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NOCTMOAEPHM3M KAK NPEAYYBCTBUE
B TEOPUUN «ABTOPCKOTO KMHO»

N PUNBMAX ®PAHLLY3CKOM

«HOBOW BO/THbI»"

AHHOTaumsA. B cTaTbe paccmaTpuBatOTCA KOHLENUMA «aBTOPCKOTO KUHO» U
MAEeNHO CBA3aHHAasA C Hell KMHOI3CTETUKA GPaHLLY3CKOM «HOBOM BOJIHbI» KaK
O4HWN U3 NPO/IOrOB U TEOPETUYECKMX OCHOBaAHWUI KMHemaTorpaduyeckoro
nocTmogepHusma. Mo MHeHUIo aBTopa CTaTbW, CYLLHOCTHbIM MOMEHTOM
KOHLENUUN aBTOPCKOTO KMHO, poauBLuelicsa B cepegnHe 1950-x rogos Ha
CTpaHMLAX XKypHana «Kaie Ato cMHema», ABAETCA OTPULAHWE SINTAPHO-
ro MOAEPHMUCTCKOrO KOHTEKCTA NMOHMMaHUA PEXUCCEPCKOW AeATeNbHOCTH
B KMHemaTorpade Kak TBopyecTBa Xy4OKHWKA € 60bloM 6yKBbl. MoyTtn
O4HOBPEMEHHO C aTaKoW Ha ONMO3ULMI0 MeXAY 3IMTAaPHOM U MacCcoBOM
KyNbTypamu, NpeanpuHATON OCHOBATeNAMM OUPMUHIEMCKOTO LEeHTpa
cultural studies 1 aHrN0-amepUKAHCKUMK KHOBbIMM IEBLIMUY, U BoNlee Yem
33 AeCATUNETUE A0 TOTo, KaK Pas/ivyHble BApUAHTbl MOCTCTPYKTypan3ma
BbIABUHY/IM CBOW Bepcun «cmepTu aBTopa», ®paHcya Tproddo, Bnepsbie
MCNO/Ib30BaBLUMI TEPMUH «aBTOPCKOE KMHO», U ApyrMe Monoable KUHO-

* HexkoTopble naeu, chopMyNnpoBaHHbIE B AaHHOW CTaTbe, Bblav nepBoHaYanbHo anpobuposaHsbl
B 6onee paHHeln nybanKaumm aBTopa 3TUX CTPoK. Cm.: PelidmaHr B.B. CTpyKTypa NpoTUB «CTPYK-
Typbi» (OAHA M3 BO3MONKHbIX MHTEpnpeTauuit dunbma X.-J1. logapa «Ha nocnegHem AbixaHum»)
// Kunoseadeckue 3anmckun. Ne 92/93. C. 359-373.
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KPUTUKK, NyBNMKOBaBLUMECA B KypHase «Kaiie Al cMHema, BCTYNWAKU B
CMOp C OCHOBATE/IEM U [MIaBHbIM PEAAKTOPOM 3TOro XypHana dunocodpom
KMHO AHApe Bba3eHOM, KOTOpbI OTCTanBa MOAEPHUCTCKYIO, MEPCOHAINCT-
CKO-3K3UCTEHLLMAIUCTCKYHO TOUKY 3PEHUA Ha TBOPYECTBO KMHOpEXMUCCcepa.
BaKHEWLWMM CoAepsKaTeIbHbIM aCMeKTOM 3TOro Cropa, U3BECTHOrO Kak
«Crop 0 “NnoanTrKe aBTopPoB” », BbIJI0 NAapPaLOKCaNbHOE COCYLLLECTBOBAHME
B NO3MLMKN ONMNOHEHTOB baseHa, C 04HOW CTOPOHbI, OTHOLEHUA K aBTOPY
B KMHO He KaK K CO3JaTeslto NMpou3BefeHns, a Kak K CyObeKTy LiesoCTHOM
TBOPYECKOM buorpadmm, B KOTOPON MMEIOT PaBHYIO LLEHHOCTb KaK yaauu,
TaK W HeyZauu; C Apyroli CTOPOHbI, BUAEHMWSA B KAYECTBE [MTaBHOM LLEEHHOCTH
aBTOPCKOro ¢uibMa coveTaHUs B HEM TOTO, YTO MOXHO Ha3BaTb Bepbasib-
HO-CMbIC/I0BOM BTOPUYHOCTbIO (}KaHPOBOCTbIO, LIUTAaTHOCTLIO), U TOTO, YTO
npeacTaBnseTcs beccmoicneHHolU BU3yanbHOCTbIO, BO3AENCTBYHOLLEN HE Ha
pasym, a Ha «Teno» 3puTens.

KnioueBble cnoBa: aBTOPCKOE KMHO, «CMepTb aBTopa», GppaHLy3CcKasa «HO-
Basf BOJIHA», MOAEPHMN3M, NMOCTMOAEPHM3M, NEPCOHANNZM, IK3UCTEHLMNA-
NIM3M, MPUCYTCTBUE, OTCYTCTBUE, UHCTUTYLIUA, KAHOH.

BORIS VIKTOROVICH REIFMAN

Russian State University for the Humanities,
Moscow, Russia;

ORCID: 0000-0003-1915-7609

e-mail: brejffman@yandex.rupl

POSTMODERNISM AS PRESENTIMENT

IN THE THEORY OF “AUTHORIAL CINEMA”
AND THE FILMS OF THE FRENCH

“NEW WAVE""

Annotation. The article examines the conception of “authorial cinema” and
the aesthetics of the French “new wave” of cinema notionally connected

“Some of the ideas formulated in this article were initially tried out in an earlier publication of
the author of these lines. See: Reifman, B.V. Struktura protiv “struktury” (odna iz vozmozhnykh
interpretatsiy fil’'ma zZh._L. Godara “Na poslednem dyhanii”) // Kinovedcheskie zapiski. No. 92/93.
pp. 359-373.
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with it, as some of the first prologues and theoretical foundations of
cinematographic postmodernism. In the opinion of the author of the
article, an essential moment of the conception of authorial cinema created
in the mid-1950s on the pages of the journal “Cahier de cinema” is the
negation of the elitist modernist context of understanding of producers’
activities in cinema as the work of the Artist with a capital letter. Almost
simultaneously with an attack on the opposition between elite and mass
culture undertaken by the founders of the Birmingham center for cultural
studies and the Anglo-American “new left,” and over a decade before
various variants of post-structuralism brought out their versions of the
“death of the author,” Francois Truffaut, who was the first to have made
use of the term “authorial cinema,” and other young cinema critics,
who published their articles in the journal “Cahier du cinema,” got into
an argument with this journal’s founder and editor-in-chief André Bazin,
who defended the modernist, personalist-existentialist point of view
about the cinema producer’s artistic activity. One of the most significant
content-based aspects of this argument, known as the “argument about
the ‘authors’ politics,” was the paradoxical coexistence within the position
of Bazin’s opponents: on the one hand, of the attitude toward the author
in cinema not as the creator of a work of art, but as a subject of an integral
artistic biography in which success and failure possess equal value; on
the other hand, of the view as the most crucial value of the authorial
film of the combination in it of what may be called the verbal-semantic
secondary quality (genre or quotation quality), and that which is perceived
as meaningless visual characteristics, affecting not the viewer’s reason, but
rather, his “body.”

Keywords: authorial cinema, “death of the author,” the French “new
wave,” modernism, postmodernism, personalism, existentialism, presence,
absence, institution, canon.

B cepeamnHe 1950-x Ha cTpaHuuax GpaHLy3CcKoro xypHana «Kave ato

CMHEeMa», IMaBHbIM PegaKkTOPOM KOTOPOTo B TO Bpems Bbl/l BblAatoLWMii-

ca dunocod KnHo AHape BaseH, pasBepHynacb NOAEMUKa, U3BECTHASA

Kak «Crnop o “nonutmke aBTopoB”». 3T0 6bln cnop mexay A. baseHom

n I'IY6I1MKOBaBUJMMMCF| B ero XypHane moaoabiMU KUHOKPUTUKaMWU,

CTaBWMMUN Yepe3 HECKO/IbKO 1eT TEMU KMHOpEXNccepamm, ¢ UMeHamMmun

KOTOPbIX CBA3aHO poXAaeHWe Te4eHUA, nonyymneLllero HassaHume «d)paH—

Ly3cKas “HoBan BosHA” ». Hauanack 3Ta nosiemuKa ¢ ony6anMKoBaHHOM B
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1954 roay ctatbn PpaHcya Tptoddo «O6 ogHOM TeHAEHUUN BO dpaH-
LLy3CKOM KMHO». MMeHHO B 3TOW CTaTbe BNepBble MOABUINCH MOHATUA
«aBTOP» B KMHO U «aBTOPCKOE KMHOY». [laHHOe ABNeHue paccmaTpuBa-
nocb Tptoddo Kak onnosmuma Tem 3anonoHnswmUm B 1950-e roap! dppaH-
Lly3CKMe 3KpaHbl GUabMaM, KOTOPblE OH MPOHUYHO Ha3blBa/l TO «KUHO
TPAAMLMOHHOIO KayecTBa», TO «MCUXONOTMYECKMM Peasin3mom» [Cm.:
1]. 3To «KMHO TPAAMLMOHHOIO KayecTBa», No mMHeHuto Tpodpdo, B TO
Bpemsa AOMWHUPOBABLUEE CPeAN BbiMycKaemMbix BO PpaHunn ¢puabmos
M MOMy4YMBLIEE YYTb MO3XEe elle OAHO Ha3BaHWMEe — «MNaMuMHO KUHOY,
6bI10 AN8 MONOAbIX KPUTUKOB U3 «Kalie Ato cMHema» CBUAETEIbCTBOM
TOrO, YTO 3HEPrmA «noatTmyeckoro peannsma» 1930-1940 rogos OKOHYa-
TeNbHO MCCAKNa. «MannMHOMY KMHO», NPU CO3aHMM KOTOPOro pexuccep
Obl/1 OTUYYXKAEH OT LE/IOCTHOrO TBOPYECKOro NpoLecca M 3aHMman no-
3MLMI0 OO4HOTO M3 3BEHLEB B LIEMOYKE KMHOMPOM3BOACTBA, KMHO «aBTO-
POB» NPOTMBOCTOANO KaK LLe/IOCTHOE TBOPYECTBO, B KOTOPOM «aBTOP»,
BO-MepBbIX, 6bl MOAHOBAACTHLIM U €AUHOIMYHBIM TBOPLLOM KaXKAoro
cBoero ¢punbma. Bo-BTOpbIX, «aBTOP» PAaCCMaTPMBACA HE TONbKO KaK
€034aTe/ib TOro UM MHOTO KOHKPETHOTo GUIbMa, HO KaK «JIMYHOCTHbIN»
CYOBEKT LLeNIOCTHOM TBOpYEecKon buorpadum, B KOTOPOW KarKapld U3
dnbMOB Bbi/1 Kak bbl YaCTbiO €4MHOro NPOM3BEAEHMA, CO34aBaBLLEroca
peXMccepom Ha NPOTAKEHUN BCEIN €ro KnsHu'.

B T0 ke Bpemsa AHape baseH Buaen B 04HO3HAYHOCTM TaKOTO LEN0CT-
Ho-6uorpaduyeckoro noaxoda K TBOPYECTBY PEKMCCEPOB-aBTOPOB He-
rMbKoe OTHOLWEHNE K KUHeMaTorpady M K UCKYCCTBY B LIE/IOM, CBA3AHHOE
C NpeanaHHOM YCTAaHOBKOM, KOTOpas 3apaHee onpeaenseT ntoboe «aBTop-

! KoHuenuma «aBTopcTBa», BCKOPEe Noc/e CBOEro POXKAEHUA MOAYYMBLLAA NOALEPKKY Y KUHOKPH-
TMKOB 1 MHOTUX KnHopexkunccepos B Espone n CLUA, rae ee rmaBHbIM cOO3HMKOM B 1960-e rogbl
ctan . Cappuc [2], y:Ke faBHO NEPEXMIa BpeMeHa CBOEro MaKCUManbHOTO BAVMAHUA Ha KUHOMPO-
uecc. OgHako 1 B XXI BeKe COLMOKYNbTYPHbIe GpaKTOPbl POXKAEHUA KNOAUTUKM aBTOPOBY» U CBA3AH-
HOW C Hell GppaHLLy3CKON «HOBOI BOHbI» OCTAIOTCA aKTyasIbHOM TEMOI KyNbTypPONOrMYeCcKnUX Uc-
cnefoBaHWI KMHO. B YacTHOCTH, B nepeBeAeHHOM HeaBHO Ha PYCCKUI A3bIK KHUre «HoBas BosHa.
MopTpeT monogocTu» ee asTop A. Ae bek paccmaTpusaeT BO3HUKHOBEHME HOBOMO KUHeMaTorpada
B0 ®paHumu B 1950-€ rofibl KaK BbIPAXKEHUE KHedyra MOMOAbIX», T.e. CNPOBOLMPOBABLLEN 0bLLe-
CTBEHHble CTpaxu Npobaembl 0CO60 MAEHTUYHOCTM GPaHLY3CKOWM MONOAEKM TOrO BpemeHH [3, c.
35-48]. NMo-npexkHemy BbI3bIBAOT UCCNEA0BATENBCKUI UHTEPEC U PUAOCODCKME OCHOBAHUA «aB-
TOPCKOW» Teopuu [cm., Hanpumep, 4; 5].
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CKOEe» Xy[0¥eCTBEHHOEe BbICKa3blBaHME KaK LieseBp U, TaKUM obpasom,
NIMLIAET NPOU3BEAEHMUA KAaK TOFO UM MHOTO PEXMCCEPa, TaK U Pas3/IMYHBbIX
PEeKMCCepoB, PaBHbIX KPUTEPUEB MX OLEHKW. B cTaTbe «O NoNUTUKe aBToO-
poB» baseH nucan, uyto «PpaHcya Tprodpo NOOUT UUTMPOBATL 3aMedaHmne
Hupogy “HeT HUKaKMX paboT, ecTb TONbKO aBTOPbI” — NosieMuyecKas Bbi-
XOAKa, KOTopas NpPeaCcTaBAAETCA MHe OrPaHUYEHHOW B CBOEM 3HAYEHUM...
Bo3mOXKHO, MMa BonbTepa 6osiee BayKHO, Hexenu ero bubauorpadus,
HO Tenepb ero “¢dunocodckuii cnoBapb” cumTaeTca 6asMcom BONLTEPOB-
CKOro ocTpoymus. Ho... B Yem Mbl JONMKHbI HAUTU NPUHLMNBLI U NpUmep?
B ero obunbHbIX M 3BEPCKMUX TEKCTAxX A/1A TeaTpa?.. A Kak HacyeT bomap-
we? JoMKHbI I Mbl 3arNSHYTbL B “MNpecTynHyto maTtb”?» [6].
MpeacTaBaAeTca, YTO HEraTUBHOE OTHOLLEHME K TOMY CMbIC/TY aBTOP-
CTBA, KOTOPbIV BKAAAbIBAAN B JA@HHOE MOHATUE MONOAbIE KNHOKPUTUKM
n3 «Kale gt cuHema, 6110 cneacTBMem onaceHua baseHa, 4To no-
JINTUKA aBTOPOB MOMKET NPUBECTU K CO3LaHUI0 MHCTUTYLMN aBTOPCTBA,
BMEHAOLWEN «aBTOPCKOMY KMHO» onpeesieHHble HopmaTuBHble ¢op-
Mbl. A 3TO, KaK OH nosaran, Hem3beXXHO AO/MKHO NMPUBECTU K TOMY, YTO
M3 npouecca co3gaHua puabmos ByaeT SAMMUHUPOBAHO TO, CBA3AHHOE
¢ dnnocodpckoi KoHuenumeln NoAANHHOCTU U NPUCYTCTBUA, MOHUMaHKeE
TBOPYECTBA, KOTOPOE, C Hallel, «3aBepLiatolen» baseHa TOUKM 3peHus,
ABNANOCH MOAEPHUCTCKMM BapMaHTOM HOBOEBPOMEWCKOro BUAEHUSA Ae-
ATeNbHOCTM XyAOXKHMKa ¢ 60/bluo byKBbl. baseH Kak byaTto npeasuaen
nepcnekTney nepexoga ¢eHomeHa aBTopcTBa U3 6aM3Koro emy duo-
cOdCKOro NEPCOHANUCTCKO-IK3UCTEHLMAIMCTCKOTO KOHTEKCTA, YTBEPXK-
[ABLLEro UCTUHY «MOAJIMHHOTO», «MPUCYTCTBYHOLLErO»? 6bITUA NEPCOHbI
XYAOXKHMKA, B COLLMONOTMYECKMIA KOHTEKCT, YIMYABLLMIA NOHATUA «aBTOp-
CKOrO MPUCYTCTBMA» U «aBTOPCKOM NOANMHHOCTUY» B JIOXKHOW NadocHO-
CTW, 32 KOTOPOI HUYEro He CTOWT, KPOME BJIAaCTU BbICOKOW CTaTyCHOCTM

2MOHATUA KMPUCYTCTBUAN U KMOLJUHHOCTU» B EPCOHAZIM3ME U TOM IK3UCTEHLMANN3ME, KOTOPbII
npeawecTsoBan ak3ucTeHumanusmy A, Kamto n .-l. CapTpa, 03HaualoT Hekui dyHaameHTab-
HbI OHTONOTUYECKUIA CMbIC/, KOTOPbI OTKPLIBAETCA IMYHOCTU, HAXOAALLEWCA B SK3UCTEHLMANb-
HOM COCTOAIHUM «BbICTaUBaAHWA Nepes CMepTbio», Kak onpeaesneHHan boituitHas dopma ee TBOp-
YecKoW u3Hu [cm., Hanpumep, 7, c. 133; 8, c. 96].
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HEKOW BHeLHeN (Mo OTHOLWIEHWMIO K aBTOpPY), 06YCN0BNEHHOM COLMaNbHO
(a2 He 3K3MCTEeHUMANbHO) XyA0XKECTBEHHOM GOPMbI.

Byayuiee nokasano NpaBOMepPHOCTb 3TMX onaceHuit baseHa. Mep-
COHA/IMCTCKO-3K3UCTEHLMAIUCTCKOE MOHMMAHME MUCTUHHOTO KUHema-
Torpadmyeckoro TBOPYECTBA M B LIEJIOM 3CTETMYECKOE ero NoHMMaHue,
AOMUHMpOBaBLee A0 KoHua 1960-x rogos 1 ewe akTyanbHoe B 1970-e,
OEeUCTBUTENBHO YCTYMWIO CBOM MO3MLMM COLMONOTMYECKONM TOYKe 3pe-
HUSA Ha «aBTOPCKOe KMHO». TakaA TOYKa 3peHuA ynpasgHana ocoboe
NONOMKEeHNEe «aBTOPCTBa», BMUCHIBAsA €ro B TOT PAL KMHOPEXMCCEPCKUX
NPaKTUK, KoTopbli B Hayane 1980-x Ctue Hun, npeactaBuTeb aHINoNA-
3blYHbIX cinema studies, Mccien0BaTeNbCKOrO HAMNPaB/EHUS, OPUEHTU-
poBaHHOIo 6a30BbIMW YCTAHOBKaMK BUpMUHTeMcKoro ueHTpa cultural
studies 1 «HOBbIX /IEBbIX», HA3BaN KUHCTUTYLMEN apT cMHema» [9] uau,
no BbipaxeHuto H. CaMyTMHOM, KKAHOHOM BE/IMKUX MMEH U 3HAUYUTE/b-
HbIX NpounsBeaeHuii» [10, c. 25, 26]. «KABTOPCTBO» C AAaHHOM COLMONOTU-
YeCKOM TOYKM 3peHUA POACTBEHHO eLle U KOHLENUUN KCMepTu aBTopay,
npuyem, Tol ee Bepcuu, KoTopas bbina o3BydyeHa M. ®yko B Aoknage
«YTO TaKoe aBTOP?», I4e roBOPUIOCh, YTO «B LMBUIM3ALMK, MOL0OHOW
Hallen, UMeeTcA HEKOTOPOE YMC/IO AMCKYPCOB, HaAeNeHHbIX GyHKUMeln
“aBTop”» [11]. U 3TM AMCKYypCbl CTanu 0bbEKTaMM MPUCBOEHUA, COb-
CTBEHHOCTbIO, KOTOPan HaAeNAeT BbICOKMM CTaTyCOM M UAE0N0TMUYECKOM
BN1ACTbIO TEX, KOMY OHa MPUHAANENKMNT.

Taknum obpasom, ABseHMe aBTOPCTBA B XYA0XKECTBEHHOM chepe ecTb
BO3HMKLLAA B npoLiecce 60pbbbl 3a BAACTb «PUKLMAY, PE3Y/bTAT KCI0XK-
HOW onepaLmu, KoTopas KOHCTPYMPYET HEKOoe pasyMHOe CyLecTBO»,
Ha3blBaemoe aBTOPOM. TaKOM KOHCTPYKUMKM NbITAlOTCA NpuAaaTh CTaTyc
peanbHOCTU, HaxoA4a B CAMOM UHAMBUAE HEKYIO INYBUHHYIO MHCTAHLMIO
[Tam »e]3.

3 31a oTpuLaeman dGyko aBTOpcKasn MyBUHHAA MHCTAHLMA KaK pas 1 COBMaZaeT c TeM CamMbiM nep-
COHA/IMCTCKO-IK3NUCTEHLMANMCTCKUM CMbIC/IOM MOHATUA MPUCYTCTBUED, O KOTOPOM pedb Y Hac
LA BbILIE U KOTOPbIN KaK «MCTOK TBOPYECTBa» 3aMeLLasnca NoCTCTPYKTypanucTamu u byayLivmm
NOCTMOAEPHMUCTaMM NOHATUAMM «MYCTOTbI» U KOTCYTCTBUA». B UMTUPYEeMOM AoKNaae «YTo Takoe
aBsTop?» YKo, B YaCTHOCTU, FOBOPUT, UYTO «MapKep nucaTtess Tenepb — 370 He bonee, yem cBOeo-
6pasue ero otcyTcTeua» [11].
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BoT u ans cultural studies aBTOpCcTBO B KMHO, €C/IM OHO NMOHMMAET-
CA CTATyCHO, T.e. LLeHHOCTHO-MePapXUYECKU, ABNAETCA, CKOPEee, 3HAKOM
asmopcmea — Tem, yto CTuB Hu xapaKTepusyeT Kak «cBoeobpasHbIit
6peHa, AN MApPKUPOBKU M MPoAaX¥kn KMHemaTorpaduyeckon npoayk-
unn» [9], cBUAETENbCTBYIOWMNN 06 aHTU-TONNIMBYACKON PEXMCCePCKoW
YCTaHOBKe.

3TOT MHCTUTYLMOHA/IbHbIM NOAXOA, K «aBTOPCKOMY KMHO» (€ro MoK-
HO Ha3BaTb M KOMMYHMKATMBHbIM NOAXOAOM), ABAAKOLWMUIACA B CEroa-
HALWHMX UCCNeAOBaHMAX KMHemaTtorpada OAHUM M3 AOMUHUPYIOLIMX,
oTpuuan 6a3eHOBCKUIA omeem HA 80MPOC «YMO MAKOe KUHO?»*, «no
YMO/IYaHWNIO» NOAPA3YMEBABLUMNIA HEKYIO aOCOMOMHYI0 3CMemuYecKyro
CYyWHOCMb uaema. TakMM 06pPa3oM apxam3nMpoBaNUCh MOHATUS IK3U-
CTEHLUMANbHOTO MPUCYTCTBUA U MOAJIMHHOCTM KaK PeXKmccepa-aBTopa,
TaK 1 ero 3putens. MogobHaa apxam3auns, CONPOBOKAABLUAACA Mapo-
AMPOBaHMEM PA3/IMYHOMO Poaa NAadOCHOCTU U KUHTENNEKTYaNbHOMN Bbl-
COK0/1060CTN», 03HaYaNa pPaAMnKabHbI OTKa3 OT C/I0MKMBLUETOCA elle BO
BpemeHa KuHoaBaHrapaa 1920-x oTHoweHua K duabMam, ucxogsuie-
ro M3 ONMNO3MLMU MeXAY KUHO 3/IMTapHbIM M KMHO MaccoBbim. MecTo
3TOM BbICTPAMBAOLLEN ONPeAe/IeHHYIO LEHHOCTHYO MepPapXMI0 OMMno3u-
UMK 3acTynan nonaraemblil ropaszo 6osiee AeMOKPATUYHBIM LLEEHHOCT-
HO-TOPM30HTa/IbHbIA MOAXOA, B OCHOBE KOTOPOrO /IEKMT, MO C/I0BaM
B. KypeHHOro, «noBOpPOT K MaccoBOM W MONYAAPHOW KyAbType, akUeHT
Ha AeMOHTaXe TPaAMLMOHHOMN nepapxnmn “BbICOKON” 1 “HU3KOMN” Kyb-
Typbi» [13, c. 28]. C 3TOl TOUYKM 3peHUs], aBTOP B KUHO — 3TO He XyOoK-
HWK, TBOPALLMUA NPON3BEAEHME UCKYCCTBA, HE MPUYACTHOE HU K KaKUM
«PaMOYHbIM» KOMMYHUKATUBHbIM NpPaKTUKaM, a npodeccMoHan, cos-
OAOLNA «MPOAYKT», KOTOPbIA MPUHAANEKUT TOMY UAN UHOMY KaHOHY,
KOMMYHUUMPYIOLLEMY C U3BMPaOWMMK €ro CoumManbHbIMU Fpynnamm.
B CLLUA Takoe M3meHeHMe B3rs4a Ha aBTOPCTBO B KMHO 6bia0 noaro-

4 Camoit M3BECTHOW M3 NEpeBeAEHHbIX Ha PYCCKMTA3bIR-paboToiA.-basera ABAeTcA COOPHUK
cTaTeit «4YTo Takoe KMHO?», B KOTOPOM aBTOP, KaK HaM NPeACTaBAAEeTCA, AaBas B AyXe XPUCTUAH-
CKOro NepcoHann3ma OTBeT Ha NOCTaB/IEHHbI UM BONPOC, NoApa3ymeBaeT UMEHHO abCoNtoTHYO
3CTETUYECKYIO CYLWHOCTb dunbma [12].
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TOBNEHO HEKOTOPbIMW TEKCTAMM, B KOTOPbIX PAaCCMaTPUBANIUCL NpeXxKae
BCero oblieTeopeTMyeckne npobiembl KyabTypbl BTOPOM MOJIOBUHbI
XX BeKa. B yacTHocTH, B BblweaLel B 1989 r. KHUre aMepMKaHCKOro co-
uunonora 3. Pocca «HuKakoro yBaxkeHus! MHTennekTyanbl u nonynapHas
Ky/nbTypa» [14] pa3obnavaercs mHeHue, byATO «OTHOLWEHWUE UHTE/NeK-
Tyana K NOnyAfapHOM Ky/lbType MOKET ObITb UCKIOUMTENIbHO PE3KO He-
raTmsHoe» [15, c. 7]. A amepUKaHCKUI KUHOKPUTKK . Po3eHbaym B U3-
AaHHon B 1997 r. KHUre «®unbMbl Kak NOAUTMKa» roBopuT o Mainse
[asuce, *KaH-JTtoke logape n Cbto3eH 30HTAr Kak 0 IMYHOCTAX, TBOpYe-
CTBO KOTOPbIX COOTBETCTBEHHO B My3blKe, KWHO M InTepaType npegonpe-
OENVUNo 3TOT MOBOPOT K MHTEpecy M NO3UTUBHOMY OTHOLLUEHWUIO K MO-
NyNAPHON M MaccoBol KynbType [16, c. 171-172]. Y70 *Ke KacaeTcs KaK
TaKkoBbIX cinema studies 1 61M3KON K HUM KUHOKPUTUKM, TO Hanbonee
HENPUMMUPUMO AaHTUINIUTAPHYHO MO3ULLMIO MO OTHOLLIEHUIO K aBTOPCTBY B
KMHO, ABASIOLLYHOCA, KaK Obl10 OTMEYEHO BblILLe, B Onpeae/ieHHOM CMbIC-
/le No3nuMelnt aHTUICTETUYECKON, OTCTauBaEeT TeyeHne, KOTopoe nocse
nyb6avkaumm 8 2009 roay ctaTtbm IHApPIO Tpalicn «BynbrapHoe aBTopcKoe
KMHO: ciy4ar Maiikna MaHHa» [17] nonyynno cooTBeTCTBYtOLEE HAa3Ba-
HUe «BY/brapHbIA aBTOPCKUIM KMHemaTorpad» [cm., Hanpumep, 18; 19].
B CEerogHALWHUX POCCUNCKUX MEXANCLUMNAMHAPHBIX UCCeA0BaHUAX
KMHO nogobHOe NOHMMaHMe KaBTOPCTBA» NOC/eA0BATENbHO BblPaXKeHO,
Hanpumep, B KHure A. Masnosa «MocTbligHoe yaoBonbcTene. Punocood-
CKME U COLMaNbHO-NONANTUYECKME MHTEPNPETALMM MACCOBOTO KMHEMA-
Torpada» [15] v ero e ctatbe «BynbrapHbiii aBTOPCKUIA KMHEemaTorpad»
[20], B Kacatowmxca KMHO MaTepuanax *ypHana «Jloroc», B YaCTHOCTH,
B TEX CTaTbsX, KOTOpble 6bln onybankosBaHbl B N2 6 (102) 3a 2014 rog,
NOCBALLEHHOM «TEOPUMN NIOXOro KMHO» [cm.: 21, c. 1-178].

OfHaKko, No moemy MHeHMUto, cama no cebe Bo3HMKLWaA B 1950-e
rofbl KOHLENUMA aBTOPCTBA, BOCMPUHATAA KAaK CBOEro pofa OPUEHTUP
MHOTMMW KMHOpEeXMccepaMm GpaHLy3CKON «HOBOW BOJIHbI», HE OTKa-
3blBaslacb B MOJIHOWM Mepe OT 3CTETMYECKOM abcontoTnsaumm aeateNbHo-

5 «TeopwmA NAOXOro KWHO» — Ha3BaHWe NepBOro pasaena yKkasaHHOro Homepa ypHana «Jloroc».
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CTM Xy[oXKHMKa. O6 3TOM KaK pas 1M CBUAETEIbCTBYET OTMEYEHHAA Bbllle
BarKHEMLIaA No3nLUMA AaHHON KOHUENUMM — BUAEHME pexuccepa-as-
TOpa Kak cybbeKTa LLe/IoCTHOM TBOopUYecKkon buorpadum, Kotopoe 6b110
BMMCAHO B 0OLWMI 418 MHOTUX PPaHLLY3CKUX PUNOCOPCKUX TEYEHUI TOTO
BPEMEHM KOHTEKCT HEOTYYKAEHHOIO TBOPYECTBA, HapacTatoLWwen TPeBo-
M No NoBoAy «CEPUNHOro NPOU3BOACTBA NUPUKK» [22, ¢c. 211], Haubo-
Nlee paZuKaNbHO BbipaxKeHHOW, Noxanyn, B «Obuwectse cnektakaa» r.
[ebopa. Tem He MeHee ayTEHTUYHAA KOHLLEMNUUA aBTOPCKOrO KMHO CTana
W Yrpo30oM ANA TaKoW 3CTeTUYeckon abcontotmsaumnn. «MonnuTnka asTo-
poB» aTakoBa/la UMEHHO MepPCOHANNCTCKO-3K3UCTEHLMNANUCTCKUIN BapK-
aHT NOHMMAHMSA TBOPYECTBA B KNHOUCKYCCTBE, MPUYEM, HE TO/IbKO B CUY
ee MnoHavyany MMNAULUTHON COOTHECEHHOCTU C COLMONOTMYECKUM UH-
CTUTYLLMOHA/IbHO-KOMMYHWUKATUBHbIM BUAEHMEM PEXKMCCEPCKMX MpaK-
TUK, POACTBEHHbIM, KaK OblN0 OTMEYEHO paHee, KOHLENUUM «KCMepTu
asTopa» M. ®yko. Poausiniics B cepeamHe 1950-x ayTEHTUYHbIN CMbICA
aBTOPCTBA B KMHO POACTBEH TOMY, OT/IMYatoemycsa oT Bepcumn Pyko,
BApMaHTy «CMEepTU aBTopa», KOTOPbIM Obin npeanoxeH B 1967 roay
P. BapTom 1 npegonpeaenmn Hekotopblie 6a3oBble YCTAHOBKM MOCTMO-
[L,EPHUCTCKOTO UCKYCCTBaA.

[Ons NposcHeHUs CBA3M TEOPUM aBTOPCKOTO KMHO C 3TOM, BTOPOM B
CTPYKTYpPe HalLero U3N0XKeHUa, a No BpeMeHM BO3HUKHOBEHUA — nep-
BOM KOHLEeNUMen «CMepTu aBTopa» NpMBeay UMUTaTy ele 13 04HOro Tek-
cta &. Tptoddo. B ctatbe «loBapa XoyKe. “/Inuo co wpamom” », HanucaH-
Ho B TOM e 1954 roay, uyto 1 «0O6 ogHOM TeHAeHUMM BO GpaHLy3CKOM
KMHO», YATaeM: «ITO MAJIO MOXOXKEe Ha UTepaTypy. 370, ObiTb MOMKET,
62MKe K TaHLY, K M033UM 1, KOHEYHO ¥Ke, 3TO KMHO» [23, c. 62]. Mpouu-
TUPOBaAHHbIE C/10BA YKa3bIBalOT Ha TO, YTO «aBTOPCTBOY» Y Tptoddo nmeet
OTHOLUEHME eLle U K HeKoemMy HeBepbHanmsmpyeMomy, YNCTO BU3YabHO-
My KayecTBy. ITO Ka4ecTBO, Ka3an0Cb bbl, POACTBEHHO «POTOreHUn» Jlyn
Jenntoka n ppaHLy3CKMX KWNHOMMMNPECCMOHMCTOB. OAHAKO OTMEYEHHOE
Tptoddo BM3yanbHOE Ka4eCcTBO COOTHOCUTCA He C GPaHLLY3CKMM KMHOUM-
NPeccMoHM3MOM, KUHOABAHIapAMCTCKUM TeYeHUEM, CyLLeCTBOBABLUMM
B nepsoli nonosmHe 1920-x, 1 BoobLLe He ¢ esponelickum art cinema, a
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C OMEPUKAHCKUM KUHO — B NpuBeaeHHol ¢pase peyb naeT ob ocoboit
BM3Yya/sbHOM KMHEMATOrpadUUHOCTU 20susydckozo dunbma I. Xoykca
«JInuo co wpamomy». Kak Mbl 3HaemM M3 NPOYMX BbiCKasbiBaHUN Tpropdo
M ero Konner — 6yaywmnx «HOBOBOJIHOBLLEBY, TAKYIO e He nepeBogu-
MYIO Ha A3blK C/I0B KMHemaTorpaduyHocTb, bonee 6aM3KyI0 K TaHUy M
Mo33unu, YeM K INTEPaAType, OHW BUAAT B KAapTUHAX U APYTrUX FrONANBYA-
CKUX BEJIMKUX «KPYTbIX NpodeccroHanos», Hanpumep, xoHa Popaa u
Anbdpena XunukoKa. «PotoreHus», byayym, cornacHo MHTepnpeTauum
M. AMNONbCKOrO, KKOHLLEHTPATOM... CMbIC/1a, KOTOPbIN He AoKeH dop-
MY/IMPOBATLCA B C/I0BAX, HO OCTaBaTbCA HE PaCLUMPPOBbIBAEMbIM CMbIC-
JIOM KU3HU» [24, c. 48], B TO Ke Bpems NOHMMaNacb KNHOMMNPECCUOHMN-
CTaMM KaK HeOTbEM/IEMbIV 8HYMPUKAOPO8bIl 3N1eMeHT bosiee C/I0XKHOM
uenoctHocton dopmbl dunbma.

LOpyrum anemeHTOM 3TOM LEeNOoCTHOCTU, Be3 KOTOPOro HeBO3MOMK-
HO 6bl710 Bbl MONHOLEHHOE 3KPaHHOE 3CTETUYECKOEe BO3AENCTBME Ha
3puTens, ABNAACA KMHOHAPPATMB, BbICTPOEHHbIA MOCPEeACTBOM MeX-
Kao0poso20 MOHTa)Ka B COOTBETCTBMM C MHBApPWAHTOM 6EeprcoHOBCKOro
MPPALMOHANbHOTO «MOTOKA CO3HaHWA». BM3yanbHoe e BO3AelCTBUE
aMepUKaHCKMX dUNbMOB, KoTopoe umen B Buay Tproddo, ¢ noaobHo
MOZEPHUCTCKOM TOUYKMU 3pEHUA HEe PacCMATPMBANOCh U HE MbICIUIOCH
KaK pe3y/nbTaT COCYLLECTBOBAHUA HEKOEro A0BepbanbHOro BU3yasbHOro
KayecTBa M3obpaxkeHns U HeKoW BepbanbHOM, XOTA U «MppaLMOHab-
HOW», MOBECTBOBATE/IbHOW CTPYKTypbl. Ta noBecTBoBaTe/ibHaA ¢popma,
KOTOpPOW 3TO M300pakeHWe NPUHALNEKMUT, BUAENACh MOJOAbIM KpU-
TMKam M3 «Kale glo cMHema» Kak BMOJIHE PAUyUOHA/bHAA HAHPO8as
KOHCMPYKUUs, UMeoLan OTHOLIEHWE He TO/IbKO K aBTOPCKOMY HEeOT-
YyKAEHHOMY 6bITUI0 XYA0MKHMKA, HO U K aBTOPCKOMY HEOTUYXAEHHOMY
yMeHuto npodeccnoHana.

daKkTopom TemaTM3auMM B aBTOPCKOM TEOPMM 3TOTO COYETaHMA B
dunbme HeBepbHanM3yeMoro B13yasibHOrO KauecTBa M *KaHPOBOW noBse-
CTBOBATE/IbHOW CTPYKTYPbl Obl/1Ia OTMEYEHHas Bblle TeHAEHUMs OTKasa
OT ONMO3ULMWU «3/IMTAPHOE-MaccoBOe», KoTopasa Bce bonee otyetnv-
BO MposBAAaacb nocse BTropolt MMpoBOM BOMHbI U K cepeamHe 1950-x
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npeogonena CTagumio CBOENn MMMAMULUTHOCTU. TBOpeL, NpousBeneHus
WCKYCCTBA, XYAOKHWK BMECTE C ero OHTONOMMYECKOM No3unumen meam-
YMa, KOTOPbIM «TOBOPWUT A3bIK», CTAHOBWUJICA, KaK y)Ke Obl/I0 CKaszaHo,
naocHo-KapuKaTypHou ¢urypoit. CamogocTaTouHOe BU3yasibHOE Kaye-
CTBO M HeMnpeTeHAyHLWan Ha CTaTyCc BOMJIOLWLEHHOro bbiTuiiHoro Cnosa
YKaHPOBOCTb, BO MHOTMX GpUIbMax GPaHLLy3CKOM KHOBOM BOJIHbI» ABNEH-
HaA 3KCMIMLUMTHO KaK onpeaeneHHbI KyNbTYPHbIN Kog, «Urpa B ¥KaHpo-
BOCTb», KaK pa3 M CTann ABYMSA UMOCTAaC MM TOrO «aBTOPCTBa», KOTOpoe
8 1954 rogy nmen B suay Tptoddo, 1 Tolh «CMepTn aBTOpa», KOTOPYIO B
1967 rogy noapasymesan bapr.

Takoro poza BM3yasibHYt CaMOAOCTaTOYHOCTb CeroaHa ob03HayvaoT
TepMuHOM «dunbmmdeckoe (filmic)», KoTopbld yKasbiBaeT Ha «crnew-
ndryeckoe KayecTso, NPUCYLLEE UCKAIOYUTENBHO GUABMY U YCKO/b3a-
tollee OT A3bIKOBOrO ONpPeAeneHUs... Ha CBA3b KMHeMaTorpaduyeckmnx
0b6pasoB ¢ Tesiom 3putens...» [25, c. 387]. «Teno 3putens» 34ecb Hyx-
HO, BEpOATHO, NOHMMaTb corlacHo M. Mepno-MoHTKn — Kak «dpeHome-
HOJIOTMYECKoe TeNo», HEeOCO3HAHHO A/1A KOHKPeTHOro Habatogatens
npucymcmayroujee B KaxKLOM 3pUTENBHOM MPOLLECCE UMEHHO KaK «py-
KOBOZAALLLEE» 3TUM MPOLLECCOM KOCHOBaHWe BUAEHUA». B Takom Ciyyae
BXOXAEHNE B 3TO GEHOMEHONOIMYECKOE TEI0 MOMKET OCYLLECTBUTLCA
TONBbKO B aKTe TPaAHCIPEeCCMBHOM yTpaTbl CBOEro A, Aapylowen, Kak nu-
wet Mepno-MoHTKH, «cnocobHOCTb BbITb BHE caMoro cebs, U3HYTPU yya-
CTBOBATb B apTUKyNaumMu bbitnax» [26, c. 248]. MepeBoasa 3TO «y4acTue B
apTURYNALMK BblTuA» Ha 6onee NPoO3anyecKuin A3blK OAHOMO U3 NepPBbIX
TEOPETUKOB OCHOBaHMUI 3puTenbHOro BocnpuAtTMA A. TunbaebpaHaa,
MOHO CKa3aTb, YTO BXOXKAEHNE B PEHOMEHOIOrMYECKOE TENO — 3TO Ne-
peMeLLeHMe TOYKM 3peHns B 061acTb BU3yasibHO-6ecco3HaTenbHoro, no-
rPaHNYHOE MECTO NMOTEHLMAIbHO-BO3MOXKHOW aKTUBM3aL MM «AKTOPOB,
Ha KOTOpPbIX OCHOBbIBAETCA Halle npeacTasneHune» [27, c. 20]. UmeHHO
TAKyl aKTMBM3aUMIO HAKTOPOB, Ha KOTOPbIX OCHOBbLIBAETCA Halla pe-
Yyegasa AeATENbHOCTb, MMeeT B BUAY, Ha3blBasd ee KCMepTbio aBTOpa»,
P. bapT, yTBEPXKAAMOLLNIN, YTO NMTEPATYPHOE «MUCbMO» — 3TO «Ta 06-
NacTb HeonpeaeneHHoCTM, HeOoO4HOPOAHOCTU W YKAOHYMBOCTU, rae
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TEpAITCA cnefbl Halel CyObeKTUBHOCTM, rae UcyesaeT BCAKaA caMo-
TOX/LECTBEHHOCTb, U B NEPBYI0 oYepesb TeNecHan TOXAECTBEHHOCTb NK-
wyuwiero» [28, c. 384].

Ho camoToKAeCTBEHHOCTb NULLYLLErO, KaK M CAMOTOMAECTBEHHOCTb
CHUMAIOLLETO KMHO, MCYE3at0T KaK HeKas NpeTeH3ns Ha CepbesHoe OT-
HOLLUEHWe K mpucymcmayowemy 6bITUIO U B NMpoLEecce NepMaHEeHTHOrO
MPOHUYECKOTO OMPOKUObIBAHUSA NIOBOIM pPeanbHOCTU B Ky/NbTYPHbIN Ko4,
B CEMMOTUYHOCTb 3TOM PeanbHOCTM UK, B APYTMX C/yYasX, B npouecce
npespaLeHns HepedeKTUBHON MACCKY/NbTOBOW YKaHPOBOCTU B «UTPY
B YKQHPOBOCTb». KaK 1 cTpemieHue K AOCTUKEHUIO KOUAbMUYECKOTO»
BO3ZEMNCTBUA, TaKad CKBO3HAA MPOHUYHOCTb MO OTHOLIEHMIO K /itob6oi
Cepbe3HOCTU ABAETCA YACTblO OOLEr0 ABUMKEHWUA OT CMbIC/IA, B HacT-
HOCTM, OT TaK Ha3blBaeMblX OONbLUIMX HAPPATUBOB, K Mesy, NoHMMae-
MOMY B [@HHOM C/ly4ae KaK eauHoe obo3HauyeHue BCex NpefesibHbiX,
NorpaHUYHbIX NPOSBNEHMI YyBCTBEHHOCTU. [IBUMKEHME 3TO, HAYaBLLeecs
B KMHematorpade ¢ ¢paHLy3CKON «HOBOW BOJIHbI», No cioBam A. Ap-
TIOX, CTAN0 06LEN ANA KOHTPKY/BTYPHbIX HACTpoeHM 1960-X NonbITKOM
«MpUAYMATb aNnbTepHaTUBHbIE CNOCobbl BbITUA, KOrga 3KCTa3s, CPOAHU
PennUrMo3HoOMy, OCTUFAETCA HE MOCPEeACTBOM MOJIMTBbI, @ NOCPEACTBOM
CEKCa, HAPKOTUKOB, MY3bIKM, KUHO U APYTrMX NPOBOAHMKOB MUCTUYECKO-
ro yysctsa» [29, c. 14].

CeroaHaAWHME UCCNe0BaTeNIM KUHO YACcTO MAEHTUOULMPYIOT OCHOB-
HOM NPWM3HAK aBTOPCTBA KaK coyeTaHue B puabMe Hannumna punbmmnye-
CKOFO KayecTBa M COOTBETCTBMA HAapPaTUBHOW CTPYKTYpbl duabMa onpe-
[eNeHHOMY KOMMYHWKaTMBHOMY KaHOHY. TakoW noaxoh oTanyaetca v
OT KOHTPKY/IbTYPHOrO, 1 OT NOCTMOAEPHUCTCKOTO C/IULLIKOM CEPbE3HbIM
OTHOLUEHMEM K KaHOHY, HO B TO K& Bpems ABAAETCS B ONpeaeneHHOM
CMbIC/IE UX MPOLOIKEHMEM U, TAKMM 06Pa3oM, HacaeayeT BO3HUKLLEN B
cepeanHe 1950-x aBTOPCKOM Teopuu.

OfHaKo co BpeMeH Npu3HaHuA HeBepbann3yemoro BU3yanbHOro Ka-
YyecTBa O4HMM U3 [NaBHbIX aTPMOYTOB HACTOALLErO KMHO, TBOPUMOTO Ha-
CTOALLUM, T.€. HE OTYYXKAEHHbBIM OT CBOEM KTe/IeCHOM» NOTrPaHUYHOCTMH,
aBTOPOM MUCCNea0BaHUA «PUAbMUYECKOrO» B GDUIbME IBOSHOLMOHMUPO-
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Ba/1M B HanpaB/AeHUM TaK Ha3blBAEMOW «MOCT-TEOPUNY», CNPOBOLMPOBaH-
HOW, B YacTHOCTH, dunocoduen KnHo XK. denesa. MNocT-Teopma HaxoguT
NCTOK «PUNBbMUYECKOTO» He B NMPOdECcCMOHANbHOM YMEHUW U TalaHTe
pexunccepa-aBTopa, a B «aBTOPCTBE» CaMOW BM3yaNbHOW NPUPOAbI Kak
LennynonaHo-nAeHoYHOro KMHO, TaK U CerogHsa B Nepeyto oyepesb Ho-
BblX, NpeXKae Bcero UMpposbiX Mmeamna. IToO 03HA4aeT, YTo BMEecTo no-
CTaB/IEHHOrO Koraa-To baseHoM BOMpPOCa «4YTO TaKOe KMHO?» CeroaHsLU-
HMEe aHAZIMTMKK Yallle BCEro 3aatoTcA BOMPOCOM O TOM, KaK 3TU HOBble
meana nepeodopMaAIOT «BCe Halu ycnosua socnpusatus» [30, c. 15].
[. PonoBuK, Mmes B BUAY M ObICTPOE BbITECHEHWE MJEHOYHOTO KMHO U3
MeAUAHOM 061acTu BM3yanbHbIX BO34ENCTBUI, «nepeodopMaAoLLMX»
HaLWW yCNOBMA BOCMPUATUA, M apXan3aLmio NpPexHero NOHMMaHUA Ku-
HOMCKYCCTBA U PEXKMCCEPCKOro aBTOPCTBA, YOEXKAEH B TOM, YTO camoe
COBPEMEHHOE M3 BCEX MCKYCCTB «BHE3AMHO OKa3a/10Cb aHTUKBAPMATOM»
[31, c. 29]. Kak nuwet H. CamyT1Ha O HOBOM UCC/1IeA0BaTE/IbCKOM UHTE-
pece K KMHO KaK K 3pesinLLy, CBA3aHHOMY C NPUHUMMNAIBHO Pa3HbIMU MO
CBOel nNpupoae TexHoNormyeckummn Gopmamm ero NPOn3BOACTBA, «U B
KMHOTeaTpe [lenesa, B KNHOTEaTPe KMHOAHTPOMOAOroB CErogHA MOryT
MOKa3blBaTb He TO/IbKO GUIbM, HO 1 ponKku U3 YouTube, poTorpadumm Ha
CKpuHceliBepe n mHoroe apyroe» [30, c. 15].

CoBpemeHHble TEOPUN HOBbIX MeamMa 1 NocT-duabma, anosoreTnye-
CKM UM aNOKaNMNTUYECKM TPAKTYA NPUPOAY BU3yasibHOTO BO3AENCTBUSA,
06yCNoBNEHHOTO UUGPOBLIMU TEXHONOTMAMM, B IIOOOM C/lyyae He noa-
BEPratoT COMHEHMIO TO, YTO «UNPPOBbIE U30OPAKEHUSA... UMEIOT MPUH-
UMMNNANbHO MHbIe OTHOLWEHMA C MUpOoM» [32, c. 202], HexKenn aHanoro-
Bble, &M, KaK CNefcTBUE, U3MEHSIOT KOTHUTUBHbBIN npouecc» [Tam e]
Hawero BocnpuATMA mupa. Mprumepom nepemeLLeHma UCTOPUN KMHOTe-
OPETMYECKUX KOHLEMUMUIN B TaKOM NOCT-TEOPETUYECKUIN KOHTEKCT ABNSA-
eTcAa KHura T. dnb3eccepa u M. XareHepa «Teopua KMHO. [nas, amoumu,
TeNo», B KOTOPOM pas3inyHble Uccien0BaTeIbCKMe TPAAULUM NpeacTaoT
KaK CEMb KOHLEMNLMIA OTHOLIEHUI MEXAY KMHO, BOCMPUATUEM U TENOM,
penpe3eHTMpyeMbix meTadopamm OKHA M PamMKK, ABeEPWU, 3epKana, ra-
33, KOXKM, OpraHa ciyxa u mosra. B nocnegHei rnase, NOCBALLEHHOW 3pun-
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Te/IbCKOMY OMbITY B LMPOBYIO 3MOXY, aBTOPbI 334at0T OCTatowmiics b6es
OTBETa BOMPOC: BO3BELLAET /IN NPaKTUKa abCoNOTHOrO A0CTyna K Lmd-
POBbIM TEXHO/IOMMAM, NO3BONAIOLLMM «CO34aBaTb MeAmMa C NoUTU TOM e
NIErKOCTbtO, YTO M NOTPEDBAATD UX... O HACTYNEHUM HOBOM 3pbl MeANMHOM
rPaMOTHOCTU... MAN Mbl UMeeM Aefio b C HOBOW... pOpMOIt noTpe-
6neHna?» [25, c. 362] lopa3go 6onee onpeaeneHHO-ONTUMUCTUYHYIO
MO3MLMIO MO OTHOLIEHWIO K Pa3HOOOPa3HbIM HOBbIM CPEACTBAaM KOMMY-
HWKaLMK NpeacTaBAfeT ApYyroe M3BeCTHOe «MNOCT-TEOPeTUYEeCcKoe» UC-
cnepoBaHue — KHura J1. MaHoBMua «f3bIK HOBbIX MeAuna», B NocaeHen
rnaBe KOTOPOM, Ha3blBaOWENCA «4TO TaKOe KMHO?», HE BbIPAXKEHO HU-
Kakoro 6ecrnoKkoiicTBa no NoBoAy HACTyNMBLLEN 3MOXM LUPPOBOro KUHO
[33, c. 348-389].

BepHemcs, 04HAKO, K CO3BYUYMIO «aBTOPCKOM» TEOPUN KOHLEMLMMU
«cmepTn aBTopa» P. bapTa. U HeBepbanusmpyemoe duabMmnyeckoe Bu-
3yaNbHOE KayecTBo, CBOMCTBEHHOE, No ®. Tptoddo, «aBTOPCKOMY KUHO»
KaK HeKas ero CyLwHOCTb, M UCYE3HOBEHME BCAKOW CAMOTOMAECTBEHHO-
CTV aBTOpa B NMUCbMe, MPEACTaBASETCA COOTBETCTBYIOWMM ELLE U TOMY,
yTto P. BapT Ha3Bas «MyHKTYMOM», KYKOJIOM», BO3AEMNCTBMEM Ha 3puTe-
N1f, KOTOpPOEe MCK/toYaeT NPaBOMEPHOCTb KaKUX-1Mbo MHTepnpeTaLuui,
Mbo «TO, YTO A MOry HasBaTb, He B CMNAX MeHs yKonoTb» [34, c. 80].
BTopoi e Mnoctacblo KMHemaTtorpadpuyeckoro aBTopcTea, HanoMmnHa-
IOLLLErO O KCMEPTU aBTOPa», KaK y¥Ke 6blI0 OTMEYEHO, CTasla BO MHOTUX
drNbMax «HOBOW BOJIHbI» fABIEHHAsA B HUX «UTPa B KaHPOBOCTb», KOTO-
pas 6bl1a 0g4HMM M3 BapuaHTOB bosiee 0bWEN CKAOHHOCTU K KyNbTyp-
HO-A3bIKOBOW BTOPUYHOCTM, B YaCTHOCTU, K LLUTAaTHOCTM. ITa CKAOHHOCTb,
AEeMOKpPaTUYECKN NPOTUBOCTOABLLAA IMTAPHOM UHTEHLUKN abCONOTHOM
OPUTMHANbHOCTM XYAOMHWKaA, Bblparkana CTpemiaeHue «HOBOBOJIHOB-
LEB» K OBHa)KEHWI0 Ky/NbTYPHO-A3bIKOBOM, KOMMYHUKATUBHOM, a He
OHTOJIOrMYEeCcKOM Npupoapl Ntoboin HappaTueHoi Gopmbl. Bnepsble B
NCTOPUM KMHO, ELLE He TOTa/IbHO, HO YKe U HECYYaMHO, aKT KUHEMATO-
rpaduyUecKoro BbICKa3biBaHMA NPEBPALLAETCA B TO, YTO, KaK nuweT bapT
0 NoaobHOM ABNEHUU B INTEPATypPe, KJANHIBUCTbI... UMEHYIOT nepdop-
MaTMBOM» TaKOM rnaronbHou GopMoi, KOTopas «He 3aK/toyaeT B cebe
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MHOTO COAEP*KaHWA... KPOME CaMoro 3Toro akTa» [28, c. 388]. Mpuuem,
3TO «HOBOBO/IHOBCKOE» «fl rOBOPHO», 06 BABAAIOLLEE, YTO Y BbICKa3blBa-
HUA HET HUKAKOro NpeaLIecTBYHOLLErO eMy aBTOPCKOro 3amblc/a, MPAMO
NPOTUBOMOJIOXKHO 3HAYEHUIO «fA MOry roBOpMTb», KOTOPOE yCTaMu U3-
6aBNAOLWEroCcs OT 3aMKaHMA Masibunka B Mposore puabma A. TapKOBCKO-
ro «3epKano» BbipakaeT naet obpereHHoro aBTopom Cnosa. BmecTe ¢
«fl roBopto» aBTOPOB GPaHLY3CKON «HOBOW BO/IHbI» BO PPaHLY3CKNIA 1
MMWPOBOW KMHemaTorpad npuxoasT LEHTOHbI, NACTULLK, CTUAU3ALMU U
CUMYAALMMN.

Takas TeHAEeHUMA NPOCTYNaeT y¥Ke B Tex AByX GMAbMaX, C KOTOPbIMM
B KMHOBEAEHUW MPUHATO CBA3bIBATb HEMOCPEACTBEHHYIO NPEAbICTOPUIO
dpaHLy3CKOM «HOBOW BO/IHbI». Peub naeT o KapTuHe «IysHT-KypT», CHA-
Tolt AHbec Bapga B 1955 roay, u ¢unbme aHa-Mbepa Menbsunsa «6o6
— MNPOXKUraTenb *}¥U3HM», co3gaHHom B 1956-m. A B KapTuHe KaHa-Jlto-
Ka logapa «Ha nocnegHem AbIXxaHUMY, ABAAIOLLENCA, KaK U3BECTHO, OA-
HUM 13 NepBbiX GUIbMOB KaK TaKoBOW (paHLy3CKON «HOBOM BO/IHbIY,
cerogHsliHee AMCTaHUMPOBaHHOE BOCNPUATME PACNO3HAET yXKe BNoJiHe
oyeBMAHbIE «BEAHUA M3 ByAyLLEro» NOCTCTPYKTYPANUCTCKMUX KOHLEMNUUIA
M NOCTMOAEPHUCTCKUX CTUNEI®,

Ons bonee otT4eTIMBOro 0603HaYEHUA HaLLel NO3MLUN UMEHHO 06
3TOM KapTuHe fogapa noroBopum noapobHee. «Y cBo6OAbI HET NCUXO-
JIOTMYECKOro MPOCTPAHCTBA; Ayla 3TO He TOo, YTo obpeTaelb BHYTPU
JINYHOCTU, OHA — TO, Yero MOMKHO AO0CTMYb, NNLLIb 0CBOBOAUBLUMUCL OT
BCEX /NINYHOCTHbIX “obonoyek”» [36, c. 232], — Tak BuAUT C. 30HTar
«PagMKaNbHYIO AYXOBHYI AOKTPUHY» GUNbMa «HKUTb CBOEN KU3HbHO»
.-/1. Topapa [Tam ke]. Takyto e maHepy bbiTb CBOOOAHbIM, AENCTBUA,
pOXKAatoLLMeca He U3 NPeaLecTBYOLWErO UM NCUXONOTMYECKOTO KHAU-
ynmaAx, a Kak 6bl U3 NMYCTOTbI, U3 «HUYTO», AEMOHCTPUPYET U NEPCOHaX

& O HECKONbKMX KOPOTKOMETPaXKHbIX dunbmax H.-/1. fogapa, HeNocpeACTBEHHO NPeALWecTBOBaB-
LUMX B €ro TBOPYECTBE BbllleALei Ha 3KpaHbl B 1960-m rogy KapTuHe «Ha nocnesHem AbixaHUm»,
npexgae Bcero o punbme «LLlapnotra u BepoHwuka, unv Becex napHeit 308yT MaTpuk», cM., Hanpu-
mep, B KHure B. BuHorpazosa «AHTMKMHemaTorpad XK.-/l. Togapa, unm “MepTseubl B oTnycke”»
[35, c. 12-16].
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«MNepBOI rofapoBCKOM KapTuHbl («Ha nocnegHem abixaHuu») Muenb
Myakap. He «HeuTO» npegonpeaensaeT ero NOCTynKKW, a NOCTYMKU ULLb
camu no cebe npeactasnaoT coboi «HeyTo». Bnpouem, «apyras onTu-
Ka», HaNMoOMWHasA 0 NpuUHUMNe AononaHuTenbHoctM H. bopa, 3actasnsaer
yBUAETb B noBeAeHMU lMyakapa MOCTOSHHYIO MOAK/OYEHHOCTb K TEM
WM MHBIM «KaHPOBbIM» KOHTEKCTAM: YroHAA MaluMHY, OH BbITNAAMT,
roBOPUT M AENCTBYET Kak repoit Xamopu borapTta us «ManbTUNCKOro co-
Kona» unm «KacabnaHku»; cuas 3a pynem, rPOMKO M KU3HEPaZOCTHO
MCNONHAEGT CBOM «a-na-nal» n «na-na-na!», ABHO NO3aMMCTBOBaHHbIE
13 penepTyapa YacTo BCTPEYAIOLLMXCA Ha CLLEHE, B KUHO U B }KMU3HU «one-
PEeTOYHbIX» HOAPAKOB; pearMpyeT Ha OBroHANWMIA €ro UAN CAULLKOM
MegNeHHO ABWNKYLIMIACA Brnepeay aBTOMOOMIb OTYET/IMBO afeKBaTHO,
TO eCTb B [lyXe OOPOXKHOM Wwodepckon dpaseonorum; cam ¢ coboi ob-
CY)K[aeT ALOCTOMHCTBA M HEAOCTATKM CTOALWMX Ha 060YMHE JOpOrK AeBy-
LLEK KaK NepPCOHaK, KOTOPbIN «HU OAHOM 10BKKU HEe MPONYCTUT».

MepeueHb TaKUX «XKaHPOBbIX» MPOABAEHUA B AEUCTBUAX repos
dunbMa He orpaHuuYMBaeTCs ABYMA-TPEMS 3MM304aMu, a COCTaBaseT
MHOKECTBO, npeacTasaaowee coboil «sce nosegeHue Myakapa». Tem
cambiM obpalllaeT Ha cebs Hawe BHUMMaAHME OYEBUAHbIN MapagoKC:
C OZHOW CTOPOHbI, MOCTYNKam Muwwens He NO3BOAAETCA NPEOA0AEBATL
Auccoumaumio, npruobperatb, MOMUMO MPOCTON CMENKHOCTU, elle He-
Kyto, udywyro om cybbeKmusHOCMU MepCcoHaM(d CEMAHTUYECKYHD K-
BMBA/NIEHTHOCTb, CTAHOBUTLCA CNEACTBMEM KAaKOW-HMOYAb «OCO3HAHHOM
HeobXxoAMMOCTU» UAK NoBOro APYroro 3aMKHYTOrO MCUXON0MMYECKOro
MPOCTPAHCTBA; C APYroi »Ke CTOPOHbI, noseseHue Myakapa NoCcToOAHHO
ACCOUMMPYETCA C TEMU AN MHBIMW «KAHPAMMU», @ 3HAUUT, UMEET HEKYHO
npeabICTOPUIO, YTO-TO eMy Npe/LecTBytoLLee.

MpeanonaraTb OTCYyTCTBME MCUMXOIOTMYECKOW NpeaonpeneneHHoCcT1
B gencteuax MNyakapa WM, 4TO TO e camoe — ero cBoboay OT «Bcex
JINYHOCTHBIX “060N04eK”», 3acTaBNAET Hac paemMeHmMapHOCMb 3TUX
nencteuin. GparmeHTapHOCTb KaK 3HaK He CYObeKTUBHO-NCUXON0rnye-
CKOrO CYLLECTBOBaHMA, a 3K3UCTEHLUMM aBTOpa M reposa bblia Kogmudu-
LUMpoBaHa B KMHemaTorpade 3K3UCTEHLMANIMUCTCKO-NEPCOHANUCTCKOro
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nepuogaa, BO BCAKOM Caydae — nocse uHTepnpeTtaumit A. baseHa atoro
KuHemaTorpada. Cnosa v gencteuma repos OblAn 3agunmMuYHel, T.e. 06-
pPa30BbIBa/IN HE HEKYIO NMOHATHYIO 3pUTE/0 NOC/eA0BaTeNbHOCTb, @ PAL,
[eNCTBMI, BHATHOCTb KOTOPOrO MOCTOSIHHO Paspyllanacb AUCKPETHbI-
MW OBHYAEHUAMU NOTUKK, YTO U c034aBano 3hdeKT pparmeHTapHOCTH.
B KomnneKce e 1 c 0coboro poaa 3naummMu4HOCMbIO HAPPAMU8d, Uay-
e HenocpeacTBEHHO OT aBTopa [cm.: 12, c. 267—277], 3TO yKasbiBano
Ha «yTBEPXKAEHWe onpeaeseHHOM MobanbHOCTU peanbHOro» [Tam Ke.
. 341]. Hocutenamm ee Bblan 3K3UCTEHLMANbHOE «fA» aBTOpa M 3K3U-
CTeHUManbHoe «f» repos, yacTo ABAsABlWeroca alterego aBTopa. 3Ta
«r106aNbHOCTb PEaNbHOro» Bbiparkasnacb B CMHTE3E NepesaHHOoro 3pu-
TeJIto Yepes NoCpeaCcTBO BHYTPUKALPOBOIO MOHTAXKa M ApYyrMx Npuemosn
MOCTPOEHUA Kajpa 3HAYEHUA Yucmasa (hpaKmMu4yHOCMb U NepefaHHoro
3pUTENO Yepe3 NOCPeACTBO MEXKKAZAPOBOro MoHTaxa (dopmbl Happa-
TWBA), 03HAYABLLErO IK3UCMEHYUAbHYIO YeaocmHocms CyObbbl 2epos.
Mpu 3TOM repoii nLb UHTYUTUBHO NPEeOoLLYLLan KaK HEKOe BOCMOMM-
HaHWe-annepLenuuio COBCTBEHHYO 3K3UCTEHLMANbHOCTb, T.e. LEenocT-
HocTb cBoel Cyabbbl, 1, No cnosam M. baxTlHa, CKazaHHbIM 0 NOAO06HOM
YKe INTEPATYPHOM repoe, OXBaTbIBAJICA «CO BCEX CTOPOH KaK KOJIbLIOM ...
3aBepLuaoLLMm co3HaHMeM aBTopa» [37, c. 97].

OpHako cnyyali [lyakapa WHOW: ero OTAeNbHble MOBEAEeHYEeCcKue
Le/IOCTHOCTU He KaxyTca dparmeHTamy BCMOMWHaemol (3aBepluae-
MoW) uenocTtHol Cyabbbl, V6O OHM BOCMPUHMMALOTCA KaK napoouliHbie
N abcypOHsbie, a 3TO HECOBMECTUMO C CEMAHTUKOM 3K3UCTEHUMaIbHO-
ro 3aBepleHua. PparmeHTapHOCTb 34eCb — CeACTBUE MPUYACTHOCTU
K pa3au4arowumMcsa NoBeAeHUYECKMM MPAKTUKAM, AAlOLLEel ollylleHue
MOJIHOTrO OTCYTCTBMA OBLLEro KOHTEKCTa AeNcTBMIM. OTCTpaHEHHAsA KaH-
POBOCTb AencTBuin Muwwens, cuTyaumsa HenpepbiBHOIO CMOIKHOBEHUSA
pa3sHbIX CUCTEM (MX MOXKHO Ha3BaTb M «A3bIKAMMY», U «3KaHPaAMM», U «MO-
BEAEHYECKUMM NPAKTUKAMM»), aKTyaanU3npyeT BOCNPUATUE UX MMEHHO
B KauyecTBe pPa3/IMYaOWMXCA CUMCTEM, 3acTaB/AeT BUAETb NosefeHue
repos KaKk yepezy BCe HOBbIX, 0OpbIBAOLLMX APYr APYra Ha nosaycsaose
NOBeAEHYECKMX YNOA0BNEHWNI: OH BbIMALUT U AEUACTBYET UMEHHO KaK
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repoit Xamopu borapta mam Kak npodeccuoHanbHbl JoH HyaH, unm
KOK y4aCTHUK BOKCepcKoro noeamHka v T.4. «OHTo/MOrMuYeckan» (CKo-
pee, B TOM CMbIC/1e, KOTOPbIM 06pa30Banca Kak AOKYMEHTA/IMCTCKasA UH-
TepnpeTtauusa 3K3UCTEHLMANMCTCKON OHTO/MOrMYHOCTM BaseHa) dopma
PeaNMCTUYHOCTM M306parkeHns 1 3ByKa — MoOKa OHa He nepebuBaeTca
BKpanaeHMAMM «aBTOPCKOro NPMUCYTCTBUA», O KOTOPbIX peyb y Hac Non-
OET HUXe, — noadynHAeT cebe 3TU NOCTOSHHO OOpPbIBAOLWMECA KKAKY,
W, TaKMMm 06pa3om, roBOps O KMHOMOBECTBOBaHMM, O TOM HappaTuse,
KOTOPbI He BbIXOAMT 3a Npeaesnbl CObbITUIA, TaK UM MHAYe CBA3AHHbIX
C WUCTopuen B3aMMOOTHOLLEHUI MNepcoHaxkei ¢uabma, Mbl OOKHbI
KOHCTaTMpOBaTb: B anue Muwena MNyakapa nepeg, Hamu npeacTaeT pe-
anbHbIl Yenosek, asasaowulica 00HospemMeHHO U Napoduyeckol AUYHO-
cmobio B ayxe onucaHHoro H0. TeiHAHOBbLIM rpada XBOCTOBA, M BAPUAHTOM
abcypdHoe20 2epos, KOTopoMmy, Nno ciioBam A. Kamio, « CBOMCTBEHHO HeBe-
pue B ryboKuii cmbica Belei. OH npoberaeT no HUM, cobupaeT yporkai
YKAPKUX U BOCXUTUTE/IbHbIX 06pa3oB, a MOTOM ero cxkuraeT» [38, c. 273].
Bnpouem, abcypaHbiit yenosek Muwenb MNyakap, KaxeTcs, AnweH
He TONbKO Bepbl, HO M HeBepwuA. OH He BOCCTAET NPOTUB «¥KeslaHUsA efuH-
CTBA ... TPebOBaHMA ACHOCTU U CBA3HOCTUY [TaM Ke] cBoel cyabbbl; Takoe
BOCCTaHMe, KaK Obl HU xoTen nsbexatb 3Toro Kamto, 6b1710 Obl yrKe ACHO-
CTbO M CBA3HOCTbIO, YEM-TO LiE/IbHbIM, KaKON-TO abCcypAnCTCKOM naeo-
JIoTMeit, Ha CoBax OTBEpPratoLLen Ty ALK Ye0BEYECKOM IK3UCTEHLMM,
KOTOpas BOCXOAMT K ryccepneBcKoi 1 6eprcoHoBCKOM MMMaHEHTHOM Na-
MATK, K XalgerrepoBckon namatu Cyabbbl B «ObITUM BpeMeHeEM», a Ha
Aene Nvb pagukanusylolwen aTy uaeto. NoseaeHune e Myakapa ewe
6onee paZMKanbHO: 3TO 0CO3HaBaeMblt Cu3ndoB Tpya, PasbuTbin Ha
Maccy He No03peBatoLLIMX O CYLLeCTBOBaHUM ApYr Apyra pparmeHToB.
Tekct dunbma logapa, TakuM 06pa3om, AaeT HaM OAHOBPEMEHHO
W napoamitHoe, 1 abcypamctckoe (B ayxe Kamio), o3Havaemble A1d WH-
TepnpeTaumMm AEeNCTBUIA repona: 3TU AeNCcTBUS dparmMeHTapHbl, 3HAYWUT,
BOCMPUHMMAIOTCA HAMU He KaK CyObeKTUBHO-NCUXO/IOTMYECKME, @ IK3U-
CTEHLMANbHbIE, MPUYEM, UMEHHO B Ayxe Kamtio, a He Xaihaerrepa, — Kak
3K3UCTEeHUMANbHbIE eNCTBUA MOCMOPOHHE20; HO OHW 3KE N }KaHPOBbI, T.€.
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BOCMPUHUMAIOTCA HaMU Kak obaadarowjue Hekoli ncuxosnozuveckol npe-
Obicmopueli, KaK npegonpeneneHHble bbIBLIMMK B ynoTpebaeHnm cucrte-
MaMM YC/IOBHOCTEM U OT 3TOM CBOEI BTOPUYHOCTM — KaK MNapoauiiHble.

ABNAETCA M 3TO NPOTUBOPEYME MENKAY NMCUXONOTMUYHOCTbIO U Hen-
CUXONOTMYHOCTbLIO (B YNTOMAHYTOM Bbille CMbIcie CBObOAbI OT BCEX INY-
HOCTHbIX 060/104€EK) OAHUX U TEX XKe AeNCTBUI repos NPOTUBOPEYMEM He
TOJIbKO A/151 HalLero BoCnpuATUA Guabma, HO U st ero aemopa?

O peanbHOCTU TaKOW COOTHECEHHOCTWM Hallero BOCMPUATMA U 3a-
MbIC/N1a pexkuccepa Mbl, NO-BUAMMOMY, MO Bbl TOBOPUTL, eciu Bbl,
BO-MEpBbIX, B COBPEMEHHOM CO34aHUI0 KapTUHbI MHGOPMALMOHHOW aT-
Mmocdepe Hawenca AUCKYpPc, KOTopbli Bbl CHUMaN 3TO NPOTMBOPEYME;
BO-BTOPbIX, €C/IM Obl B CTATbsIX M MHTEPBbIO camoro fogapa Hawauch
CXOAHbIE C 3TUM AUCKYPCOM KOMMEHTAPUMU.

MmeHHO B 1950-€ rogbl, T.e. BO BpEMEHA, HENOCPeACTBEHHO Npea-
LIeCTBOBaBLUME BO3HWKHOBEHMIO «HOBOW BOJIHbI», Pa3/IMyHble Hayuy-
HO-TYMaHUTapHble, KPUTUYECKME U XYAOXKECTBEHHbIE MPAKTUKU dpaH-
Ly3CKOM KY/IbTYPHOM KM3HM HauyMHAOT UCMbITbIBATb BCEBO3pacCTatloLLee
BANSAHME MAEWN CTPYKTYPHOro ncuxoaHanusa K. JlakaHa. BbicTpamBas
CBOIO BEPCUI0 «CBEPX-A» («CMMBOIMYECKOrO 6ecco3HaTeNbHOoro»), no
aHaNorMM C COCCIOPOBCKOM JIMHIBUCTUYECKOM MOZE/Ibi0 eCTECTBEHHOIO
A3blKa, JTakaH 0TAaN BCe PayUOHAIbHOE B STOM CUMBOIMYECKOM beccos-
HaTe/IbHOM CUCTEME AeTEPMUHUPOBAHHbLIX BMHAPHBIMKU ONMNO3ULUAMU
«mudonornyeckmx», no K. /leBn-CTpocy, CMbICN0BbIX CTPYKTYP, «O03Hava-
€MbIX», a BCe 00-payUOHAAbHOE — He 06Pa3yHOLLMM C KO3HAYAEMbIMMU»
YCTOMYMBbIX CBA3EWN M CTPYKTYPHbIX CMbIC/IOBbIX €4MHCTB, CNef0oBaTe b-
HO, «beccmbICneHHbIM» 8 camux cebe, hpazmeHmMapHo-UUMamMHbsiM
«03Hayarouwum». NocneaHNMm U eaUHCTBEHHbIM B Ye/I0BEKE NPUCTaHU-
wem 6biTma (bora unm «bora»), OTAMYHOrO OT NtOBbIX POXKAAOLWMXCA B
npouecce obpeTeHUs NAEHTUYHOCTU «BOOBpaXKaeMbIx» 06bEKTUBALMIM
CyObEKTUBHOCTM, ABAAETCA, Mo J1akaHy, Kak pa3 ¢paemeHmapHo-yu-
mamHbili  00-pAyUOHANBbHO-CMbIC/10800 YpoBeHb bec-Co3HATeNbHOrO,
aunckypc Apyroro. Ha atom 6bITUMHOM ypoBHe GYHKUMOHUPYET OAHO-
BPEMEHHO efIMHbIA U MHOMECTBEHHbIN «BHYTPEHHUI NOTYCTOPOHHUIA»
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[39, c. 225], ocywwecTBAAKOWMNMK, KaK NULLET, UHTepnpeTupys JlakaHa
Y. DKO, KKOMOUHATOPUKY cueneHnsa o3Havatowmx» [40, c. 336]. «Tot
$aKT, UTo roBoPAT, ocTaeTca 3abbiTbiM 32 TeM, YTO roBoputca» [41, c.
233], — HeoAgHOKpaTHO MOBTOPAA JlaKaH B CBOWX JIEKUMAX U CTaTbAX,
“Mmes B BUAY NEPBOCTENEHHYIO 3HAYMMOCTb M HEY/IOBUMOCTb 3TOMO AMC-
Kypca [pyroro, ToM peyn «BHYTPEHHEro MoTYCTOPOHHEro», BO3MOX-
HOCTb HEMOCPEACTBEHHOIO 03BYYaHMA KOTOPOW, MO €ro MHEHWIO, AaHa,
pa3Be 4To, bpeay 6e3ymua UaM TBOPUYECKOMY aKTy.

JTa NakaHOBCKaa WHTepnpeTtauusa beccosHaTesNbHOro npegonpeae-
JIMNa yXe HeOAHOKPATHO YNOMWHABLLMICA B AaHHOWM CTaTbe NMOBOPOT OT
9K3UCTEHLMANUCTCKOTO U PEIUTMO3HO-NEPCOHANUCTCKOTO «MPUCYTCTBUAY,
«HaUBHOrO ybexkaeHus, byaTo cybbeKT npeactaBaser coboit Hekyto “non-
HoTy”» [42, c. 366], K nadocy OHTO/NIOrMYECKOW «MyCTOTbI», TPAKTOBAB-
Lenca KaK MOTOK «aHOHUMHbIX, HEY/IOBUMbIX... LMTaT 6e3 KaBbluek» [43,
. 418]. TBOPYECTBO M/IN IK3UCTEHLMA — KaK B UCKYCCTBE, TaK U B KU3HU
BooOLLe, T.e. M aBTOPa, M ero repos, — CTaHOBW/IOCb HE HEKOI MppaLmo-
Ha/NIbHOM, HO BCE-TakM CMbIC/I006pasyloLLei AeATeNbHOCTbIO «fA», a npo-
ABNeHnemM DECKOHEYHOTO MHOMKECTBEHHOTO [lpyroro, TOTaibHbIM «LUTH-
poOBaHWeM»: «fl BCeraa COXpaHaa BKYC K UMTaTaM... A MOKa3bIBAIO Nt0LeN,
KOTOpble LUTUPYIOT... B NPUroTOB/IEHHbIE MaTepuanbl K GuUabMy A BHOLLY
KaKyto-HMbyab Pppa3y [oCTOEBCKOro, eC/IM OHa MHe Hpasutca» [44, c. 66].

B aTom pparmeHTe MHTEPBbLIO, AaHHOrO fogapom B 1962 roay, npopu-
COBbIBAOTCA KOHTYPbI TAKOTO YUMAMHO20 NOoAX0Aa K TBOPYECTBY, NpuU-
yeM, «peanbHbli aBTOP» 34eCb — TO aBTOPCKOE «fA», KAKMM ero oco3Ha-
eT cam [ofap, coeguHAET ABYX MHOXKECTBEHHbIX [ pyrmx «BO MHE»: O4MH
MHOeCTBEHHbIV Opyroi npeactaBaseT COCTOAWMNA U3 KUHOA3bIKOBbIX
yumam 6e3 Kagbl4eK MeKcm camoao peasbHOo20 a8mopd, XOTeBLUErOo,
Mo ero C/10BaM, KOTTOJIKHYTbCA OT TPAANLMOHHOW UCTOPUN N NEPECHATD,
HO COBEpLLEHHO MHaye, BCE TO KMHO, KOTOPOE Y¥Ke Bbl/I0 CHATO... CO34aTb
BneyvatsieHme, byATo BbipasnTe/ibHblE CPEACTBA KMHO TOIbKO YTO OTKPbI-
Tbl UM AaTb UX OLLYTUTb Kak HeJaBHO HalAeHHble» [Tam Ke]; BTopol
MHOECTBEHHbI [Jpyroi — 3To NoBeAeHYEeCKMEe «LUTaTbl 6e3 KaBblYeK»
repos («... A NOKa3blBato Nt0AEN, KOTOPbIE LUTUPYIOTY).
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Tenepb, BO3BPALLAACL K aHanM3y nosegeHunA lNyakapa, Mmbl MOXKeM
yeTye M raBHoe — C bonbliel Bepon B TO, YTO yragaH oauH U3 aBTOp-
CKMX 3aMbIC/10B, 0603HAUYUTb BaXKHbIW A1 HAC KOHTEKCT: coeAMHEHNEM
YKaHPOBOCTU U PpParMeHTapHOCTU UAW, NO-APYroMy — MapoAUMHOCTK
M abcypAHOCTY, T.e. MPOTUBOPEUYMEM MEXKAY MCUXO/OrMYecKon npeao-
npeaeneHHOCTbIO M CMOHTAHHOCTbIO B AekcTBMAX Muwena 3aaBndaeT o
cebe 3TOT caMblii MHOKECTBEHHbIN. [lpyron — HenpepbIBHO TBOPALLUA
HeobpemeHeHHble CTPYKTYPHbIM CMbIC/IOBbIM €AMHCTBOM «LMUTaTbl 6e3
KaBblyek». [o-BuAMMOMY, afeKBaTHOE BOCMPUATME 3TOrO NOBECTBOBA-
HUA OO/IKHO BbIIBUTb, YTO B NCUXMKe lNyaKkapa Kak PyKOBOACTBO K €ro
oyepenHOMY TOMY UM APYTOMY AEACTBMIO HE BOCMPOU3BOAATCA «KaH-
pbI» LEeANKOM, He GYHKUMOHUPYIOT KaKMe-TO LEeNOCTHbIE KTOPU3OHTBIY,
HO aKTya/IM3MPYOTCA MMEHHO paBHble cammm cebe, To ecTb beccmbic-
fIEHHble ppazMeHMbl HAHPOB8, KOTOPbIe, OYEBUAHO, UMes B BUAY WX
[,03HAKOBOCTb, AOMHGOPMATUBHOCTb, B YNCTOM BUAE rpadUYecKyto AB-
NIEHHOCTb CO3HAHMIO repos, MOXKHO COMOCTAaBUTb HE TONbKO C «LUTaTamMm
6e3 KaBbluek» P. bapTa, HO U C AeppPUAMAHCKUMU «cnedamu». Poxae-
HUe 3TUX HOBbIX pParMeHTOB, KOTOPbIe « /1A cebs» U He GparmeHThl, a B
LLe/IOCTHOCTU BCErga OnepeXKaeT POXKAEHME UX CMbIC/IOB, UX KAHPOBbIX
03Havyaemblix. [yakap, C10BHO BbIXBaTbiBaA M3 KaKUX-TO NPOJieTaoLmnX
MUMO KHUXKEK MU GUAbMOB LMTaTbl, HEMPEPBIBHO KMULLIET» YTO-TO HO-
BO€: TO, BECENI0 BCTAaBAAA NOABEPHYBLUYHOCA LUTATY U3 KOZEKCA «KOMNpo-
BEPXKEHMMN KypTyasHbIX NPaBuI», NPOCTO NpeasaraeT reponHe ¢puabma
nepecnaTtb C HUM, TO B HEOXKUOAHHOM KaHpe «dparmeHTa M3 AeTeKTU-
Ba» 0bCyXXAaeT c Kem-To No TefiepoHy He OYeHb MOHATHbIE AEHEXKHblEe
Oena, To BAPYr rpMmacHuUYaeT, ob6bACHAS TaKMM BOT MepPBbIM MOMaB-
LWMMCS Nog, PyKYy cnocobom, YTO O3HAYaeT CN0BO «AyTbca». Takyto 06-
Pa30BaHHYO M3 TPexX «NyCTbIX» MUMUYECKMX COCTOSHUIA AnLa rpumacy
MOXHO MHTEPNPETMPOBATb KaK «UMTaTy» ANa byayLmnx npoekToB HKaka
Jeppuaa: ntoboe BM3yanbHOE HEYTO — 3TO MPENKIE BCErO OHO CAMO.

MopobHoe pacTBOpeHUe NCMXONOrMYecKoro «A» Bo pparmeHTapHbIX
«ronocax gpyrnx» — Ta KOHHOTaLMA, KoTopaa CHUMaeT NpoTueopeymne
B noBeaeHuun MNyakapa. Ecnum e paccmaTpmBaTb KapTuHY fogapa B KOH-
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TEKCTe 3asB/IEHHOW HaMK TeMbI, coeAUHEHNe abCcypaHOCTU U NapoaUit-
HOCTM B OENCTBUAX repos HECOMHEHHO YKa3bIBaeT Ha TO, YTO AaHHbIN
dunbm, 6yayum og4HUM 13 rNaBHbIX NPOU3BEAEHN NPOCYLLLECTBOBABLLEN
B YMCTOM BUAE /INLLb HECKO/IbKO /1IeT GPaHLYy3CKOWM «HOBOM BOJIHbI», AB-
NAeTcsa NpeaBecTHMKOM NOCTMOAEPHUCTCKOM 3CTeTUKM. KapTuHa, cHATan
B TO e Bpems, Koraa yTBepsKaanacb «Nno/uT1UKa aBTOPOBY», OTYETIIMBO
NPOACHAET TOT NepPexoAHbli MOMEHT U B UCTOPUMN KUHO, U B UCTOPUM
MCKYCCTBA B LLe/IOM, KOrAa co34aTtesib nponsseneHns obnagaer, MOXKHO
CKa3aTb, NapafoKcaNbHOW MAEHTUUYHOCTbI. C O4HOM CTOPOHbI, OH BUANUT
ceba ewe Kak aBTopa abCcoNOTHO OPUTMHANBHOIO MPOM3BEAEHMUSA, KO-
TOPbIN NOA/IMHHO CYLLECTBYET B NPOLLEeCCe CBOEro TBOPYECTBa, C ApPYroi
CTOPOHbI, €ro BUAeHNe ceba yKe HECOMHEHHO NPMUYACTHO K KOMMYHUKa-
TUBHbIM U BU3Ya/JIMCTCKMM KOHTEKCTAM «CMEPTM aBTOpa».
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THE PAINTINGS OF ILYA GLAZUNOV
THROUGH THE PRISM

OF THE METHODOLOGIES

OF SERGEI EISENSTEIN AND LEV VYGOTSKY®

Abstract. In the present article the attempt is made for the first time to
apply the methodologies of Sergei Eisenstein and Lev Vygostsky to analysis
of the paintings of llya Glazunov as well as some of his contemporaries. The
attention of the researcher is focused on the phenomenon of the character
suite discovered by Einsenstein in drawings as “pure motion of the run of
montage thought.” The present phenomenon was focused on disclosing
one and the same emotion in its various gradations. Its versatile discovery
is also aided by analysis of the other principles of movie montage the
manifestation of which is revealed by the author of the article in painting
as well: the parallel, associative and intellectual. For the aim of revealing
the essence of the examined works of pictorial art the article makes use
of a method, correlating with Eisenstein’s, formulated by Soviet scientist
Lev Vygotsky, who researched in literature the psychology of inner conflict
of images on the basis of the contrariety of the plot and the storyline.
The convergence of the mentioned intellectual paths of learning about
the paintings of Glazunov and his contemporaries creates the possibility
of systematic perfection of “multiple-point entering” into the artistic

" Translated by Dr. Anton Rovner
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image, which makes it possible to elucidate the meaning of the authorial
conceptions in pictorial art, including those paintings by Glazunov which by
their worldview content and image-related compositional solution arouse
impassioned critical reactions.

Keywords: Sergei Eisenstein, Lev Vygotsky, llya Glazunov, character suite,
parallel, associative and intellectual montage, method, portrait, plot and
storyline, the psychology of art, artistic images, the tragic in cinema and
painting.

PART |

METHOD OF RESEARCH

In contemporary Russian paintings it is hardly possible to indicate
at another such artist as llya Glazunov (1930-2017) who would arouse
so many arguments. E. Skorobogacheva considers Glazunov to be the
creator of a new genre—the “worldview painting,” which include
his many-figured large-scale canvases “Eternal Russia” (“A Hundred
Centuries”), “The 20th Century Mystery,” “The Debacle of the Cathedral
on Easter Night,” and “De-Kulakization.” In her opinion, “the historical-
philosophical image of Russia created by llya Glazunov is at once simple
and complex. It is simple since it is close and self-explanatory to each
person. It is complex, because it reflects the entire depth of historical
processes, their philosophical and religious content, the entwinements
and contrasts of epochs, events and personalities of the past and
present” [1].

Other characterizations of the oeuvres of this artist demonstrate
a predominance of negative evaluations. V. Zvonov is convinced that
“Glazunov secured for himself several qualities which made it possible
for specialists to pertain him confidently to the phenomenon of kitsch.
The style is syrupy, the imagery is artificially sugar-coated, decorated;
identical large eyes; a large number of compilations of other artists’
canvases and photographs; an abundance of primitive, easily interpreted
political or ideological allegories, easily slipping down into poster quality;
an obsession with giant-sized canvases of allegorical characters with the
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simultaneous inability to draw up a many-figured composition, which
turns into a potpourri; a demonstrative rejection—of fulfilling plastic and
pictorial goals—in general, a bombastic ideological mishmash, which,
obviously, is perceived more easily by the inexperienced consciousness
that Bracques, Kandinsky, Dali, Filonov or Falk” [2].

As for Glazunov’s ideas, according to A. Shayevich, they appear as
“a triumphant imperial attitude, nationalism, a hatred toward liberalism,
a genuine conviction that we have all been abused, and so we have
the right for revenge, a perception of history as a set of evil fairy tales
created to the terror of the enemies—all of this became the ideology
predominant today” [cit. from: 3]. In such contradictory evaluations of
Glazunov’s legacy, the following questions arise:

—is he really a creator of a new genre in painting?

—did he really reflect in his mysteries the entire depth of the
historical processes and their philosophical-religious content, or do his
paintings present the official slogan ideology, in which disparate images
are mixed together?

To answer these questions, let us remind ourselves that Glazunov
himself called one of his paintings the “Mystery of the 20th Century” and
disclosed his understanding of its genre as “an ordinance, a sacrament”
[4]. On the basis thereof it may be presumed that the other, later many-
figured canvases of his were created in the traditions of mysteries
characteristic of Russian art of the first third of the previous century. The
revival of this medieval genre, initially based on religious motives, took
place in Russia at the turn of the 19th and 20th centuries as the result of
world cataclysms and as a reaction to the danger of the approach of “the
end of the world.” The mystery quality became a way of perception of
the world in literature (Vladimir Mayakovsky, Alexander Blok), pictorial
art (Lev Bakst, Mikolajus Konstantinas Ciurlionis) and music (Alexander
Scriabin). In the case of one of Glazunov’s favorite painters Mikhail
Nesterov idiosyncratic mysteries were presented by canvases depicting
a multitude of characters: “Holy Rus” (State Russian Museum, 1902) and
“In Rus (The Soul of the People)” (State Tretyakov Gallery, 1914-1916).
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The composition of the first painting is built as the correlation of
several groups of protagonists. To the left there are figures of saints with
the standing Christ standing, carried out in the manner of icons.

The characters in the central section of the painting recreate the
image of the people who come to Jesus with their grievances. To the
right a group of women stands conspicuous, the outermost of which
(their prototypes were served by the artist’s mother and sister) support
an ailing girl with their hands. There are wandering nuns standing behind
them. And in the background there are boundless winter expanses of the
Solovki Archipelago (where the painting was created) symbolizing the
images of Orthodox Christian Rus.

Figure 1a.
Mikhail Nesterov. Holy Rus?

At the basis of Nesterov’s second painting is the theme of the schism
of Rus, which, nonetheless, gathered together in one Cross Procession
outstanding Russian writers and thinkers (Leo Tolstoy and Feodor

! The source of the image—see: URL: http://rusmuseum.ru/collections/painting-of-the-second-
half-of-the-xix-century-beginning-of-xxi-century/artworks/svyataya-rus/#rmPhoto/0/.
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Dostoyevsky), the Tsar and the Patriarch, representatives of the people,
among which at the fore stands a blind soldier and a Sister of Charity,
and at the background, a holy fool allotted among the people with the
gift of prophecy. Despite the fact that each one of them is endowed with
his own path towards God, all of them move in one direction. In front is
an adolescent, a youth, as a symbol of the pure soul of the people. At the
same time, the center of the composition is the icon of the Holy Savior
Not Made by the Hands, the blackened color of which foretells many
upheavals [see: 5].

Figure 1b.
Mikhail Nesterov. In Rus (The Soul of the People)?

Paradoxically, Nesterov’s paintings, on the one hand, and Glazunov’s,
on the other hand, have something in common with yet another many-
figured painting—“The Visages of the World” (Prague National Gallery,
1929-1931). It was created at the end of the first third of the 20th century
by avant-garde painter Boris Grigoriev (1886-1939), who emigrated
abroad in 1919. It includes assembled-together images of British bishop
Wordsworth (Wedgworth), American theatrical producer Morris Guest,
Vsevolod Meyerhold, Metropolitan of Moscow and Kolomna Platon,
Claude Farrere, Clara Sheridan, Pere Papa, famous pianist Wanda
Landowska, as well as an accordionist (futurist poet Vassily Kamensky),

2The source of the image—see: URL: https://artchive.ru/mikhailnesterov/works/15929~Na_Rusi_
Dusha_naroda.
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a Jewish banker with a child, a fisherman from Bretagne, sefiors Edwards
(Chile), the small grandson of Maxim Gorky, sailors, garcons, a member
of the CheKa® resembling Dzerzhinsky, Scottish bagpipers, etc. In all of
this pictorial panorama, directed towards the most significant images:
the “grandmother” of the Russian revolution—Socialist Revolutionary
Ekaterina Breshko-Breshkovskaya and the mountaineer standing behind
her, associated with the image of Joseph Stalin, there are apparent
features of political satire present®. A unifying element of composition
is presented by the idea of denunciation of the representatives of a
repressive government, whose hands are mired in crime. The present
color in the context of the content of the indicated painting is an indication
of an image of dark forces and arouses, in particular, associations with the
mark of the devil.

Figure 2.
Boris Grigoriev. Images of Peace®

According to the painter’s conception, Grigoriev’s canvas was meant
to depict “something resembling a meeting” [6]—also a sort of mystery,
or an anti-mystery. This explained the congestion of the protagonists and

3The All-Russian Extraordinary Commission for Combating Counter-Revolution.
4This monumental canvas was dedicated by Grigoriev to the League of Nations.

>The source of the image—see: URL: http://www.avangardism.ru/boris-grigorev-liki-mira.html.
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the eclecticism of their role functions. But, most importantly,—there
is a center, which is highlighted by the most large-scale images of the
two monsters of the revolution of 1917. This composition “captured”
the semantics of the dramatic events in the destinies of the world
comprehended here associatively in the concept of the destructive,
diabolical essence of the historical process. Even after a quick look at
such paintings it becomes apparent that the genre of Glazunov’s canvases
depicting a multitude of characters can by no means be considered a
new artistic form, since they stem at least to the mystery paintings of
Russian artists of the first third of the 20th century, which particularly
by virtue of their mystery character also present “worldview paintings”
[in the definition of E. Skorobogacheval]. All the more acutely the second
of the questions posed by us arises—what is the painter’s worldview as
expressed by means of his massive many-figured compositions, and how
can it be best revealed.

In its solution we may be aided by one seemingly modest drawing
by Sergei Eisenstein “The Queue” created by him in 1915-1916 when
he was still in his student years. It is impossible to give one glance over
the lengthy succession of protagonists depicted on it, each of which
is represented by a colorful character. We may perceive the whole by
only gradually shifting our gaze from one group of figures to the next
and synthesizing the resulting impression with the help of the work of
our brain. I. Munipova presumes that here, in essence, there is a “well-
structured crowd (and with a precise vector of motion along the horizontal
direction) with a succession of small set-ups inside” [7]. This youthful
drawing of the future ingenious film producer and cinema theoretician
in reality is a projection in the graphical variant of the method which will
subsequently become one of his artistic discoveries—the method of the
character suite.
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Figure 3.
Sergei Eisenstein. The Queue (fragment, RGALI, 1915-1916)°
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S. Freilikh expresses his understanding of the character suite
realized by Eisenstein already in the cinema, as exemplified by the
scene of mourning for the sailor Vakulinchuk from the film “Battleship

‘Potemkin.”” He characterizes this phenomenon as a unification of
“separate close-up pictures of people from the crowd appearing only for
amomentin front of the viewer. The scene is contrapuntal in its character.
It diverges and conglomerates in the faces of singing blind people and
crying women, in sad, irate or indifferent faces (in order to highlight by
itself all the gradations of sadness of the other faces)—faces of the young
and old, workers and intellectuals, women and men, children and adults.
The unified dramatic current is created by denudated linear montage
uninterrupted by in-frame action—the rhythmic accent happens at the
block joint” [9, p. 24].

The character suite is an isolated instance of the principle of montage
the elaboration of which is devoted by the majority of Eisenstein’s works.
Jointly with outstanding theoreticians of cinema and activists of the arts
of the 1920s Lev Kuleshov and Victor Shklovsky he advanced a hypothesis
about the connection of the phenomenon of montage not only with
cinema, but also with the other types of art. Eisenstein himself, in a set
of works of the 1930s and 1940s, having thoroughly researched this
issue, demonstrated that cinema montage presents a specific variety of

 The source of the image—see: URL: https://arzamas.academy/mag/272-eisenstein. American
scholar J. Neuberger is convinced that Sergei Eisenstein’s painting, although this remains a little-
known fact for many, “was no less important in his work as an artist than film-making and theory
writing” [cit. from: 8].
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the common principle of montage, defined by it as the lineal, internally
stipulated quality of art. Stemming from the analysis of montage in
various artistic practices, the producer ascertained that “every kind
of artistic image is created by a goal-seeking montage combination of
expressive elements, creating a new quality which they do not possess,
taken separately or summarily” [10].

Yet another type of montage realized by means of both
cinematography and art was marked by Kristin Thompson and David
Bordwell. By shooting continuous, first and foremost, dialogic scenes,
Eisenstein sought for motion in them.

The main thing that he discovered in this was the possibility of
expression of the mobile human psyche during outward static of the
same figures. (Such a strategy was introduced by the producer into his
film “lvan the Terrible”). He carried out detailed analyses of such scenes
in lectures at the VGIK through the prism of what he called “montage
units” and “junctions,” which focused together a group of screenshots
taken from approximately an identical orientation. This phenomenon
was also demonstrated by Eisenstein by the example of montage of
separate segments of the branch of sakura, a depiction of which was
found by him in a Japanese textbook on drawing [about this see: 11].

Figure 4a.
Japanese Textbook for Drawing. A Branch of Sakura’
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7 The source of the image—see: URL: http://www.davidbordwell.net/blog/2018/04/29/eisen-
stein-makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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In the montage of segments of the examined branch Thompson and
Bordwell also revealed the collage technique, in connection with which
they discerned the prospect of its development in two directions: in
cinema, where a collage made of partially coinciding fragments is utilized
in Eisenstein’s film “Ivan the Terrible” (Series 1), and in painting, leading
to the artistic leadership of British painter, draftsman and photographer,
a conspicuous representative of pop art in the visual arts of the 1960s,
David Hockney.

Figure 4b.
Collage Technique in David Hockney’s Photography?

However, it must be noticed that in European painting this type
of technique was discovered as far back as the beginning of the 20th
century. It suffices to mention the “Portrait of Ambroise Vollard”
painted by Pablo Picasso (The Pushkin Museum of the Fine Arts, 1910),
created following the principle of reflection of a face in a broken mirror.
The meaning of montage was demonstrated by the fact that the face of
businessman Vollard was “assembled” from particles seemingly reflected
in the shattered fragments. As the result, his ponderous Cubist portrait,

8The source of the image—see: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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closed for perception, with a dissatisfiedly shut mouth was mounted
from a mass of details, disclosing the character of an uncompliant
entrepreneur.

Figure 4c.
Pablo Picasso. Portrait of Ambroise Vollard®

In view of the foregoing, let us attempt to presume that the works
of Glazunov and his contemporaries, first of all, their massive many-
figured paintings, reflected the montage principle of construction of a
composition, the aesthetical apprehension and artistic realization of
which took place in the 20th century in connection of the art and theory
of cinema. Consequently, in order to study the given phenomenon, an
interdisciplinary approach toward research is necessary. We propose to
carry it out on the basis of integrating Eisenstein’s method of montage
analysis® with Vygotsky’s method of “counter-feeling”.

°The source of the image—see: URL: https://muzei-mira.com/kartini_ispanskih_hudojnikov/
1680-portret-ambruaza-vollara-pikasso-1910.html.

R, Yurenev writes that during his classes at VGIK Eisenstein loved to disclose the principles
of composition in complex oeuvres pertaining to the visual arts “by means of ‘shot-by-shot
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The signification of the phenomenon of cinematic montage is
important to us as a means of disclosure of the conflict with the help of
which the dynamics and even a certain inner motion in the painting is
carried out. J. Hess wrote about the specificity of conflict in Eisenstein’s
montage, perceiving in him a real intellectual and Marxist, virtually
comprehending montage as a dialectic conflict, in which “a thesis or force
collides with an anti-thesis or counterforce to create a new phenomenon
called a synthesis [13].”

0. Sinelnikova is convinced that “by invoking to the experience of
literature and painting, Eisenstein aspires to show the inevitability of
appellation [my italics—G.K.] to the broadly understandable montage
principle in all types of art, if the author wishes to create an image, and
not a depiction of a phenomenon” [14, p. 63]. Thereat, despite the fact
that separate manifestations of montage thinking have already been
encountered in works of visual arts in the past (for example, Goya, El
Greco, Surikov, Serov and Repin), the need for montage development of
the material grew particularly in the 20th century, “when the propensity
towards conflict of the artist’s inner world achieves that level of intensity
with which the logical solution of it becomes impossible” [ibid., p. 68].

Analysis of this montage thinking, undoubtedly, is uncommonly
promising. Even in the evaluations of Eisenstein’s activities in which the
value of his artistic legacy is problematized and attempts are undertaken
of reevaluation of the producer’s strokes of insight, such as, for instance,
in the New Universal Encyclopedia, the theoretical potentials of his
method is given its due: “Quite often his [i.e., Eisenstein’s] montage—
while perhaps intellectually interesting and profitable for shot-by-shot
analysis and study for the allusions and associations it creates—in

breakdown’ and montage analysis.” Among his objects of research were Leonardo da Vinci’s “Last
Supper,” El Greco’s “Christ driving the Traders from the Temple” and “The Storm over Toledo,”
Surikov’s “Boyarynia Morozova” and “The Morning of the Execution of the Streltsy,” Repin’s
“They did not Expect Him” and the “Reply of the Zaporozhian Cossacks,” Deineka’s “Defense
of Petrograd,” etc. “By dividing a painting into tens of “cadres” of various fineness in a definite
semantic, dramaturgical order, the students seemed to vivify the paintings, transforming the
statically fixated moment of action into a process developing in time and in space” [12].
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actual viewing becomes, ironically, something less than the sum of its
parts. Although montage may have been interesting in theory, it was
too cerebral and cold to offer much in actual viewing. His films were
supposedly in service to the people, but they are actually often not much
more than cold and soulless propaganda [15].”

In itself such an interpretation, nonetheless, is rather interesting, in
connection of which there is an urge to elucidating its possible reasons.
In various periods of Soviet history Eisenstein, just as Glazunov, was
perceived in the capacity of an official representative of a state ideology.
However, both of them in their time were subjected to humiliating
criticism from the government. This caused for Eisenstein the cessation of
his professional activity and, soon after that, his life, whereas Glazunov in
1979 was declared to be dissentient, deviant from the norm mandatory
for everybody of putting into practice the principles of socialist realism in
art. Already in the painting “The 20th Century Mystery” (original—1977,
copy—1999) through concrete images he expressed his own conception
of the 20th century apocalyptical existence, differing from the officially
accepted one [for more detail about this, see: 16].

For research of the content of the paintings of Glazunov and other
Russian artists of the second half of the 20th century, we, as has been
stated earlier, simultaneously with utilizing Eisenstein’s method of
montage analysis, we shall rely upon the method of cognition of the
psychology of art created by Lev Vygotsky. Its essence, as it is known,
consists in the exposure of the composition’s inner conflict, which is
expressed in a peculiar “counter-feeling” of the protagonist [to use the
term of Vygotsky], with the aid of which the logic of deep strata of human
consciousness is revealed. Making use of the concepts of the subject
matter and plot, the scholar determined two compositional directions
seemingly mutually excluding each other: aspiring to a goal and deviating
from it. the first direction being outward, visible. It presents the line of
the subject matter, in other words, the event or structure of events [17,
p. 75]. The second direction, the inner, seemingly, ciphered, veiling the
aspiration to the goal, develops into the plot line, in which the subject
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matter receives a certain authorial interpretation [ibid., pp. 188-189].
The collision of the lines of the subject matter and the plot generate
dramaturgical “closures.”

Eisenstein was very well familiar with the manuscript of Vygotsky’s
book “Psihologia iskusstv” [“The Psychology of the Arts”]*. However,
he (not devoid of the influence of Vygotsky’s ideas) created his own
“psychology of art,” which is expounded on the pages of works of
various years. The core of this conception is comprised by “the transfer
from Expressive Motion to the image of the artistic work,” otherwise,
“the material in which the ‘inner’ stage of expressive ‘motion’—not
as a motive process, but as the process of interaction of the strata
of consciousness” [20, p. 188], which makes it possible to provide
a multiplex entry into the image. Francois Albera writes that on the
basis of his study of Degas’ “Bathers” and El Greco’s paintings, which
was mentioned earlier, Eisenstein, observing the transfer of the image
from one state into another, accentuated the “insertion of the cadres
into one another,” the edgings, fragments of objects, the geometry of
the edges, the emphasized curving, which has led him to the conclusion
“about the simultaneity of rendition, of several dimensions, of a picture
with a multitude of entrances into it” [21]. Such a unification of various
angles in conjunction with montage of details into something common
occurs, as Eisenstein justly supposed, with the active participation of our
perception, generating “particularly that generalized image in which the
author, and, following him, the viewer, experiences the given theme”
[cit. from: 12, p. 11]. And, indeed, according to the producer himself, the
force of the montage consists in that “the emotions and intellect of the
viewer become involved in the creative process, the viewer is compelled
to undertake the same formative path which the author has traversed,
while creating the image” [22, p. 77].

V. lvanov wrote that Eisenstein was friendly with Vygotsky [see: 18, p. 519], that Eisenstein,
attempting to comprehend the laws of ancient consciousness, created a circle which included
his friend A. Luria, Lev Vygotsky, and linguist and cultural historian N. Marr. The object of their
activities was the “pre-logical ancient consciousness, preserved in a vestigial manner in every
modern human being and during emotional stress once again coming into its own right” [19].
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Let us elucidate the main terminological definitions of our analytical
apparatus®?.

1. The character suite, in Eisenstein’s conception, is constructed
“from separate large-scale planes appearing before the viewers only
for a moment” [9] and complying with the pure motion “of the run of
montage thought” [7]. It appeared in Eisenstein’s thought back during
the days of silent movies as a means for replication of the image of the
masses (“Labor Dispute,” “Battleship ‘Potemkin’”
expressed the state of increasing intensified expectation, calling this

), in which the producer

phenomenon the “orchestration’ of typified images,” the intensification
of the line of grief given through the large-scale planes in the “mourning
for Vakulinchuk” [23, p. 157].

However, subsequently—especially in his sound film “lvan the
Terrible” the character suite became the expresser of emotions not only
of a group of persons, but also of one single personality, having received
the title of “contrapuntal” (06 aTom peub noiaet Huxe). In addition,
frequently it appeared not alone, but in projection with other types of
montage, which brought in new dynamic features into the work.

Since these has not been any single definition of the character suite
formed, let us formulate our own: the character suite is an extensive
demonstration of personified images given in linear montage with the aid
of which one single idea and/or definite psychological state is expressed,
the latter tinted by one and the same emotion, which in the cases of
concretization possesses various gradations.

2. Parallel montage presents “a succession of actions incomplete in
terms of the plot, which take place in various places, but at the same time.
This type of montage presents the possibility of a mental combination
in the viewer’s consciousness of two (or several) actions despite the

2 This approach of systematic research of Western European art, in particular, painting through the
prism of the method of Vygotsky [see: 24, pp. 220-274], and also sculpture—from the positiobs
of Eisenstein’s analysis of character suite in interaction with Vygotsky’s method was first applied
in the monograph of Grigoriy Konson [see: ibid., pp. 287-315], and later—to Soviet painting of
the 1920s and 1930s in an article (with the participation of D. Dontsov) published in the academic
journal “Voprosy psihologii” [“Questions of Psychology”] [see: 25, pp. 99-108].
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temporal or spatial ‘dissociation’ of the flow of events. Actions may take
place simultaneously in real space, or one action occurs in real life, while
the parallel action takes place in the hero’s imagination, etc.” [26, p. 79]*%.

3. Associative montage, which, as it is defined by Dziga Vertoy, is
“a dance of the producer’s thought and a play of his imagination” [cit.
from: 28], unites the screenshots rather conditionally. In the main action
here “there is an insertion of additional screenshots, which acquire
the meaning of comparisons, symbols, metaphors or quite real ones,
which, however, alter the meaning of what occurs, disclosing its inner
connections.

The details are interpreted in such a manner that they are provided
with special unusual signification. The rhythmic succession of screenshots
not only help create a special emotional mood, but also achieve a poetical
comprehension of the screenshots. The application of this type of montage
on the basis of the connection of montage phrases involve not cause-and-
effect connections, but associations” [26, p. 82]. For us such a montage is
valuable for its inner expression, the demonstration of the authorial “I.”
Metaphors are important guides for such a montage in cinema. Particularly
in them “the authorial implication receives full realization in the viewers’
perceptions, acquiring ‘material’ forms” [ibid., p. 83].

4. Intellectual montage is one of the crucially significant addenda
in Eisenstein’s montage theory, which was conceived during the time
of his work on the film “October.” The producer considered it “the
highest cinematographic form. Intellectual cinema aspired to erase
the boundaries between notional and sensual thinking” [14, p. 63]. At
the core of such a montage was “the principle of counterpoint of two
adjacent screenshots or fragments (two perceptions, two opposites, two
forms of depictive material, whether rhythmic, tonal or pertaining to

3 Parallel montage as a technique was formed in 1906—-1907 in French cinema, where it was used
in comedies for demonstration of various actions taking place at the same time. It is customary to
assume that parallel montage was created by American film producer D.W. Griffith. But this is a
legend. He was the first to use it for dramatic means, to reveal the psychology of the protagonists.
The film in which Griffith made use of parallel montage for the first time was “Many Years After,”
based on Alfred Lord Tennyson’s film “Enoch Arden” [see: 27].
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other elements). Montage connections helped the producer to arouse
an “explosion” within form, to change the structure of logical narration”
[26, p. 84].

5. In our analytical apparatus, along with the usage of principles
of montage, we shall bear in mind one more phenomenon similar to it,
—collage, the influence of which in the 20th century was not avoided
by any art [29, p. 57]. They are connected by fragmentariness, behind
which lurks the authorial protest against the aesthetics of homogeneity,
the transgression of which leads to new horizons opening up before its
creator. However, montage and its theory is a fundamental scientific and
artistic phenomenon, in which collage may also enter as a technique.

In connection with the aforementioned in the analysis of the
paintings of Glazunov and his contemporaries we would be interested in
the principles of montage thinking, realized:

1) during the process of artistic creativity: what is it that is “taken

from the phenomenon, and how that which is taken, i.e., montage,

is juxtaposed with a conscious selection and contraposition” [20, p.

189] (and, according to Vygotsky, it must be reminded, it is the initial

subject matter and its comprehension in the plot.—G.K.), as the

result of which the idea of the work and the formation are realized;

2) in the process of perception of the work of art, as a result of which

“the viewer not only sees the depicted elements of the work, but he

experiences the dynamic process of emergence and formation of the

image in the same way the author experienced them” [22, p. 77].

Let us begin our analysis with the phenomenon of direct coincidence
demonstrated in the treatment of the image of Ivan the Terrible,
interpretations of whom were, first of all, found in Eisenstein’s drawings.
As E. Klopotovskaya writes, they were distinguished by their remarkable
capacity of symbol, and only later the image of the tsar was transferred
to the screen image [30]. In the cases of both Eisenstein and Glazunov
the composition “Ivan the Terrible—the People” and the images of the
autocrat of all of Russia are strikingly similar—there is no doubt that
the artist draw in his painting a portrait of the protagonist created in
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Eisenstein’s film by Nikolai Cherkassov. In addition, both portraits of lvan
the Terrible—in the painting and the film—were realized by identical
principles: by character suites in the depiction of the people and the tsar
connected with the aid of the principle of “parallel montage.”

Figure 5a. Figure 5b.
Sergei Eisenstein. Screenshot from

llya Glazunov. Ivan the Terrible™
the film Ivan the Terrible

Series 1. 1 hr. 37 min. 47 sec.'®

4 The source of the image—see:: http:// ** The film from which the screenshot was
glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/  made, see link: URL: https://www.youtube.
raboty/1974-ivan-groznyi. com/watch?v=igq6ls867Rw.
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At the basis of both works (the first series of the film came out on
the screens in 1945, the second—in 1958, and Glazunov’s picture—in
1974) lies the principle of the “dynamic synchrony” [Sergei Eisenstein] of
structural and content-based functions. Such a phenomenon is possible,
because painting, similarly to cinema, in the view of the producer, exists
“simultaneously under the sign of several different perspectives. In
accordance with complex synthesis, connecting in one painting those
parts which take the object from bellow with those which take it from
above” [23].

This position is important to us for the reason that one and the same
scene may be analyzed on repeated occasions from various points of
view. For example, the awaiting for lvan the Terrible and his subsequent
behavior during the appearance of the people, who ask him to be the
tsar of Russia, has several penetrations into his image:

1. A typified means of penetration into the image of the people as

the context for the image of Tsar Ivan. At its basis lies the principle

of demonstrating the masses in a linear perspective. Such a type
involves an elaboration of the initial identification-related visual
information.

2. A parallel type of penetration into the images of Ivan the

Terrible and the people as equivalent participants of the action

shown simultaneously in cross-over fashion, chiefly—in their social

relations.

3. The character suite of emotions demonstrated in the face of

Ivan the Terrible, conveying a broad spectrum of feelings from

intensive expectation to complete victory—the realization of

himself of the autocrat of all Russia (this presents a higher level
of demonstration of the montage-character suite than in the film
). This type of suite was written about by

m

“Battleship ‘Potemkin
Freilikh, bearing in mind the episode of Ivan’s mourning for his
deceased wife Anastasia: “While in the silent film the funereal state
was conveyed in the array of faces, here it is conveyed in the image
of the face of lvan the Terrible” [9, p. 25]. Considering that in such
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a suite Eisenstein saw “the counterpoint of torment and grief”
acted out by one and the same person, in our analysis of such a
suite we shall dub it the contrapuntal character suite, expressing the
individualized sides of the human character.
In Glazunov’s painting such a suite of the characteristic features of
Ivan the Terrible are also projected multilaterally. In his profile with
the purse lips one can sense how demonism, rage, secretiveness,
foul play, vengefulness, threat, and, along with them, fear show
through, which are perceived in contrapuntal interaction. All of these
qualities are disclosed in the synesthesia level of our perception
in the process of scrutinizing his portrait, initiating our everyday-
reflexive-spiritual [about this see: 31, p. 230] potential.
4. The associative type, revealing the deep archetype of the
protagonist (the images of Tsar Ivan in Eisenstein’s film and
Glazunov’s painting are given in an acute demonic profile in which
his satanic essence is conveyed'®, and ultimately, there also arise
associations with Stalin). Such a similarity of Glazunov’s and
Eisenstein’s portrayals of Ivan indicates not only the influence of the
great master of cinema on the painter, but also the deep-rooted
image of the authoritarian ruler of the state.
5. The intellectual, highest “level” of consciousness—the
interpretative, which unseals the political and psychological
underpinning in the relations between the tsar and the people.
In the film, it is true, the people are shown as already subjugated,
coming to the tsar with humble petition, however, in Glazunov’s
painting the conflict is shown at its apex—in the public execution of
the tsar’s friends.
The enumerated types of analytical penetrations into the image
may also be combined with Vygotsky’s image, which, overall, may be
conducive to receiving a more complete result of the research. For

® The impression is created that the prototype of the outward appearance of Tsar Ivan created
by Eisenstein, and then Glazunov, was the image of Mephistopheles in Arrigo Boito’s opera of the
same name performed by Feodor Shalyapin.
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this end, let us settle upon the most relevant types of subject matter
in painting in the post-war years and see how they were manifested in
Glazunov’s oeuvres in comparison with those of his contemporary artists.

The second part of the article shall appear in the next issue of the journal
“Nauka televidenia” [“Television Scholarship”]—2019. No. 15.1.
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XWUBOMUCb UNbU TNTA3YHOBA
CKBO3b MPU3MY METOA0/10TUM
CEPTEA SU3EHLWTENHA

N NbBA BbITOTCKOIO

AHHOTauMA. B HacToswwel cTaTbe Bnepsble NpeanpuHATa MoMbITKa Npu-
MeHeHUua meTogonormmn Cepres diseHwWwTeiHa v JlbBa BbIrOTCKOro K aHanusy
XuBONUCK Unbm MNasyHOBA, a TaKxkKe pAga ero CoBPemMeHHUKOB. B LeHTpe BHU-
MaHUA UCCNeLoBaTeNA HAXOAUTCA ABAEHUE TUMAXKHOW ClOUTbI, OTKpbITON C. Jin-
3EHWTENHOM B PUCYHKE KaK «YUCTbIN Xo4 6era MOHTaXKHOM MbICAn». [JaHHbIN
dbeHoOMeH bbin HaueneH Ha BbIABNEHNE OAHOW U TOWN Ke 3MOLMU B Pa3/INYHbIX
ee OTTeHKax. MHOroCTOpOHHEMY €ro PacKpbITUIO NMOMOraeT aHaiu3 U Apyrux
NPUHLMMNOB KMHOMOHTAKa, NPOABAEHME KOTOPbIX aBTOP CTaTbM TaKe 06Hapy-
YKMBAET B XXMBOMMUCK: NapanienbHOro, aCCoLMATUBHOIO U MHTENNEKTYaNbHOrO.
[ns BbIABNEHMA CYLLHOCTM paccMaTpuBaembiX MPOU3BeAeHMIn n3obpasutenb-
HOTO MCKYCCTBa B CTaTbe WCMO/b3YETCA €LLe OfMH, KOPPENUpYoLWmMii ¢ 3i3eH-
LUTEHOBCKMM METO/, COBETCKOTO y4eHOoro JIbBa BbIroTCKOro, NCCef0BaBLIErO B
iMTepaType Ha OCHOBe NPOTUBOAENCTBMA Gabynbl U CIOXKETA NCUXONOTUIO BHY-
TpeHHero KoHbMKTa 06pa3os. CoBMELLLEHME OTMEUEHHbIX MHTENEKTYasIbHbIX
nyTel NO3HaHMA KMBOMUCK [Na3yHOBa M €ro COBPEMEHHWKOB AAeT BO3MOMNK-
HOCTb CUCTEMHO PAaCcCMOTPETb KMHOMKECTBEHHOE BXOXAEHME» B XYL0XKECTBEH-
Hbl/i 06pas, YTO NO3BOIAET NPOACHUTb CMbIC/T aBTOPCKUX KOHUENUMI B YKUBO-
NUCK, BKAKOYAA Te KapTUHbI [N1a3yHOBa, KOTOPble CBOMM MMPOBO33PEHYECKMM
cofepaHvem M 06pasHO-KOMMO3ULMOHHBIM pPelleHneM Bbi3blBalOT BypHble

KPUTUYECKMNE PeaKL K.
Kniouesble cnoa: C.M. dinseHwTeliH, J1.C. Boirotckuii, U.C. ThasyHoB, T!-
naKHan ClouTa, NapannenbHbli, aCCOLMATUBHBIN U UHTENNEKTYa IbHbIA MOHTAX,
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MeTOo/, NOPTPET, ¢a6y}1a M CHOXKET, NCUXO/1I0TUA UCKYCCTBA, XYAOXKECTBEHHbIE 06-
pa3bl, TPAarn4eckoe B KNHO U XXNBOMUCKU.

YACTb |

METO4 NCCNEOAOBAHUA

B coBpeMeHHOW 0TeYeCTBEHHOW }KUBOMUCU BPA I MOXKHO HaTH
BTOPOrO TAaKOTo XyAO0XHWKA, Kak Unba MasyHos (1930-2017), KoTopbii
6bl BbI3blBa/ CTONbKO cnopoB. E. CKopoborayeBa cymTtaeT [nasyHoBa
co3faTefiem HOBOTO aHpPa — «KapTUHbI-MMPOBO33PEHUA», K Yemy OT-
HOCUT ero mHorodurypHble maclTabHble nosoTHa «BeyHas Poccua»
(«Cto BekoB»), «Mucrepus XX Beka», «Pasrpom xpama B acxanbHyto
Houb», «PackynaumaHue». Mo ee MHEHUID, KUCTOPUKO-GUNOCODCKMIA
06pas Poccuu, co3gaHHbIn Unbeit [NasyHOBbLIM, NPOCT U CNOXKEH OA4HO-
BpeMeHHO. MMpocT, Tak Kak 6N30K 1 AceH Kaxaomy. CNoXKeH, NOCKO/b-
Ky OTparkaeT BCKO MyOMHY UCTOPUYECKUX NPOLLECCOB, X dUnocodckoe,
PEennUrMosHoe coaepiKaHue, NnepensieTeHMA U KOHTPACTbl 3N0X, COBbITUN,
JIMYHOCTEN NPOLLIOTo U coBpemeHHocTu» [1].

B Apyrvx xapaKkTepucTMKax TBOPYECTBA 3TOr0 XyAOXKHUKa npeobna-
[AeT HeraTUBHas OLUEeHKa. B. 3BOHOB yberkaeH, 4To «[1a3yHoB 3aKkpenun
33 c060I HECKONIbKO KayecTB, KOTopble cneunanmcTtam no3BoanAu yee-
PEHHO OTHECTU ero K ABAeHWUI0 Knya. CTUAb crallasblil, nsobpaxkeHune
WCKYCCTBEHHO NPUYKpPALLIEHHOE, HAPAAHOE; OANMHAKOBbIE OFPOMHbIE [Na-
33; OYEHb MHOTO KOMMUAALMI YyXKKMX NosoTeH u poTtorpaduin; obunme
NPUMUTUBHBIX, JIETKOYUTAEMBIX MONUTUYECKMX/UAE0N0MMYECKMX anne-
rOPWi1, IETKO CMO/I3atoLLMX B MNNAKATHOCTb; TAra K TMraHTCKMM MoN0THaM
aNNeropnyeckoro CBOMCTBa Npu 0g4HOBPEMEHHOM HEYMEHMUM BbICTPOUTb
MHOTOGUTYPHYI0 KOMMO3MLMIO, MPEBPALLLAIOLLYHOCA B BUHETPET; AEMOH-
CTPATMBHbIN OTKa3 OT PeLUEHNS NAACTUYECKMX U }KUBOMUCHDbIX 33434 — B
obuem nadocHan naeonorMyeckas KatoKBa, KOTopas, ecTecTBEHHO, Jier-
Yye BOCMPMHMMAETCA AEeBCTBEHHbIM CO3HaHMeM, Yem bpak, KaHguHCKuIA,
Oanu, ®unoHos nnn dansk» [2].

YTto Kacaetca maen [nasyHoBa, TO OHM, MO MHeHuto A. LLlaeBunya,
NPeACTaloT KaK «TOPMKECTBYOLLee MMMNEepCTBO, HaLMOHAINM3M, HeHa-
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BUCTb K nbepannsmy, UCKpeHHee yberkaeHune, YTo Hac Bce obuaenu u
MO3TOMY Mbl UMEEM MPaBO Ha MeCTb, NpeAcTaBaeHe 06 UCTOPUM KaK O
3/1bIX CKa3Kax, COMMHAEMbIX Ha CTpPax Bpary, — CTaau rocrnoacTsytoLLein
cerogHa naeonorven» [uut. no: 3J.

B TaKMx NPOTMBOPEUMBBIX OLLEHKaX TBOpPYECTBaA [/1a3yHOBA BO3HMKa-
0T BOMPOCHI:

— OEeCTBUTENIbHO I OH ABU/CA CO34aTe/IeM HOBOTO »KaHPa B XKU-

Bonucu?

— OEeNCTBUTENIbHO 1M OH B CBOMX MUCTEPUAX OTPasua BCO ryBuHy

NUCTOPUYECKMUX NMPOLECCOB U UX GnA0CcodCKo-penmrmosHoe cogep-

YKaHWe UM ero KapTUHbI NPeacTaBAsaoT coboi 0dULMO3HYO Naa-

KaTHYO KMBOMWUCb, B KOTOPOM HamellaHbl Pa3po3HeHHble 06pasbl?

[na oTBeTa Ha 3TW BONPOCHI HAMOMHWMM, 4YTO CaM [Na3yHOB OAHY U3
CBOMX KapTUH Ha3Ban «Mwuctepumein XX BeKa» U pacKpblai CBOE NOHUMA-
HUWe ee }KaHpa KaK «TauHCTBO, CBALLeHHoAeNcTBUE» [4]. Ucxona ns aToro,
MOKHO MPeanonoXnTb, YTo U gpyrue, bonee No3gHNE MHOrodUrypHble
€ro nosoTHa bblIM co34aHbl B TPAAULMAX MUCTEPUIA, XapaKTEPHbIX 1A
PYCCKOrO MCKYCCTBa MepPBOM TPETM MPOLUIOro BeKa. Bo3poxkaeHue sTo-
ro cpegHeBEeKOBOrO KaHpPa, M3HAYa/IbHO OCHOBAHHOTO HA PE/IMTNO3HbIX
MoTMBax, B Poccum pyberka XIX—XX BB. Npou3oLwio BCAeACTBUE MUPO-
BbIX KaTaK/IM3MOB M KaK peakuma Ha yrpo3sy npubanxKeHns «KoHLa cse-
Ta». MuUcTepmManbHOCTb CTana crnocobom BMAEHWA MUpa B iTepaType
(B. MaskoBckui, A. bnok), »kusonucu (/1. bakct, M. YtopneHuc), mysbike
(A. CKpsabuH). Y ogHoro us ntobumbix MNasyHOBbIM XyA0KHUKOB Muxau-
na Hecmeposa cBoeobpasHbIMU MUCTEPUAMM ABUINCb MHOTODUTYPHbIE
nosiotTHa «CeAtaa Pycb» (locyaapcTBeHHbIV Pycckuit myseir, 1902) u
«Ha Pycu (Oywa Hapopa)» (locyaapcTBeHHan TpeTbAKOBCKanA ranepes,
1914-1916).

Komno3uuma nepBoit NOCTPOEHA KaK COOTHOLIEHME HECKObKUX
rpynn nepcoHaxemn. Cnesa pasmeLleHbl GUrypbl CBATbIX C NPeACTOALLMM
XpuCTOMm, KOTopble pelleHbl B MKOHOMUCHOM MaHepe. [lepcoHaxu B
LLeHTPaNIbHOM YacTM KapTWHbI BOCCO34atoT 06pa3 Hapoaa, npuLiesLuero
K Mncycy co ceommu ropectamu. CnpaBa BblAeNAETCA FPynna KeHWmH,

THE ART AND SCIENCE OF TELEVISION 65



KpanHUe U3 KOTOpbIX (MX Npoobpasamu NOCAYKUAN MaTb U CECTPA Xy-
OOHMKA) MOAAEPKMBAIOT 33 PYKM BONbHYIO AEBYLLKY. 33 HUMU —
CTPaHCTBYIOLIME MOHALIEHKU. A Ha yaaneHum — 6eckpaiHue 3umHue
npocrtopbl apxunenara ConoBku (rae v 6bina HanMcaHa KapTUHa), CUM-
BO/IM3MpPYIOLLME NPABOCAABHYIO Pycb.

PucyHok 1 a.
Mwuxaun Hecrepos. Ceamas Pyco!

B ocHOBe KOMMO3WLMM BTOPOI KapTUHbl HectepoBa NexuT Tema
packona Pycu, cobpaslueii, oaHaKo, B eAMHOM KpecTHOM Xoje Bblaato-
LLMXCA OTeYeCcTBEHHbIX Nncatenen-moicautenen (/1. Tonctoro n @. [locto-
eBckoro), Llapsa n Natpunapxa, npeacrasmTeneit Hapoaa, U3 KOTOpbIX Ha
nepBoOM MiaHe — C/IeNoi conaat u cectpa MUIOCEPAMA, a Ha AasibHEM
— l0pOAMBbINM, HAa4ENEHHbIM B Hapode AapoM npopoyectsa. HecmoTps
Ha TO, UTO Y KaXKa0ro K bory ectb CBOM NyTb, BCE OHU ABUNKYTCA B OAHOM
HanpasieHWW. Bnepean — NoapoCTOK, OTPOK, Kak CUMBOJ YMCTOW Ha-
poaHoi aywu. LleHTpoM e KOMNOo3ULMUK CTaHOBUTCA MKoHa Cnaca He-

1 Uctounuk usobpaskenuns cm.: URL: http://rusmuseum.ru/collections/painting-of-the-second-
half-of-the-xix-century-beginning-of-xxi-century/artworks/svyataya-rus/#rmPhoto/0/.
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PYKOTBOPHOrO, MOYE€PHEBLUMNI LLBET KOTOPOTO NpeAcKasbliBaeT bosbline
notpsceHus [cm.: 5].

PucyHok 1 6.

Mwuxaun Hecrepos. Ha Pycu ([ywa Hapoda)?

MapagoKcanbHbIM 06pasom ¢ KapTMHaMmu HecTepoBa ¢ 04HON cTO-
pOHbI 1 [Na3yHoBa C ApPYyro — MepeK/JMKaeTca ele ogHa MHorobu-
rypHaa KapTnuHa — «JIuku mupa» (Mpakckas HauuoHanbHaA ranepes,
1929-1931). OHa co3gaHa B KOHLe nepBoi TpeTn XX BeKa aBaHrapau-
ctom b. puzopbesbim (1886-1939), B 1919 roay yexaBwum 3a pybex.
B Hell ckomnoHOBaHbl 0b6pa3bl aHIMICKOro enuckona BoopacsopTa
(Wedgwort), amepukaHckoro TeatpasbHoro npogtocepa Mopuca lecta,
Bc. Meliepxonbaa, mutpononanta Mockosckoro u KonomeHckoro Mna-
ToHa, Knoga Pappepa, Knapwl WepuaaH, Pere Papa, 3HameHUTOM nu-
aHUCTKM BaHapbl JTaHOOBCKOW, a TaKke rapmoHucTa (noata-dyTypucra
B. KameHckoro), eBpeickoro 6aHKkmpa ¢ pebeHKom, 6peToHCKoro pbiba-
Ka, ceHbopbl Edvards (Ynnu), maneHbKkoro BHyKa M. fopbKoro, MaTpocos,
rapcoHOB, YEKUCTA, MOXOXero Ha [13epXUHCKOro, WOTAAHACKUX BOJIbIH-
LLMKOB 1 Ap. Bo Bcelt aTo 06pasHOM NaHOpame, yCTPEMIEHHOM K ABYM
CaMbIM KPYMHbIM /IMKam: «B6abyLuKe» PYCCKOM peBOOLUN — 3CepKe
E. BpeluKo-bpeLllKOBCKOM U HaxoAAlLleMyCsi 33 Hell ropuy, accouuupy-

2 ctouHMK n3obpaxenusa cm.: URL: https://artchive.ru/mikhailnesterov/works/15929~Na_Rusi_
Dusha_naroda.
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towemycs ¢ obpasom W. CTannHa, oueBMAHbI YepTbl MOIUTUYECKOW Ca-
TMpbl®. O6beAMHAWMM Ha4aiIOM KOMMO3ULIMK CAYKUT naea obaunde-
HUWA NpeACTaBUTENEN PenpeccMBHON BNACTU, Y KOTOPbIX YEPHbIe PYKW.
[aHHbIV LBET B KOHTEKCTE coAepXKaHMA OTMEYEHHOMN KapTUHbI ABNAETCA
MapKepom 0bpa3a TEMHbIX CUJT U Bbi3bIBAET, B YaCTHOCTU, aCCOLMALMM C
METKOW AbABONA.

PucyHok 2.

Bbopwuc Mpuropbes. J/luku mupa*

Mo aBTOPCKOMY 3aMbIC/y, NOJIOTHO MPUropbeBa A0KHO Obl0 M30-
6pasnTb «4YTO-TO BPOAE MUTUHIA» [6] — TOXKe CBOEro poga MUCTEPUIO,
WAN @aHTUMUCTEPUIO. ITO OBBACHANO CKYYEHHOCTb NEPCOHAXKEN U IKNEK-
TMYHOCTb MX poneBbiX GYHKUMI. Ho rmaBHOe — 34eCb eCTb LLEHTP, KOTO-
pbIf BblAENEH CaMbIMM KPYMHbIMU MKaMW ABYX MOHCTPOB PEBOIOLMM
1917 roga. B gaHHOM KOMMNO3MUMKM Bblf1a «CXBaYeHa» CeMaHTUKa ApamMa-
TUYECKMX cObbITUI B cyabbax Mnpa, accoumaTUBHO OCMbICIEHHbIX 34ECb
B KOHLEMLMM Pa3pyLLUMTEIbHO-AbABO/IMYECKOMN CYLLHOCTU UCTOPUYECKO-
ro npovecca.

3 3T0 MOHYMeHTaNbHOe NoAoTHO Mpuropbes NoceaTUA Jiure Hauumit.

4 YIcTOUHMK n306paskeHmns cm.: URL: http://www.avangardism.ru/boris-grigorev-liki-mira.html.
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[arke nocne 6ernoro 3HaKOMCTBa C NOAOOHLIMU KapTUHAMU CTa-
HOBUTCS OYEBUAHBIM, YTO HAHP MHO20(U2YypHbIX NosomeH [na3yHosa
HOBbIM HUKQK He A8/189emcsa U 80CX00UM KAK MUHUMYM K KAPMUHAM-MU-
cmepuaM PyccKux aemopos NepBon TpeTn XX BeKa, KOTopble MMEHHO
B CWJly MUCTEPMA/IbHOTO XapaKTepa OKa3bIBalOTCA U «KapTUHAMU-MU-
poBo33peHuaMn» [B onpegeneHun E. Ckopoborayesoii]. Tem ocTpee
BCTAeT BTOPOW M3 MOCTaB/EHHbIX HAMW BOMPOCOB — KAaKOBO aBTOPCKOe
MUPOBO33pPEHME, BblparkeHHOe NOCPeacTBOM MacWTabHbIX MHOrodu-
MYPHbIX KOMMNO3MLMIA, N KaKMM 06Pa30M ero MOXKHO BbIABUTb.

PucyHok 3.
Cepreit dit3eHWTENH. Oyepedsb
(dbparmeHT, PTA/IN, 1915-1916)°
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pucyHOK Cepres dn3eHwwTenHa «O4epesib», CO34aHHbIA nm B 1915-1916
rogax, ewe B CTyfeH4Yeckoe Bpems. M306parkKeHHy Ha HEM AJIMHHYHO
yepeny NEPCOHANKEW, KaXKAbIM M3 KOTOPbIX NPeACcTaBAAET KOMOPUTHBbIN
TUNAXK, HEBO3MOXHO OXBaTUTb OAHWM B3MAAOM. Mbl MOXeM BOCMpU-
HATb LLeNoe, MNLLb NOCTENEeHHO NepeBoAsA B3MAL C OAHON rpynnbl Guryp
Ha OPYrylo M CUHTE3WPYyA MTOrOBOE BrevyaTieHne € NomoLlbio paboTbl
Halwero mo3sra. M. MyHunoBa nonaraeTt, 4YTo 34€ecb, B CYLLHOCTU, AaHa
«XOPOLUO CTPYKTYPUPOBAHHAA (M C YETKMM BEKTOPOM ABWMKEHMUS MO rO-
PW30HTa/IN) MACCOBKA C Yepenoln MaNeHbKUX MU3aHCLEH BHYTpu» [7].

° UctouHunk m3obpaxenusa cm.: URL: https://arzamas.academy/mag/272-eisenstein. AmepwKaH-
CKuiA yueHbln K. Holibeprep ybexaeH, uyto pucoBaHue C. Jii3eHLUTEHA, XOTA U OCTaeTca Ans
MHOTUX MasoU3BECTHbIM GAKTOM, «6bII0 HE MEeHee BaXKHbIM B €ro TBOPYECTBE KaK XYAOXHUKa,
4Yem B KUHOMPOW3BOACTBE U CO3AaHNM TeOpUM KMHOY [cit. on: 8].
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3TOT HOHOLWECKUI PUCYHOK ByayLuero reHManbHOro pexuccepa M Teo-
peTvKa KMHO B AEeMCTBUTE/IbHOCTU ABWJICA NpPOeKUuel B rpaduyeckom
BapWaHTe MeToAa, KOTOPbIN CTaHET BNOCNEACTBUM O4HUM U3 €ro Xyao-
YKECTBEHHbIX OTKPbITUIA — MeToAa TUMAXKHOM CIOUTLI.

CBOe NMOHMMaHME TUMAXKHOMN CIOUTbI, PeasiM30BaHHOW DN3eHLWTEN-
HOM yiKe B KuHoPuabme, gaet C. Ppennnx Ha npumepe cueHbl Tpaypa
no matpocy BakynnHuyky us ¢punbma «bpoHeHocel, “MOTEMKMH"». OH
XapaKTepm3yeT 3TO AB/IEHUE KAK OObeAMHEHME KOTAE/bHbIX KPYMHbIX
NAaHOB Nt0AeN U3 TOAMbI, UWb HAa MFHOBEHWE MOABAAIOLWMXCA Nepes,
3putenem. CueHa nonndoHmYHa. OHa pacxoauTca n cobrpaeTca B anuax
MOLWMX CNEMNLOB U NAAYYLLMX KEHLUWUH, B INLLAX TPYCTHbIX, THEBHbIX UU
6e3pasnnuHbIX (4TOObI NOAYEPKHYTb COOOM BCE OTTEHKM NeYanu opyrux
ML) — UL, MONOABIX U CTapblX, PabounX U UHTENTIUFEHTOB, KEHLUMH U
MYKUYMH, AeTel U B3pOCabIX. EAVHBIN ApamaTUYecKmii TOK co3aaeTcs 0b-
HaXeHHbIM, IMHENHbIM MOHTaXOM, He nepebuBaeMbiM BHYTPUKALPO-
BbIM eNCTBUEM — PUTMMUYECKUI aKLLEHT NPUXOAUTCA Ha CTbIK KaApoB»
[9, c. 24].

TunaxkHaA CloMTa — YacCTHbIA CAyyYal NPUHLMNA MOHTaXa, paspa-
6OTKe KOTOPOro MocBAWEHO BONbLWNHCTBO TPYAoB dii3eHwTeliHa. Co-
BMECTHO C BbIAAIOLLMMUCA TEOPETUKAMMN KMHO U AeATENAMU UCKYCCTBA
1920-x rogos J1. KynewosbiMm 1 B. LLIKNOBCKMM OH BbIABUHYA TMNOTE3Y O
cBA3M GeHOMEeHa MOHTAaXKa He TONIbKO C KMHO, HO U C APYrMMU BUAAMM
nckyccta. Cam di3eHLWTelH B page pabot 1930-1940-x roaos, ocHoBa-
Te/IbHO UccnenoBaB 3Ty Npobiemy, NOKasas, YTO KUHOMOHTaX ABAAET-
ca cneumduryeckon pasHOBUAHOCTbIO OOLLEF0 MOHTAXKHOrO MPUHLLMNG,
onpefesieHHOro UM KaK poaoBoe, BHYTPeHHe-06yCc/N10BAEHHOE KauecTBO
MCKycCTBa. Mcxoaa M3 aHasM3a MOHTaXKa B PasHbIX XYAOMKECTBEHHbIX
NPaKTUKax, PEeXKUCCEP BbIACHMA, YTO KBCAKUA XYAOXECTBEHHbIN 0bpa3
CO3[aeTCA MOHTaXKHO-Lle/IeHanpaB/ieHHbIM COYETaHWEM BbIpa3uUTeNb-
HbIX 3/1EMEHTOB, CO3JatOLLMX HOBOE KAa4eCTBO, KOTOPbIM OHU He 0bnasa-
tOT, B3ATble MOPO3Hb UM cyMMapHo» [10].

Elle oAMH BMA MOHTa¥Xa, peasin3yemblil Kak CpescTBaMn KMHeMa-
Torpada, Tak u Kusonucu, bbin otmedeH K. TomncoH u [. bopaysnnom.
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Ji3eHIITENH, CHUMAA HenpepbiBHble, B MEepByl0 o4yepenb Auanorvye-
CKME CLEHbI, UCKaN B HUX ABUXKEHME. [NaBHOE, YTO OH MPKU 3TOM OTKPbI,
— BO3MOMHOCTb BblPasKeHMA NOABUMKHOMN YeN0BeYeCKON NCUXMKK NpK
BHELUHEeW CTaThKe OA4HUX M Tex e ¢uryp. (Takyto cTpaTteruio pexuccep
BBeN B GuabM «MBaH MPo3HbIN».) [leTanbHblil aHaNn3 NoA06HbIX CLEH Ha
nekumax 8o BI’MKe oH NpoBoAuMa CKBO3b MPU3MY TOTO, YTO Ha3Basl KMOH-
TaXKHOW eAMHULEN», KY3/TOM», B KOTOPOM bBblsla chOKycupoBaHa rpynna
CHUMKOB, CAENaHHbIX MPUMEPHO C OAMHAKOBOrO MOMOMKEHMA. ITO fAB-
NeHne DU3EeHLUTENH NOKa3an TaKKe Ha NpUMepe MOHTa)Ka OTAe/IbHbIX
CEerMeHTOB BETKM CaKypbl, M306pakeHne KOTOPOI Hallen B AMNOHCKOM
y4ebHMKe No pucoBaHuio [06 aTom cm.: 11].

PucyHok 4 a.

ANOHCKMI1 yuebHMK NO pucoBaHMIO. BeTKa cakypbi®

1 \4 . - '%,/
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B MOHTaXke cermeHTOB paCCManMBaEMOP’I BeTkM K. TomnCcoH un

[. Bopayann BbIABUAU U KOAAAXHBIU Mpuem, B CBA3M C YeM OHU 3aMeTU-
/Y NepPCneKTUBY ero PasBUTUA B ABYX HAMPABAEHUAX: B KUHO, r4e «KO-
NaXk U3 YacTMYHO coBnaarowmnx GparMeHToB UCMNOb30BaH B dubme
Jii3eHwWwTeHa “UBaH Mpo3HbIn” (1 cepua)», U B }KMBOMMUCKU, BeayLLEN K
TBOPYECTBY aHINIMACKOrO XYAOXHMWKa, rpadumka n ¢otorpada, ysHaBae-
MO0 NpeACTaBUTENA ABUMKEHUA NOM-apT B U306pa3mTeNIbHOM UCKYCCTBE
60-x J3Bnaa XOKHMU.

5 UcTouHuK nsobpaxenms cm.: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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PucyHok 4 6.
KonnakHasa TexHuka B poTtorpadum J3suaa XokHu’

OfHaKO 3aMeTUM, YTO B €BPOMNENCKOM KMBOMUCK NOAOOHBIN Npu-
em b6bla1 OTKPBIT eLle B Havane XX Beka. [locTaToyHo Ha3gaTb «MopTper
Ambpyasa Bonnapa» kuctu 1. Mukacco (My3ei M306pasnTenbHbIX MC-
KyccTB UMeHu MywkuHa, 1910), KoTopbli caenaH No NPUHLMNY OTpaxKe-
HWA MLA B pa3butom 3epkane. CMbIC/I MOHTaXa NPOABWUICA B TOM, YTO
MU0 KOMMepcaHTa Bonnapa «cobpaHo» M3 YacTuyek, Kak bl OTparkeH-
HbIX B OCKOJ/IKax. B uTore ero TAXenoBecHbIi, 3akpbimebll aas BoCnpus-
TUA KYBUCTCKMI MOPTPET C HEAOBOJIbHO CXKATbIM PTOM CMOHTUPOBAH U3
Maccbl AeTasieil, PacKpblBalOLWMX XapaKTep HECTOBOPYMBOro Npeanpu-
HUMmaTens.

7 MIcTOUHMK n306paskeHmns cm.: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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PucyHok 4 B.
MNa6no Mukacco. Mopmpem Am6pyasa Boanapa®

Mcxoan n3 ckazaHHOTo, nonpobyem npeanonoXuTb, YTO B MacliTab-
HbIX MHOTOdUIrypHbIX KapTUHax [1a3yHOBA M ero COBPeMeHHMKOB OTpas-
WACA MOHTAXKHbIM MPUHUMM MOCTPOEHUS KOMMO3ULUK, ICTETUYECKoe
OCMbIC/IEHNE U XYAO0XKECTBEHHAA peasiM3auma KoToporo B XX BeKe npo-
NCXOAWNIN B CBA3M C Pa3BMTMEM KMHOMCKYCCTBA M Teopun KnHo. Cnego-
BaTe/IbHO, YTOObI M3y4nTb JaHHOE ABJEHME, HEODXOANUM MEKANCLUMAN-
HapHbIN NoAXoA4 K uccnefoBaHuio. Mbl npeanaraem ocyLecTBUTb ero Ha
OCHOBE MHTEerpauMm mMeToda MOHTAaKHOro aHanmsa C. di3eHwTeiHa® u
MeToAa «NPOTMBOYYBCTBUAY J1. BbIroTCKOro (0 Yem peyb NONAET HUXKE).

BbisaBnerHune d)eHOMGHa KWHOMOHTAXa B XXMBOMUCU HaM Ba*XHO KaK
CPeACTBO PACKPbITUA KOH(AMKTA, C MOMOLLbIO YEro OCyLWecTBAAETCs AM-
HaMMKa U JaxKe HeKoe BHYTpeHHee dsuxceHue B KapTuHe. O cneundu-
Ke KOHONMKTA B MOHTaxKe Jii3eHwWwTerHa nucan XK. Xecc, Haxoaa B HeM

8 McTouHUK n3obpaxenns cm.: URL:https://muzei-mira.com/kartini_ispanskih_hudojnikov/1680-
portret-ambruaza-vollara-pikasso-1910.html.

° P. OpeHeB NULLET, YTO Ha CBOMX 3aHATUAX CO CTyaeHTamu Bo BIMKe diseHwTeiH ntobun pac-
KpbIBaTb MPUHLMMbI KOMMO3ULMMN B CZIOXKHbIX MPOU3BELAEHUAX }KUBOMUCK «NyTem “packagpoBku”
M MOHTaXHOro aHanun3a». O6beKTOM UccNeaoBaHUA y Hero bblnn «TaliHas Beyepa» JleoHapao Aa
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HACTOALLLErO MHTENNIeKTyasNa U MapKcucta, GakTUYeCKM MOHUMABLLETO
MOHTaX KaK OMaNeKTUYECKUn KOHQIMKT, B KOTOPOM «Te3MC MKW cuna
OEeNCTBUA CTa/IKUBAETCSA C aHTUTE3UCOM WM CUJIOWM NPOTUBOAENCTBUA,
A8 TOro YTobbl CO34aTb HOBOE AIBNEHME, Ha3biBaemoe cuHTe3om» [13].

0. CuHenbHMKOBA ybexaeHa, YTo, «aneanmpys K onbITy Anutepary-
pbl U }KUBONUCK, IN3EHLITENH CTPEMMUTCA NOKA3aTb HeU3bexHocMb 06-
paweHus [Kypcus Haw. — [K.] K LUMPOKO MOHMMAEMOMY MOHTaXKHOMY
NPUHLUMNY BO BCEX BUAAX MCKYCCTBA, €C/IN aBTOP XO4eT co3aaTb 0bpas,
a He mn3obpaxeHue asneHus» [14, c. 63]. MNpu 3TOM, HECMOTPA Ha TO,
YTO OTAE/IbHbIE NPOABNEHNA MOHTAXKHOTO MbILL/IEHUSA Y¥Ke BCTPeYannchb
B MPOM3BEAEHMAX N306Pa3nUTEIbHOrO MCKYCCTBA B MPOLLIOM BPEMEHU
(Hanpumep, loiu, Inb Mpeko, Cypukosa, Ceposa, PenuHa), notpebHoCTb
B MOHTaXKHOM 06paboTKe MaTepunasia BO3pocaa MUMEHHO B XX BEKe, «KOr-
03 KOHONNKTHOCTb BHYTPEHHEro MUPa XYA0MKHMKa A0CTUraeT TOM cTene-
HU Hanps*KeHHOCTU, NPU KOTOPOW NOTUYECKOE paspelleHme ero CTaHo-
BUTCA HEBO3MOXKHbIM» [Tam e, c. 68].

AHann3 TaKoro MOHTAXKHOTO MbILLI/IEHMA, HECOMHEHHO, ABNAETCA
HeobblyaliHO NepCnekTUBHbIM. [axe B OLeHKax AeATeNbHOCTU DI3eH-
WTelHa, rae UeHHOCTb ero TBopyectsa npobsemaTnsnpoBaHa M npeg-
NPUHATbI NOMbITKM NepecMoTpa 03apeHnin pexkmnccepa, Kak, Hanpumep,
B HoBoli BcemupHOW IHUMKNONEAUU, TEOPETUYECKOMY MOTeHUMany
ero meTtoda otaaeTca Ao/mKHoe: «[JoBoabHO YacTo ero [C. di3eHLlTel-
Ha. — K.] MOHTaX, XOT, BO3MOHO, UHTEN/IEKTYa/IbHO UHTEPECHbIN
N NepCnekTUBHbIA A4 NOKaApPOBOro aHaAu3a U M3y4eHWa anao3vii u
accoumaumii, KoTopble OH co3gaeT, GaKTUYECKN CTAHOBUTCA, MO MPOHUN
Cyabbbl, Y4EM-TO MEHbLUIMM, YEM CYMMA €ro Yactein. XoTa MOHTax, BO3-
MOHO, Bbl/1 UHTEPECHBIM B TEOPUU, HO CIULLKOM YMO3PUTE/IbHBIM U XO-

BuHum, «M3rHaHme Toprytowmx n3 xpama» n «bypa Hag Tonego» dnb peko, «boapbiHA Mopo3o-
Ba» U «YTPO CTpeneuKoi kasHm» Cypmkosa, «He xaanm» n «3anopoxupl» PenuHa, «O6opoHa Me-
Tporpaga» [leviHekun u apyrue. «Pasaensas KapTUHY Ha AeCATKMU “KaapoB” passIMuHON KPYNmHOCTU U
pacnonaras 3Tv “Kafipbl” B onpeaeneHHOM CMbIC/IOBOM, APaMaTypruyeckom nopaaKe, CTYAeHTbI
KaK bbl OXMBNANN KapTWHbI, NpeBpaLLany 3apuUKCUPOBaHHBIV B CTaTUKE MOMEHT AeiCTBUA B NpPO-
LLeCC, Pa3BMBAtOLLMIACA BO BPEMEHM M NpOCTpaHcTBe» [12].
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NIOAHbBIM, YTODbI MPEAONRUTb YTO-TO CYLLECTBEHHOE B peasibHOCTU. Ero
dUNbMbI CO34aBaNNCh, YTOBbI CAYKUTb NOAAM, HO GAKTUYECKU OHMU
4acTo ABNAMNUCL He bonee Yem XONoA4HOM M be3ayLHOoW nponaraHaon»
[15].

Cama no cebe nogobHas TPaKTOBKA, OAHAKO, AOCTAaTOYHO WH-
TepecHa, B CBA3WN C YEeM XOTeNOCb Obl NPOACHUTbL BO3MOMKHbIE ee Npu-
UMHbI. DM3eHLWTENHA, Kak U [N1a3yHOBa, B pa3Hble Mepuoabl COBETCKOM
NCTOPUM BOCMPUHMMANN B KayecTBe OPUUMO3HbIX MpeacTaBuUTenei
rocygapcTBeHHon naeonormm. OgHako oba oHM B CBOE Bpemsa npeTep-
Nean YHUUMMKUTENbHYIO KPUTUKY CO CTOPOHbI BAacTel. DW3eHWTeNHyY
OHa cToMNa NpeKpaleHna NpodeccMoHaNbHOM AeATeIbHOCTU U BCKOpe
¥KM3HU, a ThasyHoB B 1979 roay 6bin NpM3HaH MHAKOMbICAALLMM, OTKO-
HUBLUMMCA OT 06A3aTENbHOM A/1A BCEX HOPMbI NPETBOPEHUA MPUHLMMNOB
COLUMANUCTMYECKOro peann3ma B UCKyCCTBe. YKe B KapTuHe «Muctepun
XX Beka» (opurnHan — 1977, konua — 1999) oH Yepes KOHKpPETHble 06-
pasbl Nt0AEl Bblpa3na CBOK COBCTBEHHYI, OT/IMYHYIO OT 0dMLUMaANIbHO
NPUHATON KOHLUENUUIO anoKanunTuyeckoro bbitna XX Beka [nogpobHee
cMm. 06 aTom: 16].

[na vccnepoBaHua CoAepyKaHUsA KapTuUH [MasyHoBa M APYruUX OT-
€4eCTBEHHbIX XYA0XHUKOB BTOPOM N0/I0OBUHbI XX B. Mbl OAHOBPEMEHHO
C UCNONb30BaHNEM METOAA MOHTAXKHOIO aHaM3a Ji3eHLwwTeliHa byaem
onupaTbCA Ha METOoA MO3HAHWUA TMCUXONOTMM UCKYCCTBA, CO3AaHHbIN
J1. Boiecomckum. CyTb €ro, Kak M3BECTHO, 3aK/O4AeTCA B BbIABAEHUMN
BHYTPEHHEro KoHGAMKTa Npou3BeAeHMsA, KOTOPbIM BbiparKeH B CBOEO-
6pasHOM «MPOTUBOYYBCTBOBAHUM» repos [TepmuH J1. BbiroTckoro], c
NMOMOLLLbIO YEro PacKpbIBAETCA IOTUKA IYOUHHbIX CI0EB YE/I0BEYECKOTO
co3HaHusA. Mcnonb3ya NoHATUA Gaby/bl U CIOXKETA, YYEHbIN onpeaenmn
0Ba, KaK Obl B3aMMOWCK/IOYAIOLWMX KOMMNO3ULMOHHBIX HanpaB/ieHus:
CTpeMIEHME K LLe/IN U YKJTIOHEHWe OT Hee. MepBoe Hanpas/ieHne — BHeL-
Hee, BuaMmoe. OHo nNpeacTaBafeT MHUIo Gabynbl, TO eCTb CObbITUE UK
coctaB cobbiTuii [17, c. 75]. BTopoe HanpaBneHne — BHYTPEHHee, KakK
6bl 3alIMPpPOBAHHOE, Bya/IMpYylOLLLEe CTPEM/IEHME K LIeW, CK1adblBaeTca
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B JIMHMIO ClOXKEeTa, B KOTOpoM ¢dabyna nonyyaeTt onpeseseHHyo aBTop-
CKYIO MHTepnpeTauuto [Tam e, c. 188-189]. CToNKHOBEHMA NUHUIA da-
6YyNbl M ClOXKETa NOPOXKAAOT APAMATYPIUYECKME K3aMbIKAHUAY.

C. JDIi3eHLTeNH XOpOoLWOo 3Han PyKonucb «CMXON0TMU UCKYCCTBA»
J1. Bbirotckoro®. OgHako oH (He 6e3 BanAHUA naei BoiroTckoro) cosgan
CBOIO COOCTBEHHYIO «MCUXO/IOTMIO MCKYCCTBA», KOTOpPas M3/0XeHa Ha
CTpaHuLax paboT pasHbix neT. CTepKeHb 3TOM KOHLEeNuun cocrtasaset
«nepexog, oT BbipasutenbHoro [BuxKeHUa K 06pasy XyAoXKeCTBEHHOIO
Nnpou3BeAeHNA», MHAYe — «MaTepwuas, B KOTOPbIN BAenieHa “BHYTPeH-
HAA” CTaguA BblpasUTeNbHOro “ABUMKeHMA” — He KaK [ABMrate/ibHOro
npoLecca, a Kak nNpouecc B3aMMOLEMNCTBMA CNOeB CO3HaHuA» [20, c.
188], KoTopbI NO3BONAET 0bECNeUnTb MHOMECMBeHHOe 8XoxoeHue 8
06pas. ®. Anbbepa NULLET, YTO Ha OCHOBE CBOETO M3y4YyeHuA «KynanbLm-
ubl» [lera, KapTuH b MpeKko dii3eHWTENH, Habaogan nepexog obpasa
M3 04HOrO COCTOAHUSA B APYroe, akLLeHTMPOBa/l «BCTaB/IEHHOCTb KaapoB
Opyr B Apyra», obpesbl, ¢pparmeHTbl NPeaMeToB, reOMETPUIO KPAEB,
NoAYepPKHYTYH KPUBM3HY, YTO NPUBE/O €ro K BbIBOAY €O CUMY/IbTAHHO-
CTM NPOYTEHMA, O HECKO/IbKUX U3MEPEHMUAX, O KAPTUHE CO MHOMKECTBOM
BXO40B B Hee» [21].

Takoe obbeAMHEHME pasHbIX PAaKYpPCOB B COBOKYMHOCTU C MOHTA-
KOM feTaneit B Heyto obuiee NpoucxoauT, Kak CnpaBegivMBO CYMTAN
Jli3eHWTENH, NPU aKTMUBHOM Y4acTUW HalLero BOCMPUATUA, NMOpoXKAaan
«MMEHHO TOT 0606LLEeHHbIN 06pa3, B KOTOPOM aBTOpP, @ 338 HUM U 3pU-
TeNb NepeXKmnBaeT AaHHY Temy» [uuT. no: 12, c. 11]. N aeictBuUTENbHO,
Mo CNOBAM CaMOr0 PEeXKMccepa, CMaa MOHTAXKa COCTOUT B TOM, YTO «B
TBOPYECKUI MPOLLECC BK/IOYAIOTCS SIMOLMWU M Pasym 3pUTeNs, 3pUTens
33CTaBAAT NpoAenaTb TOT XKe CO3UAAaTeNbHbIM NyTb, KOTOPbIM NpoLLen
aBTOp, co34aBan obpas» [22, c. 77].

0 B, MBaHOB Nucan, YTo DM3EHWTENH APYKUA € Bbirotckum [cm.: 18, c. 519], 4To dii3eHLUTENH,
CTPEMACb MOHATb 3aKOHbI APEBHEro CO3HaHWUA, CO3Aan KPYXOK, B KOTOPbINA BOWAW ero apyr A.
Jlypusa, J1. BbIFOTCKWI, AMHTBUCT U UCTOPUK KyabTypbl H. Mapp. MpeameTtom mx 3aHATUI Bblno
«npeanormyeckoe ApesHee CO3HaHMe, NEPEXNTOYHO COXPAHAIOLLLEECA Y KaXKA0ro COBPeMEeHHOro
4enoBeKa 1 Mpu SMOLMOHANbHOM CTPecCce CHOBa BCTynatoLee B CBOM npasa» [19].
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MPOACHMM OCHOBHble TepMWHOAOrMYeckre AedUHULMKU Hallero
aHanuTMYeckoro annaparatl,

1. TunaxcHaa crouma, no 3ambicny C. Ii3eHlWTelHa, coCTaBAsAeTCA
«WU3 OTAE/IbHbIX KPYMHbIX MJaHOB, NLWb HAa MIHOBEHME MOABAAIOLWMXCA
nepeg, 3putenem» [9] U NOAYMHAIOLMXCA YNCTOMY XOo4y «bera MOHTaX-
HOW Mbican» [7]. OHa BO3HMKNA y Jli3eHWTelHA ewe B HEMOM KUHO
KaK cpefCcTBO BocnpomsBeaeHus obpasa macc («Ctayka», «bpoHeHocel,
“MOTEMKMH"»), B KOTOPOM PEXKMUCCEP BbIPA3W/ COCTOAHME YCUIMBaABLLE-
rocsl HaMNpAXXeHHOro OXKMAAHWUA, Ha3BaB 3TO AB/IEHME «“OpKecTpoBKON”
TUMNAXKHbIX IULL», HAPACTaHWEM JIMHUM CKOPOU, JaHHOM Yepes KpyrnHble
nAaHbl B «Tpaype no BakynnHuyky» [23, c. 157].

OfHako B fJasbHeliweM — B ero 3ByKoBom ¢unbme «MBaH pos-
HbIA» TUMAXKHAA COUTa ABWMNACL BbIPA3UTENEM 3MOLMIA He TOJIbKO
rpynnbl ML, HO U OAHOrO-eAMHCTBEHHOIO, MOJIY4MB Ha3BaHUE «10/U-
hoHu4eckoli» (06 3TOM peub NOMAET HUKe). Kpome TOro, oHa Hepeaxo
NposABAAMACk HE OAHA, @ B MPOEKUUN C APYTMMM TUMAMM MOHTAXa, 4YTo
NPUBHECNO B NPOU3BEAEHMA HOBbIE UHAMUYHbIE YEPTbl.

MOCKO/MIbKY €4AMHOr0 OnpeaeneHus TUMNaXKHOW CIOUTbI HE C/IOXM-
nocb, chopmynmpyem cBoe cO6CTBEHHOE: TUMAXKHAA COUTA — 3MO WU-
poKomacwmabHsbili MoKa3 nepcoHUpUUUPOBAHHbIX 06pa308, OQHHbLIX 8
AUHelHOM MOHMax e, npu NomMouwju Komopozo 8bipaxaemcs eOUHaA
udes u/unu onpeodesneHHoe Mcuxon02uYecKkoe CoCmMosHUe, OKpauwleHHble
00HoU u mol e amoyueli, Komopasa 8 CAY4YaaX KOHKpemu3ayuu umeem
pa3Hble OMMeHKuU.

2. MapannenvHoili MOHMAM — «4YepefoBaHMe CHOKETHO HEe3aKOH-
YeHHbIX AENCTBMI, KOTOPblE MPOUCXOSAT B PasHbIX MeCTax, HO B OAHO
M TO e Bpems. ITOT TUN MOHTaXKa TaK¥Ke npeanonaraeT BO3MOMXKHOCTb

1 [laHHbIA NOAXOZ, CUCTEMHOTO WMCCAef0BaHUA 3anafHOEeBPONECKOro UCKyCCTBa, B YaCTHOCTH,
YKMBOMUCK CKBO3b NPM3My MeToZaa J1. BbiroTckoro [cm.: 24, c. 220-274], a TaK¥Ke CKyNbNTypbl — C
No3unLMiA 3113eHLUTEHOBCKOrO aHaNmn3a TUNaXHOM COUTbI BO B3aUMOZAENCTBUM C METOAOM BbiroT-
CKOro BrnepBble 6bl1 NpumeHeH B MoHorpadum I KoHcoHa [cm.: Tam e, c. 287-315], a no3gHee
— B CTaTbe O COBETCKOM uBonucu 1920-1930-x rogos B cTaTbe (Npu yyactum [. [oHuoBa), ony-
6/1MKOBaHHOW B aKaAeMMUYeCcKoM KypHane «Bonpocbl ncuxonorum» [em.: 25, c. 99-108].
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MbIC/IEHHOTO COeAMHEHMA B CO3HAHUW 3pUTENA ABYX (MM HECKO/IbKMX)
OEeNCTBUN BONPEKM BPEMEHHOM M NPOCTPAHCTBEHHOM “pa3opBaHHOCTU”
TeyeHus cobbITUIA. [JeMcTBUSA MOTyT NPOTeKaTb 0AHOBPEMEHHO B peasib-
HOM NPOCTPAHCTBE, UM OAHO AEWCTBUE NPOTEKAET B PEasIbHOM XKU3HW,
a napanienbHoe — B BOOBPaskeHUn repoa u T.4.» [26, c. 79]*2.

3. AccoyuamusHsili MOHMaxM¢, Kak ero onpegenset [13. BepTos,
«TaHel, MbICIN UKW UTPa BOOBpaXKeHUs pexnccepa» [UnT. no: 28], 06b-
eAMHAET Kaapbl BeCbMa YC/I0BHO. B 0cHOBHOE AeicTBUE 34eCb «BCTaB-
NATCA A0NONHUTE/bHbIE Kadpbl, KOTOpble MpuobpeTaloT 3HadeHue
CpaBHEHWI, cMMBOIOB, MmeTadop, UM BMOJHE peasibHble, HO U3MEHSs-
fOLLME CMbIC/T MPOUCXOAALLETO, PACKPbIBAtOWME €ro BHYTPEHHUE CBA3M.
[eTanu TpaKTytoTCcA TaKMM 06pa3om, YTo MM NPUAAETCS 0COObIN, HEOXKM-
OaHHbIA CMbICA. PUTMMYecKoe Yepe0BaHWE KaApOB NOMOIAEeT He TO/b-
KO cO34aTb onpeneneHHOe SMOLLMOHA/IbHOE HAaCTPOEHME, HO N AOOUTL-
€A NO3TUYECKOTO OCMbIC/IEHUSA KaapoB. [pyn Ncnoib3oBaHUKM 3TOro BMAa
MOHTaXa B OCHOBE COeAMHEHNIN MOHTaXHbIX Gppas nNexart He NPUYUHHO-
CNeACTBEHHble CBA3M, a accoumaumm» [26, c. 82]. [Ina Hac Tako MOHTaX
LEHEH CBOel BHYTPEHHEeN 3Kcnpeccuei, NposBIeHMeM aBTOPCKOTO «fA».,
BakHelLWmMm NpoBOAHMKOM TaKOFO MOHTAXKa B KUHEMaTorpade ABAAOT-
ca meTadopbl. UMEHHO B HUX «aBTOPCKWMIM MOATEKCT No/y4YaeT MnojHoe
pa3pelleHne B 3pUTENbCKMX OLLYLLEeHUAX, obpeTaeT “matepuanbHble”
dopmbI» [Tam ke, c. 83].

4. lHmennekmyaneHeIli MOHMAM — OAWH U3 MPUHLMMNMABbHO 3Ha-
YUMbIX CNAraemblX B MOHTA)KHOW TEOPUM DN3eHLWTENHA, BO3HUKLINMA
BO Bpemsa ero pabotbl Hag ¢puabmom «OKTABPbLY. Pexkmccep cuntan ero
«BbICLIEN KuMHemaTorpadpuyeckor dopmoi. MHTennektyasbHoe KUHO
CTPEMUIOCH PA3PYLUUTb rPaHMLY MEXKAY NMOHATUMHBIM N YyBCTBEHHbIM

12 NapannesnbHblit MOHTaX Kak npuem opopmuca 8 1906—1907 rogax 8o GppaHLy3CKOM KMHEMa-
Torpade, rae UCNoNb30BaNCA B KOMEAUAX 414 NOKa3a PasHbIX AeNCTBUI, MPOUCXOAMBLUMX B pas-
HbIX TOYKaxX B OAHO M TO e BpemA. MPUHATO cumMTaTh, YTO NapanfesibHbli MOHTaX Bbln co3paH
amepuKaHCcKuMm pexkunccepom . puddutom. Ho ato nereHaa. OH nepBbiii HAYMHAN UCTO/b30BaATb
€ro B ApamaTUYecKmx Lensx, YTobbl BbIABUTb NCMXONOTUIO NepcoHaxKen. Punbm, B Kotopom Mpud-
$UT BNepBble UCMO0/1b30Bas NapanNeNbHblil MOHTaX, — «MHOro 1IeT CNyCTA», CHATLIM NO Noame A.
TeHHUCOHa «IHOX ApgeH» [cm.: 27].
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MbiweHem» [14, c. 63]. B ocHOBe TaKOro MOHTaKa HaxoAW/ICA KMPUH-
LN KOHTPaNyHKTa ABYX PAAOM CTOSALUMX KaZpoB Uan dparmeHToB (4BYyX
npeacTaBfeHui, AByX MPOTMBOMOJIOXKHOCTEM, ABYX dopm m306pasu-
Te/bHOTO MaTepuana, PUTMUYECKOTO, TOHANIbHOMO U T.4.). MOHTa)Hble
CcoeiMHEeHMA MOMOTanN PEeXMCCepy BbI3BaTb “B3pbiB” BHYTPU GopMbl,
N3MEHWTb CTPOW JIOTMYECKOTO NOBECTBOBAHMAY [26, c. 84].

5. B Hawem aHannuTMYecKom annaparte, HapAaay C UCNOJIb30BAaHMEM
NPUHLMNOB MOHTaXa, Mbl byaem MMeTb B BUAY €LUEe OAMH, MOXOXKUIN Ha
Hero ¢eHoMeH, — KOo/INax, BAMAHMA KoToporo B XX Beke He usbexano
HW 04HO UCKYCCTBO [29, ¢. 57]. MOoHTaX 1 Konnax obbegmHaeT GpparmeH-
TAapHOCTb, B YeM KPOETCA aBTOPCKMI MPOTECT NPOTMB 3CTETUKU OAHO-
POAHOCTH, C HAapyLLEHNEM KOTOPOI A/1A CO34aTeNiA OTKPbIBAKOTCA HOBble
ropu3oHTbl. O4HAKO MOHTaX W ero Teopua — 3T0 PyHAAMEHTasIbHOe
Hay4YHOE U XY 0XKEeCTBEHHOE ABNEHNE, B KOTOPOE KaK MPMUEM MOMKET BXO-
ONTb N KONNaMK.

B cBA3M C BblleCKa3aHHbIM NPW aHaAn3e KapTuH [NasyHoBa U ero
COBPEMEHHMKOB Hac OyayT WMHTepecoBaTb NPUHLUMMbI MOHTaXKHOTO
MbILUNIEHWSA, PEANN3YIOLLMNECS:

1) B npouecce XyA0XKeCTBEHHOro TBOPYECTBa: UYTO «B3ATO U3 fABNe-

HUA W KaK COMOCTaB/NIEHO B3STOE, T.€. MOHTA: CO3HATE/bHbIN OT-

60p 1 conoctasneHme» [20, c. 189] (a no BbiroTckomy, HaANOMHUM,

— M3HayvanbHaa ¢abyna M ocmbicieHne ee B cloxete. — [LK.), B

pesynbTaTe Yero peannsyertca naen NpPousBeAeHns U CTaHOBeHUe

0bpasa;

2) B mpouecce BOCMPUATAA NMPOM3BEAEHMA UCKYCCTBA, B pe3y/bTa-

Te KOTOPOro «3pUTeNib He TOJIbKO BUAUT M30OpaKaemble demeH-

Tbl NPOU3BEAEHUA, HO OH U NEpPeXKMBaeT AMHAMUYECKUIA npoLecc

BO3HMKHOBEHWA W CTaHOBJIeHUs obpasa Tak, Kak nepeskusan ero

asTop» [22, c. 77].

AHanus TBOpYecTBa [NasyHoBa HayHem c PpeHOMeHa Hemocpes-
CTBEHHOTO COBMAaZEHWUs, NMPOABMBLUErOCA B TPAKTOBKe 06pas3a MBaHa
lPO3HOro, MHTEpPNpEeTaLusa KOTOPOro npexae Bcero 6bina HanaeHa B pu-
cyHKax C. di3eHwTeiHa. OHK, Kak nuweT E. KnonoTtoBcKas, oTaM4yanunch
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YANBUTENbHOM €MKOCTbIO CUMBOAA, M TOZIbKO NMOTOM JIMK LLapsa nepeLlen
B 3KpaHHbIN [30]. Y dii3eHwTeHa 1 MNa3syHoBa KOMNO3NLUMA «PO3HbINI-
HapoA4» U CaMUu INKM camogep KL Bcea Pycn nopasnTenbHO NOXOXU—
COMHEHMA HET, YTO XYLOXKHUK B CBOEWN KapTUHE pMCOBasa MOPTPET nep-
COHarKa, co3gaHHoro B ¢punbme C. IM3eHLWTENHA apTUCTOM HUKonaem
YepKacosbiM. U pelweHbl ob6a noptpeTta MBaHa MPO3HOro — KMHemaTo-
rpadUyecKnin 1 }KMBOMUCHBIN — OAMHAKOBLIMW MPUHLMNAMMU: TUNAXK-
HbIMW ClOUTaMK B 06pUCOBKe 06pa3oB HApoAa U LLapAa, CoeauHEHHbIMU
C MOMOLLBIO MPUHLMMA «NAPANNENBbHOIO MOHTAMKAY.

PucyHok 5a. PUCYHOK 56.
Wnbsa MasyHos. MeaH Mpo3HbIi*™ Cepreii Dit3eHLITENH.

Kapap u3 ¢punbma UBaH Mpo3HbIii

1 cepusa. 1 4. 37 MuH. 47 cek.™

3 UcTouHUK mM3obpaxkeHna cm.: URL: http:// 14 duabm, C KOTOPOro CAeNaH CKPUHLLOT, CM.
glazunov.ru/tvorchestvo/obrazy-russkoi- no ccoinke: URL: https://www.youtube.com/
istorii/raboty/1974-ivan-groznyi. watch?v=igq6ls867Rw.
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B ocHoBe 06oux npousseneHuii (1-a cepma puibma BbilLNA HA IKpa-
Hbl B 1945, 2-7 — B 1958, KapTuHa Na3syHoBa — B 1974) NeKUT NpuHUMUN
«AMHAMMNYECKON CUHXPOHUM» [C. DM3EHLUTEH] CTPYKTYpPHO-CoaepKa-
TeNbHbIX QYHKUMIA. TaKoe ABNEHME BO3MOMKHO NMOTOMY, YTO KMBOMUCD,
nofo6HO KMHO, NO yBeXAeHUIO peXMCccepa, CYLLEeCcTBYeT KOAHOBPEMEH-
HO NMoA, 3HAaKOM HECKOJIbKMX Pa3HbIX MepcneKkTMB. B nopagKe CnoXHOro
CMHTE3a, COEANHAIOLWLErO B OAHOM KapTMHE YacTu, KoTopble bepyT npea-
MeT CHM3Y, C YacTAMM, KoTopble 6epyT ero ceepxy» [23].

MonoXKeHne 3To HaM Ba*KHO TeM, YTO OAHA M Ta JKe CLEeHa MOXKeT
6bITb HEO4HOKPATHO NPOAHA/IM3UPOBAHA C PA3HbIX TOYEK 3peHuA. OXKK-
naHuve MBaHa po3HOro, Hanpumep, U danbHellee ero noBeaeHUe BO
BpeMs NnosiB/ieHMA Hapoaa, npocaLero ero bbiTb LLapem Ha Pycu, umeet
HECKOJIbKO BXOXKAEHMI B ero obpas:

1. TunaxHbIi cnocob BxoXAaeHWa B 0bpa3 Hapoda KaK KOHTEKCTa

obpasa uapa MBaHa. B ocHOBe ero NeXuT NPUHLMN NoKasa mMacc

B JIMHEMHOW nepcrnekTneBe. B Takom Tune npomucxoamut obpaboTka

NnepBUYHON MAEHTUDUKALMOHHOM 3pUTeNbHON MHGOopMaL MK,

2. MapannenvHbliit TMN BXOXAeHWs B 0bpasbl MBaHa [po3HOro u

HapoAa KaK paBHOMpPABHbIX YYaCTHUKOB AENCTBMA, NMOKA3aHHbIX B

04HOBPEMEHHOCTU-NEPEKPECTHO, A MAaBHOE — B UX COLMANbHbIX

OTHOLUEHUAX.

3. Tuna)kHas cloMTa aIMOLMIA, MPOSAB/IEHHbIX Ha /Mue MBaHa Mpo3Ho-

ro, KOTOpble NepesatoT LUMPOKY FaMMy YyBCTB OT HampsaKEHHOro

OXWAaHMA [0 NosfHOM nobeabl — OCO3HAHMA ceba camoaeprKuem

Bces Pycu (310 6osiee BbICOKMI ypoBEHb NPOABIEHUA MOHTAXKHO-

TUNAXKHON clouTbl, Yem B ¢unbme «BbpoHeHocel, “TMOTEMKUH"».

O nopo6Holi ctomTe nucan C. Gpeinnx, umes B BUAY 3NnU304, CKOp-

61 MPO3HOTro No ymepLiel KeHe AHacTacumn: «Ecnm B HEMOW KapTUHe

Tpayp nepeaasasnca B COMTe 1L, TO Tenepb Tpayp nepenaerca B Clo-

ute nuua MposHoro» [9, c. 25]. B cBA3M C TEM, YTO B TaKOM ctoute -

3eHLWTENH BMAEN «NOMGOHUIO TEP3aHMA U TOPA», PasbirpbiBaEMYIO

OOHUM U TEM }Ke Ye/I0BEKOM, Mbl, AHANN3MPYA AaHANOTUYHYIO CIOUTY,
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6y/zem HasbIBaTb MOAUPOHUYECKOU MunaicHol, BbipakatoLwen MHAM-
BMAYa/IM3MPOBAHHbIE CTOPOHbI YEI0OBEYECKOTO XapaKTepa. B KapTuHe
[Na3yHOBa TaKaa ClOMTa XapaKTepUCTUYECKUX YepT MPO3HOro Toxe
npoeuunpyeTca MHOrorpaHHo. B ero npoduae c nogskatbimu rybamm
NpPOCTYnatoT AeMOHM3M, 371063, CKPbITHOCTb, KOBAapPCTBO, XUTPOCTb,
MCTUTENIbHOCTb, YIP03a M BMECTE C TEM CTPaX, KOTOPbIe OLLyLLAloTCA
B 10U OHUYECKOM 83aumodelicmeuu. Bce 3TV KayecTBa Ha CUMHe-
CTe3UMHOM YPOBHE HaLlero BOCMPUATAA PACKPbIBAOTCA B MpoLecce
BCMATPUBAHMA B €ro MNOPTPET, MHULMUPYS Hal ObITUMHO-pednek-
CMBHO-AYXOBHbIN [cM. 06 aToM: 31, c. 230] noTeHuMan.

4. AccoumaTMBHbIN TUN BXOXAEHUA B 06pas, pacKpbiBaloLWMiA ry-
OUHHbIA apxeTnn reposa (06AnK uapsa MBaHa B ¢uabme Di3eH-
WTEMHA M KapTuHe Ma3yHoBa AaH B 3a0CTPEHHOM AEMOHUYECKOM
npodune, B KOTOPOM NepesaeTcs ero caTaHMHCKoe HyTpo'®, a B
KOHEYHOM cyeTe BO3HMKalT accoumaumm u co CtannHbim). Takoe
NOpTPETHOE CXOACTBO [1a3yHOBCKOro Lapa MBaHa ¢ 3/i3eHWTenHOB-
CKMM FOBOPUT HE TO/IbKO O CU/IbHOM BIVAHUKN Ha XYAOXHWUKA BE/U-
KOro macTepa KMHO, HO 1 06 ycTosiBlieMcA 0b6pa3e aBTOPUTAPHOro
BN1ACTUTENA rOCyAapcTBa.

5. IHTenneKTyanbHbIi, BbICLIMA «3TaXK» CO3HAHMA — UHTepnpeTa-
LMOHHbBIM, BCKPbIBAOLLMIA MOJUTUYECKYIO U MCUXONOFMYECKYHO MO-
OOMNNEKY B OTHOLIEHMAX Laps M Hapoda. B KuHO, npaBaa, Hapos,
MoKasaH yxe nobexaeHHbIM, NAYLWMM K Lapto C 4enobuUTHOW, a B
KapTuHe [NasyHoBa KOHGMKT BbipaXKeH B CaMOM pasrape — B My-
6/1MYHOWM Ka3HM Bparos Laps.

MepeyncieHHble TUMbl AHAIMTUYECKOTO BXOXKAEHWA B 06pa3s moryT
OPraHMYHO COYeTaTbCA M C MEeTOoAOM BbIroTckoro, uto B Lenom byaert
cnocobcTBOBaATL NO/IyYeHMI0 6oaee NONHOro pesy/bTaTa UCCNe0BaHus.
[ns 3TOro octaHOBMMCA Ha Haubonee aKTyasbHbIX BUAAX TEMATUKK B

15 [lymaeTcs, 4To NPOTOTUMNOM CO3AaHHOM DW3EHIITENHOM B PUCYHKaX BHELLHOCTM LapA MBaHa, a
3aTem [nasyHoBbIM, ABKUACA 06pa3 Meductodens u3 ogHoMmeHHoM onepbl A. BoiiTo B cnonHe-
Hum ®.U. WananuHa.
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XNBOMUCKU B NOCNEBOEHHbIE rogbl M NOCMOTPUM, Kak OHU NPOABUINCH B
TBOpYecTBe [Na3yHOBa B CPaBHEHUWN C HEKOTOPbIMU €ro XyA0XKHUKamu-
coBpeMEeHHUKamMMn.

BToOpy!o YacTb CTaTbu CM. B CiegyloLemM HoMepe XKypHana

«Hayka renesngenua» — 2019. Ne 15.1
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IM ZEITALTER DER HYBRIDISIERUNGEN:
MUSIKEN — MEDIEN — MINDERHEITEN

Zusammenfassung. Begriffe wie Hybriddichter, Hybridzeit oder Hybride
Welten kommen immer mehr ins Zentrum der o6ffentlichen Debatten
Uber Klnstler, Medien, Kunstevents und Kultur im 21. Jahrhundert.
Transkulturalitdt, Crossover und Mixture sind andere Schlagwoérter in
diesem Kontext.

Im Artikel wird die Frage gestellt, welche Begriffe, Konzepte und Methoden
wir in den Kulturwissenschaften haben, damit wir kulturelle Prozesse in
der globalen Moderne beobachten und analysieren kdnnen. Wie kénnen
wir die Bewegungen und Zusammenflhrungen auf den transkulturellen
Feldern der Kultur plausibel beschreiben, ohne wichtige Erfahrungen,
Sensibilitaten und Kompetenzen, die mit so einem Leben zusammenhéangen,
zu ignorieren? Oft reichen hier die traditionellen Konzepte von Kultur nicht
aus. Das Konzept der Hybridisierung wurde als eine Antwort auf diese
Fragestellung entwickelt. Kein ,Entweder-Oder” Denken, sondern ein
«Entweder-Und-Oder» Modell wird hier vorgestellt.

Der Begriff Hybridisierung fokussiert als analytischer Begriff unsere
Forschung dorthin, wo wir es mit Differenzen zu tun haben. Das ist das erste
Spezifikum der Hybriditats-Paradigmas. Der Begriff Hybridisierung besagt
zugleich etwas Uber die Beziehung von disparaten Elementen, d.h. der
Begriff fokussiertausdriicklich auf die Beziehung, auf das Aufeinandertreffen
des zuvor Geschiedenen. Das ist sein zweites Spezifikum. SchlieRlich — und
das ist das dritte Spezifikum — verschiebt er die Aufmerksamkeit von den
Objekten hin zu den Prozessen und deren Bedingungen.
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Zentrale Koordinaten fir die neue Konzeptionsbildung sind Musik,
Minderheiten, audio-visuelle Medien. Das Hybriditatskonzept hat nicht nur
eine theoretische, sondern auch eine kulturpolitische Ausrichtung.

Suchbegriffen: Hybrid, Differenzen, Globalisierung, Medien, Alltagskultur,
Transkulturalitdt, Musik, Interkultureller Dialog, Minderheiten, Kultur,

Politik.
ELKA TCHERNOKOJEVA
The European Association
of Cultural Researchers e.V. (ERICarts Network)
Cologne, Germany
ORCID: 0000-0002-5589-3841
e-mail: elkahome@gmx.net

IN THE AGE OF HYBRIDIZATION:
MUSIC—MEDIA—MINORITIES

Abstract. Such terms as ‘hybrid poet,” ‘hybrid time’ or ‘hybrid worlds’ find
themselves increasingly at the center of public debates about artists, media,
art events and culture in the 21st century. Transculturality, crossover and
mixture are the other keywords in this context.

The article poses the question about which terms, concepts and methods
we have in cultural studies, so that we can observe and analyze cultural
processes in global modernity. How can we plausibly describe the
movements and conflations in the transcultural fields of culture without
ignoring important experiences, sensitivities and competences related
to such a life? Frequently the traditional concepts of culture become
insufficient in themselves. The concept of hybridization has been developed
as an answer to this question. What is presented here is not “either-or”
thinking, but rather an “either-and-or” model.

The term “hybridization” as an analytical term focuses our research on
where we are dealing with differences. This is the first specific feature
of the paradigm of hybridity. The term hybridization also refers to the
relationship of disparate elements, i.e. the term explicitly focuses on the
relationship, on the encounter of the previously divorced. This is its second
characteristic trait. Finally—and this is the third characteristic feature—it
shifts attention from the objects themselves to the processes and their
conditions.
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The central coordinates for the new concept formation are music,
minorities, and audiovisual media. The hybridity concept possesses not
only a theoretical but also a cultural-political orientation.

Keywords: hybrid, differences, globalization, media, everyday culture,
transculturality, music, intercultural dialogue, minorities, culture, politics.

ZUR EINLEITUNG: HYBRIDDICHTER

Michael Chabon gewann im Jahre 2001 den Pulitzerpreis
fir den Roman ,Die unglaublichen Abendteuer von Kavalier &
Clay“. Anlasslich seines neuen Romans ,Die Vereinigung jiddischer
Polizisten” veroffentlichte die Zeitung ,Die Zeit” am 24. April 2008
einen umfangreichen Artikel (iber den Autor mit der Uberschrift ,,Der
Messias von Zemenhof“. Der Untertitel heilSt ,,Der Hybriddichter” und
der Autor wird so vorgestellt: ,Man kann ihn natirlich ganz einfach
rihmen fir seinen Witz, seine Intelligenz und vor allem seine Sprache,
mit der er es schafft, dem Sound unserer Zeit einen eigenen, grell
schallenden Ton hinzuzufiigen, geformt aus Elementen von Gegenwart
und Vergangenheit, aus erfundenem Jiddisch und erfundenen Welten.
Erist der Hybriddichter fiir unsere Hybridzeit. Chabon lebt in Berkeley/
Kalifornien — und fahrt ein Hybridauto von Toyota.” *

Begriffe wie Hybriddichter, Hybridzeit oder Hybride Welten
kommen immer mehr ins Zentrum der offentlichen Debatten liber
Kinstler, Kunstevents und Kultur im 21. Jahrhundert. Dies kann
uns nicht verwundern, denn vieles um uns herum tragt Spuren
von Vermischung, Uberlappung und Zusammenfiihrung von
unterschiedlichen kulturellen Bezligen. Dabei geht es nicht nur um
Kunstwerke wie moderne Romane, Jazzmusik oder die Collage in
der Malerei, wo Vermischungen als Kunstgriff zielbewusst eingesetzt
sind und langst zum Genrespezifikum gehéren. Es geht vielmehr
um den Charakter des Alltagslebens heute, auch um die gesamte
Organisation der Gesellschaft: Ein Spaziergang durch die Stadt,

! Der Messias von Zemenhof, In: ,Die Zeit”, 24. April 2008.
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ein Blick in die Auslagen der Geschafte oder auf Werbeplakate,
Zeitunglesen, Radiohdren oder Fernsehen zeigen im Vergleich zu den
zuriickliegenden Jahrzehnten unabweisbar eine ganz erstaunliche
Vielzahl kultureller Bezlige.

Zudem ist der Trend, den ich hier hervorheben will, langst kein
Phianomen der Metropolen, der Jugend oder der Kunsteliten. Auch
in den entlegensten Dorfern der Balkangebirge tragen alte Frauen
ihre Handys tagsliber auf den Feldern mit sich, um mit den Kindern
und Enkelkindern Gber Tausende von Kilometern kommunizieren zu
kénnen. Dann verfolgen sie die Abendnachrichten im Fernsehen, um
zu sehen, wie Wetter, Streiks, Borsenkurse oder andere weltweite
Ereignisse sich in das Leben ihren Familienmitgliedern einmischen.
Am nachsten Tag besprechen sie das mit den Nachbarinnen und
warten gespannt auf den nachsten Telefonanruf. Sie spiren, dass
irgendwie alles mit allem zusammenhdngt und kein Ereignis fir
sich allein steht, viel mehr sogar altbekannte Horizonte fur Arbeits-,
Lebens- und Gliickssuche in Bewegung geraten sind und standig neu
definiert werden.

Die Tendenz der Entgrenzung und Pluralisierung von
kulturellen Zusammenhangen und individuellen Lebensentwirfen
ist das markanteste Zeichen von Kultur in der heutigen Zeit. Diese
Feststellung scheint plausibel, und dariiber Iasst sich kaum ernsthaft
streiten. Die Frage, die gestellt werden soll ist aber, welche Begriffe,
Konzepte und Methoden wir in der Kulturwissenschaft haben, um
diese Prozesse analytisch schliissig beobachten und beschreiben zu
kdnnen? Wie kdnnen wir die Bewegungen und Zusammenfihrungen
plausibel beschreiben, ohne wichtige Erfahrungen, Sensibilitdten
und Kompetenzen, die mit so einem Leben zusammenhangen, zu
ignorieren? Oft reichen hier die traditionellen Vorstellungen und
Begriffe von Kultur nicht aus. Besonders jene Vorstellungen, in denen
die nationale, ethnische oder regionale Kultur als ein homogenes,
eigenstandiges und stabiles Gebilde gedacht wird. Beispiele fiir so
eine Denkart sind alltdglich in bestimmten Kreisen, in der Presse oder
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auch bei politischen Diskussionen zu finden. In einer umfassenden
Untersuchung, die ich zu der Frage realisiert habe — wie in der
deutschsprachigen Presse (iber kulturelle Andersheit in der Zeit
von 1994 bis 2000 geschrieben wird — konnte ich dies deutlich
zeigen [1]. Meine spateren Forschungen haben weitere Belege fiir
das ,,Reinheitsdenken” gesammelt und auch die Notwendigkeit von
anderen Denkfiguren immer wieder herausgearbeitet.

Bild 1, FuRballtrikots zweier deutscher Nationalspieler, 20172

2 Vgl.: https://www.visitberlin.de/de/event/kulturkontakte-leben-europa.
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Die Uberlegungen lber den Bedarf an neuen Kulturkonzepten und
Forschungsmethoden haben sicherlich einen allgemeinen theoretischen
Charakter, sind aber zugleich Resultat meiner eigener Biographie
und wissenschaftlichen Arbeit ,in der Fremde”. Es ist meine eigene
Migrationsgeschichte und sehr widerspruchsvolle Fremdheitserfahrungen
-konkretals einein Deutschland lebende Frau aus Bulgarien, die bedeutsam
hierfir ist. Denn Migrationserfahrungen sind spezifische Erfahrungen, sie
beinhalten ein breites Spektrum von alltdglichen Missverstandnissen, dann
aber auch Missachtungen und Verunsicherungen, tiefgreifende Angste und
weitreichende Zweifeln — kaum fester Boden, sondern gleitender Sand
unter den FiiRen. Zu den Migrationserfahrungen gehort aber auch eine
neue Weisheit, die Weisheit des Ungewissen: das Gefiihl ein Lebenskiinstler
zu sein, die grolRe Freiheit und auch Freude, manchmal jedoch als Zwang
erfahrbar, doch immer spilirbar was es bedeutet, ein eigenes Leben zu
haben. In der Migration zu leben bedeutet, sich standig neu zu erfinden
— und zwar nicht nur im Denken, sondern auch im Handeln. Das alles
ist in meiner wissenschaftlichen Arbeit miteingeflossen. Doch flir meine
konzeptionellen Uberlegungen spielt sicherlich noch ein anderer Spagat
eine wesentliche Rolle: der fortwdhrende Spagat zwischen Philosophin
resp. Kulturwissenschaftlerin sein und Mutter sein. Was das konkret
im Leben bedeutet, wie sich das in der Forschungstatigkeit, aber auch im
dichten Beziehungskomplex zu den Kindern, zum Sohn wie zur Tochter
immerwahrend und immer neu zeigt, das ist ein schllssiger Aspekt,
worlber es sich lohnen wiirde noch mehr zu reflektieren.

Zudem befand sich mein Forschungsfeld Gber mehreren Jahren in
der Lausitz, also im 0Ostlichen Teil von Deutschland, in einer Region, wo
die Sorben als slawische Minderheit in Deutschland leben und wo die
Grenze zu Polen und Tschechien ganz nah ist. Ebenso nah wie auch eine
andere Art von Grenze und Grenziiberschreitung, die wir als politische
Wende oder Post-Sozialismus kennen. Es sind die alltdglichen Briiche,
Unsicherheiten, gegenseitige Anfeindungen, aber auch diverse neue
Solidaritaten, die mich im Prozess der Entwicklung meines Kulturkonzeptes
und der Forschungsmethoden begleiten. Die konkrete Forschungsarbeit
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im Feld selbst gibt mir Argumente in der gleichen Richtung. So z.B. bei
einer umfangreichen empirischen Forschung tber sorbische Kultur und
Identitat, die ich mit Studierenden der Universitdat Bremen in der Zeit
von 1998 bis 2003 durchfiihrte. Bei der Untersuchung von Jugendlichen
am Sorbischen Gymnasium in Bautzen wurde folgendes Fazit gezogen:
,Letztendlich gewannen wir im Zuge unserer Untersuchungen den
Eindruck einer deutlichen Diskrepanz zwischen dem, was von offizieller
Seite unter sorbischer Kultur verstanden und besonders im Rahmen von
Traditionspflege, Folklorisierung und Sprachpflege hervorgehoben wird,
und dem tatsachlichen Alltagsleben der Menschen in dieser Region.” [1,
S.169]

Das Konzept der Hybridisierung ist als eine Antwort auf diese
Diskrepanzen zu verstehen. Es wurde entwickelt, um die Prozesse der
Entgrenzung, Vermischung und Neukonfigurierung von kulturellen
Zusammenhangen und individuellen Lebensentwirfen besser
beobachten und analysieren zu kénnen. Es wurde entwickelt, um nah
am Leben zu bleiben und dennoch daran nicht zu zerbrechen, vielleicht
auch, um die Weisheit des Ungewissen besser aushalten zu kénnen und
dabei auch eine neue Zuversicht stringent zu machen.

HYBRIDISIERUNG ALS BEGRIFF UND KONZEPTION

Nun will ich kurz meine Hybriditats-Konzeption vorstellen: Das
Wort Hybriditdt oder Hybridisierung bedeutet in der Alltagssprache
Vermischung. Das ist aber sehr vage und kann zu Missverstandnissen
fahren. Ich wiirde den Akzent etwas anders setzen. Fiir mich thematisiert
das Wort Hybridisierung als analytischer Begriff die Zusammenfiihrung
zweier verschiedener, durch die historische Zeit oder durch die soziale
Differenzierung getrennter kultureller Phdanomene. In diesem Sinne
verstehe ich Hybridisierung als eine Art Hegelsche Aufhebung von These
und Antithese in der Synthese, ohne jedoch die Synthese (wie in Hegels
Konzept) als Harmonie oder Verséhnung der Gegensatze zu fassen,
auch ohne hier etwas Stabiles, Dauerhaftes oder Unverdanderbares zu
imaginieren. Synthese wird jetzt als dynamischer und widerspruchsvoller
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Prozess verstanden. Zudem kann die Zusammenfihrung auch nur
einen Augenblick dauern, situativ sein oder zweckbezogen. Somit
besagt der Begriff Hybridisierung nicht, dass die Differenzen zwischen
den Kulturen verschwinden — was irrtiimlicherweise oft unterstellt
wird, — sondern dass die Grenzen durchladssig sind und dass neue
Konfigurationen moglich sind. Hybridisierung bedeutet Inklusion. Ein
Dialog kann entstehen, oder — verschiedene kulturelle Energien kdnnen
zusammen wirken. Dabei geht es gerade nicht um einen , Einheitsbrei”,
wie es den Vertretern des ,Melting pot” vorschwebte, sondern um die
offene Anerkennung von Differenz. Bei dem Hybriditatsbegriff wird
die absolute Gegeniberstellung und gegenseitige AusschlieBung des
Differenten in Frage gestellt. Die zentrale konzeptionelle, philosophische
Uberlegung, die hinter dieser Begrifflichkeit steht, ist die Relativierung
und Uberwindung der dualistischen Denkweise.

Bild 2, Grafite an einer Schulgebaude in Sofia, 2008,
Foto aus der Archiv der Autorin
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Somit kann meiner Ansicht nach mit dem Terminus Hybridisierung
erst dann stringent gearbeitet werden, wenn es in der Forschung um
solche Phanomenen geht, die in gewisser Hinsicht getrennt waren, bzw.
die Unterschiede aufweisen. Denn erst dann kann sinnvoll tGber eine
Zusammenfiihrung gesprochen werden. Demnach markiert der Begriff
Hybridisierung als analytischer Begriff Differenzen, was auch sein erstes
Spezifikum darstellt. Diese Differenzen kénnen unterschiedlicher Art
sein. Sie kdnnen Aufteilungen nach sozialen Kategorien oder sozialen
Systemen wie Ethnos, Geschlecht, Alter, Beruf, Besitz etc. meinen. Der
Begriff thematisiert ebenso Ausdifferenzierungen innerhalb dieser
sozialen Kategorien. Nach der Art der Differenzen kann eine Typologie
der Hybridisierung erarbeitet werden.

Der Begriff Hybridisierung besagt zugleich etwas Gber die Beziehung
von diesen disparaten Elementen, d.h. der Begriff fokussiert ausdriicklich
auf die Beziehung, auf das Aufeinandertreffen des zuvor Geschiedenen.
Das ist m. E. sein zweites Spezifikum. Auch nach der Art und Weise
der Beziehung konnen unterschiedliche Typen von hybriden Raumen
und Ereignissen formuliert werden. Eine wichtige Unterscheidung
einzelner hybrider Phdanomene ergibt sich, wenn wir die Frage nach
den Machtverhdltnissen stellen. Idealtypisch ist Hybridisierung
als Begegnung und Austausch zwischen Gleichberechtigten zu
verstehen, in der Realitat zeigt sich jedoch oft das Aufeinandertreffen
unterschiedlicher Machtverhaltnisse. Es ist z. B. ein kulturelles
Phanomen der Zusammenfihrung, wenn der Opernsidnger Luciano
Pavarotti mit Freunden aus der Pop- und Rockszene auftritt und somit
die kulturellen Welten von Klassischen- und von Rockmusik vereinigt.
Die gleiche Macht-symmetrie haben wir auch wenn Goran Bregovié
zusammen mit Gleichgesinnten wie mit Sezen Aksu (aus der Tirkei)
und Kayah (aus Polen) singt. Es ist ein ganz anderes Phdnomen, wenn
der McDonalds-Laden andere Lokale aus dem StraRenbild am ,,Plostad
Slaweikow” in Sofia vertreibt oder wenn auf bulgarischen Hochzeiten
Roma-Musikanten auftreten, sie aber nicht auf der Entscheidungsebenen
der Kultur gleichberechtigt mitwirken kdnnen. Hier kdnnen wir deutliche
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Macht-asymmetrien feststellen. Wir dirfen in unseren Forschungen
nicht verschweigen, dass es bei einigen Hybridisierungsprozessen oft zu
einer Ausbeutung oder Kolonisation von Kulturkraften und Lebenswelten
kommt.

Die Frage nach der Verteilung von Macht und der Asymmetrie der
Macht — wobei die Frage auf der konomischen, politischen oder auch
symbolischen Ebene gestellt werden soll — ist eine zentrale Frage bei der
Erforschung von Hybriditatsprozessen. Dies muss in der Kulturforschung
besonders beachtet werden, denn das Verschweigen der realen
Machtverhéltnisse in einer Gemeinschaft entzieht der Forschung
jegliche soziale Scharfe und macht den Hybriditats-Begriff sinnlos. Somit
geht es bei der Untersuchung von Hybriditatsphdnomenen nicht immer
um Geschichten des frohlichen Miteinanders, es handelt sich oft um
leidvolle Erfahrungen. Das aktuelle Leben zeigt ein kontroverses Feld, wo
es sowohl Gewinner als auch Verlierer in der neuen globalen Zeit gibt.
Das ist, worliber wir zu forschen haben.

SchlieBlich — und das ist m. E. das dritte Spezifikum des Begriffs
HybridisierungalsanalytischerBegriff — verschiebterdie Aufmerksamkeit
von den Objekten hin zu den Prozessen und deren Bedingungen. Es ist
das Prozesshafte von Kultur, das Dynamische, somit auch Handlungs-
und Kontextbezogene, was hier herausgearbeitet wird. Zudem stellt sich
die Frage nach den Akteuren und nach den Verhandlungsprozessen, die
immer in einem konkreten sozialen und historischen Raum agieren.

Sogesehen, kannmitdem Terminushybrid oderbesserHybridisierung
evident einerseits tiber Konstruktion, andererseits tiber Uberschreitung
von Grenzen nachgedacht werden. Mit dieser Begrifflichkeit kdnnen auch
Trends wie die Gleichzeitigkeit des Ungleichzeitigen oder das lebenslange
Basteln an der eigenen Biographie studiert werden. Multikulturelle
Stadte, neue Medien und Kiinste, Migrationsgesellschaften und
globale Vernetzungen, die Vermischung von geschlechtertypischen
Mustern und Rollen oder die Platzverschiebungen in der Jugend- und
Alterskultur kdnnen so zur Diskussion gestellt werden. Zugleich ist es das
Individuum und sein Handeln, was in der Forschung hier von zentralem
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Interesse ist, gleichzeitig aber auch die sozialen Bedingungen, unter
denen die unterschiedlichen kulturellen und kinstlerischen Praxen
geformt werden. So gesehen ist das eine kulturwissenschaftliche
Beobachtungsperspektive, die eine Option bietet, unser gegenwartiges
Leben besser zu verstehen.

In den Sozial- und Kulturwissenschaften wurden in den
letzten Jahren in zahlreichen Debatten starke Argumente fiir diese
Beobachtungsperspektive geliefert. Dazu gehoren die Durchsetzung
einer konstruktivistischen Auffassung von Kultur, die Systemtheorie, die
Globalisierungsdebatte, sehr wichtig ist auch der postkoloniale Diskurs
sowie die neuen Minderheiten- und Genderstudien. In dieser Debatte sind
schliissige Fachtermini gepragt worden, wie ,,The World in Creolisation”
[2], ,,Fremde sind wir uns selbst” [3], ,Leben im Transit” [4] ,Welt in
Sticken” [5], ,,der dritte Raum®, ,Zwischenraum® [6], ,Transkulturalitat”
[7], ,Bricolage” [8], ,Melange” [9], ,,Heterogenitat” [10], ,,Synkretismus”
[11], ,Hybridisierung” [12; 13] — um nur einige anzufiihren. Diverse
Autoren greifen in ihren Uberlegungen Ideen von Michail Bachtin auf,
welcher mit seiner Theorie hier eine Vorreiterrolle hat.

Bei allen Unterschieden in den Denkfiguren der einzelnen Autoren —
was hier im Einzelnen nicht dargelegt werden kann — das Gemeinsame
ist, dass sie sich mit den alten Homogenitatspramissen auseinander
setzen, so dass sie an der Frage der Querverbindungen auf dem Feld der
Kultur arbeiten. Es ist ,,das Zwischen den Kulturen” was jetzt gezielt ins
Zentrum der Forschungsinteressen geriickt und als ,der dritte Raum“
genannt wird [14]. Bei jenen Autoren und Konzepten geht es vor allem
darum, sich von dem alten Traum von Reinheit zu verabschieden. Das
ist sehr wichtig zu verstehen, sonst wird der grundlegende analytische
Pathos und die politische Intention des Konzeptes nicht verstanden. So
formuliert es z. B. Edward Said: ,Meine These ist, dass nur die zweite
Perspektive flr die Realitat der historischen Erfahrung voll empfanglich
ist. Alle Kulturen sind, zum Teil aufgrund ihres Herrschaftscharakters,
ineinander verstrickt; keine ist vereinzelt und rein, alle sind hybrid,
heterogen, hochdifferenziert und nichtmonolithisch.” [15, S. 30]. Welche
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politische und praktische Relevanz der implizierte Anti-Essentialismus
des Hybriditats-Konzepts hat, zeigte Edward Said, als er gemeinsam
mit dem Dirigenten und Pianisten Daniel Barenboim das ,West-Eastern
Divan Orchestra” griindete. In dem Orchester spielen junge Musiker aus
sonst verfeindeten Regionen wie Israel, Paldstina, Libanon, Jordan, Tunis
und USA zusammen und schaffen in vielerlei Hinsicht hybride Raume.
In einem Film Gber das Projekt und das Konzept in Ram Allah im August
2005 wird deutlich gezeigt, wie so eine Zusammenfihrung funktioniert
und wie ,,der dritte Raum” entsteht. Das Projekt des hybriden Orchesters
wurde in den Jahren danach zu einer nachhaltigen und prominenten
kulturellen Initiative entwickelt. So Ubertrug der deutsche Fernsehsender
3sat am 18. 08. 2018 das Konzert des Orchesters aus dem GrolRen
Festspielhaus der Salzburger Festspiele. ,Daniel Barenboim und das
West-Eastern Divan Orchestra. Das West-Eastern Divan Orchestra ist
eine real gewordene Utopie. Das israelisch-palastinensische Orchester
beweist jeden Tag, dass Frieden im Nahen Osten moglich ist.“>* — so heil3t
es in der Programmankiindigung des Fernsehsenders.

Bild 3, Barenboim und das West-Eastern Divan Orchestra, Konzert,
Festspiele, Salzburg 2018, Archiv 3sat

3 Vgl.: http://www.3sat.de/mediathek/index.php?datum=20180818&cx=163 (23.08.2018).
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SYNKRETISMUS — EINZELKULTUREN — HYBRIDITAT

Die kulturellen Prozesse der Hybriditat sind auf das Engste mit den
Komplexen und weltweit beobachteten Prozessen der Globalisierung
verbunden. Ich will hier nicht auf den inzwischen ins Unliberschaubare
ausgeuferten Diskurs der Globalitdt eingehen, doch was unsere
Problematik betrifft, kann meines Erachtens Hybridisierung als das
kulturelle Pendant zu Globalisierung verstanden werden. , Globalisation
als Hybridisation” — so lautet der Titel eines Aufsatzes des bekannten
Experten auf dem Gebiet der Globalisierungstheorien Jan Nederveen
Pieterse [16, P.302]. Eine andere Frage betrifft die Genese der Hybriditat
— als kulturelles Phanomen und als Beobachtungsperspektive. Diese
Frage ist bis jetzt kaum untersucht worden und es wiirde sich m. E.
lohnen, dies in weiteren Studien — zusammen mit den Kunsthistorikern
und Medienwissenschaftler — differenziert zu verfolgen. Das, was
ich bereits jetzt sagen kann ist, dass der Begriff Hybridisierung in die
kulturwissenschaftlichen Debatte eingefiihrt wird, um dem Begriff von
einer reinen Kultur entgegenzuwirken und die Einschrankungen, die
mit der essentialistischen Vorstellung von Kultur verbunden sind, zu
Uberwinden. Somit geht es nicht darum, dass es vorher keinen Kontakt,
Vermischungen bzw. Austausch auf dem kulturellen Gebiet gegeben hat,
— Belege dafiir kénnen wir immer und (berall in der Geschichte der
Kulturen finden — sondern darum, dass in der Vergangenheit ein Begriff
(Konzept) von Kultur entwickelt wurde, der auf Reinheit, Autonomie
und Substanz setzte. Und dass diese Vorstellung von Kultur immer noch
nicht nur in den Kopfen von einigen Leuten verankert ist, sondern auch
in einigen Strukturen der Gemeinschaft weiter getragen wird. Dies
zeigt sich, wenn wir z. B. analysieren, was in den Lehrpldnen an den
allgemeinen Schulen UGber Minderheitenkulturen gelehrt wird, welche
Lieder im Musikunterricht vermittelt werden oder wie die Sammlungen
in den ethnographischen Museen aufgebaut sind.

Beispielhaft fliir die Entwicklung dieses homogenisierenden
Konzepts sind einige Ideen von Johann Gottfried Herder (1744-1803).
Flr dieses Konzept sind besonders drei Momente schlissig: Erstens
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solle eine Kultur das Leben des betreffenden Volkes im ganzen wie
im einzelnen pragen und jede Handlung und jedes Objekt zu einem
unverwechselbaren Bestandteil gerade dieser Kultur machen. Das
Konzept ist stark homogenisierend. Zweitens solle Kultur immer Kultur
eines Volkes sein. Sie stelle ,die Blite” des Daseins eines Volkes dar. Das
Konzept ist volksgebunden. Drittens ergibt sich daraus eine entschiedene
Absetzung nach aulRen: Jede Kultur solle, als Kultur eines Volkes, von den
Kulturen anderer Volker spezifisch unterschieden und abgegrenzt sein.
Das Konzept ist differenzorientiert, aber separatistisch [7, S. 68].

Das, was wir bei Herder finden, steht fir die konzeptionellen
Bemiihungen jener Zeit. Historisch gesehen war dies ein wesentlicher
Schritt zur Entwicklung der societé civile: Es ging um die Uberwindung
des mittelalterlichen Universalismus und um eine neue Wertschatzung
der Differenz der Kulturen.

Etwas vereinfachend ausgedriickt sehe ich die Genese der Kultur
und besonders auch die Genese der Beobachtungsperspektive, also
der Konzepte Uber Kultur in Europa in drei Schritten oder drei groRen
Modellen:

1. Synkretismus (Unausdifferenzierung)

2. Einzelkultur (Ausdifferenzierung, Reinheit, Dualismus)

3. Hybridisierungen (Zusammenfihrung, Differenz und Similaritat)

Damit wir die heutigen Diskussionen auf dem Gebiet der Kultur
besser verstehen kdnnen, scheint mir lohnenswert, die Entstehung des
Modells der Einzelkulturen zu beleuchten. Politisch war das die Zeit
der Bildung der Nationalstaaten in Europa. Wirtschaftlich war das die
Zeit, in der die Marktwirtschaft die feudalen Strukturen abloste. Die
Vorstellung von Kultur, der Anspruch, was Kultur ist oder sein sollte, war
eingebettet in den umfassenden Prozess der ,Erfindung der Nation“
oder , Konstruktion der Geschichte” [17; 18].

Der Prozess der Herausbildung der Nation — der ein wesentlicher
Schritt bei der Entwicklung der modernen Gesellschaft in Europa
war — verlief bekanntermalRen als Konstruktion einer Einheit nach
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innen und als Distinktion nach aufsen. In diesem Prozess wurde das
Eigene im Anderssein gesehen und theoretisch verankert. Strategien
der Abgrenzung der einen Gruppe von der anderen Gruppe waren da
nur folgerichtig. Fir das ,so” und ,anders als die Anderen” wurden
dann Kriterien, Symbole und Stitzen gesucht. Unterschiede in den
Sprachen, in der Folklore, in den Traditionen, Religionen u. a. eigneten
sich besonders gut, um solche Gegeniiberstellungen zu konstruieren
und Grenzen zu festigen, sie sollten aber vor allem nach innen nationale
Einheit produzieren. Ich nenne nur stichpunktartig einige Aspekte
dieser Entwicklung: der Prozess oder Abschluss der Entwicklung einer
einheitlichen Schriftsprache, die Codifizierung nationaler Traditionen
und einer entsprechenden Geschichtsschreibung, die Einflihrung eines
einheitlichen Bildungssystems. Alles dies miindete schlieBlich in der
spater auch birokratisch verfestigten Vorstellung von einheitlichen
Nationalkulturen.

Ich will es deutlich sagen: In diesem sozialen, 6konomischen und
politischen Prozess gewannen jene Teile der Kultur an Bedeutung, die
Unterschiede von Nachbarn erlaubten, wo sich Grenzen artikulierten,
wo also Selektionen nach dem, wie ich es nenne, Entweder-Oder-
Modell machbar wurden. Jene Teile der Kultur, die eher Ahnlichkeiten
Uber nationale Grenzen hinweg ausdriickten, waren fiir diesen Prozess
kaum relevant, ja sie waren vielmehr kontrovers und storend. Deshalb
wurden entsprechende kulturelle Erfahrungen oder Symbole in der
Theorie wie in der kulturellen Praxis marginalisiert, als zufallig und
nebensachlich postuliert oder ganz geleugnet. Das betrifft solche
Ereignisse wie gleiche Musiktraditionen z. B. auf der einen und anderen
Seite der deutsch-polnischen Grenze; auch gleiche kulinarische Gerichte
oder auch Ahnlichkeiten in der Bauweise. Solche Similaritit tber die
nationalen Grenzen hinweg wurden kaum untersucht, sie wurden nicht
fur das Modell der nationalen Kultur herangezogen. Auch alles was
Differenzen im Inneren der Nation ausdriickte (z. B. Bretonen-Musik in
Frankreich, Sorbische oder Roma Musik in Deutschland) war fir diese
Konstruktion storend, deshalb wurden solche Phdanomene marginalisiert.
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Die Kategorien Andersheit, Alteritdit und Ausgrenzung wurden in
diesem Prozess der Konstruktion der Nation zentral. Sie fihrten zu der
symbolischen Schaffung eines konstitutiven DrauRen. Minderheiten wie
die Sorben, die Juden oder die Roma in Deutschland bekamen diesen
Platz zugewiesen.

In diesem sozialen Konstruktionsprozess wurde die Denkfigur
der Ethnie eingefliihrt. Die Entstehung und Etablierung solcher
Wissenschaftsdisziplinen wie Volkskunde und Ethnologie (mit
entsprechenden Lehrstihlen, Zeitschriften, Museen) ist eng damit
verbunden. So schreibt z. B. Friedrich Ludwig Jahn — einer der Vater der
neuen Disziplin ,deutsche Volkstumskunde” in seiner Schrift ,Deutsches
Volkstum“ von 1813 ,Je reiner ein Volk, desto besser, je vermischter, je
bandenmaRiger” [19, S. 26]. Und Eduard Hoffmann-Krayer formuliert
die Grundbestimmungen des Faches in seinem Vortrag von 1902 , Die
Volkskunde als Wissenschaft”: , Die stammheitliche Volkskunde sucht
die primitiven Anschauungen und volkstiimlichen Uberlieferungen einer
zusammengehorigen Gruppe, einer Gemeinschaft darzustellen. (...)
Wesentlich ist hier nur die Verwandtschaft” [20, S. 17].

Ich kann hier nicht weiter darauf eingehen, doch will ich zwei Punkte
unterstreichen. Erstens: Bei dieser Konzeption werden die Begriffe
Kultur, Ethnie, Volk, Nation, Staat, individuelle Kultur nicht weiter
ausdifferenziert, sondern sie werden gewissermalien deckungsgleich
gesetzt. Denn dieser paradoxe Prozess ,,of constructed primordialism*,
wie ihn Arjun Appadurai nennt, baut kulturell (oder ethnisch) auf
folgende Grundpramisse: Homogenitdt nach Innen und Abgrenzung
nach Aullen. So ist die eigene Kultur, Ethnie, Volk, Nation, Staat und
Individuum — gleichsam ,innen” alles eigen. Und die fremde Kultur,
Ethnie, Volk, Nation, Staat und individuelle Kultur — gleichsam fremd,
und somit alles fremd. Zweitens: Dieses Denkmodell ist dualistisch
aufgebaut: das Fremde ist das, was das Eigene nicht ist. Dabei ist es
wichtig hervorzuheben, dass diese dichotome Optik, dieses Entweder-
Oder-Denkmodell von Ethnizitdt im Zusammenhang mit anderen
Dualismen steht: sie entstehen zusammen, stiitzen sich gegenseitig,
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geben sich gegenseitig Kraft, ja sie sind Teile eines historischen Prozesses.
Solche Dualismen sind: beispielweise Rationalitdt vs. Emotionalitdt,
Geist vs. Korper, Gut vs. Bose, ebenso wie Rein vs. Vermischt, Mannlich
vs. Weiblich, Bildung vs. Unterhaltung, Kunst vs. Prosa E-Kunst vs.
U-Kunst usw. Dabei wurde nur die eine Seite dieser Dichotomien positiv
besetzt, und hier heildt positiv rein, authentisch, urspringlich: reine
Kunst, reiner Geist, reines Volk; oder auch authentische Sitten, Brauche,
Trachten, Lieder, ungebrochene Traditionen. Das ist das Vokabular des
homogenisierenden Kulturbegriffs.

Um die Denkfigur der Homogenitdt am Leben zu halten, wurden
selektive Methoden in der Kulturforschung etabliert. Es wurde nach
Reinheiten gesucht und Reinheiten wurden dann auch gefunden. Die
selektiven Methoden waren zuerst in romantische Denk-Konzepte
und humanistische Visionen, spater aber auch in restriktive politische
Strukturen eingebaut. So griinden sich auf dieses Denkmuster auch
die Verfassungslehre und die Staatshildungspraxis, ja die Vorstellung
von Demokratie, wie sie in Deutschland mafigeblich von Carl Schmitt
zu Anfang des 20. Jahrhunderts konzipiert wurde. Er formuliert es wie
folgt: ,Jede wirkliche Demokratie beruht darauf, dass nicht nur Gleiches
gleich, sondern mit unvermeidlicher Konsequenz, das Nichtgleiche nicht
gleich behandelt wird. Zur Demokratie gehort also notwendig erstens
Homogenitat und zweitens — notigenfalls — die Ausscheidung oder
Vernichtung des Heterogene” [21, S. 13 f.].

Was die Rolle der einzelnen Genres der Kunst im Prozess der
Durchsetzung der Vorstellung dieser Einzelkulturen (reine oder nationale
Kultur) betrifft, soibernehmenbesondersderRomansowiedie Zeitungen,
hier eine Vorreiterrolle. Sie haben jenen Wandel in den grundlegenden
sozialen Wahrnehmungsformen von Raum und Zeit ermdglicht, innerhalb
dessen sich das Nationen-Konzept ansiedeln konnte: die Vorstellung
eines sozialen Organismus, einer festen Gemeinschaft, die lineal und
eingleisig durch die Zeit fortschreitet. Wie z. B. der Dualismus Eigen -
Fremd im englischsprachigen Roman bzgl. der Abgrenzung zum Orient
konstruiert und ins Zentrum der britischen Identitat gerlickt wurde —
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das hat Eduard Said in seinen Werken ,,Orientalismus® (1981) und ,,Kultur
und Imperialismus” (1994) ausfuhrlich beschrieben.

Zusammen mit dem Roman und den Printmedien wurden die
Bildung und das Bildungsbiirgertum zu zentralen Bewegungskraften
der nationalen Moderne. In einer aufschlussreichen Untersuchung der
Entwicklung der ,, deutschen Bildungsidee” beschreibt Aleida Assmann
diesen Prozess: ,Die Legierung von Bildung, Blrgertum und Besitz schuf
eine neue soziale Formation. Nachdem Schulzwang und Militarpflicht
das ihre zur Homogenisierung der Bevolkerung beigetragen hatten,
musste Bildung als sozialer Kitt flir die unterschiedlichen birgerlichen
Gruppierungen herhalten. Finanz- und Wirtschaftsblrgertum,
akademisches und Kleinbirgertum trafen sich unter dem gemeinsamen
Dach der Bildung. Durch Bildung identifizierten sich die heterogenen
einzelnen als Mitglieder der staatstragenden Schicht” [22, S. 65].

Das Hybriditatskonzept stellt diese Grundsatzpramissen der
Reinheit in Frage und entwickelt ein, wie ich es nenne, Entweder-Und-
Oder-Modell von kultureller Differenz. Zentral fir diese Denkweise ist
der Versuch, das Besondere und das Universelle zu betrachten, Differenz
und Similaritdt zusammenzubringen. In diesem Sinne kniipft dieses
dritte Modell an das erste Modell des Synkretismus an (z. B. antiker
Kunstsynkretismus, mittelalterlicher Universalismus), beachtet aber die
historische Ausdifferenzierung in Europa (Klnste, Religionen, Nationen
— samt ihren Institutionen) und thematisiert die Synthese auf einer
neuen Ebene. Sicherlich, wir kdnnten die aktuellen Prozesse in der Kultur
auch mit anderen Begriffen beschreiben. Es gibt keine ,falschen” oder
»richtigen” Begriffe. Dennoch, wenn wir einen Begriff verwenden und
nicht einen anderen, so ordnen wir unsinden einen oderin einen anderen
Diskurs ein. Wenn wir Hybridisierung sagen, so denken wir den Prozess
der Genese mit: Wir beachten die historische Entwicklung angefangen
von der synkretischen, unausdifferenzierten Formen der Kultur oder der
Kiinste (z. B. Synkrese zwischen Musik und Feldarbeit, oder zwischen
musikalischen und darstellenden Elementen). Gehen dann Uber die
Ausdifferenzierung der einzelnen Kiinste bzw. nationalen Kulturen,
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Religionen etc., wie wir das aus der Zeit der nationalen Moderne wissen
(in der Soziologie wird der Termine , erste Moderne” genitzt). Von hier
aus geht es zu den aktuellen Zusammenfiihrungen auf dem Gebiet von
Kunst und Kultur (in der Soziologie wird diesbeziiglich mit den Begriffen

d

,Postmoderne”, ,zweite” bzw. ,globale Moderne” gearbeitet).

Bild 4, Farblithographie von Maja Nagel, ,,gebarde” (empfangend), 1993

GRUNDKOORDINATE DES HYBRIDITATSPARADIGMAS

In der Zeit der ,globalen Moderne” (ich arbeite mit diesem
Begriff — im Unterschied zu der sogenannten ,nationalen Moderne”)
lasst sich das Paradigma der homogenen Einzelkultur schwer halten.
Denn Globalisierung meint eben — globale Zirkulation von Waren,
Dienstleistungen, Zeichen und Informationen, Mobilitdt von Menschen,
Virtualitdt von Welten, allgegenwdrtige Prdasenz von elektronischen
Medien. An der Stelle der alten Gewissheiten — was immer das sein mag
— brechen diverse Unsicherheiten, Ambivalenzen, Entweder-Und-Oder-
Konstellationen hervor. Immer mehr hangt alles mit allem zusammen.
Unsere Zeit ist die Zeit des ,,Und“ Es bilden sich nicht nur weltweite
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Netzwerke, sondern die lokalen und personalen Erfahrungshorizonte
werden aufgebrochen. Das eigene Leben wird mehr und mehr verandert
durch Ereignisse, die auf der anderen Seite der Erde geschehen.
Umgekehrt haben lokale Lebensstile weltweite Auswirkungen, finden
weltweite Verbreitung. Dabei ist zu beachten, dass Globalisierung und
Lokalisierung zwei Seiten eines Prozesses sind. Es bilden sich neuartige
Macht- und Konkurrenzverhiltnisse, Konflikte und Uberschneidungen
zwischen nationalstaatlichen Einheiten und Akteuren einerseits,
transnationalen Akteuren, ldentitdten, sozialen Raumen, Lagen und
Prozessen andererseits.

Fir die Entwicklung eines neuen Kulturverstandnisses, die der
Pluralisierung und der Entgrenzung von kulturellen Zusammenhangen
und individuellen Lebensentwirfen Rechnung tragt, haben m. E. drei
Phanomene modellhaften Charakter. Sie sind sowohl treibende Kraft
der neuen Kulturprozesse, stellen aber auch Grundkoordinate des
Hybriditatsparadigmas dar und haben so eine avantgarde Bedeutung fir
die Theorie und fur die Praxis.

1. MUSIK

So wie in der Zeit der nationalen Moderne der Roman und die
Schriftkultur den Geist der Zeit wesentlich entsprachen und entschieden
mitgestalteten, ja mitkonstruierten, so ist es heute die Musik, die
die Vorreiterrolle Ubernimmt. Mit den Jugendrevolten der sechziger
Jahre des 20. Jahrhunderts trug die angloamerikanische Popkultur
und besonders die Popmusik als Medium des jugendlichen Ausdrucks
ein neues Lebensgeflihl Gber die ganze Welt und schuf so eine neue
Gemeinschaft. Das Verbale, was in der schongeistig Literatur als eine
Ausgrenzung fungieren kann, spielt bei der Popmusik eine sekundare
Rolle, so dass hier leichter Solidaritdaten und Gemeinsamkeiten UGber
die nationalen resp. sprachlichen Grenzen hinweg erfahren — gelebt,
getanzt, gesungen werden konnten. Heutzutage zeigt sich auch ein neuer
Boom auf der Ebene der Folk-Musik, so dass Regionen, Interessen und
Zugehorigkeiten neu konfiguriert werden. Ethno-Pop und Welt-Musik,
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Tschalga und Brass-Orchester oder auch Festivals wie Balkan Fever in
Wien liefern interessantes Material fiir das Studium unserer Problematik.
Und selbst die klassische Musik ist in diesen Trend miteinbezogen, so
dass alte Trennungen zwischen ,ernster” und ,unterhaltender” Musik
relativiert werden und Virtuosen wie Nigel Kennedy auf allen Arten von
BlUhnen spielen kénnen.

2. MINDERHEITEN

Die soziale Gruppe, wo Prozesse der Hybridisierung sich am
markantesten zeigen, ist die Gruppe der Minderheiten. Sie sind die
wahren Vorreiter des neuen Paradigmas, denn ihr kulturelles Leben
Iasst sich gar nicht mit den alten Begriffen und Vorstellungen von Kultur
fassen. Das betrifft sowohl die kulturellen Erfahrungen der ,alten
Minderheiten” — wie die Sorben in Deutschland oder der Roma in
Bulgarien, als auch die der ,neuen Minderheiten” — wie Einwanderer
aus der Tiirkei in Deutschland oder aus Ex-Jugoslawien in Osterreich.
Das Besondere bei den Minderheiten ist, dass sie mehr als einsprachig
sind. So z. B. sprechen die Sorben in Deutschland Sorbisch und Deutsch.
Aber es geht nicht nur um die Sprache. Sie vereinen in ihrem Alltag
disparate Elemente, bewegen sich zwischen kulturellen AuRerungen der
Mehrheitsgesellschaft und der eigenen Minderheitenkultur. Wir kdnnen
dies als Leben im Spagat bezeichnen. Diese Leute flihren unentwegt ein
mehrfaches Leben. Die mehrfache Perspektivitdt — d. h. die Moglichkeit
ein Problem aus unterschiedlichen Blickwinkeln heraus zu betrachten,
somit auch mit unterschiedlichen ,kulturellen Softwareprogrammen“ an
dem Problem zu arbeiten — gehort hier zum Alltag. Zudem gibt es reiche
Erfahrungen damit, was es bedeutet Anders zu sein und doch in einer
Gemeinschaft mit Andersseienden zu leben. Vergleichbares gilt auch flr
Migranten. Sie bewegen sich nicht nur von einem Ort zu einem anderen,
sondern entwickeln auch eine doppelte, ja mehrfache Perspektivitat.
Sie lernen Sprachen und Verhaltensweisen, sammeln Kenntnisse und
Erfahrungen, erleben Zuschreibungen und Zuordnungen, bewegen sich
in mehreren Berufs- und Freundeskreisen, nehmen teil an verschiedenen
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Wirklichkeiten. So entwickeln sie ihre spezifische Stereosicht. Wenn wir
etwas Uber diese Lebensweisen und Strategien der Lebensbewadltigung
studieren und verstehen wollen, so reichen hier die traditionellen
Vorstellungen und Konzepte von einer homogenen bzw. statischen
Kultur nicht aus. Denn das Besondere an einer Migration ist nicht nur,
dass der Mensch sich von einem Ort zu einem anderen bewegt, sondern,
dass er in seinem Leben diese verschiedenen Orte — und was alles
dazu gehort — vereinigt. Und diese Erfahrung — Unterschiedliches zu
vereinen, Briiche auszuhalten und mit Bruchstiicken das eigene Leben zu
gestalten — wird immer mehr zur Grunderfahrung fir alle Leute in der
Zeit der globalen Moderne.

3. AUDIO-VISUELLE MEDIEN

Die audio-visuellen Medien wie Fernsehen und Internet sind
eng mit diesen kulturellen Prozessen verbunden. Die audio-visuellen
Medien spiegeln Wirklichkeiten nicht einfach wieder, sondern sie
organisieren unsere Vorstellung von Welt und Wirklichkeit, sie schaffen
buchstablich neue Welten. ,Mit dem Fernsehen 6ffnet sich kein Fenster
zur Welt, sondern ein Fenster zu unserer Kultur.” — auf diese pragnante
Formulierung hat es der bekannte deutschsprachige Philosoph und
Medienforscher Siegfried J. Schmidt gebracht. [23]

Siegfried J. Schmidt, dessen Namen mit der Entwicklung der
Radikalen Konstruktivismus eng verbunden ist vertritt folgende Einsicht:
Wir kdnnen gar nicht anders, als Wirklichkeit zu konstruieren. Mehr
noch: Das menschliche Gehirn operiert funktional autonom. Es spricht
also nur seine eigene Sprache. Die daraus notwendig resultierende
Konstruiertheit individueller Wirklichkeiten, so Schmidt, ist geradezu
die conditio sine qua non fiir die Existenz des Menschen als freies, von
seiner Umwelt nicht vollends determiniertes Wesen.*

Die philosophischen, aber auch die naturwissenschaftlichen
Belege fir die funktionale Autonomie des Subjekts, so lautet die

4Vgl. Guido Zurstiege, In: http://blexkom.halemverlag.de/siegfried-j-schmidt (23.08.2018).
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konstruktivistische Pramisse, sind geradezu Giberwaltigend. Es kann daher
kaum ein Zweifel daran bestehen, dass wir kognitiv autonom in der Welt
leben und von dieser in geradezu existenzieller Weise geschieden sind.
Wie aber kann es vor dem Hintergrund dieser geradezu erdriickenden
geistesgeschichtlichen Beweislage sein, dass wir zugleich Uber so stabile
operative Fiktionen verfiigen wie die der Wahrheit, der Wirklichkeit,
des Guten und des Schlechten? Wie kommt all dies zustande? Dies ist
die zentrale Frage, um die es im Konstruktivismus geht. Nicht Willkr,
nicht Lige und nicht Erfindung sind dafiir verantwortlich, so lautet das
Argument. Verantwortlich sind vielmehr kollektiv geteilte, sozialisatorisch
erworbene Schematisierungen und Konventionalisierungen. Kognitive
Autonomie erfordert soziale Orientierung — so eine Grundthese von
Schmidt [24].

In diesem Sinne wendet sich Schmidt in seiner Theorie den
Medien zu. Die Medien, speziell auch das Fernsehen erfillen eine
zentrale gesellschaftliche Funktion als eben jene Instanzen, die an der
Konstruktion stabiler kollektiver Wirklichkeiten zentral beteiligt sind.
Die konstruktivistische Medien- und Kommunikationsforschung befasst
sich nicht mit dem Verhaltnis von Wahrheit und Wahrnehmung, nicht
mit der Differenz von individueller Wirklichkeit und tatsachlicher
Realitat. Sie setzt sich angesichts der Unbeantwortbarkeit dieser
Beziehungsfragen Uber solche Dualismen hinweg und zielt darauf
ab, den Voraussetzungssystemen und den AnschlieRbarkeitskriterien
kollektiver Wirklichkeiten auf die Schliche zu kommen. Hier Schmidt:
,Mit dem Fernsehen o6ffnet sich kein Fenster zur Welt, sondern ein
Fenster zu unserer Kultur. Fernsehen macht die Komplexitat sozialer
Erfahrungen lGberschaubar und suggeriert, auch funktional differenzierte
Gesellschaften seien noch ‘einheitlich beobachtbar’“ [24, S. 277].

Mit dem Fernsehen werden raumliche Distanzen verflUssigt,
verschiedensten kulturellen Lebenswelten werden so gleichzeitig
verfliigbar gemacht und in das soziale Konstrukt ,unseren Welt”
miteinbezogen. Mit dem Internet und den anderen neuen
Informations- und Kommunikationstechnologien werden weitere
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Grenziberschreitungen ermoglicht, so dass sich eine neue Vorstellung
von Raum, von Zeit wie auch von Gemeinschaft durchsetzt. Das
Charakteristische dieses neuen kulturellen Prozesses ist nicht mehr der
abgrenzbare Raum und nicht mehr eine lineare Vorstellung von Zeit,
sondern die Netzwerke, die Vernetzungen und Web-welten.

Vieles entsteht gerade vor unseren Augen: Internetforen, wo
Ndhe (ber Entfernung hergestellt wird, second life-Portale, wo
Identitdten und Lebensgeschichten ausgetauscht werden wie Kleider
— spielerisch, aber nicht willkiirlich, eher bedeutungsvoll, intentional.
Selbst der menschliche Korper wird nun offenbar in einen Strudel von
Auflosung und Neukombination hineingezogen, so dass sich neben einer
Entrdumlichung zugleich eine neue Wertschatzung des Korperlichen
immer mehr zeigt. Das ,Hier und Jetzt” gewinnt an Bedeutung. Generell
lasst sich sagen, dass das eigene Leben eine neue Gewichtung bekommt.

In den Medien und den Kommunikationswissenschaften,
besonders aber unter den systemtheoretischen Pramissen, die sich
mit dem Namen Niklas Luhmann verbinden, wird die Frage nach
Kultur und Kommunikation neu gestellt. Nach Luhmann geht jetzt
die Diskussion Uber die Konstruiertheit von Wirklichkeit und Gber
die Rolle der Medien als Instrument dieser Konstruktion weiter:
Beispielhaft finde ich hier die Arbeiten von Siegfried J. Schmidt iber
,Die Zadhmung des Blicks. Konstruktivismus — Empirie — Wissenschaft
(1998) und ,Mediengesellschaften: Systeme operativer Fiktionen?”
(2000). Dort zeichnet Schmidt die Vorstellung Gber die Konstruiertheit
unserer  Wirklichkeit und die Entwicklung der wirksamsten
Konstruktionsinstrumente (z. B. dem Fernsehen) und bannt so den Weg
flr Fragen der Giber den Platzt der Kulturwissenschaft in dieser Welt. Hier
verweisen ich weiterhin auf die Werke von Mike Sandbothe [25; 26], der
die Frage nach einer Sozialtheorie des Internets ausfiihrlich nachgegangen
ist. Auch mit Blick auf das Internet hebt Manfred Fassler in seinem Buch
,Netzwerke” hervor, dass: ,die Gesprachslage iber Medien von der
Fixierung auf das politisch-publizistische System der Meinungsbildung
und Informationsverarbeitung hin zur sozial-konstitutiven Rolle der
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elektronischen, programmierten Netzwerke verlegt wird“. Und Volker
Grassmuck geht noch einen Schritt weiter, wenn er schreibt: ,Es macht
Sinn, jetzt das Soziale von den Netzen her zu denken” [27, S. 239].

HYBRID-AUTO UND DREI FORSCHUNGSEBENEN
FUR DIE MUSIKWISSENSCHAFT

i BMW i (; 650Nm)
mit High Precision Injection und TwinPower Turbo.

E-Maschine (15kW / 210Nm).
8-Gang Automatikgetriebe.

Hochleistungselektronik (120 Volt).

o s @ N

Lithium-lonen Akkumulator (120 Volt/ 800 Wh).

Bild 5, Hybrid Auto von BMW, Werbeflyer 2014

Die aktuelle Diskussion um Hybriditat und Hybridisierung als
kulturelle Phanomene ist eine sehr komplexe Debatte. Aber es gibt
auch einfache Bilder die helfen kénnen, uns die so komplizierten und
komplexen Prozesse und Fragen zu verdeutlichen. So denke ich hier an das
Hybrid-Auto, was nicht nur Hybrid-Dichter wie unser anfangs erwahnter
Pulitzerpreistrager Michael Chabon das Auto fahrt. Ein Hybrid-Auto ist
ein Auto, das sowohl mit Benzin als auch mit Elektrizitat fahrt. Dieses
Auto hat zwei Antriebssysteme, sprich zwei Motoren. Diese zwei Motoren
bringen aber ein Auto in Bewegung. Die zwei Motoren ergdnzen sich, sie
springen abwechselnd an, so dass das Auto besser, leichter, effizienter
fahren kann. Also es geht nicht um eine Vermischung, sondern um das
Doppelte, ja Mehrfache. Das ist der entscheidende Punkt fiir mich. Hier
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will ich es ganz einfach sagen: Ein hybrider Mensch ist ein Mensch, der
mit zwei oder mehreren Energien sein Leben fiihrt, lebt und gestaltet.
Eine hybride Gesellschaft ware demnach jene Gesellschaft, die mit den
Energien, -also mit den Erfahrungen, Sensibilitaiten und Kompetenzen der
differenteninihrvorhandenen kulturellen wie sozialen Gruppenfahrt. Wo
alle kulturellen und sozialen Gruppen sichtbar sein dirfen, Anerkennung
finden und gleichberechtigt an der Gestaltung des gemeinsamen Lebens
teilhaben koénnen. Das ist eine grofle, beinah utopische Vision. Doch
jegliche Abgrenzungen, Monoanspriiche und Reiheitstraume sind in der
heutigen Zeit — besonders angesichts der neuen audio-visuellen Medien
und der weltweit umspannten Vernetzungen nur mit duBerster Gewalt
und nur kurzfristig zu halten.
Fir die Musikwissenschaft ist m. E. das Konzept des Hybriden
mindestens auf dreifacher Weise relevant:
1. Auf der Ebene der Musik: Die Musikforschung erforscht, wie
die Musik selbst, die Musiker und die gesamte Musikproduktion
beschaffen sind. Hier kdnnen einzelne Genres der Musik, Stile
und Formen, Instrumente, Repertoire und die Musikanten selbst
analysiert werden. Es ist Fakt, dass die Musikwissenschaftler auf
dieser Ebene bereits viele interessante Untersuchungen realisiert
und Probleme der Hybridisierung thematisiert haben. Beispielhaft
finde ich die Konferenzen der ICTM Study Group Music and
Minorities” in Varna und den daraus folgenden umfangreichen
Band ,,The Human World and Musical Diversity“ [28]. Auch weitere
Veroffentlichungen der ICTM Study Group unter der Leitung von
Ursula Hemetek [29] (Wien) haben hier neue Forschungshorizonte
skizziert.
2. Auf der Ebene der Rezeptionforschung: Hier analisiert die
Musikwissenschaft, wie die gegenwartige Musik-Rezeption im Alltag
der Leute verlauft. Wir konnen die Frage stellen, welche Art von
Musik, wann und warum die Jugendlichen héren — ganz egal ob am
Sorbischen Gymnasium in Bautzen, in Sofia oder Wien? Genauso
verhilt es sich in anderen Gruppen und Schichten.
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Dariiber hinaus ist die Frage zu stellen, wie sich Musik im Leben
des Einzelnen — von Folkmusik {iber Rock und Pop bis hin zur
klassischen Musik — situiert und sich einmischt. Denn Musik spielt
im Leben der Jugendlichen — aber nicht nur bei ihnen — eine
besondere Rolle. Wenn Jugendliche sich kennenlernen, ist eine der
ersten Fragen, die sich gegenseitig stellen: ,Welche Musik hérst du?
Welche Bands magst du am liebsten?“ Bei der Beantwortung dieser
Fragen wird die Person schnell eingeschatzt und mdogliche Nahe,
Interessiertheit oder Distanz entschieden. Musik hat eine spezifische
gruppenbildende Wirkung. Fir eine zeitgemadRe Kulturforschung
finde ich deshalb von zentraler Bedeutung, das Soziale jetzt von der
Musik her — vergleichbar wie Manfred Fassler es fir die Netze es
vorgeschlagen hat — neu zu definieren.

3. Auf der Ebene der Gesellschaft: Die Musikwissenschaftler
kdnnen fragen, in wie weit die Musikpraktiken von Minderheiten
und anderen Subkulturen bzw. Randgruppen in den etablierten
Strukturen der Gesellschaft prasent sind. Wir kénnen fragen: Ist
die Musik und sind die Musiker der sorbischen, der tirkischen oder
der Roma-Gemeinschaft integraler Teil der Kultur in Deutschland?
Wie ist der Status der ,,schwarzen Musik” in GroRbritannien? Wie
sind die Kenntnisse Uber diese Musik in der gesamten Gesellschaft?
Ist diese Musik prasent in Schulen, in 6ffentlichen Medien, ist sie
Bestand von Rundfunksendungen, wie wird sie im Fernsehen
gezeigt? Ist die ,nationale Kultur” inklusiv fiir die Erfahrungen,
Werte, Bestrebungen der Leute ethnischer Minderheiten?

Hinterfragt Musikforschung diese Fragen so, kann sie einen
wesentlichen Beitrag in der so wichtigen Diskussion iber den Umgang
mit Differenz leisten. Forscherteams der ICTM Study Group um Ursula
Hemetek (Wien) leisten hier Pionierarbeit. Auch Forschungen von
ERICarts bzw. ECURES liefern dazu schlissiges Material. Denn Hybriditat
ist letztlich eine neue Vision der menschlichen Gesellschaft. Die Frage
ist, in wie weit und von wem diese Forschung auch realisiert wird. Da
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ich selbst keine Musikwissenschaftlerin bin ist es mir bewusst, dass
hier Forschungen notwendig sind, die nur die Musikwissenschaft
machen kann. Dabei sollten Musikwissenschaftler interdisziplinar
mit Philosophen, Kulturwissenschaftler Soziologen und besonders
auch Politikwissenschaftler arbeiten. Es ist wichtig, dass die
Musikwissenschaftler ihre Forschungen im Zentrum der groRen sozialen
und politischen Debatten tber Sinn und Charakter der Organisation des
menschlichen Lebens in der heutigen Gesellschaft stellen, was sicherlich
eine neue Herausforderung darstellt. Es ist Fakt, dass innerhalb der Politik
wie der Politikwissenschaften Kenntnisse zur Musik und Musikforschung
sehr marginal sind. So lange sich hier nicht etwas dndert, werden sich
alte Konzepte lber separate, um das literarische Wort zentrierte, sich
linear und eindimensional entwickelten nationalen Kulturen weiter
reproduzieren, obwohl mit solchen Konzepten das heutige Leben nicht
mehr verstanden, auch nicht mehr organisiert werden kann. In dieser
Herausforderung sehe ich eine spezifische Chance, wie auch eine neue
Verantwortlichkeit, die vor der heutigen Musikwissenschaft stehen.

Hybriditdtsbestrebungen auf dem Gebiet der Kultur nicht
entscharft. Er hat sich angesichts der neuen politischen Konstellationen
und Auseinandersetzungen eher zugespitzt. Der aktuelle Trend zur
Populismus, den wir in den Staaten Europas, aber auch dariiber hinaus
beobachten kénnen, zwingt uns dringlich dazu, dass wir uns in der
Kulturforschung diesbeziiglich deutlicher positionieren. Denn vieles wird
davon abhangen, welche Konzepte und welche Strategien beim Umgang
mit Differenzen sich in der Gesellschaft durchsetzen werden.

,Kommen wir abschliefSend zum Einfluss weltweiter Digitalisierung
bzw. Computerisierung auf den traditionellen Umgang mit Dichotomien.
Die Entwicklung von Hypertexten und Méglichkeiten der Hybridisierung;
die Modaglichkeit der Transformation elektronischer Gegebenheiten
in verschiedene Oberflidchen (Texte, Bilder, Téne); die Auflésung des
Werkbegriffs in der Medienkunst; die Abkopplung der Datenfliisse vom
menschlichen Kérper, von Raum und Zeit haben unser Verhdltnis zu
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Objekten und Identititen, zu Geschwindigkeit und Ort, zu Geddchtnis
und Erinnern substantiell veréindert. Soziale Netzwerke transformieren
Vorstellungen und Praktiken individueller wie sozialer Identitdtsmandéver,
Vorstellungen und Praxen von Privatheit wie von Offentlichkeit.
Traditionelle Unterscheidungs- und Dichotomie- , Spiele”, die auf saubere
Trennungen Wert legten, werden allmdhlich abgel6st von allen méglichen
Varianten der ,,Un-Reinheit” von Synkretismus und Heterogenitidt — bis
zu Indifferenz.

Pluralismen und Proliferationen sind in nahezu allen Bereichen
so uniibersehbar geworden, dass ihre Anerkennung noch nicht einmal
Toleranz voraussetzt, sondern nur noch das Internet und ein Laptop
bzw. ein entsprechend hochgeriistetes Handy. Kontingenz kann man
heute ganz verschieden buchstabieren, als Wikipedia genau so gut
wie als Web 2.0 oder Facebook. Seitdem unsere kognitive wie soziale
Identitdtsbricolage sich intensiv der Medien bedien, gehért schon ein
grofies Maf an Borniertheit dazu, die Dichotomie Wir/die Anderen
einseitig zu interpretieren und zu bewerten.

Jedoch nicht auf dieser Ebene liegt aber das Problem, sondern auf
der Ebene der Einsicht in die universale Kontingenz sowie der Bereitschaft,
nach dieser Einsicht kontinuierlich zu handeln. Zu verfiihrerisch sind die
Verheifungen rabiater Komplexitdtsreduktion durch die dichotomische
Zerteilung der Welt, die einen beruhigenden Fundamentalismus eréffnet.
Zu abschreckend wirkt der Verlust tréstlicher Evidenzen, die psychisch
stabilisieren im unsicheren Spiel mit Pluralitédten und Differenzen
[30, S. 54].

Um es nochmal mit Schmidt zu sagen: Der Konflikt ist noch nicht
entschieden. Vielleicht gibt uns das etwas Hoffnung.
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Bild 6, Kit Hammonds, Charlie Dark, Grime Tunes, ,The Mothership Collektive”,
2006, Foto aus der Archiv von K. Hammonds, Transkultura 2008, Krakow

LITERATUR

1. Allkdmper U., Schatral, S. Schulzeit. Jugendliche einer zehnten Klasse
des Sorbischen Gymnasiums in Bautzen. Auf der Suche nach hybriden
Lebensgeschichten. Theorie — Feldforschung — Praxis. (Hybride Welten, 3),
Tschernokoshewa E.., Pahor M. J. (HG.) Miinster: New York: Miinchen: Berlin.
Waxmann Verlag Gmbh., 2005. S. 149-191.

2. Hannerz U. The World in Creolisation. Africa 1987. Aus. 57 N2 4, S. 546—
559.

3. Kristeva J. Fremde sind wir uns selbst. Frankfurt/Main. Edition Suhrkamp,
1990. 2125S.

4. Lofgren O. Leben im Transit? Identitdten und Territorialitdten in
historischer Perspektive. Historische Anthropologie. Kultur. Gesellschaft. Alltag.
1995. Aus. 3, Ne 3, S. 349-363.

5. Geertz Cl. Welt in Sticken. Kultur und Politik am Ende des 20.
Jahrhunderts, Wien. Passagen-Verl, 1996. 96 S.

6. Bhabha H. K.: Die Verortung der Kultur. Tibingen: Stauffenburg Verlag,
2000. 408 S.

THE ART AND SCIENCE OF TELEVISION 117



7. Welsch W. Transkulturalitdt. Zur verdnderten Verfassung heutiger
Kulturen. Schneider I., Thomsen W. (Hrsg.) Hybridkultur. Medien, Netze, Klinste.
KéIn: Wienand Verlag, 1997. S. 67-90.

8. Greverus |.-M. Anthropologisch Reisen. Hamburg, [U. A.], 2002. 404 S.

9. Kostlin K. Kulturen im ProzeB der Migration und die Kultur der
Migrationen. Chiellino C. (Hg.) Interkulturelle Literatur in Deutschland. Ein
Handbuch. Stuttgart/Weimar: Metzler VLG, 2000. 536 S.

10. Appadurai A. Disjuncture and Difference in the Global Culture Economy.
Williams P., Chrisman L. (Hg.). Colonial Discurse and Post Colonial Theory. New
York. Publisher: Columbia University Pr., 1994. 570 p.

11. Siller H. P. (Hg.) Suchbewegungen. Synkretismus — kulturelle Identitat
und kirchliches Bekenntnis. Darmstadt: Wissenschaftliche Buchgesellschaft,
1991. S. 145-149.

12. Hall S. Wann war ,der Postkolonialismus“? Denken an der Grenze.
Bronfen E. Marius B., Steffen T. (Hg.). Hybride Kulturen. Beitrdge zur anglo-
amerikanischen Multikulturalismusdebatte. Tiibingen, 1997. S. 219-246.

13. Nederveen P. J. Globalization and culture: global mélange. Littlefild,
Oxford, 2004. 236 p.

14.Bhabha H. K. Verortung der Kultur. Bronfen E., Marius B., Steffen M. (Hg.).
Hybride Kulturen. Beitrége zur anglo-amerikanischen Multikulturalismusdebatte.
Tubingen, ETH, 1997, S. 68-73.

15. Said E. W. Kultur und Imperialismus. Einbildungskraft und Politik im
Zeitalter der Macht. Frankfurt/Main, S. Fischer Vlg., 1994. 476 S.

16. Nederveen Pieterse J. Globalization as Hybridization. Durham M. G.,
Kellner, D. M., eds. Media and Cultural Studies. Oxford: Blackwel Pub., 2006. S.
658-680.

17. Anderson B. Die Erfindung der Nation. Zur Karriere eines folgenreichen
Konzepts, Frankfurt/Main: Campus Bibliothek, 1992. 308 S.

18. Gellner E. Nationalismus und Moderne. Berlin: Verlag Rotbuch, 1991.
300S.

19. Jahn Fr. L. Deutsches Volkstum. Leipzig: W. Rein, 1813. Aus. 1. 459 S.

20. Hoffmann-Krayer E. Die Volkskunde als Wissenschaft. Zirich:
F. Amberger. 1902. 34 S.

21. Schmitt C. Die geschichtliche Lage des heutigen Parlamentarismus.
Berlin, 1923.90S.

22. Assmann A. Arbeit am nationalen Gedachtnis. Eine kurze Geschichte
der deutschen Bildungsidee. Frankfurt/Main: Pandora, 1993. 116 S.

118 HAYKA TENEBUOEHNA Ne 14.4, 2018



23. Schmidt S. J.: Medien, Kultur: Medienkultur. Ein konstruktivistisches
Gesprachsangebot. (hrsg.): Kognition und Gesellschaft: Der Diskurs des radikalen
Konstruktivismus 2. Frankfurt/Main: Suhrkamp Vlg, 1992. S. 425-450.

24. Schmidt S. J. Kognitive Autonomie und soziale Kontrolle. Frankfurt/
Main. Suhrkamp, 1994. 362 S.

25. Sandbothe M. Pragmatische Medienphilosophie. Grundlegung einer
neuen Disziplin. Zeitalter des Internet. Weilerswist, 2001. 240 S.

26. Sandbothe M. Medien — Kommunikation — Kultur. Grundlagen einer
pragmatischen Kulturwissenschaft. Jaeger Fr. und Liebsch B.Hr Handbuch der
Kulturwissenschaften, Bd. 1, Stuttgart: Weimar: Metzler, 2004. S. 257-271.

27. Fassler M. Netzwerke: Einflihrung in Netstrukturen. Miinchen: Fink,
2001. 324 S.

28. Statelova R., Rodel A., Peycheva L. u. a. The Human World and Musical
Diversity: Proceedings from the Fourth Meeting of the ICTM Study Group “Music
and Minorities” in Varna, Bulgaria 2006. Sofia: Institute of Art Studies, Bulgarian
Academy of Sciences, 2008. 407 p.

29. Hemetek U. The Music of Minorities in Austria: Conflict and Intercultural
Strategies. Harrison K., Mackinlay E., Pettan S. (Hrsg.) Applied Ethnomusicology:
Historical and Contemporary Approaches. Cambridge Scholars Publishing, 2010.
S. 182-199.

30. Schmidt S. J. Dichotomisierung — ein fatales Instrument der Komplex-
itdtsreduktion. Tschernokoshewa, E., Jacobs F. Uber Dualismen hinaus. Regionen
— Menschen — Institutionen in hybridologischer Perspektive. Hybride Welten
Bd. 6. Miinster: New York: Miinchen: Berlin, 2013. S. 45-55.

REFERENCES

1. Allkdmper U., Schatral, S. Schulzeit. Jugendliche einer zehnten Klasse
des Sorbischen Gymnasiums in Bautzen [School. a youth from the tenth
grade of a sorbian gymnasium in bautzen]. Auf der Suche nach hybriden
Lebensgeschichten. Theorie — Feldforschung — Praxis. (Hybride Welten, 3) [On
the search for hybrid life stories. theory — Field research — practice (hybrid
worlds, 3) Tschernokoshewa E.., Pahor M. J. (HG.) Minster: New York: Miinchen:
Berlin. Waxmann Verlag Gmbh., 2005. S. 149-191

2. Hannerz U. The World in Creolisation. Africa 1987. Aus. 57 Ne 4, s. 546—
559.

3. Kristeva J. Fremde sind wir uns selbst [Alien we are to ourselves].
Frankfurt/Main. Edition Suhrkamp, 1990. 212 s.

THE ART AND SCIENCE OF TELEVISION 119



4. Lofgren O. Leben im Transit? Identitdten und Territorialitdten in
historischer Perspektive [Life in transit? identity and territoriality in historical
perspective]. Historische Anthropologie. Kultur. Gesellschaft. Alltag [Historical
anthropology. culture. company. everyday life]. 1995. Aus. 3, Ne 3, s. 349-363

5. Geertz Cl. Welt in Stiicken. Kultur und Politik am Ende des 20.
Jahrhunderts Jahrhunderts [The world in pieces. culture and politics at the end
of the 20th century], Wien. Passagen-Verl, 1996. 96 s.

6. Bhabha H. K.: Die Verortung der Kultur [The localization of culture].
Tubingen: Stauffenburg Verlag, 2000. 408 s.

7. Welsch W. Transkulturalitdt. Zur veranderten Verfassung heutiger
Kulturen [Trans-culturalism. towards the end of the state of today’s culture].
Schneider I., Thomsen W. (Hrsg.) Hybridkultur. Medien, Netze, Kiinste [Hybrid
culture, media, net, the arts]. KéIn: Wienand Verlag, 1997. S. 67-90.

8. Greverus |-M. Anthropologisch Reisen [Anthropological voyages].
Hamburg, [U. A.], 2002. 404 s.

9. Kostlin K. Kulturenim Prozel’ der Migration und die Kultur der Migrationen
[Culture in the process of migration and the culture of migration]. Chiellino
C. (Hg.) Interkulturelle Literatur in Deutschland. Ein Handbuch [Intercultural
literature in germany. a handbook]. Stuttgart/Weimar: Metzler VLG, 2000. 536 s.

10. Appadurai A. Disjuncture and Difference in the Global Culture Economy.
Williams P., Chrisman L. (Hg.). Colonial Discurse and Post Colonial Theory. New
York. Publisher: Columbia University Pr., 1994. 570 p.

11. Siller H. P. (Hg.) Suchbewegungen. Synkretismus — kulturelle Identitat
und kirchliches Bekenntnis [Search movement. syncretism — cultural identity
and church consciousness]. Darmstadt: Wissenschaftliche Buchgesellschaft
[Scientific book society], 1991. S. 145-149.

12. Hall S. Wann war ,der Postkolonialismus“? Denken an der Grenze
[When was “post-colonialism”?]. Bronfen E. Marius B., Steffen T. (Hg.). Hybride
Kulturen. Beitrage zur anglo-amerikanischen Multikulturalismusdebatte [Hybrid
cultures. articles about the anglo-american multiculturalist debate]. Tlbingen,
1997.S. 219-246.

13. Nederveen P. J. Globalization and culture: global mélange. Littlefild,
Oxford, 2004. 236 p.

14. Bhabha H. K. Verortung der Kultur [The location of culture]. Bronfen E.,
Marius B., Steffen M. (Hg.). Hybride Kulturen. Beitrage zur anglo-amerikanischen
Multikulturalismusdebatte [Hybrid cultures. articles about the anglo-american
multiculturalism debate]. Tibingen, ETH, 1997, S. 68-73.

120 HAYKA TENEBUOEHNA Ne 14.4, 2018



15. Said E. W. Kultur und Imperialismus. Einbildungskraft und Politik im
Zeitalter der Macht [Culture and imperialism. imagination and politics in the age
of power]. Frankfurt/Main, S. Fischer Vlg., 1994. 476 s.

16. Nederveen Pieterse J. Globalization as Hybridization. Durham M. G.,
Kellner, D. M., eds. Media and Cultural Studies. Oxford: Blackwel Pub., 2006. S.
658-680

17. Anderson B. Die Erfindung der Nation. Zur Karriere eines folgenreichen
Konzepts [The generation of the nation. towards the career of an outreaching
concept], Frankfurt/Main: Campus Bibliothek, 1992. 308 s.

18. Gellner E. Nationalismus und Moderne [Nationalism and modernity].
Berlin: Verlag Rotbuch, 1991. 300 s.

19. Jahn Fr. L. Deutsches Volkstum [The german tradition]. Leipzig: W. Rein,
1813. Aus.1. 459 s.

20. Hoffmann-Krayer E. Die Volkskunde als Wissenschaft [Folklore as a
science]. Ziirich: F. Amberger. 1902. 34 s.

21. Schmitt C. Die geschichtliche Lage des heutigen Parlamentarismus [The
historical situation of today’s parliamentary government]. Berlin, 1923. 90 s.

22. Assmann A. Arbeit am nationalen Gedachtnis. Eine kurze Geschichte
der deutschen Bildungsidee [Work on national memory. a short history of the
german educational idea]. Frankfurt/Main: Pandora, 1993. 116s.

23. Schmidt S. J.: Medien, Kultur: Medienkultur. Ein konstruktivistisches
Gesprachsangebot [Media, culture: media culture. a constructivistic conversation
selection]. (hrsg.): Kognition und Gesellschaft: Der Diskurs des radikalen
Konstruktivismus 2 [Cognition and society. a discourse of radical constructivism
2]. Frankfurt/Main: Suhrkamp Vlg, 1992. S. 425-450.

24. Schmidt S. J. Kognitive Autonomie und soziale Kontrolle [Cognitive
autonomy and social control]. Frankfurt/Main. Suhrkamp, 1994. 362 s.

25. Sandbothe M. Pragmatische Medienphilosophie. Grundlegung einer
neuen Disziplin [Pragmatic media philosophy. foundation for a new discipline].
Zeitalter des Internet [The age of the internet]. Weilerswist, 2001. 240 s.

26. Sandbothe M. Medien — Kommunikation — Kultur. Grundlagen
einer pragmatischen Kulturwissenschaft [Media — communication — culture.
Foundation for a pragmatic cultural science]. Jaeger Fr. und Liebsch B.Hr
Handbuch der Kulturwissenschaften [A handbook for cultural science], Bd. 1,
Stuttgart: Weimar: Metzler, 2004. S. 257-271.

27. Fassler M. Netzwerke: Einfuerung in Netstrukturen [Networks: an
introduction into net structures]. Miinchen: Fink, 2001. 324 s.

THE ART AND SCIENCE OF TELEVISION 121



28. Statelova R., Rodel A., Peycheva L. u. a. The Human World and Musical
Diversity: Proceedings from the Fourth Meeting of the ICTM Study Group “Music
and Minorities” in Varna, Bulgaria 2006. Sofia: Institute of Art Studies, Bulgarian
Academy of Sciences, 2008. 407 p.

29. Hemetek U. The Music of Minorities in Austria: Conflict and Intercultural
Strategies. Harrison K., Mackinlay E., Pettan S. (Hrsg.) Applied Ethnomusicology:
Historical and Contemporary Approaches. Cambridge Scholars Publishing, 2010.
S.182-199.

30. Schmidt S. J. Dichotomisierung — ein fatales Instrument der
Komplexitatsreduktion [Dichotomization — a fatal instrument for reduction of
complexity]. Tschernokoshewa, E., Jacobs F. Uber Dualismen hinaus. Regionen —
Menschen — Institutionen in hybridologischer Perspektive. Hybride Welten Bd.
6 [About dualism out there. Regions — people — institutions in hybridological
perspective. Hybrid world. Volume 6]. Minster: New York: Miinchen: Berlin,
2013. S. 45-55.

UBER DEN AUTOR:

ELKA TSCHERNOKOSHEWA

Mitbegriinder und Mitglied der Europaisch Assoziation
Kulturforschern e.V. (ERICarts Network)

Ulmenallee 24a, D-50999 Koln, Deutschland

PhD

ORCID: 0000-0002-5589-3841

E-Mail: elkahome@gmx.net

ABOUT THE AUTHOR:

ELKA TCHERNOKOJEVA

Co-founder and Member of the European Association
of Cultural Researchers e.V. (ERICarts Network)
Ulmenallee 24a, D-50999 Cologne, Germany

PhD

ORCID: 0000-0002-5589-3841

e-mail: elkahome@gmx.net

122 HAYKA TENEBUOEHNA Ne 14.4, 2018



CTPYKTYPA

U CIOMXKET

B OKPAHHbIX
MPOU3BEAEHUAX

STRUCTURE
AND PLOT
IN VISUAL

ART WORKS



124

YK 791.2
BBK 85.38

DOI: Tapacosoit 10.30628/1994-9529-2018-14.4-124-145
recieved 05.11.2018, accepted 21.12.2018

ANEKCAHAPA BNAAVMUWUPOBHA TAPACOBA

Poccuiicknin rocynapcTBEHHbIN 'YMaHUTapPHbIN YHUBEPCUTET
MockBa, Poccua

ORCID: 0000-0003-1248-9336

e-mail: aleks.tarasova@gmail.com

NOHATb, MPOYYBCTBOBATb M MPUCBOUTD:
IOXKHOKOPEMCKUI CEPUAN

«JTYHHbIE B/IIOBJTIEHHbIE —

ANbIE CEPALUA: KOPE» B OBCYXAEHMNAX
PYCCKOA3bIYHbIX 3PUTENEN

AHHOTaumA. CTaTbha NOCBALLEHA HEKOTOPbIM acrneKkTamM peuenumn HMKHO-
KOPEWCKUX CepuanoB PYCcCKOA3bIYHbIMM 3puTensimu. OLHUM U3 pesyib-
TaTOB «KOPEMCKOW BOJIHbI» CTasa PacTywas MONynspHOCTb KOPEeMCKUxX
Tesiecepranos BO BCEM MUpeE. B KayecTBe MCTOYHMKA AA M3ydYeHUsa 6bin
Bbl6paH hopym pyccKonsblvHOro caita [JlopamaTV, Ha KOTOPOM YysKe MoYTH
Tpu roga obcyskaaetca cepmnan «JlyHHble BAOBNEHHble — Afible cepAaua:
Kopé». 3ToT cepuan (coveTaHue ¢paHTe3m, N060BHOrO pOMaHa U UCTOPU-
YecKoro NoBecTBOBaHMSA) He men bonbluoro ycnexa B Pecnybauke Kopes,
3aTo 3aBoeBasl 1t060Bb MHTEPHALMOHAIbHOW 3pUTE/NIbCKOM ayaAuTOPUM.
BOBNEYEHHOCTb PYCCKOA3bIYHbIX 3PUTENEN MOMKET MOKa3aTbCA Mapagok-
casibHOMI, MOCKO/bKY cepuan 6bin agpecosaH He UM M TpeboBas OT HUX
0BLWMPHbIX NO3HaHWI B 061aCTU KOPEMNCKUX KYNbTYPHbIX TPaAULMIA U UCTO-
pun. Ho nosnb3oBaTenn CMOrM NPeoaoneTb NPenaTCTBUA UCTOPUKO-KY/b-
TYPHOro XapaKTepa, 61arogaps y»e MMeoLWweMycs Y HUX ONbITy NPOCMOTpPa
KOPEMCKMX UCTOPUYECKMX CEepUanoB U KOOPAUHALMM YCUAUIA MO MOMUCKY
HezocTaoweln nHbopmaumn. bonblue BCErO OHM OLEHWUAM CMOCOBHOCTD
NOBECTBOBaHMA Bbl3blBaTb Yy HMX CU/IbHbIE YyBCTBA — W PAAOCTb, U C/e3bl;
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YYKOOCTb» MEepPCOHAXKEN He MOMEeLIana MCKPEHHEMY COMEpPEKMBAHMIO,
WHAMBUAYANbHOMY WM KO/NEKTUBHOMY. Pa3oyapoBaHHble HWU3KMMU 3pU-
TeNbCKMMU pelTuHramu B Kopee, Nosiib30BaTeNun CTapanvcb NPUIOKUTH
BCE YCM/IA K TOMY, YTOBbl LLOHECTU CBOE MHEHME L0 CbeMOYHOM rpynmbl
Tenecepuana v 4o PYKOBOACTBA TeNeKaHaa, BKAOYAA yyacTMe B OHNAMH-
rosIoCOBaHMAX M NoAnucaHue NeTULMin ¢ Npocbboi NPoAAUTL Cepuan Ha
BTOPOM ce30H. M XoTA Hagexabl Ha NPOAO/IKEHUE HEe ONpPaBAaIUCh, NOJb-
30BaTe/IN BCE PABHO COXPAHUIN B OCHOBHOM BOCTOP}KEHHOE OTHOLLEHUE K
cepwany, KOTOpbIl B UTOre CTaN BOCMPUHUMATBLCA KaK HEYTO, MpUHAANeKa-
Lee MM B TOW 3Ke CTENEHU, YTO U KOPEWCKoMY 3puTesto.

KnioueBble cnoBa: «KopelicKkas BoNHa», TenesuaeHne, tenecepuan, gopa-
Ma, MHTePHET-GOPYM, COOBLLECTBO, IMOLMOHANbHAA PeaKLMA, 4OCTOBEP-
HOCTb, cNocob NPocMoTpa, NPUCBOEHNE, MEHTA/INTET, KOHTEKCT.
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TO UNDERSTAND, TO FEEL AND TO
APPROPRIATE: THE SOUTH KOREAN
TELEVISION SERIES “MOON LOVERS—
SCARLET HEART: RYEO” IN DISCUSSIONS
OF RUSSIAN—SPEAKING VIEWERS

Abstract. The article aims to explore some aspects of the reception of
South Korean serials by Russian-speaking viewers. One of the results of the
“Korean wave” has been the growing popularity of Korean Television Series
around the world; there are plenty of online resources today which allow
viewers abroad to watch them and participate in discussions of them—in
different languages, including Russian. The main source for this study is the
users’ forum on the Russian site DoramaTV, where “Moon Lovers: Scarlet
Heart Ryeo” has been discussed for almost three years. This television
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series, (a mixture of fantasy, love story and historical narrative) did not have
much success in the Republic of Korea, but won the love of an international
audience. Analysis of the discussion of the television series on the forum
makes it possible for us to discern some of the characteristics of their
involvement. Viewers were able to overcome the historical and cultural
obstacles as the result of their previous experience of watching Korean
historical series and to their coordinated efforts to find the information
they needed. Most of all, the fans appreciated the power of the story to
evoke strong feelings in them—both joy and tears; the “foreignness” of the
characters did not provide a drawback for the viewers to sincere empathy,
both on anindividual and a collective level. Disappointed by the low viewing
figures in Korea, the viewers attempted at every opportunity to make their
voices heard by the crew and the television channel management; they
participated in online voting and signed petitions to extend the show for a
second season. And although their hopes for continuation were frustrated,
the viewers still retained a mostly enthusiastic attitude toward the series,
which they eventually came to regard as something to which they had at
least the same rights as the Korean audience, as something that was “their
own.”

Keywords: “Korean wave,” television, television series, k-drama, online
forum, community, emotional reaction, authenticity, mode of viewing,
appropriation, mentality, context.

deHOMeH MONynAPHOCTU Cepuanos, NPOU3BeAEHHbIX B Pecnybau-
Ke Kopes paccmaTpuBaeTca UcciefoBaTeIaiMmM B KOHTEKCTE «KOPEMCKOM
BOJIHbI», HauMHan ¢ 1997 roga, Korga B Kntae ¢ 60/1bWIMM yCexom npo-
LIeN MOKa3s lXKHOKOpPeWMCcKoro cepunana «4Yto Ttakoe nobosb?» (1991
1992) [1, c. 86], xoTa K 3Toi mate yacto gobasastoT 2002 1 2003 roap!
— nepuog TpMyMmdanbHOro WECTBUA «3UMHEN COHATbI» U « HeMUyXUHbI
BO ABOpLLE» NO TeneakpaHam mupa [2, c. 16; 3, c. 405]. Cpean dpakTopos,
KOTOpble NPUBEK/IMN K IOXKHOKOPEMNCKMM Cepmanam 3puteneit a3maTcko-
ro permoHa, OHM CaMM Ha3blBa/IN YBJIEKATE/IbHbIE CIOXKETbI, COYeTatoLLne
B cebe 3/1eMeHTbl Pa3HbIX aHPOB, BO3BbIWEHHbIA U YYBCTBUTE/bHbIN
XapakTep Nt0OOBHbIX IMHUIM, UCKYCHOE COYeTaHME TPAAULMOHHBIX LiEeH-
HOCTEN C COBPEMEHHbIM aHTyparkeM, BbICOKOE TeXHMYECKOe KayecTBO
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NPOAYKLMU, KPacoTy KOPENCKNUX Nensaxen U1 — He B NOoCAe[HIo ove-
pefb — BHELUHIOK NpUBAEKaTeNbHOCTb akTepos [4, c. 51-52]. Ho 3pu-
Tenb 13 EBponbl 1 CeBepHO AMepMKKM NPKU NOMbITKE NO3HAKOMUTHLCA C
AOpamamu, Ha NepBblii B3rNA4, A0/MKEH OblN CTONKHYTLCA C HEMAbIMU
TpyAHOCTAMM. B cpeaHem b6onee aKCMpeccMBHas MaHepa aKTepCKOM
Urpbl, O4EHb HETOPOM/IMBOE Pa3BepTbiBaHME MOBECTBOBAHMSA, BK/OYe-
HWe B Hero Habopa CTaHAAPTM3MPOBAHHbBIX KECTOB, MU3AHCLEH U ClO-
XEeTHbIX X040B, HEMPUBbIYHbIX U He BCeraa NOHATHbIX ANA ayauTopun
«3anafHoin» — BCe 3TO AO0/MKHO 6blN0 6bl MEepPeBecUTb 3PENULLHYIO
cTopoHy. OHaKo BCe MepeyncieHHoe He NMoMeLLano XKHOKOPENCKOM
TenenpoayKumm obpect MHOrOUYMC/IEHHbIX MOKNOHHUKOB M Ha 3anage.

MOCKO/IbKY AOCTYN K a3MaTCKMM cepuasiaM B OCTa/IbHOM MUpPE OKa-
3a/1CA 3aTPYAHEHHbIM (4a/IeKO He Be3ge UX MOXKHO OblJ10 CMOTPETb e-
rasibHO M C CyBTUTPaAMM Ha MOHATHOM 3pUTENIO A3bIKE!), B NOMCKAX BbIXO-
2 3pUTEIN MACcCOBO 06PATUINCH K BO3MOMKHOCTAM CETEBbIX KOBLLMPHbIX
cepbix 30H 3aKoHa M 06blYHOro npasa» [5, c. 58], cyllecTBoBaHUE KO-
TopbIXx 0bycnoBneHo npupogoi MHTepHeTa. U B 3TUX «30Hax» coop-
MMPOBasiaCb CO BPEMEHEM C/IOXKHasA CTPYKTypa COODOLLEeCTB, 3aHMMalo-
LWMXCA U3rOTOB/IEHMEM W MEPEeBOAOM CyOTUTPOB, PACNpPOCTPaHEHMEM
MHGOPMALLMM O HOBbLIX CEPUANAX U CAMMUX CEPUAnax, UX 0bCyKaeHMEM,
y4yacTMem BO BCEBO3MOXHbIX OH/IAaNH-TOIOCOBAHMAX U U3TOTOBNEHUEM
daH-apTa — CTPYKTYpbl, CBMAETENbCTBOBABLUEN O BbICOKOM YPOBHE CO-
JIMAAPHOCTM M CNOCOBHOCTU K KooMepaunn y NoKJAOHHMKOB Cepuanos-
«gopam»? [6].

HeyamBuTenbHO, YTO B LLEHTPE BHUMaHWUA uccnegoBaTenen, ob-
PaTUBLLUMXCA K U3YYEHUIO TE/IEBU3NOHHOM COCTaB/AIOLLEN «KOPEMCKoM
BOJIHbI», YaCTO OKa3bIBaAOTCA MMEHHO 3puTenn aopam. NMpegmeTom pac-
CMOTPEHUS CTAHOBMUTCA, Pa3yMeeTCs, KOpencKas ayanTopmsa: Hanpumep,

1 C cepuanom «JlyHHble BnobneHHble — Asble cepgua: Kopé», B 4acTHOCTM, NO3BOAAN MO3Ha-
KOMMTbCA Ha YCNI0BUAX NNATHOW NOoANUCKKU UHTepHeT-pecypca DramaFever, npuobpeTasLunii nun-
LLeH3UM Ha TpaHcAALMIo Tenewoy y npasoobnasaTeneil, Ho B cepeauHe okTabpa 2018 roaa atot
pecypc 3akpbiacs.

2[pon3BOAHOE OT aHMMIICKOro «dramay, BoleLee B ANOHCKUIA A3bIK 418 0603HaYeHns Tenece-
pvana; ucnonbayeTca Kak obLuee Ha3BaHWe Cepuanos, BbINyLLEHHbIX CTpaHamu BocTouHow Asuu.
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BANAHME NPUBbLIYHON ANA Hee KOHQYLMAHCKOW UAE0NOTMN HA CHOMKETDI
nopam [7] uam To, Kak B Tesleloy OTPaXKatoTCs HOBble NMPeaCcTaB/eHNs
0 reHaepHbIX ponax [8]. Ho u ayautopus «BHELWHAR» He ocTaetcs bes
BHMMaHUA: NPUMEHUTENIbHO K HEW M3y4aeTcs BO3AEeNCTBME KOPEeNCKUX
CepurasioB Ha A3blK CBOMX MHOCTPAHHbIX NOKJAOHHMKOB [9] 1 X noBeaeH-
yeckMe MpakTUKK. AHanusupyetca cneumdurKa BOCMPUATUA CIOXKETOB
3puTeniem, AaseKMM OT COLMasbHbIX U MOAUTUYECKMX Npobaem HOXKHOM
Kopewu: 3anagHas ayautopms B CMIy HeL0CTaTOYHOM OCBEAOM/IEHHOCTM
He yNaB/AMBaET B AOPaMax 3/10604HEBHbIE HAMEKM — U UX KaMOAUTUY-
HOCTb» U «HENTPasbHOCTb» MpeBpalaeTca B $GakTop, Noby:raarowmii
K MPOCMOTPY 3pUTENA, XKEeNalollero OTB/eYbCA OT NPOUCXOAALLENO B
cobcTBeHHOM cTpaHe [2, c. 48]. U, pasymeeTca, nccnenyetca smoLmo-
Ha/bHOE BO34eNCTBME KOPEMCKUX cepuanoB Ha 3puteneit (0cobeHHo
3putensbHuL) [10]. Tak, Bonpoc 0 BKycax 3anagHbix Atobutenei gopam
BBOAMT Hac B bonee WMPOKUIN Kpyr Npobnem — Kakue 3anpocbl ayam-
TOPWW B TaKOM C/ly4ae He y10B/IeTBOPAET COBPEMEHHAA 3anaaHasn Tene-
NPOAYKLMA, Yero HeOCTaeT B HEl ee Xe Leneson ayantopmmn? MmeHHo
Nno3ToMy ¥ B J@aHHOM UCCNeA0BaHUMN Mbl XOTeIM Bbl CKOHLLEHTPMPOBATb-
CA NPeXKae BCero Ha HEKOPENCKOM (B HaLLem C/lyyae — PYCCKOA3bIYHOM)
ayAMTOPUM M Ha NPUMEpPE ee OTKIMKA Ha OA4MH U3 KOPEeNCKUX cepmanos
MOMbITAaTbCA BblAE/IUTb XaPaKTEPHbIE YEPTbl KOIJIEKTUBHOTO BOCNPUATUSA
[0pam 3anaZHbIMU 3pUTENAMM.

Cepuan «JlyHHble BAtObneHHble — Anble cepaua: Kopé»3 6bin no-
CTaB/IeH N0 MOTUBAM POMaHa KUTAMCKOM nucaTenbHUUpbl ToHr Xya* «[Mo-
pa3suTeNbHOE Ha KakAOM Lary», a Nockosbky ewe B 2011 r. Bbiwaa
KUTaWNCKas TeneBepcus 3TOTO NPOWM3BEAEHWMs Moj Has3BaHuem «Anoe

3 Pexnccep Kum Mo—Tx3, aBTop cueHapusa Yo KOH—EH, B maBHbIX poasx Jn Ysu—biH (nam [U(ARIKO)
— 3TO NCEBAOHUM, NOJ, KOTOPbIM aKTPUCA BbICTYMAET B KAaYeCTBe NeBuLbl — non—«aigonay), in
LkyH—Km [11].

4 Hacroslee umsa nonynsapHoM nucatenbHULbl — KaHb XelsaH, HO OHa M3BECTHA NOA, NCeBAOHM-
mom ToHr (v TyH) Xya. B KHP ee npousseseHna HeOAHOKPATHO 3KPaHU3MPOBAAUCh; NOCAEAHUN
Ha JaHHbIi MOMEHT cepuan no ee poMaHy B *KaHpe ¢p3HTe3n «3Be3fHas HOoYb, 3Be€3HOE Mope»
Bbiwen B 2017 r. Mo3Tomy nosBaeHWEe KOPENCKOW Bepcnn pomaHa «lopasuTesibHoe Ha Kaxaom
wary» AoMKHO 6b110 cpasy 06paTUTh Ha ceba BHUMAHWE U OTPOMHOM KUTANCKOM ayanTOPUN.
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cepaue», KOPeMCcKylo BEPCUIO YacTo Ha3bIBalOT ee pemeikom®. Cepuman
TpaHC/MpOoBacs TenekaHanom SBS ¢ 29 asrycta no 1 Hoabpsa 2016 .
[naBHasA repoMHA ero — Halla coBpeMeHHKLa [0 Xa-4YKuH, Aylia KoTopoi
YAUBUTENbHbIM 06Pa30M NepeHecnachb B Te10 OAHOMN U3 NPEXKHMX CBOUX
MHKapHaLUuMii, oKa3aswmcb B Kopé X Beka®. Tenepb A1a ApYyrux nwogen
OHa — 3HaTHaA AeByLlKa No MMmeHu X3 Cy, *KMBYLLAA NPU KOPOJEBCKOM
ABOPE, HO /17 HEe CaMOW BCe BOKPYT HE3HAKOMO, U el MPUXOANTCA NPU-
cnocabnmBaTbCA K YyKAbIM 06LLecTBy M 06CTaHOBKe, Nonagas nopou B
HeloBKME CUTYauun. K reponHe HauyMHaoT NPOABAATbL MHTEPEC MHOrO-
YyMCNeHHble CbIHOBbA MPAaBALWEro MOHapxa, OAWH M3 KOTOpbiXx — BaH
Co — cTaHOBWTCA B UTOre ee M3bpaHHMKOM, HO NepunetTun 6opbbbl 3a
BAacTb B KOPE He OCTaBAAOT UM Hagexabl Ha COBMeCTHoe byayluee’. B
duHane Xa Cy ymmnpaeT, TeM CamMblM BO3BPaLLAs AYX FTEPOUHU B €€ NpeX-
Hee Teno, B Ceyn XXI BeKka, a CTaBWIM NpaBuTesem (BaHOM) Nog UMeHeM
KBaH-uxoHa® BaH Co ynosaeT Ha BO3MOYHOCTb HOBOM BCTPEYM C Hell B
OAHOW M3 Byaywimnx KusHen. 3putenn Pecnybamkn Kopes oTHecauch K
HOBOMY CepMany A0CTaTOYHO CMOKOMHO, HO Y MeXAyHapoaHo! (B ToM
yncne KUTAMCKOM) ayauTopumn OH UMeN OrPOMHbIV yCrex, He B nocnes-
HIOlO ouyepenb bnarogaps KoTopomy cepuan nonyumn npus K-Culture
Pride Ha uepemoHun Korea Brand Awards, a ucnonHutens ponu Bax Co

® XoTA BO/IbLIMHCTBO IOXHOKOPEWCKUX TesiecepruanoB — MONHOCTbIO OPUTMHAIbHAA MPOAYKLMA,
0[fHAKO BbINYCK (N0 IMLEH3UN) PEMENKOB CEPUANOB, CO3LAHHbIX B APYTUX a3UaTCKUX CTPaHax, He
npeacTaBnaeT coboi BOMMUIOLLETO UCKNIOYEHMA U3 NPaBWA: CM., HAaNpUMep, cepuan «Mama, CHa-
TbIi HA OCHOBE OLLHOMMEHHOTO AMOHCKOTO M C BOMBLUMM YCNEXOM MOKA3aHHbIA 3MMON—BECHOM
2018 rosa Ha TenekaHane TvN. MoABAAOTCA U pemelikn cepuanos, npousseseHHbix B CLUA (Ha-
npumep, «MbICAWUTb Kak npecTynHuk», TVN, 2017) n Bennkobputanum («KusHb Ha Mapce», OCN,
2018).

®HasBaHue cpeHeBEKOBOrO rocyaapcTaa Ha Kopelickom nonyoctpose (935-1392 rr.).

7 CtoxKeT cepvana, CTPOro roBops, AOCTAaTOMHO 6M30K TOMY, YTO B AUTEpPAType NPUHATO UMEHO-
BaTb «JAMCKUM» UM «PO30BbIM» POMAHOM (33 MPAKTUYECKM MOMHLIM BbIYETOM 3POTUYECKOTO
KOMMOHEHTA, MOCKO/bKY B CPEAHEM HOXKHOKOPEeCKan TeNenpoayKLums BecbMa LieSIoMyApeHHa).

8Kak u MHOrvMe apyrue nepcoHaxu cepuana, KBaH—4KoH (KBaHAMKOH) — AMLO MCTOPUYECKOE,
npasutens—pedpopmatop (950-975), KOTOPOMY B 3aCNyry CTABATCA, B YACTHOCTU, BHEAPEHUE CU-
CTeMbl rOCYyAAPCTBEHHbIX 3K3aMEHOB Ha YMH (Y4TO OTKPbLINO HE3HATHLIM NOAAM AOCTYN K rocyaap-
CTBEHHbIM AO/IKHOCTAM) M KaMNaHWUA MO PO3bICKY U OCBOBOXKAEHWIO HE3aKOHHO 0BpPaLLEHHbIX B
HeBOJIbHMKM NpocTontoanHoB [12, ¢. 128-129].
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akTep /In [KyH-KM — creumanbHyto Harpagy Hallyu Star, npucyxaae-
MY0 33 yCNexu B pacnpocTpaHeHUN KKOPEMCKOM BOHbI» No mupy. U ce-
rofHs cepran NpoaosiKatoT 0bcyKaaTb. Tak, Ha popyme aHI0A3bIYHOTO
Soompi.com, KOTOPbIN NO3NLMOHMPYET cebs B KayecTBe KpynHelwero
pecypca, NoCBALLEHHOro KopencKol nonyaapHoi kynbtype [13], Tpea no
«JIyHHbIM BNOBNEHHBIMY» HacuuTbiBaeT 2235 cTpaHuu, no 20 «nocToB»
Ha Kakgoh (scero okono 44 700 «MOCTOB»), U NMOCNEAHAS HA AaHHbIN
MOMEHT 3anncb OTHOCUTCA K 3 AeKabps 2018 roga [14].

ApPMUIO MOKNOHHUKOB «JIyHHbIX BAOOAEHHbIX — ANbIX cepaeu,» no-
NOSIHUAWN N NONb30BaTE/IN PYCCKOA3bIYHbIX PECYPCOB, B YaCTHOCTH, NO-
nynsapHoro caita [lopamaTV® [15]. Ha dopyme aToro pecypca pasmepbl
TpeZa no cepuany [16], Ha NepBbIn B3rNAL, KaXKyTCA CKPOMHbIMU — 52
CTpaHuMLbl No 15 «nocToB», Bcero 773 «nocTa», NOC/ieAHUN U3 KOTOPbIX
oTHocuTCA K 14 okTAbpa 2018. Ho 6anKallLMin «CONEepPHUK» ero, Tpej,
no cepuany «ToKKabu», oTcTaeT oT Hero Ha 20 CTpaHuL, B TO BpemMs KaK
06bIYHO 0bOCyXKAEHWE Aake caMblX MOMYAAPHbIX CEPMANOB PeaKo Ao-
CTUraeT ABYX AECATKOB CTPaHUL,. B 6O/IbLUMHCTBE }Ke C/Iy4YaeB CoaeprKa-
HWe TPeLoB CBOAMTCA K OTAE/IbHbIM PENIMKAMm, He Tpebyowmum oTBeTa
OT APYruX NoceTUTeNel, U OrPaHUYMBAETCA HECKOZIbKMMMW CTPAHULLAMMU.
Ha atom ¢poHe «Anble cepgua» ¢ 52 ctpaHnuamm Tpega, 106 nobutens-
CKUMM PeLLeH3UAMMU, COTHAMM KOMMEHTapPUEB Ha CTPaHMULE KaxKaoh u3
cepuii®® [17] n oo cux nop 3aHMMaemon TpeTbei No3numneit B Ton-amcre
CaMbIX NONYAAPHbIX TENELWOY HA MABHOM CTPaHULE caiiTa NpeacTaBaa-
10T CODOM UCK/IOYEHMeE.

B cBOEM K/lTacCMYEeCKOM UCCNef0BaHMM, MOCBALLEHHOM 3pUTENbCKOM
ayautopun «[lannaca», MleH JHr oTmeyaeT «pPeasMCTUUHOCTbY» CHOXKET-
HbIX KO/ZI3UIM M MepCoHarkei Kak BeCbmMa BaXKHOe AOCTOMHCTBO cepu-
afla B rnasax ero NoKJoHHMKOB [18, c. 34], a ee OTCYTCTBME — KaK K/tO-
YeBOW HEAOCTAaTOK C TOYKM 3peHus HeHaBUCTHMKOB («Dallas-haters»).

9Ha aToMm caiiTe, Kak 1 B PyHeTe B Liesiom, cepvan 6onee U3BecTeH Kak «Asble cepaua» uav npocto
«Anble», nn6o AC.

o Pecypc paet BO3MOXHOCTb BbIK/1a4blBaTb BUAEO, MOITOMY CEpUasibl TaM HE TONbKO 06cy>+<p,a|o'r,
HO U CMOTPAT.
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M XOTs NO3)Ke OHa MOACHAET, YTO peyb UaeT 06 0coboM «3MOUNOHaANb-
HOM peann3me» (3a NOBECTBOBAHWEM O CCOPAX U MHTPUrax B CEMbE He-
dTAHOrO mMarHaTta 3puTeNny Ha KOHHOTAaTMBHOM YPOBHE BMAENM HEeYTo,
YMBO NepekanKatoLlLeecsa ¢ UX CO6CTBEHHbIM 3MOLMOHAIbHbIM OMbITOM
[18, c. 45]), BCe e NpUHAANEIKHOCTb aMEPUKAHCKOW ayauTOpumM K TOMy
YKe BPEMEHU U TOM e Ky/bType BO MHOTOM 0byc/ioB/IMBana ee BOBAe-
YEeHHOCTb B MPOCMOTP. MHOCTpaHHbIE e MOKNOHHUKM «JIyHHbIX BtO-
6/1eHHbIX — A/bIX CEpAEL,Y, B TOM YMCNE N PYCCKOA3bIYHbIE, OKa3anch
B COBEPLLUEHHO MHOM MOJIOXKEHMM: NOBECTBOBAHME OTHOCMIOCH K MHOMY
BPEMEHW, UHOMN KyNbType, ero AenCTBYOLWME NMLA TOBOPUAN HA UHOM
A3bIKe, U, YTO BaXKHee BCero, — camu 3puTesiv BoobLue He NpUHaanexa-
/M K LeneBon ayauTopum cepmana. HackosibKo 3TO MOr10 NOBAUATbL Ha
3MOLMOHAIbHOE BOCMPUATUE CHOXKETA, U KAKMM 06Pa3oM MOKIOHHUKK-
MHOCTPaHLbl CNPABAAAUCH C NPEOAOIEHNEM MHOTOMIAHOBOTO KYNbTyp-
HOrO pa3pbiBa Mexay cobol 1 NepcoHaxamm UCTopUn?

B xome aHanusa auckyccum Ha [JopamaTV mbl M cocpefoToyu-
JIMCb HA Pas/IMYHbIX acneKTax OCO3HAHMA AMUCTAHUMU MeXAy pyc-
CKOSI3bIYHBIMW  3PUTENIAMM U MOBECTBOBAHWEM, MNPOUCXOAALLMM U3
OPYroi CTpaHbl CO CBOEN UCTOPUEN, KyNbTYPHbIMU TPAAULMAMM U CO-
BPEMEHHOW KyNbTypou (KOTOpYH M NpeacTaBAseT cepuasn), a TakKe Ha
npobneme PopMmMpPoBaHUSA COBCTBEHHbIX B3aMMOOTHOLIEHUI C Npo-
n3BeeHnem, CO3[aHHbIM ANSA ayauToOpuKM Kopelckol. Bcero B 06-
CYXXOEHWUM Ha AaHHbI MOMEHT noy4yactBoBaso 487 nonb3oBaTesel,
HO M3 HMX 419 OrpaHNYMNOChb OAHOW PEnIMKOM, ABaxAbl OTMETUANCH
28 yenosek, TpMKAbl — 13, YeTbipe U NATb PENJIMK — Yy 6 U 7 YeNOBEK Co-
OTBETCTBEHHO, LWECTb — Y TPOWX. bosblue AecAaTM pa3 NpUHAAN ydacTue
B pa3roBOpe BCEro NATb Ye/10BEK, CPeAM KOTOPbIX C OFPOMHbIM OTPbIBOM
NMAnpYyeT nonb3oBaTesb € 55 oTBETaMM.

Takum obpasom, o popmmnpoBaHUM B Tpeae CTabuabHOro coobuue-
CTBa NOK/JIOHHWKOB CEpPMAsa TOBOPUTb HE MPUXOAUTCA, XOTA B OTAE/IbHbIX
CAy4aAxX MeXAy MoNb30BaTeIAMM 3aBA3bIBA/IMCb U 3MOLMOHA/bHbIE
cnopbl, 1 0bMeH Bonpocamu-oTBeTaMU. B Tpeae He npeactasnieH daH-
apT, HO BbIK/aAblBa/INCb CTUXN COBCTBEHHOrO COYMHEHUs (B TOM uYncne
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— B dopme NOoNyLWYTAMBOrO CTUXOTBOPHOTO Auanora) u daHouK-npo-
[OO/IKEeHMEe B HECKO/IbKUX BbiMyCKax (He3aBepLUEHHbIN), @ TaKKe CCbIKK
Ha N6UTENbCKME BUAEOPOAMKU, NOCBALLEHHbIE cepuany. Ho B ocHOB-
HOM YYaCTHMKKU 0BCYKAEHMA OrPaHUYMBAIUCL BbICKA3blBaHMEM CBOErO
MHEHMSA OTHOCUTE/IbHO cepuasna Uan akTepoB MU 0bmeHoM MHOopMaL M-
e, KoTopan bbl/1a couTeHa Nosie3HOM A/1s bosiee NOIHOLEHHOTO BOCMPU-
ATUA ClOXKeTa.

C camoro Hayana obcykaeHue (a nepsbli «NoCT» AaTnpyetca 6 AH-
BapA 2016 r.) BblAaeT B y4aCTHMKaX ntogen, e chopMUpoBaBLIMX ANs
ceba HeKknin obpa3 byayliero ceprana, BeCbma g8 HUX NPUBNEKATeNb-
HbIl, MOCKO/IbKY OHM 3HAaKOMbI M C 60/IbLUIMHCTBOM aKTEPOB, U C }KaHPOM
ncTtopuyeckoro cepuana («carbika»)'t: «Kakoi aktepckuii cocras! O6o-
»Kato AiKO, a Npo oCTanbHbIX MOMYY... 3arnsaeHbe. OnucaHue UHTPUry-
toutee... JTlobnto TakoM KaHp... PaHTE3M, POMAHTUKA U eLle U UCTOPU-
yeckuii» [16, c. 1]*2; «McTopUUeCKMiA CIOXKeT, HenepeaaBaemas KpacoTa
KOPEMNCKON apXUTEKTYPbl, APKAA oAexaa TeX BPeMeH, BOCXUTUTE/IbHblE
nersaxu — KapTWHKa byaeT pagoBaTb, 310 100%. Hy M, KOHEYHO e,
KacT. ITOT NYHKT CTOUT OTAENbHOro BHMMaHMA. Ham [xy-xék, Oxu Cy,
A0, XoH YKOH-XEH, /In OxKyH-KK, KaH Xa-Hbl/ib, BEHB3K-XEH B rNaBHbIX
ponsax...» [Tam e, c. 2].

Mo Bcel BUAMMOCTU, KOPEMCKMM A3bIKOM MOCEeTUTENN TPeaa CoBep-
LUEHHO He B/IageloT UM BNAAEKT CaMblM MOBEPXHOCTHbIM 06pa3om, HO
3TO He BOCMPUHUMAETCA KaK nperpaga Mexay CeEpManom u 3puTensimu,
MOCKOJIbKY Y HUX €CTb BO3MOXHOCTb CMOTPETb €ro B /I0OUTE/IbCKOM Me-
peBoze. bosnee TOro, HEKOTOPbIX Y4AaCTHUKOB OOCYKAEHUA cepuan yBAeK
HaCTO/IbKO, YTO OHM FOTOBbI Obl/IM CMOTPETb HOBbIE CEPUMN B OPUTUHANE
— TaK BE&/IMKO bbln10 HeTepneHue: «Yx! ITo HacToALMI Wenesp, HO A No-
HAMa Anwb 1/5 Bcero ckasaHHoro! byay skaath CyGTUTPOB...» [Tam Xe, C.

1 Ob6eykaan «Anble cepaua», y4aCcTHUKM yNomaHyu 6onee NATUAECATU APYrUX U3BECTHLIX UM
cepuanoB-«4opam» KOPENCKOro U KUTAMCKOro MPOU3BOACTBA, a TaKKe HECKO/IbKO MONHOMETPaX-
HbIX GUNBMOB.

2 MocKoNbKy B XOA4e IMOLMOHANbHOM AMCKYCCUM rPaMMaTUYECKUe HOPMbl PYCCKOMO A3bIKa CO-
61104aNMCh AaNIEKO He BCersa, HeKOTopble U3 LuTaT bblain NoABeprHyTbl HebonbLLOo npaske. Mpu-
Mmeuy. asTopa. — A.T.
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3]; «BoT yero s ero cMoTpto celyac 6e3 cybTUTPOB M 03BYYKKU? HU YepTa
K He noHumato, a 3anunnal Kpytoli cepuan!» [Tam xe, c. 7]; «MNocnea-
HIOH CEPMIO CMOTPENA Ha KOPEMCKOM, MOTOMY YTO TEPMEHMA HE XBATUIO
OOXMAATbCA NepeBoaa. A3blka He 3Halo, HO aKTepbl, UX Urpa, MUMMKA
N peyeBble MHTOHALMM Dbl HACTO/IbKO NPEBOCXOAHbI, YTO 3aCTaBU/IM
OLLYTUTb BCHO TPArMYHOCTb MpoMCXoAAwero» [Tam e, c. 22]; «EauH-
CTBEHHAA gopama, KOTOPYIO s CMOTPesia Ha KOPEeMCKOM, C y4eTOM TOrO,
YTO He 3Halo A3blKa (A 3TO K TOMY, YTO Apama 3aLenuna)» [Tam e, c. 44].

C nepBbIX ¥Ke Cepuii PyCcCKoA3blYHbIE 3pUTENM B LLE/IOM NPOAEMOH-
CTPMPOBaIM U CNOCOBHOCTb BOCMPUHMMATb CEPUAN UMEHHO KaK «UCTO-
pPUYECKMIA», OCO3HaBas, YTO AENCTBME PAa3BOPAYMBAETCA HE TO/IbKO B
MHOW CTpaHe, HO M B MHOM BPEMEHM C ero MHbIMM HpaBaMu. 3a NOMbIT-
KaMu B YEM-TO YMNPEKHYTb NEPCOHaXKel C NO3ULUN COBPEMEHHOTO MUPO-
BO33peHus (noyemy HebonbliMe Wwpambl Ha anue Ban Co oueHmMBatoTCA
Kak orpomHan npobnema? Moyemy obcypaeTca bpak KpOBHbIX bpaTa
N CecTpbl, KtHOPMaabHO» NN 3TO? MoYemMy NPUHL, TaK XON04EH CO CBOUM
MasIEHbKMM CbIHOM?) cieayeT 06bsACHEeHWE, MHOTAA B BUAE NoApobHoro
3KCKypCa B UCTOPUIO, MHOTAA B BUAE KPATKOM OTCbIZIKM K MIHOMY MEHTa-
nutety («Bcem, KOMy He HPABUTCA BCe, YTO TYT MPOM3OLL/IO, MOTY OTBe-
TUTb: TYT BCE NMPOU3OLLIO NPABUABbHO, YYUTbIBAA MEHTANNUTET, BPEMS U
reHgep. [1a, 3To CypoBbIli MYXKCKOWM MUp» [Tam ke, c. 29]).

MCcToYHMKaMK cBeAEHMIA, Ha KOTopble onupatoTcs obbAcHAWMe,
nopoli OKasbiBaeTca Bukuneamsa, a nopoit — aApyrve Kopewnckue xe
Tesecepuanbl UAU AOKYMeHTaslbHble PpUAbMbl: «TaK MHTEPECHO 6blio
nocmoTpeTb Buaeo ot SBS, rae noapobHo ob6bACHANNCL 0COBEHHOCTHU
KynbTypbl KOpE, a TO MHe AelCTBUTENIbHO BblI0 HEMOHATHO, KaK AeByLU-
Ka, yAapvBLLIas NPUHLLA rON0BOW, AablUe MOrNa CMNOKOMHO XuTb [...] da
1 BoobLe, A nocmoTpena bosblue COTHM Aopam, a 0 Kopé npakTuyeckm
HUYEero He 3Hato: byAeT oYeHb MHTEPECHO MOCMOTPETb, KaK 3Ta CTpaHa
6blna co3naHa [...], BeAb KaK OHa bblna paspylleHa, A yXe 3Halo U3 4o-
pambl “LUecTb neTawmx ApakoHoB” » [Tam e, c. 3].

Ho B uenom aygmTopums CKI0HHA BUAETb 33 IH0OOBHO-UCTOPUYECKUM
CHOXKETOM HeKMit GOH, MHOToe B 3TOM CHOXKeTe 00YyC/10BANBAOLLNI U cam

THE ART AND SCIENCE OF TELEVISION 133



no cebe YpesBblYaiHO MHTEpPecHbIN. ObcyKaatoTca AarKe, Ka3anochk bbl,
He3HaunTeNbHble NOAPOBHOCTU: MPaKTUKyemble B Bbl/ible BpeMeHa cro-
cobbl onpeaeneHns 601e3HN UAN U3TOTOB/IEHUA MbINa; BHUMaHWE Ha
ceba 0bpalLatoT U TakMe MesIKME AeTaNu, Kak KeHCKMe HapAaabl U3 TKaHK
B «ropolueKk». HekoTopble No/b30BaTeNIM AaXKe pa3oyapoBaHbl Heg0CTa-
TOYHO YeTKO 0D603HAYEHHOWN AWUCTAaHUMEN MEeXKAY AHEM CEeroAHAWHUM
M X BEKOM: NMPUBbIKLIAA K COBPEMEHHOMY KOMPOPTY rEPOUHSA A0/KHA
6bina 6bl 6oslee ABHO pearnpoBaTb Ha €ro OTCYTCTBME, a My3blKa AarKe
He nbiTaetca 6bITb ayTeHTUUYHOM: «ELle HeMMOBEPHO BEeCUT, YTO BMECTO
TPaAULMOHHOM KOpencKol My3biku GOHOM MAET YHbINAA NOMCATUHA, KO-
TOpas HMKaK He COYETAETCA C UCTOPUYECKUM XKaHPOM. MIHCTpYMEHTaNKM
TOXKe He NPOoAyMaHbl, HEOAHOKPATHO B CayHATPEKeE 3ByYUT GOpPTENMAHO,
HO KaKoe MOKeT bbITb popTennaHo B Kopé? Iae TpagmMUMOHHbIE UHCTPY-
MEHTbI 1 HaCcTOALLAA ayTeHTUYHaA My3blka? My3blKka A0/1KHa co34aBaTb
atmocdepy 3noxu, a He BblaeprneaTb U3 Hee» [Tam Xe, c. 18].
Mepunoanyeckun cpeam nonb3oBaTteel NonagaoTcs 04N MEHEE UC-
KyLUEHHbIE UM CaM BOMPOC OKa3bIBAETCA C/IMLLIKOM CNOXHbIM. U Toraa
B Tpeae NosBAseTca npocbba NOMOYb COPUEHTUPOBATLCA B MHOMOYMC-
JIEHHbIX MPUHLAX MAN MOACHUTb MEPEeBOL KUTAMCKOTO CTUXOTBOPEHMUS,
Npo3BYyYaBLLEro B O4HOW U3 CEPUA, U NPU3bIB He ocTaeTca be3 oTeeTa.
Mpuyem, ecnm B NepBOM C/yyae AeNo OrpaHMUYnIOCh KOMMPOBAHWEM
¢dparmeHTa 13 BukmMneamu, To BO BTOPOM — MoC/ieA0Bano cpasy ABa no-
CTPOYHbIX pa3bopa cTUXoTBOpeHua noata Jlo KOicK u3 umkna «lecHu o
BeTKe 6ambyKa» (C nogyepKnBaHMEM ABOWHOM PO/IN, KOTOPYHO OHO Urpa-
€T, O HOBPEMEHHO U «MOTPYKasA B IMOXY», U CNy¥Ka AN OAHOTO U3 NMPUH-
LEeB cnocobom HamMeKHYTb repoMHE Ha CBOM YyBCTBA) [Tam e, c. 6, 7].
Takoro poga noAapobHble 0bbACHEHUSA BbI3bIBAOT CaMyto 6iarogap-
HYI0 peaKkumto: «bosblwoe cnacnbo 3a Takoe MHTepecHoe AnTepaTypHoe
nccnefoBaHue, odeHb NPUATHO, YTO paHaTbl 4OPaM TaKue 3HaoLWMe UH-
Te/IeKTyasbl, TaK MPUATHO, YTO AENTECH CBOMMM 3HAHUAMU C HamMm!»
[Tam e, c. 7]; «OrpomHoe cnacMbo 3a TOT MOTPACAIOLWMIN aKLEHT Ha
[opame, KOTOPbIN Tbl caenana, 03HaKOMMB BCEX HAC, MOKIOHHUKOB, C
TpaHcAUTepaumen ctuxotsopeHua Jlio HOicu. Tbl BHECNA Ty camyto He-
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06X0AMMYIO Kamnto KU3HU B UCTOPUYECKYIO JlopaMy, caenas eé ana Hac
6onee HeoTPasMMOM M MOHATHOM....» [Tam ke, c. 8]. [pn 3TOM yyacT-
HUKM OBCYKAEHWA He CAMLIKOM YyBCTBUTE/IbHLI K nNpobneme pocTo-
BEPHOCTM Npeanaraemon nm mHoopmaummn. CHabKeHHbIM NogPoOHbIM
KOMMEHTapueM nTepaTypHblii COOPHMK B KaHpe yyebHoro nocobwus
[19] BoCNpMHMMaeETCA KaK HeYyTo MoYTU PaBHOLLEHHOE APYroW gopame
WA HEACHOMY MHTEPHET-UCTOYHUKY, N BCE BMECTe BUAWUTCA KaK He-
4TO BecbMa HagexHoe: «[1Mcanu 34echb yXKe He pas Npo UCTOPUYECKYHD
npasay [BbiaeneHo mHol. — A.T.] o npuHuax — Byaywmx umnepatopax
Kopé. He noneHuTecb M nponuncTaite Bce AecATb CTPAHMUL, KOMMEHTa-
pveB K AOpame — MHOFO MHTEPECHOrO U LOCTOBEPHOrO MoYeprnHeTe»
[BblaeneHo mHol. — A.T.] [16, c. 10]. Tpen, Takum obpasom, UmeeT Ans
MOKNOHHMKOB Cepmana BbICOKYI LEHHOCTb Kak BMECTUAULLE COBMECT-
HO COBpaHHbIX CBeAEHNIM, bnarogaps KOTOPbIM MUP, NPeACTaloWmMi Ha
3KpaHe, YXKe He KayKeTCsA CTO/b YYKAbIM.

Ho Hanbonee BaXKHOW ABNAETCA BO3MOMKHOCTb PACcCKa3aTb KOMY-TO
06 OCTpbIX NepexmnBaHUAX, COMPOBONKAAIOLWMX MPOCMOTP KaXKAO0W W3
cepuit. Kak noKasbIBaeT cofepraHue Tpeaa, OLLYLLLEHUIO «3MOLLMOHab-
HOro peasn3ma» MHOM A3bIK U MHAA Ky/JbTypa HUYYTb He NPEenATCTBYIOT,
a CaMM OMMUCAHUA IMOLLMOHA/IbHbIX PEAKLMIM BNOJIHE COOTHOCATCA C TOM
«TpParnyeckom CTPYKTYpOM YyBCTBa», KOTOpas, No caoBam IHr [18, c. 46],
TaK BayKHa A/1A Noy4YeHMs NONHOLEHHOIO YA0BOABLCTBUA OT CEpPUabHO-
ro noBectBoBaHusA: «locse NPOCMOTPa BamM rapaHTMPOBAHO OLLyLLeHME
BCe/IeHCKOM 60711 OT BbIPBAHHOTO }KMBOTO cepaua. JJopama 6beT HoXom
B CNWHY, BoobLwe He cTecHAACh. Ecnun Bbl MoxeTe cebe npeacTaBuTb HyB-
CTBO MOC/e nepepesaHns Ballel TMOTKM MaHbSKOM, WU OLLyLLEHWE,
6yATO ropo HOrTAMM BbiL@PanbIBaloT U3HYTPU, U CTAHOBUTCA HEBO3MOXK-
HO AblWaTb, TO 6O Bbl NEPEXUAN KYTKME COBbITUA, MBO NocmoTpenu
«Anble cepaua». YOUNCTBEHHAnA, KECTOKas, HaHOCALLAA KPOBOTOYALLYHO
paHy pa3 3a pa3om, 3aCTaBAAOLLAA CBA3KM BECCUIBHO XPUNETH BMECTO
KpWKa, HO 6e3ymMHO KpacuBas, noparkatowan fo rmybuH aywu, He3abbl-
Baemas uUcTopus o BUTBAX, YeCTU U [0Are, POACTBEHHBIX Y3ax, a TaKKe
6e3yaeprkHOW, cymacwealen ntobeun. Cnacnbo, o110 KpyTo» [16, c. 40].
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«3Ta gopama — MPOCTO BOMBA, B3pbIB 3mMOL M1 OT Nepen3bbiTKa YyBCTB.
Kaxabli pa3 nepes NpoCMOTPOM HOBOM CEPUM TBOE CEPALE 3aMUPAET B
npeaBKyLeHMU. KaK TONbKO KapTMHKa Ha MOHUTOPE HauyMHaeT ABUraThCcs,
Mmup Kopé nosHocTbio Teba nornowaet. Tol NOYTM 3abbiBaellb AbllLaTb...»
[Tam e, c. 11]. «A cMKy B 4ETBEPTOM Yacy yTpa, B TEMHOTE, Kycalo Ky-
Nlaku 1 pblaato» [Tam e, c. 13]. «CKaxKy NpocTo: A pblgana» [Tam e, C.
23]. «Bo Bpemsa npocmoTpa UCMbITala MHOXKECTBO aIMOLMIA. BonbLWMHCTBO
pa3 nycKana cnesbl py4Ybem, B KaXKAON Cepun, HO M TaK¥Ke nmpbirana ot
pPagocCTy, KOraa rnaBHble repoun Bbian cyacTamBbl» [Tam e, c. 32]. «[Mpu-
3HAlOCb, YTO HE OXMAana Takoro apdeKTa, yto byay Tak NoroweHa npo-
NCXOAALWMM Ha 3KpaHe, YTo 3abyay MPOo COH, YTO NPO/bIO CTO/IbKO C/Ee3,
yTo byay TaK MCKPEHHE MEePEeXKMBATb 33 KaXKA0ro MepcoHaka, YTo MeHs
NMOKOPWT 3Ta, Ha MOW B3NS4, TParMyHaa uctopma» [Tam xe, c. 50]. «A He
0c0o60 BNeYaT/IMTeNbHbIN YesI0BEK, HO M1aKaTb Havyana yxe ¢ 6-i cepuu.
A panblue — 6osblie. 3HaeTe 3TO YyBCTBO, KOr4a naadvellb HACTO/bKO
CU/IbHO, YTO N34aELLb HEMOHATHbIE UCTOLLHbIE 3BYKM M HE MOKELLb PaBHO-
MEPHO AbllaTh, XagHOo r10Tas BO34yx? BOT B TaKOM COCTOSHUM 5 NpOBe/a
nocnegHue cepum» [tam e, c. 50]. «f kay, uTobbl NPOLWNO Bpems, U A
onATb CMor/1a bbl MepecmoTpeTb 3Ty gopamy. Ho He nonyyaetcs. Bpoge
y»Xe NPOLIO CTONbKO MEecALLEeB, HO HAaYMHAD CMOTPETb, 3Hato, YTo byaeT
hanblue, U cepaue WemuT» [Tam xe, c. 43].

B 0b6cyKAaeHUN HaxoANTCA MecTo U A1a 6onee CNOKOMHOM U B3BELLEH-
HOW OLEHKM: «Aayke TaKoMy LUMHWYHOMY HetobUTeNt0 POMaHTUYECKMX
MCTOPUI M CINLWIKOM NpeaB3aTOMY KPUTUKY MCTOPUYECKMX Apam Oblio Ha
YTO MOCMOTPETb U YEMY COMEPENKMBaATb. EC/IM 3TO U TEXHONOTUK, TO YMENO
Mcnonb3oBaHHble. CHATO € 6ONbLUMM YBaXKEHUEM K 3pUTE/IO» [TaM XKe, C.
44]. U3peaKa B pennnKe yyacTHMKA 0BCYKAeHMA [axke OllyllaeTca Ao-
bpoxkenatenbHas MPoHUA: «ECIM YK MCKaTb NPUYMHY TOTrO, ANA Yero AeBa
nonana B NPOLW/IOe, TaK MOKHO CKa3aTb, YTO AJ/1A TOro, YTOObl MaPHMULLKA
nepexunn ogHy-eAMHCTBEHHYIO /1l060Bb, OCTasICs el BepeH 1 bosblie He
OTBJIEKANCA Ha Takune 6e3aennupl, a NOCNef0BaTE/IbHO Y HEYKOCHUTENBHO
3aHMMA/CA CTPOUTENbCTBOM roCyaapcTBa, 6e3 BCAKMX HEKOHTpoaupye-
MbIX MOPbLIBOB, M HE NONaAas Nof BAMSHUE CBOMX CepAeUHbIX NpMBA3aH-
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HocTel» [Tam e, c. 48]. B nocnegHem cayyae ecTb OCHOBAHUSA BCMOMHUTb
0 TOM KMPOHMYECKOM» Cnocobe NPOCMOTpPa, KOTOPbIM, NO MHEHWUIO IHT,
ye B 2000-e roapl NpeTeHA0BaN Ha NMAEPCTBO Y aHINI0A3bIYHON ayau-
Topum [10, c. 5], n KOoTopbIi, TakMM 06pPa3oMm, B ANUCKYCCUU BOKPYT «ANbIX
cepaeuy ToXe npeactaBnieH. Ho Bce e B AaHHOM C/ly4ae no/ib30BaTenu
€ Nogo06HbIMKM MOAXOAAMM K NOBECTBOBAHUIO HAXOAATCA B MEHbLUMHCTBE,
KaK U Te, y KOTO cepuran Bbi3Baa UCKNHOUYUTEIbHO HEFAaTUBHbIE OLLYLLEHUA.
Mo mepe BbIXxoAa CEPUN y NOCeTUTENeN Tpeaa NOABUIACh elle O4HA
TeMa A/19 IKCNPECCUBHbIX 0OCYKAEHUI: PENTUHIU «ANbiX cepaeu» B Pe-
cnybnmke Kopes 0Kasanncb He CTONb BbICOKK, KaK TOTO XOTeNOCh Obl pyc-
CKOA3bIYHbIM 3puTENAM. HekoTopble, Hel0BO/IbHbIE CEPUANOM, UCTOKO-
Ba/IN 3TO KaK NOATBEPKAEHME CBOEW NPaBOTbI: «3TO TOT PeAKUin c1yyai B
MOEM NpakKTUKe gopaMimubl, Koraa A Ha Bce 100 cornacHa ¢ Kopeliuamu.
CHOMKET CKOMMWUIMPOBAH M3 AeCATKA PasNNYHbIX Aopam (yYluX, KCTaTy,
XUTPELbl CLEHAPUCTbI), aKTEPDI TE XKe, UTO M Be3e, U UTPatoT TakKe. A0
No6110, OHa NpaBaa MUas, HO UrpaeT, AeNCTBMUTENbHO, KaK ainaon't, a He
KaK akTpuca. KapTMHKa Kpacusas, HO He 6onee. Kopeiubl He nosegyTca
Ha 3Ty muwypy» [16, c. 8]; «KopeiL,am Takyto naxy Kak LWeaesp He noj-
CyHellb, BOT OTCIOAA M HU3KMIK pelTuHT B Kopee, a coceaam Hopm[anbHO],
rnaBHoe — YTobbl CTPacTU-MopAacTM Bblan» [Tam XKe, c. 49].
BO/bLMHCTBO e No/b30BaTeNEN BOCMPUHANO 3TU M3BECTUSA C Orop-
YeHMem — OT CTeneHM NONyAAPHOCTU cepuana 3aBUCcenn U BO3MOMKHbIE
Harpagbl, U HaZeXabl Ha ero npogonxeHue. s NOKNOHHUKOB cepua-
/la BECbMa ¥KesaTesibHO 6bl/1o bbl M NepBoe, n Tem 6onee — BTOPOE, HO

1 «... HE MOHMMAID A KOPEMCKMX AOPAMLLMKOB, KaK MOXKHO He N06UTb TaKylo NMpeKpacHyo 4o-
pamy...» [16, c. 8]; «YaAnBUTENbHO, KaK B Kopee mMoryT 6bITb HU3KME PEITUHIM Y TaKOro YyAEeCHOro
dunbmal» [Tam xe, c. 34]; «EAUMHCTBEHHDBIN BONPOC NOC/IE AOPaMbl: NOYEMY TaK1e CpeaHue pen-
TiHM B 0. Kopee Ha doHe Takoi beleHoin nonyaspHoOCcTM?» [Tam xe, c. 27].

4 AHFAMLM3MOM «aiigon» (COBCTBEHHO, «MA0M»), BOWeAWMM B ynoTpebaeHne OKoNo ABaauaTy
NeT Hasag, 0603HaYaloTCA NOM—NeBLbl KKOPENCKOW BOJIHbI», CBA3aHHbIE C KPYMHbIMM areHTCTBa-
MU. OTIMYUTEIbHBIMM YEPTaMMU «aiigona» ABAAKOTCA BbICOKMIM TEXHUYECKMIA YPOBEHb UCMOHE-
HWA 1 NeceH, U TaHLeB (B COYETaHMU C LOCTAaTOYHO TUMNOBOK, 6e3/IMKOM MaHepoii BbICTynieHus),
BHELLHANA NPUBIEKATENbHOCTb (4OCTUraemas B TOM UYMCAE C MOMOLLbIO NIACTUHECKON XMpyprm),
MO/I00CTb (MOCe COPOKa NIET My3blKa/bHYIO Kapbepy NPOA0/IKatT HeMHorme). O6blYHO «aitao-
Nam» NPOTUBOMOCTABAAIOTCA HE3AaBUCHMbIE UCMONHUTENN, HE CTO/Ib COBEPLUEHHbIE TEXHUYECKH,
HO 6osiee opuUrMHasbHble.
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OHMW HUYEM He MOIIY NOBAMATb HAa CUMTyauMmio, B OTAMYME OT 3putenei
KOPEWNCKMX, HeOLEHMBWNX cepuan. M B Tpeae cTanun NosBAATLCS BECbMA
pes3Kune OT3bIBbl O BKyCax Le/IeBOM ayauMTopun cepmana: «3To KopenLbl-
TO He BeayTcsa Ha muwypy? Xa-xa-xa! Jarke cmewHo! Yem 6onblie cmo-
TPIO AOpaM, a B NocneaHee Bpems — ellle U MHTEPEeCcyoCb PernTUHramm
M NpocMmoTpamu, Tem bonblue ybexkaaroch, 4To B NocsiegHee BpeMs OHU
KaK pa3 To/IbKO 3TUM M 3aHMMatoTcA!» [Tam ke, c. 9]; «YAuBUTENbHO, UTO
TaKan XopoLLan U LesIoCTHas Aopama He Moy4Yuaa SOKHON Noaaepk-
KU1 Y KOPENCKOro 3putens. 3To ellle pas AOKa3bIBAET, YTO KOPENLbl NagKu
Ha BCe BaHW/IbHO-MapmeiagHoe ¢ TynbiMM 06pasamm reporHb 1 repoes,
KOTOpble Jae 2+2 CIOXKMUTb He MoryT» [Tam e, c. 13].

MpumeyaTenbHO, YTO NOKasaTen cepmana 6biM HEBLICOKMMM, HO
BCE e BMOJIHE AOCTOMHbIMU: KOPEWCKUX 3pUTENEN OCYXKAAIOT, MO CYTH,
33 TO, YTO OHM OTHEC/INCb K Cepuany C HefOCTaTOYHbIM 3HTY3MA3MOM,
He obecneynnun cepmany HEKOEro 3KCTPAOPAMHAPHOIO ycrnexa, KoTopo-
rO OH, MO MHEHUID PYCCKOA3bIYHbIX NOKAOHHWKOB, 3acayuBan. U ato
3aCTaBAsAET PAacCMaTPUBATb OTHOCUTE/IbHYIO Heyadady «ANbIX cepaeu» B
Pecnybauke Kopes Kak KaTtactpooy.

HeMHOro yTewwnTbcAa NOMOraloT CCbIIKM Ha PECYypCbl, r4e MOMKHO
X0Ts Bbl OCTaBUTb 61aro4apPCTBEHHbIM KOMMEHTAPUIA CbEMOYHOM rpynmne
(«MycTb 3HatOT, 4TO B POCCUM MX MHOBAT U XKAYT, HECMOTPA Ha KOpencKue
penTuHrn!» [Tam Xe, c. 9]), a TaKKe cBeAEHMA O KOZIMYECTBE NPOCMOTPOB
Ha [lopamaTV — cepwuan eLle He 3aBepLUNCA, @ OHO y3Ke NpunbamnKanoch
K TPeM MUIMOHAM — U B MUPE, FAe cepuan Ha TOT MOMEHT MOCMOTPENO
bonee ABYX MUINMAPA0B 3puTeniei. MoCKobKY, KaK yXe roBOpMaOCh, Ha
rnaBHOW cTpaHuue JopamaTV HaxoauTca ToN-AncT Haubonee nonynsp-
HbIX Cepuanos, Nosb30BaTeNIN Tpeaa NPUCTaZIbHO CAeAMIN 33 NPOABU-
}eHnem «ANbix cepaely K BeplinHe U BOCNPUHANM NepBOe MeCTO Kak
CBOE J0CTMXeHMe (XOTA 3ByYaIn U rooca CKenTuKos)™.

5 «Eeeecccc! AC Ha nepsom mecte!lll» [16, c. 25]; «He pasgensto Bceobuiei avidopun ot npw-
cytctBua Anbix Cepgel, B Tone. Tam Takoe KyTKOe COCeACTBO OT “30/1yLIKa 1 YeTbipe pbiuapa” Ao
“0, mos BeHepa”» [Tam e, c. 26]; «fAl BOObLLE HeaaBHO NOHANA, YTO B TOM NonagatoT NPocTo fo-
pambl, KoTopble 6o/bLLe BCEro MOCMOTPENM, @ He yylune» [Tam ke, c. 27].
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YiKe Mo 3aBeplleHMM cepuana nepes y4acTHUKaMU obcyKaeHus
NpeacTaBUAach elle ofHa BO3MOXKHOCTb JOHECTU CBOE MHEHWE A0 py-
KOBOACTBA TesieKaHana SBS — ¢ nomolublo NeTuymii 3a npoasieHme ce-
pvana Ha BTOPOW Ce30H (TaK Kak GMHaN MHOMMM MOKasaaca v CANLLKOM
neyasibHbIM, U HEAOCTAaTOYHO ACHbIM, Aa U Yy bosiee paHHeW KUTaNCKoM
Te/eBepcun 3Tol uctopmum bbII0 NpogoKeHue): «MpuBET BCeM Tem,
KTO MPOCTO BAOOMACA B 3Ty ZOPAMY M XOYET e€ Npofos/iKeHuA. Al TOIbKO
yto noanucan(a) netmumto “SBS: Make “Scarlet Heart: Ryeo-Season 2”
possible!” Ha Change.org. 9To BaxkHO» [16, c. 41]; «[Moanuncanoch yxe
6onble 94000! MorkeT, SBS ycnbIWMT Hac» [Tam e, c. 47].

OfHaAKo 3TW HageXKabl He oNpPaBAA/IUCL, XOTA ANA NPUHATUA CBOe-
ro pasoyapoBaHUsA HEKOTOPbIM MOKIOHHWKAM cepvana noHagobuaocb
[OBONBHO MHOro BpemeHu: «He ycnbiwat. bosee 100 Tbic. y»Ke 6bisIO.
KopelckuM KaHanam nsiesatb, YTO TYT XOTAT UM He XOTAT, UM BakeH
OOMALLHWUA PEUTUHT, TaM Y A0PaMbl O4YeHb HU3KKUIA OH Bbla» [Tam Ke, C.
47]; «Pblgana Kak HeHopmanbHasa! OyeHb Hageanacb Ha 2-1 ce3oH. Ho
yke 2018-i1, BUAMMO, yBbI» [Tam Xe, c. 50]; «Bcé ewwé Hagecb Ha 2-0/
CEe30H..., HO, BEpoATHee BCcero, 3pA...» [Tam ke, c. 50]; «YT0 . BToporo
ce30Ha He byzert. Bce HoBocTM 0 Hem — ¢eiKku. byaem pagoBaTtbeca, YTO
Y Hac ecTb 3TO» [Tam e, c. 51].

OfgHaKko B BOMpoOCe O Harpagax PYCCKOA3bIYHbIM MOAb30BaATENAM
(KaK M NOK/NIOHHMKam cepunana u3 Apyrux CTpaH) BCe Xe yAanocb cKasaTb
cBOe C/10BO. BcKope nocne ero 3aBepueHus B Tpeae Hanucanam ob oH-
NIANH-rON0COBAHUAX, KOTOPblE ONpPeaenaT, KOMy AOCTaHYTCA HEKOTOpPble
13 npu3oBs*e. N B nepsblit AeHb HacTynuswero 2017 roga NosBUACA NK-
Kytowwmii noct: «Hy, BoT. CBepwmnnock. CeroaHa Ha LepeMOoHMM Harpax-
aeHus Ha [...] SBS DRAMA AWARDS B Ceyne Ha KpacHOW AOPOKKe Nu-
uespenn Jin JxyH-kun u Jiv Oxku-biH(IU). B pesynbtaTte AKyH-KK Noayumnn

16 «Kak Bbl 3HaeTe, B Kopee naet noasegeHue utoros 2016 roga u ronocosanus. bE3 PEFTUCTPA-
LI Bbl moxkeTe Nporonocosathb 3a /ly4Llyto U3 BCEX KOPEMCKMX Apam, NoKa3aHHbIX B 2016 roay.
lonocosaHue nget ¢ 1 aekabpsa 2016 roga 00:00 (KST) go 30 gekabpsa 2016 roga 23:59 (KST)»;
«Hayanocb ronocosaHwme 3a Nyylyto napy u3 gpambl SBS 8 2016 roay. Cpoku ronocoaHua 9-30
nekabpsa 2016 roga. Hawwu pasoputel — LEEJOONGI and LEEJIEUN (Scarlet Heart Ryeo)» [16, c.
35].
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npw3 3a Nydlyo ponb, oHM oba ¢ A0 — npu3 3a ayywyto napy, AitO
noay4mna Npus Kak aydwmnii angon®’ n xyH-kM noayunn npus — 3pes-
na Xannto! Bek-xéH nonyynn npus Kak camaa mosogas 3sesaa, KaH Xa-
HbINlb MOMYYUA NPU3 3a NYULLYIO PO/b BTOPOro naaHa. Tak:Ke nosyymna
TaKkol e npu3 Co-xéH. A oT Bcel Ayl NO34PaBAA0 HAWKX NH6UMUK-
KoB. OyeHb paga 3a H1x Bcex. Hawwm [BbiaeneHo mHoi. — A.T.] “JlyHHble
cepaua” [oKasanm BCEM, YTO OHM AOCTOMHbI BCAYECKMX Harpaa» [Tam
e, c. 37].

OTHOLLEHME K TpakAaHam CTpaHbl, NoAapuBLUEN y4acTHMKam 0b-
cyaeHua «Anble cepgua», A0 CamMoW nocnefHein CTpaHMUbl OCTaeT-
CA HEOAHO3HAYHbIM — B AMUCKYCCUWM OTOBpaXKeHbl M OCTpas Aocaja Ha
3puUTesiein, He yAENUBLUMX Cepuasly AO0CTaTOMHOrO BHUMAHWA, U Hepo-
BO/IbCTBO TE/IEKAHA/NIOM, MPOUTHOPMPOBABLUMM 3PUTE/IbCKUE METULMMN.
MpeameT BOCXMILEHMA M MPUYMHA Pa3odapoBaHUA MPULLAN U3 OAHOW
N TOW Ke CTpaHbl, BblIM NOPONKAEHMEM OAHOIO M TOrO e 0bLlecTBa.
M 3To NnpoTMBOpeYne, No BCE BUAMMOCTU, TaK U OCTAZIOCh HE TO/IbKO He-
paspelleHHbIM, HO Aaxe 1 HeoTpedaeKkcupoBaHHbIM. O NpoM3BOANUTENAX
KOPEWMCKMX CEepManoB B LLEJIOM MOTYT OTO3BaTbCA CKEMTUMYECKM, OAHAKO
BCTPEYAOTCA U BblKa3blBaHMA KOMMJIMMEHTAPHOIO XapaKTepa B UX apec:
«KaK 1 y nofasnstolLero 601bWLNHCTBA KOPENCKUX AopaM, ¥ 3TOW — 3a-
XBaTblBalOLLEE HAyaNo: OHO Mpe/BKyllaeT, 3aTarnsaeT M obellaet, 4To
Aanblie Tak u byaet. Ho Te, KTO B Teme, 3HAtOT, YTO Aa/blue He HbiBaeT
TaKXe MHTEPECHO M “XopoLlo” NOYTM BO BCEX KOPENCKMX gopamax ...» [16,
c. 11]; «BoT ymeloT »Ke KopelLbl UICTOPUYECKME CepUabl CHUMATb: U UCTO-
pvA cTpaHbl Tebe, 1 Nt060BHAA IMHUA WWNKAPHAA, U MOCMEATLCS MOXKHO, U
nonsakaTb, 4@ YTO TaM MOM/iakaTb — PblAaTb KaK HMArapckuii Bogonaa»
[Tam e, c. 41].

Ho npu 3TOM camoCyLLeCTBOBaHWE KOPEWCKOW 3pUTE/IbCKON ayau-
TOpPUM MpPeacTaBAseTcsa, ckopee, 06CTOATEIbCTBOM, 00YCNOBAMBAOWMM
cnabble MecTa KOpPEencKon TesenpoayKumMn: «NpocTo 3ameyy Nno noBoay
He[0CTaTKOB AOPaMbl. Bce OHM AN KOPEMCKOro cepuasibHOro KMHemMaTo-

Y NMon—neBLbl — «aliAoNbl», CHAMAIOLLMUECA B CEPUANAX, UHOTAA BbIAENAIOTCA B CNELMANBHYIO Ka-
TEropuIo B aKTEPCKMX HOMUHALMAX Ha MPU3bI.
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rpada He HegOCTaTKKM, @ PaMKM, 32 KOTOpble CO3AaTeNAM He peKOMeHAy-
€TCA BbIXOAWTb, EC/IN OHWU XOTAT UMETb NPUANYHbBIE PEUTUHINY [Tam e, C.
44]; «Co3patenu He Bparu cebe, OHN AENalOT TO, YTO MPUBNEYET MAKCU-
MYM ayantopum» [Tam xe, c. 47].

Monb3oBaTtenu Tpeaa, Takum obpa3om, BNosHe 0CO3HaBas, YTo ce-
pvan genanca He ANA HUX, YTO B NOBECTBOBAHWE BOBJ/IEYEHbI YyK/ble
WM KyNbTypHbIe TPAAULMK™E, 4TO 3HaYEHME NPOUCXOAALLETO, BOSMOMXKHO,
MM He Bcerga AOCTYMNHO («... BNOJHE BEPOATHO, Mbl MPOCTO MHOFOTO He
NMOHMMAEeM, MHOTME CMbIC/Ibl OT HaC NPOCTO YCKONb3aKT» [Tam ke, C.
28]), obHapyKMAM cNOCOBHOCTb K CUHTE3Y YIKE MMEIOLWENCA Y HUX UH-
dbopMaummn 1 KONNEKTUBHOMY MOWUCKY HeLOCTaloLWMX CBeAeHUIM, YTObbI,
HaCKO/IbKO BO3MOMKHO, BOCCO34aTb A/1A cebA KOHTEKCT, B KOTOPOM Mo-
BECTBOBAHWe cneslyeT BOCNPUHUMATb. Hannune HEKOTOPbIX TPYAHOCTEN,
KOTOpble NPUXOAMIOCH NPEoA0IeBaTb COBMECTHbIMU YCUIUAMM, Aaxe
pacueHMBanoCb, NOXOXe, KaKk AOCTOMHCTBO Cepuasna, KOTOpblA WMHa-
ye 6bin Hbl 06bIYHONM NOOOBHON UCTOPUEN Ha «UCTOPUYECKOM» DOHe.
OnbIT KONNEKTUBHOTO 0bCyKAeHUA fAopambin, Tem 6onee COBMECTHOrO
nepeXKMBaHUA BO3HMKAIOLLMX IMOLMIA CTaN KaK MUHUMYM O/18 HEKOTO-
pbIX NO/Mb30BATENEN, MO UX MPU3HAHUIO, YHUKA/bHbBIM, YTO TOBOPUT U O
BbICOKOM YpOBHEe NOTPebHOCTU B cepuranax, No3BOAAKLNUX Npuobpectm
nogo6HbIV onbIT. Cam ke cepuan «J/lyHHble BNtobNeHHble — Afble cepa-
ua: Kopé», OKa3aBLUMCh B KAKON-TO CTEMNEHU KM3bATbIM» Y CBOEr0 Kopeit-
CKOro 3puTens (o0CTaBWMCh NPY STOM KOPENCKUM TENENPOAYKTOM, B KO-
TOPOM OTPA3UIUCHL KOPEWCKME UCTOPUA U KYAbTYPa) U «NPUCBOEHHBIM»
nontobusLLei ero ayamMTopuein, npespaTmaca 1A Nonb3oBaTenen Tpesa
Ha opyme JopamaTV B HEUTO «CBOEY, KHALLEY.
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NCTOPUYECKMUE POMAHDI

XUNAPU MAHTEJ1 O TOMACE KPOMBEJE
KAK OCHOBA A1 3SKPAHU3ALUW:
HATMPUMEPE TEJTECEPUANA

«WOLF HALL» BBC

AHHOTaumA. CTaTbA NOCBALLEHA CPABHUTE/IbHOMY aHaAn3y AUTepaTypHO-
ro TEKCTA M 3KPaHM3auMKN ABYX MCTOPUYECKUX POMAHOB aHIIMINCKOM Nuca-
TenbHUUb! Xnnapu Manten «Bonunit 3an» («Wolf Hall», 2009) n «BHecute
Tena» («Bring up The Bodies», 2012). Oba npou3BegeHUA NPUBIEKAIOT
BHMMaHWE He TO/IbKO OTEYECTBEHHbIX W 3apybeXkHbIX MTepaTypoBesos,
HO W npeacTaBuTeneit kKMHematorpada. «Wolf Hall» — mncrtopuueckuin tTe-
fNlecepmasn, 0OCHOBaHHbIM Ha OAHOMMEHHOM pomMaHe X. MaHTen v ero npo-
OO/KEeHUN «BHecuTe Tena», CHATbIM pexkuccepom Mutepom Ko3mMMHCKK
ANA KaHana BBC (2015). B cTaTbe NpnBOAATCA pasHble TOYKM 3pEeHNUA aBTo-
PUTETHBIX YYEHbIX Ha BO3MOMHOCTb Nepeaayn UaenmHO-XyLoKeCcTBEHHOro
CMbICNIA KHUTU Yepe3 KMHO. ABTOp 06pallaeT BHUMaHWE Ha TO, KaKUm 06-
pa3om BOM/IOWAETCA KOHLEMNUMA pekmccepa, COOTBETCTBYET JIM OHA UCTO-
PUYECKOM KOHLEeNUUM aBTopa M CPeacTBaM ee BOMJIOLLEHNA Ha YPOBHAX
NPOCTPAHCTBEHHO-BPEMEHHON OpraHun3aumm, M4eu U MOTMBA, aKTEPCKOM
MTPbl, BOCCO34aHMA AEeKOPaLMn U KOCTIOMOB, PeYeBOro NopTpeTa nepco-
Haxkel. B xoge CpaBHUTENbHOrO aHasM3a PAacCMOTPEH BOMpPoC pacwmd-
POBKM MAENHO-XYA0KECTBEHHOIO 3aMbIC/1a IMTEPaTYPHOro NpousseaeHun
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NnocpeaCcTBOM KMHO: NUcaTeNnb peanusyeTt O4HY 33434y — PacKpbITb CBOKO
MAEH B TEKCTE, KUHOPEXKMUCCEP B IKPAHM3ALMM XYA0KECTBEHHON AnTepa-
TYpbl pelaeT ABe — BblABUTb KOHLEMLMIO aBTOPa U OTPasuTb COOCTBEH-
Hoe BMAeHWe npousseaeHun. B pesynbrate uccaenoBaHuA 4eNaerca Bbl-
BOA, YTO TeneafanTauma PacCMaTPMBAEMOrO XYLOXEeCTBEHHOrO TEKCTa B
6onblelt cTeneHn aKUEHTUPYET BHUMAHME Ha €ro KAHYeBbiX NO3MLMSAX,
n3o06parkasn Ux Nog UHbIM YI/IOM, HO NPU 3TOM COXPaHMUB YHUKANbHOCTb UC-
XO4HOro Npou3BeaeHus.

KntoueBble cNoBa: KNHOKAPTUHA, XYL40KECTBEHHOE B3aMMOAENCTBME, IKpa-
HU3aUMA, XYL0KECTBEHHOE NPOU3BELAEHNE, NCTOPUYECKUIA POMaH, Xuaapwm
MaHTen, «Bonuwnii 3an», Tomac Kpomsenb, «BHecuTe Tenar.
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HILARY MANTEL'S HISTORICAL NOVELS
ABOUT THOMAS CROMWELL

AS THE BASIS FOR FILM ADAPTATION:

BY THE EXAMPLE OF THE TELEVISION SERIES
“WOLF HALL” BBC

Annotation. This article is devoted to the study of the similarities and
differences between the literary text and the film version of two historical
novels by English writer Hilary Mantel “Wolf Hall” (“Wolf Hall”, 2009) and
“Bring up The Bodies” (“Bring up The Bodies”, 2012). These works attract
the attention not only of literary scholars in Russia and other countries,
but also of representatives of cinema. Wolf Hall is a historical television
series based on the novel by Hilary Mantel and his sequel “Bring the Body”,
directed by Peter Kozminsky for the BBC 2 (2015). The article presents
various points of view of authoritative scientists on the possibility of
transmitting the ideological and artistic meaning of the book by means of
the cinema. The author pays attention to how the concept of the director
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is embodied and whether it corresponds to the historical concept of the
author—editing techniques, the play of actors, the re-creation of scenery
and costumes, and the speech portrait of the characters. In the course of a
comparative analysis, the question of decoding the ideological and artistic
intent of a literary work by means of cinema was considered: the writer,
according to his own conception, is guided by the idea that is revealed in
the text, and the film director solves a double task in screening fiction—to
convey the concept of the author to the viewer and reflect his own vision
of the work. It is concluded that the televised adaptation of this artistic text
focuses more on its key positions, depicting them from a different angle,
but at the same time retaining the uniqueness of the original work.
Keywords: motion picture, artistic interaction, film adaptation, artwork,
historical novel, Hilary Mantel, “Wolf Hall”, Thomas Cromwell, “Bring up
to the bodies”.

M3yyeHne B3aMMOBIMAHMA Pa3ANYHbIX BUAOB MCKYCCTBA — NEpCrek-
TUBHAA TEHAEHUMA He TONbKO B MCKYCCTBOBEAEHMM, HO U B AIUTEPATYPO-
BeaeHnn. OgHa M3 Hambosiee PacNpPOCTPAHEHHbIX B COLMOKY/IbTYPHOW
cUTyauumn Gopm B3aMMOAEMNCTBUSA TaKOro Pofa — 3KPaHM3aLMA XyaoxKe-
CTBEHHOM NnTepaTypbl. KNHOGUIbM M3yYaeTca Kak MHOFOMEPHbI U MHO-
rOMNNaHoBbIM OOBEKT Pa3/IMYHbIMM HAayKaMU — JIMHIBUCTUKON, NnTepa-
TypoBeAeHMEM, 3CTETUKOMN, NepeBoaoBeaeHNEM. Ha NpoTAKeHUN Bcero
Pa3BUTMA KMHemaTorpada CyLecTByeT CNOPHbIN BOMPOC: BO3MOMXHO n
yepes 3KPaHM3aLUMI0 INTEPATYPHOTO NPOU3BEAEHUA NPUNTU K NOHUMA-
HUIO ero MAEenHO-XyA0KeCcTBEHHOTro cBoeobpasms, HeB3Mpas Ha TO, YTO
B KMHOBEPCMM TEKCT B I0OOM Cayyae npeTepneBaeT onpeaesieHHble 13-
MEHEeHUA?

HecmoTpa Ha OrpoMHOE KOJIMYECTBO 3KPaHWU3aUMiA NUTEpPaTypHbIX
NpPou3BeAeHUA, KPUTUKM, MbITadCb AaTb YETKMIA OTBET NO AaHHOMY BO-
npocy, NPOAO/IKAOT CTa/NIKMBATbCA C NPoBAEMOl COOTHOLEHNA MPOU3-
BEAEHWUI KnHemaTorpada M AUTepaTypHOro MepBOMCTOYHMKA, @ TaKKe
OLEHKM UX XY[L0¥KECTBEHHbIX OCTOMHCTB U HedocTaTKoB. C 0gHOW CTOpO-
Hbl, UCCNEA0BATENIN YTBEPXKAAIOT, YUTO COBPEMEHHAA IKPaHU3aLMA ABNSA-
eTcA UHTepnpeTaumeit NPon3BeaeHUs C TOYKM 3PEHUA COBPEMEHHOCTH,
«BOJIbHO W/IM HEBONILHO Peann3ys HOBble 3CTeTUYECKME Kputepun» [1, c.
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41]. C gpyroit — 0 HEBO3MOXHOCTM KMHeMaTorpada «MnosHOLEHHO nepe-
HeCTM Ha 3KpaH nMTepaTypHble NPOU3BEeAEHMNA, B KOTOPbIX MPUCYTCTBYET
BHYTPEHHWI MOHONOT U MOATEKCT» [2, ¢. 69]. A mexay Tem camu nuca-
TeAn, Hanpumep, IpHeCT XaMUHTIYy3in U DHTOHU beparkec, HEraTUBHO Bbl-
CKa3blBa/IMCb HACYET BblleAMX SKpaHM3aL M X NnponsseaeHui. Mo Ha-
6ntogeHuto B. LLIKNOBCKNOro, nepesog, AMTepaTypHOro NponsseseHns Ha
A3bIK KUHO — HEMNpPOCTaA 3aZa4a, TaK KaK HEBO3MOXHO NepeBecTn A3blK
TEKCTa Ha A3bIK APYroro UCKyccTBa, MOCKO/bKY «BCAKUMN “nepeckas” ectb
noporKaeHne HoBoro npounsseaeHma» [3, c. 110].

AHaNN3 KMHOBEPCUM KHUMM YacTo ABNAETCA HEemnpoCcToi 3agayen
M3-3a CMHTE3a Pa3HbiX BUAOB MUCKYCCTBA, KaxkAbl M3 KOTOpbIX 0bnaaa-
€T cOBCTBEHHOM CUCTEMOM NOHATUIM U NPeACTaBNeHUN: «“A3bIKOM” UK
“KogoM”, Ha KOTOPOM “TOBOPUT” XYAOXHMKY [2, c. 206].

Ocoboe BHMMAHME MUPOBOro KMHemaTorpada NpmKoBaHO K UCTO-
PUYECKMM CODObITUAM, MO3TOMY C YacTOM MEepPUOAMYHOCTbIO Mbl MO-
em Habntogatb paboTy HaL 3KPAHU3ALMAMM UCTOPUYECKMX POMAHOB.
N ecnn NCTopUYECKUiA CIOXKET U3BECTEH LUMPOKOMY KpYry NtoAel, To Ta
WAV MHAA UHTepnpeTaumsa cobbITUM, PAacCTaHOBKA aKLLEHTOB B M306pa-
YKEHUU UCTOPUYECKUX JIMYHOCTEN, COBMNAZAEHME TOYEK 3PEHUA peXKMcce-
pa C TOYKaMU 3peHUs NMUCATENA HEPEAKO AeNaeT UCTopudeckmne duabmbl
npeameTamm ocTpol nonemmku. NMonHoTa BONIOWEHMA NUCATENIbCKOTO
3aMbIC/1a, BblIPa3UTENIbHOCTb XapaKTEePOB MCTOPUYECKMX MEPCOHAXKeM,
CNocobHOCTb co34aTb aTMmocdepy, MHOTOCTOPOHHE OTParKaloLLyto 3Mo-
Xy, ABAAIOTCA Hanbosiee peLaowmMMn KpUTEPUAMU B OLLEHKE KayecTBa
dnbMa, CHATOTO MO UCTOPUYECKOMY NMPOU3BEAEHMIO.

Mepuoa AHrnuinckoint Pedopmaunmmn Bcerga npusaekan BHUMaHUE
He TO/IbKO MCTOPUKOB, HO M MPO3aUKOB, APAMaTypro., XyAOHWUKOB.
Ocobyto nonynAapHOCTb 3Moxa npaBneHnsa Koponsa leHpuxa VI obpe-
Na U B KMHematorpade. Bnepsble THOAOPOBCKaA AHIIMA Oblia Nokasa-
Ha B KMHOUNbMe «YHacTHasA Xu3Hb leHpuxa VIlI» («The Private Life Of
Henry VIlI», 1993) aHmuitckoro pexkuccepa AnekcaHapa Kopaa. Takxke
B XX BeKe BbIXOOAT NOCBALLEHHbIE 3TOMY UCTOPUYECKOMY BPEMEHU KU-
HOopUAbMbI «MpUHL, U HUWMIA» («The Prince and the Pauper», 1937),
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«Manblwka bece» («Young Bess», 1953), «4enoBeK Ha Bce BpemMeHa»
(«A Man for All Seasons», 1966), «AHHa Ha Tbicauy aHel» («Anne Of The
Thousand Days», 1969), «LecTtb xeH leHpuxa VIlI» («The six wives of
Henry VIlI», 1970), «TeHpux VIl n ero wectb xeH» («Henry VIl and his six
wives», 1972). B HalM gHW, TOMUMO MOJHOMETPaXKHbIX punbmoB «ELe
oaHa u3 poaa boneiH» («The Other Boleyn Girl», 2003 1 2008), nepuog,
Pedopmanmm AHIIMM oToBparkaeTcsa B TaKOM PasHOBUAHOCTU Tesenepe-
[y, Kak TenesmnsnoHHble cepuanbl. C 2003 no 2010 rogbl BbIXOAAT Tene-
cepuanbl «feHpux VIII» («Henry VIlI», 2003) n «Tiogopbl» («The Tudors»,
2007-2010). B 2015-m ocHOBOM A4/1A TeNEBU3MOHHOTO MUHWU-CEPUMANa U3
wectun anusogos «Wolf Hall», cHaToro ana tenekaHana BBC Two (Benu-
KobpuTaHma n CLUA), cTaHOBATCA MCTOPUYECKME POMAHbl aHIIMNCKOM
nucaTenbHuUubl Xunapmu MaHTen o BpemeHax npasaeHuma Kopona leHpu-
xa: «Bonunit 3an» («Wolf Hall», 2009) n «BHecuTe Tena» («Bring up The
Bodies», 2012).

UcTopunyeckana gnnorna Xmnapu MaHTen ¢ MOMeHTa CBOEro nosasse-
HWSA cTana 06 bEKTOM MPUCTAIbHOIO BHUMAHUSA HE TO/IbKO YMTATEIbCKOW
ayaMTOPUMK, HO U KPUTUKOB, BbICOKO OLEHMBLUMX XYA0MXKEeCTBEHHbIE Kaye-
cTBa npousseneHus. 06 sTom CBMAETENbCTBYET TOT GaKT, uto X. MaHTen
— eANHCTBEHHas NMcaTeIbHULA, YA0CTOMBLUAACA ABAXKAbl BykepoBcKoi
npemun (Booker Prize 2009, 2012), HauMoHanbHOM Npemuun accouma-
UMK nnuTepaTypHbIX KpuTnkos (2010), npemun Kocta (aHrn. Costa Book
Award) B AByX HOMWMHaLUMAX — Ny4ylWUiA pOMaH M KHura roga (2012).
B cBoMx pomaHax o TogopoBcKoi AHmuK X. MaHTen cmectuna $okyc
NMOBECTBOBAHMA C MEPCOHAMKEN, KOTOPbIE YKe NPOLOTIKUTE/IbHOE BPEMSA
npuBaeKanu Kk cebe BHMUMAHWE UCTOPUKOB, KY/IbTYPOSIOrOB U NTEPATY-
poBesoB, TaKNX Kak Koponb AHrnun leHpux VI, ero BTopasa »eHa AHHaA
BoneitH nnm rymanmct Tomac Mop, Ha Tomaca Kpomsena — aHIIMNCKO-
ro rocy,apCTBeHHoro geatena n nomolHuka lfreHpumxa VIll. B KoHuenuum
MaHTen Kpomsenib — He KeCTOKMIA MOMOLLHWK KOPOJIA, KaK ero NpuBbIK-
1 n306paxkaTb IMTepaTopbl M UCTOPUKMK, a TNaBHbIM naeonor Pedop-
MaLMK1, OCHOBOMOJIOXHUK BPUTAHCKOM NAEM HE3AaBUCMMOCTU U TBOPEL,
rocygapcTBeHHOCTH.
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PomaHbl X. MaHTen cTann o6beKTOM U3yYeHUsA B HayuHbIX Tpydax
PYCCKMX U 3apyBeXKHbIX yYeHbIX, KOTOPbIe UCCAeAYIOT ee NPon3BeaeHUA
B Pa3HbIX HAay4YHbIX NaockocTax. OgHn — B chepe KaHpa. P. Apmac onpe-
OenseT POMaH Kak HEOUCTOPUYECKUN, TPEOYIOWMIA N3YHEHUA N OLEHKM
NPOLUIOro CKBO3b NpM3My HacToAwero. o mHeHUo Apuac, B Aunormm
o KpomBene aBTop npegnpuHMMAET NOMbITKM NOKa3aTb, Kak GaHTa3nm-
HO paboTaeT yenoBeyecKkaa NamaATb: «B MPbIXKKAX», «KMETAAX», KBCMbILU-
Kax» [4]. C. KoTKap onpegenseT KaHp pomaHoB o Tomace KpomBsene
KaK ¥aHp UCTopuyecKkon GaHTACTUKKU, HaAeNeHHON MHOXKECTBOM Ky/lb-
TYPHbIX U A3bIKOBbIX 3/IEMEHTOB, HECYLUMX pa3BaeKaTeNIbHY0 QYHKLUMIO
M NOMOraoLWMX B CO34aHUN BUPTYa/IbHON UCTOPUYECKON peasibHOCTH
[5]. T. balikep BnepBble AefaeT BbIBOA, O TOM, YTO HaLMOHaAbHbIA MU
ABNAETCA BAXKHOM COCTaBAstOLLEN pomaHOB MaHTesn, Tak Kak Kpomsenb,
OEKOHCTPYMPYA U PEKOHCTPYMPYA HALLMOHAbHBIN MU, B LLeNAX NonyYe-
HUA U COXPAHEHMA NOJIMTUYECKOM BNACTU UCMOJIb3YET ero B KayecTse
WMHCTPYMEHTA MaHunynauum [6].

Lpyrve yyeHble BeAyT M3bICKaHWA B 06/1aCTU MEXANCUUNAMHAPHBIX
Hayk. PaboTa C. [)KOHT coaepuT B cebe UcciefoBaHNA Ha CTbIKe JINHT-
BUCTUKM, TEOPUN KOMMYHUKALUKN, CPABHUTEIbHOIO NUTepaTypoBeaeHus,
CEMMOTMKM U coumonorun. ABTop paccMaTtpmBaeT cnocobbl nepeHoca
KY/NIbTYPHbIX M UCTOPUYECKMX OTCbIJIOK K M306parkaemMomy BpemeHn B opu-
UManbHOM nepeBoge «Bonybero 3ana» Ha HUAEPNAHACKUIA A3bIK [7].

A. Anbramam, onmMpasncb Ha aHaM3 CBA3M ONUCAHMA BHELLHOCTU nep-
COHaXka C ero BHYTPEHHMM MMUPOM, 3aHAT U3YYEHUEM MCUXO0TNYECKOM
npobnembl — BbiABNIEHUEM B POMaHE NCUXONOTMUYECKOro XpoHoTona [8].

OAHaKo npu BCe MHOrOacneKTHOCTM M3ydeHua aunorum MaHTten
(nnuTepaTypoBeaYECcKOii, KyNbTYPOSOrMYECKON, TIMHIBUCTUYECKOM) CpaB-
HUTENIbHbIN aHaNN3 INTEPATYPHOro NPOM3BEAEHMA U €r0 SKPAHU3aLUN B
3apyberKHOM Hay4yHOM IMTepaType He NPOBOAMCA.

B oTeuectBeHHOM nMTepaTypoBeAeHUN TBOPYECTBO Xunapu MaHTen
Hanbonee obCTOATENBHO OCBELLEHO B Hay4HbIX paboTtax WN. KabaHoBoW,
B. MpocKkypHUHa, B. KyxapeHko. B paae paboT BHUMaHWe yaenseTcs cob-
CTBEHHO pomaHam «Bonunit 3an» n «BHecuTe Tena». OgHOM U3 NepBbIxX
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cTana pabota B. KyxapeHKo, NocBALLeHHas pa3BepHYTOMY IMTepaTypHo-
CTUANCTUYECKOMY aHaNN3y NepPBOMN YacTU ANNOMMM Ha PYCCKOM si3bike [9].

N. KabaHoBa Ha Npumepe nNpousseaeHunii o Kpomsene paccmatpu-
BaeT 3apOXAeHMEe U pa3BUTUE KpM3KMca CTaporo HauMoHabHOTO CO3Ha-
HWSA U CTaHOBJ/IEHME HOBOTO, 0OPALLAETCs K PEeNTMO3HOM NpobnemaTuke
pomaHoB [10]. AHanusupys naHopamy AHrauiickon Pedopmauum, Ka-
6aHOBa TaK¥Ke uccieayeT yCBOEHME MOCTMOLEPHMUCTCKOTO Haciegus B
YKaHpPe UCTOPMYECKOTro POMaHa COBPEMEHHOM aHIMIMNCKON nTepaTypbl
npv TeHAEHUMN BO3BPaTa K GopmMam K1acCUYECKOro MCTOPUYECKOro Po-
MaHa [11]. M3yyan o6pa3 rnaBHOro repos, OHa NPUXOAUT K BbIBOAY, UTO
MaHTen B KpomBeesne BOMIOWAET MAEN PALMOHANIbHOTO KOHTPO/IA COLM-
a/IbHbIX PUCKOB, 3BOJIIOLMM XapaKTepa repos MyTeM OTKasa OT JIMYHbIX
BbIro, B MOMb3Y rocyaapcrseHHbIx [12]. Ocoban 3acnyra 4aHHOro uccne-
[,0BaHUA COCTOMT B PAcKpbITUM MacTepcTBa MaHTeN Kak ncmMxonora.

B. MPOCKYPHMH, aHaNU3MPYA }KaHPOBYIO cneundury «Bonunii 3an»
n «BHecuTe Tena», onpeaenseT HOBLIECTBA, NPoM3OLIEAlLIME B XKaHpe
COBPEMEHHOI0 UCTOPUYECKOTO POMaHa, PacCMaTPUBaET COYMHEHMUSA XU-
napv MaHTeN B KOHTEKCTE UCTOPUN U COBPEMEHHOIO COCTOSIHUA XKaHpa.
ABTOp MCCNeayeT, Kak 3HaYMTe/IbHbIi 06beM aHIIMIACKOW UCTOPUM BOC-
CO3JaeTcA Yepes ero CyLlecTBOBaHME B CO3HAaHMM rnaBHoro repos [13].
TaKsKe NoKasblBaeT MacTepCcTBO NUCATE/IbHULLbI B UCNO/Ib30BaHNMN KOCTHO-
Ma KaK cpeAacTBa, MOMOTaloLLEero NorpysnTb YnTaTeNa B UCTOPUKO-KY/b-
TYPHbIV KOHTEKCT M NOAYEPKHYTb HEKOTOPbIE 0COBEHHOCTN BHYTPEHHETO
MWpa repoes, HACTPOEHME U COLMaAbHbIV ypoBeHb [14].

Bce cyuwecTsytowme paboTbl, B KOTOPbLIX aBTOPbl 0b6paLLatoTea K an-
noruv ManTen «Bonumii 3an1» 1 «BHecute Tena», HanpasaeHbl AM6O Ha
paccMOTpeHME MoAMOUKALMIA COBPEMEHHONO WMCTOPUYECKOrO POMaHa,
B0 CcoCcpesioTOMMBAOT CBOE BHMMAaHME Ha 0bpase [MaBHOro NepcoHaka
annornn — Tomaca Kpomsens. OcobeHHOCTb e HAcToAWEel CTaTbyM 3a-
K/Il0YAEeTCA B TOM, YTO B HEW PAacCMATPMBAIOTCA CNOCcobbl B3aMMOAENCTBUSA
3KpaHU3aLMM M POMAHHOM NepPBOOCHOBbI, NTPEANPUHUMAETCS NOMbITKA OT-
BETUTb Ha BOMPOC: KAKMM CMOCOHBOM M HACKO/bKO YCNELWHO peannsyoTcs
B 3KpaHM3aUmMn pomaHoB X. MaHTen naeu, nexallei B OCHOBE AUNOTUN.
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Tenecepunan, OCHOBaHHbIM Ha poMaHax «Bonumit 3an» U «BHecute
Tena» (cueHapuct Mutep CTporaH), nocTaBneH pexuccepom [Mutepom
Ko3aMMHCKN. B rnaBHbIX ponsax: ... » Mapk PaiinsHc (Kpomsens), JamuaH
Jbtouc (TeHpwmx VIII), Knap doit (AHHa BoneliH), dHTOH Jleccep (Tomac
Mop) u ap. NMpembepa Tenecepunana cocTosnach B cepegunHe aHaapa 2015
roga Ha TenekaHane BBC Two. B Poccum He Bb110 0dULManbHOro BbIxoaa
cepuana Ha TeneaKkpaHbl, OHaKO N060N Kenawmnin MOXKeT HallTK ero B
NHTepHeTe B N10OUTEILCKOM NEpPeBoAE UK C CyBTUTpamu.

B mHOroumcneHHbIx MHTepBbto X. MaHTen rosopmaa, 4To NJA0OTHO CO-
TPYAHWYANA CO CLEHAPUCTOM, TaK KaK MepexmnBasa 3a TOYHOCTb 3Kpa-
HU3aumK: «BaxkHO Bbl10 PaboTaTh C /Il0AbMM, KOTOPbIE Pa3aenaoT Mo
LEHHOCTM U AyMatoT, YTo boslee Yem BO3MOXKHO COBMECTUTb XOpollee
NCTOopUYeCcKoe npomssegeHne n gpamy — OAHO APYrOMY He MPOTUBO-
peunt. NMoHMMaHUe 3TOro *KU3HEHHO HEOBXO0AMMO, 3TO AO/IKHO ObITb B
oCHOBe PaboTbl. [TOTOMY YTO KaK TONIbKO Bbl MOCYUTAETE, YTO 3pUTENSAM
6y4eT CAMLWKOM CIOXKHO MAN UCTOPUA — 3TO HeyaobHasa ¢opma, Bbl CKa-
TUTECb B KacKag, oWwnbOoK, KOTopbI NpuBeaeT K beccmbicamue» [15]. Pe-
uccep Mutep KoamuHCKKM 1 aktep JamuaH Jibtonc, urparowmii lfeHpmxa
VIIl, B cBOEM MHTEPBbLIO Bblparkaan cornacue ¢ nucatenbHuuen: «OHa
NPaBOMEPHO BbICKa3asia 06eCrnoKoeHHOCTb TeM, YTO C €e KHUFaMM MOr-
v 6bl 060UTUCL HenpaBubHO. HO MMEHHO B 3TOT NPOEKT BOBAEYEHbI
TaKue Ntoam, YTo BOTHOBATLCA €14 He CTOUT. ITO NO-HACTOALWEMY NOANUTU-
yeckas KHuUra, He byaeT HMKaKoro pasryna v bydpdoHagbl, OHa TaKoro He
nucana, a Mbl — He cHUManu» [16].

Takum o6pasom, NncaTeNibHULLE, PEXKMCCEPY M aKTepaM B NepeBoae
IMTepaTypHOro Npor3BeAeHNA Ha A3bIK KMHO Obl10 BaXKHO MaKCMMasb-
HO COXPaHWTb ero UAenHbIM 3ambicen. B 3ToM Ham MOMOMKET CPaBHMU-
TeNbHbIM aHANM3 XYA0KEeCTBEHHOIO NPOU3BEAEHNS U €ro SKPaHU3aLMK,
KOTOPbIM Mbl NPOBEAEM MO CAEAYIOLMM NUTEPATYPOBEAYECKMM KpU-
TepUAM: NPOCTPAHCTBEHHO-BPEMEHHAA OpraHn3auma, TMN NoOBecTBOBa-
HWA, CUCTEMA MOTMBOB, CIOXKET, 06pa3bl repoes, KOCTIOM, aTMochepa 1
peyb NePCOHAXKeW, KtOUYEBbIE CLEHbI B CHOXKETE.
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Mpu aHanu3e NUTepaTypHOro NPOM3BELEHNA U ero SKPaHHOM ajan-
TauMu B NepByl ovepesb 0OpPaTUM BHMMaHUE Ha NPOCTPAHCTBEHHO-
BPEMEHHYIO OpraHv3aumio. Beies 3a MCTOPUYECKMM POMAHOM MECTO
nenctema B Tenecepuane — AHrmns XVI Beka BO BpemeHa npaBaeHus
Kopona leHpuxa VIIl. Ha akpaHbl npoeuumpyeTca KOHOAUKT MHTEPECOB
Tomaca Mopa, NpOTUBHMKA aHIMKaHCTBaA, M Tomaca Kpomsens, cunta-
towero obocobneHre AHIIMM BEPHBIM MyTEM Pa3BUTUA FrOCYAAPCTBa, a
Takxe leHpwmxa VI, xkenatowero passecTucb ¢ EKaTepuHol AparoHCKoM
W }eHUTbCA Ha AHHe BoneliH, HO 3HAIOLLEro, YTO CKaHAabHbI Pa3BOA,
BbI3OBET CCOPY MeX Ay KOpOoaem U LLepKOBHbIMW BAACTAMM.

B npocTpaHCTBEHHO-BPEMEHHOIN OpraHuW3aumMn YuTaTens OpUEeHTU-
pyeT anurpad K pomaHy «Bonunit 3an». 3To ab3au, rnasbl «O TeaTpe» U3
TpakTaTa «[lecATb KHUT 00 apXUTEKType», HAaMMCAHHOTO PUMCKUM apXu-
TekTopom MapKom BuTpyBnem okono 27 1. 4o H. 3.: «CLeHbl 6bIBalOT Tpex
pOLOB: BO-NEPBbIX, TaK Ha3blBaeMble Tparnyeckune, BO-BTOPbIX — KOMMU-
Yyeckue, B-TPeTbUX — caTupuyeckue. Jekopaunn nx HecxoaHbl U pasHo-
poaHbi» [19, c. 7]. dnurpad npesonpenenseT, YTo TPaArMyeckne CLeHbl
6yayT NPoMCXoauTb BO ABOPLLE, KOMUYECKME U CaTUPUYECKMe — AoMa
WM Ha yAuUax. 3acTo/ibHble pa3roBopbl aHruicKoro ¢unocoda, nucare-
NA-TYyMaHUCTa 1 topucta Tomaca Mopa u ero cCOpaTHMKOB YepeayoTca ¢
Ky/NlyapHbIMK becelamu aHIIMMCKOTO rocyaapcTBeHHoro aeatensa Kpom-
Bena u leHpuxa VIII B cagy, maccosble CLEeHbl NPa3aHMKOB NepemexKatoTca
CO CLLeHamU KasHU. Kpome TOro, XxapaKTepHoOW 0COBEHHOCTbIO UCTOpUYe-
CKOro XPOHOTOMa pOMaHa ABAAETCA NOCTOAHHOE CMeLLeHNe BpeMEeHHbIX
N1acToOB, UX «NEepPeKNtoYeHne» B CO3HAHMM [TAaBHOTO repos, B NOTOKe ero
Mbicneii. CoBpemMeHHaa AeWCTBUTENIbHOCTb B POMaHe MepeceKkaeTcs C
BOCNOMMHaHMAMKN KpomBens. M306pakan B cepuane NocTofHHbIe nepe-
MeLLEeHMA B NPOCTPAHCTBE U BPEMEHMU, pexnccep Mcnoab3yet npmem na-
pannenbHoro MoHTaXka. XpoOHOMETparK paccyMTbiBaeTcA Takum 0b6pasom,
4TO6bl BOCCO34aTb HETOPOM/IMBOE TEYEHWEe BPeMeHM, n3obpaxkeHHoe B
NIUTEPaTyPHOM UCTOYHMKE, HaNpPaBAAIOLLLEE BCEX FePOeB K UX LEeNAM.

Tun nosecTBoBaHUA. B 0beunx yactax gunornm MaHTen Kpomsesb
He BbICTYMaeT B PO/ NOBECTBOBATENA, O HEM FOBOPUTCA B TPETLEM NLE
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— KOH», HO BCe COObITUSA, MPOUCXOAALLME HA CTPAHMLLAX AWUIOTUN, YNTa-
Teslb BUAUT CKBO3b NPU3MY CO3HaHMA KpomBsena. Ecav Bocnonb3oBaTtbea
TepMUHOM pOKanmsauma, NpeanoKeHHbim XK. ¥eHeTtom (noBecTBoBa-
HMEe — ONTUYECKUN NPUBOP, KOTOPbIN HACTPaMBAETCA Ha TOYKY 3PEHUSA
TOro MW MHOTO NepcoHaka) [17, c. 48], To MOXKHO CKa3aTb, YTO UCMO/b-
3yeTcs ee BHYTPEHHUI peXxmnm NoBEeCTBOBAHMSA, KOraa Bce cobbiTuA nepe-
[Al0TCA Yepes3 OCTOPOXKHOE, YMHOE, NparmaTtuyHoe co3HaHue Kpomse-
nAa. YTobbl BONNOTUTL B Kaape 3PPeKT NpucyTCTBUA YUTATENS B MbICISAX
KpomBensa, perxuccep KO3MUHCKMI He cneayeT 3a TeNeBUIMOHHbIMMU
KAULLIEe, packpbiBasa mbicin KpomBens yepes rosioc 3a Kagpom. Bmecto
3TOr0 OH MCMNONb3YET NPUEM CyObEeKTUBHOM Kamepbl. 3puUTeNb rasamu
KpomBena BMAUT npoucxoasaliee BOKPYr, BOCMOMUHAHUA U MeYTbl KaK
6bl B peasibHOM BpeMeHW — BOT CNocob MNOKa3aTb, 4TO 3TO ero BHYTPEH-
HSA UCTopuUA, HO Be3 ero rosoca, KOTopbI Mbl UMEEM B KHUrax» [18].

MoTuBbl. B oTIuMe OT pomaHoB MaHTen, rae LeHTpanbHbIM MOTH-
BOM nosegeHna Kpomeensa cTaHOBUTCA naes pepopmmnpoBaHua rocyaap-
cTBa, MNutep CTporaH peLna HECKONbKO NEPEKNOYNTL BHUMAHME Ha UAEHD
mectn KpomBesia Tem, KTO NpuBen K rmbenn ero HacTaBHWKA — Kapau-
Hana Byncu. Takas KOHKPEeTU3aums, Mo ero MHEHMUIO, MOMOMKET MOHATb
MOTMBbI Urpbl Tomaca KpomBens, yCTYNKn U MopasibHble KOMNPOMMUCCHI,
Ha KoTopble OH uaeT. [leicTBMe B Tenecepuasne TAHETCA PasMePEeHHo,
TaK Kak nepef 3puTesieM NOCTENeHHO M HEeTOPON/IMBO pPa3BopayuBa-
€TCA UCTOPMA Ye/IOBEKA, MPOCYMTLIBAIOLWErO KaxKAabli wwar. MMeHHo 3Ta
HecnewHoCcTb B A@MOHCTPALLMM KaApOB Hauay4YWwmnm obpasom pacKpbi-
BaeT MoTuBbl Kpomeensa: 3putenb ycrnesaet o6paTtuTb BHUMaHWE Ha ero
B3I/1A4bl, Manenwne TeNoABUNKEHMUA, YTO CNOCoBCTBYET MOHUMAHUIO
X04a ero mMbicnen u 3ambicoB. Kpomeenb «HabaogaeT U BblYUCAAET,
NMoKa Bce oCTa/ibHble 6ONTalOT U UcnoBeaytoTca» [6, c. 76].

O6pasbl. O6pasbl repoeB — 04Ha M3 CUJIbHBIX CTOPOH Tesiecepua-
na. Obpas KpomBenss BO MHOFOM CXOX C /IMTepPaTypHbIM OPUTMHAIOM.
KpomBesib, Kak 1 3aayMbiBanocb y MaHTen, NokasaH He KaK 3/104€el, a
KaK YeNoBEK C BHYTPEHHEN naeen, nepexnuBaHmamm n gpamon. Kak u
KHUKHbIN nepcoHax, repot MapKa PalineHca 6onblue pasmblWAneT,
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yem pasroBapmsaeTt. MMeHHO NO3TOMY Urpa akTepa CAEPXKaHHA, U Kax-
OblA B3MN1A4, ABUKEHME €r0 U MYCKYJIOB Ha /INLLE CTAHOBATCA 3HAYMMbI-
MK. KpomBesib NOCTOSIHHO CneauT He TONIbKO 3a 06CTaHOBKOM Npu ABOpE,
HO M BCMaTpMBaeTCA BHYTPb cebs, aHaNM3MpyeT CBOU NOCTYMKN. Ero BHU-
MaTe/ibHbI B30p ByATO pa3riaabiBaeT TONbKO BayKHbIE B ONpeae/ieHHOM
CUTYaUMn YenioBeYeCcKne NpusHaKku. PaiieHcy yaanocb BOCco3aath 06-
pa3s 13 pomaHoB MaHTen — YenoBeka YMHOTO, npucnocabivatoLLerocs
K 06CTOATENBCTBAM, U CAEPKAHHOTO, NpeaaHHoro ceoemy geny. Hanpu-
mep, B cueHe, rae Kpomeenb M3-3a NIMXOPafKM TepaeT ABYX CBOMX AO-
yepen, aKkTep NoYTK He NPOoABASET IMOLLMIN, NO3BONAA cebe NPOPOHUTL
TONbKO napy cnes3. Ho, HECMOTPA Ha BHELLHIOK ero CAepPKaHHOCTb, YM-
TaTe/Ib MPOHUKAETCA K KpoMBento NosoKMTeNbHbIMW YyBCTBAMM, bnaro-
AapA BCTaBKaMm (Kak vy MaHTen) cLeH M3 NpoLU/Ioro, Hanpumep, CLEHbI,
roe oTel, n3buBaeT maneHbKkoro Tomaca.

Jamuany Jlbroncy, HECMOTPA Ha HEMOJIHYH BHELLUHIOK CXOXKEeCTb C
NnTepaTypHbIM TeHPUXOM, yaanocTb nepeaaTb 06pas YenoBeKa, ABAA-
HOLLEroca y3HMKOM CBOEro NOMOXEHUA, HO MAYLLEro B yrogy CBOMM 4e-
NloBevyecknum cnabocTtam. feHpUX, KYeNoBEK KenaHua», B ero UCrnoaHe-
HUW MNONTYYM/ICA HECKOJIbKO CKOBAHHbIM U CAEPXKAHHbIM, O4HAKO B TO Xe
BpeMA CNocobHbIM NPUCAYLIATLCA K MyApOMy coBeTy. AHHA BoneliH B
ncnonHeHmn Knap ®oit — SBHO OTpULATENbHbBIA NEPCOHaX: BNACTHas,
XWUTpPas, roToBaA Ha BCe pagu CBOMUX Liesield, HO 3puTeNib BCe PaBHO CO-
nepexkmBaeT ee cyabbe. AHHa B cepuane BefeT cebs Kak UrPOK, KOTOPbIi
NoOHMMaeT, YTo «ee Tenio — ee BantoTa» [20, c. 148]. OHa oco3HaerT, 4To
33 Hell HablAatoT, MOTOMY YTO OHa 3a/I0XKHMLA CNOXKHOW CUTyauuu, B
KOTOPOM BCE, YTO MMEET 3HAUYEHNE, — 3TO KU/I/IH03US ee AeBCTBEHHOCTH
W nosiBNeHue HacnegHuKka» [20, c. 146]. BaKHyO po/sb MUrpatoT CLEHbI
obuieHna AHHbI U KpomBens. [Ba Urpoka NpusHawT CMAy ApYyr Apyra,
HO B UTOre No6eauT CUIbHEMLLMIA — 3Ta MbIC/Ib OTPAXKAETCA B CLLEHE, rae
Kpomsenb B cBOMX paHTa3mnAX rnaamT weto AHHbI. Ero meytaHma moryT
TPAKTOBATbCA M KaK 3poTMYecKan GpaHTa3mnA, M KaK yrposa.

OTAenbHOro BHMMaHUA 3aciy»KuBaeT obpas Tomaca Mopa, cbirpaH-
HOro JHTOHOM Jleccepom, TaK KaK B CBOMX pomMaHax MaHTen mameHuna
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TPagUUMOHHOE M306parkeHne NPOCNABNEHHOTO F'yMaHUcTa. Mop, Kak B
POMaHe, TaK U B Cepuase, }KeCToK, IULLIEH AyLIEeBHON TeNI0TbI, becTakTeH,
4To NoApPO6HO MOKa3aHO B CLLEHAX C rOCTAMM WM B AManorax c cCobCTBeH-
HOW KeHOoW. Pexxuccep, cneaysn 3a naeein nucatens, NokasbiBaeT 3pUTeNt0
NPOTMBOCTOAHME ABYX NYMAHMCTOB, OAMH M3 KOTOPbIX OTKPbIT A5 BCEro
HOBOTrO, @ BTOPOWN — HEXeMatloWnii 0TopBaTbCs OT CTaporo. [Jaxe cmepTb
Mopa, NoKa3aHHaA MPAYHO U CKYMO, He BbI3bIBAET Y 3pUTENSA COYYBCTBUA.
B uenom akTepbl 4OCTOMHO CNPaBUINCL CO CBOEM 3aa4eit: BONIOTUIM aB-
TOPCKYO TOYKY 3PEHMA Ha UCTOPUYECKMX NEPCOHAXKEN, NpU 3TOM CO34aB
C/NIOXKHbIE U MHOTOrpaHHble 06pasbl [MaBHbIX FEPOEB.

KocTiombl 1 gekopauum. C 0cob0oi TOYHOCTbIO U AaxKe AOTOLIHO-
CTblO CO3JaHbl KOCTIOMbI U AeKkopauun. b. MPOCKYpPHUH CYMTAET, YTo B
pomaHax MaHTen KOCTIOM ABAAETCA «CPeACTBOM, MOMOraloLMM Mo-
rpy3uTb YMTaTensa B 06pas MbICaU, B UCTOPUKO-KY/IBTYPHO 3a0CTPEHHOE
MWUPOBUAEHME TEPOS, BbINYKAO U 3pUMO M306pasnUTb €ro BHYTPEHHWUIA
MWP, CUCTEMY LLEHHOCTElM M npeactaBneHminy [14, c. 86]. dekopaumm
6e3yKOPU3HEHHO MPOAYMaHHbI — OT rob6eneHoB Npu ABOPE U YXOXKEH-
HbIX Caf0B, B KOTOPbIX BCTpeyatotca Kpomeesb U [eHpux, [0 3/1eMeHTOB
KOCTIOMOB M NMPeAMETOB, 4acTo MCMO/b3yeMbIX reposamu. B Tpagmumax
MCTOPMYECKOTO POMaHa aBTOP BbIPMCOBbLIBAET MHOXKECTBO AeTanel bbiTa
nsobparkaemoli anoxu, B pesynbTaTe Yero oH npuobpetaeT AOKYMEH-
TUPOBaHHbIe YepTbl. Mo MmHeHunto UN. KabaHOBOW, MCTOPMYECKUI poMaH
CTAaHOBUTCA «MCCNeA0BaHMEM OObIAEHHOM XU3HW lOAeN yleawnx no-
KONIEeHUI, LLeHHOCTHOW OLEeHKoM cdepbl noBceaHeBHOCTM» [12, c. 196].
Ocob0oe BHMMaHMe C Le/iblo Nepesayn CoOLMOKYIbTYPHbIX M SKOHOMMUYE-
CKUX peanui yaensetcs KoCcTiomam: «AHHa ToXe B rasiepee. Ha Hell nna-
Tbe Y30p4aTOro A4amacTa, Takoro MAOTHOrO, YTO y3KuMe benble naeun bya-
TO NMOHUK/IM NMOA, TAXKECTbIO TKaHM» [19, c. 348]. KocTiomepbl KNHOBEPCUM
pOMaHa He ocTaBu/IM 6e3 BHUMaHMA AETaNN, @ PEXNCCEP 3a0CTPUI BHU-
MaHWe 3pUTeNst Ha HUX C MOMOLLLbIO CbeMKM KPYMHbIM M1IaHOM.

Ceert. Bocco3gaBan peanbHyH KapTUMHY KM3HU Hapoga XVI Beka, xy-
LOXHWKM NO CBETY PELUMIN, YTO AeNCTBUA NPAKTUYECKU BCe Bpems byayT
pa3BopaYMBaThCA B NOAyCympake. ITOT 3pdeKT 4OCTUraeTCa C MOMOLLbIO
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MepLaHMA CBeyel, ecTeCTBEHHOro OCBeLLEHMSA Heba, CONMHEYHbIX Nyyeit,
yepes CTekna MPOHUKAWMX B MpayHble nokou. Ocobolt ApKOCTbo U
HaMo/IHEHHOCTbIO CBETOM OT/IMYAIOTCA CLEHbI, M306paxkalolme Bpems
Kpomeens, npoBeAeHHOEe B Kpyry cembin. MaHTen B pomaHax nogyepKu-
BAeT BA)KHOCTb [/11 HETO CEMbM, B Cepuase e 3To nepesaeTcs ¢ NoMo-
wbto ceeTa. OfHA M3 CamMblX CBET/IbI CLLEH C yyacTvem Kpomsens — obeg,
B NPUCYTCTBMM XeHbl y ceba aoma (04HaKO IMHUSA B3aMMOOTHOLLEHUI
KpomBesna U eHbl B cepurasie, Ha Hall B3r1s4, PacKpbiTa He MOIHOCTbIO).

My3blKa/ibHble 3/1IEMEHTbl KapTUHblI CO34al0T CBOeobpasHyo aT-
mocoepy CpeaHesekoBba. Ocoboe HasHayeHWe My3biKasibHOMO COMpo-
BOXAEHMA B CUEHaxX C y4acTem KpomBena — 3TO ycuieHWe apama-
TUYECKOW cUTyauuu (Hanpumep, cueHa nageHua leHpuxa € sowagu,
B KOTOPOM 3BYy4aT CTPYHHble U GNeiTbl), @ MHOrAAa — XapaKTepUCTUKA
repos (Hanpumep, CueHa, B KOTOpol KpomBenb BCTpeYaeT JHOTHEBOrO
WrPOKa, pa3BaeKatoLLero n1eam AHHy).

AHanus peyeBoro NOBeAEHUA MO3BONSET MPUATU K BbIBOAY, UYTO
TaKan 0CObeHHOCTb POMaHa, Kak NOJIMANHIBUM3M, UCMOb3YHOLLAACA A8
MapKUPOBAHMA «CBOETO» U «YYXKOro» NepPcoHa)ka, NepexoauT U B cepu-
an. Ho He Bce ¢pasbl NPOM3HOCATCA aKTEPAMM Ha MHOCTPAHHbIX A3blKax
M CONPOBOXAATCA CYyBTUTPAMM, a TOJIbKO ¢ppasbl HA 1ATbIHK, YTO, MO Ha-
LeMy MHEHMIO, CY3KaeT KOIMYECTBO «UY3KMX» nepcoHaskel. NMonyyaetcs,
yTO B Ccepuane Kpomenb He NpMU3HAET CBOMMM ToNbKo Mopa u ero no-
yuTaTesnel, roBOPALWMX HA NATbIHKU, XOTSA B POMaHe MUCMO/b3YHOTCA TaKKe
dpaHLUY3CKMIA, HEMELKWUIM, NTaNbAHCKUI, BAaIZIMACKUIA U ApYyTue A3bIKKU.

KntoueBble cueHbl. [1n1A UCTOPUYECKOrO Tenecepuana, Kak u ans
NCTOPMYECKOTO POMaHa, O4eHb BaXKeH NMoKa3s NoIMTUYECKUX U UCTopuYye-
CKMX COBbITUI, KaK, Hanpumep, KOPoHaLUMA UK KasHb. Tak, b. Mpockyp-
HWH, aHaNM3UpPya NPOU3BEAEHUA B KOHTEKCTE KaHpa WMCTOPUYECKOro
pOMaHa, MULLET, YTO «COo34aBas NOA0OHYO }KUBOMUCHYIO M NOJTHYIO Ky/b-
TYPHbIX PEANUI KKAPTUHKY», NUCaTebHMLA «MOMELLAeT» Hac B YNCIO
3puTenen, HabnaaoLWmMX 32 KOPOHALMOHHOM Npoueccuelt bonelH. OHa
efBa /i1 He cueHorpadMUecKkmn BbICTPaMBaET 3MN304, BbIMUCbIBAA B TOM
yncne MU NPOCTPAHCTBEHHYHO MEePCMNeKTUBY — KaK ropm3oHTasIbHYO, Tak
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M BepTUKanbHyto» [13, c. 81]. C Tparnyeckum napocom B pomaHe onwu-
CbIBAETCA U CUEHa Ka3HM AHHbI BoneliH. B MUHYTBI WwecTBuMA no swadoty
AHHa NpeACTaBAAETCA Kak akTpuca, 3a AeicTBMAMM KoTopol Habatogaet
TO/INA: KMpaYHana NpoLeccus ABUXKETCA», KOANH UM ABa pa3a Kopo/eBa
3amea/IfeT LWar», KKoOPoJieBa He BbIMNAANT rPO3HbIM Bparom AHMNUK, HO
BHELIHOCTb 0BMaHUYMBaY, «INAAA KY4a-TO MOBEPX TO/Mbl, HAYMHAET roBO-
putb» [21, c. 398]. OTAnUYMeE XapaKTepa CLEeHbl Ka3HM B Te/I€BU3NOHHOM
BEPCUMN OT INTEPATYPHOro MCTOYHMKA COCTOUT B TOM, YTO OH He TaKoM
HaNPAXKEHHbIN, Kak B pomaHe. CHUMKeHME HanpsaX)eHUa peann3oBaHo 3a
CYeT TOro, YTO 3MM304bl MPOLECCUN NEPEMENKAIOTCA C GparmMmeHTamm Boc-
NOMUHaHMI KpomBensa o cobbITUAX NOCAeAHUX HECKOMbKMX YacoB: BOC-
NMPOM3BOAMMbIV B NaMATM PA3roBop C Naaavyom v NyTb AHHbI K 3wadoTy
NAOYT KaKk bbl NapanienbHo.

Elle o4HO OTIMUME NTEPATYPHOrO TEKCTa OT afanTauuun 3aKto-
YeHOo B OTCYTCTBMM KOMMEHTapKUs Koposna MeHpurxa no nosoay npomcxo-
AAlLero AencTsmaA. B pomaHe OH, KOHEYHO, TaKXe He MPUCYTCTBYET BO
BPEMS Ka3HW, HO O ero 3auHTEepPecoBaHHOCTM B MPOMUCXOAALEM TFOBO-
put amanor Kpomsens n bpaiaHa: «4to, ®paHcnc? — MHe nopy4ymau,
KaK TO/IbKO €e ro/0Ba C/IETUT C MJiey, CKakaTb C HOBOCTbIO K KOPOJItO 1
muctpuc [xkenH» [21, c. 378]. 3TOT e anm304, B TENEBEPCUM 3aKAHUK-
BaeTcsa Tem, Yyto KpomBsesib MAET No ASIMHHOMY KOpUAOoPY, YTobbl npu-
BETCTBOBATb KOPO/iA, KOTOPbIN BCTPEYaeT ero C yiblbKo U 0bHMMaET.
B TeneBepcumM o4eHb 3aMeTeH KOHTPACT MEeXAy YCTasblM, 6e3XKU3HEeH-
HbIM BblpaykeHMem nnua Kpomsena u nNpasgHUYHOM YCMELLKOM Kopo-
NA. 3puUTenb NOHUMAET, YTO KOPOJ/ib HE B BOCTOPre OT CMepPTU AHHbI, HO
O4YeHb papg, YTo OH cBOHOAEH OT TPYAHOCTEM, KOTOPbIE MPUHECU FOAbI
NOMbITOK Y3aKOHWUTb COO3 C HEW, U MOXKET OTKPbITO NPeACTaBUTb HOBYIO
BO3/1t06/1EeHHYI0. YOpaB yNOMUHAHME O KOpPOJie BO BPEMA LEepeMoHUU
Ka3HW M MOKasaB TO/IbKO 3TOT ¢puHaNbHbIA 06pa3 feHpuxa, pexunccep
Te/eBepcuUn NPeACTaBAAET 3PUTENIO €70 KaK X/1aZHOKPOBHOIO repos, ay-
MatoLLLero, YTo AHHa Bblaa NMLWb NPENATCTBUEM, KOTOPOE HYXKHO OblN0
YCTPaHUTb. B pomaHe e Mbl BUAUM YyBCTBO PacKasHWUA B HEOOBACHU-
MbIX COBbITUAX, KOTOPbIE MPUBENN K 3TUM CyAbOOHOCHbIM 0b6CTOATENb-
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cTBam: «[eHPUX NOYTN HE TOBOPUT O Hel, — coobLiaeT PpaHcuc bpaliaH.
— ToNbKO HEAOYMEBAET, KaK Takoe MOI0 C HUM cyunTbea. Ornaabisa-
ACb Ha npouweawne AecATb NeT, OH He MOHMMAET, YTO Ha Hero Halio»
[21, c. 378]. U3 aToro cnefyeT, 4To B M306paXKeHUM KHOYEBbIX CLLEH UCTO-
pUn o4eBUAHA HeKaA BOJIbHOCTb CLLEHApUCTa C Lenbio GOKyCcMpoBaHuUA
BHUMAHMA 3pUTENA HA TOM, KaK AaHHble cOObITUA BOCMPUHMMAIOTCA
Kpomseniem, B yObITOK MaclwTabHOCTU AeNCTBUA.

WNTak, B utore npeanpuHATOro HaMmM CPaBHUTENIbHOTO aHa/M3a CTa-
HOBUTCA ACHBIM, YTO pexuccep M. KOSMUHCKM AeNCTBUTENbHO CTPEMU-
CA BOMNOTUTb MAEK NepeHeceHna UAeNHO-XYA0XKEeCTBEHHOro 3ambic/a
pomaHoB Xunapu MaHTen Ha TenesKpaH, COXPaHWUB CIOXKET, NPOCTPaH-
CTBEHHO-BPEMEHHbIE paMKK U 06pasbl repoes npousseseHuin. OaHaKo
B 9KPaHM3aLmKM Bce e bblan caenaHbl HEKOTOpble OTCTYN/IEHUA OT Opw-
TMHANbHOTO 3aMbICaAa NUCATENbHULI U BOMJIOWLEHMA UX Ha CTpaHMLAX
npou3BeAeHnA: BHYTPEHHUE MOHONOMM LLeHTPaIbHOro NepCcoHaKa poma-
HoB KpomBena B TeneBepcuMm He BOCNPOM3BOAATCA, YTO MPUBOAMUT K UC-
Ye3HOBEHMIO TaKOM XapaKTEPHOM YepTbl POMaHa, Kak MHAMBUAYANbHbIN
B3MIAL, [1aBHOIO repos Ha Npoucxoaslime cobbiTvA; OTCYTCTBYET Npuem
«MHOTO3bIYMA», KOTOPbIV B POMaHe He TOJIbKO M306parkan MHOTOHALM-
OHa/IbHYIO rafiepero AeWCTBYIOLLMX /ML, HO U MapKMpPOBa/a OTHOLLIEHME
KpomBens K rosopsLuemy nepcoHay (M Hauuu B uesom). Mpu nepesaye
obpasa Kopona leHpmxa aKLEHT caenaH Ha ero besyyacTuum B fenax, Kaca-
towmxca KasHu AHHbI boneliH, a moTuBbl NOCTynkoB Kpomsena Heckonb-
KO MCKa¥KeHbl B CTOPOHY IMYHOM MecTu. OHaKO B LieNOM B KMHOKapTUHE
NPUCYTCTBYIOT AONOA/MHHOE U306paxkeHWe 3MOXK, yCrelHble MOMbITKKU
PaCKpbITUA XapaKTepoBs, nepesayn cobbITUIN Yepes3 NpU3My BOCMPUATUA
rNaBHOrO repos, BHMMaHMWeE K AeTanAaM, COXPaHAETCA pOMaHHOe Yyepeso-
BaHWe 3N1M3040B NPOLUAOro U HacToALero. B utore mbl NpUxXoauMm K BblBO-
Ay, YTO 3KpaHu3auma pomaHos Xunapu MaHTten pexuccepom 1. Ko3muH-
CKM NpeacTaBnfeT cobow pesynbTaT TWaTeIbHOM nepepaboTku 1 aHam3a
OPUTMHANBbHOrO MaTepuana, To ecTb He MPoCTo nepeaayn dpabynbl, HO K1
naeu, nexallelt B OCHOBE KaKAoM YacTu AWUN0TUK, U, YTO CaMoe [M1aBHoe,
— NOJIHOLLEHHOM 3aMeHbI TEKCTOBbIX CPEACTB KUHEMATOrpadUUEeCKUMMU.

162 HAYKA TENEBUOEHNA Ne 14.4, 2018



JINTEPATYPA

1. ApyTtoHsaH C.M. DKpaHM3aunA NUTepaTypPHbIX NPOU3BELEHMUI KaK cnieLm-
bUUecKunin TN B3aMMOAENCTBUA UCKYCCTB: AMUC. ... KaHA. ¢unoc. Hayk: 09.00.04.
M., 2003. 155 c.

2. BaptaHos A.O. YeTBepTblit pog nnuTepaTypbl // DKpaHHbIE UCKYCCTBa U
nnTepatypa: 3ByKosoe KnMHo. M., 1994, C. 50-71.

3. Wknosckuit B.b. Nlutepatypa u KnuHematorpad. bepauH: Pyc. yHuBsep.
n3ap-8o, 1923. 59 c.

4. Arias R. Exoticising the Tudors: Hilary Mantel’s Re—Appropriation of the
Past in Wolf Hall and Bring Up the Bodies // Exoticizing the Past in Contemporary
Neo—Historical Fiction, 2014. Ne 11. P. 115-118.

5. Kotkar S. Revisiting British history: a study of Hilary Mantel’s Wolf Hall
// Epitome: International Journal of Multidisciplinary Research, 2016. No 4.
P. 42-45.

6. Baker T.R. Beneath every history, another history: History, Memory, and
Nation in Hilary Mantel’s Wolf Hall and Bring up The Bodies // Graduate program
in English Literature. Calgary: Alberta, 2015. 352 p.

7. Jong S. The Translation of Cultural References in Historical Fiction:
A Case Study of Hilary Mantel’s Wolf Hall // Master thesis. Leiden University. The
Netherlands, 2015. 239 p.

8. Alghamdi A. Hilary Mantel: Embodying Thomas Cromwell and Redefining
Historical Fiction through ‘Women’s Writing’ // Arab World English Journal for
Translation & Literary Studies. 2018. Ne 1. Vol. 2. P. 117-134.

9. KyxapeHko B.A. TeHpux VIII v ero aop: Xunapu Manten, «Bynd Xonn» //
3anucku 3 pomaHo-repmaHcbKoi dinonorii. 2011. Ne 2 (27). C. 116-124.

10. KabaHoBa W.B. PenurnosHaa npobnematuka B pomaHax Xunapu MaH-
Ten o Tomace Kpomeesne // dunocodusa n kynbtypa. 2013. Ne 2 (32). C. 119-122.

11. KabaHoBa W.B. AHIMICKMIA MCTOPUYECKUIA pOMaH Noc/e UcTopmorpa-
duyeckot metadpumkumm: Xunapu Manten // Manp. Ctunb. O6pas: akTyasbHble
BOMPOCHI COBPEMEHHOM GUIONOTUN: MEKBY30BCKUI COOPHUK cTaTell. Kupos,
2014. C. 194-201.

12. KabaHoBa W.B. OueHLWmK prckoB: obpa3 Tomaca Kpomsensa B UCTopu-
yecKoit npo3se Xunapu MaHTen // U3sectua CapaToBCKOro yHusepcuTeta. Hosas
Cepusa. Cepua: dunonoruna. KypHaamctuka. 2013. T. 13. Ne 1. C. 49-57.

13. MpockypHUH B.M. UcTopuyeckasa annorna Xmnapm MaHnten n «lNamatb
aHpa» // dunonornyeckuin knacc. 2016. Ne 2. C. 77-83.

14. NpocKkypHUH B.M. Costumes and creation in the novels of Hilary Mantel
about Thomas Cromwell // MupoBas autepatypa B KOHTEKCTE KynbTypbl. Mepm-

THE ART AND SCIENCE OF TELEVISION 163



CKMI TroCyAapCTBEHHbIN HaLMOHA/bHbBIA WCCNeA0BaTENbCKUIN YHUBEPCUTET.
2016. Bbin. 5 (11). C. 85-99.

15. Kean D. Hilary Mantel says final Wolf Hall book likely to be delayed
[DnektpoHHbIi pecypc] // The Guardian: caiTt. URL: https://www.theguardian.
com/books/2017/jul/05/hilary-mantel-says-final-wolf-hall-book-unlikely-to-
come-out-in-2018-as-planned ([aTa obpaueHuna: 08.08.2018).

16. Watson L. Damian Lewis: We will not abuse Wolf Hall [9neKkTpoHHbIi1
pecypc] // The Telegraph: caint. URL: https://www.telegraph.co.uk/culture/
tvandradio/11164760/Damian-Lewis-We-will-not-abuse-Wolf-Hall.html  (OaTa
obpaueHua: 13.11.2017).

17. MeHetT XK. ®urypbl: PaboTbl no noatnke. M.: U3a-8o um. CabalwHuKo-
BbiX, 1998. 944 c.

18. Lazarus S. Hilary Mantel: BBC’s Wolf Hall must learn from The Tudors’
mistake [dnekTpoHHbIt pecypc] // RadioTimes: caitt. URL: https://www.
radiotimes.com/news/2014-10-13/hilary-mantel-bbcs-wolf-hall-must-learn-
from-the-tudors—mistakes/ ([lata o6paiieHus: 12.08.2017).

19. MaHTen X. Bonunit 3an. M.: ACT: Actpensb, 2011. 672 c.

20. Hitchens Ch. The Men Who made England: Hilary Mantel’s Wolf Hall.
Rev. of Wolf Hall, by Hilary Mantel. Arguably. Toronto: Signal; McClelland &
Stewart, 2011. Pp. 146-151.

21. MaHnTen X. BHectu Tena. M.: ACT: Actpensb, 2015. 478 c.

REFERENCES

1. Arutyunyan S.M. Ekranizatsiya literaturnyh proizvedeniy kak specifiches-
kiy tip vzaimodeystviya iskusstv: dis. ... kand. filos. nauk [Adaptation for the
Cinema of Literary Works as a Specific Type of Interaction for the Arts: Diss...
Cand. Phil. Sci.]: 09.00.04. Moscow, 2003. 155 p.

2. Vartanov A.O. Chetvertyy rod literatury. Ekrannye iskusstva i literatura:
zvukovoe kino [The Fourth Variety of Literature. The Cinematic Arts and
Literature: Sound Films]. Moscow, 1994. pp. 50-71.

3.Shklovskiy V.B. Literatura i kinematograf [Literature and Cinematography].
Berlin: Rus. univer. izd-vo [Russian Universal Press], 1923. 59 p.

4. Arias R. Exoticising the Tudors: Hilary Mantel’s Re—Appropriation of the
Past in Wolf Hall and Bring Up the Bodies. Exoticizing the Past in Contemporary
Neo—Historical Fiction, 2014. No. 11, pp. 115-118.

5. Kotkar S. Revisiting British history: a study of Hilary Mantel’s Wolf Hall.
Epitome: International Journal of Multidisciplinary Research, 2016. No. 4, pp.
42-45.

164 HAYKA TENEBUOEHNA Ne 14.4, 2018



6. Baker T.R. Beneath every history, another history: History, Memory, and
Nation in Hilary Mantel’s Wolf Hall and Bring up The Bodies. Graduate program
in English Literature. Salgary: Alberta, 2015. 352 p.

7. Jong S. The Translation of Cultural References in Historical Fiction:
A Case Study of Hilary Mantel’s Wolf Hall. Master thesis. Leiden University. The
Netherlands, 2015. 239 p.

8. Alghamdi A. Hilary Mantel: Embodying Thomas Cromwell and Redefining
Historical Fiction through ‘Women’s Writing”. Arab World English Journal for
Translation & Literary Studies. 2018. Ne 1, Vol. 2, pp.117-134.

9. Kuharenko V.A. Genrih VIIl i ego dvor: Hilari Mantel, “Vol’f Holl”. Zapiski
z romano-germans’koy filologiy [Henry VIII and his court: Hilary Mantel, “Wolf
Hall.” Notes from Roman-German Philology]. 2011, No. 2 (27), pp. 116-124.

10. Kabanova I.V. Religioznaya problematika v romanah Hilari Mantel o
Tomase Kromvele. Filosofiya i kul'tura [The religious problem range in the novels
of Hilary Mantel about Thomas Cromwell. Philosophy and culture]. 2013. No. 2
(32), pp. 119-122.

11. Kabanova IV. Anglijskiy istoricheskiy roman posle istoriograficheskoy
metafiktsii: Hilari Mantel [The English historical novel after historiographic
metafiction]. Zhanr. Stil. Obraz: aktual’nye voprosy sovremennoy filologii:
mezhvuzovskij sbornik statey [Genre. Style. Image: Relevant Questions of
Contemporary Philology: Inter-University Compilation of Articles]. Kirov, 2014.
pp. 194-201.

12. Kabanoval.V. Otsenshchik riskov: obraz Tomasa Kromvelya vistoricheskoy
proze Hilari Mantel [The evaluator of risks: the image of Thomas Cromwell in the
historical prose of Hilary Mantel]. Izvestiya Saratovskogo universiteta. Novaya
Seriya. Seriya: Filologiya. Zhurnalistika [News of the Saratov University. New
Series. Series: Philology, Journalism]. 2013. Vol. 13, No. 1, pp. 49-57.

13. Proskurnin B.M. Istoricheskaya dilogiya Hilari Mantel i “Pamyat’
Zhanra” [The historical dilogy of Hilary Mantel and the “memory of the genre.”
Filologicheskiy klass. 2016. No. 2, pp. 77-83.

14. Proskurnin B.M. Costumes and creation in the novels of Hilary Mantel
about Thomas Cromwell. Mirovaya literatura v kontekste kul’tury. Permskiy
gosudarstvennyy natsional’nyy issledovatel’skiy universitet [World Literature in
the Context of Culture. The Perm State National University for Research]. 2016.
Vol. 5 (11), pp. 85-99.

15. Kean D. Hilary Mantel says final Wolf Hall book likely to be delayed.
The Guardian. URL: https://www.theguardian.com/books/2017/jul/05/hilary-
mantel-says-final-wolf-hall-book-unlikely-to-come-out-in-2018-as-planned
(Access date: 08.08.2018).

THE ART AND SCIENCE OF TELEVISION 165



16. Watson L. Damian Lewis: We will not abuse Wolf Hall. The Telegraph.
URL: https://www.telegraph.co.uk/culture/tvandradio/11164760/Damian-
Lewis-We-will-not-abuse-Wolf-Hall.html (Access date: 13.11.2017).

17. Genette G. Figury: Raboty po poetike [Figures: Works on Poetics].
Moscow: Izd-vo im. Sabashnikovyh [Sabashnikovs’ Press], 1998. 944 p.

18. Lazarus S. Hilary Mantel: BBC’s Wolf Hall must learn from The Tudors’
mistake. RadioTimes. URL: https://www.radiotimes.com/news/2014-10-13/
hilary-mantel-bbcs-wolf-hall-must-learn-from-the-tudors-mistakes/ (Access
date: 12.08.2017).

19. Mantel H. Volchiy zal [Wolf Hall]. Moscow: AST: Astrel, 2011. 672 p.

20. Hitchens Ch. The Men Who made England: Hilary Mantel’s Wolf Hall.
Rev. of Wolf Hall, by Hilary Mantel. Arguably. Toronto: Signal; McClelland &
Stewart, 2011. pp. 146-151.

21. Mantel H. Vnesti tela [Bring up the Bodies]. Moscow: AST: Astrel, 2015.
478 p.

CBEAEHUA Ob ABTOPE:

MAPWA AHOPEEBHA OE30PLIEBA,

acnupaHT Kadeapbl AUTEPATYPbI

N METOAMKM 0byYeHUn nuTtepaType,
HOXKHO-YpaNbCKUIM rocyaapCTBEHHbIN
rymaHWTapHO-neAarormyeckmii yHuBepcuTeT.
YenabuHck, np. JleHuHa, 69

ORCID: 0000-0002-0975-893X

e-mail dezortseva_m@bk.ru

ABOUT THE AUTHOR:

MARIA A. DEZORTSEVA,

Post-graduate Student at the Department

of Literature and Methodology of Teaching Literature
South Urals State

Humanitarian-Pedagogical University

69, Lenina st., Chelyabinsk, Russian Federation,
ORCID: 0000-0002-0975-893X

e-mail dezortseva_m@bk.ru

166 HAYKA TENEBUOEHNA Ne 14.4, 2018



A3bIK
SKPAHHbIX
MEOMNA

THE LANGUAGE
OF VISUAL
MEDIA



168

YK 75
BBK 85.103 (3) + 71.05

DOI: 10.30628/1994-9529-2018-14.4-168-190
recieved 10.05.2018, accepted 21.12.2018

AHHA EBTEHbEBHA HUKU®OPOBA,
foCcynapCTBEHHbIN MHCTUTYT UCKYCCTBO3HAHMA,
MockBa, Poccus

ORCID: 0000-0002-8661-0955

e-mail: anna_nikiforova@list.ru

IKPAHHOCTb MATUYECKOTO 3EPKANA
B MO3ME A. TEHHNCOHA

«NEAN N3 WWANOTT»

N UNNKOCTPALUNAX NMPEPAPAS/TINTOB

AHHOTaumA. B cTaTbe aHaM3MPYOTCA B3aMMOCBA3N IKPAHHOM KyAbTypbl C
obpasamu noambl Anbdpesa TeHHUCcOHa «Jleamn m3 LWanoTT», a Takke wn-
NIOCTPALMAMM M KapTUHaMK npepadasnuntos K nosme. O6pas repovHU Bo-
naow,aet cobolt ToTasbHYO 3aBUCMMOCTb OT MarM4yeckoro «3KpaHa», Kakum,
no cytu, AsnseTcA 3epkasno. ABTOp obpallaeT BHUMaHUE Ha TO, YTO repo-
MHA-BONWEDOHMLA BeaeT ceba KaK MCKAYUTENbHO 3aBUCMMAs MEepCoHa,
NacCcUBHbIN BOCMPUHUMAIOLWLMI UHAMBKUA, TUMUYHBIN, CKOpee, ANA 3MOXU
AOMMHUPOBaHWA Maccmeama. B duHane ymupalowas repomMHa cagmTca B
NOAKY U «OTnpasnseT» cebs B 60MbLWION MUP KaKk NOCaHUE, UMEIOLLee Ha-
3BaHWe-UMA, HayepTaHHoe Ha bopTy Nafbu. B cTaTbe NMpoaHann3MpoBaHbl
WUANMIOCTPALUMM U KapTUHbI XyAOXKHUKOB-NpepadasnmtoB [aHte abpuana
Poccettn, [xoHa dBepetrta Munneca, Yunbama XonmaHa XaHTa, TpaHCAu-
pytoLLMe 3n1M304bl N03MbI, B Pa3HOM CTENeHN yunTbiBatoLLme obpas 3epKana.
Bonblwoe BHMMaHMe yaeneHo feHpu Mudy POBUHCOHY, UCMbITaBLUEMY B/IU-
AHMe npepadasnnToB M co3dasLIeMy MOCTaHOBOYHYIO doTorpaduio «Jleam
13 WanoTT», HanomuHatoLyo Kaap YépHo-6enoro ¢unbma. Unntoctpaumm
Ke U KapTuHbl NpepadasnnToB B 4em-To ropaszo bonee TpagMUMOHHDLI, He-
enu obpasbl Noambl TeHHMCOHA. O6pa3 3epKana B UANKOCTPALMAX OTXOAUT
Ha BTOpOW naaH. ToNIbKO Ha PUCYHKaX U NONOTHAX XaHTa Mbl MOXKEM XOPOLLO
paccMoTpeTb 3TOT MarMyeckuin npegmet. A BOT HUTW pacnycTUBLLIEroca ro-
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6eneHa, onyTaBLliMe Neam Ha KapTuHax XaHTa u [KoHa Yunbama Yotepxa-
y3a — Haunbosee yaaBLIMICA KMBOMUCLAM BM3YabHbI 06pas, CBA3aHHbIN
C NoaMoii. MnntocTpaumm, CTaBaLmMe B LLEHTP KEHCKMI 06pas 1 NoYTU UrHO-
pvpytolwme obpas SlaHcenoTta, NOAYEPKMBAIOT B3aMMOCBA3b NPeAsKPaHHbIX
MOTUBOB C TEMOW YKEHCKOTO CaMOYTBEPKAEHUA U KPU3UCA POMAHTUYECKON
MaCKY/IMHHOCTH.

KnioueBble cnoBa: BM3yasibHasA Ky/abTypa, NpeabicTopua meama, sKpaH, TeH-
HWCOH, Nleamn u3 LLanoTT, npepadasnutsbl, 3epkano, otorpadus, KMHoO, Tene-
BUAEHWE, 3aBUCUMOCTb, FreHaep.
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THE SCREEN EFFECT OF THE MAGIC MIRROR
IN ALFRED LORD TENNYSON’S POEM

“THE LADY OF SHALOTT”

AND PRE-RAPHAELITE ILLUSTRATIONS

Annotation. The relation between screen culture and imagery in Alfred
Lord Tennyson’s poem “The Lady of Shalott” as well as in Pre-Raphaelite
illustrations and paintings to the poem are analyzed in the article. The image
of Lady depicts the total dependence on a magical “screen”, which, in itself,
is a mirror. The author draws attention to the fact that a fairy behaves like
a dependent human being, a passive perceiving individual, more typical for
the mass media era. The works by Dante Gabriel Rossetti, John Everett Millais
and William Holman Hunt, which transmit the poem’s episodes and consider
to different extents the image of a mirror similar to a screen are studied.
The author also analyzes Henry Peach Robinson’s staged photography “The
Lady of Shalott” which resembles closely a black-and-white film frame. The
Pre-Raphaelite illustrations and paintings are in some ways more traditional
than the images in Tennyson’s poem. The image of the mirror fades into
insignificance. Only in Hunt’s drawings and paintings we can see this magic
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object clearly. However, the threads of a tapestry wound around the Lady’s
body in the paintings by Hunt and John William Waterhouse present the
most successful visual image associated with the poem. Illustrations with the
predominance of female figures and disregard for Lancelot’s image highlight
the connection between the pre-screen motifs with the theme of female
self-affirmation and crisis of romantic masculinity.

Keywords: visual culture, screen prehistory, Tennyson, the Lady of Shalott,
the Pre-Raphaelites, mirror, photography, film, addiction, gender.

dnemMeHTbl KMHemaTorpapuyeckoro BUAEHMA CyLLEeCTBOBaAM 3a-
[ONro A0 KMHematorpada M MoryT 6biTb OOHapY»KEHbI B Pa3HbIX UCKYC-
CTBaX Ha NPOTAXKEHMM TbicayeneTuit. HanomHum, yto ewe B 20-x—30-x rr.
XX BeKa C. d13eHLUTEMH — He TOJ/IbKO BbIAAOLLMIACA pexnccep, Ho 1 aBTop
dyHAaMeHTaNbHbIX PaboT No TeEOPUMM KMHO — B CBOEM MeaarorMyeckomn
N UCCNenoBaTeIbCKOM AeATENbHOCTU yaenan 60/bwoe BHUMaHUE usyye-
HWIO NPOM3BEAEHNIA ANTEPATYPbl U KMBOMUCK MPOLL/IOTO, HAXOAA B HUX
MPU3HaKN KMHEMATOrpadryeckoro (MOHTaXKHoro) mbiwaenusa [1, c. 187].
CNOXHO NepeyYncanTs MMeHa aBTOpPOB U Ha3BaHWA NPOU3BEAEHMM, KOTO-
pble YNOMMHAIOTCA Ha CTPaHMLAX AaKe OCHOBHbIX paboT diiseHwwTeliHal,
«ToNOKUTENBHO HYXKEH “nyTeBoamuTENb KMHEMaTorpadpucta” no Knaccu-
Kam iMTepaTypbl», — 3amMeyvaeT pexkuccep B ctaTbe “MMyLKUH U KMHO”»
(1939) [3, c. 311].

Npev din3eHWwTeMHa He NOTEPAAN aKTyasIbHOCTM U B Moc/eayolme
nepuoabl Pa3BUTUA UCKYCCTBOBEAYECKOW MbIC/U. TaK, B. BOXOBWY B KHU-
re «Tpaguuum 1 B3aumogdencTeme mckyccte» (1987) paccmatpusaet ge-
CATUNETUA, NPeaLecTByolMe CO34aHMI0 KMHeMaTorpada, «kKak nepuos
BHYTPUYTPOBHOrO Pa3BUTUA KMHO, ero MOCTENEHHOTO BbI3PEBAHUA B IOHE
CTapLUMX UCKYCCTB, KOTOPbIE CO CBOEW CTOPOHbI NOAXOANN K pybey pes-
KUX CTPYKTYPHbIX MyTauuii» [4, c. 5-6]. OH HaxoauT NnpeayyBCTBMA HOBOIO

1TaK, B ero OCHOBHbIX TpyAax «MoHTax (1938)» [1] n «BepTuKanbHbIi MOHTax» [2] Hanbonee
noapobHo aHanusupytotca «Montasa» MywkuHa [1, c. 178-185], «lope ot yma» Mpuboenosa» [1,
c. 185-187], «Munbiit gpyr» MonaccaHa [1, c. 164-165], no3susa Maskosckoro [1, c. 184, 187,
188], EcenuHa [2, ¢ 221-223], B cTaTbe «[lyLWKNH 1 KMHO» — eLle v npo3a banb3aka u 301 [3, c.
309-310]. MepeyeHb XyAOKHNKOB OXBATbIBAET EBPONENCKMX U OTEYECTBEHHbIX aBTOPOB OT 3MOXMU
BospoxaeHus (/leoHapao ga BuHum, TuHTOpeTTO, INb MPeKo) Ao coBpemeHHoCcTH (KaHauHCKui).
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9KPaHHOI0 MCKYCCTBa BO $paHLLy3CKON anTepaTtype KoHua XIX —Havana XX
BEKa: B poMaHax Imuns 3ons, Moctasa ®nobepa, Mapcens Mpycra.

He MmeHee aKTMBHbI TakMe NpeadyBCTBUA B BpMTaHCKOM MCKyccTBe XIX
BeKa. OcobeHHO ABHO MPOCTYNatoT OHWM B N033uKN Anbdpesa TeHHUCOHA
(1809-1892). Ewwe B 1951 roay M. Mak/ltoeH B cTaTbe C NMOKa3aTe/lbHbIM
Ha3BaHMeM «TEHHWCOH M XMBOMUCHAA MNO33MA» OTMEeYas, YTO BOSMOXKHO-
CTW 3pPUTENIbHOIO 1 3BYKOBOIO BOCNPUATUA NO3TA CXOAHbI C BO3MOXHOCTA-
MW KMHemaTorpaduyeckoro annapara [5, p. 92]. OgHaKo Hay4Hble paboTsbl,
CKONIbKO-HNOYAb NoapobHO paccmaTpmBaBLine Bbl COMMHEHMA TEHHUCOHA
KaK 4acTb iMTepaTypHOM NPeabICTOPUMN SKPAHHbIX MCKYCCTB, 4O CUX MOp
oTCyTCTBYIOT. Hanbonee nepcnekTMBHOM A/19 OCMbIC/IEHUS TBOPYECTBa No-
3Ta KaK 04HOT0 U3 INTepaTypPHbIX NPeABeCTUIA KUHemaTorpada v wupe —
3KPaHHbIX Meguma npeacrasaaeTca nosma «Jlean n3 LWanotm».

[na coBpemeHHbIX uccnegosatenei nosma «Jleam us lWanotr» (13-
OaHue 1842 r.) npeacTtaBnseT 60AbLION UHTEPEC, B YaCTHOCTK, Braroaa-
pa 0bpasy 3epKkana. MoTMB 3epKana 1 NOpTPeTa — OAWUH U3 YCTOMUYMBDLIX
B aHIWUIACKOM TPaAMUMM, B YaCTHOCTM, BO BCEMUPHO U3BECTHbIX NMPOM3-
BeaeHuaAx Jlblouca Kapponna, Ockapa Yainbga, AxoaH PoyauHr [6, p.
64]. B oTeyecTBEHHOW KyAbTypPO/SIOrMM U UCKYCCTBO3HAHUW MOCNEAHEro
fecatunetTus paboTbl, M3yyaBLUME MPEeabICTOPUI0 COBPEMEHHOW 3KpPaH-
HOW Ky/IbTypbl Yepes Kaaccuyeckme AnTepaTypHble U ApamaTypruyeckue
06pasbl, oTcbiNatowWwme K GeHOMEHY 3epKania M 3KpaHa, CKaablBatoTCs B
YCTONUMBYIO TEHAEHUMIO. 346eCb 0COOEHHO CTOUT OTMETUTb UCCIeA0BaHMA
E. AykoBa [7, c. 7-20], E. CanbHUKoBOM [8, c. 129-134; 9, c. 30-58; 10, c.
80-158], O. CtpoeBoii [11, c. 724-734].

Kpome n3yyeHunA TeKCTa NO3IMbl B NOJIE HALLIEro 3pEHNA OKa3blBalOT-
€ MHOTOYMC/IEHHbIE K Hell unntoctpaumun. «Jlegm ns LLanotT» ¢ MOMeHTa
CBOEro NoABAEHUA Bbli3blBasla MHTEPEC XYAOXKHMKOB, Npexae BCero npe-
padasnnTos, YTO B CBOK oYepesb CBUAETENbCTBYET O TATOTEHUW NO33MM
TeHHMCOHA K BM3yasbHbIM MCKYCCTBaM, O MPeAPaCNONOXKEHHOCTM K Ana-
Iory C HUMW. AKTMBM3aLMA B3aMMOCBA3U IUTEPATYpPbl U KMUBOMUCK, OT-
YyacTu M npeaonpenennBLIas BO3HMKHOBEHME KMHemaTorpada, Boobuie
XapaKTepHa A1a uckyccrtea XIX Beka n gnsa ero BOCNPUATUA COBPEMEHHU-
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Kamu: 6ONbLIMHCTBO XYLOXKHUKOB-NPepadasnnToB camm 3aHMMaNUChb no-
33meit. PoacTBO NO33MU U KUBOMUCKM OCOBEHHO OTMeYan [KoH PECKUH,
MHOTO CAENaBWMWIN ANA yKpenaeHus nosvuuu npepadasnutos [12, p.
132]. ConocTtaBneHne UANOCTPALMIA Pa3HbIX aBTOPOB C CaMOM NO3MOW
npeacTaBafeTca LenecoobpasHbiM elle U Kak NPUMEP YCI0KHEHHOO
B3aMmogencTeuna BepbanbHbIX U BU3yanbHbIX 06pa3oBs, KOTOPOE CerogHa
aKTMBHO MCCaeayeTcA B I'yMaHUTapHOW HayKe, MOCBALLLEHHON Mmaccmema
[13].

OTaenbHble acNeKTbl CTaTby 3aTPArnBatoT TaKKe reHaepHyro npobne-
MaTUKY ¥ OMMPAOTCA HA UCCNEL0BAHUA, NOCBALLEHHbIE UCTOPUM KEHCKO-
ro caMoyTBep:KAeHMA B BputaHUu v BapuaLMam 3TON TeMbl B UCKYCCTBE
[6; 14, p. 55].

Takum obpasom, npeameT cTaTbu — 0bpasbl noambl «Jlean us La-
JIOTT», CBA3AHHbIE C 3epPKA/IOM U 3KPAHOM, U UX UHTEPNpPEeTaLma B XKu-
BOMMUCHU, PUCYHKax u oTorpadusax npepadasnuntos. Llenb nccnesoBaHus
— NpoaHanu3npoBaTb GopManbHble U cofeprKaTesibHble 0COBEHHOCTU
obpasa 3epKasa B noame TEHHWUCOHA M UAMIOCTPALMAX K HEN B KOHTEKCTE
NCTOPUU Pa3BUTUA SKPAHHbIX UCKYCCTB, A TaKKe B KOHTeKcTe popmmnpoBa-
HWUA NPeaCTaBAeHU O AWUCTAHLLMOHHOM B3aUMOAEWUCTBUU MHAUBUAOB U
TPaHCHOPMALMAX PO KEHLLMHBI B COLMYME.

MPEASKPAHHbBIE OBPA3bI MO3Mbl TEHHUCOHA

Mosma TeHHUCOHa MOBECTBYET O MPEKPACHOW KeHLMHEe, obpeyeH-
Hol B H6allHe Ha ocTpoBe LLanoTT TKaTb robesneH, y3op KOTOPOro cooTBeT-
CTBYET OTPAXEHWUIO peasibHOro Mupa B 3epKane. M3BecTHo, 4To Ha negu
nageT NPoKAATUE, eC/IM OHA NPEKPATUT PaboTy M NOAONAET K OKHY, YTOObI
B3rNAHYTb Ha Kamenot. B otanume oT TKaumxm ApaxHbl, KoTopyto AdurHa
npespallaeT B NayKa, Uau OT NpuHLLecchbl U3 ckasku LWapna Meppo «Cns-
LLaA KpacaBuLa», MPOKNATOM 04HON U3 pel, NPUYNHA U CYTb NPOKNATHUA,
KOTOpOe CTAaHOBWUTCA Nperpagovi Mexay repovHer U peasbHbIM MUPOM,
He AcHbl. OHO ynomobnsetca Hekoel 06BEKTUBHON BHEIMYHOWN cuie u
BOCMPUHUMAETCA KaK UMNEPCOHAbHAA CTUXUA, KOTOPYHO Heslb3A aCcCoLLM-
MPOBaTb C KAKUM-TMOO KOHKPETHbIM NEPCOHAMKEM.
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Nlefn NOKOPHO UCMOHAET YyKyl BOMO HEBEAOMOIO MPOUCXOXKAE-
HWA, OCTAaBaACb A0 NOPbl A0 BPEMEHW PAaBHOAYLIHOW KO BCEMY OCTajlb-
HomMy. Ho ofHaxabl, yBUAEB B BO/WEBHOM 3epKane pbiuaps JSlaHcenorta,
OHa HapyLUaeT 3anpeT, Noc/ie Yero 3epKasao TPECKAeTCA, U PacmycKatoTcs
HWUTK robeneHa, HbIBLLETO CTO/b JO/TOe BPEMA CPEAOTOUMEM €€ KU3HMU.
Nepyn nokuaaet 6alwHo M ymupaeT B 1agbe Ha nyTu B KamenoT, cnes npo-
LANbHYO NeCH!HO.

B paHHem BapuaHTe noambl (1832) ymepLuan neau LepXKUT B pyke
MUCbMO, 0BBACHSAIOLLEE, YTO MPOM30LWO0. B No3aHel e BEpCMM NO3MbI O
JIMYHOCTU TePOUHU TOBOPUT IULLb HAANMUCh Ha 6opTy Naabu. NpekpacHoi
MepTBOM XKeHLLMHE B IOAKE He HYXKHO BEe3TW € COOOI KaKoi-1Mbo passep-
HYTbIi KOMMEHTaPUI, Kakoe-1Mbo NocnaHue, OHa caMa M ecTb NocnaHue
60/bWOMy MUpY, OT KOTOpOro Bblna oTopBaHa. ITO pafMKasibHO MeHAeT
nosuumo repouHn. Mpexae oHa MWL NOCAYLWHO (YHKLMOHMPOBANa,
0oCTaBaACb HEBMAMMOM ANA Nogen 3a npeaenamm ceoert b6awHu. OHa
TKana robeneH, cos3faBana OTYyKAeHHOe OT ceba nsobpaxkeHue, pyko-
BOACTBYACb APYIMM, TOXKE, B CBOK 04Yepesb, OTHYKAEHHbIM OT BHELIHErO
Mupa nsobpaxeHvem B 3epkane. Kak cieayeT U3 TeKcTa No3Mbl, Npexae
HUKTO HWKOrAa He Buaen nepu. TonbKo nocensHe, BbIXOAMBLUME JIETOM
Ha paccBeTe KaTb OBEC, C/bILLAIN €€ NECHI, AOHOCALLYIOCA PALOCTHbIM
9XOM MO peKe Ao KamenoTa, Kyaa yCTpemMAatoTcs MpeacTaBUTeNIM Beex
COC/I0BUI, U KOTOPbIW, N0 MHEHWIO J. MPUTTULMKOH, ABNAETCA KLLEHTPOM
“peanbHoro” mupa» [15, p. 223]. Tenepb ke repounHa OTKPbIBAET ceba pa-
30MKHYTOW peanbHOCTH, AeNaeT LEHTPOM BCEOOLLEro BHUMAHWSA, MyCTb U
LeHON COBCTBEHHOM }KU3HW.

B BoCnOMMHaHUAX 06 OTLLE CbiH TeHHWCOHA X3/11aM NPUBOAUT UHTEP-
MpeTaLmIo NO3Mbl, LAHHYIO CAMMM NO3TOM: «3apoXKaeHue o6BU K Yemy-
TO, K KOMY-TO M3 06LMPHOro MMpa, U3 KOTOPOro OHa AoAroe Bpems bbiia
M30/1MPOBAHA, BbIBOAUT €€ U3 MUpa TEHEN B peasibHblit mup» [16, p. 117].
Nepay sepTBYET CBOEM KU3HbIO PaaM NpaBa Ha YyBCTBa, Ha JII060Bb K MYK-
ymHe. Mpobyamswancsa N0H60Bb U NOOYKAAET repOMHI0 OTOPBaTb B30 OT
3epKana 1 ycTpeMuTbcaA B 60/1bLLION MUP, TEM CaMbiM aKTUBMPOBAB paspy-
WWUTENbHYIO MarMyecKyto Culy, BCKOPE OTHUMAIOLLYHO Y TePOUHM KU3Hb.

THE ART AND SCIENCE OF TELEVISION 173



Kak MOXXHO 3ameTuTb, 3epKasio HeceT B cebe HeKkoTopyto ambusa-
JIEHTHOCTb, MOCKOJIbKY OHO OTPbIBAET /€M OT MOSHOLEHHON KU3HU B
OKpY*KatolLleM MMUPe, HO M MOKasblBaeT el Toro, pagm Koro repouHs Ha-
PYLINT 3aMNpeT 1 OTPELLUMTCA OT 3epKaia-aKpaHa. Takum 0b6pa3om, 3epKaso
W NoAasnseT fiegun, v NPoBOLMPYET Ha OyHT. BnepBble 0CO3HAHME TOTO,
yTO ee becnnogHas XU3Hb, MO CYyTU, 3aTOYEHUNE, MPOXOAUT B MUPE TEHEW,
BO3HMKAET Y repoOnHYM TOTAa, KOr4a OHa BUAMT B BO/ILLEOHOM 3epKane AByX
BNtOOIeHHbIX. Jlean HapywaeT mondaHue, «I'm half seek of shadows» —
NPOU3HOCUT OHa B 3TOT MOMEHT, YTO, €C/IU NepeBoauTb ByKBasbHO, 03-
HayaeT: «A No4Tn 6oNbHA OT TeHeN», T.e. 06pa30B, NPOAYLMPYEMbIX BOJ-
WwebHbIM 3epKanom (puc. 1, cTp. 145).

MopobHo Tomy, Kak y MnaToHa obuTatolwme B Newepe Agu He BU-
OAT HUYEro «Kpome TeHel, oTOpacbiBaeMbIX OTHEM Ha PACMOJ/IOKEHHYHO
nepes HUMKU cTeHy neuwepbl» [17, c. 267], nean n3 WanoTt He BUMAUT
HUYEero, Kpome 3epkana. BocnpusTne mupa NPoUCXoauT yepes ABUNKe-
HWe TeHeW. B cylwHocTH, 3epKano GopmMunpyeT BOCNPUATUE PeasibHOCTH,
KOTOpOe /iean, B CBOIO ovepesb, BOCMPOU3BOAUT B CO34aHUN robeneHa.
K. YepBMK paccmaTpmBaeT Bo/ILIEOHOE 3epKasio B MO3IME He TO/IbKO KakK
CMMBOJ Pa30OLEHHOCTY Iean C BHELWHUM MUPOM. OH NMOAYEPKMBAET, YTO
eV He TONIbKO UCKJIHOYEHa M3 COLMANIbHOM M CEKCYaIbHOM XKU3HU, el He
3HAKOM K ee COOCTBEHHbI BHYTPEHHUIA MUP; OHA He BUAMT U CBOEro OT-
paxeHusa B 3epKane [18, p. 18].

KynbTypHaa NoAMCEMAHTUMYHOCTb 3epKasa yXKe CTaHOBW/Acb npea-
METOM aHa/nn3a B yKasaHHbIX Bbiwe cTatbax [7; 11]. Ecam umeTb B BUAY
06pa3 Hapuucca, o Kotopom nuwet O. Ctpoesa [11, c. 724-734], To nean
n3 Wanotr — 3710 aHTM-Hapuumcc, KuByLLas B *KaHpe aHTU-cendu. BaxkHa
NPOTUBOECTECTBEHHAA OT/IYYEHHOCTb FEPOMHMN OT CAMOCO3epLLaHms, a He
TOJ/IbKO OT BHELUHEro m1pa 3a npegenamm b6awHn. CUTyauma HaCUAbCTBEH-
HOro aHTMHAPLMCCM3MA HEMUHYEMO BELET KK B3PbIBY», K OYHTY repounHu,
K paspyLleHUIO UCKYCCTBEHHOM AUCTAHLMPOBAHHOCTU M OT CBOErO «A», OT
60/1b1woro mmnpa. C TOUKM 3pEHUsA NCUXON0TUM, CMOCOBHOCTL K BU3YyasibHO-
My CaMOBOCMPUATUIO U CAMOUAEHTUOUKALMM ABNAETCA YHUKANbHOW Cro-
cobHocTbio YenoBeka [19, p. 9]. Tak YUTO MarnyecKkas *KM3HEHHas cpega
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KaK bbl 4ONITO NPOTMBUTCA TOMY, YTOObI 1ean obpena 3penoe yenoBeye-
CKOE CamMoCOo3HaHMe. YxoZ oT robesieHa 1 3epKana CTOUT repouHE KU3HMU.

PucyHok 1
[KoH Yunbam YoTtepxays. «f1 60/1bHa OT TeHel», — ckasana Jleam us Lanotr.
Xonct, macno, 100,3x73,7 cm., 1915 .2

B KOHTEKCTe M3yyeHWA 3KPaHHOM KyNbTypbl BaXKHO OTMETUTb, YTO
obpas sean BOMIOLAET COBOM BbICOKYI 3aBMCMMOCTb OT Marnyeckoro

2 YcTouHMK m306paskeHna cm.: URL: http://foxoutbox.ru/wp-content/uploads/2018/04/John_
William_Waterhouse_01.jpg
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«3KpaHa», KakMM, MO CyTW, ABNAETCA 3€PKaio, eciM UMEeTb B BUAY pac-
LUMPUTENIbHOE TO/IKOBAHME 3KPaHA KaK «MIOCKOCTM C OTHYKAAEMbIM U30-
6paxkeHnem» [9, c. 66—67]. Bo BTOpoi1 NnonosmHe XX BeKa M B HACTOALLMM
nepuoa, peannu 3KpPaHHOM 3aBUCMMOCTU, HaMeYyeHHble Y TeHHUCOHA, YKo-
PEHAIOTCA B NOBCEAHEBHOM KMU3HW, YTPAYMBAsA BbICOKUI POMAHTUYECKUIA
opeosi. MHoro4yacoBoe bbiTMe Nepes 3KPaHOM WM 3KpPaHaMKM — MOBCeA-
HeBHbIV 06pa3 ¥KM3HU COBPEMEHHOTO YesioBeKa. ExxeiHEBHO B couMab-
HbIX CEeTAX MOAENMPYHOTCA MapaniesibHble PeasbHOCTU, AUCTAHLMOHHO
BOCMPUHUMAEMbIE PeuunmMeHTaMu, NPUBbLIKAOWMMKU K BeckoHeyHomy
CO3epLaHM1I0 TOTO, Yero «34eCb HeT».

B TekcTe XHewbl Ha3blBatoT ieam 13 LLanoTT BonwebHuuen. OgHako
ey HUKaK He peanusyeT cebs B KayecTBe HOCUMTENbHULbI Marnyeckmnx
cnocobHocTei. HanpoTus, reponHsa BeAET cebs, CKopee, Kak COBPEMEH-
HbI1 YeNOBEK, UCMbITbIBAIOLLMIA 3aBUCMMOCTb OT MeguacuctemMbl. M TonbKo
nosB/ieHNe NPEKPaACHOro pPbiLaps, ABNAIOLLErOCA B NpoM3BeAeHUN TeHHU-
COHa CMMBO/IOM abCO/OTHOM LLEHHOCTM, pafn KOTOPOM CTOUT paspyLmnTb
paBHoBecue 1 0bpeyb cebs Ha cMepTb, 3aCTaBAAET iean NpeHebpeyb ca-
MOCOXPaHEHMEM U HapyWWTb Marnyeckne npasuna.

Mei3a CTAaHOBMTCA CPEACTBOM NMPOTMBOMOCTABAEHUSA MUpPA TEHEN,
B KOTOPOM }KMUBET e, peasibHOMY MUPY C ero becnpecTaHHON Yyepeaon
COObITUI U }KM3HbIO NpUpoabl. 06pa3s NI0AOPOAHbIX NOEN AUMEHA U PXKN
KOHTpacTUpyeT ¢ 06pa3om yaaNeHHOro OTO BCEX, 3a4apoBaHHOro Mupa
repouHu [20, p. 73—74]. Mo mHeHuIo uccnegoBaTena Teopyectsa A. TeH-
HUcoHa ApTypa Bo, aTmocdepa nosambl HEMeANEHHO U3MEHAETCS, Koraa
peanusyeTca HeBeAOMOE MPOPOYECTBO M BoWEOHOE 3epKaio pa3busa-
eTcA: «BHe3anHo Mbl BMecCTe ¢ /ien OKa3blBaeMcA Ha OTKPbITOM BO3AyXe
BO3/1€ PEKM, Mbl OLLYLLAEM [YHOBEHME BETPA Ha HaluX Anuax. KapTUHKK
YXKe He Te, YTO Mbl BUAENN B 3€PKa/ie, OHN HAMOHEHbI 3BYKaMW KMUBOW,
HaxoAsALLencs B ABUMKEHMM Npmpoabi» [21, p. 78]. Co3aasas NO3TUYECKMI
«nensaxk», TEeHHUCOH NMPOBOAUT CUMBOJIMYECKYIO Mapasienb C COCTOAHM-
€M repouHu. Tak, ocbinatowmecs B NopbiBax BOCTOYHOTO BeTpa bieaHo-
KenTble fleca, ponulyllan B beperax peKa, C/IOBHO NpeapeKatoT rubenb
nean. B ganbHellwem OOHMM M3 BU3YasibHbIX KAMLIE KMHemaTorpada
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CTaHeT MOHTaX BUAOB NPUPOAbI, HaXO4ALENCca B onpeaeneHHOM COCTO-
SAHUK, C BU3yasibHbIMKM 0BPa3ammn IMOLIMOHA/bHbLIX NPOSABAEHWI repoeB,
uTo ByAeT poXKAaTb OulylieHWe NapaaieNn3ma, COOTHECEHHOCTU KU3HM
yenoBeKa 1 NPUPOAbI.

HanonHAs Noamy BbICOKO CEMaHTU3MPOBaHHbIMW 0Bpasamu, Ta-
KMMW KaK 3epKano, robesneH, nogKa, ocTpos, TeHHUCOH CO34aeT Npous-
BeAeHMe, yCTpem/ieHHoe B Byayuiee KyabTypbl, B 3MOXy HapacTaloLWero
NPUCYTCTBUA BU3yasibHbIX 06Pa3OB U CaMMX 3KPAHOB B MOBCEAHEBHOM
MWU3HKU, YCUIEHUA OMOCPeAOoBaHHOCTA B3aMMOAEWCTBMA WMHAMBMAA C
OKPY»KatoLWMM MUPOM.

NMNNOCTPALUNMKU K NOSME TEHHUCOHA

NHTepec Xya0KHUKOB K Moamam Anbdppeaa TeHHUCOHA 6bl1 BO MHO-
rom 0obycnosieH 3pMMOCTbI) M 3MOLMOHA/IbHOW HANO/IHEHHOCTBIO €ro
06pa3oB. Mbl paccmMoTpUM WAAKOCTPALUKM NpepadasUToB K U3AAHUIO
nosm TeHHUcOHa daBapaom MokcoHom 1857 roga, a TakKe oTaenbHble
KapTUHbI U PUCYHKM XYAOKHWUKOB Ha 3Ty Temy. Hawa uenb — NOHATb, Ka-
KOW OTK/IMK MOIY4N/IM PACCMOTPEHHbIe Hamu 06pasbl TeHHMUCOHA B U30-
6pasnTesIbHOM MUCKYCCTBE, U Bbl1a M BM3yasibHO NPOMHTEPNPETUPOBAHA
JNIMHWUA «NPeAdKPaHHOCTUY, 3a4aHHAA NO3TOM. B yacTHOCTH, OCcTaHOBMMCA
Ha uantoctpaumm OaHte Mabpuana Poccettn 1857 roga, pucyHKe [KoHa
dBepetta Munneca «Jlegm u3 Wanotr» 1854 roga, 0o4AHOMMEHHOM KapTu-
He XyA0XKHWKa Kpyra npepadasnutos ApTypa Xbto3a 1858 roga. TakKe Mbl
npoaHannsnpyem pucyHok 1850 roga n nantoctpaumio Ynabama XoimaHa
XaHTa 1857 roaa.

HeofHOKpaTHOM BU3yaNbHOW MHTepnpeTauuu noasepranca uHan
noambl TEHHUCOHa, Koraa, byayumn yKe ymepluen, HO NonasLllien B none
3peHuna JlaHcenoTa, negu npesBpallaeTca U3 NacCMBHOrO BOCNPUHMMALO-
LEero B rnaBHbl 06BEKT BU3YasbHOrO BoCpuATUA. Tenepb JlaHcenoT B
OKPYXXEHMM PbILApelt U FTOPOXKaH, T0PAO0B U AaM CMOTPUT Ha ey 1 Npo-
M3HOCUT cBOtO dpasy «Y Hee BblI0 Kpacusoe ANLO». BO3MOXKHO, YTO Ha-
PYLWMWTb 3anpeT Neam pelniacb pagu NoCMepTHOrO BOCXMULLEHUSA, ObHa-
POLOBaHUA CBOEMN KpacoTbl M MMeHU. CBOKO CMepTb repoMHA UCNOb3yeT
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KaK NpoAO/IKEeHWE ONOCPeA0BaHHOIO B3anMOLENCTBUA C MUPOM, K KOTO-
pOMYy ee NPUyYnIo NPoKAATME. Ho Ha ceit pas nesm CTaHOBUTCA LIEHTPOM
MeAMMHOro NPOCTPaAHCTBA, CBOErO POAA XYAOKECTBEHHbIM NPOU3BEeAEHU-
€M, KOTOPbIM Henb3s He tloboBaTbCA.

[HaHTe Mabpuranb PocceTT NponAnloCcTpupoBas MOMEHT, Koraa JlaH-
CenoT B CPeHEBEKOBOM KOCTIOME B OKPYKEHWUW MepenosHEHHbIX CTpa-
XOM KuTenen KamenoTa CKAOHAETCA Hag MepPTBOM eau, NexKallel B na-
Abe. XyAOXKHMKY yAanocb AOCTUMYb AEKOPaTUBHOTO 3ddeKTa, 3anoiHUB
HebOoNbLLOM PUCYHOK GUrYPamMM U MHOFOYMUCIEHHbIMM NpeameTamu. M3o-
bunune getaneit 06ycn0BUIO YNIOLLEHME NPOCTPAHCTBA M OTCYTCTBME [NY-
GUHbI, YTO NPMAAN0 PUCYHKY CXOACTBO C robesieHoM, Ha KOTOPOM KaxKaas
¢durypa c/10BHO BbITKaHa MM NpouapanaHa Tak, YTobbl He OCTaBUTL My-
CTOT. Bca BO3AyWHAA cpefa 3aN0NHEHA 3aCTbIBLUMMW B HEECTECTBEHHbIX
no3ax NepcoHa*kaMmu, 3aMepLUMMU, KaK B cToM-Kaape. MNpwu B3raae Ha ui-
NIOCTPALMIO MOXKET NOKa3aTbCA, YTO LOMUHUPOBAHUE 3ePKaNbHOMN-3KPaH-
HOM peasibHOCTU BO3BPALLAETCA M NoAYMHAET cebe BeCb MUP — MPOKASA-
TWe Npoao/IKaeT aeicteosath® (puc. 2, cTp. 149).

Kak nuwet E. Xenb3uHrep, B AaHHOM c/iydae uantoctpauma Poccet-
TU NepeaaeT HacTpoeHue n naet noambl [23, p. 183], Kak 6bl NoKasbiBas
NPO/IOHTaLMI0 BO3AENCTBMA MAarMYeCcKoro 3epkasia B OKPY»KatolLLyto cpesy
N cooblueHne et apdeKTa 3aBUCMMOCTM OT HEBEAOMOM Cubl. ITa cuna
ynpaBAseT ABUKEHWEM NtoAeN, NOA0OHO TOMY, KaK MIPOK MOMET yrnpaB-
NATb ABUXKEHNEM GUTYP KOMMBIOTEPHOW UTPbI U CTaBUTb UX Ha «nay3y».

PucyHok [»koHa IBepetta Munneca, co3gaHHbin 8 1854 roay v nso-
6parkatoLWwmin neu B yT10M N0A0UKe Ha POHe neli3axka, ABAAETCA NPSAMON
OTCbINIKOM K KapTuHe «Odenunsa», cosgaHHoin B 1851 rogy. 3aneyatnesasn
06enx reponHb B NOCNEAHNE MUHYTbI UX KU3HU, XYAOKHUK aKLEHTUPYET
BHMMaHMe Ha CamMOi CMepPTU M NPeACTaBAsSET ee 3CTEeTU3MPOBAHHO, KaK
CVAHME C NPEKPACHbIM BOAHbIM nei3axem. nsHb 1 cmepTb UAYT PyKa

3 MpefoLuyLieHns TenepeanbHOCTV BOOBLLe paccbinaHbl B TBOpYecTse npepadasnutos. Tak, bpait-
aH [IoOHHeNIU, aHaNU3NPYA KapTUHY «Jleam Inaut» PocceTTi, OTMEYaeT, YTo 3epKao y Xy40KHM-
Ka BOO6LUE OTpPaaeT NPOCTPAHCTBA, KOTOPbIX HE AOMKHO bbiTh B nosie 063opa repounnu [22, p.
120], To ecTb oNATb e NPou3BoANUT 3DPeKT Tene-oTobpaskeHns.
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06 pyKy: Ha KapTuHe «Odenna» Munnec nsobparkaeT UBeTyLINe aHEMO-
Hbl B6/1M3M NOBAJIEHHOTO AepeBa, HaBUCLLIEro Hag, roI0BOW repomnHM, a Ha
PUCYHKe — CTalo MOMIOAbIX ebeseit Bo3e KOpAaru v B3pocsioro nebeas,
MOANAbIBLIErO K JI0A04Ke Aean. Takum 06pasom, Xuneas HaTypa CAYKUT
KpacuBoW «pamKoi», genatoliein obpas cMepTH NpekpacHbIM, Menoapa-
MaTU3MpYLoLWEN nLespeHne mepteoro Tena [24]. B anoxy KMHO noaob-
Hble BHYTPMKaAPO0Bble KOMMO3ULMN MEPTBOTO B 06paMaeHnu v s6amsm
YMBOTO CTaHYT PAaCNPOCTPaHEHHbIM 3KPaHHbIM MPUEMOM.

PucyHok 2
Mnntoctpauma K noame A. TeHHUcoHa «Jlean n3 Wanotm». [
paBlopa Ha aepese, BbiNnonHeHHan ¢pupmoli Dalziel Brothers
no pucyHKy aHTe Fabpuana Poccettu, 9.5 x 8 cm., 1857 r.*

“McTouHMK n3obpaskeHua cm.: URL: http://www.victorianweb.org/art/illustration/dgr/8.html
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KapTuHa «Jlegn n3 LWanott» (1858) ApTypa Xbio3a, 6AU3KOro Kpy-
ry npepaasnnutos, UANKOCTPUPYET MOMEHT NpubbITUA neam B Kamenor.
MpeKpacHble BOAOCHI U NAaTbe Neau, CBelunBatolmecs Yepes bopT aoa-
KW, HenoAaneKky oT KOTopow naaBatoT iebeam, CTaHOBATCA YacCTblo BOAHOM
cpeapl, Kak Ha KapTuHe «Odenna» Munneca. JIMuo AEBYLIKM NOBEPHYTO
K 3pUTENI0, HO ee Y)Ke He BUAALME [1a3a PACKPbITbl, U UX B3IMAL C/OB-
HO yCTpem/ieH B Be4yHOCTb. Ha 3aaHem ¢oHe Xbto3 M300pakaeT TONbKO
XutenbHUL, Kamenota, co CTpaxom, COYYBCTBMEM U, NOXKANYN, NHOOOMBIT-
CTBOM, CMOTPALLMX Ha Nean. [laHHoe Npou3BedeHNe aHaNOrMYHO CTorM-
KaZpy KOCTFOMHOTO UCTOPMYECKOro GUIbMa UM KOMMbIOTEPHOM UMPbl CO
CpeaHeBeKOBbIM CETTUHTOM.

3ameTHbIM NPON3BEAEHMEM HAa MOTUBbLI MO3Mbl TEHHMCOHA CTasa Nno-
cTaHoBOYHasA ¢otorpadpus leHpu Muua PobuHcoHa «Jlean u3 LLanotTy,
co3faHHasA B 1861 rogy. dotorpad 6611 3HaKoM ¢ npepadasnutamu 1 Bu-
[eN B3anMOCBA3b MeX Ay TOYHbIM BOCMNPOM3BEAEeHNEM TLATENbHO NPopa-
60TaHHbIX AeTaNei Ha KapTUHAX XYAOKHUKOB U AOKYMEHTa/bHbIM GOTO-
oTobparkeHnem. B ocobeHHocTM doTorpada Bnevatnmna «Odenma» L.
Mwunneca, oT «4yAecHOW KpacoTbl KOTOPOM HEBO3MOMKHO Obl/IO yCTaTb».
doTorpad CKOHUEHTPMPOBANCSA HA MEPBbIX ABYX CTPOKax cTpodbl «A B
npeasakatHol TuiumnHe // Llenb otes3ana, u B yenHe // Baanb 3ackonbs-
una scnep, sonHe // BonwebHuua Wanotr» [25, c. 61-62]. [nda co3paHus
csoent ¢potorpadumn PobUHCOH Mcnonb3oBan gBa HeratuBa. CHavyana oH
cOenan CHAMOK MOZENN, NeXalllei B NNOCKOAOHHOM SiIMKe, Manan ry-
61Ha KoToporo no3sosnna choTorpadmpoBaTh ee B HYXKHOM PaKypce, Ha
OTKPbLITOM BO34yXe B caZy 33 AOMOM B JIEMUHITOHE, a 3aTem choTorpadu-
pOBas NOAXOAALIMM Y4ACTOK PEKM 3aropoom B YopuKLwmpe. 3amacknpo-
BaB HEHYXHble pparmeHTbl Ha 060X HeraTMBax, Haneyartaa Ux ogHoBpe-
MEHHO Ha ogHOM Auncte bymarm [26, p. 135—-136].

doTorpad, Yba paboTa cerogHa KarKeTcs Becbma MOXOXKel Ha Kagp
yepHo-6enoro punbma, nucan: «A caenan bapKy, 3aBua AJMHHbIE BOMOCHI
MOZENMN ... U caenan GOH C NNAKYYMMM UBAMM, CHATbIMU BO BPEMSA A0OXKAA,
AN1A TOro 4Tobbl OHM BbIrIAAenu 6onee TOCKAMBO. A Aymato, MHe yAanocb
caenatb ¢otorpaduto ovyeHb npepadasnuTckoit. OYeHb TaMHCTBEHHOM,
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OYeHb HenpaBAoONoOA0OHON — 5 UMeto BBMAY XyAOXKeCTBeHHOM» [27]. Un-
NocTpupys noamy, potorpad OTCTyNmA OT TEKCTA TEHHUCOHA, CAeNaB Ha
60pTy NoaKKM Hagnuch «Bbl Jlegn us LanoTtt» («Ye Ladye of Shalott»), uto
BbI3BA/I0 HEroA40BaHNE KPUTMKOB, NOMAraBlWMX, YTO «HW OAHa AEBYLIKA,
obe3ymeBLUas OT Nogo6HOro rops, He caenana bbl Nogo0OHY0 HAaANUCHY.
KpWTMKOB BO3MYLL,AM0 M TO, YTO Ha poTorpadum nsobpaxkeHa He N04Ka, a
NNIOCKOAOHHbIV A/NK, U TO, YTO Npu B3raLe Ha doTorpaduio He BO3HMKa-
eT OLYLLEeHNA ABUKEHMA NOAKK No Boae [24].

PucyHok 3
leHpw Muy PobuHcoH. Nleam m3 Wanotr.
AnbbymunHoBas neyatb ¢ AByX Heratusos, 30.4 x 50.8 cm., 1861 r.°

To ecTb, KPUTUKM He paccmaTpuBann poTtorpadmio Kak camocTos-
Te/bHOE NPOM3BeAeHNe, B KOTOPOM aBTOP MMEET MPaBO Ha BbiparkeHne
COBCTBEHHbIX 3CTETUYECKMX MPUHLMUMNOB, KaK TO BblN0, B YaCTHOCTH, B pa-
60Tax Yunbama XonmaHa XaHta. C gpyroit CTOPOHbI, 3pUTENAM XOTEeN10Ch
6onblueit UNN3UN OUHAMWUKK B CTAaTUYHOM M300parKeHUU, YTO TOoXKe
FOBOPUT O CTUXMNHOM ABUMKEHUWN K 3MOXE KMHO — HE TO/IbKO XYA0MKHMU-
KOB, HO M BOCMpUHMMatoLLEN ayanTopmn. Ho camoe cyuiecTBeHHOe U Ha
TOT MOMEHT HenpuBbIYHOE B paboTe POBMHCOHA — COYeTaHWe OTCbINIOK
K [JIOCTOBEPHOI HaType U C/I0KHOT0 MOAENMPOBAHNA KOMMNO3ULUK, YTO

° McTouHMK n3obpaskeHus cm.: URL: http://www.victorianweb.org/photos/robinson/2.html
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6yaeT MHOro nos)Ke onpeaenATb NMPUHUMMbI MOCTAHOBOYHOTO ¢GOTO-
WCKYCCTBa, KMHemaTtorpada, B ToM ymcae umMdpoBoro, U Aaxe KOMMbHo-
TEePHOW rpaduKu.

Neon n3 WWanoTT saBnseTca o4HMM U3 KNtoYeBbix 06pa3oB B TBOpUE-
cTtBe Y. XaHTa. XyAOXHUK MHOTOKpPaTHO obpalianca K MOMEHTy peanu-
3aUMKM NPoKNATUA. MepBbli PUCYHOK K NO3IME XYAOXKHUK co3gan B 1850
rogy. OH u“306pasun neau, OMNyTAaHHYI HUTAMM robeneHa, CTOsALLYO
CNWHOM K 6ONbLLIOMY 3€pKasly, B KOTOPOM BUAEH ye3atoLwwmnii JlTaHcenort.
BoKpyr 601bLLOro LEHTPaIbHOIO 3epKana XyAoKHMK pa3mecTnn Hebob-
lne 3epKana; B HMX, NnogobHO Kaapam un3 ¢unbma, bbinn npeacrasne-
Hbl OCHOBHbIE 3MM304bl MO3Mbl. TEM CaMbIM XYAOXHWUK cAenan akueHT
Ha BCEOOBEM/IIOLLLEM 3HAYEHMM 3epKasia, KOTOPOe, Kak ABCTBYET U3 WJI-
JIOCTPALLMM, COXPAHAET BU3yasbHble 06pa3bl HeZABHErO MPOLAOro, TO
ecTb NposBaseT 6osee CNOKHYIO MAarMYecKyr CYyLLHOCTb, HEXenn B Ca-
MoV noame. ITOT GaKT, Kak NPaBMI0, OCTAETCA Ha NepUPepumn MHTepecos
nccnepoBatenel, 06CyKAaoWMNX NPEXKAE BCEro reHAepHy TeMaTUKy B
WHTepnpeTauun npepadasnnTtos. Kak otmevaeT . NMputTuaKoH, pabo-
Ta XaHTa MMeeT NPSMOe OTHOLLIEHME K BUKTOPMAHCKMM NPeACTaBNeHNAM
0 KeHlWuHe. flean, npeHebperwaa CBOMMM 006583aHHOCTAMMU U OTKa3aB-
LLAACA OT NACCUBHOM PO, NPUCYLLEN KEHLLMHE BUKTOPUAHCKOM 3MOXK,
pacnnaymMBaeTCaA XU3HbIO 32 eANHCTBEHHbIN B34 Ha flaHcenoTa [15, p.
224]. Kak Ham npeAcTaBAfeTca, BeCbMa MoKa3aTe/IbHO, YTO OCO3HaHMe U
yTBEPXKAEHME reponHeli COBCTBEHHON NPUBAEKATENbHOCTU U CEeKCyasib-
HOCTW HEOTAE/IMMO OT CAaMOTOXKEPTBOBAHMSA U NMPOUCXOAMUT Yepes ee B3a-
MMOLENCTBME C MAarMyeckMmm skpaHamu. Takum obpasom onpegensetcs
YypesBbIYANHO BbICOKAsA LLEHHOCTb M BMECTe C TeM 3aTPyAHWUTEbHOCTb U
OMaCHOCTb YKEHCKOro CaMoyTBEPXKAEHUA.

PaboTas Hag unatoctpayment 1857 roaa K usgaHuo noam TeHHUCOo-
Ha 4. MOKCOHOM, XyZOXHMK, B3AB 332 OCHOBY PaHHIOI KOMMNO3ULMIO,
CO3/a/1 COBEpPLUEHHO HOBbIV 06pa3, No3aHee BOCNPOM3BEAEHHbIN UM U B
CTAHKOBOW XXMBOMNUCK. Ha nepBblit naaH XaHT MOMECTUA TMraHTCKyo Gu-
rypy neau c passesatolwmmmnca sonocamu. OHU C/IMBAKOTCA C TPELLMHa-
MU Ha 3epKasie, 3aK/Il0YEHHbIM B OKPYXHOCTb TKALLKOTO CTaHKa. [epounHsa
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NbITaeTcA pa3opBaTb HUTK robeneHa, onyTaslune ee. Takum obpasom xy-
[OXHUKY XOTe/I0Cb Kak MOXHO Bonee foCTOBEPHO NepesaTh OLLylleHne
Hen3bexKHOM KaTacTpodbl, HAPYLUMBLLEW NPUBbIYHBINA NOPAAOK B KOMHaTe
N B XXM3HW CamMOi negu. Bbixog, repouHU U3 MepHOM M NOKOPHOMN paboTbl
MoKasaH Ha JaHHOW UANOCTpaLmm ropasgo bonee ApamaTUUHO, HeXenn
OH OMMUCaH B CaMoi noame.

PucyHok 4
Ynnoam Xonman XaHrt. flegm ns Wanotr.
Xonct, macno, 185 x 143, 7 cm, 1886—1905 rr.®

5 UcTouHuk nsobpaxenus cm.: URL: https://it.wikipedia.org/wiki/The_Lady_of_Shalott#/media/
File:Holman-Hunt,_William,_and_Hughes,_Edward_Robert_-_The_Lady_of_Shalott_-_1905.jpg
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BbIBOAbI

NTaK, B noame TeHHWCOHA AOMMHUPYIOT MOTUBbI, NPEABOCXUTUB-
LMe BO3HUKHOBEHME 3KPAHHOM KyNbTypbl U Pa3BUTUE AUCTAHLMOHHbBIX
cnocoboB B3aMMOAEWCTBUA. 3epKasio-3KpaH, Mo CyTh, npeaenbHo oc-
JIOXKHAS, HO U NPOANeBasn CyLW,ecTBOBaHWE repouHU, NPOABUraeT ee K
HOBOW CTaANMN CAMOCO3HaHMSA, CAMOYTBEPXKAEHMA. TeM CaMbiM peannsy-
€TCA CNOXKHAA NPMpPOoSa BO3LENCTBUSA MArMYecKoro 3epKasia-akpaHa Ha
yenoBeKa. B noame HameuyeHO ABUKEHME K aKTyasIbHOMY HbIHE MOTUBY
HepaspbIBHOM CBA3M NO/1b30BATE/SA CO CBOMM 3KPAHOM.

NNNoCTpaumm e 1 KapTuHbl NnpepadasnnMToB B YeM-TO ropasao 6o-
lee TPaANUMOHHbI, HexXenn 0bpasbl Noambl TeHHMCOHa. O6pa3 3epKana
B WINIOCTPALMAX OTXOAMT Ha BTOPOW MJiaH. To/IbKO Ha MOMOTHaX XaH-
Ta Mbl MOYKEM XOPOLLO PAacCMOTPETb 3TOT MarMyecknin npeamert. A BoT
HUTWU pacnycTMBLLEroca robeneHa, onyTasllMe nean Ha KapTMHaxX XaHTa
n [»oHa Yunbama Yotepxaysa, — Hanbosiee yaaBLIMACA KMBONKUCLLAM
BM3YasibHbl 06pas, CBA3AHHbIM C TEeMOW ANCTAHLMOHHOIO BO3AENCTBUA,
NoAYMHEHMA YeloBeKa 3epKanom-3KkpaHoM’. MNpu BU3yanm3aumm npoms-
BeAeHMA TeHHMCOHA OKA3bIBAETCS, YTO MMEHHO HUTW CMOCOOHbI 3pMMO
nepeaaTb OLLyLLEHME 3aBUCMMOCTU FePOMHM OT 3epKana u robeneHa.

Pe30HHO MPeAnoNoXUTb, YTO XYAOXMHUKM C Haubonbluel cuiown
NPOYYBCTBOBA/IN MMEHHO TeMY 3aBUCMMOCTU MPEKPACHON repouHN 1
WMHTEPMNPETMPOBA/IM €€ KaK CMMBOJ COLLMA/IbHO-TNICUXOI0rMYECKON 3aBU-
CMMOCTM KEHLLMHbI, O KOTOPOM BCE Yalle 3a4yMbIBasioCb U UCKYCCTBO, U
nutepatypa AHnun cepeanHbl XIX Beka.

NnnocTpauuu, cTaBawme B LLEHTP KEHCKUA 06pas M MoYTU UrHO-
pupytowme obpas JlaHcenoTa, akTyanM3UPYIOT TEMY KEHCKOro CaMoyT-
BEPMAEHUSA M KaK Heb3a 60/1ee 0CTPO BOM/IOLLAIOT KKPU3UC pOMaHTHYe-
CKOM MacKyNMHHOCTM» [14, p. 56], pa3BMBaBLUNIACA BO BTOPOM NOJIOBUHE
XIX ctoneTua.

7 B noame 06pas HUTeM KaK TaKoBbIX OTCYTCTBYeT. HO BeCbMa NoKa3aTeNbHO, YTO XYLOKHUKM CO3-
[Lat0T 3TOT BM3yasibHbli 06pas, BO MHOrOM acCOLMUPYIOLLMIACA C HUTAMM CyAbObl B @HTUYHOM Mo-
HUMaHUK, Tem Bo/lee YTo NpeKpaLLeHMe TKaHbA M ecTb NepBblit War K cMepTu Ans neam w3 La-
notT. OHa cama NpuHUMaeT ponb Mapku 1 06pbIBaeT HUTL CBOEN CYAbObI.
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B nepsyto ouepenb xygoxKHWKam-npepadasnuTam MHTEPECEeH cam
NepCcoHaXK — U30MPOBAHHAA, MPOKATAA KEHLWMHA. OHU aKLLEHTUPYIOT
CBOE BHMMaHWE Ha MOMeHTe KaTacTpodbl U Tparnyeckom ¢duHane no-
3Mbl. B oTnUME OT HEMHOIOCNOBHOCTU MO3MbI, XYAOXHUKN CTPEMATCA
K noapobHol NpopaboTKe KU3HEHHOW Cpefbl FepPOMHU, AaXKe B KaKOW-
TO CTEMEHMU K KpUyallemy KusHenogobuio u B To e BpemMa — K 3cTe-
TM3auumn cmeptu. Kpome TOro, B XKMBOMWUCK MCMO/b3YIOTCA NOBbIWEHHO
APKME KPacKku, a B poTorpadun co3gaeTca NOCTaHOBOYHOE OCBELLEHME,
npusoasaLLee K apPpeKTy cTUAM3aLUN, CMOLENUPOBAHHOCTHU LLenoro. 3To
coobuiaetr pabotam XyaorKHWKoB U ¢oTorpados apdekTbl LUnppoBo-
ro cTon-kagpa, WAa3MOHUCTCKOM KMHOMATEPUU UAU [aXKe SKPaHHOMU
«KapTUHKM» Ha nay3e Buaeourpbl. KapTuHbl npepadasnvtoB xoyerca
Ha3BaTb NpPasKpaHamu, MOKa3bIBAKOLMMMU Pa3INYHbIE MOMEHTbI MpPo-
Lecca rmbenn KynbTOBOrO NMepcoHaXka BMKTOPMAHCKOM 3MOXWM Mpu no-
NbITKe pa3opBaTb CBOM MyTbl. MOXHO CKa3aTb, YTO XYAOXKHUKK U GHOTO-
rpadbl 6blAN yBAEYEHbI aTMOCHEPON NO3IMbI U MPU BMU3yann3aLmn ee
CLEH MOYyBCTBOBa/IM 06LLYI0 HanpPaBAEHHOCTb AAHHOMO INTEPATYPHOTrO
Npou3BeAeHUA, YTBEPKAAIOLLLETO UPPALMOHANbHYIO U MOJHYIO NPOTUBO-
peynin B3aMMOCBA3b 3epKana-robesieHa-aKkpaHa C }KMU3HEHHbIM npoLec-
COM U Pa3BUTMEM CAaMOCO3HAHUA KEHLUMHbI, B3aUMOCBA3N AUCTAHLMU-
POBaHHOIO BOCNPUATUA MMPA — C BO3MOXHOCTbHO CaMOCOXPaHEHMUA U
O04HOBPEMEHHO C HEMUHYEMOCTbIO ByHTa U rnbenn.

3aBeplwan Hawe wuccnefoBaHWe, CYMTaem nonesHbim obpaTuTb
BHMMaHMWeE Ha TO, Y4To 0bpasbl NO3Mbl TEHHUCOHA M HEKOTOPbIE UAIO-
CTPaLMK K HEW MPOAO/IKAKT POXKAATb HOBbIE XYL0XeCTBEHHbIE NPOu3-
BeZleHMA, CBOEro pofa «MAICTPaLMM UANKOCTPALMMY. TaK, KAWM K no-
ame «Jlegy u3 LLIanoTT», NONOKEHHOMN Ha My3blKy KaHaACKOW nesuuel
JlopnHo MaKKEHHUTT U BKAOYEHHOM B afibbom «The visit» 1991 roaa,
nocnefoBatenbHO OTO6pakaeT 3nNU3oAbl NO3Mbl TEHHUCOHaA U UMeeT
npsAMoe OTHOLLUEHMe K KapTMHam YoTepxay3a. MaKKeHHUTT, pa3pabartbi-
BaA BUAEOPAL KAWNA, BNAOTb A0 Me/IbYalllunX AeTanei KonupyeT Haps-
Abl, ybpaHCTBO KOMHaTbI, robeneH v nagpto, a aktTpuca Buktopua Purbu
TPaHCAMpPYeT No3bl U KecTbl nean us LLlanoTt ¢ KapTuH YoTepxaysa, Ko-
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TOpble BbIMMAAAT KaK «Kagpbl» UCKYCCTBEHHO OCTAHOB/IEHHOIO YKMU3He-
nogobHoro 3penvuwa. CioxKeT, BNaaesBwnin BoobparkeHnem TeHHUCCOHa
M yBNeKasLLMin npepadasnnTos BO BTOPOi nonosuHe XIX Beka, npoaon-
YKaeT CBOI ¥KM3Hb B COBPEMEHHOM 3KpaHHOM Ky/bType.
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Abstract. In the first half of the twentieth century, characterized by the
development of remote and sparsely populated areas, the governments of
Canada, the USSR and Australia tested various educational models for the
local population. Thus, the article is devoted to an analysis of the history
and different types of schoolchildren’s education. Negative consequences
are revealed in the early experience of boarding schools education, where
upon the prerequisites for the introduction of the radio training system
(which is still in demand today) and its development are analyzed. The
author of the article, who was involved in the development of the social
infrastructure in the regions of the Extreme North of Russia, shows the
importance of a portable pedal radio with simplified input and receipt
of information invented at that time. This invention made it possible to
create an effective aviation medical infrastructure in remote areas of
Australia, the development of which, in turn, led to the implementation of
a revolutionary educational project—distance education of children in the
School of the Air. The use of the latest technologies and techniques at each
stage of development has ensured the high productivity and relevance of
both those most important social services.

Keywords: distance learning, pedal radio, mantle of security, Royal Flying

Doctor Service, School of the Air.
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Over the past 10 years there have been major changes in educational
models and conceptual approaches to learning. These are massive open
online courses (MOOCs), blended learning (combining online tuition with
the traditional form of auditorium education), “flipped classroom” model
(inversion of a typical learning process, in which students watch video
lessons as homework and perform practical tasks in the classroom under
supervision of the teacher), and the STEM model (science, technology,
engineering, mathematics), which have been transformed into the STEAM
model (science, technology, engineering, art, mathematics). A modern
vision of development prospects with the introduction of new technologies
and approaches in education is annually published by the international
expert group The New Media Consortium. One of the latest NMC
Horizon Reports (2018) defines the following key trends that necessitate
a search for new technological solutions, such as growing attention to
measuring educational outcomes, redesigning learning spaces, spreading
open educational resources, developing new interdisciplinary models,
promoting culture of innovations, cross-departmental and cross-sectoral
collaboration [see: 1].

Given the increasing popularity of such training at all educational
levels (primary, secondary, higher, postgraduate, doctoral) and the relative
novelty of this topic, it is necessary to consider one of the prototypes of
the modern model of distance education.

As we know from school history and geography courses, in the 1930s,
Canada, the USSR, and Australia intensified their efforts to study and
develop their vast remoted regions. One of the main problems was the
creation of an appropriate efficient infrastructure (including transport
and communications), which had to be addressed urgently. This was
important not only for economic growth, but also for development of
human resources. Radio has become the main means of communication in
remote corners of the Australian Outback, unpopulated areas of Canada,
as well as the Far North of the Soviet Union.

Realizing the need for affordable education for both indigenous
peoples and migrant workforce, the governments of these countries faced
the choice of the optimal school model. In Canada, for many years these
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were mostly homework or so-called “consolidated schools” away from
home. Home schooling, as a rule, did not provide quality and diversity
and did not allow pupils, with rare exceptions, to move to the levels of
secondary vocational or higher education. Nevertheless, it gave children
the opportunity to actively participate in the family economy, to master
basic literacy and to learn the rudimentary foundations of certain subjects
in their usual living conditions [see: 2].

However, even this limited educational model did not fit with nomadic
tribes and ethnic groups, as well as families of shift workers. Their children
were sent to boarding schools, which provided training in accordance with
the state educational standard, taught schoolchildren to use civilizational
achievements, and also contributed to their socialization. However,
boarding schools were criticized for discriminating against indigenous
people and forcibly imposing a new way of life, completely alien to many
of them. Parents also complained that, staying away from their families,
children lost the skills necessary for running family trades and successfully
practicing traditional crafts, and acquired bad habits from the point of
view of parents that could not be maintained in their usual environment.

In the Soviet Union, home schooling was not encouraged, and a
boarding school model was chosen as the basic one. For children of the
peoples of the Far North, education in boarding schools was compulsory,
and since their parents actively opposed it, the children were forcibly taken
and brought to the boarding school by the police. There were frequent
cases of children’s abduction from boarding schools by their parents. This
led to many dramatic clashes and psychological trauma in children.

Thus, the boarding school system for children of the Far North
peoples and tribes planted a whole range of social, psychological, genetic,
medical, communicative, cultural problems, systemic solution for which
was postponed for decades.

From 1991 to 2011, the author of this article repeatedly visited
Yakutia, Tyva, the Far East and Chukotka and participated in the evaluation
of educational models developed for the indigenous peoples of these
regions, and communicated directly with people who have gone through
the boarding school system. It was during this period that the state
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developed Federal Target Program “Children of the North”, which has not
lost any of its relevance. In the feasibility study for the development of the
Federal Target Program (FTP), it is said that “the extra-familial socialization
of a significant part of children and adolescents presents a particular
problem. The system of boarding schools in the conditions of the North
leads not only to the loss of children’s connections with the family, but
also to the loss of their national traditions, knowledge of their people’s
culture, their way of life” [3].

Much scientific research in the spheres of history, culture and
medicine has been conducted under the auspice of this FTP. E. Lyarskaya
notes that “all indigenous peoples of the North had their own systems
of socialization for children, which, according to a number of features
(teaching methods, attitudes toward children, etc.), were fundamentally
different from the formal education and training system that existed in
European schools” [4, p. 3]. However, the Ministry of Education chose
boarding schools as the basic educational model, which resulted in this
type of education becoming universal and compulsory from the second
half of 1950 for children of indigenous nationalities, regardless of the will
of the parents. At the same time, the system operated so intensively that it
removed all children from their families for long periods of time (9 months
a year for 8-10 years). Lyarskaya explains that schoolchildren in boarding
schools “had to wear unusual clothes, switch to a different type of food,
most adults talked to children during their studies in Russian. In some
periods of time, children were forbidden to communicate in their native
language even among themselves” [4, p. 3].

S. Kondratovich in a study on the state of health of students in such
schools, noted that being apart from their families and changing their
traditional food for mixed or «European” one, suffered psychological
stress, which ultimately affected the «indicators of the health of Aboriginal
children of the Far North” [5, p. 10]. N. Semenova, whose research was
supported by government grants under the aforementioned Federal
Target Program, directly links violent changes in the traditional way of life
of the indigenous peoples of the North with a decrease in their resilience,
which manifested itself in a “high mortality rate due to unnatural causes
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—injuries, poisoning, accidents, murders and suicide” [6, p. 40—-41]. These
indicators significantly exceeded the national average.

Such a situation with the education in the sparsely populated areas
of Siberia and the North turned out to be quite lasting. Boarding schools
used old approaches or their elements, which proved to be inefficient
or even harmful for children. This was largely due to extreme digital
backwardness of areas, financial and technical impossibility to ensure
stable communication there, lack of uninterrupted power supply and
developed infrastructure. The possibilities of using radio for educational
purposes were implemented in a limited way, the sources of which
lie in the sphere of propaganda and dissemination of popular science
knowledge. The famous researcher of the history of radio A.A. Scherel
notes that “in 1928 the University of Workers and Peasants was established
by radio. At first it consisted of three faculties (general education, anti-
religious and cooperative), and then two more appeared—pedagogical
and agricultural ... the mass character of primary educational work on the
radio was combined with a differentiated account of the requirements of
the audience. ...

The radio university gave certain knowledge of the Russian language,
mathematics and social science, knowledge and skills in administrative
business, information on the trade union movement and professional
work” [7, p. 89]. Despite the fact that Soviet broadcasting was famous for
its scientific and educational programs for all categories of listeners, it did
not become the main educational tool in remote areas of the country. In
this regard, it is interesting to consider the extremely successful experience
of the educational model applied in sparsely populated Australian regions.

In the 1930s, a fundamentally new form of education began to
emerge in Australia—one of the prototypes of distance learning. It was
named the School of the Air and was originally created on the basis of
the Flying Doctor Royal Service. To understand the need for such an
institution and assess the value of this innovation, one needs to know
some background to the issue. According to the Canadian expert in the
field of educational innovations G. Veletsianos, “what makes technologies
and practices emerging are not specific technologies or practices, but
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the environments in which particular technologies or practices operate.
This definition recognizes that learning, teaching and scholarship are
sociocultural phenomena situated in specific contexts and influenced by
the cultures in which they take place” [8, p. 112].

Even now, in 2018, the average population density in Australia is 3.22
people per square kilometer, and in the least densely populated areas,
for example, in the Northern Territory—0,2 people per square kilometer.
Until the 1940s, 90% of the population lived in large cities in the southeast
of the continent [see: 9]. The only reliable communication was provided
by the telegraph, and radio frequencies were open only to military and
emergency services. This opportunity was not available everywhere, and
most people had to travel long distances for radio or telephone contacts
with services or authorities. The opportunity to consult a doctor, especially
in an emergency, was practically absent: the nearest doctor was often
several thousand kilometers away.

In the early twentieth century, the Presbyterian minister John
Flynn, who served in sparsely populated territories and traveled a lot,
got very much involved in the efforts to solve this problem. Beginning
in 1912, he began to develop the Christian mission, under which doctors
worked. Nevertheless, the problem of accessibility and, most importantly,
communication with doctors, even for consultation, was not yet resolved.
However, it was thanks to J. Flynn that revolutionary infrastructure
changes were made in Australia in the fields of communication, health
care, and education [see more about it: 10; 11].}

Firstly, in 1918, he organized a fundraiser for the rental of a light
aircraft starting the first flights of a doctor by several so-called “stations” —
large livestock farms, where, apart from the owners’ family, hired helpers
lived with their families and other personnel, including seasonal workers
(for example, shearers). These were single flights, very expensive, but
quite successful.

Secondly, concerned about the problem of communication that could
replace telegraph, John Flynn found funds to finance the experiments of

* Flying Doctor Royal Service site [12] contains information on his input in the development of this
infrastructure.
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the Australian engineer-inventor Alfred Traeger with radio transceivers,
which combined the receiver and transmitter and used Morse code. Flynn
rightly believed that the distribution of transceivers to all remote stations
would make medical consultations possible and reduce the number
of flights needed for emergency care and the evacuation of seriously
ill patients. One of the main obstacles to this was the almost complete
lack of electricity supply in most parts of the continent. In 1926, Traeger
developed, and Flynn tested the first transceiver, which was powered by
a compact generator with a range of 150 miles. Its operation required
two people—one to start the generator, the other to send and receive
messages. By the end of 1927, Traeger perfected his invention, which was
called «pedal radio.» The operator used feet to pedal a portable dynamo,
so the hands were free to type a message that was converted to a Morse
signal and decoded by the receiving party. These two innovative ideas
formed the basis of the most significant infrastructural changes on the
continent in the twentieth century [see: 13; 14].

The photo from the archives of the National Library of Australia.
Alfred Traeger demonstrates pedal radio operation?

2 URL of the source: https://blogs.adelaide.edu.au/arts/2016/05/02/7-may-2016-the-pedal-radio-
man (12.12.2018).
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In 1928, John Flynn received funding for a pilot project called
Aviation Medical Service [see: 14; 15]. This was the mantle of security
he had dreamt of. The project was designed for one year. An aircraft was
leased and equipped for it on a permanent basis, a pilot and a general
doctor were hired, and over 100 sets of pedal radios were purchased
and distributed in Queensland. Stations and settlements were supplied
with standardized first-aid kits with numbered packages of drugs, and
in consultation the doctor could issue prescription by mentioning
the appropriate number. This type of radio immediately became very
popular on farms, stations, in missions and aboriginal settlements. Pedal
radio not only provided much needed support in remote and sparsely
populated areas, but also provided an opportunity for socialization for
families and neighbors scattered over a vast territory. To do this, outside
the normal radio exchange hours, a so-called “galah hour” was provided
(after the name of the local bird, which was distinguished by constant
loud chirping), during which free conversations were allowed between
settlements and stations where transceivers were installed. Pedal radio
took away sense of isolation from civilization and became an important
factor in the further development of the territories. Alfred Traeger
continued his painstaking work on improving it, which in the late 1930s
led to the possibility of using a pedal radio with voice messaging, greatly
simplifying and expanding the possibilities of its use.

Using this type of communication, medical aviation was developed
and improved, and in the postwar years was transformed into the world’s
first full-scale aeromedical service with the support of Qantas Airlines. It
was named the Flying Doctor Royal Service with the Operations Center in
Alice Springs, the third largest city in the Northern territories [see: 12]. It
was there, thanks to the pedal radio, where the revolution in education
began, when on June 8, 1951 the first lesson at the School on the Air was
broadcast. Until that time, children of primary and secondary school age
were studying either in boarding schools, thousands of kilometers from
their relatives, or were home schooled. At large stations all the children
were tutored by the most competent woman from the members of the
families living there, at the largest stations, the accountant performed the
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functions of a tutor. In the 1940s, the owners of a large station could hire a
professional to accelerate the preparation of children for boarding school.
As a rule, public schools sent test materials by the postal service to the
families for semi-annual mid-term control without obligation to provide
results to the educational organizations.

The photo from the archives of the National Library of Australia.
Pedal radio with voice messaging®

The School on the Air has become an innovative project in
distance education. For the first time in history, children of school age
from remote regions of the country had the opportunity to study on a
schedule, communicating with the teacher and other students by the
radio. From the very first days, a clear curriculum was designed, as well
as a methodology for conducting studies. A group lesson began every
day at an appointed time when students were to be near the transceiver.
Even then, for children with special needs, individual lessons were
provided for. After the lesson, students continued to study and do their
homework under the supervision of an adult, older child, or home tutor
[ see in detail: 16].

3 URL of the source: https://www.yakhnov.ru/pedal-powered-transceiver (21.12.2018).
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The School of the Air lesson in 1951

Completed homework was sent to the School of the Air by mail or
by the Flying Doctor Royal Service planes. The same services delivered
radio equipment, textbooks, laboratory kits and research materials.

The development of the School of the Air was proceeding rapidly
and qualitatively changed the educational landscape of the entire
continent. Developing initially on the basis of the “Flying Doctor” Royal
Service Transport Hubs, the School of the Air began to create its own
operational hubs, quickly introducing all the technical and methodological
innovations. Already in the 1960s, distance learning was supplemented
by annual student gatherings. At the same time, regular detours and
overflights of the stations were made by teachers with the aim of
getting acquainted with the students, detailing their educational needs
and providing methodological assistance to parents and local tutors. In
addition to the educational function, pedal radio continued to play an
important role for the socialization of children from remote areas. For
the first time in their lives they were provided with an opportunity to

4 URL of the source: https://www.flickr.com/photos/queenslandstatearchives/27441094991
(13.12.2018).
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meet peers other than from a limited number of residents of a station
or family members. To understand the scale of the Outback distances
let’s consider the example of the School of the Air Mount Isa hub. They
annually teach approximately 200 children, located on a territory that
is difficult to reach during the rainy seasons, equal in size to the area of
France (800,000 square kilometers). The School of the Air Alice Springs
annually trains about 120 children who live in an area of 1.3 million
square kilometers [see: 17].

A pupil is joining the class using satellite telephone. Photo by Darryl Cooper®

By 2005, pedal radio as an educational medium was replaced almost
everywhere by telephone communications, and as Internet technologies
spread in remote areas, most hubs and radio stations of the School of the
Air switched to the type of communications in question. Nevertheless,
the format of classes remained the same, only the meetings of students,
due to the development of transport infrastructure, are held nowadays
3-4 times a year. As noted by M. Simonson and D.J. Seepersaud, leading

> URL of the source: https://i.guim.co.uk/img/static/sys-images/Guardian/Pix/pictures
/2010/04/21/
Australia-school-of-the-air.jpg?width=620&quality=45&auto=format&fit=max&dpr=2&s=b74c
a50b8af5e38d6¢cb25cc26d5fd875. [14.12.2018.]
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experts in the field of distance education, “increasingly, the popular
press and the educational literature talk about distance education...as
virtual education that happens in a virtual school. Most definitions of
distance education do not imply anything virtual or potential, or pseudo.
Rather, distance education is as real and actual as education can be” [18,
p. 16]. Research conducted over the past 60 years by the Department of
Education of Australia convincingly proves that the educational results of
the School of the Air pupils are not only not lower, but often higher than
similar results obtained by traditional schools’ pupils. This is largely due
to the fact that pupils of the School of the Air master the educational
material in the most comfortable environment, at an individual
educational pace, taking into account personal cognitive characteristics,
with the continuous use of the most advanced communication
technologies.

It should also be emphasized that during the entire existence of
the School of the Air, the formation of programs and the development
of teaching methods were conducted on a serious scientific basis. Long
before the introduction of relevant terminology into our everyday life,
special attention was paid to evaluation tools and educational results.
Analyzing the experience of the School of the Air, one cannot fail to see
almost complete coincidences with modern approaches, summarized
in the monograph of the leading specialist in the field of measurement
in distance education A. Catalano. These include “greater variety and
authenticity in the design of assessments; improved learner engagement,
for example through interactive formative assessments with adaptive
feedback; choice in timing and location of assessments; capture of wider
skills and attributes not easily assessed by other means, for example
through simulations, e-portfolios and interactive games; efficient
submission, marking, moderation and data storage processes; consistent
accurate results with opportunities to combine human and computer
marking; increased opportunities for learners to act on feedback, for
example by reflection in e-portfolios; innovative approaches based around
use of creative media and online peer and self-assessment” [19, p. 24].
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In one form or another, these approaches are present in the models
of distance education implemented in various countries of the world;
however, it was the School of the Air that, during its evolution, managed
to incorporate and adapt all the above-mentioned characteristics to its
specificity.

Based on the researched material, the author can conclude that
both national Australian services, the Flying Doctor Royal Service and the
School of the Air, which started as local projects and owed their popularity
to the invention of pedal radio, are actively working and continue to
evolve. Thanks to their efforts, the Australian government has recognized
the need to invest in communications infrastructure. Since 2006, more
than 30,000 schoolchildren have entered a new era in online education.
Residents of remote areas have access to real-time streaming video,
high-resolution graphics, full-duplex audio, two-way data exchange, and
application sharing. This was made possible through the use of two-way
and unidirectional satellite technologies by broadband Internet service
providers. The main satellite in Sydney is connected with training studios
in 6 large School of the Air hubs and with all the centers of the Flying
Doctor Royal Service. The history of these two infrastructures, the most
important for the development of any remote, inaccessible and sparsely
populated areas of the world (namely, these areas are often the most
promising basis for the development of the mining industries), in our
view, is very instructive and can serve as an effective model applicable in
various countries, including Russia. It can be indicative that the project,
which began with the enthusiasm and vision of the Christian missionary,
engineer-inventor and wealthy entrepreneurs who believed in them,
quickly received government support, including financial support at all
levels. The foresight of the Australian government has ensured the long-
term viability of these services, their undoubted need and influence
on the development of the Australian society and national economy.
At the same time, the state provides all the conditions for their further
development, annually increasing budget expenditures on expanding
the coverage of digitalization of territories and qualitative improvement
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of communication channels with them. The success story of the Flying
Doctor Royal Service and School of the Air is a convincing evidence that
innovative technologies adapted to the conditions of life and calibrated
in accordance with real needs can provide productive results and stable
development in key social areas®.

In general, the study of international practices of distance learning,
learning via the Internet, e-learning, digital learning, as well as personal
experience gained through the development of the northern regions of
Russia, allowed the author of this article to determine its fundamentally
important elements that are required to be present:

1) The teaching is carried out and regulated by educational
institutions.

2) The term “distance” refers to geographic and / or temporal
distance between students, as well as between students and teachers.

3) The interactivity of learning is extremely important; students are
connected with each other and with the teacher.

4) Psychological comfort of learning process, as well as a properly
structured program and accessibility help overcome intellectual, cultural,
and social differences between students.

5) The efficiency and sustainability of the intermediary service
(postal service, radio, Internet, e-mail, etc.), as well as its ease of use, are
extremely important.

6) The interchange among students with learning experience through
various resources, including those created by the students themselves
(audio, video, storytelling, books), also plays an extraordinarily important
role.

Given the growing demand for distance education, the author finds
it useful to develop relevant programs based on the above components,
which will certainly increase their effectiveness.

© The site of the first School of the Air in Alice Springs [see: 20] contains a lot of information about
its history, while National Geographic [see: 21] and the New South Wales Department of Education
[see: 22] in their video films talk about the current Schools of the Air operation.
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AHHOTaumA. B cBA3M € Tem, 4TO B NepBol NonoBMHe XX BeKa, XapaKTepunso-
BaBLUENMCA Pa3BUTUEM HEOCBOEHHbIX MaJIOHAaCeNEHHbIX TEPPUTOPUIA, Npa-
BuTenbcTBa KaHagbl, CCCP 1 ABcTpanum onpoboBanu pasnnyHblie 06paso-
BaTe/IbHble MOAENWN A1 MECTHOTO HaceNeHuA, CTaTbA NOCBALLEHa aHaIN3y
WX UCTOPUWU U PasHbIX TUNOB OOYyYEHMA LUKONbHWKOB. B paHHem onbiTe
WHTEPHATCKOro 06pa3oBaHMA PACKPbIBAlOTCA HEraTMBHble NOCAeACTBUS,
B 6onee 3pesom, OCHOBAHHOM Ha BHEAPEHWUWU CUCTEMbI paanoobyyeHums
(MmetoLLeit BOCTpebOBaHHOCTb M MO CeW AeHb), aHAM3UPYHOTCA NpPeano-
CbIIKM ee CO34aHuA 1 Pa3BUTUA. ABTOpP CTaTbW, MPUYACTHBIW K Pa3BUTUIO
coumanbHOM MHOPACTPYKTYpbl paitoHos KpaiiHero Cesepa Poccuu, noka-
3bIBaeT 3HayeHne M306peTeHHOro B TO Bpems MOPTATUBHOIO MeaasbHOro
pagmo ¢ ynpoLLeHHbIM BBOAOM U nosydeHnem MHGopmauuu. 3To pagmo
cAenano BO3MOXKHbIM co3aaHue 3o eKTUBHOM aBUaMeANLMHCKON MHpa-
CTPYKTYpbl B OTAa/IeHHbIX paioHax ABCTpaivm, pa3BuTUe KOTOPOM, B CBOKO
ouyepesb, MPUBEIO K OCYLLECTBIEHWUIO PEBOJIIOLMOHHOMO 0bpasoBaTesib-
HOro MpoekTa — AWcTaHuMoHHOro obyyeHusa aeteir B Lkone no Paguo.
Mcnonb3oBaHWe HOBEWLWMX TEXHOMOMUI U METOAMK Ha KaKAOM 3Tane pas-
BUTMA 06eCcneYnno BbICOKYIO NPOAYKTUBHOCTb U aKTyalbHOCTb 06eunx Bax-
HeMLWMX COLMANbHbIX CNYXKO.

KnioueBble cnoBa: AWCTAHUMOHHOE 06pa3oBaHMe, NefanbHOe paaumo,
MaHTuA 6e3onacHocTy, Koponesckas cnyxba «/letatowmii fokTop», LLKo-
na no Pagwmo.
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B 06pa3oBaTesibHbIX MOAENAX U KOHLLeMNTyaslbHbIX NoAxoAax K 06-
y4yeHuto 3a nocnegHune 10 net npomnsowin cepbesHble nepemeHbl. 3To
M MaccoBble OTKpbITble 0bpa3oBaTesibHble Kypcbl, U CMeLlaHHoe 06-
yyeHue (coBmelleHne obydyeHue OH-NalH C TPaAUUMOHHOW dopMOol
ayaMTopHOro obyyeHusa), 1 MoAeNb «NepeBepHYTON KNacCHOW KOMHa-
TbI» (MHBEPCUA TUMUYHOM OpraHU3aLLMm obyYeHns, Mpu KOTOPOW B Kaye-
CTBe AOMALUHEro 3afaHunaA yyalmneca CMOTPAT BUAEOYPOKM NO Teopun,
a B KJIACCe C yuMTe/NieM BbIMOMHAIOT NPAKTUYECKME 334aHUsA), U MOAeNb
STEM (HayKa, TeXHONOTUKN, UHXKEHEPUA, MaTeMaTMKa), KOTOpble TpaHC-
dopmupoBanncb B mogenb STEAM (HayKa, TEXHO/NOMMU, MHXKeEHepwus,
MCKyCCTBa, maTemaTuKa). CoBpeMeHHOoe BWAEHWE MepcnekTMBbl pas-
BUTUA C BHEAPEHMEM HOBbIX TEXHONOMMI M NOAXOAOB B 06pa3oBaHUM
eXerofHo NybanKyeT mexKayHapoaHaa skcnepTHaa rpynna «The New
Media Consortium». B ogHom 13 nocnegHux otdyetoB NMC Horizon
Report! (2018) B KauecTBe KAtOUYEBbLIX TPEHAO0B, KOTOPbIE BbI3bIBAOT He-
06X0AMMOCTb MOMCKOB HOBbIX TEXHONOTMUYECKUX PELUEHUI, OTMeYeHbI
pacTyllee BHUMaHWE K M3MepeHUto 06pa3oBaTesibHbIX Pe3ynbTaTos,
nepensiaHMpoBKa obpa3oBaTesibHbIX MPOCTPAHCTB, PaACcNPOCTPaHeHue
OTKPbITbIX 0Bpa3oBaTeNbHbIX PECYPCOB, BO3HUKHOBEHME HOBbIX HOpm
MEXANCUUMNIMHAPHBIX MOAeel, NPOABUMKEHWNE Ky/bTYypPbl MHHOBALM,
MeXBEeOMCTBEHHOE U MEXKOTpaCc/eBoe COTpyaHMYecTBo [cm.: 1].

Yuumesieaa so3pacmarowyto nonynapHocmes nodobHoz2o0 obyyeHus
Ha s8cex 0bpa3osamesbHbIX YPOBHAX (Ha4asbHoe, cpedHee, 8bicuiee,
acnupaHmypa, 00KMOpPaHmMypa) U OMHOCUMEsNbHYK Heuccnedo08aH-
HOCMb 3moli memMbi, HE06X0OUMO paccMmompems 00UH U3 MPOMomurios
cospemeHHoU modesnu OUCMAHYUOHHO20 06pa308aHUA.

KaK M3BECTHO elle 13 LIKOJIbHbIX KYpCcOB UCTOpPUU U reorpaduu, B
1930-x rogax KaHaga, CCCP n ABcTpanna aKTMBU3MPOBAAU YCUANA MO
M3YyYEeHUIO U Pa3BUTUIO CBOMX OFPOMHbIX HEOCBOEHHbIX pernoHos. Oa-

1 NMC Horizon Report — camas aBTOpUTETHaA IKCMEPTHAA MHCTUTYUMS, KoTopas noutn 15 nert
KaKabli rof, nybAUKyeT NPOorHo3 nNo HoBbIM rOpU3oHTaM B 06pa3oBaHuUu (ceiyac yxe no Tpu nNpo-
rHO3a B rof, — Mo CpesHemy, cpeaHemy nNpodeccMoHaNbHOMY M BbICLIEMY) CO BCEMM HOBbIMM
TPEHAAMM U NPOrHO3HLIMU CPOKAMM UX peann3aumun. AHanora B MMpe HeT, TONIbKO MO OYeHb Y3-
KUM OTpacnsam v npobaemam, Ho B HE6ObLLION CTeneHu.
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HOM M3 rNaBHbIX ABMIACb Npobsiema co34aHMA COOTBETCTBYIOLWEN 3¢-
beKTUBHOW MHOPACTPYKTYPbI (BKIOYAA TPAHCMOPT M CBA3b), KOTOPYHO
Hago 6bino pelwath be3oTnaratenibHO. 3T0 6bII0 BaXKHO HE TONbKO ANA
9KOHOMMYECKOTO POCTa, HO U AN Pa3BUTUA YeI0BEYECKMX Pecypcos.
Pagmo cTano OCHOBHbIM CPEACTBOM KOMMYHMKALMW B OTAANEHHbIX Yro/-
Kax aBCTPa/IMMCKOWM ryBUHKK, He3aceleHHbIX paioHax KaHaabl, a Takxke
Ha KpaiHem Cesepe Cosetckoro Cotosa.

Oco3HaBas HeobxoaMMOCTb AOCTYMHOro 06pa3oBaHMA Kak ANs Ko-
PEHHbIX HAPOAOB, TaK M ANA NepeceNeHLEeB, NPaBUTENbCTBA STUX CTPaH
OKasa/smcb nepej BbiIbOPOM ONTUMANbHOM WKOAbHOM Moaenu. B KaHa-
e B TeYeHMe MHOTUX SIeT 3TO 6blIM B OCHOBHOM [AOMALUHME 3aHATUA
WAV TaK Ha3blBaeMble «KOHCOIMAMPOBAHHbIE LWKO/bI» BAAAWU OT AOMA.
JomalwHee WKonbHOe 06pa3oBaHMe, Kak MPaBu/Io, He OTIMYANOCh Ka-
YecTBOM M pa3HoobpasuMem U He MO3BOAANO, 33 PEAKMMU UCKAOUYEHU-
AMM, NEPenTM Ha YPOBHU cpeaHero NnpodeccMoHaNbHOro AN BbiCLIEro
obpa3oBaHuA. Tem He MeHee OHO [1aBasio AETAM BO3MOXHOCTb aKTUBHO
y4acTBOBaTb B CEMEMHOM X035CTBE, OCBOMTb 6a30BYIO rPaMOTHOCTb U
M3y4nTb, NO KpaHel mepe, pyAMMEHTAapPHbIE OCHOBbI HEKOTOPbIX Npes-
METOB B MPUBbIYHbIX YCIOBUAX [CM.: 2].

OfHaKO Aake 3Ta OrpaHUYeHHas MoAe/b He NOAXOAMNa KOYEBbIM
niemMeHaMm 1 HapOAHOCTAM, a TaK¥Ke CEMbSAM BaxTOBUKOB. Mx aeTei Ha-
NPaBAAAN B LUKONbI-UHTEPHATbI, KOTOpble obecneynBanu obyyeHue B co-
OTBETCTBUM C roCcyapCcTBEHHbIM 06pa30BaTeNbHbIM CTAHAAPTOM, YYUIN
MONb30BATLCA UMBUIN3ALUMOHHBIMU OOCTUXKEHUAMM, @ TaKKe Cnocob-
CTBOBA/IN COLMANM3ALLMN WKOJIbHUKOB. TEM HE MEHEE LUKO/bl-MHTEPHA-
Tbl NOABEPraMCb KPUTUKE 33 AUCKPUMUHALMIO NPEeACTaBUTENEN KOPEH-
HbIX HaPOAHOCTEN Cpean CBEPCTHUKOB U HAaCU/IbCTBEHHOE HaBA3bIBaHWE
HOBOro 06pasa *KM3HU, COBEPLLIEHHO Yy A40r0 MHOTMM M3 HUX. Pogutenu
TaK)Ke »Ka/s0Ba/INCb, YTO, OCTABaAACh BAANMN OT CBOMX CEMEM, AeTU TEPANM
HaBbIKK, HeobxoaMMble A5 BEAEHUs CEMeMHOro X035A1UCTBa U yCreLHo-
o 3aHATUA TPAAMLMOHHbBIMU MPOMbIC/IAaMU, U MPUObpPETann BpeaHble, C
TOUKM 3peHUA poamuTenen, NPmMBbIYKKN, KOTOPbIE HEBO3MOMXHO BbIN0 NoA-
OEPXNBaTh B UX cpeae obutaHums.
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B CoBetckom Coto3ze gomallHee obydyeHne He NooLLPAIoCh, U B Ka-
yecTBe 6a3oBoOM 6bina BbibpaHa MHTEPHATCKasA Mogdenb obydyeHua. Ons
neten HapoaHocten KpaiHero CeBepa obyyeHue B MHTepHaTax Oblio
06s3aTeNbHbIM, U, MOCKONIbKY UX POAUTENM aKTUBHO BbICTyMNaan NPOTUB
aTOro, AeTei 3abupana M AOCTaBAANA B MHTEPHAT Muamuma. Hepeaku
6blIM CIly4au NOXULEHUA POAUTENAMU AETEeN U3 MHTEPHATOB. ITO BE/O
K MHOXeCTBY ApaMaTUYeCKMX CTOJIKHOBEHWUI W NMCUXOOTMYECKMM TPaB-
MaM y aeTel.

Taknm 0bpa3om, B CUCTEME MHTEPHATCKOro 0by4yeHuna getei Hapoa-
HocTelt KpaiHero CeBepa 80 8celi ocmpome ecman yenoili KoMrisneKkc
npobsaem — coyuasbHbIX, MCUX002UYECKUX, 2eHemu4ecKux, MeduyuH-
CKUX, KOMMYHUKAMUBHbIX, KY/1bMypoa02uveckux, CucCmemMHoe peuleHue
Komopbix 6bl710 OMA0HEHO HO Oecaimunemus.

B nepwnog ¢ 1991 no 2011 roapl aBTOP 3TUX CTPOK MHOTFOKPATHO
6biBan B AKyTMM, TbiBe, Ha [JanbHem BocToke 1 YyKoTKe, rae npuHUMan
yyacTue B oleHKe obpa3oBaTeNibHbIX Moaenel, pa3paboTaHHbIX 418 KO-
PEHHbIX HAPOAHOCTEN 3TUX PErMOHOB, U HEMOCPEeACTBEHHO 06LWANCca C
NOAbMM, NMPOLWIEALMMIN CUCTEMY MHTEPHATOB. MMEHHO B 3TOT NepUoA
6blna paspaboTaHa M He NoTepsna CBOEM aKTya/bHOCTU deaepanbHas
uenesas nporpamma «etn Cesepa». B obocHoBaHUKM pa3paboTku de-
AepanbHoi uenesoi nporpammbl (PLLM) ckasaHo, yTo «0CobYto Npobie-
My NpeAcTaBAseT NPenmyLLEeCTBEHHO BHECEMEHAA coLManm3auma 3Ha-
YUTENbHOM YacTW AeTein 1 NogpPocTKoB. CUCTEMA MHTEPHATOB B YC/10BUA
CeBepa NpUBOAMT He TO/IbKO K MOTepe CBA3eW AeTel C CeMbel, HO U K
yTpaTe MMM HALMOHAJIbHbIX TPAANUMM, 3HAHMA KY/IbTYPbl CBOEFO HApO-
Oa, ero obpasa KusHu» [3].

B pamKax BbINO/HEHWA 3TOW NPOrPamMmbl NMOABMUAOCL MHOTO Hayu-
HbIX MCCIeA0BaHUI KaK Ky/bTYPHO-UCTOPUYECKOrOo, Tak U MeAMLMHCKOTO
xapakTepa. E. /IApcKas oTMevaeT, UTo «y BCeX KOpeHHbIx Hapogos Ce-
BEpPa MUMeNNCb COOCTBEHHbIE CUCTEMbI COLMANMN3ALMN AETEN, KOTopble
no psay NpPU3sHakos (MeToAoB 0byYeHMUA, OTHOLWEHMUA K pebeHKy v T.4.)
NPUHLMMNMANBHO OTAMYAINCL OT POPManbHOM CUCTEeMbl 0BPa3oBaHMsA U
BOCMMUTAHMA, CyLLLECTBOBaBLLEN B eBponeickux wkonax» [4, c. 3]. OgHa-
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Ko MUHUCTEPCTBO NPOCBELLEHMA B KayecTBe 6a30Bo 06pa3oBaTe/ibHOM
MOZENM BbIOPaso WKONY-UHTEPHAT, BC/IeACTBUE Yero 0byyeHune B HeM Co
BTOpOWM nonosuHbl 1950 rogos AN AeTeit KOPeHHbIX HaLLMOHaNbHOCTEN,
He3aBMCMMO OT BOJIM poauTeNiei, cTano Bceobwmum n 06sa3aTesibHbIM.
Mpw 3TOM cucTemMa AeNCcTBOBA/Ia HACTONIbKO MHTEHCUMBHO, YTO M3biMana
BCEX AETEN U3 CEMel Ha Jo/TMe CPoKM (Mo 9 mecsLeB B rogy B TeyeHue
8-10 net). /lapckas NULLET, YTO LWKOJIbHUKAM B MHTEPHATaX «MNpPUXoau-
JI0Cb HOCUTb HEMPUBBIYHYIO OAEXKAY, NEPEXOAUTb Ha MHOW TUM NUTaHKS,
60/1bLUIMHCTBO B3POC/IbIX Pa3roBapMBaso C AeTbMM BO Bpemsa obyyeHusa
No-pyccku. B HeKoTopble nepuodbl BpeMeHU AeTaM 3anpelLanocb ob-
LATbCA Ha POAHOM fi3blKe U Mexay coboi» [4, c. 3].

C. KoHOpamosuyY B nccnefoBaHUK, NOCBALWEHHOM COCTOSHUIO 340-
POBbA YYaLLMXCA B TaKMX LUKOMAX, OTMeYana, YTo OHM, Haxom4acb B OT-
pblBE OT CEMbW, CMEHE TPAAMULMOHHOTO MUTAHUA CMELUAHHbIM UIN «EeB-
POMEeNCKMM», UCMbITbIBAZIN MCUXONOTUYECKUIA CTPECC, YTO, B KOHEYHOM
cyeTe, CKasblBa/loCb Ha «MHAMKATOPHbIX NMOKa3aTeNAx 340p0BbA AeTel
abopureHoB KpaiHero Cesepa» [5, c. 10]. H. CemeHosa, 4bu nccneno-
BaHMA ObIIM NOAAEP!KaHbl MPABUTENBCTBEHHbIMUM FPAHTAMM B pPaMKax
BblweynomaHyTon GLM, HanpAMYO CBA3bIBAET HACM/IbCTBEHHbIE Nepe-
MeHbl B TPAANLMOHHOM ¥KM3HEHHOM YK/1aZle KOPeHHbIX Hapoaos Cese-
pa CO CHUMKEHMEM UX KMU3HECTOMKOCTM, YTO NPOABMUAOCH «B BbICOKOM
YPOBHE CMEPTHOCTM OT HEECTECTBEHHbIX MPUYMH — TPaBM, OTPaBIEHUN,
Hec4yacTHbIX cyyaes, yOMcTs n camoybuiicte» [6, c. 40-41]. 31 noka-
3aTe/I CyLLLEeCTBEHHO NPEBbLICUIN CPeaHMe NoKasaTeIn No CTpaHe.

Takas cuTyaums c obpasoBaHMEM B MasloOHaCe/NIeHHbIX paoHax Cu-
6upn 1 CeBepa OKasasacb Becbma YCTOMYMBOM. B LUKONax-MHTEpPHATaX
CYLLECTBOBA/IM [lOKa3aBLUMe CBOK HeapdPEeKTMBHOCTb M Aaxke Bpes CTa-
pble NoaxoAbl UK UX 3NeMeHTbl. Bo MHOrom 3To Bbl/1o CBA3aHO C Kpali-
Helt UMdPOBOM OTCTANIOCTbIO PaioHOB, GUHAHCOBOM M TEXHUYECKOM
HEBO3MOMKHOCTbIO 06ecneynTb B HUX CTabU/IbHYIO CBA3b, OTCYTCTBMEM
b6ecnepeboMHOro sHepronuTaHmMa M pPasBUTON MHOPACTPYKTypbl. Bos-
MOYHOCTM UCMNO/b30BaHMA paano B obpasoBaTesbHblX LUenax 6blaun
peann3oBaHbl B OrPaHWYEHHOM BapWaHTE, UCTOKM KOTOPOro fiexaT B
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chepe nponaraHAbl U PACNPOCTPAHEHUA HAYYHO-MOMYAAPHbIX 3HAHWM.
M3BecTHbIM uccnegoBatenb UcTopun pagmo A. Lepenb oTmeyaert, yTto
«B 1928 rogy 6bin co3gaH Paboye-KpeCcTbAHCKUI YHUBEPCUTET NO Pagmo.
CHauana oH cocTosn 13 Tpex dakynbTeToB (0bleobpa3oBaTeNbHOrO, aH-
TUPENIUTMO3HOTO M KOONEPATUBHOIO), @ 3aTeM BO3HUK/IO elle ABa — ne-
[ArorMYyeckmii U CesIbCKOX03SMCTBEHHbIN.... MAacCOBOCTb 0b6Le0bpa3oBa-
TesIbHOM paboTbl NO pagmMo codeTanach ¢ anddepeHUMpPOBaAHHBIM YYETOM
TpeboBaHuit aygutopum [7, c. 89]. [daHHbIA pagnoyHUBepCUTET aAaBan
onpeaeneHHyto 6asy 3HaHUIA «NO PYCCKOMY A3bIKY, MaTeMaTUKe U obLe-
CTBOBEZEHWNIO, 3HAHWUA U YMEHMA N0 agMUHUCTPATUBHO-XO3ACTBEHHOMY
neny, ceefileHns no nNpopeccMoHaibHOMY ABUMKEHWIO U NPOdeccnoHanb-
HoW paboTe» [Tam ke]. HecMoTps Ha TO, YTO COBETCKOe pajuoBelaHue
C/1TaBUIOCb CBOMMM Hay4YHO-06pa3oBaTeNbHbIMMU MPOrPAMMaMK A/1A BCEX
KaTeropuit caywaTtenieit, OCHOBHbIM 06pa3oBaTe/ibHbIM MHCTPYMEHTOM B
OTAANEHHbIX PaiOHAX CTPaHbl OHO He CTaso. B 3ToM cBA3M MHTEpEeCcHO pac-
CMOTpPETb KpalHe ycneLwHbli1 onbIT 06pa3oBaTenbHOM MOAENN ManoHace-
JIEHHbIX aBCTPA/IUACKUX PETUOHOB.

B Asctpanuun B 1930-e roapl Havana CKAaAbIBaTbCA MPUHYUNUAAbHO
Ho8asA ¢hopma 0byyeHUs — 0OUH U3 MpPomomunog OUCMAHYUOHHO20 06-
yyeHus. OH bbin HasBaH LKool no Pagmo 1 nepBoHayaibHO CO34aH Ha
6a3e KoponeBcKoi cnyxobl «/leTatowmin 4oKTop». YToObl NOHATL HEOOXO-
OMMOCTb BO3HMKHOBEHMA NOAOOHOIO yyYpeaeH A U OLEHUTb 3HaYeHne
3TOro HOBOBBEAEHMA, HY)KHO 3HATb HEKOTOPYO NPeAbICTOPMIO BOMPOCa.
Kak yTBep»KaaeT KaHagCKuiA cneumanmct B 061acTm MHHOBaUMiA B 06paso-
BaHMM K. BenetcnaHoc, «To, 4TO CO34aeT TEXHOIOTUM U NMPAKTUKKU, — 3TO
He KOHKPETHbIe TEXHONOMMWN UKW NPAKTUKK, a Cpeaa, B KOTopol paboTatoT
onpeaeneHHble TEXHONOrMM UAn meTtoabl. MogobHaa nosnumsa nosBons-
€T NpU3HaTb, 4To 0byyeHMe, NpenogaBaHNe U YYEHOCTb ABASAOTCA COLMU-
OKY/IbTYPHbBIMW SIBNEHUAMMW, HAXOAALWMMMCA B KOHKPETHBIX KOHTEKCTaX U
noJ, BAUSHUEM KY/bTyp, B KOTOPbIX OHM pa3BuBatoTca» [8, c. 112].

Oaxe ceiyac, B 2018 roay, cpeaHAs NNOTHOCTb HaceneHus B As-
CTpanuu coctaBnneT 3,22 YenoBeKa Ha KBaApPaTHbIN KMJOMETP, a B Hau-
MeHee TyCTOHaceNeHHbIX paioHax, Hanpumep, B CeBepHon TeppuTo-
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pun — 0,2 yenoBeka Ha KBagpaTHbIKN Knnometp. Ao 1940-x rogos 90%
HaceneHuA NPOXKMBAIO B KPYMHbIX FOPOAAX HA FOrO-BOCTOKE KOHTUHEHTA
[cm.: 9]. EAMHCTBEHHbBIM HaAEeKHbIM CPeACTBOM CBA3M Obin Tenerpad, a
pPaAMoYacToTbl BbIIM OTKPbITbI TO/IbKO 419 BOEHHbIX U O/18 Ype3Bblyaii-
HbIX CUTyaLMIiA. DTa BO3MOXKHOCTb Obla AOCTYNHa Aa/eKo He Be3de, U
60/IbLUMHCTBY /ItOAEN NMPUXOAUIOCH MyTelecTBOBaTb Ha bosibwne pac-
CTOAHMA ANA Pagmo- UAK TenedOHHbIX KOHTAKTOB CO Cay»Kbamu mam
opraHamu BnacTn. Bo3amoXKHOCTb 06paTUTLCA K Bpavy, 0CO6EHHO B 3KC-
TPEHHON cUTyaumn, GaKTUYeCKM OTCYTCTBOBA/sA: BAMMKANLWLIMIA HepeaKo
HaXOAM/ICA 32 HECKO/IbKO TbICAY KU/IOMETPOB.

701 npobnemoli B Hayane XX BeKa CTa/ 3aHMMATbCA CBALWEHHMK
[>koH ®nHH, KOTopbI paboTan B MaioHACe/IEHHbIX TEPPUTOPUAX U MHO-
ro nyrewecrsoBan. HaunHaa ¢ 1912 roga, oH cTan pa3BmBaTb XPUCTUAH-
CKYH MWUCCUIO, MPU KOTOPOW paboTanu Bpaun. Tem He meHee npobnema
[OCTYNHOCTM M Camoe [1laBHOe — CBA3W C Bpayamu, XoTa 6bl U ANA KOH-
cynbTaumu, ewe He 6bina peweHa. OgHaKo MMeHHO 61arogapa PAnHHY,
B ABCTpanuu 6bl1M OCYLECTBAEHBI PEBONOLMOHHbIE MHOPACTPYKTYPHbIE
M3MeHeHMUs B chepax KOMMYHUKaLMK, 34PaBOOXPaHEHUNS 1 06pa3oBaHMsA
[noppobHee 06 3tom cm.: 10; 11]%. Bo-nepsbix, B8 1918 roay oH opraHu-
30Ban cbOp CPeacTB Ha apeHAy SIerKOMOTOPHOrO camosieTa A/ nepBo-
ro o6s1eTa BPauyoM HECKOJ/IbKMUX TaK Ha3blBAaEMbIX «CTaHLMIA» — KPYMHbIX
CKOTOBOAYECKUX XO3AWCTB, FAe, KPOME CeEMbM BNaAENbLEB, MPOXKMBAIM
HaeMHble MOMOLLHMKM C CEMbAMM WM MPOYMIA NEPCOHAN, BK/OYAA CE30H-
HbIX pabounx (Hanpumep, cTpuraneit). 3To ObIAN eANHUYHbIE NOMETbI, KO-
TOpble ABAANNCH O4EHb JOPOTMMM, HO BMOJIHE YCMELHbIMU.

Bo-BTOpbIX, ®NMHH, Byayum 03abouyeH npobaemoii cBa3n, cCnocobHom
3amMeHUTb TenerpadHyto, Hawen cpeacTsa Ans GUHaAHCMPOBAHMA SKCne-
PUMEHTOB aBCTPa/IUNCKOIO MHXeHepa-nsobpeTtatena Anbdppeaa Tpare-
pa C paguo TpaHcMBepamu, ob6beaMHABLUMMU MPUEMHUK U NepeaaTymK
M MCnosib30BaBLWMMK a3byky Mop3e. ®anHH cnpaBeaMBO Nosaras, Yto
pacnpocTpaHeHMe TPAaHCUMBEPOB MO BCEM OTAAJIEHHbIM CTAaHUMAM cae-

2 Ha caitte KoposieBckoit cny6bl «/letatowwmii 4oKTop» [12] MOXKHO 03HAaKOMUTLCA C MHPOPMaLLM-
el 0 ero BK/MaZe B CTAHOB/IEHWUM PACCMATPUBAEMON MHDPACTPYKTYPbI.
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NaeT BO3MOXKHbIMW BpayebHble KOHCYNbTalMM U COKPATUT KOMYECTBO
NnoNeToB 0 HEOOXOAMMbIX A/1A OKa3aHUA HEOT/I0KHOM MOMOLLM U 3Ba-
KyaLmn TAXKeN060bHbIX NauneHToB. OLHMM M3 OCHOBHbIX NPENATCTBUI
K 3TOMY 6blI0 MPAKTUYECKMU NOSIHOE OTCYTCTBME 3/1EKTPOCHAbXKeHUA Ha
6onbluel YacTn KOHTMHEHTa. B 1926 rogy Tparep paspabotan, a ®anHH
onpob6oBan nepsblii TpaHCUBEpP, PaboTaBLWMI OT KOMMNAKTHOIO reHepa-
Topa ¢ paaunycom genctsma 150 munb. Ana ero gencrema TpeboBanoch
[Ba YeNOBEKa — OAMH AJ/1A 3aMyCKa reHepaTopa, APYron A3 OTNPaBKU U1
Nnosly4eHuns coobLeHnin. Yike K KoHuy 1927 roga Tparep ycoBepLIEHCTBO-
Ba/N cBoe U30bpeTeHne, KoTopoe OblN0 Ha3BaHO «r1edasbHoEe Paduo».
Horamu onepatop KpyTun neganu nopTaTMBHOW AMHAMO-MaLUUHbI, a
pyKamun Habupan cooblieHune, KoTopoe Npeobpa3oBbiBasOCb B CUrHaN
Mop3e 1 gekogMpoBanocb NPUHMMABLLEN CTOPOHOM. ITU ABE MHHOBA-
LUWOHHbIE MAEWN NIern B OCHOBY CaMbIX CYLLECTBEHHbIX MHPPACTPYKTYp-
HbIX Npeobpa3oBaHMii HA KOHTUHEHTe B XX BeKe [cm. 06 atom: 13; 14].

National Lil A

doTorpadua 13 apxmsa HaumoHanbHOM 6MGAMOTEKM ABCTPANUMN.
Anbopepg Tparep AeMOHCTPUPYET paboTy neaasnbHOro paauo’

3 OpurmnHanbHoe n3obpaxenne cm.: URL: https://blogs.adelaide.edu.au/arts/2016/05/02/7-may-
2016-the-pedal-radio-man. [[daTta obpaweHua: 12.12.2018.]
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B 1928 roay ®nuvHH nonyumn ¢uHaHCMpOBaAHWE ANA peannsaumm
NPOBHOro NpPoeKTa, Ha3BaHHOTO «ABMALMOHHAA MeAMLMHCKAsA Cayxba»
[cm. 06 aTom: 14; 15]. 3TOT NpoeKT 6bln To MaHTuel 6besonacHocTu, o
KOTOPOW OH MeyTas, 1 Bbla paccymTaH Ha oAMH rog. Jna Hero Ha NocTosH-
HOW OCHOBe 6bln apeHAoBaH M OCHALLEH CaMOET, HAaHATbI MUAOT U Bpay
WwnpoKoro npoouns, 3akynieHo 6osee 100 KOMMNEKTOB NeAasibHOTO
pagmo, KoTopble bbliv po3gaHbl B WwWraTte KeuHcaeHa,. CTaHuuu 1 nocene-
HWA BbIIN CHABXKeHbI CTaHAAPTU3MPOBAHHBIMM anTeYKaMM C MPOHYMEPO-
BaHHbIMW YNaKOBKaMM JIEKAPCTB, U Ha KOHCY/NbTalMM Bpay MOr Ha3BaTb
HYKHbI HOMEP M cAenaTb HasHayeHue. ITOT BUA, PaAMOo Cpasy e cTan
o4YeHb NOoNyAAPHbIM Ha Pepmax, CTaHLMAX, B MUCCUAX U NOCeNeHumsax abo-
pureHoB. MegasbHOe pagmo He TO/IbKO 0becneyrBano NOALEPKKY Kn3-
HeLeATeIbHOCTM B Y a/IEHHbIX 1 MAJIOHACe/IeHHbIX PaloHax, HO M AaBaso
BO3MOXHOCTb COLMANM3aLUmMmn gns cemen n cocegen, pasbpocaHHbIX No
OrPOMHOI TeppuTopUK. [114 3TOro 3a paMKammn 4acoB 06bIYHOTO paamo-
obmeHa 6bin NPeayCcMOTPEH TaK Ha3biBaeMbIi «4ac ranax» (No Ha3BaHUIO
MECTHOW NTULbI, OT/INYABLIENCA NOCTOSAHHbIM FPOMKMUM YMPUKAHbEM), BO
BPEMSA KOTOPOro MeXAy NOCENeHUAMM U CTaHUMAMM, rae Obliv yCTaHOB-
JleHbl TPaHCUBEPDLI, paspelanncb cBoboaHble pasrosopbl. lNeganbHoe
pagmMo ANWWAO0 NOAEN, NPOXKUBABLUMX B OTAANEHHbIX PalloHax, YyBCTBa
M30/IMPOBAHHOCTA U OTOPBAHHOCTU OT UMBWIM3ALMM U CTaN0 BaXKHbIM
baKkTopom panbHenwero passuTUA Tepputopuin. Anbdpes Tparep npo-
[O/IKan Kponotameyto paboTy Haj, ero coBeplleHCTBOBaHWEM, YTO Mpu-
Be/10 B KOHUe 1930-x rogoB K BO3MOXKHOCTW MCMO/1b30BaHWA NeAabHOTO
paguo C rosocoBOW nepenayeit COOBLLEHWNI, CYLLECTBEHHO YNPOCTUB U
pacLIMpPUB BO3SMOXKHOCTU €ro NPUMEHEHMA.

Mcnonb3ya 3TOT BMA KOMMYHUKALWW, pa3BuMBanacb U COBEPLLEH-
CTBOBaNaCb MeAMUMHCKas aBuMaums, KoTopas B MOC/NEBOEHHble rofbl
6bln1a NpeobpasoBaHa B NePBYIO B MMpe NoJIHOMacwTabHyo aBnamegm-
LUMHCKYI0 CIY»KOy Npu noageprkKe aBMakomnaHmm KBaHTac v noayymna
Ha3BaHMe KoponeBscKan cnyxkba «JleTatowmii AOKTOP» C ONepaLnuoHHbIM
ueHTpom B Anuc-CnpuHre, TpeTbem No BeanymHe ropogom CeBepHoM
Tepputopum [cm.: 12].
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dotorpadua ns apxmea HaumoHanbHoOM 6UbAMOTEKM ABCTpaNnN.
MNepanbHoOe paamo ¢ ronocosoi GpyHKumen*

MmeHHO Tam, baarogaps neganbHOMY pPagmo, Havyanacb PeBOOLMSA
B chepe obpasoBaHua, Koraa 8 noHa 1951 roaa coctoanca nepsblit YPoK B
LLIkone no Pagmno. [Jo 3Toro BpemMmeHn AeTU MNAALIETO U CPEAHErO LWKONb-
HOro Bo3pacTta 06y4anncb MO0 B MHTEPHATAX 3a TbICAYM KUNOMETPOB OT
CBOMX POAHbIX, MO0 HAaXoANANCb Ha AOMalLHEM 0Oy4eHUn. Ha KpymnHbIX
CTaHUMAX CO BCEMMU AETbMM 3aHMManacb Hanbosee rpaMoTHanA KeHLLW-
Ha M3 YN€HOB NPOXKMBABLUMX TaM CEMEM, HA CaMbIX KPYMHbIX CTAHLMAX
bYHKUMM TbtOTOPA BbINOAHAN cyeToBOA,. B 1940-e roapbl xo3s€Ba KpPynHOM
CTAHUMM MOIIN HaHATb TbIOTOPA A8 YCKOPEHHOM MOAroTOBKU AeTel K
0by4yeHuto B MHTepHaTe. KaKk NpaBumao, rocyaapCTBEHHbIE LWKO/bl Hanpas-
NANY B CEMbM TECTOBblE MaTepuasibl NOAYrof0BOro pybeHoro KOHTPoA
noyToBOW cnykbol 6e3 0bsA3aTeNbHOro NpPeAoCTaBeHNs Pe3yIbTaToB B
0bpaszoBaTesibHble OpraHU3aLuK.

LLIkona no Pagmo ctana HOBAaTOPCKMM NMPOEKTOM B AUCTAHUMOHHOM
obpasoBaHuW. Briepsble B UCTOPUM AETU LLUKONBbHOrO BO3pacTa U3 OoTAa-
JIEHHbIX PErMOHOB CTPaHbl MOAYYMUIM BO3MOMKHOCTb YUMTLCA MO pPacnu-

4 URL: https://www.yakhnov.ru/pedal-powered-transceiver. [[lata o6pawenusa: 11.12.2018.]
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CaHWIo, 06LLAACH C yUMUTENIEM U APYTMMM yHEHMKaMM Mo paamo. C cambix
nepBbix AHEN BblN NPOAYMaH YETKUIA KYPPUKYIYM, 3 TaKKe MeToA0A0rMA
BeAeHMA 3aHATUI. [PYNNoBOW YPOK HaUMHACA KaXKabll leHb B YC/0BNEH-
HOe Bpems, Koraa YYeHWKM A0/KHbI 6blIM HaX0AUTbLCA Y TpaHCUBepa. Yike
Toraa Ana geTei c ocobeHHbIMU NOTPEeBbHOCTAMM NPesyCMaTPUBAIUCh UH-
AvBuayanbHble 3aHATHA. Moce ypoKa yyallmecs Npoao/Kaam 3aHMMATb-
CA U BbINOJIHATL AOMALLHEe 33aHne nog, MPUCMOTPOM KOro-To U3 B3pOC-
NIbIX, AeTel CTapllero Bospacra Mb60 AoMalUHero TbioTopa [noapobHee
06 sTom cm.: 16].

Ypok B LLKone no Pagumo, 1951 roa®

BbINONHEHHbIE AOMAlLUHKE 3a4aHuA oTnpasaanucet B LLKony no Pa-
Ao noyton, nnmbo camonetamm KoponeBcKol cny»Kbbl «JleTarolmii A0K-
TOp». ITU Ke CepBUCbl AOCTaBAANN paanoobopyaoBaHme, y4ebHUKK, Na-
b6opaTopHble Habopbl 1 UCCea0BaTENbCKME MaTepManbl.

PassuTme LLUKoAbl No Paano wno 6bICTPbIMM TEMNAMM U KauecTBEH-
HO M3MeHWI0 06pa3oBaTe/IbHbIN NAaHAWAPT BCEro KOHTUHEHTa. DyHK-
LUMOHMPYA NepBOHaAYaNbHO Ha 6ase TPaHCMOPTHbIX Y3108 KoposnescKoi
cnyxbbl «/JleTatowmnin gokTop», LLIKona no Pagmo Hayana co3gaBaTtbh CBOM

5 URL: https://www.flickr.com/photos/queenslandstatearchives/27441094991. [[ata o6palue-
HuA: 13.12.2018.]
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cobCcTBEHHbIE OMnepauUMoHHbIe LEHTPbI (Xabbl), onepaTMBHO BHeApsAs Bce
TEXHUYECKME U METOA0/I0TMYECKME KOMMYHMKALMOHHbIE HOBLLUECTBA. YiKe
B 1960-e roabl ANCTaHUMOHHOE 0b6yYeHUne Obls10 4ONOAHEHO eXKeroAHbIMK
CNeTaMM YYEHUKOB. B TO e Bpemsa CTaHOBATCA peryiapHbiMm 06be3abl 1
06/1eTbl CTaHUMM YUUTENAMU C LeNblo 6onee 611M3KOro 3HAKOMCTBaA C yye-
HWKaMM, NoAPOOHOrO BbICHEHUA MX 0bOpa3oBaTe/bHbIX NMOTPebHOCTEN
M OKa3aHWs METOAMYECKON MOMOLLM POAUTENSIM U MECTHBIM TbOTOPAM.
MommMmo obpasoBaTesibHON GYHKLMM, NedanbHoe Paguo NpPoAo/Kano
UrpaTb BaXKHYI0 POab B COLMANU3aALMM AeTeN M3 OTAANIEHHbIX PAMOHOB,
TaK KaK BNepBble B MX KM3HM [4aBaN0 BOSMOXHOCTb MO3HAKOMMUTLCA CO
CBEPCTHUKAMM He U3 OTPAHUYEHHOIO YNCAA KUTENeN TON AN MHOW CTaH-
UMW UKW YNeHOB ceMbu. [1nA npeacTaBieHns NPOTAXKEHHOCTU PACCTOAHUM
npveeaem npumep xaba LKonbl no Pagno MayHT Uca. B rog Tam oby-
YaeTca npumepHo 200 geTel, NPOXKMBAKOLLMX HA TPYAHOAOCTYNHON B A0-
KANUBbIN CE30H TEPPUTOPUK, PaBHOM MO MacwTabam naowaamn ®paHumm
(800 000 kBagpaTHbIX KMAomeTpos). LLIkona no Pagno Anuc-CnpwuHrs ob-
yyaeT okoso 120 aeteit B ros, KOTOPbIE }KMUBYT Ha TEPPUTOPUM NNOLLAALIO
1,3 MMANMOHa KBagpaTHbIX KniomeTpos [cm.: 17].

K 2005 rogy nepanbHoe pagmMo Kak obpa3oBaTesibHbIM Meauym
6bl10 NOYTU Be3Ze 3aMeHeHO Ha TenedoHHble CpPeacTBa CBA3WM, A NO
Mepe pacnpocTpaHeHMa WHTepHEeT-TEXHONOTUIA B OTAA/IEHHbIX paii-
OHax 60nbWKHCTBO Xabos M cTaHuMi LLKonbl no Pagmo nepewnu Ha
paccMmaTpmMBaeMbl BUA KOMMYHUKaLMi. Tem He meHee dpopmaT 3aHA-
TUIN OCTa/ICA NPEXHUM, TONIbKO C/AETbl YY4EHMKOB, Barogapa pasBuTUIO
TPaHCMOPTHOM MHGPACTPYKTYPbI, NpoBoaaTcs 3—4 pasa B roa. Kak 6bis10
OTMEYEeHO BeAyLIMMM crneunannctamm B 061actv AUCTaHUMOHHOIO 06-
pasoBaHua M. CumoHcoHom U [. Cunepcofd, «BCe yalle nonynapHas
npecca n yuebHas nuTepaTtypa roBopaT 0 ANCTaHUMOHHOM OBYyYEeHUU ...
KaK 0 BUPTya/lbHOM 06pa3oBaHMM, KOTOPOE NPOUCXOAMUT B BUPTYa/IbHOM
wKosie. BOMbLWMHCTBO onpegeneHnin AUCTaHUMOHHOrO 06pa3oBaHMsA
He NoApPA3yMEBAOT HMUYEro BUMPTYA/IbHOTO UAM MOTEHLUMANBbHOTO, UK
ncesfo. Hanpotus, AUCTaHUMOHHOE 06pPa30BaHUE ABAAETCA TaKUM e
peanbHbIM M aKTya/ibHbIM, KaK W TpaauLmMoHHOe obpasoBaHue» [18, c.
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16]. UccnepoBaHus, NPOBOAMMbBIE Ha MPOTAMXKEHUU yxKe bonee 60 ner
[enaptameHTom obpasoBaHuUa ABCTpainK, LlOKa3blBatOT, YTOo 06pas3oBa-
Te/IbHble pe3ynbTaTbl y4eHUKoB LLIKoAbI M0 Paano He TONbKO HE HUXE, HO
YaCcTO OKa3blBaKOTCA Bblle aHaNI0MMUYHbIX PE3Y/bTaToB, MOYUYEHHbIX yye-
HWKaMM TPAAMLMOHHDBIX LIKO/. 9TO BO MHOFOM CBA3aHO C TEM, YTO y4ye-
HUKK LLIKoAbI No Paano ocBamnBatoT yuebHbIi maTepman B MaKCUManbHO
KOMQOPTHOM ANA HUX cpende, B UHAMBMAYANbHOM 06pa3oBaTe/ibHOM
TEMME C YYETOM JIMYHbIX KOTHUTUBHbIX XapaKTePUCTUK, C HENPEPbIBHbIM
MCMO/Nb30BaHMEM CaMbIX NEePeoBbIX KOMMYHUKALMOHHbIX TEXHONOTUNA.

LLIKoNbHUK NpUCOeaNHAETCA K YPOKY C MOMOLLbIO CMYTHUKOBOTO TenedoHa.
doto [eppuna Kynepa®

Heobxoammo TakKe NoavyepKHyTb, YTO 33 BCe BPeMA CyLLecTBOBa-
Hua LLIKonbl no Pagno dopmuposaHme nporpamm 1 pa3paboTka MeToauK
npenogaBaHMA BENUCb Ha Cepbe3HOoi Hay4yHoI 6a3se. 3agonro go BBeae-
HWA B Hal obmMxoA, COOTBETCTBYIOLLEN TEPMUHOIOTMU 0COH6OE BHUMaHUe
YAENANOCh OLEHOYHbIM cpeacTBaM M 06pa3oBaTe/ibHbIM pesysibTaTam.
AHanusumpysa onbiT LLKoabl no Pagno, Henb3A He yBUAETb NPaKTUYECKH

5 McTouHuK m3obpaskenus cm.: URL: https://i.guim.co.uk/img/static/sys-images/Guardian/Pix/
pictures/2010/04/21/Australia-school-of-the-air.jpg?width=620&quality=45&auto=format&fit=m
ax&dpr=2&s=b74ca50b8af5e38d6cb25cc26d5fd875. [[AaTa obpaweHusa: 14.12.2018.]
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MOJIHbIX COBMaAeHU C COBPEMEHHbIMU NOAX0AamK, 0606LEHHbIMU B
MoHorpaduu BeayLLero cneunaancta B 061actm MsmepeHuii B AUCTaH-
LUMOHHOM 06pasoBaHmM ImK KaTanaHo. K HUM OTHOCATCA «pasHoobpa-
31e M ayTEeHTUYHOCTb NPpM pa3paboTKe oLeHOK; 60/blIas BOBNEYEHHOCTb
yyalerocs B NpoLecc MHTEPAKTUBHbIX POPMATUBHbIX OLLEHOK C aJanTuB-
HOW 06paTHOM CBA3bIO; OLEHKA HaBbIKOB M KOMMETEHLMM, KOTopble He-
NIErKO OLEeHWUTb TPAAMLMOHHBIMUK crocobamu, Hanpumep, NocpesCcTBOM
CUMYNALMNI, INEKTPOHHBIX MNOPTHONANO U UHTEPAKTUBHBIX Urp; addek-
TUBHbIE NPOLECChl NPeACTaBAEHUS, MaPKMPOBKM U MOAEPALIMM OLLEHOK;
TOYHblE pe3ynbTaTbl, JOCTUraemMble MPU COYETAaHWMU YesIOBEYECKON W
KOMMbIOTEPHOM OLEHKM; pacliMpeHne BO3MOXKHOCTEN 06paTHOM CBA3M
ONA YYALLMXCA, HanpUMmep, NyTeEM OTPAXKEHUA B 3NEKTPOHHbIX nopTdo-
JIN0; UHHOBALMOHHbIE NMOAXObl, OCHOBAHHbIE Ha MCMNONb30BaHUN TBOP-
YeCKMX KOMMNOHEHTOB CPeACTB KOMMYHUKALLIMK U OHNalH-aHanu3a» [19,
C. 24]. B 1ol uAn nHoM dopme 3TV Noaxoabl NPUCYTCTBYIOT B MOAENAX
ANCTaHUMOHHOrO 06pa3oBaHMA, peannsyembiX B Pas/MYHbIX CTpaHax
MWpa, ogHaKo umeHHo LLkona no Pagmo B npouecce cBoei 380OLMM
cymena BobpaTb B cebs 1 afanTMpoBaTh K cBoel cneumduke BCe Bbille-
YNOMSAHYTbIE XapaKTEPUCTUKMN.

Ha OCHOBaHWWM NPOBEAEHHOr0 WUCC/NEAOBAHUA Mbl MOXEM CAENaTb
BbIBOZ, O TOM, Y4TO 06€e HaLMOHa IbHble aBCTPaNMICKMe CyKbbl, Kopones-
CKaa cnyxkba «Jletatowmii foktop» u LLKona no Pagno, HaumHaswmecs
KaK JIOKa/ibHble MPOEKTbl U 06A3aHHbIE CBOMM PacnpoCTpaHeHeM M30-
6peTeHNto NefanbHOro pagmno, akTMBHO PaboTakoT M NPOAOKAIOT Pa3Bu-
BaTbCA. baarogapa Ux ycuamnam aBCcTpasvinckoe nNpaBuTeIbCTBO NPU3HAN0
HEeobXxoAMMOCTb MHBECTUPOBAHUA B MHOPACTPYKTYpy cBasu. C 2006 roga
60nee 30000 WKONbHMKOB BCTYMWM B HOBYIO 3pY B OHNalH-00pa3oBaHuUM.
HuTenn otganeHHbIX TEPPUTOPUIA MMEIT JOCTYN K NOTOKOBLIM BUAEO B
peasibHOM BpPeMeHMU, rpaduKe BbICOKOrO paspeLleHus, NoHOAYNIEKCHO-
My ayAmo, ABYCTOPOHHEMY OBMeHY AaHHbIMU U BO3MOXKHOCTAM COBMECT-
HOrO UCMO/Ib30BaHWUA MPUIONKEHMIN. ITO CTaNO0 BO3MOXKHbIM Bnarogaps
MCMNO/Ib30BAHUIO ABYXCTOPOHHMUX W OAHOHAMPAB/AEHHbIX CMNYTHUKOBbIX
TEXHOMOTWUI ANA NPefOCTaBNeHUsA YCAYr LUMPOKONONOCHOMO MHTEepPHET-
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nposaiaepa. OCHOBHOM CyTHUK B CUAHee CBA3aH C y4ebHbIMM CTYANAMM
B 6 KpynHbIX Xabax LLIKonbl no Paamo u co Bcemu ueHTpamum Koponesckoi
cny6bl «JleTatowmii LokTop». UcTopua AByX 3TUX MHOPACTPYKTYP, BaXK-
Henwmx ana pas3BUTMA Nt06bIX OTAANEHHBIX, TPYAHOLOCTYMHbIX U MA/IOHa-
CefleHHbIX PaloHOB MMpa (a UMEHHO 3TV PAliOHbI Yalle BCEro SBAAOTCA
nepcnekTnBHoW 6a3oi pa3BnTUA 40ObIBAIOLLMX OTPACEN), C HALLEW TOYKU
3peHMA, O4EHb NOYYUTE/IbHA U MOXKET CNYKUTb 3GDEKTUBHOM MOAENbIO,
NPUMEHUMON B Pas3/IMYHbIX CTPaHaX, B TOM uucne u B Poccun. na Hac
MOET ObITb MOKA3aTeNbHbIM, YTO NPOEKT, HAYMHABLUMIACA Ha SHTY3Ma3me
M NOABUMXHUYECTBE XPUCTUAHCKOrO MWUCCUOHEPA, UHKeHepa-u3obpeTa-
TeNA U NOBEPMBLUNX B HUX COCTOATE/NbHbLIX NpeanpuHumatenei, bbicTpo
NONYYNN FOCYAAPCTBEHHYIO, B TOM YMcie U GUHAHCOBYIO NOAAEPKKY Ha
BCex ypoBHAX. [lanbHOBUAHOCTb NpaBuTenbCcTBa ABCTpanuu obecneunna
MHOTONIETHIOK KU3HECMOCOOHOCTb 3TUX CNY¥KO, UX HECOMHEHHYIO HY¥K-
HOCTb W BIMSIHWE Ha Pa3BUTUE aBCTPaA/IMIACKOro 06LecTsa U HaLMOHa M b-
HOI 9KOHOMWMKM. TpK 3TOM rocyaapcTBo obecneymBaeT Bce yC0BUA AA
JanbHenwWwero 34ecb NPorpecca, eXXerofHO yBeANUYNBasA pacxosbl broaxe-
Ta Ha pacwmpeHne oxsaTa LMPPOBM3ALIMM TEPPUTOPUI U KauyeCTBEHHOE
yAyyLleHne KaHanoB CBA3U C HUMMU.

Nctopua ycnexa LLKonbl no Pagno n Koponesckoin cnyxbbl «Jle-
TaloWMIN AOKTOP» ABAAeTca ybeauTenbHbIM CBUAETENBCTBOM TOFO, YTO
WHHOBALMOHHbIE TEXHO/IOTUM, aAANTUPOBAHHbIE K YC/IOBUAM XKU3Heae-
ATENbHOCTU U OTKAIMBPOBAHHbIE B COOTBETCTBMM C peasibHbiMK NOTPeb-
HOCTAMMW, MOryT obecrneynBaTb NPOAYKTUBHbIE PE3yabTaThl U CTabub-
HOE Pa3BUTUE B BaXKHEMLIMX COLMANbHBIX chepax’.

B Lenom aHanums 3apyberKHOM NPAKTUKM 0ByYeHUA C NPUMEHEHUEM
AVCTaHLMOHHBIX TEXHOOTUI, 0BYyYeHMA Yepes UHTEPHET, 3a04HOro 06-
YUYEHUA, INEKTPOHHOTO, 0BYUYEHMA «AUAMKUTANY, @ TaKXKe COBCTBEHHbIN
OnbIT, NONYYeHHbIW Bnarofapsa AeATeNIbHOCTU MO OCBOEHUIO CEBEPHbIX

" Ha caiite nepsoii LLIKonbl no Paguo B damc CnpuHre [cm.: 20] pasmeLeHo 40CTaTOYHO MHOTO CBe-
[eHnin 06 UCTOpUM BO3HUKHOBEHUA 3TOM MHCTUTYLLMK, TOrAa Kak ypHan «National Geographic»
[cm.: 21] m YnpasneHue obpasosaHus LLtaTa HoBblii KOXHBIN Yanbe [cm.: 22] B cBOMX BUAEOOUNb-
Max paccKasblBatoT O TOM, Kak pabotatoT LLIKosbl no Paauno B HacTosLlee Bpems.
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pailoHOB Poccum, MO3BONUAM aBTOPY AAHHOM CTaTbM ONpeaenuTb NpuH-
LUMMMANbHO BayKHbIE 3/1IEMEHTbI, KOTOpble 0653aHbl HbITb B PaCCMOTPEH-
HOM TUMe 0byyeHus:

1) O6pasoBaHMe OCYLLECTBAAETCA U PErNaMeHTMPYeTC yYebHbIMM

3aBefeHUAMM.

2) TepMUH « AUCTAHLMOHHDBINY NoapasymesaeT reorpadpuyeckyto u/

WM BPEMEHHYIO AMCTAHUMIO MEXKAY YYEHWKAMU, a TaKKe MexKay

YY4EeHUKaMU U yYntTenamu.

3) JoctynHoCTb M yao6cTBO 06yueHun, a TaKkKe NpPaBuibHO CTPYK-

TYpUpOBaHHasA NporpaMma NOMOratoT NPeoaoNeTh MHTENIeKTYaNb-

Hble, Ky/IbTYPHbIE U COLMabHbIE PA3IMUMA MEXAY YYEHUKaMMU.

4) WHTepaKTUBHOCTb OByyeHUAa ABASETCA KAHUYEeBbIM (GaKTOPOM,

YUYEHUKM CBSA3aHbI APYT C APYFOM U C yuyuUTeNem.

5) KpaliHe BaxKHa apPEKTUBHOCTb M YCTOMUYMBOCTb CepBMCa-nocpes-

HUKa (MouToBOM CANy6bl, PaaMOCBA3N, UHTEPHETA, SNEKTPOHHOM

MouThbl U T.A.), @ TaK»Ke ya06CTBO ero UCnosib30BaHMA.

6) B3aMmoobmeH OMbITOM Cpeaun YY4EeHUKOB Yyepes pa3HoobpasHble

pecypcbl, B TOM YAC/IE U CO34aHHble CAaMMMM yYeHUKamMm (ayamo, Bu-

[0, CTOPUTENIZINHT, KHUTK), TaKXKe UrpaeT HeobblYaliHO BaXKHYO PO/b.

B LLesloM aBCTPAIMIACKUI OMbIT PAa3BUTUA CTPAHbI MOCPeacTBOM bec-
npoBoAHON nepefadn MHOOPMALMM KaK MHCTUTYLMOHANLHOMO MPUH-
LuMna BO B3aMMOOTHOLLEHMAX obliecTBa M rocyaapcrsa ABAAETCA He-
06bI4aliHO NEPCMEKTUBHbIM, @ CUCTEMHOE ero U3y4eHue, HECOMHEHHO,
pacWMpUT MPOCTPAHCTBO aKaZeMMYeCcKoro 3HaHuA B MCCAea0BaHUAX
COBpPEMEHHbIX Moggesieit 0b6pa3oBaHNsA B KOHTEKCTE M3ydyeHUa npobne-
MaTMKM Macc-meama.
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