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ANALYZING MUSIC IN TV SHOWS:!
SOME METHODOLOGICAL CONSIDERATIONS

Abstract. The growing popularity of TV serials (broadly defined as multi-
episode TV productions of various character) goes along with the rapidly
expanding reputation of music accompanying such shows. We can talk about
the international success of several soundtracks. Recognizing this situation,
the article prompts undertaking profound studies on music featured in TV
shows suggesting analytical procedures embracing three, interdependent
perspectives: referring to one episode, to a musical scene/sequence and to
the whole serial understood as a cohesive entity. The first approach is of
normative character and involves gauging the length of musical fragments
versus the length of the episode, measuring how often and determining
where musical fragments appear, checking the patterns of their distribution
with the episode, etc. We also need to identify characteristic musical (leit)
motifs (most specifically the central motif, usually the one opening all
episodes) and divide musical fragments into those of diegetic and non-
diegetic character. While discussing scenes or sequences with musical
components, we focus on musical solutions assessing to what extent they
are (a)typical for the whole serial. The third stage involves an attempt to look
at music in all episodes as a structural element of the whole serial, as well
as is aimed at answering the question concerning the functions which music
plays in a particular serial.

1 In the paper the terms ‘show’, ‘serial’ and ‘series’ are used referring to TV filmic formats with plot
spread over several episodes.
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The article is deeply rooted in the tradition of Film Musicology making
use of its terminology, concepts, definitions as well as analytical tools.
The theoretical framework provided in the article is designed as a modest
proposal for musicologists and film specialists alike, as well as all those
interested in musical and sonic aspects of TV shows, who can also develop
their own, methodological approaches to music in TV shows.

Key words: Film music, serials, TV music, analysis.
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AHANINU3 MY3bIKU

B TEJIEBUSUOHHbLIX CEPUANAX:
HEKOTOPbIE METOAOJ/TOTMYECKUE
COOBPAXKEHUA

AHHOTauuMA. PocT NonynsapHOCTM TENEBU3UOHHbIX CEPUAZIOB COYETAETCA C
6bICTPbIM PACNPOCTPAHEHMEM U3BECTHOCTU COMPOBOMKAAIOLLEN UX MY3bIKU.
MOXHO roBOpUTb O MEXAYHAPOAHOM yCrexe HECKOIbKUX MOAO0DOHbIX CayHA-
TpeKoB. Mcxoaa 13 3ToM CUTyaL MK, B CTaTbe CTaBUTCA LieNb NPOBECTU aKaje-
MUYECKOE UCCIEL0BAHME MY3bIKM TENIEBU3MOHHBIX CEPUAOB, OCYLLECTBAAA
aHa/n3 ¢ Tpex B3auMoOobyCNOBNEHHbIX MO3ULMIA: NO OTHOLUEHWIO K OTAE/b-
HO cepum, K OTAE/IbHOM My3blKaNbHOW CLeHe/Nocnef0BaTeNbHOCTMU CLEH,
W, HAKOHeL,, Mo OTHOLUEHUIO KO BCEMY Cepuany, MOHMMAeMOMy KaK eguHoe
uenoe. B nepsom ciydae aHann3 HOCUT CTaTUCTUHECKUIA XapaKTep U BK/IIOYa-
eT B ceba onpefeneHne BpeMeHM 3By4aHNA My3blKa/bHbIX GparMeHTOB OT-
HOCWUTENbHO ANUTENBHOCTU Cepum, GUKCALLMIO TOTO, T4 U KOraa NosBAAeTcs
My3bIKa, KaK OHa pacnpesenserca BHYTPU CEpUM U T. 4. Ha 3Tom 3Tane Tak:ke
HeobXxo4MMO 0BHAPYKNUTb NEUTMOTMBBI (B YaCTHOCTM, MaBHbIN 1IEMTMOTUB,
KOTOPbI 0BbIMHO 3BYYMT B Hauane KaxKAon cepuu) U pasaennTb My3bl-
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Ka/ibHble GpparmeHTbl Ha AMEreTUYeckne U HeanereTuyeckne. AHanamsmpys
OTAeNbHble My3blKa/bHblE CLEeHbl, Mbl GOKYCMPYEMCS Ha UX MY3bIKaIbHbIX
peLIeHnsX, oLeHMBas, HACKOIbKO OHW XapaKTepHbl AN BCero cepuana. Tpe-
TWIN 3Tan BK/AOYAET NOMbITKY B3MNAHYTb Ha My3blKy KaXKAoMN M3 Cepuit Kak
Ha CTPYKTYPHbI 31eMeHT cepuana B LLe/IOM, a TaKKe OTBETUTb Ha BOMPOC O
bYHKLUMAX, KOTOPbIE BbIMOMHAET My3blKa B TOM UM MHOM cepuane.

ABTOp CTaTbW OMMPAETCA Ha YCTOABLUMECA TPAAWULMMN UCCNEA0BAHUA KMHO-
My3bIKM, UCNO/b3YA CNOXKMBLUYIOCA TEPMUHOIOTUIO, KOHLENUWK, onpeaene-
HWSA, @ TaKKe aHaAUTUYecKue npuembl. Mpu 3TOM TeopeTUYecKue MPUHLM-
nbl, NPeAcTaBAeHHble B CTaTbe, pa3paboTaHbl aBTOPOM M MpeanararoTca K
MCMONb30BAHMIO MY3bIKOBEAAM U KMHOBEAAM, A TaKXKe BCEM TEM, KTO UHTe-
pecyeTca My3blKa/ibHbIMM M 3BYKOBbIMM aCNeKTamMu TESIEBU3UOHHbBIX cepuma-
NOB ¥ cNocobeH co3AaTb CBOM COBCTBEHHbIE METOL0N0TUYECKME MOAXOAbI K
McCNefloBaHMIO My3bIKM TeNe3KpaHa.

Kntouesble cnosa: KMHOMY3bIKa, Cepuabl, TENEBU3UOHHANA My3blKa, aHaNN3.

The growing popularity of TV formats, and especially serials
(broadly defined as multi-episode TV productions of different nature/
of different genres) goes along with the rapidly expanding reputation
of music that accompanies them. We can talk about the international
success of several soundtracks, to mention internationally acclaimed,
flag-ship American series of the 1990s—Twin Peaks (music by
Angelo Badalamenti) or X-Files (music by Mark Snow). Despite that
recognition, TV serials soundtrack have been less willingly studied
than film music composed for the needs of big-budget blockbusters,
intended primarily for the distribution in the cinemas. Hence, this
article is designed as a methodological proposition how to approach
musical layer of TV serials and presents—step by step—what actions
need to be taken by the researchers who wish to discuss music in
TV serials. This proposition is deeply rooted in the tradition of film
musicology—making use of its terminology, concepts, definitions as
well as analytical tools.? Nevertheless, it is addressed not only to music

2 Although supporting literature on TV shows used for the purpose of this paper is predominantly
in Polish, it reflects the current tendencies as observed in the research on serials globally.
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undergraduates, or musicologists, but also to film lovers and film
researchers interested in musical (and sonic) aspects of TV shows.

|. THE POPULARITY OF TV SHOWS

From the second half of the 20th century we can talk about
the expansion of television and its domination over our social and
private lives: in that sense, as Zygmunt Bauman rightly pointed out in
Society Under Siege (2002), the television industry has made one of
the most successful conquests in the history of humanity. [1] Despite
the growing popularity of computer games or online social media, TV
is still eagerly watched. It offers a range of programs including films,
also those broadcast regularly and popularly referred to as ‘serials’.
While TV serials are still comparatively rarely analyzed in the scientific
perspective, they continue to be loved by viewers, who sometimes
only complain about too many advertisement breaks appearing during
their favorite shows. The viewers are impatiently waiting for new
episodes of their beloved serials, remaining open to new proposals.
Watching shows is considered to be a ‘social fact’ being a part of
everyday practices of millions of people all around the globe. [2,
p. 188] Therefore, new formats are still introduced and verified by TV
channels, new themes exploited. The diversity of formats and topics
seems to accommodate many tastes and is meant to fulfill various
expectations. It seems that serials enjoy such a great popularity
because they inject an element of regularity into our hectic lives and
«in the place of chaos and uncertainty they propose a ready-made and
consistent interpretation of the world». [3, p. 78] Undoubtedly another
factor that can contribute to the attractiveness of serials is music.
Often it features characteristic tunes appearing immediately during the
opening credits. These tunes are often remembered long after the first
emission of the serial, outliving the popularity of some shows. Hence,
it is worth paying attention to the role and importance of film music in
such television productions. In the times of the growing popularity of
‘cult’ serials (e.g. those attracting lots of fans sharing their fascination
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over mass-media, etc.) the musical aspect of TV shows should be duly
recognized as an important academic research area.

The reception of music in TV productions is a highly complex,
distractive process. [4, p. 71] Some theoreticians go as far as to claim
that music is not an important part of TV reality: David Bordwell suggests
that television viewers do not want to ‘feel’ but rather ‘understand’ the
narrative they are watching, and emotions caused by music do not belong
to that cognitive level. [5, pp. 30—33] Although enriching the production,
they are not necessary to understand the plot. However, it seems that
well designed music accompaniment can work on such a cognitive level:
for example a set of recognizable tunes may carry decipherable meaning
which allows viewers to understand the plot better.

The mechanisms employed to decipher the meanings attributed to
music follow the same pattern as this described by Bordwell: [musical]
hypotheses (i.e. cultural connotations of certain tunes, rhythms,
instrumental sounds, etc.) are tested/checked during the show, either
confirmed or repudiated. Music can serve as a means of facilitating
the reception of the TV show even in different cultural zones, and the
worldwide success of some musical tunes known from TV serials proves
this thesis. Music in TV shows not only helps popularize the brand
commercially, but in fact quite often becomes the hallmark of the entire
production, becoming one of the most essential features of TV industry.

Il. AFEW WORDS ABOUT THE SPECIFICITY

OF MUSIC IN TELEVISION

One of the best known contemporary directors—Steven Spielberg,
talking about the phenomenon of Indiana Jones and the Kingdom of
the Crystal Skull (2008) strongly emphasized that its success would
be impossible without music by John Williams. Spielberg clearly
underlined the intrinsic relationship between music and film saying
that “Indiana Jones cannot exist without [his musical] theme. And,
of course, that theme would be nothing without Indiana Jones”. [6]
This declaration was then commented by the British musicologist
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specializing in film music research—Ben Winters, who rightly
observed that “it is a statement that few would disagree with, and
yet it highlights a potentially troubling issue for film musicology”. [7,
p. 224] By the “potentially troubling issue” Winters meant the above
mentioned relationship between music and the image—certain
reciprocity occurring between them.

The reasons why the links between music and the image especially
in TV serials are still insufficiently studied can be connected with
the very origins and—consequently—quality of the early TV shows.
These were produced by TV companies and appeared as a part of
the TV broadcast. [8, p. 139] Their reach was limited because rarely,
if ever, were they distributed at cinema-theatres, due to their specific
character: initially designed as “fillers’ of around 90 up to 120 minutes
of broadcasting time, TV films even today are traditionally shorter
than films originally intended for cinemas. Additionally, their budget
is smaller in comparison with cinematic films and, consequently, in
television shows, specific solutions are preferred: for example, close-
ups dominate over panoramic views which might reveal the poverty
of the set, scarcity of props, etc. Hence, many techniques masking
these deficiencies are used, including replays, flashbacks, etc. The low
budget affects also the process of production: shows tend to be shot in
a certain hurry, sometimes under pressure, which reduces attention to
the details. Furthermore, television films often exploit recently popular
themes: reacting to the current modes they can become a voice in
the discussion about urgent, and socially sensitive, problems. Yet, the
action of TV shows tends to be rather slow, full of specific reminders
or even repetitions. These films take advantage of the fact that their
reception—especially the reception of TV serials—usually takes place
at home. The episodes return systematically, as if immediately available
(indeed, with the development of the new technology they are even
obtainable on request), thus giving the viewers the spurious feeling of
control and imposing an element of systematization, even stabilization
into their lives.
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Historically speaking, so-called television films (television movies,
made-for-television films, etc.) appeared first in the United States in the
1950s and already one decade later they competed with cinematic films.
The first film considered as a ‘proper’ TV movie was (lasting 100 minutes)
See How They Run (1964), directed by David Lowell Rich. Music for this
film was composed by Lalo Schifrin—it was one of the first assignments
for the composer who was about to begin his long and successful career
in film music industry. The same year, the film The Killers was made for
NBC television, but ultimately—due to its drastic content—it found its
way to cinema halls. The music for The Killers was composed by John
Williams, who—as commonly known— later provided soundtracks to
many smashing cinematographic hits. What seems striking though, is
the fact that this originally meant for TV film was actually broadcast
at the cinemas. It also cannot escape our notice that in both above
mentioned cases of TV films the composers employed to provide music
actually became successful cinematic composers—these details prove
minor differences between so-called TV and cinematic films.

With the development of television not only more and more
serials were produced but several sub-genres appeared, so today
we even talk about hybridization of television formats. [9, p. 10] As
a consequence, TV shows gained many variabilities—we distinguish
serials, series, soap operas, telenovelas, sitcoms, etc.® All of them
are accompanied by music, usually original (but also pre-existing

3 The term serial is often treated synonymously with the concept of ‘serial film’, especially
in colloquial language. Serials are usually multi-part productions (the number of episodes is
predetermined), presenting consistent story—often screenings of novels are shot as serials.
Series, though, should not be identified with a serial as it distinguishes from it in the way it
treats each episode as a closed entity, the one that resolves a problem. Similar to series is soap
opera: it is also made up of lots of episodes that do not tend to the ultimate resolution of the
presented problems. Consequently, soap operas may be broadcast for many years, particular
episodes are usually quite short (about half an hour). Just as soap opera (weekly soap), also
telenovela (daily soap) is intended to be broadcast for a long time, but it usually focuses on love
problems, and is especially widespread in the countries of Latin America. We also distinguish
so-called sitcoms (also: sit-coms, i.e. situation comedies), oscillating between the serial and the
series, whose most important feature is use of situational humor.
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music can be used). The method of composing music for TV shows
is not very different from composing for the cinema movies, but if
while writing music for the wide screen composers usually watch the
completed films and after provide music, in case of TV serials they
oftentimes create music following only the cues given by producers
commissioning particular musical themes. Composers are often
forced to make compromises, giving up some elements of their
musical language, exposing other aspects. This approach may—
although not necessarily—lead to the multiplication of some musical
clichés. Hence, many researchers say that music for TV shows tends
to be of mediocre level. At the same time this kind of assessment
actually allows us to talk about the music of some TV productions in
terms of artistic achievement. [10, p. 179] What seems problematic
though, is the very attempt to value music composed for TV shows in
terms of its autonomous character since this particular music fulfills
certain functions (e.g. co-creating the narrative), not always matching
expectations imposed on so-called absolute music. Some authors,
like Janet K. Halfyard strongly underline that even the process of
writing music for television films differs from writing music for cinema
movies. [11, p. 10] Despite obvious discrepancies, this view seems too
radical, although Halfyard is right when she notes the lack of archival
materials to be studied when analyzing music for TV shows (while there
already exist libraries, etc.—especially in Hollywood—with cinema
films’ scores). And Halfyard aptly emphasizes one more difference
between music for cinema and TV films: in the latter, because of the
limited budget, the (over)-use of electronics (with the privileged role
of the synthesizer since the 1980s) seems significant. Halfyard also
underlines technological constrains of listening to music coming from
a TV set: small (in comparison with cinematic) built-in speakers cannot
guarantee the highest possible quality of sound; instead they rather
assure sort of intimacy. This specific privacy of reception Halfyard
holds responsible for relatively less (than in cinema films) fragments
filled with music in TV shows. [11, p. 12]
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lll. ANALYSIS OF MUSIC IN THE TV SERIES:

METHODOLOGICAL PROPOSAL

When we think of analyzing music in television films we must
remember that the main source of information remains the film itself:
we treat it as a so-called phonographic document. In film musicology it
is widely accepted that musical scores are only auxiliary. Also listening
to the soundtracks alone, without images, can be helpful, but neither
the scores nor the recordings should be regarded as primary materials.
[12, p. 27]

For the needs of analyzing audiovisual works we often resort to
the descriptive method. As Maciej Gotgb declares, it is not only “the
historical backbone of the analysis in general”, but it also allows to
examine both simple and compound structures in a normative way. [13,
p. 241] While discussing music in TV shows, we predominantly refer to
well established musicological terms such as: theme, leitmotif, musical
symbol (and sinthom), but also make use of the notions stemming from
film studies, including the division of musical layer into diegetic and
non-diegetic (so-called background music), or differentiating structural
units of a film into episodes, scenes, sequences.

Preliminaries, associated with basic information about the
show, include the establishing of the genesis of the script, describing
the plot and understanding the general context of the production (for
example, whether similar serials were produced at that time, etc.)
It is also worthwhile to sketch profiles of the show’s creators—the
director(s), the scriptwriter(s), and the composer(s). We also need
to specify who was responsible for performing the music, whether it
was released in the recorded form, e.g. as an album or perhaps even
published as a score.

Further research can be carried out within a larger framework that
differentiates between several analytical perspectives determined by
their temporality. Therefore, we can distinguish:

the perspective of an episode,
the perspective of a scene/sequence,
the perspective of the whole serial.
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The perspective determines research questions and goals,
whereby each of these levels of the analysis is characterized by
different approaches and analytical tools. In the perspective of an
episode we usually undertake normative measurements; in the
perspective of a scene, descriptive analysis is preferred; while in the
discussion and interpretation of the whole show, we usually venture
most speculative and hypothetical statements.

3.1. The perspective of an episode—the starting point for further
research—focuses on verifiable data. Here we proceed to the number
of seemingly prosaic, yet necessary actions (gauging) in order to:

e determine the length of every episode (counted from the initial
credits treated as a starting point, including end credits. The time code
[e.g. 0:00] is always given in minutes and seconds);

e extract musical fragments, and identify the exact moment of
their appearances in every episode;

e measure the duration of each musical fragment;

e calculate the percentage of musical fragments in every episode.

It must be remembered that the same procedure (measuring and
describing all musical fragments) needs to be repeated for every single
episode. In case of soap operas or sitcoms, etc. with an enormous
number of episodes we may, however, decide to analyze a cluster of
representative episodes, i.e. the ones that to the best extend illustrate
typical strategies used in the musical layer and hence serve as good
examples of the musical stylistics applied throughout the serial. For
the better clarity all obtained data can be presented in the form of
diagrams, tables, graphs, charts, etc. [14, pp. 123-133]

Atthisstage of the analysis we also need to considerthe divisioninto
diegetic (being part of the narrative) and non-diegetic (background)
music, in both cases identifying the prevailing style, be it romantic,
popular, jazzy, etc. and establishing preferred instrumentation.

It is the next step though, that seems of crucial importance for
the whole analysis: it involves determining the most distinctive,
frequently repeated musical structures which can be tagged as
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leitmotifs. While carefully watching and listening we will be able to
determine the relation of these musical themes with the images
(heroes, objects, or places). What usually characterizes leitmotifs is
the specific use of instruments (e.g. in an atypical register), catchy
tunes, interesting rhythms (e.g. syncopated, tuplets), characteristic
harmony (e.g. modal) or other elements. The leitmotif is often defined
as «a cohesive and compound distinct gesture that unfolds within the
limits of a psychological present”. [15, p. 448] As Ruth Hacohen and
Naphtali Wagner write “each leitmotif contains an inherent semantic
content upon which its referential and contextual functions are
constructed”. [15, p. 447] Justin London compares the function of
leitmotifs with that of people’s names, but—contrary to Hacohen and
Wagner—he claims that leitmotifs (just like names) are semantically
empty (they do not carry specific information), and underlines their
referential role. [16, p. 87] Although usually quite short, leitmotifs
carry enormous musical potential, hence they are usually easily and
quickly remembered by the viewers. Thus the sonic identification of
the show is tightly connected with the recognizability of the leitmotifs
it introduces. Of seminal importance becomes the musical motif
accompanying the opening credits:*

it receives the status of the musical logo of the show. It may
be used as a tool to gain the viewers’ attention, [17, p. 128] and is
compared with a specific musical greeting (hailing). [11, p. 45] Also
closing motifs—often repeating the opening motifs—cannot be
overlooked: together with opening motifs they sonically define the
time of the particular episode as if taking it into cognitive brackets.
[18, p. 45] For some authors opening and ending motifs are the liminal
moments of each episode: Halfyard, for example, stresses that they—
in an almost magical way—mark the time of the episode separating
the ordinary world and everyday time from the period spent watching
the episode. [11, p. 47]

4 Instead of the opening motif, there may appear the song, fulfilling the function of the opening
motif. Alternative we may deal with a hybridization of instrumental motif and a song, e.g. in the
form of whistling theme or so called vocalise.
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When it comes to diegetic music, we need to pay attention to all
—usually rather short—fragments which make use of the pre-existing
material. While searching for their sources it is advisable to consult
the ending credits which usually provide such information. Diegetic
music can represent various stylistics (different from non-diegetic),
depending on the needs of the plot. We also need to consider whether
diegetic music takes over the role of the leitmotif. Moreover, in some
cases a distinction between diegetic and non-diegetic music is so
blurred (even on purpose) that it is almost impossible to determine
if we are dealing with diegetic or non-diegetic music, but these rare
situations should be carefully examined. [19, pp. 1-25]

Having established the set of mostimportant (or evenall) leitmotifs,
we turn to identifying musical symbols and sinthoms. According to
Philip Tagg “music is particularly suited to the direct symbolisation and
communication of affective states and processes” [20, p. 25] and it can
be assumed that some sound effects heard in TV shows actually resume
the function of musical symbols. These symbols can be compared
with musical gestures or figures that become indispensable elements
of the narrative. Such musical symbols denote certain meanings only
in specific context, [21, p. 129] and their interpretation is always
dependent on that context. Sonic symbols can take on various forms,
e.g. identified even with some acoustic effects, not only musical one,
because their presence constitutes a part of cinematographic narrative
defined as super-reality which “turns towards the direction of anti-art,
a withdrawal of the aesthetic away from the beautiful and towards
the grain of brute actuality”. [22, p. 32] These ‘brutal’ sound effects
exceed the framework of reality as we know it from everyday life. As
Michael Filimowicz writes, this super-reality “represents an assault on
our senses. At the same time, it can be understood as an increase in
the resistance of the Real, a move in the opposite direction of Ideality
and will-amplification, pleasure and sensorial access”. [22, p. 32] As a
consequence, these musical symbols ‘vectorize’ the direction of our
reception, suggesting and prompting, perhaps even determining the
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way the viewers watch the episode. However, despite some obvious
advantages of introducing musical symbols there are also many doubts
concerning their (1) reception and (2) interpretation. Firstly, musical
symbols can go unnoticed by viewers as most sonic effects seem so
perfectly embedded into the acoustic layer of the shows. Alternatively,
they can be interpreted simply as ‘environmental sounds’—to use
Michel Chion’s terminology. [23, pp. 18—19] Secondly, musical symbols
are assigned to a variety of functions and their meaning can be either
imprecise or exaggerated, because symbols carry the element of
mystery, unlike leitmotifs whose identification is unambiguous (via
connection with visual elements). But what is even more confusing is
the fact that every single viewer can suggest their own interpretation
of a given symbol. While recognizing this situation, Slavoj Zizek noted
that some effects without carrying such pre-determined meanings
may be, nevertheless, endowed with them by the viewer. In other
words, these effects can be interpreted as symbols but this symbolic
function is not permanently assigned to them. In that case, instead of
symbols, Zizek talks about sinthoms (after Jacques Lacan). Sinthoms
remain totally dependent on the interpretation: recognizing them is
not necessarily connected with the context of their appearance, but
rather with the will of the observer/commentator. Zizek writes that
sinthom is a kind of ‘tick’, a repetitive feature that is able to “merely
cipher a certain mode of jouissance and insist from one to another
totality of meaning». [24, p. 98] Thus sonic sinthoms not only enrich
the musical layer, but also the narrative, adding to the attractiveness
of the show by allowing the viewers—introducing their own sinthoms
—to personalize these productions.

3.2. The role of music in TV shows can be also studied on
the example of selected scenes or sequences. The scene can be
understood as a basic film unit, consisting of at least one shot; it is
characterized by the unity of time, place and action. [25, pp. 12-13;
26, pp. 172-173; 27, p. 21] The sequence includes several consecutive
scenes combined by the narrative, sometimes common location or
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time. In some cases music plays a constitutive role actively shaping
dramaturgy, underlining the sense of continuation (both temporal
and geographical) between scenes, as well as emphasizing logical
and organic link between the shots. And yet, determining which
scene should be examined (as a case study) is not an easy task. Some
authors are of an opinion that finding the most representative scenes
is most often determined by the researchers’ intuition. [28, p. 156]
Other criteria include the literature overview, references to the press
reviews, following the choices of other viewers as expressed in polls,
or in online fora.

It is never futile to ask whether music heard in the selected scene
could be different: in other words, we may deliberate upon the cause
(why?), and the aim (what for?) of using particular musical solutions
in a given scene. At that stage of the analysis the researchers must
be especially aware of their methodological limitations (positionality)
as they often tend to pay attention to musical-visual associations
as determined by their own upbringing, cultural context, and/or
idiosyncratic preferences.

3.3. The perspective of the whole show is an attempt to think of all
episodes as one—complex as it is—entity. In this holistic approach we
assume that the essence of the discussed show can be grasped only
by looking at it as a coherent, organic unity. The sum of all principles
governing musical fragments appearing in all episodes may prompt
final conclusions. The set of these rules creates what Janet Halfyard
callsmusical strategy of agiven show. [11, pp. 24—-25] While considering
all episodes in a simultaneous rather than successive manner their
syncretism hidden behind the idea of a cycle can be revealed. [29, p.
7] The term ‘cycle’ may even become the key term to understand the
organization of musical fragments appearing on a given TV show as its
very idea refers to the integration on the structural level. [30, pp. 6-9]

Crucial at this stage is also to observe such musical gestures—
tunes, rhythms, etc.—which are not only repeated in all episodes, but
in fact constitute their sonic aura. Most often they appear already in
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the opening theme or song: associated with a given production they act
as so-called sonic saddles, whose meaning is revealed in their constant
discovery. [31, p. 160] However, it is also possible to identify a number of
musical themes which appear only once, never re-used again: these are
so-called forgotten motifs or lost motifs. On top of that, there may exist
a number of such musical themes in the diegetic and/or non-diegetic
layer that actually re-occur several times, on different occasions, but are
not associated with any particular image (hero, place or even situation,
feelings). Denied the status of the leitmotif, neither symbols nor
sinthoms, they nevertheless prove their tremendous capacity fulfilling
the sonic space of numerous fragments. Their exploitation serves as an
excellent example of musical recycling. [11, p. 19]

At the end of this stage of the analysis it is worth to evaluate
the musical layer of the show. For example, we may look at other
soundtracks provided by the same composer, or compare given
soundtrack with music from other shows directed by the same
director. We may be interested in comparing soundtracks in serials
from the same time, e.g. dealing with the same topics, etc.

* % %

To sum up, this sketch inscribes into the widely observed tendency
to appreciate the role of musicin films, but advocates studies on music
featured in TV films and especially TV shows (serials, series, etc.) These
productions not only attract more and more viewers (fans), but also
seem to transgress political and cultural borders: soundtracks from so-
called ‘cult’ serials should be treated as co-responsible for their huge
commercial success since they are used to advertise these shows all
around the globe. This paper presents methodological procedures
how to analyze music in TV shows, embracing three, interdependent,
discursive perspectives: referring to an episode, to a musical scene/
sequence and to the whole serial being a cohesive entity. The
theoretical framework provided in the article is designed as a modest
proposal for musicologists and film specialists alike, as well as all those
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interested in musical and sonic aspects of TV shows, who can also
develop their own, individual approaches to music in TV shows.
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SINGING ETHOS, PATHOS, AND ETHNOS:
THREE GENERATIONS, FOUR ISRAELI
EUROVISION VICTORIES, 1978-2018

Abstract: The article analyzes the musical and extra-musical factors that
may have influenced Israeli victories in the Eurovision Song Contest in 1978,
1979, 1998, and 2018. The role of folklore elements, sociohistorical and
geopolitical contexts are considered. The victory of the song-show “Toy”
(Netta Barzilai, 2018) is viewed as result of a complex strategy, constructing a
self-sufficient antimodel image and exploiting different factors like devotion
of queer community to the Eurovision and public solidarity with victims of
sexual assault #MeToo.

The case of Dana International (1998) is viewed against the background of
the LGBT movement culminating in the late 1990s in its struggle for acquiring
recognition as sociopolitical power and resulting in support by the European
Union.

The article focuses on two Israeli songs winning in 1978 and 1979: “Abanibi”
(music: Nurit Hirsh; lyrics: Ehud Manor; soloist Izhar Cohen) and “Halleluyah”
(music: Kobi Oshrat; lyrics: Shitrit Or; soloist Gali Atari). They are considered
through paradigm of folklore elements and national cultural symbols.

The author uses her theory of vernacularity in music subdividing it into phylo-
vernacular and onto-vernacular types/functions. The former applies mainly
to the primordial folklore associated with ritualistic agricultural societies, and
characterized by stability; the latter applies to the folklore practiced by an
urbanized population and implies an ongoing process of interaction between
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the initial corpus and popular music, openness to influences and borrowings,
and a separation from ritual. The onto-vernacular is characterized by
changeability.

The Eurovision presents a global culture “locus,” an extreme meeting point
between the two types of vernacular. Phylo-vernacular elements, ingrained
in each country’s cultural roots, are here mixed with a general, global pop
style creating onto-vernacular, aimed at intercultural communication
aesthetic preferences. Use of both types/functions reflects national identity
of participating countries.

Keywords: Eurovision Song Contest, Israeli folklore, popular songs, phylo-
vernacular, onto-vernacular.

INTRODUCTION

The Eurovision Song Contest (ESC), founded in 1956 and based on
the model of the San Remo Music Festival, is an annual international
competition mainly between countries that belong to the European
Broadcasting Union.! With its reputation for upholding the democratic
principles of voting, the ESC has eventually come to encompass more
than forty countries and is watched by billions of viewers globally. The
immediate exposure of its repertoire greatly influences the development
of popular music, both locally and internationally. The winner’s country
gets to host the following year’s competition. Israel has participated in
the ESC since 1973 and has its own story of success and failure.

This article analyzes the musical and extra-musical components of
Israeli winners of the ESC, spanning over a period of forty years. Israel
has celebrated several victories: four first places and two second places.
An analysis of these reveals the dynamic changes that have taken place,
not only in musical style and verbal and visual messages, but also
against the background of the political contemporary circumstances,
which provide a specific context and, to a certain degree, probably
influence votes.

| thank Esti Sheinberg and Naomi Paz for reading the draft and suggesting valuable comments,
as well as Asnat Goldfarb-Arzuan for our long discussions of Israeli songs and important
information.
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The 1979 ESC, which took place in Jerusalem following Israel’s
1978 victory in Paris, presented each country via pleasant cartoon-style
epigraphs displaying that country’s most commonly perceived cultural
symbols. One of those featured two men in ancient robes and sandals
carrying a huge cluster of grapes and accompanied by an oriental flute
improvisation. The animation drew images of biblical Joshua and Caleb
—two of twelve “spies” (in fact scouts or observers sent by Moses to
explore the land of Canaan for its conquest as a Promised Land, Numbers
13:30). Suddenly they stopped, removed their robes to reveal modern
red sport shorts, and sat down cross-legged. “Israel!” the broadcaster
announced to the amusement of the audience. [1, 52 min. 57 sec.—53
min. 42 sec.]

Indeed, being one of the most ancient and simultaneously one of
the youngest states in the modern world is characteristically an Israeli
dichotomy and one of the main sources of its vitality and attraction.
There are, however, other dichotomies that define Israel’s artistic
identity as presented at the ESC. Its geo-political location is on Europe’s
periphery, while also, like Greece, it is one of the founding nations of
Judeo-Christian Europeanism. The country’s cultural “double identity”
mixing Western and Eastern traditions and traits, grants it too a special
profile. Finally, the disproportion between Israel’s tiny territory and its
constant presence in media headlines (which more often than not are
politically biased) is yet another paradox, reinforced by the country’s
excellence in technology, science, defense ability, GDP per capita, and
other qualities, even if these are sometimes mythologized. In addition,
all its ESC first prizes wins—in 1978 and 1979, 1998, and 2018—
have remarkably coincided with celebrations of the State of Israel’s
anniversaries: 30, 50, and 70 years respectively, with wars and terror
attacks in between, against the background of the ongoing Arab-Israeli
conflict and the ever more distant dream of a peaceful coexistence.
The stubbornness of Israel’s national spirit, the kibbutzim, Holy Land
monuments, and diverse landscapes speak to the public imagination
and imbue it with mixed sentiments, of which Israelis are well aware,
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still being surprised whenever a positive international recognition is
received.

Some Eurovision Song Contest victories are remembered through
the name of the song, with the personality of the singer mattering less.
Other victories are remembered due to the name of the singer, and it
does not really matter what the singer has sung. This binarity highlights
the fact that the quality of the song (or the opportune timing for its
style) and the social image of the singer (or the right moment for his or
her popularity) are equally decisive factors in the ESC. Both musical and
extramusical features, therefore, are equally important when seeking
to explain the ESC’s wheel of fortune.

The recent ESC victory of Netta Barzilai (“Toy”) is still fresh and
in the spotlight, and therefore, it might be a bit early to understand
it in context. The 1998 victory of Dana International has been widely
discussed and researched. The present overview merely sketches them.
Subsequently | focus on the Israeli earlier 1978 and 1979 triumphs—the
songs that are remembered mainly by their titles.

NETTA BARZILAI

Notwithstanding the influence of the mass media in managing,
maintaining, and contributing to triumph, the success of a particular song
is largely beyond comprehension.? Nevertheless, some of the strategies
employed by singers and song-writers have proven their effectiveness,
as brilliantly demonstrated by the latest 2018 Eurovision winner, Netta
Barzilai. Both her aggressively anti-supermodel appearance and the
song (both lyrics and musical style), unmistakably resounded with the
multinational target audience. All worked in combination toward this
goal, starting with social network devices, such as a leak to YouTube
before the contest, and ending with Wonder Woman idol and model

2 Scholars and critics have sought to unravel the winning elements or their combinations:
melody, harmony, modulation, orchestration, visual solutions, textual topics etc. None of these,
however, can fully explain the reasons for a victory.
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Gal Gadot’s patriotic endorsement, encouraging her followers to
support Netta.?

The production, which is a spectacle rather than just a “song,”
presents a cluster of (often contrasting) meanings. While the song’s
motto is “I am not your toy,”* the singer’s visual image is precisely
that of a toy, including her hairstyle, make-up, costume, and colors
associated with Asian figurine in the onstage performance, [2] as well
as with a Barbie doll bride in a wedding dress, as she appeared for an
instant in the accompanying clip album. [3] Musical layer of the song
also contributed to the idea of a toy with its mechanical electroacoustic
loopers and ostinato-incantational “begging” chief motif.

The deliberate contradiction between the verbal meaning and
the visual image undermines any metaphorical significance of the
text. While this might confuse viewers with rationalizing tendencies,
a simple explanation to this alleged contradiction could be that these
appearances were aimed at teenage voters who are perfectly satisfied
with hearing the word “toy” while seeing a doll on the screen, hopefully
prompting them to add voting points to this entry.

The confusion, however, does not end here. Netta’s overall image/
message is vaguely transmitted from somewhere within a triangle of
different perspectives, all at the center of contemporary international
public interest. The first is suggested by the motto of the song, the
#MeToo movement, victims of sexual assault, as a subject hinted to
during various media interviews. This phrase, however, is not original
and (accidently or not) borrowed from a song by La Roux (Songwriters:
Eleanor Kate (“Elly”) Jackson / record producer Paul Benedict Langmaid),
which indeed conveyed a would-be #MeToo message as early as 2009.
Netta’s song lyrics tell, rather, the opposite: the annoyance felt by a
girl reacting to the lack of attention from a “stupid boy” who fails to

3 The historical moment/circumstances of the victory itself do not seem to play a role, at least
this time.

“There is currently a controversial discussion being held regarding the song’s authorship.
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identify her as no less than a Wonder Woman. This song, unlike the
2009 one flashes certain feminist overtones, not without a challenge to
the opposite sex.

The second perspective is that of a subtle but transparent
reference to the LGBT community. Netta’s sexual identity has never
been publicly revealed, but in her acknowledgements to the production
team she highlighted their belonging to the gay community. [4] The
defensiveness of the motto “I Am Not Your Toy”, regardless of its other
visible and hidden messages, appeals to the large queer community,
which strives to advance from its current minority position to at least a
status of equality with the straight majority power. [5, pp. 25—-36; 6, pp.
123-133] Netta is attractive for both straight and queer camps, leaving
them all guessing at her own sexuality based on her image.

The third perspective is that of her “being different” in her physical
appearance, which is bluntly in dissonance with modern society’s
‘aesthetic’ ideals. This perspective has no expression either in the
verbal text or in the music. It is purely visual and supported by her
interviews and comments. She models her performance as a call to be
true to one’s own, and powerful, self regardless of its discrepancy with
the ruling aesthetic ideal of a model:

[l was told] dress like you have nothing to celebrate. Dress in
black. Dress big. Short skirts are not for you. Short sleeves are not
for you. You're not sexy or beautiful. You're funny—that’s what you
are. And you are a good friend. Well  am here to break that because
this is a great evil that is done in the word to so many people.

People are locked in this state of mind and when | decided
that this [Netta gestures to herself] is who | am then that was that.
| always wanted to explore pop culture in my music and | didn’t
have a chance because being me and presenting that music... it’s
not existing. [6]

This latter perspective indeed appeals to many individuals, also
being in accordance with social ideas of tolerance and respect for all
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human beings, including those physically afflicted by disease, trauma,
or any discord with a socially preferred appearance.

In fact, as the general obesity epidemic expands, the aesthetics of
body perfection becomes increasingly irrelevant to everyday life, a kind
of reflection of past glamour. The unhappiness caused by not adhering to
the aestheticideal often sublimates into self-exotization, a metaphorical
“tattoo and graffiti”, the uglier the better. The phenomenon is neither
new nor isolated. The crisis of the post-WWII shattered illusory
expectations for a common prosperity and the triumph of Reason
sled into protest subcultures, which increasingly influenced three
generations over at least six decades. To borrow Curt Sachs’ (1946)
paradigm, the wave of Ethos that predominantly expresses “perfection,
permanence, serenity, strictness, and moderation” has become
overpowered by the wave of Pathos, tending to an expression of
“passion and suffering, freedom, and exaggeration”—both “by contrast
with a generation preceding”. [8, p. 334, quoted from 9, p. 140] Netta
Barzilai’s production serves to symbolize how deeply we are currently
immersed in the era of Pathos and what a gap separates it from the
past (and the next) era of Ethos. As history promises, the next “age of
reason” will probably come about some three decades into the future,
bringing with it new illusions and keeping humanity going.

DANA INTERNATIONAL

When, probably around 2005, Robert Deam Tobin wrote his
chapter “Eurovision at 50: Post-Wall and Post-Stonewall” and Dafna
Lemish wrote her “Gay brotherhood: Israeli gay men and the Eurovision
Song Contest” for lvan Raykoff’s and Robert Tobin’s A Song for Europe:
Popular Music and Politics in the Eurovision Song Contest (Ashgate,
2007)—both revealing the great affection of gay communities for
the ESC, they hardly predicted the appearance of the “bearded lady”
transvestite with décolleté, Conchita Wurst (Thomas Neuwirth) in 2014.
At the time of their writing, Dana International, with her song “Diva”
(1998), was still the most expressive manifestation of modern liberation
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—sexual, social, national, private—challenging and conquering nature
itself.

“Diva” (lyrics, Yoav Ginai; music, Tzvika Pick) constitutes a pretty,
mediocre, well-calculated Europop song that could have become quite
a hit even on its own merits. But:

Extravagantly performed by the popular transvestite electro-
dance singer Dana International (accompanied by loud protests
from religious members of the IBA directorate and Knesset
members), “Diva” became a European hit, embraced by gay and
lesbian communities across the continent. [10, p. 120]

The historical context is crucial here. The 1990s witnessed the
peak of the more than century-long struggle of the LGBT public for
social equality. In these years, the movement swiftly acquired political
strength and, like other minorities in democratic societies, became a
demanding power, imposing new rules upon the socio-political game.
The consolidation and political empowerment of Europe that began
soon after WWII and gained momentum with the fall of the Berlin
Wall in 1989, cajoled peripheral countries toward joining the European
Union. One of prices to pay for that, however, was the decriminalization
of homosexuality and a drop in the consensual sex age.

On 17 September 1998, the year of Dana International appeared in
the European public eye under the Eurovision limelights, “the European
Parliament made clear that it would not admit any nation that failed to
respect the rights of gays and lesbians.” [5, p. 31] To quote Tobin further:

Guaranteeing the rights of sexual minorities has become

a marker of European identity. Alisa Solomon, for example,

agrees that Israel’s entries to Eurovision — most obviously Dana

International’s participation —assert Israel’s membership in the

sexually liberal West rather than the orthodox theocracies of the

Middle East.” [5, p. 33; 11, pp. 149-165]

Waving the Israeli flag as she acknowledged her victory, Dana

International both asserted her membership in Israel and Israel’s
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membership in the arena of European popular culture, while
also queering, critiquing, and subverting the image of Israel and
Europe.” [5, pp. 34-35]

Represented by this performer, Israel, on its 50th anniversary,
appeared liberal, open-minded, progressive.

The 1998 ESC miraculously coincided with new markers of technical
progress, such as the system of televoting. This novelty allowed for
enormous support from the international gay community. Lemish
quotes one of her interviewees, Gideon:

“What warmed my heart was that this was the first year of
televoting and there was a huge buzz beforehand among the gay
community throughout Europe who promised to vote for her. And
when that was realized it was a sense of power. A gay power around
Europe.” [6, pp. 131-132, 133] The event constituted a climactic,
open and spectacular celebration of the entire LGBT community,
which “came out of the closet,” bestowing upon Dana the role of
their spokesperson. [6, pp. 131-133]

Like proselytes, who may become more religiously zealous than
those who were born into a religious environment, a man transitioning
to a woman seems much happier in her new gender, than any naturally-
born woman. Hence the delight in and glorification of cultural-historical
divas: “Viva Maria [Maria here is an English sonic swap of the Hebrew
word naria, meaning cheer, shout in triumph—M.R.] / Viva Victoria /
Aphrodita (sic!) / Viva la diva / Viva Victoria / Cleopatra.” No burden of
childbirth, nosocialinferiority. Thereis no mention of love in Dana’s song,
just a purely narcissistic admiration of femininity. Till then one could
legally change one’s name, religion, ideology, nationality, face, figure.
Changing one’s sex and, moreover, having this publicly acknowledged,
was an immense personal victory. Against the background of Dana’s
performance, we could see an entourage of girls attired in men’s suits.
The victory is more than simply a personal one: the minority grows in
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number and in power. Established by straight society, the Eurovision
increasingly resonated within the gay community, which intensely and
aggressively superimposed its own style and contents. Once empowered
by popular culture, the gay rights movement’s power became a reality.

SONGS FROM THE CONSERVATIVE PAST: ETHOS AND ETHNOS

During the first five years of Israel’s participation in the ESC a
professional committee selected the songs that would represent Israel.
In 1978, however, the sources of potential songs for the contest were
increased due to the traditional and very popular Israeli song festival:
“The IBA [Israel Broadcasting Authority—M.R.] decided to transform
the Israel Song Festival into a competition whose goal was to choose
the song that would represent Israel in the Eurovision contest.” [10, p.
119] The result was immediate and stunning. The candidate song “A-ba-
ni-bi” (or optimized as Abanibi; lyrics, Ehud Manor; music, Nurit Hirsh;
sung by Izhar Cohen, backing group Alphabeta) appeared to be the right
choice, albeit a risky one.

The risk related to the unusual topic of the song: a language “code”
used by children to keep secrets from their elders and “outsiders”. Such
language games are widespread in many cultures, following each syllable
of a word by a selected consonant (in this case “b”), echoing the vowel
of the syllable to hide its meaning from other listeners.> The words of
the refrain, A, were somewhat less than original: | love you; in Hebrew
ani ohev otakh, which, with the addition of the inserted “b” syllable,
becomes a-ba-ni-bi 0-bo-he-bev o-bo-ta-ba-kh. The two verses, B and C
(in an A-B-A-C-A-B-A structure), convey the reflections of a mature man
and his reminiscence of children mocking adults and bullying the girls
they fell in love with (verse B), followed by the sentimental statement of
the meaning of love, “love, a beautiful word that should be pronounced
openly and proudly” (in verse C).

5 For example, in sixteenth- and seventeenth-century Russian church chant, bored monks
created the so-called anenaiki, inserting the syllables a-ne-na or ne-ne-na between the syllables
of canonic religious texts.
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The song was sung in Hebrew, and the audience was not supposed
to understand a single word during the stage performance. All its
meaning and message were to be expressed by the music, voice, and
visual details. To the credit of the team, it did a great job: the song
features a cluster of hooks.® Nurit Hirsh generously equipped this
relatively brief song with three styles: refrain A in a Modern Hebrew
folk style; verse B in Europop; and verse C as a Romantic cantilena —
each style reflecting imagery of the verbal text.

Refrain A dominates the song. Its modal and pentatonic melody
whirls within I-V fifth and stresses a frame of I-IV fourth. The minor-
mode trichord motive, multiplied and repeated with minimal variation
over a rhythmic ostinato, is ingrained in the ear like the ritualistic
formula of a primordial song. Darbuka as the mainly audible percussion
accompanying the band, and especially highlighted in the instrumental-
dance ritornello before the last A refrain, also ensured Mediterranean
flavor of the song.

The short verse B over the text describing the “bad behavior,”
consists of the plain and common Europop call-and-response phrase.
The rock and roll beat intensifies into a feeling of aggression, that is
strengthened by swing-style syncopated brass chords and flashing
string glissandi. This verse continues in the main fast tempo, generally
showing only little contrast to the refrain. The real musical contrast
appears after the first A-B-A section in the middle episode of the song,
verse C.

The C episode is unexpectedly lyrical. It is also diatonic and in minor
mode, but not modal, though with the use of natural, hence major, llI
and VI (with its dominant). The composer allows the melody to ascend
in a sequence like a budding flower, with lyrics speaking on the beauty
of love, letting Cohen’s expressive voice to open in delight. The ultimate
and resolved climax sounds only once, leaving the listener with a

% Hook is a term in popular music studies for any detail of a song (in melody, harmony,
orchestration, lyrics, vocal properties of a singer etc.) that is perceived by public as catchy and
contributes to the song’s popularity.
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desire to hear more. Instead, Nurit Hirsh repeats just half of the lyrical
phrase, sophisticatedly re-harmonizing the melody with a chiaroscuro
of interchanged minor and major chords and abruptly returning from a
dreamy image to the masculine dynamics of the initial A-B-A.

What the audience saw, was as follows: [12:1 h., 22 min,,
32 sec.—1h., 27 min., 00 sec.] The composer and conductor Nurit Hirsh
appeared on stage first. She was one of the first women conductors
in the ESC,” thereby conveying a strong message of Israeli modernity
and liberalism. Entering the stage in a formal long black skirt and
white blouse, heavy wedge-heel sandals and plain hairstyle, she
ceremoniously curtseyed. Her presence, dignified and composed,
and her confident conducting the band’s rhythms, constituted a great
symbol of the young and liberal Israel.

The dark-skinned soloist, Izhar Cohen, already a successful Israeli
singer, radiated exotic Yemenite charm, with his mop of curly hair, his
behavior marked by lively spontaneity, a kind of younger and Middle-
Eastern version of Tom Jones. Clearly, he was the best choice for this
event. As the Paris ESC broadcast enabled the viewers to see the artists
offstage too, they were shown entering the lift that would bring them
up to the stage. There was a moment in which Western viewers might
be taken aback seeing Cohen entering the lift first, before the women,
something European men would never do (at least not in those years).
The sophisticated design of his shirt added to the conventional fashion
at the time for ESC competitors: low cut on the chest and a collar
edged with floral embroidery, suggesting a rather rustic, simple lad, an
image that organically suited the song. The backing vocalists were all,
uncoincidentally, attractive oriental types.

The combination of ancient, traditional, and modern elements in
the music, language, and on the visual plane, some of which can be
interpreted as both ethnographically defined and as transcultural,

7 Nurit Hirsh also appeared in Israeli debut at Eurovision in 1973, second after Swedish
composer/conductor Monica Dominique.
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constituted an unexpected and attractive image of a young, beautiful,
independent, both modern and traditional, strong and confident Israel.
There were no references to the trauma of East-European Jewry and
no references to the stigma of Israeli military presence in territories
occupied since the 1967 war. Rather, the message was of a new
generation of peaceful people, who were perhaps a bit mischievous in
the past, but then matured into caring adults, just like any other people
living their lives in their own lands.

With all the merits of “Abanibi”,® one should not ignore the
element of mazal (luck). The year 1978 in the ESC was characterized
by experimental searches for new styles that could bring success. After
the 1975 winning Europop song “Ding Dong” (The Netherlands), the
1976 globally-embracing hymnic “Brotherhood of Man” (Britain), and
the 1977 somewhat conservatively-pathetic French song “L'Oiseau et
I'enfant” (whose melodic outline bears a surprising resemblance to
Blanter’s “Katyusha”), a clear tendency to seek new directions could be
perceived. This might have been influenced by the avant-garde jazz and
progressive rock trends, to which popular music responded, introducing
anti-“hit”, recitative features. Such searches, however, are in principle
ineffective, if indeed not harmful, because of the very nature of popular
music, which paradoxically combines conservatism with rejuvenation.
The experimental songs might have contributed to diversification of
the Eurovision’s stylistic spectrum, but they did not lead to winning the
contest. Moreover, several singers (and their audience) were afflicted by
poor intonation. This unstable context was thus, may be paradoxically,
favorable for the Israeli song. Appearing as the eighteenth song out of
twenty competitors, Israel received 157 points, well ahead of the next
place, Belgium (125 points). But who voted for Israel and with how
many points?

Six countries granted the maximum 12 points: Switzerland,
Belgium, The Netherlands, Turkey, Germany, and Luxemburg. Two

8 The song is still alive, telling new generations what they want to hear in it. An interesting and
very different and intimate version is presented by Netta Barzilai. [13]
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countries—Finland and Portugal, gave 10 points; and five—Ireland,
Norway, Italy, France, and Austria awarded 8. Denmark and Spain—6;
Britain and Greece—5; Monaco—3, and Sweden—0. This renders
a variegated picture, but a certain trend of support from small or
peripheral countries can be spotted.® This is the point where a general
assessment of “Modern Hebrew folklore,” or rather, the concept of
vernacular in Israeli music, is due.

EUROVISION SONG CONTEST AND VERNACULARITY:

NATIONAL AND INTERNATIONAL

The refrain of “Abanibi,” as a study case, relates to my differentiation
between two types/functions of vernacular music, which can be found
in many cultures: the phylo-vernacular and the onto-vernacular. The
former applies mainly to the so-called primordial folklore, inherited
from previous generations, associated with ritualistic agricultural
societies, and characterized by stability; the latter applies to the
folklore practiced by an urbanized population and implies an ongoing
process of interaction between the initial corpus and popular music,
openness to influences and borrowings, and a separation from ritual.
Accordingly, the onto-vernacular is characterized by changeability. The
borders of these types/functions are blurred, since one often turns into
the other, for example, in situations of people’s migration and other
socio-historical changes. In my research during the last twenty years
| have examined and applied this theory to various cultures and their
music corpuses. The Eurovision, which represents a kind of a global
culture “locus,” is an extreme meeting point between the two types of
vernacular: the ancient, phylo-vernacular elements that are ingrained in
each country’s cultural roots are here mixed with a general, global pop
style creating onto-vernacular, aimed at intercultural communication
aesthetic preferences.

° Along with the 20 participating countries, the show was also broadcast live in Yugoslavia,
Tunisia, Algeria, Morocco, Jordan, East Germany, Poland, Hungary, Czechoslovakia, Dubai, Hong
Kong, the Soviet Union and Japan.
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As a general survey of the ESC repertoire demonstrates, including
the period after 1990, when many new East-European States joined the
contest, the smaller and the farther a country is from the “European
cultural center” (a West-European area), the higher it considers its
(phylo-vernacular) national identity, and consequently its message to the
European family. It is not by chance that Ireland, with its unique wealth
and vitality of phylo-vernacular folklore, has been a multiple winner of
the Eurovision. Phylo-vernacular elements are a very strong component
of popular music, when it fulfills a national representation function in
international forums, which may range from prestigious contests to
advertising domestic tourist attractions. The ratio between phylo- and
popular (“onto”) elements in the complex stylistic combination—of a
desire to emulate the distilled Europop and the aspiration to express
unique national identities—is quite telling about the socio-cultural
nature and spirit of a country. The topic still demands substantial
research, but my preliminary observations suggest the following:

The posited phylo-vernacular materials employed for national
political ends, as manifested in a “peaceful competition” among nations
at the Eurovision at the end of the long twentieth century, included
instances of both displaying and avoiding phylo-vernacular features. In
the ESC, three kinds of messages can be detected through the use—or
avoidance—of phylo-vernacular characteristics. While elements of the
phylo-vernacular may express national pride, use of the onto-vernacular
is more communicative: the more onto-vernacular, the greater the
desire to be understood. A limited use of “soft” phylo-vernacular traits
manifests a wish for good relations; while “hard” phylo-vernacular
characteristics convey a defensive attitude of self-marginalization.

| return now to the Israeli case and specifically to the refrain of the
“Abanibi” song from a broader historical perspective. To call it “Modern
Hebrew folk” would be correct only in the context of conscious
construction (or what was imagined as reconstruction) of the national
Hebrew folklore in the 1930s. Even if it was based on medieval European
modes and on what was known to musicians from the pentatonic Slavic
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East-European corpuses of agricultural ritual folklore, it still fulfilled the
cultural function in constructing a new national identity.

There is a well-known psychological analogy: in the same way
that a smile could be an expression of relaxation, it can work in the
other direction: a smile as the facial feedback can induce relaxation.
Similarly, if agricultural folklore is an expression of life on the land, even
artificially created “folklore” can inspire and stimulate life on the land.®
The analogy is indeed oversimplified, but it is hard to disagree with
the notion that Zionist ideology, strengthened by the Tolstoyan idea of
labor communities and socialist ideas, played a decisive role in building
the State of Israel; its folklore and song culture in general constitute a
serious cultural factor and source of power for the national spirit still
today. The refrain of “Abanibi” conveys a message of stability and deep
roots in the land. The presenter of the program added “Sabra”*! to the
introduction of the singer Izhar Cohen, which also contributed to the
general message of the song.

One should bear in mind that, in 1978, many tragic, heroic, and
glorious events associated with Israel were still fresh in the memory
of the European public. Only 11 years had passed since the Six-Day
War of 1967; only six years since the Munich massacre of 11 Israeli
athletes at the 1972 Summer Olympics; and only five years since the
1973 Yom Kippur War, when Israel was attacked by surprise on the
Day of Atonement, its holiest religious holiday. Two years before that
Eurovision, in 1976, the Israeli Rina Mor was crowned as the first
Israeli Miss Universe. In that same year, 1976, the incredibly daring

1 To quote from Moshe Vilensky, one of the best and most important composers of Israeli
song, who said in 1965: about the role of Hebrewism in the Israeli popular song: “The local
character [of a song] cannot be imposed by an order, and generally the ‘light song’ speaks in
an international language, except for the local sound ... and such a sound exists in our song
because of the Hebrew language. ... It is also worth mentioning that what is considered among
us as a folk song is not a real folk song; it was also invented in an artificial manner.” [Quoted in
10, p. 122]

1 Hebrew word meaning cactus and, implying its being prickly outside and soft and sweet
inside, metaphorically used for “born in Israel”; the word entered as such in some European
languages.
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Operation Entebbe was carried out by Israeli commandos, to rescue the
passengers of a hijacked French plane bound for Israel—an event that
was immediately made into two television films: NBC’s Raid on Entebbe
and IMDb Victory at Entebbe, both released in the winter of 1976—
1977, and lIsraeli film Operation Thunderbolt.*? The thrill of following
Israeli history’s unfolding in real time continued. On November 19,
1977, Egyptian President Anwar al-Sadat announced his wish to come
to Jerusalem and address the Knesset (the Israeli parliament). This was
the beginning of the peace process, realized in March 1979, when Israel
and Egypt signed the peace treaty. Europe was ready to embrace Israel.
Halleluyah!

HALLELUYAH (FIRST PRIZE, EUROVISION 1979)

Nothing could be more joyful, more optimistic, symbolic and
appropriate to that historic time than hosting the 1979 Eurovision Song
Contest in Jerusalem.

«The win [in Eurovision 1978 —M.R.] brought prestige and
national pride, and the right to host the 1979 Eurovision contest.
The extravagant production of the eventin 1979, broadcast live from
Jerusalem to tens of millions throughout Europe,®* and the first-
place win achieved again by the Israeli entry—“Halleluyah” (lyrics
Shimrit Or; music Kobi Oshrat; performed by the vocal ensemble
Halav u-devash [Milk and Honey], with soloist Gali Atari) —swept
the Israeli public with pride.

“Halleluyah,” perhaps one of the most Eurovisionic songs
ever composed, was chosen [in Israel, for participation in ESC
—M.R.] by a clear margin. The song had all the elements of the
Eurovision formula: a catchy, “international” word (halleluyah is a
biblical Hebrew word known to every Christian) repeated in almost

12 |n USA the film was known as Entebbe: Operation Thunderbolt. It was theatricalized later in 1978
in the UK.

13 Live broadcast was in 19 competing countries and Turkey, Romania, Hong Kong and Iceland. [1]
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every line (the song has no refrain); a short symmetric melody of
sixteen bars that builds up to a climax through constant changes in
texture; and successive modulations of a minor second upward in
each repetition of the chorus, an effect that creates the illusion of
increasing tension in the song and a movement toward a peak».
[10, p. 120]

Contrary to the 1978 Eurovision in Paris, the 1979 competition
presented many high-quality entries, and the Israeli’s victory, with
125 points, was a close one with the very good Spanish song “Su
cancidn”, excellently performed by Betty Missiego. Even if that night the
vocal performance by the Israeli singer was less confident than later, the
quality of the song, with all its musical and extramusical properties, was
overwhelming. What the above-cited description of the song does not
mention is the striking melodic similarity to the “Abanibi” refrain. The
basic trichord motive is common to both, initiating a generally diatonic
melody. The difference lays in the harmonization. Instead of I-llI-IV in
a minor mode, the very same trichord is performed here on IlI-V-VI,
in a major mode. Its effect is similar, the trichord being rooted in the
(almost universal) primordial phylo-vernacular musical memory.** The
general Europop style of the song, however, is so dominant, that the
sources cannot be found in the same “Modern Hebrew folk” dimension
as “Abanibi”. The hymnic cantilena of the song could be referred, albeit
with some stretch of the imagination, to the Judeo-Christian chant
tradition, while incorporating an active and heavy combination of rock
and swing rhythms and orchestral timbres.

The national Israeli—or phylo-vernacular—elements appear,
more than anywhere, in the iconic word “Halleluyah”, used in all
Jewish and Christian religious services. This word alone outweighs all
music significations, although they too contribute beautifully. These

14 0On Deep Structure in music see, for example, works by Fred Lerdahl, Ray Jackendoff [14] and
John Sloboda [15].
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include the location as the locus where the very word Halleluyah
originated. To sing “Halleluyah” in Jerusalem—the Eternal City, the
Center of Earth—and to broadcast it live across Europe and Asia,
was by itself an exciting event of immense signification. It united the
ancient Biblical Ethos with the Beethovenian illusory call of the Age of
Reason for “Millions be embraced!”—and all of this fitting perfectly
into the very idea of the ESC.

The Israeli soloist Gali Atari’s dress sophisticatedly combined a
rustic-festive simple cut with a provocative transparency of fabric,
vaguelyrecallingancient world female figures as featuredin neo-Classical
European ballet. The name of the ensemble, Milk & Honey, referred to
the Promised Land “flowing with milk and honey” (Exodus 3:17). The
stage set design, where the presenters stood, included ancient stones
and green plants, all typical Israeli landscape details. This alone made
both the spectators in the auditorium and the viewers at home feel
they were immersed in a mythological wonderland of biblical reality.
The introductory film prior to the performance breathed the fresh air of
a modern and happy Holy Land. Indeed, the entire broadcast radiated
a feeling of happiness and celebration. All the elements combined to
transmit Halleluyah as a winning symbol.

The voting was, interestingly, similar to that for “Abanibi”. 12 points
were given by Portugal, Ireland, Finland, Sweden, Norway and Britain;
10 by Spain; 8 by Monaco, Luxemburg and Austria. Solidarity from the
periphery of Europe was even more evident than in 1978.

Under the assumption that the phylo-vernacular factor is a strong
one and important for the national identity of many countries that
maintain agrarian culture and feel peripheral in relation to the leading
European cultural centers, it can be posited that Israel twice succeeded
to win the ESC through a subtle balance between phylo-vernacular
elements and popular music ones. According to my classification of
Eurovision Song Contest messages, Israel, atleastin 1978-79, transmitted
confident Ethos and Ethnos: “We are small, proud of our uniqueness,
but competent, standing up to and with the European family.”
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MECHW 3TOCA, MA®OCA 1 3THOCA:
TPN TTOROJIEHNA —

YETbIPE NOBEADLI U3PAUNA

HA «<EBPOBUAEHUW» (1978-2018)

AHHOTauumA. B cTaTbe aHaNM3MPYIOTCA My3blKasibHble U BHEMY3bIKanbHble dakK-
TOpPbI, KOTOPble MOFIN NOBAWATL Ha YeTbipe nobeabl U3PanIbCKUX NeceH Ha
KOHKypce «EBpoBuaeHue» B 1978, 1979, 1998 n 2018 rogax. PaccmaTtpusatorca
COLMANIbHO-UCTOPUYECKUIA U FeOMNONUTUHECKUIA KOHTEKCTbI, 0COBEHHOCTU BU3Y-
aNbHOTO PAAA, POib GONBKIOPHbLIX 3/1EMEHTOB B MY3bIKe.

OTMeYeHa C/I0KHas M MHOTOYpPOBHEBAsA CTPATErMs B CO34aHUM MECHU-LIOY
«Toy» («Urpywka») B ucnonHeHun Hettbl Bapaunai (2018), ctposwelt camo-
LEeHHbI UMUAXK aHTU-MOAENN U SKCMNYaTUPYIOLLel Takne pasHOHamnpaBieH-
Hble ABNEHUNA KaK nHTepec K «EBPOBMAEHMIO» CO CTOPOHbI KBUP coobLiectBa K
CONMAAPHOCTb C KepTBaMM CeKCyaNbHbIX gomoratesnbcts #MeToo. obena
[JaHbl MHTepH3WwHA (1998) paccmaTpuBaeTCs B KOHTEKCTE KyJIbMUHALMK ABUKE-
HuA JITBT 3a 06LWeCTBEHHYIO IaCHOCTb M NPU3HAHWE ero Kak CamoCTOATE/IbHOTo
COLMANbHO-MOMUTUYECKOTO ABUKEHUA, NONYYMBLLENO NOAAEPKKY EBpOCOt03a 1
CTaBLUErO BAMATE/NbHbIM GAKTOPOM B BO3MOMKHOCTU MPUCOEAMHEHUA K HEMY
CTpaH Ha nepudepun KOHTUHEHTA.

OcHOBHOe BHMMaHMWe B cTaTbe GOKYCUPYeTcA Ha aHanu3e ABYX M3PaUIbCKUX
NeceH, BbIUTrPaBLIMX KOHKYpC «EBpoBuaeHue» B 1978 (Mapusk) n 1979 (Mepyca-
nnm) rogax. Obe necHu: «AbaHmbu» (my3bika Hyput Xvpuw, cnosa Ixyaa MaHopa,
conuct Usxap KoaH) n «Anannyiia» (mysbika Kobu Owpart, chosa LWnTput Op, co-
nncTka Fanun Atapum) paccmaTpuyBatoTca Yepes napagurmy GosibKAOPHbIX 31eMeH-
TOB («ABAHMBN») U HALMOHANBHO-KY/IbTYPHbIX CUMBOJIOB («ANAUAyiAA).

ABTOp CCblAeTCA Ha CBOIO TEOPUIO O My3blKa/lbHON BEPHAKYAAPHOCTY, NoApas-
Lensemoin Ha ¢GUNO0-BEPHAKY/IAPHBLIA M OHTO-BEPHAKY/IAPHBIA TWMbl/GYHKLMK
donbknopa. MepBoe OTHOCKTCA NaBHbBIM 06PasoM K ApeBHEMY PUTyanbHOMY
bonbkaopy, yHacnenoBaHHOMY OT MpeAaplAyLMX MOKONEHU U CBA3AHHOMY C
3emsieebv4ecKMMM OBLLECTBaMM, XapaKTEPU3YIOWMMUCA CTabWUIBbHOCTbIO; BTO-
poe NPYMEHUMO K $osIbKAopY YPOaHW3MPOBAHHOTO HaceeHUA U NoApPa3ymeBa-
€T NpoLLEecc NOCTOAHHOTO B3aUMOZAENCTBMA C MONYAAPHOIN MY3bIKOW, OTKPBITOCTb
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BAVAHUAM U 3aMMCTBOBAHUAM, OTAeNeHWe OT puTyana. COOTBETCTBEHHO, OHTO-
BEPHaKY/NAPHOE XapaKTepm3yeTcs M3MEHUMBOCTbLIO.

«EBpoOBMAEHMEY, KOTOPOE AB/AETCA CBOEr0 POAA JIOKYCOM 1106a1bHOM KyNbTYpbl,
OKa3blBaeTc OAHOBPEMEHHO M TOUYKOM MepeceyeHns ABYX TUMOB BepHaKyaap-
Horo. [lpeBHue GWI0-BEPHAKYNAPHbIE 3NEMEHTbI, KOTOPblE OTHOCATCA K KOpHe-
BOM CMCTEME HALMOHANbHOW Ky/AbTypbl, 06beaAnHATCA ¢ 06WmMM, rnobanbHbiM
CTWIEM, CO3/1aBas OHTO-BEPHAKYNAPHOE KaK PECYPC MEXKY/IbTYPHON KOMMYHU-
KaluMmM U KaK acTeTnyeckoe npeagnoyteHune. MokasbiBaeTcs, Kak MCNoNb30BaHUe
3/1EMEHTOB 060MX TUMOB/DYHKLUMIA OTPasKaeT HaLMOHA/IbHYIO WMAEHTUYHOCTb
CTPaH-y4aCTHML, MEXAYHAPOAHOMO KOHKypca necHun «EBposuaeHme.
Kniouesble cnosa: EBpoBuaeHME, U3PanabCKUit GONbKAOP, MONYAAPHbLIE NECHMU,
dunno-BepHaKyNAPHOE, OHTO-BEPHAKYNAPHOE.

BBEAEHUE

MexXayHapoaHbli KOHKYPC nNecHM «EBpoBMAEHME», OCHOBAHHbIM
B 1956 rogy no mogenu mysbikanbHoro pectusans B CaH Pemo, npo-
BOAMTCA eXXerogHo, U ero y4yacTHMKamm ABAAKOTCA B OCHOBHOM CTpa-
Hbl, BXxoaswme B EBponeiickuii BewatenbHbii Cotos’. fonocoBaHue,
OCHOBAHHOE Ha cob6MtoAEHMM CMPaBeaIMBbIX U AEeMOKPaTUYECKMX
npuHunnos, obecneunno «EBpoBuAeHMIO» penyTauuto, bnarogaps
KOTOPOM KOHKYypC MnpuBnek 6osee copoka CTpaH, U KONMYECTBO ero
3putenen nucunmcnaeTca MUAAnapgamm no Bcemy mmpy. MrHoBeHHas
[OCTYNHOCTb ero penepTyapa B OFPOMHOM CTeNeHW NOBAMANA Ha pas-
BMTME NONYAAPHOM My3bIKM KaK IOKaNbHO, TaK U rnobanbHo. MHoroe
B NPaBUAax Urpbl U TEXHONOMUAX M3MEHUNOCH 3a 60 C NMLWHUM neT, HO
He3bl6IeMbIM OCTAeTCA MNOPALOK, B COOTBETCTBUM C KOTOPbIM CTPaHa
nobeanTtens npuHumaet y ceba KoHKypc B cneaytowem rogy. Mspannb
y4yacteyeT B «EBpoBuaeHun» ¢ 1973 roaa, vy Hero, Kak 1y Bcex y4yacT-
HWKOB, CBOA UCTOPUA YCMEXOB U Heyaauy.

B 3TOM cTaTbe aHaNM3MPYOTCA My3blKa/ibHble U BHEMY3bIKa/bHble
KOMMOHEHTbI M3pannbcknx nobea Ha «EBpoBUAEHUNY Ha NPOTAXKEHUN
copoka feT. M3pannb npa3gHoBan HeCKobKo nobes: yeTbipe pasa 3a-
HWMan nepsble MecTa 1 ABaxAbl — BTOpble. AHanM3 3TUX nobes pac-
KpbIBaeT AMHAMMKY MPOUCXOAALLUX U3MEHEHWUI, MPUYEM HE TONIbKO B

1 A1 6narogapto Haomu Mas, ctu LWeiH6epr n AcHaT fonbadapb-Ap3yaH 3a N10A0TBOPHbIE AMUC-
KYCCUM M UX LEHHbIE 3amMmedaHus Mo TeKCTY CTaTby.

THE ART AND SCIENCE OF TELEVISION 49



My3blKa/ibHOM CTU/e, BepbasibHOM M BM3yasibHOM acreKTax, HO U Ha
boHe noAnTMYECKMX 0BCTOATENbCTB, KOTOPblE CO34A0T OnpeaeneH-
HbI KOHTEKCT M 40 HEKOTOPOW CTerneHW BAMAIOT HA rON0COBaHME B
KaXKAbl KOHKPETHbIN MOMEHT.

KoHKkypc «EBpoBugeHue» B Mepycannme B 1979 rogy cocrtoanca
no caefam uspannbckoii nobeabl B Mapurke B 1978. OaHoM 13 ocobeH-
HOCTel ero nporpammsbl 6b110 TO, YTO Nepes BbICTYNIEHUMEM KaXKAO0ro
YYaCTHMKA AEeMOHCTPUPOBAICA aHUMALMOHHDBIW CHOXKET, 0bbIrpbiBato-
WMWK camble y3HaBaemble Ky/bTypHble CMMBO/IbI €r0 CTPaHbl, HAaMpu-
Mep, pycasika Ha KaMHe U NPOXOAALLUA MUMO HEE YTEHOK MTHOBEHHO
y3HaBaNMCb Kak [aHua. B ogHOM M3 TakMX npes3eHTaumin 6biamn m3o-
6GpakeHbl IBOE MYKUYMH B APEBHUX TYHUKAX M CaHAANAUAX, HECYLLME HA
nasike OrpOMHYIO rpo3Ab BUHOTpaa nog akkomnaHeMeHT GeToBown
MMMPOBM3ALMN B BOCTOYHOM CTUAE. AHMMaLMA n3obpaxkana 6ubnei-
CKMX nepcoHaxen [xolwya n Kaneba — AByx U3 ABEHa4LATU «LWNWO-
HOB» (Ha camom Jefne pasBeauYnMKoB UM HabatogaTtenei, NoCAaHHbIX
Mowuceem, 4TobbI MccnenoBaTb 3eM/0 XaHaaH M OLEHWUTb BO3MOXK-
HOCTb ee 3aBoeBaHMA B KadyectBe 3emnn ObeToBaHHON, KHura Yumcen
13:30). Bapyr oHM ocTaHaBAMBalOTCA, COpacbiBalOT CBOU TYHMKU, OCTa-
IOTCA B COBPEMEHHbIX KPaCHbIX CMOPTUBHbIX LIOPTAX U yCaxKmMBatoTcA
Hora Ha Hory. «M3paunnb!» — 06bABNAET ANKTOP K MPUATHOMY U3YMIIE-
HUto Ny6aunkn [1, 52 muH. 57 cek. — 53 MuH. 42 cek.].

OelictButenbHo, 10, Yto M3paunb aBnsetca ogHoh M3 Haubo-
Jlee ApeBHUX CTPaH M B TO Ke BPemaA OAHWM U3 CaMbIX MOMOAbIX FO-
CYLApCTB COBPEMEHHOro Mupa, NpeacTaBaseT coboin XapaKTepHyto
N3PaUbCKYO AUXOTOMUIO M OAMH M3 TNABHbIX UCTOYHMKOB €ro »Ku3-
HecnocobHOCTN 1 NpUBAEKATENbHOCTU. ECTb, O4HAKO, U Apyrve Anxo-
TOMMWU, KOTOPble ONPeaenatT U3PanIbCKYIO XyA0XKEeCTBEHHYI UAEH-
TUYHOCTb, KaKoW OHa npeacTaeT Ha «EBpoBuaeHun». Hanpumep, ero
reo-noAnTUYECKOE MONOXKeHWe Ha nepudepun EBponbl — npuTom,
YTO HEeKoraa OH, Kak u Mpeuus, 6bia Ko/bibebio eBPONencKon Ky/b-
Typbl. «ABOMHAA MAEHTUYHOCTbY» CTPaHbl, CMELIMBAtOLWAA 3anagHble U
BOCTOYHbIE TPAAULMN U YEPTbI, TaKKe NpuUaaeT el ocobblii npodub.
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HakoHel, ancnponopumsa mexay KpoleyHon Tepputopuen U3pamna
M ero NOCTOAHHbIM NPUCYTCTBMEM B MEAMMHBIX 3aro/IOBKax (KOTopble,
KaK MpaBWo, NOJMTUYECKN NPesaB3aTbl) COCTAaBNAET ele oAMH napa-
[OKC, YCUNEHHbIN BblAAOWUMUCA AOCTUNKEHUAMM B TEXHONOTMUM, Ha-
YKe, 060pOHOCNOCOBHOCTM, BbICOKOMY BaslOBOMY MPOAYKTY Ha AyLlly
HaceneHua n apyrux napameTpax, Aaxke ec/inm OHWU MHorga Mndonoru-
3MpPOBaHbI 33 Npeaenamm CTpaHbl.

Kpome Toro, Bce n3paunnbckme nobeabl Ha «EBpoBUAEHUU» — B
1978 n 1979, 1998 1 2018 — npumeyaTtenbHbIM 0bpaszom coBnaganu
C NpasaHoBaHMeM tobunees cyllecTBoBaHUA rocyaapcTea (30, 50 n 70
JIeT), a TaK¥XKe BOMHAMM M TepaKkTammn Ha GoHe NPOoAO0KatoLEerocs apa-
60-M3panbCKOro KOHGMKTA U Bce bonee oTAANALWENCA NepcrneK-
TUBbI MWPHOIO CYLLECTBOBaHMA. YNPAMCTBO HALMOHANAbHOIO AyXa,
KMByLbl, UCTOpUYECKME NAaMATHUKKM CBATON 3eman 1 pa3HOObpasHble
nanawadTbl — BCe 6yaMT BOOOpPAXKEHWE M HAMOHAET €ro CMeLUaHHbI-
MW YyBCTBAMM, O KOTOPbIX U3PaUIbTAHAM XOPOLLO U3BECTHO, @ MOTOMY
OHM He nepecTatoT YAUBAATLCA, KOF4a MNOAy4atoT NO3UTUBHOE MEXAY-
HapogHoe NpusHaHue.

Cpean nobeg, Ha «EBPOBMAEHUM» €CTb T, YTO 3aNOMMUHAOTCA MO
Ha3BaHWIO NecHW, NPUTOM, 4TO 06Pa3 M MMA NeBLA OKa3bIBAOTCA Me-
Hee 3HauYMMbIMK. [pyrue e nobenbl 3anoMmMHatoTcA, HA06OPOT, No
MMEHM MeBLa, U He CTO/Ib BaXKHO, YTO MMEHHO OH nen. 3Ta BUHAPHOCTb
BbICBEYMBAET TOT (PaKT, YTO KA4yecTBO NECHWU (MAKN yAauHbli MOMEHT
ONs ee CTUAA) U coumanbHbI 06/1MK nesua (MAK NoAXoAALLMN MOMEHT
ON1A €r0 UK ee NOoNyAAPHOCTUN) ABAAIOTCA PAaBHO pellatowmmm GaKTo-
pamMu B 3TOM COCTA3AHUN. N My3blKafbHblE, N BHEMY3bIKa/ibHble Yep-
Tbl, TAaKUM 0O6Pa3OM, PaBHO BaXKHbl B MOMCKAX 06BACHEHUA ycnexa Ha
«EBpoBuaeHUN».

HepasHsaa nobega Hettbl Bap3unan c necHelt «Toy» («Urpyw-
Ka») eLle C/IMWKOM CBEXA M HAaXOAMTCS B LEHTPE BHUMAHUSA, MO3TOMY
elLe HeCKO/IbKO PaHO OCMbICIMBATbL €€ B KOHTEKCTe BpemeHu. Nobeaa
[aHbl UHTepHenwHA B 1998 roay WMpoKo 0b6CyKaanacb U M3yyvanachb.
MosTomy obe OHM 34eCb NPeACcTaBAEHbl OBObHO O6LWMM 0630pOM.
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3aTem 5 POKYCMPYIOChb Ha PAHHWUX M3PAUABbCKUX TpMymbax 1978 n 1979
rof0B, TO CTb HA TeX MECHAX, KOTOpble 3aNOMHUANCH INaBHbIM 06pa-
30M MO MUX HAa3BaHMAM.

HETTA BAP3U/IAIA

HecmoTps Ha To, UTO Macc-meamna 3aMeTHO BAUAIOT Ha YCMeX KaxK-
[0 KOHKPETHOW MecHU, raBHaa NpMYMHa yCcrexa Bce PaBHO OCTaeT-
€A 3a Npegenamy NoHUMaHMA% Tem He MeHee HeKoTopble cTpaTernu,
NpUMeHeHHble NeBLAMM M aBTOPaMU MeceH, AoKasanu cBot addek-
TUBHOCTb, KaK becTalle NpoAeMOHCTpMpOoBana nocneaHsa nobegu-
TenbHuua «EBpoBuaeHna-2018» Hetra bapaunait. Takme dpakTopsbl, Kak
arpeccMBHO aHTU-MOZAENbHbIN 061K CAMO MeBULLbl U BECb KOMMIEKC
TEKCTOBbIX M My3blKa/ibHbIX CTUNIEBbLIX 3/1EMEHTOB 6e30WmnboYHO oTO-
3Ba/IUCb B AylUax c/ylwaTesieid, Ha KOTOPbIX OHW BblAM pPaccUUTaHbI.
Bce BmecTe paboTano Ha AOCTUMKEHME LeAn: HauMHas oT NpMemoB B
COUMANbHbIX CETAX, TAKUX KaK «camTne» necHu B YouTube 3a HeKoTo-
poe Bpems A0 KOHKypCa, M KOHYan NoaJepyKKon HOBOro Maona ame-
PUKAHCKOTO KMHO, FON/IUBY/ACKOM 3BE3bl — WU3PaUIbCKON aKTPUChI U
mogenn lanb MagoT, KOTOpaAa accoumMmpyeTca CerogHA BO BCEM MUpe
¢ obpasom Yygo-KeHwmHbl (Wonder Woman). lManb FagoTt Hanpasuna
CBOMX NocaeAoBaTesIeit B CETU MHTEPHET Ha NoAAepsKKY HeTTbis.

XyOorKecTBeHHasi MoCTaHOBKa MecHW caenana M3 Hee, cKopee,
Le/blii CMeKTaK/lb, KOTOPbIM NpeacTaBaseT MHOMEeCTBO (4acTo KOH-
TPACTUPYIOLWMX) 3HAYEHUIN. B TO Bpems Kak MOTTO MecHM «f He TBOS
urpywka» (“I am not your toy”)*, Bu3yanbHblit 061K NEBULLbI, HaMpo-
TUB, UMEET BCE YepTbl UTPYLLKKU, BKAOYAs MPUYECKY, TPUM, KOCTIOM U
LBETOBYIO raMMy M HamoOMWHaEeT CKopee a3uaTCKyto CTaTyaTKy (B pe-

2 YyeHble U KPUTUKM MbITAlOTCA BbIYUCAUTL GaKTopbl, obecneymsatolLme ycnex, Takme Kak me-
NI0AMA, TAPMOHUA, MOAYNALMMN, OPKECTPOBKA, BUAEOPAL, TEKCTOBbLIE 3/IEMEHTbI U T.4. HKomy,
OZHAKO, HE YAAETCA NOMHOCTbIO O6BACHUTL MPUYMHBI yCnexa.

3 B cnyyae ¢ gaHHo nobesoii (B oTnumMe OT ApyrvX) UCTOPUYECKUIA KOHTEKCT NO-BUAVMOMY He
urpan ocoboit ponu.

4 B HacTosLLee BPeMS NPOUCXOANT AUCKYCCUA MO NOBOAY aBTOPCTBA 3TOW NECHU.
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a/IbHOM CLLEHMYECKOM UCMOIHEHWUM Ha KOHKypce) [2], a TaKke KyKay
Bbapbu B cBagebHOM nniaTbe B COMPOBOAUTENLHOM Kaumne-anbbome
[3]. My3blKanbHbIN CNOM NECHM TaKKe cnocobCcTBOBA NAEe UTPYLLIKK
C €e MeXaHUCTUYECKMMM IN1EKTPOAKYCTUHECKMMM IyNamMmU U OCTUHATO
r1aBHOrO NMOYTOHOBOFO MOTUBA MO/IbObI-3aKANHAHMA.

HamepeHHoe npoTuBopeune mexay BepbanbHbIM CMbICIOM U
BM3Yya/ibHbIM 06Pa30M HUBENPYET KaKoM-6bl TO HY Bblno meTadopu-
YeCcKUIM CMbICA TeKCTa. B To Bpemsa KaK 3T0 Moo 6bl CMyTUTb 3pu-
Tenen, TAroTelwWwmx K paLMoHaNbHOMY MbILIEHWUIO, HanpallMBaeTca
6osiee nNpocToe 06bACHEHUE, YTO pacyeT Obla CKOpee Ha TUHEeNaKe-
pOB, KOTOPblE, YCbIWaB C10BO “toy” B TeKcTe, byayT padpl yBUAETb
UIPYLLUKY M Ha 3KpaHe W C y40BOIbCTBMEM OTAAAYT CBOM r0/10C 3TOMY
BbICTYMN/IEHMIO.

HepoymeHue, o4HaKO, Ha 3TOM He 3aKaHumBaeTcA. O6LWmMit 06ANK
FEPONHMN U MeCCe TYMAHHO NepeaatoTca OTKYAA-TO U3 TPeYrosibHU-
Ka pas/IYHbIX MEePCreKTMB, Kaxgan U3 KOTOPbIX CerogHA Haxo4UTCA B
LeHTpe obLLEeCcTBEHHOTO MHTepeca BO MHOMUX cTpaHax. MNepsas nep-
CMeKTUBa accoummpyeT MOTTO NecHU ¢ asuxeHnem #Me Too — KepTs
CeKCyasibHbIX LOMOraTeNbCTB, Ha KOTOpble eCTb HaMeK B Pa3/iMyHbIX
MeaUMHbBIX MHTEePBbIO HeTTbl.

I7a ¢pasa, 04HAKO, HE OPUTUHANBHAA U (CYYaMHO MK HeT) 3a-
MmcTBoBaHa U3 necHu La Roux (astopbl: Eleanor Kate (“Elly”) Jackson /
3ByKopexuccep Paul Benedict Langmaid), KoTopas AeiCTBUTENbHO MO
CMbIC/y NpefBoCcxMLLaeT 3To byayluee npoTecTHoe AgukeHne #MeToo,
npuyem yxe B 2009 roay. TekcT necHn HeTTbl, BMIpoYem, roBopuT o
NPOTMBOMO/IOKHOM: O PA3aparKEHUM AEBOYKW, pearnpytowen Ha He-
[OCTaTOK BHMMaHMA K Hell CO CTOPOHbI MasibuyMKa, «Tynuubl» (“stupid
boy”), KOTopoMy HEBAOMEK, YTO OH MpeHebperaeT Yyao-*KeHLWMHON.
BoobaBokK, B oTnumne ot necHm 2009 roga, aTa NecHa nepeaaeT Hekme
beMUHUCTCKME 06EPTOHBI, He 63 BbI30Ba NPOTMBOMNONOXKHOMY NOAY.

Jpyraa nepcnekTnea COCTOMUT B TOHKOM, HO MPO3PaYHOM HameKe
Ha coobuectso JINET. HeTTa HUrge He AeKnapuMpoBana CBOK CEKCy-
a/IbHY0 MAEHTUYHOCTb, HO B C/I0Bax 6/1aro4apHOCTU CBOEM NOCTAHO-
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BOYHOM KOMaHAE OHa BHATHO YNOMAHYNA X NPUHAANEKHOCTb K ream
[4]. B aTOM KOHTEeKCTe AedeH3MBHOCTb CAMOro U3peyeHnn «f He TBosA
WTPYLLKa», HE3aBUCUMO OT Er0 BUAMMbIX U CKPbITbIX MecceasKen, AB-
NAETCA npuBaeKaTeNbHOW ANA rei-coobliectsa, KOTOPOe CTPEMUTCA
K CBOEMY PacCLIMPEHMUIO U MpPeBPALLEHNIO CBOEN NPOLIION npecne-
AYEMOW MO3MLMM U HbIHELIHEN MO3ULUN MEHBLIMHCTBA B MO3ULMIO,
€c/iM U He BONbLIMHCTBA, TO, MO KpalHen mepe, B CUAY, CPAaBHUMYHO
C npAMbIM 6onbwmHcTBOM [5, €. 25-36; 6, c. 123-133]. WTak, HeTTa
aTTpaKTMBHa Ans 060UX narepeit — NPAMOro U KBup, byaut ux Bo-
obpaykeHne ¥ 3acTaBaAET ragaTb O CBOEM CEKCyaNbHOM OpUEHTaLNN,
OCHOBbIBAACb HA €€ BHELLIHOCTW.

TpeTbA nepcnekTea — 370 ee «6biTUE APYroi», B TOM CMbIC/E,
41O ee GpM3MYEeCKNt 06IMK ABHO HAXOAMUTCA B AMCCOHAHCE C 3CTETUYe-
CKMMU Maeanamm cCoBpeMeHHOro obLectsa. Y aToi NepcnekTnBbl HET
BblpaXKeHWNA HN B BepOaNbHOM TeKCTe, HM B My3blke. OHa YMCTO BU3Y-
aNbHaA M NOALEPHKMBAETCA KOMMEHTAPUAMU U UHTEPBbIO NEBULbI B
npecce. HeTta MogennpyeT cBoe BbICTYMAEHME KaK NPU3bIB K TOMY,
4TOObI ObITb BEPHBIM CAaMOMy cebe, TAKOMY, KaKOB Tbl €CTb, U CAENATb
csoe fl cMNbHbIM, HE33aBMCMMO OT TOFO, COBMAAAET OHO C 3CTeTuye-
CKMM Maeasiom MOAENN, NN HET:

«MHe rosopwuau, 4Tobbl A 0feBanach TakK, Kak byaTo MHe He-
yero npasgHoBaTtb. OgeBalica B YepHoe. B npocTopHyto oaexay.
KopoTkue t0bKkn He ans Teba. KopoTkue pykasa He ana teba. Tol
He CeKcM M He Kpacasuua. Tol 3abaBHaA — BOT Tbl Kakas. U Tbl Xo-
powwit apyr. Tak BOT, A 34eCb A5 TOrO, 4TOObI CIOMaTb 3TOT CTe-
peoTun, NOTOMY YTO 3TO BE/IMKOE 3710, KOTOPOE AeNIaeTCs B 3TOM
MWpPE B OTHOLLUEHUN MHOTUX JIOAEN».

Jlioam 3anepTbl B TaKOM 0bpase Mbic/ielt, 1 Koraa s pewwnna, uto
370 [HeTTa »ecTtom nokasbiBaeT Ha cebsa] ToT, KTO A ecTb, Torga OHO
npuwno. A Bceraa xotena MCMNoAb30BaTb MOM-KY/AbTypy B CBOEW my-
3blKe, HO Y MeHA He Obls10 WaHca, NoToOMy YTO BbITb Camoi cobol u
NpeAcTaBATb 3TO B My3blKe... TAKOro NPOCTO He CyLLecTBoBano» [6].
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3Ta nocneaHas nepcnexkTMea 6M3Ka MHOTMM W CO3BYy4YHa oblLLe-
CTBEHHbIM UAEAM TEPNUMOCTU U YBaXKEHUA K KarKAOMY, BKAOYas
nogein ¢ PUsnYeckMMmn HeLoCTaTKaMM, ABASAIOWMMUCA PE3YIbTATOM
60/1€3HM, TPaBMbl UIN HEKOETO ANCCOHAHCA C 06LEeCTBEHHbIMM CTaH-
OapTaMyn BHELIHOCTM.

MockonbKky npobnema M36bLITOYHOrO Beca CTAaHOBMTCA CBOEro
poAda rnobanbHOM annaeMmnen, acteTmyeckoe 3HayeHne puanyeckoro
06/MKa CTAHOBUTCSA BCE MEHEEe PesleBAaHTHbIM B MOBCEAHEBHOM ¥KU3-
HK, NPeBpPaLLanCb B HEKMI yXo4saLni B NpoLuioe rmamyp. Hegosonb-
CcTBO cob60i, BblI3BaHHOE HECOOTBETCTBMEM 3CTETUUYECKOMY uaeany,
Yyacto cybammmnpyeTca B CamMo-3K30TU3aLMI0, MeTadpopUUECKM FOBOPS,
«TaTy U rpadpPuTU» — Yyem ypogansee, TEM nyylle.

3T0 AB/NIeHME He HOBOE U He M30MpoBaHHoe. Kpmsunc nnntosop-
HbIX OXWAaHMW Bceobuwlero 6iarogeHCTBMA U ToprkecTBa Pasyma,
BO3HMKLWNX Nocse BTopoit MMPOBOW BOWHbI, BbIIUACA B MPOTECTHbIE
Cy6-KyNbTypbl, BAUAHNE KOTOPbIX MHTEHCUMBHO YCMAMBAZIOCh Ha Mpo-
TAXKEHUN XKU3HU TPEX MOKONEHWUI, TO €CTb, MO MEHbLUEN Mepe LecTH
[ecaTuneTumn.

Ecnn 3aumcTBoBath napaaurmy Kypta 3akca (1946), BonHa mau
anoxa 3Toca, KOTOopbI rMaBHbIM 06Pa3oM BbIPaXKaeT «COBEPLUEHCTBO,
NOCTOSHCTBO (CTabUNBbHOCTL), HE3MATEKHOCTb, CTPOrOCTb U YMEpEeH-
HOCTb», CTAHOBATCA NEepPecUNeHHbIMKU BOJIHOM-3noxon Madoca, Taro-
TEIOLLErO K BbIPaXEHUIO «CTPACTM W cTpagaHuaA, ceoboabl U npeyse-
NIMYEeHUns». DTU BOJIHbI BbIPAXKAOTCA B LOMMHAHTHbIX TEHAEHUMAX MO
KOHTPACTy C npeablaywmm nokoneHmem (uav anoxoi) [8, c. 334, uu.
no 9, c. 140]. NoctaHoBKa HeTTbl Bap3unai cnyXuT ogHUM U3 CUMBO-
JIOB TOTO, KaK MyboKo mbl ceiyac Haxoammcs B anoxe MNadoca, 1 Kakas
nponacTb OTAENAET HAc OT NpoLwon (1 byaywei) snox dtoca. Kak obe-
LWaeT ucTopma, cneayowmnin «Bek Pasyma», MoXeT ObiTb, NpuaeT net
yepes TpMALATb, NpUHEca ¢ coboW HOBbIe UNNIO3UU U yOEPXKMBanA ye-
I0BEYECTBO Ha N/iasy.
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OAHA UHTEPH3LLHAN

BeposaTHo, okono 2005 roga, Koraa Pobept Aum TobuH nucan
csoto rnaBy «Eurovision at 50: Post-Wall and Post-Stonewall», a JadHa
JNlemunw nucana «Gay brotherhood: Israeli gay men and the Eurovision
Song Contest» gna cbopHuKa MBaHa PalikoBa u Pobepta TobuHa
A Song for Europe: Popular Music and Politics in the Eurovision Song
Contest (Ashgate, 2007) — oba oTmevanu M NbITaAUCb OOBACHUTbL
0CODOYH0 M OrPOMHYIO MPUBA3AHOCTb rein-coobliects K «EBpoBuae-
Huto». MpK 3TOM OHW BPAA W NpesBUaenU nossaeHne «bopoaaToit
nean»- TPAHCBECTUTA B AEKONbTMPOBAHHOM natbe KoHuMTbl BypcT
(Conchita Wurst, HacTosAuee umsa Thomas Neuwirth) 8 2014 roay.
B Te rogbl [laHa MHTepHeLWHAN Bce ellle 0CTaBanacb CaMblM Bblpasu-
Te/IbHbIM NPOABJEHNEM COBPEMEHHON Mbepanmnsaumm — cekcyanb-
HOW, COUMANbHOM, HALLMOHAbHOM, MEPCOHANbHON — AepP3KUM U No-
6eanTenbHbIM BbI3OBOM CaMoW NpUpoae.

«[lnea» (cnosa Moasa MMHas, mysbika Lisuku Muk) npeacrtasnaet
coboi CMMNATUYHYIO, YCPEAHEHHYI0, XOPOLIO CKasbKy/JIMPOBAHHYIO
MeCHIo B CTU/Ie €BPO-MOMN, KOTOPas BMOJIHE MOTI/1A BbITb XUTOM MO CBO-
MM COBCTBEHHbIM AOCTOMHCTBaM. Ho

«3KCTPaBAraHTHO MCMNOIHEHHAsA NONYAAPHON 3N1EKTPO-A3HC NeBU-

uel-TpaHceecTMToM [aHol MHTepHewHN (Nog akKommnaHeMeHT

FPOMKMX MPOTECTOB CO CTOPOHbI PE/IUTMO3HbIX Y/IEHOB AUPEK-

TopaTa U3pannbckon BewatenbHon Accoumnaumm (IBA) n uneHos

KHecceTa), “lMBa” cTana eBpOMNenNCcKMM XMTOM, C OFPOMHbIM 3H-

TY3Ma3MOM BOCMPUHATBIM COOBLLLECTBOM reeB M 1eCOUAHOK Mo

BCEMY KOHTUHEHTY» [10, c. 120].

MCTOpUYECKMIN KOHTEKCT B JQHHOM C/lyyae Cbirpan enBa n He
pewatowyto ponb. 1990-e roabl 6bIAM CBUAETENAMU NWKa Bonee yem
BeKoBoin 6opbbbl J/ITET 3a coumanbHoe paBeHCTBO. B 3TM rogbl ABu-
KEHUEe CTPEMUTENbHO MPMO6pPeno MOAUTUYECKYHD CUay M, NofobHo
APYr'MM MEHbLUMHCTBAM B EMOKPATUYECKMX 0bLLecTBax, cTano Tpebo-
BaTe/IbHOM CWJ/IOW, HaBA3blBaA HOBble MpPaBWU/Ia COLMO-MONUTUYECKON
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urpe. KoHconmaauma n noanTuyeckoe ycuneHue EBponbl, HayasLumecs
BCKOpe nocsie BTopoit MMPOBOI BOMHbLI U AOCTUTLLME MMKA C NageHNeEM
BepanHckoit CteHbl B 1989 roay, npusaeknun nepudepuitHolie cTpaHbl K
npucoeanHeHnto K EBpocotosy. O4HUM M3 YCNOBUM LIEHbI 3@ 3TO MpU-
coeuHeHne, ogHako, bbl1a AeKPMMMUHANM3ALMA TOMOCEKCYaIM3Ma U
NerasnbHOe NOHUXEeHWA BO3pacTa ANA KOHCeHCYanbHOro cekca B JIFBT
coobulecrse.

17 ceHTAbpa Toro ke 1998 roaa, koraa [aHa MHTepHeWwHA no-
ABMNacb B Gpokyce «EBpoBMaeHUA», «EBponeinckuin MapnameHT gan
AICHO NOHATb, YTO OH He MPMMET HMU OAHY HaLMI0, KOTOopaa He NponAB-
NAeT yBaXKeHMe K npaBam rees n necbuaHok» [5, c. 31]. Mpountmpyem
TobuHa ganee:

«lapaHTMA NpaB CeKcya/ibHbIX MEHbLUMHCTB CTasia MapKe-
pom eBpomnenckon naeHTnYHoctu. Anmsa ColOMOH, Hanpumep,
COrNlacHa, YTO «M3Pan/IbCKME BbICTYMNeHMA Ha EBpoBMaeHUUn —
Hanbonee oyeBMAHO yyactTie [aHbl IHTepHEWHN — yTBEPAUAN
Y/IeHCTBO M3pannna B cekcyanbHO nbepanbHOM 3anagHomM Mupe
CKopee, Yem B OPTOA0KCA/IbHbIX TEOKPATMAX BanKHero Boctoka»
[5, c.33; 11, c. 149-165].

«PasmaxmBas n3panunbCkMm Gnarom B MOMEHT MPU3HaHMA
cBoelt nobeapbl, JaHa VHTepHeLWHN yTBEpAMAA U ceba Kak yacTb
MN3panns, n ydyactme M3panna Ha apeHe eBponenckon nonynsap-
HOI KyNbTypbl, OAHOBPEMEHHO BbI3bIBaOLLE KPUTUKYA M NOLPbI-
Bas obpas M3paunns n Esponbi» [5, c. 34—-35].

MpefcTaBNEHHbIV TaKUM UcnonHUTenem, M3pannb B ros CBOEro
50-neTtuns BbIrnagen no-esBponemnckn nmbepanbHbiM, OTKPbITbIM, MPO-
rPeCCUBHbIM.

«EBpoBuMaeHme» 1998 roaa yyaecHbiM 06pa3om COBMNaso C TaKUM
HOBbIM MPU3HAKOM TEXHMYECKOIo NPOorpecca, Kak cuctema Tenerono-
COBaHMA. TO HOBLUECTBO CAENAN0 BO3MOMXKHOM KOMOCCANbHYIO MOA-
[LEepKKy CO CTOPOHbI reii-coobuectsa. [. Jlemuw LMTUpyeT O4HOro 13
NHTEePBbIOMPOBAHHBLIX, MMAoHa:
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«Moe cepaLe corpeBasno To, 4To 3To 6bin NepBbI rog, Tenero-
JI0COBaHUA, U Nepes 3TUM BbICTyNaeHWem rno Bcelt EBpone 6bian
OrPOMHbIE LIYM U BOJNHEHWE B cpeje rees, KoTopble obelanu
roflocoBaTtb 3a Hee. M Korga 3To COCTOSN0Ch, BO3SHUKAO YyBCTBO
CUNbl — cunbl reeB no Bcel Eepone» [6, c. 131-132]. 310 cobbI-
The ABMNO0 cOBOM KyIbMUHALMOHHO OTKPbITOE M APKOEe NpasgHo-
BaHuMe Bcen JITBT o6WmHbI, KoTopan «BbilWNa M3 WKaday, Hage-
nve [laHy ponbio cBoero cnukepa [6, c. 131-132, 133].

Moao6bHo ToMy, Kak HOBOOBpaLLEeHHbIe B APYryto Bepy CTaHOBAT-
ca 6osiee peBHOCTHbIMU, YEM Te, KTO POAWIICS B PE/IUTMO3HOM cpeae,
TPaHCHOPMUPOBAHHbBIN B MKEHLLMHY MYXKUYMHA KayKeTCA cyacTamBee B
CBOEM HOBOM POJAE, YEM POXKAEHHAA KeHwmHon. OTcroga BOCTOPr U
rnopudurKauma KynbTypHO-UCTOpMYeckux ame: «Viva Maria [Mapus
34€eCb ABMAETCS aHI/IMNCKOM COHOPHOM NOAMEHOMN MBPUTCKOrO C/I0BA
naria, YTo O03HayaeT BECE/INTbCA, BbIKPUKMBATL TpUymMbaibHblie BO3-
rnacel. — M.P.] / Viva Victoria / Aphrodita (sic!) / Viva la diva / Viva
Victoria / Cleopatra». HeT HM TAroT AETOPOMKAEHMA, HU COLMANBHOM
HEMNoNHOLUEHHOCTM. B necHe [aHbl HET ynoMWHaHWA nAob6BM, ecTb
TO/IbKO YUCTO HaPLIMCCUYECKOE BOCXMLLEHME MKEHCTBEHHOCTbIO. [o
3TOr0 MOMEHTA Y€/I0BEK MOT JIeraibHO USMEHUTb UMSA, PEUTUIO, Nae-
ON0TUI0, TPAMKAAHCTBO, NNLLO UK urypy. M1ameHeHne nona yenoBeka
n, 6onee TOro, NpUAAHME 3TOMy NyB6ANYHOTO NPU3HAHUA CTas0 HEBe-
POSATHO CUMNLHOM INYHOM Nobeson.

[JaHa BbicTynana Ha GOHe AeBYLUEK, OAETbIX B MYMKCKME KOCTHO-
Mbl. bonee, yem MHaMBMAYanbHaa nobeaa: MEHbLUIMHCTBO PACTET B
yncne n cune. OcHoBaHHOE OTKPbITbIM 0blecTBom «EBpoBUAEHMEN
Bce bonee pe3oHMPOBAIO BHYTPU rei-coobLuecTsa, KOTOPOe UHTEH-
CMBHEE M arpeccrMBHee HaBA3bIBA/MO CBOM CTU/b U coaepaHue. Oa-
Ha)KAbl YCUNEHHAA MON-Ky/bTYPOWN, CUMa ABUXKEHMA 3a NpaBa rees
CTana peasibHOCTbHO.
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MECHU KOHCEPBATMBHOIO MPOLLIONO: 3TOC N 3THOC

Ha npoTaxeHMM nepsbix NATU NIET U3PAUNBLCKOTO yyYacTus B «EB-
POBMAEHUM» MECHM, KOTOpble M3pawmab NpeactaBasn Ha KOHKYpC,
oTbupanuce npodeccmoHanbHol Komuccnen. B 1977 roay, oaHakKo,
6a3a 41a BblbOpPa NOTEHLMANbHOTO KaHAMAATa pacwmpunach. «Ms-
paunbckoe BeuwaTenbHoe ynpasneHue (The IBA) pewmnno tpaHchop-
MWPOBATb OYeHb MNONyAApPHbIA M3paunbckuii dectmBanb MecHU B
KOHKYPC, C Lenbto Bbibopa necHun ana EBposuaenunsa» [10, c. 119]. Pe-
3y/IbTaT OKa3a/cA HEMeAIEHHbIM U U3YMUTENbHBIM. MecHA-KaHanaaT
«A-ba-ni-bi» (M1 onTMmmnsnpoBaHHoe «AbaHNBU», TeKCT Ixyaa Ma-
Hopa, My3blka Hyput XupLu, conuct M3xap KosH, rpynna «Alphabeta»)
OKa3aN1acb NPaBUIbHbIM BbIGOPOM, XOTA U PUCKOBAHHBIM.

PUCK 3aKNO4ancsa B HEOKMAAHHON TeMe NeCHU: AETCKUI A3bIKO-
BOW KoA, UCMO/b3yeMbIi 418 TOro, YTObbl XPaHUTb CEKPETbI OT B3POC-
JIbIX M YyXKKMX. Takne A3bIKOBble UrPbl LWMPOKO PaCcipoOCTPaHeHbl BO
MHOIUX Ky/NbTypax, KOrga Nocfe KaXKAoro cnora BCTABAETCA KaKoM-
TO abCTPaKTHbIM C/or, B AA@HHOM C/ly4ae HauyMHAKOLWMIACA C cornac-
HOM «6» M 3aKaHYMBAIOLLMIACA TNACHOW, KOTOPasA NOBTOPAET MMaCHYHO
npeaplaywero, CMbIC1I0BOroO, ciora. TakMum obpasom, cmbica ¢pasbl
CTAHOBU/ICA HEAOCTYMHbIM NMOCTOPOHHEMY yxy°. CnoBa npunesa «A»
OTMYaNNCh PeAKOM OpUIMHaNbHOCTbIO: «fl Tebsa ntobntox». Ha nspute
aTo «ani ohev otakh», uto ¢ go6aBneHmMem BcTaBHOrO cnora «b6», npe-
BpaLasocb B abpakaaabpy a-ba-ni-bi-o-bo-he-be-vo-bo-ta-ba-kh. 1sa
Kynneta «B» n «C» (B cTpyKType A-B-A-C-A-B-A) nepenatoT pasmblLu-
JIEHNA NOB3POCNEBLUENO YE€/I0BEKA, BCMOMMHAIOLLETO O TOM, KaK OHM
APasHWUAM B3POC/bIX U 33AMPaAZINCh K AEBYOHKAM, B KOTOPbIX Oblan
BNOGNEHDBI (3aneB «B»), a TakKe 0 /06BN N ee 3HAYEHUUN B KUSHU:
«JTlob0Bb 3TO NPeKpacHoe CN0BO, KOTOPOE AOMKHO BbITb NPOU3HOCK-
MO OTKPbITO M ropao» (3anes «C»).

° Hanpumep, B pycCKOM LiepKoBHOM reHumn XVI-XVII BEKOB CKyvatowme MOHaxu neam Tak Ha-
3blBaeMble aHEeHalKuW, BCTaBAAA CNOTU a-He-Ha WM He-He-Ha MeXay CNoramMm KaHOHMYEeCKUX
PeNrMo3HbIX TEKCTOB.
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MecHs McnonHsanacb Ha MBpPUTE, U BbINO ACHO, YTO NyBAMKA He
noMmeT HKU cioBa. Bce ee coaep)kaHune AOMKHO ObIIO BblpaKaTbCs
B My3blKe, F0O10Ce M BM3YyasbHbIX AeTanax. K 4yecT KomaHAbl, OHa
coenana BeNnuKonenHyto paboTy: necHsa npeacrasnset coboi uenyto
rpo3ab «KPOUKoB»®., HypuT XmpL LWeapo HanoAHWAA 3Ty OTHOCUTENb-
HO KOPOTKYIO NECHIO TPeMS My3blKasibHbIMW CTUNSMU: ee 3aneB Ha-
nuncaH B cCOBPeMEHHO-QONbKIOPHOM M3PanUIbCKOM CTUE, 3aneB «B»
— B CTWU/Ie eBpo-non, a 3aneB «C» npeacTasnseT coboli pomaHTuye-
CKYH0 KaHTUAEHY. KaXKabli CTUb MPU 3TOM COOTBETCTBYET 06pasHOMY
COAEPKAHMIO TEKCTA.

PedpeH «A» gomMUHUPYeET B necHe. Ero mofanbHas M NeHTaTOH-
Hasf MenoamA BPaLaeTca BHYTPU TOHUYECKOWN KBUHTLI I-V. B Hell 060-
3HaYaeTcsa TPMXOPA B PaMKax TOHUYECKOM KBapTbl -1V, MHOroKpaTHO
NMOBTOPEHHbIN U BapbMPOBaHHbIN HA PUTMUYECKOM OCTUHATO. OH Bpe-
3aeTcA B C/IYXOBYIO NaMATb NOAOOHO MenoanMyecKkoMmy MOTUBY A3blye-
CKOro puTyanbHoro ¢osbkaopa. Japbyka Kak Hanbonee cnbilmMmbli
COMpPOBOXAAOLWMIA YAAPHbIN UHCTPYMEHT, 0COBEHHO NOAYEPKHYTbLIN
B MHCTPYMEHTA/IbHOM PUTYpPHE/e-TaHLEe nepes nocneaHUM UCNoHe-
HMem npunesa A, Takxe obecneunn HapoAHbIN XapaKTep NecHU co
CpPeam3eMHOMOPCKUM KOJTOPUTOM.

KpaTKuii ann3og, «B» ¢ TEKCTOM O «MJI0XOM MOBEAEHUN» COCTOUT
M3 MPOCTO N 6e3nnMKoN BOMPOCHO-OTBETHOM ¢pasbl B CTU/IE €BPO-
non. POK-H-pOA/bHbIA BUT MHTeHcudUUMpyeTca, NpuaaBas YyBCTBO
arpeccuu, yCUAeHHOe CBMHIOBbIMU aKKOPAAMMU Y MEAHbIX U KOPOTKM-
MW CBEPKAOLWMMM IMUCCAHAO CTPYHHbIX. ITOT 3aMeB Masio KOHTPACTU-
pyeT c NPUNEBOM W NPOAO/KAET OCHOBHOM BbICTPbIN Temn necHu. Ha-
CTOALLMI My3bIKa/IbHbI KOHTPACT NoABAAeTcA nocne pasgena A-B-A s
cpeaHem anu3oae necHn — 3anese «C».

3nusog «C» HEOXMAAHHO NMpuyeH. OH TOXKe AMATOHUYEH U B
MWHOPE, HO HE MOAA/IbHOM, XOTSl U C UCMO/Ib30BAHNEM HATYypPaJIbHbIX

5 Kpto4uoK nam xyk (oT aHruitckoro hook) — 310 HEKUIA 31eMeHT B MonynspHOI necHe (8 meno-
AWK, rapMOHUYECKOM 060pOTe, OPKECTPOBKE, TEKCTE, BOKAIbHOM apTUKyAALMM NeBLA U T. 4.),
KOTOPbI 0COBEHHO MpMBEKaeT Ny6ANKY U COAeMCTBYET NONYASPHOCTU NECHU.
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MmaxkopHbix Il n VI ctyneHei. Komno3nTtop no3sonset menogum noga-
HMMATbCA B BOCXOAALLEN CEKBEHLMKN, AOCTUYb KYIbMUHALMM KaK pac-
MyCTUBLUEMYCS LBETKY, C TEKCTOM, rOBOPALMM O NHO6BU U AatOWUM
BO3MOXHOCTb PAaCKPbITbCA B BOCTOPre Bblpa3nTeibHOMY rosiocy M3xa-
pa KoaHa. MonHaa 1 nonyunsLllan paspelleHne Kyn1bMUHaLMUA 3ByYnT
TO/IbKO OAMH Pas, OCTaBAAA Y CAyLIATeNs }efaHMe yCabllWaTb ee elle.
BmecTo aToro HypuT XunpLu noBTOPAET TO/IbKO NONOBUHY IMPUYECKOM
¢dpasbl, MHTEPECHO NePerapmMmoHM3MpPOBaB MEIOANIO C UFPOI CBETOTE-
HU MeXAY Ma*KOPHbIM U MUHOPHbIM aKKOPAAMM, U PE3KO 0bpbiBaeT
MeyTaTeNbHbIM 06pa3, YTobbl BO3BPATUTLCA K MYMKECTBEHHOW AMHA-
MMKe nepBoHayabHOro covyetaHua A-B-A.

A Tenepb 0 TOM, YTO Ny6aMKa Buaena. [12, 1 yac, 22 MuH., 32 cek.
— 1uyac, 27 muH., 00 cek.]. KomnosuTop u gupuxkep Hyput Xvpu Bbli-
lWna Ha cueHy nepsoit. OHa 6bl1a eAUHCTBEHHOM XKEHLMHOM-ANPK-
KEpOM Ha KoHKypce «EBpoBuaeHue» B 1978 roay’ v asnana coboi
CUNbHbIN Mecceay U3PanabCKON COBPEMEHHOCTU, XOTS BHELLHUI ee
061K Bbln BeCbMa KOHCEPBATMBHbIM, AMCCOHUPYIOWMUM CO CTUNEM
TOro BpemeHu. Bbiiias Ha cueHy B opPpuLManbHON AANHHON YepPHOM
tobKe, 6enoli 6y3Ke, B TAXKEbIX CAHAANINAX HA TAHKETKE U CO CTPOroi
CTPUMKKOW, OHA LLepeMOHHO NOKAOHMAACh (ABaxabl). To, Kak cobpaH-
HO M C AOCTOMHCTBOM OHA AeprKanacb, ee yBepeHHoe ANPUKMPOBaA-
HMe 63HAOM COCTaBUAM APKUIM CMMBON MONoAoro n nubepanbHoro
MN3paunns (Toraa eute Tonbko 30-n1eTHero).

TeMHOKOKMUI conncT U3xap KosaH, K TOMy BPEMEHMW YyKe U3BeCT-
HbIM M3PAUNbCKUI NEBeL,, M3/y4aN 3K30TUYECKUA MEMEHCKUIA WAPM.
C KOMHOW KyApABbIX BONOC U *KMBbIM, CMIOHTAHHbIM NOBEAEHNEM OH
HanomuHan mosiogoro Toma [»KoHca. OH ABHO Obla1 OTIMYHBIM Bbl-
6opom anA yyactua B «EBposugeHum». TpaHcnauma mns Mapuka ga-
Basla TeNie3puTeNnam BO3MOXKHOCTb BUAETb apPTUCTOB 33 KyAMCAaMK A0
W nocne BbICTYNAEeHMWI, BKAOYAA TOT MOMEHT, KOr4a OHM 3axo4un B

7 HypuT Xupuw Briepsble nossuaacb B n3panabckom aebiote Ha «EBpoBuaeHumn» 8 1973 roay,
6yayuv BTOPOI KEHLMHOM nocne WBeACKOro KoMnosuTopa u gupuxkepa MoHUKN JOMUHWMK.
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NOT, NOAHMUMABLLMIA MX MOYTU Ha cueHy. [loaTomy TenespuTtenu Bu-
AN anM304, KOTopbli MOT 03aZa4MTh €BPONEencKyto nybanky: KosH
gowen B IMPT NePBbIM, HE NPOMYCTUB KEHLMH.

TOHKMI AM3aliH ero pybalKku B AOMNOSIHEHME K CTaH4APTHOMY B
To Bpems pacoHy A/1A NEBLOB BK/IOYaN TaKUe AETanu, Kak yyTb bonee
rny6oKMi1 Bbipes Ha rpyamu M BOPOTHMK, OKaHTOBaHHbIM TECbMOIA C pac-
TUTE/NIbHbIM OpHaMeHTOM. Bce BMecTe co3gasano obpas npoctoro ae-
PEBEHCKOro NapH#A, YTO O4YEHb COOTBETCTBOBA/IO COAEPMKAHMIO MECHU.
ConpoBOXKAaMOLWMA BbICTYNIEHUE BOKa/bHbIM aHCambab COCTOSN U3
ABHO HeC/Ny4alHO NoA06pPaHHbIX NEBLOB KPAaCMBOro OPUEHTa/IbHOTO
TMNA BHELHOCTM.

KombuHauma gpeBHUX, TPAAMUMOHHbIX UM COBPEMEHHbIX 3/1e-
MEHTOB B My3blKe, A3blKe W BWU3ya/IbHOM pAde, 4acTb U3 KOTOPbIX
Morna 6bITb MHTEPNPETUPOBAHA KaK aTHOrpaduyeckme M TPpaHCKy/b-
TYpHble O4HOBPEMEHHO, CO34aBafia HEOXKMAAHHbIN U NPUBNEKATENb-
HbI 06pa3 Mo/s0A0ro, HE3aBMCMMOTO, HO COBPEMEHHOrOo, TPaaULM-
OHHOrO, CU/IbHOTO U yBEpPeHHOro B cebe M3pamna. He Bbin0 HUKAKUX
YNOMWHAHUI TPaBMbl BOCTOYHO-EBPOMENCKOrO eBPeNCcTBa U HUKa-
KMX YNOMMHAHWUIA CTEPEOTMMNA U3PaUIbCKOTO BOEHHOIO MPUCYTCTBMUA
Ha TeppUTOpPMAX, OKKYNMPOBAHHbIX B BoMHe 1967 roga. Ckopee, 310
6bl1 Meccesrk HOBOro MOKONEHUS MUPHbIX NOAEN, KOTopble Oblny,
BO3MOXHO, 030pPHMKaMM B NMPOLLJIOM, HO KOraa noB3poc/ienn, cTanm
3a60TNMBbIMKM IIOABMU, KOTOPbIE, KaK U ApYyrMe N04M, KUBYT CBOEM
YKM3HbIO Ha CBOel cobCcTBEHHOM 3eme.

HecmoTpa Ha Bce AOCTOMHCTBA necHU «AbaHnbu»®, He cnepyet
WUrHOPMPOBATb M MOMEHT yaauun. Peneptyap «EBposuaeHua» 1978
rofia XapakTepmsoBancsa TeHAEHUMeNn K 3KCNepuMMeHTaNbHOCTH, No-
MCKaM HOBbIX CTW/Iel, KoTopble Moran 6bl NpuHectn ycnex. Mocne
Toro, Kak B 1975 roay nobeanna necHa «Ding Dong» (HuaepnaHabi),
B 1976 rogy — rumHuMyecKkan u obbeauHsaowan necHa «Brotherhood

8 NecHs eLLe Kn1Ba, rTOBOPS HOBbLIM MNOKONEHWUAM TO, YTO OHUM XOTAT B HEW yCabIWwaTb. MHTepecHas
W OYeHb OT/IMYHAA OT OPUTMHANA, MOXKHO CKa3aTb, MHTUMHAA BepcUs npeacTaBneHa Hetroi
bap3unai [13].
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of Man» (AHrnua), a 8 1977 Kpacusas, B HECKO/IbKO KOHCEPBATMUBHO-
naTeTMyeckom ctunie dpaHuysckasa necHa «L'Oiseau et I'enfant» (uein
MeNoANYECKMIA KOHTYP YAMBUTENbHO HAMOMMWHAET 6/1aHTEPOBCKYHO
«KaTiowy») B ncnonHeHnn Mapu Mupuam, B KoHKypce 1978 roga
NpPOCMaTpuBanach ABHaA TeHAEHLMA K MOMCKaM HOBbIX HaMpPaBAEHWN.

Takoe BBeAEHME «AHTU-XUTOBOFO» CTUAA, PEYUTATUBHbBIX 3/e-
MEHTOB MOI/1I0 ObiTb CBOEro poAa OTBETOM MOMY/AAPHOM My3blKM Ha
B/MAHWE aBAHFAPAHOIO A)Kasa M NPOrpeccMBHOro poka. MogobHble
NMOWMCKK, OAHAKO, B A@HHOM cayvyae HeaddEeKTUBHbI, ecn He paspy-
WMTeNbHbI, MOTOMY YTO Cama NPUpPoAA NOMNYAAPHON My3blKM napa-
[OKCANbHO COYEeTaeT KOHCEpPBATU3M M OMOJIOXKEHME. IKCnepumMeH-
Ta/ibHble MEeCHM MOMAK ObITb XOPOLM ANA Pa3sHOObpa3nsa CTUAEBOrO
cnekTpa «EBpoBMAEHMA», HO OHW HE MOMOralT BbIMIPATb KOHKYPC.
bonee Toro, pag, nesuUOB CTPaaan ¢panbluMBOM MHTOHALMEN. ITOT He-
CTabU/IbHbIM KOHTEKCT, TakKum 06pa3om, mapagoKcasbHO OKasascA
61aronpuUATHLIM 4151 U3PAUIbCKOM MEeCHW. BbiCTynas BoceMHaALaTbIM
U3 ABaALATM KOHKYpPCaHTOB, M3pannb nonyumn 157 oukos ¢ 60bwinm
oTpbiBOM OT Benbrum (125 ouykos). Ho KTo rosiocosan 3a M3paunb u
CKOJIbKO OYKOB eMy ZaBan?

LecTb cTpaH gann makcumym, 12 oykos: LLsenuapun, benbrus,
Hugepnangbl, Typums, lepmanus n Jliokcembypr. [ge cTpaHbl — OUH-
navgma v Moptyranma — ganu 10 04KOB; U NATb CTPaH: MpnaHaus,
Hopserusa, Utanua, ®paHuma n Asctpma — ganm 8. AaHua n UcnaHmsa
— 6; bputanna v Npeuna — 5; MoHako — 3; n Weeuna — 0. KapTuHa
[0BOJIbHO MO3anyHasA, HO onpeaeneHHaa TeHAeHUNA NoAAePKKN COo
CTOPOHbI MajbIx UAK nepudepuitHbIX CTpaH NpocmaTtpmeaerca’. 3To U
€CTb MOMEHT, B KOTOPOM OTPAXKaeTCA BaXKHOCTb MOHATUA KCOBPEMEH-
HOro M3PanNbCKOro GoNbKAOPa» UK, KOHKPETHEE, MOHATME BEPHAKY-
NAPHOrO B M3Pan/IbCKOM My3blKe.

° Hapsagy ¢ 20 cTpaHamM-y4acTHULAMM, LIOY TaKKe TpaHCAMpoBasock B KOrocnasuu, TyHuce,
Anxkupe, Mapokko, MopaaHuu, BocTouHol fepmanuu, Monblwe, BeHrpun, Yexocnosakum, [y-
6ae, loHKoHre, CoseTckom Coto3ze 1 fAinoHuK.
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«EBPOBUAEHUE» U BEPHAKYTAPHOCTb:
HAUUOHAJIbHOE N UHTEPHALIMOHA/IbHOE

Mpunes «ABaHNOU» ABAAETCA XOPOLIMM MPUMEPOM MPOBEAEH-
HOM MHOW aAuddepeHuMaLmMn mexay ABYMA TUNamu/oyHKUMAMM
BEPHAKY/NIAPHOIO B My3blKe, KOTOpble MOTYT 6bITb HalAEHbI BO MHOTMX
Ky/nbTypax: ¢uno-BepHaKynsapHOe U OHTO-BepHakynspHoe. MNepsoe
OTHOCUTCA rNaBHbIM 06Pa3OM K ApeBHEMY pUTyasibHOMY GONIbKAOPY,
yHacne[oBaHHOMY OT NPeablAyLLIMX MOKOAEHUIA U CBA3AHHOMY C 3eM-
nefenbyeckMmm obLLecTBaMm, XapaKTePU3YOLLMMUCS CTaBUAbHOCTbLIO;
BTOPOE NMPUMEHUMO K $O/IbKAOPY YPOAHU3NPOBAHHOIO HaceneHus u
nogpasymeBaeT NpoLEecc MNOCTOAHHOTO B3aMMOAEWCTBMA C MONynsap-
HOWM MY3bIKOM, OTKPbLITOCTb BAUAHUAM U 3aMMCTBOBAHUAM, OTAENEHNE
oT puTyana. CoOTBETCTBEHHO, OHTO-BEPHAKY/IAPHOE XapaKTepusyeTcs
M3MEHYMBOCTbIO. MPaHN MEXKIY STUMM TUNaMU/OYHKLUMAMMN HEYETKME,
MOCKO/IbKY OHM HEPEAKO NpeBpalLaloTcsa OAHO B ApYroe, Hanpumep, B
CUTYaUMAX MUTPALLMM OBLIMH U APYTUX COLMOUCTOPUYECKMX NEPEMEH.
Mccnepya sToT BONPOC Ha NPOTAMKEHUM ABaALATM NeT, A NpoBepana
TEOPUIO U MPUMEHAA e K Pas3/IMYHbIM Ky1bTypam U My3blKaJibHOMY
bONbKAOPY KaK YacTu KyabTypbl.

«EBpOBMAEHMEY, KOTOPOE ABAAETCA CBOEr0 pPoAa JIOKYCOM Fo-
6anbHOM Ky/NbTypbl, OKA3blBAETCA OAHOBPEMEHHO W TOYKOM nepece-
YeHuA ABYX TUMNOB BepHakynapHoro. [pesHue duao-BepHaKynspHble
3/1eMEHTbI, KOTOPble OTHOCATCA K KOPHEBOM CUCTEME HaLMOHANbHOW
KyNbTypbl, 06beaAnHATCA ¢ 06WMM, MobanbHbIM CTUAEM, CO34aBas
OHTO-BEPHAKYNAPHOE KaK PECYPC MENKKYIbTYPHOM KOMMYHUKALMK U
KaK 3CTeTUYeCKoe npeanoyvTeHue.

Kak nokasbiBaeT o6wmii 0630p penepTyapa «EBpoBuaeHMAY,
BK/toYan nepmog, nocne 1990 roga, Koraa MHOrMe BOCTOYHO-EBPONei-
CKMe CTpaHbl MPUCOEAMHUANCH K STOMY KOHKYPCY: YeM MeHblUe CTpaHa
M yem b6osiee OHa yAaneHa OT «LUEeHTPa 3anaAHO-eBPONENCKON Ky/bTy-
pbl», Tem 6onbluee 3HaYeHME NPUAAETCA B Hell GUNO-BePHAKYNAPHOM
WMOEHTUYHOCTU, N COOTBETCTBEHHO COOCTBEHHOMY MeECCeaKy «eBpo-
NencKomn cembey.
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HecnyyaitHo MpnaHamsa ¢ ee YHUKANbHbBIM U *KU3HECNOCOOHbIM du-
NO-BEPHAKyNAPHbIM GONbKIOPOM Bbisla MHOFOKpPaTHbIM Nobeautenem
«EBpoBuaeHUA». PUNO-BEPHAKYNAPHDbIE 3/1IEMEHTbI — 3TO OYEHb CU/b-
Hbli1 KOMMOHEHT MONYASPHON MY3bIKW, BbIMOAHAIOWMI GYHKLMIO pe-
Npe3eHTaLMM HALMOHANBbHOTO Ha MeXAyHapoaHbIX opymax B Auana-
30HE OT NPECTUHHbIX KOHKYPCOB 0 PEKIaMbl MECTHbIX TYPUCTUYECKUX
pocronpumeyatenbHocTel. CooTHOWEHME Mexay duno- n nonynap-
HbIMW (OHTO-) 3N1EMEHTaMM B C/IOKHOW CTUAUCTUYECKOM KOMOWUHALMM
OTPa)kaeT COOTHOLIEHWE MPUOPUTETOB: MKENaHUA MOAPAXKATb AUCTUA-
NIMPOBAHHOMY CTU/IKO €BPO-MON M CTPEMJIEHUS BbIPa3nUTb YHUKA/bHYHO
HaLMOHaNbHYIO UAEHTUYHOCTb. 3TO COOTHOLIEHWE BECbMa KpacHOpeYu-
BO FOBOPUT O COLLMOKYNLTYPHOW NMPUPOAE U AyXe KOHKPETHOM CTPaHbI.

3Ta Tema TpebyeT OCHOBATENbHOIO UCC/IEL0BAHUA, HO MO NpesBa-
pUTENbHbIM HABNOAEHMAM MOXHO CKa3aTb ClesytoLuee.

®dunno-sepHaKyNAPHbIE 31EMEHTbI, UCMO/b3yeMblE B KYyJbTYpPHO-
NOSIUTUYECKUX LLeNsX, Kak 3TO MPOABUIOCh B KMUPHOW KOHKYPEHLMM»
MeXAy HaLMOHANbHbIMKU Ky/lbTypaMu Ha «EBpOBMAEHUWM» B KOHLE
[BafLaToOro BEKA, BKAKOYAAN NPUMEPbI KaK UCMOIb30BaHMUSA, TaK U UC-
KtoueHnA GU0-BeEPHaKYNAPHbLIX XapaKTePUCTUK. B penepTyape «EBpo-
BMAEHUA» MOTYT ObITb 0BHAPYKEHbI TPW BUAA NMOCLINOB NOCPEACTBOM
MCNONb30BaHNA WU UCKIIOYEHUSA UN0-BEPHAKYNAPHbIX XapaKTepu-
CTUK. B TO BpemMa Kak anemeHTbl GMN0-BEPHAKYNAPHOTO MOTYT Bblpa-
’KaTb HALMOHANbHYIO rOPAOCTb, UCMO/b30BAaHUE OHTO-BEPHAKYIAPHOIO
MUMEET, CKopee, KOMMYHUKATUBHYIO OYHKUMIO: Yem 6osblie OHTO-Bep-
HaKynApHOro, Tem 6osblie KenaHue BbiTb NMOHATbIM. OrpaHuMyeHHoe
MCMNOb30BaHME KMATKUX» GUNO-BEPHAKYNAPHbIX YEPT CBUAETENbCTBY-
€T 0 Xe/laHMM Jo6pPbIX OTHOLLIEHWI; B TO BPEMS KaK «Taxenble» ¢uio-
BEPHAKY/NAPHbIE XapPaKTEPUCTUKKN NepesatoT AedeH3nBHYIO MO3ULMI0
CaMO-MaprMHanun3aLuu.

Al BO3BpALLAlOCh TeMepb K U3PanUIbCKOMY CNY4ato M KOHKPETHO K
npunesy necHn «AbaHnMbWU», 4Tobbl paccMoTpeTb ero B bosnee WUpo-
KON MCTOpMYECKOM nepcrnektuBe. HasBaTb 3TO «COBPEMEHHbLIM U3-
PauabCKUM HOSIbKAOPOM» Bbl0 Bbl MPABUIbHO TOJIbKO B KOHTEKTCE
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CO3HATENbHOW KOHCTPYKUMM (MM TOTO, YTO MPEACTAaBASANOCh KaK pe-
KOHCTPYKLMA) HaUMOHAaNbHOTO M3PanibCKoro (MBpUTCcKoro) donbKkaopa
B 1930-e roabl. [Jarke ecnm 3TOT KyAbTYPHbI SKCNEPUMEHT Bbla OCHO-
BaH Ha CpeHEeBEKOBbIX €BPOMENCKMX LLePKOBHbIX 1aZiaX U Ha TOM, YTO
6b1/10 M3BECTHO MY3bIKaHTAM M3 NMEHTATOHHbIX BOCTOYHO-EBPOMNENCKNX
KOPMyCOB CNAaBAHCKOrO 3emaefeNib4eckoro ¢onbKaopa, OH, TEM He Me-
Hee, BbIMO/IHU/ CBOK KYNbTYPHYO GYHKLMIO B CO34aHMN HOBOWM Hauu-
OHa/IbHOW MAEHTUYHOCTW.

CyLLecTByeT XOpOLIO W3BECTHAA MCUXO/I0TMYECKasa aHalorma:
yNblbKa MOXKeT ObiTb BblparKEHWMEM pPenaKCaLMmn, HO OHA YKEe MOXKET
CnocobcTBOBATL peniakcaumn. AHANOTMYHO, eCcIn 3eMesesbuyeckuii
bONbKNOpP ABNAETCA BblpaXKEHWEM }KU3HU Ha 3eMJie, TO JaXKe UCKYC-
CTBEHHO CO3aHHbIN POSIbKIOP MOXKET BAOXHOBUTb U CTUMY/IMPOBaTb
YKU3Hb Ha 3emne’?,

AHanorva, KOHeYHo, ynpoLLleHHana, HO TPYAHO He COrnacuTbecA
C NOJIOXKEHUEM, YTO UAEONOTNA CUOHWU3MA, YCUIEHHAA TOICTOBCKOM
naeem KOMMyH M MAEAMMU COLMANM3MA, UrPasia PeLLaloLLy0 posb B
CTpouTenbCTBe rocygapctea M3paunb; ero ¢onbKnop M neceHHas
KYy/IbTYpa B LLe/IOM COCTaBAAOT CUbHbIN KYNbTYPHbIN GaKTOP 1 UCTOY-
HUK MOLLM HaUMOHaNbHOTO Ayxa Mo cev AeHb. MNpunes «ABaHWOU»
nepefaeT meccea CTabuUAbHOCTU U IYOOKMX KOPHEW HA CBOEW 3eM-
ne. Beaywmii nporpammy «EBposuaeHuna» B Mapuke pobasun cnosa
«Cabpa»' npu npeactasneHnn nesua Maxapa KosHa, 4To TakKe ycu-
nmno obluee BOCNPUATME CAMOBBITHOCTU NECHMU.

2 MoyKHO NpouMTMpPOBaTL c10oBa Molue BUAeHCKOro, Of4HOMO U3 KAacCUKOB M3PanabCKoM nec-
HM, KOTOPbIN cKasan B 1965 roay o ponv rebpansma B U3paunbCKON NonynsapHoK necHe: «Jlo-
Ka/bHbIN XapaKkTep [neceH] He MoKeT BbiTb HaBA3aH NO NPUKasy, U 06bIYHO “Nerkas necHs ”
rOBOPUT Ha MHTEPHALMOHANbHOM A3bIKE, 32 UCK/IOYEHNEM MECTHOTO 3BYYaHUA... U TaKoe 3BY-
YaHuWe CyLecTByeT B Hallel necHe 13-3a A3blKa UBPMUT. ... CTOMT 3aMeTUTb, YTO TO, YTO NPUHATO
cynTaTb Y HAC HAPOAHOM MecHel, He ABNAETCA HACTOAWEN HAapPOAHOM necHel; 3To 6bl10 U3o-
6peTeHo NCKyCcCTBEHHbIM 06pasom» [umT. no 10, c. 122].

11 Cabpa — 3TO MBPUTCKOE C/I0BO, O3HAYaIOLLEE KPOXKAEHHbIN B M3panne» n Bowealwee B psag,
€BPONENCKMX A3bIKOB. ITO C/I0BO O3HAYAET KKAKTYC» U MeTadOPUUYECKM O3HAYAET KECTKUMR U
KONIIOUYMI BHELWHMI BUA NN0AA, MOA KOTOPbIM CKPbIBAETCA HEXHbIN U CafKUIA COK.
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Hy>XHO NpPUHATL BO BHMMaHKe, 4To B 1978 rogy euwie mHorne ms
TParnm4eckmx, reponYeCcKmX 1 CaBHbIX COBbITUI, acCoLUUPYOLWMXCA C
N3pannem, 66111 CBEXM B NaMATU eBPONencKkon ny6amnkum. Tonoko 11
net npowso c WectnaHeBHoM BoWHbI 1967 roga, ToNbKo 6 neT — co
3BepcKoro youiictea 11 napannbckux atnetos Ha JleTHeit Onvmnuage
8 MioHxeHe 1972 roga 1 TonbKo 5 neT nocne BoliHbl Mom Kunyp 1973
roga, Korga M3paunb 6bi1 HeoXMAaHHO aTakoBaH B CyaHbii [eHb,
CBOM CaMblii CBATOM U3 PENUTMO3HbIX NPa3AHUKOB.

3a 2 roga po «EBpoBuaeHua», B 1976 roay, nspannbtaHka PuHa
Mop 6bina KopoHoBaHa Kak Mucc FOHuBepc. B Tom e 1976 rogy us-
PauSIbCKMMM KOMMaHZOC Oblna npoBefeHa HEeC/bIXaHHO Aep3Kas
onepauma «IHTe66e» No 0CBOBONKAEHMIO 3a/I0XKHMKOB 3aXBa4E€HHOIO
dpaHLUy3cKoro camosneTa, Hanpasaaswerocs B U3pannb. 310 cobbiTue
6bl/10 HEMEeA/IEHHO OTPAXKEHO B ABYX TE/IEBU3MOHHbIX dUbmax: «Peig
Ha JHTe66e» (NBC) n «Mobena B IHTe66e» (IMDb), KoTOpbie BbILWAM
Ha 3KpaHbl 3uMoi 1976—1977 rofoB, a TaKKe B M3pauibCKom uabme
«Onepauua “Yoap monHum”» (1977)2. Tpunnep passepTbiBaHUA U3-
PanIbCKOM UCTOPUM B PeaNbHOM BpeMeHW npoaosKkanca. 19 Hoabps
1977 ropa npe3naeHT Ernnta AHBap anb-Cagat 06bABMA O CBOEM Ke-
NaHuK npuexaTb B Mepycanmm v BbICTynuTb B KHecceTe (M3panibCKom
napaameHTe). 3TO CTasI0 HA4YaIOM MMPHOIO NPOLLEecca, OCYLLECTB/EH-
Horo B mapTe 1979 roaga, Koraa M3pannb 1 ErMneT nognucanm MUpHbIiA
aorosop. EBpona 6biia rotosa npuHATL N3pannb. Anannyia!

«ANNTNNYWA» (nepeblit npu3 Ha «eBpoBuaeHun» 1979 roga)
Huyto He morio BbiTb 6onee pafoCTHbIM, bonee ONTUMMUCTUY-
HbIM, CUMBO/IMYHbIM N COOTBETCTBYIOLLMM UCTOPUYECKOMY MOMEHTY,
yem nNpuem KoHKypca «EsposuaeHua» 1979 roga B Mlepycannme, Ko-
TopbIM NpoBogmacs nocse nobeabl B Mapuke 8 1978 roay.
«Mobena [Ha “EBpoBuaeHun” 1978 roga. — M.P.] npuHecna
NPeCTUX U HaUMOHa/IbHYIO FOPAOCTb, U NPABO NPUHMMATbL Yy cebn

2 dunbm TaksKe 6bin TeaTpanusosaH B AHraum B 1978 roay.
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KOHKypc “EBpoBuaeHns” 1979 roaa. dKCTpaBaraHTHas NoCTaHOB-
Ka cobbiTva B 1979 roay, npamasn TpaHcaaumsa us Mepycaanmma ge-
CATKaM MUAIMOHOB Mo Bcel EBpone’®, u BHOBbL 3aBoeBaHMe nep-
BOro MecTa M3paunbcKol necHen “Annunyiia” (cnosa umpwut
Op; my3bika Kobu Owpat; MICNOAHUTENN — BOKaJIbHbIN aHCamb/ib
Halav u-devash [“Monoko 1 Mea”], conuctka fanu Atapu) — Bce
3TO HAMOJIHU/IO U3PAUIBCKYHO MYBNKY FOPAOCTbHO.

“Annnnyiia”, BO3MOMHO, O4HA M3 CaMbIX XapaKTepHbIX A5
“EBpoBMAEHUNN" MeceH, Koraa-nMbo CoOYMHEHHbIX, bblia BbibpaHa
[B U3paune ana yyactua B “EBpoBuaeHun”. — M.P.] nopgasns-
oMM BONbLUMHCTBOM. lMecHA Mmena BCe 3n1emMeHTbl popmysbl
“EBpoBMAeHUs”: Luennsaowasn, ¢ “MHTepHaUMOoHaNbHbIM cnoBom”
(Anaunylia ato bubneirickoe CNOBO, 3HAKOMOE KaXKAOMYy XPUCTU-
aHMHy), NOBTOPEHHbIM MOYTM B KaXKAOW CTPOKe (NecHs He umeet
npunesa); KOPOTKAA CUMMETPUYHAA 16-TaKTOBas Menoaus, KOTo-
pan NogHMMaecs K KyJibMUHALLMK Yepes3 NOCTOSHHbIEe CMeHbl dak-
Typbl; Nocaeg0BaTENbHbIE MOAYIALMMN HA BOCXOAALLYIO MAnyto ce-
KYHAY C KaXkAbIM MOBTOPOM 3aneBa, — 3pdeKT, KOTopbIi co3gasan
WNNIO3MI0 YCUMBAIOLWLETOC HaMpPAXeHUA B NMecHe U ABUNKEHUA K
KyNibMmUHaumm» [10, c. 120].

B npotusBononoxHoctb «EBposuaeHuto» 1978 roga B [Mapuke,
KOHKYpC B Wepycanume npeacTaBUi MHOFO BbICOKOKQYeCTBEHHbIX
BbICTYN/IEHWUIA, M HOBas M3paunsibcKas nobega co 125 oukamu ocyule-
CTBWMNIACb INLWb C HEBONBLUMM OTPLIBOM OT O4EHb XOPOLLE UCMAHCKOM
necHu «Su cancién», BeNMKONENHO UCMNOAHEHHOM bettn Muccuero.
OfHaKo, faXke eciv M3panabCcKaa CONUCTKA B TOT BeYep nesa MeHee
YBEPEHHO, YEM B AaNbHENLIEM, KAYeCTBO NECHM, CO BCEMU ee My3bl-
Ka/IbHbIMW M 3KCTPamy3blKanbHbIMW CBOMCTBAMM, Bblno npeBocxoas-
wmm. To, YTO BblWENPMBEAEHHAA LUUTATA HE OTMEeTMNA, — 3TO YAUBK-

B MpaAmas TpaHcaAuMA 6bi1a Ha 19 KOHKYPUPYIOLWMX CTpaH, atakke Typuuio, PymbiHuio, TOH-
KOHT 1 Ucnananio [1].
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TeNIbHOE MeNoAnYecKoe CoBnageHune ¢ npunesom «AbaHnbu». OauH 1
TOT }Ke TPUXOPAO0BbI MOTUB ABAsSETCA 6a30BbIM, 06LWMM A8 06enx ne-
CEH, M3 KOTOPOro Pa3BOPAYMBAIOTCA B LLEIOM AMATOHUYHbBIE MENOAMUMN.
Pasnnyne nponeraet B UX 1af0BOW MHTEPRpPeTALMM U TaPMOHU3ALLMMN.
BmecTo I-III-IV cTyneHei B M1HOpe TOT e Tpuxopsa asnsetca [[I-V-VI
CTyneHaMM B Maxkope. dPpdeKT OKasbiBaeTCA CXOAHbIM, TPUXOPL, Kope-
HUTCA B NOYTU YHUBEPCANbHOW ApeBHeNWeln (UNo-BePHaAKYNAPHOM
My3blKa/bHOW NamaTn®,

OfHako, 06wWmMiA CTUNb NEeCHU — eBPO-Non — AOMMUHUPYET Ha-
CTONbKO CU/IbHO, YTO H6ECcnonesHo UCKaTb MHTOHALMOHHbIE UCTOKK B
COBPEMEHHOM M3PanIbCKOM GO/IbKAOPE MO aHanormm ¢ «AbaHUOM».
MMHUMYecKas KaHTU/IeHa NecHW, ckopee, Mora bbl BbiTb OTHECEHa,
XOTSl U C HaTAXKKOW, K MYAEO0-XPUCTUAHCKOMN PENUTMO3HO-NEBYECKOW
TPaAUUMM, NPUTOM, YTO aKTUBHAA M TAXKenaa KoMOMHaLMA POK- U
CBMHTOBbIX PUTMOB M OPKECTPOBbIX TEMOPOB GaKTUUECKM onpeaenseT
06LWMI CTUb NECHM.

Ecnv roBopuTb 0 MyBMHHO-HALMOHANbHLIX — WAU GUNO-BEPHA-
KYNISPHbIX — M3PaUIbCKUX 3/1EMEHTaX, TO 6osbLie, Yem rae 6bl TO HU
6b110, OHW NPOSABAAIOTCA B C/IOBE-MKOHE «ANNAYIAAY, UCNOIb3YEMOM
B MYAENCKOW M XPUCTUAHCKMX PENUTNO3HBIX CY*KBax. O4HO TONbKO 3TO
C/I0BO, CMbIC/1 KOTOPOTO «XBasia» NMPUMEHUTENBHO K AeaHnaM [ocnoaa,
nepeBeLINBAET BCE MYy3blKa/lbHble CMMBOJIbI, XOTS OHW 3aMeyaTesIbHO
aenatot ceoe aeno. ®uno-sepHakynApHble 31eMeHTbl BKAKOYAOT pe-
annKn, cam IOKYC, U3 KOoToporo «Ananayima» npousowna. MNetb «An-
nunynto» B Mepycannme — ApEBHEM ropoae, LEHTPE TPEX MUPOBbIX
penurui, aa elle TpaHCAMpPOBaTb 3TO Ha EBpony 1 Asuio, 66110 camo
no cebe BOMHYIOLLMM COBbITUEM OFPOMHOIO 3HAYEHUA N 3HAYMMOCTMU.
3T0 06BbEeAUHANO APEBHUIN BUBNENCKMIA ITOC C UANO30PHBIM BeTXxo-
BEHCKMM Mnpu3blBOM Beka pasyma «O6HMMUTECb, MUAIMOHDI!» 1 BCe
BMeCTe NpeKpacHo 0TBeYano camoi naee «EBpoBuaeHUA».

14 0 rnybuHHOM CTPYKTYpe B My3blke cM. paboTbl Slepaans, AxakeHaoda [14] n Cnobogbl [15].
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[n3aiiH NNaTba U3PanNbCKOM CONUCTKM ann ATapwu, TOHKO coye-
TaBLWMIM NPa3gHUYHO-NACTOPANbHbIA NPOCTON $acoH C MPOBOKATUB-
HOW MPO3PaYHOCTbIO TKAHW, HECKOIbKO acCOLMMPYETCS C aHTUYHbIMM
obpasamMu M3 HEOKNACCUYEeCKUX eBponemnckux banetos. HassaHue
ConpoBOXAatoLero aHcambna «MonoKo U Mmea» accoLMMpoBanoch ¢
3emnen 06eToBaHHOM, «TeKyLLeN MoIoKom 1 megom» (KHura Ucxoaa
3:17). An3aiiH cLeHbl, rae CTOSAN BeayLme, BKAOYAN ApeBHUE KaMHU
W 3e/1eHble pacTeHun (To 1 apyroe — TUMUYHbIE AeTau U3PanUIbCKOro
nanawaodra). OgHO 370 AaBaNO 3PUTENSM — KaK B 3a/e, TaK U Tene-
3puTensam y cebs Aoma, — YyBCTBOBATb ceHA BOBMEUYEHHbIMW B CKa-
304YHbIN MUpP BUBNENCKOM peanbHOCTH.

BctynutenoHbii dunabm, NpeasapaoWmini Beyep KOHKypca, Abl-
Wan NpoOCTOPOM M CBEXMM BO34YXOM COBPEMEHHOW W CYACTANBOM
Ceatoli 3emnun. [JencTBUTENbHO, BCA TPAHCAALMA M3ay4vana YyBCTBO
CYaCTbA M NPaA3gHUYHOCTU. Bce anemeHTbl coeaMHUANCH, YTODbI Bbl-
CBETUTb U MNOAHATb «ANNMNYIAO» KaK nobeaHbl cumBon. MHTepecHo,
YTO rosIocoBaHme 6b110 cxoaHO ¢ «AbaHMbKN». MaKkcumanbHble 12 oy-
KoB ganu MopTtyranua, Upnanaua, duunavgua, LWeeuma, Hopserma n
Bputanus; 10 gana UcnaHua; 8 — MoHaKo, Jllokcembypr n ABcTpus.
ConupaapHoCTb CTpaH eBponenckolr nepudepun bbina euwe bonee
OY€eBMAHA, YEM FOAOM PaHblLUE.

Mcxops M3 Moero npeanonoXKeHus, 4to ¢uao-BepHakynsapHoe
— 3TO CUAbHbLIA U BaXKHbI GaKTOP ANA BblParKeHMA HaLMOHAIbHOM
NMAEHTUYHOCTU MHOTUX CTPAH, KOTOPbIE XPAHAT CBOO arpapHYHo Ky/b-
TYPY Y YyBCTBYIOT Ce65 NnepudepuiiHbIMU MO OTHOLLEHMIO K BEAYLLMM
€BPONENCKUM KYNbTYPHbIM LEHTPAM, MOXHO FOBOPUTb O TOM, YTO
M3pannb apaxabl nobexkaan Ha EBpoBuaeHumn 6narogapa TOHKOMY
6anaHcy mexay ¢duno-BepHaKkyNAPHbIMM 31eMeHTammn U GOHOM no-
nynsapHon My3biku. CorlacHO Moen KnaccupuKauum MecCeasken,
npeacTaBieHHbIX Ha «EBpoBuAeHUNY, N3pannb, No KpaliHel mepe B
1978-1979 ropax, yBepeHHO TpaHcaMpoBana 3Toc M ITHoC: «Mbl Mma-
Nlas cTpaHa, ropAasn Hawen camobbITHOCTbIO, HO KOMMNETEHTHAanA U CTOo-
AlLAA pPAAOM M BMeCTe ¢ “eBponeiickon cembein” ».
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3CTETUKA PYUH
B BEPHAKY/TAPHON ®OTOTPAGUM
PYCCKOA3bIYHbIX COUMANBHBLIX MEAUA:
MOCTAHOBKA NPOBJIEMBbI
WCCNEOOBAHUA

AHHoTauumA. CTaTbA nocsAleHa GpeHOMeHy BepHaKynapHoin dotorpadum
PYVH U CBA3AHHbIX C Hel M306pasKeHUii B COBPEMEHHBIX PYCCKOA3bIYHbIX CO-
LManbHbIXx Megua. Pacuget atoro peHomeHa npuwenca Ha 2010-e roabl u
CEerofiHA Mbl MOXEM Pa3rNAfeTb ero BO BCeX acnekTax. ABTOp aHanusupyet
co0bLLECTBO «ICTETUKA e*eHel», co3gaHHoe B 2014 roy 1 Becbma nonynsp-
HOe B COBPEMEHHOM ceTeBoW KynbType. Micnonb3oBaH meToa HaboaeHns u
aHasIM3a KOHTEHTa C 0Nopol Ha Teopuu 3HakoB Y.Mupca n P.Kpaycc, KoHuen-
ummn Studium mn Punctum PonaHa bapTa, KoHuenumn Kavwe M.MakatosHa
n B.BatcoHa. MNpepnaraemas ONTUKa MNO3BOAAET PacCMOTPETb MPaAKTUKM
doTorpadupoBaHua 1 pasrnagpiBaHusa poTorpaduii Kak urpsl. B pesynstate
BblAB/IEHbl OCHOBHbIE MO/Ib30BATE/IbCKME UIPbl C KOHTEHTOM coobulecTsa.
Tak 0b6HapyKMBalOTCA Caedylolme Urpbl C KAMEPOW: MOUCK 3HAKOB CTapo-
ro B 06blAEHHOM, NOUCK COEAMHEHUA CTApPOro M HOBOTO, aTTPAKLMOH NyTe-

* Pe3ynbTaTbl NOMyYeHbl B PaMKax BbIMOAHEHWUA TOCYAAPCTBEHHOrO 3afaHna MWHOBPHayKu
Poccuu (Homep pnis nybavkaumii: 27.7384.2017/8.9)
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LIeCTBMIM B fafiekne 3abpoLLeHHble MeCTa, aTTPAKLMOH OTKPbLITUI Janeknx
obuTaembix mecT. Urpbl ¢ poTorpadment Ha aKpaHe: KPUTUKA NPOUCXOAsALLLe-
ro B CTpaHe, yraplBaHWe MecTa v BPEMEHWU CbEMKM, Y3HAaBaHWE POLHOrO,
MOWUCK annto3uii, cnop o6 atanoHe «e*eHei». MNocneaytollee paclimpeHme
3TUX UTP, B KOTOPOM 06pasbl PyUH CTAHOBATCSA apPXETUTNOM, KOTOPbINM ApOOUT-
CA Ha K/1LUe, CBA3AHO C II0BUTENIbCKMM PUCYHKOM M Kosinaxkem. Cpeam aTux
Urp: POMaHTM3aLMA HECYACTHOW Nt06BM U OAMHOYECTBA, CEHTUMEHTAAN3A-
LWA YIOTa U PEMUHUCLLEHLIMIA, KPUTMKA COLMANBHO-NONNTUYECKUX BOMPOCOB.
PaccmatpuBas 3Haku, Yepes KOTOpble B3aMMOAENCTBYIOT aBTOPbI U 3pUTe-
2N, Mbl MPUXOAMM K BbIBOAY, YTO Yepes UHAEKCANbHOCTb CTaporo B M3obpa-
KEeHUAX MPOXOAWT 3K3UCTEHLMANbHOE MNeperkuBaHue KonebaHus Mmexay
CTapbiM M HOBbIM, KM3HbIO U CMEPTbIO, CYBbEKTUBHOE, UHAMBUAYAbHOE.
B aTOM MOKHO 06HapyXuTb Punctum ¢oTtorpaduii pymH, KOTOPbIA CIOKHO
oTpedIeKCMpPOoBaThb, BbIFOBOPUTL, KOTOPbIN BbI3bIBAET CMOPbI Y4aCTHUKOB CO-
obutecTBa. CMMBO/IMYECKMIA aCMNEKT 3a4acTyto CBA3aH, CKopee, co Studiumom
doTorpadumii. Tak paspywaetca rnobanbHblii UCTOPUYECKUIA HAppPaTKUB, NPo-
wnoe, HacTosLLee 1 byaywee bonee He CBA3AHbI B €AMHYIO LLeMOYKY, HO Bbl-
PacTatoT U3 OTAE/bHbIX YaCTHbIX BOCMOMWHAHWUIA, UCTOPUI, KOMMEHTAPHEB.
Kak nokasblBaeT Halle uccaenoBaHue, NONyAspHOCTb 3CTETU3ALUM PYUH B
COBPEMEHHOM CeTeBOM Ky/IbType BO MHOTOM CBA3aHa C KPM3UCOM UAEHTUY-
HOCTU W MEPEOCMbIC/IEHMEM OTHOLIEHWIM C NMPOLUIbIM Ha MOCTCOBETCKOM
NPOCTPaHCTBeE.

Kniouesble cnoBa: doTtorpadua pyvH, BepHakynsapHas ¢otorpadus, couu-
anbHble MeAMa, 3HaKK, KNuLe.
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THE AESTHETICS OF RUINS

IN VERNACULAR PHOTOGRAPHY
IN RUSSIAN SOCIAL MEDIA:
STATING THE RESEARCH PROBLEM

Abstract. The article is devoted to the phenomenon of vernacular
photography of ruins and related images in modern Russian-language social
media. The flourishing of this phenomenon occurred in the 2010s, and
today we can discern it in all aspects. The author analyzes the community
of “Aesthetics of screwings” created in 2014 and very popular in the modern
network culture. The method of observation and analyzing content based
on the theory of signs of Charles Peirce and Rosalind Krauss, the concept
of Studium and Punctum by Roland Barthes, and the concept of the cliché
of Marshall McLuhan and Wilfred Watson are applied. The proposed optics
make it possible to perceive the practice of photographing and viewing
photographs as a game. As a result, the main games in which the users play
with the community content are identified. Thus, the following games with
the camera are found: the search for old signs in everyday occurrences, the
search for connection between the old and the new, the attraction of travels to
remote abandoned places, the attraction of discoveries of remote inhabited
places. Games with a photo on the screen: criticism of what is occurring in
the country, guessing the place and time of the film shooting, recognizing
the native, searching for allusions, disputes about the etalon of “screwings.”
The subsequent expansion of these games, in which the images of the ruins
become an archetype, which is split into clichés, is associated with amateur
drawing and collage. Among these games: the romanticizing of unhappy
love and loneliness, the sentimentality of comfort and reminiscences and
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criticism of socio-political issues. While examining the signs through which
authors and viewers interact, we come to the conclusion that through the
indexation of the old in images there occurs an existential experience of
oscillation between the old and the new, life and death, the subjective, the
individual. Therein it becomes possible to discover the “Punctum” in the
photos of ruins, which is difficult to reflect, to pronounce, which causes
controversy among the members of the community. The symbolic aspect is
often associated more with the “Studium” of the photographs. Thereby, the
global historical narrative is destroyed; the past, the present and the future
are no longer connected in a single chain, but grow out of individual private
memories, stories, or commentaries. As our research has demonstrated, the
popularity of the aesthetization of ruins in the modern network culture may
be associated with the crisis of identity and the reevaluation of relations with
the past in the post-Soviet space.

Keywords: photography of ruins, vernacular photography, social media,

signs, clichés.

BBEAEHUE

B 2010-x rogax B PyHeTe pacuBeTaeT (B ouepeaHoi pa3) ¢otorpa-
¢us 3abpolleHHOro, paspyleHHOro, MoNypaspyLIEHHOIO MPOCTPaH-
CTBa, a TaKXe doTorpadum nycTytolero nNpocTpaHcTBa. Ha aToT pas
BHYTPW COOBLLECTB B COLMANbHbIX CETAX, B KOTOPbIX NO/Ib30BaTeNN (KaK
npodeccroHanbHble 1 nonynpodeccmoHanbHble doTorpadsbl, Tak U Mto-
6uTenn) BbiknagbisaoT GoTorpadum U3 pasHbix Yacteit Poccum u CHI, a
3aTem v Bcero mmnpa. dotorpadun caenaHbl Kak Ha LMbpoBbIe UK Nie-
HOouYHble poToannapaTbl, Tak U Ha 0BbIYHbIE CMAPTOOHbI. YacTb U3 HUX
obpaboTaHbl ¢ nomoupto MO, YyacTb BbikNaabiBatoTCA 6e3 0bpaboTKM.
Momummo doTorpadmini No Ux MoTMBaAM pas3BMBaeTca U daH-apT — Kon-
NaXkKN, PUCYHKKN, COBMELLLEHNE PUCYHKOB € doTorpadusmu. KaHposoe
MHOroobpasue gotorpaduii U pUCyHKOB BK/OYAET B Cebs 1 Neinsax, u
NOPTPET, Y HATIOPMOPT, U CIOXKETHYHO CbEMKY, 1 MapPKO-CbEMKY, U T.A.

OAHMM M3 K/OYEBbIX TaKMX COODOLLECTB MOXKHO Ha3BaTb coobuie-
cTBO «IcTeTuka e*eHen» (https://vk.com/yebenya) u ero mHoroumc-
NleHHble «dpaHWwm3bl». CoobuecTso b6bi1o co3agaHo B anpene 2014 roaa
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M Ha MOMEHT HanmncaHus 3Toro TekcTta (MoHb 2018 roga) HacuuTbiBaeT
251 303 nognucumka.

CnoBocoYeTaHue «3CTeTUKA e*eHei» pa3oLWwnoch Mo CeTeBom Ky/b-
TYPE Kak TepMUH A1 0603HaYeHWA oTaeIbHOro aBAeHMSA. [locne oCcCHOB-
HOro coobliecTBa cTanu co3faBaTbcA 60/ee NOKanbHble, Hanpumep,
«ICTETUKA MUTEPCKMX €*eHen» nam «IcTeTnka cMbupckux e*enHeiny». MNo-
ABUUCD KaHPOBble coobLLecTBa, Hanpumep, «/lnua e*eHei». Xewrter
#acTeTMKae*eHel (63 Kyntop) MOXKHO BCTPETUTH B Instagram.

370 cnoBocoyeTaHMe, 6e3ycNoBHO, HE aKaleMUYHO, HO TEM He Me-
Hee npeacTaBaseT coboi HOBbIM KOHLENT B AMUCKYPCE CETEBOM KyNbTy-
pbl, KOTOPbIV CTOMT BbIAENUTb KaK OTAE/bHbIN CloxkeT. Hanbonee 61130k
K «3CTEeTUKEe e*eHen» «MOTUB PYMH», O KOTOPOM FOBOPAT B UCKYCCTBO-
BEEHUN NPUMEHMUTENbHO K 0bpa3am paspyLieHHbIX U 3abpoLIeHHbIX
3gaHuMI. OKCIOMOPOH, IeXKaLLMiA B OCHOBE MCCNeAyeMOro HamMmM KOHLen-
Ta, f06aBNSAET K MOTUBY PYMH MOTUB Urpbl 1 Gaep nerkoro npeHebpe-
YKEHUSA, KOTOPOE, MEXK TEM, YacCTo, KaK Mbl YBUAMUM HUXKE, NEPEXOANUT B
yMuieHue. 34ecb 0T4aCTU MOXKHO NPOCAeAnTb NPOAOIXKEHME Urp GOTO-
rpadoB c AMKamn 6e306pasHOro, xoTs, KOHEYHO, «e*eHsA» B JAaHHOM
KOHTEKCTE NpeAnoiaratoTcA COBCEM He Kak HeuTo «be3 obpasa, a BeCb-
Ma olyTMMoe, daKTypHoe 1 obpasHoe. TyT, ckopee, 6AN30CTb K «bes-
06pasHOMY» COCTOUT B TOM, UTO «e*eHs» BOCMPMHUMAIOTCA KaK HeUTo
MeXKAy MEeCTaMu, Y KOTOPbIX CTb 3Ha4YMMble 06pa3bl. Takoe MeXKayMu-
pbe, NPOMEKYTOYHOE NPOCTPAHCTBO, INLO KOTOPOro HUYEM Hemnpume-
yaTenbHo, HO Bnarofapa B3rA4y Kamepbl obpeTatoT cBoit 0bpas. Bot
KaK MULIYT 0 Ha3BaHWK CO0bLLLEeCTBa ero aBTopbl:

«cmpacme K no0obHbIM Mecmam poousack y 2epoes Mmoeecmeso-

8aHUSA He 8 mom OeHb U He HaKaHyHe. Bozemu nob6oli pocculickuli

20p00 — KOpomkue neuwiue nymu, Kax rnpaeuso, rnpoxooam ro nos-

Heliwel e*eHu’<...> C camoao Ha4yana meica4enemus Hawu Hoau

monmanu 8cAKyH PasHyo cp*HuHy... <...> Ha camom desne, Hu4e20

0C0beHH020 0719 Hauwe20 coome4YecmeeHHUKA 8 OKPYHcarowux rnedi-

! 3pecb  panee Kyntopbl NOCTaB/1€Hbl aBTOPOM CTaTbU
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300X U He 6bin0... <..> W 8 mo xe spema 8 okpyxaroweli deli-
cmeumenbHocmu 661710 YMo-mMo HEOOBACHUMO MAHAWee»?,

B sTOM MoAcCHEeHMM K Ha3BaHWMIO MOMMMO JIYKaBCTBA TBOPYECKOIO
yenioBeKa, roBOPALLEro O CBOEM MPOU3BEeAEHMM, NPOCTyNaeT Kak pas3
3TOT CHOXKET O TOM, YTO HeYTo 0bblAEHHOE, MOBCEAHEBHOE COAEPKUT B
cebe 06pa3bl, KOTOPbIE XOUYETCA PACKPbLITb, BbITALLUTL HAPYKY M3, Ka3a-
nocb 6bl, OTCYTCTBUA 06PA30B.

CyliecTByeT pAaf MccneoBaHUM CBA3M MOTMBA PYMH U KOHCTPyM-
POBaHMA COLMANbHbIX NPeACTaBAEHUI O BPEMEHU N CMeHe 3nox. Ha-
npumep, AHgpeac LLleHne nuweT, 4To MHTEPEC K pynHam B obuiecTse
MoZepHa npeanonaraeT pepaekcuo, «...Npu KOTopol KonebaHme mex-
[y NPUBEPXKEHHOCTHIO MAee Nporpecca U HOCTanbrnen no yweawemy
MUPY, MEXAY HOBbIM U APEBHUM, NO ONPEeAENEHUIO, HE MOXKET 3aBep-
wuntbea» [1, c. 133]. B obwecTse NOCTMOAEPHA MOTUB PYWMH MO3BOASAET
pedneKkcnpoBaTb He TONbKO Ha TeMy KoNebaHMA MexKay NPOLLIbIM U Ha-
CTOALLMM, HO M Ha TEMY CaMOro XoAa BpemeHu. «Korga cTaHOBUTCA BO3-
MOXHbIM PacnpOCTPaHUTb MOHATUE “PYMHBI” HA COOPYXKEHUS Moaep-
HOWM 3MOXW, AUCTAHLMA MEXKAY MPOLAbIM M HAaCTOALWMM paspyLLaeTcs,
JIOMAeTcs cama KOHCTPYKUMA BpemeHn» [2, c. 89].

®oTorpaduma pynmH uccnemyetca B pasHbIX KynbTypax mupa. «Knac-
CUKOW» B KAaKON-TO Mepe ABAAKOTCA PyMHbl B aMepUKaHCKon doTorpa-
¢dum, BoCnpmATME KOTOPBIX 3BONOLMOHMPOBaANO ¢ XIX Beka. Hanpumep,
Maiinz Opsenn nuwer, 4yto ecamn B XIX Beke pyuHbl ans kutenen CLUA
OblIM YaCTbIO POMAHTMYECKOM HOCTaNbIUK, TO B XX BEKE PYUHbI — 3TO
«OCKOJIKM», KOTOPble 3aCTaBAAIOT NEPEOCMbICINTL byayluee cTpaHbl [3,
c. 14]. AHanusunpya ¢eHomeH poTorpadum pymH B amepmukaHckon ¢poTo-
rpadum yxxe B XXI Beke, OkcaHa MaBpuwmHa nuweT: « IHTepec K MOTMBY
“coBpemeHHbIX pynH” B Hayane XX| BeKa, B TOM Yncae B aMepUKaHCKOM
doTorpadumn, cBMAETENLCTBYET HE O 3aKaTe ele O4HON UCTOPMYECKON
anoxu, a 06 M3MEHEHUN MapamMeTPoB UCTOPUYHOCTU. Tenepb “HacTos-

2 URL: https://vk.com/yebenya?w=page-69563163_49015725.
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” u

wee”, “npownoe” n “ébyayuiee” 6onblUe KECTKO HE pa3aesieHbl U He ra-
PaHTUPOBaHbI KONJIEKTUBHBIM CyObeKTOM (Haumelt). Ux 3HaueHus pea-
JIM3YIOTCA KaK bl pa3 no-pa3HOMY B KOHKPETHOM MeCTe, B KOHKPETHbIX
obcToATENbCTBAX, MPU BOBNEYEHMN MHOXKECTBEHHbIX CYyOBEKTOB OMbITa,
namaTu n gevctema» [2, c. 95]. CoBpemeHHble doTorpadum 3abpolueH-
HbIX 34aHUI B JeTpoinTe KT bakin OTHOCUT K Ky/IbType NoCTMoAePHA U
MOKa3bIBAET, KAaK OHM NMO3BOAIOT NEPEOCMbIC/IUTL «YPHOAHM3NPOBAHHOE
NPOCTPAHCTBOY, CO34,aBas MHOMKECTBO a/I/I03UM U OTCbIIOK K NPOLL/bIM
KY/IbTYPHbIM 3roxam [4].

B KakKoM-TO cMbicne B NPOTMBOBEC aMepUKaHcKoi ¢doTorpadum
pyunH B XXI| BEKE, NEPEOCMbICAAIOLWEN CBA3b BPEMEH U MPUHLMMbI KOH-
CTPYMPOBaHMA NPOCTPAHCTBA, ¢oTorpadmm pymH B CTpaHax TPeTbero
MMpa UCCNefoBaTENN PACCMATPMBAIOT Yepe3 COOTHOLIEHME ApeBHEW
UCTOPWM PErroHa M KOJOHMANIbHOTO BAWUAHMUSA, NONUTUYECKOM acneKTe
TOrO, Kak PernoH pas3BMBa/ICA A0 OOpeTeHUA He3aBMCUMMOCTU W nocne
[5; 6] NOAUTMYECKUX U COLMANbHbIX TPAaHCHOPMALLMIA, NPOUCXOAALLMX
ceivac [7].

C yem e CBA3aH MOTMB PYMH B POCCMICKON BEpHaKyAApHOW ¢poTo-
rpadum 2010-x rogoB? B maHHOM paboTte a chopmynnpyto npobnaemy umc-
cnefioBaHUA Takoro poga ¢otorpadum.

METOA40/10TMA UCCNEAOBAHUA

B gaHHOWM paboTe Mcnosb3oBaH METO/ aHa/M3a KOHTeHTa u3obpa-
YKEeHWI, BblKNablBaeMbIX B COOBLLECTBE, U MeToA, HabnoaeHnsa 3a co-
obuiecteom B ayxe UMdposoi sTHorpadum, No pesyasratam KOTOPOro
BbIAAB/IEHbI TUMMYHbIE CNOCO6bI B3aMOAENCTBMA aBTOPOB 1 3puTenei ¢
BOCNPUHUMaEMbIM KOHTEHTOM COO6LLI,eCTBa.

B xoze uccnenoBaHMs A NPeANoOA0XKNAE, YTO OAHON U3 KtoUYeBbIX
NPaKTUK B3aMMOAENCTBUA C M306parKeHNEM B JaHHOM CO0bLLEeCTBE Bbl-
cTynaet urpa. BeposATtHo, y Takoro noaxoaa ectb orpaHuyeHmns v 8 Aab-
Helwem Ham yaacTtca bosiee ryboKo M pa3HOCTOPOHHE NPoaHaAU3npPo-
BaTb GEHOMEH «3CTeTUKM e*eHeli», HO Ha JaHHOM 3Tane PaccCMOTPUM
ero yepes onTUKy urpbl. Kak nucan MoxaH XeitauHra, urpa — 310 0AHa
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13 obleyenoBeyecknx Gopm, Yepes KOTOPY MOXKHO paccMaTpmBaTb
0COBEHHOCTM TOW UK MHOW KyNbTypbl [3].

AHanM3 KoHTEHTa M300parkeHWi onupasncs cpeau Mnpovyero Ha
npeacTaBneHna O BMAAX 3HAKoB Yapnb3a Mupca: 3HaKM-MKOHBI, 3aKO-
Hbl-MHAEKCbI M 3HAKKU-cUMBOAbI [9, c. 89]. B 3HaKe-MKOHe O3HaYyaemoe
TOM/ECTBEHHO O3HAYaloWEeMy, B 3HAKe-UHAEKCE O3HAYalollee yKasbl-
BAET HA MPM3HaK 03HA4YaeMoro, a B 3HaKe-CMMBOJIe 03HAYaeMOE U 03-
HayatloLLLee COOTHOCATCS B CUAY C/IOMKMBLUMXCS B OOLLLECTBE KYNbTYPHbIX
Kogos [9, c. 89]. 9To pasaeneHne BeCbmMa YC/0BHO, U B MPUPOAE 4acTo
OOMH 3HaK coaepKuT B cebe Bce TpM BMAA, HO, TEM HE MEHEE, NPU aHa-
nmse ¢otorpadumii MOXKHO BbIAEANUTb BeAylMiA BMA, 3HaAKa. Mpu aTom
Ba)KHO OrOBOPUTLCSA, YTO ecnu ana MNupca doTorpadus — npexae Bcero
3HAK-MKOHA, TO nocneayowme nccnegosatenn ¢ortorpadum, B 4acTHO-
CTH, Hanpumep, PosanuHg Kpaycc roBoput 06 uHaekcanbHoctn ¢hoto-
rpadum [10, c. 17], o Tom, yto PoTorpadus — 3TO OTCbIZIKA K TOMY, YTO
OCTaeTCA 33 paMKamu, 3a Kagpom. B potorpadmsax gaHHoro coobuyecTsa
CMMBOJIbI UMEIOT MEeCTO BbITb, HO B TO K& BPEeMA MOUCK U y3HaBaHWe
MHAEKCANbHOCTU POTOrpadUUECKOro TaKKe CTaHOBUTCA YaCTbto UrPbI, B
KOTOPYHO UrpatoT y4aCTHMKM coobLecTBa.

PE3Y/ILTATbI UrPbl C KAMEPOW

B aTom pasgene pacCMOTPUM Te WUIPbl, B KOTOPblE UrPakoT aBTOPbI
BbIK/1agblBaeMbix ¢poTorpadmin B coobuiecTse.

OfHa 13 urp cocTout B Tom, YTobbl 0OHApPYKMBaATb B CBOEW 0ObI-
[leHHOW peanbHOCTH, B CBOEM OKPYKEHMMU Cneabl CTaporo, paspyLleH-
HOTO — PYMHM3aLMI0. APKMM NPMMEPOM TaKoM Urpbl CayKaT GoTorpa-
duK, Ha KOTOPbIX COBPEMEHHbIE CTPOEHMA KOHTPACTUPYIOT CO CTapbIMMU,
Pa3pyLUEHHbIMM, 3a4aCTyl0 BbILEAWMMM U3 UCMONb30BaHNA. UK ke
HaobOpOT: ycTapeBlUMe NpeameTbl (Hanpumep, TPAHCMOPTHbIE cpea-
CTBa — aBTOMOBWAK, TPaMBaK), KOTOpPbIe BCE ELLe IKCMIYaTUPYHOTCA B
COBPEMEHHbIX peanusax. Cxoxan ¢ 3TON urpa NepeHocuT aBTopa 13 yamy-
HOTO NPOCTPAHCTBA B MHTEPLED, FAE 3/IEMEHTbI CTapbIX aHTypaKei co-
CeACTBYIOT C COBPEMEHHbIMWU. KOHTPACT HOBOTO M CTaporo CTaHOBMUTCA
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OCHOBHbIM ABMXYLLMM MOTUBOM 3TUX Urp. CTapoe 1 HOBOE B 3CTETMYEe-
CKOM MPOCTPAHCTBE KOHCTPYMPYIOTCA KaK Yepes3 CMMBO/bI, Hanpumep,
ambnembl CCCP, Tak M Yepes UHAeKcbl. MHAEKCbI B 3CTETUYECKOM NPO-
CTpaHcTBe «e*Hel» 3aHMMaloT BecbMa 3Haunmmoe mecto. O Konuue-
CTBEHHOM aCMEKTe 3TOr0 AB/IEHMA Mbl HE MOXEM CYANTb B CUAY OrPaHu-
YeHUM nUccneaoBaHUs, 04HAKO MOXKEM BblAeUTb TEHAEHLMIO. ABTOpPSI
CHUMKOB MIPAtOT B OTCbIIKU K NPOLL/IOMY B HAaCTOALLEM.

[Opyroin Tun urpbl 6/M30K K aTTPaKUMOHY M npeanonaraeT ¢oTo-
rpadupoBaHue Toro, YTo TPYAHOAOCTYMNHO, TpebyeT nyTelecTsus, npu-
K/JOYEHMS, aBaHTIOPbl. B 3TOM aTTpaKkuMoHe aBTOpbl COOMpPatoT onsaTb
JKe KaK CMMBO/Ibl, TaK M MHAEKCHI 3a0pOLLEHHOTO, CO34aBas KONNEKLUN.
ITOT aTTPaKLMOH OTYACTU MOMKHO PACCMATPMBaTb KaK 4YacTb CyOKy/b-
TYPHOrO ABUXKEHUS, MHOTAA MMEHYEMOTO «CTajsIKepaMm», HO A Obl He
CTasa UX MNONHOCTbIO OTOXKAECTBAATb. Ha3BaHWe, 3aMMCTBOBaHHOE U3
pomaHa «[MKHUK Ha 0bounHe» bpaTbeB CTPyralKuMx B COBPEMEHHOM
KYNbType PacTUParKMPOBaAHO COBPEMEHHbIMM NucaTenaMmmn-paHTacTamm
Bpoae AMuUTpuA [NYXOBCKOro M Mnpexae BCEro KOMMbIOTEPHOM UFPOK
S.T.A.L.K.E.R # HanucaHHbIMM NO ee MOTUBAM KHUTamu [11], ceTTUHT Ko-
TOPbIX MEPEHOCUT UTPOKa NN YnTaTena B YepHoObI/Ib. ITO He O3HaYaeT
nonynsapHocTb CTpyraLKmMx B MOMOAEKHON KynbType. Tak, Hanpumep,
B McCneaoBaTenbcKoi akcneanumn® B r. BopoHex netom 2017 roga A
NMO3HaKOMMAACb C MHPOPMAHTOM, KOTOPbIA UrpaeT B 3Ty WUrpy, BCaea-
CTBME Yero peLlinn NoYnTaTb KHUMM, HaMWCaHHble MO ee MOTUBAM, HO
HWCKO/IbKO He 3HaKom ¢ TBopyecTBom CTpyraukmnx. OgHako obpas cTan-
Kepa 13 «[TMKHMKaA Ha 060YMHE» ICTETUUECKM NEPEKIMKAETCA C YaCTbio
doTtorpaduii coobuiecTBa «IcTeTUKA e*eHely, Aaxe ecn He pednek-
CUPYETCA ero y4aCTHMKAMM, M 3TOT CIOXKET MOMKET BblTb PaCCMOTPEH B
OanbHenwem: «30Ha», n3obpakeHHaa CTpyraLuKMmmM, — MecTo CO CBO-
MM 0COObIM BpeMEHEM, KOTOPOE KOHCTPYMPYETCA UHAMBUAYANbHO ANA
KaXkAoro, Kak M BoobLLe BCe, YTO MOMABLUMIA TyAa MOMKET BCTPETUTb.

3 Ikcneamuma “M3yyeHne UCTOPUM MHTEPHETa B permoHax, r. Boporex”. URL: https://pf.hse.
ru/206012446.html.
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B 3TOM ecTb 4TO-TO 0b6Lee c 06pPa3OM PYWMH COBPEMEHHOCTHM, O KOTOPOM
nuweT OKcaHa MaBpuwmnHa.

Opyras urpa Hocut 6onee nosHaBaTesIbHYIO HANpPaB/iEHHOCTb U
npeanonaraeT OTKPbITUE HEU3BECTHbIX B CUY OTAANEHHOCTH, Nnepude-
PUMHOCTK, HO obuTaembix mecT Poccum 1 CHI. 310 He 3abpoLLEeHHble Me-
CTa, HO }KW/Ible Hace/leHHble MYHKTbl, OTOPBAHHbIE OT «LMBUAMU3ALUNY.
ECNM CTaNKWHT MHOTAA Ha3bIBAOT MHAYCTPUANbHBIM TYPU3MOM, TO 34€eChb
peyb O TYPU3ME IK30TUYECKOM WU TYPU3IME «KOMIOHWMANbHOM»: NHOAN
M3 LEeHTpa NoceLlatoT mecTa Ha nepudepum CTpaHbl, XU3Hb B KOTOPbIX
NMB0 YHUKaNbHA B CUNY KaKMX-TO GaKTOPOB, MO0 HaxoamUTcA B MaTepu-
aNbHOM NaHe Ha 6onee paHHUX CTaguAx pas3BuUTUA. Takue doTorpadum
HaMMeHee Harpy*eHbl CUMBOIMYECKUM WU MHAEKCANbHBIM M 4aCTO AB-
NAOTCA NPOCTO MKOHAMM TOTO, KaK ¥KMBET MyOUHKa.

Takum 06pasom, oaMH U3 NPUEMOB, SKCMAYaTUPYEMBIX B UIPax C
KamepoWn — 3TO KOHTPACT, NPUYEeM KOHTPACT, He 0653aTe/sIbHO OKa3aB-
WWIACA B paMKax Kazpa, MHOr4a KOHTPACT BO3HMKAET M3-3a NPOTMBO-
nocTaBieHnsa 0ObEKTA B KaZpe U KyNbTYPHOrO KOHTEKCTA, U3 KOTOPOro
aBTOP CHUMKa pa3riaablBaeT 0OBbEKT.

UrPbl C ®OTOrPAGUEN HA SKPAHE
3puTenu coobLLecTBa TaKKe UrpatoT B pasinyHble urpbl. OgHa us
TaKMX WUrp, KOTOPbIE CI0XKHO NPOMYCTUTb, 3TO COKPYLUEHWe Mo Nosoay
TOro, 40 Yero A0Benv CTpaHy, PernoH, ropoa u T.4. Tem He meHee npa-
BW/1a COOBLLLECTBA OCYKAAIOT PACCYKAEHUA HA NOAUTUYECKME TEMDI, MO-
3TOMY 3Ta Urpa Mogepupyema:
«CTPOI0O HE PEKOMEH/YETCA (u ¢ 8biCOKUMU WAHCAMU Ka-
paemcs 6aHOM) ocmasAaMe KOMMEHMAapuu HA noaumu4veckue U
CMeX(Hble (UCMOpPUKO-MoaumuYecKue, 2eonoaumu4veckue u 0p.)
membl. OcobeHHO He npusemcmayemca pe3Kuli U Hemomugupo-
BAHHbIU pa3sopom OUCKYCCUU 8 NoAUMUKY, d MAKHE KOMMeHMa-
puu € Ucrnosnb308aHUEM 0eMomu8amMopos, KAPMUHOK Uau eudeo
Ha noaumuy4eckue memol. [lonumMuku nNpuxooam u yxooam, e*eHs
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seyHol. [lna nonumuyeckux ouckyccull cywecmsyem eecb 0Cmasb-
Holi uHmepHem»*,

OcTanbHble Urpbl CBA3aHbI C yragblBaHMeM 3HakoB. Camoe npo-
CToe — yrafpiBaHue, rae 6bin caenaH Kaap, Uav B Kakoe Bpems. bonee
CNOXHOe — TMOWCK a//ilo3Ui, OTCbIIOK K MPOU3BEAEHUAM WMCKYCCTBA,
KOMMbIOTEPHLIM UrPam, KyabTypHbIM obpasam B uenom. OTaenbHo
HY}KHO PaCCMOTPETb y3HAaBaHWE MECTa, IAe XKW UAK ObiBan paHbLie.
KommeHTaTopbl 61aroapAT aBTOPOB 3a BECTOYKY M3 CBOErO MPOLL/IOro,
PacCcKasblBalOT UCTOPUN, CBA3AHHbIE C STUMWU MecTaMu. Tak BO3HUKaeT
He rNob6anbHbIN UCTOPUYECKMIA HApPPATMB MaMATU, @ MHOFO YacTHbIX,
OPOBHbIX, HEIMHENHbIX, NEepeceKalolmxca Apyr C APYrOM CHOMKETOB,
paspacTalolWmxcs My4ykamu M3 OTAE/IbHO BbIXBAUYE€HHbIX MOMEHTOB.
B ¢doTorpaduax obHapyKmMBalOTCA CMMBOJbI, MOHATHbIE Y3KOW Tpyn-
ne Ntogen, a MHAEKCbl COeAMHSAT M306parKeHUa C YEM-TO JINYHbIM,
YacTHbIM. 3eCb MOXHO BCMOMHUTb naeto PonaHa BapTa oStudium u
Punctum B ¢oTtorpadum [12, c. 43—44]. Paccykaas o potorpadmsax cra-
poro, bapT pa3genset ux Ha Te, KOTopble Npeg/iaratoT maTepuan ans us-
y4yeHus (B HMX ecTb To/IbKO Studium), 1 Te, B KOTOPbIX «CTpena BblaeTaeT
CO CUEHbI M NPOH3aeT MeHA» (B HUX nommmo Studium ectb Punctum)
[12, c. 45]. Punctum cybbeKkTMBEH, MHAMBUAYAIEH, HE CBA3AH C 06LLel
MCTOPMYECKOM NAMATbIO, MOAUTUYECKMMM, COLMANbHBIMU KOHTEKCTa-
MM, 3TO IK3UCTEHUMAbHOE NepexnBaHue. Tak, uuTupys bapTta, MoXKHO
NpeanooXKuUTb, YTO yradbiBaHWe MecTa No AeTanam, obeyKaeHune Bpe-
MEHM CHUMKaA, NOUCK aNNto3ni U T.4. — 3TO nLb obpalleHune K Studium
aTux dotorpaduii, n3yyeHue, «NpunexaHne B YeM-TO, BKYC K YEMY-TO,
YTO-TO BpOAe 0bLero ycepams, HEMHOMO CyeT/IMBOr0, HO JINLEHHOTO
ocoboit ocTpoTbi» [12, c. 44]. Torga Kak BbiXxBaTblBaHME «POAHOIOY», Be-
CTOYKM M3 NPOLLIOTO, BO3HMKAIOLLEN MHAUBUAYANbHO U3 CYObEKTUBHO-
ro, 3K3UCTEHLMANbHOTO NepeXnBaHMsA, 3TO U ecTb oLyLLleHne Punctum,
«PaHbl, YKONa, OTMETMHbI, OCTaBASEMOMN OCTPbIM MHCTPYMEHTOMY [12, c.
45]. OcTeTMKa e*eHell paHUT, KONET 3puTeNieit, 3a1eBaeT TOHKME CTPYHbI,

4 URL: https://vk.com/yebenya?w=page-69563163_49019355.

84 HAYKA TENEBUOEHNA Ne 14.3, 2018



KOTOpble C/I0XKHO NpoaHaNnM3npoBaTh, 0b6palLanch K 0bLemy nctopmye-
CKOMY HappaTuay.

B 3TOW CBA3KM MHTEPECHA eLLe OAHA UFPa, KOTOPas, BIPOYeM, TaKKe
MoZEepUpYeTCs NpaBuaamu. ITo urpa B onpeaeneHune, e*eHs uam Het
npeacTaBneHbl Ha cHUMKe. OHa Hayanacb ele Ha 3Tane CTaHOB/eHUA
coobLiecTsa, ¥ YETKOro KaHOHa TaK M He C/I0XUI0Cb, HECMOTPA Ha To,
YTO YHACTHMKM COOBLLECTBA NEPUOANYECKM PACCYKAAIOT 06 3TOM.

«[MPOCTO HE PEKOMEH/AYETCA (6aHom He Kapaemcs, HO He
npusemcmayemcs) 3aae1amoe: «3Imo He e*eHsal». Cnop o mom,
umo ecmb e*eHs, umo He ecmb e*eHs, seyeH. Kozda e coobuje-
cmee bbin0 ewe yenosek 800, Mol uesnble seyepa npPo8oouau 3a

Makumu Ouckyccuamu. lomom e KommeHmapuu npuwesn Hekul

YenoeeK U cKasas: «pebama, Hy 80mM Mbl Hce Ha 8acC He 3PS Noonu-

CQHbl, 3HQYUM, ecMb KaKol-mo pe30HaHC, 3HaYum, Ham 8 Kakoli-

mo cmeneHu 6:U30K 8aw eKyc. Bom gbl u gbibupatime». Tak Mol U

cmanu dename»’,

KaKk Mbl MmoXKem npocneauTb U3 npaBua coobluectsa, e*eHn Beu-
Hbl M CMOP O TOM, YTO 3TO TaKOe, TOXKe BeYeH. IKIUCTEHLMANbHOCTb
nepeKmMBaHuA e*eHell Nnog4epKMBaeTca 3TUM obpaLLleHNEM K BEYHO-
CTU 1, BO3MOXHO, B 3TOM MOXKHO 0B6HapYKMTb paccoeanHeHue Lenu
BPEMEH, pasfesieHve uMHelHocTU BpemeHu. KonebaHue mexay
CTapbiM ¥ HOBbIM, MOAMEYAHNE KOHTPACTa, MOUCK 3HAKOB, OTCblNato-
WMX K YCTapeBAHMIO, PaspyLUEHMIO, MPOLWAOMY, MOXKHO PAacCMOTPETb
KaK 3K3UCTEeHUMaNbHOE NeperKmBaHMe KonebaHUa MeKay *KU3HbIO U
CMEpPTbIO, B KOTOPOM KaTapCcuC BO3HMKAET U3 MPOHUM, CapKasma, Co-
YyeTaHWA HecoYeTaemoro.

UrPbl C PUCYHKOM U KOJINAKEM

Momumo urp c dotorpacdmeir, BHYTpM cOOOLLECTBA BO3HUKAET Ha-
60p urp, BbIXOAALMX 33 paMKK doTorpadmmn. OgHa M3 TakMX Urp — pu-
CYHOK no ¢oTorpadumn. ABTOpbI-Nt06UTENN NEPEPUCOBLIBAIOT OTAE/NbHbIE

> URL: https://vk.com/yebenya?w=page-69563163_49019355.
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CHMMKM U3 co0bLLeCTBa, MHOIAA PeaNMCTUYHO, MHOT4A co3aaBas bonee
baHTaCTUYECKNIA, BbIMbILINEHHbIN aHTYPAX A1A TEX AN UHbIX 0O bEKTOB.

[pyraa urpa — 370 co3faHue NtobUTeNbCKOrO PUCYHKA CaMOCTO-
ATENbHO, MO MOTMBAM OMWCAHHOIO BbIlle MepeXMBaHUA KonebaHua
MEXAY KM3HbIO U CMEPTbO, HOBbIM M CTApPbIM, KOTOPbIA B PUCYHKe
CBOAMTCA 0 KNULLE, C MOMOLLBIO KOTOPbIX aBTOPbI BbIPAXKaKOT KakMe-To
CBOM CMbICAbI. TaK «BeYHble e*eHs» CTaHOBATCA «apXeTUNom», KOTo-
pbIf ApobUTCA Ha KNuLle, ecm PaccMOTPETb 3TO Yepes3 onTuKy Map-
wanna MakntosHa u Bunbdpena BatcoHa [13].

YacTb PUCYHKOB BbIMOJHEHbI C HAPOYMTON POMAHTMU3ALMEN 06-
pa3oB-Kauwe, 0BblYHO 3TO OYEeHb BEPHAKYASAPHble MNPOW3BEeAEHMUA
«WU3 YacTHOro anbboma», NOCBALLEHHbIE TEMaM HECYACTHOW N06BU U
oanHouecTBa. Tak 3CTETUKA e*eHel CTaHOBUTCA OCHOBOW A1A «CTpaja-
HWUI OHbIX BepTepos». Kpome ntobUTENbCKOM POMAHTM3ALUK pacnpo-
CTpaHeHbl bonee pemecsieHHble paboTbl B akBape/ibHOM 1 MacTe/IbHOWM
TEXHWKe, KOTOpble CO34at0T YIOTHbIE, HEXKHbIE PEMUHUCLEHLMN. B HMX
e*eHA NpoLoMKatOT CLOXKETbI, NONYAAPHbIE HA XOACTaX YIMUHbIX XYA0MK-
HWKOB, NPOCALLMECA OKA3aTbCA Ha CTEHE B FTOCTUHOW «MesIKOM BypiKy-
asum». [loctaTouyHO npodeccnoHanbHas rpaduka (Kak obbluHas, Tak u
KOMMbOTepHas) B COOBLLECTBE YACTO OTHOCUTCA K KaHPy GaHTaCTUKK,
aHTMYTONMM M XOppopa. TaK Yepes KNULWENPOBAHHYIO 3CTETUKY e*eHel
aBTOPbl penpeseHTyoT dunocobckne npobnembl NOTpebUTENLCKO-
ro obuiecTsa, TOTaIMTaPHbIX AUKTATYp, «bonblworo 6paTa», paspbiBa
MeX Ay Kfaccamu B o6LecTse U T.4,.

KOHTPACTHOCTb }KM3HM Ha MOCTCOBETCKOM NPOCTPAHCTBE CTAHOBUTCA
npeameToM U KONaXei, KoTopble co3aatotca u3 goTorpaduii e*eHei.
B HMX coumanbHble NPobiemMbl 06bIFPbIBAOTCA CAPKACTUYECKHU, YTO COOT-
HOCWTCA C YaCTblO KOMMEHTAPUEB M 06LLMM TOHOM COODLLLECTBA.

Ele oaHa urpa ¢ n3obpaxkeHMemM — 3TO MOUCK e*eHell B TEKCTAX
APYrUX KyJbTYPHbIX NAACTOB. YYAaCTHMKM cOObLLEeCTBA NPUCHINAIOT Kap-
TUHbI XYA0KHWUKOB KaK NPOLLIOTO, TaK U COBPEMEHHOCTM, KOTOPbIE MOA-
XOAAT N0 TEMaTUKe coobLecTsa. Tak, HaNpUmep, MPU3HAH XYA0KHUKOM
e*eHel poccuiickuin nensaxkuct Onuin Knesep (1850-1924 rr.), ubto
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«3abpoleHHyto menbHuLy» (1890) MoxkHO yBuAeTb B focyaapcTBEHHOM
TpeTbaKkoBcKoW Manepee nan «3abbiToe Knagbuwe» (1890) — B locy-
JapctBeHHOM Pycckom Mysee. M3 coBpeMEHHbIX XYA40KHUKOB B CO06-
wectBo nonanv pabotol KOAMK ManuHMHO. BOT YTO NULLIET B peL,eH3mm
0 ee BbicTaBKe «Industrial 2015» UpwnHa Kynuk:
«MonomHa t0nuu ManuHuHol npedcmasnaom nPoMeblsIeH-
Hyto apxumeKkmypy — 3as800bl U pabpuKu. Ee #usonuce moxem
HanomHume “UHAycmpuansHbie apxeonoauu” Hemeykux gpomo-
epagos-koHUyenmyanucmos bepHoa u Xunnel bexepos, ¢ Ha4a-
na 1960x 20008 cHUmaswux rno 6onbwell yacmu 3abpouwieHHsle
NamMaAMHUKU 3asepuiusuwielica npombiWaeHHOU 3pbl — 3Moxu, He
ocmasusuieli nocne cebs dsopyos, cobopos u Opyaux, bonee npu-
8bI4HbIX, MOHyMeHmMos. QuaypamusHas xusonucs y fOnuu Manu-
HUHOUI 8blenadum ceoe2o pPoda peKoHcmpyKuuell xydoxecmeeH-
Ho20 f3blKa ModepHu3ma XX seeka — 6y0b Mo amepuKkaHcKull
peanusm 30eapda Xonnepa unu Yapaesa LLlunepa uau memacgpusu-
yeckue naHOwWagmel xopoxrco de Kupuko»®.

Ecnv KOnma ManunHuHa aenaet B CBOMX MNOIOTHAX OTCbIIKY Ha GpoTO-
rpadoB, CHUMaBLUMX 3abpoLueHHble 34aHMA XX BeKa, TO Y4aCTHUKK CO-
obLecTBa «ICTeTMKa e*eHell» 3aK0/bLOBbIBAIOT 3Ty CCbIIKY, NOMELLan
paboTbl XyA0KHMKA B KOHTEKCT hoTorpaduyeckoro, yKe B peanbHOCTH
NOCTCOBETCKOro npocTtpaHcTea 2010-x.

3AK/TIOMEHUE

B faHHOWM cTaTbe Mbl 06PMCOBAIM KOHTYPbI AOCTAaTOYHO C/IOXKHO-
ro, KOMM/JEKCHOrO U MHOrorpaHHoro ¢eHomeHa PyCCKOA3bIYHOM ce-
TeBol KynbTypbl 2010-x rogoB. Hagetock, 4YTo HaM y4ai10Cb 3aTPOHYTb
X0Tsi 6bl OCHOBHbIE penepHble TOYKKU. IK3UCTEHLUMANIbHOE NEPEKMBa-
HWe KonebaHuA MeXAy CTapbiM M HOBbIM, KM3HbIO U CMEPTbIO, CO-

® URL: https://moscow.arttube.ru/event/omelchenko-gallery-uchastvuet-v-yarmarke-sovremen-
nogo-iskusstva-cosmoscow-2017.
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e[IMHAACb C UPOHWEN U CApKa3MOM, CTAaHOBUTCS YaCTbO UTPbl, B KOTO-
pyto urpatoT potorpadbl, XYA0KHUKN M UX 3puTenmn. CroBocodeTaHme
«3CTeTUKa e*eHel» CTaHOBUTCA AOCTOAHMEM CETEBOM KyNbTypbl, U3
KOTOPOro Pa3pacTatoTcs MyYKM IMYHbIX UCTOPUIA, CMbIC/IOB, KYKOIOBY,
HaNOMMHAIOLLMX O YEM-TO.

CBA3aHa M NONYAAPHOCTb 3CTETU3ALMM PYMH C NPOLONKAIOLMMCA
KPM3UCOM MAEHTUYHOCTM, HEBO3MOMKHOCTbIO OMPEAEe/UTLCA C HacTo-
AWMM, nepecbopKoii OTHOWEHMUI C NPOLLIbIM U HEONPEAENEHHOCTbIO
6yayLuiero Ha NOCTCOBETCKOM MPOCTPAHCTBE MM eCTb MHble 0bbAcHe-
HMA? MoxKeT BbITb, B 3TOM 3CTETU3ALMM €CTb M NOMbITKA MPUMUPUTLCS,
0[OMALUHMTb Pa3PyLLAIOLLEECA NPOCTPAHCTBO, «3TOT MOE3[, B OTHEY», O
KoTopom nen opuc MpebeHLIMKOB: «A 3eMA NEXKUT B P3KABUMHE... <...>
Ho xBaTUT Nos3aTb Ha 6ptoxe, Mbl Y¥Ke BEPHY/IUCb AOMOMN»?
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«BPAT 2» ANEKCEA BAJIABAHOBA:
HEMPOYUTAHHOE NMPU3HAHWE B JIOBBU

AHHOTauuA. B ctaTbe npeacTaBneH AeTasibHbli aHANM3 My3blKa/IbHbIX
KOMMO3ULMI, 3By4awmx B punbme Anekces banabaHosa «Bpat 2». ABTOp
NPUXOAMT K BbIBOZY, UTO PEXKMCCEP UCMONBb3YET PACLIMPUTENIBHO-CUMBO/IN-
YeCKMIt NoTeHLMan NECEH U BbICTPAMBAET C MX MOMOLLbIO MOJIe «BTOPbIX
CMbIC/I0B», HEPeAKO MNPOTMBOPEYALLMX CMbICIAM MPSMOrO CHKETHOIO
HappaTtuBa. B cTpykType ¢dnabma, N0 MHEHWIO aBTOPa, BbIPUCOBbIBAKOTCA
[BE CUCTEMbl My3blKa/lbHbIX NEATMOTMBOB. [lepBas cucTema cBA3aHa C
NIeMTMOTMBaMM MEPCOHAXKEW M XapaKTEPOM OKpY»Kalollen cpeabl, Toraa
KaK BTOpas cuctema — 6osiee CNoXKHasA U CEMaHTUYECKM HacbILWeHHaa —
BbICTPaMBaeT ocobble OTHOLWEHUA ¢ 0b6paszom AmepwuKu. MporpammHo
KOMMO3ULMEW B CTPYKTYpE 3TOM BTOPOW CUCTEMbI BbICTyMaeT necHs «lya-
6ai, Amepuka» («lpolwanbHoe NucbMo») rpynnbl «Haytuayc Momnunu-
yc». Ee CMMBOIMYECKY0 MHOTO3HAYHOCTb AOMNOJIHAET U Pa3BMBAET LLe/bl
pAL, APYrvX NeceH, B KOHEYHOM UTOre NPEBPALLLAIOLLMIACA B CAMOCTOATE Nb-
HblIl «3aKa4pPOBbIVi» BOKANbHbIW LMK O I06BU. B 3TOM UMKAE NpOoCaexn-
BAOTCA BCE OCHOBHbIE CTaAMM OTHOLUEHUWIA: NpeaBKyLIEHWE Nt0OBU, BCTpe-
Ya M YNOEHHOCTb YyBCTBAMM, MEPBOE PA304apOBaHME, HEMPEOAOMMBIN
KOHO/IMKT, ONYyCTOWEHHOCTb, MPOLWAaHNe, CUHAPOM MOCT-BAO6EHHOCTH
C OCO3HaHWEM Heu3beKHOCTU OAMHOYECTBA M, HAaKOHEeL, OKOH4YaTesbHoe
pacctaBaHve. OfHaKo B pa3BepTbIBAlOLWENCA UCTOPUM NOOBBU TNaBHbIM
repoem fiBNAeTcA oTHOAb He [aHwuna barpos, a cam Anekceli banabaHos
KaK NpeAcTaBUTe/Ib ONpPeaesIeHHOro NOKoAeHUs. IMEHHO ero o4eHb ny-
HOCTHbIM, @ NOTOMY HEPEAKO CNPATAHHbIV 32 UPOHUIO B3MAL Ha AMepUKy
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KaK Ha CTpaHy-pali CTAaHOBUTCA BTOPbIM, Masio KemM MpoYnUTbiBaEMbIM, HO
KpaiHe BaXKHbIM CHO}KETHbBIM M CMbIC/I0BbIM CTepXKHeM Guabma.
KnioueBble cnoBa: my3bika KMHO, Anekcelt banabaHos, nonynsapHas My3sbl-
Ka, PYCCKMI POK, CayHATPEK, My3blKalbHOE BUAEO, NOMYAApHas KynbTypa,
POCCUMNCKNIN KNHEMATOrPad, BOKaNbHbIN LUK,
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“BRAT 2” [“BROTHER 2”]
OF ALEXEI BALABANOV:
THE UNREAD LOVE CONFESSION

Annotation. The article presents a detailed analysis of the musical
compositions sounded out in Alexei Balabanov’s film “Brat 2” [“Brother
2”]. The author arrives at the conclusion that the film producer uses the
expansively symbolic potential of songs and arranges them by means of the
field of “secondary meanings,” which frequently contradict the meanings of
the direct plot narrative. In the structure of the film, in the opinion of the
author, two systems of musical leitmotifs are traced out. The first system
is connected with the leitmotifs of the protagonists and the character of
the surrounding environment, whereas the second system—the more
complex and semantically more saturated—builds special relations with the
image of America. The programmatic musical composition in the structure
of this second system is the song “Goodbye, America” (“Farewell Letter”)
of the group “Nautilus Pompilius.” Its symbolic polyvalence complements
and develops a whole set of other songs, which ultimately turns into an
independent “off-screen” vocal cycle about love. In this cycle all the basic
stages of relations are traced out: the foretaste of love, meeting and
entrancement with feelings, the first disillusionment, an insurmountable
conflict, exinanition, saying farewell, the syndrome after being in love with
the sense of inevitability of loneliness and, finally, the ultimate parting.
However, in the unfolding story of love the main hero is not in the least
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Danila Bargov, but it is Alexei Balabanov as the representative of a certain
generation. It is particularly his perspective of America as a paradise-country,
very personalized, and hence hidden behind irony, becomes the secondary
plot-related and semantic core of the film, which few people are able to read
through, which makes it very important.

Keywords: movie music, Alexei Balabanov, popular music, Russian rock,
soundtrack, musical video, popular culture, the Russian cinematograph,
vocal cycle.

Ounorna Anekcea banabaHoBa o npuKatouveHuax HdaHunbl ba-
rpoBa cTana, MOMMMO BOJIM PEXMUCCepa, ero «BUIUTHOM KapTOUKOM».
«bpat» n «bpat 2» 6€30roBOPOYHO AMANpPYOT B dunbmorpadum ba-
NabaHoBa MO PEUTUHTY OLLEHOK M KOJIMYECTBY NPOCMOTPOB U ABAAOT-
CA ero cambiMmn obcyKaaembiMn KapTuHamu. lepont Ceprea boapo-
Ba-MJ1IaZLWEro nojly4yMn HerfacHoe 3BaHMe Ky/bTOBOro NepcoHaa,
onvueTsopsAowero nokoneHne 90-x, U BbizBan BypHble AuCKyccun
Cpean KaKk OTeYECTBEHHbIX, TaK M 3aMafHbIX KPUTUKOB.

Ecnn nepsblit «bpaT» npuBnekan 3apybexHbix uccnenoBatenei
TEM, YTO BbIHOCW/I CMENbIA AMArHO3 NOJIOXKEHUIO Aen B HoBon Poc-
cun, To «Bbpat 2» 3auenun nx «3a *KMBOE» HENLLENPUATHON KPUTUKOM
3anagHoro obuiectsa. B agpec pexuccepa nocbinaamcb KpaliHe He-
raTMBHble OLEHKM, CTOJIb e PEe3KMe, CKOMb U NPONUTAHHbIE Henoa-
OeNbHbIM MHTEPECOM K ero TBopyectsy. HenpuKpbITbi aHTMamepK-
KaHM3M W BO3POXKIAEHME Ha HOBOM BUTKE COBETCKON mudonorum [1;
2], He3HaHwWe Toro, YTO AOMYCTUMO, A YTO HET B aMepPUKaHCKOM 0bLLe-
cTBe [3], HaKOHeL,, Heymenoe MCNoab30BaHWE NeKan roAIMBYACKOIO
3KWeHa [4; 5] — BOT Kpyr NpeTeH3unii, KoTopbie bblv NpeabABAEHbI
BanabaHoBy 3anaAHbIMM KPUTUKAMKU. B KOHEYHOM uTOre, No Habnto-
aenuto [loyHa Ceknepa u CtueeHa Hoppwca, 6narogapa BAMAHWUIO
banabaHoBa, cpean 3apybexkHbIX mccnegoBaTeneit «crano obuwmm
MECTOM XapaKTepu3oBaTb MOMY/APHbINA MOCTCOBETCKUI PpUAbM KaK
UMEILLMI NPeapacroNoXKeHHOCTb K ToMyY, YTobbl BbITb aHTUaMepu-
KaHCKMM, MPOPOCCMICKMM, a TaKKe Bce bonee KceHOPOHCKMM U na-
TPUOTUYHBIMY [6, p.211].
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OfHaKo, Ha MoV B3rna4, MHOTUE KPUTUKM, BNPOYEM, Kak 1 60/1b-
LWUMHCTBO 3puTenei, Nonaamcb Ha NPOBOKALMIO pexuccepa, CYMTaB
TOJIbKO MEPBbIN C/I0M 3a/10KEHHbIX MM CMbIC/IOB. [py BCeRn KaxyLuei-
CA NPAMOIMHEMHOCTN 6aNabaHOBCKOrO BbICKa3blBaHUS B Hem, 6es-
YCN0BHO, eCTb «BTOpPOE AHO», KOTOPOEe U AenaeT ero KuHemartorpad
aBTOPCKUM, BbIXOAAWMM AaNEKO 32 Npeaebl KaHPOoBOW Npe/cKasy-
€MOCTU U MOJIMTUYECKOW KOHBIOHKTYPbl. OAHUM U3 TaKUX «JTHOKOBY,
BEAYLLMX K UCTUHHbBIM CMbIC/TaM PEXKMCCEPCKOro 3aMblICna, No Moemy
MHEHUI0, ABNAETCA My3blKa, 3ByYallasn B dunbme. B gaHHOM cTaTbe A
NAaHUpPYO AeTasibHO PacCMOTPEeTb cayHATpeK ¢unabma «bpat 2» u ¢
€ro NoMOLLbI0 MOKa3aTb, YTO GUbM, UMEIOLLMIA penyTaLmio OTKPO-
BEHHO aHTMAMEPMKAHCKOIO KMHO, HAa CaMOM Aefie ABNAETCA OYeHb
JIMYHOCTHbIM MPU3HAHMEM PEXKMCCEPA KaK NpeacTaBuUTens onpee-
JIEHHOTO MOKOAEHUA B N06BM K AMepuKe.

AHanun3 My3sblku ByaeT NponcxoauTb Ha Tpex ypPoBHsAX: 1) U3Ha-
YyasibHOEe coAeprKaHWe My3blKaibHOW KOMMO3MUMK; 2) B3aumonZewn-
CTBUE ee XYAOXeCTBEHHO-BbIPa3uUTe/bHbIX CPeACTB C BM3yasbHbIM
pagom u 3) c ctoxketom dunbma. Mpu 3Tom NpocnexknsaHne ocobex-
HOCTel TOM WM UHOM NecHU ByaeT BCTPaMBaTbCA B aHanM3 obluen
KapTWHbI CMbIC/IOB, MPUBHOCUMbIX B KMHOMOBECTBOBaHME Mocpes-
CTBOM MY3bIKU.

HOBAA MY3bIKA ANA NPEXHEIO rePoA

Mocne yTOHYEHHbIX, NMPOHU3aHHbIX GUNAOCOGCKMMM MOATEKCTA-
MW Komnosuumi «Haytuayca MNMomnuanyca», LEeSMKOM 03BYHYMBLUMX
nepsoro «bpaTta», cayHATPeK CMKBENA MHOMMM KPUTMKaM MoKasas-
€A C/IMLIKOM TMPAXKHbIM, «MOMCOBbIM». KpaiHIO TOYKY 3peHusa Mo
3TOMY NOBOZAY BbICKa3zasna Hatanbs CUpUBAA, 3aMETUB, YTO «MECHM
B McrnonHeHnn 3emoupbl, “MopanbHoro Kogekca” n “bu-2” HUKaKKX
[AONONHUTENIbHBIX CMbIC/IOB B cebe He HecyT, U BCe UX 3HaYeHue CBO-
ANTCA K TOMY, YTO 3TO My3blKa MOAHasA, COBPEMEHHas M aKkTya/ibHas,
aBTOMATMYECKM BBOAALLAA 3pUTENA B COCTOAHNE He34yMHOro ANCKO-
TeyHoro apaisa» [7]. Ho a bepycb yTBEpP:KAaTb, YTO, MOMMMO 3aBe-
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OOMOW KMHOFEHUYHOCTU (APKOM MPOrpammMHOCTM U 3BYKOBOM MpuUTA-
rate/ibHOCTM), B 3TOM My3bIKe eCTb CoAepKaTe/IbHO-PaCIMPUTENbHBbIN
NnoTeHLMan, KoTopbli banabaHoB aKTUBHO MCMONb3YET.

B AaHHOM duAbMe, Ha MO B3rNAL, COCYLLECTBYIOT A,BE CUCTEMbI
My3blKa/ibHbIX KOOpAMHaT. MNepBas cBA3aHa C IeMTMOTUBAMM Nepco-
HaXKeN M XapaKTepoOM OKpyrKatowen cpegbl. Bropas cuctema — 60-
Nlee CNOXKHaA U CEMaHTMYECKN HACbIWEeHHan — BbICTPaMBaeT ocobble
OTHOLWEHMA ¢ obpaszom AmepuKu. MNpeanarato paccMoTpeTb 3TN ABe
CUCTEMBI MO NOPAAKY.

Mo cyTn, ToNbKO 3a oAHUM repoem ¢uabma, bpatom BuKkTOopom
(BrKTOp CyXOpYyKOB), 3aKpen/ieH CBOM NeATMOTMB — 3TO NecHA «Beu-
HO MoN0oAOM» rpynnbl « CMbIC/10BbIE FANOUUMHALMNY. Ee MHCTpYMEH-
TaNbHble GparmeHTbl CONPOBOXKAAMOT repos, Koraa OH cHadvana npu-
€3)KaeT M3 poAHOoro ropoaa B MoCKBY, a Noc/ie npuaeTaeT B AMEPUKY.
LlennKom ke necHA 3BYYUT B KYIbMMHALMOHHbBIA MOMEHT MOFOHU U
NnepecTpesikKn ¢ MOCKOBCKMMM baHauTamu. [laHHaa KomMmno3umums cTa-
HOBUTCS CBOEro poAa nebesnHoON necHel repos, BeAb Kak IMYHOCTb
OH be3HagexHo notepsAH. CoBa NECHU U LLIEMSALLEE CON0 CaKcoPpoHa
HaMeKatoT Ha To, UTo cyabba 6paTa (a BMeCTe ¢ HUM M LLesoro NoKose-
HUA) morna bbl CNOXKUTbCA COBCEM MHaYe — bonee cyacTameo, bnaro-
nony4Ho. CTpoka «g moe 661 6bims Opy2um» NogpasymeBaeT, uto bpat
BUKTOp He No cBoel BoNE CTa/l MEPKAHTUbHBIM 33AMPOI 1 NpeaaTe-
nem, a BpemMa 1 o6cToATeNbCTBA CAENANN €70 TAKOBbIM.

[pyrum neiiTMOTMBOM, HO Y¥Ke He KOHKPETHOro MepcoHaka, a
HernacHoro 6paTcTBa repoes, CTAHOBUTCA CTPOUKA «HU CBOKO IMHUIO»
M3 necHu rpynnbl «CnavH»t. Komnosmuma Ha NpoTAXKEeHUU obuib-
Ma MoABAAETCA ABaXKAbl: B MOMEHT, Korga [daHuna obHapyxusaeT
Tpyn cBoero Apyra KoHCTaHTUHa POMOBa, M YyTb NO3)Ke — Koraa oH
BMeCTe C APYrMM CBOMM TOBAapULLEM — KOMMbHOTEPLLMKOM Unbeit 1
bpaTtom BuKTOpOM roToBAT HanageHue Ha madpunosu benkunHa. Oboco-
61eHHOCTb U HecrnbaemocTb repoes, UX pelleHne AencTBoBaTb BO-

* Cama necHa Ha3bIBAETCA «JIMHUA KU3HUY.

96 HAYKA TENEBUOEHNA Ne 14.3, 2018



NpeKn o06CcToATENBCTBAM U UATU A0 KOHLA MeTadopuyHO coBnagatoT
C TEKCTOM NecHU: «Mbl ywiau 8 omkpsimelli Kocmoc, / B amom mupe
bosbwe Hevyez20 A08UMbY». Bce 3TO HAaKNaAbIBAETCA Ha PEYUTATUBHDIN
XapaKTep Menoamuu, KOTOpbIA YCUAMBAETCA OCTMHATHBIM, 3BYYalLuMm
OYyKBa/IbHO Ha OAHOW HOTE COMPOBOXAEHWEM 3neKTpornTapbl. Cos-
[aeTca ABONCTBEHHbIN 3pdEKT — HEKOEero ynopcTea, HEOTCTYMHOCTH,
3aKO/IbLLOBAHHOCTU M BMECTE C TeM UAMIO3UU ABUKEHUA, HEMpPEPbIB-
HOro gencreus.

MomMUMO My3blKasbHbIX NEATMOTMBOB, B CTPYKType «bpata 2»
€CTb CHOXKETHO-CEMAHTUYECKMI IEUTMOTMB ONACHOM cpepbl, KOTOPbIN
COMPOBOXAAETCA KarKAbl pa3 pa3HOM, HO rosopsLLel o6 ogHOM M
TOM }Ke My3blKoW. Hanpumep, Koraa Tpouua apyseit Bo rnase ¢ [JaHu-
N0 oTNpaBnseTca Ha pa3bopky ¢ baHAMTaMM, B Kagpe Kak bbl «cay-
YalHO» 3BYYUT OTPbLIBOK MECHM rpynnbl «KpemaTopuin»: «Ho moxcem
dameb u no auuy / 3a podHyto KammaHOy». Komnosunuuio nepeaator
B 3TOT MOMEHT MO PagMo, UrpalolleMy B MallMHEe, HO OHa BecbMa
TOYHO NOMAZAET B CHOXKETHYIO CUTYALMIO MeCTU. YyTb NMo3xKe, TOXKe No
pPagMo B MALLWMHE M TOXKE B CIOXKETHO HAMpPSAXKEHHbIN MOMEHT 3acaapl,
KoTopyto BaHauTbl ycTpouan [JaHune, 3By4UT Apyroe mysblKasibHoe
npeaynpexxaenue: «/labpadop, lubpanamap / HayuHaemcs noxcap»>.
Ho, 6e3ycnoBHO, camoi My3blKa/libHO APKOW, BUPTYO3HO HarHeTato-
WeW COCTOAHME Yrpo3bl CTAHOBUTCA NecHA «TMONKOBHUKY HUKTO He
nuweT» rpynnbl «B6U-2». NMoHayany B Ppuibme Bpems OT BpemMeHu?
3BYYUT TONIbKO BCTYM/IEHWE: CIOB HET, HO PUTMUYECKMU OAHOTUMHBIN,
C/IOBHO My/sieMeTHan ovepesb, NOCTPOEHHbIN ByKBasIbHO Ha ABYX HO-
Tax MOTMB, PacLBEYEHHbIN ANCCOHUPYIOWUMU FapMOHUAMM, 3343€eT
HeobXoAMMOe COCTOAHNE HAMPSAKEHUA, KTOTOBUT» 3pUTENA K HALBU-
ratowierica Katactpode. B camom puHane sToT MOTUB KBbICTPENNUTY,

2MecHa rpynnbl «Teppapuym».

3 B nepBblIii pa3 GparMeHT NecHW 3By4nT B aNM304e, Koraa JaHwuna c 6patom yxoaaT oT 6aHau-
TOB, Kapay/MBLUMX X Y foMa MpuHbl CanTbikoBOK. B cneaytowmii pas ata e Tema nossnseTcs
BO Bpems pa3bopku B aMepuKaHCKuX Tpylobax, Korga [laHuna nepsblii pas nbiTaeTcs BbiTa-
LMTb M3 pabCTBa PyCCKyo NPOCTUTYTKY Jauy.
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pa3BEpPHYBLUMCH B NOJIHOLLEHHYO KOMNO3ULMIO, U CTaHeT adhdeKTHOM
3BYKOBOW Ky/ibMUHaLMEN, My3blKa/IbHO-CMbIC/I0BON 3mbemoit Bcero
¢dunnbma. Ho 060 Bcem no nopAgKy.

WUTaK, nepBas cuctema NeMTMOTMBOB CK/Ia4bIBAETCA U3 MY3bIKM,
KpanHe Hanps»KeHHOM Mo xapakTepy. B Helt, 32 UCKAtoueHMeM napbl
neceH, No4YTU HET pacneBoBs, Npeob1aaatoT OCTUHATHbIE PUTMUYECKME
buUrypbl, ANCCOHUPYIOLLME TaPMOHUN, «KECTKUIN» TEMBP 3N1EeKTPOoru-
Tap Y MeNIoAMKa B NpeaenbHO Yy3KOM AnanasoHe. 3Ta My3blka MHTOHa-
LMOHHO CKyMna M CXKaTa, CI0BHO KOMOK HEPBOB, BHYTPEHHE 3aKpbiTa.
Ee xapaKTep nof cTaTb COObLITUAM, KOTOPbIE OHa 03BYYMBaAET — Nnepe-
CTpesKaM U npecnegoBaHUaM, Tpebyowmm OT repoes npeaesibHom
KOHLEeHTpauuu.

ByKBanbHO ABa pa3a B 3TOM 3BYKOBOM KOMIM/IEKCE HAPYKY Bblpbl-
BaeTCA KOro/IeHHaA» amoLma, CMeTalolLLas Bce Ha cBoem nyTu. Mpowuc-
XO4MT 3T0 B necHax «Ty-ny-na» KOanm YnuepuHoit n «3emns» rpynnbl
«Malwa 1 measegm». Mepsas U3 HUX 3BYYUT B aNn304e, Koraa JaHuna
BbIXOAWUT M3 MOCKOBCKOW TIOPbMbl W peLlaeT roToBUTbCA K Hanage-
HUIO Ha BenknHa. A BTopasa — B MOMEHT NEpPeroBopoB € YMKArCKUMm
6aHAMTaMM, 3aKaHUYMBAIOLLMXCA MEPECTPENKOM U YTOHOM MaLLMHbI.
B 06oux cnyyanx BHeLHe CNOKOMHOe, 3aMaCKMpOoBaHHOE Nog, 3aypas-
HOe U Apy»KentobHoe, NoBeAeHMEe MAaBHOMO repos ConpoBoXAaaeTca
MY3bIKOW 3MOLMOHA/IbHO B3BMHYEHHOW, 3ByYallleli Ha 3BYKOBbICOT-
HOM W AMHAMMYECKOM Npeaenax — OYeHb BbICOKO M OYEHb FPOMKO.
N, 4TO TaKKe He XxapaKTepHo ansa Guabma B Le/IOM, UCNONHEHbl AaH-
Hble MEeCHW XEeHCKMM BOKaIOM. ITa My3blKa YKe He CTO/IbKO OTparkaeT
arpeccMBHOCTb OKPY:KatoLLelN cpeapbl, CKONIbKO CTAaHOBMTCA «3aKapo-
BOM», UCTUHHOM peaKunen repos Ha yrpoXKatollyo emy OnacHOCTb.
HemanoBaxHbl 1 cnoBa neceH. B nepBom c/iyyae B Kagp nonagaet
cTpoda: «A cmor Ha Kparo — Ha obpsise Had pekol, /He moey no-
wesenums Hu pyKol, HU 20a10801 / 3auwemuno cepoue MHe, 8 20/108€
3aMKHYs10 / MHe ocmasnock MosbKo nems mo, Ymo 8empom 8 20108y
Hadyso...». BKyne ¢ xapakTepom My3blKM IMPUKA KaK Henb3s aydlle
nepegaeT COCTOAHWE NOABELWEHHOCTU, HEONpPEAENeHHOCTH, CTpaxa U
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OAHOBPEMEHHO OTYaAHHOM pewmmocTn. Bo BTopoli necHe cnoBa ene
Pa3IMYMMbI, HO TOXKE CUMBOAUYHbI: «X3-30i, 3emns, / 3aneli meHsA cHe-
20M masbim». TEeKCT NeCHU HaMeKaeT Ha HeKMI marndyeckmn obpsaga,
oulyLeHWe KOTOPOro YCUIMBAET NPUEM MEHUA «Ha ropae», OTCbiNato-
LM K HAPOAHOM KYNbType.

Ecnv B nepBoii cucTeme My3blKa/ibHbIX 1€MTMOTUBOB IMPUYECKME
YyBCTBa KpanHe peaKo NPOopbIBAOTCA HapyKy, TO BO BTOPOM cucteme
— HaobopoT, OHM cTaHOBATCA Begywmnmn. Ho, npexae yem nepeinTm
K HenocpeacTBeHHOMY pa3bopy 3Toi cucTembl, HeobxoaMMO caenaTtb
He60o/bLOoe KOHLENTYya/IbHOE OTCTYM/IeHNE.

B MOUCKAX OBbEKTA JIIOBBU

B cBoei cTaTbe, NOCBALLEHHOW Ky/bType NOoCcTcoBeTcKoM Poccuu,
Mapk JlIunoseuKunii 0OgHOM U3 TEHAEHLUMI HAa3blBAeT OTCYTCTBME BHAT-
HOM }KEHCKOW /IMHUWN B HappaTMBE COBPEMEHHbIX XYAOMKECTBEHHbIX
Npou3BeAeHUN, B TOM UYncie U B KMHO. OCHOBbLIBAsACb Ha aHanuse
dunbmoB Anekces banabaHoBa, Hukonas Jlebenesa, Bayecnasa lo-
BOpPYXWHa, AnekcaHapa KoTtTa, J/InnoBeuKUi nNpuxoguT K 3aK/toye-
HWIO, YTO «KaK NPaBUO, <...> POMAHTUYECKME U KEHCKNE NEPCOHANKM
UrpatoT HE3HAUYNTEIbHYIO POJIb B 3TUX [KMHEeMaTorpaduyeckmnx] pabo-
Tax M MOryT 6bITb MONHOCTbIO UCKAOUEHDBI M3 CloXKeTa» [8, p. 361]. B
KOHKPETHOM OTHOLWEHUN K «bpaTy 2» 3Ty ke ocobeHHOCTb nog4ep-
KHyna AHTOHMHa KploKoBa, NOCYMTaB, YTO ecv U3 GUAbMa BbIHYTb
Bce anu3oabl ¢ MpunHoi CanTbIKOBOM, TO «KAPTUHA POBHbIM CYETOM
HW4ero He notepaeT» [9].

Be3ycnoBHO, OTHOLEHMA, KOTOpble cBA3bIBatOT CanTbikosy ¢ [a-
HW0M, ropa3fo NoBepxXHOCTHee N paKyNbTaTUBHEE TeX, YTO BO3HMKa-
IOT MeXAYy HUM M npocTuTyTKoM Jawen (MepuauH). Ho nocnegHue
HUKaK He Ha3BaTb pPOMaHTMYeckMmM, [awa — apyr JaHwunbl, cBoWn
YyesoBeK, HO TOYHO He ero AeByLIKa, AaXKe B nepcrnektuse. To ecTb,
OEeNCTBUTENbHO, NMOSIHOLEHHOW Nt0O0BHOM IMHUM B CloxkeTe «bpaTa
2» HeT. Ho Toraa novyemy 60/1bLUIMHCTBO 3BYYalLMX B CayHATPEKe ne-
CEH TaK WM UHa4ye ABAAIOTCA MECHAMW O Nt0OBK, NOCBALLEHbI B3au-
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MOOTHOLLEHMAM MeEXAY «a» U «TbI»? «Mckana» 3emdpupbl, «Cyactber
n «Bapsapa» rpynnbl «bU-2», «CekpeT» n «Hmukorga» rpynnel «AraTta
Kpuctu», «Konm 1abe Hema» n «Kasauai» rpynnbl «OKeaH d1b3bl»
— BCE 3TM MEeCHW, NyCTb M NOo-pasHOMY, HO paboTatoT ¢ O4HOW U ToW
e TeMon — Ilo6oBHbIMM NepexknBaHnammn. CnmcaTb 3Ty 3aKOHOMeEp-
HOCTb Ha CTPEMNEHME perKMccepa NOHPABUTLCA NYHANKE C NOMOLLbIO
6ecnpounrpbILLHO XMTOBOW My3blKK Bbl0 Obl caMWwKom npocTo. Toraa
KTO e siB/iAeTcA 06beKkTom Ntob8uM B aTom duibme?

Ha moli B3rnAag, Bce BbllenepeyncaeHHble NecHU CKAaablBatoT-
CS B @AINHYI0 ApaMaTypruyeckyo MHUI0 U 06pasyloT cBOeobpasHbiii
3aKapOoBbI/i BOKAJ/IbHbIN LMK/, NOCBALLEHHbIN POMaHy ¢ AMEpPUKON.
B aTom UMKNe NpocnerKMBatoTCA BCE OCHOBHbIE CTafMM OTHOLIEHUN:
npeasKyweHne NobBM, BCTPEYa U YNOEHHOCTb YyBCTBAMM, MepBoe
pa3oyapoBaHue, HeNpPeoaoAMMbIA KOHGAMKT, ONyCTOWEHHOCTb, NPO-
LLaHWe, CMHAPOM NOCT-BAOOAEHHOCTU C OCO3HAaHMEM HEU3BEKHOCTH
OAMHOYECTBA M, HAKOHEeL, OKOH4YaTe/bHOe pacCTaBaHWe. Kntoyom
K OpamaTyprum 3Toro UuKna ssasetca necHs «lypbai, Amepuka»
(«MpowanbHoe nMcbmo») rpynnbl «Haytnayc NMomnuanycy.

Bnepsble 3Ta NecHA 3By4uT B anM3oae, Korga [daHuna npuxoaut
Ha TOPKECTBEHHYIO IMHENKY B 3/IUTHON TMMHA3WK, rae y4uTca CbiH Ma-
¢uro3mn benknHa. B nyywmnx Tpagnumax ronnmeyackux 6nokbacrepos
OETCKUIN Npa3aHMK CTAHOBUTCA NOBOAOM A/1A BbIACHEHMA OTHOLIEHWI
MeXAY BPaXKAyLWwMMmn B3poCabiMU. MO CIOXKETY NECHIO, OTHOCALLYHO-
€S K POK-My3blKe KoHua 1980-x, noeT AeTcKuiA xop B KoHue 1990-x.
C TOYKM 3peHuns NpAMOro HappaTMea — 3To0 abcontoTHo abcypaHasn
cuTyauma. MNMouemy AeTW, KOTOpble yXKe Nosy4atoT NpecTuxKHoe o06-
pa3oBaHWe B Poccuu, U poauTenn KOTopbix ABHO METAT OTNPaBUTb
CBOMX Yag, yumTbCa 3a pybexk, MOKT NPOH3UTE/IbHYHO NECHIO O NpoLa-
HUM ¢ AMepuKoN, rae, AKoObl, OHU HUKOrAa He 6blIn U, YTO camoe
HenpasaonogobHoe, Tak U He NobbiBatoT? COBCTBEHHO, ANA LWKOb-
HOro NpasaHMKa MOXKHO bblo BbIOpaTb N0OYIO Apyryto, Kyaa bonee
LETCKYIO MO COAEPKAHUD U ONTUMMUCTUYHYIO MO AyXY KOMMO3ULUIO.
To ecTb A@aHHAA NecHA BCTPAMBAETCA He CTO/IbKO B CHOXKET GUIbMa,
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CKOJIbKO B €ro MM(ONOrMYEeCcKMit NOATEKCT, C TOYKM 3PEHUSA KOTOPOro
OHa KpaliHe yMeCTHa U CMMBO/IMYHA.

JeTckunin xop, Kak 1 cama necHa «lyabai, AMepuKka», HanpAMyto
OTCbINAET K COBETCKOM 3mnoxe. C 04HOM CTOPOHbI, Yepe3 Tembp aet-
CKMX FON10COB 3BYUUT AIBHbIN HAaMeK Ha TPaAMLMIO MMOHEPCKUX NeceH
— HEeoTbeM/IEMYIO YaCTb BCEN COBETCKOM KyAbTypbl. A C Apyroi cto-
POHbI, CaMa NecHs npeacTaBaseT coboi HauBHbIN, Kak Obl AETCKUNA,
MOJIHbIN 0BOXKaHUSA U TpeneTHon Nb6BM B3rNAL HAa HeaoCcAraemyto
CTPaHy-MeuTy — Tako AMepuKy BUAENMN TOXKE UCKIOUYUTENIBHO B CO-
BETCKOe Bpems. HO KOHTEKCT 1 Bpems, B KOTOPOM MCMOHAETCA 3Ta
necHs, NoCPeAcTBOM abCypaHOCTM NPOUCXOAALLETO U MPOHUKU CO34a-
toT apdeKT ocTpaHeHma. Takum obpasom, ocyLLecTBAAETCA ABOMHOe
KoAMpOBaHWe. s WMPOKOW ayaAUTOPUM XOP TMMHA3WUCTOB, CTapa-
TeNIbHO BbIBOAALMX «[yabai, AMepuKa, 0-0-0» — 3TO YaCTb aHTypaa
3IMTHOW TMMHA3UKN ANA AETEN HOBbIX PYCCKMX, HapaBHe ¢ 6opAoBbIMM
rapavHamu; a Ana 3CTeTOB — 3TO KpalHe CUMBOJIMYHbBIN, «HALLIMMUIO-
BAHHbIN» BTOPbIMMW CMbIC/ITAMMN 3/1IEMEHT NOCTMOAEPHUCTCKOTO TEKCTA.

B KOHTeKcTe BOKa/sibHOW Apamatypruu «lyabai, Amepuka» 06b-
eUHAET BOKPYr cebs elle HEeCKOJ/IbKO MecCeH, TaKKe PpUKCUMPYIOLLINX
HaWBHbIN B3rNAA4 Ha 0OBbEKT N0OBU U NpeaBKYLUEHNEe HOBbIX YyBCTB.
B 0/HOM M3 HayaNbHbIX 3MM30408 GUAbMA, KOTAa KOMMNAHUA Apy3eit
HaHunbl paccnabnsetca B 6aHe, GOHOM 3BYYMT MPUNEB U3 NECHU TPyN-
nbl «CMbIC/10BbIE Fa//IIOLMHALUK» CO C/IOBaMU: «[0e po308bie OYKU?
/ Mosa pakema, 20e mei? / Moe Kpusoe cyacmee...». YyTb No3Ke, B
Apyrom anusoge, Koraa JaHuna npocbinaetca B KBapTupe Cantbiko-
BOM, NO Te/IeBM30PY NMOKa3bIBAOT K/IMM HA e NECHIO CO CNoBamMu: « Tbl
npunemad, mol conHeyHslIl Opye / Ybepeau om pasayk». A yxe no-
C/le 3an1304a B 3IUTHOW M’MMHa3uK, Koraa [aHuna ¢ bpatom rotoBATcA
K noe3gKke B AMepuKy, B Kade, rae MM nepesaatoT 3arpaHnacnopTa u
6uneTbl, TOXKe KaK bbl HEHAaPOKOM MrpaeT necHa «Konu Tabe Hema»
rpynnbl «OKeaH I1b3bl». Kaxaaa u3 sTux neceH, NycTb 1 COBEPLUEHHO
Pa3IMYHbIMU My3blKa/IbHO-BblPa3UTENbHbIMU CPEACTBAMM, NPeACTaB-
NAET IMPUYECKOro repos B MOMCKaX CHACTbA, Fepos, OLLYLLAIOLLEro My-
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CTOTY U 6eCCMbIC/IEHHOCTb CBOETO CYLLECTBOBAHMA BHE Aa/IEKON Mey-
Tbl. B KaKMX-TO NECHAX NPU3bIB O /ILOOBU 3BYUUT CU/IbHEE, B KAKUX-TO
— K HeMy NPMMEeLLMBAtOTCA Apyrve YyBcTBa. Ho pexkuccep o4eHb TOH-
KO «Hape3aeT» pparmeHTbl NeceH, A4aBas B Kagp vwb Heobxoanmsble
CNoBa, ybupana «IUWHUEY» CMbIC/IbI M BKNaAbiBas HoBble. Hanpumep,
B necHe «Po30Bble O4YKN» OCTaeTcs 3a KagpoM ropbKas MPOHUA repos,
pa3o4apoOBAHHOIO AENCTBUTENBHOCTBIO, @ UCMOMIHEHME HAYTUYCOB-
CKOTO LWsrepa AeTCKMM XOPOM YMUCTbIX, 3ByYalumx a’capella ronocos,
nepedopmynnpyeT npoLLaHne ¢ AMepuKoW B NpeaBKyLLEHWE BCTPEYM
C Hen.

OfHaKo, npexae yem BAOOUTLCA 3aHOBO, HAAO MPOCTUTLCA C
npexHen Bo3NtobaeHHON, B POAN KOTOPOM OYE€Hb CMMBOJIMYHO NOA-
pa3ymeBaeTca NOKMAAEMAnA reposmMn POAMHA. INU30L B a3ponopTy,
Korga 6paT BMKTOP MPOXOAMT TAMOMKEHHbIN KOHTPO/Ib, CONPOBOXKAa-
eTca necHel «[opora» rpynnbl «AykumoH». CnoBa ee npunesa: «4
cam cebe u Hebo, u nyHa, / fopdas, x0no0OHAA AYHA» CTAHOBATCA CUM-
BOJIOM ZLlyXOBHOIO OCBOBOXAEHMA repos, NpumedaTe/IbHO COBMaaasn ¢
ctoxketom dunbma. Mpoueaypa A4OCMOTPA, OKHA pPerncTpauun, atoam
B YHUPopme — Bce 3T aTpmnbyTbl OPULMANBHBIX CTPYKTYP HaKNaabl-
BAlOTCA Ha My3blKa/ibHbliA BO3INAC: €O, 30Ha». B TaKOM KOHTEKCTe, noj,
30HOWM, NO CyTW, HAYMHaeT noapasymeBaTbca Bca Poccua — cTpaHa,
KOTOpYto repoit punbma B AaHHbIN MOMEHT NokuaaeT. MNpu 3Tom Bbl-
COKWM, NoYTH danbLETHbIN TEMOP CONMCTA, MOCTOSHHOE «3aBMCaAHMEY
MeNIoAMN Ha BbICOKMX HOTax C NOCAeAyLWMM «CKaTbiIBAaHNEM» BHU3
— BCe 3T0 co3zaeT 3dPeKT opoaACTBOBAHMA, HEBOJIbHO COOBLLLAEMBbIT
W npoucxoaaiLlemy B Guabme AeicTmto. TakMm 06pa3om, HamnpsaKeH-
HaA CueHa yxo4a OT npecnesoBaTenen 3a cyeT My3blKM HamnosHAeTCA
MPOHMEN, N 3KWH MmoaynunpyeT B 6anaraH. C o4HOW CTOPOHbI, 6paTbA
BarpoBbl pasbirpbiBatoT Nnepes 6aHAUTaMMN NPeACTaBAeHNE-NIOAMEHY,
rae ctaplimnii 6paT BUKTOP MOCTOSHHO AEMOHCTPUPYET TaMOXKEHHU-
KamM MAMOTCKYIO YNbIOKY a0 ywel. C apyroi cTopoHbl, pexuccep ba-
NabaHoB MrpaeT c NaTPMOTUYECKMMM HYyBCTBAMU U MMUAKEM Poccuu,
HaMeKasn Ha ee 3aKPbITbli, K PEXUMHBINY XapaKTep.
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MepBasa nporynka JaHunbl No AMepUKe COMPOBOXKAAETCA Nec-
Hel 3embupbl «Mckana», KOTopas CUMBONIM3UPYET BCTPeUY repos C
06BEKTOM CBOUX MeYTaHWM. [JaHHbIN XUT 3aneyat/ien CrycToK O4YeHb
APKUX, HECAEPHKMBAEMbIX SMOLMI, CBA3AHHbLIX C 06peTeHNem A0oNro-
AaHHOTO 06beKTa 060XKaHUS:

A uckana mebs, co0amu 0oa2UmMu.
Uckana mebs, 080pamu memHbIMU,
B »#ypHanax, 8 KUHo, cpedu opy3el,
B 0eHb, K0o20a HaWina, ¢ yma cowna.
Tbl coBCEM KOK 80 CHe,

CosceM Kak 8 asvbomax,

[0e s pucosana mebs eyaweoto...

BaykHO 06paTUTb BHMMAHWE, YTO B MeCHe peyb UAET ABHO O
NnoApOCTKOBOM, KpalHe MMMYAbCUBHOW U BCcenornouwatouen popme
ntobsun. 06 3TOM roBOPUT NpeEXKAE BCErO XapaKTep my3blkW. NHCTpY-
MEHTaNbHOEe BCTYMNJIEHWUE U KyNaeT CTPOATCA Ha MOHOTOHHOM MOBTO-
PEHUN OAHOWN N TOM e dpasbl CHayana y 3NEeKTPOrMTapbl, a NOToM
— ¢ HebonbWMMK BapuauMaMmnm — B BOKasIbHOM napTuun. B npunese
¥Ke NPOUCXOAMUT B3PbIB HAKOMMBLLENCA SHEPTUN — MEeSIOAUSA YXOAMUT B
BbICOKMI AManasoH M NpubanKaeTcs K CKaHAMpoBaHuUto. Takne pes-
Kue nepenagbl MeXAay pernMcTtpaMm U, COOTBETCTBEHHO, MEXAY 3MO-
LMOHA/IbHbIMU COCTOAHUAMM — XapaKTEPHbIM MPU3HAK HE CTOJIbKO
HOBbIX, CKO/IbKO HE3PENbIX, OHOLIECKMX YYBCTB.

«3aBoeBaHMe» AMEPUKM MPOUCXOAUT HEe TONbKO C MOMOLLbHO
HaTMCKa SMOLMIA B My3blKE, HO U C MOMOLLbIO MY3bIKM KaK TaKOBOW.
Mano Toro, 4To, nonas Ha bpaToH 6u4, JaHnna BUANUT CNIOLHAKOM
PYCCKOA3bIYHbIE HAAMWUCK U CAbILUNT PYCCKYHO peyb. Ho 1 ganble, Ha
NPOTSKEHUN BCEro CBOEro MyTelecTBMA ero COMpPOBOMKAAET UCKAIO-
YUTENIbHO PYCCKas My3blka — 3a BECb PUbM Mbl TOIKOM HE YC/bILLIUM
HW OA4HOW 3anaAHoM necHK. [laxke B CBATaA CBATbIX — rPYy30BUKe ame-
PUKAHCKOro Aa/ibHoboMWMKa — ByaeT 3By4aTb PYCCKOA3bIYHbIA POK.
[pyron Bonpoc, 4To cogepraHne COMPOBONXKAAOLWEN repos My3blKM
6yAeT CUIbHO MEHATbCA CO06Pa3HO 06CTOATENLCTBAM.
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JKCTa3 NepBOW BCTPEYM, 3amneyvat/ieHHbl B necHe 3emdupbl, ycTy-
naeT MecTo NepBbiM Pa304apOBAHMAM M BbIJIMBAETCA B BbIACHEHWE OT-
HoweHwi. Mocnegyowme NecHN cayHATPEKa HWKAK Hesb3A Ha3BaTb
NPAMbIM KOMMEHTUPOBAHUEM MPOUCXOAAWNX B dunbMme COBbITUIA.
CKopee, OHW nepeceKatoTcs C CIOXKETOM Ha ONoCpPefOBaHHOM, MeTa-
dopunyHom yposHe. C 04HOM CTOPOHbI, OHN NEPEOCMbICINBALOT U pac-
LIMPAOT rpaHMLbl TPAMOro HappPaTMBa, a C Apyroi — obpasytoT camo-
CTOATE/IbHYIO APaMaTypPruyeckyto MHUI0. TaK, BO BPeMA CMEHSAIOLLNX
APYr Apyra 3apMCcOBOK COBMECTHOM noe3akun daHunbl ¢ AanbHo6oM-
LWMKOM beHoM no Tpaccam AMepUKM 3BYYUT NecHs «CyacTbe» rpynnbl
«BW-2». o OTHOLEHWNIO K KOHKPETHOMY 3Nn304y Puabma NenTMoTmB
3TOM NecHU — «cyacmee moe, 20e mbl?» — 04eHb CUMBOJIMYHO COOT-
HOCKTCA C TEMOW MYTK KaK NMOMCKOM Aydwelt aonu. MNpumeyaTenbHo,
YTO B NECHE OTBETOM Ha MHTOHALMM-BOMNPOLLIAHNA IMPUYECKOTO repos
3BYyYaT aKKopAbl y popTenmnaHo, KOTopble CTAHOBATCA CBOeObpPasHbIM
BOM/IOLLEHMEM KOHCTaHTbl OOBbEKTUBHOI peanbHOCTU. BmecTe ¢ Tem
YTPUPOBAHHO MefiogpamMaTUYecKuil, Kak bbl efBa CAEpPKMUBAOLWLNIA
pblAAHMA FON0C CONNCTA CHUMAET CEpPbe3HOCTb 3a4aBaeMbIX BOMpPO-
coB, MeHAs GUNOCODCKUI PETUCTP NMPUKM HA NOCTMOLEPHMUCTCKYIO
YCNOBHOCTb, BM/IOTb 0 OTKPOBEHHOTO rpoTecka. MNocnegHemy BTOpPAT
60MKME NPOUTPBILLN MEAHbIX AYXOBbIX MHCTPYMEHTOB. TeM He meHee
06Lan 60/1e3HEHHOCTb CTEHAHMI OCTaeTCA U 3aKOHOMEPHO BMUCbIBa-
€TCA B BOKa/IbHbIN LMK Ha NpaBax NepBoro pasovyaposBaHus, GUKcu-
PYOLLEFO MOMEHT OTPE3B/IEHNA NOC/Ie COCTOAHMA Be3ornaaHoro 06o-
KaHus.

[anee «pomaH» C HE3HAKOMOM CTPaHOW pPa3BMBAETCA LEHTPO-
cTpeMuTeNnbHbIM 06pasom. MponopLMOHaIbHO TOMY, KaK OKpy»Kato-
LWaA peasibHOCTb CTAHOBUTCA BCe Hosiee KeCTOKOM N0 OTHOLUEHMIO K
TNaBHOMY repoto (CKMTaHMe Mo ropoay, OTCYTCTBUE AeHer U HeBO3-
MOXHOCTb BbIATU Ha CBA3b C HYXKHbIM Ye/I0BEKOM, Pa3bOPKM C YMKar-
CKMMU BaHauTamu, n3breHue, 3agepxaHue NoauLmeit), Tak U conpo-
BOM/AlOLLLAA 3TM COObITUA My3blKa OKa3blBaeTcA Bce bosee 0T4aAHHOM
W OMCrapMOHUYHOW. «Tbl 30Kpblaa cepoye Ha 3amok, / Ymobeol s
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8 Hez20 3alimu He cmoe» — 3/10Belle NoeT rpynna «Arata Kpuctmy»,
Korga [aHuna 6ecuenbHo 6poamT no yanuam Ymkaro. MomMuUMo KyT-
KOBATbIX C/10B W WKNAWero tTembpa conmncra, olyueHne HagBurato-
Lencs KatacTpodbl yCUINBAET MOTMB KKPECTa» — CMMBOJ PacnaTus,
XOPOLLO U3BECTHbIN eLe co BpemeH baxa. Ha 3Ty 3ByKoByto ambriemy,
HenpepbIBHO 3BYYaLLyHO B MapTMm Hac-rmtapbl, HAHU3bIBAOTCA AMUCCO-
HUPYIOLLME FTAPMOHMU, YTO BKyMne co3gaeT 3¢pdeKT 3aK0/IbLLOBAHHOTO,
Henpeogo/IMMOro MOpPOKa.

Mocne OTKPbITOro U KpanHe HanpAXeHHOro KOHGAMKTa HacTyna-
eT ¢asza onycToweHumA. B ToT MomeHT, Korga [laHuna oT neperosopos
peLlaeT NepemnTu K HaCTYNAEHUIO U AeN0BUTO CTPOraeT CaMoNasibHbIN
NUCTONET, 3BYYUT KoMMo3uuma «Kasavai» rpynnbl «OKeaH dnb3bin™,
CHOXKeT NecHW pucyeT napy, 4yBCTBa KOTOPOW OCTbIIX, A Bblioe cyacTbe
ocTanocb No3aau: «Tbl He 020Hb, U He 8004, Mbl MaHeKeH. / CMbiao
0a8Ho aHeenbcKuli cad. Xoyy 06pamHo»°. Ho nyTn 0b6paTHO, Kak Mbl
NMOHMMAEM U3 XapaKTepa My3blKM, y»Ke HeT. HaunmHaAcb ¢ NpocTeHb-
KOro BasibCOOBPA3HOrO rMTapHOro BCTYMJ/IEHUA, KOTOPOMY BTOPUT U
nepBbli KyNJeT, B NpUMNeBe apaHKMPOBKa NepPeKNOYAETCA Ha MNOHbIN
COCTaB MHCTPYMEHTOB, @ Menoamna HabupaeT ANManasoH U SHEPTeETUKY.
B nTOre BM3yanbHbIV pAg U COAeprKaHMe NECHU COOTHOCATCA MeXAy
coboi npumevaTenbHbiM obpaszom. CornacHo BuaeopAdy, My3blKa
CMMBON3UPYET HapacTalollee cTpemaeHne JaHuabl BbINTU Ha NyTb
OTKPbITOM BOMHbI, B TO BPEMSA KaK C/I0Ba NeCHU GUKCUPYIOT OTYasiHMe
JIMPUYECKOro repos, 0CO3HaBLIEro Hem3bexXHOCTb paccTaBaHUA. Tem
CambIM 1 B cloxeTe GUAbMa, M B ApamaTyprum 3akaLpoBoro BoKasib-
HOrO LMK/a POMaH C AMEPUKOW BbIXOAMT HA 3aBepLUAOLLYIO CTaAunIo.

Cnegytouieit pa3BepHyTOM My3blKaJIbHOM LMTATOM CTAaHOBUTCA
necHsa «Bapapa» rpynnbl «BM-2», B KOTOpOI cTeneHb MCNbITbiBaE-
MOW IMpUYECKUM repoem 60 OT pasyKu ¢ BO3NHOOEHHOM Nponop-

4 Hapo otmeTtuTb, 4TO B ¢MI‘IbMe ncnonb3lyetca WN3MEHEHHbIN BapPMaHT NecHU, B KOTOPOM OT-
CYTCTBYIOT Npunesbl. bnarogapa sTomy necHA 3By4UT SMOLIMOHANBbHO CAEPIKAHHEE 1 KecTye.

° B opurrHane Ha yKpauMHCKOM fA3blKke: « T He BOTOHb, | He BOAa, TM MaHeKeH. / 3MUNo AaBHO
aHreNbCKuit cal. Xouy Hasaa».
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LUMOHa/IbHa cTeneHM aBTOpPCKoro cteba Hag cBoum repoem. Komnosu-
LMS MecHU NecTPUT OTKPOBEHHbIMU MHTOHALMOHHbIMU (CEKBEHLMM),
rapMOHUYECKMMU («Tpex-akKkopaoBasa» 6asa) U CNOBECHbIMW LITAM-
namu («MHe npocmo obudHo waau oduHoyecmea craviwame. / U
CMPAWHO MNooymame, U 8pA0 AU A HU3Hb 0oxcusy»). Bagoxm, npu-
ObIXaHWA M rpaccMpoBaHMe 3BYKa B BOKaJIbHOM NAapTUKM L0BEpPLUAOT
HaCKBO3b MPOHMYHBIN 06pa3 repoa-ropembiku. C TOUKM 3pEHUA Cro-
}eTa duabmMa 3puTenb HabatogaeT aBTONOBTOP — BHOBL [laHwna ro-
TOBUT HanaZeHue, Ha cell pa3s Aenas TalHMK C OPYXXMEM B YMKATCKOM
HOYHOM Knyb6e, YTOObl PAaCKBUTATLCA C €ro X03aMHOM — BusHecme-
HOM M3aHHMCcOM. OZHAKO My3blKa MacKMpyeT NOBTOPHOCTb 3MM304a
B CMTYaLMIO YYBCTBEHHOIO MepeXKMBaHNA HECNOBOPOTHOMO Pa3pbIBa,
nycTb 1 cA006pPEHHY0 U3psaHOM gone npoHun. Ho B gaHHOM ciydae
WMPOHUSE MOXKET ObITb NepedopmMy/IMPOBaHa B MHAUKATOP MCKPEHHO-
CTM YyBCTB, TAaK KaK NPU3HATbCA HANPAMYIO B UCMbITbiBAaeMol 601u u
OTYAAAHWU He XBATAET CWUJI, @ UPOHUSA NO3BOSET OTKPbITbCA, COXPAHMB
CNaCcUTENbHYHO ANCTAHLUMIO.

KynbmuHaumen n dunbma, U 3aKagpoBOro BOKANBbHOMO LMK-
Nla CTAaHOBUTCA CLLeHa MepecTpesikn B TOM CaMOM YMKarckom knaybe.
B 3TOM 3nun304e HAKOHEL-TO LLeIMKOM 3BYYUT NecHA «MOAKOBHUKY
HUKTO He nuLeT» rpynnbl «BN-2», nosenaslwanca B duibme Bpems oT
BPEMEHM B KayecTBe JIEMTMOTMBA OMNAacHOM cpedbl. B HOBOM KOHTEK-
cTe «MoNKOBHUK...», BBUAY CBOEM MHOFONIaHOBOCTU, CTAHOBMUTCA TOY-
KOW BCTPeYM ABYX NEeMTMOTUBHbBIX cUCTeM. bosiee TOro, NecHs BbIXO-
[OMT 33 rPaHULbl KOHKPETHOTO 3MN3043 W OKA3bIBAETCA MYy3blKa/lbHbIM
CMMBOJIOM Bcero ¢puibmMa, a, MOXKeT bbITb, U duabmorpadpum banaba-
HoBa Boobue. MpPoncxoanT 3TO NOTOMY, YTO B 3TOM NEcHe B APKoM 06-
pasHoi Gpopme cnieTatoTca BCe CaMble OCTPbIE AN pexmnccepa Tembl
— YKeCTOKOro ropoaa, NoBCEMeCTHOM BOWMHbI, HepasaeeHHoM ntobsu
N HeusberKHOro ogMHoyecTBa. Mpu 3TOM annO3MM Ha 3HAMEHUTYIO
nosecTb Mapcma MapKeca BBOAAT B CTPYKTYPY NECHU ele U Mudono-
rMYecKoe M3MepeHme.
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bonbwue 20po0a,

lycmeie noe3oa,

Hu 6epeeaa, Hu OHa,

Bce HauuHamo cHa4vana.
Xo0s100HaA 80liHa,

U spems Kak soda.

OH He cowen c yma,

Tbl HUYE20 He 3Hana.
l0AKOBHUKY HUKMO He nuwem,
MonKOBHUKA HUKMO He woem...

HeobxognMmo oTmeTUTb, YTO «[ONKOBHMK...» CTAHOBUTCA eauH-
CTBEHHOW MecHel, CLEeHNYECKOe UCMONHEHNE KOTOPOW 0bbIrpbIBaeT-
¢ B dunbme BHYTpMKagpoBo. CornacHo ctoxety, «bM-2» BbicTynatoT
B UMKarcKom Knybe Kak pa3 B TOT Beuyep, Korga [laHuna peliaet go-
6paTtbcsa Ao MaHHUca. CHavana Mol BUAUM JaHWAy BHUMATENBHO CAy-
LUAOLWMM BbICTYMN/IEHME TPYNNbl, @ 3aTeM OH WAET 3a CLEHY U, C/IOBHO
repoli BUAeourpbl, NPULLEALHO CTPENSET MO NOAAM-MULLEHAM, BCTPE-
YaIoLLMMCA Ha ero NyT1 B TECHOM Kopuaope-nabupuHre®.

B faHHOM KOHTeKcTe necHA «lMOSIKOBHUK...» JIOXKUTCA Ha BuAe-
opsag, Kak BauTan. MpoucxoamnT 3TO MO HECKONbKUM MpuyYnMHam. Bo-
NnepBbIX, OHAa OBE/IMPHO COBMNaZaeT C MOHTAXOM, YETKO NOACTpaunBa-
IOLLMMCS NOoA, PUTMUYECKYIO Mynbcauuio. Bo-BTopbix, NecHsa cama no
cebe KnHematorpaduyHa BBMAY APKOM 06PA3HOCTU. B Hel HeT cBA3-
HOro HappaTUBaA, KaXKAan CTPOKA — 3TO HOBbIM 3MM304 PAa3OMKHYTOM
NCTOPWUM, KOTOPbIV COOTHOCUTCS C NPeablAyLW MM KakK bbl Yepes cKkiein-
Ky-3aTeMHeHne — 13nbaeHHbI npuem camoro banabaHoBsa ele co
BpemeH nepsoro «bpaTta». B My3blKe e TaKUMU MHOTO3Ha4YUTEeNbHbI-
MW CKNENKaMU-3aTMEHUAMM CTAHOBATCA WMHCTPYMEHTaslbHble COJO,

¢ Ha 70T npuem obpalyan BHUMaHUe IHTOHU AHEMOH, roBopsA O TOM, YTo «banabaHoB BOC-
CO343€eT TUMUYHYIO TOYKY 3peHUA ANA BUAEOUTPbI-“CTpensanku” (T.e. cTpenbby U3 TOUKM 3peHus
NOAHATOW PYKM C OPYKMEM, KOTAA CTPEIOK NEPEMELLAETCA Yepe3 KOpUAOPbl U NpuaeratoLme
KOMHaTbl). TeM cambiM peXknccep NPUrnaLaeT 3putenei naeHTMULMpoBaTh cebs ¢ ybuiuen n
noAaBAseT ux cnocobHOCTb MoaBepratb COMHEHMI0 060CHOBaHME CBOMX AencTBuiA» [2, p. 140].
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pasgenaiolme Kaxayro CTPOKY M OCTaBAAKOLWME MECTO AN AOMbIC-
NMBaHUA. OHM TO PUTMUYECKM HEMPEKNOHHbI, C/IOBHO aBTOMaTHas
ouyepeab, TO PACTArMBAKOT Bpems, Nafas no MycTbiIM KBUHTAM BHU3.
HakoHeL,, nmeHHO 6narogapa cmbiC10BOM MeTadOPUYHOCTM NECHMU,
Kasanocb Obl, BECbMa KaHOHMYeCKas CueHa npuobpeTaeT Hagcobbl-
TUIAHBIN, GaKTUYECKM — MUPOTOrMYECKU MacluTab. ITo yKe He HaH-
[AMTCKanA NepecTpesika B HOYHOM Knybe, a MeXKHaLMoHaibHan 60pbba
3a CNpaBea/IMBOCTb — elle OAWH BUTOK TOM CaMOW «XONIOA4HOW BO-
MHbI», HEC/IYYaMHO NPOCKA/b3bIBAOLLEN B TEKCTE MECHM.

C TOYKM 3peHMA OTHOLIEHUI C AMEPUKOM — AaHHasA CUEHA ABAA-
€TCA NOBOPOTHOM, NOC/Ie Hee NyTU Ha3az ObiTb HE MOMKET. ITO OKOH-
YyaTesIbHbIN U 04YeHb ApPaMaTUYHbIN Pa3pblB, yKe 6e3 TeHU Kakon-1Mbo
MPOHUW. JTUPUYECKUI repoit He MPOCTO OCTAETCA OAMH, OH HAKOHeL-
TO NPUHMMAET CBOE OAMHOYECTBO KakK HEM3BEKHOCTb, KaK CBOE HOBOE
YKU3HEHHOe Kpeso.

HecmoTpA Ha To, YTO rnaBHbIN Ananor duabMa — mexay JaHu-
ol U M3aHHUCOM — elle BNepeam, B My3blKalbHOM MJ1aHe OTHOLLe-
HUA 3aKaH4MBalOTCA Ha «[lonKoBHUKe...». [anee NpPoUCXoguT ecnu
He CMepTb JIMPUYECKOro repos, To, Kak MUHMMYM, OTMUPAHME KaKuX-
nmMbo 4vyBcTB. HecnyyaiHO creayolyro KAKYeBYHO CLEeHY BCTpeyu
JaHnnbl 1 MaHHMCa npeaBapAeT necHA «HuKorga» rpynnbl «AraTta
Kpuctu». Ee anpuyeckunii repoit, noapasymeBaeTcs, HAXOAUTCSA YKe B
NOTYCTOPOHHEM MUPE N UMEHHO OTTyAa NPU3HAETCA B BEYHOWN Nt06-
BM M NamMsATN CBOEl BO31t061eHHOW. Ecnun Bbl HE FOTUYECKUI KOIOPUT
(«M1 mepmesie ycma / Caoeamu H#aym 2paHUM»), TO OCHOBHOM mMo-
Cbl/1 NECHM MOXHO 6bI710 Obl cYUTaTb HE DBosee, YeM CEHTUMEHTa Ib-
HOW ceHTeHUwMel («A He 3aby0y 0 mebe HUKo20a, HUKo20a, Huko20a!
/ C moboro 6ydy 0o KoHua, 00 KoHUa, 00 KoHua»). MpayHas, npury-
LWEHHAA apaHKMPOBKA, MHTOHALUMOHHO MoAn3syuas, «becxpebeTHaa»
Me/I0AMKa, NOBTOPAOLWMECSH, CIOBHO 3aK/IMHAHME, OKOHYaHuA ¢pas
— BCe 3TO NpeBpaLLaeT KOMMNO3ULMIO B CBOEOOPa3HYO KNATBY, 3BY-
Yalyto 13 3arpobHoro mmpa. BpemeHHOe n3mepeHne OTMeEHAETCS, U
6b1n1an N10HOBL TEMepb HaBceraa 3acTbiBAeT B BEYHOCTY.
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Mex Tem no ctoxkeTy Guabma BbIACHEHWE OTHOLIEHW, Haobo-
pOT, B CaMoMm pasrape. U 3n10Bellee neceHHoe «A40 KOHLA, [0 KOHLa,
[0 KOHUa» 6yaTo BOM/AOWAETCA U OAHOBPEMEHHO 06pbiBaeTCA Bbl-
cTpenom [aHunbl, BpbiBatouweroca 8 odmc MaHHuca. Ho, ecnm paso-
6paTbCA, TaK /M BaXKEH MX NPeACTOAWMIN pasrosop? ECTb M YTO BbI-
ACHATb 3TUM ABYM reposim mexay coboi? Kaxercs, yto ga — JaHune
HaZl0 BOCCTAaHOBWUTb CMpaBeA/IMBOCTb, BEPHYB AeHbrM 0bMaHyTOMy
6paTy cBoero ybuToro gpyra, TeM cambiM B O4YepesHOM pa3 fOKa3as,
YTO «PYCCKME CBOMX HA BOMHe He GpocatoT». [lpyroi Bonpoc, no-
NPeXXHeMy /i1 TaK aKTyaslbHO A/1A repos 3TO YyBCTBO HALMOHA/IbHOM
NPUHALNEXHOCTU, KOTOPOE UM ABUNKET?

CTouT «OTMOTaTb» Npeaplaywmii aNn3o4 Hasaz M BCMOMHUTD,
yTo «HuKorga» «AraTbl Kpuctun» 3ByumT, Korga JaHuna nogHMmaeTcs
Mo MoKapHoi nectHuue B odpmuc MaHHUCA. B 3TOT MOMEHT OH mMeTo-
OVNYHO YUTAeT AETCKUIM cTMWOK «O PoguHe», yCabIWaHHbIA UM, YTO
npuvmeYyaTesibHO, Ha TOM CaMOW TOPKECTBEHHOM IMHEKe B 3AUTHOM
TMMHa3MK. MHOre KPUTUKU YBUAEIN OTKPOBEHHbIN NAaTPUOTUYECKUI
nponaraHaM3m B 3ToM 3nusoge’. Ho, Ha Mol B3rna4, OH POBHO 06
obpaTtHOM. [JaHHbI CTULIOK M XapaKTep ero 3By4aHUA HaNpAMYyto OT-
CbINAOT K CTUXOTBOPHOM «MaHTpe» APYroro KMHemaTtorpadpuyecko-
ro repos, ewe ofHOro NnobopHMKa cnpaBeaMBOCTM — K Maombymy
n3s dunbma Bagnma Abgpawmtosa «Maombym, nam OnacHasa urpa»
(1986). LLUKoNbHMK MtoMBYM, FOHAACL 32 Xy/AUraHaMK U NPECTYNHU-
KaMu, TO U [eno TapaTopu/l CKOPOrOBOPKY Ha 3anomuHaHue dopm
rnaronos, 60/1bLIan YacTb KOTOPbIX Oblna arpeccCUBHO-AENCTBEHHOMO
XapakTepa. [laHnna ke MHOTOKPaTHO MOBTOPSAET CTULLIOK, COCTOALLMNM
M3 CEHTMMEHTA/IbHbIX K/MLIe O POAHOMI npupoae («A y3Hana, ymo y
meHs / Ecmb oepomHas cemoa: / Y mponuHKa u necok, / B none kax-
Obili KOMOCOK...»). 1 B TOM, U B APYrOM C/ly4ae Haanuo ocobblit crno-
€06 aBTOKOMMYHMKaLMK. CNnoBa M NaOMOYMOBCKON CKOPOrOBOPKM, U
OAHWUIMHOTO CTUXOTBOPEHMA TEPAIOT CBOM M3HAYa/bHbIA CMbICA. OHU

7 Cm., Hanpumep, [10].
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OKa3blBalOTCA MacKoM, abcontoTHon duKumel, ceoeobpasHon ¢op-
MOM Pa3roBOPHOM «XKBauyKM», KOTOPas, C OAHOM CTOPOHbI, AOXKHA
NPUKPbITb NYCTOTY M UCKYCCTBEHHOCTb ObITUA repoes, a ¢ 4PYrow CTo-
poHbI, BbibMpaeTca B KayecTBe 3aroBopa-obeperaé. Moatomy, Koraa
OdaHuna aeknamupyert: «f y3Han, YTo Y MEHS ecTb OFPOMHas CEMbA»
— Ha CaMoOM Jefle HMKAKOM CeMbU Y HEro ye HeT, 3To ano¢eos re-
posA-oanMHo4YKK®. CobcTBeHHO, M «HUKoraa» «AraTbl KpucTu» B Takom
packnage CTaHOBMUTCA, MO CYTW, 3aYNMOKOMHOW NecHel 0 NoTepsHHOM
YyBCTBE POAHOrO NPUCTAHMLLA.

B anunore ¢punbma, Korga JaHuna v Jawa noknaatoT AMEpUKY,
Ha 6opTy camosneTa BHOBb 3By4uT «lyab6al, AMepuka». BosHuKaeT
CEMaHTMYECKas apKa, 3aBepLUatoLL,an PacCKa3aHHY UCTOPUIO, a TaK-
YK€ M 3aKaApoBbl BOKaNbHbIM LUKA O N1t06BKU. Ha celt pa3 npolaHue
OEeNCTBUTENbHO HacToALEE, YTO OObIrPbIBAETCA HE TO/IbKO CHOXKETHO,
HO W My3blKasbHO. Hepapom 3aneB AeTCKOro xopa MoaxBaTbiBaeT
«popHoin» Tembp Bavecnasa byTycoBa M COCTaB UHCTPYMEHTOB OpU-
r’MHaNIbHOM BEPCUM NECHU. MNpeKHUIA, NOMHBIN 060KaHUS U BOCXULLE-
HUA B3IMNAL4 CMEHAETCS YMYAPEHHON, MENAHXO/JIMYHON HOCTa/IbIUEN.
lewTanbT 06bABAAETCA 3aKPbITbIM.

Ho rnasHbIl BONPOC — KTO Obln BAOGAEH B AMEPUKY, MeTaHMA
YbWUX YYBCTB HALL/IM OTPAXKEHWE B NECHAX? — TaK M OCTaeTCcA OTKPbI-
TbiM. [punucaTb 3Ty CTPacTb K AMEpUKe Ha CYeT r1aBHOro repos He
npeacTaBAAeTcA BO3MOMHbIM. [laHWna He wcnbITbiBaeT K 3anagy
CKONIbKO-HMOYAb TPEeNeTHbIX YyBCTB, HaNpPMMep, HUKAKOro 3KCTasa oT
nepBoM BCTPEYM CO CTPAHOM, KOTOPbINM 3aneyat/ieH B necHe 3emdupsbl,

8 CnyyaiHO M/IM HET, HO fake B BU3ya/NbHOM MaHe MEXKAY 3NM304amMMU 3TUX ABYX GUAbMOB
BO3HMKAIOT onpeaeneHHble napannenu. Tak, Maombym, 4nutas CBOK CKOPOrOBOPKY, B OAHOM
13 3NU3040B B3rPOMONKAAETCA HA TYPHUK C NeCTHULLEN U BEXUT No 3aKpeneHHOMY Kosecy.
A [aHuna, Kak Mbl MOMHWM, BO BPEMA YTEHUS CTUXOTBOPEHWUA MOAHMMAETCA MO MOMKaPHOW
NIeCTHULE. U B TOM, 1 B IPYrOM C/ly4ae, NapaniesibHO C «3aKasKoW Ayxa» NpoucxoamT dpusnye-
CKas TpeHWpOoBKa Tena.

®Ha npotusopeumne [JaHW/ibl CBOEMY HALMOHANIbHOMY CAMOCO3HAHMIO («PYCCKMEe CBOMX Ha BO-
He He BpocatoT») obpallaeT BHUMaHWE U HaHcK KoHAaW, 3ameyas, 4To OH OCTaB/IfeT CBOEro
6paTta BuMKTOpa Ha OTKyN amepuKaHCKoM cyaebHol cucteme u yneTtaet B AmMepuky 6es Hero.
[4, p. 233].
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y Hero He 6b110. 9T0 He uctopua daHunbl®. [a, ero nyrewecrsune u
npoucxoasLme ¢ HUM COobbITUSA CTAHOBATCA ApPamMaTypruyecknm CTu-
MY/IOM A1 3BY4aHWUSA TOM UAM MHOM KOMMO3ULMK, HO, eLle pa3 noja-
YEpPKHY, 3TM NECHM HEe OTPAXKAKOT HAMPAMYHO YyBCTB [/TaBHOIO repos.

Ha moli B3rnag, 3To npM3HaHue B 1t06BM K AMepUKe ecTb KpaiiHe
JINYHOCTHOE M MNOTOMY HepeaKo 3akaMydIMpoBaHHOE B MPOHMUIIO, Bbl-
CKa3blBaHWe camoro banabaHosa. HaHcK KoHauM oyeHb TOHKO noame-
™Mna, yto [aHuna asnsetcs aBatapom banabaHoBa, cpakatowerocs
¢ AvKTaTtom fonnmByaa ero cobcTBEHHbIMM e meTogamu [4, p. 235].
MpaBaa, A HMKaK He cornallycb C MHEHMEM 3TOro aBTopa, YTo banaba-
HOB — HALIMOHA/IUCT. 33 BEPXHUM CIOXETHbIM C/IOEM, B KOTOPOM /er-
KO YCMOTPETb NPEeTeH3nM Ha HAaLUMOHAIUCTUYECKOE AOMUHMPOBaHME,
CKpbIBaeTCA Macca Apyrux CMbIC/I0B, YTO U AenaeT KMHo banabaHosa
ropasgo 6o0s1ee MHOTOC/I0MHbIM, HEMKEW KaXKeTCs Ha NepBbli B3rnsa,
[laHnna AencTBUTENbHO aBaTap perkuccepa, HO MPUKAOUYEHUS repos
CTAHOBATCA NMOBOAOM He CTO/IbKO ANs TOro, YTobbl pacckasaTtb O CO-
MHWUTE/IbHOM PYCCKOM MPEBOCXOACTBE, CKONbKO NPU3HATLCA B A0NTOM
W, yBbl, 6€30TBETHOI N06BM K AMepuKe.

3a necHsAmM, 3ByYallmmm B duabme, npadertca cam banabaHos, a
TOYHee — ero noKkoneHue. NoKoneHne, KOTOPOE eLle ycneno Uchbl-
TaTb Kak POMaHTMYECKUE WNNHO3UM B OTHOLIEHMM 3anafZHoro mupa,
TaK M NPOWTK Yepes NyTb pa3oyapoBaHua. Takum obpasom, ¢ Nomo-
LLLbIO POK 1 MOM-My3blKK, HeoTaenumomn ot 2000-x*, banabaHoB cmor
BbICKa3aTb YyBCTBA NpeAblayLLero, No34HeCOBETCKOro nokoieHusa. To
ecTb, ec/i1 B nepBom «bpaTte» No3a4HEeCcoBETCKMIA POK NOMOTaa OCMbIC-

% Ha 4y aocTb [laHW/bl aMepuKaHCKoM KynbType obpaliaeTt BHMMaHue v Cat [paxem, 3amevas,
410 [laHnnNa «He UHTepecyeTcsa KyNbTypoi [AMepurKu], He CKpbiBaeT CBOEN MAEHTUYHOCTU U He
npunaraeT HUKaKUX YCUINA ANA U3ydeHus MecTHoro a3bika. OH oTnpasaseTcsa B CLUA Kak pyc-
CKUit Pambo. Ero muccus Ha aKkpaHe, Kak 1y Pambo, Akobbl 0bycnosieHa IMYHbIMU MOTUBAMM,
HO 3TV MOTMBbI NPO3PAYHO CUMBONU3UPYIOT BO/bLLYIO NOTPEGHOCTb OTOMCTUTB 3a HaLMOHab-
Hoe yHukeHue» [11, p. 103].

11 Kak Bblpasunack no atomy nosogy Mapwua KyswmnHoBsa: «“Cnant” n 3emdurpa — mMy3bIKaHTbl
6e3 COBETCKOro KOHTEKCTa M OMbITa, KOTOPbIE Y ayAUTOPUN OAHO3HAYHO aCCOLMUPYIOTCA C HO-
BbIM BpEMEHEM; HOMb HocTanbrmmu» [12, c. 73].
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nTb 6oneBble TOYKM HOBOIO MOKOJIEHWUS MOCTCOBETCKOM Poccumn, 1O
BO BTOPOM «BpaTe» ¢ NoOMOLLbl0 COBPEMEHHOM My3blKM Bbln 3aKPbl-
Tbl FEWTaNbTbl NOKONEHMA Npeablayliero. Tem cambim 06a NOKoeHUS
«BbpaTbeB» 1 C My3blKanbHOW, U C CUMBOIMYECKON TOUKM 3PEHUA OKa-
3a/IMCb KBUTbI.
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CMEUMDUKA PA3SBUTUA
N POPMUPOBAHUE OCOBEHHOCTEMN
OTEYECTBEHHOM

AHUMALIMOHHON UHAYCTPUU

B KOHTEKCTE KOHLEMUWW AETCTBA
YACTb 2

AHHOTaumA. B cTaTbe paccmaTpusaeTcs cneunduKka n ocobeHHoOCTH oTeve-
CTBEHHOW aHMMaUuMKU. Ha npoTaKeHuUM BCero nepuona CBOEro pasBUTUA
OoHa dopmmpoBanacb Kak 061acTb 3KPAHHON WHAYCTPUM, BbIMyCKatoLLein
npoaykumio ana aeteit. OpueHTauma Ha AeTcKoro 3puTens bbina 3ajaHa B
oTeYeCcTBEHHOM aHMMaumK B Havane 1930-x rofos B pyc/ie popmMUpoBaHus
[AeTcKkoro KuHematorpaga. C obpasoBaHmem ctyanu «Coto3mynstduabm» B
1936 roay BbINYCK aHUMaLMK ANs AeTel cTan NPUOPUTETHbIM A8 06aacTy.
STa HanpaB/AEeHHOCTb COXPaHANachb B aHMMaLmMu Ao cepeauHbl 1980-x ro-
£08B. C Ha4Yanom NepecTporkn NPousoLLIo ocnabieHre 3Tol TEHAEHLMM,
CMEHWINCb BEKTOPbl Pa3BUTUA B aHUMALMW. YKe HauyMHaa C cepeamHbl
1950-x rogoB, aHMMATOPbI CTAPaIMChb PACLLUMPUTD Y3KME TPaHMLLbl aHMMa-
LMN U aKTUBHO CTPEeMMUAUCH CO34aBaTb JIEHTbl ANA 3pUTeNnen Apyrux Bos-
pacTHbIX KaTeropuit. OpMeHTaLMA Ha B3POCNYIO ayAUTOPUIO CTana npuopu-
TETHOM ANA OTeYecTBeHHOW aHMMaummn B 1990-2000 roabl.

B nocnepHee pecatunetve XX BeKa NpoM3OLLIN cepbesHble npeobpasosa-
HWA B @aHWUMALMOHHOW MHAYCTPMU. HecMOTpA Ha NOABNEHUA HE3aBUCUMbIX
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aHMMALMOHHbIX CTYAMUI, OHAa OKasanacb Ha rpaHW MOMHOTO YHUUTOXKEHMUS.
B 37K e roapl 6bina NMKBUMAMPOBAHA CUCTEMA AETCKOTO KMHOMPOKATa M
[eTCKOro TeneBuaeHus. Boinyck puabMoB u nepegay a4nsa aetei 6ol noy-
TW NpeKpaLleH. M3meHeHnA B 061aCTM aHMMALMU HAMETUIUCL B cepeanHe
nepsoro gecatunetna XXI Beka, Korga ctanv npeanpuHUMaTbCA MHULMA-
TMBbI CO CTOPOHbI FOCYAAPCTBA, HAaMpaB/eHHbIe Ha BO3POXKAEHME OTPACAMU.
MNepBble cepbe3Hble U3MEHEHUA CTann oTMedaTtbea K cepegmHe 2010-x ro-
[0B. Hauanocb BO3poXKAEHNE aHUMALMOHHOM MHAYCTPUM, HO TOIbKO Kak
obnactn geTckoro kKMHemaTorpada. Bo mHorom ato npousowno 6naarogaps
roCy4apCTBEHHOM NOMUTUKE, HAaMPABAEHHOW Ha Pa3BUTUE AETCKOro CermeH-
Ta ayAMoBU3yasibHOM MHAYCTPUMN.

KnioueBble cnoBa: aHUMaUMA, TenesnaeHue, AeTCKoe KMHO, aHMMALMOH-
HafA WHAYCTPWUA, KMHOMPOKAT, pernoHasbHble mynbtctygmu, «Coro3mysib-
Tdunbm», «MynbTTenedunbm», AeTCKMe TeleKaHasbl, Cepuanbl.
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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 2

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
animated films in the early 1930s in line with the formation of children’s

THE ART AND SCIENCE OF TELEVISION 117



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.

NOTEPA CUCTEMbI NPOU3BOACTBA U NMPOKATA

DETCKOIo KMHO U AHUMALUWU B 1990-€ rr.

B cMTyaLMM CUCTEMHOTO Kpu3nca npobiemam pasBuTUa AETCKOro
KMHO, KaK M LeTCKOM aHMMaLMK, NOYTU HUKTO He yAeNnsn BHUMaHUS.
YTpaTuB rocyAapCTBEHHYIO NOAAEPKKY M NMLIMBLUMCL NpOKaTa, OT-
eyecTBeHHaA aHMMaUMOHHAA NPOAYKUMA CTana MeANeHHO McyesaTb
C 9KPaHOB, NOKa He PacTBOpMach B MOTOKe 3apybeKHbIX NEHT, yA0B-
NeTBOPAOLWMX 3anpockl ayautopumn. Kak coobluiaerca B Mccnenosa-
HuM 2013 roga, NpoBeAeHHOro no 3akasy ®deaepanbHOro areHTCTBa
Mo MeYyatTM U MacCoBbIM KOMMYHUKALMAM, «Ha GpOHE NoCTerneHHoro
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CHUXXEHMA PONN OTEYeCTBEHHOrO AETCKOro TeNeBUAEHNA BO BTOPOM
nonosuHe 1980-x . NPOUCXOANNO HAaNOAHEHMEe 3dupa 3apyberHOM
npoayKuuen, paccuMTaHHOM Ha toHyt ayauTopuio. [Mpexae Bcero,
[aHHbIA KOHTEHT 6bln NpeacTaBieH aHMMALMOHHbIMU cepuanamm»
[1, c. 10]. Ho TaK KaK B 3TK rofbl oTeYeCTBEHHaA aHMMaLuMaA He npo-
n3BOAMNA cepuasbl B Tpebyemom o6beme, TO B NOAABASIOLLLEN CBOEM
YyacTu 3TO Hblsla NPOAYKUMA 3apybeKHOro NPOU3BOACTBA, 38 UCKALO-
YeHMeM He3HAUUTENbHOMN A0 COBETCKMX CEPUANOB, TaKMX KaK «Hy,
norogu!», «MpukntodeHne nopoceHka PyHTMKa», «KoT Jleononbay,
«0O6e3bsAHKU» U T.4,.

Pa3Butme poccuninckoi aHmmaumm B nepmogd, 1990-x rr. npoxoanno
Ha PoHe cepbesHbIX Npeobpa3oBaHNit B 061aCTM BCE ayaMOBU3Yasb-
HoW chepbl 1 B NepByto oyepeab B chepe npokaTa. K coxaneHuto, no-
cne 3HaMeHUToro XX cbessa KMHemaTorpadpumcTos, Ha KOTOPOM 6bi10
NPUHATO CyAbOOHOCHOE ANA OTPAC/IM PELUEHME O Pa3fe/ieHUM NPoKa-
Ta M NPOM3BOACTBA, HAYaANCA KYEPHbINY» Nnepuos ana aHumaumu. Ku-
HOTeaTpbl, NONaB B KOHKYPEHTHYIO PbIHOYHYHO Cpeay, OAMH 33 APYTMM
Ha4asIn OTKa3bIBATbCA OT HEMPUHOCALLMX AOX0AA AETCKMX CEaHCOB.

B 1990 rr. npou3owio obpylleHne BCel cUctembl 0bLLEepOCCUin-
CKOrO MPOKaTa, Pe3K0o COKPaATMAOCh KOMYECTBa 3KPaHOB. B pesynbraTte
Manble ropoaa Poccun 1 cenbckue noceneHmsa okasanncb GpakTuyecku
HEKMHODULMPOBAHHBIMM, @ COXPAHMBLUMECA KMHOTEATPbl B KPYMHbIX
ropogax 6blM NPUBATU3UPOBAHBI M UCNONb30BaHbI MO0 He MO Ha3Ha-
YeHWto, NMMBO CTaNM YACTblO KMHOCETEN, NPUHAA/ENKABLUNX NPenmyLLe-
CTBEHHO 3apyberKHbiM KomnaHuam. Mo gaHHbIM nccnegoBaHmin ¢ 1991
r. NOCeLaemMocTb KMHoTeaTpoB K 1997-my ynana ¢ 14,2 pa3 B rog Ha
oaHoro 3putens ao 0,25 (paccuntaHHan no popmyse «KoIMYecTBO Ku-
HOMOCELLEHWNI / HaceneHme CTpaHbI»), T.e. No4YTh B 57 pas. M3-3a ybbl-
TOYHOCTW AETCKMEe KMHOTEeaTPbl 3aKPbIBANINCh OAMH 3a APYTUM.

B ycnoBuAX KMHOTEATPasibHOrO Kpu3mca npoucxoguno bypHoe
pa3BuUTUE anbTePHATUBHbIX GOPM NOKA30B. B 3TW roabl OCHOBHbIM
KOHKYPEHTOM KMHOTeaTpam CTaHOBATCA CHayana BWAEOCA/IOHbI, a
npw AOCTYNMHOCTU CUCTEM AOMALLHEro NPOCMOTPa, — LEeHTpPbI No npo-
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KaTy BMAeonpoayKumn. Ha poHe orpaHM4eHHOro peneptyapa B KMHO
OHM Npeaaaranv WUPoKUi CNeKTP MyNbTGUABMOB, MPEUMYLLLECTBEH-
HOro 3anajHbiX, B OCHOBHOM aMepPMKaHCKUX Npoussoantenei. B atoi
CUTYaLLMM NPAKTUKA AETCKUX CEaHCOB B KMHOTEATPAX B CU/Y UX Masiol
peHTabenbHOCTU U HU3KOTO AOXO0AA CXOAMT Ha HeT. AHMMaums, npu-
YeM He TO/IbKO OTeyecTBEHHas, HO M 3apyberkHas, Ha KMHO3KpaHax
baKTMYEeCKM He npucyTcTByeT. CKNtoUYeHMe COCTaBAsAOT HEMHOMoYNC-
JIeHHble Npembepbl FTMrAHTOB aHUMALMOHHOM UHAYCTPUK, TaKUX KaK
«Disney», «Pixar» nnn «Dreamworks». KuHoTeaTpanbHbI NPOCMOTP
dnnbmoB cpeam apyrux Gopm AETCKOro Aocyra TepAeT CBOU NO3UL UM,
yCcTynaa mecTo Tene- u sugeocmotpeHuto. B teyenne 1990 rr. Bbipac-
TaeT NOKONEeHWe, yTpaTMBLLEe Ky/bTypy KMHOTeaTpasibHOro npocmo-
Tpa, KOTOPOE OKa3anoCb NOYTU HE3HAKOMO C OTEYECTBEHHOM aHUMa-
uMen, He TO/IbKO COBPEMEHHOM, HO AaKe COBETCKOM. B npoBoanMmom
Hamu B 2003 r. uccnenoBaHUM cpeam WKOIbHUKOB, NPOXMBAOLWMX B
eBponeinckon Yyactu Poccun, B Kateropum ntobrMmble aHUMALMOHHbIE
bUAbMbl OTEYECTBEHHAA aHUMaUMA (B 3aBUCMMOCTM OT BO3PACTHOW
KaTeropmu LWKOAbHUKOB) 3aHMMana ot 6% o 13%. Mpu aTom y cTap-
LLIEK/TACCHUKOB 3TOT NPOLEHT Nagan Ao 1,2%, MHOrMe U3 HUX He MOr-
/M YNIOMAHYTb HX OAHOTO COBPEMEHHOIO POCCUIACKOTO MybTdUAbMA.

CHMMaeMble poccuickne MynbTduabMbl GaKTUYECKM HE UMeNn
KMHOTEaTPaNbHOTO MOKasa, a CTyAWUM He Bcerga moran obecneynTtb
penunsbl HOBMHOK Ha DVD. B 1990-e rr. 3T0 NpMBeno K GopMmnpoBaHmio
B8 06LL,EeCTBEHHOM CO3HaHWW MpeacTaBAeHUA 006 OTCYTCTBMM COBpe-
MEHHOM POCCUMIMCKON aHMMaLMN.

Pa3BuTWE anbTePHATMBHbLIX KaHA/IOB PacnpoOCTPaHeHUA NPOAYK-
LMK CTaNo BaXKHbIM GaKTOPOM, MOBAMABLUMM HA TO, YTO POCCUICKasnA
aHMMaLMA OKa3asacb BblAABNEHHOW U3 KMHOMPOKaTa. Kak oTmeyaet
I CemeHUeBa, CTPEM/IEHWE K 3aMagHOMY CTUIO KM3HM TpeboBano
YO0BNETBOPEHMUA CNpOca Ha 3apybexkHyto KynbTypy [2, c. 19]. IKpaH-
HaA NPOAYKLMA CTasla O4HUM U3 AOCTYMHbIX KaHAN0B, MO3BONAOLLMX
npuobLLaTbca K Heil. Bo3poclimii MHTepec K 3apyberKkHbIM KMHO- U
Tenedmnnbmam Ha GpoHe OTMeHbl B KOHUe 1980-x rr. 3anpeToB Maeo-
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JIOTMYECKOTo XapaKTepa npusen K bypHomy pacLBeTy BUAEOCAOHOB
M NYHKTOB NPOKAaTa KacceT. 3TO CTasio O4HOMN M3 NPUYUH BbITECHEHUA
OTeYeCcTBEHHOW aHUMaUMKM C KMHOPbIHKA. CpeactBa OT npokaTa «30-
notoro poHAa OTeYECTBEHHOM aHMMALMM» He BO3BPALLLANCh K NPO-
N3BOAMTENAM, CTAHOBACb WUCTOYHMKOM HesneranbHoro goxoga. Mpwu
3TOM «30/10Tas Konnekuma» «Coto3mynbTduibma» B obbeme 1200
dnnbMoB, CHATbIX B nepuog ¢ 1936 no 1991 r., okasanacb nepeaaH-
HOM amepuKaHcKon komnaHuu «Films by Jove Inc» O. Bugosa ans
npokarta 3a npeaenamu CHI.

MpoKaT 0Te4YeCcTBEHHOM aHMMALLMK Ha HO/IbLLIOM 3KpaHe OKasasca
baKTUYECKM HEBO3MOMKHbIM M3-3a TOFO, YTO OTPAC/ib HE MOT/1a Npeao-
CTaBUTb A/1A NpoKaTa ¢puabMbl cooTBeTcTByOWEero dopmata. Peopra-
HU3YEeMbIl KUHOMPOKAT M BO3HUKAOLLME KMHOCETU BblIM OPUEHTUPO-
BaHbl HA MOJIHOMETPAXKHYO aHUMaLmto. OTeyecTBEHHAA aHMMALMA B
CUTyaLMAX KPU3nca MHAYCTPUN U OTCYTCTBUA GUHAHCMPOBAHUA Bblia
He rotoBa K pabote Hag nofobHbIMK NpoekTamu. Kpome Toro, ana
OTeYeCTBEHHOM aHMMALMM BbINYCK NOIHOMETPAXKHbIX JIEHT Obln AB/E-
HUEM eAMHUYHbIM, 06/1acTb Obl1a OPUEHTUPOBAHA Ha NPOM3BOACTBO
KOPOTKOMETPaXKHbIX GUNbMOB.

CUCcTeMaTUYECKUA BbIMYCK POCCUMCKUX MOJHOMETPANKHbIX NEHT
Obln HanaxeH Tonbko nocne 2000-x rr. MepBbiM NMONHOMETPAXKHbLIM
dMAbMOM, CHATbIM B HOBOW POCCUICKOM aHMMaLMK, bbina neHTa «Ko-
ponu u Kanycta» (52 MuH., pexx. M. Myat, 1996), 3aTem Bbiluen Gpuabm
«Bonwe6bHas campenb» (47 MuH, pex. B. Yraposa, 1998). 3T1 neHTbI
He WAW B LUMPOKOM MpoKaTe W NIerM Ha MoKy nocne GectuBaibHbIX
MOKa30B. [lepBbiM POCCUACKUM NOAHOMETPAXKHbIM GUABMOM, Bblles-
LWMM B NPOKAT, 6b11n «HoBble BpemMeHCKMe My3bIKaHTbI» (56 MUH., pe.
A. TopneHko, 2000). Ho nepBoi NeHTON, OKYNUBLLENCA B NpoKaTe, CTan
«Kapnmk Hoc» (78 muH., pex. N. Makcumos, 2003). OH 6bin CHAT Ha
cTygumn «MenbHuLa», KoTopaa cTana Maepom no NpPou3BOACTBY MNOA-
HOMETPAXKHOW aHMMaALMK U GAAarMaHOM POCCUICKOM aHMMALMOHHOWM
NHAycTpun nepsbix gecAatunetuin XXl seka. CornacHo oduumanbHbIM
[aHHbIM CTYAMA exXerogHo cHUmaeT 8—9 yacoB aHMMaL UK.
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3ameHOoM KMHOoTeaTpasibHOMYy Mokasy B 1990-e rr. ctanun TpaHC-
nAummn Ha TB. CornacHo COLMONOTMYECKMM WUCCef0BaHUAM, noaa-
BAAOLLAA YacTb 3puTeneit (ot 65% B KpynHbIX ropodax u Ao 92% s
MasiblX ropofax N CeNbCKON MEeCTHOCTM) 3HAKOMMUAACh C aHUMauuen
6naropgapa Tenenokasam. Ho u ¢ TB-nokasamu cuTyaums bbina He
Nydwe. TeneKaHaNbl TPAHCAMPOBAIM OTEYECTBEHHYHO aHMMaLMIO B
camoe HenoaxogsAllee BpeMs, pa3mellan ee B CETKe BellaHMA Anbo
B paHHMWe yTpeHHue, 1Mbo B HOYHble Yacbl. Kpome Toro, nocteneHHo
NPoLUEeHTHaA 40NA OTe4yecTBeHHbIX GUNbMOB Ha POCCUMIACKMX KaHamax
CTaNa CHUXKaTbCA M K KOHUYy 1990-x IT. OHM MPaAKTUYECKU UCHE3NN C
3KpaHa. [onoxeHne gen 0CTaBanoCb KPUTUUECKUM Jaxe B nepBoe
pecatnnetHue XXI seka. Mo faHHbIM Pas/IMYHbIX UCTOYHUKOB [0NA
OTEeYeCTBEHHOM aHMMaLMM Ha POCCUMCKUX Te/leKaHanax cocTaBaana
ot 10% no 13% [3; 1, C. 47], npyyem NoNoBMHA NOKa3blBaeMbIX NEHT
6blN1a CHATA B COBETCKOE BPEMS.

Cutyauma B 061acTU K KOHUY NepBOro AecATUNETUA, HECMOTPA
Ha BCe ycuMAUs, NpeanpuHMMaemble aHUMALMOHHbBIM COODLLECTBOM,
6blna KpuTudeckon. OHa Morsa To/IbKO ycyrybutbea, ecamn 6bl bbina
peanv3oBaHa NPaBUTE/IbCTBEHHAA MPOrpamma, HanpaseHHasa Ha Co-
KpalleHne Kak MUMHUMYM B ABa pa3a PUHAHCMPOBAHUA OTEYECTBEH-
HOrO KuMHemaTorpada cornacHoO nocTaHoB/eHUO [lpaBUTenbCTBa
Ne 1216 ot 31 aekabpa 2009 r. «O6 yTBEPKAEHUM NPaBUA NpeaoCcTaB-
nexuns B 2010 r. 3 peaepanbHOro broaKeTta cybcnanin Ha noaaep K-
Ky KuMHemaTtorpadum», nognucaHHoro Mpeacenatenem npasBuTeNb-
ctBa B.B. MyTuHbIM. Myb6AMKaLMA AaHHOrO NOCTaHOBAEHWA Nobyauna
aHMMaUMOoHHoe coobllecTBo obpaTtuTtbesa 25 anBapa 2010 r. kK Mpe-
3npeHTy PO [1.A. MeagezeBy ¢ OTKPbITbIM MUCbMOM, B KOTOPOM Ja-
BA/IOCb TaKOe OMMCaHMe COCTOAHMUA 06MacTu: «...nocnegHue ABa-Tpu
rofa cosgartenv aHMMaLMOHHOIO KMHO Haxo4ATCcA B KpaliHe 3aTpya-
HUTENbHbIX 0b6CTOATENbCTBAX — (PUMHAHCUPOBAHWE HecTabubHO, a
TO 1 BoObOLWE M3-3a peopraHM3aLmMn CTPYKTYp oTcyTcTByeT. EABa Ha-
poxKAaatowanca NponsBoacTBeHHaa basa co3gaHma AHMMAUMOHHOTO
KnHo pywimnTca, He umea BO3MOXKHOCTM 3aKpenuTb pe3ynbrat. Cneyu-
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anucTbl yxoaat us npodeccuun!» [4]. CokpalleHne GUHaHCUPOBaHMA,
MO MHEHWI0 aHMMATOPOB, 0BEPHETCA U COKPALLEHMEM NPOU3BOACTBA,
a «3T0 o3HayaeT, 4yto B 2010 r. HACTYNUT Kpax LEenoi oTpacan KuHe-
maTorpada — pPoccUMCcKoM aHMMaLmn. Becb ykac B Tom, 4To bosee
15 neT Hasag OTeYeCTBEHHas aHMMaLMA Y¥Ke Mepexuna aroHuto.
MHoOrne yHuKanbHble CNeLManucTbl ywam us npodeccmm, paspyim-
JIUCb CBA3U, NepecTanu AencTBOBaTb CTYAMU... aHUMALMOHHOMY CO-
obLuecTBy yAan0Cb NO KPynNMLAM BOCCO34aTb TO, YTO CEFOAHA MOXHO
y)Ke Ha3BaTb “NPon3BOACTBOM aHMMALMOHHbIX GUNIbMOB” B CTpaHe.
EcM ¢ TakKMM TPYyAOM PacKpyYeHHbI MaxoBWK NpousBoacTsa byaer
BHOBb OCTAQHOBJ/IEH, LIAHCblI HA BO3POXKAEHME aHMMAUUM B BaMKan-
LKne roabl MPAKTUYECKM paBHbl Hyt0. Mbl BHOBb Byaem oTOpoLLEeHbI
Ha AecATUNETUA Ha3ag, OT MMPOBOTO aHMMaLUMOHHOro npouecca» [5].

MpUUYMHA CHUXKEHMA [A0/N OTeYeCTBEHHOW aHuMmauuu B TB-
MpoKaTe, C O4HOWN CTOPOHbI, KpblNacb B TOM, YTO COBETCKME U POC-
cuiickne mynbtduabmbl Bblan He dopmaTHbIMU. ITO OblIM KOPOT-
KOMETPAXKKK, Mo NpeumyLecTsy ganHon B 1 yactb, uam 10 MUHYT
3KpaHHOro BpemMeHM. MNpn 3ToM Kaxkabli GUAbM MMEN CBOKO ANTENb-
HOCTb, KOTOPasA HUYEM He perlaMeHTUPOBaNach, KpOMe TBOPYECKOro
3ambliCna aBTOpOB. B pe3synbrate Ppuabmbl 6blIM pasHON A/MHBI, HO
cMcTEMa COBETCKOrO MpoKaTa bblsla TAaKOBOW, YTO NO3BO/IAMA COCTaB-
NATb NPOrpammMbl U3 pa3HOPA3MepHbIX NEHT. B pe3ynbTaTe nepexosa
OTEeYECTBEHHOIO TE/IEBUAEHUSA HA HOBbIW, 3anafHbli, MPUHLMN CO-
CTaB/NIEHUA CETKM BelLaHuA 3T GUAbMbl NOX0 B HEE BMUCbIBAIUCH.
Kpome Toro, TenekaHasibl 0TKa3blBa/IMCb MPOKATbIBATb OTAE/bHbIE KO-
POTKOMETPAKKK, OTAABAA NPeAnoYTeHNA TPAAULUMOHHOW anna Tene-
BUAEHMA CEPUNHOM NN CePUANbHOM NPOAYKLIUN.

C Apyroit CTOPOHbI, OTeYeCcTBEHHbIE aHMMATOPbI, BOCMUTAHHbIE
TPagMLMAMM aBTOPCKOTO KMHO, C TPYAOM NepecTpamBannucb Ha pesb-
Cbl KOMMEPYECKOTO M MHAYCTPUANbHOTO MPOWU3BOACTBA, OPUEHTU-
POBAHHOIO MPEVMYLLLECTBEHHO Ha BbIMYCK MaccoBOW cepuanbHon/
CEPUIMAHON MNPOAYKLUMU. B cUNy MCTOPUYECKUX U COLMOKYABTYPHbIX
0cobeHHOCTEN B COBETCKOM aHMMaLMM MPAKTUYECKM HE CHUMau
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aHMMALMOHHbIX CEpPU, KOTopble MOrIN Bbl COOTBETCTBOBATb KpuTe-
pUAM KOMMEPYECKOM NMPOAYKUMM M OTBEYATb HOBbIM TpeboBaHUAM
TenesuaeHna. Te HEMHOroYMc/ieHHble MPOEKTbl, CO34aHHble B CO-
BETCKMI nepuog, — «Hy, noroau!» (16 cepuit), «<KOAMNM» (18 cepuir),
«BonwebHunk WsympygHoro ropoga» (10 cepwuit), «lpuKkntoyeHus
KoTa Jleononbaay (11 cepuit), «38 nonyraes» (10 cepuit), «O6e3bsaH-
Ku» (7 cepuit), «BennkonenHbint fowa» (10 cepuit), —6bIAK Henpo-
OO/MKUTENbHBIMU U HE BOCTONHANAN 3anpocbl 6ypHO pa3sBuBatoLerocs
N KOMMEPLMANN3NPYHOLLEroca OTeYeCTBEHHOro TenesBugeHua. Mpwu
3TOM GUABbMbI CEPUIA, OPUEHTUPOBAHHbLIE MPEUMYLLLECTBEHHO HA KKU-
HOMOKa3, KaK M KOPOTKOMETPAXKKN, UMENN HECTAHAAPTHbLIN XPOHOMeE-
TPak U MOTOMY MJIOXO BNUCLIBA/INCh B CETKY TeNeBeLLaHNA.
Haporkaatowanca poccuinckan aHMMaums B CuTyaLmMm cBoboaHo-
ro pblHKa OKa3asacb HeCnocobHOM NepecTpoUTLCA Ha BbIMYCK KOM-
MepYeCcKoM MPOAYKUMM B MHAYCTPMANbHbLIX MacwTabax Kak M3-3a
TEeXHWUYECKOro OTCTaBaHWA B YC/IOBUAX Nepexosa Ha unmdposoe npouns-
BOACTBO M PUHAHCOBOTO KPU3KUCa, MepeKMBaeMOro OTPac/blo, Tak U B
CUNY BHYTPEHHEW MHEPLIMN U OPUEHTALLMMN HA aBTOPCKOE KMHO. Kpome
TOro, co3gaHne cepuanbHON aHMMaLUMKN TpeboBaNo MHBECTULNMI, HO
CO3ZaHMe aHMMALMOHHON NPOAYKLUMN — AO0POrocTosLLee Npon3Boa-
CTBO, M MHBECTOPbI HE CTPEMWJIUCH BKNAAbIBaTb B HEFO CPeACTBa B yC-
NIOBUAX OTCyTCcTBUA TB-NpoKaTa, AUCTPMOBYLMM U MEXaHM3MOB 3aLLUTbI
ABTOPCKMX NpPaB B CUTyaL MM HanMUUA BUAeONMpaTcTea. Ho gaxe npu
YKeNaHUM aHMMATOPOB HaNaAMUTb BbIMYCK NOAO0OHOW NPOAYKLMM, YTO
nbiTanca caenatb A. TaTapcKkuii Ha cTygum «MNMnoT», pOCCUNCKMe Tene-
KaHa/ibl He COAeNCTBOBA/IM 3TOMY MPOLLECCY U He CTPEMUAUCH MpPO-
ABUraTb OTEYECTBEHHYIO aHMMaUMIO. TefieKaHasibl He TONbKO He 6blan
CNocob6HbI 3aKa3blBaTb NOA0OHYIO NPOAYKLMIO, BbICTYNAA B KayecTse
NPOACEPOB, HO U HE COBMPANUCh NAATUTb 33 TPAHCAALMN. 3a CHATbIE
dunbmbl Npeanarain HENOMEPHO Masible CyMMbl, He MO3BOAABLUME
CTYAMAM He TOMIbKO MOYYnTb NPUObIIb U HaNpPaBUTb ee Ha co3aaHue
HOBbIX PaboT, HO laKe KOMNEHCMPOBATL B/IOMKEHHbIE B NPOM3BOACTBO
cpeactsa. Mo cnosam A. TatapcKoro, B KoHLUe 1990-x rr. oTeyecTBeH-
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Hble TeNeKaHa/bl 33 OAHY MMHYTY BPEMEHMU roTOBbl OblAN MNATUTH
0KoJ10 25 gonnapos, TOraa Kak MUHYTA roTOBOro NPoAyKTa Npu npo-
M3BOACTBE CTOMMA MUHMMYM 3 TbICAYN A0NNAPOB. B pe3ynbrate npo-
W3BOACTBO aHMMALUMM gNs CTYAMUIA CTAHOBUAOCH YObITOYHbIM M HEBO3-
MOHbIM 6€3 rocyaapcTBeHHOro ¢puHaHcMpoBaHua. Ho Bblgensiemble
rocyA4apcTBOM CPeAcTBa Ha KMHemaTorpaduto 6biM He3HauYUTENbHbI-
MM, @ camo PUHAHCMpPOBaHME — HeCcTabuabHbIM. B pesyibTate 06bem
CHMMaeMOoW NPOAYKLMN C KaXKAbIM rog0M TONbKO COKPaLLAncs.

B 1990-e rr. HexXBaTKy KOHTEHTA TesieKaHasibl KOMMNEHCMPOBaIm
33 CYeT npokKaTta 3apybexkHbIX cepuii, KOoTopble CTOUAN ropasao Ae-
LeBsie, YeM CO3JaHNE OTeYeCTBEHHbIX MPOEKTOB, U MOPOK0 AOCTaBa-
JIUCb UM KaK BOHYC MM COBCEM 3a HE3HauyMTe/lbHble BO3Harpakae-
HWS B MaKeTe C NpuobpeTeHMEM MpPaB Ha TPAHCAALMIO 3apybBekKHbIX
6710Kk6acTepoB U cepnanos. M3ameHeHUsA 3TOM CUTyaLUU HAMETUANUCH
NNWb K cepeanHe NepBoro AeCATUNETMA, KOr4a CTa/iIM NOABNATLCA OT-
eyecTBEeHHble aHUMALMOHHbIE cepuanbl — «JIYHTUK U €ro Apy3ba» U
«CMeLapuKmM», HoO Ux Aons B obuem obbeme aHMMALMOHHOIO Tene-
BeL,aHMA coCTaBnANa BCEro okono 5%.

POCCUICKOE TEIEBUAEHUE 1990-X rr.

KAK OCHOBHOW KAHAN

TPAHCNAUMU AHUMALIUU

B cuTyauuu, Koroa npomcxoamio COKpalLeHMe AeTCKOro KOHTEeH-
Ta Ha POCCUINCKOM TeneBuAeHUU, Koraa pakTMYecku nponsowna no-
TepsA KMHOTeaTPasibHOro NpPoKaTta, NOTPebHOCTb MeaMapbiHKa B aHU-
MaLmu no-npexHemy bblna Ha BbICOKOM YpOBHe. B nepByto ovepesb
OHa dopmmpoBanack AeTCKUM 3puTenem. MpocmoTp aHMMaLmm 6ol
BA*KHOM YaCTbtO AETCKOro A0Cyra, NPy 3TOM AETCKOe TeNleCMOTpeHne
B 1990-e rr. BO3p0ocno u 3aHAN0 oT 50% B pernoHax n ao 70% B cTo-
nuue [7; 8; 9]. Ha npoTsaxKeHUn aTux net ana bonbliei 4actu xuTenen
Poccum MHble KaHaibl TPAHCAALMM aHMMALMW HE MOIIU COCTaBUTb
a/ibTepPHaTMBY TeNeBUAEHUIO. B ycnoBmAX MOBasbHOrO OOHWULAHMA
rpaxgaH, perynapHbIX HeBbINAAT 3apnaaT, pa3pyLleHna CUCTEMbI KU-
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HOMOKA30B, [OPOroBU3HbI KMHOTEATPasbHbIX OMNETOB, OTCYTCTBUA
CKOPOCTHOTO MHTEpHETa TeneBMAeHME ObIN0 CaMbiM AeWEBbIM U A0-
CTYMHbIM KaHaNOM NOTPebeHMA 3KPAHHOM NPOAYKLMMU.
MopasnatoLLan A0S TPAHCMPYEMOM Ha OTEYECTBEHHbIX TesleKa-
Hanax aHMMaL MK 6bl1a OPUEHTUPOBAHA Ha AETCKOro 3puTens. MNopob-
HaA CUTyaumMA BO3HMK/IA NOC/IE TOTO, KaK Ha rocy4apCTBEHHOM YPOBHE
6bl1 NPUHAT 3aKOH 06 06A3aTeNIbHOM HA/NMYMK LETCKOTO KOHTEHTa
Ha TenekaHanax. B pesynbrate Bpemsa, oTgaBaemoe nof AeTcKoe Be-
WaHWe, Ha GoHe 3aKpbITUA AETCKUX pedaKLMii N CBOPAaYMBaAHUA NPo-
W3BOACTBA AETCKMX Nepenay, CTalio 3anoHATLCA MO MNPEUMYLLECTBY
aHMMauMen. OTa NPaKTMKa elle CUbHEee YKpenuaa B MacCoOBOM CO-
3HaHMKW YCTAHOBKY Ha TO, YTO aHMMaLMA — 3To cyrybo aeTckas 06-
N1acTb, a TeNeBmaeHme ABNAETCA OCHOBHbIM KaHa/IoM ee TPaHCAALMMN.
HecmoTpA Ha NpUHATBIN 3aKOH, A0NA AETCKOrO TeIEKOHTEHTA Ha
denepanbHbIX KaHanax He AOTArMBaNA faxe A0 YCTAHOBJEHHOW 3a-
KOHOZaTeNbCTBOM HOPMbI B 7%-10% OT 0611ero adupHOro BpemeHMu.
MpoueHT aHMMaL MK 6bIN U TOrO MeHbLLE, MPUTOM YTO MY/IbTGUIBMOB,
dbopmMMpoBaBLUMX AETCKUIA KOHTEHT KaHaN0B, Nepeaay 1 UNbMOB ANA
petelt, 6bl10 HEMHOTO. AHMMALMA ANA B3POC/bIX COCTaBAAAA CTO/b
He3HauMUTe IbHbIM NPOLLEHT, YTO €ro MOXKHO Hbl10 OTHECTU K apudme-
TUYecKoM norpewwHocTu. Ecnv oHa v nonagana Ha aKpaHbl, TO Yalle ee
NnokKasblBa/iM Ha KaHase «KynbTypa», «My3 TB», «TB 3», 1Mb60 paHHUM
yTpOM, 160 B HOYHOE BpemMA. AHMMALMEN 3aNOSHANN CAMble HECMO-
TpubenbHble BpEMEHHbIE MPOMEKYTKM B CETKE BELLaHMS.
MycTytowan HULWA AETCKOro TeNleCMOTpeHua Oblia 3amnosiHeHa
nepesadyammn 3apyberKHOro NpousBoACTBa WAWM A4aNTMPOBAHHbIMM
A7 OTeYEeCTBEHHOIO 3pUTENA UX aHaZloraMu, a TaKXkKe 3apybekHbIMuK
KaHanamu, Takumm Kak «Nick Junior» nam «Disney», neMoOHCTpUpo-
BaBLUMMM MPEUMYLLECTBEHHO aHMMALMOHHY NpoayKumio. Ha KaHa-
ne «Disney» aHnmaums coctasnaet 80%, a Ha KaHane «Nick Junior»
97%. Mpun aTOM NPeNMyLLECTBEHHO 3TO CepuasibHaA npoaykums. Be-
WwaTesibHasA MOIMTUKA 3TUX KaHAaNoB cnocobCcTBOBaNA YKPENAEHUIO B
MaCCOBOM CO3HaHWM MHEHMA O TOM, YTO aHMMALUMA — 3TO NPOAYK-
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umA, NnpeaHa3HaYeHHaa ANA AeTen, a AeTCKoe TeneBeLwaHne JOMKHO
ObITb NPEACTaBAEHO aHUMALMOHHbBIMM CEPUANAMM.

AnbTepHaTUBOM NOAO0OHOMN TOUKN 3pEHMA CTaN0 NOAB/IEHUE Tele-
KaHana «2x2», HavyasLwero sewaHme B 1989 r. Ha TeppuTopmm MOCKBbI
M MOCKOBCKOW 0b6nactu, a ¢ 1993-ro Ha Tepputopumn Bcen Poccum.
CeTKa BelaHMA KaHana coaeprkana aHMMaLMOHHble BI0KM, KoTopble
6blIM OPUEHTMPOBaAHbI Ha MONOAEXKHYIO ayamTopuio. MocTeneHHo
COBETCKME /IeHTbl BbITECHW/IM ANOHCKME, aMepUKaHCKue 1 BpuTaH-
CKMe aHMMaLMOHHbIE WOy U cepuanbl ANA B3POCAbIX. HO 3TOT KaHan
He CMNbHO NOBAMAN Ha OOLLYO CUTYaLMIO C TPAHCAALMEN aHUMALUN.
BONbLWMHCTBO 3pUTENEN aHMMALMIO MO-MPEeXHEeMY BOCMAPUHUMANU
WCKOYUTENIbHO KaK NPOAYKLUMIO, NPeAHA3HAYeHHY0 ANA feTeN.

MopobHoe ybexaeHMe NOPOANIO CKaHAAIbHYIO CUTYALMIO C Tene-
KaHanom «2x2», Havaswum ¢ 2007 r. TpaHCIMPOBATb NPENMYLLECTBEH-
HO 3apybeXkHYI0 aHMMALMOHHYIO CEPUANbHYIO MPOAYKLMIO, HE paccym-
TaHHYIO Ha [ETCKOro 3puTens. KaHan no3Hakomua 3putenen ¢ Takumu
cepuanamm Kak «Yepenawkm HuHaza», «Cennop MyH», «ToHWMK Cnu-
an», «JeHan — HoBaa peanbHOCTb», «KeHau KeHgwu», «lpukntoue-
HuUA 6onbworo Axeda», «Pytypamar, «Llapb lopbl», «AMepUKaHCKUi
nanawa», «MpuddpuHbI», «CUMNCoHbI», «HOXKHbIK MapKk». B maccoBom
CO3HaHUKU Nt0b6an aHMMALMOHHAA MPOAYKUMA BOCMPUHUMANACh Kak
NPOAYKLMA, NpefHa3HaYeHHasa UCKAYMTeNbHO ana aeteir. CooTseT-
CTBEHHO, aHa/IN3 KOHTEHTA Te/leKaHana «2x2» CTaN Bbl3blBaTb BO3MY-
LEeHWe CO CTOPOHbI POAMUTENBCKMX KOMUTETOB U LUIMPOKON 06LLEeCTBEH-
HOCTM B CBA3W C HAapyLIeHNEM NpaB AeTeil U He0BXOAMMOCTbIO 3aLLUTHI
nx oT MHGOpMaUMK, NPUUMHAIOLWEN Bpes, UX 340POBbI0 U PA3BUTUIO.
B obuwiecTse WK WNpokMe aebatbl OTHOCUMTEIbHO HPABCTBEHHO-3CTe-
TUYECKOro COAEPKAHNA EMOHCTPUPYEMOIM aHUMALMK, KOTOPbIE NONY-
YWUNM NPOAO/IKEHME AAXKe Ha rOCyLapCTBEHHOM ypoBHe. B Havyane cex-
TA6pa 2008 r. leHepanbHan NpoKypatypa PO BHecna npeacraBneHue
PoccBA3bKOMHAA30pY B CBA3M C HAPYLUEHUAMM NpPaB LeTel TeneKkaHa-
NIOM «2X2», B KOTOPOM FOBOPU/IOCH YTO TPAHC/IMpyeMble aHMMaLMOH-
Hble MPOEKTbl «HE COOTBETCTBYIOT TPEOOBAHMAM 3aKOHOAATENLCTBA O

THE ART AND SCIENCE OF TELEVISION 127



3alLMTe HPABCTBEHHOTO M NCUXMYECKOTO Pa3BUTUA AeTel, 06 oxpaHe nx
34,0pOBbA... MPONArAHANPYIOT HAaCUIME U KECTOKOCTb, NopHorpadutio,
aHTMOOLWEeCTBEHHOE NoBeAeHNE, N306MNYIOT CLLEHAMW HAaHECEeHUS yBe-
YUK, NPUYMHEHUA GU3NYECKMX U HPABCTBEHHbIX CTPaAaHWUM, Hanpasae-
Hbl Ha BbI30B Y leTen CTpaxa, MaHWUKMK, y¥Kaca... Takaa MHPopmaLMOoHHanA
NPOAYKLMA HA3KOrO HPAaBCTBEHHO-3TUYECKOrO COAEepPKaHMA OKa3bIBaeT
KpaHe HeraTMBHOE BO3AENCTBME HA AETEMN, UCKAXKAET UX LLEHHOCTHbIe
OpMeHTauuK, co3aaeTt onacHOCTb BOSHUKHOBEHUA MaHUYECKMX COCTOA-
HWIM M HEBPOTUYECKMX paccTpoicTe» [10].

MpeTeH3nn K TPaAHCAMPYEMOW KaHa/IOM aHWMMALMOHHOW Mpo-
OYKUMU NPeabaABNA/NCE U paHee, Aaxke PocoxpaHKynbTypbl BblAano
npeanucaHna o CHATUM ¢ 3dupa MynbTcepranos «ManeHbKue nec-
Hble Apy3ba» U «MpuknoveHna bonbworo Axkedda», Tak Kak OHU
nponaraHAUMpPOBaMN «KKYNbT HACUAMA U XKecToKocTu». Kpome TOroO,
CTOPOHHUKM PENUTMO3HbIX OPraHmn3aLMii NbiTaancb Yepes NPoKypaTy-
py MOCKBbI 3anpeTuTb TpaHCAALMIO ceprana «HOXKHbIMA NapK», NPoTUB
PYKOBOACTBa KaHana Bo3OyAMTb YrosioBHOE Aef0, a CaM KaHan 3a-
KpbITb 3@ aMOPanbHOCTb. [1aBa KOMUTETA MO Aenam monoaexu lfocy-
fapcTeeHHON aymbl PO Masen TapakaHOB nosiaras, Y4To «nokKas mMy/b-
TOUNBMOB, KOTOPbIE TPAHCAMPOBAN TeNEKaHaN «2X2», TPaBMUPYET U
HEeraTMBHO BAMSAET Ha [geTcKyto] ncuxmry» [11]. MopgobHasa cuTyaums
BO3HMKJ/IA I B CUY TOTO, YTO Y NpeAcTaBuUTeENEN 06LLEeCTBEHHOCTY,
3aUMTHMKOB MpaB AeTel U rocyLapCcTBEHHbIX CAyXKO 6bl10 chopmm-
pOBaHO ycTOMYMBOE MPeACTaBleHNe O TOM, YTO aHMMALMOHHbIE ce-
puanbl, TpAHCAMPYeMble Ha KaHane, OTHOCATCA K KaTeropum AeTCKOn
npoaykumm. O4HaKO PyKOBOAMUTENN KaHana «2Xx2» HeOAHOKPATHO 3a-
ABNANM, YTO AAHHAA MPOAYKUMA He npenHasHavaeTcA ANA AETCKOM
ayauTOpUM U OPUEHTUPOBAHA Ha B3POC/IOrO 3puUTens.

CuTyauma c KaHafom «2x2», BO3MOXHO, Oblfa cBA3aHa C Tem,
41O OH B 2007 I. NO3MLMOHNPOBACA KaK €4UHCTBEHHDbI POCCUNCKUIA
KaHan, 60/bllaA YacTb BELWATENBHOIO BPEMEHN KOTOPOro Gopmmpo-
Ba/laCb aHMMaLUMOHHOW npoayKumen. OBLLeCTBEHHOCTb U POAUTENN,
NPUBbIKWIKME BOCMPUHUMATL AaHMMALMIO MCKAOYUTENIbHO KaK npo-
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OYKUMIO, NpeaHa3HAYeHHy A AeTCKOro 3puTens, COOTBETCTBYHO-
LWMm 0bpasom pearnpoBasiv Ha KOHTEHT, MPeACTaBAeHHbI Ha KaHane
«2x2». NogobHasa cuTyauma ctana BO3MOXKHOM B CUJY TOTO, YTO Y Ka-
Hana «2x2» He 6bl1I0 aNbTEePHATUBBI.

Ha ¢poHe pa3BUTMA POCCUIACKOTO TeNIEBUAEHMA, NOABAEHUA HOBbIX
KaHaNoB M nepeaay, 4018 NPOrpamMm, OPUEHTUPOBAHHbIX HA AETCKOro
3puTens, B KoHue 1990-x rr. He TO/IbKO He yBeNnYmnBaaacb, HO U COKpa-
Wanacb. IGMpPHbIX KaHA/OB C AETCKMM KOHTEHTOM He CyLLecTBOBano,
xoTa B 1997 r. B cucteme cnytHMKoBoro tenesmaeHmna «HTB-TMatoc»
6bln1 co3aaH AeTckuii KaHan «HTB-Matoc [eTckuii mmp». Ha Havyanb-
HOM 3Tane paboTbl Te/IeKaHa/la ero BellaHme ocylwectsnanoch ¢ 7:30
yTpa Ao 21:00 Beyepa, KOHTEHT KaHala COCTaBAAAN UCKAOYNTENIbHO
OTeYyecTBeHHble, NMPENUMYLLECTBEHHO COBETCKME GU/IbMbI, Nepeaayn
n mynbtomabmbl. B 2000 r. B geummeTpoBOM Anana3oHe B MockBe
Haya/ BellaHMe KaHan «eTckuin npoekT». MNakeT nporpamm KaHana,
cneumnanbHo NpeaHasHaYeHHbIX UCKIUYNTENbHO A8 AEeTCKOM U noa-
POCTKOBOW ayAUTOPMM, COCTABAN BECOMYIO A0/10 0bLEero BewaHus,
HO B CETKe KaHana bblan nporpammbl U A5 B3POC/TION ayauTopuUN.

CuTyauma c geTckum TeneselaHmem B KoHue 1990-x rr. BbI3blBa-
Nla 6eCcnoKoMCTBO He TOIbKO Y 0ObIYHbIX 3pUTENEel, 0 Helt CTana roBo-
pUTb OBLLECTBEHHOCTb, AEATENN KYAbTYPbl U UCKYCCTBA, NPOU3BOAM-
Te/IM KOHTEHTA. B KoHeYHOM UTOre Ha Npobiemy 0b6paTUAN BHUMAHKNE
N npeactasuTenn Baactu. B uioHe 1999 r. 6bin10 npuHATO MNocTaHOB-
nenHue locygapctBeHHoOM aymbl «O rocyaapcTBeHHOM NOAUTUKE B 06-
NlacTn TeneBM3NOHHOIO BELLAHWUA U PaANOBELLAHNA B MHTEpPeCcax Ae-
Tel n monogexn» (N4065-11 T1), B KOTOPOM rOBOPUAOCH, YTO «B TO
BpeMA Kak BO MHOIMX FrOCyfapcTBax HabatogaeTcs TeHAEHUNA K yBe-
iMyeHnto ob6bema TeNIEBU3NOHHOMO BELWAHMUA U paaMoBeLaHns ans
OETEN N MONOAEKN, B TOM YMNC/E HA CNeuMann3mpoBaHHbIX AETCKMX
TeNIeBU3NOHHbIX KaHanax, B Poccuiickon depepaunm Kommepyeckme
WHTepechl BellaTenel NPaKTUYECKM BbITECHUAM U3 3dMpa AETCKUE U
MOJIOAEXKHbIE NporpaMmbl U nepegaym. OcobeHHO OCTPO 3TO NpPoAB-
NIAETCA NPU OCYLLLECTBNEHMM BELWAHUA PErMOHANbHbIMM Te/le- N paau-
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OKOMMNaHMAMW. Belatenn NOoCTOAHHO HapyLLAOT YCIOBUA NULLEH3UI
Ha BellaHMe, B COOTBETCTBMM C KOTOPbIMU HEOBXOAMMO BbIAENATb
onpeaeneHHbln 06bem 3pUMPHOrOo BPpEeMEHWU AA MOKa3a AETCKUX U
MOJIOAEXKHbIX NPOrpamm 1 nepegay». B noctaHoBAEHUN FOBOPUIOCH
0 HeobxoAMMOCTM BbIPabOTKM roCyAapCTBEHHOW MOAUTUKK B 06na-
CTV [EeTCKOro TeneBellaHna, a TakKe BblAeNeHNA CPeaCcTB «Ha rocy-
[APCTBEHHYIO NOALEPMKKY NPOrPaMM M MPOEKTOB, HAMPaBAEHHbIX HA
MHPOPMALMOHHOE OBCNYKMBaHUE AeTel U MONOAEKN CPeaCcTBaMM
TeNIeBU3MOHHOIO BeLWaHna». HecmoTpa Ha NPMHATOE NOCTAHOB/IEHME,
CUTyaLMA B NOCaeaytoLLmMe rofbl He MeHANACh.

B 2002 r. Mpe3ngeHT PO B.B. MyTnH, BbicTyNasa Ha 3acegaHun Co-
BETa MO Ky/JbType U UCKYCCTBY, NOCBALLEHHOMY Npobaemam AeTCTBa,
Bblpa3na HeyAoB/eTBOPEHUE KayeCTBOM OETCKOro TefieBellaHna w
06paTna BHUMAHME Ha HEOBXOAMMOCTb ero pa3BuTUA. B cBoem BbICTy-
naeHuu NpesnageHT OTMETW, YTO BONbLUIMHCTBO POCCUNCKMX 0bLLEHa-
LMOHA/IbHbIX KaHAN0B HapyLlaeT YCA0BMA JINLEH3MPOBAHMA B YacTu
[0V OeTCKOro BelaHusA. Mpu 3TOM Bbi3biBaNo HApPEKaHWe 1 Ka4yecTBO
TpaHCAMpPYyeMOM NPOAYKUMK. Bonbluas Aona AeTCKux nporpamm 6bina
no-npexHemy npeacTaBieHa MyabTGUAbMaMM B OCHOBHOM 3apybexk-
Horo (amepuKaHCKoro) npomssoacTsa. O4HAKO, HECMOTPSA Ha TO, YTO
BOMPOCHI AETCKOro TENEBELLAHUA CTaNWN NpegMeToM obCyKaeHMA Ha
CaMOM BbICOKOM YPOBHe, 3TO 3aMeYaHne He MOBAMAIO HA MOOXKEHME
aen B otpacan. CornacHo JaHHbIM uccnenoBaHmA «pounssBoacTBo
M MOKa3 aHMMaLMOHHbIX GUIbMOBY», NpoBegeHHOro Accouumaumnen
aHMMALMOHHOIO KMHO COBMECTHO € KommnaHuelt Movie Research, Ha
26 OCHOBHbIX 3QMPHbIX KaHaax BNaoTb 40 2016 r. oTMeYanocb 4OMMU-
HMPOBaHWE NPOAYKLMN 3apybeKHOro NPomM3BoACTBA NP MUHUMAb-
HOW f0/1e COBPEMEHHbIX POCCUMCKMUX dUabmoB [12].

Hun 3amevaHuna npesungeHTa, HU WTpadsl, BbinMcbiBaemble Peae-
pasibHbIM areHTCTBOM MO NeYaTV M MacCOBbIM KOMMYHUKALMAM Beay-
LWMM POCCUMCKMM KaHanam, He BAMAAWM HA CUTYauUMIo C TPaHCAsaLMen
[OEeTCKOrO KOHTEHTa Ha oTe4yecTBeHHOM TeneBuaeHun. OHa cTana ewe
bonee cnoxHol ¢ npuHatem B mapTte 2006 r. PeaepanbHOro 3ako-
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Ha «O pekname». CornacHo cTatbe 14 3TOro 3akoHa BBOAW/CA 3amnpeT
Ha npepblBaHWE [OETCKMX nepefayd O/ MTENbHOCTbIO MeHee 15 MUHYT
PEeKNaMHOM Nay3oi, Npu 3TOM peKsaMy MOXHO MOKa3blBaTb TOJbKO
[0 Havyana nepefayy MM MO ee OKOHYaHMUIO. [10 MHEeHUIO 3KcnepToB
npodeccrmoHanbHoro coobuiectsa, 3aMmMUHUCTPA cBA3M A. Bosbnu-
Ha M npesuaeHTa HaumoHanbHOM accoumaLmmn TenepagmoBseLlaTenei
3. CaranaeBa, TeqiekaHanaM B 3TUX YCAOBUAX CTaNO SKOHOMUYECKU He-
BbIFOAHO NOKa3bIBaTb AeTCKMe nepegayun. Kak nonaraet Caranaes, MMeH-
HO «M3-33 TOrO, YTO Te/leKaHa/ibl He MOryT 3apabaTbiBaTb Ha pekiame,
OHM 3a NoC/NefHUe roAbl 3aMeTHO COKPATUIM YNCNO AETCKUX nepesad
B a¢upe» [13]. CornacHo ucciengosaHnam, nposeseHHbim OMD MD/
PHD Group (ceityac Media Direction Group), ¢ 2009 no 2011 r. yncno
AeTCKMX nepefad Ha desepanbHbIX KaHanax cokpatuaock B 1,5 pasa.

Mo mHeHUto MuHKUcTpa KynbTypbl PO B. MegMHCKOro, MUMeHHO
M3-33 OrpaHUYEHUs pekaambl B AETCKOM KOHTeHTe «denepasibHble
TeneKkaHaNbl HEOXOTHO MPUHMMAIOT y4yacTue B NMPOWU3BOACTBE My/b-
TGUABMOB, XOTA Ha B3POCA0E KMHO AeHbrn TpaTAT» [13]. BbigeneHue
CPeACTB Ha «B3POC/IOE KUHO» abCOIIOTHO HE 3HAYMUT, YTO 3TO KUHO AB-
NAeTcA aHMMAUMOHHbBIM. Takum 06pasom, Kak Ha rocyfapCTBEHHOM
YPOBHE, TaK U Ha YPOBHE NPOKATYMKOB 1 MPOU3BOAUTENEN. aHUMALLMA
BOCNPUHMMAETCA KaK NPOAYKUNA, NpeaHa3HaYeHHada gna aetein. AHu-
MaLuMu, npeaHa3HAYeHHON A B3POCAOro 3puUTens, Ha OTevyecTBeH-
HbIX O6LLEHAUMOHANBHbIX KaHanax NpakTU4eckun Het. Mpu sTom Tene-
KaHaNbl He 3aMHTEPECOBaHbl B BbiMycKe NOAOOHOM NPoAyKLMK, XOTA
MO OTHOLUEHMIO K HElM 3aKOH O 3anpeLleHnn pasMeLLeHna peknambl
He AeMCTBYET U HUYTO HE MOXKET MOMeLLaTb PYKOBOACTBY KaHana no-
Ka3 nogobHOM aHMMaLMK C peKNaMHbIMK BaoKamu.

KoHeyHO, MHOrMe MOryT cKa3aTb, 4TO Nofo6HanA aHMMaLMA He Npu-
B/IeKaTe/IbHa AN PYKOBOACTBA Te/IeKaHA/NOB U pekaamogatenen, Tak
KaK y Hee orpaHu4YeHHas ayauTopua. Ho aTo, ckopee, 3abnyxaeHue.
[loCTaToO4HO NOCMOTPETb Ha PENTUHIM aHANOTUYHON 3apyberkHOoM npo-
AYKUMK, Hanpumep, TakUX cepmnanos Kak «HOXKHbIN napk» nam «Cumn-
COHbI», HO W OTEeYEeCTBEHHbIE MPOEKTbI, CyLWEeCcTByOWME B UHTEPHETE,
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TaKkue Kak npoekT O. KyBaeBa «MacsaHa» unamn «Mr. Freeman», cobupa-
OT OrPOMHYIO AyAUTOPUIO MOKNOHHUKOB WM, COOTBETCTBEHHO, ABNAIOT-
€A KOMMEPYECKM NPUBAEKATENbHbIMU. ITO NOATBEPKAAIOT U NPOEKTHI
CO3ZaHHOWM B HOAbpe 2016 r. aHUMALMOHHOWM CTYAUMN «2X2» HeAEeTCKOM
aHMMaLMK, ABNAIOLLENCA TPETbEN POCCMIACKOW CTyANEN NO 06beMy Bbl-
nyckaemow npogykumu. K coxkaneHuto, nogobHasa aHMMauua He BMu-
CbIBAeTCA B BELLATENbHYIO MOAUTUKY deaepanbHbIX KaHanoB U MaeT
Bpa3pe3 ¢ 0PpULMANbHON TOUKOWN 3peHua, rae aHMMaLMA NOHMMaeTcs
KaK NpoayKums, GopmupytoLLan LeTCKOe TeNeCMOTPEHME.

M3MEHEHUE CUTYAUUU C AETCKUM TEJNIEBELLAHUEM

M ElFO POJIb B BO3POXAEHUU

POCCUNCKON AHUMALMOHHOW UHAYCTPUN

K Hauany BToporo gecatunetma XXI BeKka cmTyauma B oTe4eCcTBeH-
HOM aHMMALMOHHOW MHAYCTPUK BblNa NO-NPEKHEMY TAXKENOM, HO Ha-
MeTUINCb NepBble NOMOXKUTE/IbHbIE MOABUXKKM B ee yaydweHun. Oa-
HUM M3 HUX ObINO CO3AaHNE AETCKO-IOHOLWECKOro KaHana « bUBbUroH»,
Havaswero BewaHune B aBrycte 2007 r. Ha nnatoopme «HTB-Matoc».
Bnocnencteum B BUAE BelLaTeNbHbIX 6/10KOB Te/IeKaHan CyLLecTBoBan
Ha KaHanax «Poccua», «KynbTypa», «Cnopt». O nossneHnn nopob-
HOro KaHana B Aekabpe 2006 r. Ha 3acegaHum CoBeTa 3aKoHoaaTe-
nein, rae obeyaanmcb npobnembl gemorpadum, obbasmn MpesnaeHTt
P® B.B. MyTuH. Naea co3gaHusa AeTCKOro KaHana obcy»kaanacb Kak B
cpeae npodeccroHaNbHOro coobLLecTBa, Tak U Ha BbICOKOM rocyaap-
CTBEHHOM YpOBHE.

KOHTEHT KaHafna cOCTaBAANM NO MPEMMYLLECTBY OTEYECTBEHHbIE
npoekTbl. K MOMeHTY Hayana BelaHna TenekaHana «buburon», B ceH-
Ta6pe 2007 r., pocCUMCKNN BU3HeCMeH Anvwep YcmaHoB Bbikynua y O.
Bupgosa 1 amepuKaHcKoli komnaHum «Films by Jove» konnekumto «Co-
103MYNETOMABMAY», KOTOPYHO OH Nepesan ANA NOKasa Ha KaHane. Nomu-
MO TPAHCAALUN COBETCKOM KNACCUKM U 3apybekHbIX aHMMaLMOHHbIX
Cepuanos, KaHan CTaa NAOWAAKON ANA HOBbIX POCCUMNCKUX aHMMALM-
OHHbIX cepuit: «JIyHTUK», «CmeLlapukn», «Malwa n Measeap».
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Ha 6a3e KaHanoB «BMBUroH» n «TeneHaHa» peweHnem MNpe-
3uaeHTa PO . Measeaesa B 2010 r. NosaBUACSA AETCKO-IOHOLLIECKUI
KaHan «Kapycenb». 310 6bl/I0 BaXKHbIM COBbITMEM A1 U3MEHEHUSA
OETCKOW BelLaTeNbHOW MOAUTUKM B CTPaHe, Tak KaK KaHan Ben Kpy-
rNOCYTOYHOE BelllaHue U ABnsaca oblwedenepanbHbim, T.e. 6bin A0-
CTYNeH Ha BCeN TeppuTopum cTpaHbl. KaHan no3MumMoHMpPoBancs Kak
FNaBHbIA POCCUNCKMIA AETCKUI TeneKaHan B8 mupe. CeTKy BellaHusA
KaHana COCTaBMAM MO3HaBaTe/IbHble M pPa3BaeKaTe/ibHble MpPOorpam-
Mbl, UTPOBbIE M aHUMALLMOHHbIE cepuasbl. Ha KaHane TpaHCcAMpyoTCA
N COBETCKME aHMMAUMOHHble PpUAbMbl. HecMoTpa Ha TO, YTO KaHan
3aABNEH KaK IOHOLIECKMI, er0 KOHTEHT OPMEHTUPOBAH HA AOLWKO/b-
HWUKOB W AeTel HayanbHOM WKobl. COOTBETCTBEHHO, NMOKa3biBaemas
AHMMAUMOHHaA NPoAYKUMA B OCHOBHOM Haluge/fieHa Ha AaHHY BO3-
PaCTHYIO KaTeroputo 3putenen.

C noseneHMem [ETCKMX KAHaNOB POCCUINCKOe TeneBuaeHue
BK/IIOYMIOCb B MPOM3BOACTBO aHMMALMOHHOW npoaykuuu. B 2011
rogy no 3akasy KaHana «Poccua-1» ans nepegaum « CoKOMHOW HOUM
MaJIbILLIM» HAaYa/cA BbIMYCK aHUMaLMOHHOIO cepurana «bapboCKUHbI».

MUHUCTP KynbTypbl B. MeauHckuiA, genas goknag B 2014 r. Ha oa-
HOM M3 3acefaHunin MpaBUTENbCTBA, KaoBas/ICA Ha TO, YTO Ha POCCUIA-
CKOM TenesnaeHun cywectayeT 10 MHOCTPAHHbIX MY/IbTKAHaN0B U elle
5 noganv 3asBKKM Ha 3amnyck, TOr4a Kak POCCUMCKUI KaHaN BCErO TONbKO
oanH — «Kapycenb». Mpn 3TOM KOHTEHT KaHana GopMUPYETCA Kak oTe-
YyecTBEHHOM, TaK U 3apybekHOW npoayKumen. HegonyctumocTb Nogo6-
HOW cUTyauumn nossonmaa B. MeanHCKOMY BbICTYNUTb C NPeA/IOKEHNEM
0 co3AaHuKM Ha bas3e KaHana «Kapycenb» AETCKOro TefnekaHana, KoTo-
pbI AO/IXKeH 6bl1 Obl NMOKa3bIBaTb TO/IbKO OTEYECTBEHHYIO aHMMALMIO.
B pe3ynbTaTe BO MHOrom 6narofapsa rocyfapCTBEHHOMY COAENCTBUIO U
NpoBOAMMOM NONUTUKe B 06/1aCTM AETCKOro TesieBelwaHus B utone 2014
r. nonABuMACA KabenbHbil KaHan « MynbT», Bxoaawmin B «Llndbposoe Tene-
BuaeHue» BITPK. Hapagy ¢ poccuMMCKOM aHMMAUMOHHOW NPoayKUuen,
WCKNIOYMTENbHO CEPUAIbHON, Ha KaHaNe TPaHC/IMPYETCA apXMBHaA aHU-
Mauma «Cotozmynstdunbmar u «foctenepagnodoHaa.
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MosBneHMe AETCKOrO aHMMALMOHHOIO KaHana CTaso BaXKHbIM CTU-
MY/IOM B Pa3BUTUMN OTEYECTBEHHOM aHMMALMOHHOMN MHAYCTPUM, TaK KaK,
NMOMMMO TPAHCAALMUU MyAbTOUNBMOB, KaHan CTaNl OAHUM U3 HEMHOTUX
POCCUIACKMX KaHaNO0B, BKAHOUMBLUMINCA B MPOU3BOACTBO aHUMALMOHHOM
NPOoAYKLUMM 414 3aN0NHEHUA CETKM Bel,aHMs. COBMECTHO C aHUMALLMOH-
HoM cTyamein «MapoBo3», BO3HMKLWEN TakKe B 2014 1., KaHan «MynbT»
HenocpeaCcTBEHHO y4acTBYET B MPOM3BOACTBE aHUMALMOHHOIO KOHTEH-
Ta. Kpome TOro, KaHan «MynbT» pewwna paclmMpuTb CBOe BellaHue U
nonpoboBaTb MCMOMb30BaTb MHOW KaHa/a TPaHCAALMM, CO34aBaeMoM
MpY ero y4acTMm aHMMALMOHHOM NPOAYKLMUK. B MCTOpMM poccuitcKol
aHMMauuMm npousowen becnpeueaeHTHbIN Wwar: meana-xonaunur BITPK
n TenekaHan «MynbT» 3anyctuam akumio «MyabT B KMHO», B paMKax
KOTOPOW B POCCUMCKMX KMHOTEATPax Ha4yaIM NMoKa3blBaTbCA HOBbIE 3MK-
30£bl CAMbIX NMONYAAPHbIX OTEYECTBEHHbIX MY/IbTCEPUANOB, YCTPANBATb
npembepbl OTEYECTBEHHON AETCKOW aHMMaLmMK. PuabMbl cObMpPannch
B CMeLManbHbIV albMaHaXx NPOLOIKUTENbHOCTbIO B 45 MUHYT, KOTOPbIN
AEeMOHCTPUPYETCA NPEUMYLLLECTBEHHO MO BbIXOAHbIM C PEryAAPHOCTLHO
ABaXKAbl B MECAL, U B AHW LUKONIbHbIX KAHMKYA M NPa3AHUKOB. ITOT Npo-
€KT OKa3a/cA BecbMa YCMelHbIM, TaK Kak Bce npembepbl GMAbMOB
yCTpanBaAMCb CHaYaa Ha 6ONbLLIOM 3KpaHe, a MOTOM OHM BKJ/IOYAIUCh
B CETKY BeLaHUA KaHana. KWHOXKYpPHa, XOTA U ABNAETCA YCNeLIHOM aK-
LMeNn, HO BCE XKe Hesb3A He OTMETUTb ero KOMMEPYECKYHO COCTABASAIO-
wyto. Mo cyTH, OH BbINOAHAET pekaaMHble GYHKLMM MO OTHOLWEHUIO K
CaMOMY KaHasy, KOTOPbIV ABAAETCA NAATHbIM.

C ppyrol CTOPOHbI, CTPYKTYpa KypHaNa NO3BOMIAET NPUB/IEKATb
3puTeneil K HepacKpyYyeHHbIM, HemnoNb3yWMMCA MOMNYyAAPHOCTbIO
MPOEKTaM 3a CYET TOro, YTO B MPOrpaMme NPUCYTCTBYHOT CIOXKETbI ce-
puanoB-xmToB. B pesynbtaTe nonynapHble cepuun, NpuBaeKan 3pute-
Nleit B 3a/1bl, NOMOTatOT OKYMWUTb 3aTPaTbl HA NPOM3BOACTBO MEHEE Mo-
NYNSPHbIX NPOEKTOB.

ITOT NPOEKT nmeeT 6oNbLIOE 3HAYEHME HE TONIbKO A/1A Pa3BUTUA
OTEYECTBEHHON AaHMMALMOHHOM WMHAYCTPUM, TaK Kak cnocobcTeyeTt
BO3BPALLLEHNIO KOPOTKOMETPAXKHOM aHMMaLMKN B KMHO3a/1bl, HO W Bbl-
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NOJHAET BaXKHYIO KyNbTypHY0 OyHKUMIO. ManeHbKMe 3puTenn cranm
NPUXOAUTb B KUHOTEATPbl, BO30OHOBUANCH AETCKME KMHOMOKA3bI, Ha-
Yyasa BO3POXKAATbCA KONNEKTUBHAA Ky1bTypa CMOTPEHUA aHUMMaLLUK
Ha 60nblIOM 3KpaHe. A KaK U3BECTHO, COBPEMEHHOe MPOoM3BOACTBO
aHMMaLMM BO MHOIOM OrnpefenAaetca KaHaJiom TpaHcaAaumun. bonb-
LWOW 3KpaH TpebyeT NOBbIWEHMA KayecTBAa CHUMAEMOWN MPOAYKLMM,
MO3TOMY BbIXOZ, OTEYECTBEHHOM aHMMALMM Ha KMHO3KPaHbl Hanps-
MYIO MOB/MAN KaK HA TEXHUYECKMI, TaK M Ha XYAOXKECTBEHHbIA ypo-
BEHb CHUMAEMDbIX JIEHT.

MpoeKT «MynbT B KWHO», OTKPbIBAIOLLMIA HOBblE BO3MOXHOCTH,
nonyunn ogobpeHne co CTOPOHbI rocyAapcTBa B MOMEHT ero cTapTa.
Mo MHeHMIO ObiBLIEro AMPeKTOpa AenapTameHTa KMHemaTorpadum
MwuHucTepcTBa KynbTypbl PO B. TenbHOBa, AaBLIETO BbICOKYH OLEHKY
NpoeKTy, oH byaeT cnocobcTBOBaTL NPOTUBOAENCTBUIO 3aCMIbA POC-
CUMCKUX 3KPAHOB FrO/IIMBYACKOM aHMMaLNEN.

OpHako, B cuay TOro, YTO BO3PACTHaA Kateropma KaHana «Mynbt»
— 370 3puTenu ot 1,5 oo 6 net, KaHan CTaHOBUTCA NOLWAAKOM TONbKO
ONA AeTCKoM aHumaumun. Mo cytu, KaHan «MynbT» ABNSETCA HEKOW afb-
TepHaTMBOM KaHany «2x2». Ho Ha KaHane «2x2» npeAcTaB/sieHa B OCHOB-
HOM 3apybexHaa cepuanbHas aHMMaLMA, OTeYeCTBEHHAA aHMMALMA,
npeAHa3HaYeHHasa He O1A MasJeHbKUX 3puTeseld, CHOBa OKa3blBaeTcA
BHE CUCTEMbI LLEHTPA/NIM30BAHHOIO MOKa3a. 3T0 GOPMUPYET UCKAXKEH-
HOEe NMpeAcTaB/IeHNE O XapaKTepe COBPEMEHHOM OTeYeCTBEHHOW aHMMa-
LWK, NPes3eHTys ee Kak 061acTb cyrybo AeTCKOW 3KpaHHOW NpoayKL UK.

Bnarogapsa KMHOXYypHany «MynbT B KUHO» Ha BonbluMe 3KpaHbI
TaK)Ke NonajaeTt TONbKO AEeTCKaA aHMMaLMA, TOraa Kak dunbmbl gnsa
WHbIX BO3PACTHbIX KAaTErOPWUA WAM NEHTbI, TPAHCAALMA KOTOPbIX He
NAaHUPYeTCA Ha KaHane «MynbT», No-nNpexKHeMy NPakTUYeCKn Hepo-
CTYMHbl OTEYECTBEHHOMY 3pUTENIO, 338 UCK/IHOYEHMEM CMELNOKa30B U
KMHOdecTmBane.

Henb3a He oTmeTUTb, YTO NpeAnpUHMMaemble roCygapCcTBOM
Mepbl MO CTUMY/IMPOBAHUIO PA3BUTUA OTEYECTBEHHOIO AETCKOroO Te-
NeBeLlaHnA 4anun CBOM NOMOXKMUTe/bHble pe3ynbraTbl. Hapaay ¢ KaHa-
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namu «Kapycenb» n «MynbT», NOABUANCL APYrMe AETCKME KaHa/bl,
Takue Kak «[eTcknin mmp», «Pagoctb moa», «eTcKuny, «PbiXXUNY,
«Coto3aMynbTounbm», «Epanalu», a Tak:ke KaHan gnas ceMenHoro npo-
cmoTtpa «Disney» n «Tijin. PaccmaTpmBana CETKY BeLLaHUA 3TUX KaHa-
/I0B, MOXHO OTMETUTb AOMUHMPOBAHME aHUMALMOHHOW NPOAYKLMMU
Mo OTHOLUEHMIO K OCTa/IbHbIM NMPOrpaMmmam, Npu 3TOM KaHanbl Aena-
0T CTaBKY Ha My/bTCepUasbl B KaYeCTBe OCHOBHOMO KOHTeHTa [14, c.
225, c. 229, c. 231]. B 2014 r. Ha KaHane «Kapycenb» B byaHue AHU
06bem aHMMAUMOHHON Npoaykumn coctasnan 71% ot obuwero Bpe-
MEHM BeLLaHKA, U3 HUX 66% 3aHnMmann mynsrcepum/cepuansl n 5% —
KOPOTKOMETPaAXKHaA M MONHOMETPaXKHaa aHumaums [14, c. 227]. B BblI-
XO4Hble AHW A0 aHUMALMOHHOW NPOAYKL MM Ha KaHane «Kapycenb»
6bl1a HECKOIBKO HUMKeE U cocTaBnAna 52%, Npu 3TOM 3HaYUTENbHO CO-
Kpallanca NpoLeHT mynbTcepranos Ao 25%, Toraa Kak [onsa nNosHo-
MEeTPaXKHOM 1 KOPOTKOMETPAKHOW aHMMaL MK Bo3pacTana fo 27%.

AHanornyHas cutyauma 6olna Ha KaHane «[etckuit». B BygHue
OHW [0NA aHUMaLMOHHOW NpoAyKumu oT obuiero BelwaHUs cocTaB-
nana 82%, npu aTom 73% 3aHMMaAM aHMMaLMNOHHble cepuanbl U 9%
— 0CTa/ibHaA aHMMaUMA. B BbIxoAHble AHM OBLLMIA NPOLEHT aHUMa-
LM TONIbKO BO3PAcTa/l, MPU COXPaHEHUN AO0AN CepuanbHOM NPOAayK-
LMK OH yBennumsanca oo 15%. C yieTom L0M KOPOTKOMETPAXKHON U
NOJIHOMETPAXKHOM aHMMALMK, 0O 06BEM aHMMALMOHHOTO Tene-
BellaHMA Ha KaHane coctasnan 88%. Ha kaHane «Disney» cuTyauma
6bl1a HECKONBKO MHOW. B ByaHWe AHM [0 aHUMALMOHHOW NPOoAyK-
umm coctasnana scero 41%, npu 3Tom oHa 6blna NpeacTaBAeHa UC-
KNHOUUTENBHO aHUMALMOHHbIMK cepmranamun. B BbixogHble aHM 06-
WM NPOLEHT aHMMaLMKN YBEMUYUBANCA U AOX0ANA A0 65%, Npu 3TOM
NpPOUCX0AMN0 yBeNNYeHME NPOLEHTHOrO0 COOTHOLWEHUA aHUMALMOH-
HbIX cepranos A0 57%, a TakKe NOABNANUCH B CETKe BELLAHUA NONHO-
MeTpaXKHble M KOPOTKOMETPaKHble Gpuabmbl. Ha nx gonto yxoamno B
cpeaHem OKono 8% OT 06LLEr0 3KPAHHOTO BPEMEHM.

B Havane 2018 roga KOAMYECTBO BPeMeHM, OTBOAMMOrO aHUMa-
UMK Ha KaHanax «Kapycenby», «[JeTCKunit», TONbKO BO3poc/io. Ha KaHane
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«Kapycenb» B byaHue gHM 06beM MyNbTNPOAYKUMKN cocTaBnan 77% ot
06LLero BpemeHm BelaHna, U3 HUX 74% 3aHnmatoT mynbtcepumn/cepu-
anbl M 3% — KOPOTKOMETPAXKHAA M NONHOMETPAXKHAA aHUMaLMA.

MNpuBeaeHHbIEe JaHHble AEMOHCTPUPYHOT, YTO aHMMALMA Ha CO-
BPEMEHHOM POCCMICKOM TesfieaKpaHe NpeacTaB/ieHa rMaBHbIM 06-
pa3om NpoayKumnen, npegHasHauYeHHOW ana aeTckoro 3putens. Mpu-
yem B 60/IbLUIMHCTBE CBOEM OHA OPUEHTMPOBAHA Ha aeTel Ao 12 ner,
NPEeMMYLLLECTBEHHO AOLKONbHMKOB, NPOBOAAWMX Y 3KpaHa bonblue
BPEMEHMU, YEM AETU CpefHEN LWKO/bl, KOTOPbIE CAMU yXKe MoryT pop-
MWPOBaTb MPOrpammy CBOEro CMOTPEHMUS, UCMOAb3yA ANA 3TOr0 He
CTOJIbKO TeJIeKaHabl, KOTOPbIE, K COXa/IeHMIO, MOKa He MOryT npea-
CTaBUTb MM anbTepHaTMBbI AN Bblbopa, a MHTepHeT. B pesynbtaTe
NPOUCXOAMUT He TONIbKO NOTepPA NOAPOCTKOBOM WM HOHOLIECKOW ayan-
TOPUU TENIECMOTPEHMUA, HO U NEPEKIIOYEHNE 3PUTENA C OTEYECTBEH-
HOM NPOAYKLMW HA MPOAYKLMIO MHOCTPAHHOIO NPOM3BOACTBA, TAK KaK
ONA [LaHHOM BO3PaCcTHOM KaTeropum oteyectBeHHas MHAYCTPUA NOKa
MaJio YTO MOXKET NPeaNoXunTb. ECn BbINYCK MONHOMETPAXKHbIX NEHT
OTeYyecTBEHHbIE aHMMATOPbI MbITAOTCA OCBOUTb, TO aHUMALMOHHbIX
cepuanos AnA NOAPOCTKOBO-IOHOLLECKOTO 3pUTeNa NoKa He CO34aHO.
XOTA NOMbITKM OCBOUTL 3TO NPOCTPAHCTBO NpeanpuHumatotca. Ctygma
«MapoBo3» Hayana BbiNyck cepuun «lfepon dHBENNA», NpeaHa3HaueH-
Hyt0 415 NPeAnoApoCcTKoBol ayamuTopun (8-13 ner).

CoBpemeHHOe JeTCKoe TefieBUAeHNE NPUHUMAET aKTUBHOE yya-
CTUe B TOM, YTOObl aHMMaLMA Oblla HEOTbEMNEMOM YacTbio COBpe-
MEHHOI0 POCCUMCKOro AEeTCTBA, NMPW 3TOM €l OTBOAMTCA He TONbKO
[0CyroBoe, HO MU obpa3oBaTenbHOe BpemA. ITO CBA3aHO C TEM, YTO
Hapady C pas3BaekaTe/bHbIMU GUabMamMM B 061aCTU CEPUNHOM aHK-
MaLMu CTanu NosBAATbCA 06pa3oBaTesibHble, Pa3BUBAIOLLME WU MO-
3HaBaTe/IbHble AaHMMALMOHHbIE MPOEKTbl, TakKMe Kak «CmeluapuKu:
NMUH-KoA», KPUKCUKMY, «YPOKKU TETYLIKM COBbI», «JOKTOp MaluMHKO-
Ba» U ap.

MepenomHbIM rogom A8 aHMMAUMOHHOM MHAYCTpUK cTan 2005-
M, KOrga HAMeTU0Cb YBEIMYEHME BbIMYCKaeMOM Ha 3KpaHbl NPOAYK-
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uMun. [1IBymAa rogaMm paHee Ha 3KpaHbl Bbiles NepBbli POCCUACKUIA
NOSIHOMETPAXKHbIN Punbm «Kapamk Hoc», cHATLIM Ha cTygumn «Menb-
HuUa» npu noaaepxKke kKomnaHum C. CenbsiHoBa «CTB». 3TOT duibm
6b171 NPO6HOM NaCTOYKOM, ero ycnex 6bia 3akpenneH uabmom «Ane-
wa Monosuy 1 TyrapuH 3mei», CTaBLWUMM MepPBbIM B LiUKAE NOJHOME-
TPaXKHbIX KAPTUH Npo boraTbipel.

OpueHTaLmMA Ha NOJIHOMETPAXKHble MPOEKTbl 03HAMEHOBAA BO3-
pOXAEeHUE POCCUIACKOM aHUMALMOHHOM MHAYCTPUN. DUAbMbI JAHHOTO
dbopmaTta BEpHYIN OTEYECTBEHHYIO aHMMALMIO B LUMPOKUIN KMHOTea-
TpasbHbIM NpoKaT. OCHOBHOM YNOp NPW BbIMYCKE AAHHbIX IEHT AeNanca
Ha L.eTCKOro 3putens, Xota GpuabmMbl cTyanmn « MenbHuLa» uMmetoT 6onee
LUIMPOKYIO BO3PACTHYIO ayAWUTOPMUIO U MOTYT PacCMaTpMBaTbCA Kak ce-
MelHoe KuHo. MNepexos Ha HoBbIM GopmaT cnocobCcTBOBAN paclumnpe-
HWUIO NPOKATHbIX BO3MOXHOCTEN, PUIbMbI MOXKHO ObIJI0 4EMOHCTPUPO-
BaTb He TO/MIbKO B YTPEHHME U AHEBHbIE Yacbl, HO U B BEYEPHEE BPEMS.
3TO NOBbICMO KaccoBble cOOpbl. B pe3ynbtaTe NpofyMaHHOM NOAUTK-
KW W KayecTBEHHOW aHMmaumu dpaHwmsa «boraTblpn» cTana cambim
ycnewHbIM KUHOMPOEKTOM POCCUIACKON aHMMauuK. K coxkaneHuto, aToT
ycnex — BHYTPMHALMOHA/bHBIN U O BbIXOAE HA MEXAYHAPOLHbIW pPbl-
HOK MOMHOMETPAXKHOM aHMMAaLMK NOKa roBOPUTL He npuxoantca. Ho
TO, YTO He yAanochb cTyamMn «MenbHULa», NbITaeTCA OCYLLECTBUTL KOM-
naHua «Wizart Animation» ¢ npoektamu « CHEXXHOI KOpPOSEBbI».

OTeyecTBEHHbIE aHMMATOPbI TaK U HE HAay4YMUIUCb CO34aBaTb KOM-
MepYecKM ycnellHbl NPOoAyKT, CNOCOBHOM OTBeYaTb 3anpocam noa-
POCTKOBOW W IOHOLLECKOW ayauTOpuuK. Bbinyck npoaykumu ana aton
KaTeropuu sputenein cumtaetca Hambonee cnoxHbiM. B nocnegHue
rogbl NpeanpPUHMUMAIUCh NOMbITKM CO34aHMA NOAO6HbIX NeHT («KHA3b
Bnagumump», «Ky! KuH-p3a-a3a», «fodmaHuaHa»), HO UX KpaliHe
Masio, U OHU TepAoTCA B 06LWem NOToKe GpUIbMOB.

Bbixof, M3 3TOTO KPWU3UCHOTO COCTOAHWMA M HAYaNo ABUMKEHMA B
CTOPOHY MONOKUTENbHOW AUHAMMKKM Obln CBA3AH C NPUHATMEM pPAAa
Nporpamm, HampasieHHbIX Ha MOAAEPKKY oTpacan. Hayano stomy
NONIOXKMNA BCTPEYa MITPOB OTEYECTBEHHOW aHMMATOPOB C Npembep-
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MuHuctpom B.B. MyTuHbIM, npoweawas 28 nioHa 2011 r. OHa cTana
BO3MOXHa MOC/e ABYX OTKPbITbIX MMCEM, HAaMpPaB/eHHbIX B agpec MNpe-
3ngeHTa PO 1.A. Meagenesa u npembep-muHnctpa B.B. MNMyTtuHa. oro-
BOPEHHOCTK, NPUHATbIE Ha BCTpeYe, A3/ MMNY/IbC Pa3BUTUIO OTPAC/IN.
B ee npeapgsepun 14 nioHa 2011 r. Ha 3acegaHum npesunanyma Mpasu-
Tenbctsa PP B.B. MyTUH 3aaBMA 0 HamepeHUM pa3obpaTbca B Npobne-
MaX POCCUMCKOr0 aHMMALMOHHOIO KMHO M PacCMOTPETb BOMPOCH! NO
ero noagep:Kke. B xone BcTpeun peleHo 6b110 yBeNUYUTb GUHAHCK-
poBaHMe aHMMaLMK. K 3an1aHnpoBaHHbIM 257 MAH. pybaieit BblAENUTb
aononHutenbHo 500 maH. pybnei, a B cneaytowem, 2012 r. duHaHcK-
poBaHWe AO/KHO Obl1o yBennumTbes Ao 1,5 mapa pybnei. Mpuuem
B.B. MyTnH BO Bpemsa BCTpeYM NOJYEPKHY/, YTO 3TN CPEACTBA JO/KHbI
NOMTM Ha GUHAHCMPOBAHUA LETCKOrO aHUMALLMOHHOIO KUHO [4].

B pesynbrate amanora MpasuTenbcTBa C NPeAcTaBUTENAMMU aHU-
Maunmn 6bina paspaboTaHa KOMMJIEKCHAA Mporpamma pas3BuTMA OT-
€4YeCTBEHHOM aHMMaLMK W CoAencTBMA N066MpPOBaHUIO rocyaap-
CTBEHHOTrO PUHAHCMpPOBaHMA oTpac/au. focysapcTBEHHAA NoALepIKKa
aHMMALMM OCYLLECTB/AETCA B HECKONIbKMX HamnpasaeHuUAX: pa3pabort-
Ka 3aKOHOB 1 defepasibHbIX aKTOB, PErYINPYIOLLMX NPABOOTHOLIEHUSA
B ayanoBu3yanbHoOM coepe; PrHaHCOBasA NoafepKKa aHMMaLMOHHO-
ro NPoOu3BOACTBA, KNHOMPOKAaTa M KMHOMOKA3a, a TakKe KMHodecTu-
Ba/jiell; rocyfapcTBeHHas NoAJepKa COBMECTHOro Mpou3BOACTBA.
Bce aHMMaUMOHHbIE CTyauu B Poccumn noiyuymnm BO3MOXKHOCTb rocy-
OAPCTBEHHOrO GMHAHCMPOBAHMA 3a CYeT NpsMbIX cybcugmii n bec-
NPOLEHTHbIX 3alMMmoB 13 «PoHaa KMHO». MNoaasnstoliee 60MbLINH-
CTBO @aHMMALMOHHbIX KOPOTKOMETPAXKHbIX GUABMOB CHUMAETCA Npu
nogaep>kke MuHuUcTepcTBa KynbTypbl PO. Takyto e NoafeprKKy, HO
B MIHOM 0bbeme, NONYYatoT U CTYAMMU, NPOU3BOAALLME NONHOMETPAXK-
HYIO M CepuanbHyo aHMmauuto. B nepuog ¢ 2013 no 2016 r. rocnoa-
AepKKa bblia OKazaHa NpounssoacTBy 260 aHMMAUMOHHbIX MPOEKTOB.
CornacHO 3KCMepTHbIM OLLEHKam 3a nocnegHue nATb NeT pa3BuTue
QHWMALMOHHON UHAYCTPUN AEMOHCTPUPYET CTabUbHbIN POCT, KOTO-
pbIli eXKerofHo cocTaBaseT nopagka 12% [15].

THE ART AND SCIENCE OF TELEVISION 139



MpopbiBOM A1 COBPEMEHHOM POCCUINCKON aHUMaLMK CTan pery-
NAPHBIV BbIMYCK CEpUanbHOM NPOAYKLUUM B KOMMEPYECKMX MacLuTa-
6ax, TPaANLMOHHO OPMEHTUPOBAHHOM Ha AeTcKoro 3puTend. Cambimu
NONynApPHbIMU OTEeYeCTBEHHbIMU cCepuanamm, CyMeBLUMMK 3aBOEBATb
Ntob0Bb Kak Ha PoauHe, Tak 1 3a pybexom, NOKOPUTb TeNeBU3NOH-
Hble U MHTepHeT-KaHanbl, cTann « Mawa n measegb», «CMeLllapuKkmny,
«Mun-Mun-mnwkm» n «PuKcMKkn». IMeHHO 3T1 NPOeKTbl, Hapaay C Ta-
KMMW NpoeKTamMu Kak «[epeBalwKkny», «JleTatowme 3sepun», «bymax-
Kn», «Tuma n Toma», «Cka3ouHbIn NaTpyab», «J/leo n Tur», dopmmpy-
10T 06pa3 poccMicKoM aHMMmauumn BToporo aecAtunetna XXI Beka Ha
MEXAYHAPOAHOM MeANAPbLIHKE U Y OTeYECTBEHHOTO 3puUTeNA.

3a nocneaHve roabl pa3BUTME aHUMALMOHHOM OTPAC/IM NOKa3blBa-
€T CTabunbHyto AMHamuKy. C 2011 r. oTmeyvaeTca yBenmyeHne obbema
CHATOM NPOAYKUMK C 3 TbicAY MUHYT A0 4 Tbicay 200 MUHYT B roA, BbIpOC-
10 KonmyecTso ctyanin ¢ 30 o 50. MNpounsoLlen KayecTBEHHbIN CKaYoK B
3KCMopTe OTeYECTBEHHOM aHMMauuKn. Ecam B 2011 r. oHa NpPaKTUYECKM
He aKcnopTuposanach, To B 2016-m ee akcnopT npesbicun 2,4 munnmap-
na pybneii. Kpome Toro, B nocneanue rogbl (2014-2018) Ha MIPJunior,
PbIHKE-CMYTHUKE TNaBHOIO M KPYMHEMLero MeXayHapo4HOro pbiHKa
TeNEeBU3MOHHOIO U UMPPOBOro pasBaeKkaTeNbHOro KoHteHTa MIPCOM,
perynAapHoO NpeacTaBaAeTcA POCCUMCKAA aHMMALMOHHAA NpoayKuma.
Mo cnosam A. MoaecToBOW, reHepanbHOro ANPEKTOPA KOMNAHUN «DKC-
MOKOHTEHT» (odurumManbHOro npeacrasuTens B Poccum, YkpanHe u CHI
komnaHum REED MIDEM — opraHu3satopa KaHHCKMX MeXAyHapOAHbIX
PbIHKOB ayAmMoBM3yanbHoro KoHTeHta MIPCOM, MIPJunior, MIPTV,
MIPFormats, MIPDoc v ap.), cam $GaKT BKAKOUYEHUA POCCUMIACKON aHUMa-
UMOHHOM NpOoAyKUMX B NMPOrpammy nokasos pbiHKa MIPJunior umeet
O1A HaWwel NHAYCTPUM PEBONOLMOHHOE 3HaYeHme [16].

BKkntovas B mporpammy NoKasoB POCCUIACKUIA KOHTEHT, ANPEKTOP
pbiHKa MIPJunior /1. CMWT, OTMETMAA, YTO AN1A HUX OblIO BaXKHO He
TO/IbKO BbICOKas CTeNeHb OPUIMHANIbHOCTM NPeACcTaBAAEMOM NPOAYK-
LUK, HO U TO, YTO OHa NPOM3BEAEHA B CTPaHE, OTKPbIBAIOLLEN HOBble
BO3MOHOCTU B cdhepe AeTCKOro aHMMaLMOHHOTO KOHTEHTA.
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Mo MHEHMI0O POCCUMCKUX 3KCNEpPTOB MHAYCTPUWM pPa3B/ievEeHUM,
MMEHHO aHMMaLMA ABNAETCA CEeroAHA CamMblM NpOAaBaemMbim OT-
eyecTBeHHbIM Meananpoayktom. CornacHO MHeEHWIO npeacenartena
npaBneHuns kKnHoctygum «Cotosmynstduaom» K. Cnawesol, oTeve-
CTBEHHaA aHMMaLMA aKTMBHO 3aBOEBbIBAET He TOJbKO MeXAyHa-
poAHble PbIHKK, HO U Ha BHYTPEHHEM PbIHKe 33 nocieaHue cemb net
CMPOC Ha OTeYeCcTBEHHYIO NPOAYKLMIO BbIpoc Honee yem B Tpu pasa u
3TOT pocT npogosikaetca [17]. ITn AaHHble NO3BONAOT HONbLUMHCTBY
AHA/IMTUKOB KOHCTAaTMPOBATb, YTO KPU3UC, B KOTOPOM aHMMALMOHHAA
nHayctpua npeboisana B 1990-e n B Havane 2000-x rr., NpeoaoseH,
Hame4yeHa TeHAEeHUMA yBepeHHOoro pocta. OfHaKo oA coXpaHeHus
LOCTUTHYTbIX YCNEXOB U YBE/IMYEHUA NPOU3BOACTBA HEOOXOAMMO A0-
nofHuTenbHoe GUHAHCUMPOBAHWE OTPACIN U BHECEHME U3MEHEHUI B
3aKoHoAaTenbHyo 6a3y. OTpac/ib NO-NpPeXKHEMY UCMbITbIBAET MHOFO
npobnem. Cpean HUX — HEXBATKA TE/IEBU3NOHHbLIX NAOLWALO0K, HU3-
Kan 3aMHTepeCcoBaHHOCTb KaHa/10B B OTeYeCTBEHHOM aHUMALNOHHOM
KOHTEHTE, YTO BblpakaeTcsA B HU3KOW 3aKyMOYHOM CTOMMOCTM, KOTO-
pas He MOKEeT MOKPbITb 3aTPaTbl HA NPOM3BOACTBO, a TaKKe abcontoT-
HafA 3aBMCUMMOCTb OTPACAM OT MMMOPTHOFO NPOrpamMmmMmHoro obecneve-
HWA, HeXBaTKa CMeLMaNMCcTOB BTOPOro 3BeHa, Npobiema cLueHapHoro
nopTdens, »KaHpoBaa orpaHNYeHHOCTb. pobaembl ocTatoTcA U B 06-
nactn GMHaHCUPOoBaHUA. U He BCe M3 UIPOKOB PbIHKA CTO/Ib ONTUMMU-
CTUYHbI B Pa3BuUTUKN oTpacau, Kak t0. Chawesa. Mo mHeHuto A. lepa-
CMMOBa, raBbl OTKPbLITOro POCCUMCKOro dpecTnans aHMMaLMOHHOIO
KnHo B Cy3pane n gupekTopa KomnaHum «Mactep-duabm», «Henb3a
CKasaTb, YTO NocnefHNe HECKONBbKO IeT KapAUHANbHO U3MEHWUN CU-
TyauMto, HO Mbl 3aMeYaeM, YTO OHA CYLLLECTBEHHO MEHAETCA B JTYULLYIO
CTOPOHY... Mbl Habnogaem pa3BUTUE UHAYCTPUM, KOTOPOE 0COBEHHO
3aMeTHO B ABYX CErMEeHTax — MOJIHbIA MEeTP U aHMMALMOHHbIe ce-
puanbiy. [18] C C. fepacumoBbim cornacHa n A. JlyHbKOBa, UCMONHK-
TeNbHbI Npoatocep ctyamn «Cotoamynbtdunbm». NoguepKkmeas, 4To
rocyaapcTBeHHoe pUHaHCMPOBaHWE B NOCNEAHWE oAbl Bblaenserca
CTabWNbHO, OHA OTMEYAET, YTO ero No-npexHemMy He,0CTaTOYHO, OCO-
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6eHHO 3TO KacaeTcA Taknx obnacTein oTpacau, Kak AebHTHON U KOpoT-
KOMETPaKHOM aBTOPCKOM aHnMauum [18].

Henb3sa He OTMETUTb, YTO AOCTUMHYTbIE YCNEXN B OTPAC/M CBA3AHDI
C NOCTOAHHBIM BHUMAHWEM K Hel CO CTOPOHbI rocyaapcTea. Betpeuun
AHMMATOPOB C NPeACTaBUTENAMM BAACTU HA CaMbIX PA3HbIX YPOBHAX
npuobpeTatoT perynspHbii xapaktep. B mae 2017 r. rnaBa rocyaap-
ctBa B.B. MyTMH B oyepenHoOIt pas BCTPETUICA C NPeACcTaBUTENS MU
BEAYLWMX aHUMALMOHHbBIX CTyAWIA. Pe3ynbTaTom 3TO BCTpeuM cTana
noAAepKa MHULMATMBbI NO 0CNabAEHNIO HAIOroBOM Harpy3KM U Bbl-
JeneHune oTpacan AONOAHUTENbHOTO QUHAHCMPOBAHUA U3 pe3epBHO-
ro ¢oHaa npesmaeHTa. OQHAKO AarKe 3Ta CYMMA He CMOXKET pelnTb
umeroLmeca npobnembl PUHaHCMPOBaHUA oTpacau. o cnoBam reHe-
pafibHOro NpoAtocepa rpynnbl KOMnaHui «Pukmn» U. Monosa, 8 2017
r. obuwmii 06bemM noaaepKKM aHMMaUumn coctaBma nopsaka 800 mun-
NINOHOB pybnen, yTo ABNAETCA O4HON YETBEPTbHO 3aTPaT Ha MPOU3BOA-
ctBo B CLLUA mynbtdmnbma «lLpek»» [19]. Ho malickas BcTpeya gana
UMMYNbC NPUHATUIO AaNbHENLWWX Mep, HanpaB/eHHbIX HA MOAAEPKKY
AHUMALMOHHOM MHAYCTPUM U aHUMALMU KaK OL4HOTO U3 COLMANbHbIX
N KYNbTYPHbIX MHCTUTYTOB.

CrabunbHOe pasBUTME aHMMALMM KaK OTPaC/IM UHAYCTPUM pas-
B/1€YEHWNA, OPUEHTUPOBAHHON He TO/IbKO Ha BHYTPEHHWUIN PbIHOK, HO
W Ha 3KCNOPT, AeNaeT ee NPUBAEKATENbHOW ANA SKOHOMUKK. Te pe-
3y/bTaTbl, KOTOPaAA OHA AEMOHCTPUPYET B MOCAEeAHUE roAbl, CTaau
BO3MOHbI B MEPBYIO o4epesb 3a CHET CermeHTa AeTCKOW NPOAYKLMU.
Mpun3HaBasa yCnewHoOCTb OTeYEeCTBEHHOM aHMMauuMKM, BULEe-NMpemMbep
P® Onbra lonogel, Bo Bpema MNeTepbyprckoro mexayHapoaHOoro 3Ko-
HOoMMYecKoro ¢opyma 3adaBuIa O TOM, YTO FOCYAAPCTBO OyaAeT NPUHMK-
MaTb JaNbHeNLINe YCUANA, Harnpas/ieHHble Ha ee noaaepskaHue [20].
Taknum 06pasom, B3ATbIN BEKTOP Ha Pa3BUTME COBPEMEHHOW POCCUIA-
CKOWM aHMMaLMM KaK 061aCcTN JEeTCKOTO KMHO TOJ/IbKO INLWb YKPEnuTCA.
Ho Bce ke ocTaeTcs Hagexaa, YTo 3TO pa3BUTME He NpUMeT ogHOob6o-
KW XapaKTep U MOXHO ByeT roBOpUTb O AOCTUKEHUAX U B APYrUX
06/1acTAX OTEYECTBEHHOM aHUMALUN.
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3AK/TIOMEHUE

Pa3BuTHE OTEYECTBEHHOW aHUMALMOHHOW MHAYCTPUM UMEET LiU-
KNMYECKUI xapaKTep. B Hem HabatogatoTca nepmuoapl CTarHaumm u ak-
TUBHOIO Pa3BUTUSA.

B nepuroabl cTarHaumm 4OMUHUPYIOLLMMUK CTAaHOBUTCA aHMMALLMA
aBTopcKan, dectMBanbHas. YacTo ata aHMMaUMA UMEET 3/UTAPHbIN
XapakTep, 3HAaKOMCTBO C HEl MPOUCXOAUT He B LUMPOKOM MPOKaTe, a,
KaK NpaBu/fo, B paMkax ¢ecTtmBanei, cneumasbHbiX CMOTPOB, Xy40-
YKECTBEHHbIX MEpPONPUATUIA. B 60NbLUMHCTBE CBOEM OHAa OPUEHTUPO-
BaHa Ha B3pOC/IOro 3putens. B nepuoabl cTarHauMm B pa3BuUTUM aHK-
MaLMNOHHOW UHAYCTPUM B CAMOM aHMMALMM NMPOUCXOAAT CePbe3Hble
npeobpasoBaHua B 061aCTM 0OHOBNEHWUS BbiPa3UTE/bHbIX CPEACTB,
NosABNEHUS U anpobMpPOBaHMA HOBbIX TEXHOJ/IOTUIA, aKTUBHOIO MNOMCKA
HOBbIX M PaCLUMPEHUS UMEIOLLMXCA KaHPOBO-TEMATUUYECKUX HaMpas-
neHui. Mepuoapl cTarHauum B PasBUTUM aHUMALNOHHON MHAYCTPUM
NPUXOAATCS HA BPEMS COLMOKYNbTYPHbIX NpeobpasoBaHnin B oblLue-
CTBE M 3KOHOMMYECKNX pedopm. B 3TOT nepmos NponcxoamT HEeYKIOH-
HOe COKpallleHMe aHMMaLMOHHOro NpoM3BoACcTBa, obopaymBatoLlee-
€A TEXHO/IOTMYECKMM OTCTaBaHMEM OT 00LLEMNPOBON aHMMALMOHHOM
NMHAYCTpUK. Ho npu aTom HabarogaeTcs cTuaesas BapuMaTUBHOCTb, NO-
ABEHNE UHHOBALMOHHbIX Gopm.

[Ons nepnoaoB aKTUBHOIO PasBUTUSA aHUMALMOHHOW UHAYCTPUK
NPUOPUTETHLIM CTAaHOBMTCA ObpalleHMe K aHMMauuu, OPUEHTUPO-
BAHHOM Ha MaccoBOro notTpebutena — AETCKOro 3putens. Bbinycka-
emMasi B 3TV Nepuoabl aHMMaLMA OPUEHTUPYETCA Ha TPAAULMNOHHbIE,
NHAYCTPUanbHble cnocobbl CO34aHUA SKPaHHbIX NPOU3BEAEHUN.

Meproabl aKTUBHOIO Pa3BUTUA aHUMALMOHHOM MHAYCTPUM COBMaA-
[Aal0T C nepuogamm cTabuibHOro 3KOHOMMUYECKOTO Pas3BUTUA U YCTOM-
YMBOW COLMANbHOW CUCTEMbI, BAaronpuUATHON MaKPO3KOHOMMUYECKOM
CUTYauUMn, NO3BOAIOLLEN OCYLLECTBAATb AOJATOCPOYHbIE NPOEKTbl. B
37O BpPEMSA A1A aHUMALMOHHOMN UHAYCTPUU CTAHOBUTCA XapaKTEPHbIM
3KCNAyaTauma onpegeneHHblX TeMaTUYeCKUX HanpaBaeHWi, Bblaens-
tOTCA NPUOPMUTETHbBIE XKaHPbl, BbipabaTbiBAOTCA U 3aKPENNATCA Xya0-
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YKeCTBeHHble npuembl. Bce 3To npnBoanTt K GOPMUPOBAHNIO CTUNEBOTO
€AMHCTBA, BOSHUKHOBEHMIO XYA0MKECTBEHHbIX CTaHZ4APTOB. K coxkane-
HUIO, UX GOPMUMPOBAHME MOXKET OMpPeaenATbCA He XYL0MKeCTBEHHO-
3CTETUYECKMMM 3aKOHaMM, a KOMMEPYECKOM LenecoobpasHoCTbio.
B 371 nepuogabl HabntogaeTca BbICTpaMBaHUE UHAYCTPUAZIbHON cUCTe-
Mbl MPOU3BOACTBA C TATOTEHUEM K YKPYMHEHWUIO CTYAUMHBIX NPOWU3-
BOACTB M MACCOBbIM MEPEXOLOM HA MX HOBblE METOAbI, NMPOUCXOAUT
BbIPabOTKa HOBbIX CUCTEM M MPUHLLMMNOB NPOKaTa, OCBOEHUE HOBbIX Ka-
HaNoB TPaHCAALMW. POCT aHMMAUMOHHOrO NPOM3BOACTBA NMPOUCXOAUT
KakAbl pa3 3a cyeT nepexofa Ha COBPeMeHHble, bonee sKoHOMMUYe-
CKM NPOAYKTMBHble TexHonornun. Tak B cepegmnHe 1930-x rr. aTo ocyLue-
CTBWM/IOCb 3@ CYET CO34aHMA KPYMHOro CrneLmMasM3MpoBaHHOIO LeHTpPa
C OpMeHTauMeln Ha KOHBEWEPHbI MeToZ NPOU3BOACTBA U Lennynoua-
HYt0 TexHonoruo. B cepegmHe 1960-X rr. MMNYAbCOM K Pa3BUTUIO aHU-
MaLMOHHOW MHAYCTPUM CTaN0 NOABNEHUE HOBbIX KAHANO0B TPAHCAALMM,
a UMEHHO: TeneBMaeHua. B pesynbtaTte nponcxoanT aeLeHTpaansauma
aHMMALMOHHOIO NPOM3BOACTBA, NOABNAIOTCA HOBbIE CTYANW, TAKME KaK
«TBOpUeckoe obbeanHeHMe JKpaH», «lepMb TeneueHTP», NpPU3BaH-
Hbl€ YBE/IMYUTb BbIMYCK SKPAHHON NPOAYKLNN.

B HOBOW POCCUIACKOM aHUMALLMM Pa3BUTME aHUMALMOHHOM UHAY-
CTPUM NPOUCXOAMUT 33 CHET BO3HUKHOBEHMSA M POCTA YMCNa HE3ABUCU-
MbIX CTyANIN, 06ecneumBatowmMx KOHKYPEHTHYIO Cpeay Ha PblHKE, U B
pa3BUTUM KOMMepYecKMx GOpM NPOU3BOACTBA M NPOKaTa, a TaK*Ke B
nepexoge Ha uMdpposblie cnocobbl co3gaHma GUAbMOB, CAeacTBUEM
4yero ABMIOCb COKpaLLeHNe U3EepKeK HAa NPOU3BOACTBO. ITa TEHAEH-
UMA CTana OTYET/INBO 3aMeTHA B OTEYECTBEHHOM aHUMALMOHHOM WH-
ayctpuum BToporo gecatunetna XX| Beka, Korga npov3oLWwsio CAmaHue
TeNeKaHaN 0B M MPOU3BOACTBEHHbIX LEHTPOB. B pesynbrate TpaHc-
dopmaumm metogos M GopmM aHMMALMOHHOIrO NPomM3BoACTBa obe-
CMeyYymBaeTCA POCT KOAMYECTBA 3KPAHHOM MNPOAYKLMU (KOAMYeCcTBO
CHMMaeMbIX 4acoB), MHTErpaumsa OTeYeCTBEHHOW WHAYCTPUaNbHOWM
aHMMaLMK B 06LLEMUPOBYIO aHUMALMOHHYO UHAYCTPUIO, 3aBOEBbI-
BalOTCA 3apyberkHble aHUMALMOHHbIE PbIHKM.
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B nepuoabl aKTUBHOIO Pa3BUTUA NPOUCXOAUT YBEAUYEHUNE BbIMy-
CKaeMol NpoayKuumn, NepeopmueHTaLma Ha MHble BO3PaCTHble KaTero-
pun. B 3TM nepuoabl aHMMaLMOHHAA UHAYCTPUA OPUEHTUPYETCA Ha
[OETCKOro 3puTensa Kak OCHOBHOro notpebuTtensa co3gaBaemoro KoH-
TeHTa. Mpuyem, No cpaBHEHUIO C Nepruoaamm akTMBHOIO PocTa B aHuU-
MaLMW COBETCKOM LUKOAbI, ANA COBPEMEHHOW POCCUMCKON aHMMaLUK
XapaKTePHbIM CTAHOBUTCA KOMOJIOXKEHUE» 3puTend. B aHumaumm Ha-
6104aeTca TeHAEHUMSA OpUEHTaLMN NPEUMYLLECTBEHHO Ha GUAbMbI
[OOLWKONbHOTO U M1aALLEro WKOIbHOro Bo3pacTa.
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«JTIMLUO C SKPAHA».
B YEM CEKPET MONYAAPHOCTU
TOK-LUOY «BAyab»?

AHHOTauMA. B cTatbe aHanM3MpyeTca OAHO M3 CaMbIX YCMELWHbIX TOK-WOoy
poccuiickoro cermeHTa YouTube nocnegHux agyx net — «slyab», 31-net-
Hero CropTUBHOTO KYPHAANCTA U BbIBLUETO MMaBHOTO peAakTopa UsgaHua
Sports.ru, a HbiHe 3aMecTUTeNA ero reHepanabHOro Anpektopa, Kopua dyas.
Y 3TOro TOK-LWOYy MHOTOMU/IIMOHHAA ayAUTOPUA, KOTOpas NPOAO/NKAET CTpe-
MuUTeNbHO pacTu. K cepeamHe ceHTabpa 2018 r. ero KaHan umen cneayoiine
nokasartenu: 6onee 3,7 MUAIMOHOB NOANUCYMKOB U bonee 360 MUNNOHOB
npocmMoTpoB. B nporpammax [yasa NpUHUMAIOT y4acTue U3BECTHble POCCUin-
CKVe NONMUTUKM, aKTepbl, My3blKaHTbl, BUSHECMEHDI, MPOAIOCEPDI, peXKMCCE-
pbl, «3Be3abl» Youtube, Instagram v gp. JocTaToyHO Ha3BaTb UMEHA TO/IbKO
HeKoTopbIX 13 HKMX: KceHns Cobuak, Bnagmumunp HupmuHosckuin, Anekcen Ha-
Ba/ibHbIN, Muxann Xogopkosckuii, AnekcaHap PoaHaHckuin, EBreHunin Ynu-
BapKuH, Oner TuHbKOB, Anekceil BeHeanKkTos, Bnagmumup MosHep, Cepreit
LLIHypoB., AnekcaHap Hes3opos, /leonug MapdeHos, CemeH Cnenakos u ap.
Takke [lyab ABNAETCA aBTOPOM HECKONIbKUX AOKYMEHTAbHbIX PUAbMOB, NO-
CBALLEHHbIX, I1aBHbIM 06pa3om, anoxe 1990-X IT. u ee repoiM — OT YYaCTHU-
KOB YEUYEHCKMX BOVH 10 co3faTesieil KyNbTOBbIX KUHOKApTUH. Kak oTmeyvatoT
MeAMasKcnepTbl, NepUos, « TMXUX AeBAHOCTbIX» MMeeT ocoboe HocTasbrmye-
CKOe 3HayeHue BO BCEM ero npoekTte. PaccmaTpuBatoTcAa BO3MOMXKHbIE NpU-
YMHbI HEObbIYAHOW MOMYNAPHOCTM 3TOro BMAEO6/10ra, YKas3blBAKOTCA €ro

THE ART AND SCIENCE OF TELEVISION 151



152

0C06EeHHOCTU, NPUBOAATCA MHEHWUA O HEM M3BECTHbIX }KypHanucTos (Onera
KawwuHa, Opua CanpbiknHa, Ceprea [JlopeHko). MpumeyaTtesbHO, YTO ponu-
Kun tOpua Oyas cobupatoT B pasbl 60/blie NPOCMOTPOB, YeM Y APYrUX OT-
e4yeCcTBeHHbIX BUAEe06/10repoB, MMeLMX Nopoi ropasao bonblue noanuc-
ynkoB. O6OCHOBbIBAETCSA, YTO yCnex Woy «BAyab» OTHIOAb HECYYaeH U YTO
OH OCHOBAH Ha YHWKa/IbHOM COYeTaHMM paaa GpakTopos.

Kniouesble cnosa: HOpwuit Jyab, HOBble meama, MHTepBblo, YouTube, 6n10-
repbl, Oner KawwuH, HOpuit CanpbikWH, BUAEO, TOK-LIOY, COLMA/IbHbIE CETH,
WNHTEPHET-KYPHaNCTUKA.

NIKOLAY NIKOLAYEVICH PODOSOKORSKY

Novgorod State University named after Yaroslav the Wise
Velikiy Novgorod, Russia
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“A FACE FROM THE SCREEN”.
WHEREIN LIES THE SECRET OF THE POPULARITY
OF THE TALK SHOW “vDud”?

Annotation. The article analyzes one of the most successful talk shows of
the Russian segment of YouTube of the last two years — “vDud,” hosted by
the 31-year-old sport journalist and previous editor-in-chief of the website
Sports.ru, and presently the assistant of its general director Yuri Dud. This talk
show has an audience of many millions of people which continues to grow.
Towards mid-September 2018 its channel had the following data: over 3,7
subscribers and over 360 million viewings. Numerous well-known Russian
politicians, actors, musicians, businessmen, producers, “stars” of YouTube
and Instagram, etc. participate in Dud’s programs. It suffices to mention the
names of only some of them: Ksenia Sobchak, Vladimir Zhirinovsky, Alexei
Navalny, Mikhail Khodorkovsky, Alexander Rodnyansky, Evgeny Chichvarkin,
Oleg Tinkov, Alexei Venediktov, Vladimir Posner, Sergei Shnurov, Alexander
Nevzorov, Leonid Parfyonov, Semyon Slepakov and others. Dud is also the
creator of several documentary films devoted primarily to the era of the
1990s and its heroes — from the participants of the Chechen wars to the
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creators of the quintessential motion picture. As media experts note, the
period of the “swashbuckling nineties” carries a special nostalgic meaning
in his entire project. Various reasons of the extraordinary popularity of this
video blog are examined, its peculiarities are indicated, opinions about it
of well-known journalists (Oleg Kashin, Yuri Saprykin, Sergei Dorenko) are
cited. It is noteworthy that Yuri Dud’s video gather exponentially more
viewings than other Russian video bloggers who frequently have much more
subscribers. It is substantiated that the success of the show “vDud” is hardly
an accidental occurrence and that it is based on a unique combination of
factors.

Keywords: Yuri Dud, new media, interviews, YouTube, bloggers, Oleg Kashin,
Yuri Saprykin, video, talk show, social networks, internet-journalism.

B cBoem nocnegHem MNpoOrHo3e pasBMTUA COLMAbHbIX Meaua
B 2018-2019 rr. meaunaskcnept Uropb YybeHKo M gpyrve aHanu-
TMKK areHTcTBa Hello Blogger otmeTnamn, 4yto Tonosble Instagram- u
YouTube-6n0orepbl yxe «npuobpenn craTyc cenebputn, MHorme Ka-
Ha/ibl M aKKayHTbl 0OPOCAM KOMAHAAMMW, CO34AMOLMMM KOHTEHT Ha
MOCTOAHHOM OCHOBe. PYKOBOAMTENU APYIUX KAHANOB AUCTPUOYLMM
KOHTeHTa, npexae scero TB n oHnanH-CMMU, npusHaam macwtabbl AB-
JIeHUS U ero BAMAHME NOYTU Ha BCe cdepbl X KU3HKU, OT NPOM3BOACTBA
M NPOAaXKM TOBApPOB A0 MOJUTUKM U coumanbHbiXx Hopm» [1]. Mo ux
AaHHbIM, B 2018 r. 3aTpaThl Ha peknamy B b6iorocdepe [OMKHbI CO-
cTaBUTb nopsaka 10 mapa pybneid. Bcero e Ha pblHOK bosiee-meHee
OLLLYTMMO BAMALOT OKOMO 12 TbICAY PYCCKOA3bIYHbIX 6/10repos.

CornacHo mnccneposaHuo KomnaHmm Cisco, K 2019 r. yxke 80%
MWPOBOro MHTEPHET-TPadMKa cocTaBuT BuAeo [2]. KoHKypeHuus cpe-
On B1Aeob10repoB YpesBblyaliHO BbICOKA, U BblAEINTLCA Ha 0bOLem
¢doHe HenpocTo. B nccnegosaHumn npodeccopa YHuMBepcuTeTa npwu-
KnagHblx Hayk OdoeHbypra Matmaca baptna, onybanmkoBaHHOM B
KoHue deBpans 2018 r. B Bloomberg, coobluaeTcs, 4To KaxAabli Tpe-
TUI COBPEMEHHbI BpUTAHCKMIA pebeHOoK B Bo3pacTe oT 6 go 17 net
xoueT paboTtatb YouTube-610repom. 370 Ync/io B TpW pasa Npesbllla-
€T KO/IMYEeCTBO AeTel, KOTOpble XOTAT CTaTb Bpayamu. Kak oTmevatoT
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3KCnepThbl, Ueab MONOAbIX NtoAe — cTaTb Cynep3sBe3famu 3a cyet
bbicTpon nonynsapHoctu B MHTepHeTe. Cxoxue TeHAeHUMn Habatoaa-
totcs n B CLLUA. OgHako no AaHHbIM uccnenoBaHua, 6onee 96% ame-
PUKaHCKUX Mosb3oBaTenen, xenaowmx ctatb YouTube-610repamuy,
He NoJly4YaT AoX04, CONOCTAaBUMBbIN C MPOXKMUTOYHLIM MUHUMYMOM [3].
AccucTteHT npodeccopa N0 KOMMyHMKaumAm B YHUBepcutete Cesep-
Hol KaposivHbl 9nnc MapBMK KOMMEHTUPYET 3TO cieayrowmm obpa-
3om: «Ecnum Bbl BegeTe cBoe TB-woy, Bbl byaeTe xopowo 3apabatsbl-
BaTb. Ho y Bac moryT 6biTb 500 ThicAY nognucunkos Ha YouTube, 1 Bbi
no-npexHemy byaete pabotatb B Starbucks» [3].

B Poccum cuTyaums 3ano3gano v ¢ NonpaBKoM Ha A3bIKOBOW Mac-
wTab KonupyeT npoucxoasauiee Ha 3anage. MNpoueHT Tex, KTo MOXKeT
noay4aTtb OT cBoero 610ra cTabuabHbIN f0X04, No3BoAAWMI 60/b-
e Hurae He paboTaTb, TaKKe COCTABAAET INLLb HECKObKO MPOLLEH-
TOB, HO HaCTOALUMX «3BE3A» CPeAM HUX, KOHEYHO, eaAnHMUbI. [arke
cenyac paborta BegyLMM aBTOPCKOM nporpammbl Ha degepanbHOM
TENEeBUAEHMMW, KAK MPaBMIO, rapaHTUpPYeT ropasfo 6onee BbICOKUE
[0X04bl U Y3HAaBAEeMOCTb, YeM BegeHMe NYHOro 61ora B MIHTepHeTe.
OpfHaKo B nociegHue rogbl, BBUAY POCTa NOMNYAAPHOCTU couceTel, OT-
OeNbHble CNeLmnanncTbl U KOMaH4bl NPOU3BOAUTENEN BUAEOKOHTEHTA
ONA TeneBuaeHna ctanm nepenpodranpoBaTbca 41a 3anycka Woy Ha
YouTube 1 aHanorMyHbIX cepBmcax.

B KayecTBe NpPUMEpOB TaKUX LIOY MOXKHO Ha3BaTb MNPOEKTbI
«BAyab» Opua Oyaa n «NapdeHoH» JleoHnaa MapdpeHosa. B obomx
CNyYasx, pasymeeTcs, caefyet roBOPUTb O BECbMa YC/I0BHOM Nnepexose
W3BECTHbIX XYPHA/IUCTOB M TeneBeayLmX C T.H. TPAAULMOHHOrO Tene-
BMAEHMA B OpMaT BUAEOBNOIMHIA, MO0 HU TOT, HY APYroW ¢ Tenesnae-
HMeM OKOHYaTesIbHO U 6ecnoBOPOTHO He NOPbIBAAU. [TPOEKT rnaBHOro
peaaktopa (4o ceHTabpa 2018 r.) u3gaHma Sports.ru 1 BbINYCKHMKA da-
Ky/NbTeTa }KypHannuctuku MryY tOpwua Oyaa «sdyab» [4] B 3ToM cmbicsie
oKasanca ropaszo 6onee ycnewHbim, Yem «lMapdeHoH» 1 OCTaNbHbIE,
MO3TOMY 3aC/YXKMBAET OTAE/NbHOIO BHUMAHUSA 1 pa3bopa.

MepBblli BbINYCK TOK-WOY «BAyab» MNOABU/ICA HA BUAEOXOCTUHIE
YouTube 7 ¢eBpana 2017 r., n, N0 cocToAHMIO Ha 23 ceHTAbpa 2018
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roga, Ha KaHane [lyaa BblWAKM yxKe 4 ce30Ha ero npoekTa ¢ 66 Bbiny-
CKaMW. B OCHOBHOM 3TO MHTEPBbLIO C Pa3HbIMU OAbMU, HO TAKXKeE B
paMKax Wwoy 6b110 BbINyWeHO 6 4OKYMEHTaNbHbIX GUAbMOB. B cpea-
HeM KaxAbli poanK cobnpaeT oKono 5 MUAIMOHOB NPOCMOTPOB, €CTb
Buaeo ¢ 12 n paxe ¢ 15 mmnanoHamu npocmoTpos. K cepeanHe ceH-
TA6pAa 2018 r. kKaHan Opusa dyas umen cnepytolme nokasatenu: bonee
3,7 MUNIMOHOB NOANMUCYMKOB 1 6osiee 360 M/IH MPOCMOTPOB.

B csoit 31 rog HOpwuin yab cnonHa nokan nnoabl CBOEN UHTep-
HeT-nonyaapHocTn. OH cTan nobeguTenem npeMumn KypHana «GQ»
«Yenosek roga 2017» B HOMMHauuMuK «JIMLo ¢ aKpaHa» [5], nobeau-
Tenem npemmn B 061actm NpodpeccnoHaNbHOM KYPHANUCTUKK «Pea-
Konnernsa» B 2017 r. 3a AOKyYMeHTanbHbIN punbm «Cepreint bogpos —
rNaBHbIN PYCCKUIA cyneprepon» [6], nyywnm RypHanmctom 2017 r. no
MTOram rosiocoBaHus Ha cante «KawuH.lypy» [7] u npoy. TakKe OH
Bowen B Ton-20 «Mos0AbIX U MNEepPCneKTUBHbIX FepoeB 3aBTPaLLHEro
OHs», cocTaBneHHom PEK B mae 2017 r. [8], n 3aHAn 50-e mecTo cpeam
POCCUIMCKUX 3HAMEHUTOCTEN B pelTuHre XypHana Forbes, onybanko-
BaHHOM B utonie 2018 r. — 3KcnepTbl U34aHNA OLLEHUAU ero AO0X0Ab!
NMoYTU B MUIZIMOH aMepPUKaHCKKX Ao0a1apoB [9]. Poccuitckoe nccneno-
BaTe/IbcKoe areHTcTBo 6s10repos (PUAE) otBeno dyato nepBoe mecto
B CBOeM pelTuHre aBTopos YouTube-KaHanoB no CTOMMOCTM OLHOTO
PEKNIaMHOro pasmMmelleHua B nepeom KeapTase 2018 r. [10].

MypHanuct Oner KalwuH Tak nonbiTanca o6bACHUTL GeHoMeH
nonynspHoctu Ayaa: «dyab — repoi Toro BpemeHu, B KoTopom Ap-
Tem LelHNH BbeT Malikna boma, a MyTUH NpUxoamMT B Nporpammy
«Bpemsa» otmeTuTb ee 50-netre. ITo AENCTBUTENBHO BaXKHbIM HIOAHC:
NOTPeObHOCTb B HOBbIX APKMUX IULLAX U NOABAEHME 3TUX NIUL, — YepTa
He HOBOW, @ UMEHHO 3aCToABLUEeNCs, 3aCToMHOM 3anoxu. Oyap-2017 —
YyenoBek He 13 Byayliero, a UMEHHO W3 Hallero 3acTos, NOTOMY YTO
y 3aCTOfA, NOMMUMO MPOYUX ero 0b6A3aTesIbHbIX YepT, ecTb M BOT 3Ta —
Korza noTpebHOCTb B HOBbIX IMLL@AX M HOBbIX MHTOHALUMAX BO3HUKAET
MMEHHO KaK NoTpebHOCTb B KOHTpAcTe C npueBwnmca GOHOM U Ha-
noesWwWnMKM nmuamu. [yab copsan 6aHK, HO 3TO TOT BaHK, KOTOPbIN
BOT-BOT NONAAET NOA CaHaumto, U nobeauTento ewe npmuaeTca nocra-
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paTbCa caenaTb TaK, YTobbl BbIMrPaHHblE AEHbIM HEe NPeBPaTUIUCL B
HUKOMY HEe HyXKHble pa3HoLBeTHble GaHTUKn» [11].

Mo cnosam KawwuHa, «oT [lyaa BeeT nepecTpoiKom», u ero npea-
LWeCTBEHHMKAMM MOXKHO CYMTATb NONYyAAPHbIX B KoHUe 1980-x rr. Be-
OYLWMX KyNbTOBOM NporpaMmbl «B3rnagy», a TakKe Beayllero nepe-
naun «TeneBM3MOHHOE 3HAKOMCTBO», 3CTOHCKOro TenexKypHanaucta
Ypmaca OTTa, ¢ HEMPMBLIYHON ANA TOrO BPEMEHMU IErKOCTbIO 3a4a-
BaBLUEro CBOMM rocTAM BOMPOCbl BPOAE TOr0, «CKONbKO CTOUT Balla
[aya?» B Lenom oTHOCUMTENbHO Aa/IbHENLINX KapbepPHbIX NEPCNEKTUB
Oyaa KawunH oa4HOBPEMEHHO ONTUMUCTUYEH U caepKaH: «Celtyac yxKe
MOHATHO, YTO CTAaHAAPTHAA TE/IEBM3MOHHAA 3B€34a ABaALaTbIX ro40B
XXI Beka bygeT noxoxka Ha [yas, Ho byaeT v 310 cam dyab — A0 CcuX
nop sonpoc» [11]. B Tom, uTo BCA 06pyLUMBLIAACA HA HEro c/laBa Mo-
KET yNeTyuntbea B 1tob6oit momeHT, KOpuii [lyab YECTHO NPU3HAACA Ha
noaseneHun utoros 2017 r. TenekaHanom «Joxap» — BMeCTe C HUM
B nporpamme HaTanbu CUMHAEEBON MPUHAAN y4acTUe U U3BECTHbIEe
TeNexypHanuctol 6onee cTaplimx nokoneHui: Bnagumup MNosHep u
Neonunpa MNapdeHos [12].

OcobeHHOCTb 06pa3sa [yaa-saorepa COCTOUT B TOM, YTO OH YMESIO
coyeTaeT LMHU3M C CEHTMMEHTAJIbHOCTbIO, LLOY-OU3HEC C NONUTUKOMN,
KOHbOPMU3M C erkoit GpoHA0M MO OTHOLIEHMIO K HabUBLLEMY OCKO-
MUHY opunLMo3y. OH BNOSIHE MOMKET NPUIIACUTb B CBOE LLIOY OMNMNO3K-
uMoHepa Anekces HaBanbHOro, 3anncaTb beceny ¢ NOJIMTIMUIPAHTOM
Muxanaom Xog0pKOBCKUM UM OMaibHbIM M3pom EBreHnem Polizma-
HOM, HO BCE OHU A1 Hero — He H6osiee YeM 3K30TUYECKNE MeaUHbIe
dUrypbl, TOYHO TaKUE Ke, KaK panepbl, KOMUKU UM KUHOAKTEPLI. Emy,
no 60/1bLLIOMY CYETY, BCE PABHO C KEM Pa3roBapMBaTb — C TMHbKOBbLIM
nnn KupuHosckum, Llekano nnm JopeHko, LLesuyykom nnm Guf.

[yab He ABNAETCA NONUTUYECKMM aKTOPOM, a €ro Loy, Npexae
BCero, 6Bu3Hec-NpPoeKT, rMaBHas Le/b KOTOPOro — MOHETU3aums Yyepes
peKknamy pasHoobpasHbix bpeHA08B OT aBMAKOMMaHWI M 6aHKOB [0 bObi-
TOBOW TEXHUKM U o4exabl. B 3Tom cmbicne «nmbepanbHaa» pUTopuKa
[yas, Bpems oT BpeEMeEHM MPOHU3NPYIOLLLETO Haj, NepeKkocamm rocyaap-
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CTBEHHOW NponaraHabl, OTHIOAb HEe NPU3HAK OMNMNO3ULMOHHOCTU PeXu-
MY, HO CTO/b € CUCTEMHOE ABNEHUE, KaK U «AnccmaeHTcTso» Bnaau-
mupa lNosHepa. B nHtepsblo noptany PEK Ayab ogHaxAabl Npu3Hanca:
«fl XO4y WTb B KaK MOXHO Bonee KanutanucTmyeckon Poccuu, B Ko-
TOpPOM NpeanpuHUMATENbCTBO BaKHee roCcyAapCTBEHHbIX CTPAroOHOB,
Ha KOTOpble MeyTaloT npucectb 40 Gura MonogbIX U CTapbiX AtoLen»
[13]. B cBA3K C 3TUM, HEYAMBUTE/IbHO, YTO €ro OXOTHO MPUI/IALLAIOT B
a¢up MepBoro KaHana, B OMOPUCTUYECKYIO Nporpammy MBaHa YpraHTa
KaK y3HaBaemoe nnuo PyHeTa, obnagatollee, npexae BCEro, TaNaHTOM
pa3BNEeKaTb M pPa3orpesaTb NpPecbiWeHHyo Nybanky [14].

Ha eLle o4MH XapaKTepHbIA 31eMeHT woy «Byab» 0bpaTna BHU-
MaHue XypHaaucT KOpuit CanpbikmH. Mo ero HabatoaeHuto, dyab B
CBOWX AOKYMEHTaNbHbIX GUIbMAX OPUEHTUPYETCA Ha NOKONEeHME, KO-
Topoe 6bin10 AeTbMK B 1990-€ rT. U ceityac Tak UAK MHAYe HOCTabIU-
pyeT no Ton anoxe: «Bce 3T PuUAbMbI, KaK HETPYAHO 3aMeTUTb, NPO
90-e roapl. OHM BCe cO34a0T KaKoW-TO 06pa3s fae He BPeMeHH, a
06pa3 cTpaHbl, HALMOHANbHOW UAEHTUYHOCTU, KOTOPAs COCTOMUT U3
¢dnnbmos banabaHosa, Ceprea boapoBa-maagLero Kak KyabTypHOro
repos, u3 Toro, Yto aenan LLesuyk B 90-e roabl, U3 YEYEHCKUX BOMH,
ns pycckoro MTV, u3 nepegaumn Ceprest CynoHeBa «3Be34HbIM Yacy.
9TO BO MHOrOM MoKoJieH4ecKas Belb. Celvyac Ha apeHy BbIXOAUT Mo-
KoneHue, ana Kotoporo 90-e — 3TO AETCTBO, 3TO BPEMSA, K KOTOPOMY
Y)Ke MOMKHO 06paTUTbCA C HOCTaNbIMYECKMMM BOCMOMMUHAHUAMK. U
KaHOHW3MPOBATb €r0 KaK 06bEKT HOCTaIbIMM», — 3aMeyaeT ObIBLUKIA
rNaBHbIN pefakTop }KypHana «Aduwa» [15]. «B KaKom-To cmbiC/e BCe
3T nepegayn npo duabmbl “BpaT”’ 1 NPo TO, KaK HAaYMHANOCh PyCcCKoe
MTV, — nobasnseTt CanpblkKnMH, — 3T0 TakMe «CTapble NecHU O rnaB-
HOM» A1/1A HOBOrO NOKOJieHUA. Ecan paHblue NPUATHbIE YKONbI Y3Ha-
BaHMA BO3HMKaAM OT TOro, YTo Tbl BUuAen Hatawy Koponesy, nepeose-
TYIO B KOCTIOM U3 «KyBaHCKMX Ka3aKoB», TO CeiMYac OHM BO3HUKALOT OT
TOro, YTO Tbl BUAULWb MOnoaoro bogposa-mnagliero naM monoaoro
Bacunua CtpenbHUKOBA, KoTopble 20 feT Ha3ag Tebs passaekann no
Teneky» [15].
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3a «M3nnWHee» BHUMaAHMeE K 1990-m [lyan B SKCLEHTPUYHOM Ma-
Hepe PackpUTMKOBAN U OAMH M3 FOCTEN ero NPorpamMmbl, }KYPHaAUCT
W TNaBHbI pepakTop pagmo «fosBoput Mockea» Cepreit JopeHKo
[16], yBMAEBLWIMIA B 3TOM CBOEro posga 6erctBo oT COBPEMEHHOCTU B
aApXauKy.

Monb3oBatenun cepsuca TheQuestion, oTBevyaa Ha Bonpoc «B yem
deHomeH woy Kpusa yaa?», ykasbiBatoT Ha NpodeccMoHaibHOE UCKYC-
CTBO MOHTa)Ka BUAEOPO/IMKOB, KOTOPOE, BNPoYEM, ABASETCA 6a30BbIM
HaBbIKOM KaK4oro nonynsapHoro 61orepa, U CUAbHYIO 3MOLIMOHANb-
HYIO 3apPAXKEHHOCTb CPOAHM «MaLAHCKMM 3a4yLeBHbIM Pa3roBopam
Ha KyxHe» [17]. Qyab npu 3TOM He NbITAETCA BbIMALETb UHTENNEK-
TYa/JioM M 3pYAUTOM, B HEM HET U HameKa Ha MHTEeIMTEHTHOCTb, 06-
CUEHHas SIeEKCMKa A1 Hero He CPeAcTBO YCUIeHUS pedn, a 0bblaeH-
HOCTb, €ro 4acTo JIOBUAWU Ha GaKTUUYECKUX OWMBKAX M HETOUYHOCTAX,
He3HaHWM 31IeMeHTaPHbIX BELLEN, HO BCE 3TO /IMLWb CNOCOBCTBYET ero
NonyNAPHOCTN KaK «CBOEro MapHaA», NpoCToro, AyWeBHOro U NOHAT-
Horo. MHorume nx Tex, KTo BHUMaTe/IbHO OTC/IEXXMBAET MeauaTpeH b,
NbiTatoTCA YBMAETL B [lyAe «ro/ioC NOKOAEHUA» U Yepe3 Hero ayylle
MOHATb TO, YEM KHA CAMOM [Jefie» KUBET COBPEMEHHAA POCCUIMCKan
monogeKb. OgHako Jyab He CTONbKO uccaeayeT nokoneHune Z, CKob-
KO KOHCTpYMpYyeT cobCTBEHHbIN NPOAYKT Ha Npoaaky, obnekas ero B
APKYIO N yA0OHYI0 YNaKOBKY C KPUYALWMMKU HAAMUCAMM U BbI3blBato-
LMMWN HaKNEeNKaMK.

NHTepHeT-npoekT [yas HapoYMTO aHTUMPOCBETUTENBCKUA U NO
noAHMMaemMbiM UM TeMaM (B OCHOBHOM OHW BeCbMa MPU3EMJIEHHbI
M HU3MEHHbI), M NO OTBOpPY rocTen ANs yyacTvsa B Nporpamme: cpeam
HECKONbKNX AecATKOB cobeceAHNKOB Baorepa HET HU O4HOrO YyYeHO-
ro, COTPYAHWKA my3es, By3a uan bubnmoteku, bnarotsoputens, npa-
BO3ALUMTHUKA W T.M., MOCKO/IbKY BCE MepeyYnc/ieHHble, Kak Npasuo,
CNULWKOM C/I0XKHbl U HEeyAobHbl AnA woy Takoro ¢dopmata. Kaxkapin
BbINYCK NpoeKTa «Byab» LOMKEH NPEXKAe BCEro Co34aBaTb Xain u
paboTaTb Ha KOIMYECTBO NPOCMOTPOB, KOTOPOE, B CBOIO o4Yepespb, He-
obxoaAnMo Ansa peknamogaTtenem.
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YAMBUTENBHO, HO HU OA4HO M3 MHOTOYMUCAEHHbIX MHTePBbIO [yan
He Habpano meHee 2 MUIIMOHOB NPOCMOTPOB, MPY 3TOM KaXKAbli Bbl-
MyCcK B CYMTaHHbIE Yacbl nonagan B TpeHAbl YouTube. MoXHO To/MbKO
ragatb, Yem obbsAcHAETCA Takoe GpeHOMeHasIbHOe OTCYTCTBUE «MpPO-
Ba/IOB», BeAb AaxKe y bnorepos c ropasao 66nbwent aygutopumeli no-
poit 6bIBalOT HeyAauu, Koraa ToT UAM MHOM POSINMK HabupaeT Bcero
HECKOIbKO COT TbICAY MPOCMOTPOB. B KauecTBe Nnpumepa MOXKHO Npu-
BECTU BUAE06N0rM He meHee meduiHbIX Anekces HasanbHoro [18]
nnn Unbm Bapnamosa [19] — y ob6oumx nokasatenu Koamyecrsa npo-
CMOTPOB ropaszo Huxe, yem y lyaa. Huxke oHn n y Katn Knan, nme-
towen Ha YouTube B aBa pasa 6onblie noanuncymkos, yem dyab [20].

PUCKHY NpeanonoXunTb, YTo 414 Ha4Ya/ibHOM PACKPYTKU POSIMKOB
woy «ByAab», CKOpee BCero, MCNOMb3yTCA U YNCTO TEXHUYECKUNE UH-
CTpymeHTbl. M3gaHne «Meay3a» B ntoHe 2017 r. nncano o Tom, Kak
YyCTpOeHa 3KOHOMMKA poccuiickoro YouTube m Kak cneumanmsmpo-
BaHHbIe areHTCTBA NOMOratT 6orepam ¢ packpyTkon [21]. OueBng-
HO, YTO TaKOro pPoAa yC/ayrM OKa3blBAlOT M Apyrve nocpefHuYeckmne
dUpPMbI, NPUCYTCTBYIOLLME HA PbIHKE HOBbIX Meana. K Tomy e BOKpyr
OCHOBHOFO BMAEOKaHana dyas ero KOMaH4a co3gana pag AONOAHU-
Te/IbHbIX NPeACTaBUTENbCTB B MOMNY/IAPHbIX COLLCETAX. TO/IbKO B O4HOM
BKoHTaKTe Ha nabauk «syab» nognucaHo yxe 6onee 460 Tbicay ye-
NoBeK [22]. Bnpouyem, nogobHan ceTb NpeAcTaBUTENbCTB €CTb Y MHO-
rmx 610repoB, U OHA He 0OBACHAET CTO/Ib BbIAAOLWErOCA ycrnexa Ha
YouTube.

BBuay BCEro U3/10KEHHOTO Bbllle, MOXHO NOMNbITAaTbCA BbIAEANTD
OCHOBHbIE COCTaBAAOLWME NONYASAPHOCTM BU3Hec-moaenmn «BAyab».

Bo-nepBbiXx, — 3TO BbICOKMI npodeccuoHann3m baorepa u ero
KoMaHabl. FOpuin yab — He AMNEeTaHT, a Ye/IOBEK, KOTOpbI easa n
He C 4eTCTBa 3aHUMAETCA XKYPHAIUCTUKOM, MONYYUA AUTNIOM XKypHa-
JIUCTa B OZIHOM M3 NIYYLLNX POCCUMCKUX BY30B, MopaboTan Ha pasHbIX
OOJIKHOCTAX B pAge defepanbHblX U3gaHui u 1.4. Ero KomaHaa Tak-
YK€ COCTOUT M3 MacTepOoB CBOEr0 Aefa, YMEeKLWMX KaueCTBEHHO opra-
HM30BaTb BUAEOCHEMKY, MOHTaX¥ OTCHATOrO MaTepuasna, NpPoayMaTb
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OM3alH NOMeLLLeHUs M BHEWHWI Bug, Beaywero, obecneuynts SMM-
npoasukeHue n nogaepkky CMU u 1.4.

Bo-BTOpbIX, B cBOe woy [yab npurnawaet TOAbKO LUMPOKO MU3-
BECTHbIX /110AEMN, KOTOPbIX 3HAOT MU/IIMOHDI: aKTEPOB, NEBLLOB, 3B€37,
Instagram, esepanbHbIX MOAUTUKOB 1 NpoY. Vx daHaTbl U CTOPOHHMU-
KM TaK¥Ke HEBO/IbHO PaboTatoT Ha NPOABUKEHME EF0 NPOAYKTA.

B-TpeTbux, y Ayaa ecTb MOLWHbIA Meanapecypc B BUAE U34AHUA
Sports.ru, rnaBHbIM pegakTOpoM KOTOporo oH Asnanca ¢ 2011 no
2018 r., a c ceHTAbpsa 2018 r. cTan 3aMecTUTENIEM €ro reHepasibHoro
anpekTtopa. CornacHo aBTOPUTETHOMY CHETYMKY NOCELLEHUI MUPOBBIX
cavtoB Alexa.com, noptan Sports.ru, No cocToAHUIO Ha 17 ceHTAbpA
2018 r., 3aHMMan 83 mMecTo Mo MOCeLLAEMOCTN Cpeam Bcex caiToB Py-
HeTa — 3TO Bbllle, Yem Yy caliToB lMepBoro KaHana, HTB nan «Meay3bi».

B-ueTBepTbix, [lyab OpUMEHTUPYETCA Ha CaMyld MACcCOBYHKO M aK-
TUBHYIO ayanToputo PyHeta — monogexb 00 25-30 neT n roBopuT Ha
TeMbl, KOTOPbIe MHTEPECHbI HONBLUIMHCTBY 06bIYHBIX MONOAbIX SOAEN,
rae 6bl OHU HU XKUAU U Yem Bbl HM 3aHUMAIUCL, — O TOM, KaK MOXKHO
3apaboTaTb MHOTO AeHer, A06UTbCA 0bLLeCTBEHHOMO NPU3HAHWA, Bbl-
CTPOUTb OTHOLLEHUSA C APYTMMM 0AbMU U NPOY., Mpudem obcyKaaeT
3TO Ha A3bIKe TOJIMbI, C PYCCKMM MATOM U peyeBbIMU LUTAMMAMMU.

B-nATbIX, KaxAapbli BbINyCcK wWoy «BAyAb» MMeeT molLlHoe nuap-
CONPOBOXAEHME, N ero NybanKaums He ABAAETCA NPOXOLHbIM COObI-
TMem. [lyab He no3BonseT cebe CHATb M Pa3MecTUTb Kakoe-TO BUAEO
NPOCTO TakK, pajn WYTKM, NO3HABaTEe/IbHOrO UHTepeca UAKU B [0MNON-
HeHue K npeablAyLWMMm, KaK 3TO AeNatoT MHOTne Apyrue XypHanucTbl
1 Bnorepbl, MOCKOJIbKY 3TO Pa3pyLLMA0 Obl CTPOMHYHO KOHLENLMIO ero
3KCKHO3MBHOM CyneprnonyaapHOCTU. TakKe OH He Nyb/anKyeT BUAEO-
PONUKM NOAPAL OAMH 33 APYITMM, KaK, CKaXeM, NonyaapHbIn B YKpa-
WHe MHTepBbloep AmuTpuin fopaoH, HO BCerga Aenaet Mexay HUMM
nepepbiBbl, KAK MUHUMYM, B HECKO/IbKO iHEN, @ TO U HeJenb.

B-wecTbix, Opuit yab BUPTYO3HO OBNALEN MHCTPYMEHTAPUEM
T.H. «KYPHANUCTUKM IMOLMIA», Ype3BbIYaMHO NOMNYAAPHON cpeaun ay-
antopum couceTei. Ee 3apaya He CTO/IbKO OOBACHUTL AB/IEHUE UK
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PACKPbITb YeN0BEKA, CKOMIbKO M3OLPEHHO MrpaTb Ha 3MOLMOHaNb-
HbIX Pa3ApaXkUTenax, NPUKOBbIBAIOLLMX BHUMaHME 3puTeneit 3a cuet
06CYKAEHUA KTOPAYMX» TEM, ONMUCAHUA TaBYMPOBAHHbIX CUTYaLUIA U
ynoTpebneHuna «3anpeTHbIX» C/0B.

B-ceabMblix, Ha aTane 3anycka Takoro Loy, HECOMHEHHO, Tpebo-
BA/INCb BHYLUUTE/IbHbIE AEHEXKHbIE PECYPCbl HA CbEMKY M MPOABUIKE-
HWe BUAEOPO/IMKOB, a TaKXKe cepbesHble IMYHbIe CBA3M A4 Npuria-
LUEHWNS U3BECTHbIX NO4EN B HOBbIV NPOEKT C HEACHOM cyabboi.

MHot0 onucaHbl JaNeKo He BCe cocTaBastowme ycnexa [yas Kak
6norepa, HO U UX AOCTAaTOYHO, YTOBbI NOHATL, YTO ITOT yCrex AaNeKo
He cny4vaeH. PasymeeTca, ocylecTsieHne nogobHon 6usHec-uaeu
TpebyeT 60/1bLLON NNYHOM LLeIeyCTPEMIEHHOCTM U BOBNEYEHHOCTU B
npouecc. [yato, AeNCTBUTENIbHO, HPABUTCA TO, YTO OH AEeNaeT, 1 370,
6bITb MOYKET, OAMH U3 [NAaBHbIX CEKPETOB €ro NonyaapHOCTH.
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MONINSIKPAHHAA 3CTETUKA
B MYIBTUNNTUKALINN
COBETCKUX XYOAOXKHUNKOB

AHHoTauma. CyTb NO/MM3KpPaHHOro npuema — pasgenatb. OgHako napa-
[OKcanbHbIM 06pa3om OH 06beaMHAET 0OBEKTbI M MPOCTPAHCTBA, COMO-
CTaBNAET WX, POXKAAET HOBble cnocobbl B3anmoaencTeuma. MoanmaKpaHHOCTb
0TObparKaeT CTPYKTYPY MPOCTPAHCTBEHHOTO PACMONOKEHUA NEPCOHAXKEN U
KapTy COLMaNbHOro NPOCTPaHCTBA repoes, Nomoraet 6osiee AeTanbHO Npo-
pucoBaTb MUX XapaKTepbl M NAAaBHO BBECTM APYrMx nepcoHaxen. B Hactosa-
el cTaTbe aBTOP BMEPBble PAaCCMATPUBAET SCTETUUECKYHO COCTABALLYHO
NOIM3KPAHHOrO GeHOMEHA B aBTOPCKOM aHMMALMKU MO34HEro COBETCKOro
nepuoza Ha npumepe MynbtduabMOB «McTOpUA OLHOrO NPECTynAeHUA»,
«Ddunbm, punom, dunbm» O, Xutpyka, «/luca u 3aau» H0. HopTweiHa, «KoH-
TakT» B. TapacoBsa. Mo0/M3KpaHHOCTb B A@aHHbIX paboTax ByasmpyeT oTobpa-
YKEHHYI0 COBPEMEHHOCTb, YCUAMBAET AEeKOpaTWMBHble W pa3BsieKkaTesbHble
CBOWCTBa BM3Yya/ibHOW MaTEPUK. 3a CYET KUTPbI» KAaAPOB M OKOH A0CTMraeTca
He TO/IbKO PacLUMpPeHne CMbICI0BbIX KOHHOTALMM, HO U MOBbLILLIAETCA OpU-
TMHANBHOCTb «KAPTUHKMY». MONNIKPAHHOCTb AT pexunccepy YHUKaIbHYIO
BO3MOXHOCTb KaK NOKa3aTb Pa3HULLYy BOCMPUATUA MMpPA NEPCOHAXKaMMU, TaK
M YCUNUTb CEMaHTUYECKME MOATEKCTbl. ABTOP MoapobHO paccmaTtpusaet
BHeJpeHHble B BU3ya/ibHOE NMOBECTBOBAHME MOMIKPAHHbIE 3MM304bl U 3d-
bEeKTbI MOAIM3KpaHa, OTMeYasn UX B KAUeCTBE OTPAKEHMUA KapTUHbI MUpa Tex
NIET, N aKLEHTUPYET MHTEPEC HA Ye/I0BEKE, ero BHYTPEHHEM MUPE C Bbiparke-
HUEM aBTOPCKON GUNOCOPCKO-ICTETUUECKON NO3ULUK B CTPYKTYpe duibma.
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Takvm 06pa3om, BCe BU3yasibHblE U CLLEHAPHbIE KOMMOHEHTbI MybTGUAbMA
B LL&/IOM M NMOAMIKPAH, B YaCTHOCTH, paboTatoT Ha co3daHue ryboKoro Tu-
KO-3CTETUYECKOro Npou3BefeHnA, MHOTOBapMaHTHOTO B CBOEM MPOYTEHUMN.
KnioueBble cnoBa: NonvaKpaH, aHWMaUWA, COBETCKAA My/NbTUMIMKaALMA,
BM3ya/ibHaA KynbTypa, 3KpaHHble UcKyccTBa, @. Xutpyk, H0. HopwTeliH, split
sreen, animation, soviet animation, formal techniques, visual arts, visual
culture.
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THE MULTI-SCREEN AESTHETICS
IN THE ANIMATED CARTOONS
OF SOVIET ARTISTS

Annotation. The essence of the multi-screen technique is to divide, however,
paradoxically, it unites objects and spaces, juxtaposes them, and generates
new means of interaction. The multi-screen technique reflects the structure
of the spatial position of the protagonists and the map of the heroes’ social
space, helps trace out their characters in greater detail and to bring in other
protagonists smoothly. In the present article the author examines for the first
time the aesthetical constituent of the multi-screen phenomenon in authorial
animation of the late Soviet period on the example of the animated cartoons
“Istoriya odnogo prestupleniya” [“The Story of One Crime”] and “Film, film,
film” by Feodor Khitruk, “Lisa i zayats” [“The Fox and the Rabbit”] by Yuri
Norstein, and “Kontakt” [“Contact”] by Vladimir Tarasov. The multi-screen
technique in these works veils the reflected modernity and enhances the
decorative and entertaining traits of the visual matter. By means of the “play”
of the cadres and windows not only expansion of the semantic connotations
is achieved, but the originality of the “picture” is heightened. The multi-
screen technique presents the film producer with the unique opportunity
of both demonstrating the difference of the protagonist’s perception of the
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world and enhancing the semantical implications. The author examines in
detail the multi-screen episodes and effects of the multi-screen techniques
implemented into the visual narration, noting them as serving as a reflection
of the picture of the world of that time period, and accentuates the interest
in the human being, his inner world with the expression of the authorial
philosophical-aesthetical position in the structure of the film. Thereby, all
the visual and scenic components of the animated cartoon in general and
the multi-screen technique in particular work on the creation of a profound
ethical-aesthetical work, multiple in its interpretation.

Keywords: multi-screen, animation, Soviet animated cartoon, visual culture,
screen arts, Feodor Khitruk, Yuri Norstein.

B 3KpaHHOW pekuccype CyLLeCTBYET MHOMECTBO XYO0MeCTBEH-
HbIX MU TEXHWUYECKUX NMPUEMOB ANA 0ObeAMHEHUN OTAE/NbHbIX 06BbeK-
TOB B €4M1HbIV BU3Yya/ibHbIN TeKCT. [0XKanyh, camMbiM MPUBbIYHbIM B-
NAeTca IMHEMHOe NMOBeCTBOBaHME, HO CYLLECTBYET M Apyroi cnocob
bOpMUMPOBAHMA PEKMCCEPCKOrO 3amblCia — NOAMIKPaH. s Havana
YTOYHMM MOHATME: CYTb MPMEMA 3aK/IHOYAETCA B CErMeHTauuMu npo-
CTPAHCTBA Kagpa, KOTOPbIM AennTcs Ha ABa n bonee «BHYTPEHHUX»
Kagapos. MNMonyyaetca «noankagp». B Kaxgom mM3 yacteit nonvkagpa
MOXET NPOTEKATb CBOA }KM3Hb B CBOEM MPOCTPAHCTBE, NPUHLMNNANb-
HO OT/IMYHOM OT MPOCTPAHCTBA CMEKHOIO CermeHTa. PUTMbI cocylue-
CTBYIOLLMX BHYTPEHHUX KagpoB TOXKE MOTYT He coBnagatb. A MOXKeT
HabntogaTbCA He TONbKO CMMY/IBTAHHOE CYLLeCTBOBaHME Pa3/IMYHbIX
006bEKTOB B PasHbIX Cpeaax, HO U CUHXPOHHOE CYLLEeCTBOBaHMe cer-
MEHTOB, MOBTOPAOLWMNX APYT APYrA, YMHOMKAIOLMX OGHY U Ty Ke «Kap-
TUHKY» B pamKax Lesioro Kagpa.

Mopasnatoliee 6OMbLIMHCTBO MCCNEA0BaHMIA NMOJIMIKPaAHA pac-
CMaTPUBAIOT €ro Kak GopMasbHbI NPUEM B SKPAHHbIX MCKYCCTBAX
n CMWU. Cpegn oTMmeUeHHbIX QYHKLMUA MOXKHO BblAENIUTb HECKO/IbKO
TUMNWUYHBIX: MONIMIKPAH KaK 3PEKTUBHOE MYNbTUMEANIMHOE CPeaCTBO
MacCoOBOM KOMMYHMKALLMK, KaK cnocob nosblweHna MHGOPMaLMOH-
HOM eMKOCTU Kagpa WU AMHAMUKM TeIeTeKCTa, KaK pacluMpeHme npo-
CTPAHCTBEHHO-BPEMEHHOTO KOHTMHYYMa KMHOMpou3BeaeHwuA. Tak,
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H. AradoHoBa [1] oTmeyaeT NOBCEMECTHOCTb M MMMNEePaKTyasibHOCTb
No/IM3KPaHa B COBPEMEHHbIX BM3Ya/ibHbIX NPOU3BEAEHUAX, HO ee 06-
palleHMe K Teme MOJIMIKPAHHOCTM HOCUT CKOpee 3MM304MYeCcKUi m
KOHCTaTUPYHOLLNI XapaKkTep. B page 3apybekHbIx uccnegoBaHuii no-
JIM3KPAHHOCTb paccmaTpuBaeTca Kak metadopa paspbiBa, HaA/OMa,
CKPbITOrO MPOTUBOCTOAHUSA MEXAY HappaTUBamMM OTAE/NbHOrO rocy-
napctsa [2, 3]. NonnaKkpaH Kak BMA, MO3aMYHOr0O 3KpaHa paccmaTtpu-
BaeT C. bpaHKo, oTMeyvasa GyHKUMOHANbHOCTb MpMeMa C TOYKM 3peHus
OEMOHCTPaLUM 04HOBPEMEHHOCTU U MPUUYNHHO-CNEACTBEHHOM COOT-
HeceHHOCTM u3obparxkaemMbix cobbITHiA [4]. OAHAKO CyTb MO3aUYHOCTH
COCTOMT B COCTaB/IEHMM LLe/IOCTHOTO M306parkeHMsa U3 pasanyYHbIX Ya-
CTel, He UMetoLLMX MO OTAE/IbHOCTM XYA0KECTBEHHOM CAMOLEHHOCTH,
a KaXkAbli CErMEHT NOJIM3KPaAHHOMW KOMMNO3ULMM, KaK NPaBUIo, MOXK-
HO paccMaTpMBaTb Kak CaMOCTOATENbHYIO eauHULLY.

Taknum obpasom, onpeseneHue NoansaKkpaHa Kak cnocoba dopmum-
POBAHMA MO3aMYHOro N3006parkeHMA ABAAETCA BECbMa CNOPHbIM. 3Ha-
YMMble HayYHble pe3y/bTaTbl OTPaXKeHbl B UccnesoBaHmu [. brusokuuy,
KOTOPbIN BblAeNaeT TpU YPOoBHA GYHKLMOHANbHOCTM NOAUIKPAHHOTO
npuema: HappaTUBHbIN, peryanpylowmin GopmanbHble OTHOLIEHMA
BPeMeHM M NPOCTPaHCTBa, rpaduyeckmnii [5]. OgHako, u B 3ToM pabo-
Te NONM3KPaH TakK M ocTaeTca popmanbHbIM KMHeMaTorpaduyecknum
npUemom.

Hanbonee 61n3koe aBTOpYy AaHHOW CTaTbM OTHOLUEHME K Mo-
JIM3KpaHHOMY npuemy BbicKasbiBaeT M. Kastouul, (Mo oTHOLWEHMUIO K
COBETCKOMY KnHemaTorpady 1960-x — 1980-x rogos): «[aHHbIM TMN
cuctem 6bin B LEeNOM yaobeH CBOMMWU CUHTETUYECKMMM BO3MOMKHO-
cTAMU. Bbicokasa cteneHb MHPOPMALMOHHOM HACILWEHHOCTU CoYeTa-
Nacbk 34ecb ¢ 3GPEeKTUBHbIM 3CTETUYECKMM BO3AENCTBMEM CaMOM No-
JIM3KPaAHHOM KoMno3numnmn» [6].

LleHHbIMM ONA Hac TaKXkKe ABAAITCA YMO3aK/OYEeHMUs, BbICKa-
3aHHble O. lopoxosoit u I. Kpusynei. MNepsas, oTMevyaa TeHAEHUNN
ABTOPCKON aHMMaUMK, AenaeT BbIBOA, YTO K cepeamHe 1950-x rogos
3apoXK4aeTca CTUIeBOe ABUKEHWE aHMMaLMK: « ITOT NPOLLeCC BO MHO-
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FOM CBf3aH C MOBbILEHWEM MHTEPECA K YENOBEKY, Ero BHYTPEHHEMY
MUPY C BblpaxKeEHNEM aBTOPCKON PUN0COPCKO-3CTETUYECKOM NO3ULUN
B CTPYKType dunbma. <...> B Hauane 1960-x rof0B B COBETCKOM My/b-
TUNJIMKALMOHHOM KMHO HauMHaeTCA NocnefoBaTeNbHbIM npolecc 06-
HOB/IeHWA 06Pa3HOM M NaacTUYECKON GOPMbI, XYAOKHUKN MHTEHCUB-
HO 3KCMN/IyaTUPYIOT, OTKPbIBAKOT HOBbIE NPUEMbI KOHLLEHTPALMM MbIC/IU
B 0bpase, obpallatoTca K 6osiee coBpeMeHHbIM TEXHUKAM U MaTepua-
namy» [14]. H. Kpusyns, BbISBAAA CUMBOAN3M, METaMOP$O3HOCTb M Na-
pafoKcanbHOE MPOHMYECKOE BOCMPUATUE PEANbHOCTH, AeNAET BbIBOA,
41O «MmeTadopmyHOCTb 1970-X roA0B BbICTYMAET Kak CPeACTBO YKIOHe-
HWA OT LLeH3Yypbl U yXO4a B CBOM MHAMBUAYANbHbIA MUP, YTO MPUBENO
K CO34,aHUIO CNOXKHOW, aIIF030PHOM CTUAUCTUMRNY [12]. OgHOM U3 Tex-
HUYECKMX HOBMHOK CEMAHTUYECKOrO M CTUIMCTUYECKOTO MOCTPOEHUA
BM3Yya/IbHOTO TEKCTA M CTAHOBMUTCS MOSIMIKPAHHOCTD.

Ncxoga v3 npuBedeHHbIX HabsoaeHui, 3aJadeit HacToAllel
CTaTbW ABNAETCA BNepBble NPeanpUHATBIA aHaNINU3 3CTETUYECKON CO-
CTaBAAOWEN MNOANIKPAHHOTO ¢GEeHOMEHA B aBTOPCKOM aHWMMaLMK
Nno3gHero CoBETCKOro nepuoga. Ana aHanvs3a B3ATbl aHMMALMOH-
Hble NPOMU3BEAEHMA OTEYECTBEHHbIX perkmccepos: «Mctopusa ogHoro
npectynaenusa» (1962), «dunom, dunom, dunom» degopa Xutpyka
(1968), «/nca m 3asu» KOpus HopwTeiHa (1973) u «KoHTakT» Bnagu-
Mupa Tapacosa (1978).

B 1962 roay ®. XMTPYK NPeasoxKUA 3pUTENAM CBON MYybTOUABM
«McTopnio ogHOro NpecTynieHus», B KOTOPOM BMepBble MUCMOJb30-
Banacb bosee cnoxkHaa Gopma, Yem y ApPYyrux aBTOPOB MYAbTUMAK-
Kauuu: COBMeLLEHME PUCOBAHHbBIX 0OBEKTOB C (OTOBbIPE3KAMU U
nonnakpaH. OTpasmB }Kn3Hb obuTaTenen 6oabWOro ropoaa, CTo/b no-
HATHOM 3pUTE/IO0 3MOXU MEranoancoB, XUTPYK CTPEMUCA NOUrpaThb C
dopmon: «MeHsA B 3TOM KapTUHE NPUBAEKANMN U YUCTO GOpPMabHble
naen, KoTopble A BblHAWWMBaAN ele B ObITHOCTb CBOO aHUMATOPOM...
XoTenocb UcnpoboBaTb NPUEM NOJIMIKPAHHOTO AENCTBUA, NPU KOTO-
poM B Kagpe mMorno 6bl NPOMCXOAUTb OAHOBPEMEHHO HECKOJIbKO CO-
6biTnit [7].
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®abyna mynbTdMUIbMA CTPOUTCA BOKPYr UCTOPUM O TOM, KaK A0-
6penwmnii byxrantep (Bacunb-Bacunmny MamuH), noBeaeHHbIl 0o 6e3-
YMUS HU Ha MUHYTY HE CMOJIKQIOLWMMM LIYMaMM TOPOACKON KU3HM,
COBepLUaeT NOoKyLeHne Ha youicteo. CloxkeT MynbTduabMa CTPOUTCA
KaK paccnegoBaHuve npuumH npectynaeHuns. Kputuk 4. lfogep otme-
YyaeT HOBATOPCKYIO A5 TeX /IeT YCI0BHOCTb M306parkeHUs: «B Kaape
6b1/10 TO/IbKO TO, UTO HEOBXOAMMO, HUKAKUX IULIHUX AeTanel (Hanpu-
Mep, KOMHaTa MamuHa — 3TO TO/IbKO CTYN M TENEBU30P HA CUHEM
dOHe, HEeT HU CTEeH, HW NoNa, HY APYrMX NpeameToB). M oTToro oH 6bin
0CO6EeHHO BbipasuTeneH. MNpuyem yCNOBHOCTb JIEFKO CMeLlnBanach
C TMNeppeasnbHOCTbO: MO HAaPMCOBAHHOMY TENEeBM30pPY MOKasbiBaan
HacToflee KMHO, KOMHaTa coceaa, ornywaswero Bacunb-Bacunnua
My3bIKOM, COCTOANA /IUWb U3 OFPOMHOI0 My3bIKa/IbHOrO LEHTPa, Co-
eMHEHHOro C TeNeBM30POM, 3aTO 3TOT LEHTP BbiN HE PUCYHKOM, a
yepHo-6enoi doTorpaduein, byaro AeTckaa annamMKkaLums Ha LBETHOM
doHe» [8].

MosBneHne NoAn3KpaHa B BU3yasIbHOM TeKcTe «McTopum ogHOro
NPecTynieHUsA» NO3BO/IM/I0 HE 3aMblKaTb repos B paMKax 04HOro M30-
6pakeHUs; Mbl BUAMM ¥KM3Hb U MPOCTPAHCTBO, B KOTOPOM ObUTaeT
NMepPCoHak 1, Kak 0603HaAYMN FABHYH IMHUIO CaM perkuccep, cTpaaa-
€T OT «BbITOBOro TEPPOPU3IMaY.

B anu3ope, roe npoTaroHUCT CUAUT B CBOEM KOHTOPE, KapTUHKa
33 OKHOM «OMBaeT» — TaM MAET aKTMBHAA CTPONKa. [ABuKyLwmincs
KpaH M CTPeMMUTeNIbHO HapacTatowme 610KM oyepesHOro BbICOTHO-
ro flomMa 3a OKOHHbIM NMPOEMOM ABNAOT COBON KaK Obl aBTOHOMHOE
NPOCTPaAHCTBO. YeTKMe reomeTpuyeckme rpaHuLbl NpeBpaLLatoT ero B
Pa3HOBUAHOCTb 3KPaAHHOW peanbHOCTU. MPOCTpPaHCTBEHHO 6KM3Kan
peanbHOCTb CTPOMKM OKa3blBAeTCA AasieKoW OT reposi, cocpenoTo-
YeHHOro Ha bymarax, NULYLLE MaliMHKE U KapToTeKe. OH 3aMKHYT
B CBOEM mMpe, 060CO6MEHHbIN OT BCEro OKPY»KatoLWEero, C/IOBHO Bbl-
pe3aHHbI HOXHULAMMK M3 06LLEeN FOPOACKON CyeTbl.

Pexxnccep MHOroKpaTHO MoOAYEpPKMBAET NapagoKcasbHOe coye-
TaHWe rOPOACKOM CKYYEHHOCTU Ntoaen, eaMHOBPEMEHHOCTb Pasiny-
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HbIX BUAOB AEATE/NIbHOCTU U, B TO e BPeMs, aBTOHOMHOCTb, AaKe
BHYTPEHHIOI WM30/IMPOBAHHOCTb KaXKAoro 4yesoBeka WAM Hebonb-
LIOro YenoBeyeckoro coobuiectsa OT BCEro octasibHoro mupa. Mo-
JIN3KPAHHOCTb, NepuoanYeckmM BO3HMKaloLWaa Npu obpucoBKe »Kus-
HMU 6ONbLIOrO AOMa, aKLEHTUPYET ApamMaTM3M COCYLLeCTBOBAHMA B
€4MHOM MHOTOKBapTUPHOM MPOCTPAHCTBE PasHbIX N0AEN, BeayLmx
Pa3IMYHbIN 06pa3 KMU3HK, 3aHATLIX PAa3HbIMU Ae/TaMWN, HAXOOALWMXCA
B PasHbIX HacTpoeHusax. Mpn 3TOM MOAMIKPAHHOCTb MOMOraeT no-
KasaTb 3pUTENI0 MPOCTPAHCTBEHHOE PaCMO/IOKEHUE MNEPCOHANKEN,
obMTaloLWMX B CBOMX CErMEHTAx-KBapTUpPax U Kak byaTo He nogospe-
BalOLWMX O HAAN4YMK coceael. Tak, B O4HOM M3 3NMM30408 [/1aBHbIN re-
POI OKa3blBaeTCs CMELLEH B MPaBblil HUKHWUIA YroA, a cocea, ryaeHa
W UTPOK, NpULWEeAWNA JOMON HOYbIO U CKAaHOANALLNMI C KEHOU, — B
N1eBblii BePXHUIM yron. Mpu 3ToM, B 0AHOM KaApe OHU He NepeceKatoT-
€A, OHAKO YepHOe MPOCTPAHCTBO BOKPYTr «OKHa» C [/1aBHbIM repoem
0603HaYaeT CBA3YIOLLYO TEPPUTOPUIO NECTHUYHBIX KNETOK U ApYruX
KBapTMpP, CKBO3b KOTOPbIE BCE 3BYKM CBOBOAHO NPOXOAAT M AOCTUrALOT
cermeHTa obMTaHuMA MaBHOro repos.

TaKk BO3HMKAET 06pa3s *KM3HU Ye/IoBEKa B MYCTOTE, HO NpY Nepma-
HEHTHOM, arpecCMBHOM M COBEPLUEHHO BHE/IMYHOCTHOM BO34,EMNCTBUN
OPYTUX KUTenen meranonmnca. XMTpyK co3gaeT KapTUHY ogMHOoYecTBa
M CKYYEHHOCTU, NPOCTPAHCTBEHHOM M30/IMPOBAHHOCTU U NPOHULAE-
MOCTU, OTCYTCTBMA PEMPECCUMBHbIX MHCTUTYTOB M aTMocdepbl HeHa-
NpaB/IeHHOM, CTUXMNHON arpeccMBHOCTU FOPOACKOro MPOCTPAHCTBA.
fipko obpucoBaHHas Ncuxonorua Nogeln meranosuca, bbiToBble pe-
anuu, BeayliMe K NepMaHeHTHOMY CTPEeccy, B KOTOPbIX TepAOTCA Mo-
HATMA NAEO0N0TUU, TOCYAAPCTBA, NOJUTUKKN, NOAHUMAIOT GUAbM Hag
NCTOPUYECKMM KOHTEKCTOM. Cam perkmccep BCMOMMHAET: «...MpuULlen
Cepreit ATMMOB... NPUHEC CBOM PUCYHOK, BbIMOJHEHHbI B COBPEMEH-
HOM CTU/IE, OYEHb KECTKOM U ocTpoM. Caenan CoBepLUEHHO ApYryto
KapTMHY ropoAa, KOTOPbIN BbIMAAE/ Kak HEKM KOHromepaT. 34a-
HUA ByaTO BMCENN B BO34YXE M CMOTPENUCH HE MPOCTO apXUTEKTYp-
HOM KOMMO3UUMEN, HO MOAYy4Ynan o0bpasHyto, aHTPONoMopdHyo Xa-
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PaKTEPUCTUKY, OHM CTaNIM KaK Bbl MasIeHbKUMUW MUPaMK. fl MOHAN: BOT
ceiyac ¢pmabM obpeTaeT Ty OTCTPAHEHHOCTb OT ObITOBbLIX AeTanel, Ty
OCTPOTY, KOTOPYIO A UCKan» [7]. U aTa coumanbHana 4eiCTBUTENIbHOCTb,
TaK TOHKO OOHaXeHHaa XUTPYKOM, A0 60/M 3HAKOMA HAM U CerofHs.

B anu3oae ¢ TaHLAMM MNOANIKPAHHOCTb YCUIMBAET ApamaTuye-
CKMI HaKan cuTyaumn. BepxHAA 4acTb aKpaHa N30bmnnyeT ABUKEHUEM,
a BOT B HUKHEW — TEMHOM — /INLWb KAYaeTcs I0CTPa, HO 3TOT NOU-
KaZp CBOMM IaKOHU3MOM YCUMBAET 06pa3 HanpaXKeHUs, LapALLEero
B HUXXHEM «OKHEeY.

XUTPYK HE OCTaHOBWJICA Ha fe/IeHUN Ha ABe YacTu, a NonbITancA
BMECTUTb U TPeTbe KOKHO». [OCTU pacxofATcs, B BEPXHEM OKHE [0-
6aBnAeTca ele OAHO NPOCTPAHCTBO — AWUPT, KOTOPbIMA 3anosnHAeT
MOYTW BCHO TEMHYIO YacCTb 3KpaHa, ABnAs coboi cBoeobpasHoe cBA-
3yloLlee 3BEHO MeXAy NEeCTHUYHbIMU KNEeTKaMU U CETMEHTOM KBap-
TUP, TOYKY HEMOCPEACTBEHHOMO COMPUKOCHOBEHUA M30MPOBAHHbIX
APYr OT Apyra ropoAcCKuX Kutenei. IHTepecHo, YTo U B Apyrom mysib-
TOunome Xutpyka «dunom, dunom, duaom», NMT TOXKe CTAHOBUTCA
TOYKOW COMPUKOCHOBEHMA PA30bLEHHbIX NMPOCTPAHCTB M PaboTHMKOB
KMHOCTYAUWN.

Takum obpasom, ¢ nomoLbto nonmskpaHa ®. XuTpyk cosgan «mno-
NMPOHMIO CMbICNIOBY», 3CTETUYECKOE MHOMXECTBO, 3aKN1a4blBaEMOE B BU-
3yanbHYO CTPYKTYpy «McTopum ogHoro npectynieHusa». MHorocnoin-
HOCTb M MHOFOBAPWMAHTHOCTb MPOYTEHUA MYNbTUMAMKAUUKM XUTPYKA
oTmeuvaeT 1 B. PomuHa, aenan BbIBOA, YTO KCTUNEBOE €AMHCTBO 0be-
CMeyYnBaeTcA 3a CYeT NOAYMHEHHOCTN KOMMOHEHTOB Maee ¢puabma» [9].

C «TeXHUYECKOM» TOYKM 3PEHUA BHEAPEHHbIA XUTPYKOM MOAN3-
KpaHHbI MpYeM MMeeT HECKO/IbKO cneunduyeckmnx kavects. Cneayto-
WwMe Apyr 32 4pyrom NoAMKaapbl ABUXKYTCA B 4OCTaTOYHO YMEPEHHOM
Temne. HoBble cermeHTbl BHEAPAOTCA B MOBECTBOBAHWE NOOYEpesHO,
He neperpyxaa NPOCTPAHCTBO OKHA; €C/IN e HAYMHAEeTCA aKTUBHOE
OBUKEHWE B OLHOM CErMeHTe, B APpYrMx OHO CTAHOBMUTCA CTaTUYHbIM
AN MUHMMaNbHbIM. Takoe pelleHne He CO34aeT Bneyat/ieHma Xao-
TUYHOrO Me/IbKaHUA MepcoHaxken n getanei. Mpu 3ToM NoAM3KpaH
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BbINOJIHAET M HECKONbKO APYrMxX GYHKUMIN: pUCYET HaM KapTy CoLM-
a/IbHOrO MPOCTPaHCTBa repoes, NomoraeT 6osee geTasibHO NPOPUCO-
BaTb XapaKTepbl, MO3BOAAET BBECTWN APYIMX NEepPCOHakel NnaBHo, Ha-
npumep, NPOCTO «BK/IKOYMB CBET» B UX KBApTUPaX.

Mpn aHanM3e 3TUX MOJAMIKPAHHbIX COMOCTaB/NEHMI BO3HUKaET
BOMPOC O peanbHOW NPUYMHE NMCUXMYECKOTO CPbIBa repos B 3aBs3Ke
MynbTOUIbMA: AENCTBUTENBHO /IN LUYM U HEBO3MOXKHOCTb HOPMa/lb-
HOro CHa MPUBENM K KPU3UCY UM €50 OANHOYECTBO, 3aLMKIEHHOCTb
Ha paboTe 1 naeanbHom nopagke? OAMHOYECTBO B TO/INE CTAHOBMUTCA
OAHOW M3 rNaBHbIX TeM MybTdMAbMA, Ero noguepKkmsaeTt pasobuieH-
HOCTb 3aMKHYTbIX B CEFMEHTaX CBOMX KBAPTUP XKUTeJielh Mmeranoauca.

B mpoHunuyeckon dopme XMTPYK MOKasbiBaeT, Kak 6e3¥KasocTHO
NCUXONOTNYECKOe AAaBIEHME HA OTAENbHOIO YE/I0BEKA CO CTOPOHbI Ye-
JIOBEYECKOro MacCuBa, PaBHOAYLIHOIO K MHANBMAYabHbIM BO3MOXK-
HOCTAM M noTpebHocTam. CoumanbHas cMCTEMA CKPbITO BparkaebHa
MO OTHOLLEHMIO K OTAENbHO B3ATOMY «4€/I0BEKY-BUHTUKY». ITO U Bbl-
HY}XAA€eT repos BbICTYNUTb B CBOK 3aLMTY, CTaTb arpeccuBHbiM. «OH
6blN C TONMOW Ha yANLE W OTNIOX OT COBCTBEHHOrO KpMKa... » [10]. Ho
YTO ecTb HacTosilee npectynneHme? To/IbKO Te MOCTYMKM, KOTopblie
OCTaBAAOT BELLEeCTBEHHbIE YANKKM, 0bpasytowme «geno»? A Kak ke
MOPanbHbIN YPOH, KOTOPON HeceT ANMYHOCTM obe3aylweHHoe obuie-
CTBO, rOCyAapCTBEHHasA MallMHa, meranonuc? MoKeT, MMEeHHO 3TO
npecTyn/ieHMe U BbIHEC B Ha3BaHWeE CBOEro My/ibToMIbMa pexkuccep?

PaboTa XuTpyKa 6blla OpMEHTUPOBAHA He TOMIbKO Ha B3POC/IOE,
HO M Ha AEeTCKoe BocnpuaTMe. B NONMIKPaHHOM «3auUrpbiBaHUNY OK-
HaMM M Kagpamu pacKpbiBatOTCA He TONbKO ryboKMe CmbIC/IOBble
NMOATEKCTbI, HAaNpPaB/eHHble Ha B3POC/bIX 3pUTE/IEN, HO U pa3BJieKa-
TenbHas o0bonoyka «Mctopum ogHoro npectynneHus». Hesecenas
TEMA, UHTEPNPETUPOBAHHAS B HEOXKMAAHHOM MNONIKPAHHOMN 3CTETU-
Ke, NpuobpeTaeT a1eMeHTbl aTTPaKLUMOHHOCTU. AKLEHT nepeHocuTcA
Ha 3KCTpaBaraHTHy GOpPMY, TOYHO COOTBETCTBYIOLLYIO 3aABAEHHOM
npobseme — TPYAHOCTU COCYLLECTBOBAHMA OYEHb PasHbIX Ato4el B
meranosuvce. A B pesynbTaTe, 3cTeTM3aumsa npobnembl paboTtaeT Ha
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npeofgoneHve atmocdepbl 3MOLMOHANIbHOW NogaBaeHHOCTU. Mynb-
TOUAbM BCENsAeT Aarke NIerkyo Hagexay Ha MpeofosIMMOCTb KMU3-
HEHHbIX 0BCTOATENIbCTB M HEKYIO BbICLLIYIO CMPaBeANMBOCTb. B KoHUe
KOHLLOB, HE TONbKO repoi pasbun cCBOK CKOP/YNY 1 BbIles 33 PamKM
[03BOJIEHHOTO, HO M CaMO OBLLLeCTBO OKA3a/10Ch B €0 NOIOKEHUU Ne-
pea, IMUOM LUYMOBOTO «TEPPOPUCTA», FPY34MKa, CO34aBLIETO TaKOM
rPOXOT, YTO Ha4yaN TPACTUCb BECb MHOTOKBAPTUPHbIN LIOM.

«McTopua oaHOro npecTynaeHma» cTana yCrnewHon He TONbKO Y
3puTenem, Ho U B cpeae cneunannctos B 0b6nacTm nckycctea. M. bosp-
CKMIA OTMEeYas, YTo B MYNbTUMAMKALMOHHOM MCKYCCTBE HAaMeTWUachb
TEHAEHUMA ABUNKEHUA K UHTENNEKTYaIbHbIM GUIbMAM, K PUCYHKaM U
KyK/lam OKa3anocb nog, cuay eunocodckoe obobuieHme [11].

Takum 06pa3om, Bce BM3yasibHble U CLEHAPHbIE KOMMOHEHTbI
MyNbTGUIbMA B LLEIOM M NOJIMIKPAH, B YAaCTHOCTW, PaboTatoT Ha co3-
AaHune rnyboKoro aCcTeTUYecKoro nNpovsBeaeH1sa, MHOTOBapuUaHTHOro
B CBOEM MPOYTEHMMU.

B pabote 1968 roga «®unbm, dunbm, duabm» XUTPYK NoKasan
Mapoauio Ha KMHOMPOWU3BOACTBO. 3apoxaeHue naen. CnoKolcTene
My3bl U My4YnTENbHbIE MCKAHMA CLEHAPUCTA, NoAaHHble B Hecnew-
HOM pUTME, Ha KaXAOM noc/eanylollem STane KUMHOMPOWU3BOACTBA
HabupatoT «0b6OPOTLI», PACKPYYMBAA PUTMUYECKUIA PUCYHOK. Haim
repou NPoxXoanT Mo TECHbIM U OXKMBJIEHHBIM KOPUAOPAM KUHOCTYAMUM,
MPOCTPAHCTBO 3KpPaHa UCMEeLPeHO STUMMN TYHHENAMMN B XaOTUYECKOM
CTpOE, NYCTbIX MECT HET — B KaXKAOM TOYKe aKTMBHO MAET npoLlecc
KMHOMPOM3BOACTBA. BBEPX — K XYAOXHWKY. McnewpeHHoe reome-
TPUYECKUMW IMHUAMU U GUTYPaMK NPOCTPAHCTBO KMHOCTYAMM, Hamno-
MUHaeT KOHCTPYKTMBM3M «Komnosnumm VIII» Bacunma KaHgmHcKoro.
3Tn Kagpbl cybaumunpytot He aTmocdepy TBOPYECTBa, @ PUCYIOT BHY-
TPEHHEee YCTPOMCTBO rOCYAAPCTBEHHON MaLLMHbI, T4e KaxKabli Yeno-
BEYECKMI 3/IEMEHT — JINLLb BUHTUK, IEFKO 3aMEHAEMbIV NPWU NOSOM-
Ke MK B C/lydae OTKa3a paboTaTb MO HAMEYEHHON A/1A HEro CXeMe.

B Kagpe orpomHas ronoBa erMneTckoro cduHKca, Kotopasa cou-
BAET C HOT M 6€e3 TOro UcnyraHHoro cueHapwucTa. Ero y»Kac v Bbi3biBaeT
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CMeX, M 3aCTaBAAET 3ayMaTbCA O ¥KECTOKOCTW NpoLuecca KUHONPOU3-
BOACTBA. YCU/IMBAETCA M HEPBO3HOCTb PENKMUCCEPA, PA3APANKEHHOrO
3aTAHYBLUMMCA MNOAFOTOBUTENIbHBIM MpoLeccom. [ABuKeHUe Ha andTe
BHM3 BYATO NpeaynpexaaeT 0 HUCXOXAEHMUM U3 N1IaTOHOBCKOIO Mupa
310COB B «AENCTBUTENbHOCTbY, rae uaes cueHapusa obpeyeHa no-
CTPaZaTb OT LLeH3YypPbl U BOMJIOLLEHUSA.

Komno3nTop HaurpbiBaeT CbeMOYHOM KOMaHAe Ha GopTenbAHO
npuweaLmnii emy B ros0By MOTUB, @ B 3TO BPEMA TOJMbl CTAaTUCTOB U3
Apyroro ¢puabma NPOHOCATCA MMMO, CHOBA Nyras HeCYacTHOro CUeHa-
pucTa.

KaHOHMYECKOro MOJIM3KPAHHOIO npuema B My/bTGUIbME HET,
HO MHTepecHas KOMOWMHaUMA NPOCTPAHCTB, MX aTMmocdepa, 3aMKHY-
TaA rpaHuLamm cBoeobpasHbIX OKOH, co3zaeT adpdeKT NonAnaKpaHa,
YCUAMBAOLWNIA AMHAMUYHOCTb ABUXKEHMA B Kagpe. JIndT HaxoanTca B
NOCTOAHHOM ABWXeHUN, NPOHOCACb MMMO reomeTpnuvecKmnx a6CTpaK-
LU, NMHUAMM GparMeHTUPYIOLLMX NJIOCKOCTb Kaapa; OAHaKOo rpa-
HUUbBI MEXAY CermeHTaMm npoHuuaemsl. Tak, H. KpuByns oTmevaer,
YTO «TEHAEHUMA KONMAKHOCTU NPOABAAETCA B COEANHEHUM B €4UHON
CUCTEME PA3HOPOAHbIX 3/IEMEHTOB, BUAOB M TEXHONOTUIA aHUMALUN,
B MCNO/Ib30BAHUN HECKONbKUX M300pasuTeNbHbIX A3bIKOB U CEMMU-
OTMYECKUX KOAO0B, BKIOUYEHUA APYrUX TEKCTOB B TEKCT ¢dUAbMa. ITO
NPUBOAUT K PA3pyLLUEHMIO KaK BHELIHMX, TaK U BHYTPEHHUX MPaHUL, B
CTPYKType npounssegeHunsa» [12].

B oTnume ot «McTopum ogHOro npectynaeHusa», rae XUTpykK c no-
MOLLLbO NONIM3KPAHA AAET 3PUTESIO OLLYLLEEHME IMOLLMOHA/IbHOM NYCTO-
Tbl CKYYEHHbIX CEFMEHTOB HEOCBELLEHHbIX OKOH KBAPTUP MHOMO3TaX-
KW, B YCIOBUAX KNHOCTYAUU, HAMPOTUB, pexxnccep TeMHbIMU NATHAMU
MOKa3bIBaeT, YTO CBOOOAHbBIX CEKLUMIA HeT. Y nonasLllero BHyTPb KUHO-
MaLWHbI HET WaHca 6bITb 3aMKHYTbIM BHYTPW IMYHOTO MPOCTPAHCTBA
— OHO 3ZeCb MPOCTO He NpeaycMoTpeHo. M eciv B nepBOM U3 paccMo-
TPEHHbIX MyNbTGUABMOB Y reposA HAYMHAETCA CTPECC OT OAMHOYECTBA B
TO/INE, TO B XaOCe KMHOCTYAMMU HaMpPAXKeHNe repoes yCUAMBAETCA U3-3a
OTCYTCTBUA JIMYHOTO NPOCTPAHCTBA M SMOLMOHA/IbHBIX Nays.
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CUHeprua HapoUmnTO YTPMPOBAHHbIX MEPEXRMBAHUI N XapaKTepoB
Y/IEHOB CbEMOYHOW KOMAHZbI, MPOHUYHOCTb 3aMbIC/la, MOCTOSIHHOE
ABvxKeHne 1 3pPeKT NoIM3KpaHa He TONbKO Npuaanu mynstduabmy
COBEPLUEHHO YHMKA/IbHYIO SMOLMOHAbHYI0 aTMOChepy 1 PUTM, HO U
obpucoBanu obLMe TeHAEHLMM TOTO BpEMEHU. B 3TOM MynbTduabme
BOM/IOLLLEHbI MOTMBbI TBOPYECKOM BOPbObI XYA0XKHMKA 33 NPaBO CBOE-
ro UCKyccTBa BbITb HEMOBTOPMMbIM M COOTBETCTBYHOLLLMM 3aMbICy €ro
cospatenei. Kak B «cTopun ogHOro npecTynaeHma» cuctema Jioma-
eT JIn4HOCTb, TaK B «Punbm, Guabm, Gruabm» NPOKPYCTOBO SIOXKE Yro-
TOBAHO 3amblicCny.

XUTPYK He 6e3 ropbKOM MPOHUM KOHCTATUPYET, YTO HepeaKo daH-
TaCTMYECKoe HamnpsAKeHWe BCel TBOPYECKOM rPymMbl, BbIHYKAEHHOWN
B3aMMOLEMNCTBOBATb C YNHOBHMKAMM, NPUBOSAT K CaMbiM OObIKHO-
BEHHbIM 6aHANIbHOCTAM U CIOXKETHbBIM KAnLwe. Ho 1 3T Kanwe JaroTtes
HEMMOBEPHbIM TPYAOM, N B KOHEYHOM WMTOre OKa3blBAlOTCA BECbMA
BOCTPeb6OBaHHbIMW ayanuTopuen. BbiTb MoXKeT, NoTomy, Yto 6e3 Hux
HeT UCKYCCTBa KMHO. «Bce 3T myyeHus, 60pbba ¢ MAMOTU3IMOM, C Ca-
MMM coboli, ¢ maTepuanom. Tbl FOTOB NPOKAACTb BCE, BCEX, KTO pA-
OOM, camoro ceba — NOTOM OKa3bIBAETCA, YTO 3TO M €CTb TBOE KMHe-
maTorpaduyeckoe cyactbe» [13].

BHeapeHWe NONM3IKPAHHOTO MPMEMA B BU3YasbHbIA TEKCT MyJb-
Tdnabma 0byCcN0BNEHO HECKOZIBKUMM OCHOBHbBIMM CMbIC/IOBbIMW Ha-
npaBAeHUAMM. JIeCTHULbI, KOPUAOPLI, CTPOMKA AeKopaLMii, KOMHATA
C OPKeCcTpoOM — MOJIMIKPAHHbIE NPOCTPAHCTBA PUCYIOT Ham 06LLyto
KapTMHY TBOPYECKOTO MMPA, TAe MAes NbITaeTca yrnopaaounTb Xaoc
M HanpaBuTb Pa3/IMYyHble CUAbl Ha CO34aHWME YHUKANbHOIO ¢puabma.
XWUTPYK penpe3eHTyeT CBOEMY 3PUTENIO «KYXHIO» KMHeMaTorpaduye-
CKOro MMpPa, rae Ha O4HOM 3TaXKe MOMKHO OKYHYTbCA U B MUP erunet-
CKMX MUPaMUA, U B MUP PbILapeit U NPeKpacHbIX AaM, U HATONKHYTb-
CA Ha TaHK. 9OdEKT NOAMIKPAHA CAYKUT UANKOCTPALMEN, HA NEPBbLIN
B384, XaOTUYHOTIO, @ B AENCTBMUTENLHOCTM MPOCTO CAOXKHOIO opra-
HU3Ma KMHOMPOM3BOACTBA. BHEWHUI xaoc, nogunHasce Bone TBOp-
ua, TpaHchopMMpyeTCA B XyA0KECTBEHHOE NPOU3BEAEHME.
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B 1973 roay 0. HopwTelH aHMMKUpOBan cKkasKky «Jlmca v 3asau».
Mcnonb3ya MoansKpaH, OH 3HAaYMTENIbHO PaCUMPU TPALMULMOHHYIO
JNIMHENHY0 NO3TUKY BM3yanbHOro paga. C nepsbiX KagposB oH ybpan
YeTBEPTYIO CTeHY M3OYLWKM M NIUCbUX XOPOM, MpuUrialas 3puTens
6bITb CBMAETENEM MPOUCXOAALLErO BHYTPU NOMelLeHW. Moanakpa-
HOM Pa3fenunB HaNOXKEHHbIE CI0M M30DpaKeHUs, aBTOP MOKa3biBaeT
ybpaHCTBO «XpycTanbHOro Agopua» JIMcbl, nepemeLtan BHyTPeHHME
«AEKopaLuMmM» CUHXPOHHO C ee nepeasukeHuem. ITOT npuem no-
3BO/INN PACLUMPUTL CMbIC/IOBbIE W BU3Ya/ibHbIE COCTABAAIOLLNE MY/b-
TPunbma: 6oratctBo ybpaHCTBa NefsaHoro Asopua JIMcbl, BblSBNEH-
HOE ABUMKEHMEeM MepCoHarka B NPOCTPAHCTBE, NPOTMBOMNOCTaBAAETCA
CKPOMHOCTM 06CTaHOBKM B M3byLLKe 3aliua.

B anu3oae Ha mocTty HopwTeliH cneBa oT ¢purypbl 3akiLa noka-
3bIBAaeT CHayasa MaJieHbKOEe OKOLWKO C MOTPECKUBAOLWMM OFHEM B
neyn. MoNM3KPaAHHbIN CErMEHT YBENMYMBAETCA, KaK Obl BNycKaa Hac
BO BHYTPEHHWUIN MUP repos, TOCKYOLWEro no yTpayeHHOMY AOMaLlHe-
My MpPOCTPaHCTBY. Bckope durypa 3aiiLa NoKaxKeTca MasieHbKOW no
OTHOLLEHMIO K pa3pocLleMYyCa OKHY B Bblioe cyacTbe. MosasaaeTcs Ha-
rnAagHoOe NPoTUBONOCTaBAeHNe «bblno-cTano». BHeapeHue aToro no-
NIMKapa cunbHee NoAvYepKMBAET NycTOTy OT yTpaTbl U O4MHOYECTBO
6€340MHOr0 repos, Hexenu aTo caenano 6ol TPAAULMOHHOE, MOHO-
9KpaHHOE pa3BepTbiBaHME NOBECTBOBATE/IbHOMO PAAA.

MpumeyatenbHo, 4To HopLUTEH B NPUHLMUMNE HE 3aMbIKaeT CBO-
WX repoeBs B rpaHuLax Kagpa. Meageap, cnacasacb 6ercteom oT pasb-
APeHHOM JIncbl, NPOCTO NepemelLaeTcs B cocegHue Kaapbl. C nomo-
Wb MOJIMIKPAHHOTO CTPOEHMUA BM3Ya/IbHOTO TEKCTA MPOUCXOAMUT U
NAaBHbIA Nepexoa 13 0AHOM MMU3aHCLIEHbI B APYrylo (KaK B caydae
ABuxkeHuem lMeTyxa v 3aiua K usbyLike), 6e3 npepblBaHUA HapacTa-
OLLEN KYIbMUHALNN.

B nuKoBoM Yactn MynbTdMabMa HopliTelMH ¢ NOMOLLbIO NON3-
KpaHa co34aeT NOUCTUHE reHnanbHyto MU3aHcueHy. MeTyx BpbiBaeTcA
8 U30yLWKy, 3aAL, BONHYACb, 3ar1A4bIBAaET B OKOLIKO. ITOT 3KpPaH OTb-
€3KaeT, M ero co BCeX CTOPOH «0bCTYNatoT» OKHa ¢ Bonkom, Bbikom K
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Megagenem, KaxKapl B CBOEM MPOCTPAHCTBE. ACHO YMTAeTCA MbICb
HopuTeliHa: 3a npegenamm sKpaHa «KU3Hb» NPOAO/IMKAETCA, FPaHK-
bl 3KpaHa — TO/IbKO JIMHUM, NPOBEAEHHbIE CYObEKTUBHOM BOJIEN aB-
TOPa, /IMLWb Bbipe3Ka M3 0bLein KapTUHbI.

MpumeyaTenbHO, YTO COOLITUA B LEHTPA/IbHOM OKHE HanpAMyto
BNMAIOT Ha NOBEAEHNE APYTMX MEPCOHaXKel: OHKU B cTpaxe yberatoT 13
30Hbl 06LLero Kagpa. MpMmeHeHWe NOAMIKPAHaA B 3TOM 3NM304€e Mo-
MOTN0 HarAAHO M306pasnUTb NPUUYNHHO-CNEACTBEHHbIE CBA3U U Ha-
NMOMHUTb O BTOPOCTENEHHbIX reposx (B IMTepaTypHbIX BEPCUAX CKa3KK
nocse HeyAayHbIX MNOMbITOK CNPaBUTbCA C JINCON O HUX Bonblle HK-
Yyero He roBopuTCA). B 3TOM, KyIbMUHALIMOHHOM, YaCcTN MyAbTGUAbMA
MHOFOOKOHHOCTb YCU/IMBAET HaKan ctpacTteit. M Bonk, u Meggezab,
BbIK NMLWb HabAAAOT 3@ BUTBOM, Y HUX HET AaXKe U MbIC/IM BCTYMNUTb
B CXBaTKy, Nnomoub lNeTyxy 1 3aliuy nobeautsb Jlncy.

FOpuin HopluTeliH ocTaeTcs B pamKax 3CTETUKM PYCCKOro CKasou-
HOro nosectBoBaHMA. O4HAKO CKBO3b TPAAMLIMOHHYIO GOPMY CKa3Ku
npobuBatoTcs oYepTaHMsA y3HaBaeMOro NopTpeTa No34HEro COBETCKO-
ro couMyma, B KOTOPOM HepeaKo Mpoc/iexunBaeTca pa3obLLeHHOCTb
N0Aen, NX 3aMKHYTOCTb, 60A3Hb Pa3byauTb MXO M HaB/IeYb ero Ha
cobcTBeHHYyto roniosy. O. lopoxoBa obpalllaeT BHUMAHWE Ha TO, YTO aB-
TOpPCKas aHMMaumMa HopwTenHa akkymynmpyeT b6bITUIAHOE OoCcMmblic/ie-
HWe AeTcTBa U AeTckocTu: «PebeHoK ana H0. HopliTeliHa, B Tpaanum-
AX PYCCKOM aHTPOMOMOTMYECKOM MbICAIN, — CyLLEecTBO 6e33almTHOE U
ManeHbKoe (4aCTo — CYACT/IMBOE KaKMM-TO CBOMM, 0COObIM CYACTbeM
N cTpagatowee ogHoBpeMeHHO)» [14]. 3Tn oTronockm 6e3salumnTHO-
CTW repos N }KEeCTOKOCTM CO CTOPOHbI CU/IbHOTO» NPOCNEKUBAIOTCA U
B KnHematorpade. «Mctopus Acn KnsunHom, Kotopas nobuna, ga He
BbilNa 3amy» AHapesa KoHuyanosckoro (1967), «4yyeno» P. BbikoBa
(1983), «Kypbep» K. LLlaxHazapoBsa (1986), «OT4e Haw» b. Epmonaesa
(1989) 1 mHorne apyrue Tak UaM MHavYe 0bpaLlatoTCca K 3TUM TeMam.

3aKN0UNUTENbHBIM Kagp: TEMHAA 3MMHAA HOYb, UAET cHer. N36yww-
Ka 6e3 yeTBepTOM CTeHbI. Y neykn cngat 3aauy u MNeTyx, B Tenne, obpeta
KaXKablll cBOe cyacTbe. HeobblyaliHO TOYHAA M YyTKas pexmnccepckas
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paboTa 0 C/IOKHOCTM KU3HU B COLMYME, O HE3ALUMULLEHHOCTM CNabbIxX
nepea cMnon, nepes XMwHUKamm, CoO34a€eT OLLyLLEHME rPYCTU, HECMO-
TPA Ha CYACTIMBLIN KOHeL,. Beab 61arononyyHblin uHan — AnLLb Ma-
JNIEHbKWUI 330/, }KECTOKOM KU3HWU, HAPUCOBAHHOMN B MyAbTPUIbME.

B 1970-e rogbl B aHUMaLMW Ha NepeaHnit NaaH BbIXOAUT NCUXO-
JIOrMA YenoBeKa, aKLEHT CMeLLAeTca B CTOPOHY BHYTPEHHUX, IMYHOCT-
HbIX npoueccos [cm.: 12]. MynbTdunbom Bnagumupa Tapacosa «KoH-
TAKT» BblAENSETCSA Cpean APYrnx NPon3BeaseHNin aHMMaToOpPOoB Tex fieT
He TO/IbKO HEMONyNAPHbIM AAA TOrgalHen aHMMauumn *KaHpom daH-
TACTUKM, HO M HEOBbIYHbIM BU3YalbHbIM PeLIEHUEM: ONTUYECKOM rpa-
dUKOM, NONNIKPAHHOM KOMMNO3ULUMEN Kaapa.

B ocHoBe ctoxkeTa MynbTdUIbMa — BCTPeYa XYAOXKHMKA U UHO-
NnAaHeTAHWHa, NPUAETEBLUEro Ha 3eM/I0 C O3HAKOMUTE/IbHON MUCCU-
ei. YenoseKk npuxoamuT Ha Beper o3epa U YMUPOTBOPEHHO JIOXKUTCA
Ha bepery, CHAB canoru. Ysuaes npullienbLa, YeN0BeK B NaHUKe ybe-
raeT, Hanpoyb 3abbIB O camnorax, a BOT NPULLENbLA OHN 3aUHTEepeco-
Bann. B 6e306MAHOCTN CBOUX HAMEPEHUI NPULLIENEL, HA MPOTAXEHUN
Bcero puabma nbiTaeTca YesoBeka ybeauTb, npecnenys ero C Uenbio
BEPHYTb 3abblTble UM Ha Bepery o3epa canoru. B npouecce noroHu
WMHOM/IaHETHbIN roCTb NOCTOAHHO OCTaHaB/AMBAETCA, 3a/1t060BaBLUIMCH
KpacoTamu npuposbl. A 4Tobbl KNMPOHUKHYTLCA» UMK, OH MPUHUMAET
dopmy HoBoro ans ceba obbeKkTa, byab To canoru, 6abouka uam NTu-
ua. lobpoTa npuwwenbLa, ero NPUBETINBOCTb U OTKPLITOCTb HOBOMY,
Heno3HaHHOMY, Ha/fleT HaMBHOCTM 3aCTaB/AOT YE/IOBEKA B KOHLLE KOH-
LOB 3abbITb CBOM CTPAXU.

YyaecHbl COMIHEYHbIN NEeTHUIN AeHb. XyAOXHMK OTnpaBaseTca
Ha Npupoay, WKWPOKO Larasa U pasmaxmsas 3TIOAHMKOM. flpkas ba-
604YKa NpMBAEKAET BHMMaHME repos, U OH CKNOHSAeTCA Hag Hel. ba-
H60uYKa OKa3bIBAETCA 3aK/OYEHA B NPOCTPAHCTBE IMH3bI M BbeTcs 0 ee
rpaHuubl. M306paxkeHne B 3TOM CErMeHTE 3KPaAHHOro NpPOCTPaHCTBa
HAaNOMWHAET HeraTMB NeHKWU. ABTOp ByATO MblTaeTcA HaM NOKasaTb
06paTHYO CTOPOHY YesI0BEYECKOW HATypbl: Mbl BUAMM, KaK BynaBka
npokanbiBaeT 6aboYKy, M OHa, yMUpas, pacnpaBaseT Kpbl/bs, 3aCTbl-
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BalOLLME KaK NpaBu/bHasA, HO HEXKMBaAA reomeTpuyeckas ¢urypa. Oa-
HaKo B PeasbHOCTU Y XYA0KHWUKA HET }KeNaHUA HaBpeauTb NpUpoae,
n 6aboyka ynetaeT C NaA0HM YenoBeKa. «TeMHan», AeCTPYKTUBHASA,
CTOpPOHa NPOTUBONOCTAB/AETCS CBET/ION: NTULA, TO/IbKO YTO NMOKa3aH-
HafA BbloLLelcA B KNETKe, 3aMKHYTOM B NPOCTPAHCTBE OMNpaBbl OYKOB,
B peasibHOCTU CMOKOMHO CUAMUT Ha Nanble XyA0XKHMKa, a NOTOM TOXKe
ynetaet. MpayHble CLLeHapu1n B3anMoaenCcTB1S Ye0BeKa C NpMpoao
OCTalOTCA HEOCYLLEeCTB/IEHHbIMU. BO3MOXKHO, pexunccepy bbi10 BaxK-
HO NOKa3aTb OCO3HaHME «TEMHbIX» CTOPOH Ye/N0BEYECKON AeATesb-
HOCTM, [1aTb MOHATb, KAKNE CYLLECTBYIOT MHbIE, KCBET/IbIE» BAaPUAHTbI
B3aMMOAENCTBMA /I0AEN C BHELUHMM MUPOM.

B npoTnBoOBeC «0b6bIYHOMY» BUAEHUIO MMPA YeI0BEKA, NpuLenel,
BOCMPUHUMAET Ero KaK C/IOXHYH reOMeTPUYECKYO CTPYKTYpY, bonblue
MOXOXYt0 Ha pparmeHTMpPOBaHHOE 3peHue. [0CTb U3 APYrol raflakTUKM
6YZTO CMOTPUT Ha Hall MUP Yepes JINH3bl 06 EKTUBA CBOETO TPEeyrob-
HOTO I1a3a M Cpasy HABOAUT MPULLEN» Ha XYAOXKHMKA. MMpn 3Tom cam
XYO0KHWUK OKa3blBaeTCA No APYryto CTOPOHY PeanbHOCTH.

C nomolbo reoMeTpUYeckoro cermeTMpoBaHMA MNPOCTPaHCTBA
3KpaHa TapacoB aKLUeHTUpyeT OCOBEHHOCTM BOCMPUATMA AENCTBU-
TeNbHOCTU rocTeM 3eman. Mpu 3TOM B TPEYrosibHUKe «rnasa» 4ert-
KOCTb M306paxKeHnn 1 APKOCTb KPAaCOK COXPaHAETCA, a 3aAHWUI naaH
pa3MbIT, LBETA 3aMyTHEHbI. [TpumeyaTenlbHO, YTO TaKUM dparmeHTU-
POBaHHbIM 3PEHUEM MHOMMNAHETHbI NepcoHax TapacoBa oTmedaeT
ana cebs rnaBHoe, CyTb YBUAEHHOrO, COCPEAOTaYMBASCL BCAKUIN pas
TO/IbKO Ha ogHOM obbeKTe. MHTepecHa M BHMMaTeNbHasa paboTa pe-
UCCepa C OTPaXKEHUAMU: B Kanae BoAbl be3maTexkHa durypa xygoxK-
HWKa, a BOT B OTPaXKEHUM ero O4KOB MoA, UCNyraHHbIMKM rnasamm cno-
KOEH CUAY3T NpuLLenbLa.

CnocobHoOCTb K TpaHchopmauum cobCcTBEHHOIO Tena, UMMUTaLUS
HabaogaeMbix BEWEN Paan UX NO3HAHMA ABNAETCA CYTbio NpULLIE/b-
ua. U pexunccep NnpuceamMBaeT 3TO K MHOMIAHETHOE» KaveCcTBO KpaH-
HOWM AENCTBUTENbHOCTU. TeM cambim, NpuLenel, Kak bbl AapuT cBou
CBOWCTBA 3€MHOMY OKPYKatoLLeMY MUPY.
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OZHaKo NoABAAIOLWMIACA CTON-KAAP C UCMYTAaHHBIM JIMLLOM XYA,0%K-
HUKa B YepHO-6e/bIXx TOHAX acCoLMMPYETCA C MPAdYHbIMKU rpadurye-
CKumu npowussegeHnamm Maypuua Swepa. CermeHT /IMH3bl OYKOB,
OTpakalolmii NOACO3HAHME repos, pa3pacTaeTcs, BU3yanm3mpys ero
CTPaxM OKa3aTbCsA B TOM JKe KNEeTKe, YTO yroToBaHa ntuuam. Mpume-
YyaTeNbHO, YTO NIACTUYHAA MaTepPUa NpULLEebLa B «CTabUAbHOMY CO-
CTOSIHUU MMmeeT GopMy, OTAANIEHHO HAaMOMMUHAIOLLYIO YIUTKY. A B yep-
HO-6€N10M BUAEHUM XYA0XKHUKA FOCTb C APYroi naaHeTbl NpUHUMAEeT
bOpMy XTOHMYECKOrO OCbMMHOrONoA0BHOr0 MOHCTPA, AepratoLiero
32 HUTKM MAPUOHETOK — KUTesel 3emaun.

MoaobHO BEPTOBCKOMY KWMHO-IAasy, npuwenew, «potorpadupy-
eT» 6ercTBo XyA40XKHWKa, HO HEZL0/ITO PacCTpamnBaeTca U3-3a 3TOro: ero
BHMMaHWe nepekatoyaeTca Ha 6abouKy, U OH UMUTUPYET ee dopmy,
CaM NbITasCb B3NeTeTb. B3neTeB, OH CHOBA BMAWT Npeanosaraemoro
ApYyra B NLE XyAOXKHWKA U NpuHUMaeT popmMmy YenoBeKa, HageB Ha
ceba yenoseyeckne «atpubyTbi»: canoru, WwWapd, WAANY U STIOAHUK
XYOOMHUKA. He Mmes BO3MOXKHOCTU BbIpa3nTb CBOM MUPHblE Hame-
PEeHUA CNOBaMM, MpULLENeL, NbITAeTC BOCMNPOU3BECTU My3blKaslbHblIi
NenTMoTNB MynbTdMIbMA. TONbKO TOrAa BCe CTAHOBUTCA Ha CBOU Me-
CTa, XYAOKHUK HAaYMHAET NOMNpaBAATb HOTHYO NApPTUTYPY, U BCe ona-
CeHUA NponaaatoT. 3eMASHUH U NpULeneL, B3ABLWKCb 33 PYKK, YXO-
OAT BAANb, KaK Koanern n obpble apy3bsa. KOHTaKT ceepLimacs.

MomMmMO HeobblYHOM BW3yasbHOM MOAMIKPAHHOM CTPYKTYPbI,
MynbTOUNBM YyTBEPKAAET U 0O6begMHAIOWYO cuay My3bikK. U LBe-
ToBasA NanuTpa «KOHTaKTa», U MOAHbIM 06pa3 XyLOXKHMKA, U COBME-
LWEeHMEe CEMAHTUYECKMX KOHTEKCTOB HAaBEBAOT aCCOLMALLMM C KAUMOM
Yellow Submarine rpynnbi «buT3». [MOCKONbKY B Te roAbl LEH3YpPa eLle
OMKTOBaNa XyA0XKHUKAM NPUAEPKMBATLCA CTPOrMX rpaHuL, cam Tapa-
COB BCMOMMHAET, 4TO «PaHTACTMKA Obl1a OTAYLLUMHOW B HaLLem TBOpYe-
CTBE — MOYKHO ObINI0 AeNaTb TO, YTO HE MPOXOAMUO0 B APYTUX ¥KaHPaX U
Hanpas/ieHUsxX, paboTaTb cMesee, NPUAYMbIBATb KaKMe-TO HeOXKNAAH-
Hble CUTyaumun... <...> A Torga KacaTbCs BCero, 4To 6bis10 cBA3aHo ¢ “The
Beatle”, 6b110 npobiemaTMyHo Be3ae, Kpome GaHTacTUKK...» [15].
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Mog, mackon npuwenbua TapacoB CKPbI NPeACTaBUTENA «BPAXK-
Oe6HbIX KanUTaIMCTUYECKUX CTPaH», CTpax nepes KOTOPbIMM Hacax-
[ANCA Ha roCyAapCTBEHHOM YpoBHe. Pexuccep BcenseT Hagexay, uto
3a rpaHuuamm CCCP obuTatloT Takue Ke ntogm, BO3MOXKHO, bosee oT-
KpbITble 1 A0b6pble, YeM PALOBOM COBETCKMI rpaxKaaHuH. N B npea-
asepun Onmmnuinckmx murp B Mockse B 1980-m rogy nepcnektusa
BCTPETUTLCA C KNPULLIEAbLAMM» He TaKadA YK 1 NyratoLLas.

MoNnsKpaHHOCTb, BHEAPEHHAs TapacoBbiM B BM3yasbHOE CTpoe-
HUe MynbTdUAbMA, U 0OCOBEHHOCTM LLBETOBOM KOMMNO3ULMM HaxoaaTcs
B TECHOM B3aumoaeincTeum. MNepexon Ha yepHo-6enoe n3obparkeHue
M 06paTHO CMMBOAU3UPYET ABUMKEHME MENKAY NAACTaMU peasibHo-
CTell Co3HaHMe-NoACOo3HaHMe. Y NMOMMIKPAHHBIX KafpoB TOXEe ecTb
pAg, 0COGEHHOCTEN: KOraa B MOBECTBOBAHWE «BK/OYAETCA» peasib-
HOCTb BHYTPEHHEro CermeHTa KOMMO3WLUMW, OBUXKEHWE OCHOBHOM
3KPaHHOM AEeNCTBUTENIbHOCTM 3aMMUpPAET, B HEKOTOPbIX C/AyYaax 3ToT
«3aZ4HWI NNaH» pasmbiBaeTcA. PamKkol 414 NOAN3KPAHHOMO CerMeHTa
CNy¥KaT YeTKMe reomeTpuyeckume eurypbl, byab To onpasa OYKOB UK
Tpeyro/bHbIl a3 npuwenbLa.

B uenom ¢paHTaCTUYECKUI KaHp MynbTduabmMma « KOHTAKT» nos-
HOCTbHO OMpaBAbIBAaeT BM3yasibHble MOJANUCEMUYECKME peLUeHUs,
BHeZpeHHble B NoBecTBOBaHMe. ONN3KPAHHOCTb Aafla peruccepy
YHUKaNbHYIO BO3MOMHOCTb Kak NOKasaTb Pa3HULY BOCMPUATUS MUpa
NepCcoHa*kamu, Tak U YCUIUTb CEMAHTUYECKME NOATEKCTbI LLBETOBLIMM
nepexofamu Mexay cermeHTaMu «peasibHOCTENY.

MpoaHanM3npoBaB My/bTUNIMKALMOHHbIE NPOU3BEAEHUA, Mbl
NPUXOAMM K BbIBOAY, YTO NONUIKPAH, MMEA CBOEW CYTbto BM3yaibHOE
pasgeneHne ob6beEKTOB M MPOCTPAHCTB, NAPaZOKCabHbIM 06pa3om
ABNAETCS TOYKON UX STUYECKU-CMbIC/IOBOIO 06 beANHEHMS, COMOCTAaB-
JIEHNA N B3aMMOAENCTBUA.

NHTepecHO, YTO B TPEX M3 PACCMOTPEHHbIX HAMM NPOU3BEAEHUI,
Kasanocb Obl, CTO/Ib Pa3sHbIX, JIEUTMOTMBOM MNPOXOAMUT TeMa AOMa,
ObITOBAaHUS NepcoHaKel B AOMallHemM npocTpaHctee. B «Mctopun
ogHoro npectynneHus» [om 60osblue He BbICTYMaeT B POAN KKperno-
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CTU», 3aWNUTHbIe GYHKUMM 0CcNabaeHbl KAPTOHHOCTBIO M 3BYKOMPOHMU-
LL@aeMOCTbIO CTEH. B «goMalHEM» NPOCTPAHCTBE KMHOCTYAUU B My/b-
Tounome «Punbm, dunom, GuabMm» 3aporKaaAOTCA Pa3fopbl, CNOPbI
W ncuxonornyeckoe HanpsaxeHue. A B «Jluce un 3ariue» Tak U Boob-
e NPOMCXOAMUT MOJIHasA yTpaTa JIMYHOrOo MPOCTPaHCTBa, Aoma. [lo-
JIM3KPAHHOCTb MOMOTaeT nepesaTb KOHGNMKTHOCTb CyLLEeCTBOBAHMA
NPWBATHOM, ACHO OYEPYEHHOW TEPPUTOPUN FrepoeB BO BparKAEOHOM
Mupe.

MonnsKpaH OKasblBAeTCA CNocobeH KaK MoAvYepKMBaTb 3HAUW-
MOCTb OTOBpaXKEHMA COBPEMEHHOCTM, AAXKe YNAbTPACOBPEMEHHOCTH,
TEXHWUYECKOro U COLMANbHOrO MpOrpecca, HapoXAalolweroca mera-
MOJIMCHOFO CTUAA KU3HW, «PabpUYHOro» NPOM3BOACTBA MCKYCCTBA,
TaK U OpPraHMYHO co4yeTaTbCA C GONbKAOPHBIMU, TPALULMOHHLIMU
dbopmamu. B «McTtopmm oaHOro npectynneHua» NosIMaKpaH Koppe-
CNoHAMpyeT ¢ popMaMm OKOH, ABepeW, NMPAMOYrOIbHUKAMNU KOMHAT
B MHOFOKBApPTUPHbIX gomax. B «®dunbm, dunbm, duabm» apdeKkTbl
NMOJIM3KPAHHOCTN BON/IOWAOT 06pa3 KMHONPOU3BOACTBA-MypPaBENHU-
Ka, «NogaHHoro B paspese». Y HoplTeliHa OHM CMBAOTCA BOEAMHO
¢ 06pasom M3byLKK, pa3NIMYHbIe YacTU KOTOPOWM CNOBHO He MOKMAa-
toT 6eHOro repos, a CONyTCTBYIOT eMy B BUAE BM3Ya/M3UPOBAHHbIX
3TanoB NoBecTBOBaHMA. B mynbTduabme TapacoBa «40M» O3HayaeT
BHYTPEHHUN MUp repoeB. C NOMOLLBIO NMOJIMIKPAHHOM 3CTETUKM OH
NPOTMBOMNOCTABAAET HEe TO/IbKO PeasibHOCTU CO3HaHMe-NOACO3HaHUe,
HO 1 BM3yannsumpyeT cneumdurKy BOCTIPUATUA KCBOMX» U KUYKUXY.

Kpome Toro, o4eBUAHO, YTO MOIMIKPAHHOCTb B AaHHbIX paboTax
YCUIMBAET AEKOPATMBHbIE U pPa3B/ieKaTe/ibHble CBOMCTBA BM3YyasibHOM
MaTepuu. 3a CHET «UIPbI» KALPOB MU OKOH AOCTUFAETCA HE TO/IbKO pac-
LUIMPEHME CMbICNIOBbIX KOHHOTALMI, HO M MOBbIWAETCA OPUTMHA/b-
HOCTb «KapTUHKM». OHa HepeaKo CTaHOBMUTCA YacTbto Masna, B KOTO-
POM MOMKeT BbITb MHTEPECHO Pa3bupaTbCsa He TONbKO B3POC/bIM, HO
W oetam.
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