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3KPAH NMOJINTUKN KAK 3PE/TULLE.
HAPPATMBbI YIPOLLEHHbIX 3MOLUN*

AHHOTaUUA. «IKpPaH MONUTUKMY, TO eCTb NPe3eHTaLUA NONUTUYECKOM XKK13-
HW Ha MefMIHbIX 3KpaHaX, BO BCe bosbluelt cTeneHn TpaHchopmupyeTcs K
bopmaTy 3penuia 1 passaedeHns. [laHHas cTaTba COAEPKMT NOMbITKY pac-
CMOTPEHMA NPAKTMK TaKoM NpeseHTauuu. B paccMOTpeHMM caenaHsl Tpu
aKueHTa. MepBblit aKLEHT CBA3aH C PAaCCMOTPEHNEM MPEUMYLLECTBEHHO CO-
BPEMEHHOIO POCCMICKOrO OMbITa NPEACTaBNEHUA MONUTUYECKOW KMU3HU B
9KPaHHOW MeZMINHOMN KynbType. ITOT ONbIT MHTEHCMBHO TpaHchopMupyeTes,
NMO3TOMY €0 OCMbIC/IEHUE BAKHO HE TOJIbKO B aKTYaslbHOM KOHTEKCTE, HO U
N9 NOCNeAyOWMX CUCTEMATM3ALMI. BTOPOI aKLEHT caenaH Ha CTUANCTU-
Ke MO3ULMOHWPOBAHUA U MPOABUNKEHUA IMYHOCTHLIX BPEHA0B COBPEMEH-
HbIX POCCUMMICKUX MONUTUKOB B MEeOUMHOM MPOCTPaHCTBE. TPETUit aKUeHT
06yCcNnoBNEH 3MOLMOHANBLHOW COCTABAAOLWEN NPe3eHTaLMn COBPEMEHHOM
NONUTUYECKOM KU3HM B POCCUIMCKOWM 3KPAHHOM KynbType. MMEeHHO amoum-
OHa/NbHbI KOHTEKCT NPesonpeaensieT OLEHOYHbIE OTHOLIEHNA B CMbIC/I00-
6pasoBaHuK. Mpy 3STOM NPEUMYLLECTBEHHO TPAHCIMPYETCA HETEPTNIMMOCTb U
arpeccus No OTHOLUEHMIO K MOSIMTUYECKMM OMMOHEHTAM, N TaKKe UX Bbl-
CMeunBaHMI0. TEHAEHLMSA K YNPOLLEHNIO SMOLLMOHA/bHBIX HAPPATMBOB B eLle
6osbLuel cTeNeHN peayumpyeT NOAUTUYECKOE y4acTUe B MacCMBHOE NoTpe-

* Pa6oTa BbiNosHeHa B pamKax npoekTa «MexaHW3mMbl CMbIC1006pa30BaHMA U TEKCTyanu3aLmm
B COLMANbHbIX HAPPATUBHBIX U NepdOPMaTUBHBIX AMCKYPCAX U NPAKTUKAX», rpaHT Poccuiickoro
Hay4Horo ¢poHaa Ne 18-18-00442.
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61eHMe roTOBOrO 3pesinLa, [aBas HOBble BO3MOXHOCTM «MOJWUTUKE 3Kpa-
Ha», MaCCOBOTO MOAUTUYECKOTO MAaHWUMNYIMPOBAHUA — C OLHOM CTOPOHbI. A €
Zpyroit — npegnonaraeT LONOAHUTENbHbIE YCUAUA, MOUCK GOPM peanbHOro
MONMTUYECKOrO Yy4acTumA.

KntoueBble cnosa: 3penuiue, MHGOTeMHMEHT, NabANLMUTHBII KanuTa, Nou-
TWKA, TENEHOBOCTU, IKPaH MONUTUKM.

GRIGORY V. TULCHINSKY

National Research University Higher School of Economics,
St.Petersburg, Russia

ORCID: 0000-0002-5820-7333

e-mail: gtul@mail.ru

THE SCREEN OF POLITICS
AS A SPECTATOR SPORT.
NARRATIVES OF SIMPLIFIED EMOTIONS *

Abstract. “The Screen of Politics,” i.e. the presentation of political life on the
media screens is being increasingly transformed to a continuously greater
degree into the format of a spectacle and entertainment. Three accentuations
are made in study of this issue. The first accentuation is connected with
predominantly examining the Russian experience of presentation of political
life on the screen media culture. This experience is intensively transformed,
therefore its comprehension is important not only in the actual context, but
also for subsequent systematization. The second emphasis is made on the
style of positioning and promotion of the personal brands of contemporary
Russian politicians in the media space. The third focus is stipulated by the
emotional component of the presentation of contemporary political life in
the Russian screen culture. That emotional context, in particular, is what
determines the estimative relationships of meaning-making. At the same
time, emphasis is placed on transmission of intolerance and aggression

* The work is carried out as part of the project “Mechanisms of Meaning-Making and
Textualization in Social Narrative and Performative Discourses and Practice,” grant of the
Russian Scholarly Fund No. 18-18-00442.
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towards political opponents, or also their derision. On the one hand, the
tendency towards the simplification of emotional narratives reduces political
participation to an even greater degree to passive consumption of a ready-
made spectacle, presenting new opportunities to “screen politics,” mass
political manipulation. On the other hand, it involves extra efforts and a
search for forms of real political participation.

Keywords: infotainment, show, politics, politics screen, publicity capital, TV
news.

Tema «3KpaH M NOAUTUKa» — 4Ype3BblYaliHO coaeprKaTesnbHa AnA
aHaNM3a NPAMON M 06PATHOM CBA3M COLMANbHBIX KOMMYHUKALMI, CBA-
3aHHbIX C MOJNTUYECKOW KOMMYHMKaumehn. MHOro BHUMaHUA yaens-
eTCA «NONUTUKE IKPAHA» — WCMOAb30BAHMIO SKPAHHOW KyNbTypbl KaK
KMSATKOW CUAbI» B NONUTUYECKMX LeNsax: B nNponaraHae, nHbopmawm-
OHHbIX BOMHAX, KOHCTPYMPOBAHMM UCTOPUYECKON NamATH, bopmuMpoBa-
HUW NOBECTKM AHA M T.A4. DTON TeMe NOCBALLEHO BE/IMKOE MHOMKECTBO
NccnefoBaHUN NO CUMBOJIMYECKOW NMONUTUKE, TEKYLLEN NYOAULUCTUKE,
He roBopsA y)Xe 0 MaTepuanax B COLMANbHbIX CETAX.

Mocne ocosHaHMA ponM Meama B NoAUTUYEcKol 6opbbe, rnas-
HbIM MMMYAbCOM, K 4Yemy cTanu nybnuuHble Tenepebatbl ceHaTopa
[.-®. KeHHean v peictBoBaBsLlero Buue-npesngeHta P. HukcoHa Bo
Bpems npesuaeHTCKon nsbupatenbHon KamnaHum 1960 roga, 3a py-
6eXXoM CnoXuaacb TpaauMuMAa aHanusa poan nybaMyHOCTM B Mpo-
OBUXKEHUU NETUTUMHOCTM [AENCTBYHOLMX MOAUTUMKOB. KntouesBbiMM B
3TOM nnaHe ctanu uccnegosanus . MeiHa [1] n A. MNpaiica [2], npo-
OO/KEeHHble no3ke Ha npumepe Konrpecca CLUA . /iunuHckm [3].
CneunanbHoOe BHUMAHME PONU MeAUMHON Ny6anMyHOCTM ANna sddek-
TUBHOCTU M36MpPaTEIbHbIX TEXHONOTUI ObIIO yAENEeHO B cepun paboT
. KosHa c konneramu [4; 5]. OTAeNbHOrO YyNOMWHAHMA B 3TOM 0030-
pe 3acnyxuBaeT 0606LLeHME TaKOro ONbiTa B paboTe M3BECTHOrO ame-
puKaHcKoro KypHanaucta C. UcceHbepra [6]. MoKkasaTenbHO BHUMaHWe
ponn meama B pa3paboTke M peanusaumm CTpaTernii NOJANTUHECKOrO
MapKeTUHra, yAe/NeHHOe He TO/IbKO CMCTEMATM3aTOPOM 3TOM HOBOM
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ancumnaniel 6. HetomeHom [7], HO M Knaccukom mapKeTuHra @. Kotne-
pom [8]. PasymeeTtca, He oboliaeHa BHUMaHWEM PO/b Meauna B Ucce-
OO0BAHUAX MOIMTUYECKON KOMMYHUKauum B uenom [9; 10; 11; 12; 13].
1990-e rogbl yWAN HA MAacCMPOBAHHbIE UCCIeA0BaHNA METOA0B
TaKNX aHaNUTUK. B HacToALLee Bpema OCHOBHOE BHUMaHUE yaensercs
aHaNU3y U OCMbIC/IEHUIO KOHKPETHOrO OnbiTa. MOMMMO OTMEYEHHOM
pabotbl . /IunuHcku [3], B 3TOM CBA3WM NPeACTaBAATCA Ba*KHbIMM
aHanusbl M. PonnnHca n A. O’'KoHHopa [14], O. Axra [15], A. MapneH-
AOa [16] ponu TeneBnaeHus B nonutmyeckmx peanmnsax CLUA n KaHagpl.
B psge pabot . bhamnepa u . Kasanru [17], . BpaitHTa 1 B. 3un-
meHa [18], T. YuncoHa [19], nssectHoro ncuxonora P. XonbepTta [20]
NpPeAnpPUHATbLI NOMbITKM CUCTEMATU3ALMM TEM, BbI3bIBAOLLMX OCOObIN
WMHTEpEeC N NOAUTUYECKUIN 3P PeKT. MPUMEHNTENBHO K SKPAHHOW Ky/b-
Type 3TOT HaKOMAEHHbIM ONbIT Kak peanbHOM NPaKTUKK, TaK U ee oc-
MbIC/IEHMA, MOKA3bIBAET, YTO NPEACTaBAEHHOCTb B SKPAHHOM KynbType
C e KOMMIEKCOM BU3YyasbHbIX, 3BYKOBbIX M TEKCTOBbIX BO3MOXKHOCTEM
— rnaBHoe cpeacTBo GopMMUPOBaAHMA U HAKOMAEHUs NabAULUTHOIO
KanuTana, T.e. CTEMeHM W3BECTHOCTM M Yy3HABAaeMOCTU MOJINTUKOB,
NapTUi, NONUTUYECKUX aKLMIA, MPOEKTOB U nporpamm. MpucyTcTemne
B HOBOCTAX, OOCYKAEHMAX, ANCKYCCUAX, MONeMMKax popmuMpyeT no-
JNIUTUYECKUI UMUK, PenyTauunto, BO3SMOXKHOCTU UX MHTErpaLmm B no-
NUTUYecKkom b6peHamHre. OTyY4eHne UAK OTKa3 OT 3KpaHa MapruHa-
JIM3MPYIOT, OTOPACHIBAIOT HA Nepudepuro NOAUTUYECKON KUSHW.
Camo no cebe nNabamcnTn (M3BECTHOCTb U Y3HABAaEMOCTb) — dak-
TOP A0CTaTOYHO HENTPaNbHbINA, MOTOMY YTO MOKET ObiTb CBA3AH KaK C
NMO3UTUBHbLIMM, TaK U C HEraTUBHbIMMK obcToATenbcTBamu [21-22]. Ma-
6/ IMCUTN CTAaHOBUTCA NABAUUMUTHBIM KanuTaNoM, KOraa NoAUTUYECKU-
MW OMMOHEHTAMM ABAAIOTCA JIMYHOCTU, MaslOM3BECTHbIE AYAUTOPUM.
MN3bupaTtenb NpeanounTaeT yesioBeKa, KOTopbli, Kak MUHUMYM, UMeeT
KaKON-TO MeaniHbIiN 06pa3. PasymeeTcs, eCTb MOAUTUKM, CKAOHHbIE K
TeHeBOMY 106613My, nsberatolLme 3acBeYMBaHMA Ha dKpaHax, a TO U
BOODOLLE — y3HAaBaHMA LIMPOKOMN 06LLECTBEHHOCTLIO. M 3TO MOTyT 6bITb
[OBOJIbHO YCMELWHbIe NOSUTUKU-AONTOXKUTENN BO MHOIMMX COCTaBax

THE ART AND SCIENCE OF TELEVISION 13



npeacTaBUTeNbHbIX opraHoB. OgHako 3¢ deKTUBHOCTb 3aKOHOoAaTeNen
3a pybexom yke B focyaapctBeHHon [yme denepanbHoro cobpaHus
P® oueHMBaIOT (M BbICTPaNBaOT COOTBETCTBYHOLLME PENTUHTU) HE TONb-
KO MO 3aKOHOAATe/IbHOM aKTUBHOCTM, HO U MO MX NPeACTaBeHHOCTU B
ny61MYHOM NPOCTPAHCTBE, NPEXKAE BCero — meguitHom [23].

B 370l cBA3M 0CcOB0E BHUMAHME 3aCNyKMBAET PacCMOTPEHME Cob-
CTBEHHO «3KpaHa MOJAUTUKM» — Mpe3eHTaUuumM Camoi MOJIMTUYECKOWN
KM3HW Ha Tene- U KMHO3KpaHax, BUAEO, MOKasaHHbIX B MHTepHeTe,
coumanbHbIx ceTax. B gaHHOM paboTe NonbITKa TAaKOro PacCMOTPEHUs
npeanpuHATa C TPEMSA aKLEeHTyauuamu. Bo-nepsbix, B LLEHTpe paccmo-
TPEHUS — COBPEMEHHbIN POCCUMCKUIN OMbIT NPeACTaBAeHUA NOANUTU-
YECKOW KM3HWU B 3KPAHHON MEANNHOW KynbType. ITOT OMbIT MHTEHCUB-
HO TpaHCchOpPMMpPYETCA, MOITOMY Ero OCMbICIEHWE BaXKHO HE TO/IbKO
B aKTya/IbHOM KOHTEKCTE, HO M /1A MOCAeAyoWnX cucTemaTusagmnii.
B peanusaumm Takoi MOMbITKWU, BO-BTOPbIX, BaXKHO 0bOpaTUTb BHUMa-
HWE HA CTUAUCTUKY MO3ULMOHMPOBAHMA NMPOABUMKEHNSA NEPCOHONOIM-
YecKux bpeHaoB POCCUMCKMX MONUTUKOB B MEAUAHOM MPOCTPAHCTBE.
B-TpeTbux, aKLUEHTUPYETCA BHUMAHWE HA 3MOLMOHA/bHOM COCTaBASAIO-
Len npeseHTauum COBPEMEHHOM MOJIMTUYECKOM KU3HU B POCCUNCKOM
9KpaHHOM KynbType. MMEHHO 3MOLMOHabHbIN KOHTEKCT npeaonpese-
NISIET OLLeHOYHbIE OTHOLEHUA B CMbICN1006pa30BaHUM.

B coBpemeHHOM MHbOPMALMOHHOM 0bLLecTBe MOAUTUKA, BU3-
HEC, LLIOY M OTYACTM PESIUTUNS KaK UCTOPUYECKME NCTOYHUKK PR, TO ecTb
TEXHONOMMM NYB6ANYHOM COLMANBbHON KOMMYHMKaLMU, GaKTUYECKU
WMHTErpupoBaHbl B 04HY KOMMYHUKATUBHYIO NaaTdopmy obecneyeHus
nabancuTu, HPOPMaLMOHHOTO NO3ULMOHUPOBAHMA U MPOABUNKEHMUA
crneunanbHbiX cobbiTnit [24]. MOAUTUYECKM aKLUUKU Mano OTINYUMBI
OT LWOY, MOJIUTUKM CTanu HbIOCMEMKEepamM HapaBHE C apTUCTaMM,
cnoptcMeHamu. HeKoTopble NOSIMTUKM OTKPOBEHHO MOJb3YOTCA CTU-
JINCTUKOM WOy He TOJIbKO BO Bpems u3bupaTenbHbIX KamnaHuii, HO
W B TEKYLLEW NONUTUYECKON KU3HWU. TOMY NpUMepamMmn — ycneluHas
OoTeyecTBEHHaA NpaKTMKa Bnagnmupa *KupuHosckoro n Butanma Mu-
JIoHOBa.
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Bonee TOro, HaAMuYMe NABGANLMUTHOIO KaNUTaNA OTKPbLINIO JOPOrY B
NOJIUTUKY M3BECTHLIM apPTMUCTaM, COPTCMEeHaMm, Teneseaywmnm. Mpu-
MepOoB TOMY BE/IMKOE MHOXecTBO: PoHanba PeliraH, ApHonbg, LLBap-
ueHerrep, Bayecnas Mapblues, MoH MHapp, Muxann EBAOKMMOB,
HuKkonai Banyes, CBeTnaHa XopkuHa, EneHa [paneKo... cTpasHbIX
APTUCTOB, LIOYMEHOB, YEMMMOHOB MPUIALLIAIOT B NAPTUIAHbIE CMIUCKM
B KayecTBe «MapoOBO30B», BTACKMBAOLLMX NPeACcTaBuUTeNne NAapTUK B
opraHbl Bnactu. Mpm aTom 3apaHee U3BECTHO, YTO Yallle BCero OHu no-
CNle NPOXOXKAEeHUA napTuen nsbupatenoHoro bapbepa pabotatb Ae-
nytatamu He byayT, Aa U He cobupanuce.

B pesynbTaTe cama NoAMUTUKA BO Bce Bosbluel cTeneHn Npeacrta-
eT 3pesnLem, ecin He pasBiedyeHneM — rPOMUTbL Bpara, CUAA nepej,
TeseaKpaHOM UM MOHUTOPOM MEePCOHAIbHOro KoMmnbtoTepa. ManeHb-
Kaa nobenoHOCHAA BOMHA Ha 3KpaHe TB — [aBHO BOLW/A B MPAKTUKY
MONNTUYECKOrO MaHUNYIMPOBAHMA, OTBNEYEHMA BHUMAHUA obLLecTBa
OT OCTpPbIX MONUTMYECKMX Npobaem. MMeHHO ¢ peHOMEHOM 3KPaHHOIO
BOCMPUATUA NONUTUKM HEKOTOPbIE MCCNef0BaTeIN CBA3bIBAIOT NPOBas
nepecTporikuK, nocnefoBaswmx pedopm, KoTopble 6ObLIMHCTBO rPaX-
[AaH «Npocuaeno nepes sKkpaHaMmmn», BOCNPUHAB LEMOKPATUIO KaK 3pe-
JIMLLLE M OTYACTU — pas3BaeYeHMe, KaKk «Mbliogpamy», yepeays «Pabbi-
Hto U3aypy» u TpaHcnayuio Cvesaa CoseTos [25, c. 7-9].

C KoHua 1990-x rogoB TeHAEHUMA NPEACTABNEHNA NOJINUTUKN KaK
3penuiLa Ha TefieBMAeHMN BCe HapacTana u HapacTana. Yxe C. [lopeH-
Ko, E. Kucenes, /1. Nap¢deHoB He CKpbIBaAM, YTO OHU He CTO/IbKO aHa-
JNIM3MPYIOT NONUTUYECKYIO PeasibHOCTb, CKO/IbKO MCMONb3YIOT ee KaK
pa3BneyeHne, 3a KOTOPbIM CTOUT GOPMMPOBAHME HOBOWM PeanbHOCTH.
DaKTUYECKM peyb LWia O NPUXo4e Ha OTeYeCTBEHHOe TeneBuAeHue
NPaKTUK coyeTaHua MHPopMaLMM U passBaedveHus (MHPoTeMHMEHTa,
infotainment), TenenepdopmaHcos, pelikoB M TOro, YTO NOAYHYU/IO B
nocneaHee Bpems Ha3BaHMe «NOCTNPABAbI».

Y710 KacaeTca ¢penKkos, COOTBETCTBYHOLLMX NPE3EHTALUN NOAUTU-
YeCKOW ¥XMU3HM, TO 3Ta TeMa 3aC/yKMBAET OTAE/NbHOIO PAaCCMOTPEHMA.
BaHO TONbKO MOAYEPKHYTb, UTO KUCKaXKEHUE», «AO0MbIC/IMBAHNEY
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TpaHCAnpyeMon MHGOPMaLMK B TON UAN MHOWM CTEMNEHU CBOMCTBEHHO
COLMANbHON KOMMYHUKALLMKN KaK TaKOBOW, TPAHC/MPYIOLWEN MHEHNA
N TOYKWM 3PEHMUA COLMANbHbIX FPYNN U OTAENbHbIX IMYHOCTEN. [pyroe
[0eN0, YTO COBPEMEHHble TEXHO/IOTUM OTKPbIIM LWMPOYalLlune BO3-
MOKHOCTW TaKOM TPAHCAALMMN, A TaKKe CO3HATE/IbHbIX MPAKTUK MaHU-
Ny IMPOBaHMA C MOMOLLbIO HENPOBEPEHHbIX GPaKTOB, LOMbIC/IOB U T.1.,
B TOM YMCe C UCMOIb30BAHNEM TEXHONOTNI OT BOTOB 0 UCKYCCTBEH-
HOTO MHTe/IeKTa. BaXXHO OTMETUTb, UTO HEeMnKM Yalle BCero UCrnob3ay-
OTCA B LLeNAX HarHeTaHWA afiapMa, a TO U XOppopm3aLmmn ayautopum,
4TO, B CBOIO OYepesb, CTAaBMT BaxHewnLWwyto npobaemy pacno3HaBaHmA
Takon nHbopmaumm u ee punstpaumn. Ho B gaHHoi paboTe, NoBTo-
PIOCb, 3Ta TEMATMKa He pacCMaTpuBaeTCA.

NHOOTEMHMENT MOXKET paccmMaTpMBaTbCA KaK pPa3HOBUAHOCTb
¢delikoBOW NoAaun TONbKO YC/0BHO. Peub MaeT He CTO/IbKO O NpaBau-
BOCTW WM NOXKHOCTU KOHTEHTA, CKONbKO O dopmaTe, UCNONb30BaHMe
KOTOPOr0O Ha4aNoCb CO CHUMMEHUA A0AN MHGOPMALUKN O NOSUTUKE B
HOBOCTAX 33 cyeT 6osiee WMPOKOTO OCBELLEHUA HOBOCTEN KYNbTypbl,
CNopTa, a TaKXKe NnepeHoca BHUMAHUA ayauMToOpUK C COBbITUIA Ha OT-
OenbHble JIMYHOCTU, MOABNEHUA KYPHANUCTOB B Kaape HapaBHe C
yyacTHUKamu cobbiTnin. ObycnoBaeHOo 3To HbINO NafeHMemM MHTepeca
ayaAnTopumM K HoBocTAM B 1980-e rogbl U HEOBXOAMMOCTLIO NOAHATUA
WX perTUHra. Bckope HOBOCTM CTa/IM MOHTMPOBATLCA C PparmeHTaMm
NonNyAAPHbIX KNHOPUABMOB M AaXKe C aHUMaLUmel. NMprumepom marko-
rO UHTENINFEHTCKOrO MHGOTEMHMEHTA MOTYT CAYKUTb NapdeHOBCKNe
«HamenHn» B ctunmctmnke «doppect famnay.

MocTeneHHO MpakTMKa MHPOTEMHMEHTA PAcMpPOCTPaHUAach Ha
Nnpe3eHTaumMIo NONNTUYECKOM KU3HW HE TOSIbKO B HOBOCTAX, HO U B
NMONNTUYECKOW aHANUTUKE, TOK-LIOY MOAUTUYECKOW TeMaTuku. lMpe-
3eHTaums NOJIMTUYECKOM KM3HU BCce Bo/blle npeBpaLlanach B Tese-
nepdopmaHchbl.

HauunHasa ¢ 2014 roga, TeneHOBOCTM CyL,ECTBEHHO MOTECHWUAN
haxke cobcTBEHHO pasBrievyeHus. Yke B ceHTAbpe ce3oHa 2014-2015
rofia CywecTBEHHO ynanan PernTUHIU, TaKUX KaHaNoB KaK «KynbTypa»
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(Ha 25%), CTC (Ha 14%), «MNepeuy» (Ha 17%), HTB (Ha 11%). U npu aTom
3aMeTHO BbIPOC PENTUHT KaHanoB «Poccua-24» (cyry6o HOBOCTHOM
TenekaHan, poct Ha 175%), «3se3ga» (TenekaHan MuHob60poHbI PO,
pocT Ha 8%). Ocobo BneyaTanam TenekaHan «LifeNews», 3a rog nocne
3anycKa BblWeALWwmnin Ha BTOPOE MECTO MO CPeaHECYTOYHOMY BPEMEHM
NPOCMOTPOB Cpean HOBOCTHbIX KaHanoBs. o noacyetam TNS, 3pute-
N B cpegHemM cMmoTpenmn KaHanbl «Poccua-24» — 50,4 MUH. B 4€EHDb,
«LifeNews» — 31 muH., «doxxab» — 21 MUH., a KaHan PBK — meHee
20 MUH.

Mo MHeHUIO pPyKOBOAUTENEN 3TUX KaHA/I0OB M HEKOTOPbIX 3KC-
nepToB [26], TaKas AMHAMMKA 0ObACHANACL TEM, YTO «/1tOAM HE XOTAT
pa3BaeKaTbCA, OHU XOTAT OPUEHTUPOBATLCA B TOM, YTO MPOUCXOANT
B Mupe». KOHEeYHO Ke, cama MO/IMTMYECKaA MOBECTKa BHeECNA Cylue-
CTBEHHble KOPPEKTUBbI. HO NMpu 3TOM Ba*KHEWNLUY po/b UrpaeT no-
[,34a HOBOCTHOTO KOHTEHTa. Bo-nepBbIX, B CaMnX HOBOCTAX MOJINTUKA
NPaKTUYECKKN BbITECHMIA Apyrne cdepbl KM3HU, a, BO-BTOPbIX, AarKe
HOBOCTWM 3KOHOMMKU, KYAbTYpbl, HayKK, cnopTa ObliM NOAUTU3IUPO-
BaHbl A0 npeaena. HakoHel, B-TPeTbMX, HOBOCTHOM KOHTEHT COMpO-
BOXAANCA U JONOAHANCA 0OCYXKAEHUEM COObITUA B CTpaHe U mupe
Ha 06LLEeCTBEHHO-NONUTUYECKUX Woy Tuna «lMoeguHKa» U «Beyepa»
B. Conosbesa.

Mpuuem camm Takue oBCYKOEHMA, @ CO BPEeMEHEM U UX Nodaya
NPOUCXOAAT HA BbICOKOM 3MOLIMOHANBHOM rpagayce. I LOMUHMpPYIOT
amoumu arpeccuun. [laxke npoctomy HabnrogaTtento, Kakoe-To Bpems
He CMOTpeBLUEMY OTeyecTBeHHoe TB maun Bo3spallatoemycs m3-3a
pybexa, bpocaeTca B rnasa M ylWK NOBbIWEHHAsA TOHA/NbHOCTb «06-
CYXKAEHWUIM»: AEMOHCTPATMBHBINA KPUK M arpeccuBHocTb. K. fopaeesa
Ha3Basia TaKyH CTUJIMCTUKY KA3bIKOM HeHaBucTm» [27].

Mo3aHeCcoBETCKME NOINTUYECKUE TEIEHOBOCTU M OCOHBEHHO aHa-
NINTUKa BEAUCb — MNpPU BCEN MAE0N0MMYECKON CTPOrOCTU — BHELLHEe
CMOKOWHO, 6e3 HaapbiBa. Ewle B KoHUe 1980-x — Havasne 1990-x Ha TB
roBOPW/IN CMOKOMHO, AaKe apryMeHTMPOBaHHO. [1oCTaTOYHO BCMOM-
HUTb «B3rnag», «llocne nonyHoun», «latoe Koneco». A Tenepb Ha

THE ART AND SCIENCE OF TELEVISION 17



TB npurnallaoT YY4aCTHUKOB M «3KCMEPTOB» MO KPUTEPUIO UX «OpY-
YecTUy, HeOCTaTOK KOTOPOM MOXKET «npoBadnTb Becb xann» [27].
He cnyyaliHo B npamom adupe, B TOM YNCIE — B «aHATUTUYECKUX»
TOK-LLIOY BCe Yallle KPpUK U OCKOpbeHUA nepexoaaT B NPAMOe Hacu-
/ive, UHOTAA AaXKe B MacCOBYHO MOTAcoOBKY. MoAUTMKA npeacTaBaseTca
B CTUAUCTUKE «[JomMa-2», a TO AieN0 3aXo4uT 1 elle Aanblue.

3penuuHocTb He obxoantcsa 6e3 cmexa u Becesibs. Cmex — npo-
ABNEHNE NO3UTUBHOMN IMOLMK, CBA3AHHOM C TOPKECTBOM XKeIaemMoro
[OONIKHOIO Hag, HECOCTOATE/IbHbIM OTK/IOHEHWEM OT 3TOFO KENAEMOTro
OO/IKHOTO.

MoKeT NPaKTUKOBATLCA CO3HATENIbHO EPHUYECKas Nogaya noau-
TUKK. Tak, Beaywmii MiBaH YpraHT, CYUTAIOLLMIACA CAMbIM OCTPOYMHbIM
POCCUMCKUM TeneBeayLWwMM, O4YepesHON BbIMYCK CBOEW OAHOUMEH-
HOW Nporpammbl «BeuepHuit YpraHT» Hayan ¢ HoBOCTM 06 apecTe Mu-
HUcTpa A. Yntokaesa: «CerogHa mbl HAYUMHaem nepegavy AOCTaTOYHO
HeobblYHO U HEeOoXMAaHHO. [Jeno B TOM, YTO roCTeM Hallel nepepna-
YW cerogHs Ao/KeH 6bln H6bITb MUHUCTP SKOHOMUYECKOTO Pa3BUTUA
Anekcelt Yniokaes. (Cmex B 3ane.) Ho no He3aBUCALWMM OT Hac Npwu-
YMHaM (XOXOT B 3a/1e), K COXKa/NIeHUI0, CbeMKa CErogHs OTMEHAETCA».
N noacHun passecenuslerica nybnavke: «Joporne apysbs, He Bpems
ceiyac ynrNoKaTb (MHOTO3HAUUTENbHAA Nay3a, UCTEPUKA B CTYAMUM).
[NaBHY0 HOBOCTb CErOAHSALIHEro AHA Bbl 3HaeTe. CerogHsa HOYbIO MO
NOAO3PEHMIO BO B3ATKE 3a4€P*KaM MUHUCTPA SKOHOMMYECKOTO pas-
BuTUA. (ToHKas ynblibKa.) Bce Bnepsble: 3aepaH MUHUCTP, BNepBble
B3ATKA (HenpeKpaLLatowmnincs XoxoT ny6amnku)» [28].

[na BbICMEMBAHUA OMMOHEHTOB MCMO/b3YIOTCA HE MPOCTO Mo-
CTAHOBOYHbIE MPUEMbI, a NPUINALLEHNA B CTYAMIO NepcoHaxel (aKo-
6bl npeacTasuTeneit nmbepanbHon oblecTBeHHOCTH, cTpaH HATO u
T.N.), KOTOPbIM CNELMANbHO OMNa4YMBaeTCA POsb NeyvanbHbix Mbepo,
HaZ, KOTOPbIMM MO MOJIHOM (BNAOTb A0 M3OMEeHUs B CTyAMM) U3aeBa-
t0TCA Becenble ApNeKMHO. B 3Tom ciyyaeT pedb MAET He O ANUCKYCCUM,
He 0 NnosieMuKe U faxe He o nponaraHze. MNpocTo AemoHCTpupyeTca
HPaBCTBEHHAA, MHTENNEKTyaNbHaa M Aaxke du3MyecKkas HecocTos-
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TE/IbHOCTb OMMOHEHTOB, C KOTOPbIMM HE TO YTO CNOPUTb HE O YeM —
Ha/Z, HAMM MOKHO TO/IbKO Hab/loaaTbh cMexa paau, Kak 3a YKUMKaMu
obe3bsH B 300MapkKe. [MymaMBan «prkavyka» Hafg 3aBeaomMOo cnabbim,
NOBEPKEHHbIM — 3aHATME HEYUCTOMNOTHOE, HO B KAKOM-TO CMbIC/E,
HaBepHOeE, NoJie3HOE B MCMXOTEPANEBTUUYECKOM NAaHe — A/1A CHATUA
cTpecca U NpeoaoseHnA KOMNAEKCOB YYaCTHMKOB TaKMX «CMOPOB» U
nx 3putenen. HecnyyaiiHo 3. ®peing Buaen B cMexe NpopbiB arpec-
CMBHOrO 6ecco3HaTeNbHOro, MOAYEPKMBAA, YTO MUMMKA CMEHOLLLEroCs
He OT/IMYaeTcA OT arpeccnBHOro ockana [29].

OT1anume ot KoHua 1990-x B Tom, 4TO, ecau J1. MNapdpeHoB AeMOH-
CTPUPOBAJ UHTENIEKTYa/IbHYIO MPOHUIO C LUMPOKUM KY/TbTYPHbIM KOH-
Tekctom, a C. [lopeHKo — adopuUCTUYECKUI CapKa3M, TO HbIHELWHWUE
NONANTUYECKME LLOYMEHbI — MJIOCKYHD OAHOMEPHOCTb arpecCcMBHOrO
pecceHTUMEHTa.

CmelLHbl 1LWb HeCOCTOATE/IbHbIE, TEPMALLME KPaX HEAOCTATKU U
OTK/IOHEHUA: N1OXb, ABHO WN HEABHO pa3obsiayaemas, HaKasyemble
CKYMNoCTb, JIEHb, IYyNocTb U T.4. OTKNOHEHWUA, NOPOKU MOTYT TOpXKe-
CTBOBATb B KM3HW (Hacuave, dpawmsm, pa3BpaTt 1 T.n.). B atom cay-
Yyae to4AM He 40 cmexa, a 6osee yMeCTHbl YyBCTBA HErog0BaHMS,
omep3eHus, npoTecTa, cTpaxa. CmepTb, 60/1€3Hb, HEMOLLLb BbI3bIBAIOT
YyBCTBA YKA/IOCTU, COYYBCTBMA, OTYaAHMA, HO He cMex. BonbTepos-
cKan dopmyna «YTO CAENAN0Ch CMELLHbIM, HE MOXET BbITb ONaCHbIM»
BepHa M B 06pPAaTHOM MPOYTEHUN: KCMELLHOe — 3TO TO, YTO He omnac-
Ho». fopunna unm megBesab, BCTpeYeHHbIE HA BOJe, BbI3OBYT, CKopee,
CTpax, CMeLLHbl OHW B KNETKe 300MapKa MU/IM Ha apeHe LMPKa B CUTY-
auMm nosHom 6esonacHocTn AnAa 3putens. NoaTomy cmex — 3TO He
MPOCTO peaKLma Ha OTKJIOHEHME OT COLMANbHON HOPMbI: 3TO BCeraa
YyBCTBO MPEBOCXOACTBA, HPABCTBEHHOE YA0B/IETBOPEHME, BbI3BaH-
HOEe TOPXECTBOM HPABCTBEHHOMN, UHTENNEKTYA/IbHOM, NOANTUYECKOM
W T.[l. COUMOKYALTYPHOM No3nummn «mbi» [30].

Cmex — ToprKecTtBytowan amouma [31]. OH OAHOBPEMEHHO YT-
BEPXKOAET OAHWM LLEHHOCTM M HUCNPOBEpraeT Apyrue, OH CniavyMBaeT
CMEIOLLMXCA N OTAENAET UX OT OCMENBAEMOTO. [T03TOMY CMEX U CYKUT
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OpYAMEM COLMANbHOIO AENCTBUA, UCNOb3YETCA AA YTBEPHKAEHUA U
HUCMPOBEPKEHNA KAaKUX-TO HOPM B CaMbIX Pa3INYHbIX 0OLLECTBEHHbIX
chepax, HauMHaA OT NOUTUKNU U NOEONOTUM U KOHYAA MEXINYHOCTHbI-
MW OTHOLLEHUAMU. YAOBONBCTBUE OT CMEXA BK/HOYAET B Ce0S LLMPOKNI
CMEKTP IMOLMIA: OT 3/T0PAACTBA U NMPOCTOrO CHATUA HAaNPAXEHHOCTU, OT
MONOMKUTEIbHOTO paspeLleHmns HeonpeaeneHHoCTH 4o ryboKol, oxBa-
ThIBalOLLLEN BCe CYLLECTBO Ye/I0BEKA padocTy nobenpl.

B 3TOM CBA3N MOXHO rOBOPUTb O KayecTBe M mepe cmexa. Tak,
CMEeX BbICTYMaeT TOYHbIM UHANKATOPOM UAEHTUYHOCTU. C ogHOWM CTO-
POHbI — KaK 0603HayeHne 3Ton MAEHTUYHOCTM, He noasexallen oc-
MEAHUIO: B KaXKAOM KyNbType eCcTb TO, HaJ YeM He CMETCA, U 3TO U
€CTb CaKpa/ibHOE A4/19 HOCUTE el 3TOM KyAbTypbl. Peub NAaeT He TONbKO
06 «0CKOpHNEHUM YYBCTB BEPYIOLLMX», a 0 Bonee GyHAAMEHTANbHbIX
daKTOpax couManmsaumm U CamoCo3HaHKA.

C Apyron cTopoHbl, Yem 6onee pas3BuTa Ky/lbTypa B Hanpas/e-
HMW NPaB INYHOCTU, ee AOCTOMHCTBA, TEM MEHEE IMYM/INB CMEX, TEM
perke OH HanpaBAEH HA INYHOCTb, TEM pPEeXKe OH BoObLLe HanpaBaeH
Ha ApYyroro u Tem Yalle Ha camoro cebs, Tem perke XOXoT U Tem Yalle
BCTpeyaeTca yabloKa. O4HUM U3 AOCTUNKEHUA MUPOBOM LLMBUAM3ALUN
W KyNbTypbl ABAAETCA HA/IMYME CAEPMKAHHOCTU B cmexe. NYMaHHbIN,
LMBUAN30BaHHbIN CMeX HanpasieH Ha 06beAnHEHNE, @ He pasbeau-
HEeHWe, He Ha OCMeAHUe IMYHOCTH, @ HA06OPOT — Ha NoaYepKMBaHMe
TOro, YTO 3TOT Ye/NI0BEK BbIle HEKOTOPbIX CBOMX crabocTeit n Heno-
CTaTKOB, He CBOAMM K HMM. Pa3BUTME CMEXOBOW KynbTypbl MAET MO
ABYM BEKTOpPAM: OT Pasry/ibHOro roMeprMyeckoro XoxoTa K yabloke u
OT TOPXKeCTBa HaZ APYrMMM K CAMOCOBEPLLEHCTBOBAHMIO.

To, yemMy M Kak CMeeTcA Yesl0BEK, — €CTb CaMblil BEPHbIA KpU-
TEPUI YPOBHA €ro MHTENNEKTYa/NIbHOTO U COLMANbHOIO Pa3BUTUS,
YPOBHA €ro Ky/bTypbl, YPOBHA U XapaKTepa OCMbIC/IEHUA U MOHUMa-
HUA UM gencrteutenbHoctT. 06 sTom nucan B «lMogpoctke» ©.M. [o-
CTOEBCKMUI: KCMEXOM MHOM YeioBeK cebs COBCEM BbIAAET, U Bbl BAPYT
y3HaeTe ero NoAHOroTHYy... Becenoctb YenoBeka, 3To camasn BblAa-
IoLWAan YenoBeKa YepTa, C HoraMn U pyKamu. MIHOM xapakTep A0Aro
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He pacKycuTe, a PacCMeeTcs YeNOBEeK... U BECb XapaKTep ero BApyr
OKaXKeTcsl KaK Ha lagoHMU... Ecam 3axoTuTe paccMoTpeTb YenoBeka, To
BHUMKATE He B TO, KaK OH MOJIYMT, UJIM KaK OH FOBOPWT, UM KaK OH
NiayeT, Uan garke Kak OH BoJIHyeTcs 61aropogHeiwnmMm ngeanamu, a
Bbl CMOTPUTE €ro yylle, Koraa OH CMEeTCA... CMEX eCTb cCaMas BepHas
npoba aywmy». Cam cmex He Ao6p M He 30/1. KauecTBo ero 3aBUCUT OT
KYAbTypbl IMYHOCTK: £06pbI YenoBek cmeeTcs AobpbiMm cmexom, a
3710/ — 3/1bIM, YMHbIN CMEEeTCA NO-YMHOMY, a I/Iynblit — FAyno.

Bce ynomsaHyTble Bbille MPaKTUKM 3KPAHHOMN pasBieKaTe/lbHOM
nofayv NOAUTUKU TPAHCAMPYIOT YNPOLLEHHbIN OMbIT U YNPOLWEHHbIEe
amounu, 6e3anennaunmoHHbIA MOHOOT, HECMOCOOHOCTb K BOCMpUS-
TUIO KPUTUKK. BesoroBopoyHoe yTBepKaeHNe CO6CTBEHHOM NO3NL MK
33 CYET YHUKEHMA ONMOHEHTOB — MO0 X OCMeAHUSA, INBO NPAMOro
OCKOPBNEHMA U HACUANA B yXe «MEXaHWYECKOW aprymeHTauum», a
TO 1 argumentum ad morti [32].

N ecnn noHayany B 3TOM TeHAEHUMM BUMAENACb LeNlb — MOoKa-
3aTb HEraTUBHbIN XapaKTep MNOAUTUKKN, HEHOPMa/IbHYIO, AEBUAHTHYHO
CTUIUCTUKY NOBEAEHUS MONUTUKOB, OTBPATUTb U OTBAEUYbL 3pUTENs oT
peanbHON My6ANYHON NMOAUTUKM, TO TEMepb 3Ta HecAepKMBaemas
arpeccus U AeMOHCTPaATUBHbIN, aKLEHTUPOBAHHLIA Op MepexoanT B
0bblgeHHOEe obuweHne — A0CTaTOYHO MPUCAYLATbCA K CTUAUCTUKE
oblleHMA B TpaHCNopTe, MarasmHax, mexay 6/M3KumuK. A3biK He-
HaBUCTM CTas Ny6JMYHOM HOPMOW, Y3aKOHEH MpeacTaBAAEMbIM Ha
3KpaHax NO/IMTUYECKUM KTAaCCOM: NOSUTUKAMM, SKCNEepTamMm, KypHa-
nvctamu. Tenepb Ha 3TOM si3blKE POCCUIACKME rpaxkaaHe b6esanenns-
LUMOHHO KNerimAT, 06/1M4atoT, 063bIBAOTCA, «YKaTbIBalOT B acdanbTy,
«CNMBAIOT», «3aKPbIBAKOT» APYr ApYyra Ha yauLe, 4OMa, B COLUMAbHbIX
ceTax. Irpa B 4eMOHCTPaTMBHOE MPEeBOCXOACTBO Hag, OMNMOHEHTaMMU
o0bepHynach coLManbHO-KYNbTYPHbIM MHXUHUPUHTOM HEBPOTUYECKO-
ro COUMyma, YaeHbl KOTOPOro CNOCOBHbI He K I0BEPUI0 U MUIOCEp-
OMI0, @ K «cobayeHbio» ApYr C APYTOM.

Henb3s He NpuM3HaTb, YTO TaKasa TeHAEHLMA peayLnpyeT NoanTm-
yecKoe yyacTMe B MacCMBHOE NoTpebsieHre roToBOro 3pennlua, AaBas
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HECOMHEHHbIe BO3MOXHOCTU «MNOJIMTUKE IKPaHa», MacCoBOro Mosu-
TMYECKOro MAHWMNYAMPOBaHMA. A C Apyron — npeanonaraeT 4onon-
HUTE/IbHbIE YCUANS, NOUCK popm conpsaxkeHna pexkumos on line u off
line B peanbHOM NOJIMTUYECKOM Y4acTuMm.

BbiBoAb!:

® PaccmoTpeHHble cnocobbl NPe3eHTaLUM NOAUTUYECKOM KU3HU C
MOMOLLbIO 3KPAHHOM KynbTypbl BCe B DO/blUEN CTEMEHN NPeBpaLLatoT
3Ty Npe3eHTaumto B TenenepPopmMaHChl, LWOY U pa3BieYeHus.

e C 04HOM CTOPOHbI, 3TO CNOCOBCTBYET HapacTatoLWwen TeHAEHUNN
peayKLuMM NOAUTUYECKOTO Y4acTMA B NaccMBHOe notpebieHne rotoso-
ro 3penuLa, AaBaA HECOMHEHHbIE BO3MOXKHOCTU «MOIUTUKE SKPaHa»,
MacCOBOro MOANUTUYECKOTO MaHMUMYIMPOBAHMS.

e C Apyroi CTOPOHbI, 3TO NpeanoiaraeT A40NONHUTENbHbIE YCUANS,
nouck ¢opm conpsaxkeHuns pexxmmos on line u off line B peanbHom no-
NINTUYECKOM Y4aCTUW.
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B JEMOTPA®UYECKUIN TYMUK:

O PYKOBO/ACTBE KWHEMATOIPA®OM
B COBETCKMIN NEPUOA

AHHoOTauuA. B cTaTbe paccmaTpuBatOTCA 3Tanbl Pa3BUTUA COBETCKOIO KMHe-
matorpada Ha npotskeHun 1920-1980-x rogos. KMHOUCKYCCTBO, C OAHOM
CTOPOHbI, GUKCMPOBANO ABNEHUA, BO3HWUKAIOLLME HA POCCMIICKOM MPOCTPaH-
CTBE ¥ B COBETCKOM 06OLLECTBEHHOW CUCTEME, C APYTOM — NOAYMHANOCH pac-
nopsxkeHnam KommyHuctuyeckolt naptum Cosetckoro Cotosa, pyKoBoAs-
wen pabotoi KnHematorpada. B KaKaom OecATUNEeTMM COBETCKOM 3MoXu
6bINN CHATbI KUHODWABbMBI, B KOTOPbIX PEXMCCEPbI MbITaNIMCh COBMECTUTb
TpeboBaHWA NAPTUIHBIX UAEO0T0B C Peanuamm XnsHu. 1920-e roabl 6bi1m
BPEMEHEM MOWCKA CHOKETOB, COOTBETCTBYIOLLMX PEBOIOLLMOHHOMY Bpeme-
HW, KOraa 6blan co34aHbl KNacCUYeckMe KapTUHbI COLMANUCTUYECKOTO pe-
annsma («Crayka» n «bpoHeHocel, MOTEMKUHY»). MOCKO/bKY B COBETCKOM
npokate GuAbMbI O PEBONOLMM U ee Teposx He BbliM BocTpeboBaHbl, B
30-e rofibl MOWCKWU CHOXKETOB M 0Opa3oB COBETCKOrO KMHOWCKycCCTBa Obinn
npoaonKeHbl. TBopyeckoe ocBoeHMe GONbKAOPHOMO Koda MO3BOINIO CO-
BETCKOMY KMHO 30-X rofioB HE MPOCTO 3aBOEBaTb MAKCMMAJsIbHO LUMPOKYHO
3pUTE/BbCKYIO ayAUTOPUIO, HO CTaTb MO-HACTOALLEMY JIH0OUMBIM, MOANMHHO
HapoAHbIM UCKyccTBOM. OfHAKO AMana3oH YyBCTB, LO3BONIEHHbIN reposm
COBETCKOro 3KpaHa, bbln KpailHe 403MPOBAHHLIM M OrPaHUYEHHbIM: Jto-
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6UTb Haa/eXano NapTvio, NPOAETapUaT, yYeHUe MAPKCU3MaA-eHUHU3MA,
ropAa4Yo HeHaBWAA BParos naptuv u pesontoumun. Mostomy ana CoseTckow
3MOXM XapaKTepHbl GWUAbMbI, T4e TePOUN KEPTBYHOT CBOEW JIMUHOM KU3HbIO
paav obuwectBeHHON. CLEeHAapUCTaM, peXMUCCePaM U aKTepam MPUXOAUIOCH
COBepLUaTb HEBO3MOXKHOE, YTOOblI COBMECTUTb MHTEPECHYIO TEMY C NapTUIA-
HbIMW yCTaHOBKaMMU. Mpu 3TOM A0 Hayana NepecTpoiku Tema tobsu 1 ce-
MeMNHOM ¥KM3HM Bblna CTPOro A03MPOBaHHOM, MPUOPUTETHBIMM BblIM BbICO-
KMe NPOU3BOACTBEHHbIE AOCTUXKEHMA. BONbHO MAN HEBONBHO, HO UMEHHO
KnHematorpadom 6binm 3aduKcMpoBaHbl gemorpadpuyeckne npobiemsl,
BO3HMKLUME B COBETCKOM ObLLEeCTBe, NOCTENEHHO HapacTaswue u obycno-
BMBLUME NEPECTPOEYHbIE MPOLECCHI BTOPOI NoA0BUHbI 80-X rogos XX BeKa.
KnioueBble cnoBa: kuHematorpad, KMNCC, mudbonorua, naeonorus, aemo-
rpadus, NnepecTponka, Cembs.
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THE DEMOGRAPHIC DEADLOCK
OF THE “BRIGHT PATH”:
ABOUT THE DIRECTION OF
CINEMATOGRAPHY DURING
THE SOVIET PERIOD

Abstract. The article examines the stages of development of Soviet cinema-
tography between the 1920s and the 1980s. The art of the cinema, on the
one hand, fixated various phenomena arising in the Russian space and
in the Soviet social system and, on the other hand, followed the orders
of the Communist Party of the Soviet Union, which guided the work of
cinematographers. In every decade of the Soviet era there were films made
in which the directors tried to reconcile together the imperatives of party
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ideologists with the realities of life. The 1920s were a time of search for
subject matter corresponding to the revolutionary time, the time of the
creation of the classical films pertaining to the aesthetics of socialist realism
(«The Industrial Protest» and «Battleship Potemkin») were created. Since
within the Soviet film distribution movies about the revolution and its heroes
were not in demand, in the 1930s the search for plots and images of Soviet
cinematography were continued. The creative absorption of the folklore
code made it possible for the Soviet cinema of the 1930s not merely to win
the greatest amount of audience, but to become a truly popular art, which
was veritably on demand. However, the range of feelings the heroes of the
Soviet screen were permitted to express was extremely dosed and limited:
To love the party, the proletariat, the teachings of Marxism-Leninism, and
to hate ardently the enemies of the party and the revolution. Consequently,
the Soviet era is characterized by movies in which the main protagonists
sacrifice their personal lives for the public life. Screenwriters, directors
and actors were forced to make impossible efforts to combine interesting
subject matter with the demands of the Party. At the same time, before
the beginning of Perestroika the theme of love and family life was strictly
limited, since priority was given to the subjects of great industrial production
achievements. Whether willingly or unwittingly, but it was cinematography
which fixated the demographic problems arising in Soviet society, which
gradually built up and stipulated the processes of Perestroika in the late
1980s.

Keywords: Cinema, Communist Party of the Soviet Union, demographics,
mythology, ideology, rebuilding, family.

KntoueBol BONpPOC BCEN UCTOPUM KUHO: KaK PpuabMbl BO3aeEMN-
CTBYIOT Ha 3puUTenei MU Kak 3puTtesin BO3AENCTBYIOT HA UAbMbI? [1,
c. 7-15]. B 3aBUCMMOCTM OT KOHLENTYya/IbHbIX NOAXOA0B K pPeLleHuUto
3TOM NPo61eMbl MOXHO FOBOPUTb O [1BYX MCCAeA0BaTE/IbCKUX HaMNpaB-
neHunaAx B Teopum KnMHo: XK. lenesa — T. dnb3eccepa u M. XareHepa.

CornacHo KoHuenuuu [enesa, mup GopmupyeTca ¢ NOMOLLbHO
KOHLEeNToB «0bpas-aABuKeHne» n «obpas-spema». B 3aBucumoctu ot
[0CTOBEPHOCTU M306parkaemMoro, KMHO OKasbiBaeT rybokoe ncuxo-
JlorMyeckoe Bo3aeincTBme Ha 3puteneid. MpuymHa 3akioYaeTca B TOM,
YTO CUHTETUYECKAA NPUPOAA KMHOA3bIKA MO CTENEHU FYOUHBI U MHO-
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FOrpaHHOCTM HaMHOIO MPEBOCXOAMT XYLOMKECTBEHHYH 06pa3HOCTb
MHbIX MUCKyccTB [2, ¢. 5]. Kak KpailHe mapagoKcasbHbiii U NMPOTUBO-
peuYrBbIA BUA, UCKYCCTBA, cneundmyecknii aas XX Beka, KMHO BblaaeT
WNNIO3UI0 3@ PeanbHOCTb. [103TOMY «KMHO pasgenseT ¢ XX B. camyto
OCTPYHO €70 OHTO/IONMYECKYIO M 3CTETUYECKYHO Npobiemy: npobaemy
pasrpaHuMYeHun TeKcTa U peasnbHocTu» [3, c. 130].

dnb3eccepom M XareHepom KuHematorpad BOCMPUHUMAETCS Ye-
pe3 NpmM3mMmy YeN0BEeYECKOro Tena: Kak OKHO W pamKa, ABepb, 3epKano,
rnas, KoxKa, opraH ciyxa u Mo3r. 3To No3BO/AET NepenTn OT U3yYeHuUs
LUKON M ABUMKEHWUI K BbICTPANUBAHMIO TEOPUM KMHO BOKPYT OTHOLLEHUI
MeEXAY MUPOM KMHO M MUPOM 3puTens. MNMosHbIA CNEKTP CyLecTBytoLe-
o 3HaHWA 0 KMHO PACCMATPUBAETCA C NO3ULMIA MEXANCLUNANHAPHOTO
noaxoaa, rae «GuUabM 1 3pUTeNib — NapasuT U XO3AUH, OKKYNUpyoLme
ApYr Apyra, MOKa He OCTAaHeTCA TOMIbKO Ta PeaNbHOCTb, YTO Pa3BopaYm-
BaeTCcA, NOKa OHa 3aBopaymMBaeT coboit, n HaobopoT» [4, c. 36].

CornacHo dnb3eccepy 1 XareHepy, duabM MOXKET U3MEHUTb CyabOY
Yye/sioBEKA M ero NpeacTaB/eHUA O XKU3HW, KOTAa B HEM CKPbITbl KaKue-
TO OYeHb /INYHbIE, NHAMBUAYA/IbHBIE CMbIC/bI, HO OAHOBPEMEHHO OH
BNWUCaH B pPa3/inyHble NyHAMYHbIE ANCKYPCbI Y MAEON0MMM C LLeNbIO NOA-
YMHUTb, TPAHCHOPMMPOBATL U UCKA3UTbL BOCTIPUATHE 3pUTENEN.

MpuumHoM NoaobHbIX MaHunynauuii 8 CCCP P.M. MepenbwteinH
Ha3blBAET NOMbITKY NOCTPOEHMA pas Ha 3em/ie B BUAE MAEANbHOW CO-
LManbHO-NOAUTUYECKOM cuctemsl [5, c. 37]. MOXKHO 1 BbISBUTb CTa-
HOB/IEHWE, Pa3BUTHE U KPYLLUEHWE COBETCKOM YTOMMM NO MaTepuanam
COBETCKOr0 XyA0XECTBEHHOIO KMHO? MPOAYKTUBHO 1M U3yYeHMe 06-
LLEeCTBEHHOIO CO3HAHMA coBETCKOM anoxu? Mo aaHHbiM O. lopbHavesa,
3TO peasibHO, NOCKO/IbKY KMHO MPU3HAHO UCTOYHUKOM MHPOPMaL MK B
ntobon chepe XKM3HM 0bwecTsa [6]. Ha NpUHLMIMANbHYO HEYCTPaHK-
MOCTb UCTOPMYECKOTO BPEMEHU U3 XY[0MKECTBEHHOW TKaHW duabma
yKasbiBaeT H. MapueBsckas [7, c. 24]. bonee Toro, MHOrMe KMHOKapTU-
Hbl ABNAOTCA MHOTOC/OMHbIMW MPOU3BEAEHUAMM, BHE 3aBUCUMOCTH
OT UAEO0/I0rMYECKOr0 ANKTATa U aBTOPCKUX HaMepeHUi, onpeaenseT
A. ConuH [8, c. 8].
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C OAHOM CTOPOHbI, KMHO OTparkaeT KaKkue-To GparMeHTbl Kap-
TUHbI MMpa, C ApYyron — npeobparkaeT AeNCTBUTENbHOCTL. CucTema
[O/IKEHCTBOBAHMI U 3aMNpeToB, AEMOHCTPMPYEMas Ha 3KpaHe, B TOM
AN MHOW mepe, BONbHO MM HEBOJIbHO YCBaMBAaETCsA 3PUTE/IbCKOM
ayautopuen [9, c. 128]. Nccnepgosatenm coBeTcKoro KuHemaTtorpada
— B. MNepuos, /1. Ckopoaymos, A. TposHoBCKMiA, P. Ernasapos u apy-
rme yxxe B nepsoi TpeTu XX BeKa BMAENN B KMHemaTorpade BaxkHoe
CpeacTBo co3gaHmns obpasa vyenoseka. OHM aKTUBHO BE/IM COLMOIOTU-
YecKkune nuccnesoBaHUA 3pUTENbCKOM ayaMTOPUM U NPOU3BOACTBEHHO-
TBOPYECKMX FPynn Aaa Aydwei opraHmMsaumm KmHogena B CoBeTcKoM
Poccum [10, c. 320]. Ho npwu 3anycke ¢puabMOB B MPOU3BOACTBO ONPOC
06 MX COOTBETCTBUMN UAENHO-NONUTUYECKMM KPUTEPUAM OKa3blBaacs
6onee Ba)KHbIM, YEM Pe3y/bTaTbl COLMONOTMYECKMX UCC/Ief0BaHNM
M 3aMepoB COLMOKYNbTYPHOM cUTyaumnn B chepe KMHonotTpebaeHus.
HecoBnageHne NHTEPECOB KMHO M 3pUTeNs NPUBENO K MONHOM noTepe
KOHTAKTa C MacCaMu Ha NPOTAXKeHUM XX BeKa, pacnagy CUCTEMHbIX
cBA3el B KMHonpouecce [11, c. 12].

B nepBbix NOCTNEPECTPOEYHbIX UCCAEA0BaAHMAX KMHemaTorpada
KaK COLManbHOro MHCTUTYTa OblIM CAeNaHbl BbIBOAbI O €ro LEHHOCTH
B npouecce NepBMYHOM coumanusaunn. B pabote I. [onoBMHCKOrO
«KomnosuTop 1 ¢ponbKNop» roBOpUTCA, YTO B 11060 cTpaHe npespa-
TUTb OTAENbHYH IMYHOCTb B IMYHOCTb KOIJIEKTUBHYO NOoMoraeT ¢posib-
K0P, ABAAIOLWMNCA KONbIOEbIO CamMbiX PasHbIX NPOodecCMoHasbHbIX
nckyccts. OgHaKo NOCKo/IbKY GONBbKAOP CTapaTenbHO M3rOHAACA U3
PYCCKOro HauMoHanbHOro KuHemartorpada, apxeTunuyeckne obpasbi,
CHOXKETHbIe MOTMBbI HAPOAHOM CKAa3KKM YacTo INLLb yrafpiBatoTca M6o
Nno oTAeNbHbIM AETaNAM, MO0 NO 0ObIrPbIBAHUIO aTPUDYTUKM CKA3KM
[12, c. 202].

M. Wapanosa [13, c. 7], B. KopwyHos [14, c. 27] BblaensaoT pag,
6a30BbIX apXeTMMNOB, KOAOB, BCTPAMBAEMbIX B TKAHb XYA0XKECTBEHHbIX
KapTUH OTEeYECTBEHHOro KuMHemaTorpada, BAMAKOLWMX HA 3puUTeNb-
CKOe BOCMpUATUE. ITO XapaKTEPHO He TONbKO A/ COBETCKOro, HO U
MMWPOBOro KMHemaTtorpada, rae apxeTunbl, COMTACHO UCCAeA0BaHMUIO
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P. MaKKu, nepexoanT us KynbTypbl B KynbTypy [15, c. 10]. B coBeTcKOM
KMHemaTtorpadpe GonbKAOPHbIE CHOXETbI MOMOraan co3gasatb Mud o
camMom crnpaseanMBom obLiecTse.

Camoe macwTabHoe uUccnefoBaHWE 3aPOXKAEHUA, Pa3BUTUA U
pacnaga KoANeKTUBUCTCKOro MuUda COBETCKOM MAEO0NOTMU Ha MmaTe-
puasne UCTOPUM OTEYECTBEHHOTO KMHemaTorpada nposegeHo E. Map-
ronMtom. Bnepsble nccneposaten onpeaesn, YTo COBETCKOE KMHO
N COBETCKOE roCyapcTBO PACTyT U3 OAHOMO0 KOPHA, MOCKO/IbKY OHM
— CYTb MOPOXAEHMA PEBONOLMMN KaK rPaHAMO3HOIO UCTOPUYECKOTO
cnoma [16, c. 9]. MocKonbKy y HMX oaHa 3ajada (M NnpeameTt) — Kap-
OWHanbHoe npeobpasoBaHMe MUpa, TO M Nepenesika, NePeMOHTaX
MPOCTPAHCTBA M YesIOBEKA MPOMUCXOAAT LeneHanpasieHHo. B cuny
cpabaTbiBaHMA KOAA KyAbTYPHOrO MPOCTPAHCTBA, KOTOpOEe XOoTenwu
nepecosaaTb U XyAOXKHUKM, U BONbLIEBUKK, NMPOEKT rpaayLero nae-
aNbHOro obLecTBa BbICTPAMBA/CA B JIOTUKE TPALMLMOHAIMUCTCKOIO
[ONMYHOCTHOTO CO3HAHMA, XapaKTePHOro A/1A ero HocuTenen — Kpe-
CTbAH, Ha KOTOPbIX, B CUNY X aBCONOTHOTO BONBLUMHCTBA, ONMpanach
COBETCKas B/acTb. BbiaBAeHME apxeTUNMYeckmux o6pasoB — OT OXKMU-
BAIOLLEro HEXMBOro A0 uAaeanbHoro OTua M Aanee [0 KyAbTypHbIX
repoes B vue VBaHyLWKK-gypayka v 301yLWKK U T.4., — B METO40-
JIOTMYECKOM MNJ1aHe Ype3BblYaHO BaXKHbI AN1A BCEX UCCNefoBaTeNnein
COBETCKOro M MOCTCOBETCKOro KMHemaTorpada. B nnaHe obpasHoro
BOCNPUATUA TeopuA KMHO E. MapronnTta nepekIMKaeTcsa C y»Ke ynomu-
HaBLenca paboTtoit T. dnb3eccepa u M. XareHepa, 4To GUAbMbI, KaK
BMPYCbI, HE MCYE3al0T M OKa3blBAOT BJAUAHME HA PABHbIX C BOCMOMM-
HaHUSAMW O MPOLLIOM U C IMYHBIM OMbITOM. EC/1n Ke roBOpUTb O CyLL-
HOCTM COBETCKOro rocyfapcrea, — yTOnNUM — TO C/IENoe c/iefoBaHue
NoruKe coBeTcKoro mmda NpuBeno K Nposany gemorpadpuyeckonn no-
JNIUTUKK CTPaHbl. MepBOHAYaibHOE HaKOM/IeHWe KamnuTana COBETCKOM
HOMEHK/IaTypoW, 3aTAHyBLeeca bonee Yem Ha ABa AeCATUNETUA, YCY-
ryéuno gemorpaduueckune npobnemsbl. B HacToAwee Bpems NpopbIs-
HOe Hay4YHO-TEXHO/IOrMYECKOe U COLMA/IbHO-9KOHOMMUYECKOE Pa3BU-
The Poccuiickoit Pepepaumm HanpaMyto CBA3bIBAETCA C yBEIMYEHUEM
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YMCNEHHOCTW HaceneHua cTpaHbl. HO NOCKONbKY NOCTCOBETCKOE pas-
BMUTWE OCHOBAHO Ha UCMO/1Ib30BaHMUM HeoTpedNeKCUPOBaHHbIX 06/10M-
KOB COBETCKON MUGDOIOrMK, CTPOALLENCA HA NMPUHLMUMNE MOCTOAHHOM
«KepTBbl BO MMS....», bepeyb CBON HapoZ, rocyfapcTBO TaK M He Ha-
yumnocb. CornacHo meanaHHomMy nporHody OOH, «4nMcneHHOCTb Ha-
cenenmna Poccum K cepegmue 2030 roga cHM3MTCA A0 138,7 MUAAMOHA
YyenoBsek, ¢ BeposaTHOCTbIo 80% cocTtaBuT oT 136,3 go 141,1 mmnnmnoHa
4yenioBekK, a ¢ BepoATHOCTbIO 95% — ot 135,1 o 142,5 munnvoHa ye-
nosek» [17, c. 14]. AsuKeHne B gemorpaduyecknin Tynmk, Hayatoe
C MOMEHTa BO3BEAEHUA «MeCTa, KOTOPOro HeT», NpoAosIKaeTca, no-
3TOMY UCCNeA0BaHMeE STOro NPOLLECCa «r1a3aMmn» COBETCKOTO XyA0XKe-
CTBEHHOIO KMHO ABNIAETCA aKTya /1bHbIM.

Kak ntoboe nofa/fMHHOE UCKYCCTBO, KMHO OMepeXKaeT CBOH 3MOXY,
3arnsabiBaeT Brepesn, ABAAETCA MPOBO3BECTHUKOM rpsaayLLero, Toro,
YTO B AaHHOW ObLLECTBEHHOM CMTyaLMK eLle To/IbKo Ha3peBsaeT [18, c.
4]. 3TV U3MEHeHMs He Bcerga o4YeBMaHbI 418 CAMOro XyAOXHMUKa, Npo-
N3BeEeHNN KOTOPOro NPeACcTaBAAoT CO60N MHOTOC/IOMHbIE KTEKCTbIY.

Lenb ctaTbM — uccnegoBaHME COBETCKUX KMHOPUABMOB Kak
«TEKCTOB», C OAHOM CTOPOHbI, GOPMUPYIOLMX COLMATNCTUYECKOE
06LLecTBO, C Apyroii — 3aneyaT/ieBalonX KHEBUAMMbIE U He3amnna-
HUPOBaHHbIE» MPOLLECCHI, TponcxoaaLme B 3Tom obLiecTse.

Hauyanom atux npoueccos ctan OKTABpbCKUIM nepesopoT 1917
rofa, nocse Kotoporo 60ablEeBUKM MPUCTYNNAN K NOCTPOEHUIO CO-
umanmctnyeckoro obuiectsa. Ero cosgaHue cBAsbiBasocb ¢ Gopmu-
pOBaHMEM HOBOM, COLMANUCTUYECKOMN XYO0MECTBEHHOWM KYyNbTypbl.
MocKonbKy KMHematorpadp mor ogHOBPEMEHHO BO34EMCTBOBATb Ha
MHOTOMMUITMOHHYO HErPaMOTHYO ayauTOpUto, B MOCTPOEHUN HOBOA
KY/ZIbTYpbl €My OTBOAMAACH BaXKHENMLWasn posb.

CHavana cnefoBano paspywnTb YCNeWHO KOHKYPUPYIOLLYO C 3a-
pyb6exHbIMU GUPMamMU OOPEBONOLMOHHYIO KMHEMATOrpaduio 1 cos-
[aTb MAEONOTMYECKM MOCNYLIHYK rocygapcTeeHHyto. MpeanpuaTtma
YacTHOM POTOKMHONPOMbIWAEHHOCTM B CoBeTcKoM Poccum Bbiam Ha-
uMoHannsnposaHbl Jekpetom CoBHapkoma ot 27 asrycta 1919 roga
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[19, c. 473-474]. MNpaBaa, BbINONAHAS NEHUHCKYIO 3aJadyy NpPoOM3BOA-
cTBa PUAbMOB, MPOHMKHYTbIX KOMMYHUCTUYECKMMU NAEAMU U OTpa-
JKalOLLMX COBETCKYIO AEeNCTBUTENIbHOCTb, MPULLIOCL NOBTOPUTL MUPO-
BOM M POCCMIACKMI OMbIT Mepexona OT AOKYMEHTA/NbHOro K UrPoBOMY
KMHO. Tem He meHee ewe B mapTe 1919 roaa Ha Bocbmom cvesge PKI
(6) B pe3ontoumnmn «O nonuTUYECKOW NponaraHae U KyAbTypHO-Npocee-
TMTEeNbHOW paboTe B AepeBHe» Oblia NMOCTaBAeHa 3a4aya MCMOb30-
BaTb KMHemaTorpad Aaa NOAUTUYECKON nponaraHabl B gepesHe [20,
c. 112]. NMocKonbKy AeHer y COBETCKOro rocyaapcTaa He 6bIn0o, Xpambl
npeBpaLwanncb B KNHOTEATPbl. TeM CamMbiM 3KOHOMWIUCL AEHbIU Ha
CTPOMUTENBCTBO, A LEPKBU AOKHbI OblIM HAMONHUTLCA ATEUCTUYECKUM
coaeprkaHmem, OTBAEKas HErPaMOTHbIN HapPOL OT PEUTUMN.

YCTaHOBNEHMIO MAPTUMAHOIO KOHTPOAA Hag, KuHematorpadom
cnocobereosan Xl cvesg PKM (6), coctosswuiica B 1924 roay [21,
¢. 271-272]. MoHononaus focknHo CCCP 6bina He3bibnema go mas 1986
roga, korga V cbesg KMHematorpaductos ocBoboanaca ot NnapTUiHO-
ro gukTata [22, c. 56]. Bce 3t gecatunetvsa penepTtyapHas NnoauTMKa
COBETCKOro KnuHemaTorpada ¢akTUMYeCcKU pa3BMBasiach B pycne npea-
CTaBNEHUI ofaHOro M3 pykosoguTenei Mnaspeneptkoma [. BaaxuHa,
KaTeropMyeckn npoTecToBaBLLEro NpoTUB M30bpaKeHUs HoBoOro 6biTa
B pa3pese 6payHbIX M NOOBbIX B3aMMOOTHOLLEHWUI, 0COBEHHO NPOTMB
YCTaHOBKM TO/IbKO Ha pOMaH, cemblo 1 nobosb [23, c. 99].

Bo3MoXKHO, 3TOMY cnocobcTBoBana OypHas cekcyasibHasa pe-
Bo/toUMA, nocnegoBaswan nocne OkTabps 1917 roga, BCaeacTeue
06bABNEHNA BCeobLWEero paBeHCTBA M 3aMeHbl LLEPKOBHOro 6paka
rpaxgaHckum. HecmoTpa Ha obelaHHble BbIroAbl }KU3HU KOMMYHOM,
aemorpaduyeckoro B3pbiBa B CTpaHe He npousowno. CornacHo cra-
TUCTMYECKMM gaHHbIM M. CopoKuHa, B 1917-1920 rr. 6payHocTb B
Poccum Bblpocna B YyeTbipe pasa. Mpu aTom Habaaanock KaTacTpo-
dnYecKoe CHUXKEHME POXKAAEMOCTM, HE MOKPbIBaBLLENM CMEPTHOCTH,
YTO BE/10 K A0NO/IHUTENIbHOM YOblNK HaceneHus [24, c. 188]. O6B1HMUB
60/1bLLIEBMKOB B NPOBEAEHUW NHOA0EACKON MOANTUKMN MO OTHOLLEHUIO
K HaceneHuto ctpaHbl, COPOKMH BMEpPBble OCYLLECTBMA Aemorpadu-
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Yyeckuit nporHos ana Poccuun. ToBopa 06 yXy4lleHUM KOHCTUTYLUM
MOJIOAbIX NOKONEHWI, BANOTb 4O FPOMALHOr0 pocTa MNpOoLEeHTa Ay-
weBHOH60NbHbIX, COPOKMH, UCMONb3yA OBLUIMPHbIE COLMONOTMYEecKne
MaTepuanbl, ONPesenns, 4to Yepes TPU-YeTbipe NOKOEHUA HAYHETCA
BbIMMpPaHMe Poccum, eciv He U3MEHUTCA OTHOLLEHME BAACTU K COb-
CTBEHHOMY Hapoay [25, ¢. 161-191].

Bpsa nn B.W. JleHMH npucaywancs K MHEHUIO HEItBUMOro um
Hay4YHOro OMNMOHEHTA, TEM He MeHee, NoIoBble OTHOWeEHMA 6osblle
He 06bABAANNCH NpeapaccyaKoM. Ha cmeHy cy3MBLIENCS 40 «TEOPUM
CTakaHa Bogbl» meyTbl A. KonnoHTalh 06 0CBOBOXKAEHUM KEHLLMHBI
npuwau «/lBeHasuatb NOMOBbIX 3anoBefei PeBONOLMOHHOIO MNpo-
netapuata» A. 3ankuHga, onybankoBaHHble B 1925 roay. MoapobHo
NpoaHan3MpPOBaB CYLLHOCTb NO/IOBOM KMU3HW, aBTOP CAe/1aN BbIBOA,:
«Knacc, B MHTepecax peBOMOUMOHHOM uUenecoobpasHocTM, Umeet
NpaBo BMELUMBATLCA B NOJIOBYIO XM3Hb CBOMX coysneHoB. [onoBoe
[OONKHO BO BCEM MOAYMHATHLCA KAACCOBOMY, HUYEM MOC/eAHEMY He
MeLLasn, BO BCeM ero obcnyxumean» [26, c. 90].

K atomy BpemeHW noABWJICA HOBATOPCKUM duUabM pexuccepa
C. dii3eHwTelHa «bpoHeHocey, NMoteMKuH» (1925), cTaBwMi aTano-
HOM A5 COBETCKOM M MMPOBOW KMHeMaTorpadun. AKTyanbHas UCTO-
PUKO-PEBONIOLMOHHAA TeMaTUKa Bblia nogxsayeHa B. MygoBKUHbIM
B dunbmax «Cepn n monot» (1921), «Jlyu cmeptm» (1925), pesonto-
UMoHHOM Tpunormm «Matb» (1926) — «KoHeu, CaHKT-MNeTepbypra»
(1927) — «MoTomoK YuHrucxaHa» (1928), A. Poomom B dunbme «byx-
Ta cmepTu» (1926) 1 Apyrumm pexxmccepamm.

OfHaKko 60/blIOM 3PUTENbCKUIA CNPOC Bbi3BA/IM HE KapTUHbI-
NaMATHUKM repoAm U KepTBam OKTAGPbLCKON pPeBOAOLMM, @ MeNo-
apama A. Pooma «JlioboBb BTpoem» («TpeTbss MelyaHckasa») (1927)
no cueHaputo B. LLIKnoBckoro (B3AToro M3 rasetbl «KomMcomonbcKasn
npasga»). KynibmuHaumen puabma ctan npuxog B poAnIbHbIN JOM K
MON0AOM MaTepU C HOBOPOXKAEHHbBIM CbIHOM Cpa3y AByX OTLO0B, NO-
CKOJIbKY OHW OAHOBPEMEHHO BENN CYNPY’KECKME OTHOLIEHUSA C KEH-
WwmHoM. N neno BoBce He B 06bIAEHHOCTM C/ly4as, @ B TOM, YTO repou
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dunbma, oTpuLaBLIME PEBHOCTb B /IIOOOBHbLIX OTHOLUEHWSX, Bblan
KomcomMosibLaMn-pabdakosuamm.

Moao6HbIX CKAaHA4ANbHbIX KWNHOMIEHT B COBETCKOM KMHEMaTorpade
60blue He bblno.

PacTywnit BbiNyck naeonormyeckn obpasyosblX, HO CKy4YHbIX 1A
3puUTenei XyaoKecTBEeHHbIX KapTUH 060paumnBaica KOMMEPYECKUMMU
ybbITKaMu ana KuHematorpada. Mpuxoamnocb BBO3UTb B CTPAHY 3apy-
6erKHble KapTUHbI, KoTopble ¢ 1920-x go cepeanHbl 1980-x roaos nae-
0N10rNYECcKN «0Be3BPEKMBANINY, OCYLLECTBAA NEPEMOHTAX, BKNENKY
HOBbIX HaAMNWUCEN, USMEHEHME HA3BaAHMUI, COKPALLEHNE IPOTUYECKMX
CLUEH W cueH Hacuamsa [27, c. 299]. Mexxay TeMm KaccoBo Heobxoau-
MO€e Hacuaune LBEes0 MaxXpPOoBbiM LLBETOM BO BCEX MAEO0N0TMYECKM Mpa-
BMJIbHbIX COBETCKUX KMHONEHTAX, MOOLLPAEMbIX FOCYAAPCTBEHHbIMM
NPEMUSAMM Pa3INYHbIX CTENEHeN, pa3paboTaHHbIX «PyKOBOAALLEN U
HanpasAAOLWEN Y.

Ha BcecotosHOM NapTMMHOM KMHOCOBeLaHmm 15-21 mapTa 1928
roga 6biamM noaseneHsbl UTOMM cTpouTenbcTBa KMHO B CCCP n nocras-
JleHbl 3aJa4M Ha cneaytoulee aecatunetve [28, c. 404—410]. KuHo-
dunbmbl 1930-x rogoB aKTMBHO MponaraHAMPOBaAM yCNexm couma-
NiMcTnyeckom nHayctpuanmsaumnm (dunom @. Ipmaepa u C. KOTKeBMYa
«BcTpeuHbin» (1932), C. HOTkeBuya «LlaxTepbi» (1937)). Bmecte c
TEM CTPOMUTENbCTBO COLMaNM3Ma yAapHbIMKU Temnamu notpebosano
OTKa3a repoes OT /IMYHOM XU3HWU pagmM UHTepecoB obuiecTsa. Tak, B
¢unbme I. KosnHuesa u /1. Tpaybepra «OgHa» (1931), yuntenbHmua
npeanoysa ceMmenmHoM X13HM paboTy B aIeKOM aNTaliCKOM cene, rae
CTana 3alnTHMUel 6eaHoTbl. [pyrol npumep: aBTobmorpaduyeckui
pomaH H. OcTtpoBcKoro «Kak 3akanAanacb CTasb» U ero sKpaHM3auma B
1942, 1957, 1975 rogax, BKkntoyas tenepunbm 1973 roga. EANHCTBEH-
HaA Bcenornowarouwan cTpacTb MNaBkn KopyarmHa — KOMMYHUCTUYe-
cKana naesn. CTpacTb K KeHWMHe BOCNPUHUMAETCA repoem Kak yrposa
«BYpPIKYa3HOro 3aparkeHnA», a LEeNbto CO34aHNA CEMbMW CTAHOBUTCA He
MELLAHCKOe «H3MMaHCKoe CeMelCcTBO», a NOATOTOBKA *KeHbl B Kaye-
cTBe «bopua» [29, c. 51].
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PagHeHWe KuHemaTorpada W0 Ha obpasubl «JIeHUHWUAHbI»:
dunbmbl perknccepa M. Pomma «J1eHnH B OkTabpe» (1937) u «J1eHuH
B 1918 roay» (1939), pexuccepa C. HOTKeBMYa «HenoBeK C py>Kbem»
(1938). PaHrom Huke 6b11M PUAbMbI O COpaTHMKaX JIeHMHa U Bblaa-
IOLLMXCA AeATenax napTMM M COBETCKOro rocyaapctsa. 31o «Yanaes»
«bpaTbeB» Cepres u leoprus Bacunbesbix (1934), «denytat bantu-
Kn» (1936) 1 «YneH npasutenbctea» (1939) perkuccepos A. 3apxu u
N. Xeridunua, «LLlopc» A. [loBkeHKo (1939). MNaTpnoTUUecKmit HacTpom
cosgaBanu punbmsl «MeTp Mepsbliit» B. Metposa (1937), «AnekcaHap
Hesckuit» C. diseHwTenHa (1938), « MuHMH 1 Moxapckuiny (1939)
B. NynoBkuHa.

B o6pasax Yanaesa, npodeccopa MonexaeBa, KONXO3HULbI U ae-
nytata AnekcaHapbl COKO/IOBOM AEMOHCTPMPOBAZINCE Nlydllne Yep-
Tbl HOBOTO Ye/I0BeKa, BOCMUTAHHOIo napTuen. Mpu aTom 3a Kagpom
60/bLIMHCTBA COBETCKMX GUABMOB 3TOFO AECATUNETUA ABCTBEHHO
«CAbIWANNCL» CTPOKMU NAPTUMHOIO rMmHa «MHTepHaumnoHan» («Krto
6blN1 HUKEM, TOT CTAHET BCEMY»), NepeaaHHOro A3bIKOM PYCCKOM Ha-
POLHO CKa3KK: becnpu3opHble AEeTU-YrO/I0BHUKM BblpacTann obpas-
LOBbIMW CTPOUTENAMM coumanmama («MyTeBKa B XKU3Hb», pexuccep
H. 9KK, 1931); B npeacTaBuTeNs Bbicllen BAaCT NpeBpaLLanacb 0bbly-
Has KpecTbAHKa («4neH npaBuTenbCcTBa»), pabounin napeHek ¢ nuTep-
CKOM OKpauHbl BbipacTan B KPYMHOro NapTUIMHOrO BoXKakKa («Tpunorus
0 MaKcume); meuTaBLIas «cyacTba 406UTbCA» NovTanboHKa CTpeska
OKa3blBasiaCb TaIAHTIMBbLIM KOMMo3muTopom [27, c. 430].

OpHAKo NNYHble 06OBHbIE YYBCTBA U MEPEXMBAHUA NOAYYAIM
nmMbo [0CTaTOYHO CTPAaHHOE UCTO/IKOBAHWE, IMBO UM He OCTaBasoCh
MecTa B puabmax. [locTaTouyHO Nt06ONbITHBIM B 3TOM M/1aHe ABAAET-
C XYAOXECTBEHHbIN dunbm «Yumtenb» pexuccepa C. lepacumosa
(1939). CbiH npeacenaTenn konxosa CtenaH JlayTvH, BEpHYBLIKICA 40-
Mow nocne y4ebbl B MOCKBe, peLlaeT NOCTPOUTb B POAHOM Cefle Ho-
BYIO WKONY. BntobneHHas B JlayTnHa ArpadeHa LLlymunnHa, yeskaet B
MocKBy yunTbCA, 4TObbI COOTBETCTBOBATb YPOBHIO Ntobumoro. C aToro
dunnbma BbIABNAETCA TEHAEHUMA WTypMoBaTb MOCKBY, yCTPOUTLCA B

38 HAYKA TENEBUOEHUA Ne14.2, 2018



ctonmue nobbiM cnocobom. JIayTUH-CTapLWMA CYMTAET CbiHA Heyaau-
HWKOM, HE CyMeBLUMM [OCTOMHO 3apeKoOMeHA0BaTb Cebs B CTONMLE.
MocKBa NoKa3bIBAETCA FOPOAOM, rae cObIBAtOTCA CaMble COKPOBEHHbIE
MeuTbl. TONbKO 34eCb MOXHO BCTPETUTb HAcTosALLYyo NtoboBb. OfHaKO
Nob0oBb NpeacTaeT cBOeobPasHbIM «NPAHNUKOMY, BpyHaeMbIM reposim
3@ YMCTbIN MOpanbHbIA 0BAMK U TPyAoBble AOCTUNKeHUA. MoaobHoM
CKA3KOM COLMAZIMCTUYECKOrO peann3ma CTana My3blKaibHaA Kome-
ans «Ceetnbii nyTb» pexkuccepa I AnekcaHgposa (1940), co3ByyHas
dunbmy «Yuntenb», Ho Ha Honee KBbICOKOM» YPOBHE.

[NaBHas repoMHA — HErpamoTHasA AepeBeHCKas AeByLluKa TaHA
Mopo30oBa, KOTOpaa NPOXOAMUT NyTb OT AOMPabOTHULULI A0 Nepeso-
BOM TKaAuMxu, BbISIBAAIOLLEN BpeauTenei Ha TKaukon pabpuke. Ctas
yyacTHMUen CTaxaHOBCKOro ABUKEHWS, OHA 0OCNYKMBAET Lesbll Lex
B 150 CTaHKOB BMECTO MOJIOKEHHbIX BOCbMMW. 33 BblAAOLLMECA YCNEeXM
B TpyAe TaTbAHY BbI3bIBAlOT B MOCKBY A4 HarpaxkaeHua opaeHom Jle-
HWHa. OYYTUBLLMCD B MPEKPACHOM ABOPLE C XPYCTasibHbIMWU NtOCTPa-
MW U NO30/I04EHHBIMM 3epKanaMu, BYEpaLLIHAA 30/yLWKa PagoCTHO
KPYXUTCA B TaHUe. «[1pon3BoACTBEHHAA MHUAY KU3HEHHOIO «CBET-
JIOro NyTM» repovHU COBMeELLEHA C /IIOOOBHbIMM NepexnMBaHUAMM.
BntobneHHan B TaNaHTAMBOIO UHMKeHepa-uHTenaureHTa Anekces Jle-
6eneBa, TaTbAHa cunTana cebs HeJOCTOMHON NpeameTa Nto6BK, NOKA
He noay4Yunna opaeH.

TakoBa npomnaraHAMCcTCKasa cxema obpeTeHus NtobBUM, COrMTAacHO
MapTUIHBIM NPOMMUCAM COBETCKOMN KuHemaTorpadum. «CBETNbIN NyTb»
CTaN Ky/NbTOBbIM GUABMOM, NMOCKO/IbKY BOCIPUHUMANCA KaK MOAENb
MWPOBOCNPUATUA U NoBeaeHMA. HeBaXkHO, 4To apemepHOe YyBCTBO
nobBKM npeanaranocb 3aBoeBaTb TOHHAMM NPOM3BEAEHHOIO NPOAYK-
Ta: NPAXKU, cTanu, 3epHa u 1.N. Ho mHorne monoavlie noan 8 CCCP,
KaK B CBOe BPeMA M aBTOP 3TUX CTPOK, BbICTPaMBaIM CBOM MaTPUMO-
HWa/ibHble OTHOWeHMA abcontoTHO B ayxe «CeeTnoro nytu». Mpasaa,
COO06LWMB NPeaMETY BO3AbIXaHWUI, YTO A KOMMYHWUCT, YA3aPHUK KOMMY-
HUCTUYECKOTO TPyAa W AenyTaTt Boiboprckoro palioHHOro coBeTa Ha-
POAHbIX AenyTaToB, C HECKa3aHHbIM U3yM/eHMeM OBHapy»Kuna, 4To
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FOHOLUA TYT ¥Ke nponan Hascerga. MoKeT 6biTb, MOBAMANO OTCYTCTBUE
opaeHa?

Hy, a HacyeT CTaxaHOBCKOr0 ABUKEHWSA — NO OnbITy paboTbl Ha Ne-
HUHIPAACKON NPAANNBHO-HUTOUHOM habpuke «KpacHas HUTb», [0 CUX
nop NOMHIO NO6OYHbIe pe3y/bTaTbl MOAOOHbIX «KCTaXxaHOBCKUX NOABU-
roe». B TEKCTU/IbHOM NPOMU3BOACTBE HOPMOW BbINO 06C/NYKMBaHUE OT
7 00 8 MaLLUUH, U3 KOTOPbIX 2—3 C1e10Ba/I0 eXeAHEBHO YNCTUTb, YTOObI
He 6b110 06pbIBOB HUTEN. K [IHI0 OKTAGPLCKON peBontounmn 7 Hoabpsa
N JIeHUHCKoMy cyb660THUKY 22 anpens «MecTHble CTaXxaHOBLbI» Ael-
CTBMTE/IbHO Bpanun NoBbIWEHHbIE 0653aTeNbCTBA M paboTanu, Npasaa,
He Ha 150, a Bcero Ha 45 mawurHax yyebHoro uexa ¢pabpuyHoro npo-
deccroHanbHoro yumnnuwa (MY). B noroHe 3a peKopaoM BpemeHu y
HWUX He BblS1I0 JaKe Ha NPOYUCTKY BepeTeHHbIX NAaHOK. COOTBETCTBEH-
HO, BK/ItOYEHME TPA3HBIX MALWMH HAYTPO COMPOBOXKAAN0Ch TOTA/IbHbIM
06PbIBOM HUTEN Ha BCEX MALLUMHAX. YMHOXKMUB KOANMYECTBO MaWuH (45)
Ha 250 BepeTeH Ha KaxAoW M3 HUX, MOAYYMM «MacwTab noasuray.
«CTaxaHOBCKUI 06pbIB» NMMKBMAMPOBanK cnnamm 30 yyeHul, npodec-
CMOHANbHOIO YYUIWLLE, B NPOCTOPEUNN «nayweky. OgHa «nayLwKa»
OTYMULLANA OAHY MALUMHY NOA-CMeHbI € 7 40 12 yacos. A ecav ognH Yve-
NOBEK, Kak B duabme, obcnykmeaeT 150 cTaHKOB, NpUYEM He K npassa-
HWKaM, a exxegHeBHO? HO 3TW TOHKOCTM TEKCTU/IbHOIO NMPOM3BOACTBA
OCTaBa/IMCb 33 MPaHbI0 COBETCKON MUPOOTUN.

B rogbl Benukoit OTeyecTBeHHOW BOMHbI PaboTbl COBETCKMX KU-
HemaTorpadu1cToB BCENANN YBEPEHHOCTb B rpaayllein nobeae. KuHo-
bUAbMbI NPOCNABAANM MOABUMM FePOEB, UX CMENOCTb U BeccTpalune
nepes SIMLOM KecToKoro Bpara. Takosbl ¢unbMbl «CeKpeTapb pai-
kKoma» W. MbipbeBa (1942), «OHa 3awmwaer PoguHy» ®. dpmnepa
(1943), «Pagyra» M. [loHcKoro (1943), «[Ba 60oliua» /1. Jlykosa (1943)
W MHOTWe apyrue.

OZHaKo roabl BOEHHOTO IMXONETbS 3aCTaBUAN NAPTUIO USMEHUTD
TpeboBaHUs K penepTyapHoi noantmuke. O6 sToM cBUAETENbCTBYET
nosasseHne 60NbLLIOTO Koanyectsa ¢GuUAbMOB O NH0OBM U KMHOKOMeE-
anin. «MaweHbka» HO. PaiamaHa (1942), «Aktpuca» J1. Tpaybepra
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(1942), «}Xan meHa» A. Ctonnepa (1943), «B 6 yacoB Beuyepa nocne
BolHbI» W. MbipbeBa (1944), «HebecHblii Txoxoa» C. TUMOLLEHKO
(1945) Hecnn noaam cToNb HEOBXOAUMbIE HaZEeKay U yTelleHue.

Kasanocb, B ronogHble noc/ieBOeHHble roAbl 3TOT FYMaHWUCTU-
YeCcKUIM HacTpol coxpaHuTca. MogHMMATL CTpaHy M3 PyUH OblNo He
MeHee TAXKEeNo, YeM cpakaTtbcA B okonax. OfHaKo, cyas no Bpeme-
HW CO34aHMA U NosBAeHUA pasa GUIbMOB B NpoKaTe, NAPTUA CHOBA
BEPHY/Nacb K HaBEAEHUIO UAEO0N0rMYECKOro nopaaka B chepe KuHe-
maTorpaduueckoro uckycctsa. Hanpmumep, komeaumio «Cepaua Yetbl-
pex» K. FOanHa (1941) 3putenu yeuaenn nuwb 8 1945 roay. Yto no-
CYMTANM KPaMONOM LieH30pbl: N1060Bb KOMaHAaMpa KpacHo Apmun
NN COBETCKMUX Y4YeHbIX? B KAKOM MecTe OKa3asnochb «He MO LUPKYo»
Yy O4YapoBaTesibHbIX 6/M3HELOB M3 OAHOMMEHHOTO GUIbMa TOTO Ke
pexuccepa K. lOanHa («bansHeubl», 1945)? NMpumepbl 3anpeLLeHHbIX
KapTWH, CYUTABLUMXCA AANEKMMM OT 3aNPOCOB BPEMEHU, MOXKHO MHO-
XKUTb U MHOXMWTb.

A 4TO Ke NpM3HaBanoCb 6U3KUM?

Mbeca A. LUTeiHa «3aKoH YecTn», pekomeHaoBaHHaa Noantbio-
po LK BKIM (6) K akpaHu3aumu B noHe 1948 roga. K KoHuy 3TOro roga
OHa NpeBPaTUAACh B XyAOXKECTBEHHbIN duabm «Cya vectn» (A. Poom,
1948). He BaaBascb B NOAPOOHOCTU CHOXKETA, OTMETUM, YTO KPUTUKA
repos cobCcTBEHHOM XeHOW, BO3MYLLEHHOM «UAENHON HE3PENOCTbIO»
My>Ka M GaKTUYECKN CIOMaBLLEN ero Kak JMYHOCTb, NOMYYMNa BbICO-
Kyt OLLeHKY MAapTUMHOrO HayanbCTBa. ITa KMHONEHTa, 0ObABNEHHaA
obpasuom bopbbbl C NPOABAEHUAMMU HU3KOMOKAOHCTBA nepes b6yp-
’Kya3HOWN HayKoM, BOCMMTAHWUA YyBCTBa OOLLECTBEHHOrO A0/ra, npe-
OAHHOCTU MHTepecam COBETCKOrO roCyZapcTBa WM HAUMOHAbHOMO
[OCTOMHCTBA COBETCKUX NIOAEN, CTana HaraAHbIM nocobrem ans cy-
annvu, «kocmononntos» [30, ¢. 101-102]. Cuntanochb, YTO Ha TaKUX
npUMepax Jyylle BCErO BOCMNUTLIBAETCA MAaTPUOTUYECKOE CO3HaHMue
rpaxaaH.

«HeokoHuyeHHas nosecTb» . Ipmaepa (1955) ctponnach B MHOM
pUTOpUKe, NpenBapaa nepemeHbl, nocnefosaslwime 3a XX cbe3gom
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naptum (1956). MogobHo BypHOMY MOTOKY, NPOPBABLIEMY MJAOTUHY,
Ha 3KpaHax CTpaHbl OAHa TAaNAHTIMBAA KapTMHA CMEHsNacb APYron.
«CopokK nepsbii» I Yyxpas (1956), «/letat xkypasan» M. Kanatososa
(1957), «Cynbba yenoseka» C. boHaapyyka (1959), «bannaga o con-
nate» I Yyxpas (1959). dunbm «3actaBa Mnbmya» M. Xyumesa (1959
/ «MHe asaguatb net» (1965) ctan ogHMM M3 CUMBOJIOB 3MOXMN «OT-
Tenenn».

«OT1Tenensb» 1960-x rogoB HEHAAO/TO NPUBENA K MOABAEHUIO KU-
HONEHT, 0OCYKAatoLWMX NPOCTble, 6bITOBLIE BOMpOCckl. Puabm «Cepe-
*a» pexkunccepos WM. TanaHkuHa u . JaHenns (1960) no nosecTn Bepsl
MaHoBOW HaBceraa ocTanca B 61arofapHoOM NamaTu Ntoaen, MOCKob-
Ky B HEM paccmaTpuBaZINCb aKTyaslbHble ceMelHble npobnembl. Kak
¥UTb pebeHKy, ecn oH ocTancs 6e3 pogHoro oTua? Kak coBMecTuTb
MHTEpEeCbl B3POC/bIX U AeTel B cembe? Kak bbiTb pebeHKy npu noss-
JNIeHMM 0TYMMa, a 3aTeM M MAaaguero bpaTa? YTo npomcxoauT B Ayle
pebeHKa B HOBOM ceMbe? A ec/in 3TO NPOUCXOAMUT C NOAPOCTKOM?

OTBETOM Ha 3TOT Bonpoc ctan ¢unbm «Jukaa cobaka OUHro»
pexuccepa HOnua Kapacuka (1962), akpaHM3MpOBaBLUErOo NOBECTb
P. DpaepmaHa «[ukasa cobaka JuHro, unum Mosectb 0 NepBon 1068mU»
(1939). Apyroro nogo6Horo ¢pmMabMa, B KOTOPOM TaK OCTOPOXKHO Mo-
Ka3aHbl TOHYAWLWNE ABUKEHMUA AYLUM, HET.

A BOODLLE AETCKOE KMHO, CNeLMaNbHO CO34aHHOE No pacrnopsxe-
Huto naptum B 30-e rogpbl, 6b110 BeCbMa cBOeobpasHbiM peHOMEHOM
COBETCKOM KynbTypbl. C 04HOW CTOPOHBI, B PUAbMAX A5 «B3POC/bIX»
C TEYEHMEM BPEMEHU [ETU MOABNAAIOTCA BCE PEXKE U pPexe, UX Bpoae
6bl M HET B ceMbsAx cTpouTenel ceetnoro byayuwero. C gpyroi ctopo-
Hbl, B «AETCKUX» PpUAbMaxX AeTel MOJIHbIM-MO/HO. Kakum obpasom
OHW MOT/IN NOABUTLCA, EC/IN HE B pe3yNbTaTe MOYKOBAHUA MO cUCTEME
T. NlbiceHKo? Mpuyem, n3obparkeHne feTein B COBETCKMX KMHOKAPTU-
HaXx CTPaHHbIM 06PA30M COOTBETCTBYET MPUHLMMY XKUBOMUCHOTO MU30-
bpaxkeHus getel ot anoxm CpeaHeBeKoBbA A0 HOBOro BpemeHu.

W Tam, 1 TyT feTU — 3TO MasieHbKMe B3POC/ble, TOIbKO MeHbLLE
pocTom. Ho ecnn y cpeAHEBEKOBbIX AeTel HEAETCKM cepbe3Hbl 11333,
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CYpOBbI Bblpa*KeHUA /inL, o4eXKAa OAWH B OAUH NMOBTOPAET MOKPOM
o4eXAabl B3pOC/bIX, TO B COBETCKMX GUIbMAX AT MO0 y4acTBYHOT
B PEBOJIIOLUMOHHOM bopbbe, Mbo pa3obaayatoT WNMOHOB U AUBEp-
CaHTOB, KOMMpPYA NoBeAeHNe CTapLIero NOKOAEHUA CTPOUTENEN KOM-
MyHM3Ma. TakoBbl «Ckaska o Manbunwe-Knbanbumnwwe» pexucce-
pa E. lepctobutosa (1964), «Maccaxup c ,dKBaTtopa“» pexuccepa
A. KypoukuHa (1968), «Haitgn meHs, fleHa!» pexxkuccepa H. /lebeaesa
(1971), «byapbTte rotossbl, Bawe BbicoyecTso!» B. MNonkosa (1978) v ap.

Hebonblwoe oTCcTynAeHMe OT UAEO0NOMMYECKOTO CTaHA4APTa AaXKe
B JLeTCKOM KMHO He A0MyCKanocb. B KauecTse npumepa cownemca Ha
dunbm M. Kanuka «Henosek maet 3a conHuem» (1961), oTKpbIBWNIA
YKaHP «NO3TMYECKOro KMHOY». B dMabme paccKkasbiBaeTcs O pasHbIX /ito-
OAX, BCTPETUBLLMXCA B TeYEeHMe AHA NATUIETHEMY Ma/IbYMKy, O ero Ho-
BbIX BMeYaT/IeHMAX U NpeacTaBAeHUAX O XU3HU. Komnosutop M. Ta-
pusepamnes, CO34aBLINI My3bIKYy K GUIbMY, NOBEAAS O CNOXKHENLWeN
6opbbe ¢ KMHemaTorpaduyeckMM HavyabCTBOM 3a BbIXOZ, KApPTUHbI B
npokaT. MpUUYNHON CTan oTpuLaTeNbHbIW OT3bIB BTOPOro CeKkpeTaps
LK KM Mongasuun E. ocToBOro, He NOHMMAIOLLErO, Kak 3Ta KapTu-
Ha NMOMOXKET MOBbICUTb YPOXKaW KyKypy3bl B Mongasuu. Kpome atoro,
BbICOKMIA NAapTUMAHBIN HavyabHMK YKa3an Ha cepbesHblii naeonoruye-
CKMI npocyeT dunbma: «HenoBeK NAET 3@ COMHLEM, 3HAYMT, OH MAeT
Ha 3anag» [31, c. 51].

Bo «B3p0OCNOM» KMHO Ha MepBOM MNJiaHe y aBHbIX repoes pabo-
Ta, OHa BCe Yalle 3aMeHAeT UM cembto. BoT noTpacatowas «MpocTas
NCTOPUA» — COBETCKMI XyaoKecTBeHHbI dunbm K. Eroposa (1960),
pacckasblBalowWwmMii 0 npeacesatenie NOC/AEBOEHHONO Koaxo3a Anek-
caHape MNotanosoil. KoHeYyHO, 3Ta paboTa 3aTArMBaET YeNOBEKA BCe-
ro, 6e3 ocTaTka, TyT YK He 0 IMYHON XU3HW. [ToHMMas, YTO Tenepb
KM3HbIO 04YepUn CTaHEeT XKM3Hb KOJIX03a, MaTb ANleKCaHApbl TO/IbKO
COKPYLIEHHO B3AbIXaeT: «KTO K Tebs, MUAYLLKA, B 3TU MAIKU CYHYN?Y.

Bonee cypos ¢unbm «Kommccap» A. Ackonbposa (1967), pac-
CKasaBwuin o cyabbe Knasgum Basunosoii. Bpoae 6bl, Bce KaHOHbI
coupeanmsma cobntogeHbl: Bo Bpems paxKgaHCKON BOWHbI repouHS
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porkaeT pebeHKa, HO OHa He MOKET KO/bIXaTb JIH0/IbKY, KOr4a CcTpaHa B
KosibLe benorsapaenues M MHOCTPAHHbIX MHTepBeHTOB. O4HaKo Kap-
TWUHA BbILWA TO/IbKO Yepes ABaauath neT, u To bnarogapa C. lepacu-
MOBY, CNpsATaBlUEMY HeraTmMe, NpeAHa3HavyeHHbIM K cmbiBY. OcTaeTca
rafiaTb, 3a YTO CIOMA/IN KU3Hb pexrnccepy ACKONbAOBY, YBOMB €ro
CO LUTaMMOM B TPYAO0BOM KHUMKE «NPodeccUoHaNbHO HEMPUTOAEH Y,
WCK/OYMB M3 MAPTMM M NNLLIMB BO3MOXKHOCTM paboTaTtb no npodec-
cuun. Yto ucnyrano 6anTenbHbIX LeH30poB? To, YTO KeHLWMHa pogumna
CblHa WM YTO 3TO MPOM3OLW/IO-TaKM B Aome 6efHOro MHOrOA4EeTHOro
espes Ebuma MarasaHuka? Nam y komuccapa KpacHot Apmun bepe-
MEHHOCTb HE MOT/1a CNY4YUTbLCA No onpeaeneHnto? Unau, o yxac, bepe-
MEHHOCTb NPOM30LLIA HEOXKNAAHHO?

«UcTopua Acu KnaumHon, Kotopas nobuna, ga He Bbllwa 3a-
My» («AcuHO cyacTbe») A. KoHuanosckoro (1967), Tak:Ke Bbiwaa B
npokat 20 net cnycta. A 34eCb 4TO CMYTMAO0 NAPTUMNHOE HAYaNbCTBO?
Hekasnctaa XpOMOHOXKa, oTBepratoLLan HeatobumMmoro npu HyneBbixX
LIAHCAX Ha 3aMy»KecTBO C OTLOM ee pebeHKa? Man BKAOYEHHbIE B
®WNbM MOHONOMN Ce/lbYaH O XKU3HWU Ha PpoHTe 1 B narepax HKBA?

TpeTba KapTuHa 1967 roga — «B orHe 6poaa HeT», perkuccepa
I. MaHdwmnoBa, NoKasaBlWaa B APYroM pakypce Temy PeBOOLMU U
rpaX4aHCKOW BOMHbI, YyaoM mn3bexana LeH3ypbl, B OTIM4YME OT pe-
ueH3mMn Ha ¢unbm B. BorkoBuua, onybnmkoBaHHOM Tonbko B 1990
rogy B XypHane « CoBeTckui akpaH» No 3.

O 3aBepLUeHnM nepmoaa «oTTenenn» CBUAETENbCTBOBA PAL, XYy-
[OXeCTBEHHbIX KMHONEHT («AHapelt Pybnes» A. TapkoBckoro (1966),
«UNHTepBeHums» I. Monokn (1967) n Ap.), okasaBLIMXCA NOL 3aNpeTom.

MpoBegeHHble M. HabckMm nMccnenoBaHUs NOKasanu peskoe na-
OeHWe MHTepeca 3putenein K Guabmam Ha NPOM3BOACTBEHHYIO TEMY, O
paboyem Knacce M 0cobeHHO 0 peBoNLMOHHON Bopbbe (¢ 11,7 MAH.
80 1,7 mnH. yenoBek ¢ Hayana 1970 no Hayano 1980 rr.). B To e Bpe-
M GUNbMbI 0 N1106BKU, 06 OTHOLLEHMAX B CEMbE BbININ NPUBAEKATENbHBI
ana 41 % 3putenbckoit ayautopum [32, c. 10]. U xoTa Takue coumono-
rMYecKme TOHKOCTU BPAL, I MHTEPECOBAN KMHEMATOrpaduyeckoe Ha-
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4yanbcTBo, B 1970-e roapl TakTMKa GOPMMUPOBAHNA KOMMYHUCTUYECKOTO
MWPOBO33peHMA n3MmeHunacb. Hanpumep, 8 dunome «Hagexaa» M.
[oHckoro (1973) peBontoumoHHoW aestenbHocTn H. Kpynckoi u B.
YnbaHoBa (/leHnHa) npuaaeTca ocoboe oyapoBaHue Ha GpoHe UX BO3-
BbILUEHHON Nto6BK. B dunbme patoTca BesMKoenHble NMaHOpamHble
cbeMkm EHuncesn, a Takke mecTa ccbiiku JleHnHa 8 ceno LUyweHckoe, o
KoTopom ecTb BocnomuHaHua H. Kpynckoi. «[ewesBn3sHa B atom LLy-
LeHCKoM bblna nopasuTenbHasa. Hanpumep, Bnagumup Unbmy 3a ceoe
“kanoBaHbe” — BocbMMpybneBoe nocobve — MMeN YMCTY0 KOMHa-
TY, KOPMEKKY, CTUPKY M YMHKY Benba — M TO CYMTANOCh, YTO LOPOro
naatmT ... Mpasaa, 0ben 1 y»KMH B6bl1 NPOCTOBAT — OAHY Heaento ANA
Bnagmumunpa Unbuya ybrusanm 6apaHa, KOTOPbIM KOPMUAW €70 U30 OHA
B [€eHb, NOKa BCEro He CbecT; KaK CbecT — MOKyMa/iv Ha Hefento MAca,
paboTHUUA BO ABOPE — B KOPbITE, I4e KOPM CKOTY 3aroTOBAAAM, pPy6u-
N3 Kyn/ieHHOe MACO Ha KoTneTbl Ana Bnagummpa Unbuya, — ToXxKe Ha
Lenyo Hedento... <..> MOJIOKA W WwaHer 66110 BAOBOAbL U ANA Bnagu-
mupa Unbuya n ans ero cobaku...» [33, c. 24]. CTpaHHO, 4TO, NOKa3as
NPOryaKkn peBostoLMOHepoB No npoctopam Cubupwu, dpuabm oboluen
BHMMaHMEM 3Ty ObITOBYIO CTOPOHY MONIOAOW CCblIbHOM YeTbl, AyMato,
dunbm cTan bbl XMTOM NPOKATa Ha MHOTWE Tofbl.

B anoxy 3acTos cOBETCKMIM KMHemaTorpad Obln nogeneH Ha yyact-
KM, 33 KaXKAbIM U3 KOTOPbIX CNeLmanbHO HaZ3Mpaa COOTBETCTBYOLLMIA
coTpyaHuK otaena Kynbtypbl LK KMCC. A 4yto 3a Kagpom 60nbLIMH-
cTBa PUAbMOB 3TOro Nnepmoaa? Jlyywme s HUX, BOSIbHO UAN HEBO/b-
HO, KOHCTaTUPYIOT OTCYTCTBME CYACT/IMBOM CEMbU B COBETCKOW CTpa-
He. Bcem namATHbI MHTEPECHbIE, HO OANHOKME «BO3PACTHLIE» repOouU
«KanuHbl KpacHoi» Bacunua LykwuHa (1973), «AdoHu» leoprus
Oanennn (1975), «MpoHnn cyabbol, nam C nerkum napom!» Inbvaapa
PsasaHoBa (1975).

B 1979 roay HauMHatoT NoABNATLCA GUAbMbI, PaCCKa3blBatOLLNE O
npobaemax cembu B CCCP. Mpexae Bcero — 310 nevyasbHas Komeaums
I. JaHnenna «OceHHMt mapadoH». B menoapame B. MeHbLlwoBsa «Mo-
CKBa C/1e3aM He BepUT» 3adUMKCMPOBAHO ABNEHNE «COBETCKOM CBaxmy,
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YCTPaunBatoLLEN IMYHYIO }KU3Hb TEX, KKOMY 33 ...AUaTb». B 1980-e roap!
WHTepec K 3Tol Teme ycuamnca. B kuHoneHte «OgMHOKMM NpesocTaB-
naetcsa obwentme» pexkmccepa C. CamcoHoBa no cueHapuio A. UHn-
Ha (1983) opraHuW3aLMa 3HAKOMCTB Y»Ke NOoCTaB/eHa «Ha MOToK». U
BCE PAaBHO K 3TOMYy BpPEMEHW MO/0AAA XEHLMHA HAa NPOM3BOACTBE
BOCMPUHMUMANACh KaK HeXKenaTesbHbIA COTPYAHWUK, MOCKOJIbKY M3-3a
Hannuma geten 6yaeT NOCTOAHHO 6paTb 6ONbHUYHBIN JICT.

Tem 6onee HeoXKMAaHHbIM cTan dunbm «OgHaxKabl 20 net cny-
cTaA» pexuccepa 0. Eroposa (1980), pacckasaBLlwmnii 0 CEMbE, BOCMU-
TbiBalOLWEN Lienblx aecatepblx geTtei! Ha doHe KMHONEHT ¢ 6e3aeTHbI-
MW repoaMmn GUNbM O «ABaXKAbl MaTepPU-reponHe» CTasl HaCTOALWMM
OTKpoBeHMeM. K corkaneHuto, poab MHOTOAETHON MaTepu 4OCTaNach
BblAaloLWeNca akTpmce TobKo B duabme. Tem He MeHee, BMECTO Ha-
[0€eBLIEro 3a LWeCTb AeCATUNETUI BbINyCKa PEKOPAHOr0 Ko/MYecTBa
YYryHa 1 CTann, 3puUTeNam NoKasaam «o4eBMAHOe-HEBEPOATHOEY: Ha-
crosawmx geten! Takoro «nepeocmbiCNEHUNA» CTAXaHOBCKOM UAEN HU-
KTO He 0XWaan, n 3auHTPUroBaHHbIE 3pUTEIN NOCMELWNAN B KUHO.

B ypHane «COBETCKUI 3KpaH» Obl0 CKazaHo: «be3 rpomkumx
CNOB U HPaABOYYEHUM PUAbM NOAHMMAET OAHY M3 BaXKHEMLWUX, Ha-
3peBLlIMX Npobnem cerogHAWHeN Hawel KnsHu. NMpobaemy, o KoTo-
POt cerogHA roBopsAT, NMWYT Agemorpadbl U SKOHOMUCTLI. Beap Hawwm
MaJsieHbKMe AeTM — 3TO 3aBTpallHMe rpakaaHe CTpaHbl, ee MO3r, ee
pyKu, ee byaywee. ®uabM He TO/IbKO BOCKPELIAET TPaAULMOHHbIN
O PYCCKOro MCKYCCTBa MPEKPacHbIi 06pa3 KeHLMHbI-MaTepu, He
n36a10BaHHOM BHUMaHMEM Hallero KuHemaTorpada, Ho M OTKpbIBaeT
HOBble ero rpaHm» [34, c. 5].

OfiHaKO «CBET/IbIA NMYTb» K MHOFOAETHOM CeMbe Ha 3TOM duabme
M 3aKOHYMUCA. 3puTensm 6onblue HPaBUAUCL UCTOPUMN NPO OBbIYHYIO
YKM3Hb NPOCTOM COBETCKOMN 30/YyLIKKN, 6e3 pekopaHOro KoM4ecTsa oT-
MPbICKOB.

®dunom UN. MacneHHnKoBa «3MMHAA BMLWHA» (1985) pacckasan o
cyabbe Tpex noapyr, ogHa U3 KoTopbix besaeTHa, a ABe gpyrve pas-
BeAeHbl U, N0 CYyTU, MaTeEPU-OAMHOYKN. ITa KapTuHa — cBoeobpas-
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HaA aHTMTe3a «CBeTnoMy nyTu». [NaBHYH reporHio GUibMa MOXKHO
Ha3BaTb «30/1yLIKON-HAa0b0POT»: TPYAOBLIM MOABMIam OHa npeano-
YUTAET TUXYIO CNYKOY B KayecTBe MPOCTOro COBETCKOMO WMHXKeHepa.
[epOonHA He COCTOUT B MAPTUK, HE UMEET He TO YTO OPAEHOB, HO Aaxe
MOYEeTHbIX FPAaMOT, 3aTO BOCMMUTLIBAET CbiHA AHTOLWKY. U3HEHHbIM
Kpeao 3ToM MO0AOM KeHLWMHbI cTana ¢pasa «Cembs, OHa Kak Poau-
Ha, NPOCTO A0/IXKHA ObiTh! MHaue B KM3HW HET HUKAKOro cmbicaal..».
KaK B cKasKe, *KM3Hb NpeasiaraeT el Ha BbIbop 4719 CEMEMHOr0 CYacTbA
CHavyana csoeobpasHoro «MBaHyLWKy-aypayka» BeHMamuHa, KUBY-
LLLero ¢ Mamoi M NULWYLEro KaHAMAATCKY aAnccepTtaumnto. HamsHbIM
XONOCTAK MOKngaeT Keaptupy Onbrv B NEPBbIA Ke AeHb, OCO3HaB
HEeCOBMECTUMOCTb MX COBMECTHOM KU3HWU. Y «CKa304HOro MpuHLAy,
npeanaratowero Onibre 3amyKecTBo U 0b6ecneyeHHyro *K13Hb Ha aBe
cTpaHbl, — CCCP (MockBsal) u Wsenuapwutio (1), aaxke nma «sonwebHo-
nmnopTHoe» — lepbepT. OH KpacuB, MMMNO3aHTEH, TPOraTe/IbHO 3a-
60TMTCA 06 AHTOLLKE M roToB, Kak TaHs Mopo3oBa, Bce 61ara KU3HM
CNOXUTb K HOram M36paHHMUbl. A Onbra-301yLKa, BONPEKN JIOTUKE
pacuyeTa, BO3BpaLLaeTcs K Ntlobumomy «cepeaHsauky» Baaumy u octa-
eTCA C HAM B KayecTBe BCe TOM e N060BHULbI U MaTepPU-OAMHOUKM.

[pyroe geno — BocbMucepuiiHbIi Teneduabm npo fannHy bpex-
HeBy («lanuHa», pexkuccep B. Masnos (2008)). CioxKeT BMOMHE B Ayxe
coupeannsama, Tak CKasaTb, MHOrocepuitHoe npoaoxeHne «CBeTnoro
nyTu»: 0 AeTAX 30/1yLIKKU, COCTOABLUEN B 3aKOHHOM HBpaKe C COBETCKUM
npuHLem-reHepanbHbiMm cekpeTapem LK KMCC. O pebeHke, poams-
LUEMCA B 3TOM BEHLLEHOCHOMN CEMbE C 30/10TOM JIOXKKOM BO PTYy, U, NO
3aKOHaM CKa304HOrO XaHpa, 3TOM CaMO /IOXKKOM U NOoAaBMBLLEMCA.

A BOT ABEHaALATUCEPUIMHBIA TEeNeBU3UOHHbIN dunbm «Pypue-
Ba», pexuccep C. Masnos (2011). «CeeTnbl NyTb» EKaTepuHbl PypLe-
BOW NpOJier OT CeNbCKOM «30MYLWKN»-TKAYUXM A0 «X03A1MKM MOCKBbI»,
Yy/sieHa NPaBUTENbCTBA, MUHUCTPA KYAbTYPbl, NPAKTUYECKM MOBTOPAA
ncroputo TaHn Mopo3oBoi. OaHaAKo 3puUTenu, AenAcb CBOMMM Bre-
YaTNEeHUAMU B UHTEPHETE, OTMEYAOT, YTO FEPOMHSA YacTo MoCTynaeT
raflko, YTO OHa «FraZMHA» U KXULLHUKY.
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Ho pasBe MOXeT 6bITb «XMLLHAA ragmuHa» 30/yLWKon?

He cTouT MpoHUYHO BOCNPUHUMATL coBETCKME GUIbMbI O PEBO-
ntounn, JleHnHe, cTpoUTENbCTBE coumanmama. Mpu Bcen Ux «CKasou-
HOCTWU», 3TN GUAbMbI B CBOEM BO/IbLUMHCTBE CO34aHbl NtoabMu, Hes-
3aBeTHO BepMBLUMMM B CBET/I0E KOMMYHMUCTMYeCKoe 3aBTpa. bonee
TOro, 0OCO3HaHMe BbICOKOM MUCCUM KMHO B Aene CTPpOoUTeNbCTBa npe-
KPaCHOro KOMMYHMCTUYECKoro ByayLiero 3acTaBasio COBETCKUX KU-
HOAMB NPUHOCUTb CaMYIO APAroLEeHHYIO }KepPTBY Ha anTapb UCKYCCTBA
— cyacTbe maTepuHcTBa. bosnee AByx AECATKOB HEBEPOATHO Kpacu-
BbIX, YMHbIX KWNHOQKTPUC KWK B aBCONOTHOM COOTBETCTBUM C MAEEN
CBET/10ro 6€34eTHOr0 KOMMYHUCTUYECKOTO 3aBTpa.

Ho aTo Bpems npoLwno, u Tenepb mMbl cTapaemca 6e3 upoHuu Boc-
NpUHUMaTb BYPHYIO NH0HOBbL MOCTCOBETCKOrO KMHemaTorpada K poc-
CUIACKMM nmnepaTpuuam. besycnosHo, € yBarKEHMEM OTHOCMMCA K
drnbmam 06 yyeHbIX U NMOIKOBOALAX, BCEX, KOTO Mbl UMEHYEM BblAa-
IOLLMMUKCA NCTOPUYECKUMN geaTenamn. HenoHATHO TONbKO MHoroce-
puitHoe oborKaHune BperkHeBa U NPOUYUX «/IMAEPOB 3aCTOA», KOTOPbIE
B CPAaBHEHMUU C «MNJIAMEHHBIMW PEBOIOLMOHEPAMUNY», KAaK TOBOPUTCA,
N POCTOM MOHUNKE, U BOSIOCOM MOXKMUMKEY.

MMeHHO B «3010TOE» 3aCTOMHO-6peXKHEBCKOE BPEMS B pe3ybTa-
Te HeyCbIMHOro BOCMUTAHMA CTPaHbl B lyxe KOMMYHU3Ma, NO AaHHbIM
B. CmupHOBa, HeTTo-KoadduMumMeHT (KoadbduumneHT 3amelleHns ao-
yepbmu matepeit) B 1980-e roabl coctaBun B CCCP meHblie 1% (npwu
enaemoit Hopme 1,2). K 1980-m rogam B CCCP npaAmo o603HaumMnoch
BbIMMpPaHMe HaceneHusa. CMepTHOCTb MPEBbICUIA POXKAAEMOCTb 60-
nee yem Ha 50% Bo mHormx permoHax Poccuiickon ®epepaumn. Boi-
MmupaHue B CCCP 6b1710 HanpAMYyto CBA3aHO CO CTPAXOM HaceNneHus 3a
byayLiee CBOMX AeTel B yCI0BUAX COLMaAN3Ma, 3To Bblaia naccusHas,
oT4yanHHaa dopma HenpuATUa perkmuma [35]. Tak gemorpaduyeckas
CUTYaLMA B CTPaHe CTafa NPUYNHON NepPecTpPomKu.

Ecnv nocmoTpeTb Ha gemorpaduyeckyto Kapty 2012 roaa, cusib-
Hee BCEero 0 CUX Nop UAET BbIMUPAHUE Ha eBPOMENCKOM TEpPUTOPUM
Poccum (Kak u no gaHHbim M. CopokunHa 3a 1917-1920 rr.). 3aecb B
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APEBHOCTM aKTUBHO GOPMMPOBASICA PYCCKUIA 3THOC, MOKa ELLe COCTaB-
NAWMNA TUTYNbHYIO Haumto Poccuiickon ®eaepaumn.

C 1970-x rogos npobnemy ybblan HaceneHUa KPYmnHbIX CTapuH-
HbIX TOPOAOB PeLlasM 3aBO30M «JIMMUTYUKOBY», HO, MALA KLUMPOKO
3aKpbITbIMK rnasamu» ¢unbm B. MeHblwosa «MocKBa cnesam He Be-
puT» (1979), cemeiHoe c4acTbe NOCETMO TOIbKO OAHY M3 TPeX Noa-
pyr, NOKopABLMX cTonmuy. Cellyac HacesieHMe CTpaHbl YyBeANYMBaET-
CA 33 CYET «TPYAOBbIX MUIPAHTOB», OAHAKO BOXAeneHHble 400 MH.
YyesIoBEK OCTA/IMCb MeYTOM, KaKk 1M Bo BpemeHa CCCP. [laxe nonoBMHa
OT 3TOM UMdpPbl HEAOCTUKMMA B HACTOSLLEE BPEMS, XOTS, KaK B CBOE
Bpema B [lpeBHem Pume, OCyLLEeCTBAAKOTCA BbiNAaTbl Ha pPOXKAeHue
OeTell, UMeHyeMble Yy HaC «MaTePUHCKUM Kanutanom». CpaBHMBas
QHTUYHbIE BPEMEHA C COBPEMEHHOCTbIO, MOXHO CAENaTb BbIBOA, YTO
CCCP 1 BO BHeLLHEMN, M BO BHYTPEHHEN MOIMTUKE HE XBATU/I0 YyBCTBA
Mmepbl, GUA0CODCKOM KaTeropmm, CToNb NOOMMON APEBHUMU FpeKa-
MU. A BElb KOMMYHUCTUYECKOE BOCMUTAHME L0 CMNOLWHbIM GPOH-
TOM MO BCEM BUAAM UCKYCCTBA — MKMBOMUCK, CKYNbNTYPE, rpaduKe,
My3blKe, uTepaTtype.

MHe moryT BO3pa3uTb, YTO [JTaBHOW MPUYUHON Aemorpaduye-
CKOM npobnembl CTana BTopas mmpoBas BOMHA, NOCAe KOTOPOW Mo-
CNefoBaTeIbHO YMEHbLANIOCh KOIMYECTBEHHO KaXKAoe MOKoAeHMe.
3TO TaK, MOMHIO U YHUBEPCUTETCKME NIEKLMM O NOBTOPEHWUN HalLeW
CTPAHOM CXOXKMX AeMorpaduyeckmx NpPoLeccos CTO NET CAYCTA nocnie
®paHumun. A ecam ele ryb:ke B UCTOPUID, TO MOXKHO BCMOMHUTb U
¢pa3y HanoneoHa boHanapTta 06 ogHoOM Houn Mapuka, BOCNOAHSALO-
el BOoeHHble noTepun. Bce 6b110 6bl BepHO 1 ana CCCP, ecnun b6bl He
KONNEKTUBM3ALLMA, 3aMyCTUBLIAA OTPULATENbHBIN Aemorpaduryeckuii
«CYETYMKY.

B nocnegHue roabl cTano AcHo, Yto 6e3 naeonornyeckon noa-
OEPKKN OQHMM MATEPUHCKUM KanuTasioM MOBbICUTb POXKAAEMOCTb B
Poccun He yaaeTca. Hayasnocb Npon3BOACTBO POCCUNCKUX PUIBMOB C
YCTaHOBKOW «TO/IbKO Ha POMaH, TOJIbKO Ha CEMbIO U Nt060BbY». NosABU-
JIUCb XYAOXKECTBEHHbIE U AOKYMEHTaNbHble UNbMbI, TeNenepesayn,
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B KOTOPbIX [NaBHble repou — npegnpuHUMaTenu, NoanMTUKK, Cnop-
TCMEHbl — yCMeLWHO coyeTatoT paboTy ¢ 3aboTamm 0 60/bLIOM KONU-
yectBe getei. Mpy 3TOM COBpEeMEHHbIE aKTepbl YacTO MMEIoT YeTBe-
po-NATEPO AeTei He TONbKO Mo GUAbMAM, HO U B pPeasibHOM KU3HMU.
OpHaKo BbixoZda M3 gemorpaduyeckoro Tynuka noka He Habawogaer-
cA. Miaeonormnyeckme ycTaHOBKM He paboTatoT, eC/iM HET HaAeXKAbl Ha
Nyylwee byayuiee.
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YIMYHbIN TEATP

B COBPEMEHHOM MEAWANPOCTPAHCTBE
KAK PEAYUMPOBAHHAA ®OPMA
KAPHABA/IbHOW NNOLWAAN*

AHHOTaumA. B HacToAwWwel cTaTbe paccmaTpuBaeTca npobnema nepeHece-
HUA cneundUKM KapHaBa/lbHOTO CMeXa B COBPEMEHHOe MeamanpocTpaH-
CTBO, pacKpblBaemas Ha NpuMmMepe COBPEMEHHOrO YANYHOro Teatpa. ABTop
CYMTAET, YTO eC/IM KapHaBa/ibHaA KyabTypa, chopmmpoBasluanca B EBpone,
CEeroAHs NpPoXoAuT eCTeCTBEHHYIO CTaAMIO pacnaga Ha oMOpP U UPOHUIO, TO
poccuiickan KapHaBasibHas Ky/ibTypa, YacTbio KOTOPOW ABNAETCA YANYHDBIN
Teatp, elle He A0 KOHLA CPOPMMPOBABLLMCH, OKa3anacb NOrpyXeHa B uud-
pOBYIO 3MOXYy, B KOTOpOW HabnogaeTcs CTpemuTenbHOe BUAOM3MEHEeHue
cMexoBoW cTuxmun. ObpallaeTcs BHUMaHMeE Ha Bce bosiee yBeMUYMBAOLWNIN-
€S UHTEPEC HayKM K U3yyeHuto cneundrKmn 4YenoBeyeckoro gnmanora u lomo-
pa B UHTEPHET-KOMMYHUKALUW.

B cTaTbe yTBEPKAAETCA, UTO TE Y/IMYHbIE TeaTPbl, KOTOPbIE MMEIOT YCTONYN-
BOE KapHaBa/ibHOe AAPO0, COXPAHAIOT HaMbObLLYIO HE3aBMCMMOCTb OT BO3-
MOXHOCTEN MHTEPHET-KOMMYHMKALMKN, HECMOTPSA Ha aKTMBHOE MCMO/b30-
BaHME UMW BCEX COBPEMEHHbIX CBOMCTB Meama (penankaumm, AMaxpoHun,
CUMYNbTAHHOCTU, MY/ITUNIMLUMPOBAHMA U ApP.).

* Pe3ynibTaTbl MOJyYEHbl B PAaMKax BbIMOJHEHUA TOCYAAPCTBEHHOTO 3a4aHna MUHOBPHayKu
Poccumn (Homep ansa nybankaumii: 27.7384.2017/8.9)
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B KauecTBe MOATBEPMKAEHWA 3TOrO TE3MCa PAcCMATPMBAOTCA TpU GopMbl
YIMYHOM TeaTpasbHOM KyAbTypbl: yAUYHbIN TeaTp (TeaTp-IKc); dpectnBanb
YANYHBIX TeaTpoB (pectmsanb Burning Man); pasnmuHblie HayyHo-npocae-
TUTENIbCKME MPOEKTbl B 06/1aCTU Pa3BUTUA YIMYHOWN TeaTpasbHOMN Ky/bTy-
pbl (NpoekTbl B. MonyHuHa «[ypaku Ha Bonre», «KapaBaH Mupa»; NpoOEKT
Teatpa-IKc «[lepeBeHcKuii TeaTp»).

Pan-6aTTn NpuBOAMTCA B Ka4ecTBe NpUMMepa M3HaYvabHO peayLupoBaHHOM
B MeAManpOoCTPaHCTBE KapHaBabHOW MAOWAAN, KOTOPas, N0 CPABHEHUIO C
YMYHBIM TEaTPOM, B OTAE/bHbIX CBOMX popmax (lomope, MpoHUK, caTupe),
3BYYUT LOBOLHO FPOMKO.

B 3aKntoyeHUW fenaetcs BbIBOL O TOM, YTO CMOHTAHHbIM KapHaBa/bHbIN
cmex B pan-6atTiax v B YIMYHOM TeaTpe, B OT/IMYME OT tOMOpPa U MPOHUM,
NIerko BOCMPOM3BOAUMbBIX B MEAMANPOCTPAHCTBE, HEBO3MOXKHO MMUTUPO-
BaTb. JTO, B CBOI o4epenb, ABAAETCA A0Ka3aTeNbCTBOM TOTO, YTO KapHa-
Ba/IbHbI CMEX MaKCMMaIbHO CONPOTUBAAETCA MOMbITKAM JIULWUTL ero Tene-
CHOro 6bIToBaHMA.

ABTOp onupaeTcs Ha no3uumu M. BaxTnHa o peayUMpoBaHHbIX popmax Kap-
HaBa/IbHOTO CMexa; Ha TeopeTnyeckme nosunumm A. KosunHuesa u B. LLKknos-
CKOro O FOMOPUCTUYECKON Mpupoae napoguu; Ha Teoputo b. MoplwHesa o
TOPMO3HOM JOMUHAHTE.

KntoueBble cnoBa. YInuHbI TeaTp, MeananpocTpaHCTBO, peayLMpoBaHHasn
KapHaBa/ibHaa naowagp, pan-6atmi, M. baxtuH, A. KosuHues, b. MopLuHes,
B. LLIKNOBCKWUIA.
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THE STREET THEATRE

IN THE CONTEMPORARY MEDIA SPACE
AS A REDUCED FORM

OF THE CARNIVAL PLAZA*

Abstract. The present article examines the issue of transferring the
specificity of carnival laughter into the present-day media space, revealed
on the example of the contemporary street theatre. The author holds true
that while the carnival culture formed in Europe is presently going through
the natural stage of disintegration into humor and irony, the Russian carnival
culture, part of which is the street theater, not having yet been fully formed,
has been forcibly submerged into the digital era in which one can observe a
rapid modification of the element of laugh. Attention is drawn to the ever
increasing interest on the part of science in studying the specificity of human
dialogue and humor in internet communication.

The article asserts that those street theatres, which possess a strong carnival-
based core, maintain the greatest independence from the capabilities of
internet communication, notwithstanding their active use of all modern
media properties (replications, diachronies, simultaneities, multiplying, etc.).
As a confirmation of this thesis, the three forms of the street theatrical
culture are examined: street theater (Theater-Ex); the street theater festival
(the “Burning Man” Festival); as well as various scientific-educational projects
in the field of street theatrical culture (Vyacheslav Polunin’s “Fools on the
Volga,” “Caravan of the World”; “Village Theater,” a project of Theatre-Ex).

* Results have been received within the framework of carrying out the state goal of the Ministry
of Education and Science of Russia (Number for publications: 27.7384.2017/8.9)
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Rap battle is given as an example of carnival plaza, which was originally
reduced in the media space, and which, in comparison with street theater, in
some of its forms (humor, irony, satire) has a rather loud sound.

In conclusion, it is inferred that spontaneous carnival laughter in rap battles
and in street theater, in contrast to humor and irony, the latter two easily
reproduced in the media, cannot be imitated. This, in turn, presents a proof
that carnival laughter resists to the utmost degrees any attempts to deprive
it of its corporeal existence.

The author bases herself on the positions of Mikhail Bakhtin regarding
the reduced forms of carnival laughter; on Alexander Kozintsev and Victor
Shklovsky’s theoretical positions regardiing the humorous nature of parody;
on Boris Porshnev’s theory of brake dominant.

Keywords: street theater, media space, reduced carnival square, rap battle, ,
M. Bakhtin, Alexander Kozintsev, Boris Porshney, Victor Shklovsky.

Bo3poclwnit MHTEpeC K ABUKEHUIO YMUYHbIX TeaTpoB B Poccuu
B NocnegHue rogbl BblparkaeTca B MHTEHCMBHOM UX pocTe. TOIbKO B
2016 roay B Poccum 6bi10 3adMKCMPOBAHO He MeHee 16 mexayHa-
poaHbIXx decTuBanei yanyHbix Teatpos. B nocnegHue 10 net oTeve-
cTBeHHble uccnegosatenu . bokypaase, 0. KysoseHKkosa, [1. Mou-
ceesa, O. Haymosa, T. ladap, A. liucuukni, A. Nasnos, E. y6bMHKNHA],
J1. AzapeHkos, T. ®egopeHko, O. XKyKoBa 1 apyrme akTMBHO uUccneay-
IOT YINYHbBIN TeaTp B KOHTEKCTe GecTUBa/IbHOIO ABUMKEHUS.

3apyberkHblXx aBTOPOB Bce 6o/blue MHTEPECYT CoLMasibHbIe
[1, c. 10-13, 15] 1 nonMTUYECKMe acnekTbl yAMYHOro Teatpa [2]:
paguKanbHbi npoTecT [3, c. 342—-345]; aBuXeHMe MUrpaHToB [4,
c. 120-121]; nponaraHaa; maccoBoe MUcKyccTBo [5, c. 57-71]; nepdop-
MaTMBHble NPaKTUKK; MPUKAaZHas apama u Teatp [6, c. 170-175]; 0b-
pa3soBaHue [7, c. 18-20]; pa3paboTKka M MpaKkTMKa NCUXO-KOPPEKLM-
OHHbIX, apT-NPOPUNAKTUYECKUX METOAOB TeaTpa U Apambl B paboTe
C MOJIOAEKHBIMW U NOAPOCTKOBBLIMW NMPOTECTHLIMU HACTPOEHUAMMU
(oT wyTKM oo Npamo arpeccun) [8, c. 100-104]. MoXKHO CcKasaTb, YTO
cerogHA HabnaaeTcs CHUMKEHME WHTepeca K GeHOMEHY YINYHOro
TeaTpa B 3apybeXkHOoM HayKe, 06bACHAEMOe PacTyLLMM KOAMYECTBOM
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Aybnepos yNMYHOro TeaTpa, Masio NOXOXKMUX Ha OpUTMHaN (3penuiue,
payc, KOHLEPT NOA OTKPbITbIM HEOOM, CNEKTAK/b U Ap.), CO34aM0LLMX
olLyLLeHNEe ero MPUCYTCTBMA B 3aKOHCEPBMPOBAHHOM BMAE, 06pe-
YEeHHOM Ha BEYHYIO XU3Hb B Meguacpege. Konua, no mHeHuto XK. bo-
ApuinAapa, NoABeprwanca, KMCKYCCTBEHHOMY CTapEHUIO, B KOHLLE KOH-
OB, HAYMHAET BOCMPUHUMATLCA KaK MOAANHHMKY [9, ¢. 5].

Ha stom ¢oHe Hecko/ibKO 3ano34asioe BHUMaHWE POCCUIMCKOM
HayKM K ABIEHUIO Y/IMYHOTO TeaTpa BNosiHe 06 bACHNUMO. YINYHbIV eB-
ponenckmn TeaTp, nepexunswmnii 8 1980-1990 roabl NMK cBOEro pac-
LBEeTa, POCCMIACKAn TeaTpasibHasA KyNbTypa aKTUBHO OCMbIC/AET TO/b-
Ko nocnegHue 20 ner.

TNaBHbIN NapafoKC BUAUTCA B TOM, YTO YIMYHBIN TeaTp B Poccum
KaK 4aCTb KapHaBa/IbHO-TE/IeCHOro MMpa NoABeprca BUPTyanm3aumm,
He ycnes ewe chopmMMpoBaTbCA. APKoe NPOABAEHME BHELIHUX NpK-
3HAKOB Y/IMYHOTO TeaTpa B Poccum, a TaKKe pe3Ko BO3POCLUMIA K HeEMY
Hay4YHbI MHTEpeC MOTYT YKa3blBaTb HE TONbKO Ha AedULMUT YIMYHOTO
TeaTpa, HO M Ha ero NOJIHOE UCYEe3HOBEHMeE.

He cnyyaitHo npobnembl BUAOMIMEHEHUA AMANOra U CMEXOBOW
CTUXMM B BMPTYyasibHOM NPOCTPAHCTBE ABAAKOTCA CcerogHsa Hambonee
aKTyaNbHbIMW AN 3apybeHbIX uccnepoBaTenel, Yel o6 beKT n3yye-
HWA CBA3AH C A3bIKOBbIMW CPEACTBAMM, UCMONb3yEMbIMU ANA CO3Aa-
HWA LEHHOCTEN U CMbIC/IOB B ceTeBol KynbType [10, c. 48)]. OcobeHHo-
CTAM NYy6AMYHOCTN COBPEMEHHOTO MeAManpPOCTPaHCTBA MOCBALLEHbI
ctatbu J1. PakoBa [11, c. 76—79]. Mpobaema yceyeHHOro BUTA/IbHOrO
onblTa B BUPTYaNbHOM cpeae nogHMManach M. Bupuabo [12]. CeolicTBa
Meamacpesbl, aBTOMaTU3MPYOLWME CaM NPOLLECC NMOPOXKAEHUA CMeLL-
HOro B LMdPOBYIO 3NOXY, YHUPULMPYA OTHOLIEHME K ITOMY ABNEHMIO
Yy MOJI0A,0r0 NOKO/IeHUs, aHanusunposanmch M. KyHue [13, ¢. 101-106].
OH faxKe BBeN NOHATUE «3Moxa LMPPOBOro Kommuyeckoro». Tema Bup-
Tya/bHOrO AManora packpbiBaeTtca B paboTax P. YuTakepa [14].

Bonpocbl gedpopmaLiMm CMEXOBOM CTUXUMU (MOMEHTaIbHOIO pac-
NPOCTPaHEHUA OMOpPa B MeANAKOMMYHUKAUMAX Yepe3 yABOeHMe,
CMexoBble KOoMuW, ABOMHUKM, Ay6aepbl) OTpaXKeHbl B OTAE/bHbIX pa-
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boTax oTevyecTBeHHbIX uccneposatenent P. Kacumosa [15, c. 10-23];
M. PiomunHoM [16] u gp. H. XpeHoB npeanonaraet, YTO «BO3MOMKHO,
Mbl HAXOAMMCA HaKaHyHe HOBbIX Gopm BUpTyanusaumm» [17, c. 28].
B HekoTOpbIx paboTax MeAManpoCTPAHCTBO TPAKTYETCA B KaTEropuax
KapHaBana [18; 19, c. 286].

[aHHbIl 0630p MccneaoBaHMn, NOCBALWEHHbIX cneunduKke oblie-
HUA B MHTEPHET-KOMMYHMKALMK, B YAaCTHOCTU, PAaCCMOTPEHUIO CMe-
XOBOW CTUXUK, NO3BONAET NPEANONOXKUTb, YTO AedopmaLmsa cmexa B
BMPTYasibHOM 06LEeHNM HensbexHa U JonycTUMA. TaKxkKe 3To cBuae-
TENbCTBYET O TOM, YTO B BUPTYya/IbHOM MUPE TaKMe OCHOBbI KapHaBania
KaK MpuyalleHme BCceX KapHaBasibHbIM CMEXOM; YETKOe pasgenieHune
Ha HW3 1 BEpX; Ha MAaTepuanbHOE U AYXOBHOE; HA XOPOLLEE U N/IOXOE;
pasrpaHnyeHne peasbHOCTU U BbIMbIC/a, MOTYT 6bITb IEFKO MPOUTHO-
pupoBaHbl. B nogobHOM ciyydae NPomMCXoanT Co3HATeIbHOE paspyLue-
HWe KapHaBa/ibHOW Mepapxun, B pesysibTaTe Yero Mbl B JIy4Lem Cy-
Yyae nosyyaem becnnoTHble peayLMpoBaHHble (6e33ByYHble) hopMbl
KapHaBa/ibHOW N/OLWAAM, HO HE CaM KapHaBasl.

MepemelleHre «KapHaBabHOW NAOWAANY B UHTEPHET HE TOJb-
KO He CHUXXAeT MOJIOAEKHOW arpeccum, ee NpPoTECTHOIO HAcTPOS, HO,
HanpoTtue, yBennumsaeT AedULMUT KMUBOFO, AManornyeckoro obluue-
Hua. O6 3TOM APKO CBUAETE/NbCTBYET BO3PACTatOLLAA NONYAAPHOCTb
P3M-Ky/AbTypbl, B YaCTHOCTM pan-6aT1TnoB. CNOBO «P3an» OT aHIIUIACKO-
ro «rap» — CTyK, yaap. Cuntaercs, 4to pan-6attn 3apoamnca 8 AMepu-
Ke 1 cBA3aH ¢ dozens («A0XMHAMMU») — YIUYHBIMM CIOBECHbIMWN BUT-
BamMM adppoamepuKaHLEB, KOTOpble 3apUKCUPOBAHbI eLle B Havase
XX BeKa. Pan-cparkeHun (rap battle) 6b111 co3aaHbl ¢ Lenbto n3bexaTb
ApaK mexay 6aHgammu ¢ MOMOLLbIO CIOBECHOTo noeanHKa (prdmbl).

C o4 HOW CTOPOHBI, MHTEPEC K pPan-6aTT1am MOXKHO OBBACHUTD Bbl-
POXAEHWEM KapHaBasbHOMN KyNbTypbl B ee arpeccuBHble popmbl (Mpo-
HWIO, CaTUPY), CTPEMNEHUEM COBPEMEHHON MOMOAENKM K B3POC/bIM
urposbiM ponsam. C Apyroit CTOPOHbI, NMPEACTAaBAAETCA BaXKHbIM pac-
CMOTpeTb 6aTT/Ibl KaK COBMeLLEHME Wrpbl NOPAZLKA, OCHOBAHHOW Ha
pedepeHTUBHON GYHKUMK A3bIKa (MpOoHUK) 1 Urpbl BecnopagKa (KapHa-
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BanbHOM). Mpeanaraerca 06paTUTLCA K aHAaNU3Yy NaHya (0T aHIMUIMCKOro
punch — «yaap Kynakom»), BOCXOASALLEro K ero aHIMinckomy onpege-
NIeHUIO, KaK 4esioBeKy, coBmellatolemy 4YepTbl NPUTBOPLLMKA U KOMU-
yeckoro aybnepa, CHuKatowemy npsmyto arpeccuto. MaHy B gaHHOM
C/ly4ae g1a aBToOpa CTaTbM BbICTYNAET K/HOYEBLIM KapHaBa/ibHbIM Npue-
MOM, KOTOPbI MOXHO Hab/loAaTh B Y/IMUHOM TEaTPE U B PIN-KYNbTYpE,
Tpebyowem cneymduryeckux naowagHbix NpUMeMoB Aas CBOEro agek-
BATHOTIO BbIPAXKEHWA.

MpoBeAeHHbIM aHanM3 OCHOBAH Ha COMOCTaBAEHMM OCOBEHHO-
cteli GYHKUMOHMPOBAHUA B MeAManpoCTPaHCTBE Y/MYHOro Teatpa U
pan-6aTT/10B. Mcnosiib30Bainch METOAbl MCTOPUKO-KYIbTYPOSOTUYECKO-
ro aHanu3a; CpaBHUTE/NbHAA XapaKTepPUCTUKA NOTPEeOHOCTU Yy aKTepos
Y/IMYHBIX TEATPOB U Y UCMONHUTENEN P3N-6aTT/IOB BO BK/OYEHME B Kap-
HaBa/IbHO-XY/A0XECTBEHHbIE BUAbI AeATENbHOCTU; NOTPebHOCTb co3aa-
BaTb CBOEro NepCoHa*Ka-MacKy; BbiICMenBaHMe COHBCTBEHHbIX OLMOOK 1
Heyzay; TeopeTuyeckoe (pedaeKCMBHOE) OCMbICIEHME KAapHABa/bHbIX
SB/IEHUI U NPOLLECCOB, KapHaBaM3aLmMs; NO3UTUBHOE, PaLOCTHOE MU-
poBocnpuATUE U T.4.

PaccmaTtpuBas TakMe CBOMCTBA Meamacpenbl, Kak pennnkauus,
OMAXPOHMUA, CUMYNbTAHHOCTb, AMATOMHOCTb, MYNbTUMIMLMPOBAHME,
Mbl OBHaPYKUAN, YTO OHWU B Pa3HOW CTEMEHM BUAOUIMEHSAIOT KapHa-
Ba/IbHYO KY/IbTYPY B P3N-Ky/bType 1 B yIMYHOM TeaTpe. Penankaums (ot
nosaHenart. replicatio — nNoBToOpeHWe) — CBOMCTBO meamacpeapl, nNpo-
ABAAOLLEECH B TOM, YTO rOBOPEHWE onpeaeseHHoro cobeceHMKa ye-
peayeTcs C roBOPEHMEM APYroro WAM APYrux B MOPSAAKE CMEHbl UAn
npepbiBaHMA. [IMaXpoHUA — MOLUHeNllee KOMMYHUKALUMOHHOE CBOM-
CTBO BMPTyanbHOM cpeapl (oT rpey. dia yepes, ckBo3b U chronos Bpe-
M#), CNOCOBHOE CHUXKATb NOTPEOHOCTb IMYHOIO, GMU3NYECKOTO yYacTua
M NpuUcyTcTBMA. JMaToNHOCTb U CUMY/IbTAHHOCTb (OAHOBPEMEHHOCTL) B
BMPTYaNbHOW cpeaie OCyLLECTBAAIOT A0CTYN U A0CTaBKYy MHOOPMALIMOH-
HOro pecypca B 1060V MOMEHT. MynbTUNAULMPOBaHME (HEU3MEHHOCTb
Co0bLLLEeHNsA, KOTOPOE MHOFOKPATHO NOBTOPEHO) INLIAET YINYHbINM TeaTp
ero cnoHtaHHocT. Hanbonee To4HO NepenatoT NPUPOAY YINYHOIO Te-
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aTpa HeBepbanbHble KaHaNbl KOMMYHWMKaUMK (NapasvHIBUCTUYECKME
3BYKOBbIE KOAbl, KMHECTETUYECKME, OKY/NeCUYEeCcKUe, ayCKyNbTaLMOH-
Hble), MONyNAPHbIE TaKXKe B BUPTYaSIbHOM OBLLEHUMN.

BblIM NPOaHaNN3MPOBaHbI TaKME HanpaBAEHUA YMYHOM TeaTpasib-
HOW KyNbTypbl HA MPeAMET COCYLLECTBOBaHUA X C BUPTYaIbHOMN Cpeson
KaK YMYHbIN TeaTp, ecTnBanb YAUYHbIX TEATPOB, Pa3/INYHble HAy4YHO-
NMPOCBETUTENbCKME NPOEKTLI B 061aCTU PAa3BUTUSA YIMYHOW TeaTpaibHOM
Ky/IbTYpbl.

B KayecTBe yAMYHOro TeaTpa pPaccMOTpUM «TeaTp-IKC», CMeKTaK-
JIN KOTOPOTO 3aBUCAT OT /IOKA/IbHOTO NPOCTPAHCTBA (CBasKK, GabpuKuy,
PeKu, MocCTa, NoAsA, NOrocTa, Naowaaun v ap.). Ana aHannsa mbl npume-
HUM 3aKOHbI XpoHoTona M. baxTvHa O Hepa3pbIBHOCTU XYA0MKECTBEH-
HOro MPOCTPAHCTBA U BpeMeHUW. B cnekTaknsax TeaTpa-IKc Habntogaet-
€A TAaKoe eAMHCTBO «BpeMeHUnpocTpaHcTea» (M. baxTuH He ciyyYaiiHO
ynoTpebasn CNUTHO 3TU CNOBa), B KOTOPOM BCE COBbLITUSA XPOHOAOTMYe-
CKM HepaspbiBHbI C ONpegeneHHbIM MeCcTOM, MOPOXKAALWMM Yepeay
AaNbHENLWNX cOObITUI. ECNN M3MEHUTb ManeiLLyo AeTalb CAMOTo Npo-
CTPAHCTBA, TO U BPEMA MO-MHOMY MOBEPHETCA K 3PUTENIO0 U K aKTEpPY»
[20, c. 263-264]. AKTepbl AaHHOrO TeaTpa YyBCTBYIOT MOTPEOHOCTL B
CUCTEMATUYECKOM MOTPYKEHWUM B KAPHABa/IbHO-XYA0MKeCTBEHHbIE BUADI
OeATeNbHOCTH, B CO34aHUM KOMUYECKUX MepCOoHaXen, B BbBICMEUBAHUU
cobcTBeHHOM paboTbl, B camopedneKkcmm, B APYKECTBEHHOW M Npas3a-
HUYHOM aTmocdepe. s 3TOro Tpynna TeaTpa peanusyeT B AepeBHe
KpecT Teepckoit 06nacTv 06pasoBaTesibHbIM NPOEKT «depeBeHCcKUin Te-
atp» [21, c. 1185], HanpaB/ieHHbI Ha oboraleHMe KapHaBaibHOM Ky/b-
TYPbl B YC/IOBUAX PYCCKOW AEPEBHM.

Kak npumep dectnsana yanM4HbIX TeaTpoB PaCcCCMOTPUM nereHaap-
Hbl1 dectmanb Burning Man (BepHuHr M3H) (B 6ykBanbHOM nepeBo-
e — «ropswmii Yenosek») B wraTe Heeaga, CLUA, KoTopbiii BEAET CBOIO
nctopuio ¢ 1986 roga. K 2018 roay gaHHbIN pecTMBanb MaKCUMAIbHO
MCNONb3YyeT BCe CpeacTBa MHTEPHETA (AHOHCUPOBAHME U YCI0BUA NoAa-
YM 3anABKM Yepes MynbTUMeauniiHoe npunoxeHune BRC; ponyckaetca Ha
dectmBane MMeTb HOYTOYK M KOMMbIOTEP, HO HE CMAPTHOH), 3anNo/He-
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HMe aHKeTbl 1 OMniaTa OPraHM3aLMOHHOIO B3HOCA Yepes odULUMaNbHbIN
cant. Mpu 3TOM OpraHM3aTopbl MO-NPEXHEMY MbITAlOTCA OTCTaMBaTb
CBOW NPMHLMMbI YX04a OT LMBUAM3ALNK, HE NOAMEHAS YIUYHbIV TeaTp
€ro BUPTYyasibHbIM IBOMHUKOM.

MpoeKTbl B 06/1aCTU YNINYHOM TeaTPaNbHOW Ky/JbTYpPbl PACCMOTPUM
Ha npumepe TBOpYecTBa B. MNonyHMHa n ero npoektos «[lypaku Ha Bon-
re», «[yxoBbIi cag», «Snow Show», «KapaBaH mupa». [JaHHble Npoek-
Tbl APKO CBUAETENBCTBYIOT HE TO/IbKO O BbINOJAHEHUM BCMOMOTaTe/IbHOM
bYHKLUMU MeananpoCTPaHCTBa NO OTHOLLEHMIO K YIMYHOMY TeaTpy, HO U
0 CTUMY/ZIMPOBAHUWN MEANAKOMMYHMKALMAMM HOBbIX TBOPYECKUX HOpPM
1 cnocoboB ONocpeaoBaHHOTO B3aUMOLENCTBUA MEXKIY YIMUHbIM Tea-
TPOM U 3pUTENEM.

Bblnn paspaboTaHbl 4ONONHUTENBHbBIE KPUTEPUM OLLEHKM COAEPIKA-
HWA B BUAEOMATEPMANAX POCCMICKMX P3N-6aTT/IOB U B CNEKTAKAAX YANY-
HOro TeaTpa KapHaBa/ibHbIX KOMMNOHEHTOB: CMOHTAHHOCTb CMeXa, Kap-
HaBa/ibHAA damubApHan pedb, (xBasebHas bpaHb), TeNECHO-UrPOBOW
KOHTaKT, pAXKeHbe (Maco4YHOCTb), BepbasibHblii U HeBepbaibHbI toMOp,
[BYronocoe c/0BO (CKas, NapoaMiMHOCTb, cTUAM3auma). Oaa co3gaHus
WHCTPYMEHTA AMarHOCTMKM bbinn BbIGPaHbl TEOPETUYECKME MONOKEHUA
A. KosunHuesa, b. NopwHesa, B. LUknosckoro, M. baxtuHa.

KapHaBanusaums, B noHMmMaHuu A. Ko3uHLeBa, BEAET CBOO PoLOC-
JNOBHYIO OT NEPBOrO TUMA arPeccumn — MMUPHbIX apXandyeckmux Gopm mrpbl
becrnopaaka. MccnegosaTenb CYMTAET, YTO MOHATUE «AeKapHaBa/M3a-
umA» obo3HaYaeT npouecc nepepacTaHUA LYTOYHON arpeccum B Noa-
NMHHY1O (BTOPOI TMN). 3TO CBA3AHO C YyTPATOW YE/0BEKOM NaMATH O ero
3BOJIIOLUMOHHOM MPOLLIOM, C Pa3BUTUEM CTPYKTYPbl MO3ra, KOrga peyb
NPUXOANUT Ha CMEHY MHOTUM HepeyeBbiM GYHKUMAM. [103TOMy MOXKHO
CKa3aTb, YTO MPOHMA, B OT/IMUME OT toMopa [22], aBnseTca cneunduye-
CKM-Yes10BEeYECKOM PAa3HOBUAHOCTBIO MPSMOM arpeccuu.

[N OLUEHKMN TaKTUKM HeBepbaibHOTO OMOPA M CMOHTAHHOIO CMexa
B pan-6uTBax npumeHanacb Teopua b. MopluHeBa 0 KTOPMO3HOW JOMMU-
HaHTe», 06 bACHAOLLEN NpoLEecchbl B3aMMOTOPMOXKeHMs [23, c. 170-177]
BTOPOM CUFHANIbHOM CUCTEMbI M MEPBOCUTHANbHBIX cUCTEM. MPUHLMN
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«TOPMO3HOM JOMUHAHTbI» 06BACHAET BOSHUKHOBEHME Y/IbTPanapaLoK-
canbHo [23, c. 186—206] akTMBHOCTM (MOBeAeHMS, CTpaTerumn, pedek-
ca, AEWCTBMA) B YC/IOBUAX, KOTAa NPEeXHAA TaKTUKA AOCTUXKEHUSA Leau
HeaddeKTnBHa. KOMOP M MPOHUA MOTYT BbITb NPOABAEHUAMMU CMELLEH-
HOM AKTUBHOCTM WM TOPMO3HOWM AOMMHAHTbI B payHAax pan-6aTiios,
TpebyloLWwmx OT Y4aCTHUKOB OAHOBPEMEHHOM aTakM U 060pPOHbI. ITOT
K€ MPUHLMN TOPMO3HOW AOMMHAHTbI 06bACHAET PUPMOI CMOHTAHHbIN
cmex nyb6aukM M camoro aTakytowero. Cmex OAHOBPEMEHHO aTaKkyeT
(3apakaeT) n obopoHsaeTca (6AOKMPYET-TOPMO3UT) peyb U MbIC/b CO-
nepHuKa. HeagekBaTHbIV pedneKc (MHTepAUKLMA) He TONbKO MPOBOLM-
pyeT Henpou3BO/IbHOE MoApPaXKaHWe eMy, 3aTOPMaKmnBasa aLeKBaTHbIN
pedneKc, HO U AaeT BO3MOXKHOCTb MCMNONb30BaTh COBCTBEHHOE UHTEp-
AVKTUBHOE TOPMOMKEHMWE, BAUAA HA TOPMOXKEHUE UHTEPANKLMMN Y ApY-
roro [23, c. 231-240]. b. lMNopluHEB cYMTaET CYrrecTUio TpeTbei cTyne-
HbIO PA3BUTUA MHTEPAMKLMM, HA KOTOPOM NponcxoamT dopmmpoBaHme
peun. UHTepamKumMa B pan-6aTTiax ncnonb3yeTca B Lensax 060poHbl 1
HacTyn/aeHus, TaK Kak peyb NMPOTUBHWMKOB BCErAa COCTOMT M3 BO3A4EN-
CTBMA U MPOTUBOAENCTBUA.

Ocobyto LLeHHOCTb B AMArHOCTUKE TEKCTOB Pan-6aTT/I0B Ha Npes-
MeT COAEPKaHUA B HUX OMOpPA NPeACTaBAAOT MbIC/IM O Mapoauu
A. KosuHuesa [22], B. LUknoscKkoro [24, c. 32], M. BaxtuHa. MocneaHni
NnoZ «ABYro/slocbiIM C/I0OBOM» MOHUMA/ NMapoaniiHOe CN0BO, CTUAN3A-
LMo, CTUIN30BAHHbINM CcKa3, anasnor [25, c. 219-220]. Bo Bcex YeTbipex
3/1IEMEHTAX, COCTaBAIOLWMX «ABYro/ocoe c1o0Bo», baxTMH ocTaHaBAU-
BAeTCs Ha obLiel yepTe: CI0BO BO BCEX C/IyYasX UMEET «ABOAKOE Ha-
npas/sieHMe»: Ha NpPeaMET Peyn Kak Ha 0bbl4HOE C0BO M Ha Apyroe
C/I0BO, Ha YyKyto peyb. [pM 3TOM «yC/IOBHOE C10BO — BCEraa ABYyro-
I0Coe cNoBO. YCIOBHbIM MOKET CTaTb JIMLLb TO, YTO KOrAa-To 6bI/10 He
YCNOBHbIM, cepbe3Hbim» [25, c. 220]. Mapoama oTanyaeTcs oT CTUAK-
3aLMM TEM, YTO aBTOP, FOBOPSA YYKMM rOJI0COM, «KBBOAMUT B 3TO C/O-
BO CMbIC/0BYO HanpaB/iEHHOCTb, KOTOpasA NPAMO MNPOTUBOMNO/OMKHA
yyxkom» [25, c. 224]. A. KO3WHLEB CYMTALT, YTO MaXKOpPHaA CTOPOHa
napoanv obHapy»KMBaeT OPraHNUYHYH CBA3b C KOMM3MOM [22, . 155].
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Ha ocHoBe conocTaBneHna AaHHbIX O NPUCYTCTBMM KapHaBa/ib-
HOWM peayLMpPOBaHHOM NOLWAAN B COBPEMEHHOM Y/IMHHOM TeaTpe U
KynbType pan-6aTTna MOXKHO caenatb cieaytowme BblBOAbl.

Mpoueccbl AWAXPOHMW, ANATOMHOCTU, CUMYILTAHHOCTU aKTU-
BM3UPYIOT pacrnpocTpaHeHne MHPopmauum 06 yaMYHbIX TeaTpax B
MeZManpoCcTPaHCTBE, HO OHW He CMOCO6HbI MOPOXKAATb, OTPAXKATL U
nepepasaTb camy cneunduKy KapHaBabHOro cobbITUSA, KOTOPOe pac-
noJsiaraeTca Ha rpaHMLAx UCKYCCTBA U KU3HMU.

Pennankauma — o4HO U3 HEMHOIMX CBOMCTB, NO3BOAAOLLEE KaK
€034aBaTb, TaK M MaKCMManbHO CO3HaBaTb MJ/IJIIO3UIO MOFPaHUYbA
MCKYCCTBA WM KU3HU. [laHHOE CBOWMCTBO LUMPOKO U 3PDEKTUBHO WUC-
No/sib3yeTcs B COUManbHbIX ceTax (dbencbyke, MHCTarpamme U T.4.),
BMAEO-6/10rax, YIMYHOM TeaTpe WM pPan-KynbType. Penankaumsa — 310
CTPEM/IEHME K ANaNory, KOTOPOEe MOXKHO YBUAETb B AETCKOMN 3roueH-
TPUYECcKon peun, Koraa pebeHOK HauMHaeT aKTMBHO Pa3roBapuBaTb
cam c coboit npu apyrux. 3To NPOABNAETCA B UPOHUM, CTAHOBACH OC-
HOBHOM GOPMOI CaMOBbIPAXKEHMA NOAPOCTKOB, MOJIOAEKMN B UHTEP-
HeT-cpeae, B YIMYHOM TeaTpe. Y HEKOTOpbIX, Haubosnee spKMX pPan
ncnonHutenen (OKkcumopoHa, [usactepa, Cawwn CKyna u ap.) ato
CBOMCTBO NPOABAAETCA B CAMONapoauu.

B pe3ynbTaTe npoBeAeHHON paboTbl 6bI0 BbIABNEHO, YTO OAHUM
M3 MeTOAO0B NOrPYy*KEHWUA B KapHaBa/bHYO aTMocdepy, npexae Bcero
camux cebs, YNeHbl KONNEKTUBOB Y/IMYHbIX TEATPOB BbIOUPAOT HE TO/b-
KO rOpOACKYIO Cpefly, HO M Ce/IbCKYI0 MECTHOCTb, AiePEBHIO, YAA/IEHHbIe
OT UMBUAM3ALMK (B TOM YMCe OT MHTepHeTa) Mmecta. OpraHu3aTopsbl U
AKTepPbl TPYMNM Y/IMYHbIX U OTHEBbIX TEATPOB NPEUMYLLECTBEHHO COCTO-
AT U3 MOIOAbIX NHOAEN, KOTOPblE MMEIT TeaTpanbHOE, UMPKOBOE 06-
pa3oBaHMWe, aKTEePCKOe, PEXKMCCEePCKOe WM rymaHuTapHoe. B TeaTtpax
OrHA HabNoAAETCA MEHbBLUMI NPOLEHT MONOAEKM C BbICLUIMM 06paso-
BaHMeM, 6o/1lee MON0AOM KOHTUHIEHT (NoAPOCTKOBLIN BO3pacT). B cTa-
penLWnX YIMYHbIX TeaTpax cpeaHuin BO3pacT OCHOBHOro coctaBa 3045
net. Cambim BO3PaCTHbIMM TeaTPAaMM MOXKHO CHMTaTb TakKMe KOMaHAbl,
Kak «TeaTp-IKc», «OrHeHHble nogn», «Kamukaase-woy», « OrHMBo».
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MHorune akTepbl OrHEBbIX TEAaTPOB TATOTEIOT K byddoHaae, KnoyHase,
MMetT NOTPEBHOCTb B MO3TUKO-POMAHTMYECKOM OCMbICIEHUN YIUYHO-
ro TeaTpa. B To Xe Bpems B 06LWEHNN aKTEPOB YIMYHOTO TeaTpa Habto-
[AEeTCA TAroTEeHME K WYTOBCKOMY O6LWEeHMI0, CBOMCTBEHHOMY €elLle npu-
MUTUBHbIM 0bLecTBam (BbIOOP NMapTHEpPa NO MOALIYYMBAHMIO: KEHDI,
My*Ka, bpaTa, cectTpbl U T.A.). B Takom 06LLEHNN CNOBECHbIN «NaHY»
npuobpeTaeT APYKECKYIO, UTPOBYIO HAMPABAEHHOCTb.

YacTnuHo, HeuTo NnogobHoe HabAtoAaeTCs M B MOJIOAEKHOW Ky/b-
Type pan-6attna. NpuMeHMB BCe Bbille NEPEYUCIEHHbIE MOOMKEHUS
K MOBEMAEHMIO U TEKCTaM YYaCTHUKOB OTEYECTBEHHbIX pP3n-6aTTios
(Oxxxymiron; Slim; Mtaxa; MHolHbIM uan Cnasa KMNCC; 3amait; Makc
Kop:; L'One; [oHu Boi; IpHecTo 3aTKHMTeCh; denbduH, ST n ap.),
6blIM NonyyYeHbl cneayowme pesynbTaTbl. BbiABAEHO, YTO 4uMCTas,
npsamas arpeccus (MpoHMA) B HUX MPaAKTUUYECKN OTCYTCTBYET, TaK KaK
6aTTA pacrnonaraeTca Ha rpaHMLax MCKYCcCTBA U KM3HU. Mapogma u
MaHY, CAyXKalme OgHUM M3 OCHOBHbIX XyA0KeCTBEHHO-UIPOBbIX NPU-
€MOB CO3[aHWs KapHaBaibHOro, napoguiiHoro aybnepa, TopmosAT
peanbHyto arpeccuto.

Pan-6attn mexay Cawoli Ckynom (cosmctom rpynnbl «ByxeH-
Banbg Pnasa») n AxxkoHom Paem B 2014 rogy Hambonee spKo nog-
TBEPKOAET Te MONIOXKEHMA, COMNACHO KOTOPbIM FOMOP U CMOHTAHHbIN
CMexX TOpMOo3AT npamyto arpeccuto. Panep Cawa CKyn Hayan ceoe
npeacTas/ieHMe C aBTONAPOANN, BbIPAXKEHHON B MPUAYMAHHOM UCTO-
pun o cebe, oTnYatoWENCA HENOCPEACTBEHHOCTbIO, NOAYEPKHYTHIM
KOMWYECKMM CHUMKEHMEeM cBoero obpasa. OH Hayan roBopuTb O TOM,
YTO HMKOrAa He yyacTBOoBan B HaTT/1ax, YTO OH MOKAXKET HapoAHble
CKa3KM, TaHLbl, YTO OH NPOCTONM PYCCKUIA NapeHb (CKMHXeA), KOTopbli
XOAWT Ha 3aBoa. Ero npepcraBneHmMe U MHTOHaLMA NepeaatoT YepThbl
MBaHyLWKN-AypayKa, B KOTOPOM CAUT repoin U ero NapogumHbIn ay-
6nep. Ero npotuBHMK [KoH Paii, HanpoTuB, BeaeT ceba NoaYepKHYTO
arpeccusHo. B otanume ot Cawm CKkyna, oH He NCNoab3yeT camonapo-
puto. Kpome Toro, Taktmka Cawm CKyna oTimMyanacb MCNosb3oBaHMEM
NPUHLMNA NapoauM He CTONbKO Ha KOHKPETHOro yenoBeKa ([KoHa
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P3s), ckonbKo Ha 0bpa3 noapocTka. BoictynneHune Cawm CKyna — 370,
CKopee, CHUCXoAMTe/IbHOe noyYyeHune cTaplero bpata: «[an Homep
CBOEN MaMKMW... Mbl C HE NOAXOAMM APYT APYry MO BO3pacTy... HUKor-
0a He bpeil ycoB M LWWMPUHKY Ha 3acoB. NybepTaTHbIN nepuog... A mory
CTaTb TBOMM OTYMMOM...». [locne pennmkun Cawn Ckyna: «OTtaan One-
ry 1,5 TbicAYM», HEOXUAAHHO 3By4Yallen Nocse 3aBepluatoLlen puog-
Mbl, pasfaeTca Bceobumit 4o6pbI CMeX 3pUTENen 1 ero ConepHMUKa.
B paHHON pan-6buTBE MCMOMb3YIOTCA BCE OCHOBHblE KapHaBa/ibHble
peyeBble npuembl (bpaHHble TEKCTbI HA TEMY MHLLECTA, POAOB MATepU
MPOTMBHMKA U T. N.). ITO NOATBEPKAAET CYyTb MHCTUHKTMBHOIO PacTop-
MaXKMBaHUA MMUTATUBHOTO pedaeKca Napoamnei, KOTopasa Bbi3biBaeT
CMex UMEeHHO CBOE MeXaHWYHOCTbIO, @ AaNeKO He BCEeraa Tem, YTo
KTO-TO KOFO-TO BbICMEWBAET UM HEHABUAMT.

Mocne pas3bopa TekcToB pan-6attios OkcumupoHa, Cnasa KICC,
[KoHM BosA v Apyrux, a Takke yunTtbiBas nosmumio B. LLIKnosckoro o
napoaun [24, c. 32], 6b110 0b6HapyxeHo cneaytollee. Pan-6atTabl npo-
BOLMPYIOT MIPOBYIO MCEBAOArpeccumnto. ITo obbACHAETCA TeM, YTO B
pan-6uTBe XBasa-bpaHb HECO3HATE/IbHO BbIMNOAHAET QYHKLUMIO KapHa-
Ba/IbHOM GaMUIbAPHOM peyn, NOPOXKAAOLWEN COHTaHHbIA cmeX. B To
e Bpems HeNb3fA UCKIoYaTb BO3MOMKHOCTU MPOABNEHMA AEKAapHaBa-
NIN3aLMK, NPOBOLMPYEMON KYNbTYPOM pan-6aTTioB. ITO CBA3AHO C Tem,
YTO KapHaBa/M3aLMA MOXKET MMETb OTHOLLEHME K BPAXKAE M arpeccuu
BCNEACTBME TOFO, YTO OHA PACTOPMAXKMBAET HE TONIbKO UMMTATUBHbIN
pedneKc, CBA3aHHbIN C UTPOK U ApYKentdbuem, Ho U pedaeKe 3anTHO-
HanagaTe/bHbli, aHTU-UIPOBOMN M aHTU-APYKENOOHbIN, BbIPaXKEHHbIN B
peun (MpoHMK) 1 B GU3NYECKOMN arpeccumn.

B 3aBepLUEHMN MOKHO NPEeaIOKUTb NPOAOIKEHME NOCAeAYIOLLEN
NPOAYKTUBHOMN NONEMUKM Hag, NONYYEHHBIMU Pe3yNbTaTaMMu:

1) CoBpemeHHble cpeacTBa KOMMYHUKALUKN, MeanaTeXHONOMUN
BMAOM3MEHSAIOT NO3TUKO-POMAHTUYECKYIO HanpPaBieHHOCTb YAIMYHOTO
TeaTpa, KOTOPbIN TONbKO BHELHE aKTUBHO BCTPAMBAETCA B MeANanpo-
CTPAHCTBO.
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2) KapHaBanbHas nsowaab (ynuua), peayumpyacb B meama, ae-
bopmupyetcs, npespaLLas obLLIeCTBO B CMEKTaK/b, B KOTOPOM He Tpe-
byeTca IMuHOE GU3NYECKoe NPUCYTCTBUE.

3) Pan-6attn — 3TO M3HaYaNbHO peayLMpPOBaHHAA KapHaBasibHas
naowaab, KOTopaa B Meama APKO 3By4YMUT B GOPMax HOMOPUCTUYECKUX,
MPOHMYECKUX TEKCTOB U1 T.4,

4) KOMOp KaK UrpoBOW CUrHaN NceBao-arpeccun rapmMoHn3mpyeT oT-
HOLWEeHMA MeXAY Y4acTHMKamM pan-6aTttna 4o v nocie payHAoB.

B 3aKNOUYEHMM MOMKHO CAeNaTb BbIBOA O TOM, YTO CMOHTAHHbIN
KapHaBa/ibHbIli CMeX B pan-b6aTtnax M B yIMMHOM TeaTpe, B OT/IMYMe OT
IOMOpPa U MPOHWUK, NErKo BOCMAPOU3BOAMMbIX B MeAMaNpPOCTPaAHCTBE,
HEBO3MOXHO MMUTUPOBATb. ITO CBUAETE/IbCTBYET O KMBYYECTU KapHa-
Ba/IbHOWM YeNOBEYECKOWN MPUPOAbI, KOTOPaA aKTMBHO OTCTAMBAET CBOMU
PENNKTOBbIE KaYeCTBa B YCNOBUAX MyTaLMM CMEXa B COBPEMEHHYIO LMb-
POBYIO 3MOXY.
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M3 TENECTYAUN B EONbLLION MUP
N OBPATHO.

K NPEAbLICTOPUM OAHOWM MOAENU
TENEBM3MOHHOIO AENCTBA

AHHOTauumA. CTaTbA MOCBALLEHA COLMOKYNbTYPHOMY GEeHOMEHY Tenesusn-
OHHOW CTYAMW M ero TeaTpaNbHO-IUTepPaTypHON NpeabiCTOpUKn. YacTUuHO
[aHHOE UCCNeA0BaHME MOXKET OblTb OTHECEHO K apXxeosiormu megma, Tou-
Hee, K apXxeosorMmn 3CTETUKM COBPEMEHHDbIX TeNeBU3MOHHbIX GpOPMaTOB.
PaccmaTpuBaeTtca oguH U3 Haubosee TUMWUYHBIX BUAOB TENEBU3MOHHOMO
BEWAHNA — COBMELLEHUE CTYAMMUHOrO AEWCTBa M TPAHCAAUMM IKPAHHbIX
NPOu3BEeAEHUIN PA3/IMYHbIX KAaHPOB B PaMKax eAMHOW nporpammsbl. ABTOp
nonaraet, YTo BaXKHEULIMMM 31eMEHTAMWN CTYAMMHbIX NPOTrPamm ABAAIOTCA
MX YNOPAA0YEHHOCTb U KOHTPOIMPYEMOCTb BeAyLWMMMU, a TaKKe aTmocdepa
6e30nacHOM ANCTaHUMPOBAHHOCTU OT 60/IbLIOrO MMpPaA MM OT MHOXKECTBA
BMPTYasIbHbIX U peasibHbIX MUPOB. B cTyauu moaenvpyertca LMBUAN30BAH-
Hoe obleHre M ynpasneHne MHGOPMALMOHHO-06PA3HBIMKM MOTOKAMMU.
KoMMYyHMKaLMA paLuMoHanM3npoBaHa, CnaaHnpoBaHa. Mosatomy CToNb Cub-
HOe BreyvaTt/ieHMe NPOoU3BOAAT HapyLLUEeHMA 3TOro NaTTepHa.

McTOKM NoTpebHOCTU B CTYANIMHOM aTMmochepe BO MHOTOM CBA3aHbl C aHTUY-
HbIMW 1, B eLle Bonbluel CTeNeHM, peHECCaHCHbIMM 06pa3amMm 1 HAaCTPOEHMU-
AMU — npebbiBaHNeM B «npesecTHOM yronke» (locus amoenus), nonckamu
YTPAyYeHHOM PaiCKOM rapMoOHMK, a TaKKe Pa3BUTMEM WHAMBUAYANN3MA U
OCO3HaHWEM BbICOKOW LLeHHOCTU 3alMLEHHOCTM YeNoBeKa-3puTeNnsa u ye-
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NOBeKa-KoMMeHTaTopa. HecnyyalnHo MMEHHO B NpoLiecce pasBUTUA peHec-
CaHCHbIX GOpPM pOKAAETCA TeaTp, B KOTOPOM 3puTenb AWCTAHLMPOBAH OT
pa3birpblBAaEMOro NPesCTaBleHUA U HE MOXKET bblTb NMOABEPTHYT HUKAKOMY
BO3EMCTBMIO CO CTOPOHbI UCNONHUTENEN. HecnyyaliHo B Tpex Hanbosnee no-
KasaTenbHbIX Ana PeHeccaHca cbopHMKax Hoeenn Yocepa, bokkauyo n Map-
raputbl HaBappcKoii co3aaHbl cBoeobpasHble obpamieHus Ana OTAENbHbIX
PaccKkasoB — CMOAENNPOBaHbI CUTYaLMW MHOFOAHEBHOMO PaCcCKasblBaHMA
UCTOPUI N UX KOMMEHTUPOBAHMA B NPUATHOM 0bLuecTBe. TeneBM3MOHHbIe
CTYAMHbIE MPOrpamMbl YHacneayoT GyHKLMIO 6e30MacHoro Ans y4acTHuU-
KOB 1 3puTenei, 3aHMMATENbHOTO M 3CTETUYECKU NPUB/EKATENbHOTO Aelt-
cTBa — HabnoaeHWs 3a 60bWUM MUPOM M PA3MbILLNEHUA O HEM BCAYX B
cBeTCKOM oblectBe cobecegHMKoB. B XX Beke KOMOPTHbIN, NULLIEHHbIN
npo3anyeckmx ObITOBbIX YepT UHTepbep, PAa3HOBUAHOCTbLIO KOTOPOrO ABNA-
€TCA TeNecTyams, 3aHMMaeT MecTo LieHTpasbHOro obpasa uaeanbHoro ny-
6/1MYHOTO NPOCTPAHCTBA.

B anoxy MHTepHeTa KOMHaTa-CcTyaua Buaeobnorepa cuHTe3upyeT B cebe

NPUBATHOCTb M BUPTYanbHyto NybanyHocTb. Uaes 6e3onacHoro ny6amMyHoro
NPOCTPAHCTBA OBLLEHUA YIKe HE TaBEHCTBYET, YCTyNnas MecTo uaee ToTa/lb-
HOW WMHTErpMpOBaHHOCTU IOKAJIbHOTO «MecTa AeWCTBMA» B MPOCTPAHCTBO
6eCKOHEUHbIX peasibHbIX U BUPTYasIbHbIX MUPOB, YTO AO/KHO NOBLICUTbL CO-
LIMOKYNBTYPHbIV CTATyC MPUBATHOMN TEPPUTOPMM 1 ee obuTaTens.
KnioueBble cnoBa. JKpaHHasA Ky/lbTypa, TENEBUAEHNE, TENECTYAUA, PAacCKas
B paccKase, PEHECCAHCHbIM TeaTp, KeHTepbepuiickuii pacckasbl, [lekame-
poH, fenTamepoH, TeneseayLLmii, 6e30MacHOCTb, AUCTAHLMOHHOE 0bLeHwe,
NOBCeAHEBHAA Ky/bTypa, apxeonorua Mesma, pau, caf, 3eMHbIX Hacnaxae-
HWIA, Ny6IMYHOE NPOCTPAHCTBO.
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FROM OUT OF THE TELEVISION STUDIO
AND BACK AGAIN.

THE PREHISTORY OF ONE MODEL

OF ATV SHOW

Abstract. The article is devoted to the sociocultural phenomenon
of the television studio and its theatrical and literary background.
In part this research may be classified among the archeology of
media, more precisely, to the archeology of the aesthetics of modern
television frameworks. One of the most typical types of television
broadcasting is examined—the combination of studio action and
broadcast of screen works of various genres, within the framework of
one program. The author presumes that the most important elements
of studio programs are their orderliness and controllability by the
hosts, as well as the atmosphere of safe distance from the big world or
from the multitude of virtual and real worlds. Civilized communication
and direction of the streams of information and imagery are modeled
in the studio. Therefore, violations of this pattern create such a strong
impression.

The origins of the necessity for the studio atmosphere are
in many ways connected with the images and moods of Ancient
Greece and Rome and and, to an even greater extent, those of the
Renaissance—the stay in a “charming corner” (locus amoenus), the
search for the lost harmony of Paradise, as well with the development
of individualism and the awareness of the high value of the protected
state of the spectator and commentator.
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It is not by chance that particularly during the process of the
development of Renaissance forms theater was generated, in
which the audience is distanced from the acted out performance
and cannot be subject to any impact of the performers. It is not by
chance that in the three most significant compilations of novelettes
in the Renaissance, those by Chaucer, Boccacio and Margaret of
Navarra peculiar frameworks have been created for some of the
stories—situations of the many-day-long narration of stories and their
commenting in pleasant society was modeled. The television studio
programs shall inherit the function of the diverting and aesthetically
attractive action, harmless for the participants and the audience
members—assessment of the large world and contemplations about
it aloud among the high society of interlocutors. In the 20th century
the comfortable interior, devoid of any prosaic traits of everyday life,
an exemplar of which is the television studio, takes up the position of
the central image of the ideal public space.

In the era of the Internet era the studio room of the video blogger
synthesizes in itself the traits of privacy and virtual publicity. The idea
of a safe public space for communication no longer prevails, giving
way to the idea of total integration of the local “place of action” into
the space of infinite real and virtual worlds, which should increase the
socio-cultural status of the private territory and its inhabitants.

Keywords. Screen culture, television, television studio, story
within a story, Renaissance theater, Canterbury tales, Decameron,
Heptameron, television presenter, safety, remote communication,
everyday culture, media archaeology, Paradise, garden of earthly
pleasures, public sphere.

BBEJEHME

BmecTe ¢ pa3BuTHEM TENEBUAEHWNA B NOBCEAHEBHbIN BU3YyabHbIN
OMbIT YesioBeKa XX BeKa MPOYHO BOLL/IO CMOTPEHME NMPOrpamm, Beay-
WMXCs U3 Tenectyamii. NMocteneHHo cama TenectTyaus npespaTmaach
B MPOCTPAHCTBEHHbIN Ky/NbTYPHbIA TUM, NPOAO/IKAIOLWMIA OCTaBaTbCA
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aKTyaNbHbIM M B Hawwu gHWU. O cxoAcCTBe MPOCTPAHCTBA TeNeCTyaAnn C
TeaTpa/ibHbIM CLEHUYECKMM MPOCTPAHCTBOM YKe HEOAHOKPATHO Nu-
canun. B yacTtHOCTK, 3TOT acneKT paccmaTpuBanca B KHUre AHHbI Hosu-
KoBOW «TeneBuaeHWe 1 TeaTp: NepecevyeHns 3akoHomepHocTen» [1,
c. 20] v page cratei. Tak, lfeHpuaTTa famanen npeanpuHUMana noa-
PO6HbIV aHaNN3 MOAENMPOBAHMA NPOCTPAHCTB Ha poccuiickom TB m
CnpaBeA/IMBO YTBEPKAANA, YTO, KEC/IU B KMHO XapaKTep 3ano/HEHMA
MPOCTPaHCTBa — «MNepBOMaTPULIA» U ee MPMPOLAHO-MaTePUabHOe
YyBCTBEHHOE Ha4a 10 MPOpPbIBAETCA B Chepy XyA0KECTBEHHOIO Kak 06-
pa3s, nogobue Kak nogparkaHne — MUMECUC, TO TeIeBU3NOHHOE Npo-
CTPaAHCTBO, CBA3AHHOE C “cenyacHbIM” AeNCTBMEM, BOB/IEKAET B HETO
1 3puTens. 3puTenb BCTyNaeT He TO/IbKO B MPOCTPAHCTBO AENCTBUSA, HO
N B UCKYCCTBEHHYIO Cpeay — NCUXO0MMYeCcKoe KOHLUENTyanbHOe Npo-
CTPaHCTBO, BMECTUANLLE 3pUTENEN, BOCMPUHUMAIOLLMX, OLLYLLAOLWMNX
3TO MNPOCTPAHCTBO CO BCEMMW YMOMOCTUTAEMbIMU U YMO3PUTENbHBIMM
cmbicnamu» [2, c. 13].

B AaHHOM e cTaTbe peyb NOWAET, CKOpee, O LLe/IOCTHOM CyLLHO-
CTU TENIeCTYAMMU U O TeX MCTOKAX KOMMYHMKALMOHHbIX MoZe/nen, KoTo-
pble OKa3annCb CTO/Ib BOCTPEOOBAHHbIMU B COBPEMEHHOW KynbType.
XoTenocb 6bl OTTOIKHYTLCA OT YTBEPKAEHMA [aMasien 0 3aBUCMMOCTH
peleHna NpocTpaHcTBa Ha TB oT cucTeMbl KOMMYHMKaumii [2, c. 13]
M 3aaTbCA BONPOCAMM O IMyOUHHOMN NCUXOIOTMYECKOM U KYNbTYPHOM
NnpaocHOBe CamMol NoTpebHOCTU B TeNECTYAUN U NMPUHLMNAX KOMMY-
HUKALMK, C HEIO CBA3AHHbIX.

[na oTBeTa Ha 3TW BONPOChI HEOBXOAMMO CHa4ana NpoaHanm3u-
poBaTb CYLUHOCTb GYHKLUMOHMPOBAHMA MPOCTPAHCTBA TENECTyAUU U
KOMMYHMKaLMK B HEM, @ 3aTEM UCCNAELOBATb UX KY/bTYypPHblEe KOPHM,
JIOTUKY MPOUCXOMKAEHMS.

HayHem c oaHoM M3 Hanbonee TUNMYHBLIX POpPM TeNEeBU3UOHHO-
ro BellaHMA — COBMELLEHUA CTYAMNHOIO AeNCTBa U PenopTaXKHbIX
BK/IIOYEHUN UM TPAHCAALUMM SKPAHHbIX MPOU3BEAEHUN PA3/INYHbIX
YKaHPOB B paMKax e4MHON Nporpammsl. Hanpumep, B CTyAUU HOBOCT-
HOWM Mporpammsl CUAAT ABOE BeayLMX W, noovyepeaHo obpalwanck K
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NoTeHLMaNbHbIM TENE3PUTENAM NO TY CTOPOHY 3KpaHa U Tenectyauu,
NPOW3HOCAT TEKCTbI, NOCBALLEHHbIE COBbITUAM AHA. Bo MHOrom co-
Oep’KaHMe MOHO/IOroB BeAyLmxX 1Mbo npeasapaeT, MO0 KOMMEHTU-
pyeT Te PenopTaXkKu, KOTopble TPAHC/IMPYIOTCA B XO4e NPOrpaMmbl.

Ho He TONbKO penopTaku MnpocaamMBatoT CTyAMMHOE AEeNCTBO.
M3 Tenectyamm mMoryT BECTUCb TPAHCAALMM CaMbIX Pa3HbIX MO *KaH-
Py 3KPaHHbIX NPOM3BEAEHNI — MYy3bIKa/ibHbIX KJAUMOB, KaK CerogHs
NPOUCXOAMUT B NPOrpammax My3blKa/ibHbIX KaHaNoB, dparmMeHTOB 40-
KYMEHTa/IbHbIX GUAbMOB, KaK 6bin10 B «Knybe KMHOMyTELWECTBUINY,
«B MMpe KMBOTHbIX», XYA0KECTBEHHbIX GUIbMOB, KaK B COBETCKOM
«KnHonaHopame», nepectpoeyHom «KnHOCepnaHTUHE», nocrnepe-
CTPOEYHOM «3aKpPbITOM NOKa3e», HakoHeL,, GparmeHTOB Apyrux Tene-
nepenad, Kak 6oiBano B «CTapom TeneBn3ope» u T.A4.

Haww 3agaun — 0603HauYMUTb ONOPHbIE TOUKU NPEAbLICTOPUM TeNe-
CTYAUN U ONPEAENUTb KYNbTYPHO-3CTETUYECKYIO CYLLHOCTb NMporpam-
Mbl, BegyLlenca 13 Tenectyammn, ogHaKo He 3aMblKatoLWenca To/bKO
B HEM W TPAHCAUPYIOLLEN PA3/INYHble 3KPAHHbIE NPOM3BEAEHUA U3
Tenectyamu. Mbl AO/IXHbI OCO3HATb «MOAUTUKY» AAHHOTO ¥aHpa, Kak
cKasasn 6bl MapTtuH LWycTtep [3, c. 2]. YacTMYHO gaHHOe UccieaoBaHue
MOMeT OblTb OTHECEHO K apxeosiornm megma. Ho ecnm 601bLWLMHCTBO
paboT 13 aTol chepbl COCPefOTOUYEHBI HAa U3YYEHUM NPeabICTOPUN CO-
BPEMEHHbIX TEXHUYECKUX YCTPOMCTB, TUPAKMPYIOLWNX M306pakeHns
[4, c. 40-48], pa3Hoobpa3Hbix 3KpaHoB [5; 6, c. 323—-333; 7], TO Mbl
pa3pabaTbiBaem, CKOpee, apxeosiormMio 3CTETUKN COBPEMEHHbIX Me-
OniHbIX dopm, UTo ABNAeTca bonee peaKon TEMOM B COBPEMEHHOM
HayKe [8].

B cambix HegaBHMX TPyAax Hala Tema fAasieko He Bcerga pacno-
JlaraeTcs Ha MarucTpasnu, NMocKoJIbKYy CErofHs yyeHble akTMBHO 06-
CYXXAA0T COLMaNbHY0 3HAYMMOCTb 3KpaHHbIX meauna [9; 10], npouec-
Cbl KkKMHEMmaTorpadmsaunmn» N KMHTEPHeTU3aUMM» Tenesngenus [11,
c. 84-87; 12, c. 57]. Bnpouem, K coumanmsaumm otaenbHbIX UHANBU-
00B N K MHTEPHETU3ALLMKN TeMA TeNecTyaumn ToXe UMeET OTHOLLEHME,
0 4em byaeT cKkazaHo B GMHaANbHOM YacTW Halero uccnegoBaHumsa. OHO
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OONIXKHO NMOMOYb OCMbIC/IEHNIO HOBEMLLMX TPAaHCHOPMaLMI KOHLEeNTa
TeNecTyamm B NIO6UTENBCKOM BUAEO060repCTBE, MOCKOJIbKY, KaK YKe
6b1710 3aMeYeHOo, MHTEPHET CEerogHA CTaHOBUTCA HOCUTENEM NPUHLM-
NoB TeNEBU3NOHHOM TPAHCAALUK, NPEEMHUKOM TENEBUAEHWUA, PA3BU-
BAOLWMM MHOTUE YepTbl Er0 3CTETUKM.

[na peannsaummn NocTaBAEHHbIX 33434 NPUMEHAIOTCA MEXANC-
LUMNANHApHblE noaxonbl. McKyccTBoBegYeCKME M KynbTyponoruye-
CKME MeToAbl CUHTE3UPYHOTCA, TaK Kak GeHOMEH TenecTyaun cerogHs
He MOXeT ObITb MPOaHANM3NPOBAH B CBOEN LIENIOCTHOCTM U COLMO-
KY/ZIbTYPHOM 3HAYMMOCTM B paMKax KaKon-1Mbo oaHON MEeToa0N0rnu,
OCTaBafACb Xy[AOXECTBEHHON MNPOCTPAHCTBEHHON MOAENbIO, Creum-
a/IbHO CO3/4aBaeMOW I KOPPEKTUPYEMOM A/1A TeIeNOKas3a 1 B TO XKe
BPEMS HEOTAENMMOM OT aTMOCPepbl NMOBCEAHEBHOM XKU3HW COLMYMA.

KOHLEENT CTYAUMHOCTM

PaccmoTpum deHomeH Tenectyguu, AeNcTBO BHYTPU KOTOPOM
nepebuBaeTca ¢pparmeHTamm UAK NOSHbIMWU 3KPAHHbIMWU Npou3Beae-
HUSAMM PasHbIX }KaHpoB. Cama Tenectyamsa MoXKeT 6biTb odbopmaeHa
COBEpPLUEHHO Mo-pa3Homy. OgHAKoO ee NMPOCTPAHCTBO 3aBEAOMO Ny-
6/1MYHO M NpeAHa3HAYeHOo A5 TOro, YTObbl B HEM COBMpannch, YTobbl
B HEro NpUXoauan Te, KTo ByaeT BeCTU Nporpammy U B Hel y4acTBo-
BaTb, TakK WM MHa4ye 06paLlanch K TeNeBM3MOHHOW ayaAuTOpPUM.

B cTyaumM Henb3a 3aHMMATbCA NMOCTOPOHHUMW Aenamu obblaeH-
HOTO MW INYHOTO XapaKTepa — TaK, YTobObl 3TO 3aneyaTneBasochb Ha
Kamepsbl. Ecnn Ha cTone B CTyAMM CTOAT YallKkuM, 6oKanbl UAK gpyrue
6bITOBblE NPEAMETbI, OHWU TeM CaMbIM OTPbIBAOTCA OT CBOEro 0bbl-
[EHHOro ctatyca W npespauwatoTca AMbo B 4acTb 0bOpmMAEHUA CTy-
auun, "nbo B npeaMeTbl 418 AEMOHCTPALMM B KOHTEKCTE aKTyasIbHbIX
Tem. To ecTb, NPeaMeTHbIN MUP MpeBpalLaeTca MH60 B PEKBUBUT,
POACTBEHHbIN TeaTpasbHOMY, MO0 B IKCMOHATbI, POACTBEHHbIE Bbl-
cTaBoyHbIM. (Tak, netom 2010 roaa, Bo Bpema cmora B Mockee v no-
YKapOoB B /Iecax Ha TeppuTopun PP, B HEKOTOPbIX CTYAUMHbIX NPOrpam-
Max peyb LiJ1a O TOM, YTO HEOBXOAUMO HOCUTb MEAULMHCKME MACKM.
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ITM MaCKK, NOABAAACH B PyKaX BeAYLUNX U FOCTEN CTyAMMU, SKCMEPTOB-
NMCUX00r0oB, METEOPO/IOFOB, Bpayei, CTaHOBUANCL AEMOHCTPALMOH-
HbIMM 0bCyXKaaeMbiMM NpeaMeTaMu, a MONYTHO — CUMBOAMU aKTY-
anbHOM Npobnembl.)

OfHMM cnoBom, cTyana — ocoban TeppuTopus. B cBoem poacTee
CO CLLEHMYECKUM NPOCTPAHCTBOM TenecTyamsa Hanbonee 6ansKa gpes-
Herpeyeckomy TeaTpy M TeaTpy KAacCMLM3Ma, B KOTOPbIX COXHOMO-
CTAHOBOYHbIE U CBA3AHHbIE C KPOBOMPOAUTUEM COObITUSA HE AONKHbI
ObININ NPOUCXOANUTL B UIPOBOM MPOCTPAHCTBE, HA [Na3ax 3puUTenen.
B Tenectyamm e He NPOUCXOAAT Te BaXKHble COObITUA, KOTopble byayT
«4yepes CTyAMIo», U3 CTYAUN NOKA3biBaTbCA. [TaBHOE KauyecTBO TenecTy-
OMN — ee NPUHLUMNMANbHAA OTTOPOXKEHHOCTb OT CTAHOBALMXCA Npes-
METOM NOKa3a B TPAHC/IMPYyEMbIX MaTepManax NPoCTPAHCTB M COObITUN
«B6oNbLIOro Mnpa», Kak ckasan 6bl B. Muxankosuu [13, c. 16]. B ctyguu
He BeAeTCA HUKAKOM ApYron AesTeNbHOCTU NOBCEAHEBHOIO XapakKTepa,
Kpome cobCcTBEHHO pa3BepTbIBAHMUA APamMaTyprum Tefienporpammbl.

A 4TO )Ke B TAaKOM C/ly4ae MOXKET U, KaK NPaBuao, NPOUCXOAUT B
Tenectyaum npexae scero? ObcyxaeHua, pedbaekcma BCayx, UHTep-
Bbl0. Peub B MOHOMOMMYECKUX U Ananorndeckmx ¢opmax. Mosecrso-
BaHMe OT /IMLa TeX, KTO B CcTyaumu?, obLieHne y4aCcTHMKOB NPOrpammbl
OpYr ¢ Apyrom n obleHne ux co CBOel ayautopuei, BepHee, obpa-
LLLeHMEe K Hel, OCTaloLWenca No 3Ty CTOPOHY TesieaKpaHoB. Brnpouem,
3TOro 06paLLEHMA K TENE3PUTENAM MOMKET U HEe BbITb NN OHO MOXKET
ABNATbCA OTHIOAb HE OCHOBHbIM NMPUEMOM OPraHU3aLnmn Npomncxoas-
LLLero B CTyAUN.

MNogava npebblBaHUA B CTYAUM BeAyLLMX BapbupyeTca. Beaylmia
MOMET BXOAWUTb B CTYAMIO Ha HaLLMX r1a3ax, TO eCTb aKLEHTUPOBATD,
YTO HayaNo Nepesaym u ero NPUXoA B NMYHKT BbIXO4a Ha CBA3b C 60/b-
LWMM MUPOM COBMAZAOT BO BpemeHW. M uto Beaywmuii — 310 06bIY-

!B AaHHOW CTaTbe He PacCMaTPUBAIOTCA CTYAMIHbIE LWOY C aKTUBHbIMU UTPOBLIMU NEMEHTa-
MU, nogobHble coseTcknm «YT0? Nae? Koraa?», «ByannbHuKy», HegasHemy «[poskeKTopne-
PUCXMATOHY» UMW HbIHE NOMyAAPHOMY «[010Cy», MOCKONbKY 3TO MPMHLMNUANALHO APYr1e, XOTA
TOXKe CTYAMWIHbIE XKaHpbl, TPEOYIOLLME OTAENbHOTO U3YYeHWA.
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HbIM YeNoBEK, XOAUT HAa ABYX HOrax, No MOJy, Kak NPOCTble CMEPTHbIE.
Nnn — Beaywimii yxe CMANT Ha CBOEM MeCTe, KaK byaTo NpuUrotoBum-
€Al 3apaHee K NpeacToALemy BbICTYNIEHUIO — WM NPOCTO KMBET Ha
cBoem paboyem mecte? Teneseaylmii BOCMPUHMMAETCS B TON MK
WMHOM Mepe U30/IMPOBAHHbIM OT 0bOblAEHHOM AENCTBUTENBHOCTY.

Bo BpemeHa coBeTCKoro TeneBnaeHma adpdeKTbl TenectyguimHo-
CTn BoobLEe AOMMHUPOBANM U 0BHUMaAM coboi Bce Bpema adpupa,
MOTOMY YTO OT NMPOrpammbl K Nporpamme 3puTeseit ConpoBoXKAANN
AnKTopbl. MpeKpacHbIX Aam cpeamn HUX Bbl1o 3aMeTHO bonblue, Yem
MMMNO3aHTHbIX AMKTOPOB-MYKUYMH, HO U TEe, U APYr1e NOABAAINCH, KaK
npaBuao, B CUAAYMUX MO3aX, XOPOLIO OAETble, U3NyYaloLLMe CNOKOM-
CTBUE M J0b6pOKenaTeNbHOCTb. OHM 06PALLANNCH K 3PUTENSAM POBHbI-
MM ronocamu. MIHoraa pagom ¢ AUKTOPOM BUAHENCA Kpal CTONMKA, a
B HOBOrOAHMIM Nepuog, B Kaap Moria nonactb Hebonbluana HapaaHas
e/l04Ka. Becb aHTypaXK U MaHepbl 4MKTOPOB NOAYEPKMBAIM UX HAXOXK-
[EeHne B MHTepbepe, crneuyanbHo npeaHasHavyeHHOM Ana TOro, YTo-
6bl ObITb ONOPHbLIM NMYHKTOM TPAHC/ALMKN BCEW Yepeabl Tenenepeaay.
[MKTOPOB COBETCKOrO Te/IeBUAEHUS HEBO3MOXKHO Obl/10 NPeAcTaBUTbL
BHE 3TOro 3aKPbITOro, CMOKOMHOro, HEMTPA/IbHOrO NPOCTPAHCTBA, /N-
LUEHHOTO NPUPOAHbBIX U TOPOACKUX LLIYMOB.

BbisiBnaa cneumduky tenesmaeHns, B. Mmxankosuy nnucan o Tom,
YTO «BellaTeNibHas ero NporpaMma HacbllWweHa KOMMEHTAPUAMM BCA-
Koro poga. MIx nsobunme nopoamnao cneunduyeckyto ana tenesunae-
HUA durypy KommeHTtatopa. CyTb ero AeATe/NbHOCTU B TOM COCTOMT,
YTOObI CHABAMTL 3HAKaMM ONpeaeNieHHbIN dparmeHT UK onpeaeneH-
HbIW acnekT “06/1acTM NPOCTPAHCTBEHHOTO”, HalLeA WA OTPaYKeHMeE B
nepegaye. Moctynasa Tak, KOMMEHTATOP BMOJIHE apXauyeH U TpaauLm-
OHEH He MO COAEP*KaHWUI0 CBOEN peyn, HO No GYHKUMK: KaK U B KHure
BbiTns, OH AaeT umeHa asneHuam» [13, c. 34]. Ho nockosbKy cTyauii-
Haa Nporpamma MOXeT KOMMEHTMPOBATb ApPyrve TeNenporpammel,
GUNbMbI, KOMMNbBIOTEPHbIE UTPbI, NHTEPHET-NPON3BEAEHNSA, MPABU/Ib-
Hee 6yAeT roBOPUTb O TOM, YTO TEZIEBUAEHME «AAET UMEHa» U 06Cy K-
[aeT MHOMeCTBO MMPOB MO Ty U 3Ty CTOPOHY 3KPAHOB.
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B. MuxankoBuMY He roBOPUT 06 OTAINYMAX Ha3BaHHOTO BUbnelicko-
ro anusofa oT Te/IeBM3MOHHOIO BelaHuA. bor NpUBOAUT K YeNOBEKY
BCEX YKMBOTHbIX M NTUL, «4TODObI BUAETb, KaK OH HA30BET MX, U YTOObI
KaK HapeyeT YesloBEeK BCAKYIO Ayl KUBYHO, TaK U 6blI0 UMA el.

N HapeKk yenoBeKk MMeHa BCEM CKOTaM W NTULAM HebecHbIM U
BCEM 3BEPAM MOAEBbIM...»%. TeM CaMblM, AUCTaHLUMOHHOE Hayaso,
TO €CTb NPUHLUMNNAJIbHOE YC/I0BUE TeIeBUAEHMUA, NMOKa OTCYTCTBYET.
MepBbli YENOBEK HeMnocpeacTBEHHO ObpalleH K npeacTaBUTeNsaM
TOJIbKO YTO COTBOPEHHOro mupa. bor HanpaBAseT XKUBbIX CYLLECTB K
yenoseky. M TOT genaeT MMeHHO To, Yero oT Hero *KenaeT focnogb, TO
ecTb Ha3blBaeT Bcex. Hanbonee cyliecTBeHHOE OTHOLEHWE K CEMAH-
TUKE TeNEeBUAEHUS U TENecTyauu MMeeT YNopsago4eHHOCTb KOHTPO-
JIMpyemMoro npoLecca U camo To, YTO YeNOBEK MPM 3TOM HAXOAMUTCA B
palickom cage, B daeme.

Heobxoanmo noHATb, MO KaKMM MPUYMHAM CTaHOBUTCA CTOJIb MO-
NyNSPHO BWU3yasibHO-BUPTYyasibHOEe (AaHMPOBAHWE M3 MPOCTPAHCTBA
TeNecTyaun B pasNinyHbie MUPbl U He BblNIo I NOC/Ne CO3AaHMsA MUpa
N HapeYeHns MMeHaMM BCEro CYLLLETro KakKMX-1Mbo UHbIX moaenen aes-
TE/IbHOCTM, TaK¥Ke 0TOOPAXKEHHbIX B IMTEPATYPHbIX TEKCTAX U HECYLLMX
B cebe 6bosee nNpamMble aHAaNOTUKN C NPUHLUNAMWN TENEBU3NOHHOM CTY-
AnHoctu. Ecnm XaneH ®anToH 3agaeTcs BONPOCOM O cneumduKe Tou-
KW 3peHus, NpeacTaB/eHHOM B peasbHOCTU GpUAbMa, CUHTE3UPYIOLLEN
HOBEJ/IZIMCTUYECKYIO U TeaTpasibHyto penpeseHTaumio [14, c. 87], To Mbl
choKycnpyemca Ha creunduKe TOUYKU 3peHUS U3 TeNECTYANN, TAe TOXKe
NPOUCXOANT CUHTE3 HOBENZIMCTUYHOCTU U 3PE/IULLHONO ApamaTnsma.

ANCTAHUMPOBAHWME OT YCAOXKHAKLWENOCA XAOCA

Bor, co3gaBaBwuii Mmp, He Bbli JIOKANN30BaH B NPOCTPAHCTBE,
OH CyLLEecTBOBas Cpasy Be3ge. YenoBeK sKpaHHOM 3pbl, CUAALLMIA Ne-
pes TeNeBM30pOM, CnocobeH AnLb A0CATaTb CO3HAHMEM WM B30POM
Cpasy 1 BClOAY, OAHAKO Cam MPW 3TOM HaxOAWUTCA B OMpenaesieHHOM

2 bnbnuna. boitne. 2, 19-20.
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MecTe € BeCbMa 0603pMMbIMU rpaHULaMK. aycToBCKME NPUTA3AHWUA,
OTHIO4b He yTpayeHHble B HoBoe Bpems, nmepeHanpas/ieHbl B MHOE
pycno v cHab»eHbl HOBbIMM «METOAON0rMYECKMMM OCHOBAHUAMM»
— He CpaBHATbCA ¢ borom B cBOMX CNOCOBHOCTAX, HO CO34aTb TEXHUKY
OOCTUKEHUA UNIO3UI CBEPXYETOBEYECKOTO BUAEHMA.

KaK mbl y»Ke nucanu, B 3Moxy 3KPaHOB MPOUCXOLUT HEYK/IOHHOE
paclwmnpeHme «rpaHuL, ANCTaHUMOHHOMO B3aMMOAENCTBUA YeoBeKa
co BceneHHom» [15, c. 462]. U AUCTaHLMOHHOCTb 3Ta NPUHUMUNNANb-
Ha, HeobX04MMa KaK camo YCN0BME NPOLOKAIOLWLEFOCA PaCIMPEHUS
M HapaLMBaHMA BM3yasibHOIO MPUCYTCTBMA B BM3/exKallen nosces-
HEBHOCTM MMPOB, PACNOJIOKEHHbIX «HE 34EeCb» U YacTO «He cervacy.
0. CTpoeBa cnpaBeaanBO MULLET, YTO KCOBPEMEHHbIV YenoBeK Bbl-
CTPOWUAN TEXHONOTMYECKYIO Nperpasy mexay coboi u mMupom, KOTo-
pas CAYKWUT CBOEObPa3HOMN 3aLLMTONM OT 3K3UCTEHUMA/IbHbBIX CTPAXOB:
nepedpasmpya Huuwe, MoXKHO 6b110 Bbl CKa3aTb: “Ham AaHO MCKYC-
CTBO 3KpaHa, 4yTobbl He ymepeTb nepes UCTUHOMK” ... COBPEMEHHbIN
YesIOBEK OTTOPAXKMBAETCA OT BHELIHEro 3K3MCTeHUMANbHOIO Xaoca
co6CTBEHHOPYYHO CKOHCTPYMPOBAHHOW BMPTYa/IbHOM PeasibHOCTbHO»
[16, c. 91]. XX BeK 06pyLINA HA YE/TOBEYECTBO PEBONOLNM, MUPOBbIE
W JIOKa/IbHble BOMHbI, TEXHOTEHHbIE U KAMMATUYECKMe KaTacTpoobbl,
3HaHME O YKM3HW MUKPOYACTUL, U1 KOCMMUYECKOrO NPOCTPaHCTBa. Hu-
KOrAa eLe YesIoBEK HE MMEN BO3MOMXKHOCTM KUTb NEPMAHEHTHO NOA-
KNOYEHHbIM K 3pe/iniLy OyLUyoLLei KaTakM3MamMmM NaaHeTbl, KOCMO-
ca, BHYTPEeHHEeN gMHaMUKKN GU3NYECKO MaTepPUN.

Mepedpasmpysa nepedpasmpoBaHHOe, NPOAOIKUM: TenecTyama
[aHa BCEM Ham g/1a Toro, YTobbl He MOTOHYTb BO GpparMeHTapHOCTU
TPAHC/IMPYEMbIX MUPOB, YTOObI HE 3ab/1yAUTbCA B UX MPPALLMOHab-
HblX MaTTepHax M HeonpeaeneHHOCTM B3aMMOOTHoweHuN. CTyama
NpesocTaBAsfeT ACHYI, MPUBbLIYHYIO A1A 0ObIAEHHOTO MbILW/IEHUS,
NPOCTPAHCTBEHHYIO JIOKA/IM3ALMIO, KaXKyLLYIOCA NMOHATHO OPraHM3o-
BaHHOW, CKOMMaHOBaHHOM. CTyaAna — 3TO KOMHaTa, @ KOMHaTa — 3TO
KopobKa. He 0653aTenbHO ¢ NpaBUIbHOM U OYEBUAHON reoMeTpUEn
¢bopm, HO BCe paBHO — 3TO NOJIbIN KOPMYC, BHYTPWU KOTOPOFO CTPOATCA
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Mm3aHcueHbl. CTyana-kopobka Kak 6bl coobliaeTcs Yepes NaoCcKoCTb
3KpaHa C KOMHaTol-KopobKo, rae B GONbLUMHCTBE CAy4yaeB cuamT
Tenesputenb. Bmecte aTn npocTpaHcTBa 06pasytoT CBOEro poaa AByX-
YyacTHyto Kancyny. Ei Toxe cBoicTBeHHbI 3¢ deKTbl 3epPKaNbHOCTU U
ABTOKOMMYHMKaLMKN, O KOTOPbIX NULWIET B cBOel cTatbe E. B. [ykos
[17, c. 317-319]. Hecny4aHO MOCTOAHHbIE YYaCTHUKU U Beayline
CTYAMMHBIX NPOrPaMM YacTO BOCMPUHUMAIOTCS 3PUTENAMM KaK HEKME
OpYy3bs (XOTA HEKOTOPbIE UMEHYIOT UX MHUMbIMW APY3bAMM, NCEBAO-
apysbsamu [18, c. 28]), poaHble, NOHATHbIE NOAN: BEAb OHU TOXKE TaM,
«y cebsa» canaT U 0 YEM-TO FOBOPAT, NOYTU KaK 3pUTENN AO0MaA.

B KOpobKe, KaK 1 B rpaHuMLAX CLEHbI-KOPOOKM, MOXKET, B NMPUH-
uune, NPoOUCXoauTb BCe, YTO YrOAHO, U UMETb CaMblii PasHbI BUA,.
Ho 3To 3aBegoOMO He caMu ABNEHUS CTUXMUHOrO BECKOHEYHOro Mu-
po3AaHuA, a MOAENN, NPUCNOCOBNEHHbIE AN UHTEPbEPHON KOMMY-
HUKALMKN. MHBIMW CNOBaMM, HU BOMHbI, HU U3BEPKEHUSA BY/IKAHA, HU
HaBOAHEHWA, HX HAacCUIMA B CTYAUN ObITb HE A0/IKHO.

Mudonorus Tenectygmum — 6e3onacHas, BCELLENIO KOHTpOnpye-
Man TeppuTopus, 3allMLLEHHAA OT KaTacTpod M HenpeacKkasyemocTm
6bITMA. Takaa TeppuTOpPUA MAEANIbHO FAPMOHWMYHA, U 3TUM Nogob-
Ha J4emy, Kak Obl Aaneko OT 3Toro obpasa HW YBOAWA COBpPEMEH-
HbIM CTYAMWHBIN AM3aiH. B cTyammn moaenvpyeTca UMBUAN30BaHHOE
obuieHne U ynpasneHne MHPOPMALMOHHO-06Pa3HbIMU MOTOKAMM.
KoMMyHMKauma paunmoHanmM3mMpoBaHa, ynopsaoyeHa, cniaHMpoBaHa.
Mo3ToMy CTO/b CUNbHOE BNeYaTaeHne NPousBOAAT HAapyLWeHUs 3Ton
Mmudonorum, byab To 0b6aMBaHME COKOM NapTHepa Mo CTyaAnMHOMY Aun-
anory nnm coobueHmne yyacTHMKaM NPsamoro apupa u Tenesputensim
HEeOXMAAHHOMW MHGOOPMALMN, HE CAHKLUMOHUMPOBAHHON HUKAKMMU
odULUMaNbHBIMU CTPYKTYPamMM U CNocobHOM paanKaibHO U3MEHUTb
KapTUHY Mupa.

Cymmumpysn BCe CKa3aHHOE, OTMETUM, YTO TOYKa 3peHuA 13 Tene-
CTYAMM — 3TO TOYKA 3peHMA It0LEN, KOTOPble BO BpeMA nepesayn He
MOTrPY*KeHbl B ryLly cobbITM 6ONbLWIOIO MUPa M UMEKOT BOSMOXKHOCTb
CMOTPETb HE HEeMOCPeACTBEHHO Ha COOLITUA, HO Ha UX SKPAHHbIE OTO-
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bparkeHMA, KOMMEHTMPOBATb 3T OTPaXKEHHblE COBLITUA U NpoYMe,
HeBM3yaM3MPOBaHHbIE B CTyANM COBbITUA, MPONYCKas 1 TO, U Apyroe
yepes CBOE MHAMBUAYANbHOE BOCNpUATHE.

Takum 06pasom, CTyaus — 3TO MECTO AeNCTBUA-0OCYKAEeHUS,
AENCTBMA KaK MpoLLecca NoKasa pasHbIX 3aneyatieHHbiX mupoB. Ho
3TO MEeCTO AeNCTBMA He PaBHO CTyAWMHOMY MPOCTPAHCTBY, B KOTO-
POM U yepes KOTopoe MPOHOCATCA BM3yasbHble 06pasbl MHOXecTBa
YOANEHHbIX NPOCTPAHCTBEHHO-BPEMEHHbIX Mogesnei. MpocTpaHcTBo
CTYAMM PA3OMKHYTO M MaTepMasibHbIX rpaHuL, He nmeeT, byayun ne-
pexogHow Tepputopueit ans HabaoaeHUsa, NOBECTBOBaHMA, Pa3MblL-
neHns, obmeHa MHeHUAMK. Bce nHTepechl, Bce BOIHEHWUA 1 CMOPbI B
CTYZMM CBA3AHbI MMEHHO C »KM3HbIO HO/ILLIOTO MMUPA UM MHOXKECTBa
peanbHbIX M BUPTYa/ibHbIX MMPOB 3a CTEHAMM CTYAUMW.

PEHECCAHCHbIE MATTEPHbI MOBECTBOBAHWA N 3PEULLA

Korga B. CuntoHac onucbIiBaeT raBHble NPUHLMIBI PEHECCAaHCHOro
TeaTpa, OH AeNaeT aKLEeHT Ha TON AMCTaHLMK, KOTopasa B HEM NOABASA-
eTcA MeXay 3puTeneM M npeacTaBieHnemM, B oTiMume oT bonee paH-
HeW 3pennLLHON KynbTypbl: «lpembepa camoCcToATebHOTO TeaTpa —
3TO M NpPembepa MYHOCTH, BbIXOAALLEN HA MCTOPUYECKYIO aBAHCLEHY.
B npasgHMKax KONMEKTMBHOE Haya/lo MMEeNo NoAaBAAoLEe Npenmy-
LWEeCTBO Hag MHAMBMAYaA/bHbIM. BecuepeMoHHOCTb KapHaBana 6bina
NMo-CBOEMY AEeCMOTUYHOM — KaXKAOro MOI/IM TONKATb, 06/1UTb NoMos-
MW, 06CbiNaTb MYKOW, M3Ma3aTb CayKel, caenatb NpegMeToM Hewaa-
HOW NOTeXM — NULLb B TeaTpe 3puTeNb ynogobnancs 6oxecTsy, nony-
YyMBLUEMY NPaABO Ha BCe Npomucxoasllee raaeTb CO CTOPOHbI. YyBCTBO
JINYHOM 6e30MacHOCTM — pPeHeccaHCcHoe 3aBoeBaHue. MepBbiMu 3puTe-
NAMM McnaHckoro Teatpa XVI B. 6bln Nt0aM NPUBUAETMPOBAHHbIE, HO
BCKOPE B NPUBMIErMPOBAHHOM MO CPABHEHMIO C YYaCTHUKAMK KapHa-
Ba/1a NMOJIOXKEHNWN OKaXKETCA KaxKablit 3putensb» [19, c. 45].

He ToNbKO peHeccaHCHbIM TeaTp, HO U AnTepaTypa 0CobeHHOo ao-
POXWUAWN NPUHLMMIOM AUCTAHUMPOBAHUS, onocpenoBaHusa. NHaneK-
AyanucTnyeckas anoxa cnocobcTtBoBana OCO3HAHUIO BbICOKOW LIEH-
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HOCTW ZINYHOWN 6E30NACHOCTU U 3PUTENA KaK PeLmnueHTa, U purypbl
nocpegHuKa, pednekcupyrollero KOMMeHTaTopa. B noteHunane um
MOXKET OKa3aTbCAa 11060 3puTesb, a TaKXKe U 060N pacCcKasumk, Ke-
NaoWun NoBeaaTb HEKYHO UCTOPUIO U AaTb OLEHKY ee AeNCTBYHOLLMM
nmuam. Tak 4To pedb naet o GoOpMUPOBAHUM KOHLUENTa 6e3onacHom
NPOCTPaHCTBEHHOW Mo3Mumn, Tpebosaswel GU3MYECKON yaaNeHHOo-
CTV pedneKkcnpyoLLero YesoBeKa Kak OT UrPOBOro AeNCTBa, Tak U OT
Hebnaronosy4yHoM NoBCceaHEBHOM peanbHOCTU. [JaHHbIN KOHUENT He
yTpaumBaeT coBpemeHHOCTU. Kak nuwet M. Ko3bsikoBa, «0gHOM U3
BAXKHEMLLIMX XapaKTeEPUCTUK NyBNMYHOrO NpoCTpaHCTBa ABAsAeTcA bes-
onacHocTb» [20, c. 61].

OnwucbiBas npuHuunbl TenesmaeHua, 0. boromonos akueHTUpo-
Ba/l UMEHHO MPUHLMN «PaCcCKasa B paccKkase», onocpesoBaHus, aein-
CTBUTENIbHO CBOMCTBEHHONO TENIEBUAEHUIO, HO aKTya/IM3MPOBaHHOIO
peHeccaHCHOM KynbTypoW, B TOM YMCae B IMTEPATYpPHbIX popmax. Pac-
CKa3 B paccKase «o4eHb nonynsapeH 6bin B 3noxy PeHeccaHca, aa 1 B
6onee nosgHee Bpems. YcTHas dopma 34ecb — yre cyrybo ycnoBHbI
npuvem. KHura Kak 6bl He HanucaHa, a BCero iMib 3anucaHa. Mostomy
noAYepPKMBAETCA UCMONHUTENBCKOE BPEMSA, TO ECTb BPEMS PACCKa3bl-
BaHMA, KOTOPOE HaxoAWUTCA B HemnocpeacTBEeHHOM 6AM30CTM K YMTa-
TenbcKomy. M obe BpeMeHHble MAOCKOCTM 06begMHEHbI YCIOBHbLIM
COXKeTHbIM xogom» [21, c. 41]. Ecnv B iMTepaTypHbIX NPoU3BeaeHUNAX
PeHeccaHca pa3BMBanacb MoAeslb MHOFOKPATHbIX «Paccka3os B pac-
CKase», TO B PaccMaTpMBaemMoi HamMM PA3HOBUAHOCTU CTYAUMHbIX
nporpamm peanmnsyetca NPUHLMN «NOKa30B B Nokasex. 1A Toro, 4to-
Obl YBUAETb BHYTPEHHIO COOTHECEHHOCTb 3TUX ABYX XY[AOXECTBEH-
HbIX GOpPM, 06PATUMCA K UCTOPUM INTEPATYpPbI.

CpaBHMM 0BPMCOBKY CUTyaumint B obpamnstoLlem MOBeCcTBOBa-
HUM Tpex 3HaMeHWTbIX COOpHUKOB HoBenn — «KeHTepbepuinckmx
pacckazax» xeddpu Yocepa (KoHey, XIV B.), «[dekamepoHe» Bok-
Kauyo (cepeanHa XIV B.) u «fentamepoHe» Mapraputbl HaBappckoit
(cepeanna XVI B.). Y Yocepa, x0T 1 HanucaBLIero ceoe npoussese-
HWe nos)e BOKKauy4yo, HO coxpaHawoLwero 6onblwyto 6aM30CTb cpes-
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HEBEKOBbIM TPAAMLMAM, LENbI0 KKOMMAHUM» ABAAETCA NaJIOMHUYe-
CTBO [22, c. 46]. OAHaKO CMTyaLmMa NalOMHUYECTBA OKa3biBaeTcA AN
Yocepa B 3HaUMUTENbHOW CTEMEHM NOBOAOM ONPaBAaTb ANUTENbHOE
COBMeCTHOe npebbiBaHMe MHOXKECTBA NH04EN PasHbIX 3BaHWUN, COCNO-
BUN M 3aHATUIN. Bce OHW 3HAKOMATCA APYr C APYTOM Ha TEPPUTOPUM,
B PaBHOW CTEMeHM A/1a BCeX Yy»KOM, NybAnYHOW U pacnonaratouen
K cBobogHOMY 0bUleHMIO, — B TpaKTUpe «Tabopay, BbINOJHAOWEM
POJ/ib «OTNPABHOM» KOMHATbI-CTyAMMU. TPaKTUPLKK (34eCb OH BMOA-
He aHa/NornyeH BedyLlLemMy) BbICTyNnaeT MHULMATOPOM MOOYEPeHOro
pacCcKasblBaHUA UCTOPUIA No gopore K molam. OH Ke nogaeTt uaeto
YCTPOUTb KOHKYPC Ha Nly4LLMIA paccKas, Harpagoi 3a KOTOpPbIM AOKHO
cTaTb H6ecnnaTHoe yroweHne B TPaKTUpe Ha obpaTHOM nyTU. To ecTb
npegnaraeTca TMN NOBeAEHWA, NPEeBPALLAIOLLINIA NANOMHMUYECTBO B
pa3B/iekaTe/bHOE UIPOBOE B3aMMOAENCTBUE.

KomMnaHusa nanoMHWMKOB MOKUAAET TPaKTUP WM ABUNKETCA no
anpesibCKOM CONHEYHOM gopore, Nof HeYroMOHHOEe NeHue NTuUL, pac-
CKasbliBaa cBou mctopun. Cepua HaAppPaTUBOB PasHbIX MEPCOHAXKEN
CUMBONN3MPYET camo nepeasukeHne. Obpallas ocoboe BHMMaHMe
Ha 4Yyao BceobLLero cornacua TAHYTb Xpebuit 1 yyacTBoBaTb B pac-
CKa3sblBaHUKM UCcTOpUiM, Yocep, TeM cambiM, BHYTPEHHE MPU3HAET U3-
PAOHYIO CTeMeHb YCIOBHOCTU CKOHCTPYMPOBAHHOM CUTYaLLUN:

«W, BUAHO, BbINIO CYKAEHO Ha Hebe

Unb TyT cyabero HaWnm peLueHo,

Ho TonbKo BCe Mbl APYXKHO, 3a04HO,

Cyabbbl pasyMHOW BCTPETU/IN PELLEHbE,

Y106 pblLapb BblAYMKY Wb NPUKIOYEHBE

Mo »kpebblo NepBbIM TYT e pacckasan» [22, c. 69].

ABTOp IBHO NtobyeTcAs HayepTaHHOW MM MOAENbI0 KOMMYHUKa-
LMK, CIOBHO C/IOXMBLLENCA CMOHTAHHO B MUpe repoes. 3Ta MoAefb
BOM/IOWAET rapMOHUIO ObITUS A0BOMBLHO 60/bLIOTO U Becbma pas-
HOPOAHOro coobLEecTBa — PaACCKa3YMKOB-NASIOMHUKOB [ABaALaTb
0eBATb YenoBeK. Ho OTHIOAb He MX B3aMMOOTHOLIEeHUA byayT npea-
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METOM [Ja/ibHelLero noBecTBOBaHUA, a 6ONbLIOA MUP, BUAMMbIN
CKBO3b MMPOBO33pEHUs, PasNndHble cyabbbl, CaAyd4au, CyKAeHus,
NpuvHagfexalme Kak reposim pacckasblBaeMblX UCTOPUIA, TaK U No-
BecTBoBaTeNsIM. KaxKaoW UcTopun npeaLectsyeT Nposaor, B KOTOPOM
paccKa3yMK BbICTYNaeT Kak BPEMEHHbIN BeayLnin geincrea, nocpes-
HUK MeXKay ONUCbIBaeMbIM MUPOM W, C OAHOIN CTOPOHbI, YUTaTENEM,
a C Apyroli CTOPOHbI, MPOYNUMM YYACTHUKAMM MYTELIECTBUA K CBATbIM
mowam. To ecTb, B «KeHTepbepuICKMX paccKasax» WMCNo/b3yoTca
NPUHLUMNbI ONOCPEeAOBaHUA, PELLUEHHbIE KaK NepcoHanbHoe nocpes-
HWUYECTBO pAAA NepcoHaXKen Npu co3gaHnn HOBOW KapTMHbI MMUpa U3
oTAeNbHbIX GParmeHTOB, YTO BO MHOTOM NpeABapseT NPUHUMnbI Be-
LLAHWUA U3 TenecTyanu.

NcTopum 06 oTAEeNbHbIX NOAAX, HUKAK HanpsAMyl C paccKkasuyu-
KaMu He CBA3aHHbIX, HO NOAAaBaeMbIX MMEHHO B KayecTBe WX UHAU-
BMAYa/IbHbIX PAaCCKa30B, MHAMBUAYAbHOTO BUAEHWUSA, CTAHYT TON CK-
CTEMOI «OKOH» M OJIHOBPEMEHHO «0Yeit», KOTOpble NPEOMAAIT BUA,
HenocpeacTBEHHOM peasbHOCTM U BbIABASIOT €e MHOTOrpaHHoCTb. Ho
Beb 3TO NPOUCXOAMUT U B TENIEBUIUOHHbIX CTYAUIAHbIX MPOrpammax, u
B COBPEMEHHOM MHOTO3KpPaHHOM MMpPe, NPWU aHasn3e KOToporo He-
cny4yaiHo E. HUKonaesa MCnosib3yeT UMEHHO A,BOMCTBEHHYO meTado-
py OKHa-oKa [23, c. 41].

B «[lekamepoHe» BoKkKauy4o 0bLecTBO OHbIX Aam U KaBanepos,
CNACaoLLMXCA M3 YYMHOTO ropoaa u beceayroLLnx B MOMeCTbe nocpe-
AW YMCTOM NPEeKpacHOM NPUpPOAbI, Ha TEHUCTOM Ny¥KaliKe C «BbICOKOM
3e/1eHoM TpaBon» [24, c. 21], Kak HeNb3s oYeBUAHEE BOM/IOLWAET aHa-
JIoruio ¢ npebbiBaHMEM B Pato U 3aHATUEM YNOPAA0YEHHbIMK, FAPMO-
HUYHBIMWU AENCTBUAMM MO KHAPEYEHMUIO», ONUCAHUIO, KOMMEHTUPO-
BAHMIO CyLLEro.

KoHeuHo, 34ech y»Ke MMeeT MecTo o0bpa3 pas, npeobparkeH-
HbI/i PEHECCAHCHbIM MbILIEHNEM, €r0 OTCbITAMU K aHTUYHOMN Ky/b-
Type C XapaKTepHbIiM /1A Hee 0bpa3om «npenectHoro yronka (locus
amoenus), CTaHOBALLEroca MpPUIOTOM HeccMmepTHbIX 60oXKecTB AnMbo
CMEpPTHbIX repoeB, yA0CTOMBLUMXCA 0bLeHneM ¢ HUMmM» [25, c. 233].
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C opyroit CTOPOHbI, MOTUB 3EMHOI0 PaA UAM «NPeNecTHOro Yroska»
ABCTBEHHO HANOMMHAET O CTUXMIHO NPOUCXOAALLEN B MAacCOBOM CO-
3HaHUM MMPONOTU3aLNM TeNeBeayLLMX KaK CBOEro poaa «boxecTs», a
roctei CTyguMm — Kak M3bpaHHbiX, repoes. COOTBETCTBEHHO, 0bOLLEeHMe
TEX U ApYyrux B aeanbHoOW cpeae Tenectyamm obpeTtaeTt cakpanbHble
oTTeHKWU. [la 1 BoobLLe B Hallem Mupe npeacTaBaeHns ob uaeanb-
HO MPEeKpPaCHOM MPOCTPAHCTBE BCE NPOYHEE CBA3bIBAIOTCA HE TONIbKO
C MOHATMEM MEAUNHON MPUBUIETMPOBAHHOCTU — HAXOXAEHWEM B
nopTa/ie CBs3el C MHOMEeCTBOM MMPOB, B COOBLLECTBE C M3BECTHLIMMU
NNLAMU, TO ecTb boramm « MeauinHOro oamMmna.

MoKasaTenbHO, YTO WMCXOAHblE CUTyaLMM obpamAatoero no-
BecTBOBaHMA y BoKKayyo n y Mapraputbl HaBappcKkoi cnopaT apyr
C OpYyrom 3a NepBeHCTBO B 06MAMKM yCTpallaloWmMx noapobHocTeln.
Y BOKKa44o 3TO KapTWMHa ropoga BO Bpemsa anuaeMmnmn Yyymol: «MHble
KOHYaNMCb NPAMO Ha yu1LEe, KTO — AHEM, KTO — HOYbHO, HONbLIMHCTBO
K€ XOTA M YMUPANo AOMa, O4HAKO coceam y3HaBasin 06 MX KOHYMHE
TO/IbKO MO 3anaxy, KOTOPbIA UCXOAUA OT UX pPa3naraBLUMXCA TPYMOB...
MocToAHHO HabnAanucb cayvyaum, Koraa 3a CMHOM ABYX CBALLEHHW-
KOB, LWeALNX C pacnaATUEM BNepean NOKOMHUKA, K MOXOPOHHOW Npo-
LLeCCUKN NPUCTABaNO elle HECKOIbKO HOCUJIOK, TaK YTO CBALLEHHUKM,
HamepeBaBLUMECA XOPOHUTb OA4HOMO MOKOMHMKA, B KOHLLE KOHLLOB XO-
POHWUAN LLECTb, BOCEMb, @ TO U B6osblue. M HUKTO, 6bIBANO, HE MOYTUT
YCOMLWMX HX Ce3aMM, HY CBEYON, HU MPOBOAAMM — KaKoe Tam: ymep-
UMM YEeNOBEK BbI3blBas TOTAA CTO/IbKO ¥Ke y4acTuA, CKOIbKO M340XLUan
Ko3a» [24, c. 11-12].

Y MaprapuTbl HaBappcKkoit — 3TO 3/10KA0YEHMA pAda AL, 3a-
CTUFHYTbIX HaBOAHeHMeM nocne 6narononyvyHoro npebbiBaHMA Ha
neyebHbIx Bogax Kotape. lepoam rposuT rmbenb B 6ypHOM MOTOKE,
YKECTOKasA CMepTb OT HanaBLWWX Pa3boMHMKOB, OT PasbAPEHHOro Mea-
Beana. MHorne B npougecce 3/10KA04YEHUI nornbatoT. HakoHel, Bbl-
JKMBLUME repou cobMpatoTCa B MOHACTbIPE W XAYT, Koraa byaet no-
CTPOEH MOCT Yepe3 pPas3IMBLLYIOCA PEKY.

Tem cambim, B 060Mx COOpPHMKAxX KOHCTPyMpyeTcs 0b6pas KU3HM
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KaK bbl mocne «BTOPOro NoTona», Aa*Ke Noc/e «3eMHOro aga», To ecTb
MHOroo6pasHbIX MyYEHWUN N HapyLLEHWA BCEX MPUBbLIYHbIX, PYTUHHbIX
cnocoboB opraHusaLmM cBoero BpemeHu. Toraga KOMMaHUKU BbIXKMB-
LMX CTAJIKMBAOTCA C HEOBXOAMMOCTBIO YEM-TO 3aHATb BCEX CPasy M
n3bexkatb HOBOM beabl — CKyKM (B «[enTamepoHe»), SMOLMOHANbHOM
OMCrapMOHUK, KaKan GbiBaeT NpPU Urpax C BbIUIPbIBAIOLLMMU U NPO-
UrpbiBaloWUMM (B «lekamepoHey).

ObuwecTBy repoes MaprapuTbl HaBappckoit cnaceHne BUauTca B
cnefoBaHUM ToOMy 06pasy AEWUCTBUI U NPENPOBOXKAEHUA BPEMEHM,
KaKoBble M3BeCTHbI Mo «[eKkamepoHy» bokKau4o. «W, ecnv Bam byaet
YroAHO, Mbl KaXAblli AeHb OT NOAYAHA U 0 YeTbIpeX YacOB MOXKeEM
NpPOBOAUTb Ha 3TOM MPENIeCTHON Jly»KalKe Ha 6epery ropHoro py4bs,
rae MCTBa TaK rycTa, YTO COMHEYHbIE /ly4M He B cuax npobpaTtbea
Ty4a W NOMELWaTb HaM HacnaguTbCsA MPOXAagon», — npegnaraert
MapnamaHTa [26, c. 12]. B onncaHMM mecTonpebbiBaHUA KOMMNAHUM,
obmeHmBatoLLeNCca HOBeMlaMKU, BHOBb OPe3KUT 3aByasIMPOBaHHbIN
0bpas palickoro caga: «B nonaeHb e Bce OHM BCTPETUAUCHL B A0ONN-
He, KoTopana bblsla Tak XOpOoLa, YTO HYKHO 6bi1I0 Obl MCKYyCcCTBO BOK-
Kayyo, 4yTobbl ee onuncaTb. Hagerocb, 04HAKO, BCE MHE NOBEPSAT, eC/n
Al CKaXKy, YTO 3TO ObIN YrONIOK HECNbIXaHHOM KpacoTbl... BCe 0bLwecTBO
PacrnoNOXMAOCb HA 3e/1eHOM TPaBE, TAKOM MATKOM U HEXHOM, YTO He
noTpeboBasiocb HN KOBPOB, HX NoAyLleK...» [26, c. 13].

NTaK, Npun BCeX CTPYKTYPHbIX OTINYMAX B Npon3BeaeHusax Hocepa,
BokKkauyyo n Mapraputbl HaBappcKoi o4eBUAHbI BaXKHble CXOACTBaA.

Bo-nepBbIX, PeHECCAaHCHbIM MAEasIoM MPOCTPAHCTBA, M30/MPO-
BAHHOIO OT YXMTENCKMUX HEB3FOZ, NPUATHOIO A8 Na3 u gns npebbl-
BaHWS B HEM B MpOLLECCe ANMTENIbHOMO rapMOHUYHOIO 06LLEHUA U
pPa3MbILLIEHNI, BbICTYMAET NPeKpacHaa NpuMpoaa UM HemTpaibHas
npupoaHaa cpega. OHa HeNpemMeHHO pacno/iaraeTca HenoAaneky ot
0oYaros UMBMAM3AUMM, ByLb TO NOMECTbE, MOHACTbIPb AN TPAKTUP.

Ha TenesmgeHuun ke umaean 6esonacHoro, KomdopTHoOro Ana
0o6LeHMA M BHELHe NPUB/IEKAaTeNbHOro MPOCTPAHCTBA BOMJIOLWLAET
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Oun3aliHepcKM odOPMIEHHBIN MHTEPbEP CTYAMU, KaK MPaBuo, Hecy-
WM B cebe pag o4eBMAHbIX OT/IMYMIA U OT NPUPOAHOro faHawadTa,
W OT NPMBATHOIO KMAULWA. B cylHOCTM, Hanbonee TUNUYHbLIN AM3aliH
TeNecTyamum KOppecrnoHAMPYEeT C MAEAMU TOPOACKOro NybaMyHOro
NPOCTPaAHCTBA, YTO BMOJIHE 3aKOHOMEPHO, MOCKOJIbKY B COBPEMEH-
HOCTU couManbHOM GYHKUMEN ropoda CTaHOBMUTCA «TrapMOHM3aLMA
06LLecTBEHHOrO OpraHmn3ma, Aaa 4yero HeobxoaMMo co3aHue Kom-
bopTHOM cpeapbl 06UTaHUA, B TOM Yncie popmmupoBaHme nyBaANYHbIX
npoctpaHcTe» [20, c. 71].

NpoeanbHo cbanaHCcMpoBaHHAA FOPOACKAA cpesa, 0asnc UUBUAN-
3aumn, KoMOpPTHbIN MHTEPbep B XX—XXI BEKax BO MHOrOM Hac/ieaytoT
MEeCTO LLeHTpaNbHOro obpasa uaeanbHOro NPoCcTpaHCTBa. B anoxy Pe-
HeccaHca TakMM 06pa3om bbin y¥Ke He pali Kak TaKoBOW, HO ero bonee
COBpPEeMEeHHble, 3CTeTU3MpPOBaHHble MoguduKaumm: Cag 3eMHbIX Ha-
cnaxgeHuin [25, c. 233-238], yc/0BHbIN NacTopasnbHblii I4em, POXK-
OeHHbIN, no onpeaenexHuto /1. BaTKMHa, «HOCTaNbrMen No ecTecTBeH-
HOMY CYLLLECTBOBAaHMIO B MNepBOOLITHOM cenbCcKon npoctoTe» [27,
c. 97] n B TO Xe Bpem NpeobpasyroLnnca B «LLeIMKOM CKOHCTPYMPO-
BaHHbIN, MAeanbHbIA MMP», «3HaK KyabTypbI» [27, c. 97].

TenesnaeHve co3gaeT elle OAMH «3HaK Ky/lbTypbl», MOAeNb ny-
6/1MYHOro NPOCTPaAHCTBa, KOTOPOe GYHKLMOHUPYET U KaK Henocpes-
CTBEHHAs PeanbHOCTb, U KaK AMCTAHUMOHHbIA TPaHC/IUPYEMbI 06-
pa3s MAaeanbHOro MecTa AencTBUA — 3CTETUYECKM NPUB/IEKATE/IbHOTO,
6€e30nacHOro U Npu 3TOM He MU30/IMPOBAHHOIO OT OCTa/IbHOTO MUPA,
HO HaobopoT, 061aJatoLLErO BM3YaIbHbIM AOCTYNOM K HEMY. Tak Uau
WMHaye, TeNecTyans asasetT cobo CMMBO MNO3UTUBHOM NYyBANYHOCTM
«3aUHTEPEeCcOBaHHOIO YeNoBeKa», CAeNaBLLIero CBOMM 06 bEKTOM BHU-
MaHuA N pednekcmn pasnnyHblie ABNEHUA MUpPa 33 Npegenamum Ccry-
OMWN 1, B CBOIO 0Yepesb, CTAaHOBALLErocAa 06 beKTOM BHMMaHUA ayan-
TOPUN — NOA06HO repoAm XyA0KEeCTBEHHOIO NPOU3BEAEHUA.

Bo-BTOpbIX, Yocep, bokkayyo n Mapraputa Hasappckasa Becbma
[0pOoXKaT naeen rapMoOHMYHOM CaMOOpraHM3aLLMm obLecTBa paccKas-
YMKOB, KOTOPOE CaMOo Cebs yUpeRAAET, CaMo U36MpPaET IMaBy, COUMHSA-
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€T NPMHLUMNbI pernameHTa u obcy»KaaeT npaBuna ero Noaaep KaHus.
B aTom cTpoe AelicTBMI OLLyLaeTca Nnepekanyka ¢ ytonuen Tenem-
cKoro abbatcTtBa, co3gaHHoro B «lapraHTioa u MaHTarpoaie» reHu-
em Pabne: «bnarogapsa cBobose y TeIeMUTOB BO3HMK/IO NMOXBaibHOE
CTpeM/ieHMe Aenatb BCEM TO, YETO, MO-BUANMOMY, XOTENOCh KOMY-HMU-
6yab ogHOMY. ECNM KTO-HUBYAb U3 MYXKUMH WU XKEHLWMH Npeaiaran:
“Bbinbem!” — TO BbINMBA/M BCE; €CAN KTO-HMOYAb npeanaran: “Cobl-
rpaem!” — TO Urpanm Bce; ecam KTo-HMbyab npeanaran: “lMorgemrte
nopesBMmcs B nosie” — To Wwam Bce» [28, c. 148].

B naeane pelictene B TeNecTyaum — 3TO XOPOLUO CPEXKUCCUPO-
BaHHOe AeicTBo, obsagatowee UANO3UEN MMMPOBU3ALMOHHON Cca-
MOOpPraHu13aLmm.

N B peHeccaHCHbIX 06LLECTBaX PaCCKa3uyMKOB, U B MHTepbepe
Tenectyaum noasMHHyr0 6e30MacHOCTb M rapMOHWUYHYKO aTtMmocde-
py rapaHTMpPyeT He caMo MPOCTPAHCTBO, @ NO3ULUA 0O6X0AUTENbLHbIX,
BNafEoWMX MaHepamm CBETCKOro OOLWeHWs MHAUMBWAO0B, KOTOpble
W3HayanbHO M3bpanu ansa ceba ponn obCyKaatoLLMX, MOBECTBYHOLMX,
OLLEHMBAOLLMX CO CTOPOHbI TO, YTO MPOUCXOANT HE 3[eChb U He ceityac,
a CNYYUIOCb KOrOa-To HeAABHO, B MMpe, OTAA/IeHHOM U HepocArae-
MOM B NMepuos paccKkasa.

Coaep:kaTeNbHOE HaMno/IHEHWE HOBE//, PAcCKa3oB OYEBUALEB,
penopTaKHbIX MaTepMasnos, TO ecCTb GOPMaTOB TPAHC/IMPYEMOTO U 06-
CY)AAeMOro, Kak U MaHepbl 06CyKAatoLWMX, MpeTepnenun cuabHenwmne
M3MEHEHWNs C PEeHeCcCaHCHbIX BpeMeH. Ho coxpaHuaca npuHLMn auc-
TaHLUMOHHOWN pedniekcun BCAyx, B AManorax U MOHO/IOrax, B COCTpOs-
HWW SMOLMOHA/ILHOTO CAMOKOHTPONA. MMEHHO 3TOT MPMHLMN HaYnHaN
AKTMBHO KY/bTUBMPOBATLCA B MEPEXOAHYIO PEHECCAHCHYHO 3MOXYy KakK
CTUAb BbITUA N CNOCOD OCMbIC/IEHNA MUPA, €ro LIeHHOCTEN U NOPOKOB,
ero KpacoTbl 1 6e306pasus, ero cambix pPasHbIX NPOUCLIECTBUINA.

B-TpeTbux, BCe TpM cOOpHMKa HOBENN NPEeACTaBAAT CBOEro poaa
MPUHLMN PEeryaapHOro «BewaHua», OPraHU3YIOLEro KM3Hb oblLue-
CTBa PACCKA3YMKOB HAa MPOTAXKEHUU MHOIMX gHel. Mpuyem B mupe
pacckasuymMkoB MaprapuTtbl HaBappckon 3HatoT o «[lekamepoHe» u
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BbICTPAMBAIOT CBOM AEWCTBMA MO aHaN0MMMK C HUM, TO €CTb OLLyLIAtoT
yXe Hanuume Hekoero «bopmarta», KoTopomy yaobHo cienosath. Ta-
KM 06pa3om, npoLecc pacckasbiBaHUs M 0bcy»KaeHMA Kak bbl nepe-
NAeTaeTcs U CANBAETCA C NOBCEAHEBHOCTLIO, YTO ByAeT XapaKTepHO
ONA TeNeBU3NOHHOW MOoAenn «npopactaHuA» B O0BblAEHHOW KU3HU
coumyma.

PacckasumKm CIOBHO CMOTPAT B OKPYKAOLWMIM MUP CKBO3b CBOM
MCTOPUK. BbiTME KaK NPOLEcC OKas3blBAeTCA TBOPYECKMM NPOLLECCOM
paccKasblBaHMSA M KOMMEHTMPOBAHMA, @ 3TO YCTHOE KO/NEKTUBHOE
TBOPYECTBO — MPOLECCOM Camoro 6bITUA, YTO TOXKE OTCblNAEeT K pe-
HEeCCaHCHbIM MOZEeNAMM CaMOoOpraHM3aLmm noscegHeBHocTu. J1. bat-
KMH nucan o6 MHTMMHOCTM TBOPYECKOro npolecca U notpebHocTU
YNaBAMBATb MUP CKBO3b «fA» — U «fA» KaKk ocobbii mup [29, c. 368],
paccy:Kaana o NMYHOCTM MeTpapKu, KyNbTUBMPOBABLLErO NEPMaHEeHT-
HblI/ MPOLECC YTEHUS U NUCATENbCTBA. «/3BECTHO, YTO MHOTO MO3XKe
3TO 33aBOpaAKMBalOLLEE KPYKEHUE, MOTOHA 33 COOCTBEHHbBIM XBOCTOM,
CTaHeT 411 UCKYCCTBA OAHUM M3 HauBaXKHeMLWKX ctoxetos. Cp. ¢ Te-
MO “XyA0KHWUK B CBOEM MacTePCKON” nan “Xya0oXKHMK 1 ero mogens”
B HOBOEBPOMENCKOW }KMBOMMUCK; MW }Ke C Pa3birpbiBaHMEM CNIEKTaKAA
BHYTPW CMeKTakAa (HaumHana ¢ “famneta”); uam ¢ MOTMBOM “CHUMa-
eTcs KMHO” B KMHO» [29, c. 368]. Bpoae 6bl, noBeageHWe B CTyAUN He
MMeeT NPSMOro CXOACTBA C NOBeAEHMEM NIOAEN B NOBCEAHEBHOCTU
— eC/IM NOHMMATb ee o4YeHb y3Ko. Ho ecnm cumntathb, YTo AN MHOTUX
BMOJIHE MOBceAHeBHbl beceabl 3a 06eAeHHbIM CTOIOM UK TBOpYe-
CKMe OWCKYyCcCUMM B Kade, uan obLieHne 3a CTONIOM AeN0BbIX U Nou-
TUYECKUX NEPEroBOpPOB, 06CYKAEHNE TEKYLIMX Npobiem B pedaKkumum
WUAW B KOHepeHL-3a/e, TO Mbl YBUAUM, YTO Mepesaya B TenecTyaum
npeanaraet uaeanbHole 06pasbl JOBONLHO PACNPOCTPAHEHHOW MO-
eV NoBeAeHus.

KoHeYHO, coBpemMeHHble CTyAMiHble MPOrPammbl YCAOKHWUAM
KOMMYHWKaLMOHHYIO MOAE b, HAMEUYEHHYIO B pEHECCaHCHOM nnuTepa-
Type. Tenepb BO3MOXHO 0bLLEHUE U3 TeNeCTYAMM C NPEACTaBUTENAMM
MOKa3bIBaeMbIX MMPOB — B HACTOALLEM BPeMeHM Npamoro apupa, B
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peXMme TeNemocTa UK XKe NpUrnalleHme B CTyANI0 aKTOPOB TOro UIn
MHOTO 3KPaHHOrO CcloXKeTa, urypuposasluero B nporpamme. MHoro-
MWpUe CTaHOBUTCA Bce Hosiee MPOHULAEMbIM, Bce Gosiee noxorke
Ha coobuatolwmecs cocyabl, CUCTEMY TPAH3UTHbIX Tepputopuii [30,
C. 63—65]. Ho Kakue 6bl HoBelLWMne BO3MOMKHOCTU HU UCMO/Ib30BaN0
TenesuaeHue, CTyauinHaa NporpaMmma NpoaosKaeT BOMNAOLWATb NPUH-
umn 6e3onacHoOM AUCTAaHUMPOBAHHOCTM OT MMUpa-3penuila. MmeHHo
B YTBEPKAEHMM BO3MOMKHOCTEM NOKA/IM30BAaHHOM B MPOCTPAHCTBE
pednekcnn o BypHO-gMHAMUYHOM MOTOKE ObITUSA COCTOUT NONUTUKA
0603HaUYeHHOro TenesM3MoHHOro dopmaTa. B 3HauuTenbHOU mepe
3TO M obycnoBMBaeT TepanesTuYeckne apdeKTobl TeNEeBUAEHUS, UK
«TeneTepanuio», 0 peaabHOCTM U MHUMOCTU KOTOPOM BeayTca AucC-
Kyccum B Hay4dHow cpege [31, c. 19-20].

MOCTCKPUNTYM. CTYANA B SNOXY MHTEPHETA

Hauano XXI Beka co3gaet peHomeH BMAe06/10repcTBa B UHTEPHE-
Te. ABTOpPbI BUAE0610r0B 3a4aCTyto BeAyT CBOM TPAHCAALMM C NPUBAT-
HOW TeppuTOpUMU, BYKBANBbHO M3 COBCTBEHHOM KOMHaATbI. BHelHe oHa
COBEPLUEHHO He NOXOXKa Ha TUMKUYHYIO TenecTyanto. OgHAKo TyT nopa
HaNOMHMUTb, YTO TENIEBU3MOHHbIE CTYAUNHbIE MPOCTPAHCTBA, B CYLLHO-
CTW, MOTYT BbIINAAETb COBEPLUEHHO HENPUBBLIYHO. B TOM yncne oHu
MOTYT ObITb CTUIN30BaHbI NOA, NPMBATHOE KUMULLE UM NPOXOANUTL B
OeKopaumax TUNUYHOIO XUAKULLA — Kak 6bli10, K npumepy, B nepe-
cTpoeyHow nporpamme «CTtapas KBapTupa». B nporpammax KaHana
«KynbTypa» Begylime nepefay HepeaKo npeactaloT B obCTaHOBKe,
HaNnoOMWHaOLWEN NEeKTOPUIA, BUBANOTEKRY, AOMALIHWA YITONOK C NUCh-
MEHHbIM CTO/IOM.

TaK uTO NpPU BCEM BHELIHEM HecxoAcTBe 0b6blYHaA KOMHATa, U3 Ko-
TOPOW BeLEeTCA MOKa3 KaKkux-NMbo BMAEO3aNUCEN B COMPOBOXAEHUM
KOMMeHTapwma BegyLuero, byab To NpodeccMoHaNbHbIN XYPHANUCT UK
nobutenb, MoxKeT bbITb KnaccuduumpoBaHa Kak ctyaua. MNpocto oHa
«paboTaeT» cTyAMen HeENOCTOAHHO, ByAy4M NPU STOM U U0 KOMHa-
TOW, AauHoM BeceaKol, KyxHel. NMoaobHoM NoMGYHKLMOHANbHOCTbIO
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o6nagann n paHHue aKpaHbl. E. HMKonaesa genaeT TouHoe Habntoge-
HUe: «PaHHMeE 3KpaHbl MO UMETb COBCEM MHOE HasHayeHne — BHbiTb
NPOCTbIHENM, CKaTepTblo, 060AMM Ha CTeHe, ABEPbI0 B KOPUAOP, Yep-
TEXXHOW JOCKOM U T.A. U CYKWUTb SKPAHOM &0 COBMECTUTENbCTBY» [32,
C. 42]. No3aHAA TENECTYAUA MOMKET He NPUHAA/NENKATb TeNIeBU3NOHHO-
My KaHa/y U BecCTu BellaHMe, 0 KOTOPOM Hac He MHOPMUpPYIOT cne-
LMa/ibHbIe ra3eTbl, XypHa/ibl AN CTPaHULbI Beb-cainToB. OgHaKo acTe-
TWUYECKM OHA Hac/ieayeT OCHOBHble QYHKLMM M CBOMCTBA TENeCTyAuMU B
TPaAMLMOHHOM ee NMoHWMmaHuW. KomHaTa-cTyama suaeobnorepa cuH-
TesnpyeT B cebe NPMBATHOCTb U BUPTYaNbHYIO NYyBAUYHOCTb, MO CYTH,
npeBpaLLascb B HEOTbEMIEMYIO COCTABAAIOLWYIO «KHOBOM MybaAnYHON
cdhepbl», Kak onpeaensaeT gaHHbIn deHomeH E. [lykoB, aHanM3Mpys UH-
TepHeT-6110repcTBO M ero npeabictoputo [33, c. 115-135].

WTaK, Tenectyaus B aNoxy MHTEPHETa CyLLECTBYeT B A BOMHOM pe-
KUMe — TPagULMOHHOM TeNIEBU3MOHHOM, Y3HAaBAaEMOM M HOBEMLLEM,
[aNneKko He BCerga y3HaBaeMoOM, CBA3AaHHOM C MPaKTUKOM NpPUBaTHOM
TBOPYECKOM AeAaTeNbHOCTM B UHTepHeTe. Tenectyaus sce bonee cra-
HOBUTCA 06pPa3oM-TpaHCPOPMEPOM, CNIOBHO HAPOYHO UANOCTPUPYA
NMOCTMOAEPHUCTCKME Maen 06 OTHOCUTENBHOCTM NHODbIX YCTOMUYMBDIX
bopM, TEKYYECTU CMbIC/IOB M LIATKOCTU pasrpaHuyeHnin. Maea 6es-
onacHoro nNy6/MYHOro NPOCTPaAHCTBa OOLLEHMA YIKE HE [NaBEHCTBYET,
ycTynasi Mecto Uaesim CUHTe3a MPMBATHOrO U Myb6/AMUYHOrO, a TaKKe
TOTa/IbHON MHTErPUPOBAHHOCTM JIOKA/NIbHOTO «MecTa AEeUCTBUSA» B
NPOCTPAHCTBO BECKOHEYHbIX PeasibHbIX U BUPTYaNbHbIX MUPOB. ITO
MOBbILIAET COLMOKYNLTYPHbIM CTAaTyC NPUBATHON TeppuUTopum, nepe-
KoaupyeT ee 06CTaHOBKY B [IeKOPALMOHHYIO cpedy M coobuiaeTt ee
obuTaTeNto 3HAYMMOCTb MOZEPATOPA NHTEPHET-BELLLAHMA.
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CNELUMDUKA PA3BUTUA

N ®POPMUPOBAHUE OCOBEHHOCTEMN
OTEYECTBEHHOW AHUMALMOHHOM
WHOYCTPUM B KOHTEKCTE KOHLIENLNW

[IETCTBA
YACTb 1

AHHOTauus. B cTaTbe paccmaTpmBaeTcs cneumdumka n ocobeHHOCTHN oTeve-
CTBEHHOW aHMMaumMu. Ha MpoTAXeHUM BCero nepuoga CBOEro PasBUTUA
oHa dopmmpoBanacb Kak 0b61acTb IKPAHHOM MHAYCTPUM, BbIMyCKalOLLEN
npoaykumto ana aeteit. OpMeHTaumMa Ha AeTCKoro 3putena bbina 3agaHa B
0oTeYeCTBEHHOW aHMMauun B Havane 1930-x rofos B pycie GopMmmnpoBaHus
[OETCKoro KuHematorpada. C obpasoBaHuem ctyann « Coro3amynbTduabM» B
1936 roay BbINYCK aHUMALLMKN gNs AeTel CTan NPUOPUTETHLIM A8 obnacTu.
3Ta HanpaBAEHHOCTb COXPaHANACb B aHMMaLUmn Ao cepeamHbl 1980-x ro-
80B. C HayaIoM NepecTPorKM NPOU3OLN0 OcnabneHne 3Tol TeHAEHUNH,
CMEHW/IUCb BEKTOPbI Pa3BUTUA B aHMMALMW. Y:Ke HauyMHas C cepeamHbl
1950-x rofoB, aHMMATOPbI CTapaINCb PACLUMPUTL Y3KME FPaHMLbl aHUMA-
LM U aKTUBHO CTPEMWUANCH CO34aBaTb NEHTbI ANA 3pUTENEN ApYrnx BO3-
pacTHbIX KaTeropuii. OpMeHTaumMsa Ha B3POC/YIO ayauTOpMIO CTana Npuopu-
TETHOM ANs oTedecTBeHHON aHuMaumm B 1990-2000 roabl.
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B nocnegHee pecatuneTtve XX BeKa NPOM30LIAN cepbe3Hble Npeobpasosa-
HWA B aHUMALMOHHOW UHAYCTPUU. HECMOTPSA Ha NOABNEHWUSA HE3aBUCUMBbIX
AHUMALMOHHbIX CTYAMI, OHA OKas3anacb Ha rPaHM MOMHOTO YHUUTOMKEHMA.
B 3Tv e rogbl 6bina AMKBMAMPOBAHA cUCTEMa AETCKOTO KMHOMpoKaTta M
[eTcKoro TenesuaeHus. Boinyck ¢puabmoB 1 nepegay oia getent 6o nou-
TV NpekpaLeH. Mi3ameHeHus B 061aCT aHMMaLMW HAMETU/IUCH B CEpesuHe
nepsoro gecatunetva XX Beka, KOrga CTanu npesnpuHUMATLCA MHULMA-
TWBbI CO CTOPOHbI FOCYAAPCTBA, HaMpaBaeHHble Ha BO3POXAEHMEe OTpac/u.
Mepsble cepbe3Hble M3MEHEHWUA CTasM OTMedaTbea K cepegmuHe 2010-x ro-
0B, Hauanocb BO3pOXKAEHME AaHUMALMOHHOW MHAYCTPUM, HO TONBbKO Kak
06/1aCTN AeTcKoro KMHematorpada. Bo mHorom 3to npousowno 6naarogaps
rocyZ,apCTBEHHOW NOAWUTUKE, HaNpPaBNEHHOW Ha Pa3BUTHE AETCKOTo CermeH-
Ta ayAMOBMU3YaNbHON UHAYCTPUN.

KnioueBble cnoBa. AHMMaLMA, TeNeBUAeHUe, AeTCKOe KMHO, aHUMALMOH-
HaA WMHAYCTPUA, KMHOMPOKAT, PerMoHanbHble MyabTcTyauu, «Coto3mysib-
TOUNbM», «MynbTTENedUNbMY», AETCKUE TENEKAaHAbI, CEpUanbI.
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THE SPECIFICITY OF DEVELOPMENT AND
THE FORMATION OF THE PECULIARITIES
OF THE RUSSIAN ANIMATIONAL INDUSTRY
IN THE CONTEXT OF THE CONCEPTION OF
CHILDHOOD

PART 1

Abstract. The article examines the specificity and the peculiarities of Russian
animation. During the course of the entire period of its development it was
formed as the domain of the screen industry manufacturing articles for
children. The directedness on the children’s audience was set in Russian
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animated films in the early 1930s in line with the formation of children’s
cinematography. With the establishment of the “Soyuzmultfilm” studio in
1936 the release of animated films became prioritized for this field. This
directedness was preserved in the animated film industry until the mid-
1980s. With the beginning of the Perestroika there was a weakening of
this tendency, the vectors of development of animation changed. Already
beginning with the mid-1950s the animators attempted to broaden the
narrow boundaries of animation and actively to create films for audiences
of other age groups. Directedness towards an adult auditorium became
prioritized for the Russian animated film industry in the 1990s and the 2000s.
During the final decade of the 20th century serious transformations in
the animated industry. Despite the appearance of numerous independent
animation studios, they found themselves on the brink of total destruction.
During those years the systems of children’s film rental and children’s
television was liquidated. Release of films and programs for children was
almost entirely terminated. Changes in the field of animation began to take
shape in the middle of the first decade of the 21st century, when initiatives
started to be undertaken from the side of the government directed at
the revival of this branch. The first serious changes began to be observed
towards the mid-2010s. The revival of the animated film industry began, but
only as a field of children’s cinematography. In many ways this happened as
the result of state polity directed towards the development of the children’s
segment of the audiovisual industry.

Keywords. Animation, television, children’s movies, animation industry,
film rental, regional animation studios, “Soyuzmultfilm,” “Multtelefilm,”
children’s television canals, serial movies

OTevyecTBEHHYO aHMMaLMIO YacTO PacCMaTPUBaOT Kak obnacTb
OETCKOro KnHemaTorpada. 3TO MHEHME MPUCYTCTBYET HE TOJIbKO Y
PALOBbLIX 3pUTENel, 0 YemM CBUAETENbCTBYHOT MPOBOANMbIE OMPOCHI.
OHO NosBAAETCA B HAayYHbIX cTaTbsAX [1; 2] 1 B oTYETaX KOMNAHWN, CBSA-
3aHHbIX CO CTAaTUCTUKOM M aHANUTUKOW B 061aCTM KMHO, Hanpumep,
B MCCNeoBaHUAX aBTOPUTETHOM HE3aBUCMMOW KomnaHum Movie
Research, 3aHMMatowenca cTpaTerMyeckMm aHaiM3oM WM MPOrHo3u-
pOBaHMEM Pa3BUTUSA KMHOOTPAC/N, Pa3paboTKoM MEXaHU3MOB U Mep
rocyAapCcTBEHHOM NONUTUKM NO Pa3BUTUIO OTEYECTBEHHOM KMHEeMaTO-
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rpadun. B caenaHHom ee akcneptamu B 2017 rogy aHa/IUTUYECKOM
oTYyeTe roBopuTCA 06 aHMMaLMK KaK «OAHOM U3 MNOABMAOB KMHEMA-
Torpada, <..> BO MHOTOM OPMEHTUMPOBAHHOM Ha aeTten» [3, c. 23].
Jaxke npeactaBUTENIN KUHOKPUTUKU HEpenKo MOoAYEPKMBAKOT AOeT-
CKYIO HanpaB/EHHOCTb OTeYeCTBEHHOW aHMMaumn. foBopAa O cneuu-
durKe oTeyecTBeHHOM aHMMaumun, [. fogep, NPoOrpammHbIA ANPEKTOP
«bonbworo dpectnBana mynbTepuUabMOB», OTMETUAA, YTO OAMH U3 CTe-
pPeoTUNOB, 3aKPEnUBLUMXCA 3a Hel, eCTb NPEACTaB/eHME ee KaK KMHO
ans gevei [4]. Mo ee MHEHMIO 3TOT CTEPEOTUN CO3AAETCA HE CTO/IbKO
KenaHnem BMAETb €€ TAaKOBOW, CKO/IbKO MPUCYLLMM €1 3CKanmM3mom.
Takum obpa3om, OTe4ecTBEHHAA aHMMALMSA, TATOTEA K CIOXKETHOCTU U
CKa304HbIM Gopmam NMoBECTBOBaHMA, AAET NOBOA K TOMY, Y4TOObI ee
BOCMPUHUMANN KaK AETCKOe KMHO, NMPU 3TOM, HEe y4uTbiBasA TO, 4TO
CKa3KM MOryT BblTb COBCEM He ANA AeTEN.

Mexay TeM cCOBpeEMEHHAA POCCUINCKAA aHMMaLMA ropasao wupe
PaMOK AETCKOTro KMHO, B KOTOpble €e YMOPHO MbITAlOTCA BNMCATb U
npeacTaBUTENN HAPOXKAAOLWENCA aHUMALUNOHHON NHAYCTPUMN, U NCK-
XONOru C negaroramu, M NpeacTaBUTENIN FOCYAAPCTBEHHbIX CTPYKTYP.
[ocTaTo4yHO B3MIAHYTb Ha nporpammbl OTKpbITOro Poccuiickoro ¢e-
CTUBANA aHMMALMOHHOIO KMHO, ABNAOLWLETOCA €XeroAHbIM KOHKYp-
COM BCErO TOr0, YTO CO34AETCA OTEYECTBEHHBIMW aHMMATOPAMM, Ha-
YMHAA OT NOJIHOMETPAXKHbIX IEHT M KOHYaA NPUKNALHON aHMMALMEN,
COLUMANbHBbIMK POIMKAaMM U peKnamol. Ho Ha obuiee mHeHue 3TO
NnoYTn He BAUSAET.

TaK, NCMXOI0TM M NeJaror Yalle BCero nposBAsAOT UHTEPEC K OT-
€4eCTBEHHOM aHMMaLMW KaK K CPeacTBY BOCMMUTAHUSA, cOLManmM3aLmm
noApacTaloLLero NoKoaeHna n GOPMUPOBAHUAM Y HEFO COLMOKY/bTY-
HbIX KomneTeHuuii. CTaB 06 bEKTOM NPUCTANIbHOFO BHUMAHMA U TEMOW
AN aKTUBHO BeAyLUMXCA NCUXO/IOro-KybTypOIorMyeckmx gebaTos u
neaarormyeckm-coLMoIOrMYecKkMX MccNefoBaHUM, aHMMaAUMA pac-
CMaTPMBAETCA KaK BUA, AETCKOrO KMHO M HEOTbEMIEMAA YaCTb AETCKO-
ro mmpa [5]. M. PomawoBa nosaraet, 4To OTeYeCTBEHHAA aHMMaLMA
pa3BMBa/siacb KaK YacTb KOHLeNTa AeTcTea [6, c. 114]. Mo ee MHeHMO,
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POCCUMNCKUIN 3pUTENb HE TOTOB BOCMPUHUMATb MHYIO aHMMALMIO, TaK
KaK Yy HEero Ha npoTsXKeHUM MHOMUX AecATUNeTUi chopMmnpoBaInCh
copeprKaTeNnbHble U HPABCTBEHHO-3TUYECKME KPUTEPUM TOFO, KaKuUM
OOJIKEH ObITb aHMMALMOHHBIA uabm. Ux nctokn M. PomaluoBa Bu-
OWUT B AETCKOM OMbITe, MO/Iy4eHHOM NPU BOCNPUATUN «4006pPbIX COBET-
CKUX MyNbTPUABMOBY», CHATbIX cTyanen «Cotoamynstounom». N gns
Tex, KTO NMOAYYna AAHHbIMA ONbIT, aHUMALUA ABNAETCA BULOM AETCKO-
ro KMHO, NGO MHOFO OMbITa OHW HE MMEIT M He 3HAKOMbl C MHbIMU
dopmamm b6bITMA gaHHOTO UCKyccTBa. Kak roBopuT H. JIyKMHbIX, Npo-
rPammHbI gupeKTop OTKPbITOro PoCcCUMCcKoro gpectmBana aHMMaLUn-
OHHOrO KMHO, «O4eHb YacTo B Poccum owyleHme oT aHMMaLMOHHOIoO
KMHO y 3puTenei nckaxeHHoe. OHO, K COXKafeHuUo, BOCMPUHMUMAETCA
KaK «MCKYCCTBO B KOPOTKUX LUTAHMLLIKAX», TO €CTb MCKYCCTBO ANA Ae-
Ten» [7]. AHanornuyHyo nosuumio noagep>kmsaer AHHa MopsKkosa,
reHepasnbHbl AUPEKTOP «AHUMALMOHHOW CTYANU 2X2», CO3AatoLLelM
«HEeAETCKyto aHMmaumio». Mo ee cnoBam, elle He TaK AaBHO Y Hac B
CTpaHe cyLLecTBOBasa CTPoraa yBepPeHHOCTb, YTO PUCOBAHHbIE WOy —
TOMbKO AnAa geten» [8].

MoHMMaHMe cCoBPEMEHHON aHMMALLMK KaK MPOAYKUMN ANA AeTeN,
KaK YacCTu AEeTCKOro 4ocyra, Kak cpeacTBa NpocBeLLeHus, obyyeHmsa u
BOCMUTAHUA onpeaenseT No3numnto, 3aHMMaeMyro NpeacTaBUTeENAMM
KMHOBM3HEeca, MeaMaxoNAUHIOB MU PYKOBOAMTENSAMMN TOCYAaPCTBEH-
HbIX CTPYKTYp. MIMeHHO Ha co3gaHue AEeTCKOM aHMMauuu rocyaap-
CTBOM BbIAENAKOTCA CPEACTBA, HA TaKyH aHMMALMIO ecTb CNpocC y Te-
JIeKaHaNoB, U MMEHHO TaKaAa aHMMaLMA Ny4lle BCEro NpPoAaeTcs Ha
MeXKAYyHapoAHbIX MeanapblHKax. Bce 3To 3akpennseT B MacCOBOM CO-
3HAHWWN OTHOLUEHME K aHMMALMM KaK NPOAYKTY, NpefHa3sHaYeHHOMY
ONA AeTckoro notpebutens.

ToYKa 3peHMs Ha AaHUMALLMIO KaK Ha CEerMeHT AEeTCKOro KMHO CTa-
HOBWUTCA 4acCTbio OPMLMANBbHOM MOAUTUKM, HaMpPaB/lEeHHOW Ha pas-
BUTUE 061aCTV B LEAOM U aHUMALMOHHOW UHAYCTPUM B YACTHOCTW.
Ha npoTsa)keHuM nonytopa nocnegHux AecaTUAETU Bblaensiemble
rocy4apcTBOM CPeACcTBa Ha NOAAEPKKY OTeYeCTBEHHON aHMMaLUMK B
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CNIOMKHbIX SKOHOMMYECKMX YC/IOBUAX HAMNPaB/AKOTCA B OCHOBHOM Ha
MPOEKTbl, UMetoLMe AETCKYI0 HAaNpPaBAeHHOCTb (AaHHblE MOJyYeHbl
Ha OCHOBAHWWM aHaNM3a UTOrOBbIX MPOTOKON0B, ONYB/IMKOBAHHbIX Ha
cavite MUHKynbTYpbl Poccun).

B 2011 roay MwuHuctepctBo KynbTyp PP npuHAno peleHue
«O mepax no BbIBOAY OTEYECTBEHHON aHMMAaLMK U3 KpU3Knca», B nep-
BbIX CTPOKaX KOTOPOro yTBep»Kpanocb: «MWHUCTEPCTBO KyAbTYpbl
Poccuiickoit Pepepaumm TpaAULMOHHO yaenseT 60blloe 3HaYeHme
pa3BUTUIO aHMMALMOHHOIO KMHemaTtorpada. bonbwmnHcTBO PrnabmoB
3TOr0 BMAA KWMHO, CO34aHHbIX NPU rOCYAAPCTBEHHOM (GUMHAHCOBOM
noadep ke, afipecoBaHbl AETCKOM U NOAPOCTKOBOM ayauTopum» [9].
3a nocnegHue rogpl (2011-2018) perynapHO NPOXOAMAM BCTPEUMN U
COBelLaHNA npeacTaBuUTeNel rocygapCTBEHHbIX CTPYKTYP M aHMMa-
LMOHHOro cooblyectsa, B paMKax KOTOPbIX pacCMATPUBaINCL Mepbl
noaAep*KKU NpPon3BOACTBa POCCUNCKUX GUAbMOB ANA AeTeN N OHO-
LeCTBa, B TOM YMC/e U aHUMALLMM KaK 06/1acTu co3patoLeit Npoayk-
LMI0, OPUEHTUPOBAHHYIO B 6O/blIEN CBOEW YacTU Ha AETCKOro 3pu-
Tensal. O4HMM M3 UTOrOB 3TUX BCTPEY CTasno noctaHosneHne CoBeTa
depepaunm PegepanbHoro cobpaHma PO «O peannsaumnm ctpaTermm
roCyZapCTBEHHOM Ky/bTYpHOM NOAUTUKM Ha nepwuog ao 2030 roga B
cybbekTax Poccuiickont depepauymm» ot 1.02.2017 roga, B KOTOpOM
HanpPAMYo roBOPUTCA O HEOHXOAMMOCTM OKa3aHMA rocyAapCTBEHHOM
noAAep’KKN 0Te4ecTBEHHOW aHMMALMKM B 061aCTM CO34aHUA, NPOoKaTa

1 28 uioHa 2011 cocTosnacb BCTpeya aHMMaTopoB c [peaceaatenem [pasutensctea PO
B.B. MyTuHbIM. 22 mapTa 2013 roga npowwsio pabouve coselanme MuHUCTPa KyabTypbl PO B. Me-
AVHCKOrO ¢ BeAyLMMM aHMmaTopamu. Ero Temoit cTana BbipaboTka [OPOKHON KapTbl pa3BuUTUA
oTeyecTBEHHOM aHMMaLMK, onpegeneHve byayuero ctyamn «Coo3mynsTdunbM» U BblABAEHUE
npobnem otpacaun. 26 mapta 2014 roga Ha 3acefaHUM NPaBUTENbLCTBEHHONO COBETA N0 PasBu-
TUIO OTeYeCTBEHHON KuHemaTorpaduu nog npescesatensctsom [m. Measeaesa B nosecTke
AHA 6blNM BONPOCHI, KacalowmMeca NOAAEPKKN U NPOABUNKEHUA [AETCKOTO KMHO U aHUMaLUK.
23 HoAbpAa 2016 roga npolwuna BcTpeya Mpeacepatens CoseTta Genepaumm B.M. MaTBreHKo ¢ npea-
CTaBUTENIAMM POCCUICKOM aHMMaLMK. B xoae BCTpeun obcykaanack ponb MyNbTUMNANKALMK B BOC-
NUTaHWUK NOAPACTAIOLLErO NOKONIEHUA, OCHOBHbIE JOCTUXKEHUA, NPOBaAeMbl U NePCNeKTUBLI Pas3Bu-
TUA aHUMALMOHHOM oTpacau. 8 anpena 2017 roaa cocToanack BcTpeya B. MeanHCKoro ¢ seayLuymm
poccuiickumm mynbtunavkatopamu. 13 mas 2017 roga npowna BcTpeya lNpesunaeHta Poccun
B.B. MyTuHa ¢ npeAcTaBUTENAMM aHUMALMOHHbIX CTYAWIA. 17 mas 2017 ropa cocToanach BCTpeya
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M Nokasa ¢pmMabMoB gnA AeTel U toHolecTBa. B pespane 2018 roaa Bo
rnase ¢ 3amectutenem npeacegatensa npasutenscrsa P® O. lonogel,
M ¢ yyactmem MUHUCTPaA KynbTypbl Ba. MeanHCKOro, 3aMMUHUCTPA
NpPoMbILLINEHHOCTM 1 Toprosau . KagblpoBoW, npeacenatens npasne-
HUA KMHocTyamn «CotoamynbTdunom» H0. CnawieBoi, UCMONHUTENb-
HOro AuMpeKkTopa ACCoOuMALUN aHMMALMOHHOTO KMHO U. MaTtycoBoi,
reHepanbHOro AvpekTopa komnaHum «0+Media» A. Cabnykosa, re-
HepasibHOro npoAtocepa aHMMAUMOHHOM cTyaum Wizard Animation
KO. MockBKMHa, npogtocepa, pykoBoauTena KuMHokomnaHum «CTB»
C. CenbAHOBa NPOLLUO COBELaHME Ha TeMy «AHMMaUMA KaK 6a30Bbil
WHCTPYMEHT AETCKOro BOCMUTAHUA M Pa3BUTUA», B PaMKax KOTOPOro
aHMMALMA PacCMaATPMBaNaCb UCKAYUTEIbHO Kak 06/1acTb AETCKOro
KnHemaTtorpada 1 HeoTbemsiemMas 4acTb rOCy4apCTBEHHON nporpam-
Mbl «[lecATuneTne feTcTear.

MPUYNHBI COOTHECEHMA AHUMALLMUN B OTEYECTBEHHOM KY/IbTYPHOM
N KMHemaTorpadmyeckom CO3HaHUK C KUHO, KOTOPOe NpeAHa3HAYeHO
ONA neTei, pasnyHbl.

OpHa M3 HUX, CBAI3aHa C O6LMM COCTOAHWEM A€/, B POCCUINCKOM
OEeTCKOM KnMHematorpacde. B Havane 1990-x rooB OHO MPULLIO B yna-
[OK, dUnbMbl ANA AeTel 1 toHOLWEeCTBa NPAKTUYECKU NPeKpaTUaN CHU-
MaTb. MHOrne sKcnepTbl, aHAUTUKKU U NPAKTUKK MONAratoT, 4YTo no-
cnegHue 30 et poccuiickoe AeTCKoe KMHO M BoBce ucyesno [10; 11].
Mofo6HOro MHEHUA MPUAEPIKMBAETCA PEXUCCEP U PYKOBOAMUTENb KU-

B.MeauHckoro cC.CenbAHOBbIM, Ha KOTOPOM 0BCYKAAaNNCbBONPOCHI AETCKOTO KUHOMAHMMALLMK. 23
asrycta 2017 roaa npowwno cosellanune B. MeanHCKoOro no Bonpocam passutua ctygmmn « Coroamynb-
TGUNbM» M aHMMaLMK. 9 oKTABPA 2017 roga Ha coselaHmm NMpesnaeHTa cuneHamm NpaBuTenscTsa
B. MeauWHCKUIA BbICKa3an nNpeasioKeHne no co3gaHuio HoBoro TB-KaHan oTeyecTBEHHOM aHWMaA-
umn ana petein. 19 aekabpsa 2017 coctosnoch 3acegaHne npaBuTENbCTBEHHOIO COBETa Mo pas-
BUTUIO OTEYECTBEHHOW KMHemaTtorpaduu, Ha KOTOPOM MOLHMMAIUCL BOMPOCHI AETCKOTO KUMHO
1 aHumaumn. 13 ¢espana 2018 roga Ha ctyamm «Coto3mynsTduabm» BO INaBe C 3aMeCcTUTesIemM
MNpepcenatena MNpasutenbctBa Poccuiickoit Peaepauum O. fonogel, coCTOANOCH COBeLLaHWe, No-
CBALLLEHHOE Pa3BUTUIO OTeYeCTBEHHON aHMMauuu. B pamkax CaHKT-MeTepbyprckoro MexayHa-
popHoro skoHomuuyeckoro ¢opyma, npoxogmslero B KoHue mas 2018 roga, O. fonoaeu, BHOBb
BCTpeYanachb € NPesCcTaBUTENAMMU aHVMALMOHHON MHAYCTPUK, roBopa 06 oTmMeyeHHol obnacTn
KaK 4acTu nporpammbl «lecATuieTHme 4eTcTBar.
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HOKOHLepHa «Mocdunbm» K. LLlaxHa3zapos. B o4HOM M3 MHTEPBbLIO OH
C COXKasieHMem OTMETWJI, YTO LeTCKOe KMHO B Poccum He NpocTo nepe-
»KMBaeT rybokunin Kpusuc, a nornbno [12]. MNevyanbHoW 1M ApamaTuye-
CKOM Ha3blBaeT C/IOXMBLUYIOCA 33 NOCAeAHUE AeCATUNETUA CUTYaLMIO
C OETCKMM M ceMelHbIM KMHO B. FpammaTtukos. 1o ero MHeHU «mup
[AETCKOro KMHO CxKaJics Kak WwarpeHesas Koxa» [13]. C. 3epHos, byayun
OMPEKTOPOM fenapTameHTa KMHemaTorpadmm MuHKynbTypbl Poccun,
BbICTYMan Ha KPyriom ctone «POocCUMICKMIM KMHemaTorpad ansa aeten
M toHowecTBa. Buepa. CerogHs. 3aBTpa», npoxoguswem B doHae co-
LUMaNbHO-KYNbTYPHbIX MHUUMATMB B HOABpe 2010 roga, rosops o npo-
61emax AeTCKOro KMHO, OTMETU/, YTO 3Ta HMLIA B NPOKATe 3ano/IHeHa
HECKO/IbKMMM NOSTHOMETPANKHbBIMU aHUMALMOHHBIMU KapTuHamu [14].
MopobHasa TouKa 3peHus, elle pa3s NoAYepPKHYa, YTO aHMMaLMel 3a-
MeLLLAN0Ch OTCYTCTBYIOLLEE AETCKOEe KMHO, TEM CaMbiM 3a Heli 3aKpe-
NAANOCb OTHOLWEHME KaK K puabmam, npesHa3HAYEHHbIM ANA LeTeN.

B 1990-e rogbl npobsembl MUCMbITbIBANA BCA KMHOOTPAC/Ab, HO
OLLyTMMeEEe BCEro OHM YAAPWUAN MMEHHO MO AETCKOMY KMHemaTorpa-
dy, TaK Kak 3aTpaTtbl Ha NPOM3BOACTBO AETCKMX GUIbMOB Bbille, a
Bblpy4yKa OT npokaTa Hwxe [11, c. 151; 15]. locyaapcTBO, OKa3biBas
NnoaAep’KKy OTe4eCTBEHHOMY KWMHO, JOAroe BPpemMa He yaenano ot-
Oe/bHOr0 BHUMaHUA AETCKOMY KnHemaTtorpady. B aoknage «06 nto-
rax pabotbl MuHUCTEPCTBA KyNbTYpbl Poccuitickon Penepauymm 8 2009
rogy v 3agadax Ha 2010 rog» o GMHAHCUMPOBAHUWN AETCKOTO KMHO BO-
obLe He roBopuaoch [16].

3a nocnegHue rofbl CUTyauMa HECKO/IbKO M3meHunack. bnaroga-
pA rocnofnepKke KMHOMPOU3BOACTBA, BOCCTAHOBEHUIO KMHOCTYANN
C rOCYyAapCTBEHHbIM yYacTUEM, NOAAEPKKE YACTHbIX CTYAUN-MIKe-
POB M HALMOHANLHOIO KMHOMPOKATa, COAENCTBUIO B MPOABUMKEHUM
OTEeYECTBEHHOTO KMHO Ha BHELUHWX PbIHKaX, BOCCTAHOB/IEHUIO KMHOTE-
aTpoB B pPalLLeHTpax, CO34aHMUI0 cUCTEMbl pUbenToB, OTeyecTBEHHAs
KUHOWHAYCTPUA CTasa aKTUBHO pa3BuBaTbCA. PazButme KnHootpacau,
Nno MHeHuto B. MeguMHCKOro, 4eMOHCTPUPYET «ABUKEHNE BBEPX» [17].
ITa 'Ke TeHAEHUMA rogom paHee 6bl1a OTMeYeHa B aHa/IMTUYECKOM OT-
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yeTe Movie Research [3, c. 26]. McchegoBaTtenn KoMnaHUM oTMmeYani
NOJIOXKUTENbHYIO AMHAMMKY B PA3BUTUN aHMMALMOHHOM 0bnacTu: «3a
nocneaHue NATb 1IET YBEANYMANCL 0OBEMbBI MPON3BOACTBA, NOABUANCH
HOBble NPOeKTbl. KoANMYecTBO MUHYT NPON3BEAEHHOM aHUMALUUK yBe-
numnock Ha 25%, ecnun cpaBHMBATL € NoKasatenamm 2014 roga. Ctano
BbINYCKaTbCA 60NbLUE NONHOMETPAXKHOM aHMMALNKN. PoccuiicKne aHK-
MaLMOHHble GpPaHLIN3bI HAaXO4AT CBOEro 3putens 3a pybexom. <...>
YBeNMUNAOCb KONMYECTBO CO34aBAaeMbIX aHMMALMOHHbBIX CEpPUanos,
Ha PblHKE NOABAAKOTCA HOBblE YYACTHMKM, MOBbILAETCA KAYeCcTBO Ce-
puanbHOI NpoayKumumy [3, c. 26].

AHANIOTMYHOTO MHEHWA MPUAEPKMBAETCA M POCCUNCKUI Npo-
Arocep, coyypeauTensb CTygMM aHMMALMOHHOIO KUHO «MenbHULa»
C. CenbaHOB, KOTOPbIN Ha BCTpeye OTeYeCTBEHHbIX aHMMATOPOB C
B. MNyTnHbIM B Mae 2017 roga 3amMeTu, YTO OTe4YeCcTBEHHAA aHMMALLMUA
MOKa3bIBaeT cepbe3Hble AocTuxeHuA [18]. MonoKntenbHy gMHaMu-
Ky B Pa3BUTUM OTPaAcAM OTMeYaeT M npeacesatesb npasneHusa «Co-
to3mynbTdmnbma» t0. Cnawesa, KoTopan yTBepXKAaeT, uTo brarogaps
yBeAn4yeHuno pUHAHCUPOBAHMSA FOCYAaPCTBOM OTPAC/AN 33 NocaeaHne
LIecTb fIeT OHa warHyna sBrnepe [19]. HenocpeacTBeHHble co3aaTtenm
$MNBbMOB, B YaCTHOCTU peXkmnccep aHMMaLMOoHHOro KnHo C. MepuHoB,
TaK¥Ke Mo/aratoT, YTO KPOCCUICKAA aHMMALMA Cenyac O4Ha M3 CaMblX
yCMelHbIX B KNHOOTPAcAM — U B Mmupe, 1 B cTpaHe» [18]. Ho Bce xe
NONOXUTENbHAsA AMHAMMUKA B PA3BUTUM OTEYECTBEHHOM aHMMALMN U
AHUMALMOHHOW UHAYCTPUN NPOUCXOANT 33 CYET AETCKOro CermeHTa.
Kak oTmevaeT reHAMpPeEKTOp KomnaHun «Mawa n Measegb» [. Jlo-
BEMKO, BECb YCMNex COBPEMEHHOW aHMMauun B Poccun B uenom Ha-
61t04a0TCA 3@ CYET MOJIOXKMUTENbHOTO BEKTOPA PA3BUTUA LETCKON
aHumauum [20].

K coxkaneHuto, B 061aCTM AETCKOro KMHO He HabntogaeTcs nogob-
HOro pocTa. Poccuiicknum getam, Kak 1 paHblle, He XBaTaeT COBpeMeEH-
HbIX OTEYECTBEHHbIX UIPOBbIX KAPTUH. B 0bLen 4oAn KMHOMpOKaTa UX
KO/IMYECTBO HUUYTOXKHO Mano. [laxke, HECMOTPA Ha Ty NOJIOKUTENbHYIO
OVNHAMUKY Pa3BUTMA OTEYECTBEHHOM aHMMALMK, KOTOPYHO NpeacTaBu-
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/1M B CBOEM OTYeTe aKcnepTbl Movie Research, OHM He MOTIN He KOHCTa-
TUPOBATb, YTO OTEYECTBEHHANA aHMMALMA KaK 061acTb AETCKOro KMHO
«Mmorna bbl pa3emBaTbCA Honee AMHAMUYHO, eciiv Bbl rocyaapcTBo pea-
JIM30BbIBANIO NOSHOLLEHHYO MacWwTabHyo Nporpammy, HanpasAeHHY0
Ha pasBuTMe oTpacam» [3, c. 27]. HecmoTpa Ha AOCTMXKEHMA oTeye-
CTBEHHOW aHMMaLMK 33 NOCAefHUE roAbl, HAa BCTpeYe aHMMATOPOB C
npesvaeHTom Poccum B.B. MyTnHbIM B Mae 2017 roga oHM TakKe Oblin
eMHbl B TOM, YTO OKa3blBaeMas NoAAeprKKa CO CTOPOHbI rocyaapcTBa
Heg0CTaTouYHA M HEOHXOAMMO NPUHATL KOMMEKC Mep, KoTopble ByayT
CNocobCcTBOBATb AaNbHENLIEMY YCKOPEHUIO PA3BUTUA UHAYCTPUMN.
3anosHeHMe NYCTYHOLLEN HULLM AETCKOTO KMHO NpoucxoanT inbo
3a cyeT 3apybeXKHbIX KapTUH, IMBO 3a cYeT aHMMaumu. B pesynbTaTte
OHa HAaYMHaAeT paccMaTpPMBATBLCA KaK IKPaHHOE NpousBeaeHne, Npea-
Ha3HaYeHHoe ANA AeTel, a ee BOCMPUATME CBA3LIBAETCA C MUPOM
AeTckoro gocyra. NogobHaa TouKa 3peHna BAUAET HA pPa3BUTUE BCeW
aHMMaLMOHHON oTpacau. focynapcTBo B nvue MuHUCTEPCTBA Ky/b-
Typbl M COOTBETCTBYIOLWMX GOHAOB M KOMUTETOB, NOAAEPKMBAA pas-
BUTUE aHMMALMWN, BbIAENAET CPeACTBa, OTAAET NPUOPUTET PUabMaMm,
OPUEHTUPOBAHHbIM Ha AeTel U NPeACTaBleHHbIM B NOAABAAIOLLEM
6ONbLUMHCTBE CepUuanbHOM Npoaykumen?. MponssoaaLLMe KOMNaHuUm
TaK e [eNatoT CTaBKM Ha BbIMyCK NOAOOHON NpoayKLMK, a KoMna-
HWUM NO ANCTPUBYLMM OTAQIOT NpesnovTeHne GuabMam COOTBETCTBY-
IoLWEen BO3pacTHOM KaTeropun. MNpu 3TomM NeHTbl, NpeaHa3HaYeHHble
ONA Apyrux Kateropuu 3puteneit, 1mbo BoobLue He 3akynatoTcsa ana
MOKasa Ha BHYTPEHHEM pPbIHKe, MO0 MX NPOKAT BECbMA OrPaHWUYEH.
Mopoit punbm B3POCNON MAN HOHOLWECKOM BO3PACTHOM KaTeropmn He
MMeeT AaxKe KWHOTeaTpanbHOro NPOKaTa, @ MOXKET ObITb NpeAcTaBAeH
Ha pblHKe DVD-pennsamn. OrpaHMYeHHOCTb aHMMALMKM NO BO3PacCT-
HOW KaTeropmu B NpoKaTe MeHAET NpeacTaB/ieHMe O Hell Kak CamocCTo-

2 Hanpumep, B8 2013 rogy rocyfapcTBo okasano GMHAHCOBYIO NOAAEPKKY 69 aHUMALMOHHbIM
npoekTam, oTobpaHHbIM IKCNEPTHLIM COBETOM MO aHUMALMOHHOMY KMHO MUHKynbTa PO. M3
HUX, No cnosam J1. MantokoBoM, 54 — Gpuabmbl ANA AeTei, NPU 3TOM NPENMYLLECTBEHHO NIEHTbI
13 cepuanbHbIX NpoekTos [21].
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ATeNIbHON 06/1aCTN ayAM0-BU3YaIbHOM KyNbTypbl, @ GUIbMbI, CHUMa-
emble A/1A IOHOLIECKON 1 B3POC/ION ayanuTopuM UAN He oTBevatolme
KpUTEPUAM [ETCKOro CMOTPEHUS, HauMHaoT MapriuHaau3MpoBaThCA
M MOHUMATBCA KaK AIBNEHUS apT-XayCHOro uav GecTMBaibHOTO KUHO,
XOTA TaKOBbIMM OHW BOBCE MOTYT U He BblITb.

MCTOPUYECKUE MPEAMOCHIIKA

JETCKOW HANPABNEHHOCTWU OTEYECTBEHHOW AHUMALUN

MprYnHbI GOPMMPOBAHMA COLMOKYNBTYPHbIX NPEACTAaBNEHUN OT-
HOCUTE/IbHO OTEYECTBEHHOW aHMMALMN N ee MHAYCTPUN KaK 0bnacTtu
[OETCKOro KMHO MMEIOT UCTOPUYECKYIo 0bycnoBaeHHOCTb. E. Eansapos
ewe B 1966 roay nmucan, YTo «OCHOBHAA 3a4a4ya MyNbLTUNIMKALMKN BO
BCE Mepuoabl ee pasBMTUA COCTONANA B TOM, YTOObI Kak MOXKHO /lyylle
M NOSIHEE OTBETUTb HA 3aNpPOCbl AETCKOrO M HOHOLIECKOro 3puUTena»
[22, c. 11].

Takoe onpeaeneHune 3aga4y aHMMaLMKN BOBCE He yAMBUTENbHO. Ha
NPOTAMKEHUM COBETCKOro nepmoaa oTeyecTBeHHble aHMMATOPbl CHU-
Masin NpeumyLecTBeHHO GUAbMbI A1A ManeHbKUX 3puTtenei. [ax-
HbI ee BeKTOp bbls1 3a4aH ele B 1930-e roabi.

MpeAnocbIKN K TAaKOMY Pa3BUTUIO aHUMALMK OblIM 3a/103KEHbI B
npeablayliee agecatuieTve, Koraa bbina pa3BepHyTa AeTcKana Komna-
HUMA 1 BO3HWKNA HEOBXOAMMOCTb UCM0/1Ib30BaHMA KMHemaTtorpada ans
dopmMmnpoBaHMA AETCKOTO AOCYra U MAEMHOro BOCMUTAHUA noapacTa-
lOLLLero NOKO/MEHMA. B 3TO Bpema oTeyecTBEHHAsA aHMMaLMA He bblaa
OpPUEHTMPOBAHA Ha AETCKOro 3putend. BoinonHAA 3agaum arutaumm,
MHDOPMMPOBAHMA N NPOCBELLEHMA, OHa obpalllanach K B3pOC/oi ay-
anTopun. Punbmbl TEX IET HOCU/IM MO NPEUMYLLECTBY MJIaKaTHbIN Xa-
pakTep, ABAANANCL PYNOPOM UAEONOMMYECKMUX YCTaHOBOK, penpeseH-
TMPOBA/IN MOAENb HOBOIO COLMANBHO-KOMMYHA/IbHOFO MMPA C HOBOA
CUCTEMOW AYXOBHO-HPABCTBEHHbIX M LEHHOCTHbIX OPUEHTUPOB, AOHO-
CUAIN 0 3pUTENA NMPaBUIA U 3aKOHbI ObITUS B HEM.

OpaHako yxe B cepeguHe 1920-x rogos CTaHOBUAOCHL AACHO, YTO
015 04eHb 6O/bLLOM YaCTM COBETCKOro 06LLEecTBa, aKTUBHO BOBJ/IEYEH-
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HOW B Npouecc NoTpebaeHns sKpaHHON NPOAYKLUMU, — 1A aeTel —
CYLLLECTBYIOLLME SKPaHHbIE NPON3BEAEHMA HE TONIbKO HE NMOAXOAAT, HO
M OKa3blBAOT HA HWX BpeaHOe BAUAHWE. Kpome TOro, ogHOM 13 rnas-
HbIX Lefielt rocyfapcTea ctano GopMmnpoBaHmne M BOCNMTaHME HOBOTO
yesioBeKa. ITO MOATONKHYNO rOCYyAapCTBEHHbIE OpraHbl, Neaaroros,
MCUX0/I0rOB K HEOOXOAMMOCTU MepecMoTpeTb cTpaTernn B obnactu
KMHemaTtorpada 1 HayaTb pa3BMBaATb AETCKOE KMHO. DKpaH HauMHaeT
MCNONb30BaTbCA B MOAUTUYECKU-BOCMUTATE/IbHBIX LEAAX M paccma-
TPUBATbCA KaK CPeACTBO COLMaNN3aL MM NOAPACTAIOLLETO MOKONEHMSA.

dopmuMpoBaHUE KOHLEMLMU AETCKOTO KMHO U ero akTUBHOE pas-
BMTWE OTPA3UIOCh HA OTEYECTBEHHOM aHMMALLMK, KOTOPYO HaYMHAOT
npusnekaTb s AOCTUMKEHUSA NOCTaBAeHHbIX Lenei. K koHuy 1920-
X FOZ0B MPOUCXOAMUT U3MEHEHME TEMATUKM MyNbOUIBMOB M pacLun-
peHue ayautopuu. B 1927 rogy Ha aKpaHbl BbIXOAAT MepBble My/b-
Tounbmbl ana aeteir — «Katok», «CeHbKa-AdppukaHel». KoHeuHo,
OETU U paHblle CMOTPENN aHUMAUMOHHbIEe GUABMBI, HO UX KYAbTypa
CMOTpPEHMA B ABajLaTble rogbl XapaKTepuM3oBanacb BCEALHOCTbO.
B KMHOTeaTpax Wan ¢puabmbl B Nofasastollem 60/bLIMHCTBE, ABHO
HenpeaHa3HavyeHHble ANA 4eTCKOM ayauToOpum, O Yem CBUAETENbCTBY-
0T COLMONOTMYECKNE UCCNIe0BaHMA TeX feT.

B 3TW roabl CKNagbiBaeTcA ABa MOHATUA B OTHOLIEHWMM aHUMA-
LMK KaK 061acTM [eTcKoro KMHOCMoTpeHusa. C o4HOM CTOPOHBI, ee
HAUYMHAIOT PacCMaTpMBaTb KAk KMHO, NpedHasHaYeHHoe ana aeten.
B cBA3M € 3TMM aHMMaALMA BOCMPUHUMAETCA KaK OXKMBLLAA NAIOCTPa-
UMs AETCKOM nuTepaTypbl. BnocneacTBumM sTa TOUKa 3peHMA Cnocob-
CTBOBAJIa TOMY, YTO A/1A CO34aHMA CLEHapWeB CTaau NpurnaaTbea
[ETCKME MUCATENM, A peXMUCCcePaM PEKOMEHA0BANN UCKATb CHOXKETDI
CBOMX NeHT B 0bnactu getckon antepatypbl. C gpyroi CTOPOHbI, BOC-
NpUATUE aHUMALMK KaK AETCKOro KMHO BbIN0 CBA3AHO C TEM, YTO 3TO
dunbmbl 0 geTax. MmeHHo B KoHue 1920-x roaoB NosiBAAETCA HOBbIM
TUM INABHOTO repos, Ha cMeHy obpasam paboumnx KpacHoApMeNLLEB U
KPeCTbAH NpuxoaAT obpasbl geTel.

C KoHUa 1920-x rogoB cOBETCKME aHMMATOPbI HaYanu nepecrpa-
MBaTbCA C BbIMyCKa M/JIAKaTHO-arMTALMOHHON W HarnagHo-y4ebHoM
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NPOAYKLMM Ha NPOU3BOACTBO XYAOMKECTBEHHbIX /IEHT, Cpean KOoTo-
pbIX npeanonaranmcb n punbmbl ans getei. [lo Havyana 1930-x rogos
dunbmbl ana geteit He LOMMHMPOBANM cpeam Bcero obbema coBeT-
CKOM aHMMaLUW.

CuTyauma ctana pe3Ko M3IMEHATCA K cepeavHe AeCATUNETUA.
B 3TO Bpems ocTpo, KaK M Ha HbIHELHEeM 3Tane, BCTaa BOMPOC O He-
06X0AMMOCTH Pa3BUTUA aHUMALMK HE KaK KNPOM3BOACTBA TpeTbecTe-
NMeHHoM BaxKHoCcTU» [23, c. 25], a Kak camocToATe/IbHON UHAYCTPUM,
KoTopasA A0KHa 6blia paboTaTb Ha MUP AETCTBa.

MepecTpolika oTpacan bblia cBA3AHA C BHEAPEHMEM UHAYCTPU-
ANbHbIX METOA0B CbeMKM GUIbMOB, HOBbIX TEXHOMOTMN U OCBOEHM-
eM aMepPUKAHCKOro onbiTa, OPUEHTUPOBAHHOIO Ha KOHBENEPHbIM TUN
npoussoacTsa ¢ AnddepeHumaumen Tpyaa. B uenax ynyyweHuma npo-
KaTa BHeAPAETCA TaKoe MOHATUE Kak dopmaT, pernaMeHTUPYIoLWUiA
OnHY duabma B pamrax 180-200 m. 3aMMCTBOBaAHME KOCHYNOCb He
TOJIbKO TEXHMYECKOM CTOPOHbI Ae/1a, HO M OKa3aslo BAMAHUE Ha CMEHY
YKaHPOBbIX CUCTEM. B 3TO Bpemsa Moay4valoT pas3BUTUE MY3bIKA/IbHO-
KomeauiiHble GOopMbl U AUAAKTUYECKUE KaHPbl. AHUMALMA CMEeHAET
CBOW arnTaLMOHHbIV TOH Ha pa3B/ieKaTe/IbHbIN XapaKTep.

OpHako yxe B cepeamnHe 1930-x rogoB Ha ¢oHe NOsBAEHUA KO-
MeLMNNHO-PA3B/EKATENbHbIX KOPOTKOMETPaXKHbIX (UAbMOB OCTPO
BCTa/1 BOMPOC O HeYA0BNETBOPUTENIBHOM UAENHOM COAEPKAHUN Kap-
TWH, BbIMYCKaeMbIX OTE4ECTBEHHBIMM AaHUMATOPAMM.

Co CTOpOHbI PyKOBOACTBA CTPAHbl K aHMMaLMKN CTan NpenbAas-
NATbCA HOBble TpeboBaHMA. Ee Hayanu paccmaTpmeaTb Kak CpeacTso
BocnuTaHWA. Ha coctoasBwemca B gekabpe 1935 roga BcecotosHom
NPOM3BOACTBEHHO-TEMATUYECKOM COBELLLAHUKN cekpeTapb LleHTpanb-
Horo komuTeTa BKI (6) A.A. AHapeeB ckasan: «Mbl Mano co3gaem
KapTUH Ons BocnuTaTenbHOM paboTbl cpeam aeten. Mbl Haly AeTBO-
py Mornun 6bl B OFPOMHO CTeNeHM BOCMUTbIBaTb KUHOKAaPTUHAMM, Of-
HaKO 3Ta BaXKHaA NPOAYKLMA COCTaB/AET eLle O4EHb HE3HAYUTENbHYIO
aonto» [24, c. 1].
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K cepeanHe TpuaLaTbiX rogoB B CO3HAHWW PYKOBOACTBA CTPaHbI
OKOHYaTeNbHO CHOPMMPOBAACh TOYKA 3PEHUS, COMMACHO KOTOPO
aHMMaUMA BMAENACh KaK 061acTb AETCKOro KnHo. Ha Mepsoit Beeco-
FO3HOM KOHbEepeHUUN No NIaHMPOBAHUIO AETCKUX XYAOMKECTBEHHbIX
¢dunbmos (aekabpb 1935 r.) roBopmnaoch 0 3aga4ax AETCKOro KMHO, B
TOM YMC/E U O MyAbTUNAKKAUMK. OT OTpacau CTanm TpeboBaTh BbIMyCK
$dMAbMOB, OTBEYAOLWMX 3anpocam AeTcKoro 3putend. Ho ana Toro,
YTOObI aHMMAUMA CTana AEeNCTBEHHbIM CPeacTBOM BOCMUTAHUA, He-
06xoanMbl Bbi1M Npeobpa3oBaHUA, HanpaB/AEHHbIE HA NPeBpaLLeHme
€e M3 KyCTapHOro NpoM3BO/ACTBA B MOLLHYIO MHAYCTPUIO, CNOCOBHYI0
HaMOJIHUTb BHYTPEHHMUI PbIHOK MAEOJIOTUMYECKM U COAEPKaTe/IbHO
BEepHOM npoaykumeit. NpeobpasoBaHMs OTPac/iM CTaHOBWUIUCL FOCY-
OapcTBeHHON uenblo. Pykosogutens TYK® B. Wymaukuii, noasogs
UTOrM KOHdEepeHLMM, BbiCKasanca O HeobXoAMMOCTU OpraHM3auum
OTAENbHOWN CTYAUU, CHUMAIOLLEN AeTCKMe MyAbTUIbMbl. ITO 3asB-
JIeHMe MOCAYXKMN0 TONYKOM K CO34aHMI0 COBETCKOWM aHMMALMOHHOM
WMHAYCTPUMN.

Ha nepsom 3Tane 6bina co3gaHa 3KCMepUMMeEHTa/ibHas MacTep-
CKas rpadmMyeckoin MybTUNIMKALMK 4719 OCBOEHUA M anpobnpoBaHusa
WMHAYCTPUanbHbIX METOAOB NpounssoacTsa ¢punbmos. Ee pykosoguTe-
nem ctan B. CMMpPHOB, CUCTEMATU3UPOBABLLMIA OMbIT aMepPUKAHCKNUX
CTYAUNA, UX MEeToAbl MPOM3BO/ACTBA C OPUEHTAaLMElN Ha pasgeneHue
TPyda, a TaK e NMPUMEHUBLINKN AN CbEMKU GUIbMOB TEXHOIOTUIO
uennynongHon aHumaumm®, OnbIT MacTepcKoin 6bln NPM3HaH yaau-
HbIM. B pesynbTaTe BHEeApPEHMA HOBbIX METOLOB OpraHusauuMu Tpyaa
W TEXHONOTUI yAanoch A0OBUTbLCA PE3KOro COKpaLLEHMsA CPOKOB Mpo-
n3soacTea sieHT ¢ 9-10 go 1,5-2 mecsues. MNMocne 6 mecsaues paboTbl

3 CoBeTcKMe aHMMATOPbl HaYann UCMONb30BaTh LieYIOUAHYI0 TEXHONOTUIO PaHbLLe, Yem OHa
6bina BHeApeHa Kak OCHOBHasA B macTepckoit B. CMUpHOBa. Ha CTyAuM KUHOXPOHUKM elle B
1931 roay rpynna aHMMaTOPOB NOA PYKOBOACTBOM XyZLOXHUKa 3. KouepruHa npumeHsna uen-
nynouna. Ho Mx onbIT He NOAYYMA PACNPOCTPAHEHMA U3-3a8 HECOBEPLUEHCTBA, CBA3AHHOIO C TeM,
UTO OHM He 6blIN 3HAKOMbI C NPOBOMHMKOM U WITUTAMM, MO3BONAOLUMU GUKCUPOBATL IUCTbI
Lennynonaa ofmMH OTHOCUTENbHO APYroro.
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MacTepCcKon, OHa bblna nepefaHa AeTckol KuHoctyaum YK, Cnycta
mecay, 10 noHa 1936 roga npuKasom HavanbHMKa haBHOro Ynpas-
NeHna KnHo-poto-npombiwneHHoctn Ne 246/001 ansa ganbHenwero
pa3BuTua B CCCP geTckmx dpunbmoB 6blam co3gaHbl gse ctyamm: «Co-
to3geTdunom» n «Cotoamynstaetdunom». HYepes rog 8 aBrycte 1937
roga cryama bbina nepenmeHoBaHa B «Coto3mynsTdunbmy». Moteps
YacTULbl «-AEeT-» He 03HaYana CMeHbl MPUOPUTETOB CTYAMM MO BbINy-
CKY ¢unbmoB. OpueHTaLmMA Ha AETCKOro 3putens bblna 3akpenneHa
Ha YpOBHe ee TeMM/JIaHOB M penepTyapHon nonutuku. Ctyama «Co-
H03MYNbTOMNBbMY» CTaNa UHAYCTPUANbHOM 6a30li 0TeYeCcTBEHHOW aHK-
MaLnKn, OPUEHTUPOBAHHON Ha MPOU3BOACTBO PUCOBAHHbIX GUIBMOB
ONA OeTCKOro 3puTens.

Ocobyto posb B OPUEHTALMUMN COBETCKOM aHMMaUMA Ha LETCKOro
3puTena coirpanv n dunombl Y. [ucHea. Bnepsble OTeHeCTBEHHbIN
3puTesb NO3HAKOMMUACA € ero paboTamum Bo Bpemsa MOCKOBCKOTO MeX-
AyHapoaHoro KnHodectnsans (Toraa oH HasbiBanca COBETCKMI KMHO-
dectmBanb B MockBe), npoxoausluero ¢ 21 ¢espana no 1 maprta 1935
roga. Bo Bpems dectnsans 6bliv NoKasaHbl TPU ANCHEEBCKUX NEHTbI
«Becenble NUHIBUHbLI», «Tpu NopoceHKa» N « MUKKU-gupuxep». OHU
BbI3bIBa/IN BOCTOPT Y AETCKOW ayAUTOPUU, U MYJbTUMIMKATOPBI, Ha-
6/1104aa peakLumto 3puTenet, ¢ CoXKaneHMeM KOHCTaTUPOBaK, YTO OT-
eyecTBEHHAA aHMMaLMA He aenaeT NofobHbIX KapTuH. [lMcHeeBCKasn
CTYAMA K 3TOMY BpeMeHM Bblna IMAepoM No BbINyCKY aHUMALLMK B UH-
AyCcTpuanbHblX MacwTabax. KayecTBo ee SIeHT BOCXMLLLANO He TObKO
NPOCTbIX 3pUTENIEN, HO U BblAAKOLWMNXCA PEXNCCEPOB COBPEMEHHOCTH,
cpeau Kotopbix 6bin 1 C. Iii3eHWTeNH. PykoBogMTENIM KUHONPOMbILL-
JIEHHOCTM MOCTaBUAW Nepes, oTeYeCTBEHHbIMM aHMMaTopamn Tpebo-
BaHune «Co3pgatb coBeTckoro Mukkm Mayca». MNonynapHocTb AncHe-
€BCKMX JIEHT NOATO/IKHY/1Ia PYKOBOACTBO CTPaHbl M My/IbTUTN/IMKAaTOPOB
K TOMY, 4TOObl paccMaTpMBaTb aHMMALMIO KaK BUA AETCKOTO KUHO.

CuTyauma B aHUMaLLUM HEMHOTO n3MeHunacb B KoHue 1930-x ro-
[O0B, KOTAA Ha 3KpaHax HapAdy C NeHTamMu, NpegHa3HavYeHHbIMK ONA
[OEeTCKOro 3puTens, BHOBb CTaaM NOABAATLCA GMAbMbI NaaKaTbl U caTU-
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pUYEeCKMe NeHTbl He AeTCKOW TeMaTuKK. MogobHoe nonoxKeHue gen
NPOAONKANOCh Ha NPOTAXKEHUN NEPBbIX JIET BOMHbI.

C HaYa/IOM BOEHHbIX AENCTBUI OblIM NEePecMOTPEHbI TEMMNAHbI
ctyaun. [letckme mynbTduabMbl TPOAONNKANAN BbIXOAUTb, HO UX KOAK-
yecTBO 6bIN0 COKpaLleHo*. Ha 3To 6biNM 06bEKTUBHbIE MPUYMHBI, Bbl-
3BaHHbIE C/IOXKHOCTAMM BOEHHOIO BpemeHU. Ho elue B NnpesBOEeHHbIe
rofibl aHMMaUMA NOCTapanacb PaclMpuUTb CBOMU KaHPOBO-TEMATUYE-
CKMEe TpaHuLbl U BO3paCTHble KaTeropumn 3putenen, bnarogapa yemy
Ha Hee nepecTasn CMOTPETb TObKO Kak Ha 06/1acTb AETCKOro KMHO.
Ee BbipasuTenbHble cpeacTsa n 06pasHbIi A3bIK CTa/IM CHOBA UCMOb-
30BaTbCA KaK MOLLHOE OpyKue nponaraHapl, a 6aarogapa BO306HOB-
JIEHUIO BbIMYCKA WMHCTPYKTUBHbLIX JIEHT OHa CTafa U 3GPeKTUBHbIM
CpeacTsom obyyeHums.

Mocne Bo3BpaweHna «Coto3mynbTomabMa» M3 3BaKkyaLmm B mae
1943 roga paboTbl 6bIIM BO30OHOB/EHbI U K CEHTADPIO AOCTUIM A0-
BOEHHOro o6bema. HecMoTpA Ha NPOAO/IKAIOLLYHOCA BOWHY, rocyaap-
CTBO MPUMHUMAET pelleHne O HapalmBaHWW npoussoacTsa. Mepep,
aHMMaTOpPaMM CTaBUTCA Lie/ib KBEPHYTb AETAM yTpaYeHHOe AeTCTBOY.
CTtyana B0306HOBAAET BbINYCK GUABMOM UCKAOUNTENIBHO LETCKOM Te-
MaTUKU. AHMMaUMA CHOBA HaYMHAET COOTHOCUTLCA C 0bnacTbio AeT-
cTBa. Ha aKpaHbl BbIXOAAT CKa3KK, PUAbMbI O AeTAX UAN O MUPe AeTeN.

KoHuenuma MMPHOrO [EeTCTBa HACTO/MbKO CWUIbBHO BAMAMA Ha
XapaKTep OTEYECTBEHHOM aHMMALWMKM, YTO B 3TO BpPemA MOABAAETCA
MHOFO IeHT, rae GpaKTUYecKM OTCYTCTBYHOT KOHOAMKTbI, @ TMaBHbIMU
repoAmMM CTaHOBATCA UIPYLWKKW. ITO Aaxke NOPOAMIIO OTAe/NbHOe Ha-
npas/ieHMe, MNOJMYYMBLUME Ha3BaHWE «UrpylledHble GUIbMbI» UK
«B6ECKOHPNMKTHOE KMHOY.

MNoaobHoe nonoxeHwe Aen coxpaHAnocb o cepeamHbl 1950-x
rof0B, KOraa oCTpo Haspesna HeobXoAMMOCTb PACLUMPEHUSA KaHPOBbIX

4 COKpaLLeHWNI0 KONMYECTBA AETCKUX My/bTdUAbMOB cnocobCcTBOBaAO U To, YTo paboTa Hazg
MHOTMMM NIeHTaMK, HaXOAALMMMUCA B 3aMyCKe, C HAYaIOM BOEHHbIX AeMCTBUIA Bblia npuocTa-
HOB/IEHa. IBaKyauus cTyaum «Coto3mynbTGUAbM» TONLKO yCyrybuna sty TeHAEHUMIO.
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rPaHUL, aHUMALMK. B cUTyauUmMm YyCUAMBAIOLWENCA CTAarHaLMm, TeMaTu-
YecKoro 1 CTUAEBOrO 04HO0OPa3NsA, aHMMATOPbI CTaM 0bpaLwaTbea K
HOBbIM CHOXKETAM M TEXHONOTMAM. B 3TO Bpema BO3pOXKAAETCA KYKO/b-
HasA aHMMaLMA, MOLEPHU3MPYETCA CUCTEMA NPOU3BOACTBA, BHeAPA-
etcs dopma paboTbl Hag GMAbMOM B TBOPUYECKOW (CbeMOYHOW) rpyn-
ne. Ha aKpaHax NoABUANCDH JIEHTbI, OPUEHTUPOBAHHbIE HA B3POC/IOrO
3puTens («3noaeika c HaknenKkon», «Henblowmii Bopobein», «Yyanec-
HWLa», Bbln OPraHM30BaH BbIMYCK NEPUOANYECKOTO aHUMALMOHHOTO
JKypHana caTMpbl U OMOPA, AaHUMALMOHHbIE CHOXKETbI CTaIN MOABAATL-
cA B KypHane «dutnnab»). Bo3obHOBMU/ICA BbINYCK PEKNIAMHOM aHUMa-
LMK, XOTA eLLle JOroe BPpeMSA OHA OCTaBalach WTYYHOM.

M3meHeHMs o6pasHOM CTPYKTYpbl W XYAOXECTBEHHOrO A3blKa,
nepeKMBaemMble OTeYeCTBEHHbIM KuHemaTorpadom B 1950-e rogpbl,
B aHMMAUMIO MPULIAKM TONBKO K Hadvany 1960-x rogos. B 3T10T nepuog
3CTETUYECKOM PEBOMIOLMM OTEYEeCTBEHHAs aHMMaLMA obpeTaeT MHoe
nmuo. O Hell BHOBb 3aroBOPU/IM He B PaMKax KOHLENLUUN AEeTCTBA, a KaK
06 ncKyccTBe, 061afatoLLEeM CBOMM BbIPAa3UTEIbHBIM A3bIKOM, CNOCO6-
HbIM BECTM PA3roBOP O CamblX PasHbIX Npobiemax, 3aTparnsaTb OCTPO-
coumanbHble U dpunocodPpckme Tembl, 06paLLATLCA C IKPAHa K camomy
LWMPOKOMY Kpyry 3puteneid. B 3T roabl aHMMaUMA CTaHOBUTCA Mpo-
CTPAHCTBOM TBOPYECKOrO 3KCMEPUMMEHTA M CBODBOAHOrO BbICKa3blBa-
HWA, NPOUCXOANT NPeoaoNeHNE WABNOHHOTO MbILAEHNA. AHUMATOPbI
HaYMHAOT aKTUBHO 3KCNEPMMEHTUPOBATb, PACLLUMPAA KAaHPOBblE rpa-
HWLbI M Npeanaras HoBble TEXHOMOTUW, UCMO/b3YA HOBble MaTepualbl.
B 3TO BpemMsA B OTEYECTBEHHOW aHUMALMMN NPOUCXOAUT Nepeocmbic/e-
HWe POAK XYLO0XKHUKA, TBOPLA KaK co3aatena ¢punbma. BosHuKaert no-
HATME aBTOPCKOM aHUMauUun. MeHseTtca 1 Tun repos. Hapagy ¢ AeTCKu-
MK 0bpazamu, repoAmM NEHT BCe Yallle CTaHOBATCA B3poc/ble. HOBbIN,
MOB3POC/EBLUMIA repoii, CTAaHOBUTCSA MHTEPECEH B3POC/ION ayaUTOPUMN.
OH HauMHaeT roBOPMUTb C 3KPaHa CO CBOMM 3pUTE/IeM A3bIKOM MHOCKa-
3aHuA 1 06pasHoro 0606LLeHUs, pa3BMBatOTCA NPUTYEBO-MeTadopuye-
CKMe GopMbl aHUMMALMKN. B CO3HAHUK 3puTenelt NPoUCXoanT nepeoc-
MbIC/IEHNE aHUMALMMN KaK GUIbMOB UCKIOYUTENBHO ANA AeTeN.
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B cuTyaumm y)KecTtouyeHuAa WAEO0N0rMYEeCcKOro KOHTPOAA MNo OT-
HOLUEHWUIO K OTEYECTBEHHOMY KMHemaTorpady paHee CAOXKMBLUAACA
W YKPENMBLLAACA B CO3HAHMMN PYKOBOACTBA CTPAHbl TOYKA 3PEHMA Ha
aHMMaUMIO KaK Ha 06/1acTb AETCKOro KMHO, NMO3BO/INIA €M CTaTb CBO-
eobpasHbIM LLMTOM OT MPUCTANIbHOIO OKa LieH3ypbl. B popme duno-
COMCKOro pasmblWIEHMA aHMMAUMA HAYMHAEeT BECTM Pa3roBOPbl O
HPABCTBEHHOCTW, B3aMMOLENCTBMM TBOPL,A M BAACTU, SYXOBHOM, 06
3K3UCTEeHLMaNbHbIX Npobiemax. Ha aKkpaHax NosABAAOTCA NIEHTbI, KO-
TOpble He BMUCbLIBAOTCA B PAMKM OETCKOro KnHo. Cpean Hux «Mcto-
pus ogHOro npecTynnieHusa», «4enosek B pamkey, «Hun 6bin Koss-
BUHY», «CTEKNAHHAA rapMoHUMKa», «Mup gomy TBoemy», «He B wnsane
cyacTbe», «ABe Mapusa», «baHa», «25- nepsbiii geHb!», «LLINMOHCKKe
CTpacTm».

PO/b TENEBUAEHMA B POPMUPOBAHUM OTEYECTBEHHOM

AHUMAUMN KAK OBTACTW AETCKOIO TENECMOTPEHUA

B 1960-e roapl g4nA oTe4eCTBEHHON aHMMALMM OTKPbIBAETCA HO-
Bblii TPAHCAALUMOHHbLIN KaHan — TenesuaeHue. B cesasu c ocobek-
HOCTbIO COBETCKOrO Te/IeBUAEHUA OHO He OKa3ano CyLLeCTBEHHOro
BAUSAHUA Ha XapakTep, GOpPMaT U 3CTETUKY MyAbTGUAbMOB, HO €ro
nosiB/ieHMe cnocobCTBOBANO YBENYEHNIO 0OBEMOB NPOAYKLMU, TEM
CaMbIM OHO CTUMY/IMPOBAJIO PA3BUTUE aHMMALMOHHOM MHAYCTPUN.

MNepBOHaYanbHO TeneBeLLLaHMe OrpaHNYMBaAJIOCh CTOIMYHBIMU FO-
pogamu, HOo B 1960-e roabl OHO CTAaHOBUTCA MACCOBbIM, BOB/IeKaa B
CMOTpPeHME BObLLYIO YacTb ayaUTOPUN CTPaHbI.

B Hauane 1960-x rogos 66110 NPUHATO FOCYAAPCTBEHHOE peLle-
HME O CO3LaHUWN CETU PEerMoHanbHbIX TenecTyann. Kaxpana us Hux
[O/IKHA OblNa TPAHCAMPOBATb He TO/IbKO Tenenepesayun, HO M npo-
M3BOAUTb TeNenpoayKumio, npegHasHayeHHy Aa8 MHOTOKPaTHOro
NMOKa3a Ha KaHanax LEeHTPasbHOro U PerMoHanbHOro TeneBUaeHUA.
Cpeamn BO3HMKLINX 19 TeneLeHTpOB, HEe MHOTMe CMOI/IN HAaNa4UTb Bbl-
nyck ¢uabMOB, KaK CaMOCTOATENbHON MpoayKuun. U ewe meHblue
OKasa/ncb CnocobHbl OpraHM3oBaTb COBCTBEHHbIE MYNbLTNPOM3BOA-
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cTBa. Bce aTn ctyauun nmenu rocbmHaHcMpoBaHue, rogoBoM NiaH npo-
N3BO/ACTBA C YTBEPKAEHHOM TEMATUKON.

B ¢eBpane 1960-ro roga oprkomutet Coto3a pabOTHUKOB KUHE-
maTorpadumn CCCP n YnpasneHune no nponsBoacTsy ¢puabmos MuHU-
ctepctBa KynbTypbl CCCP opraHu3oBano coBelaHue, pesy/ibTaTom
KOTOPOro CTaso pelleHne o6 opraHM3aummn CTygum MyabTUNAMKALM-
OHHbIX TenedpnnbmoB. PewweHne BbIN0 NPUHATO, HO CTYAUA BO3HWUKANA
noutn cnycta 10 net. CHayana Npv TeneueHTpax NOABAANNCL My/b-
TUMNJINKALMOHHbIE OTAe/1bl, OPUEHTUPOBAHHbIE HE Ha BbIMYCK XyA0XKe-
CTBEHHOW NpPOAYKLMMK, @ Ha obopmaeHme 3dumpa, co34aHne TUTPOB U
3aCTaBOK Tenenepenad. Takmm obpasom, TeneBM3MOHHAA aHMMALMSA
nepBOHAYasbHO MMesa MPUKNALHOM XapaKTep.

B 1969 roay npu TBOpYECKOM 06beAUHEHUN «IKpaH» bblna op-
raHusoBaHa ctygua «Mynbttenedunom» u yxe B 1970 rogy sbiwam
nepsble ee NeHTbl. Ee onbIT 6bIn pacnpocTpaHeH Ha perMoHasibHble Te-
neueHTpbl. B cneaytowee gecatunetve npu teneueHtpax MNepmu, Ca-
paToBa, EKkaTepuHbypra (CBepanoBscka), Bonrorpaga n Camapsi (Kyit-
OblleBa) BO3HMKAIOT My/IbTOTAEbI, PEFYAAPHO BbiNycKatowme Gunbm.
B 1980-x mpeanpuvHUMAOTCA MOMbITKM HaNaAUTb BbINYCK GpUIbMOB
Ha Tenectyguax HuxkHero Hosropoga (fopbKuii), HoBocnbupcka, Yool
(Bawkmpckana Tenectyamns) n Kasanu (TaTapckas Tenectyams). Ho 3gech
Co3aHMe aHUMaLUMM He HOCKUIO PEeryNAPHOTo XxapaKTepa.

C nosBAeHMEM pPervoHasibHbIX MyNbTTENECTYAUN HAuYMHAEeTCA
npouecc No geueHTpann3aumm aHMMaLMOHHOTO NPON3BOACTBA.

AHMMaUMA Ha TeNeBUAEHUM BOCMPUHMMAETCA Kak cyrybo aet-
CKUIN BUA, 3KPAHHOM MpoAayKumMn 1 GyHKUMOHMPYET Kak dopma aet-
CKOTO A0cCyra v TeNIeCMOTPEHMUS.

K cepeguHe 1970-x roqoB MynbTUNAMKALMA HA TeNedKpaHe CcTa-
HOBMWTCA MPMBbLIYHBIM ABNEeHWEeM. KonnyecTBO /IEHT, BbIMyCKaemblIxX
«MynbTTenectyanen», HemsMeHHO pacTeT. K KoHUy JecatuneTma
OHa BbINycKaeT B rog 6onee 20 KapTUH. PopmupyeTca farke NOHATUE
«TENeBU3UOHHAA MYNbTUNANKALMA», HO 3TO BblIM He GUAbMbI, CHA-
Tble MyNbTTENECTYAMAMM, a NPOAYKLUMA, 0bnaaBLLan onpeaeseHHbl-
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MW Xy[OXKECTBEHHbIMM XapaKTepUCTUKaMM, UCXOAA M3 NapameTpoB
TpaHcnaumn. lMoABNAOTCA HOBble ANA OTeYeCTBEHHOW aHMMaLuMu
dopmaTbl. bonblwoit dopmaT npenctaBieH MHOrOcepuinHbIM GuUb-
MOM CO CKBO3HbIM CHOXETOM, F4e KarKAaA cepua Moria CHMMaTbCA
pasHbiMK pexknccepamm («MpuKkntoyeHnsa HesHaku 1 ero apysen»,
«BonwebHuk U3ympyaHoro ropoga»). AHMMaLMOHHbIE CEpUM CO3-
[ABaNUCb WCKAOYMTENIbHO C OpUEeHTauMein Ha LEeTCKOro 3putens.
K manomy dopmaty oTHOCUANCH GUABMbI-MUHYTKKU AnnHOW oT 1,5 oo
2,5 MWHYT, NpefHa3HayYeHHble ANA 3anNoSHEHMA Nay3 mMexay nepe-
Jadamu. IToT popmaT TeNEBU3UOHHOM aHMMALMK NOABUIICA Ha py-
6exe 1980-x rogos. Munkpoduabmbl Yale bbiv OPUEHTUPOBAHbI Ha
B3pocaoro 3putens. 1o cBOeMy KaHpy OHM, CKopee, NpeacTaBaAAan
OCTpOCOLMabHble MAaKaTtbl. MXx BbINYCK NpuobpeTaeT perynspHblii
XapaKTtep K cepeanHe 1980-e rogos.

Ha npotaxeHunn 1970-x rogoB AeTCKaa HanpaBAeHHOCTb oTeye-
CTBEHHOW aHMMaLMM HUKYAA HEe UcYe3a, HO Hapsaay C Hell Ha aKpaHbl
CTanu BbIXOAUTb GUNbMbI AR MHbIX BO3PACTHbIX KaTeropuii. B 1970—
80-e roapl NpeacTaBieHme 06 0Te4yecTBEHHOM aHUMALLMK KaK O Cyrybo
AeTcKon obnactu bbi10 nepecmoTpeHo 61arogaps neHtam B. Kypues-
ckoro, A. XprkaHoBckoro, E. fambypra, 0. HopwTteliHa, ®. XuTpyka,
B. Tapacosa, H. lWopuHoin, A. deaynosa un apyrux.

Ha TeneakpaHax noaBuancb GpuabMbl A8 HOHOLWECKOrO U B3pOC-
JIOr0 3pUTens, HoO Mx BblI0 HEMHOTO M MX TPaHCAALMA He Bblna pery-
NAPHOM. AHMMALMA Ha TeNeBUAEHUMN NO-NPEXHEMY BOCNPUHMMANACh
KaK cyrybo AeTCcKui BWUA, 3KpaHHOM npoayKumu. OHa dopmuposana
60/bLlUY0 40O AETCKOrO TeNIEBU3MOHHOTO KOHTEHTA M MO3TOMY pac-
CMaTpPMBasacb Kak YacCTb AETCKOro A0Cyra.

CMEHA BEKTOPA OTEYECTBEHHOM AHUMALUU

B rO/Zlbl MEPECTPOWKMW: MEPMOS, B3POC/IEHUA

N TNOBA/IbHbIX MPEOBEPA3OBAHNN

Mpu XxapaKTepuCTNKe OTeYeCTBEHHON aHMMaLMM COBETCKOTO ne-
puofa BblAenAaeTca ee HanpasNeHHOCTb Ha AeTCKOro 3putena. KoHeu-
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HO K€, B Hel CHUManncob GuabMbl oA B3POC/bIX, NPesnpuHUMANUCh
NonbITKM co34aBaTb NEeHTbl U ANA MNOAPOCTKOB, HO MX KOAMYECTBO
Bcerga 6bl10 He3HaunTenbHbIM. CUTyauMA Hayana MEeHATbCA K ce-
peanHe 1980-x roaos. Ha ¢poHe npeobpasoBaHmil, MPOMUCXOAALLNX B
06LLeCTBEHHO-MONNTUYECKOW KMU3HU CTPaHbl, KOHTPOJ/Ib CO CTOPOHbI
rocyfapctsa 3a TeMMIaHAMM aHMMALMOHHBIX CTYAMIA CHavana 3Ha-
yntenbHo ocnab, a K Havyany 1990-x n BoBce ncyes. AHMMATOpPbI BCe
Yalle B CBOMX JIeHTax 06paLLanch K MHTEPECYOLMM UX TeMaM, He-
cyLwmm GrNocodCKyo MAM OCTPOCOLMANbHYIO NPObAEeMaTUKY.

C ocnabneHunem rocyaapcTea v Nepexosom Ha NPUHLMMAbI PbIHOY-
HOM 3KOHOMMKM aHMMALMOHHbIE CTYAMM, CYLLEeCTBOBaBLUME 33 CYET
rocGUHaHCUMPOBAHUA, MNLLNANCD NOAAEPHKKN. ITO OKa3anocb CMep-
Te/NbHbIM YAApPOM A8 OTeYeCTBEHHOMW aHWUMALMOHHOW WMHAOYCTPUU.
KpynHble ctyamm npebbiBann B cuTyaummn Konnanca. Havbonee Ta-
JIAHT/IMBbIE aHMMATOPbI NbITAINCb OPraHN30BaTb HOBblE, HErocyaap-
CTBEHHbIE CTyAMU. B cBOMX paboTax OHM AUCTAHLMPOBAIUCH OT XyA0-
YKECTBEHHOMN 3CTETUMKWU, CTUJIMCTUKU U TEeMATUKW, XapaKTepHOW AnA
aHMMaUMK, BbinycKaswenca Ha «Coto3mynbtdunbme». B aTo Bpemsa
AKTUBHO PA3BMBAETCA aBTOPCKAA aHMMALMA, OPUEHTUPOBAHHAA HE Ha
LUMPOKOro 3puTens, a Ha GectmBaibHble NOKasbl. Ho BbiNycK nogo6-
HbIX JIEHT NOYTU HEe MMeN NPoKaTa U He MPUHOCUA [0X0Aa CTYAUAM,
NMO3TOMY HEMHOFME U3 HUX CMOI/IN BbIKUTb B C/IOXKHbIX SKOHOMMUYeE-
CKux ycnosumax 1990-x rogos.

IKOHOMMYECKUIN U NONIUTUYECKMIA Kpu3nuc B Poccum cosnan c ro-
OaMu, Korga mMMpoBad aHMMAUMOHHAA MHAYCTPUA Mnepexoguna Ha
HoBble LMbpOBble TexHONOrMU. OTe4yecTBEHHOW aHMMaLMKU B 3TOT
nepuog 6b110 He A0 ux ocBoeHus. B 1989 roay ctyama «Coto3mysib-
TUAbM» B CBOEN NpexkHel popme nepectana cyliectsoBatb. Ee npa-
BOMpPEEMHUKOM CTaso apeHaHOoe NpeanpuaTne C TeM e HazBaHueM,
a BCe COTPYAHUKM CTyANMN B O4HOYAChe CTas M apeHgaTtopamu. CnycTa
yeTblipe roga NPom3oLia ouepeaHasa peopraHnsaLma CTyamm u CMeHa
ee cTaTyca, Tenepb OHa OblNa NPeBpaLLEeHa B OTKPLITOE aKLMOHEpHoe
obLwecTBo. MNepeBos aHUMALMOHHON UHAYCTPUN U3 FOCYAAPCTBEHHOWM
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cdepbl B pyKM YacTHOro brsHeca obepHy/ca cokpalleHnem ob6bemos
BbIMyCKaeMOW MPOAYKLMM U CHUKEHMEM ee KayecTBa. Ha BHyTpeH-
HEM pblHKe OCTPO OLLYyLLANach HEXBAaTKa COBPEMEHHOM OTeYeCcTBEH-
HOW NPOAYKLMMK, CNOCOBHOM yA0BNETBOPUTL CNPOC ayaAuTopumn. OH Ha
6bITOBOM YPOBHE B YCIOBUAX SOMALIHUX NPOCMOTPOB YaCTUYHO KOM-
NeHCMpPOBaCA CTapbIMMU COBETCKMMU MYbTOUABMAMM, BbINMYyCKAEMbI-
MM Ha VHS-KacceTax, HO KMHOTeaTpbl UCMbITbIBAAN OCTPbIN AedUUnT B
COBPEMEHHbIX MYNbTOUIbMaX, OTBEYAOLWMX U3MEHMBLUMMCA KpuUTe-
PUAM MPOKATHOM NONUTUKW.

MN3MeHeHUA KOCHYNUCb TeNeBM3MOHHOro NpoKata M Npou3BOA-
ctBa. C cepeanHbl 1980-x roqos HabOAAETCA CHUMKEHME BHUMAHMUA
K AETCKMM NporpaMmmam Ha TenesuaeHuun, Ux AoNA B CETKe BelaHnA
HEeM3MeHHO COKpaLLaeTcs. B nepByto oyepeab CTan COKpaLLATLCA 06b-
eM BelaHmA ANA AOWKONbHUKOB U MIAALIMX LWKOIbBHUKOB, KOTOPbIM
6bln1 NpeacTaBieH He TOIbKO MPOrpaMmamm, HO B MePBYHO oyepesb
aHMMALMOHHBbIMU dUAbMamK. Ha CoKpalleHue AEeTCKOro KOHTeHTa
NOBAUANO OrpaHMYeHre PUHAHCMPOBaAHUA.

C 1989 roga pervoHanbHble TeNecTyauu nepecranm noay4vaTb
CpeAcTBa Ha NPOM3BOACTBO aHMMALMKM, B pesynbrTate Ha pyberke
1990-x rof0B ee BbIMYCK Ha 3TUX TeNecTyauax nocteneHHo bbia ceep-
HyT. CTyANN NbITaIUCb NPOAOKUTL BbINYCK GUIbMOB Ha 3HTY3Ma3Me,
noJsiy4aa MM3epHble CPeACTBA OT NPOKaTa paHee CHATbIX GUNbMOB, HO
K 1994 rogy UeHTpanbHoe TeneBnaeHne OKOHYaTEIbHO NPeKpaTuIo
TPAHCAMPOBATb NPOAYKLMIO PErMoHanbHbIX oTaeneHuin. B 1992 roay
3aKpblnocb otaeneHve «Mynbtrenedunbm» npu TBOPYECKOM 00b-
eanHeHumn «Cotostenedpuabm»>.

Ha poHe cBopaunBaHus TeneBmM3MOHHOIO aHMMALLMOHHOTO NPOU3-
BOACTBA B Hayasne 1990-x roaoBs B TeYeHne ABYX-TpeX JeT NPOon3oLLIo
oTAeNeHne aHUMaUMOHHOW MHAYCTPUM OT KaHa/NoB TeneBellaHuA.

° B 1989 r. peweHnem Mpasutensctea CCCP (MoctaHoBneHue Ne 1207 ot 15 okTabps 1988 r.)
Teopyeckoe obbeanHeHMe «IKpaH» Bblno Npeobpa3oBaHo B TBOPYECKO-NPOU3BOACTBEHHOE
obbeanHeHve «Cotostenedunbm», npu Kotopom Ao 1992 roga NpofonKano cyliecTBoBaTb
MY/NIBTUNAIVKALMOHHOE OTAeNeHune.
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OTeyecTBEHHOE Te/IEBUAEHME OCBOHOAMNOCH OT NPOU3BOACTBEHHbIX
CTPYKTYp. OTeYyecTBEHHbIE MYNbTTENECTYANMN, HE OCBOMBLLUME METOZbI
WMHAYCTPUANbHON aHMMALUMK, HEe NPUCNOCOBAEHHbIe BbiMyCKaTb NpPO-
OYKUMIO, HEODXOANMYHO KOMMEPUYECKOMY TeNEBUAEHUIO, HE UMes T0-
CYL,apCTBEHHON NOALEPMKKM, UCMbITbIBAA AABJEHWE CO CTOPOHbI KOM-
MepYeCKUX CTPYKTYp, MPEKpaTUAN CBOE CYLLeCTBOBAHME KaK 4acTb
AHUMALMOHHOM MHAYCcTpUKN. OTeyecTBEHHOE TeneBuAeHME NOYTU Ha
[Ba AecATUIETUA OKa3aN0Cb OTOPBAHHbIM OT OTEYECTBEHHOW aHMMa-
LWMOHHOM MHAYCTPUKN, OHA, HE MMeA BbIXOAbl HA KaHa/bl TPAHCAALNN,
baKTUYECKM NepecTana CyLLecTBOBaTb.

OTcyTcTBME NOAAEPHKKM U GUHAHCMPOBAHMA CO CTOPOHbI FOCY-
0AapCTBa, C/MIOXKHOCTM Nepexoda Ha KOMMep4YecKuMe MpWMHUMMbI No-
CTPOEHMA CUCTEMbI NPOU3BOACTBA M NPOKaTa, TEXHOOrMYecKoe OT-
CTaBaHWe cTanu TemMun GaKTopamm, KOTOpble BBEPI/IM OTEYECTBEHHYIO
AHUMALMOHHY MHAYCTPUIO B IYOOKMI KPM3MC, NOCTABMB €€ K KOHLY
1990-x rogos Ha rpaHb MCYE3HOBEHMUA.

K cepeanHe 1980-x rogoB Ha ¢oHe ocnabniieHns roCKOHTPONs,
CHUXeHNA GMHAHCMPOBAHWA OTPACAM, NOTEPU KaHANOB NPOKaTa, Co-
KpaLeHMa UM NMKBMAALMM NPON3BOACTBEHHbIX MOLLHOCTEN aHMMa-
TOPbI OKa3anCb NPeLOCTaBNEHHbIMWN Cammn cebe B CUTyaLumn NoaHON
TBOPYECKOM M SKOHOMMYeECKOM cBo60Abl. OHUM C yNOeHMEM OCBAMBaIN
paHee 3anpeTHble TeMbl, 06paLAACh K IMYHOCTHOM NAMATU U UCTO-
pUK, K NPOCTPAHCTBY BHYTPEHHErO MUPA, MPOHMU3MPOBAIN B OTHOLLIE-
HUK abcypaHocTM BbiTnA. OTeyecTBEHHAs aHMMaUMA cTana Gopmo
ABTOPCKOrO BbICKa3blBaHWA, NPUOBPETA MCNOBeAANbHbIN UK OCTPO-
COLMaNbHbIA XapakTep. AHMMATOPbl CTanu BbICKa3aTb CBOK TOYKY
3peHMA Ha TY UK MHYI0 Npobsiemy, oTpaxKaTb 06pas ObITUSA, MOrpyKa-
IOLLLerocA B KPM3MNC M NepecTpoeyHyo KapHaBaibHOCTb. OTeyecTBeH-
HaA aHMMaLMA pe3Ko NOB3pOcC/aena, NoB3POCIEN U ee 3pUTeb.

CTOWUT OTMETUTb, YTO KOrAa BbIMYCK HOBbIX GUAbBMOB CTan Hepe-
FYNAPHbLIM, @ AOXOAbl OT UX NpoKaTa GaKTUYECKN HEBO3MOXKHO Obl10
NOAYYUTb, MHOTME QaHMMATOPbI 3aHAIUCb CbEMKOM PEeKNaMHON Npo-
OYKUMK, NPUHOCSALLEN peasibHYt0 NPUbbIAb. B coBETCKUI Nepuog, aHu-
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MaLMOHHOW peKfambl, Kak U peKkaambl Booblle, CHUMaNoCh KpaliHe
masno. C pa3BuTMEM KOMMEPYECKOTO PbliHKa M BO3pocLleit notTpebHo-
CTblO B PEK/JIaMHOM NPOAYKLMM aHMMATOPbI CTa/IM OCBanBaTb HOBble
dopmbl. MoaBneHre 061acTU aHMMALMOHHOM pPeKkNamMbl NOBAUANO
Ha XapaKTep aHWMMaUMOHHOM WHAYCTPUKU, CNOCOBCTBOBANO Mepexo-
Ay Ha HoBble LUMdPOBbIE TEXHONOTUN U U3MEHEHUIO TOUYKN 3peHna Ha
aHMMaLMIo, OTAaNAs ee oT 06/1acTV AEeTCKOro KMHO. AHMMaUMsA cTana
paccmaTpurBaTbCA Kak NpuKkaagHasa chepa, OpUeHTUPOBaHHANA HA KOM-
MepYeCcKUn CerMeHT pbiHKa. Ee pa3BuThe B 3TOM HamnpasBaeHWUU CTU-
MY/MPOBaNo TexHuyeckoe obHoBNeHWe, npeobpa3osBaHue Mmoaenu
613HEeCa aHMMALMOHHbIX KOMMAaHWA. AHUMaUMOHHAA peKknama cTana
HEeOTbeMNEMOM YacTbio TeNEBU3NOHHOW aHUMaUMnU. Ho Npu 3ToM oHa
co3faBanacb He B OoTAeNax NPU TeNeueHTpax UAK TeseKaHanax, a Ha
HEe3aBUCKMMbIX CTYAUAX.

MpoaonkeHune cneayet / To be continued
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ABOUT THE MUSIC

OF DMITRI SHOSTAKOVICH

IN THE ACCUMULATION OF MEANING
OF THE ETHICAL CONCEPT

OF GRIGORIY KOZINTSEV’S

FILMS “HAMLET” AND “KING LEAR"*

Annotation. The article is devoted to study the role of music in the
“Shakespearean” films created as the result of the outstanding collaboration
of Grigoriy Kozintsev and Dmitri Shostakovich. The article reveals the attitudes
of the film director and the composer towards the role of music in cinema,
and demonstrates its semantical features, due to which the signification
of goes on screen is deepened, which makes it possible to make the sight-
and sound-related images more expressive more alive and the conception
more relief-based. For this aim Shostakovich used not merely a method for
depiction of the events on screen, but a well thought out ramified system
of musical characterizations, due to which his cognitively capacious and
emotionally expressive music within the context of cinematographic works
of art obtained the status of a particular participant of an action and became
a powerful means for revealing the emotional psychological states of the
protagonists, foretelling their fates, in particular, and the development of
the plot, in general, and in the outcome—disclosing the authors’ ethnical
conceptions, in which Shostakovich’s autobiographical features were
also revealed. In such a dynamic comprehension of the works of art, the

* Translated by Dr. Anton Rovner.
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principles which disclosed their profound tragic meaning and accumulated a
new understanding were those of intellectual mounting of the highest order.
Keywords. Hamlet, King Lear, Grigoriy Kozintsev, Dmitri Shostakovich, film
director, composer, image, meaning, music, musical theme, intonation, grief,
lyricism, vertical and intellectual mounting.

Collaboration between film directors and composers within the
realm of cinema has presented a unique phenomenon in the field of
Russian cinema studies, albeit, one that has not been sufficiently studied
up to the present day. In the genre of Russian historical films such
outstanding collaborative works as “Alexander Nevsky” and “lvan the
Terrible” by Sergei Prokofiev and Sergei Eisenstein are well known. As are
the collaborations of Isaak Dunayevsky and Grigoriy Aleksandrov, Tikhon
Khrennikov and Ivan Pyriev, Gennady Gladkov and Mark Zakharov; in the
spheres of adaptation for the screen of the Russian literary classics—of
Victor Ovchinnikov and Sergei Bondarchuk. Animmense role in the art of
the cinematographer has been played by the work of Eduard Artemiev
in collaboration with Arseny Tarkovsky, Nikita Mikhalkov and Andrei
Konchalovsky. We shall turn to the unique collaboration of a film director
and a composer in cinema—Grigoriy Kozintsev and Dmitri Shostakovich,
who worked together for 40 years and who have created the well-known
films: “Novy Vavilon” [“New Babylon”], 1929; the trilogy about Maxim
(“Yunost” Maxima” [“Maxim’s Youth”], 1935; “Vozvrashchenie Maxima”
[“The Return of Maxim”], 1937; “Vyborgskaya storona” [“The Vyborg
Side”], 1939); “Pirogov,” 1947.

In some of the early collaborative works of Kozintsev and
Shostakovich the music was presented in the form of song and
dance genres and revolutionary songs and marches, which were so
widespread that they even accompanied lyrical movie episodes, such
as the pre-final scene of farewell (in the film “Vyborgskaya storona”:
1.47. 52-1.48.50)%. This kind of music carried the additional function

* Here and onwards the numbers indicate the chronometric data of the episode examined in
the film.
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of documenting the time period depicted in the movies. And there
were plenty such “documents” in movies. They alternated with the
genres of everyday life scenes, which were also very characteristic for
that time period. The prologue to the film “Yunost’” Maxima,” where
pre-New Year revels were recreated, was opened by the music of a
gallop, on which the sound of a krakowiak was superposed. Overall,
the musical basis was comprised of operetta-circus music, as well as a
polka and a vernacular waltz, either unaccompanied or accompanied
by a harmonica. The songs with many stanzas were performed in their
entirety, while the dramaturgical situation in many of the episodes
remained static.

However, it would be erroneous to say that Sostakovich only wrote
music in lightweight genres for movies. In other early works, such as,
forinstance, “Novy Vavilon” (and subsequently, in the remarkable song
from the movie of film director Alexander Faintsimmer “The Gadfly,”
1955) Shostakovich’s music was of a lyrical romantic character?. And
not only limited to that. The lyricism in “Novy Vavylon” appeared only
in the scenes of presentatations of hard working people, most notably,
the main heroine—the French saleslady Louise. In his depiction of
the people in power the composer introduced an uproarious gallop,
which downplayed their idle lives. However, as Shostakovich himself
admitted, when he composed music for this film, he adhered least
of all to the principle of mandatory depiction of every single scene:
“I started, chiefly, from the main scene... Its chief aim [i.e. that of
the music—G.K.] was to follow the tempo and rhythm of the movie
picture and to strengthen the impression from it. | aspired to endow
the music, along with the novelty and unusualness present in it, with a
dynamic sense, and to convey the pathos of ‘Novy Vavilon' [2].

After the movie “Pirogov,” not devoid of a certain schematic
quality, Kozintsev, having been fascinated with Shostakovich’s music,

2Shostakovich’s music to the early movies made in collaboration with Kozintsev was the object
of the research of Joan Titus [1].
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wrote to him: “I have been amazed for many years. Having heard your
music, | have heard my own concept—the most precious things in it
for me” [cit. from: 3, p. 100].

The main protagonist of the film, the outstanding Russian
surgeon Nikolai Ivanovich Pirogov (performed by artist Konstantin
Skorobogatov), is pronouncing patriotic monologues, while the
music follows the “procedures” customary for those years: a folksong
assemblage, includingunaccompanied melodies,amongthem wedding
and humorous songs; a restaurant-style instrumental background,
conveying the drunken frenzy of visitors, then, the musical context
of a park setting, demonstrating people at recreation, and, finally,
illustrative, applied music sounding out during the words addressed
to Pirogov by his colleague: “Life passes, speeds ahead at full gallop,
and you fail to notice it” (while there is a light gallop sounding behind
the film screen); “life should include pleasures” (accompanied by a
powerful sound of a Viennese waltz).

Two other firmly established images must also be noted—the
bell as a symbol of Russia, danger and duty (it is incorporated at the
moment of the doctors’ call to their oath of loyalty), and the signal of
a trumpet—a call to action dating back to remote antiquity (a similar
start was also used in an early work by Shostakovich—the music to the
film “Novy Vavilon”). The trumpet solo is presented here adjacently to
a narrative-type, lyrical theme, anticipating the image of the peacefully
evolving country from Shostakovich’s “Leningrad” Symphony, i.e. an
objective stanza-song document of the epoch is replaced here with
something personal—a lyrical introduction, “an author’s note.”

The enumerated set of topoi includes the growth of new images—
tragic and grotesque. The first of them are become ramified. The
sphere of the tragic in the film “Pirogov” is at first presented bit by
bit—in connection with the images of the cholera epidemic, and in the
pre-final section of the movie (upon the detection of Pirogov’s illness
upon the words, “Gentlemen, somebody, give me some drink”) it is
concretized by a sinister theme, which transforms into the image of
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heightened anxiety developing prior to the battle for Sevastopol. It is
conveyed in the desolate pressurization of an ostinato-like repetition
of the same sound personifying a state of tense expectation. It turns
out to be that this is only the background against which a lengthy
episode of mysterious steps occurs, culminating in the triumphant
march of the Russian army.

But, most importantly, there is yet another theme, which, though
pertaining to the sphere of the tragic, possesses a dramatic-efficacious
character associated with many of Shostakovich’s acutely intense,
“fulminating” themes. It is heard the moment Pirogov, while setting
out to start operating a patient and not suspecting anything in the
least, is presented with a counterfeit drug. It combines the image of
danger, as well as the attempt to prevent it. We shall relate it to the
protest themes.

Finally, the grotesque image of death (brought along by the
cholera epidemic), which is expressed in the intimidating and
triumphant hymn “contorted” on the beginning of the turns of the
Dies irae (Day of Wrath) sequence, which from the times of the Middle
Ages has symbolized the Day of Judgment.

Altogether, the utilized “new” musical themes in the film
“Pirogov” were directed at the expression of alarm, news of danger,
the creation of the psychological condition of the heroes of Sevastopol,
the concretization of the invisible image of death. All of this tragic
imagery in a non-tragic film in combination with music with the visual
element generated strata of synesthesia in the perception of the
content, conveying great significance to semantic meaning.

The source of such accumulation of semantic meaning was in
Shostakovich’s attitude towards music in cinema, which, according to
him, consisted not in depiction by musical means of each film scene,
but in a well thought-out system of musical characterizations. Those
principles, which were developed in the “Shakespearean” films,
where music transformed from an applicative position to a status of
the participant of the action and became the means of manifestation
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of the authors’ conception, were formed in the context of this system.
Such an understanding of the role of music in cinema, appropriate
for a film director, stemmed from Kozintsev’s conviction that “images
appear not only ‘visible, but also ‘audible,” while music is the ‘flesh
of cinematographic imagery’” [cit. from: 3].

In order to analyze this kind of multiplane sonic-visual imagery,
let us focus our attention on two outstanding screen adaptations
of Shakespeare made by Grigoriy Kozintsev in collaboration with
Shostakovich: “Hamlet” (1964) and “King Lear” (1970). We shall start
with the pre-history, with the moment when the film director in 1953,
having begun work on the screenplay to the film “Hamlet,” expressed
his attitude towards him in his celebratory letter to Shostakovich,
congratulating him on his 50th anniversary: “how much your art and
you have meant and still mean to me. In my dark moments (and there
are so many of them!) | remember you and think to myself: what a
great force is enclosed in you, that “the largest calibres of artillery”
could not do anything with your music. And that our time—with all
the great and terrible things enclosed in it, has been imprinted by you,
without a shadow of a sign of servility or calculation—imprinted with
such a force of truth and expression by art, that it takes one’s breath
away” [cit. from: 3, p. 99].

And after the film came out, in 1968 he suggested to Shostakovich
to write music to the film “King Lear.” However, as Laurel Fay observes,
the composer (despite the fact that, as John Riley writes, he was
exceptionally pleased with his score to the film “Hamlet” [4]) initially
wanted to decline the invitation, despite the fact that the film director,
bearing in mind the composer’sill health and overall fatigue, promised
him that in this case considerably less musical material would be
required than that for the preceding work [5, p. 267]. Later, however,
the essential reasons for his wavering also became apparent. One of
them was the rejection of the attitude towards music in cinema was
a subservient background means. Isaak Glikman recounted that after
the first repeated recording of the music to the film “Hamlet” poor
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Shostakovich “was distressed after having seen for the first time a
movie in which the music was mingled up with the noise of the sea,
howling of the wind, clatter of hooves, neighing of horses, rustle of
silk, the grating sound of drawbridges, etc., etc., etc. | was also upset
about this, and | demanded that these ‘veracious’ noises be taken off
and the orchestra allowed to be on the loose. Kozintsev promised to
do this. In truth, during the last few days he cleaned out this cinema-
realistic trash with a spade” [cit. from: 3].

Another reason was expressed in the composer’s letter to
Marietta Shaginyan, where he lamented that that his wishes to write
music to “King Lear” in the form of an original separate composition
were not destined to come true, regarding the film with the same title
by Kozintsev merely as a first musical delineation of an independent
composition based on this plot [5, p. 267].

And indeed, even prior to creating the film “Hamlet,” Kozintsey,
directing Shostakovich’s fantasy, suggested to him his own
understanding of the musical content of the film. Olga Dombrovskaya
cites the film director’s wishes expressed at the end of 1963, that
is, a year prior to the creation of “Hamlet”: “We need to have the
appearance of two separate orchestras, each playing a different style
of music. So to speak, one orchestra ‘representing the composer, a
contemporary symphony orchestra, and a sort of stylized historical
orchestra, depicting the action itself. By the second variety | have
in mind the palace court music: fanfares suiting the tastes of a king,
military kettledrums, music-making of court dames, instruction in
dance for Ophelia, and maybe some variety of art song. Here we must
also mention the farcical orchestra brought over by the comedians:
the trumpets, denoting the introduction to the performance, the jig,
arousing fears of the bloody melodrama to come” [3].

In explaining this variety of sounds needed for the film music,
Dombrovskaya writes that “there is not a single ‘characterization of
the imagery, and nonetheless so much is said of ‘the character of
the music’” [ibid]. But it is hard to agree with this. The film director
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divided in an unusually thoughtful manner the entire auditory space
of the future film into three spheres: the tragic image ‘stemming from
the author, the pompously superficial image of the court with the
farcical-clownish element, adjoining to the former, and the menacing
jig (replaced in the movie by a gallop).

As for the last invitation of Shostakovich on the part of Kozintsey,
according to T. Moore, the film director suggested the composer to
write the music for “King Lear,” because the latter possessed the ability
to compose music which expressed the genuine feelings of people
when “truth in public forums, and even private ones, was scarce”
[6, p. 150]. For this reason, the music in the scene with Cordelia was
presented by the film director as the “voice of truth” [6, p. 150].
In addition, having seen portrayals of wartime adversities, Moore
correctly noted their connections with the images of World War I3

Summing up these assertions, | shall permit myself to utter another
one, presuming the reason for Shostakovich’s consent to participate in
both of Kozintsev’s Shakespearean films—the perspectives of the figures
of Hamlet and Lear, outcast, lonely and opposing society as being similar
to himself and possessing certain traits of his own character. This was
written about, already after Shostakovich’s death, by Georgy Sviridov,
who during the lifetime of his teacher, occasionally subjected him to
unfair criticism: “In speaking of his wonderful human qualities, | would
like first of all to talk of his uncompromising courage, arousing a great
amount of respect. Being soft, compliant and at times undetermined in
mundane affairs, this person in his most important characteristics, in his
innermost essence was firm as a firestone” [cit. from: 7, p. 93].

Fromthisestimationitbecomesobviousthatinitially Shostakovich,
although, naturally, having been inspired by Kozintsev’s initiative,
nonetheless, remained true to himself, and the initial leadership of

3 According to her, “Schostakovich’s works expressed people’s grief over the trauma of war
and loss, and this too was part of Kozintsev’s vision for Lear and another key reason for his
collaboration with the composer: ‘the cry of grief, bursting through the dumbness of time, must
be heard’” [Ibid, p. 150].
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the film director did not fetter his consciousness, and in the long run
gave the composer creative freedom. The designs of both lay in the
platitude of the ethical idea in correspondence with the conceptions
of the two “Shakespearean” tragedies, at the core of which lay
the moral test of the human being, experienced by him inwardly,
psychologically. And the “inward element,” according to Alexander
Mikhailov, is the same theater, the same world “where there is heaven
and hell, where a ceaseless struggle is carried out between virtues and
vices demonstrating themselves quite actively and independently, as
the personified powers aspiring to subjugate human beings to their
power—one and all, ‘me, just as any other “I.” [8, p. 132]. In the
transmission of such an inner world of the protagonist, Shostakovich’s
music, remaining an inalienable part of the sonic and visual image of
the film, virtually carried out the most important role. For this reason,
we shall pay special attention on it.

In both of the tragedy films the main protagonists, having lost
their close relations, unexpectedly for themselves went through an
immense scale of calamities which erupted in their families, royal
courts and countries. These protagonists were obliged to comprehend
the reasons for the catastrophes and their frightening escalations.
This aspiration obliged the composer to convey in his music the sound
image of the cognitive process (let us remind ourselves that the main
weapon at Hamlet’s disposal is his power of thought). Shostakovich
possessed the ability of recreation of such sound imagery. He was
distinguished for “a special combination of intellectualism and the
most intensive emotionalism,” where “feeling is intellectualized and
refined, while thought is heated to such a degree, that it becomes
acute experience” [9, p. 77].

Shostakovich’s intonations were characterized by an unusual
cognitive capacity. They carried in themselves the semantics of
remote medieval images, as well as those of the recent history of
Stalin’s times, when the composer himself experienced years of
public political persecution. As a result of this, the sound imagery
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of the cognitive process in both films is also permeated with the
protagonists reflecting about their tragedies, as well as the composer’s
own emotional experience. Why the composer?—Because he himself
inserts by musical means his own autograph (known as the “monogram
motive” or the “monogram theme”)—the initial of his name and
the first few letters of his surname, spelled “Schostakowitsch” in
German, which results in the appearance of the recognized intonation
of D-es-c-h (the German equivalent of the notes D, E-flat, C, B). The
latter conveys intense thought and a broad spectrum of emotional
conditions connected with images of overcoming obstacles, which in
Shostakovich’s case are connected “with a special kind of ‘heaviness’
of vocal-speech intonations” [ibid., p. 45].

Shostakovich’s monogram theme permeates the leitmotif system
in his music to both films and creates an emotional psychological
contrast to their visual element. In “Hamlet” the visual exposition of
the image of the Elsinore castle is assembled from a deserted rocky sea
landscape, a burning torch against the background of a stone wall of a
gloomy medieval castle, lowered funeral flags, a precipitate galloping
of horsemen speeding to the place where the tragedy occurred, a
massive drawing-bridge serving as the gates of the castle, and the
bars descending menacingly, with sharp battlements tightly closing
off communication with the outer world. And towards the end we can
also see a deep moat with black water, from where there is no rescue.

e e 5 e 12

Example 1 a, Screenshot from film “Hamlet”
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Example 1 b. Screenshot from film “Hamlet”

The musical exposition, permeated with Shostakovich’s monogram
theme opens up a broad-scale panorama of the approaching of
catastrophe and grief, which is based on the interaction of the grim
and the lyrical themes:

— repeated orchestral clustery “thuds,” evoking in the listener’s
memory a similar image from Shostakovich’s vocal-symphonic poem
“The Execution of Stepan Razin” occurring during the words “the
deacon hit me with tarriance in the teeth” (the poem was written in
1964, the same year as the music to the film “Hamlet”);

—in this sphere another image is active—the infernal, grim image
of mysterious footsteps, as recreated by the orchestra), subsequently
concretized in connection with the Ghost of Hamlet’s father and its
short reminiscence in the light footsteps of Ophelia going towards the
water)*;

—the theme of the mournful and heroic funeral march soundingin
a state of “high-degree upheaval” [an expression of Sergei Eisenstein];

— the theme of the composer’s reflections in connection with
influxes of the symbol of footsteps.

41t must be reminded that the theme of the footsteps used by Shostakovich for the concretization
of the preparation of the Russian warriors preparing for the battle for Sevastopol in the film
Pirogov is brought in here again, but for a more complex—psychological image of the Ghost of
Hamlet’s father.
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Towards the end the Prologue is unexpectedly illuminated by a
short choral fragment melting in ether, most likely connected with the
epitaph to Hamlet. Along with this, a well-known share of bitter irony
lies concealed here, since in Denmark, which is a prison, there cannot
be any enlightenment.

Let us also mention here the sort of nonmusical sound images: an
alarm bell heralding misfortune, four cannon shots, Gertrude’s crying
on Hamlet’s chest (artists: Elsa Radzina and Innokenty Smoktunovsky)
and the rumble of a resounding bass drum gathering together the
people on the plaza, separating the Prologue from the commenced
action, following the principle of layering one type of thematic
material on the other. This entire “vertical mounting” [a concept
of Sergei Eisenstein]®, based on two expositions which are given in
simultaneity, not only conveys the spirit of the time period, but also
leads into Shakespeare’s “space of tragedy” [a concept of Grigoriy
Kozintsev]. The development of the tragic meaning takes place here
as the result of the mounting of two conceptions: the visions of the
Prologue as conceived by the film director and the composer.

In the short musical “summary” to the film all the themes are
given not only in their exposition, but also in development—the
intertexture within one narration and confrontation. Thus, the theme
of the funeral march moves closer to the theme of sad reflections
and is suspended in the air unresolved on the question motive, while
the “strokes of the sexton” intrudes into the ostinato rhythm of the
bell. The theme of the reflections is also endowed with the rush of
the sound image of heavy footsteps, after which the gates of the
Elsinore fortress become hermetically closed. In the creation of this

® The vertical mounting is labeled as such, because Eisenstein compares it with the outward
appearance of a musical score for symphony orchestra, elucidating that “passing from the
image of such a musical page to a sonic-visual score, we would have to say that on this new
stage another line is added to the musical score. This is the score of the visual cinema frames

which correspond in their own way, pliably, to the motion of the music, and vice versa” [10,

p. 104].
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musical masterpiece we can see that nobody else’s will weighed over
Shostakovich’s fantasy.

The themes of sad reflections about the fates of the two protagonists
is what each of Kozintsev’s two films on Shakespeare’s plots begins with.
These themes are likewise sounded out by many of the monologues
spoken by the leading characters: Hamlet’s “To be or not to be?”,
Claudius’ discourse with himself, Edmund Gloucester’s monologue,
wherein he contrives this perfidious designs, King Lear’s speech after
the banishment of Cordelia, after having become disappointed with his
daughters. At the same time, there are also some differences present
in the musical introductions to the films. In “Hamlet” the theme of
the reflections is preceded by the question intonation. As in colloquial
speech, its core is an ascending melodic line repeated numerous times.
In the 19th century the “question” intonation was a favorite in the music
of the Romanticist composers and was of lyrical character (Schumann
“Warum?”), dramatic (Wagner, Trtistan and Isolde, Prelude and
Liebestod), chorale-like and exalted (Tchaikovsky “Romeo and Juliet”)
or mournful (Rachmaninoff song “Oh no, | pray, do not go away”).

But never before has the “question” intonation been so pained
or carried such a universal and, at the same time, such a personal
character as in Shostakovich’s music. Repeating itself numerous times,
ascending to a certain high pitch register among the “incandescent”
horns, it is distinguished by an unusual concentration of mournful
imagery existing in an insoluble conflict with a depersonalized
force expressed in shattering orchestral thrusts of fate. This theme,
particularly, is what forms the basis of Hamlet’s funereal-heroic march.
This kind of change testifies of the development of his image from the
reflexive to the active.

Example 2. Hamlet. Series 1. 2 min. 43 sec.—duration 3 min. 47 sec.: https://

www.youtube.com/watch?v=vaORGojXf8I.

It is significant that the interrogatory musical intonations in the
mono-scene of King Claudius in front of the mirror (artist Mikhail
Nazvanov), resulting from his admitting to having committed crimes,
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seem to be alleviated and toned down, due to the fact that his
explicit answers dismiss the arising questions, as the result of which
the intonations are predominantly directed downwards. And it must
be said that Vygostsky, in all fairness, considers him to be the most
efficient character®. Notwithstanding all the paradox, in the tragedy
the king seems not to be a criminal (the murder of his brother was
carried out by him before the beginning of the play, while the king in
many ways demonstrates himself as being favorable towards Hamlet,
trying to establish good relations with him and even to disperse his
sorrow, since the prince’s persistence in this mood would ultimately
be quite dangerous for Claudius). For this reason, he is in a state of
constant alarm, and this, in the long run, leads to his death. And this
is why he also embarks on steps to bring in Hamlet into the court
atmosphere, whereas in reality, as Daniil Elkonin would say—into an
inter-psychical form [13] (organizing meetings and conversations of the
prince with Ophelia, the courtiers, Polonius, the queen mother, even
allowing the theatrical performance, and, only after having already
despaired of his amiable goals, arranging for Hamlet’s departure for
England and, ultimately, the latter’s duel with Laertes). From hence the
impression is created that he is rushing towards his death “preparing
his destruction” [according to Lev Vygotsky]’. And in the scene of the
king’s confession, even though the action seems to halt, it continues its
development in the music, showing Claudius’ impending doom.

In the film “King Lear” the theme of tortuous reflections is
dispelled by the character of brittle gloom, conveyed by a lonely solo
flute line. It imitates an artless pipe tune, on top of which a lonely
melodic line sung by a male voice is superposed without any further
accompaniment. The answers to the interrogatory intonations are

¢ According to Vygotsky, the “mechanism of the motion of the action is entirely in the king,
and not in Hamlet; had the former been absent, the action would have stood in one place,
since nobody, except for him, undertakes anything in the play, not even Hamlet, and everything
occurs as the result of the king’s actions...” [12, p.473].

7 For a more detailed discussion of this, see: [14].
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provided by unusual fragmentary dance-like elements, creating the
effects of swift clownish speech-like effects. And, indeed, the theme
of the reflections, in which the composer’s “personal” thoughts are
expressed, in this case, about the destinies of personality and the
state, is entrusted here to the Fool, the only character who is allowed
to utter incriminating thoughts. Subsequently, this let-theme, as in
“Hamlet,” will appear surrounded by other, sharply conflicting images.
One of them, resembling the strokes of fate is presented by menacing
clusters with “gnashing sounds” created by brass and woodwind
instruments. And here also, in contrast to the aforementioned, the
mournful, tragically sounding lexemes of sighs and groans find their
way, preparing the appearance of the monodies of wanderers,
overcome with deathly sadness.

The most relief episode built on the theme of the composer’s
reflections on the fate of his native country is the scene after
Cordelia’s banishment, when the leit-theme becomes infiltrated with
motives of fate, menacing footsteps, the intonations of Shostakovich’s
“autograph,” which in combination with the immense mass scene
of the people bowing to the king recreates the image of sorrow of
a planetary sense. Here, once again, the crescendo motion of the
double expositions (the musical and the sonic-visual) results in the
accumulation of tragic semantical meaning.

Example 3 a. Screenshot from film “King Lear”
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Example 3 b. King Lear. Series 1. 18 min. 07 sec.—20 min. 37 sec. https://

www.youtube.com/watch?v=aVZirl-TPFs.

The mournful strokes of fate as a characteristic topos in the
music to “Hamlet” is connected with the image of the Ghost. Sadness
reigns in Hamlet’s consciousness from the very beginning. According
to Vygotsky, Hamlet “feels that there will be cause for grief—he
does not know yet, the secret has not been opened to him, but it
is encumbered in his soul... and from hence comes the deep, doleful
unease, unsurpassable in its intensity .. only the subconscious
subliminal sphere of his soul feels this, and he suffers from the yet
unborn, springing up knowledge” [12, p. 387].

Theimage of the Ghostis characterized by a depersonalized, supra-
temporal theme of heavy infernal gait, conveying the sense of the
impending catastrophe. In the scene with the queen mother Kozintsev
consciously abstains from the visual manifestation of the Ghost at the
moment of Hamlet’s vision of it. The film director even allows us to
hear his words. But instead of presenting the visual element, he brings
out into the forefront Hamlet shaken by horror, accompanied by the
leitmotif of his father. According to the observation of D. Fairfax,
“his image is thus present auratically, by having been synesthesically
paired with a musical refrain. There is no need to show the Ghost, as it
is evoked through other means, and Kozintsev thus ingeniously leaves
the objective reality of its appearance as an open question, to be
decided upon freely by the spectator” [15]%. In this episode the image
of the Ghost is revealed only by means of musical expressivity, the so-
called “substituting refrain” [a term of Marina Sabinina], and Hamlet’s
psychological characteristic features, while his outward appearance is
replenished by means of “intellectual mounting” [a concept of Sergei
Eisenstein]®. Such a fusion of expositions results not in the sum, but

8 Analogously to the Ghost, the auratic image of death was created by Shostakovich in the
movie “Pirogov.”

9 Intellectual mounting is not the “mounting not of the roughly physiological overtone sounds,
while the sounds of overtones of an intellectual type, that is the conflict-filled combination of
accompanying intellectual effects between each other” [11 p. 58].
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in their composition and, maybe to a certain degree, in which the
powerful accumulation of the tragic semantical meaning occurs.

Henceforward, the theme of menacing footsteps shall accompany
the image of Hamlet, appearing in the scene of the improvised
performance of the street actors, the episode of the queen mother’s
condemnation of him, the return of the prince to Denmark, the scene
of Ophelia’s death and the episode with the gravedigger, in the screen
episode of Hamlet’s fatal wounding, as well as in his funeral march.

However, the image of the heavy gait produces an intimidating
effect not only by its vociferous sounding, but also in the suppressed
soft one, as well. The grim footsteps depicted by the orchestras sound
in an ostinato manner in the depiction of the Ghost and accompany
his dialogue with Hamlet. But what is most interesting is that the
theme of the footsteps appears long before the appearance of the
Ghost himself and prepares Hamlet’s words: “My father’s spirit in
arms. All is not well.”

Example 4. “Hamlet”. Series 1. 14 min. 17 sec.—15 min. 17 sec: https://www.

youtube.com/watch?v=vaORGojXf8l.

The footsteps, hollow, yet precisely delineated in the orchestra,
are depicted in Hamlet’s monologue “To be or not to be?”, the light
footsteps with a dancing gait are recreated in an orchestra during the
actor’s narration about Hecuba, the short, disconnected steps can be
heard in the orchestra during the murder of the king, her husband,
the suppressed funereal steps—in the scene with Claudius before the
mirror. All of these metamorphoses show that the depicted events
do not occur without the participation of hidden, albeit extremely
powerful forces, while the music is brought into the scene on the
screen following the laws of symphonic development, i.e. with the
ceaseless elaboration of the chief musical themes and their conflicting
interactions. Consequently, the image of supernatural forces not
possessed of visual embodiment may be recognized by its traditional
auratic meaning, and solely through the means of music.

Compatible in both films is the musical depiction of the royal
court. In “Hamlet” it is ambiguous and is expressed in four elements.
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The first element is expressed by the heralding heavyweight
orchestral clusters which grew out of the chord theme of the Prologue,
resembling “strokes of the sexton” in “The Execution of Stepan Razin.”
They concretize the triumphant fanfares sounding at the ball.

The second element presents a stylization of pretentious “pas”
in the motion of the gavotte, as well as the ceremonial festive
appearance of Gertrude with Claudius, in which their inviolable power
is demonstrated.

The third element presents the motions of Ophelia®®, which she
had learned by heart during her dance lessons, and mechanical in
character, in correspondence with Kozintsev’s conception. Such doll-
like imagery in Shostakovich’s music is brought out by musicologist
Vera Valkova into an archetype endowed with an evil character, not
infrequently changing into a frightening robot, and at times into
the image of death [16, p. 100]. The evil here is represented not by
Ophelia, but by the castle walls surrounding her as a prison and the
court intrigues destroying her life.

The fourth element is the generalized image of the court atmosp-
here, expressed in an aimlessly eccentric run against a continuous
toccata. The ceaseless fluster is also conveyed during the musings of
Hamlet, who is in doubt of his mother’s innocence.

Also, during the unhurried appearance of the actors on the street
before the Elsinore castle and the end of their conversation with the
prince and on the threshold of their going out on stage, there is a fast
gallop sounding off-screen, anticipating Claudius’ shameful reaction,
which is inactivated according to the principle of “being beside oneself
with rage,” i.e. losing one’s natural state of being. Such a phenomenon,
defined by Sergei Eisenstein as a “leap into the opposite” [17, p. 249], is

1 During the time of the shooting of the film Kozintsev wrote to Shostakovich a letter with the
request to write a “Dance of Ophelia,” which would recreate the image of the sweet half-child
girl who “is turned into a doll, a wind-up toy with artificial movement and a learned smile...”
since he wished “to express by means of the monotonous mechanical quality of dance the
qualities of soullessness and inhumanity” [cit. from: 3].
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used here as direct pathetic composition: the standing person starts to
run, the silent person begins to scream. At that, it is a paradox that the
gallop begins subtly, in a hostile suppressed way, long before Claudius’
flight. And when it builds up to a rabid tempo, such a sumptuous
composition enhances unusually the sense of catastrophism.

In this scene the intensity in the accumulation of meaning
runs so high, that the vertical element of the two expositions, not
bearing the pressure, explodes, after which each of the expressive
elements (the musical and the visual) seems to reduce itself to the
level of absurdity. The music brings into motion all of the depicted
people on screen, including the orchestral musicians, who begin to
play some absurd buffoonish themes. Predicting the moral unmasking
of the king, it intensifies this event continuously, as a result of which
the cinematography “rouses itself,” and the tempo of development
accelerates remarkably. In this speedy race, an immense role is also
played by its outer “drive” by means of an unusual combination of
the majestic mournful march and horse galloping. At the same time,
the exposition of sound and image—the king—turns into a cowardly
madman, who, similarly to an animal, saves himself by flight.

The contrariety to this “explosion” of expositions is the prince.
However, he comprehends well and intellectualizes the “emotionally
charged idea” [to use the expression of Sigmund Freud], bringing
in a sense of “arbitrariness” (i.e. used in his own manner), merely
“covering” it by madness. Hamlet openly “drags” Claudius into his line
of actions of disclosing the latter’s crime by creating a living copy of
the otherworldly message from the Ghost. Consequently, what at first
seemed to be madness turned out to be in reality as real as it can be.

Example 5. “Hamlet”. Series 1. 1 hour 02 min. 15 sec.—1 h. 03 min. 50 sec.:
https://www.youtube.com/watch? v=vaORGojXf8I.

In “King Lear” there is satire present that is no less explicit. It can
be heard in the trumpet signals, which in the scene of gathering of
the knights for battle against Edmund Gloucester (artist Regimantas
Adamaitis) are built not on the sounds summoning people for the
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gathering, but on the swift scherzo-like musical themes. Concretely,
the satire is expressed in the figure of the Fool (artist Oleg Dal), who
in his dialogues with the king throws out bold incriminating retorts,
alternating them with a certain simple song performed in an almost
pattering manner and a subsequent incorporation of a lightweight
tune from the Prologue, which creates the effect of discrediting
the actions of the crowned elder. But what is most astonishing, the
satire in the role of the Fool during the course of the development
of the dramaturgy gives place to lyricism. Such is his tune at the
very end of the movie, acquiring the mournful-lyrical character with
hardly noticeable mocking echoes in the scene of Cordelia (artist
Valentina Shendrikova) bent over Lear, which is perceived as a bitter
summing-up “from the author.” Such a reinterpretation of the musical
theme demonstrated the relief manifestation of the principles of
Shostakovich’s symphonic writing, which in this fragment serves as an
expansion of lyrical imagery.

The intergrowth of lyricism in both films is the idea directed at
the manifestation of human traits in the protagonists. This is what
happens with Ophelia (artist Anastasia Vertinskaya), who prior to her
death frees herself from her conditional conventional frameworks.
In comparison with its stylized exposition, reminding of an image of
a wound-up toy, she appears in the image of a simple artless girl,
humming to herself the sad lyrical song “Bonny sweet Robin is all my
joy,” which conveys her presentiments of her death. The impression is
created that in such moments the girl seems to be more alive than she
was at the time of the dance. It is astonishing that the leit-timbre of
the harpsichord, which previously characterized Ophelia, is replaced
here by the expressive sound of the muted, almost speaking violin.
The harpsichord, too, seems to acquire human traits, rendering images
of short steps alternating with disconnected retorts. And the short
landscape-like musical motive associated with dispersing circles of
water seems to be absolutely new. It carries death and enlightenment,
what the subsequent screenshots of Ophelia drowned convince us of.
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Expansion of the lyrical sphere revealing itself in the music serves here
as a sort of compensation and “lightning rod” of the tragedy.

One of the most significant fragments of germination of lyricism
is the scene of Hamlet’s duel with Laertes (artist Stepan Oleksenko),
based on a peculiar parade of all the infernal forces (the dynamic
recapitulation of the musical themes of the Prologue), which includes
the themes of the royal court, menacing bass drum strokes, shots,
alarm bells and the theme of the Ghost seeming to speed in a demonic
gallop. It is astonishing, how it sounds triumphantly and victoriously,
intertwining with patches of the theme of the court, after which, after
exhausting its hostility, calms down, accompanying Hamlet’s quiet
passing onto nonexistence.

Example 6. Screenshot from film “Hamlet”

In the film “King Lear” the lyricism germinates in the scene of
Edgar Gloucester at the grave of his father (artist Leonhard Merzin). It
organically appears from the impendent silence disrupted only by the
howl of the wind. The mournful choral lament in the desolate space,
sounding softly at first as a symbol of the spiritual catharsis of the
elder Gloucester and an extended silence, acquires unprecedented
strength and during the course of a lengthy period of time (42.36—
46.50), growing to the significance of supra-temporal music, spreads
over a wide-ranging battle scene, associated with analogous episodes
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from World War Il. Once again, just like in “Hamlet,” in combination
of the composers’ reflection elucidating the visual element, there
occurs an “explosion” of both expositions: in the plotline there is
an unmasking of the negative characters (Goneril, Regan, Edmund),
the buildup of the death of all the main characters of the play, the
misfortunes of the people during the war, the scorched earth. And in
the music there occurs the theme of the sorrowful reflections of the
composer, interfused with the nation-wide grievous and at the same
time protesting angry cry, reaching universal significance (similarly to
the indignant cry of the people in the poem “The Execution of Stepan
Razin”), which in the gigantic space of the tragedy accumulates the
meaning of catastrophism to an ultimate degree of shock.

The protest music of an explosive character is also a manifestation
of human characteristics, which are expressed in the protagonists’
efficacy. The feelings of protest are conveyed most acutely in the
storm scene, most notably, not even as much the outward type, as
a phenomenon of nature, as the inner, taking place in the struggle of
the perturbative and penitential feelings of Lear (artist Yuri Yarvet).
This image is transmitted by a sort of “episode of invasion,” the sounds
of which are cut through by the desperate calls of the trumpet. In
order to intensify this effect, the music here is also mixed with non-
musical timbres, which seem to comprise its continuation. It seems to
grow from the howl of wolves and the wailing of the winds and then
passes back into them. The convergence of sonic and visual means
of artistic expression brings into the famous picture of the perturbed
natural elements and the tempest of the soul that extended meaning
generated by the integration of the visible and audible exposition.

Example 7. “King Lear.” Beginning of Series 2 up to 2 min. 17 sec.: https://

www. youtube.com/watch?v=BFkNen7sqwO.

And, finally, the grievous lyricism germinates in connection with
the sound-image of the bell, the herald of tragic events. In the film
“King Lear” the sound of the bell is used in the scene of the exemplary
test of daughterly love. The sort three-note motive of the bell (one
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of the versions of Shostakovich’s monogram theme) after Goneril’s
and then Regan’s answer (artists: Elsa Radzina and Galina Volchek),
appearing after the order to banish Cordelia, notwithstanding the
atmosphere of outward daughterly envigoration, sounds as a short
philosophical summary, in which in consequence of the seemingly
writhen and deformed information there is a concealed prediction of
the death of the protagonists.

Example 8. “King Lear” 11 min. 05 sec.—12 min. 04 sec.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

In “Hamlet” the bell strokes occur 25 times still before the
appearance of the introductory titles and during the time of their
demonstration, when there is no action yet, while the character of the
plot and its outcome are already foretold. Along with that the sound
of the bell is utilized in a poly-semantical combination with the theme
of the royal court, preceding the implied love scene of Claudius and
Gertrude. In such a mutually exclusive convergence of images the
incriminating-ethical essence of the film is revealed. But, altogether,
the appearance of the alarm bell in the orchestral score is usually
interpreted as a symbol of a nation-wide tragedy, accumulating its
meaning many times over.

However, what is most paradoxical is that in the second series of
both films, especially in “King Lear,” the authors almost completely
reject music, and the text for the most part comes without accompani-
ment. Such an ascetic use of the musical component expressed both
the contemporary understanding of the medieval epoch, and the
extraordinary instinct of the composer, who a while before, after
having watched the film “Michurin,” made the following utterance
about the role of music in movies: “music should sound only when it
is extremely indispensable” [cit. from: 3].

In such a manner, having started their work in cinema with
an overabundant usage of the simplest everyday type of music in
some films and diverse lyricism in others, in their late films—the
screen adaptations of Shakespeare Kozintsev and Shostakovich,
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on the one hand, consciously shortened the musical fragments,
having shown in the expression of the meaning the self-sufficiency
of the psychological play of the actors. But on the other hand, they
revealed the remarkable role of music as the analogy of the ethical-
philosophical conception of cinematized literary works, which not
only enriched their image-related structure, but also presented a
powerful means of accumulation of semantical meaning in the art
of the cinematograph. This phenomenon was used by them in the
multifaceted scale of emotional and psychological combinations:
from traditional vertical mounting of sonic-visual and musical-sonic
elements to their volatile opposition to each other, leading to a radical
transformation of dissimilar lines. Such a dynamic comprehension of
works of art, uncovering their innermost meaning and accumulating
a new meaning manifested the principles of intellectual mounting of
the highest order.
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O MY3bIKE A. LHLOCTAKOBUYA

B HAPALLMUBAHWN CMbIC/TIA STUYECKON
KOHUEMUWUU ®NTTbBMOB I KOSUHLEBA
«TAMJTET» N «KOPOJ1b JIUP»

AHHoTauumA. CTaTbs NOCBALLEHA UCCAEA0BAHUIO POIM MY3bIKM B «LUEKCMU-
POBCKUX» GUNbMAX, CO34aHHbIX B pe3y/ibTaTe BblAatoLerocs coapyecrsa r.
KosunHuesa u [. LLloctakoBuya. B cTaTbe packpbiBAaeTCA OTHOLLIEHWE PEXUC-
cepa v KOMNO3MTOpa K POAN My3bIKM B KMHO, NMOKa3aHbl CEMaHTUYECKUE ee
CBOICTBA, 33 CYET KOTOPbIX YIYyBAAETCA CMbICA NPOUCXOAALLENO Ha IKpaHe,
YTO L@eT BO3MOXHOCTb CAeNaTb 3BYKO3puTebHble 06pasbl 6onee Bblpasu-
TENbHBIMU U }KMBbIMM, @ KOHUenuuio — 6onee penbedHoi. Ana atoro Lo-
CTaKOBWY NONb30BA/NCA HE METOAOM UTIOCTPALMM, @ XOPOLLO NPOAYMAHHOWM
pa3BeTBNEHHOW CUCTEMOW My3blKa/ibHbIX XapaKTepucTuK, baarogaps yemy
€ro KOrHUTUBHO eMKas M SMOLLMOHANbHO IKCMPECCUMBHAA My3bIKa B KOHTEK-
cTe KMHemaTorpaduyeckoro npounsseneHuns npuobpena cratyc csoeobpas-
HOTO yYaCTHMKa AEMCTBMA U CTaNa MOLLHbIM CPEACTBOM BbIABAEHUA 3MOLLM-
OHaNbHO-NCMX0IOTMYECKOTO COCTOSIHWSA FrepoeB, NpeackasaHua ux cyaeb, B
YACTHOCTU, M Pa3BUTUA CIOXKETA B LLEJIOM, @ B UTOTe — BbIABNEHWUSA 3TUYECKOM
KOHLLEMNLMKN aBTOPOB, B KOTOPOI NPOABMANCH M aBTOBMOrpaduyeckmne YepTbl
LocTakoBnya. B TakoM AMHAMWYHOM OCMbICIEHUMN XYL,0XKECTBEHHbIX NPO-
N3BEeAEHUMN, BbIABNAOLWEM UX INTYOUHHbIN TPArMyecKmiti CMbICA U HAapaLLmMBa-
IOLLEM HOBBbIIA, CKa3aMCb NPUHLMUMbI MHTENIEKTYaIbHOTO MOHTaa BbicLue-
ro nopsaka.

Kntouesble cnoBa. lamsner, Koponb /inp, Mpuropuii KosuHues, Amutpuii Wo-
CTaKoBWY, pexuccep, KOMMNo3uTop, 06pas, CMbICA, My3biKa, My3blKaibHasA
Tema, UHTOHaUwWA, CKopbb, IMPUKA, BEPTUKA/bHLIN U WHTENNEKTYasIbHbIN
MOHTaX

HAYKA TENEBUOEHUA Ne14.2, 2018



CoapyKecTBO pexuccepa M KOMNO3UTOPaA B KMHO — ABNEHUE
3aMeTHOe, HO B OTeYeCTBEHHOM KMHOBEAEHUWN HeAO0CTaTOYHO uccne-
[oBaHHoe. B »XaHpe oTeYeCcTBEHHOIO UCTOPUYECKOro Gpuabma WNPO-
KO M3BECTHbI Bblgatolmecs coBMmecTHble paboTtbl C. MNMpokodbeBa m
C. d3eHwTenHa «AnekcaHap HeBcknin» n «MBaH po3HbINY. B Kome-
amn — cotosbl U. AyHaesckoro — [. AneKkcaHapoBsa, T. XpeHHUKoBa
— W. MbipbeBa, I. ThagkoBa — M. 3axapoBa; B 3KpaHU3aLUM OTeye-
CTBEHHOW Knaccukm — B. OBYMHHKMKOBaA — C. boHAapuyKa. bonbyto
pOJib B UCKYCCTBE KMHemaTorpada cbirpana pabota 3. ApTembeBa B
aHcambnax c A. TapkoBckMm, H. MuxankoBbim, A. KoHY4anoBckum. Mbl
e 06paTUMCA K YHUKANbHOMY COAPYKECTBY pemnccepa U KOMnosu-
Topa B KMHO — lpuroputo KosmnHuesy n Omutputo LLloctakosuuy, co-
BMeCTHO npopaboTaslumx B TedeHue 40 NeT U co34aBLUMX U3BECTHbIE
dunbmbl: «HoBbI BaBunoH», 1929; Tpunoruto o Makcume («HOHOCTb
Makcuma», 1935; «BosspaweHne Makcuma», 1937; «Bbiboprckas
cTopoHa», 1939); «Muporos», 1947.

B HEKOTOPbIX paHHUX cOBMeCTHbIX paboTtax KosnHuesa—LUocTa-
KOBMYA My3blKa Oblia npeacTaBaeHa B BUAE NECEHHO-TaHLEBAbHbIX
YKaHPOB M PEBOJIIOLMOHHbIX MECEH U MapLUel, KOTopble CONPoBOXKAa-
N laXKe IMpUYecKne KMHO3NU3o4bl, NogobHo npeaduHanbHOM cue-
He npoulaHus (B punbme «Bbiboprckaa ctopoHa: 1.47.52-1.48.50)*.
MopobHaa My3blka MMesa 3Ha4YeHWe CBOero pofa AOKYMEHTUPOBa-
HUA 3NOXM. M TaKMX OOKYMEHTOB B KMHO 6blN0 HeMano. OHU Yepe-
[0BaNNCh C ObITOBbIMM KaHPAaMM, KOTOpPbIEe TOXKe OblIM XapaKTepPHbI
Ans Toro sBpemeHu. Mponor punbma «KOHOCTb MaKkcma», rae Boccos-
[aBanncb NpeaHOBOrogHMeE ryAAHUA, OTKPbIBA/ICA My3bIKOM ranona,
Ha KOTOPbI HaK1aAblBaNOCh 3ByYaHWE KpakoBaKa. B uenom mysbl-
KaJIbHY0O OCHOBY COCTaBAANM OMEPETOYHO-LMPKOBAA My3blKa, @ Tak-
Ke Mo/bKa 1 bblITOBOM Basibc 6€3 CONPOBOXKAEHMA UAW NOL FaPMOHb.
MHoroKynieTHble NeCHU UCNONHANUCH LLE/IMKOM, @ CUTYaLLMA BO MHO-
TMX 3NM3043aX OCTABaIACh CTaTUYHOM.

13pnecb u ganee undpbl 0603HaYAOT XPOHOMETPUYECKME AaHHbIE PACCMATPMBAEMOrO 3MMU30-
Aa B punbme.
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OpHako 6bi1o 6bl ownboYHO roBopuTb, YTO LLlocTakoBuy ans
KMHO MWCcan TONbKO KAaHPOBO-ObITOBYIO My3bIKYy. B Apyrnx paHHMX
paboTax, Kak, Hanpumep, «HoBbIli BaBMaoOH» (@ Nno3gHee — B 3ame-
YaTeNlbHOM pOMaHce M3 KMHoouAbMa pexuccepa A. PaltHuMMmepa
«OBoa», 1955), mysbika LLlocTakoBMYa HOCMIA MPUKO-POMAHTUYE-
CKUI xapakTep'?. Ho He TonbKo. J/InpuKa B «HoBOoM BaBuioHe» noss-
NIANAch IMWb B CLEHAX MOKa3a NoAeN-TPYKEHNKOB, B 0COBEHHOCTH,
TNaBHOM reponHN — dpaHLy3CcKon npoaasLmLbl Jlynsbl. B o6pucos-
Ke e BNaCTb MMYLLMX — YrapHbIi1 raaomn, 061M4aBLUmnit UX NpasgHyto
U3Hb. OgHaKo, No npu3HaHuio camoro LLloctakoBmya, OH, co3aaBas
MY3bIKY K 3TOMY GUIbMY, MEHbLLE BCETO NMPUAEPKMBANCA NPUHLMNA
0653aTe/IbHOM MNOKaZPOBOM UANOCTPALLMKN: «A UCXOLMA, F1aBHbIM 06-
pa3om, OT MaBHOro Kagpa... OcHoBHas ee [my3blkn. — [LK.] uenb —
6bITb B TEMME U PUTME KapTUHbI U YCUAIMBATb OT Hee BnevaT/leHue.
Al cTtpemunca npuaaTb My3blke, NPU HaZIMYMUM HOBU3HbI U HEOBbLIYHO-
CTW, AMHAMUKY U nepegaTb nateTuky “Hosoro BasuaoHa”» [2].

Mocne KapTuHbl «[MPOroB», HEIUWEHHON HEKOero cXxemaTus-
Ma, I Ko3nHUEB, BOCXMLLEHHbIM My3blKoi LLlocTakoBuya, nucan emy:
«fl y)Ke MHOrO /IeT Nopakatoch. Yeabilwas Baly my3bIKy, A C/billy CBOWM
3ambicesl — camoe B HemM AN MeHa goporoe» [uuT. no: 3, c. 100].

[NaBHbIN repoit GuabMa — BblAAOLWMNCA PYCCKUIM XMpypr HUKo-
nai MiBaHosmy Muporos (aptuct K. Ckopoboratos) — Npou3HOCKUT Na-
TPUOTUYECKME MOHONOTK, @ My3blKa cieayeT obblYHOMY A1A Tex feT
«pernameHTy»: HapogHO-MeceHHbI GoHA, BKAOYAIOLWMIA NecHn bes
COMPOBOXAEHMUA, B TOM YMC/e CBafeOHbIE U LWYTOYHbIE; PECTOPAHHO-
WHCTPYMEHTANbHbIM POH, nepenaroLmnii NbAHbIA yrap noceTutenen,
MY3bIKa/IbHO-MAPKOBbIM KOHTEKCT, MOKa3bIBaOLWMIA 0AeN Ha OTAbl-
X€, W, HAaKOHeL, UANICTPAaTUBHO-NPUKAALHAA My3blKa, 3ByYallas Ha
obpalleHHbIX K MporoBy cnoBax ero Konnerun: «XusHb NpPoxoamT,
BCKa4Yb MUKTCS, a Tbl €€ He 3amedaellby (3a KaapoM NEerkuii ranonuk);

2 Mysbike LLlocTakoBMYa K paHHUM GUIbMaM, CAENaHHbIM B COApPYXKecTBe ¢ KO3MHLEBbIM, No-
cBALLeHO nccnegosaHmne [xkoaH TanTyc [1].
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«B KM3HW [OO/KHbI BbITb PagocTU» (MoLLHOEe 3ByYaHWe BEHCKOro
Basibca).

OTMEeTMM U ABa YCTOABLUMXCA 06pa3a — KOMOKOMA KaK CMMBO/A
Poccum, onacHoctu, fonra (OH BKAOYAeTcs B MOMEHT Npu3biBa Bpa-
yel K npucare) U curHana Tpybbl — BOCXOAALLErO M3 IyBUMHbI BEKOB
npusbiBa K Hayany AelcTBuA (aHanorMyHoe Ha4vaso UCNoNb30BaHO B
paHHel pabote LWoctakoBnya — mysbike K dpuabmy «Hosbln Basu-
noH»). Cono Tpybbl 34ech AaHO B COCEACTBE C MOBECTBOBATE/IbHO-/N-
puyeckon Temown, npeasocxuuiatolleit obpas MUPHO co3naatoLen
CTpaHbl U3 «JleHnHrpaackoi» cumeboHum LLlocTakoBmya, To ecTb 06b-
E€KTUBHbIN KyNAeTHO-MEeCEHHbI AOKYMEHT 3MNOXM 34eCb 3aMeHEeH Ha
HEeYTo INYHOCTHOE — JIMPUYECKOE BCTYMN/IEHME OT aBTOpa».

B npuBegeHHOM TonocHOM Habope npopacTatoT U HoBble 06pa-
3bl — TparmMyecKkue u rpoteckossble. MepBble — pa3BeTB/ieHHble. Cohe-
pa Tparndyeckoro B ¢punbme «MnMporos» BHavane NposBAAeTca UCnoa-
BOJIb — B CBfI3M C 0bpasamum anuaemmm xonepsol, a B npeadpuHaibHon
YacTM KapTUHbI (Npy obHapy*KeHUM 6onesHu Muporoea Ha cloBax:
«[ante MHe, rocnoja, KTo-HMbyab NONUTbL») KOHKPETU3MPOBaHa 3/10-
seweli memoli, KoTopaa nepepacTtaeTr B 0b6pa3 obocTpeHHoro bec-
nokonctea nepen 6utsol 3a Ceactononb. OHO NepeaaHo B INYXOM
HarHeTaHMM OCTMHATHOrO MOBTOPA OAHOrO M TOrO YKe 3BYKa, o/uLe-
TBOPAIOLLErO COCMOAHUE HAMpPAMEeHHo020 oxudaHus. OKasbiBaeTcs,
3TO TONIbKO GOH, HA KOTOPOM BO3HMKAET ANUTE/bHbIN 3NNU304, MAUH-
CMBEeHHbIX Wa208, KyNIbMUHUPYIOLLMI B MOBegHOM MapLle PycCKux.

Ho rnaBHoe — 3TO elle oAHa TeMa, KOTOpPas, XOTb M OTHOCUTCA K
chepe Tparnyeckoro, ABAAETCA ApamaTUUYECKU-AENCTBEHHOM, acco-
LMMPYIOLWENCA CO MHOTUMM OCTPO-HaMpPSAXKEHHbIMM, «B3PbIBYATHIMM»
Temamu LLlocTakoBuya. OHa 3BYYUT B MOMEHT Nepesayn noas10KHoro
HapKo3a HM 0 YeM He nogo3pesatoliemy [Mporosy, NpUCTynatoLWeMy
K onepauun 6onbHoro. B Helt coBmewwatoTcs U obpas onacHocTH, m
CTpemsieHune ee NpegoTBpPaTUTb. OTHECEM ee K MPomecmHbIM memMam.

HaKkoHeLl,, rpoTeckoBbI IMK cMepTu (4To HeceT ¢ cobon anuae-
MWS XONEepbl), KOTOPbIN BbIPa)KeH B YCTPALUAMOLLIEM U TOPKECTBYIO-
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LEem 2UMHe, «3aKpy4yeHHOM» Ha Hayane o0bopoTos cekBeHuuMM Dies
irae (JeHb rHeBa), KoTopas co BpemeH CpeaHEBEKOBbA CUMMBOJIU3U-
pyeT CyaHblli AeHb.

B uenom, KOMMAEKC UCMOMb308AHHbLIX «HOBbLIX» MY3bIKAAbHbIX
mem 8 gunome «[Tupo2oe» bbia HANPABAEH HA 8blpadeHUEe MpPeeso-
eu, useecmus 06 onacHocmu, co30aHUA NCUX0A02UYeCcKo20 COCMOS-
HusA eepoes Cesacmonons, KOHKpemu3ayuu HegudumMo20 AUKA cMep-
mu. Bca ama mpazuveckaa 0b6pasHOCMb 8 Hempaz2u4yeckom gussme
8 COYeMaHUU My3blKU CO 3pUmesbHbIM PAGOM Nopox0asa Hosble Cu-
Hecme3uliHble Ca0U 8 80CMPUAMUU COOEPHAHUSA, NpUAasas CMbicy
60bWYI0 3HAYUMOCMb.

MCTOYHMKOM TaKOro HapalLlMBaHUA CMbICNa ABU/IOCb OTHOLLEHME
LLlocTakoBMYa K My3blKe B KMHO, KOTOPOE 3aK/to4anocb He B My3bl-
KaZbHOWM WANIOCTPALMM KAaXKA0ro Kagpa, @ B XOPOLWO MNpoayMaHHOM
cucTeMe My3blKaslbHbIX XapaKTepUCTUK. B Hell chopmupoBanuch Te
NPUHLMNbI, KOTOpble 6blAN Pa3BUTbl B «LIEKCMUPOBCKUXY» dUAbMaXx
KosuHueBa v LWoctakoBuYa, rae mMy3sika U3 MPUuKAadHo20 3HAYeHUs
nepewsa 8 cmamyc y4acmHuka delicmeus u cmasna cpedcmeom 8blss-
/AIeHUA KOHUenuyuu asmopos. Takoe pexmnccepckoe noHMMaHue poau
MY3bIKM B KMHO MCXoamno u3 ybexkaeHua KosmHuesa, 4To «obpasbl
BO3HMWKAIOT HE TONbKO “BMAMMbIMMK”, HO U “CAbILLMMbIMK”», @ My3blKa
ABAETCA «NJI0TbO KMHEeMaTorpadpuyeckon obpasHoCcTM» [UuT. no: 3].

YT06bl MpOaHanM3npoBaTb MNOAOOHYHO MHOrOMIAHOBYIO 3BY-
KO3pUTeNbHYt0 0BOpPa3HOCTb, OCTAHOBMMCA Ha ABYX BblAAOLLMXCA
aKpaHu3aumax Y. Lekcnupa I KosnHuesbim B cogpyxectse ¢ [. LLo-
ctakoBuyem: «famnet» (1964) n «Koponb Jinp» (1970). HauHem c npe-
AbICTOPUN, C MOMEHTa, Koraa pexuccep B 1953 rogy, Hayas paboty
Hag cueHapuem K dunbmy «lfamnet», B N0O34pPaBUTE/IbBHOM MUCbME
LLloctakoBuyy ¢ ero 50-netmem BbIpasua K HEMY CBOE OTHOLUEHME:
«KaK MHOTO 3HaYyWI0 M 3HAYUT 419 MeHs Bawe MCKyccTBO, Aa U Bbl
caMu. B yepHble MUHYTLI (@ UX Tak mHoro!) 8 BcnomuHato Bac v gy-
Mato: KaKas e Be/IMKan cuMna 3akaodeHa B Bac, uto “camble KpynHble
Kannbpbl apTuanepun” HUYero He MOMIN cAenaTh ¢ Bawelt My3bIKoM.
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M 4yTO Hawe BpPeMs — CO BCEM 3aK/HOYEHHbBIM B HEM, U BENUKUM, U
Y)KaCHbIM — 3aneyatneHo Bamu, 6e3 TeHM Npu3HaKa yroaHW4ecTsa,
pacyeTa — 3aMeyaT/IeEHO C TaKOM CUAOM NpaBAbl U BblParKeHUA UCKYC-
CTBOM, YTO AyX 3axBaTbiBaeT» [uuT. no: 3, c. 99].

A nocne Bbixoaa punbma B ceeT, B 1968 rogy npeanoxun LocTta-
KOBWYY HanucaTb My3blKy K dunbmy «Koponb Sinp». OaHako Slopen
deit 3ameyvaeT, YTO KOMMNO3UTOP (HECMOTPA Ha TO, YTO OH, KaK nucan
. Painnun, 6bin HeobbluaMHO AOBONEH CBOENM NAPTUTYPON K uabmy
«lamnet» [4]) nepBOHAYaNbHO XOTEN MPUIrAALLEHNE OTKAOHUTb, BO-
NPeKn TOMy, YTO peruccep, NamsaTysa O He3Z40POBbE KOMMNO3UTOPA U
obuelt ero yctanoctu, noobelan, Yto B aHHOM C/1y4ae My3blKa/ibHO-
ro matepuana notpebyercsa cyLLecTBEHHO MeHbLLE, YeM K Npoussese-
HUtO-NpeaLIecTBEHHMKY [5, ¢. 267]. Mo3gHee, 04HAKO, BbIACHUAUCH U1
CYLLLHOCTHbIE NPUYMHbI ero KonebaHuii. OgHa — 3TO HENPUATHUE OTHO-
WEeHMA K My3blKe B KMHO KaK K NoAYMHEHHOMY GpOHOBOMY CPEACTBY.
Mcaak MuKMaH pacckasbiBasi, YTO NOC/1e NepBOM Nepe3anmcu Mysbiku
K ¢ounbmy «famnet» H6eaHbIn LLlocTakoBMY «Oropynsicsa, NOoCMoTpeB
NepBbli pa3 KapTUHY, B KOTOPOM My3blKa 6bl1a 3ax/JaMaeHa LWyMOM
MOpSi, BOEM BEeTpa, CTYKOM KOMbIT, PXKaHUEM KOHEeMH, LypluaHuem
LeKOB, CKPMMOM MOABbEMHbIX MOCTOB etc, etc, etc. MeHs 3To ToXe
0oropymno, 1 a noTpeboBan CHATbL 3TN “nNpaBamBble” WyMbl U AaTb pas-
rynsTbca opkectpy. KosnHues obelan ato caenatb. OH, AeNCTBUTENb-
HO, 3a Noc/ieAHNe AHU Bbirpeban 10NaTom 3TOT KNHOPEAIUCTUUYECKNIA
xnam» [uuT. no: 3].

[pyras npuunHa 6blna BbicKazaHa B nucbme K M. LLarnHaH, roe
OH CEeTOBaJI, YTO Er0 ¥KesaHUAM HanucaTb My3blKy K «Koposto Jlnpy»
B KauyecTBe OPWUIMHANIbHOTO OTAENbHOTO MPOU3BEAEHUS He CyXKae-
HO BblJ10 CObITLCA, PpacCMaTpPMBasA OAHOMMEHHbI uabm KosuHuesa
JIMLWb KaK NepBblii My3blKa/bHbI aBPUC COYMHEHUA Ha AaHHbIN Cto-
wert [5, c. 267].

M nencreuTenbHo, elle nepen codgaHmem punbma «famnet» Ko-
3UHUeB, Hanpasnaa ¢aHTasmto LLloctakoBMYa, NPeaNoXKUN eMy CBOE
NMOHMMaHMe My3blKasIbHOTO cogepraHua B dunbme. O. lombpoBcKan
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NPMBOAUT NOXKeNaHMA pexunccepa, caenaHHble B KoHue 1963 roaa, To
ecTb elle 3a rog Ao co3gaHua «famneta»: «Y Hac Kak byaTo AONXKHO
6bITb A4Ba OTAENbHbIX OPKECTPa, Pa3HOro CTUAA My3biKK. YTo an ro-
BOp#A, “OT aBTOpa” — cOBpPeMeHHbI CUMPOHUYECKUIA OPKECTP U pPos,
CTM/IN30BAHHOMO CTAPUMHHOTO OPKECTPa — MNPUHAANENRHOCTb CAaMOro
aevictema. MNog BTOPbIM pasgesom A MOHMMA0 ABOPLLOBYIO My3bIKY:
daHbapbl Ha BKYC KOPOASA, BOEHHbIE INTaBPbl, My3ULMPOBAHNE NPU-
OBOpPHbIX gam, obyyeHne Odenum TaHLaM, MOXKET ObiTb, KaKOMN-TO
pomaHc. Ctoga e 1 banaraHHbI OPKECTP, NPUBE3EHHbIN KOMeaNaH-
TaMu: TpyObl — BCTYMN/IEHUE K CNIEKTAK/I0, AKWUTA, HAaBEeAEHME CTPAXOB
AN KpoBaBoW menoapambi» [3].

MosicHAA Takol ciyxoBown psag, JombOpoBcKas NULLET, YTO KHU Of-
HOI “06pa3HOM XapaKTEPUCTUKM” U NPU 3TOM — KaK MHOIO CKasaHo
0 “xapakTepe My3bikn”» [Tam Ke]. Ho ¢ 3Tum TpyaHo cornacutbea. Pe-
uccep HeobblYaliHO YYTKO pasaenna Bce C/bILMMOeE NPOCTPAHCTBO
byayuwero puabma Ha Tpu cepbl: TparMyecknin obpas «oT aBTopay,
napagHo-MyCcToi — ABOPLIOBbIN C MPUMbIKAIOLWMM K HeMy 6anaraHHo-
LUYTOBCKMM M YCTpaLLAoLWas *Kura (B KWHO — rasion).

Y10 KacaeTtca nocaegHero npurnawenma LoctakoBnya KosmHue-
BbIM, TO, MO MHeHuto T. Moop, perkuccep NPeanoXuna KomnosuTopy
€03/aTb My3blKy K «Koposto /Ipy», NOTOMY 4TO OH 06iagan cnocob-
HOCTbIO MMUCATb My3bIKY, YTO BbIPaXkasia NoA/MHHbIE YyBCTBA Nt0AEMN
B TO BPEMSA, KOrAa «npasaa B NybAMUYHbIX M gaxe YacTHbIX becepax
6bina gedmuntom» [6, c. 150]. MosTomy My3biKy B cueHe Kopaenunu
pekuccep NpeacTaBann Kak «rosioc UCTUHbI» [6, c. 150]. Kpome Toro,
yBUAEB B 3TOM (UAbME KApPTUHbI BOEHHbIX 6eacTeuii, Moop BepHO
noAmMeTUIa UX CBA3b C 06pasamm BTOPO MUPOBOI BOMHbI®.

Cymmupya 3Tu cy*AeHus, no3Bonto cebe BbiCcKasaTb eLle OAHO,
npegnonaratowee nNpuYnHy cornacua LloctakoBMya y4acTBoBaTb B

Mo ee cnosam, «npomsseaeHus LLlocTakoBrYa Bbipakanu N0ACKOe rope Yepes TpaBmy U Mno-
TepW BOWHbI, YTO TOXKE ABWU/IOCH YaCTbiO KO3MHLEBCKOTO BUAEHMA “JInpa” 1 Apyroi Knouesoi
NPUYMHOW COTPYAHMYECTBA C KOMNO3UTOPOM: “Nay BOWHbI, Pa3pbiB Yepes HeMOTY /e, Yepes
TNYXOTYy BPeMeHM J0/KeH bbin 6biTb yenbiwan”» [Ibid, c. 150].
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060Mx WeKCNUpPoBCKMx dunbmax KosmHuesa, — sudeHue 8 omeep-
HeHHbIX, 0OUHOKUX U rmpomusocmoswux obujecmsy obpazax [am-
nema u Jlupa cxodcmeo ¢ camum coboli u HeKomopbIMu c8OUMU
cobcmeeHHbIMU Yepmamu xapakmepa. O HUX yxKe mnociae cmepTu
LWocTakosuua nucan feoprmii CBMPUA0B, KOTOPbIM NPU KMU3HU CBOE-
ro yumtens, 6biBano, HE3ACAYKEHHO ero KpuTukosan: «foBopsa o ero
MPeKpacHbIX YesI0BEYECKMX KauecTBax, A XOTe/ bbl Mperkae BCero cka-
3aTb O ero HempeKkJOHHOM MYKEeCTBe, Bbl3blBatoLLeM rnybouvaliiee
yBaxeHue. MArkui, ycTynumBebli, HepeLwmnTesbHbIA nog4vac B 6bITo-
BbIX J€/1aX, 3TOT YE/I0BEK B [/1aBHOM CBOEM, B COKPOBEHHOM CYLLHOCTM
cBOew bbl/1 TBepA Kak KpemeHb» [UuT. no: 7, ¢. 93].

M3 3Toro cy:KaeHWs CTaHOBWUTCA OYEBWMAHbBIM, YTO WM3HAYaIbHO
LLlocTakoBKY, XOTA U Bbl1, ECTECTBEHHO, NOA, BAACTHIO MHULUMATMBLI Ko-
3MHLEBA, BCE e 0CTaBasicA BepeH cebe, U M3HAYabHOE OMUHUPO-
BaHMeE pexmnccepa He CKOBbIBAJIO €ro CO3HaHMe, a B KOHEYHOM cyeTe
[aBasio KOMNO3UTOPY TBOPYECKyto cBoboAy. 3ambicabl oboux nexa-
AU 8 NA0CKOCMU 3muyecKoli udeu 8 coomeemcmeuu ¢ KOHYenyus-
MU 08YX WEKCNUPOB8CKUX mpazeduli, B OCHOBE KOTOPbIX HAaXOAWUNOCh
HPaBCTBEHHOE UCMbITaHME Ye/I0BEKA, NEPEKMBAEMOE UM BHYTPEHHE,
NCUXONOTMYECKU. A «BHYTPEHHee», no cnosam A. MuxaiisioBa, ecTb
TOT e TeaTp, TOT XKe MUp, «rae ectb Hebo u aa, rae BedeTca Henpe-
CTaHHan 6opbba mexay 40b6poaeTeNIMM U MOPOKAMM, BbICTYMAKOLLLN-
MW BMOJIHE aKTUBHO MU CaMOCTOATE/IbHO, KaK O/IMLETBOPEHHbIE CUJIbI,
CTpEMALLMECA NOKOPUTb MOZ BNACTb CBO NHOAEN — OAHOTO, KAk U
BCeX, “MeHn”, Kak n BcAkoe gpyroe “a”» [8, c. 132]. B nepedave ma-
K020 8HympeHHe20 Mupa 2epos mMy3sika LLlocmakosu4a, ocmasasce
HeomveMaemoli 4acmoero 38yKO3pumesnoHo20 06pa3a, 6bINoAHAAD
e08a /U He 2Aa8HY Posb. N103TOMY Mbl COCPEAOTOYMM Ha HEW 0Co-
60e BHMMaHMe.

B oboux dunbmax-tpareamax rnaBHble repou, Tepas 6U3KKX,
HEOXXWAAHHO CTaJIKMBAIMCb C OFPOMHbLIM MacwTabom 6GeacTBuUiA,
pa3pasMBLUMXCA B UX CEMbAX, KOPONEBCKUX ABOPaX, rocyAapcTBax.
3TV repom LO/KHbI BblM pa3obpaTbcsa B NpUYMHAX KaTacTpodbl U ee
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yCTpallatolLei ackanaumu. [laHHoe cTpemsieHne 06A3biBasio KOMMO-
3uTOpa nepeaaTb B My3blKe 38yKO0OOPA3 MbIC/AUMENbHO20 npoyecca
(HamoMHMM, YTO raBHOE OpyKMe famaeTa — 3To MbiC/b). BO3MOXKHO-
CTbtO BOCMPOM3BEAEHMA TAKOro 3ByKOObpasa obnagan Loctakosuy.
Ero otmMyano «ocoboe eguMHCTBO MHTENNEKTYaZIM3Ma M HaMpPAXKeH-
HEMLEero 3MoLMOHaN3Ma», T4e «YYBCTBO MHTENIEKTYa/IM3UPOBAHO
M YTOHYEHO, @ MbIC/Ib HAaKaNAeTCca 40 TaKOM CTEMeHM, YTO CTaHOBUTCA
OCTpbIM NepexunsaHnem» [9, c. 77].

LLlocTakoBUYEBCKME MHTOHALMWN XapaKTepM3oBanMCb Heobblval-
HOM KOTHUTUBHOM eMKOCTbio. OHKM Hecn B cebe ceMaHTUKY Kak aane-
KUX cpefHeBeKoBbIX 06pa30B, Tak U HegaBHEN NUCTOPUM CTAaZIMHCKUX
BPEeMeH, Korga cam KOMMNO3UTOP MepeXkua rogbl nybanyHom Tpasau.
B cBsi3aM € 3TMM B 3BYKOODOPaA3 MbICAIUTENBHOTO npouecca B o6omx
bUNbMaXx BNIOXKEHbI U IyMbl TEPOEB O CBOMX Tpareamsax, U nepeskmnea-
HUMA camoro aBTopa. Moyemy aBTOpa — MOTOMY YTO OH Be3ge OMy-
3blKa/IMBaeT CcBOM aBTorpad (M3BECTHbIM KaK KMOTMB—MOHOrpamma»
WM «TEMa—MOHOrPamMma») — UHULMAN UMEHU U Haya/ibHble BYKBbI
damumnmm Schostacovich, B pesynbTate Yyero BO3HMKaeT y3HaBaemas
MHTOHaumsA D-es-c-h. B Heli nepefaeTcs HanpsKeHHas MbICb U LUK-
POKMI CNEKTP 3MOLMOHA/bHbIX COCTOSHWUIN, KOTOPbIE CBA3aHHbI C 06-
pasamu npeogoneHus, coyetatowmmmcs y LloctakoBmnya «c ocobon
“TAYKKOCTbIO” BOKa/IbHO-PeYEBbIX MHTOHALUMIA» [Tam Xe, c. 45].

Tema-moHorpamma LLIocTakoBMYa MPOHU3bIBAET NEUTMOTUBHYIO
cucTeMy B ero Mysblike K 06omMm duibMam 1 co3gaeT SMOLMOHANbHO-
NMCUXOIOTMYECKUIN KOHTPANYHKT K UX 3pUTenbHOMY paay. B «famnete»
BM3ya/ibHaA 3Kcnosuuma obpasa 3amKa INbCUMHOP CKNAAblBaeTCA M3
6€e3/1104HO-CKa/IMCTOr0 MOPCKOro Nensaa, ropawlero gpakena Ha poHe
KaMEeHHOM CTEeHbl MPaYHOro CpeaHEBEKOBOroO 3aMKa, CNyLWeHHbIX Tpa-
YPHbIX $1aroB, CTPEMUTENBHOM CKAYKM BCAZHUKOB, CNeLwalLmxX K MecTy
npouclueaLen Tpareamm, MacCMBHOIO MOAbEMHOIO MOCTa, C/YKaLLEero
BOPOTaMM 3aMKa, M yCTpaLlatoLLe OMyCKaloLWenca pelweTky ¢ OCTPbIMM
3y6LamMmn, HaMepPTBO 3aKpbliBatoLWel coobLeHNe C BHEWHUM MUPOM.
A nog KoHeu, ewe ryboKuiA poB C YEPHOM BOAOM, OTKYAA HET CNaceHus.
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Mpumep 1 a, 6. Kagpbl 13 duabma «famnet»

My3blKanbHasA 3KCMO3MLMA, NPOHU3aHHAA TEMON-MOHOrPaMMONn
LLlocTakoBKMYa, OTKPbIBAET LIMPOKOMACLITAOHYIO MaHOpPaMy HagBuKe-
HWA KaTacTpodbl M CKOpOM, KOTOpPas OCHOBAaHA Ha B3aMMOLENCTBUM
FPO3HbIX Y IMPUYECKUX TEM:

— MHOTOKpPaTHbIe OPKECTPOBbIE K/ACTEPHbIE «yAapbl», Bbi3blBa-
oLlMe B NamaATH NOXOXKKUI 06pa3 B BOKa/IbHO-CUMGOHUYECKOMN NOIMe
LocTakoBuuya «KasHb CTenaHa Pa3nHa» Ha c/ioBax «AbsiK MHe 6U C
OTTSXKKOM B 3ybbI» (MO3Ma HanucaHa B TOM e, 1964 roay, 4to u my-
3blKa K KUHOPUAbMY «[amneT»);

— B 3TOM cdepe AencTBYeT elwe oaAnH — MHPepHanbHO-yCTpa-
WwatoLWwmii 06pa3 TaMHCTBEHHbIX WAros, BOCCO34aHHbIX B opKecTpe (B
JanbHelLeM KOHKPETU3MPOBAHHbIM B CBA3K ¢ MNpun3pakom oTua Mam-
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JIeTa U KPaTKON ero peMMHUCLLEHUMEN B IETKMX LIAXKKaX UAayLLen K
Boge Odenun)'4;

— Tema CKOpHHO-reponYecKoro NOXOPOHHOIO MapLla, 3By4allan
Ha «BbICOKOM rpagyce notpaceHua» [BblpaxkeHune C. dnseHwWwTenHal;

— TeMa pasgymuii aBTopa B COYETaHWUM C HaMbiBaMW CUMBOAA
Luaros.

B KoHUe [Mposor HeoXMAAHHO 03apsAeTcA KPaTKUM, UCTamBato-
Wwmm B admpe XopanbHbIM MFHOBEHWEM, CBA3AHHbIM, MO BCE BUAM-
MOCTH, ¢ anuTaduern famneTy. Bmecte ¢ Tem 34eCb CKPbITa U U3BECT-
Has [0NA TOPbKOWM MPOHMM, TaK KaK B JaHMU—TIOpbMe NPOCBETIEHUS
6bITb HEe Mmor/o.

MpucoeanHnm crofa elle Kak Obl BHEMY3bIKa/lbHble 3BYKOBbIE
06pasbl: HabaTHbIN KONOKO/, OMNOBELLAOWMNINA O HecyacTbe, YeTbipe
nyLeYHbIX BbiCTpena, naad lepTpyabl Ha rpyay Ffamnerta (aprt. 2. Paa-
3UHb 1 . CMOKTYHOBCKMIM) 1 rPOXOT ryikoro 6onblioro 6apabaHa, co-
6upatoLLero Hapoa Ha NAoLWAAN, KOTOPbIV oTAenseT [Nponor oT Havas-
LIeroca AeUcTBUA MO MPUHLMNY HAJOXKEHUA OAHOIMO TEMATUYECKOro
maTepuasna Ha Apyroii. Becb aTOT «BepTUKabHbIM MOHTaX» [MoHATME
C. Jii3eHwTeltHa)®, OCHOBaAHHbIA Ha ABYX 3KCMO3MLMAX, KOTOpble
AaHbl B O4HOBPEMEHHOCTU, HE TO/IbKO NepesaeT Ayx BPpeMeHU, HO U
BBOAMT B «MPOCTPAHCTBO Tparegum» Llekcnupa [noHatue I. Ko3uH-
ueBal. HapawusaHue mpaeeduliHo2o cmbicaa 30ecb Npou3owso 8
pe3ysbmame MOHMaxa 08yX KOHUenuull: U pexuccepckozo, U Kom-
rno3umopckozo sldeHus lposoea.

¥ HanomMHMM, YTO TeMa LWWaros, UCMo/b30BaHHaA LLlocTakoBMYEM AN KOHKPETM3aumm noa-
rOTOBKM PYCCKUX BOMHOB, rOTOBALMXCA K BuTBe 3a CeBactonosb B duabme «Mnporos», npu-
MeHeHa 34ecb BHOBb, HO AA Honee cnoXHOro — ncmxonoruyeckoro obpasa Mpuspaka otua
lamnera.

> BepTUKaNbHbIA MOHTaX Ha3blBAeTCA Tak NOTOMY, YTO JM3EHLUTENH CPAaBHMBAET €ro C BHeLW-
HUM BMZOM NapTUTYpbl 417 CMMOOHUYECKOTO OPKecTpa, NOACHAA, KaK, «nepexoasa oT obpasa
TaKOWM My3blKaNbHOWM CTPaHULbl K MapTUTYype 3BYKO3PUTENIbHOM, NPULLINOCL Obl CKa3aTb, YTO Ha
3TON HOBOW CTaAuMW K My3blKasbHOM NapTUType NpubasnseTcs ele ofHa CTpoKa. ITO CTpoKa
nocneaoBaTe/IbHO NepPexoaALLMX APYT B ApYra 3puUTe/bHbIX KagpoB, KOTOpble NAaCTUYEeCKN No-
CBOEMY COOTBETCTBYIOT ABUMKEHUIO My3blKM U HaobopoT» [10, c. 104].

172 HAYKA TENEBUOEHUA Ne14.2, 2018



B KpaTKOM My3blKa/lbHOM «KOHCMEKTe» K GUAbMY BCE TEMbI AaHbl
He TO/IbKO B CBOEM 3KCMNO3MLUWUKU, HO U B Pa3BUTUM — CMNJIETEHUM B
efMHOM NoBecTBOBaHMM U NpoTueobopcTee. Tak, TeEMa NOXOPOHHOIO
Maplua cbnKaeTca C TeMOW TAXKeNbIX pasaymMui U NOBMCAET B BO3-
AyXe HepaspeLweHHOW Ha MOTMBE BOMPOCa, @ «yAapbl AbAKa» BTOpra-
OTCA B OCTUHATHbIN PUTM KONOKOANA. Ha TeMy pasaymuii Takke gaetcs
HanblB 3ByKOODOPa3a TAMKENbIX LWAros, 3a KOTOPbIMW HAr1yXo 3ax10-
MbIBAtOTCA BOPOTA KPENOCTU INbCUMHOP. B cO3a4aHNM 3TOrO My3blKaib-
HOro LWeaeBpa BUAHO, YTO Hag, paHTasmnen LloctakoBuya He gosnena
HWYbA BOAIA.

Temamu msxcesnsix pazdymuli o cyabbax rnaBHbIX repoeB HaunHa-
toTcst 063 dMAbma Ko3MHLLEBa Ha LWEKCMMPOBCKME CHOXKETbI. Tembl 3TH
03BY4YMBAIOT M MHOTME MOHOOTU AENCTBYOWMX AnL,: famneTa «bbiTb
nnAn He BbITb?», Knasama HaeamHe ¢ coboli, damoHaa MnocTepa, 3a-
MbILL/IABLLIErO CBOM KOBapHble MJaHbl, Koponas Jlupa nocse u3rHaHma
Kopaennun n 8 MOMEHT pa3oyapoBaHuMA B CBOUX go4vepsx. Mpu atom B
MY3blKa/IbHbIX BCTYM/IEHMAX K PUAbMAM eCTb M OTAnYUA. B «famneTte»
TemMa pasaymui npeaBapaeTcs MHTOHauuen sonpoca. Kak n B pas-
FOBOPHOI peun, ee CTePKHEM SBAAETCA BOCXOAALLAA, MHOTOKPATHO
NOBTOPAOLWAACA Menoguyeckasa anHua. B XIX seke uHmoHayuAa eo-
npoca 6bina n3ntobaeHHOM B TBOPYECTBE KOMMNO3UTOPOB-POMAHTUKOB
M HOCKNa nMpuyeckuii xapaktep (P. LlymaH «OTyero?»), apamaTtuye-
ckuii (P. BarHep. BctynneHune n «CmepTb M301b4bl»), XOPanbHO-BO3-
BblleHHbIW (M. YankoBCKMA. «Pomeo u [KynbeTTa») nam ckopbHbIn
(C. PaxmaHMHOB. PomaHC «O HET, MO0, He yXoau»).

Ho HuKoraa elie MHTOHAUMA BOMNPOCA B My3blke He Oblaa TakoM
BbICTPAZAAHHOM W He HOCWM/1a TAaKOro BCEOOLLEro M BMeCTe C TeM NPOH-
3UTENIbHO JINYHOCTHOTO XapakTepa, Kak y LLocTtakoBmya. MHorokpat-
HO noBTOpAtOLLAnCcA, B3bMpatoLasnca Ha NpeaenbHyo BbICOTY Yy «pac-
Ka/IeHHbIX» BaNITOPH, OHa OT/IMYaeTcs HeobblualiHOM KOHLEeHTpauuen
CKOpOHOI 06Pa3HOCTU, HAaXoAALENCA B HEPa3pPeWNMOM KOHOANKTE
C BHE/IMYHOWN CUNOMN, BbIParKEHHOM B COKPYLUMUTENIbHBIX OPKECTPOBbIX
yAapax cyabbbl. MMeHHO Ha 3TOol Teme OCHOBaH TpaypHO-repouye-
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CKM mapl FamneTa. Takoe M3MEHEHMEe CBUAETENbCTBYET O PAa3BUTUMN
ero obpasa ot ped/IeKCMpPYIOLLErO K AeCTBEHHOMY.

Mpumep 2. FfamneT. 1 cepua. 2 MUH. 43 ceK. —ANUTENbHOCTb 3 MUH. 47 ceK.:

https://www.youtube.com/watch?v=vaORGojXf8lI.

MoKasaTenbHO, YTO My3blKa/JIbHO-BOMPOCUTENbHbIE WMHTOHALMK
B MOHOcCLeHe Kopona Knasausa nepes 3epkanom (apt. M. HassaHoB)
BCNEACTBME €ro NPU3HaHWUI B CBEPLUEHHbIX MPECcTynaeHnaX Kak Obl
noraLatTca, NOTOMY YTO ero OTKPOBEHHbIE OTBETbI CHUMAIOT BO3HMU-
KatoLme BONpPOChl, B CBA3M C YEM MHTOHALMKN NPENMYLLECTBEHHO Ha-
npas/fieHbl BHM3. A BeAb BbIFrOTCKMI cnpaBea/iMBO CYUTAET €r0 CaMbiM
OeNCcTBeHHbIM®, Mpu Bcel NapagoKcanbHOCTU B Tpareammn Koposb
NpPecTynHUKOM KaK bbl He aBnseTca (ybuiicTeo 6paTa COBEPLLUEHO MM
[0 Hayana nbecbl, Aa U K famneTy KOpo/ib BCAYECKM PaCMOIOXKEH,
CTapaeTcs HAaNagUTb C HUM OTHOLLEHUA M JaXKe pa3BesATb ero CKopoOb,
notomy yto gns Knaegus oHa HebesonacHa). [o3Tomy OH HaxoauT-
CS B COCTOAHWM MOCTOSIHHOW, NPUBOAALLEN K ero rmbenn Tpesoru.
N noatomy oH NpeanpUHUMAET 1 AeCTBUA ANA BpalLmMBaHmAa lamneTa
B NPUABOPHYIO aTMocdhepy, a B peanbHOCTH, Kak bbl ckasan [. Inb-
KOHWH, — B MHTepncuxuyeckyto dopmy [13] (opraHmusyeT BcTpeun m
6eceabl NnpuHuUa ¢ Odenuveit, npuasopHbIMK, NoONOHNEM, KOPOIEBOW-
MaTepbto, Aaxe TeaTpasibHOe NPEACTABAEHME U, Y)KE OTYASBLUMUCD,
— otbesa famneta B AHINIO, HaKoHel, Ayanb ¢ Jlasptom). OTcloaa
W CKNagblBaeTcs Bneyat/ieHue, YTo OH TOPOMUTCA HaBCTPeYyy CBOEW
CMepTH, «roTOBMT CBOO rMbenb» [J1. Boirotcknin]Y’. B cueHe e mncno-
BEeAWN KOPOASA, BOMPEKU TOMY, YTO AEeMNCTBUE C/IOBHO Obl OCTAHABAK-
BAeTCA, OHO MPOLO/KAET CBOE PAa3BUTME B My3blKe, NMOKa3blBatOLWEN
obpeyeHHocTb Knasaus.

B ¢unbme «Koponb Jlup» mema myvumenoHoix pazoymuli npu-
obpeTaeT XxapaKTep CMepPTHOM TOCKKU, NepeaaHHOM B OAMHOKOM CO/O

16 Mo cnoBam BbIrOTCKOro, «MEXaHU3M ABUKEHUA AeUCTBUA BECb B KOPO/E, a He B [amneTe; He
6yab ero, aencTaue cToaNo bbl Ha MecTe, NOTOMY YTO HUKTO, KDOME Hero, HUYero He nNpeanpum-
HUMaeT B Nbece, Aaxe FAM/IET, U BCe NPOUCTEKAET U3 AelCTBUI Kopona...» [12, c. 473].

7 MoapobHee 06 3Tom cm.: [14].
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dnentbl. OHO MMUTUPYET BECXUTPOCTHBIN CBUPEbHbIN HAaUIPbIL, Ha
KOTOPbIN HaK/IaablBaeTcA OAMHOKOE MYXKCKOe rneHue 6e3 conposo-
XaeHua. Ha BonpocutenbHble MHTOHAUMW OTBETOM C/YXKaT HEOXKMU-
AaHHble 06PbIBOYHO-MNACOBbIE 3/1IEMEHTbI, NPOM3BOAALLME BreYaTe-
HWe BbICTPbIX LYTOBCKMX MPOroBapuMBaHuini. U oeicTBuTENbHO, TEMa
pasaymuii, B KOTOPOW BbIPaXKEHbI MbIC/IM «OT aBTOPa», B LAHHOM CAy-
yae o cyabbax IMYHOCTU M rocyAapcTBa, mopydyeHa 3gecsb LUyTy, eamH-
CTBEHHOMY NEPCOHaXy, KOTOPOMY [103BO/IEHO BbICKA3biBaTb 06ANYM-
Te/IbHble MbICWN. B AanbHelwem 3Ta neiTTema, Kak U B «famnete»,
6yaeT NoABAATLCA B OKPYKEHUWU APYTUX, PE3KO KOHDMKTHbIX 0bpa-
30B. OZMH M3 HUX, MOXOXNIN Ha yoapsl cyObbbl, — rPO3HbIE KAacTepbl
CO «CKPEXEeTOM» MeHbIX U AepeBAHHO-AYXOBbIX MHCTPYMeHTOB. U
TYT e CKOpOHO-0bpeYeHHble IeKceMbl CKOpbU, roToBALME NosaBae-
HWE MOHOAMW CTPAHHMKOB, NPENCNONHEHHOM CMEPTHOM Nevanu.

Hanbonee penbedHbili ann304, NOCTPOEHHbIN HAa TemMe aBTop-
cKol pednekcun o cyapbax PoamHbl, — cueHa nocne usrHaHua Kop-
Oennn, Koraa B NENTTEMY BHEAPAIOTCA MOTUBbI CYAb0Obl, FPO3HbIX LUA-
roB, MHTOHaUWM «aemoepaga» LLlocTakoBMYa, KOTOPbIe B COYETAHUM
C MacwTabHON MAcCOBOW CLEHON MPEKNOHEHHOTO nepes Koponem
Hapofa Bocco3zaeT 06pa3 cKkopbu nAaHeTapHOro 3HavyeHus. 3aecb
BHOBb 33 CYET KpelLeHAMPYIOWEro ABUKEHUA CABOEHHbIX 3KCMO3U-
UM (My3blKaIbHOM M 3BYKO3PUTENLHOM) NPOUCXOAUT HapalMBaHue
Tparmyeckoro cmbicna.

Mpumep 3 a. Kagp v3 dpunbma «Koponb Slvp»
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Mpumep 3 6. Koponb /lnp. 1 cepus. 18 muH. 07 cek.—20 muH. 37 cek. https://

www.youtube.com/watch?v=aVZirl-TPFs.

CKopbHble yaapbl cyabbbl KaK XapaKTepHbIA TOMOC B My3blKe K
«lamneTy» cBs3aH ¢ obpasom lMpuspaka. CKopbb NEXKUT B CO3HAHUM
lamneTa nsHavanbHo. Mo cykaeHuto BoiroTckoro, lamner «4yBCTBYeET,
yTo ByAeT ckopbb, — OH elle He 3HAEeT, emMy elle He OTKPblaach Tal-
Ha, HO OHA Y)Ke 3a/I0)KeHa B Aylle ero... U oTctoga rmybokasa u Hese-
POATHasA MO CBOEW HanpsKeHHOCTM CKOpbHan TpeBora... TO/IbKO NoA-
CO3HaTesIbHaA cybMMMHaNAbHAA chepa AyLM ero oLyLLaeT 370, U OH
MYYMTCA HEPOAMBLUMMCA, HAPOXKAAOWMMEA 3HaHuem» [12, c. 387].

O6pas NpuspaKka oxapaKTepmusoBaH 8HeAUYHOU, Ha0spemeHHOU
memoli maxenoli UuHpepHanbHOU nocmynu, NepeaaroLLeit YyBCTBO
HaZBurawooLenca Katactpoobl. B cueHe ¢ Koponesoli-maTtepbto Ko-
3MHLLEB CO3HATE/IbHO BO3AEPMKMBAETCA OT BM3Ya/lbHOTO NPOABAEHUSA
Mpu3paka B MOMEHT BUAEHUA ero famneTy. Pexuccep aaske nosBo-
NIAET yCAblWwaTtb ero cnosa. Ho BMecTo Hero BBOAMT KPYMHbIN NaaH
NOTPACEHHOrO y»Kacom lamsieTa, CONPOBOXKAAEMOr0 NENTMOTUBOM
ero oTua. Mo HabnwgeHuio . Pepdakrca, ero o6pas «NPUCYTCTBYET B
aypaTUyeckom Buae, byayum cuHectTeaM4eckn coeMHEHHbIM C My3bl-
KanbHbIM pedpeHom. HeT HeobxoammocTn nokassieame pu3paka,
NMOCKO/IbKY OH 8bI3bI8aEMCA APYTUMM CpeacTBaMMU, U KO3MHLEB TaKNUM
06pa3om reHuanbHO OCTaBAAET OOBEKTUBHYIO PeasibHOCTb ero nosB-
JIEHUA B KauecTBe OTKPbITOrO BOMPOCA, PeLIMTb KOTOPbIMA NpeacTont
3putento» [15]%. B atom anu3oae obpas MpuspaKka BbiABAEH TONbKO
3@ CYeT My3blKa/IbHOWN BbIPa3nUTe/IbHOCTU, TaK Ha3blBAEMOrO «3aMe-
watowero pedppeHa» [TepmuH M. CabBUHUHON] U NCUXONOTNYECKON
XapaKTEPUCTMKM TamneTa, a ero BHEWHWA 0BJMK BOCMONHAETCA C
NMOMOLLbI «MHTENNEKTYa/IbHOrO MOHTaXKa» [noHaTMe C. dM3eHwwTen-
Ha]®. brarogapa TakoMy CNiaBy 3KCMO3ULMI, JOCTUMAETCA HE CYMMa,

8 AHanornyHbIi Mpuspaky aypatmyeckuit Mk cmepTun 6bin co3aaH LLloctakoBuyem B KapTuHe
«lunporos».

1% UHTeNNEeKTyaNbHbIM MOHTaX — 3TO KMOHTaX He rpy6o ¢GrU3nMonorniecknx 06epToHHbIX 3BY-
4aHui1, a 3By4aHWit 06epPTOHOB MHTENIEKTYaNIbHOrO NOPA/KA, TO eCTb KOHGAMKTHOE coyeTaHue
MHTENNEeKTYaIbHbIX COMyTCTBYIOWMX 3bdeKToB mexay coboii» [11, c. 58].

176 HAYKA TENEBUOEHUA Ne14.2, 2018



a UX NpounsBeaeHne U, MOXKET BbliTb, B IHHOW CTENeHW, B KOTOPOW Npo-
NCXOAMT MOLLHOE HapacTaHMe TparegMmnHoro cmbicna.

OTHbIHE MeMa 2p0o3HbIX Wa208 byaeT conpoBoXaaTb 0bpas Mam-
NeTa, NOABAAACL B CLEeHe MMMNPOBU3MPOBAHHOIO CNEKTaKAA YANYHbIX
AKTEpPOB, 3NM304€ OCYKOEHMA UM KOPONEBbI-MaTEPU, BO3BPALLEHMA
npuHua B AaHuto, dparmeHte cmeptn Odenmn 1 annsone ¢ Mormb-
LLMKOM, B Kagpe CMepTesibHOro paHeHma famneTa, Hy U B ero Tpayp-
HOM MmapLue.

OpaHaKko obpas msxcenoli nocmynu Npov3BOAUT yCTpaLuatowmii
3 PeKT He TONIbKO CBOMM FPOMOTIIACHbIM 3BY4aHNEM, HO U 3aTaeHHO
TUXUM. M306parkeHHble OPKECTPOM MPayHble LWark OCTMHATHO 3By4aT
B o6pucoske Mpur3paka n conpoBoXaatoT ero agnanor c lamnetom. Ho
camoe WHTepecHoe, 4YTo 0bpa3s LWaroB BO3HMKAET 3a401r0 A0 MNOosB-
neHua camoro lNMpuspaKka u rotoBUT cnoBa famaeTa: «OTLOBCKUI Npu-
3pakK B natax — 6bITb beae».

Mpumep 4. «Famnet». 1 cepusa. 14 muH. 17 cek.—15 muH. 17 cek.: https://

www.youtube.com/watch?v=vaORGojXf8I.

[nyxme, HO YEeTKO OYepYEeHHbIe LWarn B OpKecTpe BOCNPOm3BOAAT-
¢ B MOHonore famneTa «bbITb MM He BbITb?», NErKMe NPUTAHLOBbI-
BalOLLMeE LAryu BOCCO34a0TCA B OPKECTPE BO BPEMA PACCKA3a aKkTepa
o lekybe, KpaTKne OTPbIBMCTbIE LLArK C/bILIATCS B OPKECTpe BO Bpe-
M5 YOUINCTBA ee My»Ka-Kopo/iA, NPUMIYyLIEeHHO-TPaypHble Warun — B
cueHe Knasaus nepep 3epKkanom. Bce aTm metamopdo3bl roBOPAT O
TOM, YTO M306parkaemble cobbITUA NPOUCXOAAT He 6e3 yyacTma CKpbl-
TbIX, HO O4EeHb MOLLHbIX CM, A My3blKa BBOAUTCA B Kagp MO 3aKOHam
cMM$OHM3Ma, TO €CTb HEMPEPbLIBHOIO Pa3BUTUA OCHOBHbIX TEM U UX
KOHOAUKTHBIX B3aumogencTeuii. CnegosatenbHo, 06pas nomycmo-
POHHUX CUs, He uMetowuli 3pUMo20o 80r/10UW,EHUS, Y3HAEMCA 8 CBOEM
mpaduyUOHHOM aypPamMu4yeckoM 3HA4YeHUU U MOsbKO C MOMOWbHO
MY3bIKU.

CxogHolt B obonx puabmax siBAAeTca My3blKasibHas 0bpMCOBKa
Koponesckozo dsopa. B «lamnete» oHa HEOAHO3HA4YHaA M BblpaXKeHa
B YeTbIpex 3NeMeHTax.
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MepBblli 3/1EMEHT — 3TO CUTHAJIbHbIE TAMKENOBECHbIE OPKECTPO-
Bble KaacTepbl, KOTOPbIe BbIPOCAN U3 aKKOPAOBOM Tembl [posiora, Ha-
noMmuHarwen «yaapb! Apaka» B «KasHu CrenaHa PasnHa». OHU KOH-
KpPEeTM3MpPYLOT TOPKECTBEHHbIE, 3ByYalLme Ha 6any dpaHdapsl.

BTopoit — nepegaeT CTUAM3AUMI0O MAaHEPHDIX «Na» B ABUXKEHUMU
raBoTa, a TaK¥Ke napaAHbli Npa3aHUYHbIN Bbixoa lepTpyabl ¢ Knasau-
eM, B KOTOPOM NOKa3aHa ux He3blbiemas BNacTb.

TpeTuii — 3ay4yeHHble BO BPEMS YPOKOB TaHL, @ MEXaHUCTUYHbIE, B
COOTBETCTBMU C 3aMbic/ioMm KosnHueBa, AsuxKeHua Odpennn?. Moaob-
HYIO KyKO/IbHYt0 0bpa3HocTb y LlocTakoBmuya my3bikoBes B. BasbKkoBa
BO3BOAMWT B apXeTur, KOTOPbI HaZeNeH 3/1bIM XapaKTepoM, HEPEAKO
obopaumnBamoLLMMCcA B ycTpawatowero poboTta, a nopoit n cumBona
cmepTy [16, c. 100]. 3nbim 34€ecb, eCTECTBEHHO, ABAAeTcA He Odenus,
a CTeHbl 3aMKa, KOTOPbIE OKPYXKAtOT ee, KaK TIPbMa, U paspyLuatoLime
€e YM3Hb NPUABOPHbIE UHTPUTH.

YeTBepTbii — 3TO 0606LLEHHbI 06pa3 ABOPLLOBON aTMOChepbl,
BblpaXKeHHOW B HecLeslbHO-3KCLEHTPpUYHOM bBere nog 6e3ocTaHOBOY-
HYIO TOKKaTy. HecKoH4Yaemas cyeTa nepefaHa 1 BO BPeMSA pasmblLuie-
HWI FamneTa, COMHeBatoLLEerocAa B HEBUHOBHOCTM MaTepH.

[a v BO Bpems HecnewHOoro NoAB/MIEHMA aKTEPOB Ha ynLe nepes,
3aMKOM D/1bCMHOP, OKOHYAHMA MX PA3roBopa C NPUHLEM M B npes-
ABEepUM X BbIXOAA Ha CLEHY 33 KaZpOM 3BYYUT BbICTPbIV ranon, npea-
BELLAMOLLMA NO30PHYHO peakumtio Knaeausa, KoTopasa ocyLLecTBaseTca
no NPUHUMNY «BbiXxoAa M3 ceba», TO ecTb U3 CBOEro ecTecTBEHHOro
cocToaHuA. Takoe aBneHue, onpeaeneHHoe C. IM3eHWTENHOM KaK
«CKa4yOK B NPOTMBOMNONOXKHOCTb» [17, c. 249], ucnonb3yetca 3aech B
KayecTBe MPAMOI «naTeTudeckoir Komnosnumm» (C. DU3eHLITenH):
croawmii — nobexkan, monyawmii — 3akpuyan. Mpu aTom Nnapagok-

20 Bo Bpems CbemMoK puabma KosunHues Hanucan LLoctakoBuyy Nncbmo ¢ Npocbboii HanucaTb
«TaHew, Odennny», rae 6bin 6bl BOCNpoM3BeaeH 06pa3 MUNON AEBYLWIKU-NONYpebeHKa, KOTo-
PYIO «NPEBPALLAIOT B KYK/Y, 3aBOLHYIO UTPYLIKY C UCKYCCTBEHHbIMU ABUXEHUAMM, 3ay4eHHOMN
YNIbIOKOMW...», MOCKONIbKY MY XOTE/I0Cb «0AHO0OPA3HOM MEXaHMYHOCTbIO TaHLA BbIpa3uTb 6es-
nylwue, becyenoBeyHOCTb» [UmT. no: 3].
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Ca/IbHO, YTO rasIoN HaYMHAETCS UCMOABO/Ib, BparKaAebHO-3aTaeHHO, 3a-
nonro ao 6erctea Knasaua. M Koroa pasroHsetcs Ao 6eweHoro tem-
na, Takaa napocHana KOMMNO3nLMA HeobblYaliHO YCUMBAET OLLYLLEHNE
KaTacTpopumama.

B 3TOM cueHe Hanpsa)KeHue B HapallMBaHMW CMbICNA HACTO/b-
KO 3alUKa/INBAET, YTO BEPTMKA/b ABYX IKCMO3ULMNA, HE BblAEPKUBAS
OaBNeHUA, 83pbleaemcs, NOCNEe YEro Kaxaaa BblpasuTenbHas JANHUSA
(my3blkanbHan 1 BU3yanbHas) Kak bbl npeBpaLyaeTca B 6eccmbicamy.
My3blKa NPUBOAMUT B ABUNKEHME BCIO M306parkaemyto Ny6anKy BNAOTb
[0 OPKeCTPaHTOB, HaYyaBLUMX UrPaTb KaKyl-TO HecypasHyto durnap-
cKyto Temy. MpeackasbiBas pasobiavyeHme Koposa, OHa MHOFOKPATHO
YCWUIMBAET 3TO COObITME, B pe3y/bTaTe Yero KNHOAPaMATYPrus «BCTpA-
XMBaEeTCsA», U TEMN Pa3BUTUA HeobblYaliHO BO3pacTaeT. B aTom rano-
NMpoBaHMK BONbLLYIO POJIb UFPAET U BHELUHEe ee «noacTermMBaHue»
npu nomouw HeobblYHOro COBMELLEHUA PUTMOB CKOPOHO-Be/nNYe-
CTBEHHOTO MapLLia M KOHCKOM CKauKu. 3ByKOOBpasHas e 3KCnosuLms
KOpOsiA 8biKA3blBAEmM e20 mpycausbim 6esymyem, KoTopblii, NogobHO
KMBOTHOMY, cniacaeTtcsi 6ercTeom.

MpoTMBOAENCTBMEM ITOMY «B3PbIBY» IKCNO3ULMIA ABAAETCA 06-
pa3 npuHua. OgHaKO OH XOPOLIO OCMbIC/IUA, UHTENANEKTYann30Ban
«3MOLIMOHANbHO 3apsMKeHHy maeto» [BbipaxeHune 3. dpeingal u
BHELLHe «Onpou3BOAMA» (MCMONb30Ban MO-CBOEMY), AULIb «NPKU-
KpbIB» ee cymacliectsnem. lamnet npuntogHo «spactun» Knasaua s
CBOW AEWCTBMA MO PACKPbLITUIO NPECTYNIEHUS, CAENAB KMBYIO KOMUIO
C NOTYCTOpPOHHero coobuweHun ot MNMpuspaka. CnegoBatenbHO, TO, YTO
Kasanocb 6esymmem, B 4ENCTBUTENIbHOCTM ABMIOCb CAMbIM YTO HU Ha
€CTb peasibHbIM.

Mpumep 5. «famnet». 1 cepma. 1 yac 02 muH. 15 cek.—1 4. 03 muH. 50 cek.:

https://www.youtube.com/watch?v=vaORGojXf8I.

B «Kopone /inpe» — He meHee OTKpOBeHHan catupa. OHa Cibl-
LWMTCA B CMrHanax Tpybbl, KOTOpble B CLEHe CO3biBa pbilapen a4nd
cparkeHus ¢ damoHaom moctepom (apT. P. AgamaliTic) NOCTPOEHDI
He Ha NPM3bIBHbIX 3aKANYKaxX cOOpPa, @ HA CTPEMUTENbHbIX CKepLLO3-
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HbIX ¢parmeHTax. KOHKpPETHO caTMpa BbiparkeHa B nuue LyTa (apT.
O. [anb), KOTOpbIA B AManorax ¢ KOPosem POHAET 0b6anUYnTENbHO-
Oep3KMe PenanKku, Yyepeaya MX C KaKOM-TO NPOCTEHbKOM, MOYTU rO-
BOPKOM MPOU3HOCMMOI MeceHKe W MOAKAOYEHHBIM BMOC/AEACTBUM
NIerkoBecHbIM GpNenToBbIM Haurpbilwem 13 Mposaora, YTo NPON3BOANUT
addeKT pasBeHYaHMA AENCTBUIA KOPOHOBAHHOrO cTapua. Ho yto no-
pa3suTenbHo — camupa B ponu LLlyta no mepe pas3sutUA gpamartyp-
rMn ycmynaem mecmo saupuke. TaKOB €ro Haurpbiw B camom puHane
KapTWHbI, NPUOBOPETAOWMNIN CKOPOHO-IMPUYECKMIA XapaKTep C enBa
3aMeTHbIMM HAaCMELLIMBbIMM OTTO/IOCKAaMM B CLLEEHE CKIOHEHHOM Haz,
Nupom Kopgenum (apt. B. LLeHaprKoBa), 4To BOCMPUHMMAETCA Kak
ropbKoe pe3tomMe «OT aBTOpa». B Makom repeocmeoicieHuu My3bliKasb-
Hol membl penbeHO MPOABUAUCL MPUHYUMbI WOCMAKOBUYEBCKO20
CUMOHU3MA, KOMopble 8 3MOM hpaameHme CAyHam pacliupeHuro
nupuyeckoli obpasHocmu.

MpopacTaHue AMpUKN B 060ux duUabMax — amo udes, Hanpas-
/IEHHAA HAa 8blAsneHue 8 2eposax veso0e8eyHocmu. TaK MPOMCXOAUT
c Odenveit (apt. A. BepTuHCKan), KoTopas nepes CMepPTbHO BbICBO-
60K [aeTcA U3 CBOMX YC/IOBHbIX CBETCKMX PaMOK. 1o cpaBHEHMIO C ee
CTU/IM30BAHHOM 3KCMO3ULMEN, HAaNMOMMHatoLWel obpa3 3aBeAeHHOM
UrPYyLWKKW, OHa npeacTaeT B obpase NpocToin 6ecxUTpoCTHOM AeByLU-
KM, Hanesalowen CKopbHo-NMpuYecKyto necHo « Mot PobuH, poaHoi
MOW», B KOTOPOM nepegaetca npeayvysctene rmbenn. CknaapiBaetcs
BnevyaT/ieHne, YTO B TaKMe MUHYTbI JeBYLIKA KaxeTcA 6onee KMUBOW,
YyemM BO Bpemsa TaHLUa. Mopa3nTenbHo, YTO NeNTTEMDP KNaBecuHa, Xa-
paKkTepusoBaBslero paHee Odennto, CMeHseTca 34ecb 3KCNPeccuB-
HbIM 3BYy4YaHMEM 3aCypAMHEHHOW, NOYTM roBOpALLEN CKPpUMNKK. [a u
KNaBECWUH CNOBHO 0Y€/I0BEYMBAETCA, BOCNPON3BOAA 06pa3 KOPOTKMX
LUAXKKOB, YepeayoLLMXCsa ¢ 06pbIBUCTBIMK penankamu. U vy coBcem
HOBbIM OKa3blBAETCS KPATKWIA NEM3aXKHO-MY3blKaibHbI MOTUB, acCo-
LMMPYIOLWMIACA C PAacXOAALLMMUCA Kpyramu Boabl. OH HeceT cMepTb U
npocBeTNeHne, B YeM ybexxaatoT nocneayowme Kagpol Odennm-yto-
NAeHHWUUbI. PacwupeHue aupudeckol cghepbl, KOMopas packpelieaem-
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CA 8 My3blKe, Cyx#um 30ecb c8oe20 poda KommneHcayuel u «2pomo-
omsodom» mpazeduu.

OAHUM M3 cambIX NOKasaTeslbHbIX pparMeHTOB NPoOpPaCTaHUA an-
PUKM siBAAETCA cueHa ayanm Famneta ¢ Jlasptom (apT. C. OnekceHKo),
OCHOBAHHAA Ha CBOEOOPA3HOM Mapafe BCEX aACKUX cuA (AMHaMK-
yeckas penpwu3sa My3bliKasbHbix Tem lpoaora), B KOTOPOM y4acTBYOT
Tema KoposneBckoro asopa, 3/10Belme yaapbl 6onbworo 6apabaHa,
BbICTPE/Ibl, HAbAT M CNOBHO HECYLLAACA B AEMOHUYECKON CKauKe Tema
Mpu3spaka. MopasutenbHo, HO OHa, ChaeTascb C 06pbIBKaMKU TeMbI
[Bopa, 3By4nT TOprKecTBytowwe 1 nobefOHOCHO, NOC/e Yero, ucyep-
MbiBas CBOK BPaxAebHOCTb, YCMOKaMBAETCA, COMPOBOXKAAA TUXMI
yxon, lamneTa B HebbITHE.

Mpumep 6. Kagp n3 punbma «framnet»

B dunbme «Koponb Sinp» aupuka npopacmaem B cueHe arapa
[noctepa y morunbl ceoero otua (apt. /1. Mep3uH). OHa opraHMYHO
BO3HMKAeT U3 HaBUCLUEW, HApyLLAeMOM NULLIb BOEM BETPA TULLMHbI.
CKopbHbI xopoBOW nnay B 6e31t04HOM MPOCTPAHCTBE, MOHavany
TUXO 3BYYalUMiM KaK CUMBO/ AyXOBHOFO KaTapcuca crtapwero nocre-
pa 1 0606LweHHON nevyann, npuobpeTaeT HebbIBANYO MOLLb U B Te-
yeHue anuTtenbHoro BpemeHu (42.36—46.50), BbipacTan A0 3HaYeHUA
HaABPEMEHHOM My3blKK, NPOCTUPAETCA HaZ LUMPOKOMAcLWTabHoM ba-
Ta/IbHOW KapTUHOWM, aCCOLMUPYIOLLENCA C aHANOMMYHbIMK 3MM3043aMU
BTOPOW MMPOBOM BOVHbI. BHOBb, Kak 1 B «[amneTte», B cO4ETaHUM aB-
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TOPCKOW pednieKcmn, pasbACHAOWEN BU3YasibHbIN pAg, NPOUCXoanT
«B3PbIB» 06ENX IKCMO3ULNIA: B CHOXETHON IMHMM — pa3obnaveHne
oTpuuaTenbHblix repoes (PeraHbl, foHepuabu, dAMOHAA), Hacnoe-
HWe CMepTen BCex MaBHbIX AEWCTBYIOWMX AnL, HeacTBUA Hapoaa BO
BPEMS BOMHbI, BbIXX)KEHHas 3emMA. A B My3blKe — TEMA FOPecCTHbIX
pa3MblILlW/IEeHNI aBTOPa, CMIaB/IEHHasA CO BCEHAaPOAHbIM CKOPOHbIM U
BMECTe C TEM MPOTECTHO-THEBHbIM MJIAYeM, AOCTUTAOWMM BCENeH-
CKOro 3HayeHusa (NogobHO BO3MYLLEHHOMY Maavy Hapofa B Moame
«KasHb CtenaHa PasnHa»), KOTOPbIN B 2U2GHMCKOM MPOCMpaHcmee
mpaeeduu Hapawugaem cMbiC/1 Kamacmpoghusma 00 npedesbHo20
2padyca nompsiceHus.

lMpomecmHas My3bIKa 83pbI8BHO20 XAPAKMeEPA — 3TO TOXKe Mpo-
ABNIEHME Ye/I0OBEYHOCTU, KOTOPas BblpaxKaeTca B AEWCTBEHHOCTU re-
poeB. Hanbonee ocTpo MpoOTECTHblE YyBCTBA NepeAaHbl B KapTUHe
6ypu, Nnpuyem farke He CTOJIbKO BHELIHEN — KakK ABAeHMA Npupoabl,
a BHYTPEHHeW, nponcxogaLen B 6opbbe BO3MYLLLEHHbIX M MOKasHHbIX
yyscTts JInpa (apT. HO. ApseT). O6pa3 3TOT B My3blKe NepesaeTca CBOero
poAa «3n1M3040M HallecTBUA», 3ByYaHMe KOTOPOro npopesatoT oTya-
AHHbIe BO3rnackl Tpy6bl. Jns ycuneHuma apdekTa Mysblka 34eCb cme-
LUIMBAETCA eLle U C HeEMY3blKaZlbHbIMW TEMBPaMK, KOTOPbIe ABNAIOTCA
KaK 6bl ee npogokeHnem. OHa CNOBHO BbIpacTaeT U3 BOYbETO BOS,
3aBblBaHWI BETPA M BHOBb NepexoauT B HUX. COBMELLEHMNE CTYXOBbIX
N 3pUTENIbHbIX CPEACTB XYA0XKEeCTBEHHON BblPa3nMTeNbHOCTU BHOCUT B
3HAMEHUTYIO KapTUHY BO3MYLLLEHHOW CTUXUWU WU AylweBHOW Bypu TOT
HaPaLLEHHbIN CMbIC/1, KOTOPbIN NOPOXKAEH UHTErpaumen BUAUMON 1
CNbILLNMOM 3KCNO3ULMUN.

Mpumep 7. «Koponb Jinp». Havyano BTopon cepun n Ao 2 MUH. 17 cekK.:

https://www.youtube.com/watch?v=BFkNen7sqwO.

W, HaKkoHeL, cKopbHaA NMPUKa NPOPACTAET B CBA3U C 38yKO06Pa-
30M KO/10K0s10, BECTHUKA TParnyeckmx cobbitnin. B punbme «Koponb
Jlvp» 3By4aHMe KONOKOMA MCNO/b3YETCA B CLEEHE MOKA3aTe/IbHOMO UC-
NbITaHUA AoYepHeln Nto6BKu. KpaTKMt Tpex3ByUHbI MOTMB KOJIOKONA
(0gMH M3 BapMaHTOB LLIOCTAaKOBUYEBCKOW TEMbI-MOHOIPAMMbI) noce
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oTBeToB [oHepuabY, a 3aTem PeraHbl (apT. 3. Pag3auHb u I Bonyek),
BO3HMKAOWMIM TaKKe nocne npukasa ob msrHaHum Kopaenuu, He-
CMOTPSA Ha aTMocdepy BHELIHETO AOYEPHErNO BOOAYLLEBNEHNA, 3BYUNT
KaK KpaTKoe ¢punocodckoe pestome, B KOTOPOM BCAEACTBME C/IOBHO
CKPYYEHHbIX M U3/TOMAHHbIX MHTOHALWUM TauUTCA NpeacKasaHue rubenm
repoes.

Mpumep 8. «Koponb Inp». 11 muH. 05 cek.—12 muH. 04 cek.: https://www.

youtube.com/watch?v=aVZirl-TPFs.

B «lamneTte» KOMOKONbHbIE yAapbl 3By4aT 25 pas ewle Ao noAsne-
HWS TUTPOB N BO BPEMS MX AEMOHCTPALMM, KOT4a HUKAKOro AencTBuMA
HET, @ XapaKTep CHOXKEeTa M ero pa3Bs3Ka YyXKe npeackasytorcs. Nomu-
MO 3TOro, 3By4aHWE KOJIOKO/Ia UCMO/b3yeTCA B NOJIMCEMAHTUYECKOM
coyeTaHumn ¢ Temoit KoponeBcKoro gBopa, NpesLecTByoLLen Hame-
KaemoW ntobosHOM cueHe Knasama u lepTpyabl. B Takom B3avmou-
CK/II0YaloLLEM COBMELLEHMM 06pa3oB MeTadopMUECKM pacKpbiBaeTcs
0bau4UMenbHO-aMuUYecKkasa CyuyHoCmMb KapmuHel. Ho B LLenom noss-
JIeHVe B OPKECTPOBOM NapTUTYpe HabaTa 06bIYHO ABAAETCA CUMBOJIOM
BCEHAPOAHOM Tparegmm, MHOTOKPaTHO HapaLLMBAOLWMM ee CMbICA.

OfHaKo camoe napajgoKcanbHOe, YTO BO BTOPbIX cepusax oboux
dunbmos, B ocobeHHocTH B «Kopone /lnpe», aBTopbl MOYTK OTKa3bl-
BAKOTCA OT MY3bIKW1, U TEKCT BONbLUEN YacTbio MAEeT 6e3 conpoBoxae-
HWA. B TAaKOM aCKETUYHOM UCMONb30BAHNUM MY3blKaIbHON KOMMOHEH-
Tbl CKa3a/10Cb KaK COBPEeMEHHOE NOHMMaHWE CpeaHEeBEeKOBOW 3MOXK,
TaK U HeobblYallHOe YyTbe KOMMO3MUTOPA, KOTOPbLIN eLle nocae npo-
cmoTpa duabma « MUUYYPUH» BbICKA3a/1CA OTHOCUTENIbHO POJIU My3bl-
KM B KMHO: «HAZ0, YToObl My3blKa 3By4Yana TONbKO TaM, rae OHa Kpai-
He Heobxoauma» [umT. no: 3].

TakMm ob6pa3om, HayaB CcBOK PaboTy B KMHemaTorpade c m3-
6bITOYHOrO MCNO/Ib30BaHMA NpocTeliwent BbITOBON My3blKM B OAHUX
dnAbMax U MHOroo6pasHOM NUPUKU — B APYrMX, B NO3AHUX GUb-
Max — 3KpaHu3aumsx Tpareguii Lekcnvpa KosmHues 1 LWoctakosuy,
C O4HOM CTOPOHbI, HAMEPEHHO COKPATUAM My3blKaibHble GparmeHTbl,
MOKa3aB B BblPa*KEHUM CMbIC/IA CAMOAOCTATOYHOCTb MCUXONOTnYe-

THE ART AND SCIENCE OF TELEVISION 183



CKOM Urpbl apTUCTOB. HO C Apyroii — BbISBUAW YANUBUTENLHYIO POsb
MY3bIKU KGK aHA/1020 3MUKO-GhUnocogcKoli KOHUenuuu 3KpaHu3upo-
BAHHbIX Mpou3sedeHuli, KOHLUENUNK, KOToOpas He ToNbKo oboratuna
nx 0bpasHbIi CTPOMN, HO M ABMAACb MOLLHbIM CPeACTBOM HapallmBa-
HUWSA CMbICNA B UCKYCCTBE KMHemaTorpada. 9To ABJEHME OHU UCMONb-
30Ba/In B MHOTOrPaHHOM LWKane 3MOLMOHANbHO-NCUXON0OTNYECKUX
COBMELLEHWNIM: OT TPAAMLMOHHOIO BEPTUKA/IbHOrO MOHTA)Ka 3BYKO3-
PUTENBHOIO U My3blKaslbHO-C/IYXOBOr0 PSAAOB 40 MX B3PbIBOOMNACHO-
ro NpPoOTUBOAENCTBUA, MPUBOAALLErO K KOPEHHOW TpaHchopmaumm
Pa3sHOPOAHbIX IMHWUI. B TaKOM AMHAMUUYHOM OCMbICIEHUUN XYyO0MKe-
CTBEHHbIX NPOU3BEAEHWNI, BbIABAAIOLWEM UX TTYOUHHbIA CMbICA U Ha-
paLLMBatoOLLEM HOBbIW, CKA3anUCb MPUHUMUMbI UHMENAEKMyanbHoO20
MOHMAXA 8blcUIE20 MOPAOKA.
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THE CALL OF THE BEYOND:
MUSIC IN ANTONIONI’S RED DESERT

Remembering Oleg Sergeyevich Semenov

Abstract. This article discusses Michelangelo Antonioni’s use of music in
his 1964 film Red Desert (Il deserto rosso). Before Red Desert, Antonioni
had avoided the Hollywood convention of the near-continuous musical
score, and made only very sparing use of largely diegetic music. Instead
of music in any straightforward sense, he used a kind of structured sound-
effects score instead. In Red Desert, there is much more music, and in many
ways it performs the traditional function of elucidating or enhancing the
film’s narrative and symbolic elements. Even so, the content of the music
was strikingly original at the time: an abstract electronic score by Vittorio
Gelmetti. Close examination reveals Antonioni’s subtle and ambiguous play
with the diegetic or non-diegetic role of his music. At the same time, he
retains a sound-effects score that begins to take on musical properties, and
which also has a significant function in elucidating the narrative.

The two scores contribute much to Antonioni’s portrayal of the central
character, Giuliana. Much of the critical response to the film took the main
theme to be alienation brought on by industrial development, and demoted
the story of Giuliana’s mental illness, assuming that she was to be understood
as frivolous and trivial as a character. This article presents an alternative
reading, drawing on the rich musical evidence that Antonioni did indeed
place his plot at the centre of the film, and, contrary to many of the critics, it
demonstrates how the music foregrounds the mental state of Giuliana and
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invites the viewer to view her plight with compassion.
Keywords. Antonioni, Red Desert, music, electronic, sound effects, sound-
track, mental illness, symbolism, modernism

In his early films, Michelangelo Antonioni’s use of music differs
radically from the Hollywood norm of an almost continuous musical
soundtrack that unobtrusively created a suitable mood for each scene.
In Antonioni, by contrast, we are struck at first by the absence of
music, and perceive it as silence, a gap in the soundtrack. On several
occasions, indeed, Antonioni spoke against the standard use of music,
which to his mind was a kind of external commentary that allowed
the viewer to bypass the image, and for Antonioni, this amounted
to bypassing the film itself.! Even so, sound remained an important
dimension for Antonioni, and he sought to control the sound just as
much as the image. In both Lavventura (1960) and La notte (1961)
he experimented with the organization of sound effects into a quasi-
musical score: «For L'avventura, | had my crew record a huge variety
of sound effects: every kind of noise made by calm or rough sea, or by
the waves crashing down on the rocks and inside the caves, and so on.
| had hundreds of reels of magnetic tape, just for the sound effects.
Then | selected those that | would use for the soundtrack of the movie.
| think this is the kind of music best suited for the images. [...]. Ideally,
one could create a marvellous soundtrack using noises, and then put
it in the hands of an orchestra conductor. Ultimately, though, maybe
only the movie director would be able to do it...» (quoted in [1, p. 4]).

Even when music (in the normal sense) does finally make an
appearance towards the end of La Notte, its use is anything but
conventional. There is an all-night party, and when we first hear the
sounds of a jazz quartet, their music seems non-diegetic. At first
light, the camera takes us out of the house and into the garden,
where we see a jazz quartet playing. The acoustic, however, belongs

! Antonioni, as quoted in Roberto Calabretto [1, p.3].
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clearly to the studio, and not to the open air, and on close inspection,
the musicians are not playing the music we hear (nor miming to it
accurately, although the discrepancy is not blatant). So the originally
non-diegetic music has moved closer to being diegetic, but still
remains at a distance from the scene. A little later, the same music
behaves in a non-diegetic manner again: the two main characters (a
married couple in crisis) have been walking slowly down the garden,
away from the camera, and the moment they come to a standstill is
timed to coincide exactly with the end of the piece of music. During
their walk down the garden, we could only hear the music, but now
the conversation re-emerges.

When the music restarts, the viewer will most likely suppose that
its status will be non-diegetic once more, especially since the end of
the film is obviously very close. This would allow the music to continue
into the end titles once the last line had been spoken. This does indeed
happen, but a little later. First, there is a disruption when the wife turns
around in the direction of the musicians back at the house (who would
now be far away, but still sound as if they are beside us). She refers to
them directly, bringing the music back towards the diegetic end of the
spectrum: “What do they expect? Do they think their playing will make
the day any different?” Her remark is ambiguous, itself both diegetic
(when taken at face value) and non-diegetic, if she is understood to
be crossing the fourth wall and addressing the audience: perhaps the
music will at least give them some comfort at the end of the bleak
story, even if it cannot help the two characters? At the very end of the
action, the music moves to the foreground of the soundtrack and we
hear it as the director’s closing comment on the film—the music is
melancholy but unsentimental. This subtle play between the diegetic
and non-diegetic is at the heart of Antonioni’s use of music, which is
highly self-conscious and even self-referential.

After the studied avoidance of music through most of L'avventura
and Lanotte, Red Desert (Il desertorosso, 1964)isstriking foritsembrace
of music, but this has both conventional and highly unconventional
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aspects. The music follows tradition by representing people, objects
and events in the action, and by helping to create and enhance the
mood of various scenes. It also latches on to visual symbols and other
elements of the narrative in a Wagnerian/Hollywood manner. But
the kind of music Antonioni has chosen was anything but traditional,
especially for its time. Instead of using an orchestra or a jazz ensemble,
Vittorio Gelmetti’s score consists of electronic music, which in the
early 60s was still little known outside the small following enjoyed
by the musical avant-garde. This choice of music matched the film’s
frequent evocations of abstract expressionist painting (for example,
in the scene where samples of paint in different colours had been
randomly splashed on the walls of a room that was intended for shop
space in the future). But even the apparently traditional aspects of
the score sometimes form the basis for a deception, in the manner of
apparently obvious visual metaphors that turn out to be red herrings.
The richness of this film lies in its abundance of techniques for creating
meaning in a way that always seeps beyond the boundaries of any
attempt at a straightforward, self-contained reading. The musical
score is a part of this overflowing richness, sometimes assisting the
viewer, sometimes causing confusion. The musical soundtrack is
still more complicated than Gelmetti’s score, since there is also an
elaborate scoring of sound effects that was assembled by Giovanni
Fusco, not unlike the electronic score representing the squawking of
thousands of birds in Hitchcock’s thriller of the previous year, although
Fusco’s sounds are much more variegated (the Italian release of The
Birds at the end of 1963 was too late for any influence to be attributed
to the Hitchcock soundtrack).? This essay is an attempt to makes sense
of how the Gelmetti and Fusco contributions function within the film’s
narrative.

At first, the very distinction between an abstract electronic-
music score and a score of organized sound effects (electronic or

2The “sound-effect score” has been analysed in great detail by Roberto Calabretto in [1].
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electronically manipulated) might seem pointless or spurious. The
soundscape of rhythmicized effects such as the hum of the factory or
the noise of the sea clearly has its own musical aspects, and like the
musical score proper, it influences our perception of the narrative, as
we shall see later. Sometimes when we hear a sound effect, we cannot
even be sure whether it is intended as realistic or symbolic. Since
the electronic musical score also contains much noise—unpitched
material —we might suppose that there is merely a continuum from
the most musical passages through to realistic sound effects. But the
film does not bear this out, because the cues of electronic music are
discrete and quite short, each with a definite beginning and ending,
and appear in longer gapped sequences within single scenes.

The electronic music (hereafter EM) is heard immediately the film
begins, during the opening title sequence. | will refer to this passage
as the “overture”, because it provides us with a musical preview of the
action, as in most operas and many Hollywood films. As a sprawling
industrial plant gradually emerges from the fog on screen (we never
find out what it manufactures, but we can see that it pollutes mightily),
we hear the hum of the machinery or generators, and then out of
this emerges the EM with its disturbing knocks and swipes. Just under
a minute later, a third component is introduced, a soprano solo—a
lonely female voice. The melody has an Oriental character (especially
as it begins and ends), and its mood swings between melancholy
longing and a free-spirited joy. The vocal performance is virtuosic and
yet naive at the same time, as if the singer, although very capable,
is free of the constraints of professional discipline.® This melody
stretches out for another two minutes and, importantly, it gradually
takes over the soundtrack, with the EM disappearing, followed by the
factory hum. For the last 30 seconds of the opening titles, all we hear
is the singer.

3 The soprano part is sung by Cecilia Fusco, a professional opera singer, and the daughter of
Giovanni Fusco who worked on the soundtrack.
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When the music ends, the film proper begins,* and the sounds-
cape switches abruptly to the more aggressive and rhythmical noises
of the factory. In this dystopian industrial landscape, alongside a
picket line of strikers, the central character appears. Giuliana, as she
is called, leads her young son by the hand, her fashionable green coat
and high-heeled shoes at odds with the mud and debris around her.
Here begins her troubled journey.

The second sequence of EM cues appears at the 17° mark, and
echoes the factory noises of the previous scene through its own
continuous humming and rhythmical murmurings. Giuliana is alone
in the frame, inviting us to associate the EM with her interior world,
especially when it stops for a few seconds at the moment when she
is distracted from her thoughts by the arrival of her husband. The
EM is effectively the sounds in Giuliana’s head, and in this scene, it
represents her anxieties and fear. When Giuliana shares the torments
of her nightmare with her husband—a sensation of being sucked into
quicksand—the EM returns and continues to sound while Giuliana
begins to weep, while her husband tries to comfort her, but as his
caresses become more intimate, Giuliana’s reacts negatively.

There is a short passage of EM at about the 25" mark, when
Corrado, a colleague of Giuliana’s husband, seeks out Giuliana,
intrigued by her on first sight. Giuliana is clearly anxious and her
behaviour is odd and unpredictable. At this point, instead of following
Corrado in search of adventure, she sits down next to a fruit seller as if
suddenly overcome by fatigue. “Are you tired?” Corrado asks her. She
does not answer immediately, and during the pause (filled by EM) we
have a chance to notice that the fruit and chestnuts on the stall are
coloured grey—in his colour films, one of Antonioni’s trademarks was
to paint objects, both large and small, in order to create correlations

4 For timings, | have used the Italian-produced DVD “Il deserto rosso”, un film di Michelangelo
Antonioni, versione restaurata, Cinema Forever, PSV34000 (2014). In this DVD, the original titles
were preceded by a new sequence of titles pertaining to the restoration, lasting just over one
minute, so | have subtracted about a minute from the timings of scenes in the film.
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between colour and emotion. Later the same day, when Giuliana
tells Corrado about her mental illness and her suicide attempt, there
is no music. This introduces a complication in the role of EM: it is
not a general accompaniment to Giuliana’s illness, but indicates on
particular occasions that her mind is afflicted.

The film’s lengthy central scene features Giuliana, her husband,
Corrado, and another three friends, who spend the afternoon
drinking and flirting in a small wooden shack by a quay at a seaport.
During the scene, an emotional and erotic connection is established
between Giuliana and Corrado, to the extent that it becomes obvious
to all present. The scene’s closing sequence also reveals the gravity
of Giuliana’s condition with unexpected force. The revellers in the
shack watch as a doctor climbs aboard a ship that is moored nearby.
A little later, a yellow flag is hoisted, indicating an outbreak of some
infectious disease onboard (as one of the revellers tells the others).
Giuliana panics, runs for the car and almost drives into the sea,
coming to a halt only at the very end of a pier. While the action is very
tense, surprisingly, there is no EM. We may be able to discern a certain
logic here: in earlier scenes, the EM told us that Giuliana’s illness was
more serious than her behaviour alone would indicate, whereas in the
scene with the car, her behaviour is so extreme that the assistance of
the EM is not required.

In any case, Antonioni is able to create correlates from other
dimensions of the film. Visually, a thick fog begins to gather in the later
part of this long scene, symbolising the state of Giuliana’s mind. Tightly
linked to this, the music of organised sound effects also contributes
a symbol of its own, namely ships’ foghorns, which partition time
through their mysterious iterations. The ships and smaller vessels
passing through the frame also take on a symbolic aspect because
of the magnetic pull they exert on Giuliana’s mind. The mysterious
quality of the foghorns is enhanced by the fact that they seem to come
from somewhere outside the frame, since their sound never clearly
coincides with any ship as it comes into view. The foghorns actually
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seem closest at the moment when Giuliana is literally on the edge,
showing that they are as much part of the furniture of her deranged
mind as a realistic soundscape of the seaport.

In contrast to the foghorns, the scene in the shack also features
some lively dance music on the radio coinciding with Giuliana’s change
of mood, when she joins in with the merriment and even takes the
lead for a while, comically imitating sexual arousal after she has eaten
some allegedly aphrodisiac quails’ eggs. But the music stops, and
the foghorns eventually call to Giuliana once again, drawing her into
another world. Living in the real world is clearly a struggle for Giuliana,
and we find out later, she is only attempting to do so because she gave
her promise to the doctors who were treating her at a mental hospital.

At the 81’ mark, we enter a fairy tale that Giuliana relates
to her son. The colours in this episode are sharply different from
everything before and after, the azure sea and the pink sand of the
beach providing joyful relief from the greys, dirty greens and red
tones that dominate the rest of the film. This riot of colour was not
the result of Antonioni’s paintbox tricks but was taken from nature (as
seen through Technicolor, that is), leaving the location of Sardinia’s
Budelli Island to work its magic. In the fairy tale, we see a teenage girl,
perhaps Giuliana idealised picture of her younger self. She swims and
sunbathes, completely at home in this paradisiacal landscape. This is
when the Oriental song from the film’s “overture” finally reappears,
allowing us to place its joyful arabesques in the context of a dream in
which Giuliana longs for another world to inhabit.

The beach fantasy episode shows us that the film’s overture was
actually very traditional in form, in spite of its electronic music and
industrial sounds. Both operatic overtures and Hollywood title music
acted as musical equivalents to “teasers” in television thriller series,
giving us tantalising previews of what was to come. The title music of
Casablanca (1942), for example, opens with some earnestly dramatic
music, followed by an oriental theme evoking the location of Morocco,
and then cuts to the Marseillaise, which prefigures the film'’s climactic
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scene. Red Desert’s title music behaves in a similar way, presenting
the central divide between Giuliana’s adult malaise and her idealized
childhood, which map onto the divide between an industrial dystopia
and a natural paradise.® At a more abstract level, the film presents
the problems of the individual in the modern world (Giuliana’s
inability to adapt to adult life), and the problems of world at large
(industrialisation that is both chemically and aesthetically toxic).® The
fact that the soprano melody is Oriental evokes a common fantasy
trope that had already been strongly present in La Notte, where it was
Africa that was portrayed as as the exotic dream place for a natural
human happiness [3, p. 84-85]

The appearance and disappearance of a mysterious tall ship forms
the fairy tale’s centre point. The ship seems to be devoid of crew or
passengers, in an apparent reference to the Flying Dutchman legend.
In her encounter with the mysterious ship, the girl on the pink beach
experiences for the first time the longing that separates a pubescent
teenager from a child in a state of innocence. It is the moment when
her sexuality is awakened, the song emanating from everywhere while
the rocks of the shoreline seem to take on fleshly forms and colours.
But it is also more than just that—perhaps a suggestion that from now
on the heroine will be searching for a meaning to her existence and
the world itself. The dream-world encounter with a mysterious tall
ship gives us a key to the soul of the adult Giuliana, who continues to
pine after passing ships, drawn by the sound of their foghorns.

Giuliana’s longing is for another world, the chief motif of the
Symbolism that shaped the arts at the turn of the century. This other
world offers perfection, but the road that leads there passes through
death. Giuliana is not unlike a Symbolist maiden, a Mélisande wrapped

® Christine Henderson eloquently explains how these two layers are connected, making use of
motifs Lacan and Kristeva. [2, p. 161-178].

¢ This should not be taken too far, however, since Antonioni insisted on many occasions that
industry and technology possess their own beauty, as some aspects of the industrial scenes in
Red Desert do indeed bear this out.
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in the enigmatic trauma of her previous life and now trappedin a reality
from which she is profoundly alienated. This Symbolist situation is also
reflected in Antonioni’s portrayal of Giuliana’s mental illness, which
exceeds the bounds of realism, and becomes a romanticized condition
that gives the heroine a special sensitivity. She sees the world in a way
that those around her cannot, and the musical score(s) tell us that
she also hears it differently. The sea evokes in Giuliana that longed-for
other world, and she is fascinated by it, even though she is afraid to
direct her gaze upon it. Not all the products of an industrialised world
are at odds with this otherworldliness: she is also fascinated by the
technicians in Medicina who are setting up elaborate apparatus “for
listening to the sounds of the stars”. Aside from the single appearance
of the Oriental song in the fairy-tale episode, musically, the world
beyond is symbolised tentatively by the sound of the foghorns, as
mysterious as the fog that accompanies them. And although they may
be perceived as a kind of music, their source is ultimately rooted in the
real world, unlike the EM, which is only in Giuliana’s mind.

Earlier in the film, Giuliana’s son had apparently contracted a
paralytic condition, but her telling of the fairy tale comes to a sudden
halt when she realises that his illness was feigned, merely an attempt
to gain attention from her. This leads to the final, climactic phase of the
film. The next block of EM, which begins at the 90’ mark, is particularly
intense, with a series of 20-30 second cues separated by short gaps. The
content has also changed: instead of the anxious knocking and swiping
sounds we heard at the beginning, there are sustained pitched sounds
instead. These are an elaboration on the symbolic foghorns, which have
been transferred from the sound-effects score to the musical score, a
dramatic correlate of the fact that the foghorns, as we noted earlier,
began as diegetic sound, but also became part of Giuliana’s mental
soundscape. Giuliana, losing her composure again, runs to Corrado’s
hotel, so distressed that she has trouble even recalling his name. She
confesses to him that she is very ill, and she has little hope now of any
recovery. Corrado is both puzzled and excited by the apparent signs
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of Giuliana’s desire for physical intimacy, and a seduction begins. The
EM heightens the tension: the short cues now in such quick succession
that they are like contractions that periodically grip and release her,
only to return with renewed force. At the 100’ mark, Antonioni harks
back to his treatment of the music at the end of La Notte, when the
non-diegetic EM suddenly seems to become diegetic when Giuliana
takes notice of it and looks for its source. She goes to the window and
pulls aside the curtain, only to see a street that is deserted apart from
one man walking by. This explains nothing of course, as we should
realise, since the EM can only be “diegetic” within Giuliana’s psychosis.
Still, we might have hoped for something of significance in the street,
but Antonioni awakens this desire only to frustrate it.

When Corrado and Giuliana make love, the harsh greens and reds
of the hotel room modulate into saturated pinks, as if reminding us
of the dream-like beach. But this illusion (accompanied again by the
foghorn-inspired EM) is shattered by the harsh (diegetic) sound of a
car passing by. We find that Giuliana (while the camera was turned)
has already run out of the hotel, understanding even in her confusion
that an affair with Corrado cannot offer a solution.

In the next sequence of EM cues, the character of the music is
still more agitated, but its distinctness as music is compromised by its
resemblance to the sounds that we might expect to hear in a port at
night. This oddity falls into place if we interpret the scene as a dream
sequence, for which there is ample evidence. It is the most surreal
section of the film, in which we find Giuliana trying to gain entry
where she cannot, and she meets a man who speaks to her, but she is
unable to follow his words.” In a dream, the soundscape of Giuliana’s
deranged mind and the environmental sounds are one and the same,
hence the difference in the behaviour of the EM score here.

"The man is a sailor, and the language he speaks is Turkish, although the subtitles in the DVD
tell us, bizarrely, that it is Russian. The sailor is quite prosaically asking Giuliana whether she
needs help, offering her coffee, and so on. But if this is a dream, the viewer is not intended to
understand the sailor.
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If in many previous scenes we noticed ships gradually getting
closer, now the whole frame is taken up by a huge red hull of a ship
which Giuliana has decided she must board. The moment when
she speaks to a Turkish sailor who doesn’t understand Italian is her
attempt to communicate directly with a representative of the other
world. By asking him whether the ship can take passengers, Giuliana
is contemplating the possibility of suicide. Her failed attempt to
communicate with the sailor prompts a soliloquy that leads her to
repudiate this course of action. She is not alone in the present world,
and the thought of her family holds her back.

In the final scene which is a kind of reprise of the opening scene,
we return to the original industrial landscape, in which Giuliana is
again wearing her green coat and leading her son by the hand. Bright
yellow smoke issues from the chimneys, and the boy asks his mother
whether the birds would die if they passed through it. Giuliana replies
that the birds have learnt to evade this danger. Her words sound
positive, and it appears that she has pulled through the worst of her
illness and is regaining a hold on life. But the EM creates a disturbing
counterpoint to this apparent happy ending, becoming more intense
as it proceeds, and continuing beyond the appearance of “the end”
(fine) on the screen. The swipes and knocks which we remember from
the opening scene, return with a vengeance. And because this music
of Giuliana’s illness has now spilt over the boundaries of the narrative,
it transmits a vague dread to the viewer as if Giuliana’s demons have
moved on to our own minds.

It is this disturbing, open ending that makes us realize that the
apparently traditional uses of music in the film have, to some extent,
led us astray. The EM had been developing along with the plot,
intensifying as Giuliana’s state of mind deteriorated. Butin his aberrant
use of the EM at the film’s end, Antonioni makes us wonder who can
hear the music, what it represents and what it is telling us, as he had
done at the end of La Notte. Is it telling us that Giuliana’s mind is in
fact beyond repair? Perhaps, but perhaps not, since this would not
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only belie the promise of her words to her son, but also the conclusion
of the ship dream sequence (which would then serve no particular
purpose in the narrative). Perhaps, instead, the psychotic EM is merely
serving as a kind of theme tune, reviewing the general character of
the film without any bearing on the final scene? But this seems too
simple, given the subtleties of Antonioni’s approach to music, and it
is too intense to leave the viewer with any such impression. This final
moment of confusion takes firm ground away from underneath our
feet, bringing us as close as possible in the dramatic arts to a kind of
empathy with Giuliana: it may seem that we are on firm ground, but
with the next step, we might be sucked into quicksand.

Ishasbeen notedthat Red Desert was both a challengingmodernist
masterpiece and a box-office success on the cusp of Antonioni’s
mainstream recognition (his next film, Blow-Up, was in English and
aimed at an audience beyond the arthouse circuit). And although
the musical score is electronic, the bare fact that some kind of music
was used at all can be regarded as a step towards the mainstream for
Antonioni. Like standard musical scores, it usually plays a clear role
in the film’s drama and symbolism. And yet the closer we listen, the
better we can appreciate the subtlety of the EM’s interaction with
the sound-effects score; the two can overlap in time and sometimes
in content (the foghorns), blurring the distinction between the
external and internal worlds, and the distinctions between natural,
technological, and imaginary sounds.

One further significant aspect of the film’s music deserves
discussion: its contribution to the portrayal of the heroine. Many
commentators have noted Antonioni’s sympathy for his female
characters (at least in the early films); as Joseph Luzzi puts it,
“Whereas the men in his films are ready for sex and little else—Red
Desert is no exception—Antonioni’s women are generally complex,
lovely, subtle, and intelligent creatures too good for the worlds they
grace” [4, p. 205-209]. Even so, contemporary critical reception of the
films tended to bypass the distinctive features of Antonioni’s story and
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characters (here, Giuliana’s mental illness and her attempts to cope
with it), and instead focused on what they saw as the big, important
themes. Red Desert was therefore “really” about industrialization
and the alienation that comes in its wake. Critics rarely matched
Antonioni in his sympathy for Giuliana, and even took a hostile stance,
as in Stephen Taylor’s 1965 review, which dismissed Giuliana’s illness
as “neurosis a la mode”, the behaviour of a bored, leisured woman
married to a factory manager on a good salary. Half a century later,
this approach still has its advocates, like Haime N. Christley, who in
2011 insisted that the film was about “alienation, anxiety, modern life,
and industrialized landscapes”, and that its “preoccupations with the
physical environment overtake... the human concerns”. Giuliana, he
thought, was chiefly worthy of attention because she was the first of a
series of “shrilly neurotic housewives of postwar cinema” [5].

But there is surely a point in looking at the story that Antonioni
has given us, in all its details. We do not know whether her illness is
purely neurological, or whether it stems at least partly from some
psychological cause, some trauma in her past, but she is clearly
oppressed by her illness, feels that she is failing both as a wife and as a
mother, and the lack of any signs of recovery creates a malign feedback
loop. Monica Vitti brings a remarkable degree of skill and imagination
to this role, with her hunched shoulders, angular, jerky movements,
and her habit of walking close to walls. Giuliana’s contemplative
attitude to the world around her is miles more attractive (in the world
of the film) than her husband’s complacency; Corrado may be more
appealing, but his man-of-action approach to Giuliana’s problems is
bound to fail. In some mysterious Symbolist manner, Giuliana is the
character who is connected to the natural world: to the stars (in the
Medicina scene), or to the sea (in the shack scene). As for the rest,
she is “afraid of streets, factories, colours, people, everything”. In
the final scene, when she and her son talk about the dangers of the
toxic yellow industrial fumes for the birds who fly through it, there
is a clear parallel with Giuliana herself, and we may also recall that
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Maeterlinck’s Mélisande dies of a wound “the would hardly have
killed a bird”.®

Giuliana does not find much real sympathy for herself within
the story, aside from the Turkish sailor whom she cannot understand
(and even he may only be part of a dream), but she has Antonioni’s
sympathy and no doubt the sympathy of many viewers, despite the
critics who prefer to look elsewhere for the film’s meaning, as if this
weak, unstable woman is unworthy to be situated at the centre of
an intellectually challenging film. And as | have argued here, it is
Antonioni’s use of music that allows us the best access to Giuliana’s
inner world. The camerawork does not fulfil this role—it is not
committed to Giuliana and her point of view. As Luzzi puts it, “the
film’s principal visual tension lies in the contrast between subjectivity
and objectivity, between free indirect point-of-view shots that
give us Giuliana’s perceptions, and tracking shots that render her
a pointedly sexual object”. [4, p. 207]. The music, on the contrary,
belongs exclusively to Giuliana: the EM offers us a direct access to her
mind, the soprano solo holds the key to her past and her soul, and
the music of the foghorns evokes that world beyond that is calling to
her. Even when the EM spills over from Giuliana’s mind (as at the very
end), it is to create an intimate connection between her and us, the
viewer, inviting our sympathy and compassion. Compassion—which
poured out so vividly in the last scene of L'avventura—was Antonioni’s
antidote to the alienation rampant in the world. Through music, even
such unusual and adventurous music as in Red Desert, the viewer is
asked to rise to compassion. To paraphrase the heroine from La Notte,
it is this that can make a difference to the day.

8 The link between Antonioni and Symbolism has been noted by several commentators. David
Huckvale in his Visconti and the German Dream: Romanticism, Wagner and the Nazi Catastrophe
(xxx), includes Antonioni in a list of directors who were heirs to the Symbolist aesthetic [6,
p. 131]. Ned Rorem makes the connection precisely between Mélisande and Antonioni’s
heroines ntonioni himself never mentioned em makes a precise connection between Mic.
Antonioni’imate connectiothe idea of the beyond th in «A Mélisande Notebook” [7].
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