LEV,
(&'YE S/O

/79_9L\\

R

(9\(R FIL/\7
P
Oors

ISSN: (Print) 1994-9529, (Online) 2587-9782

\NDEXED //

EMERGING
SOURCES
CITATION

(Web of Science)

o 5
4, <
1 Varg ANP“*

Henam 2 1(4)

The Art and Science of Television

g Crossref
DOAJsEE

HAYYHAR ONEKTPOHHAA
BUBNNOTEKA

LIBRARY.RU

@nvmuumun

academia.edu

Google Scholar

ULRICHSWEB™

GLOBAL SERIALS DIRECTORY



UHCTUTYT KUHO U TeneBugeHus (FTUTP)

Hayka TeneBupeHus

2025. 21 (4)
HayuHblii xypHan

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-9529-2025-21.4

YypeanTens u n3gatens — VIHCTUTYT KHO 1 Tenesugenuns (TNTP)

Anpec — Poccus, 125284, MockBa, XopoLeBcKoe W., 4. 32A
MeprofNYHOCTb BbINyCKa — eXeKBapTabHO.

Mepuroanyecknii xxypHan «Hayka TenesumgeHns» NOCBsLEH akTyanbHbIM BONPOCaM UCTO-

puvK, TEOPWN M MPAKTVKK UCKYCCTBa LipoBLIX Meawa.

MybnnKyeT pesynsTaTsl UCCNEA0BAHMIA MO Hay4YHbIM CrielyansHOCTaM «KiHo, Tene- v Apy-
e IKPaHHbIE NCKYCCTBaA», «Teopws U NCTOPUA KynbTypbl», «COLMONOrUs KyNsTypbl, 4yXOB-
HOW X13HW». Ba3unpyeTcs Ha MaTepranax HayyHblx TPYAOB BeAyWMX y4eHbix focyaap-
CTBEHHOTO MHCTUTYTa UCKYCCTBO3HaHWS, IHCTUTYTa KMHO v TenesuaeHns (TUTP), paHee
[YMaHWTapHOTO MHCTUTYTa TeNeBUAeHWA 1 pagnoselaHng um. MA. JIuToBuMHa, a Takxe
APYTUX POCCUICKMX 1 3apyOexHbIX By30B. [pegHasHayeH Ans uccneposateneii aKpaH-
HbIX UCKYCCTB U CMELMaNnuCTOB-NPaKTUKOB TENEBUAEHWNSA, KNHO, PAAVO 1 HOBbIX Mefua.

N3paeTcs ¢ 2004 1.

Mwncens

* UCCNeAoBaThb UCKYCCTBO TENEBUAEHNS B KOHTEKCTE CMEXKHbBIX UCKYCCTB U HayK;
+ aHanM3MpPOBaTh M3MEHEHVS, MPOUCXOAsLIMe B ODLLECTBE 1 Ha TeNeBUAEHWN;
+ MPOrHO3MPOBaTh Pa3BUTUE MeAVANHIYCTPUM 11 HAY4YHOTO 3HaHs B 0bnactu

3KPaHHbIX CKYCCTB U 3KPaHHOW KyNbTYpPbI.

)KypHan 3aperncTprnpoBaH B MVIHMCTepCTBe Mno aenam nevatu, teneselladHnda  MaCCOBbIX KOM-

MyHVKauuin P®. CBUaeTenbCTBO 0 peructpauum M Ne dC 77-75975.

© VIHCTUTYT K1HO 1 Tenesuaenus (FATP), 2025



GITR Film and Television School

The Art and Science of Television
Volume 21, Issue 4, 2025
Quarterly Journal

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-9529-2025-21.4

Founder & publisher: GITR Film and Television School
Address: 32A, Khoroshevskoe sh., Moscow 125284, Russia

Published quarterly.

The Art and Science of Television journal addresses current issues in the history, theory,
and practice of digital media art.

It publishes the results of scientific research in the following disciplines: Cinema, TV, and
Other Screen Arts; Theory and History of Culture; and the Sociology of Culture and Spiritual
Life. The articles feature academic work by leading researchers from the State Institute
for Art Studies, GITR Film and Television School, and other Russian and international
universities. The journal is intended for scholars of screen arts and practicing professionals
in television, cinema, radio, and new media.

Established in 2004.

Our mission is

« to study the art of television within the context of related arts and sciences;

« to analyze concurrent changes in society and television;

« to forecast the development in the media industry and scientific knowledge pertaining
to screen arts and screen culture.

The journal is registered with the Ministry of Press, Television Broadcasting and Mass Communi-
cations of the Russian Federation, Registration certificate M4 Ne ®C 77-75975.

© GITR Film and Television School, 2025






PEAAKLMOHHASA KONNETUSA
M PEQAKLIMOHHO-3KCNEPTHbI COBET

Mpepcepatenn pepakLMOHHO-3KCNEPTHONO COBETA

« Opuin Muxainosmy JIMTOBYUH — KaHA. MCKYCCTBOBEAEHMS, Npodeccop, peKkTop,
MHCTUTYT Ko 1 Tenesuaenus (FTUTP), yneH EBponelickoit kKuHoakagemum (EFA),
MockBa, Poccus

FnaBHbIW pefakTop

« Ipuropui PachasnbeBny KOHCOH — raBHbIv pefakTop, pefaakTop, A-p MCKycCTBOBe-
AEHVS, 4-p KYNBTYPONOrnu, Npodeccop, ANPeKTop Y4ebHO-HayYHOro LieHTpa ryMaHu-
TapHbIX 1 COLMANbHbIX HAaYK — NpefceaaTent JKCNePTHOro COBETa MO MyMaHWUTaPHbIM
1 COLManbHbIM HayKaM, 0bpa3oBaHuto v KynsType, MOCKOBCKIMIN PU3NKO-TEXHWUYECKII
MHCTUTYT (HauMOHanbHbI MccnefoBaTenbCkuii yHBepcuTeT), Mocksa, Poccus

YneHbl pegaKuMOHHON Konnerum

+ Onbra bopucoBHa XBOWHa — OTBETCTBEHHbI CeKpeTapb, PeaaKTop, KaHa. NCKyC-
CTBOBe/EHMS, NPOheccop, COBETHUK NPU peKTopaTe No Hay4yHOW paboTe 1 Mexay-
HapOAHOMY COTPYAHMYECTBY, HCTUTYT KMHO 1 Tenesuaenns (TUTP), Mockaa, Poccuis
+ AnvHa leHHaabeBHa CTenaHoBa — HavanbHYIK OTAeNa HayYHO-TEXHUYECKON MHAOP-
Maumu, HCTUTYT KHo 1 TeneBuaeHns (TNTP), Mockea, Poccums

+ Mapuis AHaTonbeBHa KasaukoBa — am3aiiHep, Documentat, Mocksa, Poccus

+ MapwuHa ®ponosa-Yokep — PhD, npodeccop, KeMbpunmKcKkuii yHnsepcutet, Kem-
H6pumK, BennkobprtaHums

PepakTop n nepeBoguunk
+ AHHa NeTpoBHa EBcTponosa — nepesoaynk, Camapa, Poccusa

YneHbl pepaKLMOHHO-3KCNEPTHOro coBeTa

+ AHTOH AHaTONbeBMNY [leHNKNH — KaHA. KyAsTYponorum, npodeccop, IHCTUTYT KMHO
n TenesuaeHuns (MATP), Mockea, Poccus

« ApTem Hukonaesmy 3opuiH — A-p hunon. Hayk, npodeccop, CapaToBCKMiA rocyaap-
CTBEHHbI yHMBepcKTeT M. H.I. YepHbilwesckoro, CapaTtos, Poccuis

« KaTpnoHa Kennu — npodeccop, KeMbpuaxcknii yHuepcuteT, Kembpurax,
Benvkobputanus

« Vinbst BapumoBsuy Knpus — PhD in Media Studies, kaHanaaT puaonornyecknx Hayk,
nccnenoBatens nabopatopunt GRESEC YHuBepcuTeTa IpeHobnb-Anbnbl, FpeHob/b,
PpaHums

« Mllogmuna boprcoBHa KntoeBa — A-p MCKYCCTBOBEEHNS, 4OLeHT, Bcepoccuiickiin
rocyapCTBEHHbIV MHCTUTYT KHemaTorpadum nm. C.A. TepacrmoBa, MockBa, Poccus

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 5 THE ART AND SCIENCE OF TELEVISION



+ Onbra AnekcaHapoBHa /laBpeHoBa — A-p hunoc. HayK, BeayLMii HayYHbl COTpYA-
HUK, IHCTUTYT Hay4YHOW MHAOPMaUMKM No 0OLLeCTBEHHbBIM HayKaM POCCMIACKON aKa-
aemunn Hayk (MHVIOH PAH), Mocksa, Poccuis

« BonbdraHr MactHak — Dr. phil. Dr. rer. nat. Dr. rer. med. Dr. sportwiss. Dr. paed.
Dr. paed. habil.,, npodeccop, MeknHckMIn yHuBepcuTeT, MNeknH, Kutait, npodeccop,
YHVBEPCUTET MY3bIKV U UCMONHUTENBCKIX UCKYCCTB, MIoHXeH, fepManus

« Hatanbs Hosak — PhD, u. 0. npodeccopa, JopTMyHACKNA TEXHUYECKNIA YHUBEPCU-
Tet, JopTMyHA, fepmanHng

+ AnekcaHap HOpbeBuy HecTepoB — a-p UIOC. HayK, AOLEHT, 3aBeaytolnin kades-
pon dunocodun — AMPEKTOP COLMaNbHO-TYMaHUTapHOro MHCTUTYTa Camapckoro
HaLMOHaNbHOIo NCCNefoBaTENbCKOMO YHUBEPCUTETa UM. akagemunka C.M1. Koponesa,
Camapa, Poccus

+ Anekcen FOpbeBuy OBYapeHKko — A-p KUNoN. HayK, AOLEHT, 3aBeaylolmi Kade-
APON NNHIBOAMAAKTUKM 1 TECTONOT MM, POCCUINCKII yHUBEPCUTET APY*Obl HAPOAOB,
MockBa, Poccus

+ Hukonait HukonaeBnY MOAOCOKOPCKNIA — KaH[. PUAOA. HayK, CTapLMiA HayYHbIN
cotpyaHuk HUL «[locToeBcKuiA 1 MupoBas kynsTypa» VIHCTUTYTa MMPOBOW NuTepa-
Typbl M. A.M. Topbkoro PAH, nepBbIli 3aMecTUTeNb MaBHOMo pefaKTopa XypHana
«[JOCTOEBCKMIA U MUPOBast kynkTypa. drnonoruyeckunii xxypHan», Benvknii Hosropog,
MockBa, Poccus

« ExaTepurHa BuktopoBHa CanbHWKOBa — [-p KyNbTYPOIOrMN, KaHL. MCKYCCTBOBee-
HYIS, 3aBEYIOLLMIA CEKTOPOM XYAOXECTBEHHbIX NpobaeM MaccMena, focyaapcTBeH-
HbI UHCTUTYT MCKYCCTBO3HaHWs, MockBa, Poccus

+ Onecs ButanseBHa CTpoeBa — fi-p Ky/NbTYpONoruu, kaHa. punoc. Hayk, npodeccop,
VIHCTUTYT KnHO 1 TenesuaeHns (TUTP), Mockaa, Poccus

« [puropuii 1eBoBMY TyNb4MHCKII — A-p hrnoc. Hayk, npodeccop, HaunoHanbHbIi
MCCNeaoBaTenbCKNA YHUBEPCUTET «Bbicwas WKona sKoHOMUKM», CaHkT-MeTepbypr,
Poccusa

+ Xaiipo deppeiipo — npodeccop YHnepcuteTa CaHTa Mapuu; npurnaweHHsbIn
Hay4HbIN COTPYAHMK, yHMBepcuTeT CaH-Mayno; npurnawenHbiin npodeccop, depe-
panbHbI yHBepcnTeT banu, CaHTa-Mapws, bappelipac — CaH-layny, bpa3unns

+ Ww L3 — goKTop nepfarornyeckmx Hayk, npodeccop, Hay4Hbl pyKOBOAUTENb [JOK-
TOPaHTYypbl 1 3aMecTuTeNb AekaHa WKkonbl MeanaHayku (LLKonbl xypHanucTukm),
4eH aKkafeMnyeckoro kommTeTa, CeBepo-BOCTOYHbIV Mefarorniyeckmnii yHMBepcuTeT,
HaHy4yHb, KnTalt, Hay4Hbl PYKOBOAMTENb [LOKTOPAHTYPbI MCKYCCTB, HalMOHanbHbIA
YHUBEPCUTET KyNBTYPbl 1 NCKYCCTB MOHronmn, Ynan batop, MoHronns

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 6 THE ART AND SCIENCE OF TELEVISION



EDITORIAL COUNCIL BOARD

Chairman of the Editorial Council Board

« Yuri M. Litovchin—Cand. Sci. (Art History), Professor, Rector, the GITR Film and
Television School, member of the European Cinema Academy (EFA), Moscow, Russia

Editor-in-Chief

« Grigoriy R. Konson—Editor-in-Chief, Editor, Dr. Sci. (Art History), Dr. Sci. (in Cultural
Studies), Professor, Director of the Humanities & Social Sciences Center—Chairman
of the Council for Humanities & Social Sciences Research, Education, & Culture, MIPT
University, Moscow, Russia

Editorial Board

« Olga B. Khvoina—Executive Secretary, Editor, Cand. Sci. (Art History), Professor,
Rector's Advisor for Academic and International Affairs, the GITR Film and Television
School, Moscow, Russia

« Marina Frolova-Waker—PhD (Art History), Professor, the Cambridge University,
Cambridge, United Kingdom

« Maria A. Kazachkova—Designer, Documentat, Moscow, Russia

+ Alina G. Stepanova—Chief of the Section for Scholarly-Technical Information, the GITR
Film and Television School, Moscow, Russia

Editor and Translator

« Anna P. Evstropova—Translator, Samara, Russia

Editorial Council Board

« Shi Ce—Dr. Sci. (Education), PhD, Professor, Supervisor of the Post-Graduate Division
& Vice-Dean at the School of Media Science (Journalism School), Member of the
Academic Committee, the Northeast Normal University, Chanchun, China, Supervisor
in Art Studies for Post-Graduate Students, the Mongolian National University of Arts
and Culture, Ulan Bator, Mongolia

« Anton A. Denikin—Cand. Sci. (Culture Studies), Professor, the GITR Film and Television
School, Moscow, Russia

« Catriona Kelly—Member of the Editorial Council Board, Professor, Cambridge,
Cambridge University

« llya V. Kiria—PhD in Media Studies, Cand. Sci. in Journalism, Research Fellow, GRESEC
Lab, University Grenoble Alpes, Grenoble, France

« Ludmila B. Kluyeva—Dr. Sci. (Art History), Assistant Professor, the All-Russian State
S.A. Gerasimov Institute for Cinematography, Moscow, Russia

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 7 THE ART AND SCIENCE OF TELEVISION



« Olga A. Lavrenova—Member of the Editorial Council Board, Dr. Sci. (in Philosophy),
Leading Researcher, the Institute of Scientific Information on Social Sciences (INION)
of the Russian Academy of Sciences, Moscow, Russia

« Wolfgang Mastnak—Dr. phil. Dr. rer. nat. Dr. rer. med. Dr. sportwiss. Dr. paed. Dr. paed.
habil., Professor, Beijing Normal University, Beijing, China, University of Music and
Performing Arts, Munich, Germany

« Natalia Nowack— PhD, Substitute professorship, TU Dortmund University, Dortmund,
Germany

« Alexander Yu. Nesterov—Dr. Sci. (Philosophy), Associate Professor, Head of the
Department of Philosophy—Director of the Social and Humanitarian Institute of the
Samara State Aerospace University named after academician S.P. Korolev (National
Research University), Samara, Russia

« Alexey Yu. Ovcharenko—Dr. Sci. (Philology), Assistant Professor, Head of the
Department of Linguodidactics and Testology, the Peoples’ Friendship University of
Russia (RUDN University), Moscow, Russia

+ Nikolai N. Podosokorsky—PhD (in Philology), Senior Researcher, Research Centre
Dostoevsky and World Culture, AM. Gorky Institute of World Literature of the Russian
Academy of Sciences, First Deputy Editor-in-Chief, Dostoevsky and World Culture.
Philological journal, Veliky Novgorod, Moscow, Russia

« Yekaterina V. Salnikova—Dr. Sci. (Culture Studies), Leading Researcher, the State
Institute for Art Studies, Moscow, Russia

« Olesya V. Stroeva—D. Sci. in Cultural Studies, Cand. Sci. (Philosophy), Professor, the
GITR Film and Television School, Moscow, Russia

« Grigorii L. Tulchinskii—Dr. Sci. (Philosophy), Professor, HSE University, St. Petersburg,
Russia

« Jairo Ferreira—Professor, Federal University of Santa Maria; Visiting Research Fellow,
University of Sdo Paulo; Visiting Professor, Federal University of Bahia, Santa Maria—
Sao Paulo—Barreiras, Brazil

« Artem N. Zorin—Dr. Sci. (Philology), Professor, the Saratov State University, Saratov,
Russia

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 8 THE ART AND SCIENCE OF TELEVISION



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

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

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

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

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

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

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

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

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

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

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

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

» https://minjust.gov.ru/ru/pages/reestr-inostryannykh-agentov/;

the activities of foreign and international non-governmental organizations
listed here have been deemed undesirable within the territory of the Russian
Federation by the Ministry of Justice:

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

individuals and organizations mentioned in this list are flagged by Rosfinmon-
itoring as terrorists and extremists:
» https://www.fedsfm.ru/documents/terrorists-catalog-portal-act;

organizations, including foreign and international entities, listed here,
are identified by the Federal Security Service of the Russian Federation in
the unified federal list of recognized terrorist organizations as per Russian
legislation:

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

materials referenced here are classified as extremist:
» https://minjust.gov.ru/ru/extremist-materials/;

information regarding public associations and religious organizations subject
to court-ordered liquidation or activity prohibition under Federal Law No.
114-FZ of 25 July 2002 “On Countering Extremist Activity” can be accessed at:
» https://minjust.gov.ru/ru/documents/7822/;

the unified register containing domain names, site indexes, and network ad-
dresses that identify websites with prohibited content in Russia is available at:
» https://blocklist.rkn.gov.ru/.
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Mongolian cinema
as an episteme of identity*

Abstract. Amidst global cultural diffusion and the erosion of distinct
identities, the Mongolian peoples demonstrate a resilient capacity to
preserve their ethno-cultural distinctiveness. National cinema serves
as a primary instrument for this maintenance. Approaching cinema
as a reflexive practice of national self-awareness, this study employs
historical-genetic and comparative analysis to examine how filmmakers
grapple artistically with complex and often contradictory processes of
self-determination—notably, the dilemma between preserving traditional
ways of life and the imperative of modernization. A cultural analysis of
contemporary Mongolian cinema reveals that the theme of self-identification
has been a pervasive constant throughout its history. Through visual forms,
Mongols interrogate existing models and construct new ones to address
the pressing challenges of modernity. Over the past century, the dominant
identificatory episteme has shifted threefold: from building a bright future,
to a return to the roots, and most recently toward the formation of a global
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to different branches of Mongolian cinema: the Mongolian nomadic ethos,
Buryat cosmism, Kalmyk karmic fatalism, and the Chinese nostalgic pastoral.
It is argued that national cinema functions to archive and create visual
memory, to draw boundaries, to craft narratives, and to legitimize truths and
values. In conclusion, Mongolian cinema constitutes a visual and narrative
episteme in action—a powerful tool through which Mongolians, from East
to West, not only narrate their identity to themselves and the world but also
continually redefine it.

Keywords: Mongolian cinema, Buryat cinema, Kalmyk cinema, Inner
Mongolian cinema, identity markers
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MOHIoNbCKOe KMHO Kak arnmcTema
NAEHTNYHOCTIN

AHHoTaums. B ycnoBusx rmobanbHbix gUMdY3ni 1 pa3MbliBaHUS Kyb-
TYPHOW CaMOBBITHOCTY MOHIONbCKME HaPOAbl AEMOHCTPUPYIOT YCTON M-
BYIO CMOCOBHOCTb K COXPaHEHWIO CBOEI STHOKYILTYPHOW MAEHTUHHOCTH.
BaXKHEALWNM UHCTPYMEHTOM ee NMOAAEPXKAHMS BbICTYNAET HaLMOHaNbHbIV

KrHemaTorpad. Obpaliasnch K HeMy Kak K peneKCUBHOM NpaKTyKe Hauu-
OHaNbHOro CaMOCO3HaHUS, aBTOP Ha OCHOBE UCTOPUKO-TEHETUYECKOTO

1 KOMNApPaTUBHOTO aHaNM3a MPOCAEXMBAET, KaK PEXNCCEPbI OCMbICASIOT
CNOXHbIE 1 3a4aCTyt0 NPOTUBOPEYMBbIE MPOLIECChl CaMOONpefeneHns,
B 4aCTHOCTU, AUNEMMY MEX[Y COXPaHeHWeM TPaaMLMOHHOrO YK1aaa v He-
06X0AMMOCTbI0 MOfepHMU3aLMN. KynbTYPONOrnyecKmin aHanmns akTyanbHo-
FO COCTOSIHMSA MOHIONBCKOrO K1HemMaTorpada no3BonseT aBTopy yTBep-
KAaTb, 4TO TEMa CaMOMAEHTUMMNKALMN OCTAETCH CKBO3HOW Ha MPOTHKEHUN

BCel ero uctopun. HYepes sr3yanbHble GOPMbl MOHIOMbI UCCAERYIOT CyLLe-
CTBYIOLLME 1 KOHCTPYMPYIOT HOBbIE MOAENMN UAEHTUYHOCTY, OTBEYatoLMe

Ha aKTyanbHble BbI30Bbl COBPEMEHHOCTU. 3a NpoLWeALIne CTO NeT CMeHa

MOEHTUPUKALMOHHDBIX INUCTEM NPOUCXOAMNA TPYKALI: OT «CTpOUTENs

CBET/IOro OyAyLIero» K 3nmncTeme «Bo3BpalleHyis K KOpHaM» 1 Janee K hop-
MUPOBaHWIO «rnobanbHOro bpeHaar. B cTaTbe Takke BbiSBASETCS CUCTe-
Ma TMNONOTNYECKMX MapKePOB, MPUCYLLMX Pa3HbIM BETBAM MOHIONBCKOTO
KvHemaTorpada: «<MOHIOMIbCKMI KOYEBOI 3TOCY, «BYPATCKMIA KOCMU3M»,
«KaNMbILKWI KapMUYECKNI1 aTanm3m», «KMTaiiCKas HOCTanbrmyeckas

nactopasnb». [10Ka3aHo, 4To HalUMOHaNbHOE KHO paboTaeT Ha apx1BaLio
v CO3AaHune Br3yanbHo NamaTu. OHO MpoBOANT rpaHuLbl. Co3paeT Happa-
TVBBI. JlerTUMUPYeT «<MCTUHBI» U LeHHOCTW. OB BbIBOS: MOHIOMBCKM

KrHemaTtorpad — 3T0 BU3yaNbHas, HappaTvBHas 3NMcTeMa B AeUCTBUY,
KOTOpas BbICTYNaeT OAHUM 13 Havbosee MOLLHBIX MHCTPYMEHTOB, C MOMO-
LL{bto KOTOPOTO MOHIObI 3anafa 1 BocToka He ToNbKO pacckasbiBatoT cebe
1 MUPY, KTO OHM €CTb, HO 1 MOCTOSHHO 3aHOBO OTBEYAIOT Ha 3TOT BOMPOC.

KntoyeBble cnoBa: MOHIONKMHO, BypSTCKOE KMHO, KaMbILIKOE KUHO, KUHO
BHyTpeHHel MOHron1m, MapKepbl MAeHTUYHOCTY

BnarogapHocTu. iccneaoBaHye BbINOMHEHO 3a cYeT rpaHTa POcCuiickoro
Hay4yHoro doHaa Ne 24-48-03004 «/IaeHTUYHOCTb MOHTONBCKUX HAaPOAOB
B YCNOBUSAX MONULEHTPUYHOTO MUpa, https://rscf.ru/project/24-48-03004/
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INTRODUCTION

Cinema is not merely a mirror of identity reflecting external and internal
processes of self-definition through self-reference. As an epistemic system,
cinema actively participates in the formation of national identity. It produces
unique emotional knowledge and possesses a special set of tools for constructing
meanings. It is a form of imaginative thinking and serves as an archive of visual
and cultural experience. Cinema does not replace scientific or philosophical
knowledge but complements it by providing access to layers of reality and human
experience inaccessible to other systems. It allows us not only to understand the
world but also to see and feel it. Throughout its history, this most technologically
advanced and at the same time most accessible and popular of the arts has
developed numerous mechanisms for influencing audiences in the modes
mentioned above.

Modern auteur films, one of the most successful areas of Mongolian cinema’s
development, stimulate critical thinking and force compatriots to reflect on
important issues that may not be readily apparent. The cognitive influence of
Mongolian cinema includes fostering a broad audience’s interest in their nomadic
history, ethnic traditions, mythology, and religious consciousness. No doubt,
Mongolian cinema for many decades was both a tuner and a conductor of the
society. This resource was always at the disposal of ideologists during the Soviet
period, relying on Lenin’s assertion: “Of all arts, cinema is the most important for us’
(Lenin, 1970, p. 579). The themes and plots of Mongolian films changed over time,
reflecting hidden and deep structures of thought and shaping a supra-individual
order of perception and interpretation of reality. According to Michel Foucault, at
a given historical moment in culture, “.. there is always only one ‘episteme’ that
defines the conditions of possibility of all knowledge, whether expressed in theory
orsilently invested in a practice” (Foucault, 1977, p. 195). This episteme determines
the conditions of existence in the historical forms of knowledge and culture.

)

During the years when Mongolians were inspired by the Soviet worldview,
cinema simplified reality into easily digestible messages and created clichés such
as “religion is bad,” “friendship between peoples is good,” “heroes are ordinary
people,” etc. The screen stereotypes later were employed in the real lives of
Mongolians, their history interpretation, and the way of modernizing their life.
That time and today, Mongolian filmmakers have managed to engage viewers in
understanding existential issues, the metaphysics of freedom, loneliness, death,
fear, devotion, love, peace, and other meaningful foundations and modes of
human existence. By raising pressing social and important cultural issues (justice,
cultural memory, psychological balance, ecology), Mongolian filmmakers continue
to shape public opinion within and beyond the country’s borders.

» o«
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Mongolian films have a strong emotional impact as they are always stories
about people. They compel us to empathize with the characters, to rejoice
and mourn with them. Even though the life depicted on screen seems purely
exotic to a foreign viewer, Mongolian cinema is powerful in conveying a sense of
authenticity of the moment, credibility of the plot, and genuineness of everyday
details. Cathartic potential of Mongolian cinema is realized even through the
documentary genre, for example, in films like The Story of the Crying Camel
(directed by D. Byambasuren, 2003). By consolidating society and fostering the
formation of values, cinema encourages reflection on various behavior patterns,
not only external (style, speech, actions) but also internal ones, for example, in
demonstrating certain life principles, facilitating dialogue between generations.
The psychological and even therapeutic impact of Mongolian cinema lies in its
exposure to situations and characters with familiar, relatable problems. Having
found themselves in the position of observers, the spectators are allowed to
rethink their own experiences, better understand what is happening, and find
resources for resolving difficult situations.

Identity is a central theme in Mongolian fiction and documentary movies.
This subject dominated the first years of cinema existence as well as after the
collapse of the USSR. Previously, the emphasis was laid on creating a “regional way
of life,” using the native Mongolian language and showcasing “significant places.”
Today, the issue of identity is revealed in a wide range of common life collisions
that convey profound messages addressed to everyone. It is no coincidence
that, since the 2000s, cultural studies scholars have increasingly spoken
“...Jof] a shift happening in the perception of cinema, a tendency to regard it not
merely as a mirror, language, or view, but as a direct and holistic expression of
a distinctive worldview and its perception, a tool of organizing life-building and
life-creating meanings. This is a fundamentally new approach, different from the
dominant discourse of either Soviet or perestroika cinema, which is linked to an
understanding of cinema as a distinct epistemic system. Films made from these
perspectives, regardless of genre or technical level of execution, allow individuals
to feel implication to a certain generality at the deepest level on the level of
structures and processes of perception” (Yanutsh, 2023, p. 81).

Despite the presence of cinematic masterpieces, Mongolian cinema remains
hardly known to international and Russian audiences. This is by no means
a consequence of its low quality since Mongolians know how to make powerful
and original movies. Main reasons are the lack of information and marketing
blunders: inefficient distribution channels and low demand, largely due to the
small number of movies translated into Russian and other European languages.
ARussian researcher interested in this topic will be surprised to discover that only
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two works are devoted to Mongolian cinema, versus, for example, comprehensively
well-studied Kazakh cinematography. The first article reconstructs the history
of Mongolian cinema, but it was written almost half a century ago (Chernenko,
1978). Another, more recent study reveals the specifics of the formation and
development of Mongolian television (Enkhtsetseg, 2002). In addition, one can
find several compact theses and articles, primarily by Mongolian (Basanbayar,
2025) or Chinese authors (Chen & Cheng, 2014), and a few interviews with directors
in periodicals. Mongolian cinema has received little scholarly attention from the
European and international academic and professional communities. Researchers
interested in this topic will have to rely not on an established discourse but on
the knowledge of nomadic Mongolian cultural specifics, their own analytical and
methodological apparatus, and thoughtful film viewing.

Given the identified gaps and lacunae, our discussion of Mongolian cinema
as an episteme of identity will begin with an outline of its history, focusing on
its dual function. First, it concerns delineating the boundaries of Mongolian
cultural space for the world and for the Mongols themselves. Second, it concerns
imbuing this space with meaning, for it is precisely an episteme that engages one
in ongoing internal dialogue about the past, present, and future of Mongolian
culture, thus producing a unique, unparalleled knowledge of what it means to
be a Mongolian.

AN OUTLINE OF THE MONGOLIAN CINEMA HISTORY

Mongolians’ acquaintance with cinema began in 1913-1914. These years, in
the capital of Niyislel-Khuree (modern-day Ulaanbaatar), the first movies imported
from Russia were shown. Namnansuren, the Prime Minister of Bogd Khanate,
brought them to Mongolia upon his return from St. Petersburg. He organized
the first public screenings of shadow plays, which he initially named the show.
The Mongols immediately fell in love with cinema, and all screenings of films
imported from Russia were sold out. After Baron Roman von Ungern-Sternberg
expelled Chinese troops and officials in 1921, Mongolia gained independence from
the Qing Empire. Three years later, the Great People’s Khural (Parliament) formally
abolished the monarchy, approved the first Constitution, and proclaimed the
creation of the Mongolian People’s Republic (MPR). From that time on, the life of
the state was closely linked with the USSR. The development of national cinema
followed the same pattern. It is good to recollect that Russian influence also gave
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impetus to the development of Chinese cinema. After all, it was “.. .Harbin that
became the birthplace of China’s first professional cinema” (Khisamutdinov &
Bai, 2021).

During the 1920s, numerous Russian specialists arrived in Mongolia, and
avariety of equipment was imported. Initially, movie halls were set at the Russian
Exchange House and the Bogdo Khan Palace, for Jebzun Damba Khutukhta
VIl Bogdo Gegen was a great admirer of innovation and technical advances.
In 1925, the D. Sukhebaatar Club opened, and some traveling film screenings
were also popular. In 1930, the first real cinema called Ard was built in Mongolia,
and soon after, in 1935, the country’s first professional film studio, Mongolkino,
was established (Erdenetuya, 2016, pp. 83-87). Exactly one year later, in 1936,
the first Mongolian documentary titled The 47th Anniversary of the May Day was
filmed. Since then, May 1st has been celebrated in Mongolia as Cinematographers’
Day. Soviet filmmakers guided Mongolians into the world of cinema and shared
their experience through collaborative creative action. In 1936, the first feature
movie, Son of Mongolia, was released. Directed by the renowned Lenfilm director
llya Trauberg, the cast included local actors Shorotyn Tseveen, Dashzevegiin
Ichinkhorloo, Nyamyn Tsegmid, Danzangiin Bat-Ochir, and others. For the first time
in cinematic history, this film demonstrated the life and customs, mentality and
worldview of the Mongols. Its success is confirmed by the fact that the American
Academy of Motion Picture Arts and Sciences included Son of Mongolia in its
top ten foreign films. A highly significant fact, directly related to the topic of our
research, is that this first Mongolian film was based on a renowned heroic epic
embedded with a current political agenda.

Timur Natsagdorj, a prominent figure in silent cinema, shot the first
Mongolian feature film, Norjma’s Path in 1938. He was nicknamed Baga Natsaga,
Little Natsag, to avoid confusion with the famous writer Dashdorjiin Natsagdorj
(1906-1937), one of the founders of modern Mongolian literature. They both
studied in Germany, were friends, and mingled in the same cultural milieu. Upon
their return to Mongolia, they found that Lev B. Schaeffer, an Odessa native who
served as an Advisor on cinematography from 1936 to 1939, actively assisted
the work of their colleagues. Lev Borisovich managed to establish a full-fledged
film production industry in Mongolia. Thanks to his work, within a few years,
Mongolkino was able to produce and present its own movies — Wolf Pack (directed
by T. Natsagdorj, 1939), The First Lesson (directed by T. Natsagdorj, 1940), Incident
on the Border (directed by M. Bold, 1942), and Fearless Patriot (directed by
M. Luvsanjamts, 1942).

During the war, the Soviet-Mongolian films His Name Is Sukhe-Bator
(directed by A. Zakhri and I. Kheifits, 1942) and Steppe Knights (directed by Y. Tarich,
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1945) were released. Starting from 1947, the Mongols also established regular
production of newsreels. Before the advent of television in 1967 (Enkhtsetseg,
2002), these reels were the most advanced mass media outlet with up to two
releases per month. Postwar, Mongolian cinema primarily produced historical
and revolutionary dramas as well as adaptations of classic literature and detective
stories about the fight against smugglers. Comedies, they also shot. Thematically,
films of those years glorified Mongolian-Russian friendship and the successes
of socialist construction while condemning the feudal past. They systematically
created a negative image of the time bygone with its cruel noyons and oppressed
people. These films were intended to legitimize the new government and portray
the revolution as liberation. Within a short period, the characters changed. Soviet
heroes were no longer mighty batyrs and kind lamas but ordinary people: border
guards, doctors, and teachers. In other words, the theme of identity remained
central to cinema, but now it was restructured around the ideas of internationalism,
scientific progress, and the construction of socialism worldwide. At the same time,
Soviet sociocultural engineering deserves credit for demonstrating ethnocultural
specificity of the Mongols, like that of many other peoples, was never prohibited.
On the contrary, folklore was in vogue: folk costumes, songs, dances, and
traditional sports such as wrestling and equestrian competitions continued to
serve as hallmarks of ethnic identity and self-determination. That time, Mongols
were encouraged to define their identity not through religion or traditional tribal
self-organization but through a state-based, socialist Mongolian identity.

The next generation of outstanding Mongolian filmmakers—Dejidiin
Jigjid (cameraman and director), Ravjaagiin Dorjpalam (director), and Begziin
Balzhinnyam (director, cameraman, and screenwriter)—studied at VGIK (the All-
Union State Institute of Cinematography). Soviet specialists not only continued
to train filmmakers but also actively assisted young filmmakers with filming,
sharing equipment and expertise (see Chernenko, 1978). Upon returning from
Moscow to Mongolkino, D. Zhigzhid made such celebrated films as Messenger
of the People (1959), Flood (1966), and Morning (1968). Between 1970 and 1973,
R. Dorjpalam produced the historical-revolutionary saga Transparent Tamir about
two brothers, based on the novel by Chadravalyn Lodoydamba. Another novel by
the same writer narrates the story about a girl Suren, who, after the death of her
parents, took over the family and raised four brothers to become worthy Mongols.
It became the basis for B. Balzhinnyam’s film Five Fingers of One Hand (1983) which
was awarded a diploma at the Moscow International Film Festival.

From the late 1960s to the 1980s, Mongolian cinema experienced a radical
transformation in artistic thinking, cinematographic language, composition, and
direction. The leaders of the new wave artistic creativity in cinema include directors
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Dshamjangijn Buntar, Badrahin Sumkhuu, Gombojav Jigjidsuren, Naidangiin
Nyamdavaa, Badamsuren Nagnaydorj, Jamyansurenghiyin Selengesuren and
Ichinkhorloo Nyamgavaa; cameramen Khaltariin Damdin, Begziin Baljinnyam,
Luuzansharav Sharavdorj, I. Nyamgavaa, Delgeriin Battulga and Geserjavin Mash;
and screenwriters Dorzhiin Garmaa, Choijil Chimid, and others. As early as the
early 1970s, Mongolian filmmakers joined the newly formed Union of Art Workers
of Mongolia. Soon, as a director, K. Damdin began making films about and for
children: Two Classmates (1974), The Smell of the Earth (1978), and Reflections on
the Past (1979). Nyamdavaa also made films for children: The Age of the Chicken
(1977), Shepherd Naidan (1979). A new genre, psychological social dramas, also
began to develop in Mongolia: Meeting (1974, directed by Nyamdava), Wife (1975,
directed by Sumkhu), Human Life (1976, by G. Jigjidsuren), and Long Moonlit
Summer (1987, directed by J. Selengesuren). In these films, themes of identity
remain, but issues of social identity begin giving way to the personal, individual
identities of the characters. The focus shifts to the inner world of an individual with
one’s thoughts, feelings, values, and aspirations.

Democratic changes matured in the society by the 1990s and had an impact
on Mongolian cinema. Particularly, works of B. Baljinnyam and his creative team
contributed substantially to the social changes of that period. Release of the
famous films Manduhai Setsen Khatan (1988) and Under the Power of the Eternal
Blue Sky (1992) strengthened national self-awareness and sparked widespread
interest in ancient history, inspired the creation of study groups on different
topics, in particular, a movement of studying ancient Mongolian script that
eventually made the national script a part of the education institution’s curriculum.
The democratic transformations in Mongolia in the 1990s changed attitudes
toward the historical heroes of Mongolia. B. Baljinnyam’s role as Genghis Khan in
Under the Power of the Eternal Blue Sky (1992) became a symbol of national pride.

The joy of regaining freedom of thought was largely offset by the global
consumerist reboot of all life processes. The country’s main studio, Mongolkino,
practically ceased operating. Cinemas closed. A dark time had arrived for the
film industry. This malaise affected television as well, both due to its underlying
economic causes and the social frustration. A period of directorial silence ensued
largely because the socialist heroes and narratives were discarded, and new
ones were yet to be found. It soon became clear that being a Mongolian meant
reconnecting with one’s authentic essence: nomadic, spiritual, connected to
nature and ancestors.

At this stage of eroding authenticity globalization, cinema as a form of deep
cultural therapy transformed to become a place for music videos, advertising, and
low-budget television content. It took nearly a decade to find new approaches.
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During this period, directors, not without irony, mostly addressed the problems
of the transition period: poverty, unemployment, and identity crisis. Essentially,
cinema became a field of a sensitive yet fruitful search for a new, directed to the
past identity.

CONTEMPORARY CINEMA: IDENTITY IN THE GLOBALIZED WORLD

The gradual stabilization of the economy and the availability of new digital
technologies allowed Mongolian cinema to resurface in a new format. A movie
project began to attract grants and support from international foundations.
Among successful works, there is a poetic story of a nomadic family and a baby
camel, Story of the Crying Camel (directed by Davaa Byambasuren, 2003), filmed in
Germany. It was nominated for an Oscar for Best Documentary Feature and, overall,
marks three recent stages in the development of Mongolian cinema: 1) Mongolian
directors actively participate in various international film festivals in Berlin, Cannes,
Venice, Tokyo, and others, where they receive awards and accolades; 2) New
millennium witnessed the flourishing of Mongolian documentaries, which boldly
explores the traumas of the past and addresses the challenges of the present; 3)
Personal, sometimes even confessional, stories investigating complexity of human
relations in rapidly changing world, have come to the forefront of the Mongolian
cinema. For example, Zolbayar Dorje’s The Story of Us: Uchirtai Gurav (2011)
explores the topic of love and its manifestations in different eras. Among other
outstanding Mongolian films of recent years that have won audience and judges’
awards at international festivals, are: Cuckoo (2020, directed by Jamyansuren
Janchivdorj), based on Valentin Rasputin’s story Deadline; Veins of the World (2021,
directed by Davaa Byambasuren), Aberrance (2022, directed by Batsukh Baatar);
the art-house film Silent City Driver (2024, directed by Janchivdorjiin Sengedorj),
and City of Wind (2023, directed by Purev-Ochir Lkhagvadulam), about a student
shaman who acts as a medium for his ancestral grandfather’s spirit. Of particular
interest are the works of Banzragch Bayar, for example, The Great Heritage of
Nomads (2017). They combine documentary and artistic reconstruction. For the
film Only After My Death (2015), he brought in European and Russian scholars and
actors. The movie tells the story of Baron Roman Fyodorovich Ungern, a prominent
figure of the White Movement in the Far East, revered by the Mongols as Mahakala,
the Protector. In one of Banzragch Bayar’s most recent films, Descendants of the
Huns (2023), the director draws viewers’ attention to the contribution of the Huns
to the culture of modern Mongols and Europeans.
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Contemporary Mongolian cinema is remarkable for its independent, auteur-
driven works. This polylogue offers several key themes and insights into who the
Mongols are today. One such theme highlights the split in self-perception where
the values of nomadism confront the reality of urbanization. Films like Children of
Genghis Khan (2017, directed by Dorjiin Zolbayar) display the poetic yet vanishing
world of nomads living in harmony with nature. These films preserve unique
rituals, family relationships, survival skills, and environmental ethics, for example,
prohibitions on water pollution and waste disposal, for the welfare of future
generations. They construct an identity based on a deep environmental awareness
and the Mongols’ strong connection to their native land and traditions.

Mongols also demonstrate another side of life in their works. Such movies
as | Want to Be a Bear (2023, directed by Puurev Zoljargal) reveal the dramatic
vicissitudes of former nomads who traded the freedom of wandering for a city
existence. They depict the unsightly sides of urban realities: alcoholism, domestic
violence, child abuse, and a deteriorating environment. Another painful and
therefore frequently encountered theme in auteur cinematic reflection is the
conflict between tradition and modernity. In the distinctive style of Mongolian
directors, this conflict shifts to the realm of the protagonist’s intense inner choice.
For example, The Cave of the Yellow Dog (2005, B. Davaa) is a very atmospheric,
meditative, and documentary-like depiction of nomadic life. It convincingly
features the Tengri verse: “We love you, eternal blue Sky!” (see: Ulanov, 2022),
and conveys a grandmother’s wise explanations to a little girl regarding the
law of karma, our past and future births. In the interpersonal dialogue between
the characters, the filmmakers reveal the connection between generations and
familial, intimate forms of knowledge transfer: “Take a needle, my child, and strew
some rice grains on its tip... well, how many are left there? It’s just as difficult as
to find a human life...” Or the episode when the mother says to her daughter:
“Open your palm, and now try to bite it... Can’t you? Likewise, you can’t always
have what’s right next to you.” Mongolian films are pleasantly surprising in their
ability to foster a confidential dialogue between representatives of different
generations. The level of independence displayed by children growing up in
nomadic communities, which the city dwellers cannot reach, the unique ways in
which the Buddhist dharma is transmitted, based on the ideas of upaya (method)
and prajna (wisdom), are captivating. These teachings combine “altruistic methods
of spiritual development with holistic understanding of existence” (Erendzhenova
et al., 2025, p. 219). Another distinctive feature of contemporary Mongolian films
is that they do not offer ready-made answers. They guide the viewer through the
characters’ internal conflicts. They demonstrate identity not as a given value but as
a daily moral choice, and encourage viewers to attune themselves, to self-reflect,
and to exercise independence in choosing goals and defining values.
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Mongolian cinema is certainly a favorite among those who appreciate
ethnic films. Local directors with their deep knowledge of the subject capture
important details of Buddhist rituals, shamanic practices, yurt etiquette, traditional
clothing and jewelry, and cooking techniques. These traditions are still alive,
not reconstructed. We hear traditional overtone singing in films: khoomei, sygyt,
kyrgyra, and drawn-out urtyn duu (Sukhbaatar, 2024). Often, itis not just a through-
line melody but a crucial element of the narrative, as in the film Two Horses of
Genghis Khan (2024, directed by Davaagiin Byambasuren). In it, a singer from
Inner Mongolia travels to Outer Mongolia to restore a lost song about Genghis
Khan’s two horses. Her contacts with locals in search of who preserved what
and which parts are lost are in themselves quite fascinating. Nevertheless, the
focus of the intercultural communication here is the music, which permeates “...
all spheres of Mongol life, including festivals, special occasions, religious rites,
and feasts. Through music, one can discern the philosophy of life and customs
of the Mongolian people and clearly trace their historical path through unique
cultural traditions and worldview” (Sukhbaatar, 2024, p. 125). In the episodes of
Two Horses of Genghis Khan, we see the hero chopping down a fir tree along with
prayer and milk offering; herds still grazing amid the development of new mines.
We hear a story about the Conservatory, a regret that cultural differences in China
are disappearing. We see a farmer becoming an artist; people digging through
mountains of garbage to survive. Most importantly, we witness the heroine’s
endless dialogue with her deceased grandma returning to the same question:

“If the old must be destroyed for the new to emerge, is this loss justified?” Thus,
through dialogue, visuals, and sound, cinema actualizes and preserves cultural
codes. It reminds Mongols, wherever they live, of the richness of their cultural
heritage, making it aesthetically appealing, relevant, and meaningful.

BURYAT, KALMYK, MONGOLIAN, AND CHINESE CINEMA

In studying cinema as a marker and episteme of the Mongolian peoples’
identity, one has to distinguish the differences in its development among the
Mongols of the north and south, west and east, since they found themselves in
different political and social conditions. Comparative analysis allows us to see
that the history of Mongolian cinema is made up of several parallel trajectories
where common cultural roots have produced different shoots and fruits. While
Mongolian cinema was a tool for building the nation, the fate of national cinema
was different for the Mongols living within the large neighboring states of Russia
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and China. There, it became an instrument for search and expression of cultural
identity in the context of the different cultural dominance. It is clear through
examining four most representative Mongolian regions: Mongolia itself, Buryatia
and Kalmykia within the Russian Federation, and Inner Mongolia of the People’s
Republic of China.

The preceding analysis shows that the development of cinema in the
Mongolian People’s Republic was essentially an offspring of modern technological
art brought from the USSR, a portion of German influence included. The first films
of the 1930s were made with the direct participation of Soviet specialists and
bore the imprint of socialist realism. At the same time, Mongolian filmmakers
faced a crucial task: to consolidate the nation, create a new patriotic myth, and
reinterpret the great past in a contemporary spirit. This is why the golden age of
Mongolian cinema consists of large-scale historical epics about Genghis Khan
and his successors, or heroic dramas about revolution and the construction of
a new society. Overall, the aesthetic of Mongolian cinema is that of a steppe epic.
Mongolian cinematographers adore endless landscapes; nomadic life in their
films serves as a symbol of national identity. Even in the ideological films of the
Soviet period, the people’s deep, archaic connection to the Earth and Sky emerged
through the socialist narrative, thus representing a precise, distinctive mark of
their artistic language.

Unlike Mongolian cinema, Buryat and Kalmyk cinema developed from the
very beginning not so much as a national phenomenon but as a regional one,
within the vast and diverse culture of the USSR and then multinational Russia. This
determined their greater intimacy and focus on domestic and social issues rather
than national ones. Buryat cinema traces its origins to 1929, when V. Pudovkin’s
group arrived in Ulan-Ude, then Verkhneudinsk, to film scenes for Descendant
of Genghis Khan, aka Storm over Asia. The first Buryat film actor, V. Inkizhinov,
whose career as a film director had already taken shape in France, formulated
a message to future directors that would largely determine the development of
national theater and cinema. He called on Buryats to “...address to the richest
expressive layer of folk art—the chants and performances of uligers, shamanic
chants, Buddhist art, folk humor, and speech” (Inkizhinov, 1929, pp. 51-52). This
call was largely heeded. The first professional Buryat filmmakers to graduate from
VGIK—director Arya Dashiev (who worked primarily at Mosfilm), Alexander Itygilov
(who settled in Kyiv at the Dovzhenko Film Studio), and Baras Khalzanov (at the
Sverdlovsk Film Studio)—made deeply moving films about their homeland. Their
works are still part of Russian TV channels’ programs: Cry of Silence (directed by
A. Dashiev, 1981), This Bitter Juniper (directed by B. Khalzanov, 1985). Modern
filmmakers also follow Inkizhinov’s example, such as Bair Dyshenov, who made

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 27 THE ART AND SCIENCE OF TELEVISION



a film based on the Buryat Buddhist parable Mother’s Order (2011). It displays
a distinctive feature of the artistic language of Buryatia’s cinema, unique magical
realism. Local directors, seamlessly weaving elements of folklore, shamanism, and
Buddhism into the fabric of modern plots, bring ancient legends to life.

Kalmykia’s cinema also has a long history. It began in the 1920s and 1930s
with the famous films Ochir (directed by A. Amur-Sanan, starring Zula Nokhashiyev,
1933) and Young Republic (1936). However, the development of Kalmyk cinema
was brutally interrupted for a long period. The next films dedicated to Kalmykia
and the life of the Kalmyk people appeared only half a century later: Amulanga
(directed by L. Yasenitsky, script by O. Mandzhiev, 1987), Fortune Telling by Sheep
Shoulder Bone (directed by Ada Neretnietse, script by O. Mandzhiev, 1988), and
To Return Eternally (directed by S. Martyanov, 1993). Like the life of the Kalmyksin
general, the development of Kalmyk cinema was shattered by a terrible historical
wound—the deportation of the people from 1943 to 1957. This experience of
forced uprooting, the loss of their native land, and the long journey back left an
indelible imprint on Kalmyk art and humanitarian discourse. Kalmyk films are
not about sweeping epic canvases but about the inner world of a person trying
to remember who they are. The focus shifts from national heroism to personal
memory to an existential quest. Buddhism here serves as the primary means of
restoring a lost cultural identity, not as a folklore element. E. Manzheeva made an
outstanding contribution in the latest phase of Kalmyk cinema development. She
graduated from the St. Petersburg State Institute of Film and Television, and as
a director and screenwriter filmed Holiday (2007), Alien. Steppe (2008), A Woman
Inside Like the Steppe (2009), The Seagulls (2015), Heavenly Camel (directed by
Y. Feting, script by Elzyata Mandzhieva, 2015), Tachal (2017), Geshe Wangyal
(2022), and White Road (2023) (see: Kuvshinova, 2015). Her arthouse creations
won awards at numerous international film festivals. Republic of Kalmykia lacks its
own film studio, so the national cinema has been reborn today as a production of
enthusiasts and auteur-driven expressions, making it particularly valuable, honest,
and, perhaps, the most reflective.

Cinema produced by Mongolians within China has developed a unique
path. While Buryats and Kalmyks in Russia enjoy unlimited space for ethnocultural
reflection and criticism, the Inner Mongolian cinema is, first and foremost, an
instrument of the state’s national and cultural policy. Genghis Khan is a favorite
hero in epic films and TV series here. The Chinese are known to love historical
and spectacular cinema. As for films on Mongolian themes, their main goal is to
demonstrate the harmonious integration of the Mongols into the unified Chinese
family of nations. Research shows that in China, cinema is a tool of cultural
diplomacy and soft power (Maksim, 2023, p. 63). For that reason, Chinese cinema
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avoids sharp edges, conflicts, and topics related to separatism or any other form
of inappropriate self-expression. The aesthetic of this type may be described as
conflict-free pastoralism. Examples include the comedy drama Mongolian Ping-
Pong (directed by Ning Hao, 2005), a well-known movie to Russian audiences.
In such production, Mongolian culture is presented as a safe, slightly backward
yet charming element of China’s diverse landscape, an attractive destination for
domestic tourism. This is also the case with the popular television miniseries
My Altai (2024), where viewers are entertained with incredibly beautiful, almost
postcard-perfect views of the steppes, well-kept yurts, colorful folk costumes, wise
elders, and hospitable residents. This movie bears a dramatic plot, but it is not
overwrought. When discussing identity, the creators offer an ideologically nuanced
version, primarily aimed at the Chinese audience. Overall, a comparative analysis
reveals that common roots of Mongolian culture, embedded in different political
contexts, have given rise to four distinctive cinematic phenomena, demonstrating
once again that cinema is not just entertainment but a complex and sensitive
organism that absorbs the historical destinies of its creators and illuminates
various issues of identity (Wang, 2009, pp. 118-124).

CONCLUSION

Mongolian cinema has evolved from a visual spectacle to a fully-fledged
art form with its own unique style and language of expression. Inspired by
Russian cinema, it has found its own distinctive voice in profound psychological
dramas. Having endured the severe crisis of changing ideological systems and
the cessation of funding in the 1990s, it managed to regenerate. Now it tells the
world deeply personal and yet profoundly universal stories rooted in the great and
complex culture of a nomadic people standing at the crossroads of eras amidst
shifting epistemes. Mongolian movies are slow and meditative. They feature
drawn-out songs and leisurely dialogues accompanied by sounds of the wind
and crackling campfire, employ vivid pauses and moments of eloquent silence. It
gives the viewer time to experience and comprehend what they are seeing. These
features pervade the Mongolian stylistics of cinematic narrative, imbued with
profound codes of Mongolian aesthetics (Alekseev-Apraksin, 2022, pp. 99-110).
As for the differences and specificity of identity markers, cinema in the Mongolian
People’s Republic obviously serves primarily to affirm the nation’s distinctiveness
through epic history, the key marker here being the nomadic ethos. Buryat cinema
seeks a path through the synthesis of magic, everyday life, and reality, the key
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marker of identity here being a special Buryat cosmism. Kalmyk cinema aims to
heal collective trauma through dialogue between generations and existential
quest, while the cinema of Inner Mongolia creates an idyllic image of life for
nomadic peoples within Greater China.

Overall, contemporary Mongolian cinema is undertaking the complex task
of revising the past and reassembling identity. Taking elements of the past culture
(nomadic traditions, epic poetry, Genghis Khan, religious roots), it confronts them
with the challenges of the present (urbanization, globalization, corruption, deviant
behavior), and invites the viewer to reflect with the author on what heritage should
be reclaimed or discarded, thus acting as the episteme of national identity.

BBEAEHUE

KnHemaTorpad — 3TO He TONbKO «3epKaso UAEHTUYHOCTU», KOTopoe
yMeeT OTpaxaTb BHELWHMe ¥ BHYTPEHHME NPOLECCh CaMOONpeaeneHmns 1 ca-
MopedepeHUMn. KNHO aKTUBHO y4acTBYeT B GOPMUPOBAHUN HALMOHANbHO
MAEHTUYHOCTU KaK anucTemmyeckas cuctema. OHO MPOU3BOAUT YHUKANbHOE
aMoUMOHanbHoe 3HaHKe. Obnapaet 0cobbiM HABOPOM MHCTPYMEHTOB /151 KOH-
CTPYMPOBaAHNS CMbICNOB. S1BNsieTCs (hOPMO 06Pa3HOIO MbILLNEHUS 1 CAYKUT
apXMBOM BW3YanbHOTO U KyJbTYPHOrO OnbiTa. KMHO, pasymeeTcs, He 3aMeHseT
Hay4Hoe nnu rnocodCcKoe No3HaHvie, HO AOMONHAET ero, AaBast AOCTYM K TeM
CNOsIM PeanbHOCTU 1 YeNOBEYECKOro OMbiTa, KOTOPbIe HEAOCTYMHbI APYrM CU-
ctemaM. OHO NMO3BOASET HE TOMBbKO MOHATH MUP, HO U YBUAETh, MOYYBCTBOBATh
€ro. 3a CBOIO MCTOPWIIO 3TO CaMOe TEXHONOMVYHOE U B TO XKe BPEMS CaMoe AOCTyM-
HOEe VI MacCOBOE M3 UCKYCCTB BblpaboTano HemMano MexaHW3MOB BO3/ENCTBUS
Ha ayauTOpMio B 0603HAYEHHbIX BbllIE MOLYCaX.

CoBpemMeHHble aBTopCKMe huribMbl, @ 3TO O[IHO 13 Hanbonee ycnewHsix
HanpaBieHWit Pa3BUTUS MOHIONBCKOIO KuHeMaTorpada, CTUMYNPYIOT Kpu-
TUYECKOe MbILINEHVE, 3aCTaBsAs COOTEYECTBEHHMKOB 3a/lyMaThCs O BaXHbIX
Bellax, MHOTMe 13 KOTOPbIX He N1eXaT Ha NOBEPXHOCTU. K KOrHUTUBHOMY BAMS-
HWIO MOHTO/IbCKOTO KUHO CTOUT OTHECTY (hOPMUPOBAHYIE Y LIMPOKOW ayanTopun
MHTEpeca K CBOeN KOYEBOW UCTOPUM, STHUYECKUM Tpaauuusm, Mudonoriu,
PENUTMO3HOMY CO3HAHWIO. HET COMHEHUI B TOM, 4TO MOHIO/IbCKOE KMHO MHO-
rne AecaTUNeTUs aKTVBHO UCMONb30BaN0OCh M Kak HAaCTPOMLLMK, U KaK AVPUKep
obujecTBa. ITOT pecypc Bcera ObiN Ha BOOPYKEHNW Y MAEOIOMOB B COBETCKMN
nepvoa, ONMUPaoLMXCS Ha NIEHUHCKOE YTBEPHAEHNE: «13 BCeX MCKYCCTB A5 Hac
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BaXHEWLINM SBASAETCS KMHO» (/leHnH, 1970, ¢. 579). TeMbl, CHOXETbI PUNBMOB MOH-
FONTbCKIX PEXKMCCEPOB MEHSANINCH CO BPEMEHEM, OTPaXast CKPbITbIE 1 MYOMHHbIE
CTPYKTYPbI MbILLAEHVIS 1 DOPMUPYS HAAbIHAVBUAYANbHbIA NOPSAOK BOCMPUATAS
1 TPAKTOBKM peanbHOCTH. 10 yTBepxaeH o M. DyKo, B KyNbType B KOHKPETHbI
NCTOPUYECKMIA MOMEHT «BCEIa UMEETCS NIWLLb OAHA 3NUCMEMA, ONPeaensioLLas
YCNOBMS BO3MOXHOCTM Nt06OT0 3HaHWS, MPOSIBASETCS /1M OHO B TEOPUM U/ He-
3pVIMO MPUCYTCTBYET B NpakTuke» (Pyko, 1977, ¢. 195). OHa hopMumpyeT ycrnoBus
CYLIECTBOBAHMWS MCTOPUYECKMX DOPM 3HAHMS U KY/bTYPSbI.

B rofibl BOOAYWEBNEHNS MOHIONaMIU COBETCKMM MUPOBO33peHneM KUHO
YNPOWAN0 peanbHOCTb 10 1erko BOCNPUHUMAEMbIX MOCAaHWUIA 1 CO3AaHNs Kvile
(penunrns — nnoxo, Apy6a HapoaoB — XOPOLWO, Fepou — NPOCTbIe MOAN U T. f.).
dopMurpyemMble Ha IKpaHax CTepeoTbl PACNPOCTPaHSAVCh NOTOM W Ha pearb-
HYI0 XKM3Hb MOHTO/0B, MHTEPNPETALMIO CBOEIN MCTOPUM 1 MOLEPHU3MPYIOWNIACS
6bIT. Bripoyem, 1 Toraa, vi cerofHst KuHematorpaductsl MOHronuu ymyapsimch
BOB/IEYb 3PUTENS B OCMbICTIEHMNE KMU3HEHHBIX 3K3UCTEHUMANO0B, B MeTadu3NKy
€B060O/bl, OAMHOYECTBA, CMEPTU, CTPaxa, NPeAaHHOCTY, N1100BM, MOKOS 1 MPOYMX
HaNONHSIOLLYX CMbICTIAMU HU3HEHHbIX OCHOBaHWI 1 CNOCOBOB YeN0BEeYeCKOro
CyLLeCTBOBaHMs. MoAHNMAs CErofHs aKTyanbHble COLVAnbHbIE U BaXHbIE Kysb-
TypHble Npobnembl (CNpaBeannBOCTb, KyN6TYpHas NaMsaTh, NCUXON0OrMYecKkoe
paBHOBEeCKE, 3KONOMS), KUHeMaTorpaducTbl MOHTrOAMK NPOACIHKAOT PopMU-
poBaTb 06LeCTBEHHOE MHEHMe O cebe, B TOM YiC/Ie 1 3a Npefenamm CTpaHsbl.

CnenyeT OTMETUTb, YTO CHATOE MOHIONaMU KMHO 06M13a1aeT CUMbHbLIM 3MO-
LMOHabHbIM BO3[EMNCTBMEM, BE[lb 3TO BCErAA MCTOPMM NPO Ntofaei. OHO 3acTaB-
NSIeT CONEepPexnBaTh reposimM, UCMbITbIBATb K HM YyBCTBO 3MNATUM: PafoBaThHCs
1 NevannTbCs BMECTE C HUMW. VI faxe eciv MoKa3biBaeMast Ha SKpaHe XW3Hb A/
MHOCTPAHHOIO 3pUTENS — 3TO CM/OLWHAS 3K30TMKA, MOHTO/TbCKOE KMHO OKa3blBa-
€TCs CUAbHbIM B Nepefaye oLy EeHNA NOAIMHHOCTM MOMEHTA, OCTOBEPHOCTH
CIOXKETa, ayTEHTUYHOCTY ObITOBbLIX eTanei. Katapcuyecknii noTeHuUmnan MoH-
FONIbCKOTO KNHO peannayeTcs faxe B AOKYMeHTanbHOM XaHpe, HanpuMep, B Ta-
Kunx hunbmax, Kak «/ictopusa nnavyulero sepontofa» (2003, pex. [1. bambacypaH).
KoHconuanpys obuiecTBo 1 cnocobcTBys (DOPMUPOBaHWIO LIEHHOCTEW, OHO NpY-
3bIBAET K OCMbICTIEHWNIO Pa3HbIX MOeNel NOBEAEHNS], HE TOMBKO BHELLHWX (CTW/b,
MaHepa peyn, NoCTYMNKM), HO 1 BHYTPEHHUX, Hanpumep, B 1eMOHCTPaLM TEX UK
NHBIX XXWU3HEHHbIX MPUHLMMNOB, CNOCOOCTBYS OCYLIECTBAEHMIO inanora noKose-
HWIA. T1CMXONOrMYECKOE 1 iaXe TepaneBTUYECKOe BUSHNE MOHTOIbCKOO KUHO
3aK/1H04aETCs B 1eMOHCTPALVIN 3pUTENSM CUTYaLMIA 1 MePCOHaXer C NOHATHbIMY,
MOXOXMMY NpobaeMamu, U OHW, OKa3biBasiCb B CUTyaLMM HabaoaaTens, nony-
4atoT BO3MOXHOCTb MNEPEOCMbIC/INTL CBOM COBCTBEHHbIE NMePEXMBaHYIS, Nydlle
MOHSATb, YTO MPOUCXOANT, HANTV PECYPChI 151 PELLEHMS CIIOKHbBIX CUTYaLUIA.
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/IAeHTUYHOCTb — 3TO AeNCTBUTENBHO OAHA U3 LeHTPasbHbIX TeM B XyA0-
XKECTBEHHbIX U [OKYMEHTaNbHbIX paboTax MOHTOM0B. Tema 3Ta JOMMHMPOBana
11 BO BpemMeHa poxaeHus KnuHematorpada, v nocne pacnaga CCCP. V1 ecnm paHblie
ynop fenancs Ha cosganue «0bpasa }u3Hu pervioHar, MCnonb3oBaHve POAHOro
MOHrOMaM S3blKa 1 AEMOHCTPALMIO «3HAYMMbIX MECT», TO CerofHs npobnema
MAEHTUYHOCTY PACKPLIBAETCS B LUMPOKOM AMana3oHe YHUBEePCabHbIX XKU3HEH-
HbIX KONNM3KWIA 1 FyBOKMX NOCNaHWI, 0BpaLleHHbIX K KaxaoMy. HecnyvaiHo,
HaurHas ¢ 2000-, KyNbTYpONOr BCe Yalle roBOPsT «06 M3MEHEHMW BOCNpus-
TUS KUHO 1 O BbIpaboTKe OTHOLLIEHWS K HEMY He TObKO KaK K “3epkany”, “a3blky”,
“B3rnsay’, a Kak K HeMocpeaCTBeHHOMY U LIeNIOCTHOMY BbIPAXEHMI0 CaMOBbITHOO
MUPOBO33PEHYs U MUPOBOCMPUATUS, CPEACTBY YNOPSA0YMBAHNS XKNUIHECTPO-
MTENBHbIX U XKM3HETBOPYECKMX CMBICIOB. 3TO MPUHLMMIMANbHO HOBbIM NOAXOA,
He CBOWMCTBEHHbIV AOMUHMPOBABLUEMY IMCKYPCY HY COBETCKOTO, HU MepecTpoey-
HOIO KUHO, U CBA3aHHbIM C MOHNUMAHMEM KMHO KaK 0CODOM 3MMCTEMMYECKON
cncTembl. PUAbMbI, CHATBIE C YKa3aHHbIX MO3WLUMIA, HE3aBUCUMO OT KaHpa 1 Tex-
HMYECKOro YPOBHS peanw3aluu, No3BoNsioT OTAENbHbIM CYGbeKTaM KynbTypbl
MOYYBCTBOBATb CBOO NMPUHAANEXHOCTb K ONpeaeneHHOMY LieloMy Ha CaMOM y-
HOKOM YPOBHE — YPOBHE CTPYKTYP 1 MPOLECCOB BOCMPUATUS» (AHYTLW, 2023, C. 81).

HecMoTps Ha Hanuyme KuHemaTorpaduyecKkrx WeaeBpoB, MeXayHapos-
HOW ¥ pOCCUIACKOM NMyBANKe MOHIONbCKUIA KnHeMaTorpad M3BecTeH KpanHe
Mano. 3TO OTHIOb He SABNSEeTCS CIEACTBMEM €r0 HU3KOro KavyecTsa (MOHTIoMbl
YMEIOT CHVIMaTh CU/bHOE 1 CamMobbITHOE KNHO). OCHOBHbIE NMPUUKHbI, BEPOSTHO,
B OTCYTCTBUM MHMOPMALMN 1 NOTUKE pbiHKA: HE3MdEKTUBHO paboTatollvx Ka-
Hanax AMCTpUOYLMM 1 HU3KOM CMPOCe, BO MHOTOM BbI3BaHHOM MafbiM Kosnye-
CTBOM MepeBefieHHbIX Ha PYCCKUI 1 Aipyrne eBponenckme s3siku hrnbMoB. 3a-
NHTEPeCcOBaBLINIACS 3TON TEMOW OTEYECTBEHHbIN MCCNeaoBaTeNb C yAUBAEHNEM
0OHapYKWT, 4TO B OT/IMYWME OT, HanpuMep, BCECTOPOHHE V3y4eHHOT0 Ka3axcKoro
KMHO, MOHTONBbCKOMY KHeMaTorpady NoCcBsLLeHbl TONbKO ABe paboTsl. B nepsol
PEKOHCTPYMPYeTCs NCTOPUS MOHTONBCKOIO KuHematorpada, Ho HanvcaHa oHa
noyTn nongeka Hasap (HepHeHko, 1978). [ipyroe, bonee ceexxee nccnenoBaHme
packpbiBaeT cneunduriky GoOpMUPOBaHUS 1 Pa3BUTHS MOHTONBCKOIO TeneBuaie-
HUA (SHxuU3LAr, 2002). Kpome 3Toro, 0bHapy»KMBaeTCs HECKONBKO KOMMaKTHbIX
TE31COB 1 CTaTen, NpenmyLIeCTBEHHO MOHIONbCKOTO (Basanbayar, 2025) unwu
KuTalickoro aBTopcTaa (Chen & Cheng, 2014) 1 HECKONBKO MHTEPBbLIO C pexmncce-
pamu B neprogmre. 0beneHo NCCnefoBaTeNbCkUM BHUMaHUeM KMHO MoHronmm
€BPOMNENCKUM 1 B LIENOM MEXAYHAPOAHBIM akageMnyeckrm 1 npoheccnoHans-
HbIM CcoobUeCTBOM. ViccnenoBaTento, 3aMHTepecoBaBLIEMYCS aHHON TeMOM,
NPUAETCS MONaraThCsl He Ha CNOKUBLIMIACS AVCKYPC, HO Ha 3HaHMe KybTYPHO
cneundrKy KOYeBOW MOHIONBCKOW KyNbTypPbl, COOCTBEHHbBIN aHaNNTUYECKII
1 METOA0NOMMYECKMIA annapaT v BAyMYMBbIA NPOCMOTP GUABMOB.
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B CBSA31 C BbisiBEHHbIM Hanuymem Npobenos 1 NaKyH Hall Pa3roBop O MOH-
FONIbCKOM KuHemaTorpade Kak anucteMe MAeHTUYHOCTU Mbl HauHeM C ouep-
Ka ero uctopuu, obpallas BHUMaHue Ha ABOWHYIO MYHKLUMIO KnHeMaTorpada.
B nepBOM Criydae peyb NoiaeT O MapKUPOBKe rPaHuLL MOHTONBCKOMO Ky/bTyp-
HOrO NPOCTPAHCTBA 1S MMPA U CaMVIX MOHTO/OB; BO BTOPOM — O HamnosHeHWUn
3TOr0 NPOCTPAHCTBA CMbIC/IOM, BEflb MEHHO B KA4eCTBe 3M1CTEeMbI, OHO BEAET
HenpeKpallatoLMincs BHYTPEHHWI AMaAnor O NPOLWNIOM, HacTosLeM 1 byayLiem
MOHTONBbCKON Ky/bTYPbl, MPOU3BOAS YHUKANbHOE, HY Ha YTO HEe NoX0oXee 3HaHue
0 TOM, 4TO 3HAUYUT BbITb MOHTOMIOM.

OqepK NCTOPUN MOHTO/TIbCKOIro KUHO

3HAKOMCTBO MOHIONOB C KnHeMaTorpadom Havanoch B 1913-1914 roaax.
Torpa B cToNMLe rocyaapcTsa Huincnan-Xypaat (coBp. Ynax batop) BnepBsbie
611 NOKa3aHbl NpYBE3eHHble U3 Poccuy KMHoNeHTbI. locTaBun ux B MoHronuo
BO3BpaTMBLINIiCA 13 CaHKT-lNeTepbypra raBa NpasuTenscTBa borno-xaHcKom
MoHronuu Tyrc-OumpbiH HaMHaHcypaH. OH ke No npubbiTHo opraHun3oBan
nepBble Ny6ANYHbIE AEMOHCTPaLMK «UTPbl TEHEN» (C ero noaayv B MOHronmm no-
Havany pacnpocTpaHmIOCh MMEHHO 3TO Ha3BaHKe). MOHrofbl cpasy NoMobuIn
KWMHO, V1 BCe MOKa3bl MPUBO3UMbIX 13 POCCMM NEHT NPOXOAUAN NPU HeMpeMeH-
HbIX aHwWnarax. lfocne n3rHaHws KUTaNCKUX BOMCK 1 YAHOBHUKOB HapoHOM P.®.
oH YHrepHom-UITepHbeprom B 1921 rogy MoHronmns obpena He3aBUCKMMOCTb
oT umnepuwu LMK, v Tpu ropa cnycTs Bennkmin HapoaHbIiA Xypan 3akoHogaTenb-
HO YNpasAHUA MOHapXWo, BNepBble yTBepana KOHCTUTYLMIO U MPOBO3racu
co3paHune MoHronbckon HapoaHo Pecnybnukim (MHP). C 3Toro BpemeHu xmn3Hb
rocyaapcTBa OKa3anach TecHelnM obpasom ceszaHa ¢ CCCP. B nonHol mepe
3TO OTPA3UNOCh U B pa3BUTUM HaLMOHaNbHOro KnHemaTtorpada. OTMeTUM, YTo
pyccKoe BAMsHME Aano TONYOK Pa3BUTMIO U KMTANCKOro KnHemaTtorpada. Begb
MMEHHO XapbuH «CTan poanHOI NepBoro NpoheccnoHanbHoro KnHematorpada
KuTas» (XvucamytamnHos, bai, 2021).

B 1920-x B MOHronwmto nprexano HeMano POCCUIMCKIX CNeLmancToB 1 6bino
BBE3€HO pa3HoobpasHoe KnHoobopyaoBaHue. [oHavany GuabMsl moKasbiBanu
B [lome pycckoi 6upxm 1 8o [lBopLie borao-xaHa (6naro [prkeb3yH-gamba-xyTyxTa

! ByKB. NepeBOf, C MOHIObCKOrO — CTONULA-MOHACTbIPb; B 3TOM CTapOM Ha3BaHWM 3BY4UT
OTCbINIKa K UCTOPUY CO3AaHVs ropoaa, bbiBluero ¢ koHua XVIl Beka KoueBoii pesvaeHUyven nep-
BOr0O MOHIO/IbCKOrO borno-raraHa [3aHabaasapa.
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Borpo-raraH VIl 6bin 6onbwrM N06UTENEM HOBLIECTB U TEXHUYECKUX JOCTUKE-
Huit). B 1925 roay oTkpbinu kny6 um. [1. CyxabaTopa, nonynspeH bbin 1 nepe-
ABWKHOM noka3. B 1930 roay B MoHronvm 6611 NOCTPOEH NepBbIA HACTOALLNIA
KnHoTeaTp «Apfl», a BCkope, B 1935 rofly, B CTpaHe nosiBunack nepeas npodeccu-
OHafbHas KMHOCTYAMS «<MOHTONKUHO» (IpasHeTysa, 2016. . 83-87). POBHO Yepe3
ron, B 1936 roay, 6bi1 CHAT NepBbI MOHIONBCKWI JOKYMEHTaNbHbINA hUNbM «47-5
rogoslumHa lepsomMasg», u c Tex nop 1 maa otmevaercd B MOHronmm Kak eHb K-
HemaTorpacuctoB. CoBeTCKMe KHeMaTorpaduCTbl CTanu MasHbIMY MPOBOAHM-
KaMy MOHION0B B MVP KUHO. CBOV OMbIT OHYV MepefaBanit B PEXVIME COBMECTHOTO
TBOPYECKOro AeMCTBMSA. B 1936 roay Bbilen NepPBbIA XyAOKECTBEHHbIN hUIbM
«CbIH MOHIONWIY, PEXINCCEPOM KOTOPOTO Bbifl M3BECTHbIN NEHMUNbMOBCKUI Ma-
cTep Vinbst Tpaybepr, Ho akTepsbl yxxe bbinn MecTHble: LLIopooTbiH LI3B33H, [lali33ea-
rMiAH M4nHxopnoo, HambiH Lsrmua, aH3anruiid bat-Ounp v ap. B atom dhrnbme
BMepBble B UCTOPUN KMHeMaTorpada Halnu OTPaxKeHne XK3Hb 1 ObIT, MeHTanu-
TeT, MMPOBO33peHYie MOHTONO0B. Ero ycrex KOCBEHHO MOATBEPXKAAETCS TEM, HTO
AmMepuKaHCKas akageMns KuHematorpaducToB BrAtoYMna hunbM «CoiH MoHro-
NNW» B AECATKY NY4LLNX 3apyOexHbIX PrabMoB. BecbMa nokasaTenbHbIM hakToM,
HenocpeacTBeHHO CBA3aHHbIM C TEMOW Hallero McCnefoBaHus, MOXXHO CHMTaTb
TO, YTO yKe MepBast KWHOPaboTa MOHTONOB ONMpanach Ha 3HaKOMbI BCEM repo-
NYeCKMI 3N0C, B KOTOPbIN BbiNa BCTPOEHa aKTyanbHas NOANTMYECKas NMOoBeCTKa.

[epBblii MOHIONBCKNIA XYAOKECTBEHHbIV MUbM «[yTb HOPXKMbI» CHAN
B 1938 roay pexuccep Tumyp Hauaraopx. ITOT SpKUii NpeacTaBUTeNb «HEMOTO
K1HO» yumncs B lfepmarun. Ero Hassianu bara Hauara — «ManeHbknii Haaraar,
4TOObI He MyTaTb CO 3HaMeHUTbIM NucaTenemM [awaopmKuniitHoM Hauargopxem
(1906-1937), 0AHNM 13 OCHOBOMONOXHWKOB COBPEMEHHOW NUTEPaTypbl MOHIO-
nnu. OHW 0ba yunnnce B fepmMaHmn, ApYyXMUnv 1 Bpallanunchb B OAHOW KynbTYPHOM
cpepe. PaboTe MOHIONbCKIMX KoMer No BO3BpaLleHyto B MOHTONMI0 akTVBHO Mo-
moran opeccut /e Weddep (c 1936 no 1939 roabl paboTan COBETHUKOM MO Op-
raHu3aunu kuHematorpada). /1bBy boprcoBuiy yaanocs HanaauTs B MOHIonmm
NONHOLUEHHOe KMHOMPOU3BOACTBO. bnarogaps aToMy B Te4eHne HEeCKONbKUX
net MOHIOKMHO CMOT/IO CHATL W MPEANOXKNTL 3pUTENto COBCTBEHHbIE (DUbMBbI:
«Bonubs ctas» (1939, pex. T. Hauargopx), «Mepsblii ypok» (1940, pexx. T. Hauar-
aopx,), «<Cnydain Ha rpaHuue» (1942, pex. M. bonp), «beccTpallHbli NaTproT»
(1942, pex. M. JlyBcarxamLl).

Bo BpeMsi BOWMHbI Ha 3KpaHbl BbILLINM COBETCKO-MOHTONbCKME hbMbl «ETrO
30ByT Cyxa-batop» (1942, pex. A. 3apxu, V1. Xeliduu), a Takke «CTenHble BUTA3M»
(1945, pex. t0. Tapuy 1 T. Xypna). OTMeTMM, 4TO € 1947 rofia MOHTO/bI Hanaaunm
1 PErynspHbliA BbINYCK KUHOXYPHAOB: 10 NOsIBAEHWS TenesnaenHus B 1967 roay
(3HxuaW3r, 2002) 3T0 bBINO CaMOe NepeioBOe CPeACTBO MAacCOBOM MHMOPMaLnK,
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KONMYECTBO BbIMYCKOB OXOAM0 [0 ABYX KMHOXYPHANOB B MeCsiL. B NoCneBoeH-
Hble rofibl B MOHTONbCKOM KMHemaTorpacde Co3aaBanicb B OCHOBHOM UCTOpUYe-
CKMe U peBONOLMOHHbIE ApaMbl, AETEKTUBbLI PO 60PbOY C KOHTPabaHAMCTaMK,
3KpaHM3MPOBanach Knaccuyeckas nutepatypa. CHUManuch 1 Komeaun. B tema-
TUYECKOM NnaHe hUNbMbl TeX 1eT NPOCNaBsN MOHION0-POCCUNCKYIO APYXKOY,
ycnexu CouManucTMYecKoro CTPOUTENbCTBA U OCYyaanu dheofansHoe npoLnoe.
B HWX NNaHOMEpHO KylbTUBMPOBANCS HEraTUBHbI 06Pa3 MUHYBLIMX N1ET: KECTO-
Kie HOMOHbI, YrHETeHHbIN Hapof. 3TO KMHO OblNo NPU3BAHO NErMTUMMPOBATbL
HOBYIO BIACTb 1 NOKa3aTb PEBOMIOLIMIO KaK OCBODOXAEHE. B HeGONbLINE CPOKN
npousouina u cmeHa repoes. COBETCKUMU reposiMm Hbin He Moryyrie 6aTblpbl
1 106pble Nambl, HO NPOCTbIe MOAW: NOrPAHUYHVIKIA, BPAYM, y4nTens. [pyrumn
cnoBamu, TemMa WAeHTUYHOCTY B KMHO OCTaBanach LieHTpansHOM, HO Tenepb
OHa nepecTpanBanach Ha Uaesx MHTepHaLUMOHaN3Ma, Hay4Horo Nporpecca
1 NOCTPOEHNS CoLManv3ama Bo Bcem Mupe. Mpu 3ToM cnefyeT oTAaTb AOMKHOe
COBETCKOW COLMOKYNBTYPHOW UHXeHepun. [1leMOHCTPpaLmns 3THOKYNLTYPHOM
cneunduKy MOHroNoB, Kak 1 MHOMUX APYrUX HAaPOA0B, HUKOMA He 3anpella-
nack. HanpoTwue, honbknop Obi B TpeHae: HapoHble KOCTIOMbI, MeCHU, TaHLbl,
TPAAVLUMOHHBIV CNOPT: 60pbba, KOHHbIE COCTA3AHNS NO-NMPEXHEMY BbICTYMNanm
nprMeTaMm 3THUYECKOro cBoeobpasns 1 camoonpeaeneHns Hapofos. MoHro-
NaM B 3TO BpeMs Npeanaranocs 0CO3HaTb CBOK CaMOBbITHOCTb He B penunruu
1 He B TPaAMLIMOHHOM POJIOBOV CaMOOPraHu3aLui, a Ha OCHOBE roCy1apCTBEeH-
HOW, COLMANUCTUYECKON MOHTONBCKON NAEHTUYHOCTH.

Cnegytouwjas nnesaa BbIAAOWMXCS MOHTONBCKUX KMHEMaTOrpaducToB:
OaxnaninH Xunxkua (onepatop 1 pexunccep), Paxaarnini lopxxnanam (pe-
xuccep), barauiii bamknHHAM (pexuccep, onepaTtop, CLeHapucT) obyvanacs
BO BI'MIKe. CoBeTCKMe cneumanmcTbl He TONbKO NPOAOMIKANM NOATOTaBNVBATbL
Kagpbl, HO M aKTVBHO NMOMOran MOMOAbIM KMHeMaTorpaducTam B Cbemrax, ae-
AMAnch 06opynoBaHKEeM 1 onbIToM (YepHeHKo, 1978). Mo Bo3BpalleHWio 13 Mo-
CKBbI Ha «MOHTONKUHO» XXMM CHUMAET Takme 3HaMeHVTble PUabMbl Kak «[o-
cnaHel Hapogaa» (1959), <HaBoaHeHwme» (1966), «YTpo» (1968). B 1970-1973 ronax
[opxnanam NpeacTaBnseT MCTOPUKO-PEBOMOLIMOHHbLIN (DKUIbM O ABYX BpaTbsx
«Mpo3payHblii TaMmnp», Ha OCHOBE poMaHa YaapaBansiHa /lonoiaambsl. Apyroi
pOMaH 3TOro nucaTens o Aesoyke CypeH, KoTopas nocie cMepTu pognTenei
BO3MaBMfa CeMbIO 1 BOCMMTaNa YeTbipex bpaTbes, CAenaB 13 HUX JOCTONHbIX
MOHTO/0B, CTaN 0CHOBOW unbMa bamxuHHAMa «[19Tb NanbLUeB OAHON PYKI»
(1983), KOTOPbIV BbI1 YAOCTOEH AMNAOMa MOCKOBCKOTO MEXAYHAPOAHOIO KMHO-
ectumBans.

C KoHUa 1960-x no 1980-e B MOHTOIbCKOM KMHOWMCKYCCTBE OTMEeYeHa
pafuKanbHas TpaHcdopMaLms XyA0XKeCTBEHHOMO MbIWAEHNS, KMHOS3bIKA,
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KOMMO3MLUMW 1 PEXNCCYPbI. TBOPLAMWU HOBOW BOMHbLI MOHTOMNBCKOTO KUHEMa-
Torpada ctanu pexxvccepbl XambsHTinH byHTap, banpaxbiH Cymxyy, fToMboxa-
BbIH XXunkuacypaH, Hananrnind Hampaasaa, bagaMuspanHrnind HarHaigopx,
YambsHCYpPaHTMIAH CIN3HMACYPIH U MYMHXOPAOOrWitH Hsamraeaa, onepatopsl
Xantapuind AamavH, barauniit banmxuHHaMm, Jlyy3aHiapas Wapaspopx, an-
rapuiiH batTynra, CapxaBbiH Mall, nucaTenn-cueHapucTbl [JopxuiiH fapmaa,
HolkmnuiaH Yumua v ap. B Hadane 1970-x MOHTONbCKMe KnHeMaTorpaducTbl BO-
W1 B COCTaB HeflaBHO 0bpa3oBaHHOro Coto3a paboTHUKOB MCKYCCTB MOHIOMMN.
Bckope yxe B kayecTBe pexviccepa [laManH HaunHaeT CHUMaTb PUAbMbI O AETSX
1N Ans geten: «[1soe U3 oaHoro knaccax (1974), «3anax 3emnmn» (1978), «Pasmbliine-
HUs 0 Npolwnom» (1979). CHUMaeT dhunbMbl AN aeTer n Hamaasaa «Bo3pacT Ubl-
nneHka» (1977), «MNactyx HalgaH» (1979). MonyyaeT pa3BuTne B MoHronmm v Ta-
KOV HOBbIVI KaHP KaK NcKxonoru4eckue counanbHsle apambl: «<Betpeda» (1974,
pex. H. Hampagaa), OKeHa» (1975, pex. b. Cymxyy), @Kn3Hb Yenosedeckas» (1976,
pex. [ XnnkuacypaH), «AnnHHoe nyHHoe neTo» (1987, pexx. K. CINaHracypaH).
B aTvx hmnbMax Tembl onpefeneHns MAeHTUHHOCTY OCTaloTCs, HO NPOGNemsl
counanbHON MAEHTUYHOCTY HAYMHAIOT YCTYNaTb NMYHON, MEPCOHANbHON NaeH-
TUYHOCTV repoeB. B LieHTpe BHUMAaHVS OKa3biBAETCS BHYTPEHHNIA MUP YenoBeKa
C ero MbICSMM, YyBCTBAMU, LLEHHOCTSMY U CTPEMIIEHUSAMMU.

3petoune k 90-M rogam XX CToneTus aemMmoKkpaTnyecke nepeMeHsl B oblie-
CTBE OTPa3nInNCh U Ha MOHTONBCKOM KnHOMCKyccTBe. Ocobo cnegyeT OTMETUTD
AedTensHOCTb bamKMHHAMA 1 ero TBOPYECKON rpynnbl, CNOCOHCTBOBABLIENH
0bUleCTBeHHbIM NepemMeHamM Toro nepunoaa. YKpenneHuo HauvoHanbHoro ca-
MOCO3HaHVs MOCAYXMAW 3HaMeHUTble hunbMbl «MaHayxain CausH XataH» (1988)
n «fop BnacTbio BeyHoro Cnnero Hebax (1992). VIx BbIxofd B WMPOKMA NpoKaT
BCKOMbIXHY/ BCEOBLINI MHTEPEC K CBOEN APEBHEN CTOPUN, Ha4anoch ABMKEHNE
3a V3y4YeHne APEBHEMOHIONBCKON MUCBMEHHOCTH, MOSBUANCH KPYXKM, HaLMO-
HasbHas MMCbMEHHOCTb Oblfa BBEAEHA B MPOrpamMMy CPeAHMX M BBICLUMX y4eOHbIX
3aBefeHusx. [lemokpaTuyeckmne npeobpasosarust B MoHronmm 90-x M3MeHmm
OTHOLWEHME K UCTOPUYECKMM reposmM MoHronmun. B dunbme «Mof BnacTbto Bey-
Horo CuHero Hebay (1992) BamkmHHAMa pob YMHIMCXaHa OCMbICASIETCS YKe KaK
CMMBOS HaLMOHaNbHOW rOpAoCTH.

PafoCcTb OT 0bpeTeHHONM cBO6Obl MbIC/IM BO MHOTOM Oblfla HUBENMPOBaHa
noTpebUTeNbCKOM rMobanbHo «nepe3arpy3koin» BCeX MU3HEHHbIX MPOLIECCOB.
MnaBHas CTyaus CTpaHbl «MOHIONKMHO» PaboTy CBO (haKTUYeCcKy OCTaHOBW-
na. KuHoTeaTpbl 3aKpbIBanuch. 151 KWNHOMHAYCTPUM HACTano «TEMHOE BpeMsi»,
3TO NPOUCXOANNO U Ha TENEBUAEHUMN, U HE TONbKO M3-3a OTCYTCTBUS CPEACTB,
HO 1 B CUAY OLLYLEHWS NOTePSHHOCTM 0bLlecTBa. HacTynuBLWNiA nepuoa Mon-
YaHWs PEXMCCEPOB BO MHOTOM Dbl CBSA3aH C TEM, YTO COLMANNCTUYECKNE repon
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1 HappaTVBbl ObIN OTOPOLEHbI, @ HOBbIe HalieHbl He bbinv. Bckope Npuiuno
NOHUMaHWeE, 4TO BbITb MOHTOIOM — 3TO 3HAYWT BCTIOMHUTH CBOK «MOASNHHYIO»
CYLHOCTb: KOYEBYHO, AYXOBHYHO, CBSA3aHHYIO C MPUPOAOK 1 Npeakamu. Ha aTom
3Tane NPOHUKHOBEHMS Pa3MblBatoLLel ayTeHTUYHOCTb robannsaummn mybokoe
KVMHO Kak dhopma KyNbTypHOW Tepanum yCTynuno MecTo ChbeMKe My3blKasbHbIX
KIWMNOB, peKname U HU3KOBIOMKETHOMY TENEBU3NOHHOMY KOHTEHTY. [1o4Tn aecs-
TUNETME YLINO Ha TO, YTOObI HATW HOBbIE MOAXOfb!. B 3TOT nepunop 60bWnHCTBO
pexuccepoB He 6e3 MPoHUKM 06PaTUNOCE K OCTPbIM COLManbHbIM NpobneMam
nepexoaHoro nepuoaa: befHoCTs, 6e3paboTuLa, KpU3nc naeHTUYHOCTH. B Le-
NIOM e KnHemaTorpad cran Mectom 601e3HeHHOro, HO M100TBOPHOIO MOWCKa
HOBOW UAEHTUYHOCTH, 0BpaLLeHHOro B MpoLuoe.

COBPEMEHHOE KUHO: UAEHTUYHOCTb B MTOBA/IbHOM MUPE

MocTeneHHas cTabunm3aumns IKOHOMUKN 1 NOSIBNEHNE HOBbIX LIMPOBbIX
TEXHONOTUIA MO3BOAUAY MOHTOMIBCKOMY KUHO BO3POAMTBLCS, HO Y)Ke B HOBOM
copmaTe. KnHO Havyanu CHUMaTh Ha rpaHThbl MPU NOAAEPIKKE MEXAYHAPOAHbBIX
doHpoB. Cpeay yaayHbix paboT — cHATas B f[epMaHuM NO3TUYHAS UCTOPUS
0 CEMbe KOYEBHUKOB 1 BepbtoxoHKe «/cTopus nnavyulero sepbntoga» (2003,
pex. [. bsimbacypaH). ®rnbM 3TOT ObI1 HOMUHUPOBaH Ha «OCKap» Kak nyywmni
AOKYMEHTasbHbIM, 1 B LLENOM OH MapKu1pyeT TPpU TeHAEHLMY COBPEMEHHOrO 3Tana
pa3BUTMS MOHTONBCKOTO KMHemaTorpada: 1) MOHroNbCKe pexmccepbl akTUBHO
YYaCTBYIOT B KPYMHENWNX MEXAYHaPOAHbIX KMHodecTBansax (bepanHcKui,
KaHHCKNI, BeHeunaHCcKuii, TOKUACKWI 1 Ap.), TAe NoNyyatT npusHaHue
1 Harpaabl; 2) XXI Bek npvBen K pacuBeTY MOHIOMbCKOTO OKYMEeHTanbHOro
KMHO, KOTOPOE CMEeNo McCneayeT TpaBMbl MPOLIOrO 1 BbI30BbI HACTOSLLErO;
3) Ha NepBbIM NNaH B MOHIONbCKOM KuHeMaTorpade BblIWAN NYHbIE, MHOMA
Jaxe 1crnosefanbHble NCTOPUN, NCCAERYIoWME CIOXKHOCTb YenoBeYecKmnx
OTHOWEHWI B BbICTPO MeHstowemMcs Mupe. Hanpumep, nonoTHo 3onbaitapa
Nopxe «Y4mpTan Mypas» (2011) pacKkpbiBaeT TeMy Nt0OBU 1 ee NposBAEHWS
B pa3sHble 3noxu. Cpeay BblAAIOWMXCS MOHIONBCKNX KNHOKAPTUH NOCAeAHMX
NeT, KOTOpble ObIN OTMEYEHbl NPU3aMU 3PUTENBCKUX N CYAEUCKIX CMMNaTUI
Ha MeXayHapoaHbIx hecTnBansx, Bbiaenm cnepyrouime: «Kykyuikar» (2020, pex.
W KaHUMBROPXK, CHAT MO MOTVBaM NOBECTM BaneHTrHa PacnyTuHa «ocneaHui
CPOK»), «BeHbl Mnpa» (2021, pex. [1. BambacypaH), «<Ocobb» (2022, pex. b. baaTap),
apT-xaycHblii «BoauTens 6e3monsHoro ropoaa» (2024, pex. . CaHraopx), «fo-
popn BeTpa» (2023, pex. 1.-0. /Ixarsafynam) o CTyaeHTe-lWaMaHe, BbICTYNatolem
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NPOBOAHWKOM-MeAVYMOM POAOBOro «AefyWKn ayxa». VIHTepec Bbi3biBalOT
paboTbl basipa baH3parya, Hanpumep, Takas Kak «Benvkoe Hacneame Ko4eBHM-
KoB» (2017). B aTx Npomn3BeaeHnsx Hepeko oKasblBatoTcs 0bbeanHeHbl 1OKy-
MEHTaNNCTMKA U XyAOXKECTBEHHas PEKOHCTPYKUMS. K cbeMKe drnbMa «TonbKo
nocne moeit cmepTu» (2015) pexxuccep NPUBNEK BPOMENCKMX U POCCUNCKIMX
yYeHbIX 1 aKTepoB. B HeM noBecTByeTCs 0 cyabbe BUAHOIO aestens benoro
ABWKeHUs Ha [lansHeMm BocToke 6apoHa PomaHa ®enoposurya YHrepHa, no-
YMTAEMOro MOHIONaMK KaK «Maxakany» (3anTHNUK). B ogHOW 13 nocneaHmx
KapTuH b. baH3parya «[oTOMKM AMHACTM ryHHOB» (2023) pexuccep obpaliaeT
BHVMaHVe 3puTenel Ha BKag Ha3BaHHOMO Hapoaa B (hOPMUPOBaHME KyNbTypbl
COBPEMEHHbIX MOHTOIOB W €BPOMeiiLeB.

Kak oTMe4anocb BO BBEAEHWM, COBPEMEHHOE MOHIONbCKOE KMHO
3amevaTeNbHO CBOWMMMK HE3aBUCUMbIMU aBTOPCKKMMUK paboTamu. B 3ToM
MHOIOTOIOCHOM MOMUI0re MOXHO BbIfENUTb HECKONBKO KOYEBbLIX TEM
M HanpasieHWN, BbICTYNaloWmMX B Ka4ecTBe pa3MbllWNeHUi O TOM, KTO
TaKne MOHrofbl B Halwm AHW. OaHa 13 Nof0bHbIX TeM YKa3biBAET Ha pacKos
B CaMOOLLYyLLEeHVM, B KOTOPOM, C O[JHOW CTOPOHbI, OKa3blBaOTCS LEHHOCTH
KOYEeBHMYeCTBa, C ApYron — peanuu ypbaHmsaumu. B Takux dunnbmax, Kax
«[leTu YuHrucxaHa» (2017, pex. [I. 3on6anp), Kak U HEKOTOPbLIX APYTHUX,
AEMOHCTPUPYETCS MO3TUYHBIN, HO YXOASWMI MUP KOYEBHUKOB, HaxOAALLMACS
B FrapMOHMM C NPUPOAONA. TN MUNbMbI COXPaHAIOT ANs ByayLMX NOKONEHWI
YHUKaNbHbIEe pYTyanbl, OTHOWEHUS B CEMbE, HABbIKW BbDKMUBAHWS U STUKY
OTHOWEHVS K NpMpofe (HanpumMep, 3anpeT Ha 3arpsisHeHue Bofbl, yTHN3aLmio
Mycopa). OHN KOHCTPYMPYIOT MAEHTUYHOCTb, OCHOBAHHYIO Ha rybUHHOM
9KONOTMYECKOM CO3HaHMM U CBSI31 MOHTOMIOB C POAIHON 3eMAel 1 TpaanLmsmMu.
[leMOHCTPUPYIOT MOHIOMbI B CBOMX paboTax 1 APYryto CTOPOHY XU3HU. B Takmx
paboTax, Kak «Xody cTaTb MeaBeaem» (2023, pex. 1. 3omKapran), packpbliBatoT-
cs apamatuyeckue nepuneTun HbIBLUMX KOYEBHUKOB, NMPOMEHSBLINX CBOBOAY
CTPaHCTBWIA Ha CyLLECTBOBaHWe B ropofie. 3[eCh NoKa3blBaloTCs HEMpPUMsAHbIe
CTOPOHbI YPHAHUCTUHECKUX peaniid: anKoronnam, Hacunme B CemMbe, XeCToKoe
obpalleHne ¢ geTbMu, yxyawatouascs skonorus. [pyras 6bonesHeHHas
1 MOTOMY YaCTO BCTpeyatollascs Tema aBTOPCKON KnHemaTorpaduyeckon
pednekcm — KOHMDANKT Mexay TpaauLven n COBPeMeHHOCTbto. B ocobom,
NpUCYyLLeM MOHIONbCKMM pexuccepam CTuae KoOHMAVKT 3TOT cMmellaeTcs
B M0/1e HaNPsHKeHHOro BHYTpeHHero Bbibopa repos. Kak, Hanpumep, B bunbme
«Meuepaxentoro nca» (2005, b. [laBaa) — o4eHb aTMOCHEPHOM, MeANTaTUBHOM
1 NOYTU OKYMEHTaNbHO AOCTOBEPHOM B OTPaXXEHMYM KOYeBOro HbbiTa. B Hem
ybeanTenbHO 3BYYUT TeHrpraHckoe: «Mbl ntobum Tebs, BewyHoe crHee Hebol»
(YnaHoB, 2022), n Myapble nosicHeHns 6abyLiKn ManeHbKoM AeBOYKE OTHOCK-
Te/IbHO 3aKOHA KapMbl: HALWMX MNPOLWIbIX M HOBbIX POXAEHNIA. B MEXINYHOCTHOM
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Aamanore repoes co3fatenn GunbMa packpbiBalOT CBSA3b MOKONEHWI 1 cemeil-
Hble, MHTVMMHbIe POPMbI Mepefadyt 3HaHM: «Tbl, 1€TOYKA, BO3bMYU UTONOYKY
1 MOCHIMb CBEPXY Ha UIOMOYKY PUC ..., HY YTO, CKOMIbKO OCTaNoCh Ha ocTpue?
Tak e TPyAHO 0OPECTM XM3Hb YenoBeyveckyto...». inn anm3of, Kkoraa Mmama
rOBOPUT A0YEpUN: «pacKpo NagollKy, a Tenepb Nonpobyit ee yKycuThb...
He nonyyaetca? He Bcerga MOXHO MMeTb TO, YTO PAAOM». B MOHMONBCKMX
dvnbMax NPUATHO yAMBASIET BO3MOXHOCTb JOBEPUTENBLHOTO AManora Mexay
NpeacTaBUTENsIMU Pa3HbIX MOKONEHMI. BocxviLaeT HeBEPOSTHBIN 418 rOpoXaH
YPOBEHb CaMOCTOATENbHOCTH AeTel, PACTYLMX B KOYEBbSX, HEOPAMHAPHbIE
hopMmbl Nepeaayv byaaniicko axapMbl, ONMpatoLLencs Ha uaev «ynas» (metop,)
N «npamkHs» (MyapoCTb). Y4eHWI, 06beANHSAIOLLMX «aNbTPYUCTUYECK/ e MeTo bl
AYXOBHOTO Pa3BUTUS C XONUCTUYECKUM MOHUMaHKEM ObiTHs» (SpeHaKeHoBa
n ap., 2025, ¢. 219). K 0cobeHHOCTM COBPEMEHHbIX MOHIONBCKNX DUNbMOB Cle-
AYeT OTHECTW 1 TO, 4TO OHM He AatoT rOTOBbIX OTBETOB. OHM MPOBOAAT 3pUTeNs
yepes BHYTPEeHHU KOHMAWKT repoeB. OHM NOKa3blBatOT, YTO MAEHTUYHOCTb —
3TO HE IAHHOCTb, @ eXEAHEBHbIV HPABCTBEHHbIN BbIOOP ¥ MPU3bIBAOT 3pUTens
K CO-HaCTpolike, K camopedneKkcun U K caMoCTOSTeNbHOCTH B Bbibope Lienel
1 onpefeneHnu LEHHOCTeN.

KnHo MoHronnu onpefeneHHo [OMKHO HPAaBUTLCS TeM, KTO NtobuT
3THUKY. MecTHble pexunccepsl ¢ rMyOboKMM 3HaHVIEM AeNa OTPaxatoT BaXHble
Aetany byaanncKux puTyano., WamMaHCKUX NPaKTUK, NpaBu NoBeAeHWs B opTe,
HOWEeH NS TPaAULMOHHOW OAeXKAbl 1 YKpaleHWI, CNocobbl MPUrOTOBNEH NS
6ntof, HAUMOHANBHOW KyxHW. 3aMeTHO, YTO TpaauuMK 3TU elle XUBble,
He PEeKOHCTPYMPOBaHHbIe. Mbl CAbILWM B KMHO TPAAULMOHHOE 06epTOHHOE
neHne: XOOMeW, CbIrbiT, Kblprbipa, MPOTsHKHbIE YPThIH ayy (Suhebateer, 2024)
1 334aCTyto 3TO He hOH, @ BaXHENLWNA 3NeMeHT HappaTuBa, 4acCTb, a MOPOto
M TNaBHbIA CIOXET UCTOpWK, Kak B dunbme «/lge nowaan YvHrncxaHa»
(2024, pex. [. bambacypaH). B HeM neBuua 13 BHyTpeHHel MoHronmm eget
BO BHewwHoo MoHronuio, 4Tobbl BOCCTAHOBKTL YTPAYEHHYIO MECHI0 O ABYX
nowaasx YuHrrcxaHa. Ee KOHTaKT C MOHTONaMu 1 BblSICHEHWE, KTO YTO COXpa-
HWM 1 4TO YyTPaTuA, BeCbMa MHTepeceH yxe cam no cebe. Tem He MeHee B LieH-
Tpe NoKasbiBaeMOro MeXKY/bTYPHOrO 0bLeHMs My3biKa, KOTopasl, Kak 13-
BECTHO, NMPOHW3bIBaET «BCe Chepbl HIM3HY MOHIO/OB, BKIOYas Npa3aHecTBa,
TOPXECTBEHHble [aTbl, PeNUro3Hble 00psfbl U NMpLIecTBa. Hepes My3biky
MOXHO He TONbKO YBMAETb (MUNOCOMUI0 KM3HN 1 0BbIHaN MOHIONBCKOTO Hapoaa,
HO 1 YETKO NPOCNEANTb UX UCTOPUYECKNI NYTb Yepes YHUKaNbHbIE KybTYpHbIe
TpaaMuumn v M1poBo33perue» (Suhebateer, 2024, p. 125). B dunbme «/ige nowaam
YnHrMcxaHa» Mbl BUAMM Tatoke, Kak nuxTa cpybaeTcs repoem ¢ MONUTBEHHOM
npocsObON 1 KponneHneMm ee MOMOKOM; Kak Ha doHe pa3paboTKM HOBbIX
MECTOPOXKAEHNI ellle nacyTcs cTaaa. Mbl CAbILLMM PaccKas o KoHcepBaTopun
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1 COXaNeHvie o TOM, YTO OT KyNTYPHbIX pa3nuunii B Knutae Mano 4To ocTanocs.
Buavm hepmMepa, KOTOPbIN CTan XyAoXHUKOM. /Ttogei, Konatoumecs B ropax
MyCOpa, 4TOObI BbDKUTb. W rnaBHOe, HeCKOHYaeMbId IManor repovHm C e
yleawen n3 xmn3Hu 6abywkom, BKoYas rmasHbl Bonpoc: «Ecnu ctapoe foMKHO
BbITb YHUUTOXEHO, YTOBbI NOSIBMAOCH HOBOE, TO OMNpaBaaHa v 3Ta noteps?» Tax
Yepes Auanoru, Br3yansHblli U 3BYKOBOW PSfl KMHO aKTyanv3vpyeT 1 coxpaHseT
KyNbTypHble KOfbl. OHO HaNOMWHAET MOHIoNaM, rae Obl OHW He NPOXKKBaM,
0 60raTCcTBe KyNb6TYPHOTO Hacneaus, ienas ero 3CTeTUYeCK NPUBNEKATENbHbBIM,
aKTyasnbHbIM ¥ 3HAYUMbIM.

KNHO BYPSITCKOE, KA/IMbILLKOE, MOHIO/IbCKOE U KUTANCKOE

Mccnepyst KUHO Kak Mapkep 1 3NncTemy MAEHTUYHOCTY MOHTONBCKMX Ha-
PO[OB, CriefyeT 06paTUTb BHUMAHKE Ha Pa3nvyuns ero pasBuTHs Y MOHIONOB
CEeBEPHbIX U KOXKHbIX, 3aMafHbIX 1 BOCTOYHbIX, OKA3aBLUMXCS B Pa3HbIX NON-
TUYECKUX 1 COLManbHbIX YCI0BUAX. KOMNapaTUBHbIA aHanun3 no3BonseT Ham
YBUAETb, YTO UCTOPUS MOHTONBCKOTO KUHO — 3TO HECKO/bKO NapanienbHblx
TpaeKTopui, rae obume KynsTypHble KOPHY Aanu pasHble noberu v nnofdsl. Ecnu
KriHemaTorpad MoHronnm 6bin MHCTPYMEHTOM CTPOUTENbCTBA HALMK, TO Y MOH-
FONOB, XMBYLLMX B COCTaBE KPYMHbIX COCEAHNX rocyaapcTB — Poccum n Kutas, —
cyabba HaUMOHaANBHOIo KMHO CKNafblBanach MHave: 34eck OHO CTaHOBMOChH
MHCTPYMEHTOM MOMUCKA ¥ BbIPAKEHUS KyNBTYPHOW MAEHTUYHOCTY B YCNOBYISIX
MHOKYNETYPHOMO AOMVHUPYIOWEro 60MbWMHCTBA. 3TO XOPOLWO NPOCMaTpuUBa-
eTCs Ha npuMepe YeTbipex Hanbonee penpe3eHTaTUBHbIX MOHIONbCKIX peri-
OHOB: MoHronnn, bypsatuun, Kanmbiknn v BHyTpeHHe MoHronnn Kntaickon
HapopHoi Pecnybnmnku.

MpeplecTBYOLMIA aHany3 NoKasan, 4To CTaHOBAEHMe KuHemaTorpada
B MoHronbckot HapoaHoi Pecnybnuke 66110, MO CyTH, BETBbIO COBPEMEHHOTO
TexHonoruyeckoro ncrkycctea CCCP, mony4mBLUEro repMaHCKyto «MpuBmBKy». [lep-
Bble hUAbMbl B 1930-X CHMMaNMCb NPpK NPSIMOM Yy4acTUK COBETCKMX CreLmani-
CTOB W Hecnn Ha cebe 0TNeYaToK COUMaNUCTUHECKOro peanv3ma. B To e Bpems
nepef MOHIONbCKUMU KMHeMaTorpadmcTaMm O4eBMAHO CTOS1a CBepX3aaya:
KOHCONMAMPOBATL HaLMIO, CO3AaTb HOBbIV NAaTPUOTUYECKUI MUD, NepeoCMbIC-
NWTb BENMKOE NPOLLOe B Ayxe COBPEMEHHOCTU. MIMEHHO NO3TOMY 3010TOW (hOHA,
MOHTO/IbCKOTO KMHO COCTaBASOT MacllTabHble UCTOpUYecKme 3nonen o HuHrmnc-
XaHe 1 ero npeemMHuKax Uam reponmyeckime ipaMsl O PEBOOLMN 1 CTPOUTENLCTBE
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HOBOTO 06LEeCTBa. B LIeNIOM 3CTETNKA MOHTONBCKOTO KUHO — 3TO 3CTETUMKA «CTer-
HOro anoca». Kamepa MOHIO/bCKMX ONepaTopoB 0boxaeT beckpaliHne nersamy,
a Ko4eBast KM3Hb BbICTYNaEeT B GubMax CMBOSIOM HALIMOHANbHOMO CAMOCO3Ha-
HUs. [laxe B e0N0rMYECKIX TEHTaX COBETCKOrO Neprofa, CKBO3b KaHBY COLI-
annCTUYECKOro HappaTvBa NpocTynana rybrHHas, apxandHas CBsi3b Hapo/a
C 3emnelt U HeboM. VI IMEeHHO 3TO COCTaBNSAN0 CNeLndIUKyY ero XyaoXKeCcTBeHHOro
BbIPA3UTENbHOIO SA3bIKa.

B oTAnYme 0T MOHIONBCKOTO, OYPSTCKOE 1 KaNMbILKOE KMHO C CaMOro Haya-
Na pa3BMBaNMCh HE CTONBKO KaK HaLMOHabHbIN, @ Kak permoHanbHblii GeHomeH,
BHYTPM 601bLIOK 1 MHOro0bpa3Hoi KynsTypsl CCCP, a 3aTemM MHOroHauUoHanb-
Hol Poccuun. 310 onpeaenvno 1ux 64bLYy0 KaMEepPHOCTb, OPUEHTALMIO Ha BHY-
TPeHHWE 1 colnanbHble, a He Ha 0bLLerocyapcTBEHHbIe NpobnemMsl. bypsaTckui
KnHemaTorpad bepet csoe Havano B 1929 roay, Koraa B YnaH-Yae, B Te rofib
BepxHeyauHcK, npviexana rpynna B. MyaoBKunHa CH1MMaTb CLeHbl hunbMa «[1oTo-
MOK Y1HrmncxaHa». Cneayet OTMEeTUTb, YTO YKe NepBblid BYPATCKUIN KMHOaKTep —
B. IHKXMHOB, Ybsl Kapbepa Kak KMHOpeXumnccepa CNoXmMnacs yxe Bo ®paHumm,
copmynmposan nocnanHve byayunM pexuccepam, KOTOpoe BO MHOrOM Ornpefe-
NVN0 pa3BUTME HaUMOHaNbHOro TeaTpa 1 KMHO. OH Npw3biBan OypsaT «0bpaTuTh-
cs K boraTelilemy Bblpa3nTenbHOMY NaacTy HapO4HOro TBOPYeCTBa — HaneBam
1 UCMOMHEHNIO YINTEPOB, LUaMaHCKUM NeCHOMNeHMSM, BYAANNCKOMY UCKYCCTBY,
HapoaHOMY toMopy, peun» (MHKmkIMHOB, 1929, ¢. 51-52). Bo MHOrOM 3TOT npu-
3bIB Obi1 yCAbiaH. Yke nepsble, 3akoH4vBLWME BIVIK npodeccroHanbHble by-
PATCKME KNHeMaTorpaductsl — pexuccep Apbs [awmnes (paboTan B OCHOBHOM
Ha «Mocdunbme»), AnexkcaHap MTeirnnos (ocbocHoBancs B Knese Ha KMHOCTYAMM
M. [loBkeHKo), bapac Xan3aHoB (Ha CBepa0BCKOW KMHOCTYAWUMN) — CHUManNu
BeCbMa NPOH3UTENbHbIE PUAbMbI O poAMHE. VX paboTbl 4O CUX MOP BXOAST B akK-
TNBbI POHAOB POCCUINCKIX TenexkaHanos: «Kpnk TUwKrHbl» (1981, pex. A. lawves),
«ITOT ropbKUIA MOXOKeBENbHNK» (1985, pex. b. Xan3aHoB). CnepytoT 3aBeTy VHKu-
XKMHOBA V1 COBPEMEHHbIE KMHOPeXMCCepsl, Hanpumep, banp [biweHoB, CHABLUWIA
bvnbM Ha oCHOBe BypsTCKOM ByaamnicKon NpuTym «<Hakas matepu» (2011). B Hem
nposiBunach ocobas YepTa XyAoKeCTBEHHOrO A3blka KiuHemaTorpada bypstnv —
CBOEOHPa3HbIN Marnveckmin peanvam. MecTHble pexmccepbl, OpraHyHo BraeTas
B TKaHb COBPEMEHHOTO CloXeTa 31eMeHTbl POoNbKIopa, WaMaHu3ma 1 byaavama,
OXVBNAIOT APEBHME NEreHapl.

KvHemaTorpad KanMmbiknm Tatoke UMeeT gonryto ncropuio. OHa Havanach
B 20-30-e rogpl XX Beka ¢ hrnbmoB «O4mp» (pex. A. AMyp-CaHaH, rnaBHas posb
3yna Hoxawwes, 1933) n «<Monopaas pecnybnuka» (1936). OaHako ata uctopus
OKa3zanacbk ObICTPO 1 HAfONrO NPepBaHHON. Ve cneaytoline GunbMbl, MOCBS-
LweHHble KanMbIKUM Y OKUM3HW KaMbILKOTO HAapO4a, NOABUANCE NOYTY NONBEKa

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 41 THE ART AND SCIENCE OF TELEVISION



cnycTs: «AMynarra» (pex. /1. dceHnukumia, cuen. O. Manmkues, 1987), «fagaHbe
no 6apaHbeit nonatke» (pex. A. HepeTHuele, cueH. O. MaHmkues, 1988), </ Bey-
HO BO3BpallaTbcs» (pex. C. MapTbsaHOB, 1993). KaK 1M K13Hb KanMbIKOB B LIeIOM,
(hopMUpOBaHME KalMbILKOrO KuHemaTorpada oKka3anoch HaIoMAeHO CTpall-
HOW MCTOpUYECKOW paHol — aenopTauurer Hapoaa B 1943-1957 ropax. 3ToT
OMbIT HACUNBCTBEHHOIO OTPbIBA OT KOPHEN, YTPaThl POAHON 3eMAN U 0NT0ro
BO3BPALLEHNS HaNOXN HEV3MaAMMbI OTNEYaTOK Ha BCe KaNMbILKOe NCKYCCTBO
1 FyMaHWUTapHbIA ANCKypC. Kanmbitkmne duabMbl — 3TO HE NPO WWPOKKME 3nunye-
CKME NOMNOTHA, @ NPO BHYTPEHHW MUP YenoBeKa, KOTOPbIV NbITaeTcst BCMOM-
HUTb, KTO OH. DOKYC CMELLIEH C HaLMOHaNbHOIO repor3mMa Ha NYHYI0 NamsTh,
Ha 3K3UCTEeHLManbHbIA NOUCK. Bya/1M3M 3AeCh BbICTYyNaeT He NPOCTO 3/1EMEHTOM
honbKNOpa, a rMaBHbIM NMYyTEM BOCCTAHOBNEHUS YTEPSHHOW KyNbTYPHOW MAEH-
TUYHOCTU. BbIAAIOWMMCS WaroM B Pa3BUTUM KaNMbILKOIO KMHO, Hapsay C 13-
BECTHbIM hunbMom «<HebecHbl Bepbntoay (pex. FO. PeTuHr, cleH. 3. MaHmpxu1esa,
2015), cneayeT cumTaTh PaboTbl ANkl ByarMUPOBHbLI MaHXeeBOI, 3aKOHYMBLLEN
CaHKT-TeTepbyprckuia rocyaapcTBeHHbIN UHCTUTYT KMHO U TeNeBUAEHNS 1 CHAB-
el B Ka4ecTBe pexunccepa 1 ceHapucTa hunbMbl «[pasaHmk» (2007), «Hyxas
cTenb» (2008), KeHUMHa BHYTPY Kak cTenb» (2009), «Yaiku» (2015), «Tavyan»
(2017), «Tewe BaHrbsan» (2022), «<benoit noporu» (2023) (KyBwurHoBa, 2015). 310
AOCTOMHOE BHUMaHMS UCKYLIEHHOIO 3pUTeNs aBTOPCKOe KUHO, 3aCNyXuBLIee
Harpagbl MHOT X MeX/AYHAPOAHbIX KUHOMECTMBanek. B LiesoM KanMblLKoe KVHO,
bnarnaps oTCYyTCTBMIO COBCTBEHHOW CTYAMMN, BO3POAMIOCH CErOAHS KaK KMHO
3HTY3MACTOB 1 aBTOPCKUX BbICKA3bIBAHMIA, 4TO AeNaeT ero 0COHeHHO LIEHHbIM,
YECTHBIM U, NOXanyh, cambiM peneKCHBHbBIM.

Ocobblil NYTb CAOKUACS Y KMHO, CHUMaeMoro MoHronamu B Knutae. Ecnu
B Poccuu BypsThl M KanMblKK MeOT HEOr paHWYeHHOe MPOCTPaHCTBO A/18 3THO-
KyNbTYPHOW pednexkcun v KpUTUKK, TO KnHemaTorpad BHyTpeHHen MoHroamnm —
3TO NPeXae BCero MHCTPYMEHT roCyiapCTBEHHOW HaLMOHaNbHOMN 1 KyNETYPHOM
NOAUTUKN. JIIOBUMBII repolt aNnYecKnx GuabMOB 1 Cepranos 3aeck — YnHrmnc-
xaH. KnTaliLpl, KaK M3BECTHO, N0BAT MCTOPUYECKOE 1 3PeNLLIHOE KUHO. YTO xe
KacaeTcs WNbMOB, CHATBIX HAa MOHIOMbCKYIO TeMyY, MasHas 1x 3agadya — npo-
AEMOHCTPUPOBaTb FAPMOHUYHYIO MHTErpaLyito MOHIONOB B €AVIHYIO KUTaWCKYtO
CeMbio HapoAoB. Kak MoKasblBatoT UCCNefoBaHWs, KMHOWCKYCCTBO MCMONb3yeTcs
B KHP B Ka4yeCTBe v MHCTPYMEHTOB KyNTYPHOW AUNAOMATUW, Y NOAUTUKM «MSiT-
Kol cnnbl» (Maksim, 2023, c. 63). [03TOMY KMTANCKOe KUHO 13beraeT «OCTPbIX
YINOB», KOHDAMKTOB U TEM, CBSI3aHHbIX C CENapaTU3MOM Vv Kakor-nbo apyroi
opMOit HeyMeCTHOro NPOSIBAEHWS CaMOCTL. ICTETUKY 3TOro poaa hunsmos
MOXXHO Ha3BaTb «BeCKOHMAMKTHbIV NacTopaniam». Cpean NpruMepos — 13BeCT-
Hasi POCCUIICKOMY 3pUTENto KoMeaninHas apama «MOHIONbCKMIA MUHT-NOHM (2005,
pex. X. H1H). MoHronbcKas KynsTypa NpeacTaBneHa B HeEM Kak 6e30mnacHblin,

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 42 THE ART AND SCIENCE OF TELEVISION



HEeMHOro OTCTasNbli, HO 0BAATENbHbIN dNEMEHT MHOTONNKOro Kntas, npusnexka-
TenbHbI 0OBEKT AN BHYTPEHHEro Typr3ma. TakoB ¥ U3BECTHbIN TeNeBU3nOoH-
HbIV MUHK-cepuran «Moi AnTaii» (2024), B KOTOPOM 3pUTENb BUANUT HEBEPOSITHO
KpacyvBble, MOYTY OTKPLITOYHbIE BU/bI CTEMEN, YXOKEHHbIE I0PThI, KpacoYHble
HapO/HbIE KOCTIOMbI, MyAIPbIX CTAPEMLIMH ¥ TOCTENPUUMHbBIX KUTENeH. ITO KUHO
ApamMaTryHO, HO 6e3 HaapPbIBOB. [OBOPS 00 UAEHTUYHOCTW, CO3aaTenn npeaia-
raloT ee UAeoNornYecKn BbiBEPEHHYIO BEPCUIO, PACCUMTAHHYIO Npex e BCero
Ha KUTaNCKyI0 ayAnuTopuio. B LIeNOM KOMNapaTUBHbIN aHanu3 noKasbiBaeT, 4To
06LLMe KOPHU MOHIOMBCKOW KYNBTYPbl, MOMaB B Pa3HbIe NOAUTUYECKNE KOHTEK-
CTbl, NTOPOAVNM HETbIpE CAMOBBITHBIX KHEMaTorpaduyeckmx heHoMeHa, YTo ele
pas IeMOHCTPUPYET: KHeMaTorpad — 3T0 He NPOCTO pa3BnedeHue, a COKHbIN
N YYTKNIA OPraHn3M, KOTOPbI BNWTLIBAET B CEOS BCIO CIOXHOCTb UCTOPUYECKUX
cypeb cBOWX co3paTenei 1 BbISBASET pasHble Npobnembl aeHTUYHoCcTH (Wang,
2009, pp. 118-124).

3AKNHOYEHUE

MOHTONbCKOE KMHO MPOLWO NyThb OT BU3YanbHOMO aTTpaKLMOHa 0 MOHO-
LIEHHOrO VICKYCCTBA, KOTOPOE UMEET CBOM YHVIKaNbHbIV CTUb U S3bIK BbIDXKEHUS.
BoCnpuvHAB WKoMY pOCCUINCKOro KnHemaTorpadda, oHO 06peno CBo aBTOPCKMiA
ronoc B ry60KMx NCUXON0OrMYecKmx apamax. [poinas yepes Tshkenenmi Kpusnc
CMEHbI MAEONOrMYECKMX CUCTEM U NPeKpaLlleHne duHaHcpoBaHus B 1990-e, OHO,
TeM He MeHee, CMOI0 NepepoanTbLCS ¥ Tenepb pacckasbiBaeT MUPY ryHBOKO NnY-
Hble 1 B TO XKe BPeMsi BECbMa YHMBEPCaNbHbIE UCTOPUM, KOPHM KOTOPBIX YXOAAT
B BEMIMKYIO 1 CNIOXHYIO KyNBTYPY KOYEBOTO HapoAa, CTOSILLErO Ha NepenyTbe 3Mox
1 CMeHbl 3anucTeM. MoHronbckre bunbMbl MefeHHble, MeAUTaTVBHbIE. B HIX
nof 3BYKM BETPaA M LYM KOCTPa 3By4aT NPOTSHKHbIE MECHM U HecnellHble Anano-
1, MCMONBb3YIOTCS XKMBbIE May3bl, HAMONHEHHOE HanpshHKkeHeM MonYaHue. Bece
BO MM$ TOTO, YTOObI 3pMTefb ycrnen NpoYyBCTBOBATb U OCMbBICAWTL YBUAEHHOE.
3TV 4epTbl OObEAVHAIOT MOHIOMBCKYIO CTUANCTUKY KMHeMaTorpadru4eckoro s3bl-
Ka NMoBeCTBOBaHMS, MPOHWU3aHHYO rYyOOKVMYM KOAaMU MOHTONBCKOW 3CTETUKM
(AnekceeB-AnpakcuH, 2022, ¢. 99-110). YTo KacaeTcs OTAMYMIA 1 cneumdrKki Map-
KepoB VAEHTNUYHOCTH, TO O4EBUAHO, YTO KMHO B MHP npermywecTBeHHO CnyxuT
YTBEPHAEHNIO CaMOBBITHOCTM HaUMK Yepe3 3MUYeCcKy NCTOPUIO, KIO4EBON
MapKep 34eCb — «KOYeBOW 3TOC». BypsTCKoe KMHO — ULLET NyTb Yepe3 CUHTE3
Maruu, 6biTa U peanbHOCTH, KNIOYEBbIM MapKepOM MAEHTUYHOCTYW 3AECh CAYKNT
0CObbIV «OYPATCKUIA KOCMIM3M». KanMblLKOE KNHO — HanpaBaeHo Ha 13neveHne
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KONNEKTVBHOW TPaBMbl Yepe3 Ananor NoKoNeHWI U 3K3UCTeHUManbHbIA MOUCK,
a KMHO BHyTpeHHelr MoHronmm co3aaeT nannanyeckmii 06pas )mn3Hm Ko4eBbix
Hapo/0B B cocTase Bennkoro Kutas.

B LienomM coBpeMeHHOe MOHIObCKOE KUHO BbIMOAHSET COXHYI0 paboTy
M0 peBM3nY NpoLLEaALIero 1 chopKe NAEHTUYHOCTM 3aHOBO. OHO BEPET 3NEMEHTbI
KYN6TYPbI NPOLWLAOTO (TPaanLUMM KOYEBHUYECTBA, 3NOC, YNHTUCXaH, PENVTMO3HbIE
KOpHM), CTanKMBaeT KX C BbI30BaMW HacTosero (ypbaHusauums, rnobannsaumns,
KOppynuws, AeBraHTHOe NoBeaeHve) 1 NpeanaraeT 3puTesto BMecTe C aBTOPOM
NOPa3MbILWLAATh, YTO M3 3TOMO HACNEANSt CTOWUT COXPaHUTb, @ YTO OTOPOCKTH, Bbl-
CTynas aNMCcTeEMON HaUMOHaNbHON NAEHTUYHOCTU.
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AHHoOTaums. [pegnaraeMoe nccnefoBaHe paccMaTpyrBaeT BOMPOCH
NPUCYTCTBUS B KUHOAMCKYPCE KOHMAMKTYIOWMX HAppaTUBOB O HaUmMK
B KyNbTYPHOM KOHTEKCTE coBpemMeHHoW HoBol 3enaHanu. Ha maTtepuane
AVCKypCa eTEKTUBHOTO Tenecepuana COBMECTHOro Mpon3BoaCTBa HoBOW
3enanamun n Vipnavawmn 2023 rofa NpoCnexrBaeTcs B3aMMOAeNCTBIE ABYX
HappaT1BOB: HappaTVBa OVKyNETYpanv3ma, Nexallero B OCHOBE aKTyasb-
HOW rocyaapCTBEHHOM NONUTUKKM HoBOM 3enaHanm, n AeKONOHWaNbHOro
HappaT/Ba MaBHbIX repoeB cepuana (Maopu v MpnaHaLes no Haumo-
HaNbHOCTN), KOTOPbIV ONOCPeA0BaH UCTOPUEN W KyNETYPOW MX HAPOAOB.
[laHHbI BONPOC NOCTaBAEH B LUMPOKOM KOHTEKCTe MOCTKONOHMANbHbIX
MCCNeaoBaHuii 1 KpUTUYECKOTO ANCKYpC-aHanmaa.

VlccnepoBaHvie NO3BOMWAO BbISBUTL Psif DPENMOB, OpraH13yIOLLIMX Happa-
TUBbI Cepurana, Ho NP 3TOM CUTYATVBHO BCTYNAIOLMX B KOHMIMKT Mexay
coboi — cdpeiiM eanHON Hauuu, dperm KONOHWaNnbHOW AEHTUYHOCTH
Hapoaa Maopu 1 dhperiMm AeKONOHNANBHOCTY, BO3HMKAIOWMWIA B AManorax
repoes cepuana — Maopu 1 upnaHaues. Baavmoaenctane aTux dpein-
MOB 3aflaeT MHOTOMEPHOCTb KMHOAMCKYPCa U OTpa)aeT ANCKYPCHBHYIO
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Postcolonial discourse: A case study
of the 2023 New Zealand-Irish series
The Gone

Abstract. This study investigates the presence of conflicting narratives
of nation within cinematic discourse in contemporary New Zealand.
It analyzes the 2023 detective series The Gone, a co-production of New
Zealand and Ireland, to trace the interaction between two key narratives:
the state narrative of biculturalism—a cornerstone of New Zealand’s public
policy—and the decolonial narrative embodied by the series’ Maori and
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Irish protagonists, whose perspectives are shaped by their peoples’ distinct
histories and cultures. Situated within the broad contexts of postcolonial
studies and critical discourse analysis, the research identifies several
discursive frames that structure the series. These frames—the frame
of a unified nation, the frame of Maori colonial identity, and the frame
of decoloniality revealed in Maori-Irish dialogue—are shown to be both
organizing principles and sources of situational conflict. The interplay of
these frames creates a multidimensional filmic discourse that reflects the
broader discursive negotiations within New Zealand culture concerning the
contemporary project of a unified national identity and its attendant values.

Keywords: film discourse, postcolonial discourse, decolonization, nation,
identity, biculturalism, frame, narrative, television series, The Gone

BBEAEHUE

MNpeaMeToM AaHHOMO MCCNEA0BaHUS SBASIOTCS OCOBEHHOCTN NOCTKONOHN-
anbHOMo AMCKypCa B KMHeMaTorpade B CUTyaLMmM KpOCC-KyN6TYPHOTO Ananora,
3aflaHHOro v (hakTOM COBMECTHOTO NMPOU3BOACTBA hrNbMa, M COBCTBEHHO CoXKe-
ToM brIbMa, repovr KOTOPOTro MPUHAANEXAT K Pa3HbIM Ky/1bTypaM, HO MMEOLLMM
obullee KoNoHManbHoe npotunoe: Hosas 3enaHavs n MpnaHans, — obe cTpaHbl
6611 OMUHMOHaMK BennkobpuTarmm go 1931 ropa’.

Llenb viccnegoBanusa — BbIgBAEHWE TPAEKTOPUIM B3aUMOAENCTBUS ABYX
HappaTMBOB B AWCKYpCe cepyriana: MOCTKONOHMaNbHOro HappaTnea BUKyNLTY-
panv3ma, neXalero B OCHOBE aKTyanbHOM roCyAapCTBEHHOM NOAUTHKL HOBOWA
3enaHanm, 1 TPaHCAMPYEMOro CTPYKTYPOI Tenecepunana AeKONOHNaNbHOIO
HappaTu1Ba MMaBHbIX repoeB cepuana (Maopw 1 vipnaHALeB no HauMoHanbHOCTK),
KOTOPbIN ONoCpeoBaH MCTOPUEN 1 KyNETYPOI X HapOAOB.

PaccMoTpeHmne cnocoboB penpeseHTaLyt HaluYOHaNbHbIX 1 KyETYPHbIX
MAEHTUYHOCTEN B COBPEMEHHOM HOBO3eMaHACKOM Tenecepviane npeanpuHu-
MaeTcs B pyc/ie MOCTKOMOHWANbHBIX CCNEAOBAHWI C NMPYIMEHeHVeM Happa-
TUBHOTIO 1 AVCKYPC-aHanu3a. Bblbop KOHLUENTyanbHOM NepcneKTnBbl MOCTKO-
NOHMaNbHbIX UCCNe0BaHN 0BYCNOBNEH NMPENMYLIECTBEHHOW (DOKYCHPOBKO
Ha KyNbTYPHbIX MPOLeccax, CBOMCTBEHHbIX AaHHbIM UCCNeAoBaHMAM. Takas

! B 1931 rofy, COrnacHo BeCTMUHCTEPCKOMY CTaTyTy, AOMUHUOHbI BpuTaHckoi nmnepum (Ka-
Hapfa, ABcTpanus, ipnaHams, KOxxHo-AdprikaHckmnii coto3, Hosas 3enaHaus v HetodbayHaneHa)
[OCTUMV NMOMHOW He3aBUcUMoCTyY (HoxpuH, 2013, ¢. 106).
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nepcneKT1Ba xapakTepHa Ans NoCTKONOHMaNbHbIX UccnefoBaHuin ®. daHoHa,
3. Canpa, [. YaxkpabapTn, X. baba, 0bbI4HO OnpeaensemMbix Kak Knaccuyeckme
(MoawmnbsakmHa, Kamapa, 2024). 3HauyeHne MeeT TakKe NpUCyLLnii NOA0OHbIM
MHTENNEKTYaNbHbIM WTYANAM NOTeHLMaN AeKONOHNANBHOW AEKOHCTPYKLIAN
rOCMOACTBYOLLMX HAPPATUBOB O HALMOHANbHOW MAEHTUYHOCTHU. MpUCyTCTBME
TAKOBbIX B KMHO- 1 TeNenpoayKummn obycnoBneHo AnswyMmncs nocneacTsus-
MU KONIOHWaNnn3mMa, He OTMEeHeHHbIMU C PacnafoM KONOHWanbHOW CUCTEMDbI,
no BblpaxeHuio A. TnacTaHOBOW — 3TO «KONIOHMANBHOCTbL BAACTU, ObITUS, 3Ha-
HUS 1 3CTe31Ca, KOTOPas MPOAOCHKAETCs B HOBbIX hopmMax» (TnocTaHoBa, 2012).
HabniogeHns 3a nogobHbIMU NPaKTUKaMM B KWHOAMUCKYPCe NpeacTaBnsercs
aKTyanbHbIM BO BCEX Cry4asix, rie KOMOHManbHoe NpoLioe 1 ero Hacneame
NepeocMbICASOTCS.

[lekonoHnanbHble AUCKYPCUBHbBIE NPAKTVIKK SBASIOTCS CBUAETENBCTBOM
HenpeoaoneHns pasHblix GopM colmansHoOM HecnpaBeannBOCTH, KOTopble ped-
NEeKCUPYIOTCS B TEPMUHAX pacr3Ma 1 HaumoHanmama. MoHsT1e «NoCTKONOHM-
anbHbIN AUCKYPC» MOXET BbITb COOTHECEHO C MPOAOMKEHVEM TAaKOWN EKONO0-
HVANBHOWM ANCKYPCUBHOW NPaKTUKK B NEPUOf NOC/Ie OTMEHbI KONIOHMAN3ma.
Mo MHeHwuto T.A. MoawnbskuHon n C. Kamapa, naenHbiM coaepyKaHemM nocTKo-
NOHMaNbHOIO ANCKYpCa SBASAIOTCS NEPECMOTP U NepeolieHka KONOHKUanbHOro
nepuofa UCTopumn Hekorga nopaboLleHHbIX HapoaoB. B 3TOM 3HaueHuu oH
paccMaTprBaEeTCs Kak 4acTb Npouecca AeKonoHn3aumnm coumanbHoro 1 ryma-
HUTapHoro 3HaHus (MoawrbskuHa, Kamapa, 2024).

[pyrvim BaprvaHTOM «MOCTKONOHMaNbHOTO ANCKYPCa» OKa3blBaeTCs Amnc-
KypCUBHas NPaKTyViKa, UTHOpUpYtoLLas AnsuiMecs KoNoHWanbHbIe NOCAeaCTBIS,
4TO MOXET NPOABNATLCS B KaYeCcTBe TaK Ha3blBaeMol «LIBETOBOW (pacoBoiA)
CNenoTbl», KOraa pacoBble MPU3HaKK OTMEHSIOTCS Kak He MeoLIne HUKaKoro
COUManbHOMO 3HAYEHUS, @ TaKKe KaK «BUKYNbTYPann3mM» U «MynsTUKYNbTYPa-
NN3M», TO €CTb CUTYalUK AeKNapupyeMoro paBeHCcTBa HalMOoHa bHbIX UK
3THOKYNBTYPHbIX AEHTUYHOCTEN. B 3TOM BTOPOM BapuaHTe «MOCTKONOHM-
anbHOro AMCKYPCa» CHUMAOTCS BCe MPOTMBOPEYMS MEXY HaLMOHaNbHbIMY
N KyNbTYPHbIMU 0BUIHOCTAMY HE30THOCUTENBHO TOr0, COOTBETCTBYET /1M 3TO
NEeVCTBUTENbHOCTU.

Mpousoweswas AeKoN0H13aUMs BEpHYIa NpaBa YrHETEHHbIM, ypaBHsiNa
X B MpaBax C ObIBWMMYM KONOHM3aTOpamu, B psige obulecTs npeogonena Kysb-
TYPHbIN pa3pblB. [Nog4MHEHHOE OTHOWEHWE ObIBLIMX KONOHWA ¥ AOMUHMOHOB
B NOMIUTUYECKOM CMbIC/e ObI0 NMKBUAMPOBAHO, OAHAKO COUMabHbIE U Kylb-
TypHble AUCNPONOPLMM B 3TUX OOWIECTBAX HE IMKBUAMPYHOTCS aBTOMaTUYECKN
NONUTUYECKM aKTOM 0bpeTeHMs He3aBMCMMOCTU. B ciyvae ¢ pacoBbIMYM NPO-
TMBOpeUnsMM, 0COH0 OCTPO CTOSBLUMMY B KONOHMAbHbIA NEpYof, MPONCXoanT
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AVICKYPCUBHAs 3aMeHa PacoBOM WAEHTUYHOCTU WAEHTUYHOCTbIO KyN6TYPHOW,
COXpaHsAtoLLel cerperaumto 1 akTyanuanpyollei HepaseHcTso (LLHvpenbMaH,
2010, c. 67).

B nepcnekTviBe NOCTKONOHMANbHbBIX MCCNEA0BAHWIA NOHATHUS HaLWO-
HanbHasl, PacoBas 1 3THUYECKas MAEHTUYHOCTM MOHUMAIOTCS Kak CBOero poja
(hOpPMbI Ky/IbTYPHOIO PasBUTYS, COfEPIHaHe KOTOPbIX (DOPMMPYETCs B TEKCTaxX
KynbTypbl. X. Baba MHTEPNpeTVPYET NOHATUE «HALWS» YEePe3 «HapPaLVI», TeK-
CTOBblE CTpaTernu, Metadopsbl, MOATEKCTLI, MMetoLLe CBOK 1cToputo (Bhabha,
1990). IMCKYPCMBHOCTb PaCoBOM, HaUWMOHaNbHOW M STHUYECKOW MAEHTUYHOCTK
ABNAETCA CNEACTBMEM €€ KOHCTPYKTMBHOW Npupoabl (AHaepcoH, 2016). X. baba
oTMeYaeT TaKkKe aMb1BaNeHTHOCTb HalUWY Kak HappaTUBHON CTpaTernu 1 Kak
annapata BnacTu, MPU3HaKOM KOTOPOW SB/SIETCS HEMPEPbLIBHOE ee nepeTeKaHne
B aHa0rMuHble, e MEeTOHUMMNYECKME KaTeropum, Takme Kak Hapof, MeHbLLViH-
CTBa WV «KyNbTYPHOE pasnnymes, KoTopble NOCTOSHHO NepeceKatoTcs B aKTe
nucbMa Haumu (baba, 2005, c. 70). 3TO OTHACTV HEOMAPKCKUCTCKOe MOHUMaHne
HappaTWBa O HaLMW KaK 3/1eMeHTa MAeoN0rYecKoro annapaTa Bnactu nog4yep-
KVBaEeT ero 3Ha4eHmne B TOM, YTO MOXHO Ha3BaTb NMPOLIECCOM «HALMECTPOUTENb-
cTBa». bes Taknx HappaTWBOB He MOCTPOUTbL HaLMOHaNbHOe roCcyAapcTBO, Kak
1 HE ONPeaennTb, YTO e Ternepb ABASETCS «HalMel», KTO B Hee BXOAUT NOMUMO
TOrO, YTO MOMELIEHO BHYTPW NPOCTPAHCTBA, O4EPYEHHOTO roCYAapCTBEHHbI-
MU rpaHvamuy. CTpaHoBas KOHKPETMKA BHOCUT CBOW HIOAHChI B COAepxaHme
3TOW 334241, O4HAKO B KayecTBe Hanbosee CNOXKHOM TaKoBas BUANTCSA MMEHHO
B C/ly4ae NoAUTUKM AeKONOHM3aLMN, KOraa 3a BPems rocrofcTBa MeTPononmnm
B KOMIOHWM AW JOMUHMOHE DOPMUPYIOTCS rbpuraHble MOPMbI KyabTYpbl, OTAN-
yatouMecst OT AOKONOHMaNbHbIX DOPM 1 OT Ky/bTYPbl METPOMNOANN.

[IMCKypCUBHbIE NPaKTMKN OTHOCUTENBHO MNOCTKONOHNANBHOW MAEHTUYHO-
CTV Pa3BMBaIOTCS B paMKax rocyaapCTBEHHON NOAUTUKN NAEHTUYHOCTH. B pabo-
Te W.H. CupopeHKo obpaliaeTcst BHYMaHMe Ha TO, KaK MOANTUKA NAEHTUYHOCTM
MCMNONB3YET KYNbTYPHbIM MUD 1 MOCTKONOHMANBHYO TPaBMY, a TakKe Ha To, 4TO
npeofoneHune NOCTKONOHNANBbHOTO KOMMIEKCa BO3MOXHO 3a CHET NpuaaHua
HaUVOHaNbHOW MAEHTUYHOCTW CTaTyca AOMUHMPYtoLLen (CnaopeHko, 2023).

Mo MHeHWIo . PyKyaMbl, «CEFrOAHA YYBCTBO MAEHTUYHOCTM BbICTPO Npe-
BpaLlaeTcs B NOAUTUKY MAEHTUYHOCTY, B PaMKax KOTOPOM Ntoan TpebytoT obule-
CTBEHHOTO MPU3HAHWS CBOEN LIeHHOCTW. TakuM 06pa3oMm, CYLLECTBEHHYIO H4acTb
NOANTUYECKMX KOH(DNVKTOB COBPEMEHHOTO MMPa MOXHO CBECTY K MPOSBAEHVSM
NOANTUKM MAEHTUYHOCTWY (Pykysima, 2019, c. 34). OH TakKe roBOpUT O pasHo-
06pasnn NoONNTUKN MAEHTUYHOCTM, B TOM YUC/E O TaKOM, rae Te, KTO 3aHMMaeTcs
HaLMecTponTeNbCTBOM, MOTYT CO3HaTENbHO OPMUPOBATL UAEHTUYHOCTH B CO-
OTBETCTBUM C XapaKTepUCTKamu U NpuBblYkamu nogeit (Pykysama, 2019, c. 131).
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HaunoHanbHas NAEHTUYHOCTb B TaKUX CyYasx CTPOUTCS B BonbLIel cTeneHu
Ha 0BLIMX LEHHOCTAX, HEXeNN Ha OBLHOCTW KPOBM 1 MeCTe MPOUCXOXKAEH NS, HTO
NO3BONSET B flafbHeNWeM BKIOYaTb B HEE€ HOBbIX MUTPAHTOB PAa3HOIo 3THUYe-
CKOTO MPONCXOMAEHNS.

B HoBoWt 3enaHann nonuTuKka MAEHTUYHOCTU C cepefiHbl XX BeKa pas-
BMBanach B paMKax KOHLENUMM O1KybTypanm3ma, CIOKMBLIErocs Ha OCHOBE
KyNbTYpbl Benbix noceneHues (nakexa?) 1 abopureHHoro HaceneHus (Maopn).
HoBo3enaHaCKnii BUKynsTYpanvam BOMAOTUACA B TMOPUAHOM MAEHTUYHOCTN —
knBw (Kiwi), KoTopas NpoOTMBONOCTaBAAETCS 3anagHoMy CybbekTy (bbiBLIeln
meTpononun). [lorosop BanTaHri® 1840 roga 3akpenun B HOBO3eNaHACKOM
KynbeType v NOANTUHECKON XM3HK XX BeKa 1Aeto O TOM, HTO OTHOLEHMS MEXay
nakexa v Maopu — KOMIOHMU3aTOPaMn U KONOHU3MPOBAHHBIMU — JO/MKHbI OCY-
WECTBASATHCS HAa OCHOBE «MapTHePCTBa paBHbIx» (Pratt, 1999, p. 316). YcnewHoCTb
ABWKeHNs «PeHeccaHca Maopy» B cepefiviHe NPOoLLINOro Beka 3aKk/todanach Takwe
1 B TOM, 4TO, NO Npumepy adpoamepnrarues CLUIA, Maopu NpoTHBONOCTaBUAM
CBOO KyNbTYPY LIeHHOCTAM, COLUMANbHON OpraHn3aumnu v MHCTUTyTaM eBponei-
LieB, a TaKKe NPOBO3rIacuaN COBCTBEHHOE anbTepHaTUBHOE MUPOBO33peHye
(Poata-Smith, 2011, p. 43). BUKynbTYpann3m «Maopu-naxkexa» ctan AOMUHKPYIO-
WM KYNBTYPHbBIM AMCKYPCOM?, MOCTPOEHHbLIM Ha OCHOBE Ky/bTypbl Hefbix noce-
NeHLEB U MHKOPMOPUPYIOWMM PSA KyNbTYPHBIX KOHLenuwmin maopw (Huijser, 2002).

2 Cnogo «nakexa» (pakeha) BnepBble cTanu ncnonb3osath B HoBow 3enaHanu B XIX Beke ans
0003Ha4eHnst eBPOMENCKINX NepeceneHLeB, NPerMyLeCTBEHHO BPUTAHCKOrO MPOUCXOXae-
HVs. B Maopuiickoli Bepcvn [loroBopa BaliTaHry, 3aKmo4YeHHOro Mexay BOXASMU nneMeH
1 KOPO/eBOI BpuTanmu, CNoBoO «naKexa» UCMOMb3yeTCs Kak 0b03HayYeHe noaaaHHbIx Ee Be-
nvYecTBa Koponesbl BukTopun B HoBol 3enanavin, He maopu: «The Treaty employed the term
“Pakeha” to refer to Queen’s Victoria’s non-Maori subjects in New Zealand» (King, 2003, p. 168).

3 [loroBop BaiitaHrn (aHen. Treaty of Waitangi, maopu Te Tiriti o Waitangi) mexxgy npepgcra-
BuTENSMU BenukobputaHuu 1 BoxaaMu 40 nnemMeH maopu 6bin nognucaH 6 debpans 1840 r.
1 nepefasan ynpasneHne CTpaHON BenvikobprTaHnu, 3aKpennss My EeCTBEHHbIE 1 HenMy-
LLleCTBEHHbIe NpaBa Ha 3emM/to 3a Maopw (Buick, 2011).

OpHako Tonbko B 1975 rofly B pesynbsrate aanTenbHo 6opbbbl Maopu 3a cBOM Npasa (T. H. «Pe-
HeccaHc Maopu») rocyfapCTBEHHbIM YKa3oM Obin onpefeneH NopsAoK NpUMEHeHs ero nono-
XKEHWI B 3aKOHOAATeNbHOW NpaKkTiike HOBOWM 3enaHany, a Takoke bbin yupexaeH ocobbili cya
BaiTaHru (Waitangi Tribunal), pa3bupatolimnii npaBoBble KONW3KK, KacaloLyecs HapyLeHus
npas maopw (MeTpyxunHa, 2023, c. 236).

4 Ha cerogHswWwHNii geHb B HoBOW 3enanavn 6UKynsTYpani3M TpaHchopMmupyeTcs B NoanuTH-
Ky MyNBTUKYNBTYpanm3ma, 0CO6eHHO B rOPOACKKX LieHTpax: «Kak aMnupryeckoe yTeepxaeHmne
bakTa, HoBas 3enanans SBNSETCS MyNLTUKYALTYPHOM B TOM CMbIC/IE, YTO B HEW NMPOXMBaAET
pa3Hoobpa3Hoe HaceneHve, KOTOpoe uaeHTUbULUMpYeT cebs Kak Maopu, Tarata nacudrika,
nakexa [HOBO3eNaHALbI EBPOMENCKOrO NMPOUCXOXAEHNS] U HOBO3eNaH/Lbl a31MaTCKOro npowc-
xoxpeHvs» (Huijser, 2002, p. 235).
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KWHOAUCKYPC — MNOJIE ®OPMUPOBAHUS ANCKYPCA HALLMN

CTpaTervis NoCcTpoeHrs HafapacoBOW MaKpoOMAeHTUYHOCTY B HOBOW 3enaH-
ANV IBASETCS YaCTblO CEroAHSAWHeN rocyaapcTBEHHON NOAUTUKN (Smits, 2019).
MpUHUMN BUKYNBTPaNM3Ma HalUWK «K1MBW» OTPaXKeH B ouLManbHOM ABYsS3bIY-
HOM Ha3BaHMW CTpaHbl — Te AoTeapoa, HoBas 3enaHauns: Te Aotearoa (Maopw),
New Zealand (anHrn.) (ANZ).

MbpuaHas HauMoHanbHas MAEHTUYHOCTb BbICTParBaeTCs B MHOMOYMC-
NEeHHbIX ANCKYPCUBHbIX MPaKTUKax, B TOM YMCne XyAoKecTBeHHbIX. /1.0, Xabu-
BynnviHa roBopuT 0 HalUWOHanbHOM MUde Kak cpeacTee (hOPMUPOBaHMS HaLW-
OHaNbHOM MAEHTUYHOCTW, pasbupas cuTyaumnio GopMUPOBaHKMS Takoro Muda
B IUTEPaTYpPHbIX NPOM3BeAeHUsX: «[1pOLLECC KOHCTPYMPOBaHKSA, “BOOOPaxeH "
HauWii — 3TO NpoLecc HalMOHaNM3aumMmn 3HaKkoBs, NPoLLEeCC NPUCBOEHNS MeH-
TanbHbIM U, 4TO OCOBEHHO BaXHO, MaTepuanbHbIM O6beKTaM HaLMoHanbHbIX
3HaYeHWiA 1 AanbHeNLWee UX UCNOAb30BaHWMe (AN UX PYHKLUMOHMPOBaHME) B Xy-
[OXECTBEHHOWN NUTEPaType, B pe3y/bTaTe KOTOPOW CKNafplBaeTcs, 0hopMaseTcs
1 Nepeo3HaymBaeTcs HauMoHanbHbI MUd» (XabrnbynnvHa, 2010). B 3ToMm cMbicne
KnHemaTorpad Kak cpeacTBo MOPMUPOBaHMS HALMOHANBHOW MAEHTUYHOCTH
Taroke 0bnafaeT OrpoMHbLIM NOTEHLMANOM, ¥ ANS HaLMOHaNbHbIX rOCYAapCTB
HaLMOHaNbHbIN KHeMaTorpad — 3TO 3epKano, rae MOXHO pas3rsaaeTs raBHble
MaHndecTrpyemble HepTbl HaLMOHANBHON NAEHTUYHOCTL.

ACMEeKTbl KOHCTPYMPOBaHMS HaUMOHANbHbIX M 3TUYECKMX MAEHTUYHOCTEN
cpefcTBamMy KuHemaTorpada paccMaTprBatoTcs psaoM aBTopos. AW, TymaHoB
OTMeYaeT KOHCTPYKTMBUCTCKMI NOTEHUMAN KNHOHAPPaTMBOB: «PUbMbl CTaHO-
BSATCS BM3YyanbHbIMU MapKepamu COBPEMEHHOCTW, YTO NMO3BOASET NOCNEAYIOLMM
MOKONEHUSIM HaXOAWTb CBSI3b CO CBOMM MPOLIbIM, @ 3TO SBASETCA BAKHOM Ya-
CTbt0 NpoLecca GopMUPOBaHKMS HAUMOHANBHON MAEHTUYHOCTU» (TyMaHoB, 2021,
c. 35). ViccnenoBaHvisiM ponu KuHeMaTorpada 8 GOpMUpPOBaHMM COBPEMEHHO
06UIEPOCCUINCKON HaUMOHANbHOM 1 KyNbTYPHOM MAEHTUYHOCTM NOCBSLLEHbI
paboTbl K.B. Pe3nurkoBo (Pe3HnkoBa, 2013), C.M. KonecHukosoii 1 B.B. Konec-
HVKOBOW (KonecHnkoBa, KonecHukoga, 2024). A.B. lobpoHuLKas paccmaTpusaeTt
NpobnemMbl KOHCTPYMPOBaHUS 3THUYECKOW NAEHTUYHOCTY NOCPEACTBOM KMHO
(JobpoHuukas, 2016). E.H. CaBenbea 1 B.E. BygeHkoBa ONMCbIBAOT HaUMO-
HaNbHO-KYNLTYPHYIO MAEHTUYHOCTb B COBETCKOM W MOCTCOBETCKOM KMHEMATO-
rpade (CaBenbera, bygeHkoBa, 2017). 3TOT e BONPOC C NO3ULMM KUHOBEAEHNS
npeacTaeneH B apyroi pabote E.H. CaBenbesoli (CaBenbesa, 2014). Bonpocs!
MOCTPOEHMS STHUHECKOW MAEHTUHHOCTM 1 (DOPMUPOBaHMS KPOCC-KYNBTYPHOTO
AManora B AMCKypCax AOKYMEHTanbHOMO U XyAOKECTBEHHOMO 3THUYECKOTO KMHO
Ha MaTepuane aBCTPaaNnCKOro KMHemaTorpada paccmaTpmBaloTcst B paboTe
aBTOPa HacTosLero TekcTa (fnaskoBa, 2024b).
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B acce 3. CMuTa B cOopHMKe «KMHO 1 Hams» UCCeayoTcs Npuembl BKO-
YeHMs B KMHOAMCKYPC 31EMEHTOB APYrvX CUMBOMMYECKMUX CUCTEM, HanpuMep,
KaK HaLMOHaNbHble TeMbl ICTOPUYECKON MBONMUCK XIX BeKa Hallnmn napannenm
B h1NbMax peXmnccepoB, KOTOPbIE, MO €ro C10BaM, CTPEMUANCH «BbI3BaTb 1 130-
6pasnTb acnekTbl HaUMOHANbHOW MAEHTUYHOCTW» (Smith, 2000, p. 45). C. Xel-
BOP/, aHanM3vpys HaluMOoHaNbHbIN GPaHLY3CKUI KnHeMaTorpad, npeanoxmun
TUMONOTUIO CMOCOOOB BbIPaXeHNs «HaUVOHaNbHOro» B HaUVOHaNbHOM KMHO
(Hayward, 1993). Cpean cemn Tunos C. XeliBopf, BbiienseT ocobo cneaytolime:
1) HappaTuBbI, KOTOPbIE «<MOTYT BOCTIPUHMMATBCS KaK OTpaeHue Hauumy, Oyab
TO HesiBHOE W KOHHOTaTMBHOe 1nn aBHoe (Hayward, 1993, p. 9), 1 2) KMHO Kak
MOBUNN3aTOP MUDOB HaLMK 1 MDA HaLWK, KOTOPbIA OTHOCUTCS K cnocobam,
KOTOPbLIMU PUNbMbI 06PaLLAIOTCS K «AOCTYMHbIM ANCKYpCaM 1 Mudam cBoel
cobCTBeHHOM KynbTYpbl» (Hayward, 1993, p. 15).

BONbWMHCTBO vicCnefoBaTeNnein CXoamnTcs BO MHEHWI, YTO UMEHHO ro-
CyAapCTBO WUrpaeT BaXKHelWyo ponb B GOPMUPOBAHUY HALMOHANBHOW MAEH-
TUYHOCTU, 0COBEHHO B Poccum, rae HauMoHanbHas MAeHTUYHOCTb He MOXeT
NPUPaBHUBATHLCS K 3THWYECKOW B MY TOrO, 4TO PO — MHOroHauvoHanbHoe
rocynapctso (LkoanHcknin n ap., 2019).

HoBo3enaHACKNiA KnHeMaTorpad yHIUKaneH Bo MHOMMX OTHOWEHMSX. Kak
HaUMOHaNbHbIV KHemaTorpad OH ANUTENbHOE BpeMs pa3BuBancs nof 6onb-
WYM BANSIHUEM aMEePUKaHCKOro KMHeMaTorpada B HEPaBHOW C HUM KOHKypeH-
UMM 3a 3puTens v 3a COBCTBEHHO KMHeMaTorpadmcToB, MHOMME 13 KOTOPbIX
4acTo Nepemellanuck B FonnnBy B noncKax 6onee KpynHoro GUHaHCMpoBaHUS.
OcTaBasichb B cchepe KynbTyPHOro BAMSHMSA cTpaH bpuTaHckoro CoapyxecTBa,
HOBO3eMaHACKUIA KnHeMaTorpad o@opMUACS KaK HalMOHanbHoe SBNeHue,
npoaBurasi NOBECTKY eAMHON HaLMW «HOBO3eNnaHaLeB» B 1980-x noce yupexmae-
HMUA MUHWUCTEPCTBOM UCKycCTBa HoBOW 3enaHann HoBo3enaHACKon KOMUCCHM
no K1HO (1978), Lenbto KOTOPOW CTano «MOOoLLPEHME, a Takxke y4acTne 1 cofen-
CTBME B MPOW3BO/CTBE, PACNPOCTPaHEHNN 1 MOKa3e KMHOMUIBMOB CO 3HauM-
TeNbHbIM HOBO3€MaH/ACKMM cofepxaHiem» (3BermHuesa, 2017, c. 139). B 3T xe
rofibl B HOBO3eNaHACKOM KHemaTorpade ocobyio NonynspHOCTbL obpena Tema
PacoBOV AVCKPUMUHALIMI®, HTO SBUIOCH CEACTBUEM NOABEMA HALMOHANBHOTO
CaMOCO3HaHMa Maopu.

B 2014 rogy HoBo3enaHACKas KMHOKOMUCCKSA OTKPbIAA HOBbIV MyTb AN
KnHemaTorpaduncToB Maopu 1 nacuduka (0CTpPOBOB TUXOro oKeaHa) C Lenbto
obecneyeHns «Moaenein UCTOPUiA, OCHOBAHHbIX Ha TPAAMLMOHHOW base 3HaHWiA

> 310 hunbmbl M. MoHaep «CbIHOBbS AO/MKHbI BO3BPaLaThcs» (1982); 1. bnek B hunbme «do-
Torpad» (1987), [hx. Mapdu B «Boamesgnm» (1985), /n Tamaxopu «Korga-to 6bian BOMHaMM»
(1994) (3BerunHueBa, 2012, c. 227).
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mMaopu n/unu nacudurar (Milligan, 2015); 8 2000-e HopMUPYETCS MAOPUINCKOE
KVHO CO CBOMM OCOObIM B3M15/0M Ha HOBO3eaH/ICKYIO 1eCTBUTENBbHOCTb U OT-
HOWEHVIS MEX/1Y MAaOpW 1 HE-MaoPMU.

MpobnemaTrka COBPEMEHHOTO HOBO3ENaHACKOTO KUHO, B TOM YUCe CHS-
TOrO PEXMCCepamu-Maopu, NPUBNEKAeT 3HAYUTENBHO YMCIO HOBO3ENAHACKMX
nccneposatenein. 3to pabotsl X. Xéicepa (Huijser, 2002); A. TopHnu (Thornley,
2012), K. Munnauran (Milligan, 2015), B. T. MuTc (Pitts, 2008), <. M. YuncoH (Wilson,
2011), 3. MapTeHca (Martens, 2015), C. KnennaHa-Crokc (Clelland-Stokes, 2007).
[ns 6oNbWON YaCTH 3TUX UCCNeA0BaHMI XapakTepHo 0coboe BHUMaHe K Npo-
bneme penpeseHTaunn B KnHematorpade rubpuaHoin 0bUHOCTH «NaKexa-Ma-
opu» Kak B (rbMax, CO3AaHHbIX aBTOPamy 3anafgHoro NPOUCXOXKAEHNS, TaK
1 pexxiccepaMmmn-mMaopu. NpeamMeTom AMCKYCCUMM 4acTo CTaHOBUTCS AMaeMMa:
NPeacTaBaaTb MAOPU KaK 4acTb HOBOW rMOpUAHON Haumn, MMHo Kak camobbIT-
HYIO 3THMYECKyt0 0BUHOCTb, OTCTAMBAIOLLYIO CBOI HE3ABUCUMMOCTbL OT MHO-
KYNBTYPHbIX BAVSIHWIA U CTaBSILLYIO N0/ COMHEHVIe KOHLENUWIO «efIMHOro Hapo-
aa Hosoli 3enaHguu» (Milligan, 2015). Takum obpasom, KnHemaTorpad Hosol
3enaHanm BO MHOTOM M CErofiHst NPOO/KAeT OCTaBaThCs apeHol peanv3auny
AEKONOHV3aLUMOHHbIX AUCKYPCUBHbBIX CTPATEr NI

ViccnenoBaTtenn oTMevatoT ellle OfHY 13 0COBEeHHOCTEN HOBO3ENAHCKOO
KnHemaTorpaca — 4acTo NPaKTUKYHOLeeCst COBMECTHOE C KMHOKOMMaHUsAMM
APYTUX CTPaH NpoV3BOACTBO KMHOMUABMOB 1 Tenecepranos. OHO CTano ans
HoBol 3enaHamu cnocobom NpoTMBOAENCTBUS AoMUHMPOoBaHNto CLUA Ha Ha-
LMOHaNbHbIX KNHO3KpaHax ¢ MoMoLllbto bonblunx bromxeTos (Pitts, 2008, p. 70).
KnHo v TenedunbMbl COBMECTHOO MPOW3BOACTBA YaCTO (XOTb U He BCeraa) HecyT
B cebe 0TneyaToK KPOCC-KyNbTYPHOro Avanora, Hen3bexHoro B CUTyaLmun co-
BMECTHOrO TBOPYECKOro npoliecca. Ho B aHan13npyeMoMm B JaHHOM 1ccnenosa-
HUW cnydae — Tenecepuane «VcyesHyswme» (2023)° — amanor aToT CTaHOBMUTCS
4aCTbio KUHOAMCKYPCA.

[eiictune cepunana «Mcuesnysline» passopadvBaetcs B Vipnanauu ([y-
611H) 1 B HoBol 3enanHauu (OkneHp 1 MecTeuko Te Apoxa permoHa Baiikato),
Kyaa 13 [lybnnHa nprbsiBaeT OfiMiH 13 MaBHbIX repoeB — cfefoBaTeb 1eo
Puxtep (aktep Puuapa ®nyn (Richard Flood)), 4Tobbl noMoyb cBOE 613KoM
noapyre cyabe XaHHe HaliTu ee MPONaBLUYIo 104b, KOTOPAs MpW CTPaHHbIX 00-
CTOSITENbCTBaX NpOMana BMeCTe CO CBOMM MONOALIM YenoBeKkoM. PaccnegoBaqme
MPRaHACKNIA NOAMLENCKINIA BeAeT BMECTe C MOMOAOV noauuenckom AnaHoi MNyins

° Tenecepwvan «Mcuesnyswme» («<The Gone») (1-11 ce30H — 6 cepuii — npeMbepa 7 Mas 2023). Ho-
Bas 3enaHavs v Mipnanawvs. Pexuccepsl Mutep beprep (Peter Burger) n XanHa KyviHH (Hannah
Quinn) — coBmecTHOe npow3soAcTBo Kotare Productions, Keeper Pictures and Kingsfisher
Films, npv y4actuum Southern Light Films. [locTyneH B cepsrice <AmeaviaTeKar.
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(akTpuca Akywna-Tapa Kyn (Acushla-Tara Kupe)). OHa — npeactaBuTens Hapoaa
Maopw. O4eHb CKOPO BbISICHAETCS, YTO ee CNywba B NONNLMM He 00bpseTcs poj-
CTBEHHMKaMU-MaopK, KOTOPbIE HAaCTO OKA3blBAIOTCS NPOTVBONOCTaBNEHHbIMY
NpaBoOXpaHUTENbHOM cucTeMe; [lnaHa no CIOMeTY Kak Obl UrpaeT Ha CTOpPOoHe
«benbix» (naxkexa) NPOTUB CBOWX POAICTBEHHNKOB — KOPEHHbIX «<HOBO3eMaH/ALeB».
Cepuan B n306vn1M NpeocTaBaseT MaTepuar no AUCKYTUPYEMbIM Bbillie BOMPO-
CaM ¥ MONHOCTbIO YOBNETBOPSET YCNOBUAM, HTOObI ObITh MPUMEPOM A5 aHanm-
3a: B HeM eCTb H0/bLIOE KONMYECTBO penpeseHTaLnii odbrumanbHO MOHYMaeMon
e1MHOI HOBO3eNaH/CKON HalmK, penpe3eHTaLum Maopy 1 UHOCTPaHLEB, B3NS/
Ha HOBO3eNaHACKYO KyNbTypy U3HYTPK (repon-mMaopn) 1 M3BHe (repoun-mpnaHa-
Lbl), 4YTO JaeT BO3IMOXHOCTb OOMEHUBATHCS CMbICIAMU.

JKpaHHble NPoV3BefeHNs AeTEeKTUBHOIO XaHpa 4acTo NPeaocTaBasioT
boraTblil MaTepran ans U3ydeHus penpeseHTaumnin coumanbHbiX peanuii, no-
CKOMbKY (DOKYCUPYIOTCS Ha KOHMANKTHbBIX, MaprMHanbHbIX UM NONPOCTY HEOA-
HO3HaYHbIX aCneKTax colyanbHO AeUCTBUTENbHOCTM Kak Hanbonee 3penmilHbIX
N MHTEPECHbIX A1 Pa3BUTUS CtoxkeTa. B NofobHbIX hrnbMax 1 ceprianax B 3Tl
CBSI3M MOTYT aKTyanm3npoBaTbCs «<Havnbonee npobnemHsle, bonesaHeHHble hpei-
Mbl KONNEKTVBHbIX MAEHTUYHOCTEN, 3HAKOMbIE UM pa3aensemble 3puTensmm»
(ThaskoBa, 20244, c. 161).

Pa3BuTHe AETEKTUBHOIO CloXeTa cepunana He CTOMb BaXKHO B AaHHOM UC-
CNnefoBaHUK, MOCKOMbKY TaKOBOE COCPEAOTOYEHO Ha AMCKYPCUBHbIX GperiMax
KYNbTYPHbIX U HALMOHANbHbIX MAEHTUYHOCTEN, OPraHn3ytoLMX ero HappaTys.
OHV BbICTPOEHBI He M30MPOBaHHO, a COCYLLECTBYIOT Ha MPOTSKEHMM BCEX Ce-
PUiA, HO AN aHanv3a MMEET CMbICN TeMaTUYECKM X CKOHLIEHTPYPOBAaTH MO TPEM
TPaeKTOPUAM:

1) hpeimM bUKkynsTypann3mMa — «Haluus KUBu»,
2) dpeim KONOHMaNbHOM NAEHTVYHOCTN — 0bpa3 Maopu;
3) peiim 1eKONOHWANBHOCTI: MaopW 1 MPAaHALbI.

B KayecTBe MapKepoB ANCKYPCUBHBIX DPENMOB HEOOXOAMMO B aHHOM
CNyyae paccMaTprBaTh 3M1EMEHTbI CTPYKTYPbI HappaTWBa (repov, 1oKaLuin, s3biK,
MHTepaKUWK, CMbICTIOBbIE OMMNO3ULMK), CNOCODbLI PENpPe3eHTaLVn KynbTYPHbIX
1 ME0NOT VHECKNX KOHCTPYKTOB, B13YaNbHble penpe3eHTaLyn KynsTyPHbIX 1 Ha-
LUMOHaNbHbBIX MAEHTUYHOCTEN.
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OPENM BUKYNIbTYPAZIU3MA: «<HALUS KUBU» — MU NN PEAIBHOCTb

C nepBoWi cepun y 3puTens cepvana, He3HaKoOMOro C HOBO3e/aH/ACKON
AENCTBUTENbHOCTbIO, CKNAMbIBAETCH HeOBbIYHOE BRevaTneHvie. 310 yauBneHve
pasnensiioT 1 Te repoun cepuana, KTo ToNbKo YTo Npubsin B HoByto 3enaHaunto,
T. €. eBPONeNLpbl, a To4Hee — vpnaHaLbl. YaNBAEHWe Bbi3bIBAET HE TOT aKT, 4To
B ropoge 6ok 0 60K XMBYT 1 COBMECTHO paboTatoT HOBO3eNaH/ALbl EBPONENCKOrO
NPOUCXOXKAEHNWS (NaKexa) M Maopu, 1 YTO PaCcOBbIe Pa3NnYNs NEePecTany BNnsThb
Ha NOBCEeAHEBHY0 XM13Hb, @ TO, YTO INEMEHTbI TPAAVLVOHHON KyNTYPbl MAOPH
MrpatoT BeCbMa 3aMETHYHO POJib B XKV3HW BCErO ropoAa, B TOM YMC/e NOTOMKOB
©BPONENCKMX NOCENEeHLEB, Ky/BTYPa KOTOPbIX paHee He OTIMYanach OT KybTypbl
MeTpononumn — BenvkobputaHun.

CunTaeTcs, 4To rMbpUaM3aLMs KyNbTypbl 6ebix NOCeNeHUEeB NPOMNCXoam-
Na B TeyeHne ANNTeNbHOTO Nepunoaa. MiccnenosaTenn BoiAenstoT TP OCHOBHbIX
6110Ka HOBbIX LIEHHOCTEN Y HefbIX NOCENEHUER, YTO OTANYAET X KOHLENTYaNbHY0
KapTWHY M1pa OT APYrnX EBPOLEHTPUYHBIX KAPTUH MI1Pa, B TOM Yuce BpuTaH-
CKOM. 3TO: MICTOPMSA OCBOEHMS KaK LLeHHOCTb (settlement), akocucTema kak LeH-
HOCTb (environment) 1 BUKkynETYpHOE 00LECTBO Kak LeHHOCTb (biculturalism)
(Hnkonaesa, 2011a). HekoTopble U3 3TUX KOHUENUWIA (OPMMPYIOTCA NOA BO3-
AeNCTBMEM TPAANUMOHHOM KapTuHbl M1pa Maopu. O.B. Hukonaesa yka3biBaeT,
4TO HOBO3eNaHACKMI KOHLENT Kiwi SBNseTcs Hanbonee BECOMbIM CUMBOSIOM
B COBPEMEHHO HOBO3€eNaHACKOM KapTrHe Mupa (Kiwi worldview v Kiwi mindset).
KoHuenT «kmBm» (Kiwi) ncnonbayetcst B oburimanbHOM AVCKYPCE A5 BblPaXKeHMS
naen HauMoHaNbHOTO PaBEHCTBa, eAMHCTBA W MyNbTUKYNLTYpanu3ma. iHTepe-
ceH hakKT, 4YTO NPUMEHNTENBHO K Ha3BaHMIO eAVHON HOBO3EeNaHACKOW Hauum
MOXET MCNONBb30BaTLCA VI MaOPUINCKIIA NpeduKe ngati, 06bIYHO CTOAWMIA Nepef
Ha3BaHMEM MaopUINCKOro nNneMeHu. Hanpumep, B pedr MUHUCTPa CeNbCKOro
xo3s1cTBa prnMa AHepToHa (2008): «I want to talk about our unique identity
as New Zealanders. (...) We are, | believe, becoming a new tribe. | think of us as
Ngati Kiwi. (...) That identity “ngati kiwi” will be the rope made from the strands
(of our diverse communities)» — «51 Xo4y NOroBOPWTL O Halel YHWKanbHOM
HOBO3€e/1aHACKOM NAEHTUYHOCTU. (...) 4 nonarato, YTO Mbl CTAHOBMMCS HOBbIM
nnemeHem, nnemeHem Knsu. (...) 3ta UAEHTUYHOCTb CNNETEHA U3 MHOTUX HUTEN
(HaWwwx pa3HbIX 3THUYECKUX KyNbTYP)» (H1Konaesa, 2011b, ¢. 157). dakT, ceuae-
TENbCTBYIOWMIA O 3HAYUTENBHOW POAU KYNBTYPbl MAaOpW B KOHUEMUMUMU HOBOM
€AMHON HauMW HOBO3ENaH/LEB.

B cepviane TepMuH «kiwi» («KrBUW») BCTPEYAETCS TONBKO OAHAKbI: BO 2-V
cepun MpnaHacKas XypHanucTKa-paccnefoBaTensHuua AinvH Paian, nonyyvs
XONOAHbIV 1 Aaxe BPaxaeOHbIi MpueM OT MECTHbIX XUTeNen, fenaeT NPoHNY-
HOe 3aMeyaHyie: <A roBOpsT, KMBU ApyKeniobHbl» (2-5 cepus, 20:00). Mo xony
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AEeNCTBUS 3pUTENIO B M300UNMM 1EMOHCTPUPYIOTCS 0CObbIE HYepThbl eAUHOW HO-
BO3€M1aHACKON KyNbTypbl: 06bl4Yan U LIepeMOHMM, X1U3HeHHas dunocodus, Bepo-
BaHMWs, HALMOHaNbHbI A3bIK.

PNNOCOPCKO-KY/IbTYPHBIE KOHLENLMN

dUNocodCKo-KyNbTYPHbIE KOHLENUMM HOBO3eNaHACKOW Haumnu UrpatoTt
BaXXHYH ponb B ctoxeTe. OAVH 13 OCHOBHbIX MPUHLMMOB — MPUHLMN «3KOCK-
cTemMa Kak L|eHHOCTb» (environment) — cchopMMpPOBancs B COBPEMEHHOMN HO-
BO3e/aHACKON KynbType nof 60/blWM BO3AEKCTBUEM KOHLEMUMIA Maopu wairua
n kaitiakitanga («3aboTa» 1 «coxpaHeHue»), KoTopble 06ecneynBaloT CoXpaHeH e
1 YCTOMYMBOE Pa3BUTHE M NEXAT B OCHOBE KOHLEMUMM YT paBNeHNs pecypcami.
B COOTBETCTBWM C HUMU, NPUPOAHbIA BanaHc obecneyrBaeTcst OrpaHuYeHUIMN
Ha cbop NNOAOB M pacTeHui, a Tatoke Ha oxoTy (Forster, 2019). B ctoxeTe cepuana
3TOT NPUHLMN YBAXEHWS K MPUPO/E ABASETCS ABVKYLLEN CUNON MPOTeCTHOM
aKTUMBHOCTW TPYMMbl MONOAEXM, KOTOPYIO OneKaeT 3penas napa Maopu — pop-
CTBEHHWKOB IM1aBHOW reponHun cepunana [vaHsl. Hagnucs Ha nvkane, Ha KoTo-
POM pazbedxaeT KomaHaa bactopa n Buku Iyis, macuT: «Protect our Whenua»
(«3alWmTM Halwy 3emnto») (1-9 cepus, 25:39).

MoHsTne whenua (Maopwu) — «3eMns», «<NaaueHTa» — MHOro3HavyHoe, CBS-
3aHHOE C MUDONOrMYECKMM NPEACTABIEHNEM O MPOUCXOKAEHUMN HKN3HN U3 YTPO-
6bl [ManaTyaHyKy, HaxoasLencs B MOpe. 3eMAs, KOTopasi NOsIBUAAChk Hafl BOAOW,
CTana NnaueHTow, CBA3ytoLLEe NpapoanTensHULLY 1 ee aetei (Royal, 2012). 310
BO33peHue 0ObCHSET CBSA3b Maopy CO CBOEN 3eMei U ee LIeHHOCTb As Me-
MEHMU.
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Puc. 1. MM1Kan ¢ NpoTecTyLWUMM 1 C HaANKUCbIO «3alUTUM Hawy 3emnio (whenua)».
Kapp u3 dpunbma «McyesHyBLme», pex. Mutep beprep n XaHHa KyuHH, 2023.
1-/ ce30H, 1-51 cepusi; 25 MUH. 39 ceK. CKpUHLLOT aBTopa
Fig. 1. A pickup truck with protesters and the sign “Protect our land (whenua)”. Still from
The Gone [S. 1, ep.1, 25:39]. (2023). Directed by Peter Burger and Hannah Quinn’

JTa e nobyauTenbHas cuna — 3aliuTa HEMPUKOCHOBEHHOCTM Maopwii-
CKOW 3eM/IN — NEXUT B OCHOBE MOTUBOB AEVCTBUIA 1PYrON rpynnbl NEPCOHaXEN
VI CHOXKETHOW IMHUIN BOKPYT OYNCTHbIX TEXHONOTUIA KOMMEPYECKOW KOMMaHUu
«XoyKypa», rae paboTana nponaslias UpnaHaka. Ha cnosax npeacraBuTenm
MECTHOro bu3Heca (Maopu) 1 MECTHOI BNacTu (Nakexa) 3a KOOI U yBaxe-
HVE K AieKNapupyembiM yxKe Tenepb Ha roCyaapCTBEHHOM YPOBHE LI@HHOCTSIM.
Ho Ha gene KOHMAMKTLI BOKPYT 3arpsi3HeHyst BOLbl BOBEKAIOT B HEMPOCTble
B3aMMOOTHOLIEH NS CaMblX Pa3HbIX MEPCOHaXeN cepuana: bebix HoBO3enaHaLeB
1 MHOCTPaHLEB, paboTalolLVX B KOMMAHWN,

MECTHbIE PUTYA/Ibl U BEPOBAHWSA B CEPUAJIE

JK30TNYeckme BO33peHnd 1 prTyasabl repoes Maopmﬁcr(oro MPONCXOM-
AeHWA NMOKa3aHbl B Ceprane He Kak 3THOFpaCIZ)I/IL{eCKaH OCO6eHHOCTb, HO KaK
4aCTb o6u_|,e|7| HOBO3€J’IaH,CI,CKOI7I KyNbTypbl, MOCKO/IbKY MEePCOHaXn He-MaopKn
3a4acCTyro B HUX y4aCTBYHOT. Y Ha6ﬂ@ﬂaT€ﬂﬂ CKnagbliBaeTCa BredatneHne, 4T1o

" VictouHunk n3obpaxerus: URL / See the image source: https://www.amediateka.ru/watch/
series_32417_ischeznuvshie (10.01.2025).
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Maopw 1 He-Maopu — 3TO HepasaennMoe Liefoe — HOBO3eNaH/dUbl C YHVIKanbHOM
CUCTEMOW B3MIS0B U PUTYaNoB.

B cepurane MHOro HeOXKMAAHHbIX AN MHOKYBTYPHOTO 3pUTeNns LLepeMOoHNI,
HEeOXMAAHHbIX, B TOM YKCe, 1 ANs repoes-esponeiiues. OAVH 13 NepBbIX TaKyX
pvTyanos — MonebeH no gylle MONoaoro MpnaHiua PoHaHa, Teno KoToporo
66110 HaliAeHo NMOWCKOBLIM OTPSIAOM Ha bepery peku. Mocne dukcaymm nonu-
LVeln MecTa NpecTynneHuns Teno cobnparTcs YBeCT! B MOPT, HO B 3TO BpeMs
Ha bepery nosBAseTcs MeCTHbIV nacTop, v lnaHa (cnepoBaTens) ocTaHaBAM-
BaeT MPNaHACKOro CepyaHTa, KOTOPbINA C yanBneHneM HabntogaeT, Kak nactop
cosepuiaeT MmonebeH no ayle PoHaHa, 1 eMy BTOPAT BCE YHaCTHVKM NOVCKOBOIO
0TpsAa, KaK Maopu, Tak U He-Maopw (4-a cepus, 02:09).

LlepeMOHWst 0TneBaHwms ABYX KepTB — Benoro HoBo3enaHALUa 1, 3a04Ho,
MOJI0A0TO MPAaHALa — NPOUCXOAUT B HOBO3ENaHACKON MaopUICKOM LiepKBK
PaTaHa®. BHelHe 1 MHTEPbepOM 3[aHe LIePKBIM HanoMUHaeT NPOTECTAaHTCKYHO,
HO He COePXXNT MPUBbIYHOM XPUCTUAHCKON CUMBONMKM, OHa YKPaLleHa TONbKO
NanbMOBbIMUN NCTbSIMMW. POACTBEHHVIKI 1 3HAKOMbIE MOKOMHbBIX PACCAKMBAOTCS
Ha nosny psiioM € rpoboM, MPUKPBIBAKOTCS LWePCTSHbIMU oaesnamu. LiepemMoHnto
BEeET He NacTop, a HaCTaBHWK yMepllero oHowu — bactep lyiis (4-9 cepus,
28:26). [nst npurnaleHHbix Ha LepeMoHUio eBPOMEeNLEB MPONCXOASLLIEE BbIMS-
AWT COBEPLIEHHENILLEN 3K30TUKOMN.

& LleproBb PaTaHbl (Maopu Ratana — Te Haahi Ratana) — cuHkpeTuyeckas xpucTnaHckas ma-
OpuiicKas LiepKoBb, OCHOBaHa KPeCTbSHUHOM TaxynoTvku Bupemy Patasoit. Momymo penuri-
03HOVi AeATeNbHOCTU LIEPKOBb PaTaHbl SBASETCS 1 BaXXHOW NONUTUYECKO cuioi B HoBol 3e-
nanamn. C 1960-x B LiepKOBb BCTYMWIO MHOTO Henbix HoBo3enaHaLes (Te Ara: The Encyclopedia
of New Zealand. URL: https://teara.govt.nz).
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Puc. 2. LlepemoHus B uepkBu PaTaHa. Kagp us ¢unbma «McyesHyBlne», pex. NMurtep
Beprep u XaHHa KyuHH, 2023. 1-/1 ce30H, 4-1 cepusi, 28 MUH. 19 ceK. CKpUHLLOT aBTOpa
Fig. 2. Ceremony at the Ratana Church. Still from The Gone [S. 1, ep.4, 28:19]. (2023).
Directed by (Peter Burger) and Hannah Quinn®

Eule oivH puTyan, B KOTOPOM MPUHUMAIOT Y4aCTUs pa3Hble XXUTenu ro-
pofa v MpnauHfupl, — moneHue o LvHena (nponasliein MoNoaou pnaHake) —
TaroKe NpoBoaAUT bacTep yiid psagoM € MOMUHaNbHBIM KamHeM (5 cepus, 27:09).
Bnocneactsmm cHacTvBOE Bo3BpalleHue LnHeia k cembe CBs3biBaeTCs Buku
C3TUM MofIeHVeM. «Byepa Thbl MpoBeN LiIepeMOoHMI0, a Yac CMyCTs OHa NosSBASETCS
B ropofie», — roBopuT oHa bacTepy. ToT oTBeYaeT Ha Maopu: «boru Hac ycnblwa-
n» (6-9 cepus, 25:15).

f13bIK MAOPU

Ellle OAMH BaXHbIW KyNbTYPHbIA NPUHLIMT HOBO3E1aHACKOro bUKynbTypa-
NN3Ma — 3TO LUEHHOCTb 3blKka MaopwW AN €AUHONM Haummn K. MaopuincKmnii
A3bIK CTaN MapKePOM HaUMOHaNbHOW MAEHTUYHOCTY <KMBW» AANEKO He Cpasy.
OH NoAyYMA CTaTyC HaUMOHaNbHOro g3blka ToNbKO B 1987 roay (CtedaHuyk, 2015,
. 188). B cepuane ntoboit NepcoHax — xuTenb NPOBUHLMANBHOMO ropofa —
3HaET Kakoe-TO KOMMYeCTBO C10B Ha Maopu. Maopuiickoe npueeTcTaue «Kia
Ora» ABNSETCS HOPMOW /19 BCeX HOBO3eNaH/LEB B cepuane. ABNFIOTCA Nn BCe

? NcToyHmK n3obpaxenns: URL / See the image source: https://www.amediateka.ru/watch/
series_32417_ischeznuvshie (10.01.2025).
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HOBO3eNaH/Lbl ABYS3bIYHbIMA — OCTAETCS HEU3BECTHbLIM, MOCKO/bKY B Pa3ro-
BOpE Ha MaopW NePexoasT TONbKO KOPEHHbIE XUTenw. B nocnegHen cepum map
ropofa, OTKPbIBasi HOBbIN BENOMNAPK, TaKKe MPON3HOCKUT YaCTb NPVBETCTBEHHOW
peyr Ha Maopu, AEMOHCTPUPYS CBOE YBAXKEHME XKIUBYLLVM B rOpoae Maopw (6-5
cepus, 29:10).

MepeyncieHHble NpUMepbl penpeseHTaLmm 0BWHOCTY «KNBW» (COBPeMEH-
HbIX HOBO3€eMaHALEB) CO3Aat0T 06pa3 rapMOHWYHOW FMMOPUAHON HALMOHANBHOM
MAEHTUYHOCTIW. ITOT 06pa3 He NOoABEPraeTCst PEBU3MIM CO CTOPOHbI MePCOHaxel
He-Maopw. Ho 3aTo camu Maopw B hviibMe HEOAHOKPATHO CTaBsT 3Ty OOWHOCTb
nof BOMPOC, MPOTMBONOCTaBAss cebs benbiM HOBO3eNaHALAM ¥ eBPOMeiLiaM.
B 3TO CBSI3M HEOOXOAMMO PaCCMOTPETb, Kak KOHCTPYMpyeTcs B cepuane dpelim
MAOEHTNYHOCTM Maopu.

®PEM KOJTIOHUANTbBHOWN UAEHTUYHOCTU — OBEPA3 MAOPU

X0Tst (heHOTUNMYECKY Defble HOBO3eNaH/Lbl M Maopu pasnnyatoTcs, B ce-
pviane 3TV XapakTePUCTUKK He UMEIOT Onpeaenstollero 3HaveHuns. Nonutnka
H6UKyNBETYPanM3mMa ConpoBOXKAAETCS PACOBOW (LIBETOBOW) CNENOTON, UK Tak
Ha3blBAEMOW «MAE0N0T el AanbTOHN3Ma», KOTopast, Mo MHEHMNIO HEKOTOPbIX MC-
cnepoBatenell, sBAseTCs BeCbMa NpobeMaTnyHON, T. K. OTPULAET «COLManbHble,
3KOHOMMYECKME N NOAUTUYECKME peanni 1 HePaBEHCTBO, KOTOPbLIE NMPOAOIKa-
0T ONpeaensTb PacoBble OTHOWEHWS ceroaHs» (Martens & Povoa, 2017, p. 118).

HecMoTps Ha foMUHUPYOWMIA hpeiM BrKynsTypanmsma, obpas Maopw
B Cepuane CoaepXuT Psf HepT, TUMUYHbIX 415 penpe3eHTaumm KONoHManbHbIX
NOEHTNYHOCTEN:

— Maopu No-npexHeMy BOCMPUHUMAKOTCS KaK aHTUMO rOPOCKON 3a-
nagHon umsmnmsaumnm. OHy 6AK3KK K NPUPOAE, MPOCTO OAEThI, 4acTo BbIMAAAT
KaK CenbCKue XuTenn — B ygobHoM paboyelt ogexae, C UBOMUCHBIMU pacny-
LWEHHbIMY BONIOCaMU. B kappe 1x Yallle OKpyX<aeT Npupopaa, a He opucHble npo-
CTpaHCTBa WV ropofcKas cpefa. B pacckasax o cebe OHM TakKe BCMOMUHAKOT
0 CBOEN B1M30CTH K MPUPOAE U CBOVX TAPMOHMUYHBIX OTHOLWEHUSX C HEel. Tak,
[naHa (Maopn) pacckasbiBaeT PuxTepy (MpnaHaLy), Kak B 4eTCTBE OHY C MaMO
N0 BeYepaM CrycKannch K peke psiaoM C IOMOM, TAe XKW OrPOMHBbIN Yropb, NMen
emy MecHW 1 KOPMUAN XeOHbIMUK KpoLkamu (2-5 cepwist, 29:00);

— Maopu bonee IKCMPeCcCMBHbI, MOAAAKTCS CUIbHBIM SMOLMSM, TOBOPST
06pasHo (ocobeHHo bacTep lyiis). MiccnegoBaTenm Tawxke obpallaoT BHUMaHKeE
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Ha YacTyto pernpe3eHTaLmMio Maopy B Mema Kak rmnepyyBCTBUTENbHbIX, Ype3mep-
HO pearnpyroLLMx Ha 3amedaHns B 0bLLEeHNM ¢ He-Maopw (Barnes et al., 2012, p. 202);

— repon-Maopu He HOCAT HaLMOHaNbHYO OAEKIY 1 TaTYMPOBKY Ha NuLe
(KaK 3T0 6bIBAET B APYrMX HOBO3eNaHACKMX h1bMax), HO MCMONb3YIOT yKpalle-
HVS B BMAE HALMOHANbHbIX CMBOJIOB, HaLMOHA/bHYIO TaTyMPOBKY. ITO MOXET
paccMaTpMBaTLCS Kak MapKep, BbIAEASIOWMIA UX CPpeamn ApYriX HOBO3eNaHaLEB.
YKpaLlleHvs-TanncMarbl 06n1afatoT AyXOBHON LIEHHOCTBIO A1 repOeB: TaK, ras-
Hast reponHs — [raHa lyiis — B MOMEHTbI COMHEHWs MPUKACAeTCst K TanucMaHy,
KOTOPbIN, BUAMMO, NO3BOASIET ell cobpaTb CBOW BOMtO (1-9 cepus, 07:18; 2-51 ce-
pus, 02:19), NMbO CNPaBUTbCS C BOCMOMUHAHMAMU (6-9 cepusi, 42:25).

Puc. 3. naHa lNyiis c Maopuiickum ykpalweHueMm. Kagp us ¢unbma «McuyesHyBme»,
pex. Mutep beprep n XaHHa KyuHH, 2023. 1-11 ce30H, 5-51 cepus, 22 MUH. 36 CeK.
CKpPUHLLOT aBTOpPa
Fig. 3. Diana Huia with Maori jewelry. Still from The Gone [S. 1, ep.5, 22:36]. (2023).
Directed by Peter Burger and Hannah Quinn*°

Te Axy MoaTa-CMUT OTMeYaeT, YTO B MeAMNHbIX penpe3eHTaumnsax uaeH-
TUYHOCTb MaopU 0BbIYHO NMPeAcTaBeHa Kak LenocTHas, rapMOHUYHas, He Bbl-
3biBatollas npobnem (Poata-Smith, 2013, p. 26). CoobuiecTsa Maopu bonee Ko-
onepaTVBHbI, OBWYWHHbI, UMEOT, B OTAMYME OT NaKexa, eCTeCTBEHHYIO CBS3b
C OKpy)atolen cpenoit (Poata-Smith, 2013, p. 46). B cepunane maopwv 6onee co-
UmanbHbl: Bukn 1 ee Myx bactep 'yisa (Buster Huia) copep»at 4To-To Bpoae
CceMenHoro NputoTa Ans TPYAHbIX MOAPOCTKOB, CPean KOTOPbLIX eCTb Kak benble
HOBO3e/MaHALbl, TaK 1 Maopu. NpUOT HaxoAMTCS Ha CBALLEHHON 3eme, Kak

% UcTouHnk n3obpaxerns: URL / See the image source: https://www.amediateka.ru/watch/
series_32417_ischeznuvshie (10.01.2025).
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1 KNanouLle, ¥ IMEHHO 3TY 3eMAt0 MO CIOXKETY XOTAT NPOaTh MECTHbIe BNACTK
(KpMMMHaNbHash CyTb 3TOTO 3aMblCNla PACKPOETCS B CAMOM KOHLe 1-ro ce30Ha).

3TK cnocobbl penpeseHTaLy Maopu He NpoTHBOpeYaT bonee paHHUM
HabntoaeHuaMm. bpuTaHckue counonorn k. MotTep u M. YaTepenn, aHanusu-
poBaBLUVe NPobaeMy KyNbTYPHON MAEHTUYHOCTW CPeAV HOBO3eNaHALER, OTMe-
4atoT, YTO, KaK MpaBUNo, UMEHHO benbie HOBO3eNaHALbl pacCMaTPUBAOTCS Kak
NporpeccuBHble, NMbepanbHble, aranuTapHble TMYHOCTH, 3aMHTepecoBaHHble
1 OTKPbITbIE ANS APYIMX KYABTYP, <UMBUAN30BaHHbIE» Ntoan. Maopn xe, KopeH-
Hoe HaceneHne HoBOW 3enaHawnu, B Cily4ae yTpaThl KynsTYPHOW MAEHTUYHOCTH
He CTaHOBATCH LMBUAN30BAHHbBIMM aBTOMATUYECKN, @ CKOPEEe «/MLWEHHbIMM
KopHe#» (Potter & Wetherell, 1998, p. 150).

MpoTecTytolMIA paarKanbHbIi Maopu — TakxKe 4acTblii 0bpa3 B Maccme-
AVa; NPOTECTbl MAOPK, KaK MPaBKO, CBS3aHbl C KOHMIMKTaMM N0 NOBOAY 3eMN,
paHee y HUX oTobpaHHoM (Barnes et al., 2012, pp. 195-216). B cepuane nybamny-
HbIi MPOTECT OPraHn3ytoT MaopK ¥ flaXke COBepPLIatoT NPOTUBOMNpPaBHbLIE Aei-
cTBUS — Buku [yiis nenaeT noxHoe cooblieHre 0 MUHVPOBaHUM aaMUHUCTPa-
TUBHOTO 3[aHWs.

Mpwv 3TOM 0bpallaeT Ha cebsi BHMMaHe NPUCYTCTBYIOLLAs B CEprasne «Cum-
BOMIMYECKast AUCKPUMUHALMS HA0OOPOT»: BCE MO-HACTOSWEMY OTPULLATENbHbIE
NepCoHaXu B HEM OKa3bIBAOTCS He-Maopu. ADCONIOTHO OTpULLATENbHbIE NEPCO-
HaX1 — 3TO MpnaHaLbi-Madnosn, coexasluve OT YroNOBHOMO NpecnefoBaHys
Ha poaviHe, 1 Genble HOBO3eNaHLbl: NMPECTYNMHNK, OTObIBAIOWIMIA HaKa3aHue
B TOpPbMe, HapKOAMAepbl, HebnarononyuHas CeMbsl, HEYECTHbIN Y4EeHbIN 1 faxe
3N1Ta ropoAa — MONOAOM M3P M €ro cecTpa — AMAEP MOUCKOBOro OTpsiaa. B aTom
nnaHe cepuan byaTo Obl ONPOBEPraeT HeraTUBHbLIM MeniHbIA 06pa3 Maopu,
CBOWICTBEHHbII HOBO3€MaHACKUM MaccMeama (M., Hanpumep, Kupu Taea, 2014).

OpHaKo MEHHO MaoPU HAMOMMHAIOT O KY/IbTYPHOW AMCTaHLMI, 3aiaHHOMN
6enbiMy KONOHN3aTOPaMN: aKTUBUCTKa-Maopy Brikn Tyis B pasroBope C xyp-
HanucTkon 13 [ybnnHa capKacTUyYeckn oTMedaeT «arpeccuBHbIX abopureHoB»
(1-9 cepus, 39:51). B KOHMAVKTHBIX Cly4Yasix Maopy MPOTVBOMOCTaBASAOT cebs
NepcoHaXam He-Maopu 1 NpefcTaBrTeNnsM BNacTW. BO3HMKAET COMHEHME, HTO
OHVI OTOXAECTBASAIOT CebS C eANHON HaLMel <KUBU», CNN [JaXKe eAVHCTBO C ApY-
TUMV MAOpW CTaBUTCSH UMM MO COMHeHMeE. MPOTUB TaKoBOW (HacTb KOHUENUMn
BVKyNETypan3Ma) roBOpuT OAVH M3 3130408 hUnbMa: B CLieHe ClyllaHui
No BOMPOCY U3BATUS 3eMeflb Maopy B MOMb3y YaCTHON KOMMaHUKM MPOUCXOANT
AVianor Mexay rmaBoi KOMNaHuK «XoyKypa» — Maopu Mo HaLWMOHaNbHOCTU —
1 TPYNMON NPOTECTYIOLMX, KOTOPYIO BO3rNaBnseT Maopu Brku. Mnasa koMna-
HVK obpallaeTcs K CobpaBLUMMCS C MAOPUNCKMM NPUBETCTBMEM U MOMYYaeT
KOMMeHTapuii oT Buku: «Bce Tpu cnoBa, KoTopble 3Haelwb» (1-a cepus, 38:19).
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Mpo3payHblii HAMEK Ha ONpeaeneHHy NCKYCCTBEHHOCTb ero cTaTyca Maopu u,
CNefoBaTenbHo, OTCTPAHeHHOCTb OT UCTUHHbIX MAa0PUICKMX LIeHHOCTEN. 3acny-
XNBAET BHUMAHWA 1 OTBET MaBbl KOMNaHWK: «51 HyXKaK, He 13 Ballero niemMeHm»
(1-9 cepus, 38:24), 4TO KOCBEHHO CBMAETENbCTBYET 06 OTCYTCTBWM NpeacTaBne-
HUs 06 OBLLHOCTU KYNBTYPbI B CPEAE CaMUX MaOPU. BbIXOAUT, 4TO Maopu MOryT
4YBCTBOBATL Cebs pa3obLeHHbIMM, MPOTUBONOCTaBNEHHbIMU 6eMbiM HOBO3e-
NaHaLaM, a He OpraHnYHON YacTbio «eMHON HaLUK».

0O6pa3 Maopu ckopee NOo3UTUBEH B Cepuane 1 0CTaeTcsl B pamKax Koso-
HWansHoro dperma. ConpoTUBAASACL TPAaHCHOPMMPOBABLWIVIMCS COBPEMEHHbIM
KONOHMANbHbIM NPaKTUKaM, repovi-Maopy KOHMANKTYIOT C NpeAcTaBuTensmm
BNACTU, HO He YTPaumBatoT 06POThI: TaK, «100pbIMU NtoAbMU» BacTepa 1 Bukn
Ha3bIBAET OAMH V3 HOBO3ENAHACKMX NONULENCKIX. HebnaroBuaHble NoCcTynKu
6enbix HOBO3EeNaHALEB He CTaHOBSTCS MNOBOAOM A1 Pa3pbiBa OTHOWEHWIA C KX
APY3bsiMK-Maopu: [lnaHa 0CTPO NepexxmBaeT BO3MOXKHYO NOTepo CBOEK NoApY-
1 Nakexa, KoTopast Bena ABOMHY0 Urpy NPOTUB Hee BMecTe co CBOVM HBpaTom
(M3poM ropofia), Oka3aBLWMMCS BUHOBHUKOM MaBHOW KpUMUHaNbHOW MCTOPUM
nepBoro ce3oHa cepviana.

fepon-Maopw OT NPOTeCTa B Havase cepunana npuxoasT K NPUMUPEHNto
B €ro KoHLe. Mu1p B NpoBMHLUManbHOM HOBO3eaHCKOM ropo/Ke BOCCTaHaBN-
BaeTcsl. Ho ilekonoHmnanbHbii nacoc coxpaHseTcst BNAOTb 10 NOCNeHel cepun.

®PEINM JEKO/IOHUANTBHOCTU: MAOPY U UPNIAH/LLbI — YTO OBLLEr0?

Vipnangubsl 1 Maopw 3anapanfeneHsl B CloxeTe. VipnaHaubl — cnefoBaTesib
Teo Puxtep 1 KypHanucTka AnvH PailaH — 0bpa3ytoT napbl C reposiMm-Maopy.
N ecnu Puxtep n nara Nyns (cnegoBaTenb-Maopy) BbIHYKAEHO B3avMOaei-
CTBYIOT B XO[le PacC/efloBaHVist U MbITAOTCS NMOHSATH APYr ApYyra, 4Tobbl AEACTBO-
BaTb CO06ULA, TO C POACTBEHHUKOM [JnaHbl — bacTtepom lyiis — Puxtep ObICTpo
HaxoamMT obWwMI 93bIK. VipnaHaka AMVH 1 akTUBUCTKa Maopu Buku Tyl Takke

' He Bce nneMeHa COrMMacHbl C YCTAHOBNEHUEM €UHOW KyNbTYPHOW MAEHTUYHOCTM Maopu,
MOCKOMIbKY MCTOPUYECKM OHa He bbina 1M CBOMCTBEHHA. OaWH V3 cTapelwnH nnemenry Ngai
Tuhoe onwcan 370 Tak: «[10 MOeMy MHEHWI0, HET TaKoW Bely, kak MaopuTaHra (egunHas Kynsty-
pa, OXBaTbIBalOLLas BCEX MaOPW), TaK KaK OHa npepgnonaraeT CXOACTBO BCex Maopu. Ha camom
Aene CyLIecTByeT 04eHb MHOIO acneKTOB, OT/IMYAOLMX HAC APYr OT Apyra. Y KaXaoro niemexHu
€CTb CBOS VICTOPWIS, U MNIEMS HE MOXeT [eNINTb ee C ApyruMu». TakuM obpa3om, npegnonaraet-
€81, YTO MAEHTUYHOCTb YenoBeKa AO/MKHa ObITb CBS3aHa C KynbTypoli ero nnemeru (Poata-Smith,
2013, p. 49).
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06pa3ytoT napy bnarofaps CBOVIM MYHbIM KadecTBaM. byHTapckoe nosefeHve
BUKM BbI3BAHO XenaHuemM 3alluMTUTb CBOKO 3eMto. KypHanucTka AinvnH Beaet
CBOIO NINYHYIO HENPUMUPUMYIO BOPbOY C MpnaHacKolr madvel naxe B HoBon
3enaHauy 1 3TVM CBOMM Ka4yecTBOM CTaHOBMUTCS 6n13ka Maopuiike. [InyHble
KayecTBa, Takne KaK pelnTenbHOCTb, TBEPAOCTL M BOMLOBLIN [yX, yBaXKaeMble
B Ky/NbTypax UPNaHALEB U Maopw, NOAKPENNEHbl B cepriane UCTOPUYECKUMI
1 KyNbTYPHbLIMUW NapaniensMu.

VipnaHaws v AoTeapoa (HoBas 3enaHawvs) — obe cTpaHbl bblnv ob6bekTamu
KONOHWaNbHOM 3KCNaHCKM bpUTaHCKOW UMNEPUH, 4TO anpruopu 06beanHSET KX
B NPOTMBOMOCTaBAEHNI BCeMY bpuTaHCKOMY. bacTep lyis pacckasbiBaeT Puxrte-
Py VICTOPWMIO, NOYEMY MOTefb B FTOPOAE HOCKT 1MS «[OPAOH», XOTS CTOWT Ha 3eMJle,
paHee NpuHaanexallelt maopu. MprvrHa B TOM, YTO Npa-npa-npages ropaoHa
OTHSIN 3TY 3eMIt0 Y NAEMeH ero XeHbl. «(MpoKnsaTbie) (HeueHs.) aHrmnyaHe», —
OT3bIBAETCS Ha 3TOT pacckas Puxtep. «(MpokNsThIe) aHrYaHe», — cornallaercs
BacTep lyns (2-9 cepus, 44:29), BbIHOCS MPUTOBOP TOMY KOMOHWanbHOMY Mpo-
WAOMY, YTO 0bbeanHAET Cyabbbl X HAPOAO0B U CONVIKAET UPAAHLCKYIO KyNbTYypY
1 KyAETYPY Maopu.

CerofHsILIHAS HECNPaBEANBOCTb AN FTepOeB-Maopy — 3TO MPOAOMKEHME
HecnpaBeAAMBOroO KOMOHMaNbHOMO MPOLLAOTo, C KOTOPLIM OHM MPOAOMKatOT 60-
POTbCS MO Celt AeHb. IMEHHO C MpNaHALaMM OHM FOTOBbI 3TO 06CYANTb. [oTeps
3eMM IBUACk CaMbiM DONbLIMM YAAPOM A8 MaopK, MOCKONbKY OHa Haxoau-
Nack (M HaxoAMTCs) B LUEHTPE MX MUPOBO33pEH NS, BCEraa ABNSNACk CBA3YIOWMM
3BEHOM BCEX MOKONEHMI Maopw [IpYr C 1PYroM v C OKpyxatolim Mrpom (Poata-
Smith, 2013, p. 46). MMaBHbI UCTOYHMK KOHMDANKTE — M3bATUE 3EMIN MaOPU
B MPOLLAOM, KOTAa 3eMA4 1U3biManack HenbiMy noceneHyamm y Maopyu Ha OCHO-
BaHMM PacoBOro HepaBEeHCTBa (0 YeM BCNoMUHaeT bacTep yiid), v B HACTOSILLEM:
NonbITKa BblKyNa 3eMAM Y MAOPUNCKON CEMbU CBSI3aHa C XKeNaHMeM CKPbITh
npobnembl br3Heca (3arps3HeHe BOAHbLIX PECYPCOB Ha 3TOM 3eMeNlbHOM y4acT-
Ke). M xoTb raBa KoMNaHuK TOXe Maopu, HO caM Br3HeC — 3TO NOPOXAeHNe
COBPEMEHHOIO MHOTOHALMOHANBHOrO KanuTanm3ma, paspyLiaioLiero npupoay
1N MPVHUMNBI MAOPUIMCKOIN KyNBTYPbI, @ 3HAYUT 3TO TOXE NPOAOCIHKEHNE KONOHW-
anbHOM NPaKTMKK. 3allyTa NPUPOAHBIX PECYPCOB MMEET XapaKTep KyAbTypHOW
LIEHHOCTU B cepuarne, 0 Yem yxe ynoMmnHanoch Belile. Pag nccnegosatenen Kynb-
TYpbl MA0OPW, HAXOAAWMXCS Ha AEKONOHUANBHOW MO3ULMM, CHUTAIOT, 4TO C NpW-
XO,0OM E€BPOMEeNLIER 1 HAa4anoM aKTMBHOW 3KCMyaTaumm NPUPOAHbIX PECYPCOB
NpUPoOAHOE paBHOBeCKE HbIN0 HapyleHo. B AanbHelem B3anMOCBs3K BHYTPU
POACTBEHHbIX 0ObEeAUHEHNIA MPUBENY K MOCNEA0BATENbHOW AEKOHCTPYKLMMN BCEX
3NeMeHTOB CUCTeMbI: BCAe 3a NPMPOAOK NocTpajan 1 coumanbHo-noAnTmYe-
CKnid ctpolt maopwm (Forster, 2019).
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B pasroBopax bacTepa lyin v Puxtepa BO3HUKAIOT 1 KyNbTYpHbIe Napan-
nenu. bactep yis BCnoMuHaeT Mudbl CBOEro Hapoaa 1 MUMbI MPAaHALEB Kak
MCTOKM BPYTaNnbHOCTU 1 HEMOKOPHOCTY MPAaHALEB U Maopu: «<Maopu 1 vpnaHa-
Libl — Mbl II0BMM BCE 3TU KpOBaBble balikiy», — 3aKntodaeT bacTep Iyiis, ynomsHys
nMs KyxynHa — reposi ApeBHerpnanckoro anocat?, ctaBlwero oaHMM 13 CUMBO-
NOB MPMAHACKOM HaLMOHaNnbHOM KynbTypbl (6-9 cepus, 40:05).

B npyrom parmeHTe bactep lyis o6bsacHAET PuxTepy TO 3HaYeHKne, Ko-
TOpOE UMeeT AN Maopy BO3BbIWALWASNCS PSAOM C ropofom ropa. «Koraa ma-
OpW 3HAKOMSATCS, OHM TOBOPSAT, OTKyAa OHW POAOM». [opa — 3TO NpapoanTeNb
nneMeHun, MecTo cuibl. VipnaHaelu oTBeYaeT, YTO B TAKOM C/ly4ae OH POAOM
13 KBapTupsl B yb6AnHe, HO pSAoM C JOMOM Y HUX Obl CTaAMOH AN XEPAWHTa,
NIPbl, KOTOPOW yxe 3 Thicaun NeT. Ero MecTo poxaeHus Tatroke Mudonornyeckm
yKkopeHeHo. M bactep yins noaTeepxaaeT 3T0: «[1oxoxe, CTaanoH — 3TO TBOS
ropal» (2-1 cepus, 39:19).

Ha ypoBHE CUMBOMVKM Napannenn Mexmay upnaHackuM U Maopu Takxe
3aMeTHbl. ITO KyNbTYPHblE MapKepbl, KOTOPble HOCAT repou. bacTtep yiis ge-
MOHCTPUPYET B Kade MPRaHACKOW XKypHaNUCTKe TaTyMpOBKY Op/a Ha CBOEM
nneve («Benukunin open», }KUBLWWI Ha rope psfioM C ropoaoM) (2-1 cepus, 23:40),
a Ha nneyve PuxTepa B ClieHe B MOTENe MOXHO PasrsaeTs TaTyMpPOBKY B BUaE
KeNnsTCKOro KpecTa (2-9 cepus; 30:07).

2 KyxynuHu — Cu Chulainn (0p.-ups.) «nec KynanHa» (KyxynmH) — mMndonormyeckuin repoi, co-
BepLIMBLINI BONbLIOE KONMYECTBO MOABUIOB. «/IMeHHO B 0bpa3e KyxynuHa gpesHss Vpnan-
AVis BOMAOTUNA CBOW uaean Aobnectvi 1 HpaBCTBEHHOIO COBEPLIEHCTBA, NPeABOCXMTUBLIMINA
HeKoTopble YepTbl No3aHelWero psillapcTea» (CMUMPHOB, 1933, ¢. 53).
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Puc. 4. bactep 'yiis ;eMOHCTPUPYET XXypHanucTke WNuH PaiiaH CBOlo TaTyMpOBKyY opna.
Kagp u3 dunbma «McuesHyslume», pexx. Mutep Beprep 1 XaHHa KyuHH, 2023. 1-11 ce30H,
2-51 cepusi, 23 MUH. 40 cek. CKpUHLLOT aBTOpa.

Fig. 4. Buster Huia shows off his eagle tattoo to journalist Eileen Ryan.

Still from The Gone [S. 1, ep.2, 20:40]. (2023). Directed by Peter Burger and Hannah Quinn*

Maopu B ceprane HOCST HaLMOHaNbHble yKpalleHns — CUMBObI NPUHaa-
NeXHOCTUN K onpefeneHHoMy naeMeHu: y cembh YIS oHM Cxoxen popmbl (CTunu-
30BaHHbIM PbIOONOBHBIN KPIOK), Y FaBbl KOMMaHUK «XOyKypa» Kak NpefcTaBuTens
APYroro NNemMeHy oH 3aMeTHO OTANYaeTCs. VipnaHacKas »ypHanucTka AnvH
PaliaH, BeayLias cBOtO COBCTBEHHYIO 60pbOY C MPECTYMNHLIM MUPOM, 11 BOBCE
HOCWT Ha Lee yKpalleHue SIBHO S3bI4eCKOro xapakTepa — B (hOpMe B1IO4KOBOW
NTUYbE KOCTH, B CErOAHSLIHEN MaCCOBOM Ky/bType ABAAOLLENCS NONYNSPHbIM
CMMBOJIOM yAauu («ragaHue Ha BUIOYKOBOM KOCTW»)¥,

5 NcToyHnK n3obpaxenns: URL / See the image source: https://www.amediateka.ru/watch/
series_32417_ischeznuvshie (10.01.2025).

¥ PyBukw. (6.4.). Bunoyka. ruwiki.ru. https://ru.ruwiki.ru/i/%D0%92%D0%B8%D0%BB%D0%B
E%D1%87%D0%BA%D0%B0 (25.01.2025).
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Puc. 5. AlinuH PaiiaH ¢ yKpalleHneMm «BUI04KoBas KoCTb». Kagp u3 dunbma
«McuesHyBLlumMe», pexx. Mutep Beprep 1 XaHHa KyuHH, 2023. 1-11 ce30H, 4-9 cepus,
23 MUH. 40 ceK. CKpUHLLOT aBTOpa.

Fig. 5. Eileen Ryan with a wishbone necklace. Still from The Gone
[S. 1, ep.4, 24:23]. (2023). Directed by Peter Burger and Hannah Quinn**

Eule oaHa 3aMeTHas napannens — 3TO HalMOHaNbHbIN A3bIK B Ka4ecTBe
MapKepa KynbTypHOW MAEHTUYHOCTM M KaK OfJHO M3 JOCTMXKEHWNN aHTUKONO-
HManbHOW BOPLObLI: €CAN MPNAHACKWI S3bIK MOAYYMA CTATYC oPULMaNbHOro
B 1933 roay, TO A3bIK Maopn — TONbKO B 1987 rogy. OH ncnonb3yetca Mmaopu
BO BCEX BaXHbIX C/1y4asx, HanpuMep, B LLepeMoHUsAX: B1MKK1 noeT Ha Maopu B lome
MaTepu [raHsl, 4Tobbl NporHaTh AyxoB (1-5 cepus, 47:58), bacTep NpoBoauT Le-
PEMOHMIO NPOLLIAHNA B LIEPKBU Ha Maopw. VipnaHaLsl B TOPXKECTBEHHbIA MOMEHT
TOXeE NepexoasT Ha HaLUMOHabHbIA A3bIK: MpAaHaeL, oTel Nponasle AeBYLWKM,
Ha LepeMOHMM NPOLLaHKS B LLIepKBY MNOET MPAaHACKYIo NecHto (4-1 cepusd, 32:00).
3a3apaBHbIii TOCT B 3aKNO4UTENBHOM CepUM NOBTOPSiETCs [naHom 1 Puxtepom
Ha VpnaHaCcKoM v Ha Maoput: «Do shlainte» (npn.) — «To Hauora» (Maopu) (6-5
cepws, 44:00). ipnanacKkas KynbTypa 1 KynbTypa Maopy NpoTVBONOCTaBAEHbI
B cepuane BceMy OpUTaHCKOMY KaK KOMOHManbHOMY Havany. 3To conmxaet re-
POEB M CTAHOBWTCA OCHOBOW A/19 KPOCCKYNBTYPHOrO Avanora.

> WcTouHnk n3obpaxerns: URL / See the image source: https://www.amediateka.ru/watch/
series_32417_ischeznuvshie (10.01.2025).
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3AKNHOYEHUE

B npouecce KOHCTPYMPOBaHWS HaLMOHaNbHbIX MAEHTVYHOCTEN y4acTByeT
60nbLIoe KONMYECTBO AVCKYPCHBHbIX CPEACTB U MPaKTUK. KUHOAWCKYPC OTHOCUT-
€51 KOQHOW 13 TaKmMX NPaKTUK, rae CO3HaTeNbHO UM HEBOMBHO MOTYT OTPaxaTbCs
npeacTaBneHns O HaUMOHaNbHbIX MAEHTUYHOCTSX. B paccMaTprBaemMomMm Kelice
AETeKTUBHOTO cepuana COBMEeCTHOro Npov3BOACTBa Hosow 3enaHanmn 1 Vip-
naHann 2023 ropa «cuesHyBLINe» MOXHO OOHaPYXUTb HappPaTVBbl, CBS3aHHbIe
C KOHCTPYMPOBAHMEM HECKOMBKMX HAUMOHANBHbIX U KYNETYPHbBIX MAEHTUYHOCTe:
rMBPUAHON HALWW «KVBW», MAaOPW U MPAaHALEB.

Mpouecc AeKoNOHM3aLUMN 0BbIYHO CONPOBOXAAETCSH (HOPMUPOBAHMEM
TMOPUAHBIX KyNbTYPHBbIX (DOPM, FAe Kaxaas 13 KynbTyp — OyAb TO KynbTypa abo-
PUTeHOB UMW KyNbTypa eBPONENCKMX NOoCeneHLEeB, y)ke He paBHa cebe n3Ha-
YansHow. MonnTrKa naeHTYHoCTY B HOBOY 3enaHamm CTpounach M3HavansHo
Ha BUKYNETYPanu3Me, rae OCHOBHbIE Ky/bTypbl — «Makexa» (MOTOMKOB 6enbix
noceneHLeB) n Maopw (@bopuUreHHOro HaceneHus) — GopPMUPYIOT rMOPUAHYIO
HaLWo «K1BW». B ceprane 3puTtens HabntofaeT KapTrHY NOCTPAcoOBOM 1 MOCTKO-
NOHWANbHOW NAVNNNN, FAPMOHUYHOTO NobeanBLIEro OUKYNETYPani3mMa <KUBK»:
Henble HoBO3eNaHALbl paboTatoT 6ok 0 HOK C MaoPU, 1 €CM He FOBOPSIT Ha A3blke
Maopu, TO MOHMMAIOT 1 HaCTUYHO €ro UCMOb3YIOT, OHV Pa3aensioT BepoBaHMs
MaopW 1 OPraHm3yloT CBOK XM3Hb B COOTBETCTBIN C KYNBTYPHbIMU LLEHHOCTSAMM
HaLWK «KKBU» (bpeinmM «BUKynsTypanmn3man).

OpfHako HappaTuB cepuana fanek ot 6ecKoHMANKTHOCTH. Tepon Maopu
NPV KaXAoM yA0OHOM Ciydae apTHKyIMPYIOT NpeaB3sToe OTHOLWeHKe K cebe Co
CTOPOHbI BOMUHMPYIOLLEN Npexae 6enoii 4acTy 06LLECTBa 1 B CBOMX NMPOTECTHbIX
AKUMSX MOL NO3YHIOM «3aLyTUM Hally 3eM1t0» NoApa3yMeBatoT Npexae BCero
3aWMTy NPaB MaopW Ha 3eMII0 M YBXKMTENbHOE OTHOLeHMe K cebe, YTo, Heco-
MHEHHO, SBNSETCS AEKONOHMU3aUVOHHbIM NPOYTEHNEM CUTYaLMM COLMANbHON
HeCrnpaBeannBOCTY (hpeiM «AeKONOHWUANbHOCTIY).

MAEHTUYHOCTb MAopW CTPOUTCS B Cepuane Yyepes hpeiim «KONOHWaNbHO-
CTW». [1ePCOHaXV-Ma0PW BbITAISAAAT MeHee CTPOro U opManbHO Mo CPaBHEHIO
¢ 6enbiMy HoBO3eNaHALaMK, OHM FraPMOHMYHBI, 6/IM3KN K MPUPOAE, HOCAT TaTyw-
POBKM 1 TPaAMLMOHHbIE YKpalleHns, bonee 0bWMHHbI, JOOPbI, HO MOBbIWEHHO
IMOLVOHaNbHbI. BCe xapaKTepuCTVIKL TUMONOTMYECKM MPOTUBOMOCTaBEHb
XapaKTepUCTVIKaM «PaLMOHaNbHOCTY M LIMBUIN30BaHHOCT .

(MaBHble repovi-Maopu U NepCoOHaXKMU-MaopK B KOHMIMKTHbIX Cly4dasx
NPOTUBOMNOCTABAAIOT Cebst NepcoHaX@m He-Maopu 1 NPeAcTaBUTENsSM BNACTU.
Ho npwu 3TOM HaxogsT TOYKM CONPUKOCHOBEHMS C reposiMU-MpnaHaLamMu: aTo
oblee nx KonoHWanbHoe npotunoe, nctopus 60pbobl 3a CBOK HaLMOHANb-
HYH HE3aBMCUMOCTb, KyNbTYPY 1 sA3bIK (CHOBa DperiM «1eKONOHMANBHOCTI).
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CUMBOAMYECKME INEMEHTBI: HaLMOHaNbHbIE MUMDbI KaK OCHOBA HaLMOHANbHOM
KYNBTYPbI, VX BM3yarbHble penpe3eHTalmmn — TaTyMPOBKU, a TakKe apTUKyINpO-
BaHWe HEeraTUBHOIO OTHOLEHWS K AHIAINM YCUNWBAIOT aHTU-KONOHYVI3aUMOHHYHO
HanpasNeHHOCTb HappaTyBa.

Takum 06pa3oM, NOCTKONOHMANbHOCTb AMCKYPCa PacCMaTpuBaeMoro fie-
TEKTMBHOIO cepurana 0bHapyXUBAETCS U B KOHCTPYKTUBM3ME eAVHON Hauun
«KUBW», VI B IEKONOHWANBHOW NO3ULMK Er0 repoeB: Maopu 1 MpnaHaues. 3To
MOXeET BbITb MPU3HAKOM OTPAKEHNMS B KWHOAMCKYPCE CYyLIeCTBYIOLLErO B MeAVIi-
HOW penpe3eHTaumm U, W1pe, B KynsType pacxoxaeHns obuumnanbHOM NOAUTUKM
MAEHTWYHOCTW 1 YyBCTBA HaLMOHANbHOW U KyNbTYPHOW MAEHTUYHOCTM (Camo-
NAeHTUONKaLMN repoes).
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Purnbm «Mwrcc MeHa» (1926):
STNYeckme 1 acTteTnyeckme
napamMeTpbl MepcoHaxa

B aBaHTHOPHOM e/CTBM

AHHoTaums. Ctatbs nocesleHa unbMy «Mucc MeHay, 3KpaHM3aUnm
aBaHTOPHO-haHTacTUYecKoro pomarHa MapuaTTel LarnHaH «<Mecc MeHa»
(1923), HanMcaHHOMY BO MHOTOM Mog BAVsHMeM vaeun H. ByxapuHa o co3-
[laHVI COBETCKOTO aBaHTIOPHOIO POMaHa, anbTepHaTUBHOTO Bypxya3HOMY.
PoMaHHOe nosecTBoOBaHve 1 repon MapnaTTbl LUarnHAH conoctaBnaoTcs
C nocTpoeHnem unbMa 1 KOMNO3ULUMeEN AeNCTBYOWMX N1L. denatoTcs
BbIBO/b! O CYLLECTBEHHOW TpaHCchopMaLML MPYHLUMIMOB aBTOPCKOM UIPbI,
a TaKKe KapTVHbI MUpa 1 KOMMO3MLMM NePCOHaXel, 06 ynpasgHeHum
06pa3oB KONNEKTUBHOCTH, YXOA€e B TeHb 06pa3oB NponeTapuata v ycune-
HUM VHOMBWAYANMCTUYECKOTO NaTTepHa AeVCTBIIA NepCoOHaXe. B LeHTpe
BHMMAaHWs CTaTb¥l — BOMPOC O CTEMEHV COOTBETCTBUS (UIbMa COBETCKON
VAEONOMMI U HanWymm B HEM COiePKaTesbHbIX aCreKTOB, MAyLVX Bpa3pes
C VAesAMU PEBONIOLN, KNACCOBON 6OPbOBLI, KONNEKTMBM3MA 1 np. OTMeYa-
eTCs pacxoxaeHune oLeHOK duibMa WYPOKMMIM 3PUTENBCKUMM MaccaMmy
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1 KpUTKMKON 1920-x. [lenaetcs 0630p psaa COBPEMeHHbIX UCCnefoBaHuin,
obpallatomxcs K GunbMy 1 aBaHTIOPHOMY XaHpy B €ro COBETCKON UH-
TepnpeTaumu. MoapobHO aHaNM3npPyeTcs COOTHOLWEHME aBaHTIOPHbIX
1 MenoapamaTUyecKux 31eMeHTOB B MOCTPOeHV 06pa3oB NMoNOXKUTENb-
HbIX 1 OTPULLATENbHBIX TEPOEB, a TakKe POb KOMEANKHOCTU, SKCLUEHTPUKM
1 MOTVBOB, 0OCOBEHHO aKTyanbHbIX /15 3MNOXM Havana XX Beka. MoapobHo
paccMaTpMBaloOTCA OpUrMHanbHble 06pasbl dunbma — bapHeT, dorens,
FONKWHC, Manbiw [HXoH, 6eCNpPU30PHUK, aMEPUKAHCKUIA MONULENCKUNA.
DUKCMPYETCs Ype3BbIUaliHO CUNbHOE NpeasuaeHne cneuydrki dhalimnsma
B 0bpase Hnye, a TakKe BbICOKas MHTEPTEKCTyanbHas NAOTHOCTb hunbma,
CO3BYYMS U OTCHINIKU KO MHOTUM NIeHTaM 0TEe4YECTBEHHOMO 1 3apybeXKHOro
KVMHO. AHanu3npyoTcs MenogpamaTmisaLms «<raMneTuyeckoro» KoMmnexca
obpasa ApTypa CTopHa, MOfepHM3aLMs CKa304HOrO MOTVBA OTPaBAEHHOTO
f610Ka, CAVsHUE TPAAULVOHHON XaHPOBOCTU U aKTyaNbHbIX COBPEMeH-
HbIX 3/1EMEHTOB KapTUHbI M1Pa. BbISBASIOTCS YePTbl repoeB, COOTBETCTBYIO-
LiMe COBETCKOW uaeonornu. [lenatotcs BbiBoAbl O nepenneTeHny B hunsme
COBETCKMX CMbICNIOBbIX aKLEHTOB 1 00LLe4eN0BEYECKIX, 'YMaHNCTUYECKIX
NpeacTaBNEHNIA O YeNoBeKe, YTO BbIBOAUT KapTUHY 3a Npefenbl COBETCKO-
o MAONOMMYECKOrO ANCKYPCa U MO3BONSET MPUHUMATb €€ pelnnneHTam
C Pas3NNYHbIMY MAEONOTUYECKMMM BO33PEHVISMU.

KntoyeBble C/IOBa: COBETCKOE KMHO, aBaHTIOPHbIN (hnbM, MepcoHax, ame-
PVIKaHLLbl, COBETCKII YEN0BEK, «KPACHbIN [TMHKEPTOH», 3MOLMHK, C1CTEMA
LEHHOCTEN, MUMUKA, XECTUKYNSLMS, NaTTEPHbI NOBeAeHNs, hallvi3Mm, Ka-
nWTanu3m, pebeHoK, becnpru3opHNK, KOMU3M, TUMHO3

BnaropapHocTu. ViccnenoBaHme BbINOMHEHO NPpY NoALepxKe rpaHTa PHO
A9 ManbIx HaydHbIX rpynn Ne 24-28-01484 «AHTPONONOTMYECKNe raeanbl
B NPUKIIOYEHYECKMX PUAbMax OTeHeCTBEHHOMO HEMOTO KMHeMaTorpada
1910-1920 ronos».
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Ethics and aesthetics of character
in adventure: The case of Miss Mend

Abstract. This article examines the 1926 film Miss Mend, an adaptation
of Marietta Shaginian’s adventurous fantasy novel Mess Mend (1923).
The novel itself was conceived under the influence of Nikolai Bukharin’s call
for a Soviet adventure novel to rival its bourgeois counterparts. The study
compares Shaginian’s narrative and characters with the film’s construction
and character composition, concluding that the adaptation significantly
transforms the author’s original principles. Key transformations include
a shift in worldview and character composition: images of collectivity are
abolished, representations of the proletariat recede, and an individualistic
pattern of action is heightened. The central question concerns the film’s
conformity to Soviet ideology and the presence of elements that contradict
revolutionary ideals, class struggle, and collectivism. The article notes
a divergence between the film’s popular reception and the criticism it
received in the 1920s, and provides an overview of contemporary studies
addressing the film and the Soviet adventure genre. A detailed analysis
explores the interplay of adventurous and melodramatic elements in the
construction of positive and negative characters, alongside the roles of
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comedy, eccentricity, and motifs pertinent to the early twentieth century.
The study closely examines the film’s original character types—Barnet,
Fogel, Hopkins, baby John, the street urchin, the American policeman—and
highlights the remarkable foresight of fascism’s specifics in the character
of Chiche. It also addresses the film’s high intertextual density, noting its
resonances with numerous domestic and foreign films. Further analysis
covers the melodramatization of the “Hamlet complex” in Arthur Stern’s
image, the modernization of the fairy-tale poisoned apple motif, and
the fusion of traditional genre elements with a contemporary worldview.
While identifying character traits that align with Soviet ideology, the article
concludes that the film intertwines Soviet semantic accents with universal,
humanistic conceptions of personhood. This synthesis ultimately moves
the picture beyond strict Soviet ideological discourse, making it accessible
to audiences with diverse ideological views.

Keywords: Soviet cinema, adventure film, character, “red Pinkerton,”
Americans, Soviet man, emotions, value system, facial expressions, gestures,
behavioral patterns, fascism, capitalism, child, street urchin, comedy, hypnosis
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BBEAEHUE

CoBpeMeHHbIN aBTOPUTETHBIV UCTOPUK OTEHECTBEHHOMO KMHO B.. doMuH
Tak onpegenseT cneynduKy oTe4ecTBEHHOMO aBaHTIOPHOMO duabma: «Ecan
CPaBHUTb HaWW NyylWue. .. NPUKIKYEHYECKNe NeHTbl C TUNONOrMYecKn 6amns-
KMK brnbMamn 3abyropHOro MPOUCXOXKAEHNS, TO CPasy CTaHeT 3aMeTHO, YTO
Y Hac Ha 3TOM MOMpWLLe He TONBbKO Te e raru, ocTpas MHTPUra, TOT e “IKWH”
1 OBWIENPUHSATbIE MPUEMbI CKKETHOM “CIe30TOYMBOCTI, HO, MPEXe BCEro, He-
CTaHAaPTHbIE, OCTPO NOAAHHbIE XapaKTePbl 1 O4EHb 4aCTO — 0CODO NOBbILLIEHHAS,
COBEpPLIEHHO Heobsi3aTelbHas A5 aHHOTO XKaHpPa, a, MOXET ObITb, U fiaxe Npo-
TMBOMOKa3aHHas eMy NOBbIWEHHAs NCUXONOMMYECKM Harpy3Ka, He No NoTpeb-
HOCTSIM XaHpy TOHKast 3MOLUMOHanbHas ramMa» (PomuH, 2025, ¢. 78-79).

B coetckue roabl KnHosen B.C. KonoaskHas, COXpaHss ANUTENbHbIN
MCCNefoBaTeNbCKN MHTEPEC K OTEHECTBEHHOMY MPUKIIOYEHYECKOMY (DUIbMY,
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TaKKe Ha3blBana B Ka4ecTBe BaXKHEMW WX ero fIOCTOMHCTB MMEHHO r1yboKyHo
NpopaboTKy XxapaKTepoB v He3aypsaHbIM ryMaHUCTUYeCKNiA noTeHuman (Kono-
ashkHas, 1958, ¢. 10).

Tem He MeHee o/roe BPeMst XyAoeCTBeHHOe CBOeobpasme 1 aHTPOMnono-
rMyeckas CoaepXKaTenbHOCTb COBETCKOMO aBaHTIOPHOMO duibMa (Kak 1 KaHpo-
BOrO KMHO B LIe/1IOM) He[l00LeHMBaNNCh B KPUTUYECKOW U KNHOBEAYECKOW cpefie,
4TO B pasHble rofpl NPU3HaBanoCh HEKOTOPbIMK 1ccenoBaTensMmn (BapTaHos,
1996, c. 94), (domuH, 1980, c. 34).

B HacToAWmMI Nepmnos poccuinckas KynsTyponorns n McKyccTBoBeeHne
yrnybneHHo nccneqyeT NonynspHoe UCKYCCTBO. A B CAMOM POCCUACKOM KMHO
NMPOUCXOANT aKTUBM3aLMS PA3BUTUS aBAHTIOPHOIO XKaHpa Kak B (hopmaTe KMHO-
dbunbma, Tak 1 ceprana. OTevecTBeHHas KMHOWHAYCTPUS 3anHTepecoBaHa B no-
BbILWEHMI XyA0XKECTBEHHOIO YPOBHS COBCTBEHHOW NPOAYKLMM, aApeCcOBaHHOM
WWPOKOW ayanTOpMM, U B YCMEWHOM ee NMPOABMKEHNN. B AaHHOM KyNbTYpPHOM
KOHTEKCTe NPeAcTaBNseTCs BbICOKO aKTyaslbHbIM aHann3 TBOPYECKMX OCTU-
XKEHWI COBETCKOTO aBaHTOPHOMO dunbMa, NoApobHoe n3yyeHne Hanbonee
3HAYUMBbIX 1 YCNELIHbIX KAPTUH paHHero neprofa — NoCAepeBONOLMOHHbBIX 20-X
rogos. Toraa vmena WnpoKoe XOXKaeHe BbiCkadaHHas Hirkonaem byxapiHbiM
B 1922 roay Ha V cbesfe KoMcoMona 1 onybanKoBaHHas BNOCAeACTBAN Maes
0 HeobXoMMOCTM CO3AaHNs «KPacHOro MMHKePTOHa», T. €. COBETCKOro aHanora
3apybexKHbIX BYPIKYa3HbIX ETEKTUBHBIX 1 @BaHTIOPHbIX MCTOPUIA (ByxapuH, 1925,
€. 71-72). Mo To4HoM hopmynmpoBke bopuca [ipantoka, «KpacHbli MUHKeEPTOH —
3TO XW3HEHHO BaXKHOe “HeflocTatollee 3BEHO” MeX Ay 10- M MOCNePeBONOLMOH-
HOWM nonynspHon nnTepatypoi» (Dralyuk, 2012, p. 6), v, [o6aBUM OT cebs, Mexay
[OPEBOMOUMOHHbIM 1 MOCNEPEBOMOLMOHHBIM KiHEMaTOrpadom.

[laHHas cTaTbs COCPeOTO4MBALTCS Ha «4EN0BEYECKOM MUPE» OJHOW
13 APKMX aBaAHTIOPHbIX NeHT 20-x «Mucc MeHa», cHAToM B 1926 rogy ®Peopom
Ouenom v boprcom bapHeToM Ha cTyaun «<Mexpabnom-Pycb» 1 aBuBLIECA
TPexcepuinHoW 3KpaHmn3aLumein pomaHa «Mecc-MeHga, nnm AHku B NeTporpage»
(1923) MapuaTTsl LWarvHsaH, OTKAMKHYBLUEKCS CBOUM aBaHTIOPHO-(GaHTacTuYe-
CKUM NPOV3BeAeHVEeM Ha MPK3bIB byxapunHa.

Camo no cebe cTpemnenne WarvHsaH 1 Apyrux aBTopoB co3faBaThb «KOM-
MYHWCTMYECKYH0» BEPCHIO aBaHTIOPHOTO 1 IETEKTVBHOIO KaHpa He Aenano nx
MCKYCCTBO MOMTHOCTBIO COBETCKUM MO CyTU. KaXKgoe Npon3BefeHyie Toro BpeMeHn
00nafano CBOel CTeneHblo COOTBETCTBUSA «MPOrPECCUBHOMY» COBETCKOMY MY~
POBO33PEHNMIO U CMelMdUKOM OTKIOHEHWI OT Hero. Halla uenb — BbisBeHVe
CTeneHy 3TOro COOTBETCTBUS U HECOOTBETCTBIS B «<MUCC MeH», ANs Yero Heob-
XOAVMa KOHKPETM3aLWMs COAepaTebHbIX MOCHINOB MUbMa KaK XyaOKECTBEeH-
HOTO BbICKa3bIBaHMS.
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MoaxoAbl, METOAbI U HANPAB/IEHHOCTb UCC/IEAOBAHUA

[ns pocTmxkeHnst 0603Ha4eHHbIX LeNen NCCneoBaHns — BbisiBNEHUs CO-
OTHOWEHWS yTBEPXAaeMOW (DUNBMOM CUCTEMbI 3TUKO-ICTETUYECKMX LIEHHOCTEN
C VI1E0NOTVIHECKOI NOBECTKOW CBOEro BDEMEHM — Mbl CTABMM BCMOMOraTesbHble,
WAV NpeaBapuTenbHble, 3a4a4n:

— NPeACcTaB1Tb CMEKTP KPUTNYECKIX BbICKa3blBaHWI 0 «<Mucc MeHpa» B npec-
ce 20-x rof10B, NpoaHaNM3npoBaThb BOCNpUATME dUNbMa 1 XapakTep OCHOBHbIX
npeTeHsuis;

— npoBecTy 0630p obpalleHuin K hunbmy «<Mucc MeHa» B COBPEMEHHO
HayKe 1 KpUTUKE 1 NpoaHanv3npoBaTh CMeHy paKypca BOCMPUATIS KapTUHbI.

Mpepnonaraem Hannyne pasnuyinii, BO-Nepsbix, BOCNpUATUS urbMa
B MOCTPEBOMOLMOHHbIE TOAbl U B HbIHELLHWIA NMEepUOf, a BO-BTOPbIX, Pa3nmnyuii
B CMOCOBHOCTM peuunmenTa (B TOM Yucie npoeccMoHanbHoro) ynasnmneath
NaTTePH 3TUKO-3CTETUYECKNX LIeHHOCTEN duabma 1 B noTpebHoCTH hoKych-
pOBaTbCS Ha AaHHOM CMbIC/IOBOM aCMeKTe C y4eTOM MHOXeCTBa NoAPOOHOCTel
XY[IOXKECTBEHHOTO BbICKa3bIBaHUS.

[NaBHbIMM e 3agavaMm SBNAIOTCA:

— 3adurKcMpoBaTh Hanbonee 3Ha4vMble pa3nuymsg pomaHa MapusTTsl
WarnHsaH 1 dunsma «Mucc MeHa» B NOHUMaHMK aHTPOMOAOMMYECKIX MeanoB
1 B KaXAOM 13 [1BYX NPOV3BeeHMI OnpefenTh CTeNeHb ero «COBETCKOCTIY;

— BbISIBUTb 0OCOBEHHOCTU 06pa3oB obulecTBa AMepuku 1 CTpaHbl COBETOB,
OTTEHKM OTHOLLEHMS K 3TUM CTPaHaM B poMaHe 1 hunbMe;

— NoApPOBHO NPOaHaANU3MPOBaTb AaHTPOMONOTrMYECKME aCMEKTbI MPUKIIO-
4eHyeckoro dunbMa «<Mucc MeHa», 06pasbl KIKHEBbIX MEPCOHAXKEN, IKPAHHYIO
MHTepnpeTaumnio NoBeJeHYeCKNX NaTTEPHOB, YYBCTB U IMOLMIN;

— COMOCTaBUTb NMONYYEHHbIE AAaHHbIE C TYMAaHUCTUYECKUMU naeanamu
M C NAEONOTMYECKMMY 3anpocamMy BDEMEHM BbIMyCKa KapTUHbI B WWPOKNIA
npoKar.

[0 BONNOLLEHNS Ha3BaHHbIX Bbille 3324 HEOBXOAMMO COYETAHNE UCKYC-
CTBOBEAYECKMX U KyNETYPONOTMYECKMX NMOAXOA0B, YTO NO3BOAUT PacCMaTpuBaTh
(UbM B MCTOPUKO-KYNETYPHOM KOHTEKCTE U [jeNaTh YMO3aK/IKYEH NS O CMbIC/IO-
BbIX MOCbINax GuabMa C ONOPON Ha KOHKPETUKY IKPAHHbIX PELIEHWIA.

OfvH VM3 HaWKWX NCCNenoBaTeNbCKMX BOMNPOCOB — AENCTBUTENbHO NN
13 3KpaHHON Bepcur pomMarHa MapuaTTsl LarnHsH 6bi1v NOAHOCTBIO BbITPaB-
NEHbI CMbIC/Ibl, OTBEYABLLIME COBETCKOM MAeoNornn? Hawen runoTeson ssns-
eTcs Hanu4vve B KapTuHe Ouena v bapHeTa 6onee CNoXXHOW KOHDUIrypaLumm
CMbIC/IOBbIX aKLIEHTOB, KaK PACXOAsLIMXCS C PEBOOLUMOHHON VAEoNoren, Tak
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1 cooTeTcTBytoWmMx eit. ConocTasnss hunbM C POMaHOM ¥ aHanu3npys acTe-
TUKY hrnbMa, Mbl chOKyCcrpyeMcst Ha 0bpasax AenNCTBYIOWMX L, BbICBEYMBAS
«4e10BeYeCKOe HaNoMHEeHVIe» aBaHTIOPHOMO CIOKETa 1 OCMbIC/IMBAs COOTHOLLIE-
HWE NYMaHUCTUYECKNX LUIEHHOCTEN C COBETCKMMM M0N0 MYECKMM NOChINaMU.

PELLEENLVSA ®U/IbMA B 20-E FrOfbl: CMEKTP OTTEHKOB

Mponykums cTyammn «<Mexxpabnom-Pycb» NoNb30Banacb OrpoOMHbIM ycne-
XOM Y WIWPOKOro 3puTens, B TOM Yi1Ce NOTOMY, 4TO, MO CIoBaM KnHoseda Heu
3opkoi, «Ha “Mexpabnome” OT CTapbiXx BpEMEH COXpaHWUNoCh 1 npeobnanano
“NpoTa3aHoBCKoe” Hayano: IOCKOHaNbHOE 3HaHWe CeKPETOB ycnexa y nybnumKku,
yBepeHHoe, Bbiclen Npobbl, KuHopemecno. (...) MoXHO 6bI10 Bbl COCTaBUTL
Lenbiii “MHTepTeKCTYyanbHbIN” peecTp 3anMCTBOBaHMA, Napadpas, NoyuTH um-
TaT, YyTb CMATYEHHbBIX U NePeHeCeHHbIX 13 JM3eHWTelnHa v ApYyrix N1Maepos
PEeBONOUMOHHOIO KMHO-3KCTpemmama» (3opkas, 2000) B HOBble MIbMbI, Bbl-
nycKaemble cTyanen. B npokate KapTuHa «Mucc MeHa» cobpana 3,1 MUAnvoHa
pybnei (Youngblood, 1992, p. 173). Ho cTpemneHune K KOMMePYecKon Bbirofe
nepecTaBano Urpatb BaXkHYO po/b B MogepaLMu KnHonpouecca 1 ycTynano
MEeCTO MAEONOrM4eCcKoMy BO3AeNCTBUIO. Tak, Ocun BpuK Npr3biBan «BbIBECTU
KMHO 13 rpadsl “padsnedeHns” B rpady “kynbTypHas NoTpebHOCTY... 0TKa3aTbCs
OT BCeX pa3BeKaTenbHbIX KMHO-KapTUHOK» (bpuk, 1926, C. 2).

3aKOHOMepHO, 4To «Mucc MeHa», BMOHE COOTBETCTBYIOWMI pyraTenbHo-
My OMpefeneHunio «paspneKaTefbHas KUHO-KapTUHKa», He Bbil MONOXKUTENBHO
oLieHeH npodeccrioHanbHoN KpuTukoi 20-x. «KnHo-Hegens» B cTaTbe nog Ha3Bsa-
HueM «/laknpoBaHHOE BapBapCTBO UK “Muce, BblasTe Ha MUHYTKY!”» pasHecna
dvnbm Ouena v bapHeTa B KNOYbA:

3agaHuie. B3sTb peBOMIOLMOHHYIO POMaHTUKy «Mecc-MeHa» 1 BbITPaBuTh
13 Hee PeBOMIOLMOHHYIO e POMaHTUKy. 3ayem «Mecc»? CylecTByeT TOMb-
KO 0YapoBaTenbHas MUCC, «NannpocHuLa oT Moccenb»... To bullib Ma-
WWHMCTKA Ha YKaCHO-KannTanncTM4YeCKOM 3aBOfEe, OKPY)XEHHas yKac-
HO-MU/IBIMU TPEMS LenonasMu-penopTepamu, YeTBepThIM BMIOOIEHHbIM
YXKaCHO-61aropoHbIM OHOLIEN 1 3104e5IMU YPKACHO-HEMOHATHBIMU. ..

113 ocTpoyMHOro pomaHa MapuaTTel LarnHsH (xkum [onnap) BeITpasneH
BECb CMbIC/, OCTaB/EHA TONbKO MEXaHNYeCKasd KaHBa NPUKIYeHYeCTBa,
ApakK, yOUICTB, — CNI0BOM, MOYYUNach YroaoBLIMHA MIKC XYUTAaHCTBO,
pa3baBneHHble (B HAAMUCAX) «PEBOMOLUMOHHbBIM» KOMMEHTAPUEM.
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...MonTopa Yaca cMNUWBLCS HalNTN XOTb KaKyl-HMBYAb MAel0, MbICb
B «Mucc-MeHpy. TueTHo. MycToe mecTo. Heyxenn He ByaeT cyaa v npuro-
BOpa Haf KapTUHOW:

CoepuieHHO 6ecnpuHLUMHOMN,

AruTupytoLiei 3a Mopaoboii v XynUraHCTBo,

danblVBSLLENA B KaXAOM C/IOBE, CKa3aHHOM €0 O PeBOIIOLMN U npore-

Tapuare.

(Xpucand, 1926, c. 3)

MprBeaeHHbIN dparMeHT KpUTUYECKO CTaTbW CO3BYYEH peaKLsiM COBET-
CKOW Mpecchl Ha bonee paHHI00 aBaHTIOPHO-aHTACTUYECKYIO KapTUHY «A3NUTax»
(1924) AAkoBa NpoTazaHoBa, IKpaHM3aLMO OAHOVMEHHOTro poMaHa A.H. ToncToro:
«BMECTO OOMbLUWMX, MAEONOTMYECKN BblaepaHHbIX, COBETCKUX KapTUH, Mbl BUANM
B 60ONbLWMHCTBE CNy4aeB HACKOPO cpaboTaHHyo ApebeaeHb, MellaHCKU-Yy3KoNo-
6yt0, Cnerka 3afgpannpoBaHHyto B KpacHble NOCKYTKM» (CbIpKiH, 1924, Ne 37, ¢. 3).

O dunbme Ouena 1 bapHeTa oTpuLATENBHO BbICKA3annCh U B Apyrux ne-
PUOAMYECKNX N3AaHNAX cepeantbl 20-x (BokaHua, 2021, ¢. 109). «TpeTbs cepus
“Muncc MeHp” okazanach 3Ha4MTeNbHO NyYlle nepsbix ABYX. [TpaBaa, oHa TaK xe
beccBA3Ha, Tak e Henena, Ho B Helt eCTb MHOIO KOMeANMHOro: 6ecnpu3opHuK,
KOTOPOro NpeKpacHo urpaet TaHs MyxuHa, nbuHCKuiA, dorens, Haanmncw (3Ha-
YNTENbHO YNYULIEHHbIe). [110XV Te MecTa, e HaulHaeTCs AeTeKTUB “Bcepbes”», —
nvcan B 0630pe npembep KpUTUK XypHana «Haw 3puTens» (BuneHckuia, 1926,
. 17). Emy BTOpUMA Hkonai /lyxmMaHoB, pacueHuBas «Miucc MeH» Kak o4epeaHyto
Heyfavy BOMAOLLEHMS NMPUKIIOYEHYECKOro XaHpa 1 CBS3biBas 3TO C HefloCcTaTKa-
MV CyMBYPHOrO ClieHapuis, «6e3yaep)Hoin “13006peTaTenbHOCTLI0” pexumccepa,
C BbIYMKOW CaMOLLeNbHbIX TPIOKOBY, CAMLIKOM YaCTbIMYV MepeMeHaMu noKaLuuni,
3a KOTOPbIMU TPYAHO ycneanTb (/lyxmaHoB, 1926, C. 14). «3apaBblid y4eT rpaHumL
Mexay haHTaCTUKOM 1 peanv3MoM, MCNONb30BaHe 60MbLIMX (B NMpeacTaBAeHnM
reposi 1 3puTens) NoAoTeH S3KOHOMUYECKOM 1 BbITOBOM XKU3HW, NpKBeaeHKe Clo-
*eTa hunbMbl K HanboAbLeR NOTUYHOCTI, K COXpaHeHwuto habynbl B CO3HaHMM
3puTens, — BOT Te NyTu, KOTOpble MoK Obl 0becnevnTb ycnex 1 4oMKHOe Kaye-
CTBO COBETCKOW NpUKAtoYeHYecKolr dunbme» (JlyxmaHoB, 1926, c. 14).

O4eBUAHO, 4TO MpeTeH3unn K «<Mucc MeHa» TUNUYHBI ANS 3NOXKU NoCcTe-
NeHHOTro yCUNeHus naeonornsaymm kuHematorpada. OfHaKko 3To, Kak Ham
NpeacTaBnaeTcs, He eiIHCTBEHHas NpuYMHa HenpuaTus dunsma. 13 npuse-
AEHHbIX BblEPXKeK CneayeT, 4TO KPUTUKY pasgpaxanc He ToNbKo npeobnaga-
HMe XaHPOBbIX MPUEMOB W KAWLIE Haf, PEBOMIOLIMOHHONM TemMaTuKon. He ynas-
NMBanach NOr1Ka pas3BuTKs HappaT1ea 1, BO3MOXHO, M10X0 yCBanBanach CyThb
NOCTYMKOB NEPCOHaXen, TepAollasncs B MHTEHCMBHOM BHELIHEM AeNCTBUM
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1 NMUPLIECTBE UTPOBLIX NPUEMOB. [ToKkazaTenbHO, 4TO, HECMOTPS Ha BbICOKME Kac-
coBble cOOpbl, Npecca oTMeYana HeoAHO3HAYHOCTb pelenummn dunbma MMeHHo
B pabounx knybax: «<Havyano KapTuHbl MAET Nof “akKoMnaHeMeHT” cMexa U ofo-
HpUTEnbHBIX BO3rNacoB. Ho nof KoHel, 3pUTenu HECKOMbKO PaCXONaXKMBaOTCS.
CNVILUKOM MHOTO NyTaHHbIX 3aBA30K. CAWLLKOM MHOMO MyApPEHO-OCTPOYMHbIX
Hagnvcelt. TonbKo nosiBnexne VnbMHCKOrO HEM3MEHHO BCTPEYaeTCs LYMHbIM
CMEexoM», — Mnuncana neHuHrpaackas raseta «KnHo» (bopucos, 1927, c. 3).

Ha Haw B3msa, obujee BnevyaTaeHmne 3bbITOYHOM CAOKHOCTM 1 XaOTNYHO-
CTW 3KPaHHOTO AEMCTBUS POXAANOCh B HEKOTOPOW CTeNeHM 13 HEMOAroTOBNEH-
HOCTV paboyelt (a He HIMOBCKOK) ayAUTOPUM K BOCIPUATUIO MHOTOMUIYPHOTO
3KPaHHOro AeNCTBUA, AUMHAMMUYHOTO CIOXeTa 1 MPOCTPAHHOIO TeKCTa UHTePTH-
TPOB, KOTOpbIE, CYAs MO NPUBEAEHHbIM Bbllle CTaTbsM, C TPYAOM yCBamBanunchb
Aaxe NpodeccnoHanbHbIMW XypHanucTamu. MocnegHne He Npr3HaBanu elle
1 CaMOL|eHHOCTb XaHPOBbIX TPaAULMIA, OTTOPrany passnekaTenbHyto MyHKLUMIO
KNHO. B pe3ynerate Hemasble aHpOoBble [OCTOUHCTBa «Mucc MeHa» OKasbiBanmch
B 4VIC/le HeAOCTaTKOB, OTBMEKAIOWMX OT COAEPKaTeNbHO CTOPOHbI KapTUHBI. BbITb
MOXET MNO3TOMY, He B NOCNeAHIO oYepesb, KpUTuKa 20-X He CYMTbIBaNa v Te acmnek-
Tbl hvnbma Ouena v bapHeTa, KOTopble BMOHe 0TBeYanv COBETCKOM MAe0Norvin.

®nnbm OLEMNA U BAPHETA B 3EPKAJIE COBPEMEHHbBIX UCCNEAOBAHUI

B nospgHecoseTcKue roabl KapTvHa «Mucc MeHg» paccmaTpurBanach Kak
nepBbIi War B KnHeMaTorpaduyeckoin Kapbepe pexuccepa 1 aktepa bopuica
BapHeTa (KynewoB, XoxnoBga, 1975; KywHupos, 1977; Mapronut, 1993). B coBpe-
MEHHOM MaclTabHoOM 13aaHuK «[epBbli BEK HAWEro KMHO...» GuibM «<Mucc
MeHa» N1Wb 6Erno yNnoMmMHaeTCs B CBSA3M C aKTEPCKMMUM NOPTPeTaMm HeKoTo-
pbIX CnonHUTenen, npexae Bcero Mrops MnbuHckoro (Pasznoros, 2006, c. 233)
1 Bnagnmmnpa dorens (Paznoros, 2006, c. 223). Pa3BepHyToro nccnefoBaHms Ha-
3BaHHOro unbMa (Ha GoHe aHanM3a MHOTUX MPOYMX KAPTUH) AaHHbIV KUHOBEA-
4eCKNiA Tpya He cofepknT. Hest 3opkas 06xoanT BHUMaHWEM PUALM 1 B CBOEM
MaclTabHOM Tpyae Mo NCTOPUK OTEYECTBEHHOTO KMHO (3opkas, 2005), 1 B yxke
LUMTUPOBaHHOM cTaTbe B «KMHOBEAYECKMX 3aMMCKax», MOCBALLEHHON bapHeTy
(3opkas, 2000), cumTas 3Ty paboTy Manoyaa“How.

Obulast HanpaBNeHHOCTb Hallero UCCeloBaHWs CO3BYYHa paay bonee

COBPEMEHHbBIX OTe4eCTBEHHbIX A 3apy6e>+<Hb|>< pa60T, MOCBALWLEHHbIX pa3nn4y-
HbIM MepCoHaM N NCTOPUHECKM NeprnodaM COBETCKOIO KMHO 1 He CoAepXalllnx
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OTTEHKa NpeHebPEeKeHNs K aBAHTIOPHOMY KaHPy. B 4aCTHOCTW, Mbl IMEEM B BUY
MoHorpaduto . AHrénaga «dunbmbl B Macchl: NONYAsSPHOE KUHO 1 COBETCKOE
obulecTo B 20-e roasl» (Youngblood, 1992), uccnegosaxne b. Bolimepc (Beumers,
2015; Beumers, 2016), bopuca [lpantoka «3anagHblid KpUMUHANBHbIA XaHp UaeT
Ha BocTok: Pycckas nvHKepToHOBCKas MaHus 1907-1934» (Dralyuk, 2012), Cep-
rest /laBpeHTbeBa «KpacHblin BecTepH» (/laBpeHTbes, 2009), KONNEKTUBHYIO MO-
Horpaduto «CoBeTckuii akcnpeccroHnam: OT Kanurapu no Ctanunna» (Kosanos,
MapronuT, Knpeesa, 2019). ViccneaoBanus nocneqHmnx neT npoaBUratoTcs K Ha-
YYHOW peabunmntaumm MHOrx paHee HeflooLeHEeHHbIX PUAbMOB COBETCKOM 3pbl,
0OHOBNSAS B3NS4 M Ha COBETCKOE aBaHTHOPHOE KUHO.

B konnekTuBHOW MoHorpadun «OT Kannrapn no CtanvHa...» B cTaTsbe
M.M. Knpeeolt dunbm Ouena v bapHeTa paccMaTpuBaeTCs NOf, YoM 3peHus
3KCMPECCMOHM3Ma B OTEHECTBEHHOM KMHO, 4TO CBSA3aHO C Hanv41eM B uibme OT-
AeNbHbIX 06pa30B 1 MOTMBOB, HIIM3KMX ICTETMKE IKCNPeccoHm3ma (Krpeesa, 2019).
OpHako rnbM B LIENOM He BMUCHIBAETCS HM B 3TO, HU B KaKoe-nbo MHoe CTUM-
CTMYeCKoe HampaBneHne 1 HyxaaeTcs B bonee pasHOCTOPOHHEM UCCNeA0BaHN.

AnekcaHap NpoxopoB B HEOONbLIOM 3CCe TaKKe OTMeYaeT 6n30CTb OT-
AenbHbIX NepcoHaxer «Mucc MeHf», B 4acTHOCTM 3n0aes Ynye, K obpasam He-
MELKOrO KMHO 3MOXM IKCMPECCNOHM3MA, YTO, OAHAKO, HEe OTPULAeT Hanmu4iusa
CIOXKETHOW MOfieNn, KoTopas ByaeT BapbMpOBaTLCS Ha MPOTIHIEHMM BCETO CO-
BETCKOro Nepunoaa: «310aen-KkanuTanucTbl NbiTatoTcs norybuts CCCP, nenas sua,
4TO OKa3bIBalOT MOMOLLL COBETCKOMY Hapopy» (Prokhorov et al., 2015, p. 67-68).

HanpoTus, MapuHa /lIeBUTUHA KOHLEHTPUPYETCA Ha OTChINIKAX K amepu-
KaHCKOMY K1HO B «Mucc MeHpp (Levitina, 2015, p. 95-97). B kauecTBe cyliecTBeH-
HOro 3CTETUYECKOro acneKTa aBTOp OTMEYAET MCMONb30BaHME pexmccepamm
aMepUKaHCKKX NPMEMOB 1 0bLLee CO3BYYME C aMEPUKAHCKMMM NPUKIIOYEHYe-
CKMMU DUNBbMaMK Havana BeKa: «CLEeHbI MOrOHb, TPIOKK, @ TaKKe HapacTaloLWmi
AMHAMU3M W YyMeHbLaoWasncs NPOACIHKUTENBHOCTb OTAENbHbIX KaapoB HamKe
K KOHLY Ka)Ka0M YacTu, 0cobeHHO YacTu 1. KaxeTcs, 4To BCe MPOHOCUTCS MUMO
06BbEKTMBA KaMepbl C OFrPOMHO CKOPOCTbI — aBTOMObWAM, Noe3aa, kopabnn
1 nofaKkn. /lioaw 6eratoT, NPbIratoT ¥ Na3atoT No kaHaTam. B 0cob0 BaxHbIX CLie-
Hax NPOAOMKMUTENBHOCTb Kafpa YMeHbLIaeTCs, YTOObl YCUAWTL 3MOLMOHaNbHOE
BO3MENCTBME Ha 3puTens» (Levitina, 2015, p. 95). CleHa ¢ pbllapcKnMmn gocre-
Xamy B 0COBHsAKe Ynye HanoOMMUHAET, N0 MHEHWIO MCCNEAO0BATENS, HEKOTOPbIE
peLleHys B MONyAspPHOM aMepuKaHCKOM cepuane «XenesHblit koroTb» (The Iron
Claw, 1916, pexxmnccepsl [propox 3erTc v 3aBapa Hose) ¢ Mepn YaiiT B rnaBHoM
ponu (Levitina, 2015, p. 96).

ABTOp MOAYEPKUBAET, 4TO B Kafipe 3amMedaTebHO «paboTaloT» OCTONH-
CTBa aTneTuyeckon hurypsl bapHeTa. 3To ienaeT ero repost COOTBETCTBYOLIMM
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NpeacTaBneHnsM aMepuKaHCKOrO KMHO O MONOXUTENbHOM repoe, KOTOPOoro,
KaK MpaBuo, Urpanu xopowo TPeHUPOBaHHble, PU3NYECKN NprBNeKaTeNbHble
akTepsl. Ho BMecTe ¢ Tem aTneTn3m bapHeTa, B 0COGEHHOCTU B TOV CLieHe, rae
OH MOKa3aH € 0BHaAXKeHHbIM TOPCOM, ieNan ero NoxXoOXMM Ha MHOXEeCTBO na-
KaTHbIX 1 hoTorpaduryeckrx 06pa3os pabodmx, KOTOPbLIX 4acTo N30bpaXkany
obHaxeHHbIMUK 10 nosica (Levitina, 2015, p. 97). [lobaBuM OT cebsi, 4TO AaHHbIN
apxeTunuyecknii 06pas, ahheKTHo nogasas NNacTuky MyckynaTypsl pabodero
4enoBeKa, CMBOAN3MPOBAN He TOJBKO ero (U3MYECKYHO CUAY, HO 1 COCOBHOCTb
PaanKanbHO M3MEHWTL CBOK Cyabby, XMU3Hb rocyaapcTBa v BCelt 3emnn (mnpo-
KO TMpaXMpyemMble MOTVBbI pa3pbiBaHUs Lemneit, KOBaHWS MooTa 1 np.) Takum
obpasom, M. /leBUT1Ha 0BHapyXMBaET ABOVHYIO CMMBONM3aLMIO B 0bpase nep-
COHaxa. MOXHO «Npo4unTbiBaTh» boprca bapHeTa B ponu penoptepa bapHeta
1 KaK TUMMYHOTO MOMIOAOM0 aMepyKaHLa, ¥ Kak MeanbHOro nponetapus. ToT xe
achdeKT BUanNTCA 1 B obpase BueraH MeHa. BbicoKo AnHaMmnyHas HaTtanbs MaH,
MCnonHstowas ponb BreraH MeHA v y4acTBytoLLas BO MHOXECTBE CLEH C MOroHs-
MW, NPeCneaoBaHNIMI, CIOXKHbBIM aBaHTIOPHbLIM AENCTBMEM B Kafpe, CpaBHMBa-
eTcs ¢ repouHamMn Iepn YainT, OAHOMN 13 «KOpPOneB» aMepuKaHCKoM cepranbHOM
MHAYCTPUY. BMecTe ¢ TeM MMEHHO aKTMBHOCTb, HE3aBMCUMOCTb U FOTOBHOCTb
60pOTLCS 3a CNpaBeANVBOCTb HAPABHE C My)XX4MHaMV Aenanu reponHio punbma
MOXOXEW Ha «<HOBYHO COBETCKYIO XeHLIMHY» (Levitina, 2015, p. 96).

JleB1TUHa NOAYEPKUBAET, 4TO BCe MaBHble repov huibMa — amepuKaH-
Ubl, MPYYEM NOKa3aHHbIE KaK NONOXKTeNbHbIE NepcoHaxu. Tak 4To cobupa-
TeNbHbI 06pa3 AEMOKPATUHECKIMX CIOEB aMepPUKaHCKOro obulecTBa 3apskeH
B PUAbMe NO3UTUBHOW aHeprvein. A obpasbl TEXHONOM NI U aMepUKaHCKOM
NoNyNspHON KynsTypbl B «Mucc MeHa» ambriBaneHTHbl, MOTYT UrpaTh Kak no-
NOXUTENbHYI0, TaK ¥ OTPULATENbHYIO PONb B 3aBUCKYMOCTY OT NMOBOPOTOB
aBaHTOpHOro ctoxeTa (Levitina, 2015, p. 95). 3T HabntoaeHWS NPeaCcTaBAAoTCS
BbICOKO 3Ha4YVMbIMU, (DUKCUPYIOLIMMM OTCYTCTBME Y COBETCKUX KMHEMaTOorpa-
nctos 20-x BHyTpeHHen KOHMPOHTALMMN B OTHOWEHNN K AMEpUKe 1 amepu-
KaHCKOW KynbType.

ABTOP NOCTOSIHHO 06HOBASIEMOrO brorpaduryeckoro cnosaps kuHo /. Tom-
COH flaeT BOCTOPXKEHHbIV OT3bIB O DUIbME. A Ha4MHAET CTaTbto C POKYCUPOBKM
Ha aHMO-CaKCOHCKMX KOpHsIX bopurca bapHeTa, NpOMCXOAMBLIEro 13 CEMbU aH-
ruYaHviHa Tomaca bapHeTa, MeBLEero CBot TMNorpaduto Ha okpavHe MOCKBbI.
«39TO PaCcKOBaHHbI MO CBOEM ICTETUKE MPUKIIOYEHYECKNA DUNBM C MOTUBAMMU
MVPOBbIX 3arOBOPOB. [JeMCTBUTENbHO, OH NMOKa3bIBAET CYPOBbIN, ONACHbINA MUP,
HO abcontoTHO cBoboAEH OT MpavyHOCTK B Ayxe Ppuua flaHra. lfepon bapHeTa
1 Ouena — HacTosMe aMepuKaHLbl B CBOeM ONTUMU3ME 1 3Heprum. OHU N0bsT
nepeofeBaThCsl, NOOAT HEPBHbIX XPabpPbIX AEBYLIEK, ... KynayHble 60U, MOroHM,
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... MOpe 1 TO, KaK Ha Hem urpaet ceeT. “Mucc MeHa” — 3T0. .. HacTosALWMA BOEBUK,
1 i MOTY TO/IbKO CKa3aTb, Y4TO, KOTa i HAKOHEL, yBufen ero (B Bo3pacTe WecTu-
[ecAaTV BOCbMY NET), 3TO 6biN0 0TKpoBeHneM» (Thomson, 2014, p. 64).

B cpaBHUTeNbHO HefaBHel cTaTbe AnekcaHapa bokaHun B «MckyccTae
KMHO», NOCBSLLEHHO hrNbMy, OTMEYaeTCs akTyanbHOCTb Ans 20-x MOTHBa CTpa-
Xa nepep 6aKTeprONOrM4eCcK/M OPYXKMEM U CO3BYYME HEKOTOPBIX CLIEH 3apybex-
HOMY 1306pa3nTenbHOMY UCKYCCTBY U KMHO: «[1poncxoasiiee Ha akpaHe B “Mucc
MeHa” ecnu 1 HEMPOU3BONBHO UMTUPYET “LUTYpMOBYIO rpynny B ra3oBom obnaxe”
13 cepum “BoiHa” (1924) OTTO [lMKCa, CKOpee Noxoxe Ha Npu3HaHve B yBaxe-
HMVW K aMeprKaHCKOMY 1 eBPOMencKoMy KrHemaTorpady, HUKaK He Ha cepoe
noXenaHme BOVHbI UM YHbINbIV PO3bICK BPAroB. (...) 3T0 KnHemaTorpad, npsiMo
Bblleawmin n3 “GaHtomacos”, n3 “Bamnupos” Jlyn deitana: eMy ropasno nHTe-
pecHee OMMCbIBaTb MOPOACKME MPOCTPAHCTBA. .., YeM CTanKMBaTb NAEONOTN»
(BokaHua, 2021, c. 112). bokaH4a TakKe OTMEYaeT BbICOKYIO METaTeKCTOBOCTb
dbunbma (bokaHua, 2021, c. 109).

CoBpeMeHHble nccnegosateny BUAAT 1 ybeanTenbHO apryMeHTupyoT
COBETCKYI0 CNeLndUKy KNYEBbIX AEVCTBYIOLMX NULL, HO OTMEYatoT U ABOW-
CTBEHHOCTb MHOTMX 06Pa30B, 6IM30CTb ICTETVIKE W OTAENbHLIM MOTMBaM ame-
PUKaHCKOrO 1 3anafjHOeBPOMENCKOro KNHO 1 M300pa3nTensHOro MCKycCTBa. 3To
NVILUHWIA pa3 NOATBEPIKAAET BHYTPEHHIOK MHOTOMEPHOCTb 1 MPOTUBOPEYVBOCTb
KapTVHbI M1pa TpexcepuinHon KapTuHsl Gefopa Ouena n boprca bapHeTa. Kak
Mbl BUAMM, pelenums dunbma «Mmucc MeHa» COBPeMEHHbIMU KPUTVKAMU 1 K1-
HOBefjaMu coveTaeT IMOLMOHANbHYIO XUBOCTb, MOBbIWEHHbIN MHTEPeC K Co-
AepatenbHbiM MOTUMBaM hMUAbMa 1 NpU3HaHe 3Ha4UMOCTV UX XYAOKECTBEH-
HbIX pelleHnii. BeposiTHO, HOBBIV B3NS/, 06YCNOBNEH HE TONbKO OTCYTCTBMEM
MAEONOrMYECKOIN aHTKMPOBAHHOCTU, HO 1 COBPEMEHHbBIMU BO3MOXHOCTSAMM
MHOFOKPaTHOro MPOCMOTPA 3KPaHHOTO MPOU3BEAEHNIS, @ TakKe NpU3HaHeM
KYNBTYPHOM LeHHOCTM paHHero COBETCKOro KnHemaTorpada Kak 4acTu MMPOBOTO
KMHoMpoLecca HemMoro nepuroga.

KAPTUHA MUPA B POMAHE «MECC MEHA»

MapwaTTa LarnHsaH BeIHOCKA B Ha3BaHWe poMaHa Napofib pa3BeTB/eH-
HOW ¥ MOTYWECTBEHHOM NOANOABHOM MEXAYHAPOAHOM OpraHn3aumm paboymx
¢ yeHTpom B CLUA. «Mecc MeHa» — 3BYYUT MHOTOKPATHO B CaMblX PA3HbIX CUTY-
aumsx. bykssl MM 0b6pasytoT 3HaK MOANOoNbs, KOTOPbIM NOMEYEHbI CreLManbHO
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ChenaHHble Unn nepeaenaxHble AN HyXa OpraHn3aLmmn BELM U NpoCTpaHCTBa
CO CKPbITbIMU OTAENEHVAMU, HEYYTEHHbIMM NMYCTOTaMM, NEPEXoAamMm, OHUM CO-
BOM, MOTEHLMANbHbIMY TANHUKAMM 1 BO3MOXHOCTAMY KOMMYHUKALUW.

YneHbl ameprKaHCckon paboyel opraHm3aLy MHOFO4YUCAEHHbI, Be3ae-
cyuim, 0bnafatoT TanHbIMU XOAaMK 1 CpeacTBaMu CBs3K, ByKBanbHO NPoxXoasT
CKBO3b CTeHbI, achansT 1 BOAY, WOT 3alndpoBaHHble U He3alwmndpoBaHHbIe
[OHECEHNS 1 BbICTPO pearnpyioT Ha Ntobble HenpeaBuaeHHbIe 0OCTOATENbCTBRA.
Mecc MeHp — 3HaK, OTKPbIBAIOLWIMIA MUP TOTaNbHOW KOHCONMAALUMYM 3aPYDEIKHbBIX
60pLOB 3a CNpaBe/IMBOCTb, UX iesTeNbHOe CONPOTHBEHNE KanuTanucTuye-
CKOW 3KCNNyaTaumm v arpeccum. Mecc MeHg B pomaHe — CUMBOJI 3apy6exHbix
ApYy3€ei COBETCKON pecnybanku, /leHHa, COBETCKOro Hapoaa.

BaXKHbI KOHTPACT B pOMaHe coCTasfsna 06PUCOBKA He TONBKO MAEONO-
TMYECKVIX NO3ULMIA, HO U MPOTVBOMNOCTABNEHVIE 3[0POBbIX NOAEN U BblPOXKAEH-
ueB. [Apyxeckuii narepb COCTOUT U3 340POBbIX (@ 3TO BCE, KTO MOXET OLEHUTH
npeumyllectsa CCCP). BpaxaeOHblii nareps BKIOYAET 3104€eB 1 BbIPOXKAEHLEB,
00peYeHHbIX Ha AerpagaLmio 1 BbiMvipaHue. ViMu SBNs0TCs anyHble borayu, co-
BepLIEHHO HefeecnocobHble apyCTOKpaThl, PBYLLMECS K BNACTU U KanuTanam da-
WKCTBI. MocnegHve NMELOT CBOK MOTYLLECTBEHHYI0 OpraHu3aumto. Ho cunbl Mex-
LyHapPOAHOro MpoNeTapcKoro Noanobs Mecc MeHp Bce-Taku ee NPEBOCXOAST.

Bce mepcoHaxv poMaHa Tak AN MHaYve TAroTeT K OAHOW 13 ABYX Opra-
HV3aLUWI, K OAHOW 13 ABYX MAEONOTNYeCcKUx cuctem. OBUHOYKM OCYLLECTBASIOT
CBOW BbIOOP, Ha Ybelt OHM CTOPOHE.

[MaBHas repoviHs pomaHa — BusuaH OpTOH, A0Yb AaBHO YMEpPLIEro Ka-
nvTaHa, BAOBa KOTOPOro CTana BO3/1001eHHON aMeprKaHCKOro MUAIMOHepa
Viepemun Pokdennepa 1 6bina youta ero Hegpyramu. [ocne 3Toro MUAAMOHep
McYe3 1 cYUTaNCs NOrMbWIUM OT PyK OOMbLWIEBNKOB. BMBMaH NbiTaeTCs BECTH
NVIYHOE paccnefoBaHyie. Ha Hee coBepLIatoT MOKyLWeHYe.

AKTVBWCTbI TANHOM MEXAYHapPOAHOW NponeTapcKol opraH1sauum cna-
catoT muicc OpTOH, 1 TOrAa OHa NPOAOMKAET AeMCTBOBATL MO VX NaHy, BMecTe
C MHOXECTBOM COK3HMKOB 1 MOMOLLHUKOB. ABTOP SICHO A@ET NOHATb, 4TO BriBKaH,
npu Bcel coobpasnTenbHOCTY, B OAVHOYKY HEe CMOra bbl CNPaBUTHCS CO CNOX-
HOM 11 OMacHOW cuUTyaumen.

CblH aMeprKaHCKoro MunnnoHepa Aptyp Pokdennep noHavany MCnonHs-
eT BoMo dawnctoB. OgHaro oblueHre ¢ Mucc OpTOH NepeBopaYnBaeT MNYHYIO
CUCTEMY LIEHHOCTe MONoAoro Yenoseka. Elle cunbHee BO3aelicTByeT Ha ApTypa
3HAKOMCTBO C ycTpoiicTBOoM obuiecTBa CTpaHbl COBETOB, Kyaa OH NpubbIBaeT.
V13 NocobHMKa hallKCTOB M EHOHEHaBUCTHYIKA APTyp NpeBpaLlaeTcs B COO3-
Huka CTpaHbl COBETOB 1 BO3Nt0HNEHHOIO BrBKaH.
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B pomaHe HapucoBaHa yTonuyecKkas KapTuHa BbICOKO TEXHONOMMYHOM,
n306UnytoLLen rpaHANO3HbIMMU JOCTVIKEHWSIMMN, COBETCKOW LIMBUNM3ALUN.

MnaH hawmncToBs Nno B3pbiBy 6OMOLI BO BpeMs BbICOKOTO NPaBUTEeNbCTBEH-
HOro cobpaHus B JleHMHIrpazae, Ha KOTOPOM MPUCYTCTBYET cam SIeHnH, NpoBa-
nviBaeTcs.

JINHWS MeXAYHapOaHOM paboyelt opraHm3aLmm 1 CO3 C HEM FepoMHN, Kak
1 KapTuHa PaHTacTnyeckon umemunmnsaumm CtpaHsl COBETOB, BNOIHE COOTBET-
CTBYIOT MAESM KOHCONMAAUMM TPYASLIMXCSH BCEX CTPaH, MUPOBOW PEBOOLIMN
1 MeyTe O MOCTPOEHNN KOMMYHMU3MA.

Ho 6bin 1 poMaH «Mecc-MeHp» 6e3ynpeyHo peBoIOLMOHHbIM 1 Npose-
TapPCKMM BO BCEX CBOMX CKOKETHbIX MMHMAX? OTHIOAb HET.

MapannenbHo C AesTeNbHOCTbI0 paboyero NoAnoNbs B MPOU3BeaeHnn
NPOCNEXNBANVCh aBaHTIOPHbIE AEMCTBUS NPOMnasLero MunanoHepa Vepemun
Pokdennepa. ObHapyx1Banoch, YTO 3TO BbICOKO A€CNOCObHas MHMUMATUBHAS
JIMYHOCTb, TOXeE ylleflas B CBOEro pofia noanonse. B obamymmn cKpoMHoro ango-
KaTa TpyCKa aMepUKaHCKNIA MUNIMOHeP BeN TallHOe COMPOTUBEHVIE 1ENCTBYSM
hawncToB. A ero NOMOLLHIKAMI OKA3bIBANUCh YMHbIE XKMBOTHbIE, 4TO NMPUAABAN0
BCEWI CKKETHOM NMHNY HEKOTOPYH 3KCLEHTPUYHOCTD M CKA304HOCTb.

MunnnoHep Hbi1 NOKa3aH Bparom He nponeTapuata, a halnmcTCKol opra-
HV3auMK. Kak aBaHTIOpHbIV repoid, CNOCObHbIV 1eMCTBOBATL TAHO U B OMHOYKY,
OH BbI3bIBas CMNATUN. BoccTaHoBNeHWE OBPbLIX OTHOWEHWIA C ADTYPOM U CUM-
natus K BrBraH OpTOH [O/MKHbI Dbl OKOHYETENbHO 3aKPENUTbL Y ayanTOpUn
bnaronpusTHble BNeYaTneHns o KpynHOM KanuTanucTe.

MocTeneHHoe NpeBpalleHne MunavoHepa Pokdennepa 1 ero cbiHa B Apy-
3ei CCCP 1 NonoXUTeNbHbIX aBaHTIOPHbIX TePOeB — He CAULLIKOM N CMENbIi
MOBOPOT A5 COBETCKOrO aBaHTIOPHO-PaHTacTnyeckoro pomaHa? CMensiid,
HO ¥ 3aKOHOMEPHbIN, B Ayxe 1920-X, 3N0OX1 NMOMCKa BO3MOXHOCTENM KyNbTYPHOTO
coTpyaHmyectsa ¢ CLUA.

TakvM 06pa3oM, yke B pOMaHe CyLIeCTBYeT HeKoTopas ABOMCTBEHHOCTb
no3numii aBTopa. B neneHnn Mvpa Ha fiBa nareps, B socneBaHun CtpaHsl Co-
BETOB, NOAYEPKMBAHNYM POAK paboyero Knacca, KONNeKTUBa, opraHM3aunm —
«KpaCHOCTb» MMHKEPTOHOBCKOrO Havana y laruHsH. Ho KnaccoBbIvi NpuUHLMM
He BCerfa pyKoBOAWT pacnpefeneHneM CMMnaTuii u aHTunatuin agTopa. Ans
Vepemun 1 ApTypa PokdennepoB aBTop AenaeT UckatoveHne, B nHTepece K aTu-
4ecKoW HeOJHO3HAYHOCT M YenoBeKa, B HECBOAMMOCTH NePCOHaxa K KNacCoBOW
npvHagNexHocTn MapunaTtTa LarnHaH BbIXOAUT 3a Npeaensl MAeoNornyecKon
MOBECTKM 1 paboTaeT B AOPEBONOLMOHHbIX TPAAULIMAX aBaHTIOPHOIO XaHpa.
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DKM [JONNAP HE HY)XXEH. BAPHET, ®OrE/b U APYIUE

Pexxnccepbl hunsma @epop Ouen 1 bopuc bapHeT CoxpaHuv NpUKNOYeH-
yeckyto aTMocdepy npounsseneHrs MapuaTTel LaruHsaH, andopro HencToum-
MOW 3HEPrN AeNCTBUS, CNAOLWb COCTOSLErO M3 IKCTPaOPAMHAPHbIX COBBITUI,
1 06N MONUTUYECKWIA HACTPOI — NPOTUB KanmnTanmn3ma, KnaccoBow IKCMya-
Tauuwu, NpoTMB dalinsma, 1, KoHe4YHo xe, 3a CTpaHy CoBeTOB.

BmecTe ¢ TeM HEeBO3MOXHO ObI0 NepefaTb aBTOPCKME MHTOHALMM MO-
BECTBOBAHMS, B KOTOPbIX COYYBCTBEHHO-TMPUYECKOE, CaTUPUYECKOE, OMOPU-
CTNYECKOE M MPOHMYECKoe NOCTOSHHO NepeTeKatoT ApYr B Apyra, co3fasas
achdeKT Be3aEeCyLIEro NPUCYTCTBMS XMMUBOTO M 3a6aBHOro pacckasymka — hk1ma
[Jonnapa, Nog NCEBAOHNMOM KOTOPOrO BbICTYNWAA COBETCKas NMcaTenbHULA.
Mpuv 3TOM cOo3MaBancs ABOWCTBEHHbIV 3DdeKT: cobbiTUs poMaHa Npubnmxa-
NINCb K YnTaTento bnarofaps nofavye aBTOPoOM-aMepUKaHLEM, HO OMMChIBANNUCH
C M3PSAHON ONEN IMOLMOHANBHOTO OTCTPAHEHNS. ITO AOMKHO ObIO CMECTUTb
aKLEHT C 3MOLIMOHANbHOTO CONMEepPeXnBaHns reposim Ha bonee pauyoHanbHoe,
NHTENNeKTYyaNbHOoe BOCNPUSTIE, YBNEYEHHOE CIEXEHNE 33 aBTOPCKOM NOTUKOM
1 Pa3BUTMEM 3aMyTaHHbIX CODBITUIMHbBIX NUHNIA.

[xnm [lonnap B aKpaHm3aumm oTCyTCTBYeT. TeM He MeHee aBTopbl PubMa
He 0TKa3anucb OT MUCTUMUKALMK 1 UTPbI. B geiicTBMe BBOAATCA HOBblE NMLa:
aMepyrKaHCKMe raseTHble penopTepsl Mo MeHr bapHeT n dorenet, ponn KoTo-
PbIX UICMOMHSOT COBETCKME KMHEMaTOrpaucTbl — pexknccep hunbma bopuc
BapreT 1 aktep Bnapumup dorens. bapHeT B kappe 6OKCMpyeT, TeM CaMbiM 06bI-
rpbiBaloTCs NpodeccrioHanbHble 3aHaTus bopuca bapHeTa 6okcoMm 1 npenogaa-
BaHMe 3Toro cnopTa (bapHeT, 1946), a Takke NONYNSPHOCTb HOKca B AMepuKe.
Co3paeTcs ABONCTBEHHOCTb CEPbE3HON-HECEPLE3HOW KapTNHbI aMEPUKAHCKOM
AEVCTBUTENBHOCTU, YTO MOAYEPKUBAIOT MHTEPTUTPLI, NPeACTaBAdtoLL e Nepco-
HaXel v aKTepoB. AMEPUMKaHCKas XU3Hb B kKafgpe 0bpeTaeT yCI0BHO-MIPOBOIA
OTTEHOK MpU BCe KONOPUTHOCTU ee KanuTanucTu4ecKomn cneyndurn. bapHet
1 @orenb Kak Obl COBMeLLatoT B cebe GyHKLUMM NepcoHaxein-aMepuKaHLEeB 1 Co-
BETCKMX MOJEPaTOPOB 3KPaHHOW peanbHOCTW?. YeunnsaeT ahdeKT rpoBon
AMEPVKM 1 «4anIHU3MPOBaHHas» MaHepa uUrpsl Mirops MnbnHCKOro B ponu
Knepka [onkuHca.

KocBeHHO acTeTHYecKas MaprHanbHOCTb MePCOHaXeN paboTaeT Ha OLLy-

LWEHNe BHYTPEHHErO eAMHCTBa MUPa. ITOMY CMOCOOCTBYIOT UIPOBbIE OTChIIKM
K COBETCKOW KMHOOTPAC/N: aKTUBHbIE ee MPaKTUKL NPeAcTaloT B 0bpasax camuix

! Bnpoyem, no MHeHWo M. /leBUT1HON, dorenb B hribMe CKopee MOXOX Ha TOHKOro eBponei-
CKOTO VIHTeNeKTyana, XoTs 1 C BEYHOW aMmepyriKaHCKoM ynbloKoii (Levitina, 2015, p. 96).

2 [laHHbIA Nprem noBTopsieT xof /lbBa Kynewosa B «/lyde cmepTu» (1925), rae nHxeHepa [o-
nobena urpan aktep MNopdupuii Mogoben.
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cebs, HO NPV 3TOM MOTYT «MPOYUTHIBATLCSA» KaK MOO/ble aMePUKAHCKIME Wy p-
HaNNCTbl UK «abCTPaKTHbIE eBPOMeNLIbl» — B CU/Y TOrO, YTO NpeacTaBuTENb
COBETCKOro KMHO He HeceT Ha cebe cneundrnyeckoro KneriMma «CoBETCKOCT N,
HO SIBISIETCS TaKMM *Ke COBPEMEHHbIM YEOBEKOM, KaK 1 0brTaTeNs Moboro Apy-
rOro rocyaapcTBa U AaXe KOHTUHEHTA. B caMoCTOsTeIbHOM CO3AaH 06pa3os
NONOXKUTENbHBIX FePOEB aBTOPbI (hMIbMa SBHO CTPEMSTCS K YHMBEPCANbHOCTY,
a He K aMbnemMaTnyHoW y3HaBaeMOCT M MPaXaaH KanuTanmucTMyeckoro nwv couu-
anvCcTUYeCKOro rocyaapcTea.

MAPO/Ib HE HY)KEH. TPAHC®OPMALLMN HAPPATUBA
W LEHTPAIbHOW FEPOVHM

MHOXeCTBO WL, poMaHa B npoLecce nepefenkn ncyesnu. 310 Hemsbex-
Hoe Npeobpa3oBaHue Npu 3KpaHU3aLMy HONbLIOTO NUTEPaTYPHOro Npon3Beae-
HYS B MN10OYI0 3MOXY>. TeM He MeHee «41UCTO TeXHUYECKMEe» M3MEeHEHNs CoCTaBa
AEeNCTBYIOWMX WL, MOTYT MPUBOANTL K Bonee nan MeHee CyweCTBEHHbIM CO-
AepxaTenbHbIM n3MeHeHvsM. Cenekuymns NnepcoHaxen B xofe akpaHm3saunm —
TBOpYECKUIA BbIOOD, BAUAIOWIMIA Ha CMbICNIOBOE Lenoe dhunbma. KakoB xe Bbl-
6op depopa Ouena n bopuca bapHeTa? Koro n3 aAencTBytowmx nu, MapmnaTTbl
LLarnHaH OHM OCTaBNSAIOT, @ KOTO BblYEPKVBAKOT 13 CtoxeTa? [TprBHOCATCS K
HOBble NepcoHaxu (MomMmrmMo bapHeTa 1 dorens), Kak OHW NOAAKTCA U KaK BCe
3TO BAMSIET Ha CYTb BCEM aBaHTIOPHO-haHTaCTUYECKOM UCTOPUN?

®UnbM ynpasaHna Naposib BCEMOrYLLEro MPoAeTapcKoro Noanonbs «<Mecc
MeH[1», NOCKONbKY 1 BCS IMHMS 3TOr0 NOANOMbS HE COXPaHWUIach Npy nepeHoce
pOMaHa Ha 3KkpaH. Pabouuii knacc B huibMe He MMEET HY TalHOW opraHM3aumu,
HM (haHTACTMYECKOrO OCHALLEHMS, ero AesTeNbHOCTb OrPaHnyeHa B OCHOBHOM
YAVYHBIMU NPOTECTHBIMW NPOSBAEHUSAMU. B OTIMYME OT MHOXKECTBa 3MM304MU-
YECKMX 1L, C IMEHaMW, PacChiNMaHHbIX Mo CTpaH1LUaM poMaHa, NpeacTaBuTenm
paboyero knacca octatoTca B hunsMe He3bIMAHHOM MaCCOBKOW. B LeHTP xe
MOCTaBNEHbl AENCTBUS HE3AMYXHEN MONOAON W KPAaCMBOW MaWWHUCTKN NPob-
KOBOrO 3aBofa — BusraH MeHa (Hatanbs MaH).

3 Ecnu cpaBHWTb, K NpuMepy, cepuan «/irpa npectonos» (Game of Thrones, 2011-2019) 1 poma-
Hbl [hxopmpia MapTrHa, No KOTOPbIM CAieNaH 3TOT cepuan, O4eBMAEH TOT Xe NPUHLMM — MaK-
CVManbHoe CoKpalleHne L, KoTopble ByayT NMNLWb 3aHUMaTb 3KPaHHOEe BpeMsi, He ycreBas
3aNOMHUTBLCS 3PUTENO, He Bbi3biBash LOCTATOYHO CUTbHOMO MHTEpeca ¥ 3MOLMOHaNbHOro OT-
KVKa, HO pacoKyCcupys BHYMaHe ayanTopum.
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XOTs MO CBOEMY COLManbHOMY CTaTyCy repoviHs SBASEeTCS MeKOW Cy-
Xallen, aBTopbl pUbMa CTapatoTCs NoKasaTb ee XKByLlel oaHVMK Nnpobne-
Mamu C aMepriKaHCKUM nponeTapuaToM. EfiBa NosBUBWINCG B Kajpe, AeByLIKa
NopaxaeT 3puTens CBoell CMeNoin AMHAMUKON: BbINPbIMMBAET U3 OKHa oduica
BTOPOro 3Taxa, YTobbl BMelaTbCs B ApaKy pabouux ¢ noanumen. AKTUBHOCTb
1 PelnTeNbHOCTL FEPOVHU YIKE MU3aHCLeHNYEeCKM NPeBPaLLaeT ee B psiae CLeH
B LEHTP conpoTusneHus. OnepaTtop akT1BHO paboTaeT ObLLIVMUN NNaHaMu 1 CHU-
MaeT C BbICOKMX PaKypcoB, YTOObI NOKa3aTb BusraH MeHf B ryuie Tonmsl pabo-
41X 1 B NEPBOM PSIfY LeNOYKN MUTUHIYIOLLMX, OTCTYNaoWmMX nepea noavumen,
a3aTeM — BIVYHOM CXBaTKe C ABYMs nonuuelickuMi®, NMosaHee BrenaH BMecTe
€ 3a6acTOBLMKaMU SBASETCS Ha COBET AMPEeKTOPOB 3aBofa 1 6pocaeT B N1LO
KanuTanucTam cMenble 06BMHEHVA. KpynHble NiaHbl roBOpsLIen reponHn ne-
PEMEXAOTCS UHTePTUTPAMU, COAEPHALLMMUI ee peyb, 4TO CTaBUT BrBraH MeHf
B LIeHTP rpynibl My)X4VH-NapnaMeHTepoB. 3Ta clieHa NPOUCXOAUT B cepeariHe
nepBo cepum (ansiencs npumepHo 1.28.00). Takim 06pa3om, B NepBoli cepum
DUNBM YCUNEHHO NOAYEPKUBAET He TONbKO efMHCTBO MUCC MeHp ¢ paboymnm
KNaCCoM, HO 1 ee NINAEPCKMEe KauecTBa B MYXXCKOW cpefie. Pexuccypa noadepku-
BaeT UrHOpUpoBaHue MUCC MeH [ TPafnLUMOHHbIX FeHAePHbIX YCTaHOBOK 1 TAro-
TEeHMe K aKTUBHOW [1e/iCTBEHHOCTU. VIHCTUHKT B1BMAH — BCeraa 3alluiiaTs v cna-
CaTb HYXAGIOUMXCS B TOMOLLM, A@Xe eC/M 3TO CU/bHbIE 3[0POBbIE MY)KUVIHbI.

OpfHaKo, BbINMONHUB UAEON0MMYECKYI0 3aaaydy Br3yanbHON PrKcaUnm efmnH-
CTBa repouiHN 1 paboyunx, cospatent bunbMa OCTaBSIOT TemMy paboyero conpo-
TUBNEHMS. MUP MENKNX CNYKALLMX 1 TBOPHECKMX MPOdeCcchin MM SBHO BLKe.

Monogas Kpacusas repouHs He MOXET 3aHMMaTbCs TOMBbKO KNacCoBOV 6Opb-
60M1. YB1aasLmne BusraH B rylie cobbITnii )ypHanucTel bapHeT (Bopuc bapHer)
n dorens (Bnagnumump dorenb), a TakKe AaBHO YXaXKMBatOWMIA 33 Heto 3abaBHbIN
Knepk Tom MonkuHc (Virops MnbnHCKMI) Bcepbes yBRexatoTcs BusraH. MeyTtaHns
0 Helt TPOUX ApYy3elt B3yann3npyloTcs C NMPUYECKMM KOMV3MOM, KOrfa NUYUKO
BriBMaH NosBASETCS Ha BCeX POTOCHUMKAX W Aaxe Ha HoTaX, CTOSILLMX B KOMHaTe
penopTepos. MyTn Mucc MeHa 1 Tpex Apy3ei NOCTOSIHHO U Kak bbl HeB3HaYal ne-
peceKatoTcs, Kak 1 Nyt ApTypa CTOPHa, CbiHa MCHE3HYBLUErO MUATMOHEPA.

YT06bI BMBMaH He MOrna 0CnopuTb NpaBa Ha HacneACTBO YOVTOro MUN-

oHepa (Yb1M BHEOPAYUHbIM CbIHOM SBASETCS NNEMSHHUK AEBYWKM), hancT Yude
(Cepreit KomapoB) pacnopshxaeTcst 06 YHUUTOXEHVW AeBYLWKM. ITO NO3BONSET

* «Mucc MeHp», 1926, pexvccepbl ®epop Ouen v bopuc bapHert. MNepas cepus. 2.54. — 3.20.
URL: https://ya.ru/video/preview/11030092660549213600 (14.12.2025).

> «Mucc MeHgp, 1926, pexxiccepbl epop Ouen v bopuc bapHer. [epsas cepus gamTcs okono
1.28.00, peyb Busnan —42.32 —43.03. URL: https://ya.ru/video/preview/11030092660549213600
(14.12.2025).
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TPOUM ApY3bsiM CNacTV B1BMaH 1 NOC/e 3TOro yke NOCTOSHHO HecnoKonTbCs
3a ee XM3Hb®. Ho MOMyTHO — MPOHMKaTb B MNaHbl HalWmncToB, COOMPaIOLLMXCS
pacnbiNnTb B /leHnHrpage 6akrepum Yymbl Ans yHuyToxeHns CCCP v ans ncnsl-
TaHWs HOBOIO DaKTEPMONOTMYECKOTO OPYKNUS.

HarHeTtas KOHMAVKTHOE HanpshkeHue Mexay Kanutanucramu 1 Tpyasim-
MUCS, DUNbM NEPEBOANT AENCTBME B PEKMM NMYHbBIX B3aUMOOTHOLWEHNA Nepco-
HaXXel 13 pa3Hblx CJI0EB M KNacCoB aMepuKaHCKoro obulecTsa. B otimyve ot po-
MaHa, Ha MPOTSHKEHM M BCeX Tpex cepuii huibMa ¢ MacliTabHbIMKM dallncTCKUMK
nnaHamun BoOpIOTCS HETBEPO YACTHBIX FPaXaaH AMEPHKIN — npeKpacHas cmenas
AeBylKa 1 ee oboxaTenu, CTaBline ee Apy3bsiMu. MalMHUCTKA, XYPHANUCTbI
1 KNepk 06pasyoT rpynny MHULMATUBHbIX U HUKOMY HE MOAKOHTPO/bHbBIX MOJIO-
ObIX NtOAen, AeNCTBYIOWIMX HA CBOM CTPax M PUCK, YacTO MHTYUTUBHO 1 AANeKo
He Bceraa ycnewHo. Ho B acTeTuke hunbMa CamoLEeHHbI He pe3y/bTaTbl aKT1B-
HOCTW, a ropsiyee 6ECNOKONCTBO NPUBAEKaTENbHbIX MOMIOAbIX FepOeB 3a CyabOb
MU1Pa, NPUBOASILLEE K MPUXOTNIMBOMY aBaHTIOPHOMY 1EMCTBUIO.

Ecnun B poMaHe KynbT MHAVBYAYanM3mMa v KynbT KONNEKTVBM3Ma COCyLie-
CTBYIOT MPVMEPHO Ha PaBHbIX, TO B GUAbME LaPUT UCKNKUYUTENBHO UHAMBULY-
anucTyYecKas CTUxmns. NocTaBuTb B LEHTP CIOXETa HECKOMbKMX 06asTeNbHbIX
NEepPCOHaXel 1 3aKpYTUTb C HVIMY YBNEKATENbHYI0 MHTPUTY PEXMCCEPAM BaXKHEE,
Hexenu JoAro NoKasbiBaTk bopbby 1 CTpapaHus paboyero knacca AMepuKn
1 nobeapl paboyero knacca CCCP.

OKPAHHbIE O6PA3bl AMEPUKK 1 CCCP

ABTOpPbI hUIbMa flaXe He AeNatoT NOMbITOK (B TOM YMC/e, lyMaeTcs, B CUy
TEXHWYECKOM HEBbIMOMHMMOCTM) CO3AaThb Ha 3KpaHe MaHTaCTUYECKYHO KapTUHY
rPaHAMO3HONM COBETCKOW LMBUAM3aLUMN. A Ha BepbanbHyo pedneKcuio repoes
006 OTNIMUKSX KanuTann3ma oT colmaniiama He OCTaeTCst BPEMEHU B UHTEHCHBHOM
aBaHTIOPHOM AENCTBUIN.

B pe3synsrate CoBeTcKas Poccust TpaKTOBaHa He KaK YHMKanbHas CTpaHa,
rAe LapCTBYHOT COUMAaNbHOE PAaBEHCTBO 1 TEXHUYECKMI MPOrPECE, a KaK «BCsiKast
CTpaHa», HyXaaroLlascs B MOMOLLY NMPY yrpo3e MacCOBOIO YHUUTOXEHNS Hacene-
HYis. Ecnvi Bbl nnaH 3apaxkeHns YymMowt bbin HanpaseH Ha Mtobyro Apyryto cTpaHy

¢ CueHa BHe3amnHoro HanageHvs Ha M1ucc MeHg 1 copacsiBaHus ee B BOAY, Kak v nocneayoLlee
CnaceHve, HaNoMVHAET aHanorMYHYI0 CUTYALMIO U [JaXKe HEKOTOPbIE MU3AHCLEHbI aBaHTIOP-
Horo cepuana Jlyn ®einana <Kogexe» (Judex, 1916-1917).
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(NycKait 1 KanUTaNUCTUYECKYID), T XKe repou, A0NTO He pa3ayMblBas, 6poCHINCh
6bl cnacaTb v ee.

JKpaHHYIO AMHAMUKY aBaHTIOPHOrO AencTBus obecnednsaet y Ouena
1 bapHeTa MHTEHCKBHAS KOMMYHUKALMS YeTBEPKY NHULMATYBHBIX MOMOAbIX
amepyrKaHLeB He TOMbKO C aHTAroHUCTaMu, HO 1 C xuTenamu MeTporpaaa, byab
TO NPOXOXMe Ha yAnUax, TPaKTUPLLMKILA, oduUMaHTsl, Bpaun. OpHako duibm
He aKUEeHTUPYET B HUX COBETCKOW cneunduKi.

Y1ye, B CBOIO 04epeb, HAaXOAMUT NPUCTaHMLLE B HEKOEM NaHCHMOHE, OblT KO-
TOPOTO pelleH Kak BNosHe bypxxyasHblii (HIMOBCKMIA), C KNYOHbIM CTUAEM AOCYyra
(Mrpa B WaxmaTbl, BbIMMBKA, My3MLMPOBaHIWE, TaHUbI).

B uenom B «<Mucc MeH» NOKa3aHo, HACKObKO MPOCTO, NErKO 1 eCTeCTBeH-
Ho npowucxoamT B CCCP obuleHne ¢ MHOCTpaHuamu. Mepea HaMu He KOHTpacT
aMepVKaHCKOTo 1 COBETCKOro 0bLLEeCTBEHHOMO YCTPOICTBA, a CBOHOAHOE nepe-
TeKaHVe aBaHTIOPHbIX repoeB 13 NPOCTPAHCTBa aMePUKAHCKOW NOBCEAHEBHOCTM
B MPOCTPaHCTBO MNOBCEAHEBHOCTI COBETCKOM CTPaHbI, BO MHOTOM Hac/eaytou el
4epTbl JOPEBOMOLMOHHOMO MUPA. S3bIKOBble 6apbepbl, Pa3HOCTb 0ObIAEHHbIX
NpUBbIYEK 1 0DLLEro XU3HEHHOIO KONMOPUTa B Kagpe MaKTuyecku He obbIrpbl-
BaAOTCH (€CM HE CYMTaTb 3UMHUX CLEH, KOTAa AeNCTBME NPONCXOANT B 3aCHe-
KeHHOoM MecTHoCTK). Ouen 1 BapHeT puCcytoT HaM MoKa YTO He yTpaTUBLWIMM
eAVHCTBa OONbLWOW MUP, OTCYTCTBINE PAANKANBHOTO AENEHUS HA «Mbl» U <OHW»,
Ha COBETCKOe rocyiapCTBO ¥ KanuTanucTu4eckoe 3apybexse.

ATMOCDEPa HTEHCUBHBIX MEXAYHAPOHbIX KOMMYHWKaLMIA YyBCTBOBanach
1 B poMaHe. Ho TaM aMmepuKaHCKas peanbHOCTb MOMUMO aBaHTIOPHOCTY Cofiep-
Kana 3N1eMeHTbl CKa304HOCTH, @ COBETCKAs PeanbHOCTb HOCUIA IPKO BblPaXKeH-
HbI XapaKTep Hay4YHOW haHTaCTUKK, YTO B LieSIOM 4enano v KOMMYHMKaLMIO ABYX
MWPOB AOCTaTOYHO YCIIOBHOM, yMO3PHTENbHOM, MpPeanbHOM.

®UNbM ynpaspHseT CKazoYHOCTb B aMepUKaHCKO KapTuHe Mupa 1 haH-
TacTUKY — B COBETCKOM, 4TO CMOCODOCTBYET YCUNEHWIO UNMKO3MU AOCTOBEPHOM
peanbHOCTY B Kafpe, B TOM Y/Ce — peanbHOCTH B3aVIMOAENCTBIS OTAENbHbIX
NpeAcTaBuTENei ABYX CTPaH.

Bpoge Obl Bce nepeyrcneHHoe CBUAETENbCTBYET O BbIXOAE CKeTa GubMa
3a npefenbl akTyanbHbIX MAEONOrMYecKrx Nockinos. OAHAKO ¥ 3TO He BNosHe
Tak. Ouen v bapHeT ynpa3aHunu paboyee Noanonbe, HO He NanuTpy coLmnans-
HbIX HV30B aMepUKaHCKoro obuecTsa. duibM BBOAUT BaXHble 3N1304MYecKme
urypsl. MepBas — 006POAYWHbIA TOACTAK-MOANLENCKIIA, pa3roBapyBatoLLniA
C ManbllWoM [PKOHOM B y4acTKe. ITOT NePCOHAK CBUAETENbCTBYET O TOM, YTO
B AMepHuKe, Aaxe cpeay CAyKUTenein KanuTanmncTuieckoro nopsaKa, eCTb Xopo-
wue mogu, nobaume getein. Ho He Bce NonnLencKme Takosbl.
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MNpunas B CanyH 1 yBUAEB, YTO TaMm YOUT YEPHOKOXWIA, Apyrie NoanLenckme
PaBHOMYLIHO YXOAAT, HE CHMTas, YTO JaHHOE NpecTynieHne OCTONHO pacce-
AoBaHus. TeM cambiM hunbM 6erno ob6o3HavyaeT NprU3HaKK packama, 4To He Me-
WaeT BbIpa3nTenbHO 1 yBneYeHHO, 6e3 04eBUAHON KPUTMYECKOW OLIEHOYHOCTM
PUCOBATb HPaBbl aMEPUKAHCKOIO CanyHa, rie UrpatoT [)Kas, MbloT Kpenkue Ha-
MUTKM, TEFKO 3HAKOMSTCS, HO U N1erko BBSI3bIBAIOTCS B ApaKy, COBEPLIAIOT KPaxM,
WaHTaKMPYIOT. Ha 3ToW TepprTOpUM OTABIXAIOT U NPOBOAAT BpeMs AeMOKpaTu-
Yeckune cnon AMepuKm, Ho 3Aech e MaLINCT Yuye 1 ero NPUCNewHVKI TBOPST
CBOW rpsi3Hble gena.

Tak, B OTAMYME OT poMaHa B GpunbMe Hanbonblni nHTepec npea-
CTaBASIOT He KnaccoBast 6bopbba MHOCTPAHHOTO NpofeTapuaTa v He catnpa
Ha aMepurKaHCcKne coumanbHble BEPXM, @ CTUXNS aMepUKaHCKO noBceaHes-
HOCTW, CNOCOBCTBYIOWIAS HAMPSIXKEHHbIM KONN3WSIM, U OTAE/bHbIe «DObITOBbIe
3apPM1COBKM» COBETCKON COBPEMEHHOCTU, MMWEHHOW haHTacTMKW. B TpakToBKe
AMepUKM OTCYTCTBYET NpsiMas catupa, a B obpasax CCCP HeT yTonuyeckoi
naeann3aunm.

MPOTUB MUN/IMOHEPOB! VAEONOrMYECKASI HEB/IATOHAAEXHOCTb
1 ABAHTIOPHAS LLEHHOCTb «MPUHLA A5 30/1YLLKN»

YX0As OT ABCTBEHHOro NpoTusonocTasnenns Amepukin 1 CCCP, dunsm
BMecTe ¢ Tem bofee «Mo-COBETCKM» PUCYeT 0Opa3 ABYX MOKONEHWI aMepuKaK-
CKMX MUAIMOHEPOB, TO €CTb C YCTaHOBKOW Ha HeraTMBHOE OTHOLWeEHMe K Npea-
CTaBUTENAM MUPOBOTO KanmnTanmama.

AMEPUKAHCKNA MUNNVOHEP, B POMaHe akTVBHbIV MONOXKUTENbHbIV Nep-
COHaX CpefHMX NeT, B GUIbMe 3aMeHeH Ha OTTanKyBaloLero cTaprka (Muxamn
Po3en-CaHuH). Ero BHEWHOCTb BbI3bIBAET accolmaumm ¢ BaMnmpom OprioKoMm
(Makc Wpek) n3 «<Hocdepary...» (1922) dpuppuxa MypHay. BHEWHOCTb B faH-
HOM Cfly4ae — CKOpee MapKep OTHOLIEHNS aBTOPOB, @ He HPaBCTBEHHOCTY Ca-
MOrO NepcoHaxa. Moxuiaemblii U NepeBo3nMbIin B rpody, nogsepratolmincs
NCUXONOTMYeCcKoMy ¥ hU3NYECKOMY HAaCUINIO, NNLIAEMbIN JEHEr W, HaKoHell,
KU3HU, CTAPUK-MUNNNOHEP TEM HE MEHEE HE BbI3bIBAET HMKAKKX 3MOLMIM, KPO-
Me NtobonbITCTBA. VIMEHHO C N1t06OMBITCTBOM CMOTPUT Ha MuUnnoHepa CTopHa
KrHOKaMepa. Jonrnii 1 CNoXHbIN NPOLLECC BEIMOTaTeNbCTBa, Yrpo3bl 1 yoneHmne
cTaporo CTopHa dawmnctamm — BCe CNYKUT aTTPaKLUMOHOM, MHTEPECHbIM «Bece-
TIBIM YXKACOM», «4Yy)XKUM Y)KacOM» B Kagpe.
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PONbIO CHOXETHOW DYHKLMN U IVEreTUYeCcKOro aTTpakLoHa cTapuk CTopH
NONHOCTbBIO OrPaHUYEH. VI B 3TOM, Ha Halll B3/, NPOSIBASETCS KNacCoBbIA Nof-
XOf] K NePCOHaXy-MUNNOHEDY.

Ho n36upaTenbHblil KNacCoBbIM NOAXOM HE MOMeLlan caenaTh MHTEPECHbIM
AEVCTBYIOLMM INLIOM CbiHa MUNAMOHEPa. B pomare 06pa3 ApTypa CKOHCTpyW-
POBaH C/IMLLIKOM OTBAEYEHHO U PaLMOHaNbHO; BHYTPEHHWI ero ayannam cas3aH
C)KEHOHEHABUCTHUYECTBOM ¥ CMOCOBHOCTLIO BAOOWTHCS B KaTto MiBaHOBHY (nog
nMeHeM KoTopoit eaeT B CTpaHy CoBeToB Mucc OpTOH).

B dbvnbme 0b6pa3 ApTypa ropasno 6oee CNOXKeH 1 OpraHuyeH, B TOM YInc-
ne bnarogaps UCNONHEHWIO BECbMa HEOPAMHAPHbIM akTepoM VBaHoM KoBa-
nem-Cambopckum. B PTAJIN xpaHUTCs Heckonbko doTorpadnini npob Kosa-
ns-Cambopckoro ans ponu ApTypa CTopHa v MHxeHepa bepra, a Tatoke 15 ponn
6enoro oduuepa frosopyxn-OTpoka B hunbMe «COPOK NepBbIN», KOTOPbI AKOB
MpoTa3aHoB cHMMeET B 1927 roay. Ha doTorpadum, 3anevatneswen Koans-Cam-
H6opcKoro ¢ HebobLION HOPOAKOW 1 B Benoi dypaKe, MPOCTbIM KapaHaaLoM
KPWBO cflenaHa Haanmnch (aTpnbyTrpoBaTh aBTOPCTBO 3aTPYAHSAEMCS), KOTopas
4MTaeTCs Kak oleHKa NpobHOro BapraHTa 06MKa byayulero nepcoHa)xa 1 06o-
3HaYeHne HeobxoAMMOCTY CKOPPEKTUPOBATL PelleHe BHELHOCTH:

<Hepas6.> 1 He cmyLlall Nybnuky <Hepasb.> bopopa
Hukonaii Il, npoTreHas Moppaa ([doTorpadum Kosans-Cambopckoro], 6.4.).

Kak Ham NpeacTaBseTcs, y CbeMoYHOM KoMaH bl «Mucc MeHa» cknagpiBa-
Nock ollyuleHne, 4To MieaH Kosanb-Cambopckuil ByaeT CAMLKOM MNOXOX Ha Hu-
Konas Il, ecnm coxpaHuTb 3a UCNOMHWUTENEM TOT 0B/IMK, B KAKOM OH 3arnevaTtneH
Ha cHUMKe. OTaaneHHoe CXOACTBO C NMOCAeAHNM POCCUMNCKAM MMIEepPaToOpPOM
BOCMPUHMMAN0Ch Kak NOMUTUYECKM aKTyanbHoe 1 NoToMy n3nuiHee. Ero nocta-
patoTCs CrafnTb UMEHHO Y ApTypa. Tak uTo Hbenas dypaxka y mnagwero CtopHa
OCTaHeTcs, a bOpOaKY 3aMEHUT YUCTO BHIOPUTHIV MOAOOPOAOK.

BapwuaHT B hyparkke v ¢ bopoaroi nprbeperyT ans nrxeHepa bepra, nof
KOTOpOro byaeT rpuMnpoBaThCs APTYp, YTOBbI 3aHATL ero MecTo Ha Kopabne,
aepxaulem kypc Ha CtpaHy CoseTtos’. OHMM CNOBOM, BHELWHOCTb VBaHa Ko-
Bans-CambopCcKoro Morna BOCMPUHUMATBLCS B ONpefeneHHOM KOHTeKCTe Kak
apuCTOKpaTMyecKas, TO eCTb C HeraTMBHbIMY KNacCoBbIMM accoLMaumsamm. M aTu
accouvaynm aBTopbl GuUabMa He Xenanu neganmposaTh, BEPOSTHO CTPeMsCh
COXPaHATb flyann3m B xapaktepe ApTypa CTopHa.

Kpome Toro, unbM NPUBHOCUT CloXeTHble TpaHchopmayuu, gena-
olve nepuneTun CeMbi MUANMOHEPA MOXOXKMMU Ha MEepUneTun CeMbi

" B ponu lfoBopyxn-OTpoKa y akTepa Takxe byayT ycbl 1 6opofa, HO Apyroi dopmbl. 3aneyat-
NeHHbIV Ha hoTorpacdurmn 0bnrK bavke BCEro K pelleHnto obpasa nHxeHepa bepra.
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WEeKCMMPOBCKOTro famneTa. KOCBEHHO 3TO yCMAMBaeT ApaMaTiiaM obpasa Mono-
noro CTopHa.

APTYp — 3aKOHHbI/ NPSAMON HAaCNEAHUK MUNMOHEPA, NbBUHYHO LONHO
HacneacTBa KOTOporo oTHMMaeT Yuue® (nogobHo Knasaumto, youslieMy oTua
FamneTa 1 B3owweawemMy Ha TPOH B dnbcrHope). B Ynde BntobneHa mayexa Ap-
Typa — eHa ¥ Bckope BAoBa MunanoHepa CTopHa (4To BbI3bIBaET accoumaumm
¢ TepTpynoi, BCTynatoulein B bpak ¢ ybuiiern 3akoHHOro cynpyra u Kopons).
BuBMaH naeanbHo «nonagaeT» Ha mecto Odenmn.

CnoHTaHHO BOCNPOU3BOLAS, MOAEPHU3MPYS (M MenogpaMaTv3npys) cu-
Tyalwto U3 peHeccaHcHow Tpareaun, Ouen 1 bapHeT paccTaBsioT KNaccoBble
aKLUEHTbI 1 He No-WeKCNMPOBCKX pacnopshatoTcs cyasbamm nepcoHaxen. He-
KOTOpas [0Ms «ramneTr3mMar, ollylleHvie OBAENEeHHOCTY 1 MENAHXONNS B Urpe
KoBans-Cambopckoro npuaatoT repoto SMOLMOHaNbHYIO AUHAMUKY 1 Henpes-
CKa3yeMoCTb. TeM He MeHee ApTyp, B 0TAMYMe OT [amneTa, He n3obpaxaeT Hesy-
MUS Vi He COBMPaeTCcs HUYero paccieoBaTh, HO FOTOB NMOTBOPCTBOBATH MaHaM
Y1ye, NOCKONbKY He MbICAUT cebsi 6e3 CBA3M ¢ OobLIMM KanuTanom. MonyTHo
ApTyp BntobnsieTcst B BBraH, koTopasi NpbiraeT B ero kabpuoneT, cnacasch
OT NOANUMN.

B nepBoli cepuu, noka ApTyp BbigaeT cebs 3a NpOCTOro TeXHMKa U XKMBO
obulaeTcs ¢ BuBraH v ee NneMsiHHUKOM, MOIOA0V MUANNMOHEpP Hanbonee obasiTe-
NeH 1 opraHnyeH. Bo BTOPOW 1 TpeTbein ceprivi NOBECTBOBaHME CIMILIKOM HyXaa-
eTcst B APTYpe KaK AeliCTBEHHOM repoe. W akTepy C/IOBHO HeKoraa AeMOoHCTpU-
POBaTb M1aBHbIV NPOLECC CBOEN MOPabHOW AerpadaLn. Tak 4To ApTyp pelleH
KaK cepyisi CMEHSIIOWLMX APYT Apyra NepcoHaxel nog oaHUM mMeHeM. bnaropoga-
HbI CNacKTenb U NOMOLLHWK, MOTOM — BAOBAEHHbIN, HO BCKOPe — MOPanbHO
cnabblii U HefaNbHOBUAHbI YEN0BEK, NellKa MacliTabHOoro 3n1oaes. ABaHTIOpHOE
aelicTeMe TpaHchopMupyeT 6naropoaHoOro NtoboBHMKa-MUNIVOHEPa B C1aboro
3noaes-HeyaayuHuka. [oTepneslnii hrMacko BO BCEX CBOMX YCTPEMEHMSIX, OH
NoKa3aH CKPHOYMBLIMMCS Ha MOy M NycKatolwmm cebe nyto B 106.

A Benb BMecTe ¢ BuBnan MeHg cbiH MunnnoHepa ApTtyp CTopH obpasosan
6bl BMOMHE CKa304HYt0 Napy B Ayxe «3onywku». Pagu Yero cospatenu dbunsMa
pa3pyLwatoT XOPOLIO HaliAeHHbIN B Havane dunbMa NoBeAeHYeCKMIA naTTepH
CTOpHa v NULLAKDT aMEePUKAHCKYIO 30YLWKY NPUHLA-MUAIMOHepa? Buanmo,
pafu Toro, 4TOObl COBETCKMIA aBaHTIOPHbIA (DUbM He 3aBepliancs Kak Tpagu-
UMOHHas bypKyasHas MesiofpamMa Mau CKasKa B COBPEMEHHbIX KOCTIOMaXx U fie-
Kopauysx. /II0BOBHBIN anbsHC MEIKMX CYyXKaLLMX C MUPOM BOMbLIOTO KanvTana

& CblHYy MUNNMOHEPa (Kak 1 BAOBe) Y1ye OCTaBAsieT PeHTY, Kak Obl MOKynasi 3TUM ero nosb-
HOCTb.
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B viLle BBMaH 1 ApTypa npoTrBopeY s bl K1acCoBOMY MOHMMAHMIO CKYCCTBE.
C MenofpamMaTn3mMoM 1 C/1allaBoi CKa3o4HOCTbIO B MOIOAOM COBETCKOM KMHO
npu3biBany becnouwafHo 60poThCA.

Ecnn MapwuatTa WarnHsH BHyTpeHHe ncxoamnna n3 cnocobHocTn Knac-
COBOrO Bpara K 3BO/OLMM U MepepoXAeHNIo B COIO3HMKa, hUbM yBA3bIBAET
pa3BUTME HEraTUBHbIX MOPanbHbIX CBOMCTB ApTypa C ero MpomncxoxgeHmnem
1 KNaccoBOM MPUHAANEXHOCTbIO. Tak BOMNOWAETCS He TONbKO MAE0NoryecKas
«becnollagHoCTb» aBTOPOB K MepCOHaXy, HO 1 rpPaMOTHOE pacnpeaeneHmne MyHk-
LW B aBAHTIOPHOM CIOXeTe.

Ouen 1 bapHeT CTpeMATCA K PacTAruBaHUIO 1 YCIOXKHEH IO aBaHTIOPHOM
anHamukn. Beab ApTyp CTOPH B KauecTBe BEPHOro Bo3061eHHOTo, Apyra 1 no-
MOLlLHVKa BrBraH MeHp oka3ancs 6bl 6amKe BCex K anULEHTPY 310AEsHNUI, emy
6b1710 Hbl MPOLLE BCEro pa3obnaynTb onacHble NaaHbl Ynye, cnacTu NNeMsHHKKA
BuBMaH ¥ COCTaBMTb CHACTbe caMoii kpacaBmubl'®. B Takom ciyvae oTnana bl
ocTpas HeobXoAMMOCTb B aKTUBHOCTI PYriX NOKNOHHWKOB B1BMAH, NONOXN-
TeNbHbIX XXypPHaNUCTOB 1 3a0aBHOTO K1epka.

HarHeTaHune aypHbix 4epT ApTypa CTOpHa TeM CaMbIM OTBEYaeT Maeooru-
YecKUM DYHKUMAM — AEMOHCTPaLMY 6eCnepcneKkTUBHOCTM U NOHON MHUAOCTH
NpaBsiLLEro Knacca KanuTaanCTUYeCKOro MMUpa. A TakKe CHOKETHO-aBaHTHOPHbIM
MHTEpecam — pacnpefenuTs paboTy No cnaceHuto BrsunaH, ee nieMsHHUKa
1 CTpaHbl COBETOB MO HECKOBKMM NEPCOHaXaM, KNacCoBO POACTBEHHbIM MPO-
netapuaty. TeM He MeHee VIMeHHO KonebaHus Mexay 3TUYECKUMM NoMtoCamu
penatoT Aptypa CTopHa ropasfo 6onee MHTEPECHON MUIYPO, HEXeNn Nnoso-
KUTENbHbIE repon, YTO 1 0becneyrBaeT ycuneHvie cacrneHca.

POnb YYBCTB B MEPAPXUW JENCTBYHOLWMUX NUL,. CTATYC CBET/IOFO
N TEMHOIO «COKPOBULLA»

,ﬂ,]’lﬂ BO3BbILIEHNS U «BbICBETAEHNS» 10060 CbMI'ypr, HEe TONTbKO MOIOXN-
TeNbHOIo Nnua, HO 1 3noaed, an4d COO6LLI,€HI/I9| NepCoOHaXKy AONONHUTENBHOTO

° A VIMEeHHO NOA0OHbIM anbsHCOM 3aBepliancs poMaH MapuaTTbl LUarnHsH, 4To, ONsThb e,
CBUIETENLCTBOBANO O HEBO3MOXHOCTM aBTOPa MAEanbHO BNUCATLCSA B UAEONOMMYECKUIA CO-
BETCKUI KaHOH.

10 Bckope nocne cbeMok duabMa HaTtanbs MnaH cTaHeT xeHol bopuca bapHeTa. BnonHe 3ako-
HOMEpPHO, 4TO, COBMeLLas B cebe ponu CLEHapUCTa, PeXxmccepa U MCNONHUTEN S OAHON 13 raB-
HbIX ponel, bopuc bapHeT BefeT cBoero nepcoHaxa bapHeTta K cyactTnBomy duHany, Koraa
TOT rOTOBUTCS yexaTb Ha noesae n3 CCCP BMecTe ¢ npeKkpacHoi 1 cMenoii Buenan MeHg,.
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M3MEPEHNS B XYAOMKECTBEHHbIX HaPPATUBAX MCMOMb3YeTCs MOTUB 1H0OBU K HEMY,
CTPACTU K HEMY, YBNEYEHHOCTY UM KeM-11nbo 13 AelicTByoLmMX uL,. MHoraa 3To
4YBCTBO MO OTHOLEHMIO K MepCoHaxy, COBCTBEHHO, 1 fienaeT ero 6onee ybe-
AUTENbHbIM, XXMBbIM, CO3AaBas 3MdeKT ero aMbuBaneHTHOCTH, ero CIOKHOCTH
1 3HAYUMOCTK, MYCKal MWL B YbeN-TO «CyObEKTUBHOW» peLenLmnu.

Hanuumne 4yBCTB 1 3MOLMOHANbHbBIX VIMMYbCOB W aKTMBHOE UX BblpaXe-
HVie NEePCOHAXaMN MOXET BbIMONHSATL QYHKUMM YyNpaBNeHVs nepapxmyecKoit
CUCTEMO AENCTBYIOWMNX NL U3HYTPY CaMoro HappaTyviea. CunbHble YyBCTBa,
afpecoBaHHble KOMY-11MB0 13 repoeB 1V FepoViHb, Kak NPaBwio, CyLIECTBEHHO
MOBBILIAIOT 3CTETUYECKNIA BEC (MM NPECTMIK) 06beKTa 3TUX YyBCTB. Takol nep-
COHaX OKa3blBAeTCs He TONbKO aKTUBHbIM AENCTBYIOLLVIM NMLOM, HO U NOTEHL/-
anbHbIM «aPOM», <HArPALI0N», CUMBONVYECKNM OKMBBIM KANWUTaNoM», Y4yeCHbIM
COKpOBMLLIEM. TaKoV NEPCOHAK 3aHMMAET MPUBMNETPOBAHHOE MECTO B 06LLEN
cucTeme eNCTBYIOWMX L, MOCKO/bKY KOHLEHTPUPYET B cebe KitoyeBble Npef-
CTaBMeHysi 0 HemaTepuanbHbIX, MOXHO CKa3aTb, aHTPOMONOTr NYECKNX LIeHHOCTSIX.

ApTypa CTOpHa HUKTO He NBUT, HUKTO He MeYTaeT o bpake C HWM, 1 Mo-
3TOMY Y HErO HET NOAPa3yMeBAEMOro 3CTETUYECKOrO CTaTyCa «COKPOBMILLA». 3aTO
B «Mucc MeH[» 3TOT CTaTyC NapafoKcanbHbIM 06pa3oM OTHOCKUTCS U K LieHTpanb-
HOW NONOXMTENBHOW FEPOMNHE, U K TNaBHOMY 310/€et0.

To, 4TO AENCTBKS YETBEPBIX MOMOMbIX MYXUMH BPALLAIOTCsS BOKPYT MUCC
MeHg 1 ee npobnem, BO3BLIWAET ee 00pa3 CTOMb 3HAYNTENbHO, KaK HI OMH
KPYMHbIV NaH C ee KpacuBbIM IMLOM. HO 3a4eM Tak MHOTO MOK/IOHHIKOB? YTo-
6bl 3pUTENb 331aBaNCS BONMPOCOM O TOM, KTO BCe-Taku ByaeT ee CHacTIMBbIM 13-
HpaHH1KoM. MpoLLecc pa3BuTHS aBaHTIOPHOTO CloXKeTa CTAHOBUTCS U MPOLIECCOM
OTCeVBaHUS INWHUX» KAHANAATYP B ©KEHUXM». OAHAKO BO BTOPOW 1 TpeTbeit
cepum NtoOOBHbIE NEPUNETUN CXOAST Ha HET; CONEPHUYECTBO B [le/le 3aBOeBaH!s
BvBMaH Tak 1 He pasropaeTcs. [lepef HamMun CKopee KoMaHaa — YeTsepka ona-
rOpOAHbIX CnacaTeneit Mupa. PegyumpoBaHHOCTb NOHBOBHbIX KOMIN3NIA MOXHO
MCTONKOBATb Kak cneunuKy COBETCKOTO cloeTa. OfHaKo, CTPOro roBopsi, OTCyT-
CTBVIE PA3BUTUS NHOOOBHBIX IMHWI FOBOPUT TOMBKO O NpeobnafaHnin aBaHTop-
HOTO AEVCTBIMS Haf POMAHTUKON 1 MENoAPaMaTV3MOM.,

TeMHbIM «COKpOBMLiEM» ABAsieTCA B hunbMe dawncT Yuve, Boosa Mun-
nunoHepa Enuzbet (Hatanbs PoseHens) UAeT paan nobBKM K Yude Ha yyacTue
B MOXULLEHUN 1 CUMYNSLMN YOUIACTBA MyXa, HAaKOHEL, COrMallaeTcs Ha peanbHoe
yBbUICTBO MyXKa, MOAeNbIBaHNE 3aBellaHns, Mo KOTOPOMY OCHOBHas 4acTb Ha-
CNeAcTBa NepexoauT He el, a halnMCTCKON rpynnupoBKe. MaTTepH noBeaeH s
EnnsbeT co3paeT BOKPYr Huue aypy MarHETUYECKOTO MYXUYUHbI, KOTOPOMY KeH-
WMHa MOXeT BbITb NpefaHa BOMPEKM NparMaThKke, 30paBoMy CMbICY U Aaxe
MHCTUHKTY CAMOCOXPaHEH M.
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HecKonbko co3ByYHa YyBCTBaM BAOBbI CTOpHa HeobopuMas CTpacTb, Ha-
61104aBWassCs y reporHb HEKOTOPbLIX €BPOMeNCKIX WEeAEBPOB TOTO e Nnepuro-
aa: oboxaHne nokTopa Mabyse TanaHTAMBOW TaHLOBLMLEW, FOTOBOM BbIMUTb
40 Mo ero npukasy («Joktop Mabyae, urpok», 1922, pexxunccep ®puy /laHr) vunu
TATOTeHWe NpeKpacHoOW erunTaHK Ma K CTpaHHOMY 1 xecTokomy Paay («[na3a
Mymun Max, 1918, pexxunccep IpHCT /ltobuy).

YMECTHO 3a4aTbCsl BOMPOCOM, KaKOBbl KOHCTaHTHbIE YEPThI Vi AesTeNbHbIE
YCTaHOBKM Y1ye? 3Tu CBOMCTBA, HECOMHEHHO, AOMKHbI 9BASTb COHBOM HEYTO
BECbMa 3Ha4vMOoe /151 3NOXM co3aaHns hunbma.

B oTnnyme oT daHToMaca, BNafeBLero CBETCKMMU MaHepamu, 1 B OTAnYme
0T AoKTOpa Maby3e, cnocobHOrO UCMbIThIBATbL Nt060BL K HEAOCTYNHON rpadurHe
Tonba, HYnue nuiieH Kak hopmManbHbIX NPOSIBAEHMIA CBETCKOCTU, TaK 1 MHTepeca
K XKeHL|MHaM, BCeLeno NOrIoLLeH MUCCUEN CRYIKEHUS «OPraHm3aLnm» 1 yHNY-
ToxeHus CTpaHbl CoBETOB. VIHbIMM C10BaMK, B AnLe Y1de Mbl BUAWUM NOTEHUM-
anbHOMo AMKTATOPa, OIEPKMMOTO CaMblMM PafMKaNbHbIMIK 3aMbICIamMy BMella-
TeNbCTBa B X0, MMPOBOW MCTOpUK. YKaaa BNacTu, ToTanbHas KOHLEHTpaLums
Ha 60NbLINX MOAUTUYECKMX KaMNaHWsX, NOMHOE OTCYTCTBME NPUBSA3aHHOCTEN,
YMeHWe NoBeneBaTh 1 MaHUNYyNMPOBaThb NObMU — XapakTepucTika Ynye Kak
NONUTUYECKOTO pajmnKana.

B ob6nuke repos, ceirpanHoro Cepreem KomMapoBbiM, 3TO BblpaXaeTcs B Mno-
CTOSIHHOM HanpshKeHnu Bcel urypbl, B MPOH3UTENbHOM B3Misae, B U3rnbe
CMVIHbI 1 OOUWIEN NNACTMKE MOMKAPOro arpeccMBHONO XMLLHWKA, FOTOBSLLErocs
K aTake Ha O4epeHyo epTBy. Hnde HUKoraa He yabibaeTcs 1 H1Koraa He Obl-
BaeT paccnabneH unu ytomneH. KoHewHo, B 3TO urype ecTb HEYTO OT YepTa,
AbsiBona, Meducrodens't. OH faxe CAULLKOM VAeanbHO COOTBETCTBYET amrya
AEeMOHMYECKOro reposi. OfiHaKo Nnepef HaMmu OTHIOfb HE YMCTO XaHpoBas durypa
BEYHOrO 3/107es.

MnacTuka obpasa Ynye BNonHe CO3BYYHA NIACTVIKE Y MHTOHAUMOHHbBIM pe-
WeHVISIM 06pa30B MOHCTPOB U 3/10A€€EB 3aMafIHOr0 aBaHTHOPHO-haHTACTUYECKOrO
KVHO, Byab To foKTOp Kanurapw unn goktop Mabyse (Prokhorov et al., 2015, p. 67).
Psil MOXHO NPOAOMKUTL HEMELKUMM 0bpa3aMu HocdepaTy 1 PoTBaHra, amepu-
KaHCKMMU — MHUMbIM IOKTOPOM 31cKoi (The Monster, 1925), cymaclueawm Marom
1 y4eHbIM Xaaao (The Magician, 1926). Bcex 3TUx NepcoHaxelt OTMYaeT nNpuHag-
NEXHOCTb MUPY HaYKM, FOTOBHOCTb K PUCKOBaHHbIM OMbITaM 1 3KCMepUMeHTaM, Ha-
KOHeLl, CMTOCOBHOCTb K TUMHO3Y UK, KaK MAUHUMYM, BO3AEVICTBUIO Ha FpaHu Marun.

1 BnpoyeMm, BCe OHW, Kak NpaBuio, obnagany bonee CBETCKMMU MaHepamu U FOMOPOM, O4eno-
BEYMBANUCh B NPOU3BEAEHUSAX MCKYCCTBA. Y1ye e, HanpoTuB, MOMHOCTbLIO OT/IYYeH OT CTUXMMU
cMexa, IoMopa, OCTPOYMUS, MPOHUK 1 caMoupoHuK. OH BCeraa cepbeseH, YTO OTAeNseT ero
0T HOMbLIMHCTBA 3HAYMMbIX MePCOHaXEN hunbma.
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Bo BCex pamaTuyeckux cuTyauusx, No4Tn 4o camoro duHana, Yuye ogep-
KMBaeT Bepx. B Kagpe Mbl BUAMM, Kak OH 100MBaETCsS MOAMMCU NOXKHOIO 3aBe-
waHus 1 yousaeT munnmorepa CTopHa, npegoTspaliaeT GoToCbEMKM NYCTOro
rpoba 1 pasobnaveHvie }KypHanmcTaMmu BCe CBOeN MaxuHaluu, yCKoNb3aeT
OT UX NpecnefoBaHys, MaHUMYAMPYeT BAOBOW U CbIHOM MUMNMOHEPa, Aa 1 Ae-
NOBbLIMUW Kpyramu AMepuKn; yoneaeT Yenoseka, 4Tobbl NokasaTb Tonne B bape
FOTOBHOCTb CTPeNsTh B Cly4ae HEMOBKMHOBEHVIS; OpraH13yeT noxulleHne nie-
MAHHMKa MUCC MeHp; pyKoBoauT nabopaTopHbiMi paboTamu Hap bakTepuro-
NOTUYECKMM OPYXKMEM, OpPraHn3yeT nepernpaBy OaKTEPMONOTMYECKOrO OPYKHMS
B COBETCKYt0 Poccuio; 3axsaTbiBaeT [onKWHCa, ByBraH 1 bapHeTa 1 LOBONBHO
[ONT0 YAEPKMBAET UX B MAEHY.

Tem cambiM WIbM MNOKa3biBaeT He TONbKO HaMepPeHUs, HO BbICOKME Cro-
COBHOCTU aKTMBHOrO NonuTUKa. Bce ntoam ans Ynde senstotcs nMbo QyHKLM-
OHabHBIMM KepTBaMM ero 3ambIC/oB, MO0 ellle 1 MOAOMbITHBIMY CYLeCTBaMK.
«[pvBeamnTe Clofa 3TVX KPONVKOB», — CKaXeT OH, CObUpasicb NPOBOAMTbL OMbITh
Ha BuBnaH n bapHeTte. ApxeTun NonuTrKa-TeppopmrcTa, NONNTNUKA-paarKana,
COYMHAOLLEro NnaH No oTMeHe CyLlecTBYtoW e COBETCKON BNACTH 1 CamMOro
rocyfapcTBa, — aKTyanbHbl ans 20-x rofos 0bpas. OH OTKAMKAEeTCS Ha 3MOXyY
co3naHus hunbMa — 3Moxy peBooLNA, 06OCTPEHUS MONUTUYECKIX KOHDPOH-
Tauuii, CTAHOBNEHUS UTaNbsHCKOro datlimn3ma nocne Nepeori MMPOBOKN BOMHbI.

Mo608Bb BAOBbI, ENN36€T, K 3n07et0 (eaBa 0603HaveHHas y LarnHsaH) cos-
[aeT HanpshKeHWe Ha rpaHuLie 3KpaHHOM peanbHOCTY U 3pUTENbCKON ayauTOpuK,
4TO YCNOXKHSET KapTUHY M1pa Gunbma «Mucc MeHa» NO CpaBHEHWIO C POMaHOM,
HamnoHseT ee NapaflokcanbHOCTbIO. [oNyYaeTcs, YTO He BCe YeN0oBeYeCTBO He-
HaBMAWT hallncTa U ANKTaTOPa, A1 KOrO-TO OH CaMblid JOPOrOM 1 HEOOXOAMMBbIN
4enoBeK. 3HaYMT, YeNOBEeYeCTBO He ef1IMHO B OLleHKax 106pa 1 313, U HPaBCTBEH-
Has WKana He eCTb abCOMOTHBIN KpUTEPUIA B BOCMPUATMM NTMYHOCTU. .. KayecTBa
“Yurye ropasno 6onee HanpsiMyto, HEXeNr CBOMCTBAa HEMELIKMX KMHO310/1e€B
1 MOHCTPOB BPO/ie foKTOpa Kanurapw, o koTopbix nucan elle Kpakayap (Kpa-
Kayap, 1977), npeaBellatoT KayecTBa KpynHenwmnx nuaepos dawmnama. V1 napa
Yuue — EnnsbeT B 4eM-TO NpeaLlecTBYeT B3aMMOOTHOWEHWAM Anonbda Mtne-
pa 1 EBbl BpayH, KOTOPbIX MOXHO pacCMaTprBaTh Kak MPaYHYyto MCTOPUYECKYHO
BapwvaLmio apxeTunu4ecKkon napel Hygosuula v (ycnosHom) Kpacasuubi.
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TPOTATE/IbHOE U Y)XACHOE. YEUNCTBO MA/BILWIA [DKOHA

YKe Ha YpOBHe CLieHapus MasHbIM 13 BCEX MPUBHOCUMbIX KMHEMaTOrpa-
dvcTamMmy MOTUBOB U NEPCOHaXen ABASeTCS MMHUS Mansiwa [roHa. Mo cueHa-
PUIO, ManeHbKN [DKOH — HEe3aKOHHOPOXKAEHHbIV CbiH MPONaBLIero MUAANOHEPa.
Y3HaB 0 cMepTu cTaporo CTopHa, BuBraH neiTaeTcs 3asBUTh O MpaBax CBOEro
NNeMsHHWKa, TO eCTb AelCTBYeT Mo NOrMKe KanuTannmcTu4eckoro obLecTBa.
[HKoHa noxmulatoT No Npukasy dalmncta peropmo HYuve.

3Ha4YMMOCTb [hKoHa Kak nepcoHaxa, MOAHOCTBIO COYMHEHHOTO KMHEMAaTO-
rpacrcTamMmmn’?, 3aMeTHa faxe No TOMY, 4TO UMEHHO ero NosiBAeHNe No-0cobomy
uKenpyeTcs B cleHapmm. CoxpaHmBLIAscs MalUVHOMMCHAs KOMKUS NepBOI cepum
COCTOWT NPENMYLLECTBEHHO W3 PacKapOBKM, Ype3BbIYaNHO KPaTKO, UCKIKOYUTENb-
HO TEXHUYECKM U «ANS NOCBSALLEHHbIX» 0003Ha4as MasHble 0OBEKTLI 1 AeiCTBUS.
Ha doHe 60nblWworo konu4ecTsa COBCEM KOPOTKMX CTPOYEK U3 Ha3biBHbIX Gpa3
WAV NPOCTBIX NPeNoXeHNA, OTHOCUTENBHO Pa3BEPHYTO NMOAAETCSA TOMBKO [DKOH:

[leTckaa pyKa, pycytowas KpackaMmu — Hansbls [HKOH.
Mpepctasnenne [hrkoHa / — MNpuxog Busuar 1 ApTypa.

[OKOH MAeT K HUM — cueHa. ApTyp nogpucosbiBaeT. [pyxba ApTypa
¢ [HKOHOM.

(bapHeT, Ouen, CaxHoBCKMi, 1926, C. 2)

Mpuxoa BuBmaH oMo € BykeToM. BcTpeya ¢ ApTypoM, KOTOPbI NpriBe3
[DKOHY UTpYLLKA.

(BapHert, Ouen, CaxHoBCKMIA, 1926, . 6)

CLI‘eHapI/HZ npeacraBnseT CO6bITI/ImHyPO KaHBY MYHKTUPHO, MHOTOE OMyCKas.
Ho cyp,b6a ,ﬂ,)‘KOHa 3aHMMaeT CPaBHUTE/TbHO MHOTO CTPOK, TO €CTb KaAPOB.

Yuue BNpbICKMBAET s/ B 560K, NepefaeT Enncbet?, oHa paet [xoHy
M OTMyCKaeT.

KpynHo. Mrcbmo.
Mnavywmii [xoH Ha fopore.
S16N0KO B pyKe.

[xoH 1 cTapbeBUK. [TCbMO.

2 Kak HaM NpeacTaBnseTcs, AaHHbIi 06pa3 co3aaH ¢ onopoit Ha 0bpas pebeHka B hunbme «/lyy
cMepTu» /lbBa Kynewosa. CO3BY4HbI M HEKOTOPbIE CLIEHbI, B 4aCTHOCTW, JONTUIA NPOXOA pebeHKa
13 rybuHbl Kagpa, Ha 3puTens. Baonb konoHHaasl — B «/lyde cmepTu» 4.50-5.06. URL: https://
ya.ru/video/preview/8237643933690883361 (14.12.2025). o nycTbIHHOW Alopore — B «Mucc MeH»,
2-51 cepuisl, 43.44 — 44.05. URL: https://ya.ru/video/preview/7320675218558819542 (14.12.2025).

3 CoxpaHsiem HamvcaHmne VMEeH) NepcoHaxa B MalWWHOMVCHOW KOMWK CLUeHapus, OTAnYato-
Leecst OT HanucaHus B TUTpax uisma.
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(BapHeT, Ouen, CaxHoBCKMi, 1926, c. 18)
CueHa ¢ a610KoM.

(BapHeT, Ouen, CaxHoBCKMi, 1926, . 19)
Nepepaya BusraH mepteoro [hxoHa.
(BapHer, Ouen, CaxHoBCKMA, 1926, ¢. 20)

JKkcno3nums obpasa pebeHka, NoAatoLIErocs B MHTEPTUTPaxX Kak «rpo3a
cocefiei», 01HaKO NPOSBAAIOLLEro B Kajjpe CKopee TporaTebHble 4epThl, BbICBET-
nseT n obpas BuBKaH, NPUAAET reponHe HEXXHOCTb W XKEeHCTBEHHOCTL. B aKcno-
3uumm e ApTypa CTopHa, yxaxvBatoLLlero 3a BusuaH, ero gobpsle 0THOLEHMS
C ManbILLIOM OKaXYTCS AeMOHCTPaLUMEN MHUMON AyWeBHOCTW. Ho rnaBHas xyao-
ecTBeHHas yHKUMS NNeMsHHVIKa BrBMaH — 3T0 yoeamnTensHOCTb 3101e1MCTBa
“Yuue, 6ancTaTensHo coirpaHHoro Cepreem KoMapoBbiMm.

/1 B pomaHe, 1 B dunbme Yrye — yyeHblli co CBEpXYENnoBevecknmMm ambu-
umamu. Yrke chopMrUpoBaHHbBIM TPAAMLMAM T. H. HAYYHOrO poMaHa oTBevaeT
cueHa dunbMa, pazBopaymBatoLlascs B xumuyeckor nabopatopum Hude, roe
NPOU3BOANTCS BAKTEPUONOTMYECKOE OPYKME U XPAHATCS TUraHTCKUe 3anachl
OTpaBASIOLIMX BeLLeCTB. [Toka3aHo, 4To B 10DV MOMEHT B 30He BbIbpoCa 3THX
BELLECTB MOXET 0Ka3aTbCsl Kakon-HUOYAb PAAOBOIM COTPYAHMK, KOTOPOro 6es-
XaNOCTHO UCMOMB3YIOT Kak NOAOMNbITHOTO.

OfHaKo B poMaHe KynbMUHaLIMs pa3obnadeHns cywHoCTV e HacTynaeTt
6nKe K prHany, Koraa Ha MeanUMHCKOM KOHIpecce 0bHapyKMBaeTCs NpoLecce
(br3MYECKOro BbIpOXAEHMS dallncTa, ero npespalleHvie B HeTBEPOHOTOro MOH-
CTpa, B pa3bapeHHOe )MBOTHOE, CTPEMUTENIbHO YTPaYymMBatoLLee OCTaTKn pasyma
1 HaBbIKK NpsMoxoxaerus (LarnHsH, 1988, c. 222-224). B peleHnn MapmnaTTh
LarmHaH YyBCTBYIOTCS OTCHINKN U K «3aTepsiHHOMY Mupy» KoHaH [loina, 1 K Mo-
TWBY MOHCTpa B 3anafHoOM HeMOM K1HO (CanbHMKOBa, 2024, €. 257). Ho MOTVBSI
Hay4YHOro aBaHTIOPHO-(GaHTacTnYecKoro poMara obpetatoT y LarnHsaH coseT-
CKyto nofonaeky. MOHCTPYo3HOCTb Ynye 06bICHAETCS YCUANBAIOWMMCS BbIPO-
KOEHMEM apnCTOKPaTMK NO BCEMY MUPY, 4TO LLO/DKHO CUMBONM3MPOBATL arOHNIO
[0COBETCKOro 0OOLECTBEHHOTO YKNaAa M 06pevyeHHOCTb ero afjenTos.

®urNbM e 0TKa3bIBAETCS OT BOMOLLEHNS OTKPOBEHHO haHTacTUYeCcKmx
00pazoB, B TOM YMC/E 1 OT MOHCTPYO3HOCTU Y1ye Ha r3nyeckomM yposHe. [leno
30€Ch, YMAETCS, HE TONbKO B CIOMHOCTAX TEXHUYECKOW BY3yanu3aumm mac-
wTabHbIx cneudddekToB. Beab B h1nbM He BOWW Aaxe BeCbMa NPOCTble Ans
peanun3aumnm «1oKanbHble» NPU3HAKK BbIPOXKAEHUS 3N10A€s, NpeanonaraBLvecs
Ha CTafuu CLUeHapus:

217. ltoboBHOe 0b6’scHeHwe EnncbeT. CTpacTs.
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218. Ycmelnka Huye

219. Enuncbet

220. Ynye gakobbl coaetcsi. CHUMaeT nepyaTky.
221. Pyka v nep4aTra. BonvaHka

222. Yxac Enucbet

223. B3rnap Yuye. [I-ma.

(BapHeT, Ouen, CaxHoBCKMi, 1926, c. 10)

CyAs No BBEAEHMIO B YMCIO NEPCOHaxel TporaTenbHOro pebeHka, cosaa-
Tenu dunbma HbiNM 3aMHTEPeCcoBaHbI He CTOMBKO B 3MaTaxe aygnuTopum
BM3yanbHbIMY 3P herTaMu, CKONbKO B ee Hosee CNOKHOM 1 CUABHOM fy-
LWEeBHOM OTK/IMKe Ha MOpanbHble KayecTBa 1 MEXINYHOCTHbIE B3aKMOOT-
HOLEHWS, KOHTPaCTbl MHAVBUAYanbHOCTeN. Ouena v bapHeTa yBnekano
yCUNeHVe B aBaHTIOPHOM CIOXETE aHTPOMONOMMYECKOTO 3MEPEHNS B €70
SAPKMX BapraLmsx, B €ro 3MOLMOHaNbHbIX BCMECKaX.

Bbin HEOOXOAMM XECTOKUI MOCTYNOK, KOTOPbINM 3aCTaBUT 3pUTENei HeHa-
BMAETL HMYye KaK YenoBeKa, a He TOMbKO Kak NonuTrKa. Heobxofgnma ;epT-
Ba, KOTOPYIO 3puTeNnt OyAeT onnakmBaTb BMECTE C MONOKUTENbHbIMU re-
posiMu. E10 1 CTaHOBUTCS 3abaBHbI TporaTenbHbIii Manbilw. Ero ybuincTeo
Aenaet 3710AeNCTBO Ynye HeNPOCTUTENbHbIM, YYAOBULIHbBIM, BOMUIOLMM,
HaHOCSLLMM yaap No ayleBHOMY banaHcy ayauTopuu.

HaMepeHHO ANCKPeTHbIV 1 CTPEMUTENbHbIA PUTM MOHTaXa NMOKa3biBaET,
KaK TONCTAK-NMONMUENCKNIA BEPET Ha PYKM XKUBOTO U BMOJHE 300POBOIO
[1<0Ha, TONbKO YTO OTKYCUBLIETO OTPaBAEHHOE S0/0KO, U HECET K BUBMaH
(50.04.). B cnepytolleM Kafipe Ha Mo y4acTka onyckaeTcs 6e3fbixaHHoe
Teno Manbiwa (50.21.), Ha KOTopoe B OTHasiHWK B3MPAET OLIENOMIEHHas re-
pouHs. CTpagaHue 1 CMepTb MUMOMO Masblla — MaBHbIV CMBO/ YePHOM
CyLHOCTM Ynye 1 ero npuroBop. Bce BO3BpaLlaeTCs K «Cle3nHke pebex-
Ka», K TYMaHUCTUYECKMM LIeHHOCTAM B fiyxe [locToeBcKoro. Buayannsaung
HayYHbIX haHTa3ni, KNaccoBbIX KOHPIMKTOB 1 KOHMPOHTALMMN MUPOBOI
NOMNTUKK OTCTYMNAIOT Ha BTOPOM MaH.

®OrENb, BECNPU30PHUK, FOMKUHC

dunbm YCUINBAET BbIPA3UTENIbHOCTb HE TO/IBKO MOPasibHbIX M aMOpasb-
HbIX MOCTYMKOB. VIHTEHCMBHOCTb aBaHTOPHOIO ,D,el;ICTBI/Iﬂ pa3BMBaeTCA OTHIOAb
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He 3a CYeT yrnpoLLeHns NaTTepHa 3MOLMOHANBHOCTU, HO AaXe HaNpoTHB, CNo-
cobBCTBYET ee YCNOKHEHMIO. YPOBEHb HU3HENoA00Ms 1 SBHbBIX OTKIOHEHN)
OT HEro NOCTOSHHO MEeHSeTCs, YCUMBas AMHAMUKY BHYTPUKAAPOBbLIX HAaCTpoe-
HWUI Y NpUaaBas HeKOTOPbIM 06Pa3aM HeOXMAAHHbIE KPACKM.

Tak, ®@orenb (Bnagumup dorens) B NepBbix ceprisx hunbma He MMeeT camo-
CTOSATENbHOW 3HaYMMOCTV KaK SipKas MHAMBU/YaNbHOCTb. BO BTOPOI e YacTy
BTOPOW CEPUM 1 B CEPUM TPETbEW OH, HaNPOTUB, HaYMHAET AeNCTBOBAaTb KaK
BTOPOW KOMUYECKMIA NpocTak (Hapsay C NepBbiM, TONKUHCOM-VNbUHCKIM). Ero
XyfloLlaBast BbICOKasi urypa 1 O4KM B TOHKOW OMNpaBe NpuaatoT emy B/ «TOHKO-
ro eBpOMNencKkoro MHTennekTyana» (Levitina, 2015, p. 96), 4To OTTEHSAET U AenaeT
BABOVHE HEOXMAAHHbBIMU IKCLEHTPUYECKME NposiBReHns. dorenb HanveaeT-
cs B bape HenpyriBbIYHOTO PYCCKOrO HanmTKa, HOCUTCS MO Kopabisto, cnacasch
OT K/IM3Mbl, KOTOPYIO eMy COBMPatOTCs MOCTaBUTb B NEPUOL KapaHTUHa, MepP3HET
PYCCKOW 31MOW 1 CBOAUT APYXOY C pyCCKUM 6eCNPU30PHMKOM.

Tem caMbiM Poreslb BO MHOTOM BbINAaAaeT 13 OCHOBHOW NVHWM, HauMHas
CYLIECTBOBATb KaK NepcoHa) ¢ ocobor cyabboi. C 0f|HOM CTOPOHbI, 3TO N1WaeT
aBaHTIOPHOE ENCTBIE XECTKON HarnpasneHHocTu. C Apyroi, MMeHHo 6oKoBas
1, Ka3anoch Obl, Heobs3aTeNbHas IMHMS «MOMPYIKEHNS» aMepUKaHCKOro pernop-
Tepa B pyCCKue / COBETCKME peanvu No3BosseT nepeaatb atMocdepy noscea-
HeBHOCTM CTpaHbl COBETOB, ClleNaTh XU3HEHHOe MPOCTPaHCTBO JleHnHrpaaa
He TONbKO MNOIMITOHOM AN NMPUKIOYEHWIA, HO KONOPUTHON KapTUHOW HPaBoOB
1 ObITOBbIX HIOAHCOB.

MoBeneHVie HeCNpr30PHYIKA, ONEKaIOLLETO B3POCOrO MOMOAOTO My YNHY-V-
HOCTpaHLa, COCTaBNSET KOHTPACTHYIO prMy Cyabbe amepuKaHCKoro Manbila
[hxoHa. Ecnu [xoH nornbaet, 6yayum He3akoHHbIM CbIHOM MUMMOHEPA U, CTaNo
6bITb, NPETEHAEHTOM Ha HaCNeACTBO, COBETCKMIA HECMNPU30PHMK LEMOHCTPU-
PYeT BMPTYO3HOE YMEHME BbKMBATb B TPYAHbBIX MOFOAHbIX 1 ObITOBbLIX YCI0BUSX,
a TaKKe — roTOBHOCTb NOMOraThb MOAAM U AennTbCa NocnegHuM. [hxoH nnakan
(BbIpa3nTENbHBIV KpYMHbIA NnaH 43.44) v 6611 yOUT C MOMOLLbIO «MHUMOTO Aapa» —
oTpasneHHoro sb6s0kKa. Porenb HEOAHOKPATHO CNacaeTcs OT ronoda U xonoga
bnarofaps «gapam» Llegporo 6ecnpu3opHiKa, B Kafpe NoCTOSHHO YblbatoLLerocs
1 cMetoLLerocst. Tem cambiM COBETCKUI pebeHOK B hubMe BLICTYNaeT B naTepHa-
JIVICTCKOM PONK, 4TO C FOMOPOM MOAYEPKMBAET NMPenMyLLecTBa COBETCKOrO rocy-
AapCTBa — MMEHHO Yepe3 MOPabHOe COCTOSIHNE €r0 MaNeHbKOro rpaXxaaHmnHa.

B maHHOM uabMe NpaKTUYeCKM OTCYTCTBYET NpsiMoe Npoc/iaBneHune co-
BETCKOro rocyjapcTBa, HemobearmMon cuibl 6ONbLIEBMKOB, COLVan3mMa, HOBOro
becknaccoBoro obulecTra. 3aTo bnarofapst BBOAY NepcoHaxa 6ecnpurs3opHyiKa
06pa3 CtpaHbl CoBETOB OOpeTaeT TporaTenbHO-y3HaBaeMble OTTEHKM, BU3yarb-
Hble HKOAHCHI, CMocobHbIE BbI3bIBATb ymMuneHmne n yJ'IbI6Ky.
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OToenbHbI NNacT duabMa COCTaBASET UTPOBOE OTHOLIEHWE K 3pUMOMY
BbIPaXEHWIO YYBCTB U VX MOMHOMY OTCYTCTBUIO. TaKoe OTHOLWEHKe NpOTMBOMO-
NOXHO 0AHO0BPA3HO cepbe3HOMY DecHyBCTBIIO Hinye. V1 3geck NepByo CKPUMKy
nrpaet FonKnHe — Mropb VnbUHCKKIA. VIMeHHO FONKMHC BMELIBaeTCs B Liepemo-
HUO NPUOLITUA TPoba C MUNNMOHEPOM 1 0BpaLLLaeTCs K ero BAOBe, NOKa3biBas,
KaK HeobxoaMMo 1306paxaTs CTpafaHus:

OpHy MnHyTY! YMOnsto, elle pa3 snagute 8 OTHAAHME.
HaM Hy)Ha Balla no3a 414 GoTo B raseTy.

MoBepaeHe TONKMHCa pa3BeHYMBAET CEPbE3HOCTb MHUMbIX MEPEXMBAHNIA
BIOBbI, NEPEK/OYast 3pUTENS Ha MPOHNYECKOE OCTPaHeHMe OT NHoDbIX HecHacTui,
NpovcxoasLLyX ¢ obnagaTensiMy 60NbWVX KanuTanoB. KnepK yTprpyeT BaXKHOCTb
MHTEPEeCoB ra3eT4MKOB, AOBOAA 40 BeCenoro abcypaa «npodeccroHanbHbIv Lin-
HV3M» 1 KaK Obl Npurnatias ayauTopuio pasaenmnTb 3Ty NO3uLMIO.

Mo3aHee TOMKMHC BMECTE C IPY3bsAMU OKAXKeTCs MoxuTuTeneM Aptypa
CTopHa ¥ Npu1Be3ET ero B aBTOMObWE K oMY MHXeHepa bepra. Tam npucneL-
HVKKM Ynde obpaTaTcs K APTypy, He 3aMedas ero 6€Ccco3HaTeNbHOrO COCTOSHMS,
a foMKWHC ByAEeT 13-3a CNMHbI WEBENWTL €r0 ro/I0BOM 1 PYKOM, co3aasast Uo-
310 OCMbICTIEHHbIX OTBETOB. CTOPH NMPY 3TOM BOMJIOLLAET MOJHYK NaCcCUBHOCTb,
KaK MaHEeKeH, ynpaBiseMblli U3BHe. 3Ta CLEHa SBASET OfIHY U3 CaMblX YCMeWHbIX
CTapuin 6opbbbl ¢ Yrde 1 ero nnaHamu. Ho, 4Tobbl aBaHTIOPHOE AeCTBYE NPO-
[O/KAN0Ch KaK MOXHO A0/bLUe, BCE NMPOMEXYTOUYHblE MO6eabl JOMKHbI OKa3bl-
BaTbCS HEIO/ITOBEYHbIMU.

IMOUMW 1 NOBEAEHYECKMNe CTPaHHOCTH TONKMHCA peanu3yoTcs Hanbo-
nee pa3HoobpasHO U Henpeackasyemo, NoAUYVHSSACH NPex/ae BCero nHTepecam
YCNOKHEHMS @aBAHTHOPHBIX KOMNU3UNI C KOMUYECKKMUI OTTeHKaMu. ECnv B OHMUX
ClUeHax repoii AeMOHCTPUPYET NOYTU (haHTACTUYECKYt0 COOOPa3UTENBHOCTb
1 U306peTaTenbHOCTb, TO B APYIUX — MONHENLWYIO, Ha rpaHKn abcypaa, MoKop-
HOCTb 0OCTOATENLCTBAM. YBUAEB ra3eTHYI0 CTaTbto O TMNHO3e, [OMKUHC TYT e
Ha4YMHaeT aymaThb, 4TO Ynye obnagaeT cnocobHOCTAMU rMNHOTM3epatt. 3abas-
HblA KNEpK caM cebsi TMMHOTU3MPYET BEPOL BO BCEMOTYLLECTBO 3M1046es U BnafaeT
B TPaHC, NO3BONSAS flepaTb Cebs B 3aTOUEHUN 1 He OKa3blBasi HUKAKOro COMpo-
TUBNEHNs. Ho Nnlb NoKa He 0BXUraeTcs cUrapeTol, TeM cambiM ybeanBLWmnCh

¥ B naHHOM C/ly4ae MacCoBOE Neproamnyeckoe U3faHue, T. e. akTyanbHas Ha TOT MOMeHT dhop-
Ma Meauna, obbeanHseT B cebe MyHKUMM NOCpefHNKa Mexay CO3HaHMeM BO3AENCTBYIOLWEro
1 peumnueHTa, a Tatke «(hoHOBOro dakTopa», eciv NPUMEHATb TEPMUHONOTMIO UCCe0Ba-
HWS, NOCBAWIEHHOrO MCUXON0rMYeckoMy BO3AeWCTBMIO McKkyccTBa (LLeliHoB, KpuBouweesa,
2020, c. 337). Tema ponu Meava B aBaHTIOPHOM AeicTBMM «Mucc MeHa» (y4nTbiBas npodec-
CUMIO PENOPTEPOB Y [1BYX MaBHbIX r€POEB N aKTUBHOCTb OBbIrPbIBAHUS MEANKHOCTY B IMHUM
TOMKMHCA) HYX/AaeTCs B OTAENbHOM, Honee NoapobHOM MCCNefoBaHMN, BbIXOAAWEM 38 PaMKM
[AHHOM CTaTb.
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B HaMM4YMU HOPMANbHOW TENECHON YyBCTBUTENBHOCTW, @, C/IEA0BaTE/bHO, OT-
CYTCTBWM TMMNHO3a. ITOT NOBOPOT AENCTBUS SIBHO HABESIH YBEYEHMEM 3KCTPa-
CEHCOPWKOM ¥ TUMHO30M, XapaKTepHbIMI A1 HavYana XX Beka, HEOHOKPaTHO
huryprpoBaBLWIMK B 3apyHEKHOM HEMOM KMHO KaK B UTPOBbIX IeHTax, TaK
1 B OKYMEHTanbHbIX PUabMax, MOCBALLEHHbIX HOBbIM METOAaM NCUXUaTpum
(Bergstein, 2024, p. 114-116). B «Mucc MeHa» rvnHo3 NoABEPraeTcsi OCMesHMIO
1 Pa3BeHYaHMIO KaK MOAHOE, HO U/IH030PHOE SBNEHNE, BBEPratoLlee KoMuYe-
CKOTO repost BO BpeMeHHoe 3abnyxaeHue. (470, 3aMeTuM BCKO/b3b, BNOMHE
COOTBETCTBOBA/O CTPEMAEHMNIO COBETCKMX MAE0N0M0OB OTOABUHYTL B T€Hb MP-
paLMoHanbHOe Havyano 1 aneninpoBaTh CKMOYUTENBHO K PaLMOHANbHOCTH,
Pa3yMy, «CO3HATENbHOCTU» 1 «MAEMHOCTI» Macc.)

ABTOPSbI C PAAOCTbO NPOWAIOT FOMKMHCY U 3TY, ¥ MHOTME APYriie oWnbKy
1 cnabocTu, HeOTAENMMbIE OT ero e OCTPOYMUS 1 CO0bpa3nTenbHOCTH. Kak nep-
COHax NONKMHC paboTaeT Ha BbICBETEHME 3MOLMOHANBHOM NannTpbl hunbma
1 NpUaaHVie ONTUMUCTUYECKUX MHTOHALMIA HappaTvBy. Kpome Toro, oH — abco-
NOTHO NPOTVBOMNONOKHbIV Y1ye TUM HerM3MeHHO APYKentbHOro, KOMMYHMKa-
6enbHOro 1 obxoanTensHoro repos. 06pa3 fonknHca HeceT B cebe obellaHre
CYaCTIMBOIO KOHLA BCel UCTOPUN.

Nnnus dorens v 6ecnpu3opHKa NpuaaeT AeNCTBUIO TPOraTenbHble YH-
ToHaUMN, a NuHKUs FonknHca — 3abasHble, KoMeguiiHble. Obe nuHuKn obnagatoT
1 CBOE0HPA3HOM IKCLEHTPUKOW. Bce 3T0 cylecTBeHHO 0O0rallaeT 3CTeTuKy
dbunbMa, AenaeT ee BHyTPEHHE CNOXKHOM, U3MEHYMBOMN.

3AKNHOYEHUE

TaK, 13 aBaHTIOPHO-MaHTaCTMYECKOrO POMaHa aBTopbI hKibMa co3aanu
HOBbII, YNCTO aBAHTIOPHbIV HAPPATYIB, Y4UTbIBAIOWMIA OCOBEHHOCTY SKPAHHOTO
NCKYCCTBA W peasnbHble TeXHUYECKe BO3SMOXHOCTY CBOEr0 BpeMeHU. B LeHTp
aBaHTIOPHOIO AeNCTBYUS Obl NOCTABNEH Psif 3aHOBO COYMHEHHbIX EACTBYIO-
WX UL TIaBHbBIX — [BYX ApY3eli-penopTepos, KiepKa, NeMsHHVIKa MaBHOo
repouHU, 1 3MU30AUYECKNX — COBETCKOrO Becnpu3opHIKa, aMepuKaHCKoro
TONCTSIKa-NoAnLeicKoro. Takxe ycunmpaeTcs paspaboTKa xapakTepa BAOBb
MUANUOHEPA, Y U3MEHSIOTCS NPOSBIEHNS TEMHOW CyLHOCTY awmncTa Yuye.
dunbM 0TOABMIAET Ha faNbHWI NAaH MOTUB 6OPLObLI aMEPUKaHCKIX paboyLix 38
CBOVI MPaBa, HO YCUAMBAET OCYAeHWe NpaBsiLLero knacca AMepriki. O6pas Mex-
AyHapoaHoro dalv3aMa 0cBoOOXAaeTCs OT (haHTaCTUYECKOI COCTaBASIOLEN,
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HO BC/IEfl 33 POMaHOM COXPaHSIET PE3KO HeraTVBHYH OLEHKY, NpuaaBas oTpu-
LaTeNbHOCTU NePCOHAKEN ONONHUTENbHYIO KOHKPETHUKY.

Kak BblsiBNseT nogpobHoe paccMoTpeHre huabma, B HemM NponcxXoanT
CNOXHOE nepenneTeHne MOTUBOB 1 CMbICTIOBbIX 06EPTOHOB, KOTOPbIE YCIOBHO
MOXHO pa3fenunTb Ha YeTbIpe rpynmbi:

— yKpennsoumue no3nuUmm aBaHTIOPHO-MeNoapaMaTUYecKoro xaHpa, uc-
NoNb3ytoLIMe ero KNNLLIE, apXeTUNMYECKEe KOHCTPYKTbI, OTChIIKM K TparefniiHbiM
1 CKa304YHbIM MOTMBAM, CHOXKETHbBIM MOAENSIM;

— MOfepHM3npyroume TpagnuroHHbie COCTaBNAOLWNME SCTETUKN, yCUNIBa-
HOUWMe akTyalbHOCTb MOBECTBOBaAHWSA A1 BpEMEHW CO34aHNA d)l/lﬂbMa;

— aKUEeHTUPYIOLLME UAEONOrMYEeCKMEe MOTUBbI, 3HAYMMbIE /15 COBETCKOW
PEBOSIOLUMOHHOM 3MOXM 1 KNacCoBOW HopbObl;

— aKLeHTUpytoLMe obuievenoBeyeckme (HagKIaccoBble) naeansl v LeHHo-
CTM 3TUYECKOTO 1 3CTETUYECKOTO XapaKTepa, yTBEPXAatoLLMe N'yMaHUCTUYecK e
CMbIC/bl, BO MHOTOM aKTyaflbHble And ncKyccTsa Poccunm, EBponbl 1 AMepuKn
[0 3NOXW PEBOMOLMIA U COXPaHSAOLLME CBOKD 3HAYUMOCTb B OTEYECTBEHHOW
1 MUPOBOWI KynbType nocne 1917 roga 1 Ao Halumx AHel.

K nepBoi rpymne MOTUBOB Mbl Obl OTHEC/IN BO3BpaLLeHWe K UHANBKAYanu-
CTUYEeCKOMY NaTTePHY AENCTBUIA BCEX MMAaBHbIX repoeB. ABaHTIOPHbI HappaTna
NPOCNEeXNBAET, KaK MHMLMATVBA YETBEPKM PSAOBLIX aMEPUKAHCKIMX CRYXalLMX
«CMacaeT M1p», B PO KOTOPOIo OKa3bIBaeTCs COBETCKOE rocyaapcTao. Menog-
pamaTtuyeckas cocTapasiollas ycunmnsaeTcs bnarogaps KapTvHaM «1t060BHOO
TOMAeHWs» 1 MeuTaHuii bapHeTa, dorens 1 FONKMHCA, a TaKKe CIOKETHbBIM MO-
TvBaM «[amneTa» u MOTMBaM «30MYLLUKW». YCUNEeHMe LWeKCMUPOBCKOro naTrepHa
npvigaeT ApTypy Kak Hbl AONOAHNTENbHbIV SCTETUYECKMIA CNOW, BnaropoaHyto
«MOACBETKY», KOTOPas BbINMONHSET PYHKLMIO NOXKHOTO Kto4a — NobyxaaeT oxm-
AaTb OT NMepcoHaXa NPUHSATUS CTOPOHbBI 10Opa 1 CNpaBeAnnBOCTU.

B LienoM e BMnosHe TpagnLMOoHHble aBaHTIOPHO-MeNoApaMaTnyeckme kpa-
CKM NPpUARIOT KapTuHe Mypa B «Mucc MeHa» YepTbl NPUSTHON /18 BOCNPYATHS
*aHPOBOW CTabUnbHOCTH.

Bropyto rpynny MOTMBOB COCTaBNAIOT HAy4Hasa AeaTeNIbHOCTb Ynye, MoKas
cneunduKy MHTepbepoB N1abopaTopumn C TEXHUYECKNM 0BOPYAOBAHUEM, XUMU-
YECKMMY BeLeCTBaMU ¥ MPOTUBOra3amu, MOTVB BaKTePUONOrMYecKoro opy-
XU M 3ANUAEMUM, a TakKe MOTUB (MHIUMOro) rTunHo3a. Ecnn nocnegHuii gaetcs
B MNapoAMiMHOM acnekTe, TO BCe MpoYMe CBSA3aHbl C Tak Ha3blBaeMbIMM HaYYHbIM
POMaHOM, Hay4YHbIM DUABMOM ¥ CEPMANoM, Pa3BUBaBLIMMUCS B 3MOXY HEMOTO
KnHo (Bergstein, 2024). B «<Mucc MeHpa» 6akTepronormyeckas ataka Ha JIeHnH-
rpaf, nnaHvpyeMas Huue, 3To He XKaHPOBbI «OTBNEYEHHbIN» KOWMaPp, @ BNOAHe

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 119 THE ART AND SCIENCE OF TELEVISION



NPeACTaBUMBbINA U NMOHATHbIA COBPEMEHHVIKaM. [10 CBUAETENbCTBY COBPEMEHHOTO
KPUTWKA, ONAcHOCTb NMPYMEHEH NS DAKTEPUONOrMYECKOTO OPYXMNS, 3aparKeH s,
3NVAEMUM MOV BbI3BATL YXKAC y ayanTopun 20-X TOA0B B CUIY aKTyanbHOCTY
noaobHbIx NnepcnexTus (bokaHua, 2021, ¢. 111).

K TpeTbel «Maeonornyeckoi» rpynne npuHagnexuT cocTpagaTensHoe
OTHOLWEHYVE K MPOTECTHLIM HACTPOeHMAM paboyux, HO, FaBHOe, OTCYTCTBYE
aBTOPCKOMO COCTPafaHus K CTapoMy MUAMOHEPY, abCoNtoTn3aLms HeraTMBHbIX
CBOWCTB dawmcta Yuye (He MMeroLero Hu OHOW MHON NONOXNTENLHOW UK
HeMTpanbHON YepTbl), a TaKKe AEMOHCTPaLIMS B Kafpe ABYINYNS 1 NULeMepus
3nn36eT, anYHOCTU 1 UMHM3Ma AeN0BbIX/DallnCTCKUX KPYros, CANAHUS UHTE-
pecoB 60MbLOro 6usHeca 1 60NbWON NOAUTUKK, HANPABNEHHbIX KaK NPOTWB
pabouero knacca, Tak 1 npoTve CCCP 1 NpoTUB BCSKOTO Yenoseka, CoCobHOro
noMeLlaThb VX NnaHam.

KaK Mbl BNAVM, B TpeTbeIZ rpynne MOTBOB C/IbHEE NPOABIEH HEraTUBK3M
B OTHOLWEHWN BbICLLINX C1OEB O6LU,eCTBa, HeXenr no3anTmBHoOe OTHOWEHNE K aMe-
PUKaHCKOMY nponieTapmaTy N COBETCKUM MpaXXKaHaM, COBETCKUM CYXNTENAM
3aKOHa. 31O BbIpaXXaeTCa B TOM, 4HTO B Pa3BUTVMN CHOXXeTa MM He JOCTaeTCA 60nb-
WX APKNX pone|7|; npeacTaBUTeN BbICOKO 3HAYMMbIX 14 COBETCKOW naeonornn
CTpaT NPaKTN4eCKn He UHANBUNAYaNMN3nPOBaHbl, OCTAOTCA /TNLLb beHKLI‘I/IOHa]'Ib*
HbIMW 2NN304NYeCKNMN d)mrypaMM.

A B nosie NOCTOSHHOMO MHTEpeca U CaMblX CUbHBIX CUMMNATUIA aBTOPOB
brnbMa He NponeTapuyi Kak TakoBble, HO MENKME CYXKaLLVE 1 NIOAN TBOPHECKIMX
npodeccuii (penopTepsl), a TakKe HU3bl COBPEMEHHOTO OO0 aMepuKaH-
CKOTrO ropofa 1 pasavyHbIi Ntof COBETCKOro 60/bLIoro ropoga. Mpw 3ToMm noga-
4EPKMBAETCS NMPUHAAIEKHOCTb aMEPUKAHCKOTO ropo/ia K KanmnTanmucTMyeckomy
rOCyAaapcTBy, HO HE aKLEHTUPYIOTCS COBETCKME COUMANUCTUYECKMe YepTsl [le-
HVHrpaaa. [lns aBTOPOB ropasfo OpraHnyHee nepefaBaTh Ha IKPaHe He NpoLecc
KNaccoBOK 60PbOBbI, @ XM3Hb COBPEMEHHOIO OOMBLIOTO ropofa W LMBUAN3aL MK
B LENOM, TUMNYHbIX €€ NMPefcTaBUTENEN, XapaKTEPHbIE ee NOKYCbl. He TonbKo
aBop habpyikn, HO 1 peflakLyis ra3eTsl, bap, NpaveyHas, NopT, NPUCTaHb, Habe-
pexHas, nanyba, KatoTbl 1 TPOMbI KOPabns, MOAULENCKNIA Y4ACTOK, CKPOMHaS
KBapTVipa MalWWHUCTKN, KBAPTVpa COBMECTHOMO MPOXMBAHNS TPOWX ApYy3eNn,
[aXKe YaCOBHS U LIePKOBb, a TakKe (COBETCKMI) NaHCUOHAT CTaHOBSTCS Npo-
CTPaHCTBOM /15 Pa3BUTUSI UHTPUTU 11 YBNEKATENbHOIO @aBaHTIOPHOO MCTBYS.

MOXHO MMb OTHACTU COMMAacUTLCA C KpUTUKaMm 20-X, yrpeKasLwmMu
vnbM B CNabom OTKMKE Ha MAeOOrYecKre 3agayn anoxu. NMogpobHoe pac-
CcMOTpeHVe hrbMa No3BONSET 0OHAPYKMTh 3HAYNTENBHOE YNCO feTanel, co-
OTBETCTBYIOLLMX COBETCKOW MAEONOr M. Kak Ham NpefcTaBnseTcs, OHM YCKOb3a-
NV OT BHUMaHUS KPUTUKOB 20-X B CBSA3M C HEMOHOW 1X FTOTOBHOCTBIO CHUTBIBATH
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CMbIC/bI TPV OAHOPE30BOM NPOCMOTPe MUIbMA, OTANYAOLIEroCs BbICOKOM AWHa-
MVIKOW aBaHTIOPHOIO 1€MCTBYS, HaCTON CMEHOW MHOXECTBA NIOKALMIA, PE3KUMY
3uraaramu UHTPUMM U Nepenafamm XaHpoBOI OKPaLEHHOCTH.

OpfHaKo HUKaK Henb3si NPU3HaTh COBEPLIEHHOMO HECOOTBETCTBYS hrbMa
npeonorun. Ckopee, cinefyeT roBOpvThb O TOM, YTO NpoeTapcKas Hanpasnex-
HOCTb ClOXXeTa NpOosiBASNACh N0KaNbHO, 6oNbLIe B MepBOl YaCcTn NepBOI CepuUn.
A KapTVviHa B LieNloM cofepana CKopee BbiCKa3biBaHe NpoTuB daliv3Ma u Mu-
POBOTO KanmMTan13ma, BbICTynas OT MMeHU BCEX HPAaBCTBEHHO 1 3MOLMOHANbHO
HOPMasbHbIX 10fei, AeecnoCobHbIX, NPUAEPHKUBAIOLMXCSH TYMAHUCTUHECKIX
LeHHOCTEN 1 BHEKNaCCOBbIX MPEACTABNEHMIA O MPUOpPUTETaX.

CaMbIMU raBHbIMY LIEHHOCTSIMM MbICASTCS XKM3Hb pebeHKa 1 usmyeckoe
3[0POBbE COBETCKOM HalMK. PeBEHOK — 3TO He TONbKO HAaYUHAIOWIMIN HUTb Yeno-
BEK, HO 1 CyObeKT, COBEePLIEHHO HEMOBUHHbIN B COUManbHbIX befax v npectynne-
HUSX, SBASIOWMIACA XEPTBOMN COLMaNbHOM Hecnpasea vBOCT M 1 NePCOHanbHOMO
3nofencTea. CoBETCKasn HalmMs — aKTyasbHbI BapMaHT BCAKOM Hauumn. To ecTb
MOTMBALMN BbICOYAMLIEN LIEHHOCTW KU3HM 3[1€Ch BLIXOAAT 3a Npeaensl naeo-
nornu. VI ¢ Toukm 3peHmns 20-x 310, BEPOSTHO, CBUAETENbCTBO HEAOCTATOYHOM
1MAeoNor1M3aumm KapTuHbl My1pa dunbma.

HO MMEHHO 3TOT HEAOCTATOK B rMa3ax KpUTUKOB 20-x IBASIETCA, Ha Hal
B394, rMaBHbIM JOCTOMHCTBOM GubMa. Ero repou roToBbI CnacaTb COBETCKUIM
FOPO/, V1 COBETCKMX NIIOAEN HE MOTOMY, YTO OHM COBETCKME, HE MOTOMY YTO reposiM
BAVdKe BCEro Mo flyxXy CTpaHa nobeamBLIvX paboyyx, a NOTOMY, YTO Ha 3Ty CTpaHy
B [laHHbII MOMEHT HanpagneHa arpeccus MaWmncToB. IMEHHO 3Ta «BCEMMPHas
OT3bIBYMBOCTb» YETBEPKM MOJO/bIX aMEPUKAHLIEB NMPUAAET 0bLIeYeN0BEYECKYO
MOTMBaUMIO MX AeACTBUSM 1 BbIBOAUT (DUAbM Ha YPOBEHb YHMBEPCANBHOIO ry-
MaHM3Ma.

OpepxvMble 3afa4amu MAEONOT3aLMY KMHO, KPUTKKK 20-X He 3amMeTunu
rnaBHOro boratcTsa hunbMa — SpKUX YOEAUTENbHbIX MEPCOHAXEN, X Yenose-
YEeCKMX OTHOLWEHUI U CUCTEMBI LIeHHOCTel, 60nee TOHKO BbIPaXKEHHBbIX B Hap-
paTviBe hvnbMa, Hexenn B poMaHe LarvHsH, 1 BbIpasnTenbHO BOMIOWAEMbIX
aKTepamu.

K BaXKHENWWM NpuopuTeTam, Kak SBCTBYET 13 HappaTvBa 1 BM3yanbHO-
ro psafa dunbMa, nprHaanexaT cBobo/a BblpaXeHWs YenoBeKom CBoel 06-
LeCTBEHHO-MOMNTUYECKOM NO3NLMK, B OCOBEHHOCTW NPOrPeCccUBHON (CLEHbI
CTONKHOBEHMS PaboYMX 1 NOAVLMW, MPOTECTHOTO MUTUHIA PABOUMX) 1 NYHBIX
4YBCTB (KpyMHble NAaHbl naavyllero [hkoHa, peliaaroliei Uan ncnbiTbiBatoLLel
MyYUTE/bHbIE NePEeXMBaHNS BUBMAH, M3YMAEHHOIO VM OCTPO Pearnpyoulero
Ha npoucxoasuiee fonKmMHca 1 np.). A Takke — cBoboAa MHULMATUBHOTO Ael-
CTBUS, B TOM Ynce cBoboa nepemeleHns nNprBaTHbIX 1L N0 MUPY C LEe/bIo

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 121 THE ART AND SCIENCE OF TELEVISION



npeaoTBpalleHrs MaclTabHbIX MPecTynneHuii, To ecTb CBoboaa NMYHOro Nps-
MOTO BAVSHWS Ha XOf, MUPOBOW NONUTUKM.

3TN UEHHOCTY 1 NPUOPUTETHI CNOCOBCTBOBANM CO3AaHMIO BMOMHE YHUBED-
CanbHOW aBaHTIOPHOW MOMENM, KOTOpasi MOXET yBIEYEHHO BOCNPUHMMATLCS
WWPOKOWN ayanTOPUEN BHE 3aBMCUMOCTH OT ee IOMUHUPYIOLLE naeonoruu. MH-
TePTEKCTYaNnbHOCTb «Mucc MeHp», OTChINKA K OTeHECTBEHHOMY 1 3apyHEXHOMY
KMHO 1 nuTepaType ycunumBatoT 3hheKT 3CTETUYECKON aKTyanbHOCTX durnbMa,
€ro BCTPOEHHOCTU B WWPOKMIA KOHTEKCT MUPOBOTO KMHO, ero 0bLLeYenoBeyecKomn
CoflepKaTeNbHOCTH U 3CTETUYECKON LEHHOCTY.
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MOTUB fyaNbHOCTU

N IeryMaHmn3auym Tena B KoHTekcTe
NakaHo-AeNE30BCKOro ANCKYpPCa

Ha nprmMepe ¢unbma Kopanm ®apxa
«CybcTanums» (2024)**

AHHoTaums. CTaTbs NoCBAlUleHa aHanuay dunbma Kopanu dGapxa «Cyb-
CTaHUVs» B KOHTEKCTe NlakaHO-4eNé30BCKOro aHannsa 1 npobnemaTukm
AerymaHusaumnu Tena nog BAMsHueM Megmaxkynstypsl. MOTVB BOUCTBEH-
HOCTV NpefcTaBnseT coboi apxeTUNMUYECKni CIOXeT, MOBTOPSIOLLMIACS
B pa3Hbix hOpMax UCKYCCTBa CO BPEMEH apxaviki, MOCKOMbKY CBS3aH C BeY-
HOW TEMOW OTYY)AEHMS Tena Kak O4HOBPEMEHHO BHELLIHErO ¥ BHYTPeHHe-
ro obbekTa. [Mpobnema NPUHATYS 3epKanbHOTO ABOMHMKA Y MEAUIAHOCTI
TeNa B3aMMOCBs3aHbl, TaK Kak penpeseHTUpYIOT BnacTb [pyroro, sBnsto-
werocst CUMBOANYECKUM MOPSAKOM.

3agada nccnefoBaHmns — NpoaHanu3nMpoBaTh KOHCTPYKLMIO 3HAKOBO-CHM-
BO/IM4ECKOTO MPOCTPaHCTBa Gunbma «CybcTaHUMs» B Napannen ¢ nogob-
HbIMV IKCMEPUMEHTaMV B aBTOPCKOM KrHemaTorpade (dunsmbl «beckpaii-
HWI1 BacceliH» b. KpoHeHbepra 1 «<HeoHOBbIN aemMoH» H. PedHa), a Takke
CPaBHWTb C TeaTpanbHOW nocTaHoBKOM tOpns MpuropoBuya «/lereHaa
0 Nt06BW», rae NPOUCXOAUT rapMOHMU3aLMs AyanbHOCTH, @ He camopas-
pyLIEHMEe reporHN. B kayecTBe METOAONON MM NPUBNEKAIOTCS KOHUEenUMm
. NakaHa, X. fenésa, C. Xuweka, . bogpuitspa, paccMaTprBaemble
B (DV10CODCKO-KYNETYPONOTMYECKOM KtoYe B Liensx boee WUPOKOW MH-
TepnpeTaumm KUHONPOU3BEAEH NS, BbIXOAALLEN 3@ paMKM 3asaBNEHHON
pexvccepoM GEMUHUCTCKOM NOBECTKM.

B pesynbTaTe UcCneoBaHWs aBTOPbI MPYIXOAST K BbIBOAY, 4TO (uinbM «Cyb-
CTaHUMS» KaK UHTYWUTUBHBIA TPAHCNATOP BaXHBIX PUIOCOPCKMX CMBICTIOB
CO3aeT HOBYIO XYOKECTBEHHYIO MOfE/b nepeceyeHns NakaHo-aené3os-
CKOTO AWCKyPCa, BO3HMKAIOLLYIO NOA BANSHMEM NPOLECCOB CUMBONNHYECKO-
ro Nepenpov3BOACTBA B COBPEMEHHON MenaKynbType.

KnioueBble cnoBa: [yanbHOCTb, AerymMmaHn3saums, «CybctaHums», Teno,
NakaH, enés, 6oan-xoppop, MeAMaKynsTypa, CUMBOMMYECKMI NOPSAOK,
3epKanbHbIV ABOWHWK, [1pyroi

** CTaTbsl OCHOBaHa Ha foknafe, npeacrasneHHom Ctpoesoit O.B. Ha MexyHapoaHo KoHde-
peHuuu «[eorpadus ncKkyccTBa» B POCCUICKOM akageMum XyoxecTB, Maii 2025 T.
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Duality and the dehumanized body
in a Lacanian-Deleuzian framework:
A case study of Coralie Fargeat's
The Substance (2024)**

Abstract. This article analyzes Coralie Fargeat’s film The Substance
through the lens of Lacanian-Deleuzian theory and the problem of bodily
dehumanization under the influence of media culture. The motif of duality
is an archetypal narrative recurring across art forms since antiquity, as it
touches upon the perennial theme of the body’s alienation as both an
external and an internal object. The issues of accepting one’s “mirror twin”
and the body’s mediatization are interlinked, as both represent the power

of the Other—that is, the Symbolic Order.

The study aims to analyze the construction of the film’s semiotic space,
drawing parallels with similar experiments in auteur cinema (e.g., Brandon
Cronenberg’s Infinity Pool and Nicolas Winding Refn’s The Neon Demon),
while also contrasting it with Yuri Grigorovich’s ballet The Legend of
Love, which harmonizes duality rather than leading to the heroine’s self-
destruction. Methodologically, it employs concepts from Jacques Lacan,
Gilles Deleuze, Slavoj Zizek, and Jean Baudrillard, considered from
a philosophical and cultural-studies perspective to develop an interpretation
of the film that extends beyond the director’s stated feminist agenda.

The authors conclude that The Substance, as an intuitive transmitter of
significant philosophical meanings, creates a new artistic model for the
intersection of Lacanian and Deleuzian discourses—a model that emerges
under the influence of symbolic overproduction in contemporary media
culture.

Keywords: duality, dehumanization, The Substance, body, Lacan, Deleuze,
body horror, media culture, symbolic order, mirror twin, the Other

** The article is based on a report presented by OV. Stroeva at the International Conference
Geography of Art at the Russian Academy of Arts, May 2025.
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BBEAEHUE

Tema ayanbHOCTV AW Pa3fBOEHUS NMYHOCTY (B TOM YMCIEe 3epKabHOTO
OTPaXeHWs1) OCTaeTCs aKTyabHOW B MCKYCCTBE U KybTYpe BO BCE BPEMEHa, T. K.
SIBNSETCS apXeTUNUYECKOW 1 OJHOBPEMEHHO TPaBMUPYIOLLEK, 4TO onpeaenser
ee Tparvveckn aK3nCTeHUManbHbli xapakrep. MOTVB 1BOMCTBEHHOCTU CBSA3aH
Npexae BCero C OTYYKAEHNEM Tena kak 06beKTa, OAHOBPEMEHHO OLLYLLZEMOTO
KaK BHYTPEHHSS 1 BHELWHSAS rpaHnLa Mexay 51 v MMpoM. HeyamnBuTenbHo, 4To
unbm «CybeTanums» (The Substance, 2024, pexx. Kopanu ®apxa) Bbl3Ban Takow
HEOXWAHHbIV Pe30HaHC Yy Ny6AMKM, HECMOTPS Ha TO 4TO €ro MOXHO OTHECTU
B 60nblUEl CTeNeHN K aBTOPCKOMY KiHemaTorpady, Hexenu K MaccoBoMy. Gusbm
3aBoeBas Harpafpl Ha KaHHCKOM KrHOMecTviBane v Apyrmnx NpecTkHbIX KOHKyP-
cax, HOMUHMPOBaNCs Ha npemuio OcKap, NOMYYMB BbICOKME OLEHKYM KPUTUKOBL.

KapTiHa eMOHCTPUPYET MECTOKNIA MUP KUHOWHAYCTPUM YCIOBHOMO [0/1-
NUBYAa, rAe raBHas reponHs B UCNonHeHnr lemn Myp nprHUMaEeT aKCNepUMEH-
TanbHbIN NpenapaT A5 BO3BPALIEHWS MONOAOCTH, YTO PE3OHMPYET C Pa3HbIMU
acneKTamm COBPEMEHHOM KyNbTYPHOM MOBECTKN — 3[eChb M Npobaema TpaHCry-
MaHK3Ma, U 61Uo3TUKK, 1 hemMrHn3Ma. Kaponn dapxa B CBOEM UHTEPBbLIO FMOBO-
puT cnepytollee: «“CybcTarumsa” 98HO Ha 300 % heMUHUCTCKNIA DUABM, A5 MEHS
3TO AENCTBUTENBHO CUIbHOE MOAUTUYECKOE BblCKa3bliBaHWe. KapTuHa roBopuT
0 TOM, KaK BOCMPUHNMAIOTCS KEHLLIVHbI B 0BLLECTBE, O HACKUAMM, C KOTOPbIM HaM
BCe ellle NPUXOANTCS CTanKMUBaTbCs B MOBCEAHEBHOM XM3HN Ha KaXAOM YpOB-
He»?. O4eBUHO, 4TO XaHp «boAn-xoppopa» BbIOpaH pexmnccepoM Hecy4anHo,
Beflb CTPalHble MOCNeACTBUS BMelaTeNbCTBa B MPUPOAY 1 OAEPKUMOCTb TENOM
AOMKHbBI NPOU3BOANTL 3DdeEKT xyTKOro. Kopany dapa aBASETCS NOKNOHHMLEH
[Oasnna KpoHerbepra, laBunaa /InHya, [xoHa KapneHTtepa. Takke oHa roBOpUT
0 BAVSIHUM Ha CBOE TBOPYECTBO cnepaytollee: «Mnum, fonycTuM, hunbMbl, KOTOpble
nayT eule Aanblie, Bpoae “Obefa HarMwom”, KOTOPbI HaCTONbKO 06pa3HbIN
1 CTaBWT BaC B TaKme CTPaHHbIe OTHOLLEHMS CO BCEM, YTO KacaeTcs Tena. byato
3TO HEYTO CTpaHHOE, HAaCTONbKO CTPaHHOE, YTO HOMble MOXOXKE Ha CTONKHO-
BEHMe C Hy)KUM UK C 30MBM — YTO YeNoBeYeCcKoe eCTeCTBO MOXET HACTONbKO
e nyrate» [Ibid]. YTo KacaeTcsa akageMmMyecKmx UCCneiloBaHWM, MOSBUBLIMXCS
B TedeHue 2025 roaa, 60bWMHCTBO 13 HUX paccMaTpurBatoT «CybCTaHLUmIo»
B KOHTeKCTe peMuHUCTHYecKux uaen (Peng, 2025; Villani, 2025) uaun ¢ nosunymnmn
repoHTonoruu (Capp, 2025).

! Cnucok  Harpap cm. https://en.wikipedia.org/wiki/List_of accolades_received_by_The_
Substance (05.10.2025).
2 NonHOCTbIO MHTEPBbIO CM.: (TopbayeBckas, 2024).
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Puc. 1. KaHHbl, ®paHuyus: Kopanu ®apxa nosupyet ¢ npu3oM B HOMUHaLUN
«Jlyywmn cueHapuii» 3a punbm «Cyb6cTaHLMsI» BO BPEMS LLePeMOHUM 3aKpbITUs 77-ro
KaHHckoro knHodecTuBans, 25 mas 2024 ropa. doto CredpaHa KapauHane
Fig. 1. Cannes, France. Coralie Fargeat holds the Best Screenplay award for The Substance
at the closing ceremony of the 77th Cannes Film Festival, May 25, 2024.

Photo by Stephane Cardinale®

MeToponorus nccnepgoBaHus. [1py BCEM YBAXXEHMM K 3aMbICNY U NHTEH-
LVsiM aBTOpa Mbl ByleM paccMaTprBaTh TEKCT KUHOMPOW3BEAEHNS KaK HeUYTO
CaMoCTOSATENbHOE, BCTYNatollee B A1anor co 3puTeneM, 3aHrmMas Takum obpa-
30M (hEHOMEHOMOrO-repMeHeBTUYECKYO MO3NLUMIO AN MHTEPNPeTaummn CMblC-
N10B, BO3HMKAIOWMX HEMOCPEACTBEHHO NPU BOCMPpUATUM hunbma. Kpome Toro,
Mbl M3y4uM DuibM «CybCTaHUMS» B Ka4eCTBe CTONKHOBEHMS 1 NepenieTeHus
NaKaHO-AeNE30BCKOrO AMCKYPCa, KOTOPBIN OPraHMYHO NOXUTCS Ha Kapkac dpe-
MNONCTCKO-tOHreaHcKom mogenn. Xak JlakaH n XXunb denés nmenn pasHole Mu-
POBO33peHYecKre NNaTPOPMBbl, B KAKOW-TO CTENEHN AaXe aHTarOHNCTMYecKne
(MakaH — rerenvianel, 1 hpenanct, Jenés — HeOMapKCUCT, aHTurerenmnaHel,
BMmecTe ¢ DennKkcom MBaTTapy OCHOBaTENb LW30aHaN13a B NpOTMBOBEC MCMX0a-
HanM3y), OfHaAKO MX 06bearHSeT 0bLiee MOCTCTPYKTYPANUCTCKOE Havano — anc-
KYpPC CMMBONNYECKOrO Nopsiaka. TPaaUUMOHHO CYMTaeTcs, HTO JlakaH — cambli
paAMKanbHbIM NPeACTaBMTENb CTPYKTYPANN3Ma, MbICAUTENb HEFATUBHOCTU U OT-
YyKAEHMS, B TO BpeMst Kak [lené3 BOCNPUHMMAETCS KaK ero sipbld MPOTUBHUK, BU-
TaNUCT U MbICAWTENb TBOPHECKNX BO3MOXHOCTEN xenanus. OfLHaKo COBpeMEHHbIe

3 NcTouHuk n3obpaxenns: URL / See the image source: https://www.gettyimages.com
(05.10.2025).
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rnocodbl HepeaKo NpeanpPUHNMAIOT NOMbITKA UX MPUMUPUTL. Tak, HanpuMep,
B KHUre «/lakaH v [1enés. [I3bloHKTUBHbIN CUHTE3», COCTOSALLIEN 13 12 3cce coBpe-
MEHHbIX CTOBEHCKMX Y4eHbIX, B TOM YMcCe 3HaMmeHnToro Cnaeos Ximkeka, paspy-
waetcs MU 06 UX YyKAOCTU UK BPaxaebHOCTI. «3aTparviBas Takue TeMbl, Kak
HapoKKo, NepBepcHUs, BNeveHne K CMepTu, OHTONOT WS /TONONOT S, NULIO, NMHTBY-
CTVMKa v (hOpMani3m, acce BbiAeNstoT KNtoYeBble OTNPaBHbIe TOYKM A1 AUCKYCCHM
mexay noesmu flakara v lenésa. MNpennaraemble HanpaeneHusa UccneaoBaHms
npeanonaratoT He NPOCToe ypaBHUBaHWE VX MAEW, a < AU3bIOHKTUBHbIA CUHTE3»,
KOTOPbIV MPU3HAET VX Pa3NNyms, HO NPY 3TOM HACTaMBAET Ha WX MO3UTUBHOM
1 B3aVMO-uHbopMaTnBHOM NpoyTeHun» (Nedoh & Zevnik, 2018, p. 12).

OfHO 13 CaMblX 3HAMEHMTbIX BbICKa3biBaHMI /lakaHa rnacuT: «becco3Ha-
TenbHoe — 3T0 AncKypc [Apyroro». Cam brnocod noscHAN 3TOT adopr3M Tak:
«nof, 6ecco3HaTeNbHbIM HEODXOANMO MOHMMATL BO3AEUCTBMSA, OKa3biBaeMble
peybto Ha cybbeKTar, T. e. caMo 6ecco3HaTenbHoe eCcTb NPOAYKT BO3AENCTBIN
Ha cybbeKTa 3HaKOBO-CMMBOMYECKoW peanbHocTH (Evans, 1996, p. 219). Mpwu
3TOM Cama peasnbHOCTb 3Ta SABAAETCA TeM, YTO BbITECHEHO 1 YTO BO3BPaLLlaeTCs
B CMMBOMax 6ecco3HaTeNbHOro (CUMNTOMaX, WyTKaX, OWMOOYHbIX AEACTBUSAX,
CHax 1 np.). «<KoHevHo, cybbeKT MOXeT NoKa3aTbCs paboMm d3biKa, HO ellle boblie
pabCcTBYyeT OH AWCKYPCY, B YbEM BCEOXBATbLIBAOLLEM ABVIKEHWM MECTO €70 — XOTH
6bl NViLLb B hopMe COBCTBEHHOIO MMeHW — NpefHaYepTaHo C CAMOro POXAEHMNS»
(NakaH, 1997, c. 31). 3aecs, B oTAnYMe OT 3urmyHaa Gpeiaa, lakaH HacTansaeT
Ha TOM, YTO 6ecco3HaTeNbHOE — 3TO He MHCTUHKTbI, OHO TOXE CTPYKTYPMPOBaHO
yepes A3bIK, MHave Ham Obl ero HbI10 He 0CO3HaTh, TO eCTb OHO HE BPOXAEHHOE,
a npnobpeteHHoe. Taknm 06pa3om, beccosHaTebHOe ToXKe CTaHOBUTCS CUM-
BOIMYECKMM, BHELIHUM U MHTEPCYOBbEKTVBHBIM. «KntoueBoi no3ununen beccos-
HaTeNbHOro, KOTOpas BONMOWAETCS B TOM Yucne 1 B hurype [pyroro, snsetcs
ynoBonbCTBre. CyOBbeKT MOXET OTOXAECTBUTLCS C HUM TOMbKO B 0COBOM IKC-
TaTMYeCKOM OMbITe, B KOTOPOM HY)KHO OTPMHYTb BCE TeNeCHoe 1 M1oTCKoe —
B OCOBEHHOCTM CeKcyanbHoe XenaHue U HacnaxaeHue» (lanatux, 2024, c. 37).

[lené3oBcKas KoHLeNUMs NPOU3BOACTBA S NyTEM TPexX CUHTE30B (KOHHEeK-
TVIBHbIN, AN3BIOHKTVBHbIA 1 KOHBIOHKTUBHbIN) Takke Hepa3pbiBHO CBs3aHa
C wWr3odpeHnYecKor NoTpebHOCTbIO NPUCBarBaHNs 0bpasa, HaBs3blBaeMOro
3BHE, 4TO 0becneynBaeT «COOpKy», T. €. LeNOCTHOCTb. MalvHa XenaHus — 370
4enoBeK 3noxm NoTpebneHws, BCTPOEHHbIN B KaNUTaNUCTMYeCKoe NPOM3BOACTBO
06pa3oB, a CTans AN3bIOHKTUBHOIO CMHTE3a, OHa e Teno be3 opraHos, Bnactu
MalMHHOMO NPOM3BOACTBA NPOTUBOCTOUT ([lenés, MBaTTapu, 2021, c. 17). Xinkek
cymnTaeT, 4To Y [lenésa MOXHO OBHaPYKUTb [1BE KOHKYPUPYIOLIME OHTONOMMN:
«CMbICN Kak 3 heKT» — xopolas OHTONON S, «CMbIC/ Kak MPOWU3BOACTBO» — M/10-
xas, bonee NOAUTU3MPOBAHHAS OHTONOT WS, BO3HMKLWAS NOf BANSIHWEM [BaTTapu

HAYKA TEJIEBUAEHUSA. 2025. 21 (4) 137 THE ART AND SCIENCE OF TELEVISION



B «AHTU-3aune». CMbICN Kak «3MdeKT» XOpoLl, MOTOMY YTO OH NTaKaHOBCKNA:
cobbITVE — 3TO BTOpPXKeHVe PeanbHOro B 061acTb NPUYMHHOCTH: «OCHOBHas
npeanockiika oHTonoruy [lenésa [B “/lornke cmbicna’] 3akntovaeTcs MMeHHo
B TOM, YTO TeNecHas NPUYMHHOCTb He ABASETCS NOAHON. [Py BO3HMKHOBEH N
HoBoro npovcxoaunT HeYTo, He NMoaaatolieecs ONUCaHUIO Ha YPOBHE TeNEeCHbIX
NPUYNH 1N CNEeACTBUIA. 3TO HeYTO — CcobbITHE, TO eCTb «TOYKa 6eCCMbICNNLIbI,
noafepKunBatolias NOTOK CMbICAa... [KoTopas] 3anonHseT Nnpoben TenecHon
NPUYMHHOCTW». [poben 3TOT BneYeT 3a COH0M «MO3UTUBHOE MOHATHE HEXBATKM,
“nopoxaatollero” oTCYyTCTBUS», «<HENPEOAONUMYIO TPeLMHY B 3aaHNK BbiTus»
(Zhizhek, 2004, p. 27-41).

Kak nuwert [. B. CmuT: «<HecMOTps Ha nepBOHaYanbHble onaceHusa [ené-
3a No nosoAy peakumn flakaHa Ha “AHTK-3amn’”, /lakaH, 04eBWUAHO, He OTBepr
KHMry. HanpoTuB, He TONbKO NPOYTEHWE KHUTW CTano 04YeBUAHOW OCHOBOW ero
“Bbl30Ba” K [1enésy, Ho 1, noxoxe, “AHTU-3aMN” NOBNMSA Ha ero COBCTBEHHbIE pas-
MbllwneHns. Xkek npeanonaraet, 4To bonee no3aHune paboTwl /lakaHa (nocne
cemmrHapa XI B 1964 roay) oTMeyeHbl BO3POCIIVIM MHTEPECOM K TEOPUM BeYeHUI
V aHTV3MNOBbLIM Temam (Zizek, 2004, pp. 102, 176)%. Y4UTbIBASA CNOXKHbIN CTaTyC
BNEYEHUI, KOTOPbIE MOXHO HaTW B «<AHTW-IaMNe» (HanpumMep, Te3NC O TOM, HTO
«BRleYEHNS ABNSIOTCS 4aCTbto CaMOW MHMDPACTPYKTYPbI»), MOXXHO NMPEANONOKMUTb,
41O flakaH Buaen B [lenése He aHTarOHUCTUYECKOTO KPUTUKA 1 [aXKe He MOTeH-
LManbHOro HoCKUTeNs OpToaoKCanbHOCTM (B Ayxe Munnepa), a, ckopee, BecbMa
OpPUrMHaNBLHOro NonyTYMKa» (Smith, 2004, p. 636).

Takum 06pa3oM, runoTesa NpeanpuHITOro NCCNEeA0BaHMS MOXET ObITb
cchopmynnpoBaHa cneayolmnm obpasom: akTyanmsaums aMcKypcos flakaHa
1 [lenésa B COBpeMEHHOM KMHOs3bIKe (B TOM YWCNe NpeofoneHmne mofeny bec-
co3HaTensHoro dpelifa) NPOVCXOANT NOA BANSHUEM VAN CUMBOANYECKOrO
nepenpou3BOACTBA, Peann3yemMoro NocpeacTBOM BAACTV MEAVAKYNbTYPbI U fe-
rymaHu3auuu tena. bavxke Bcero K gaHHoOMy Noaxofy — vccnenoBaHve feHpu-
eTThl Kpyna (Krupa, 2025), npuBnekatollee B kavecTse dhrnocodckoin basbl ans
aHanusa Gunbma KoHuenuuio «abbekta» Konum KpnucteBon — yueHunubl /lakaHa,
paccMaTpuBaBLUel abbeKLMIO KaK CTafmto, MpefBapsatoLLyto «CTafmnio 3epKana,
a abbeKT KaK «OTNaBLINN 0OBEKT», HE ABASIOWMICS HN OOBEKTOM, HI CyObeK-
TOM, HO obnapatoLmii YepTamu 0bomx. Micxoas 13 runoTesbl, Lefib HacTosLIEN
CTaTbV — MpoaHanM3npoBaTh CMMBOANYECKOE (HeOMUONOrnyecKkoe) Npo-
CTpaHCTBO hunbMa «CybCcTaHLUMs» B KOHTEKCTE NaKaHO-AeNE30BCKOro AMCKypCa,
COOTHEeCs C NoA0BHBIMM 3KCMEPVIMEHTAMM B @BTOPCKOM KHeMaTorpade, Hanpu-
mep, ¢ hunbMamm «beckpaliHunii baccelii» b. KpoHerbepra v «<HeoHOBbIV ieMOH»
H. PecbHa, a Takoke C TeaTpasbHON NOCTaHOBKOW COBETCKOMO nepunofa — banetom

* Ccbinka aBTOpa unTaThl.

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 138 THE ART AND SCIENCE OF TELEVISION



tOpus Mpuroposuya «/lereHaa o ntobsr». HOBU3Ha 3aK/o4aeTcs B camol no-
CTaHOBKe Npo6aeMbl nepeneTeHns 1akaHOBCKOrO 1 AeNE30BCKOrO AMCKYPCOB
B KMHOMpOn3BefeHvn. TeopeTuyeckas 3Ha4MMOCTb ONpefeNaeTcs TeM, YTO
BbISIBNIEHHAS MOAENb MOXET ObITb PaCCMOTPEHa B AanbHelWeM Npu aHanumse
APYT1X COBPEMEHHbIX KNHOMPOW3BEAEH WA

MARGARET
DEMI

'I'HE DENNIS
SUBSTANGE

M BY

Puc. 2. MocTtep Kk dunbmy «Cy6cTaHuus» (2024), pexx. Kopanu dapxa
Fig. 2. Poster for The Substance. (2024). Directed by Coralie Fargeat®

AHANIN3 CUMBOJ/IMYECKOTO S13bIKA ®UNbMA «CYECTAHLUS » (2024)
B KOHTEKCTE CTO/IKHOBEHUS /IAKAHO-AENE30BCKOMO AUCKYPCA

®dabyna Gunbma «CybcTaHUMs» AOBONBHO MPOCTa: NOA AeUCTBUEM IKC-
nepuMeHTanbHOro npenapata NPoOUCXOAUT pa3fBOeHVe TMYHOCTI FEPONHN
Ha [iBa Tena — MOJOA0e U CTapoe, HO C efUHbIM CO3HaHMEM. XyAOKECTBEHHOE
NPOCTPaHCTBO NOAYEPKHYTO AeHATYPaNN30BaHO, MOCKO/bKY aBTOP C MepPBbIX Ka-
APOB MbITAETCS OOBSCHNUTH 3PUTENHO, YTO BCE NPOUCXOASILIEe — CUMBOIMYECKOE
1 BoobpaxaemMoe (T.e. peyb UAeT O BU3yann3aLmm TpaHCLeH/AeHTanbHOro nons),
Kyfa B KOHLE KOHLIOB NPOPbIBAETCS HEUTO IK3UCTEHUMANBHOE, OTMLIETBOPEHNEM
KOTOPOTO CTaHOBMTCS CTPaLIHOE CYLLEeCTBO — CBOETO pofa aMopdHoe v Tekyyee
Teno 6e3 opraHoB. [lyanbHoe oTHOWEHKE Mex/y 3ro 1 3epKanbHbIM 06pa3oM —
3T0 BOOOpaXaeMoe, 0fjHaKo NMMYHOCTb (DOPMUPYETCS TONBKO NOCPEACTBOM

° NcTouHuk unsobpaxeHns: URL / See the image source: https://www.proficinema.com/
questions-problems/reviews/detail.php?1D=395995 (15.12.2015).
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naeHTUbUKaUMM C 3TUM ABOMHVKOM, MPU 3TOM OTHYKAEHWE SBASETCS OCHO-
BoMonaramwmnm Ans nopsaka Boobpaxaemoro. Becb 3T0T npouecc 1 Brn3ya-
nmsupyetcs B hunbme «CybcTaHUms», Koraa «nydlas Bepcns cebs» HaunHaeT
YHUYTOXATb CTapoe Teno. Boobpaxaemoe, no SlakaHy, OKa3biBaeT Ha cyobekTa
O4apoBbIBatollee BO3/AENCTBIME, T. K. OHO YKOPEHEHO B OTHOWEHMY CybbeKTa
K cobCcTBEHHOMY Teny (MK K 06pasy COBCTBEHHOro Tena). 3Ta 04apoBbIBatoOLLAs
cnna BoobpaxaeMoro Kak cobnasHseT, Tak 1 06eccunmBaeT, a Takke NposBAs-
€TCs B OTHOLEHMSX MEXY NOMaMu, YTO NOKA3aHO B (h1bMe 4epes3 My»UnHy —
ObIBLIErO OfIHOKNACCHYMKA, KOTOPbIN MbITAETCS BbIPBAThb FEPOMHIO 13 OKOB ee
COBCTBEHHOMO BOOHPaXXeH s, HO CieNaThb 3TO eMy He yaaeTcs.

Puc. 3. lemu Myp B poniv Inusabet. CKpMHWOT 13 punbma «CybcTaHumsa»

Fig. 3. Demi Moore as Elisabeth. Still from The Substance®

OTpaxeHue B 3epKane — TPaHCUEHAEHTHbI APYro ¢ ManeHbKon Byk-
Bbl (ABOMHWK MAM KONKS)T, BCE PaBHO BHEWHWIM, HaxoAAaWMACS 3a rpaHuLen
CO3HaHMs, 06pa3 KOTOPOro NPYXOAMTCS MPUCBaKBaTh. HO TO, YTO CTAHOBUTCS
heHOMEHOM, COeNHSAACH C BHYTPEHHUM 06pa3omM TpaHCLeHAeHTanbHOro 5,
MMMaHEHTHO, CTaTUYHO 1 naeanbHo. OaHaKo raBHas npobneMa MHTepropKr3a-
UV 0bpasa Tena CoCTOMT B TOM, YTO 9 yTpaumBaeT CBO LNOCTHOCTb. «3aeCh
TEPSIETCS YaCTb HACAAAEHWS, HAaCNAKAEHVS LENOCTHOCTLI0, KOTOPYIO 3abupaeT
€ cobolt abCTpaKTHO BbleneHHas YacTb CyObeKTa, KoTopas 3aTeM 1 NpeacTas-
nsieT coboit HCTaHUWIo [ipyroro, 061aaatollero xenaHmuem, YaoBoAbCTBUEM»

® NcTounHuk nsobpaxenms: URL / See theimage source: https://www.kinopoisk.ru/film/4860213
(15.12.2025).

Y NakaHa pasnn4atoTcs «/pyroii» ¢ 3arnaBHOI ByKBbI 1 «APYroii» CO CTPOYHON («A» BO bpaH-
Lly3CKOM BapuaHTe), YTO MMeeT 3HayveHe A5t COCTaBNeHS CTPYKTYpanmcTcKkmx gopmyn. py-
roi ¢ «A» — CIMBONMYECKUIA MOPSAOK, APYrOV C «a» — 3epKasbHbIN BONHUK.
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(3axapos, 2023, c. 82), 4TO HarNAAHO NPOAEMOHCTPUPOBAHO B hunbMe «CybCcTaH-
LMs». [eponHS NOCTOSIHHO CMOTPUTCS B 3epKaso, CPaBHWBas CBOK 3pesblii 06-
pa3 Cc orpoMHoi hoTorpaduent, BUCsLLEen Ha CTeHe B TOCTUHOW, Fae OHa Mo/oAaa
 npeKpacHa. 3Ta pa3BOeHHOCTb Bbl3bIBAET MAaHNAKaNbHOE XenaHne BepHYThCs
K CUMBOIMYECKOMY MfeansHOMY 06pasy, U OHO peanvidyeTcs bnarofaps axcne-
PUMEHTaNbHOMY Npenapaty, Ha KOTOPOM HanucaHo: «[TOMHKTE, YTO Bbl HOe
Lenoe», Kak HanoMmyiHaHvie 06 3TOM BEYHOM HEelOCTaTKe LenoCTHOCTU. /lakaH
nunuweT: «INaBHbIMU MANI03USMK BOODBPaXXaeMOoro SBASHOTCS LeOCTHOCTb, CUHTE3,
aBTOHOMUS, ABOVCTBEHHOCTb W, bonee Bcero, nofobue. Boobpaxaemoe, Takim
0bpa3oMm, NpeacTaBnseT cobon NopsaoK 0OBMaHUMBLIX MTOBEPXHOCTHbIX ABNEHWI,
BUAMMbBIX PEHOMEHOB, CKPbIBAIOLLMX N1EXALLYHO B X OCHOBE CTPYKTYPY; OfHUMY
V3 Takunx heHoMeHOoB aBnsatoTcsa addexTbl» (Evans, 1996, p. 84)%.

Puc. 4. NMocTep K punbmy «beckpaitHuii 6acceiin» (2023, pex. BpaHgoH KpoHeH6epr)

Fig. 4. Poster to Infinity Pool. (2023). Directed by Brandon Cronenberg®

HanpauwwsaeTcs napannens ¢ dunbsmom «beckpaliHunii bacceitt» 2023 rofa
(pex<. BpaHaoH KpoHeHbepr), rae Ha eBPOMericKoM KypopTe OTAbIXatoWnM B Kaye-
CTBe pa3BeYeHns npeanaraeTcs cosepllaThb PasNnyHble aMopanbHbIe U KpUMK-
HanbHble MOCTYMKM, HO BO Bpems Cyfa K Ka3Hu NpuUroBapuBatoT CreHeprpoBaH-
HbIX B1ONOrMYecKn ABONHMKOB. CYIMBOMOM AyanbHOCTY B GUAbME BbICTYNaloT

& OpurnHan: «The imaginary is the realm of image and imagination, deception and lure.
The principalillusions of the imaginary are those of wholeness, synthesis, autonomy, duality and,
above all, similarity. The imaginary is thus the order of surface appearances which are deceptive,
observable phenomena which hide underlying structure; the affects are such phenomena»
(Evans, 1996, p. 84).

? NcTouHuk n3obpaxenns: URL / See the image source: https://www.kino-teatr.ru/kino/movie/
hollywood/157233/poster/149562/ (15.12.2025).
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CTpaLlHble MacKK CO CMa3aHHbIMU nLamu. B riHane nponcxoanT CBOero poaa
0bHyneHve repos Yepes a3K3UCTEHLMaNbHble NepexrBanHns 1 yOUINCTBO CBOWX
nnocTacen (Bo3HMKaeT Takoke OTChiNKa K hunbmy «bacceinH» 1969 roaa 1 teme
6e3Haka3aHHOCTY youiALbl). B KoHUenumu /lakaHa ayanbHoe OTHOWEHWE Mexay
310 M IBOMHNKOM B OCHOBE CBOEl HapLUMCCUYHO, MO3TOMY HapLIMCCU3M SBNSETCS
elle OAHON XapaKTepUCTUKOM Nopsiika BOOBpaXKaemMoro, a OH BCeraa conpoBo-
XAaeTcs arpeccuelt: «.. . Hapuyccnyeckoe yaBoeHue, B KOHLE KOHLOB, Bbi3bIBAET
arpeccuto Mo OTHOLWEHWIO K ABOMHMKY, K Nto6oi hopme TOXAECTBA, XOTb B Ka-
KOW-TO Mepe 4peBaToi pasnuyvem. Kak 3ametnn M Po3onato, pesynsratom
3TOr0 HAPLUMCCUYECKOTO CTONKHOBEHMS IBASETCS KEPTBOMPUHOWEHME, YHUYTO-
KeHue IBOMHMKA VW TOTo, YTO ero NOPOXAAET, BO UMs UieanbHoro obpasa. . .»
(AMnonbcknia, 2010, ¢. 75-76).

ropof MOXeT ToXe CTaTb 60MblMM [IpyrviM U NpeacTaTh «kak MHOPOAHOe
NpOCTPaHCTBO, 0bnafatollee BNaCTbio Haf cchepoi KenaHnin YenoBeka, CBs3aH-
Hoe ¢ 6ecco3HaTeNbHbIMU MHTEHLMSAMN U Bbipaxatollee cebst Yepes onpepeneH-
HYH 3HaKoBYytO cucTeMy» (Manas, 2016, . 39). [lpyroin — 370 AMKTAT 3HAKOBbIX CU-
CTeM (93bIKOBOW, CUMBOIMYECKOW), OH MPUHUMMMANBHO MHAKOB MO OTHOLLEHUIO
K 4eoBeKy Kak HeMOCTUKUMOe He-51, TpaHCUEHAEeHUMs M1pa W 1PYroro Yenoseka.
B chunbMe NpoCcTpaHCTBO ropofia Nog4epKHYTO CXeMaTUYHO, OHO HaMEepPEeHHO
YCIOBHO 1 OFpaHmnyeHo nepemeLlieHnsMn reponHIn 13 cobCTBEHHOM CTyaMY
B TallHOe MecTo, rae OHa nosy4vaeT npenapart. [laBneHvie co cTopoHsl C1MBo-
NIVYECKOro NopsifiKa, NPeacTaBNeHHOro U MCKYCCTBEHHbBIM OKPY)KEHWEM ropoaa,
1 TeNecTyaven, a Takke GUrypot CMMBONMYECKOro OTLa — Npoficepa, co3aaeT
BHYTPEHHWI KOHPNWKT, NOAPOOHO ONMCcaHHbIN JlakaHoM.

OpfHako rHan NcTopum okasbiBaeTCst abCOMOTHO AeNE30BCKUM: Noc/e
rnbenu dnmzabet (demun Myp) Teno Coto (MaprapeT Kyonnu) HaunHaeT pas3py-
WaTbCsl; B NaHWKe OHa PELIAEeT CO3AaTh O4epe/iHyio Bepcyto ceds, HO Ha CBeT Mno-
SBNSETCS FPOTECKHBIN TMOPUA — «MOHCTP 3113aChbio». B SpKOM NAaTbe 1 Macke
3n1n3abeT MOHCTP BbIXOAMWT Ha CLIEHY, OHAKO BCKOPEe MacKa CrafiaeT, v 3puTeny
B y)Kace cO3epLaloT ee UCTUHHOe 0bnybe. B xaoce onH 13 3puTeneii oTpybaet
rofoBY 3113achio, U U3 Tena BblNe3aeT Apyras ronosa, noce Yero U3ypoaoBaH-
HOE TeNo 3a1BaeT KPOBbHO BECH 3a/. [epOMNHS NpeBpallaeTcst byKBaNbHO B «TeN0
6e3 opraHoB» — AenepcoHNMULMPOBAHHOE, HE NMEIDLLEE YETKIMX OYepTaHui,
HpbI3KyLLEe KPOBbIO, pacnajatolieecs, Ho cBoboaHOe oT BnacTu CrMBONMYe-
cKoro nopsiaka. [lenésosckas KOHUENUMS UMMaHEeHTHOCTY BCTYNaeT B CUANY: BCE
CyL|eCTBYET B paMKax Of]HOrO niaHa 6biTus 6e3 TpaHCLUEHAEHTHbIX OCHOBaHWA,
CyObeKT BOCMPUHNMAETCS KaK BEYHOE CTAaHOB/IEHNE, @ CMbIC/bl — 3TO COBbITHS
NN PEAKTUBHbIE CUAbI M1aHa UMMaHEHTHOCTU.
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Puc. 5. CKpuHWoOT U3 cunbma «CybcTaHums»

Fig. 5. Still from The Substance?’

AHANN3 KOHCTPYKLUN HEOMU®A B ®UNBME «CYBCTAHLIUA»:
XPOHOTON N APXETUNMDbI

®rnbM «CybCcTaHUMS» MOXHO OTHECTU K Pa3psiay COBPEMEHHbIX HEOMUOB,
MOCKO/bKY FePOVHS 1 €€ OKPYKEHME He TONbKO MaKCMManbHO apxeTUnuyHbl
1 CUMBOMINYHBI, HO U IEKOHCTPYMPOBaHbI. Kntovesyto ponb B hOpMUMPOBaHUN
cneyuguyeckozo XpoOHOMOoNa NrPatoT CLEHbI, MPOUCXOASLLVE B BAHHOW KOMHaTe
rMaBHON repovHN. B 3TOM acKeTUYHOM HBEOCHEXHOM MOMELLEHVN MPOUCXOANT
0bpaa nHULUMaLMM nepcoHaxa dnmn3abet Cnapkn (Jemu Myp) v poxaeHne ee
mononon unoctacu Coto (Maprapet Kyonnu). B MubonormyeckoMm co3HaHum Ta-
Koe npeBpalLlieHyie 1 B LieoM Bceobliee 000pOTHUYECTBO CBA3aHO C NMPUHLMMIOM
napT1uMnaLmnm, onncaHHbIM SltlocbeHom JleBu-bptonem (MOXOKUM CIOKETOM 5iB-
NSeTcs UCTOpUS poxxaeHus AdrHbI 13 ronossl 3eBca). BaHHas KOMHaTa npespa-
WaeTCs B Y310BYH CMMBOMYECKYIO TOKALMIO, CNYKALLYIO MePexOAHON TOYKO
MeXay ABYMS UMOCTacsMM OAHOM NMYHOCTU: Inr3abeT 1 Cblo NpeacTaBnsoT
coboI Hepa3pbIBHOE €AVMHCTBO, YTO MOPOXKAAET COKHOCTY B UX MAEHTUYHOCTH.
JINHeliHas CTpyKTypa CloxeTa npeanonaraeT cobntofeHne BaKHOro npasuna:
«OflHa Hepens Ans OAHOW, Apyras Ans APyro», 4TO OTCbINAET K apXETUMUYHOMY
ctoxeTy Kopbl (MepcedoHbl) nan 3onyLwKu, rae y repouHmn Takke NpucyTcTeyeTt
MOTUB MeTaMopd0O3bl Ha OrpaHNYeHHOe BpeMs, YTO CBS3aHO, B CBOK o4epefb,
C MOTMBOM CMEPTW-BO3POXKAEHNS U MPUPOAHbIMU LMKNamu. [epBoHaYansHo

% NcTouHmk nsobpanenuns: URL / See theimage source: https://www.kinopoisk.ru/film/4860213
(15.12.2025).
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3nun3abeT cneayeT NPeAnnCanHiiio, Ho NCKYLIEHNE OCTaBaTbCs B MOIOAOM 061K~
4w, npeactaBneHHom Cbto, HauviHAeT OKa3biBaTb BUSHKE Ha ee BblOop. 3T
NPUBOANT K CEPbE3HbLIM NMOCNEACTBYISM, O KOTOPbIX €e NpeaBapuTensHo npeay-
npexaany — OCHOBHOE TeNo, MMeHyeMoe «MaTpuLia», Ha4MHaeT NoABepraThCs
M3MEHEeHUsIM, NPOSBASIOLLVMCS YEePEe3 HEKPO3 TKaHEN, YTO COOTBETCTBYET MaH-
POBOW cneundrKe KapTHHbI.

Puc. 6. CkpuHLWOT U3 punbma «CybcTaHLms»

Fig. 6. Still from The Substance

C TeYyeHneM BpeMeHy KBapTrpa MaBHOW reponHW TaKkke npeTeprnesa-
eT M3MeHeHVs. [lepBOHa4YanbHO MHTEPbEP SICHO YKa3biBAET Ha MpUHaLNex-
HOCTb Inn3abeT: poTorpacdumm, NocTepsl U Apyrvie aTpubyThl MOAYEPKMBAIOT ee
BbINyt0 CNaBy, a Takke OTChbiNAKOT K pomaHy Ockapa Yannga «[opTpeT [JopuaHa
[pesi». PeknamHblin 6aHHEp, PACNONOXEHHbI HANMPOTNB NaHOPAaMHOIO OKHa,
OEMOHCTPUPYET N300paxeHe TeNeBN3NOHHOW NporpaMmmbl 3nmn3abeT, 4To
cnocobcTByeT co3paHmto obpasa ee cTatyca B obulectse. C nosisneHvem Cbio
06pasbl Inr3abeT 3aMeHs0TCA GoTorpadrsMm HOBOW FrEPOVHU, @ PeKNamHbIi
HaHHep TakKe npeTepnesaeT M3MeHeHNs. B BaHHO KOMHaTe NosBASeTCs No-
TaliHas ABepb B NomeljeHue, rae Cbio COXpaHseT CBO «MaTpuLy», CKpbIBas
OT OKPY)XatOLLVX MPaBay O CBOEN KU3HW, HTO MOXET CUMBOMYECKN MHTeprpe-
TMPOBATbLCS KaK 06M1acTb 6ecCco3HaTeNbHOro. BaXKHO OTMETUTL 1 MAAHUPOBKY
KBapTMpbl: B LENOM Cama no cebe oHa vMeeT Kpyrosyio hopMy C ANNHHbBIMMY,
NofOOHbIMU NaBUPUHTY, TECHBIMU KOPWUAOPAMU, HTO SIBASETCH CUMBOJIOM ee
Hapuwccrama.

CnepyeT 06paTvTh BHYMaHMe He TONbKO Ha KBApTUPY MaBHOW repounHu,
HO ¥ Ha Apyrvie pa3HoobpasHblie NoKauuy, NpeacTaBneHHble B hunbMe, a Tak-
e Ha HeonpeaeneHHbIi MUPONOrMyeckmii BpEMEHHOW KOHTEKCT, B KOTOPOM

1 YcTouHmk nsobpanenuns: URL / See theimage source: https://www.kinopoisk.ru/film/4860213
(15.12.2025).
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pa3BopayvnBaeTcs CloxeT. ABTOP HaMepeHHO co3aaeT 06pa3 BEYHO COMHEYHOro
Noc-AHmKeneca — ropoaa, 0ONMLETBOPSIOLLEro MeYThl U aMbuLuu. Tem He Me-
Hee B paMKax CHo)KeTa 3TOT MacluTabHbli Meranonmnc n3obpaxeH c HeEOKMaaH-
HOW KaMepHOCTbI0, YTO NMPUAAET NporcxoasiiemMy 6onee MHTUMHbIA 1 NYHbIN
xapakTtep. [115 3TOro ecTb NpUYMHa, T. K. HaTypHble CLEHbl CHUMaNMCh BOBCE
He B KanndopHuw, a Ha tore ®paHuym, Ho aBTOP NoApax@eT acTeTuke fonnmeyaa,
NO3TOMY 3pUTENn He 3amMeqatoT NoAMeEHbl. YTO KacaeTcst BpeMeHu AeicTBYs, TO
aBTOP MOCTOSHHO 3aMyTbiBaeT HAC C MOMOLLBIO KOCTIOMOB, MHTEPLEPOB U MPOYMX
MapKepoB 3MOxW. Tak, In13abeT aBnseTcs Beayller nonynspHoin huTHec-nepe-
Aaum (@3apobukn), oaHaKo B peanvsx ABaALaThix ronos XXI Beka CnoxHoO npep-
CTaBWTb, YTO TAKOe LWOY MOXET BbIXOANTb B 3DUP — NMOAOOHbIN BUHTAKHbIN
0bpa3 MeamnaKynsTypbl 6onblie xapakTepeH Ans TenesuaeHns 1980-x. KocTiombl
3nm3abeT Takke HanpsMYO YKa3biBalOT HaM Ha [laHHbI KOHTEKCT, B ee 0bpa3ax
AOMVIHUPYIOT OHOTOHHbIE SPKME NpeaMeThl rapaepoba, CI0BHO OHa He XXUBOW
4enoBsek, a Mofenb C 06NOXKKN. ITO KacaeTcs Kak NoBcefHEeBHbIX 00pPa3oB, Tak
1 CMOPTMBHbIX KOCTHOMOB, B KOTOPbIX reponHs paboTaeT nepes kamepamu. B 1o
e Bpemst Mbl MOXEM BUAETb, Kak In13abeT BOAMT BNOMHE COBPEMEHHbIN aBTO-
MOOUMb U UCMOMB3YeT CMapTdOH. Bce 3T 31eMeHTbl MOXHO OTHECTY K Xy[0Ke-
CTBEHHbIM NpreMamM KOHCTPYMPOBaHWS HEOMUMONOMMYECKOTO, CUMBOMYECKOTO
NpOCTpaHCTBa (B nocneaHee Bpems B KMHOMaHTacT1Ke CTan NonynspeH Takow
npuemM cMelWmnBaHms TEXHONOMMYHOCTU N BUHTaXHOCTUY). Mosenerre Cblo Me-
HsieT 0bpas «anbTepHaTUBHbIX BOCBMUAECATBIX», YTO YETKO NPOCAEKMBAETCS
B rapaepobe Monoaoin AeBYLIKW: MNOSBASIOTCS KOPOTKME TOMbl U BallkepcKmne
KOCTIOMbI 13 YePHOW NaKOBOW KOXM, @ TAKXKEe 3NEMEHTbI COBPEMEHHOCTU. TaKuM
0bpa3om, Mubonornyeckoe Bpems B dhunbMe xapakTepusyeTcs NCKMOUNTENb-
HbIMV COBBITUSMMU, PA3HOBPEMEHHOCTbBIO M LIMKAMYHOCTBIO, 1 €ro N10rMKa Noa4M-
HeHa BbiCLWel Leny — TpaHcopMaL i reponHu.

2 ABTOPCKUIA TE3UC O BUHTAKHOCTY KaK XyAOXKECTBEHHOM NpueMe B COBPEMEHHOW Hay4YHOM
(baHTaCTVKe OCHOBBLIBAETCS Ha KOHUEMNUMM HOMaAK3Ma, HO MOCKO/bKY Pa3BepHyTas apryMmeH-
TauMs He BXOAMT B 33[1a41 [JAaHHOM0 MCCNe0BaHWs, CM. NoapoOHee B CTaTbhe, e PacCyaeHus
3TV npeacTaBnerbl (CTpoesa, ApoHWH, 2025, C. 6-21).
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Puc. 7. CkpuHWOT u3s punbma «CybcTaHums»

Fig. 7. Still from The Substance®

Apxemunsl NpeacTaBneHbl B rbMe PasnnyHbIMU 31EMEHTaMN, B NEPBYHO
oyepefb, 3T0 06pa3 Hapyucca U Momua 3epkand: IN3abeT BONNOLWAET apxeTun
Hapuucca, NocKombKy ofjepxinMa CBOEI KpacoTow 1 BHELIHOCTbIO. [TOMUMO TOTO,
4TO 3TO UNMOCTPALMS CTagnuW 3epKkana no JlakaHy, hopM1poBaHve ABOMHMKa
W T. 4., apxeTun paboTaeT v Kak CYMBOA TMNepTPodrPOBaHHON O4EPKUMOCTH
CBOMM 006pa30oM, NPUBOAALMM K CAMOPA3pPYLIEHMIO U BHYTPEHHEMY OMyCTO-
WweHuto. ITO, B CBOKO O4epefb, NPMBOAUT K COLMANBHON 130NSUMM NepcoHaxa,
4TO SPKO MAMOCTPUPYETCH MHTEPLEPOM KBApPTMPbI INM3abeT, koTopas 6onblue
HanoOMMWHAET akBapUyM, HEXENM YIOTHbIN JOM. TaK e, Kak 1 Ntobo aHTUrepon,
nm3abeT nuieHa TpaHcPOopPMaLMK; MHbIMKM CIOBAMU, BCE UCTbITAHWS OCTaBNs-
IOT ee HeMoABWKHOMN, U B 3TOM 3aK/t04aeTCs ee Tparegus, Befb oHa norubaer,
TaK 1 He V3MEHMBLUUCh.

Cumsonuka 3meu 8 obpase Coto. B cBoto o4epenib, Cbto ABNSETCS MHOMO-
CNOVIHBIM NEPCOHAXEM, W NerKo 3aMeTUTb, Kak YacTo B Kagpax co Cbio MenbKatoT
BM3yanbHble CMBOMbI 3Men. Bo-nepBbix, NepBoe nossneHve 3MenHoro obpasa
MOXHO pacLeHVBaThb Kak cCOpOC CTapoi KOXM, T. K. OHa He MOKPbITa KPOBbIO
1N BHYTPEHHOCTAMW MaTpWLbl; BbIAENEHNS 3T HaNOMUHAIOT, CKOpee, CK3b
3Mel nocse NMHbKN: NoHavany 3ves, copacbiBatollas CBOK KOXY, CTaHOBUTCS
CMMBOIOM OBHOBMEHMS, 3BOIOLMN 11 CAMOCOBEPLIEHCTBOBaHMS. BO-BTOPBIX,
Cbio perynsipHo HOCUT CUMHWIA LUENKOBBIN XanaT C U306paxeHneM KMTancKoro
30/10TOrO APaKOHa, YTO, B CBOKO 0Yepefb, MOXHO TPAKTOBATL KaK BOM/IOWeHNe
«/Hb» — KEHCKOro Havana unw xe, ecnn obpaulatscs K FOHTY, AHUMON. Beab
nmeHHo Cblo, a He 3nm3abeT, NprBAeKaeT BHUMaHNe BCEX MYXYUH. B-TpeTbuX,
cueHa ¢ nosieneHnem Cblo B KOXKAaHOM KOCTIOME YepHOro LBeTa C MOHYeN
Ha CrunHe MeTaOpPUYHO BbI3bIBaET accoumaumm ¢ ApeBHeernneTckM 6orom

B McTouHmK nsobpanenuns: URL / See theimage source: https://www.kinopoisk.ru/film/4860213
(15.12.2025).
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Anoducom. Anoduc, Kak CUMBON Xaoca 1 pas3pyLieHus, MOXeT NpeacTaBiaTh
TeMHble CTOPOHbI MY)XCKOTO Havana (AHMMYC), Takue KaK arpeccus, nogaBneHne
1 KOHAUKT. XKeHWMHa CTanKMBaeTCs C 3TUMU acnekTamu AHUMYCa BHYTPH
cebs, YTO MOXET BK/IOHATb OCO3HAHME CBOMX CTPAXOM U MHCTUHKTOB, KOTOPbIE
HEOOXOAVMMO UHTErPUPOBATH /1% AOCTKEHUS BHYTPEHHEro paBHoBecHs. Mpsi-
MO€ NMPOTUBOCTOAHME MaTPULl INn3abeT 1 ee nnoctack Cblo MOXKHO paccMma-
TpuBaTb Kak MeTadopy 3mes Ypobopoca, TpaKTyeMoro IpnxomM HonmmMaHHOM
KaK repMadpoanTHOE CyLLecTBO, JOMUHUPYIOLLErO B apXxauniyeckon Mmudonorum
1 KONNEKTUBHOM Becco3HaTenbHOM, SBASIOLErocs ONnLeTBopeHvieM Bennkoi
MaTepu (HoimaHH, 2021). KoHuenums Ypobopoca, NpeacTaBAstowero BeYHblii
LMK KU3HN 1 CMEPTH, TaKoKe MOXKET ObITh NpriMeHeHa B oTHowWeHKM Cbto. Chio,
CTpeMsiCb M3bexaTb CTapeHNs 1 CMepTH, CO3aeT CBOK COOCTBEHHYIO NOBYLLKY,
Il OHa NbiTaeTcs n3bexaTb Hen3bexHocTu. Ho B Tore cMepThb 1 pasnoxexue
CTAHOBATCS HEOTHEM/EMOM HaCTbiO ee CyL|eCTBOBaH NS

Komnnekc dnekmpel Coto. Inn3abeT sBnsieTcs MeTadopryeckon MaTepbto
Cblo, a NpoftoCcep XapBaw, B CBOIO 04epefb, ABNSeTcs ee MeTadopnyecknm OTLOM.
MOXHO NPeanonoXMTh (M3 OTCHINKY B VIMEHM Ha NeYvanbHO M3BECTHOMO Npotoce-
pa XapBu BalHWTeNHa), 4TO Mexay HUM 1 In13abeT BnosHe Morna ObiTb MHTUM-
Hasi CBSA3b, HE OTPULLAIOLIASA MHTEPEC XapBU 1 ero KenaHwve 3anoy4mnTb KpacoTky
A5 CBOEro Woy. [103ToMy € nosiBneHrem Cblo Mbl BUAMM KaK «[104b» 3aMeHsIeT CO-
601 «<MaTb», 4TO B NOCNEACTBNM BbI3bIBAET CONEPHNYECTBO MeXY HUMY, N0A06-
HO CtoXeTy B MUbe 06 InekTpe. Kpome TOro, Mbl MOXeM paccMoTpeTb Inn3abeT
KaK XeHLLVHY, KOTopasi MPONyCTIa CBOM BO3PACTHOW KPU3WC 1 3acTpsina B ny-
bepTaTe, T. K. He Npolina Yepes bronormyeckoe cobbiTne — poxaeHve pebeHka.
W Torga nonyyaetcs, 4To ¢ nosieneHviem Cbio OHa BbIHY)X/AEHO B3pOCeeT, OiHaKo
Cbto NpeacTaBaseT coboi Takyto xe NybepTaTHYIO NMYHOCTb, Kak 1 Inmn3abeT, 4To
BbI3bIBAET MEX/Y HUMU KOHMAMKT C TParMvyeckuMm nocneacTsusMm ans obenx.

JlekoHcmpyKyust Mughonozudeckozo Kauwe. B nepsyto oyepespb, CTOUT OT-
METUTb HETUMMYHYIO MeTaMopdo3y repoviHn. Eciv cpaBHuBaTh «CybCTaHLMIO»
¢ MoTnBOM Kopbl-TepcedoHsl 1nn 3onyuiku (CHErypoUKn), rae ecTb MOTHB Me-
TamMopdOo3bl B «/1y4LLIYHO» BEPCHIO Cebst Ha OrpaHMYeHHOe BpeMmst, TO MOXHO Bbl-
AennTb ABa pa3nnyus. Bo-nepsblx, 06bI4HO METaMOpPdO3bl NpeanonaratoT coboi
NpUBsSI3KY K CBETOBOMY AHIO WAV OMpefeneHHOMY BpeMeHu rofia. B KuHoneHTe
e BblAeNeHa Lenas Hefens, 4To JOBO/IbHO MHOMO B CPaBHEHUM C APYTUMM NPU-
Mepamu NpeBpalleHnii. Bo-BTOPbIX, CaMOM IEKOHCTPYKLMEN MOXKHO CYMTaTb TOT
aKT, 4To Teno Inm3abeT He NOMONOAENO C MOMOLLbIO Npenapata, a poanIo
113 CBOEN NNOTH HOBOE Mosofoe Teno Cbto. MoTvB MeTamopdo3bl npeanonaraet
M3MEHeHVs PU3MYeCcKme UK NCUXONOTMYECKIE, HO CO3AaHKs HOBOM 000I04KN
He TUNUYHO ANs AaHHOro Knwe. CaMa uaest POXAEHWS HOBOMO Tena 13 naoTu
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3nmn3abeT npeactasnseT coboit He NPocTo Brnyeckoe npespalieHue, a co-
3[1aHVie HOBOW PeanbHOCTY, e CTapoe «s» 1 HOBOE «si» MOTYT CYLLeCTBOBATh
0f]HOBpeMeHHO. 3To noaHvimaeT hrnocohckme Bonpocsl O TOM, HTO 3HAYUT
HbITb COBON N KAaKOW YaCTblo CBOErO «5» Mbl MOXEM NpeHebpeYb, NpUHUMas Ho-
Bble hopMbl. Takoe BoCnpusaTHe MeTaMopdOo3bl NepeoCMbiCaseT CTaHaapTHbIe
KnvLwe o TpaHchopMaLyn: BMECTO TOro HTODbI MOAYepPKNBATH UAEK O TOM, HTO
HOBOE «5» ABNSETCA YNyYleHHON Bepcurel cTaporo, «CybcTaHums» akLeHTpy-
eT BHUMaHWe Ha MHOTOCNIOMHOCTIN HYeN0BeYeCKOM UAEHTUYHOCTI U CIOKHOCTY
BHYTPEHHWX N3MEHEeH . Takum 0bpa3om, B «CybcTaHuUmm» MeTamopdo3a repo-
VIHW CTAHOBUTCS HE TO/IbKO NPOLECCOM U3MEHEH VIS, HO U TyDOKUM OTpaxeHnem
BHYTpeHHeln ee 60pbbbl U CTPEMEHNs K camouaeHTdUKaUmK. YBennyeHHas
ANUTENBbHOCTb METaMopd0o3bl U YHUKaNbHAs NPUPOAA POXAEHVIS HOBOTO Tena
KaK anbTep-3ro Co3/atT MHHOBALMOHHbIN MNOAXOM K 3HAKOMOMY MOTVBY, NOf-
pasymeBas bonee CNoXHbIe ¥ MHOFOrpaHHbIe BOMPOCh! O TOM, YTO 3Ha4YUT ObITh
4EN0BEKOM U KaK Mbl BOCMIPUHMMaeM cebst B xofie TpaHchopMaL|nid, B TOM Yncne
TPAHCTYMaHUCTUYECKIX.

MPOB/NEMA AEFYMAHU3ALUM XXEHCKOTO TE/IA B COBPEMEHHOM
KWHEMATOTPAGE N TAPMOHU3AL S 4YA/IBHOCTY B BAJIETE
HOPUS TPUrOPOBUYA «JIEFEH/A O JIIOEBMU»

®dunbm «CybcTaHums» TpaHCcAMpyeT npobnemy TpaHCrymMaHu3ma
M oerymMaHm3aumnm eHCKOro Tena Ha CTaguu BblpoXaeHus obpasa Tena
B CTATyC CUMYNSKPa, K Yemy He pa3 obpallannch kKuHemaTorpaducTbi. Tak,
B 2005 rofy Bbilen poccuincknin dmnom «Mbinb» pexxnccepa Cepres /lobaHa,
KOTOPbIV B HEKOTOPOW CTeneHu NpeaBocxuTni npoekt Kopanu dapxa, oT-
pa)kasi NakaHOBCKMIA Te3nc 0 Boobpa)kaeMoM, OKasblBatolleM Ha cybbekTa
o4apoBbiBatollee Bo3aencTeme. NogobHas Moaens bbina co3naHa v B KapTuHe
«HeoHOBbIN AemMOH» Hukonaca BuHanHra PedHa (2016), roe pexuccep
BOCMPOW3BOAUT CUMBONMYECKMIA MUP MOfbl, @ TENO MaBHOM reponHn — halH-
MOZeNN, CTAaHOBUTCS fieryMaHn31poBaHHbiM 06EKTOM CYMBONMYECKOro 06MeHa,
Tepsas caMo-TOXAeCTBEHHOCTb. CnaBoi XXikek Ha3Ban NogobHbIN dhdekT
«MeCTOM HEBO3MOXHOI CyGbEKTUBHOCTUY: «...3pUTE/b BHE3AMHO BbIHYX/AEH

* Tema TpaHCryMaHv3Ma packpbiTa, Hanpumep, B cepuanax «Pasgenerue» (2022) n «4epHoe
3epkano» (2011-2024). leTanbHbl UX aHanM3 B KOHTEKCTe hrunocodum co3HaHms npeacTas-
NeH B HECKONbKMX NybanKaumsx 0fHOro 13 aBTOPOB AaHHOW cTaTbu. CM.: (CTpoesa, 2018a;
CtpoeBa, 2018b; CTpoeBa, ApoHUH, 2025).
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NpY3HaTb, 4TO B JAHHOM NPOCTPAHCTBE ANEreTUYECKON PeansHOCTH He MOXET
6bITb CybbeKTa, HaxoAALLerocs B TOUKE, U3 KOTOPOW CHAT 3NM30/1»; TaknM 06-
Pa30M, KOHCTPYMPYETCS MECTO «HEBO3MOXHOM CYyObEKTUBHOCTH, NpuaatoLLen
06BEKTUBHOCTY OTTEHOK HEBbIPA3MMOro, YyAO0BULIHOIO 31a» MKiukek, 2014,
c. 134-135).

Puc. 8. Kagp u3 ¢unbma «<HeoHOBbIN AeMoH» (2016), pex. Hukonac BuHguHr PecdH
Fig. 8. Still from The Neon Demon. (2016). Directed by Nicolas Winding Refn*®

[.H. BeTpos, aHanu3vpys hunbM, NUWET CAeaytoLiee: «. . .KTIoYeBbIM aBe-
HVEM B KMHOTEKCTe PedHa sBnseTca Hekoe “Wwoy’, B KoTopoM [Dxreccu [rnaBHas
reponHs] cnepsa BbICTyNaeT CyObeKTOM 3penuiLa, a 3aTeM ero y4acTHUKOM.
MprMeYaTensHO, YTO 3PUTENIO, HECMOTPS Ha roBopSiLLee 3a cebs aBneHue (Lwoy —
«MOKa3, JeMOHCTPaLVS»), OHO NMPaKTUYECKM OCTaeTcs HeflOCTYMHbIM. B nepsom
cnyyae, U3 TOro, YTO YAAETCS Pa3NNymUTb Ha IKPaHe B XKECTKOM MepLaHumn CTpo-
Hockona: N1k Napsiiee B BO3ayxe CKOBaHHOe OOHAKOM Teno akpobara, 1 pe-
aKLMW NepPCOHaXeN, 4aHHbIX KPYMHBIMU U CPEAHUMM NAAHAMU; U peaKLMmn 3TV
(packpbiTble OT YAVBAEHUS POT W F1a3a, CMEHSHOLMECS YbIOKOW 1 BOCTOPIKEH-
HbIM MONYCMEXOM) ABHO HE COOTBETCTBYIOT TeM parMeHTam Loy, YTo AOCTyN-
Hbl 3pUTeNto. [Ineresnc cLeHbl OKasblBAETCS ABHO WUPE, Yem ee BU3yanm3aumns:
CO3/aEeTCH OLLyLEHME, YTO KMHOTEKCT ONEPUPYET CKOMMUYECKMM PEXMMOM, Bble-
NSOLLMM [Ba NNACTa BU3YaNbHOMO: YTO 3pUTENb BUAUT, 1 HTO MY BUAETb He [J0-
3BO/eHO» (BeTpos, 2019, . 147). HeuTo nofobHOEe NMPOoUCXOAUT Ha NocieaHem
woy B punome «CybCcTaHUMm», TONBKO C NOMOLLbI0 MPUEMOB G U3NON0rNYECKOro

> cTouHmK n3obpaneHuns: URL / See the image source: https://daily.afisha.ru/cinema/2404-
neonovyy-demon-nikolasa-vindinga-refna-strashnaya-skazka-pro-modeley/ (01.10.2025).
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6oan-xoppopa — ByKBaNbHOIO PasNOXKeHNs 1 pacnafa Tena: B Kaape Mbl BUANM
nybAnKy, Ha KOTOPYHO 0BPYLWIMBAIOTCA MOTOKM KPOBU (O YEM FOBOPUOCH BbILLIE).

Takum 0bpasom, hunbMbl Papxa 1 PecdHa BLU3yanusnpytoT npobnemy ae-
ryMaHW3aLmyi JKEHCKOIo Tena, YTo SBASETCS CNeACTBMEM TUPAKVPOBAHNS Me-
Av1a006pa30B B KOHTEKCTE BCENOIMOLLatoWLe BNacTy CUMBOIMYECKOTO NMOPSIAKa.
KnHomeTadopbl akTyanu3npyioT Temy AerymMaHu3alum Ha KOHKPETHBbIX NpruMepax
(DYHKUMOHMPOBaHNS MeANaVHAYCTPYN, OHAKO TeHAEHUMS 3Ta PaCcNpoCTpaHs-
€TCs 1 Ha COBPEMEHHYIO Ky/bTYPY B LIESIOM.

Puc. 9. CkpuHWoT us cunbma «CybcTaHums»

Fig. 9. Still from The Substance'®

Tema CMMBOMYECKOTO Pa3ABOEHYIS TMYHOCTI C COMYTCTBYOWMM MOTUBOM
3epKana B Ky/nbType BeyHa: B Mudonorny — 37o nereHga o Hapuucce, B ckasoy-
HOM (hONbKIOpe — NCTOPUS Madexy BeNoCHEXKM 1 3epKanbLa Uan, B nepenoxe-
HuM A.C. NMywknHa, «Ckaska o0 MEPTBOI LiapesHe 1 0 cemu boraTbipsx» («CBET MO,
3epKanbliel cKaxu / fa BCo NpaBay LONOXMW»), B NUTepaTyPHbIX MPOMU3BEAEHNSX
Ockapa Yainobaa — Tpareauns [lopvaHa [pes unv ypoanmMBoro Kapamka us «/Hs
poxaeHus ViHbaHTbl», yMupatoLlero T pa3pbiBa Cepaua npuv B1ae CBOero 3ep-
KanbHOro OTpa)keHuns. Mcuxonornyecknin aHanma eHomeHa ABoNHMYecTBa
B pomaHe «[opTpeT [lopviaHa pesi», OCHOBAHHOIO Ha ABAEHUW BUHAPHOTO
apxetuna, bbin npeanpuHAaT B cTaTbe [LP. KoHCOHa, rae aBTop NUWET O TOM, YTO
«B pe3synbTaTe pasgBoeHus co3HaHus [JopuaH, HaxOAWBLUMIACS B COCTOSHIM
MOCTOSIHHOMO eAVHOBPEMEHHOIO KOHTPACTa, XMW/ KaK Obl ABYMS XU3HAMN: re-
AOHUCTUYECKOW 1 CTPafanbyeckoi. .. Tparnam BTOPOK BONHbI pa3paboTku 3a-
KNtO4aeTCs B ellle bosblueM, Mo CPaBHEHWMIO C IKCMO3VWLMEN, HAKOMAeHWUN 3HTPO-
nvu, KoTopas B b1MHapHOM apxeTwne YenoBeka-AbsBoNa Hapywuna v 6e3 Toro
3bI6KOE COOTHOLWEHME MPEKPACHOro 1 YPOLIVBOTO, B pe3ynbTaTe Hero y)xacHoe

% NcTouHmk nsobpanenuns: URL / See theimage source: https://www.kinopoisk.ru/film/4860213
(15.12.2025).
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B xapakTepuctuke [JopunaHa ctano AoMuHUpYowmm» (KoHcoH, 2014, c. 1158).

OYeBU/HO, 4TO MOTUB 3epKana — CIOXKET apxeTUNUUYECKUiA, AeMOHCTPUPYHOLLMIA

rnybrHHbIe NPoLeccs GOPMUPOBAHNS TMYHOCTM CO BCEMU COMYTCTBYIOLLIMMM Na-
paflokcamu 1 NpoTMBOpeYMaMIA. TpaanLMS NCCNefoBaHNs TeMbl ABONHNYECTBA

A0CTaTOYHa 06LWVPHa, NO3TOMY ObIN0 Bbl OPUTMHANBHO NPYBAEYb K Halllemy aHa-
NV3y MeHee 13BeCcTHOe BOM/OLLEHNEe MOTMBa — baneT HOpus [puroposuya «/le-
reHaa o MobBK» Ha NMBPETTO HasbiMa XMKMeTa, KOTOPbIV EMOHCTPUPYET TeMy

AyanbHOCTW Yepes [IByx cecTep ¢ hUHaNbHON rapMoHM3aLmMelt pa3nBoeHHOCTH

yepe3s xepTBy!. Mapannens drnbma C 6aneToM HTEPECHa elle Vi B KOHTeKCTe

PacCMOTPeHMs aCNEKTOB BU3YaibHOMO BOM/IOWEHWS TeNeCHOCTH, COOTHOLIEH NS

anoNNOHNYECKOrO U AMOHUCUIICKOTO 3neMeHToB. Kpome Toro, HeCMOoTpst Ha To,
4TO 3TO COBEPLIEHHO Pa3Hble MPOW3BEAEH NS, POXIEHHbIE B Pa3HbIX Ky/bTypaX,
COUMANbHbIX KOHTEKCTaX 1 3MoXax, OHY TeM He MeHee CBsI3aHbl apXeTUnMYecKmum

CIOETOM, a Tatoke NPobeMaTKON NepeocMbICNeHNs TeMbl AyanbHOCTU, NPYBO-
asuen nbo K rapMoHU3aLmm, NMH0o K paspyLlieHnto TMYHOCTK, YTO aKTyanbHO
B KOHTEKCTe COBPEMEHHOI0 HOMaAM3Ma 1 NOCTIYMaHVCTUYECKOro Kpu3mnca.

Puc. 10. CueHa u3 6aneta «/lereHga o Nt06BM» B NocTaHOBKe HOpusi Mpuroposuya

Fig. 10. Scene from the ballet A Legend of Love. Directed by Yuri Grigorovich*®

' «JlereHpa o ntobBK» — BTOpOI baneT tOpus Iprroposrya — Obin BNepBsble NokasaH 23 MapTa
1961 roga B /leHVHrpagckom TeaTpe onepol 1 6aneta vm. C.M. KripoBa (HbiHe MapuuHckmii). /ln-
6peTTo No MOTVBaM CODCTBEHHON OJHOVMEHHOW MbeChl COYMHWI, KaK OTMeYeHO Bblille, Apa-
MaTypr HasbiM X1KMET, My3blKy — komnosuTop Apric Mennkos. iHdopmauws ¢ caiita bonbuuio-
ro Teatpa: URL: https://bolshoi.ru (15.12.2025).

8 YcTouHmK n3obpaxerus: URL / See the image source: https://bolshoi.ru/en/performances/
ballet/Legend-of-Love (15.12.2025).
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[leiicTBue 6aneTa pa3BopadvBaeTcs BO ABOPLE Lapulbl MexMeHs bany,
rae uapuT ckopbb, Tak Kak npu cMepTu Mnaguwas ee cectpa WvipuH, Ho nosiens-
eTCcsa He3HaKoMeLl, KOTOPbIV bepeTcs M3nevnTsb NPUHLECCY, 3a YTO OH TpebyeT
OT LapuLibl 0TKa3aTbCst OT CBOEI KpacoThl paaw CraceHuns cecTpbl. [locne My4n-
TenbHbIX KonebaHWi Lapuia cornawaeTcs, U He3Hakomel, Bo3BpallaeT LUnpuH
KOKM3HW. Ha 4BOPLOBOM NNowaan MonoaoM XyaOKHUK Depxaf BCTPeYaeTcs C La-
puLen Mexmena baHy 1 npuHueccot LUnpuH, 1 0be oHYM B oHOLY BNOBASIOTCS.
OfHaKo OH, eCTECTBEHHO, OTAAET NpeanoYTeHyvie npekpacHo LLnpuH, koTopas
cornalaeTcsa ¢ HUM Ha nober u3 agopua. Y3HaB 06 3ToM, Busnpb coobuiaeT Ho-
BOCTb LiapuiLle, KOTopas B MblNy PEBHOCTM NpUKa3biBaeT M310BMTh bernelos. Lia-
puvla cTaBuT nepea ®epxafoM HEBLIMONHMMYHO 3adaqy: NoAyYUT LUMPUH B XeHbl,
TONbKO NPOBUB ropy 1 Aas NtoasM BOAY BO BpeMs 3acyxu. depxaf BbibupaeT gonr
1 YXOAWT B ropbl, BCE CKNOHSIOTCS NMepeq ero BeNKUM CaMOMNOXepPTBOBaHNEM,
a WWnpwH ocTaetca BO ABopLE.

O6bEKT NtobBM 0benx cecTep — XyAOKHVK — onuueTsopseT cobot CMBO-
NNYECKMI MOPSIAOK, a Kpacnaas cecTpa — Boobpaaemblid 06pa3 A. HacToswmi
0bpa3 4 (uapurua, NoXxepTBOBaBLWas cO60M) CTPEMUTCS BOCCOEAMHNTLCS CO CBO-
M CTapbiM 3epKasbHbIM 06pa3oM — NPeKPacHbIM 1 MAEaNbHbIM, 4TO U NPONCXO-
ONT B KOHLIE, @ XyAOXKHUK BblOMpaeT obuiecTBeHHoe 6naro. HecuacTHbIN KOHeL
OKa3bIBaeTCs CHACTIMBbLIM, T. K. Ir0 0B6peTaeT CBOO LieNI0CTHOCTb, B TO BpeMs
Kak B hunbme «CybcTaHuMs» LeNOCTHOCTb Pa3pylaeTcs, NpOnCXoanT byKBanb-
HbIA pacnag AMYHOCTU, TENO NepectaeT UMeTb oYepTaHns, obpas 9 He MoxeT
06pecTn NAEHTUYHOCTb U NornbaeT, NosBAseTCs NoAudOHNYecKoe Teno nnm
Teno-6e3-opraHoB. siBaseTcs N1 oHO obpa3om BeccosHaTensHoro? Ha nep-
BbI B3rN5/, MOXET NOKa3aTbCsl, YTO 3TO MPYUBbIYHbIV XTOHUYECKUIA MOHCTP,
HO B hunbMe HeT 0bpa3a becco3HaTeNbLHOro, NOCKObKY Haflo BCEM BNACTBYET
CumBONMYecKnin nopsiiok. OH OpraHusyeT Tena, BHeAPsSs B HAX MEXaHV3M — He-
CNy4aliHO reponHs 3aHNMAEeTCs PUTMUKOW BHE BpEMEHM, Kak 1 B banete — mc-
KyCCTBE anonfoHUY4eCcKoM — Teno CTaHOBMUTCS 3CTETUYECKNM OOBEKTOM, OYATO
NnWasch CBoel TenecHoCcTu. Tak, y Fpuroposmnya abcTpakTHoe Teno baneputsl
CTAHOBUTCS MHCTPYMEHTOM A5 CO3aHns OpHameHTa, apabCckoli BA3W 1 Kan-
nnrpadun, a UBETOBOE pelleHue cleHorpabyr BbIBEPEHO C HEOOLIKHOBEHHOM
TOYHOCTbI0. BOCTOYHas NpuTHa, MO KOTOPOW HanncaHo NMMbpeTTo, NpeacTasns-
eT coboit nepepaboTaHHbIV MM, MO3TOMY CIOXKET 3[1ECh HE ABNSETCS B MOMNHON
Mepe HappaTVBOM, a, CKOpee, CUMBOINYECKM 1 apXeTUNMYeCcKy 1eMOHCTpUpyeT
CTPYKTYPY NCUXMKKM. ECAn xaHp boam-xoppopa npeanonaraeT B 6onbLiein ctene-
HW MCMONb30BAHVIE 3CTETUKM IMOHNCUIACKOTO TeNa C 0CTaTO4HbIM KONIMYEeCTBOM
DU3noNOrK 1 KPOBMK, a TakKe KpacHOro LBeTa, TO B 6aneTHOW NocTaHoOBKe
LIBETOBAs CYMBOSNKA TakKe pasfenseTcs Ha KpacHoe v ronyboe, rae nepeoe —
3TO AVIOHUCWIACKas Tpareans, a BTOpoe — WAN03Ks anosioHUYeckoro Havana.
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Puc. 11. CueHa u3 6aneta «/lereHga o Nt06BM» B NocTaHOBKe HOpusi Mpuroposumya

Fig. 11. Scene from the ballet A Legend of Love. Directed by Yuri Grigorovich*

B dunbme UBETOBAs CYIMBOMMKA UTPaeT HEMaNOBaXHYIO POfb: In13abeT
BoMnouwjaeT coboli naean3vipoBaHHOE NPOLWOE, MOITOMY MOXHO YTBepXaaTb,
4TO ee 0bpas, a TaKxke BCe, YTO ee OKPYKaeT, HeceT B cebe anonnoHnyecKkoe
Havano, onucanHoe ®. Huuwe B «PoXaeHUN Tparegnu 13 gyxa My3biKu». 3Ta
CYLLHOCTb lyYLUe BCEro NposBASETCS B CLieHax CbeMOK Nepepayn «Sparkle your
life»: oHa BbICTyNaeT B cvHe-ronybom KynanbHUKe, 3BYKOBOE CONPOBOXKAEHME
rapMOHMPYET C BU3YyaNnbHOW 3CTETUKON WOY, KOTOPOE, HECOMHEHHO, NpuBne-
KaeT BHMMaHME K XEHCKOW TeNeCHOCTH, HO NNWEHHOW SPKO BbIPaXXeHHOTO
ceKcyanbHOro NOATeKCTa. Takke cnefyeT OTMETUTb, YTO My3blKanbHas Tema
WOy OTChINAET K 3BYyYaHV0 BOCbMUAECSATbIX, YTO NNl MOATBEPIKAAET TE3MChI
0 €ro anoNoHNYeCcKon Npupoae. B otnmyme ot aT10r0, Wwoy Chto «Pump it up»
SBNSETCA NMOMHOW NMPOTUBOMONOXKHOCTLIO 1 HECET ANOHNCUINCKOE Havano,
npeacTaenstolee coboi NOPbIB, OMbIT, KOTOPbLIM PaspyllaeT orpaHuyeHus
V yCTaHaBNMBaeT rapMoHUIo Yyepes xaoc. KoHhankT mexay Cbto 1 Inu3abet
POXAaeTcs He TOMbKO Ha BM3YyanbHOM, HO 1 Ha ayaManbHOM YpoBHeE. 3aech
Mbl BUAWM, KaK Gapa CTankvBaeT 3aBOAHOE 1 nerkoe GaHKoBoe 3ByYaHue
C NepEerpy»XeHHbIM U TYCK/bIM 31eKTPOHHO-TaHLeBanbHbIM )aHPOM, CO3aBas
MOLLLHbBI/I KOHTPACT, KOTOPbIN MOAYEPKMBAET MPOTUBOCTOSHIME ABYX MOAXOA0B
K KM3HW 1 caMOBbIpaXKeH 0. Taknm 0bpa3om, Tpareans KOHMAUKTa Mexay
Cbto ¥ dnmn3abeT pacKpbiBaeT He TONbKO MPOTUBOCTOSIHUE X UAEHTUYHOCTEN,

¥ WcTouHmK n3obpaxerus: URL / See the image source: https://bolshoi.ru/en/performances/
ballet/Legend-of-Love (15.12.2025).
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HO ¥ Bonee rnybokyto 6opbby Mexay ANONNOHOM U [IMOHUCOM, OTpaas oc-
HOBHble Maeu Huililie 0 CNOXHOCTN YeN0BeYeCKOW NPUPObl U HEOBXOAMMOCTI
Avanora Mexmy AByMs 3TUMU NOCaMu.

3AKNHOYEHUE

Takum 06pa3om, Gunbm «CybcTaHUMs» BbICTYNaeT He TONbKO B KayecTse
MaHubecTa GemMnHN3Ma, HO U MOXKET BbiTb PACCMOTPEH Kak MHOTOCAOWHbIN
apTedaKT COBpeMEHHOI MefinaKynbTypbl, Npeanaratolimin pasHoobpasHblid 3cTe-
TUYECKNIA OMbIT, @ TAKKe OTKPbIBAIOLLMIA BO3MOXHOCTI Ans Honee rnybokux hu-
NOCOMCKNX pasmbllineHuii. C 0aHOM CTOPOHbI, PUABM 3aHUMAETCs 3HAYMMbIMK
coumanbHbIMK TeMaMK, CBI3aHHbIMY C BNACTbiO Meara 1 NpeBpalleHnemM Tena
B lEryMaHM3MpPOBaHHbIV CUMYNAKP B YCNOBUSX MOTPEOUTENBCKOM KyNETYPbI,
a Tatoxke C npobaemMamyl repoOHTONOT MW 1 OUOITUKM, HTO NEXUT Ha MOBEPXHOCTY.
C Apyrol CTOpOHbI, NpOBefeHHbIV aHann3 nokasan, YTo KuHonpowv3eegeHye Ka-
ponn @apia Br3yannsmpyeT nepeceyeHme naKaHo-Aen&30BCKOro AUCKypca, T. e.
€030a€eT HOBYIO KMHO-MO/1e/b, KOTOPAs, Mest B OCHOBE CBOEl (DPerivCTCKO-tOH-
reaHCKWiM KapKac Kak HeoTbeMIeMYO HYacTb efBa N1 He Ntobol ApamaTypruye-
CKOWM KOHCTPYKLUWM, NPeTeHayeT Ha Pob HOBOrO COBPEMEHHOTO BU3YaNbHOMO
KInwe HoMaan3Ma nav MMMaHeHTHOCTU. Muwens ®yko ckasan: «<Bo3MOXHO,
Koraa-HWbyAb HbIHELIHNIA BeK ByaeT 13BeCTeH Kak Bek [lenésa»®, 4yTo sonnoula-
€TCS B COBPEMEHHOM KMHOMCKYCCTBE KaK MHTYMTUBHOM TPaHCASTOPE BaXHbIX
rNocodCKMx KoHLENUMINA.

[lenésoBckoe McYe3HoBeH e CybbeKTa — 3TO MMaBHas xapakTepHas YepTa
NOCTryMaHmn3ma v TpaHCryMaHu3Ma, ecivi CMOTPeTb BIyOb npobnemsl. BeyHoe
CTaHoB/NeHWe cybbeKTa Nof BO3eNCTBMEM NOTOKa UMMaHEHTHOCTY B YCIOBUSX
OTCYTCTBMS TPAHCUEHAEHTHbIX CMbICIOB — 3TO CeAyoLMA Hen30eXHbIN war
B 3BOMOLMM CBEepxYenoBeKka Huililie, KOTOpbIV NoABEPraeT cebst AEKOHCTPYKLNY,
MHULMUPYS NPOLIECC CaMOOTPULaHNMS. B 3TOM 1 COCTOUT, Ha Hall B3rsa, ras-
Hoe nocnaHmne hunbma «CybcTaHUVMs» — ONacHOCTb Pa3pyLleHUs LeNoCTHOCTH
NIMYHOCTU, KOTOPasi CTaBUT TeNeCHOe 1 MaTepuanucTYecKoe MMPOBO33peHye
BO rnaBy yrna. boau-xoppop Npu3BaH HanyraTb, HO HanyraTb He CTPaLWHOM Kap-
TUHKOW, @ 0CO3HaHMEM TOr0, YTO BUONOMMYECKOEe UK TENECHOE N3MepeHIe He-
AOCTAaTOYHO /151 OlLylleHNs cebs yenosekoM. OfHaKO rapMOHU3aLMs TMYHOCTM

2 Foucault, M. (1970). Theatrum Philosophicum. Critique, (282), p. 885. Lintupyetca no: [e-
né3 XK. (2011). Noruvka cmbicna (A./. CBupcknid, nep. ¢ dp.). Mocksa: AkageMuyeckuii MpoexT.
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BCerfla BO3MOXHa, PaBHO Kak 1 6anaHc anoanoHNYeckoro v fIMOHNCKUIACKOTO
Havan B Ky/NbType, 4TO AEMOHCTPUPYeT b6aneT pPUropoBuya, NpoaHan3npo-
BaHHbIV Hamu B Napannenu ¢ hrunbMom, MoCKonbKy Npobnema ayanbHOCTY Tena
11 CO3HaHWs — 3TO eCTECTBEHHOE COCTOSHIE YenoBeKa.
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M KOHLeNTyanbHbli aHanms.
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Visual censorship

and cultural adaptation:
The body in

The Adventures of Tintin

Abstract. This article explores the editorial and visual transformations
of The Adventures of Tintin, examining how the series evolved from its
original newspaper serialization into album format and transmedia
adaptations. Drawing on the frameworks of visual grammar (Kress &
van Leeuwen), macrosemiotics (Groensteen), and cognitive narratology
(Herman; Mikkonen), the study analyzes the changing structure of the
comic, the modalities of its reception, and the representations of the body in
transnational editions. Special attention is given to censorship, localization
practices, and technological shifts that reframe Tintin not only as a narrative
figure, but as a cultural sign. The study argues that editorial revisions,
colorization, and international adaptations turn the comic into a dynamic
site of cultural negotiation, where the body, language, and media converge
to shape reader perception. Tintin thus becomes not merely a fictional
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Br3yanbHada LeH3ypa
N KynbTypHasa aganTaumg:
Teno B «[prknroYeHNAX TUHTUHa»

AHHoTauumsa. CTaTbs NOCBSALLIEHa PeAAKTOPCKMM 1 BU3yabHbIM TpaHChop-
Maumsam «[pUKNIOYeHNt TUHTUHE», UCCRelys, Kak Cepyist BOOLMOHMPO-
Bafa OT NepPBOHAYaNbHOW ra3eTHoON NybAnKaumm K anbboMHomy hopmaty
Y TpaHcMeaniHbIM aganTauymsam. OCHOBbLIBAsCb Ha NOAXOAaxX BU3yaslb-
HOW rpammaTnkn (Kpecc 1 BaH /leBeH), MakpoCceMmnoTukn (FpyaHCTeH)
1 KOTHUTWBHOW HappaTonorum (XepMaH; MUKKOHEH), aBTop aHanmaupyet
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M3MEHEeHMs B CTPYKTYpe KOMMKCa, MOAANbHOCTY €ro BOCMPUATUS U pe-
npeseHTauuM Tena B TpaHCHaLUMOHanbHbIx U3fgaHunsax. Ocoboe BHUMaHMe
yensieTcs Bonpocam LieH3ypbl, MPpaKTVKaM NoKanm3aumm n TexHonoruye-
CKMM CQiBMTaM, KOTOPbIe NepPeocMbICASIOT TUHTMHA He TONbKO Kak Happa-
TMBHOMO NEePCOHaXa, HO U KaK KyNbTypHbIV 3HaK. B cTaTbe yTBEpPXKaETCS,
4TO pefaKkTOpCKMeE NPaBKKM, pacKkpacka U MexayHapoaHble agantaumm
npespallaT KOMUKC B AMHAMUYHOE MPOCTPAHCTBO KyNbTYPHbIX Nepero-
BOPOB, re Teno, A3blK U Meamra cxoaaTcs Ans GopMUpoBaHNs BOCIPUATUS
yuTaTens. Takum o6pa3om, TUHTUH CTAHOBUTCS HEe MPOCTO BbIMbILIEH-
HbIM repoeM, a peAaKUVOHHO MOAYNVIPYeMON TpaHCHALMOHaNbHOW Me-
AVaKOHCTPYKUMEN, YyBCTBUTENBHOW K MACONOTNYECKMNM, MCTOPUYECKIM
1 PbIHOYHbBIM YC/IOBHSIM.

KnioyeBble cnoBa: B13yanbHas rpaMmaTiika, MCCneaoBaHmne KOMUKCOB,
TUHTWH, peaakTopcKaa aganTauns, Meamna-ceMnoTuKa, noKanmnsaumns,
TPaHCHaLMOHabHbIV HappaTVB

INTRODUCTION

In recent decades, the comic medium has increasingly been reconsidered
as an object of cultural analysis that transcends traditional genre boundaries.
Under the influence of digital technologies, emerging visual practices, and
transformations of the perceptual subject, graphic narrative has lost its
representational stability and evolved into a medial form that simultaneously
reflects and shapes cultural and cognitive shifts. Within the framework of the
information regime, visual forms cease to function as neutral images—they
become active devices that construct a decentralized, fragmented informational
subject embedded in streaming networks of screens, signs, and data (Poster,
2013).

At the same time, according to the concept of virtual innovations (Novikov,
2020), comics emerge as elements of a broader visual culture of the twenty-
first century, where the boundaries between art, media, and technology are
increasingly blurred, and visual storytelling gives rise to hybrid forms of identity
and perception (Tsyrkun, 2020).

This situation necessitates a rethinking of the theoretical and analytical

approaches to comics as dynamic and culturally mediated narratives. The analysis
of comics in the digital age requires attention not only to visual and semiotic
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logic, but also to the social, cognitive, and media-political contexts in which they
function.

The aim of this study is to identify how the visual and narrative
transformations of corporeality in The Adventures of Tintin comic series reflect the
processes of cultural adaptation, institutional control, and media transformation
in the twentieth and twenty-first centuries. To achieve this aim, the research
employs a comprehensive analytical framework grounded in the methods of
cognitive narratology, visual semiotics, and cultural theory.

Research Objectives:

1. Toidentify how the representation of the body in comics functions as
a carrier of cultural, political, and ethical codes.

2. Todescribe the mechanisms of corporeal transformation in the process
of editorial adaptation, republication, and translation of comics into
different sociocultural contexts (European, Arab, Anglophone).

3. Toexamine the influence of institutional and media agents (publishers,
broadcasters, translators) on the visual editing of corporeality in comics.

4. To compare the cognitive mechanisms of perceiving visual narrative
in the original comic and its animated adaptation (1991-1992), with
a focus on focalization, narrative tempo, and sensory engagement.

5. To demonstrate how changes in the visual grammar of the comic
and the animated series reflect processes of historical, ethical,
and mediapolitical reassessment of Tintin’s image and its cultural
acceptability in the global media landscape.

The object of this study is the comic as a medial form of visual narrative
capable of conveying cultural codes, ideological constructs, and social
representations. The subject is the Adventures of Tintin series by the Belgian author
Hergé, which is not only one of the most well-known graphic narratives of the
twentieth century, but also a prominent example of a transnational media project
that has undergone numerous editorial and adaptive transformations. This choice
is motivated by the fact that the series provides a unique opportunity to trace
how comics function as tools of cultural memory and visual representation, while
undergoing transformations in response to ethical, political, and technological
shifts.

Despite the growing scholarly interest in comics within the field of visual
culture studies, the phenomenon of corporeality as a key element of cultural and
medial transformation remains underexplored. In particular, little attention has
been paid to how the representation of the body in comics changes under the
influence of editorial adaptation, institutional censorship, and media migration,
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especially into formats such as animated series. There is a pressing need for
a comprehensive analysis of corporeality as a semiotic and ideological nexus
where narrative, imagery, and cultural context intersect. The central problem lies
in the lack of an integrated model that describes how the visual representation
of the body in comics is adapted to different perceptual formats and regulated in
terms of cultural acceptability.

MATERIAL AND METHODS

The material of this study includes both the original albums from
The Adventures of Tintin series (particularly Tintin in the Congo, Land of Black Gold,
and The Black Island) and their later editorial and multimedia versions, including
the animated television series The Adventures of Tintin (Hirsh et al., 1991-1992). In
addition, translated editions in English, Russian, and Arabic are analyzed, where
editorial interventions and media transitions are especially prominent.

This selection allows for tracing how the representation of corporeality
in the comic evolves depending on historical context, cultural sensitivities, and
media platforms. Particular attention is paid to scenes where the body, as a visual,
narrative, and ideological element becomes a site of interpretive and adaptive
conflict.

The methodological framework is grounded in the approaches of three
contemporary scholars: Earle (2021), Baetens (2022), and Chute (2016), each
offering a distinct perspective on graphic narrative, positioning it within cultural,
historical, and ethical discourses.

Earle (2021) proposes viewing comics not as a secondary or merely
entertaining art form, but as a significant cultural phenomenon embedded
in the contexts of mass culture, social representation, and political ideology.
Her methodological approach relies on cultural hermeneutics and elements
of visual analysis, enabling the interpretation of narrative structure and visual
style in comics as modes of meaning-making and value transmission. Particular
attention is given to Tintin in the Congo and The Blue Lotus as ideologically charged
narratives that underwent subsequent editorial revision. Earle analyzes racial
and colonial representations, highlighting the process of textual transformation
in response to evolving social and ethical standards (Earle, 2021, pp. 77-79). This
approach allows comics to be seen as a dynamic form of cultural memory, subject
to historical redaction and reflexive censorship.
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Baetens (2022) introduces the category of temporality as an analytical tool
that captures the dual nature of comics: as historical artifacts (subject to revision)
and as acts of reading (linked to subjective perception over time). His method is
rooted in literary phenomenology and reception theory, applied to multimodal
media forms. Baetens emphasizes that comics operate temporally on multiple
levels—productive, readerly, and archival. This perspective enables the exploration
of Tintin not only as a text created in the 1930s, but as a continuously reinterpreted
artifact functioning across diverse media cultures. Additionally, he introduces the
notion of displaced time, pointing to the ways in which new media platforms (e.g.,
digital comics, film adaptations) reshape the modality of readerly experience.

Chute (2016) provides a foundational analysis of comics as a form of
visual witnessing. In contrast to traditional approaches that regard comics as
either artistic or popular products, Chute employs methods of visual criticism
and cultural memory to demonstrate how graphic narrative can perform
as a documentary and ethically charged discourse. Her core methodological
position is to examine comics in the context of historical trauma and catastrophic
experience, where visual language becomes a mode of ethical storytelling. Chute
raises critical questions about the ethics of representation, narrative structure,
and readerly distance, arguing that drawn form can convey depth and testimony
without resorting to sensationalism.

This methodological triad allows Tintin to be examined as a fluid form of
historical-cultural reflection, tied to issues of identity, politics, and the ethics of
visual narrative.

THEORETICAL BACKGROUND

Contemporary comic studies increasingly require an interdisciplinary
approach, integrating cognitive narratology, visual semiotics, cultural theory,
and media studies. In this paper, The Adventures of Tintin is treated as a cultural
case that evolves dynamically across time and space. The theoretical framework
builds on the work of Thierry Groensteen, Kai Mikkonen, David Herman, Gunther
Kress and Theo van Leeuwen, as well as Mark Poster, Vasilii Novikov, Jan Baetens,
and Hugo Frey.

Groensteen and Miller (2013) conceptualize the comic as a syntactically
organized visual-narrative system in which meaning arises not only from linear
panel sequences but also from page layout, montage, rhythm, visual pauses, and
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spatial relations. Their theory enables the analysis of comic’s visual logic and grid
structures as semiotic systems.

Kress and van Leeuwen (2021) propose a theory of visual grammar as
a socially organized system of meanings. They analyze images as structured texts,
in which layout, color, perspective, and visual hierarchy reflect power dynamics,
cultural codes, and narrative priorities. This approach is applicable to comic book
pages as semiotic spaces that visually communicate ideological and cultural
positioning,.

Mikkonen (2017) focuses on visual focalization strategies, such as subjective
viewpoints, visual distortions, reactive imagery, and first-person perspectives,
that allow comics to represent both external and internal dimensions of narrative.
Applied to Tintin, these strategies support the analysis of shifts in perception,
including moments of anxiety, recognition, or intercultural interaction.

Herman (2009) frames narrative as a fundamental cognitive strategy. He
emphasizes that comic readers do not merely consume images but actively
construct meaning—bridging gaps between panels, anticipating events, and
interpreting both visual and textual elements in a process of cognitive synthesis.
Comics thus operate as hybrid cognitive forms, in which the interplay of verbal
and visual elements activates mechanisms of attention, memory, and empathy.

Poster (2013) and Novikov (2020) introduce the concepts of the informational
and virtual subject. Poster explores how visual media, including comics, shape
a fragmented, decentralized subject embedded in the networks of digital culture.
Novikov treats the comic as a media platform subject to virtual innovations,
technologically driven shifts in perception, narrative rhythm, and identity. In this
context, Tintin emerges as a mutable media structure, rather than a fixed visual
text.

Baetens and Frey (2015) propose analyzing comics not solely in terms of
form, but also as products of institutional production, transmedia strategies, and
cultural adaptation. Their approach encourages examination of comics within the
broader systems of media circulation and cultural negotiation.

Accordingly, this study adopts an integrative approach combining visual
semiotics, cognitive narratology, and cultural analysis. The Adventures of Tintin
is understood as a visual-grammatical system (Groensteen & Miller, 2013; Kress
& van Leeuwen, 2021), a cognitive narrative model (Herman, 2009; Mikkonen,
2017), a media text embedded in digital culture (Poster, 2013; Novikov, 2020),
and an object of transnational adaptation (Baetens, 2022; Baetens & Frey, 2015).
This complex framework enables the comic to be explored not only as a text
but as a dynamic form of cultural expression in which representations of power,
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subjectivity, and the Other are negotiated within the visual culture of the twenty-
first century.

Despite the richness of contemporary theories of comics, several critical
areas remain underexplored. First, the representation of the body as a semiotic
and political resource is often addressed only partially, through the lens of gender
or trauma, while the implications of censorship, editorial revision, and institutional
adaptation across different media and cultural contexts are rarely foregrounded.
Second, there is a lack of research on the comparison between visual texts and
their multimedia adaptations in terms of cognitive processing and ethical framing.
In particular, there is little analysis of how focalization, visual hierarchy, and
corporeal representation shift from print comics to animated or digital formats.
Third, the function of comics as platforms of historical revisionism remains largely
unexamined: much of the literature focuses on the primary cultural context, while
post-facto adaptations, localization, and self-censorship call for separate analysis.

This research aims to address these gaps by offering a comprehensive
investigation of corporeality in The Adventures of Tintin as a dynamic object of
cultural interpretation.

STUDY RESULTS

The first Tintin comics were published in Le Petit Vingtieme (the children’s
supplement to the Belgian Catholic newspaper Le Vingtieme Siecle) in 1929
(Assouline, 2009, p. 19). A total of seven early Tintin stories appeared in this
periodical. During the initial phase (1929-1934), each issue typically featured one
or two pages of comics. The publication of a single storyline could span 12 to 18
months before being released in collected album format, often reorganized and
edited (Thompson, 2011, p. 193).

Based on the methodology outlined above, the publication history of
The Adventures of Tintin in Le Petit Vingtieme can be understood not only as
anarrative and visual process, but also as a medial and institutional phenomenon
in which meaning is shaped through seriality, editorial revisions, and shifts in
format. From the perspective of visual grammar (Kress & van Leeuwen, 2021) and
page structure theory (Groensteen & Miller, 2013), each newspaper installment
functioned as a modular unit of visual storytelling, constrained by the space of
the printed column, thus generating a specific rhythm of perception and narrative
fragmentation.
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From a cognitive narratological perspective (Herman, 2009; Mikkonen,
2017), this format encouraged interpretive participation by the reader, who had
to reconstruct narrative continuity across long publication intervals, engaging
memory, anticipation, and imaginative completion, thereby deepening empathy
and cognitive involvement in the story. Simultaneously, as Poster (2013) and
Novikov (2020) note, these early newspaper issues can be seen as a print-based
precursor to digital serialization, with comics operating not as closed works but
as streams of media-time that structured perception through serialized, repetitive,
and gradually evolving visual communication.

Thus, the early Tintin publications should be viewed not only as the original
manifestations of the graphic narrative, but also as a critical phase in the media
production of the comic, during which its visual, cognitive, and institutional
foundations as a cultural medium were established. The newspaper format
imposed specific perceptual parameters: fragmentation, serialization, and
temporal gaps that heightened reader interpretation, while the physical limitations
of the newspaper page shaped the visual rhythm and narrative density. In this
sense, Tintin emerges as a media text whose semantic architecture was shaped
as much by its modes of publication and distribution as by authorial intention.

In 1934, Hergé began working with the publishing house Casterman
(Assouline, 2009, p. 41), which became the primary publisher of the Tintin albums
in book form. The first such volume was Cigars of the Pharaoh. Casterman
standardized what would become the classic format of the series: 62 pages, full
color printing, and a hard cover. From the mid-1940s, the publisher played an
increasingly active role in editing and updating earlier issues, including their
colorization, content revision, and republication in response to changing norms
of censorship and cultural sensitivity.

Rifas (2012) provides a detailed analysis of the changes made to Tintin
in the Congo, emphasizing that this installment exemplifies how mass culture
reproduces the ideological frameworks of its era. According to Rifas, the original
black-and-white version from 1931 was steeped in colonial and racist stereotypes:
Africans were depicted as naive, lazy, and in need of European guidance. These
portrayals aligned with Belgium’s official colonial discourse, which framed its
imperial mission as a civilizing endeavor for “primitive” peoples (Rifas, 2012,
p.227). The primary driver of later editorial changes, according to the scholar, was
the shifting public perception of race and colonialism, particularly after World War
Il. Amid growing criticism of imperialism in the 1950s-1970s, such images came
to be seen as offensive and unethical.

In response, publishers and rights holders introduced significant revisions.
In the 1946 color edition, visual and textual representations of African characters
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were softened (Figurel, Figure 2). In the 1975 English edition, even more
substantial changes were made, including the removal of explicitly racist phrases
and violent scenes, such as the one where Tintin blows up a rhinoceros.

T
‘/,V_ous allons co/mmencer, 31 vous le voulez
s ien, par quelques additions.Qui peut
deux qui bavar- me dire combien font deux plus deux?...
dent, ld-bas.

s Personne?. .. Voyons,deux plus deux?...
ﬁ Deux plus deux égalent?...
N y“/

Tintin,il y en a

Fig. 1. Arithmetic lesson. Scene from the album Tintin in the Congo
(Hergé, 1962, p. 36). Author’s screenshot

—Let us begin, if you don’t mind, with a few additions. Who can tell me what two plus two is?..

MY DEAR FRIENDS, TODAY I'M
GOING TO TALK TO YOU ABOUT
YOUR COUNTRY : BELGIUM /...

Fig. 2. Arithmetic lesson. Scene from the album Tintin in the Congo
(Hergé, 2009, p. 36). Author’s screenshot

In addition to graphical and textual revisions, later editions of the comic were
accompanied by forewords that contextualized the historical moment of the original
creation, distancing both Hergé and his publishers from accusations of racism.

Thus, the editorial history of Tintin in the Congo demonstrates that the visual
text is far from neutral; rather, it is in continuous dialogue with its cultural and
political environment. This album stands as a key example of how media artifacts
are revised to align with shifting ethical standards and social norms, underscoring
the necessity of critically reassessing cultural heritage in light of historical and
moral accountability.
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McCarthy (2013) emphasizes that the revision of original editions involved
not merely technical enhancements, such as the transition from black-and-
white to color, but substantial content alterations: lines of dialogue, images, and
even entire narrative arcs were modified. McCarthy interprets this as a process
of cultural and commercial reengineering, whereby each new edition functions
as a “corrected” version of the past, imbued with fresh meanings but built upon
the original narrative scaffolding (McCarthy, 2013, p. 32). These changes reflect
a broader effort to keep the comics accessible, marketable, and aligned with the
evolving cultural expectations of their readership.

Bentahar (2012) illustrates how editorial adaptations become especially
visible in cross-cultural transmissions, particularly in the Arab world. These
modifications extend beyond surface-level visual adjustments and instead
entail a process of textual reconstruction. For instance, in early albums such as
Land of Black Gold, Arabic script was rendered as decorative squiggles. Later
versions, however, show a marked effort toward accuracy, replacing pseudo-Arabic
symbols with authentic script. This shift from stylized approximation to culturally
respectful representation reflects the centrality of both language and the body in
transnational negotiations of meaning.

This sensitivity is particularly acute in scenes involving religious
embodiment. In earlier editions, Muslim prayer scenes were added as signs
of cultural deference; however, later versions depicted improper observance
of ritual, characters praying while wearing shoes or making incorrect gestures.
In one instance, Tintin is even shown kicking a character during prayer, which
led the Egyptian publisher Dar al-Maarif to decline publication of the issue
(Bentahar, 2012, p. 41). These incidents illustrate how embodied actions in visual
narratives can become flashpoints of interpretive conflict when they transgress
local norms of bodily behavior.

The theme of bodily misunderstanding becomes especially pronounced
in a scene where Tintin and Captain Haddock disguise themselves in women’s
clothing and traditional Arab garments. The use of physical disguise as a comic
device clashes with the untranslatable codes of local culture: the characters’
unfamiliarity with language, gesture, and bodily norms leads to a failed
masquerade and a rupture in viewer perception. Here, the body becomes a site
of breakdown, its misrepresentation transforming visual humor into a field of
cultural frustration (Bentahar, 2012, p. 46).

Chatterjee and Chatterjee (2024) further this analysis, arguing that such
transformations are not mere aesthetic adjustments but manifestations of colonial
imagination. The Arab world is represented as an unclaimed stage upon which
European characters act out their narratives (Chatterjee & Chatterjee, 2024).
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In 1942, the first color Tintin album, The Crab with the Golden Claws, was
released. This publication marked the beginning of Casterman’s systematic
transition from black-and-white to color editions, which eventually became the
series standard. As McCloud notes, “the surface qualities of color will continue
to attract readers more easily than black and white” (McCloud, 2017, p. 192),
especially within commercial and technological contexts.

In 1966, the British publisher Methuen requested a comprehensive revision
of The Black Island, citing 131 inaccuracies in the depiction of the United Kingdom.
Hergé completely redrew the landscapes and architecture to reflect greater realism.
In subsequent editions, additional details were introduced to increase narrative
believability, including more accurate representations of weapons, vehicles, and
geographic settings (Thompson, 2011, p. 68). Notably, the setting of Land of Black
Gold was altered in 1971 from Mandatory Palestine to the fictional state of Khemed,
to avoid politically sensitive references (Assouline, 2009, p. 202). As Peeters (2012)
observes, Hergé’s original creative freedom was gradually reduced, his work
subjected to the machinery of systematic reproduction.

Within this context, particular attention must be given to the technical
and infrastructural realism evident throughout The Adventures of Tintin series.
Martin-Gomez et al. (2017) conducted a comprehensive analysis of 21 albums,
compiling a detailed table that catalogues 1,183 visual and textual references to
infrastructural elements, including architecture, transportation, energy systems,
and communication technologies (Martin-Gomez et al., 2017, pp. 1069-1070).
This attention to detail underscores the author’'s commitment to representing the
material world with a high degree of accuracy and renders the series a valuable
resource for examining the technological imagination of the 20th century.

In conclusion, the editorial transformations applied to The Adventures of
Tintin extend beyond narrative and stylistic elements to engage deeper levels
of cultural representation—from ideological constructs and visual ethics to the
realism of technical environments. These transformations reveal how visual
narrative is subject to multilayered adaptation in response to political contexts,
audience expectations, cultural standards of acceptability, and the pursuit of
verisimilitude. Ultimately, the Tintin series operates as a media platform where not
only stories but also norms of engagement with the Other, the body, technology,
and space are continually rewritten, becoming a dynamic model of cultural, visual,
and ethical evolution.

In Russia, the comic book series The Adventures of Tintin was published
by various publishing houses. The French publishing house Casterman released
several editions in which the name of the main character was transliterated as
Tantan. The publishing house MK-Kniga issued only one volume—Cigars of the
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Pharaoh (2004). Later, the series was published by Machaon and Melik-Pashayev,
while Tintin in the Land of the Soviets was released exclusively by Boomkniga. All
Russian editions were based on the original French publications by Casterman;
however, the translation was carried out by local specialists. For example, in Land
of Black Gold, translator M. Khachaturov not only adapted the text but also added
commentary explaining the relevant cultural and historical context (Hergé, 2022).

The transition from newspaper serialization to book format marked not
merely a change of medium, but a significant media transformation affecting the
visual, narrative, institutional, and ideological dimensions of the comic. In terms
of social semiotics (Kress & van Leeuwen, 2021), the standardization of the format
(62 pages, color printing, hardcover) and subsequent editorial revisions resulted
in a reconstruction of the visual text: not only the layout of the pages changed,
but also the modality of perception, visual semantics, and the cultural status of
the image.

According to macrosemiotics (Groensteen & Miller, 2013), these reissues
involved a reconfiguration of panel grids, narrative rhythm, and visual density.
This redesign disrupted the original serialized nature of publication, transforming
the comics into cohesive, album-style works with a different reading tempo and
a new hierarchy of meaning. As a result, these editions emerged as independent
visual texts that warrant formal analysis on par with the originals.

From the perspective of cognitive narratology (Herman, 2009; Mikkonen,
2017), these editorial transformations significantly altered the reader’s experience:
changes in dialogue, color palette, and even narrative structure affected the
mechanisms of emotional engagement and narrative reconstruction.

Thus, The Adventures of Tintin began to function as a new cognitive script,
distinct from the original reading experience.

A particularly important role in this transformation was played by censorship
and cultural revisions carried out by publishing houses such as Casterman,
Methuen, and Dar al-Maarif. Notably, increasing attention was paid to the
representation of corporeality, which ceased to be a neutral visual element and
became ethically and politically charged.

According to Gabilliet et al. (2010), the postwar expansion of the comic
book audience and the rise of critical discourse led to a rethinking of corporeality:
themes such as vulnerability, trauma, pain, and compassion began to emerge.
Violent scenes and racial caricatures were edited or entirely removed.

Notably, Tintin himself is portrayed as a character possessing near-
superhuman resilience: in the study by Caumes et al. (2015), 236 incidents
involving bodily harm to the protagonist were analyzed, yet only six resulted in
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hospitalization and even in these cases, the consequences were minimal. This
underscores not only the fictional nature of the narrative, but also a broader
cultural orientation toward idealized corporeality as a sign of endurance,
masculinity, and moral integrity.

Thus, the editorial history of the Tintin series illustrates how media
transformation affects the semantic structure of the text. The shift from serialized
newspaper publication to cohesive album format, and from visual neutrality
to cultural sensitivity, turned The Adventures of Tintin into a dynamic media
environment in which body, language, and form function not only as artistic
elements but also as carriers of ideological, cognitive, and political meaning.

In 1982, Steven Spielberg expressed interest in adapting The Adventures
of Tintin for the screen. Although Hergé approved the idea, he died shortly after
initial discussions. Spielberg promised to remain faithful to the spirit of the
original work, but the project was delayed due to legal and creative differences.
Eventually, a partnership with Canal Plus led to the creation of the animated series
The Adventures of Tintin (Hirsh et al., 1991-1992), co-produced by Ellipse (France)
and Nelvana (Canada). From 1991 to 1995, the series enjoyed considerable
popularity (Peeters, 2012, p. 339).

The show consisted of 39 episodes, each approximately 22 minutes long,
organized into three seasons. Each of Hergé’s albums was adapted into a two-
part arc. Of the 24 official albums, 21 were included in the series. Tintin in the
Land of the Soviets, Tintin in the Congo, and the unfinished Tintin and Alph-Art
were excluded. The series opened with an adaptation of The Crab with the Golden
Claws—the ninth volume in the original comic sequence.

Thus, the animated adaptation represented a structured and narratively
coherent version of the original comics, though it did not strictly follow the
chronological development of characters and their relationships.

In terms of visual language, the creators of the series aimed for faithful
reproduction of Hergé’s signature style, while making active use of color,
background design, and character modeling. Particular attention was paid
to preserving the aesthetic recognizability and emotional tone of the original.
However, several scenes were toned down compared to the source material:
depictions of violence, alcohol consumption (especially in relation to Captain
Haddock), and politically or religiously sensitive content were either reduced
or removed altogether (Figure 3, Figure 4), in accordance with the standards of
children’s television broadcasting in the early 1990s (Thompson, 2011, p. 148).

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 176 THE ART AND SCIENCE OF TELEVISION



Fig. 3. Scene from the album Land of Black Gold (Hergé, 2022, p. 58). Author’s screenshot

—You blasted platypus!
—A-a-ah!.. A-a-ah!..

Fig. 4. Scene from the animated television series The Adventures of Tintin [Season 2,
ep. 11,19:11]. (1991-1992). Directed by S. Bernasconi. Author’s screenshot!

Within the framework of cognitive narratology (Herman, 2009; Mikkonen,
2017), screen adaptation transforms the act of reading into the act of viewing.
Whereas the comic requires the reader’s interpretive engagement and active
reconstruction of the plot, the viewer of the animated version is immersed in
a pre-directed narrative form. A central mechanism in this transformation is the
redistribution of focalization: in the comic, the reader constructs meaning through
visual pauses between panels, while in the animated version, the character’s point
of view becomes “floating” (Mikkonen, 2017), and the visual load is directed by
cinematography, camera movements, and editing choices.

Thus, the animated series not only interprets the comic but also reconstructs
its narrative mechanics, generating localized cognitive scripts—more linear,
emotionally saturated, and oriented toward cultural universality.

! See the image source: https://www.youtube.com/watch?v=Iw8E2yLC-Uo or https://www.
primevideo.com/detail/The-Adventures-of-Tintin/ORIASFEYIVEU1OBCAGPIYSRRI8 (01.07.2025)
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The series exemplifies a case of visual recoding (Kress & van Leeuwen,
2021): animation inevitably redistributes visual emphases, alters compositional
structures, pacing, and the visual-semantic hierarchy. The visual grammar of the
series shifts the focus: the body is no longer an object of comic exaggeration but
a bearer of representational norms acceptable to the global media culture of the
early 1990s. This shift aligns with the logic of media-political adaptation (Baetens,
2022; Baetens & Frey, 2015): the series constitutes an institutionally edited
version of the comic, tailored for international cultural acceptance. The removal
of scenes involving physical aggression, alcohol, or ideological tension is not
merely a gesture toward child-appropriate content, but a media-political act, one
in which corporeality becomes a regulatory site for determining what meanings
are permissible.

In this light, the transformation of visual language in the animated series and
later adaptations of Tintin is made possible precisely because the representation
of the body as a semiotic center had changed: from grotesque to normative, from
cartoonish-comic to culturally sensitive. The body is no longer just the body of
a character it has become a cultural marker of its time, necessitating a new visual
logic and ethical articulation.

The animated series not only expanded Tintin’s media presence but also
established a new format of cultural memory in which the hero’s image is fixed
through audiovisual codes and televisual narrative structures. In this sense,
the series exemplifies a central premise of contemporary culture: the comic as
a medium is no longer a fixed text but a hybrid, transmedia, and cognitively
reconfigurable structure, whose perception and interpretation shift depending
on format, technology, and institutional context.

DISCUSSION

The results of the analysis confirm the initial hypothesis that the visual
representation of corporeality in The Adventures of Tintin is an unstable and
culturally mediated category, subject to continual adaptation in response to
evolving ethical, political, and technological conditions. The example of Tintin
in the Congo, along with other key episodes (such as the Arab disguise, scenes
involving prayer, depictions of violence, and representations of ethnicity), reveals
that the body functions as both an indicator of cultural sensitivity and a marker
of ideological pressure.
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A comparison between the original printed editions and the 1991-1992
animated series demonstrates a transformation of the visual narrative toward
ethical normalization: the character’s body ceases to function as a target of visual
comedy and instead becomes a bearer of a normative, institutionally acceptable
image. Such shifts may be interpreted through the lens of media politics (Baetens,
2022), as a response to changing cultural demands and the expectations of the
global media environment.

Particularly revealing is the mechanism of redistributing visual focalization
and narrative tempo, which aligns with the principles of cognitive narratology
(Herman; Mikkonen). The viewer of the animated series isimmersed in a different
interpretive scenario, one that lacks the pauses, gaps, and variability characteristic
of comics as a form of fragmented reading. In this context, corporeality is not
merely the depiction of the body, but a form of media translation in which
cultural conflicts are transformed into visually neutral or “acceptable” codes for
the audience.

Thus, corporeality in The Adventures of Tintin emerges not as a secondary
narrative element, but as a central point of cultural adaptation and visual
conflict. It unites several layers of interpretation (esthetic, narrative, ethical,
and institutional) and becomes a site of tension between authorial expression,
historical memory, and the media politics of the present.

CONCLUSION

The analysis confirms that the visual representation of corporeality in
The Adventures of Tintin is not a fixed aesthetic category but a dynamic semiotic
construct that reflects the processes of cultural adaptation, institutional
control, and media transformation throughout the twentieth and twenty-first
centuries.

Corporeality functions as a site of cultural conflict between the original
narrative and its subsequent adaptations (including the 1991-1992 animated
series), where visual and narrative transformations illustrate tendencies toward
ethical normalization and media standardization.

The comic series thus emerges as a form of cultural memory in which the
representation of the body registers shifting social norms and perceptions of the
Other, revealing how media redefine the boundaries of cultural acceptability.
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The interdisciplinary methodological framework (combining cognitive
narratology, visual semiotics, and cultural theory) has proven effective for
examining visual strategies of cultural adaptation in graphic narratives and may
be extended to other multimedia forms.

Accordingly, corporeality in The Adventures of Tintin operates as a cultural
interface where aesthetic, ethical, and institutional dimensions of representation
intersect. Its analysis contributes to understanding how visual media construct
the politics of representation, translating historical and cultural tensions into
seemingly universal visual codes.

BBEAEHUE

B nocnenHvie gecsatunetus KOMUKC Bce bonee akTMBHO nepecMaTpuBa-
€TCs Kak 0OBbeKT KyIbTYPHOrO aHanm3a, BbIXOAALMI 38 paMKK TpagnLMOHHOTO
XaHpOoBOro onpeaenenHus. Noa Bo3aenCTBUEM LMMPOBbIX TEXHONOTIA, HOBbIX
BW3yabHbIX MPAKTVK 1 TpaHcopMalmm cybbekTa BOCNpUSTUS rpaduyeckmii
HappaTuB yTpaymBaeT YCTOMYMBOCTb pENPe3eHTaTUBHOW MYHKUMM 1 NpeBpa-
aeTcs B MefnansHyto hopmy, hopMUPYHOLLYIO 1 OIHOBPEMEHHO OTPaXatoLLyo
KYNBTYPHbIE 1 KOTHUTUBHbBIE CABUIW. B yCNoBUAX MHMOPMaLMOHHOIO pexrma
BUW3yasbHble HOPMbl NepecTatoT HbITb HENTPANbHbIMU M306PaXEHNAMY — OHU
CTaHOBATCS aKTUBHbLIMUW YCTPOMCTBAMMU, KOHCTPYMPYIOWUMY AeLleHTPanmn3o-
BaHHOrO, hparMeHTUPOBaHHOTO «MHMOPMALMOHHOTO CyObeKTa», BCTPOEHHOTO
B MOTOKOBbIE CETV 3KPAHOB, 3HAKOB U AaHHbIX (Poster, 2013).

OfHOBPEMEHHO C 3TUM B KOHTEKCTE KOHLEMLMM «BUPTYaNbHbIX HOBALMIA»
(Hosukos, 2020) KOMUKC OKa3biBaeTCsa 31eMeHTOM bonee WUPOKOK B13yanbHO
KynbTypbl XXI BeKa, B KOTOPOW FPaHumLibl MeXay MCKYCCTBOM, Mefua 1 TEXHONO-
rneli pa3MblBatoTCs, a BM3yanbHOe NOBECTBOBaHWe NprobpeTaeT rmopuaHble
(hopMbl MAEHTUYHOCTU 1 BOCNpUATUS (LbIpKyH, 2020).

B 3TOW CBSI3V BO3HMKAET HEOOXOAMMOCTb B MePeOCMbICIEHN TEOPETUYE-
CKUX 1 aHANUTUYECKMX NOAXOLOB K KOMMKCY KaK AVHAaMUYeCKOMY U KyNbTYPHO
onocpefoBaHHOMY HappaTuBy. AHanv3 KOMKKCa B LMMOPOBYIO 3Moxy TpebyeT
y4eTa He TONbKO BU3YabHON U CeMUOTUYECKON NIOTVIKK, HO U TeX COLiManbHbIX,
KOTHUTMBHBIX U MEAMANONUTUYECKMX KOHTEKCTOB, B KOTOPbIX OH (DYHKLMOHMPYET.
Llenblo uccnepoBaHus sSBASETCS BbIsSBEHVE TOTO, KakuM 0bpa3om

BUM3yasibHble 1 HappaTUBHble Npecbpa3oBaHus TENECHOCTM B CEPUM KOMUK-
coB «[1puKNYeHns TUHTKMHa» OTPaXalT NPOLECCh KyNbTypHOW aganTaumu,
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NHCTUTYLMOHANbHOTO KOHTpONs U MeavaTpaHchopmaumm B XX-XXI Bekax. [ns
AOCTVXKEHMNS 3TOW LeNn MCNOoNb3yeTcs KOMMMEKCHbIM aHann3, OCHOBaHHbIN
Ha MeTofax KOrHUTUBHOW HappaToNOriu, BU3yanbHOW CEMUOTUKN U KynbTyp-
HOV TeopUN.

3agauu uccnegoBaHus:

1. BbisfiBUTb, KakuM 06pa3oM pernpeseHTauuns Tena B KOMUKCE PYHKLUMO-
HUPYET KaK HOCUTENb KyALTYPHbIX, MOAUTUHECKMX U 3TUYECKUX KOLOB.

2. OnucaTb MexaH13Mbl TpaHcopMaLWmn TeNecHOCTX B NpoLecce pe-
[AKTOPCKOW afanTalnu, NepensaanHiii v NepeBoaoB KOMMKCa B pa3-
NINYHbBIE COLMOKYNBTYPHbBIE KOHTEKCTbI (EBPONENCKIMIA, apabCKnii, aH-
FNOS3bIYHbIN).

3. WccnegoBaTh BAMSHUE MHCTUTYLMOHANbHBIX U MEAUIHBIX areHTOB
(M3paTenbCTBa, BewlaTenu, NepeBofYMKm) Ha BU3yanbHOe pefaKTy-
POBaHYe TeNeCHOCTU B KOMUIKCE.

4. COMnoCTaBUTb KOTHUTUBHbIE MEXaHW3MblI BOCMPUSATAS BU3YaNbHOMO
HappaTWBa B OPUIMHANBHOM KOMUKCE 1 MyNbTCEPUAbHON ero afarn-
Taumm (1991-1992), ¢ akLUeHTOM Ha (hoKanm3aumio, Temn NoBECTBOBA-
HWS 1 CeHCOPHOE y4acTue 3puTens.

5. Tloka3aTb, KaK U3MeHeHWs B BM3yaNbHOW rpaMmaTiike KOMUKCa
1 MyNbTUABMa OTPaXatOT MPOLECChHI UCTOPUYECKON, ITUHECKON 1 Me-
AManoNUTUYECKoW nepeoleHky obpasa TUHTUHA 1 KyNbTYPHOM ero
npuemMnemMocTy B rmobanbHoin Meanacpeae.

O6bEKTOM HACTOALLENO NCCNEA0BAHMNS BbICTYNAET KOMUKC KaK Meavab-
Has hopMa BU3yanbHOro HappaTuea, obnagatollas CnocoOHOCTbIO TPaHCAMPO-
BaTb Ky/bTYpPHbIE KOAbI, MAE0N0rMYeCcK e YCTaHOBKM 1 COLManbHble penpesen-
Taumu. B KayecTBe npeAMeTa paccMOTpeHus BbibpaHa cepus «MpukodeHns
TUHTUHa» Benbruickoro aBTopa Ipxe, NpefcTaBasiollas cobo He TONbKO OAWH
13 CaMbIX M3BECTHbIX FpadUYeCcKnx HappaTUBOB XX Beka, HO 1 NpUMep TpaHCHa-
LMOHaNnbHOro MefjManpoeKTa, NofBeprierocs MHOXeCTBeHHbIM PefaKTyPHbIM
1 afanTauMoHHbIM TpaHchopMaLmaM. Bbibop obycnoBneH Tem, 4TO UMEHHO
B paMKax flaHHOM CepuUmn MOXHO NPOCNEANTD, KaK KOMUKC MYHKUMOHUPYET B Ka-
4ecTBe MHCTPYMEHTa KyNbTYPHOM NamaTu v BMU3yanbHOW penpeseHTaLmm, npe-
Tepresas U3MEHeHVs B OTBET Ha 3TUYECKHME, MONNTUYECKME U TEXHONOTMYeCKMe
caBUMN.

HecMoTps Ha pacTyLmMii MHTEPEC K MCCNEA0BAHMIO KOMUKCA B paMKax BU-
3yanbHOW KynbTypbl, HEHOMEH TENECHOCTN KaK KNoYEeBOro aNeMeHTa KybTyPHOM
1 MefinanbHON TpaHCcOopMaLMm OCTaeTCs HeIOCTAaTOYHO MPOAHANM3MPOBAHHbBIM.
OcobeHHO Mano 13y4eH BOMPOC O TOM, KaK penpe3eHTauus Tena B KOMUKCe
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MeHSeTCs Nof BO3AEVCTBUEM PeaKTOPCKON aaanTaumum, MHCTUTYLMOHANbHOM
LIEH3ypbl 1 Nepexofa B Apyrne MeamacbopMbl — Takme Kak Mysbtcepmran. BosHu-
KaeT HEOOXOAVMOCTb B KOMT/IEKCHOM aHasn3e TeNeCHOCTH Kak CeMUOTUYECKOro
1 VAEONOMMYECKOro y3/a, re CXOASTCS HappaTmnB, M306paXeHe 1 KynsTyPHbIi
KOHTEeKCT. [pobneMa 3aKkno4aeTcst B OTCYTCTBMM LIENOCTHOW MOAENM, OMUChI-
BaOLLEN, KaK B13yasbHas penpeseHTaLus Tena B KOMUKCe afanTrpyeTcs K pas-
NNYHBIM (hopMaTaM BOCTIPUSITUS U PEFYNPYETCS C TOYKN 3PEHUS KyNBTYPHOM
NpUeMnemMocTu.

METOA0/10TUA UCCNIEAOBAHUA

MaTepwuan nccnenoBaHus BKAOYAET B cebst Kak opuUriHanbHble anbbombl
cepun «The Adventures of Tintin» (B YacTHocTw, «Tintin in the Congo», «Land of
Black Gold», «<The Black Island»), Tak 1 no3aHue nx peaaxkTypHble 1 MyasTUMeanii-
Hble BEPCUM, a Tatoke aHMMaUMOoHHbIN cepuan «The Adventures of Tintin» (Hirsh et
al., 1991-1992). loNONHUTENBHO aHaNU3MPYOTCS MePeBOAHbIE N3AaHNs Ha aH-
TMNACKOM, PYCCKOM 1 apabCcKoM f3bIKax, rae Hanbonee 3aMeTHbl pefakTopcKkme
BMelWaTenbCTBa U Meamanepexopsl.

Takol BbIBOp NO3BOMSET NPOCNEANTh, KaknMM 06pa3oM pernpeseHTalms
TENEeCHOCTUN B KOMUKCE MEHSETCs B 3aBUCMMOCTM OT UCTOPUYECKOTO KOHTEKCTA,
KYJbTYPHOM YyBCTBUTENBHOCTYM U Mearannatdopmbl. Ocoboe BHUMaHVe yaens-
€TCs CleHaM, B KOTOPbIX TENO KaK BM3YabHbIM, CIOXKETHbIN 1 MAEONOTMYECKUI
3N1EMEHT CTAHOBWTCS 30HOW KOHMANKTA MHTepnpeTaLmnii 1 afanTaumii,

MeToA0N0rMYeCcKo OCHOBOW MCCNeA0oBaHWs CTany NOAXOAbI TPex coBpe-
MEHHbIX nccnepoBateneit: Xappvet 3. X. 3pn (Earle, 2021), 91 baTeHc (Baetens,
2022) v Xunnapw YotoT (Chute, 2016), Kax<ablid 13 KOTOPbIX HAMeYaeT COOCTBEH-
HYHO MepCnekTUBY aHanu3a rpaduyeckoro HappaTrBa, COOTHOCS €ro C KynsTyp-
HbIMW, UCTOPUYECKUMMU 1 3TUHECKMMM acneKTamu.

X.Opn (Earle, 2021) npeanaraeT paccMaTprBaTh KOMUKC He Kak BTOPUYHYIO,
passnexaTenbHyto hOpMy MCKYCCTBA, @ Kak 3HaYMMbIV KyNbTYPHbI (heHOMEH,
BCTPOEHHbIN B KOHTEKCTbI MacCOBOW Ky/bTypbl, COLMANbHON penpeseHTauymum
1 MONUTUNYHECKON MAEONOrMn. MeToA0N0rMYeCKI aBTOP ONUPAETCS Ha KyLTypo-
NOTMYECKYI0 TePMEHEBTUKY 1 3/1EMEHTbI BM3YanbHOIO aHanmnsa, No3sonstoLme
MHTEPNpPeTMPOBaTb HAPPATUBHYIO CTPYKTYPY W BU3YaNbHbIA CTUAb KOMYMKCA
Kak hOpMbI CMBICTIONOPOXKAEHNS U TPAHCAALMM LieHHOCTel. Ocoboe BHMaHKe
ypensetca deHomeny «Tintin in the Congo» 1 «The Blue Lotus» kak npumepam
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NAEONOTMYECKU HAarpPyXeHHbIX HAPPATMBOB, NOABEPrIMXCS NOCNeayoLLen pe-
AaKType. 3pn aHann3vpyeT penpeseHTaumm PacoBbIX U KONOHWaNbHbIX 06pa30B,
aKLUEHTUPYS BHUMaHKMe Ha NpoLecce TeKCTyanbHol TpaHcdopMaumm 1 afan-
TauMM K MEHSIOLLMMCS COUManbHbIM 1 3TUYecKnmM ctaHaapTam (Earle, 2021, pp.
77-79). 3TOT Noaxoa NoO3BONSAET pacCMaTpPUBaTh KOMUKC KaK AMHaMUYECKyo
hopMy KyNETYPHOM NaMATH, NOABEPHKEHHYIO MCTOPNYECKOMY PefaKTMpOBaHMIO
1 LeH3ypHOW pednexcun,

9. baTeHc (Baetens, 2022) BBOAWT KaTeropuo BPEMEHHOCTM KaK aHanu-
TUYECKOTO MHCTPYMEHTA, NO3BOMSIOLEro ONNCcaTh ABONCTBEHHYIO MPUPOY
KOMMKCA: KaK MCTOPMYECKOro obbekTa (MoaBepyKeHHOro peaaKType) 1 kak akTa
4TeHMs (CBA3AHHOTO C CYOBbEKTUBHbLIM BpeMeHeM BOCNpusaTus). Ero noaxon
METO0M0MMYECKN YKOPEHEH B NUTepaTypoBeaYecKol (heHOMeHoNornm 1 Teo-
puv peuenummn, NpUMEeHUTENbHO K MyNbTUMOAaNbHbIM Meavadopmam. baTeHc
noaYepKMBaeT, HTO KOMUKC DYHKUMOHUPYET BO BPEMEHM CPa3y Ha HECKOMbKMX
YPOBHSX: MPON3BOACTBEHHOM, YMTATENbCKOM, apXVBHOM. Takas nepcneKkTuBa
NO3BOJIAET NCCNEeA0BaTh «TUHTKMHA» HE TOMbKO KaK TeKCT, co3aaHHbI B 1930-€,
HO U KaK MepeocMbICSeMbli 1 «MPOXIMBaEeMblii» 3aHOBO apTedaKT, dhyHKUMO-
HUPYIOWMIA B Pa3nnyHbix MeanarynsTypax (Baetens, 2022). Kpome Toro, aBTop
BBOAMT NOHATME NepeMeL|eHHOro BpeMeHu, yKkasblBas Ha To, KaK HOBble Mefu-
annatdopmbl (LMMOPOBLIE KOMUKChI, IKPaHM3aLMM) BAUSIOT Ha MOAANbHOCTb
YUTATeNbCKOTO OMbiTa.

X. YbtoT (Chute, 2016) npeactasnsgeT @yHaaMeHTanbHoe UCCnefoBaHmne
KOMWKCOB Kak (OpMbl BM3YaNbHOMO CBMAETENLCTBOBAHMS. B oTanyme oT Tpa-
AMUMOHHBIX MOAXO0B, BOCMPUHUMAIOLMX KOMUKChI KaK XyA0XEeCTBEHHYI0 1160
MaCCOBYIO MPOAYKLMIO, YbtOT MCMONBb3YET METOM, BM3YanbHOM KPUTUKIL 1 KyNb-
TYPHOW NamaTn, 4Tobbl NPOAEMOHCTPUPOBATL, Kak rpaduyecknin HappaTna
CNocobeH BbINONHATHL MYHKUMMN AOKYMEHTANBHOTO, 3TUYECKNU Harpy»KeHHOro
BblCKa3bIBaHMs. KntoyeBas MeToAoN0rMyeckas ycTaHoBka YbtoT — paccMmoTpe-
HVE KOMUKCOB B KOHTEKCTE MCTOPUYECKOW TPaBMbl 1 KaTaCTpOohUYeCcKoro onbITa,
rAe BM3YyasnbHbll 13bIK CTAHOBKTCS CMOCOOOM 3TUYHOIO MOBECTBOBAHMS. ABTOP
NoAHVIMaeT BOMPOChI 3TUKMN 1300paXeHus, CTPYKTYPbl HappaT1Ba 1 pelenTus-
HOW AVCTaHUMK, yTBEPXAAs, YTO pUCOBaHHas dopmMa No3BoNseT n3bexaTs CeH-
CaUMOHHOCTH, COXPaHMB NPK 3TOM ryOUHY CBUAETENbCTBA.

Takoe meToaoornyeckoe TPpNeAMHCTBO NO3BOAET paCCMaTpnBaThb <<|_|pl/l-

KNto4eHns TUHTUHA» Kak NOABWIKHYIO (DOPMY MCTOPUKO-KyNBTYPHOW pednercuy,
CBS3aHHYIO C UAEHTUYHOCTBIO, MOANTUKOMN 1 3TUKOW BK3YanbHOrO HappaTu1Ba.
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TEOPETUYECKAS PAMKA

CoBpemMeHHOoe 1ccnefoBaHne KOMMKCa TpebyeT MeXANCUMNAVHAPHOIO
NOAX0Aa, COYETAOLLErO KOMHUTUBHYIO HapPaTONOruio, BU3YanbHYH CEMUOTUKY,
KyNETYpPONOrnio U MeamnaTeopnto. B pamkax HacTosiled paboTsl cepust «Mpu-
KtoYeHns TMHTMHA» pacCMaTpUBAETCs Kak KyNbTYpPHBIN Kelic, AnHaMmyecKkn
pa3BMBaIOLLMIACA B NPOCTPAHCTBE 1 BpeMeHU. TeopeTr4ecKyio OCHOBY aHanm3a
COCTaBNAOT KoHUenunuy T. FpeHcTeHa, K. MrkkoHeHa, [. Xepmana, I Kpecca
1 T. BaH fleBeHa, a Takxe ngeun M. MNoctepa, B. HorkoBga, A. baTteHca.

T.TpeHcTeH 1 A. Munnep (Groensteen & Miller, 2013) aHann3MpytoT KOMUKC
KaK CMHTAKCKYEeCKN OPraH30BaHHY0 BM3yanbHO-HApPaTUBHYIO CUCTEMY, B KO-
TOPO 3HaYeHre GOPMUPYETCS He TONbKO Yepes NMHENHYI0 nocnefoBaTes-
HOCTb Ka|pOB, HO 1 Yepe3 MaKeT CTPaHMLbl, MOHTaX, PUTM, B3yaNbHble Nay3bl
1 NPOCTPAHCTBEHHbIE CBSA3M. VX KOHLENUMS NO3BOMSET aHANN3MPOBATH NOTUKY
BM3YyanbHOIO NMOBECTBOBAHWIS U CETKUN KaK CEMUOTUYECKHMX CTPYKTYP.

I Kpecc v T. BaH JleeH (Kress & van Leeuwen, 2021) BBOASAT KOHUENUMIO
BM3yaNnbHOM rpamMMaTVKM KaK CUCTEMbI COLManbHO OPraHM30BaHHbIX 3HaYeHUN.
OHM NpefnaratoT paccmMaTpuBaTh M300PKEHNE Kak CTPYKTYPUPOBAHHBIA TEKCT,
B KOTOPOM CYLLECTBEHHO HE TOMbKO COAEPXHaHME, HO 1 PACMONOKEHE 3/1eMEH-
TOB, LBET, MepCneKT1Ba 1 Br3yanbHas nepapxus (Kress & van Leeuwen, 2021).
Takol NoAxoA NPUMEHMM K aHanu3y CTpaHuLbl KOMUKCA Kak CeMUOTUYECKOro
NPOCTPaHCTBa, B KOTOPOM pacnpefeneHvie naHenen, horyca v huryp rosoput
0 BNACTHbIX OTHOLLIEHWSAX, KyNBTYPHbBIX KOAAX Y HapPaTVBHbIX MPUOpUTETAX.

K. MukkoHeH (Mikkonen, 2017) dokycrpyeTcs Ha BU3yanbHbIX CTPaTErnsx
hokanmsaunm — cnocobax nepefayn cyobeKTMBHOTO BOCMPUATUS NEPCOHaXa
Yepes paKypChl, BU3yanbHble CKaXeH s, peaKLMOHHbIE M306paXeHus 1 naHopa-
Mbl OT NEPBOrO MLA. ITU TEXHMKM NO3BOASIOT KOMUKCY DOPMUPOBATH He TOSb-
KO BHELHWIA, HO 1 BHYTPEHHWIA NaH NOBECTBOBAHMS, PACKPbIBAS MEHTa/IbHble
¥ 3MOLMOHANbHbIE COCTOSIHUSA repoeB. MpUMeHUTENbHO K TUHTUHY 3TO faeT
MHCTPYMEHT aHanu3a CLEH, rae NpoucxoasT CABUTM BOCMIPUSTUS, HANpUMep,
B 3M1304aX TPEBOMW, Y3HABAHMS UM MEXKYIBTYPHOTO Avanora.

[. XepmaH (Herman, 2009) npefctaBnsieT HappaTuB Kak dyHAaMeHTanb-
HYK KOTHUTUBHYIO CTpaTeruto Yyenoseka. OH NoJYEepKMBAET, 4TO YnTaTeNb
KOMMKCa He NPOCTO BOCMPUHMMAEET 130bpaxeHune, HO akTUBHO y4acTByeT
B CO3/laH1K CMbICNa: OCTpanBaeT Npobenbl Mexay Kaapamu, npeasocxuilaet
COObITUA, MHTEPMNPETUPYET BU3YyaNbHbIE 1 TEKCTOBbIE 3/1eMEHThI B NpoLiecce
KOFHUTUBHOW nepepaboTku (Herman, 2009, p. 69). TaknuM 06pa3om, KOMUKC
(DYHKUMOHUPYET Kak rubpuaHas KorHuTUBHas GopmMa, B KOTOPOW B3aMMO-
aeiicTere BepbanbHOro U BU3yanbHOMO aKTUBKUPYET MexaH13Mbl BHUMaHMS,
namsaTv U 3MNaTum.
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M. MocTep v B. HOBMKOB BBOAAT NOHATME MHDOPMALMOHHOTO 1 BUPTYanb-
Horo cybbekTa. Moctep (Poster, 2013) oNWchIBAET, KaK B13yanbHble Meana (B TOM
4Mcne KOMUKC) oOpPMUPYHOT HOBOTO — pacLenieHHOoro, AeLeHTPan30BaHHoO-
ro — cybbeKTa BoCnpuaTUs B yCNOBUSX LMbpoBoi cpefsl. HoBuKoB (HoBMKOB,
2020) paccMaTpuUBaET KOMUKC KaK MeamnannaTdopmy, NoABEPIKEHHYIO BUPTYaslb-
HbIM HOBaUMAM: TpaHCOPMaLVsM BOCMPUATUS, OOYCIOBNEHHbIM TEXHONOTEN.
B 3TOM KOHTEKCTE KOMUKC NMPEACTaeT He KaK YCTOSBLWMWICS BU3YanbHbIN TEKCT,
a Kak MeflManbHO M3MEeHYMBas CTPYKTYPa, B KOTOPYIO BCTPOEHbI HOBbIe (OpMBI
BUAEHNS, PUTMA U UOEHTNYHOCTU.

5. baTeHc 1 X. ®pein (Baetens & Frey, 2015) npeanaratoT MccneaoBaTb KO-
MUKC He TONbKO Ha ypoBHe OpMbl, HO 1 B KOHTEKCTE MHCTUTYLMOHANbHOTO
NPON3BOACTBA, TPAHCMEAMUMHbBIX CTPaTEr Wi 1 KyNbTYPHbIX adanTaumii.

TaKknM 06pa3oM, NccnefoBaHme KOMUKCa B laHHOM paboTe OCHOBbLIBaETCS
Ha VHTerpauvmn BU3yanbHO-CEMMOTUYECKOTO, KOTHUTUBHOIO U KyNBTYPONOrnye-
cKoro aHanwmsa. Cepus The Adventures of Tintin npeacTaeT Kak Br3yanbHO-rpam-
maTtudeckas cuctema (Groensteen & Miller, 2013; Kress & van Leeuwen, 2021),
KOrHUTMBHas Mofenb HappaTuaa (Herman, 2009; Mikkonen, 2017), MmeavaTeKcT,
BCTPOEHHbIN B UMdpoByto KynsTypy (Poster, 2013; HoBMKoB, 2020) 1 06beKT
TpaHCHaUvoHansHoM anantTaumn (Baetens, 2022; Baetens & Frey, 2015). 3TOT KoM-
NNEeKCHbIN NOAXOM MO3BOMSET PACKPbLITH KOMUKC HE TObKO KaK TEKCT, HO U Kak
hopMy KyNBTYPHOW AVHAMUKM, B KOTOPOW NepenseTatnTcs penpeseHTaumm Bna-
CTU, CYOBEKTUBHOCTU U «PYroro» B BM3yansbHOM KynsType XXI Beka.

HecmoTpsi Ha pa3Hoobpasvie COBPEMEHHbIX TEOPETUHECKMX MOAXOA0B K 13Y-
YEHWI0 KOMMKCA, PSA aCNeKTOB OCTAaeTCs HeJOCTaTOYHO paspaboTaHHbIM. Bo-nep-
BbIX, PEMNpe3eHTaLVs TeNeCHOCTM Kak CeMUOTUYECKOTO U NOUTUHECKOrO pecyp-
Ca BM3yanbHOro HappaTuBa HepeaKo paccMaTpuBaeTcs GparMeHTapHo: A1bo
B paMKax reHepHbIX MCCNEA0BaHWIA, 1100 B CBS3M C TENECHOW TPaBMOW, HO PEAKO
B KOHTEKCTE LIeH3YPHbIX, PEAAKTOPCKMX U MHCTUTYLMOHANbHbIX TpaHCHOPMaLmiA,
NPONCXOAALLMX NPV adanTalymn KOMUKCa K Pa3inyHbIM KySIbTYPHBIM U Meavianb-
HbIM CpefaM. Bo-BTOpbIX, B HAYy4HOW nnTepaType Mano BHUMaHUsS yaensercs
COMOCTaBNEHNIO BU3YanbHOMO TEKCTA V1 €70 MyNETUMEAMINHbIX afanTalyi C TOUKY
3peHnst KOrHUTUBHOIO BOCMPUATHS 1 3TUYECKON MOoAanbHOCTH. OcobeHHo cnabo
npoaHanv3vpoBaHbl MeXaHu3Mbl NepepacnpefeneHs Gokanm3aumnm, Busyans-
HOWI ViepapXui 1 TENECHOI penpeseHTaLyn Npu nepexoae OT NeYaTHOro KOMMKCa
K @aHVIMaLUWOHHbIM UV LMPPOoBLIM (hopMaTam. B-TpeTbyix, 0CTaeTCs OTKPbITbIM BO-
NPOC O TOM, Kak KOMUKC YHKLMOHVPYET B Ka4ecTBe NnathopMbl MCTOPHYECKOTO
pefaKTVpoBaHus: 00MblIas YacTb CyLECTBYIOWMX MCCNefoBaHniA (hokycHpyeTcs
Ha NePBMYHOM KyNETYPHOM KOHTEKCTE, B TO BPEMsi KaK NMpoLecch NocTdaKTyM-
afanTaumn, 10Kany3aLmnm 1 cCaMmoLEeH3ypbl TPEOYIOT OTAENBHOMO aHann3a.
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HacTosiliee nccnefoBaHvie CTpeMuTCs BOCMONHUTL 3TU NaKkyHbl, npeanaras
KOMMAEKCHbI MNOAXOA K aHaN13y TenecHocTn B cepuu The Adventures of Tintin kak
AMHAMUYECKOro 06beKTa KyNbTYPHOW MHTepnpeTaumm.

XopA, 1 PE3Y/ILTATbI UCCNIEQOBAHUS

[epBble KOMUKCbI O TUHTKHE Bbinn oNybNMKoBaHbl B XXypHane Le Petit
Vingtieme (geTckoe npunoxeHune K 6enbrMincKoi KaToNuYecKon rasete Le
Vingtieme Siecle) B 1929 roay (Assouline, 2009, p. 19). Bcero B 3ToM n3gaHuu
BbILINO CeMb NepBbIX UCTOPUI O TMHTMHE. Ha HadanbHoM 3Tane (1929-1934)
B K@XX0M HOoMepe 06bI4HO BbIXOAMNO OT 1 A0 2 CTPaHML, KoMumKca. Mybnankaums
OfIHOW Cepum Morna ANnTLCS OT 12 A0 18 MecsLeB, MOKa OHa He BbIXOAMNA B allb-
H60MHOM (KHWKHOM) hopMmaTe, yKe cobpaHHOM 1 4acTo OTPeaaKTMPOBaAHHOM
(Thompson, 2011, p. 193).

icxons M3 BbIWEONUCaHHOW MeToA0N0r 1N, NyBANKALUMOHHAs UCTOPUS
The Adventures of Tintin B xypHane Le Petit Vingtiéme no3BonseT paccMaTp1BaTh
KOMMKC HE TONbKO Kak HappaTUBHbI 1 BM3Ya/bHbIN TEKCT, HO U KaK MeinanbHbll
N HCTUTYUMOHAbHbBIN NPOLIECC, B KOTOPOM CMbIC/ (DOPMUPYETCS B ANHAMUIKE
CepUHOCTK, pelakTyp 1 TpaHchopmaummn dopmaTa. B cBeTe Teopun Br3yanb-
HOM rpammMaTkn (Kress &van Leeuwen, 2021) 1 CTPYKTYPHOTO aHanm3sa CTpaHuLbl
(Groensteen & Miller, 2013) kaxpaas raseTHas nybavkaums npeacTaBnsna cobom
MO[ly/b B3Ya/IbHOrO MOBECTBOBAHMS, OrPaHNYEHHbI paMKamU ra3eTHOM NOAOCI,
4TO hOPMMPOBANO OCOObIV PUTM BOCTIPUATHS Y HAPPATMBHOW dparMeHTaumm.

C TOUKM 3peHUst KOTHUTVBHOW HappaTonorumn (Herman, 2009; Mikkonen,
2017), 3TOT hopMaT NoowWpPsa MHTePNpeTaTUBHY aKTUBHOCTb YNTATENs, Bbl-
HY)XX[O,EHHOrO BbICTPANBaTh HAPPATUBHYIO LLENOCTHOCTL Yepes A/InTeNbHbIe May3bl,
4acTUYHOE BOCMOMMHAHMeE 1 MpefBOCXMLLEH e, YTO YCUAMBANO 3MMNATUYECKOoe
N KOTHUTMBHOE y4acTure B ctoxete. OfHOBPEMEHHO C 3TUM, C No3uumu ocTte-
pa (Poster, 2013) 1 HosukoBa (HoBuKoB, 2020), paHHKe razeTHble NyoanKaumm
MOXHO MOHMMaTb KaK NeyvaTHbI aHanor undpoBol cepranmnsaumm, rae KOMUKC
[EACTBYET He KaK 3aMKHYTOe NPOM3BEAEHIE, @ Kak MOTOK MEAVABPEMEHM, CTPYK-
TYPVIPYIOLLMIA BOCNPUSTNE Yepe3 A03MPOBaHHOE, MOBTOPSIOWEeCs U M3MeHS0-
Leecs BM3yanbHoe coobuieHne.

Takvm obpasom, paHHue nybnukaumm «Mpuknodennin TuHTUHa» cnegyet
paccMaTpuBaTb He TONbKO Kak MepBUYHbIE BEPCUM FpadryecKoro HappaTyea,
HO 1 KaK Kl04YeBOW 3Tan Meananpon3BoACcTBa, B KOTOPOM (hOPMUPOBANMCh
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BUM3yasbHbIe, KOTHWUTWBHbIE U MHCTUTYLIMOHANbHbIE OCHOBbI KOMMKCA KaK Ky/b-
TypHOro Meanyma. Mx rasetHoilt Gopmat 3afaBan YHUKaNbHbIE NapameTpbl
BOCNPUSATUS: (hparMeHTapHOCTb, Cepuanm3aumio U BDeMeHHbIe PaspbiBbl aK-
TUBM3MPOBANU UHTEPNPETATUBHYIO €ATENbHOCTb YMTaTeNs, B TO BpeMs Kak
OrpaHNYeHHOCTb ra3eTHOW NONOCk GOPMMPOBana B13yanbHbIi PUTM 1 N1OT-
HOCTb NMOBECTBOBaHWS. B 3TON norvike TMHTWH NpeAcTaeT Kak MeamnaTeKcT, Ybs
CMbICNIOBas CTPYKTypa C caMoro Havana bbina obycnoBneHa ycnosmsamu nybnm-
KaLyn 1 TUPAXVPOBAHWS, @ He TONbKO aBTOPCKMM 3aMbIC/IOM.

M3paTenscTtBo Casterman Ha4ano COTPYAHMYECTBO C dpxe B 1934 rogy
(Assouline, 2009, p. 41). OHO CTano OCHOBHbIM MeYaTHbIM MaPTHEPOM XYAOMKH M-
Ka, B351B Ha ceb3 BbINYCK anbbOMOB O TUHTUHE B KHMKHOM opmMaTe (NepBbiM
Takum n3parvem ctanu «Curapsl hapaoHa»). imeHHo Casterman yTBepann
CTaBWMA Knaccuyeckmnm hopmMaT cepun: 62 CTpaHuLbl, LBeTHas nevyats 1 TBep-
nas obnoxka. C cepeanHbl 1940-x 130aTeNbCTBO TakKe akTUBHO y4aCcTBOBANO
B pefaKType v 06HOBNEHMW paHHYX BbIMYCKOB, BKOYAs VX KONOpM3aLMIo,
afanTauuio CoAePKaHMs 1 Nepensfanyie C y4eToM LUeH3YPHbBIX 1 KyNBTYPHbIX
N3MEHeHW.

NeoHapp Pudac (Rifas, 2012) aHann3npyeT 0COBEHHOCTA M MPUUKHbI Y3Me-
HEHWI, BHECEHHbIX B KOMUKC «TUHTUH B KOHIO», NOAYEPKMBAs, YTO 3TOT BbIMyCK
npeacTaBnseT coboit ApKUin NpUMep TOro, Kak MaccoBas KynsTypa OTpaxaeT
1 BOCMPOW3BOAUT UAE0NOMMYECKIME YCTAHOBKIM CBOEro BpemeHW. 10 ero MHeHMto,
nepBoHavanbHas YepHo-benas Bepcus 1931 roga 6eina ryboKo NpoHM3aHa
PaCUCTCKUMU CTepeoTunaMm: adprkaHLbl 306paxanuch Kak HavBHble, NeHw-
Bble, HyX/AatoLMecs B eBPONENCKO NOMOLM. 3TN penpe3eHTaL i MONHOCTbIO
COOTBETCTBOBaNM ODMLMANBHON KONOHUANBHON pUTOPYKe Benbriin, B KOTOPOiA
rocnoacTsoBana vaes 6naropogHoON MUCCH MO YNPaBAEHMIO «TPUMUTUBHbBIMU»
Hapopamu (Rifas, 2012, p. 227). OCHOBHOW NPUYMHON NOCNEAYIOLEN pefaKTypbl
KOMVKCa, KaK MOKa3blBaeT 1ccnefoBaTenb, CTano M3MeHeHre 0bLeCcTBEHHOO
BOCMPUSATUS pachl U KONOHWanv3ma, 0CobeHHo nocae BTopoi MMpOBOI BOMHBI.
B ycnoBusax pacTyllein KpUTnkmu nmnepuanmama, yeunmsueiics 8 1950-1970-x,
CTapble N300paXKeHNs CTanu BOCMIPUHMMATBCS Kak OCKOPOUTENbHbIE 1 HEITUY-
Hble. B 0TBeT Ha 3To u3patenu 1 npasoobnagaTteny BHECAM 3HaYMTeNbHble NpaB-
Kn. Tak, B LUBETHOM Bepcunn 1946 rofa Obinv CMAryeHsl B1U3yanbHble 1 TEKCTOBbIE
0bpa3bl appuKaHLEeB, a B n3aaHum 1975-ro elle bonbliee BHUMaHMe Hbi10 yae-
NeHO yaaneHno pacuCTCKmX Gpas v CLEH HaCUAKS, BKIOYas 3n1304, B KOTOPOM
TUHTUH B3pbIBaeT HoCopora.

[omnmo rpacbmqecr(l/lx N TEKCTOBbLIX MPaBOK, K MO3AHNM U3OaHVAM CTan

npunaraTb NpeanucnoBs, MOSCHAIOLLME NCTOPUYECKMIA KOHTEKCT CO3aHNs KO-
MUKCa ¥ Orpaxaatolive Kak Ipike, Tak v u3pateneit ot 06BYHeEHWUI B pacu3me.
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Tintin,il y en a ‘/,V_aus allons co/mmenc;;,_}:_i voué/q VOU/‘;Z
’ 1én, par quelgues a wions . Jur peu

deux qui bavar- me dire combien font deux plus deux?...

dent, ld-bas. 4. . Personne?. .. Voyons,deux plus deux?...

- Deux plus deux égalent?...

3

X

Puc. 1. Ypok apudmetuku. CueHa us anb6oma «TUHTUH B KoHro» (Hergé, 1962, c. 36)

— «[Jasatime Ha4HeM, eC/U 861 HE BO3PAXACME, C HECKO/ILKUX CAONEHUU. KMO CKaxem MHe,
CcKos1bKO bBydem d8a nitoc 08a?...»

MY DEAR FRIENDS, TODAY I'M
GOING TO TALK TO YOU ABOUT
YOUR COUNTRY : BELGIUM /...

Puc. 2. Ypok apudmetuku. CueHa us anb6oma «TUHTUH B KoHro» (Hergé, 2009, c. 36)

Takvm 06pa3om, UCTOPUS U3MEHEHUI «TUHTKHA B KOHIo» MnntocTpupyerT,
KaK BU3yasnbHbI TEKCT He ABNSETCS HEMTPanbHbIM, @ HAaXOAMTCS B MOCTOSIHHOM
Avianore C peanbHOCTbIO. ITOT BbIMYCK CTan NPYMEpPOM TOro, KaK Mefna aganTy-
PYIOTCS K HOBbIM HOPMaM ¥ LUeHHOCTSIM, AEMOHCTPUPYs HEOOXOAUMOCTb KPUTH-
4eCKOro NepecMoTpa Ky/bTypPHOTO HaceAms C y4eTOM UCTOPUYECKOTO KOHTEKCTa
1 3TUYECKOI OTBETCTBEHHOCTH.

T. MakkapTu (MakkapTu, 2013) nogyepkrBaeT, 4To nepepaboTka opurn-
HasbHbIX BbIMYCKOB COMPOBOXAANACh HE MPOCTO TEXHUYECKUMU YAYYLWEHUAMN
(Hanpumep, NepexoqoM OT YepHO-6e10ro K UBETHOMY dopMaTy), a CyllecTBeH-
HbIM MEPECMOTPOM COMIEPKAHMS: MEHSANUCH pa3bl, M306paXkeHns, Lenbie
CIOXKETHble MMHWW. MaKKapTX pacCMaTpUBaET 3TO KaK MpoL,ecc KOMMepPYeCKom
V KyNbTYpPHOW NepepaboTKu, MPpu KOTOPOM Ka bl HOBbIN BbIMYCK CTaHO-
BUTCS Kak Obl «MCNpaBAeHHOM» BepCUel MPOLINOro — C HOBbIMU CMbIC/IaMy,
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HO MpeXHen cTpyKTypoit (MakkapTn, 2013, p. 32), 4TOObI OCTaBaTLCS aKTyalb-
HbIMU, YAOOHBIMU 15 YTEHUS 1 NPUEMIEMbIMU C TOUYKI 3PeHNS OMUHVIPYHO-
WX KyJBTYPHbBIX HOPM.

3. beHTaxap (Bentahar, 2012) noka3biBaeT, Kak NPOLECChl PEAAKTOPCKON
aganTaumm KOMMKCa HarnsgHo NposSBASIOTCS UMEHHO B CUTyaLMsax TpaHCAs-
LMW TEKCTa B MHOW KyNbTYPHbI KOHTEKCT, B 4aCTHOCTM B apabCKuii Mup. 3Tu
M3MeHEeHWs BbIXOAAT 3@ PaMKM NPOCTOW BM3yanbHON KOPPEKTUPOBKM: B HOBbIX
YCNOBMAX OHM NepecobupatoTcs. ECav B paHHMX anbbomax, Taknx Kak « TMHTUH
B CTpaHe YepHOro 30/10Ta», apabckas MMCbMEHHOCTb 3aMeHsNachk geKopaTyB-
HbIMU «KapaKynsaMu», TO B bonee No34HUX BEPCUsX IpIKe 1 ero KomaHga cTpe-
MWUNCh K TOYHOCTM, 3aMeHsIa NceBaoapabckmin pndT Ha HacTosWme Haanu-
CW. ITOT Nepexop OT YCNIOBHOTO BK3YaNnbHOro A3biKa K bonee peanncTuyHomy
N «YBOKMTENBHOMY» N300PAKEHMIO KyNbTYpPbl — MOKa3aTesb TOro, Kak A3bIK
1 TENO OKa3blBalOTCS B LLIeHTPe KyNbTYPHbIX neperoBopoB. OCObeHHO 0CTpo 370
NPOSBASETCS B 3NM304aX, CBA3aHHbIX C PEIUTMO3HOM TENECHOCTLIO0. TaK, CLIEHbI
C MYCY/IbMaHCKOW MONMUTBOM CHavana bbinn AobaBneHbl Kak 3HaK yBaXKeHus,
HO B MO3AHMUX BEPCUSX CTanv AEMOHCTPUPOBATb HapYLLIEHVS PeNnUrMo3Horo pu-
Tyana: repov MonsTcs B 00yBW, COBEPLUAIOT HeBEePHbIE XeCTbl. B ogHOM ciyyae
nepcoHax TUHTVHa faxe N1MHaeT MOAAWEerocs, YTo CcTano NPUYNHON OTKa3a
0T NyBAMKALMN BbINYCKa CO CTOPOHbI ernMneTcKoro u3natensctea Dar al-Maarif
(Bentahar, 2012, p. 41). 3To CBMAETENBCTBYET O TOM, HYTO TeNECHbIe AeNCTBMUS
B BM3yasNbHOM HappaT1Be MOryT CTaTb TOYKOW KOHMAWKTA MHTepnpeTauui,
€CV HapylWatoT NoKanbHble HOPMbl TENECHOrO NoBeAeHUs. Tema TeNecHoCTH
KaK 30Hbl KyNBTYPHOIO HefopasyMeHns 0COBEHHO SPKO pacKpbiBaeTCs B CLEHe,
rae TUHTUH 1 X3A10K NepeoeBatoTCs B KEHLIMH B apabckoi oaexae. icnons-
30BaHue TeNecHON MacKMPOBKM Kak KOMUYECKOro npuema HaTankmnsaeTcs
Ha HemepeBOANMOCTb KyNETYPHbIX KOAOB: HE3HAHMe A3biKa, CNeLndVIKI KeCTOB
1 TenecHbIX HOPM NMPUBOAMUT K CPbIBY MAaCKMPOBKM 1 BU3yanbHOMY pa3pbiBy
B BOCMPUATUM CLieHbl. 34eCb TeNo CTaHOBUTCS MeCcTOM cbos — HeBepHas ero
penpeseHTauns NpeBpallaeT BM3yanbHbli1 OMOP B MONE KyNbTypHOW dpycTpa-
umu (Bentahar, 2012, p. 46).

HunaHnmxaHa n AHMHAWTa HaTTepmkm yrnybnsaoT 3TOT aHanms, noadep-
KMBasi, YTO TaKve TpaHchopMaLUmm SBASIOTCS AEMOHCTPaLMEN KONOHWaNbHOMO
BOOOPaXeHWs: apabCKuii MUp NpeaCTaBNeH Kak He3aHsaTas CleHa Ans eBponeii-
ckoro ferctaua (Chatterjee & Chatterjee, 2024).

B 1942 rogy nogsuncs nepsbii LBeTHOM anbbom «Kpab ¢ 3010TbiMY KneLu-
HAMW». IMeHHO ¢ 3Toro ansboma nspatenscTBo Casterman Havano cuctemaTu-
4eckunii nepexop OT YepHo-benoro popmMaTa K UBETHbIM Neper3aaHiam, KoTo-
pble cTanv cTaHpgapToM cepuu. Kak otmevaeT CKoTT Makknaya (McCloud, 2017),
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BbIPa3MTe/bHbIE BO3MOXHOCTY LIBETA HEM3MEHHO NPUB/EKatoT YnTaTenell Cb-
Hee, YyeM YepHo-benas rpaduka, 0COHEHHO B KOHTEKCTE KOMMEePLIWM 1 TEXHOMO-
FMYECKOro pasBuTus.

B 1966 roay ye bpuTaHcKoe n3naTencTBo Methuen notpebosano ne-
pecMoTpeTb anbbom The Black Island, yka3as Ha 131 HETOYHOCTb B M306paxe-
HUK BennkobpuTaHmm. IpKe NONHOCTbIO MEPEPUCOBAN aHTNUIACKIME NEM3aXM
1 apxXUTEKTYpY, caenan ux 6onee npasaonofobHbiMun. B 6onee No3aHmMx Bbiny-
CKax 406aBnsNvCy feTanu, BAMsIOLWME Ha JOCTOBEPHOCTb CloxeTa (Hanpumep,
bonee peanucTMYHOE BoOpyeHwue, TpaHcnopT) (Thompson, 2011, p. 68). Mo3-
e BbINn BHECeHbl n3MeHeHus B anbbom Land of Black Gold: nepBoHayansbHO
AeNCcTBMe NPOMCXOanNo B NoaMaHaaTHoW ManectuHe, HO B 1971 roay 66110
M3MEHEHO Ha BbIMbILWIEHHOE rocyaapcTBo Kxemep, 4Tobbl M36exaTts NonmnTu-
yeckux accoumaumii (Assouline, 2009, p. 202). OpurnmHanbHas cBoboaa Ipke
Hbina orpaHMYeHa v cBefieHa K Npoueccy MalnHansHOro BOCNPOM3BOACTBa
(Peeters, 2012).

B 3TOM KOHTeKcTe 0co6eHHO noKasaTeNlbHO BHUMaHWe K TeXHUYECKON
N HXEHEPHOW OCTOBEPHOCTH, MPOCAEXMBatOLLEeCs Ha NPOTSHEHWIN BCEN ce-
pun The Adventures of Tintin. MapTUH-TOMeC 1 ero Konnern npoaHansupoBanu
21 anbboM 1 coCTaBWAM ieTaNN3MpPOBaHHYH TabnuLly, B KOTOPOW CUCTeMaTn3u-
poBany 1183 BM3yanbHbIX M TEKCTOBbBIX YIOMUHAHW O6bEKTOB MHPPACTPYKTYpPbI
(Martin-Gémez et al., 2017, pp. 1069-1070). Takoe BHMMaHMe K AeTansam noavep-
KMBaeT CTpeM/eHne aBToOpa K penpe3eHTalun MaTepmnanbHOro Mmnpa C BbiCo-
KOW CTeneHbto peanucTUYHOCTM, MO3ULMOHMPYS CEePUIO B Ka4ecTBe 3HaYMMOro
NCTOYHMKA ANS U3YHEHUS TEXHONOMMYECKOro BOObpaxeHns XX Beka.

TaKknM 06pasoM, MOXKHO CaieNnaThb BbIBOL, YTO PEAAKTOPCKME U3MEHEHUS
B cepun The Adventures of Tintin 3aTparvBatoT He TONBKO CIOXKETHBbIE 1 CTUANCTU-
YecKkue acnekTbl, HO 1 bonee ryboKKe YPOBHU KyNbTYpHOW penpeseHTaumm —
OT VAEONOTUYECKUX KOHCTPYKLUMIA U BU3YanbHOW 3TUKW A0 PEAaNUCTUYHOCTH
TEXHMYECKON cpefbl. 3TV TpaHcHOpMaLMM GEMOHCTPUPYIOT, KaK BM3yanbHbIi
HappaTVviB NOABEPXKEH MHOrOYPOBHEBOW afantauuu: Nog AasneHnem noanTu-
HEeCKMX KOHTEKCTOB, OXXMAaHWIA LleneBow ayauTopuu, HOpM KyNbTYpHOM Npriem-
NEeMOCTV 1 CTpeMeHns K npasgonogobuto. Cepus «MpukntoyeHns TUHTVIHA»
OKa3blBaeTca MeanannatopMon, Ha KOTOPO NePEnMCHIBAOTCS HE TOMbKO
MCTOPUN, HO U HOPMbl B3aWMOJENCTBUS C «4PYrMM», TENOM, TEXHWUKOM 1 Npo-
CTPaHCTBOM, NpeBpallasch B AMHAMUYECKYIO MOAENb KyNbTYPHOW, B1U3YyanbHOWM
1 3TUYECKOW 3BOMOLUN.

B Poccuu cepuist KommukcoB The Adventures of Tintin BeinycKanach pasHbiMy

nspatenscrsamun. Casterman n3fasano KHWUMM, B KOTOPbIX MMS 1aBHOMO repos
TPaHCAUTEPUPOBANOCh Kak «TaHTaH». V130atenscTBO «MK-KHUTM» BbINYCTUNO
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Wb oanH ToM — «Cueapel hapaoHa» (2004). Mo3aHee cepus peann3oBbiBanach
aomamum «MaxaoH» 1 «Menuk-lNawaes», Toraa Kak «TMHTUH B cTpaHe CoBeTOB»
6611 0NY6AMKOBAH TONbKO M3AaTENBCTBOM «ByMKHMIa». Bce poccuniickue nsna-
HMs 6a3npoBanCh Ha OPUrMHaNbHOW MpaHLy3CcKon Bepcun Casterman, oaHaKoO
nepeBOof TEKCTa OCYWECTBASNCS OTeYeCTBEHHbIMU CneumanicTamu. Tak, B Bbl-
nycke «TVHTUH B CTpaHe YepHOro 30/10Ta» Nepesoy K M. Xa4aTypoB He TONbKO
aganTvpoBan TeKCT, HO 1 fo6aBUA NprYMeYaHus, MOSCHSIOWME KyNbTYPHbIe
1 McTopudecKkme peanun (Ipxe, 2022).

Nepexon OT ra3eTHOW NyBANKALMMN K KHIKHOMY (hopMaTy CTan He NpocTo
CMeHOW HOCUTENS, a 3HaYMMOI MeamnaTpaHchopMaLer, 3aTPOHYBLIEN BU3Y-
anbHbliA, HAPPATVBHbINA, UHCTUTYLMOHANbHbIV 1 MEONOrMYEeCKI YPOBHM. B Tep-
MUHax coumansHon ceMmnoTnrn (Kress & van Leeuwen, 2021) cTaHaapTM3aLms
opmaTa (62 cTpaHuLbl, UBET, TBEpAas 0bnoxKa) 1 nocneayollas pefakTypa
03Ha4anu nepecbopky BU3yanbHOro TeKCTa: M3MEeHMNACh He TOMbKO KOMMO3MLMS
CTPaHwL, HO U MOf@NbHOCTb BOCMPHATUS, BU3YaNbHAs CEMAHTMKA U KyNbTYPHbI
CTaTyC N300paxKeHus.

CornacHo makpocemumoTnke (Groensteen & Miller, 2013), nepensnanus
3TV CONPOBOXAANNCH NEPEeCTPONKON CETKM, PUTMa U NIOTHOCTU NOBECTBOBA-
HYs. TaKoW peav3aiii HapywWwua UCXOAHYIO CepuanbHyo NpUpoay NybaviKauwi,
TpaHCHOPMMPYs UX B LiENbHbIE, aNbOOMHbIE MPON3BEAEHUS C NHBIM TEMMOM
YTEHWs 1 CMbICTIOBOW Mepapxmelt. B pe3ynbtaTe OHW CTanu CamoCToATeIbHbIMK
BM3YaNbHbIMY TEKCTAMU, KOTOPbIE NoANexaT (hopManbHOMY aHanmsy HapasHe
C OpUrMHanamu.

C TOYKM 3peHUst KOTHUTUBHON HappaTonorun (Herman, 2009; Mikkonen,
2017) U3MEHEHUS 3TU NOBAUANM Ha BOCMPUATME YuTaTens: nepepaboTka pe-
NAVIK, UBETOBOW NanMUTPbl M faXe CIOKETHON CTPYKTYPbI M3MEHMNa MeXaHN3Mbl
SMOLMOHANLHOMO BOBIEYEHNS 11 PEKOHCTPYKLMM HappaT1Ba.

Takum obpasom, The Adventures of Tintin Ha4MHaOT QYHKUMOHMPOBaTb
KaK HOBbIM KOTHWUTUBHBIN CLEHapUiA, OTAUYAKOWMIACS OT OPUrMHANBHOTO YKTa-
TENbCKOro OnbITa.

Ocobyto posib B 3THX NPeobpasoBaHUsaX Urpan LieH3ypHbIE U KybTypHble
pefakumu, NpoBoaMMble n3natensctsamu Casterman, Methuen, Dar al-Maarif.
AKUEHT, B 4aCTHOCTW, CMECTUIICS Ha penpeseHTalnio TeNecHOCTH, KoTopas
nepectana ObiTb HEMTPaNbHbIM 3NEMEHTOM U306PaXKEHNS 1 CTana STUYECKM
N NOAUTUNHECKN 3HAYUMOM.

CornacHo vccnegoBaruio XaHa-MNons Mabuiie (Gabilliet et al., 2010), k ne-

PEOCMbICNIEH VIO TENECHOrO NMPYBEN NOCNEBOEHHOE pacliMpeHme ayanTopun
1 POCT KPUTUYECKOro AMCKYypCa. 34eCh MOSBUANCH TEMbI YSI3BUMOCTU, TPaBMbl,
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6011 1 cocTpafaHus. YecTokre CLeHbl 1 pacoBas KapuKaTypHOCTb CTanu pe-
AaKTVPOBATLCS MW NONHOCTHIO YAANSTHCS.

MoKkasaTenbHo, YTO caM TUHTUH M300paXkaeTCs KaK NepcoHax C MOYTH
CBEPXYEN0BEYECKOW YCTOMYMBOCTbIO: B UCCNEA0BaHUM rpynmbl y4eHbix (Caumes
etal., 2015) npoaHann3nMpoBaHo 236 MHUMAEHTOB, CBA3aHHbIX C TPaBMamu reposi,
HO TONBKO LWeCTb U3 HKX MPVBEN K rOCAMUTann3auUmm, 1 gaxe B 3TUX CyyYasx
nocneacTsums 6611 MUHVMaNbHLI. 3TO NOAYEPKUBAET HE TOMBbKO YCIOBHOCTb
HappaTyBa, HO U KyNETYPHYIO YCTAHOBKY Ha MAeann3nMpoBaHHY0 TeNeCHOCTb Kak
3HaK CTOMKOCTU, MyXXECTBEHHOCTW 1 MOPanbHOM HEMOrpewmnmMocTu.

TaknM 06pa3oM, UCTOPUS PeAaKTyp Cepumn 1EMOHCTPUPYET, Kak TpaHcdop-
Mauus MefiMyMa BAMSET Ha CMbICIOBYIO CTPYKTYPY TeKcTa. [lepexof OT ra3eTHoM
(bparMeHTapHOCTN K aNbbOMHON LIeNBHOCTU, OT BM3YanbHOW HENTPanbHOCTH
K KYN6TYPHOW Y4YBCTBUTENbHOCTU NpeBpaTun «[pukntodeHns TUHTUHaE» B AU-
HaMK4yeckoe MefiManpoCTPaHCTBO, B KOTOPOM TENO, S3blK 1 hOpMa CTaHOBATCS
He TONbKO XYAOMECTBEHHbIMW KOMMOHEHTaMK, HO U HOCUTENSIMMN UAeoNorye-
CKUX, KOTHUTUBHbIX U MONUTUYECKMX 3HAYEHUN.

B 1982 roay C. Cnvnbepr NposiBui MHTEPEC K 3kpaHm3auuu The Adventures
of Tintin, HO NPOLIECC 3aTAHY/CS. IpPXKe yMep BCKOpe Noc/e Havana neperoso-
pOB, YCMEB fiaTb COrnacve Ha 3kpaHv3auumto. Cnunbepr obelan CoxpaHnTb Ayx
opurnHana, Ho 13-3a IPUANHECKUX U TBOPYECKMX Pa3HOrNachii MPOeKT He Npo-
aBunHyncs. KoHtpakxt ¢ Canal Plus npuBen K co3gaHnio aHMMaLUMoHHOro cepurana
The Adventures of Tintin (Hirsh et al., 1991-1992). [pon3BOACTBOM 3aHUMaNCh
ctyaunw Ellipse v kaHapckas Nelvana. C 1991 no 1995 rogpl cepunan 6bi1 WMPOKO
nonynsipeH (Peeters, B., 2012, p. 339). Cepunan coctosn 13 39 anm3ono8 (npoaon-
XKUTENbHOCTb KaXaoro — 22 MUHYThI), 06beAMHEHHbIX B TpU ce30Ha. Kaxabii
anbboM KOMKKCa Ipxe afanT1MpoBasncs B ABYXCEPUNHYIO apKy. Bcero B MynbTce-
pvian BoWwnW agantaummn 21 n3 24 oduumansHbeix anbboMoB. bbinn NponyLeHsl
«TMHTUH B cTpaHe CoBeTOB», «TMHTUH B KOHO» 1 He3aBepLWEHHbIM anbboM Tintin
and Alph-Art. TlepBoli cepueit cTana akpaHm3aums «Kpab ¢ 3010TbIMM KNELHAMMN»
(neBaTbI TOM KOMMKCA).

TakuM 0bpasom, cepuran NpeacTaBsn cobo ynopsfaoieHHY0 1 HappaTue-
HO COrNacoBaHHY BEPCUIO OPUMMHANBHOTO KOMUKCA, HO 6e3 y4eTa XpOHONOr i
Pa3BUTUS NMEPCOHAKEN U 1X B3aMOCBSI3el.

C TOUKYM 3peHNst BU3yanbHOTO A3biKa, aBTOPbI MyNbTCepuana CTpeMuinch
K MaKC1ManbHO TOYHOMY BOCMPOU3BeaeHuto cTuns 3pxe (ligne claire), npy 3Tom
aKTUBHO paboTas ¢ LUBeToM, GOHOM U iM3aiHOM nepcoHaxein. Ocoboe BHUMa-
H1e yaensnock ToMy, HTOObI ajanTalyis COXpaHsana 3CTeTUYECKYHO Y3HaBaeMoCThb
1 AIMOLMOHANBHYI0 MHTOHALMIO opurnHana. OfHaKo psifd 3NM30408 Obin CMsr-
YeH MO CPABHEHMIO C NEePBOUCTOYHUKOM: yaaneHbl Uan peayLnpoBaHbl CLEHbI
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Hacunvis, ynoTpebneHns ankorons (0CObeHHO B OTHOLIEHWW KanuTaHa X3a/10Ka),
a TaKKe OCTPbIE MNOANTUYECKIME U PENNTNO3HBIE TEMbI, YTO COOTBETCTBOBASO
TpeboBaHWaM AeTcKoro Teneadupa Havana 1990-x (Thompson, 2011, p. 148).

Espéce de petit
ornithorynque!

Puc. 3. CueHa u3s anb6oma «CTpaHa YepHoro 3os0Ta» (3pxke, 2022, c. 58).
CKpUHLLOT aBTOpa

— «AX Mbl, yMKOHOC!»

—«A-ag-al... A-a-al..»

Puc. 4. CueHa U3 aHUMaUMOHHOro Tenecepuana «MpuxkndeHns TUHTUHa» (1991-1992).
Pex. C. bepHackoHU. Ce30H 2, 3nu3op 11. 19 MuH 11 cek. CKpUHLWOT aBTopa’

B norvke KOrHUTMBHOWM HappaTonorumn (Herman, 2009; Mikkonen, 2017)
IKpaHM3aLVWs npeobpasyeT YNTaTeNbCKUIA OMbIT B 3pUTENbCKUI. BMECTO ak-
TUBHOW PEKOHCTPYKUMN CIOXKEeTa, TPEOYIOWEN OT YnTaTens MHTEPNpeTaTMBHOM
BOB/IEYEHHOCTU, 3pUTENb MOTPYKAETCS B 3apaHee CPeXMCCHpOoBaHHYy Gop-
My HappaTunea. Ocobyto pob B 3TOM NpoLecce nrpaet nepepacnpegeneHme
hoKanvaumm: eciv B KOMMKCE YMTaTENb CaM BbICTPanBaeT NoCe0BaTeNb-
HOCTb CMbBIC/IOB Yepes BK3yalbHble Nay3bl Mexay naHensmMu, To B aH1MauUVoH-
HOW BepcuM TOYKa 3peHns repos CTaHOBKTCA «nnasatowei» (Mikkonen, 2017),

b McTouHmK n3obpaxeHns cm.: URL: https://www.youtube.com/watch?v=Iw8E2yLC-Uo (01.07.2025).
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a BW3yanbHas HarpysKa ynpaenaseTcs pexuccypol, nepeMelleHrsmMmmn Kamepsl
1 MOHTaXOM.

TakuM 06pa3oMm, MynbTCEpUan He TONbKO MHTepPnpeTnpyeT KOMUKC,
HO 1 PEKOHCTPYMPYET HAapPaTUBHYIO €0 MEXaHWKy, Co3aaBas 1I0Ka/1U308aHHbIE
KozHUMUBHble cyeHapuu — bonee nuHelHble, 3MOLMOHANBHO HAChILEHHbIe
1 OPUEHTUPOBAHHbIE Ha KyBTYPHYIO YHUBEPCANIBbHOCTb.

Cepwvian ,eMOHCTPYPYET COBOI NprMep BU3yanbHOrO NEPeKOAMPOBaHNS
(Kress & van Leeuwen, 2021): MynsTunbM Hen3bexxHo nepepacnpefenseT B13y-
anbHblE aKLEHTbI, MEHSIET KOMMO3MLMOHHYIO CTPYKTYPY, TEMM U BM3yanbHO-Ce-
MaHTUYECKYIO Mepapxnto. BruayansHas rpammaTtiika MynsTceprana nepectpan-
BAET aKLEHTbI: TeNo 6onblie He 06BEKT WYTOK, @ HOCKUTENb Penpe3eHTaTUBHOM
HOPMbI, MpreMNeMoin B rmobanbHoM MeanakynsType Hadana 1990-x. 3To cooT-
BETCTBYET NIOrMKe MeamanonuTnKm agantaumnm (Baetens, 2022; Baetens & Frey,
2015): cepyan npeacTaBnseT coboi MHCTUTYLMOHANbHO OTPeaaKTMpPOBaHHYIO
BEPCUIO KOMUKCA, PENPEe3eHTaTUBHYIO U NPUEMAEMYIO B MEX/YHAPOAHOW Me-
AviakynbType. YaaneHve cueH Granyeckor arpeccum, ankorons, MAeonoru4eckm
HamnpsHKEHHbIX 3MM3040B — 3TO HE NPOCTO afanTauus Noa AeTckui hopmart,
a MeaManoNUTUYECKniA aKT, B KOTOPOM TeNIeCHOe OKa3blBaeTCs TOUKOW perynu-
POBaHMS AONYCTUMbIX CMbIC/IOB.

TakvM 06pa3oM, N3MEHEHNE BI3YaNbHOTO f3blKa B My/IbTCEPUAne v B N03[-
HVX afanTaumsax «TUHTUHa» CTano BO3MOXHbLIM MEHHO NOTOMY, HTO M3MeHMNach
penpeseHTaLns TeNeCHOro Kak CeMMOTUYECKOTO LLeHTPa: OT FPOTECKHOMO —
K HOpMaTMBHOMY, OT aHUMaLMOHHO-KOMUYECKOTO — K KYNBTYPHO YyBCTBUTENb-
HoMy. Teno nepectano HbiTb MPOCTO TENOM MePCOHaXa — OHO CTano Ky/bTyPHbIM
MapKepoOM 3M0xK, TPeBYOLMM HOBOW BM3YanbHOW NOTUKK 1 3TUHECKON apTUKy-
nAuUMK. Mynercepran He TONbKO PaCLUMPUA FPaHnLbl MeananpucyTCcTBms TUHTK-
Ha, HO 1 chopMMpOBan HOBbIV POPMAT KyJBTYPHOM NaMsaTL, B KOTOPOM 06pa3
repos 3aKpennseTcs Yepes ayanoBM3yanbHble KOAbl U TeNeHapaTBHYIO 0T 1KY.
B 3TOM CMbICNIE OH UNNOCTPUPYET KNHOYEBYIO YCTAHOBKY COBPEMEHHOW KyNBTYPbI:
KOMVIKC KaK MefjyM nepectaeT 6biTb (UKCMPOBaHHBIM TEKCTOM W NpeBpallaeTcs
B rMbpWAHYIO, TPaHCMEANIAHYIO M KOTHUTYBHO-NEPECTPanBaEMyto CTPYKTYPY, Ybe
BOCMPUATHE U UHTEPNPETALMSA MEHSIOTCA B 3aBMCUMOCTU OT popmaTta, TeXHO-
NOTUN U MHCTUTYLMOHANbHOMO KOHTEKCTA.
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OBCY)>XAEHUE PE3Y/IbTATOB

Pe3ynsTaThl aHanv3a NoATBEPXK/AAI0T UCXOAHYIO TMNOTE3Y O TOM, HTO BU-
3yanbHas penpeseHTaums TenecHocTn B cepum The Adventures of Tintin npega-
CTaBNsAET COOON HEYCTOMUMBYIO U KyNbTYPHO MeaMaTU3VPOBaHHYIO KaTeroputo,
NOMBEPXEHHYI0 MOCTOSIHHOW afanTauyii B OTBET Ha M3MEHEHUS 3TUYECKNX,
NONUTUYECKNX U TEXHOMOrMYecKrx ycnoBuii. Ha npumepe ansboma Tintin in the
Congo 1 apyrux KNtoYeBbIX 3M1M30A08 (apabcKkas MaCKMPOBKa, CLEHbI C MONUTBOW,
penpe3eHTaums HaCuAns U 3THUYECKOW NPUHAANEKHOCTH) NPOCAeXMBaeTCs,
KaK TenecHoCTb yHKLMOHUPYET B Ka4ecTBe MHAMKATOPa KyNbTYPHOK HyBCTBU-
TeNbHOCTYM 1 MapKepa Uaeonorniyeckoro aasneHus.

CpaBHeHMe OpurHanbHbIX MeYaTHbIX BEPCUIA U MynbTceprana (1991-1992)
BbISIBNSET TPaHC(HOPMALMIO BIU3YanbHOTO HappaTvBa B HanpaBAeHN Y 3TUYECKO
HOpManu3auumn: Teno nepcoHaxa TepseT QyHKLUKUM 0OBEKTHOO KOMM3Ma 1 CTa-
HOBMTCA HOCKTENEeM HOPMATUBHOMO, MHCTUTYLMOHANBHO NpreMnemMoro obpasa.
Takune CABUMV MOXHO MHTEPNPeTUPOBaTL B I0TVKe MeavanonnTukn (Baetens,
2022) KaK peaKumto Ha M3MEHSHOLMIACS KyNBTYPHBI 3anpoc 1 TpeboBaHWs mo-
H6anbHOW Meamnacpeasbl.

OcobeHHO nokasaTeneH MexaHv3M nepepacnpefeneHns Br3yansHoi do-
Kanusaumu 1 Temna BOCNPUSATYS, YTO COMMacyeTCsi C NONOXKEHVSMU KOTHUTVUBHOM
Happatonorum (Herman, 2009; Mikkonen, 2017): 3putens MynsTcepriana BKIOYEH
B [IPYroV CLEeHapuWii MHTepnpeTaumm, MMWeHHbI nays, Npobenos 1 BapuaTue-
HOCTW, XapaKTepHbIX AN KOMUKCa Kak POpMbl dparMeHTVPOBaHHOMO HYTeHMS.
TenecHoCTb B 3TOM KOHTEKCTE — He NMPOCTO K13obpaxeHHoe Teno, a hopma Me-
AManepeBofa, B KOTOPOW KynbTypHbIe KOHMANKTbI TpaHCHOPMUPYIOTCS B 3pU-
TeNbCKW HENTpanbHbIE UM «NpUEMAEMbIE» BU3YalbHble KOAbI.

TakuM 0bpa3om, TenecHocTb B The Adventures of Tintin Oka3biBaeTCs He BTO-
PUYHBIM 3/1EMEHTOM CIOXETa, a Kt04EeBOI TOUKOW KyNbTYPHOM aganTaLummn 1 Bu-
3yanbHOro KoHMAnkTa. OHa obbeanHseT B cebe cpasy HeCKObKO YPOBHEW 1H-
TepnpeTaumm (3CTETUYECKMIA, HAPPATWBHBbIN, STUYECKUI Y UHCTUTYLMOHATBbHbIN),
CTAHOBSICb MOMIEM HAMPSHKEHWS MEX/Y aBTOPCKUM BbICKa3blBaHMEM, CTOpUYe-
CKOW NaMsThbio U MeAManonuTUKOW COBPEMEHHOCTH.

BbiBOZbI

MpoBefeHHbI aHanu3 NOATBEPAM, YTO BM3yanbHas penpeseHTaums
TenecHocTH B cepum «MpuknoyeHns TUHTUHA» SBASETCS He YCTOMYMBOMN
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3CTeTUYECKOW KaTeropmen, a AMHaMUYeCcKon CEMMOTYECKOM KOHCTPYKLUMEN,
oTpaXatoLiei MPOLECChl KynbTypHOM aganTtaunm, MHCTUTYUMOHANbHOTO KOHTPO-
ns U MeanaTpaHchopmaLn B XX-XXI Bekax.

TenecHoCTb MYHKUMOHUPYET KaK TOYKa KyAbTYPHOrO KOHMAVKTa MeX-
Ay OPUTMHaNbHbIM HapPaTMBOM M NO3AHENLMMI ero agantaumsmu (BKoYas
MynbTcepvan 1991-1992 rofoB), rae Br3yasbHble 1 HappaTuBHble TpaHchopma-
LMW OTpaXatoT TEeHAEHLUMM 3TUYECKOM HOpManm3aumnm v MegninHolm cTanaap-
TM3aumn.

KOMMKC B 3TOM KOHTEKCTe npeacTaeT Kak hopMa KynbTypHOW NaMaTw,
B KOTOPOW penpe3eHTauuns Tena UKCpyeT U3MeHeHMs 0OLLECTBEHHbBIX HOPM
1 NpefcTaBAeHuin O «ApYyroM», AEMOHCTPMPYS, KaK Meava nepeonpefenstoT rpa-
HULLbI AONYCTVMOTO B KyNbTYpE.

MpVYIMEHEHHbIV MEXANCUMNANHAPHBIA NOAX0A (KOrHWUTVBHas Happa-
TONOTUS, BU3YyasbHasi CEMUOTUKA U KyNbTypHas TEopKsl) NoKasasn CBot -
(DEeKTMBHOCTb A5 aHanm3a BM3yanbHbIX CTpaTernin KynsTypHOW afanTauum
B rpadmyeckmx HappaTuBax 1 MOXET OblTb pacluMpeH Ha U3yyYeHune apyrux
MYNbTUMEANNHbIX POPM.

TakviM 00pa3oM, TeNeCHOCTb B CEPUM KOMUKCOB «[1pUKItoYeHns TUHTUHa»
BbICTYMAEeT KyNbTYPHbIM MHTEPdENCOM, B KOTOPOM NepeceKaloTcs 3CTeTUYeckue,
ITUHECKME U MHCTUTYUMOHAMbHbBIE N3MEPeHNa penpeseHTaunu. Ee aHanms no-
3BONISET NyHLIE MOHSATh, KaK BU3yanbHble MeAra hopMUpYIOT MONUTUKY N306pa-
KEHWs!, MepPeBOAs MCTOPUYECKIE U KyNbTYPHbIE KOH(ANKTbI B YHUBEPCaNbHbIe
BM3yasibHble KOAbI.
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MHXeHepHble NoAXOAbI

K MOCTPOEHWIO LIBETHOIO rnanr/anHa
ACES B yCnoBuax orpaHnyeHHbIX
pPecypCcoB KNHOMPOK3BOACTBA

AHHoTauus. CTatbs GOPMyNMPYyET MHXEHEPHbIV NOAXOA K MepeBody Ma-
NOBKMKETHBIX MPOAAKLIEHOB Ha CLEHO-OPVEHTUPOBAHHbIV NannnaiH
ACES KaK OTBeT Ha MOCTMIeHOYHbIN «XaoC» yrpaBneHys LBeToM be3 cylile-
CTBEHHOTO POCTa KanuTanbHbIx 3aTpaT. Llenb — npeBpaTuTb abCcTpakTHbIe
npevmyulectsa ACES B Bocnpour3Boavmble npoueaypbl: GYHKLMOHAb-
Hyto aexkomnosuumio IDT/RRT/ODT; pa3sseneHve poneir ACES2065-1 (APO),
ACEScg (AP1) n ACEScct; npeanuceiBatoume HacTpoliku DaVinci Resolve
(bukcmpoBaHHas Bepcus ACES, No Input Transform ¢ HasHaueHvem IDT
no knuny, uenessle ODT ans aennusos/npokcn); OCIO-obmeH VFX-acceTa-
MU; pernaMmeHTbl MeTagaHHbix 1 QC.

MeToA0N0OrMYeCK NPeANOXEHbI: Mo3TanHoe BHeapeHve (NunoT, VFX, non-
Hoe pa3BepTbiBaHMe) U HOPManM30BaHHbIe KOHTYPbI KOHTPONS (Banu-
pauns IDT Ha nmnopTe, Yyek-nuctel OCIO, 3amelleHne KpeaTnBHbIX LUT
Ha LMT/PowerGrades, dpuKcaLms yCnoBmin NpocMoTpa).
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HoBM3Ha — B cMCTeMaTV3alUMM CLEEHO-OPUEHTMPOBAHHOIO NannnaiHa ans
PEeCypCHO OFPaHMYEHHbIX KOMaHA, B MPOBePsSeMbIX KOHTPObHbIX TOYKax
BHEAPEHWS U MHTErpaLm TEXHUYECKMX 1 OPraHu3aLMoHHbIX Mep (ponb
DIT, cornaweHuns no MMEHOBAHWIO, ANCLMMNAMHA KOMMYHUKaLWIA).

BbiBOALI: Bapbep nepexofa CMeLLeH K KoMNeTeHUMsSM 1 npoLefypam; CTy-
[V TpeiiAnHra CTaHOBMUTCS TEXHONOTMYECKUM SAPOM; TpMada «MpoeKTHas
HacTpolika — ynpasnsemble npokcy — ctporunii OCIO-o6MeH» MUHUMK3K-
pYeT NoTepu UBeTa M NOBbIWAET roTOBHOCTL K SDR/HDR/KMHO-gOCTaBKe
1 apx1By; NPeanoXeHbl METPUKK AanbHeNWmX nccnefoBaHuii (4actoTa
QC-mHumpaeHTOB, T2C, cTOMMOCTb EXR-XpaHeHus).

CraTbst OyaeT nonesHa konopuctam, DIT-cneuvannctam, VFX-cynepsaiize-
paM 1 PyKOBOAUTENSM HE3aBUCKMbIX CTYANNA.

Kntouesble cnoBa: ACES, CLLeHO-OpUeHTUPOBaHHOE ypaBneHue LBeToMm,
NIMHENHOE MO CBETY NPeACTaBeHve, KONOPUMETPUS, LUIMPOKKIA OXBaT
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Engineering approaches
to constructing an ACES color
pipeline for small-scale productions

Abstract. This article outlines an engineering blueprint for migrating low-
budget productions to a scene-referenced ACES pipeline as a principled
response to the post-film color management chaos, without incurring
substantial capital outlays. The objective is to operationalize ACES’ abstract
advantages into reproducible procedures: a functional decomposition of
IDT/RRT/ODT; a clear separation of roles for ACES2065-1 (AP0), ACEScg
(AP1), and ACEScct; prescriptive DaVinci Resolve configuration (pinned ACES
versioning, project-level No Input Transform with per-clip IDT assignment,
and target-specific ODTs for dailies/proxies); OCIO-mediated VFX asset
exchange; and enforceable metadata/QC regimes.

The work proposes a phased rollout (pilot, VFX integration, full deployment)
under formalized control loops in the household IDT validation at ingest,
checklists for OCIO, replacing creative LUTs with LMTs/PowerGrades, and
a baseline fixed viewing condition.

Its novelty exists in how it reorganizes a scene-referred pipeline for resource-
constrained teams by making transparent, verifiable implementation
checkpoints and technical, as well as organizational, safeguards (DIT roles,
naming conventions, and disciplined communication).

It concludes that adopting moves the barrier from capital expense to
competence plus procedure, that grading studio is a technological
fulcrum, and that managed proxies, strict OCIO exchange, in a triad project
configuration minimizes color loss while enabling SODR/HDR/cinema delivery
and archival readiness. Candidate metrics are also outlined here for further
study (QC incident frequency, time-to-competency, EXR storage cost).

The article will be useful for colorists, DIT specialists, VFX supervisors and
heads of independent studios.

Keywords: ACES; scene-referred color management; linear-light
representation; colorimetry; wide gamut
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BBEAEHUE

HeobxoammocTb B ACES BO3HVMKNA 13-32 XaOTMYHOIO NaHawadTa ynpasne-
HUS LUBETOM, KOTOPbIV ChOPMMPOBANCs Npu nepexoae oT NNeHOYHOro K Lndpo-
BOMY NMpoun3BoacTBy (Kaufman, 2018). 3TOT nepexof NpvBen K pacnpocTpaHeH o
nponpreTapHbIX LBETOBbIX MPOCTPAHCTB Kamep, hopMaToB Garinos 1 nora-
PUMDOMUYECKNX KPUBBIX, 4TO CO3aN0 cepbesHble Npobaembl ANs NoAAepKaHMs
ennHoobpasus LUBeTa. OcHoBHas Npobnema 3akoyanach B OTCYTCTBMM CTaHaap-
TU3MpPOBaHHOIo hopmaTa Ans 0bMeHa N306paxeHUaMU, YTO NPUBOANIO K ABYC-
MBICIEHHOCTW, HECOrNAaCOBaHHOCTI 1 KOMMPOMeTaLV/ TBOPYECKOro 3aMbIc/a
npu nepepaye hannos Mexay oTaenamm v CTyausmu. NneHoYHoe Nporn3BoACTBO
npefocTaBnsno «6e30TKa3Hyto cMcTeMy Ans obecneveHns NoCTOSHCTBA LBeTay,
HO C MPUXOAOM LMMPOBbIX TEXHOMNOIMIA 3Ta cMcTeMa bbina yTpayeHa, 4To Nopo-
A0 cpeay, MEeTKO Ha3BaHHyo «Inkum 3anagom» (Kaufman, 2018).

OpfHoM 13 Hanbonee CAOXHbBIX 3aAa4 CTana CUHXPOHYV3aLIMS M306paKeHWiA
C pa3Hbix kamep (Hanpumep, ARRI, RED, Sony, Canon) v MHTerpaums KoMmnsto-
TepHol rpadukm (CGl), KoTopble TPaAMUMOHHO CYLLeCTBOBAAN B Pa3NuyHbIX
KonopuMeTpurYeckmx npoctpaHcTeax (Carman, 2016). Kaxpaas cuctema kamep
3anucblBana faHHble Mo-CBOEMY, ¥ AN VX COrMacoBaHus TpeboBanuch CNOKHbIE
1 4aCTO HETOYHblE MPeobpa3oBaHus, YTO YCIOKHSN0 paboyuia npoLecc v yBe-
NINYMBAN0 3aTpathl.

ACES BBOAWT yHAAMEHTANbHbIN KOHLENTYaNbHbIN CABUI: Nepexof oT pa-
bouero npolecca, OpMeHTVPOBaHHOrO Ha aAncnnel (display-referred), k npoueccy,
OpPVEHTUPOBAHHOMY Ha clLeHy (scene-referred) (MakaxaHoB 1 ap., 2023).

Display-Referred (Hanpumep, Rec.709) cuctema KoaMpyeT LUBETOBbIE 3Ha-
YeHWs AN KOHKPETHOrO YCTPOWCTBA OTOOPaxeHys. Takol NOAXop «3arneKaeT»
BHeWHNA BUA, OTCEKas AaHHble, BbIXOAALIME 3a Npefenbl LIBETOBOro oxBaTa
1 AMHAMUYECKOr0 AnanasoHa Avcnes, 1 CEpbe3HO OrpaHnyMBaeT rMbKOCTb Ans
6ynyuimx hopMaToB 1 TEXHONOTMIA 0TObpaxeHus (Peters, 2020).

B cucteme Scene-Referred (ACES) LiBeTOBble 3HaYeHWs NpeacTaBnsoT
CobOW NPAMYIO NMHENHYIO 3aBUCUMOCTb OT CBETa B UCXOAHOM CLeHe. 3To no-
3BONISET COXPaHUTb MONHBIN AMHAMUYeCKWIA Arana3oH (bonee 30 cTyneHel)
1 LIBETOBOW OXBAT, 3axBaYveHHbI ceHcopoM kamepsl (Carman, 2016). Tako nof-
XOfl pacCMaTpVBaeT flaHHble N306paxeHns Kak «LndpoBOIN HeraTuB» Unu «Lnd-
POBYIO MacTep-Kkonuio ncTouHvKa» (The American Society of Cinematographers,
n.d.), coxpaHss MakcrManbHoe KONMYeCTBO MHAMOPMaLMK ANs NOCAeaYOLLMX
npoLeccoB, Takux Kak VFX 1 useTokoppekuus (Koutlis, 2024).

B HacTosulelt paboTe 06EKTOM VCCNef0BaHWs BbICTYNAET yrpaBneHve
LIBETOM MpU Nepexofe oT NAeHOYHOIo K LMhPOBOMY MPOM3BO/ACTBY, T. €. Habop
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NpakT1K, hopMaToB 1 Npeobpas3oBaHMii LIBETA, MCMOMb3YEeMbIX NPY CO3AaHMM
1 0bMeHe 130OPAKEHNSIMI B KMHO 1 BUAEONpoM3BoACcTBe. MpeAMeToM 13yye-
HNS ABNSETCS MHKEHEPHbI NOAXOM K NepeBo/ly ManobioMKeTHbIX MPOAaKLLIEHOB
Ha CLIeHO-0OpUeHTMPOBaHHbIV NainnainH ACES — Kak KOHKpPEeTHbIM Habop npoLie-
Ayp v KOHbUIrypaumii ans npakTMyecKo peanusaunn cueHopehepeHTHON Mo-
Aenuv ynpaenexns LBeToMm. [pakTnyeckas akTyanbHOCTb PaboThl CBA3aHa C Tem,
4TO LMPOBOE NPOM3BOACTBO YCUIMNO hparMeHTaLMIO LIBETOBbIX MPOCTPAHCTB,
hopmaToB halinoB 1 NorapudMUYECKX KpUBbIX, YTO YCNOXKHSIET NMoaaepxaHmne
eanHoobpasns LBeTa 1 COXpaHeHve TBOPYECKOro 3aMbic/ia npu nepegade ai-
NOB MEX[Y OTANaMU Vi CTYAUSMU.

KntoyeBast npo6nemMa — CUHXPOHM3aLUMS N300PaKeHNA, CHATBIX Ha pas-
Hble kKamepsl, N nHTerpauma CGl: kaxgas cmcTema 3anucbiBaeT daHHble No-CBO-
emMy, 4TO TPebyeT CAOXKHbIX U MHOTAa HEeTOYHbIX Npeobpa3oBaHuiA, YCNOK-
HAtOWMX paboyumii NpoLecc 1 yBennymBatoLmx 3atpaTsl. Llenb HacToswero
MCCNefoBaHMs 3aKntoyaeTcs He TONbKO B apTUKYASLMM MHKEHEPHOTro dpelim-
BOPKa, HO 1 B MOCTPOEHYM LEeNOCTHOMO KOMM/IeKca BOCMPOV3BOAMMbIX MPOLLeayp,
npeaHasHayYeHHbIX ANs CMCTeMaTMYeCKOro BHeApeHus clieHopedepeHTHOro
ACES-nainnaiiHa B NpoOM3BOACTBEHHbIE KOHTEKCTbI C XECTKMMMN BHOMKETHBIMU
orpaHuyeHrsMn. ViHbIMy cnoBamu, peyb MAET O TPaHCAALMM B OCHOBHOM fe-
KNnapaTWBHbIX 1 BO MHOFOM abCTpaKTHbIX NpevmyliecTB ACES-cTaHaapTa B no-
CKOCTb MPaKTUYeCKUX, AeTanu3npoBaHHbIX HXEHEPHbIX pernamMmeHToB, 4OCTYM-
HbIX 415 peanbHOro MPUMEHEHMS.

Hay4yHas HOBM3Ha paboTsl HOCUT MaBHbIM 06Pa30M METOANYECKUIA U NH-
YKEHEPHbIV xapakTep. Bo-nepBbix, OCyLIEeCTBNEHa NOCNEA0BaTENbHAN NHXKeHep-
Hasi IEKOMMO3MLMS CLLEeHO-0PUEHTNPOBaHHOIO NavnnariHa ACES npyMeHnTeNb-
HO K pecypcHO-aedUUMTHBIM KUHOMPOW3BOACTBaM. BO-BTOPLIX, NpeanoxeHa
nTepaTVBHas MOfeNb ero BHepeHUs C YeTKO apTUKyNMpPOBaHHbIMMK dha3amu
1 opmanmayembiMu npoueaypamu QC-KOHTpoNs. B-TpeTbux, MHTErpUPOBaHbI
He TONbKO TEXHMYECKME, HO 1 OPraHn3aLUMOHHO-YNpaBeHYecKe MexaH3Mbl
KaK paBHOMpPaBHble AeTEPMIUHAHTBI YCNeWHOCTH nNpoLiecca. MicxofHas runoresa
opmynupyeTcs cnenyolm 06pa3om: Mepexos Ha CLEHO-OPUEHTUPOBAHHbI
ACES-naiinnaiH B yCN0OBMSAX PECYPCHO-0rPaHUYEHHbIX MPOAaKLIEHOB NpeacTaB-
NSETCS OCYLIECTBUMbIM 63 IKCMOHEHLMANbHOIO POCTa KanuTabHbIX 3aTpaT Npu
YCNOBMMW BHEPEHMS CTPOro hopMann30BaHHbIX MPOLEAYP, UHCTPYMEHTaNbHO
YCTONYMBOW KOHMUIypaumum n ANCUMNANHUPOBAHHOW apXMTEKTYPbl KOMMY-
HUKaUMA. TeM cambiM CUCTEMHBbI Bapbep afanTaunn cMellaeTcs oT obbema
AOCTYMHOIO KanuTana K ypoBHIO KOMMETEHUMI, pernaMeHTamM B3anMoencTBus
1 3pENOCTY OPraHn3aLUMOHHbBIX MPOLIECCOB.
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KNIOYEBBIE APXUTEKTYPHBIE KOMMOHEHTbI:
®YHKUMUOHANBHbBIA AHANU3 IDT, RRT 1 ODT

MannnainH ACES npeactaBnseT coboit nocneaoBaTensHOCTb npeobpa-
30BaHWI, MAe KaXObli KOMNOHEHT BbINOAHSAET onpeaeneHHyto dMyHKUMo ans
obecnevyeHns LenocTHoCcTH UseTa (Beier, 2025).

Input Device Transform (IDT) MOXHO paccMaTprBaTb Kak «BXOHOM LI03»
B apxnTekTypy ACES: ero Ha3HaveHue 3aKnto4aeTcs B TOM, YToObl TpaHCchop-
MUPOBaTb AaHHble N306paxeHUs, NOCTyNatoLLye C KOHKPETHOrO YCTPOMCTBRa
3axBaTa (Hanpumep, ARRI LogC, Sony S-Log3), B yHUOULMPOBaHHOE U NWHEHOe
Mo CBETOBOM 3Heprumn npocTpaHcTBo ACES2065-1 (Carman, 2016). Boicokas cTe-
neHb To4HoCTH DT, koTopyto 0becneyrBatoT NPOU3BOAMUTENN KaMep, BbICTyNaeT
O[lHOBPEMEHHO MOLLHbBIM NMPENMYLLECTBOM 3KOCUCTEMbI 1 MOTEHUMANBHbBIM Y53~
BMMbIM 3BEHOM, KOTfla peyb 3aX0AMT O MOAENSX, A5 KOTOPbIX Takne TpaHChopMbl
oduLManbHO He pa3paboTaHsl.

Reference Rendering Transform (RRT) dyHKUMOHMPYET Kak «peHAepUH-
rosbili geuratens» ACES (Carman, 2016). 310 CTaHAapTU3MpPOBaHHOE Npeobpa-
30BaHue, BbIBEPEHHOE HE TOMBKO C TEXHWYECKOW, HO U C 3CTETUHECKOW TOUKY
3peHVs, KOTOPOE NepPeBOAUT [aHHbIe 13 CLLEHO-0PVEHTMPOBAHHOMO NPeACTaB-
neHns B hopmy, NPUrofHyo Ans AUCNIEHOro 0TObpaXeHns 1 CyGbeKTUBHOO
BoCNpusTUs. BHyTpy RRT peannsoBaHbl: TOHaNbHas KpyviBas, HanoMmnHatoLas
M0 XapaKTepy OTKAMK (OTOXMMUYECKON NAEHKIN, MATKMIA CNaf B 30He XalnanTos,
a TaKke TpaHcopMaLMs LIBETOBOIO oxBaTa, (hopMupytollas npusTHoe, cbanaH-
cnpoBaHHoe 6a3oBoe n3obpaxerue (TV Logic, n.d.).

Output Device Transform (ODT), B cBOO o4epefb, UrpaeT posib «BbIXOLHOIO
wno3a» ACES, ocyllecTsnss agantauumio pesynstata RRT nog cneundury KoHeu-
HOTO YCTPOCTBA OTObpaxeHst — Oyab TO BellaTebHblI MOHUTOP B MPOCTPaH-
cTBe Rec.709, uMbpoBOI KMHOMPOEKTOP € 0xBaTOM P3-D65 v HDR-naHens
¢ Rec.2020 (Kaufman, 2018, HDR10+ Technologies, 2025). B cBs3ke RRT 1 ODT
(hopMUpyeTCs UTOrOBBIV MOAY/b OTOBPaXKeHWs!, 06eCneyBatoLLNi KOHCUCTEHT-
HOCTb 3PVTENbCKOTO OrbITa.

KntoyeBoe nHxeHepHoe pelreHne ACES — yeTko pa3gennutb paboune
NpOCTPaHCTBa: CLEeHOo-0pueHTpoBaHHoe sapo (ACEScg/ACEScct), B KOTOpoM
BbINOMHATCS PacyeTbl U KOMAO3WUTUHT, N ANCANENHO-OPUEHTUPOBAHHbI 610K
BM3yanusaumm (RRT+ODT). Takas AByXypOBHEBas apxMTeKTypa No3BONsET Of-
HOBPEMEHHO COXPaHSATb HU3NYECKYHO KOPPEKTHOCTb M30bPaXeHs 1 nonyyYaTb
npefcKasyemMblii BHEWHMIA BUA Ha pa3HbIx YCTPOCTBax BbiBoda. OHO oTaensieT
TBOPYECKYO LiBETOKOPPEKLMIO OT KOHEYHOrO YCTPONCTBA OTOBpaxeHus. 3T0
[aeT BO3MOXHOCTb MCMONb30BaTh OAMH MacTep-daiin ans co3ganHns MHOxe-
CTBa cneunduYHbIX Ans YCTPOUCTB hopmMaToB 6e3 HeobXxoaAMMOCTY MOBTOPHOW
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LIBETOKOPPEKLMY, YTO 1 obecnevmBaeT «3aluTy oT byayulero» (future-proofing).
BycTapeslem paboyem npouecce Rec.709 LBETOKOPPEKLYIS MPUMEHSETCS K 1130-
BpaxeHnto, yke NpecbpaszoBaHHOMY Ans Aucnaes Rec.709, n TBOpYecKe pe-
LWeHWs Hepa3pbiBHO CBSA3aHbl C OrPaHNYeHUsMIN 3TOTO NPOCTpaHCTBa (Peters,
2020). ACES peluaeT 3Ty npobnemy, no3Bonss KonopucTy paboTaTs C MOAHbIMY
fAaHHbiMK B ACEScct, B TO Bpemd Kak RRT+ODT aBngeTcsd nuwb BpEMEHHbIM
«MpefcTaBneHnemM» 3TUX AaHHbIX 418 KOHKpeTHoro MoHuTopa (Finalcolor, n.d.).
/ITOroBbI NavinnaiH noxkasaH Ha puUcyHKe 1.

MNpeoBpasoBaHue MNpeoBpasoBaHue
YCTpOWCTEE MpecbBpasoBaHue YCTPOKWCTBa
BEROAA pPeHAEepUHra BbIEO/A
MpectpazosaHue MNpeoGpazoeaume ARanTayua QaHHbIX

aHHBIX AaHHBLIX B ANA KOHKPETHBIX
WI0GPAMEHNA B NPOCTPAHCTEO, YCTROWCTE
ACES20651 OpHEHTHROBAHHOE OTOBPAMEHHUA
Ha gucnned

Puc. 1. NMpeo6pasosaHue yBeta ACES

Fig. 1. ACES color conversion

Taknm 0bpa3om, AN co3aaHus HoBoro dopmaTta (Hanpumep, HDR) no-
CTAaTOYHO COXPaHMUTL Ty e LIBETOKOPPEKLMIO 1 NPOCTO cMeHnTb ODT ¢ Rec.709
Ha Rec.2020 PQ, uyto genaet ACES dyHaameHTansHo bonee rubkon cuctemon
(Failes, 2025).

ACES BK/t0YaeT HeCKOMbKO «pa3HOBUAHOCTEW» LIBETOBbIX MPOCTPAHCTB,
KayK0e 13 KOTOPbIX MMEeeT CBOe MHKeHepHOoe Ha3HaveHne. ACES2065-1 (ocHOB-
Hble LBeTa: APO) CAYKWT raBHbIM MPOCTPAHCTBOM ANs apxMBaLum 1 obMeHa: ero
OCHOBHble LiBeTa APO onpepeneHbl Ha CNeKTpanbHOM fIOKYCE M OXBATbIBAOT BECh
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BMAVMBIN YeN0BEKY LIBETOBOW CNEKTP, YTO A€NAET ero VaeanbHbIM KOHTENHEPOM
ANS «3aWmThl oT byayulero» (Plutino, 2024).

ACEScg (ocHoBHble LBeTa: AP1) npefHa3Ha4YeHo Kak OCHOBHOe paboyee
npoctpaHcTBo ans VX n CGl: ocHoBHble LiBeTa AP1 hopMUPYIOT WWPOKOE LIBETO-
BOE NPOCTPAHCTBO, AOCTAaTOYHOE AN HONbLIMHCTBA 3aAay, HO 6onee IKOHOMHOE
C TOYKM 3PEHNS BbIYMCAEHNIA NO cpaBHeHMto ¢ APQ. 3TO NPOCTPaHCTBO NMHENHO
M0 CBETY, YTO A€NAET ero naeanbHsiM Ans hr3NYecKy KOPPEKTHOTO PeHAEepPUHTa
1 komno3snuTuHra (Giardina, 2025).

ACEScct n ACEScc (ocHoBHble LBeTa: AP1) — paboune NpocTpaHcTBa Ans
LBETOKOPPEKLMI; OHM MCMOMb3YIOT Te e 0CHOBHble LBeTa AP, 4to 1 ACESCcg,
HO BBOAAT NorapudmMmnyeckyto nepeaaToyuHyo MyHKLMIO, YTOOLI MHCTPYMEHTbI
usetoroppekuuu (lift, gamma, gain) owlyuanics bonee NPUBLIYHO KONOPUCTaM,
3HaAKOMbIM C NorapudMUYECcKMI CKaHaMu NMNEHKX. B OTBET Ha 3amnpockl Komo-
pYCTOB 0 Bonee TpaaMUMOHHOM NoBeeHMN B TeHsx B ACEScct bbina fobaBneHa
«naTKa» (toe). CpaBHeHMe pas3NuyHbIX LIBETOBbIX NMPOCTPaHCTB NpeAcTaBneHo
Ha pUCYHKe 2.

ACES2065-1 ACEScg Rec.709 DCI-P3 Rec.2020

Puc. 2. LipeToBble npocTpaHcTBa ACES (Autodesk Arnold, n.d.)

Fig. 2. ACES color spaces (Autodesk Arnold, n.d.)

MHXEHEPHASl NOArOTOBKA MOCTNPOJAKLWH-CPEADLI ans ACES

CTyamns LBETOKOPPEeKUMN SBNSeTCa LeHTpoM NainnainHa ACES, rae npuHu-
MatOTCsl OKOHYaTeNbHble pelleHus No LUBETY ¥ CO3AatTCs KOHeYHble hopMaThl.
370 TpebyeT KOHTPOVPYEMOI Cpefbl MPOCMOTPa A/1s 0becneyeHns TOYHOCTY
BOCMPUATUA LBeTa. KntoyeBble (haKTOpbl BKAKOYAKOT CTEHbI HEMTPANbHO-CEPOrO
uBeTta (18 % ceporo), KOHTpPOAMpPyemMoe oceelleHue (C hOHOBOM NOACBETKOM
6500K) 1 MUHMMM3aLMIO LBETOBbIX MCKaXEHNI OT OKpyxatollel cpeabl (Lackey,
2020).
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KoHurypalys annapaTHOro CTexa BKAtoYaeT YyCTPOMCTBa BBOAA-BbIBOA,
06paboTky 1 XxpaHeHne aaHHbIX. [na obxoaa ynpasneHus UBETOM OnepaumoH-
HOW CUCTEMBI 1 MOAaYMN YUCTOTO, HeObPaboTaHHOro CMrHaNa Ha pehepeHCHbIN
MOHUTOP TpebyeTcs BblfjeneHHas niata BUAEOBbIBOAA, Hanpumep, U3 cepun
Blackmagic Design DeckLink/UltraStudio (Lackey, 2020). PaboTa ¢ 16-6UTHbI-
mu half-float annammn EXR 1 npeobpasosaHunsmu ACES B peanbHOM BpemeHM
NpeabsaBASeT BbICOKME TPEOOBAHMS K BbIYNCUTENbHbIM MOLLHOCTSIM, OCOBEHHO
K rpadunyeckomy npoueccopy (GPU). MannnaiiHbl ACES TpebytoT 3HaUnTeNbHOro
obbema MCKOBOTO MPOCTPaHCTBa, 0cobeHHo ansa VFX-maTepuanos B hopmaTe
EXR 11 apxMBHbIX MacTep-Komnuia.

BO3MOXHOCTb co3aaHuns npodeccuoHansHoro nannnaiHa ACES ans ma-
NbIX NPOVI3BOACTB SBAAETCA NPSMbIM pe3ybTaToOM HefaBHEro CoNMmKeHns Tpex
He3aBMCKMbIX TEXHONOMMYECKUX TEHAEHUMIA: 1) cO3peBaHve NoTpebuTenbCKoM
TexHonoruv OLED-aucnnees go npoheccroHansHoro ypoBHs kayectsa ans SDR
(LeGendre et al., 2022); 2) LOCTYNHOCTb HEAOPOr KX, BbICOKOTOYHbIX KOMOpMMe-
TpoB; 3) KOMMOANTM3aLMSA NPOhEeCcCOHaNbHOIO NPOrpPaMMHOro obecneyeHns
AN ynpaeneHuns 1usetom (MHCTpymeHTbl ACES B DaVinci Resolve, DisplayCAL).
3T0 cMeljaeT OCHOBHOW bapbep Ans Manbix MPOM3BOACTB C KanuTanbHbIx 3aTpaT
Ha TexHUYecKmne 3HaHus, HeobxoavMble Ans NPaBnALHOM COOPKK 1 3KCNNyaTa-
LMW 3TUX LOCTYMHbIX KOMMOHEHTOB.

B KOHTEKCTe ManoboMKETHBIX 1 Y4ebHbIX TPOEKTOB NpeAnonaraeTcs He To-
TanbHOE XpaHeHKWe BCcero MaccuBa Matepuana B hopmate EXR, a rubpuaHsie
CTpaTeruu: BbIOOpOUHbIV nepeBof B EXR TonbKo VEX-KpUTUYHBIX (hparMeHToB,
1MCNoNb30BaHve MeHee 0bbeMHbIX popMaToB (Hanpumep, ProRes 4444/XQ) ans
OCTaNbHOro MaTepwvana v No3TanHoe apxnBmnpoBaryie. Tem cambiM TpeboBaHms
K AVICKOBOMY NMPOCTPAHCTBY U BbIYUCINTENBbHbBIM PECYPCaM NPUBOAATCS B COOT-
BETCTBWE C peanbHbIMN OrpaHYeHNaMU HeOONbWOW CTYAUN, @ ONKChIBaeMas
KOHUrypaums paccMaTpUBaeTCa KakK LieNeBoi OpUeHTUP, KOTOPbIN MOXeT pe-
ANM30BbIBATHCA MO HYaCTAM.

B MMHMManbHON annapaTHON KOHMUIypaummn ans peanmsaumm cueHope-
(bepeHTHOro nannnanHa pazyMHO UCXOANTb He 13 (OPMabHbIX «CUCTEMHbIX
TpeboBaHMi» NporpamMMHOro obecneyeHus, a 13 peanbHbix Harpy3ok npu pabo-
Te C NUHEeWHbLIMM N0 CBETY MaTepuanamu, WMPOKKM 0XBaTOM U NocnefoBaTenb-
HocTamu OpenEXR. MpaKTuKa NOKa3bIBAET, YTO HVKHEN NNAHKOW AN YCTONYK-
BOW paboThbl B cpefie LBETOKOPPEKLMM 1 6Ha30BOrO KOMMNO3UTWHIa B hopmaTte
HD n npocTbix npoektax UHD CTaHOBUTCA CBA3KA LIEHTPaNbHOIo npoueccopa
YPOBHS CPEAHErO NMPOU3BOANTENBHOMO CErMEHTA (MHOTOSAEPHbINA HAaCTOMbHbI
npoueccop cemerictea Core i5/Ryzen 5 1 Bbile), He MeHee 16 r1rabainT one-
pPaTUBHOWN NaMsATW, NPU 3TOM NPOU3BOAMTENb NPOrPaMMHOro obecneveHus
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NPSMO YKa3bIBaeT, Y4TO NPV aKTUBHOM VCMOMNb30BaHWN MO/y/1eli KOMNO3UTUH-
ra v Bu3yansHbix addexTos obbem O3Y cneayeT yBenninsaTb Ao 32 rurabanT
n 6onee (Miracamp, 2025). KpUTU4eCKMM Y3710M BbICTyNaeT rpacduyeckmii npo-
Lieccop: xoTa hopManbHO A0CTAaTOYHO 2-4 rrabalT BuaeonamsaT ans 6a3oBoro
PefaKTVPOBaHNS 1 LIBETOKOPPEKLIMHN, Y)Ke B 3afadax paboTsl C MaTepranamu
BbICOKOW YeTKOCTW U MHOTOCNOWHBIMY TaliMAaliHaMy pekoMeHayeTcs 3aKnaabl-
BaTb He MeHee 8 rurabalT BMuaeonamaT, a npu NA0THOM paboTe ¢ kagpamm 4K
B cLieHopedepeHTHOM NPOCTPaHCTBE M UCMONb30BaHUM MYOVHbI 16 6UT ¢ nna-
BatoLLe 3anaToN Lenecoobpa3Ho paccMaTprBaTh YCKOPUTENW € 12-16 rurabaiT
BugeonamsaTu (Blackmagic Design, n.d.).

Ha cTopoHe nogcucTeMbl xpaHeHus paboynm MUHMMYMOM CTaHOBUTCS
CBSI3Ka CYCTEMHOrO TBePAOTEeNbHOMO HaKOMUTENs AN OnepaLroHHON cucTe-
Mbl 1 Mporpamm, 6eicTporo SSD nnv NVMe-HakonuTens nof TeKyLie NpoeKTh
N MeflMaKell, a TakKe OTAENbHOIO XeCTKOro ANCKa av Maccuea nof apxms
1 pPe3epBHble KOMUW; 3TO PasfeneHne CHXKAET KOHKYPEHLMIO 33 pecypCbl BBO-
[a-BblBOAA ¥ 3aMETHO MOBbLIWAET OT3bIBYMBOCTb CUCTEMbI NMPK paboTe C Tsxe-
NbIMW NPOEKTaMMU.

Mpw nepexoae 0T MUHMMAaNbHO XM3HECNOCOBHON KOHMUIypaLmm K yCTon-
4MBOW CTYAMINHOWM YCTaHOBKe ANs peryaspHom paboTsl ¢ MaTepuanamm 4K n ak-
TUBHOW MHTerpaumen VFX Habop TpeboBaHWi K annapaType CTaHOBUTCS bonee
KECTKUM. MHOTrOSIiAEPHbIV MPOLIECCOP YPOBHS CTaplMX HAaCTOMbHbIX MOAENel
(cemelicTBa Core i7/Ryzen 7 1 Bbilie) NO3BONSET YMEHbLUMUTb BPEMS KOAVPOBAHMS
1 NEKOAMPOBAHMS OKaTbIX KAMEPHbIX (HOPMATOB 1 YCKOPUTL BCOMOraTeNbHble
onepauum, Toraa Kak 0CHOBHOM 06beM BbIYMCAEHWI MO LBETY 1 KOMMO3UTUHTY
HepeT Ha cebs rpacdmyeckmnii npoueccop. [Ans CUcTeM, OPUEHTUPOBAHHbIX Ha pa-
60Ty C 4K B pexume clieHopedepeHTHOM 06paboTKK, psia HE3aBUCKMBbIX TECTOB
1 NPaKTUYECKNX PEKOMEHAALIMIA YKa3blBalOT Ha LieNecoobpasHOCTb MCMNOb30Ba-
HUA rpaduyeckrx afanTepoB ¢ 06bEMOM BUAEONaMATH He MeHee 16 rnrabaiiT,
a ans npoekToB 8K 1 CNOMHbIX MHOTOC/OMHbIX KOMNO3MLWIA — 24 rurabainTa
1 BbIlIE, 0COOEHHO eCNn NPeanonaraeTcs MCNONb30BaHWe HECKONbKNX MOHUTO-
POB 1 BbICOKMX YacTOT 06HOBNEHMS (Puget Systems, n.d.). O6bem onepaTvBHOWA
namsTh B TaKoM Npodune MMeeT CMbICT GUKCMPOBaTh Ha YpoBHe 32 rurabaiT
Kak 6a30BOro 3Ha4YeHua 1 paccMaTpuBaTb pacliMpeHre Ao 64 rmrabaiT npu
aKTVMBHOM MCMOMb30BaHMM BCTPOEHHbBIX MOMYyNel KOMMNO3UTKHIa 1 paboToi
C HECKONBKUMU TSHXENBIMU NPUNOKEHMSIMN OAHOBPEMEHHO. Ha ypoBHe noacK-
CTeMbl XpaHEHWS N9 YCTOMYMBOM paboThkl ¢ nocneaoBaTenbHocTaMU OpenEXR
1 NOTOKaMu B HECKO/bKO COT MerabaiT B cekyHay BaXKHO MO0 MCnonb3oBaThb
nokanbHble NVMe-HakonuTenn ocTaTouHOM eMKOCTH, MMBO NoAKItoYaTh pa-
boume CTaHUMM K CETEBOMY XpaHMANLLY, obecneynBatolleMy ConocTaBrMyto
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NPOMYCKHYIO CMNOCOBHOCTbL. /151 OAMHOYHOM CTaHUMM B Manon CTyanumn Hepe-
KO OKa3bIBaeTCs AOCTAaTOYHbIM OHOMO/YNbHbIN HakonuTens NVMe eMKoCTbto
2-4 TepabaliTa ANs akTUBHbLIX MPOEKTOB 1 C BHELUHMM MaCCBOM MOJ apXVB;
no Mepe pocTa Yucna napanienbHbiX MPOEKTOB M Mob30BaTeNel BCTaeT BONPOC
0 nepexofe K crneunanv3npoBaHHOMY CETEBOMY XpaHUNMLLY C MHTepdencamu
YpOBHS 10 rnrabut B CeKyHay.

MacwTabrpyemMocTs Npy pocTe NPOM3BOACTBa TpebyeT paccmaTpriBaTh
annapaTHyto KOHMUIypauyto He TONbKO Kak Habop XapaKTepUCTUK KOHKPETHOM
CTaHUMM, HO U KaK 3neMeHT obulei nHdpacTpyKTypbl. Ha HayanbHOM 3Tane
Manas KomaH/ia 4acTo 0bXoAnTCs OAHOW-ABYMS paboynmMuy CTaHUMSAMN C NO-
KanbHbIM XpaHeHWeM 1 nepefadei AaHHbIX Yepes BHeWHWe AVUCKY; Npu TakoM
CUEHapuM Y3KUM MECTOM CTaHOBUTCS He CTOMIbKO BbIYMCINTENbHAs MOLIHOCTS,
CKONMBKO PUCK PACXOXKAEHWS BEPCUI 1 MOTEPSt KOHTPOAS Hafl MeAnagaHHbIMU.
CneayoLmii ypoBEHb — Nepexof K LLeHTPanm30BaHHOMY CETEBOMY XPaHUMLLY
1 KOHCONVAAUMS MPOEKTOB Ha 0bLieM cepBepe, YTO NMO3BOSET HECKONbKIM
MOHTaXepaM, KONopUCTaM v XyAOXHWKaM BU3yanbHbIX 3 deKToB paboTaThb
C OAHNMU Vi TEMY Ke UCXOAHMKaMU 6e3 NOCTOSHHOTO KoNMpoBaHus. NogobHas
LeHTpan13aumns akTMBOB B COYETaHMM C FPaMOTHON OpraHu3aumvei ceTeBom
NHMPaCTPYKTYPbI ¥ MPaB A0CTyNa ABASETCS KNtoYeBbIM hakTOPOM YCTOMYMBOTO
MacLWITabupoBaHus: Npy yBeNu4eHuIn Yncna nonb3osatener n obbema meamna-
AaHHbIX NPOLie HapallMBaTb PECYPChl OHOrO XpaHUANLLIA 1 ceTw, Yem dpar-
MEHTMPOBAHHO MOJEPHU3MPOBATL MHOXECTBO HE3aBUCUMbIX PabOUMX CTAHLMIA.

Ha cnepgytollem 3Tane, korga o6bem NpoeKToB v TpeboBaHMS K TMOKOCTH
pacnpefeneHns 3afay BO3pacTatoT, BO3SMOXHO YaCTUYHOE 1AW MOMHOE BblHece-
HVE XpaHWAMLLA 1 BBIYUCANTENBHBIX PECYPCOB B apeH0BaHHY0 HppaCcTpyK-
TYPY C yAaneHHbIM AOCTYNOM K paboyvM CTONaM; B 3TOM CLieHapun TpeboBaHMs
K 1OKanbHbIM MallMHaM CHXaIOTCS 4O YPOBHS YCTPOCTB OTODPaXKeHns 1 BBOAA,
a MacwTabupoBaHue obecnevnBaeTcs JobaBNeHEM BUPTYaNbHbIX CTaHLM
1 paclwupeHem apeHaoBaHHOM rpadnyeckor MOLLHOCTH. BO BCeX 3TUX KOH(U-
rypaumsax npeanoxeHHbl cueHopedepeHTHbIV narnnaii ACES BbICTynaeT Kak
CTabUNBbHbIN NOTUYECKWNIA CNOW, KOTOPbIN HE 3aBUCUT OT KOHKPETHOM TONoA0Or K
annapaTHbIX CPeACTB: Ha YPOBHE CTaHLWK, NOKaNbHOW CeTU AN yAaneHHoro
KnacTepa OAMHaKOBO COXpaHAOTCA TpeboBaHUS K BEPCUSM KOHDUIYpaLui,
ONMCaHNIO LIBETOBbIX MPOCTPaHCTB 1 AncumnamnHe OCIO-obMeHa, 4To no3sonseTt
PaCTSHYTb OfHY U Ty XKe MeTOA0NOrMI0 OT OAMHOYHON YCTaHOBKYM [0 pacrnpese-
NeHHOW CTYANNHOW MHDPACTPYKTYPbI.

DaVinci Resolve aBnseTcs ngeanbHbIM LEHTPanbHbIM NPUAOXKEHNEM AN
navinnaviHa ACES B Manom npon3BoacTBe 6narogaps ero HafexHown HaTuB-
Howt peanun3aumnm ACES 1 Hanuywmio MoLHo becnnaTHot Bepcun (Peters, 2020).
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[Opyrue nporpammel, Takve kak Adobe After Effects, TpebytoT cTopoHHMX nnaru-
HoB (OpenColorlO) v TuaTenbHOM pyYHOM HAaCTPOMKN 151 KOPPEKTHON PabOTHI
B ACES, 4TO fenaet vx meHee HTErprupoBaHHbIMMN.

PABOUMIA MPOLECC OT 3AXBATA O MOHTAXA:
NMOLWATOBAA PEAZIN3ALNA

HacTpoiika npoekta ACES B DaVinci Resolve TpebyeT nowarosoro, 3apaHee
OMVCaHHOrO NOAXOAA, NPV KOTOPOM KaXaoe M3MeHeHne KOHPUrypauumn nog4un-
HeHO 3aa4e BOCMPON3BOAMMOCTM 1 COMNAacOBaHHOCTN MeXAY CbeMOYHOM rpyn-
noK, NOCTNpoAaKWeHoM 1 pecepeHCHbIM MOHUTOPOM. B KOHTEKCTe laHHO CTa-
Tbu nof ACEScct noHuMaeTcs norapndmmyeckoe Npor3soaHoe NpoCTPaHCTBO
ACES c ynobHoM Ans NpaKTUYeCcKol LIBETOKOPPEKLMM KPUBO, @ HE «eLlle OiNH»
dopmaT daina; ACEScct 3anaeT noseaeHne MHCTPYMEHTOB LIBETOKOPPEKLMN
B npoekTe DaVinci Resolve. Kpome Toro, nocneaHss ctabunbHas sepcus ACES
AOMKHa bbITh 3ab610KMPOBaHa Ha YPOBHE NMPOEKTa, YTO 06eCcneynT CTPOryHo YHN-
vikamto Bcex npeobpasoBaHmii C MUHVMANbHO BO3MOXHbIM HECOOTBETCTBMEM
MeXay MOAYNAMU NHCTPyMeHTa. OCHOBHOW TeXHNYECKUIA Lar — YyCTaHOBUTb
napameTp «[1peobpa3oBaHyie BXOAHOrO YCTPOMCTBa» Ha YpOBHE NMpoeKTa B 3Ha-
yeHne «HeT Nnpeobpa3oBaHyis BXOAHOMO YCTPOMCTBA»; 3Ta HaCTPOMKa OTKpbIBaeT
BO3MOXHOCTb onpefendtb IDT gns Kaaoro oTAensHoro Knnna B nyae Meauva-
AaHHbIX. Takol noaxon HeobxoanMM Npv UCNONB30BaHUK Pa3nnyHbIX HABOPOB Ka-
Mep ¥ UCXOAHbBIX POPMATOB, MOCKObKY HECOOTBETCTBME KPUBbIX 3aXBaTa MOXeET
NPUBECTMN K HAKOMNEHWIO OWNOOK Ha NOCAefyOWMX ITanax.

3aKN04MTENBHBIN 31EMEHT LIeNno4KK — KOppeKTHbI Bbibop Output Device
Transform, KOTOpbIV NoABMpaeTcs B CTPOrOM COOTBETCTBUM C TEXHUYECKO
cneumnduKaymen 1 kanubpoBKkoi pebepeHCHOro MoHMUTopa. TaknM 0bpasom,
NpU CTaHAAPTHBIX CLieHapuax — Oyab TO MOHTaXKHbIe ceccum an 6a3oBblin Npo-
CMOTp — OonpaBaaHo NpumMeHeHne koHdurypaumn ODT k Rec.709, 4To rapaHTu-
pyeT coBnageHve B13yanbHbIX OKMAAHMI PEXMCCEPA 1 MOHTaXepa C LiefeBbIMI
XapaKTepUCTVIKaMM KOHEYHOTO YCTPOCTBA OTOBpaXKeHns (Hanprmep, BeljaTeNb-
HOro MOHMUTOPa UK SDR-NaHenw).

B MynsTHkam-npoekTax ynpasnenvie Input Device Transform (IDT) cTanHo-
BUTCS KPUTUYECKM BaXXHOW onepauueit: ans kaxgoro knnna B Media Pool He-
006X04MMO CMCTeMATUYECKN Ha3HaYaTb KOPPEKTHbIN IDT 1 NpoBepsTh ero yxe
Ha 3Tane MMNopTa U NEPBUYHON TEXHUYECKOM NPOBEPKM MaTeprana. Popmartsl
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RAW, Takve kak RED R3D 1 Blackmagic RAW, yacTo nony4atoT KOppeKkTHbIi IDT
aBTOMATUYECKM Ha OCHOBaHWM BCTPOEHHbIX MeTaflaHHbIX, OHAKO aBTOMaTye-
CKasl IeTEKUMS He 3aMeHSIeT PYYHYIO BannaaLmnio — MeTafaHHble MoryT BbiTh He-
NOMHBIMU UV HEKOPPEKTHbBIMY, OCOBEHHO NMPW MCMONb30BaHUM HECTaHAAPTHbIX
npocwunen kamepsl. Ang nonynpodeccnoHansbHbIXx 1 NOTPEOUTENbCKUX KaMep
(Hanpvmep, CbeMKM C APOHOB) HepeaKo OTCYTCTBYIOT odulmansHble IDT; B Ta-
KVIX CAy4asx NpaKTUYecKnM KOMMPOMUCCOM CNYKAT YHVBEpCanbHble npeobpa-
3oBaHua (Utility — sRGB — Texture nnw Utility — Rec.709 — Camera), Ho cnepyeT
MOHWMATb, YTO NpUMEHEHKWe 0bLLNX TpaHChOpPMaLMii CHKAET TOYHOCTb LIBETO-
nepepayn 1 ocnabnsgert rapaHTmM COOTBETCTBMSA MCXOAHOMN CLIEHNYECKOW ramMmme.
Ha ypoBHe npoueayp Heobxoanmmo BBECTM 3Tan KoHTpons kavectsa IDT (QC IDT)
¢ hurKcauven NpuHATLIX TPaHCPOPMaLMA B MeTalaHHbIX MPOeKTa v pernaMeHToMm
AN9 nocneayrollen TpacCUpPOBKYM LIBETOBOW MCTOPUK Kaapa.

Co3paHne geiinr3oB v NPOKCU C KOPPEKTHbIM yNpaBieHeM LiBeTOM 1rpa-
€T POfb CBA3YIOLWEro 3BeHa MEXAY TEXHNYECKON ChbeMKOW 1 TBOPYECKUM MOH-
Ta)KOM: MPOKCU JO/MKHbBI MepefaBaTh PEXVCCEPCKMIA 1 ONepPaTOPCKMiA 3ambicen
B YAOOHOM N8 MOHTaXa opmaTe, Mpu 3TOM He MCKaxas KpUTUYeCK napame-
Tpbl 3KCNo3nuUmK 1 banaxca 6enoro (Plutino & Tarini, 2023). Paboyunii npouecc
06bIYHO BKOYAET NpUMeHeHVe 6a30BOI TEXHMYECKON KOPPEKLMM (KOHTPONb
aKkcno3nunn, banaHc 6enoro) 1 Npu HeObXoAMMOCTM BBEeHVE TBOPYECKOro
Buaa Yepes LMT vnn CDL Ha aTane reHepauyvm NPOKCK; Takne npaBKu MuKcuy-
PYIOT Xenaemblil BU3yanbHblli OPUEHTUP 6e3 HaBA3bIBaHWS OKOHYATENbHOrO
rpeviga. lanee npokcy peHaepsaTcs Yyepes cooTeTcTByoWMI ODT (06bIYHO
Rec.709) B nerkuii kofiek (Hanpumep, ProRes Proxy), 4To rapaHTMpyeT MOHTa-
Xepy NPOCMOTP LBETOKOPPEKTHOMO 1300paXeH st BMeCTO NAOCKOro norapmnd-
MUYeCcKoro MaTtepuana.

Pabounii npouecc ocCHoBaH Ha Mofenu «odnaH/oHNaH ¢ NpoKcK». [Ans
odnalriH-MOHTaXa MCNONb3YIOTCA MPOKCH C ynpaBneHunem LseToM. OKoH4aTenb-
HbIA MOHTaXKHbIN ANCT (EDL, AAF nan XML) 3aTem BO3BpalLaeTcs B OCHOBHOW Mpo-
ekT DaVinci Resolve. 370 N03BONSET «COOPATL» MOHTaX 13 MCXOAHbIX, BbICOKOKa-
4ecTBEHHbIX MacTep-alinos kamepbl (RAW nan norapudmmyeckunii matepwvan)
B cpefie ACES. TakvM 0bpa3om, Bce nocneytoLme aTarbl, BKAoYas TBOPYECKYHO
LiBETOKOPPEKLMIO U (DMHMLWIHYIO CHOPKY (MOAroTOBKY MacTep-haliaos 1 3KCNopT
LienesblXx GOpMaTOB AOCTABKM), MPOXOAAT B pamKkax nannnaiiHa ACES.

MpuHsaTue ACES ans Manbix Npon3BOACTB aKTUYecky MHBEPTMPYET Tpa-
AVILVIOHHYIO pOnb HenvHeliHoro MoHTaxa (NLE). BMecTo Toro 4tobsl ObITh LieH-
TpanbHbIM Y3/10M, e 3aBepliaeTcs paboTa ¢ uetoM, NLE CTaHOBUTCS YMCTO
onaH-VHCTPYMEHTOM AN TBOPYECKOrO MOHTaXa. [1puUNoXeHvie Ans LBeTo-
KoppeKumnn 1 hrHnwHra (Resolve) BCTpanBaeTcs B apxMTEKTYpy NainnaiHa kax
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LEeHTPaNbHbIN TEXHUYECKIIA y3en, Yepe3 KOTOPbI NPOXOANT BECh LMK NPOn3-
BO/CTBA: OT NEPBUYHOIO 3axBaTa U reHepauuv Aeinn3os 4o ChopKn, rpenanHra,
nHTerpaunmn VEX-koMnoHeHToB 1 dopMmnpoBaHms rHanbHbIX MacTep-hopma-
ToB. B ynpotlieHHoM paboyem npotiecce, nniieHHoM onopsl Ha ACES, HebonbLias
CTyans Morna bl OrpaHNYUTLCSA MPSMbIM UMMOPTOM NOrapudMmYecKoro MaTe-
punana B Premiere Pro, HanoxeHnem LUT, MOHTaXXOM 11 MOCNeyIOWMM SKCMOPTOM.
OfHako nofobHas NHeKa oKa3blBaeTCs Ya3BUMOW, MOCKONbKY Premiere n3Ha-
YanbHO He pacrnonaraeT HaTuBHON nogaepxkoli ACES, 4To YpeBaTo HecoBMe-
CTUMOCTbIO 1 MOTepelt COrMacoBaHHOCTM LIBETOBbIX Npeobpa3oBaHuii. IMEeHHO
no3aToMy Hanbonee HagexHas KoHMUrypauus paboyero npotliecca npeanonaraet
MCMonb30BaHye Resolve Kak Ha4anbHOTO 1 3aBepLatoLLero 38eHa KoHBeliepa,
npespallas ero B rapaHTa LUenoCTHOCTY LiBETOKOAMPOBAHNS 1 penpe3eHTaTnB-
HOCTW BU3yanbHOro pesynsrata (Resolve), 4to HWM3BOAMT NLE 0 0AHOW 3aaa4n:
odnalriH-MOHTaX C MCMONb30BaHMEM NPOKCK. ITO 3HAYUTENbHOE CTPYKTYpHOE
1 NpoueaypHoOe M3MeHeHWe A5 HeOONbLUMX KOMaHZ, MPMBbIKLINX K MOAXOAY
«BCe B O4HOM NLE».

WHTErPMPOBAHHbIN NANM/ANH BU3YANIbHbIX 3G GEKTOB
C UCNo/1b30BAHMEM OpenColorlO

OCIO sBnsieTcs cTaHAapTOM Ae-hakTo Ans ynpasnaeHns UBeToM B MHAY-
cTpun VFX, obecneyrBas nocnefoBaTeNbHblin CNOCOb HACTPOMKN 1 NpUMeEHe-
HUA UBETOBbIX Npeobpa3oBaHuii B pa3nnyHom MO. OCIO — 3To npakTuyeckui
ABWKOK, KOTOPbIV MO3BONSET XyAOKHUKaM paboTaTk B ACES B NpuaoxeHusx,
KOTOPbIE MOTYT He UMEeTb HaTUBHON NOAAEPKKM. B3aMMOCBA3b Mexay KOHPU-
rypaunoHHbiMu dannammn OCIO ans ACES 1 nporpammMHbiM obecneveHrem sB-
NSETCs KN0YeBOW AN NpaBuabHON paboTbl.

BaxkHO 1cnonb3oBaTh LBETOBOE NPOCTpaHcTBO ACEScg Ans Bcex paboT
no VFX. lNpermylLecTBa NMMHEHOro, WWPOKOro LIBETOBOrO NPOCTPaHCTBA B KOH
TekcTe VFX 04eBUAHbI: ONepaummn ¢ OCBeLLeHEeM, CMELUMBAHNEM 1 Pa3MbITUEM
B [ABVKEHUM PUBNYECKM KOPPEKTHbI TOMBKO B IMHEHOM NpOCTpaHcTBe. Vicnonb-
30BaHKe ACEScg npuBoanT K 6onee hoTopeanmcTUYHbIM peHaepam 1 KOMNo3w-
umsM. Mpouecc npeobpasosaHus He-ACES acceToB (Hanpumep, SRGB-TekcTyp)
B ACEScg ans Mcnonb3oBaHUs B CLiEHe ABASETCH HEOTbEMIEMON YacTbio pabo-
4ero npotecca.
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Mpumep paboyero npouecca obmera MaTepunanamu mexay DaVinci Resolve
n After Effects npeactasnsiet coboii nolwaroBoe pykoBOACTBO, MOKa3aHHOE Ha pu-
CyHKe 3, HanpaBneHHoe Ha obecneyeHue LLeNoCTHOCTYM LBETOBOMO NPOCTPAHCTBa
¥ CoXpaHeHMe TOYHOCTM LBETa NpU Nepepade AaHHbIX MEXAY ABYMS NpUoxe-
HUSAMU.

YcTaHoBKa

nnarutHa OCIO B Mpeotpasosanme NMnopT cekBeHLMK
TekcTyp sRGB B EXR 06paTHO B
YctaHoBka ACES After Effects Wutepnperauys ACES R p]
ODT B Resolve Hacrpoiika After Mareprara O6ecreyeHne ceove
Hacrtpoiika Resolve nE;f:ﬁ;iiflg; Preserie ReE cornacoaHHocTy Bo:ssiz?ﬁﬁ:?sm
Anslpcox aHeHUsa 56 a6oTKN Coxpaerive LBETOB ANIA BCeX Resolve gns
IACXO[:[pHOI’O SeeToe TO4HOCTY LiBETa SNeMenToB AanbHelilwei pa6oTbl
LIBETOBOr0 NoToKa fpy AmMrnopTe B .
After Effects
PeHpaepuHr VFX- YcraHoBka onneon
fnsﬁra N ynpasneHus WcnonbsoBaHue $uHanbHoro
OpenEXR LIBETOM MpoeKTa KOppeKTupytoLiero Komgoamg;?zra B
8 None cnos OCIO ana pen
CospaHve npocmoTpa 9kenopt
BbICOKOKa4yeCTBeHHOro OGecrieueHue uHanbHoro
daiina VFX ¢ oTCyTCTBUA MpumMeHeHne COMMOSHTHHEE U3
McnonbaosaHuem PlZ-  NPeobpasosanua KOPPEKTUPOBKM ‘After Effects
cxaTvs uBerta B After LBeTa /118 TO4HOro
Effects npocmoTpa

Puc. 3. Pabouuii npouecc o6mMeHa OpenEXR-nnenTammu u KoMnosmTamu
mexpay DaVinci Resolve u After Effects

Fig. 3. OpenEXR plate and comp exchange workflow
between DaVinci Resolve and After Effects

B cpene DaVinci Resolve ncxoaHow onepauunert CTaHOBUTCS YCTaHOBKa
napameTtpa ACES ODT B pexum No Output Transform, 4To no3sonset coxpa-
HWTb CLileHOpedepeHTHbIV LiBETOBOM MOTOK B €70 HEM3MEHHOM BU/E, UCK/IOYNB
npexaeBpeMeHHoe Npeobpa3oBaHyie U rapaHTUPOBaB KOPPEKTHOCTL noc/e-
aytoumx 3TanoBs. lanee paboyunii npouecc TpebyeT peHaepuHra VEX-nnenTos
B hopmaTe nocnegoBaTensHocT OpenEXR ¢ nprMeHeHnem PIZ-oxaTus, KOTo-
poe coYeTaeT BbICOKYIO CTerneHb KOMMPECCUI C COXpaHeHeM NOAHOM rybuHbI
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LiBeTa 1 CTabunbHOro KayecTra n3obpaxeHns (Resolve). Takas KoHbMrypaLms
obecneynBaeT oNTUMaNbHbI 6anaHc Mexay 3KOHOMMEeR AUCKOBOro NPOCTPaH-
CTBa ¥ coxpaHeHuem Mranyeckmx xapakTeprucTk UCXOAHOro MaTepurana.

BaXXHOW YacTbto NpoLecca CTaHOBUTCS Vi BHEPEeHWE NMOHSTHbIX U eAMHO-
0b6pasHbIX NpaBua MeHOoBaHWsS Gannos — HanpuMep, C UCNONb30BaHMEM La-
6noHa %reel. —3T0 NOMOraeT CoXpaHsiTb KNtOHEeBble MeTafaHHble ¥ OAHO3HAYHO
NAEHTUDULMPOBATb MCXOHbIE MaTepuanbl Ha BCex 3Tanax 0bpaboTku. ITa anc-
UMNAMHA UMEHOBaHMWS NPeBpaLlaeTcs B UHCTPYMEHT NOAAEPKaHVs CKBO3HOM
KOHCUCTEHTHOCTW NannnariHa, nckntodas aybnnmpoBaHme, KONAn3um 1 oWmnoKu
B aBTOMaTM3MPOBaHHbIX CYCTeMax obMeHa AaHHbIMK (OpenEXR).

B After Effects Heobxoavmo ycTaHoBUTb nnarutd OCIO v KoHbUrypauu-
OHHble darnnbl ACES Ana npaBunbHOM paboThl C LiBETaMU 1 YCTAHOBKOW COOT-
BETCTBYIOLLEro Npoduns. YnpasneHve LLBETOM NpoekTa ciefyeT yCTaHOBUTb
B pexxum None, a rybuHy LseTa — B 32-bit, 4TOObI COXpaHWTL HaVbOMbLLYIO TOY-
HOCTb Npu 0bpaboTke. IHTepnpeTaums MaTeprana AomKHa ObiTb BbINONHEHa
¢ hnaxkoM Preserve RGB, 4To 0becneynT To4HOe COOTBETCTBME LIBETOB NpU Mne-
pefaye Mexay NpunoxeHnaMn. [lng KoppekTHoro MpocMoTpa cieayeT UCNosb-
30BaTh KoppeKTupytoLmii cnoii ¢ OCIO, rae B kavecTse Bxofa BbloupaeTcs ACES —
ACES2065-1, a Ha BbIxofe ycTaHaBnmnBaeTcs Rec.709. B 10 e Bpems rpadmyeckue
3NEMEHTbI, B YaCTHOCTU TEKCTYPbI, NOATOTOBAEHHbIE B LLBETOBOM NMPOCTPaHCTBE
SRGB, noanexat npeobpazosaHmio B ACES nocpeactsom achdekta OCIO ¢ KoH-
durypauvent (Input: Utility — sSRGB — Texture, Output: ACES — ACES2065-1). 3ToT
war CAYKAT KpUTUYECKMM YCNOoBMEM And obecneveHus CKBO3HOM CornacoBaHHo-
CTV LBeTonepefa“n Ha BCex CTaavsax navinnaiHa, MCKoYas pacxoaeHns Mexay
MaTepranamu pasanyHoro NPOUCXOXAEHNS 1 rapaHT1pys BOCNPOW3BOAMMOCTb
MTOrOBOrO BM3yanbHoOro pesynsrata (OCIO).

3aBepuiarollas cTagma CBs3aHa C BO3BpaToM B Resolve, rae Heobxoan-
MO BbIMONHUTL PEHAEPUHT (DMHANBHOrO KOMMO3WTa, MOAroTOBNEHHOrO B After
Effects, B Bupe nocnegosatensHocTvt OpenEXR. Mpu aToM cneayeT yoeanTses,
4TO KOPPEKTUPYIOLMI CNOW, MCMONB30BaBLIMICS UCKMOYUTENbHO 418 Npea-
NpOCMOTPa, AeaKTUBMPOBaH, a napameTtp Preserve RGB akTuBnpoBaH. Takas
KOH(Urypaums no3BONSET COXPAHMTL CMEKTPanbHYO TOYHOCTb LIBETOBBIX [aH-
HbIX 1 M30eXKaTh UCKAKEH NI, KOTOPbIE MOTN Obl BO3HWKHYTb MPY HEKOPPEKTHOM
MHTepNpeTaLuMy curHanos aucnnenHoro ypoeHs (After Effects, OpenEXR). Mocne
3TOro HoBas cekBeHUMs EXR umnopTupyeTcs obpaTHO B TaliMnaiiH Resolve ans
AanbHeiwer paboTbl ¥ GUHANBHON LiBETOKOPPEKLMM, COXPaHss Len0CTHOCTb
LIBETOBOrO MPOCTPAHCTBa Ha NPOTXEHWM BCero paboyero npolecca.

MpyHUMNL pacnpocTpaHsioTcs 1 Ha 3D-npunoxexus (Hanpumep,
Blender, Maya). HeobxoanMo CKOHMUIYp1poBaTh CUCTEMY YPaBIeHUs LLIBETOM
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npunoxenus B coorsetcTum ¢ OCIO 1 3aaaTh B KadecTBe 633080 KOHMUIypa-
Lmn npodunb ACES. Paboyee NpoCcTpaHCTBO peHAEpPUHTa Npu 3TOM (DUKCUPYETCS
B ACEScg, 4To 0becneurBaeT KOPPEKTHOE NOBEAeHNE BCeX BbIYUCIEHII C TOYKN
3pEeHUS CLIEHO-OPUEHTUPOBAHHON Mo, KpUTUYECKM BaXKHbIM YCNOBUEM 5IB-
NSETCs TOUHas NAeHTUMUKALMS BCEX BXOHbIX TEKCTYP B COOTBETCTBUM C UCXO/-
HbIMU UX LIBETOBbIMU XapPaKTePUCTUKAMU: TaK, KapTbl anbbefo AOMKHbI MHTeprpe-
TUPOBaTHCS Kak SRGB, Torfa Kak KapTbl LIEPOXOBATOCTH UV HOpManel 3afatoTcs
B pexxume Raw/Non-Color. Intws npu cobnoaeHnn atux npasmn OCIO cnocobeH
KOPPEKTHO TPaHCMPOBaTh flaHHble B NpocTpaHcTBo ACESCg ans fanbHelwero
peHaepuHra, Ncktovas LBeToBble ncKaxeHus 1 noTepu (Weidlich et al., 2022).

®UHaNbHbLIN BbIBOM, CNeayeT ocylecTBAAThL B hopmaTte OpenEXR ¢ napa-
MeTpu3aumen B 16-6utHoM half-float, nockonbKy MMeHHO Takas KoHGUrypaLuus
[aeT BO3MOXHOCTb yAepKMBaTb AOCTAaTOYHbIV AVHAMUYECKWIA AranasoH, coxpa-
HATb YNCNEHHYIO YCTOMYMBOCTb Nepefadu LUBETOBOM MHMOPMaLMK U NPK 3TOM
n3berats M30bITOYHOTO pocTa obbema (haiinoBs, YTo AenaeT ee ONTUMabHOW ANs
NPON3BOACTBEHHOIO NainnaliHa ¢ orpaHuyYeHHbIMK pecypcami. Tako MOAxofa
AenaeT VTOrOBbIN MaTepvan NPUroAHbIM KaK A5 apXMBHOIO XpaHeH s, Tak 1 Ans
AanbHelLero BbICOKOTOYHOTO KOMMO3UTUHTa.

Mpw 3TOM ycnewHslit navinnaiit ACES/OCIO ans VFX — 3T0 He TonbKo npa-
BMbHO HACTPOEHHbIE TEXHUYECKEe NapaMeTpsl. Ha NpaKTnke oH paboTaeT Kak
«COLMANBHbIV KOHTPaKT», KOTOPbIN 06BbEAMHSAET BCEX YHACTHMKOB NpoLiecca —
OT OTAENbHbIX XYAOKHUKOB A0 Lienbix AenapTameHTos. Owrbra ogHOro cnewyu-
anucTa, Hanpumep, HeBEPHO NPOCTaBNEHHbIN Ter TEKCTYPbI MAN NPUMEHEHWe
HEeKOPPEKTHOro BbIXOAHOMO Npeobpa3oBaHus, CNoCobHa BbI3BaTh KackafHoOe
HapyLeHMe L|enoCTHOCTY LIBETOBOrO MPOCTPAHCTBA Ha BCEX NOCAeayoLmX
CTagusx. Ang Manbix MpOU3BOACTBEHHbIX KONNEKTUBOB, HE pacnonaratLmx
BblAENEHHbIM TEXHUYECKMM MPEKTOPOM, NOJ00OHAs apxm1TeKTypa NpeabaBaseT
0COBEHHO eCTKMe TpeboBaHWs: 3TO U ANCLMNIVHA B CODBMOAEHUI NPOLEeayp,
1 NpefenbHo SCHas KOMMYHMKaLMS Mexay MCNoAHWUTeNsMU, 1 onopa Ha hop-
Manv30BaHHbIE YeK-TMCTbI, KOTOPble CTaHOBSATCS MHCTPYMEHTOM KONNEKTUBHOW
OTBETCTBEHHOCTU 3a LeNOCTHOCTb 130bpaxeHus (ACES). B KpymHbIX CTYANSX 3TH
HaCTPOMKM YacTO yNpaBAAOTCA UHCTPYMeHTaMu nainnaiiHa U npoBepsioTcs
cneuvanbHbIM OTAeNOM. Manble MPOM3BOACTBA TaKOM «CTPAaXOBOYHOM CETKM»
nnwensbl. CnefoBaTenbHO, OTBETCTBEHHOCTb 3@ NOAAEPXHaHMe LLEeNOCTHOCTH
navinnaiiHa pacnpeaenseTcs Mexxay OTAeNbHbIMU XYAOKHVIKaMIX. ITO NOBbILaeT
BaXHOCTb AOKYMEHTALMN, 0BYHEHMS U KOMMYHVIKaLIMK A0 KPUTUHECKOrO YPOBHS
ANst HebONbWWX KOMaHA,

C No3uULMM TEOPETUKO-3KOHOMMYECKOTO aHanu3a npegnaraemMblii cLe-
HopedepeHTHbIN nannaid ACES MoxeT ObiTb MHTEpPNpeTMpoBaH Kak
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NHBECTULMOHHbIA NPOEKT, HAaNpPaBNeHHbIN Ha CTPYKTYPHYO TpaHchopmaLmnto
N3AEPXKeK U PUCKOB B ManoblopKeTHOM KrHoNpor3soacTee. Kn4veroi ero
addexT cocTonT B nepepacnpefeneHm 3aTpat oT KanuTanoeMKmnx KOMMNOHeH-
TOB (cneumnann3npoBaHHoe annapaTHoe obecrneveHne, BbICOKOBOmMKETHOE
nponprieTapHoe NporpaMmMHoe obecrneyeHue, 3aKpbiTble peleHns B 06nactu
YNpaBneHvs LBETOM) B N0fb3Y ONepaLyioHHbIX BAOXEHVI B OpraHn3aumio perna-
MEHTOB, NOBbILWEHVE KBanubuKaLMmu nepcoHana 1 NofaepaHve npoLeypHoit
AVICUMNNNHBL. POPMANM30BaHHbIN NPOV3BOACTBEHHbIN KOHTYP C ECTKO Onpe-
AeNeHHbIMU CTaansaMu (Banvaaums BXoAHbIX npeobpasoBaHuii IDT 1 KOHTpons
KayecTBa Ha 3Tare UMMNopTa, pernaMmeHTMPoBaHHOe MCNONb30BaHKe NPOKCY,
CTaHAaPTU3MPOBaHHbIN 0bmeH Yepe3 OCIO, yHudULMPOBaHHas KOHMUIypaLms
Cpef LBETOKOPPEKLMM) CHIKAET TPaH3aKUMOHHbIE U3AePXKN KOOPAUHALMY
MEX[Y NoApa3aeneHnsMmu 1 BEpOSTHOCTb BO3HUKHOBEH NS BbICOKO3ATPATHbIX
c60€eB Ha NO3AHNX CTAANAX KUIHEHHOTO LMKIa NPOEKTa, BKIOYas NOBTOPHbIE
peHpepbl, NepecbopKy MacTep-BEPCUIA U BO3BPAT MAaTepPUanoB BU3yasbHbIX
3t heKToB Ha OPaboTKy BCAEACTBME PAaCCOrNacoBaHNs LIBETOBOIO KOHTEKCTa.

Ecnv paccMaTprBaTh Kax/ablii MHUMAEHT KOHTPONS KaveCTBa Kak ciyvali-
Hoe cobbIThe C pacnpeaeneHuem yulepba (3aTpaTsl paboyero BpemMeHu BbICO-
KOOMIa4YMBaEMbIX CNEeLManmcToB, MPOCTON BbIYMCANTENbHbIX PECYPCOB, NO-
TeHUWManbHble penyTauuoHHble NOTepy Npu HapyLeHNY CPOKOB), TO BBeaeH e
CTPOro HOPMMPOBAHHbIX MPOLEAYP W eAMHOIo LBETOBOIO KOHTYPa hakTnyecKy
CHWKAET MaTeMaTMYeCcKoe OXMaaHne COBOKYMHOrO yulepba v ymeHbluaeT Auc-
Nepcuio pesynbTUPYIOLWMX U3AePKeK Mexay npoekTamu. JononHuTeNbHbIi
3KOHOMMYeCKni 3chdeKT hopMUpyeTCcs 3a CHET yBENMYEHM S TOPU30HTa Nnones-
HOTO MCMNOMB30BaHNS MeAMAKOHTEHTA: HaMYne eMHOro cLeHopedepeHTHOro
MacTep-MaTtepuana no3BonsieT PeaKCNopTUPOBATb OAHW 1 Te e TBOpYecKue
pelleHns no ety B HoBble (hopMaThl AOCTaBKM 63 NOAHOMO NepecmMoTpa, HTo
B TepPMUHaX IMCKOHTMPOBAHHbIX IEHEXHBIX MOTOKOB MOBbIWAET NPYBEAEHHYIO
CTOMIMOCTb KOHTEHTA Ha MHOTONIeTHEM BPEMEHHOM UHTepBarne.

B COBOKYMHOCTM flaHHble (haKTopbl NO3BONAIOT TPAKTOBaTb BHeApEHWe
ACES He KaK UCKTI0YUTENBHO 3aTPAaTHOE TEXHOMOTMYECKOe HOBOBBEEHME, a KaK
CPEACTBO CHDKEHUSA YAENBbHbIX N3AEePXHKEK Ha eMHWLY 3KPaHHOIO BpeMEHM Npu
OfIHOBPEMEHHOM YMEHbLIEHM HEBO3BPATHbIX MOTEPH OT OLWIMOOK 1 MOBbILIEHNS
KanuTanooTAauu CyLECTBYOLLEV MPOV3BOACTBEHHONM MHMPACTPYKTYPbI CTYAMN.

HAYKA TEJIEBUAEHMSA. 2025. 21 (4) 220 THE ART AND SCIENCE OF TELEVISION



MPOABUHYTLIE TEXHUKIW LLBETOKOPPEKLIUW U 3AKNOMEHUSA B ACES

CTaHaapTHbIEe MHCTPYMEHTbI LiBETOKOPpeKLMM BeayT cebs B ACEScct nHave,
4eM B MPOCTPaHCTBE, OPUEHTMPOBAHHOM Ha AWCNNel, TakoM Kak Rec.709. /lo-
rapudmmyeckas npupoaa ACEScct obecnednsaeT 6onee «NNeHOUHbI» OTKIVIK,
0COBEHHO B TeHSIX 1 CBeTax, NO3BOAAS TOYHee KOHTPONMPOBaTh ropasfo 6onb-
W1 gnMHaMm1yecknii avanasoH. PaboTa ¢ Log-konecamu 4acTo bonee MHTYWUTHB-
Ha, 4em ¢ Primaries B 3TOM NpOCTpaHCTBe.

LMT onpeaensioTcs kak CTaHAapTU3MPOBaHHbIM METOA MPUMEHEHNS
TBOPYECKOro BuUAa BHyTpu navinnaitHa ACES, 10 npeobpa3oBaHus NnpocMoTpa
RRT+ODT. KntoyeBoe npenmyLecTBO 3aKmto4aeTcs B TOM, 4TO LMT He 3aBncut
oT ycTpoicTea. EauHeiii Look Modification Transform (LMT), 3apatounii xyao-
ECTBEHHYIO MAEHTUYHOCTb NPOEKTa, KOPPEKTHO TPaHCAMpPYeTCs BO BCe Lie-
nesble hopmaThl BbIBoAa — OT SDR 1 HDR 10 uMdpoBOro KMHO, — MOCKONBKY
NPUMEHSIeTCS ellle Ha CTafnn ClieHopedePEeHTHbIX laHHbIX, MPeaLecTBYOLIEN
duHansHoMy ODT (Hasche et al., 2020). Takasi norvka No3BonseT COXpaHUTb Lie-
NOCTHOCTb 3aMbICa 1 FrapaHTMPOBaTh, YTO eAVHbI BM3yanbHbll NovepK byaeTt
BOCMPOW3BOAMM B YCNOBMAX Nt0O0OW ANCNNENHOW Cpefbl, HE3aBMCKMO OT ee
OxBaTa 1 AVHAaMMYeCKOro Avana3oHa.

3Ta NpaKTMKa pe3Ko KOHTPACTUPYET C UCMOMb30BaHMEM TPAAULIMOHHbIX
KpeaTuBHbIX LUT, KOTOpble, KaK MpaBmnao, MPOEKTUPYIOTCH Mo MPOCTPaHCTBO
Rec.709 v B ycnosumax ACES OKasblBatoTCH METOLONOTMYECKM HECOCTOATENbHbI-
MW. VIX npUMeHeHVe MOXKET MPUBECTM K HEMPEACKA3yeMbIM VICKAXKEHWAM, yceye-
HUIO CMeKTpa AaHHbIX U Pa3pyWeHWIO BCel CLLEHO-OPUEHTUPOBAHHOM NOTMKM
nainnaiHa, Npespallas BMeCTo YHMBepCaabHOM CUCTEMbI OTODPaXKEHMS NN b
B YaCTHOE pelleHune, HeCnoCcobHOe afanTUpPoBaThCs K MHOrohopMaTHON cpee
(Rec.709, ACES).

V13BecTHas npobnema B HeKOTOPbIX Bepcusix ACES BbipaxaeTcs B cieayto-
leM. BbICOKOHAChILLEHHbIE LiBETa, OCOBEHHO B PKUX 0ONaCTaX M30bpaxeHus
(HanpumMep, HeOHOBbIE BBIBECKM), MOTYT MHOrAA NprobpeTaTh CTPaHHble OT-
TeHKM WK BbI3bIBaTb apTedaKrTbl. PelleHns BKMOYAIOT MCMONb30BaHve cneyu-
anbHbix LMT, Takmx kak «LMT Neon Suppression», nnv 6onee HoBoro anroputMa
Reference Gamut Compression, KOTOPbIV NpefHasHayeH aas NaaBHOro BO3-
BpalLeHNs LBETOB, BbIXOAALMX 33 MPEAEeNbl OXBaTa, B LIeNeBON LIBETOBOV OXBaT
ancnnes (Hasche et al., 2021).

[ns ManobromKeTHbIX MPOM3BOACTB MPOLECC CaMOCTOATENbHOW reHepa-
LM NONBb30BaTENLCKMX LMT 3a4aCTyto OKa3biBAETCH TEXHUYECKM TPYAOEMKIAM
1 TpebyeT cneunan3npoBaHHbIX KOMMETEHLMWNA, KOTOPbIMY HebOoNbLIas KOMaHaa
MOXeT He pacnonarats (LMT). bonee nparMaTu4HOM 1 4OCTYNHOW ansTepHa-
TMBOW BbICTyNaeT NCnonb3oBaHne MexaHn3ma PowerGrades B DaVinci Resolve.
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PowerGrade npeacTtasnseT coboi COXpaHEHHYH apXUTEKTYpY HOf, BHYTPU
KOTOPOW KONOPWCT CMOCOBEH BbICTPOWTL LIENOCTHbIV XY1OKECTBEHHbI 06MK
CLEHbI, ONMPASICh UCKMOYNTENBHO Ha CTaHAaPTHbIE MHCTPYMEHTbI LIBETOKOPPEK-
LMK, TaKOW TBOPYECKMIA KOHCTPYKT MOXET OblTb COXPaHeH Kak WabnoH 1 MHOro-
KpaTHO NPUYMEHEH K pa3HbiM MaTepuanam, obecnevnsas BOCNPOM3BOANMOCTb
ABTOPCKOIO 3aMblC/1a W NPy 3TOM OCTaBNAS OTKPbITbIM KaX(blii OTAEbHbIN Napa-
METP 1151 TOHKOW HaCTPOMKN. B oTanyme oT «4epHoro sumka» LUT, PowerGrade
(hYHKUMOHMPYET KaK Npo3payHas CMcTema, No3BonsioLlas KOPPEKTUPOBaTL BI/
Kafpa Ha ypOBHE OTe/bHbIX Y3/10B, 4TO 0OECNeYMBaAET Kak BbICOKYO MMOKOCTS,
TaK 1 NpefckasyeMoCTb pesybraTa.

MPEANNCBIBAIOLLAS MOAE/b A151 PASBEPTbIBAHUS NAIMNAAHA ACES
B MA/IOM MACLUTAEGE

Mpu3HaBas, YTO MOMHbIA NePexos MOXET ObiTb COXHbIM, NpeanaraeTcs
no3TanHbIvi Noaxoa Ansg Hebonblwrx KoMaH/. Pasa 1 (IKCnepumeHT) BKIoYaeT
ncnonb3osaHue ACES Ha OfHOM HEKPUTUYHOM MPOEKTe, YTO MO3BONSET CO-
CpPefoTouMTbCA Ha OCBOEHUM HacTpoek Resolve 1 co3narmm SDR Rec.709. Ta-
KOW NO3TanHblii MOAXOA MNO3BONSET KOMNEKTUBY NMOCTEMNEHHO OCBOUTL PaboTy
C ACES, He noaBeprasi OCHOBHOE MPOM3BOACTBO CYLIECTBEHHbBIM PUCKaM 1 COOSM.
®aza 2 — WHTerpauums VFX — npegycmaTprBaeT NoAKIOYeHe paboyero npouec-
ca obMeHa paHHbIMK Yepe3 OCIO Ha NpoeKTe ¢ orpaHMyeHHbIM 06BEMOM BU3Y-
anbHbIX 3MMOEKTOB, 4TO CO3AAET KOHTPOAMPYEMYIO IKCMIEPUMEHTANbHYIO Cpefy.
B 37O KOHDUIypaumMm MCNonb3yeTcs O4HO AONONHNUTENBHOE NPUNOXEHNE,
Hanpumep After Effects, KoTopoe paclumpseT @yHKUMOHaNbHbIE BO3MOXHOCTH
nannaiHa v NO3BoNSeT NPOTECTMPOBATb MEXMPOrPaMMHOE B3aMOANCTBIE
6€3 130bITOYHON CIOKHOCTU.

TpeTunin 3Tan, Ha3bliBaeMbli «[101IHOe pa3BepTbiBaHWE», 3HaMeHYeT cobol
Ha4yano NoaHOCTBIO MHTErPUPOBaHHOTO KOHBeepa, OXBaTbiBatoLLero BeCb Npo-
MN3BOACTBEHHbIN LMK, Ha 3TOM 3Tane cuctema 06bevHAeT MHOrOKaMepHbll
3axBaT, MOMHYIO MHTErpaLunio BM3yanbHbIX 3MEKTOB 1 co3aaHme MmacTep-haii-
na apxusa B npocTpaHcTBe ACES, KOTOpPbIN ByAeT CNYKNTb 3TaNOHHON TOYKOM,
4TO He TONbKO rapaHTMpyeT eanHoobpasre LLBETOB Ha BCex 3Tanax — OT CheM-
K A0 hMHanbHOM caayvu, Ho U obecneyrBaeT A0NTOCPOYHYIO YCTOMYMBOCTb
BM3yanbHOTO Hacneamns NpoeKkTa. 3To, B CBOK 04epeab, rapaHTUPYeT cornaco-
BAHHOCTb M L|eNOCTHOCTb M306PaXeHUs B TedeHne aUTeNbHOro BpemMeHu —
ACES. Takas apxuTeKTypa obecrneyrBaeT HeNMpepbIBHbIN NyTb NepeMel|eHums
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MaTepranoB OT CbeMOYHOro 3Tana A0 NOCTaBKM, 0ObeANHAS Pa3PO3HEHHbIe
onepauun B eAVHYI0 CUCTEMY.

MpaKTy4eckas NnpoBepKa NPeANOKEHHOrO MOAXOAa Ha ABYX MUNOTHbIX NPo-
eKTax — My3blKasbHOM KAMMNe N KOPOTKOMETPaXHOM (buibMe — noaTBepAvaa
ero apPeKTUBHOCTb B ONepaLMoHHbIX MeTpuKax. [locne nepexoaa Ha cLeHo-
pedepeHTHbI ACES-narinnaiit Bpems, 3aTpayviBaemMoe Ha LBeTOBOW MaTYMHI
MEX [y Pa3HOPOAHbBIMU CTOYHMKaMY (BKtOYAs MYAETVKaM U MaTepvian ans uH-
Terpauuu ¢ VFX), cokpaTunocs NnpuMepHo Ha 30%, 4TO HanpsMyto Koppennpyet
c bonee cTporoi noctaHoBKoW IDT-NpoLeayp 1 NpeackasyemMocTbio MoBeaeH s
RRT/ODT. O4HOBPEMEHHO YMEHbLINMAOCH KOMMYECTBO OWWOOK Npw Nnepeaadye
MaTepranos B fenapTamMeHT BK3yanbHbix 3PHEKTOB: BMECTO XapaKTepHbIX pa-
Hee Tpex-4eTbipex LUMKNOB NPaBOK, 0BYCNOBEHHbIX HECOBMAAEHNEM OXMAAHWIA
MO UBETY N HEKOHCUCTEHTHOW MHTEprpeTaLel raMmbl, B HabtogaeMblx Kencax
KOPPEKTVMPOBKYM CTabunn3npoBanich Ha YpoBHE OGHON UTepaLmnm, YTO yKasbl-
BaeT Ha pOCT MPO3PayHOCTH ¥ BOCMPOM3BOAMMOCTM LIBETOBOIO KOHTEKCTa Npu
obmeHe EXR/OCIO-acceTamu. Ha 20-MUHYTHOW KOPOTKOMETpaxKe 3TO Bblpa3n-
NOCb B 3KOHOMYM paboyvero BpeMeHy KoNopurcTa Ha ypoBHe 67 HacoB, HTO 3KBU-
BaNeHTHO NpubnuanTensHo 250-300 fonnapam NpsmMblx 3aTpaT Npvt TUMMYHbIX
CTaBKax A1 HE3aBMCMMOrO CerMeHTa, a TakKe B COKPaLLEHMI Y1Ca MOBTOPHbIX
(buHaNbHbIX PEHAEPOB C YeTbIpex A0 OAHON—ABYX C JONONHUTENBHOM 3KOHOMM-
el ele 1-1,5 yaca MaWWHHOMO 1 ONepaTopCKOro BpeMeHu. [JononHUTEeNbHbIN
3bdeKT Aano HTerpupoBaHHoe 1CnonbloBaHre NA-MHCTPYMEHTOB Ha paH-
Heli cTagvn, ANs NepBUYHOIO WYMONOAABNEHNS 1 BbIPaBHMUBAHWS IKCMO3ULMN
NCTOYHMKOB [0 NonafaHusa B OCHOBHOe ACES-OKpyKeH1e: 3To MO3BONNIO COKpa-
TUTb Bpems NepBnYHOro oTbopa v TeXHNYECKOW OLEHKM MaTeprana NnpuMepHo
Ha 20%, a 06eM Py4HbIX KOPPEKTMPOBOK IKCMO3NLMM B MOCAeayIolLeM rpelige
npuMepHo Ha 15%, YTO B COBOKYMHOCTM NMOATBEPKAAET rMMNOTE3Y O CMeLLeHUN
Hbapbepa BHepeHVs He B CTOPOHY KanuTaNbHbIX BIOXEHWI, @ B CTOPOHY rpa-
MOTHOW OpraHu3auny npoueayp 1 paumoHanbHoM asToMaTH3alUmm pyTUHHbIX
onepauunin BHyTpKY efrHoro clueHopehepeHTHOro navinnaiHa.

TeM He MeHee B NMpoLiecce 3aKOHOMEPHO BO3HMKAIOT TUMUYHbIE OWWOKN,
KOTOPbIE YCNOBHO MOXHO Pa3fennTb Ha TEXHNYECKME N OpraHmn3aLOHHO-NPo-
ueccyansHble. K TeXHUYECKUM OTHOCATCSH HEKOPPEKTHOE 1cnonb3osBaHne LUT,
HeBepHble napameTpbl KoHbUrypaumm OCIO, ownbky B ynpasneHnu dhainosbl-
MW XpaHunvamn 1 aptedakTsl, BO3HMKatoWme Npy paboTe C HaCbILEHHbIMM
usetamn (OCIO, LUT). 3T1 npocyeTbl CNOCOOHbI KPUTUYECKM NOBAUATL Ha UTO-
FOBYIO BM3YyasbHYl0 AOCTOBEPHOCTb. OWNOKM paboyero npouecca NposBAsOT-
Cs1 B OTCYTCTBMM AUCUMNANHBI B KOMaHAae, aedbulmTe KOMMYHUKALMK C MOCT-
NPOAAKWH-CTYANSAMU, a TaKKe B CONMPOTUBAEHWIM CO CTOPOHbI CMeLManncTos,
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He 3HaKoMbIx ¢ norukoin ACES. [ing HelTpanu3aumm nogobHbIX pUCKOB Npef-
YCMOTpEHbI cTpaTernn: 3ameHa LUT Ha PowerGrades insl KOPPEKTHOM LIBETOBOW
paboTbl, BHEAPEHME YEK-NTNCTOB Npu 0bMeHe VFX-acceTamu, a Takke NnposeaeHne
0653aTeNbHOro CTapTOBOro COBELIaHNs, PUKCUMPYHOLWEro pernaMeHTbl nannnan-
Ha (Resolve, PowerGrades).

B KOHTeKcTe npeanaraemoro nannnanta ACES Knto4YeBbIMM SBASIOTCS TPpW
rpynmbl METPUK, MO3BOASIOWMX KONMYECTBEHHO OLLEHNBATL ero 3MEKTUBHOCTL:
BPEMEHHbIE, KAYeCTBEHHbIE 1 3KOHOMMUYeCKMe. BpeMeHHbIe METPUKIN DUKCUPYIOT
NPOJOMKNUTENBHOCTE OTAENbHbBIX CTaAMi 1 TUMOBbIX OMepaLyic: BpeMs Ha nep-
BMYHbIN TEXHUYECKMI Npuem MaTepunana (ingest 1 6a3o8bivi QC), AMTENBHOCTb
LiBETOBOro MaT4YMHra Mexzay Kamepamu 1 BapraHTaMun NCXOAHWKOB, BPeMs,
3aTpayvBaemMoe Ha umkn obmeHa ¢ VFX (0T MoaroToBKM NAeUTOB A0 NPUHATUS
(1HaNbHOTO KOMMNO3KTA), @ Takke OBy ANUTENBHOCTb (DUHUWHOIO Tpei-
aa 1 cbopkm MacTep-Bepcuii. 3TV NokasaTenu LenecoobpasHo 13mepsTh Kak
Ha YpOBHe BCero NpoeKTa, Tak 1 B pa3byrBke no anmnsonamM nnm bnokam pabor,
4TO MO3BONSAET BbISBAATH «y3KMe MeCTa» B KOHKPETHbIX y4acTKax nainnaiHa
1 COMOCTaBASAThL Pa3Hble KOHPUIYypaLMmM npoLecca Mexay cobo.

KayecTBeHHble METPUKI CBSI3aHbl C 4aCTOTOM U XapakTepoMm OLMOOoK, BO3-
HMKatoLW KX B Xxode npou3soacTea. Ctoga oTHocaTcs Ymcno QC-MHUMAEHTOB, Nps-
MO WM KOCBEHHO CBSA3aHHbIX C YIpaBieHNeM LIBETOM: HEBEPHO Ha3Ha4YeHHble
nnv nponyueHHsle IDT, HeKoOppeKTHas MHTepnpeTaums raMmbl AN LBETOBOTO
npocTpaHcTBa Npu obmeHe EXR/OCIO-acceTamu, MCNONb30BaHME HEMNOAXOAS -
wwmx LUT, owmnbkn npu Bbibope ODT, HEKOPPEKTHbIE YCNOBUS MPOCMOTPa NpU
NPUHSATUM KpeaTUBHbIX peleHnin. OTAeNbHO MUKCHPYETCs KONMYECTBO LIMKNOB
NpaBoK Npu Nepefade MaTepranos Mexay oTaenamu (Hanpumep, 4Y1cno ntepa-
UM NO LBETY Ha NMHWUN MOHTaxX, VFX, rpenanHr) 1 ons kagpos/WoToB, noTpe-
H60BaBLIVX BO3BpaTa Ha NpeablayLyro CTaMo 13-3a UBETOBbIX HECOOTBETCTBUIA.
IT1 NoKasaTeNy BaXXHO COMOCTaBNNATh C 6a30BON «10MNPOLEAyPHOM» CUTYyaLnel
1N OTCNEXMBaTb B AMHAMUKE MEX Oy MPOEKTaMu, 4TO NO3BONSET OLEHVBATb, Ha-
CKOMbKO BHeapeHue hopMann3oBaHHbix pernameHToB 1 ACES-koHdUrypaumm
peanbHO CHIKAEeT BapMaTMBHOCTb 1 MOBbIWAET NPefcKa3yemMoCTb pe3yibraTa.

JKOHOMMYECKME METPUKM 3aMbIKatOT KapTUHY 1 MO3BOMAIOT NepeBecTy
pe3ynsLTaThl ONTUMU3ALKN B MOHATHbIE A9 MPOLIOCEPCKOro YPOBHS MOKa3a-
Tenu. K HUM OTHOCSTCA NpsiMble Tpyao3aTpaTsl (Yackl paboTsl Konopucta, DIT,
VFX-XyQ,OXKHWKOB, ONEpaToOPOB MOHTaXa), KONMYECTBO MOBTOPHbIX PEHAEPOB
1 nepecbopoK MacTepoB, CTOUMOCTb XpaHeHus AaHHbIX (Npexae scero EXR-na-
KeToB 1 apxvBHbIX ACES-MacTepoB), a TakKe COBOKYMHas IKOHOMMS MO CpaBHe-
HUIIO C pedhepeHCHbIM «onalinnaiHoBbIM» MPOEKTOM aHanorM4yHoro MaclTaba.
[lononHnTeNbHO MOXET oLeHmBaTbCs time-to-competency — B flaHHOM ciyyae
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Bpems, HeobxoAMMOoe HOBOMY CMeumanucTy Ans BbiXoAa Ha YyCTONUYMBYIO Npo-
AYKTUBHOCTb B pamkax ACES-npoueayp, 1 COOTHOLeHWEe MexXy 3aTpaTamu
Ha obydeHre/noKyMEHTaLMIO 1 MONYYEHHOM 3KOHOMMEN BPEMEHN 1 PECYPCOB.
B COBOKYMHOCTW 3TV METPUKM NO3BOASIOT PACCMATPUBATh BHEAPEHME CLEHO-
pedepeHTHOro nannnanHa He kak abCTpaKTHoe «ynyYlleHne KayecTBar, a Kak
M3MEPUMBbIIA MHXEHEPHO-3KOHOMUYECKNI NPOEKT, re Kax/aas npoueaypa, oT Bbl-
6opa IDT no aucumnantbl OCIO-06MeHa, MeeT dhUKCHpyeMblid BKNAM B CHVDKe-
HUEe PUCKOB 1 POCT 3DMEKTUBHOCTY.

/ITOroBbIVi CBOAHBIN JOKYMEHT NPUHUMAET OPMY MacTep-4eK-N1cTa, KoTo-
PbI MHTErpUpPYyeT 0bopyaoBaHmne, nporpaMmMHoe obecneyeHne n opraHmu3aLm-
OHHble MpoLeaypbl, 0XBaTbIBas BCE CTAAMM UHXEHePHOro nainnaiHa. Ha atane
npenpoAaKLH NPMOPUTETOM CTAHOBUTCS CBOEBPEMEHHas 3aKyrKa annapaTHoro
obecneyeHns, MHCTanNgUMs 1 HacTpoiika M0, a Takke 6a3oBoe 0byveHre Ko-
MaHabl (Preproduction). Ha aTane npoaakiiH LEHTPaNbHbIM Y31OM CTAHOBMUTCS
pabounii npouecc DIT (Digital Imaging Technician — cneuyanict no udposomy
n306paxeHuto), obecneyrBatoLLnii He TONbKO CTPYKTYPUPOBAHHOE yripaBneHmne
MeanagaHHsIiMu, Ho U GOPMUPOBaHME NPEABaPUTENBHOTO BI3YaNbHOMO B1aa
NPsIMO Ha CbeMOYHON NAOLLAAKE, HTO NO3BONSET ONEPATUBHO KOHTPOMPOBATH
3KCNO3MUMIO, LUBETOBYIO COMACOBAHHOCTb U TEXHNYECKOe Ka4yecTBO OTCHSATOrO
MaTepuana. OH CNYXUT MHTepdeicoM MeXay KaMepoi 1 NPOLECCOM, CBOAS K MU-
HUMYMY PUCK NOTEPb 1 UCKAXKEHWI ellle A0 Havana nocTobpaboTKm, COXpaHss
MeTaflaHHble, @ TakKe IKCMO3MLMIO 1 COrNaCcoOBAHHOCTb LIBETOB. [10CTNPOAAKLLIH
NPOXOAMT MO HETKOMY UMKAY: UMMOPT MenafaHHbIx, CO3AaHMe exeHeBHbIX Ma-
Tepranos, Y4epHOBOW MOHTaXK, MHTErpaLms B13yanbHbix 3dexTos, huHanbHas
LBETOKOPPEKLMS — BCe NPOV3BOACTBEHHbBIE U3MEHEHNS SCTETUYECKM U TeXHUYe-
CKM TOYHO COOTBETCTBYIOT NPOEKTY. ITOT 3Tan BK/OYaeT co3faHue mactep-daii-
NoB Ans opMaToB pacnpocTpaHeHus, a Takke apxMBHoro mactep-daiina B ACES,
KOTOPbIN ByAeT NPUMEHATLCS B Ka4ecTBe I0ArOCPOYHOro CTaHaapTa Ans obecne-
YeHWst COXpaHeH s Ka4ecTBa Npu MobbIX M3MEHEHUSX TEXHONOTWIA U HOCKUTeNe.

PaccmaTpuiBas npeanoXeHHbl clieHopedepeHTHbIN NainnarH, Bax-
HO M3Y4UTb €ro He B BaKyyMe, a Ha (POHe anbTepHaTUBHbIX OpraHmn3aLMoHHO-
TeXHUYECKMX CTpaTeruii, KoTopble ceryac akTMBHO pa3BKBatoTCA. Ha ogHOM
Notoce OCTatOTCSH TPAAULMOHHbIE MOAXOAbI, B KOTOPbIX BECb MPON3BOACTBEHHbII
LVKN 3aBA3aH Ha MPOCTPaHCTBE, OPUEHTUPOBAHHOM Ha AWCTEN, C KeCTKO 3a-
(DVIKCMPOBaAHHbIM OXBAaTOM U HabOPOM KpeaTuBHbIX TabnuL, npecbpa3oBaHuil,
NPVIBA3aHHbIX K KOHKPETHOM MOHTa)KHOW NporpamMmmMe unu Kamepe. Takoln KOH-
TYp NpuBAeKaTeneH CBoel Kaxyllencs NpoCcTOTON: MUHMMaNbHbIA MOPOT BXO-
A2, OTCYTCTBME HEOOXOAUMOCTHM B C/IOKHOW AEKOMMNO3ULMK Npeobpa3oBaHui,
BO3MOXHOCTb BbIMOMAHATL MOYTH BCE «B OAHOM MpUAOKeHMM». OgHaKo No Mepe
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poCTa 10NV MHOroOpMaTHOW CAaun, BMPTYanbHOro NPovn3BOACTBA U rbpua-
HbIX MPOEKTOB 3TOT MOAXOA HAYMHAET NMPOSBAATb CUCTEMHbIE OFPaHNYEHNS:
CNIOXKHOCTb NOAAEPIKaHNS efMHOro BUAa MEX/Y YCTPOMCTBaMM, POCT YMCa
CKPbITbIX LIBETOBbIX MHLUMAEHTOB Ha CTbiKe OTAEN0B, YAOPOXKaHVe nepeaesnok.
Ha apyrom nontoce BO3HWMKAIOT apXUTEKTYPSI, rae cama no cebe CLeHOOpreH-
TUPOBaHHas MOfENb He SBASeTCs 0053aTeNbHOM, HO KOYEBYIO PO/b UrpatoT
pacnpefeneHHblie pecypchbl v HaACTPOeYHble CePBUCH aBTOMATU3aLMK, B TOM
YMCrIe OCHOBAHHbIE Ha METOAAxX ODYYEeHMS Ha IaHHbBIX 1 COBPEMEHHbIX anropuT-
Max 06paboTKM N306paxKeHNi.

OTAensHOro paccMOTPEHNS TPEBYIOT MHPACTPYKTYPbI, B KOTOPbIX XpaHe-
HVe MeauafaHHbIX, COBMeCTHasi paboTa 1 4aCTb BbIYUCIEHUI BbIHOCATCS Ha yaa-
NIeHHbIE BbIYUCAMTENbHbBIE MOLLHOCTW 1 B pacnpeaeneHHble xpaHunvia. Miccne-
[O0BaHVs, NOCBSAWIEHHbIE MPaKTUKaM OTPac/y, MOKasblBatoT, 4TO NoOAaBAsoLLee
6ONBbWWHCTBO CMEUNANMCTOB YKe TaK UK MHAYe BKIIOYUAN TaKmne MexaHn3Mbl
B CBOM paboune NpoLecchl: B OAHOM 13 ONPOCcOB 0KOM0 90 % OnpoLIeHHbIX
CNeuvanncToB No BMAEONPOM3BOACTBY OTMETWN NCMONb30BaHWE yAaNneHHoro
MOHTaXa 1 06paboTKM MaTepunana, npexmae BCero Ans COBMECTHOM paboTbl U CO-
rnacoBaHMs BepCumii € 3aKasdvkamu (Priestley, 2022).

MapannenbHo KpyrHble KeliCkl IeMOHCTPUPYIOT BO3MOXHOCTb MOCTPOEHMS
NOYTU NOAHOCTbIO YAANEHHOIO KOHBEEepa, rae 3axsaT, pacnpeaeneHmne, MoH-
Tax, BM3yanbHble 3hderTbl U PUHULLUHT NOAYMHEHBI €MHON Cxeme AoCTyna
K MefnafaHHbiM Yepes BUPTYanbHY CTYANNHYIO MHDPACTPYKTYpY, a ynpasne-
HVE NMPOEKTOM, XPaHUAMLAMW 1 BbINOAHEHWEM 3afla4 BbICTYMNAET CBSA3YIOLIVIM
3BEHOM MeX[y reorpaduiecku pasHeceHHbIMK ucnonHuTensmu (Movie Labs,
2023). [inst ManobrMKETHbIX KOMaH[ TaKune CxeMbl MOTyT ObITb Kak crnaceHuneM,
TaK U UCTOYHMKOM [OMONHUTENbHBIX PUCKOB: C OJHOM CTOPOHbI, OHW CHUMaT
HeobXoAMMOCTb B CODCTBEHHbIX AOPOTVX XpaHUNMLLIAX, YIPOLLAT NpuBRedYeHme
yAaneHHbIX CNeumnanncToB v AatoT rMbKOCTb MacllTabrpoBaHys PeCypcoB nNof
KOHKPETHbIV NMPOEKT; C APYroli — NOBbIWAOT 3aBUCUMOCTb OT KayecTBa ceTe-
BOMO COIMHEHWS U NONUTUKM NMOCTaBLIMKA YCIYT, YCAOKHSAIOT KOHTPO/b Hafl
LeNOCTHOCTbIO MeTafaHHbIX 1 MOTYT MOPOXAATb CKPbIThE 3a€PXKM Ha ore-
paLMsIX C KPYMHbIMUW NaKeTaMu KaflpoB. B 3TOM KOHTEKCTe clieHopedepeHTHbI
navinnariH, onpefeneHHbli Ha YpOBHE NMPOEKTa, MOXET PaccMaTPUBaTLCS Kak
CTabuNU3NPYIOLWMI CNOW: OH AenaeT NoBefeHne LBeTa NpeAcKasyeMbiM BHE
3aBMCUMMOCTU OT TOTO, e PU3NYECKM HaXOAATCs CEPBEPLI U YHACTHUKN, U TEM
CaMbIM CHVXaeT YyBCTBUTENbHOCTb MPOM3BOACTBEHHOMO NMPOLECCa K CMeHe WH-
CTPYMEHTOB ¥ NPOBaEPOB.

He MeHee 3Ha4YnMbIM aNbTePHATVBHbBIM BEKTOPOM PAa3BUTUA ABIACTCA
MCNoab30BaHMe MeToa0B O6yL{€HI/I$'-I Ha JaHHbIX U bonee LWMPOKNX TEXHONOr UM
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MNCKYCCTBEHHOTO MHTeNNeKTa B 3afadax 0bpaboTKu 1 aHanmsa n3obpaxeHui.
CoBpeMeHHble UCCNe0BaHMs NMOKa3biBatoT, YTO aNrOPYTMbl NOAABNEHNS LLYMa,
OCHOBaHHbIE Ha rYBOKMX HEMPOHHbIX CETSX, YXKe NPeBOCXOAAT KnacCuyeckme
NOoKanbHble MUNBTPbI B 331a4ax CraXnBaHus WyMOBbIX apTedaKToB 1 BOCCTa-
HOBNEHNS feTaner Npu CToXacTMYeckom hopMUPOBaHNUM 1300PAKeHNS, 1 Npu
NpaBUIbHOM HACTPONKE NMO3BONSIOT YMEHbWNUTb 06bem BbIOOPKN UAN YACNO
MOBTOPHbIX MTepaLnin 06paboTKM 6e3 3aMETHOTO YXyAWEHWs BU3YanbHOMO Kave-
cTBa (Denisova et al., 2025). 0630pbl, NOCBSALLIEHHbIE <MHTENNEKTYaNbHOM KMHEMA-
Torpadum», GUKCUPYIOT CTPEMUTENbHBIN POCT YMCNa UCCNef0BaHNA, B KOTOPbIX
NoAobHbIe METO/bI MPUMEHSIOTCS /19 aBTOMATWU3MPOBAHHOIO BbIHOPa PaKypCos,
COMNPOBOX/AEHWS ABVKEHNS KaMepPbl, ONTUMN3ALVN IKCMO3NLM 1 KOMIO3MLMY
KafpoB B PEXMME PeasbHOro BpeMeHu, 4To NPsiMO BAVISIET Ha CTPYKTYpPY noche-
aytolero noctnponssoactsa (Azzarelli et al., 2025).

Ha ypoBHe LBETOKOPPeKLMM 1N NOATOTOBKM UCXOAHUKOB YXKe AOCTYMHb
NpUKNaAHbIE PELIEeHUs, KOTOPbIe aBTOMaTMYeCKy NoabuparoT OCHOBHbIE Napa-
METpPbl Npeobpa3oBaHus Nof pasHble Kamepsbl, NpeanaratoT CTapToBbIi Bapu-
aHT BU/A CLeHbI, BLIMOAHSIOT MEPBUYHbIA MATUYMHT MEXAY NNaHaMu, a Tatoke
MCNONB3YIOT OLEHKY MyOUHbI, CerMeHTaLmio 1 Apyrie aHan3aTopsl CLUeHb! Ans
NOKasbHbIX TBOPYECKNX M3MEHEH WA, KOTOPbIE PaHbLue OblI BO3MOXHbI TONbKO
npv py4Hou pabote konopucta (Tlaskal, 2024).

C TOYKM 3pEHUs MHKEHEPHOTO NPOEKTVPOBaHWS NalinnaiHa 3Tu anstep-
HaTVBbl HE CTOMBKO KOHKYPUPYIOT C NpeanaraemMoit clieHopedepeHTHOM apxu-
TEKTYPOW, CKOMBbKO 3aAatoT AONONHUTENbHbIE CTeNeHN CBOBO/bI 1 HOBbIE TOYKM
puUcka. icnonb3oBaHyve pacnpeeneHHbX XpaHuiniL 1 yaaneHHbIX paboumx Mect
obocTpsieT TpeboBaHMsa K GopManm3almm UBETOBbIX NPeobpa3oBaHWin N Me-
TaflaHHbIX: B YCNOBUSX, KOMAa AECSTKM CNeUManicToB NOAKMYAOTCSH K OHUM
1 TEM e MaTepuranam Yepes pasHble MPOrpamMmbl 1 B PasHbIX reorpabuieckmx
TOYKax, laxe eanHMYHas oWwnbKa B TPAKTOBKE LIBETOBOMO MNPOCTPaHCTBa UK
B KOHUIypaumm npeobpasoBaHnii CNoCobHa Pa3sMHOXUTLCS MO BCEMY MPOEKTY
1 NPYIBECTU K N1aBYHOO6Pa3HbIM KOPPEKTMPOBKaM. MeToasl MW, B CBOO 04epefs,
3HaYUTENbHO YCKOPSIIOT PYTUHHbIE OMepaLyii — WyMONoAaBeHne, BbipaBHBa-
HVIE 3KCMO3WLMW, CTAPTOBbIV LIBETOBOM MaTUmMHT, Noabop Braa, — HO X paboTa
BCEraa ONMpaeTcst Ha ONPEeAeneHHY0 MOIeNb MCXOHbIX IaHHBIX 1 MOXET 1aBaTb
cUCTEMATUYECKNE OTKIOHEH WS, MI0X0 3aMETHbIe Ha NPeABapuUTENbHOM NPOCMO-
Tpe. Mo3TOMY C MHKXEHEPHOW NO3MLMK Pa3yMHO paccMaTpuBaTh clieHopede-
PEHTHbIN NaMnAaiH Kak CTabubHYIO «HECYLLYI0 KOHCTPYKLMIO», @ YAANEHHYIO VH-
(bpacTpyKTypy 1 anropuUTMbl UCKYCCTBEHHOTO MHTENNEKTa — KaK HafCTPOeYHble
MOZY/IN, KOTOPbIE BMNCHIBAKOTCS B 3TY KOHCTPYKLIMIO Yepes YeTKO onpeeneHHble
NHTepdeNChI: CTPOro 3afaHHble GopMaTsl GalifoB U LBETOBbLIX MPOCTPAHCTB,
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npoBepsieMble TOUKM BXOfa ¥ BbIXOAa, PErMaMeHTbl KOHTPOMS KayeCTBa, N03BO-
NstoLLMe OfHO3HaYHO NIOKaNN30BaTh UCTOYHUK OWNOKK. Takol B3rs No3so-
NseT He NPOTMBOMNOCTABNSATH anbTepHaTUBHbIE MOAXO/b!, @ MHTErPUPOBATH WX
B eIMHYI0 CUCTEMY, T TMOKOCTb 0H6NaYHOW apXUTEKTYpbI 1 YCKOPeHMe 3a cyeT
aBTOMATU3aLMM COHETAIOTCS C YCTONYMBOCTBIO U NMPEACKA3yeMOCThi0 CLieHope-
hepeHTHOM Mofienu ynpaBneHns LUBeToMm.

3AKNHOYEHUE

MpeanoXeHHbI B MCCneaoBaHNM MHXEHEPHbI DpeliMBOPK NOKa3bIBaeT,
4TO BHEAPEHYE CLIEHO-0PUEHTPOBAHHOIO LiBeTOBOro nannnanHa ACES B ycno-
BMSX ManoboMKETHOrO KUHOMPOM3BOACTBA Heobs3aTeNbHO TpebyeT KPymnHbIX
MHBECTVLMIA. EFO MOXHO peanv3oBaTh Yepe3 Habop BOCMPOM3BOANMbIX MHKe-
HepHbIX 3afaY, pernamMeHTUPOBaHHbIX MPOLeayp 1 HEeTKO OnpefeneHHbIX KOH-
TPONbHbIX TOYeK. [To3TanHas AeKOMMNO3MLUKS PYHKUMOHANBHOrO Nyna, Ha4yrHas
0T A€Tann3MpoBaHHOro pa3rpaHuyeHns ponei IDT, RRT v ODT v 3aBepuias npeq-
nucbiBatolwMMu HacTpoikamu ACEScct B DaVinci Resolve, no3sonseT nepesecty
abcTpaKkTHble AOCTOMHCTBA CTaHAapTa, Takne Kak future-proofing, BHyTpeHHs S
KOHCUCTEHTHOCTb M BeclioBHas COBMECTUMOCTb ¢ VFX-cpefiaMu, B KOHKPETHble
IKcnyaTauMoHHble MPaKTVKW. 3TV pelleHns OCTaloTCa peanv3yeMbiMu faxe
ManbiMy MPOU3BOACTBEHHbIMY KONNEKTMBaMM NP YCI0BUM NOAAEPKAHUS ANC-
UMNAVIHBI, METOMYECKOTO KOHTPONSA 1 6330BOMN TEXHUYECKOW FPaMOTHOCTU.

Knto4eBoW NpaKTUYeCKnii BbIBOS 3aKMtOYAETCs B TOM, YTO CTyAMS rpeil-
AMHra CTaHOBWTCS TEXHONOMMYECKMM 1 OpraHn3auUvioHHbIM SAPOM Nnarnnam-
Ha: UMeHHO 3aecb hopMUPYeTCH eAnHbIN «LMMPOBOIN HEraTuB» 1 MPOBOAMTCS
OKOHYaTenbHas NPOBepKa BCex NpefcTaBneHnii nof pasnnyrele yenesslie ODT.
MapannenbHo paboTa NoKasblBaeT, YTO rpaMOTHas MUHVIManbHas annapaTHas
KOHUrypaums — BUAEOBLIXOAHASA NnaTa, KOPpeKTHble CpefcTBa KanubpoBKH
MOHWTOPOB 1 afieKBaTHbIN AVCKOBEIA Bydep ans EXR-maTepranos — B coyeTa-
HVW C AOCTYMHBIMU NPOrPaMMHbIMU MHCTPYMeHTaMK (becnnaTHas/cTaHgapTHas
Bepcus Resolve, OCIO, DisplayCAL) cBoamnT bapbep Bxofa K BOMPOCaM 3HaHW
1 NpoLeayp, a He K HenpeoaoAMMbIM KanuTanbHbIM 3aTpaTaM.

Ha nHKeHepHOM ypOoBHE Pe3ynbTaTuBHOCTb BHEAPEH s obecneynsaeTcs
Yepes TpY B3aMMOCBSA3aHHbIX B0KA NPaKTUYECKMX pelleHnii. Bo-nepsbix, 370
npeanvcsiBatoLlas NpoeKTHas KoHGUrypaums, BrkaodatoLas Gukcaumnio eam-
Hol Bepcum ACES B pamKkax npoekTa, Bbibop pabouero npoctpaHcTea ACEScct,
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a Tarke ncnons3oBaHue pexmmo No Input u No Output Transform B Tex cny-
yasx, korga nofobHas cTpaTerus onpaefaHa 1 NpefoTBpallaeT npexaespe-
MEHHbIe NCKaXeHVs. Bo-BTOPbIX, ynpaBnsemas npaKTuKa reHepaumnm geinmns3os
M NPOKCK C NpUMeHeHneM KoppeKTHbix ODT, 4To obecneynBaeT HageXHbIi
othnanH-MoHTax 6e3 yTpaTsl BU3yanbHOW AOCTOBEPHOCTU. B-TpeTbuX, CTPOrii
OCIO-opueHTVpOoBaHHbIM 0bMeH acceTamu npu paboTe ¢ VFX 1 3D-peHaepamu,
rapaHTUPYIOLLMIA COMNAcoOBaHHOCTL LIBETOBOM MHMOPMaLWK 1 HEeNPepbIBHOCTb
CLEHO-0PUEHTMPOBAHHOIO NoAxoaa. IHTerpauus aTvx Tpex 610KOB MUHMMI3K-
pyeT pucK noTepb v apTedakToB Npy nepefade AaHHbIX MeXAy MPUNOKEHNSIMN,
COXpaHss Npy 3TOM JOCTaTOYHYHO CTeNeHb TBOPYECKOM MMOKOCTY Ha NMpoTsKe-
HVIW BCErO LMKNa — OT MOHTaxa A0 dUHanbHOro peHaepa 1 apxMBHOro MacTepa.

OpnHaKko NpakT1MyecKas yCTOMYMBOCTb NannnaiHa B ManobloMKeTHbIX CTY-
AVSX HanpsMyto onpefenseTcs Yyenoseyecknm aktopom. OTCYTCTBME B Manbix
CTYANAX CNELMan3MPOBaHHbIX NannnaiH-NHXeHepoB 0ObEKTUBHO BbIABMIaeT
HEeobX0AMMOCTb KOMMEHCATOPHbIX MEXaHW3MOB, KOTOpbIe bepyT Ha cebst dyHK-
LMo crcTeMaTr3aummn U AUCUMNANHYPOBaHWS NPOV3BOACTBEHHOO NpoLiecca.
B nosHOM Bue K TaKUM MeXaHm3MaM OTHOCATCS PaclUMPEHHble NaKkeTbl LOKyMeH-
Taumu, AeTann3npoBaHHbIE YEK-NNCTbI, YHUDULMPOBAHHbIE MPOTOKOMbI UMEHO-
BaHWS W KECTKINIA KOHTPOb MeTafaHHbIxX, (hOPMYUPYIOLLMe CBOErO pofa «KapKac»
OpraHn3aLuMoHHON NaMaTN. B ycnoBmsax peanbHO OrpaHy4YeHHbIX PeCcypcoB 3Ta
KOHMUIypaums MOXeT peann30BbIBaTbCA NMO3TANHO U B 00NErYeHHbIX BEPCUsX
(MVHVIManbHble YeK-NUCTbl Ha KPUTUYECKMX Nepexoaax, YKOPOYEHHbIe HCTPYK-
LK, 6a3oBble WabaoHbl UIMEHOBaHWS), HO MPUHUMMNANBHO BAXKHO, YTOObLI Aaxe
Takas «obnervyeHHas» Bepcus NpycyTCTBOBaNa B IBHOM, 3a[J0KYMEHTVPOBAHHOM
BMAe. He MeHee KpUTUYHa BbICTPOEHHash KOMMYHMKaLMS MeXAy BCeMU y4acT-
HUKaMy MPOU3BOACTBEHHOM LIEMOYKN: PEMCCEPOM, KONOPUCTOM, VEX-Xyaox-
HVIKOM, MOHTaXepoM, — rfe Kaxzaas ponb obsizaHa paboTaTs B COrNacoBaHHOM
MHMOPMaLMOHHOM none.

Cnepys 3ToW noruvke, oTkas oT LUT-pelueHmnin Tvna «4epHbiin SLLyK» CTaHo-
BMTCS OCO3HAHHOM CTpaTernel B Nonb3y bonee KOHTPOAMPYEMBbIX U BOCMPON3BO-
AMMbIX MHCTPYMEHTOB — PowerGrades 1 LMT opraH1MyHO OTHOCATCS K Napaaurme,
OCHOBaHHOM Ha clieHe. [loyqaeTcs, 4To Kak TexHUYeckre coou (HenpaBubHble
HacTpolikn OCIO, HenpaBunsHoe NnpuMeHeHKne LUT, apTedaKxTbl npu 0b6paboTke
HaCbILLEHHbIX LIBETOB), TaK U OpraHm3alyoHHble NPOCHETbI (OTCYTCTBME KOMMYHY-
Kauuu, HenposepeHHsle IDT) MOryT BbITb KOMMEHCHPOBaHbl OTHOCKUTENBHO NPO-
CTbIMU MHXEHEPHbIMU MpoLeaypamu. IMo3ToMy Nowarosad MOAeb BHeAPEHWS
OKa3bIBAETCS MPAKTMYECKM yA0OHO: OHa NO3BOSET IOKANN30BATL M YCTPaHATb
OWMBKM Ha OrPaHMYEHHbIX y4acTKax npoLecca U TeM CaMblM CHVKaTb PUCKHM
6e3 pagnKanbHbix COOEB BO BCEM NPOVI3BOACTBEHHOM LiMKe. Takum 06pasoM,
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npegnaraemas nowarosas MOfieNb BHeApeHUs (MUNOTHbINA MPOEKT, MHTerpaums
BUW3yanbHbIx 3hMEKTOB, NOAHOE BHeApeHVe) NpeacTaBnseT cobo NPpaKTNUYHbIN
CNocob MUHVMY3MPOBATH OMepaLMOHHbIE PUCKM 1 OIHOBPEMEHHO HapaLMBaTh
koMmneTteHummn. CnegosatensHo, ACES ans HE3aBMCUMMOTO 1 ManoboaXeTHOro
KMHOMPOW3BOACTBA CTAHET peann3yemMbiM MHXEHEPHbBIM pelleHemM, obecneyn-
BalOLMM BECbMa M3MepKMMble CTpaTermyeckme NnpenmyLlecTsa B OArOCPOYHOM
LEHHOCTU MefiMaKoHTEHTa, NOBTOPSEMOCTM TBOPYECKHMX PELIEHNI U COBMECTU-
MOCTY C COBPEMEHHbIMM DOopMaTaMm JOCTaBKM U apxmBaLn.
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