBOBaHMSA. TeM caMbIM, NpodaHHas (ObIToBas) No COAePIHaHUio UCTOPHS
0 KOMNeKTMBM3aLMM NOCNe0BaTENbHO NOAHVIMaNach Ha CakpanbHbI (penunru-
03Hbl1) ypoBeHb. Cyas MO apxXMBHbLIM CBUAETENLCTBAM, PEXMCCEPCKUM KPeao
.C. MakcumoBa-KOLWKMHCKOrO Bbina Kak pa3 aKpaHW3aLus CIKeTOB Haluo-
HanbHbIX MO hOpMe, U COLMANUCTUHECKMX MO COAePaHuIo. He cnydainHo emy
YA,2n0Ch BbIPa3nTb Ha 3KpaHe TOHKYIO ApaMaTypriito, OTPasmBLLYI0 CUHKPETM3M
00pa30B CTaporo v HOBOTO, — BM3YyanbHO apTUKYANMPOBATh (@HTU)penmrimo3Hblii
KOH(AWKT, OyA0PaxMBLUVIA MUPOBO33pEHME HaceneHs HyBallCKo COBETCKOA
pecnybanKn, 1 BbI3bIBaBLUMIA COOTBETCTBEHHbIV IMOLMOHANbHbIA PE3OHAHC
B Cpefie MECTHOW 3pUTENbCKOV ayanTOpUN.

B cozparun unbma b6 3a4eMCTBOBaHbI HE TOMbKO Beayllme TBopYe-
CKMe cunbl «HyBaLLKMHOY, BKOYas akTpucy TaHu KOH® (ponb KynmHa) v pexic-
cepa W.C. MakcrmMoBa-KoWwK1HCKOro (ponb Bacunb Bacunbya), HO 1 MpocTble
xuTenn a. CapeeBo AapuHckoro parioHa. OCHOBHOe feicTBMe HbIN0 CHATO
B peasibHbIX CENbCKUX SKCTEPbEPAX M UHTEPbEPaX, C YaCTUYHOM AOCTPOMKOM ABYX
naBWIbOHOB — «M36a cepeaHsika Bacunb Bacunbya» 1 «Ky3Huupl» (MakcuMos-
KowkuHcKniz, Ynctsakos, 1930). B 3TOM CMbIC/ie MOCTaHOBKY MOXHO OXapaKTepu-
30BaTb KaK JOCTOBEPHYIO PEKOHCTPYKLMIO U XO39CTBEHHO-ObITOBOW, 1 PENUTU-
03HO-0bPSAL0BOW CTOPOH HAPOJHOW XI3HN. B LOKyMeHTanbHbIx 06CTOATENbCTBAX
DUryprpoBan xyooXKeCTBEHHbIN repoil — KoMcoMoneLl, MiBaH B UCNONHEHUHN
C. HukuTurHa. Ero obpa3s BnonHe oTseYvan napameTpam KOHCTPyVpOBaBLIerocs
B COBETCKOM KMHO apxeTuna «yenosekobora» (Stepanova, 2020, p. 124). BeicTynas

B TaTbsiHa CTenaHoBHa MakcumoBa-KolwknHcKas (B feBuyecTBe bypalHuKoBa), TBOpYe-
CKuIA nceBpoHMM TaHwu HOH (1903-1977) — akTpuca TeaTpa 1 KunHo, cynpyra W.C. MakcrmoBa-
KOLKMHCKOTrO.

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 185 THE ART AND SCIENCE OF TELEVISION



OCHOBHbIM NMPOBOAHMKOM KOMNEKTUBM3ALMY, OH OPOCan BbI3OB APEBHUM AyxaM,
1 ero Tparmyeckas rmbenb ctana KynbMUHALUMOHHOW TOYKOM ApaMaTypruye-
CKOW NVHWW, 3aCTaBWB OHOCENbYaH «MOBEPUTH» B HOBbIN MyTb XO35ICTBOBA-
HUA. A 3DDEKTHBI MOHTAX UHANBHOM CLUEHbI KyNETUBUPOBAaHMUS 3eMU KO-
NeKTUBHbIM TPYAOM NMOAHMMaN KUHOMOBECTBOBAHNVE Ha YPOBEHb «UbMa Kak
penurum»,

XapaKTepHO, Y4TO CIOXKeTbl O YyBaLUCKOW Bepe Monyuunu oTparxeHune
1 B APYrUX, HbIHE yTpa4yeHHbIX BunbMax CTyanu «HyBalKUHO», MOCTaBAEHHbIX
M.C. MakcMOBbIM-KOWKMHCKIM. T1p1 3TOM, HECMOTPS Ha CyLeCTBOBaBLW WA
aednumnT 6roaKeTa NPOEKTOB CTYAMM, Ha PEKOHCTPYKLMIO PENNTMO3HBIX 00PAA0B
PECYpChbl HE 3KOHOMUANCE. Hanpumep, Cyas No CUeHapUio 1 CMETHOM AOKyMeH-
Tauuu, ang dunsma «Cap-Nura» (QKeHuwmHa») bbina CHATa CLeHa KepTBONPUHO-
WweHns, NoTpeboBaBLIas NprBReYeHNs BreYaTnstoelr MaccoBkM: «400 Yenopek
B3pOC/bIX N0 60 K. B A€Hb, 70 ManbYnKoB No 25 Kom. B AeHb, 30 noasoa no 1 pyo.
B feHb» (YyBalCKnii pecnybnvKkaHCKuii TPeCT Mo KMHOMUKALMY U YN paBReHNIo
KMHoMOoTOCETHIO «HyBallKMHO», 1927). B CBOIO o4epeab, NoKa3biBaeMoe arpec-
CMBHOE BO3[ENCTBMNE aKTUBUCTOB MECTHbIX COBETOB Ha 0b0XecTBAseMble 00b-
€KTbl BU3yanu3npoBano 31060AHEBHYIO aHTUPEAUTMO3HYIO0 MOBECTKY, MIMeB-
LWYtO Lenblo, C OA4HON CTOPOHBI, MOLOPBATL BEPY B KapaTenbHYO CUY APeBHYX
BOXKeECTB 1 AyXOB, C APYroi — 3aCNy)KUTb qUasi-pennr1Mo3Hoe yBaxeHe Hapoaa
K HOBOW BNacTu. B 3To NpoeKUmm KNHOAENCTBO «CBALLEHHOW POLLM», COEANHSB-
ee CTapuMHHble U HOoBelW e 0bpsafbl, OTPa3nno poxaeHne B AyXOBHOM Mnone
YyBalumu ovepeaHO BapnaLnm «CUHKPETU3Ma» — JOXPUCTUAHCKUX PENUMn-
03HbIX BEPOBaHWI 1 BEPbI B KOMMYHW3M. [TpuMeyaTensHo, YTo cyrybo aHTupe-
NWUTVO3Has NponaraHaa, NPOBOAMMAs B 3TO xe BpeMs fesTensamu Coto3a BOWH-
CTBYIOWMX 6E300XKHMKOB, He BCTpeyana NnoHWMaH1s v OTKVKa B HaLMOHa bHOM
coobulecTre, Havbonee cyeBepHOl 4acTbio KOTOPOrO OCTaBANMCh XKEHWLMHbI.

TBOPYeCTBO «HyBaLIKMHO», BOMNOTUBLIEECSH B CEPUU JOKYMEHTANbHbIX
N XyAOXKECTBEHHbIX KapTUH, IBASETCS SPKUM (DEHOMEHOM HalUMOHaNbHOro K1He-
mMaTorpada. PaboTbl MECTHOW CTyAMM CTanu Np1MMepoM 06pasHOro No3nLUmo-
HMPOBaAHMS 3THOKYNLTYPHOTO COOBILECTBa, OTPaXaBlW MM BHYTPEHHEee BMe-
HMe CBSA3el NCTOPUYECKMX TPAAMLMIA U TeKyLlehn CoBeTM3aLUmMm — A5 CBOEN
1 A15 06LEeCO3HOW 3pUTENbCKON ayanTopum. K 0COBEHHOCTSM HauMoHab-
HOro 06MMKa YyBaWCKOro KMHO CNefyeT OTHeCTU nocaefoBaTenbHoe Npo-
ABWKEHME CBOUX TeM 1 COBCTBEHHBIX MPOdeccnoHanbHbIx Kaapos. Mo cauae-
TenscTBy B. Koponesuya, kaxablid nnaH aktpucsl T. FOH CHMMancs He MeHee
4-8 pas, Ucxoas 13 YCTaHOBKM, YTO «OHa — 3Be3aa» (Koponesuy, 19273, c. 26).

¥ «dunbM Kak penvirus» (film as religion) — Tepmun T. Uirna (Representing Religion in Film, 2002,
p.4).
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Mo cnpasenneomy 3amedanuto A.l. CAOPOBOMN, HECMOTPS HA OPUEHTALMIO
Ha 06LLeCco3HbIe KNHOCTAHAAPThI, KMHOMOCTAHOBKM «YyBalUKUHO» UMENN OTAN-
YMTeNbHble YepTbl: C OAHON CTOPOHbI — (haKTOrpatUYHOCTL B OTOOPaKEH N
HaLMOHaNbHOTO BbiTa U PeNUrMo3HbIX 06PSAOB, a C PYroi CTOPOHbLI — POMaH-
TUYeckoe n30bpaxeHne PeBONLMOHHbLIX Npeobpa3oBaHuii (Cuaoposa, 1975,
c. 58). CornacHo apx1BHbIM JOKyMEHTaM, ABe TPETW OT 0OLLEro Yncna KNHo3pu-
Tenel B pecnybnnKaHCcKoM nNpokaTte KoHua 1920-x cMOTpenut UMEeHHO MeCTHble
KMHOKapTWHbI (Epemees, 1931) — cnefoBaTenbHo, TpAHCAMPYeMble B HaLMOHa b-
HOW KMHOCETU YyBaLICKMe hrnbMbl, BKOYas «CBALLEHHYHO POLLY», MONb30BaNMCh
WWPOKON — HapOAHOW — MOMNYNSPHOCTbLIO.

B TpaguLMOHHbIX BEPOBaHMSAX HEMPaBWIbHOE NMOBEAEHNE MO OTHOWEHMIO
K «CBALLEHHON polle» Bcerfa yBsA3biBanoch ¢ 6efamu, HacblnaembiMU XepTBO-
noburBbiM 6orom KrpemeToMm. Tak, B pacCMOTPEHHOM hubMe ©kepTBOW» nan
MOJIOAOV KOMCOMOTeL, ONMLETBOPSBLMIA HOBOTO repost — npeacTaBuTens
PEBOIOLMOHHON BAacTy. [prMedaTensHo, 4TO N0 CTEYEHMI0 06CTOATENbCTB 3Ta
dKpaHHas BblpybKa KMpemeTn cTana U NocnefHein caMmocToaTeNbHON paboTow
cTyavu. B utone 1930 roaa, Kak pa3 B nepvof paboTbl Hag dunsMom «CesleH-
Has pola», TPecT «HyBalKMHO» OblN BeJOMCTBEHHO NMKBUAMPOBAH, v 1 anpens
1931 rofia ero akTKBbI ObINW NepefaHbl B permoHanbHoe oTaeneHe obuecons-
HOW CTPYKTYpPbl «<BOCTOKKMHO». A B KOHLe 1930-Xx OCHOBHOM hoHA KMHOPaboT
«HyBaWKNHO» ObIN YHUYTOXEH. He pagy)Has cyabba nocTurna n OCHOBHbIX CTY-
AMAHBIX NOABWKHMKOB — B 1937 roay pexunccep M.C. MakcMoB-KOWKMHCKNIA
n akTpuca T. KOH bbinv penpeccrpoBaHbl No chabprkoBaHHOMY 0OBUHEHWIO
B «HauuoHanusme» (HOH, 2021).

PaccMoTpeHme nprmepa «CBALLEHHOM POLLM» AaET BO3MOXHOCTb OLEHUTb
camonpe3eHTaLyIo YyBallCKON aBTOHOMMM B 3HAKOBbIV TPaHCHOPMaLVOHHbIA
nepuog. lNepcnekT1BON 3asBAEHHOTO NCCNEA0BAHNA ABNFETCS U3yYEHNE KONo-
PUTHBIX HAUMOHANBHbIX MPaKTUK KMHEMaTorpaduyecKkoro «Co-KOHCTpynpoBa-
H¥s coBeTcKoCTW» (Damiens, 2024, p. 13), KOTOPbIE BbIPA3UANCh B PA3HONNKOM
Hacneaumn — cBoeobpasHOM KrnHoaTnace MHOFOHAPOAHOMO M NOAVKOHbeccH-
oHanbHoro Coto3a CCP. Co3aaHHble ycunusamm pecnybamnKaHcKnx CTyania, 3tu
KNHOKaPTUHbI ABASIOTCH EMKNMMU BU3YaNbHbIMU NCTOYHUKAMMN A5 N3YYEeHUS
B LWUMPOKOM CMeKTPpe ryMaHUTapHbIX 4UCUMNAMH, @ anpobrpoBaHHble B HUX
METOfAbI MOTYT MHCMMPUPOBaTb COBPEMEHHbIE BU3YyanbHO-3THOrpaduyeckme
onbIThl (Golovnev, Golovneva, 2021, p. 279). Mpn YyTKOM MCCNeA0BaTENbCKOM
NoAxofe CTaHOBUTCS BO3MOXHOW U «aellndpoBKa» 0COObIX HaLMOHaNbHbIX
KMHOA3bBIKOB, MOCPEACTBOM KOTOPbIX U3 UCTOPUM B COBPEMEHHOCTb TPAHC/IN-
POBaHbI He TObKO HI0AHChl HAPOAHOMO BbiTa, HO U CaKpabHble PeNUTrMO3Hble
NOCNAHNA.
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Abstract. This study provides a systematic analysis of the developmental
constraints facing the Russian film industry as an independent economic
sector. An empirical analysis of data from 2004 to 2024 identifies a serious
problem: the domestic film market is incapable of ensuring the industry’s
self-sufficiency under its current parameters and financing and monetization
models. For the industry to achieve sustainability, it would require an
audience of 500 million people and 35-40 thousand screens; in 2024,
Russia’s market reached only 125 million people and 6 thousand screens.
This imbalance creates an audience “cannibalization” effect, whereby the
overproduction of national films (up to 300 or more annually) in a limited
market leads to excessive competition of project, depressing average
attendance and box office performance indicators.

This article proposes a multi-faceted approach to overcome these
constraints, including: creating investment portfolios to diversify risk
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between the state and private investors; implementing artificial intelligence
systems for box office forecasting and release strategy optimization; and
developing cross-platform franchises within the creative industries to
enable multiple monetization cycles. Modeling indicates that with a project
forecasting accuracy of 90-95 %, stable industry profitability is achievable.
The research addresses a critical methodological gap in cinema economics
by proposing a systematic framework for managing film project portfolios
within the unique conditions of the Russian market.
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audience cannibalization, artificial intelligence in film production, portfolio
investment, cross-platform franchises, box office forecasting, government
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Poccrinckmin knHematorpao:
npefenbl pocTa 1 HarnpasieHns
Pa3BUTIA

AHHOTauma. HacTosllee NCCnefoBaHve NnocBALEeHO CUCTEMHOMY aHa-
NN3Y OrpaHVyeHnii pa3BUTUS POCCUIICKOTO KMHeMaTorpada Kak camo-
CTOATENbHOW IKOHOMUYECKOW OTPaCAU. IMAUPUYECKU aHann3 faHHbIX
3a 2004-2024 roabl BbISBASET NPObAEMY: NOKANbHbIN KUHOPBIHOK He Cro-
cobeH obecneynTb NOAHYIO CaMOOKYNaeMoCTb MHAYCTPUM NpU coxpa-
HEeHUM TeKyLiMX MapaMeTpPOB ¥ CYLLeCTBYIOWMX Mofenel (hrHaHCpoBa-
HUS 1 MOHeTM3aumn. [ns yCcTo4mMBOro MYHKUMOHUPOBAHNS VHAYCTPUM
Ha TeKyLWMx NpuHLUMNax Heobxoamma 3puTenbcKas ayantopus 8 500 MAH
4enoBek 1 35-40 TbIC. 3KpaHOB NpoKata, Torga Kax B 2024 rofly 3Tu noka-
3aTenv B Poccum cocTaBunu He bonee 125 MAH Ye0BEK U 6 ThIC. 3KPaHOB.
TakoW parcbanaHc co3gaeT yCnoBusa ans «kaHHWbanusaumm» ayantopun,
Koraa yBenu4eHmne KonmyecTsa HalMoHanbHbIX KapTuH (go 300 1 bonee)
Np¥ COXpaHEeHW OrpaHNYeHHON eMKOCTU PbiHKa MPUBOAWT K M30bITOYHOM
KOHKYPEHL MM NPOEKTOB, CHIMKAA CPefHME MOKasaTenn nocewaemMocTm
1 KaccoBbIX COOPOB.

B cTaTbe npefnaratoTcs cpefcTBa NpeofoneHns orpaHnyeHnii: cosfaHne
MHBECTULMOHHbIX NopTdene ans avBepcudrKalmm puckos rocyaap-
CTBa 1 MHBECTOPOB, BHEPEHME CUCTEM UCKYCCTBEHHOTO MHTENNEKTa 414
NpOrHO31MpPOBaHWs NpoKaTa, NporpamM oNTMmU3aummn rpadrkos Beixoda
1 NPeACTaBNEHHOCTN B KMHOTeaTpaabHOW CeTu, pasBuTmne Kpoccnnat-
bopMeHHbIX PPaHLLIN3 B KpeaTWBHbIX OTPACASAX 19 MHOTOKPaTHON MOHe-
Tr3aummn. Pe3ynsTaTbl MOAENVPOBAHNS MOKA3bIBaOT, YTO MPY TOYHOCTYH
NPOrHO3MPOBaHNS MPOEKTOB Ha ypoBHe 90-95 % MOXKHO 0becneynTs CTa-
BUbHYI0 OKYMaeMoCTb oTpacnu. ViccnefoBaHue 3aKpbiBaeT METOLONOT -
YecKuii Npoben B 3KOHOMUKE KMHO, CBA3aHHBbIN C OTCYTCTBMEM CUCTEMHOTO
noaxofda K ynpasneHunto noptdenem KMHONPOEKTOB B YCOBUSX SI0Kab-
HOrO PbIHKa.

KntoyeBble cnoBa: pOCCUIACKMI KHemaTorpad, npefensl pocTa, eMKOCTb
KMHOPbIHKA, KaHHWbanM3aumMs ayauToOpumn, MCKYCCTBEHHbBIN MHTENNeKT
B KMHO, NOpTheNnbHoe MHBECTUPOBaHWE, KpoCcCnNaT@opmMeHHble dpaH-
WK3bl, MPOrHO3MPOBAHYIE KAaCCOBbIX COOPOB, rOCYAAPCTBEHHAS MOAAEPHKKA
KMHO, 3KOHOMMKA KMHemaTorpada
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INTRODUCTION

This study examines the objective limitations to the extensive development
of the Russian film industry as an independent economic sector. It identifies
a fundamental contradiction between the limited size of the domestic movie
market and the industry’s expectation that sustainable growth can be achieved
solely through increased state funding. The target of this research is limited to
the Russian theatrical film market. The data used excludes the distribution of
foreign-produced films, streaming services and online cinemas, television, and
other content distribution channels. The subject is theatrical distribution figures
for Russian-produced films from 2004 to 2024, including key financial data and
box office results.

A comparative analysis of successful national film systems shows that
a sustainable film industry requires a domestic audience of 450-500 million people
and 35-40 thousand cinema screens. However, Russia’s 2024 figures stood at just
125 million people and 5,868 cinemas.* This gap creates a “cannibalization” effect:
the “overproduction” of national films (upwards of 300 annually) in a constrained
market forces domestic projects to compete for the same viewers, thereby
reducing attendance and box office revenue.

Globally, such challenges are addressed through a combination of state
support, quotas on foreign content, and global integration and co-production.
However, these strategies work best for countries with large linguistic audiences
(India, China) or historically established cultural ties (anglophone or francophone
nations), as establishing a global presence requires substantial investment.

In Russian practice, the prevailing approaches have focused on simply
producing more films and directly subsidizing individual projects, with insufficient
attention to market adaptation of content or the diversification of financial models.

In 2023, 167 Russian films were released theatrically, grossing 26.5 billion
rubles. Of these, only 17 projects managed to double their production costs.? The
discrepancy with the Ministry of Culture’s official statistics (207 films in 2023 and
214 in 2024) is due to methodology: my calculation did not include anthologies,
collections of animated shorts, and niche projects.

1 Source: Nevafilm Research. (n.d.). Statistika [Statistics]. Retrieved May 5, 2025, from https://
research.nevafilm.ru/research/statistika/

2 TASS. (2025). Lyubimova: Sovokupnyy ob’em kinorynka v 2024 godu sostavil 46,4 mird rubley
[Lyubimova: The total film market size in 2024 amounted to 46.4 billion rubles]. Retrieved May 12,
2025, from https://tass.ru/kultura/23308895
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The European film market also showed no growth in 2024, with 841 million
admissions®—this is still below the pre-pandemic level (1.131 billion in 2019), but
ensures the sector’s economic sustainability.

The Russian theatrical market in 2024 reached 45 billion rubles in box office
with 123 million viewers. The 15 % year-on-year box office growth was driven
primarily by higher ticket prices, not by wider audience. Performance for domestic
films improved significantly: an analysis of 166 Russian titles showed they grossed
over 29 billion rubles from 81 million admissions.* The overall box office for
Russian films increased by 24 % compared to the previous year, reaching 33 billion
rubles, with 78 % of all viewings attributed to domestic productions. State support
also became more effective: in 2024, the recoupment rate reached 20 % for films
that received funding from the Cinema Foundation Russia, compared to the 2004-
2024 industry average of 12 %.

Compared to 2019, the Russian film industry has not recovered to its pre-
pandemic levels, mirroring the global market (excluding China) that has contracted
by 20 %.° The exit of foreign distributors in 2022-2023 initially created a window
of opportunity for local productions (with a typical 2-3 year lag). This has not,
however, solved the industry’s underlying structural and macroeconomic issues.
The forecasts in this context remain unfavorable: the slowdown in economic
activity in 2023-2024, as recorded® by the Center for Macroeconomic Analysis
and Short-Term Forecasting, or CMASF, constrains consumer spending on
entertainment. Recent data from June 2025 points to risks of industrial stagnation
and arise in indicators signaling an economic recession.’

3 European Audiovisual Observatory. (2025). European cinema attendance holds firm in 2024,
exceeding 841 million, boosted by the success of local productions. Retrieved May 12, 2025, from
https://www.obs.coe.int/en/web/observatoire/home/-/asset_publisher/wy5m8bRgOygg/con-
tent/pr-berlinale-2025

4 Stogova, E. (2025, February 6). Kazhdyy pyatyy podderzhannyy Fondom kino fil’ m okupilsya v
prokate [Every fifth film supported by the Cinema Foundation has recouped its costs at the box
office]. RBC. Retrieved June 12, 2025, from https://www.rbc.ru/technology_and_media/06/02/2
025/67a335779a79476e28dcallc

° Cinemaplex. (2025, January 30). ltogi mirovogo prokata v 2024 godu [Worldwide box office
results in 2024]. Retrieved June 12, 2025, from https://cinemaplex.ru/2025/01/30/itogi-mirovo-
go-prokata-v-2024-godu.html

® Chugunov, A. (2024, March 19). Tormozhenie na bol’ shikh vysotakh: TSMAKP fiksiruet zamet-
noe zamedlenie ekonomicheskoy dinamiki RF [Braking at high altitudes: CMASF records a no-
ticeable slowdown in Russian economic dynamics]. Kommersant. Retrieved June 12,2025, from
https://www.kommersant.ru/doc/6579535

" Center for Macroeconomic Analysis and Short-Term Forecasting (CMASF). (2025). Analiz mak-
roekonomicheskikh tendentsiy [Analysis of macroeconomic trends]. Retrieved June 12, 2025,
from http://www.forecast.ru/_ARCHIVE/Mon_MK/2025/macro59.pdf
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LITERATURE REVIEW

Industry forecasts from companies like GidMarket focus on analyzing how
state aid and existing market barriers affect the film sector,?® utilizing traditional
marketing and regression methods and valuation models.

The European Audiovisual Observatory has highlighted the issue of limited
capacity in national film markets, noting that even during the post-pandemic
recovery, the global cinema market remains 20 % below 2019 levels, further
underscoring the industry’s fragility and vulnerability to such challenges (Mckenzie,
2022).

For nations with smaller linguistic audiences, such as the Nordic countries,
the established solution involves co-production and a focus on niche genres
with international potential (Liao et al., 2022). The problem is more acute in the
Russian context, worsened by limited integration into global markets, a lack of
genre diversity, and the release of films that fail to resonate with mass audiences
both at home and abroad.

Scholars often define Russian cinema as subject to external sanctions
(Kolobova, 2024). As Tatyana S. Volynova and Arseniy |. Tumanov (Volynova, 2023;
Tumanoyv, 2022) point out, an imbalanced support system produces a flood of
similar films, which hurts theater revenues and creates an effect comparable in
scale to the consequences of piracy (Ma et al., 2016).

International practice offers several models for overcoming such limitations.
EU countries actively use foreign content quotas combined with blended support
mechanisms (Silvanovich, 2022). France, for example, employs a mix of direct
funding, tax incentives, and mandatory quotas, maintaining the share of national
films at 35-40 % of the market. However, the key factors are still the size of the
domestic market and the content’s ability to compete internationally (Shabrov,
2020).

Major international studios address the “local market” problem by creating
global franchises: according to 2024 financial reports,” 70-80 % of their revenue
comes not from theatrical distribution but from merchandising and streaming
services—a model that demands massive investment and a simultaneous
presence in multiple markets.

& RBC Marketing. (2025, March 17). Prognoz razvitiya rynka kino v tekushchey ekonomicheskoy
situatsii v Rossii (s obnovleniem) [Forecast for film market development in the current economic
situation in Russia (updated)]. RBC. Retrieved August 30, 2025, from https://marketing.rbc.ru/
research/issue/68735/

? References to company reports are provided throughout the article. The primary source is the
U.S. Securities and Exchange Commission (SEC). Retrieved September 10, 2025, from https://
WWW.Sec.gov/
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Contemporary Russian research in film economics focuses predominantly
on quota systems for foreign content and state support for national cinema
(Silvanovich, 2022), viewing the industry first and foremost as a system for
supporting national sovereignty (Shabrov, 2020).

It is important to note that the core problem of Russian cinema—the
limited size of the national film market—existed long before the imposition of
current sanctions and “cancel culture” policies (Salieva et al., 2023; Rustamova &
Adrianov, 2023). The situation is worsened by flaws in the state support system
itself (Vorontsova, 2023; Pechenkin, 2024), including adverse selection in funding
(with an efficiency ratio below 0.5) and the dominance of subjectivist “social
impact” theories (Pechegina, 2023). These theories justify producing expensive
content and blockbusters that are out of touch with actual audience demand
(Tumanov, 2022).

An alternative to this “social impact” approach (Dozhdikov, 2024b) suggests
addressing state-level tasks with greater efficiency by incorporating audience
feedback, prioritizing mid-budget projects, and integrating recommender systems
and collaborative filtering (Ye et al., 2024) into existing digital cinema platforms to
increase market capacity. Applying machine learning to predict attendance and
box office performance, thereby improving film distribution results, should also
help draw audiences back to theaters.

In Russia, film revenue forecasting is the subject of both dedicated
dissertations (Tatarnikov, 2016) and academic publications (Yasnitskii et
al., 2016). Globally, the industry is increasingly turning to machine learning
to predict box office performance (Paul & Das, 2022) and enhance audience
engagement. This includes the use of multimodal transformer neural networks
for analyzing images, videos, text, and audio data,® and hybrid methods that
draw from various branches of machine and deep learning (Sultan, 2025). Also
noteworthy is the application of language models in recommender systems
to expand theatrical reach (Sarhan et al., 2024), as well as sentiment analysis
powered by LSTM, CNN-LSTM, and BERT architectures (Khan & Yasser, 2024).
The use of LLMs to optimize musical scores and synthesize voice-overs for movie

% Jose, RA., Krishnan, R.S., Penyameen, K., Raj, J.R.F., Kumar, V., & Priya, M. (2025). Predict-
ing box office success: A transformer-based multi-modal approach. In 2025 4th International
Conference on Sentiment Analysis and Deep Learning (ICSADL) (pp. 1286-1292). Institute of Elec-
trical and Electronics Engineers. Retrieved February 12, 2025, from https://doi.org/10.1109/
ICSADL65848.2025.10933041
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trailers—aimed at boosting audience engagement and ticket sales—is another
significant development.*!

Studies confirm that accurate box office forecasting substantially increases
investment efficiency in the film industry (Li & Liu, 2022). Contemporary
methodologies involve analyzing social media data with deep learning (Chen
& Dai, 2022), creating hybrid and blended machine learning models,*> and
evaluating commercial potential using pre-release information.*® Some works
(Yan, 2025; Hong, 2024) analyze key success factors, while other researchers assess
the practical impact of Al on film production, particularly the balance between
creativity and automated processes.**

New research directions are exploring Al’s role in supporting screenwriters
through script summarization,* generating content based on audience feedback
analysis (Kumar & Lavanya, 2024), and automated script development (Wang,
2024). Leading international companies like Netflix or 20th Century Fox have
been integrating such technologies since the mid-2010s (Chen & Dai, 2022). Their
adoption within Russian cinema industry, however, remains limited, presenting
a significant opportunity for financial growth by leveraging this “low-base effect.”

A particularly promising avenue is the use of Large Language Models (LLMs)
to analyze film-related textual data—such as synopses, loglines, and taglines—
for predicting its commercial potential (Ye et al., 2024). This approach allows for
investment appraisal during a project’s earliest developmental stages, long before
production commences.

! Balestri, R., Cascarano, P., Esposti, M.D., & Pescatore, G. (2024). An automatic deep learning ap-
proach fortrailer generation through Large Language Models. In 2024 9th International Conference
on Frontiers of Signal Processing (ICFSP) (pp. 93-100). Institute of Electrical and Electronics Engi-
neers. Retrieved February 12, 2025, from https://doi.org/10.1109/ICFSP62546.2024.10785516

2 Zheng, D., Sun, Y., & Yu, F. (2024). Research on movie box office prediction method based on
Blending model fusion. In ICMLC 24: Proceedings of the 2024 16th International Conference on
Machine Learning and Computing (pp. 140-146). Association for Computing Machinery. Re-
trieved February 12,2025, from https://doi.org/10.1145/3651671.3651686

3 Velingkar, G., Varadarajan, R., Lanka, S., & Anand, K. (2022). Movie box-office success prediction
using machine learning. In 2022 Second International Conference on Power, Control and Comput-
ing Technologies (ICPC2T) (pp. 1-6). Institute of Electrical and Electronics Engineers. Retrieved
February 12,2025, from https://doi.org/10.1109/ICPC2T53885.2022.9776798

¥ Xu, Y. (2025). Balancing creativity and automation: The influence of Al on modern film production
and dissemination. arXiv:2504.19275. Retrieved May 12, 2025, from https://doi.org/10.48550/arX-
iv.2504.19275

> Chitale, M.P,, Bindal, U., Rajkumar, R., & Mishra, R. (2024). DiscoGraMS: Enhancing movie screen-
play summarization using movie character-aware discourse graph. arXiv:2410.14666. Retrieved
February 12,2025, from https://doi.org/10.48550/arXiv.2410.14666
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MATERIALS AND METHODS

This study uses a mixed-methods approach, combining quantitative and
qualitative analysis to examine the growth constraints of Russian cinema. The
empirical basis is a dataset of 1,919 nationally produced films released between
2004 and 2024 (excluding animated anthologies, film almanacs, and re-releases).*®
All financial data has been adjusted for inflation to 2024 values.

The core methodology includes:

« atrend analysis of key metrics—such as the number of films released,
admissions, and average box office gross—over the 20-year period,;

« a categorical analysis of project recoupment rates, establishing key
financial thresholds;

+ an assessment of existing research and methodologies for predicting
a film’s commercial success;

« industry development modeling that incorporates market capacity
constraints.

Previous research on the Russian market has proven the effectiveness of
ensemble machine learning models for forecasting box office performance,’
including the use of synthetic data for class balancing and hyperparameter
optimization.’® Studies indicate that a film’s commercial performance can
be significantly improved by optimizing its creative team, age rating, genre
positioning, and release date.*”

Critical success factors for Russian cinema have been identified (Dozhdikov,
2024a), methods to improve forecasting accuracy developed (Dozhdikov, 2023),
and directions for further reforming state film policy proposed (Dozhdikov, 2024b).
A promising future direction involves developing a “digital expert” system to

16 Dozhdikov, AV. (2025, May 13). Data on box office receipts and viewings. Github. Retrieved May
13, 2025, from https://github.com/AntonDozhdikov/movie-box-office-prediction/blob/main/
box_views_04_24.xIsx. The materials presented are available for scholarly use with proper attri-
bution to the source.

" Dozhdikov, AV. (2024, May 27). Prognoziruem rezul’ taty rossiyskogo kinoprokata s pomoshch’
yu ML [Forecasting Russian film distribution results using ML]. Habr. Retrieved May 12, 2025, from
https://habr.com/ru/articles/817471/

¥ Dozhdikov, AV. (2024, June 20). Kino, finansy i data science [Cinema, finance, and data sci-
ence]. Habr. Retrieved May 12, 2025, from https://habr.com/ru/articles/823368/

¥ Dozhdikov, AV. (2024, August 30). Giperparametricheskaya optimizatsiya prokatnykh kharak-
teristik fil’ ma i podbor sostava tvorcheskoy gruppy [Hyperparametric optimization of film dis-
tribution characteristics and selection of the creative team]. Habr. Retrieved May 12, 2025, from
https://habr.com/ru/articles/839872/
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create market-based financial instruments that could ensure more stable industry
growth.?

A new method for predicting a film’s success is currently in development.
It relies on analyzing textual data (synopses, loglines, and taglines) using Natural
Language Processing (NLP) and Large Language Models (LLMs) fine-tuned via
Low-Rank Adaptation (LoRA).?* Experimental results show high predictive power,
with an accuracy of 0.93 and a ROC_AUC score of 0.92.% This approach allows for
early-stage investment appraisal of project at the query phase. Furthermore, when
combined with generative Al, it opens the door to creating scripts that are precisely
aligned with target audience preferences.®

RESULTS

The fundamental challenge for investment recoupment is the insular nature
of the Russian film market, which was poorly integrated into the global economy
even prior to 2022. For the industry to achieve economic sustainability, it requires
a market scale comparable to that of India, China, North America, or the European
Union. Benchmark data is presented in Table 1. A historical example of this “scale
effect” was the USSR, which had 77,5 thousand film projection units in the RSFSR
(1970), explaining why Soviet films historically achieved higher recoupment rates
in the domestic market than modern Russian films do today.?

% Dozhdikov, AV. (2023, July 19). Mogut li investitsii v kinematograf byt” pribyl’ nee rynka aktsiy
i stabil’ nee sektora obligatsiy? [Can investing in film be more profitable than the stock mar-
ket and more stable than the bond sector?]. PLUSworld. Retrieved May 12, 2025, from https://
plusworld.ru/journal/2023/plus-7-2023/mogut-li-investitsii-v-kinematograf-byt-pribylnee-ryn-
ka-aktsiy-i-stabilnee-sektora-obligatsiy/ (12.05.2025).

2L Al Agents Handbook. (n.d.). Adaptatsiya nizkogo ranga (LoRA) dlya bol’ shikh yazykovykh mod-
eley: Vseob’emlyushchee rukovodstvo [Low-rank adaptation (LoRA) for large language models:
A comprehensive guide]. Retrieved May 12, 2025, from https://www.learn-agents.ru/ru/senior/
model-dev/lora-usecases

2 Dozhdikov, AV. (2025). The study is under review for publication. https://github.com/Anton-
Dozhdikov/AntonDozhdikov/blob/main/Sinema_predictl4attempt_ipynb %22.ipynb

% Dozhdikov, AV. (2025, June 9). Khoroshaya devushka LoRA! A chem zhe ona khorosha? [This
lovely young maiden named LoRAL. But lovely? How so, if you please?]. Habr. Retrieved June 9,
2025, from https://habr.com/ru/companies/otus/articles/916810/

* Artemyev, M. (2024, May 12). Plati i smotri: Kak zarabatyval sovetskiy kinematograf [Pay and
watch: How Soviet cinema made money]. Expert. Retrieved May 12, 2025, from https://expert.ru/
obshchestvo/plati-i-smotri/
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Benchmark Market Sizing for National Cinema

Table 1*

Data Currency Market Nu;nc t:ee;:: Population 100,Soc0r§e|!’nesc‘>zf:
2018 EU 40,500 448,400,000 9.03
2022 USA 42,000 335,000,000 12.54
2023 China 80,000 1,411,750,000 5.67
2022 Global 213,000 8,000,000,000 2.66
2023 Russia 5,868 146,447,427 4.01
Total Addressable Market

Theoretical (SAM) Russia 13,180

Practical (SOM) Russia 8,787 6

* Information was collected from open sources.”®

** The Serviceable Available Market (SAM) for the number of screens is derived from a comparison with
European countries. The is derived from a comparison with European countries.

“** The Serviceable and Obtainable Market (SOM) is defined by the potential for screen growth through
new residential complexes and the creation of multi-format local entertainment centers in public spaces
within urban districts.

The Russian market’s practical potential is capped at 9,000 to 13,000 cinema
screens with the current amount of roughly 6,000. A further constraint is the
language barrier: with only 255 million Russian speakers worldwide,” the export
potential for undubbed films is severely limited. Even the post-Soviet Central Asian
market of 80 million people is too small to provide the necessary audience reach.
Dubbing has proven ineffective, with global box office revenue for Russian films
falling by $1 million in 2024.

Interim conclusion: The era of the Russian film industry’s extensive growth
is over. Further development requires qualitative changes like focusing on multi-
stream monetization of the domestic audience through various channels and the
launch of co-productions aimed at both Russian and international markets.

% Sources, Retrieved May 12, 2025, from https://vk.com/wall-34161523_95940; https://www.
statista.com/statistics/260284/number-of-movie-theaters-in-china/; https://www.proficine-
ma.com/questions-problems/articles/detail.php?I1D=281396; https://www.statista.com/sta-
tistics/429555/cinema-screens-in-european-countries/;  https://www.zippia.com/advice/larg-
est-movie-theater-chains/

% According to the study The Index of the Russian Language in the Modern World. Retrieved May
12. 2025, from https://m.rusmir.media/2024/12/25/russkiyazik

2 Mamikonyan, O. (2025, January 29). Sbory rossiyskogo kino za rubezhom upali na $1 min v
2024 godu [Russian film box office abroad fell by $1 million in 2024]. Forbes. Retrieved June 12,
2025, from https://www.forbes.ru/forbeslife/529752-sbory-rossijskogo-kino-za-rubezom-upali-
na-1-mln-v-2024-godu
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Financial History of Russian Cinema (2004-2024)

Table 2*

Film Box Commercially Share of
Year Budget, Office, Recoupm.ent Successful 'I:otal Successful
mln RUB | mln RUB Multiple Films Films Films
2004 405.2 379.7 0.76 1 10 10.00 %
2005 467.2 620.6 1.45 7 24 29.17%
2006 294.9 270.2 141 7 47 14.89%
2007 2442 246.2 0.88 5 65 7.69%
2008 249 273.1 0.95 6 62 9.68%
2009 369.1 251 0.64 5 70 7.14%
2010 3232 292.7 1.32 7 58 12.07%
2011 326.2 383.7 1.59 10 58 17.24%
2012 246.5 261.5 1.34 15 69 21.74%
2013 293 371 1.36 7 60 11.67%
2014 363.4 213.9 0.83 11 82 13.41%
2015 333 186.4 0.76 14 114 12.28%
2016 282.3 207.7 0.62 10 103 9.71%
2017 219.1 305.4 1 10 96 10.42%
2018 146.6 207.9 1.36 13 108 12.04%
2019 182.8 171.8 1.38 16 142 11.27%
2020 154.1 185.1 2.27 8 84 9.52 %
2021 90.7 88.9 0.87 10 146 6.85%
2022 81.8 66.2 0.77 8 190 4.21%
2023 93.1 157.2 0.96 17 163 10.43%
2024 148.7 181.9 1.22 24 166 14.45%
Avg for
2004-
2024 253.05 253.43 1.13 10 91 12.18%

* Source: Author’s calculations based on a data file from the repository.

“* Note: Since budget data for approximately 30 % of Russian films is withheld from publication by their
producers, missing values were imputed using the median budget. This approach enables categorical
forecasting (i.e., predicting whether a film will recoup its costs or not) but complicates the development
of regression models for predicting specific box office revenue.

The data from Table 2 and Figure 1 below lead to a clear conclusion: the
budgets and box office gross of Russian cinema have generally declined year-
on-year. While the financial crisis made 2007 and 2008 particularly unsuccessful,
a distinct downward trend in average budgets has persisted since 2014, hitting
alowin 2022.
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Fig. 1. Median Box Office and Budgets of Russian Films

A steady decline was the norm from 2004 onward. Although 2023 offered
a potential turning point, without an expansion of the audience base (market
capacity), this positive momentum will be difficult to sustain.

Another key metric—national film admissions from Table 3 and the trends
in Figure 2—paints a similar picture.

Table 3*
National Film Admissions
Year Number of Films Annual Admissions | Avg Admissions per Film
2004 10 7,693,000 769,300
2005 24 28,540,800 1,189,200
2006 47 25,444,300 541,368
2007 65 31,892,288 490,651
2008 61 31,101,040 509,853
2009 70 31,716,228 453,089
2010 58 28,793,245 496,435
2011 58 34,021,277 586,574
2012 69 27,043,855 391,940
2013 60 35,922,702 598,712
2014 82 30,968,767 377,668
2015 114 39,255,078 344,343
2016 103 41,332,674 401,288
2017 96 60,627,310 631,534
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Year Number of Films Annual Admissions | Avg Admissions per Film
2018 108 49,943,237 462,437
2019 142 57,220,455 402,961
2020 84 39,488,463 470,101
2021 146 35,544,449 243,455
2022 190 36,029,334 189,628
2023 163 77,130,486 473,193
2024 168 81,662,802 486,088

* Source: Author’s calculations based on a data file from the repository.

Data on Total Admissions for National Films and Average Admissions
per Year
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Fig. 2. Total (Scaled 1:100) Admissions and Average Admissions per Film

The resulting trend lines confirm the audience “cannibalization” effect,
where a growing number of films compete for a limited local audience. A critical
inflection point occurred in 2017: even as the share of national films grew, the
average number of viewers per project shrank. This is a dangerous cycle, as each
new film intensifies competition for a dwindling audience, especially considering
that the current growth of national cinema is partly due to the reduced share of
foreign films.

This 2004-2024 analysis uncovered a second risky trend: a fixation on giant
budgets (over 650 million rubles) that consistently yield extremely poor returns.
The sole exception was the 2023 film Cheburashka [Russian: Yebypawka, also
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known as Chebi: My Fluffy Friend], which received financing of 850 million rubles.
The most promising segment appears to be mid-budget films (200-400 million
rubles), which can achieve profitability with a release on 1,200 to 1,800 screens.

Reaching the theoretical screen limit of 9,000-13,000 would require building
small, one or two-screen cinemas in new residential complexes and educational
institutions, integrating them into public spaces and creative industry projects.

A second solution involves developing a forecasting system for cinema
occupancy® using a multi-agent deep reinforcement learning algorithm like
MADDPG.” This system could coordinate distributors and cinema chains to
optimize release dates, thereby minimizing audience cannibalization.

A third approach is to integrate film distribution with creative sectors
through cross-platform franchises, allowing for the repeated monetization of
content. Global media franchises demonstrate the effectiveness of this model,
in which different promotional channels amplify each other to create a powerful
synergy.

To attract private investment, the industry needs a reliable early-stage
decision-support system (Liao et al., 2022) capable of predicting a project’s
success with 90-95 % accuracy. Furthermore, developing advanced recommender
and collaborative filtering systems for cinema (Ye et al., 2024) could expand the
market and draw viewers back to theaters, even as they increasingly favor online
platforms.

On a positive note, the Russian market shows that quality entertainment
remains resilient even during economic downturns. In the record year of 2019, hit
films saw a six-fold return on investment, and successful projects in the crisis years
0f 2009, 2020, and 2022 remained profitable.

Table 4*
Average Metrics for Selected Commercially Successful Films
Year Budget, RUB Box Office, RUB Admissions | Recoupment Multiple
2004 588,823,644 2,262,773,700 4,400,000 3.84
2005 273,347,751 1,101,712,868 2,269,620 4.70
2006 344,670,805 1,105,573,029 2,187,000 4.38

% Venkataramani, S., Ramesh, A., Sankaran, S.S., Jain, A., & Vijayaraghavan, V. (2019). A dynam-
ically adaptive movie occupancy forecasting system with feature optimization. In .2019 Interna-
tional Conference on Data Mining Workshops (ICDMW) (pp. 799-805). Institute of Electrical and

Electronics Engineers. Retrieved May 12, 2025, from https://doi.org/10.1109/ICDMW.2019.00118

» Lowe, R, Wu, Y., Tamar, A., Harb, J., Abbeel, P., & Mordatch, I. (2020). Multi-agent actor-critic
for mixed cooperative-competitive environments (v4). arXiv:1706.02275v4. Retrieved May 12, 2025,
from https://doi.org/10.48550/arXiv.1706.02275
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Year Budget, RUB Box Office, RUB Admissions | Recoupment Multiple
2007 296,022,348 1,544,460,984 3,014,400 4.54
2008 233,621,769 1,054,751,087 1,914,333 4.02
2009 427,373,674 1,197,888,816 2,090,000 2.85
2010 359,991,424 1,590,569,243 2,671,429 523
2011 440,332,528 1,557,428,760 2,349,500 4.29
2012 198,968,659 747,966,974 1,106,200 341
2013 354,331,474 1,640,343,200 2,123,857 6.27
2014 237,908,348 759,499,860 1,363,818 3.63
2015 222,446,795 848,462,289 1,537,786 3.62
2016 371,694,771 1,063,397,226 2,016,700 3.02
2017 368,424,636 1,621,602,396 3,348,700 4.69
2018 233,767,140 1,191,153,175 2,590,692 5.81
2019 158,676,673 953,614,337 2,151,563 6.16
2020 300,664,203 1,104,316,708 2,840,250 4.44
2021 184,031,181 682,864,785 1,799,600 4.15
2022 67,660,734 274,739,562 760,875 4.07
2023 171,065,612 969,419,360 2,904,071 3.68
2024 408,222,222 1,321,634,094 3,551,359 331
Avg 297,240,304 1,171,151,069 2,361,512 4.29

* Source: Author’s calculations based on a data file from the repository.

With a high degree of accuracy in selecting film projects for an investment
portfolio, neither private investors nor the state face a significant risk of losing their
capital. The probability of a negative return only comes from large-scale black
swan events, such as the global COVID-19 pandemic, which adversely affect many
economic sectors. And even then, over an investment horizon of more than five
years, these investments typically prove profitable.

Historical distribution data demonstrates (see Table 4 and Fig. 3) that even
under current production and distribution conditions, it is consistently possible
to identify 7-9 films that yield a 2.5-fold return on their production budget. From
these, 2-3 films will achieve a recoupment rate of five times their production
budget or more.

HAYKA TEJIEBUAEHUSA. 2025. 21 (3) 212 THE ART AND SCIENCE OF TELEVISION



Table 5*
Film Recoupment Summary (2004-May 2024)

Films Recoupment Films
with Mu!tiple (for Films per Grossing Films Grossing
Year Known films with Year >2.49x the >4.99x the
Budget a known Average | Average Budget
budget) Budget
2004 10 0.76 10 1 0
2005 24 1.45 24 4 2
2006 33 141 47 4 2
2007 44 0.88 65 4 1
2008 44 0.95 62 5 2
2009 43 0.64 70 4 0
2010 37 1.32 58 6 3
2011 38 1.59 58 s 3
2012 48 1.34 69 9 2
2013 47 1.36 60 6 3
2014 74 0.83 82 9 2
2015 99 0.76 114 13 2
2016 89 0.62 103 7 0
2017 72 1.00 96 7 4
2018 78 1.36 108 9 4
2019 91 1.38 142 14 7
2020 53 2.27 84 7 2
2021 71 0.87 146 9 3
2022 94 0.77 190 8 2
2023 87 0.95 163 9 2
2024
i”npcfz dai:‘g’ 27 121 57 4 1
May
Total 1203 1.08 1808 146 47

* Source: Author’s calculations based on a data file from the repository.
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Fig. 3. Dynamics of Highly Successful Film Releases by Year

Current state funding for Russian film production from 2022-2025 appears
sufficient (see Table 6). A recent study®® by the Agency for Strategic Initiatives [ASI]
notes that the “Film and Series” industry contributes 0.11 % to GDP, employs over
45,000 people, and has an estimated gross value added of 187.6 billion rubles.

The core problem, therefore, is the inefficient allocation of funds and
the persistence of projects that, even theoretically, have no realistic path to
profitability within the Russian market yet continue to be greenlit.

In fact, it is often the highest-risk, big-budget projects that receive the most
significant state support. In 2025, the Cinema Foundation supported 15 films
from leading studios that were subjectively selected by experts as potential
blockbusters.®

3 Agency for Strategic Initiatives. (2025, March). Sostoyanie i perspektivy razvitiya industrii “kino i
serialy” [The state and development prospects of the film and TV series industry]. Retrieved May
12,2025, from https://cinemaplex.ru/wp-content/uploads/2025/04/250319_kino_i_serialy.pdf
31 ProfiCinema. (2024, May 7). Fond kino podderzhit proizvodstvo 15 fil” mov studiy-liderov [Cin-
ema Fountation will support the production of 15 films by leading studios]. Retrieved May 12,
2025, from https://www.proficinema.com/news/detail.php?ID=394905
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Table 6*
Sources of Funding for National Cinema (2022-2025)

Source 2022 2023 2024 | 2025 (planned)

Cinema Foundation 7.6 bln 7.6 bln 9.4 bln 10.2 bln

Ministry of Culture 4.0 bln 4.0bln 4.027 bln 4.192 bln

Institute for Internet Development 12.0bln 18.0bIn| 17.992bln 25.335bln
*Sources®

Echoing experts from the ASI, my analysis emphasizes a clear need to
optimize spending—focusing on mid-budget films over costly blockbusters—and
to refine the mechanisms of state support itself.

Aviable strategy to overcome the inherent growth constraints of the national
cinema, and to achieve state policy goals while systematically attracting private
investment is the creation of dedicated investment portfolios. These would be
designed for a long-term horizon of five years or more and involve the production
of 100-150 projects, a select 5-7 of which would be developed as global franchises.
This model is supported by an analysis of major studios like Lionsgate,* Hasbro,*
Paramount Global,®® and Warner Bros. Discovery,* whose reports consistently
show that diversification, long-term planning, the incorporation of current trends
and quality distribution analytics are among their most effective strategies.

32 Sources cited for financial data and forecasts:

« Interfax. (2024, September 30). Na kul’ turu i kino v 2025 g. iz byudzheta planiruyut napravit’
bolee 230 mird rub. [More than 230 billion rubles are planned to be allocated from the budget
for culture and cinema in 2025]. Retrieved June 12, 2025, from https://www.interfax.ru/
culture/984452

+ ProfiCinema. (2024, October 1). V 2025 godu gospodderzhka rossiyskogo kinoproizvodstva
mozhet byt’ uvelichena [State support for Russian film production may be increased in 2025].
Retrieved June 12, 2025, from https://www.proficinema.com/news/detail.php?ID=404959

+ Kuvshinov, I. (2024, November 21). Gospodderzhka kinoproizvodstva budet uvelichena
v 2025 godu [State support for film production will be increased in 2025]. Byulleten’
Kinoprokatchika. Retrieved June 12, 2025, from https://www.kinometro.ru/news/show/name/
gosfinansirovaniekino_budget_21112024

# Lionsgate public report for the fiscal year. Retrieved May 12, 2025, from https://www.sec.gov/
Archives/edgar/data/2052959/000119312525060956/d831991ds1.htm

¥ HASBRO public report for the fiscal year. Retrieved May 12, 2025, from https://www.sec.gov/
Archives/edgar/data/46080/000004608025000069/has-20250330.htm

# Paramount public report for the fiscal year. Retrieved May 12, 2025, from https://www.sec.gov/
Archives/edgar/data/813828/000081382825000005/para-20241231.htm

% Warner Bros. public report for the fiscal year. Retrieved May 12, 2025, from https://www.sec.
gov/Archives/edgar/data/1437107/000143710725000031/wbd-20241231.htm
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This approach could reliably yield an additional minimum of 15-20 fully
profitable films per year, let alone potential revenue from other monetization
channels such as cross-distribution and value-added products and services within
the broader creative industries.

DiscussioN

Despite using different methodologies, this study’s conclusions are
consistent with other research®” on the current inadequate efficiency of state
support for national cinema. A separate study® by the Russian online database
Kinopoisk has also highlighted a crisis in content quality, financial inefficiency, and
an unjustified inflation of production costs. The latter point is indirectly confirmed
by the revenue growth of major film producers in 2024*—a trend that will likely
cool in the coming years.

The analysis of data from 2004-2024 reveals three core problems:

1. Audience Cannibalization: While the total number of admissions for
Russian films has grown due to their increased market share, the
average number of viewers per film is declining. This signals both a lack
of progress in content quality and the fact that the target audience pool
has reached its limit.

2. Financial Success: In 2024, only about 20 % of Russian films backed by
the Cinema Foundation recouped their costs in theaters. Overall, fewer
than 10 % of all national films achieve a high return (over 2.5x their
budget), and a mere 3-5 % see a very high return (over 5x).

3. Constrained Market Capacity: The analysis shows that the Russian film
market is currently limited to about 125 million potential viewers and

3" Bezzubikov, A. (2025, August 18). Udochka i ryba: Naskol” ko effektivna gospodderzhka ros-
siyskogo kinoproizvodstva [Fishing rod and fish: How effective is state support for Russian film
production]. ProfiCinema. Retrieved August 30, 2025, from https://www.proficinema.com/ques-
tions-problems/articles/detail.php?ID=429648

* lvanova, V., & Mironov, P. (2025, May 29). Kto, kak i skol” ko: Poschitali vse vlozheniya gosudarst-
va v kino i serialy v 2025 godu [Who, how, and how much: We have calculated all government
investments in film and TV series of 2025]. Kinopoisk. Retrieved August 30, 2025, from https://
www.kinopoisk.ru/media/article/4011265/

¥ Yurasova, Yu. (2025, April 28). Dokhod prodolzhaetsya: Vyruchka kinoproizvodstvennykh studiy
rastet, no medlennee [Income continues: Film studio revenue is growing, but more slowly]. Kom-
mersant. Retrieved August 30, 2025, from https://www.kommersant.ru/doc/7691765
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6,000 screens. This is far below the 450-500 million viewers and 35-40
thousand screens needed for sustainable industry operation under
a traditional extensive growth model.

The intensive approach proposed in this study tackles this constrained
market capacity through several complementary strategies:

«  creating investment portfolios to diversify risk and improve overall
profitability, and introducing market and exchange-based financing
mechanisms;

« implementing Al systems to forecast the commercial success of films
and optimize creative choices for the most efficient scheduling and
release strategies;

«  building cross-platform franchises to monetize content multiple times
within a limited audience.

Portfolio financing directly counters the high-risk nature of individual
projects, an inherent challenge in film industries. Unlike the current practice
of distributing state support to individual projects without considering their
synergies, a diversified portfolio smooths out income volatility and ensures more
stable long-term profitability.

With a 90-95 % accuracy in predicting success—an achievable goal using
modern machine learning—the industry could ensure that 25-30 % of its films
become profitable, a significant leap from current levels. This approach could
also realistically raise the recoupment rate for state-supported films to 50 %, up
from the current 20 %.

Finally, cross-media franchises allow for the repeated monetization of
a dedicated audience, moving beyond the one-time transaction of a movie ticket.
This strategy is particularly vital for the Russian market, where international export
opportunities are limited.

Despite the promising nature of the proposed approach, it is necessary to
consider its limitations.

Data Dependency: The effectiveness of Al-driven forecasting is directly
dependent on the quality and completeness of input data. In the Russian context,
approximately 30 % of budget data is withheld by producers, which reduces
forecast accuracy. Distorted or incomplete data significantly undermines the
precision of machine learning methods.

Time Lags: Implementing portfolio financing and cross-media franchises
requires time to build the necessary infrastructure and change business practices,
much like the development of a stock and bond market for film projects.
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Geopolitical Constraints: Sanctions and restrictions on international
cooperation create additional barriers for content export and the attraction of
foreign investment.

Cultural Specificity: Certain elements of the proposed solution (cross-media
franchises) require adaptation to Russian cultural and consumer characteristics.

The concept of portfolio financing echoes the generally accepted practice
of Hollywood and global film studios but is adapted to the more modest scale of
the Russian market. Here, a portfolio would need to be assembled at the level
of a state agency, a self-regulatory organization, or a dedicated private film fund.

The use of Al for forecasting is similar to the approach of Netflix and other
streaming services but is focused on the specific dynamics of Russian theatrical
distribution. The cross-media franchise strategy is also borrowed from the
experience of major international franchises.

Unlike Western models, the Russian context demands an emphasis on
creating a sustainable local ecosystem capable of functioning even with limited
integration into global markets. The strategic role of artificial intelligence in
calculating priorities, limits, development directions, and risks in cinema lies
primarily in helping filmmakers and all market participants make “smarter
decisions” (Sanders, 2019). Under these conditions, an annual industry growth
rate of more than 7-10 % appears quite achievable.

The practical implementation of this research involves creating a predictive
analytics system for selecting film projects and a model for content scoring and
evaluation (including projects by novice screenwriters) based on a fine-tuned
language model—for use in both public and private financing.

Asecond avenue for implementation is the formation of a long-term strategy
for developing the creative industries, integrating content through cinema, and
shaping state policy for supporting national content.

A third applied direction is the establishment of a private film fund that
assembles an investment portfolio of film projects.

CONCLUSIONS

This research partially addresses a gap in the economics of cinema, namely
the lack of a systematic approach to managing a portfolio of film projects within
the constraints of a limited local market. The findings demonstrate that even
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with a restricted domestic market capacity, it is realistic to create a sustainable
economic model for the film industry. This can be achieved through portfolio risk
diversification, the Al-driven selection and refinement of projects, a focus on mid-
budget pictures, deep integration with creative industry projects, and repeated
monetization via cross-media strategies.

The practical application of this model necessitates policy measures
comparable to those enacted for the IT and tourism sectors, including:

«  establishing a preferential tax regime with a zero-rate profit tax;
« launchingafilm production risk insurance fund with state co-financing;

« implementing a system of sub-federal project bonds within the
comprehensive national project “Cinema and the Creative Economy”;

«  drafting amendments to the Tax and Budget Codes to introduce
investment tax credits and reinvestment incentives;

«  modifying the principles for allocating state support funds according to
the 50/30/20 rule (production, marketing, distribution).

In practice, Russian state and private corporations financing film projects
should receive an investment tax deduction of up to 100 % of costs, within limits
set by state regulators. It is also necessary to develop a legislative foundation
for creating a market for film bonds and cinema ETFs on the Moscow Exchange.
Proposals and amendments to current regulations are needed to enable the
corporatization of modern producers and distributors of film and other digital
content. A mechanism to compensate for part of the costs of issuing shares
and bonds for producers and distributors of film content should be introduced.
Modernizing cinemas and integrating them into the creative industries system
should be subsidized through grants and soft loans. The creation of dedicated
programs to support the export of Russian content, including grants for promotion
and participation in international festivals, is also highly relevant.

Several questions remain for further research:

«  theimpact of changes and short-term trends in consumer preferences;
«  theoptimal structure of investment portfolios;

«  thelong-term effects of implementing the proposed measures;

. opportunities for the integration of Russian cinema into international
markets.

Future research prospects are linked to a deeper analysis of the effectiveness of
the proposed solutions, the development of methodologies for adapting cross-media
strategies to Russian conditions, and exploring opportunities to expand the export
potential of Russian film content through co-production and content adaptation.
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BBEAEHUE

B vccnepoBaHMm paccMOTPeHbl 06 beKTUBHbIE OFPaHUYEH NS SKCTEHCHB-
HOMO Pa3BUTUS POCCUICKOTO KMHeMaTorpada Kak CaMoCTOATeNbHON 3KOHOMMYe-
cKol oTpacnun. OTMeyaeTcs MpUHUMNManbHOoe NPOTVBOPEY Ve MEXAY eMKOCTbIO
POCCUINCKOrO KMHOPBIHKA ¥ OXMAAHUAMYM CO CTOPOHbLI OTPacau YyCTOMYMBOro
Pa3BUTUS TONBKO 3@ CHET YBENUYEHMS OIOMKETHBIX CPEACTB U roCyfapCcTBeH-
Horo huHaHcmpoBaHus. OBbeKT nccneaoBaHms orpaHnyeH POCCUNCKAM KMHO-
TeaTpanbHbIM MPOKATOM. 3a pamMKamy MCMONb3yeMbiX JaHHbIX OCTAeTCs MpoKaT
KapTuH 3apybexHoro Npon3BOACTBa, A4eSTeNbHOCTb CTPYMUHIOBbIX CEPBUCOB
1 OHNANH-KMHOTeaTPOB, TeNEBUAEHWS, a TakKe Apyrue KaHanbl AUCTprbyLmm
KOHTeHTa. [peaMeT nccnefoBanys — faHHble KWHOTeaTpanbHOro npokaTa dub-
MOB HalMOHanbHOrO Npomn3BoACTBa 3a 2004-2024 rofbl, OCHOBHbIE PUHAHCOBbIE
noKasaTenn v pesynbTaTbl KUHOTeaTpanbHOro npokaTa.

CpaBHUTENbHbIV @aHan13 ycnewHblX HalYOHanbHbIX CUCTEM AEMOHCTPU-
PYeT, YTO /151 IKOHOMMNYECKOW YCTONYMBOCTIN KMHEMATOrpadUyeCcKor NHAYCTPUN
HeobxoavMa 3puTensckas ayauTopus B 450-500 MaH YenoBek 1 35-40 ThIC. 3Kpa-
HOB npokaTta. OgHako B 2024 rofy B Poccnu 3T1 nokasatenu CoCTasuam ninllb
125 MIH YenoBek 1 5868 kMHOo3a10B . Takol AMcbanaHc co3naeT ycnoBus ans
achdekTa «<kaHHMbBann3auMm». «Mepenpor3BoACTBO» HaLMOHaAbHbIX DUIBMOB
(0o 300 v bonee exerogHo) NP OrpaHUYEHHO EMKOCTH PbIHKA YCUMBAET BHY-
TPEHHIOI KOHKYPEHLMIO MPOEKTOB 33 OfHY 1 TY e ayAnTOPUIO, CH/KAA MoKa-
3aTenn NocellaeMocTy U KacCoBbIX CHOPOB.

MexayHapOoaHbli ONbIT NOKa3biBaET, HTO NOAOOHbIE NPObAEMbI pelarTcs
Yepe3 KOMOMHALMIO roCyapCTBEHHON NOAAEPXKKM, KBOTMPOBAHWS MHOCTPaH-
HOTrO KOHTEHTA 1 robanbHyo MHTErpaLmio 1 konpoayKumio. OgHaKo 311 CTpa-
Ternv 3 heKTVBHbLI NPEUMYLLECTBEHHO 415 CTPaH C KPYMHOW S3bIKOBOW ayamnTo-
puien (MHana, Kntait) unm ncTopu4eckyt CIOXUBLUMMUCS KYNETYPHbBIMU CBA3AMM
(aHrnos3bI4HbIE CTPaHbI, CTPaHbI-hpaHKodOHbI), Tpebyst 3Ha4YUTENbHbIX 3aTpaT
Ha popMypoBaHMEe MEXAYHaPOAHOIO MPUCYTCTBUS.

B poccwuiickol npakTrke npeobnagany noaxofbl, OPUeHTUPOBaHHbIE
Ha NPOCTOE KOMYECTBEHHOE YBEIMYEeHVIE MPOU3BOAVMbIX DUNBMOB U MPAMOe
cybcravpoBaHue OTAeNbHbIX MPOEKTOB 63 O/MKHOrO BHUMAaHUS K PbIHOYHOWM
apanTauny KOHTeHTa 1 anBepcuduKaumm GUHaHCOBBIX MOENEN.

B 2023 roay B pOCCUMCKWI NPOKaT ObIN0 BbINYLWEHO 167 HaUVOHaNbHbIX
vnbMOB, cobpaBLYX 26,5 MApA pybnel, 13 KOTOPbIX 17 MPOeKTOB AOCTUMY

! WcTouHmk: Hesadwnbm Research. (6.4.). Ctatvctuka. URL: https://research.nevafilm.ru/re-
search/statistika/ (12.05.2025).
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OoKynaemocTu bonee yem B ABa pa3a’. OTanymne oT oduLnanbHON CTAaTUCTUKN
MUHKUCTepCTBa KynsTypbl (207 hunbmos B 2023 1 214 B 2024 rofy) 06ycnoBneHo
METO0/I0r el y4eTa: B pacieT He NPUHUMANNUCH anbMaHaxm, COOPHUKM My/bT-
(DUNBMOB V1 HULLEBbIE MPOEKTHI.

EBpONEnCcKMiA KMHOPBIHOK B 2024 rofy Takke NpoAEMOHCTPUPOBAN OTCYT-
CTBWE pocTa € 841 MAH NPOCMOTPOR?, YTO He NpeBbIWAET AONAHAEMUIHbIV YPO-
BeHb (1,131 Mnppa B 2019 rofy), HO obecneynBaeT IKOHOMUYECKYHO YCTOMYMBOCTb
oTpacu.

PoccuicKknii knHonpokaT B 2024 roay gocTur 45 mapa pybnel céopos
npn 123 mnH 3puTteneit. MpupocT Ha 15 % obycnoBneH NpenMyL|eCTBEHHO
POCTOM LieH Ha buneTbl, a He yBenuYeHneM ayauTopun. 3HaunTenbHblil pocT
noKa3aTenei 0Te4eCTBEHHOIO KUHO (0buime cbopbl yBEAUYUANCE Ha 24 %
K npownomy roay Ao 33 mappa pybnein, 78 % oT obuiero Yvmcna npocMoTpoB
NPULLINOCE Ha PUABMbI POCCUIICKOrO MPOM3BOACTBA) MOATBEPXKAEH aHaNN30M
166 HaUMoHanbHbIX KapTyH, cobpaslunx bonee 29 mnpa pyoneit npu 81 MaH
npocmMoTpoB?. OTMeyeH pocT 3hMEKTUBHOCTY FOCYAapCTBEHHON NMOAAEPIKKN:
B 2024 roay okynaemocTb gocturna 20 % cpegn GunbMoB, NOAYYMBLINX (DUHAH-
cupoBaHue oT ®oHAa KMHO (Mpu cpefHelt BennynHe no oTpacan B 12 %
33 2004-2024).

Mo oTHoWeHMto K 2019 rogy pOCCUMICKII KnHeMaTorpad He BOCCTAaHOBMI
AONaHAEMMIHbBIE MOKa3aTenn, OAHOBPEMEHHO 1 MUPOBOM PLIHOK (6e3 yyeTa
Kutas) cokpaTtuncst Ha 20 %°. Yxo[ MHOCTPaHHbIX ANCTPUHBI0TOPOB B 2022
2023 rofiax, C OIHOW CTOPOHbI, CO3Aa BO3MOXHOCTH [AN19 HALUMOHANBHOMO KUHO
B Poccun (c BpemeHHbIM narom B 2-3 rofa), HO He OTMEHW OCHOBHbIX Npobniem
1 MaKPO3KOHOMUYECKIMX OFPaHNYEHIA — 3TOT KOHTEKCT NoKa HebnaronpusTeH
Mo MPOrHoO3am: 3amefneHne IKOHOMUYECKOW akTUBHOCTM B 2023-2024 rogax,
3adukcnposanHoe LIMAKIS, orpaHmnymBaeT NoTpebuTeNnbCKMIA CNPOC B CEKTOpE

2 TACC. (2025). NiobrmoBa: COBOKYMHbIV 0b6beM KMHOpbIHKA B 2024 rofy coctasun 46,4 Mnpg
pybneit. URL: https://tass.ru/kultura/23308895 (12.05.2025).

3 European Audiovisual Observatory. (2025). European cinema attendance holds firm in 2024,
exceeding 841 million, boosted by the success of local productions. URL: https://www.obs.coe.
int/en/web/observatoire/home/-/asset_publisher/wy5m8bRgOygg/content/pr-berlinale-2025
(12.05.2025).

4 CroroBa, E. (2025, 6 deBpans). Kaxablid NaThlid noagepxaHHbii ®OHAOM KMHO duibM
okynuncs B npokate. P6K. URL: https://www.rbc.ru/technology_and_media/06/02/2025/67a3
35779a79476e28dca0lc (12.06.2025).

° Cinemaplex. (2025, 30 siHBapsl). ¥imoau Mupogoeo npokama 8 2024 200y. URL: https://cinema-
plex.ru/2025/01/30/itogi-mirovogo-prokata-v-2024-godu.html (12.06.2025).

® YyryHos, A. (2024, 19 mapTa). TopMoxeHne Ha Honbwwx BbicoTax. LIMAKTT dukcupyet
3aMeTHOe 3aMefl/IeHNe 3KOHOMUYECKO AnHaMunkn PO, Kommepcarmes. URL: https://www.kom-
mersant.ru/doc/6579535 (12.06.2025).
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pa3BfieyeHnin. AKTyanbHble AaHHble 3a toHb 2025 rofa YKasbiBatoT Ha PUCKK
CTarHaumm B NPOMbILWNEHHOCTH U POCT MHAMKATOPOB BXOLA 3KOHOMUKN B pe-
ueccuio’.

OB30P NINTEPATYPbI

OTpacnesble NPOrHO3bl TaKMx KOMMNaHWM, Kak «[1MaMapKeT», cocpenoTo-
YeHbl Ha aHanu3e BANSHMS Ha OTpacb rocyAapCTBEHHOM MOMOLLY 1 Gapbepos,
CYLLECTBYIOWMX Ha PbIHKE KMHO®, 1 MPYMEHSIOT TPaAULMOHHbIE MapKETUHIOBbIE
1 PErPECCUOHHbIE METOAbI U MOLENN OLEHKN.

Mpobnema orpaHM4YeHHOM EMKOCTM HaUMOHalbHbIX KNHOPLIHKOB OTMe-
yeHa B European Audiovisual Observatory ¢ Te31com, 4To aaxe B YCIOBKSX BOC-
CTaHOBMEHYS Noc/e NaHAEMUN MUPOBOW KUHOPLIHOK NMoKa3biBaeT Hegobop 20 %
K 2019 rogy, AONONHUTENbHO NOAYEPKMBAETCS XPYNKOCTb U YS3BMMOCTb OTPAC/an
K nogobHbIM Bbi3oBaM (Mckenzie, 2022).

[ns cTpaH c HebGONbWOW S3bIKOBOW ayanTOPUEN, TaKVX KaK CKaHAMHaB-
CKVe roCyaapcTBa, pelleHne HaxoanTCs Yepes KOMPOAYKLMIO v Cneymanv3aumio
Ha HYILIEBbIX XaHpax C MEeXAyHapoaHbIM NoTeHumanom (Liao et al., 2022). B poc-
CUIACKOM KOHTEKCTE npobrieMa ycyrybnsetcs AononHuTeNbHbIMK hakTopamu:
OrpaHMYeHHOM MHTerpaumnel B MUPOBbIe PbIHKM, HeOCTaTOYHON AnBepcudu-
Kauuel }aHpOoB, BbINYCKOM KapTWH, KOTOPbIE COAepaTenbHO He BOCTPeboBaHbl
MacCOBbIM 3pUTENeM B CTpaHe 1 3a ee Npeaenamu.

ViccnepoBaTtenv onpeaenstoT POCCUNCKUIA KHeMaTorpad Kak 06bekT
BHELWHNX CAHKUMOHHbIX OrpaHunyeHunin (Konobosa, 2024), otMmevas (BonbiHOBa,
2023; TymaHoB, 2022), 4To HecbanaHCMpOBaHHas CUCTEMa NMOAAEPMKKY NPUBOAUT
K MOTOKY OAHOTUMHbBIX (DUNBMOB, HEFATUBHO BAUSS Ha BbIPYUKY KMHOTEATPOB,
co3naBas 3hdeKT, CONOCTaBMMbIA MO MaclWwTabam ¢ NOCNeACTBUSMY MUPATCTBa
(Ma et al., 2016).

MexgyHapogHas NpaKTuKa npeganaraeT HECKONbKO MOAENEeN NPeoaoneHus
Takux orpaHnyernin. CtpaHsl EC akTMBHO MCMOMbB3YIOT CUCTEMY KBOTUPOBAHMS

" LleHTp MaKpPO3KOHOMMUYECKOro aHann3a U KPaTKOCPOYHOro MporHo3mposanus (LIMAKIM).
(2025). AHanu3 Makpo3aKOHOMMYEeCKMX TeHaeHumid. URL: http://www.forecast.ru/_ARCHIVE/
Mon_MK/2025/macro59.pdf (12.06.2025).

& PBK MaraswuH nccnegosanvin. (2025, 17 mapta). [IporHo3 pa3suTus pbiHKa KMHO B TekyLel
3KOHOMMYECKOW cuTyaummn B Poccuu (c obHoBneHnem). URL: https://marketing.rbc.ru/research/
issue/68735/ (30.08.2025).
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MHOCTPaHHOIO KOHTEeHTa ¥ KOMBVHMPOBaHHYO Noaaepx Ky (CunbBaHoBKY, 2022).
Hanpumep, paHuy3cKas Mofens codeTaeT npsiMoe hrHaHCMpOBaHue, Hanoro-
Bble NIbIOThl 1 06si3aTeNbHbIE KBOTbI, MOAAEPKMBAS 40O HALMOHANBHbIX DUb-
MOB Ha ypoBHe 35-40 %. OfHaKo KNtoYeBbIMU hakTopamm BCe e SBASIOTCS
3aBMCMMOCTb OT Pa3Mepa BHYTPEHHENO PbiHKa U CNOCOOHOCTb KOHTEHTA KOHKY-
pYpOoBaTh Ha MexayHapoaHoi apeHe (LLabpos, 2020).

KpynHble MexayHapoaHble CTyaumn pewatoT npobnemy «1oKanbHoro
PbIHKa» Yepes co3faHyie rmobanbHbIX GpaHLWmn3: CornacHo MMHaHCOBbIM OTYe-
Tam 32 2024 ron?®, 70-80 % vx 4OXOA0B reHepmpyeTcs He U3 KMHOMpoKaTa,
a yepes ConyTCTBYtOLME MPOAYKTb 1 CTPUMUHIOBbIE CEPBUCHI. ITa MOAeNb
TpebyeT 3HaYNTENbHbIX MHBECTULMIA U MPUCYTCTBUS Ha HECKOMBKMX PbIHKax
0[JHOBPEMEHHO.

CoBpeMeHHble POCCUICKIME WTYAUM B 061aCTV IKOHOMUKM KMHO OpUeH-
TUPYIOTCS B OCHOBHOM Ha CUCTeMbl KBOTVPOBaHUS 3arpaHUYHOrO KOHTEHTa
1 rOCYapCTBEHHOM NOAAEPKKN HalMOHaNbHOro KiHemaTorpada (CunseaHo-
BMY, 2022), pacCMaTpuBas 0TPaC/b B NEPBYIO O4Yepe/lb KaK CUCTEMY NOAAEPMKKN
HalWoHanbHoro cyBepeHuTeTa (Labpos, 2020).

3peck HeObXOAMMO OTMETUTL, YTO KtoYeBas NpobaemMa pocCUCcKoro
KnHemaTorpaca — orpaHU4eHHOCTb HaUKMOHaNbHOMO KMHOPbLIHKA — BO3HUKIA
3a[,0/1r0 0 CAHKLMOHHbBIX OFPaHUYEHWNIA Y MONUTUIKMN «KyNETYPbl OTMeHbI» (Canw-
eBa v ap., 2023; PyctamoBa, Agpviaros, 2023). MNpobnema ycyrybnsetcs Heco-
BEPLWEHCTBOM MEXaHM3MOB roCyAapCTBeHHOM noaaepxku (BopoHuosa, 2023;
MeyeHKMH, 2024), BKt0Yas OTpULAaTeNbHbIA 0TOOP Npy (hUHAHCMPOBaHWK (KO3-
(bULMEHT NoNe3HOro AencTans meHee 0,5) U [OMUHMPOBaHKE CYObEKTUBMUCTCKIX
«Teopuii coumansHoro nMnaxTar (MevervHa, 2023), Ha OCHOBE KOTOPbIX CO37a-
€TCst AOPOrOCTOSUMI KOHTEHT, BbIMyCKatoTCst G0KHACTEPbI, HE COOTBETCTBYIO-
Line peanbHbIM 3arpocam 3pUTENbCKUX ayanTopuii (TymMmaHos, 2022).

AnbTepHaTUBHBIV «CoUManbHOMY UMMaKTy» noaxon (Joxankos, 2024b)
npeanonaraeT peleHre 3aay rocyaapCTBEHHOIO YPOBHS ¢ bonbliein adhdek-
TUBHOCTbBIO Yepes «0OPaTHYH CBS3b» C MOTPEOUTENSIMU KOHTEHTA, C aKL|eHTOM
Ha CcpefHeOMKETHbIE MPOEKTDI, a TaKKe Yepes MHTErpaumo peKoMeHaaTeNb-
HbIX MPaKTVK 1 CUCTEM KONabopaTnBHO hunsTpaumnm koHTeHTa (Ye et al., 2024)
B JeNCTBYIOLIME INEKTPOHHbBIE KUHOPECYPChI A YBENNYEHMS EMKOCTH PbIHKA.
MprMeHeHne METOI0B MAWVHHOTO 0OYYEHUS AN MPOrHO3VPOBaHWS MPOCMO-
TPOB 1 COOPOB PUIBMOB U YYHLEHNIO VX MPOKATHbIX XapaKTePUCTUK AOMKHO
CNocobCTBOBATL BO3BPATY 3pUTENS B KMHOTEATPbI.

 CCbINIKM Ha OTYETbI KOMMNAaHWI fanee npuseeHsl Mo TeKCTy cTaTbh. OCHOBHOW NCTOYHNK —
Komuccus no erHbiM bymaram v brpxam CLUA (SEC). URL: https://www.sec.gov/ (10.09.2025).
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B Poccum npobnemaTrke NporHo3rvpoBaHns KUHOCHOPOB NOCBALLEHbI
KaK oTaenbHble anccepTaumm (TaTapHUKoB, 2016), Tak 1 NybanKaumm (ACHULKKIA
1 ap., 2016). MMpoBas NpakT1Ka akTUBHO MCMONb3YeT MallvHHOe 0byYeHre ans
NPOrHO3MpPOBaHMs KaccoBbix cbopoB (Paul & Das, 2022) 1 NOBbIWEHWS BOBe-
YEHHOCTM 3PUTENBCKOV ayaAnTOpUK, BKAOYAS MCMONb30BaHMe MyIbTUMO/Aanb-
HbIX HelipoceTen-TpaHChopMepoB AN aHanv3a M30bpaxeHuii, BUaeo, TeKCTa,
ayanoaaHHbIX 1 rnbpuaHble METOAbI pa3Hbix OTpaciel MallMHHOTO 0byYeHus
1 rny6oKoro MalwmnHHoro obyyerus (Sultan, 2025). HeobxoarMo OTMETUTb acnekT
NpUMEHeHY s S3bIKOBbIX MOZIENEel B PEKOMEeHAATENbHbIX CUCTEMAX ANs yBennye-
HWs OxBaTa KnHonpokata (Sarhan et al., 2024) 1 MCNoNb30BaHWe CEHTUMEHT-aHa-
nn3a Ha 6a3e LSTM, CNN-LSTM 1 BERT-apxutexTtyp (Khan & Yasser, 2024). Takke
3aCnyKMBaET BHVYMaHMWs 1Mcnonb3oBaHne LLM ans onTyMy3aumm My3bikanbHoro
COMPOBOX/AEHMS 1 CHHTE3a 3aKafpOBOro rosoca As Tpeinepos KMHOMUIbMOB
AN15 NMOBbILEHWS BOBNEYEHHOCTY ayAnTOPUM U yBENNYEHMS MPOCMOTPOBM.

iccnegoBaHms NOATBEPKAAIOT, YTO TOYHOE NMPOTrHO3MPOBaHKEe Kacco-
BbIx COOPOB CylEeCTBEHHO NOBbIWIAET 3DMEKTUBHOCTb UHBECTULMIA B KUHOWH-
ayctpuio (Li & Liu, 2022). CoBpemMeHHble NoAxofbl BKOYAOT aHan13 aaHHbIx
coumanbHblx ceTelt ¢ npuMeHeHnem rmybokoro obyyenus (Chen & Dai, 2022),
rMépuan3aunio 1 6NeHAMHT NPOrHOCTUYECKMX MOAENel MalMHHOTO 0byYeHns™?,
aHaNMUTUKY 1 OLLEHKY KOMMEpPYECKoro noTeHLMana Ha OCHOBe NpeanpoKaTHOM
nHGopMaumn'®, Knioyesble aeTepMUHaHTbl YCNeWwHOoCTY aHanm3npyoTcs B pabo-
Tax (Yan, 2025; Hong, 2024). ipyrvie aBTOpbI AeNatoT BbIBOAbI O MPaKTU4ECKOM
BAVISHMM MeTO0B M Ha KMHOMPOW3BOACTBO B KOHTEKCTE BanaHca KpeaTnBHO-
CTW 1 @aBTOMaTMU3aUuu TBopyecTBa'.

0 Jose,RA., Krishnan,R.S., Penyameen, K., Raj, J.R.F., Kumar, V.V, &Priya, M. (2025). Predicting box
office success: A transformer-based multi-modal approach. 2025 4th International Conference on
Sentiment Analysis and Deep Learning (ICSADL), Institute of Electrical and Electronics Engineers,
Bhimdatta, Nepal, pp. 1286-1292. URL: https://doi.org/10.1109/ICSADL65848.2025.10933041
(12.02.2025).

! Balestri, R., Cascarano, P., Esposti, M.D., & Pescatore, G. (2024). An automatic deep learning ap-
proach for trailer generation through Large Language Models. 2024 9th International Conference
on Frontiers of Signal Processing (ICFSP), Institute of Electrical and Electronics Engineers, Paris,
France, pp. 93-100. URL: https://doi.org/10.1109/ICFSP62546.2024.10785516 (12.02.2025).

2 Zheng, D., Sun, Y., & Yu, F. (2024). Research on movie box office prediction method based on
Blending model fusion. ICMLC 24: Proceedings of the 2024 16th International Conference on
Machine Learning and Computing. Association for Computing Machinery, New York, NY, USA,
pp. 140-146. URL: https://doi.org/10.1145/3651671.3651686 (12.02.2025).

¥ Velingkar, G., Varadarajan, R., Lanka, S., & Anand, K. (2022). Movie box-office success prediction
using machine learning. 2022 Second International Conference on Power, Control and Comput-
ing Technologies (ICPC2T), Institute of Electrical and Electronics Engineers, Raipur, India, pp. 1-6,
URL: https://doi.org/10.1109/ICPC2T53885.2022.9776798 (12.02.2025).

¥ Xu, Y. (2025). Balancing creativity and automation: The influence of Al on modern film production
and dissemination. arXiv:2504.19275. URL: https://doi.org/10.48550/arXiv.2504.19275 (12.05.2025).
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HoBble HanpaBneHMs BKIOYAOT NpuMeHeHne VIV ang nogaepyKKm clueHa-
PUCTOB B pedheprpoBaHu CLieHapneB™, reHepaLii KOHTEHTa Ha OCHOBE aHanu3a
0T3bI1B0OB (Kumar & Lavanya, 2024) 1 asToMaTr4ecKoli pa3paboTku cLieHapmes (Wang,
2024). NoaobHble TEXHONOT UM y)Ke BHEAPEHbI BEAYLIMMI MEXAYHAPOAHbIMU KOM-
nanusmu (Netflix, 20th Century Fox) ¢ cepeamntbl 2010-x (Chen & Dai, 2022). B poc-
CUICKOM KnHemaTorpade nx NprMeHeHne 0CTaeTcs HefloCTaTOuHbIM, YTO co3aaeT
noTeHwuMan ans pocta GUHAHCOBLIX PE3YNETATOB 3a CHeT «achdeKTa H3Ko M 6asbi».

[epCneKTUBHbIM HanpaBneHneM SBASETCS UCNONb30BaHMe 6ONbLINX A3bl-
KOBbIX Mofienen (LLM) ans aHann3a TeKCTOBbIX AaHHbIX PUABMOB (aHHOTaLM,
NOTNANHOB, TEMaNHOB) C LIeNbI0 MPOTrHO3MPOBaHWS KOMMepYecKoro ycrnexa (Ye et
al., 2024). 3ToT MeToA NO3BONSET NPOBOANTL MHBECTULIMOHHYIO OLIEHKY Ha paH-
HUX CTaausx pa3paboTKM NpoekKTa, elle 10 Havana NpoM3BOACTRa.

MATEPUANBI N METOAbI

VlccnenoBaHye OCHOBAHO Ha KOMOVHMPOBAHHOM MOAXOAE, 0O beANHSIOLLEM
KOMMYECTBEHHbIV 1 Ka4YeCTBEHHbIN aHann3 NpeaenoB pocTa POCCUINCKOro KUHeMa-
Torpada. B kauecTse aMnupuyeckoit 6asbl NCNOIb30BaH AaTaceT, BKIOYAOLMIA
1919 HauWoHanbHbIX KWHOUABMOB, BbILUEALWIMX B MPOKAT B nepuog ¢ 2004 no 2024
rofpl (McKoYas COOPHMKM MyNETHMABMOB, anbMaHaxy 1 nNepesbinycki)®. Bee
(bVHaHCOBbIE MOKa3aTenV NpuBeaeHsl K LeHam 2024 roga ¢ y4eToM MHDASUMN.

OCHOBHble MeTOAbI MCCNe0BaHNS BKTOYAKOT:

«  TPEeHAO0BbI aHaNW3 ANHAMUKN KNOYEBbIX MOKa3aTenen (KonmyecTso
VNbMOB, NoCellaeMocTb, cpeHme c6opbl) 3a 20-NeTHWIA NepUoa;

«  KaTeropuasnbHbIli aHanv3 oKynaemMoCTu NMPOEKTOB C BblaefeHnem
MOPOTrOBbIX 3HAYEHMWIA;

«  OUEHKy 1ccnefoBaHnii U NoaxofoB Ans NPOrHO3MpoBaHus ycrel-
HOCTN (PUNBMOB;

«  MOAENMPOBaHMeE Pa3BUTKS OTPACAY C YYETOM OrPaHNYEHII MO eMKO-
CTW pbIHKa.

 Chitale, M.P, Bindal, U., Rajkumar, R., & Mishra, R. (2024). DiscoGraMS: Enhancing movie
screen-play summarization using movie character-aware discourse graph. arXiv:2410.14666.
URL: https://doi.org/10.48550/arXiv.2410.14666 (12.02.2025).

® Nlowpamkos, A.B. (2025). Tabnua no kKMHOMUABMAM (KONMYECTBO MPOCMOTPOB 1 OIOKET)
3a 2004-2024 rogpl. URL: https://github.com/AntonDozhdikov/movie-box-office-prediction/
blob/main/box_views_04_24.xlsx (12.05.2025). MNpepacTaBneHHble MaTepviansl JOCTYMHbI AN
Hay4YHOro MCMONb30BaHYS NP YCIOBUN CChIIKN HA MCTOYHUK.
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Ha poccuiicKoM KMHOPbIHKe AoKa3aHa 3 MEKTUBHOCTL aHCaMbneBbIx
Mofenel MaWnHHOTO 0ByYeHVs AN NPOrHO3MPOBaHMS MPOKATHBIX Pe3ynsTa-
TOBY, BKMtOYAS MCMONb30BaHME CUHTETUYECKMX AaHHbIX 15 6anaHCMPOBKM Knac-
COB M ONTUMU3MPOBAHHBIX rnepnapameTpoB . iccneqoBaHms nNokasbiBatoT,
4TO NokasaTtenu rUNbMOB MOXHO CYLLECTBEHHO YNYYLIMTb 3a CHET ONTUMM3aLMN
CoCTaBa TBOPYECKOW rPynmbl, BO3PACTHOIO PEVTUHTA, dKaHPOBOIO NMO3ULMOHN-
POBaHWs 1 aTbl BbIXOAa B MpoKaT®.

OnpeaeneHbl KNtoYesble GakTopbl MHBECTULMOHHOIO yCrexa POCCUIACKOTrO
KnHematorpada (Joxankos, 2024a), pazpaboTaHbl METO/bI MOBbILWEHNS TOYHO-
CTV NporHo3oB ([oxankos, 2023) v NpeanoxeHsl HanpaBeHus aanbHenwero
COBEPLIEHCTBOBAHMS rOCYAAPCTBEHHOW NOAUTHKM B chepe KuHeMaTorpada
(Joxamnkos, 2024b). MepcneKkTBHbIM HaNpaBAeHEeM ABASETCA UCMONb30BaHWe
«unpoBoro akcnepTa» AN GOPMUPOBAHMS PbIHOYHbIX (DMHAHCOBbBIX MHCTPY-
MEHTOB, CMOCOBHbIX 06ecneynTb cTabunbHoe pa3suTre oTpacan®.

B HacToslee Bpems pa3pabaTsiBaeTcst METOL NMPOrHO3MPOBaHMS yCrewHo-
CTV PUNBMOB Ha OCHOBE aHanM3a TeKCTOBbIX laHHbIX (AaHHOTALMM UM CUHONCK-
COB, IOMNANHOB, TerNaHoB) ¢ NpuMeHeHreM NLP 1 601bLINX S13bIKOBbIX MOAENEN,
[006yyeHHbIx MeTofioM Low-Rank Adaptation?’. SkcnepumeHTanbHble pesysb-
TaTbl AEMOHCTPMPYIOT BbICOKYIO TOYHOCTH MpOrHo3a (accuracy = 0,93 n ROC_AUC
=0,92)%. 3TOT NOAXOM MNO3BOAUT MPOBOANTL PAHHIOK MHBECTULIMOHHYIO OLEHKY
NPOEKTOB Ha CTaAM¥ CLUeHapPHOW 3as8BKW, @ B COYETAHMM C reHepaTUBHbIMUW MOfe-
NSMU OTKPbIBAET BO3MOXHOCTU 151 CO3faHus CLieHapmneB, COOTBETCTBYHOLIMX
3anpocam Lenesoit ayauTopumn=,

' Nlokamkos, A.B. (2024, 27 mas). [porHo3vpyemM pe3ynsTaThl POCCUIACKOTO KMHOMPOKaTa C Mno-
molbto ML. Xabp. URL: https://habr.com/ru/articles/817471/ (12.05.2025).

® Nlowpamkos, A.B. (2024, 20 mioHs). KuHo, duHaHcel v data science. Xabp. URL: https://habr.
com/ru/articles/823368/ (12.05.2025).

¥ lokamkos, A.B. (2024, 30 aBrycra). TunepnapameTpuyeckas OnTUMU3aLMs MPOKATHbIX
XapaKTepuCcTUK hunbma 1 noabop coctaBa TBOpYECKon rpynnbl. Xabp. URL: https://habr.com/
ru/articles/839872/ (12.05.2025).

2 Nowankos, A.B. (2023, 19 mions). MoryT 11 UHBECTULMM B KuHemaTorpad 6biTb npubbib-
Hee pbiHKa aKuuii 1 cTabunbHee cekTopa obnuraynii? PLUSworld. URL: https://plusworld.ru/
journal/2023/plus-7-2023/mogut-li-investitsii-v-kinematograf-byt-pribylnee-rynka-aktsiy-i-sta-
bilnee-sektora-obligatsiy/ (12.05.2025).

2L Al Agents Handbook. (6.4.). AnanTauums H13Koro paHra (LoRA) gns 60nbwmx s3bIKOBbIX MOfe-
nen: Bceobvemnolee pykooactso. URL: https://www.learn-agents.ru/ru/senior/model-dev/
lora-usecases (12.05.2025).

2 NoxamKos, A.B. (2025). ViccnenoBaHve rotoBuTtest K nybnvikaumm. URL: https://github.com/Anton-
Dozhdikov/AntonDozhdikov/blob/main/Sinema_predictl4attempt_ipynb %22.ipynb (12.05.2025).

% Nloxamkos, A.B. (2025, 9 ntoHs). Xopouwas aesylwka LoRA! A yem e oHa xopouwa? Xabp. URL:
https://habr.com/ru/companies/otus/articles/916810/ (09.06.2025).
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PE3Y/IbTATbI UCCNEQOBAHUSA

OcHoBHas npobaema oKynaeMoCTn MHBECTULMIA 3aK04aeTCs B 1OKasb-
HOCTW POCCUICKOTO KMHOPbIHKA, CN1abo MHTErprMpoBaHHOro B MUPOBOW Aaxe
00 2022 ropa. [Ang 3KOHOMUYECKOW YCTONYMBOCTM OTPaCan HEOBXOAMMbI Mac-
wTabbl, xapaktepHble ana ViHauu, Kutas, CesepHoi AMepuku nnmn EBponeit-
ckoro Coto3a. PecbepeHcHble iaHHble NprBeaeHbl B TabA. 1. Mprumepom «achdexTa
MacwTaba» cayxumn CCCP ¢ ero 77,5 Thica4amu KnMHoycTaHoBoOKk B PCOCP (1970),
4TO 06BAICHSET HOsee BbICOKYIO OKYNaeMoCTb COBETCKUX KAPTUH MO CPaBHEHHO
C COBPEMEHHbIMUN POCCUMCKMMIZ B HALIMOHANbHOM NpoKaTe.

Tabnuua 1*
PedepeHcHble npeaenbl pocTa Ans HauMOHaNbHOTO KMHeMaTorpada
YucneHHocTb OxBart
Konuyectso
AKTYanbHOCTb flaHHbIX | TeppuTopus HaceneHus KUHO3anamu
KWUHO3anos
Tepputopumn X 100.000 yen.
2018 roa EC 40500 448 400 000 9,03
2022 rop CLUA 42000 335000 000 12,54
2023 rop KnTan 80 000 1411750000 5,67
2022 rop, Becb mup 213000 8000 000 000 2,66
2023 rop Poccuns 5868 146 447 427 4,01
Mpepnenbl pocTa Ans HaLMoHanbHOro KrHematorpadda
TeopeTuyecknii npepen | Poccus 13180 9
MpaKTuyeckunii npegen Poccuns 8787 6

* VIHghopmayusi cobpaHa u3 OmMKpPLIMbIX UCMOYHUKOE™.

** Teopemudyeckull npedes KONUYECMa IKPAHOB NPOKAMA C85I3aH C CONOCMABAEHUEM CO CMPAHAMU
Egponel.

“** [Ipakmuyeckull npedes Csi3aH C y8eaudeHuem YUCAa SKPAHO8 NPOKAMA 3a CHEM HOBbIX KU/TbIX KOM-
N/1EKCO8, CO30AHUEM My/IbMUPOPMAMHbIX PA3BAEKAMENbHbIX KOMNIEKCO8 Wa208ol dOCMyNnHOCMu
8 06UWECMBEHHbIX NPOCMPAHCMBAX 20POOCKUX PALIOHO8.

MpaKTUYecKnii NOTEHLMAN POCCUMINCKOTO PhiHKa OrpaHmyeH 9-13 Thica4yamu
KVMHO3a0B NPy TEKYLLEM YPOBHE OKOMO 6 ThICAY. JoNoNHKTEeNbHOE OrpaHuyeHme
€0o3M3aeT A3bIKOBOW Bapbep: PYCCKUM S3bIKOM BNafAeeT Nullb 255 MAH YenoBek™,

% ApTembes, M. (2024, 12 mas). [Mnati v cMoTpu. Kak 3apabaTbiBan COBETCKUIA KiiHeMaTorpad.
Skcnepm. URL: https://expert.ru/obshchestvo/plati-i-smotri/ (12.05.2025).

2 ICTOYHUKM: URL: https://vk.com/wall-34161523_95940; https://www.statista.com/
statistics/260284/number-of-movie-theaters-in-china/; https://www.proficinema.com/
questions-problems/articles/detail. php?ID=281396; https://www.statista.com/statistics/429555/
cinema-screens-in-european-countries/; https://www.zippia.com/advice/largest-movie-
theater-chains/ (12.05.2025).

% [No paHHbIM 1ccnefoBaHns «/HAEKC pycCKoro s3bika B cOBpeMeHHOoM Mupe». URL: https://m.
rusmir.media/2024/12/25/russkiyazik (12.05.2025).
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4TO CYLLECTBEHHO OrpaHnyYMBaeT IKCMOPTHbIN pecypc 6e3 aybnsxa. [laxe pbIHOK
nocTcoBeTcKkow LieHTpanbHoM A31m (80 MAIH YeNoBeK) HefoCTaTo4eH ans AoCTw-
KeHUs HeobXoaMMbIX MoKa3aTenei oxeata. IDMEKTUBHOCTb AyBNsHKa Takke
HMU3Ka: NO AaHHbIM 2024 rofa, MMpPOoBble CHOPbI POCCUINCKOTO KMHO COKPaTUANCH
Ha 1 MAH fonnapos?.

[TPOMEXYTOYHbIM BbIBOL: SKCTEHCUBHbIN NYTb Pa3BUTUS POCCUIACKOTO
KnHemaTorpada Kak caMoCTOSTeNbHOW OTpacau ncyepnaH. Heobxoamm nepe-
XOf, K KA4eCTBEHHbIM M3MEHEHMNSIM: MHOFOKPaTHOW MOHETU3aUWM OfAHON 1 TOM
e NOoKaNbHOW ayauTopum Yepes pasHble KaHanbl U CO3AaHMI0 KONMPOAYKLNIA,
OPVEHTUPOBAHHbIX KaK Ha POCCUIACKMIA PBIHOK, TaK U Ha MeXayHapoaHble cer-
MEHTBI.

Tabnuua 2*
durHaHCOBas UCTOPUSI POCCUINCKOro KMHeMaTorpada 3a ¢ 2004 no 2024 rofbl

OKynaemocTb
Brop)et C6opei B rpokare, YcnewHbix Oonsa
Fop, cdunbma, B npo- B KONnHecTBE | o npokarte Beero yCneLHbIX
MIH py6. Kate, yCcpeaHeHHbIX bunbMoB ¢unbmos bunbmos
MJIH py6. | 6lopxeToB
¢bunbmos

2004 405,2 379,7 0,76 1 10 10,00 %
2005 467,2 620,6 1,45 7 24 29,17%
2006 2949 270,2 1,41 7 47 14,89 %
2007 2442 246,2 0,88 5 65 7,69 %
2008 249 273,1 0,95 6 62 9,68 %
2009 369,1 251 0,64 5 70 7,14 %
2010 3232 292,7 1,32 7 58 12,07 %
2011 326,2 3837 1,59 10 58 17,24 %
2012 246,5 261,5 1,34 15 69 21,74 %
2013 293 371 1,36 7 60 11,67 %
2014 363,4 2139 0,83 11 82 13,41 %
2015 333 186,4 0,76 14 114 12,28%
2016 2823 207,7 0,62 10 103 9,71%
2017 219,1 305,4 1 10 96 10,42 %
2018 146,6 2079 1,36 13 108 12,04 %
2019 182,8 171,8 1,38 16 142 11,27 %
2020 154,1 185,1 2,27 8 84 9,52 %

2 MamuKkoHsiH, O. (2025, 29 sHBaps). C60pbl POCCHICKOTO KMHO 3a Py6exoM ynanu Ha S1 MiH
B 2024 ropy. Forbes. URL: https://www.forbes.ru/forbeslife/529752-sbory-rossijskogo-kino-za-ru-
bezom-upali-na-1-mln-v-2024-godu (12.06.2025).
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OKynaemocTb
Bromxer C6opel B ripokare, YcnewHbix Oons
B Mpo- B KONIMyecTBe Bcero
Fop, cdunbma, B MpokaTe YCMeLHbIX
MAH py6 Kate, YyCpeAHEeHHbIX dunbMoB ¢unbmos bunbMoB
" | MaH py6. | 6l0pKeTOB
bunbmoB
2021 90,7 88,9 0,87 10 146 6,85 %
2022 81,8 66,2 0,77 8 190 4,21%
2023 93,1 157,2 0,96 17 163 10,43 %
2024 1487 181,9 1,22 24 166 14,45 %
B cpegHem
3a 2004-
2024 roppbl | 253,05 253,43 1,13 10 91 12,18 %

*VICmOYHUK: pacyemel a8mopa Ha.0cHoge Galing daHHbIX U3 Peno3umopusl.

** [pumedaHue: NOCKoIbKY OaHHsle no 610dxemam npumepHo 30 % pocculickux Gunsmos cKpelmel
pocculickumu npodocepamu om nybauKayuu, Npu NPONycKax Ucnoe308a10ce MEAUAHHOE 3HAYeHUe
no 6rdxeman, Ymo denaem 803MOXHbIM KAME20PUATbHOE NPOZHO3UPOBAHUE ((husibM OKYNUMCS UU
Hem), Ho 3ampyoHsiem co30aHUE peepeccHbix Modesell NPO2HO3UPOBAHUS NO COOPAM.

C y4eTOM AaHHbIX Tabn. 2 1 NpMBeAEHHOTO HIKe rpaduka (puc. 1) gena-
€TCs1 BbIBOS,: BIOKeTbl 1 COOPbI POCCUMINCKOro KnHemaTorpada yMeHbLWanuch rog
0T roaa: HeyaauHbiMu 66111 2007 1 2008 rofbl ((DMHAHCOBbIV KPU3MC), HO 1 MOCe
2014 rofia HabntofaeTcs OTHETAMBLIN TPEHA Ha YMeHbLUeHWe cpefjHero bopxeTa
C MUHUMYMOM B 2022 ropy.
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Puc. 1. MeguaHHble c60pbl U 610AKETbI POCCUNCKUX KNHO(UAbMOB
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C 2004 ropa Habntogancs yCTOMYMBbLIA TPEHT, Ha MOHVKEHWE, U TONbKO
2023 rog nokasan BO3MOXHOCTb Pa3BopoTa, HO 6e3 yBennYeHus 3puUTenbCKon
ayAUTOPUN (EMKOCTY PbIHKA) 3aKpenenvie Tperaa 3aTpyAHUTENbHO.

MpoaHanv3npyem Apyroin Kputepuii — KoNM4YeCTBO NPOCMOTPOB HaLMO-
HanbHbIX KNHOMDUABMOB (Tabn. 3) 1 BU3yan13aumo TPeHAOB Ha puC. 2.

Tabnuua 3*
[laHHbIE MO NPOCMOTPaM HaLMOHaIbHbIX KWHO(UILMOB
ron Konuuectso MpocmoTpbl CpepgHee KONMYECTBO NPOCMOTPOB
¢unbmoB B KWHOTEaTpax B rog, Ha ofiH UNbM B KWHOTEATpax
2004 10 7693000 769 300
2005 24 28540 800 1189200
2006 47 25444300 541 368
2007 65 31892288 490 651
2008 61 31101040 509 853
2009 70 31716228 453089
2010 58 28793245 496 435
2011 58 34021277 586 574
2012 69 27043 855 391940
2013 60 35922702 598 712
2014 82 30968 767 377668
2015 114 39255078 344 343
2016 103 41332674 401 288
2017 96 60 627 310 631534
2018 108 49943237 462 437
2019 142 57220455 402 961
2020 84 39488 463 470101
2021 146 35544 449 243 455
2022 190 36 029 334 189628
2023 163 77130486 473193
2024 168 81662 802 486 088

*YicmoyHuK: pacdemel asmopa Ha_0CHoee d)GLjﬂG OaHHbIX U3 peno3umopus.
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[laHHble No obLyeMy KOrMuecTBy NPOCMOTPOB HaLMOHaNbHbIX
KMHOUIBMOB 1 CpeaHeMy KoNMYecTBy NPOCMOTPOB MO rogam
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3KCnoHeHUuanbHas (cpefHee KONMYecTBO NPOCMOTPOB Ha HKNbM)

Puc. 2. [laHHble no o6wemy (MacwTabupoBaHHOMY B 1 k 100) KONM4ecTBY
NPOCMOTPOB B KMHOTEATPaX U CPeAHEMY KOJIMYECTBY NPOCMOTPOB Ha (usibM

Mony4YeHHble TPEHAO0BbLIE NMMHUM NOATBEPXKAAIOT TE3MC O CKIOHHOCTH
K «<KaHHMbanm3auumn» ayauTopuu Npu yBENVYEHUM KONMYECTBa KMHOKAPTUH
Ha OrpaHNYeHHOM TOKaNbHOM pbiHKe. TOYKa CMeHbl TpeHAa B (PUHaHCUMPOBaHUK
KrHeMaTorpada Hactynuna 8 2017 rofy: HeCMOTPS Ha POCT A0 HALMOHabHbIX
(b1NbMOB, COKPALLANOCh CpefHee KONMYeCTBO 3pUTENeN Ha Kax(abl MpoeKT. 3Ta
TeHAEHLMs OnacHa TeM, 4TO Kaxablii HOBbIN DUAbM YCUAVBAET BHYTPEHHIO
KOHKYPEHLMIO Ha YMEeHbLAOLWENCs ayauTopuim, OCOBEHHO Y4YMTbIBAs, YTO TeKy-
LW POCT HaLMOHaNbHOro KnHemaTorpada 4acTUyHO 00yCNOBAEH CHINKEHVEM
AONV UHOCTPaHHbIX KapTUH.

AHann3 ganHbix 3a 2004-2024 rofibl BbIgB BTOPYHO OMACHYO TEHAEHLUMIO —
yBeYeHue rmraHTCKuMuM bromKeTamu (CBbilwe 650 MH) C HEM3MEHHO HeraTyB-
HbIMYV pe3ynsTaTamu. EAMHCTBEHHbBIM UCKTOYEHeM cTan duibM «H4ebypallka»
¢ hvHaHcnpoBaHveM B 850 MAH. Hanbonee nepcneKTUBHbIMY NPeaCTaBNStoTCS
cpepHebomKeTHbIe KapTuHbl (200-400 MAH pybneit), cCnocobHbIe OKynaThCs Npw
BbIxOAe Ha 1200-1800 akpaHOB npokara.

TeopeTnyecknin npeaen KonmM4yecTsa aKpaHoB (9-13 ThicaY) MOXET ObiTb
AOCTUTHYT 3a CYET cO3AaHus HEBONbLINX KMHOTeaTpoB (1-2 aKpaHa) B HOBbIX
KUNBIX KOMMIEKCAX 1 06Pa30BaTeNbHbIX YHPEXAEHUNAX, MHTErPUPOBAHHbIX
€ 06U|eCTBEHHbBIMU NPOCTPAHCTBAMM U MPOEKTaMU KPeaTVBHON UHLYCTPUN.
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BTopoe HanpasneHve pelieHus Npobnemsl — Co3aaHue CUCTeMbl NpPor-
HO3MPOBaHWA 3arpy3ky KMHOTeaTpoB? Ha 6a3e MHOroareHTHOro anropuTMa
rnybokoro obyyeHus ¢ nogkpennexHem Tuna MADDPG?. 3TOT anropuTM No3Bo-
NSET KOOPAVHNPOBATbL AENCTBUS AUCTPUOBIOTOPOB U KMHOTEATPabHbIX CeTEl,
MUHUMU3KPYS 3D hEKTbI «<KaHHMBanM3aumm» ayanTopmm 3a cHeT onTUManbHOro
pacnpegeneHuns NpoKaTHbIX AaT.

TpeTbsi COCTaBASAOWAS PeWEeHNs — UHTerpauns KMHONPOKaTa C KpeaTuB-
HbIMM OTpac/siMu Yepes KpoccniathopmMeHHble hpaHWw3bl, No3BoNsOLUME
MHOTOKPATHO MOHETM3MPOBATh KOHTEHT AN LIeNesol ayamtopuu. MobansHsle
mMeanadpaHwm3bl 4EMOHCTPUPYIOT 3DMEKTUBHOCTL MOAENN, TAe OANH KaHan
NPOABWIKEHWNS YCUAMBAET ApYrue, Co3aaBas CuHepreTudieckuii ahdexT.

[ns npriBneYeHns YacTHbIX MHBECTMLMI HeobXoaMMa CUCTeMa NPOrHO3K-
POBAHMS YCMELHOCTX NMPOEKTOB C TOYHOCTLIO A0 90-95 %, Kak 1 cucTemMa noa-
AEPXKKN NMPUHATUS pelleHnii Ha paHHKx 3Tanax (Liao et al, 2022), paspaboTka
peKoMeHaTeNbHbIX CUCTEM 1 KonnabopaTBHOM GpuUAbTpaLmnu KoHTeHTa (Ye et al,
2024) ans cdepbl KUHO, YTO MOXKET JONOAHWUTENLHO YBENNYNTL EMKOCTb PbIHKA
1 BEPHYTb 3pUTenel B KMHOTeaTpbl faxe C y4eTOM UX HapacTatolieln nobsu
K OHMalH-NNaThopMam.

/13 NO3UTUBHbIX YCNIOBYI POCCUIACKOTO KUHOPbBIHKa HEOOXOAMMO OTMETHTb,
4TO Ka4eCTBEHHbIV pa3BneKaTeNbHbl KOHTEHT OCTaeTCs BOCTPeHOBAHHbBIM faxe
B KPU3WCHble TOAbl: B peKopaHbii 2019 rog ycnelHble GunbMbl 4EMOHCTPUPO-
Ba/N 6-KpaTHYIO OKYNaemMocCTb, B KpunsncHble 2009, 2020 1 2022 rofbl ycnewHble
MPOEKTbI TAKKE MOKA3bIBANN NMONOKUTENBHYIO JOXOAHOCTb.

Tabnuua 4*

CpepgHue MeTPUKM 0TOBPaHHBIX YCMELWHbIX B poKaTe hpuabMoB

OKynaemocTb B poKaTe,
Brogxer, C60pbl, MJIH
fop MIH py6 Dy6 MpocMoTpbl | B KOIMYECTBE yCPefHEHHbIX
' 610a)KeTOB (DUIbMOB
2004 588823644 2262773700 |4400000 3,84
2005 273347751 1101712868 2269620 4,70
2006 344670805 [1105573029 2187000 4,38
2007 296 022 348 | 1544460984 3014400 4,54
2008 233621769 |1054751087 1914333 4,02

% Venkataramani, S., Ramesh, A, Sankaran, S.S., Jain, A., & Vijayaraghavan, V. (2019). A dy-
namically adaptive movie occupancy forecasting system with feature optimization. https://doi.
org/10.1109/ICDMW.2019.00118 (12.05.2025).

» Lowe, R, Wu, Y., Tamar, A, Harb, J., Abbeel, P, & Mordatch, I. (2020). Multi-agent actor-crit-
ic for mixed cooperative-competitive environments (v4). arXiv:1706.02275v4. URL: https://doi.
org/10.48550/arXiv.1706.02275 (12.05.2025).
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OKynaemMocTb B poKare,
fop, 5:5‘“%’ C6°pb'éM"H MpocMoTpbl | B KONIMYECTBE YCPEeAHEHHbIX
py pyo. 610a)KeTOB (DUIbMOB

2009 427373674 |1197 888816 2090 000 2,85
2010 359991424 | 1590569 243 2671429 5,23
2011 440332528 1557428760 2 349500 4,29
2012 198968659 | 747966 974 1106200 3,41
2013 354331474 |1640343200 2723857 6,27
2014 237908348 | 759499 860 1363818 3,63
2015 222 446 795 848 462 289 1537786 3,62
2016 371694771 [1063397 226 2016 700 3,02
2017 368424636 |1621602 396 3348700 4,69
2018 233767140 |1191153175 2590692 581
2019 158676673 953614 337 2151563 6,16
2020 300664203 |1104316708 2 840250 4,44
2021 184031 181 682 864 785 1799 600 4,15
2022 67660 734 274739 562 760 875 4,07
2023 171065612 969 419 360 2904071 3,68
2024 408222222 1321634094 3551359 3,31
CpepHune

AaHHble [ 297240304 [1171151069 2361512 4,29

*MIcmoYHUK: pacyemsl asmopa Ha.0cHose (aling OaHHsIX U3 Peno3umopus.

C BbICOKOM TOYHOCTBIO NP OTOOPE KMHOMPOEKTOB, 06 beANHEHHbIX B MHBE-
CTULMOHHBIN NopTdenb, HY HaCTHbI MHBECTOP, HU rOCYAapCcTBO aKTUYecKn
He PUCKYIOT B OTHOLEHWM HEBO3BPaTa CBOMX CPEACTB. Ha BEPOATHOCTL MONY-
YeHUs OTpULATENbHOrO pe3ynsTaTa BAVSIOT TONbKO MaclTabHble «4epHble
nebeau» no Tuny robansHoi naHaemun COVID-19, HaHoCAWME yaap N0 MHOTUM
0TpacnsamM aIKOHOMUKK. OfHaKO Ha ropu3oHTe bonee vyem 5 neT MHBeCTMLMN BCe
paBHO OKynaroTcs. Kak moKa3aHo Ha MCTOPUYECKIMX laHHbIX MpoKaTa (cM. Tabn. 4
1 puc. 3), Aaxke B TEKYLLMX YCIOBMSAX MPOU3BOACTBA PUNBMOB 1 KMHOMPOKaTa
MOXHO CTabubHO HaxoAUTb 7-9 GUNbMOB, KOTOPbIE MPUHECYT 2,5-KpaTHYO
OKyMaeMoCTb MO MPON3BOACTBEHHOMY BIOMKETY U U3 HUX 2-3 PUAbMa, KOTOpPbIe
MMeloT MoKa3aTesb OKynaeMocTu B 5 1 6onee NPOU3BOACTBEHHbIX OIOAKETOB.
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Tabnuua 5*

CBopfHas uHdOpMaLms No okynaemocTu ¢uabmoB ¢ 2004 no mMaii 2024 ropa

(BKAOUUTENBHO)
OKynaemocTb
Konuyectso | Konnyectso
B MpoKare,
Konuyecteo ¢unbmoB ¢unbmoB
B KOJIN4ecTBe
¢dunbmoB KonuyectBo | co c6opamu | co c6opammu
yCpefHEeHHbIX
lop, C U3BeCT- ¢bunbmos 6onblue 6onblue 4,99
HbiM 6t0f- GlopxeTos dpune- Brog 2,49 ycpep- | ycpepHeH-
MOB (gns ¢punb- ’
>KeToM HeHHOTo Horo
MOB C U3BECTHbIM
6rop)KeTa 6opKeTa
6rogKeToM)
2004 10 0,76 10 1 0
2005 24 1,45 24 4 2
2006 33 141 47 4 2
2007 44 0,88 65 4 1
2008 44 0,95 62 5 2
2009 43 0,64 70 4 0
2010 37 1,32 58 6 3
2011 38 1,59 58 7 3
2012 48 1,34 69 9 2
2013 47 1,36 60 6 3
2014 4 0,83 82 9 2
2015 99 0,76 114 13 2
2016 89 0,62 103 7 0
2017 72 1,00 96 7 4
2018 78 1,36 108 9 4
2019 91 1,38 142 14 7
2020 53 2,27 84 7 2
2021 71 0,87 146 9 3
2022 94 0,77 190 8 2
2023 87 0,95 163 9 2
2024
nomam o7 121 57 4 1
BKJIIOYU-
TenbHO
Obwwid |3 1,08 1808 146 47
uTor

“MemoyHuK: pacdemsl asmopa Ha oCHoee qba&ﬂa OaHHbIX U3 penosumopus.
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KonnuecTBo kpaliHe ycnewwHbIX B Npokate usibMoB no
rogam
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KonuuecTteo punbmos co cGopanmm Gonblue 2,49 Glogketa

= KonnyecTteo chunbmoB B ro co cGopamm Gonble 4,99 GlogkeTa

Puc. 3. luHaMuKa BbIXOAA KpaiiHe YCreLHbIX B NPOKaTe KNHOMUIbMOB Mo rogam

Tekyllee rocygapcTBeHHoe GrHaHCpoBaHe NPON3BOACTBA POCCUI-
CKMX KUHOKapTUH 3a 2022-2025 rof npeacTaBnseTcs AOCTaTOuHbIM (CM. Tabn. 6).
INo aKTyanbHOMY MCCNeA0BaHNIO ATEHTCTBa CTpaTermyeckux MHULMaTuB™, Bknag
nHAyCcTpun «KnHo 1 cepunansi» coctasnset 0,11 % BBIM, obecneynBas 3aHATOCTb
6onee 45 Thic. Yen. Banosas fobaBneHHas CTOMMOCTb MHAYCTPUM OLEHMBAETCS
B 187,6 Mnpga pyo.

OCHOBHOW BOMPOC — 3TO 3PMEKTVBHOCTb MCMOMb30BAHUS BbiAENSAEMbIX
AEHEXHbIX CPEACTB W Hannyvie MpOeKTOB, KOTOPbLIE AaXe TEOPETUYECKN HE MOTYT
OKYMUTBCS B POCCUACKIMX YCTIOBUSAX, HO MPOAOMKAIOT CO3/1aBaThCs.

/IMEHHO BBICOKOPMCKOBbIE KPYMHOOIOAKETHBIE MPOEKTLI MOAYYaAIOT 3Ha-
YUTENbHYIO rOCYAapCTBEHHYIO noaaepxKy. PoHA KMHO B 2025 roay nogaepan
15 GUNbMOB OT CTYAUN-NNAEPOB, KOTOPLIE CYyOBEKTUBHbBIM 3KCMEPTHLIM MyTEM
6NV ONpefeneHsl Kak noTeHuansHble brokbacTeps™.

¥ AreHTCTBO CTpaTernyeckmx uHuUmaTtue. (2025, ™MapT). COCTOSHME UK NepCneKTVBb
pasBUTUS WHAYCTPUM «KMHO U cepuanbl». URL: https://cinemaplex.ru/wp-content/up-
loads/2025/04/250319_kino_i_serialy.pdf (12.05.2025)

3 MNpoduCrHema. (2024, 7 mas). POHA KMHO MOALEPKWT NPOU3BOACTBO 15 UABMOB CTY-
avin-nupgepos. URL: https://www.proficinema.com/news/detail.php?ID=394905 (12.05.2025)
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Tabnuua 6*
NcTOYHVKM PMHAHCMPOBaHUSA HaLMOHaNbHOIO KMHeMaTorpada (2022-2025)

NCTOYHMK 2022 2023 2024 2025 (nnaH)
DoHfA KMHO 7,6 MApg, 7,6 Mpa 9,4 Mnpg, 10,2 mnpg
MWHKYNETYpbI 4,0 Mnpp 4,0 Mnpg, 4,027 Mnpp, 4,192 mnpa
WHCTUTYT passuTtus nHtepHeta | 12,0 mapa | 18,0 vnpa | 17,992 mnpg | 25,335 mMnpa

* YiemoyHuKku™

Bcnen 3a akcneptamu ACK 0TMETUM HEOBXOAMMOCTb ONTUMM3aLIMN 3aTpaT
Ha co3faHune KOHTEHTa (C aKUEeHTOM MMEHHO Ha cpeHWi BIoXeT, a He bnokba-
CTEPbI) U COBEPLWIEHCTBOBAHWE MEP FOCMOAAEPHKKN.

[ns npeofoneHns 0ObeKTUBHbBIX OrPaHUYEHNIA U NpeaenoB pocTa Halw-
OHa/bHOTO KMHemaTorpada v peanvsaumn Lene rocyaapcTBEHHON NOANTUKN
B chepe KvHemaTorpada U CUCTEMHOTO MPUBAEYEHUS YACTHBIX MHBECTULNIA
BO3MOXEH aKLEHT Ha CO3[aHNN MHBECTULIMOHHbIX NopTdenelt, paccunTaHHbIX
Ha rOpPM30HT MHBECTULMI Ha CPOK OT 5 NeT 1 bonee, Nnpeanonaratollyx cosaaHmne
A0 100-150 NPOEKTOB, YaCTb 13 KOTOPbIX CBOAUTCS B 5-7 r10banbHbIX hpaHLLIn3.
BbiBOA CieNaH Ha OCHOBaHWK aHanM3a nybanyHbIX OTYETOB KOMMaHui Lionsgate
studios holding corp®, HASBRO*, Paramount Global®*, Warner Bros®, 8 KoTopbIx
avBepcrduKaLns, 4ONTOCPOYHOE NNaHMPOBaHWE U YHET aKTyasbHbIX TPEHAOB,
KauyeCTBEHHOW aHaNUTMKX NpoKaTa NPeacTaBasioTCs ayauTopamu Hanbonee
AeViCTBEHHbIMU MEpaMU.

Tako Noaxod NO3BOAUT MOMYYUTH AOMOAHUTENBHO, MOMUMO CYLIECTBY-
oLMX, He MeHee 15-20 MONHOCTbI OKyMNatoWMXCs B MpoKaTe GUAbMOB B rOA,

32 InTrpyemble UCTOYHMKN MO (UHAHCOBBIM AaHHbIM Y MPOrHO3aM:

+ WHTepdakc. (2024, 30 ceHTAOps). Ha kynsTypy v KnHo B 2025 . 13 BromKeTa NNaHnpyoT Ha-
npaswuTb 6onee 230 Mnpg py6. URL: https://www.interfax.ru/culture/984452 (12.06.2025).

+ lpoduCrHema. (2024, 1 okTsbps). B 2025 rogy rocnofaepxKa poccuincKoro KUHOMPoV3Boa-
cTBa MOXeT ObITh yBenuyera. URL: https://www.proficinema.com/news/detail.php?ID=404959
(12.06.2025).

+ KyBwnHoB, W. (2024, 21 Hosi6ps). focnoafepka KMHOMPOW3BOACTBA OyaeT yBenuveHa
B 2025 ropay. blonneTterb kKMHonpokaTtynka. URL: https://www.kinometro.ru/news/show/name/
gosfinansirovaniekino_budget 21112024 (12.06.2025).

FMybnnyHbI oT4eT komnaHuy Lionsgate 3a durHaHcosbiv roa. URL: https://www.sec.gov/Ar-
chives/edgar/data/2052959/000119312525060956/d831991ds1.htm (12.05.2025).

#MybnnyHbIi oT4eT komnanun HASBRO 3a duriHaHcosbiin rog. URL: https://www.sec.gov/Ar-
chives/edgar/data/46080/000004608025000069/has-20250330.htm (12.05.2025).

* TybnnyHbI 0TYeT KoMnaHmn Paramount 3a drHaHcoBbI rog. URL: https://www.sec.gov/Ar-
chives/edgar/data/813828/000081382825000005/para-20241231.htm (12.05.2025).

* MybnnyHbIi oT4eT KoMnanuy Warner Bros. 3a dviHaHcoBbiih rog. URL: https://www.sec.gov/
Archives/edgar/data/1437107/000143710725000031/wbd-20241231.htm (12.05.2025).
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He cymTas Apyrux HanpasneHunii MOHeTU3aLUMmM Yepes KPoCC-ANCTPUBYLIMIO KOH-
TEeHTa, COMyTCTBYIOLLYIO A0DaBAEHHYIO CTOMMOCTb B MPOAYKTaX 1 yCayrax Kpea-
TUBHBIX VIHAYCTPUA.

OBCY)XXAEHUE

HecMOTps Ha pa3Hble MEeTOAVKM OLEHKW, BbIBObl aBTOPa COBMNafatoT
C pe3ynbTaTamu 1pyroro UccnefoBaHns®’, NoCBsLIEHHOro BONPOCaM HeBbICo-
KoM 3 (DeKTUBHOCTI rOCYAAaPCTBEHHOM NOAAEPKKA HAUMOHANBHOMO KMHEMaTo-
rpaca B Tekywmin neproa. Kpmanc KavyecTBa KOHTEHTa, PUHaHcoBas Headhek-
TUBHOCTb M HEafEeKBaTHbIA «Pa3roH» LEH Ha KMHOMNPOW3BOACTBO OTMeYaeTcs
Takke B nccnenoBaHnm «KuHonoucka»®. MocnegHee KOCBEHHO NOATBEPKAAETCS
POCTOM BbIpYYKYM 3a 2024 rofi OCHOBHbIX KMHOMPOU3BOAUTENEN* C BEPOSTHbIM
ero oxnaxaeHnem B nocieaytouine Nnepruoasbl.

AHann3 faHHbIx 3a 2004-2024 rofbl BeISBUA CefyroLiMe KItYeBble Npo-
bnembi:

1. TMpobnema «kaHHMbanM3auum» ayauTopum: HECMOTPS Ha 0OWMIA POCT
KOMM4ecTBa NPOCMOTPOB HaLMOHaNbHbBIX KUHOMWIBMOB Gnarofaps
yBeNMYEeHWIO UX 0NV B NpOKaTe, CpeaHne NpoCcMoTPbl Ha DuibM
nafatoT. ITO CBMAETENLCTBYET Kak 06 OTCYTCTBMM Nporpecca B Kaye-
CTBE CO3/1aBaeMOro KOHTEHTa, Tak 1 O TOM, YTO AOCTUTHYT npeaen
EMKOCTV MO LUeNeBoin ayanTopuu.

2. ®uvHaHCoBas yCnewHoCTs: B 2024 rogy ToNbko 0Ko/0 20 % poCCcuiicKimx
VNbMOB, NoaAePKaHHbIX POHAOM KUHO, onpaBaanu cebs B nNpo-
KaTe. [lons BCex HaUMOHanbHbIX (DUIBMOB C OKyNaemMocTblo (bonee
2,5) coctaBnsieT meHee 10 %, a HGUIBMOB C BbICOKOM OKyMaeMoCTbio
(cBblWwe 5) — He 6onee 3-5%.

3" Be3sybukos, A. (2025, 18 aBrycra). Yoouka 1 pbiba: Hackonbko 3hdeKTVBHA rocnoaaep-
Ka poccuiickoro kuHonpowssofcTtea. [IpoguCuHema. URL: https://www.proficinema.com/
questions-problems/articles/detail.php?ID=429648 (30.08.2025).

* lBaHoBa, B., MupoHoB, ®. (2025, 29 Mas). KT0, KaK ¥ CKOMbKO: NOCYMTANN BCE BIOXEHUS
rocyfapcTaa B KMHO 1 cepuansl B 2025 rogy. KuHonouck. URL: https://www.kinopoisk.ru/media/
article/4011265/ (30.08.2025).

* HOpacoBa, H0. (2025, 28 anpens). [loxoa Npoao/mKaeTcs. Bbipyyka KUHONPON3BOACTBEHHbIX
CTyanii pacTeT, HO MeaneHHee. KommepcaHmds. URL: https://www.kommersant.ru/doc/7691765
(30.08.2025).
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3. OrpaHuyYeHHas eMKOCTb pPbiHKa: aHan13 NoKasbiBaeT, YTO Tekyllas
E€MKOCTb POCCUICKOTO KMHOPbIHKA OrpaHunyeHa 125 MAH NoTeH-
LManbHbIX 3pUTenel 1 6 ThiC. 3KPaHOB MpPOKaTa, YTO 3HAYUTENbHO
HVDKE YPOBHS, HEOBXOAMMOTO ANS YCTOMYMBOIO MYHKLMOHMPOBAHNSA
oTpacnu (450-500 MnH 3puTenelt n 35-40 ThiC. 3KpaHOB) NpuU Tpaau-
LIMOHHOM 3KCTEHCMBHOM MOAXOAE.

MpeanoyeHHbI HaMU MHTEHCUBHBIV NOAXOM pelwaeT Npobnemy orpaHu-
YeHHOI eMKOCTM POCCUIACKOTO KUHOPbBIHKA Yepe3 HECKOBbKO B3aMMOLONOMHS-
IOLLMX APYT APYra MexXaHV3MOB:

«  (OpMMpOBaHME MHBECTULMOHHbIX NOpTdeneii Ansa ansepcuburKaLmm
PVICKOB W NOBbIWEHNSA 06Liel peHTabenbHOCTH, BHEAPEHWS PbIHOY-
HbIX 11 OVIPXEBBIX MEXaHV3MOB (PUHAHCMPOBaHMS;

«  BHeapeHue cuctem U ons NporHo3npoBaHuMs KOMMEPYECKOro ycrnexa
(DUIBMOB M ONTUMMU3ALMM TBOPYECKMX 1 MPOKATHbBIX PELIeHWI, s
Hanbonee aPEKTVBHON NOCTAHOBKM W pacnpefeneHns KapTuH
B MpoKare;

«  pasBuTHeE KpoccnnathopmMeHHbix hpaHLLIK3 A5 MHOTOKPATHOM MOHe-
TV3aUMM KOHTEHTA Ha OrPaHMYeHHOW ayanTopwn.

MNopTdensHoe GUHaHCKMpoOBaHKe NpeofoneBaeT NpobaeMy BbICOKOW
PVICKOBAHHOCTW OTAE/bHbIX MPOEKTOB, XapaKTePHY AN KUHOUHAYCTPUN.
B oT/muvie OT TeKyLeh NPaKTViKy, TAe TOCMOAAepKa PacnpefensieTcs no oTae/b-
HbIM NpoeKTam 6e3 yyeTa Ux B3avMOo0MNONHAeMOCTI, Co3aaHmne anepcubuum-
POBaHHbIX NOpThenein No3BONAET CrNAAUTL KonebaHus [OXOA0B 1 obecnedunTb
CTabubHY OKYNaeMoCTb B JONTOCPOYHON NEPCreKTUBe.

[py TOYHOCTM NPOrHO3MPOBAHMWA YCMEWHOCTN NMPOEKTOB Ha YPOBHE
90-95 %, 4TO AOCTMXKMMO C MOMOLLbIO COBPEMEHHbIX METOAO0B MalWWHHOMO 06y-
YEHUS, MOXKHO 0becnevnTb CTabuabHY OKYyNaeMocTb He MeHee 25-30 % npo-
1N3BOAMMbIX (DUNBMOB, YTO CYLIECTBEHHO Bblle TEKYLLIMX NOKa3aTenen. Takke
BMOJHE PeanncTYHO NMOBbLICUTb OKYNaeMoCTb GUNbMOB, NOAAEPKAHHbIX POH-
[OM KI1HO, B TpoKaTe 10 50 % (BMecTo Tekyuimx 20 %).

Kpocc-mMeaniiHble hpaHLwmn3bl NO3BONSOT MHOTOKPATHO MOHETU3MPOBATS
LeNeByto ayAMTOpUIo, PeoaoneBast orpaHuiYeHns OHOKPATHOW MOHeT13aLMK
Yepes KMHOMPOKaT. ITOT NOAXO OCOOEHHO BAXEH A/1s1 POCCUIACKOTO KOHTEKCTA,
I€ IKCTOPTHbBIE BO3MOXHOCTM OrpaHuyeHbi.

HecMoTpst Ha NepCnekTUBHOCTb NPEANOKEHHOIO NOAX0Aa, HeobxoanMOo
YYUTBIBATb €70 OrPaHmnyeHus.

3asucumocms om kavyecmea daHHbIX: 3POEKTUBHOCTb MPOrHO3MPOBaHMS
C NOMOLWbHO % HaMpsaMyto 3aBNCUT OT Ka4eCTBa VM MOJSIHOTbI BXOAHbIX AaHHbIX.
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B poccuiickom KoHTeKcTe okono 30 % AaHHbIX O BHOKETAX CKPbITO MPOAoCe-
pamu, 4TO CHVKAET TOYHOCTb NMPOTrHO30B. VICKaXeHHble, HeMoHbIe AaHHbIe
CYLLEeCTBEHHO CHWKAKOT TOYHOCTb ML-MeTOLO0B.

BpemeHHble nazu: BHepfpeHne nopTdenbHoro brHaHCMpPOBaHUS
1 Kpocc-MeaniiHbix hpaHLin3 TpebyeT BpemeHu Ha hopmMupoBaHme Heobxoam-
MOW MHMPACTPYKTYPbI U M3MEHEHWe BU3HeC-NPaKTUK TaK e, Kak 1 pa3BuTmne
PbIHKa aKLMiA 1 0banraumii Ha KMHOMPOEKTbI.

Feononumu4eckue 02PAHU4YeHUA: CaHKLIMOHHOE laBneHne 1 orpaHuye-
HVA B MEXAYHAapOAHOM COTpyAHNYeCTBe CO3A4at0T AOMNONHUTE/IbHbIE 6apbepb|
014 9KCNOPTa KOHTEHTa 1 NpnBAevYeHnsa MHOCTPaHHbIX I/IHBeCTI/ILI'I/II;I.

KynemypHele 0co6eHHOCMU: HEKOTOPbIM 3/1eMEHTaM MpeaoKeHHOro
peleHus (Kpocc-MeauiiHble paHLLM3bl) HeobxoarMa afanTaLys K POCCUACKIM
KYNETYPHBIM ¥ MOTPEOUTENBCKUM OCOBEHHOCTSAM.

Vipes nopTdenbHoro GuHaHCYPOBaHUS NEPEKNMKAETCS C OOLLENPUHSATOM
NPaKTVKOW rONNMBYACKMX U MUPOBBIX KWHOCTYAWIA, HO afanTnpoBaHa K bonee
CKPOMHbIM MaclTabam pOCCUIACKOTO pbiHKa — MopTdent fomkeH GopMmpo-
BaTbCs Ha YPOBHE roCYAapCTBEHHOTO areHTa, CaMmoperympyemoi opraHnsaLn
WAV OTAENBHOIO YaCTHOIO KMHOMOHAA.

Vicnonb3oBaHwe VW ans nporHo3vpoBaHus aHanornyHo noaxoaam Netflix
1 APYrUX CTPUMUHIOBbIX CEPBUCOB, HO CDOKYCMPOBAHO Ha CreurdrKe pOCCuit-
CKOro KMHonpokata. CTpaTterns Kpocc-mMeaniiHbIX GpaHLWmn3 TaKke 3auMCTBO-
BaHa 13 OMbiTa KPYMHbIX MeXAYHAPOAHbIX (paHLIN3.

B oTnnume oT 3anagHbix Mofenen, Ans Poccumn KpaiiHe akTyaneH akueHT
Ha CO3AaHMM YCTOMYMBOM NOKaNbHOW 3KOCMCTEMbI, CMOCOBHOW (DYHKLMOHNPO-
BaTb [jaXe Npu OrpaHUYeHHOW UHTerpaunmn B rnobanbHele pbiHKKU. CTpaTeru-
Yeckas posb UCKYCCTBEHHOTO MHTENeKTa B pacyeTe NpuopuTETOB, NPeAenos,
HanpaBNeHWIn Pa3BUTUS 1 PUCKOB B chepe KMHO B OCHOBHOM 3aK/ioyaeTcs
B TOM, 4TODBbI MOMOYb KMHOMPOU3IBOAMUTENSAM W BCEM UTPOKAM PbIHKA NPUHM-
MaTb «bonee pasymHble peweHns» (Sanders, 2019). B 3Tux ycnoBumsx nokasa-
Tenb rofoBoOro pocta nHAycTpumn 6onee 7-10% B rof NpeacTaBAseTCs BNOAHe
AOCTUKVIMBIM.

MpaKTnyeckas peanv3auuns pesynbraToB UCCNeoBaHNs npeanonaraet
Co3paHVe NPeAVKTUBHOM aHaNUTUYECKOM CUCTEMBI /151 0THOpa KUHOMPOEKTOB
1 MOENM COlEPKATENBHOIO CKOPUHIa M OLLEHKM KMHOMPOEKTOB (BKtOYas Npo-
€KTbl CLIEHAPUCTOB-HOBMYKOB) Ha Ha3e 1000YHEHHO S3bIKOBOW MOAENN — KaK
ans cchep rocyaapcTBEHHOrO, Tak 1 YaCTHOrO PUHAHCUPOBaHMS.

BTopoe HanpaBneHve BHeApeHus — GopMUpoBaHKe ONr0CPOYHON CTpa-
Ternv pasBUTHS KpeaTUBHbBIX MHAYCTPUN C UHTErpaLMelt KoHTeHTa Yepes cdepy
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KVHO, (hOpMYMpOBaHHe rocyaapCcTBeHHON NOAUTUKN NOAAEPHKKI HALMOHANBHOTO
KOHTEHTa.

TpeTbe npuknagHoe HanpasneHvie — GOPMYPOBaHME YaCTHOTO KMHO-
hoHAa, cobupatoLero MHBECTULMOHHbI NOPTdeNb KUHOMPOEKTOB.

BbiBOAbI

MiccnepoBaHvie 4aCTVYHO 3aKpbiBaeT CyLlecTByoUmniA npoben B obnacty
3KOHOMMKM KMHO, CBA3@HHbIM C OTCYTCTBMEM CUCTEMHOIO NMOAXoAa K ynpasne-
HVIt0 NOPThENEM KUHOMPOEKTOB B YCOBUSIX OFPAHVYEHHOTO TOKaNbHOMO PbIHKA.
[laxe Npy OrpaHUYEHHOM eMKOCTI BHYTPEHHEro pbiHKa NpeacTasaseTcs pea-
NMCTUYHBIM CO3aHMe YCTOMYMBOM 3KOHOMUYECKON Mofeny KnHemaTorpada
yepes nopTtdenbHyto AnBepcnduKaLmio pyckos, oTbop v ycoBepLIeHCTBOBa-
HVE MPOEKTOB MPY NOMOLLIM NCKYCCTBEHHOIO MHTENNEKTa, COCPeOTOYEHHOCTb
Ha cpeHebMKETHBIX KapTUHaX, MyHOKYH MHTErpaLvio C MPOeKTaMu KpeaTns-
HOW OTPAC/IN 1 MHOFOKPATHYIO MOHETM3aLMIO Yepe3 KpoCc-Meamna.

[ns peanv3auymn NpeanoxeHHOro noaxoaa HeooXoAMMbl MepbI Mo aHaso-
TV C Mepamut NOAAEPIHKKU cepbl I T 1 TYPUCTUHECKON MHAYCTPUN:

«  CO30aHve NbIOTHOTO Ha/lOrOBOTO PEXIMa C HYNEeBOW CTaBKOW Hanora
Ha NpubbINe;

«  3anycK CTpaxoBOro hoH1a PUCKOB KMHOMPOW3BOACTBA C roCyaap-
CTBEHHbIM CODUHAHCUPOBAHMEM,;

«  BHeapeHue cucTembl cybdenepansbHbix MPOEKTHbIX 06AMraLmnin B pam-
Kax KOMMNEKCHOro HauMoHanbHOro npoekta «KMHO 1 KpeaTrBHas
IKOHOMMKEY;

«  pa3paboTka NonpaBoK B Hanorosbil 1 BIOAKETHbIN KOAEKCH A5 BBeE-
[EHWS HANOroBOTO 3a4€eTa MHBECTULINIA U MPU PEMHBECTUPOBaHUY;

. M3MeHeHVe NOAXOA0B K pacnpefeneHunto CpefcTB rocyAapcTBeHHON
noaaepxkn (Moaens «50:30:20» — NPoV3BOACTBO, MAPKETWHT, MPOKaT).

Ha npakTurke poccuiicKme rocyfapcTBeHHbIE U YaCcTHble Kopnopaumun,
(bVHaHCUPYIOLLME KMHOMPOEKTbI, 4O/MKHBI MONYYaTh UHBECTULMOHHbIV BblYET
£0 100 % 3aTpaT No yCTaHOBNEHHbIM FOCYAAPCTBEHHbIM PErYATOPAM IMMUTAM.
Tatoke HeoOxoAVMa pa3paboTka 3aKOHOAATENbHBIX OCHOB /19 CO3AaHUs PbiHKa
KMHO-00MMraumii n knHo-ETF Ha MOCKOBCKOW BUpie. Hy)KHbl NpeanoxeHus
1 MOMpaBKW B 4eNCTBYIOWME HOPMaTVBHbBIE aKTbl MO 0OeCneYeHuto YCI0BIiA
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AKLMOHMPOBAHNS COBPEMEHHbIX NPOV3BOAMTENEN 1 ANCTPUOBIOTEPOB KUHO
1 MHOTO LUMPOBOTro KOHTeHTa. TpebyeTcs BHepeHe MexaHi3Ma KoMmeHcaLmm
4acCT¥ 3aTpaT Ha pa3melleHyie akLUWii U 0banraunin Ans NPoV3BoANTENE N ANC-
TpMHbLIOTEPOB KMHOKOHTEHTA. Heobxoammo cybcuamnpoBaHme MmoaepHn3aumm
KMHO3a/10B 1 UX MHTErpaLvm B CUCTEMY KPeaTUBHbIX MHAYCTPUI Yepes cuctemy
FPaHTOB W /IbFOTHbIX 3aAMOB. AKTYasibHO CO3faHyie CneumanbHbiX Mporpamm nog-
AEPXKM IKCNOPTa POCCUICKOTO KOHTEHTa, BKIOYAsh FPaHTbl Ha NMPOABMIKEHVE
1 y4acTrie B MeXayHapoaHbIX hecTnsansx.

OcTatoTcs BONpocsl, Tpebytolime aanbHenwmx nccneaoBanmii:

. BAVISHME N3MEHEHWI U KPAaTKOCPOYHbIX TPDEH0B B MOTPeOUTENbCKIX
NpeanoyTeHusx;

«  ONTUManbHas CTPYKTYpa MHBECTULMOHHbIX NopTdenel;
«  [ONrOCPOYHbIe 3PMEKTbI OT BHEAPEHVIS NMPENIOKEHHbIX MEp;

«  BO3MOXHOCTW MHTerpaLmm poCCUCKOro KnuHemMaTorpada B Mexay-
HapOAHbIE PbIHKN.

MepcnekTVBbI pa3paboToK CBA3aHbI C yrnybaeHneM aHanmsa ahpekTMeHo-
CTV NPeANOXEHHbIX PeleHI, pa3paboTKo METOAVK aaanTaLmn Kpocc-Meamii-
HbIX CTPATErMi K POCCUINCKIM YCNOBUSM U M3YyHeHreM BO3IMOXHOCTe! pacluvpe-
HWS 3KCMOPTHOTO NOTEHLIMANa POCCUIMCKOrO KWHOKOHTEHTa Yepes KoMpoayKLMto
M afanTalyio KOHTEeHTa.
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JlnTepatypHad
KUHEMATOrpPapUUHOCTb
nosecTn BukTopa Hekpacosa
«B okonax CtanuHrpaaa»

AHHOTauus. OOBHEKTOM CTaTby SBASAETCS BOEHHas NOBeCTb BukTopa
Hekpacosa «B okonax CtanuHrpaga». [lpegMeT Hay4yHOro MHTepeca —
nnTepaTypHas KnHeMaTorpaduyHOCTb XyAOKECTBEHHOMO TEKCTa KaK KOf
MHTEprnpeTaLmy NOBECTBOBATENbHON CTpaTernu. B pesynsrate nccneno-
BaHWs YCTAHOBEHO, YTO VMCMONb30BaHWeE 31EMEHTOB ayAVOBMU3YyanbHON
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1 ABUraTeNbHO-TaKTWAbHOW 06PA3HOCTYM AN aBTOPa ABNSETCS CNOCOHoM
CMelleHVs TOYKW 3peHus, TaK Ha3biBaeMol CyObekTnBaLmeln noBecTso-
BaHMWs.

B cTaTbe BbiSiBEHbl OCHOBHbIE CPEACTBa CO3aHus KuHemaTorpaduye-
CKOro adheKTa B Xy0KECTBEHHOM TEKCTE Ha NEKCUKO-CTUNCTMYECKOM
VI KOMMYHMKaTUBHO-CYHTAKCMYECKOM YPOBHSIX. HEeKpacoB 1cnonbayeT Tpu
rPyMnbl NPUEMOB: 1) NeKcnyeckme cpeacTea — 370 pasfnyHblie paspsiabl
NepuenTMBHON NEKCUKM (NeKCKKa C KMHETUYECKOM CEMaHTUKOM, KOHKPEeT-
Hble IMeHa CyL|eCTBUTENbHbIE, KONOPATMBHAS NTEKCMKA, NEKCHKa CO 3HaYe-
HVeM: a) BUAEeHM, b) roBOpeHus 1 3ByYaHus, C) KonuyecTsa, d) npocTpaH-
CTBa); 2) CTUAUCTUYECKME CPEACTBA (CPaBHEHMS: 3pUTENbHbIe, TaKTUbHbIE,
KnHeTu4eckne obpassbl, MeTadopa); 3) cCHTaKcMyeckme cpeacTsa (napuen-
NSNS, HOMUHATVIBHbIE MPEANOKEHWS, HENONHbIE NPeANOKEHWS, OAHO-
POAHbBIE YTeHbI).

ABTOpaMU HaCTOSILIErO TEKCTa A0Ka3aHo, YTO UCMONb30BaHWe NPUeMoB
KrHeMaTorpatU4HOCTM B IMTepaTypPHOM TEKCTE HanpaBneHo Ha pelleHne
psina XyaoXeCTBEHHbIX 3afa4, TaKMX KaK: CyGbeKTMBaLMs NOBECTBOBaHMS,
KOHCTpyMpoBaHvie obpasa aBTopa, yrnybneHve UaenHoN yCTaHOBKM, Nof-
cBeYMBaHme KOHMAMKTa, BO3AENCTBME Ha YM 1 YYBCTBA YMTaTeNs, MaTe-
pvanusaumns obpasa, AMHaMU3aLns M3obpaxeHus, co3nanve addexTa
HarNsAHOCTM U OLLYTUMOCTU NMOBECTBOBAHWS, €CTECTBEHHOE U KNBOE
3anedyatneHue 4eNCcTBUTENbHOCTU.

[aHHas nybankaums sBAsSeTCs KOCBEHHbBIM MaNoroM C TOYKOW 3peHus
Knaccuka MMpoBOro kuHematorpada Ceprest JM3eHIITENHA: pexuccep
M Nefaror aHanM3MpoBan OTPLIBOK M3 MOBECTU HeKkpacoBa B nekumu,
NPOYUTaHHOW CTyieHTaM pexunccepckoro dakynsreta Bl Ka 25 nexabps
1946 rofa 1 onybAMKOBaHHOW B €ro TEOPETMHECKOM Tpyae «Pexuccypa.
VIcKyccTBO MU3aHCLEHbI» (1966) MO MaTepranamM CTeHOrpamMmsl.

KntoyeBble cnioBa: Brktop Hekpacos, nosects «B okonax CtanuHrpagar,
NVTepaTypHas KnHemaTorpadryHOCTb, NepLenTyBHas NeKCKKa, Konopa-
TVBHas NeKCrKa, CyObeKTVBaL Vs MOBECTBOBAHMS, TOUKa 3peHus, Jin3eH-
WTenH
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The literary cinematicity
of Viktor Nekrasov's
In the Trenches of Stalingrad

Abstract. This article examines the war novel In the Trenches of Stalingrad
by Viktor Nekrasov, focusing on its literary cinematicity as a code for
interpreting its narrative strategy. The study establishes that Nekrasov’s
use of audiovisual and kinesthetic imagery is a method for shifting the
narrative point of view, a technique known as subjectivation. It identifies the
primary means used to create this cinematic effect, analyzing them across
lexical-stylistic and communicative-syntactic levels. These techniques are
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categorized into three groups: 1) Lexical (perceptual vocabulary, including
words with kinetic semantics, specific nouns, colorative lexis, and vocabulary
related to vision, sound, quantity, and space); 2) Stylistic (comparisons
generating visual, tactile, and kinetic images, as well as metaphor); and
3) Syntactic (parcellation, nominative sentences, incomplete sentences, and
sentences with homogeneous parts). The article demonstrates that these
cinematographic techniques serve key artistic functions: they subjectivize
the narrative, construct the author’s image, deepen the ideological stance,
highlight conflict, engage the reader’s intellect and emotions, materialize
imagery, dynamize the description, and create a vivid, tangible, and natural
depiction of reality.

This research engages in an indirect dialogue with the perspective of world
cinema classic Sergei Eisenstein: the director and theorist analyzed an
excerpt from Nekrasov’s story in a lecture at the VGIK [Gerasimov Institute
of Cinematography] directing department on December 25, 1946, later
published in his theoretical work Directing: The Art of Mise-en-Scéne (1966).

Keywords: Viktor Nekrasov, In the Trenches of Stalingrad, literary
cinematicity, perceptual vocabulary, colorative lexis, narrative subjectivation,
point of view, Eisenstein

BBEAEHUE

B 1958 rogy Ha npecTukHOM Bcecoto3HoM kunHobecTmBane B Mockse
A. VIBaHOB NoNy4nn TPEThIO NpeMuto 3a pexunccypy dunbma «Congatsl». Hanu-
can cleHapwuii bunbma cam aBToOp MTEPaTYPHOro MEPBOVCTOYHMKA — OfMH
13 POAOHAYaNbHMKOB NENTEHAHTCKOW NPO3bl, PPOHTOBKK BuKTOp Hekpacos.
Bbinyck KvHOMABMa NNaHNMPOBANCs K AeCATO rofoBuyHe nobesl B Bennkol
OTevecTBeHHOW BoiHe (Bonkos, 2015).

MprMeyaTensHO, YTO Hekpacos, paboTas Haj TEKCTOM MOBECTM «B okonax
CranuHrpaga» (0 nepuneTysx 3arnasus 1 OnpefeneHns XaHpoBOW NPUHALNEXK-
HOCTU NNTEpaTypHOro TekcTa cM.: (LanbHoBa, CnoxeHvikiHa, 2024, ¢. 51-58)),
He 3alyMblBaNCs Hafl ero 3KpaHu3aumeit. bonee Toro, kKorga emy NOCTYNUO Npef-
NOXeHe CTyaum «/TleHdUNbM» SKPaHK3MPOBaTh MOBECTL W HAMNWCaTb CLEHAPWN,
OH KaTEropuyecKn OTKasbIBanCs: «...s bbin YOXKAEH 1 yoexaan opyrvx — no-mo-
eMy, OCTAaTOYHO [I0Ka3aTeNbHO, — YTO IKpaHU3aLMen, Aa elle COOCTBEHHOMO
Npov3BefeHNs, 3aHNMaTbCs Henb3s. [TomMunyinTe, Kpome “Yanaesa’, HY OAHOTO
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cny4as B MMPOBOW KMHemaTorpadum, 4Tobsl GuabM okasancs nydiie pomMaHa.
M BoObLLEe poMaH ecTb POMaH, MOBECTb eCTb NOBECTb, @ KUHO eCTb K1HO. [N
KVHO Hafl0 N1CaTb OpUrNHaNbHble cleHapuu. Toukal Kpome Toro, y MeHs 6bi10
elle He MeHee fiecaTKa ybeanTenbHennx aprymeHToB» (Hekpacos, 1971, c. 67).

Bbibop nuTepaTypHO MePBOOCHOBI CTan TEM CHACTMBLIM CllyHaeM, Koraa
hopManbHbIVi MOBO[ «TOAOBLLIMHbI» HaLWEN XMBOW OTKINK B Aiylle pexuccepa.
A. IBaHOB B351 Ha cebs npouecc yoexaeHns HekpacoBa v COrnacoBaHms npo-
eKTa, a BNoCNeACTBMM — 0paboTKM cLeHapus. Ha 3Tom 3Tane byayLme TBOpPLbI
elle He 3Hanu, C KaKUMU MAEONOMMYECKMMM MPENOHaMM 1 KaKOM XeCTKOM Kpu-
TUKOW, NPeX/e BCero — KagpoBblX BbICOKONOCTABAEHHbIX BOEHHbIX, VM MPUAETCS
BCTPETUTLCS NPV YTBEPKAEHNUM XYACOBETOM CleHapus. CleHapuii nepenucsl-
Basncs TpW pasa, OKOHYaTeNbHbIV BapuaHT BOlWen B MAeMHOe NpoT1Bopeyne
C TEKCTOM NePBOMCTOYHMKA, TaK YTO B TUTPaxX CHATOrO hrnbMa yKasblBanoch, 4To
OH CHAT MO MOTKBaM noeecTy. OCTaBUM «3a KapoM» MAEONOrMYECKMe BOMPOCHI
COBETCKOro BpeMeHK, 06paTiM BHMMaHKe Ha Npobnemy KMHeMaTorpaduiHocTu
NMTepaTypHOro TeKcTa.

[0BOPSA O MacCTepCTBe pexuccepa, Hekpacos nucan: «...Ta AOCTOBEPHOCTb,
KOTOPOW yAanock AOCTUMHYTb NOCTaHOBLIMKY DurnbMa AnekcaHapy MeaHoBy
B “Conpatax’, Bce 3TW He3aMeTHble Ha NepBbIl B3rNsA aeTany, (GpoHTOBbIE Yep-
TOYKM, OKOMHbIE MENOYM, CONAATCKME MOBAAKM 1 CNOBEYKM — OfHMM C/I0BOM, BCE
TO, YTO M CO3AAET B KAPTUHE XW3Hb, — BO MHOTOM 3aBMCENW OT HACTosLLIEN, Henopa-
AeNbHOMN 3aMHTEPeCOBaHHOCTU B yCrexe Hallero aenax (Hekpacos, 1971, c. 68).

MMnoTesa vicciefoBaHns COCTOWT B NPEANONOKEHN, 4TO UMEHHO A3bIKO-
Bbl€ NMpUeMbl KuHemMaTorpadu4HOCT IUTepaTypHOrO TEKCTa, BbICOKash CTemneHb
BM3yann3auum NoBecTBoBaHus, ahhexT npaBaonoaobvs Kak 0CHOBHas YepTa
nanocTrns Hekpacosa CnocobCTBOBANM NMPEBPALLEHNIO UCKYCCTBA IMTepaTypsi
B MCKYCCTBO KMHO.

B cTaTbe npegnaraeTcs MakcvManbHO NOAPOOHbIA aHann3 A3bIKOBbIX
CPefcTB KnHeMaTorpacuyHOCTV noBecTr Hekpacosa «B okonax CTanuHrpanar.
OcHOBHasi 3afa4a — Ha OCHOBE CM/IOWHOM BbIBOPKM 13bIKOBOTO MaTepuana v3
OTPbIBKA MOBECTW, YC/IOBHO Ha3BaHHOTO «[1epBbiit HaneT HemueB Ha CTanunH-
rpag», TEOPETUYECKMN OCMbICINTL MPOBNeMbl KMHemMaTorpadyHoCTy cnosec-
HbIX BU/I0B MCKYCCTBA, MPOaHanv3npoBaTh S3bIKOBbIE CPeACTBa C Liefbio onpe-
AeNeHVis MparMaTuyeckom UX XxapakTepucTUKM, MYHKLUMIA B XY[0XKECTBEHHOM
TekcTe.

[anHas nybnvkalns npeacTaBnseT cobor AnManor ¢ BbickasbiBaHneM Cep-
rest JM3eHWTeNHa O XyA0KECTBEHHbIX JOCTOMHCTBAaX NOBeCTH Hexkpacosa. Pyko-
BOAMTENb NMEPBOro Habopa KMHOPEXMCCEPOB aHanv3npoBasn OTPLIBOK 13 NoBe-
cT1 HexpacoBa B iexumnm, NpoYnUTaHHOM CTyAeHTaM PEXMCCepCKoro hakynsreTa
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BIr'MKa 25 nekabps 1946 roaa. YkasaB CTyAeHTaM Ha HeKoTopble JOCTOMHCTBa
Npoun3BeaeHNS, B LIeNIOM KNACCKK COBETCKOTO KHemMaTorpada aan emy H13Kyto
OLEHKY KaK TeKCTY, He oTBevatolleMy TPeboBaHUAM XyAOKECTBEHHOTO Lenoro.
OfiHaKo JM3eHLWTenH B3rMAA0M PeXnccepa ysuaen B NoBecT MHOXECTBO fe-
MEHTOB KnHeMaTorpauiHoCTy.

K ONPEAENEHNIO NOHATUSA «<KWHEMATOTPA®UYHOCTb XY[,0XKECTBEH-
HOIO TEKCTA»

KriHemaTorpadmnyHoCTb Kak crelyvianbHoe NoHSTHE 3aPOAMIOCh B acnexTe
CUHTE3a MCKYCCTB, T. €. 06beAVHeHNs NPUEMOB Pa3HbIX BMOOB UCKYyCCTBa
B OAHOM XY[OXECTBEHHOM Mpovi3seneHnn. CUHTE3 UCKYCCTB CTaHOBUTCS BO3-
MOXEH Ha BbICOKOM YPOBHE Pa3BUTUS Xy[0KECTBEHHOW KybTYPbl, XapaKTepu-
3ytoLlencst chopMMPOBAHHBIM XY[AOKECTBEHHBIM METOAOM KaXA0ro BiAa UCKYC-
cTBa. OaHMM 13 Hanbosnee No3aHVX BOM/OLEHWI CYHTE3a UCKYCCTB SBASETCS
KuHemaTorpad (Hexoswuy, 2015). Mocne 3apoxaeHus knHematorpada B 1895 roay
noTpeboBanoch BCEro AecaTuneTne ans npuMeHeHns pexwuccepom X. Menbe-
COM TEeXHUYECKMX 3N1eMEHTOB B KMHO (KOMOBVHMPOBaHHbIe, 3aMeaneHHble, YObl-
CTPEHHbIE CHeMKM 1 T. f.), T. €. NOCNeA0BaTENbHOCTb NEHOYHbIX KaApOB CTana
CTPOUTBLCS MO BOJIE aBTOPA C UCMOMb30BaHKEM COBCTBEHHOMO XyA0XECTBEHHOIO
MeTofa MOHTaxa. CTano BO3MOXHbLIM FOBOPUTL O MNOSIB/IEHMI HOBOTO A3bliKa
MCKYCCTBA — 3KPAHHOIO si3biKa.

N.H. bepnesa n [1.A. benses oTMeYatoT fBa BEKTOPA HAYYHbIX UCCNef0-
BaHWN, CTaBLIMX BO3MOXHbIM BAarogaps CMblYke nuTepatyphbl v KnHo. C ofiHOM
CTOPOHBbI, 3TO NPOLLECC IKPaHU3aLMM NUTepaTypHbIX NPOU3BeAeHUI — nepe-
NOXEHME A3blKa NNTepaTypbl Ha A3bIK KMHO; C APYrON — «MHTepnpeTaums xyao-
KECTBEHHOrO TeKCTa CPefcTBaMyM KMHO3KPAHHOCTY ..., CMOb30BaH e 3TOro
pecypca B MpoLecce aHanv3a nMTepaTypHoOro Npov3seaeHs» — 3TO MOUCK 3Me-
MEHTOB 3KPaHHOTO A3blKa B si3blke NUTepaTypsl (bepnesa, bensies, 2023, c. 370),
«ayAVOBM3yanbHbIX ONop», No onpefeneruto E.M. WactuHoi v t0.K. Kazakosoi
(WacTnHa, Kasarkosa, 2023, c. 309).

V13y4eHne npruemMoB NMTepaTypHO KUHeMaTorpaduyHOCTH (MK KnHeMa-
TOrpaduYHOCTUN XYAOKECTBEHHOIO TEKCTA) HaMPsIMYHO CBA3aHO C MHTEpMpeTa-
LWen cTpaTernu NoBeCTBOBaHMS. ICNONb30BaHWe 31eMEHTOB ayan0oBU3yanbHOM
1 ABUraTenbHOM 00Pa3HOCTU /15 aBTOPa ABASETCS CNOCOHOM KOAMPOBaH WS
CMELLeHUS TOYKMN 3peHuns — CyObeKT1BaLMs NOBECTBOBaHMS. CnefoBaTensHo,
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ANa yuTaTens (M uccnegosaTens) TONKOBaHME 3N1EMEHTOB IKPAaHHOTO A3blKa
B BepbaNbHOM TeKCTe SABASETCS NMPOLECCOM AeKOANPOBaHYMS aBTOPCKON NO3u-
unn. Mpu Takom noaxope MN.W. Merbrosckas 1 H0.B. CnoxeHnKHa npegnaratoT
onpepaeneHne KnHemaTorpanyHOCTM TeKCTa UMEHHO C MO3ULIWIA KyNbTYPHOTO
Kopa: «[loa KnHemaTorpaUiyHOCTbO ByeM NOHUMAaTbL MCNOMb30BaHKe A3biKa
KMHO KaK Kofa ANs co3aaHus U/Mnm nHtepnpeTaLmmn CnoBecHoro TekcTar (MeHb-
KoBCKas, CNoxeHnKmHa, 2024, c. 441).

JInTepaTypa 1 KMHO MHTEPECYIOT YnTaTens/3putens Kak npoeKLms aBTop-
CKOrO MMPOBO33PEHMS 1 MUPOCO3epLaHns. Vx acteTnyeckas obLHOCTb OTpa-
KEHWS NeNCTBUTENbHOCTY B OTEYECTBEHHON Hayke 0OOCHOBbIBaNach npexae
Bcero HO.H. TeiHaHoBbIM, B.B. LUKknoBckmM, FO.M. JTOTMaHOM. ThIHAHOB, Hanpu-
Mep, MPUMEHWT TEPMUHONOT IO CTUANCTUKN NS BbISBNEHWS CEMUOTUKM KUHO.
[leTanb ABWKYLIMXCS HOM B Kafipe OH yNofobun CMHeKaoxe, KoTopas A0/MKHa
BbI3BaTb acCoUMaLMI0 ABWKYLLMXCA Ntoaei. KMHO KaK BUA MCKYCCTBa, MO ThiHS-
HOBY, «CTPEMUTCA K abCTpaKTU3aLMK CBOWX CPeacTB»: «/1 3neck 1 Tam [B nuTe-
paType. — 0. C., /]. ll.] BaXXHO, 4TO BMECTO Belly, Ha KOTOPYIO OpUEHTUPO-
BaHO BHUMaHKe, AaeTcsa Apyras, C Hel accoumaTuBHO CBA3aHHas» (TbIHSHOB,
1977, c. 326, 334). B panbHeliwem naes yCnoBHOCTM 3HaKa MCKYCCTBa Hbina pas-
BUTa paboTtamu tO.M. /lToTMaHa, AoKa3aHa BO3IMOXHOCTb 3HAKOBbIX B3aUMO/el-
CTBUIA — OT NPUTSHKEHUS 10 OTTANKMBAHNS — Pa3HbIX CEMUOTUYECKMX CUCTEM
(NoTmaH, 1973).

Bnarofaps acteTnyeckon dyHKuMK, nuweT AA. [laBblfoBa, nnTepaTtypa
1 KMHO «CO3/at0T HOBYIO peanbHOCTb B paboTe Haf XyAoXKeCTBEHHbIM 00pa3oM —
OCHOBHOW KaTeropueit nckyccTga» ([asbinosa, 2023, . 47). MpuemMbl KuHemaTo-
rpachyYHOCTU, C TOUKM 3PEHNS MCCNeaoBaTeNbHULbI, <MaTepuannsytoT» 0bpas,
co3faHHbI aBTopoM. o onpeaeneHnto T.I. MoxaeBoK, KHemMaTorpaduyeckmii
TVN TEKCTa BM3yaneH No CBOEMY XapaKTepy, a ero 3agada — xenaHvie agtTopa
«AMHaAMU3MPOBaThb N306paxKeHe HabAOAAEMOrO U PYKOBOANTL BOCIPUATMEM
yutatens» (Moxaesa, 2006, c. 9).

Mpobnema BM3yanbHOro B CIOBECHOM aKTUBHO 0BCyXaaeTcs v 3apybex-
HbIMW McCcnepoBaTensmMmn. B yactHocTu, paboTa K. bapMaH HanuncaHa B pycne
COMOCTaBUTENBHOIO aHanmsa KuHeMaTorpauyecknx 1 NUTepaTypHbIX Tek-
CTOB C TOYKM 3PEHMS MX CXOACTBA W pasnnymns kak dopm nckyccrsa. CtaTbs
nocesalleHa cneurduke cosfgaHns HappaT1ea M BO3AENCTBUS Ha ayanToOpmIo
MCKYCCTBa CNOBa W UCKYCCTBa Kaapa (Barman, 2021). B ctatbe L. MaxagxaH
PaccMaTpUBAETCH BAUSAHWE NUTEPATYPbI 1 KybTYPbI B LLEIOM Ha CO3[aHMe NoBe-
CTBOBATE/bHbIX CTPYKTYP B KMHeMaTorpade. ABTOp aHanm3npyeT, KaknM obpa-
30M MTEpaTypa, KyasTypa 1 MCKYCCTBO (DOPMMPYHOT CNOCODLI NOBECTBOBAHMS
BIKaHpPe KMHO, KaK NepenneTarTcs S3bIKM Pa3HbIX MCKYCCTB 1 Kak hopMupyeTcs

HAYKA TEJIEBUAEHMSA. 2025. 21 (3) 257 THE ART AND SCIENCE OF TELEVISION



YHUKabHbIV 53bIK KnHeMaTorpada (Mahajan, 2023). Ctates K. M. /1. MeHaoHCH
MOCBSLLEHa YaCTHOMY BOMpPOCY — COMNOCTaBeHnto nosecty A. ComKeHnLbIHa
«OpnH peHb ViBaHa [eHncoBnya» n ee skpaHmn3saumm. ABTOp paccMaTpuBaeT
0COBEHHOCTU A3bIKa, CTUAS 1 BU3YanbHOMO psifa B 000X MPOU3BEAEHUSX, aHa-
NN3NPYET, KaKne npuembl CI0OBECHOTO W BU3YanbHOTO NCKYCCTBA MCMOMb3YHOTCS
A/19 CO3AaHMNs AIMOLUMOHANbHOTO HacTpos YnTaTens/3putens (Mendonca, 2024).
PaboTa b. [pk. CTpaTTOHa Han1caHa Kak ConocTaBUTeNbHbIM aHanu3 CI0BECHOTO
TekcTa — pomaHa Ipwxa Mapun Pemapka «Ha 3anagHom dpoHTe 6e3 nepeme»
1 ero akpaHwu3aumn 3. beprepom (Stratton, 2023).

MOBECTb BUKTOPA HEKPACOBA «B OKOMAX CTA/IMHTPAJA»
B OLEHKE CEPFESl SM3EHLUTEAHA

Mo 3akntodeHmto C.M. SM3eHWTeNHa, U 93bIkoBOE 0OOPMIEHNWE, 1 KOMMO-
3ULMOHHbIE XO[bl MPU3BaHbI BbIPaXaTb «MAE0N0MMYECKY0 YCTAHOBKY MO OTHO-
WEHNIO K NpeamMeTy oopmMaeHus», T. e, 06pa3 aBTopa. KoueBbiM Npu aHHOM
NoaXOAe SBASETCS TEPMUH «TOUKA 3PEHUS», MO JM3EHWTeNHY NMEHHO Yepes
Hee JOMKHbBI ONpPeaensTsCs 3aKOHOMEPHOCTM 1 NOCNeA0BaTeIbHOCTb Maei-
HOW NPOEKLMI Ha Belllb: «HTO e KacaeTcs CaMoii 3TOM MAENHON YCTaHOBKM, TO
CYLIECTBYIOT Pas/iMyHbIe NyTh ee BO3SHUKHOBEHWS B OLLYLIEH MY NPON3BEeHNS,
HO OHa onpefensieT coboit ero odopmneHne» (rzeHwTenH, 1966, c. 684; cMm.
Takke Toledo de, 2018), T. . A3bIKOBYIO ¥ KOMNO3ULMOHHYIO CTPYKTYPY.

OTpblBOK U3 noBecTn HekpacoBa «B okonax CTanunHrpana», KoTopsblin byaet
PacCMOTPEH B laHHOM pa3fene MccaefoBaHns ¢ TOUKM 3peHus NuTepaTypHOn
ero KnHemaTorpaduryHoCTH, bbif, Kak 0TMEYaNnoch Bbile, NpopaboTaH Jii3eH-
WwTelHoM. Pazbop 3Toro oTpbiBKa NpeacTaBaseT coboit npunoxeHne «Ovepes-
Has NeKUMs» K 0BLIMPHOMY NEKLIMOHHOMY KYPCY, KOTOPbIV U3faH Nocae cCMepTu
Jli3eHwWwTelHa B 1966 roay B 4eTBepTOM TOME ero n3bpaHHbIX Mpon3BeaeH A
(SM3eHwWTelH, 1966). ®parMeHT 3TOT HamnpsMYyo KOPPENMpyeT CO CKBO3HOM
TEMOW BCEro NeKLMOHHOro Kypca, MpoYMTaHHOro B FOCyAapCTBEHHOM UHCTUTYTE
KnHemaTorpadum nepsoMy Habopy PEXMCCEPOB KMHO B 1933-1934 yyebHoM
rofly. Ha npoTts»keHun oavHHaauaTh pa3nenos CTyAeHTbl Nof PYKOBOACTBOM
MacTepa paspabaTbiBany 3Ttof «Bo3spalleHue conaata ¢ GpoHTa» (HeMeLKoro
conpata c lNepBoii MUPOBOW BOMHbI). Pazaen «OvepeaHas neKkums», NocBslleH-
HbIl @aHaNM3y OTPbIBKa M3 NoBecTM HekpacoBa «B okonax CtanuHrpaga» o nep-
BOM HaneTe HEMELKOM aBMaLWmn Ha ropofl, HanvcaH JM3eHWTenHOM Ha OCHOBe
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CTEHOrpamMMbl YIOMSHYTOrO Bbille €ro 3aHATUS Ha PEXMCCEPCKOM (haKybTeTe
BI'Ka 25 nexkabps 1946 roaa.

B uenom, HecMOTps Ha bnaronpursTHYO OLeHKy Npoun3BedeHUs Hekpa-
COBa BACTbIO, KPUTUKAMM U YUTaTeNsMM, J3eHIITElH OCTancs HeoBONeH
KOMMO3MLUMOHHbIM pelleHnem NOBECTM, O4HAKO 4OCTaTOYHO BbICOKO OLEHMN ee
13006pa3nTenbHoCTb. CaMy XaHPOBYIO OTHECEHHOCTb MPOV3BEAEHWS OH OXapaK-
Tepun3oBan Kak «oTAeNbHble berfble 3apUCOBKYM COBLITUI, CBMAETENEM U y4acT-
HUKOM KOTOpbIX OH (HekpacoB) sBAsnca» (InM3eHwTelH, 1966, c. 686). Ho npu
3TOM S3bIKOBYIO TKaHb MOBECTBOBAHMS ONpefenna Kak «MMNpecCMoHnCTYe-
CKM 3apWCOBaHHbIN MaTepuan» (A3eHWwTelnH, 1966, . 686). XOTs K NPOSBAEHNIO
MMMPeCcCcHoHr3Ma B n1TepaType NoBeCTb HekpacoBa He OTHOCAT, Heflb3s He
OTMETUTb, 4TO JV3eHLUTENH YNOBMA HEKOTOPbIE ero MPOSBIEHNS: eCTeCTBEHHOe
1 KMBOE 3anevaTieHne 4eNCTBUTENbHOCTY; POKYC Ha CUIOMVHYTHbIX BnevaTe-
HYISX; OTPaXKEHME MOABVIKHOCTU U M3MEHYMBOCTYM peanbHoro M1Mpa; BHUMaHmne
K MPOCTPaHCTBY, CBETY, LIBETY, 3BYKY, 3amnaxy, 1toboMy 4yBCTBEHHO BOCMPUHMMA-
EMOMY SIBAEHWIO — MO JM3EHLWTENHY, «MyApPbIA y4eT COOTHOCUTENBHOCTI Bre-
4aTNEHNA 3pPUTENbHbBIX 1 3BYKOBbIX» (JM3eHWTENH, 1966, C. 689); B3aMMOCBS3b
reposi C OKpyXKatoLLen cpeaon.

JN3eHWTelnH NPOBOANA Napannenu baTtanbHbIx CLeH y MywKknHa v Hekpa-
COBa 1 OTKa3blBas COBETCKOMY MUCATENIO B HEMPEKIOHHOM BbIPaXKEHWI aBTOP-
CKOMO HamMepeHus, penbe@HOCTU U3N0KEHNS MaTeprana U aBTOPCKOM K HeMy
OTHOLLEeHWW (IM3eHLWTeNH, 1966, c. 688). A3bIK aHaNM3KpyeMoro oTpbiBKa Npea-
CTaBnsieT CobOM, C TOUKM 3pEHUs pexuccepa 1 nefarora, «<beccTpacTHoe onuca-
HVIe BO3AYLHOMO HaneTa, 3Tan 3a 3Tanom, C J0BO/IbHO XOPOLO NOAMEYEHHbIMMU
OTAENbHbIMU A€TaNAMU, HO M3N0XKEHVE ero NpefcTaBeHO He “BoH3atoWnMmcs”
cpeacTBaMm NMTEPaTYPHbIX BO3MOXHOCTEW» (3eHwwTelH, 1966, c. 688). NaBs-
HbIi HEIOCTATOK s13blKa NPOM3BEAEHNSs, N0 JN3EHLTENHY, — 3TO OTCYTCTBUE
aKUEHTOB: «He BbleNeHbl BbICLIME TOUYKM HAaNPsHKeHNs NOCPEACTBOM COOTBET-
CTBYIOLIMX CPEACTB BbIPa3nTENbHOCTU» (M3eHLWTelH, 1966, ¢. 688). JM3eHLTEeNH
nofYepKnBan «<HeobXxoAMMOCTb BbIOOPA ¥ CO3HATENbHOO BNafeHWs cpeacTBamim
BbIPA3UTENbHOCTWY, MO0 NPK NX OTCYTCTBUM «M3MI0XKEHVE OTPbIBKa OTMYAETCs
PaCcn/IbIBYaTOCTbIO, BbITEKAIOLLEN M3 MOYTN OANHAKOBOTO XapakTepa nucbMa
B ONUCaHUM W Haneta, 1 COCTOSHUS repoeB Noc/e HaneTa, 1 Nneisaxa nbinato-
LLero ropofia, 1 B CMEHe penurK B KOHLE» (J3eHWTelH, 1966, . 689).

3afaya, KOTOpYHo CTaBWA JM3EHWTENH Ha AaHHOM 3aHATUK, «NepeBe-
CTW 3TOT MaTepuan B KuHemMaTorpaduyieckn yaapHyo Gopmy», npuaats emy
«BnevyaTnsoLyo hopmy», NOCKObKY «3TOT MaTepuan no oopMAEHNIo CBOEMY
HACTOMLKO Mano BrneyaTnseT» (IM3eHwTenH, 1966, c. 689). OH oTAaeT JO/MK-
HOEe OMMCaHMIO AeTanw: «AeTanu 3aecb pacnucaHsl 4eNCTBUTENBHO A0BOIBHO
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noapobHO, YTO Ha3bIBAETCA — “XOPOLWO YBUAEHbI™» (S3eHWTelH, 1966, ¢. 690).
YyTb no3aHee: «<Hafo oTAaTh CNpaBeMBOCTb aBTOPY, YTO NpU CNabom MOH-
TaXXHOM COYeTaHUM 31eMeHTOB B NMOA/IMHHO BrevaT/siollee Lenoe oTaeNsbHble
“KYCKW” Yy HETO He TOMbKO MPEBOCXOAHbI, HO 1 MPABUALHO YBUAEHbI» (SV3EHLITENH,
1966, c. 707).

OpnHaKo 3M3eHWTeNH TpebyeT OT aBTopa, YTObbI AeCTBUTENBHOCTb ObiNa
He TO/IbKO XOPOLWO YBUAEHA, HO 1 U3N0XeHa TakM 06pa3oM, YTobbl AECTBOBaNA
Ha HalWK YyBCTBa U MbICAW (IM3eHLWTelH, 1966, ¢. 690). T. e. JM3eHWTelH ynpe-
KaeT HekpacoBa B PacCygo4HOCTY, Manol poam MHTyMUMM 1 4yBcTBa. C TOUKN
3peHNst pexuccepa, YyBCTBO, HAMMSAHOCTb M OLYTUMOCTb KaXAOoW aeTanu,
KayKoW CLeHbl O/MKHbI paboTaTb Ha obliee olyLieHe TeMbl 1 SBCTBEHHO Npo-
CTynaTb B 3aBePLIEHHOM NPOoV3BeaeHnU (IM3eHwTeinH, 1966, . 704). BepankT
JM3eHwWwTeNHa: «/10 HEOOXOANMMOW CTaAMUW HATNSAAHOCTY CBOEW BHYTPEHHEl 3aKo-
HOMEpPHOCTV Npou3BeaeHve HekpacoBa He AOXOANUT» (I3eHWTeliH, 1966, ¢. 704).
3TO pa3po3HeHHble ObiITOBblE 1 HOeBble INMN30/bl, HE OXBAaYEHHbIE OTYETANBOM
LeneycTpemMaeHHon KoHLUenUMen, 3nemMeHThbl, He CKOBaHHbIe «B OAWH LenocT-
HblIl, Hepa3pyLMMO B cebe ChneTeHHbI OpraHn3mM» (IM3eHWwTenH, 1966, c. 704).
NoapobHoe onvcaHne aeTanein — 3To «POCChlMb TOYEK, MYCTb APKMX, HO TOYEK,
KOTOPbIM HUKaK He chbexaTbcs B MMHUW» (I3eHwWwTeitH, 1966, ¢. 703).

S13bIKOBbIE MPUEMbI CO3AAHUSI KWHEMATOTrPAGVUYHOCTM MNOBECTHU
BUKTOPA HEKPACOBA «B OKOMAX CTA/IMHIPAZIA»

To, 4TO IM3EHLITEVIH FOBOPUT O «PKOCTM» NOBECTBOBATE/IbHOMO A3bIKa
HekpacoBa, 1aeT HaM BO3MOXHOCTb MPOaHanv3npoBaTh 3TOT OTPLIBOK C TOUKM
3PEHNS COBPEMEHHOW TEOPUW NUTEPaTyPHON KUHEMATOrpadUUHOCTL U Bbife-
NNTb S3bIKOBbIE CPEACTBA CO3AaHNs KMHeMaTorpaduiHOCTM BepbanbHOro Tek-
CTa. MeTogamu aHanm13a s3bIKOBOro MaTepuana Ctanu: MeTof U3ydYeHus Teo-
PEeTUYECKNX NCTOYHWKOB, METOA CMNOWHOWN BbIOBOPKM, METOA KOHTEKCTHOTO
aHanu3a, MeTof, ONMCaHns CeEMaHTUKN HeBepbanbHbIX CPeacTB, MeTos 0606-
WeHns.

MOCKONbKY ABWXKYLLEN CUI0M NOBECTBOBAHMS SABASETCS KOHMIMKT, OH
1 CTAHOBMUTCS MPEAMETOM OCMbIC/IEHNS B l@aHHOM OTPbIBKE, OMUChIBAOLLEM
nepBsbIi HaneT Hemue Ha CTanuHrpag. MpexHss NpeaBoeHHas XK13Hb B ropoae
3aKOHYMMNACk — HaYasoCh TSHKENOE BPeMs exelHeBHbIX 60eB 1 bombexek (LLanb-
HoBa, CnoxeHnKnHa, 2025, c. 476). Kakyto e CUCTEMY s13bIKOBbIX MPUEMOB
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1 CNocob0B OTPaXEH s KOHMNMKTa UCMONb3yeT Hekpacos, KakM 06pa3omM Npw-
BIEKaeT BHMMaHMe YuTaTenei C Lenbto 3MOLMOHaNbHOMN 1X peakLmn Ha cobbiTue,
3anevaTt/ieHHoe B MNoBeCTH?

OTpbIBOK CTPOUTCS MO NPUHLMMNY KOHTPacTa. [epoii-paccKas4mk 1 ABa ero
TOBapMuLLla BO3BPaLLAlOTCs B KBAapTMUPY N0 MECTY AMCNOKALMM, BO3BPALLEHNE KX
YKNaAbIBaeTCAa B ABE Ananormnyeckme pennvku. OparHapel, KepxeHuesa Banera
CeTyeT, YTO NPUTOTOBNEHHas M KapToLKa BCs 0OMsAKNa, a NItOOOBHO 3aBEPHYTHIN
B WWHeNb MACHOW HopLL, CO CMETaHOM coBceM oCTbiN. CTON CepBMPOBaH Kpacu-
BbIMM TapesikaMm C pO30BbIMY LiBETOYKaMM — M0 COBaM Apyra MaBHOro repos
Virops CBMAEPCKOro, COBCEM KaK B pecTopaHe: «“.. .ele bbl MOACTaBKM NOJ HOXM
1 TpeyronbHble candeTtodkn’, — cmeeTcs Viropb» (Hekpacos, 1990, c. 66).

MNepBoe nosiBneHne HemueB Haf CTannHrpagoM NponmcaHo HekpacoBbiM
rpacmyeckn — 1 3To 0bpa3 TpeyronbHuKa: «<HeMupbl N1eTaT NPsiMO Ha Hac. OHK
NeTAT TPeYroNbHUKOM...» (Hekpaco, 1990, c. 66). TpeyronbHWKM Henbix pecTo-
PaHHbIX CandeToK 13 MUPHOM XM3HWM MPOTUBOMNOCTABAEHbI TPEYrONbHNUKY Bpa-
YKECKMX BOEHHbIX CaMONETOB. [10 MHEHWIO S3eHWTelHa, TPeYroNbHNK SBASETCS
6a30BOI KOHCTPYKLMEN B UCKYCCTBE, 3Ta Gurypa Hanbonee NpoCTpaHCTBEHHO
3aKOHOMEPHa W AlaeT 04epYEHHOCTb MecTa AeUCTBUS, T. €. MaKCMMalbHO BU3Yya-
NN3MpOBaHa: «“TeoMeTpurydeckas” N1erkoCTb BOCNpUATUS ByaeT cnocobcTBoBaTh
4ETKOCTW 1 0BNEr4YeHHOCTH BOCNPUSATUS CtoxeTa» (I3eHWwTeliH, 1966, c. 115).

YTO6bI yCUNUTH paspeleHiie KOHMANKTa, HeKpacoB MCMONb3yeT S3bIKOBbIE
CPeacTBa KOHCTPYMPOBAHMWS ayaroBy3yabHbix 06pa30B. HekpacoBcKoe ClI0Bo
B TEKCTE NpeebHO OPUEHTMPOBAHO Ha «MaTepuann3aLmnio» AencTBIs, aKTu-
BM3ALMIO KOTHUTUBHbBIX CNOCOBHOCTEN 1eKOAMPOBaHNS HyBCTBEHHbIX 0OPA30B.
Mucatenb CTPEMUTCS K MaKCUMaNbHOM BU3yanbHOM TOYHOCTY C LIEMbIO CO3AaHNS
addexTa peanbHOCTY Npoucxoasilero. Tak YnTaTens NpeBpaliaeTcs B Heno-
CPeACTBEHHOrO HabmoaaTens CobbITHS, €ro TOUKa 3PEHNS COBMELLAeTCS C TOY-
KOV 3peHnst nepcoHaxelt. OH Kak Gbl BMECTE C repOeM-pacCcKasyviKoM 1 TPeMst ero
COCYXMBLAMU CMOTPUT € GanKkoHa B HeGO 1 HE MOXKET 0TOpBaThCA. A Ha Hebe
He NPOCTO LBETHas, a 06beMHas KapTUHa: YepHbIe CaMONeTbl Ha Pa3HbIX YPOB-
HX MESIEHHO NIETAT Ha YnTaTeNns, a Hebo TO M €10 BCMbIXMBAET pa3pbiBamiu
3eHUTHbIX CHaPsI0B.

Bpakeckasi aTaka nopaxaeT MOLLbHO, CIOKOVCTBMEM, MAaCCPOBAHHOCTbHO.
Ecnuv cuna, NopsifioK 1 CMOKOWCTBME HEMELIKOTO aBMaHaneTa Ha3BaHbl COOT-
BeTCTBerLLI‘eVI /'IeKCIAKOIZ, TO 3MOUMOHaNnbHblE I'IQpQ)KI/IBaHI/Iﬂ aTaKu I'IepCOHa-
XaMn MOBECTA Hy)KHO JJ,GKO,ELI/IpOBaTb. /I B3TOM nomoraeTt Bm3yaanaﬂ MeTacbopa
nneeku 3eHUMOoK (Hekpacos, 1990, c. 66). Kak yTBepxaaeT A.E. 3umbynun, nnesok
r|p|/|o6pen CMMBOTNYeCKOe 3HaveHne elle B aHTn4YHble BpeMeHa M KaK CUMBO-
JINYECKOE 1ENCTBO MOXET XapaKTepr30BaThCs C MO3MLMI CyObeKTa, agpecaTa,
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MOTVBa, KOHTeKCTa, pe3ynbraTa (3umbynn, 2016, ¢. 154-159). MNpu pasHbix 3Have-
HYMSX BbIDAXKEHNIA CO CNOBaMM JaHHON NeKCMKO-CEMAHTNYECKOW rPynbl BCe-TaKy
nepBbIM NepeHOCHbIM, METathOPUYECKNM SBASETCS 3HAYeHWe CNOBa N/1e8ams —
«OTHOCKTBCS K Yemy-nvbo ¢ npespeHuem, npeHebpexeHrem». 3Ta onnosmnums
«C1Na CMepTH — Npe3peHne K CMepTu» SBASIOTCS KIOYOM K MHTepnpeTaLmm
AaHHOTO parmMeHTa NoBecTU. (XOTs, C TOUYKM 3PEHMst YNTaTeNs Kak BOCMPUHY-
Matoulero cybbexTa, 3To MoXeT bbITb W ABUraTeNbHas, U CnyxoBas Metacdopa,
nMbo KoMBUHaLWS BCeX Tpex BnevaTneHuiA.)

Halue npeanonoxeHne COOTHOCUTCS 1 C pa3mblluneHnsMmn JM3eHWTenHa.
Ero rnaBHOe 3afaHue ans CTyAeHTOB — OnpefenuTb PENepHYo TOYKY AaHHOro
OTPbIBKa, €ro aKLeHTUPOBaHHY!IO LieNleHanpaBneHHOCTb, HalNTYU CI0Ba, KOTOpbIe
«HecyT B cebe 4To-Nnbo rybokoe 1 coaepaTenbHoe 1 MO CBOEN OCMbICNIEHHO-
CTU MO Obl CNYXUTb HEKOTOPbIM OPraHu3yoLMM Hayanom Ansi CTPOMHOro
MOCTPOEHMS BCEN CLIEHDI B LieNOM» (Jn3eHLuTeliH, 1966, ¢. 690).

C TOUKM 3peHus pexxmccepa, Taknum Harbonee CUbHbIM MO rybrHe Bre-
YaTNIEHNSI MECTOM, KITHOYOM K MOHVIMat0 MbIC/IEN, MPOXOASALLIMX YEPE3 BECh TEKCT,
SABNSIETCS 3NN30[, B KOTOPOM «3aKMOYeH WMPOKOOOODIIEHHbIN CMbICA LENOTO
npousseaeHns» (AM3eHwTelrH, 1966, c. 691), — 3TO KOPOTKMIA Ananor Baneru
1 KepxeHuesa nocne obcTpena, Koraa B3pbiBHas BOIHA, BNETEBLLAsH B KOMHATY,
paspylwmaa OCTaTKN MUPHOW XU3HW 1 NIOOOBHO OPraHy30BaHHbIN YIOT:

— Kywats bynete? — cnpalwwveaeT Banera. [0n10C Yy HEro TUXWIA, He ero, Cpbl-
BatoLMICS.

1 He 3Hato, XO4Y 1M 51 eCTb, HO rOBOPIO — byay (Hekpacos, 1990, c. 68).

MoBecTBOBaHME KMHeMaTorpadnyHO v CTPOWTCS MO MPUHLMNY KOHTPaCTa:
HapacTatolleil NaHvKe, paspacTatolemMmycs Noxapy, rpoxoTy KaHOHaabl, pesy
camoneToB, cTpenbbe, pas3pbiBy 6OMO NPOTMBONOCTABAEH TUXMIA FTONOC OPAM-
Hapla, BO3BPaL|AOLLEro reposi-paccKasynka 1 nepcoHaxent K xmnsHu. Eaa Kax
MeTadopa CTaHOBUTCS KOJJOM K TPaKTOBKE OCHOBHOW 1aen Bceli noBecTw. brTea
3a CTanuHrpan — 370 nobeaa *m3Hu Haf CMepTbio, N0beaa «Co3HaTeNbHO
LeNeycTpemMIEHHOCTU COBETCKUX MI0eN. .., HeBepOSTHOe YNpPsSMCTBO 1 ynop-
CTBO ... BCEX HALIWX FTOPOMOB, HAaXOAMBLINXCSH B OKPYXKEHMM, HO HU Ha MIHOBe-
HUe He TepsBLINX CBOEN PELIMMOCT 060POHSATLCS», 3TO «3aKOHUYEeHHbI 06pa3
HEOLONMMOCTU HaWNX MOAel, 06NafatoLMX He TONbKO HECOKPYLIMMOM KU3HEH-
HOCTbI0, HO V1 HEOAONUMOW LieNeyCTpeMaeHHOCTbIO» (J1i3eHLTelH, 1966, ¢. 693).

AHann3npyemsblii OTPbIBOK NpeaensHo KuHematorpadvdeH. O4esunaHo,
NPUPOAHbLIV NUCcaTeNbCKNN CTUNb HeKpacoBa He MOr He 1UCMbITaTb BO3AeN-
CTBUS NOMYYEHHOTO Xy10XKECTBEHHOro 06pa3oBaHns U OBOEHHOIO OMbITa
paboTbl. ABTOP LECTb NeT Y4MCs Ha apxMTeKTopa B KNMeBCKOM CTPOUTENbHOM
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MHCTUTYTe, Nocellan 3aHATUS B TeaTpanbHoM CTyanmn KneBcKoro TeaTpa pyccKoi
Apamsbl, paboTan cHavana B apxMTEKTYPHbIX MacTepcKux Krneea, 3aTemM akTepoM
1 TeaTpanbHbIM XyOOXHUKOM BO BnagmnsocToke, Knpose, PocToBe-Ha-[oHy.
Ha Ha4ano BoWiHbIl, UMest 6poHto akTepa PocToBckoro TeaTpa KpacHoi apmuu
CKBO, nonpocwuncs Ha hpoHT 1 ylen BoeBaTh Canepom.

HecMOTps Ha BOEHHYIO TeMaTUKy NMOBECTU, PeYb O KMHO 3aXOANT B Heil
MHOFOKPATHO. B nepepbiBax Mexay MUHMPOBaHWeM 0Txoda oT OCKona Ha repos-
pacckasyurka Hopura KepxeHLeBa HaKaTbiBalOT KMEBCKME BOCMOMUHAHUSA. Mbl
y3HaeM, YTo pebeHKOM Oblfl CTPACTHbIM MoYMUTaTeNEM KMHO U XOAMN B KMHOTEATp
KaKayto naTHuLy. bonee Toro, B AETCKMX BOCMOMUHAHMUAX KMHOTEATP 3aneyat-
Nencs Kak cakpanbHOEe MeCTO C KepTBEeHHMKaMU, OrHeM, 3anaxom 1 Tpybamu.
KnHoTeaTp 6bI1 MECTOM CHaCTbs: «A 1 Tenepb MHOMAa rynsio no Kpeuatuky.
3aBepHyChb B NNall-nanaTky, 3aKpoto rmasa 1 uay ot beccapabku k iHenpy. OcTa-
HaBnvBatoChb okono WaHuepa — 3To cambIi NYYLWKIA B MUPE KMHOTeaTp. Tak Kasa-
NoCb HaM B geTcTBe. Kakne-To Tpybsiuye B ANMHHbIE TPYObl CKyNbNTYPbl BOKPYT
3KPaHa, EPTBEHHMKM C TPeneLLyLLMMM, CIOBHO NaMs, KPaCHbIMMW IEHTOYKaMMU
1 KaKoW-TO 0CobbIN, BO3BY)KAaOWMA KnHeMaTorpaduryeckmii 3anax. CKonbKo

» o«

CHACTNMBBIX MUHYT nepexun g 8 aTom LaHuepel.. “UHanitckas rpobHuua’”, “bar-
Aanckuii Bop”, “3Hak 3eppo”... Bor Tbl MOW, Aaxe ayx 3axBaTbiBaeT! ... A 4yTb
nopanblie, okono MNpopesHoit, B TECHOM, C HeHYMepPOBaHHbIMU MecTamu “Kopco”
wnu koBborcKne hunbMbl. MOrOHK, NEPECcTPeNKN, MyCTaHT U, KOMNBTbI, EHLLMHbI
B WTaHax, 310em C TOHKMMU YCUKaMU U CapKacTUYeCKnMU yabibrkamu ... A B “IKc-
npecce” — NOTOM OH NMOoYeMy-TO CTaf MPO3anyeckum “BTopbiM MOCKMHO™ — Wwn
canoHHble hunbMbl ¢ Monol Herpu, Actot Hunbcer n Onbroin YexoBoi. Ml mx
He o4eHb MtobUNK, 3TK hUNbMbI, HO Y Hac B “Skcnpecce” Bbin 3HaKOMbI BuneTep,
1 Mbl 06513aTeNbHO XOAMNV TyAa Kaxayto NaTHuuy» (Hekpacos, 1990, c. 19-20).
ManbumLKy 3axBaTbiBann KMHOLIHbIE MPUKIIOYEHWS, ApaKku, CTpenbba, OTBax-
Hble repon 6e3 cTpaxa 1 ynpeka, KapTVHHbIe 3104en — 1 BOT Tenepb Bce B3a-
npasay: OTCTynneHne, 060POHa, B3PbIBbI, MyAn, CMEPTN TOBapHLLen, HEMUbI.
lepol-paccka3ymk BMecTe ¢ KpacHoi Apmuelt otctynaet o CtanuH-
rpafa — vi NepBble BnevaTieHus oT byaylero ropoaa-KpemnocTy TOXe CBsi3aHbl
C KMHO: MOKa ellle MVPHbIV NETHNI COMHEYHbIN ropof, B KOTOPOM MY)KUVHbI HOCST
FaNnCTYKU, XEHLWMHbI KpacaT rybbl, a «B KMHO 1aeT “AHTOH ViBaHOBUY cepanTcs”.
CeaHcbl B iBeHaALaTh, [1Ba, YeTbipe U WecTb» (Hekpacos, 1990, c. 19-20).

MpsMO NPOTMBONONOXHAA OL|EHKa KMHO NpUHaANeXuT ToBapully Kep-
KeHLeBa pasBefdnky Hymaky. MaTpoc BCMOMUHAET O KyObILEBCKOM rocnuTane.
Cam OH bonblue NOXOX Ha 3acTeHKu: «BopoTa Ha 3anop. Yacosow. Kak B TiopbMe.
ToNbKO MO ABOPUKY rynsin. A ABOPUK — KaK NaTavyoK (...) Banaics Ha Kolke
Aa B KMHO Mo BeYyepaM xoau. A KapTuHbl Bce cTapble — “AnexcaHap Hesckuin’,
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Yo«

“Moxapckuin”, “feylika ¢ xapaktepom”. VI pByTCS, Kak TpSnKW. /I rTMncom BOHSET.
Bppp-p...» (Hekpacos, 1990, c. 163).

Pa3bepem 3Ty aHTUTe3y. PunbmM «Anekcanap Hescknin» Ceprest J1i3eH-
WTEeVHa BbIWEN Ha 3KpaHbl B kKOHLUe 1938 roaa, HakaHyHe npasaHoBaHus 700-
neTus BUTBbI KHA35 C HEMELKMMU pbiLapsiMu JIMBOHCKOrO opaeHa. NosopoT
0Te4eCTBEHHOMO KHeMaTorpada B CTOPOHY NaTpUOTUHECKOro KMHO Tpebosan
3KpaHHOro 0blLeHapoaHOro repost. AnekcaHap HeBcKkuii B hvnbMe S1i3eHIiTenHa
npeacTan Kak obpas BAOXHOBUTENS PYCCKUX Nobea, BbINMHHOMO repos, Myxe-
CTBEHHOTO CYMBO/A BENMKOW UCTOPUM. KNHOKapTVHa AO/MKHa Obina BEINOAHATb
oblieHaUMoHanbHy MobuAnayoLyto GyHKUMo. B 1941 roay dunbMm 6bin yao-
cToeH CTanmHCKOW NpemMunn, XoTs cpasy Bbi3Bas AUCKYCCHIO™

Mo TeKCTY MOBECTM TPYAHO YCTaHOBKTL KOHKPETHOE Bpems, koraa Yymak
nexan B KynbbllWeBCKOM rocnuTane. Mbl 3HaeM, YTO 3TO KOMaHAMP-pa3BefYuK,
CMenbIi YeNnoBeK, TPYIKALI PaHEeHbIV U NeYMBLINIACS B rocnuTansx. Ero uenuT
1 yBaXKaeT repoi-pacckasynk. Ang KepxeHuesa Yymak kak pa3 TOT HacTOs LW
CKPOMHBIV ObINMHHBIN Fepoi, KOTOPbIN OAMH Ha OfVUH BbIXOAUT Ha OOV C Bpaxe-
CKMM TaHKOM, MOPaXKaeT ero 1 faxe He CYUTAET HyXHbIM coobLLaTh 06 3TOM. Mbl
MOHVMaeM, YTO Mexay npeMbepamu GUALMOB U leHeHreM NePCoHaxa B rocnu-
Tafle NPOLU/O OKOAO ABYX NeT. Ho repoii-pacckasynk ycTamu passefqmka Yymara
BBIHOCUT NPUrOBOP: «A KapTUHbI BCe CTapble». BO3MOXHO, MO NPUHLMMY MeTo-
HVIMWW MMEeNNCh B BUAY 3aTaCKaHHbIE MAEHKU, NEHTbI, HO, CKOPee BCero, UMeHHO
cofiepxaHue 1 hopMa 3M3eHWTENHOBCKOIO ¥ NOAOOHbIX hMIbMOB Ka3anuch
conpataM BOMHbI HeaKTyanbHbIMU, MKMBLIMU, HEHACTOSLLMMU: «PBYTCS, Kak
TPANKW». A B NPOCTOPEYMI Tpsinka — 3T0 bpaHHOEe CNOBO, HaKMeHOoBaHMe Ans
BCero cnaboro, rpsisHoOro, MoAAeNbHOMO: He HacTosLLas Bellb, a TpsAnka. B onno-
3ULMI0 BCTYNAKOT U MUNCOBbIE «TpybsiLLve B ANVHHbIE TPYObI CKYAbATYPLI BOKPYT
3KpaHa» C F’MNCOBbIMYM MOBA3KaMU, B KOTOPble 0OMOTaHbl MOKaneyYeHHble KOHeY-
HOCTU paHeHbIX 60ML0B. A «0CODbIN, BO3OYKAAOWMIN KHEMATOrpaduyecKmii
3anax» NPOTUBOMNOCTaBAEH BOHM OT paH, 3aMOTaHHbIX B FUMC.

I elle oanH pa3 TeMa KMHO NOABNAETCSA B aHANM3MPYEMOM HaMu OTPbIBKeE,
YCNOBHO Ha3BaHHOM «[lepBblii HaneT Ha CTanuHrpan». BapbiBHOM BONHOW pas-
MeTaH HexXMUTPbIN ObIT B KOMHaTe: «Ha Moy OCKOMKM Tapenok, Nyxun bopuia,
KamycTHble NNCTbS, KyCOK Mdca. [Nblba achansbta nocpean KoMHaTsl. CTekna
BbIOWTHI BCE 0 OfHOTrO» (Hekpacos, 1990, c. 67). C 6ankoHa BUAHbBI ropsilue
[OMa, «bbeTcd nowapb. Y Hee pacnopoT KUBOT, M KULWKM PO30BbLIM CTYAHEM pa3-
H6pocaHbl No achanbty» (Hekpacos, 1990, . 67). [ocne HaneTa Bo3BpallatoTcs

1 06 3ToM, Kak 1 06 0bpa3se AnexcaHapa HeBCKOro B OTeYeCTBEHHOW UCTOPUW, nTepaType,
KynbType v UckyccTge, bonee noapobHo cm.: (LeHk, 2007; KoHsiBckas, benses, 2021; lonros,
2024).
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B KBAPTMPY APYrie packBapTVPOBaHHbIe. [lanbHenWwmin TEKCT, NPUHAANEXALLNI
repoto-pacckasynky, BOCCO34aeT KapTVHY Npou3oLefero ¢ NpoCTPaHCTBEH-
HO-BpPeMeHHON TOYKW 3peHuns nepcoHaxel — MeHrayHuca v LWanupo, KoTo-
pble bV CBMAETENSMU HaneTa B ApYroi YacTu ropofa: «FOxHas 4acTb roposa
BCs ropuT. Monano 8 MalwwvHy ¢ boenprnacamu, U OHK 0 CUX MOP eLje PBYTCS.
Y OHOW XXEHLWMHbI FON0BY OTOPBaNO. M3 KMHO Bbixoamnna. Tam YenoBek ABalaTh
norvéno. Kak pa3s ceaHc koH4mMncs» (Hekpacos, 1990, c. 68). CuTyaums KpomeLl-
HOTO aja, *eHL1Ha 6e3 ronosbl, NolWafnHble KUIWKK Ha acdansTe — repoto-pac-
CKa34MKy, apXUTEKTOPY B MUPHOW XN3HW, MOMHSLLEMY FOAbI MOCTPOMKA 1 apxu-
TEKTYPHbIN cTUNb MapdeHoHa, TPYAHO HBbIN0 NPEANONOXUTL YXKackl ByayLen
BOVIHbI: OKUAU, YHMANCE, O YEM-TO MeyTanu — Tp-pax! — Bce NMoneTeno — 4om,
CeMbsi, MHCTUTYT, CONPOMaThl, UCTOPUS apxmMTeKTypbl, [apdeHoHbl» (Hekpacos,
1990, c. 145). Takoe TONbKO B KMHO MOXHO BbIN0 YBUAETD.

B vccnenoBaHmsix, MOCBSLEHHbIX TUTepaTypHO KnHeMaTorpadhuyHoCTy,
06bIYHO BbIAENSIOT NEKCUKO-CTUANCTUYECKNE N KOMMYHUKATUBHO-CUHTAKCK-
YecKne a3blkoBble cpeacTBa (Axpuesa, 2013; [laBbiaeHko, 2020; Mapkoga, 2017,
MapTbaHoBa, 2017; Muxarinosckas, TopTyHosa 2015; MeHbkoBcKas, CIOXeHWKMHA,
2024; ConpaTknHa, 2019, a Tatoke Ap.). C TOYKM 3peHns IM3eHWTenHa, 3TOT OTPbI-
BOK SIBNSIETCS OIHOW U3 pernepHbiX TOYEK NMOBECTBOBAHMS, a HalAeHHbIE B HEM
S3bIKOBbIE MPUEeMbl NUTEPATYPHON KMHEMATOrpaduUYHOCTM B LIESIOM XapaKTepHbI
AN TeKCTa BCel noBecTu. PacCMOTPUM KOHKPETHO S3bIKOBbIE CPEACTBA KMHE-
MaTorpauyHOCTU NUTepaTypHOro TeKCTa, MPOUNNIOCTPUPOBAB UX MPUMEPaMU.

1. lekcryeckure cpepcTsa. 3TO Pas3INYHOIo poda NepLenTrBHas JeKCuKa,
nepepatoLias 3puTenbHble, CYXOBbIE, TaKTUbHbIE, BKYCOBbIE Y OOOHATENbHbIE
owlyueHrs. H.H. ®unbKo oTMeYaeT, 4TO 3TO BaXKHbI PaKTOP apxXUTEKTOHUKN
XY[AOMECTBEHHOIO TeKCTa 1 CPeACTBO aBTOPCKOIO BbICTPAUBAHUSA «paMKINA UHAN-
BMAYaNbHOrO NUCaTENbCKOro 0bpasa Mypa CKBO3b NPU3MY CBOETO CO3HaHWMS
1 MUpOOLLYLLEHNS» (PrnbKo, 2022, ¢. 250). MpoaHanm3npyem OCHOBHbIE MOAYCHI
nepuenuymm 1 cnocobbl 1X S3bIKOBOTO BblPaXEH NS,

1.1. JlTeKCcuKa C KMHeCTeTUYECKoM ceMaHTnKon. lMogobHas rnaronsHas nex-
CM1Ka B HanbonblUen CTeneHr «<NoACBeYMBaET» TOYKY 3pEHIs B MOBECTBOBATENb-
HOM TeKcTe. OHa MOXeT NpUHaAANeXaTb BCeM CyObeKTaM NOBECTBOBAHMS:

«  0bpa3sy aBTOpa: «Beayuwinii nepeBopaynBaeTCcs Yepes Kpbiano Kone-
camu BBepx. BxoauT B nuke» (Hekpacos, 1990, c. 67); «Bce opoxuT
MeNKOW NPOTUBHOW ApOXbIo» (Hekpacos, 1990, c. 67); «Cepbix NOTH-
paeT Hory... lNbiTaeTcs ynbibHyTbCs» (Hekpacos 1990, ¢. 67); «bbeTcs
nowapb» (Hekpacos, 1990, c. 68); «Hy ee... — MalleT pyKoi, — He ne3eT
B MIOTKY. .. — ¥ BbIXOAMUT Ha H6ankoH» (Hekpacos, 1990, c. 68);
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«  Tepor-pacckasynKy: «BLEnnsoch B nepuna» (Hekpacos, 1990, c. 67);
1 nepxychb 3a nepuna. KTo-to ok1maeT MHe pyKy» (Hekpacos, 1990,
C. 67); <5 nexy Ha Yem-To MArkoMm, TeMIOM 1 HeyaoBHOM. .. S Liennsocs
3a Hero pykamu» (Hekpacos 1990, ¢. 67); «CUAMM Ha KpOBATU U KypUM»
(Hekpacos, 1990, c. 67); «Bbixoxy Ha 6ankoH» (Hekpacos, 1990, c. 67);

. nepcoHaxy: «Bbl e 3HaeTe, 4TO y HAC AyXOBKM HeT. [IBa pasa yxe
pa3orpesan» (Hekpacos, 1990, c. 67).

[naronbl TUNa nepesopavusaemcs, 2opum, OpPOKUM, NEXY, KypUM NMEIOT
KOHKPETHOE 3HaYeHue, C MO3ULMI CeMaHTUYeCKON KnaccuduKaumm 0THOCATCS
K rnaronam fenctsus. Takoro pofa rnaronsl 0603HavatoT Npexofsiuvie sBneHuns,
MO3TOMY OTNIMYAIOTCS NOBECTBOBATE/bHbBIM WM ONMCATENbHbBIM XapaKTepoM
1 MCMONb3YIOTCS A5 paccKasa O NPOWEAWNX NAN TEKYLIMX COBbITUSAX. PONb KX
B OpraHu3aumu NoBecTBOBaHMS BUAMMA U CyllecTBeHHa. CniowHas Beibopka
rNarofoB AeNCTBUS N3 aHANN3MPYEeMOro OTpbIBKa MNoKasana, 4To rarofisl HacTo-
SLLEero BpeMeHu CBs3aHbl C 00pa3oM aBTopa, a rMarofbl NpoLeallero BpeMeHn —
C repoem-paccKasyvkoM 1 NepcoHaXeM. 3To 0byCNOBAMBAET MEPEHOC TOYKM 3pe-
HWS OT aBTOPCKOTO BCE3HAHMS K OrPaHMYEHHOM TOYKe 3peHns Apyroro cyobexTa
peyn, CyGbeKTUBMPYET aBTOPCKOE MOBECTBOBaHME. Bce 3Tn rnarosl ¢ rpaMma-
TUYECKOW TOYKM 3PEHNS SBASIOTCS NUYHBIMK, MOTYT 06pa30BbIBaTh CUHTaKCW-
YecKme KOHCTPYKLMN, B KOTOPbIX 0603HaveH NPoV3BOAMTENb AAHHOMO AEMCTBIS,
T. e. MOryT obecneynBaTh KMHemMaTorpaduyieckuii ahdexT.

1.2. KOHKpeTHble MeHa CyLlecTBUTeNbHbIE. iccnepoBaTeny Tpaauun-
OHHO Ha3bIBAKT KOHKPETHYIO NEKCUKY OIHUM 13 OCHOBHbIX 513bIKOBbIX CPECTB
NUTEPaTYPHON KMHeMaTorpaduiyHOCTH, YyNoaobss NepedncieHns MMeH cylie-
CTBUTENbHbIX B CTOBECHbIX PS1aX CKOMBKEHMIO KaMepbl C NpeaMeTa Ha Npeamer.
B aHanu3npyemMom OTpbIBKE Takme 0603HauYeHNs AeNCTBUTENBHOCTY MOXHO
pasnennTb Ha [Be rpynnbl. [1epBbiii pakypc — MHTEPbEP — CBSI3aH C OMMUCaHVIEM
KOMHaTbl, e paccenmam BOEHHbIX. 3TV CI0Ba CO3[at0T KaPTUHY MUPHOM XN3HN
1 yloTa: Oyx08Ka, Kapmowka, 6opuy, NOOCMAasku NOO HOXU, CAAHEMOYKU 8 CMa-
KaHe, MapesiKu, IOXKU, penpodyKmop U Ap. BTOpoI pakypc — 3KCTepbep — 370
BMA C 6anKoHa Ha NeTsime HemelKre 6oMbaparPOBLMKIA 1 PaspyLleHns nocne
H6oMbexKM. CaMoneTsl NeTAT HU3KO, ¥ FepOi-pacCcKasymKk C NePCOHaXamu MoryT
XOPOLWO PAaCCMOTPETh WKENTbIE KOHbI KPbl/bes, 0bBeleHHbIe HeNbiM Kpecmel,
waccu (...) Y Hero KpacHble Ko/1eca U KpacHasi 20/108Ka Momopd. .. /13-Nof, Kpbl-
NbEB BbIBaNNBAOTCS YEPHbIE TOYKM» (Hekpacos, 1990, ¢. 66-67).

JleTsiuine CTPOMHbIM MOPSIAKOM BP@XXECKMe CaMONEThI BbI3bIBaOT €Ba NV
He BOCXMLLEeHMe 1 oleneHeHne. Ho 3TO 4yBCTBO aBTOP HUBENMPYET MPUEMOM
CMeHbI TOYKM 3peHus. MNocne BuAa ¢ bankoHa Ha HemMelKre CaMoneThl TOYKa
3peHus CHOBa NepemMelLaeTcs B KOMHATY, pa3MeTaHHYI0 B3PbIBHOM BOMHON. 3TO
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TPeTuii pakypc — onucaHne 3puMo U KOHKPETHO: «Ha Moy OCKOKU MApesnox,
YU 6OpLUa, KanycmHsle 1Ucmest, Kycok maca» (Hekpacos, 1990, c. 67). 1 yeT-
BEpPTbIM paKypc CHOBa obpalleH Ha ropof ¢ 6ankoHa: «Bok3asn roput. JJoOMUK. ..
ropuT (...) HeckonbKo 80poHOK C Pa3BOPOYEHHbIM acdansTom (...) bpolieHHas
nogoska» 1 nof. (Hexpacos, 1990, c. 67-68).

1.3. KonopaTtveHas nekcnka. OaHWM 13 3bIKOBbIX MPUEMOB KMHEMATO-
rpacUYHOCTV NUTEPATYPHOrO NPOU3BEAEHNIS SBNSETCS LBETOMMUCH. [10 CNoBam
O.E. MuxainnoBom, n3y4eHne UBETOBOM NEKCUKN «MO3BOASET rybxe NoHATb
CTWU/b @BTOPA, OLEHWTb 3KCMPECCUBHOCTb XYAOMKECTBEHHOTO NPOM3BeAeHN s,
BbISIBUTb MyTN METAhOPUYECKOTO OTPaXeHNs AENCTBUTENbHOCTM» (M1Xainnosa,
2022, c. 81). ViccnenosaTenn CBA3bIBAtOT KONOPATUBHbIE 0603HaYeHMs Mo 60Nb-
el 4acTy C AIMOUMOHANbHO-3KCMPECCUBHOW YHKLMEN XyA0KECTBEHHOMO TeK-
cTa. /lekcnKa Co 3HavYeHneM LUBETa, Kak NpaBuno, obpasyeT C/I0BOCOYeTaHus
C OTMEYEHHOW BbllIe COBOKYMHOCTBIO CIOB C KOHKPETHON CEMaHTUKOMN,

AHanM3upyemMblin OTPLIBOK HACbILLEH LIBETOBbIMM OLLYLIEHNSAMU. VI NepBbIl
LiBET — p0308eill. B 3aBsi3Ke CLEHbI 3TO LBET KPacoTbl M FapMOHWMM: «...OTKYAa-To
AaXKe Tapenky — KpacuBble, C pO308bIMU LiBETOYKamum» (Hekpacos, . 1990, c. 66).
B pa3Bsizke — UBeT cMepTu: «bbeTcs nowafb. Y Hee pacnopoT XMBOT, U KULLKK
DO308bIM CTYAHEM pa3bpocaHbl No acdansTy» (Hekpacos, 1990, c. 68). Conpsike-
HMEe CUMBOIMYECKINX 3HAYEHMIA CO3AET Y YUTaTeNst KOrHUTUBHbIN psfl, 06yCcnoB-
NEHHbIV NCUXONOrMel BOCNPUATMS PO30BOTO LIBETA: HEXHOCTb — POMaHTUKa —
3bIOKOCTb — ObICTPOTEYHOCTb — CMEPTb — 3abBeHue.

Cnegfytouias COBOKYMHOCTb LIBETOB TOXe XOPOWO VHTEPNpeTnpyeTcs
1 MMeeT CUMBOMMYECKUIA XxapaKTep. YeToipe LBeTa: XenTblii, Oenblii, KpacHbIN,
YEPHbIM — OMUCBIBAOT CTPOMN BPAXKECKNX CAMONETOB: «...BUAHbI KE/1Mble KOHLbI
KPbINbeB, 0OBEEHHbIe 6E/1bIM KPECTI (...) Y HErO KPpACHbIE Koneca U KpacHas
rofoBka MoTopa (...) M3-nof KpbinbeB BbIBaNMBAKOTCS YepHble TOUKM» (Hekpa-
coB, 1990, c. 66-67). ITU YeTbipe LiBETa, MOXEM MPEANONOKUTb, aCCOLMMPOBa-
NMCb Y aBTOPa C HaLUMCTCKOM fepMaHueit 1 ee CUMBONMKON. 22 anpens 1933 roga
«BTOpbIM NpeanmncaHnem o npeasapuUTeNbHOM PEryvpoBaHY UCMNOMb30BaH NS
bnaros» HbI YCTAHOBEH WTaHAAPT perxcnpesvaeHTa. OH NpeacTaeasn cobow
30/10TUCTO-KENTbIV MPSMOYTONbHUK, Ha KOTOPOM Dbl pa3MellieH YepHbIA napsi-
WK1 open. enTbi NPsSMOYroNbHVIK OKalMAsna YepHoO-beno-KpacHas nonoca.
Hecny4aiiHO NO3TOMY TOPXECTBEHHO MbIBYLLME HEMELIKME CaMOETbl BUAATCS
repoto-pacckasymky YepHbiMu: «OHIN NETAT CTasiMU, YepHble, NPOTUBHbIE, CMTOKON-
Hble, Ha Pa3HbIX BblCOTax» (Hekpacos, 1990, c. 66).

Bonbloe KoMMYecTBO KONMOPATUBOB MOSBASETCS B MOBECTBOBAHWM, KOrAa
repoi-paccKasymK Ha MrHOBEHME OTKPBIBAET r/1a3a MoC/1e OKOHYaHMS BOMOEXKM.
OH BUAUT «11L0 Banern — oCTaHOBMBLUEECS, TOYHO MPU BCMbILLKE MOMHUN.
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benoe, C KpyrnbiMu rMa3amn 1 OTKPbLITbIM pToM» (HekpacoB, 1990, c. 67). Takoe
onvcaHne 6onblie NofoWNo Hbbl TPYNY — OHO NepefaeT KUBOTHbIM CTPaXx U yKac
FOpusa Keperuesa. Ele ofHO nuuo — apyra Mrops: <Y Urops 601blWoN CUHsK
Ha nby (...) CHAK pacnabincs no Bcemy N6y 1008umo-guonemossiti» (Hekpacos,
1990, c. 67-68). MepBas 4aCTb CAOKHOIO NMPUaraTeNbHOro «1a0BUTO» YCUKBaeT
ollyleHue cTpaxa 1 6onu.

[epoil-NoBeCcTBOBaTENb 1 NEPCOHAXK Nepexmnnmn 6oMBexKy, ocTanncs
XKNBbI, HO MUP BOKPYT M3MEHW LBET: «Bce 3aTAHYTO Yem-TO CN/IOWHbIM U Mym-
HoIM (...) [JbIM CTAHOBUTCS BCE 2yye 1 YepHee, CMNOWHON NenNeHon NAbIBeT Haf
nnouwaabto (...) /Muo ero cepo oT Nbinu» (Hekpacos, 1990, c. 67-68). OCHOBHble
LiBeTa 3TOro MOBECTBOBAHMNS — CepbIi, YePHbIN, MblNbHbIN, AbIMOBON. 33 OKHOM
3apeBo Noxapwill,. Bcs 3Ta LBETOBas raMa Co3AaeT KapTuHY KPOMELIHOTO aja.

1.4. lleKcyika co 3HaveHneM sudeHus. Cnocobbl BbIPaXKEHs pasHo0bpa3Hsi:

. MMEHa CyleCTBUTeNbHbIE: «Banera BCTpevyaeT Hac HACYyMIeHHbIM
832/1900M ncnoanobbs» (Hexkpacos, 1990, c. 66);

«  pazeonorusmel: «f, rops, Banera, Ceabix. HegoamoxHo omo-
peamecs» (Hekpacos, 1990, c. 66). (POpMbl «<He OTOPBATLCS», HE OTO-
pBaTb M1a3» BKIKOYEHbI BO (DPA3e0IornyecKme CrioBapm). <5 He ceoxy
C Hero es1a3» (Hekpacos, 1990, c. 66);

«  YCTOMYMBbIE CIOBOCOYETAHMS: «S 3aKpei8ato 2aa3a (...) Ha cekyHay
omKpsIBato 2na3a» (Hekpacos, 1990, c. 67);

. rnarofibl: «Mbl CTOMM Ha banKoHe n cMompum B Hebo» (Hekpacos, 1990,
C. 66); < 8Ky, Kak ApoXaT NanbLibly Banerv» (Hekpacos, 1990, c. 67);

. KaTeropus coctosHus: «<Huvero He 8uoHo» (Hekpacos,1990, c. 67).

1.5. JTeKCMKa CO 3HaYeHNeM roBOPEHNMS 1 3BYyHaHNS — 3TO A3bIKOBbIE eANn-
HMLbI, KOTOpble 0becneynBatoT ayamanbHbli acnekT KuHeMaTorpauyHOCTU.
B KMHO 3BYKy OTBOAMTCS OAHa 13 OCHOBHbIX ponel. Tak, nuweT E. A. PycuHoBa,
3BYK HE TONBKO OPraHM4eCcKmin KOMIOHEHT BK3yanbHoro obpasa, Ho U Heobxoaw-
MOE NPOSIBEHME «CMBIC/IOBOTO M [JyXOBHOIO aBTOPCKOTO Mupa» (PycrHosa, 2021,
C. 8). [laHHas NneKcrKka B aHanv3vpyemMoM OTPbIBKe CBA3aHa C [BYMs CTUXUSMU:
peYblo repos-paccKasymnKa 1 MepcoHaXen: «/ 0/10C y Hero TUXWI, He ero, CpbiBa-
IOLLMIACS. ... 1 HE 3HatD, XOUY MM 5 eCTb, HO 2080pH0 — byay» (Hekpacos, 1990, c. 68)
1 6OEBbIMU AeVCTBUAMM, OTPAKEHVEM BONHbI: «BKtovaeT cupeHy (...) CrbilwHo,
KaK “nesyH” BbIXOAUT M3 NuKe. .. CNaowHom epoxom (...) OnsTe caucmsim 6OMObI,
onsTb epoxom» (Hekpacos, 1990, c. 67).

1.6. JleKcuKa CO 3Ha4YeHreM KonmnyecTsa. B Hawem npuMepe Konm4ecTBeH-

Hasi NeKCcrKa 0becnevrBaeT UCMO/b30BaHe aBTOPOM CTUAINCTUYECKOTO Nprema
rpagaunmn — T. e. 3TO Takas durypa pedu, npu KOTOPOK CIOBa B MPeaOKeHN
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co3aatoT adeKT ycUneHns CMbICIOBOrO 1/MAV SMOLMOHaNbHO-9KCNPeCccHB-
Horo Bo3aencTeua. OTMedaeM ABa BuUaa. [epBbli — BoCxoadlas rpafaumns
NAN KNUMAKC: «51 ellle HUKOMAa He BUAEeN Takoro KonmyecTsa. VX Tak MHOTO, 4TO
TpyAHO pa3obpaTk, OTKyaa oHW neTaT (...) [ecaTb... ABeHaauaTb... NATHa-
UaTb... BOCEMHaAUATb WTYK...» (Hekpacos, 1990, c. 67) — 0 BPa)KeCKWX camone-
Tax. «OfHa... ABe... TpW... YeTblpe... 1ecaTb... iBeHaaUath. ..» (Hekpacos, 1990,
C.67) — o cbpacbiBaemblx boMbax. [MpryemM Takas CTUANCTUYECKas KOHCTPYKLMS,
KaK CMHTaKCMYeCKuii napannennam AByx NpeanoxeHmnin oTMedaeTcs B npegenax
ofHoro ab3aua. C TOYKM 3peHns NUTepaTypHoOl KuHemaTorpaduyHoCTK, A3bl-
KOBOW NMpueM UCMoNb30BaHNsS KONNYECTBEHHON NEKCUKN B €€ CTUANCTUYECKOM
(YHKUMM B AAHHOM CNly4ae NO3BONSET 3aMeaNTb X0/ NOBECTBOBAHMS. Ha cMeHy
AMHAMUYECKOMY NMOBECTBOBAHMIO MPUXOAMT MHOM Temn, camoneTbl, Mo onpe-
AeneHnto aBTopa, NnbiByT: «/13-3a BOK3ana Meo/1eHHO, TOPXKECTBEHHO, TOYHO
Ha napapne, nisieym camoneTsl» (HekpacoB, 1990, c. 66). 3TOT adheKT ycnnmea-
eTCsl HapeyreM «MeffieHHO». [laHHbI Nprem No3BoNseT Bbi3BaThb Y YnTatens
oueneHeHne, OLeNOMUTL ero HeMUHYEMbIM MPUBNVKEHNEM KaTacTPOdbI.

BTopoi Bua — HMcxoaswas rpagaumns uam aHTukanmMarc: «CKoNbKo 3To
anuTca? Yac, ABa MAM NaTHaguaTb MUHYT?» (Hekpacos, 1990, c. 67). lepoii-
PaCCKa3umMK «BbiNagaeT» M3 BPeMEeHW-NPOCTPaHCTBa. [PEXHUA MUP YIOTHOW
KOMHaTbl C HAaKPbITbIM K 0bedy CTONOM 3aBOMaKNBALTCS HE TO MblIbIO, HEe TO
AbIMOM U MCYe3aeT.

1.7. JIeKcnKa Co 3HaYeHveM NPoCTPaHCTBa: «<HeMLubl NeTAT NPsSMO Ha Hac
(...) NeTat Hu3ko (...) FOe-mo 3a Bok3anoMm (...) Kak pa3 npomug Hac» (Hekpacos
1990, c. 67). «Ha niowadu nycTo. .. 3a YoHMAHOM NEXUT KTO-TO» (Hekpacos, 1990,
C. 67-68). <Mropb cnanT npomus meHs» (Hekpacos, 1990, c. 67). MpocTpaHCTBEH-
Hasi NeKc1Ka NPYHMMAET yyacTue B OpraHn3almny KOMNo3uLUym OnmncbiBaemoit
cueHbl. OHa BbICTpanBaeT NePCneKTUBY, CO3AAIOLLYI0 Y YTaTeNs UAMO3MI0 My-
BVHbBI M 0OBEMHOCTU 1300paxeHNs. ABTOP-NOBECTBOBATENb W/UN repoii-pac-
CKa34YMK MNOCTOSIHHO MEHSIIOT PaKypc, TOUYKY 3peHus. 3a CUeT Takow UA3nm
CMEHbI Kaf]pOB CO3aeTCs AMHaMN3M NOBECTBOBAHMS, YTO MO3BOMSET aKUEeHTU-
POBaTb BHMUMaHMWeE Ha CyGLEKTMBHOM BOCMPUSTAM MUPa repoemM-paccKasviKom
/N NepcoHaXammn NoBecTu.

MpencTaBnseTcs, YTO aBTOP HAMEePEeHHO BBOAMT AeTanu, CBA3aHHble
C NPOCTPaHCTBEHHON NoKanun3aumelt noaein, 06beKTos, CobbITUIA. Bpaxeckne
camorneTbl MOSIBASIOTCS V3-32 BOK3ana. BoK3an — MecTo OxuaaHus, BCTpeun,
HafeX/bl, PaAOCTN UK, HAOOOPOT, paccTaBaHus, Nevdanu. J/lokauus BoK3ana
BCerga aMOoLUMOHaNbHO OKpalleHa. B anun3one 13-3a BoK3ana npubnmkaercs
6epna. Mnowanb — 0ObIYHO MECTO CKOMNEHMS NOAEN, NYBANYHBIX MEPONPUATUN,
npasaHrKka, HapOAHbIX ryAsiHKA. Celivac Ha nnoulaamn nycto. PoHTaH — KpacKBast
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apxuTeKTypHas MOCTPOiKa, MEeCTO OTAbIXa, FOPOACKas AOCTONPUMEYATENbHOCTb,
MecTo BcTpey. Cevac y hoHTaHa NeXxnT Yeir-To Tpyn. Takum npruemMoM aBTop
BbICTPanBaeT aHTUMUP BOMHbI, IHOE MPOCTPAHCTBO — MPOCTPAHCTBO Tpareauu,
y)Kaca, CMepTy, aga.

2. CTunncTmnyeckne cpeacTsa.

2.1. CpaBHeHus. CpaBHeHMs HekpacoBa MaKCKMManbHO NepUenTUBHbl —
B O[IHOM aHanu31MpyeMoM OTPbIBKE MOXXHO OTMETUTL CEAyHoLLME BUAbI NepLen-
LM, BKNIOYEHHbIX B CPaBHEHMS:

«  3pUTenbHbIN 00pa3: «/3-3a BOK3ana MeaNeHHO, TOPKECTBEHHO,
MOYHO Ha napade, NNbIBYT camoneTbl» (Hekpacos, 1990, c. 66); «OHK
NeTaT TPEYrONbHUKOM, KOK hepenemHesie 2ycu» (Hekpacos, 1990, c. 66);
«lIaccu, MoyHo 8binyueHHsle koemu» (Hekpacos, 1990, c. 67); «/11uo
Banerv — ocTaHoOBMBLIEECs, MOYHO NPU 8CNbILLIKE MOIHUU» (Hekpa-
coB, 1990, c. 67); «<Kpyrom nbinb, moyHo mymaH» (Hekpacos, 1990, c. 67);
«/INUO ero cepo oT Mbln, moyHo cmamys» (Hekpacos, 1990, c. 68).
BbllenepeyncneHHsle CpaBHeHUs KBanU@UUMPYOTCS KaK NpsimMble,
T. €. NpeAcTaBnsioLe COHOI CPaBHUTENbHbIE 0O0OPOTHI, CYHTaKCKYe-
CKM OPraHM30BaHHbIe C MOMOLLBIO CPAaBHUTENbHbIX COO30B. 34eCh XKe
OTMETVM KOCBEHHOE CPaBHEHME, T. €. BbIPaXXEHHOE CyLLECTBUTENbHbLIM
B hopme TBOpUTENbHOMO Nafexa 6e3 npeanora: «OHW NETAT cmMasmu»
(Hekpacos, 1990, c. 66);

«  TaKTWIbHbIM 06pa3: «KTO-TO CKMMAET MHE PyKy, MOYHO MUCKAMU,
Bbile NOKTs» (Hekpacos, 1990, c. 67); «les 6onut, moyHo no Hell
Kkmo-mo nankol yoapusa» (Hekpacos, 1990, c. 67);

¢ KMHeTM4YecKuin 0bpas: «<bpolieHHas NoBO3Ka, MOKOCKBLIASCS, MOYHO
Ha 3a0HuUe nansl npucena» (Hekpacos,1990, c. 68).

2.2. MeTacopa. MeTadopryHOCTb He SBASETCA YepTOM aBTOPCKOTO CTUAS
HekpacoBa, meTadopbl peaxn 1 no 6onbliel YacTu obuieynoTpebuTenbHsbl:
«BbicTpavBatoTcs 8 yenoyky» (Hekpacos, 1990, c. 67); «/luuo Baneru... c kpy-
2/bIMU tnasamu» (Hekpacos, 1990, c. 67); «Bce Hebo ycesHO naeskamu 3eHUTOK»
(Hekpacos, 1990, c. 66).

3. CMHTaKCHYeCKre CpeacTaa.

3.1. Napuennsums. MNprem napuennsymm OTHOCAT K KOHCTPYKLMSAM 3KC-
NPeccuBHOTO cuHTaKcKca. A.N. CKOBOPOAHVKOB B MOHOIpaduim « IKCMpeccrBHble
CMHTaKCUYeCKMe KOHCTPYKLMM COBPEMEHHOTO PYCCKOTO NTUTEPATYPHOTO s13blKa:
OnbIT CUCTEMHOTO MCCNEA0BaHNS» OMUCHIBAET CyYan ynoTpebneHus napuen-
NAUMM B peun NepcoHaxel, reposi-pacckasyyika, aBTopa, 0bo3Havas ee CTuam-
cTuyeckne yHKUMW. B 4aCTHOCTU, NPYeM HaMepeHHOTO pacyeHeHUs TeKcTa
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co3paeT achdeKT 3ameIeHHOro Kaapa, HEOKMAaHHOW Nay3bl, BblAeNseT AeTanu
13 06LWeN KapTVHbI, BIHOCUT Ha NepeaHuii NnaH Harbonee BaXHble Xyoxe-
CTBEHHble 06pa3bl, ycunmeaeT 3hMEKT ANNTENBHOCTY AeUCTBUS UK n30bpa-
3UTENbHOro KoHTpacTa v Ap. (CKoBOpoaHWKOB, 1981, . 166). B TekcTe nosecTu
repovi-paccKasymnK o feTany paccyaaeT Tak: «ECTb fAeTanu, KoTopsle 3anoMrHa-
I0TCS Ha BCIO XKWM3Hb. /1 He TOMbKO 3anoMuHatoTCs. ManeHbkue, kak OyaTo He3Ha-
YMTeNbHbIE, OHV BbeAatoTCs, BMUTLIBAKOTCS Kak-To B Tebs, Ha4YvHatoT NpopacTaTs,
BbIPACTaOT BO YTO-TO 60MbLIOE, 3HAUNTENBHOE, BOVMPAOT B Ce0s1 BCHO CYLIHOCTb
NPONCXOAALLEro, CTaHOBATCS Kak bl cMBOMOM» (Hekpacos, 1990, c. 84).

B aHanvi3vMpyeMomM OTpbIBKe NPUMEPOB Napuensumm HeckonbKo: </ sapyr
BCe NETUT. TapesKu, N0XKKU, CMEKId, BUCSUUL HG CmeHe penpooyKmop. ..»
(Hekpacos, 1990, c. 66). Takast NapuUeNIMpoBaHHas KOHCTPYKUMS co3aaeT 06b-
eMHbI 3hdheKT, NOAO0OHbIN B3PbIBY, OT KOTOPOrO OHOMOMEHTHO B pa3Hble CTO-
pOHbI noneten Becb ckapb. OHa aHepreTnYeckn 3apsheHa. Y1tatens cxsateiBaeT
MUKPOKAPTUHY OHWUM B3MsA0M. TeMn BOCNPUSTUS YObICTPSAETCS, BCE AeTanu
MUKPOCLIeHbI PaBHOMPaBHbI, NapanienbHbl, a He NOCNef0BaTeNbHbl — TaKo
npuem B HanbOosbLLIEN CTENEHN COOTBETCTBYET OMMCaTENbHOMY TEKCTY. V13 KOH-
CTPYKUMW YCTPAHAETCS TOUKa 3peHIs reposi-paccKasynka, Yto NpuaaeT TeKcTy
60MbLWYI0 0OBEKTUBHOCTb.

[pyroi npymep napuennsumm: «<Mbl CTOUM Ha 6ankoHe 1 CMOTPUM B Hebo.
5, Vizopes, Baneza, Cedobix» (Hekpaco, 1990, ¢. 66). [laHHas KOHCTPYKLMS CBA3aHa
CO CMeHOU paKypca: ecnn 6a3oBas 4acTb NPUHAANEXUT TOYKE 3PEHNs aBToO-
pa-noBecTBOBaTENs, TO NAPUENNNT — TOUKE 3peHMs reposi-paccKrasymKa.

3.2. HoMVHaTMBHbIE NpeaoKeHns. HOMUHATUBHbIE NPeaIoxXeHns oby-
C/NIOBAMBAIOT NUTEPATYPHYIO KMHEMATOrpadmyHOCTb XyAOKECTBEHHOMO NPOKU3-
BEAEHMS, OHN MEHSIOT PUTMUYECKYIO OPraHn3aLmio TeKCTa, Co3aatoT ahdekT
NOBECTBOBATEIbHOM NEePCNEKTNBbI, KPYMHbIV NaH CyObekTa/obbekTa NoBECTBO-
BaHMA, UMEIOT HEKOTOPbIE ApYrie XyAoXKeCTBEHHbIe (DYHKUMN. Hanpumep: «He To
nbi/b, HE TO 0bIM (...) TONBKO MYTb 1 XONOAHbIE Wepliasble nepuna (...) Heckoneko
BOPOHOK C Pa3BOPOYeHHbIM acdanstom» (Hekpacos, 1990, c. 67).

3.3. Henonnbie npegnoxenns. OHM BbIMOAHAIOT CTUNNCTUYECKME 3a[a4K,
CXOXMe C PYHKLMOHANOM HOMUHATVBHBIX MPeanoxeHnii: «<Ha 3ybax, B ywax,
3a WYBOPOTOM — Be3[e NecoK (...) Ha nony 0CKONKW Tapenok, yxu bopuia,
KanyCTHble NNCTbs, KYCOK Msca. [nbiba acdanbta nocpeamn KoMHaTsl (...) Y Urops
6ONbLION CUHSIK Ha N1BY (...) /leBee, B CTOPOHY 371€BaTOpPa, CM/IOLHOE 3aPeBO. ..»
(Hekpacos, 1990, c. 67).

3.4. OgHopogaHble YneHbl. OQHOPOAHbIE YNeHbl — BaXHOE S3bIKOBOE
CPEeACTBO NUTEPaTYPHON KMHeMaTorpaduyHoCTU. 3TO n3obpasnTensHoe
CPefCcTBO, C MOMOLLBI KOTOPOrO MPOPMCOBLIBAIOTCS AeTany 0bLWel KapTyuHbI,
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pa3BepThiBaeTCs NaHopama AeliCTBYIA, CO3AAI0TCS CIOBECHbIE Psfbl INMUTETOB,
aKTMBU3VPYIOLWMX NepLEnTUBHOE BOCTpUsTYE YnuTaTens. CYMTaeTcs, 4TO OAHO-
POfHbIE YNeHbl CMOCOOHbI 3aMeaNaTb TeMN NOBECTBOBaHMS, filenats ero bonee
MMaBHbIM ¥ pa3MepeHHbIM. B aHan3npyeMom OTpbiBKe psifbl OAHOPOAHbIX Yie-
HOB co3patoT ahdeKT KoHTpacTa. [epBblid CNOBeCHbIN paa: boply — 3ameya-
meneHeil, MICHOU, CO cMemMaHoU; TapenKn — KpacuBble, C PO308bIMU YBEMOYKAMU
yepes 10 cTpoyeK BCTyMNaeT B OMMO3MLMIO CO BTOPbIM COBECHbIM psaoM: «OHK
NeTAT CTasMu, YepHsle, NPOMUBHbIE, CNOKOLHbIE, Ha Pa3HbIX BbICOTax» (Hekpacos,
1990, c. 66). BbiCTpariBaeTCs 3MOLMOHANbHO OKpalleHHas BepbanbHas KOHCTPYK-
UMS: p03080e — YepHoe, 3aMe4amesIoHoe — NPOMUBHOE.

C TOYUKM 3pEHMS KMHEMATOrPadUUHOCTY XYAOKECTBEHHONM NUTepaTypbl,
MCMNONb30BaHME OAHOPOAHbBIX YNEHOB MOXET BbINOAHATbL fBE 3aAayn: Harnsa-
HO-06pa3Has KoHKpeTn3aumus (MMeHa) 1 co3aaHne AMHaMUYecKon KapTuHbl
(rnaronsl). OQHOPOAHBIE YNEHbl CBS3aHbl C TOYKOW 3peHns: bomba — besas
U 60/16Was], APOXKb — MEJIKAS U NPOMUBHAS, NepUna — X0/00HbIE U WEPLWABsIE,
AbIM — 2ycmoll U YepHeil. B aHannsnpyemMom OTPbIBKE OHY NMOSBASIOTCS B TEKCTE,
npuHagnexallem repoto-noBecTBOBaTENIO, U NepefatoT KapT1HY ero MUpoBOC-
NpUATUS N MUPOOLLYLLEeHUS. CyObeKTUBHbIV BbIGOP PSA0B OAHOPOAHbIX Y1eHOB
NepCcoHann3npyeT XyaoxKecTBeHHble 0bpasbl, AaeT eMKY0 MHMDOPMALMIO O Kap-
TUHE M1pa aBTopa U reposi-noBecTBoOBaTesNs.

3AKNHOYEHUE

MoBecTb HekpacoBa pacckasbiBaeT OKOMHYyto NpaBay o CTanuHrpas-
CKOW BUTBE. Xy[OKECTBEHHbIV TEKCT BOCMPUHUMAETCs YUTaTeNeM KaK HeB-
HVK oduLepa, NPOWeEAWEro CTPaliHble UCIbITaHWs BOVHbI. XyAOXeCTBeHHast
npaBaa 1 MCTopuyeckas JOCTOBEPHOCTb, SBIEHHbIE Ha CTPaHMLAx NOBeCTH,
06YyCNoBAEHbI HE TONbKO (POHTOBbIM OMbITOM NMUCATENs, HO U ero nnTepaTyp-
HbIM MacTepcTBOM. KnHemaTorpaduiHOCTb NOBECTBOBAHWS — OfIMH 13 IMKOB
obpasa aBTopa.

OCHOBHbIMW CpeCTBaMK CO3AaHNs KuHeMaTorpaduyeckoro acddexta
B XY[AOXXECTBEHHOM TEKCTE ABNAIOTCA NEKCUKO-CTUANCTUYECKME 1 KOMMYHMKa-
TUBHO-CMHTAKCMYECKME S3bIKOBbIE €AMHMLBI. HEeKpacoB MCNob3yeT 3 rpymnb
npuemMoB: 1) NeKcuyeckre CpeacTBa — 3TO PasnyHble pa3psiabl nepuenTnBHOM
NEeKCUKN (NeKCKKa C KMHETETUYECKOM CEMAHTUKOW, KOHKPETHbIE MMeHa Cylle-
CTBUTENbHbIE, KONOPATVBHAS NEKCUKA, NEKCMKA CO 3HAYEHMEM BUOEHUS, NeKCUKa
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CO 3HaYeHMeM rOBOPEHMS 1 3BYYaHIS, IEKCHKA CO 3HaYEHNEM KONMMYECTBa, NeK-
CMKa CO 3HaYeHre NPOCTPAHCTBA); 2) CTUANCTUYECKME CPeACTBa (CpaBHEHMS:
3pUTENbHbIE, TAKTUbHbIE, KNHEeTMYecKre 0bpa3bl, MeTadopa); 3) CUHTaKcuYe-
CKMe cpeacTBa (Napuennsums, HOMUHATVUBHbIE NMPeaNOKeHs, HEMOHbIE Npea-
NOXEHWS, OAHOPOAHbIE Y/EHbI).

Micnonb3oBaHue s3bIKOBbIX MPUEMOB KMHEMaTOrpadyHOCTH B NOBECTY
N03BOMMNO HeKpacoBy pelnTb Psif XyA0KeCTBEHHbIX 3aAay: CybbeKTBaLms
MOBECTBOBAHMS, KOHCTPYMpPOBaHKe obpasa aBTopa, yrnybneHune naenHom ycra-
HOBKM, NOACBEYMBaHNE KOHMMKTA, BO3AENCTBME HA YM 1 YyBCTBa YMTaTens,
MaTepuanu3sauns obpasa, AMHaMMU3aUns M3obpaxkeHns, cosnarHune achdekra
HarNSAHOCTA 1 OLLYTVMOCTM NOBECTBOBAHMS, eCTECTBEHHOE 1 XKIMBOE 3arneyart-
neHne aeiicTBUTeNbHOCTY.

TakumM 06pa3oM, rMnoTesa UCCNeoBaHVs NOATBEPHKAAETCS: aBTOPY Clie-
Hapus Hexkpacosy 1 pexuccepy MBaHoBy yaanoch TpaHcopMUpoBaTh nuTepa-
TYPHYIO KMHEMaTOrpathUYHOCTb XyA0XKECTBEHHOTO TeKCTa NOBECTU B KUHOKAAP,
noao6paTh Kof NPeBPaLLeHus MCKYCCTBA CI0BA B UCKYCCTBO KMHOKAPTUHKM,

B cTaTbe pa3paboTaH yHWBepCanbHbIi U MOAHbIV anrOpUTM aHanm3a s3bl-
KOBbIX CPEACTB KMHEMaTOrpamYHOCTYM B XyAOKECTBEHHOM TeKCTe. [lanbHenwmne
NepCrneKTVBbl Pa3BEPTbIBAHMS NCCNeA0BaHMs MOTYT ObITb CBSI3aHbI C 3KCTPano-
NsuMent 4aHHOro anropyTMa Ha Apyrne nuTepaTypHble NPon3BeaeHNs, CO CPaB-
HUTENbHbBIM aHaNM30M TEKCTa U KMHOTEKCTa (CLieHapus), C yCTaHOBNEHMEM Mexa-
HM3MOB TpaHchopMaLMmM eANHNLL S3biKa NMTepaTypbl B €ANHULBI 93biKa KMHO,
C aHaNM30M NPOLLECCOB KOAVPOBAHMS XY10XKECTBEHHOIO TEKCTa B KMHOKaAP.
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