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[na yumuposaHus

Xyprosa [.A. OCMBICASS «KPACHBIA CMeX»: aHMOsA3bIYHbIE MCCNefoBaHNS
O COBETCKOW KMHOKOMeamn // Hayka TeneBmpenns. 2022. 18 (4). C. 13-40.
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OCMBICNSSA «KPACHbIN CMEX»:
AHMN0A3bIYHbIE UCCNeN0BAHMS
O COBETCKOW KMHOKOMEAMU

AnHoTaums. CTaTbs nocsslleHa 3apybexHbIM aHmos3blYHbIM paboTaMm o co-
BETCKOW KMHOKOMefWM. [1pOCNeXMBAOTCA BOMHBI UCCNE[OBATENbCKOMO WHTe-
peca K COBETCKOM KMHOKOMEAWM, OMpefensiotcs Hambonee mnonyaspHble ne-
PUOABl B M3YYEHUM MHaHpa, Ha3blBAlOTCS VIMEHa CaMblX BOCTPEOOBAHHbLIX Y Ha-
YYHOTO COODLLECTBa KUHOPEXUCCEPOB. BbISCHAETCA, YTO MEepPBbIA BCMECK WC-
CNef0BaTeNbCKOMO MHTEpeca K COBETCKOM KMHOKOMEAWM MPULIENcs Ha nepsyto
nonosuHy 1990-x 1 Obin BO MHOrOM CBSI3aH C MafeHVEM XenesHoro 3aHabeca.
MpeaMeToM WCCNefoBaHUIA B 3TOT MEPUOf CTAHOBATCS (UbMbI PEXMCCEPOB-
aBaHrapgmMctos 1920-x, My3blKanbHble Komeamn 1930-X 1 KMHO NepecTpoeYHoro
nepvoga. Bropas BonHa WHTepeca K COBETCKOM KMHOKOMeAnM npuiwnack Ha 2010-e
v Bblna cBs3aHa C NPYXOAOM B 3apyOeXHYI0 HayKy 6OMbLIOTO KONMYECTBa YYeHbIX-
3MUrpaHToB, 3acTaBluux CoseTcknit Coto3 ANYHO. OHW 3HAYUTENBHO PacLUMPSIOT
CMeKTp Uccnegyemoro Matepurana 3a cHeT aHannsa KuHokoMeauin 1960-x-1970-x.
[anee B cTaTbe 0603HAYAOTC OCHOBHbIE TEMATMYECKME HaMpPaBneHWs ¥ 30Hb
npobnemaTu3auymu B 13y4eHnn KOMEeAMIMHOTO XaHpa, KOTopble CTPYKTYpUpYOTCS
© Hayka B COOTBETCTBME C XPOHOMOTMEN UCTOpWMKM KuHemaTorpada. CoBeTcKue KUHO-
TenesyaeHna KoMeamn 1920-x-1930-x MHTepecyoT 3apybexHbIX UCCNeaoBaTenel ¢ TOYKK 3pe-
' HMS BOMPOCOB WAEONOrMYECKOrO PerynnmpoBaHmus WCKycCTBa, OCODEHHOCTEN

HAYKA TENEBUAEHUA 18 (4), 2022 13 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-0752-9786
mailto:jdacha@mail.ru 
https://doi.org/10.30628/1994-9529-2022-18.2-13-38

opmMrpoBaHms MUGONOrMN HOBOTO COUMANMCTMYeCKoro obllectsa 1 npobnem
afanTaumMv/oTBepKeHUst  3anadHblx  CTaHAapToB. B komeamsax 1960-x-1970-x
yYeHble MbITalOTCA MPOAHANN3NPOBaTh PA3HKLY MEXAY AEKNAPUPYEMbBIM U HEMPO-
roBap1BaeMbiM IOMOPOM, Onpeaenss 0COBEHHOCTH 330M0Ba A3blKa 3HAMEHUTbIX
COBeTCKMX Komeamnorpados (npexae Bcero, Ps3arHoBa v aingas). HakoHel, B no-
3[HECOBETCKUX hUNbMax NCcCnegoBaTenn GUKCMPYIOT HapacTaHue abCypaANCTCKIX
MOTVBOB KaK MPW3HaK MOAHOrMO M HoMblie He CKPbiBaeMOro pa3oyapoBaHus B
KOMMYHWCTUYECKMX naeanax.

KntoyeBble CN0Ba: 1ICCNE0BaHNS COBETCKON KyNbTYPbl, COBETCKAs KUHOKOMEMS,
My3blKafibHas KoMeaws, catvpa, puropuii AnekcaHapos, nbaap Ps3aHos, /leoHn
Fanpam
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Received 16.11.2022, revised 17.12.2022, accepted 29.12.2022

DARIA A. ZHURKOVA

State Institute for Art Studies,

5, Kozitsky per., Moscow 125009, Russia
ResearcherlID: ABG-3983-2020

ORCID ID: 0000-0003-0752-9786
e-mail: jdacha@mail.ru

For citation

Zhurkova,D.A. (2022). Reflectingon “Red Laughter”: English-Language Stud-
ies of Soviet Comedy. Nauka Televidenya—The Art and Science of Television,
18 (4), 13-40. https://doi.org/10.30628/1994-9529-2022-18.4-13-40. EDN:
KUZNVJ

Reflecting on “Red Laughter”:
English-Language Studies
of Soviet Comedy

Abstract. In this article,  address foreign English-language works on Soviet film com-
edy, tracing the waves of researchers’ interest to it, and identifying the time periods
as well as film directors attracting scholars most often. The first surge of interest in
Soviet film comedy came in the first half of the 1990s and was largely associated
with the fall of the Iron Curtain. The major subject of research during those years
were Soviet avant-garde cinema of the 1920s, musical comedies of the 1930s, and
films of the Perestroika period. The second wave came in the 2010s with the emigra-
tion of a large number of Russian scholars who had personally witnessed the Soviet
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Union. Thanks to them, the range of the studied material has significantly expanded
through the analysis of film comedies of the 1960s and 1970s.

The main thematic directions and topics in the study of the comedy genre are struc-
tured in accordance with the history of film timeline. Soviet comedies of the 1920s-
1930s are of specific interest to foreign researchers in terms of the ideological regu-
lation of art, as well as in terms of how the mythology of the new socialist society
was formed, and how Soviet filmmakers adapted or rejected Western standards. In
the comedies of the 1960s and 1970s, scholars analyze the discordance between de-
clared and unspoken humor and study the Aesopian language of famous comedy
film directors (Ryazanov and Gaidai above all). Finally, in late-Soviet films, research-
ers note the growth of absurdist motifs as a sign of a complete and no longer hidden
disillusionment with communist ideals.

Keywords: studies of Soviet culture, Soviet film comedy, musical comedy, satire,
Grigori Alexandrov, Eldar Ryazanov, Leonid Gaidai

BBEJEHUE

3y4aTb 0COBEHHOCTY XaHpa KUHOKOMEAWM APYroi CTpaHbl — 3TO OYeHb
CMenbli War Co CTOPOHbI MCCNefoBaTens, Befb, Kak WM3BECTHO, NtOOOW OMOp
BO MHOIMOM OBYCNIOBMEH COLManbHbIMU M HaLMOHANbHBIMU OCOBEHHOCTSMM
OnpefeneHHon KyneTypbl. OfHaKO, KaK MOKa3biBaeT MPaKTUKa, KUHOKOMEAMs
COBETCKOTO BpeMeHM Obifia M OCTaeTCs KpalHe BOCTPebOBaHHbIM OOBEKTOM
MCCNefoBaHNS Ans YHeHbIX, MUBYLLMX 338 PyOEeXoM.

[laHHas cTaTbsi CTaBUT CBOEN LeNbl MPOCNEeANTb NMPOLECcC OCMbICTEHUS
COBETCKOW KUHOKOMEAMU B 3apybexHbIX aHIos3blYHbIX paboTax. Kakue aTansi
B VMCTOPUM COBETCKOro KuHemaTtorpada BbI3bIBAIOT HaMbOMbLIMIA KUHOBeAYEeC-
KU MHTepec Ha 3anage, B YeM BUAATCS OCOBEHHOCTM aBTOPCKOMO CTUAS BbI-
[IOLLMXCS COBETCKMX KOMEeAMOrpadoB, C KaKux WCCNefoBaTeNbCKMX NO3MLMIA
aHaNU3MPYIOTCH COBETCKME KMHOKOMEAUM — BOT Kpyr 3afay, KOTOpble aBTop
CTPEMUTCS PELIUTL B JaHHOM TeKCTe.

Buaumo, BBUAY KpW3WCa KOMEAWMMWHOIrO >aHpa, KOTOPbIA O4eBUAeH
B POCCMICKOM KuHemaTorpade MOCNeAHWX [OeCATUNETUN, B COBPEMEHHOM
OTeYeCTBEHHOM KMHOBefleHMW npobnemMaM KUHOKOMeAUW YyaenseTcs OTHOCU-
TENbHO CKPOMHOE BHVIMaHMe, 0COOEHHO B CPaBHEHUW C COBETCKMM MEPUOAOM.
N3 HepgaBHWX WCCNefoBaHUI Henb3s He YMOMsHYTb CTaTbh Mnbi KanuHuHa
(KanuuuH, 2013), Bagpuma Muxainuua (Mvixaininue, 2019), VipuHel Muxaiinosoi
(Muxaiinosa, 2013; Muxaiinosa, 2014a; Muxaiinoa, 2014b), koTopble B cBeTe
CBOEBpPEMEHHOW MEeTOf0N0MMN NEePEOCMbICIMBAKOT 3HAMEHUTbIE KUHOKOMEAMM
AnekcaHiposa, PszaHoBa v laipas. Cepreit [egnHckuin u Hatanbs Psbumkosa B
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CBOVIX paboTax PEKOHCTPYMPYIOT CTOPUIO CO3AAaHUs 3HAMEHWTbIX KUHOKOMEAUIA
Onbaapa Pa3aHoBa 1 feoprus flaHenuu (JeamnHckuia, PabunkoBa, 2021; leaviHcKni,
PabumKoBa, 2022; leanHckumia, 2022;). BHywnTeNbHas KONNEKTUBHas MOHOrpadus,
NOCBALLEHHAR COBETCKOW KMHOKOMEWM, FOTOBUTCS K BbIXOAY B [OCYAapCTBEHHOM
VHCTUTYTE NCKYCCTBO3HAHMS.

OfHaKo flaneko He BO BCEX BblllenepeyncieHHbIX paboTax OCMbICSEeTCs
OMbIT 3apybeXHbIX KOMMEN, YbW MCCNefoBaHUS O COBETCKOM KWHOKOMEeAMu
COCTaBASOT MACCUMBHbIN MNACT ¥ NpYMeYaTebHbl CBOE0OPA3HbIM B3rAA0M Ha,
Ka3anock Obl, XOPOLWO M3BECTHbIE U K3y4eHHble UbMbI. /lakyHy B3arMoobMeHa
OMbITOM OTHACTU 3aAMNOMHSIOT eXerofiHble KOHrpecchl Accoumaumnn CnaBsHCKuX,
BOCTOYHOEBPOMENCKMX U eBpasnincknx mnccnegosaruin (ASEEES), roe opHUM
13 NOCTOSHHbIX OOBEKTOB UCCNefOBaHMIN ABNSETCS COBETCKMI KuHeMaTorpad,
B 4aCTHOCTU, KOMeAWIHbIN xaHp (CTynHuUKas, Kastounu, 2022).

OTaenbHOM TeMow, HanpsaMyto COMpUKacaloWencs ¢ MaTepuanomM AaHHOM
CTaTbW, MO0 Bbl CTaTb CONOCTABEHNE OTEYECTBEHHbIX U 3apyOEXHbIX NOAXOA0B
K aHanu3y 3HaMeHUTbIX COBETCKUX KUHOKOMEAMA W PEXMCCEPCKUX CTunew.
OfHaKo nepBoCTeneHHble 3aa4uM 3ToM paboThl CBA3aHbI CO CMCTeMaTu3almel
3apyBEMKHbIX UCTOYHMKOB, KPAaTKUM OMUCAHWEM WX OCHOBHBIX MONOXEHWIA 11 CO3-
faHnem brbnnorpaduyeckoi 6asbl Ans NocAeayOLIMX MCCNef0BaHMA.

MOMUMO aHINOA3bIYHbIX MCCNeA0BaHNIA, CyLIeCTBYET, 6e3yCNoBHO, BHYLWN-
TeNbHbIN KOPNyC paboT, MOCBALEHHbIX COBETCKOMY KHeMaTorpady (B 4acTHOC-
TV, KOMEAUM) Ha APYrvix s3biKax, Npexae Bcero, GpaHLUy3CKOM ¥ UTANbSHCKOM.
OfHaKOo OHW OCTAKTCS BHE NOAS 3DEHNS aBTOPA, TaK KaK 3aCNYKMBAOT OTALNBHOTO
06CTOSATENBHOTO U3YYeHUs.

TeopeTnyeckasi 3HaYMMOCTb 1IaHHOW PaboThl 3aKNO4AETCS B NPOC/EWU-
BaHWW NapagurMbl B3rNAA0B aAHIION3bIYHbIX MCCNefoBaTeneli Ha COBETCKYH
KUHOKOMEAWMIO, @ Takke B OCMbICIEHUN KPOCC-KyNbTYPHOrO B3aWMOAENCTBIS
M MEXIY KMHeMaTorpaduyecKuMy LKONaMu, U Mexay WX UCCIefoBaTensiMu.
C NpaKTMYeCcKor TOUKM 3peHns AaHHas CTaTbs MOMOraeT pacwupuTb 6ubnuno-
rpacuyecKmin 1 METOA0NOrMYECKIMI Te3aYPYC OTEHECTBEHHbIX KMHOBEAOB, CO3/AaB
3aen ans nocneayowmx WTyania.

4TO FOBOPUT CTATUCTUKA

BHayane npoaHanu3vpyeMm BOJHbI UHTEpeca K camoMy OBObeKTy
M3YYEHWS CO CTOPOHbI AHMIONA3bIYHbIX Y4YeHbIx. [TOACYET KonmyecTBa onybnu-
KOBaHHbIX paboT MO rofam V3aaHWs Nokasan, YTo MepBblii BCMIECK MHTepeca
K COBETCKOM KWHOKOMEAMW CBsi3aH C HacTynnexunem 1990-x. ViMeHHO Torga no-
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SBUANCH 0BCTOSTENbHbIE TPYaALl MO MaccoBoW kynbType CCCP (Stites, 1990, Von
Geldern, Stites, 1995), roe 3aTparvMBanuch B TOM YKUCie MOMYyNsSpHble COBETCKME
KVHOKOMeanK, Obinn onyonnkoBaHbl MOHOrpadun, NMOCBSLLEHHbIE COBETCKOMY
KvHemaTorpady (Kenez, 1992, Horton & Brashinsky, 1992, Taylor & Christie, 1991b)
1 caTmpe B KMHO B YacTHOCTM (Horton, 1993c¢).) (Anarpamma 1).

[Owvarpamma 1. KonnyecTso nybamkauuin no roaam BbIXoaa
Diagram 1. Number of publications by year of publication

2000-e

1990-e

[Lecatunetus /Decade

1980-e

o

2 4 6 8 10 12 14 16 18

KonuyectBo Bblweawmnx nybnukauuii / Number of publications

BTopasi BO/Ha VHTepeca K COBETCKOM KMHOKOMEAMM npuwnack Ha 2010-e.
YBeNnyeHe UCTOPUYECKON AUCTaHLMM NO3BONMAOC bonee Tpe3BO W Hempej-
B35TO MOCMOTPETb Ha npefMeT. MIMEHHO K 3TOMY BpeMeHM OTYeTnnBee CTanu
BVAHBI WefeBpbl KOMEANAHOTO XaHpa NO3[HECOBETCKOrO Nepuopa; oKkasanoch
nerye NpocneAnTb ONpeAeneHHble Napagnrmbl Kak XygoXecTBEHHOTO, TaK 1 Co-
LManbHOro TofKa. Takke HeManoBaXHbIM hakTopoM Bbina paboTa ¢ apxMBHBIMU
MaTepuanamu, KoTopble CTanu OCTYMNHbI B TOM Yunc/e N5 3apyOexHbIx uccneno-
BaTenen.

CnegytolM NYHKTOM, FAe YXKe MOXHO BbISIBUTb NaHOPaMy K10YeBbIX e
C NMoMoLblo Undp, SBNSETCS BOMPOC O Hanbonee NpUTaraTenbHbIX 415 3apy-
BexHbIX MCCnepoBaTenei NCTopuYecknx nepuoaax. pyruMm cnosamu, bunbmbl
KaKMX AeCATUNETUI BbI3bIBANN 1 BbI3bIBAIOT HaWOONbLWMIA NCCNEfOBaTENbCKIIA
MHTepec. Kak nokasan KoHTeHT-aHanm3 3apybexHbIX CCefoBaHNi, pacnpese-
NleHKne No Neprofam NPUMEPHO PABHO3HAYHOE, 3a UCKIOYEHVEM KMHOKOMe
CTaNMHCKOro Nepuofa, KOTopble U3y4atoTcs Hanbonee MHTEHCUBHO ([uarpam-
Ma 2).
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[Avarpamma 2. Konnyectso ny6avKaLmii no nepuogam B UCTOPUY KUHO
Diagram 2. Number of publications by period in film history

17

KonuyectBo nybnukauuii / Number of publications

1920-e 1930-e-1950-e 1960-e-1970-e 1980-e
BpeMeHHble nepuogbl B UCTOpun KHo / Time periods in film history

Ecnv COBMECTUTb BTOPYIO AMarpaMmy C NepBOW, TO MOXHO 0OHAPYKUTb M1to-
60MbITHbIE 3aKOHOMEPHOCTU. Hanpumep, MHTepeC K KMHoKoMearsm 1980-x ocobeH-
HO SIPKO MPOSABUACS B Havane 1990-X, 4To, B YaCTHOCTH, BbIIMOCH B MPOBEAEHME
B CLUA mexayHapoaHoi koHdbepeHummn «CoBeTCKas KMHocaTupar B YHUBepcuTeTe
Noionsl (wTaT HoBbi OpneaH) B okTsbpe 1990 roga. Ha koHdepeHUMm ocMbicns-
N0Cb, MPEX[e BCEro, KUHO IBYX BPEMEHHbIX NepUofoB. Bo-nepsbix, nccnenosate-
Nel UHTepecoBany aBaHrapAHble UCKaHns KuHemaTorpada 1920-x, B TOM YuC/e U
yepes NepeoCMbICIEHME OMbiTa aMepPUKaHCKON KMHOKOMeAMKW. Bo-BTOPbIX, B Xofe
Hay4YHOW AWCKYCCHU MAacCMPOBAHO 0bCyKaanucb Nnpobnemsl catpsl 1 abcypans-
Ma B NO3[HECOBETCKOM KMHeMaTorpade He 0653aTenbHO KOMEAUMHOMO xaHpa.
Mo ntoram KoHepeHUMK Bbina 0nybNMKoBaHa KONNEKTUBHAS MOHOTpadus «BHY-
TPW COBETCKOM KMHOCaTUpbl. CMex ¢ naeTbro» (Horton, 1993c).

HemanoBaXHbli acnekT, KOTOPbIA MOXHO MONpoboBaTb U3MEPWUTL C MO-
MOLLbIO LMp, CBSI3aH C NEPCOHANMSMU PEXNCCEPOB-KOMeAMorpadoBs, KOoTopble
NPUTATMBAIOT Hanbonbliee BHUMaHVE UccnegoBaTenein. Heobxoammo npeaynpe-
OWTb, YTO 3A€Chb MOACYET OBO/BHO YCIOBEH, YUUTHIBANUCH HE YNOMUHAHMUS Tex
VIV VIHBIX PUNBMOB, @ MPUMEpPbI MPULIENBHONO 1 0CTATOYHO [1eTafbHOro aHanm3a
peXxunccepckoro novepka (Avarpamma 3).
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[Avarpamma 3. Camble BOCTpe60oBaHHbIE UCCeJ0BaATENSMM PEXUCCEPDI
Diagram 3. The most frequently studied film directors

14

13

12 — — S

10

Konuyectso uccnegosaHuin / Number of studies

I. AnekcaHgpoB 3.Ps3aHoB /l.Taiigaii T [laHenus M.3axapos 3.Knumos 3. llleHrenas 0. MamuH
G.Aleksandrov E.Ryazanov L.Gaidai G.Daneliya M.Zakharov E.Klimov E.Shengelaya Y.Mamin

Kak nokaszan nofcyeT UMeH 1 MuIbMOB, PEKOPACMEHOM SBASIOTCA uUry-
pa Mpuropusa Anekcanaposa (Knapk, 2002; JlaxyceH, 2002; Canuc, 2012; Teinop,
2002; Enzensberger, 2013; Holmgren, 2007; Ratchford, 1993; Salys, 2009; Salys,
2018; Taylor, 1996; Woll, 2008). Ha BTopoM MecTe oka3anuck hunbMbl Inbaapa Ps-
3aHoBa (Brashinsky, 1993; Fedorova, 2014; Horton, Brashinsky, 1992; Leigh, 2017;
Lipovetsky, 2011; MacFayden, 2003; Prokhorov, 2003; Slobin, 1993). HemHoro oT-
cTaet fleonunpa Mavipai (Fedorova, 2014; Lipovetsky, 2011; Milic, 2004; Prokhorov,
2003; Prokhorova, 2016), ckopee Bcero noToMmy, YTo B 3anagHOM KMHOBEAEHWU, TaK
e KaK ¥ B 0Te4eCTBEHHOM, OH OYeHb AONM0 CHMTANCs PEXMCCEPOM MaCCOBOrO,
CNUWKOM XaHPOBOTO KMHO. TONbKO B MNOCNEAHEe BPEMS NPULLIAO OCO3HaHWe He-
TPVIBMANLHOCTU €ro KMHeMaTorpaduyeckoro s3bika, NPOAYMaHHOCT UM MHOTO-
3HaYHOCTM ero raroB. OnpefeneHHblin MHTepPeC Bbi3blBany NepcoHaxu U GubMbl
leoprus faHenns (Fedorova, 2014; Horton, Brashinsky, 1992; Lipovetsky, 2011), HO
NPpULENBHOIO aHanmn3a ero TBOPYECKOrO METoAa Cpeau 3apybexHbix ccnenosa-
HWI HaliTV He yaanock.

HeofHOKpaTHO Takke paccMaTpuBanvcb hunbMbl «TOT camblil MioHxray-
3eH» Mapka 3axapoBa (Lipovetsky, 2011; Moss, 1993), «MoxoxaeHuns 3ybHoro spa-
ya» (Reizen, 1993) v «[lobpo noxanosaTb, v MOCTOPOHHUM BXOf, BOCMPELLEH
(Fedorova, 2014; Reizen, 1993) nema Knumosa. Cpean BOCTPeOOBaHHbIX PEXMC-
cepoB oKazancs Tatke Inbaap WeHrenas (Christensen, 1993; Horton, Brashinsky,
1992), npexae BCero, Kak NpefcTaBUTeNb FPY3UHCKON KMHemaTorpaduyeckom
wkonbl. KOpunii MamMmnH 6bin NpUrNaleHHbIM Y4aCTHUMKOM BbllieHa3BaHHON KOHMe-
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peHumn B HoBom Opneare B Havyane 1990-x, No3ToMy eMy Obin NOCBALIEH OTAENb-
HbI 610K cTaTen (Horton, 1993; Horton, 1993 (2); Codrescu, 1993).

C nosuumii KOMeaMnHOro, TOYHee, CaTMPUYeCcKoro Havana pasbupannch
OTAENbHbIE 3M130[bl B DUNbMaX PeXNCCEPOB, TPAAULMOHHO BOCMIPUHMMAEMBIX
Kak ganexux oT KoMeaMnHoro xaxpa. Hanpumep, AHapes Tapkosckoro (Johnson,
1993), KapeHa WlaxHa3apoBsa (Brashinsky, 1993; Reizen, 1993), Cepres Conosbe-
Ba (Horton, Brashinsky, 1992). CoBceM HefaBHO BbiliNa CTaTbs, NOCBALLEHHAs
HEOCYLIECTBNEHHON 3KCUeHTpUYeckol Komeammn Cepres 3iizeHwTenHa «MMM»
(Condren, 2021).

B npenenax 0630pHOI CTaTbk NpobnemMaTnyHo No-HacTosuemMy rmyboko
¥ nogpobHO NpocneanTb 3aKOHOMEPHOCTU MHOTOYMCIEHHbIX 3apyOeXHbIX MC-
CnenoBaHuin, NOCBALLEHHbBIX COBETCKOW KMHOKOMeanW. [103ToMy 0603HauVIM NKiLlb
HeKoTopble Hanbonee CylleCTBEHHbIE 1 NOOOMbITHbIE NEATMOTUBLI. N5 CTPYKTY-
PUPOBaHMs MaTepunana npegnarato 0bpaTUTLCs K XPOHONOMMYECKOW WKane 1CTo-
pUM KrHematorpada, BbiAenB OCHOBHbIE MCCNEA0BaTeNbCKYE HANpaBneHus B
OTHOLWEHUN PUABMOB Pa3NVYHbIX AeCATUNETUN.

KOMEANWN N ANCKYCCUK O KOMUYECKOM: 1920-e rO/bI

1920-e BbI3bIBAKOT MCCNEAOBATENLCKMIA WHTEPEC C ABYyX MNO3MUMIA. Bo-
NepBbIX, C TOYKM 3PEHMS NPOTUBOMOCTABNEHNA aBaHTAPAHBIX MOUCKOB NEPBbIX
COBETCKMX PEXMCCEPOB W HEOOXOAMMOCTY YroxaaTb MacCoBbIM BKycaM. Kak 13-
BECTHO, B 3TV NMOWCKM HOBOW NpuemMaeMoin GopMbl COBETCKOW KMHOKOMEAUN aK-
TUBHO BMelIMBanack BAacTb. [03TOMy, BO-BTOPbIX, 3apybexHble 1ccnefoBaTeny
Noapo6BHO M3y4atoT BOMPOC TOro, Kak B 1920-e He TONbKO B KMHeMaTorpade, Ho 1
B NYBANYHBIX MPeHUsX GOPMUPOBANCS KAHOH COBETCKOW KUHOKOMEANN.

MMoHepamn 1 BMeCTe C Tem CaMbIMV aBTOPUTETHBIMU 3anagHbiMK Cne-
LManucTamm No COBETCKOMY KMHO 1920-x-1930-x siBnsitoTcs Pudapg Tainop u
[Oenvc AHrénaa. Puyapp Taiinop ewé B 1983 onybnunkoBan CTaTbio, NOCBALIEH-
Hyto nepenomy 1920-x-1930-x, korfla COBeTCKas KMHOWHAYCTpWs Obina nepe-
OPUEHTMPOBAHA OT XMU3HEPALOCTHOTO HAPOAHOMO CMexXa W IKCNEePUMEHTANbHbIX
(hOopM Ha NOAWTMYECKYIO 3adady NepeBOCNUTaHMS HapoaHbix Macc (Taylor, 1983).
B 1991 Puyapp Tainop COBMECTHO ¢ AHOM KpuCTK BbICTyNaloT B KayecTBe aB-
TOPOB U PEAaKTOPOB OBCTOSATENbHOM KOMNEKTUBHOW MoHOrpadum O paHHe-
COBETCKOM KWHO, KOTOpas OTKpbina AAs 3anagHbiX WccnefoBaTenel MMeHa
®puapuxa Imnepa, Akosa lMpoTtasaHosa, /lbBa Kynewosa n bopuca bapHeta
(Taylor & Christie, 1991b). CBoto cTaTbio B pamkax 3Toi paboTsl Puyapg Tanop
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nocaswaet durype bopuca Wymsaukoro u npobneme passnekaTenbHOro KMHO
B CCCP. ABTOp MOKa3blBaeT, Kak Xxapn3MaTWYHbIA HavanbHUK [MaBHOTO ynpasne-
HUS KMHeMaTorpadum CTpeMmuncs caenatb COBETCKOE KMHO He TOMbKO Knacco-
BbIM, HO V1 KaCCOBbIM, MPEAOKYB B Ka4eCcTBe BefyLLUVX XaHPOB ipaMy, KOMeawo
u ckasky (Taylor, 1991a). BnocneacTteumn Pudapg T3MA0p CMECTUT LEHTP CBOUX
MCCNefoBaTeNbCKIUX MHTEPECOB Ha KMHO CTaNMHCKOroO nepuoaa, nogpobHo npo-
aHanu3mpoBsas «Lnpk» Mpuropus AnexcaHaposa (Taylor, 1996), «KONX03Hble Mto-
3uKnbl» MiBaHa Mblpbesa (Taylor, 1999) 1 Tonorpacuryeckme 3akOHOMEPHOCTH CTa-
NIMHCKWX My3blKanbHbIXx Komeauii (Ternop, 2002).

[eHnc SiHronag 3asBuna o cebe Kak O KPyrnHOM Creuuanucte no paHHe-
COBETCKOMY KMHO ellle B 1991, BbINyCTMB CBOK MepByto MOHOrpaduto, nocss-
LeHHYI0 COBETCKOMY HemMoMy KuHo (Youngblood, 1991). OgHaKo ¢ TOYKM 3peHus
M3y4eHUs KUHOKOMeaWW, HanboNbLUMIA MHTEpeC NPeAcTaBAseT ee BTOPas KHUMA
(Youngblood, 1992). B Heit Ha MaTepwane peueH3nii, aduil, AUCKyCCUii B npecce,
MeMyapoB U CTaTUCTUYECKMX AaHHbIX AHrONan NpocneXxxmBaeT pa3BuTue COBETC-
Koro KuHemaTorpada B 1920-e, aenas ynop MMEHHO Ha MacCoBbIX, MO-HACTOAWEMY
nonynsipHbIX KWHOKAPTUHaX. AHaNM3Mpys NPoKaT 3apybexHbIX GUAbMOB ¥ XaHpbI
COBETCKOrO KMHO 3TOr0 Meproaa, aBTop NPUXOAMT K BbIBOAY, YTO H3MMaHOBCKMIA
3puTenb bbin BypxyaseH B cBOMX NpucTpacTusx. C 0aHOM CTOPOHLI, B 1920-e Ha-
YMHaeTCs MacCMPOBaHHas AMCKYCCUS BOKPYM NPUPOAbl COBCTBEHHO COBETCKOMO
KuHemaTorpada, a C 1pYroi, — COBETCKMI 3puTeNb, N0A0OHO 3anafHOMY, aeT oT
KWHO pa3BnevyeHus, xoueT yiTu oT Npobnem encTBUTeNbHOCTH.

SAHrénag NpuUBOAMUT MHOTOYMCNEHHblE CBOAHblE Tabauubl O BbIMyCKe
M npokaTe QUNBMOB Pa3NNYHBIX XaHPOB. B 4acTHOCTU, OHa MOKa3biBaeT, YTO
B 1922-1923 koMeaunu cocTaBnanm 14% oT 06LLero YMcna BbinycKaeMblx COBETCKIUX
brnbMOB; B 1924-1925 — 19%); B 1926-1927 — 15%; B 1928-1929 — 13%. A B no-
cnegytoLLyve 5 neT KoNMYeCTBO BbiMyCKaeMbix KoMeaui ynano go 9% (Youngblood,
1992, p. 33). B hvHane coero uccnenosanvs AHrénan aenaet cMenbiii BbiBOA O
TOM, YTO B CTa/IMHCKMIA NEPUOA KOMEAMM CTano CHUMATb flerye, NOTOMY YTO pe-
Xuccepam H6onblie He HYKHO Bbi10 BbITh MPABAMBLIMI MO OTHOLWEHWIO K peanb-
HOW XW3HW — OHW MOV ObITb XM3HEPAAOCTHBIMY W MOAUTUYECKN YTOAHBIMY,
«BoMnollas obulecTBEHHbIE MUMbI, @ He KPUTUKYS 0OLLEeCTBeHHble Npobaembl»
(Youngblood, 1992, p. 175).

Brnocneactsun SAHronag nocBATUT COBETCKOMN KMHOKOMEeAnu 1920-x cneuu-
anbHYO CTaTblo, KOTOPas BOVAET B YKe YNOMUHABLUYIOCS KOMNEKTVBHYIO MOHO-
rpaduto o coetckol catupe (Youngblood, 1993). B Heli oHa npocneamT pasHo-
obpasvie CIOKeTOB U repoeB KMHOKOMeAWI H3MMaHOBCKOro nepunoda, Kotopoe
BbINbeTCS B Havane 1930-X B CTaHOBMEHWE KaHOHa KMHOKOMeANA — 106POTHbIX
C TOYKM 3PEHNS KOMMPOMMCCA MEX Y NMPOCBELLEHMEM U PA3BNEYEHVIEM, HO Mano-
VIHTEPECHbIX C TOYKM 3pEHUSI )KaHPOBOrO HOBATOPCTBA.
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dopMMpOBaHWe KaHOHa CTaNUHCKOW KMHOKOMEAMM NMPOCNEXMBAET B CBO-
el ctatbe Cepreit YwakuH (Oushakine, 2012). Ha Matepuane nybanLmncTnyecKmx
¥ TeopeTuyeckunx ctaTel 1920-x-1930-x aBTOP NOKa3blBaeT, Kak Ha CMeHY XKapKnMm
CrnopaM BOKPYI KOMUYECKHMX XaHPOB NMPUXOAST NPOrpaMMHble MHCTPYKLUWK U yT-
BEPX/AEHMS O AMAAKTNYEeCKOV (DYHKLMM cMexal,

B 3TWX AMCKYCCUSX BEAYLLYHO PONb UMPanu YUHOBHUKYM OT KyAbTYpPbl, KOTO-
pble BbINOMHANM POfb MOCPEAHVKOB MeXIy XyAOKHUKaMU-KMHeMaTorpaducTa-
MW 1 BNACTbio. Hecny4anHo UM yaenseTcs CTONbKO BHUMAHMWS Ha CTpaHuuax 3a-
py6eXHbIX MccnepoBaHuin. Hapsaay ¢ boprcom LLyMSLKAM KntoyeBoin durypoi
B OMpefeneHny TPaeKTopun pa3BuTHs COBETCKOMO KnHemaTorpada 6bin AHaTo-
v NlyHavapckuid. Ha ero nporpaMMHble paboTbl U BbiCKa3biBaHWS OnvpaeTcs
AHHW XepeH, NbiTasiCb O4epTUTb BEKTOPbI Pa3BUTUS PAHHECOBETCKOW CaTupsl,
HanaHcMpytoLLEen Mex/y NPOCBeLeHNEM 1 pa3BneYeHneM.

MpocnexvBas B CBOeW KHUIe B3aMMOOTHOLWEHWS CaTUpPbl, BNACTV U Kyb-
Typbl B CCCP 1920-x-1930-x, XXepeH Hapsay C TeOpeTUYeCKMIN YCTaHOBKaMM Tex
NeT uccnegyeT armTauMoOHHO-NMeYaTHY NPoayKUMIO (B TOM YnMcne MaTepuans
XypHana «Kpokoaun»), TeaTpanbHble NOCTAHOBKM U, KOHEYHO XKe, KWHOKOMEMIO.
JTa paboTa Bbi3blBAET MHTEPEC UMEHHO KOMMIEKCHOCTBIO aHaNM3MpyeMoro Ma-
Tepuana, Tak Kak aBTop uccnegyet hopMUpoBaHIMe 1 NPOsSBNEHNE MAEONOorye-
CKMX HappaTMBOB B Pa3nMyHbIX BMAAxX WCKYCCTBa. B YacTHOCTY, XKepeH npuBeo-
ANT Lenblid psia BbICKa3blBaHWI, NPO3BYyYaBLInX B 1920-X KaK 13 YCT XyA0XHWKOB,
TaK ¥ BUAHbBIX HONbLIEBUKOB-YMHOBHUKOB O TOM, YTO «TOPbKYH MU0 Npona-
raHabl MOXXHO NOACNACTUTL HEBONBLLIMM KONMYECTBOM Apambl MK cMexar (Gérin,
2018, p. 103). Co3BY4HO C BOMbLIMHCTBOM CBOMX Konner XepeH 3aKntoyaeT, 4To
B 1930-e npou3olwna KapavHanbHas neperpynnupoBKa MHEHWI, Bbi3BaHHas
«BHeflpeHneM 3ByKa B KMHeMaTorpad, UHCTUTYUMOHANbHBIMU U3MEHEHNS 1 YT-
BePXKAEHVIEM AOKTPYHbI COLUMANUCTUYECKOro peanvamMa. M komeaus ¢ nprMecsio
CaTVpbl PE3KO CMEeHMNach KoMeamen onTUMUCTUYecKkomn» (Gérin, 2018, p. 104).

KAHOH MY3bIKA/IbHbIX KOMEAWIA 1930-x FO10B

LleHTpanbHbIM 0ObEKTOM B M3y4eHUI COBETCKOMN KMHOKOMeanmn 1930-X, sB-
NATCS, 6e3yCNOBHO, My3blKanbHble GUAbMbI Fpuropus AnekcaHapoBa. MIMeHHO
B €ro TBOPYeCTBe BOMAOTUACS TOT CaMblil KAHOH COBETCKOM KUHOKOMeRWM, MOMCK

! MepepaboTaHHas 1 3HaYUTENbHO PaclUMpeHHas BePCUs 3TON CTATbU BbILLNA Ha PYCCKOM si3bike
B XypHane «HoBoe nuTepatypHoe 0603peHye» (YwaknH, 2013).
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KoTopOro wen B 1920-e. KonoccanbHblii MHTEpeC K hunbMam AnekcaHapoBa cpeaim
3apybeXHbIX MCCNefoBaTeNein Bbi3BaH He TONMbKO peanun3aluent coupeanmncrmye-
CKOTO KaHOHa, HO 1 anponpuaLyiein KaHOHOB FONVBYACKOTO MIO3MKNA.

Tak, Hanpumep, MuTep Kyndep B cTaTbe, NOCBSUIEHHOW aHanu3y «Be-
cenbix pebsaT», pa3bupaeT BAUSHWE aMEepPUKaHCKOW KynbTypbl (FONAMBYACKMX
Komeaunin v pxa3sa) (Kupfer, 2016). ABTop, cchinasick Ha nccnegoBaHus Puka Anb-
TMaHa npo ronnvMByAcKMA Mio3ukn (Altman, 1987), nogpobHo npocnexwsaeT
ONpefensioLLyio ponb My3blKW B APaMaTyprun KMHOKapTUHbIL. B durHane cBoero
nccnenoBaHuns Kyndep HactansaeT, 4To huabM, C OHON CTOPOHbI, yAaYHO aaan-
TMpoBan MopPMbl aMEPUKAHCKOM KyNbTYPbl Ha COBETCKON NOYBE, a C APYrow CTopo-
Hbl — BbI3Ban 6opbby (struggle) «<3a NpaBo onpeaensTs HanpaBneHNe COBETCKOM
KyNbTYPHOW NOAWTMKM B Chepe pa3BneKaTenbHOro KMHO W, COOTBETCTBEHHO, My-
3blkK» (Kupfer, 2016, p. 221).

He meHee rnybokoe M WHTPUrylOLLee UCCNefoBaHMe O Tpex CaMmbiX Mo-
NynspHbIX dunbMax Tpuropus AnekcaHaposa: «Becenble pebsaTtar, «Lupk» 1
«Bonra-Bonra», nposena Pumraina Canuc. Ee moHorpadus nepesefeHa Ha
PYCCKMI 93bIK 1 BbiNylleHa B n3patensctae HAO (Canuc, 2012). B Hel, Hapsaay
C aHaNM30M LOKYMeHTanbHO-apXMBHbIX MCTOYHVKOB, Canvc nogpobHo pa3bupaet
XYAOXeCTBEHHYIO PopMy DUABMOB U, B YaCTHOCTH, YKa3biBaeT Ha MyNsTUMNMKa-
LUMOHHYIO NPYPOMY raroB B KoMeamsx AneKcaHapoBa, roBOPUT O 3HAYMTENbHOM
BAVSIHWMW Ha CTU/b COBETCKOTO pexuccepa Mynstdunsmos YonTa AvcHes.

MBaH lblpbeB, Kak 1 ANeKCaHLpPOB, TOXe BO MHOTOM OMNMPancsd Ha npuH-
LMMbl FONAMBYACKOTO KMHO MPU CO3AaHUM CBOMX KKOMXO3HbIX MIO3MKIOB», KaK
ux onpenenset Puyapga Tanop. B yxxe ynoMmuHaBLWENCs cTaTbe 3apybexHbii
nccnegoBaTenb NoapobHO pas3bupaeT ApamaTypryecKyio CXemy MblpbeBCKMX
MY3blKaNbHbIX KOMeAWin, KOTopas BKAOYAET B cebs: «Mt0OOBHbIN TPeYronbHMK,
HecneyHoe cocTa3aHne gobpa c NonpaBnMbIM 310M UK, MO KpaiHen Mepe, C 3a-
ByKaeHVEM, 3aTOPMOXEHHOE Heflopa3yMeHNeM Pa3BUTUE CIOXKETA U, KOHEYHO,
0bunve My3blKn, TECHO CBA3aHHOM ¢ aeicTBMem» (Taylor R., 1999, p. 150). Mpuyew,
oTMeuyaeT Tannop, ecnn Ans koMeauit AnexkcaHaposa Mcaak [yHaeBcKuii nvcan
MY3bIKy C OMOPO Ha AXa3 1 BOEHHble MapLuu, TO B GuibMax MbipbeBa 3TOT xe
KOMMNO3MTOP AenaeT aKLUeHT Ha MHTOHaUMaX HapoaHoi My3biku (Taylor R., 1999,
p. 150). Takke nccnenoBaTenb OTMEYAET 3/1eMEHTbI CaMonapoann B dunsme «Ky-
HaHCKVe Ka3aKn», NePCOHaXKM KOTOPOro «ABMIAlTCA MEANEHHEe Y OCMbICIEH-
Hee, YeM B JOBOEHHbIX hUNbMaX; OHU, KOHEYHO, CTaplue, 1 6osee BeNMYeCcTBeH-
Hbl, BO3MOXHO, faxe rpaHano3Hbl» (Taylor R., 1999, p. 158). A B hvHane cBoen
cTaTbu T3MNOP NONEeMU3MpyeT C M3BECTHOW NpeTeH3nel HukuTsl Xpyuiea o
«NaKNpOBKe AEeNCTBUTENBHOCTI», YTBEPMHAAS, HTO «KONXO3HbIA MIO3MKA OblN aK-
TOM Bepbl, aKTOM, B KOTOPOM COBpeMeHHas [drnbMy] ayamuTopus rotosa bbina
y4acTBOBaTh: Hnarofaps COYETAHUIO Pa3BNEYEHNs W UAEONOTUI UNK03US, KO-
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TOPOW BbINO KUHO, Ha fiene MorNa AVKTOBATb CBOM 3aKOHbI CaMOW M13HW» (Taylor
R., 1999, p. 159).

Yenex My3blKanbHbIX KMHOKOMeaWiA 1930-x BO MHOTOM onpeaensncs npu-
XO[OM 3BYyKa B KMHO. Ero peBOMOUMOHHON ponn B COBETCKOM KWHemaTtorpade
nocasilleHa KHura Jiunu KaraHosckol (Kaganovsky, 2018). WiccnegosaTensbHula
paccMaTpvBaeT MOAXOabl K 3BYKY BbIJAIOWMXCS PEXMCCEPOB-aBaHrapanCToB —
Mpuropus Kosnxuesa v fleonunaa Tpaybepra («OaHa»), [13urn BeptoBa («IHTY3U-
acTbl», <TpK NecHK o fleHnHe»), Schupn Ly6 («K.LL.3.»), AnexkcaHapa [JoBXeHKo
(«/BaH», «A3porpamp). ITOT psa hrNbMOB NPOAOIKAET NoAPOBHENWNIA pa3bop
NepBol COBETCKOM My3blKaNnbHOW KOMeaMn — «fapMoHu» (1934) Mrops CaBueH-
KO — C TOYKM 3peHUs KMNOYEBOro BAUSHUS My3blKM Ha gpaMaTypruto Gunbma.
ABTOp MpocnexvBaeT pa3BeTBNEHHblE B3aUMOCBA3U MEXY KEHCKMM XOPOM
M OAMHOKMM MYXCKMM TONOCOM, 3KCTPanonmpys MUX Ha NpPOTMBOMOCTaBAeHNe
KONNEKTUBHOCTY U MHAMBUAYaNU3Ma C «OnpefeneHrem npasuibHO OpraHn3o-
BaHHOIO (MyXCKOro) coBeTckoro cybbekta» (Kaganovsky, 2018, p. 118). [pyroe
NPOTUBOMOCTABNEHNVE CKNAAbIBAETCS M3 YepedoBaHys NeHUs U PEMVK, KOTOpOoe
NPVBOAMWT K MPEBOCXOACTBY My3bIKaNbHOrO Havana Haf CIOBECHbIM, K AOMUHUPO-
BaHMI0 3BYKOBOW Cpefbl (0COBEHHO MY3bIKM 1 PUTMA) Haf, BU3YanbHbIM HA4anoM
(Kaganovsky, 2018, p. 118).

CtaTbst AHHbI TOPOMOBON NPOCNEXMBAET MPUYVHBI KPM3MCA XKaHpa Ku-
HOKOMeaMn B npeaBoeHHbln nepuop (Toropova, 2014). Bo-nepsbix, oTMevaeT
aBTOp, Ha CMEHY 3KCLEeHTpWKe («Becenble pebsTa») NpUXOANT NMPUYECKUiA pea-
nm3m («/[leByliKa ¢ xapakTepom», «<My3bikanbHas MCTOpUs»). BO-BTOPbIX, Cy)KaeT-
Cs1 NPOCTPaHCTBO N5 CMEXa: Pe3KO COKpaLLaeTCst NpeaMeT OCMesHIUS KaK cpeau
Tunaxen repoes («CepaLa YeTbipex»), Tak U N0/ yrpo30i1 OCMESHNS AOCTYKEH WA
COBETCKON AeNCTBUTENBHOCTW («CTapblii Hae3aHWK»). B-TpeTbnX, COBETCKas KOMe-
AV CTPEMUTCS OTMEXEBATHCS OT 3anafHOM, B KOTOPOI KOMUYECKOe BO3HYVIKaeT
13 NPOTUBOPEUNI MEXIY FePOeEM 1 OKPYXKaoWMM MUPOM, B TO BpeMs Kak Co-
BETCKOM KOMeaun HeobxoamnmMo YyTBEPAUTb Ut bnaroxenatensHowm, NpaBub-
HOW peanbHOCTU. «Ha NPOTSHXEHNUM BCEro AOBOEHHOMO Nepuoga, — CyMMupyeT
ToponoBa, — COBETCKME KHeMaTorpaducTbl CTPEMUANCE MOCTaBUTb KOMEAMIO
Ha cnyxby NpocBelleHns 3puTeneit, BOCMIUTAHWIO B HUX TaKMX HOPMaTKBHbIX
3MOUMOHaNbHbIX YCTAHOBOK KaK WU3HEPagOCTHOCTb U YBEPEHHOCTb B cebe.
MNepen pexmnccepaMmn COBETCKOW KOMefuMy CTosiNa Henerkas 3agada B3pacTuTb
HOBbI BW/ CMexa U HOBbIW TWUM KOMeAMK, He BbIABUIaOWMIA Ha NepBbli NnaH
BHYTPEHHWIA aHTArOHM3M, XPYMKOCTb 1 CIYHalnHOCTb COLManbHbIX 3aKOHOB. YTO-
6bl CMAMYNTb MAEONOTUYECKME PUCKMA KOMUYECKOM UIPbl CMbICIaMK, COBETCKas
Komeaus bbina Np13BaHa NpeBpaTTb aMbrBaneHTHY addeKTNBHYI peaKLmto
CMEexa B XKN3HEeYTBEPXKAAOLLYIO “lOMOPUCTNYECKYIO YCTAHOBKY” UNK B cCaTUpuye-
CKOe oCyXaeHMe colmanbHbix M3bsHOB. OHAKO, KaK BCe Yalle yoexaanuncs Ku-
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HemaTorpaducTbl, UCKOPEHeHVEe CMOCOOHOCTN KOMEAUM CBMAETENbCTBOBATL O
“beccMblCnnLEe” B COLMaNbHbIX HOPMax 1 3HAKOBLIX NMPaKTUKax 6b110 paBHOCU/b-
HO MCKOPEHEHWIO ee NOTEHLMAaNa Bbi3biBaTb CMex» (Toropova, 2014, p. 349).

HOBbI BUTOK B PA3BUTUN XAHPA: 1960-e-1970-e FrOAbl

HoBbIM 3Tanom B pa3BWTWM COBETCKOM KOMeAWMW CTan Nepvog oTTenenu,
Korga KOMMYeCKoe Havano NycTb U He M36aBKNOCh OT FHeTa LEeH3ypbl, HO Nony-
410 HecomaMepuMo bonbluylo cBobOAY BbipaxeHus, Hexenn npexge. OT 3To-
ro COMOCTaBNeHUs KOMeAMiA CTanuHCKOro Mepuofa C KoMeamsmu cepefuHbl
1950-x-1970-x 4acTO OTTaNKMBAKOTCA UCCNeLOBATENN, MPOCNEXNBAA 3aKOHOMED-
HOCTW B NOCNIEBOEHHOM Pa3BUTUM XaHpa.

Ecnv 60ONBWMHCTBO aBTOPOB CKAOHHO MPOTUBOMOCTABAATL KOMEAUAHbIE
(DUNBbMbI CTaNMHCKOTO ¥ OTTenensbHOro nepuoaos, To EsreHuin lobperko npo-
CNeXuBaeT NpeemMCTBEHHOCTb Mexay «Bonroi-Bonroi» AnexkcaHaposa 1 «KapHa-
Ba/IbHOM HOYbI0» PS3aHOBa. Ha NpuMepe 3TWX ABYX GUIBMOB, BblEAWNX C Pa3HU-
Leii B ABafLATb N1ET, OH paccMaTpyrBaeT TpaHCHOPMaLMIO CAaTMPUYECKOrO KaHOHa
B OTHOLWeHWK BNacTu. JlobpeHKko NprBneKaeT KOHLENUMIO kapHaBana M. baxTuHa,
4TOObI MOKa3aTk, KaK Yepes GopMy TeaTpanu3npoBaHHOIO KapHaBana CoBeTCKas
BNaCTb HW3Beprana 1M BHOBb BOCKpellana BropokpaTuio. «Mcnonbays NpuHLMM
KapHaBana, paccTaBasicb C MPOLLbIM, OHa [BNACTb] yMUPAET U pOXaaeTCs B HOBOM
copme. CoBeTcKas caTupuyeckas KoMeans ectb GopMa y3aKkoHWBaHMS NpoLec-
COB Mepeco3faHuns 1 BOCKpelleHns BNacTu. Takum obpa3omM, cMex npuobpeteT
(DYHKUMIO OYUCTUTENBHOTO MexaHW3Ma», — CyMMUPYeT cBou HabntopeHus [o-
6peHko (Dobrenko, 1995, p. 52).

CeT paM cocpefoTayvBaeT CBOE BHUMaHWE Ha COBETCKUX KOMeLMMHbIX
bunbMax 3Moxmn oTTeNeNun ¢ TOYKU 3PEHNs X CO3BY4MS, C OAHOIN CTOPOHSLI, Mae-
OOrMYEeCKOW NMOBECTKE, a C 1PYrol CTOPOHbI, OOLLECTBEHHbBIM YMOHACTPOEHUSM.
B UeHTpe BHMMaHMs OKa3blBAETCH CMeHa NapagurMbl OT KOHCEPBATWMBHOIO, Na-
PALHOrO CTANMHCKOIO repos K YeN0BEeYHbIM U HENOCPEACTBEHHbIM reposM OTTe-
NenbHOro K1Ho. ABTOP NPOBOAWT Mapanfenyt Mexgy pasBUTMeM KUHOKOMEeRMi
B 1920-e 1 B 1960-€, B TOM YMC/1E C TOYKN 3PEHNS BAUAHNSA MHOCTPAHHOTO KNHO:
FONNNBYACKON (aMepuKaHCKo) komeauun B 1920-e 1 hpaHLly3CKOW HOBOW BOMHbI
Y UTANbSHCKOTO Heopeannsma B 1960-e. [pam cnpasefMBO OTMEYaET, H4TO OfHA
M3 CTpaTervin KoMeaunHbIX PEXMUCCepOB OTTEMNENbHOMO BPeMeHW 3akntodanach
B TOM, 4TOObI «<0bneKaTh caTupuyeckoe cogepxarme B bonee ohunumansHo Npu-
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emnemble XKaHPOoBble TPaAULMKM, TaKMe KaK 3KCLLeHTpUYecKas? KOMeAms v poMaH-
Tnyeckas Komeaus» (Graham, 2016, p. 170).

BeccrnopHbIM MacTepoM 3KCUEHTPUYECKOW, TPIOKOBOK Komeauu Bbin fleo-
HWA Fanaain. AnekcaHap MpoxopoB B CTaTbe, MOCTPOEHHOW Ha CONOCTaBneHun pe-
XKNCCepCKMx cTpaTervin [aaas v Psa3aHoBa, BbiABUraeT 1 yoeanuTenbHO aprymeH-
TUPYeT rMnoTesy O TOM, Y4TO laiaait cHucKan cebe HEBEPOSTHYIO MOMNYNSPHOCTb
B 1960-x, B nepuop oTtTenenn, bnarogaps NpeBOCXOACTBY TenecHO-BW3yasb-
HOro tOMOpa Haf, CBS3HbIM ¥ MOCNeA0BaTeNbHbIM CIOKETOM. A K Ps3aHoBy mo-
HacTosemMy 60NbLWON 3pUTENbCKII ycnex npulien B 1970-e, B nepuop 3acTos v
yCUNeHUs Maeonoryyeckoro Happatuea. «fainga oTaaBan npeanodTeHve K-
YeBbIM 3M1eMeHTaM IKCLUEHTPUYECKON KOMeaMK, TaK1M KaK npyMaT BK3yanbHOro
loMOpa Hapg BepbanbHbIM, 3KCTUOULMOHWUCTCKOE pacluMpeHne YenoBeYeCKoro
Tena Kak KOMUYECKOro aTTpaKLyoHa, Nepexof OT HEeNOABWKHOIO M306paxeHus
K OBWKYLLEMYCS KaK BM3yanbHblA aTTpakumoH. Hambonee BaxkHo, 4To y laiaas
nocnefoBaTenbHOCTL CNabo CBS3aHHbIX BM3YaNnbHbIX MrOB (KOTOpbIE CTanu ero
bvpMeHHbIM CTUneM) 6pana BepX Haf NOCNef0BaTENbHbIM U CBS3HbIM CIOKETOM.
CaTupa Psi3aHoBa, HAaNPOTUB, MMena TeHAEHLMIO BbICMENBATL COLManbHble NoOpo-
K 1 NO3TOMY B 3HAYMTENbHON CTENeHW Onvpanach Ha LeneycTpemMneHHbIin naeo-
noruyeckunin Happatue» (Prokhorov, 2003, p. 456).

Enena [NpoxopoBa KOHUENTYyaNbHO NMPOLO/HKAET UCCNefoBaHMe ANneKcaH-
apa MpoxopoBa, NpuLenbHO paccMaTprBas TROPYECTBO laidas C TOUKM 3peHus
NOAPbIBa YCTOER COBETCKOW MAEONOTUM U OTKPBITUS apxanyeckoro nnacra B co-
3HaHWW COBETCKOro YenoBeKa. B cBoel cTaTbe MpoxopoBa oTBeYaeT Ha BOMpOc,
noyemy, HeCMOTPS Ha NOMYNSPHOCTb ¥ JOXOAHOCTb KOMeawin [aiaas, coBeTcKre
KNHO-aAMUHUCTPATOPbI OblW CAEPHKaHbl B UX 4€CTBOBAHUMW. Cpean BbisIBIEHHbIX
nccnefoBaTenbHULEN NMPUYMH OKa3bIBAKOTCS: MPOHM3MPOBaHME Hag 0bpasom
NONOXUTENBHOMO Tepost, MPUOPUTET IKCLEHTPVKM Haf CBS3HBIM HappaTWBOM,
0TKa3 OT OCYXAEHMS OTPULATENbHbIX FepPOEB U 3aByanvpOBaHHbIe OTChIIKM K CTa-
nuHcKoMy Teppopy (onbiTy TY/1ATa). B hunbmax lagas, cymmupyeT MpoxopoBa,
3aneyateHsl Ba COUMAMbHbIX NepenomMa: MOCTENEHHbIV AEMOHTaX CTaNNHCKOrO
obuiecTBa B 1960-e 1 Kpax COLManUCTUYECKol KynsTypbl B KoHLe 1980-x. Mop Ha-
NOPOM KOMEAMNHOW IKCLEHTPUYHOCTY Cama COBETCKas, Aa M B LENOM POCCUI-
CKasl, HopMa pacTeKanachk, NonyTHO 0bHaxas cBoM abcypaHble 1 HebnaroBuaHble
cTtopoHbl (Prokhorova, 2016, p. 523).

leHuto Ps3aHoBa B 3apybexKHON nuTepaType NOCBSILEHO HECKONbKO Cre-
UManbHbIX paboT. Cpean Hux Khura [asunaa MakdaiigeHa, koTopas B 0630pHOM

2 B aHMos3bI4HON NTepaType B OTHOWEHUM IKCLEHTPUYECKOW KOMEeaMM YTBEPAMUACS TEPMUH
slapstick comedy, 4To B JOCNOBHOM MepeBOfie 3BYYWT Kak «TeflecHasi Komeaus». Bo Bcex
NOAOBHbIX CAyHasX S NEePEBOXY 3TOT TEPMUH KaK IKCLEHTPUYECcKast KOMeAUs, OPUEHTUPYSICb Ha
OTeYeCTBEHHYIO TEPMUHONOMMYECKYIO TPaANLMIO.
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KtoYe 3HAKOMUT 3apyDEeXKHOro YnTaTens ¢ MMPOM 3HAMEHWTOrO COBETCKOTO Ki-
Hopexunccepa. B cBoeM B3rnsfe Ha TBOPYECTBO PsizaHoBa MakdaiineH cTpemuT-
Cs cpenaTb aKUEHT He Ha B3aMMOOTHOLWEHMSX XYAOXKHMKA C BAACTbIO, @ Ha BOC-
npuaTUN hUNLMOB ayauTopuein. Mak®anaeH BUAWT CyTb BUNbMOB Pa3aHoBa
B OTXOA€ OT roCyfapCTBEHHOW MAEONOrMM B CTOPOHY aKTyanu3aumm camocTy,
B «TEPHUCTOM MYTU K CyEBLEKTUBHOCTU, K YaCTHOMY “S” B 4pe3BblYaliHO ny6any-
HOM 1 NevanbHOM obulecTse» (MacFayden, 2003, p. 43).

/IHTepecHbIV B3rNsaf Ha TBOPYECTBO PsizaHOBa npeacTaBasieT ctaTbs Mu-
wenb fleil, ocMbicnsoWAas YeTbipe KoMeann Psa3aHoBa («[leBylka 6e3 anpeca»,
«[laiiTe }anobHyto KHUMY», «poHus cyabbbl)...», «<CnyebHblii poMaH») yepes
NpY3My reHaepHon Teopun. Mo MHEHWIO aBTopa, Ps3aHOB OKa3ancs CO3BYYeH
ABYM 3anagHblM TeHaeHUMaM. C NO3MUMK COUMOKYNBTYPHOW MPOEKLMM OH OTKAN-
Kancsi Ha BTOPYHO BOSHYO (DeMUHM3Ma 1 NOKa3biBas B CBOUX (DUNbMax He TONbKO
MaCKyNMHN3aLUMIO FePOVHB-KEHLWMWH, HO ¥ (DEMUHM3ALMIO repoeB-My)4UMH. C ToY-
KW 3peHus 3CTeTuKu, ero bonee no3aHue dunbMsbl («<poHus cyabbbi», «Cnyxeb-
HbIA pOMaH»), MO MHEHWIO J1el, UMEeIOT MHOTO 0BLLEro C XKaHPOM aMepPVIKaHCKOM
bypneckHol komeanu (screwball comedy)®. /lelt NpuxoanT K BbIBOMY, YTO «B35B
33 OCHOBY aMepUKaHCKYI0 POMaHTUYECKYID KOMeawnto, PS3aHOB HanagaeT Ha co-
BETCKME NpeacTaBneHys O rocyaapcTae, MMYHOCTY U reHAepHOM paBeHcTBe. Ero
OAVHOKVE, HE3aBMCUMbIE XEHLIMHbI MbITAKOTCS HAWTV CBOM NYTb B MUPE, TAE MYX-
YMH Mano, NPOLeHT Pa3BOAOB BbICOK, @ MAEONOTMYECKMI NaHAWadT NOCTOSHHO
MeHsieTcs. [opbiB K N0OBM M pOMaHTUKe B rnbMax PS3aHOBa BbITSANUT HENOM 1Y~
HbIM, MPPaLMOHaNbHbIM U KpaiiHe abcypaHbIM. W, HakoHeL, B TO BpeMs Kak Mansu
[Mulvey, 2004] npu3biBana K paspyLieHunto BU3yanbHOro YA0BONbCTBUS B KMHO KaK
pagMKanbHoro nyTu K eMUHUCTCKOMY KnHeMaTorpady, Psi3aHoB 1Mcnonb3osan
Te caMmble KvHemaTorpaduyeckne npriemsl, KOTopble ocyxpaana Mansu, 4ToObl
NPOTUBOCTOSTb BpeMeHU reHAepHOro PaBeHCTBa, YTOObI faTb CBOVIM XEHCKMM
nepcoHaxam CUny v BNacTb Yepes NOBTOPHOE HafeNeHNE NX KEHCTBEHHOCTBIO W,
B KOHEYHOM CHeTe, OTINYNTENBHOCTBIO» (Leigh, 2017, p. 134).

Kak MOXHO BMAETb Ha nprmepe paboTsl Muwens /lei, COBETCKME KOMeann
1960-x-1970-x NOHMUMAIOTCS 3apybeXHbIMU MCCnefoBaTensmMu Kak boraTblii MaTe-
pyan ans NPOCNeXMBaHUS COLMOKYNBTYPHBIX TpaHCOpMaLMiA, MPOVCXOANBLIMX
B cOBeTCKOM obulecTBe. C 3TOV TOYKM 3peHus nprmedaTensHa cTatbs /TIoaMunbl

3 ViccnepoBaTenbHULa B KaTeropmsalymn 0CobeHHoCTell OypnecKHOW KoMeaun CCbinaeTcs Ha
KuHoBeaa Yaca [. lepuHra, KOTOPbIA BbIAENSET B 3TOM MOMKAHPE MATb XapaKTepHbIX YepT
nepcoHaxelt: obunue CBOBOAHOrO BPEMEHW, [AeTCKas HaTypa, FOPOACKOWM 06pa3 XW3HW,
anofMTUYHBIA B3MMSA Ha XM3Hb U 6a30Bast HEYAOBNETBOPEHHOCTb, KOMMa [eNo AOXOANT 10
pOMaHTHYecKnx oTHoleHuit (Gehring, 1986, p. 37). Kak nosicHsieT /1eid, «xoTs 0bunve cBoboaHOro
BPEMEHW W anoNUTUYHBIA B3NS Ha XM3Hb MOTYT MOKa3aTbCs HE CAWWKOM MPUMEHVMbIMU
K COBETCKOMY KMHO, BCE 3TW YepThl [epuHra MOXHO HalnTu B “UpoHun cyabbsl” 1, nosaHee, B
“CnywebHom pomare” (Leigh, 2017, p. 120).
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(Munbl) ®epopoBoii, NocBsLLEeHHas npobaeme xanobbl 1 hurype xanobuimka B
dunbmax Ps3aHoBa, Mainaas, JaHenuu v Inema Knumosa. MogobHo apyrum 3a-
PyOeXHbIM KoNneram, 06pallaBlNMCS K COBETCKOW KUHOKOMeaMKn, PeaopoBa Bbl-
CTpaunBaeT KOHUENUWMIo CBOel paboTbl Ha COMOCTaBNEHWN CTaNMHCKOTO 1 nochne-
BOEHHOro KvHematorpada. VccnegoBaTenbHuLa NoOKasbiBaeT, Kak KOMUYeCKne
repou v CuTyauuu CTaHOBATCS bonee MpUOAMKEHHBIMU K XU3HU, KaK MeHsSeTCs
PO/b KONNEKTUBA, KOTOPbIN TEPSET CBOK HEMOrPEWMMOCTb U MOXET OKa3aTbCs
HemnpasbIM, KaK caTupa «npuobpeTaeT HOBOE 13MepeHwe, Npuberas K AMpr4ecko-
MY FOMOPY 1 CcoYeTas IoMop ¢ caTnpoii» (Fedorova, 2014, p. 84). Cymmupys CBOM Ha-
bntofieHNs, aBTOP YKa3bIBaeT Ha aMOMBaNEHTHYO ponb Komeamn B 1960-e-1970-e,
Korfa OHa «Mpofo/Kana ocTaBaTbCs UHCTPYMEHTOM BAAcTV AN BOCMUTaHUS
rpax<aaH B ayxe JO3BONEHHOMO M XeNaeMoro, Ho Takxe cTana MyHKUMOHMPOBaTh
Kak CpeAcTBO Nepefadn coumansHoro HeqoBonbCTea» (Fedorova, 2014, p. 90).

AMBUBaNeHTHYIO PONb FepOEB KMHOKOMEM B MO3[AHECOBETCKOM ObLecTBe
rikempyeT 1 Mapk JIMNoBeLKWIA B OAHON 13 NaB CBOE MoHorpahun, NocBsLLeH-
HOW TpaHcopMaLmn hUrypbl TPUKCTEPa B COBETCKOMN 1 MOCTCOBETCKON KyNbType
(Lipovetsky, 2011). Cpein repoeB-TPUKCTEPOB COBETCKMX KMHOKOMeAniA /lnno-
BeLKNiA paccMaTpuBaeT 0bpasbl ralgaesckoro LLypuka, ps3aHoBCckoro [eTouku-
Ha, By3biknHa, rnaBHoro repost «OceHHero MapadoHa» [laHennu, n Toro camoro
MioHxray3eHa Mapka 3axapoBa v [puropus foputa. «Bce 3T dunbMbl, — nNuweT
JInnoBeuUKniA, — BbISBASAN Y TPUKCTEPA YePTbl, KOTOPbIE rapaHTVpoBan bbl UH-
TenneKTyany }1M3HecnocobHoe CMMBONMYECKOe MPEBOCXOACTBO Haf 0OWECTBOM
UMHWKOB. M ecnn B hunbMax Maingas n Pa3aHoBa NoaBOX NOHUMAETCS Kak Cnocob,
a TouHee, KaK MpUeM OCyLLeCTBAEHUS MHTENNUTEHTCKMX POMaHTUYECKKX MAeanoB
(Ha camoM fiene ckopee COBETCKMX), TO B hunbMe [laHennv MeTof U Leflb Haxo-
ASTCS B NPOTUBOPEYNY, NWLIAs repost CBOHOALI. TOPUH 1 3axapoB BO3BPaLLaoTCS
K LLEHHOCTSIM CBOBOfbI 1 BHEOBLIHOCTY, XapaKTepHbIX Ans TPUKCTEPCKOro Tpona,
HO NPEBPALLAIOT 3TV LLIeHHOCTY B TeaTpasbHYHO ¥ YTOHYEHHYIO YCNOBHOCTb, TaKMM
06pa3omM coBceM 06X0As BOMPOC O BbIKMBAHUM NEPCOHaXa [B OKpyXatoLlem ero
obuiectse]» (Lipovetsky, 2011, p. 206).

ABCYPAN3M U CATUPA B ®/TbMAX 1980-X TO10B

Hapo npvi3HaTh, 4To coBeTckue dmnbMbl 1980-x KpaiiHe peiko NonaaatoT B
MCCNenoBaTeNbCKUI 0OBEKTHB 3aPYDEXHbIX YHEHbIX, U elle MEeHbLE U3 HUX NpK-
HAANeXNT, COBCTBEHHO, K aHpy KoMeauw. Tak, Hanpumep, BOCTPebOBaHHbIM 1
nofpobHO paccmaTpriBaeMbiM GUIBMOM 3TOMO NeproAa OKasbiBaeTcs «lapax»
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Anbpapa PsizaHoBa*. Ho OH BbIOMPaAETCs Kak MprMep OCTPO CaTWpbl B KaHpe Tpa-
rukomegun. Cpeamn 4pyrnx 4acTo ynoMrUHaeMbix KapTnH — «fopof 3epo» KapeHa
WaxHasaposa, «KnH-g3a-a3a» feoprusa [aHennn, «Manerbkas Bepa» Cepres Mu-
uyna, «doHTaH» Oprs MamuHa. BonbLIMHCTBO K3 3TUX DUIBMOB 0BCYKAAKTCS Ha
CTpaHMLAX yxe YNOMUHABLIeNCs KHUMM «BHYTpU COBETCKOM caTupbl. CMex ¢ nne-
TblO» NOf, pefaKLven IHAPIO XOPTOHA 1 B OfHOW 13 MaB ero COBMECTHON KHUMM
C MaiiknoM BpaxMHCKUM, MOCBSILEHHOW MepecTpoeyHoMy KuHo (Horton,
Brashinsky, 1992). 3Tu wnccnegoBaTenn GUKCUPYOT HapacTaHue abCypamCcTCKuX
MOTMBOB B MO3AHECOBETCKUX KOMEAVISX KaK MPU3HAK MOMHOMO 1 60MblIe He CKpbI-
BaeMOro pas3oyapoBaHNs B KOMMYHUCTUYECKMX naeanax. OCMbICNSAS NO3AHECOBeT-
CKUIA KnHeMaTtorpad B Havane 1990-x, nccnefoBaTeny UCKPEHHE BEPST B CUAY HO-
BO 3MNOXM FACHOCTU, HA3bIBAKOT €€ «HyNEeBbIM 4ACOM» MOCTCOBETCKOM KyAbTYPbI.

Tak, cpaBHVBas COBETCKYO caTupy 1980-X C aMepMKaHCKOM caT1poi 3Toro
e nepuopa, JHAPIO XOPTOH OTAAEeT ABHOEe NpefnoyTeHne nepsou. «bonblas
4aCTb aMePUKaHCKUX KOMeani, — QUKCUPYeT 1CCaefoBaTenb, — HeYKNOHHO Te-
pseT “AeMOKpPaTUYECKWIY” UAK NONYNUCTCKUI OTTEHOK, KOTOPbIN XapaKTepun3o-
Ban ee B NMPOLWOM, B MONMb3Y “PENraHOBCKOMO” LMHWYHOMO HEOKOHCEPBATM3MA,
KOTOPbIA UrHOPUPYET MHOrME COBPEMEHHbIE MPOOMEeMbl, TaKMe KaK pacoBbiii
KOH(NVKT, HAPKOTVKK, npaBa eHwwuH 1 CMN/A. Takas KoMeams B KOHEYHOM
cyeTe NOAAEPHKMBALT CTATYC-KBO, A HEe NPef/1araeT PeanbHyt0 KPUTUKY PEXMMA.
(...) HanpoTtue, 6onblias 4acTb COBETCKON CaTUpbl B IMTEPATYPE, KUHO U My3biKe
B MOCNEAHME roAbl CTana BaXHbLIM FONOCOM B KPUTUYECKOW NEepeoLieHKe COBET-
CKMX LLeHHOCTEN. B 3TOM CMbIC/IE, XOTS MHOTME COBETCKME KOMeAMM NPeBPaTUNNCh
13 6e33y60ro cmMexa B MPOLLIOM B OOBMHUTENBHOE KNENMO, 3TOT TOH MOXHO CHM-
TaTb 6oNee ONTUMUCTUYHBIM, YEM CAMOAOBObHBbINA LIMHM3M MHOTMX COBPEMEHHbIX
amMepUKaHCKUX Komeania; nbo B KPUTUKe eCTb HaAeXaa Ha OCO3HaHMe U, cnefoBa-
TeNbHO, Ha U3MeHeHwue» (Horton, 1993, p. 9).

YBbI, KaK NMoKa3sana ncropus, ¢ pacnagom CCCP KomMeaniHbliA XaHp B oTeye-
CTBEHHOM KMHO OKa3ancs Ha 3afBOPKax PeasibHbIX COLMANbHbIX NPOLEeccoB. A 13
CerofiHALHEro AHA HE3anNaHUPOBAHHO NPOPOYECKM 3BYYUT APYroe BblCKa3biBa-
HUe JHAPIO XOPTOHa, MOCBSALLEHHOE ABOMCTBEHHOW PONUW caTupbl B TOTanuTap-
HOM rocyfapcTae. «CaTMpuUYecknii MopsIB, MPOSBASIOWMIACS B LYTKAX, MPOHUYe-
CKUX KOMMEHTapUsIX U T. 4., ABASETCH HEOOXOAMMbIM KOMMOHEHTOM NMOBCEAHEBHOM
HU3HU rpaXKaaH TOTaNUTapHOTO UK aBTOPUTAPHOIO rOCYAapCTBa, €C/IN OHW XO-
TAT COXPaHUTb YYBCTBO COOCTBEHHOM 3HAYUMOCTU, HAMBKAYANbHOCTY 1 CaMo-
YBaXeHW . TakuM 06pa3oMm, caTipa B KOHTEKCTE ToTanuTapusMa sBAsSeTcst OAHO-
BPEMEHHO 1 HanafeHMeM — aTakoW Ha CUCTEMY, M 3aLUMTON — BbDKMBAHUEM KaK

* 06 3TOM rbMe NULET, B YaCTHOCTM, Malikn bpakuHCcKuii B CBOMX cTaTbsx (Brashinsky, 1993),
KaK 1 B COBMECTHOW Nybnunkaumm ¢ SHapto XopToHom (Horton, Brashinsky, 1992).
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TaKOBbIM, MCUXONOTMYECKNM, AYXOBHBIM 1 fiaxke dusmyeckmm» (Horton, 1993, p. 6).
TONbKO NPUMEPBI, MOATBEPKAAIOLLME NPABOTY 3TON MbIC/IN, Mbl CETOAHS HAXOAMM
yXKe He B KnHeMaTorpade, a B aHOHMMHOM TBOPYECTBE Ha NPOCTopax MHTepHeTa.

3AK/TIOMEHUE

HecMoTpst Ha BCO OBWMPHOCTL U pa3Hoobpa3ne GunbMOB, NOMNaBLWNX
B McCcnenoBaTenbCknii 06bEKTUB 3anafHbix YYEHbIX, MHOTME Pa3HOBUAHOCTA KO-
MeanAHbBIX GUIBMOB OCTANUCh BHE MOMs UX 3peHus. Hanpumep, HaMm He yaanoch
HalTV paboT, NMOCBAWIEHHbIX OCOBEHHOCTAM COBETCKOM HOBOrOAHeW KoMeauw,
TPaAVLMM KOTOPOM MOXHO BbIN0 Bbl CPABHUTL CXaHPOBbIMY 3aKOHOMEPHOCTSMM
POXAECTBEHCKOW KoMeauu. [lpyroe nepeceyeHme KMHOXaHPOB, Nexallee Ha no-
BEPXHOCTM, HO TaK W He Mony4YnBLIee CBOETO aHann3a, CBA3aHO C KOMUYECKUMM
3NeMeHTaMu B COBETCKOM UCTepHe 1 aMepuKaHCKOM BecTepHe. BUAVMO, 3TN TeMbl
NOKa YTO TO/bKO XAYT CBOVX aBTOPOB.

Henb3s 0601TW BHUMaHWeM TOT (aKT, 4TO UCCNeoBaHNeM COBETCKOM Ku-
HOKOMEAMM 3aHUMANUCh 1 3aHUMAIOTCS YHEHbIE C CaMblM Pa3HbIM COLVIOKYALTYP-
HbIM 63KrpayHAOM. O4eHb YCNOBHO VX MOXHO Pa3fenvTb Ha ABe rpynmbl: Te, KTO
NOMHOCTBIO YKOPEHEH B 3apybeXKHON KynbType, U Te, KTO, 3MUTPUPOBaB 3a pybex,
MMeeT ABOMHON HayYHbIV U XKMU3HEHHbIN OMbIT, B TOM YMC/e HEeNoCpPeaCcTBEHHO
B CoBetckom Coto3e 1 Poccun. besycnoBHO, 3TO CKa3biBAETCA KaK Ha nMoaxomax
aBTOPOB K aHanu3upyeMomy Matepwany, Tak 1 Ha 0Tbope caMmoro MaTepuana uc-
cnepoBaHus.

3apybexHble nccnegoBaTeny OTAAT NpeanodTeHne paHHeEMY COBETCKOMY
KWHO: aBaHrapaHoMy kuHematorpady 1920-x 1 My3blKanbHbIM KOMEANAM CTanuH-
cKoro nepuoaa. KpaeyronbHbiMM TEMaMu CTAHOBSTCS BOMPOCH! M0N0 MYECKOro
peryanpoBaHns UCKyCcCTBa, 0COBEHHOCTU hopMMPOoBaHUS MUDONOrMM HOBOTO
coumanucTuyeckoro obulectsa, npobnembl aganTauuv/OTBEPKEHNS 3anaHbIX
CTaHAapToB.

OMUTPUPOBABLLIME YHEHbIE Yallle, HEXENMW 3anafiHble, aHANMN3MPYIOT KUHOKO-
Meauu neproa oTTeNeNn 1 3acTos, Tak Kak HepeaKo Ha NpaBax COBPEMEHHWKOB,
NIOfeN, XUBLIWX B COBETCKOE BPEMSI, TOHKO YyBCTBYIOT PasHULLy MeXay Aeknapu-
pyeMbIM 1 HeNpPOroBap1BaeMblM OMOPOM, PacLIMPPOBKa KOTOPOTO HEBO3MOXHA
6e3 3HaHWs KOHTEeKCTa MOBCEAHEBHOCTU. B cBOeM 06palleHn K KUHOKOMEANSM
3TOr0 Mepuofa Yy4YeHble-3MUrPaHTbl MbITAOTCS OXapaKTepr30BaTb HE CTOMbKO
BNACTb (MAEONOTMYECKMIA INCKYPC), CKONBKO 0ObIKHOBEHHbIX Nt0f1EN (CoLnanbHble
NPOLLECChI) U X BOCMIPUSATME COBETCKON 1€ACTBUTENBHOCTY.
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TeM He MeHee BCe y4eHble, BHe 3aBUCUMMOCTY OT CBOEro 63KrpayHaa, nbiTaioT-
Csl NPOCNeanTb B3aMMOCBS3b COBETCKOW KMHOKOMEAMW C PAa3BUTHEM 3TOrO XaHpa
Ha 3anage. [Mapanneny MOryT okasaTbCs KaK O4eBWAHbIMY (NPYOPUTET IKCUEHTPH-
KW V1 TenecHoro tomopa B unbMax 1920-X, KaHOHbI TONNBYACKOTO MIO3UKNA B MY3bl-
KanbHbIX KOMeAnsix AnekcaHaposa v MbipbeBa), Tak 1 HEOKMAAHHbIMK (Cnaraemble
amMeprKaHCKoM BypneckHoOn KOMeammn B INPUYECKUX KoMeansx PS3aHoBa).

MHorne unccnepoBaTeny onpefensT XxapakTep [OMUHMpYoLleh dop-
Mbl lOMOpa BO B3aMMOCBSI3W C yCWNeHvem/ocnabneHnem AMCKypca BAACTY.
B MOMEHTbI Ype3MepHOro faBneHus LeH3ypsl (cepeanHa n KoHel, 1930-x, 1970-e)
B KOMeAVsX Ha4yMHaeT MpeBannpoBaTb NMPUYECKOe Hayano, IOMOp MpsyeTcs
¥ pacTBOPSETCS B POMAHTMYECKOW TeMaTuKe. A B Mepuofbl OTHOCKUTENbHON CBO-
6ol (1920-e - Havano 1930-x, koHel, 1950-x - 1960-e) TOH B KOMeaMUIAHOM XaHpe
3afaeT 3KCLeHTpUKa, BepX bepeT TenecHo-hapcoBoe Havano.

TakuMm 0bpa3oM, COBETCKas KUHOKOMEAWS He TOMbKO He CXOAUT C oTeve-
CTBEHHOTO TeNeaKpaHa, BO MHOTOM OObeAVHss pa3Hble MOKONEHVS POCCUICKOTO
06LeCTBa, HO M aKKyMYNNPYET MHTEHCHBHYHO pedneKcnio 0 MHOrOrpaHHOCTH Co-
BETCKOW KyNbTYPbl B Cpeae 3apybexHbix UccnenoBaTenei.
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Historical Gardens in Cinema:
Location, Transformation, Image’

Abstract. The article explores the roles of historical gardens in Western cinema.
A garden can make a historical location (Versailles), mimic another historical gar-
den (Vaux-le-Vicomte as Chantilly in Vatel), embody a national way of life (gardens
of the National Trust in the 1995 TV series Pride and Prejudice), or be an abstract,
to a greater or lesser extent, setting. In Atonement, the historical garden becomes
asymbol,andin films about space (Silent Running) and the inner world metaphys-
ics (The Fountain), the garden is reduced to a cultural archetype—a patch of turf,
a spring, an old tree. One of the ways of utilizing the garden theme is its ironic
presentation: the historical garden is shown as a ridiculous formal extravagance
(The Draughtsman’s Contract) or as a costly project destroying the natural environ-
ment and the very life of the customer (The Serpent’s Kiss). The most intricate work
with the theme of historical gardens was performed by Alain Resnais in Last Year
at Marienbad. The nature for it was filmed in two Munich parks, and the formal
interiors of Schleissheim Palace, with its countless mirrors, and the Rococo floral
decor of the Amalienburg pavilion are continued in the views of the formal garden,
which the director called “carved in stone.” A sculptural group, which the charac-
ters encounter in different parts of the park, represents their emotional states and
existence on the border between reality and sleep. The conclusion is drawn that

© Hayxa the theme of gardens in cinematography opens up a number of unique artistic
TenesnaeHus
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means. Among them are different levels of mediating documentary reality, utiliza-
tion of cultural archetypes, and using the garden as a symbolic space.

Keywords: garden in cinema, garden art, gardens of Britain, gardens of France,
gardens of Germany, British cinema, Peter Greenaway, Alain Resnais
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VIcTopryecKknin cag B KuHematorpade:
HaTypa, TpaHchopMaLms, obpas

AHHoTauus. CTaTbs MOCBSILEHA POMM UCTOPUYECKUX CafoB B 3apybexHOoM
XY[LOXECTBEHHOM KMHeMaTorpade 1 BapuaHTam 1x Ucnonb3osanus. Cag MoxeT
HbITb UCTOPUYECKON HaTypol (Bepcanb), UrpaTb posb APYroro MCTOPUYECKOro
caga (Bo-ne-BukoHT B ponu LUaHTuiin B dunbme «BaTenb»), npeactaBnath
HaUMOHaNbHbI 06pa3 ®M3HM (cagbl HaumoHansHoro MNoneynTenscKoro coseTa
AHMUK B cepunane «fopaocTb 1 npeaybexaeHne»), a Takke abcTparnpoBaTsbCs
B Oonblwen NMOO MeHblien cTeneHn. VIcTopuyecKuii cafg, CTaHOBSLWMIACS
CYMBOJIOM, MCMOMb30BaH B unbMe «MckynneHne», a B GuabMax o0 KOCMOCe
(«<MonyanuBoe 6ercTBo») U MeTadu3nke BHYTPEHHEro Mupa (<MCTOUHYIK»)
cafl COKpallaeTcs A0 Ky/lbTYpHOro apxeTumna — y4acTOK AepHa, UCTOYHUK,
cTapoe aepeso. OgHUM 13 BapraHTOB OCBOEHWS CafJOBOW TeMbl CTAHOBUTCS ee
VPOHMYEeCKast nofada: UCTOPUYECKMIA caf MoKa3aH Kak Henenas popmManbHas
3aTest (<KOHTpaKT pucoBanbluvka») nMbO Kak AOPOroCTOAWMA  3aMbicen,
paspyLiatolnii eCTECTBEHHYIO NMPUPOAY WU CaMy XU3Hb 3aKasdmnka («Mouenyit
3Meun»). Hanbonee cnoxHas paboTta ¢ TEMON UCTOPUYECKOTO cafa NpoBeaeHa
B dhunbme AneHa PeHe «B npownom rogy B MapueHbage». 3aeck HaTypa cHaTa
B ABYX MIOHXEHCKIMX NapKOBbIX Pe3unaeHUMsx, npuyem hopManbHbIi xapaktep

HAYKA TENEBUAEHUA 18 (4), 2022 44 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0003-4542-503X
https://doi.org/10.30628/1994-9529-2022-18.2-13-38

nBOpLA C 6eCYNCNIEHHbIMI 3epKanamu 1 NaBuIboHa AManuneHbypr, yKpaleHHOro
dnopanbHbIM AEKOPOM POKOKO, MPOAOMKAETCS B BWAAX PerynspHoro cajga,
KOTOPbINA  PeXmccep HasblBAET «BbITOYEHHbIM M3 KaMHs». CKynbnTypHas
rpynna, BCTpevatlowascs reposiM B PasHbiX YacTax napka, onuueTBopsieT
MX 3MOUMOHaNbHble COCTOSHUS U CYWeCTBOBAHWE Ha rpaHM peanbHoCTM
M CHa. B 3akntoyeHne caenaH BbIBOA O TOM, YTO TeMa WCTOPWUYeCcKoro cafa
B KMHemaTorpade fiaeT emy psf YHVKaNbHbIX XyAOXKEeCTBEHHbIX cpeacTs. Cpeaw
HVIX — pa3Hble YPOBHM ONOCPEAOBAHNS [JOKYMEHTAbHOW peansHoCcTuW, paboTa
C KyﬂbTyprIMVI apxeTmnaMm, MCNnonb3oBaHWe Cafa B Ka4yeCTBe CUMBOMNYECKOro
NpocTpaHcTga.

KntoyeBble cnosa. Cag B KuHemaTorpade, cagoBoe UCKYCcCTBO, cafbl Bputanuu,
cafbl dpaHumMK, caabl TepMaHum, 6pUTaHCKNA KuHeMaTorpad, MNutep MprHyaR,
AneH PeHe

1. INTRODUCTION

The use of historical gardens and parksin cinematography has a long tradition
that deserves the attention of art and cultural historians. Fiction cinematography
is a tool for the study of reality, and the garden as a work of art in itself provides
opportunities for complex mediation and figurative interpretation of the image.
Besides, it allows to culturally conceptualize garden art. This makes a subject study
of the role played by the historical garden in construction of the cinematic image
seem relevant.

First of all, however, let us determine the target under study—a garden, a
park, its historical affiliation. In the tradition, established by the 1980s, of studying
gardens and parks as works of art, the boundary between these two concepts of
landscape art was acknowledged to have little significance. Starting from the 16th
century, the forms of a garden—a cultivated area adjacent to the dwelling, and a
park—an area some distance away from the dwelling serving for recreation, began
to interact and merge. In relation to many large Renaissance and Mannerist manor
ensembles (Villa d’Este in Tivoli) and to most Baroque and Classicist ensembles
(Villa Borghese in Rome, Versailles of Louis XIV), the terms “garden,” “park,” “villa,”
and “estate” were applied at the time of their creation and are applied now equally.
The principles of landscape park design, developed in the 18th century, suggest a
single space with dedicated and beautifully designed zones that include a garden,
a promenade park, and agricultural land (Mosser & Teyssot, 2000, pp. 11-21). In the
international scientific literature, the term “garden art” was established, and with
the development of environmental thinking and culture of environmental design,
“landscape art” has also been used (Jellicoe & Jellicoe, 1995, pp. 248-251).

» o«
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There are many national traditions in landscape art, but only a few
recognizable artistic systems have been called “garden styles.” Having originated in
a particular country and historical environment, they have become universal and
are used in different situations. In European art, these were four revolving systems:
the Italian terraced garden of the 15th-18th centuries, the French parterre garden of
the 16th-18th centuries, the Dutch hedged garden of the 17th century with extensive
botanical plantings, the English landscape park of the 18th-19th centuries. These
types mixed and varied in different countries and in different eras, forming the basis
for the creation of original ensembles. Some of the garden cultures of the East
have also gained international fame. Among them are the Chinese system, with
its likening of the small garden to a large natural landscape; the Japanese system,
which turned the small landscape into a philosophically significant object; and the
Muslim tradition, known mainly from the gardens of the Mughal Empire of the 17th-
18th centuries, with their cruciform plan and complex water system (Jellicoe et al,,
1986, pp. 211-212).

In the middle of the 19th century, the aesthetics of historicism and bourgeois
tastes gave rise to an eclectic mix of elements of various historical styles, shaping
an ahistorical type of formal garden, which exists to this day. There is no significant
difference in layout, color scheme and plant choice between the garden of the
British Queen Victoria in Osborne and the garden of the Turkish sultan Dolmabahge
in Istanbul. Such gardens, serving as a sign of luxurious life, have repeatedly
appeared in cinematography (Salzburg Mirabell Gardens in Sound of Music, 1965; a
typical Japanese garden in the first Kill Bill, 2003).

A historical garden or park featured in a film is of much greater interest for
researchers. This group includes recognizable works of landscape art created within
the specified historical systems and thus able to mark the era and the environment
in which the story is set. Most often, directors choose gardens of the era to which
the story refers. However, this is not the only option, as will be demonstrated below.

The research issue are the strategies of using the image of a historical garden
in the creation of a new, cinematic image. The selection of material for this article
raised the question of the degree of historicism demonstrated in films featuring
historical gardens. Since garden art is very little known to the public, one garden
can be passed off as another (Vaux-le-Vicomte as Chantilly, Vatel), or it can help
create an era-appropriate image (Pride and Prejudice BBC series), or a particular
landscape can be turned into a symbolic space (Last Year at Marienbad). Using a
little-known garden as a recurring feature in a television series can give it enormous
popularity (tickets to Highclere Castle estate in England, the main set of Downton
Abbey, are in great demand). Since the historical garden itself is a work of art, a
complex combination of images, the filmmakers inevitably engage in a dialogue
with these images. Viewers see either a blend or confrontation of the two artworks
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(Kashchenko, 2019, pp. 366-374). It is the dialogue between the images of the actual
garden and of the garden in the film, as well as the transformation of the image of a
historical garden which is the subject of this article.

Tim Burton, who gravitates toward images of popular culture, has given
gardens a substantial place in two of his films. In Edward Scissorhands (1990), the
protagonist is trimming townspeople’s hedges into outlandish animals. It was not
a film set but the actual topiary—the Green Animals Topiary Garden in Portsmouth,
Rhode Island; the figures were created by two generations of owners in 1905-1945.
And in Charlie and the Chocolate Factory (2005), the characters find themselves
in a candy garden with sugar grass and a chocolate river. This landscape has no
historical allusions.

Most often historical gardens appear in biopics, acting in their own role or as
conventional surroundings appropriate for the era. A more complex and artistically
promising way to use the historical garden is to turn it into a symbol and interpret
this symbol. Unfortunately, there are very few examples of artistic use of historical
gardens in Russian cinema, whereas in Western cinematography, several types of
dialogue with the garden can be distinguished:

1) Familiar garden: Versailles, The Taking of Power by Louis X1V,

2) Typical garden: English gardens, The Serpent’s Kiss, Barry Lyndon;

3) National garden style: Pride and Prejudice;

4) Garden environment: The Secret Garden (1993), Blowup;

5) Garden as another garden: Vaux-le-Vicomte as Chantilly, Vatel,

6) Garden in ironic interpretation: formal garden of Groombridge Place, The
Draughtsman’s Contract,

7) Garden in symbolic interpretation: Munich-Nymphenburg, Last Year at
Marienbad;

8) Garden as an absent symbol: The Cement Garden, The Garden of Allah, Red
Desert;

9) Garden as an abstraction: Metropolis, Silent Running, Darren Aronofsky’s
The Fountain.

These options shall be considered in terms of creative opportunities and new
artistic means which they give directors. The hypothesis of the study is that variants
from 6109, allowing for the highest level of mediation of nature and the most subtle
figurative means, will bear the richest and most interesting results.
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2. GARDEN AS PART OF THE NATIONAL LIFESTYLE

The garden in the role of itself illustrates a historical scene. Such are the
numerous appearances of Versailles in French cinema, especially after the
reconstruction of the main garden and Trianon park after the 1999 hurricane: The
King is Dancing (Le Roi danse, Gérard Corbiau, 2000), Marie Antoinette (Sofia Coppola,
2006), Versailles: The Dream of a King (Versailles, le réve d’un roi, Thierry Binisti, 2008),
A Little Chaos (Alan Rickman, 2014). Of interest, including for the history of garden
art, is the period drama Royal Affairs in Versailles (Si Versailles métait conté, 1953) by
Sacha Guitry. It depicts, in semi-serious form, the major eras of Versailles life, from
being built as a hunting lodge to the French Revolution, and records the state of the
ensemble and its vegetation as of 1952 (Fig. 1, 2). In the final scene, characters from
different eras descend the Hundred Steps staircase, reproducing the composition
from the cover of 1922 graphic album “Versailles” by Alexandre Benois. Roberto
Rossellini’s authentic biopic The Taking of Power by Louis XIV (La Prise de pouvoir par
Louis X1V, 1966) depicts the stages of the construction of the ensemble and explains
its significance.

Fig. 1. Still from Royal Affairs in Versailles (Si Versailles m’était conté), 1953*

! See the image source: https://www.kino-teatr.ru/kino/movie/euro/22185/foto/i2/ (06.02.2022).
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Fig. 2. Alexandre Benois. Cover for the lithographic album “Versailles”, 19222

Atypical garden, symbolizing the specific era, can play a very important role
in the film. The generalized image of an English landscape park is an integral part
of the famous television drama Pride and Prejudice (Simon Langton, 1995). The
filmmakers have thoroughly studied the historical and geographical background
of Austen’s 1813 novel. Jane Austen spent most of her life in the city of Bath, and
many of the gardens and townscapes of the film are set in the Southwest of England
(Conklin & Birtwistle, 2003, pp. 22-27).

The town near which the Bennetts lived was shot in the village of Lacock near
Bath. The feelings between Elizabeth Bennet and Fitzwilliam Darcy flare up mostly
on the lake and in the pavilions of Stourhead, a remarkable landscape park also
located not far from Bath. Finding a fairly palatial estate suitable for Mr. Darcy was
more challenging, but eventually Lyme Hall was chosen for the role. Although it is
located in the North, near Manchester, its imposing facade reflecting off the pond
and its rolling parklands fit the Pemberley Manor described in Austen’s novel (Fig.
3). The magnificent home belonging to Darcy’s arrogant aunt, Lady Catherine de
Bourgh, matched the large forms of Belton House. Tellingly, in creating the high-
culture environment of the novel, the crew worked closely with the National Trust

? See the image source: https://antikvaria.ru/product/benua-antikvarnyy-albom-versal-
1922-god/#pid=1 (06.02.2022).
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of England (Sokolov, 2018, pp. 592-603), a commercial charity that provided 24 of
its properties for filming. Unlike the 1940 Hollywood Pride and Prejudice, directed
by Robert Leonard, where the events unfold against the high society background
and the garden appears only as a conventional setting, the 1995 film has become a
monument to English culture, including garden art.

Fig. 3. Still from Pride and Prejudice, 1995. Scene was shot at Lyme Hall estate®.

A more common cinematic way of creating a garden environment is shown in
Stanley Kubrick’s Barry Lyndon (1975). The story of a young Irishman who becomes
an officer and a rouge begins in summer lakescapes. Barry’s unimaginable wealth
after his marriage is demonstrated through the grandiose views of the house
and park at Castle Howard (Sokolov, 2020, pp. 120-128). History buffs are aware
of the story of Charles Howard, Earl of Carlisle, whose descendants still own the
estate, but the film was not intended for English connoisseurs. As a recognizable
and exceptional ensemble, Castle Howard was the setting for many different films.
Among them are two adaptations of Evelyn Waugh'’s Brideshead Revisited (1981,
2008) and even the comedy The Spy with a Cold Nose (Daniel Petrie, 1966), in which
the house imitated the Kremlin.

Sometimes a garden location is chosen because of the history of its owners.
The characters of lan McEwan’s novel Atonement, who later end up in World War Il
meet in 1935 at an old and neglected estate. The film crew found a suitable manor
house in the photo archive of magazine. Just by that time, the heiress to Stokesay
Court had restoration work on the house completed. Its Victorian appearance was

3 See the image source: https://www.bbc.co.uk/programmes/b009016x (07.02.2021).
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enhanced by set decorators; the fountain bowl was furnished with a replica of
Triton by the Baroque sculptor Gian Lorenzo Bernini, mentioned in the novel. The
combination of the two images created the nostalgic appearance of the summer
garden and park, which became the symbolic dominant of the entire movie
Atonement (Joe Wright, 2006) (Fig. 4).

Fig. 4. Still from Atonement, 2006. Fountain at Stokesay Court with the sculpture added*

The Serpent’s Kiss (Philippe Rousselot, 1997), a little-noticed film about a
garden with the plot close to that of The Draughtsman’s Contract, is an intriguing
dive into a long era of garden design in Britain. A wealthy and thrifty entrepreneur
decides to impress his wife with a newfangled Dutch-style garden. Therefore, the
setting can be identified as the middle of the 17th century, when Dutch formal
flower gardens were a novelty. When a suspiciously young Dutch gardener arrives
and gets down to work with enthusiasm, the garden starts to emerge by the minute.
However, this upsets the owners’ daughter, who enjoyed the natural thickets of
the estate. A mystical hurricane destroys the parterres and greenhouses, and the
Dutchman confesses that he is only an assistant to the actual famous garden
master, and flees the manor together with the girl. The film does not depict an
authentic Dutch garden (especially since there are hardly any left in Britain), but
rather its typical appearance. In the film, this convincing-looking garden is being
built, destroyed, and rebuilt, and its flowerbed in the form of a serpent biting its own
tail serves as the mainspring for the detective part of the plot (Fig. 5).

*See the image source: https://stokesaycourt.com/about/house/atonement/ (07.02.2022).
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Fig. 5. Still from The Serpent’s Kiss, 1997°

A spoilt girl, after the death of her parents, finds herself in her uncle’s gloomy
manor, but manages to create for herself and others a little paradise in a neglected
garden—this is the plot of the 1911 children’s story The Secret Garden by Frances
Burnett. The American writer was well-acquainted with the English homestead
life. The title of the story refers to the long tradition of arranging a fenced garden
near the house, in which fruits and vegetables ripen faster due to less wind.
These gardens were often called “secret” after the private gardens of Italian villas
(“giardino segredo”). Mary, the heroine of the story, finds such a garden locked up
and abandoned because of her uncle’s grief for his deceased wife, who had spent
much timein it.

Among several feature and animated films based on the novel, Agnieszka
Holland’s The Secret Garden (1993) stands out. The setting for a typical English
manor was found at Allerton Castle in Yorkshire, which combines a pseudo-Gothic
palace, a formal Victorian parterre, and a hilly landscape park. The film emphasizes
the contrast between the dark rooms of the castle and the wide natural panoramas.
The overgrown walls of the secret garden are dusky, but inside it is full of light

® See the image source: http://www.iftn.ie/filmography/byyear/1997/?act1=record&aid=70&rid=17
30&tpl=filmography_dets&only=1&force=1 (08.02.2022).
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and—once Mary and her friends start taking care of it—of flowering plants. A miracle
happens here: the owner’s son Colin, supposedly terminally ill, starts walking again
and begins the life of an ordinary child. In the final scene, the heroes are joyfully
dancing on a wide meadow seen through a passage in the green hedge. The image
of the garden is generalized here, but the English flavor is pronounced.

3. GARDEN AS ANOTHER GARDEN: FROM IMAGE TO SYMBOL

On the example of The Serpent’s Kiss, we can see the shift from a specific
garden exterior to its mediation and interpretation. This is when the garden begins
to be used as a symbolic image. However, deviations from historical accurateness
are possible not only for the sake of symbolic generalization. Using one garden in
the role of another oneis usually a forced situation in which the differences between
them have to be disguised rather than emphasized. The semi-fictional screenplay
of Vatel (Roland Joffé, 2000) tells the story of Francois Vatel, cook and Master of
Festivities of Louis de Bourbon, known as the Great Condé. Willing to amend for his
partin the rebellion against Louis XIV, the commander throws a lavish feast in honor
of the king. The plot of the film demanded a showing of Chantilly, Condé’s estate.
However, the real Chateau de Chantilly has since been altered, destroyed during the
French Revolution, and rebuilt in conventional medieval forms only in the 1880s.
The only part of the original formal park designed by André Le Notre, which was
recreated in outline, is the parterre near the canal.

In the credits, the filmmakers show a distant view of the castle, while during
the on-location scenes we see the parterres of Vaux-le-Vicomte: on the one hand,
it perfectly represents Le Notre’s style, but, on the other hand, is well known to
thousands of visitors to this ensemble. The cameraman aimed at fragmenting the
landscape and obscuring it with festive decorations. However, the climactic scene—
the seafood feast—required a totally impressive location. The grotto on the far side
of the canal at Vaux-le-Vicomte became such a setting. Thus, instead of the historical
forms of one famous park, the film shows fragments of another, giving the viewer a
very approximate impression of the French style of the Sun King era (Fig. 6, 7).
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Fig. 6. Still from Vatel, 2000. The cook’s figure blocks the view of Chateau de Vaux-le-Vicomte
since the scene is assumed to take place at Chantilly®.

Fig 7. Vaux-le-Vicomte, view from the canal. Photo by Boris Sokolov, 2014. Archive of the author

Peter Greenaway’s cinematography is based on irony in relation to culture and
on the deconstruction of established values. The Belly of an Architect (1987) is a story
of a professor arranging an exhibition of Etienne-Louis Boullée’s projects in Rome,
whois obsessed by his own illness and his wife’s infidelity. The same countercultural
concept is at the heart of the widely acclaimed, visually spectacular detective story

¢ See the image source: https://www.imdb.com/title/tt0190861/ (08.02.2022).

HAYKA TENEBUAEHUS 18 (4), 2022 54 THE ART AND SCIENCE OF TELEVISION


http://www.imdb.com/title/tt0190861/

The Draughtsman’s Contract (1982). As in The Serpent’s Kiss, the action takes place
in the time when Dutch formal gardens were considered a fashionable novelty.
The year is explicitly marked—1694, just before the Age of Enlightenment and the
“landscape revolution.” The suitable garden was found in the southeastern county
of England, Kent. Groombridge Place has a long history and has retained the basic
forms of a formal trellis garden. Arthur Conan Doyle loved its eerie appearance and
made it the setting for his story The Valley of Fear and the ghost series The Edge of
the Unknown.

Like most large English estates, the formal garden of Groombridge Place is
surrounded by an open landscape park. According to the plot, the mistress of the
house, Mrs. Herbert, persuades a famous artist Mr. Neville to make drawings of the
estate, which she needs for reconciliation with her long-absent husband. Mr. Neville
sketches six views of the garden and the house with unexpected details like drying
laundry or a ladder leaning against the wall. (The drawings were actually made by
Greenaway himself, a professional artist) It then turns out that the missing husband
was murdered and thrown into a moat in front of a horse statue with a living huge
wild man with bronze-painted skin sitting on it. The horse itself is reminiscent of
Ludovico Sforza’s monument in Milan, never finished by Leonardo da Vinci.

Everyone begins, either seriously or feignedly, to suspect each other of
murder. The landlord’s daughter makes another deal with the draughtsman: in
order to retain her estate, she needs to conceive an heir. The second series of yet
another six drawings hints at the murder even more explicitly and at the same time
ambiguously. The artist leaves only to soon return under a strange pretext of making
a thirteenth drawing mentioned in the contract as the extra sketch for rejection.
He wishes to draw a view of the fateful pool and the equestrian statue. The three
pomegranates, which he has brought as a gift from a gardener he knows, also turn
out to be a fateful symbol. The mistress’s daughter sardonically explains to him that
pomegranate seeds are an attribute of Proserpine and the afterlife, and its juice
signifies blood.

After that, long lectures and dialogues give way to swift action. In disregard of
his plan to sketch the moat during the day, Mr. Neville does it at night, by torchlight.
Here, he is surrounded by enraged masked men, family members and friends, who
carry out a symbolic execution on him. They read out to him the “third contract”—
he is to be blinded, have his clothes torn, and be killed and thrown into the same
moat. The scene is reminiscent of the pursuit of Mozart’s Don Juan by the vigilantes;
but in this film, it is they, not some hypothetical demons, who murder the hero.
The dead artist’s drawings are writhing in flames. After the company leaves, the wild
man dismounts from his horse and reaches for a pineapple—a rare fruit—grown in
a greenhouse. He bites into it but immediately spits it out in disgust. This is the last
frame of the film.
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Film historians have noted that Greenaway likes to come up with supposedly
reasonable lists and classifications only to later reveal their falsity (Kashchenko,
2019, pp. 373-374). Here, the numerical series is quite transparent: six drawings for
the mother, which only slightly reveal the intent; six drawings for the daughter with
more explicit hints, dangerous for many of the characters; and a suicidal drawing of
the crime scene. In the second series, distant views and open landscapes appear,
but the last drawing depicts a very cramped scene—a wall, a statue, and a pool.

Greenaway emphasizes the theatrical nature of the formal garden, its
perspective views and green backdrops. In one of the drawings, a line of three
obelisks stretches into the distance. As the mistress’s daughter prepares a location
for the second-contract drawing, she passes behind the trellis walls, appearing
here and there and gradually approaching Neville’s easel. The double frame of his
drawing device looks like a gun pointer. Neville “catches” the living landscape with
the thin threads of his frame like with a spider’s web. When the other characters
look through this aligner, it looks as if they are trying on the role of the master of the
stage (Fig. 8).

Fig. 8. Still from The Draftsman’s Contract, 1982.
Scene was shot at Groombridge Place’

The director accentuates the whimsicality of costumes, wigs, and poses,
bringing them almost to the point of grotesque. The same impression is evoked
by the complex, artsy shapes of trees and bushes. In a drawing, the artist’s foe,
Talmann, looks like a crooked tree with his tall wig resembling a curly crown.
TSigeitihieTr;;éggngEg: https://web.archive.org/web/20100701184838/http://petergreenaway.org.
uk/draughtsman.htm (08.02.2022).
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Greenaway has no interest in the dialogue between the two parks, the formal and
the landscape. He contraposes the cultivated garden, which looks bizarre and
ostentatious, and the wild, brutal nature. It is represented by the animal passions
of men, brutal murders against a backdrop of exquisite dialogues, a naked statue
man resembling a mythical monster in a labyrinth. The image of Caliban from the
1991 film Prospero’s Books, based on Shakespeare’s The Tempest, is very close to
the “wild man” from The Draughtsman’s Contract, and the boy Ariel represents the
soft but equally wild side of the elements.

4. GARDEN AS A SYMBOLIC IMAGE

There are two ways to create the symbolic image of a garden in cine-
matography. One method is to show the garden as an abstract image, a visual
idea. The second way is more complicated: it implies symbolization of a particular
garden, including a historical one, its artistic transformation. For this purpose, the
creative team of a film must be proficient in the means of garden art and take into
consideration its cultural aura.

Let us start with films in which the image of the garden is simplified and
abstracted. One of the first films, in which a garden represents paradise and the
industrial environment—hell, is 1927 Metropolis by the German director Fritz
Lang. It is a fusion of utopia, dystopia, science fiction and disaster film. In the
autonomous futuristic city, the rich live in towers and the workers live in damp
basements near machines. The beginning of the film looks idyllic: the son of the
master of Metropolis wiles away with the girls in an interior garden. The garden is
endowed with the poster features of an earthly paradise—trees, flowers, a fountain,
and white peacocks (Figure 9). The young man then enters the lower tiers of the
city and is horrified by what is happening there. The factory area resembles hell,
and the blazing furnace in the hero’s imagination takes the form of Moloch who
demands human sacrifices.
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Fig 9. Still from Metropolis, 1927¢

Another science fiction film in which the garden plays a symbolic role is
Silent Running (Douglas Trumbull, 1972). In the future, Earth has suffered some
unexplained ecological disaster. A huge starship is flying slowly away from the Sun
with its precious cargo—glass domes with artificial gardens. They must be saved for
the future. The hero cherishes his plants, rabbits and birds, when all of a sudden, an
order comes from his command to jettison the garden oases and change course.
Unable to obey, the young astronaut kills the other crewmen and directs the last
dome on an endless space journey. After the hero’s death, the garden is watered and
cultivated by a touching robot. Interestingly, the green oases under glass are not a
figment of the imagination. As a model, the director took the Climatron dome of the
Missouri Botanical Garden greenhouse in St. Louis. Interestingly, the gardens were
originally intended to be filmed in another botanical microcosm, the Mitchell Park
Domes in Milwaukee (Fig. 10-12).

8 See the image source: https://documents.uow.edu.au/~morgan/metroa.htm (08.02.2022).
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Fig. 11. Silent Running poster, 1972%°

% See the image source: https://www.imdb.com/title/tt0067756/ (08.02.2022).
10 See the image source: https://www.pinterest.ru/pin/568860996689295416/ (08.02.2022).
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Fig. 12. Biosphere in Genoa. Photo by Boris Sokolov, 2012. Archive of the author

The plot of Darren Aronofsky’s drama The Fountain centers on the doctor
searching for a cure for his dying wife. Reality here intertwines with two other
worlds. Oneis a novel about the Spanish queen and the search for the Tree of Life in
America, which the doctor’s wife leaves him unfinished. The other oneis the mystical
path of transcendence on which he seeks to embark. In the novel, the hero, in the
guise of a Spanish conquistador, tries time after time to break through the jungle to
the Tree of Life. When he finally succeeds, he opens the bark and greedily drinks the
milky sap. But the elixir does not simply heal the wounds—it completely transforms
the conquistador’s body into a mass of green sprouts. In the mental world, the hero
is shown as an Oriental monk flying in space in a transparent sphere. There is an
old dying withered tree and a barely visible stream of water. The moment the hero
reaches enlightenment, the tree crown comes back to life. The ending brings events
into the real world: the doctor drops a dried fruit on his wife’s snow-covered grave
and leaves. Enlightenment gave him a new attitude: he stops holding on to physical
immortality and turns to spirituality.
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Fig. 14. Still from The Fountain, 2006

! See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
12 See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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Fig. 15. Still from The Fountain, 2006*®

The Fountain is full of biblical symbols. The tree in the light of dawn, to
which the hero aspires, corresponds to the Tree of Life in Eden. The Indian chief
who stands in his way reminds of the angel with the flaming sword at the gates of
Eden. Endeavoring to wrest immortality from the Tree, the man himself is devoured
and transformed into flowers. In their experiments to obtain a cure, doctors use
gums from tropical trees—the very ones that were used to make Egyptian balms
and Christian incense. The shape of the tree and the prickly fruit in the final scene
point to liquidambar, or sweetgum, known for its fragrant and healing gum. Its
fruit, planted at the grave, apparently hints that the hero finally reconciles with the
impossibility of eternal life; instead, there is hope for a seed, for “if it dies, it produces
many seeds” (John 12:24).

Garden as a symbolic image—as well as the image of its absence—occupies
an essential place in Michelangelo Antonioni’s cinematography. In his Red Desert
(Il Deserto Rosso, 1964), the heroine slowly goes mad against the backdrop of
a monstrous industrial landscape. Pipes, smoke, barrels, chemical emissions,
and a landscape without a single tree is her “desert.” In Blowup (1964), a young
and pretentious photographer Thomas (it was probably his image that was later
reflected in the character of Mr. Neville in The Draughtsman’s Contract) is absolutely
in his element among the city streets, dusky rooms, companies, and temptations.
On his way to an antique shop on the outskirts of London, he haphazardly enters
a public park in search for new plots among its rustling trees. Seeing a strange
couple, Thomas takes several photos of them, which makes the woman angry
and disturbed. After a skirmish with her, he returns to his lab. There, under high

3See the image source: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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magnification, the photographer discovers unusual details: the body of the man he
was taking photos of, and a barrel of a pistol among the greenery. The pictures are
then stolen by the woman from the park, and the corpse is gone by morning. The
symbolic disappearance of reality is reinforced by the final scene: a group of mimes
playing an imaginary ball in the park and prompt the photographer to join in the
game.

The murder scenes were filmed in Maryon Park, Greenwich, a typical
promenade area on the far outskirts of London. Antonioni was looking not for
a recognizable image, but rather an environment dissimilar to the character’s
cramped urban world. He enters the park through a line of large trees resembling
propylaea. Walking quickly through the thicket, he emerges to the sound of leaves
onto a large, flat bowling green—a sunk parterre, where a tennis court is also
located. Then, standing on a wide lawn with only individual trees, as is typical in a
landscape park, he takes a few shots of a couple hiding from prying eyes. The lawn
ends with a small fence, and behind it there are office buildings with illuminated
advertising. This makes the scene look equivocal: though standing in a vast green
world, the lovers are still at the edge of urban civilization, and the houses seem to be
spying on them. The advertisement board will be shown glowing later, at nighttime,
when the photographer revisits the park. The intimacy is only illusory: the couple
is watched by the killer, the photographer, and the city blocks. The mowed lawn,
which reappears in the final scene, gives the impression of a “green desert,” serving
as a backdrop for the title (Figures 16-17).

Fig. 16. Stills from Blowup, 1964. Scene was shot at Maryon Park, Greenwich!*

' See the image source: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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Fig. 17. Stills from Blowup, 1964. Scene was shot at Maryon Park, Greenwich*®

Zabriskie Point (1970), released four years later, explores the theme of
“desertification” of the modern human world. A student riot, which resulted in a
killing of a policeman, leads a young couple to the desert, which has a distinctly
symbolic character. The California landmark, the Zabriskie Point mountainous
desert, part of Death Valley, served as the setting. During the love scene, a sea
of hands rises above the sands, and we see many such half-naked couples. After
the young man’s death, the girl arrives at her boss’s villa and blows it up with a
long, hateful look. A desolate setting dominates the world of the characters: the
luxurious modern villa is located in desert cliffs, where there is not a flower; and
the only garden shown in the film is the university rose garden, where the shootout
with the police takes place. Likewise, desert and stone dominate in The Passenger
(Professione: Reporter, 1975), which begins in the Sahara and ends in a sun-scorched
Spanish village. One could say that in Antonioni’s world, it is not the garden but the
blatant absence of one that plays a major role.

5. LAST YEAR AT MARIENBAD:
DISSOLVING THE PLOT IN A GARDEN ENVIRONMENT

Last Year at Marienbad (Lannée derniére a Marienbad, 1961) is of particular
interest in terms of its source and artistic content. It was based on a ciné-novel

1 See the image source: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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by Alain Robbe-Grillet and directed by Alain Resnais, who had found that they
were on the same wavelength. The authors seek to atomize the plot, to make it
senseless, to bring the viewer’s experience to associative recollections and symbolic
generalizations. In 1961, the screenwriter and director gave a long interview to the
Cahiers du Cinéma magazine, but it is as vague and plotless as the film itself.

The story is based on the three characters encountering at a cumbrous
Baroque hotel with a garden. According to the script, the names of the characters
are X, A, and M. The man with an Italian accent constantly hints at his former
relationship with the woman and begs her to reconcile. They are shadowed by
another man, “who may be your husband,” while the rest of the hotel guests are
nearly motionless. Everything looks like a dream or an endless chain of memories.
In addition, in the script, the setting is referred to times long past: “It must have been
in 1928 or 1929. — Really... It's unbelievable.” As the creators point out, the repeating
scenes exacerbate the emotional state of the characters, and the encounter in the
past, which the woman denies at first, gradually consumes both their souls and
their surrounding;

In Marienbad at first we think that there is no last year, then we realize that

last year dominates everything: that we are definitely caught up in it. At first

we think that Marienbad did not exist, only to realize that we have been there
from the beginning. The event which the girl repudiates has, by the end of the
film, contaminated everything ¢

In the multilayered fabric of the film, the garden plays a huge role. Its
description in the script it very specific: “The grounds of that mansion were rather
in the French style... without trees, flowers, or any plants at all.” The only place in
the park that draws the attention of the characters is the sculptural group, to which
they give different explanations. Mr. X says: “They have come to the top of a cliff.
He stops her going too near the edge... while she points to the sea stretching to
the horizon.” Mr. M coldly clarifies: “It represents Charles Ill and his wife... but it isn’t
contemporary, of course. It is the oath before the Diet, at the treason trial.” Each
man projects his desires and fears onto the sculpture.

The complex semantic and visual composition required a very precise
choice of location, which was eventually found in Munich. The main views of the
parterre were shot at Nymphenburg, the residence of the former rulers of Bavaria.
Another detail, which Robbe-Grillet paid special attention to, was the similarity of

15 Here and elsewhere the interview (Cahiers du Cinéma, September 1961) is quoted from its transla-
tion into English on Neugraphic: http://www.neugraphic.com/marienbad/marienbad-text14.html
(first published in English in Films and Filming, February 1962, pp. 39-41; translated by Raymond
Durgnat from Cahiers du Cinema).
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the old artificial vines of Baroque stucco and the artificial life of the garden and
the characters: they walk along “this elaborate frieze beneath the cornice... with
its branches and garlands... like dead leaves...” Most of the scenes were shot in the
opulent interiors of Schleissheim Palace. “Antique foliage” is also present in the
Amalienburg hunting lodge (Nymphenburg Palace Park) designed by the Rococo
architect Frangois de Cuvilliés. Its mirrors, branches, and hunting trophies on its
plafonds are the core motif of the action.

A thorough study of the shots proves that the director did not make do with
the Nymphenburg parterre. Views of the garden with black boxwood pyramids
(most likely, these are decorations—there have been no living trees there for a long
time) are shown from a high staircase of the palace. But the views of the palace itself
are shot in a different place. Apparently, Alain Resnais found Nymphenburg, with its
tall and brisk profile and Dutch-style elements, unfitting for the role of a dusky hotel.
Instead, he picked a wide and squat facade of Schleissheim Palace, a less known
and less well-kept residence in a suburb of Munich. The Schleissheim parterre was
not suitable for the film for several reasons. Itis almost bare, and its topography and
trimmed plants are long lost. Besides, the Schleissheim parterre ends with a small
palace surrounded by a canal, while the low cascade at Nymphenburg does not
interfere with the endless perspective of the garden. The geometry of the garden,
composed of two real gardens, is so elaborate that a modern architect was able to
draw up a plan of this non-existent ensemble (Fig. 18-21).1"

Fig. 18. Still from Last Year at Marienbad, 1961. Scene was shot at the parterre
of Nymphenburg'®

1" Sgolacchia, R. (2017, October 6). Deconstruction of the Filmic Space—L’Année derniere a Ma-
rienbad (Alain Resnais, 1961). Archined. Retrieved February 8, 2022, from https://www.archined.
nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-res-
nais-1961/ (08.02.2022).

'8 See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Fig. 19. Nymphenburg Parterre and Palace. Photo by Boris Sokolov, 2012.
Archive of the author

Fig. 20. Still from Last Year at Marienbad, 1961.
Scene was shot at the Schleissheim parterre®®

¥ See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Fig. 21. Last Year at Marienbad. Plan of the imaginary garden composed of parts
of Nymphenburg and Schleissheim parks?®

The image of a dead garden, which comes from the symbolist poetry, is
complemented by the motionless figures of the hotel guests. In the interview,
Resnais points to the idea that the reality in the film is multi-layered: “If you study
Marienbad closely, you see that certain images are ambiguous, that their degree
of reality is equivocal. But some images are far more clearly false, and there are
images of lying whose falsity is, | feel, quite evident.” One such scene is the parterre
panorama, where people cast long shadows, while trees do not (Fig. 18).

The sculpture of a man with a woman and a dog, about which the characters
talk so much, was custom-made for the film (Fig. 22). It drifts through the
Nymphenburg park, first towering over the parterre, then standing at the top of the
stairs and later on the balustrade near the cascade; sometimes facing the palace
and sometimes—the garden. What is more, the dog, the meaning of which the
heroes argue about, is now there, now it is not. This technique is reminiscent of the

# Sgolacchia, R. (2017, October 6). Deconstruction of the Filmic Space—LAnnée derniere a
Marienbad (Alain Resnais, 1961). Archined. Retrieved February 8, 2022, from https://www.arch-
ined.nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-res-
nais-1961/
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wandering of the statue man in The Draughtsman’s Contract. In fact, for Greenaway,
Resnais’ film is the gold standard. In his interview to the Sobaka magazine, Saint
Petersburg, he said, “Sometimes | think that when | make films, I try to reproduce
Last Year at Marienbad.”

Fig. 22. Last Year at Marienbad, film set. The platform with the sculpture was built
on to the staircase of Nymphenburg Palace?

Apartfrom the actual garden, there are four pictured images of the hotelin the
film. One is an engraving of the archaic garden, possibly Nymphenburg at its earlier
phase. The second is a Baroque setting in a theater hall, in which actors resembling
X and A meet. There is a parterre surrounded by transverse trellises, two statues,
and a small palace in the distance. This space reflects the mysterious aspect of the
garden, in which one can still get lost. The third image is an illuminated axonometric
model of the garden. Its arrangement is close to the combined garden shown in the
film: the facade of the palace, the same as Schleissheim; the central paired lines of
lawn surrounded by sheared pyramids; and the open parterre. Only instead of the
statues, like the ones in Nymphenburg, there are vases on pedestals. A night sky
and sand are black, and against their background the park, the palace, and lawns
seem to be glowing. This negative of the garden is similar to the dark landscape in
the last scene of the film, in which X and A walk away into nowhere. But even these
are not all the nuances of the deceptive garden reality. In another scene, M looks

2 Ludevig, I, & Poggenpol, A. (2012, July 6). Interv’yu s Piterom Grinueem [Interview with Peter
Greenaway]. Sobaka.ru. Retrieved February 8, 2022, from https://www.sobaka.ru/entertainment/
cinema/12365

2 See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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at a drawing that schematically depicts the same palace and the same garden.
However, the foreground shows the meeting place of X and A—a bench on the left
and a sculptural group on the right—facing the palace (Fig. 23).

Fig. 23. Still from Last Year at Marienbad, 1961.
The engraving features the Schleissheim parterre with sculptures added®

This endless circle of different realities embodied in the various guises of the
garden is the climax of complex cinematic constructions devoted to this theme.
Here, as later in The Draughtsman’s Contract, a number of artistic means of garden
art are used. Among them are theatrical composition, perspective and its closure,
open and chamber parts of the garden, creating very different moods.

6. CONCLUSION.
THE HISTORICAL GARDEN AS A POWERFUL TOOL FOR CINEMATOGRAPHY

As suggested at the beginning of this study, the most interesting results in
the creation of the cinematic image come from the indirect, symbolic use of garden
scenery. Asin The Draughtsman’s Contract and Last Year at Marienbad, gardens can
bring not one but several historical and cultural contexts into the narrative at once,
adding to the complexity of the heroes’ characters and the audience’s associations.
In Marienbad, the historical garden environment is nearly impersonal, but the
hints of a recognizable garden and era create an intrigue that teases the viewer’s

perception. This work may be compared to Wassily Kandinsky’s “absolute” painting,
in which associative allusions to a recognizable object and subject are preserved.

% See the image source: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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By the way, in his Bauhaus period, Kandinsky was considering making an animated
film based on his synthetic play The Yellow Sound.

A rich material for filmmaking is the garden in its formation and/or decline,
the process of garden making demonstrating the elements and figurative means of
this art. Examples of such films are The Serpent’s Kiss and The Secret Garden. One
of the ways to show a garden in terms of its volume and movement is a moving
shot while passing through a hedge maze. The story told in Orlando (Sally Potter,
1992), which is based on Virginia Woolf’'s novel of the same name, begins in the
Elizabethan times. In one of the scenes, the protagonist runs through a labyrinth,
changing appearance, gender, and era along the way. In The Shining (S. Kubrick,
1980), the snow-covered maze near the hotel helps the boy hide from his mad
father. In mass film culture, there is the computer-generated maze in Harry Potter
and the Goblet of Fire (Mike Newell, 2005).

The above examples allow us to draw some conclusions about how the two
very complex cultural phenomena interact. On the one hand, there is a historical
garden—a combination of an earthly paradise, a “good place,” as ancient authors
called it, and the historical environment, imbued with associations. On the other
hand, the cinema, representing the world as images ranging from documentary to
fantasy, and colliding and combining them. We have traced how historical gardens
are used in cinematography on the way from documented realness to complex
images, in which different planes of reality combine and encourage the viewer’s
imagination, and enable associative and multiple interpretations.

Sometimes, the viewer’s associative work is organized through defamili-
arization: the old formal garden in The Draughtsman’s Contract and the front garden
in Last Year at Marienbad are pictured calm and motionless, in a sequence of states.
In other cases, the garden is a changeable object: in The Serpent’s Kiss, it is created,
destroyed by a storm, restored, and the last scenes take place amidst a picturesque
thicket. The park in Blowup is first shown afternoon as a peaceful place; then at
night, the focus is on its bustling trees and dusky forms; and finally, the bright
morning light makes the events of the previous day appear illusory. Apparently,
the two options, a series of static pictures of the garden or the dynamics of its life,
are the most popular and fruitful strategies for using the garden, park and cultural
landscape in cinema.

Another expressive means offered by the garden theme to cinema is the
utilization of cultural archetypes associated with it. The image of Paradise in
Aronofsky’s The Fountain stems from the biblical story of audacity and the fall of
man. This is why the hero’s attempts to find the source of immortality in spiritual
reality (and the cure for an incurable disease in physical reality) end either in his
death or in his transformation into springwood. Another plane of the film, the
travel in a transparent sphere with a tree and a stream, evokes associations with a
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greenhouse, an alchemical flask, and prelife. In Last Year at Marienbad, the mirrored
hallways and still servants in the hotel continue the motionless and austere garden
with its bosquets and statues that resemble each other like reflections in a mirror.

An important feature of the historical garden as an object for cinematic
interpretation is its spatial extent. It is a volumetric work of art with the means of
expression that are inherent in theater. Characters can walk through the garden,
stand out or be lost in its background, thus emphasizing how deep or confined the
space is. The Secret Garden and The Draughtsman’s Contract highlight the contrast
between the characters’ free self-perception and plasticity of movements when they
arein open park landscapes and their cramped, ceremonious behavior in the formal
parts of the manor. The makers of Last Year at Marienbad repeatedly juxtapose living
people with statues, leading the flow of associations to liken the trio of characters
to the sculptural group. Among these images, saturated with associations, are a
theater scene and paintings of the garden in various versions, from a scheme to a
toy theater with lights in the windows.

The theme of the historical garden offers cinematography a number
of valuable artistic means. Among them are: different levels of mediation of
documentary reality; work with cultural archetypes and historical environment;
theatricalization of topiary; the use of the garden image as a source of associations
and symbolic space. All of these means open up vast opportunities to filmmakers.

* ok ok

1. BBEAEHUE

/lcnonb3oBaHWe NCTOPUYECKUX CAfJOB U NapKoB B KMHemaTorpade — fas-
HAS TPagWLMA, 3aCNY)KMBAIOWAA BHYMAHWUS UCTOPUKOB MCKYCCTBA W KynbTypbl.
irpoBoi KuHemaTorpad SBNSETCS MHCTPYMEHTOM UCCNeA0BaHUS AelCTBUTENb-
HOCTW, @ Cafi KaK CaMOCTOATeNbHOE MPOU3BefeHMe UCKYCCTBA LaeT BO3MOXKHO-
CTW CNIOXKHOMO OnocpefoBaHus, 06pa3Hoi nHTepnpeTaummn obpasa. Kpome Toro,
3[eCb CO3AAETCH CUTYaLMS KyNETYPHOrO OCMbICNIEHNS CafoBOroO WMCKycCTBa. [o-
3TOMY NpefMeTHOE U3yYeHne PoK, KOTOPYIO UCTOPUYECKUIA cad UrpaeT B co3fa-
HUW KMHeMaTorpaduyeckoro 0opasa, NpeacTaBnseTcs akTyanbHbIM.

OpHaKo npexpe BCero Hyxaaetcs B onpefeneHny cam uccnegyemblii omb-
eKT — cafl, NapK, ero NcTopuyecKas NPUHaaNeXHoOCTb. B cnoxmswencs K 1980-m
rofjam TPaguLMM N3ydeHns caga v napka B KayeCTse XyJOKeCTBEeHHOro Npov3Bse-
AEHUS TPaHNLA MeXay STUMU ABYMS acneKTamu naHAwabTHOro UCKyCCTBa Npw-
3HaHa Mano 3Ha4yMMoit. HaumHas ¢ XVI ctonetus dhopmbl cana, TO eCTb KynsTu-
BVMPOBAHHOMO y4acTKa Npu XuAuLLe, ¥ Napka, TO eCTb TeppUTOPUN, OTAANIEHHOM
OT XUAWLLA 1 CRyxallei AN pekpeaLmn, HaumnHatoT B3aMMOENCTBOBAaTL U Cu-
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BaTbCs. KO MHOTMM KpYMHbIM ycageOHbIM aHCaMbsiM 3noxu Bo3poxaeHus 1 ma-
Hbepuama (Bunna fo'3cte B TnBonu), K 60NbWMHCTBY aHCaMbneln 6apoKKo 1 Knac-
cnumama (Bunna boprese B Pume, Bepcans /liogosurka XIV) onpepeneHns «cay,
«MapK», «BUANa» 1 «ycagpbba» NPUMEHSNINCL B MOMEHT CO3AaH1s U MPUMEHSHOTCS
celi4yac paBHO3HaYHO. MPUHLUMMbI CO3AaHUS Neli3a)XKHOro Napka, BbipaboTaHHble
B XVIII ctonetunn, npegnonaratoT eaMHoe NPOCTPAHCTBO C BblAENEHHbIMU 1 Kpa-
CVBO OOPMIEHHBIMY 30HaMW, BKTIOYAIOLLMMU Cafl, MPOrYNOYHbINA NapK U Cenb-
CKOX035CTBeHHble yroaps (Mosser & Teyssot, 2000, pp. 11-21). B MexayHapoaHow
Hay4YHOI nuTepaType yCTOSNOCh ONpPeAeneHye «CaoBoe NCKYCCTBO» (garden art)
M, C Pa3BUTMEM 3KONOTMYECKOTO MbIWAEHUS U KyAbTypbl odopMaeHns cpepl,
CTan ynoTpebnsTbCs Takke TepMUH «naHawadTHoe ncKyccTBo» (landscape art)
(Jellicoe & Jellicoe, 1995, pp. 248-251).

B MMpOBOM naHAWadTHOM UCKYCCTBE CYLLECTBYET MHOXECTBO HaUMOHab-
HbIX TPaAMLMIA, HO BCErO HECKOMBKO Y3HABAEMbIX Xy[A0KECTBEHHbIX CUCTEM, KOTO-
pble NOMYYMIM Ha3BaHMeE «CafoBbIX CTUEN». BO3HVIKHYB B KOHKDPETHOM CTpaHe
M MCTOPUYECKOW Cpefe, OHW CTanu YHVBEPCaNbHbIMK 1 UCMONBb3YIOTCS B Pa3HbIX
CHTyauusx. B eBpONeincKoM NCKyCCTBE 3TO CMEHSIBLUME APYT Apyra YeTbipe cucTe-
Mbl: UTANbAHCKNI TeppacHbIvi caf XV-XVIII BekoB, dpaHLy3CKuiA NapTepHbli can
XVI-XVIII BeKOB, ronnaHACKWiA oropoxeHHblin cag XVII ctonetns ¢ obwupHbIMK
H0TaHNYECKMMM NOCAAKAMM, aHTTIMIACKMIA Nel3axHbIi napk XVII-XIX BexkoB. 31w
TUMbI CMELUVBANUCH ¥ BAPbMPOBANUCh B Pa3HbIX CTPaHax 1 B pasHble 3roxu, 0b-
pasys OCHOBY [N15 CO3[aHWs OPUTMHaNbHbIX aHcambnel. Cpean cafoBbIxX Kynb-
Typ BoCTOKa MeXayHapoaHYHo M3BECTHOCTb MOAYYMAM KUTACKas cUcTeMa C ee
ynoaobneHnem mManoro caga 60nbWOMY NPUPOAHOMY Men3axy, AnoHcKas, npe-
BpaTVBLIas Manblii Nen3ax B GUNOCOMCKM 3HAUNMbIV OBBEKT, U MyCy/IbMaHCKas
Tpaguums, N3BeCTHas NperMyLecTBeHHO No cagam umnepun Moronos XVII-XVIII
BEKOB C UX KpecToobpasHbIM MNaHOM U CNOXHOM BoaHOW cuctemol (Jellicoe et al,,
1986, pp. 211-212).

B cepeante XIX BeKa 3cTeTUKa UCTOpPU3Ma U BypXKyasHble BKYCbl MPUBENN
K 3KNEeKTVYECKOMY CMeLWeHUIO 31eMeHTOB MCTOPUYECKMX CTUnel. dopmupyeTcs
BHEMCTOPUYECKMI TUN MapagHoro cafa, KOTOPbIN CyLWecTBYeT A0 HacTosLero
BpemeHun. Mexay cafioM 6puTaHCKo KoponeBbl Buktopun B OcbopHe 1 cafom
Typeukoro cyntaHa [lonvabaxye B CTambyne HeT CyleCTBeHHOM pa3HuLbl B Nna-
HUPOBKe, LIBETOBOM pelleHN U PacTUTENbHOM HamnoaHeHuu. MogobHble cagpl,
CNYXKalye NPU3HAKOM POCKOLIHOM XM3HW, HEOAHOKPATHO MOSBASNNCE B KUHE-
MaTorpade (3anbUOyprckmnii cag Mupabens B MIO3MKNE «3BYKW My3biKi», 1965;
TUNUYHBIN Caf ANOHCKOTO CTUAS B NepBOit cepun dhunbmMa «Y6uTb Brnna», 2003).

OpHaKo ropasgo 6onbLWMIA MHTEPEeC AN UCCNEeA0BaHUS NPeACcTaBNseT uc-
nosnb3oBaHue B hubMe UCTOPUYECKOTO cada 1 napka. B 3Ty rpynny BxoasT npo-
V3BefeHNs NaHAWadTHOrO MCKYCCTBA, CO3AaHHbIe B paMKaXx yKa3aHHbIX UCTOpUYe-
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CKUX CUCTeM 1 obnagatoLLyve y3HaBaeMOCTbH0, a 3HaYMT, COCOBHbIE MapKVPOBaThb
3N0XY U Cpefy, B KOTOPOW NPOUCXOAUT AelCTBYME. Halle BCero B Ka4ecTBe HaTypbl
BbIOMPAIOT cafbl TOW 3MOXM, K KOTOPOK OTHOCUTCSA CtoxeT. OHaKO BO3MOXHbI
¥ Apyrve BapuaHTbl, KOTopble ByayT NOKa3aHbl HYKe.

Mpobnemoii UcCneaoBaHus SBNSeTCS CTpaTerys MCnonb3oBaHus obpasa
MCTOPMYECKOrO Cafia B CO3AaHUM HOBOTO, KuHemaTorpadbuyeckoro obpasa. Npu
oTbope MaTepuana BCTan BOMPOC O CTEMEHW UCTOPU3Ma, KOTOpPast NMPOSIBASETCS
B huNbMax C UCMOMb30BAHMEM UCTOPUYECKIMX CA0B. [TOCKONBKY CaloBOE MCKYC-
CTBO 3HaKOMO MybKKe O4eHb Mano, OfiMH Caf MOXHO BblAaTb 3a Apyroi (Bo-ne-
BUKOHT B ponn LLaHTuniin, «BaTenb»), MOXHO CO3AaTb COOTBETCTBYIOLLMIA 3MOXe
06pa3 («fopnocTb 1 npeaybexaernes, Tenedunsm BBC) nnm BbIBECTU KOHKpET-
HbI Neri3a)K B CUMBOMMYECKOe NPOCTPaHCTBO («[1pounbiM neToM B MapueH6ba-
ge»). Vicnonb3oBaHne Mano M3BECTHOrO Cafja B Ka4yecTBe MOCTOSIHHOW HaTypbl
Tenecepunana MOXeT NpvAaTb eMy OrPOMHYHO MOMYNSPHOCTL (BUneTsl Ha nocelle-
HWe aHrWICKol ycaabbbl Xaliknep Kacn, cHaslielcs B ponn Ab6aTcTBa [JayHTOH,
NONb3YIOTCS KNOTAXHbBIM CNPOCOM). TTOCKONbKY MCTOPUYECKMIA caf caM no cebe
ABNAETCS NPON3BEAEHNEM UCKYCCTBA, COXHON KOMBUHaLMen 0bpa3os, co3aaTte-
M hUNbMOB HEN3BEXKHO BCTYNAOT B AMANON C 3TUMKU 06pa3amu. 3putenm BuasT
pe3ynsTaTbl 3TOr0 AManora, CKpelleHve Anbo NpoTMBOBOPCTBO ABYX XyAOXKe-
CTBEHHbIX Npou3seaeHuin (KaujeHko, 2019, ¢. 366-374). linanor mMexay 06pa3om,
KOTOpbIV NpeanaraeT caf, 1 06pa3om caga B dhunbme, TpaHchopmaums obpasa
MCTOPUYECKOTO Cafa ABNSETCS TEMOI JaHHOW CTaTby.

Tum BepToH, TaroTetlowmMii K 0bpa3am MaccoBOM KynbTypbl, OTBEN Cafjam
CYLLeCTBEHHOE MEeCTO B ABYX CBOMX dunbMax. fepoii dunbMa «3aBapa — pyKu-
HOXHWUBI» (Edward Scissorhands, 1990) BbICTPUraeT Ans XUTenen ropoaxa anKo-
BMHHBIX XKMBOTHbIX 113 3€N1€HM. 3TO He AeKopaums: CKyAbNTYpbl CHATbI B OAHOM 13
M3BECTHbIX aMEPUKAHCKYIX TOMMAPHbIX NapKOB, «Caf 3eeHbIX UBOTHbIX» («Green
Animals Topiary Garden») B MopTcmyTe, wTaT Poa-AineHa. durypsl bbinm co3aa-
Hbl 1BYMSI MOKONEHUAMM Bnafensles B 1905-45 ropax. B dunbme «Hapnm u wo-
KonapHas abpwika» (Charlie and the Chocolate Factory, 2005) repon nonagatot
B Caj, CNafocTelt C caxapHOi TPaBOM W LOKONAAHOM PEeKo. HUKaKkmnx nctopuye-
CKUX anto3unid B 3TOM neii3axe HeT.

VcTopuyeckune caapl Yalle Bcero hurypupytoT B hunbmax buorpadmyecko-
ro »aHpa. OHW MOTYT BbICTYNaTb B COOCTBEHHOM POAN MO0 B Ka4ECTBE YCIOBHOM
cpefpl, COOTBETCTBYIOLLEN 3roxe. bonee CNOXKHbIN U XyA0KECTBEHHO NePCNeKTB-
HbIi CNOCOH MCMONb30BaHWS NCTOPUYECKOTO Cafla — NpeBpaLleHyie ero B CUMBOJ
¥ fanbHeilas MHTepnpeTaLms 3Toro cMMBoNa. K coxaneHuio, B 0Te4eCTBEHHOM
KMHO O4YeHb HEMHOIO MPUMEPOB TBOPYECKOrO MCMOb30BaHMS 06pasa ncTopu-
Jeckoro caja. B 3anagHom KuHematorpacde MOXHO BbIAENUTL HECKOMBKO THMOB
avianora c cafiom:
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1) 3HaKoMblIiA cafl: Bepcanb, «3axBaT BnacTv /ItofioBUKoM XIV».

2) TUNWYHBIN cap: aHrnitcKne caabl, «Mouenyin 3mes», «<bapput JIMHAOH>.

3) HaumoHanbHbIM CagoBblil CTUAb: TenedunbM «fopaoCTb v Npeaybexne-
Hue.

4) CapoBas cpefa: «TaiHblii caf», 1993, «doToyBennyeHmne».,

5) Can B ponv apyroro cana: Bo-ne-BuKkoHT B ponu LLaHTuim, «Batenb.

6) Cag B VMPOHMYECKOM WMHTepnpeTauuv: perynspHbolii can pymbpunax
Mneic, «<KOHTPaKT pyYCOBaNbLLMKa».

7) Cag B CUMBONMMYECKOW WHTEpnpeTauum: MIOHXeHCKUA HumdeHbypr,
«MpownbimM neTom B MaprieHbane».

8) Can Kak OTCYTCTBYHOWMIA CUMBON: «BETOHHBIN caax, «Cap Annaxa», «Kpac-
Has MyCTbIHs».

9) Cap Kak abcTpakuyms: «<MeTpononuc», <Monyanmeoe 6ercTBo», «McToy-
HUK» 1. ADOHOCKM.

Mbl pacCMOTPWM 3TV BapuaHTbl C TOYKM 3PEHUS TeX TBOPYECKMX BO3MOXK-
HOCTEM, HOBbIX XYAOXKECTBEHHbIX CPEACTB, KOTOPbIE OHU AAlOT pexuccepam. Mmno-
Te3a MCCNefoBaHMs COCTOUT TOM, YTO MaKCMMasnbHO 60raTbiM ¥ MHTEPECHBIM MO
pesynsratam OyayT BapuaHTbl 6-9, B KOTOPbIX MPOUCXOAMT Hanbonbluee onocpe-
[0BaHWe HaTypbl M MPUMEHSOTCS Hanbonee ToHKMe 06pa3Hble CPeacTBa.

2. CAA KAKHACTb HALUMOHANBHOTO CTUNA XXU3HN

Cap B ponu camoro cebsi, Kak NpaBuo, UAMOCTPUPYET UCTOPUYECKYIO CLie-
Hy. TakoBbl MHOFOYMCNEHHblE NOsBNEHUs Bepcans BO GpaHLy3CKOM KnHemaTo-
rpade, KOTOPbIM CMOCOOBCTBOBANA PEKOHCTPYKUMS Manoro caga 1 napkos Tpu-
aHoHa nocne yparaHa 1999 roga — «Koponb TaHuyeT» (Le Roi danse, . Kopbbo,
2000), «Mapus-AHTyaHeTTa» (Marie Antoinette, C. Konnona, 2006), «<Bepcanb. Me4Ta
kopons» (Versailles, le réve d’un roi, T. BunncTtu, 2008), «Hebonblioi xaoc» / «Bep-
CanbCKnii pomaH» (A Little Chaos, A. Pukmat, 2014). IHTepeceH, B TOM Yyucae 1 ans
NCTOPWK cafioB, 60MbLWON KOCTIOMHbIA hunbm Cawa MMTpu «Ecam 6 Bepcans no-
Befan o cebe» / «TaliHbl Bepcans» (Si Versailles m'était conté, 1953). 3neck B nony-
cepbesHoli (hopMe 1306paxeHbl OCHOBHbIE INOXM XN3HK Bepcans, OT OXOTHUYbe-
ro napka 1o ®paHuy3ckoit PeBontounu, 1 3athMKCMPOBAHO COCTOSHME aHcambns
1 ero pacTuTenbHbln MUp Ha 1952 roa (Puc. 1, 2). B duHanbHoM cleHe repon pas-
HbIX 3MOX CMYCKaKTCs Mo JIeCTHULE B CTO CTYMNEHel, NOBTOPsis KOMMNO3MUMIO 06-
noXKu rpacudeckoit cepun A. beHya «Bepcanb» 1922 roga. B poctoBepHoM 61o-
rpacduyeckom dunbme P. PoccenvHum «3axeat Bnactv liogosukom XIV» (La Prise
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de pouvoir par Louis XIV, 1966) noka3aHbl 3Tanbl CTPOUTENbCTBA aHCaMbAs 1 ero
rocygapCTBeHHOe 3HayeH e,

Puc. 1. Kagp 13 dunbma «TaiiHbl Bepcans», 1953!

TUNWYHBIN Caf, ONULETBOPEHME 3MOXM MOXET UrpaTh B XYAOKECTBEHHOM
cunbme BecbMa 60nblyo ponb. O606LIEHHbIN 06pa3 aHIMINCKOTO Ner3aKHOro
napka sBNSETCH HEOTbEMNEMON YacTblo 3HaMeHUTOro Tenedunbma «fOpAoCTb
v npegybexaenne» (Pride and Prejudice, C. 1aHrToH, 1995). Co3gatenv dpunbma go-
CKOHa/bHO 3HaNN UCTOPUYECKYIO 1 reorpaUyecKyto KaHBy pOMaHa, U3faHHoro
[x. OctuH B 1813 rogy. MucatenbHuua 60MbLIYIO YaCTb XM3HW NpoBena B ropoge
Bate, 1 MHOrVe cafbl I TOPOACKME Nel3axu dunbMa CHATbI Ha tOro-3anage Ax-
rnuw (Conklin & Birtwistle, 2003, pp. 22-27).

LIcTouHVK n30bpaxeHus cM.: URL: https://www.kino-teatr.ru/kino/movie/euro/22185/foto/i2/
(06.02.2022).
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Puc. 2. A.H. BeHya. O6noxka anbboma nuTorpaduii «<Bepcanb», 19222

Ponb ropofka, Bo3ne KOTOPOro Xunu beHHeTbl, cbirpana aepesHs JI3KOK,
pacnonoxerHas psagom ¢ batom. CTpacTu repoeB pa3BopayvBaloTCs Npenmylie-
CTBEHHO Ha 03epe 1 B NaBunboHax CToypxeaa, Bblgatolerocs Nel3axHoro napka,
TakKe Haxofsllerocs Heganeko oT baTa. TpyaHee 6bi10 HalTK B Mepy 6oratoe no-
MecTbe, nogxoasilee Gutuyvnesamy [apcu. Ha ero pons 6eina BeibpaHa ycagbba
Naiim Xonn (Lyme Hall). MpaBaa, oHa HaxoauTcs Ha CeBepe, Bo3ne MaHuecTepa.
3aTo ee BHyWMTEeNbHbIV hacag, OTpaxaroWmincs B Npyay, U XONMUCTbIE Aanu nap-
Ka MOMHOCTbHIO COOTBETCTBOBANM OMMUCAHUIO MMeHUs Membepnn B pomare [DxeliH
Octut (Puc. 3). BoraTblii aBOpeL, CnecuBol TeTku reposi, KaTpuH ae bepr, cooT-
BETCTBOBaN KpynHbIM hopmam ycanebHoro goma bentoH Xayc (Belton Haus). Mo-
Ka3aTenbHO, YTO BBICOKO KyNLTypHas paboTa CbeMOYHOW rpynnbl MO CO3AaHMI0
cpefbl KMHOpPOMaHa Mpoxoawna B TECHOM COTPYyAHWYecTBe C HauvoHanbHbIM
MNoneunTensckmm CoseTom AHruK (Cokonos, 2018, c. 592-603) — koMMepYeCcKon
61aroTBOPUTENBHOM OPraHu3aLmen, KoTopas NpeaocTaBuna Ans CbeMrm 24 CBo-
vx obbekTa. B oTnnyme oT ronnnsyackoro unbMa «fopaocts u npegybexaeHmne»
(P. NleoHapg, 1940), rae AeNCTBYE NEpPeHeCceHO B BENMKOCBETCKME Cepsl, a caf no-
SBNSETCA TONbKO Kak ycnoBHas gexkopauus, unbm 1995 rofa ctan namsTHUKOM
AHIIVIACKOW KyNbTYpPbl, B TOM YUC/E 1 CAf0BOMN.

2 VicTouHmnK n3obpanenus cm.: URL: https://antikvaria.ru/product/benua-antikvarnyy-albomver-
sal-1922-god/#pid=1 (06.02.2022).
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Puc. 3. Kagp n3 Tenedunbma «fopgocTb u npegybexaeHne», 1995.
CueHa cHsATa B ycafbbe /laiim Xonn®.

Bonee NpuBbIYHLIV A5 KMHEMaTorpada cnocob cospaHus cagoBow Cpegsl
xapaktepeH ans dunsma CTarHnn Kybpuka «bappu NinHaoH» (Barry Lyndon, 1975).
VicTopwris MpNaHACKoro IOHOLWK, CTaBLIero opuLepoM 1 NPoXoaMMLEM, HayMHaeT-
S CpPeAV NETHUX 03epHbIX Ne3axeit. [1ns Toro, YTobbl MoKasaTb ero HeMbICIMMoe
60raTCTBO NMOC/NE KEHNTLOBI, CbeMOYHAs rpynna UCnonb3yeT rpaHavosHble hop-
Mbl IBOpLA 1 Napka 3amka Xosapa (Castle Howard) (Cokonos, 2020, c. 120-128).
LieHnTensm uctopmmn Obina 13BecTHa UCTopus poda Yapnb3a XoBapaa, rpada
Kapnaiina, NOTOMKM KOTOPOTO BNaAEioT MOMECTbEM [0 CUX NOP, HO MWIbM Obin
paccyuTaH He Ha aHMMUICKUX 3HAaTOKOB. 3aMOK XOBapf KaK y3HaBaeMblii 1 UCKIH0-
YMTENbHbIN NO MaclTaby aHcambb CTAHOBKACA MECTOM [EACTBUS O4eHb Pa3HbIX
cunomoB. Cpean HUX — ABe 3KkpaHu3auuy «<Bo3spalleHns B bpaiacxen» MsnunHa
Bo (Brideshead Revisited, 1981, 2008) 1 fgaxe komeans «LLINMOH ¢ X0NOAHbLIM HO-
com» (The Spy with a Cold Nose, 1. MeTpu, 1966), rae aBopew, Urpan ponb Xpama
Bacunwusa bnaeHHoro.

MHorna cagoBast HaTypa BbIOMPAETCs C y4ETOM UCTOPWM ee Bnafesbles.
B pomaHe 3Ha MakiolieHa «/ickynnervie» geiicTeue HadmHaetcs B 1935 ropy
B CTAPMHHOM 1 3aMYLLEHHOM UMEHUW, 13 KOTOPOTO repoun pasHbiMK NyTaMuM Nona-
[atloT Ha Bropyio Muposyio BolHy. CbeMoYHas rpynna 0OHapyxmnna noaxoasiiyio
ycaapby B hoToapxvmse xypHana «Country Life». Kak pa3 k aToMy BpeMeHu Hacnep-
HULa umeHus CToken KopT (Stokesay Court) 3aBepluvia NpoTMBoOaBapuiiHble pa-
60TbI B JoMe. Ero BUKTOPUAHCKNIA 061K BbIn BOMONHEH JekopaTopaMy, a B Yally

*cToYHMK n30bpaxeHns cm.: URL: https://www.bbc.co.uk/programmes/b009016x (07.02.2022).
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(hoHTaHa NoMecTVNM Konuio TpUTOHa HapoyuHOTo ckynbnTopa [kaHnopeHLo bep-
HWUHW, KOTOPas YNOMsiHyTa B pOMaHe. Pe3ynsTaToM YCUAniA Mo COBMELLEHMIO ABYX
06pa30B MNOMeCTbs CTaNn HOCTaNbIrMUYECKnii ObANK NETHEro cafa M napka, CMBO-
nnyecKas aoMMHaHTa Bcero dunbMa «Vckynnenumes (Atonement, [x. PaiiT, 2006)
(Puc. 4).

Puc. 4. Kagp 13 punbma «MckynneHune», 2006. PoHTaH B uMeHun CTokcn KopT,
LOMNOMHEHHbIN CKYNbNTYpPON-geKopaLmeir*

«Mouenyii 3mes» (The Serpent’s Kiss, ®. Pyccno, 1997), Mano 3ameyeHHbl
unbM O cafle, CIoXKeT KOTOPOro 61130k «KOHTPaKTy pUcOBanblUVKa», UHTepe-
CEH MOTPyXeHMeM B AaBHIOK0 3MOXY Ca0OBOr0 CTPOUTENLCTBA B bpuTaHun. fepoi
vnbMa, 6oratblidi ¥ 3KOHOMHbIV NpeanpUHYMaTeNb, pellaeT Nopa3uTb CBOIO
Cynpyry HOBOMOAHbIM CaflOM B rOANaHACKOM CTune. TakuM 06pa3om, peyb muaet
00 3Mn0Xe, Korfa perynspHble LBETOYHbIE cafbl fonnaHAnm Obiav HOBUHKOM, TO €CTb
o cepenmHe XVIl ctoneTus. MpriexaBLunia No BbI30BY NOAO3PUTENBHO MONOAOW roN-
NaHACKNUI CaaoBOA C 3HTY3Ma3MoM 6epeTcs 3a Aeno, 1 caf NosBnseTcs byKBanbHO
Ha rnasax Bnagenbles. OQHAKO OH KpaiHe He HPaBUTCS WX BOYepy, MPUBbIKLLIEN
K eCTeCTBEeHHbIM 3apOC/siM Ha Kpato MMeHUs. MUCTVUYecKniA yparaH paspyliaeT
napTepsl U OpaHXepeu, a MONOAON rofinaHael, NPU3HaAeTCs, YTO OH BCEro NNLWb
NOMOLLHVIK C3A0BOr0 MacTepa, v yberaeT U3 MeHus BMecTe C 1eBYLIKON. B dunb-
Me CHAT He HaCTOSLMIA «roNNaHaCKMin» caa (Tem bonee, 4To B BpuTaHUM UX Noy-
TN HEe OCTanochk), a ero TUNUYHbINA 0BAKK. ITOT yoeanTensHO BbIMAasWnA cag,
B unbMe CTPOUTCS, paspyliaeTcs, BOCCTAaHABMBAETCS, a ero Kaymba co 3me-

4 WcTouHnK wm3obpaxeHns cm.. URL: https://stokesaycourt.com/about/house/atonement/
(07.02.2022).
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eM, KycalolnM COBCTBEHHbIN XBOCT, CAYXKUT MPYXKUHOW ETEKTUBHOTO CHOXKETa
(Puc. 5).

Puc. 5. Kapp u3 dpunbma «Mouenyii 3mes», 1997°

Ha3wupaTenbHas MCTOpUs Kanpyr3HOW AeBOYKM, KOTopast nocae rmbenn po-
AVTENein nonana B MpavHyko ycaasby CBOEro Asau, HO CMOra co3aaTh Ans cebs
v 0N APYrvX ManeHbKui pal B 3anyLIEHHOM CaviKke — CIOXeT [eTCKOK NOBeCTU
®p3aHcuc bepHeTT, onybavKoBaHHOM B 1911 roay. AMepuKaHcKas nucaTenbHULA
XOPOLO 3HaNa XM3Hb aHMUICKOW ycaabbbl. Ha3BaHue noBecTn «TalHbIl capy
(Secret garden) cBsi3aHO C AaBHel Tpaguumell ycTpaviBaTb Henoganexky oT fioma
OFOPOXEHHbI Cafl, B KOTOPOM MPYKTbI 1 OBOLLM CO3PEBAIOT ObICTPEE 13-33 OTCYT-
CTBUS BETPA. 3TV CaIUKM YaCTO Ha3blBaM «TaliHbIMW» B NMOAPaXaHWe YaCTHbIM Ca-
AaM uTanbsHcKux Bunn («giardino segredo»). Mapw, reponHs noBecTu, 0bHapyxu-
BaeT TaKoWi cafl 3anepTbiM 1 3a0POLIEHHbIM, KaK MOTOM BbISICHSETCS, 13-3a CKOpPOU
44K No yMepLleit cynpyre, KOTopas NpoBOAMNA B HEM MHOTO BpeMeHU. He 3Ha-
foLLMe 3TUX peanvii NepeBOAYVIKM Nepefenant 3arnasme B <TaMHCTBEHHbIV Cafpy.

Cpean HECKONBKMX UTPOBBIX 1 aHUMALMOHHbIX (DUIBMOB Ha CIOXET bepHeTT
Bblaensietcs pabota ArHewkw XonnaHg (The Secret Garden, 1993). Hatypolt ans

®MicTouHwmK n3obpaneHus cm.: URL: http://www.iftn.ie/filmography/byyear/1997/?actl=record&a
id=70&rid=1730&tpl=filmography_dets&only=1&force=1 (08.02.2022).
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TUNUYHOTO aHMNIACKOTO NOMECTbs Nocnyxuna ycaasba AnneptoH Kacn (Allerton
Castle) B ViopKwype, rae coyeTaloTcs NceBAoroTUYecKnii ABOpeLl, perynspHbIii
napTep BMKTOPUAHCKOW 3MOXM W XOAMUCTbIE Aanu nersaxHoro napka. B dunb-
Me NOAYEPKHYT KOHTPACT MEXAY TEMHbIMY KOMHaTaMu 3aMKa W WIPOKMMU Npn-
POAHbBIMK NaHOpamaMu. 3apoCLine CTEeHbI «TalHOro cafa» CyMpayHbl, HO BHYTPK
OH MOSOH CBETa, a Noc/e Havyana paboTbl Mapu v ee Apy3ein — v UBETYLLMX pacTe-
HWI. 30eCb NPOUCXOAMT YYAO: CbIH XO39MHa, IKOObI Her3ne4ynMo 6onbHOM, BCTaeT
Ha HOTW U HauYMHaeT XM3Hb 0bbIYHOro pebeHka. B dhuHanbHoM cleHe CKBO3b Npo-
eM B CTeHe MaNeHbKOoro cafmKa BUAeH WNPOKMn CBOBOAHbIN Neli3ax, re paaocT-
HO TaHUytoT repou mnema. Obpas cafa 3aeck faH 0606UeHHO, HO aHTNIACKMIA
KONOPUT SPKO BbIPAXKEH.

3. CAA B POJIN APYTOIro CAAA: OT OBPA3A K CMMBOJTY

Ha npumepe dunbma «flouenyii 3mest» MOXHO BWMAETH MPOLECC yxoAa
OT KOHKPETHOW CafloBOM HaTypbl K ee ONOoCpeioBaHuUIo, MHTepnpeTaLmm. 310 NyTb
K cMMBONMYeckoMy obpasy cafa. OfHaKo BO3MOXEH OTXOf OT UCTOPUYECKON KOH-
KPeTHOCTW 1 6e3 cMBOAMYecKKx 0600LeHMiA. Cag B ponuv Apyroro caga — Kak npa-
BWNO, BbIHYXAEHHAs CUTYyaLMs, MPU KOTOPO 3aMeHy CTapatoTCst He MOAYEPKHYTb,
a CKpbITh. [MonydaHTaCcTUYECKNiA CloxeT PpaHLy3CKoro Gunbma o MacTepe 3penmLy
¥ kynHape ®paHcya BaTene («BaTtenb», Vatel, P. xodde, 2000) Tpebosan nokasa
WaHTuin (Chantilly), nmeHns Benukoro KoHpe. MonkoBoaeLl 3arnaxumBaeT CBoe
yyacTue B BbICTynaeHUn npoTue /ltoaosuka XIV, ycTpansas B ero H4ecTb MblliHbIi
npa3gHuk. OgHako 3amok WaHTuiin 6bin ¢ Tex nop nepecTpoeH, B nepuopg dpax-
Lly3CKOVi PeBontoLmmn paspyLleH 1 OTCTPOeH B YCIOBHbIX CPeHEBEKOBbIX POpMax
b B 1880-x rogax. OT NpexHero peryisgpHoro napka, cosfaHHoro AHape /leHo-
TPOM, OCTanCs TONbKO NapTep BO3/e KaHana, BOCCO3/laHHbIN B OOLLMX YepTax.

Co3naTeny dhunbMa IEMOHCTPUPYIOT B TUTPAX AafbHUI BUf Ha 3aMOK, a B
HaTyPHbIX CLieHax MCnonb3yoT napTepsl Bo-ne-BukoHT (Vau-le-Vicomte), KoTopbii,
C O4HOW CTOPOHbI, MPeKpacHO NpeAcTaBseT CTUAb /leHoTpa, HO, C 4PYroW, XOpo-
L0 M3BECTEH ThiCA4Yam NOCeTHTENel 3TOro aHcambns. OnepaTop cTapaeTcs dpar-
MEHTMPOBATh Me3ax, 3aropaxmnBaeT ero NpasaHUYHbIMKU AekopaunsaMmn. OaHako
B Ky/IbMUHALVOHHOW ClieHe — NUPLIECTBO Ha TeMY MOPS U ero 1apoB — HEobXo-
AviMa bbina Bnevatnstowas HaTypa. Eil cTan rpoT Ha AanbHelt CTOPOHe KaHana
B Bo-ne-BukoHT. Taknm 06pa3oMm, B duabMe BMECTO UCTOPUYECKmnx hopM OAHOTO
3HaMEHWTOro NapKa NoKasaHbl GparmMeHTsl APYroro, Co3aatoline y 3puTens oveHb
npubansnTenbHoe BnevatneHre o dpaHLy3ckom ctune anoxu Kopons-ConHua
(Pnc.6,7).
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Puc. 6. Kagp 13 dunbma «Batenb», 2000. durypa reposi 3acioHseT 3aMoK Bo-ne-BUKOHT,
NOCKOJIbKY fIENCTBME NPOUNCXOAMT B ycagpbe LLaHTuiin®.

et

Puc. 7. Bug 3amka Bo-ne-BuKoHT oT kaHana. ®oto b. Cokonosa. 2014. ApxmB aBTOpa

Kunematorpad MuTepa MpUHY3st MOCTPOEH Ha WMPOHMW MO OTHOLIEHWIO
K KynbType U Ha AeKOHCTPYKUMW YCTOSBLINXCS LeHHOCTEN. B dunbMe OKMBOT ap-
xuTekTopa» (The Belly of an Architect, 1987) npodeccop, ycTpansatoumii 8 Prme
BbICT@BKY MPOEKTOB ITbeHa-/lyn bynne, ogepxum COOCTBEHHOW 60NE3HbIO U
M3MEHOMN JKeHbl. 3Ta KOHTPKYbTYPHas KOHLUENUMS NEXUT U B OCHOBE LWIMPOKO
M3BECTHOrO, BW3yanbHO 3(dEeKTHOro fAeTekTMBa «KOHTPAKT PUCOBanbLLVIKa»

® NicTouHnk n3obpaxerus cm.: URL: https://www.imdb.com/title/tt0190861/ (08.02.2022)
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(The Draughtsman’s Contract, 1982). Kak 1 B «[louenye 3mes», [eliCTBME OTHECEHO
K 3Moxe, Korfa perynspHbIi cag ronaHAcKoro TMna cYUTancs MOgHOW HOBUHKOM.
BpeMsi 0603HaueHO TouHO — 1694 rof, npeaasepue anoxu MpocselleHns 1 «nei-
32)XKHOW PEBOMOLMM». B KayecTBe HaTypbl ObINO BbIOPaHO NoMecTbe MpyMbpUaxX
Mneiic (Groombridge Place) B toxHOM aHruiickom rpadcTee KeHT, nmetollee
OAVHHYIO MCTOPUIO M COXPaHUBLUEE OCHOBHbIE POPMbI PEFYASIPHOTO WNanepHo-
ro cafia. MpauHoBaTbIi 061MK ycaabbsl HpaBuncs ApTypy KoHaH [oiiny, KoTopbiit
chenan ee MeCTOM AeNCTBUS pacckasa «[loanHa CTpaxa» 1 MOBEeCTU O Npu3pakax
«Y rpaHn HEBEAOMOTOY.

Kak 1 B BOMBLWMHCTBE KPYMHbIX aHMUIACKIX MOMECTUI, PeryaspHbli caf
FpyMOpPUIK TNENC OKPYKEH OTKPBITbIM MEN3KHBIM NapkoM. COrNacHO CIOXeTY,
X034ViKa foMa YNpallMBaeT M3BECTHOMO XYAOXHMKA CAenaTh PUCYHKU UMEHWS,
KOTOpble HEOOXOAUMbI €/ ANs MPYMUPEHNS C AaBHO He BO3BPaLLIOLIMMCS Cymnpy-
rom. Muctep HeBunn (a B 4eACTBUTENBHOCTU CaM [PUHY3I, NpodecCcnoHanbHbli
XYIOXHWK) 3apMCOBbIBAET WECTb BUAOB Cafa ¥ ;oMa CO CTPaHHbIMK aTpubyTamu,
BPOAE Cyllallerocs 6enbs U NPUCTaBAEHHON K CTeHEe NeCTHULbI. 3aTeM BbISCHSI-
eTCsl, YTO NPONaBLINA Cynpyr 6bi1 YOUT 1 bpolleH B POB Nepes KOHHOM CTaTyel.
Ha 3TOM KOHe HeT BCafiHMKa, ero Posib UCMOMHAET 3A0POBEHHbIV UK My»UYUHa,
KOXa KOTOPOro OKpalleHa B LiBET CTapolt HpoH3bl. CaM e KOHb HanmoMUHAET Tak
W He 3aKOHYEHHbIN /leoHapao Aa BrvH4un MoHyMeHT /logosumko Chopua B MunaHe.

Bce HauuMHakoT, BCepbe3 MO0 NPUTBOPHO, MOAO3PEBAThL B YOUIACTBE Apyr
apyra. VIHMUmaTVBY B OTHOWEHVSAX C PUCOBAbLLMKOM NEpexBaTbiBaeT Aoub you-
TOrO, KOTOPOW AN COXPaHeHMs 3a cOHOI0 MOMECTbst HeobXxoaMMO 063aBecTUCh
HacneaHUKOM. BTopast cepuisi, Takoke 13 LeCTU PUCYHKOB, HaMeKaeT Ha yOuicTBo
ellle bonee SIBHO 1 B TO e BPEMS ABYCMbICIEHHO. XYAOKHUK ye3xaeT, HO NOTOM
BO3BpALLAETCs N0/ CTPaHHbIM NMPEAIOroM: B KOHTPaKTe Bblf yNOMSHYT TpUHaaLa-
ThIA PUCYHOK, A5 OTOPaKoBKM. OH XeNaeT BbIMONHUTbL B Ka4€CTBE 3TOMO CHOKETa
BW[, POKOBOTO 6acceliHa U KOHHOM CTaTyw. TpuM rpaHaTa, KOTOpble OH NMPUBEe3 B Mo-
AAPOK OT 3HaKOMOIO CaflOBHMKa, TaKXe OKa3blBalOTCS POKOBbLIM CMBOIOM. [1o4b
XO39MKN 13[eBaTENbCKM OBbSACHSET eMy, CIOBHO LIKOMbHUKY, YTO 3€PHO rpaHa-
Ta — aTpubyT MNPO3epnuHbI 1 3arpobHOMO MKPa, @ €ro COK 0603Ha4YaEeT KPOBb.

Mocne 3TOro ANMHHbIE HOTAUUW M AUANoru, KOTOPbIMX NOCTOSIHHO OOMEHN-
Ba/VCb rEPOU, CMEHSIOTCS CTPEMUTENbHBIM 1eNCTBMEM. HeBuan 3aprcoBbiBaeT
POB He AHeM, Kak cobupancs, a Houbto, Npw cBeTe hakenos. 3geck ero nofcrepe-
ralT pasbspeHHble 1 3aMacKNMPOBAHHbIE MYXUYUHbI, YeHbl 1 APY3bst CEMbY, KO-
TOpble OCYWECTBASAOT Hafd HAM CUMBOMYECKYIO Ka3Hb. EMY 3a4MTbIBaIOT «TpeTuit
KOHTPaKT» — OCNenuTb, Pa30pBaTh OAEXAY U YMEepPTBUTb, COPOCKB B TOT e POKO-
BoW poB. ClieHa HanoMmyHaeT npecnefoBaHune [loHa XyaHa MCTUTensmMu B onepe
MouapTa, HO 371eCb UMEHHO OHY, @ HE YCTIOBHbIE YepTu, CTAHOBATCS YouiLaMm
reposi. PUCYHKM MEPTBOIO XyAOXKHUKA KOPYATCs B OTHe. [IMKUiA YeNoBek, [OXaaB-
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WWCb YXOA@ KOMNAHWK, CNe3aeT C KOHSA U TAHETCS K PEAKOCTHOMY MAoMdy — Bbl-
palieHHOMy B Tennawe aHaHacy. OTKyCWB, OH C OTBPALLEHWEM €ro BbIN/EBbIBAET.
TaKkoB nocneaHnii kanp hunsma.

MCTOPUKM KMHO OTMeYanu, 4o MpriHy3i MobuT NpuayMbiBaTb MHUMO pas-
YMHbIE CMINCKN W KNaccuduKaLmmn, KOTOpble 3aTemM 0BHAPYXMBAIOT CBOK NOM-
HoCTb (KauleHko, 2019, . 373-374). 3aecb YMCNOBOK Psf OCTAaTOYHO NPO3paYeH:
WeCTb PUCYHKOB ANs MaTepw, KOTOPbIe NUlb Cerka NprYOTKPbIBAKOT YMbICeS,
WeCTb PUCYHKOB NS J0YepH, C ONACHBIMU AN MHOTUX NEPCOHANKEN HaMeKamu,
V1 CaMOYBUIACTBEHHbIN PUCYHOK C MECTOM NpecTynneHus. Bo BTOpol cepun nosis-
NAOTCS fanbHUe BUAbI M OTKPbITbIE Nel3a)u, HO NOCAeAHWIA PUCYHOK 30bpaxa-
eT O4eHb TECHYIO CLIEHY — CTEHa, CTaTys 1 H6acceiH.

[PUHY3Y NOAYEPKMBAET TeaTpanbHyo NPUPOAY peryaspHoro caaa, ero nep-
CMeKTUBHbIE BUbl U 3e/1eHble KyNNChl. Ha OfIHOM 13 PUCYHKOB B M1YOMHY CLEHBI
YXOAWT Psif U3 Tpex 06enncKoB. Koraa Aoy X0391MK1 FOTOBUT HaTYpY 1S PUCYHKa
«BTOPOr0 KOHTPAKTa», OHa NPOXOAMT 3a WNanepHsIMy CTeHAMK, BHE3aMNHO Nosis-
NSISCb TO TYT, TO TaM, U NOCTENeHHO NPUBAMIKAETCS K MIONUTPY XyAOXHVKa. [1BOW-
Has pamKa ero yCTPOWCTBa 15 PUCOBAHUS NOXOXa Ha NpuLen opyaus. Hesunn
NOBUT XVBOW Neli3ax TOHKUMW HUTSIMW paMKK, CIOBHO NayTUHOW. Koraa apyrue
repouv mMsasT B 3TOT BU3MP, OHW C/IOBHO NMPUMEPSIOT PO/b MOBEAUTENs CLEHb!
Ha cebs (Puc. 8).

Pexuccep akUeHTUpYeT NpUYyannBOCTb KOCTIOMOB, NapUKOB 1 NO3, 10BO-
st VX NOYTU 10 rpOTeCKa. Tak »e BOCNPUHUMAIOTCS CIOXHbIE, BblYypHbIE (hOPMbI
[EepeBbEB U KYCTOB. Heapyr XyAOXHUKa, Hemel, TanbMaHH, Ha ero pucyHKe npef-
CTaeT NOXOXMM Ha KpUBOE [1ePeBO, a BbICOKMIA NapuK NogobeH KyapsiBoi Kpo-
He. TPUHY310 He MHTepeceH AManor Mexmay AByMs BUAAMV NapKa, perynspHbim
Y Nen3axHbIM, KoTopble hurypupytoT B ero dunbme. OH NoaYepKBaET KOHTPaCT
MeXay KyNbTypOWi, KOTOpas BbIMSAUT BblYYPHOW U HAPOUUTOMN, U AMKOW, BpyTans-
HOW Npupoaoii. Ee npencTaBnstoT XMBOTHbIE CTPACTV obuTaTenein Nnpupoabl, xe-
CTOKMe yBrInCTBa Ha OHE M3bICKaHHbIX AMANOroB, rofblii YeNOBEK-CTaTys, Hamno-
MUHaWMA MUbUYeckoe YyaoBuLle B nabupuHTe. B hunsme «KHurm Mpocnepo»
(Prospero’s Books, 1991), cHaToM no «bype» LLlekcnupa, dhurypa KanvbaHa oveHb
6113Ka K «AMKOMY YenoBeky» 13 «KOHTpaKTa p1uCcoBanblUMKay, @ ManbdmK Apuans
ONMUETBOPSIET 0OPYIO, HO CTOMb KE ANKYIO CTOPOHY NPUPOAHbIX CTUXNI.
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Puc. 8. Kagp n3 punbma «KoHTpaKT prcoBanblymkar, 1982.
CueHa cHsiTa B ycagbbe Mpymbpumx Mneiic’

4, CAQl KAK CUMBO/IMYECKNIA OBPA3

CumBonMYecknin 06pa3 cafla co3aaeTcs B KnHematorpade AByMs nyTaMu.
OaunH 13 HUX bonee NPOCTOM — Cafl MOKa3bIBAETCS Kak abCTpaKTHbIV 06pa3, Kak
BM3yanbHas naes. Bropoi nyTb CnoxHee — OH NpeanonaraeT CMBOAM3ALMIO, Xy-
[OXeCTBeHHOE NpeobpaxeHne KOHKPETHOrO, B TOM Y1Ce N UCTOPUYECKOTro casa.
B 3TOM cnydae TBOpYECKMIA KONNEKTUB dunbMa fLOMKeH NOHMMaTb CPeAcTBa ca-
[OBOMO MCKYCCTBA, Y4UTHIBATb €70 KyALTYPHYIO aypy. [03TOMY Mbl HAYHEM paccMo-
TpeHue ¢ GUAbMOB NepBOTro pofaa, e 06pa3 cafa ynpolleH 1 abcTparnpoBaH.

OfVH 13 NepBbix UNLMOB, rae caf ONULETBOPSET pail, a TexHnyeckas cpe-
Aa — afl, CHAT HeMelUK1UM pexnccepom Gpuiiem NlaHrom. «Metpononuc» (Metropolis,
1927) npeacTtaBnseT cobol CnnaB yToNuW, aHTUYTOMUK, Hay4YHOM DaHTaCTUKW
v bunbMa-KkaTacTpodsl. B aBToHOMHOM ropofie byayLiero 6oraun xmnsyT B ballHsX,
a paboyne — B Cbipbix NOABanax Bossne MaluH. Havyano dunbma BbIMSAUT Mana-
NINYECKN: CbiH Bnagenbla MeTpononvca urpaet ¢ AeBylWKamm B 3MMHeM cagy. 3ToT
Cafi HafieneH nNnakaTHbIMY YepTammn 3eMHOro pasi: jepeBbs, LBeTsl, GoHTaH, bensle
naBAuHbl (Puc. 9). 3aTeM toHOLWa NONaAaeT B HUMKHME SPYCbl TOPoda U NPUXOAUT OT
HUX B yKac. 30Ha habpyriK HanoMKHaeT af, a Nbinatolas apom neyb B BOObpaxe-
HUW reposi NpYHKMaeT 06aKK Monoxa, TpebyHoLLero YenoBeYeCKmx epTs.

"NcTouHMK n3obpaxerus cM.: URL: https://web.archive.org/web/20100701184838/http://
petergreenaway.org.uk/draughtsman.htm (08.02.2022).
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Puc. 9. Kapp n3 dpunbma «<MeTpononucr, 19278

Elle oamH hunbM B xaHpe HaydHOW aHTacTViKu, rae caf Urpaet CUMBO-
nvdeckyto ponb — «Monvanusoe 6ercteo» (Silent Running, [. Tpambynn, 1972).
[elicTBre nomelleHo B byayliee, Ha4yaBLIEeCs NMocae 3KON0rMYeCcKol KaTacTpo-
bl 3emnun. OrpoMHbIV 3Be300NET MeafieHHO NeTUT K nepudepurt ConHeYHoM
CWCTEeMbI, €0 1ParoUEHHbIM FPY30M SBASIOTCS CTEKNSHHbIE Nonycdepsl C UCKyC-
CTBEHHbIMM cafiaMu. VX HyxHO cbepedb ans byayuiero. fepold neneet ceou pac-
TEHUs, KPONIMKOB U NTUL, HO HEOXKMAGHHO OT KOMaHOBaHWs NPUXOAMT NpUKas
— cBbpOCKTh CafloBble 0a3unchl 33 6OPT U CMEHUTL KypC. He B cunax nogunHNUTLCS,
MO/IOAOM acTPOHaBT YOMBAET CBOMX KOM/ET, @ MOTOM OTNPaBAseT NOCAEAHNI Caj
B HECKOHEYHOE KoCMUMYecKoe nyTellecTsme. Mocne rubenu repos caf nonvisaoT
VI BO3AE/bIBAOT TPOraTesbHbIe POOOTbI-MALWUHKN. IHTEPECHO, YTO 3eM1EHble 0a3U-
Cbl MOf, CTEKIOM He SBASIOTCA NN0A0M BOObpaxeHus. Pexuccep B3sn 3a obpasel
Kynon opaHxepen boTaHuyeckoro capa Muccypw B ropofe CeHT-/lynce. Mepso-
Ha4aNbHO ChbEMKM NNAHVPOBaNOCh NPOBECTU B APYrOM BOTAaHNYECKOM MUKPOKOC-
Me — Kynonax napka Mutyen (Mitchell Park Domes) 8 Munyoku (Puc. 10-12).

8 McToyHmk wm3obpaxenns cm.. URL: https://documents.uow.edu.au/~morgan/metroa.htm
(08.02.2022).
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Puc. 11. Aduwa k punbmy «<Monyanusoe bercteo», 19721

® icTouHmnKk n3obpaxerns cM.: URL: https://www.imdb.com/title/tt0067756/ (08.02.2022).

0 UcTouHnk wm3obpaxeHns cm.. URL:  https://www.pinterest.ru/pin/568860996689295416/
(08.02.2022).
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Puc. 12. 3kocdepa B leHye. doTo b. Cokonosa. 2012. ApxuB aBTopa

CioxeT kuHoapambl JappeHa ApoHodckm «McTtoyHnk» (The Fountain, B poc-
CUICKoM npokaTe — «DoHTaH», 2006) — NOUCKK repoeM-BpayioM feKapcTea ans
YMUPAIOLWEN xeHbl. PeanbHOCTb COYETaEeTCs 34eCh C ABYMS APYrMMU MVPaMU.
OfVH 13 HUX — pOMaH 06 MCNaHCKON KoponeBe 1 Novcke [lpeBa *13Hu B AMepu-
Ke, KOTOPbIN HEAONMCAHHbBIM OCTaBASIET repoto €ro cynpyra. BTopoin — MucTuYe-
CKUIA NyTb NpeobpaxeHusi, Ha KOTOPbIV OH CTPEMUTCS BCTYNUTb. B MUpe pomaHa
repoit B 06/11M4be MCNAHCKOrO KOHKMCTAAopa pas 3a Pa3oM MblTaeTcs NpopBaThCs
CKBO3b MXYHMM K [1peBy )M3HK. Koraa 3T HaKoHeL, yaaeTcs, OH BCKPbIBAET KOPY
1 WaAHO NbET MAEYHbBIN COK. HO 3MKCKP He TONbKO 32XMUBASIET paHbl, OH NOAHO-
CTblO MpeBpaLlaeT TeNo repos B rpyay 3eneHblX POCTKOB. B MeHTanbHOM Mupe
repoit nokasaH B 06AnYbe BYAANIACKOrO MOHaxa, NeTALero Cpean Mex3Be3aHblx
MMPOB B NPO3payHoN cdepe. Tam CTOWT CTapoe 3acoxllee AepeBo 1 YyTb BUAHA
Bofa pyybst. Korda repoit 4oCTUraeT NpoCBETNEHNS, OXMBAET U APEBHSS KPOHA.
3aKkntodeHvie NepeHoCcUT CobbITUS B peanbHbIA NaaH — Bpay POHSET Ha 3acHe-
KEHHYIO MOTWAY CYyNpYru Cyxoh Nnofd 1 yxoauT. IpOCBETAEHME AaN0 eMY HOBbI
HaCTPOM: He AepxaTbCs 3a Pr3mnyeckoe beccMepTHe, a fyMaTb O AyXOBHbIX CBSA3SX
(Puc. 13-15).
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Puc. 13. Kagp u3 dunbma «McTouHmK», 2006

Puc. 14. Kapp 13 dunbMa «cTouHmK», 2006

1 cTouHMK n306paneHus cM.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).
2 \cTouHMK n306paweHus cM.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).

HAYKA TENEBUAEHUA 18 (4), 2022 89 THE ART AND SCIENCE OF TELEVISION


http://www.imdb.com/title/tt0414993/
http://www.imdb.com/title/tt0414993/

Puc. 15. Kagp v3 dpunbma «McToYHMK», 2006

®unbM ApoHOMCKM HacbILLeH BUONENCKMU cMMBONamu. lepeBo B Nydax
3apw, K KOTOPOMY CTPEMUTCS repol, COOTBETCTBYET 3AEMCKOMY [peBy MU3HMW.
NHpencKnii Box b, KOTOPbINA CTOWUT Ha MyTW K HEMY, HANOMUHAET aHrena C OrHeH-
HbIM Me4oM BO BpaTax Jaema. [lep3kas nonsiTka BbIpBaTh y [lpeBa beccmepTue
NPUBOAMT K NOMMOLLEHNIO CaMOT0 YeN0BeKa, ero NpeobpaxeHto B pacTUTENbHYIO
CTVXUI0. B onbiTax no nonyveHunto 1ekapcTBa Bpayy MCNOb3yoT CMOMbI TPOMKYe-
CKUX 0EePEBbEB, Te CaMble, U3 KOTOPbIX M3roTaBn1BaNunCh eruneTckre b6anb3amel
M XPUCTWMaHCKMIA nagaH. dopMa gepeBa W KoMYW NNOA B (DUHaNbHON CleHe
yKa3blBalOT Ha N1KBMAaMbap, aMbpoBOe AePEBO, N3BECTHOE CBOEI HNaroBOHHO
W LenuTenbHoi kameabto. Ero nnop, onyweHHbI B CHET, BUAWMO, HaMeKaeT Ha
NPUMVPEHVIE repost C HEBO3MOXHOCTHIO BEHHOW XMU3HW W HAleXK Y Ha CeMsl, KOTO-
pOE «eCNN YMPET, TO NPUHECET MHOTO nnoaa» (MoaHH, 12:24).

CviMBONMYeckuiA 06pas cafa — 1 0bpas ero OTCyTCTBUS — 3aHVMaeT Cylle-
CTBEHHOE MeCTO B KuiHemaTorpace MyikenaHmkeno AHTOHWOHW. B dunbme «Kpac-
Has nycTbiHs» (I Deserto Rosso, 1964) repouHs MeANEHHO CXOAUT C yMa Ha oHe
YYOBULLHOTO MHAYCTPUANbHOIO nei3axa. Tpyobl, AblM, DOYKM, XUMUYECKYE Bbl-
Hpochl v nei3ax be3 eMHOro AepeBa 1 eCTb ee «MyCTbiHsA», B «doToyBennyeHnm»
(Blowup, 1964) monopoit 1 npeTeHUro3HbI hoTorpad (BO3MOXKHO, ero 06pas no-
TOM OTPa3unics B xapakTepe repos «KoHTpaKTa prcoBanblinka») 4yBCTBYeT cebs
kaK pbiba B BOfie Cpefn roPOACKNX YL, CyMPaYHbIX KOMHAT, KOMMaHWI 1 cobnas-
HOB. 3aexaB B aHTVKBapHYIO NaBKy Ha AanbHIOK OKpauHy /IOHAOHA, OH ClyYalHo
BUANT BXOZ B ODLIECTBEHHbIN NapK ¥ ULET CIOKETHI CPeAM ero WyMsLLMX BbICO-

B cTouHmK n3obparmeHus cm.: URL: https://www.imdb.com/title/tt0414993/ (08.02.2022).
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KVX AepeBbeB. YBUAEB CTPaHHYto napy, Tomac CHIUMaeT v ee. [ocne CKaHaanbHOM
CTbIYKM CO BCTPEBOXEHHOM XEHLLMHOM OH BO3BpallaeTcs B 1abopaToputo, v Npw
CUNBbHOM YBENVYEHWUM OBOHapYyXMBaeT HeobbluHble MOAPOOHOCTM — MYXUMHA,
KOTOPOTO OH CHUMAN, NeXUT YOUTbIN NOA AEPEBOM, @ CPeaV 3ef1eHN BUAEH CTBOJ
nucToneTta. 3aTeM CHUMKYM MOXWLLAET Ta caMas 3acTUrHyTas XKeHWmHa, a Tpymn
K yTpy ncyesaeT. CUMBOMMYECKOE UCYE3HOBEHME PeanbHOCTU 3aKpennseTcs du-
HanbHOW CLEeHOW — rpynna MYMOB UrpaeT B Napke BOOOPaKaeMbiM MAYOM 1 Bbl-
HyxpgaeT hoTorpada BKNOUYUTHCS B UTPY.

AHTOHWOHW CHUMaN CUeHbl ¢ youiicTBoM B MapuoH Mapke (Maryon Park),
TUNUYHON NPOryNoYHON 30He Ha fAanbHel okpauHe JIoHAOHa (OKpYr MPUHBKY).
Pexxmnccepy HyxeH bbin He y3HaBaeMblli 06pas, a cpefa, Henoxoxas Ha TeCHbIN
ropoAcKoi Mup reposi. OH BXOAMT B NapK CKBO3b psig 60oNMblLNX AepeBbEB, HaMo-
MUHaLWMX Nponunen. BLICTPO NPOIAs CKBO3b 3apOCN, OH MOA LWYM NCTLEB BbI-
XOUT Ha 6ONLLION NNOCKN BYAMHTPUH — YTOMNEHHbIA NapTep, rae PacnonoxeH
Y TEHHWUCHbIN KOPT. 3aTeM OH CHVMAEeT NPsAYYLLYCs OT NtoAel napy C LWMPOKOK
NYXaNKW, Ha KOTOPOW CTOSAT NNLWb OTAENbHbIE AepeBbs, Kak 3TO U nonaraetcs
B neli3axHoM napke. CueHa BbIrSaNT ABYCMbICAEHHO: IyT KOHYaeTCst HeboNbLWMM
3a60pOM, a 3a HUM BbICATCS ODMCHbIE 3aHKs CO CBETOBOK peKnamMoli. fepow Ha-
XOAATCS He B beckpaliHeM 3en1eHOoM Mype, a Ha Kpato ropocKov LMBUAM3aLMN,
[OMa CNIOBHO MOAMAAbIBAIOT 338 HUMU. CHsHME BbIBECKM DyleT noka3aHo nos-
e, BO BPeMs HOYHOro npuesaa doTorpada B napk. YearHeHne okasbiBaeTcs
VNNIO30PHBIM — 3a BMOOAEHHbIMI CneaaT 1 ybuiila, n doTorpad, 1 ropoackue
KBapTanbl. CTpUXeHas MOBEPXHOCTb /yra, KOTopas BHOBb MOSBASETCS B 3aKM04M-
TeNbHON CLEHE, OKa3blBAETCS HEKOW «3e/1eHON NyCTbiHeW». /IMeHHO OHa CRyXWUT
(hoHOM Ans Ha3BaHMUA dunbma (Puc. 16-17).

Puc. 16. Kappbl 3 punbma «doToyBennyeHmne», 1964. CueHa cHsta B MapuoH Mapk, FpuHBmy®

“YIcTouHMK n3obpaxerns cM.: URL: https://www.imdb.com/title/tt0060176/ (08.02.2022).
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Puc. 17. Kappbl n3 unbma «doToyBennyermner, 1964. CueHa cHata B MapuoH Mapk, FpuHeny®®

CHATbIN Yepe3s YyeTbipe roaa «3abpucku MoinHT» (Zabriskie Point, 1970) pa3Bu-
BAET TeMY «OMYCTbIHMBAHVIS» MMPA COBPEMEHHOTO YenoBeka. CTyAeHYeCKMiA OYHT,
NepexofaLnii B KpUMMHaNbHYO Apamy C YOUINCTBOM MOMULENCKOro, NpuBoauT
MOIOAYIO Mapy B NYCTbIHIO, KOTOPAs HOCUT SPKO BbIPaXXeHHbIV CMBOMMYECKNN Xa-
pakTep. HaTypHoW nociyxuna kanndopHuicKas oCTONpUMeYaTensHOCTb — rop-
Has NycTbiHsg 3abpucku MolHT (Zabriskie Point), YacTe lonuHel CMepTH. Bo Bpems
NtOOOBHOW CUEHbI Haf NecKamu NOoAHUMAETCs NeC PyK — TaM MHOXECTBO TaKmx
e nonyronsix nap. focne rmbenu IHOWM AEBYLIKA NPUEKAET Ha BUY CBOErO
6occa v BONTMM HEHaBUAAWMM B3rNAA0M ee B3pblBaeT. [ycTbiHHas 06CTaHOBKa
FOCNOACTBYET B MUpE repoeB: POCKOWHAs COBPEMEHHasi BUAAa PacnonomeHa
B MYCTbIHHbIX CKanax, HATAE HET HU LIBETOUKA, @ eANHCTBEHHbIN Cafi, KOTOPbI No-
Ka3aH B hunbMe, — PO3apuii YHUBEPCUTETA, e NPOVCXOANT NepecTpenka c noan-
umel. MycTbiHA U KaMeHb roCNOACTBYIOT Takke B hunbme «[podeccus: penopTep»
(Professione: Reporter, 1975), A€NCTBIME KOTOPOro HaunHaeTcs B Caxape, a 3akaHuu-
BAETCs B BbIHOKEHHOW COMHLIEM UCMaHCKON AepeBHe. MOXHO CKa3aTb, 4TO B Mupe
AHTOHWOHM BOMbLLYIO PONb UFPaeT He cafl, @ BONMIoLLee OTCYTCTBME caa.

5.«B MPOLWW/IOM rogy B MAPUEHBAE»:
PACTBOPEHWE CHOXETA B CAZJOBOW CPE/IE

OcCobblii MHTEpeC B WCTOMHMKOBEAYECKOM 1 XyAOXECTBEHHOM OTHOLe-
HUSX npeacTasnseT GunbM «B npownom rogy B Mapuerbage» (Lannée derniere
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a Marienbad, 1961). OH CHAT NO ClEeHapuio-noBecTn AneHa Pob-Ipuite 6aK3KUM
emy Mo fiyxy pexuccepom AneHoM PeHe. ABTOPbI CTPEMSTCS pacnbiinTb, obecc-
MbIC/IUTb CHOXET, JOBECTU NEPEXMBAHNS 3pUTENS A0 aCCOUMATUBHBIX MPUNOMU-
HaHWI ¥ CUMBOAMYECKKX 0006LeHNIA. B 1961 rogy CLEeHapUCT 1 pexuccep fanm
Honbloe NHTEPBLIO XKypHany «Kaiie ae CrHeMa», OIHAKO OHO CTOMb e TYMaHHO ¥
HECCIOKETHO, KaK 1 cam ubM.

OCHOBOW NOBECTBOBAHMS SBNSHOTCS BCTPEUM TPEX FEPOEB B OOCTAHOBKE T-
XeNoN POCKOLIM «bapOYHOM» FOCTUHLbI U ee cafla. My»4nHa «C UTanbSHCKUM aK-
LLEHTOM» MOCTOSHHO HAMEKAET KEeHLIMHE Ha NPEXHME OTHOLIEHWS 1 yNpallnBaeT
MX NPOAOMKMTL. MpauyHOM TEHBIO MX COMPOBOXAAET APYroN YEN0BeK, «TOT, KTO,
BbITb MOXET, Balll MyX», OCTa/lbHble 00UTATENN FOCTUHULBI MOYTU HEMOABVXHDI.
imeHa repoes B cuyeHapuu — X, A v M. [leiCTBME NPOUCXOANT CIOBHO BO CHE UK
HECKOHEYHO LIENM BOCMOMUHaHUIA. K TOMY e B CLIEHapUL BpeMs AeCTBIS OTHE-
CEHO K [IaBHO NPOLIeAWnM BpeMeHaM: «3T0, AOMKHO ObITb, Obi10 B 1928 nnun 1929
rofy. lNpasga? HeBepoATHO». 10 yKa3aHMto aBTOPOB, MOBTOPSAOWMECS CLIEHbI Ha-
FHETAT 3MOLMOHANbHOE COCTOSIHME repoeB, 1 BCTPeYa, KOTOPYIO XEHLLMHa no-
Havany OTpMLLAET, MOCTENEHHO NOMOLLAET U UX [AYLUM, 1 OBCTAHOBKY BOKPYI HUX:
«B “MapvieHbage” cHavana gymaellb, YTO HUKAKOro “mpoLnoro roga” He 6bio,
a NoTOM 3ameyaelllb, 4TO “NPOLWNbLIV roa” BCE 3aN0HWMI, HTO Mbl BPO/E KaK B HEM.
K Tomy e aymaelb, 4To 1 MapuneHbaaa He 6bI10, @ MOTOM 3aMeyvaellb, YTO Ha-
XO[M/CS B HEM C Camoro Havana. CobbiTue, KOTOpPOe OTpULIana XeHLLVHa, B KOHLE
KOHLLOB BCe 3apa3unox»*®.

B MHOTOCNOMHON TKaHW GurabMa OrpPOMHYIO PONb UrpaeT cag. B cueHapwmm
OH OMMCaH 04YEHb KOHKPETHO: «[1apK NPy 3TON rocTUHULE BbIN YeM-TO Bpofe cafa
BO (paHLly3cKoM CTune, be3 eanHoro aepesLa, 6e3 eAnHoro LBeTKa, 6e30 BCSKOW
pacTUTENbHOCTW». EAMHCTBEHHOE MeCTO B Cady, NpUBNeKatollee BHUMaHVe re-
POEB — CKyNbNTYpHAs rPynna, KOTOPOW KX/ U3 HUX 1aeT CBOe 00bSICHEHNME.
fepoit X roBopuT: «OH yAep1BaeT Noapyry, YTobbl OHa He noaoLwna CAULLIKOM
6113K0 K 0BpbIBY, @ OHa YKa3bIBAeT eMy Ha MOpe, PAcCTUNAIOWEECs Y UX HOT A0
CaMOoro ropn3oHTar. [lepcoHax M xonofgHo yTouHseT: «3To cTatys Kapna TpeTbero
M ero cynpyru, Ho co3faHa oHa, pasymeeTtcs, B boniee NMo3aHol0 3noxy. M3obpa-
eHa cleHa knsTebl nepen CobpaHveM, BO BpeMsi npolecca 06 naMeHes. Kaxablii
repor NpoeumnpyeT Ha CafoBYHO CKyAbNTYPY CBOM XENaHUs 1 CTPaxu.

[Nt CNOXHOW CMBIC/IOBOM U BU3YyanbHOW KOMMO3MUMK HyXKHa Oblna 04eHb
TOYHO BbiOpaHHas HaTypa. CbeMoyHas rpynna Hawna ee B MioHxeHe. OCHOB-
Hble BU/bl NapTepa CHATbI B pe3naeHumn baBapckux kypdiopcToB HumdeHobypr

16 3neck v panee nHTepsbto («Cahiers du Cinémav, ceHTabpb 1961 1) UMTHPYETCS MO NepeBody Ha
AHIMUIACKMA Ha Beb-caiiTe Neugraphic: URL: http://www.neugraphic.com/marienbad/marienbad-
textl4.html (Bnepsble onyonnMKoBaHO Ha aHMMUIACKOM s3bike B xypHane «Films and Filming» B
tespane 1962 1, c. 39-41; nepesog Pelimorfa [roprHata, xypHan «Cahiers du Cinémav).
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(Nymphenburg). ins Pob-Ipuiie 6610 BaXHO elle 0fHO ynogobnexnmne — nckyc-
CTBEHHbIe BETBY 6apOYHOM NeNHUHbI, KOTOPbIE CIMBAIOTCS C UCKYCCTBEHHOM X3-
HbIO Cafa Vi TepoeB: OHU WAYT CPean «OPHAMEHTa, CTeMOWErocs Nnof NOTONKOM,
C ero BETBSMU U rMPASHAAMU, CNIOBHO CTAPUHHOM NNCTBOW». BOMBWMHCTBO CLeH
CHSITO B MblWHbIX MHTEPbepax ABopLa B Lnsiicxalime (Schleissheim). OaHako «cTa-
PUHHAas NUCTBa» Takke Obina HalgeHa B HuMdeHbypre, B naBnnboHe AManuen-
6ypr, cO3aHHOM BbIAAIOLLMMCS apXUTEKTOPOM POKoKo dpaHcya Kiosuide. 3epka-
Na, BETBY V1 OXOTHMYbM Tpoen ero nnadoHOB SBNSIOTCS NEATMOTVBOM [eiCTBUS.

V3yyeHne KappoB dunbMa MOKa3biBAET, YTO PEXUCCEP HE OrpaHM4MnCcs
naprepom HumdeHbypra. Buabl Ha caf ¢ YepHbIMK CamMWMTOBbLIMY MUpaMUaKa-
MU (CKOpee BCero, 3TO [eKOpaLMK, XVBbIX A€PEBLEB TaM [AaBHO HET) MOKa3aHbl
C BbICOKOI NeCTHMLbI ABOPLA. HO BMAbI Ha CaM ABOPEL, CHATbI B APYrOM aHcambne.
Mo-BraMMOMY, AneHa PeHe He yCTPOWN XxapaKTepHbIN, BBICOKMIA 1 XKUBOW NPoduib
ABopua B HUMdeHOypre, KOTOPLI CO3AaH C 3NeMeHTamMu roNNaHACKoro CTuns.
Ponb CyMpayHOI rocTUHULbI B (UAbME UrpaeT WHPOKMUIA U NPU3eMUCTbIV hacag
ABopua B Lnsicxaiime, He CTOMb 3HAYUTENBHON 1 MEHEe YXOXKEHHON pe3naeHLny
Ha Apyrol okpauHe MioHxeHa. MapTep Wnsaiicxaiima He noaxoaun ans dbunsbMa
N0 HECKOMBKMM MpuYKHam. OH MOYTK MYyCTOW, ero penbed v CTPYIKEHbIE pacTe-
HUs yTpayeHbl. Kpome Toro, naptep LUnsiicxaliMa okaH4MBaeTCs ManbiM ABOP-
LIOM, KOTOPbIA OKPYXeH KaHanoM. HU3Kunii kackan Humderbypra, He Mellatoumnii
HeCKOHEeYHOI NepcneKTrBe cafla, 3AeCk OKasancs ropasao yMecTHee. feoMeTpus
cafia, COCTaBNEHHOrO U3 [1BYX PeasbHbIX CafoB, HACTOMBKO NPOAyMaHa, YTo CoBpe-
MEHHbI apXMTEKTOP CMOT COCTaBWTb MaH 3TOro HEeCcyllecTBytollero aHcambnat’
(Puc. 18-21).

Puc. 18. Kagp 13 ¢punbma «B npolwwnom rogy B MapreHbage», 1961.
CueHa cHsATa Ha napTepe pe3ugeHuun HumdeHobypr®

1 Sgolacchia R. Deconstruction of the Filmic Space—LAnnée derniere & Marienbad (Alain
Resnais, 1961). URL: https://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lan-
nee-derniere-a-marienbad-alain-resnais-1961/ (nata obpauerus: 08.02.2022).

® cTouHMK n30bpareHns cm.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Puc. 19. NapTep v gBopey, HuMdeHbypr. doto b. Cokonosa, 2012. Apxue aBTopa

Puc. 20. Kagp 13 dunbma «B npownom rogy B Mapuerbape», 1961.
CueHa CHsTa Ha napTepe pesugeHuuu LWnsiicxanm®®

9 YIcTouHMK n306pareHms cM.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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Puc. 21. MnaH Boo6paxaemoro caga, Co3faHHoro B hunbme «B npowwnom rogy
B MapueHbapie» U3 3neMeHTOB napkos HuMdeHbypr u LLnsincxanm®

06pa3 «MepTBOro cafjax, NpUWeAW N 13 N0331UN CUMBOAM3MA, AONONHSIOT
HEenoaBKHble DUTYPbl NOCTOSIbLEB FOCTUHNLI. PeHe B MHTEPBbIO YKasbiBaeT
Ha MHOFOC/IOMHOCTb peanbHOCTV B hunbMe: «Ecan KTo-Hubyap Bapyr byaet cmo-
TpeTb “Mapuenbapn” coBceM NpUCTanbHO, TO YBUAWT, YTO HEKOTOPbIE Kaapbl Mo-
N03PUTENbHbI, YTO WX CTeMNeHb PeanbHOCTV COMHUTENbHA. ECTb Kaapbl “nodarb-
WwK1Bee”, 1 eCTb Kafipbl, Ybst 0OMAHUYMBOCTb, MO-MOEMY, COBEPLIEHHO O4YeBUAHEY.
OfVH 13 TakuX KafjpoB — NaHopaMa napTepa, rae GuUrypsl Noaen oTbpackiBatoT
OAVIHHBIE TEHW, a 1epeBbst UX AuLeHb! (Puc. 18).

CKyNbNTYpa C MyX4UHOMN, XXEHLMHOW 1 COBaKOW, O KOTOPOI CTONBKO rOBO-
PST repow, ABAsSeTCs feKopaLmnelt, cienaHHon cneumansHo ans dunsma (Puc. 22).
OHa bnyxnaaeT no napky Humderbypra — cHavyana BO3BbIWAETCS Haf, NapTepoM,
CTOS Ha BEepLUMHEe NeCTHMLbI, a MOTOM NoKa3aHa Ha 6anocTpase Bo3ne Kackaaa,
CMOTPUT TO B CTOPOHY ABOPLA, TO Ha NaHopaMy cafa. bonee Toro, oHa npeacTaet
TO € CObaKoW, O 3Ha4YeHUN KOTOPOI CNOPST repou, To 6e3 Hee. ITOT NpueM Hano-

% Sgolacchia R. Deconstruction of the Filmic Space—L’Année derniere a Marienbad (Alain
Resnais, 1961). URL: https://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lan-
nee-derniere-a-marienbad-alain-resnais-1961/ (nata obpalueHus: 08.02.2022).

HAYKA TENEBUAEHUS 18 (4), 2022 96 THE ART AND SCIENCE OF TELEVISION


http://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-resnais-1961/
http://www.archined.nl/2017/10/deconstruction-of-the-filmic-space-lannee-derniere-a-marienbad-alain-resnais-1961/

MUHaeT bayxaaHus YenoBeka-cTaTyn B «KOHTpakTe prcoBanblinkay. CObCTBEH-
HO, ANst TPVHY3s 3TOT MUAbM 1 BbIN BbICWIMM 06pa3LOM. B CBOEM POCCUIACKOM
WHTEPBbLIO OH rOBOPWU: «/IHOTAA MHE KaXeTCsl, YTO KOrda s CHUMal UnbMbl,
S NbITaKCh NepecHsTs “MpolwnbiM neTom B Mapuerbape” [elle 0auH BapnaHT Ha-
3BaHMsA]»?L.

Puc. 22. doTorpadus gekopauum k bunbmy «B npounom rogy B MapreHbage», 1961.
Mnatdhopma co cKybNTypaMu NPUCTPOEHA K ecTHULLE 3aMKa HumdeHbypr??

B cdunbMe, NOMUMO peansHOro cafa, NokasaHbl YeTbipe M30bpaxeHus,
KOTOpble repoun BUAST B rocTUHMLE. OHO U3 HUX — rpaBlopa C M300paXKeHnem
apxanyHoro cafa, BO3MOXHO, HumMdeHbypra paHHero atana ero CylecTBOBaHus.
BTopoe — H6apouHas Aekopalys B TeaTpanbHOM 3ane, Ha hoHe KOTOpOoit BCTpe-
4aloTCs aKTepbl, NOXOXMEe Ha X U A. 3[eCb NapTep OKPYXKEH PsAaMy NonepeyHbix
wnanep, CTaTyv BCEro fiBE, a BAaAW BUAEH HEOONbLIOW ABOPEL,. 3TO NPOCTPAHCTBO
OTpaX@eT TaUHCTBEHHYH CTOPOHY Cafa, B KOTOPOM BCE e MOXHO 3ab1yanTb-
csl. TpeTbe v306paxeHne — MOACBEYEHHAs aKCOHOMETpPUYECKas MoAenb cafa.
Ee ycTpoicTBO OAM3KO K TOMY KOMBUHMPOBAHHOMY Cafly, KOTOPbIA MOKa3aH
B peansHocTu. dacaf ABopLa — Takol Kak B LLnsiicxaliMe, LeHTpasbHble NapHble
NOOCHI ra30Ha OKPYKEHbI CTPYIKEHBIMU MUPaMUAKaMU, MapTep OTKPbIT. TONbKO
BMECTO CTaTyl, UMetolmxcst B HumdeHbypre, 3aech paccTaBieHbl Basbl Ha NMocTa-
MeHTax. [apKM306paxeH Ha GoHe HOYHOTo Heba Cc obiakamu, ero rasoHbl 1 ABOPEL]
CBETSATCS, a MeCOK 1 HeHO — YepHble. ITOT HeraTvB cafia NoXOXK Ha TEMHBbIN Neli3ax
nocnefHel cLyerbl GuibMa, B KOTOPOI X 1 A yxOasT B HUKyAa. Ho 1 370 elle He Bce

Z_IV;TZp_;n;o_c_l'm;gpom IpuHy3eM BxypHane «Cobaka.py»: URL: https://www.sobaka.ru/enter-
tainment/cinema/12365 (08.02.2022).
22 \cTouHUK n3obpaxerms cM.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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OTTeHKM 0BMaH4YMBOW CAflOBOW peanbHOCTU. B aApyroii cueHe repoit M cMoTpuT
Ha PUCYHOK, FAe CXeMaTU4ecKn 1300paxeHbl TOT e ABOpeL, 1 TOT xe cag. Of-
HaKo Ha nepegHeM nnaaHe NOKasaHO MECTO BCTPeY repoes X 1 A — CkaMbs Cnesa
W CKyNbNTYpHas rpynna cnpasa. 3gecs OHa NoBepHyTa Ko Agopuy (Puc. 23).

Puc. 23. Kagp 13 ¢unbma «B npownom rogy B MapueHbage», 1961.
paBtopa N306paxaeT napTep pesugeHumMu LLinsincxaiim co CKynbnTypamMu-fekopauusmu 2

®UNbM O 3aMKHYTOM Kpyre pa3HblX PeanbHOCTEN, BOMOWEHHBIX B Pa3nuy-
HbIX 0DAMKaX Cafia — BbICWIAA TOYKa COXHbIX KMHEMATOrpauyecKmx NocTpoe-
HII B 3TOV TeMe. 30eCh, Kak v No3xe B «KOHTPaKTe pUCOBabLLMKa», MCMONb30BaH
P, XYAOKECTBEHHbIX CPEACTB CaflOBOro MCKycCTBa. Cpeaw Hux — TeaTpasnbHas
KOMMO3MLS, NEPCNeKTUBa U ee 3aMblKaHue, OTKPbITbIE U 3aKpbITble YacTu Caja,
Co3fatoLLe O4eHb Pa3HOe HacTpoeHMe.

6. 3AK/IFOYEHWE. NCTOPUYECKWNIA CALL
KAK MEPCTMEKTUBHAA TEMA /19 KWHEMATOI PAGA

Kak 1 npegnonaranocsk B Havyane uccnegoBaHus, Hambonee MHTepecHsle
pe3ysbTaThl aeT ONocpefoBaHHOe, CUMBOMYECKOE UCMOb30BaHMe CafoBO
HaTypbl B CO3AaHMM KriHemaTorpaduyeckoro obpasa. B dunbmax «KoHTpakT pu-
CoBarblUMKa» 1 «B npolnom rogy B MapueHbage» cafbl BHOCST B TOBECTBOBAHME
Cpasy HECKONBKO UCTOPUYECKUX U KyNBTYPHbIX KOHTEKCTOB, YCIOKHSAS XapaKTepsi

2 cToYHNK n3obpaweHns cm.: URL: https://www.imdb.com/title/tt0054632/ (08.02.2022).
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repoes 1 accoumaunm 3puteneit. Bo BTopom 13 rnbMoB NCTOpUYecKast cafoBas
cpefa noyTn obesnmyeHa, Ho HaMeKM Ha y3HaBaeMblii Cafj U 3NOXy CO3AAI0T UH-
TPUIYIOLLYIO CUTYaLMIO, KOTOPast APa3HUT 3pUTeNbCKoe Bocnpustre. Ty paboty
MOXHO COMOCTaBUTb C «abCONOTHOM» XMBONUCHIO B. KaHAMHCKOrO, B KOTOPOIA
COXpaHeHbl aCCOLMATUBHbIE HAMEKUN Ha y3HaBaeMblii NpeaMeT 1 cloxeT. KcTatu,
B 3noxy paboTbl B bayxayce XyAOXHWK paccMaTpyBan BO3MOXHOCTb CHSTb
N0 CBOEWN CUHTETUYECKOW NMbece YKenTbli 3ByK» aHUMALVIOHHbIA DUIBbM.

BoraTbiM MaTepuanom Ans KuHematorpada sBNSeTCH caf B €ro CTaHoB-
neHvu v (nn) ynaare, paboTa Hafj co3aaHrem caaa, KoTopast NoKa3biBaeT ane-
MeHTbl 1 0bpa3Hble CPeacTBa 3TOrO WCKYCCTBA. [pUMepbl 3TUX BO3MOXHOCTE
nokasbiBaloT «[louenyi 3mes» 1 «TaiHbIi cag». Cpean NMOMbITOK NoKa3aTb Cafj
B 0ObeEME 1 [ABWKEHNN — MPOXOf Kamepbl No 3eieHoMy NabupuHTy. B dunbme
no pomaHy Bupmxuntumn Byned «OpnaHpo» (Orlando, C. MoTTtep, 1992) repoi
€N1N3aBETVHCKOW 3MOXM BEXUT N0 NABUPUHTY U Ha 3TOM NYTU MEHSIET 0bNNYbeE,
Non 1 3Moxy. 3aCHeXEeHHbIN NabVPUHT NAPKOBOW FOCTUHULbI CKPbIBAET XepTRY
oT obe3ymesLuero repos dhunsMa «CusiHue» (The Shining, C. Kybpuk, 1980). Mpu-
Mep 13 MacCOBOW KMHOKYNBTYPbl — HAPUCOBAHHbIN Ha KOMMbIOTEPE OrPOMHbIA
NabupuHT B hunbme «fappu MoTTep 1 KyboK orHs» (Harry Potter and the Goblet of
Fire, M. Hbtoann, 2005).

PacCMOTPEHHbIN MaTepuan No3BoAsET CENATh BbIBOAbI 00 OCHOBHbIX CMO-
cobax B3aMMofeiCcTBIs ABYX CIIOMHBbIX KyNbsTYpHbIX heHomeHoB. C 0aHON CTOpo-
Hbl, 3TO UCTOPUYECKUNIA Ccafj, KOTOPbIN SBNSeTCS KOMOUHaLmel obpasa 3eMHOoro
pasi, «bnaroro MecTa», Kak ero HasblBanau aHTUYHbIE aBTOPbI, U MCTOPUYECKON
cpefpl, HaCbILLEHHOM MHOMOYNCAEHHbBIMM accoumaumsaMu. C apyroii — KriHemaTo-
rpad, B KOTOpOM 06pa3 M1pa BapbMpPyeTCst OT AOKYMEeHTanbHOro 0 haHTasunii-
HOrO, NPUYeM pasHble BapuaHThl MOrYT CTANKMBATbCA MO0 COBMELLATbCS. Mbl
Npocnefnv BapuaHThl MCMONb30BaHUS MCTOPUYECKOTO Cafa B KuHemaTorpade
Ha NyTW OT AOKYMEHTANbHOW PeansHOCTU 10 CNIOXKHbIX 00Pa30B, B KOTOPbLIX Pas-
Hble NNaHbl PeansHOCTY COBMELLAOTCS U CO3AAI0T YCNOBUS AN 3PUTENBCKOrO
TBOPYECTBA, 4151 aCCOLMATUBHON 1 MHOTOKPATHOW MHTEPNPEeTaL M.

B psife cnyyaes Ans opraHvsalmmn accounaTvBHOM paboTbl 3puTeNns pexmc-
Cep MCNonb3yeT NpUem OCTPaHEeHWs: CTapblii PerynspHbli cag B «<KoHTpakTe pu-
COBaJblLMKa», NapagHble cagbl B bunbme «B npownom rogy 8 MaprieHbage» noka-
3aHbl CNOKOMHbBIMY, HEMOABWXHBIMU, AaHbl B NMOCNEAOBATENBHOCTU COCTOSHUIA.
B apyrvix cnyyasx caf AaH Kak n3MeH4nBbI 06beKT: B dunbMe «[louenyi 3mes»
caf, CTPOUTCS, TMBHET OT Bypw, BOCCTaHaBNMBAETCS, @ NOCNeAHNE CLEHbI NPONC-
XOOAT CPeau XUBOMUCHOO bypenoma. B «PoToyBeanyeHn» cHaYana nokasa
CMOKOMHbIN NpefBeYepHUid Napk, 3aTem ero WyMsline AepeBbs U CyMpadHble
(hOpMbl HOYbIO, U HAKOHEL, NP IPKOM YTPEHHEM CBETE, B KOTOPOM CODbITVS NPO-
WepaLWero AHs NpeacTaBAstoTCs UANO30PHbBIMU. [10-BUAMMOMY, 1Ba Bapu1aHTa, psij
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CTaTWYHBIX KapTUH Cafa MO0 AVHaMMKa €ro XW3HU, ABNSITCS Hanbonee BOC-
TpebOoBaHHbIMK ¥ MNOZOTBOPHBIMY CTPATErMsiM UCNONb30BaHUS Cafa, napka
W KyNbTYPHOTO NaHawadTa B KnHeMaTorpade.

Euje ofHO BbIpa3nTeNbHOE CPeACTBO, KOTOPOE CafoBast TeMa AAeT KHeMa-
Torpady — MCMob30BaHWe CBA3aHHbIX C Hell KynbTypHbIX apxeTunos. Obpas Pas
B «MICTOUHVIKe» ADOHOMDCKM BOCXOAUT K GUONECKOM NCTOPUN HeTOBEYECKO Aep-
30CTV U rpexonageHusi. [103ToMy MomMbITKM reposi HANTKN B ByXOBHOW peanbHOCTM
MCTOYHUK BeccMepTus (a B hU3MYECKON — NeKapCTBO OT Her3neyrMon 6onesHu)
OKaH4MBaIOTCS TO €ro r1benbio, TO MpeBpaLieHneM B pacTUTENbHYIO CTUXMIO. Elle
OOMH NnaH GunbMa, NoneT reposi B npo3payHoii cepe, rae ecTb AepeBo 1 pyyen,
CO3/aeT accoumaumnm ¢ oparkepeel, anxMMUYeckor Konbo 1 0bpasom Ku3HK
[0 poxpaeHus. B dunbme «B npownom rogy B MapueHbane» 3epKanbHble KOpu-
[OPbl U HEMOABWXKHbIE CNYTW B TOCTMHWMLE NMPOO/KAIOT HEMOABWMIKHBIN 1 CTPO-
Vi Caf C ero bocKeTamu v CTaTysiMU, MOXOXMMU APYT Ha ApYyra Kak oTpaxeHune
B 3epKare.

Ba)HOM OCOBEHHOCTBIO MCTOPUYECKOTO Cafa KaK ObbeKTa ANs KnHema-
Torpadnyeckon MHTeprnpeTaLmmn SBNSETCS ero NPOCTPaHCTBEHHAS MPOTSKEH-
HOCTb. 3TO 06bEMHOE NPOU3BeEeHNE NCKYCCTBA, B KOTOPOM NMPUCYTCTBYIOT CPes-
CTBa BbIPA3UTeNbHOCTY, CBOMCTBEHHbIE TeaTpy. [epon MOryT nyTelwecTBOBaTh
Mo cagy, BblAENSTbCS UM, HA0OOPOT, TEPSTLCS Ha ero GoHe, CBOVIMM AeCTBUAMM
nogyepKmBaTh rybuHy NPOCTPaHCTBa NMBO ero 3aMKHYTOCTb. B «TaliHOM cage»
v «KOHTpaKTe prcoBanbluMKa» NOAYEPKHYT KOHTPACT Mexay CBOOOAHbIM camo-
OLLyLeHMEM 1 MAACTUKOW ABVIKEHWIN repoeB, KOrfa OHM HaxoaAaTCs B OTKPbITbIX
MapKOBbIX NeN3axax, 1 CTECHEHHbIM, LLEPEMOHHBIM VX MOBEAEHVEM B PETYNSPHbIX
JacTsx ycagbbbl. Co3gatenu dunbma «B npownom rogy B Mapunerbage» MHOro-
KpPaTHO COMOCTaBASHOT XMBbIX I0AEN CO CTaTysMU, MPUBOASA MOTOK accolvaLmnii
K ynogobneHuto Tpro repoes CKyNbNTypHOW rpynne u3 napka. Cpeam 3Tux acco-
LMaTVBHO HaCbILEHHbIX 0OPa30B eCTb TeaTpanbHas CLeHa 1 KapTuHbI C n3obpa-
KEHWEeM Cafa B Pa3HbIX BapyaHTax, OT CXeMbl 40 UIPYLIEYHOro TeaTpa C ropsiLy-
MV B OKHaX OrOHbKaMU.

TeMa MCTOpPMYECKOro cafia AaeT KuHematorpady psf LeHHbIX XyA0KeCTBeH-
HbIX CpeAcTB. Cpean HMX — pasHble YPOBHYM OMOCPefoBaHNUs [OKyMEeHTaNbHO
peanbHOCTH, paboTa C KyNbTYPHBIMU apXeTunaMmn 1 CTOPUYECKOW Cpefow, Tea-
Tpanu3sauus 3en1eHo apXMTEKTYPbI, NCMONb30BaHKe CafoBoro 0bpasa B kayecTse
MCTOYHVMKa accoumaLlvii v CYMBOMMYECKOTO NPOCTPaHCTBa. 3TV CPeacTBa MoryT
ObITb MCNONB30BaHbI B 1 AaNbHEWX TBOPYECKMX MOVICKaX KUHEMATOrpathuCToB.
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Abstract. In this article, we analyze the image of healthcare and health profession-
als in the Russian television media agenda before and during the COVID-19 pan-
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demic and determine the frequency and content of health-related news reports
on federal and regional evening newscasts for 2019-2021 (by the example of two
news programs—Vremya, Channel One, and Vesti. Don, channel Russia-1). Content
analysis of news reports was conducted by the Southern Federal University re-
search team (Rostov-on-Don, Russia) in the course of the RFBR-supported research
project on social well-being of the medical community in a complex epidemiologi-
cal situation. Altogether, we have analyzed 1096 evening Vremya newscasts and
784 Vesti. Don newscasts. The sample set included 244 Vremya news items (about
19% of the total number), and 152 Vesti. Don news items (about 17%, respectively).
The sampling was random mechanical (with a certain preset interval). The coded
categories and units of analysis were registered as cards, one card per each news
item. As the categories for analysis, we have selected topic, genre, nature, locality,
length, central figure in a news piece, and presence of a challenge or a problem
situation. Unit of count—news piece. On both federal and regional television in
general, there was a significant increase in the number of news stories on health-
care from 2019 to 2021. In 2020 and 2021, the thematic angle has changed radi-
cally towards the news on the pandemic of a 2019 coronavirus disease and vac-
cination against it. It should be noted that the main heroes of health-related news
reports were and still are neither doctors, nor patients, but representatives of the
authorities and Rospotrebnadzor; the share of reports about ordinary doctors was
decreasing; with the launch of COVID-19 vaccination, the number of news items
featuring mid-level health professionals went up; on the other hand, as COVID-19
was spreading, scientists and inventors appeared in health-related news less fre-
quently, especially in regional news; the pandemic has significantly shifted the
focus from child patients to adults, and especially to the elderly.

Keywords: medicine, healthcare, healthcare worker, doctor, nursing staff, media
agenda, media, COVID-19 pandemic, coronavirus, content analysis, television,
news story, in-depth interview
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Obpa3 MegnuUmHbI 1 MeanNKOB
B POCCUMCKOM TENEBU3NOHHOM
MefdranoBecTke B nepnopd 2019-2021 rr.

AHHOTauWs. B cTaTbe aHanuampyercs 06pa3 MeanumHbl ¥ MeauUMHCKMX
paboTHVKOB B POCCMIACKOV TENeBM3MOHHOW MeavanoBecTke A0 W B MEpUof
nangemnn COVID-19, onpepenserca 4actoTa MOSABNEHNS U cofepxaHue TB
CIOKETOB Ha MEeMUMHCKME TeMbl Ha OCHOBaHWM MaTepuanos MpOBeAeHHOro
KOHTEHT-aHan13a HOBOCTHbIX BEYEpHMX BbIMYCKOB heaepansHoro v perno-
HaNbHOrO TeNEeBM3NMOHHOTO BellaHus 3a 2019-2021 rr. (Ha npuMepe NporpaMmbl

HAYKA TENEBUAEHUA 18 (4), 2022 107 THE ART AND SCIENCE OF TELEVISION


https://orcid.org/orcid-search/search?searchQuery=0000-0002-0426-3743
mailto:noroks%40yandex.ru%0D?subject=
http://orcid.org/orcid-search/search?searchQuery=0000-0001-9043-1135
mailto:mosienko.olga%40mail.ru%20?subject=
https://orcid.org/orcid-search/search?searchQuery=0000-0003-0662-2268
mailto:yaitskova_a%40mail.ru%20?subject=
mailto:yaitskova_a%40mail.ru%20?subject=
https://doi.org/10.30628/1994-9529-2022-18.2-13-38

Vremya (Channel One) w nporpammsl Vesti Don (TenekaHan Russia-1)).
KOHTeHT-aHann3 HOBOCTHbIX CtoxeToB 2019-2021 rr. NpoBefeH KOMIEeKTVBOM
nccnegosatenein tOxHoro degepanbHoro yHusepcuteTa (r. PocToB-Ha-fo-
Hy, Poccus) B xofe peanusaumm npoekTa npu nogaepxke PODOU Ha Temy
COLManbHOro camoyyBCTBUA NPOHECcCMOHanbHOro MeANLIMHCKOro coobliecTsa
B CNOXHOW 3NWAEMMONOTMYECKON CUTyauun. leHepanbHas COBOKYMHOCTb
BEYEPHVX HOBOCTHbIX BbINMYCKOB Mporpammbl Viemya HacumTbiBaeT 1096,
nporpammel Vesti. Don — 784. BblOOpOYHas COBOKYyMHOCTb: Viemya — 244
CloKeTa Ha MegMUMHCKYylo TeMaTuky (okono 19% oT obujero uyucna); Vesti
Don — 152 ctoxeTa Npo MeanumHy (okono 17% cooTBeTcTBeHHO). Boibopka —
CNyYyalHas MexaHmyecKas (C 3agaHHbIM Warom). 3aKoarpoBaHHble KaTeropun
1 efVHULBl aHaN13a 3anNnCbIBaNNUCh B PErMCTPALMOHHbIE KapPTOUKM Ha Kaxablii
HOBOCTHOW CloxeT. KaTeropusMu aHanmsa BbICTYNUAM TeMa, XaHp, xapaxTtep,
NIOKaNnbHOCTb, MPOAOCMKNTENBHOCTL, repolt TB MaTepuana, Hanunyve npobaemsi
N NpobnemHon cuTyaumn. EavHMLa cyeTa — HOBOCTHOW CroxeT. Tak,
Ha defepanbHOM U PErMoHanbHOM TefleBeljaHyn OTMeYaeTCs 3Ha4YNTEeNbHbIN
POCT HOBOCTHbIX CIOXKETOB Ha MEAMUMHCKYIO TemaTuky B nepuog ¢ 2019 no
2021 rr. B 2020 n 2021 rr. TeMaTMYeCKMn pakypc KapAuHanbHO CMeHWNCs
B CTOPOHY HOBOCTHbIX COODLIEHWU MPO MaHAeMUIO HOBOW KOPOHaBMPYCHOW
nHdexummn COVID-19 m BakuymHaumio ot COVID-19. OTMETWM, YTO MMaBHbIMMK
reposiMy MeMLMHCKUX HOBOCTEN BbINN 1 OCTAIOTCS HE MEAVKM W HEe NaLMeHTl,
a NpefcTaBuUTeNn opraHoB Bnactu u PocnoTpebHaa3opa; ¢ Havyanom npvisu-
BOYHOM KamnaHum oT COVID-19 B TB acdumpe dalle NOsSBASETCS CpefHui
MEeAVLMHCKMI NepcoHan; pexe C Ha4yanoM NaHAEMUM B CIOXeTax MosBASIOTCS
repou — YyyeHble, M306peTaTeny, OCOOEHHO B PErvoHaNbHbIX HOBOCTSX;
C HavanoMm naHgemmy COVID-19 OKyC BHMMaHWS 3aMeTHO CMellaeTtcs
C NaUWEeHTOB [eTel Ha B3POC/bIX, 1 OCOBEHHO — Ha NH0AeN NOXUbIX.
KntoyeBble cnoBa: MefuumMHa, 3ApaBOOXpaHeHne, MeAuUMHCKUIA paboTHUK,
BpaY, CPeAHWUM MeaVUMHCKWMI nepcoHan, mepnanosecTka, CMU, naHgemus
COVID-19, KOPOHaBMPYC, KOHTEHT-aHanu3, TeneBuaeHne, HOBOCTHOM CIOXeT,
rnyOUHHOE NHTEPBbIO

BnarogapHocTu. ViccnegoBaHue BbINOAHEHO MpW (DUHAHCOBOM MOAAEpPXKKe
POOV B pamkax Hay4Horo npoexta N2 20-04-60466.

1. INTRODUCTION
There are earlier studies by foreign and Russian authors of the media image of

healthcare professionals and the healthcare sector as a whole during the COVID-19
pandemic. Of great interest is, for example, the experience of China, which was the
first to face the new virus. Jana Fedtke, Mohammed Ibahrine, Yuting Wang (2022,
pp. 287-314), as well as the team of Chinese and US researchers (Kang et al., 2020)

HAYKA TENEBUAEHUA 18 (4), 2022 108 THE ART AND SCIENCE OF TELEVISION



have analyzed the Chinese media agenda aimed at controlling panic, rallying the
nation in the face of danger, heroizing medical workers, and compensating for the
country’s plummeted image. Shouzhi Xia, Huang Huang and Dong Zhang (2022)
have examined how state media used the frame of heroism among Chinese med-
ics, as well as a contrasting frame emphasizing the poor performance of the United
States against COVID-19. Particular attention is given to the studying, in the termi-
nology of soft power, of China’s so-called coronavirus diplomacy (Kobierecka &
Kobierecki, 2021, pp. 937-954)—that is, assisting other countries based on the expe-
rience of the first country to defeat the coronavirus. In addition to newscasts and TV
shows, the film industry was engaged in achieving the desired result: in the first pan-
demic year, two documentary dramas were produced, Heroes in Harm’s Way (2020)
and With You (2020). However, the use of cinema to create a positive image of medi-
cal professionals is not new: studies by David Lynn Painter, Alison Kubala, Sarah
Parsloe, as well as by Irene Cambra-Badii, Elisabet Moyano, Irene Ortega, Josep-E
Bafios & Mariano Senti show that medical dramas broadcast ideals of expertise and
portray healthcare workers as highly qualified and competent (Painter et al., 2020,
pp. 322-336; Cambra-Badii et al., 2021), and can therefore promote harmony be-
tween physicians, patients, and the public (Chen & Qian, 2017, pp. 138-141).

British researcher Caitriona L. Cox calls for a discussion of overheroization of
healthcare workers. Using the language of heroism to praise health professionals
in the media, she believes, might have negative consequences: blurring the limits
of their duty to treat patients, enshrined in a mutual social contract; and adverse
psychological effects on medics themselves, resulting from the implication that all
health professionals have to be heroic (Cox, 2020, pp. 510-513).

Indian researchers specializing in the subculture of intentional or uninten-
tional misinformation on TV conducted a content analysis of fake news debunking
websites Boom Live and Alt News during the six months of the COVID-19 pandemic
(March-August 2020). The purpose was to evaluate the ratio of fact-supported con-
tent to disproven statements made during the pandemic in India about the nation-
wide quarantine, claims about recovery and immunity dynamics, political allega-
tions, impact on the economy, religious polarization, etc. (Laskar & Reyaz, 2021, pp.
93-116).

Martin Lindstrém made a remarkable study of how a consensus culture com-
bined with mass media’s financial and partly structural dependence on the state in
Sweden affected the Swedish COVID-19 strategy in the spring of 2020 (Lindstrom,
2021).

Russian authors Aleksandr Yefanov and Valeria Banshchikova (2021, pp. 16-38)
have studied international and Russian print and online publications that position
the medical profession to identify the discursive features of building a professional
image of a healthcare worker. Among the techniques used there are: comparison of
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the COVID-19 pandemic with the war and using the appropriate vocabulary, which
positions the doctor as a soldier called to the front lines “in hard times” and “look-
ing death in the face”; contraposition (“doctor—coronavirus,” “doctor—pandemic”);
naming doctors and thus personalizing and elevating them in the eyes of society;
the use of associative series (ambulance teams—“Roman gladiators,” “Chernobyl
liquidators;” “plague in the 21st century”). “Media space becomes a place for per-
sonal, intragroup, intergroup mass communication, social interaction, translation
of symbols, values, ideas and behavior patterns.” This is how our university col-
leagues Oxana Posukhova and Anna Frolova modelled a conceptual system for
professional identity symbolic construction in the media space (2017, pp. 185-192).
Anna Taskaeva explored heroic metaphorization in television media: a doctor is pre-
sented as a soldier at war, a superhero, a guardian angel (Taskaeva, 2021, p. 31).
The authors come to the conclusion that the pandemic media discourse destroys
the negative social attitudes towards healthcare workers, has a positive impact on
their professional identity and image, and increases the prestige of the profession
(Yefanov & Banshchikova, 2021, p. 37). Irina Sharkova analyzed the transformation of
the image of healthcare in Russia in 2019-2020, showing a rapid shift in the focus of
mass media “from intransigent criticism to praising a field in which qualified person-
nel are brilliantly coping with COVID-19” (Sharkova, 2020, pp. 827-833). Meanwhile,
in social media, there are two contradictory trends: on the one hand, there is sup-
port for doctors, and on the other hand, there are features of infodemic: appeals
not to trust doctors and the idea that one can only count on oneself. “There are not
enough tests, doctors themselves cannot figure out exactly what disease they are
dealing with;” “In Saratov, doctors, accompanied by the police, go door-to-door and
vaccinate tenants, which later lead to serious consequences or death” (Arkhipova
et al,, 2020, pp. 258-259). A similar trend has been discovered in China: an empiri-
cal study by Lingpeng Meng, Xiang Yu, Chuanfeng Han, and Pihui Liu showed that
Internet use is inversely related to residents’ trust in doctors, while those receiving
information mainly from television, newspapers, magazines and radio demonstrate
a stronger trust in healthcare system and workers (Meng et al., 2022).

The coronavirus pandemic has become one of the central news stories on
both national and regional television in 2020-2021. According to Oleg Samartsev,
Chairman of the Ulyanovsk regional branch of the Russian Union of Journalists,
“coronavirus offers a very quick and, most importantly, inevitable chance for jour-
nalism to regain its place as a media leader.”* The coronavirus pandemic marked
the first time that the world’s media were covering the spread of the virus around

! Staratelev, E. (2020, May 11). Oleg Samartsev—o shokovom effekte epidemii na zhurnalistiku [Oleg
Samartsev on the shock effect of the epidemic on journalism]. 73online.ru. Retrieved May 15, 2022,
fromhttps://73online.ru/r/oleg_samarcev_-_o_shokovom_effekte_epidemii_na_zhurnalistiku-77641

HAYKA TENEBUAEHUA 18 (4), 2022 110 THE ART AND SCIENCE OF TELEVISION


http://73online.ru/r/oleg_samarcev_-_o_shokovom_effekte_epidemii_na_zhurnalistiku-77641

the clock. It was the media that shaped the information atmosphere around
COVID-19, and the consumption of related news intensified not only thanks to
more active recourse to traditional online media (television, radio, press), but
also to anincreased use of the Internet (Levashov et al., 2021, p. 374).

In Russian scientific literature, transformational trends in the media agenda
are considered in the works of Dementieva and Paniukova. Kseniya Dementieva
studied regional media on the example of the Republic of Mordovia. Based on it,
she categorized information about the coronavirus in the media, analyzed the
picture with fakes, identified central media personalities, and classified sources
according to their credibility (official information from state bodies and officials;
mass media; social media). Kseniya Dementieva noted an upward trend in the
number of materials about coronavirus and in the audience response to them
in the regional media since the emergence of the disease, and a general down-
trend in May 2020, as the topic of pandemic failed to keep the audience’s atten-
tion at the same level for a long time (Dementieva, 2020, pp. 166-175). Svetlana
Paniukova examined the phenomenon of popular science journalism as an effec-
tive practice in the Russian media space which helped to reduce psychological
stress among the mass audience under pandemic conditions. Popular science
writing implies creating publications (also known as “popular science content”).
on scientific topics aimed at a general audience. On the one hand, it provides a
connection between the scientific community and society, allows to report on
the latest discoveries and developments, and, in general, forms scientific picture
of the world in the audience. On the other hand, it helps to consistently refute
unreliable information (Paniukova, 2020, pp. 151-157).

Yulia Griber and Elena Sukhova in their article analyzed color representa-
tions related to the pandemic in the Russian online media (February-August
2020, N=1200). The colors in the picture enhance the emotional background of
the message and correlate with the topic, general evaluation of the situation, and
its future evolution. The authors concluded that three basic emotions prevail
in the perception of the COVID-19 color images across different gender and age
groups; they are interest, fear, and disgust (Griber & Sukhova, 2020, pp. 307-328).

Elena Martynenko and Evgeniya Stogova from RUDN University (Moscow,
Russia) conducted a comparative content analysis of publications on COVID-19 by
two news agencies: the Russian-language RIA Novosti and the English-language
Reuters. The authors came to the following conclusions: Reuters concentrated
mainly on international and economic discourse, while RIA Novosti preferred so-
cial and cultural issues; both agencies utilized emotional presentation of data,
inflammatory headlines, and emotionally colored vocabulary, which is not typi-
cal for news reports (Martynenko & Stogova, 2021, pp. 338-350).
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2. DESIGN OF STUDIES

The target of this study is the image of healthcare system and healthcare
professionals. The scope of the work is the representation of the image of health-
care and health workers in the Russian television media agenda in 2019-2021.
The aim is to identify and analyze the image of healthcare and healthcare work-
ers in the Russian television media agenda before and during the COVID-19 pan-
demic. The objectives were to determine, by analyzing the works of foreign and
Russian scientists, how well the aspect of the media image of medical workers
and healthcare during the pandemic has developed; and to establish the fre-
quency of appearance and content of news reports on medical topics on federal
and regional TV channels. The hypothesis of the study comes to the following
major statements: in the period from 2019 to 2021, the number of news stories
about healthcare and health professionals, especially about the COVID-19 pan-
demic, increased exponentially; the most common heroes of TV news during the
pandemic in 2020-2021 were ordinary doctors and nursing staff. The scientific
novelty of this study lies in the approbation of the comparative content analy-
sis method on news reports related to healthcare on federal and regional TV
channels. To implement the set aim and objectives, in the course of the RFBR-
supported research project on social well-being of the professional medical com-
munity in a complex epidemiological situation (Vyalykh et al., 2021, pp. 1-12), the
research team of Southern Federal University, Rostov-on-Don, Russia, conducted
acontent analysis of news reports from federal and regional television broadcast-
ers for the period of 2019-2021 (by the example of two news programs—Vremya,
Channel One,? and Vesti. Don, channel Russia-1°). The object of the content analy-
sis were evening broadcasts of the programs Vremya on Channel One (9:00 p.m.,
daily) and Vesti. Don on Russia-1 (Monday-Friday, 8:40 p.m., 8:45 p.m., 9:05 p.m.)
for 2019-2021. Vremya and Vesti were selected as the news programs belonging
to the two main TV competitors, Russia-1 and Channel One. For the last six years
in a row, they have been in the first and second places respectively among the
federal TV channels. This is proved by the ECI Media Management report on the
popularity ratings of Russian federal TV channels for the first 11 months of 2020
and 2021, which was based on weekly reports of Mediascope Russian monitoring
company (Fig. 1).

2 Vremya. Channel One. Retrieved May 12, 2022, from https://www.1tv.ru/news/
issue/2022-05-12/15:00#1
3 Vesti. Don. Dontr.ru. Retrieved May 10, 2022, from https://dontr.ru/programmy/vesti-don/
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Fig. 1. Audience indicators of federal channels for the first 11 months of 2020 and 2021*
Within a three-year period from 2019 to 2021, there were 1096 Vremya

newscasts (7 newscasts per week), and 784 Vesti. Don newscasts (5 newscasts
per week). At the first stage, 109 newscasts and 1290 news pieces of Vremya were

2020 and 2021, respectively. See the image source: https://www.rbc.ru/technology_and_media/
23/12/2021/61c4633d9a79476fde8b7dce (19.12.2022).
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analyzed, out of which 244 reports on healthcare (about 19% of the total number)
were selected for the sample frame; as well as 112 newscasts and 925 news pieces
of Vesti. Don, and 152 reports on healthcare (about 17%, respectively). The sampling
was random mechanical (with a certain preset interval). On the topic of healthcare,
a total of almost 30% of the relevant material was coded and analyzed: 71 Vremya
news items (23 items in 2019 at an interval of 2; 26 items in 2020 at an interval of 5;
and 22 items in 2021 at an interval of 4) and nearly 43%—namely, 65 news items—
from Vesti. Don (19 items in 2019 at an interval of 1; 25 items in 2020 at an interval of
3;and 21 itemsin 2021 at an interval of 3).

The coded categories and units of analysis were registered as cards, one card
per each news item. As the categories for analysis, we have selected topic, genre,
nature, locality, length, central figure in a TV piece, and presence of a challenge
or a problem situation. Unit of count—news piece. The analyzed items (TV news
reports) were classified: by the method of information recording—video and audio;
by the source of information—secondary; by the status of the author—official; by
the nature of personification—impersonal.

3. THE RESULTS OF THE CONTENT ANALYSIS OF THE IMAGE
OF MEDICINE AND MEDICAL WORKERS IN THE TELEVISION MEDIA

For instance, on both federal and regional television in general, there was a
significant increase in the number of news reports on healthcare from 2019 to 2021
(Vremya—from 6% in 2019 to 30% in 2020, to 20% in 2021; Vesti. Don—from 6% in
2019 to 24% in 2020, to 19.5% in 2021). News pieces on healthcare were broken
down by their thematic focus. The results show that the most frequently covered
medical topics among the news on Vremya (Channel One) and Vesti. Don (Russia-1)
in 2019 were as follows: 1) opening, renovation, closing of, and license revocation
from medical facilities and pharmacies (53% of the Vesti. Don reports and 35% of
the Vremya reports); 2) inventions, innovations, extraordinary medical procedures,
and advanced medical equipment (39% of the Vremya reports and 37% of the Vesti.
Don reports); 3) medical care and diagnostics (30% of the Vremya reports and 21%
of the Vesti. Don reports); 4) diseases (21% of the Vesti. Don reports and 17% of the
Vremya reports); 5) medications (22% of the Vremya reports and 16% of the Vesti.
Don reports).

While in 2019 news stories on healthcare mostly covered inventions, inno-
vations, unique medical procedures, opening/closing, repairs of health facilities and
pharmacies, in 2020 and 2021 the thematic angle has changed radically towards
news covering the pandemic of coronavirus disease 2019, other various diseases,
and vaccination against COVID-19 (Table 1). Noteworthy, death rates, medical care
and diagnostics, opening, closing, and repair of health facilities and pharmacies
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were covered more frequently in the regional news reports (Table 1). In turn, news
about vaccination against COVID-19 and preventive measures against the virus in
2020 and 2021 were more frequent on federal TV. For example, here are some of the
headings from the Vremya news program:

« The Chinese Ambassador to Russia Announced the Development in his

Country of an Effective Vaccine Against Coronavirus as of February 24,

2020;°

« Russia Introduces New Measures Against the Spread of Coronavirus: It

Was Decided to Act Proactively as of March 15, 2020;°

« Russian President Spoke on Measures to Support the Country’s Citizens

in the Fight Against Coronavirus as of March 25, 2020;"

« Coronavirus Survivors Assist Doctors in Finding a Vaccine as of May 14,

20208

« Clinical Trials of a Vaccine Against COVID-19 Have Begun in Russia as of

June 3, 2020;°

+ 20 Volunteers Who Participate in the COVID-19 Vaccine Trials Receive

Second Shot as of July 13, 2020;*°

effektivnoy vaktsiny protiv koronavirusa [The Chinese Ambassador to Russia announced the de-
velopmentin his country of an effective vaccine against coronavirus]. Channel One. Retrieved May
12, 2022, from https://www.1tv.ru/news/2020-02-24/380997-posol_knr_v_rossii_soobschil_o_
razrabotke_v_ego_strane_effektivnoy_vaktsiny_protiv_koronavirusa

®Kibal'chich, E. (2020, March 15, 21:07). Rossiya wodit novye mery protiv rasprostraneniya ko-
ronavirusa: Resheno deystvovat’ na operezhenie [Russia introduces new measures against the
spread of coronavirus: It was decided to act proactively]. Channel One. Retrieved May 12, 2022,
from https://www.1tv.ru/news/2020-03-15/382005-rossiya_vvodit_novye_mery_protiv_raspros-
traneniya_koronavirusa_resheno_deystvovat_na_operezhenie

" Kleymenov, K. (2020, March 25, 21:00). Prezident RF rasskazal o merakh podderzhki grazhdan
strany v usloviyakh bor’by s koronavirusom [Russian President spoke on measures to support
the country’s citizens in the fight against coronavirus]. Channel One. Retrieved May 12, 2022, from
URL:  https://www.1tv.ru/news/2020-03-25/382614-prezident_rf_rasskazal_o_merah_podder-
zhki_grazhdan_strany_v_usloviyah_borby_s_koronavirusom

8 Kul'ko, D. (2020, May 14, 21:18). Perebolevshie koronavirusom pomogayut vracham v poiskakh
vaktsiny [Coronavirus survivors assisting doctors in finding a vaccine]. Channel One. Retrieved
May 12, 2022, from https://www.1tv.ru/news/2020-05-14/385857-perebolevshie_koronaviru-
som_pomogayut_vracham_v_poiskah_vaktsiny

° Onishchenko, Yu. (2020, June 3, 21:10). V Rossii nachalis’ klinicheskie ispytani-
ya vaktsiny ot COVID-19 [Clinical trials of a vaccine against COVID-19 have be-
gun in Russial. Channel One. Retrieved May 12, 2022, from https://www.ltv.ru/
news,/2020-06-03/387034-v_rossii_nachalis_klinicheskie_ispytaniya_vaktsiny_ot_covid_19

10 Knyazeva, O. (2020, July 13, 21:15). 20 dobrovol'tsam, kotorye uchastvuyut v testirovanii vakt-
siny ot koronavirusa, veden vtoroy komponent preparate [20 volunteers who participate in the
COVID-19 vaccine trials receive second shot]. Channel One. Retrieved May 12, 2022, from https://
www.1tv.ru/news/2020-07-13/389372-20_dobrovoltsam_kotorye_uchastvuyut_v_testirovanii_
vaktsiny_ot_koronavirusa_vveden_vtoroy_komponent_preparata
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« Until Mass Vaccination Against Coronavirus Begins, Special Attention
is Paid to Those Exposed to the Virus in the Past, Who Have Developed
Antibodies to the Infection as of August 2, 2020;*

« Russia Has Received Preliminary Bids From 20 Countries to Buy One
Billion Doses of a Coronavirus Vaccine as of August 12, 2020;*

« The Second Russian Vaccine Against Coronavirus Will be Released Into
Civil Commerce Already in November as of October 21, 2020

« Large-Scale Vaccination Against Coronavirus is Gaining Momentum in
the Regions as of December 10, 2020,

« London and Brussels are at Odds Over the Coronavirus Vaccine as of
January 29, 2021,

« In the United States, There Are New Challenges Associated with
Vaccination Against the Coronavirus as of February 18, 2021,% etc.

1 Kul’ko, D. (2020, August 2, 21:00). Poka ne nachalas’ massovaya vaktsinatsiya ot koronavirusa,
osoboe vnimanie k tem, kto perebolel i u kogo poyavilis’ antitela k infektsii [Until mass vaccination
against coronavirus begins, special attention is paid to those exposed to the virus in the past, who
have developed antibodies to the infection]. Channel One. Retrieved May 12, 2022, from https://
www.1tv.ru/news/2020-08-02/390603-poka_ne_nachalas_massovaya_vaktsinatsiya_ot_korona-
virusa_osoboe_vnimanie_k_tem_kto_perebolel_i_u_kogo_poyavilis_antitela_k_infektsii

2 Panyushkin, K. (2020, August 12, 21:00). Rossiya poluchila predvaritel’nye zayavki iz 20 stran na
pokupku odnogo milliarda doz vaktsiny ot koronavirusa [Russia has received preliminary bids from
20 countries to buy one billion doses of a coronavirus vaccine]. Channel One. Retrieved May 12,
2022, from https://www.1tv.ru/news/2020-08-12/391245-rossiya_poluchila_predvaritelnye_zayav-
ki_iz_20_stran_na_pokupku_odnogo_milliarda_doz_vaktsiny_ot_koronavirusa

5 Yur'eva, N. (2020, October 21, 21:11). Uzhe v noyabre v grazhdanskiy oborot vyydet vtoraya
rossiyskaya vaktsina ot koronavirusa [The second Russian vaccine against coronavirus will be
released into civil commerce already in November]. Channel One. Retrieved May 12, 2022, from
https://www.1tv.ru/news/2020-10-21/395435-uzhe_v_noyabre_v_grazhdanskiy_oborot_vyydet_
vtoraya_rossiyskaya_vaktsina_ot_koronavirusa

Braynin, K. (2020, December 10,21:12). V regionakh nabiraet oboroty masshtabnaya vaktsinatsiya
ot koronavirusa [Large-scale vaccination against coronavirus is gaining momentum in the regions].
Channel One. Retrieved May 12, 2022, from https://www.1tv.ru/news/2020-12-10/398279-v_regio-
nah_nabiraet_oboroty_masshtabnaya_vaktsinatsiya_ot_koronavirusa

© Siraziev, T. (2021, January 29, 21:20). London ne podelil s Bryusselem vakt-
sinu protiv koronavirusa [London and Brussels are at odds over the coronavi-
rus vaccinel. Channel One. Retrieved May 12, 2022, from https://www.1ltv.ru/
news/2021-01-29/400759-london_ne_podelil_s_bryusselem_vaktsinu_protiv_koronavirusa

1 Andreeva, E. (2021, February 18, 21:11). V Soedinennykh Shtatakh voznikli novye slozhnosti s
vaktsinatsiey ot koronavirusa [In the United States, there are new challenges associated with vac-
cination against the coronavirus]. Channel One. Retrieved May 12, 2022, from https://www.1tv.ru/
news/2021-02-18/401874-v_soedinennyh_shtatah_voznikli_novye_slozhnosti_s_vaktsinatsiey_
ot_koronavirusa
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Table 1.

Topics of News Reports on Vremya and Vesti. Don, in %

TV Reports by Topic 2020 2021
Vremya | Vesti. Don | Vremya | Vesti. Don

COVID-19 pandemic 69 64 50 57
Diseases 42 72 50 52
Coronavirus prevention 35 8 23 0
Vaccination 27 8 17 19
Support for healthcare workers, 19 0 9 10
contests, celebrations, awarding
Death rate 15 28 9 19
Medical care and diagnostics 15 20 5 32
Medical facilities / Pharmacies 8 16 5 29
(opening, renovation, closing, revocation of
license)

Atthe sametime, facts or events related to the advanced training of healthcare
workers, digitalization of medicine and healthcare, and health promotion were
nearly out of the spotlight of news reportsin 2019-2021. During the research period,
the content analysis recorded a downtrend in the interpretation in TV news of such
topics as medicaments, pregnancy, childbirth, and birth rate and their subsequent

disappearance (Table 2).

Table 2.
The Least Popular Topics Among News Reports on Vremya and Vesti. Don, in %
TV Reports by Topic Vesti. Don Vremya
2019 2020 2021 2019 2020 2021
Health / Health promotion 0 12 10 9 0 0
Medicaments 16 4 0 22 12 0
Pregnancy / Childbirth / Birth rate 11 4 5 9 0 0
Digitalization in healthcare 0 0 0 4 0 5
Training of health personnel 0 0 0 4 0 0
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We have analyzed the text transcripts of the Vremya news reports (Channel
One) on medical topics for the period of 2019-2021, setting the search for the
following word combinations and their derivatives: “social well-being of healthcare
workers,” “déformation professionnelle of healthcare workers,” “professional
identity crisis among healthcare workers,” “professional burnout among healthcare
workers,” “job satisfaction among healthcare workers,” “anxiety and concerns among
healthcare workers.” According to the results of the analysis, quite often healthcare
workers, speaking with the Russian media, used words and phrases about their
concern/alarm (“trevoga”/“Tpesora”) and disturbance (“bespokoystvo”/“6ecrnokoit
cTB0”). Namely, among the reports dated 2019, concerns of medics were mentioned
in one news piece out of 23;in 2020, in 5 news reports out of 131; and in 2021, in one
report out of 90 healthcare professionals voiced their anxiety and concern related to
the pandemic:

« Concern (“trevoga’/“mpesoea”) of the chief sanitary doctor is

understandable;

« Italian doctors sounded the first alarm (“trevoga’/“mpesoza”);

« “We have even seen ambulances waiting in lines, and it concerns

(“trevozhit’/“mpesoxum’”) us,” says Alexander Mitichkin, Chief Physician at

the Inozemtsev City Hospital;

« Do not disturb (“ne bespokoyte®/“He 6ecnokotime”) us with trifles, call us

and come only in emergencies—this is what local physicians have asked

British citizens to do;

« Some of those who had to fight the virus at home or in hospital face

complications, and each patient has their own complications. But there

is a certain general principle that concerns (“trevoga”/“Tpesora”)

healthcare professionals, etc.

» o«

A similar study, with advisory support from healthcare professionals, was
conducted by linguists from Amman, Jordan. The study was aimed at identifying
the most common COVID-19-related words in medical news published by News Rx
from January 1 to October 31, 2020, and classifying them into six major glossary
categories: acronyms and abbreviation, diseases, COVID-19, biology, medicine, and
scientific disciplines (Saed et al., 2022, p. 577-588).

Classification by genres shows that the clear majority of news stories were
informative—coverages, announcements, speeches, interviews, reports (on
average, 69% in 2019, 86% in 2020, 68% in 2021 for Vremya and Vesti. Don, see
Table 3). Obviously, the basic function of the television news format is precisely
informing viewers about socially significant and relevant facts, events and incidents.
Presenting information as short messages, reports and interviews serves both to
cover more news items in a limited period of time and to make the material easier
to perceive. On average, 45% of the Vremya reports and 17% of the Vesti. Don reports
were analytical stories in the form of comments, discussions, press conferences,
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investigations, reviews, monitoring, ratings, etc. Among the analyzed TV programs,
there were no documentary/feature news pieces (essay, sketch, documentary, etc.).
On average, 10% of 2019 and 2020 news reports on medical topics broadcast by
Vesti. Don on Russia-1 contained advertisement of medical equipment from TV
channel partners (Table 3).

Table 3.

Genres of News Reports on Vremya and Vesti. Don, in %

TV Reports by Genre Vesti. Don Vremya

2019 2020 2021 2019 2020 2021
Informative 68 80 81 70 92 55
Analytical 16 16 19 43 27 64
Documentary / Feature 0 0 0 0 0 0
Advertisement 16 4 0 0 0 0

Analysis of the nature of TV stories proved that more than half of all the news
material studied were facts (an average of about 52%). This once again confirms the
specificity of any information message—informing the mass recipient about what,
where, when and under what circumstances happened or would happen. However,
news can be presented in any aspect, as long as this does not contradict its main
property, i.e., novelty. For instance, about a third of the news reports were covered
in a positive way, with a downward trend in values from 2019 to 2021. Positive news
stories were mainly about such topics as pregnancy and birth rates, inventions and
innovations, opening and renovation of health facilities/pharmacies, support and
awards for healthcare professionals. Another fourth of the federal and regional
healthcare news was presentedin a problematic (negative) way. Forthe tone analysis
of news items, we applied the method of manual search and logging of selected
emotive keywords from the Russian-language LINIS Crowd SENT tonal dictionary.
It allows to evaluate the average statistical tone of a message as factual, positive,
critical, or problematic. Also, an average of 62% of the TV materials mention or
describe in detail a challenging or problematic situation. Among the most frequent
topics of problematic news stories there were death rates, COVID-19 pandemic,
vaccination against COVID-19, closing and license revocation from health facilities/
pharmacies (Table 4).
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Table 4.

The Nature of News Reports on Vremya (Channel One) and Vesti. Don (Channel Russia 1), in %

TV Reports by Nature Vesti. Don Vremya
2019 2020 2021 2019 2020 2021

Factual 47 80 62 13 54 55
Positive 32 0 19 52 31 23
Critical 0 0 9,5 4 12 14
Problematic 21 20 9,5 35 31 32
Challenging or problematic
situation
Present (mentioned 58 76 72 65 42 59
or described in detail)
Absent (not mentioned) 42 24 28 35 58 41

Interms of duration, the majority of news items related to healthcare are short,
from 1 to 60 seconds and from 61 to 120 seconds. In contrast to regional television,
where there are no long news stories at all, there were some reports lasting for 4-5
minutes and 5+ minutes on federal broadcasting channels. As for the locality, 100%
of news pieces on Vesti. Don were devoted to healthcare in Russia. Vremya, on the
other hand, demonstrated a sharp increase in the news reports about healthcare
and the epidemiological situation abroad in 2020 and 2021 (from 4% in 2019, to

31% in 2020 and 32% in 2021):

«In China, the Number of People Sickened by a New Type of Coronavirus

Has Increased by Half;

« China has Requested a Batch of a Russian Medicine to Help Fight the

Coronavirus;

« What Was Speculated About in the U.S. Six Months Ago is Coming True

in China;

«In a Matter of days, the Apennine Peninsula Became the Main Focus of

Coronavirus in Europe;

« In Europe, Austria Joins the Countries That Lock Down Due to the

Pandemic;

« In the U.S.,, Almost 139 000 New Cases of COVID-19 Infection Were

Diagnosed in One Day;

« Asia-Europe Summit Discussed the Global Fight Against COVID-19.
The coronavirus pandemic has dramatically changed the media agenda,
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bringing health-related topics to the fore. In such circumstances, healthcare
professionals were expected to become men of the hour. Nevertheless, the content
analysis shows that the share of stories with ordinary doctors as a central figure
on federal TV channels in 2019-2021 was decreasing. Namely, in 2019, doctors as a
hero appeared in 39% of the analyzed news reports from Channel One, in 2020—in
23% of the reports, and in 2021—only in 18% of the cases. On the other hand, in
regional newscasts, doctors have appeared as a central figure more frequently since
the beginning of the pandemic: in 42% of the reports in 2019, in 52%—in 2020, and
in 57%—in 2021 (Table 5).

Table 5.
Central Figures in News Reports on Vremya and Vesti. Don, in %
Central Figures in TV Reports 2019 2020 2021
Vremya | Vesti. | Vremya | Vesti | Vremya | Vesti.
Don Don Don
Doctor 9 8 6 13 4 12
Nursing staff 0 1 4 9 3 8
Assistants and attendants 0 1 0 0 0 0
Healthcare facility administra- 8 8 1 5 5 6
tors (Chief Physician, Head of
Department, Director)
Scientists / Inventors / 4 3 4 1 3 1
Manufacturers
Adult patients, customers in 5 8 4 15 4 8
pharmacies
Pediatric patients 6 3 1 4 0 5
Russian President, Head of 11 6 10 6 10 12
a region or town, Minister,
Official
Pharmacist 2 6 0 0 0 6
Non-medics (policemen, 2 9 4 4 2 2
seamstresses, teachers,
TV hosts, firemen, drivers,
passers-by, soccer players,
coaches, security guards,
military personnel, construc-
tion workers) and patients’
relatives
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Not a person ‘ 0 ‘ 1 ‘ 8 ‘ 0 ‘ 3 ‘ 0 ‘

An interesting trend is observed in the frequency with which administrators
of healthcare institutions—chief physicians, heads of departments, and directors—
were becoming the central figures of reports. In 2019, they appeared in 35% of the
analyzed news items of Vremya and in 42% of the Vesti. Don stories. Then in 2020
the frequency of their appearance plummeted to 4% (Vremya) and 20% (Vesti.
Don), and in 2021 it went up again (23%—Vremya, 28%—Vesti. Don). Compared to
medics outside administrative circles, chief physicians and heads of departments
tend to be more personified in reports: they give interviews, expert opinions and
recommendations. For example, Denis Protsenko, Head Physician of City Clinical
Hospital No. 40, located in Kommunarka, became a notable personality in the
federal media, a kind of symbol in the fight against coronavirus in Russia.

With the start of vaccination, both federal and regional media broadcasters
began to pay more attention to nursing staff. In 2020 and 2021, nurses, midwives,
and physician assistants were featured in 15% and 14% of Channel One news items,
respectively, while among the stories dated 2019 there were no reports about them
at all. Among the Vesti. Don broadcasts, the trend is similar: of the analyzed reports
dated 2019, there is only one story (5%) with a hero representing nursing staff, while
in 2020 and 2021 there are 36% and 38% of them, respectively. Junior medical
staff (nursing assistants, caregivers, receptionists, etc.) were mentioned only in one
report by Vesti. Don, dated 2019, out of all the analyzed scope.

Interestingly, scientists and inventors also appeared in health-related news
less often with the outbreak of COVID-19. This is especially noticeable in regional
newscasts: the frequency of their appearance drops from 16% in 2019 to 4% and 5%
in 2020 and 2021. Starting from March 2020, epidemiologists, virologists, and staff
of vaccine development laboratories came into the limelight, whereas in 2019 the
focus was on researchers developing new materials and innovative treatments for
diabetes, cancer, stroke, and heart attack.

Who, then, is the main hero of news reports on healthcare? In 44% of all
analyzed items from Channel One and 38% of reports from Vesti. Don there are
representatives of the authorities—the President of the Russian Federation, heads of
regions and settlements, ministers, officials, as well as executives and employees of
Rospotrebnadzor (Federal Service for Surveillance on Consumer Rights Protection
and Human Wellbeing). In reports stating a problem, the President and heads of
regions are positioned as protectors of the rights of patients and ordinary doctors.
They reprimand officials for bureaucratic violations and delays, resulting, for
example, in the poor distribution of free medications and disability pensions,'” or

7 Solov’eva, V. (2020, December 20, 21:30). Rossiyskaya sistema zdravookhraneniya okazalas’
bolee effektivnoy v bor’be s koronavirusom, zayavil prezident na press-konferentsii [Russian
healthcare system has proven to be more effective in the fight against coronavirus, the president
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the failure to implement a national project,'® or neglect to pay benefits to doctors for

treating patients with COVID-19. Illustrative is, for example, a report of May 24, 2020:
The President personally oversees the situation with payments to doctors
who are fighting a life-threatening coronavirus on a daily basis. Vladimir Putin
clearly outlined who gets paid and how much, but in many regions, there are
problems with paying doctors, nurses, paramedics, and ambulance crews.
And the head of state stressed once again this week: there can be no question
of calculating how many hours or minutes someone has worked with a
patient. Compensations must be provided in full. And I must say that by the
end of the week, doctors almost everywhere did receive their money.*

Patients were also becoming heroes of news reports. Since the onset of the
COVID-19 pandemic, the focus of attention shifted markedly from child patients
to adults, and especially to the elderly: if in 2019, 26% of the analyzed reports
broadcast on Channel One were devoted to pediatric patients, in 2020 there were
only 4%. In addition to patients, there stand out pop stars, actors, athletes, and
other celebrities?® who called for self-isolation and then for vaccination.

Apart from them, representatives of non-medical professions appeared in the
news: journalists, police officers, seamstresses, teachers, TV hosts, firemen, drivers,
soccer players, security guards, military personnel, construction workers, as well
as relatives of patients. They were more often in regional news (24% of all stories
analyzed) than in federal news (11%).

news/2020-12-20/398799-rossiyskaya_sistema_zdravoohraneniya_okazalas_bolee_effektivnoy_v_
borbe_s_koronavirusom_zayavil_prezident_na_press_konferentsii?ysclid=I38vdoi6d3

18 Shishkin, O. (2021, December 15, 21:12). Prezident potreboval ot chinovnikov delat’ bol'she dlya
lyudey, vypolnyaya natsional’nye proekty [The President demanded that officials do more for the
people by fulfilling national projects]. Channel One. Retrieved May 12, 2022, from https://www.1tv.
ru/news/2021-12-15/418094-prezident_potreboval_ot_chinovnikov_delat_bolshe_dlya_ly-
udey_vypolnyaya_natsionalnye_proekty?

1 Eliseev, V. (2020, May 24, 21:21). Na lichnom kontrole prezidenta vypolnenie resheniy o pod-
derzhke lyudey i vyplaty medrabotnikam [The President has personal control over the sup-
port to people and payments to medical workers]. Channel One. Retrieved May 12, 2022, from
https://www.1tv.ru/news/2020-05-24/386414-na_lichnom_kontrole_prezidenta_vypolnenie_
resheniy_o_podderzhke_lyudey_i_vyplaty_medrabotnikam?ysclid=I38va9vcmt

2 Kleymenov, K. (2020, March 26, 21:31). lzvestnye aktery i sportsmeny pri-
ayut soblyudat’ rezhim samoizolyatsii  [Famous actors and athletes are call-
ing fo self-isolation]. Channel One. Retrieved May 12, 2022, from https://www.1ltv.ru/
news/2020-03-26/382686-rossiyan_prizyvayut_soblyudat_rezhim_samoizolyatsii
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4. CONCLUSION

Summing up, our content analysis of the federal and regional evening
newscasts released in 2019-2021 (on the material of Vremya, Channel One, and Vesti.
Don, Russia-1 channel), allows us to draw the following conclusions and results. We
managed to construct the image of healthcare system and healthcare professionals
in the Russian TV media agenda characteristic of 2019-2021. We have revealed the
frequency and content of news reports related to healthcare: from 2019 to 2021,
there was a significant increase in news stories on medical topics on both federal
and regional channels. As for 2019, the most frequently covered topics were: 1)
opening, renovation, closing of, and license revocation from health care facilities and
pharmacies; 2) inventions, innovations, unique medical operations, state-of-the-art
medical equipment; 3) medical care and diagnostics; 4) diseases; 5) medications. In
2020 and 2021, however, the thematic focus shifted dramatically to news about the
new coronavirus infection COVID-19 and vaccination against it. These results support
the research hypothesis. The majority of TV news items (about 70%) were informative
and were presented as coverages, announcements, speeches, interviews, and
reports. Slightly more than half of all studied news material (about 52%) was factual
in nature. About a third of the news stories were positive, with a downward trend
from 2019 to 2021. In 62% of the news pieces, a challenge or a problematic situation
was mentioned or described in detail. In terms of duration, short news reports on
healthcare prevail. Paradoxically, the share of news stories about ordinary doctors
on federal television was decreasing. With the launch of COVID-19 vaccination, the
number of reports featuring mid-level health professionals went up on both federal
and regional media. As the virus was spreading, scientists and inventors appeared in
healthcare-related news less often, especially in regional news. Starting from March
2020, epidemiologists, virologists, and staff of vaccine development laboratories
have been the most prominent guests on the air. And, of course, patients were in
the spotlight of the analyzed stories. The pandemic has markedly shifted the focus
from pediatric patients to adults, and especially to the elderly. And yet, in 40% of the
cases, the main heroes of reports on healthcare were the authorities—the Russian
President, heads of regions and settlements, ministers, officials, as well as executives
and employees of Rospotrebnadzor. It was in this part of the statement that the
hypothesis of the study was disproved.

We consider the set research tasks fulfilled. Scholars study various aspects
of translating the image of healthcare and healthcare professionals through mass
media during the COVID-19 pandemic. Scientific works cover all kinds of research
areas: analysis of documentaries about COVID-19; discourse analysis of how the
image of health professionals is constructed in the media; study of disinformation
subculture; exposure of fake news; identification of central media personalities;
popular science journalism; visual representation of the COVID-19 pandemic in the
news. Originality of our research lies in the application of the comparative content
analysis of health-related news reports on federal and regional TV channels.

* kK

HAYKA TENEBUAEHUA 18 (4), 2022 124 THE ART AND SCIENCE OF TELEVISION



1. BBEAEHUE

MpobneMaTnka UMUK MEANLMHCKIUX PAabOTHUKOB 1 cdhepbl 3ApaBoOXpa-
HeHus B Lenom B nepuop naHaemun COVID-19 B cpeacTBax MacCoBOW KOMMYHU-
Kauuy paHee paccMaTpuBanach 3apybexHbIMU U POCCUCKMMM aBTopamu. Ha-
npumMep, vHTepeceH onbiT KnTas, NepBbIM CTOMKHYBLUErOCS C KOPOHABMPYCOM.
K. Pentre, M. MbaxpuH, K. Bar (Fedtke, Ibahrine, Wang, 2022, p. 287-314), /1. KaH,
C. Ma, M. Yen (Kang, Ma, Chen, 2020) aHanu3upyioT megmnanosecTky Kutas, Ha-
NPaBNEHHYI0 Ha KOHTPONb MaHWKW, CMAOYEHVEe Hauuy Nepeq AMLOM ONacHOCTH,
repon3auvio MeMKkoB 1 KOMMNEeHcaLUuto yiepba nmumky cTpatbl. L. Ca, X. XyaH,
[. YxaH (Xia, Huang, Zhang, 2022) nccnenyroT UCMONb30BaHWe B rOCYAapCTBEH-
Hbix CMV dbpeliMa reponamMa KUTaCKmx MemnKoB, a Takke KOHTPACcTHOTO dhpelima,
C MOMOLLBIO KOTOPOro NOAYEPKMBAIOTCA NAOXMe pe3ynbTaTsl CoeanHeHHbIx LTaToB
B 6opbbe ¢ COVID-19. Ocoboe BHUMaHMe yaenseTcs UCCnefoBaHuio B TEpMUHONO-
TV MSTKOW CWNbl T.H. KOPOHaBMpycHol aunnoMatin Kutas (Kobierecka, Kobie-
recki,2021,p.937-954) — 0Ka3aHW0 MOMOLLW PYT MM CTPaHaM Ha OCHOBE OMbITa nep-
BO/ nobeavBLIEN KOPOHABMPYC CTPaHbI. [TOMUMO HOBOCTHBIX CIOXKETOB U Tenene-
pefay, NocTaBneHHble 3aga4u 4OCTUranmch B KuTae C MOMOLLbIO KUHOVHAYCTPUM —
B MepBbIi rof NaHAeMuy Bbiv CHATbI 1B OKYMeHTabHbIe ApaMbl «fepou B onac-
HocTw» (2020) 1 «C Toboi» (2020). Bnpoyem, ©Ccnonb3oBaHue KnHemaTorpada ans
CO3AaHNa NO3UTUBHOMO MMUIKA MEAMKOB — SBNEHWE HE HOBOE: UCCNEA0BAHNS
0.N1. NeliHTep, A. Kybana, C. Mapcnoy, a Takke /1. Kambpa-baaun, 3. MosiHo, . Op-
Tera, [k.-3. baHboc, M. CeHTK NOKa3bIBaKOT, YTO MeAMUMHCKME ApaMbl TPAHCAK-
pytoT naeansl npoheccnoHanuaMa, a MeauLMHCKX NpodeccMoHanoB n3obpaxa-
0T BbICOKO KBanMMULUMPOBAHHBIMUI M KOMMETEHTHbIMY (Painter, 2020, p. 322-336;
Cambra-Badii, 2021), 1 N03TOMY MOTYT COIEMCTBOBATL CO3AaHMIO FAPMOHUM MEXY
BpayaMu, nauveHTamu 1 obuectBeHHocTbio (Chen, 2017, p. 138-141).

K obcyxaeHnio 060CHOBaHHOCTM repov3aLyn MearKoB Npu3biBaeT CTaTbs
HpuTaHckoit uccnegoBatenbHuULb K /1. Koke. Micnonb3oBaHue s3bika reporsma ais
BOCXBaneHus aencTenin megnros B CMU, nuLeT oHa, MOXET UMETb HeraTUBHbIE
NnoCneacTBYs: pa3mMbliBaHVie Npeaenos 0653aHHOCTA MEAMKOB MO IeYeHNIO Nauu-
€HTOB, 3aKpenNeHHON B3anMHbIM OBLLECTBEHHbBIM AOTOBOPOM; HeraTUBHble Ncu-
XONOTNYECKVe NOCNeACTBUS A5 CaMux PabOTHMKOB, Cledytoline 13 NOATEKCTa
0 TOM, YTO BCE MEAMLMHCKIME PabOTHUKM AOMKHbI NMPOSBASTL repomnam (Cox, 2020,
p.510-513).

VIHTepeceH C Hay4YHOM TOYKM 3PEHNS OMbIT MHAUACKUX KOANer, crneunani-
3VPYIOLLMXCS B 061aCTU MCCNEN0BaHNS CYOKYNETYPbl HAMEPEHHOW MK Henpep-
HamepeHHoW Ae3vHdbopMauuy Ha TB, OCYLeCTBUBLINX KOHTEHT-aHann3 canTos
no pasobnadeHnto danblwmBbix 1 HenNKoBbIX HOBOCTEN Boom Live n Alt News
3a WecTb Mecsues (MapT-aBrycT 2020 r.) Bo Bpemsi naHaemumn COVID-19 ¢ uensio
BbIICHWTb KOMMYECTBO ONPOBEPTHYTOro MW NPOBEPEHHOIO MaKTaMmn KOHTEHTA
BO Bpems naHaemuu COVID-19 B MHAMM, CBS3aHHOIO C BBEAEHMEM 0OLLIEHALMO-
Ha/IbHOrO KapaHTVHa, 3asiBNEHNSMY O AMHAMMKE BbI3AOPOBAEHUI 1 MOBbILIEHUS
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VIMMYHWTETA, NONUTUYECKUMI OOBUHEHVSMU, BAVUSIHUEM NMaHAEMUM Ha SKOHOMM-
Ky, PENVrMo3HoN nonsipmaumeit v np. (Laskar, Reyaz, 2021, p. 93-116).

M. /IMHACTPeM NpoBen NpumMeYaTenbHoe NCCefoBaHne NOCNeaCTBIN Kyb-
TYpbl KOHCEHCYCa B COMETaHMM C NOAUTUKOM (DUHAHCOBOM M HaCTUYHO CTPYKTYP-
HoW 3aBMcKMOCT CMU oT rocynapcTsa B LLIBeLyM B OTHOLWEHWI LBEACKON CTpa-
Tervmn 6opbbbl ¢ COVID-19 BecHoit 2020 roaa (Lindstrom, 2021).

Poccuiickme aBTopbl AA. EcdbaHos, B.O. baHuivkoBa (EdaHoB, baHLmKoBa,
2021, c. 16-38), n3yyas nybavKaLmmy MUPOBbIX VI POCCUIACKIMX NeYaTHbIX v HTep-
HEeT-U3LaHVI, MO3MLMOHMPYIOLLME NPOMECCUIO MEAMKA, BbISBNSIOT AUCKYPCUBHbIE
0CODEHHOCTW MOCTPOEHUS UMUMKA MeAUUMHCKOTO paboTHMKa. Cpean npume-
HAEMbIX TEXHONOTMIA — CpaBHeHue naHaemun COVID-19 ¢ BoWHOM 1 ynoTpebne-
HMe COOTBETCTBYIOWIEN NEKCUKM, C MOMOLLBIO KOTOPOKM Bpay MO3MUMOHMPYETCS
Kak conaat, NPU3BaHHbIN «B CMyTHOE BPEMSsI» Ha NepeaoByto, MPOHT U «MayLLIMIA
Ha CMEepTb»; MPOTUBOMNOCTABNEHME «BPay — KOPOHABMPYC», «Bpa4 — NaHAEMUS;
TaKTVIKa Ha3blBaHNA MEH MELMKOB, KOTOPas NepCOHanv3npyeT 1 BO3BbIWAET WX
B 1a3ax 0bLecTBa; NPUMEHEHVE aCCOLMATUBHBIX PSAO0B (bpuradbl CKOPO NOMO-
Wy — «rnaguatopsl B ipeBHeM Pume», «1nkBnaaTopbl aBapuun Ha HA3C»; «vyma
XX Beka»). «[IpOCTPaHCTBO MeamMa BbICTyNnaeT NAoWaaKom MYHOM, MHTparpynno-
BOW, MEXIpynmnoBOV MacCoOBOW KOMMYHWKALMK, COLMaNnbHOrO B3aMMOAENCTBHS,
TPaHCASUMM CMMBONOB, LEHHOCTEN, uaen 1 0bpasuos nosefeHus» (Ppono-
Ba, MocyxoBa, 2017, c. 185-192). Haww yHuBepcuteTckme konnern, A.C. dpono-
Ba 1 O.10. MocyxoBa, OCYLWECTBUAM KOHLENTYaNbHOE MOANVNPOBAHWE CUCTEMDI
CYMBOMIMYECKOTO KOHCTPYMPOBaHUS NMPOMECCMOHANBHON UAEHTVYHOCTH B Me-
AMa-NpocTpaHCTBe. leponyeckyto MeTadopmn3aLmio B TENEBU3MOHHBIX Meauna uc-
cnenyeT A.B. TackaeBa: Bpay NpeacTaBAseTcs CoNAaToM Ha BOMHE, Cyneprepoem,
aHrenom-xpaHuTenem (Tackaesa, 2021, ¢. 31). ABTOPbI MPUXOAST K BbIBOAY, YTO Me-
AVaaMCKypC NaHAeMnK pas3pyllaeT colmanbHble YCTaHOBKW COLMANbHOM HeraTu-
BM3aLMN MEAMLMHCKIX PabOTHUKOB, NO3UTUBHO BAKSET Ha NPOMECCUOHANbHYIO
MOEHTUYHOCTb M UMUK MefyKa v CnocobCTBYeT pocTy MpecTxa npodeccun
(EdbaHoB, baHwmKoBa, 2021, c. 37). W.B. lWapkoBa nposena aHanu3 TpaHchopMa-
UMM UMUK POCCUIACKOTO 3apaBooxpaHeHus B 2019-2020 rr., noka3as bbicTpoe
cmelleHne dokyca CMU «C HEMPUMUPKMON KPUTUKK B CTOPOHY OTAMYHO CNpas-
natouerica ¢ COVID-19 oTpacnu C BbICOKOKBaNWMUUMPOBaHHbIM NEepCOHaNoM»
(Wapkoga, 2020, c. 827-833). B T0 e Bpems B cOLManbHbIx Meana HabnoaaeTcs
NPOTUBOPEYMBas TEHAEHLMS: C OQHOW CTOPOHBI, BbICKa3blBaeTCs NOAAEPKKA Me-
AVKaMm, a C IpYrol — NpPosBASIOTCS YepTbl «MHMOAEMMI»: NPU3bIBLI HE 10BEPSTH
BpayaM 1 MAes, YTO PacCHMThIBATh MOXKHO TOMBKO Ha cebs: «HeT gocTaTouHoro
KONMYEeCTBa TECTOB, BPayM CaMm He B COCTOSIHUM pa3obpaThCs, C KaKUM UMEHHO
3aboneBaHveM UMeIT 1eNno», «Bpayu npu nogaepxke noavUmMm XoasaT no Keap-
TMpam CapaToBLEB W 1€Nat0T UM MPYBUBKK, KOTOPblE B AanbHENWEM NPUBOAAT
K TSHKeNbIM NOCNeACTBUAM UK cMepTu» (Apxnnosa, 2020, . 258-259). AHanorny-
Has TeHaeHUMs BbigBneHa 1 B KnTae: Ha MaTepuanax IMNMpu4yecKoro nccieno-
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BaHus /1. M3aH, C. HOi, Y. XaH v M. /lio goKa3anu, 4To UCnonb3oBaHve MHTepHeTa
HEeraTMBHO CBSI3aHO C IOBEPUEM KUTENEN K BpayuaM, B TO BPEMS KAk KWUTeNW, npeq-
noymTalolwme TenesuaeHNe, raseTbl, )KypHanbl ¥ paano, AEMOHCTPUPYIOT bonee
CUNbHOE A0BEPUE K MeauLnHe U MearKam (Meng, 2022).

MNaHaeMys KOpOHaBMpYyCca CTana OAHMM M3 LEHTPaNbHbIX HOBOCTHbIX ClOXKe-
TOB BCEPOCCUICKOrO U pervoHansHoro TenesugeHns 2020-2021 rr. Mo MHeHmo
npeacenatens YnesHoBCKoro otaeneHus Cotosa xypHanuctos Poccum O.P. Ca-
MapLEeBa, «A/151 KYPHANNCTUKM KOPOHABUPYC AAET O4EHb ObICTPbIN, a Camoe raB-
HOe — HEeN3beXHbIN WaHC CHOBA 3aHATb CBOE MECTO MeAuIiHOro nuaepa»t. MNaxHae-
MWsi KOPOHABMpPYCa 3HaMeHyeT cobo NePBbIN CyYalt, Korfa MUPOBbIE CPeACTBa
MaccoBON MHGOPMaLMX KPYINOCYTOYHO OCBELLaloT pacrnpocTpaHeHve Brpyca
B HOBble NoKauuu. imeHHo Meava dhopmurposany HGOPMaLMOHHY0 aTMocde-
py o COVID-19, 1 vHTeHcMbUKaums MHHOOPMaLMOHHOIO NoTpebneHns B CBA3M
C KOPOHaBMPYCOM Bbifla conpshkeHa ¢ Gonee aKTUBHLIM ODpALLEHWEM HE TOMb-
KO K TPaAMLMOHHBIM OHNAVHOBBIM CPEACTBAM (K TeNeBuaeHMIo, paano, npecce),
HO 1 NOBbILEHWEM aKTUBHOCTI MCNoNb3oBaHNs U[W]HTepHeT[a)]. (Bbi3oBbl NaHae-
MUn. .., 2021, c. 374).

B oTeuecTBEHHOI Hay4HOW nuTepaType TpaHCHOPMaLMOHHbIE TEHAEHUMM
MeananoBeCcTKN paccMoTpeHbl B paboTax K.B. lemeHTbeson 1 C.A. MaHOKOBOM.
K.B. [lemeHTbeBa npopaboTana pervoHanbHble Meana Ha npuMepe Pecnybnmnku
Mopposws, B pe3ynsraTe Yero npuseeHa Knaccudukaumns nHdopMaumm o Ko-
pOHaBvpyce B Mefi1a, NpoaHanvu3nMpoBaHa cuTyauus ¢ eikamu, BbisiBeHb! LEH-
TpanbHble MeananepcoHbl, KNaccubULMPOBAHbI MCTOYHUKM NO HAZEXHOCTU pas-
MeLlaeMoit B HUX MHGOPMaLmKn (odurumansHas HMOPMaLMs rocyaapCTBEHHbIX
OpraHoB W JOMKHOCTHbIX NNL; CPeAcTBa MaccoBOV MHMOPMaUUK; colmanbHble
Meana). K.B. leMeHTbeBa OTMEYaeT TeHAEHLMIO pOCTa KONMYeCTBa MaTepranos o
KOpPOHaBMpYyCe ¥ OTKAMKa ayAUTOPUM Ha HKX B pervoHanbHbix CMY ¢ MomeHTa no-
ABNEHNS 3aboneBaHuns, 1 0bLLyto TeHAeHUMIO cnafa B Mae 2020 I, T.K. yaepxuBaTb
BHMMaHWe ayanTopun BONAroe BPeMsi Ha OAHOM YPOBHe NaHaemus He cmorna ([e-
MeHTbeBa, 2020, ¢. 166-175). B ctatbe C.A. [aHOKOBO paccMaTpuBaeTcst heHoMeH
Hay4YHO-MOMYNSAPHOM XYPHANMUCTUKM Kak 3h(DEKTUBHASA XYPHANUCTCKas NPaKTHKa
POCCUIACKOTO MeaManpoCTPaHCTBa B YCIIOBUSX NaHAEMIM BO M30exaHe MacCoBO-
ro ncuxosay Hacenenus. 31o cepa KypHaNUCTUKK, rie CO34a0TCs MaTepuranbl Ha
Hay4Hble TeMbl 4151 LWIMPOKOK ayAnTOPUM (MHbIMU CNOBaMU, <Hay4HO-MOMNYNSPHbINA
KOHTEHT») [oCcpencTBOM HayYHO-MOMNYASPHOM XYPHANUCTUKK, C OAHOW CTOPOHSI,
obecneynBaeTCs CBA3b Y4EHOro COOOLLECTBA C COLMYMOM, COODLIAeTCs O nocnea-
HUX OTKPBITUAX U pa3paboTkax, U HOPMUPYETCS Y ayauTOPUX HaydHas KapTuHa
MMpa B LIENIOM, @ C APYrovi — NPOUCXOAMT NOCNeoBaTeNbHOE ONPOBEPKEHNE He-
poctoBepHo Hdopmaumn (MaHokoBa, 2020, ¢. 151-157).

! Crapatenes, 3. (2020, 11 mas). Oner CamapueB — O LIOKOBOM 3deKTe annaeMnn Ha
KYPHaNWUCTKKY: uHTepBbio. 73online.ru. URL: https://73online.ru/r/oleg_samarcev_-_o_shoko-
vom_effekte_epidemii_na_zhurnalistiku-77641 (nata obpaujeHns: 15.05.2022).
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FO.A. Tpubep, E.E. CyxoBa B CBOel CTaTbe NpeacTaBuv pe3ynsTaThl KOHTEHT-
aHanv3a UBeTa BM3yanbHbIx penpeseHTauuii naHaemmn COVID-19 B HOBOCTHBIX
nyenmKaumsax pycckos3blyHbix oHnaH-CMU (despanb-asryct 2020 r., N=1200).
OnpepfeneHHbIv UBET KapTUHKM NPUMEHSETCS C LENbI0 YCUNEHUS SMOLMOHaNb-
HOro TOHa MHMOPMALIMOHHOTO COOBLLIEHNS 1 B3aMMOCBSA3aH C TEMaTUKOM, 06LLIeN
OL|eHKOM COBbITWI 1 OLEHKOIM NEePCNEeKTUB 1X Pa3BUTUS. ABTOPbI MPULWAN K BbIBO-
Ay, YTO NPW BOCMPUATUM LBETOBbIX 06pa308 COVID-19 B pa3nuyHbIX reHaepHbIX
¥ BO3PACTHbIX rpynnax npeobnafatoT Tpy 6a3oBble IMOLMUM: MHTEPEC, CTPax v OT-
BpalleHue (Mpubep, CyxoBsa, 2020, c. 307-328).

E.B. MapTbiHeHKo 1 E.C. CToroBa 13 POCCUMIICKOTO yHMBepCUTETa APYXOb
HapoaoB (. MockBa, Poccus) NnpoBenv CpaBHUTENbHbINA KOHTEHT-aHann3 nyenu-
Kauwit o naHaemuun COVID-19 ABYX MHOPMALMOHHbIX areHTCTB: PYCCKOSA3bIYHOTO
PUA «HOBOCTM» 1 aHTNOA3bIMHOMO Reuters. ABTOpbI NPULLNK K CNeayoLM BbiBO-
AaM: areHTCTBO Reuters dokycrpyeTcs NpenMyLlecTBeHHO Ha MeXayHapoAHOM
N 3KOHOMMYECKOM aunckypce, PUA «HoBOCTM» aKLEHTUpPYET BHMMaHWE B OCHOB-
HOM Ha COLManbHbIX ¥ KynbTYpHBIX BOMPOCax; 060NM areHTCTBaM CBOMCTBEHHA
3MOLMOHaNbHasA Nofga4a AaHHbIX, NPOBOKALVIOHHbIE 3arONI0BKN U HE XapaKTepHoe
4151 HOBOCTHbIX KaHPOB ynoTpebneHve 3MOLMOHaNbHO OKPaLUEHHOW NEKCUKH
(MapTblHeHKo, 2021, . 338-350).

2. AN3AIH NCCNEIOBAHMS

O6BEKTOM JaHHOTO UCCNeA0BaHNS SBNSETCS 0bpa3 MeAULMHbBI Y MefULMH-
CKUX paboTHMKOB. MpegMeT NCCefoBaHUs — penpeseHTalms obpasa Meanum-
Hbl ¥ MEAMLMHCKMX PAaOOTHVKOB B POCCUINCKOI TENEBU3VOHHONM MEAMANoBECTKe
B nepuop 2019-2021 rr. Llenb — BbisiBNEHMe 1 aHanun3 obpasa MeanuUmnHbl 1 Me-
AVKOB B POCCMICKOM TENeBM3MOHHON MeAVanoBecTke A0 W B nepwop naHae-
mum COVID-19. B xope vccnenoBaHus HGbiin NOCTaBNeHbl 3afaduun onpegeneHus
cTeneHn pa3paboTaHHOCTM NPOBAEMATUKM UMUK MEAMLMHCKIX PabOTHMKOB
v cdepbl 3gpaBooxpaHeHns B CMI B neprog naHgemum COVID-19 Ha oCHOBaHMK
aHann3a Hay4YHbix paboT 3apybexHbIX 1 POCCUACKMX yHEHbIX; YCTaHOBNEHMS YacTo-
Tbl MOSIBNEHNS 1 COLEPHAHMUSI HOBOCTHBIX CIOXKETOB B MeMLUMHCKON TeMaTUKe Ha
benepanbHOM 1 pervioHansHoM TB kaHane. f’mnoTesa nccnefoBaHns CBOANTCS K
CNefytolmM OCHOBHbLIM yTBEPXKAeHMAM: B nepuof ¢ 2019 no 2021 rr. pe3ko Bo3pac-
TaeT YMC0 HOBOCTHbIX COXKETOB NMPO MeANLUMHY 1 MEANKOB, 0COBEHHO NPOo NaHae-
Muto COVID-19, Hanbonee 4acTo BCTPeYaoWMMICS reposiMy TeEBK3VIOHHbIX HO-
BocTei B nepunopa naHaemun COVID-19 B 2020-2021 1. SBASIOTCA PSAOBbIE Bpayn
VI CpefHMI MeaMLMHCKMI NepcoHan. HayyHast HOBM3Ha NpoBeeHHOro nccnemo-
BaHMs 3aKN04aeTCs B anpobalyiv MeTOANKN CPaBHUTENbHOMO KOHTEHT-aHanm3a
HOBOCTHbIX CIOXETOB MO TeEME MeAVLUMHbI ¥ 30PaBOOXPAaHEHMS Ha NOMYASPHOM
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befepanbHOM ¥ permoHanbHOM TenekaHanax. ns peann3aumy NoCTaBneHHON
Uenn v 3agay HayvyHbIM KonnekTveoM HOHOro defepanbHOro YHUBEPCUTETS,
r. Poctos-Ha-[loHy, Poccing, B xo4e ccnefoBaTenbCKoro NpoeKTa npu NoaLepHKe
POOU Ha Temy cOUMaNbHOTO CaMOYyBCTBUS NPOMECCMOHaNbHOMO MEAVLIMHCKOTO
CooblLEecTBa B CNOXHOM anuaemumonormuydeckoit cutyaumu (Vyalykh, Nor-Arevyan,
Posukhova, Mosienko, Cherevkova, 2021, p. 1-12) 6611 NpoBefeH KOHTEHT-aHanu3
HOBOCTHbIX MPOTPaMMHbIX BbINYCKOB (heilepanbHOro U pernoHanbHoro Tenesnsu-
OHHOTO BellaHws 3a 2019-2021 rr. (Ha npuMepe Nporpammbl «<Bpemsi», NMepsbIii ka-
Han? v nporpammbl «Bectu. [loH», TenekaHan Poccus 1%). O6EKTOM KOHTEHT-aHa-
N3a CTanu BevepHue BbiMyCKU Nporpammsl «Bpems» Ha MepBom KaHane (21.00,
eXeaHeBHO) v nporpammbl «Bectu. [loH» Ha TenekaHane Poccusa 1 (20.40, 20.45,
21.05, noHegenbHNK-NaTHULA) 3a 2019-2021 rT. B KauecTBe 06beKTa KOHTEHT-aHa-
nu3a 6binn 136paHbl HOBOCTHbBIE BbINMYCKM MMEHHO nporpaMm «Bpems» (MepBbiit
KaHan) n «Bectu. [loH» (kaHan Poccus 1), T.K. COMACHO PENTUHTY MOMYASPHOCTK
bepepansHbix TB KaHanos PP 3a 11 mecaues 2020 1 2021 rr., KOTOPbIN Hbin co-
cTaBneH komnaHwuen ECl Media Management Ha OCHOBaHUM exeHefeNbHbIX OT4e-
TOB €AMHOro N3MepUTeNs PoCcuiickol Teneayantopun Mediascope TV Index, cTa-
HOBUTCS OYEBUWAHO, YTO [1Ba OCHOBHbIX TENEBU3MOHHbIX KOHKypeHTa, Poccns 1 u
MepBbIi KaHan, WeCTb NOCAeAHUX NeT NOAPS A 3aHMMAKOT NepBoe 1 BTOPOe MecTa
COOTBETCTBEHHO Cpeamn dheaepansHbix Teneseljateneit (Puc. 1).

[eHepanbHas COBOKYMHOCTb BEYEPHMX HOBOCTHbIX BbIMYCKOB MPOrpammbl
«BpeMsi», a MeHHO obLee KONMYECTBO BbIMYCKOB 3a 3 roaa, 2019-2021 rr., Hacuw-
TbiBaeT 1096 (7 BbINYCKOB B HeAento), Nporpammbl «Becti. [loH» — 784 (5 BbiNyCcKoB
B Hepento). Ha nepBom 3Tane 66110 npoaHanuanposaHo 109 Beinyckos, 1290 cro-
XKETOB Nporpammbl «<Bpems» 1 0TobpaHo B BbIGOPOUHYIO COBOKYMHOCTb 244 cto-
XeTa Ha MefULMHCKY0 TeMaTuKy (oKono 19% oT obulero yncna); 112 BbinycKos,
925 CloeTOB nporpammbl «BecTtu. JoH» 1 0TOBpaHO B BbIOOPOUHYIO COBOKYM-
HOCTb 152 CtoxeTa Npo MeanUmnHy (0kono 17% CoOTBETCTBEHHO). Bbibopka — cny-
YaiHas MexaHmnyeckas (C onpeaeneHHbIM 3afaHHbIM Warom). Mo Teme MeanLMHbI
W 30paBOOXPAHEHMS BCEro BN 3aKOAMPOBAHbI 1 MPOaHANN3MPOBAHbI MOYTK
30% noaxoasALlero matepvana, a UMEHHO: 71 CIoXXeT nporpaMmbl «<Bpems» (23 cro-
wetaB2019r. cwarom 2,26 —B2020 1. c warom 5,22 — B 2021 1. c Warom4) 1 oKono
43%, a UMEeHHO 65 cloxeToB nNporpaMmbl «Bectu. loH» (19 ctoxetoB B 2019 T. € Wa-
rom 1,25 —82020 1. c warom 3,21 — B 2021 . C warom 3).

3aKOAVPOBaHHbIE KAaTEropun u eamHULbl aHanv3a 3anucbiBanuch B pe-
MMCTPALMOHHbIE KAapTOYKM Ha Kaw@dbli HOBOCTHOM CloxeT. KaTeropusimMu aHa-
nn3a CTanu Tema, XaHp, XxapakTep, N0KaNbHOCTb, NPOAOMKUTENBHOCTb, repoi
TB MmaTepuana, Hanuyve npobaembl nav NpobaeMHon cntyaumu. EauHuua cye-

2 HosocTw. llepaeili kaHan. URL: https://www.1tv.ru/news/issue/2022-05-12/15:00#1 (gata obpa-
eHmns 12.05.2022).

3 Beinycku npoepammsl «Becmu. fJon». URL: https://dontr.ru/programmy/vesti-don/ (aata obpatie-
Hus 10.05.2022).

HAYKA TENEBUAEHUA 18 (4), 2022 129 THE ART AND SCIENCE OF TELEVISION


http://www.1tv.ru/news/issue/2022-05-12/15:00#1
http://dontr.ru/programmy/vesti-don/

Ta — HOBOCTHOW cCloxeT. Knaccuduraums npoaHanv3vpoBaHHbIX LOKYMEHTOB
(TB HOBOCTHbIX ClOXeTOB): M0 cnocoby dukcaumm nHbopMaymm — BU3yanbHble
W ayavanbHble; No UCTOYHUKY MHPOPMaLMK — BTOPWYHbIE; MO CTaTycy aBTopa
[OKYMEHTOB — 0dyLIManbHble; NO XxapaKkTepy NepcoHnduKaLmm — 6esnuyHsle.

Kak poccunHe cmoTpenu renesnsop B 2021 rony

AYIMTOPHR CTAMIUE YETHEEX NET BO BCEX MOPONAY POCCHW. NEHHBIE YHNTHBAKT
nepstie 11 mecaues 2020 1 2021 ronos CODTBETCTBEHHD
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Puc. 1. Moka3satenw aygutopum depepanbHbiX KaHanos
3a nepsble 11 mecsines 2020 1 2021 rr.*
“ NcTouHMK m;(;67p>a7>+<eng CM.: poccuiicknin oduc komnanum ECl Media Management Ha ocHose
n3meperuini Mediascope. URL: https://www.rbc.ru/technology_and_media/23/12/2021/61c4633
d9a79476fde8b7dce (nata obpauieHus: 19.12.2022).
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3. PE3Y/IbTATbI KOHTEHT-AHA/TN3A OBPA3A
MEAWLMHBI N MEIMKOB B TE/IEBU3MOHHOW MEJJMANOBECTKE

Tak, Ha defepanbHOM U pervoHanbHOM TeneBeljaHuy B LIeNIOM MOXHO OT-
METUTb CYyWECTBEHHbIA POCT HOBOCTHbBIX CIOXETOB Ha MEAMUMHCKYIO TeMaTuKy
B nepunop ¢ 2019 no 2021 rr. («Bpems» ¢ 6% B 2019 r. go 30% B 2020 r., A0 20%
B 2021 r., «<BecTu. [loH» ¢ 6% B 2019 . 00 24% B 2020 1., 10 19,5% B 2021 1.). 17. Mo-
NyYeHHble pe3ynbTaThl, Kacatlolyecs cneundyiKy TeMaTU4ecKo HanpaBneHHOCTY
TENEeBM3MOHHbIX MAaTePMaAnoB, @ MMEHHO HOBOCTHbIX CIOXKETOB MporpaMmsbl «Bpe-
Ms» (MepBbIi KaHan) v NporpaMmel «<BecTu. [lJoH» (kaHan Poccus 1) o MeauumHe n
30paBOOXPAHEHNM, CBUAETENLCTBYIOT, 4T0 B 2019 rogy B HavbonbLiel cTeneHu oc-
BeLLaNVCh Credytoline Tembl: 1) OTKPbITUE, DEMOHT, 3aKpbIT1E, INLIEHNE NLEH3MK
nevebHo-NpodunakTuyieckmx yupexaerunii (INY) n antek (53% croxeTos «BecTu.
[oH» 1 35% ctoxeToB «Bpemsi»); 2) n306peTeHns, HOBaLMK, YHUKANbHbIE MeANLMH-
CKMe onepaLum, HoBelillee MefnUMHCKOe 060pyaoBaHue (39% CIOKETOB «Bpemsi»
n 37% ctoxeToB «BecTu. [JoH»); 3) MeaMLMHCKas NOMOLLb M AnarHocTunka (30%
CIOXETOB «Bpemsi» 1 21% ctoxeToB «BecTu. [loH»); 4) 3a6oneBaHus (21% ctoxeToB
«Bectn. [loH» 1 17% ctoxeToB «Bpemsi»); 5) nekapcTBeHHble Npenapatsl (22% cto-
eToB «Bpemsi» 1 16% cioweToB «BecTu. [JoH»).

Ecnn B 2019 rofly HOBOCTHbIE CIOXKETHI Ha TeMY MeAULMHBI U 34paBOOXpa-
HEHWs ObINM B OCHOBHOM MOCBSILLEHbI M30OpEeTeHMSM, HOBALUMAM, YHUKaIbHbIM
onepauyvsM, OTKPbITUIO/3aKpbITHIO, peMOHTY /INY 1 anTek, To B 2020 1 2021 rr. Te-
MaTUYeCKNIA paKypC KaparHanbHO CMEHUCS B CTOPOHY HOBOCTHbIX COOBLIEHM
NpOo NaHAeMUI0 HOBOW KOPOHaBMpycHOW nHbekumm COVID-19, pa3nuyHoro poaa
3aboneBaHus, BakumHaumo ot COVID-19 (Tabn. 1). OTMETUM, YTO TEMaM CMEPTHO-
CTU, MEAVLIMHCKOM MOMOLLM V1 INATHOCTVIKI, OTKPBITUIO, 3aKPbITUIO, peMOHTY /1Y
M anTek Yalle Oblav NOCBSLLEHbI perMoHabHble HOBOCTHbIE CHOXETbI (Tabn. 1).
B cBoto ovepefb, TeMaTvka BakumHaumm oT COVID-19 v npodunakTuyeckmx Mep
npotns COVID-19 B 2020 r. 1 2021 I. Yalie ocBelanach Ha deaepanbHoM Tene-
BMAEHWM (HanprMep, HOBOCTHbIE CIOXETbI MPOrpaMmbl «Bpems» ¢ 3aronoBKamu:

« [locon KHP & Poccuu coobujusn o pa3pabomee 8 e2o cmpaHe spgex-

MUBHOU 8aKYUHbI NPOMUB KOPOHAsupyca om 24.02.2020%;

« Poccust 8800um Hogele Mepsl NPOMUB PACNPOCMPAHEHUS KOPOHABU-

pyca: peweHo delicmeogame Ha onepexeHue om 15.03.20205,

° Matgees, M. (2020, 24 depans, 21:11). Mocon KHP B Poccumn coobumn o pa3paboTke B ero
cTpaHe 3(dEKTUBHOM BaKLMHbI MPOTUB KOpOHaBupyca. [lepssil kaHan. URL: https://www.1tv.
ru/news/2020-02-24/380997-posol_knr_v_rossii_soobschil_o_razrabotke_v_ego_strane_effek-
tivnoy_vaktsiny_protiv_koronavirusa (nata obpatieHus: 12.05.2022).

& Knbanbymy, E. (2020, 15 mapTa, 21:07). Poccusi BBOAWT HOBbIE Mepbl NPOTUB PacnpoCTpaHeHus
KOpOHaBuMpyca: peleHo AeNCcTBOBaTh Ha onepexenue. flepauili kaHan URL: https://www.1tv.ru/
news/2020-03-15/382005-rossiya_vvodit_novye_mery_protiv_rasprostraneniya_koronavirusa_
resheno_deystvovat_na_operezhenie (gata obpatieHus: 12.05.2022).
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« [pe3udeHm P® pacckasan o Mepax no0OepKKu epaxdaH CMpPaHs! 8
ycno8usix 6opsbel ¢ KopoHagupycom om 25.03.20207;

« [lepebosiesiuue KOPOHABUPYCOM NOMO2AKOM 8PAYAM 8 NOUCKAX 8AKYU-
Hel om 14.05.20208,

« B Poccuu Hayanuce KauHu4Yeckue ucnelmaHus sakyuHsl om COVID-19
om 3.06.2020°

+ 20 006p0BO/ILYAM, KOMOPbIE Y4acmsytom 8 Mecmupo8aHUU 8aKYU-
Hel OM KOPOHABUPYCQ, 88€0eH 8MOPOU KOMNOHEHM Npenapama om
13.07.2020%,

« [loKa He HaYanacsL Maccosas 8aKYUHAYUS OM KOPOHA8UPYcd, 0coboe
BHUMAHUE K MeM, KMo nepebosien Uy K020 NoSI8UILUCs GHMUMENQ K UH-
pexyuu om 2.08.2020";

« Poccusi nony4una npedsapumernsHoie 3as8ku u3 20 CMpaH Ha NOKYNKy
00HO020 MUAIUAPAA 003 BaKUUHbI OM KOPOHAagupyca om 12.08. 2020*%

« Y)Ke 8 Hos6pe 8 epaxdaHcKul obopom 8eitidem emopas pocculickas
8aKYUHa om KopoHasgupyca om 21.10.2020%;

CTpaHbl B ycnoBusix 60pbbbl € KopoHaBupycoM. flepesii kaHan. URL: https://www.1ltv.ru/
news/2020-03-25/382614-prezident_rf_rasskazal_o_merah_podderzhki_grazhdan_strany_v_
usloviyah_borby_s_koronavirusom (nata obpatueHus: 12.05.2022).

& Kynbko, [. (2020, 14 masi, 21:18). NMepebonesLune KOPOHaBMPYCOM MOMOTaloT BpadaM B MomcKax
BaKUWHbI. [lepaeili kaHan. URL: https://www.1tv.ru/news/2020-05-14/385857-perebolevshie_koro-
navirusom_pomogayut_vracham_v_poiskah_vaktsiny (nata obpatieHns: 12.05.2022).

? OHuLeHKO, HO. (2020, 3 nioHs, 21:10). B Poccum Havanuch KNMHUYECKME NCMbITaHUS BaKLMHbI OT
COVID-19. llepseili kaHan. URL: https://www.1tv.ru/news/2020-06-03/387034-v_rossii_nachalis_
klinicheskie_ispytaniya_vaktsiny_ot_covid_19 (nata obpauerns: 12.05.2022).

10 KHsizesa, O. (2020, 13 wtons, 21:15). 20 4obpoBONbLAM, KOTOPbIE YHaCTBYIOT B TECTMPOBAHMM
BaKUWHbI OT KOPOHaBWpYyca, BBefleH BTOPOI KOMMOHEHT npenapara. [lepaeiti kaHan. URL: https://
www.1tv.ru/news/2020-07-13/389372-20_dobrovoltsam_kotorye_uchastvuyut_v_testirovanii_
vaktsiny_ot_koronavirusa_vveden_vtoroy_komponent_preparata (aata obpatierns: 12.05.2022).
1 Kynbko, 4. (2020, 2 aBrycTa, 21:00). Moka He Ha4Yanack MaccoBas BaKLMHaLMs OT KOPOHaBMPYCa,
0coboe BHMMaHKe K Tem, KTo nepebonen 1y Koro nosiBuancs, aHTutena K nHdexumn. Mepssil
kaHan. URL: https://www.1tv.ru/news/2020-08-02/390603-poka_ne_nachalas_massovaya_vak-
tsinatsiya_ot_koronavirusa_osoboe_vnimanie_k_tem_kto_perebolel_i_u_kogo_poyavilis_
antitela_k_infektsii (nata obpauieHns: 12.05.2022).

2 MNantowkmH, K. (2020, 12 aBrycTa, 21:00). Poccns nonyyvna npensapuTenbHble 3aseku 13 20
CTpaH Ha NOKyMKy O4HOro MUAAMapaa A03 BaKLMHbI OT KOpOHaBupyca. [lepaeiti kaHasn. URL: https://
www.1tv.ru/news/2020-08-12/391245-rossiya_poluchila_predvaritelnye_zayavki_iz_20_stran_
na_pokupku_odnogo_milliarda_doz_vaktsiny_ot_koronavirusa (gata obpatieHns: 12.05.2022).
3 tOpbeBa, H. (2020, 21 okTs6ps, 21:11). Ve B HOsIGpe B rpaxpaHckinii 0bopoT BbliAeT BTOpas
pocCcuiicKas BaKUMHa OT KopoHaswpyca. [lepasil kaHan. URL: https://www.1tv.ru/news/2020-10-
21/395435-uzhe_v_noyabre_v_grazhdanskiy_oborot_vyydet_vtoraya_rossiyskaya_vaktsina_ot_
koronavirusa (aata obpauieHns: 12.05.2022).
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+ B pezuoHax Habupaem 0b6opomesl MacwmabHas 8aKYuHayus om Ko-
poHasupyca om 10.12.2020%;

« J/loHOOH He nodenusn ¢ bpioccenem 8aKyuHy NPomMu8 KOpoHAasupyca
om 29.01.2021%;

« B CoeduHeHHbIX LLImamax 803HUK/IL HOBbIE CIOXHOCMU C 8AKUHAYU-
eli om kopoHasupyca om 18.02.2021% n np.

Tabnuua 1.

TemaTuyecKasi HanpaBNEeHHOCTb HOBOCTHbIX CIOXXETOB NMporpamMmbl «Bpemsi» (MepBbiit KaHan)
1 nporpammbl «Bectu. floH» (kaHan Poccus 1), B %

Tema TB maTepuana 2020 2021

Bpemsi | Bectu.[loH | Bpems | Bectu. [loH

MaHaemmna COVID-19 69 64 50 57
3abonesaHua 42 72 50 52
Mepbl npodunakTukn COVID-19 35 8 23 0
BaKkuuHauma 27 8 17 19
MopnepKa MeanKoB, KOHKYPCbI, 19 0 9 10
npasAHUKK, HarpaXaeHne meanKkos

CMepTHOCTb 15 28 9 19
MegnumHCcKas NOMOLLb 1 AMarHOCTMKa 15 20 5 32
JleqebHble yupexaeHns / anTekn 8 16 5 29
(OTKpbITWE, PEMOHT, 3aKpbITUE, NULEHNE

NNLEH3UN)

B 10 e BpeMsa HOBOCTHbIMKM Tesnienporpammamu B 2019-2021 rr. npaktuye-
CKM He ocBelanuch akTbl, CObbITYS MO TeMam NpodeccrioHanbHOM NOAroTOBKM
MeaVLMHCKIX KagpoB, LndpoBmu3aLmm B chepe MeAULMHbI 1 30paBOOXPaHEHNS,
3A0POBbA 1 3[0POBOro 06pa3a MU3HW. 3a UccnefyemMblin Nepuos KOHTEHT-aHa-

¥ BpalHuH, K. (2020, 10 pexabps, 21:12). B pervioHax HabrpaeT 06opoThl MacliTabHas BakLMHaLMs
OT KopoHaBwpyca. llepseili kaHan. URL: https://www.1tv.ru/news/2020-12-10/398279-v_regionah_
nabiraet_oboroty_masshtabnaya_vaktsinatsiya_ot_koronavirusa (nata obpaujerus: 12.05.2022).
> Cupasmes, T. (2021, 29 sHBaps, 21:20). /loHAOH He nogenun ¢ Bptoccenem BaKuUMHY NPOTMB
KopoHaBupyca. [lepesil kaHan. URL: https://www.1ltv.ru/news/2021-01-29/400759-london_ne_
podelil_s_bryusselem_vaktsinu_protiv_koronavirusa (nata obpatieHus: 12.05.2022).

® AHppeeBa, E. (2021, 18 depang, 21:11). B CoeauHeHHbIX LUTaTax BO3HUKIN HOBbIE CIOKHOCTU
C BaKUMHaumMen OT KopoHaBwpyca. [lepawili kaHan. URL:  https://www.1tv.ru/news/2021-
02-18/401874-v_soedinennyh_shtatah_voznikli_novye_slozhnosti_s_vaktsinatsiey_ot_koronavi-
rusa (nata obpatie-Hus 12.05.2022).
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NK3 N03BONUA 3ahUKCMPOBATL YMEHbLIEHWE ¥ NOCNeaytollee CBefeHne K Hyto
VHTepnpeTaumn B TB-HOBOCTAX TaKmMx TeM B 061aCTW MeauLMHbI U 30PaBOOXpa-
HEHMS, KaK NeKapCTBEHHbIE NpenapaThl, a Takke 6epeMeHHOCTb, POfibl, POXaae-
MOCTb (Tabn. 2).

Tabnuua 2.

HaumeHee nonynsipHble TeMbl HOBOCTHbIX CKOXXETOB NpOrpamMmbl «Bpemsi» (MepBbiit KaHan)
1 nporpammsl «<Bectu. [JoH» (KaHan Poccus 1), B %

Tema TB maTepuana Bectu. floH Bpewms
2019 2020 2021 2019 2020 2021

3pnoposbe / 30K 0 12 10 9 0 0
JlekapcTBeHHble npenapaTbl 16 4 0 22 12 0
bepemeHHoCTb / Pogpl / 11 4 5 9 0 0
PoxxpaemocTb
Lincdposursaums B chepe 0 0 0 4 0 5
MeAVLVHbI
[oaroToBKa MeANLMHCKMX 0 0 0 4 0 0
KagpoBs

KOHTEeHT-aHann3 TeKCTOBbLIX TPAHCKPUMTOB HOBOCTHbBIX CHOXETOB NPOrpam-
Mbl «Bpems» (MepBbIi KaHan) Ha MeaULMHCKY0 TeMaTuky 3a 2019-2021 rr. noka-
3af, 4TO 13 BCeX M36PaHHbIX 4151 NOMCKa CIOBOCOYETAHMIN 1 MPOU3BOAHbIX OT HUX,
a MEHHO «CoUManbHoe CaMoYyBCTBME MeANLUMHCKNX pabOTHMKOBY, «Npodeccno-
HanbHas gecopmalms MeanUMHCKUX PaBOTHUKOBY, <KpU3MC NpodeccnoHanbHol
MOEHTUYHOCTU MEAVUMHCKMX PabOTHUKOBY, «MPOMECCMOHaNbHOE BbirOpaHue Me-
AVUMHCKMX pabOTHUKOBY, <y10BNETBOPEHHOCTb MEAMLMHCKUX PaOOTHUKOB yCNO-
BUSMM Tpyaa, NPOMECCUOHANbHbBIM NONOKEHMEM», «DECTIOKOVICTBO, TPEBOXHOCTb
MEeANUMHCKNX PabOTHMKOB», Yallle B POCCUMIACKMX MefaMa BCTPeYannch CnoBa
W CNIOBOCOYETaHNS O TPEBOre U HECMOKOWCTBE MEAUNLIMHCKMX PabOTHUKOB. Tak,
B2019T. 13 23 CIOXETOB NPOrpaMmbl «<Bpems» 06eCNOKOEHHOCTb MEAVIKOB NPO3BY-
vyana egnHoxabl, B 2020 1. B 5 ctoxkeTax n3 131, 8 2021 1. B 1 ctoxeTe 13 90 MeanKm
03BYYWV TPEBOXKHOCTb 1 03a6OYEHHOCTb MO TEM MW MHbBIM BOMPOCaM, CBSA3aH-
HbIM C NaHaemMuel:

« Tpesoey 2/1a8H020 CaHUMAPHO20 8pAYA NOHSMb MOXHO;

« [TepsbIMU mpesozy 3a6usU UMAasibsHCKUE 8paYu;

« Mol yxe 8udesu ¢ 6amMu U NosIBASIIOWUECS 04epedu U3 CKOpoU NoMowu,
U 3MO HaC MpegoXxxum - 2080pum A. MumuykuH, enasepay eopodcKol
KAuHUYeckol 6oasHUYya um. d.M. ViHozemyesa;
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« He 6ecnokolime HAc No Mesno4am, 380HUME U NPUXOoUMe utlb
8 KpaliHem c/iyqae — ¢ makol npocsbol K 6pumaHyam 06pamusuce
804U NOUKUHUK;

« Yacme mex, KoMy npuLiocs 6opoMsCs ¢ 8UPYCOM OOMA UAU 8 60/1b-
HuYHOU nasame, CMAaKU8aMCS C OCIOKHEHUSIMU, NPUYEM Y KaXKO020
nayueHma oHu ceou. Ho ecme Hekul obwul npuHyun, Komopeil bl-
36/80€M MPEBO2y y MEOUKOB N Ap.

AHanorM4yHoe wccnefoBaHMe MPOBeNN Y4eHble-MMHIBUCTLI U3 AMMaHa
(ViopaaHns) Npy KOHCYNLTATVBHOW NOAAEPIKKE MEAMKOB C LENbl0 BbISBAEHMS
Hanbonee 4acTo BCTPEYAOLMXCS CNOB, CBA3aHHbIX ¢ COVID-19, B KOHTEKCTe Me-
AVUMHCKMX HOBOCTeW, onybnmKoBaHHbIX B News Rx ¢ 1 sHBaps no 31 okTsbps 2020
roga v knaccudukaumm Ux B WeCTb OCHOBHbBIX KATErOPUiA MOCCapus: COKpaLLeHus
v abbpeswaTypsl, 6onesHu, COVID-19, buonorus, MeguumHa 1 HayyHele gucum-
nnvHbl (Saed, Hussein, Haider, Al-Salman, Odeh, 2022, p. 577-588).

AHanu3 pesynsTaToB Mo XaHpam TB MaTeprana nog4epKmnBaeT, 4TO SBHOE
HONbLWMHCTBO HOBOCTHbBIX CIOXETOB OblN0 NpeacTaBneHo B MHMHOPMALMOHHOM
XaHpe v CO3/aBanoch B BU/E penopTaxen, COOBLLEHWI, BbICTYNNEHNIA, UHTEPBBIO,
oT4eTOoB (B cpefHeM 69% B 2019 1., 86% B 2020 1., 68% B 2021 T. CHOXKETOB NpOrpam-
Mbl «BpeMsi» 1 nporpammel «Bectu. JoH», cM. Tabn. 3). OveBnaHO, YTO 633080
(byHKUMEN HOBOCTHOMO TENeBM3MOHHOro dopmata SBASeTCS UMEHHO WHMbOop-
MUPOBaHVEe 3pUTENEN O CoOUMANbHO-3HAYUMbIX 1 aKTyanbHbIX dakTax, CoObITHSX,
npoucuiecTBusx. Takas opMa nogadn nHhopMaumnn B BUAE KOPOTKMX coobLLe-
HWUIM, penopTaxen, MHTEPBbLIO CAYKUT KaK YBEMYEHNIO KONMYECTBA TENEBM3MOH-
HOro MaTepvana B OrpaHUYeHHbIVi MPOMEXYTOK BPEMEHM, TaK 1 obneryeHuto ee
BOCNpuATUS 3puTenamu. B cpeaHem 45% HOBOCTHbIX CHOXXETOB MPOrpaMmbl «Bpe-
Ms» 1 17% CtoxeToB nporpammel «<Bectu. [JoH» NpeacTaBneHbl B aHaNUTUYECKOM
XaHpe B BMAE KOMMEHTapweB, AMCKYCCUM, Mpecc-koHdbepeHLmr, paccneaosa-
HUS, peueH3nm, MOHUTOPUHTA, PEUTUHIa 1 Np. HOBOCTHbIE CIOXKETHI NMpoaHanu-
3MPOBAHHbIX TENENPOrpamMM He MOKa3aHbl B [LOKYMEHTANbHO-XY40XKeCTBEHHOM
XaHpe (o4epK, 3aprcoBKa, JOKyMeHTanbHbI hvnbM 1 ap.). B cpeaHem 3a 2019 1.
1 2020 1. B 10% HOBOCTHbIX CIOXETOB Ha MEAMLIMHCKYIO TEMATUKY B MpOrpamme
«Bectn. [lJoH» Ha TenekaHane Poccus 1 BCTpOEHa peknamHas MHGopMaums o Me-
AVILMHCKOM 060pYyA0BaHMM OT NnapTHepoB TB kaHana (Tabn. 3).
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Tabnuua 3.

YKaHp HOBOCTHBIX CIOXXETOB Nporpammbl «<Bpemsi» (MepBblii KaHan)
1 nporpammbl «Bectu. floH» (kaHan Poccus 1), B %

XaHp TB maTepuana Bectu. [loH Bpewmsa

2019 2020 | 2021 2019 2020 2021

VHpOPMaLUMOHHbIN 68 80 81 70 92 92
AHanUTUYeCKni 16 16 19 43 27 27
[loKyMeHTanbHo- 0 0 0 0 0 0

XY[OWECTBEHHBbIV

Pexnama 16 4 0 0 0 0

AHanus faHHbIX 0 xapakTepe TB CIOXeTOB NOATBEPKAAET, YTO PaKTU4ECKN
6b1n10 NpeAcTaBneHo 6onee NONOBKHbI BCErO MCCNe[yEMOrO HOBOCTHOMO MaTepu-
ana (B cpepHeM 0kono 52%), 4TO elle pa3 NoATBEPXAaeT cneundury moboro nH-
(hopMaLMOHHOTO COOBLLEHMS, 3aKNI04IOLLErOCs B MHPOPMUPOBAHMM MaCCOBOTO
peuunreHTa o ToM, YTO, rae, KOrfa 1 NMpu Kakux obCTosTenbCTBax Npou3owno
nnu npousoiaet. OfHaKo HOBOCTb MOXET ObiTb NPe3eHTOBaHa B N10OOM acrek-
Te, eCNV 3TO He NPOTHBOPEYUT ee OCHOBHOMY CBOWCTBY, T.€. HOBV3He. Tak, OKoo
TPETU HOBOCTHbIX CIOXETOB BblIM OCBELLEHbI B MO3UTUBHOM KItOYe, C TeHAeH LW
K YMeHbLIeHWIO 3Ha4eHrin oT 2019 1. k 2021 1. HOBOCTHble NporpaMmbl NpeacTas-
NSNN B NO3WUTWUBHOM acrnekTe NpenMyuieCTBeHHO TeMbl bepeMeHHOCTH U poXaa-
eMOCTU, 130BpeTeHnit 1 HOBALMIA, OTKPBITUS U peMoHTa J1MY/anTek, NoaaepKKm
W HarpaxaeHus MeauuUMHCKUX paboTHUKOB. Ellle YeTBepTas YacTb GegepanbHbix
W PEervioHasnbHbIX HOBOCTEN 13 06NacTV MeaVLUMHbI U 34PaBOOXPaHEHMS NMOAAHSbI
3puTento B NpobnemMHoM (HeraTneHOM) none. MNpu aHanm3e TOHaNbHOCTU HOBOCT-
HOTO ClOXXeTa aBTOpPaMu 1CMOoNb30BaNCH METOA 3afaHHbIX BPYHHYHO NpaBw nowc-
Ka U GrKcaumm n36paHHbIX IMOLMOHANbHbBIX KNOHEBbIX CNIOB 113 PYCCKOSA3bIYHOMO
ToHanbHoro cnoeapst LINIS Crowd SENT, no3Bonstowmx cpegHecTaTncTuyYecKu
OUeHUTb MaTepvan no Wwkane: GakTorpatbuyecKkuii, MO3UTUBHbIN, KPUTUHECKUINA,
npobnemHbIi. Takxke B cpegHeM B 62% TB maTepuanos ynoMmuHaeTcs, nnbo nog-
poOHO ONUChIBAETCA Ta MW UHas Npobnema, NpobnemHas cutyauus. B obnactu
HOBOCTHbIX CKOKETOB NPOONEMHOTO XapakTepa Yalle dhurypupytoT Temsl 3abone-
BaeMOCTV, NaHAeM1K HOBOM KOPOHaBWPYCHOM nHdeKumn COVID-19, BakumHaLmm
oT COVID-19, 3aKpbITUs ¥ nuweHus nuueH3ui NINY/antek (Tabn. 4).
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XapaKTep HOBOCTHbIX CIOXXETOB NporpaMmbl «Bpemsi» (MepBbiii kaHan)
1 nporpammbl «Bectu. floH» (kaHan Poccus 1), B %

Tabnuua 4.

Xapaktep TB maTepuana Bectun. [loH Bpems
2019 2020 2021 2019 2020 2021
PakTorpaduyeckmii 47 80 62 13 54 55
Mo3nTHBHBbIN 32 0 19 52 31 23
Kputuueckuit 0 0 9,5 4 12 14
MpobnemHbiit 21 20 9,5 35 31 32
Hannune npobnemsl,

npobnemMHO cMTyaumm
MNpwcyTcTBYET (ynoMMHaeTcs, 58 76 2 65 42 59
noapobHO onucbiBaeTcs)
OTcyTCTBYET (He ynoMuHaeTcs) 42 24 28 35 58 41

[0 NPOAOMKUTENBHOCTHN AOMUHUPYIOT KOPOTKME HOBOCTHbIE CIOXETbI NMPO
MeanumnHy, oT 1 4o 60 cekyHa 1 oT 61 go 120 cekyHa. B dhepepansHomM Tenesella-
HIW OTMEYEHbI ANNTENbHbIE HOBOCTHbIE MaTepuansl OT 4 40 5 MUHYT 1 6onee 5 Mu-
HYT, NPV UX NONHOM OTCYTCTBUW Ha PErVIOHaNbHOM TenesnaeHnn. JToKanbHoOCTb
HOBOCTHOrO MaTepuana npefcraBneHa cnegytolm obpasom: 100% HOBOCTHbIX
CIOXETOB NpOrpamMmbl «BecTu. [loH» NOCBsALEHbI POCCUICKON CUCTEME MEAULMHBI
W 34paBoOXpaHeHns. B nporpamme «Bpems» 3aMeTeH pe3kuii poCT HOBOCTHbIX
CIOKETOB NMPO MEAVLMHY ¥ 3MMAEMMONOTMYECKYIO CUTYaLmio 3a pybexom B 2020
1n2021rr. (4% 820191,31% 82020 T, 32% B 2021 1.):

« B Kumae 4ucno 3a60/1e8Wux HO8bIM MUNOM KOPOHABUPYCA Y8eAUYU-

/10Cb 8 NO/IMOPA pasa,

« Kumad 3anpocun napmuto pocculickozo npenapama, Komopeiti Mo-
Hem noMoys 8 6opsbe ¢ KOPOHABUPYCOM;
+ B Kumae cbbisaemcss mo, o yeMm ewje nosneo0a Ha3ao paccyxoanu

8 AMEpUKe;

+ 30 cyumaHHsle OHU AneHHUHCKUU NOIYOCMpPOo8 Npespamu/cs 8 21as-
Hell 0402 KopoHasupyca 8 Egpone;
« B Egpone K cmpaHam, Komopele peliusu 88ecmu KOpaHMuUH 8 cesi3u
¢ naHoemuel, dobasunace Ascmpus;
« B CLUIA 30 cymKu 8bi8U1U noYmU 139 melcsiy HOBbIX C/1y4aes 3apaxe-

Husi COVID-19;

« Ha cammume ®opyma «A3us — Eepona» obcydunu 6opsby ¢ COVID-19

8 271060/1bHOM NJIAHE.
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[MaHaeMns KOPOHaBMpyCa KapAvHanbHO W3MEHMNa MeananoBecTky B
Poccun v BO BCeM MUpe, caenaB MeAVLUMHCKYIO TeMaTUKy O4HON M3 OCHOBHBIX.
W KNtoYeBbIMM reposiMU TENIEHOBOCTEN B 3TUX YCNOBUSIX, OKMAAEMO, AOMKHbI CTaTb
camu MeamKu. OfiHaKo NPOBEAEHHbIV KOHTEHT-aHaNN3 TENEBU3NOHHbIX HOBOCTEN
MOKA3bIBAET, YTO AONA CIOKETOB HA MEOMUMHCKYIO TEMATUKY, repoeM KOTOPbIX
ABNAETCS psAAoBoK Bpay, B nepuop 2019-2021 rr. Ha deaepanbHbix TenekaHanax
CHWKaeTcs: Tak, B 2019 1. repoii-Bpay nossnsetcs B 39% npoaHanvavpoBaHHbIX
ctoxeToB «[lepBoro KaHanay, 8 2020 r. — B 23% ctoxeToB, B 2021 1. — T01bKO B 18%
CIOXETOB. A BOT B PErvMOHasbHbIX BbIMYCKax HOBOCTEN repow Bpauu C Hayanom
naHOeMun CTanu NosBNATLCS Yalle: B 42% croxeTtos B 2019 1, B 52% — 8 2020 T.
nB57% — 82021 (Tabn. 5).

Tabnuua 5.
lepou HOBOCTHBIX CIOXKETOB MporpaMmbl «Bpemsi» (MepBbiii kaHan)
1 nporpammbl «Bectu. floH» (kaHan Poccus 1), B %
lepoii TB MmaTepuana 2019 2020 2021
Bpems | Bectu. | Bpems | Bectn. | Bpemsa | Bectu.
floH [loH [loH
Bpay 9 8 6 13 4 12
CpepHwiA Me. nepcoHan 0 1 4 9 3 8
Mnagwnii Mes. nepcoHan 0 1 0 0 0 0
PaboTHUKM agMUHUCTpaLK 8 8 1 5 5 6
Men,. ydpexaeHvs (raespav,
3aB. OTfjeNeHneM, JUPEKTOP)
YyeHble / 3obpeTatenn / 4 3 4 1 3 1
[pounssoanTtenu
B3pocnble naumeHTsl, 5 8 4 15 4 8
NoKynaTenu B antekax
MauneHTbl-geTn 6 3 1 4 0 5
[pe3ngeHT PO, rasa pernoxHa 11 6 10 6 10 12
VNN HAaCeNeHHOro NyHKTa,
MUHWUCTP, YUHOBHMK
dapmaLesT 2 6 0 0 0 6
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JTtoan HeMegMUMHCKMX 2 9 4 4 2 2
npodeccuii (nonuuenckme,
WBEW, YYUTeNs, TeneseayLnii,
NOXapHbIA, BOANTENb,
npoxoxwe, GyTooNNCTbI,
TpeHepbl, OXPaHHWKW,
BOEHHbIE, CTPOUTENN), @ TaKKe
POACTBEHHMKM NaumeHTa

lepoii — He Yenosek 0 1 8 0 3 0

MiHTepecHas TeHfeHUMs HabnogaeTcs B M3MEHEHWM 4acToTbl NOsBAEHUS
B ClOXeTax repoeB-pabOTHUKOB agMUHMCTPALMN MEAVUMHCKMX YYpeXaeHNn —
rMaBHbIX Bpayeit, 3aBeayolinx OTAeNeHNIMN, AvpeKTopoB. B 2019 . oHW nosis-
nannce B 35% NpoaHanv3npoBaHHbIX CIOXKETOB NMPOorpaMmel «Bpems» n 42% cro-
xeToB «BecTn. loH». 3aTteM B 2020 I. YacTOTa WX NMOABNEHNUA PE3KO CHIMKAETCS [0
4% («Bpems») 1 20% («BecTu. loH»), a B 2021 1. cHoBa pacTeT (23% — «Bpems»,
28% — «BecTw. [loH»). B cpaBHEHMM C MeMKaMU, He 3aHMMatOLWMMN HUKAKNX af-
MUHUCTPATUBHbIX AOMKHOCTEN, MaBHble Bpayu U 3aBegytolle oTAeNeHUsIMY, KaK
npaBuno, bonee NepcoHNbULMPOBAHbI B CIOXKETaX, Aal0T MHTEPBbLIO, IKCNEPTHbIe
OLIEHKM 1 peKoMeHaaLmn. BaxxHol MeaniiHon durypoin deaepanbHbix CMU, ceoe-
06pa3HbIM CMMBOOM HOPLObI C annaeMmnelt kopoHasupyca B Poccun ctan [leHunc
HuvikonaeBumy MpoUeHKo, MaBHbIN Bpay TOPOACKOIN KNMHMYeCKo 60nbHMLbI N2 40
B KommyHapke.

C HavanoM BaKkuMHaLmu B acbrpe 1 denepanbHbiX, v pernoHansHeix CMIU
Yalle NosdBNatoTCA NpeacTaBuTeny cpegHero megnepconana: 8 2020 n 2021 rr.
B 15% 1 14% ctoxeToB «[1epBOro» COOTBETCTBEHHO repOsMU BbICTYMAIOT MeAce-
CTpbl, MenbpaTbs, akylwepbl v denbaliepsl, TOrAa Kak B NpoaHanu3MpoBaHHbIX
ctoeTax 2019 . OHM He BCTpeyatoTcsa Boobule. B adupe «BecTw. [loH» Habntoaa-
OTCH aHaNnorn4yHble TeHLEHUUM: Cpean NpOoaHanmn3npoBaHHbIX ctoxetos 2019 r.
3adunKCMpoBaH TONbKO 1 cloxeT (5%) ¢ y4acTremM repos-npeacTaBuTens cpeaHero
mefnepcoHana, torga kak B 2020 1 2021 rr. nx yxe 36% v 38% COOTBETCTBEHHO.
Mnaawmii MeguUMHCKNIA NepcoHan (CaHMTapsbl, CUAENKW, MEAPErMCcTPaToOPbl 1 Ap.)
npeacTasneHbl ObIAY TONBKO B OAHOM M3 BCEX NPOAHANN3MPOBAHHbBIX CIOXKETOB:
B2019r. Badhupe «Bectu. [loH».

J1toBonNbITHO, YTO pexe B CloXeTax Ha MeAUUMHCKYD TeMaTUKy C Havyanom
naHgeMun NosIBAAIOTCS U repou, SBASIOLWMECS YYeHbIMU 1 v30bpeTaTensmu.
/1 0cobeHHO 3aMeTHO 3TO B PerMoHabHbIX BbiMyCcKax HOBOCTEN: YacToTa Mx no-
aBneHns ¢ 16% ctoxetos B 2019 T. cHwxaetcs 0o 4% v 5% B 2020 1 2021 rr. C mapTa
2020 1. B achvpe NoABASIOTCS NPEeX/ae BCEro 3nuaemMmonori, Bupyconoru, paboT-
HVIKW LEHTPOB, pa3pabaTbiBaBLUMX BaKLMHbI OT KOPOHaBWPYCa, TOrAa Kak B 2019 T.
B LEHTPe BHMMaHWs 6binn nccneaoBaTeny, 3aHumatolmecs pa3paboTKoM HOBbIX
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MaTepuanoB 1 MHHOBALUMOHHBIX METOAOB NeYEHNs CaxapHOro avabeTa, OHKONO-
rMyeckux 3aboneBaHunii, UHCyNbTa U MHbAPKTa.

KTO e Toraa sBnseTcs rMasBHbIM repoemM CIOKETOB Ha MeAMLMHCKYIO Tema-
TuKy? B 44% BCex NogBeprHyThIX aHanm3y ctoxeToB «[lepBoro» 1 38% cloxeToB
«Bectu. [loH» NOABNATCA NPeAcTaBUTENN OPraHoB BNacTu — pe3naeHT PO, rma-
Bbl PEMMOHOB UMW HAaCeNEHHbIX MYHKTOB, MUHUCTPbI, YUHOBHUKM, PYKOBOAMTENN
 cnyxauime PocnotpebHaasopa. B croxeTax, HOCAWMX NPOBAEMHbIA XapaKTep,
Mpe3naeHT 1 rMaBbl PErMOHOB MO3WLMOHMPYIOTCS Kak 3allMTHUKK NpaB nauu-
€HTOB 1 PSAOBLIX MEAMKOB, BOCCTaHABNMBAOLME CNPaBea/IMBOCTb B YCNOBMSAX
NPOM3BONA YMHOBHVKOB U afMUHUCTPALMM YUPEXAEHWI, HanpuMmep, Npu pac-
npefeneHny 6ecnnaTHbiX NeKapcTs U NEHCU MO UHBANUAHOCTUY, BBINOAHEHWN
HaLMOHaNbHbIX NMPOEKTOR™, a TakkKe BbiNnaTax MeAMKaM 3a paboTy C KoBWA-Na-
umeHTaMun. Hanpumep, nokasateneH ctoxeT oT 24 mas 2020 r.. [lpeaudeHm Au4HO
KOHMPOIUPYem Cumyayuto ¢ 8bIN1GMAaMu 80a4am, KOMopsle eeOHE8HO bopoMcs
C ONACHbIM 07151 XKU3HU KOPOHABUPYCoM. Baadumup [lymuH 4emko 0603HaYU/, KOMY
CKOJI6KO NIGMUMe, HO 80 MHO2UX PE2UOHAX BO3HUK/IU NPobIeMel C 8bIN1amMOoll deHee
8payam, medcecmpam, CaHUMapam u bpueadam ckopol nomouu. M znasa eocydap-
cmea Ha amou Hedesne euje pa3 NOOYEPKHY/: He MOxem bbliMe U peyu 0 MoM, Ymo-
6bl 8bICHUMAMS, KMO CKO/I6KO Yaco8 uau MUHym npopabomari ¢ 6016HeiM. [loMoujb
00/MKHA BbIMb OKA3AHA 8 NOJIHOM Obveme. M Hado CKa3ame, YmMo K KOHYY Hedesu
8paYU NOYMU 8630€ NOYYU/IU CBOU OeHbaU™.

Tatoke reposMy NPOaHaNU3MPOBaHHbLIX CIOKETOB ABASIOTCA MaUMEHTbI.
C HavanoM naHaemum MOKyC BHUMaHWS 3aMETHO CMeLLaeTcs C NaUyeHToB aeTel
Ha B3pOCbIX, 1 0COBEHHO — Ha Ntoae Noxumnbix: B 2019 r. nauneHTbl-aeTn Hbin
reposimm 269% ctoxeToB «MepBoro», a B 2020 1. — nub 4%. Cpean naumeHToB 0cobo
BbIAENSIOTCS 3BE3Mbl 3CTPA/bl, aKTEPbI, CNOPTCMEHbI ¥ IpYr1e U3BECTHbIe Ntoan®,
KOTOPbIE NPU3bIBANU K CODMOLEHWIO CAMOM30AALUMM, @ 3aTEM — K BaKLMHALMN.

6onee apdekTnBHON B Hopbbe ¢ KOPOHABMPYCOM, 3a8BM NPE3VAEHT Ha Npecc-KoHbepeHumn.
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Kpome Toro, reposiMi NpoaHanm3vpoBaHHbIX CIOKETOB BbICTYNWAN Nped-
CTaBUTENW HEMEANLMHCKMX MPOMECCUIA: dyPHANUCTbI, MONNLENCKNE, LWBEW, y4u-
Tens, Teneseayllne, NoxapHole, BoanTenu, GyTboancTbl, OXPaHHUKKN, BOEHHbIE,
CTPOUTENN, @ TaKKe POACTBEHHMKM NaLMEHTOB. Hallie OHM NOSBASANCH B Perno-
HanbHbIX HOBOCTSX (24% BCEX NPOaHaNM3MpPoOBaHHbIX BbIMYCKOB), HeXenn B depe-
panbHbix (11%).

4. 3AK/TFO4EHUE

/ITak, pe3ynstaThl NpoBefeHHoro B 2022 rofly KOHTEHT-aHan13a HoBOCTHbIX
BeYEPHUX BbINYCKOB (DefepanbHOro U permoHanbHOro TeneBU3MOHHOro Bella-
H1s 3a 2019-2021 rT. (Ha NnpuMepe nNporpaMmsl «Bpems» (Mepsbii kaHan) 1 npo-
rpammbl «Bectu. [loH» (TenekaHan Poccus 1)) N03BOASIOT CKOHCTPYMpPOBaTh 0bpa3
MeaMLVHbI U MEAULMHCKX PabOTHNKOB B POCCUMICKON TENEBU3MOHHON Meana-
nosecTre B nepuop 2019-2021 rr., BbIABUTb 4acTOTY MNOABNEHNS U COAEPHaHNE
TB CIOXKETOB Ha TeMy MeauUMHbI ¥ 30paBOOXpaHeHUs: Ha dedepanbHOM U pern-
OHaNnbHOM TeneBellaHW OTMeYaeTCsl 3HAYNTENbHbIN POCT HOBOCTHbIX CIOKETOB
Ha MeAMLMHCKYO TeMaTyKy B nepuop ¢ 2019 no 2021 rr., B 2019 rogy 6onblue BCe-
0 OCBELANNCh TeMbl: 1) OTKPbITUE, PEMOHT, 3aKpbiTUe, nLieHue auueH3nm My
VW anTek; 2) n3obpeTeHus, HOBaLUWW, YHUKaNbHbIe MEAULMHCKME OnepaLmu, Ho-
Belillee MeanLMHCKoe 060pyaoBaHMe; 3) MeAVLIMHCKAS MOMOLLb Y ANATHOCTUKa;
4) 3aboneBaHus; 5) nekapcTBeHHble npenapathl. B 2020 1 2021 rr. TeMaTUyecKuii
paKypcC KapArHanbHO CMEHMACS B CTOPOHY HOBOCTHbIX COOBLLEHMI NPO NaHAEMMIO
HOBOW KOPOHaBMPYCcHOW MHdekunn COVID-19 1 BakuymHaumio ot COVID-19. 3Tu
pe3ynbTaThl MOATBEPXKAAIOT TUMOTE3Y UCCNEA0BAHNA. BOMbWMHCTBO TEeNeHOBO-
cTeli (okono 70%) 6bin0 NpeacTaBNeHo B MHMDOPMALIMOHHOM XKaHpe 1 CO3[aBanoch
B BU/E penopTaxeid, COOBLIEHWI, BbICTYNNEHWIA, MHTEPBbIO, OTYETOB. YyTb Honee
NONOBVHbI BCErO UCCNEAYEMOro HOBOCTHOTO MaTepuana (0kono 52%) Hocunn dak-
TUYeckunit xapaktep. OKONO TPETU HOBOCTHBIX CIOXKETOB bW OCBELLEHbI B NO3K-
TUBHOM K/HOYE, C TEHAEHUMIA K YMEHbLUEHMIO 3HaYeHniA oT 2019 . k 2021 1. B 62%
TB MaTepuranos ynomuHaetcs, nMbo NoapobHO ONUCHIBAETCS Ta W MHas Npobne-
Ma, NpobnemHas cuTyaums. 1o NPOAOMKUTENBHOCTY AOMUHMPYIOT KOPOTKME HO-
BOCTHbIE CIOXeTbl PO MeAnLMHY. [IPOBEAEHHbIN KOHTEHT-aHaNN3 TeNeBU3NOHHbIX
HOBOCTel NOKa3biBaeT, 4To B Neprog 2019-2021 rr. Ha deaepanbHOM TenekaHane
napafoKcanbHO CHUXKAETCS JONS CIOXKETOB, repoeM KOTOPbIX SBASETCS PSAOBOM
Bpay. C Havyanom BakumHaumu B acvpe 1 denepanbHblx, U pernoHansHbix CMU
qalle NoABNAITCA NPeacTaBUTeNn CpefHero MeauuUMHCKOro nepcoxana. Pexe
C Ha4anoM MaHAeMUM B CIOXKETaX MOSBASIOTCS Tepou — y4eHble, n3obpetaTeny,
0COBEHHO B perroHanbHbix HoBocTsx. C MapTa 2020 r. B achvipe NosBASOTCS Npe-
X[e BCEro anuaeMnonori, BUpYconoru, paboTHUKN LEHTPOB, pa3pabaTbiBaBLUMX
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BaKLMHbl OT KOPOHABMPYCa. TakKe reposiMmn NPOaHANN3UPOBAHHbIX COXETOB KO-
HeYHo ABAAOTCA NauveHTsl. C Havanom naHaemun COVID-19 dokyc BHVUMaHUS
3aMeTHO CMeLLaeTcs € NauMeHTOB AETEN Ha B3POCbIX, 1 OCODEHHO — Ha NtoAeN
NOXUIbIX. W BCe Xe MaBHbIMW reposMy CIOXKETOB Ha MEAULMHCKYIO TeMaTUKy
B 40% cny4aes CTanu NpeacTaBuTenv OpraHos BnactTn — fpesnaeHt PO, masbl
PErMOHOB WM HACENEHHbIX MYHKTOB, MUHUCTPbI, YMHOBHUKW, PYKOBOAMTENN
v cayxalve PocnoTpebHaasopa. MIMeHHO B 3TOW 4acTu yTBEPXKAEHUS r1noTesa
“ccnegoBaHus Bbina onpoBepryTa.

MocTaBneHHble aBTOPaMK 3afadn B XoAe UCCNefoBaHNS BbINONHEHbI. [1po-
bnemaTinka TpaHcnsuMM obpasa MegMUMHCKMX PaboTHUKOB U cdepbl 30paBoOX-
paHeHua nocpeactsom CMU B neprog nanaemun COVID-19 npefcrasneHa B 3apy-
HEXKHOM U POCCMIACKON HAYHYHOW NUTEpaType CeayoWwmMm UCCNeA0BaTENbCKMY
HanpasNeHUAMU: aHaNN3 NHOYCTPUM OKYMEHTansHoro kuio npo COVID-19, anc-
KypC-aHanu3 noCTPOEHMS UMUPKA MEAMLMHCKOro paboTHUKa B Meawa, U3yveHue
CyOKyNbTYpBI ae3viHdopMaumy, pasobnayeHne danbwiBbix U HENKOBbIX HOBO-
CTeld, BbIABNEHME LEHTPanbHbIX MefranepcoH, Hay4yHO-MoNynspHas XypHanu-
CTVIKa, BU3yanbHas penpeseHTaymna nangemun COVID-19 B HoBoCTAX. OpurnHans-
HOCTb MPOBEAEHHOr0 aBTOPaMU UCCNEA0BAHNA 3aK/IHOYAETCA B MPUMEHEHUN
METOAMKM CPaBHUTENbHOMO KOHTEHT-aHanu3a HOBOCTEN MO TeMe MeauUMHbl 1
30paBOOXPaHeHNS Ha peaepanbHOM W PervoHanbHOM TefnekaHanax.
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Hay4Hble MOMCKM B COBETCKOW
KuHematorpadum 1920-x-1930-x ronos.
(MeTopn «<napannenbHOM KMHO3aCheMKI»
AHaTonus Tepckoro)

AHHOTauus. PaccMaTpuBaeTcs OCOObIN MEPWOf B Pa3BUTUM COBETCKOTO KiHe-
MaTorpada 1920-x-1930-x rofioB. — BpeMs pa3paboTKu NpoekTa «[eorpadmnyeck-
ITHOrpaduyeckoro KnHo-Atnaca» (1928-1932), HalieneHHoro Ha co3aaHune cepum
KynbTypdUnbMOB O Hapogax v kynstypax CCCP. Peanusaums gaHHOro npoexTa
OKa3anach CBS3aHHOM C MOMCKOM Hay4YHbIX OCHOBAHW Pa3BUTHS COBETCKOTO KMHO.
OTmevaeTcs, YTO BO BTOPOW MOMOBMHE 1920-X COBETCKME KMHEMaTorpaducTbl
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HepeaKo OCyLEeCTBAANN METOANYECKUE pa3paboTKi B 06nacTh AOKYMEHTanbHOoro
KVMHO, OCHOBbIBASICb Ha [laHHbIX aKTyanbHbIX HayYHbIX MCCNENOBaHNIA. TaK, OHUM
M3 KNHOYEBBIX HamnpaBneHU TEOPETUKO-METOAMYECKUX MOUCKOB B COBETCKOM
KuHemaTtorpade 1920-x-1930-x CTano 1syyeHue BOCNPUATUS 3puTensmun dhunsma
Ha OCHOBaHMUM 3adUKCMPOBAHHBIX MUMUYECKMUX PeaKUMii C WMCMOMb30BaHWEM
NaHHbIX ncvxonornn (pednekconorun). B cTaTbe NPOBOAWTCS KOMMAEKCHbI
aHanu3 MeToda «napanfenbHo KUHO3aCheMKM» KNACCOBOMO KWMHO3pUTENs,
pa3paboTaHHOTO COBETCKMM PEXUCCEPOM M 3THOrpad oM A.H. TEPCKMM B Hay4YHOM,
KVHeMaTorpauyeckoM U UAeO0NOrMYeCcKOM KOHTeKCTe. [lenaeTcs BbiBOA O
TOM, 4TO TeopeTuyeckne pas3paboTKy PEexuccepa, UCTOPUYECKM OKasaBLlMecs
HE3aCNYKEHHO CMUCaHHbIMU B apXvB, OOHAPYXMBAIOT LEHHble KayecTBa W ans
COBPEMEHHOW KMHOAOKYMEHTaNUCTVKK. C OAHOM CTOPOHBI, B paboTax A.H. Tepckoro
BbICBEYMBAIOTCS OCOOEHHOCTU TBOPYECKMX YCTAaHOBOK KMHeMaTorpaducroB B
CO3AaHNM 3THOTPaUYECKNX 1 aHTUPENUTMO3HbIX hrAbMOB 1920-x-1930-x 8 CCCP.
C apyrovi CTOPOHbI, MMEHHO Bnarofgapst NOAOOHBIM HayYHO-TBOPYECKMM MOMUCKaM
Bbina 3anoxeHa TeopeTuyeckas 6asa Ans 3anycka B CTpaHe MaclTabHbIX MPOEKTOB
N0 CO3AaHWIO KMHONETOMMUCU O COBETU3ALIMM COO3HBIX TEPPUTOPUIA.

KntoyeBble cnioBa: Teopus KUHO, kuHematorpad 1920-x-1930-x, KnHoaTnac CCCP,
KyNbTYPhUABbMBI, UCTOPUS HayKW, COBETCKAs WAEONOMNs, IKCNEPUMEHTaNbHas
ncvxonorus, AHatonuii Tepckoi
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Scientific pursuits in Soviet Cinema
of the 1920s-1930s
and Anatoly Terskoy’s Parallel Filming

Abstract. In this paper, we consider a unique period in the development of Soviet
cinema, from 1928 to 1932, when the Geographical and Ethnographic Cinema-Atlas
project was underway. It implied the making of a series of cultural films about the
peoples and cultures of the USSR and, therefore, involved the search for scientific
grounds for advancing cinematic art. In the second half of the 1920s, some Soviet
filmmakers even worked out specific methods, based on real scientific research,
which could be applied in the field of documentary. For example, one of the key
trends in the theory and methodology of Soviet cinema in the 1920s-1930s was the
study of the audience’s perception through decoding—with the help of psychology
(reflexology)—of the recorded mimic reactions of viewers. We have analyzed the
method of “parallel filming” of the audience, which was introduced by the Soviet
film director and ethnographer Anatoly Terskoy within the scientific, cinematic, and
ideological contexts. We believe that this overlooked concept is a valuable material
fortoday’s documentary filmmakers. On the one hand, Terskoy’s works highlight the
creative paradigms in which cinematographers were making their ethnographic and
anti-religious films in the Soviet Union of the 1920s and 1930s. On the other hand, it
was such scientific and creative searches that later became the theoretical basis for
large-scale projects on the cinematic representation of different parts of the USSR
on screen.

Keywords: film theory, cinematography of the 1920s-1930s, Cinema-Atlas of the
USSR, cultural films, history of science, Soviet ideology, experimental psychology,
Anatoly Terskoy
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BBEJEHUE

OfHVIM 13 CaMbIX APKUX ABNEH NI B COBETCKOM KiHemMaTorpade 1920-x-1930-x
CTana pa3paboTka «leorpaduyeckn-3THorpaduyeckoro Kuno-Atnaca» (1928-
1932) — KOMNNEKCHOrO MPOeKTa, HaleneHHoro Ha To, YTObbl NNaHOMEepPHO CUCTe-
MaTV3MpPOBaTb GUAbMbI KpaeBeayeckor 1 3THOrpadUYeCKon HanpaBAeHHOCTH
B CCCP 1 B KOHEYHOM UTOre co3faTb MaKCMManbHO NOAPOOHOe KMHOOMVCaHNe
OrpoMHol cTpaHbl (TonoBHes, 2020, Marnaos, 2008, Damiens, 2017). [laHHbIN Npo-
eKT [OMKeH Obin BbINONHATL Mpexae BCero NMpoCBETUTENbCKO-NponaraHancT-
CKYI0 334y KaK «Cnocob HarnagHoro 0by4eHns» He TONbKO B PaMKaX LIKOABbHOTO
06pa3oBaHus (J/lyHavapckas, 1928), HO 1 AN Camoit LUIMPOKOK ayAnTOpuu B CTpaHe
v 3a pybexoM. B npecce Toro neproga oTMe4anoch, B YaCTHOCTH, 4TO NEHTbI «C 3T-
HorpaduyeckumM v GeITOBBIM MaTepuanom o CoseTckom Coto3e» NpefocTaBnsioT
MHOCTPaHHOW NybanKe BO3MOXHOCTb MPOBECTY BPEMS «Cpefy 3axBaTbiBatoLyX
BMAO0B 1 HbITOBbIX CLIEH HblHEeLWHel Poccum» (domuH, 2004, ¢. 23). [Ansg coBeTcKoro
3pUTens, NOMMUMO NPOYero, MPOV3BOACTBO CEPUM T.H. KyNbTYPHUIBMOB — PHb-
MOB O HapoAax W KynbTypax, PaCCMaTpMBanoch Kak 3MMeKTUBHbIN MHCTPYMEHT
COUMaNbHOM UHKeHepUi, co3aatolinii HOBBI MUP CUMBOOB B NEPVOS CoLmnanu-
CTUYecKol pekoHCTpyKUmK (FTonosHeBs, 2020, Marnaos, 2008, AMaH»onosa, 2021,
Sarkisova, 2017).

Mpu 3TOM, €Cin B NepBoit NonoBrHe 1920-X BbINyCKaBLIMECS B Pa3NYHbIX
obnactax Coto3a KapTWHbI ObIAN CHATLI Ha CyYaliHOM MaTepuane (CLeHapusx),
co3paBanuch ellle 6e3 NpUBAEYEHNS HaYYHbIX KOHCYAETAHTOB U HOCUAN TYPUCTU-
yeckunii xapakTtep (Tepckoi, 1930, ¢. 69), To K cepeamnHe 1920-x 1BHO 0603HauMNack
TeHeHUMS K pa3BUTUIO COBETCKOMO KUHOMPOW3BOACTBA, MOCTPOEHHOTO Ha Hayu-
HbIX OCHOBaHWSIX, NPY aKTUBHOM COTPYAHMYECTBE CNEeLuanicToB HayKn 1 KUHO.

Llenb faHHOM paboTbl — paccMOTPeTb Manov3BeCTHble MeTOAUYecKe
pa3paboTkn B 0b6nacT 0TeYeCTBEHHOMO OKYMeHTanbHOro KMHO 1920-x-1930-X,
bnaropaps KoTopbiM Oblna 3anoxeHa TeopeTuyeckas 6a3a gns 3anycka 8 CCCP
MacLUTabHbIX MPOEKTOB MO KUHO-AOKYMEHTMPOBAHMIO ero PasfnyHbIX TEPPUTO-
puit. Ocoboe BHMUMaHVe NpeanaraeTcs yaennTs KOMMNeKCHOMY aHanv3y MeToda
«MapannefbHOM KUMHO3aCheMKM» KNacCoBOMO KMHO3pWTens, pa3paboTaHHOro
AH. TepcKUM B Hay4HOM, KHeMaTorpauyeckom 1 AEONOrMYECKOM KOHTEKCTe
paHHEeCOBETCKOTO nepuoaa.
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HAYYHO-TBOPYECKWE NMOUCKW
B COBETCKOW KMHEMATOTPA®UN B 1920-x-1930-x FOAAX

MNepuopa 1920-x-1930-x B COBETCKOW KnMHemaTorpadbum bbin CBA3aH C Nowc-
KOM ee Hay4HbIX OCHOBaHWI. OTMeYast 3HaYVMMOCTb BbINONHEHUS NATUNETHEro
nnaHa pa3BuTHS KMHO, CLLEHaPUCT U TeoPeTHK KUHO /1. CyxapebCKuia, B 4aCTHOCTH,
3asBAsN, YTO 3afayu, CTosLMe Neped COBETCKUMU KuHemaTorpaducTamu «ans
NPaBUALHOIO U ObICTPOrO CBOErO pa3pelleHus Hy)KAalTCs B NOABEAEHNMN Hayy-
HOW 6a3bl N0/ BCIO COBETCKYIO KMHEMATOrpaduto. ITO 03HaYaeT, YTo HeobxoanMmo
OpraHn3oBaTh NNaHOMepHble Hay4HO-MCCNefoBaTeNbCKMe paboThl AN U3yveHuns
BCex Tex NpobreM, KoTopble yxe CTOST U KoTopble OyAyT BbIABMraTLCA Ha NyTH
pOCTa COBETCKOW KuHemaTorpadum» (Cyxapebekuid, 1930, c. 8). /1. Cyxapebckuia
npegsaran co3gatb Hapsaay ¢ MiccnenoBatenbCKuM MHCTUTYTOM Npu BCHX, 3aHu-
MaloLLMMCS TEXHUYECKUMU NpobaeMamu, 0CobbI MHCTUTYT, MOCBSLLEHHbIN Xya0-
XKECTBEHHbIM BOMPOCaM v Mpobneme KMHO KaK UCKycCTBa. B 06bemM paboTbl MHCTU-
TyTa, N0 MHeHwto /1. CyxapebeKoro, AOMKHBI b BOMTY CiefytoLLme BONPOChI:

1. BAnsiHVe CbeMOYHbIX MPUEMOB M ONTUYECKIX (DAaKTOPOB Ha Xy[A0KEeCTBEH-

HY10 popmy;

2. TexHONOrNs KNHOMATEPUANOB U X BANSHUE Ha XYLOXKECTBEHHYIO POpMY;

3. MoHTax Kak dopma, OpraHusytoLlas KMHONPOM3BEAEeHUs: MOHTaXHbIE

CTUAW, PUTMbI U T 4,

4. Npobnema oToreHnu;

5. Komnoswuuus Kagpa;

6. Xy[oxeCTBEHHbIe CTUAN MVPOBbIX MaCTEPOB;

7. VI3y4eHne KnHo3putens;

8.Mpobnema akTepa 1 TUNaxa;

9. TyTb peXmnccepcKoro TBOPYeCTBa;

10. 3ByKOBOE KMHO 1 xyaoxecTBeHHas dunbMa (Cyxapebeknia, 1930, c. 8).

B npennsepyn MNepBoro BCECOO3HOMO NapTCoBeLLaHWs MO BOMNPOCaM KMHO
(1928) pexuccep-onepatop M. Mi3pannbcoH-HaneTHbIi B CBOEM yCTaHOBOYHOM [10-
Knane o co3faHun cepuvt drunbMoB npoekTa «KnHoatnac CCCP» Takke yKa3biBan:
«[naBHelwet 3aaadelt B NpeacTosiiei paboTe aBaseTcs cHabxeHue KuHoduum-
POBaHHOW LWKObI, 3KPaHOB, habpuK 1 3aBOAI0B, ¥ ByAyLINX AePEBEHCKNX IKPAHOB
cepviei UNbMOBBIX MaTepuanos, MOCTPOEHHbIX C HAaYYHOI KOHCyALTaLUMelt 1 no
nnaHy» (PTA/IN, 6e3 paTel, 1. 3). Mo cnosam H. 3HaMEHCKOrO, «/Ns TOro, YTObbI
CHUMATb XW3Hb 1 ObIT pa3Nn4HbIX HAPOAOB, MPUPOAY OKpanH, paboTy Uccnegosa-
TeNbCKUX 3KCNEAMLMIA, HEOBXOAMMO 3HaTb 3TOT BONPOC» (3HameHcKumiA, 1930, ¢. 2).
B CBSA31 C3TUM CbEMKY KapTWH B pa3nunyHbix pervoHax CCCP nnaHnposanocs npo-
BOAMTL B COAPYKECTBE C MECTHbIMU CUAaMM, BefyLMMU Hay4HO-1CCNenoBaTenb-
CKyto paboTy B COBETCKMX pecrnybnmKax, KOTopble 4OMKHBI MOMOraTh pexuccepam
B NPaBWAbHOM OCBELLEH MM BONPOCA ObITa M KM3HW Pa3fnyHbIX HAPOLOB.
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[laHHble yCTaHOBKW ObINW B3sTbl HA BOOPYXeHWe BeayWMMM KUHOCTYAW-
amu CCCP, v, Kak pe3ynbtaT Hay4HO-TBOPYECKOTO COt3a KMHemaTorpachuctos
M yYyeHblX, Hanpumep, B 1928-1929 B CCCP, NosBMAUCH TakMe KapTWHbI, Kak:
«B BpsHckom Monecbe» (KonanuH-Cokonos), «<BopoTa KaBka3a» (/lebenes-Oula-
eB), «B Kpato necos, 03ep M NOPOXMUCTLIX pek» (BopoTunos/Peinno-Kanuua),
«Mpupoaa n noan TypyxaHckoro kpast» (CTpyKoB-CbITUH), «[TOMKHOXKME CMepTH»
(WHenpepos-IMnAT). OAHMM 13 CaMbIX APKUX NPUMEPOB YCMELHOrO COTBOpYe-
CTBa flesTeneli HayKn 1 KMHO B 3TO Bpems CTana Takke paboTa KuHemaTtorpaducra
AA. NnTBMHOBa 1 UccnenosaTens B.K. ApceHbeBa Ha [lankHemM BocToke, bnaropaa-
ps KOTOPOM NOSIBUAMCH Knaccuyeckune kynsTypdunbMbl, UMeBLIVe 6ONbLION ycnex
He TONbKO BHYTPYM CTPaHbl, HO 1 3a pybexom (TonosHes, 2018).

HecMOTpst Ha ycnelwHble NpuMepsl COTPYAHUYECTBa B 061acTu Hayku 1
KuHo (Pearlman, MacKay, Sutton, 2018), B npakTuyeckol paboTe 4OCTaTO4HO Obl-
CTPO OBHAPYXKUANCH U CYLLECTBEHHbIE TPYAHOCTY, MPEeXae BCero, No NMUHUM Koop-
AVIHALMM MEXBEAOMCTBEHHbIX PECYPCOB NpK Npom3BoacTse Gunbmos (fo10BHEB,
2020, . 19). B npecce, B 4aCTHOCTW, OTMeYanach «yCNOBHOCTb» CIaXKEHHOTO B3aw-
MOAEVCTBUS YUYeHbIX N KMHOPaboTHNKOB B 1930 r.: «feponyeckuMm yeuansamm oo
cobpaH NepBbli HAYYHO-METOAMYECKINIA COBET 13 6 NPeAcTaBuTeNnel HayYHbix op-
raHM3aunii leHnHrpaaa. YueHble, Kak 13BecTHoO, Hapoa NtobesHblin. Kaxabiii 13 co-
HpaBLIVXCS NPOYeNn ManeHbKWit 1oKNa Ha Temy O Mosb3e CBOEMN CNeLmanbHOCTY
W COBETCKOW KuHemaTorpacdum. MNoobelany Takke NpUCNaTb TeMbl, Kaabli
Mo CBOEMY LUMKY (MapKCUCTKO-NEHMHCKas TeOpUs, OCHOBbI BMONOrK, MUPOBHAE-
HuWe, reorpacuryecknii atnac). O pesynsraTax 3acefiaHns MOXHO CyAnTb Mo cneayto-
wemy hakTy. HekoTopas aesaTensHOCTh Hbina NposBAEHa TONbKO B 6UONOTMYECKOM
pasgene vi To bnarofaps VCKNKYUTENbHOMY YNIOPCTBY 0OLLECTBA BOVMHCTBYHOWMX
MaTepuanncToB U AmanekTukos. CpPoKWM MpefoCTaBneHUs HecylecTBYLLero
nnaHa nocTeneHHo OTOABUranyCh, 1 BMECTe C TeM yracana vHvuuaTuBa oTaena»
(C. Poowm, 1930b, c. 2).

Bonpekn MexBefOMCTBEHHbIM Pa3HOrNacKsM W OTCYTCTBMIO AOMKHOIO
bvHaHcupoBaHus, B 1931 r. npasneHvie COI3KMHO NPUHAN0 NOCTaHOBNEHKe 06
yBENMYEHMM NPOrpaMMbl KMHOMPOW3BOACTBA M O [anbHelleM npuBieveHuy
CNeuManncToB 1 Hay4YHbIX PabOTHUKOB K [eSTeNbHOCTY TBOPYECKYMX IPyMM Cek-
Topa npow3soacTea GunabMoB (PomuH, 2004, c. 103). O HeobXxoaUMOCTH 3TOro
rOBOPUAM 1 CaMK KuHomeaTenw. Tak, pexwuccep A.H. Tepckoll HacTansan Ha nna-
HOBOM PYKOBOZCTBE MPOW3BOACTBOM 3THOMUABM B 4acTU HayYHOW KOHCY/bTa-
umn (Tepckoit, 1930b, c. 3), MHaye, MO ero BbIpaXeHuto, KapTWHbI N0 3THorpahuu,
CHSATbIE OfIHMM OMepaTopoM, 6e3 HayYHOro PyKOBOACTBA NPeACTaBAsoT cobo
«BeCcCUCTEMHbIV BUHETPET HexapaKTePHbIX MOMEHTOB ObiTax (Tepckoit, 1927, ¢. 6).
Mo cnosam C. PooMa, «CMblYKa MeXay KMHO-OOWECTBEHHOCTBIO M HayYHbIMK
paboTHMKaMMU CMOXET aTb OCOBEHHO LEHHble pe3ynsTaThl U Ans pa3paboTku
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OTAENbHbIX HACYLLHENWNX TEM, 1 AN BbINPSMAEHWS 0BLLEN NMHWN COBETCKON Ha-
y4HOM KynsTypdUabMbl» (C. Poom, 19303, c. 2).

XapaKTepHo, 4TO BO BTOPOM nonosuHe 1920-X COBETCKME KMHemaTorpa-
(DUCTBI He TONBKO MpUBAEKaNM K CbeMKaM HayYHbIX KOHCYBTAHTOB, HE TO/bKO
3asIBASAM O BAXHOCTW OpPraHn3aunMoHHOM hOpMbl HAYYHOTO KOHCYNBTVPOBAHMS
ANs Uenen KMHO, HO U CaMn HepefKo OCYLIeCTBASAM MeToAMYecKne paspaboT-
K B 061aCTW KHeMaTorpadum, OCHOBBIBAsICb Ha AaHHbIX aKTyanbHbIX Hay4YHbIX
nccnenoBaHnia. Tak, H. 3apxu, A. Poom, B. MyAOBKMH YnNTanu NeKUMM B paMKax
crneumanbHbIX y4eBbHbIX KypCcOB, OTKPbITbIX B MOCKBe MO VHMUmaTMBe LleHTpans-
Horo CoBeTta O[JCK (O6u1ecTBO py3eli COBETCKOrO KMHO), KOTOPble Hbinn U3aaHbl
BMNOCNEACTBMM B BUAE METOAMYECKUX Gpowtop. Beixoannu paboTsl «OnbiThl 13-
yyeHus 3puTens» A. [lybpoBcKoro, «M3yyeHrie knHo3puTens» A. TDOSHOBCKOTO 1
P. ErmasapoBa, «<OnbIT hUKcaummn 3puTenbCKrx MHTepecos» A. Kauurpac, «Ydyexue
0 KnHopednekcax B paboTe KnHoakTepar» A. PooMa v ap. KuHoaesTenei, 3aHaTbix
pa3paboTKOW Hay4YHbIX OCHOBaHWI TEOPUM KMHO, MO ONPEAENneHnto N3BECTHOro
KuHOKpWTKKa H.A. NlebeneBa No NpaBy MOXHO OTHECTU K «<HOBATOPaM», KOTOPbIe
OPUEHTMPOBANNWCH Ha TO, YTOObI, BO-MEPBbIX, «OBNAAeTb HOBOW coLManncTuye-
CKOI naeonorueit paboyero Knacca», BO-BTOPbIX, «C03AaTb a3byKy, rpaMMaTmKy
W CYHTaKCKC s13bIKa 3TOTO MCKYCCTBA, YCTAHOBUTb €10 BbIPa3nTebHble BO3MOXHO-
CTW, OTKPbITb ¥ 3KCMEpUMeHTaNnbHO NPOBEPUTHL ero cneunduKy» (flebeaes, 1947,
. 102, c. 103). He cnyyaiiHO oaMH 13 NpeacTaBuTeneit HOBOro NOAXoAa B KMHEeMa-
Torpadun, pexxmccep A.M. PooM 3aaBasn B 1926 . 0 TOM, YTO NPU CO3AaHMN Kap-
TUH «HY)KHO B6POCKTH MOHOE 1 BpeHOe yBAeYeHne “BblpasuTenbHbiMK ABMKe-
HUAMUM 1 06PaTUTLCS K [lapBUHY M HaliMM coOBpeMeHHMKaM MaBnosy 1 bextepesy.
MNobonblie BUONOTUM 1 NOMEeHbLLEe 3CTeTHKN» (A. PooM, 1926, C. 5).

OfHVM 13 KNtoYeBbIX HanpaBneHnii B 061acTvi MeTOAMYEeCcKMX pa3paboTok
KuHemaTorpacucToB B pacCMaTpUBaEMblii NEPVOA CTano 13yveHre BOCIpUSTHS
3puTensMn hunbmMa Ha OCHOBaHWMM 3aUKCMPOBAHHBIX MUMUYECKUX PeaKLUi.
OnbITbI TAKOTO M3yYeHws BN 0BYCNOBAEHbI, B TOM YUC/E, MONYNSPHOCTBIO B TOT
nepuog brxeBMOpU3Ma — HanpaBneHVs B aMepUKaHCKON NCUXONOMMK, U3y4dato-
e He CO3HaHMe, a NoBeieHNe YeNnoBeKa, KOTOPoe MOXET ObiTb 3aUKCMPOBAHO
Mo peaKuuu Ha TOT MU MHOW CTVMYA. [POsIBASS MHTepeC K B1XeB1OpPU3MY, B HacT-
HOCTW K 9KCNEPVIMEHTANbHOV NMCUXONOTUM B LIENIOM, Psif COBETCKMX KMHeMaTorpa-
hrcToB 0bpaTUNUCh K pednekconornu ¢ COOTBETCTBYIOLLEN eCTECTBEHHO-HaYY-
HOW TEPMUHONOTMEN Y METOAMU, @ B Npecce CoobLLanoch 0 Pa3Bopa’nMBatoLLMXCs
B J/IEHMHIPAACKOM UHCTUTYTE SKCMEPUMEHTANBHOM MCUXONOMMN UCCNefoBaHMSX,
NOCBSALIEHHbIX BAUSHWUIO KMHO Ha paboyero kuHosputens (PomuH, 2004, c. 480,
C. 582). Mpu knHodabprkax TakKe CO3AaBaNMCh IKCNepuUMeHTanbHble nabopato-
puw, KoTopble No 3aka3y COM3KMHO JOMKHbI ObiNv pa3pabaTsiBaTb MaTepuansl no
M3YYEHNIO KMHO3pUTENel.
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MprMeYaTenbHo, YTO MHTEPEC K U3YYEHWIO peakUmMil OTeHeCTBEHHOMO KK-
Ho3puTens B CCCP pa3BuMBancs B pycne aHanormyHbIx UCCAeaoBaHuin, NpoBoan-
MbIX 3anafiHbIMK1 KMHemMaTorpaducTamm, KOTopble yCcTpanusany NpobHble NoKasbl
(bUNBMOB M NPUCTANBHO CNeanNM 3a peakLmen 3puTensHoro 3ana (Cokonos, 1929).
CuUTyaums B COBETCKON KHeMaTorpadum B 3ToM Bonpoce B 1920-e-1930-e xapak-
Tepu3oBanach, N0 OLUEHKaM KMHOKPUTUKOB, HEKOTOPbIM OTCTaBaHMEM, MOCKOMb-
Ky B TOT nepuof He Hbinn M3BECTHbI CPeACTBa, He bbina pa3paboTaHa TeXHUKa 1
He ObINM U3yYeHbl YCNOBMS, B KOTOPbIX JO/MKHO NPOTeKaTh HAabMofeH e 3a KMHO3-
putenem. o cnosam A. Kauurpac, akTMBHO NPOABMIaBLIErO MAet Co3aaHns 3pu-
TeNbHON KyNbTYPbl KMHO BO BTOPOK NonosmnHe 1920-X, B 0Te4eCTBEHHOMN KMHEMa-
Torpadun U3ydeHne KMHO3PUTENSA-KPeCTbHNHA HeOBX0AMMO DbINo aBTOpaM He
TONBKO AN XYAOXKECTBEHHOIO NMPEeTBOPEHUs CBOUX HAabNIOAEHNI B MpUeMaeMyo
KapTUHY, HO TaKKe 1 N5 TOro, 4TOObI MOHSTb, KaK 1 B KakoM Hanbosnee yAoBNeTBO-
PUTENBHOM BUAE MOXHO M HY)KHO MPEenofHeCT eMy CBoe Npoun3segerue (Kauu-
rpac, 1925). ®duKcMpoBaHHas KynbTypa 3puTens, no MHeHuto B. MepLosa, No3Bo-
nvna 6bl caenatb NpaBUbHbIA XyA0XECTBEHHbIN MaHeBp (MepuoB., 2013, ¢. 317).

B oTAmyMe OT 3anafHoro KUHO, B COBETCKOM KuHemaTorpade rnaBHbIMM
06beKTaMm U3yveHus CPeam B3POCbIX 3pUTENEI MbICIUANCH PABOUMIA 1 KPECTbs-
HWH, @ B METOAMYECKMX Pa3paboTKax Mo KUHO BCAYECKM NOAYEPKUBANCS KNacco-
BbI XapaKTep KUHO3pUTENs. Tak, B PeAaKUMOHHOW CTaTbe xypHana «[1poneTku-
HO» OTMeYanoch: «[1ns Toro, YTobbl MPaBMUAIBHO MOAXOAUTL K TEMaM 1 Npremam
NOCTaHOBKM COOCTBEHHBIX KapTWH, Y4TOObI MNPaBWIbHO YYeCTb Hall COBETCKMNA
PBIHOK V1 MacCOBOTO MPOETAPCKOro NOTPebuTeNs, HaM HYXHO 13y4aTb 3puTens,
MOYWero B KMHO U3 cpefbl TPYASWMXCS Macc, 3anpochl 3TOrO 3puTens, cTeneHs
NPOHUKHOBEHMS B KMHO B TONLLY TPYASLWMXCS, OTHOLWEHWE WX K KUHO, T.e. BKYCbI
TPYZAWMXCS, @ He BKYCbl MyAPCTBYIOWMX UAN AUNETAHCTBYIOWMX KPUTUKOBY (K1MHO
1 paboyas 0bUECTBEHHOCTb, 1924, . 7). Mo cnoBam A. [lybpoBCKoro, B cTpaHe
«MIMeeTCs ONpefeneHHoe K1aCcco8oe pacc/ioeHue 3puTeneid. To, 4To HpaBUTCS pa-
6oyemy, NMoHepy, PAAOBOMY CAYKALLEMY U UHTENAUTEHTY, HEe HPaBUTCS ApPYron
rpynne nHTeNAnreHunn, 0bbiBaTento, HanMaHy, 1, — HaobopoT. BbiNo Hbl YpPe3BbI-
YaHO BAXKHO PaCWMPUTbL W yrNybuTb 3TV 06CNefoBaHns No NUHUM KNAacCOBOTO
paccnoeHus KnHosputens» ([lybpoBckuid, 1925). Takum obpasom, B 1920-e-1930-e
XapaKTep BOMPOCa M3yYeHUs KMHO3PUTENs NPeACTaBASCS YHEHbIM 1 KMHEMaTo-
rpaducTam B Buae NpobaeMsl He TONBKO HayYHO-MCUXONOMMYECKOro, HO U Uaeo-
NIOTUYECKOro nopsaxa.
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METO/ «MAPANNE/IbHOM KWHO3ACBHEMKM» A.H. TEPCKOIO

Cpean paboT, OCYWeCTBAEHHbIX B HanpaBAeHUM U3y4eHUs «KNacCoBOW»
KMHO3pUTENbCKON ayanTopumn B 1920-x-1930-X Ha OCHOBE AaHHbIX MCKUXONOTMK
(pednekconornu), ocoboro BHUMaHKUS 3aCNy)KMBAET MeToAMYeckas pa3paboTka
pexuccepa A.H. Tepckoro «Cbemka pednekcoB n1ua kak Mmatepuan ans n3ydeHus
[€PEeBEHCKOro 3puTens (B nopsake 0bcyKaeHUs)», onybanKoBaHHas B KMHOXYP-
Hane APK B 1925 (Tepckol, 1925a). B 3Toln paboTe aBTOpoM nocneaoBaTenbHO
NPOBOAMAACE MbICAb O TOM, H4TO AS1 TEXHUKM NOCTPOEHMS KapTUHBI y4eT MUMU-
YeCKUX peakUuii 3puTens aaeT Ba)KHeNWnii MaTepmnan, NoCKONbKY cam 3puTeNb
MOXET BHECTV HeobxofMMble NOMpaBKM B TeMbl, HAMEYEHHbIe XyJOKeCTBEHHO-
NPOM3BOACTBEHHbLIM MAaHOM. W XOTs, B fiyxe BPEMEHMU, CTaTbst CONMPOBOXAANach
3aMevaHneM pefakumm OTHOCUTENBHO TOFO, YTO «OMbIThI, fieNaeMble B KUHOCEK-
Umur [NaBnonnMTNpPOCBETa, ONMcaHHble TOB. A. TepCKUM, SBFIOTCA NOHEBOE elle
KycTapHbIMW» (DoxT-babyuwiknH, 2013, ¢. 478), naHHas paboTa, TeM He MeHee, Npea-
CTaBNSET VHTEpeC s OTEeYeCTBEHHOW BM3yanbHOM aHTPOMNOAOrvn. B Hell Bbl-
CBeYMBAOTCS 0COOEHHOCTM KOHLUENTYanbHbIX U TBOPYECKMX YCTaHOBOK KMHEMa-
TorpaducTa B CO34aHMMN ¥ MPUMEHEHWUN 3THOTPatUYeCKMX U aHTVPENUTMO3HbIX
rnbMoB 1920-x-1930-x.

Buorpadus nucatens u 3THorpada AHaTonus HukonaeBuya Tepckoro
(1896-?) KpaiiHe cnabo ocgellleHa B MTepaType, OAHAKO U3BECTHO, YTO OH pery-
NSPHO OCyLLeCTBASN paboyme Noe3aKM € IKCNeanUMoHHbIMU Lensmu B CpeaHioto
A3uio, Ha KaBka3s n KasaxcTaH. B yacTtHocTi, B 1927 Npu Hay4HOM KOHCYNBTUPO-
BaHuM npodeccopa H.O. Akosnesa UM bbin cHAT dunbM «KabapanHo-bankap-
CKast 0bnacTb K gecsaTuneTunto OKTa6ps» (TonosHeB, 2021), a pe3ynsTaToM paboTbl
AH. Tepckoro cpean penurnosHbix TedeHunii Ha HukHen Bonre ctano co3paxue
KapTUHbI <Y cexkTaHToB» (1930) (TonoBHeBa, lonosHes, 2022). Mo Mepe 06paboT-
KW 3KCneamuUMOHHbIX MaTepuanoB A.H. TepcKoi Bbinyckan B npecce cTaTbi U
KHWUTW, VHULMUPYS HayYHble MCCNefoBaHNs B COBETCKOM KuHemaTorpade no ax-
TyanbHbIM BOMPOCaM Penpe3eHTaumnm Ha 3KpaHe STHUYECKMX 1 PENUTMO3HBIX CO-
ob6utects B CCCP. Tak, A.H. Tepckinm bbinn HanucaHbl paboTbl «3THOrpachmyeckas
bvnbMa» (Nof pefakumen v co BCTyNUTenbHbIM C10BOM Npod. H. ikosnesa) (1930)
1 «C knHoannapatom no CCCP» (1931). Mo utoram paboTsl akcneanumm B HxHe-
BO/MKCKMIA palioH AH. Tepckoii co3pan kHury «Y cektanToB» (1930), koTopas bbina
NPOUNNICTPUPOBAHA JOKYMEHTaNbHbIMU GoTorpadusmu v seasnacs, No cyTw,
Memyapamu aBTopa 0 NpaKT1yeckol paboTe Hag dunbMom (Tepckoid, 1930a).

B uenom A.H. Tepckoii B cBoMX paboTax nocnenoBaTefibHO NPOBOAWA K-
HUIO HeObX0AMMOCTY pa3paboTKM TBOPYECKOrO METOAA NPU CO3AAHNUN AOKYMEH-
TanbHbIX GUABMOB, NPeanonaraBLero NapUTETHYIO MHTErPaLMIO HaYYHBbIX U KUHe-
MaTorpaduyeckrx pecypcos (Tepckoid, 1930b, c. 3). B cTaTbe «Hay4yHas dunbma»
OH, B 4aCTHOCTW, 0TMeqaeT: «CoBepLIEHHO HEODXOAMMO BOMPOChI CO3AaHNs Nof-
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NIVHHO Hay4HbIX UNbM NMOCTaBUTb B MOME 3peHs AeNCTBUTENBHO KOMNETEHTHO-
ro opraHa. MeTogsl nonynspu3aumny, cam MaTepuan, ero akTyaabHOCTb B KMHe-
MaTorpaduu, Bce 3TO JOMKHO ObITb B LLEHTPE TaKOro e BHUMaHMSs CO CTOPOHbI
HayYHbIX CNeuManucToB, Kak 1 B 061aCTW nevaTu, HayyHon nuTepaTypsbl. ToAbko
3aMHTEpPEeCcoBaHHOCTb M SHEPrMYHOE BMELIATENbCTBO HayYHbIX AesTenein cMoryT
npeceyb NPOACMKAOLLYIOCS XanTypy 1 NOCTaBUTb BXKHENLWMIA BOMNPOC CO3AaHMs
Hay4YHO DUNbMbI, B 4ACTHOCTU, hUNbMbl 3THOMPaUHECKOM, Ha IOCTONHbIN NMYyTb»
(Tepckoi, 1927, ¢. 6).

Ha ocHoBe fgaHHbIx pecnekconornn AH. Tepckoit B cBOel KnHemaTorpa-
bryeckoit paboTe M3yyan 3MOUMOHaNbHbIE PEaKLMM CHUMAEMBbIX NEepPCOHaxel
VI 3pUTENBCKOM ayauTOpUK. M3BECTHO, YTO B X0Ofe HIKHEBOMKCKOM 3KCNean LM
K cexTaHTam B 1930 roay Tepckoi caenan psa doTorpaduii, Ha KOTOPbIX 3aneyaT-
nen cleHbl MoneHns 6anT1cToB, co3fan ranepeto 0bpasos 1L MOAALLMXCA «da-
HaTMKOB», CHOKYCHPOBAB BHUMAHMeE 3pUTENS HA SMOLMSX CEKTAHTOB. 3TN hOTO- 1
KWHOKaApbl CEKTAaHTOB AEMOHCTPMPOBANNCH Ha BbICTABKE IKCMEAMLMM B JleHNH-
rpane B ceHTabpe 1930-ro. A.H. Tepckoii Takxe No 3aaaHuio KHocekumum Maeno-
NWTNPOCBETa NPOBEN METOAMYECKYIO paboTy B CMONEHCKON rybepHun, caenas 3a
nonTopa MecsLa OKOMO CTa MarHMEBBIX CHUMKOB AN KapTUHbI «B gHW 60pbbbI»,
B KOTOPbIX OblNa 3aneyatneHa peakums 3puTensCKo ayauTopumn Ha 3ToT GUbM.
TeopeTuyeckre nonoxexus csoero nogxopa A.H. Tepckolt M3noxun B pabote
«CbeMKka pedneKcoB AnUar, rae OH crneunansHo obpallaeT BHYUMaHME Ha Bax-
HOCTb MCCNEeA0BaHUS BbIPA3NTENbHbIX ABVKEHWA NULEBbIX MYCKYNIOB NepcoHa-
ek, x pedneKcoB, NpYMeHeHNs aeTanm3aLumm 1 KpynHbIX NaaHoB.

Bbigennm panee OCHOBHbIE MOMEHTbI ero paboTbl, HANMWCaHHOW, MOXHO
CKasaTb, elle B Nepvod OTCYTCTBUS LieNleHanpaBNeHHOW HayYHO 4esTenbHOCTM
no m3y4veHuto kuHosputens B CCCP, 1 B CBA3M C 3TUM NpPeacTaBastollel 0cobblii
MHTepec.

MNpexpae Bcero, A.H. Tepckoi cTaBuT nof coMHeHue 3hdEKTUBHOCTb UC-
NOMb30BaHWs aHKET ¥ ONPOCOB [/ ONPefeneHns KMHOBOCMPUMMYMBOCTY fepe-
BEHCKOrO 3puUTensi, Ha KOTOPbIX HAacTamnBanu ero konnern no uexy (TposiHOBKMA,
Ernasapos, 1928), B BUY «HEAOCTAaTOYHOCTM M CYXOCTW» NOJOOHbIX MaTepuanos
(Tepckoit, 2013, . 310). B NpoTHBOBEC «3aUUTHUKAM» COLIMONOTMYECKOro MeTo/a
OH oTMeYaeT: «Onpoc ayauTopUK Mo OKOHYaHKK ceaHca BOMbLIOTO ycrnexa UMeTb
He ByaeT, Toxe No TOM NPOCTON NPUYMHE, YTO KPECTbSHWH, KaK 3TO NOKa3biBaeT
OMbIT, 1 CaM-TO He MOXeT ObICTPO pa3obpaTbCst B CBOMX YyBCTBaX, a TeM bonee
0OBACHUTD MX... He CyMeeT Ha 3TOT BOMPOC OTBETUTb M UCCeA0BaTENb, Kak Obl OH
HW CTapancs HaTh OBLINIA A3bIK C iepeBHEN» (TaM xe, €. 310).

B kayecTBe HaeXXHOro Crnocoba U3y4eHns KMHO3PUTENS PEXMCCEPOM Nnpef-
naraeTcs CCcnefoBaHne MyCKyabHbIX BbIPA3WTENbHbIX ABMKEHWI NULa, OTHOCS-
LWMXCS K TOMY UAv Apyromy Buay amoumin. A.H. Tepckoin oTMevaeT: «[prH1Mas Bo
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BHMMaHMe, 4TO OIMHAKOBbIE AyLIEBHbIE HACTPOEHUS BbIPAXKAKOTCS 3aMeyaTeNlbHO
CXOfHbIM 06Pa30M Ha BCeM CBeTe, UCCNef0BaHMe BbIPa3NTeNbHbIX ABWKEHWUI NK-
LIeBbIX MYCKYNOB, MCCNefoBaHMe pedaeKCoB Mbl MOXEM B3STb Kak MaTepuan ans
V3y4eHNs CaMMX IMOLVI B KPECTbSIHCKOM ayauMTopun. [10 COOTBETCTBUIO 3THX MO-
CNefHNX C LOMKEHCTBYIOWMMY ObITb COMMACHO HaMEPEeHUS PEXXNCCEPA, Mbl MOXKEM
CYAUTb O CTEMEHU JOCTMKEHNS 3aMbIC/a, O MPaBUABHOCTU NMOCTPOEHUI KapTUHbI
AN5 1epeBeHCKoN ayauTopumM aHHOMo MecTay (Tam xe, €. 311).

PaboTas ¢ KMHOMepPEeABWKKON B CTaHMLax Ha KaBka3se, A.H. Tepckoit, B YacT-
HOCTW, BCNOMMHaN: «TemHeeT. [lycKkaeMm MawmHy. BCNbIXMBaeT pasHOLBETHbLIMY
OrHSIMW HEBMAAHHOTO CBETa 3HaKoMasi noTpebunoska... Yepes nonyaca B no-
MelLEeHNM NOTPebUNOBKM NONHBIM-MOAHO. Herae cTosTb. TOBOPUT nepeaoBuK. [o-
BOPUT O 3HAYEHMM HAaYYHOro KMHemaTorpada, Ho He ynycKaeT cyyas 3aTPOHYTh
psifl BONPOCOB MECTHOTO XapaKTepa, NPU3bIBAET HaCeNeHNe K OAHON 13 yaapHbIX
3afa4 — 6opbbe ¢ baHAMTM3MOM. 3aTeM — MO AOKNAM. M HakoHel ocBellaeTcs
3KpaH... HanpsbkeHHo BrasgpiBatoTCs. .. CywatoT BHUMaTENbHO. 3adatoT BOMpo-
cammn, obMeHMBaloTCs MHeHVAMU. .. [epen nocneaHel KapTVHOM aenato aHTPaKT
— nepekntoyato Tok B 3an. LLlypsick, CMOTPST cefible CTapOXMbI, NeperoBapuBatoT-
s, fenatT KpUTUYeCKne 3aMmedaHns. MocnenHss KapTnHa Bbi3biBaeT Bceobllee
opobperne. CeaHc 3akoHYeH. OXMBNEHHO NMeperoBapuBascCh, YXOAUT MONOLEXb.
C TBepabIM ybexaeHnem, 4To 1eno He 6e3 HeYncToro, COMHeBasiCb B TOM, He cfie-
Nanu N rpexa, YTo CMOTpenn — NoN3yT cTapyuku» (Tepckol, 1925b, ¢. 2, 3).

Ona duKkcaumy amMounoHanbHbIX peakumii 3puTtens A.H. Tepckoln npepn-
naraeT MCNonb3oBaTh «MeTOA NapannenbHoN KMHo3ackeMKu». Mo ero crnosam,
«MOXHO (hoTOrpacpoBaTh BO BPEMS IEMOHCTPUPOBAHMS MDUAbMbI, MPY BCMbILL-
Ke MarHus, ayauTopuio HesaMeTHO ans Hee camolt. doTorpadus genaetcs He
B C/ly4aliHbliA MOMEHT, @ BO BPEMsl MPOXOXAEHMS ONPefeneHHbIX KagpoB KapTu-
Hbl, pedneKchbl Ha NnLax 3puTenei, Takium 06pa3oM, AatT BO3IMOXHOCTb CyAnTb O
COOTBETCTBYIOLLVIX IMOLMAX NYBAVKIM BO BPEMS 3TUX MOMEHTOB» (Tepckoid, 2013,
C. 311). ®oTorpaduyeckuii annapaT Npu 3TOM AO/KEH ObiTb HEBUAMM ANS 3puTe-
ns, a B none 06beKTUBa JOMKHBI NonafaTb Hanbonee MHTepPeCHbIe, XapaKkTepHble
415 Kpasi nvila pa3Horo nona v Bo3pacTa.

CornacHo A.H. Tepckomy, Ans duKcaumm aMoUmii KUHO3pUTENS onpasaaH
¥ HeobxoaMM cnocob MarHMeBbIX CHUMKOB, CAENAHHbIX C TaKMM pacyeToM, 4Tobbl
BCMbIlIKa jaBana PoBHOe, 6e3 BCAKMX TeHel, OCBelleHre NNLL CHIUMaeMblX (Tam
Xe, €. 311). B Buay TOro, 4TO 3pUTeNb BOCMIPUHMMAET MOMEHT Aaneko He OHOBpe-
MEeHHO C NPOXOXAEHNEM Kaflpa Ha 3KpaHe, 3aCbemKa JOMKHA NPOU3BOANTLCS He-
MHOFO C OTCTaBaHMEM, B MOMEHT MaKCUManbHOrO BbIPXeH s amMoumii. Bo Bpems
0]HOTO CeaHca TepcKkoli He coBeToBan fenatb 6onbLioro Yvcna oTorpadwid, no-
CKOMbKY «3pWTeNb NepecTaeT JOCTaTOYHO SPKO PearmpoBaTh Ha CIOXKET» (Tam xe,
¢.311). B uenom oCTaTo4HbIM KONMYECTBOM sABASeTCs oT 6 10 10 dhoTorpacuii 3a
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ceaHc. [lenas Kagp 3a Kagpom, no pednekcam ayanTopuin, Kak oTMedan pexuccep,
MOXHO pa30bpaThCs, Kak OHa pearnpyeT Ha TO WU MHOe TeXHUYECKOe NoCTpoe-
HUe KapTWHBbI, KaKkve CIoXKeTbl Hanbonee 3axBaTbhiBalOT Maccy, yCneBatT N1 3pu-
TeNn NpoYnTaTh HaaNWCh. M3 BocnoMmuHaHuii A.H. Tepckoro: «[1poBepsiem neHTbl,
yCTaHaBnMBaeM anmnapar, 3KpaH. A rMaBHOe Haflo YCTaHOBMTL CKaMelKy nepep
oTorpacduryeckoit Kamepoit, BO BpeMs ceaHca A0MKHbI BbiITb Npor3BeaeHsl, Npw
BCMbILIKE MarHus, GoTorpaduyeckne CbeMku 3puTeneid. Mo anuam 3putenen
Befb MOXHO CYyAUTb, KaK BOCMIPUHMMAIOT KapTuHy. B TeueHne Beyepa He MeHee
pecaTv oTorpaduii Hago caenatb» (Tepckoit, 1925¢, ¢. 2, 3).

Mpexae YeMm NPUCTYNWTb K 3aCbeMKe pedIeKCOB ayanTOPUN, KPECTbSHCKO-
ro 3puTens cneayeT NOArOTOBUTL: «HEOBXOAMMO, eCIM KMHO BUAWTCS BMepBble,
NPONYCTUTb OfIHY-ABE KAapTUHbI, PacCKa3aTb WX COAepXHaHve, ObbACHWUTbL YCTPOW-
CTBO annapaTta. Xopowo AaTb HEeKOTOpoe BpeMs BoobLle NpuiiTn B cebs. /lydile
Aaxe CbeMKy pecnekca aenatb He B NMepBblid, a He PaHblle, Kak BO BTOPOW eHb
nocTaHoBKW» (Tepckold, 2013, ¢. 312). iHaye, No MHeHWo TepcKoro, MeTof napan-
nenbHOW 3aCbeMKK He ByaeT peneBaHTHbIM, MOCKObKY hUKCMpyeMble pedieKch
MOryT ObITb OBYCNOBMEHbI BOBCE HE COAEPXAHMEM KapTVHbI, @ HEOXMAAHHbIM
3penniemM ABMKYLLMXCS QUIyp Ha 3KpaHe. Mpy ocyWecTBAEHUM NapanienbHom
3aCHEMKM PEXMCCEPY BaXHO, TakvM 00pa3oMm, NpaBuabHO 3aneyatneTs MOMeHT
HapacTaHus 4eliCTBMS Ha SKpaHe.

AH. Tepckoii aenaeT BbIBOA O TOM, YTO «METOf, MarHWEBbIX 3aCbeMOK aeT
BO3MOXHOCTb MMETb CTaTUYeCKMe MOMEHTbI peneKcoB ayauTopum, faeT amdde-
peHLMansl BOCNPUATUS, a NapannefbHas KMHO3acheMKa 3puTeneil AaeT avHamu-
Ky Y4yBCTBOBaAHWI, UHTErpupys OTAENbHO BbixBayeHHble pedeKchl B NOrM4ecku
Pa3BEPTbIBAIOLLYIOCS KPUBYHO NepexurBaHuii, aBas LeNoCTHYIO KapTUHY xapakTe-
pa obLiero BnevatneHus» (Tam xe, ¢. 312). «[popabaTbiBas B rpaduke matepwarn,
AaHHbIA OTAENBHBIMY TMLAMU 3PUTENEN-KPECTbSH, Mbl MOXEM 13 COMOCTaBNEHNS
psifia KpUBbIX HANTW CPEAHIOD ANS BbISCHEHWS BOCMPUSTMS MACCON KapTUHbI»
(Tam xe, ¢. 312). Mpw 3TOM KPKBbIE Pa3NNYHbIX KaTEropuii 3puTeneit (CTapukos,
MOJOMEXN, IeTel) OKaxXyTCs He oaMHaKoBbiMK. CobpaHHbIA B Npoliecce nccne-
AoBaHUa doTomaTtepuran, No MHeHuo A.H. Tepckoro, ByaeT CRyxuTb aMNupuye-
CKOM OCHOBOW [N TeOpeTUYecKmx 0bOobLIEHWIA COLMONOrMYecKoro XxapaKkrepa
Y, B AanbHenwem, Ans nocTpoeHns HayuHo GYHAMPOBAHHOW KOHLEMUMM KUHOBO-
CMPVUMYMBOCTY COBETCKOIO 3pUTeNs.

OTMETUM, YTO M3yYeHWe peaKLUnii KUHO3PUTENS Ha OCHOBE NpefBapuTenb-
HOrO MOKa3a KapTWH OCYLWEeCTBASNOCH B 3TO BPEMS W B aMEPUKAHCKOM KMHO.
OpaHaKo 3a pybexom 3Ta NpaKThKa MMena 3KOHOMUYECKYH0 OCHOBY 1 Bbina opu-
EHTMPOBaHa UCKMOYMTENBHO Ha MOBbILEHME KOMMEPYECKOTO NMpoKaTa KapTyH.
B yactHocTu, XK. Cagynb ynOMMHAET NpMBbIYKY Y. YanamHa NoKasbiBaTb IKCNPOM-
TOM HOBble PUNbMbI B KGKOM-HWBYAb KUHOTEATpe, YTObbl «MPON3BECTU UCMbITa-
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Hue»: «OH (1. YannuH — E.[., M.[.) cnegvn 3a Maneinwen peakuven 3ana ¢ BHU-
MaHMeM, 4yTb C He C TpeBOroii. Mocne NpocMoTpa OH He pa3 nepefensizan Unn
BbIOpaAChIBaN CLEHbI, KOTOPbIMU paHblie, kKa3anocs, bbin nosoneH» (Cagynb, 1965,
. 198). O npenBapuUTENbHBIX MPOCMOTPAX KMHOKOMEAWA, B XOAe KOTOPbIX MOACH -
ThIBA/IMChb XOXOT W YNbIOKW 3pUTENEN, YNTOMUHAET Takke HEMELKN U aMepuKaH-
CKMI pexuccep IpHCT /liobuy (Cokonos, 1929).

XapaKTepHO, YTO TeopeTnyecKkmne nonoxernns A.H. Tepckoro npogomkanm
MCNOMb30BaTbCs B TPYAax Mo BU3yanbHOW aHTpononoruy Ha 3anage. B yacTHo-
CTU, BbICKa3aHHOe A. TepCKUM NONOXEHNE O TOM, YTO «KMHO-PEXMCCEP HE CMOXKET
NofonTV K paboTe Hag 06beKToM, He Byaydn cBeayLm 3THOrpaoM» 1 O TOM,
4TO «dTHOrpad HEMPEMEHHO AO/MKEH KMHEMATOrpaduiecKn MbiICIUTb» (TepcKoi,
1930, c. 72, Henley, 2020), Bnocneactauv uryprposana B byKsanbHO NOBTOPSIO-
Wmxcs hopMyNMpPOBKax B HEOHOKPATHO Mepen3aaBaslielics (B TOM Yucne 1 Ha
PYCCKOM s13bIKe) MOHOTpaduK 13BECTHOMO 3anafHoro BM3yanbHOro aHTpononora
K. Xelinepa «3THorpaduyecknii bunbm» (Heider, 2006).

B coBeTcKoW xe KnHemaTorpadum metoa A.H. TepcKoro BCTPeTM Bo3paxe-
HUS y)Ke CO CTOPOHbBI HEKOTOPbIX COBPEMEHHMKOB. B YacTHOCTH, /1. CKOpoayMOB
B CBoel paboTe «MccnepoBatensckas paboTa CO 3pUTENbCKUM KUHOAKTUBOM»
oTMeyan: «Mccnemys obnacts pedneKkcoB, peakuuii 1, B nydlemM ciyvyae, amo-
UM — BCe 3TU METO[bI OXBATLIBAOT ML HABbLIKOBYH CTOPOHY — NUlb 061acTb
aBTOMaTU3MoB» (CkopoaymoB, 1931, c. 2). C v3MeHeHMeM MNapTUIAHOTO Kypca
B 1930-e MeToamMyeckme pa3paboTku A.H. Tepckoro B 06nactu KuHemaTorpadmm
(KaK ¥ MHOTUX ApYrvX KUHOMEesTenel) nonanu noa 3anpeT no UaeoNorMyeckum
COOBpaXKEHVSAM, 4TO NMPUBENO K X NMONHOMY 3abBeHMt0. Kak pesynbtaT, n3bsTble
13 obpalleHns, paboTbl pexunccepa A.H. Tepckoro gonroe Bpems Booblle He no-
nafanu B Kpyr BHUMaHWs M3y4aBLUMX UICTOPUIO 3TOTO HamnpasieHns HayKu.

3AK/TFOMEHUE

TakunM 06pa3oM, BO BTOPOM NonoBuHe 1920-x B COBETCKOM KMHOMPOW3BOA-
CTBe BbIJeNNACS CNOoW KnHeMaTorpaducToB, OPMEHTUPOBAHHbIX Ha pa3BuTVe
NOMHOLLEHHOTO HamnpasfeHns Hay4HoOro uibMa, KOTopble peryaspHo npuene-
Kanu K cbeMKaM CreumanvcToB-uccnefoBatenell, BoiCTynany ¢ nNpeaioxeHns-
MW CO3[aHUs OTAENO0B HAayYHOrO KOHCYNBTVPOBAHWS B CTPYKTYpe KnMHodabpuk,
a TakKe camu HepeaKo OCYLIeCTBAANM MeTOAMYeCK e pa3paboTku B 0bnactu Ku-
HemaTorpaduu, OCHOBbIBasiCb Ha AaHHbIX aKTyanbHbIX HayYHbIX UCCNEAOBaHNUN.
B yacTHOCTW, COBETCKMI pexuccep-3THorpad A.H. Tepckoli B CBOMX KMHOOMbITaX
MoCNefoBaTelbHO MPOBOAM MOUCKM TBOPYECKOTO METOAAa NPW CO3AaHNUN AOKY-
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MeHTanbHbIX MUABMOB, NpeanonaraBlero NapuUTETHYID MHTErpaumnio HayyHbIX
W KuHemaTorpacduyeckmx pecypcos. MeToamyeckas paspabotka A.H. Tepckoro
«CbemKka pedneKcoB NMLa Kak MaTepuan ans U3y4YeHvs AepeBEHCKOro 3puTens
(B nopsiake 0bcyxaeHvA)», onybnMKoBaHHas B KMHOXypHane APK B 1925, aBunack
OfHUM N3 MUOHEPHBIX U PKUX MPUMEPOB B U3YYEHVN BOCMPUATHS 3pUTENSIMU
bvNbMa Ha OCHOBaHUM 3aUKCMPOBAHHbBIX MUMUYECKIX peakLyvii. MeTop «napan-
NenbHOM KUHO3aCheMKM» pexnccepa TepcKoro CBMAETENbCTBYET 06 aKTVBHOM
Pa3BUTUM B PAHHECOBETCKOM KuHemaTorpacde TeopeTUYeCKUX ¥ NPaKTUHeCKHX
OMbITOB, OTPaXAKLVX Ha «KPYMHOM MaaHe» crneunduky dyHKUMOHVPOBaHMWS
B CCCP «MapKcuCTKol 3THO-bunbMbl» (TepMuH B.I. Boropasa) (fonosHes, 2020,
Ne 6). Kak npepacTaBnsercs, UMeHHO Hbaarofaps NofobHbIM Hay4YHO-TBOPYECKUM
NoWcKam, MPOBOAMMbIM COBETCKAMM YHEHBIMU 1 KUHEMaTOrpaducTamMmn B Neprog
NATUNETKN KyN6TYPHOW peBontoLmm (1928-1932), bbina 3an0oxeHa TeopeTnyeckas
6a3a ans 3anycka B CCCP mMacwTabHbIX NPOEKTOB NO KMHO-A0KYMEHTMPOBaHMIO
ero pasnNn4HbIX TEePPUTOPUIA.
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LlndpoBble 1 aHaNoroBble MPOCTPaHCTBa:
VIl MexxpyHapopHad

Hay4YHasa KOHMEPeH LS

«[eorpa®uns NCKyccTBa»

AHHOTaums. B mae 2022 roga coctosdnach VI MexagyHapogHaa Hay4YHas KOH-
tepeHuyrs «feorpadms MCkycCTBa». ITO HOBbIM War B MHOTONETHEM MPOEKTE,
NOCBSLLEHHOM NpobaemMaM «OCBOEHUs» reorpadrnyeckoro NPoOCTPaHCTBa UCKYC-
CTBOM, 3aTparunBaoLyM Takxke NpobaemaTrKy CEMUOTUKN NPOCTPAHCTBRa, Co3fa-
BaeMOW XyAOXHMKaMK, CKyNbNTOpPaMu, apxmTekTopamu. KoHdepeHums Takxe
paccMaTpuBaeT 0CobeHHOCTU (hOPMMPOBAHMS WCKYCCTBOM reorpatbuyecknx ob-
pasoB ¥ MaHTa3niHbIX MUPOB, B KOTOPbLIX BCErAa ecTb Cef NPOCTPaHCTBEHHbIX
3aKOHOMEpHOCTel peanbHOro Mupa. MpoekT cyulecTsyeT ¢ 1994 roga B BUae
Hay4HbIX COOpHVMKOB, ¢ 2009 roga — Tawkxke B BuAe KOHDEpeHUWn. Y 1CTOKOB
NpoeKTa CTOsN M3BECTHbIN reorpad t0.A. BeeHuH, No3xe MHWUMATMBa Obina
nogxsadeHa dunocodom u kynstyponorom O.A. laBpeHoBoi. OpraHun3aTopamu
KoHdepeHUMM B NOCNeAHNe rofbl SBASIOTCS VHCTUTYT Hay4HOW WMHpopMaumm
no obLiecTBeHHbIM HaykaM PAH, Poccuiickas akagemms XyaomecTs, MHCTUTYT KUHO
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n Tenesugerus (TUTP), Poccuiickuii rocyaapCTBEHHBIA MyMaHWTapHBbIA yHMBEP-
cuteT. B 2022 rogy Takke NPUCOEAUHUNCS B Ka4YecTBe opraHmsaTopa dakynsreT
reorpacun 1 reorHdOPMaLMOHHbIX TexHonorui BL3. OTaenbHas cekums Obina
nocesljeHa Mepma, GOTO U KUHO, rae Obiav cobpaHbl AOKNaasl 06 UCTOPUKO-
KyNETYPHbIX acreKTax CO3AaHus BMPTYanbHbIX MPOCTPaHCTB, 06 OCOOEHHOCTSX
00pa3oB TeppUTOPWIA, CO3AaBaeMblX IKPAHHBIMW WCKYCCTBaMW. TpaguuUMOHHO
paccmaTpuBanacb ponb TeppUTOpUanbHbix (akTOpoB B (OPMUPOBAHUM XyAo-
XKECTBEHHBIX LUKON U OTAMbHbIX NpOu3BefeHnin. B 3ToM rogy 60MbLOR YKIOH
B 0bCyxaeHusx bbin caenaH B CTOPOHY LUndpoBbIX Meava. BaxHoe mecTo 6bino
0TBefleHO (HOTOUCKYCCTBY KaK WHCTPYMEHTY (DOPMUPOBaHWS reorpaduyeckux
06pa3oB, ux dukcaumy Bo BpemeHu. CoveTaHve UMdpoBoro aybnukara Mupa
CHOBbIM NaHAWAMTHBIM MCKYCCTBOM CO3AaeT HOBYIO AOMONHEHHYIO peanbHOCTb Kak
npovi3BefieHne NCKyCCTBa. Takke B LMPPOBOI peansHOCTH NoyYaeT BblpaxeHue
reorpacus MOAbl 1 My3blKanbHOM KynsTypbl. OTAeNbHas TemMa — CTPYKTYpbl xaoca
M NOpsfKa B KMHeMaTorpaduyecKknx NpoM3BEeAeHUsIX — Te Camble KOHLEenTbl
NPOCTPaHCTBA, KOTOPble TakKe TPAAMLMOHHO SBASIOTCA TeMoW 0bCyxaeHus
KoHdepeHUMK. [laHHble TeMbl MAYT B MEMHCTPUME 0OCYXAeHWs npobneMaTukim
CEMUOTUKM MPOCTPAHCTBA, CO3[aBaeMOI NCKYCCTBOM, reorpadnyeckmnx acnekTax
Pa3BUTMS UCKYCCTBA, B TOM Y1C/e LMPPOBOro.

KnioueBble cnoBa: KoH(pepeHUus «[eorpadus MCKYCCTBa», KMHOWCKYCCTBO, Meana,
NPOCTPaHCTBO, KyNbTYPHbIV NaHAWadT, CeMUOTMKa NPOCTPaHCTBa
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Digital and Analog Spaces:
the Geography of Art
VIl International Conference

Abstract. The VIII International Scientific Conference Geography of Art was held in
May 2022. This is a new step in a long-term project devoted to the issues of “master-
ing” geographical space through art, including the semiotics of spaces created by
artists, sculptors, and architects. Among other aspects, the conference examined
how art creates geographical images and fantasy worlds, which always have a trace
of the real world’s spatial regularities. Since 1994, the project has existed in the form
of collections of scientific articles, and since 2009—in the form of conferences as
well. The project was conceived by Russian geographer Yury Vedenin, and later Olga
Lavrenova, philosopher and culturologist, picked up the initiative. In recent years,
the conference has been organized by the Institute of Scientific Information on Social
Sciences of the Russian Academy of Sciences, the Russian Academy of Arts, GIRT Film
and Television School, and the Russian State University for the Humanities. In 2022,
the Faculty of Geography and Geoinformation Technology of the HSE University
joined the team of organizers. A separate section of the conference was dedicated to
media, photo and cinema. There were reports on the historical and cultural aspects
of creating virtual spaces, and on the images of the territories created by screen arts.
Following the tradition, conferees considered the role of territorial factors in the for-
mation of art schools and individual art works. This year, the discussions focused
on digital media. An important place was given to photography as a tool for shaping
geographical images and fixing them in time. The combination of a digital replica of
the world with new landscape art creates a new augmented reality as a work of art.
The geography of fashion and musical culture are also expressed in digital reality. A
separate subject is the structures of chaos and order in cinema—the very concepts of
space, which are yet another traditional talking point at the conference. These topics
are in the mainstream of the discussion of semiotics of space created through art, as
well as the geographical aspects of art development, including digital art.
Keywords: Geography of Art conference, cinema art, media, space, cultural land-
scape, semiotics of space

OyepepnHolt 3Tan npoekTa «leorpadus NCKYCCTBa» Pean3oBancs Kak Mex-
AyHapoaHblin dopym 24-26 Mas 2022 roaa B rubpuaHom dopmaTe. Micnonb3osa-
HWe oHNaliH dopmaTa nocneaHue ABa roga AaeT BOIMOXKHOCTb Y4aCTUs yYeHbIX
13 pa3HbIx FOPOAOB W CTPaH, HECMOTPS Ha CNOXHOCTY peanbHOro MpeofoneHus
rpaHul. TpoeKkT 3a nocnefHue Tpu AeCATUNETUS HapaboTan BbICOKWIA CTaTyC
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Cpeav W1POKOTo CcnekTpa rymaHuTapue. COOPHUKM, n3naBaBLinecs noa obue
penakunen FO.A. BegeHnHa ¢ 1994 roga, ¢ 2013 roga ctanv Beinyckatscst O.A. J1aB-
PEHOBOW KaK CaMOCTOSATENbHbIE M3[aHNA 1 (POPMMPOBATHCA HA OCHOBE MEXayHa-
POAHbIX KOHDepeHUMiA. B 2022 rofy B HEl NPUHSAAM y4acTue yyeHble 13 onbLuw,
MoHronum n finoHun. K Havany koHbepeHUM Bbillen 04epefHON COOPHYIK cTaTel
«[eorpacus nckycctsa» (/laBpeHoBa, 2022a).

B poccuitcKOM TyMaHUTapHOM AUCKYpce MofobHble TeMbl, Kacatolmecs
BOCMPUSATHS NPOCTPAHCTBA, NePUOANYECKM 0OCYKAAOTCS Ha KOHbEepeHUMsX, Oa-
HVM 13 OPraHM3aTOPOB KOTOPbIX ABASETCH LOKTOP KynbTyponorun [.H. 3amMaTuH.
B 2008 romy vMm 6bina npoBeaeHa KoHdepeHuus «Poccus: BoobpaxeHve npo-
CTPaHCTBa / NPOCTPaHCTBO BOOHpaweHUs» (3amMaTuH, MuTuH, 2009). B 2020 roay
COCTOSNACh OPraHn30BaHHas UM koHdepeHUMs «KynbTypHbIi naHawadT: 3BONIO-
UMM 1 peBOMOLIMIN BOOBpaxeHus» (3amaTuH, KoHoBanosa, 2020). OCHOBHas TeMa
TaKnX KOHMEPEHUM — MMEHHO Npobaema BOCMPUATAS MPOCTPAHCTBA U NMOCTPO-
eHUe NPOCTPaHCTBEHHbIX 06pa3oB. «feorpadus UCKYCCTBa» Cepbe3Ho obpallaeT-
€S K BCECTOPOHHEMY TEOPETU3MPOBaHUIO NpobaemM B3aMMOAENCTBUA UCKYCCTBa
M MpOCTpaHCTBa. 3a pybeoM NogobHble TeMbl pacCMaTpUBalOTCS B OCHOBHOM
B pamMKax 60/bLIVX MEXAYHAPOAHbIX KOHMEpPEeHLMIA. B 4aCTHOCTM, BOMPOCH! OCMbIC-
NEHVS NPOCTPaHCTBA B MeAura v CETAX 0B6CYKAANMCh Ha MexayHapoaHOM KOHTpec-
ce «Cemuocdepa tOpus NloTmaHa» 24-28 despans 2022 roga B TanauHe u TapTy,
JcToHums. Takoke 100-neTuto K. JIoTMaHa v ero KoHUenummn cemmocdepsl, rae Bax-
HOE MEeCTO 3aHUMaeT UCKYCCTBO, Dbl NOCBALLEH CMELBbINYCK XypHana «Henosek:
06pa3 1 cyuHocTb» (/laBpeHoBa, 2022b)?. Ha XV BceMMpHOM CeMMOTUYECKOM KOH-
rpecce B 2022 roay B CanoHmKax cvnamm MexayHapoaHoI accoumaumm CeMmoTnKK
npocTpaHcTBa v Bpemenn (IASSp+T, LLiseliapus) bbina opraHmu3oBaHa cekums «Ce-
MWOTVIKA MPOCTPAHCTBA: apXMTEKTYPa U TeppUTOpMK pasnuinia. aHb namsaTu MNbe-
pa MennerpuHo»®. Mbep lNennerpnHo, ocHoBaTeNnb MexayHapoaHOM accoumaLmm
CEeMMOTWKM NPOCTPaHCTBa v BpeMeHy (IASSp+T, LLseliuapus), Obi M3BECTHBIM Teo-
PETUKOM apXUTEKTYPbI, CNELMANNCTOM B 0ONACTH apXUTEKTYPONOT UM 1 CEMUOTHKM,
0CTaBWA 3TOT MUp 3uMoit 2022 roaa. Mo cyTw, cekums bbina NoCBsLIeHa CeMUOTIKE
NPOCTPaHCTBA, «<OCBOEHMIO» MPOCTPAHCTBA apXMTEKTYPOI U APYT MU UCKYCCTBAMM.
Taroke IASSp+T OpraH130Basno CBOK eXErOAHYI0 BCTPeYy B pamkax 19 MexxayHapog-
HOM KOHepeHUMN «APXUTEKTOHYKA: CO3HaHWe, 3emMns 1 06LLECTBO», KOTOPas Npo-
wna B rmbpuaHom dopmate 2-4 niors 2021 roga B bapcenoHe, Micnanums.

BaxHbIM Hay4YHbIM COBbITMEM B 3TOM NpobneMHOM nofie cTana KoHdepeH-
ums «fopofa, apxMTEKTypa U KMHO»*, npoleawas B uone 2022 rofa B J/IOHAOHe.

PURL: https://jurilotman.ee/en/programme/

2 URL: https://human-inion.org/issue.php?id=66

* URL: https://www.semioticsworld.com/program/

* URL:  https://spacestudies.co.uk/conference/space-international-conference-2022-on-cities-
architecture-and-cinema/
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3asBneHHas Luelb — U3y4nTb B3aUMOCBSA3b MeXY DUNbMOM, ero KuHeMaTorpa-
(b1YecKMMM NpoLeccaMmn MblleHns / CO3AaHNs TOPOAOB U apXMTEKTYPbI. TakKe
NOCTYIMPOBaNOCh, YTO UCCNEAOBaHUS 3[aHWI N MHTEPLEPOB B MUIbMax — 3T0
BO3MOXHOCTM AN Pa3BUTUS AM3aliHa M HOBOTO apXUTEKTYPHOrO NAaHUPOBaHMS.
JTa KOHdepeHUVMs paccMaTprBana pasHble acnekTbl 0bpa3oB ropofa B 3KpaH-
HbIX MCKYCCTBAx, B TOM YMCNE, YTO BAXKHO /15 COBPEMEHHOW 3anafHOoM Haykn —
npobnemaTuky reHaepHoOro, pacoBoro, KNacCcoBOro HEPaABEHCTBA, BbIPaXKEHHYIO
B MPOCTPaHCTBEHHOW cerperaunm (reTto, Tpyulobbl) ¥ CNpPOBOLMPOBaBLIYIO
CBOW3KPAHHbIE HApPaTUBbI.

MpoeKT «feorpadus NCKycCcTBa» OT BbllENEepeYnCNEHHbIX OTANYAET WNPO-
KW OXBAT TeM, OT TEOPETUHECKIX 10 MPaKTUYECKUX, MaClITabHblA OXBAT UCKYCCTB,
KOTOpble OBCYKAAOTCS, BbICOKAsH KOHLENTyanun3auus U TpaguuUMOHHOE BHUMA-
HMEe K MEeTOAONOrMM M3YYeHWs Pa3HbiX acMeKTOB B3aMMOAENCTBUS UCKYCCTBA W
npoctpaHcTBa. KoHdepeHuuto opranmsytoT VHOH PAH, Poccuiickas akapemus
Xy[OXecTB, MHCTUTYT KnHO 1 TenesuaeHus (TATP), Poccuiicknii rocynapcTeeH-
HbliA TYMaHUTapHbIV yHVUBEpCUTET. B 2022 rofy Takke NpUCOEAMHUNCS B Ka4ecTBe
opraHusaTtopa akyneTeT reorpadumn 1 reonHMopMaLmoHHbIX TexHonoruin BLU3.
TexHuyveckyto 6a3y 1 nogaepxky ans obuieHns 8 ZOOM obecneymn TMTP. B pamkax
KOHMepeHLMY TpaanLMOHHO 06CYAaNMCh BONPOCH B3aMMOAENCTBMUS NPOCTPaH-
CTBa W WUCKYCCTBA, C OAHOW CTOPOHbI — CO3flaHWs B XyAOKECTBEHHbBIX Npon3Beae-
HWSX MPOCTPaHCTBEHHbBIX KOHLIENTOB, C APYrovi — TpaHCHOPMMPOBaHUS BHELIHETO
Mupa cunamu nckycctsa. OTaenbHO 3TW TeMbl PacCMaTpUBaNUCL MPUMEHUTENBHO
K 3KPaHHbIM MCKYCCTBAM M COBPEMEHHbIM Meana. [loknapl 3Toi npobneMaTuky
CHOPMUPOBANY MHTEPECHYIO U NNO0TBOPHYIO AMCKYCCUIO O MPOCTPAHCTBAX KMHO.

DOTONCKYCCTBO ABAAETCA OAHMM U3 MPOTOIKPAHHbIX MCKYCCTB, 3aneyatns-
tOLLVIX peanbHOCTb 1 PENPOAYLIMPYIOLLYIO BO BPEMEHHOI NepCneKTUBe.

E.[. BnacoBa, KaHanaaT GuUNonornyecknx Hayk, AOLEHT Kadeapbl xypHa-
NINCTUKK T1epMCKOro roCyfapCTBEHHOMO HaLMOHANbHOrO MCCef0BaTeNbCKOO
YHVIBEPCUTETa, NPeAcTaBmNa oknag «PenopTaxHoCcTb B doTorpadmyeckux no-
YTOBbIX OTKPbLITKAaxX KoHUa XIX — Havana XX B. Kak npuem HappaTvBu3auuu npo-
CTpaHCTBa». BUAOBbIE MOYTOBLIE OTKPLITKK, CTaBlwKMe B KOHLe XIX — Havane XX B.
NONyNSPHbIM XaHPOM MACCOBOW NevaTh, oKasanu bosblioe BANSHUE Ha GopMu-
POBaHWe BM3yanbHblx 06pa30B POCCUIACKOTO MPOCTPaHCTRA, a Takoke NPUEMOB ero
npencrasneHns. GOKYCOM UCCNEAOBAHNSA NOCAY)KUAN PENOPTAXKHbIE 3EMEHTLI
oTorpacmyeckmx BUAOB YPanbCKOro MPOCTPaHCTBa: MPUCYTCTBME YeNoBeka
B TOPHbIX Meli3axax; ABWKYLIMECs noes3aa v Napoxodbl; Kaapsl, UMUTUPYIOLLME
B3MN5/, U3 OKHa BaroHa WKW CHATbIE C Nanybbl Mapoxoa; CLeHbl U3 NoBcefHeB-
HOM MW3HW ypanbLeB. PEMOPTaXKHOCTb pacCMaTPUBAETCS B KayecTBe OfHOrMo 13
aTTPaKTMBHbIX MPUEMOB, KOTOPbIM NO3BOASET BbICTPOUTL 3MOLMOHANBHO BOBE-
KatoWMiA HappaTWB O MPOCTPaHCTBe.
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Ha ¥paas
Ne 64 Bmemma By 1. Kocorypn Gaman

daaroyera

Puc. 1. Ha Ypane. Bbiemka B rope KocoTyp 6113 3natoycta. U3paHue B.J1. MeTeHKoBa,
EkaTepuHObypr. Mo4yToBas OTKpbITKa Havana XX Beka

Fig. 1. In the Urals. Excavation in the Kosotur mountain near Zlatoust.
Published by V.L. Metenkov, Yekaterinburg. Postcard of the early 20th century®

[loknag, cTapwero Hay4Horo CoTpyaHuKa focyaapCTBEHHOTO PyCcCKoro my-
3es W.A. MaHyeHko «B.[. MawykoB — doTorpad-nyTewecTBEHHMK, KONNeKLy-
OHep, BOWH» MPEeACTaBUA YHUKANbHBINA MO COCTaBY, COAEPHAHMIO U KONUYECTBY
KoMMeKc hoToMaTepmnanos, CO3AaHHbIM U COBPaHHbIN 3TUM M3BECTHbIM AOPEBO-
NOLYOHHBIM MaCTepOM OTEYECTBEHHOM CBETOMUCK U HbIHE XPaHALMINCS B My3eii-
HoWi Konnekumun. bnaropaps hoTorpadryecknm aKCNeanLMaM Y Pa3HOCTOPOHHEN
pesTenbHocTv B.A. MawykoBa COXpaHWUAUCh M300paXeHUst MHOTUX YTPaveHHbIX
€CTECTBEHHbIX W PYKOTBOPHbIX MaMATHUKOB, @ TakKe BUAOB Poccuiickomn nmne-
puu, 3anevaTneBlune ee NPUPOAHOE U KyNbTYpPHOe pa3Hoobpasne, 0bycnosnen-
HOe OrPOMHOVI TEPPUTOPUEN.

CoBpeMeHHbIA N3HA-apT SBNSETCS BMAOM NpeobpaxeHuns naHawadra B
npovi3BefieHne NCKYCCTBa, C OAHOM CTOPOHBI, YaCTO UCMOAb3YOWMM LndpoBble
addexTbl B peanbHOM NPOCTPAHCTBE, C APYroi — penpe3eHTUPYWNM pe3ynsTa-
Tbl CBOE A€ATENBHOCTH B LPOBOV peanbHOCTH.

> YicTouHnK n3obpaxeHns cm.: URL: https://auction.conros.ru/lot/2359014/737/1/ (nata obpa-
weHuns 1.09.2022)
See the image source: https://auction.conros.ru/lot/2359014/737/1/ (1.09.2022).
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Puc. 2. doTorpad B.[1. Mawykos (1866-1919). XapbKoBckas rybepHus.

YcneHckas CBaToropckas nycrbiHb. Peka CeBepckuin loHew,. 1896.

YXenaTtuHocepebpsHblii oTnevaTok. /1.: 23,9 x 32,5; 1.: 10,7 x 16,7.
focymapcTBeHHbIN Pycckuii Myseit

Fig. 2. Photo by V.D. Mashukov (1866-1919). Kharkov Governorate.
Sviatohirsk Cave Monastery. The Seversky Donets River. 1896.
Gelatin-silver print. P.: 23.9 x 32.5; S.: 10.7 x 16.7. State Russian Museum®

KaHovpaT ncTopuyeckmx Hayk, goueHT PITY W.H. 3axapyeHKo npeacrasu-
na aoknaa Ha Temy: «“flec, rae XuByT 60rn”: UMMEepPCUBHOE MPOCTPAHCTBO B KOH-
TeKCTe 0CsA3aTeNbHON 3CTETUKM». B foknaae 6bin NocTaBneH BONPOC O NOAXOAax
K M3Y4eHM0 COBPEMEHHOMO LIMGPPOBOro NCKYCCTBa, KOTOPOe npeasaraeT 3puTe-
N0 VI HOBbIE XYAOXKECTBEHHbIE KOHLEMLMM, N HOBblE MOAXOMbl K €r0 BOCMIPUSTHIO.
OfHWMM 13 aKTyaNbHbIX CErofHs WCCNeaoBaTeNbCKUX HanpaBNeHU SBNSeTCs
ocs3aTeNbHas (ranTuyeckas) 3CTETMKa, B paMKax KOTOPOW CTaBUTCS BOMPOC O
TeNnecHol OCHOBEe XYMOXECTBEHHOTO BOCMPpUATHS. Ha npumepe unMdpoBoi WH-
CTannsumMm SMOHCKOM KoMaHasl teamLab «/lec, rae »uByT 6oru» / A Forest where
Gods Live (2019 1.), B poknane 6binm noKa3aHbl BOIMOXHOCTY aHanm3a undpoBbIx
VIMMEDPCUBHBIX MHCTaNASALUMNA, KOrAa olylleHne «HeaoCKa3aHHOCTW», Bbl3BaHHOE
HEMONHOTOM OAHOTO MWL BU3YyaNnbHOTO 06pa3a NPOBOLMPYET PeaKLmto Apyrnx
OpraHoB YyBCTB, B MEPBYI0 O4epefib PEAKLIMIO TENECHY!HO.

° IcTOYHWMK n306paxeHmns cM.: Konnekums focygapcTeeHHoro Pycckoro mMyses. V13obpaxeHie
npegocTtaeneHo W. NaHveHko (15.06.2022).

See the image source: Collection of the State Russian Museum. Image courtesy of I. Panchenko
(15.06.2022).
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Puc. 3. UudpoBsas UHCTaNsLmMs SMOHCKOM KoMaHabl teamLab «/lec, rge »uByT 60rm», 2019
Fig. 3. A Forest Where Gods Live. Digital installation by teamLab, Japan, 2019

[Noknapn C.B. MonskoBoii, goueHTa dunocodckoro dakynsteta MIY unm.
M.B. /ToMOHOCOBa, OblN NOCBALIEH NEHA-aPTy — «BblleAWEMY V3 My3es» MONo-
[OMY HanpaBneHW0 B COBPEMEHHOM WCKYCCTBe, KOTOPOe, Kak OblNo NoKasaHo
B [OKNafe, OKa3blBAaeTCs, C OAHOM CTOPOHbI, PafvKanbHO HOBATOPCKUM, rae
B KayeCTBe CPeACTB XyLOXECTBEHHOW BbIPa3MTENbHOCTU MCMOMb3YOTCS HOBbIE
MeanyMbl UCKYCCTBA (NPUPOAHbIe MaTepuanbl, 3HBANPOMEHTANN3M C ero CaiT-
CneunduyHOCTbI0, TeMNOPaNbHOCTb, NapTULMNATOPHOCTb, MOTO- U BUAEO-AO0-
KyMEHTaLMWs, 3Konornyecknii Happatve v ap.). C Apyro CTOPOHbI, «3eMAsHOe
VMCKYCCTBO» OKA3blBAETCS TECHO CBSA3aHHBIM C r'yMaHUCTUYECKON Tpaavumeit, npe-
Of0NeBatoLLEN AMXOTOMMIO NPUPOLLI U KYNETYPbI, Fie YenoBeK paccMaTpuBaeTcs
KaK MaTepuanbHO-AyxoBHas LeNOCTHOCTb BO BCel MOAHOTE ero NCKXOMU3nN4eCcKo-
ro OMbITa, @ TAKXKeE CO CPeHEBEKOBBIMU TEOPUSMU, B YACTHOCTM, CUPUICKMX OTLOB
Lepksu VII-X BB., 0 MUPE, KaK HE3aKOHYEHHOM TBOPEeHMK bora, KoTopoe oxunaaeT
NPOAOMKEHNS TBOPEHUs Yepe3 NoOOBHOE COTBOPYECTBO YEOBEKA U MNAHETHI.
Mpu 3TOM 3eMAs XYAOKHUKAMU fleHa-apTa, BONPeKU VHTeHLUVsM HoBoro Bpeme-
HW, CHOBa BOCMPUHMMAETCS CKOpee KaK XpaM, HEeXeNu Kak mactepckas. B csoto
o4epefb 3TV NPOEKTbI MOMYYAT pacnpocTpaHeHe Yepes IHTepHeT 1 CTaHoBSAT-
€S 4aCTbto BU3YyanbHOW anruTochepsi.

"NcTouHrK n3obparenus cM.: URL: https://www.urdesignmag.com/art/2019/07/10/teamlab-a-
forest-where-gods-live/ (nata obpaluenus: 20.08.2022)

See the image source: https://www.urdesignmag.com/art/2019/07/10/teamlab-a-forest-where-
gods-live/ (20.08.2022).
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LndpoBoe BbipaxkeHne cenyac obpeTatoT pa3Hble BUbl MCKYCCTBA B Npo-
CTpaHcTBe.

K.K. EnbuoBa, kaHauaaT Kynstyponoruu, goueHt MYHL «Boicwas wkona es-
PONENCKNX KynsTyp» hakynsTeTa KynsTyponoruu PITY caenana coobuleHne «Lnd-
POBble MPOCTPAHCTBA MOfbl: CTPYKTYPbI ¥ TPeHAbI». BO3HWKHOBEHME BO BTOPOi
nonosuHe XX B. MIHTEPHET 1, 4yTb NO3AHee, TEXHONOTMN HOBbIX Meaua B MUHYB-
LWIKe YeTBEPTb BEKA 3HAYUTENBHO M3MEHUV He TONbKO COBCTBEHHO Meama cucTe-
Mbl, HO 1 O4eHb MHOTME THMbl COLMANbHbIX B3aUMOAENCTBHIA, Ha KOTOPbIE BAUSIOT
¥ KOTOPbIe B COBPEMeHHbIX NOCTUHAYCTPUAbHbIX 0bLeCTBaxX onocpeayrT Meamnii-
Hble TEXHONOTUK. [10 MHEHMIO AOKNaAYVKa, UHCTUTYT MOZbl MpeAcTaBnseT coboi
0oaMH M3 Hanbonee APKMX NPUMEPOB BAUSAHUS NOAOOHbBIX U3MEHEHWIA B NOTMKe
Meawa. KayecTBeHHO MHas obpaTHas CBsi3b (MO CPaBHEHMIO C TeM, YTO AoMycKa-
0T TPaAMLMOHHbIE Meaua), BO3MOXHas bnarofaps TexHonorusm web 2.0, ctaBut
HOBble BOMPOCHI U 3afa4v Kak nepep uccnefoBaTensmMm Mofbl, Meama U 3aKoHOB
MacCOBOW MCUXONOTUK, TaK 1 nepep NpaKTMkamMu-npeacTaBuTensiMm MOAHON WH-
aycTpuu. Kak BAUSIOT HOBble MeAMA Ha XapaKTep pacnpocTpaHeHWst MOAHbIX 06-
pasuoB? Kak nepepacnpegensercs CMMBOMMYECKas BAacTb B camoM npodeccu-
OHaNbHOM Mone MHAYCTPUM MOAbI, KOraa 60repsl OKa3bIBAKTCS B NMEPBbIX psgax
MPECTUXHBIX MOAHBIX MOKa308B, NOTECHWB PEAAKTOPOB TPAANLMOHHOIO U Npexae
6eccnopHoO BAMSTENBHOMO MOAHOMO MsiHUA? HAaCKONbKO MacCOBBIM MOXeET BbiTb
TOT WAV MHOWN TPEHA B YCIOBUSIX MHOFOKPATHO paclinpuBLIerocs bnarogaps Ho-
BbIM Me1a CNeKTpa BOIMOXHOCTE rpynmnoBbIX U MHAVBUAYaNbHbIX CTPaTErnii ca-
MOUAEHTUMUKALMM 1, COOTBETCTBEHHO, CErMEHTaLVIM MacCOBbIX BKYCOB U Mpea-
NoYTeHMI? Kak CTPyKTYpMpOBaHbl B 3TOM Mofe «HOBbIe» (M «CTapble») TPeHAb
VM Ha Kakue HWLWKW 3TO UMPPOBOe Nofe «MOAHOro» NOAENeHo B HaCTOSLWMIA MO-
MeHT? KaK, B KOHEYHOM UTOre, 3TOT HOBbIA — 1, O4EBWAHO, NEPMAHEHTHO BpeMeH-
HbliA — HanaHc cun CyLecTByeT B COBPeMeHHOM LnhpoBoii cpeae? Joknaadmk no-
MbITaNCH HaWTV NOAXOAbI K CUCTEMaTM3aLMmM OTBETOB Ha 3TW BOMPOCHI C NO3WLMI
KpUTUYeCKo Meana Teopun.

K. KOHOKM-OW3, KaHAMAAT KyNbTYPOAOrn, HayuHbl COTPYAHVIK YHMBEpPCU-
TeTa PuuymaiikaH (inoHus, r. Knoto), npeactasuna aoknapn <AcneKT COBpeMeHHoM
KyN6TYPbl TPAAULUMOHHOW Bananaiku: 13 AepeBHu B ropof 1 no Bcel Poccum».
B HeM 3aTparvBanoch pa3BuTME TOPOACKON KynbTypbl UCMIONHEHMS Ha Tpaanum-
OHHoV Bananalike B cepeanHe 2000-X MOOUTENLCKUMI My3blKaHTaMK 13 MOKone-
HWS, poaMBLErocs B KOHLe 1970-x. 3TO MOKONEHMe CO30ano HOBYIO BUPTYaNbHYHO
reorpacuito bananaeyHon kynetypsl. B coucetsx (BK, YouTube) npodheccrmoHanbl-
CMeunanucTbl Havany BbIKNaAbiBaTb CBOV 3KCMeAWUVOHHblIe MaTepuarsbl, BECTU
Kypcbl 0By4YeHusi, OpraHnW30BaTh rpynnbl eAMHOMbILUAEHHWUKOB, MHDOPMMPOBATh
006 0YHbIX MEPONPUATUAX U T.4. [laHHOe HauYMHaHKe Havano noab30BaThCs Mony-
NSPHOCTBIO 1 33 15 NeT MacCoBO BbIBENO TPAAMLUMOHHOE UCKYCCTBO U3 [1ePEBHY
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Ha ypoBeHb Bceit Poccuu. B KauecTBe npumepa AoKNaAqMK npreena TBOpYeckyto
AeaTensHOCTh NonynspHeiiwero 6ananaeyHnka Bnagumyipa Opbesa.

-E-_____':;:Ll: ; I h

Puc. 4. MaTaHs. Hukonai BacunbeBuy CTosikuH, 6ananaiika — Bnagumup tOpbes.
JIunewuKnin rapMoHHbIN PbIHOK, 2014

Fig. 4. Matanya (Russian folk tune). Accordionist Nikolay Stoyakin,
balalaika player Vladimir Yuriev. Lipetsk Harmonny Market, 2014°

dunocodus NPoCTPaHCTBa B KMHOMCKYCCTBE — OTAeNbHas Tema, CBA3aH-
Hast C NPOCTPAHCTBEHHbBIMU KOHLENUMSMU XyA0XKECTBEHHbIX MPOU3BEAEHN.

«XaoCMOTMYeCKoe CocyliecTBOBaHWe becnopsfKa v nopsaka B “KnHopea-
nu3me” XaHa PeHyapa 1 Pobepta OnTmaHa» — Tema coobuieHns b.B. PeiidmaHa,
KaHAvAaTa KynbTyponorun, foleHTa Kadeapsl UCTOPUM U Teopumn KynsTypbl K
PITY. MepBbiM BreyaTneHeM 0T HEKOTOPbIX Hanbonee 13BECTHbIX (MUABMOB Kak
YKaHa PeHyapa, Tak v PobepTa OnTMeHa CTaHOBMTCS OLLyLLeHne napafoKcanbHo-
O COMeTaHMs B HUX HeKoW bechopMeHHOCTH, HEBLICTPOEHHOCTH UAW AaXe Xao-
TUYHOCTU VX MOBECTBOBaHMWIA U UTOFOBOM MaClUTabHOCTU M LLeNoCcTHOCTU. B «[Mpa-
BMNax urpbl» PeHyapa 3puTenscKoe ouylleHne «becopMeHHOCT» BO3HUKAET
BCNeACTBME Pa3pyWeHns BCeX YTBEPAMBLUMXCA MOBECTBOBATENbHbIX HOPM, T.€.
TOWN onpefeneHHON apamaTypriuyeckoin 10rnKK, KOTOpYHo, MMEes B BUAY UMEHHO
3Ty KapTvHy, AHape ba3eH Ha3Ban «KkaTeropnyecknM MMNepaTUBOM NPaBLoNoL0-
6u1s». Y OnTMeHa e, HaumnHas ¢ hunbMa «H3WBM», «<XaoTUYHOCTb» CO3AaeTCs No-
CPefCTBOM MCNOMb30BaHMS TaK HAa3bIBAEMOTrO NMPUHLMMNA «CKPYTKM TenedoHHOro
Kabens», KOTOPbI COCTOUT B BbICTPaNBaHMUM HappaTKBa M3 MHOXECTBa aBTOHOM-
HBIX CIOXETHBIX MHWIA. T1py 3TOM, BHOBb LUMTWPYs BaseHa, MOXHO CkasaTb, Y4TO

& VicTouHmK nsobpaxenns cm.: URL: https://www.youtube.com/watch?v=CMM6Zr1b1LQ (paTa
obpaleHns: 03.09.2022)
See the image source: https://www.youtube.com/watch?v=CMM6Zr1b1LQ (03.09.2022).
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3aM10roM UTOrOBOrO «yTBEPXKAEHUS onpefeneHHol rmMobanbHOCTU peanbHOro»,
(DVHaNbHOTO OLLYLIEHNS LIeNOCTHOCTY OT KapTnH PeHyapa, SBASeTCs XapakTepHoe
AN KNHOMOAEPHM3Ma OTKPbITWE 3PUTENIO €r0, 3pUTENs, BbITUAHOM «MONHOTbI»,
3K3UCTEHUMANBHOTO «MPUCYTCTBUS», KOTOPOE aKTyanu3upyeT, NO BbIPAKEHMIO
Huulwe, «BceBeieHe» MO OTHOWEHWIO K COEAMHEHHON ¢ VcTopueit LenocTHON
nnyHol Cyabbe. CTUANCTUYECKMM e (HaKTOPOM TaKOro OBpeTeHUs «MOAHOTbI»
M «NPUCYTCTBMSI» OKa3bIBAETCs 3KPAHHOE COCYLIECTBOBAHME B PEHYapOBCKMX
dbrnbMax, npexae BCero MMEHHO B «MpaBwuiax Urpbl», 3ane4aTieHHbIX «4UCTbIX
(bakToB» peanbHOCTU U MHTEPTEKCTYaNbHbIX NEPEKNMKAIOWMXCA APYT C APYroM
«FONOCOB KynbTypbl». Y OnTMeHa xe B «H3awswune», «Ceaabbe», «KOpoTKMX UCTO-
puUsxX» U Apyrux hrunbmax OTAeNbHble aBTOHOMHbIE CHOKETHbIE PSfbl YaCTO Kak Obl
CNyYaliHo 1 KaK bbl 6e3 Kakmx-N1Mbo NOBECTBOBATENbHbIX NOCAEACTBUIA Nepeceka-
l0TCS, 4TO CO3MAAET B peuenummn npeaoulylleHe Kakov-To rpaHaMo3Ho runepc-
Ny4anHOCTK, TOYKM BUdypKaLmMK, KoTopas A0MKHA BCe M3MeHUThb. Co3paeTcs
BneyvaTaeHne abCoMNoTHOM Xa0TUYHOCTM U B TO XKe BPEMS YPeBaTOCTV YeM YroAHO.
TaknmM 0bpa3oM BbICTPaVBAETCS CTPYKTYPa, NapafoKcanbHo cCoveTarol|as XaoTmny-
HOCTb 1 CKPENNEHHYI0 3TVM NpeaoLlyLeHUEM LeNOCTHOCTb MOYTK B OYKBaNbHOM
COOTBETCTBUM C MOHATUEM «Xa0CMOC». MUP NpeacTaeT Kak NLWEHHbI Kakoro-nu-
60 3K3NCTEHUMANBHOTO «MPUCYTCTBUS» «BE3yMHbIA MUP» MOCTMOAEPHUCTCKOW
«MYCTOTbI», KaK Xaoc, B TO e BPEMS YPeBaTbIi KOCMOCOM, HEKOW NOTEeHLManbHOW
Henpeackasyemolt hopMOI HOBOW YNOPSAOHEHHOCTH.

MexayHapoaHas HaydHas KoHdepeHums «feorpadus nckyccTBa» UMeeT
CBOIO YCTOSIBLUYIOCS Hay4HYO CrelnduKy, KoTopas BbIpaXaeTcs OAHOBPEMEHHO
B Pa3BepHYTON MEXANCLMNANHAPHOCTY U B COCPEAOTOHEHHOCTU Ha KOHKPETHOW
npobnemaTnke B3aMMOAENCTBUS MCKYCCTBA M MPOCTPAHCTBA, CEMUOTUKM Mpo-
CTPaHCTBa, MOPOXKAAEMON NCKYCCTBOM. B 2022 rofy cekums, CBsi3aHHas ¢ Meaua,
KWHO- 11 POTO-UCKYCCTBOM, 06paTnia CBOE BHVMaHWe Ha 06pasbl NPOCTPaHCTBa,
co3pasaemble oTorpadueit, Ha BUpTyanr3aLUmio N3HA-apTa, Ha UndpoBM3aLmio
Pa3HbIX BUJOB MCKYCCTBA, UMEHOLLMX CBOKO reorpaduio. U TpaamumMoHHo obcyxaa-
Nacbk TEMa KOHLENLUW NPOCTPAHCTBa B UCKYCCTBE, B YACTHOCTH B UTPOBOM KMHO.
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