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AONCUUNINHAPHOE

N AONCKYPCUBHOE 3SHAHUE

B OTHOWEHWUW 3KPAHHbLIX U 3PEJTULLIHbIX
®OPM NCKYCCTBA:

MPOBNTEMA AEMAPRAL W

AHHOTauuA. Pa3geneHve 3HaHWA Ha AWUCLMNIMHAPHOE U AWCKYPCUBHOE
OKa3blBAaeTCA BO3MOMKHbIM, €C/IM CaMa LeATeNbHOCTb MO NPOAYLMPOBaHMIO
3HAHWMA PACCMaTPMBAETCA KaK Pa3BOPAYMBaAIOLAACA B MPUHLMNUANABHO
pasHbIX MO3HABATE/bHbIX CUTyaLuMsaX, 0bycnaBiMBalOWMX CneumduKry 3To-
ro 3HaHMA. BblaenseTca ABa OCHOBHbIX acMeKTa, N0 KOTOPbIM MOXET bbiTb
NpoBeAEeHO pasdeneHve 3HaHUA Ha AMCUMNAMHAPHOE WU AMUCKYPCWMBHOE.
MepBblii acnekT — 3TO0 NPUHUMNMANABLHAA NEpPBUYHAn GYHKLMA, KOTOPYIo
peanusyeT 3HaHue. N AUCLMNAMHAPHOIO 3HaHMA — 3TO 3aMecTUTeNbHaA,
YaCTUYHO 3aMeCTUTENbHAA UK, B KpalHEM Cyyae, YCII0BHO 3aMeCTUTESb-
Has QYHKUMA B OTHOLIEHWM No3HaBaemoro. [ns AMCKypcuBHOro — nobas
BHYTPU TOTO AUCKYPCUBHOIO €AMHCTBA, B YCAOBMAX KOTOPOro NpoayLupo-
Ba/NOCb 3HaHWe. BTOpPOWi acneKT — 3To Mepa COLManbHOM OTBETCTBEHHOCTH,
KOTOPYIO FOTOB HECTU UHAMBWA, UMM KONIEKTUBHDBIN CYOBEKT 3a TO 3HaHWeE,
KOTOpOe onpesenserca UM B Ka4ecTBe 3aMeCTUTENIbHOro B OTHOLIEHWUM Mo-
3HaBaemoro. 3a AMCUMMNIMHAPHOE 3HAHWE TaKyl OTBETCTBEHHOCTb HeceT
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co0bLWecTBO nccnenoBaTenei, obpasyoWmX AUCUMNANHAPHOE eAMHCTBO.
3a AMCKYPCMBHOE 3HAHWE B pacCMaTPUBAEMOM 3HaYeHWM OTBETCTBEHHOCTU
HWMKTO He HECeT, TaK KaK OHO M3Ha4a/bHO W He Mpeanonaraer Toro, YTo Ha
Hero MOoeT BO3/1araTbCA 3amecTuTenbHas GpyHKLMS.

B T0 e Bpema pasfeneHne rymaHUTapHOro 3HaHUA Ha AUCLMMNIMHAPHOE K
[VCKYPCUBHOE ABAAETCA 3aTPYAHMTE/bHBIM, TaK KaK AUCUMNIMHAPHOE 3Ha-
HWe, 32 HEBO3MOXXHOCTbIO GOPMUPOBAHUA NMOSHOLEHHOIO NapagurMasnbHoO-
rO 3HaHWA — EAMHCTBEHHO BO3MOMHOIO B aKTyasibHblii MOMEHT BPEMEHM
3HaHMA, B YCNOBUAX FyMaHWTapHOM HayKW, NLLIb BECbMa YC/I0BHO OTAENS-
€TCA OT 3HaHMA AUCKYPCUBHOrO. YCN0BME NMPOBeAeHUs TaKoro pasaeneHus
cBA3aHO ¢ GOpMMpPOBaHMEM CUTYaLMK Nepexoda OT HaTypasMCTUYECKOro K
[eATeNIbHOCTHOMY MOAXOAY K MO3HAHWIO, KOr4a no3HaBaeMbiM onpeaens-
€TCA He HeYyTo KOHKPETHOE, a caMa No3HaBaTe/IbHasA AeATeNbHOCTb B OTHO-
LUEHMM 3TOr0 HEYTO KOHKPETHOrO. B UTOre Takoe pasgeneHue no3BonaeT He
TO/IbKO MPUHLMMMAABHO MEHATb XapakTep GOPMMPYEMOro 3HaHWS B OTHO-
LWeHUM NpeameTa UCCefoBaHNA C KOHLENTYabHOro Ha MOMHOLEHHOE Te-
OpeTUYecKoe, HO 1 TPaHCPOPMMUPOBATL Cam MPUHLMM GYHKLMOHMPOBAHUA
ANCUMNANHAPHON NPeaMEeTHOCTH, B YCN0BUAX KOTOPOI NpoayLmpyeTca 3To
3HaHMe — Byab TO UCKYCCTBOBEAEHME, KYNbTYpoaorua uam eunocodus.
OCHOBbIBAACb HA flaHHOM METOA0/I0TMYECKOM MHCTPYMEHTapUK 060CHOBbI-
BAETCA MPUHLMMNMAbHAA BO3MOMHOCTb MPOBEAEHUA AeMapKaLum Mexay
OVUCUMNANHAPHBIM U AUCKYPCUBHBIM 3HAaHMEM B OTHOLIEHMM 3KPAHHbIX U
3penuLLHbiX GOPM MCKYCCTBA, a TaK}Ke No3TanHO KOHCTPYMPYETCA Ha CamoM
obuiem macwTtabe pacCMOTPEHMA OHTONIOTMYECKan cxema npeameTHoi o6-
Nact Ana AUCUMNIMHAPHOM NpeaMEeTHOCTU, NOo3HaBaeMbiM AS KOTOPOW
ABAAIOTCA, KaK camm 3T GOPMbI, TaK U AUCKYPCUBHAA NO3HaBaTE/IbHASA aK-
TUBHOCTb B UX OTHOLLEHUM.

Kniouesble cnoBa: MeToA0/10T1A UCKYCCTBOBEAEHWS, TEOPUA UCKYCCTBA, Ha-
yKa 06 UCKYCCTBe, HayKOBEAEHWE, SKPaHHbIe MCKYCCTBA, 3PE/ULLHbIE UCKYC-
CTBa, AUCUMMNIMHAPHOE 3HaHUE, AMCKYPCUBHOE 3HaHUWE, AeATe/IbHOCTHbIN
noAxof, OHTON0rM3aLma
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DISCIPLINARY

AND DISCURSIVE KNOWLEDGE
REGARDING SCREEN

AND SPECTACULAR FORMS OF ART:
THE PROBLEM OF DEMARCATION

Annotation. The separation of knowledge into the disciplinary and discursive
becomes possible when the activity of the production of knowledge itself
is examined as unfolding in essentially different cognitive situations which
determine the specific features of this knowledge. There are two main
aspects into which knowledge may be divided into the disciplinary and
the discursive. The first aspect is the essential primary function, which is
implemented by knowledge. For disciplinary knowledge it presents the
substitutionary, partially substitutionary or, as a last resort, conditionally
substitutionary function concerning the cognizable. For the discursive
it presents any type in that discursive unity in the conditions of which
knowledge was produced. The second aspect is the measure of social
responsibility which the individual or the collective subject is ready to bear
for the knowledge that is defined by him as substitutionary in regard to
the cognizable. The community of researchers who form disciplinary unity
bear such responsibility for disciplinary knowledge. There is nobody who
bears responsibility for discursive knowledge in the examined sense, since
it initially does not suppose that substitutionary function may be entrusted
to them.

At the same time, the division of humanitarian knowledge into the
disciplinary and the discursive presents itself as difficult, since disciplinary
knowledge, due to the impossibility of forming full-fledged paradigm-related
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knowledge—the only possible knowledge at the actual moment of time
in the conditions of humanitarian science,—is the sole one conditionally
separated from discursive knowledge. The condition of forming such a
separation is connected with the formation of the situation of transition
from the naturalistic to the activity-related approach to cognition, when
the cognizable is determined not as something concrete, but as cognitive
activity in relation to this certain concrete element. As a result, such kind
of separation makes it possible not only essentially to change the nature
of the generated knowledge concerning the subject of research from the
conceptual to the full-fledged theoretical variety, but also to transform the
principle of the functioning of disciplinary objectivity in the conditions of
which this knowledge is produced, whether it be art studies, culturology or
philosophy.

On the basis of this methodological instrument range, the essential
possibility of demarcation between disciplinary and discursive knowledge in
regards to the screen and the spectacular forms of art is substantiated, and
the ontological scheme of the subject area for the disciplinary objectivity
is constructed step by step on the most general scale of consideration,
for which both of these forms and the discursive cognitive activity in their
relation become cognizable.

Keywords: methodology of art studies, art theory, the science of art, science
studies, screen arts, spectacular arts, disciplinary knowledge, discursive
knowledge, activity approach, ontologization

MOHO KaK yrogHO OTHOCWUTbCA K CYLLECTBYIOLWEN AMCUMNANHAP-
HOW CTPYKTYpe HayKM 1 K HayKe BoobLLe — CTaBMTb NOA COMHEHWe auc-
UMNINMHAPHOCTb KaK MpPpUHUMN OpraHnsaunm 3HaHUA, UAWN OaXXe Camy
BO3MOXHOCTb Pa3fe/nieHns 3HaHUA Ha HayYHOe N HEHay4YyHOe, YTO, BMPO-
Yyem, XapaKTepusyeT He CTO/IbKO peasibHOe MOJIOKEeHWe AeN B CUCTEME
YeNIoBEYECKOr0 3HAHWMA, CKOIbKO KpaiHe CybbeKTUBHbIN XapaKTep Ta-
KOro poAa BbICKa3blBaHMI, HO Ha CTOALLMIA MOMEHT HET MHOW opraHu-
3aLMOHHOM CTPYKTYpPbI, KOTOpasa morsa bbl B3ATb Ha cebs coumanbHyto
OTBETCTBEHHOCTb 32 3aMECTUTE/IbHbIN XapaKTep 3HaHWA B OTHOLUEHMM
Nno3HaBaemMoro. Bce e KOHCTPYKTMBHbIE NOMbITKM NPeoaoneHna AUCL M-
NAMHAPHOCTU — HaNpuUMep, MAeu TPaHCAUCLMMNAMHAPHOCTM MOKa eLlle
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ABNAIOTCA BECbMa YTOMUYHbIMKUL. B TO »Ke Bpems eCcTb MHEHWE, YTO «MOo-
cne NoCTMOAEPHMUCTCKOrO «HATUCKa» Ky/bTYPHbIX UCCIeA0BaHUI HbIHE,
BO BTOpOM Aecatuaetum XXI B., ye MOXKHO CMeNo rosopuTb O CBOEO-
6pasHOM peHeccaHce AMcumMnanHapHoro npuHumna [5, c. 13].

Takum 06pasom, NPUHMMAA AUCUMNANHAPHbLIA NPUHLMN OpraHu-
3aUMM HAY4YHOro 3HaHMA Kak HenpobnemaTusnpyemoe [A0/KHOE, YTO-
6bl UMETb BO3MOMHOCTb YCTAaHAB/NMBATb KOHKPETHYIO ANCLMMINHAPHYIO
WAEHTUYHOCTb — MPOBOAUTL AEMAPKALMUIO MEXAY 3HAHMEM HAy4YHbIM
(AMcuMnAMHaPHBIM) U HEHAYUYHbIM (AUCKYPCUBHBIM), MEXAY 3HaHMAMMU,
COOTBETCTBYIOLWMMM CMEXHbBIM AUCUMNANHAM, HEOBXOANMO CHOKYCUPO-
BaTbCA Ha TOW METOA0/10MMM, KOTopan 06CYKMBAET CaM 3TOT MPUHLMN.

B cuTyalLmMmM OTCYTCTBUA WM XKe He MPUMEHEHUA B r'yMaHUTapHOM
HayKe, 1 B UCKYCCTBOBEAEHNN KaK ee CermeHTe, Takoro MeTogosiormye-
CKOTO MHCTPYMEHTApMS, C UCMOJIb30BaHNEM KOTOPOTO MOMKHO 6b110 6bl
NpeoaoneTb MPUHLMUMNNANbHYIO BapUaTUBHOCTb 3HAHUA B OTHOLUEHUK
OfHOrO 1 TOrO e (4To, Bnpoyem, no T. KyHy xapaKTepusyeT He TO/bKO
cneunduKy rymaHUMTapHOro 3HaHWA, HO M AonapaAurMasnbHbIA 3Tan B
Pa3BUTUM MOSIHOLLEHHOM HayKu, KoTopasa Aaa camoro T. KyHa CMHOHMK-
MUWYHa C eCTecTBEHHOW HayKoM [6, c. 34—48]), oka3biBaeTCcA HEBO3MOMK-
HbIM He TOJIbKO pelleHne Npobiembl AemapKauvmn AUCLMNANHAPHOIO
N AUCKYPCMBHOIO 3HaHWA B OTHOLLEHWUM OAHOrO U TOTO e, HO U cama
MoCTaHOBKa Takol npobaembl. MO3TOMY A1 KOHCTPYKTUBHOW paboThl C
npeameTom HacToAwel paboTbl — rpaHULLEN Mexay AUCUMNAUHAPHbIM

1TaK KaK HeT eAMHOW NPOrPaMMbl TPAHCAMCLMNANHAPHOCTH, TO YTOBbI HE BbIAENATH KAKOe-TO 04HO
M3 YaCTHbIX HANPaBNEHWI, YKaKeM Ha paboTbl, B KOTOPbIX CaMa AMCLMMNIMHAPHOCTb OKa3blBaeT-
€A B UccnenoBatenbckom GOKyce M NpeacTaBAfeTcs B TOM WM MHOM paKypce: BO-NepBbIX,—Ha
cTaTbto E. Cohen u S. Lloyd [1], B KOTOpO¥ aBTOPbI ONUCBLIBAIOT JIOTMKY 3BO/IIOLMOHHOIO Nepexoaa
AMCUMNAMH OT CBOETO UCXOAHOTO — AUCLMMMHAPHOMO NOMOMKEHUSA K TPAHCAUCLMNANHAPHOMY
KauecTBy, BO-BTOPbIX,—Ha paboty E.H. KHA3eBoW [2], B KOTOpOW aBTOp NPOBOAUT AeMapKaLmio
MEXKAY AVCLMNAMHAPHOCTBIO U TaKUMKM GOPMaMM OpraHU3aLmMmM HayYHOTO 3HAHWUA KaK MeXauc-
LMNAMHAPHOCTb U MOAMAMCLMUMINHAPHOCTD, B TPETbUX,—Ha Uccnegosarmne M.B. YepHukosoii [3],
A€ Mbl HAXOAMM PACCMOTPEHME TPAHCAUCLMNANHAPHOCTU B KOHTEKCTE KOHLENTA «3HaHMe» (4To
ABNAETCA YPE3BbIYANHO BAXKHBIM A8 HACTOALLEro UCCNef0BaHUA), U, HAKOHeL, —Ha KONEKTUB-
Hyto MoHorpadumio nog pegakumelt B. baxkaHosa u P.B. LWonbua [4], B KOTopble cobpaHbl paboTbl
KaK OTEYEeCTBEHHbIX, TaK U 3apybeskHbIX UCCaefoBaTeNel, MOCBALWLEHHbIE MAaKCUMa/IbHO LWMPOKO-
My CMeKTpy BOMPOCOB, CBA3aHHbIX C PEHOMEHOM TPAHCAUCLMMIMHAPHOCTY.
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W OUCKYPCUBHBIM 3HAHMEM B OTHOLLEHMM SKPAHHbIX U 3peNnLLHbIX Gopm
WCKYyCCTBa, BO-MepBblX, HEOBXOAMMO OMMCaTb MPUHLMMbI, NeKaline B
OCHOBE CamMOW BO3MOMKHOCTU AENeHWUA 3HAHMA Ha AUCLUNANHAPHOE U
ANCKYPCUBHOE, @, BO-BTOPbIX, ONPEAennTb TOT METOL0/I0TMYECKUI UH-
CTPYMEHTapWii, KOTopbI Obli Bbl ageKBaTeH ANs NPOBEAEHUSA TaKoW
rPaHuLbl B YC/IOBUAX T'YMaHUTapHOW HayKW, 4To, COBCTBEHHO, M NO3BO-
JINT peann3oBaTb LeNb JaHHOTO UCCNefoBaHMA — NpoBeAeHMe Aemap-
KaLMM Mexay AUCUUNIMHAPHBIM U AUCKYPCUBHBIM 3HAaHUEM B OTHOLLe-
HUW 3KPAHHBIX 1 3PENLLHBIX GOPM UCKYCCTBA.

1. 3SHAHUE: ANCUMNIMHAPHOE N ANCKYPCUBHOE

HecmoTps Ha To, UTO 3HaHWe — 3TO BCeraa MoZe/b NMO3HABAEMOro
(Beab B NPOTMBHOM C/ly4ae BCTAeT BOMPOC, @ 3HAaHME /N 3TO?), Ktoye-
BbIM A1A Nt060ro 3HaHMA ABAAETCA YCTAHOBNEHME OTHOLUEHUA MeXay
HWM M NO3HABaeMbIM, ONpesensiemoe Kak COOTBEeTCTBME, YaCTUYHOE CO-
OTBETCTBME WU, B KpaiHEM CNydae, ycnoBHoe cooTBeTcTeue. CobeTBeH-
HO, TO/IbKO MOC/E YCTAaHOB/EHWSA TAKOTO OTHOLIEHWUA MOYKHO FOBOPUTL O
KaKoM-TO MHPOPMaLMM MMEHHO KaK O 3HAaHUM.

B ycnoBUAX MHAMBUAYANbHOW NO3HABATE/NIbHOM CUTYaLMKU, MOXKHO
[0BO/IbCTBOBATLCA TEM, YTO HEMOCPEACTBEHHO HAaMM CAMUMM B aKTyaslb-
HbIAi MOMEHT KaKas-To MHGpOpPMaLma NPUHMMAETCA 3a 3HAHME B OTHOLLe-
HWM YEro-To KOHKPETHOTO — Befb [aXKe, eC/Nn 3TO C KaKOW-TO Apyro
TOUKM 3PEHMSA U He TaK, TO 34€eCb U ceiyac A1 Hac 3TO ABNAETCA GYHKLM-
OHa/IbHbIM U Y10B/IETBOPUTENbHBIM (B MPOTUBHOM C/lyYae MMetoLLancs
MHPOopMaLLMA He Bblia Obl NPUHATA 33 3HAHMA, BO3HWKA bbl ee npobne-
MaTM3aLmMa 1M NOUCK MHOM MHPOPMALMK, KOTopaa Moria Bbl OKa3aTbCA
3HaHUeMm).

B ycnoBuax A0AMCLUNANHAPHOW KOANEKTUBHOWM NO3HaBaTe/bHOM
CWUTYaLMK, Korga cybbeKTbl, peanusyiolive MO3HABATE/IbHYHO aKTUB-
HOCTb B OTHOLUEHUWM OZHOTO U TOTO Ke, He CBA3aHbl TAKUMMU eAMHbIMM
No3HaBaTe/IbHbIMM YCTAHOBKAaMM, KOTOPbIM He/b3s He C/1e0BaThb, a TakK-
e 0b6Lelt Lesblo, 3aK10YaloLLenca B co34aHUM eauHOro U HenpoTw-
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BOPEYMBOrO 3HAaHUA B OTHOLUEHWW NO3HABAEMOrO, HO UCK/IOYUTENBHO
0bWHOCTbIO GOKYCa MHTEpPeca, Ha KOTOPbIN HanpaBAAEeTCcAa No3HaBaTe b-
Has aKTMBHOCTb, BO-MEPBbIX, OKa3blBaeTcs BOOOLEe HeobA3aTeNbHbIM
YCTQHOBNEHMWE ONpPeAesIeHHOro OTHOLWEHMSA MeX Ay 3HaHMEM 1 COOTBET-
CTBYIOLLMM emMy Mo3HaBaeMbiM — 3HaHWe TpaHchopmupyeTcs B npes-
CTaBNeHMe (XoTA B onpeaeneHHbIX Cly4asX U BblaBaeMoe 3a 3HaHue),
a, BO-BTOpPbIX, NepBUYHaA GYHKLMA TOrO, YTO YC/IOBHO MOXHO Ha3BaTb
«3HaHWEM» OKa3blBAETCA BOBCE HE 3aMeCTUTE/IbHOW B OTHOLUEHUWN MO-
3HaBaemoro, a — Nt0baa BHYTPU TON OOLLHOCTM, B YC/IOBUAX KOTOPOW
6bln1a peannsoBaHa No3HaBaTe/IbHas AeATeNbHOCTb, B TOM YUCIE U B TOM
’Ke CamMoW, B OTHOLLEHWWN KOTOPOW M pa3BopayvMBanacb No3HaBaTe/IbHasn
aKTUBHOCTb. IMEHHO TaKoe 3HaHWe U MOXKeT ObITb OXapaKTepnsoBaHO
KaK AMCKYPCMBHOE — MPUHLMMNNANLHO BapuMaTUBHOE B OTHOLIEHWUW MO-
3HABAaEMOTO M CBA3AHHOE He TOJ/IbKO C YC/IOBHOCTAMM KOHKPETHbIX MO-
3HaBATE/IbHbIX YC/I0BUIA, @ C COBOKYMHOCTHIO MHOTO0HPa3HbIX onocpeso-
BaHHbIX GaKTOPOB.

OucumnavHapHas nosHaBaTebHaA cuTyauma GopmmpyeTca B Kave-
CTBE CBOEOOPA3HON MHCTUTYLMOHANIbHOM MOAENM ONTUMasIbHOM NO3Ha-
BaTe/IbHOM CUTyaL MM, NPeoao/sieBaloLLelt HegoCTaTKN NHAMBUAYAIbHOM
N He HopMUpyeMol UnKn He 3PPEeKTUBHO HOPMUPYEMOIN KONNEKTUBHOM
MO3HaBATE/IbHOM AKTUBHOCTU. [103TOMY ANA AAHHOM CUTyaLMM OCHOB-
HbIM ABAAETCA [MaBEHCTBO QYHKLMM NOAYYAaEMOro 3HAHUSA — 3aMecTu-
TeNbHOM (4aCTMYHO 3aMecTUTENIbHOM UK, B KPalHeEM Cayyae, YCI0BHO
3aMecTUTe/IbHOM) B OTHOLUEHMM MO3HAaBAaeMOro, Ha KoTopyto paboTaert
0HO3HaYHaA Lesib — Co3a4aHMe LLeSIOCTHOMO M HENPOTUBOPEYNBOTO 3Ha-
HWA B OTHOLLEHMM MO3HABAEMOr0, 3a KOTOPYH HECeT COLMabHYH OT-
BETCTBEHHOCTb Hay4yHoe cooblecTBo. [1A AOCTUXKEHUA AAHHOM Lenu
OKa3blBaeTca Heobxoamum efnHO0b6PasHbIV Mo3HasamesnoHsIl NpUHYUI,
KOTOpPbI Mor 6bl 6bITb NOIOXKEH B OCHOBY /1l060I NO3HaBaTeNbHOW Ae-
ATeNbHOCTM 6e30THOCUTE/IbHO cneundrKM NO3HABAaEeMOoro, a TaKKe Ta-
Koe cpedcmeo 8bipaXeHUs 3HAHUSA, KOTOpoe He 6blIo Bbl 3aBUCMMbIM
OT YC/OBHOCTEN ecTeCcTBEHHOrO s3blka. OaHAKo B camom obuiem mac-
wrabe — gna BCeM AAHHOCTM, AOCTYNHOW ANS MO3HAHWUA, HU TOTO, HU
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[ApYroro noka He obHapy*KMBaeTcs, M NO3HaBaeMOe CTaHOBUTCA YCNOBHO
pasgeneHHbIM Ha ABEe YacTu, KaX[oN M3 KOTOPbIX COOTBETCTBYET CBOSA
HayKa: ecmecmeeHHasA, AN AUCUMNANH BXOAALLMX B KOTOPYH Y/A0B-
NEeTBOPAIOLWMNM OKa3bIBAETCA OMbITHLIN MPUHUMM MONYYEHUA 3HAHUA U
BO3MOHOCTb ero Bepuoukauumn B ntobom mecte u B noboe Bpems, a
CPeAaCTBOM BblpaXKEHMS NONYYEHHOTO 3HAHWMA — OCHOBAHHbIN Ha maTe-
MaTuKe GOPMaNbHO-IOMMYECKUIA «A3bIK», U TaK Ha3blBaemas 2yMaHU-
mapHaa HayKa, AN KOTOPOM He HaXOAMUTCA HM e4MHOT0 No3HaBaTe/IbHO-
ro NMPUHLUMNA, HX abTEPHATMBHOMO eCTECTBEHHOMY A3bIKY CPeaCTBa A/A
BbIPaXEHUA 3HAHUA, BCIEACTBMNE YEro C TOUKM 3pEHUS eCTeCTBEHHOM Ha-
VKU r'yMaHUTapHas Hayka 1 obpasytolipne ee AUCLMNINHBI OKa3blBaOTCA
He Hay4yHbiMK, a GOpMMpPYyEMOE B MUX YCIOBUAX 3HAHME — BCE TEM Ke
OMCKYPCUBHBIM, TO €CTb MO CYTU U HE AUCLUMNANHAPHBIM.

OaHaKo, ecn C yTBEPXKAEHNEM O AMCKYPCUBHOM XapaKTepe 3HaHuA
B YC/I0BUAX NYMaHUTapPHOM HayKW Hesb3sl He COrnacuThbCs, TO BOBCE rO-
BOPUTb 06 OTCYTCTBMM B TOM K€ CaMOM 3HaHUKU AMCLMMNAUHAPHOIO Ha-
Yana ToXKe Hesb3A: NPU HaIMYNK PeasibHbIX aKaAeMUUYECKUX UHCTUTYLNIA,
CBA3aHHbIX C TYyMaHUTApPHOW HayKOM, TaKMX KaK YHWUBEPCUTETbI, yyeHble
cTeneHun, y4ebHUKKN, Peanmnsyrowmx CoLManbHyo GYHKLMIO HayKu, 3TO
3HaHME [O/KHO KaKMM-TO 06pa3som COOTBETCTBOBATb XOTA Hbl Cambim
obWMM MpeacTaBAEHUAM O [aBHOM A/ AMCUMNIAMHAPHOW NO3HaBa-
TeNIbHOM CUTYyaLUU — 3aMEeCTUTENbHON QYHKLMM 3HaHUA. M OHO cooTBeT-
CTBYET — NP YCNOBUM BKAOYEHUA B CreumndUUecknin AUCUMNANHAPHbIN
AMCKYPC — Pa3roBOp BHYTPW HEro OKa3blBaeTCA MPOCTO-HANpPOCTO HeBO3-
MOXKHbIM, €C/IN HE MPMHUMAIOTCA B KaYecTBe AAaHHOCTM BCE MMEOLLMECS
€ro YC/I0BHOCTU, BK/IOYAA M TO, YTO YTO-TO [A0/IKHO BOCMPUHUMATLCA 33
MCKOMOE 3aMeCTUTe/IbHOE 3HaHMe B OTHOLLIEHWM KOHKPETHOro no3Hasae-
MOTrO, XOTA C Nt060I MHOM TOUKM 3PEHNA OHO TaKOBbIM He ABNAETCH.

B TO »Ke Bpems ecTb ellle HeYTo BarKHOE, YTO BAMAET Ha AUCLUNAN-
HaPHbIN MW AUCKYPCUBHbIN XapaKTep Noiy4aemMoro 3HaHuA B YCI0BUAX
OUCUMNIMHAPHOW NO3HaBaTe/IbHOM CUTYaLUMN.

«B noboit KONNEKTUBHOW MO3HaBaTe/IbHOW CUTyaLUU, B KOTOPOM
rpaHuubl «poKyca MHTepeca» BCeraa Tak MW MHadve YCTOMYMBLI (4TO,
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COBCTBEHHO, AaHHYO OBLLHOCTb, KaK MPaBu/Io, U 06beauHAET), B Kaye-
CTBE MO3HABAeMOro onpeaensetcs npedmemHas 061acms — YCNOBHO
BblAeNsemMan 4acTb 06BbEKTHOM 06/1acT, XapaKTepusytoLlaa KOHKpeT-
HbI POKYC B3r1A4a NO3HAMOLWLEro Ha Hee. TaK Kak 06vbekmHas obaacme
— 3TO HEe3aBMCMMasn OT YenoBeKa OObEeKTUBHAA AAHHOCTb, AOCTYMNHas
ON17 NO3HAHWUSA B pe3y/ibTaTe ee HeMoCPeACTBEHHOIO BOCNPUATUA CyOb-
€KTOM (MM MHAYe — COBOKYMHOCTb TOTO, B OTHOLIEHWUWU YETrOo MOKET
peann3oBbIBaTbCA MO3HaBaTe/IbHAA aKTUBHOCTb C MCMNO/Ib30BaHUEM
HenocpeACcTBEHHOro BOCNPUATUA), TO NPaKTUYECKM BCerga BO3HUKaeT
HECOOTBETCTBME MeXAY 3TUMMU ABYMA 061acTAMM: B CBA3M C TEM, YTO
Camo BblgeneHne npegmMeTHolM o0bnacTu ABNSETCA Yesl0BEKO3aBUCU-
MbIM, TO B Hel HenocpeaCcTBEHHO OOBEKTHOM 061acTM COOTBETCTBYET
Wb KaKas-To YacTb (peanbHas Yyacme npedmemHoli obaacmu), a Bce
OCTa/IbHOE OKa3blBAETCs TEM, YTO BO3HMKAET B pe3ynbraTe peannsaumnm
No3HaBaTe/IbHOro OTHOLUEHMA K 3TOW YacTu, NPUHUMAEMOE B KayecTse
peanbHoro (hpaHmomHas yacme npeomemHoli obsacmu). Takum obpa-
30M, AMCKYPCUBHbIN XapaKTep 3HaHMA B TOM Ync/ie obycnaBanBaeTca 1
MacClUTabom OTHOLWEHUA peanbHOW K paHTOMHOW 4YacTu npeameTHOWn
obnactm — yem 6onee paHTOMHas 4acTb, TeM bonee AMCKYPCUBHbIN
XapaKTep npuobpeTaeT 3HaHWE, GOpMUpPYyEMOe B OTHOLLIEHUMN K JaHHOM
npeameTHom obnactn» [7, c. 8].

dPaHTOMHaA YacTb N0HON ecTeCTBEHHOHAYYHOM AMCLMNANHAPHOM
npegMeTHOCTM BeCbMa He3HauyuTesbHa (HO OHa ecTb!) M cooTBeTcTBy-
€T TOMY, YTO MPUHATO Ha3blBaTb «NEPeAHUM KPpaem HayKu» — Tem, B
OTHOLLIEHWWN YEero MOKET Peasin30BbIBATLCA AUCLMMINHAPHAA NO3HABA-
Te/IbHasA aKTUBHOCTb, HO MOJlyYaemoe 3HaHWE O YeM aBTOMATUYECKU He
nonagaet B 06Uy 3HAHMEBYHO CETKY AaHHOW AMCUMNAUHAPHOW npea-
METHOCTM, TaK KaK OHO ABNAETCA BCEro JiMlb OAHUM M3 BO3MOMKHbIX,
TO €CTb, MO OTHOLUEHUIO K MMEIOLLLEMYCS 3aMEeCTUTE/IbHOMY AUCLMUNIN-
HapHOMY 3HAHWIO — KOHLLEMNTYa/ibHbIM, UAN MHAYe — AWUCKYPCUBHbIM
3HaHMeM. B ryMaHUTapHbIX Ke gucunnanHax GaHTOMHas YacTb npes-
MeTHOM 06/1acTn ABNAETCA AOMUHUPYIOLLEN HaZ peasnbHOWM YacTbio: B
ee OTHOLIEHUU He TOJ/IbKO peasin3yeTcsa akTMBHaA NnosHasaTesibHasA Aes-
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TE/IbHOCTb, a NOoJly4YaeMoe 3HaHWe O Hell BKAYaeTcs B 0bLLyto 3HaHWe-
BYIO CETKY, HO 1 3HaHWe 0 GaHTOMHOM YacTK 3a4acTyto onpeaeeHHbIM
obpasom TpaHchopmMpyeT uccnesoBaTeNbCKUA GOKYC B OTHOLIEHUM
peanbHOM YacTu npeameTHOM obnacTu.

2. AEATENBHOCTHbIA NOAXOL, K MO3HAHMIO

EAMHCTBEHHbIM Ha HACTOALMA MOMEHT AEUCTBEHHbBIM UHCTPYMEH-
TOM, C MOMOLLbHO KOTOPOrO OKa3blBaeTCA BO3MOKHbIM NPeoaoNeTb AUC-
KYPCMBHOCTb F'YMaHMUTapHOro 3HaHWA ABAAETCA nepexom OT HaTypau-
CTMYECKOrOo K AeATe/IbHOCTHOMY MOAX0AY K NO3HaHMIO.

HaTypanucTnieckuii noaxoa K Nno3HaHWIo 0bycnoBeH Tem, YTo B Ka-
yecTBe UCXOAHOM NMO3HaBaTe/IbHOW YCTAaHOBKU MPUHMMAETCA NPOTUBO-
noctas/sieHMe CybbeKTa U 06BbEKTa, a BCE TO, YTO OKa3bIBAETCA KMEKIY»
HUMKU — 3aHMMaemMan cybbekToM npegmeTodbopmMupylolas nosmums,
MCMosb3yemble B MPOLLECCE MO3HABaTe/IbHOW aKTUBHOCTM CPeacTBa,
noAxoA4bl U MeToAbl, MPMHMMALOTCA B Ka4yecTBe AaHHOCTU, B Jydlle Cay-
Yae — npobnemaTnsMpyemoi Ha pedieKCMBHOM 3Tane A4 onTMmM3a-
UMM Nocneayowmx LMKAOB peannsaumm no3HaBaTe/IbHOM aKTUBHOCTU.
MpY 3TOM HaTypPaNUCTUYECKNI NOAXOA, K MO3HAHMIO ABNAETCA OCHOBHbIM
NoAxXo40M, UCNOb3yeMbIM AN GOPMMPOBAHMA ANCLMNIMHAPHOIO 3Ha-
HWA KaK B 'YyMaHWTapHOW, Tak U B eCTeCTBEHHOW HayKe.

[OeATenbHOCTHbIM NoAXO0A, K NO3HAHWUIO 3aK1YaeTcs B TOM, YTO B
KayecTBe MO3HaBaemoro onpeaensercs cama nosHasaTe/ibHan AesTe/b-
HOCTb, KOTOpas BeAeTcs UAM CaMUM UccnegoBaTenem Uam Kem-nmbo B
OTHOLUEHUN UCXOAHOrO NO3HABAEMOTO B YC/IOBUAX HATYPaIMCTUYECKOTO
noaxoAa K NO3HaHWIO, BKAOYAsA MexaHW3M cobCTBEHHOM Nno3HaBaTe/b-
HOW aKTMBHOCTM (CM., Hanpumep: [8, c. 145-154; 9, c. 56-86; 10, c. 618—
642). 3To NOo3BO/IAET NPEOA0NEBATb T€ UCXOAHbIE YCIOBHOCTU, KOTOPbIE
iexkaT B OCHOBE CaMoW NpUpoabl NO3HaBaTeNbHOW AeATe/IbHOCTM Yeso-
BEKa, TaK KaK Nosyd4aemoe 3HaHue Npu AeATe/IbHOCTHOM NoAaxofe K no-
3HAHUIO — 3TO He 3HaHWe O NO3HAaBAEeMOM (KaK Npu HaTypPaIMCTUYECKOM
noAxoAe K NO3HaHWi0), a 3HaHWe O TOW No3HaBaTe/IbHOMN AeATeNbHOCTH,
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KoTopasa 6blna peannsoBaHa B OTHOLIEHMM MO3HABaeMOro, TO ecTb O
TOM, YTO MPUHLMMMANLHO NO3HABAEMO.

B cuTyaumm BapMaTMBHOCTM NO3HABaTE/NbHOW aKTUBHOCTM B OTHO-
LWEHMM OAHOrO M TOTO Ke NMO3HAaBaeMoro (C Yem Mbl M CTaNIKUBAaEMCS B
rYMaHUTaPHbIX AUCLUMININHAX U B UCKYCCTBOBEAEHWUWN B YaCTHOCTK), Npo-
OYKTOM AeATe/IbHOCTHOrO NOoAX0A4a K MO3HAHMI0, UCMO/b3yeMOMY A/f
paboTbl C AaHHbIM MaTepuanom, byaeT COBOKYMHOCTb YaCTHbIX Mpea-
CTaBNEHMI B OTHOLLIEHWM NO3HAaBaeMoro, Kotopble, byayun pacnpeame-
YyeHbl — onpeaeneHHbIM 06pa3om pa3obpaHbl Ha COCTaBHbIE KOMMOHEH-
Tbl MO3HABATE/IbHON AEATENIbHOCTU, OKAXKYTCA CMO3ULLMOHMPOBAHbI Kak
Mo OTHOLIEHMIO K CAMOMY NO3HAaBaeMOMY, TaK M NO OTHOLUEHUIO ApYr
K apyry. Mpuuem npu HEOBXOAMMOCTM MOXKHO MMETb AeN0 He TONbKO
C UMEILLMMUCA 3HAHNEBLIMU NPEACTaBAEHUAMM, HO, 3HAA MeXaHU3Mbl
OMCKYPCUBHBIX NOAXOA0B, C UX CKOHCTPYMPOBAHHbLIMU MOAENAMWU — Ta-
KM 06pa3om, pacKkpblBas BCO BO3MOXKHYIO BapMaTUBHOCTb peasibHbIX U1
NoTeHUMaNbHbIX MHTEPNPETaLMIA KOHKPETHOro NO3HaBaeMoro.

HeobxoAnmMbIM MHCTPYMEHTOM [/ MOJIHOLEHHOrO MCNo/b30Ba-
HUA AeATENIbHOCTHOrO NOoAXoAa K MO3HAHWUI0 ABAAETCA METoA OHTO/O-
rmsaumn (cm., Hanpumep: [11, c. 168-170; 12, c. 167-174]), KoTOpbIV
OKa3blBaeTca HeobXxoaAnm A/1A MOAENMPOBAHUA OHTONOMMYECKOM CXeMb
TOro, YTO ABNSETCA NO3HABAaEMbIM B YCNOBUAX HATYPaIMCTUYECKOrO Noa-
X0 K NO3HaHWUIO, MHTEPMPEeTaLMel Yero U OKasblBaeTCA AUCKYPCMBHOE
3HaHuMe. «OHTONOrMYecKas cxema — 3TO He3aBUCMMasa OT A3bIKOBOW
YC/IOBHOCTU /IOrMYECKas KOHCTPYKLMSA, COAEPXKallasacsa B NPOAyKTe Mo-
3HaBaTe/IbHOM aKTUBHOCTM B OTHOLIEHUM KOHKPETHOro Mo3HaBaemoro
N ABNAIOLLAACA €ro UCXOAHbIM MUHUMAAbHLIM OnpeaeneHnem, 3a4ato-
LWMM YHWKaNbHOCTb AAHHOMO MO3HaBaemMoro oT Yyero-1Mbo uHoro. <...>
B ycnoBuAx HaTypaaMCTUYECKOro MOAX04a K MO3HAHUI, BOMPOC O me-
XaHn3max GOpPMMPOBAHUA OHTOIOMMYECKOW CXeMbl NO3HAaBAEMOrO <...>
He CTOMT — no3HaBaemoe BOCMPUHMMAETCA KaK onpeaeneHHaa AaH-
HOCTb, KOTOpas MPOTMBOMOCTABAAETCA No3Halolemy cybbekty» [7, c.
11]. Takum obpas3om, B AeATENbHOCTHOM MOAXOAE K MO3HaHWI0 MecTo
TOro NO3HAaBAaEMOro, MO OTHOLEHMIO K KOTOPOMY NO3ULMOHUPYETCA ANC-
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KYPCMBHOE 3HaHMe, 3aHMMAEeT ero OHTO/IOrMYecKas cxema, Kotopas uau
BbIAENAETCA U3 UMEIOLLEroCsA ANUCKYPCUBHOTO 3HaHMUA, UK e (npu yc-
JIOBWW, YTO NO3HaBaEMbIM ABAAETCA AeATE/IbHOCTb UM TOT UM UHOW ee
KOMMOHEHT), MOAeNMpyeTca Camum ucciaegoBaTenem-aeatTenbHUCTHU-
KOM. TaK KaK MCXOAHbIM NMO3HAaBaeMbIM B NYMaHUTaPHbIX AUCUMUMNANHAX
ABMIAETCA TO, YTO TaK MK MHaYe CBA3AHO C YE/IOBEKOM, a, 3HAUYUT, UMEH-
HO TO, YTO MOXeT bbITb NPeACTaBAeHO KaK AeATeNbHOCTb UAU TOT UK
WMHOW ee KOMMNOHEHT, TO NPU UCMO/1b30BaHMUM AEATENbHOCTHOTO NoAxXoAa
K NMO3HAHMIO, UCXOAA U3 CneumMdUKM KaXKa0ro KOHKPETHOro C/yyas, Mbl
MOXeM peasnn3oBbiBaTh 06a 3TM crnocoba GopMUPOBaHUA OHTONOMMYE-
CKOM CXeMbl MCXOAHOrO No3HaBaemoro.

3. AEMAPKALUMA ANCUUNNTMHAPHOTO
N ONCKYPCMBHOTIO 3HAHUA B OTHOLLEHWNW SKPAHHbIX
N 3PEJTNLLIHBIX ®OPM NCKYCCTBA

MpUMeHAs ONUCAHHbBIA METOAONIOTMYECKM WHCTPYMEHTAPUN K
CUTYyaLUMWU HaNUMYMA COBOKYMHOCTM 3HAHWA B OTHOLIEHUM 3KPAHHbIX W
3penuHbiX GopM MCKYCCTBA — 3HAHWSA, KOTOPOe MOXKeT popmMaabHO
HaxXoAMTbCA B CAaMbIX PA3HbIX AUCUUMNIMHAPHBIX NPeaMETHOCTAX ryma-
HUTAPHOM HaykuM (B MCKYCCTBOBEAEHWUW, COLMOMOTUM, KYyNbTYPOAOTUN,
ncuxonoruum, punocodun), Kasanocb bbl, YTO UCXogHaA Npobsema yxe
pelleHa: HaxoAACb B CTOPOHE OT MMEILWENCA UCCNef0BaTeNbCKOM aK-
TUBHOCTM, Peasn3yemoit B OTHOLIEHWM YCIOBHO 0OLLEero npegmeTta nog,
Ha3BaHMEM «3KpPaHHble U 3penuiHble GOpMbl MUCKYCCTBa», COBOKYM-
HOCTb 3HaHWI O KOTOPOM M 06pa3yeT AUCKYPCUBHOE 3HAHME O HEM, BCE
3TO — M Ccam NpeamMeT, M NO3HaBaTEe/IbHYI0 AeATe/IbHOCTb B €ro OTHOLe-
HUM, U ee NPOAYKTbI, Mbl Aies1aeM TeM, YTO ABAAETCA y¥Ke HaLlMM No3Ha-
BaeMbIM, BK/IlOYAs U MEXaHW3M Hallei cobCTBEHHOM Mo3HaBaTe/IbHOM
aKTUBHOCTM, 3HAHME O YeM U byaeT Tem, NPeoAo/1EBAOLMM BapMaTUB-
HOCTb, AUCUUNANHAPHBIM 3HaHKeMm (cxema 1, cm. cTp. 22). U, no cytu,
3TO TaK M ecTb. Ho 3TOro ABHO HeA0CTaTOUHO, U Koe-4To TpebyeT KoHKpe-
TM3aLMKN U BaXKHbIX YTOYHEHWA.
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Cxema 1.

TaK KaK HUKaAKMX 3KPaHHbIX U 3penLHbIX GOPM MCKYCCTBA CaMmX
no cebe BHe onpeaeseHHON UCCNeA0BaTeIbCKOMN pedeKcMm NPoCTo-Ha-
MPOCTO HET, TO HaM HeobXoAMMO MPEeACTaBUTb UX KaK-TO MHa4e. A KOH-
KPeTHO — 4epes pAg UCXOAHbIX BUAOB AeATesbHOCTM. CaenaTtb 310 He
CNOXHO. ledMHMUMA «3KPaHHbIE 1 3peinLLHble GOPMbI MCKYCCTBa» pac-
KNaablBaeTca Kak MUHMMYM Ha TPU KOMMOHEHTa: AeATebHOCTb OAMH
(O-1) — BKAOYatowyto B ceba pasnyHble BUAbI AeATE/IbHOCTU, CBA3AH-
Hble C CO3[aHMeM 3KPaHHbIX M 3pPeauLLHbIX GOPM, AeATeNbHOCTb ABa
(A-2) — B KOTOPOW NPOAYKTbI AEATENBHOCTU OAMNH TaK UAN UHAYE GYHK-
LMOHMPYIOT (eCM 3TOro He YKas3aTb, TO OKaXKeTcsi, UTO AeATenbHOCTb
0AMH BeccmblicieHHa — NPOAYKT AeATeNbHOCTU Bceraa GyHKLMOHaNbHO
MCNONb3YeTCA B KAaKOM-TO APYroi AeATenbHOCTM, a 3Ta QYyHKUMA 3aya-
CTyto 06ycnaBaAMBaET M Cam XapaKTep 3TOro NPOoAYKTa), a TaKKe AeATesb-
HocTK Tpu ([-3) — B KOTOPOI NPOAYKT AEATENbHOCTM OANH ABAAETCA UC-
XOAHbIM MaTepuasomM A1A ero MapKMPOBaHUA TEPMUHOM KUCKYCCTBO»
(BO3MOXHO BapMaTUBHbIM 3aMELLLAIOLLMM €ro TEPMUHOM), UK XKe Koop-
OVHMPOBAHMUSA MO OTHOLIEHMIO K MHbIM 06bEKTaM, YKe MapKMPOBaHHbIM
TaKUM e 06pa3om. M BOT B OTHOLLEHUM 3TOM NONYYEHHOWN CUCTEMBI-Ae-
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ATENbHOCTM U peanusyeTcs Ta No3HaBaTe/ibHas aKTUBHOCTb, NPOAYKTHI
KOTOPOW COCTaBAAT AUCKYPCUBHOE 3HAaHME 06 3KPaHHbIX U 3PE/IULLHbIX

dopmax uckycctea (cxema 2).
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Cxema 2.
K nonyyeHHOMY MOCTPOEHMWIO MOMKHO CAEMATb HECKOIbKO BaXKHbIX
JOMO/HEHWIA.

MepBoe CBA3AHO C TEM, YTO TAK KaK HE UCKIKOYEH BapUaHT TOTO, YTO
MapKMpOBaHWE TEPMUHOM KUCKYCCTBO» WUJIU e KOOPAUHUPOBAHMA NO
OTHOLLUEHMIO K MHbIM 06BbEKTaM, yKe MapKUPOBAHHbIM TakMM ke obpa-
30M, MOET NMPOUCXOANTL B TON NO3HABATE/IbHOM aKTUBHOCTU, MPOAYKTHI
KOTOPOW COCTaBAAOT ANCKYPCUBHOE 3HaHMeE 06 3KPaHHbIX U 3pEINLLHBIX
dopmax UCKyccTBa, TO MO KpaliHen mepe KaKkasa-To YacTb ee AONYCTUMO
MOMET BbITb COBMELLEHA C AeATEeNbHOCTbIO TPK (cxema 3, cm. cTp. 24).

BTopoe pgononHeHne obycnoBneHo, BO-MepBbiX, HEOBXOAMMOCTLHO
pasfeneHus LeaTeNbHOCTU OAMH Ha ABa NPUHLMNMANBHO pPasHbIX BUAA
[eATeNIbHOCTU — CBA3AHHOIO C CO34aHMeM 3KpaHHbIx dopm (4-1.1) v cBa-
3aHHOrO C co3a4aHMeM 3penuLHbIx dopm (4-1.2), Beab He Bce 3KpaHHble
bopmbl 3penvLLHbIe, PaBHO KakK M He BCe 3pesinLLHble GOPMbl SKPAHHbIE,
a, BO-BTOPbIX, YKa3aHMEM Ha TO, YTO NPOAYKTbI 3TUX pa3aeNeHHbIX BUAOB
[eATeNbHOCTU MOTYT 6bITb GYHKLMOHA/IbHBI HE B O4HOWM, @ N0 KpaHel
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OTHOLWEHWNN Yero peaansyeTca No3HaBaTe/ibHaA aKTUBHOCTb, NPOAYKTOM
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KOTOPOW OKa3biBaeTcA ANCKYPCUBHOE 3HaHME) MOXKeT bbITb onpeaeneHa
B KayecTBe camoi obLLeit OHTO/NIOrMYECKOM cxemMbl NpeaMeTHON obna-
CTM C YCNOBHbIM Ha3BaHWEM «3KPaHHble U 3penunliHblie GopMbl UCKYC-
ctBa». Mo ngee Bca pasHoxapaKTepHas No3HaBaTe/ibHaA aKTMBHOCTb B
OTHOLLEHWUWN 3KPaHHbIX U 3PEINLLHBIX UCKYCCTB, B pe3ynbTaTe pacnpesn-
MeUYMBAHMA NPOAYLIMPYEMOTrO B UX YC/IOBUAX 3HAHUA, MOXET ObITb CMo-
3MUMOHMPOBAHA MO OTHOLWIEHWUIO K JAHHOM Cxeme — K TOMY UAWN MHO-
My ee KOMMOHEHTY UM e KO BCEM KOMMOHEHTaM B LLe/IoM, 4To byaeT
XapaKTepmn3oBaTb MacliTab paccMOTpeHMsA 4aHHOTO NPegMeTa, a TakkKe
COOTHeCeHa mexay coboli no cneumnduke saHMmaemblx npeametodop-
MUPYHOLLMX NO3MLMIA, NCNONb3YEMbIX CPEACTB, MOAXOA0B U METOAOB, B
pesynbTaTe Yero mMoryT 6bITb NONYYEHbI YCIOBHbIE FPYNMbl MarnucTpaib-
HbIX [MCKYPCUBHbBIX NMOAXOLO0B K M3yYeHUIO AaHHOro npeameTa, 06pasy-
IoLWMxX No TepmuHonorum M. Jlakotoca cBoeobpasHble «TBepable agpa»
nccnenoBaTenbCKux nporpamm [13, c. 323-325], BOKpYr KOTOPbIX U BO3-
HWKaOT ANCKYPCUBHbIE EAMHCTBA, KOTOPbIE B OTCYTCTBUM MHOTO 3HAHUA
1 06pasytoT To pazHoobpasme «NPOTUBOOOPCTBYIOLMX LLKO/ U LLIKOJIOK»
[6, c. 37], HanMuMe KOTOPbIX U XapaKTepusyeT AoMNapagUrmasbHbIi 3Tan
B Pa3BUTUM HayKM.

Moboe ke 3HaHWE B OTHOLUEHWUW TOFO, YTO OKa3blBaeTCA NO3HABae-
MbIM C TOYKW 3pEHUSA AeATeNbHOCTHOIO NoAX0Aa K NMO3HaHWUI0, MO CPaB-
HEHWIO C AUCKYPCUBHBIM 3HaHWEM, HaxO4ALMMCS B CTPYKTYpe Camoro
3TOro NO3HABAEMOrO, MOXET ObITb OMNpesAesieHO B KaYecTBe AUCLUNAN-
HapHoro. B ciyyae e NMOCTPOEHMUA LeNOCTHOTO 3HAaHUA B OTHOLIEHUU
[aHHOro No3HaBaemMoro C UCMo/b30BaHWeM AeATe/lbHOCTHOrO Noaxoaa
K NMO3HAHWIO, MOXKHO YTBEPXKAATb O BO3HUKHOBEHMM NOIHOLLEHHOTO Na-
PagUrmanbHOro 3HaHWA, HUYEM He OT/IMYAtOLLEerocs OT NapagnrmasbHo-
ro 3HaHMA eCcTeCTBEHHOHAYYHbIX UCLMMNNH.
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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 Ilya Glazunov and his contemporaries. The attention of the
researcherisfocused 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 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.
* 1. Translated by Dr. Anton Rovner.
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PART Il

1. THE MILITARY THEME

a) The Tragic Direction

The poster artists were the first among all the Soviet painters to
respond to the events of the Great Patriotic War. Already on the second
day of the war the Kukryniks’ poster “We Shall Inflict a Defeat Mercilessly
and Destroy the Enemy!” came out, soon to be followed by Irakli Toidze’s
legendary work “The Motherland is Calling.” Along with the poster, there
appeared in the visual arts a large quantity of heroic canvases, which have
become historical landmarks of Russian military history: “The Defense of
Sevastopol” by Aleksandr Deineka, “The Storming of Mount Sapun” by Petr
Maltsev, “On the Kursk Bulge” and “The Defenders of the Brest Fortress”
by Petr Krivonogov, and “The ‘Blockade of Leningrad’ Diarama” by Yevgeny
Korneyev. Highly active in this subject matter turned out to be the tragic
direction which imprinted the consequences of the greatest catastrophe
on the planet, which took an unheard of quantity of human lives.

Figure 6.
Dementi Shmarinov. The Mother by from the series We will not Forget,
We will not Forgive!

For the source of the depiction see: URL: http://xn--ilabbnckbmcl9fb.xn--p1ai/%D1%81%D1%82
%D0%B0%D1%82%D1%8C%D0%B8/417554/img2.jpg.
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Ofthe two mentioned trends we shall turn our attention on the latter,
since the greatest artistic discoveries occur particularly in tragic genres.
In addition, the tragic element is not a homogenous one. Its reverse
side is satire, which at times is brought to the level of the grotesque
(the absurd). Such an interpretation of military subject matter in Soviet
painting became one of the characteristic forms of comprehension of
catastrophic content.

Figure 7.
Geliy Korzhev. Triumph of the Living and the Dead*

2For the source of the depiction see: URL: https://www.pinterest.ru/pin/553872454153869047/
?autologin=true.
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The theme of war in the works of Soviet painters, begun back in
the wartime era, also remained as one of the most important during the
times of peace. A brilliant example of the tragic trend proper in art is the
painting by Taras Gaponenko “After Banishment of the Fascist Occupants”
(1943-1946, State Tretyakov Gallery) where the consequences of the war
in the liberated village of the Izmailovsky District closets in 1941 [see: 32]
(the first version was written in 1944).

Figure 8.
Taras Gaponenko. After Banishment of the Fascist Occupants®

The impulse to the creation of the painting was the narration of an
eyewitness to the event—the painter’s sister. The Red Army soldiers have
just removed from the gallows the bodies of the hanged prisoners. There
are two people slain, and they are both lying on the snow. Around them
the villagers are gathered, who are organized on the painting as if in two
typified suites: at the center and on the right side. On the first a young

3 For the source of the depiction see: URL: https://www.pinterest.com/pin/45866354328374256
1/?lp=true.
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woman standing at the feet of the killed person is looking sadly at him
with no strength to say a word. The other woman standing on her knees
weeps over his head. The third one pressed herself towards his chest.

The typified suite is formed by the people close to the slain person
standing on the right side at the forefront. Among them are women in
black kerchiefs (the mother and the wife), a gray-haired old man (the
father), and the children, and on the second row there is a downcast
military man and a nun attempting to see what happened from the
backs of the people in front. According to the narration, there is a tragic
episode from the life of one village where the Nazis have passed, and
according to the plot—the people’s destinies during the war.

In the linear dimension of the painting the right side with the
mourners over the dead is symmetrically balanced by the left side, where
there is a woman standing, bent over the sleigh with an assistant. On this
sleigh the slain man was supposed to be taken away to his final journey.
But the center of the painting turns out to be the gallows, which are
built into the pictorial composition according to the principle of parallel
montage. From this deadly construction one can sense a centrifugal
motion towards the foreground of the painting. The menacing image of
the gallows rises over everything and creates a sharp closure with the
figures of the living in which an intellectual montage occurs. The scaffold
continues to live its own life: one of the Soviet military servicemen gives
the axe in a businesslike manner to the man who ascended the latter
in order to chop off the remaining ends of the ropes. The associative
montage, which is also represented here, unifies a broad temporal
amplitude: the recent wartime past and the distant biblical history—the
situation of the Deposition of the Cross, comprehended as a generalized
symbol of suffering.

In his depiction of the wartime subject matter in painting Glazunov
also showed the Great Patriotic War from its catastrophic side. Such
a comprehension of the subject matter of war demonstrates the
continuity of traditions coming from the “unpatriotic” antiwar paintings
of Vasily Vereshchagin. Glazunov’s painting “The Paths of War” (1954—

34 HAYKA TENEBUOEHNA Ne 15.1, 2019



1957, created anew in 1985), the initial diploma work completed at
the Leningrad I.E. Repin Art Institute (attacked by the state commission
and subsequently destroyed) depicts the image of Russian refugees®.
The commission unanimously rejected the painting as an anti-Soviet
one, which allegedly distorted the truth of the past war: “The war is
characterized by victory, while you savor the retreat of the Soviet Army—
such a thing has never happened before in Soviet art” [33].

Thereby, the attacked work demonstrated the independent position
of young Glazunov, which has found its reflection in both the realistic
conception and the compositional solution.

Figure 9.
llya Glazunov. The Paths of War®

In the painting “The Paths of War” it is possible to discover two
typified suites. One of them demonstrates figures of fatigued old people,
women, children, and a small number of retreating soldiers, among which
a wounded man prancing in the direction of the rearward, most likely,

4 1n 1977 the exhibition of Glazunov’s paintings which displayed, among others, “The Paths of
War,” was closed down on the pretext of “running against the Soviet ideology.” Despite the fact
that the painting was destroyed, the artist subsequently created an authorial copy.

5 For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/monumentalnye-
raboty/raboty/1985-dorogi-voiny.
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a messenger, presents the most conspicuous figure. At a first glance,
this episode seems to disclose the ordinary wartime occurrences, when
people shelter themselves in the rearward areas, and, essentially—the
bitter truth about war. However, in a parallel montage, along with this
suite, another one is given, geared in the opposite direction: the soldiers
who walk past the ruins of a destroyed building onto the vanguard, and
the airplane in the dark sky menacing with flashes of heat lightning, —this
suite redefines the first one in terms of its subject matter, transforming it
into one of the grueling days of the war. Hence, the opinion of the State
Commission about this canvas (as we remind the reader, as allegedly
having distorted the truth about the war) with one of the proposals
to “shoot” the painter, was a demonstration of outrageous ideological
pressure on the young artist. It is true, however, that the painting carries
yet another image—that of the fleeing sheep, which evokes analogies
with the Biblical ones, with people wandering purposelessly in the dark
(prior to the appearance of the shepherd. Such an associative montage
of images of people and animals which has appeared on the basis of two
typified suites—of the refugees and the soldiers going to the vanguard—
discloses the tragic meaning of war.

The painting “The Paths of War” is close in its subject matter to the
autobiographical work created by Glazunov during the same years “The
Blockade” from the series “The Leningrad Blockade. 1941-1944" (The
Penza Regional K.A. Savitsky Painting Gallery, 1956), which depicts the
consequences of the catastrophe broken out at the beginning of the war.
Despite the fact that it portrays only three characters, the principle of
the typified suite can be discerned here as well. The overall impression is
created on the basis of sharply contrasting images.

This is how the content of the painting is depicted by one of the
researchers of Glazunov’s artistic legacy Irina Yazykova: “From the semi-
darkness of the cold, gloomy room with the windows sealed crossways,
in the pale light of a wick lamp falling on the long-time empty plate, a
child with the gaunt face of an old man is looking. In the darkness one can
guess the figure of either a sleeping or a dying figure, while on the left
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side a man dressed in a winter coat is bent over the keyboard of a grand
piano. This picture is biographical. The future painter’s uncle, a professor
at the conservatory, had played the “Appassionata” with weakened hands
a few days before his death, having walked up to the piano with great
difficulty 34, p. 3, 6]. But the most important element here is the hungry
child visible from the other side of the table (in whom one can infer the
image of the artist himself during childhood), that there appeared an
unhealthy ruddiness on his face, and the seal of death has touched upon
him. However, his desire for life is expressed in the gaze of the immense
eyes, in which one may discern the nerve of the entire painting directed
diagonally from bottom upwards. Two mutually excluding poles of human
life: childhood and death, the initial combination of which has expressed
the tragic pathos of the painting, are connected here into one in an
intellectual montage. According to the plot, there are people depicted
here, situated at the threshold of death, and according to the subject
matter—those living as the result of their spirit.

Figure 10.
llya Glazunov. The Blockade®

SR

SForthesource ofthe depictionsee: URL: http://pkg.museum-penza.ru/news/2015/01/27/14504179.
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Thereby, such a typified suite has demonstrated the principles of
intellectual montage by which the artist not merely recreated an episode
from his biography, but also presented a generalization of the heroic-
tragic destinies of the people.

In the 1960s and 1970s the subject matter of war receives broader
elucidation in Glazunov’s art, which discloses an intensification of critical
directedness against the outward enemies of Russia who fought against
it and the countries friendly to it. the artist becomes interested in the
events of the Vietnam War (1964-1975) contemporary to him, which is
the subject matter of the painting “The Awakened East” (1967).

Figure 11.

llya Glazunov. The Awakened East’

Its content is described by I. Yazykova: “At the foreground of the
paintings, among the ruins of an ancient pagoda, there is a miraculously
spared statue of Buddha with its hand broken off by a fragment of an
American shell. There are soldiers, militiamen, vehicles and ammunitions
masked by palm trees moving in an endless current past the ruins” [ibid.,
p. 66]. These images of the defenders of Vietnam are assembled, as it

7 For the source of the depiction see: URL: https://www.liveinternet.ru/users/3842730/tags/%D
0%B3%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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seems to us, into a certain generalized impersonalized typified suite in
which a single patriotic idea is expressed. Moreover, the typified suite
is given in parallel montage with the frightening figure of Buddha. In
such a contrast of images situated in a compositionally perpendicular
conjugacy, it becomes clear that according to the plot there is a column
of soldiers leaving for the front reproduced here, while according to the
subject matter the power of the spirit of the Vietnamese is disclosed
here. At the same time, hovering over them is the dragon, symbolizing
in an associative montage the supreme power, the flourishing of the
people and for 20 years (1955-1975)—the Emblem of South Vietnam.
At the same time Glazunov is intrigued by the events of remote
Russian history, depicted, for example, in his painting “Seeing off the
Troops” from the cycle “The Kulikovo Field” (1979, Tula Regional Art
Museum). Both works are unified by an analogous principle of interaction
of two typified suites (just as in the work “The Paths of War”). The
two tier juxtaposition of such linear reliefs serves as a means which
significantly enlivens the overall composition. One suite, according to
the plot, is faceless, seemingly supra-emotional, but outwardly active,
comprised of the soldiers going off to battle. The other is emotionally
psychological, as if reviving the plotline. It is comprised of the images
of the princely family of Dmitri Donskoy, who saw the Russian army
off to a military campaign, the composition of which is organized in
correspondence with the traditions of parallel montage, stemming from
Sergei Eisenstein’s film “lvan Grozny” (the scene of the awaiting of the
tsar by the people)®. The patriotic idea of both typified suites is also
extended by an associative generalization, connecting the given subject
matter with the heroic history of Russia. Moreover, the compositional
solution of the theme demonstrates the principle of intellectual montage,
which is expressed in the conflicting conjugacy of three artistic planes:

8 Another interesting interpretation of the typified suite of the people in Glazunov’s artistic
legacy in its parallel and associative montages with the scene at the forefront is given in “Judas’
Kiss” (1985), in which the suite of the soldiers who are hostile to Christ and his scene with Judas
in general recreate the climactic scene prior to his arrest.
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the large-scale foreground on the top (of the prince’s family), the general
distanced plane below (the Russian army), as well as the general large-
scale plane unifying both of the previous ones (the dynamic movement
of the clouds). In the immense panoramic space, the state of restless,
hostile expectation is concretized in the emotional state of Donskoy’s
wife, his children and near relatives.

Figure 12.
llya Glazunov. Seeing off the Troops®

°For the source of the depiction see: URL: https://www.liveinternet.ru/users/3842730/tags/%D
0%B3%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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As the result of the carried out overview of the paintings it becomes
apparent that in Glazunov’s paintings devoted to tragic war-related
subject matter, the principle of the typified suite was revealed quite
diversely, moreover, in interrelation with various types of montage. But,
most importantly, from his earliest works not only the painter’s anti-
fascist conception was transmitted through it, but also his “anti-Soviet”
stance, which subsequently morphed for him into the Russian patriotic
idea.

b) A grotesque interpretation of images of enemies

In a grotesque incriminating interpretation of art works devoted
to the war theme, let us highlight the painting created by painters of
political cartoons—the Kukrynikses (Mikhail Kupriyanov, Porfiri Krylov
and Nikolay Sokolov) “The End” (1947-1948, the State Tretyakov Gallery),
in which the last moments of Adolf Hitler’s life during the storm of Berlin
by Soviet forces were depicted. Concealing himself in the subterranean
passages of the Reich’s Chancellery, the Fuhrer and his confederates
are depicted in the utmost unsightly manner. Motion in the painting is
organized seemingly diagonally from the upper left corner, where Hitler
is standing snatched away from the light, to the right, where the group of
his subordinates are sitting in utter stupor, and, next, downwards, to the
tablecloth drooping from the table. In the associative montage with the
crumpled documents scattered on the floor, the overturned table, the pile
of bottles from alcoholic beverages and an armored door thrown wide
open the dynamics of the psychological state of the former pretenders
to global leadership is conveyed. Thereby, according to the plot, they are
lined up into the typified suite of Nazi leaders, while according to the
subject matter—into the typified suite of hysterical cowards. The entire
composition leads to a naturally recurrent intellectual generalization —
comprehension of the historical foredoom of the Thousand-year Reich”
proclaimed by Hitler.
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Figure 13.
The Kukrynikses. The End*®

Another painting by the Kukrynikses—“Tanya” (1942-1947, State
Tretyakov Gallery)—depicts the execution of Zoya Kosmodemyanskaya,
which took place on November 21, 1941 in the village of Petrishchevo
of the Ruza District of the Moscow Region. The tragic content of this
painting becomes more acute here particularly with the aid of elements
of grotesque.

At the center of the full-blown canvas there is the depiction of the
gallows, under which a willful girl with a short haircut and a tablet on her
chest. She is surrounded by heterogeneous images, all of which results
in two contrasting typified suites, possessing a centripetal directedness
in relation to the gallows. One such suite depicts Russian women
rounded up by the Germans, who sympathize with Zoe. The other suite
is comprised by the images of the occupants. They disconcertingly have a
no-nonsense attitude and are united by a brutish curiosity, which retains

©For the source of the depiction see: URL: http://www.rodon.org/art-080815123619.
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them in the cold: expectation to discern a sense of fear on her face. The
majority of vigilantes are standing in front of her with machine guns,
two soldiers with photo cameras on the foreground try not to miss the
moment of the execution. One is trying to look the girl in the face. The
executioner is in a hurry to place the noose onto her. Two officers gaze
fixedly at her. One of them (in a warm sheepskin coat and felt boots)
looks at her mockingly. The other—in a peaked cap, with a capriciously
cockish profile (by all appearances, lieutenant colonel Riderer)—with

overt hatred.
Figure 14.

The Kukrynikses. Tanya™*

The painting “Tanya” is akin to the massive work by Geliy Korzhev
“The Hostages of War” (“The Human Shields”), which depicts one of the
tragic episodes of the war—the expectation of the attack of the Soviet
troops on the Nazis who shielded themselves with unarmed people
(1998-2005).

1 For source of depiction see: URL: http://www.rodon.org/art-080815130104.

THE ART AND SCIENCE OF TELEVISION 43



Figure 15.

Geliy Korzhev. The Hostages of War (The Human Shields)**

Ty ™

The typified suite appears in the many-figured circular positions
of the images of the Russians. The upper part of the canvas depicts a
group of people standing in close proximity with the German trench.
The backbone figures in the entire composition are the figures of men:
in the upper part—of a sorrowful blacksmith prepared to face death
with dignity, on the left side—of a dolefully resigned schoolteacher
supporting the schoolchildren with pacifying motion, on the right side—
of a helpless priest with a nun pressed onto him. A peculiar refrain in
the composition is provided by images of women with children in their
hands. In their eyes there is a congealed expectation, which has affected
all the others as well. Most unusual figures are presented by the children
standing up in front resembling aged people with faces matured to
the level of adulthood at the moment. Having descended from a rising
ground, their attentions seemingly attracted by sounds of gunshots, they
look aside. At the same time, the crucial position on the forefront is given
not to an adult, but to a little girl in a pioneer necktie openly looking in

2For the source of the depiction see: URL: https://kolybanov.livejournal.com/5606261.html.
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front of her. Due to the fact that the upper part of the painting shows
the concentration of images of a rather large group of adults, whereas
in the lower part there is only one girl, the impression is created that
the picture is just about ready to topple over, and all the figures would
disappear tragically.

The tragedy of the Russians is given in parallel correlation with the
grotesque images of the enemies hiding behind their backs. From out of
the trenches, essentially, there are not faces seen, but soldiers’ helmets,
three of which are shown in the shadows, as the result of which they
begin to resemble black faces of death. On the left side there is also a
helmet with binoculars, which is perceived as a menacing robot. Only
Hitler’s officer, behind whom we can see a destroyed building, stands in
full height as a symbol of enemy occupation.

Overall, the two typified suites, one of which depicts the civilians,
who form a human shield for the Nazis, and in the other—the enemy
soldiers, are combined in the conflict of the incompatible sides following
the principle of layering circular composition (the Russians) on the linear
(the enemies).

As the result, in terms of the plotline both paintings (“Tanya” and
“The Human Shield”) portray a tragedy, while in the subject matter—
an incriminating tragedy-satire, and this paradoxical combination brings
in the association with the tragic farces of the Renaissance era (Bosch,
Bruegel, Verrocchio, Donatello), in which devilishly resourceful evil
creatures triumph, while virtuous heroes perish. And overall an overall
montage is revealed here, as a result of which the thought emerges of
the cruel “upturned world” [the term of Charles de Tolnay].

In Glazunov’s paintings the grotesque rendition of enemy images
found its manifestation in the events of long bygone history. In the
painting “The Storming of the City” (1969), the small typified suite is
based on three images of Tatar-Mongol warriors®. Two of them are given
in profile, in which the short cheek-bones eclipse the narrow eyeholes,

3The subject matter of this painting corresponds with another work of Glazunov from the same
cycle “The Kulikovo Field”—“The Battle. The Temporary Advantage of the Tatars” (1979).
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while the bald heads are covered by exquisite skull-caps trimmed with
sables. The showiness of their outward appearance (according to the
plotline) consists in the richly embroidered clothes adorned with the
images of an evil dragon. The third is turned to the viewer in his face
with a silly, almost “down” smile, already sensing a foretaste of victory
over Rus. There is a head of a Russian warrior towering over them. At the
same time, in their subject matter they are hideous, while the dead head
of the slain warrior with wise sad eyes, entwined by soft golden hair, is
perceived as a beautiful iconic image.

But, most importantly,—the typified suite enters the overall
composition organized according to the principle of parallel and intellectual
montages. With the aid of the former, the image of the enemy in the right
portion of the painting becomes connected with the image of Ancient Rus
shown in the left portion, where fire is raging, birds scatter around, and an
innumerable amount of enemy arrows are directed at the city. Within the
framework of the latter, the image of the Tatar-Mongol invasion of Rus is
comprehended as a tragic conflict between two civilizations.

Figure 16.
llya Glazunov. The Storming of the City*

1 For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/
raboty/1979-shturm-grada.
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Overall, in his depictions of the enemy in the subject matter related
to the distant past, Glazunov organically entered the Soviet tradition of
the grotesque manner of its replication. In connection with this, it is not
perchance that the art works depicting wartime subject matter which
have demonstrated the struggle of two conflicting sides, frequently
contain not one, but two typified suites. They have demonstrated
principles of montage, which created the possibility to disclose the tragic
content on the level of various “levels” of the human psyche.

2. SUBJECT MATTER NOT RELATED TO WAR

The principle of the typified suite demonstrated in painting helps
not only disclose the collective image, but also to paint a portrait. In
Glazunov’s painting “The Portrait of Alexander Blok” (1956) the poet is
depicted in the intoxicating atmosphere of a suburban restaurant.

Figure 17.
llya Glazunov. Portrait of Alexander Blok

% For the source of the depiction see: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-
literatury/raboty/1956-portert-a-a-bloka.
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The painting’s inner motion is conveyed in a light-and-shade
composition, the supporting sections of which are presented by
principally more illuminated, linearly situated typified images of
frequenters, among which two everymen are especially conspicuous
on the painting’s left side: one of them—smiling, hopelessly bald, and
porcine, the other—with a birdlike head and a protruding “chicken” eye
in a pince-nez. The pensive poet, whose face is pale and sad, is shown
against this background. And in the back of him (as if in a mirror-like
reflection) is the face of the mysterious stranger lady and a faceless man
in a white shirt continuing the gradation of light on the right side. Within
the sphere of such a parallel montage with the dynamic motion of the
painting’s substantial strata it is discovered that according to the plotline
there is a domination of crude everyday life, and according to the subject
matter—the spiritually elevated image of Blok and his poetical world.

An analogous combination of the principles of the typified suite and
parallel montage can be found in the painting of Moscow-based artist
Boris Talberg (1930-1984) “A Cabaret Dancer”, created sixteen years
after Glazunov’s portrait of Blok (1972). Itis true, however, that the central
image in it is significantly earthed?®. In parallel montage the figure of the
half-naked dancing woman and the crowd of esurient men juxtaposed to
her. According to the plotline, the forefront in this centripetal composition
is marked by a depiction of an indifferent figure of an ideally composed
dancer with a face similar to a mask. Her characteristic features are also
demonstrated indirectly—in the words printed on newspaper extracts,
where one of the headlines announces a “dance from out of a volcano.”

¥ In such an interpretation, associations arise with B. Grigoriev’s painting “The Street of Blondes”
(1917), where the frivolous coquette standing on the table next to a glass of wine is connected in
parallel montage with the crowd of men sitting at the table surrounding her. this work, similarly
to many others—the widely known eccentric painting “Portrait of V. Meyerhold” (1916), as well as
portraits of Shalyapin (1918), the poet Nikolai Klyuyev (1920), Maxim Gorky (1926), Rachmaninoff
(1930), images of peasants in the cycles “Rasseya” (1918) and “Visages of Russia” (1923), where he
revealed himself as an uncommonly sharp and “wicked” psychologist [according to S. Makovsky],
present the testimony that, first, images of his Russian compatriots attracted his attention during
his entire, and, second,—his artistic legacy also exerted a great influence on the paintings of
Glazunov and his contemporaries.
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The girl is surrounded by four figures. In front is the most voluptuous
of them, bald and with a huge grinning mouth, resembling a white pit,
framed by an exceedingly swollen wrinkles on its cheeks. Behind it is
a figure that is slightly more intelligent in appearance. Further on are
two contrasting physiognomies: one is gloomy, spiteful, with a nose and
mouth wry with lust, marked with a Neanderthal character by means
of low and bulging forward eyebrow ridges, seemingly scowling, as a
primate; the other is foolery itself, circumscribed by a plump sensuous
mouth with whiskers, eye pupils expanded from wonder, and a narrow
forehead hidden behind a clown’s forelock.

Figure 18.

Boris Talberg. The Cabaret Dancer"’

But the main thing is the subject matter plane. It is expressed by
a depiction of the arms: exorbitantly large, fat, drawn to the dancer.

For the source of the depiction see: URL: http://www.artnet.com/artists/boris-talberg/danseuse-
de-cabaret-94hRJF-3PQRR0O3cpKWQoTg2.
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Showing themselves from out of the cuffs with the links, they come out into
the foreground, obstructing our view of faces, at times even supplanting
them. Most of the people extending their palms are supplicants. The
others, with their palms directed downward are imperative. There are
those that are thrown back in amazement or with closed palms, reminding
the head of a snake ready to grab its prey at any moment. Even the girl’s
hands exceed the other parts of her body in their expressivity. Her sharp
fingers, especially the thumb bent in a hawkish manner, are filled with
motion, while that her entire body appears rather static.

The entire panopticon on the painting seems to be held together
by yet another parallel montage—that of symbolic figures of a trumpet
player (in the lower right corner) and an armed soldier (on the upper
left corner) placed diagonally to each other. Their associative conjugacy
generates various depictive and semantic sets: the elemental force of
carnal pleasures and their bodyguards.

A continuation of the tradition of the portrait with the lustful
public is presented by a series of paintings by the representative
of the carnavalizational trend in painting—Russian artist Tatiana
Nazarenko (b. 1944): “Literary Improvisation,” “Repast,” “Banquet,”
the autolithographies “Humans-Animals,” in which the upper part of a
female torso with the head, situated on a platter, prepared for repast,
is surrounded by vampires or monsters. Let us turn our attention to
the painting “The Circus Woman” (1984, created after the artist was
forbidden to go abroad or to hold exhibitions of her paintings), it which
the principle of centripetal composition is considerably enhanced, in
comparison to Talberg’s painting “The Cabaret Dancer.” Init the acrobatics
with features of visual similarity to the facial features of the painter are
given in an unreal enlargement in comparison to the politely applauding
public. In this parallel montage (it even seems that she accidentally
stepped on the face of a certain personage) the outwardly successful, but
in reality destitute artist becomes unified with the public that is rather
indifferent to it, although some still gaze on her in an enraptured and
lustful manner, and someone—maliciously, barely suppressing his anger.
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Such a juxtaposition of a figure of circus gymnastics and the typified suite
of gazers demonstrates the intellectual montage of images of various
representatives of the public and their differentiated attitude towards
the circus lady.

Figure 19.

Tatiana Nazarenko. The Circus Woman*®

Overall, in the demonstrated portraits, which also include the images
of viewers or a neutral background, one can observe the tendency towards
caricaturing the crowd, whose character was expressed by means of the
typified suite, parallel or intellectual montage, as the result of which the
typified suite turned out to be unusually dynamic.

8For the source of the depiction see: URL: http://babanata.ru/?p=13636.
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3. THE ARTISTIC-STYLISTIC ASPECT

Let us now examine the manifestations of such typified suites in
works by painters pertaining to principally different artistic trends. One
of them is the outstanding representative of the avant-garde in painting
Marc Chagall. The other is the adversary of the avant-garde Ilya Glazunov,
who considered that in the guise of «cubes, spherules and spots” art
becomes invested with madness®. There is also a third artist—the pupil
and follower of Glazunov Pavel Ryzhenko (1970-2014).

The typified suite in Chagall was already expressed in a relief manner
in his pre-war painting “The White Cricifixion” (1938, Chicago Artistic
Institute), which was created after the Jewish pogroms in Germany.
Just as in Glazunov’s painting “Eternal Russia,” Christ, who symbolizes
the idea and the image of sufferings, is situated at the center of the
composition, and around him the figures of the people maddened by
the pogroms are placed. The principle of their organization is the typified
suite, which interacts here with the principles of parallel, associative and
intellectual montages, in the sum of which the tragic pages of the history
of the people are recreated.

We shall stop on Chagall’s painting, begun by him before the war and
completed during the post-war years: “The Bride with a Blue [Indigo]
Face in a Whirling Cloud” (1932-1960, private collection), which seems
to be a solo portrait. But is it really so? Let us try to figure out, even
though this canvas, similarly to other works by Chagall, is for the most
part enciphered.

¥ 1n Ilya Glazunov’s opinion, in avant-garde painting «there occurs a conscious destruction of art,
since man is the image and the likeness of God. If | draw a nose on the temple, an ear on the neck,
and an eye on the forehead — this is my Satanic spirit rebelling against the image and likeness of
God. And, it is not perchance... | say that we are for the ideals of our Christian civilization on its
Greco-Roman foundation” [35]. He perceived the avant-garde trend as the consequence of the
October Bolshevik Revolution, and in Russia it was particularly called such: “the avant-garde of
progressive communist art.” In this conception two images of evil were united for the artist: the
revolutionaries-internationalists themselves and their fierce hatred for religion. For this reason, he
considered that realist art and the Academy created by him “is the state safety for Russian art. So
it is particularly this safety that we preserve, and we present the last powerful bastion of Russian
culture, as well as European, which is sunk, smeared and fouled. Today we are Europe, and light
pours from us” [Ibid.].
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Figure 20.
Marc Chagall. The White Crucifixion®

In the first instance, why is it that the bride has a blue (indigo) face, just
as, for instance, “The Indigo Lovers” (1914), “The Lovers Near the Bridge”
(1948), “The Fisherman’s Family” (1968), “St. Paul de Vence at Sunset”
(1977)? Most likely, because blue is the color of nature, the sky, the
river in which it is reflected, and field plants. It was revealed by Andrei
Voznesensky in his own way in the poem “Chagall’s Cornflowers”:

2 For the source of the depiction see: URL: http://toraart.com/index.php/poslanie-ot-marka-
shagala.
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“My dear, this is what you really love!
From Vitebsk wounded and loved by them.
Wildly growing weed-grown tubes
With a devilish

squeezed out

blue!

A lonely flower from the stock of burdocks,
But its blue knows no rivals” [36, p. 11].

Figure 21.
Marc Chagall. The Bride with a Blue [Indigo] Face in a Whirling Cloud*

ZForthesourceofthedepictionsee: URL: https://artchive.ru/marcchagall/works/377613~Nevesta_s_
sinim_litsom.
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It turns out that the blue face denotes a color dear to the artist.
And next to the blue is the face of the bridegroom with a few of Chagall’s
portrait features, the green tinge of which also reveal the essence of
nature??. But all of these colors are involved here not by themselves, but in
a conflicting conjugacy with red (the color of the silhouette of the violinist
in the gleam of the fire) and black (the entire space of the sky and the
earth), which convey an unusually intense background, and, maybe, even
the very meaning of the painting. Taking into account the specificity of the
art work of Chagall as the forerunner of expressionism, let us examine his
symbolism, in which we may discern features of the typified suite, situated
in an unusual manner. The source of motion in it was the dynamic light
wave on the left side, concretizing the whirling cloud, combining the images
of the bride and the bridegroom. Her rounded form also determined the
right side of the painting, which turned out to form the continuation of
this circular composition situated within the rectangular. The motive of
creativity became the through element in it. The most innocuous subject
matter built on it is placed in the lower right corner—a lonely man in a
hat is engaged in music-making on the cello, barely touched upon with
the green color (similarly to Chagall’s graphic work “Green Cello. On the
Theme ‘Reminiscences of Vitebsk’”). He is readily listened to by a similarly
lonely chicken, and the musician plays for it with joyful appreciation.

The motive of creativity is repeated in the upper corners of the
portrait of the bride, where two clowns playing reed pipes are situated.
To the right of one of them, barefooted, but in a nightcap, who has more
listeners paying attention to him than the cellist does, there is a profile of
a young woman in felt snow boots (a sort of double of the blue bride, but
with light hair, a white nose and a white eye), and behind her is a peculiar
centaur, the upper part of him presents the head of a fish, and the lower
part impending from it—the head of a cow. Both living creatures situated
on one and the same torso, turned in profile and looking at the clown each

2The same combination of colors is also preserved in the painting “Over the City” (1917) from
the same series of Chagall’s paintings dedicated to Bella: “Dedication to my Bride (My Betrothed)”
(1911).
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with its own sole eye, hearken to him seriously. If a little more were added,
the metaphor of the sermon of St. Anthony of Padua to the fish would find
its association here. On the left corner of the portrait of the bride there
is a clown dressed in blue. He lacks a listening audience. The seemingly
scathed chicken situated close to him, flying in terror from the fire, is
obviously hardly in the mood for any entertainment. And between the two
clowns (standing not far from the burning house) a violinist is lying flat on
his face, gazing with a look of tenderness on his blue violinist. He is given
in illumination of the fiery-red color, common to the fire. It can be seen
that the figures of these artistic personalities presented a reminiscence of
what Chagall experienced during the time of the war (it must be reminded
that the Nazis in Germany publicly burned his paintings).

At the same time, in close proximity with the bride’s image the
locality is shown on the territory of which the depicted events are taking
place. Central here is the moderately crooked house with a blue roof,
greatly resembling that of his parents in the Liozno town (“lyozna” in

|’I

Belorussian, which means “tearful” or “tears”)®. Such a title for Chagall
is symbolic®*. The artist’s house was miraculously preserved, but,
nonetheless, was greatly damaged (its wooden sections were burned
down). For this reason, it is not perchance that it is given in a gloomy,
concentrated darkness. There is no glass in the last window, while in the
door there is a doleful figure of a woman, most likely, the artist’s mother,
imprinted. One half of her face is portrayed in dark colors, and the other,

similarly to the six-sided star on her,—in a bright yellow, shining in the

B The image of this house presents to be one of his most favorite topoi. It can be found in the
paintings “The Pharmacy in Vitebsk” (1914), “The Promenade” (1917-1918), “The Red House on
the Street” (1922), “The Artist and his Bride” (1953); “Jacob’s Ladder” (1973), “The Blue Village”
(1975), “The Holy Family” (1975-1976), “The Artist over Vitebsk” (1977-1978), even “St. Paul de
Vence at Sunset” (1977), where his house near Vitebsk intrudes into a French landscape.

24 According to the observation of L. Vakar, “the archetype of the wanderer was elaborated” in
the tragic history of Belorussia. “This image is called the ‘lyozny’ person... for the artist himself
Vitebsk and Lyozno were the images of his lost native land, and the poetics of his paintings may be
viewed in the aspect of the mentality of the ‘lyozny’ person. An exile does not have a house, but
in exchange he receives the whole world, dissolves himself in it, and obtains freedom. The means
of his life is wandering” [37].
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night. In the images of the animals—a pair of horses harnessed in a farm
wagon, and a cow with a blue head, from behind which a man can be
seen, the motive of wandering can be discerned.

In the end, summing up all the faces manifested in Chagall’s
painting, it turns out that there is not only the image of the bride present
here, but also of several others—of the bridegroom, the mother, four
musicians, the white haired woman and with the man with the cow. They
are adjoined by images of household animals (two chickens, two cows,
and two horses), as well as two houses. One of this, though lopsided, but
relatively intact, while the other is burned. All of them, according to the
fable, by means of associative montage, assemble into a typified suite
surrounding the silhouette of the bride, whose face is almost entirely
concealed from extraneous eyes by a dark-blue color. And according to
the subject matter here, rather, there is a recreation of... the portrait
of the bridegroom (who is not painted over by the green color to such
an extent as the bride is by blue, so he can be discerned easily). At the
same time, the portrait of the lucky person is complemented by episodes
from his own dramatic biography, in the arrangement of which here the
principle of the authorial montage-intellectual thinking can be felt.

Consequently, the accentuation on the female portrait conceived
of here is paradoxically complemented by a peculiarly ciphered typified
suite of images and is passed on to the male, which is of the self-portrait
variety and also complemented by depictions of events from his life.

In Pavel Ryzhenko’s painting “Farewell to a Convoy”, which is the
first from his triptych “The Tsar’s Golgotha” (2004). At its basis lies the
parting of Nicholas Il with the Imperial Convoy after his abdication from
the throne in March 1917.

The scene of the tragedy of the Russian emperor is given in a dim
color choice of the picture—in an associative montage with the images
of menacing nature: a gloomy morning, a blizzard snowstorm, and ants
swarming in snow. The motion in this painting goes from left to right and
disperses as if in a trumpet shape in the clouds shaped in the wind, the
birds flying away and the snow flying in gusts of whirlwind. The tsar’s
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convoy also fits into the direction of this motion. It is juxtaposed by several
rare figures, the capstone of which turns out to be the figure of the tsar.

Figure 22.
Pavel Ryzhenko. Farewell with a Convoy*

But the main motion here is not extroversive, but introversive,
which is expressed in the psychological state of the soldiers standing
in the first line. In their conjugacy with the image of the tsar, the
composition becomes endowed with a high “degree of convulsion” [a
term by Grigoriy Kozintsev). The montage of their faces manifests the
features of two typified: the linear demonstration of images unified by
one common dominating emotion, and the contrapuntal, where several
tints of emotions each are attributed to the face of almost every soldier.
Notwithstanding their adherence to the new, revolutionary government
(which is testified by the red ribbons on their overcoats) are not in power
to constrain their grief. The first one respectfully took out his sabre from
its sheath, lowered it towards the ground and drooped his eyes as a
sign of grief for the tsar (who is awaited by his jailer standing behind
his back). The second, whitened by gray hair and furrowed by wrinkles,

2 For the source of the depiction see: URL: http://xn----7sbgmbf3aevlbr7l.xn--plai/40-proschanie-
s-konvoem-1-iz-triptiha-carskaya-golgofa.html.
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senses contradictory emotions of bewilderment, obedience and regret.
The third with scars on his cheek and on his forehead, wistfully looking
at the earth and pulling together his eyebrows, thinks intensely about
something; the fourth, transgressing statutory relations, is endeavoring
to say something to the tsar. A culmination is presented by the strong
feelings of the fifth. Clasping his hat in his fist, he closed his face with it,
in order to conceal his weeping.

The image of the tsar, in whose image the features of sadness
and courage are combined, is given in parallel montage with the army.
Notwithstanding the entire oppressive situation, he looks openly into
he faces of the military personnel. The tsar’s parting with them, which
according to the plotline expresses a concrete historical episode, and
according to the subject matter—the tragic end of the Russian monarchic
epoch, expressed the principles of intellectual montage.

Similar features are demonstrated in Glazunov’s painting-mystery
“Eternal Russia” (“A Hundred Centuries”) (The Moscow State Painting
Gallery of Ilya Glazunov).

Figure 23.
llya Glazunov. Eternal Russia (A Hundred Centuries)*

% For the source of the depiction see: URL: https://opisanie-kartin.com/opisanie-kartiny-ili-
glazunova-sto-vekov.
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At the basis of its unique three-part composition we can sense
the centripetal directedness toward the crucifix towering over all the
historical figures, therewith evoking associations with an icon. (An
exception to this is provided by the centrifugal motion in the right hand of
the painting, where a revolutionary wagon is swiftly rushing in a direction
opposite from the crucifix). In close conflux with the painting’s Christian
ideas are the visages of the saints, who are scrupulously delineated in
large format on the first rank and dispersed in the subsequent lines: the
Don Icon of the Virgin Mary painted by Feofan the Greek; to the left—the
icon of St. George the Victor; further on—Andrei Rublev’s painting “The
Holy Trinity,” and in the recess—the icon of Nicholas the Wonderworker.
This expressive silence is disturbed by Leo Tolstoy, who is angrily pointing
upward to the heavens and demonstrating on his bosom a tablet with
two symbols: “nonresistance” (to evil) and the sign of Masonry, which,
in all likelihood, presumes that which forms the greatest evil for Russia.

On the other hand, the power of good is expressed in the central
portion of the painting in the collage of images of outstanding public
figures of Russia, whose succession is ordered into a typified suite, where
all the faces are predominantly of a serious, concentrated character,
as a result of which they are perceived as icon-like visages. On the left
side of the painting the linear arrangement of the images comes from
demonstration of historical episodes of Ancient and Medieval Rus,
while the right side shows the activists of the October Revolution and
the subsequent events of the 20th century. Both of the outer sections
of the painting are combined with the central portion by means of
parallel montage. In this fresco what creates the most prominence with
its motion is a wagon with three revolutionaries: Stalin, Trotsky (here,
analogous to Breshkovskaya in Grigoriev’s painting “Visages of the
World”) and a harmonist, who evokes in the same painting associations
with the “songster” poet Kamensky, behind whom we can see images of
other Bolsheviks. Such a depiction of activists of the revolution disclosed
tawdry satirical features.
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As the result of comparison of these three pictures, we become
confronted with a paradoxical phenomenon: the typified suite as an
artistic principle becomes capable of fulfilling different artistic goals,
as the result of which bringing together artists of different, even
opposing directions, becomes possible. An artistic canvas by Chagall
is a fantastically ciphered masterpiece, expressed in a complex tragic
plane with elements of intricate humor and thereby always open to a
multitude of new interpretations. the many-figured painting of Ryzhenko,
created in the traditions of realist painting, presented one of the tragic
pinnacles of contemporary art. on the other hand, Glazunov’s mystery
(as all of his poster-like misterioso paintings) is perceived as a massive
fresco built on the foundation of historically documented portraits.
Their basis was formed by an original amalgam of diverse types of visual
arts—posters, icon-painting and amateur painting, which are directed
to the most diverse strata of consciousness of Glazunov’s painting: to
the massive Soviet and the sacred Russian, and are organized into a
single composition by the principles of a gigantic typified suite, which
manifests the concentration of a planetary theme, centered by the figure
of a crucifixion, which was unacceptable in Soviet official paintings.

In the juxtaposition of the typified images of outstanding public
figures of Russia and her enemies presented in parallel mounting along
the edges of the painting, the Orthodox Christian monarchist idea
is manifested, which is realized in the intellectual montage of all the
dispersed elements of the mystery into the composition of a peculiar
“Cross Procession” (according to the definition of Valentin Novikov), in
which Glazunov’s reevaluation of some of the traditions of the Russian
avant-garde let themselves be felt (for example, the “rally” in Boris
Grigoriev’s painting “The Visages of the World”).

k k¥

As the result of the carried out analysis of Glazunov’s paintings, as
well as some of the paintings of his contemporaries, both close to him in
style and distant, we come to the conclusion that the hypothesis brought
out at the beginning of the research about the propriety of applying the
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methodologies of Eisenstein and Vygotsky for analyzing many-figured
paintings from the 20th century has found veritable substantiation. The

phenomenon of the typified suite, discovered in the examined paintings,
in organic interaction of this phenomenon with other principles of
montage (the parallel, the associative, and the intellectual) makes it
possible to comprehend the multifaceted images taking shape in the
interaction of emotions. Moreover, the plasticity of the principle of
the typified suite in the analysis of paintings gives the possibility to
comprehend the singularity of various kinds of composition:
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1. The typified suite, in which of foundational significance is the
light-and-shade composition, where the supporting fields are the
illuminated typified images, arranged in a linear manner (Alexander
Blok” by Ilya Glazunov).

2a. The typified suite conveyed in centrifugal motion to the
foreground of the painting and to the right (Taras Gaponenko’s
“After Banishment of the Fascist Occupants”);

2b. The typified suite built according to the principle of centripetal
motion (Boris Talberg’s “Cabaret Dancer”, Tatiana Nazarenko'’s
“Circus Woman”, llya Glazunov’s “Eternal Russia”);

2c. Two conflicting typified suites interacting along the lines of
centripetal composition (“Tanya” by the Kukrynikses);

2d. Two conflicting typified suites, combined according to the
principles of rounded and linear compositions (Geliy Korzhev’s
“Hostages of War” (“Human Shields”).

3. The typified suite in a two-tiered juxtaposition of positive images,
where two suites are given in simultaneity—one non-personified,
and the other in various tints of the selfsame emotion (llya
Glazunov’s “Seeing off the Troops”).

4. The typified suite revealing the inner (psychological) directedness
of the entire composition:

a) in diagonal motion upwards (llya Glazunov’s “Blockade”);

b) in diagonal motion downwards, where the selfsame emotion,
tough in different nuances, convey a sense of catastrophe (the
Kukrynikses “The End”);
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c) from right to left (llya Glazunov’s “The Storming of the City”);

d) in perpendicular correlation (llya Glazunov’s “The Awakened

East”);

e) two typified non-conflicting suites geared in directions opposite

to each other (llya Glazunov’s “The Paths of War”).

5. The polyphonic typified suite, which makes it possible to see the

individualized spectrum of emotions in simultaneity, expressed in

the selfsame image (llya Glazunov’s “Ivan the Terrible”).

6. The general typified suite in linear demonstration of a multitude of

face is combined with two polyphonic suites and given in interaction

of the outer motion with the inner (Pavel Ryzhenko’s “Farewell to
the Convoy”).

7. The poster-typified suite in panoramic perspective based on a

collage-like bringing together of portraits of historical faces (llya

Glazunov’s mysteries).

8. The ciphered typified suite, placed in a peculiar circular

composition (Marc Chagall’s “Portrait of a Bride with a Blue [Indigo]

Face”).

The typified suite in llya Glazunov’s artistic legacy, just as in
the canvases of his contemporaries, has demonstrated itself in an
unusually diverse way. It is not always concretized only in the faces,
but is expressed in the generalized non-personalized mass of people, in
personified images of animals, ciphered in symbolic visages, collaged in
heterogeneous portraits, endowed with dynamics in inner contrasts, and
can also be disclosed in the emotional mood of one single person. The
typified suite was often enhanced with dynamic conflux with principles
of other varieties of film montage the interaction of which endowed the
viewer with inexhaustible opportunities for a diversified psychological
immersion into the artistic image.

Various strata of our psyche turned out to be involved in the
perception of paintings as a typified suite. Creating an initial (plotline)
effect on the existential level, in reality (according to the subject matter)
it ended up being the transmitter of the artist’s ideological thinking,
impacting more complex levels of human consciousness—the “reflexive”
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and the “spiritual,” connected with the associative and the intellectual
types of thought. In order to reveal such a multi-plane conceptually
artistic essence in painting, the research method integrated by us,
based on the methodologies of Sergei Eisenstein and Lev Vygotsky, may
become unusually promising.
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YXUBOMUCb UNbU TNA3YHOBA
CKBO3b NPU3MY METOA0N10T NN
CEPFEA 3W3EHLWTENHA

N NbBA BbITOTCKOIO

AHHOTauMA. B HacToAWel cTaTbe Bnepsble NPeAnpUHATa NONbITKa Npume-
HeHua meTtogonormm Cepren dit3eHwWwTelHa M JIbBa BbIrOTCKOro K aHanusy
usonucu Unbu MasyHoBa, a TakkKe pAda ero COBpeMeHHWKOB. B LeHTpe
BHUMAHUA UCCNeA0BaTENA HAXOAMUTCA ABNEHWUE TUMAXKHOM CIOUTbI, OTKPLITOM
C. D13eHWTEMHOM B PUCYHKE KaK UYMUCTbIM X04, 6era MOHTaXKHON MbICANY.
[aHHbln peHoMeH Bbln HaLeNeH Ha BbiABJEHWE O4HOW M TOM e SMOoLUK B
PasINYHbIX ee OTTEHKaX. MHOroCTOPOHHEMY ero pacKpbITUIO MOMOraeT aHa-
N3 U APYrUX NPUHLMNOB KMHOMOHTaXa, NPOsABAEHME KOTOPbIX aBTOp CTa-
TbU TaK¥Ke 0OHapyKMBAET B KMBOMUCK: NapannesbHOro, accoLMaTMBHOO U
WHTENNEKTYaNbHOrO. 1A BbIABNEHUA CYLLHOCTM PAacCMaTPUBAEMBbIX NMPOU3-
BeZeHU M306pasnUTeNbHOrO MCKYCCTBA B CTAaTbe MCMO/b3YETCA elle OAMH,
KOPPEeVPYHOLWMIA C 3M3eHLITEeMHOBCKMM METoA, COBETCKOro y4yeHoro JlbBa
BbIrOTCKOro, MCCNef0BaBLIEro B MTepaType Ha OCHOBE MPOTMBOAENCTBUA
babynbl U CloXKeTa NCUXONOTMIO BHYTPEHHEro KoHdAnKTa obpasos. CoBme-
LeHWe OTMEYEHHbIX MHTENNEKTYaNbHbIX MyTel No3HaHWA usonucu lna-
3yHOBA M €ro COBPeMEHHUKOB [1aeT BO3MOXKHOCTb CUCTEMHO PACCMOTPETb
KMHOeCTBEHHOE BXOXAEHME» B XYA0XKEeCTBEHHbI 06pas, YTo nossonser
NPOACHWUTb CMbIC/T aBTOPCKUX KOHLEMLMIA B }KUBOMWUCK, BKKOYAA T KapTUHbI
[nasyHoBa, KOTOPble CBOMM MMPOBO33PEHUYECKUM CoAepKaHneM 1 06pasHo-
KOMMO3ULMOHHbBIM pelleHNeM Bbi3blBatOT BypHble KPUTUYECKME PeaKLun.
Kniouesble cnosa: C.M. ditseHwTeiH, J1.C. Bbirotckuit, U.C. TnasyHos, Tu-
Na)kHas CloWUTa, MapaieNbHbli, acCOLMATUBHBIN WM WMHTENNEKTYya IbHbIN
MOHTaX, MeToZ, nopTpeT, dabyna 1 CIoXKeT, NCMXON0TUA UCKYCCTBA, XyAoMKe-
CTBEHHble 06pasbl, TPArMyeckoe B KUHO U KMBOMUCH
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YACTb Il

1. BOEHHAA TEMA

a) Tparnuyeckoe HanpasneHue

Ha cobbitna Benunkoit OTeyecTBEHHOW BOMHbI MEPBbLIMM B COBET-
CKOW KMBOMUCU OTKAMKHYIUCb XYAOMKHUKMU-NIAKATUCTbL. YKe Ha BTO-
poV AeHb BOMHbI Bbiwen naakaT KyKpblHMKCOB «becnolaaHo pasrpo-
MMM 1 YHUUYTOXMM Bparal!», a BcKope 1 nereHaapHas pabota U. Tonase
«PoauHa-maTb 30BeT». Hapsaay ¢ nnakaTom B M3006pasUTesIbHOM UCKYC-
CTBE NOABUIOCH HO/bLIOE KOMNMYECTBO FrepOMYECKUX MOMOTEH, KOTopble
CTann XyAoXKeCTBEHHbIMW NAaMATHNUKaMM OTeYeCTBEHHON BOEHHOW UCTO-
pun: «ObopoHa Cesactonons» A. [enHekn, «Ltypm CanyH-ropbi»
M. Manbuesa, «Ha Kypckoi [lyre» un «3allmMTHUKM BpecTcKoin Kpenoctn»
M. KpmneoHorosa, «uapama “bnokaga JleHuHrpaga”» E. KopHeesa. Cunb-
HO [eNCTBYIOLLMM B 3TOM TEMATUKe ABUNOCH TParmyeckoe HanpasaeHue,
B KOTOPOM Oblnn 3aneyvat/ieHbl NOCAeACTBUA Beanyalen Katactpodbl
Ha NnaHeTe, yHecWwel HeC/IbIXaHHOe KOIMYeCTBO YeN0BEYECKUX KepTB.

PucyHoK 6.
OemeHTnii LUmapuHos. Mame u3 cepuu He 3a6ydem, He npocmum*

N3 AByX OTMeYEeHHbIX Hal'lpaB!'IEHVlﬁ Mbl OCTaHOBMMCA Ha nmocnen-
HEM, MOCKOJ/IbKYy CamMble 6osbwne OTKPbITUA NPOUCXOAAT UMEHHO B TPa-

UcTouHuK nsobpaskeHus cm.: URL: http://xn--ilabbnckbmcl9fb.xn--p1ai/%D1%81%D1%82%D0%
B0%D1%82%D1%8C%D0%B8/417554/img2.jpg.
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TMYECKuX »KaHpax. Kpome TOro, TparMyeckoe — sBJeHUE HEOA4HOPOA-
Hoe. Ero 060pOoTHOM CTOPOHOM ABASETCA caTUpa, A0BeAeHHan Nopo 4o
rpotecka (abcypaa). Takasa TPaKTOBKa BOEHHbIX CHOKETOB B COBETCKOM
MBOMUCK CTaNa OHOMN M3 XapaKTepPHbIX GOPM OCMbICIEHNA KaTacTpo-
dburueckoro cogepikaHums.

PucyHoK 7.
Fennii Kopkes. Tobeda »cuabix u mepmebix?

Tema BOWHbI B TBOpYeCTBE COBETCKMUX XYAOXHWUKOB, Ha4yaTaA eLlle B
BOEHHOEe BpemsA, 0CTaslaCb OAHOﬁ M3 N1aBHbIX N B MUPHbIEe OHWU. ﬂpKVIl\;I

2 UcTouHUK n3obpaxkenns cm.: URL: https://www.pinterest.ru/pin/553872454153869047/?autol
ogin=true.
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npvmep cobCTBEHHO TPArMYECKOro HaMPaBIEHNUA B ) KMBOMUCU — KapTUHA
T. lanoHeHKo «Mocne nsrHaHuA GanCTCKMX OKKynaHToB» (1943-1946,
focyaapcTBeHHan TpeTbAKOBCKan ranepesn), B KOTOPOW NoKasaHbl nocaea-
CTBUA BOMHbI B 0CBODOOXKAEHHON AepeBHe I3MaNKOBCKOro palioHa Hega-
neko ot Enbua B 1941 roay [cm.: 32]. (1 Bepcua HanucaHa B 1944 1.)

PucyHok 8.
Tapac FanoHeHKo. lTocae u32HaHuA hawucmcKux oKKynaHmoe®

MMNyNbCOM K CO34aHUI0 KapTMHbI CTa/l paccKkas ovesnaua cobbitus
— CecTpbl XyA0MKHMKa. KpacHoapMeWLbl TO/IbKO YTO CHAMM C BUCEAULLbI
Tena noBeleHHbIX. Mornbwmx Asoe, n 06a OHW NexaT Ha cHery. Bokpyr
HUX COCPEAOTOMUNCH KUTENU AEPEBHU, KOTOPbIE Ha KapTUHE OpraHu-
30BaHbl KaK bbl B BE TUMaXKHbIe CIOUTbI: B LIeHTpe 1 cnpasa. B nepsoin —
MOJ104an KeHLMHa, CToA B HOrax ybuToro, He B CMNax CKasaTb HU CNOBa,
ropecTHoO CMOTPUT Ha Hero. [lpyras »eHlMHa — Ha KONeHsX, pblaaeT
Hag, ero ronosoi. TpeTba Npunana K Hemy Ha rpyab.

TNaKHYHO CIOMUTY C NPaBOW CTOPOHbI Ha NepeaHeM naaHe obpa-
3yI0T 6/1M3KMeE KasHeHHOro. Cpean HUX — MKEHLMHbI B YEPHbIX NAaTKax

3 McTouHuK mnsobpaxkenuns cm.: URL: https://www.pinterest.com/pin/458663543283742561/?Ip=
true.
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(maTb u XeHa), cegoBnacbIi cTapuk (oTew), AeTH, a BO BTOPOM paay —
MOHYPbIN BOEHHbIN U MOHALLEHKa, MNbITaloLLAACA U3-3a CMMHbI Bepeau-
cToAWwmX yBnaeTb npousoweauwee. Mo ¢abyne 3gecb nepegaH mpaau-
yecKull 3r1u300 U3 #Uu3HU 00HoU OepesHu, roe nobbiBann ¢GalwmnCTbl, a No
CHOXKETY — cyObbbl HAPOOHbIe 80 8peMSsA 80UHbI.

B AMHEHOM M3MepPeHUN KapTUHbI NPaBOM CTOPOHE CKOPOALLMX Hag,
MepTBbIM CMMMETPUYHA NeBas, r4e, COrHYBLWWCb HaZ CaHKaMu, CTOWUT
KEeHLWMHA C NOMOLWHMLEN. Ha 3TUX caHKax B NOCAEAHWUIA NyTb AO/KHbI
yBe3Tu nornbuero. Ho LLEeHTPOM KapTMHbI OKa3blBaeTCA BUCEMLA, KOTO-
pas BMOHTMPOBaHa B 06pa3Hyt0 KOMMO3ULMIO NO NPUHLMNY 1apassesns-
Ho20 MoHmMaxca. OT 3TO CMEePTOHOCHOWN KOHCTPYKLMM OLLYLLAeTCA YeH-
mpobexcHoe dsuxceHUEe K NepegHemMy NaaHy KapTuHbl. 310BeLnii 0bpas
BMCE/INLLbI BO3BbILLAETCA HaZ, BCEMM M CO3AAET C GUIYyPaMM KUBbIX pe3Koe
3aMblKaHWe, B KOTOPOM MPOABAAETCA MHTENNEKTYaIbHbIA MOHTa. Buce-
/MLA BCE eLLEe KaK Bbl }KMBET CBOEM }KMU3HbIO: OANH U3 COBETCKMX BOEHHbIX
[eN0BUTO NoAaeT Tonop B306paBLLEMYCA Ha IECTHULLY YEI0BEKY, YTOObI
OTPY6bUTb OCTaBLUMECA XBOCTbl BEPEBOK. B NposABIeHHOM 34eCh ele 1 ac-
COLMATUBHOM MOHTaXKe 06beAnHeHa WMPOKas BPeMeHHaas aMnanTyaa:
HeZlaBHEro BOEHHOrO MPOLW/IOro U AaNeKoro 6ubnenckoro — cuTyauum
CHATUSA C KPecTa, OCMbIC/IEHHOM KaK 0606LLEeHHbIV CUMBOA CTPaAaHuUA.

[na3yHoe 8 omobpaxceHuu 80eHHOU MeMbl 8 XUBOMUCU MAKH(Ee NO-
Ka3an Benunkyro OTeyecTBEHHYH BOMHY C KaTacTpodMUYECKON CTOPOHbI.
B Takom OCMbICIEHMM BOEHHOWM TeMbl BUAMUTCA NPEEMCTBEHHOCTb Tpa-
AVUMA, MAYLWMX OT «HEemaTPUOTUYHBIX» AHTUBOEHHbIX KapTuUH B. Be-
pewgarvHa. B KapTuHe masyHoBa «Joporu BoWHbI» (1954-1957, 3a-
HOBO cO3aaHHOM B 1985-m), nepBOHayanbHOM AuNIOMHOW paboTte,
BbIMO/HEHHOM B JIEHUHIPAACKOM XYAOMECTBEHHOM WHCTUTYTE MMEHU
WN.E. PenunHa (pacKpMTMKOBAHHOM rocyaapCTBEHHOM KOMUCCUEN U BMO-
CNeACTBUN YHUUTOMKEHHOW), nepefdaH obpas pycckux bexkeHues*. Ko-
MWUCCUA eAMHOIIAaCHO OTBEPI/IA KAPTUHY KaK aHTUCOBETCKYHO, MCKa3uB-

4 B 1977 rogy BbICTaBKa KapTUH [N1a3yHOBa, B KOTOPOW 3HAYMNACh U KapTUHa «loporu BOMHbI»,
6blna 3aKpbITa NOZ, NPEAI0OrOM «NPOTUBOPEYaLLel COBETCKOM naeonornn». Hecmotpa Ha To, 4To
KapTUHY YHUUTOXUAN, XYAO0KHUK BNOCNEACTBUM CO3AaN aBTOPCKYHO KOMUIO.
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Lyto npasay npouwejlleit BoMHbl: «BoiHa xapaktepHa nobeaoit, a Bbl
CMaKyeTe OTCTYMN/JeHNe COBETCKMX BOWCK — TaKoro elle He 6bl1o B CO-
BETCKOM UcKyccTee» [33].

Takum 06pasom, B pacCKpUTUKOBAHHOM NPOU3BEAEHMM NPosABMIach
He3aBMCMMasa MO3ULMA MOIOAOro [NasyHoBa, HalleAllas OTpaskeHue
KaK B peasiCTMYECKOM KOHLeNLMM, TaK U B KOMMNO3ULMOHHOM PeLleHmUN.

PucyHok 9.
Mnba MasyHos. Jopoau eoliHbr

B KapTuHe «oporn BOMHbI» MOMHO OOHAPYKUTb 08 MUMAXCHbIE
croumel. B ogHO — urypbl yCTaBLUMX CTAPUKOB, KEHLUWH, AeTel U
HECKO/IbKMX OTCTYMatoLMX CONAAT, CPeAN KOTOPbIX BbIAENAETCA CKauy-
LM B Tbl/1 PaHEHbIN, NO-BUAMMOMY, BECTOBOW. Ha nepBbIit B3rnag, sToT
3NU304, PacKpbiBaeT 0bOblYHblE BOEHHbIE BYAHW: NOAM YXOAAT B Tbi/, @
Mo CYyTM — TOPbKYO Npasgy Hayana BoWHbl. O4HAKO B MapannesnbHOM
MOHTaKe C 3TOMN CIOUTOM AaHa Apyras, NPOTMBOMONOMKHO Hamnpas/eH-
Haf: conaaTbl, AYLLME MUMO PYUH PA3pyLLEHHOTO l0Ma Ha NepesoByto,
caMo/ieT B TEMHOM, yCTpallatollem 3apHuLamu Hebe, — ama crouma
CIOX(eMHO repeocmbicausaem nepsyto, npeobpaxas ee 8 00UH U3 Ha-
npAxceHHbix OHeli 80liHbI. Tak YTO MHeHMe TocyaapCTBEHHOM KOMUCCUM

> WctouHuK msobpaxenuna cm.: URL: http://glazunov.ru/tvorchestvo/monumentalnye-raboty/
raboty/1985-dorogi-voiny.
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06 3TOM NoJIOTHE (HaNOMHMM, KaK MCKasMBLUEM NpaBAy O BOMHeE) C oa-
HUM 13 NpPeaoKeHUN aBTOpa «PaCCTPenaTby, 6bIN0 NPOABAEHNEM BO-
NUIOLLErO MAE0/I0NMYECKOro NPeccuHra MoaoAoro XyaosKHuKa. Mpasaa,
B KapTWHEe ecTb ele oaMH 06pa3 — berywmx oBeL, KOTOpbIi Bbi3biBaeT
aHanormm c 6ubneckumm, becuenbHo (40 NosBAEHUA nacTbips) 6Gpo-
OMBLUMMM BO TbMe toabMW. Takol accoyuamueHbili MOHMax< 06pa3o8
aodeli U HUBOMHbIX, B0O3HUKWUL HO OCHOBE 08YX MUMAMCHbIX Cloum —
bexceHyes u condam, yxo0au,ux Ha nepedosyro, packpsisaem mpazuye-
CKuli cmblics 80LiHblI.

KaptuHe «Jloporu BoOMHbI» N0 TemaTuke 6/M3Ka cO3faHHas B Te
e rogbl aBTobMorpaduyHas pabota MasyHoBa «bnokaga» us cepuu
«JleHuHrpagckaa 6nokaga. 1941-1944» (MeH3eHcKana obnacTHas Kap-
TUHHas ranepes umeHn K.A. CasuuKoro, 1956), B KOTOpPOI NoKasaHbl No-
cneacTsma Katactpodbl, paspasuBLUeca B Hayane BOMHbI. HecmoTpsa Ha
TO, YTO B Heli BCEro TPU NepPCcoHaka, NPUHLMMN TUNAKHOW CHOUTbI MOXKHO
06HapyXuTb U 3aecb. Obllee BnevyaTneHMe CKNaAblBAaeTCs Ha OCHOBe
OCTPO KOHTPACTHbIX 06pa3oB..

PucyHok 10.

5 YIcTouHMK n3o6paskeHmns cm.: URL: http://pkg.museum-penza.ru/news/2015/01/27/14504179.
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BOT KaK OMUCbIBAeT cogeprKaHue KapTuUHbl OAMH M3 uccnegosaTte-
nelt TBopyectsa [nasyHoBa M. fA3bikoBa: «M3 nosiympaka Xo/04HOW,
MPaYHON KOMHATbl C OKHaMM, 3aK/JI€eHHbIMWN KPeCT-HaKpecT, B TpenerT-
HOM CBEeTe KONTW/IKM, NaJalolem Ha AaBHO MYCTyl TapenKy, CMOTPUT
pebeHOK C UCXyaanbiM IMLOM CTapuyKa. B TemHoTe yragbiBaetcs ourypa
He TO CMALLero, He TO YMMPAIOLLEro, a C/IeBa OAETbIM B 3MMHee MasibTo
YesI0BEK CKJIOHW/ICA Hag, KaBULLAMM POAA. ITa KapTMHA buorpaduyHa.
[ana Gyayuiero xyAoxHUKa, Npodeccop KOHCEPBATOPMM, 33 HECKO/IbKO
OHel 40 CMepTu, C TPYAOM A0WAA A0 Posns, cnabeowmmm naablamm
urpan “AnnaccmoHaty”» [34, c. 3, 6]. Ho rnaBHoe 34ecb — BUAHEOLWMNIA-
CA U3-3a CTONA roNoaHbI pebeHok (B KoM yraabiBaeTcs obpas camoro
XYL,0KHUKA B AETCTBE), FO/IOAHbIV HACTO/IbKO, YTO Ha Ero /IMLE NMOABUCA
He34,0pPOoBbIN PyMAHEL, M KOCHyMachk nedaTb cmeptu. OgHaKo ero Tara K
YKM3HU BblpaKeHa BO B3Ms4e OFPOMHbIX [/1a3, B YEeM OLLyLLIAeTCA HEPB
OBUXEHMA BCEW KapTMHbI, HanpaB/NeHHOro No AMaroHanu CHU3Yy BBEPX.
[Ba B3aMMOMCKIOYAOLWMX MOOCA YE/N0BEYECKOM KU3HU: AETCTBO U
CMepTb, M3HaYya/bHOE COBMELLEHME KOTOPbIX BbIPA3MIO TParMyeckui
naoc KapTMHbI, CBA3aHbI 34eCb BOEANHO B MHTENIEKTYa/IbHOM MOHTa-
»e. Mo ¢pabyne 3aecb M306parkeHbl 104N, HaXxo4ALWMECS B NpeaaBepun
CMepTH, a MO CIOXKETY — KuByLume bnarogaps cBoemy Ayxy.

Takum obpaszom, 8 ModobHol munaxcHol croume npocmynuau
MPUHYUNbLl UHMeEseKmyanbHo20 MOHMaxca, 61a200aps KOMopomy Xy-
O0MCHUK He npocmo 80cc030as 3rnu300 cgoeli buozpaghuu, Ho u 0606-
wus1 2epouKo-mpaauyeckue cyobbbl HapPoOa.

B 60—70-e rogbl BOEHHaA TemaTMKa B TBOpYecTBe [Nna3yHoBa nony-
YyaeT bosiee LWMPOKOe OCBeLLEHME, B KOTOPOM PACKPbIBAETCA yCUaeHue
KPUTMYECKON HanpaB/IeHHOCTU NPOTUB BHELWHWUX Bparos Poccuu, Boe-
BaBLUMX MPOTMB HEE U APYIKECTBEHHbIX eli CTpaH. XyA0XKHMKa MHTepecy-
0T COBPEMEHHbIe emMy CObbITUA BOMHbI BO BbeTHame (1964—1975), uemy
nocesileHa KaptuHa «lMpobyauswuiica Boctok» (1967). CoaeprkaHune
ee onucaHo M. fAA3bikoBoi: «Ha nepBom nsaHe KapTuHbI cpeau PyuH
OpeBHel naroabl — YyAoM yuenesluas cTaTtya byaabl ¢ oTbuTon ockon-
KOM aMepMKaHCKOro cHapaga pykon. Mumo pasBaiMH H6eCKOHEeYHbIM
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MOTOKOM ABUMKYTCSA CONAATbI, ONONYEHLbI, MALLUHbI, 3aMaCKUPOBaAHHbIE
nasibMOBbIMW BETBAMMU OPyaAUA» [Tam Xe, C. 66]. ITM 06pa3sbl 3aLUTHK-
KoB BbeTHama CKNaapbiBatoTCA, Kak HaM NpeacTaBaseTca, B HeKyto 0606-
LEHHO-HENepCoHUOULMPOBAHHYIO TUMAXKHYH CIOUTY, B KOTOPOW Bbipa-
eHa eAnHan natpuoTuyeckan naea. TUnaskHasa CloMTa K TOMY Ke AaHa
B NapannesnsHOM MOHMaxce C ycTpaliatolein durypoit byaabl. B Takom
KOHTpacTe 06pa3oB, Haxo4ALWMXCA B KOMMNO3ULMOHHO-NEPNEHANKYNAP-
HOM COMpPAXKEHUU, MPOACHAETCSA, YTo Nno ¢abyne 34ecb BOCNPOMU3BOANTCSA
KOJIOHHA yXo4AlMX Ha GPOHT CONAaT, a NO CIOXKETY pacKpbiBaeTca cuna
[lyxa BbeToB. Haf BCeMMU e — ApaKoH, CMMBO/IM3UPOBAaBLUNIA B acco-
YUamueHOM MOHMAM(e BEPXOBHYIO BAaCTb, NpoLBeTaHWe Hapoaa U B
TeyeHue 20 net (1955-1975) — lepb HOxHoro BbeTHama.

PucyHok 11.
Wnba MasyHos. lMpobyduswulica Bocmok’

BmecTte ¢ Tem [na3yHoBa NpMBAEKalOT COObITUA AaNeKol pyccKom
nctopum, otobpaxeHHoM, Hanpumep, B ero kKapTuHe «lMpoBogbl BocKa»
n3 umkna «MNone Kynmkoso» (1979, TyNnbCKMii 06MaCTHOW XyA0XKECTBEH-
HbI Mmy3ei). Oba npousBeAeHUA 0O6beAMHEHbI CXOXUM MPUHLMUIMIOM

7 UcTouHmMK n3obpaxenus cm.: URL: https://www.liveinternet.ru/users/3842730/tags/%D0%B3
%D0%BB%D0%B0%D0%B7%D1%83%D0%BD%D0%BE%D0%B2/pagel.html.
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B3aMMOAENCTBUA ABYX TUMAXKHBIX CIOUT (Kak U B paboTe «[oporu Boii-
HbI»). [ByXbAPYCHOE NPOTUBOMNOCTABNEHNE TAKMUX IMHENHBIX pesibedoB
CNYKUT CPEACTBOM, 3HAUUTENBHO OMKMBAAIOLWMM OBLLYIO KOMMO3ULMIO.
OpHa ctonTa no ¢abyne 3gecb 6e3nmKan, Kak Hbl BHEIMOLMOHANbHASA,
HO BHELHe AeNCTBEHHasn, COCTOALANA U3 yXOAALWMX Ha BUTBY BOMHOB.
[pyras — amMoLMOHaNbHO-NCUXO0TMYECKas, C/IOBHO OXKMBOTBOPAIOLLAA
CIOXKeTHYI0 iMHMI0. OHa CKNagbiBaeTcs M3 06pa3oB KHAMKECKON cembi
Omutpua [IOHCKOro, NPOBOXKAOLLEN PYCCKOE BOMCKO B BOEHHbIM NMOX0Z,
KOMMO3MLUMA KOTOPbIX OpraHM30BaHa B COOTBETCTBUM C TPAAULMAMM
napannenbHo20 MOHMAMA, UAYLEro OT 3M3eHWTeMHOBCKOro ¢uabma
«MBaH Mpo3HbIN» (CLLeHa OXKUAAHMA Lapem Hapoaa)®.

PucyHok 12.
Wnba TasyHos. lTpoeodsi eolicka®

& 30 -

8 lpyras MHTepecHas TPAKTOBKA TUMAXKHOW CIOWMTbI HapoAa B TBopyecTBe [NasyHoBa — ee na-
pannenbHbI U acCOLMATUBHBIN MOHTaXM CO CLEHOM Ha nepefHem naaHe AaHa B «[louenye
Myabi» (1985), B KOTOpOW ctomTa BpaskaebHbIX XpUCTy BOMHOB M ero cueHa ¢ Myaoit B uenom
BOCCO3/,al0T KY/IbMUHALMOHHYIO CLEEHY Nepe, ero nieHeHuem.

° ICTOUHUK n3obpaxenusa cm.: URL: http://www.tanais.info/art/pic/glazunov34.html.

78 HAYKA TENEBWAEHUA Ne 15.1, 2019



MaTpuoTryeckan naes obenx TMNaxKHbIX CIOUT YKPYMNHEHa eLlle ac-
coyuamueHeiM 0bobweHuemM, CBA3bIBAOLWMM AAHHbIM CIOXKET C repou-
yeckon uctopmelt Poccun. Bonee Toro, B KOMNO3MLMOHHOM PeLIEHUN
TEMbI NPOABAAETCA NPUHLUN UHMES1eKmMYyaabHO020 MOHMAM(d, KOTOPbI
BbIPa*KeH B KOHONIMKTHOM COMPAXKEHUMU TPEX XYAOXKECTBEHHbIX NNAaHOB:
KpynHOro nepeaHero HaBepxy (KHAMKeCKoM cembu), 0bLero yaaneHHo-
ro BHM3Y (BOMCKO PYCCKOE), a Tak»Ke obLero KpynHoro, obbegmHuBLLE-
ro ABa npeablaywmx (AMHammnyHoe ABuXKeHue o0b61akoB). B orpomHoOM
NaHOPaMHOM MPOCTPAHCTBE COCTOAHME TPEBOXHO-HEA0bporo oxuaa-
HWA KOHKPETU3MPOBAHO B NEPEeXKMBaAHUAX KeHbl [JOHCKOro, ero getei 1
6/IM3KMX.

B uTOre npoBeaeHHOro 0630pa KapTUH CTAHOBUTCSA OYEBUAHO, YTO
B NOMI0THAaX [Na3yHOBA, NOCBALLEHHbIX TPArMYeCcKo BOEHHOM TeMaTuKe,
NPUHLMM TUNAXHOM CIOMTbI MPOABUICA BECbMa MHOroobpasHo, npuyem
BO B3aMMOCBA3M C Pa3HbIMK TUMAMM MOHTaXa. Ho rnaBHoe — C nepsbIX
ero pabot yepes Hee TPAHCAMPOBAIACh HE TO/IbKO aHTUPALLMCTCKAA KOH-
LenumMsa aBTopa, HO M «aHTUCOBETCKasn», KOTopas BMNOC/AeAcTBMM nepe-
pocC/ia y Hero B pycCcKyto NaTpMoTUYECKYHo Uaelo.

6) MpoTecKkoBas TPaKTOBKA BpaXXecKux ob6pasos

B rpoTeckoBO-061MUNTENbHOW TPAKTOBKE XYA0MECTBEHHbIX MPOU3-
BEEHUIA Ha BOEHHYIO TeEMY BblAE/IMM KapTUHY aBTOPOB MOJUTUYECKUX
KapukaTtyp — KykpoiHukcos (M. KynpusaHosa, M. Kpsinosa u H. Cokono-
8a) «KoHeu» (1947-1948, locynapcTBeHHaa TpeTbAKOBCKas ranepes),
B KOTOpOW 3aneyateHbl NocnefHue MrHoBeHWA [WTnepa BO Bpems
wrypma bepavHa coBeTcKMMM BoWMcKamu. CKpbIBasCb B MOA3EMENbAX
penxcKkaHuenapumn, dropep M ero CoobLWHMKM M300paKeHbl B cCaMOM
HenpurnagHom Buae. [iBuxeHne B KapTUHE OpraHM30BaHO Kak bbl no
AnaroHann OT BEpPXHEro J1eBOro yrna, rae CTOUT BbIXBAaYeHHbI CBETOM
MMTnep, K MpaBomy — rpynne ero NoAYMHEHHbIX, CUAALLMX B NOJHOM
NpoCTpaLuu, 1 fAanee — KHU3Y: CNOA3aIOLLEN CO CTONA cKaTepTu. B acco-
LMATUBHOM MOHTAKe C Pa3bpocaHHbIMM HA MOy NOMATHIMU LOKYMEH-
TaMu, nepeBepHyTbIM cTynoM, 6aTapeelt ByTbIIOK W3-NoA CAMPTHOMO
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W pacrnaxHyToM HacTeb BPOHMPOBAHHOW ABEpM MepedaHa AMHAMMKA
NCUXOOrMYECKOTO COCTOSHUSA BbIBLUMX MPETEHAEHTOB HAa MMPOBOE TO-
cnoacTeo. Takum obpasom, no pabyne oHM BbICTPANBAOTCA B TUMAXKHYIO
CIOUTY HALMCTCKUX INAEPOB, a MO CIOXETY — MUCTEPUYHbIX TPycoB. Bcs
KOMMO3MLUMA BeAET K 3aKOHOMEPHOMY UHMesnnekmyansHomy obobuye-
HUIO — MOHUMAHMUIO UCTOPUYECKOW 06peYeHHOCTM NPOBO3IIALLIEHHOMO
lMTnepom «TbicAYeNeTHero penxa.

PucyHok 13.
KyKpbIHUKCbI. KoHey?

B apyroi kKapTnHe KyKpbiHMKcoB — «TaHa» (1942-1947, locypap-
cTBeHHasA TpeTbAKOBCKas ranepesn) — M3obparkeHa KasHb 3om Kocmoge-
MbSAHCKOW, Nnpounsowweawan 21 Hosbpa 1941 roaa B AepesHe MNeTpuLieBo
Py3ckoro paioHa MocKoBcKoi obnactu. Tparnyeckoe cogeprkaHune sTomn
KapTMHbI 3a0CTPAETCA 34eCb MMEHHO C MOMOLLbIO 3/1EMEHTOB rpoTecKa.

0l cTouHMK n306pakeHnsa cm.: URL: http://www.rodon.org/art-080815123619.
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PucyHok 14.
KyKpblHUKcbI. TaHa!

B ueHTpe pa3BepHyYTOro NoaoTHa M306parkeHa BUCENMLA, NOL KOTO-
POW CTOWUT BO/IEBas, KOPOTKO MOACTPUMKEHHAN AEBYLIKA C TabiMUYKOM Ha
rpyam. A BOKpyr — pasHopogHble 0bpasbl, U3 Yero ckaagblBaioTca dse
KOHMpacmHsle Mumnax}cHole croumel, UMeroujue YUeHmpocmpemumesnnoHyio
HanpasneHHoCMb o OMHOWEHUI0 K swagomy. B ofHOW TaKow clomTe no-
Ka3aHbl COTHaHHbIE CIOa HEMLLAMM, COYYBCTBYIOLLME 30€ PYCCKME KEHLLMU-
Hbl. Y MHOTMX OMYLLEHbI FO1I0Bbl — CMOTPETb Ha Ka3Hb OHU HE B CUAaX.

[pyryto ctouTy COCTaBAAOT 06pa3bl OKKYNaHTOB. OHWU Ha PeaKocTb
0enoBuTbl M 0bbeanHEHbl 300/10TMYECKMM 0BOMNLITCTBOM, KOTopoe
YOEPKMBAET MX Ha MOpPO3e: OXUAAHWE Ha ee /Mue 4YyBCTBa CTpaxa.
BO/IbLIMHCTBO KapaTenen CTOAT nepea, Hell c aBTomaTamMu, ABOe CoNAaT C
doToannapaTamu Ha nNepeaHem NiaHe CTPEMATCA He YyNyCTUTb MOMEHTa
KasHW. OAMH NbITaeTcA 3arNsHyTb AEBYLIKE B AMLO. Manay cnewuT Ha-
KMHYTb el netito. [lBa opuLepa cMOTPAT Ha Hee B ynop. OgUH U3 HUX
(8 Tensiom Tynyne M BaneHKax) — C HacMewWwAUBbIM BUAOM. [pyroi —

1 cTOYHMK n3obpaskeHnsa cm.: URL: http://www.rodon.org/art-080815130104.
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B PyparkKke, C Kanpu3HO NETYWUHbIM Npoduaem (no Bcel BUAMMOCTH,
NOAMNONKOBHUK Ploiepep) — € OTKPbLITOM HEHABUCTbIO.

KapTuHe «TaHsa» 621n3Ka maclitabHas paboTa . Kopicesa «3anox-
HUKU BOWHDbI» («}MBOI 3aCNOH»), B KOTOPOI M306parkeH oaMH 13 Tpa-
TMYECKUX 3NMU300B BOMHbI — OXKMAAHME aTaKM COBETCKMX BOMCK daLum-
CTaMu, NPUKPbIBLUMMKUCA Be30pyKHbIMK Ntogbmn (1998-2005).

PucyHok 15.
Fennii KopkeB.. «3aa104#HUKU 80liHbI» («}ueoli 3acaoH»)*?
o e : WL AN e R s

TunaskHaA cloMTa BO3HMKAET B MHOrOGUrypHO-KPYroBOM pacnoso-
YKeHUM 0bpasoB pyccKux. B BepxHei YacTv nonoTHa M3obparkeHa rpyn-
na A4en, cToallas B HENOCPEACTBEHHOW BAM30CTM C HEMELKUM OKO-
nom. ONOpPHbIMKU BO BCEM KOMMO3ULMM ABAAIOTCA MYXCKMe GUrypbl: B
BEPXHEN YacT — CKOPHHOro KysHela, roToBOro A0CTOMHO BCTPETUTb
CMepTb, CleBa — MevasibHO-OTPELEHHOro YyUYUTeNs, YCnoKamBatoLWmm
OBUNKEHWEM MNPUAEPKMBAIOLLErO YYEHMKOB, cnpaBa — 6ecnomouHo-
ro CBALLEHHMKA C MPUMKaBLLIENCA K HEMY MOHalleHKol. CBoeobpasHbIM
pedppeHOM B KOMMNO3ULUM KapTUHbI C/Ty*KAT 06pasbl KEHLLMH C A4eTbMU
Ha pykax. B ux rnasax 3acTblJlo TATOCTHOE OXMWAaHWe, OxBaTuBLIee U

2 AcTouHMK n3obpaxkerHnsa cm.: URL: https://kolybanov.livejournal.com/5606261.html.
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BCeX OCTa/IbHbIX. HEOBbIYHbIMU ABAAIOTCA MNOXOXKME HA MasIeHbKUX CTa-
PWYKOB CTOALLME BNEpPean AETU C NOB3POC/NEBLUMMU B 3TU MFHOBEHUSA
nmuamu. CnycTUBLUMECS C BO3BbILLEHMWS, OHU, BUAUMO, NPUBAEYEHHbIE
3BYKaMM BbICTPE/IOB, CMOTPAT B CTOPOHY. K/toueBoe e MecTo B NepBom
pAdy OTAAHO He B3POC/IOMY, @ leBOYKE B MUMOHEPCKOM rasiCTyKe, OTKPbI-
TO CMOTpALLEN Bneped. baarogapsa ToMy, UTO B BEPXHEW YacTu KapTUHbI
CKOHLIEHTPMPOBaHbl 06pasbl AOBONLHO 60/bLIONM FPYMMbl B3POC/bIX, a
B HUXXHEW TO/IbKO OAHA AEeBOYKa, CO343ETCs BNeYaTIeHNe, YTO KapTUHA
BOT-BOT OMPOKUHETCA M BCe QUTYypbl TPArMYeCcKmn UCYE3HYT.

Tparegmsa pycckux gaHa B napannesnbHOM COOTHOLIEHUM C rPOTECKO-
BbIMM 0Dpasamu Bparos, NPAYYLLMXCA 3@ UX CNMHAMK. U3 oKona, B cyLy-
HOCTW, BUAHbI He IULA, @ CONAATCKME KacKW, TPU M3 KOTOPbIX MNOKa3aHbI
B TEHW, BCNEACTBME YEro OHWM CTAHOBATCA MOXOXUMU Ha YepHble NUKK
cmepTun. CneBa ecTb elle Kacka ¢ BUHOKIEeM, KOTOpasa BOCMPUHMMAETCA
KaK 3n0BeLlmnin poboT. J/lnb rMTAepoBCKUit oduLep, 3a KOTOPbIM BUAHO
paspyLeHHoe 34aHne, CTOUT B NMOJIHbIA POCT KaK CUMBOJI BPAXKECKOM OK-
Kynauummu.

B uenom age TMNaXKHble COUTbI, B OAHOM U3 KOTOPbIX M306paKeHbl
MUPHbIE }KUTENU, 0BpasyloLLME KUBOW WMUT ANnA $allncToB, a B Apyromn
— BpaKeCcKMe congatbl, COBMeLLEHbl B KOHGANKTE B3aMMOUCK/IOYatO-
LMX CTOPOH MO NPUHLMNY HANOXKEHMSA KPYrOBON KOMMNO3ULLMM (PYCCKUX)
Ha fIMHelHyto (Bparos).

B utore no ¢abyne B 06enx KapTnHax («TaHa» u «K1BOI 3ac/OH»)
n306pakeHa Tpareaua, a no croxkeTy — obanvatolan Tpareana-caTmpa,
M 3TO NapajoKcanbHOe coveTaHWe accoyuupyemcsa ¢ mpazugapcamu
anoxu Bo3poxdeHus (bocxa, bpelicens, Beppokkbo, JoHamenno), 20e
mopxcecmayem 0bA80sbCKU 0ea108UMaA Heyucms U 2ubHym rpasedHsble
2epou. A 8 yesnom 30ech nNpossaaemcsa UHMennekmyasbHoll MOHMax, e
pesysbmame Komopozo 803HUKAeM MbIC/1b O HECMOKOM «repesepHy-
mom mupe» [TepmuH L. ge TonbHas].

Y [nasyHosa epomecKo8as MPAKMOBKA 8pamecKux ob6pa3o8 Halna
BOM/IOLLEHME B CODBITUAX aBHO MUHYBLUEN UCTOPUU. B KapTuHe «LUTtypm
rpaga» (1969), Hebonbluan TMNaXKHan CloMTa OCHOBaHa Ha Tpex obpasax
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TaTapo-MOHTIO/NbCKMX BOMHOBY. [lBa M3 HWX AaHbl B MPodUIb, B KOTOPOM
LUMPOKME CKYJIbl 3aCNIOHAIOT Y3KME LLE/KM [N1a3, @ IbICble F0/10Bbl NPUKPLITHI
M3bICKaHHbIMM, OTOPOYEHHbIMKU cobonamK TobeTelKkamun. BpPocKocTb UX
BHelWHocTK (no ¢abyne) 3akntodeHa B 60rato paclunTbiX oAeaax, YKpa-
LUEHHbIX N306parKeHMEM 371070 ApaKoHa. TPeTUA e pPa3BepHYT K 3pUTeNto
B ¢ac ¢ rynown, NoYT1 «4ayHOBCKOM» YbIBKOM, yiKe npeasKylwas nobeay
Hag, Pycbto. Haz HMMM BO3BbIWAETCA HAZeTas Ha KOMbe rosioBa PycCKoro
BOMHa. 10 ClOXKeTY »Ke OHM 6e306pasHbl, a MepTBas ros0s8a NornbLiero Bo-
MHa C MyApbIMM MeYasbHbIMK Fasamu, 06BMTan MATKMUMK 30/10TUCTbIMM
BO/IOCAaMM, BOCMPUHMMAETCA KaK NPEKPACHbIN MKOHUYECKUI NTUK.

Ho rnaBHoe — munaxcHas crouma 30ecb 8xo0um 8 06wyt KOMIIO-
3UYUI0, OP2AHU308AHHYIO MO MPUHUUMY NapannesnbHo2o U UHMesnek-
myanbHo2o MoHmaxmceli. C nomow,bto nepeoz2o obpas epaza 8 npasoli
Yacmu KapmuHsl ceA3bisaemcs ¢ AUKOM OpesHeli Pycu, nokasaHHol e
nesoli, 20e nosbixaem 020Hb, PA3AEMAOMCA NMUYbI, a HA 20P00 Ha-
npaeseHo beccuemHoe KO/AU4ecmso 8paMeckux cmpes. B pamkax xe
8mMopo2o — 06paz Mamapo-mMoH20s16CK020 Hawecmaus Ha Pyce ocmoic-
ausaemMcsa KaK mpaauveckuli KoH@AUKkm 08yx yusuauzayud.

PucyHok 16.
Wnba MasyHos. LWmypm 2pada*

13 CroxKeT faHHOM KapTMHbI NepekanKaeTca ¢ ApYrMm npovssesdeHnem [1a3yHoBa M3 TOrO e
umkna «Mone Kynnukoso» — «butea. BpemeHHbIli nepesec Tatap» (1979).

% UctoyHmKk wu306paskeHns cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/
raboty/1979-shturm-grada.
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B uenom, nsobpaxkan Bpara B ClOXKeTax Aanekoro npowsnoro, Ma-
3yHOB OPraHWM4YHO BOLUE/S B COBETCKYI FPOTECKOBYIO TPaAuUUUIO ero
BOCNpoOM3BeAeHMA. B cBA3KM C 3TUM Hec/yYaliHO 8 Mpou3sedeHusax Ha
BOEHHY memy, nokKaszaswux npomusodelicmaue 08yX KOHGAUKMHbIX
nazepeli, HepedKo scmpe4varomca He 00Ha MUMNaxHaa crouma, a ose.
B HUX MpoABUAUCE MPUHYUMbI MOHMAM(d, KOmopbili 0as 803MOMHOCMb
PACKPbIMb Mpaau4yecKkoe codepiaHuUe HA YPOBHEe PA3HbIX «dmaxceli»
yesogevecKol NCUXuKuU.

2. HEBOEHHAA TEMATUKA

MPUHUMN TUNAXKHOW CIOUTbI, MPOAB/IEHHBI B }KMBOMWUCK, NMOMOra-
€T PacKpbITb HE TO/IbKO KOJIIEKTUBHbIA 06pas, HO U cO34aTb NMOPTPET.
B KapTuHe Ma3yHoBsa «Motpet A.A. Baioka» (1956) nosT BocnpousseseH
B yrapHoi atmocdepe 3aropofHOro pectopaHa. BHyTpeHHee asukeHue
KapTWHbI NepesaHo B CBETOTEHEBOW KOMMO3ULLMM, ONOPHbIMW yYacTKa-
MU KOTOPOW ABNAIOTCA NPUHLMMNMANAbHO 6oNnee OCBELLEHHbIE, TMHENHO
PacnonoXKeHHble TMNaxKHble 06pa3bl 3aBceraaTaes, Cpean KoTopbix cie-
Ba 0060 BblaenatoTca ABoe obbiBaTenein: oauH — cMetoLLLniics, 6esHa-
[OEXKHO NbICbIN, CBUHOMNOAOOHLIN, APYro — C NTUYbeobpasHOM roNoBoM
M BbIMyYEeHHbIM «KYPUHbIM» [71a30M B NeHcHe. Ha aTom ¢oHe nokasaH
3ayMYMBbIi NO3T, IMLO KOTOporo 6aefHO M nevanbHO. A 33 CNUHOM
(KaK 6bl B 3epKanbHOM OTPAKEHWUWN) — SIMK TAUHCTBEHHOMN HE3HAKOMKM U
NPOAO/IKAOWMIA CBETOBYIO raMMy CrnipaBa be3/IMKuii MmyK4ymHa B 6enoi
pyballke. B cihepe makozao napasnesnbHo20 MOHMAXA ¢ OUHOMUYHbIM
dsuxceHueM colepHamesbHbIX C/0e8 KapmuHel O06Hapyxcusaemcs,
ymo o ¢abyne 30ece eocnodcmayem nownsili 66im, a No croxemy —
00yxomeopeHHbIl 06pa3s boka u e2o nosmu4yHo20 Mupa.
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PucyHok 17.
WUnba Ma3syHos.. lTopmpem A.A. baoka*®

AHaNornMyHoe coyeTaHme MPUHLMMNOB TUMNAXKHOW CIOMTbI M napan-
NIeIbHOrO MOHTaYKa BCTPEYAEeTCA B KAPTMHE MOCKOBCKOIO XYAOXKHMKa
b. Tanbbepea (1930-1984) «TaHuoBWMLA Kabape», CO34aHHON CnycTA
LIecTHaauaThb JIeT nocse rnasyHoBCKOro noptperta bnoka (1972). Lew-
Tpa/bHbIi 06pa3 B Hel, NpaBaa, 3HaYUTENbHO 3a3emneH®. B napan-
NeNIbHOM MOHTaXe 06besinHeHbl dUrypa noayobHaKeHHON COMUCTKU 1
NPOTUBOMNOCTaB/IEHHAA €l TO/INa BOXKAENEOWNX MYKYMH. Ha nepeaHuii

5 UctouHMK u3obpaxenua cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-literatury/
raboty/1956-portert-a-a-bloka.

6 B TaKOM TPaKTOBKE BO3HMKAIOT accoupaLmu ¢ KapTuHoit b. Mpuropbesa «Yauua 610HAMHOK»
(1917), rae B napannenbHOM MOHTasKe 06begMHEHbI CTOALWAN Ha CTOJIE PALOM C PIOMKOM BUHA
bpMBONbHAsA KOKETKA, @ €€ OKPY’KaeT TUMaXKHas CoMTa CUAALLMX 3@ CTOSIOM MyKYMH. ITa paboTa,
KaK 1 MHOTM1E 4pyr1e — LUMPOKO M3BECTHAsA IKCLEHTPUYHAA KapTuHa «MopTpeT B. Meitepxonbga»
(1916), a Takxke noptpetsl LWananmHa (1918), noata H. Kntoesa (1920), fopbkoro (1926), Paxma-
HWHoBa (1930), 06pasbl KpecTbsAH B LMKAax «Pacea» (1918) u «/lukn Poccum» (1923), B uem oH
NPOSIBU/ICA B KayecTBe HeobbluaitHO OCTPOro 1 «310ro» ncuxonora [C. MaKkoBCKuit], ABAAETCA CBU-
[LleTeNbCTBOM TOTO, YTO, BO-NEPBbIX, 06Pasbl PYCCKMX COOTEYECTBEHHWMKOB NPUB/IEKA/IM €r0 BHUMA-
HUe Ha NPOTAMKEHWM BCEM KM3HM, @ BO-BTOPbIX — €ro TBOPYECTBO 0Ka3asio 60/1bLIOe BAUAHUE U Ha
YKMBOMUCb [Na3yHOBA, M €70 COBPEMEHHMUKOB.
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NAaH B 3TOM LEHTPOCTPEMUTENIbHON KOMNO3MuMn no ¢pabyne BbiCTyna-
eT usobpaxkeHne paBHOAYLIHOW, C MLOM, NOAOBHbIM Macke, ¢urype
naeanbHO COXKEHHOW TaHLOBLLMLbI. Ee XapaKTepucTuka npeacrasieHa
ele M KOCBEHHO — B C/1I0Bax Ha raseTHbIX OTPbIBKaXx, rae B O4HOM M3
3aro/I0BKOB 06BABAAETCA O «TaHLUE M3 By/KaHa». [eByLUKy OKpyKatoT
yeTbipe ¢uUrypbl. Bnepean — camas naoToagHas, nbicas, C OFPOMHbIM
CKANALWMMCA PTOM, HaNnoOMMHAOWMM benyto Amy, obpamneHHy He B
MepPY ON/bIBLUMMM CKIagKaMu WeK. 3a Hel — dpurypa 4yTb NOUHTENIU-
reHTHei. [lanee — ABe KOHTPAcTHble GM3MOHOMMU: OfiHA — MpayHas,
37106Han, ¢ NepeKoleHHbIM OT BOXAENEHUA HOCOM U PTOM, OTMEYEH-
Has HeaHAEepPTaNbCKMM XapaKTepoM 3a CYET HU3KMX M BblAAMOLLMXCA Bre-
pea, CIOBHO HabbIlYMBLUMXCA, KaK Y NPUMaTa, HagbpPOBHbIX Ayr; Apyras
— caMma [ynocTb, O4ePYEHHAA MYX/IbIM YYBCTBEHHbIM PTOM C YCUKaMK,
pacwmnpeHHbIMN OT YBUOEHHOIO 3pa4YkKamM U Y3KUM I]O6VIKOM, CnpATaH-
HbIM 32 K/IOYHCKOM Ye/TIKOW.

Ho rnaBHoe — ctosKeTHbI NaaH. OH BbipaskeH N306parKeHNEM PyK:
HENnomMepHo 6O/IbLINX, }KUPHbIX, TAHYLLMXCA K TAHLOBLLMLE. BbICYHYBLIK-
ecs M3-NMog, MaHXXeT C 3aNMoHKaMM, OHW BbIXOAAT HA MePBbIN NJaH, 3ac/o-
HAIOT 1ML, @ MOPOW AaXKe UX NOAMEHSAOT. BONbLWMHCTBO HaNpPaBIEHHbIX
NafoHAMMK BBepx — npocAwme. pyrne — NagoHAMU BHU3 — MOBEN-
Te/lbHble. ECTb 3aMpPOKMHYTbIE B M3YMAEHUN WUAW 3aKPbITble B N1a[0Hb,
HanommMHatoLMe roloBy 3Meu, roToBol B 1060 MOMEHT CXBaTUTb A0-
6blvy. Jaxe y AeBYLWKN PyKM MO BbIPa3UTENbHOCTM MPEBOCXOAAT Apyrue
yactu Tena. Ee octpbie nanblbl, B 0COBEHHOCTU XMLLHO COTHYTbIN 60/1b-
LUOW, UCMONHEHbI BUKEHMSA, B TO BPEMSA KaK BCe TEO BbIMNAANT BECbMA
CTaTUYHO.

Becb NaHONTMKYM Ha KapTUHE KaK bbl yaeprKMBaeTca elle OAHUM
napannenbHbiM MOHTa}XOM — CMMBOJIMYECKUX, Pas3MELLEHHbIX Mo
AnaroHann ¢uryp Tpybaya (B NpaBoOM HUMKHEM YY) U BOOPYKEHHOIO
conpaTta (B BepxHemM JIeBOM). B ux accoyuamusHOM COMpAMEHUU 803-
HUKalom passnuyHele 06pa3HO-CMbIC08ble PAOGbI: CMUXUA MA0MCKUX
pasesnedyeHuli U ee oxpaHa.
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PucyHok 18.
Bopuc Tanbbepr. TaHyoswuya Kabape*’

MpofonkeHNnem Tpaguumm NopTpeTa C BOXAeNewwen nybankomn
CNYXKUT Cepua KapTUH NpeacTtaBuTena KapHaBa/M3aUMOHHOIO Hanpas-
JIEHUs B KMBOMUCU — POCCUMCKOrO XYAO0XKHWUKA TamesaHsl HazapeHKo
(1944): «NutepaTypHas umnposusauua», «Tpanesa», «3acTonbe», as-
TonmTorpadum «Jlroan—3sepm», B KOTOPbIX PacMo/oOKeHHy Ha baoae
BEPXHIOK YACTb YKEHCKOro Ty/N0BMLLA C FO/IOBOM, MPUrOTOBAEHHYIO K
Tpanese, OKPyKatoT BAaMMMPbl AU MOHCTPbl. OCTaHOBUMCA HA KapTUHe
«UupKauka» (1984, co3gaHHOM noc/ie 3anpeTta XyAOXKHULE Bble3XkaTb
33 pybex u fenatb CBOW BbICTAaBKM), B KOTOPON MPUHLMN LEHTPOCTpe-
MWTENIbHOM KOMMNO3WULMMK, MO CPAaBHEHUIO C TaNbbeproBCKoOM KapTUHOWM
«TaHUOBLWMUA Kabape», 3HaUYMUTENbHO ycuaeH. B Heli akpobaTka ¢ yep-
TamMu NOPTPETHOrO CXOACTBA C aBTOPOM AaHa B HEPeaslbHOM YKpynHe-

7 UcTouHUK n306paskeHna cm.: URL: http://www.artnet.com/artists/boris-talberg/danseuse-de-
cabaret-94hRJF-3PQRR0O3cpKWQoTg2.
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HUW MO OTHOLUEHWIO K BEX/IMBO annoampytowen nybamke. B stom na-
pannenbHOM MOHMaxce (KaxeTcs Aarke, YTO OHAa Cy4aMHO HAcTynuna
KaKoM-To ocobe Ha NuLo) 06beAnHEHbl BHELIHE yCnellHasn, HO B Ael-
CTBUTENIbHOCTM HYKAAloLLAnACcA apTUCTKA M BECbMA PaBHOAYLLIHAA K Hel
nybaMKa, XOTA HEKOTOPbIe BCE }Ke CMOTPAT Ha Hee 3a4apoBaHHO U C
BOXKE/EHMEM, @ KTO-TO — 3/100HO U efle CAep*KMUBaEeT rHeB. B makom
CMOsIKHOBEHUU (hu2ypbl UUPKOBOU 2UMHACMKU U munaxcHol croumei
3pumeneli Nposeagemcs UHMenneKkmyanbHolli MOHMax< obpaszos pas-
/AIUYHbIX npedcmasumeneli nybauku u ee OuggpepeHyupos8aHHo20 om-
HOWeEeHUSA K YUPKaYKe.

PucyHok 19.
TatbaAHa HasapeHKo. upkayka'®

B CcTOYHMK n306paxeHnsa cm.: URL: http://babanata.ru/?p=13636.
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B yesnom 8 npusedeHHbIX Mopmpemax, 8KAYABWUX U 06pa3bl 3pu-
menel unu HelimpanbHO20 poHa, Habadaemcs meHOeHUUS K OKapu-
KamypueaHuto mosnbl, Xapakmep Komopol 6bis 8bIpaXHEH C MOMOUbIO
munaxHol croumel, NApPasnenbHoO20 U UHMennekmyansHo20 MoHMa-
weeli, 8 pesysibmame 4e20 MUNAXCHAA CHOUMA 0OKA3b180/10C6 HE0bbIYA -
HO OUHAMUYHOU.

3. XYOOXECTBEHHO-CTU/IEBOM ACMEKT

PaccmoTpum Tenepb NpoABAEHWUA HEKOTOPbIX TUMAMKHbIX CHOUT B
KapTUHAX aBTOPOB, MPUHAAIEKABLWNX K MPUHUMMNMUANBHO Pa3HbIM Xy40-
YKECTBEHHbIM HanpasieHnsm. OAWH U3 HUX — BblAAIOLWMIACA NpeacTa-
BUTE/b aBaHrapam3ama B xusonucu Mapk LLlazan. Apyroii — NPOTUBHUK
aBaHrapgusma Maes [n1a3yHo8, CYUTABLUMMI, YTO NOL BUMAOM «KyOMKOB,
LIAPMKOB M NATHbIWEK» B UCKYCCTBO BHeapseTca besymune®. U TpeTuii
XYAOXHUK — YYEeHWK M nocneposatenb [nasyHoBa [lagesn PoixeHKO
(1970-2014).

TunakHaa ctomTa y Warana penbedHo BbiparkeHa eLLé B ero g0Bo-
€HHO KapTuHe «benoe pacnatue» (1938, YnKarckuii XyaoKecTBEHHbIN
WMHCTUTYT), KOoTopas Bbla co3aaHa noc/ie eBpencknx norpomos B fepma-
HUK. KaK 1 B ra3yHOBCKOM NonoTHe «BeyHan Poccua», Xpuctoc, CMMBO-
NIM3MpYOLLMIA Maeto U 0bpas cTpagaHuiA, PacrnooXKeH 34ecb B LEHTpe
KOMMO3ULUMKN, BOKPYT KOTOPOro pasmelleHbl ¢urypbl ob6esymeBlUmX OT
NMOrPOMLUMKOB Sitogen. MPUHLMNOM MX OPraHM3auMnN ABASETCA TUMAXK-
Haf ClouTa, B3aMMOAENCTBYOLAA 34eCb C MPUHLMNAMW NAPANNENbHOTO,

Mo mHeHuto WU. TasyHoBa, B aBaHrapAUCTCKOM KMBOMUCKU «NPOUCXOAMUT CO3HATENbHOE YHUY-
TOXEeHMe MUCKYCCTBa, MOTOMY YTO YesioBeK — 3To 06pas u nogobue 6oxbero. Ecam s genato Hoc
Ha BMCKe, yXO Ha Wwee, a a3 Ha 16y — 3TO MOW CaTaHUHCKUIA Ayx npoTus obpasa u nogobus
60Kbero. U HecnyyanHo... 1 TOBOPHO, YTO Mbl 33 MAEA/bl HALLEN XPUCTUAHCKON LMBUAM3ALMUN
Ha ee rpeKko-pumMcKoit ocHose» [35]. ABaHraps OH BOCMPUHMMAN Kak cieacteme OKTABPbCKOMN
peBOIIOLMM, KOTOPbIN B COBETCKOM Poccum Tak 1 HasbiBasica: «ABaHrapa nepesoBoro KOMMyHM-
CTMYECKOro UCKYCCTBaY. B 3TOM NOHATUM ANA XYAO0KHMKA 06beaMHUAUCD [,BA INKA 3/1a: CaMK pe-
BOJIOLLMOHEPbI-MHTEPHALMOHANIUCTbI U UX IIOTAA HEHABUCTb K pennrnun. MosTomy OH cyuTan, 4to
peanncTMyecKasn *K1BOMUCb M Co34aHHan MM AKaZemus, «ecTb rocyaapcreeHHas 6e3onacHoCTb
pyccKoro uckycctsa. Tak BOT 3Ty 6€30MacHOCTb Mbl 61IOAEM U ABAAEMCA MOCAELHUM MOLLHbBIM
6aCcTMOHOM PYCCKOW Ky/NbTypbl M €BPOMEWCKOM, KOTOpas pacTon/ieHa, pa3masaHa U U3raxkeHa.
Mol cerogHa EBpona 1 CBET UAET OT Hac» [Tam ke].
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aCCOLMATUBHOIO M MHTENNEKTYaIbHOrO MOHTAXKel, B COBOKYMHOCTM KO-
TOpPbIX BOCCO34at0TCA TPArMyeckne CTpaHmLbl UICTOPUKM Hapoaa.

PucyHok 20.
Mapk Waran. benoe pacnamue®

Mbl OCTaHOBMMCSA Ha KapTuHe LLlarana, HayaTol 40 BOWHbI U 3aBep-
LUEHHOW B NocneBoeHHble rogpl: «HeBecta ¢ cMHUM [rony6bim] AMuom
B BUXpeBOM obnake» (1932-1960, yacTHaA Ko/ineKkums), KoTopaa Kak
6yATo ABAAETCA COMbHbIM NopTpeToM. Ho Tak /in 3To? Monpobyem paso-
6paTbCA, XOTA AaHHOE NOJI0THO, NoA06HO ApyrMm TBopeHusm LLarana, B
60s1bLwoN Mepe 3awmndpoBaHo.

M cTouHMK 306paskeHus cm.: URL: http://toraart.com/index.php/poslanie-ot-marka-shagala.
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PucyHok 21.
Mapk Waran. Heeecma ¢ cuHum [20ay6bim] nuyom 8 suxpesom obaake*

Mpexae BCero, moYyemy C ANLOM CUHUM (ronybbiM), Kak M, Hanpu-
Mmep, B KapTuHax «lonybble ntoboBHUKUY (1914), «BntobneHHble y mo-
cTta» (1948), «Cembs pbibaka» (1968), «CeH-Monb aAe BaHc Ha 3aKaTe»
(1977)? AymaeTca, noTomMy, YTO CUHUIM — LBET Npupoabl, Heba, peKu,
B KOTOPOWM OHO OTPAXKEeHO, MO/IEBbIX pacTeHU. Ero no-cBoemy packpbia
A. BO3HeCeHKU B CTUXOTBOPeHUN «Bacunbku LLaranax»:

2 UcTouHmK m3obpaskenns cm.: URL: https://artchive.ru/marcchagall/works/377613~Nevesta_s_
sinim_litsom.
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«Mwunbii, BOT UTO Bbl AelicTBUTENbHO NtobuTte!
C Butebcka uMmu paHMm v 1obum.
[unKopacTylume copHble THHUKK
C AbABONLCKA

Bbl4aB/IEHHbIM

ronybbim!

CupbIii UBETOK M3 Nopoabl peneiHNKOB,
Ho ero cMHMi1 He 3HaeT conepHuKoBs» [36, c. 11].

OKasbIBaeTCs, CMHee /INLO O3HaA4YaeT LOPOron XyAOXMHWMKY LBET.
A pAoOM C CMHUM — /ML ¥KEHMXA C HEKOTOPbIMU NOPTPETHLIMU YepTa-
mu LLarana, B 3e/1IeHOM OKpace KOTOPOro TOXe MpOosBMAach CYyLLHOCTb
npupoabi??. Ho 3TM uBeTa y4yacTByIOT 34eCb He camu no cebe, a B KOH-
GAMKTHOM COMPAMKEHMM C KPACHbIM (CMY3T CKpMNaya B OTCBETE NoXKapa)
M YepHbIM (BCe NPOCTPAHCTBO Heba M 3eMK), KOTopble NepesatoT Heo-
6bl4aHO HanpPAXKeHHbIM GOH, a, MOXKET bbITb, U COOCTBEHHO CMbICA Kap-
TUHBI. YunTbiBasA cneundmKy TBopyecTsa LLlarana Kak npeareum skcnpec-
CMOHM3MA M CIOpPeannsma B KMUBOMUCK, PACCMOTPUM €ro CUMBOJINKY,
B KOTOPOW 0BHapyKMBatOTCA YePTbl TUMAXKHOM CHOUTbI, PACMO/IOKEHHOM
HeobbIYHO. MCTOYHMKOM ABUKEHMUS B HEM ABMIACh KOHKPETM3UpYLoLLan
BMXxpeBoe 06/1aKo yapHan CBETOBaA BOJIHA CNEBA, B KOTOPOM 0bbeam-
HeHbl 0bpasbl HEBECTbI U KeHuxa. Ee 3akpyrneHHas dopma onpegennna
M NPaByto YaCTb KAPTUHbI, KOTOPas OKasanacb NPOAO/KEHNEM ITOM Kpy-
rOBOM KOMMO3WLMM, HAXO4ALWENCA BHYTPU NPAMOYroNbHON. CKBO3HbIM
B Hel cTtan motus TBopYecTBa. Camblit 6€306MAHbIN, MOCTPOEHHbIN Ha
HEM CHOMKET, PAa3MELLLEH B MPABOM HUMKHEM Yy — OAMHOKMIA MyXKUYMHA
B WAANE My3ULUPYET HAa BUOJIOHYENN, €4,Ba TPOHYTOW 3e/1eHbIM LLBETOM
(nogobHo rpaduueckol pabote LLarana «3eneHan BMonoHYeNb. Ha Temy
“BocnomuHaHus o Butebcke”»). Ero ¢ roToBHOCTbIO C/yWAET Takasa e
OAMHOKAA Kypuua, U My3blKaHT UrpaeT A/ Hee € PafoCTHON MpusHa-
Te/IbHOCTbIO.

2270 ke coYeTaHWe LBETOB COXPAHEHO U B KapTuHe «Hag ropogom» (1917) u3 Toi e cepum LLara-
Na, noceALeHHoM benne: «lMocealeHne moeit HesecTe (Moeii cykeHoi)» (1911).
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MoTKB TBOpPYECTBA NOBTOPSETCA B BEPXHUX YrNax NnopTpeta Hese-
CTbl, FAe PacnosioXKeHbl ABa UrpaloWmnX Ha cBMpensax KnoyHa. Cnpasa y
04HOro 13 HUX, 6Bocoro, HO B Ko/NakKe, caylaTenei 6onblie, Yem y BUO-
NioHYenncTa — Npoduab MOMOAON KEHLLMHbI B Ba/leHKax (CBoero poaa
Ay6b CMHEl HEBECTbI, HO CO CBET/IbIMM BOJIOCaMM, be/biM HOCOM U be-
JIbIM T1a30M), a 3a Helli — cBOeobpasHbIlii KeHTaBp, BEPXHASA YacTb KO-
TOPOro NPeACTaB/AAET ro/IoBy pbibbl, a CBMCAOLLANA C HEe HUXKHAA YacTb
— ronoBy KopoBbl. O6e XMBHOCTU Ha OAHOM M TOM ¥Ke Ty/N0BuULLE, MO-
BEPHYTble B NPOdUAb U CMOTPALLME Ha KAOYHA KaxkAas CBOMM OAHUM
rnasom, cepbesHo emy BHMMaloT. Elle HemHOro — 1 meTadopa npono-
Beayn AHTOHMA MagyaHcKoro pbibam HalAeT 34eChb CBOK acCoUMaLMIO.

B neBOM yrny nopTpeta HeBeCTbl — K/OYH B cMHeM. OH ULLEH cay-
LIATe/IbCKON ayauTopuK. 34ellHel, NoxoxKe, 0DOXKIKEeHHOM Kypuue, B
yXKace neTallein OT NoXkapa, ABHO He [0 yBecesneHUin. A mexay ABYyMA
KNOyHaMK (Hedaneko OT ropslero AomMa) — HUYKOM Ha 3eM/ie NEXUT
CKpUMNay, KOTOPbI C HEXKHOCTbIO CMOTPUT Ha CBOK CUMHIOID CKPUIKY.
OH faH B OCBELL,EHMM 06LLEro ¢ NoXKapuLLEM OFTHEHHO-KPACHOTO LiBeTa.
BuaHo, 4tTo PUrypbl 3TUX TBOPUYECKUX IMYHOCTEN SIBUANCH OTTOSIOCKOM
TOro, Yto nepexun Laran B rogbl BOMHbI (HAMOMHWM, YTO HALUMUCTbI B
lepMaHUM NYGAUYHO COXKIIU €70 KapTUHbI).

B HenocpeacTBeHHOM e 61130CTU ¢ 06/IMKOM HEBECTbl NMOKa3aHa
MECTHOCTb, Ha TePPUTOPUN KOTOPOI Nponcxoant nsobparkaemoe. LieH-
TPaNbHbIM ABNSETCA KPUBOBATbLINM AOMMK C CUHEN KpblLLei, 04eHb Noxo-
YU Ha poaAUTENbCKUIA B MecTeuKe JINO3HO (Mo-6enopycckm — «nésHa»,
YTO O3HaYaeT «CNE3HbINY, «CNE3bln)?. Takoe Ha3BaHue ana Llarana —
cumBoniMyeckoe?®. [1om XyAoMKHMKa BO BPEMSA BOMHbI YyA0M yLe/es, HO

061K aTOro goma y LLlarana asnserca ogHUm 13 Hanbonee Nto6KMMbIX Tonocos. OH BCTpedaeTcs
B KapTuHax «AnTeka B Butebcke» (1914), «Mporynka» (1917-1918), «KpacHblit 4oM Ha yauue»
(1922), «XymosKHuK 1 ero HesecTa» (1953); «/lectHuua Makosa» (1973), «CuHnaa gepesHsa» (1975),
«CasToe cemeitctBo» (1975-1976), «XyaoXHUK Hag Butebeckom» (1977-1978), aaxe «CeH-Monb
[e BaHc Ha 3akaTe» (1977), rae Bo dpaHLy3CcKuii neisax 3atecanca ero 4om nog Butebeckom.

% Mo HabatogeHuto J1. Bakap, B TparMyeckoi uctopumn benopyccum «sbipaboTasica BapuaHT apxe-
TUNa CTPaHHMKa. ITOT 06pas HasblBaeTcA “Né3HbI” YeNoBeK... AN1A CAMOTo XYA0XKHUKA Butebek u
J1M03HO 6bAM 06pa3amm yTpaueHHOM POAMHbI, M MO3TUKA ET0 }KMBOMUCU MOMKET PACCMATPUBATHCA
B acrneKkTe MeHTaNbHOCTM “Né3HOr0” yenoseka. M3rHaHHWK He UMeeT loMa, HO B3aMeH Noay4yaeT
BECb MUP, pacTBopseTca B HEM, npuobpeTaeT cBoboay. Cnocob ero KusHu — ctpaHcteue» [37].

94 HAYKA TENEBUOEHNA Ne 15.1, 2019



BCE YKe CMJIbHO MoCTpajan (aepeBsHHbIe YacTu ero cropenu). Nostomy
Hec/y4aliHO OH ZlaH B MPaYyHO-CryLLLEHHOW TeEMHOTe. B nocnegHem okHe
HeT CTeKNa, a B ABepw 3anevyaTiieHa CKopbHasa Gurypa XKeHLmHbl, BUAM-
MO, MaTepu XyAoXHWKa. OgHa NonoBMHA ee Nnua nepeaaHa TEMHbIM
LBETOM, Apyras, NoA0OHO LIECTUKOHEeYHOW Ha HeWl 3Be3de, — CBATA-
LWMMCA B HOYM KeNTbiM. B 06pasax *KMBOTHbIX — Mape sowaaein, 3anps-
YKEHHBbIX B Te/Iery, 1 KOPOBE C CUHEN roNI0BOM, U3-3a KOTOPOW BUAHEeTCA
YesoBeK, yraablBaeTcs MOTMB CTPaHHMYECTBa.

B utore, cymmunpyn BCe IMKK, BOMOLLEHHbIE B KapTuHe LLlarana, no-
Jly4aeTcs, YTo 34eCb He TO/IbKO 06pa3 HEeBECTbI, a eLLE HECKO/IbKO APYruX
— YKeHMXa, MaTepu, YeTbIPeX My3blKaHTOB, HE0KYPOI YKEHLLMHbI, YeNo-
BEKA C KOPOBOW. K HUM NPUMbIKAIOT M306paXKeHMsA AOMALLIHMX }KUBOTHbIX
(ABYX Kyp, ABYX KOPOB 1 ABYX /IOWaAelt), a TakKe ABYX AomoB. OauH U3
HUX, XOTb MU MOKOCUBLLMIACA, HO OTHOCUTE/IbHO LLe/bIN, APYroi — Cropes-
WK, Bce oHU no ¢pabyne nocpedcmseom accoyuamusHo20 MOHMAMa
CKA0bIBAIOMCA 8 MUMAHXCHYHO CHOUMY, OKPYXAOWYH CUY3M Heeecmel,
AUYo Komopol noYymu cnpaMaHo om CMOPOHHUX 27103 MeMHO-CUHUM
usemom. A no croxcemy 30ecs, cKopee, 80CNpPoU38e0eH... Topmpem xe-
Huxa (Komopbili He MAK CUMbHO 3AKPAWEH 3e/1EeHbI0, KOK IUY0 Hegecmel
CUHesol, U MOMoMy €20 MOXCHO f1e2Ko paszeanadems). pu smom nop-
mpem c4yacmausua 0orosaHeH 3Mu300amu U3 e2o xe dpamamuyeckoli
buoepacghuu, 8 pasmeweHUU KOMopbiX 30eCb OWYWaemcs NPUHYUN as-
MOPCKO20 MOHMAMCHO-UHMEIEKMYanbHO020 MblUIEeHUS.

CnepoBaTtenibHO, 334YMaHHbIM 34eCb aKLEHT HA YKEHCKOM MopTpeTe
napafoKCanbHO AOMOJHAETCA CBOEOOpPasHO 3aWMPOBAHHOM TUMAXK-
HOW CHOMTOM 0DOpPa30B M MEPEHOCUTCA Ha MYXCKOW, aBTOMOPTPETHbIN,
KOTOPbI AOMO/HEH €ellle U M306parkeHNEM CBOMX KMU3HEHHbIX COBbITUN.

B ocHoBe cogepskaHua KapTuHbl M. PbixkeHKO «[polaHue ¢ KOH-
BOEeM», KOTopas AB/AETCA NepBoi n3 ero Tpuntuxa «Llapckas lfonroda»
(2004), nexxkut npowaHune Hukonan Il c UmnepaTopCcKMM KOHBOEM Moce
oTpeyeHuns ot lNpectona B mapTte 1917 roga.

CueHa Tparegmu pycckoro MMnepaTopa AaHa B TYCK/IOM LBETOBOM
peleHnn KapTUHbl — B acCOLUMATMBHOM MOHTaxe ¢ obpasamu 3nose-
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Wel NpMpoabl: XMypOro yTpa, 3aBblOXKEHHON METENN 1 KOMOLLALLMXCA B
CHery BOpoHax. [BuKeHne B 3TOM KapTMHe UAET C/ieBa HanpaBo M pac-
XOAUTCA Kak Obl pacTpybom B rOHMMbIX BETPOM 06/1aKax, yaeTatomx
NTULAX M Najatolem B BUXPEBbIX NOpbiBax cHere. B HanpasieHne 3Toro
OBUNKEHUA BNUCbIBAETCA M LAPCKUIA KOHBOW. EMy nNpoTMBONOCTaBAEHO
HECKONIbKO peaKkux Gpuryp, LeHTpanbHOM M3 KOTOPbIX OKasbiBaeTca ¢u-

rypa uaps.

PucyHok 22.
Nasen PbixkeHKo. lIpowjaHue ¢ KoHgoem?*

Ho rnaBHOe ABuXeHMe 3eCb — He BHELLHee, a BHYTPEHHEE, KOTO-
pOe BblpaXeHo B MNCUXO0rMYECKOM COCTOSIHUK COMAAT, CTOALWMX B nep-
BOW LuepeHre. B nx conpsxeHnn ¢ 06pasom Laps B KOMNO3ULUN KapTu-
Hbl BO3HWKaET BbICOKMI «rpadyc notpaceHus» [TepmuH I KosmHuesal.
B MOHTaKe UX ML, mpocmynuau Yepmsi 08yX MuUna1cHbix croum: auHel-
HO20 nokasa 0bpaszos, 0b6veduHeHHbIx 00HOU obweli domuHupyroweli
amoyuel, u MonugoHu4ecKkoz2o, 20e Mo HeCKosbKy ommeHKo8 amoyuli
MpoABAEHO HA /AUYE NoYMU Kando20 condama. KoHBOMPbI, HECMOTPA
Ha NPUHAANENKHOCTb K HOBOM — PEBO/IOLMOHHONM BAactTu (0 Yem CBU-
[OETeNbCTBYIOT UX KpacHble 6aHTbl Ha WWHEeNsAX), He B CMAax caepKaTb

2 YCTOUHMK m306paxenna cm.: URL: http://xn----7sbgmbf3aevlbr7l.xn--p1ai/40-proschanie-s-
konvoem-1-iz-triptiha-carskaya-golgofa.html.
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ropsa. MNepBblit B 3HaK Tpaypa No Lapto (3a CNMHOM KOTOPOTro ero XAeT Tio-
PEMLLMK) YBaXKMUTENIbHO BbIHYA M3 HOXEH cabito, NPUCNYCTUA ee K 3eM-
/le 1 noTynun rnasa. Bropoit, ybeneHHbln ceauHom U n3boporKaeHHbIM
MOPLIMHAMM, UCMbITbIBAET NPOTUBOPEYNBbLIE SMOLMM HEAOYMEHMUA, NO-
KOPHOCTU 1 coXaneHus. TpeTuii co WpamamMm Ha LeKe M Ha N6y, CKopb-
HO CMOTPS B 3€MJI0 U CABUHYB BPOBU, O YEM-TO HAMPSKEHHO AYMAET;
YyeTBepTbIi, HapyLlasa YCTaBHble OTHOLIEHWA, MOPbIBAETCA LAPo YTO-TO
CKa3aTb. KyfibMUHAUMEN CayKuUT nepexunsaHue natoro. CKaB B Kynak
LUAMNKY, OH 3aKPbla et L0, YTODbI CKPbITb PblAaHUA.

B napannenbHom MoHmMax e c BOMCKOM AaH 06pa3s uaps, B 061mke
KOTOPOro COYEeTaloTca YepTbl MeYanu u myxectsa. MNpu Bcel rHeTywen
CUTYaUMM OH OTKPbLITO CMOTPUT B /INLLA BOEHHbIX. B paccTaBaHnm ¢ HUMM
uaps, rae no ¢abyne BbiparkeH KOHKPETHO-UCTOPUYECKUI 3304, a Mo
CHOXKETY — TparMyecKkuit KoHeL, pOCCUMCKO-MOHaPXMYECKOM 91oXU, CKa-
33/1UCb MPUHLMMNbI MHTENNEKTYAIbHOTO MOHTAXKa.

B KapTuHe-mucTepun [na3yHosa «BeuHaa Poccua» («CTo BeKOB»)
(MockoBcKas rocygapcTBeHHasa KapTuHHas ranepen Mabm MasyHosa).

PucyHok 23.
Wnba MasyHo.. BeyHas Poccus (Cmo eekos)*®

2 YUcToUHMK M306paskeHns cm.: URL: https://opisanie-kartin.com/opisanie-kartiny-ili-glazunova-
sto-vekov.
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B ocHoBe ee cBOe0Obpa3HOM TPEXYACTHOW KOMMO3ULMKN OLLyLLaeT-
CA LEeHTPOCTPEMUTENbHAA HaANpPaB/JeHHOCTb K BO3BbILLAIOLWEMYCA Haf,
BCEMU UCTOPUYECKMMU GUrypammM PacnaTUIO, YEM BbI3bIBAtOTCA acCcoL M-
aLMK C MKOHOMN. (UcKntoueHnem fBNseTcA LEeHTpobexKHoe ABUKEHUE B
npasom dnaHre KapTUHbI, F4e PeBOOLMOHHAA NOBO3Ka CTPEMUTENBHO
MUUTCA B NPOTUBOMOIONKHOM OT PacnATUA HanpasiaeHun.) B TecHom co-
NPAEHUN C XPUCTUAHCKOW MAeein KapTUHblI HAaXOAATCA JIMKU CBATbIX,
KPYMHO BbINMUCAHHbIX B NEPBOM PALY M paccpesoTO4eHHbIX B NOcaeayo-
wmx: [loHcKasa nKoHa boxueint Matepun ®eodaHa peKa, neBee — MKOHA
leoprua NobepoHocua, ganee — KaptTuHa A. Pybnesa «CsATtaa Tpounua»,
a B rybuHe — MKoHa Hukonali—uynoTsopeL,. ITO BblpasuTesbHOe He3-
MO/BME HapyLeHo ¢urypoi Jlbea TonCTOro, rHEBHO YKa3ytoLEero Ha He-
6eca M AEeMOHCTPUPYIOLWEro Ha Fpyau Tabauuky ¢ ABYMA CMMBONAMMU:
KHEenpoTUB/IeHME» (3/1y) M 3HAK MACOHCTBA, MOA KOTOPbIM, BUAUMO, W
nogpasymesaeTca Bce 310 gna Poccum.

[obpo e BbIpaXKeHO B LLEHTPa/bHOM YacTU KAapTWUHbI B KOAMaXe
06pa3oB BblgaloWMxcs aeAateneit Poccumn, nocnefoBaTesibHOCTb KOTO-
PbIX BbICTPAMBAETCA B TUMAXKHYIO CIOUTY, rA4e BCe NMLA HOCAT Mpenmy-
LLEeCTBEHHO Cepbe3HO-COCPeAOTOYEHHbIW XapakTep, bnarogapa uvemy
BOCMPUHMMAOTCA NOAOOHO MKOHOMWUCHBIM SIMKaM. B neBol YacTu Kap-
TUHbI INHEHOe pa3melleHre obpasoB MAET OT NPETBOPEHUA UCTOPU-
YecKMX 3NU30408 ApPEeBHEN U cpeaHeBeKOBOW Pycu, a B NpaBoW MoOKa-
3aHbl geateny OKTABPbCKOW peBooLMM U nocaeayowme cobbiTua XX
BeKa. 06e KpaiHWe CTOPOHbI KapTUHbI COBMELLAIOTCA C LEHTPaIbHOM
nocpeacTBOM Napa/iefibHOro MOHTaxa. B aTol dppecke csomm aBuke-
HUMEM BblaenaeTcA NMoBO3Ka C TpemA peBostounoHepamu: CTanuHbIm,
TpouKkum (3aecb aHanorom bpelKoBcKoi B KapTuHe Mpuropbesa «JIMKu
MWPa») ¥ FAPMOHUCTOM, BbI3bIBAIOLLMM B TOM e KapTUHE accoLmaLmm ¢
No3TOM-«NecenbHUKOM» KaMeHCKMM, 32 KOTOPbIMK BUAHbBI 06pasbl Apy-
rMx 6onblueBMKOB. B Takom M306parkeHUU aeaTenein pesonounm npo-
ABUAUCH NYOOUYHO-CAaTUPUYECKME YepTbl.

B pe3synbTate CpaBHEHWMA TPeX KapTWH nepen HaMu OTKpbiBaeTcA
napaZloKCcanbHOe ABNEHWE: MUMAXCHAA Crouma KaK Xyo0oxcecmeeHHobll
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MPUHYUM OKa3bleaemcs crnocobHol 80naomume pasHsie Xyo0oxecmeeH-
Hble 3a0a4u, 8credcmeue 4Yye20 CMAHOBUMCA B03MOMHbLIM Ccbauxce-
HUe XyOOMCHUKO8 Pa3Hbix, 0aXe Mpomueornonox(HbIX HanpasaeHud.
XypoxectBeHHoe nonotHo LWarana — ¢aHTasMiMHO-3aWNPPOBaAHHbIN
lweaeBp, BbIParKEHHbIM B CIOKHOM TpareguMiHOM MNaHe C 3/1emMeHTa-
MW TOHKOTO tOMOPa M MOTOMY BCErAa OTKPbITbIA KO MHOMECTBY HOBbIX
TPaKTOBOK. MHOropurypHas KapTlHa PbI)KeHKO, peLleHHas B Tpaguumax
PeaNUCTUYECKON KUBOMUCK, ABUAACH OLHON M3 TPArM4yeckux BepLUUH
COBpPEMEHHOro 1ckyccTea. Muctepus e MnasyHoBsa (KaKk 1 Bca ero nna-
KaTHO-MMCTEPMO3HAA KMBOMMUCb) BOCMPUHMMAETCA KaK MmacluTabHas
¢dpecka, NocTpoeHHasa Ha PpyHOAAMEHTE NCTOPUKO-A0KYMEHTUPOBAHHbIX
nopTtpetoB. OCHOBOW ee cTan cBoeobpasHblit CNiaB pasHbiX TUMOB U30-
6pa3snTeNbHOro MCKycCTBa — MJiakaTa, MKOHOMWUCKU U NybKa, KOTopble
obpalleHbl K pasHbIM C/10AM CO3HAHWA COOTEYECTBEHHWKOB [NasyHo-
Ba: K MacCOBOMY COBETCKOMY WM CaKpasibHO-PYCCKOMY M OpraHn30BaHbl
B €AMHYI0 KOMMO3ULMIO NPUHLMMAMM TMIAHTCKON TUMNAXKHOW CHOUTbI, B
KOTOPOW CKOHLUEHTPMPOBaHa MNiaHeTapHas Tema, LeHTPUpoBaHHan He-
[0NYCTUMOM B COBETCKOM 0pULIMaNbHOM KuMBonmucu Gurypon pacnatums.

B npoTuBoOMnoCTaBAEHUM TUMaXKHbIX 0OPa3oB Bblgatowmxca gen-
Tenel Poccum n ee BparoB, AaHHbIX B NApaineNbHOM MOHTUPOBAHUK
Mo Kpasam KapTWHbI, 8bIA8/19emcs Mnpasoc/1a8HO-MOHAPXUCMCKAA udes,
Komopas peanuzyemcsa 8 UHMessaeKmyasnbHOM MOHMAMe 8cex pas-
PO3HEHHbIX 37eMeHMo8 MUCmepuu 8 KOMIMO3UYUo €80eobpa3zHo20
«KpecmHozo xoda» (onpeneneHune B. HoBnKoBa), B 4em cKkasanoch rna-
3YHOBCKOE MepeoCMbIC/IEHNE HEKOTOPbIX TPAANLMI PYCCKOTO aBaHrapaa
(B 4acTHOCTU, «XMUTUHTFa» B KapTuHe b. Mpuropbesa «JIMKKM MUpa»).

* % 3k

B uTOre NnpoBeAeHHOro aHaAn3a X1BoONUCcK [NasyHoBa M HEKOTOPbIX
KapTWMH ero COBPeMeHHUKOB KaK B/IM3KMX eMy MO CTU/IIO, TaK U OANEKUX,
Mbl MPUXOAMM K 3aK/OYEHMIO, YTO 8bI0BUHYMAS 8 Ha4Ydse Ucciedosa-
HUS 2umome3a O NPAaBOMEPHOCTU UCMO/Ib30BaHMA METOA00MMM I3eH-
LuITeMHa W BbIFOTCKOroO A1 aHan3a MHOroGUrypHbIX KapTuH XX cTonetus
Hawna peansHoe noomeepideHue. ABNeHNe TUNAKHOM ClOUTbI, 06Ha-
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pY*KEHHOE B PACCMOTPEHHbIX KapPTUHAX, B OPraHNMYHOM B3aMMOAENCTBUN

3TOro peHOMEHa C MHbIMU MPUHLMNAMM MOHTaXa (napannenbHbIm, ac-

CoOUunaTUBHbIM U MHTeﬂﬂeKTyaﬂbelM) nomoraeT OCMbIC/IUTb MHOTOrpaH-

Hble o6pa3b|, CKnagbiBarowmeca so B3aVIMO,D,El\;1CTBMM Pa3INYHbIX IMO-

Ll,Ml;‘i. Kpome TOro, NN1aCTUYHOCTb NPUHLMNA TUNAXKHOW CIOUTbI B @aHaNn3e

ﬂpOMSBe,ﬂ,eHMVI KUBOMUCKU Oa€T BO3MOXKHOCTb OCO3HATb CBOEOGpa3M€

Pa3INYHbIX BUAOB KOMNO3ULUNN:

100

1. TunaHasnA ctouTa, B KOTOPOM OCHOBOMO/Iaratowee 3Ha4YeHne ume-
€T CBETOTEHEBAA KOMMO3ULMA, I4e ONOPHbIMU YYaCTKaMU ABAAIOT-
CA BbICBET/IEHHbIE, IMHEHO PaCMO/IOXKEHHbIE TUNAXKHble 06pa3bl
(«AnekcaHgp Bnok» W. MasyHoB.a).

2a. TunakHas clouTa, NepefaHHan B LEHTPODEKHOM ABUKEHUN K
nepeaHemy naaHy KapTuHbl U BNpaso («Mocne usrHaHus ¢awmnct-
CKMX OKKynaHToB» T. [aNOHEHKO);

26. TunaxHas CtoMTa, NOCTPOEHHAA MO NPUHLMMNY LEHTPOCTPEeMU-
TeNbHOro ABMMKeHua («TaHuoBWMLA Kabape» b. Tanbbepra, «Lnp-
Kauka» T. HazapeHKo, «BeyHas Poccua» WU. MasyHoBa);

28. [1e KOHOAUKTHbIE TUNAXKHbIE CIOWUTbI, B3aMMOAENCTBYOWME B
pycne LeHTPoCTpeMUTENIbHOM KoMNo3numm («TaHa» KyKpbIHMKCOB);
2r. iBe KOHOAUKTHbIE TUMAXKHbIE CIOUTbI, COBMELLEHHbIE MO MPUH-
UMMy KPYroBOM M NMHEWHOM KOMMO3UUMI («3aN0KHUKU BOWVHbI»
(«*KunBoli 3acnoH») I. Koprkesa).

3. TunaxHas clouTa B ABYXbAPYCHOM NPOTMBOMNOCTaBAEHUM NOJO-
KUTENbHbIX 06Pa30B, rae ABe CHoUTbI AaHbl B O4HOBPEMEHHOCTU —
ofiHa HenepcoHNdULMPOBaAHHAA, APYras B Pa3HblX OTTEHKaX OAHOM
W TOW e amoumm («Mposoabl Bocka» U. MasyHoBa).

4. TunaxHaa ctovTa, BbIABAAIOLWLAA BHYTPEHHIOK (ncuxonornye-
CKYt0) HaNpaBAEHHOCTb BCEW KOMMO3ULUU:

a) B ABW)KEHMM MO AuMaroHanu cHusy seepx («bnokaga» W. Masy-
HOBa);

6) No AnaroHanu cBepxy BHW3, rae B OAHOMN U TOM Ke 3MOLMM, HO B
pa3HbIX OTTEHKAX NepeaaHo YyBCTBO KaTacTpodbl («KoHew» Kykpbl-
HUKCOB);
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B) cnpaBsa Haneso («LUTypm rpaga» W. MasyHoBa);

r) B nepneHAnKyAapHOM cooTHoweHum («MpobyaunsLumiica BocTok»

W. ThasyHoBa);

[) ABe TUNaXKHble HEKOHO/IMKTHbIE CHOUTbI, MPOTMBOMO/IOKHO Ha-

npasaeHHble gpyr apyry («Joporu BolHbI» WU. ThasyHoBa).

5. NonndoHnyeckas TMNaXHasa ClonTa, NO3BOAIOLLAA YBUAETb UH-

ANBUAYANM3NPOBAHHDBIN CMEKTP 3IMOUMI B O4HOBPEMEHHOCTH, Bbl-

pa*keHHbIX B OAHOM M TOM e obpase («MBaH po3HbIN» U. Mnasy-

HoBa).

6. O6LLan TMNaXKHaA CloMTa B IMHENHOM NOKa3e MHOMEeCTBa /L, CO-

BMELLEHA C ABYMSA NOJMPOHNYECKMMM U AaHa BO B3aMMOAENCTBUM

BHELIHEro ABWXKEHUs C BHYTpeHHWMM («[lpoliaHMe c KOHBOEM»

M. PbI}KeHKO).

7. MnakaTHO-TUNAXKHanA ClOUTa B NAHOPAMHOM NepCcneKkTUBe, OCHO-

BaHHaA Ha KO//JIAaXXHOM 0b6beguHEHUM NOPTPETOB MCTOPUYECKUX

vy, (Muctepum W. MhasyHosa).

8. 3awmndpoBaHHaA TMNaXHasA ClouTa, pa3MellleHHasa B cBoeobpas-

HOM KpyroBoin Komnosuumn («MopTpeT HEBECTbI C CUHUM JIULLOM»

M. Warana).

TunaxkHana ctomTa B TBOpYecTBe M. [Na3yHOBa, KaK 1 B NOMIOTHAX ero
COBPEMEHHMKOB, NpoABMAACb Heobbl4altHO MHOroobpasHo. OHa He
Bcerga 6bl1a KOHKPETM3MpPOoBaHa TONbKO NULLb B /IMLAX, @ BbipaXKeHa B
0606LeHHO-HENepCcoHMPULIMPOBAHHOW Macce Hapoaa, B OIMLETBOPEH-
HbIX 06pa3ax *KMBOTHbIX, 3aliMPPOBAHA B CUMBOIMYECKUX JIUKAX, KONINa-
KMPOBAHA B PAa3HOPOAHbIX MOPTPETax, AMHAMU3MPOBAHA BO BHYTPEH-
HUX KOHTPACTaXx, a TaKXKe MOT/1a NPOABUTLCA B IMOLMOHAIbHOM HacTpoe
04HOro-eAMHCTBEHHOIO ML, HepeaKko TMNaskHas clouMTa ycuamBanach
ONHAMMUYHbBIM CONPAXKEHMEM C NPUHLMNAMU APYTUX BUAOB KWNHOMOHTa-
’Ka, B3aMMOZENCTBME KOTOPbIX AaBaso Hencyepnaemble BO3MOXKHOCTU
3PUTENIO A1 MHOYKECTBEHHOTO MCUXO/I0TMYECKOTO BXOXKAEHMUSA B XyA0-
YKECTBEHHbIN 0bpas.

B BOCMPUATUM KAapTUH KaK TUNAXKHOW CIOMTbl OKA3a/inCb BK/IKOYEH-
HbIMWM pa3Hble C/OM Hallel NcUXMKK. Mpou3Boasa nepBoHaYabHbIN
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(dabynbHbIl) 3pdeKT Ha ObITUMHOM YPOBHE, OHa B AENCTBUTENLHOCTU
(no ctoxkeTy) OKa3biBasiaCb TPAHCAATOPOM aBTOPCKOWN MAE0N0reMbI, BO3-
OeNCTBYA Ha 60/1ee CNI0XHbIe 3TaXKM YeN0BEYECKOro CO3HaHNA — «ped-
JIEKCUBHbBIN» N «AYXOBHbIV», CBA3aHHbIE C aCCOLUMATUBHbBIM U UHTE/NEK-
TyaNbHbIM TUMAMKU MbilWNeHUA. O1a BbiBNEHWUA TaKOW MHOTOMN1aHOBOM
KOHLLEMUMOHHO-XYA,0KECTBEHHOM CYLLLHOCTM B YKMBOMWUCU UHTEFPUPOBAH-
HbI HaMK crnocob uccneaoBaHUA, OCHOBaHHbIM Ha meTogonornu C. -
3eHLTelHa v J1. BbIroTCKOro, MOXKeT CTaTb He0bbIYalHO NePCNEeKTUBHbIM.
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KOHLLEPT B (HEMELLKOW) TOCTUHOW.
K TEME O MEAWANIBHOCTMU
MY3bIKAJTbHOTO MCKYCCTBA

AHHOTauuMA. Ha ocHoBe AaHHbIX no ®depepaTtusHoi Pecnybnuke lepma-
HWM B CTaTbe PacCMaTPMBAOTCA Mepbl, NPeANPUHUMAEMbIE TeaTpasbHbl-
MW U KOHLEPTHbIMU OPraHM3auMAMM C LEeNblo PaCLUMPEHWUA KOHTUHIEHTa
3puTenei 3a cYeT OCBOEHMA BUPTYaNbHOrO MPOCTPAHCTBA. M3BecTHO, uTo
c momeHTa dopmupoBaHuA nNpodeccum My3biKaHTA-UCMONHUTENA KPUTK-
KW YyOEnaoT BHUMaHMe, B TOM YMACNe, BHELWHEMY BUAY apTUCTa. AyTeHTWY-
HOCTb 06/IMKa My3bIKaHTa ABNAETCA OLHOMN M3 BaKHEWLUMX COCTaBAAIOLLMX
KOHLEpTHOro putyana. MpeanokeHns Beaywmx KONNEKTUMBOB, TAKMX KaK
bepaunHckas dunapmoHua uam BeHckas rocysapcTseHHas onepa, no pac-
NPOCTPaHEHMUIO NPOAYKLMM B PaMKax OHAAWH-TPAHCAALMI BUAATCA aBTOpPY
B K/IlOYe COXPaHEHUsA «KOHLLEPTHOCTM». B TaKoM c/yyae «noceleHue cay-
WwaTens Ha LOMy» — 3TO He TO/IbKO MOMbITKAa MATU B HOTY CO BPEMEHEM.
B cBeTe uccnesoBaHUn MybTUMOZAIbHOCT BOCNPUATUSA HaNUYME BU3yab-
HbIX pa3gpaxkuteneit BeAeT K NOBbIWEHMWIO ero Ka4yecTBa, a C/1el0BaTe/IbHO,
W pPeNTUHIa aKaZeMMYEeCKoM My3blKM B F1a3ax CyluaTens.

TeKCT cTaTbM COCTOMT U3 YeTbipex Pa3aenos. 3a nepeyncieHnem Npumepos
BUPTYyanu3aLmm B chepe My3blKanbHOMO MCKYCCTBA ClefyeT onucaHue cue-
Hapues, Npea/iaraemblX U3BECTHbIMU KOHLEPTHBIMU M TeaTPaAbHbIMU KO-
nektTnsamu. CpaBHUTENbHBIN 0630p Hanbosee MHTEPECHbIX C TOUYKM 3peHUs
aBTOPa WCCNeA0BATENbCKMX NPOEKTOB, MOCBALLEHHbIX 3PENNULLHOW COCTaB-
NALWER BOCNPUATUAA My3bIKW, ABAAETCA LeHTPaNbHbIM 31EMEHTOM CTaTby.
B BblBOAAX 3aTPOHYTa TeMa HOBbIX 334a4, BO3HUKAOLMX Nepes TpaguLm-
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OHHbIM MYy3bIKO3HAHMEM, B TOM YWC/Ie, B PaMKax UCCNeA0BaHWUIA UCNOAHW-
TEe/IbCKOrO MCKYCCTBa. B MOCNeAHUX ABHO yXe HeJ0CTaTOYHO ONUpaThcs Ha
maTtepuan, Haxoaawminca Ha GU3NUECKMX HOCUTENAX, T.e. HE0BX0AMMO OC-
BaMBaTb HOBble METOAbI yyeTa.

KnioueBble €NoOBa: My3blKa/lbHOE WCKYCCTBO, KOHLEPT, UCMONHUTENb, MYy-
6/11Ka, BUPTYasIbHOCTb, CTPUMWHI, OHAANH-TPAHCAALUMKU, 3PENULHOCTD,
BOCNPUATME MY3bIKM, ONTUYECKME U 3BYKOBbIE PA3ApaXKuUTeNu, «KabuHer-
Has My3blKa»

NATALIA NOVAK

Martin Luther University
Halle-Wittenberg, Germany
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e-mail: natalia.nowack@web.de

THE CONCERT IN THE (GERMAN)
DRAWING ROOM.

CONCERNING THE THEME OF MEDIAN
QUALITY OF THE ART OF MUSIC

Abstract. On the basis of the data about the Federal Republic of Germany
the article examines the measures taken by theater ad concert organizations
with the aim of expanding the contingent of audiences by means of
reclaiming virtual space. It is known that from the moment of the formation
of the performing musician critics pay attention to many things, including
the artist’s outward appearance. The authenticity of the musician’s image is
one of the most important constituent parts of the concert ritual. Proposals
of the leading music ensembles, such as the Berlin Philharmonic or the
Viennese State Opera, regarding dissemination of production within the
framework of online broadcasts are perceived by the author in the vein of
preservation of the “concert-like” atmosphere. In such a case “visitation of
the listener in his or her home” is not only the attempt to go along with
time. In light if research works about the multimodality of perception the
availability of visual irritants leads to the rise of its quality and, consequently,
the ratings of classical academic music in the eyes of the listener.

The text of the article consists of four parts. After the enumeration of
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examples of visualization in the sphere of the art of music there is a
description of scenarios offered by well-known concert ensembles and
theater groups. A comparative overview of the research products which are
the most interesting from the point of view of the author, devoted to the
spectacular component of perception of music, presents the article’s central
element. The conclusions draw upon the theme of new challenges appearing
before traditional musicology, including, within the framework of research
of the art of performance. In the latter it is, obviously, not sufficient to rely
on the material contained on physical carriers, i.e. it becomes necessary to
master new means of recording.

Keywords: the art of music, concert, performer, audience, virtual reality,
streaming, online-transmission, audience appeal, perception of music,
optical and sonar irritants, “cabinet music”

Tema «My3blKaHT W nNy6AMKa» — oOf4Ha M3 0COBEHHO LWKMpo-
KO MpeACTaB/leHHbIX B POCCMMCKOM My3blKO3HAHWW, HayMHaa C 3a-
POXAEHMA COLMOIOTMYECKOW MbiCAK O My3bike B XIX Beke (B. Mwux-
Hesud, P. Mpybep, 0. Kanyctuu u mH. ap.) [1, 2, 3]*. B Tpaauumio
BMNMCbIBAIOTCA M COBPEMEHHbIE UCCNeA0BaHNA-0630pbl, TaKME KaK MOHO-
rpadua E. lykoBa 06 MHCTUTYUMM KOHUepTa [5], n Bonee y3Kkue paspa-
60TKM N0 pas3InYHbIM acrnekTam npobnembl ayautopum (M. Marnaosuy,
E. Aykos, B. Tpewes) [6, 7, 8]. HoBomy Buay ObITOBaHUS aKademu-
YecKoro MCKycCTBa — B pamKax NpPeACcTaBAfeMbIX MHTEPHETOM BO3-
MOMKHOCTEN — HaAobOopOT, KaK B POCCUMCKOM, TaK U B 3apybekHOn nu-
TepaType BHMMaHME HauYMHAIOT YAeNATb TOAbKO B MNOCAeAHWE Togbl
(M. Huber, M. Trondle) [9, 10]. B T0 ke Bpems BaxKHeMLMe NOCTaBLLMKM
3BYyYallel 1 3pe/IMLLIHOM NPOAYKLMN YXKe B TedeHue 4ecATU NeT NpoBo-
[AT B XM3Hb BEPCUIO KKOHLEPTa B roCTMHOM»?. B AaHHOW cTaTbe npea-

106 1cTopmu coumonornm Mysbiku B Poccum cm. [4].

2 MpoBOAA K HaYyay Kax4oro cemectpa usntobaeHHble B fepmaHMm ONPOChI YHaCTHUKOB NEKLMIA
M CEMWHAPOB, aBTOP AaHHOW CTaTbl 06pPaATUAA BHUMAHWE Ha MOAHYI HEOCBEAOM/IEHHOCTb CTY-
[EHTOB, MPUYEM My3bIKOBEAYECKOrO M My3blKasbHO-NEearormyeckoro npoduas, 6onblmnHCTBY
KOTOPbIX OHNANH-TPAHCAALMM aKAZEMUYECKOW MY3bIKM HE 3HAaKOMbI. B TO Bpems Kak HY 0auH co-
BPEMEHHbII CTYAEHT HE MOXET OTKa3aTbCA OT YCAYT CTPUMMHIA B €0 KacCUYeckon popme, Hau-
yne NpeasioKeHn «BUAEO-KOHLEPTOBY 3Ty rpynny notpebuTenei He 3aTparMBaeT COBEPLIEHHO.
M Tem He meHee, KaK 370 ByAeT BUAHO B AajibHeLeM, CNPOC Ha OHIaNH-KOHLEPTbI pacTeT.
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NMPMHMMAETCA MONbITKA YBA3aTb HOBOE ObITOBaHWE K/AacCUMKKU Kak fait
social n MHorouncneHHble nabopaTopHble McCnefoBaHMA MO 3BYKO-
BOMY M KomnaeKkcHomy socnpuatuio (5. F. Platz u F. Kopiez, M. Schutz,
W. F. Thompson u gp.) [11, 12, 13]. Ha ¢oHe HabpocKa BUPTyanbHOM
My3blKa/IbHON MOBCEAHEBHOCTU PAacCMaTPUBAKOTCA BapMaHTbl KOHLEn-
LM M3BECTHbIX aKaZeMUYECKUX KONNNEKTUBOB M NPUBOAATCA AAHHbIE U3-
H6paHHbIX SMMUPUYECKMX UCCNef0BaHMIA. ABTOP NosaraeT, 4To nocnea-
HWe fatoT ybeanTenbHbIN OTBET HA BOMPOC «3a4em?»

BUPTYAJZIbHAA CHEPA MY3bIKA/IbHOIO UCKYCCTBA

U HEMHOTIO CTATUCTUKU

foBOpA cerogHsa 0 BUMPTyasibHOW chepe My3biKM, HEb3A He Cora-
CUTbCA C TEM, YTO OHA HAaCTOMYMBO M NMOBCEMECTHO BbITECHAET peasibHble
3/1EMEHTbI TPAANLMOHHOW CUCTEMbI «MY3blKa/ibHas U3HbY». BupTtyans-
Hble My3blKa/ibHble MHCTPYMEHTbI HAaNo/IHAOT CBOMM 3BYYaHUEM BUPTY-
aNbHble e KOHLUEepTHble nomeleHusa. BupTyanbHble MHAMBUAYYMbI, B
nepBylo oyepedb My3blKaHTbI-MCNONHUTENN, FAPAHTUPYIOT MPUANYHbIV
3apaboToK obecneunBaoWwMm Ux Komnosutopam. MocnegHue, KCTaTu, B
3TO KOMBUHAUMUW TPaANLMOHHO «He poboTbi». C 1990-x roaos, Koraa
6puTaHckaa rpynna Gorillaz nogana npumep OXUBAEHUA NEPCOHANKEN
KOMMKCOB, M3MEHWUIOCb MHOTOE, HO MPUHLMMMANbHAA NaeA «CMellaH-
HOro cocTaBa» ocTanacb. s BUPTya/bHOIo apTMUCTa NPoCTo Heobxoaum
peasibHbIi aBTOp.

MepBaa BupTyanbHan 3Be3ga par excellence Muky XaTtcyHs (Miku
Hatsune), Kak pe3y/nbTaT KyJAbTUBMPYEMOWN B AMOHMM CMMNATUWN K UC-
KYCCTBEHHOW MHTEINFEHLMMN U YCMELHOro MapKeTUHra nporpammHo-
ro obecneyeHnn Vocaloid, fana KonoccanbHbl TONYOK COUNHUTENBCTBY
ONA MalwmrHbE, CoLuMOoNorusa e My3blkuM, KCTaTu, GeHOMEH BUPTYaslbHbIX
3Be3/, ABHO HeAOOoLeHMBaeT. APTUCT Kak rosiorpamma — 3TO, KOHEYHO,
3abaBHO, HO OTCYTCTBYET, Ka3asocb Obl, CTaHAAPTHAA aTpMbyTUKa Nao-

3 Y106bl MOMYYUTL NPUGAM3UTENBHOE NPEACTaBNeHMe O MacWTabHOCTM BMPTyasbHbIX 3Be3d,
[0CTaTO4HO BPOCUTL B3MAL HA NepedeHb MX BMOHE peasibHbIX «TypHe», K npumepy: https://
mikuexpo.com/ (Oata obpawierune 03.03.2019).
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na. Ho HeT, 8O menbyaiwmx getanein NpogyMaHHOE Xy[0XKeCTBEHHOe
BO3AelCTBMe 0b6pa3a NpuUBENO K HEBEPOATHOMY PACNPOCTPAHEHMUIO
BMPTYa/ibHbIX apTUCTOB, MOOLWMX B MEPBYO oYyepeb No-ANOHCKM U No-
aHrAncKn. Mporpammbl, NO3BOAAKOLWME YCMNELWHO BbICTYNaTb U Ha ApY-
TMX A3blKax, HAXo4ATCA B Npouecce pa3paboTKu.

CyliecTBoBaHME BUPTYA/IbHbIX CUCTEM PACNPOCTPAHEHUA — ABe-
HUe, B 0COBOM 0OBACHEHUU He HyKAaatoweeca. BUpTyanbHbie e co-
obluecTBa, TakMe Kak 06beMHEHME MHOTOTbICAYHbIX KOIEKTUBOB NOA,
naeein MU PyKoBOACTBOM XapM3MaTUUYHOrO KOMMO3MTOPa M XOPOBOrO
anpuxkepa dpuKa Butakepa (Eric Whitacre), nHTepecHsl, HaobopoT, K
C TOYKM 3PEHUA MCUXOIOTUK, U C TOYKW 3PEHMA MeaManv3aLmm akage-
MuYyeckoro penepTyapa. CoBpemeHHOMY MHAMBUAYYMY cdepa obuie-
HUA HeobxogMMa Kak HuKorga. Ecam e ata chepa ewe 1 BUPTyanbHa,
TO AeicTBue ee no4tu 6esrpaHn4HO?. J1lo6OMNbITHO, YTO BUTakep He co-
YMHAET CneumanbHO ANA BUPTYasibHbIX NPOEKTOB, @ NEPEeHOCUT B HOBbI
KOHTEKCT y»e onpoboBaHHbIe B KN1aCCUYECKOM XOPOBOM BapuaHTe Mnpo-
nsBeaeHus. MoxHo cKasaTb, 0bpabatbiBaeT A41a BUPTyaNbHOCTU. MATb
peasiM30BaHHbIX HA CErOAHALWHNIN AeHb BUPTYaNbHbIX MPOEKTOB Butake-
pa HalAW CBOM PbIHOK CObITA, YNCAEHHOCTM KOTOPOTO MOTYT NMO3aBUAO-
BaTb BCE aKaAemMyecku paboTatowme komnosumTtopbl XX 1 XXI BB., 3a UC-
KNOYEHMEM, Pa3Be YTO, aBTOPOB KUHOMY3bIKM U My3bIKW1 AN BUAEOUTP.
Mpuyem nog, pbiIHKOM B A@HHOM C/ly4ae Mbl MOHUMAEM He CyLlaTenem,
a B NepByto ovyepenb UcnosHuUTenel. JItobonbITHO TaKXkKe, YTO AMOHCKan
(BMpTYyanbHbIM CONNCT) N amepUKaHCKas (MCKycCTBEHHOe coobuecTso)
MOZeNn Nepexosa Ha HOBble YC/I0BUA My3blKalbHOTO B3aMMOAENCTBUA
BCTpeYatoTcA B caMom ByKBasibHOM cMbic/ie. CONbHYO NapTUIO COMPaHo
B BUPTYanibHOM rnpoeKkTe Ne 4 Butakepa « MCNOHAEGT» Ha 3KpaHe aHMM3-
nepcoHax®.

4Tema BMPTYanbHOrO eAMHEHUsA paccmaTpusaeTcs, Hanp., B ctatbe Nico Schneidereit, B kKoTopoit
[aeTcs npefBaputenbHoe onpegenerHue nogobHoro coobuiectsa [14, S. 384-385].

°Cm.: Eric Whitacre, Fly to Paradise: URL https://www.youtube.com/watch?v=Y80DnUga0JU (JaTa
o6pauyeHuns 19.02.2019).
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OT BMNEYaTAsWMX NPUMEPOB MeAMANbHOTO 06paLLeHUs C My3bl-
Ka/bHbIM MaTepuasiom nepengem K CTaTUCTUKe. ABTOPY AOCTYMHbl B
nepsylo odepeap AaHHble no PeasepaTvsHoi Pecnybnuke, nostomy
OCTAHOBMMCSA MOKa Ha HMX. Hac MHTepecyeT KiaccuKka. B cooTBeTcTBUM
C YMCNamMu, pPeryiapHo NocTaBasemMbIMn BcerepmaHcKMm 06beanHEeH M-
eM My3blKa/lbHOW npombilieHHocTU (Bundesverband Musikindustrie
e.V.), KOMMNaKTHbIM AUCK B [epMaHMM Ha CErOAHALIHUA AeHb NPOAOMKa-
€T 0CTaBaTbCA BeAyLMM NpoayKTom cbbiTa, npeactasnas B 2017 r. 85%
du13MYeCKNX HocuTenel 3ByKkoBoro matepuana [15, S. 10]. CBou nosumumm
niMaepa cpeam 3ByKOBbIX HOCUTENE KOMMNAKT-AUCK COXPaHAET BOT yiKe B
TeyeHue 30 ner.

100 %
AL 90 % 87% .
— O Physisch
75% +—] B Download
B Audio-Streaming
50% +—
25% +—
6% 39 5% 5% 5% 8%
0% s I ]
Umsatz 2015 Umsatz 2016 Umsatz 2017

Tabnuua 1. O60pOT My3bIKa/IbHbIX NMPOAYKTOB Pasaena KAacCuKu
B ®esepatvBHolt Pecnybivke Nfepmannm (2015-2016-2017)°.

B TabauLe NokasaH yaenbHblli 060poT B pasgesie KNaccuKu Mo ro-
Aam ¢ 2015 no 2017 roabl’. Noa ctummHrom (Audio-Steaming) noHuma-
€TCA CKauMBaHMe MOJAHOr0 HaMMEHOBAHUA CO CTPaHUL, odULMANbHbBIX
nnaTtdopm; yyeT BesICA MO KOHEYHbIM LieHaM A/19 PO3HUYHOrO NOKynaTe-
nA. Mbl Habnofaem He3HAUUTEIbHbIN POCT A0/IM CTPUMUHIA B COCTaBe
Bcero obopoTa. OaHaKo Ha nNpoaaxy GuUsmnyecknx Hocutenei Habaoaa-

S Unntoctpaumn umdp, onybamkosaHHbix B Bundesverband Musikindustrie eV. [16, S. 12 n 15, S.
12]. 3Ta 1 cnefytowwan UANKOCTPALUM YIKE UCMOIb30BANNCL aBTOPOM s MOATBEPKAEHUA TEH-
[LeHUMIA pacnpocTpaHeHus mMy3bikanbHoi npogykumn (Natalia Nowack, Wolfgang Amadé Mozarts
Klaviersonate Ne 11, KV 331 (300i) auf den physikalischen Tontragern, Mainz 2018, Schott Campus).

7 JaHHble no 2018 r. B HACTOALLMI MOMEHT eLLie To/IbKo obpabaTbiBatoTcs.
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eMble U3MEHEHMSA, Ha NepPBbIN B3MAL, NPaKTUUYECKM He BAUSAIOT. B TO e
Bpems, garke 6e3 yyeTta pasHuUbl B LeHax mexay GUsnyeckumm n unod-
POBbLIMW MeANAaHOCUTENAMM, HENb3A CTaBUTb 3HAK PABEHCTBA MeEMKIy
dnHaHCcoBOM onepaumen n notpebieHMem My3blKanbHbIX NPOAYKTOB.
[axe Takoi GaKTop, Kak No/ib30BaHNE BUBIMOTEYHbIMM YCIyramm, ocy-
wecTteanemoe B PesepaTrBHOMN Pecnybivke B 60abLLON Mepe TaKKe ye-
pe3 NocpesHUYEeCcTBO CTPUM-NAATGOPM, HE NMOALAETCA NPAMOMY YYeTy
yepes nokasaTenn cobbiTa.

Ho cambIM BasKHbIM KOCBEHHbIM NPU3HAKOM, YKa3blBalOLLMM Ha 13-
MEHEeHMA B 06paLLEeHNN CO 3BYKOBbIMW UCTOYHUKAMU, ABAAETCA M3Me-
HeHMe CTPYKTypbl NpeasoxeHua. Kak BUAHO Ha cneaytoulei Tabnuue,
TYT COOTHOLWIEHME MeXAY PUINYECKUMU U LUDPOBLIMU HOCUTENAMM CO-
BepLleHHO MHoe. B 2016 r. 3TO COOTHOLLEHME BbIPAXKAaNoOCb KaK OAWH K
ABYM, a rog, cnycTa pusmMyeckme HOCMTENN COCTaBAANM YKe ToNbKo 45%
061Lero My3blKasibHOIO NPeAN0NKEHUS.

807

® Klassik-Alben 2016 physisch
@ Klassik-Alben 2016 digital

N 414
‘ @ Klassik-Alben 2017 physisch

@® Klassik-Alben 2017 digital

157494

\

174036 \_/

Tabnuua 2. NMpeanoxkeHne B 061acTi Knaccukm 3a 2016 n 2017 rr.,

NpeaCTaBNeHO KOJIMYECTBOM asibbomos®.

8 Mnnoctpaums undp, onybamkoBaHHbix B: Bundesverband Musikindustrie e. V. [16, S. 19 u 15,
S. 19].
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[nAa my3blKOBeAEHMA KaK AUCLMMIUHBbI HAMPaWMBaeTca Hemaslo-
BaKHbI BbIBOA METOA0/0MMYECKOro NOpsAAKa: y4eT MaTepuasibHO Cylle-
CTBYIOLMX HOCUTE/IEN, COCTaBAAOWMNI TPAAULMOHHBIN NOAXOA K OXBa-
Ty maTepuana, Hanpumep, B 061acTM aHanM3a UHTepnpeTauuii, Tepsaert
CBOE 3HaYeHMe C KaXKabIM rofom.

MepeBoas GOKyC MccaemoBaHMA U3 061acTU KAACCUKM Ha My3bIKY
T.H. MONYNAPHbIX }KaHPOB, My3bIKOBE, OKa3bIBAETCS HAa TEPPUTOPUU, EMY
He O4YeHb 3HAaKOMOW M B pPaMKax «KJ1acCMYecKoro» obyyeHus He npeg-
ycMoTpeHHoM. Ho umdpbl camu roBopAT 3a ceba’. MMeHHO my3blKasib-
HasA NPOMbILW/IEHHOCTb 0BpalLaeT Halle BHUMaHWe Ha To, YTo ANA yyeTa
My3blKa/IbHOM aKTMBHOCTM HaceneHus HacTOALLMIA MOMEHT — MOMEHT
ncTopuyeckuit. Tak, B nepsom noayrogmm 2018 r. CTPUMUHT, €CAN CUU-
TaTb BCE AaHHbIe MO NPOoAAXKe, He Pasaenas My3blKy Ha aKaZeMUYeCKyHo
W NONYNAPHYIO, BNEPBbIE HE TO/IbKO A0rHas, HO M NeperHan KOMMNaKTHbIN
aunck®,

B cBeTe aKTya/bHOrO MOBOPOTA B CTOPOHY LMGPOBbLIX HOCUTENEN
CTAHOBUTCA OYEBUAHLIM, YTO MEPEUYNC/IEHHbIe B Hayasne CTaTbW BUPTY-
aNibHble Moaenu (U MOLENM C BUPTYAIbHBbIMM 3/IEMEHTAMM) CBOM CObIT
HaxoA4AT, U B BiMKanLuMe roabl MMeTb byayT. YTo ocTaeTca npeanoyectb
Tem, KTo paboTaeT B TpagMLUMOHHOM pycae?

NMPOrPAMMbI U3BECTHbIX NMOCTABLLMUKOB KOHLIEPTHOIO

U TEATPAJZIbHOIO PEMEPTYAPA

BepnuH, KenbH, BeHa nanm MioHXxeH — TeaTpasbHO-KOHLEPTHbIE
OpraHM3aLMK Bbi30OB HOBbIX MeAua MPUHAAKW. Knaccuyeckas mysblika

°MiHbOpMaLMOHHAA POb MY3blKasbHOM NPOMBbILLNEHHOCTU HAYUHAET B MOCNEAHME rOfbl NPUHM-
MaTbCA BO BHUMaHMWe U yueHbiMU. OCHOBaHHbIM B 1997 1. B BoHHe Hemeukuit nHGOpMaLMOHHbI
LLeHTP No My3blKanbHbIM Bonpocam (Deutsches Musikinformationszentrum, MIZ) cywectsyeT 6na-
rofaps NoAAepKKe SKOHOMUKM, MONUTUKM U HAYKK.

10 Cm.: BVMI-HALBJAHRESREPORT 2018: AUDIO-STREAMING UBERHOLT DIE CD. URL: http://www.
musikindustrie.de/news-detail/controller/News/action/detail/news/bvmi-halbjahresreport-
2018-audio-streaming-ueberholt-die-cd/ (daTta obpawenus 10.02.2019). yaenbHblit 060poT My-
3bIKaIbHOM NPOAYKLMM NPOCYMTAH MO LLeHaM PO3HUYHOIO NOKyNaTens, BKAKYas Haaor c obopoTa.
[aHHble aBrycta 2018 r. Xota nameHeHus B 061aCTH KNACCUYECKOM My3bIKM NPeACTaBeHbl He TaK
CUAbHO, NPOAAXKa GU3NYECKMX HOCUTENEIN COKPALLAETCA C 60/bLIOW CKOPOCTbIO.
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OO/IKHA HAXOAMTbCA Ha PACCTOAHUM ABUMKEHUA MbIWKK? — MOXanayn-
cTal 3ageicTBOBaHbI B paBHOM Mepe TeNieBM30p, KOMNbOTEP U TenedpoH.
Mpegnaraemblit NPOAYKT — MpPOM3BEAEHUA aKaJeMUYEeCcKoro penep-
Tyapa, TPaAMLUMOHHO «3aKOBaHHble» B OrpaHWYEHHY0 BMELAaemoCTb
KOHLIEPTHbIX 3a/10B U B OPUTMHAIbHON BEPCUN OCHOBATE/IbHO BbloLiue
MO KOLIENbKY KAMeHTa. HoBas «ymakoBKa» My3blKa/ibHOrO NpPOAyKTa
[OBONbHO pPa3sHoObOpasHa, a MAPKETUHT KaxKAoW aAMUHUCTPaATUBHOM
eAVHULbI PACcCYMTaH Ha HEMOCPEACTBEHHO «CBOEro» 3pUTeCc/yLuaTens.
OnpeaeneHve «kabuHeTHas mysbika» [17, c. 149], Kak byaeT BUAHO B
OanbHenwem, NoAXoAMT TONbKO K YacTu Npeasiaraemon npoayKumuu.

Tak, BepANHCKNI GUNAPMOHNYECKUIA OPKECTP — OAMH M3 NEepBbIX B
MMPE OPKECTPOB, BblLLEALLNI 32 PaMKM 3aKPbITOrO MOMELLEHMA, — CTPO-
ro cnesyeT NPUMHLMMNAM KOHLEePTHOM 06CTaHOBKKU. My3bIKaHTbl B YEPHbIX
¢dpakax Ha poHe HauULLEHHDbIX 40 baecka AepeBAHHbIX HACTU/IOB CLLEHbI,
TOp»KecTBeHHan aTMochepa KOHLEPTHOro BeYepa (B opurnHane A0MKeEH
6bITb UMEHHO BeYep), MHTePHET-CalT BblAEP!KaH Kak bbl B ABYX TOHaX,
yepHoOM U LBeTe AepeBall. BeHcKana rocyaapcTeBeHHas onepa obpaluaeT-
CA K cBoel nybanKe No-4pyromy, MCrosib3ya 3N1€MEHT CONOCTaB/IeHUs.
BeHCKUIM Npu3blB — BNMCaTb My3blKasibHOe CObbITME (KOTOPOro Ha calTe
CHayasa gaxke He BUAHO, Cpeayn AOMALIHEro MHTEpbepa HEHaBA3YMBO
CTOUT paboTatoLwmii TeNnesn3op) B NPMBbIYHYIO aTMmocdepy COBCTBEHHOM
roctuHoi®, [laxe ocselleHMe TyT He C/lyYyallHO — HWKaKoW He Beuep,
NPUINYLWEHHbIN WUTOPAaMK CBET, Ae/IMKAaTHO NPOHMKAOLLMIA YepPes OKHO.
CmbIcn NpocT — cobbiTMe OTOPBAHO OT MOMEHTa TeaTpasibHOro AencTBa,
npoaykuma On-Demand, T.e. NoNb30BaHWe TOrAa, Koraa ectb Bpems (Ha-
CTPOEHWE, BO3MOMKHOCTb).

TexHUYecKMe CLEHapPUK, Kak Mbl 3aMeYaeM, Pas3iMyHbl. AHaNOTMYHO
n ¢ duHaHcoBbiMK. OT BecnnaTHOro Nosb30BaHWUA HEKOTOPbIMM OTAE/Nb-
HbIMM NPOAYKTaMM Yepe3 KOMBMHALMU MHOTOKPATHOIO MPOCAYLUMBAHMSA
WAV NONb30BaHMA B paMKax aboHeMeHTa Ha OrOBOPEHHbIN CPOK A0 A0CTa-

11 Cm.: [DIE] DIGITAL CONCERT HALL. URL: https://www.digitalconcerthall.com/de/home ([daTa 06-
pauieHus 28.03.2019).

2. Cm.: WIENER STAATSOPER LIVESTREAMING. URL: https://www.staatsoperlive.com/de/
info/#tab_0 (JaTta obpawexus 28.03.2019).
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TOYHO AOPOroCTOALMX NPeA/IOKEHNN 0COOEHHO BbICOKOTO KayecTsa. Tep-
MWHO/IOTUS HE OYEeHb OAHO3HAYHa. B To Bpems Kak meHeaKkepbl BeHcKoi
onepbl onpeaenstoT Live-Streaming (OHNAMH-TPAHCAALMM) KaK He apxu-
BMPYEMYIO MPOAYKLMIO, KOTOPYID MOMHO MPOCAYLIATh MCKAKUYUTENBHO
B MOMEHT nepeaayn’®, B bepavHe nepesaBaemble CHavana B peasbHOM
BPEMEHM KOHLLEPTbl BCKOPE NepexoanT B apxmB. Tam OHW CTaHOBATCA —
BMECTe CO CMeLManbHO A1 apXMBMPOBAHUA 3aMMCAaHHbIM MATepuaiom
— [OCTYMHbIMKU caylwaTento bosee TPaAULMOHHBIM cnocobom. BHe 3a-
BMCMMOCTM OT peLleHnsa BONPoca No NoBOAY «COXPaHEeHUsA» nepeaaHHowM
OAHOBPEMEHHO C KOHLEPTOM Nporpammbl, Live-Stream He 03HayaeT, YTo
cnywatens B Hbto-Mopke, enaa nonpucyTcTBOBaTb Ha KOHLIEPTE, TPaHC-
nmpyemom u3 bepavHa, fonKeH npoBecT 6ecCoHHY0 HoYb. BpemeHHble
30HbI 417 OCHOBHbIX FPYMN KJANEHTOB NPOCYMTbIBAOTCA OPraHM3aToOpamm
3abi1aroBpemeHHo. Tak, TpaHCAAuMA 13 BeHbl nepeaaeTcs NpMHUMNnanb-
HO B OCHOBHOE Te/IeBM3NOHHOE BPeMsA 3puUTecayLLaTens.

Mpoaykuma On-Demand, o3Havaowasa no onpeaeneHuio npocay-
LUMBaHMe B 3anucK B yaobHoe ans notpebuTena Bpems, oTiMyaeTca Ta-
KMMM BO3MOKHOCTAMM KaK OCTAHOBKA, NepepbIB, MOBTOP UM NepemoT-
Ka [10 MHTepecytoLLLero caywaTena mecta. Habatogarowanca B HEKOTOPbIX
C/ly4asnXx pasHMLA C MOHATUAMM KapXMB» UAN KBUAEOTEKA» — pasHMLA
NMWwb nopsakosad. MNepBas NpoayKuMA NoapasymeBaeT OTHOCUTE/IbHO
CBEXYIO 3aMnCb, B TO BPeMs KaK «apXmB» accoLMMpPyeTca CKopee C 3a-
NUCAMM, MMEIOLLLUMWN UCTOPUYECKYHO LLEHHOCTb.

Kak y»Ke 6b1710 CKa3aHO, bep/IMHCKNI GUNaPMOHUYECKUIN OPKECTP
— nepsbili B cBoem poge. Cap CanmoH PatTha (Sir Simon Rattle), go He-
[ABHEro BPEMEHU [MaBHbIN ANPUNKEP KOJIJIEKTUBA, OTKPbIJ B CE30HEe
2008-2009 rr. Tak Ha3biBaembl Digital Concert Hall — BupTyanbHbIN
KOHLEPTHbIN 3a1 dunapmoHmu. MNepeHecemcs B Te rogpl! PacuseT naat-
dopmbl YouTube, pacnpocTpaHeHne coumanbHbIX Meana 1 3acuibe Mo-
6uNbHbIX TenepoHoB eLle Bnepean. CTpMM-yciyru B 061acTn KNacCuKm
NMOCTaBLLMKaMM 3BYKOBOM MPOAYKLMM NPAKTUYECKM HE pacCMaTpMBaltoT-

13 Cm.: Ihr Wohnzimmer wird zur persénlichen Loge // WIENER STAATSOPER LIVESTREAMING. URL:
https://www.staatsoperlive.com/de/info/#tab_3 ([ata obpalieHus 28.03.2019).

118 HAYKA TENEBUOEHNA Ne 15.1, 2019



€A, 4@ Y TEXHUKA TPAHCAALMM HAaXOA4MTCA B MpoLecce MOMCKOB. MNonyyaeT-
€A, KNaccnyecKuii penepTyap 3asBUI O CBOUX NpaBax Ha COBPEMEHHOTO
cnywaTens, 3aBOEBbIBAOLLENO BUPTYa/IbHOE NPOCTPAHCTBO, OYEHb PaHO
(1). KoHeuHo ke, 3a NpoweaLmne AecaTb 1eT NpeaoKeHune cTano bonee
anddepeHumpoBaHHbIM. CBbiwe 40 KOHLEPTOB B rog, (B TeKyLLem ceso-
He poBHO 50) TpaHcaMpyoTcA M3 DUNAPMOHMM HANPAMYLO, LIeHa Mo He-
MEeLKMM MepKam BrnosiHe goctynHas — 9,90 € 3a 6bunet (cpok aencreuma
7 nHei), 14,90 € B mecay, B cydae aboHemeHTa. CnycTa HeKoTopoe Bpe-
M#A BCe 3anuncu NepexossaT, KaK yKe YNTOMMUHAN0Ch, B apX1B, a MPOCayLLK-
BaHWe apxmnBHol npoayKumu B Digital Concert Hall 6ecnnatHoe.

3TV AaHHble POCCUAH YAMBAATL He moryT. CBepa/ioBCKaa rocyaap-
CTBEHHaA akagemuyeckasa dunapmoHua onpoboBana wmaer BUPTyasb-
HOro KOHLLepTHOrO 3an1a (PunapmoHMA-2) NPaKTUYECKU OAHOBPEMEHHO
¢ bepanHom™. MoyTtn cpasy 6bi1a co3gaHa cuctema «OUNAPMOHNYECKUX
cobpaHuii», KOTopble CNOCOOCTBYHOT CAaMOPEry/IMpPOBaHUI0 TPAHCAALMMA
no CeepanoBCcKoi 0bnactu. B Hoabpe 2014 r. npu noagepke MuHucrep-
CTBa Ky/nbTypbl PO Ha 6a3e MOCKOBCKOM rocynapcTBeHHON GUAapMoHUM
OTKpbIACcA BcepocCUIMCKMIN BUPTYasibHbIM KOHLEPTHbIA 331 — MPOEKT,
MPUHLMIMbBI KOTOPOTO HEe OTIMYAOTCA OT 3anagHoeBponeinckux, a chepa
B/IMAHMA, NOXKANYM, X NpeBblLLaeT. CXOA4HOM ¢ 3anagHOEBPONENCKON OKa-
3bIBAeTCA U peKnama, passe 4To B MOCKBe 0ObIrpbiBaeTcA «HaLMOHab-
HbIVi 3SN1EMEHT» nepesay: ONTUYECKUI GparmeHT KOHLLepTa COOTBETCTBYET
KapTe Poccuiickoit depepaummn’®. Mo AaHHbIM caliTa NPOEKTa, yyacTue B
HeMm npuHMMaltoT yKe 6onee 300 ropoaos Poccuu, T.e. NPOCAYLLIMBAHUE B
peKume oHNaliH obecnevyeHo TEXHUYECKM Ha Pas3/IMYHbIX LWMPOTaX CTpa-
Hbl. JocTyn — B BUAe aboHemeHTa. OCOBEHHOCTb BUAEOTEKM COCTABAAIOT
— Kpome 0bblYHbIX 3an1ceit — crewunanbHble NPOeKTbl B BUAe 06paso-
BaTe/IbHbIX NPOrPamMm UAn TBOPYECKMX BcTped. ObneryeH JocTyn K KaTa-
noram Bugeosanuceit. 3a pybex OHMAWH-TPAHCAALMM, OYEBMAHO, NMOKA
He BeAyTCA, HO NONb30BaHMe apxmueom goctynHo. C 2017 roaa KoHLepTbI
TpaHCAMpYeT Takxke 1 MeTepbyprckas dGunapmoHus.

14 Cm.: O npoekTe [BupTyasibHbIi KOHLEPTHbIN 3an] // CBepanoBckas punapmonus. URL:
https://www.sgaf.ru/vkz/o-proekte (Jata obpawerus 03.03.2019).

15Cm.: OHNaiH-TpaHcaauma: MoCKoBCKas rocyAapcTBeHHan akagemmudeckan dunapmonns. URL:
https://www.meloman.ru/videos/online/ (Jata o6paweHus 03.03.2019).
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BepHemcs B ®depepatusHyto Pecnybavky. C 2012 r. KOHUEPTbI
TPaHCAMpPYeT HanpAMyto perynapHo u3 MioHxeHa focyaapcTBeHHasa one-
pa basapun nog HassaHMem STAATSOPER.TV. M36paHHble npeacTtaBe-
HUA nepepatotca 6ecnnaTHo. AHANOMMYHA CUTyauns U B KenbHCKoM ¢u-
IAPMOHUK, KOTopas TPaAHC/MPYET NMPUMEPHO C TOro e BpemeHu (2013)
oTAeNbHble CMMGOHMYECKME KOHLEPTbI, MPUMEPHO 6 KOHLLEPTOB B rOA,
TaKKe 6e3B803Me34HO. BEHCKMe cneKTakn, npeg/iaraemble ¢ Camoro Ha-
Yana Ha OYeHb BbICOKOM TEXHWYECKOM YPOBHE W PEeryiapHo, CTOAT Ha
cerogHAWHMN aeHb 14—-15 € 3a cnekTaknb. EcTb 1 bonee goporve npea-
NIOXKEHMA NtOKC-Knacca. Mpoaykuma u3 BMAEOTEKU (B AaHHOM cay4vae
MMEHHO OHa HasbiBaeTca On-Demand) MAET NO CHUXEHHbIM LeHam, 5
€ 3a cneKkTaknb'®.

Ha ceroaHAWHWN AeHb TEXHUMKOW BbiCcLIEro Kaacca obnaaatoT Bce
KOHLEpPTHble OpraHu3auun nogobHoro yposHA. B Karkaom M3 3as108B
nmeeTca No Heckonbko High-Definition Buaeokamep (8 B BeHe, 7 B bep-
NiMHe, oT 4 0o 6 B 3puTenbHOM 3ane MIoHxeHa), a TpaHCAAUUA BeaeTcs
napaniesbHO MO CUHXPOHHbIM KaHasam, MeXay KOTOPbIMU CAyLwaTe b
MOMET NnepekatoYvaTb. T.e. OH MOXKET NepemeLLaTbCA MO CBOEMY Kena-
HWIO 13 3a/1a Ha CLLeHY M 06paTHO. BOo MHOMMX C/yyasx npeanaraeTcs Tak-
e 3arAHYTb Yepes naedyo COTpyAHMKam cTyamm TpaHcaaummn’. 40-50
MWKPOdOHOB B OpKecTpe (B caydae TeaTpasbHOrO UCMNOMHEHUA Ha CLe-
He) ABNAITCA CTaHAAPTOM TEXHMYECKOro ocHalleHus. Kayectso nepe-
a4y 3aBMCUT, TaKMM 0bpasom, B NepByto oyepesb OT TEXHUYECKUX BO3-
MOXHOCTEN annapaTypbl KAMEHTA, TPAHCAALMA BEAETCA B Pa3/IMYHbIX
mogaycax (3 ckopocTu yteHuss B MioHxeHe, 6 B bepanHe unu BeHe). Ha
calite bepAnHCKOM GUNAPMOHUN MOXKHO CHaYasa NPOTeCTMPOBATb BO3-
MOYHOCTU CBOEro MHTEPHET-NPUEMHMKA.

16 B cBA3M C pacueHKamu Ha buneTbl peknamy BeHckoro onepHoro «Balwa roctuHas ctaHeT Bawei
NNYHOW noxeit» (B opurnHane «lhr Wohnzimmer wird zur personlichen Loge») moxHo paccma-
TPYBATb KaK BO3AENCTBMUE 31eMeHTa IKCK/IIO3UBHOCTH.

7 NHTepecHoe BMAELO O MPOMUCXOAALLEM 3@ KyJIMCAMM KOHLEPTHOM MPOrpammbl MOXHO MOCMO-
TpeTb Ha oAHOM W3 pecypcoB BbepauHckoi dunapmorun [DIE] DIGITAL CONCERT HALL. URL:
https://www.digitalconcerthall.com/de/info ([JaTa o6pawenusa 10.02.2019) nog py6puKoi, KoTo-
pas TaK 1 HasbisaeTca: «Hinter den Kulissen».
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3A4YEM HYXHbl NOAOBHbIE YCUNNA?

MHOro i1 caywaTeniei OTKIMKAETCA Ha OMMUCAHHbIE Bblle Npeaso-
XeHuAa? — MHoro, — oTBeYatoT MeHeaKepbl bepanHckoro ¢dunapmo-
HUYECKOro opKecTpa M HasbiBatoT 3a 2016 r. yberkaatowme umopbl: 550
TbIC. NMOK/IOHHWUKOB (T.e. caywaTtenen, Nob3yWUXCA NPeaoKeHnem
Kak nnaTHO, Tak M 6e3Bo3me3HO) 1 20 TbiC. KAMEHTOB, NPUMOBPETLLNX
nnaTHbi 6unet. 3a 2018 r. umetoTca yxke 900 Tbic. 3aperncTPUpPoBaH-
HbIX nosb3oBaTenen u 30 Tbic. obnagatenelt (onnayeHHoro) Guneta.
B nocnefHMx coobLLeHUAX Npeccbl FOBOPUIOCL O MUIJIMOHE NO/Ib30Ba-
Tenen'®. na cpaBHeHWUA: Ha TPAgMLMOHHO NPOBEAEHHOM KOHLepTe B
Bonbwom 3ane punapmoHum npucytctaytoT 2250 3puTeneit, a 8 Kamep-
Hom 3ane — 1180. Mpwn 40-50 KoHUepTax B rog BO3MOXHOCTb NOCETUTb
KOHLEPT NpefoCcTaBAfeTcA TobKo okoo 100 Teic. caywatenel (Ha 3an).
Mpu TOM YCNOBUK, YTO HUKTO U3 HUX He CXOAMUT B DUNapMOHUIO ABAXKAbI.
Yucno nonvsosatenel Digital Concert Hall — 3To 0TBET KOHCYMeHTa Ha
BOMPOC «33a4eM 3TO HYXKHO? 9»

Taknm 06pa3om, KONMYECTBO rOBOPUT 3a ceba. A coxpaHAeTCA /M Ka-
yecTBO BOCMPUATMA? He npoLue 66110 6bl 0TKA3aTbCA OT 3PE/IULLHOTO 3/1e-
MeHTa B Nonb3y 3ByKo3anucu? ONATb e, NpeanoKeHunii B popme pagmo
(MHTepHeT-paamno) Ha CEroAHALWHUIN AeHb NPUHLMNMANBHO Bonblue.

UCCNEAQOBATE/IN — O 3PE/IULLHOCTU

MY3bIKAJIbHbIX COBbITUN

3aBoeBblBaHME HOBbIX MeAMasibHbIX MPOCTPAHCTB HE OCTaNoCh He-
3ameyeHHbIM. EBreHuin [lyKoB pacuEHMBAET «3PEULLHOCTb» Cerod-
HALWHEro AHA Kak 06beKTMBMPOBAHHYIO NoAayy maTepuana, He O4YeHb

8 06 3TOM B CBOEM SIHBAPCKOM Bblnycke coobuiaet pagmno SWR2. Cm.: 10 Jahre Digital Concert
Hall der Berliner Philharmoniker // SWR2. URL: https://www.swr.de/swr2/musik/konzertpioniere-
im-internet/-/id=661124/did=23156696/nid=661124/pgadkl/index.html  (Jata  obpaiieHus
15.02.2019).

¥ Npamoit yueT cayliateneil Ha faHHbI MOMEHT 3aTpyAHeH. YCTPpOUTENIN NonaratoT, 4To Heobxo-
AVMMOCTb OTBEYATb Ha BOMPOCH! OTMNYTHET NOTEHLMANBHBIX KAMEHTOB. MI3BECTHO INLLb NPUMEPHOE
pacnpegeneHve — 75% cnywatenei Haxoaatca BHe ®enepaTtusHoi Pecnybamku, us Hux Ha CLUA
npuxoaatca 18%, Ha AnoHuto — 16%. 3aTo, ecan BepUTb MeHeaKMeHTY bBepanHckol dunapmo-
HWK, 60/1bLIAA YaCTb COBPEMEHHbIX TENIEBM30POB, PACCUMTAHHBIX Ha BbIXOA, B UHTEPHET, 0bnasaeTt
BCTPOEHHbIM NpunoxkeHuem ans ceasm c Digital Concert Hall. (www.digitalconcerthall.com).
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33aBUCALLYIO OT BOJIM aZpecaTta, KaK NMPUHLMUMMANIbHOE BTOPXKEHUE Mpo-
CTPAHCTBa 0OOLLECTBEHHOrO B 30HY, 0 HEAABHEr0 BPEMEHW OCTaBaBLUY-
H0CA B NO/Ib30BaHUMN UCKAKOUNTENBHO AMYHOM [17, c. 143-145]. Ho Beab
Mbl Y¥Ke COLMaNN3NPOBaHbl 3TUM BTOPXKEHMUEM, a 3HAUUT gMuckomdopTa
OT Hapywaemol MHTUMHOCTM Kuamwa [18, c. 9—12] He wcnbiTbiBaEM.
CKropee, Ha0bOpPOT, OTOPBU HAC OT BUPTYaIbHOTO COOBLLLECTBA, U MHOTME
NMoYyBCTBYIOT CebA HEeYIOTHO.

TaKk Kak aBTOp CTaTbu npeacTaBnaseT Kadeapy CUCTEMATUYECKOrO
MY3bIKO3HaHMA, B LEHTPEe BHMMaHUA ByayT HaxoAUTbCA Npexae BCero
IMNUPUYECKME UCCNeaoBaHUA. KpynHble HayyHO-UCCneaoBaTe/bCKue
WHCTUTYTbI, KaK Hanpumep [0OCyAapPCTBEHHbIA MHCTUTYT My3blKO3Ha-
HuA B bepnunHe (Das Staatliche Institut fir Musikforschung der Stiftung
PreulRischer Kulturbesitz) npoBoasT MHOrofieTHUE NPOEKTbI, LEeNbio KO-
TOPbIX ABNAETCA CMOAENNPOBATb 3aBMCMMOCTb KayecTBa BOCMPUATUSA
MY3bIKM OT ONTUYECKMX pasapakuntenein. Mcnonb3sys cneumanbHyto «Bu-
[Ee0aKyCTUYEeCKyto 1abopaTopmio» — NomeLleHMe, B KOTOPOM OTCYTCTBY-
eT oTparkeHue 3BYyKa?’, yueHble CO34al0T AN IKCNepumeHTOB Habopbl
OaHHbIX, B KOTOPbIX BAPbUPYOTCA NapameTpbl BCEBO3MOMXKHbIX KOHLLePT-
HbIX M HEKOHLEePTHbIX MOMeLLeHMI. Ha Mx oCHoBE MMUTUPYIOTCA pPas-
/INYHbIE BapuaHTbl 3By4aHuA. Mocne aToro noabupatotca noaxoasiine
ONTMYECKME COCTaBAAIOWME — MNOYYAETCA BUPTYasibHbIA KOHLEPTHbIN
3a/ B 1abopaTopHbIX YCA0BUAX.

B To Bpems Kak B bepsivHe UlLyT OTBET Ha BOMPOC TEOPETUYECKOTro
nopsAgKa, YTo UCMbITbIBAET 3PUTEC/YLLIATEND, EC/IN OH C/bIWWUT UCMO/HE-
Hue un3 [eBaHAXay3a, a BUAWUT NPU 3TOM roTUYecKunin cobop?!, otaenbHbl-
MW aBTOPaMM AaHbl YKe MHTEePECHbIE U 3aC/Ty*KMBaAlOLME BHUMAHKNE OT-
BETbl Ha BOMPOC, CBA3aHHbIN HENOCPeACTBEHHO C NPAKTUKON — «3a4yem
HY)KeH BUPTYa/ibHbI KOHLEPT?». Beab peyb MAeT He ToNbKo 06 ocBoe-
HWW HOBbIX PbIHKOB CObITA.

20 Peyb maetT o npoekte nog HasBaHmem SEACEN (Simulation and Evaluation of Acoustical
Environments), Hauatom B 2011 r. U MccreaytoWeM 3aBUCUMOCTb Pe3ynbTaToB BOCMPUATUS OT
3BYKOONTMYECKOro oKpyeHus. Cm.: Akustik und Musiktechnologie // Staatliches Institut fir
Musikforschung. URL: https://simpk.de/akustik_303.html (aTa obpaweHns 10.02.2019).

21Cm.: Tam xe.
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BansaeT v 3peHne Ha C/IyxoBOE BOCTNPUATME, @ EC/IN A3, TO 4,0 KAaKOM
cTeneHwu, a raBHoe, noyemy? MpumepHo 4% HaceneHus, obnagatowme
pPeaKUMM LapOM CMHECTe3MU, B cYeT He uayT. Peub naet o6 ocTaBLUMXCA
96% yenoBeyecTBa, A41Aa KOTOPbIX BOCNPUATME B 3aBUCMMOCTU OT BO3-
OeNCTBMA Ha OTAe/IbHble OpraHbl YyBCTB JIOKaIM3yemo 6e3 0cobbix npo-
6n1em. Ho 1 ana HUX BocnpuATME 3pUTe/IbHOE UrpaeT bo/bluyto, @ ecam
BEPWTb UCC/IEA0BAHMAM NOCIEAHUX TPEX AECATUNETUM, TO C KaXKAbIM HO-
BbIM UCC/lef0BaHMEM KaK bbl Bce 6O/bLUYIO Pob. Pe3ynbTaTbl HOBEMLLMX
3KCMepuUMeHTOB Ny6/MKYIOTCA NoJ 3aronoBKaMu Tuna «[lnasa cablwar
Nydwe, 4yem ywin», Yto KpoeTcs 3a NoAoOHbIMM BbICKa3blBAHNAMM?

Hanbonbwnii Wym Kak B Hay4HOW npecce, TaK M 3a ee npeaenamm,
BbI3Bano uccnegosaHue, nposegeHHoe B 2010 r. B JIOHAOHCKOM YHU-
BEPCUTETCKOM KOJ1eg Ke NMCUXOI0TOM U Crieumannuctom B obaactm co-
UManbHbIX Hayk Yma AHrusi (Chia-Jung Tsay). CyTb BbIBOAOB — 4TOObI
YAYYLWUTb BOCNPUATME MY3bIKa/IbHbIX ABNEHUIN UMEET CMbIC/T 3aTKHYTb
YLK M pacnaxHyTb... rnasa [19, p. 14580]. LLUyTKK B CTOPOHY, AHIU3M Npu-
B/E€KAET BHUMAHME KOANET K CUHXPOHHOCTM AENCTBUA pasapaxkutenen.
[u3aliH ee nccnegosaHua: nonynaunmn ns 1200 yyacTHUKOB Bbinuv npea-
JIOXKeHbl 6-CeKyHAHble GparmeHTbl BbICTYNAEHUA GUHAUCTOB KPYMHbIX
MeXAyHapoaHbIX GopTennaHHbIX KOHKYPCOB. YacTb y4aCTHUKOB 3KCHe-
PUMEHTa — Nt0AM C My3blKa/ibHbIM 06pa3oBaHMeM. Ha Kaxaom us tpex
3TanoB 3KCMepUMEHTA Yy4yacCTHMKaM Oblan MnpeasioXKeHbl 3anmMcu Tpex
dMHaNMCTOB € Npocbboit onpeaennTb flaypeaTta KOHKypca. ITanbl Noa-
pa3genAananch B 3aBUCMMOCTM OT 3a4eMCTBOBAHHbIX OPraHOB YyBCTB: OHU
coaeprKann COOTBETCTBEHHO TOJIbKO M30bpaxkeHue (1), 3ByK 1 M306pa-
KeHue (2) naum xe TonbKo 3BYK (3).

YTO Ke BbI3BasIO0 MOBbIWEHHOE BHMMaHMe npecchbl? YKasaTb ¢ Ao-
CTaTO4YHO BbICOKOM BEPOATHOCTbIO Ha NobeanTens KoHKypca (pesynbrat
oKono 50%, B TO BpemMs Kak CTAaTUCTMYECKas HE3aBUMCUMMOCTb Npu Tpex
y4YaCTHMKax cocTaBnseT 33%) WUCMbITyeMble CMOIIN UCKIUYUTENBHO B
c/nlyyae, Korga AeMOHCTPMPOBANach BMAEO3annch 6e3 3ByKa. Mpu sTom
PasHULbI MEXAY My3blKaHTaMW U HEeMy3blKaHTaMW He Habatoganochb
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[19, p. 14581]%%. MMoBOAOB AN KOHTPaPrymeHTOB 3TO MCC/iedoBaHue
[aeT MHOro?, HO CMbIC/1 BbIBOAOB OCTAaeTCA OAMH — Ha Hallly crnocob-
HOCTb OLIEHMBATb Ka4eCTBO My3blKa/IbHOTO AB/IEHNA BU3ya/ibHasA COCTaB-
NALWan BO34eNCTBYET, U NPUYEeM BeCbMa OCHOBATE/IbHO.

ToT $aKT, YTo 3peHne AOMUHUPYET HaZ CIYXOBbIM BOCMPUATUEM, C
TOYKM 3peHusa GU3MO0N0rMM 0OBACHAETCA A0BOJIBHO NpocTo. LleHTp ro-
JIOBHOIO MO3ra, OTBeyatoLwuii 3a 06paboTKy 3pUTeNbHOM MHPOPMaLMK,
NPUHLUMNMANBbHO 6Oo/blIe LEHTPA, OTBEYAlOLLEro HeMocpeacTBEHHO 3a
MHbOPMALMIO 3BYKOBYHD, — O0ODBACHAT Henpodusnonorun. Poct noto-
Ka 3BYKOBOM MHbOPMaLMKM 3aMeTeH TONbKO TOrA4a, Korga Hamnbie 3pu-
TeNbHOM MHbOPMAUMN yMeHbluaeTcs. Hanpumep, B Cymepkn nam npu
yXyZLeHUn 3peHns. He ciyyailiHO BO MHOTMX 3a/1aX BO BpeMsA KOHLepTa
OCBELLEHME CLEHbI YMEHbLUIAKT. HO YTO e KOHKPETHO BAMAET Ha Kaye-
CTBO BOCMPUATUA?

OT pa3paboTKM TeOpUM BOCMPUATUA 3BYKOBbIX AB/IEHUI TOCMOXKA
AHILAM, K COMKa/NeHWo, BO3aeprKanacb. 3anoHUTL 3TOT Npoben cTapa-
IOTCA Ha AAHHbIM MOMEHT MHOTMe My3bikoBeabl B PenepaTnBHoOM Pe-
cnybnvke. OAMH 13 LLEHTPOB UCCNEA0BaHMA My3blKa/lbHOTO BOCNPUATUA
Haxoautca B laHHoBepe. B 2011-2013 rr. Tam npoBogmaach cepua aKc-
NepuMeHTOB A/ BbISBNEHUSA 0COBEHHOCTEN MOBEAEHUA My3blKaHTOB-
NCMONHUTENEN B KOHKYPCHOM obcTaHoBKe. pUBAEKaOT BHUMaHKWe ce-
aytolme aTanbl npoekTa. B 2012 r. 66110 ony6/1MKOBaHO CpaBHUTEIbHOE
nccnefoBaHMe-MeTaaHa M3 C LeNblo HalTU NOATBEPKAEHME 3pUTENb-
HbIX KOMMOHEHTOB NPW NPOCYLWNBAHUN My3blKa/IbHbIX NPOU3BEAEHUN,
aBTop uccnenosaHus Ppuapux MNaaty, (Friedrich Platz) [20]. Ha 6a3e 15
3KCNepUMEHTA/IbHbIX UCC/ef0BaHUIA AecaTuneTHero nepuoga (2000—

2 MyNbTUMOAANbHOCTb BOCMIPUATUA MY3blKaNbHbIX ABEHUI NOATBEPKAAETCA MHOTVMM IKCNEepU-
MeHTaMu, Kak Hanpumep, B uccaesosaHumn Yunabama Tomncora (William Thompson) n ®paHka
Pycco (Frank Russo). TomncoH 1 Pycco cpaBHWAM pe3ynbTaTbl OLEHKM CAyLIaTeNsmMm B3ATbIX BO-
KasIMCTaMV UHTEPBANIOB MPW HANUYMK WK Ke OTCYTCTBUMU BUAEO3anucu. BanaHue 3penuiiHom
COCTaB/IAlOLLEN Ha pe3ynbTaT IKCNeprMeHTa OKa3anochb CUrHUPMKATUBHBIM [cm. 12].

2 He 6ysyuv My3bIKOBEAOM, aBTOP MHTEPECYETCA B NEPBYIO OYepeab B3aMMOLENCTBMEM pa3apa-
KUTEsIEN, a He YCIOBUAMM MPOLLEcca BOCTIPUATMA. Takum 06pasom, OT ee BHUMaHMA YCKONb3aeT
XYZOXECTBEHHAA CTOPOHA UCMONHEHMA. C My3blKalbHOM TOYKM 3PEHUs, UCMOb30BaHHbIe dpar-
MEHTbI Pa3HOPOAHbI.
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2010) [cooTBeTcTBYtOWAsA Tabauua nomeuweHa B 21, S. 58], B KOTOpbIX
caywaTenamum B 3aBUCMMOCTU OT 3PUTE/IbHbBIX U aKYCTUYECKUX pasgpa-
MuUTeneln onpeaenanacb no3uUUA «HPaBUTCA UM He HPaBUTCA», Bbian
NPOCYMTaHbl BeAnYMHbl 3dpdeKToB. lonynauma coctasuna B obLuel
cnoxHoctn 1300 y4aCTHMKOB, YTO CPABHMMO C Npeablaywum uccnemno-
BaHMeM. Pe3y/ibTaT aHa/M3a: KaK TONbKO K 3BYKOBOMY Pa3gpakKMTesnto
006aBNANCA 3PUTENbHbBIN, OLEHKA CMELLLANach B No/b3y NO3ULUM «Hpa-
BUTCA» CO cpeaHel BennymHon adpdekra (0,51) [20, p. 80].

Mony4mnB 3TOT pe3y/bTaT, y4eHble Nnowau gansblue. Moyemy 6bl He no-
npoboBaTb CMOAENNPOBATb BOCMPUATUE KOHLLEPTHOTO ABEHUA, UM, NO
KpalHel mepe, He BbIABUTb HEKOTOPbIE COCTAB/AIOWME €0 3/1eMEHTbI?
OTTONKHYTbCA MOXHO XOTSi 6bl OT NPUHUMNOB puUTopUKK [21, S. 29-30,
n 22]. lM3aiH 3TOro UccneaoBaHna — UHTEPHET-IKCMEPUMEHT, Y4aCTHU-
KM — Hemy3blKaHTbl. M npeasioxkeHo BbibMpaTb NoaxoasLme no CMbic-
NIy U3 CONMAHOTO CMMCKa OnpefesieHnin; B paMmkax npeaBapuTeslbHOro
nccnegoBaHMA aBTopbl cobpanu okono 100 atpmbyToB, KOTOpbIE MO UX
MHEHWI0 MO/ Bbl BAMATb Ha Pe3y/abTaT BOCMPUATUA My3blKa/IbHbIX AB-
NneHunin?t. B pesynbTaTte akcnepumenTa ot 100 onpeaeneHuii, npeanoxeH-
HbIX aBTOPAMM, OCTA/IMCb TO/IbKO 6. TyT TOXKe He 0boLWwnoCh 6e3 HeoXKMu-
JaHHocTel. MNpuBneKaTeNIbHOCTb My3blKaHTa, KaK OfHA M3 BO3MOMKHbIX
OLEHOYHbIX KaTeropuii, oTnana cpasy. Ha nepsblit NaaH BblABUHYNAACh
KaTeropus «nepsBoe BrevyaT/ieHMe», KoTopas 3aHana B pady onpeaene-
HU-nobegutenein ocoboe mecto [21, S. 150-151]. CooTBeTcTBYOWME
BOMPOCHI, BIMAOLLME HA MONOKMUTE/IbHYIO OLLEHKY My3blKaHTa, 3By4anu:
«KaK yacto ncnonHutenb obpawaer B3op K nybauke?» nam «Kak yacto
UCMNOMHUTENb MEHAET HanpaB/eHWe B3rA4a?». YacTb onpeneneHwi
MOXHO 0603HaYNTb TEPMUHOM «PELUNTENbHOCTbY (Ha A3blKe OpUrnHana
«Entschlossenheit»): 3To 1 BneyaTeHne oT xapaKTepa Laros, KOTOPbIMM
MCMOMIHUTENb BbIXOAUT Ha CLLEHY, M CTEMEeHb 3pMTE/IbHOTO KOHTaKTa C 3a-
JIoM, U MHorMe apyrve. [lo HegaBHero BpeMeHu B fepmaHumn Npuy Nogro-
TOBKE MY3bIKaHTOB-UCMOIHUTE/IEN BHUMAHME Ha 3TW acreKTbl 0bpalanm

2 cnonb3oBanuch TEePMMUHbDI, BCTpeYarLwmeca B KOUTUKe, B aBTOPCKMX BbICKa3biBaHNAX KOMMNO3U-
TOPOB U B XyA0OXeCTBEHHbIX Npou3BeaeHUAX.
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HeyacTo. MoxorKe, 4To GOKyCHpoBaHUE 0OPA30BAHUA UCKAOUYUTENBHO HA
3BYKOBOU COCTaBAAOLEN NOANEKUT NEPECMOTPY.

Tem 6onee, 4To GaKTbl O BAUSHUWN BU3YasIbHON COCTaBAAIOLLEN HA
BMnevyaT/IeHMA OT KOHLLePTHOTO WCMNOJIHEHUS aKageMUYecKoW My3biKM
0cobeHHO HOBbIMW He sBAAloTcA. bonee 20 neT Tomy Hasag, M3yyas
OLEHKM BbICTYM/IEHUI MUAHUCTOB Mosiogexbto, Knayc BeiHe (Klaus
Behne) BbiBeN 0cobYt0 BHEMY3bIKA/IbHYHO KAaTEropuio: NPU3HaK yBaeyYeH-
Hoctu («Zeichen des Engagements»), KoTopas urpana Beayluyto posb
npu onpeaeneHnn Kayectsa ucnosHenusa [23, S. 47]. beliHe onpalumBsan
LUIKO/IbHUKOB 9-X 1 10-X KNaccoB, AEMOHCTPUPYA UM Buaeo3anucu dpar-
MEHTOB KOHLLEPTOB MYy3bIKAHTOB C Pas/IMYHbIMU WMCMOJHUTENBCKUMM
noaxogamu. BepbanbHble BbICKa3blBaHMA YYaCTHUKOB UCCEA0BAHNA O
TOM, YTO Ke ABNAETCA AJ1A HMX MOKa3aTeNem XOPOLIero KayecTsa Urpsbl,
COLEPNKANN MOHATUA KYBJIEYEHHOTO», «CTPACTHOTO» WU «MOTUBUPO-
BaHHOro» ucnosiHeHus [23, S. 60].

MoxoXuMi onpoc Monoaoi 6puTaHcKon nccnesosatenbHUUbl Hybl
Mouddutc (Noola K. Griffiths), Ho yke UCKAOUUTENBHO CO B3POC/bIMM
YYaCTHMKAMM, MpUYEeM NPOBEAEHHbIN, YTO 0COBEHHO MHTEPECHO, Cpeau
MY3bIKaHTOB, MO3BOJIN/ BbIBECTU €LLE OAHY BHEMY3bIKA/IbHYIO KaTero-
pUt0 — COOTBETCTBME. B faHHOM C/lydae paccMaTpPUBA/IUCL BbICTYMN/IEHUSA
CKpunayein, TouHee, ckpunayek. MicnonHUTenbHULbl 6bian nogobpaHbl
C Tpems PasHOBUAHOCTAMW OAEXKAbl: CNOPTUBHAA (AXKMHCbI), oaeraa,
NoAXo4ALLAn ANA BeYEePUHKN (MUHU-I0BKA) MK XKe TPaaULMOHHbIN Be-
YepHUI cTUAb (A MHHOE NnaTbe). Pe3ynbTaT NpeB3oLwen BCe OXKMAAHUS.
BugeodparmeHTbl, 3anncaHHble B TPAAWMLMOHHO KOHLLEPTHOM dopme
oaeXAabl, NONYyYUIM OT cayliaTtesnell Hambosee BbICOKME OLUEHKU, Npwu
TOM YTO 3BYKOBas AOPOMXKKA OCTaBasacb HeM3meHHoM [24, p. 280].

PaiHxapg, Konuy, (Reinhard Kopiez) — oanH u3 akcneptos B 0bn1a-
CTM U3YYEHUA MHTEPNPETALUN — HAXOANUT ONPEeAeIEHHYIO CBA3b MEXK Iy
0COBEHHOCTbIO ayAMOBMN3YaIbHOTO BOCNPUATUA My3blKa/IbHbIX ABNEHUIA
n peHomeHoM, OTKPbITbIM B 1970-e IT. U M3BECTHbIM NOA, Ha3BaHUEM
McGurk-Effect [25; cm. 06 atom 22, 20]. Peub MAET 0 CUHXPOHHOM nepe-
paboTKe 4yBCTBEHHbIX pa3aparkuTenei, BOCNPUHMMAEMbIX OAHOBpe-
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MEHHO, O TaK Ha3blBaeMOW MY/IbTUCEHCOPHOM UHTerpaunn. dPeHomeH
M3BECTEH Y)Ke [aBHO, HO OMpefesieHMeM YAeNbHOrO Beca OTAENbHbIX
pasapaxkuntenen 3auHTepecoBasMCh ILLb B NOCAeAHEe BPeMS. A YK BO-
npocy, U3 KaK1X 31€MEHTOB U NPU KaKMX 06CTOATENbCTBAX 4OMUHUPYET,
npuaaeTca BHUMaAHWE Wb B NocieaHne 6—8 ner.

MoKnaas aKcnepMMeHTanbHyo cdepy HayKuM 1 06palLanch K Hemno-
CPeACTBEHHOMY 3MOLIMOHAIbHOMY MMPY CAyLuaTess, 0OHapyKuBaellb,
YTO onpeaeneHHble 3aKOHOMEPHOCTU BbI/IN U3BECTHbI YXKe 0YEHb AaBHO.
My3blKaHTa He4OCTaTOYHO C/bllWaTb, ero HeobxoAnMMo BUAETb — Koraa
370, COBCTBEHHO, CTaNo M3BeCTHO? C MOMEHTA OTAe/IeHNA UCMONHUTENA
OT KOMMO3WUTOPA M NOABAEHMSA My3blKaHTa HOBOTO TMMA — My3blKaHTa-
BMPTY03a, T.e. IeT 3Tak 150 Tomy Hasag,. MaraHuHu uam JIct — B peuex-
3MAX Ha MX KOHUEPTbI NOBTOPAETCA OAMH M TOT ¥Ke acneKT, Ha KOTOopbIi
noyemy-To rogaMm He obpallain BHUMAHUSA: YTOObI MPOYYBCTBOBATbL UX
BbICTYNJEHMSA, HEOBXOANMO WX BUAETD.

«Bce B3rmaapbl 6blIM HanpasieHbl Ha ABEPb, M3 KOTOPOWN O0J/IXKEH
6bl/1 NOABUTLCA aPTUCT. M XOTA NOBCIOAY U3BECTEH €ro NOPTPET, a UMEH-
HO OYeHb YyAa4YHO HanucaHHbI Kpuxybepom, yBEKOBEUMBLIMM C MO-
pa3uTeNbHOM TOYHOCTbIO ero npoouab KOnuTepa, cam toHbIN HOnuTep
BbI3blBaeT MHTepec Tem 6onblwnii. [...] Bce obuecTso NpMBETCTBOBA/IO
ero nossiAeHWe BOCTOPXEHHbIMM BO3r/1acamu, B OTBET Ha 4YTO OH Ha-
yan urpathb. [...] HM y ogHOro aptucra, 3a UcKatouyeHnem MaraHnHK, He
BCTPETUTb TAKOM CUJIbl, C KOTOPOW OH MOXKET MoAYMHUTL cebe nybau-
Ky, ee NoAHATb, NOBEeCTM 3a coboi U YPOoHUTD. [...] Ho 3TOo Heobxoanmo
C/bILWATb, @ TaKXKe BUAETb. JINCTY HENb3A UrpaThb 3a Kyancamu, 6onblian
YacTb NO33UKN Mcye3HeT Toraa 6e3so3BpaTHO» [26, S. 333—334, nep. ¢
Hem. H. HoBak].

Tak nucan B 1840-m rogy PobepT LLymaH. Kpome aKLeHTa Ha Buae-
HWe, obpawaeT Ha ceba BHMMAHKE elle 0f4HA HEMANOBaXKHAA ocobeH-
HOCTb TEKCTa, KOTOpas B CBETe Mepeync/ieHHbIX HabatoaeHuin nocnes-
HEro BpeMeHM KaXKeTca NoyTu camo coboi pasymerolleincs — KoHUepT
HaunHaeTca ana LLlymaHa He ¢ nepBoro 3ByKa, a C NepBOro wara ucnon-
HUTENA Ha CLEeHY.
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O MNaraHWHW COBPEMEHHMKM OT3bIBA/IMCb B MOXOXKEM AYXE, XOTA UHO-
raa, Ha nNepsbli B3rA4, U no-apyromy: «Kaxkaas napa rnas yctpemmnaach
Ha cueHy. Kaxkaoe yxo NpurotoBMaocb BHUMATb. [...] HakoHeL Ha cueHe
NoABMAUCH OYepTaHUA TeMHOro obpasa, KOTopbI Kasaaca npulleawmnm
NpAMo 13 npeucnogHei. 31o 6bia MaraHMHM B CBOEM YEPHOM KOHLEpPT-
HOM KOCTIOMe. YepHbln GpaKk M YepHasa XKe KWUIeTKa yrKacatowero no-
Kpos, TaKoro, 4To Mor ObiTb MPeAnMCcaH 3TUKETOM MOA3EMHOIO LapcTea
npu agope MposepnuHbl. [...] B yrnosaTbix M3rnbax ero Tysosuuia bbiia
COKPbITa y¥Kacatollas AepeBAHHOCTb M OA4HOBPEMEHHO HEYTO LLYTOBCKOe
n 3BepuHoe [...]» [27,S. 577, nep. ¢ Hem. H. HoBak].

KpuTn4Yeckn HacTpoeHHbIN HabtogaTenb leHpux leriHe onucbIBaeT B
1830 . BbicTyn/ieHUe MNaraHnHKU B Fambypre He 6e3 MpoHUU. OH TOXKe Bbl-
OEenfAeT KaKk 3HaYUTeNbHOe AA ayauTOpMuM NepBoe BMNeyatieHne OT Bbl-
X0Za My3blKaHTa Ha CLleHY 1 GOKyCUpyeT CBOe BHMMAHWE Ha acneKTax, ¢
MY3bIKa/IbHbIM COAEepKaHMEM BeYepa HUCKO/IbKO He CBA3aHHbIX. Ho ero
33aHMMaeT COOTBETCTBME, T.€. B AAaHHOM Cay4vae, BOMMUIOLWEE HECOOTBET-
CTBME 3PUTENbHBIX (BHELIHWUX) pa3apaskuTenelt U CaMoro My3sblKasibHOro
dakTa. B otmume ot Jlucta, MaraHMHU — AMYHOCTb HEOA4HO3HAYHaA. OH
He TONIbKO apTUCT, HO W BbldatoWminca aHTpenpeHep. CBoemy Bo3aeit-
CTBMIO Ha NybAWKYy OH yaenseT, cyas no CBUMAETE/IbCTBAM OYEBUALLEB,
Ko/fioccanbHOe BHMMaHMe, 3a4eMCTBOBAB BCE MMeEoLWMeca B ero pacno-
pAXKeHUn pecypcbl®. na Hayana XIX B. 3To HEOBLIYHO, M PeaKUMn cayLla-
Tenen pasfenaroTca, 0CTaBiAA HaM CBMAETENbCTBA TOro, YTO TpeboBaHUe
«LEe0CTHOCTM» 06pas3a apTUCTa — KaTeropwms, BO3HMKLLIAA NPaKTUYECKN
OLHOBPEMEHHO C NosiBieHneM NPodeccnmn mysbiKaHTA-UCNONHUTENS.

Ha npo4yyBCTBOBAHHOW aBTOpPaMW OT3bIBOB B3aMMOCBA3M MEXKIY
3/leMeHTaMM 3pUTENbHOM U 3BYKOBOW chep CTOMT OCTaHOBUTLCA MOMOA-
pobHee. B cBA3M C 3aMeHOM «MepBOro 3ByKa» Ha «NepBbli War Ha cLe-
HY» MMEET CMbIC/1 NEPECMOTPETb MNONYASPHbIE CPeau COLMONOroB My-
3bIKM KOHLENTbl My3blKa/lbHOM KOMMYHUKauuK. B cBeTe HOBbIX paKToB
(nnm ke pakTOB, Ha KOTOPbIE B TEYEHME LO/ITOTO BPEMEHU He obpallanm

5 |13BECTHOCTbIO MO/bL3YIOTCA BbICKa3blBaHWA PaHHW MeHaenbcoH (XeH3enb), KoTopas onpeaens-
Na 3pUTE/IbHYI0 COCTaBAAOLLYI0 061K MaraHUHK Kak «NUKaHTHaA» [28].
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BHMMaHWA) HanpallMBaeTCcA BO3SMOXKHOCTb HOBOTO OnpeaesieHns My3bl-
Ka/ibHOTO AelcTBa. Knaccmyeckas Lenb «UCTOYHUK — MeauyM — Moay-
yaTenb» 414 ONUCAHUA KOHLLEPTHOM CMTyaL MM roAUTCA TO/IbKO B Cy4ae,
KOr4a OTCYTCTBYET COCTaBAAOLLAA 3PE/ULLHOCTH,

MpuBNeKaeT BHUMAHWE MOAE/b, HAbpPOCaHHasA YNOMMWHABLIMMMUCA
y)Ke B AaHHOWM cTaTbe My3blKkoBegamu M3 [aHHOBepa [cm., Hampumep,
22]. OHM OTTaNKMBAIOTCA OT TEOPUMN COLIMANBHOM POSIN KaHAACKOro UC-
cneposatens TMnoB nosefeHus MpsuHra fodmana (Erving Goffman)
[29]. CornacHo 3To TeopuK, Halla KM3Hb — UrPa, KaK Ha CLueHe, Bciea-
CTBME YEro MOAE/b K CUTyaLLMM KOHLLePTa NOAXOAMT AaKe B ByKBa/IbHOM
cMbic/ie. B3aMOOTHOLEHME MeXKAY UCMONHUTENEM W NYBMKON pucyeT-
CA B NJ1aHe nepexoaa NepBoro oT Po/iM NPUBATHOM K poan obLecTBeH-
HOM. My3bIKaHT 3a CLLEHOW U OH e nepen nybiMKon — age pasndHble
MO COAEPMKAHMIO POMM, KaXKAaA U3 KOTOPbIX PEryInpyeTca CBOMM KOAEK-
COM NPaBW/ N OLLEHOYHbIX CTaHAAPTOB. BbiXxo4, MCNONHMUTENA Ha CLEHY
NpUpPaBHUBAETCA K CTapTy CTpaTerMyecko KOMMyHMUKauuu. UcnonHu-
Te/b CTPEeMMUTCA MPOM3BECTM Xopollee BrevyaTleHue ele A0 Havana
My3blKa/IbHOTO aKTa (Xxopollee Mo OLEHOYHbIM CTaHAAPTaM, KOTopble,
B CBOIO o4epesb, BblpabaTbiBatOTCA HAa GOHE PACMPOCTPAHEHHbIX B KOH-
KpeTHOM obLiecTBe NpeacTaB/eHuni 0 cogepkaHum ponu) [29, S. 17].

MoHATME «MeHeaXMEeHT BredyatneHun» (no-Hemeukwn Eindrucks-
management) onucbiBaeT KOMMAEKC YCUAWIA, HamnpaBAEHHbIX Ha CO3-
AaHue 61aronpuATHOrO BMEYaT/NIeHUs Yy OCTa/ibHbIX YYAaCTHUKOB KOM-
MYHWKaUUK, UHbIMK CI0BaMM, KOHTPO/Ib 33 BHELWHOCTbO. OXugaHusa
3puTenen HanpasaeHbl C MOMEHTA MOAB/IEHMA APTUCTA HA CLEHE Ha ero
BHELUHOCTb, O4EXAY, MMMMUKY, KeCTbl. Bce TO, YTO He COOTBETCTBYET OXKU-
[AeMOMY, OLLeHMBAETCA KaK «HeaJeKBaTHOE» U YXyALLIAeT OLEHKY PON.
CoOoTBETCTBME TEOPUN COLMABHOM POSIU U Pe3y/bTaToB UCCNEA0BaHUMN,
0 KOTOpPbIX Ha NpeablayLIMX CTPaHMLUaX Waa peyb, noakynaet [23, 24].
[NA VCNONHUTENIbCKOM MPAKTUKM 3TO 03HAYAET, YTO MY3bIKAHT LO/IKEH

% XoTs 6bl YXe NoTomy, 4TO BO BpeMeHU No3numna nocpegHnKa He HaxoguTca mexay UCTOYHUKOM
nagpecatom.
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ybexpaaTb CBOK Ny6/MKY MOMAHOCTbIO, BCEMU MMEIOLLMMWUCA B €ro pac-
NOPSXKEHUN CPeACTBaMM, @ HE TONIbKO MUCMOJHEHMEM B Y3KOM CMbIC/IE
3TOro CNOBa.

Cumyauyus KoHUuepma, maxkum o6pa3om, ¢ MoYKU 3peHUs nybuKu,
— 3mMo mecm Ha aymeHmu4Hocme 06aUKa My3blKaHmMa?. [locnedHAn
BAX(HA KAK OOUH U3 MPUHUUNo8 opueHmayuu, obaea4yarouuli eocnpu-
Aamue npouseedeHuli UCKyccmea. PeanbHocmb KoHUepma uzpaem npu
amom 0asnekKo He nocnedHow pons [10,S. 12 u S. 26]. MNepedayu-oHnaaliH
CAYHAmM — Xoms U 8 HECKO/IbKO omeseyeHHol hopme — COXPAHEHU
KOHUepmHo20 modyca, a 3HauuUm, 8 KOHeYHoM cyeme, criocobcmayom
opueHmMayuu 3pumecnywamens.

BMECTO 3AK/TOYEHUA

OAHOM M3 3afa4 My3blKO3HaHUA ABAAETCA GMKCcaAUMA aKTyaNbHOM
dasbl pa3BMTUA My3blKaNbHOIO MCKyccTBa. [o HeJaBHEro BpemeHu pa-
60Ta ¢ PpUsnYecKMMKU HocuTenamm bGblna eauHCTBEHHOM OCHOBOWM AnA
aHanM3a 3Byyallein maTepun. M3 paccmoTpeHHbIX AaHHbIX no Peaepa-
TMBHOM Pecnybivke [epmaHuuM ABCTBYET, YTO B 06/1aCTM TaK HasbiBae-
MO KNacCUYecKon My3biKM paboTa ¢ GM3MUYECKUMU HOCUTENAMMU MOXKET
OCYLLLECTBNATLCA ELLE B TEYEHWE ONpeaeIeHHOro BpemMeHn. Ho He o4yeHb
[onro. He aHann3MpoBaTb My3blKka/bHble apTedaKkTbl, PaCNpPOCTPaHA-
Lmeca no asbTepHATUBHLIM KaHanaMm, yXKe HeBO3MOXKHOo. CTaHoBMTCA
Oo4YeBMAHbIM, YTO HE0H6X0AMMO pa3pabaTbiBaTb HOBbIE METOAbI yUeTa.

Hale My3blKa/ibHOE OKPY)KEHWe HaMo/JIHEHO BMPTYasbHbIMK 3/1e-
MeHTaMu. XoTA B 06/1aCT1 aKagemMnyecKo My3blKM MpoLecc nepexosa
K HOBbIM MOZENSIM BOCNPUATUA MO CPAaBHEHUIO C 06/1aCTbi0 My3bIKM NO-
NyNSPHOM 3ame//ieH, PYKOBOACTBO TeaTpasibHbIX M KOHLEPTHbIX opra-
HM3aUKi1 yyacTByeT B NOUCKE HOBbIX cLeHapueB. Knaccmyeckas my3sbika

270 TOM, YTO MOHATME AYTEHTUYHOCTM APTUCTa MOXKET UCMONb30BATLCA B PA3/INYHbLIX, @ MOPOW 1
B MPAMO NPOTUBOMONOMHbIX 3HAYEHMAX, HANUCAHO MHOTO. MHTepecHyto KnaccuduKaLmio noaxo-
0B, Npasaa, B 0671aCT My3blKM NONyAspHON, npeanoxun Panbd doH Annen (Ralf von Appen)
[30, S. 48].
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ObITYET CEerogHs Kak My3blka «KabUHETHan» U My3blKa «A/S TOCTUHOMY.
OfHoOM U3 uenein meHeaKMeHTa ABNSETCA coxpaHeHne GOopMbl KOHLEpP-
Ta / CNEKTaKAsA, YTO C TOUYKMU 3PEHMA NCUXONOTUN MY3bIKM OUYEHb BaXKHO.
3puTenpHaa COCTaBAAOLLAA MNOTOKa MHGOPMaLMKU, MMEIOLLEro MecTo
NpY BOCNPUATUN KOHLLEPTAHTHOTO My3blKa/lbHOrO CObbITUA, O3HaYaeT —
NpW camoi OCTOPOXKHOW hopmMynnpoBKke — oboralleHne BOCNPUATHA.

Pactywee umcno 3putecnywaTtenei OHNAWH-TPAHCAAUMI noa-
TBEPXKAAET Ba)KHOCTb 3PE/IULLHOCTM Ha YpPOBHe noTpebuTens. Mpocyer
acneKkTa AOCTYMHOCTU OMEpPHOM NOCTaHOBKWM KPYMHOro TeaTpa WAM Xe
KOHLEepTa 6ep/IMHCKOro MM MOCKOBCKOIO 3/1€KTPOHHOTO 06CAYKMUBaHMA
bMNapMOHMUM CTAHOBMTCA HOBOM YacTblo 3a4a4 COLMOMOTUKN U NCUXONO-
TMU My3bIKK.

NIUTEPATYPA

1. MuxHeBuy B. O4epK UCTOpUM My3blKM B POCCUMM B KyNbTypHO-06LLe-
CTBEHHOM OTHOLWEHUM // MUxHeBMY B. MicTopuueckue aTioabl PYCCKOM XU3HU: B
3-x Tomax. T. 1. CM6, 1879. 359 c.

2. Tpybep P. N3 0bnactn M3yyeHUa My3blKaibHOM KynbTypbl COBPEMEH-
HocTu // De musica: BpemeHHUWK oTAena My3blku [0CyAapCTBEHHOTO MHCTUTYTA
ncropum uckyccts. J1.: Academia, 1928. Bouin. IV. C. 144-167.

3. KanyctnH 0. MysbiKaHT-UCcNofHMTeNb U NybanKa: Couumonoruyeckmne
npob61embl COBPEMEHHOW KOHLEPTHOW ¥KMU3HWU: UcciefoBaHue. J1.: MysbiKa. fle-
HUHrp. ota, 1985. 160 c.

4. Nowack N. Anfange der Musiksoziologie. Russisch-sowjetische Quellen:
1900-1930. Frankfurt am Main: GmbH: Peter Lang: Internationaler Verlag der
Wissenschaften, 2017. 521 S.

5. OykoB E. KoHuepT B MCTOpMM 3anagHOEBPOMNENCKOM KynbTypbl. M.:
Knaccuka-XXI, 2003. 254 c.

6. Marngosuu M. MNeTepbyprckme dunapmoHUYecKMe TPaguuumn CKBO3b
NPU3My COBPEMEHHbIX NMOTPEBUTENbCKMX NPaKTUK // MypHan HoBol 3KkoHOMMK-
yeckol accoumaumm. 2012, Ne 2 (14). C. 153-158.

7. Oykos E. HoBble pasmbiwieHus o nybavke // Teneckon: »KypHan coumo-
NIOTMYECKMX U MAPKETUHTOBbIX UccnegoBaHmuia. 2012, Ne 3. C. 31-35.

8. Tpewes B. OcHOBHble GpOpPMbI MPOAYKLMM B My3blKaNbHON MHAYCTPUK //
O6uwectso. Cpeaa. Pa3suTue (Terra Humana). 2007. Ne 2 (3). C. 29-36.

THE ART AND SCIENCE OF TELEVISION 131



9. Huber M. Musikhéren im Zeitalter Web 2.0. Theoretische Grundlagen
und empirische Befunde. Wiesbaden: VS Verlag fiir Sozialwissenschaften, 2018.
237S.

10. Das Konzert Il. Beitrdge zum Forschungsfeld der Concert Studies / ed.
M. Trondle. Bielefeld: TRANSCRIPT VERLAG, 2018. 492 S.

11. Platz F., Kopiez R. When the first impression counts. Music performers,
audience, and the evaluation of stage entrance behavior // Musicae Scientiae.
2013. 17 (2), pp. 167-197.

12. Schutz M. Seeing music? What Musicians Need to Know about Vision //
Empirical Musicology Review. 2008. Ne 3, pp. 83—108.

13. Thompson W. F., Graham P., Russo F.A. Seeing Musical Performance.
Visual Influences on Perception and Experience // Semiotica. 2005. 156,
pp. 203-227.

14. Schneidereit N., Whitacres E. «Virtual Choir» als Chormusik 2.0 —
Gemeinschaftliches Musizieren ohne Gemeinschaft // Die Musikforschung.
2017. Ne 4, S. 370-386.

15. Bundesverband Musikindustrie eV, Musikindustrie in
Zahlen 2017 [3nektpoHHbit pecypc] / ed. F. Dricke. Berlin, 2018.
URL: http://www.musikindustrie.de/download-jahrbuch/ (data o6palueHms: 10.02.2018).

16. Bundesverband Musikindustrie e.., Musikindustrie in Zah-
len 2016 [dnekTpoHHbii pecypc] / ed. F  Dricke. Berlin, 2017.
URL: http://www.musikindustrie.de/download-jahrbuch/ (dara o6palueHus: 10.02.2018).

17. Aykos E. CeTb: nybanka un uckyccrso. M.: T, 2016. 212 c.

18. Aykos E. Homo novus: nHTepuopmsaumna meama // Hayka tenesunae-
HuAa. 2010. Ne7. C. 8-20.

19. Tsay C.-J. Sight over sound in the judgment of music performance //
PNAS. 2013. 110 (36), pp. 14580-14585.

20. Platz F., Kopiez R. When the eye listens: A meta-analysis of how audio-
visual presentation enhances the appreciation of music performance // Music
Perception. 2012. Vol. 30, pp. 71-83.

21. Platz F. Wenn der Musiker erscheint: Der audiovisuelle Eindruck im
Konzert. Marburg: Tectum Wissenschaftsverlag, 2014. 223 S.

22. Kopiez R., Platz F. Der audio-visuelle Interpret: Wie die Wechselwirkung
von Sehen und Hoéren unser Gefallensurteil beeinflusst // Perspektiven
musikalischer Interpretation. Wiirzburg, 2016. S. 25-41.

23. Behne K.-E., Gehort, gedacht, gesehen. Zehn Aufsdtze zum visuelle,
kreativen und theoretischen Umgang mit Musik. Regensburg: ConBrio, 1994. 198 S.

132 HAYKA TENEBUOEHNA Ne 15.1, 2019



24, Griffiths N. K. The effects of concert dress and physical appearance on
perception of female solo performers // Musicae Scientiae. 2008. Vol. 12, pp.
273-290.

25. McGurk H., Macdonald J. Hearing lips and seeing voices // Nature.
1976. Vol. 264, pp. 746-748.

26. Robert Schumann in seinen Schriften und Briefen / ed. W. Boetticher
(=Klassiker der Tonkunst). Berlin, 1942. 516 S.

27. Heine H. Florentinische Nachte // Heine H. Werke II. Frankfurt am Main,
1968. S. 559-612.

28. «Die Musik will gar nichtrutschenohne Dich» // Fanny und Felix
Mendelssohn. Briefwechsel 1821 bis 1846. Ed. E. Weissweiler. Berlin, 1997. 184 S.

29. Goffman E. Wir alle spielen Theater: Die Selbstdarstellung im Alltag.
Minchen: Zurich, 1996. 251 S.

30. Appen R. von. Schein oder Nicht-Schein? Zur Inszenierung von
Authentizitat auf der Buhne // Ware Inszenierungen. Performance, Vermarktung
und Authentizitat in der populdren Musik. Bielefeld, 2014. S. 41-70.

REFERENCES

1. Mihnevich V. Ocherk istorii muzyki v Rossii v kul’turno-obshchestvennom
otnoshenii. Mihnevich V. Istoricheskie ehtyudy russkoj zhizni: v 3-h tomah. T. 1.
SPb, 1879. 359 p.

2. Gruber R. Iz oblasti izucheniya muzykal’noj kul’tury sovremennosti. De
musica: Vremennik otdela muzyki Gosudarstvennogo instituta istorii iskusstv. L.:
Academia, 1928. Vol. IV, pp. 144-167.

3. Kapustin Y. Muzykant-ispolnitel’ i publika: Sotsiologicheskie problemy
sovremennoy kontsertnoy zhizni: issledovanie [The Performing Musician and
the Audience: Sociological Issues of Modern Concert Life: a Research Work].
Leningrad: Muzyka. Leningrad Section, 1985. 160 p.

4. Nowack N. Anfange der Musiksoziologie. Russisch-sowjetische Quellen:
1900-1930. Frankfurt am Main: GmbH: Peter Lang: Internationaler Verlag der
Wissenschaften, 2017. 521 S.

5. Dukov E. Koncert v istorii zapadnoevropejskoj kul’tury. M.: Klassika-XXI,
2003. 254 p.

6. Magidovich M. Peterburgskie filarmonicheskie tradicii skvoz’ prizmu
sovremennyh potrebitel’skih praktik. Zhurnal Novoj ehkonomicheskoj associacii.
2012. Ne 2 (14). S. 153-158.

THE ART AND SCIENCE OF TELEVISION 133



7. Dukov E. Novye razmyshleniya o publike. Teleskop: zhurnal sociologi-
cheskih i marketingovyh issledovanij. 2012. Ne 3, pp. 31-35.

8. Treshchev V. Osnovnye formy produkcii v muzykal’noj industrii.
Obshchestvo. Sreda. Razvitie (Terra Humana). 2007. Ne 2 (3), pp. 29-36.

9. Huber M. Musikhoren im Zeitalter Web 2.0. Theoretische Grundlagen
und empirische Befunde. Wiesbaden: VS Verlag fiir Sozialwissenschaften, 2018.
237S.

10. Das Konzert Il. Beitrage zum Forschungsfeld der Concert Studies. Ed. M.
Trondle. Bielefeld: TRANSCRIPT VERLAG, 2018. 492 S.

11. Platz F., Kopiez R. When the first impression counts. Music performers,
audience, and the evaluation of stage entrance behavior. Musicae Scientiae.
2013. 17 (2), pp. 167-197.

12. Schutz M. Seeing music? What Musicians Need to Know about Vision.
Empirical Musicology Review. 2008. Ne 3, pp. 83—108.

13. Thompson W. F., Graham P., Russo F.A. Seeing Musical Performance. Visual
Influences on Perception and Experience. Semiotica. 2005. 156, pp. 203—-227.

14. Schneidereit N., Whitacres E. «Virtual Choir» als Chormusik 2.0 —
Gemeinschaftliches Musizieren ohne Gemeinschaft. Die Musikforschung. 2017.
Ne 4, S. 370-386.

15. Bundesverband Musikindustrie e.V., Musikindustrie in Zahlen 2017.
Ed. F. Drucke. Berlin, 2018. URL: http://www.musikindustrie.de/download-
jahrbuch/ (10.02.2018).

16. Bundesverband Musikindustrie e.V., Musikindustrie in Zahlen 2016.
Ed. F. Drucke. Berlin, 2017. URL: http://www.musikindustrie.de/download-
jahrbuch/ (10.02.2018).

17. Dukov E. Set’: publika i iskusstvo. M.: GllI, 2016. 212 p.

18. Dukov E. Homo novus: interiorizaciya media. Nauka televideniya. 2010.
Ne7, pp. 8-20.

19. Tsay C.-J. Sight over sound in the judgment of music performance.
PNAS. 2013. 110 (36), pp. 14580-14585.

20. Platz F.,, Kopiez R. When the eye listens: A meta-analysis of how audio-
visual presentation enhances the appreciation of music performance. Music
Perception. 2012. Vol. 30, pp. 71-83.

21. Platz F. Wenn der Musiker erscheint: Der audiovisuelle Eindruck im
Konzert. Marburg: Tectum Wissenschaftsverlag, 2014. 223 S.

134 HAYKA TENEBUOEHNA Ne 15.1, 2019



22. Kopiez R., Platz F. Der audio-visuelle Interpret: Wie die Wechselwirkung
von Sehen und Ho6ren unser Gefallensurteil beeinflusst. Perspektiven
musikalischer Interpretation. Wiirzburg, 2016. S. 25-41.

23. Behne K.-E., Gehort, gedacht, gesehen. Zehn Aufsdtze zum visuelle,
kreativen und theoretischen Umgang mit Musik. Regensburg: ConBrio, 1994.
198S.

24. Griffiths N. K. The effects of concert dress and physical appearance
on perception of female solo performers. Musicae Scientiae. 2008. Vol. 12, pp.
273-290.

25. McGurk H., Macdonald J. Hearing lips and seeing voices. Nature. 1976.
Vol. 264, pp. 746-748.

26. Robert Schumann in seinen Schriften und Briefen. Ed. W. Boetticher
(=Klassiker der Tonkunst). Berlin, 1942. 516 S.

27. Heine H. Florentinische Nachte. Heine H. Werke Il. Frankfurt am Main,
1968. S. 559-612.

28. «Die Musik will gar nichtrutschenohne Dich». Fanny und Felix
Mendelssohn. Briefwechsel 1821 bis 1846. Ed. E. Weissweiler. Berlin, 1997. 184 s.

29. Goffman E. Wir alle spielen Theater: Die Selbstdarstellung im Alltag.
Minchen: Zurich, 1996. 251 S.

30. Appen R. von. Schein oder Nicht-Schein? Zur Inszenierung von
Authentizitat auf der Bihne. Ware Inszenierungen. Performance, Vermarktung
und Authentizitat in der populdren Musik. Bielefeld, 2014. S. 41-70.

CBEAEHUA Ob ABTOPE

HATATMA HOBAK

PhD, npuBaTt-aoueHT

YHuBepcuteTa M. MapTuHa J/liotepa, fanne-ButreHbepr
IMMS, Abt. Musikwissenschaft

KleineMarktstrasse, 7

06108 Halle (Saale)

ORCID: 0000-0002-2442-6167

e-mail: natalia.nowack@web.de

THE ART AND SCIENCE OF TELEVISION 135



ABOUT THE AUTHOR

NATALIA NOVAK

PhD, Privatdozent

Martin Luther UniversityHalle-Wittenberg
IMMS, Abt. Musikwissenschaft
KleineMarktstrasse, 7

06108 Halle (Saale)

ORCID: 0000-0002-2442-6167

e-mail: natalia.nowack@web.de

136 HAYKA TENEBUOEHNA Ne 15.1, 2019



CTPYKTYPA

U CIOMXKET

B 9KPAHHbIX
MPOU3BEAEHUAX

STRUCTURE
AND PLOT
IN VISUAL

ART WORKS






Y/IK 008
BEK 71.4

DOI: 10.30628/1994-9529-2019-15.1-139-154
recieved 14.05.2018, accepted 22.03.2019

EBFEHUIA BACU/IbEBMY KO3N10B

MHCTUTYT NpaBa M HauMOHaNbHOM 6e3onacHocTH

Poccuitckoi akageMmnm HapoaHOro X03AMCTBA M rOCyAapCTBEHHOM
cnyx6bl npu MNpesnaeHTte Poccuinickont Gepepaumm,

MocKoBckas akagemus CneacrseHHoro Komuteta PO,

Mocksa, Poccua

ORCID: 0000-0001-8811-5555

e-mail: jesuisbon@yandex.ru

NEPUDEPUA 3PE/INLLIA:
CNOWNEP U TU3EP

AHHOTauMA. MNepudepun 3penunLLa, TEKCTa, NepuTeKcT (0610KKKN, aduLn
duNbMOB, TU3epbl, Tpelaepbl, aHOHCbI U NMPOYMEe 3HAKWU OTAEN0YHbIA pa-
60Tbl) B MNO/SIHOW Mepe y4yacTBYEeT B MOATOTOBKE peuunueHTa, B BbipaboTke
HacTpos, NpeABapAtoLWero akT peuenumu. CoBpemeHHas MHGOPMaLMOHHAA
M36bITOYHOCTb HaZensieT nepudeputo XyLOMKECTBEHHOTO MPOW3BEAEHUA
BECbMA BaXKHOM OYHKLMOHANbHOW Harpy3kon. Banopusaumsa MHTpUrK m
CBA3AHHOTO C HEH HAPPATUBHOIO HAMPAKEHUA OKA3bIBAOTCA BaXKHEWLLIMMMU
aNeMeHTamMM MOBECTBOBATENbHOCTM, MOPOXKAAIOLMMM UHTEPEC M ynpas-
NALWKMMU BHUMAHUEM ayauTopuun. Npu 3TOM HappaTUMBHOE HanpsaXKeHue
BbICTYNaeT B pPO/iv CBOEOHPA3HOTo 3a10ra NPOAYKTUBHOCTM NOBECTBOBAHMSA
W, cnefoBaTenbHo, 0613a4aeT SKOHOMUYECKUM 3HaYeHWeM, BCeraa BeCbMa
CYLLLECTBEHHbIM B MACCOBOM pa3B/ieKaTeNbHOMN KynbType. B 3Tom acnekTe,
Hanpumep, B HEManol cTeneHn obpeTaeT OCHOBaHUA 60A3Hb Croinepos
(cnotitnepodobus). Cnolinep 1 TM3ep BbICTYNAIOT B PON KOMMYHUKATUBHbIX
NPaKTUK, OCYLLECTBAAIOLLMX HOBble GOPMbI B3aUMOAENCTBUA C ayaUTOPUEN.
Tusep y4yacTByeT B CO34aHWUM UHTPUIK, a CMOWAEp ee paspyLiaeT, HO Npu
3TOM 06a OHM KOMMYHMKATMBHO W CEMAHTMYECKM CBA3AHbI C OYAPOBaHM-
€M OT HOBW3HbI MPOM3BEAEHUSA U UHTEPECcOM peLunueHToB. Kpome Toro,
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crnoinep, ABAAACL Pa3sHOBUAHOCTbIO KOMMYHWMKATUBHOIMO Hacuaus, npea-
cTasaset coboit npobiemy HOBbIX MefmMa U OTHOCUTENbHO HOBbIX GOPM Mno-
BECTBOBATE/NIbHOCTM, MPEANOaraoLmxX AAUTEbHOE BOBAeYEHMEe B NPOoLLece
peuenummn Xy40oKecTBeHHON NpoayKLumMKU. XOTA HappaTMB cepuana cam cebe
CO3J,aeT Nose COOTHECEHUS, HO TU3ep 34eCb MPW3BaH Peasnn30BbIBaTL ABe
KOMMYHUKATVBHbIEe CTPATErnu: NpeacTaBaAaTb HOBOe (Y4TO ByAeT NoKasaHo
B A@HHOM 3MNKU304e cepuana) v AeMOHCTPMPOBATb CEPUNHYIO MPUHALNENK-
HOCTb A@HHOrO 3MM304a cepuana K obLiemMy LEes oMY XyA0MeCTBEHHOro Mno-
BecTBOBaHMA. OTHOCUTENbHAA aBTOHOMHOCTb 3TOM YacTW BbICKA3blBaHWA
OT OCHOBHOIO HappaT1Ba AET TaKKe AOMNONHUTENbHbIE BO3MOXHOCTU ANA
peanu3aummn HeKOTOPbIX KOMMYHUKATUBHbIX CTPATerui XyAoKeCTBeHHOro
Zauckypca. MonoxeHune Ha nepudepun TEKCTa NPEBPALLAET TU3ep B IKCNepH-
MEHTa/IbHYIO M/IOWAAKY, B pamMKax KOTOPOI OKa3blBAETCA BO3MOMHbIM aM-
6VBasIEHTHOE NepemelleHre Mexay NPepbIBUCTOCTbIO U CBA3HOCTbIO Hap-
paTtuea. Cief0BaTe/IbHO, TM3eP MOXET LOCTAaTOYHO cBO6OAHO OTCTynaTh OT
NMHEMHOTo XoZ4a NOBEeCTBOBaHMA. Hapady C NpocneKkTUBHbIMK/peTpocnek-
TUBHbBIMM MOXHO 3aMeyaThb U elle 6onee 3HaUUTEIbHbIE OTCTYN/IEHUA, KOH-
TPacTUPyIOLLMe C OCHOBHbIM MPOU3BEAEHWMEM: TU3EPbI-NAPOLUN U TU3EPbI,
npeAacTaBnstoLme coboit oTAeNbHYO LONONHUTENbHYIO UCTOPUIO (PaccKas B
pacckase). TeHAeHUMA OTKa3a OT IMHENHOCTM HappaTMBa TaKKe No3sonseTt
npeanonaratb CTPEM/IEHUE YCIIOKHUTb XYA0KECTBEHHbIW MPOAYKT.
KnioueBble cnoBa: croinep, Tusep, neprdepms TeKCTa, KOHTPAKT YTeHus,
MecCTa HeonpegeneHHocTH, npeasocnpuate, dacumHauma, HappaTUBHOE
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THE PERIPHERY OF THE SPECTACLE:
THE SPOILER AND THE TEASER

Abstract. The peripheries of the spectacle, the text, and the peritext (covers,
posters of films, teasers, trailers, announcements and other signs of finishing
work) is fully involved in the preparation of the recipient, in the development
of the mood which precedes the act of reception. The redundancy of modern
information endows the periphery of a work of art with a very important
functional load. The valorization of intrigue and the tension of narrative
associated with it are the most important elements of narration which
generate interest and control the attention of the audience. At the same
time, narrative tension acts as a kind of pledge for narrative productivity and,
therefore, possesses economic value, always very significant in the culture of
mass entertainment. In this aspect, for example, the fear of spoilers (spoiler-
phobia) to a large extent becomes a basis. The spoiler and the teasers act
as communicative practices which implement new forms of interaction
with the audience. The teaser is involved in the creation of intrigue, while
the spoiler destroys it, but both of them are related communicatively and
semantically with the charm by the novelty of the product and the interest of
the recipients. In addition, the spoiler, presenting a variety of communicative
coercion, presents a problem for new media and the relatively new forms
of narration, suggesting a long involvement in the process of reception of
artistic productions. Although the narrative of the series itself creates a field
mapping, the teaser is intended here to implement two communicative
strategies: to introduce a new element (what would be aired in the upcoming
episode) and to demonstrate the serial affiliation of the episode to the
overall integral art of storytelling. The relative autonomous status of this
part of the statement from the main narrative also provides additional
opportunities for the implementation of some communicative strategies of
artistic discourse. The position on the periphery of the text transforms the
teaser into an experimental platform, in which it is possible to establish
an ambivalent motion between discontinuity and the connectivity of the
narrative. Consequently, the teaser is able to deviate considerably from the
linear progress of the narrative. Along with the perspective/retrospective
elements, it becomes possible to notice even more significant deviations,
contrasting with the main product: teasers-parodies and a teaser which
presents an additional separate story (a story within a story). The tendency to
abandon the linearity of the narrative also makes it possible for us to presume
the aspiration to complexify the artistic product.
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Keywords: spoiler, teaser, the periphery of the text, the contract for reading,
a place of uncertainty, preliminary perception, fascination, narrative tension,
the intrigue, the linearity of the narrative that is the modern mass culture,
genres, series, and communicative violence

3HaKoMCTBO ¢ nepudepuelt 3penmilia, BKAKOYatOLWel B cBoto chepy
pa3Hoobpa3sHble 3HAKOBbIE KOMMJIEKCbI U CBA3AHHbIE C HUMU KOMMYHMU-
KaTWBHbIEe NPAKTUKKU, 0ObIYHO OnepeskaeT OCHOBHYO peLenLiuio npous-
BeAeHuA. BecbMa pasfivyHble MO CBOEM KOMMYHWKaTUBHOW npupose
crnowsiep U TM3ep CONOCTaBMMbl B CBOEM OTHOLLUEHWUU K CIOXKETY OCHOB-
HOrO MpOM3BEAEHMUA, KOTOPbIA OHW MNPEeABOCXULLAIOT, NPeACTaBAAT
WU WHTEpnpeTUpytoT. B ceMmnoTuKe cyluecTByeT MOHATUe sinsignum’a,
nof 4Yem NofpasymeBaeTca 3HaK, CYLLEeCTBO KOTOPOrO 3aK/II0YEHO He B
HEM CamMOM, HO B TOW OTCbI/IKE-YKa3aHWUM, KOTOPYIO [aHHbIM 3HaK Npo-
W3BOAMT B HaMnpaBAEHUW APYroro 3HaKa. PUCKHeM npeanonoxKuTb, 4YTo
MMEHHO O4YapOBaHMWE OT CHOXKETa 3Pe/INLLA HaMNoJIHAET 3Hepruen Kom-
MYHWKaTMBHbIE NPAKTUKK ero nepudepun. B cnyyae cnoinepa ato ova-
pOBaHWe NpeacTaBAAeTcs 6eCKOPbICTHbIM U NO-AETCKM HAaUBHbIM (4TO,
KCTaTu, AenaeT ero HebesynpeyHbiM B NJIaHe 3TUKK), HO OHO Ke CTaHo-
BUTCA NPOdeCccUOoHaNbHbIM M NMO3BONAIOLWMM Peann30BbIBaTb HEKOTO-
pble KOMMepPYECKME UMW XYLOXKECTBEHHbIE CTPATerMm B c/lydae Tusepa.
B coBpemeHHOM MHPOPMALMOHHOM MPOCTPAHCTBE, NEPEHACHILLLEHHOM
CHOXKETaMU U 3penuiliaMu, akT NpeaBapuUTesIbHON peLenunumn uam npea-
BOCNPUATUA HaJenseTca 0CO6EeHHOM LLeHHOCTbI0. B 3aBucMmoOCTM OT ne-
pudepurmn oKasblBaeTCcA NPOLOMKEHNE pPeLLeNLUUN OCHOBHOIO 3penuLLa.

AHeKAOT nNpo cnoinep 6bI1 A4aBHO, HO CamMoro cnoinepa He bbiso.
3abaBHas UCTOPUA, B KOTOPOM HEL0BOJbHbIM OTCYTCTBMEM YaeBbIX pac-
nopaauTenb B KMHO3asne coobliaeT 3ano3aaBLluemy 3puTento, 4Yto B ae-
TEKTUBHOM OU/IbMe, KOTOPbIM OH cobupaeTcs cMoTpeTb, youinua — ca-
OOBHUK, ABMAET cObOM MANKOCTPaLMIO Croiiepa (BNnpoyem, pedb 34echb
nget, pasymeetca, o6 oyeHb NPUMUTMBHOM crioinepe). NHdopmaum-
OHHOEe MPEeBOCXOACTBO (3HAHME CHOXKETA) YMHOMKAETCA B COBPEMEHHOM
KOMMYHUKATUBHOM CUTyaLlMM NOCPEACTBOM pacnpocTpaHeHus B CeTu.
Bo3BpalLanch K CMTyaumumn, M306parkeHHOM B aHEKA0Te, MOXKHO NpeacTa-
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BWTb, YTO CErofHs AeicTBue crnoinepa b6bi10 6bl HaNPaBNEHO MOMEH-
Ta/IbHO He TO/MIbKO Ha BCEX NoceTuTesie KMHoTeaTpa, a coobueHo urbi
et orbi Bcem, KTO, 3aMHTEPECOBABLUMCL CHOMKETOM, TONIbKO cobupancs
Korga-HMbyab NOCMOTPETb 3TOT GUIbM, U AaXKe TEM, KTO HE UME/ O HEM
HW Maneiwero npeacTaBneHus. B abcosntomHom 6oabuuHCMae cayyaes
cnolinep npoucxooum npomue 801U nosayyamesns 0aGHHOU UHopMayuu,
npebbiBaloLLEro Ha Ha4Yya/lbHOM 3Tane 3HAKOMCTBA C MPOM3BEAEHUEM.
34.eCb Mbl UMEEM A0MOHUTENIbHYH BO3MOMKHOCTb 3aK/IH0YUTb O TOM, YTO
cnonnep npeacrasnneT coboi npobaemy HOBbIX MeAna U OTHOCUTENbHO
HOBbIX GOPM NOBECTBOBATE/IbHOCTU, NPEANOoNaralWmnx A1MTeIbHOE BO-
B/IeYEHME B NPOLLECC PeLLenUMnN XyA0KECTBEHHOW NPOAYKUNN.

PackpbliBas cogeprkaHne NoBECTBOBAHMA TEM, KTO €LLLEe HE MMeN BO3-
MOKHOCTM CaMOCTOATE/IbHO 03HAKOMMTBLCA C XYA0MKECTBEHHbIM NMPOU3-
BeLEeHWeM, CNolaep OKasblBAeTCA B PAAY NPOABAEHUA KOMMYHUKATUB-
Horo Hacuamal. Komy mewaeT cnoiiep? BeposaTHO, OH MeLLaeT Tem, KTo
YenaeT no/siyyaTb yA0BObCTBME OT TEKCTOB Pa3B/ieKaTe/IbHOM NOBECTBO-
BaTe/IbHOCTU. [oc/ieaHssA BCe Yalle BbICTyNaeT B BUAE paccKasa, npes-
CTAOLWEro B AOCTAaTOYHO LUMPOKOW }KAaHPOBOW MaMTpe pasHOOb6pasHbIx
MeZua: OT TEKCTOB /1A YTEHUA U CAYLIAHWA, A0 BM3Ya/ibHbIX HAPPATMBOB
(moHcTpaTMBoB). Cnolinep nogpbIBaeT HEracHOE COr/alleHne MeKay
OTMPaBUTENAMM Pa3BEKaTe/IbHOro NOBECTBOBAHMA M €ro peLunmeHTa-
MW: 3PUTENbCKON, YNTATENbCKOW, FTeMMEPCKOM ayauTOPUAMMU.

[O. KyaHAa aHanu3uMpoBan 3TO HernacHoe corialleHve Ha maTepua-
Nle napanuTepaTypbl?, Ha3blBas €ro KOHMPAKmMom YymeHua (contract de

Monb PvKep paccmatpmBan KOMMYHUKATUBHOE HacWU/Me B BUAE A3bIKOBOMO NPeMMyLLEecTsa, no-
3BO/IAOLLErO ero 061a4aTento «BHOCUTL CMYTY M cobnasH» [1, c. 27].

2 MameHstoWanca MHGOPMaALMOHHAA U CEMUOTUYECKan PeanbHOCTb HOBbIX MeAya 3aKOHOMepPHO
BNeYET 33 CO60IM M3MEHEHMA B HAYYHON METOZONOMMU UCCNe0BaTeNbCKOM NPAKTUKM, 3aK/toua-
foLMecs, B YaCTHOCTH, B afanTaLuu TPAAULMOHHbIX KOHLENTOB TEKCTONOMMU U HAapPaToNoTuK K
HOBbIM TEKCTaM M HOBbIM KOMMYHUKATUBHbIM peanusm. U3 nocnesHux Hanbonee MHTEPeCHbIX
NpMMepoB afanTauun TPaAULMOHHOTO KOHLENTONOMMYEeCKOro Kopryca rymaHWTapHOro 3Ha-
HUA K peanuam HOBOW MeAMaKyNbTypbl AOMKHbI BbiTb YNOMAHYTbI clefytowue paboTbl: Baroni
R. Les Rouages de I'intrigue. Les outils de la narratologie postclassique pourl’analyse des textes
littéraires. Genéve : Slatkine Erudition, 2017 [3], Citton Y. Lire, interpréter, actualiser. Pourquoi les
études littéraires ?, Paris, EditionsAmsterdam, 2017 [4], Thon J.-N. Transmedial Narratology and
Contemporary Media Culture. Lincoln: University of Nebraska Press, 2016 [5].
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lecture) [2, p. 67]. Ons 3TOro cornaleHus OKasbIBaOTCA Ype3BblYaliHO
BAKHbl KaHPOBble KOHBEHUMWU. OHU MO3BOAIOT MOTEHLMAZIbHOMY MO-
TpebuTento TeKCTa aAeKBaTHO OLLEHUTb NePCNeKTUBbI MOAYUYUTb Y/A0BO/b-
CTBME OT TOTO W/IM MHOTO MPOU3BEAEHNA NOCPEACTBOM NEepeHeceHms Ha
Hero BnevyaT/IeHUI OT y)Ke 3HAaKOMbIX aHa/IOTMYHbIX TEKCTOB, NPUHag/ e-
KaWwmx AaHHOMY KaHpy. Y. 3Ko [6, p. 14] TaKXKe pa3mMbILLASAA O SMOLMO-
Ha/IbHOM KOJIOpUTE, MPUCYLLEM KaHPaM MaccoBoW nutepaTypbl. 0606-
LWEeHHOe NpeAacTaB/leHMEe O TEKCTax HEKOTOPOro KOHKPETHOrO KaHpa
napanutepaTypbl (pa3sieKkaTeNbHOM NMOBECTBOBATE/NbHOCTN) BO MHOIOM
ABNAETCA COBOKYMHOCTbIO 3MOLMOHANbHbIX NEPEXKMBAHWNN. HKaHp npea-
nosnaraet MpasusbHOE 3MOLMOHANbHOE pearMpoBaHue peuunueHTa.
«Cam »aHp yxe cnonnep», 3amevaet T. CeauH* [7]. Bnpoyem, ¢ 3TUm
MOYHO COMIacUTbCA ML OTYacTU. KaHp — OpPUEHTUP, B KOTOPOM BO3-
MOYHO Pa3BUTUE C/IOKHOTO KOMMJIEKCA SMOLMOHA/IbHbIX U PALLMOHANb-
HbIX MHTEpNPeTaLmMii, BO3SHUKaOLWMX Ha Pa3HbIX 3Tanax B3auMoaencTems
peuunueHTa c npousseaeHnem. *aHp — 310 obelaHne nnm obsasatenb-
CTBO, BbIMO/HAEMOE B XoAe peuenuun. «Bcem ntogam npuatHee cmo-
TPETb Ha BELM B NPO3PAYHOM MIEHKE, @ HE B TEMHOW YNaKOBKE — MEHb-
LLe LWaHCOoB, YTOo Teba 06MaHyN U NOACYHYIN Tebe OTKPOBEHHYIO XPEHbY
[7]. BoT B 06pase npo3payHoli ynako8KU 1 BbICTYMAOT yKa3aTe /M KaHpa.

OaHaKo To camoe cornalleHme (KOHTPaKT YTeHus), aHaansmpyemoe
npexae ucciegoBaTeIaMM pasB/iekaTe/IbHOW NOBECTBOBATE/IbHOW MPo-
OyKuMKM, 6basmpyeTca Ha NpeaBoCnNpUAaTUM, KoTopoe obecrneymBaeTca He
TOJIbKO KaHPOBbIMU MHAMKATOpamu. MNepudepus TeKCTa, NepuTeKcT (06-
NIOXKKK, admwm GuabmoB, TU3epbl, TPEeNepbl, aHOHCbI U MPOYME 3HAKK

3HenpaBu/ibHOE 3MOLMOHA/IbHOE PearnpoBaH1e MOKET, BEPOSATHO, CUTHAIM3MPOBATbL O KpUsunce
)aHpa. TaK, 0 Kpu3uce xaHpa GUAbMOB Y3KaCoB B NOCTEAHEE BPEMSA TOBOPUT TO, YTO 3pPUTE/IbCKAsA
ayauTopus BCE yalle CMeETCA B TeX aMM304ax, KOTAa, Mo 3aMbiC/ly CO34aTeneit, oHa AO/MKHA MC-
MbITbIBaTb COBCEM APYr1e OLLyLLEHNS.

4 «BoT nepes, 0601 CTEPEOTUMNHAA UCTOPUSA, BCE NPOCTO U MOHATHO, U Mbl 3apaHee 3Haem, CTOUT
NIV TPATUTb HEePBbI, NEPEXKUBasn 3a repoes, Uan HeT. Cam XaHp — 3TO yKe croitnep. Yenosek xotb
CKO/IbKO-HMBYAb 06pa3oBaHHbIM NOHMMA, YTO Yunbama Yosneca B KOHUE duabma paspybaT Kak
cobaky, a camoro 3a6aBHOrO U3 TpeLU-y»acoB ybbioT NepsbiM. A cyneprepoinckoe KMHo BoobLue,
KaK OAMH CM/IOLWHOM crioinep. OnsATb e, OTCYTCTBUE CIOPMpM3a camo No cebe MOXKET AOCTaBAATL
yaosonbcTare. OcoBeHHO /1R Ntofeid, KOTopbIe CoPMPHU3amMM CbiTbl No ropsio» [7].
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OTAE/NI04HbIN PaboTbl) B MOHOM Mepe y4acTByeT B NOArOTOBKE peumnum-
€HTa, B BbipaboTKe NPaBWU/IbHOrO HACTPOSA, NPEeABaPAIOLLEro aKT peuen-
UK. U, ¢ Apyroit CTOPOHbI, MOTEHLUMANbHbIN NOTPEBUTENb OPUEHTUPYET-
€A M0 3TUM 3HaKaM B 60NbLIOM M306UANN XYA0KECTBEHHOM NPOAYKLMM.
Onupasncb Ha nepndepnyeckyto 3HaKoBY 061aCTb U MHAMKATOPbI XKaH-
pa, ayguTOpusA OCYLLEeCTBASET CBOM MPOrHO3, MpeaBOCXMWAs Brneyvat-
JIEHUA M OLWLYLLEHMA OT MOC/eAyHOLLEro BOCNPUATUA XYA0KECTBEHHOTO
npoussegeHus. L. Togopos [8, c. 10] B HapyLLIEeHUM KaHPOBbIX KAHOHOB
HenpemeHHOo BUAEN YCA0BUE ANA AUMepPamypHocmu, Nog Yem Hafo no-
HMMaTb NPMHAANEKHOCTb HEKOTOPOro GMKLUMOHANBbHOIO TEKCTa K cdhepe
NCKyccTBa. foBOpA 0 HappaTMBaX COBPEMEHHOM Xy40XKeCTBEHHOM Macco-
BOM Ky/NbTyPbl, MOXKHO OTMEYaTb HEKOTOPYIO TEHAEHLMIO K YC/IOXKHEHMUIO
nx GOPMbI U COLEPKAHUA, YTO MPOABIAETCA NPEXAE BCErO B KPUTHYe-
CKOM OTHOLLIEHWNU K yKe 0TpaboTaHHbIM WabioHam 1 wramnam. B astom
e K/toue, BepoATHO, HaZlo OCMbIC/IMBATL U TPEHA Ha 0CBOBOXKAeHWe oT
YKaHPOBbIX KOHBEHUMIN. CTaHOBACL B 60/blLEeN CTENeHN 06 bEKTaMM UC-
KyCCTBa, NOBECTBOBAHMA MACCOBOW Ky/bTypbl CTAHOBATCA A5 CBOUX MO-
TpebuTeneit meHee NpeackasyembiMu. U B CBA3M C 3TUM AOMNOJHUTENBHO
BO3pacTaeT 3HayeHwue cnovinepa®.

Opyrum Heonornamom 13 06,1acTv CoBpeMeHHOM NOnyaspHOM pas-
B/IEKaTE/IbHOM KyNbTypbl ABAAeTcA TU3ep (OT aHm. Teaser — «ApasHUA-
Ka, 3aB/ieKasika») — KpaTKoe cooblieHne (MHoraa roBopaT O TM3epHOM
peKkname), 3ajavei KOTOPOro ABAAETCA NOAAEPIKaHUe UHTepeca ayau-
Topun. Tsep B TeNIeBU3MOHHOM Cepuane — 3TO Ta Haya/bHasA 4acTb
anu3oga, KoTopasa npeawecTtsyeT TUTpam. O6bIYHO TU3Eep NpeacTaBaseT
cob0oit BeCbMa J1aKOHUYHOE XYA0XeCTBEHHOE BbICKa3blBaHWeE, BbICTyNa-
tolLiee B KayecTBe cBOeobpasHOM BUTPUHbBI 3N130aa.

Tuzep yyacmeyem e co30aHUU UHMpuU2U, a crolinep ee paspywa-
em, HO fpu 3mom 06a OHU C8A30HbI KOMMYHUKOMUBHO U ceMaHmuye-
CKU C 04apO8aHUEM Om HOBU3HbI MPou3sedeHuUs U UHMepecom peyu-

° JKcnepuMeHTaNbHOE MCUXONOMMYECKoe UCCNef0BaHNe yYeHblX U3 yHuBepcuteTa B CaH-uero
[ano pesynbTaThl, KOTOPbIE NO3BOAWN CAENATL BbIBOA O TOM, YTO PELMMMUEHTY HPABUTCA 3HAKO-
MUTbLCA C XYA0KECTBEHHBIM NPOU3BEAEHMEM, 3HAA O ero KoHLoBKe [9].
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nueHmos. Crnoiinep n TM3ep OMMO3NLMOHHBI B MJIaHe MParmaTU4YecKon
33434M: CroWiep «paccKkasblBaeT M OODBACHAET, YTO NPoM3onaeT», a
TU3ep A0/KeH HaobopoT: 3aMHTPUroBaTb, Bbi3BaTb MHTEPEC, UHWULM-
MpoBaTb M AarKe CNpoBOLMPOBATb peuenuuio. B oboux cnyyasx, pedb
MOMET MATW O TOM, YTO K/TAaCCUK peuLenTUBHOM 3CTeTUKM P. UHrapaeH Ha-
3bIBaN «MecTaMun HeonpeaeneHHocTu» [10]. Apyroi N3BeCTHbIN YYeHbI
aTOro HanpasneHus B. M3ep [11], B yacTHOCTU, obpalLan BHUMaHME Ha
3KOHOMMYECKOE 3HAYeHWEe WHTPUTU B CBA3U C peLenuuen cepuitHoro
nosecTBoBaHuA. MIHTpUra 1 cBA3aHHOE C HEel HappaTUMBHOE Hanpsaxe-
HME OKa3blBAlOTCA BaXKHEMLIMMW 3/1eMEHTaMK MOBECTBOBATE/IbHOCTH,
NOpPOXAAWNUMN UHTEPEC U YNPABAAIOLLMMM BHUMAHUEM ayaAUTOPUN.
Mpv 3TOM HappaTMBHOE HaMpPsAXKeHWe BbICTYNAET B PO/IM CBOe0Hpa3HOro
3a3/10ra NPOAYKTMBHOCTU MOBECTBOBAHMA U, ClefoBaTeslbHO, obnagaer
9KOHOMMYECKMM 3HAYEHMEM, BCErga Becbma CyLeCTBEHHbIM B MacCo-
BOW pa3B/ieKaTe/IbHOM KynbType.

ELLe Ha 3ape MaCCKy/bTa KNAaCCUKU PELLENTUBHOM 3CTETUKM aKLLEHTU-
pPOBa/IM BHUMAHME Ha MOBECTBOBAHUSAX C NPOAOIKEHNEM, NPEPbIBUCTASA
peLenuma KoTopbIX BCAKMI pa3 npobaemaTn3vMpoBasa BO3HUKHOBEHUE
nocneaytowen Yactm u 4o onpeaeneHHoN CTeNeHn aenana peumnnmeH-
TOB coaBTOpamMu npouecca. AHaIU3MPys 3KOHOMUYECKME OCHOBaHUA
HappaTUBHOIO HanpaXeHusa B pomaHax-dpenbetoHax, P. BapoHM yKasbl-
BaeT Ha TO, YTO OTMNPaBUTENAMMU CEPUMHOro MOBECTBOBAHMSA OCYLLECT-
BNANCA ONpeAe/ieHHbI WaHTaX B OTHOLLIEHUWN ayaMTOPMM, TaK Kak 3auH-
TPUTOBaHHbIV NMOTPEOUTENb TEKCTA BbIHYMKAAETCA K NMPOLO/IKEHUNIO aKTa
peLenunn, HeobXoaMMbIM YCIOBMEM KOTOPOTO AIBAIAETCS NpuobpeTeHne
cnepytollero Homepa rasetbl [12]. BnosHe o4eBMAHO, MaccoBas KyabTy-
pa (pa3BneKatesibHOE YTeHWE KaK MonynapHas KyNbTypHaa NpaKkTuka, B
YaCcTHOCTU) UCMONb3YeT MEXaHN3Mbl HAPPATUBHOIO HAMNPAMKEHUA B KOM-
mMmepyeckux uenax. OyapoBaHMe HOBU3HOM U OXUAAHWUE NPOAOIKEHUA
BbICTYMAOT MOTOPOM A1l MPOM3BOACTBA MOC/AEeAYHOLWMX YacTel nose-
CTBOBaHMSA, OKAa3bIBAIOTCA 33/TOTOM €ro NPOAYyKTUBHOCTH.

MpoekT Axoparka MapTuHa «lecHb nbaa v orHa» (cepuan «Urpa
npecronos», HBO), Boobule 3aAymMbIBaBLIMINCA U BO MHOFOM YCNeLWHO
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peann3oBaHHbIM B NiaHe COBMELLEHMS NPOTUBOMOOKHOCTEN®, B YacT-
HOCTH, JaeT npumep coemeujeHus crolinepa u musepa. W3HayanbHo
npeacTaloWmMii B KaUecTBe 3KpaHM3aUMM JaBHO HAMUCaHHbIX U NPOYK-
TaHHbIX KHUI?, Te/IeBU3NOHHbIM cepuan cTan AeMOHCTPMPOBaTb CObbITUA
elle HeonucaHHble (MM, TOYHEe, HeHanucaHHble, T.K. NUcaTenb B3AN
BECbMA MPOAO/IKUTE/IbHYIO May3y, 3aTArneas bosee yem Ha NATb JeT
AHOHCUPOBAHHbIN CAeAyoWMA TOM Carm), HEM3BECTHbIE YMTaTeIbCKOM
ayauTopum cepuana. Bnpoyem, oo wectoro cesoHa Bce 6b110 HA060pOT,
TaK Kak TeNeBU3NOHHbIN Cepuan BbIXOAUA BC/eq 3a POMaHaMM LMKNA U
MOT, cnefloBaTe/IbHO, PAaCCMaTPMBATLCA B KAYECTBE 3KpaHM3aLuu, Tene-
BM3WMOHHOW afanTaumu. YutaTenbckas ayantopms ceprasna Tenepb yTpa-
YyMBaET CBOE MPUOPUTETHOE MOJIOXKEHME W, ByAy4n 3aMHTPUTOBAHHOM
JaNbHENWNM PAa3BUTMEM CIOXKETA, HEPEAKO BbIHYKAAETCS K NOMYYEHUIO
«CMoMNNepoB» OT NPUBUNETMPOBAHHON 3PUTENLCKON ayaAnTOpPUnN’, KOTO-
pas OTHbIHE «3HaeT» bosblie. Tak, UCTOPUA O CMEPTU U BOCKPeLleHUU
[>koHa CHOy CTaHOBUTCA CNOWIEPOM, HO M OAHOBPEMEHHO TU3EPOM, MNO-
CKOJIbKY MHOTOYMCAEHHbIE U NPUHLMNNANBHO BayKHble 06CTOATENLCTBA
OCTAOTCA HEPACKPbITbIMM, @ YNTATENBCKON ayaUTOPUK, YIKe 3HAKOMOM
CO BCEM CNOKHOCTbIO M MHOTOM/IAHOBOCTbIO 3TOFO NMOBECTBOBAHMSA, NMOKa
HWYEro APYroro He OCTaeTCA, KPOMe KaK MPeBpaTUTLCA B 3pUTENbCKYHOE.

MoTeHUMaNbHbIN NoTpebuTenb AoMXKeH bbiTb 3auHTpUroBaH. Eciu
roBOpUTb O cneundurKe TeNeBU3MOHHOIO 3peanLLa, To Tusep obs3aH Bo3-
[OeNCTBOBaTb Ha 3puUTeNs TakMM 06pa3om, YTODbI TOT He NepeKNoYMACA
Ha Apyroi KaHan. Ayautopus AoKHa UCMbITaTb Ha cebe addeKT dacuu-

¢ skopAxk MapTUH onpegensn anoneto B Ka4ecTse paHmesu 011 mex, Kmo He 1obum ¢paHmesu.

"Te. CHOVInepr mornu 6bITb co CTOPOHDbI YyuTaTeNbCKOM aAyaAnTOpUn B OTHOLLUEHUU TEX, KTO, HE YKn-
TanA, Ha4ya/l CMOTPETb TeneLwoy.

8 Iskopak MapTuH, BpoYem, pPasmbiLL/ifAf O MOTMBAX, PYKOBOLALLMX YATATENbCKOW U 3PUTEIbCKUX
NOBEAEHNEM, MO CyTH, 06PALLAETCA K ICTETUYECKUM TE3UCY O KYMCTOM YAOBO/ILCTBUM» OT MPOU3-
BefeHWA: «PacKkpbiTve TaliH, Pe3KMe CIOXKETHbIE MOBOPOTHI, HEOXKMAAHHOCTU — 3TO ELUE He BCe,
pajy Yero NULLYTCA POMaHbl U CHUMAIOTCA GUAbMbI, — CKasan MapTuH. — fl BepIo U HafetoCh, YTo
KHUIMM 1 cepuan 6yayT NPpoM3BOAMTL BreYaT/ieHne BHE 3aBUCMMOCTH OT Croiaepos». «KoHeuHo,
MHTEPECHO YuTaTb, YTOBbI y3HaTb, YTO cayumnTcs Aanblie. Kto nobeaut? Kro npourpaet? Ho Bce
e 3TO HE efMHCTBEHHAA NMPUUMHA, YTOBbl YuTaTh KHUrY» http://7kingdoms.ru/2015/6th-season-
based-on-draft-and-spoiler/
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HauMK C NepBbIX KaAPOB 1 C NepBbIX MUHYT 3pennLa. Kpome Toro, 6yay-
YN MHKOPMOPMPOBAH B CAMO XY/A0XECTBEHHOE BbICKasblBaHWe, ABAAACH
YacTbio 3NM304a B cepuase, TM3ep 061aaaeT HEKOTOPbIMU 3CTETUHECKU-
MU AOCTOMHCTBAMMU.

Happatne cepuana cam cebe cosgaeT none cooTHeceHus. Tusep
30ecb NMpu38aH peanu3ossbieams 08e KOMMYHUKAMUBHbIE cmpameauu:
npedcmaenams Hosoe (umo bydem 8 OaGHHOM 3nu3o0e cepuana) u de-
MOHCMPUPOBAMb CEPULIHYIO NMPUHABGMEeHHOCMb OGHHO20 3M1U300d cepu-
ana K obujemy uenomy xy0omecmeeHH020 nogecmseosaHus. NocneaHns
cTpaTervs peaamnsyeTcsa npu NoMoLLM NoABIEHNA B CLIeHaX TU3epa y3Ha-
BaeMbIX NepPCcoHaXel cepnana, cayHATpeKa, ocobeHHOCTel BM3yasibHO-
ro paga. Bce aTo no3sonseT cBA3bIBaTb 3NU304bl B 4MHOE CepuasbHoe
uenoe. Tnsep, 6yayum BaxkKHbIM KOMMOHEHTOM nepudepum TeKcTa, He-
ceT Ha cebe cneumduryeckme 3HaKM oTAEN0HHON paboTbl’. EanHOe Hap-
paTMBHOE Lile/Ioe cepuana AOMKHO aKTyaNM3npoBaThCA B BOCMNPUATUM
3puUTeNA NOCPEACTBOM y3HaBaHMA. PasymeeTcs, 3T0O B MeHbLLEeN cTeneHm
cnpaBea/IvBO B OTHOLLEHMM TU3Epa NepBOro anNn3oaa o4yepeaHoro ceso-
Ha M COBCEM HE MMeEeT OTHOLLEHMA K T3epy NMAOTHOro 3Nn3oaa nepso-
ro cesoHa. 34echb elle HeT pedepeHLManbHOro Nons, co3gaHme KoTopo-
ro byaer 3agayeit nocieayowmx GpparmeHTOB NOBECTBOBAHMS.

Tuzep Moxcem y4yacmeosams 8 yC/AOKHeHUU Happamuea, npeona-
204 Mo, YUMo Ha3bIBaemcAa «mugposiozueli cepuana» — CUeHbl U3 Npo-
LU/IOTO ero rMaBHbIX repoes, BNpoYem, BeCbMa yaaneHHble OT CObbITUIA-
HOro pAda, AEMOHCTPUPYEMOro B OCHOBHOM Mpou3BeAeHun. B atom
MOXHO BMAETb HeKoTopyto Gopmy 3amessieHuns, peTapaaunu AuHen-
HOro X04a NOBECTBOBAaHWUA N NEPeKNOYEeHNs B NPOCTPAHCTBO MUPOIO-
rmyeckoro spemeHn’®. Tak, MUKPOUCTOPUN TU3EPOB B «AMEPUKaHCKOM

° MIHOTAa@ K 3HaKaMm OTAeNouHbIi paboTbl 406aBaseTcA HeuTo caydaiiHoe. BTopolt ce3oH cepuana
«laHHM6an» (2014) cocToUT M3 3NU30408, Ha3BaHHbIX MO BAOAAM AMOHCKOM KYXHWU. A B KaKA0OM
Tu3epe 3By4muT dpasa: «faHHWBan JlekTep Nonb3yeTca TONbKO ANMOHCKMMU HOXKamu Camypa», 4o-
6aBneHHas B LENAX PEKNaMbl POCCUMCKUMM NepeBoaYMKamMU. MPOCTPaHCTBO TU3epa CPAaBHUMO C
MaprvHasauAMM, 3aNMUCAMMU U PUCYHKAMU Ha NONAX CTPAHULbI.

10 MeHsAeTcA, B 4aCTHOCTM €ro NPOTAMKEHHOCTb. B MHbIX CAy4YasX TU3ep MOXET yAAMHATLCA 40 10
MUHYT 1 6onee. MOXHO 3aMeTUTb TEHAEHLUMIO K YANMHEHUIO TU3epa B NOCAEAyoLWMX Ce30HaxX
«AMEPVKAHCKOM UCTOPUM YXKacoB».
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ncropum yxkacos» (TCF TV) 3aHATbI pasBuTUEM «MUDONOTUN cepuana,
coobLan HoBble AeTasn U3 NPOLULIOrO repoes, AOMNOAHUTENBHO 0bbAC-
HAA NMPUYMHBI UX MOCTYNKOB. TakMe TU3epbl NPo6aemMaTUInpPYOT CBOLO
O0MNO/IHUTENNbHOCTb M BTOPUYHOCTb MO OTHOLLUEHMIO K OCHOBHOMY CHOXKe-
Ty, XOTSl BCE YK€ M NpeAnoaaratoT YyTb bosiee pacceaHHyH 3pUTENbCKYHO
peLenumo, Yem NPOCMOTP XYAOKECTBEHHOrO MaTepuana, NoABAAoLLEe-
roca nocnae TUTPOB.

K. KopHuitoH [13] 3ameyaeT, 4to musepsl haHMacmuyecKux ce-
puanos8 Yacmo nozpyxarom ayoumopuro 8 oHelipu4eckoe cocmosHue
ceoux nepcoHaxceli, HeornpedeneHHoe NMPOCMpPAHCMBO Mexdy CHOM U
A8b10. TaKOM TM3Eep KOHTPACTMPYET C HAYaNOM 3MM304a, KOTOPOoe cneay-
eT noc/sie TUTPOB 1 ABAAET coboli peannsaunio bonee peasncTUYECKoro
Mmoayca. JobaBMm K 3TOMy Npumep TU3epOB BMOJHE PEAIUCTUYECKOTO
cepuana (sblweawero B 2018 rogy) «Kapatenb» (Netflix): nepsble wecTtb
3MM3040B OTKPbIBAIOTCA TU3EepaMu, NPeaCTaBAAWMMM COH [MAaBHOroO
repos. ®paHK Kactn cnut n BUAUT BO CHE, YTO OH MPOCbINAETCs, 3aTem
BXOOAT HEM3BECTHbIE U PACCTPENNBAIOT €70 CEMbIO.

KopHWIMOH nonaraer, 4To TU3ep ABAAETCA BECbMA NPUBUIETMPOBaH-
HbIM MOMEHTOM B pPamKax cepuasibHoro nosectsoBaHuaA [13]. ABTopbl,
HaumHaa ¢ 1990-x rogoB, cMCTEMATMYECKM MM MoJSb3ytoTcs. [encTeu-
TeNbHO, ero Gopmat npeanaraet pasHoobpasHble KOHCTPYKTUBHbIE BO3-
MOKHOCTU A8 NOTPYXKEHU ayauTopun B GUKLMOHANbHbIA YHUBEPCYM
3penuua, CBA3aHHble C y3HaBaHMEM U MAeHTUPUKaumen. Mpu sTom
OTHOCUTE/IbHAaA aBTOHOMHOCTb 3TOM YacTM BbICKA3blBAHUA OT OCHOBHO-
ro HappaTMBa [AaeT TaKKe AOMONHUTE/IbHble BO3MOMKHOCTU ANA pea-
IN3aUMM HEKOTOPbIX KOMMYHMKATMBHbIX CTPATErMi XyOO0MKEeCTBEHHOrO
Auckypca. MNMonoxeHne Ha nepudepun TeKCTa, ecim BOCMNO/1b30BaTbCA
TepmuHonorvein . HeHetta [14], B AaHHOM c/yyae npespallaeT Tu-
3ep B IKCNEPMMEHTA/IbHYIO MNOLAAKY, B PAaMKax KOTOPOI OKa3biBaeTcA
BO3MOMHbIM aMOMBasIEHTHOE MepeMELLEHNE MEXKAY NPEPbIBUCTOCTbIO
M CBA3HOCTbIO HappaTtuea. CnefoBaTeNnbHO, musep Moxem 0ocmamoy-
HO c80600HO omcmynames om suHeliHo20 x00a NosecmeosaHus. Tak,
Hanpumep, TM3ep HavyaNbHOro 3MM304a BTOPOro ce3oHa cepuana «laH-
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HU6an» (NBC) OeMOHCTpMpPYET KPOBOMPOJIUTHYH CXBATKy, B KOTOPOW
YYacCTBYIOT rnaBHbIi repoit n ek Kpoybops — rnasa otaeneHus O6P,
3aHMMaIOLLLErOCA CEPUMHBIMMU NPECTynAeHUAMM. MMKAHTHOCTb CUTYaLMK
M NOCTPOEHHAA Ha ee OCHOBE MHTPWra 3aK/0YaloTCA B TOM, YTO 3pUTeESb
Ha JaHHOM 3Tane PasBUTUA JIOTMYECKOTO X043 3PenunLa NoHMMAEeT, YTo
OOKTOp JleKTep elle He pa3obnaveH 1, bonee Toro, paboTaeT B KauecTse
3KcrepTa B BblleHa3BaHHOM oTaeneHnn PEP. CxBaTKa, NOYTU yrKe 3aBep-
LUMBLUMCb HEKOTOPOM 60EBOMN HUYBEN, B MOC/IEAHUI MOMEHT CK/IOHAETCSA
B NO/b3Yy [MaBHOrO repos, Koraa FaHHWbany yaaerca yaapuTb No COHHOM
apTepum NPOTUBHMKA OCKOJIKOM CTEK/1a, OKa3aBLUIMMCA B ero pyke. fonoc
33 Kagpom coobuiaeT: «3a ABeHaAuaTb Heaelb A0 3TOro..», U TONbKO
BC/1e, 32 3TUM MOAB/AKTCA HAaYa/IbHble TUTPbI. TeM CamMbIM TU3EP AEMOH-
CTPUPYET KyIbMUHALMOHHYIO CLLeHY BCErO Ce30Ha cepuana, Aenas npo-
FHOCTUYECKYIO NPOEKLMIO B OTHOCMTENIbHO AaeKoe NOBeCcTBOBaTENbHOE
byayuwee. TeHAEHUMA OTKA3a OT IMHENHOCTM HappaTUBa TaKKe No3BoASA-
eT NpeAnoniaratb CTPEM/IEHUE YCIOKHUTb XYA0MKECTBEHHbIN NPOAYKT.

KopHWIOH NpMBOAUT TaKKe npumep napoduliHozo mu3epa, KOH-
TPACTMPYHOLLETO C CYLECTBYIOWMMM KOAAMM OCTPOCIOXKETHOrO, ApamMa-
TUYECKOro, MUCTUYECKOTO cepuana. Tak, BOCbMOM 3MM304, NATOro Ce30Ha
cepmana «CeepxbectBeHHoe» (The WB) oTKpbiBaeTCa TU3EPOM, CHATHIM
B CTU/IUCTUKE CUTKOMA: 3BYUMT 3aNMnCaHHbIA 3aKa4pOBbIii CMEX, IMaBHble
repoun cuaAT 3a CTO/IOM, NPUBETAIMUBO Y/blBaACh Ha CTAaTUYHYIO Kamepy,
CHMMAIOLLYIO MX B OAHOM NaaHe. ApKas LBeToBasA NanTpa TaKXKe ABaseT
co60W KOHTPACT C 06bIYHBIM BU3Ya/IbHO-L,BETOBbIM KOAOM.

Ecnv nonbITaTbCA TUMOMOTM3NPOBATL TU3EP, TO MOXKHO BbIAENTb
cnepyloLLme ero BuUAbl:

1) NpocneKkTMBHbIE (AeMOoHCTpauUMa GParMeHTOB U3 NOCAEAYIOLLMX
cueH cepuana);

2) peTpocneKkTUBHble (HauMHalowWmecsa ykasatenem «PaHee 8 cepu-
aney);

3) napoauiiHble (TpaBeCTUPYIOLLME BHYTPEHHME Koabl pedepeHLn-
aNbHOro NnosiA cepuana);
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4) MMKpo3anusoanyeckue (NpeacrasasaoLLme coboit oTaeNbHY A0-
NMOJIHUTE/IbHYIO MCTOPUIO).

B 3aBepLUeHNM OTMETUM, UTO y3Ke camo no cebe nossieHne Heoso-
rM3MOB (M AaKe pacliMpeHne Ha X OCHOBE CO34a0LLMXCA IEKCUYECKUX
pAnoB) cnolinep, musep v Ap. MOMXKET CBMAETENbCTBOBATb O TOM, YTO B
COBPEMEHHOI MaCcCOBOW Ky/bType NpomncxoamT anpobaumsa HoBbIX Gopm
B3aMMO/ENCTBUA C ayAUTOPMeEN, CBA3AHHbIX CEMaHTUYECKN U KOMMYH K-
KaTMBHO CO CTpaTernein UHTPUrKM, OTYACTU CaHKLMOHUPOBAHHbLIX, a OT-
YacTW HEenoAKOHTPO/bHbIX. KOMMYHUKATMBHbIE MPAKTUKK nepubepum
3penvuLa o6Hapy»KMBaOT pasHOHaNpaB/ieHHble TEHAEHLMM, y4acTBys, C
OfHOW CTOPOHbI, B YCIOXKHEHUN CIOXKETHON TKaHW MPOU3BEAEHMS, KOH-
CTPyMpoBaHUM MndOOrMmM cepunana, a Cc 4pyroit — 6aHaNU3MpPys U By b-
rapusupya npovsseneHue, CBoAA ero K npumutnusHomy ¢abynbHomy
pestome.
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K 9KPAHY TO/IOBHOIO MO3TA:
CAMO/AN3ANH
KAK OTBETCTBEHHOCTb ®OPM

AHHOTauMA. B cTaTbe paccmaTpuBalOTCA KNKOYEBbIE acMeKTbl BM3yanusa-
LMW MbICIUTENbHOW AEATENBbHOCTM B NPOLL/IOM U ee creuudurKa Ha coBpe-
MEHHOM 3Tane B KOHTEKCTe BM3yasbHOTO U UMbpoBoro nosopoTa. Ocobo
npobaematusnpyetca penpeseHTauusa MbICAIUTENbHON AeATeNbHOCTU B
KMHO. MOKa3aHo, YTO BOM/IOLLEHHbIN Ha 3KpaHe Jloroc paHee 1nMbo BUCEN
Ha KpecTe, N1MbH0O 3acTbiBan B POAEHOBCKON M03e Ye/I0BEKa OTAbIXaOLLEro,
YTO BCTYMaeT B MPOTUBOpPEYME C AMHAMUYHON NPUPOAON KMHO, FAe CMbICA
3aK/Il04aeTca B TOM, YTOObl ABUMATbCA C MaKCMMANbHOW CKOPOCTbIO, C Mo-
MOLLbIO CaMbIX COBPEMEHHbIX CPEACTB NepesBuUKeHUs. B KauecTse nepBo-
ro wara K u3obpaxeHuto camoi MbICAW NpeacTaBeHbl KyHr-dy duabmMbl,
B KOTOPbIX MbIC/b COBMAAAET C ABUMXKEHUAMM, A ABUKEHUA OKa3blBatOTCA
HeoTAENMMbl OT MbIC/IM, MOCKO/IbKY MacTep KyHr-dy AeMOHCTpUpyeT He
YyBCTBa, @ TO/IbKO MOJIETbI MbIC/IM, KOTOPblE OAHOBPEMEHHO ABAAITCA U
[OBVXKEHUAMM Tena. B KauecTBe BTOPOro sTana BblABMHYTA 3mnoxa «MaTtpu-
upbl», rae, no cnosam C. Muxkeka, y3HaeT ceba npakTMueckmn ntobas Teope-
TUYEeCKan KoHLenuma. 3To NoKa3aHO Kak BOMJIOLLEHWE pa3syma B MUPOBOWA
nayTuHe, UZeanbHO COBMAAIOLWEN C HEMHEWHOM NPUPOLOIN MbIWIEHUA.
Mccnepyetca opHameHTann3aLma 3aMKHYTOM B cebe MbIC/IM, Y4TO MOPOXKAa-
€T au3aiiH 6e3 BHYTPEHHero cMbicia. BcKpbiBaeTcA oTuyKAEHUE UcTopun
W paccygka OT TBOPYECKOTO M MbICAUTENIBHOTO MPOLLECCa, YTO NO3BOAAET
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3pMMO NpPEeacTaBUTb KaYeCTBEHHbIM CKaYOK OT MOJIMTUYECKON IKOHOMUMU
TOBapa K «MOJAUTUYECKOM 3KOHOMMM 3HaKa», B PAMKax KOTOPOM CTPYKTYpbI
TOBapa ¥ 3HaKa B3aMMHO Npeobpa3oBbIBaM APYr APYra, Aenas BO3MOXK-
HOWM COBMECTHYIO LIMPKYNALMIO B KayecTBe eanHON CYLLHOCTM — TOBapOB-
06pasoB., 061a4at0LLMNX K3HAKOBOW MEHOBOM CTOMMOCTbLIOY.

B pesynbraTte OCMbICNEHUA UHTEHCMBHOIO PasBUTUA AM3aliHa B NOCTMO-
OEPHUCTCKYHO 3NoXy GyHAAMEHTAIbHOTO U3MEHEHUA CMbIC/I0B, 3HAYEHUN,
LLeHHOCTEN Y MUPOBO33PEHUSA, A TaKXKe ero posiv B COBpeMeHHOM meama-
Ky/NIbType, aBTOp OTMEYaeT, YTo AM3aliH, KaK Y SKOHOMMUKA B LEIOM, 3TU-
YeCcKKn HelTpaneH, YTo He CHMUMaET BONpPoc 06 «OTBETCTBEHHOCTU GpOopM».
MpusneyeHne obnactM NporpammHoOro obecneyeHus pasanyHbIX cohep
COBPEMEHHOTO 6bITMA, BKAOYAA AM3aliH, NO3BONSAET COOTHECTU TePMUHO-
NIOTMYECKYI0 Napy — anrpeina U AayHrpemnT c aBTOXTOHHOM POCCUIACKOM Au-
XOTOMMEN MOAEPHMU3ALMU — TPAAMLMOHANN3MA, YTO CO343eT naaugapm
AnA fanbHenwero ¢unocodCKoro No3HaHMA B KOHTEKCTE NOTUKW BU3Ya/lb-
HOTO MblW/IEHMA.

KnioueBble cnoBa: am3aiiH, cybctaHumMA, pasym, pyHKUMA, CTPOEHUE, me-
[OMa, 3HaK, KOHCTPYMPOBaHMeE, BU3yasibHOCTb
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TOWARDS THE SCREEN OF THE CEREBRUM:
SELF-DESIGN AS A RESPONSIBILITY
OF FORMS

Annotation. The article deals with the key aspects of visualization of the
thinking activity in the past and the specific features of such activities at the
present stage in the context of visual and digital rotation. Seen as particularly
problematic is the representation of cognitive activity in the cinema. It is
shown that the Logos embodied on the screen earlier had either hung on the
cross, or sat frozen in Rodin’s position of a person resting, which contradicts
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the dynamic nature of the cinema, where the meaning is to move at the
maximum speed, using the most modern means of transportation. As a first
step to the image of thought itself, kung fu films are presented, in which
thought coincides with the movements, and the movements are inseparable
from thought, since the kung fu master shows not feelings, but only flights of
thought, which are also movements of the body. In the second stage, the era
of the «Matrix» has been put forward, where, according to S. Zizek, practically
any theoretical concept has been able to recognize itself. This is shown as the
embodiment of the mind in the World Wide Web, perfectly coinciding with
nonlinear natural thinking. The ornamentation of self-contained thought
is explored, which gives rise to a design without an inner meaning. The
alienation of history and reason from the creative and the thinking process
is revealed, which makes it possible to visualize the qualitative leap from
the political economy of the goods to the «political economy of the sign»,
within the framework of which the commodity and sign structures mutually
transform each other, making possible the joint circulation in quality the
single entity—goods-images possessing «sign exchange value».

As a result of understanding the intensive development of design in the
postmodern era of fundamental changes in meanings, meanings, values and
worldviews and its role in modern media culture, it is asserted that design,
similarly to economy as a whole, is ethically neutral, and the question of
«form responsibility» is not removed. Involvement of the software field
in various spheres of modern life, including design, makes it possible
to correlate the terminological pair—upgrade and downgrade with the
autochthonous Russian dichotomy of modernization—traditionalism, which
creates a springboard for further philosophical cognition in the context of
the logic of visual thinking.

Keywords: design, substance, reason, function, structure, media, sign,
design, visuality

MHTennekTyanbHas MCTOpPUA YeN0BeYeCcTBa HaKoNUAa Takol conna-
HbI 6arax 3puTesibHbIX MeTadop, YTO MHOTME U3 HUX MOTYT ABUTHCA
NpeanoCbINKOM AN KAaYeCTBEHHOIO CKayKa B MCMOb30BaHWM BU3yan3a-
unm npouecca mblwneHus [1, c. 130]. XapaKkTepu3ys TakoM 3anac 3HaHWM,
M. Mepno-MoHTV nNucan, YTo BUAEHME — 3TO HE NPOCTOe co3epLiaHue
N Jaxe «He OAMH U3 MOZYCOB MbIWAEHUSA WAN HAJIMYHOTO BbITUA «ana
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ceba», a cnocobHOCTb BbIXOAMTb 3a Npeaenbl camoro cebs, «bbiTb BHe
camoro cebs, U3HyTPM y4acTBOBaTb B apTUKYAALMM BbITHA, N Moe «a» 3a-
BEpLIaeTCs M 3aMblKaeTca Ha cebe TONbKO MOCpPeAcTBOM 3TOrO BbiXOAa
BOBHe» [2, c. 51].

OpHaKko cam no cebe BM3yasibHbIN CKAYOK HE MOT MPOU30MTU U3HYTPYU
CaMOoro MblilieHUn. Bobwyo Posib B 3TOM UrPatOT HOBbIE TEXHOIOTUM,
06 atom nucan A. YaiTxen: «npu4mMHa, No KOTOPOM Mbl OKa3asncb Ha 60o-
/lee BbICOKOM YpOBHE BOODpaXKeHWs, 3aKN04aeTca He B TOM, YTO Halle
BOObpaeHue cTano aydlle, a B TOM, YTO Mbl MMeeM ropasgo 6onee co-
BepleHHble npubopbl» [3, ¢. 175]. BarKHEMWMM U3 TaKUX «Npubopos»
CTano KMHO, NpeBpaTMBLUeecs, Kak 3To nokasan XK. [enés, nu3 obbekTa
MbllWAeHMA B cnocob mbiwneHusa [4, c. 18].

Busyanmsauma atoro npouecca B ero GyHKLUMOHANBHOCTU Ha 3KPaH-
HOM NNIOCKOCTU — OZHO U3 HanboJsiee NOKasaTe/bHbIX ABNEHWUI. Pa3mblll-
Nnaa 06 3Tom, b. Mpoiic oTMeYan, yTo B pasHbIX GUIbMax He pas Aenannch
MOMbITKM NOKa3aTb Ha 3KpaHe camy GUrypy mbicaMTeNns B npouecce pas-
MblLWAeHMA. Ho Takol noaxo4 NpoTUBOPEYUT CaMOM AMHAMUYHOMN NPUPO-
[ KUHO, IAe CMbIC/ 3aK/TH0YAETCsA B TOM, YTOObI ABUMATbCA C MaKCMMasibHO
BO3MOHOW CKOPOCTbHO, YaLLLEe C MOMOLLbIO CAMbIX COBPEMEHHbIX CPEACTB
nepeaBuXKeHUs, U NMPU STOM METKO CTPENATD.

lMepsbiM wWa2om K uzobpaxeHuro meicau gunocoga, no Habawoe-
Huto B. lpolica, cmanu KyHe-gby guabMbl, B KOTOPbIX MbIC/b COBMNajaeTt
C ABWKeHMAMKU. MacTep 3Toro BMAA eAMHODOPCTBA «ABUMKETCA TaK, Kak
OH MbIC/IUT U MbICZIUT TaK, KaK ABuKeTcA. Ero »ect — 3To ero mbicau, a ero
MbIC/IM — 3TO €ro »KecT. Koposib KyHr-¢y, abcontoTHbIM MmacTep — 3TO Ye-
JIOBEK, Y KOTOPOTO HET YyBCTB, HET NMEePEKMBAHUIA, Y KOTOPOrO eCTb TO/IbKO
OBUNKEHUA MbICN, U ABUXKEHUA MbIC/IM — 3TO ABUNKeHUA Tena» [5]. 3To
BaXKHEMLLMIN CABUI He TO/IbKO B UCTOPUM KMHO, Kak yTBepxaaeT b. Mpolic,
HO M B MEHTANIbHOCTM KaK TaKOBOW, MOCKOJ/IbKY MbICIUTENb B UCKYCCTBE
paHee BOM/IOWA/CA TOMbKO HEMOABWMMKHO (KaK, Hampumep, CKy/lbnTypa
O. PogeHa).

Cam NpUHUMN NpUBELEHNA B ABUMKEHME KaK OCHOBHOE opyauve Gpuib-
Ma, KMHO KaK TaKoBOE 03HayaeT Heraumio, NoBcemecTHOe paspylleHue,
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TOTa/ibHOEe ybreHue Bcex MPUCYTCTBYIOWMX PasM KOHEYHOTO TOPXKecTBa
TOW MU MHOW maen. OBbIYHO NPABOM CKas3aTb YTO-TO HETPUBMUAIBHOE U
YMHOE B aMepMKaHCKMX GuAbMax HagenseTcs Kunnep-npodeccroHan,
OAMHOYKA, HE CBA3AHHbIA C KEM-TMB0 YCTONYMBBIMU MEKINYHOCTHBIMM
OTHOLWEHUAMU. MpPU 3TOM BbIHYXKAEHHbIM YOULLA U3 CTPACTM HUYErOo MNo-
HacTosAweMy ryboKoro ckasaTb He MOXKeT. BOT noaTeeprKaeHME TOMY, YTO
TO/IbKO abCOOTHOE ABUKEHUE, abCONMOTHOE pa3pyLueHne u abcontoTHoe
npuBeAeHNE B ABUKEHME YErO YTOAHO OMPABAbIBAET Ha IKPAHE UMEHHO
¢durnocodckoe BbiCKasbiBaHUE, AMANEKTUYECKYIO CYLLHOCTb ¢uaocodum.
MoHATME YCTOMYMBOIO «TBOPYECKOIO KOJIJIEKTUBA» PACTBOPAETCA B BUp-
TyaNbHOM PeasibHOCTH.

Cambliit e GUN0COPCKUI U3 NPM30B NOKA 3aCNYKUBAET NHOOUMBbIN
dunbm cnoseHckoro ¢umnocoda Cnasoa Hukeka «MaTpuua», B KOTo-
pOM y3HaeT cebs NpaKTUYecKn Ntobas TeopeTMyecKas KoHuenuusa. ABTo-
pbl, KaK YCTaHOBNEHO, BHUMATENbHO YnTanu XK. JlakaHa. MpuBeprKeHLbl
®paHKbypTCKON WKOMbI yBUAEAN B «MaTpuue» «3KCTpanoanpoBaHHoe
BonaoweHune Kulturindustrie, oTyy»KaeHHO-0BELLECTBAEHHYIO COLMANb-
Hyto CybctaHumio (Kanutan), BOCMpMHMMaeMyto HeNocpeaCTBEHHO, Ko-
JIOHM3VMPYIOLLYIO Hally BHYTPEHHIOK KM3Hb, MCMO/b3YIOLLYO HAC B Kave-
CTBE UCTOYHMKA 3HEPrun; cTopoHHUKM New Age BUAAT B HEW UCTOYHMK
Pa3MbILLNEHNIA O TOM, YTO Hall MUP — 3TO TONbKO MMUPAXK, NMOPOXKAEH-
HbIi BCEMMUPHbBIM Pasymom, KOTopbIli BONAOTUACS BO BcemmpHOM naytu-
He...» [6].

Pasym BonaoTuACA B NayTMHe, NAeaNbHO COBMNABLUEN C HENMHENHOWM
npupogoin mbiwneHus. Cpeam ounocodckux npeared «MaTpuubl» —
aBTOp 3HameHwuToro acce «OpHameHT u npectynneHue» Aponbd Jlooc,
KOTOpPbI B 061aCTM apXUTEKTYPbI Bbi1 TeM e, kem A. LLIEHGepr B mMy3bl-
Ke, J1. ButreHwTtenH — B ¢unocodmmn, a Kapn Kpayc — B KypHanuctu-
Ke, APOCTHO M3rOHASA M3 CBOEM AUCUMNIMHBI BCE HEYUCTOE M HAHOCHOE.
B 4aCTHOCTM, OH CYMTAN OPHAMEHTa/IbHbIA AM3aWH ap-HYBO 3POTUYHbBIM
N BbIPOXKAEHYECKMM, NPOTUBOPEYALLMM MPABUABHOMY Pa3BUTUIO LMBU-
M3aumMn, KoTopasa AO0JKHA ABMUrATbCA NO NyTu cybavmaumn, 6onee yet-
KOro NpoBeAeHMs rpaHunL, 1 ele bonbluen YnctoTbl. OTCloAa ero NporHos,
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YTO C pa3BMTMEM KY/bTYPbl OPHAMEHT Ha npegmeTax obuxoaa byaer no-
CTENEHHO 1CYe3aTb, W, HAKOHeL,, NPec/oByTOe 06begMHEHME KOPHAMEH-
Ta W npectynaenus» [7, c. 144].

Mo MHEeHWIO TeopeTUKa COBPEMEHHOTO MCKyccTBa Xana doctepa, Ha-
3BaHME KHWUMM KOToporo «[u3aiiH M NpecTynieHne» HeciyyanHo nepe-
K/IMKAeTca ¢ Ha3BaHWEeM OTMEYEHHOrOo Bbllle 3cce, AN3aH — MOparkeH-
YyecKoe MCKyCccTBO 6e3 3a/10)KEHHOTO BHYTPU CMbIC/IA UK [lyxa BpemeHwy,
apPXUTEKTYpPa, KOTOPas BO3HMKAET NPOCTO AJ/1A TOr0, YTObbI, BONPEKn GpyHK-
LUMOHANbHOCTU U MAEWHOMY KanuTany obbeKTa, nopa)kaTb CBOEN 3K30-
TUYHOCTbIO M MbIWHbIMKM pOPMamMK, a TaKKe 0bWMIn naenHblit pasbpoa,
noTepsa cepeauHbl, yrpo3a OKOHYaATE/IbHOTO OTYYXKAEHUSA UCTOPUM U pac-
CYZLKa OT TBOPYECKOTO U MbIC/IUTENIbHOIO npouecca. «CeroaHa He HY)KHO
HEeCMeTHbIX 60raTcTs, YToObI CTaTb AM3aHEPOM UK AaKe 06 bEKTOM AM-
3aliHa — HeBaXXHO, MAET /I peyb O Ballem Aome, busHece, obBucLiel
KOXe Ha /imue (ausaiHepcKas XMpyprusa), 3aTOPMOXKEHHOW Ncuxmke (au-
3allHEePCKME HAPKOTUKM), UCTOPUYECKON NamATK (an3aiiHepckue mysen)
unu 6yaywem Baweri AHK (amsaitHepckue aetu)» [8, c. 98].

KyHe-¢py dusaliHa — 3mo momasbHoe npou3sedeHue UCKyccmea,
Komopoe, 06be0uUHAA apxumeKkmypy, HUBOMUCb, KUHO, UCKYCCMBO KaK
makogoe U pemecs10, 00HOBPEeMEeHHO cmupaem 2paHuUyy mexdy cybbek-
mom u 06vekmom. HauyaB ¢ ocnabneHnsa rpaHuL, Mexay apXMTEKTYpol 1
MHpopMaLUmen, AnM3aiH HeCeT YHMBEPCA/IbHYIO CEMaHTM3aLMI0 cpeapl, B
KOTOPOW BCE CTAHOBMUTCA NPEAMETOM UCYMCAEHUSA QYHKLUMIN U 3HAYEHUN,
yto XK. boapwiiap onpeaennn Kak «ToTasbHy0 GYHKLMOHANbHOCTb U TO-
TaNbHYO cemuypruio» [9, c. 264]. CyliecTsytowme Ha CerogHAWHNN AeHb
npeameTbl An3aiHa rpynnupytoTca B 6onee obwmnpHble 061acTn, obbek-
Tbl AM3aliHa, KOTOPbIMW MOTYT CTaTb U Pa3Hble HOBble M3A4eNuns, aHCamb-
/1M, KOMNJIEKCbI, CUCTEMbI B /1060 chepe KM3HeaeAaTeIbHOCTM 06 LecTBa.
B KayecTBe 3TUX 06EKTOB BbICTYMAOT BCEOXBATbIBAOLME KaTeropmm: ob-
pasbl, PYHKLMM, CTPOEHUA U CTPYKTYPbI, TEXHONOTrMYeckne Gpopmbl, 3CTe-
TUYECKME LEHHOCTH.

K. boapuiiap nonaran, 4To MNOSUTMYECKAsA IKOHOMWA 3HaKa Noa-
pasymeBaeT B3aumonpeobpa3oBaHMe CTPYKTYp TOBapa M 3HaKa, T.e. UX
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COBMECTHOE CyLLeCTBOBaHME B KayecTBe eAMHOM CYLWHOCTM — TOBapOB-
06pa30B, MMEILLMX 3HAKOBYHO MEHOBYO CTOMMOCTb [9, c. 146]. AusaitH
B NEpPBYIO o4Yepeb CBA3aH C XKe/laHWeM, KOTOpoe CerogHa napagokcab-
HbIM 0Bpa3om KaxeTcs H6eccybbeKTHbIM. MOXHO CKasaTb, YTO AM3aliH
bopmUpyeT HOBbLIV TUM HapLMCCU3Ma, CBA3AHHbIN UCKIHOYMTENBHO C 06-
pa3oM, He UMes MPU 3TOM BHYTPEHHEro M3MepeHus. 3To anopeos cybb-
€KTa, YpeBaTblil ero ke ucyesHoBeHnem. MNoeanHoOK obpasa U 3HaKa 3a-
MbIKaeTca B camom cebe.

CospemeHHbIl 2n06anbHbIG MUp npPoHU3aH coomeemcmesyroweli
emy mawuHol npouszsodcmea 0bpasos, KAKosol cmanu maccmeduad, Ha-
MHO020 npesocxodAaujue no macwmaby u aghgheKmusHOCMuU Co8peMeHHbIe
xydoxcecmeeHHble cucmemsl. 1A cBOEro 3anycka n QyHKLMOHUPOBAHMSA
3Ta MeAMAMALLMHA He HYXKAAEeTCA B MHAMBUAYANbHOM XYA0KECTBEHHOM
BMeLUaTeNbCTBE MOCPEACTBOM KAKOro-1Mbo WHAMBWUAYANbHOIO XyAo-
YEeCTBEHHOrO pelleHus. «ECNM e XYA0KHUK BbIXOAMT 33 npeaenbl Xy-
[OXeCTBEHHOI cucTembl, — oTMevaeT b. poiic, — TO M cam HayuHaet
bYHKUMOHMPOBATb TaK e, KaK 3T NOIMTUKM, CNOPTCMEHbI, TEPPOPUCTI,
KMHO3BE34bl U APYrMe KpyrHble U MeIKMe 3HAMEHUTOCTU: ero AencTBuA
HauYMHalOT ocBelaTb meana. MiHaye roBops, XyAOXKHMK CaM CTaHOBUTCA
npousseaeHMem UCKyccTBa. Nepexon 13 Xya0XKeCTBEHHOW CUCTEMbI B MO-
JIMTUYECKYIO BO3MOMKEH, HO OH NpeacTaBideT coboil B Nepsyto oyepedb
M3MEHEHMe NO3ULUMN XYA0KHUKA NO OTHOLUEHMIO K MPOLEeCccy Npou3Boa-
cTBa obpasos» [10, c. 139].

MogobHyto TpaHchopmaumio 3ametun ewe dOp. Huuwe, ckasaswni,
YTO Nlyylle ObiTb XYA0KECTBEHHbIM MPOM3BEAEHUEM, YEM XYAOKHUKOM
[11, c. 62]. OaHaKko nepcnekTMBa CTaTb NPOU3BEAEHMEM MCKYCCTBA A0-
cTaBnseT, 6e3ycNoBHO, HE TObKO YA0BO/ILCTBME, HO U MOPOXKAAET Tpe-
BOrY, BCACTBME MOCTOAHHOW AOCTYMHOCTU B3ra4y APYroro — B3riaay
Mezua, UrpatoLLMX Posb Cc8epPXXyO0HCHUKA.

b. Mpoiic ono3HaeT TpeBOry camogmsaiiHa, KoTopas 3acTaBiseT Xy-
OOXHWKA, KaK U Ntoboro, KTo nonazaet B 30HY BHUMAHUA Meaua, CTan-
KuBaTbcA ¢ 0bpasom camoro cebs, UCnNpasaATb, MEHATb, NepesenbiBaTb
nnM onposepratb ero. MICKyccTBo B Halle Bpems Bce 60/blile HanoMMHa-
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€T [U3aiiH, HO BCE e He CAUBAeTCs C HUM. [r1aeHas npobaema ousaliHa
Ce200HA He 8 MOM, KaK i MO2Y CIIPOeKmuposame OKpyxarowuli mup, a
8 MOM, KaK A Moy CIIPOeKmuposams camozo cebs, unau, 8epHee, KaK A
MOg2y CrpasumsCa ¢ mem, KGK amom mup rnpoekmupyem meHs. CerogHs
3TO CTAHOBMTCA 06LLEl, BCEeNPOHUKatoLWwel npobaemoii, ¢ KOTopoW cTa-
KMBAIOTCSA BCE, @ HE TOJIbKO MOIUTUKU, KNHO3BE3AbI U ApYyrMe 3HaMEeHUTO-
cTn. Takum nymem 83aumooelicmeus CO3HAHUS C HO8bIMU MexXHO102Us-
MU 1Ipoucxodum popmuposaHue Hogoli CybbekmusHoOCmMuU, Komopas Ham
npedcmasngemca Kak ceng-cybvekmusHoCMe.

B. MPOIC, C aKLUEHTOM Ha 3CTETUYECKYH OLEHKY M HeobxoaMmocTb
B3ATMA Ha cebs 3CTEeTMYECKOM OTBETCTBEHHOCTM 3a CBOW 06/MK, BBOAMUT
MOHATME CaMOZAM3aliH, KOTOPbIN HeKkoraa bbli1 npusuaervein U bpemeHem
HEMHOTUX M3BpaHHbIX, @ B Halle BPeMs OKa3a/ica MaCCOBOW Ky/NbTypHOM
NpaKTMKOW. BUupTyanbHOE NpocTpaHCTBO MHTepHEeTa CTaNo NAOWAAKOM, Ha
KOTOPOW MAeT NOCTOAHHOE UMPPOBOE KOHCTPYMPOBAHUE U NMEPEKOHCTPY-
MPOBaHMe CBOETO /IML,A Y CBOETO NPOCTPAHCTBA A/1A Aa/NlbHeNWel npeseH-
Tauun Ha YouTube 1 Haob6opoT. Ho 1 B peasibHOM, OCTatOLWEMCS aHaIoro-
BbIM MMpPE OT HAaC MNO-NPEXKHEMY BCE e KAYT OTBETCTBEHHOTO OTHOLLEHMS
K TOMY, B Kakom obpase cebsa mbl AaBnsem B3rmsaay apyrux. «CamoamsaiiH
— 3TO NpaKTUKa, Hanbonee paanKanbHbIM 06pa3om 0b6beanHAOLWAA Xy-
[OOXHMKA 1 ero ayaAuTopuio, NOTOMY YTO He BCE NPOU3BOAAT XYA0HKECTBEH-
Hble MPOMU3BEAEHUA, HO BCE ABNAIOTCA XY/A0KECTBEHHbIMU MPOU3BEAEHUA-
MW U OAHOBPEMEHHO CYMTAIOTCA UX aBTopamm» [12, c. 291].

Moboit BMA, AM3aliHa, B TOM YMCae CaMOAM3alH, Yalle BCEro oKa-
3bIBAETCA MO NOAO03PEHMEM, YTO OH DOJbLLIE CKPbIBAET, HEXENN MOKa-
3bIBaeT. Mpyn 3TOM 3CTETU3aLMA NONUTUKM MHTEPNPETMPYETCA KaK Cnocob
3ameLlaTb NOIMTUYECKUIN MecceK BU3yanbHbIMKU 3dpdeKTamu, a peanb-
Hble Npobaembl — co3gaHMem NMOBEPXHOCTHOTO MMUAKA. Ho npobaembl
NMOCTOSAHHO MEHSAIOTCA, @ UMUOXK OCTaeTcA. YenoBeK NIerko CTaHOBUTCA
33/10’)KHMKOM CBOEro MmugxKa. Ml ero nonmtmyeckne ybexkaeHua nerko
MOYHO OCMesnTb, MPeACTaBUB UX NI KaK YacTb cCamoam3aiHa. AnsaH
yNy4llaeT BHEWHNN 061K 06 beKTa AN3aliHa, HO B TO e BPEMS BbI3blBa-
eT nofo3peHune, yto 6e3 cBoel BHelHel, 061aropoKeHHoN An3ainHOM
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060/104KM 3TOT 06BEKT OblN1 Bbl UCKIOUNTENIBHO YPOAMBbLIM U OTTa/IKU-
BaroWMm. «o cyTu, AM3altH, B TOM YMC/le CAaMOAM3alH, 3TO B NepBYto
oyepedb MallMHa Mo NPOM3BOACTBY NoAo3peHus. CoBpPeMeHHbIt Mup
TOTa/IbHOTrO AM3aiHa YaCTo ONUCLIBAETCA Kak MMpP TOTa/lbHOro cobnasHa,
BbITECHUBLLErO HEMPUIMAAHYIO peaNbHOCTb. HO MMp ToTanbHOro AM3aii-
Ha, CKopee, ABAAETCA MUPOM TOTa/IbHOTO NOAO3PEHMSA — CKPbLITOM yrpo-
3bl, NPUTAMUBLLENCA NOA AN3aHEPCKON NOBEPXHOCTLIO. [03TOMY rnaBHas
Luesb cCamoamsailiHa — HeWTpanus3aumsa Noao3peHUa CO CTOPOHbI BO3-
MOXHOro 3puTeNsa UM co3aaHue BneyvyaTneHUa UCKPEHHOCTKU, KoTopas
BbI3bIBaET Y 3puTena gosepue. MNpon3BoacTBOM MCKPEHHOCTM U f0BEepUA
B COBpEMEHHOM Mupe 3aHMMatoTca Bce» [10, c. 292]. Bnpouem, 310 BCer-
[ 6blJI0 M OCTaeTCA [MaBHbIM AE€/I0M UCKYCCTBA, BO BCAKOM C/ly4ae, «Co-
BPEMEHHOTOY.

XYLOXHUK 3MOXM MOAEePHM3Ma 06bIYHO MO3ULMOHMpPOBan cebsa Kak
€[IMHCTBEHHOrO YeCTHOro Ye/sioBeKa, BblAENAIOLWEroca M3 MUpa AnLeme-
pua 1 NPOAAXKHOCTU. B MogepHU3ME MPOM3BOACTBO UCKPEHHOCTU AeW-
CTBOBA/IO KaK cnocob peayKuumn amsaiiHa. Llenbto 6bi10 co3gaTb nycToe,
He3arno/IHeHHOe MPOCTPAHCTBO, YCTPAHWUTbL AM3aiH, NMPAKTUKYsA TEM ca-
MbIM «HY/J1eBOM AM3aiiH». TaK U Xy[LOMKECTBEHHbIV aBaHrapg, Hageancs
co3paTtb cBobOAHbIE OT AM3aliHa 061acTH, KOTOPbIe BOCMPUHUMANUCH Dbl
KaK 30Hbl MICKPEHHOCTU 1 aoBepua. MHade roBops, NOAN KAYT MOMEHTa
WCKPEHHOCTK, Koraa chopmMMpoBaHHan AN3aiHOM NOBEPXHOCTb AacT Tpe-
LWMHY, 1 MOYKHO byAeT YBUAETb, YTO CKPbITO BHYTPWU. Hy/Nb-an3ailH — 370
MOMbITKA MCKYCCTBEHHOTO CO34aHWA TaKoM TPELLMHbI Ha MoBepXxHoCTU. OH
obecneuymBaeT 3puUTE/IO MPOCBET, NMYCTOM Y4YaCTOK MOBEPXHOCTW, CKBO3b
KOTOPbIV 3pUTENb AOIKEH YBUAETH BELLM B UX NOAJIMHHOM 06/1Mube. Bo3-
HWKaeT MeAuanbHas CTPYKTypa, BHYTPU KOTOPOW UKOHOK/A3M (MKOHO-
60pyecTBo) ABNAETCA METOAOM MOPOXKAEHUA UKOHbI Ke, MPOAYKTUBHbIM,
W JaXKe e4MHCTBEHHbIM.

B. Mpo¥ic npocnexusaeT, Kak QYHKLMOHUPYIOT COBPEMEHHbIE MKO-
Hbl, KOTOPbIE HE ObINN CO34aHbl XYA0XKHUKOM, a BO3SHUK/N KaK byaTo 6bl
CMOHTAHHO B COBPEMEHHOM MeAManbHOM NpocTpaHcTee. K npumepy, Te-
pakTbl 11 ceHTAbpa 2001 roaa B Hbto-Mopke cosaanm (cnopHbiit Bonpoc,
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HACKO/IbKO CMOHTAHHO) MeAMANIbHYI MKOHY CaMOJIETOB, BPe3atoLLMXCs
B Twin Towers. A B nocsiegHee Bpems ee cBoeobpasHoi 060poTHOM CTO-
poHoW ctana ¢poTorpadusa us Aby lpelib, rae KeHwmHa-conaaT BegeT Ha
LLernoYKe MPaKCKOro NJeHHOro, CTOALLEro Ha YeTBepeHbKax. CBeayLume 1c-
KyCcCTBOBeAbl OMO3HAOT B HEl OAMH M3 BapuaHTOB aKuumn 1960-x roaos
Banu dkcnopT 1 MNeTepa Baibena [6]. He rpex BcnomHuTb TyT 1 Onera Ky-
MK, a Takxke M. Masonuun, rae B «100 gHAx Cogoma» BO3HMKAA NPAKTU-
YeCcKM Ta Ke Komnosuumsa. CobbITUA CTAaHOBATCA KaK MOJIMTUYECKON, TaK
M 3CTETUYECKON penpeseHTaumeil MeananbHOM CTPYKTYPbl GUAbMOB, Npu
TOM, YTO MeamasibHan CTPYKTypa ¢GuIbmMa Kak OCHOBa COBPEMEHHOMN me-
AMa npeacTaBnseT cobol He YTO MHOe, Kak NpUBeAEeHME BELLEN B ABUXKE-
HWe, KaK NpaBwuIo, paspywmnTesbHoe.

MOCTMOAEPHMUCTCKAA 3MOXa PACTEPAHHOCTM M yTpaTbl OPUEHTUPOB
CTAHOBUTCA MPOCTPAHCTBOM nobesbl NobanbHOro cynepmapKeTa, B KOTo-
POM KaKyt-TO LEHHOCTb NPeACTaBAsAT NULb NPeaMEeTbl C Ha3HaYeHHOW
CTOMMOCTbI0. [In3aiiH, No mHeHuto PocTepa, — 3TO NopaxKkeH4Yeckoe uc-
KyCCTBO 6€3 3a/10)KEHHOT0 BHYTPM CMbICa UK [lyxa BpEMEHM, apXUTEKTY-
pa, KOTOpas BO3HMKAET MPOCTO A5 TOTO, YTOObI, BONPEKU GYHKLUMOHAb-
HOCTU M UAEMHOMY KanuTany ob6beKkTa, nopaxkaTb CBOEM 3K30TUYHOCTLIO U
NbILWHbIMM OPMaMMK, a TaKKe 0OLWMI naenHbINM pasbpos, noTeps cepe-
[OMHbI, YTp03a OKOHYATE/IbHOTO OTYYXKAEHMA UCTOPUN U PaccyaKa OT TBOp-
YeCKOro ¥ MbICIUTENbHOrO npouecca. «[JM3aiH cTan UCTOYHUKOM MpaK-
Tn4yeckn becnepeboliHOro KpyroBopoTa Npov3BOACTBa U MoTpebneHus,
MoyYTM He 0CTaBuB ,NpocTopa” ans yero-nmbo nHoro» [10, c. 98].

Ecnm nepBas npombilieHHas peBoouma cGopmmnpoBaaa nose no-
JIMTUYECKOM 3KOHOMMM, PaALMOHANBbHOM TEeopuM MaTepuasbHOro Npoms-
BO/ICTBA, TO BTOPas MPOMbILLIEHHAsA PEBO/IIOLMA PacNpoCTpaHuIa cucre-
My MEHOBOM CTOMMOCTM Ha BCKO 06/1acTb 3HaKoB, GopM M NpeameToB.
KayecTBEHHbIM CKAYOK OT MO/IUTUYECKOW 3KOHOMMM TOBapa K «MOAWUTU-
YeCcKON 3KOHOMMM 3HaKa», B PaMKax KOTOPOM CTPYKTypbl TOBapa M 3HaKa
B3aMmonpeobpas3oBbIBaiM APYr APYra, CAeNasau BO3MOXKHOW COBMECTHYHO
LUMPKYJALUMIO B KaYecTBe eauHOM CYLLLHOCTM — TOBapoB-0bpa3os, obnasa-
IOLLLMX 3HAKOBOI MEHOBOM CTOMMOCTbHO. «[1POEKT, CTaBALLMIA Lie/Iblo BOCCO-
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€MHEHME }KMU3HM U UCKYCCTBA M B Pa3HbIX BapMaHTax NoAAepKMBaBLUNIACA
npeacTaBUTENAMM ap-HYyBO, bayxaysa U MHOTUX APYrUX ABUNKEHWUIA, B UTOTe
OKa3a/cA peannM3oBaH — HO B COMAaCUM CO CNEKTAKYNAPHbIMM TpeboBaHMA-
MM KYyNbTYPHOW UHAYCTPUM, @ He C 0CBOBOANTENbHBIMU aMBULMAMU aBaH-
rapga» [8, c. 190]. U B Halwe Bpems HOBbIX [106a/bHbIX CABUIOB IMaBHOM
dbopMol MycTb UCKAXKEHHOTO, HO BOoccoeanHeHMs Gopm, YTo NOAKPeNIfeT-
€A HOBbIMM Hay4YHbIMW UCCNEA0BAHUAMM AEATENbHOCTU TOJIOBHOTO MO3ra
BO B3aMMOZAENCTBUM C T'YyMaHUTaPHbIMKW HayKamu [13], ocTaeTcs AnsaiiH.

Kak M 3KOHOMMKA B LIE/IOM, AM3alH 3TUYECKU HEUTpaneH, HO npu
3TOM BOMNPOC 06 «OTBETCTBEHHOCTM GOPM» HE CHUMAETCA, O YEM MULLET B
«Mudonoruax» P. bapT, npuxoasa K BbIBOAY, YTO AaHHY0 Npobaemy cneay-
€T CTaBUTb KaK npobnemy 3HavyeHua [14, c. 233]. AunsaltHepCKUiA OCTaToOK
«CMMBO/IMYECKOTO 0OMEHa» HaueneH Ha KOMOPT MO3HAKOLWErO MO/b30-
BaTe/NA B €ro CTPEMJIEHUN K IBPUCTUYECKON BU3YyasibHOM 0OBbEKTUBAL MM
3HaHuA [15, c. 24].

TaKoBO Ha CErogHALWHUI AeHb NOHUMaHNE KOTBETCTBEHHOCTM GOPM»
B KOHTEKCTE JIOTMKM BU3Ya/IbHOrO MbILW/IEHWUA Y HOBOM, Nepornnduyeckm
mepuatouen cybbektnsHoctu [16, c. 113-114; 17, c. 39-40]. Mbl 6b1 onpe-
Oenvnu eé, B CBETE BCEIO CKA3aHHOTO Bbllle, KaK cesng-cybbeKmusHoCme.
HemanoBakHOM 3agayelt Ha NyTWM AafbHENLIEro NOCTUXKEHUA AAHHOro
COCTOSIHMSA ABAAETCA MOHMMaHME TOrO, HAaCKO/IbKO OPraHNMYHO OMNMCaHHbIe
3/1eMEHTbI MU MEeXaHW3Mbl aJanTUPYIOTCA K AMHAMMUYECKOW KapTUHE TeKy-
WX GnN0CcodCKMX NOCTPOEHUM, CTUMYINPYSA UX UHAMUKY.
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TEHAEHUWWN PASBUTNA

BU3YAJIbHbIX NCKYCCTB
nod BINAHUEM HOBbIX
3KPAHHbIX TEXHONOI NI

AHHOTauuA. Pa3BuTME M NOUCK HOBbIX BblPa3uUTE/bHbIX CPEACTB B BU3Yyaslb-
HbIX WMCKYCCTBaxX B HacTosLiee BPems CBA3aH C HenoCpeaCcTBEHHbIM B/M-
AHMEM 3KPaHHbIX TEXHOMOMMI. M306pasnTenbHOE MCKYCCTBO CTaHOBUTCA
cybkaTeropueli MefMakynbTypbl, KOTOpas MpeanaraeT 3pUTEN0 CNOXKHBbIN
W KaYeCTBEHHbIM B TEXHUYECKOM OTHOLLEHUW BU3yanbHbI NPoAyKT. CTpem-
NleHVe BUPTyanusupoBaTb 06pasbl, CO34aBas MMMEPCUBHbIE U MHTEPAK-
TUBHbIE XYAOXEeCTBEHHble MPOCTPAHCTBa, 0bpeTaeT BCce 6OMbLUYIO aKTyab-
HOCTb CPeAM XYAOKHWKOB, Pa3BMBaACb He TO/IbKO B MHAMBUAYASbHOM, HO
yale B KONIEKTMBHOM TBOPUYECTBE apT-rpynn, BKAOYaoWmX IT MHKeHepos
u au3aiiHepos. Mo cBOeMy cofepKaHWI0 COBPEMEHHbIE apT-MPOEKTbI YacTo
NPeLCTaBAT cOOOM NONEMUKY UKW AWANOT C TPAAULMEN C NPUBNEYEHU-
€M 3CTETMKM MNOM-KyAbTypbl M MOCTTyMaHM3Ma. MHorve npowvsBefeHus
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BM3Ya/IbHOTO WMCKYCCTBA CErOAHA MpPeAcTaBAAtoT cObOi BMPTyasibHble UK
nonyBupTyanbHble NepdopmaHChl, NOrpyKatolwme 3puTens B ocobyto cpe-
Ay 06pa3oB CMeLaHHOW peanbHOCTU. [NaBHOM 3aAadyeli COBPEMEHHbIX WH-
CTaNNALMI CTAHOBUTCA CO34aHME HOBOTO OMbITa Ha rpaHWLEe TeNecHOro U
BMPTyanbHOro. MepeocmbiCIeHNE TENECHOCTM KaK aHTUTE3bl BUPTYalbHOCTU
pa3BopayMBaeTca B NPOEKTaX aKTMBHO Pa3BMBAOLLEroCs HanpaBaeHUs Co-
BPEMEHHOro UcKyccTBa 6uoapT. CoBpemMeHHbIM TeaTp TaKKe WMHTerpupyet
3KpaHHble TEXHONOTMM B apCeHas CBOMX XyAOKECTBEHHbIX cpeacTB. Ponb
3KpaHa B TeaTpe MOKET ObiTb Kak cyrybo TexHuyeckon, obneryatowei pe-
MUccepy NoCTpoeHue BM3yaNbHOTO TeKCTa CNeKTak/A, Tak U CeMaHTUYeCKU
LLEHHOM 1, B HEKOTOPOW CTEMEHM, CMbic1006pasytoleint. MocnesHAa umeet
6onbliuee 3HaYeHWe AR TeaTpasbHOro NpPoLecca, Tak Kak HeceT B cebe He
TONIbKO NMOTEHLMAN Pa3BUTUA TEXHUYECKOTO OCHALLEHUA U CLLEeHNYECKOoM Ma-
LUMHEepPUM TeaTpa, HO M OTKPbIBAET HOBOE NMPOCTPAHCTBO M Hanpas/ieHWe ans
TBOpYecTBa. Hanbonee nepcnekTMBHOE UCNONb30BaHME 3KPAHA Y MPOEKUUN
B CBETE CUHTETUYECKUX UCKYCCTB M Pa3BUTUA BbICOKUX TEXHONOTMUIA BUAMUTCA
B YCUNEHUM UX CaMOCTOATE/IbHOCTU. [TOHMMaHMe 3KpaHa M MPOEKLMMN KaK
CaMOCTOATE/IbHOMO XYA0XECTBEHHOTO 3B€Ha HapAdy CO CLieHapueMm, akTepa-
MWK, cueHorpaduen, 3ByKOBbIM peLLeHUEM, CBETOBOK NapTUTYPOI ABNAETCA
HEOTbEM/IEMOM YacTblo TEATPasNbHOMO A3blKa B Oyayliem. ABTOpbI CTaTbu
NPUXOAAT K 3aKNHOYEHUIO, YTO B BO/IbLUIMHCTBE COBPEMEHHbIX NPOU3BEAEHM
BM3Yya/IbHOTO UCKYCCTBA XYAOMKHUK GUKCUPYET NepecTpoiKy 1 BOSHUKHOBE-
HWe HOBOIO TUMa 3CTETUYECKOTO BOCMPUATMA Ye0BEKA IMOXM NOJANOHTU3MA,
rae o6bpasbl KONNEKUMOHUPYHOTCA U FreHEPUPYIOTCA B HOBOM MeAUMHOM 13-
MepeHUH, a TaKKe anpobupytoTca Hosble GOPMbl B3aUMOLENCTBUA 3puUTens
1 Npov3BeeHnsA UCKYCCTBa.

KntoueBble cnoBa: cOBpeMeHHOE UCKYCCTBO, HOBbIe TEXHOIOTUN, BUPTYasb-
Has peasibHOCTb, AOMO/IHEHHAA pPeanbHOCTb, BUOapPT, TeaTp, IKpaH
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NEW TRENDS IN THE EVOLUTION
OF VISUAL ARTS INFLUENCED
BY MEDIA TECHNOLOGIES

Annotation. The evolution and search for new means of expression in
the visual arts is currently associated with the direct influence of media
technologies. The visual arts have become a subcategory of the media culture
which offers the viewer a variety of sophisticated and technically high-
quality visual products. The opportunity of creating virtual, immersive and
interactive art spaces attracts attention of artists, involved in the collective
creativity of art groups, including IT engineers and designers. In terms of their
contents, contemporary art projects often represent controversy or dialogue
with tradition, developing aesthetics of pop culture and post-humanistic
aesthetics. Many works of visual art today present virtual or semi-virtual
performances which immerse the viewer in a special environment of images
of mixed reality. The main task of modern installations is to create a new
experience on the border of the physical and virtual body. Reconsideration
of physicality as the antithesis of virtuality is unfolding in the projects of the
actively developing trend of bio-art. Contemporary theater is also integrating
screen technologies as a new artistic means. The role of the screen in the
theater can be either purely technical, facilitating the director’s visualization
of the script, or semantically valuable and, to some extent, thought
provoking. The latter is more significant for the theatrical process, as it not

THE ART AND SCIENCE OF TELEVISION 175



only carries the potential for the development of technical equipment and
stage machinery, but also opens up a new space and means for creativity. The
most promising perspectives of the screen and projection usage in the light
of synthetic arts and the development of high technologies are foreseen in
enhancing their independence. Understanding the screen as an independent
artistic feature along with the script, actors, set design, sound solution, the
light score may be construed as an integral part of the theatrical language
in the future. The authors of the article come to the conclusion that in most
contemporary works of the visual arts today, artists record the process of
the emergence of a new type of aesthetic perception of the “polyontological
era”, where images are collected and generated in a new media dimension,
as well as new forms of interaction between the viewer and works of art.
Keywords: contemporary art, new technologies, virtual reality, augmented
reality, bio-art, theater, screen

CoBpeMeHHbIN 3Tan pa3BUTUA BU3yasbHbIX UCKYCCTB CBA3aH C He-
NMOCPeACTBEHHbIM BAIMAHUMEM 3KPAHHbIX TeXHoMorMi. Ha ux ocsoeHue
MHOMUX XYAOXHWKOB BAOXHOBAAET BO3MOMHOCTb KOHCTPYMPOBATb BUP-
Tya/NbHOE MY NONYBUPTYANIbHOE XyA0XKeCTBEHHOE MPOCTPAHCTBO, CUHTe-
3upyA pasnmyHble Gopmbl U dopmaTbl. XYAOKHUKM Pa3BUBAOT MPUEMBI
MMMEPCUBHOCTHU, TO €CTb MOrPYXKeHUA B BUPTYaNbHOCTb, MW UCNOAb3YIOT
BO3MOHOCTWU [OMNONHEHHON peanbHOCTW, BUAA B TEXHOOTMMAX HOBble
CpeACTBa Bblpa3uTeNbHOCTU. B oTeyecTBEHHOM MCKYCCTBOBEAYECKOM ANC-
Kypce nosopom K UHmMezpayuu yugpo8o2o KOMMIOHEHMA 8 MKAHb MpPa-
OULUOHHbIX Xy0oHecmaeHHbIX cpedcma Heu3MeHHO 8bi3blsaem 80MpPocsl
0 cMbIcn00bpa3zosaHUU 8 HOBOM KoHmMekcme. MNpobnematnka BAUAHUA
TEXHUYECKUX HOBLUECTB Ha BbIPa3UTE/IbHbIN A3bIK BMU3yaslbHbIX UCKYCCTB,
B NepBylo oyepeab, CBA3aHa C TEHAEHLMAMMN KHOBOW aHTPOMONOTUNY, TO
eCcTb npoueccamun NepeocMbICIEHNA PONN XYAOXKHWUKA B npoLecce TBOP-
4ecTBa, C OA4HOM CTOPOHbI, U BO3HUKHOBEHMEM HOBbIX CNOCOHOB B3anmo-
[eNcTBMA C NPoOU3BeeHMEM UCKYCCTBA CO CTOPOHbI 3pUTeNs, C APYrow.
MMeHHO Ha co3gaHve HOBOro NMOrpaHUYHOro TeNeCHOro U HeTenecHoro
onbITa paboTaloT COBpEMEHHbIE XYA0KHUKM, ucnonb3ytowwme VR 1 AR Tex-
HOMOTUMN.
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HoBble TeXHONOrMM B KOHTEKCT BbICTaBOYHbIX MPOCTPAHCTB aKTUBHO
BHeapsaeT LleHTp coBpemeHHoro mckycctea «MAPC», npeacrasnaa pas-
NINYHbIE MPOEKTbI, MO3BONAIOLLME BOB/EKATb 3pUTENA B UHTEPAKTUBHYHO
cpeay, AiencTByOLLYIO Cpa3y Ha Bce opraHbl YyscTel. B 2019 rogy MAPC oc-
BaMBaeT MHHOBALMOHHbIN ronorpaduyeckmini dopmart: ycTporicTea, pabo-
TaloLwMe no TEXHONOrMN HEMPEPbIBHOTO BUAEHMWA, KOTOPbIE CO34at0T 3¢-
deKT napAwmx B Bo3ayxe gotorpaduin. Kpome Toro, nssectHasa B Poccuu
rpynna AES+F npoaemMoHCTpMpoBasia CBOM HOBbIM BUPTYasibHbIN MPOEKT,
OCHOBaHHbIN Ha Nbece bpuTaHckoro gpamatypra Capsbl KeiiH (1971-1999)
«Mcuxo3». CloXKeT pa3BopayuMBaEeTCA B NCUXMATPUYECKOM KNUHUKe, nepe-
HOCA 3pUTENA B CO3HAHME NUCATENbHWLbI HE33JONTO 40 ee camoybuii-
cTtBa. VR TeXHONOrMM NO3BONAKOT 3pUTENIO MOTPY3nTLCA B CIOPPEANNCTU-
YeCKMN MUP BUAEHWI aBTOPA M Y3PETb PEaIbHOCTb €€ [1a3aMu, NePEKUTb
NCUXOAENNYECKME BHYTPEHHUE OLLYLLEHMA TEHUA Ha NOCNefHeN cTaauu
nomeluaTenbcTBa. Ha 3anazie MMMepPCUBHbIM ONbIT NPOHUKHOBEHUA B CO-
3HaHWe NCUXMYECKMX BONbHBIX NPAKTUKYETCA B XyA0XKECTBEHHbIX MHCTaN-
NALMAX C UMUTaLMEN TON0COB, BUAEHUI, APYTUX HEOObIYHBIX OLLYLLEHWI
C Lenblo MOBbICUTb MOHUMaHWe MNy6anKoW cneundUYecknx COCTOAHMM
Jogen ¢ paccTpoiicTBamu ncuxukn [1, p. 947-950]. Obwas coumanbHas
HanpaB/iIeHHOCTb APT-MPOEKTOB OT/IMYAET NOAXOA CO34aHWUA MOA0OHbIX
WHcTannauuin 8 Espone.

B apyrom 3ane ueHTp «MAPC» npeaocTaBaseT BO3MOXKHOCTb Npory-
nAatbea no TpunTuxy M. bocxa «Caapbl 3eMHbIX HAaCAAXKAEHUNY, UCNONb3YA
OYKM BUPTYasNbHOMN peanbHOCTU. B coceaHeln KomHaTe 3puTento npeana-
raeTca «Mo3HaTb cebs», MPonaa BUPTYasbHbI KBECT C PUNOCODCKUM CO-
AeprKaHMem. B KybMUHAUMOHHBI MOMEHT KBECTa YY4aCTHUKY MpeacTo-
UT COBEPLUMTb IK3UCTEHLMANbHbIN BbIOOP: CTOA Ha *KeNe3HOLOPOKHOM
Pa3BW/IKE 3@ HECKO/IbKO CEKYHZ A0 NpubauxkeHus noesga, HeobxoamMmo
[JEPHYTb pblyar, peluns HanpaBUTb ero Nog OTKOC, YTODbl CNacTH LWeHKa,
MAN cOUTb COBaKy, HO COXPaAHMUTb ¥KM3Hb Naccaxmpam. Takow CNeKTp pas-

1 CM. odpurumanbHbii caiT: LleHTp coBpemeHHoro nckyccrsa « MAPCx»: URL: http://centermars.ru
(OaTa obpawerus: 28.03.2019).
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HOMIAHOBOW MPOAYKLMM OT KOHLENTya/u3Ma M 3K3UCTEHLMANN3Ma A0
pasBaekaTesbHOM 3D aHMMALMKM PaccYUTaH Ha BCE YPOBHM 3CTETUYECKOTO
BOCMPUATHMSA, Ha 3pUTENA C Pa3/IMYHON CTENEHbIO NMOATOTOBKM.

B muposom meduauckyccmee aKmugeHO pa3susademcs meHOeHUus
Ucrnonb308aHUA 00MosHeHHOU peasnbHoCcMu, KOTopas No3BO/IAET COBMe-
WaTb M306pasunTenbHbie 06pasbl, CO34aHHbIE B TPAAWULMOHHbBIX MaTepu-
anax XXMBOMUCKU UK TPAadUKK, C BUPTYA/IbHbIMM CTAaTUYHBIMW WU aHU-
MMPOBaHHbIMKM 06pazamu. Mpy NOMOLLM NAAHLETA 3pUTE/b COBMELLLAET
n306pakeHna, MO0 NyTewecTBYET MO BbICTABKE B BUPTYa/ibHbIX OYKaX,
OKa3blBaACb B TPEXMEPHOM MPOCTPAHCTBE M306pa3nTeIbHOIO MCKYCCTBa.
Hanpumep, B 2019 r. 3HaMmeHUTbIe paHLYy3CKME LUDPOBbLIE XYAOKHUKM U
MyNnbTUMeaUiiHble xopeorpadbl Adrien M & Claire B. npeactaBnaoT UH-
ctannsaumio «Abstract Landscapes». MHTepakTMBHOE WOy npeanaraet UM-
MEPCUBHbIN GU3MYECKUI ONbIT B AeCAaTU LMOPOBLIX Meisaxkax ¢ obuien
KoHuenumen «CAnaHne MHCTaNNALMIA COBPEMEHHOIO UCKYCCTBA M UAIO-
3MOHMUCTCKOrO CNeKTaKkA KoHua XIX BeKay. B NpoCcTpaHCTBE BbICTaBKM 3pu-
Tesb UAET NO MOAY, PearMpyowemMy Ha WwarM, MaHUnNyMpyeT CBETOBbIMM
YacTULAMM B TMFAHTCKOM LM$POBOM Kybe UM ayeT B CTEK/IAHHbIE KOPOb-
K1 1 HabnogaeT BUPTyasibHble BYKBbI, KOTOpble cobupatoTca U pa3bupa-
toTcsl, BYATO OT MarMyeckoro NPUKOCHOBEHMS.

B Apyrux cBoux npoeKkTax QpaHLy3CKMe XYAOXMHWKU COBMELLatoT
xopeorpaduio u MynbTUMEAMUIHbIE UHCTAaNNALMM, FoNorpadua CYXKUT B
KayecTBe AeKopauui cnektaknein. Jxeddpu Poyac paccmatpusaer AR
KaKk 0buTaemyto cpeay, U3 KoTopoi undpoBoe n Gpru3nyeckoe KCOBMECTHO
KOHCTPYMPYIOT APYT APYra», U3 YEr0o POXKAAETCA HOBOE KavyecTBo “cmelue-
HuUA” peanbHocTen» [2, p. 131].

MMMepCHUBHOCTb B COBPEMEHHOM BM3Ya/lbHOM MCKYCCTBE CTaHOBUT-
CA OAHMM M3 OCHOBOMO/AraloLWMX TPEHAO0B, 3aBOEBbIBAOLLMM NOMNYAApP-
HOCTb. [NaBHbIM ABNAETCA BO3AEMCTBME Ha Pa3/iMyHble OpraHbl YyBCTB pe-
UMMMEHTa M NOJIHOE ero NOrpyeHne B CMOLE/IMPOBAHHOE XyAO0XHUKOM
NPOCTPAHCTBO, HO Y}Ke He NpeAMEeTHOe (KaK 3To ObINo B SHBAWPOHMEHTaX,
nepdopmaHcax 1 XanneHuHrax), a BUpPTyasbHoe. ApPT-NPOCTPAHCTBO, Ha-
XoAAlleeca Ha rpaHuLe peasbHOCTM U BUPTYaNbHOCTU, OTPaXKaeT 06Lumi
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dbeHomeH npebbiBaHUA B CMeLLaHHOW peanbHOCTU (MOIMOHTU3M), CBOM-
CTBEHHbI COBPEMEHHOMY MUPOBOCMPUATHIO.

MmmepcusHoe UCKyccmeo 0080/16HO PA3HO0bPA3HO Mo Kayecmeay
U acmemuyecKkomy YpPOBHIO, BAPbUPYACL OM KOHUernmyasnbHo20 ab-
CMPAKMHO020 #aHPa 00 pa3enekamenbHO20 AMMPAKyuoHa. MNepsoe me-
CTO MO PA3BMTUIO 3TOFO HAMPABAEHMUSA 3aHUMAET ANOHUA, rae AMHAMUYHO
Pa3BMBalOTCA BM3YyasibHble TEXHOMOTMU. BceMUpHO M3BECTHAA AMOHCKasA
apt-ctyausa «Teamlab» (coctosiwas n3s 500 XyLOXHWKOB, WMHXKEHEPOB,
NPOrpPamMMMUCTOB M apXMTEKTOPOB) CO3AaeT WOy rpaHAMO3HOro MacluTa-
6a, Lenblo KOTOPbIX CTAHOBUTCA CAUAHME TEXHUKM U UCKyccTBaA. OAHUM U3
NPOEKTOB CTyAMM B My3ee CMHranypa cTasa MHCTannaumus «XpycranbHas
BceneHHan», rae 3puTesib OKasbiBaeTCA BHYTPU M300pakeHus, nonagas
B WAJIFO3MOHMCTCKOE MPOCTPAHCTBO HECKOHEYHOro NabupuHTa, HO OHO
HaCTONIbKO peasibHO, YTO YeN0BEK MOMET 3abnyautbea. Mpu 3Tom npo-
CTPaHCTBO MHTepakTuBHO: Crystal Universe mosHO ynpasaaTb O cMapT-
doHa M MeHATb UBeToBYylO rammy. CTyaus 3aHMMAEeTCA He TO/bKO apT-
NPOCTPaHCTBaMM, HO M AM3alHOM Ny6IMYHbIX 3aBeAeHU. TaK, Hanpumep,
UHcTannaumeln «Mupbl 0CBObOOXKAEHHbIE M 3aTeM CBA3aHHbIE» opopmaeH
pectopaH SAGAYA B Tokuno. MNoceTntenn KnagyT Tapenky Ha CTOJ, a Ha CKa-
TEPTW pPacLBEeTatoT LBETbI M MO Tapesikam nopxatoT 6aboyku. B cBoel KOH-
LenumUn XyA0XKHUKA 06bACHAIOT, YTO BEPAT B LMPPOBbIE TEXHONOTUK, KaK
B BO3MOXHOCTb PacLUMpPATb rpaHuLbl UCKyccTBa. Kpome TOro, C MOMOLLLbIO
MMMEPCUBHbIX MPOCTPAHCTB OHU MbITALOTCA U3MEHUTb OTHOLIEHUA MEXKaY
NOAbMM, CO34aBas NO3UTUBHbIM ONbIT MPUCYTCTBUA 4PYroro?.

OOHUM U3 3HQYUMBbIX acrekmos 8o30elicmeus uHcmanaayuli aemo-
pbl cYUMArom U3mMeHeHue MPOCMpPAHCMEBEHHbIX XaPaKmMepucmukK uzobpa-
3UMmesnibHo20 UCKYcCmea. 3mu U3MEeHEeHUS KACAromCcsa KAk paspyuweHus
2PaHUYy, Mex0y npou3sedeHUAMU UCKYcCcmad, maK U 86IX00a 3a npedessbi
(PU3UYECKUX U KOHUernmyasabHbIX 2PAHUY. dNeMeHTbl O4HON paboTbl Mo-
ryT N1aBHO B3aMMOAENCTBOBATb UM BAUATb HA 3N1EMEHTbI APYrux pabor,

2CM. odnumManbHbIi caifT apT-cTyamumn «TeamLab»: URL: http://www.teamlab.art (Jata o6palye-
HuA: 28.03.2019).
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BbICTAB/IEHHbIX B TOM e NMPOCTPaHCcTBe. ECm Knaccuueckan nepcneKkTMea
M300pasnUTeNbHOIO MCKYCCTBA MCMOb3yeT GUKCUMPOBAHHbIA GOKYC nau
eIMHYIO TOYKY 3PEHMA, TO «yNbTPacCybbeKTUBHOE MPOCTPAHCTBOY» WM-
MEPCMBHOTIO MPOU3BEAEHUA HE NPUAEPIKUBAETCA GUKCUPOBAHHbIX TOYEK
CX04a, YTO NO3BO/AET 3PUTENAM MEHATb CBOM MO3MLMKN U TOYKM 3pPEHUS.
TaKol npuem no3BOASET 3pUTENSAM NPUHUMATb Y4aCTUE B KOMMO3ULMOH-
HOM peLUEHMM XYLOKECTBEHHbIX PAbOT C MX COBCTBEHHbIX MHAMBUAYA b-
HbIX MO3ULMI, MPU 3TOM B3aMMOAENCTBYA C APYrMMU 3puTenamu. B «nno-
CKOCTM CBepXCYObeKTMBHOIO MPOCTPaHCTBa» He cyllecTByeT bapbepos
MEXK Iy 3pUTENIEM U NPOEKLMOHHOM NOBEPXHOCTbIO, YTO 0baeryaer B3au-
MOAENCTBME MEXKAY 3pUTeNeM U MPOU3BEAEHUSAMM NCKYCCTBA, NO3BONAA
€My MHULUMMPOBATb U3MEHEHUS B MPOM3BEAEHNN UCKYCCTBA.

Taknum obpasom, XyaoKHUKK «TeamLab» nepepabaTbiBatoT 1 nepe-
OCMbIC/IMBAIOT KOHLENUUKN M NpeacTaBNeHna NPOCTPAHCTBEHHOMO CO3Ha-
HWA, B TOM YMC/Ie UCCAeAYHOT TPAANLMOHHbIE NPUEMbl UCKYCCTBa ANOHUN,
WHTEPNPEeTMPYa UX C MOMOLLbIO UMdpOoBbIX TexHonoruin. Koraa sputenb
cBob604HO NepemeLlaeTcs B apT-NPOCTPAHCTBE, NPOM3BEAEHNA UCKYCCTBA
TpaHCcHOPMUPYIOTCS, B 3aBUCMMOCTM OT Er0 NMOBEAEHMUSA U ABUNKEHUN. 3pU-
TE/IM MOTYT UCMbITaTb, NEPEXMUTb MCKYCCTBO NO-HOBOMY — Yepes B3auMo-
OEeNCTBUE U COTPYAHMYECTBO, YTO OTCbIJIAET K NPAKTUKE MOAEPHUCTOB, HO
B HOBOM BMPTYa/IbHOM KayecTBe. 34eCb NPOUrpbIBAETCA OMNbIT BUPTYaslb-
HOro Tena (AUCTaHUMOHHOrOo Tesla) MeAnMHOM peanbHOCTY.

Zpyaas cmopoHa ompaxceHUs Pa3eumus CO8PeMeHHbIX MEXHO/0-
euli 8 Uuckyccmee, A8AAUAACA C80€00PaA3HOU aHmMume3ol supmyasnsHo-
cmu, — buoapm, 20e XyO0oxHUKU pabomarom ¢ MKaHAMU, 6akmepusmu,
MUKPOBaMU, UCMOMb3YA HUBYIO MaMepUto, NpueMs! 2eHHOU UHMeHepuu u
KAoHUposaHus. X. Kennet n1LEeT B CBOEW CTaTbe 0 HOBOM XaHpe «nopTpe-
TUPOBaHMA KoXm» (‘skin portraiture’) Kak o pexume npeacTaBNeHUs, Ko-
TOpPbIV A3AeT NPUBUNETUN KBAa3MAHOHWMHbIM, GparmeHTUPOBaHHbIM, yBe-
JINYEHHBIM ¥ aHaTOMUPOBAHHbIM M300parkeHUAM KoK [3, p. 138]. ABTop
CTaTbM YTBEPXKAAET, YTO 3TOT CNOCOD penpeseHTauun nepegaeTt MHGopma-
LMI0 O TENIECHBIX NEPEKMBAHUAX, TaKUX KaK pedIeKCUBHOCTb, SMNaTUA U
PeNALUMOHHOCTb. BUOaPT NepeopUeHTUPYET rpaHULbl MEXKIY «A»/«He A»
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N cybbeKToM/0B6bEKTOM, U XYAOKHUK BPOCaeT BbI30B Ky/bTYPHOW Npusep-
YKEHHOCTU TPALMLMOHHBIM NPEeACTaBNEHUAM O TEIECHOW aBTOHOMMMU.

Takum obpasom, buoapm ebicmyrnaem 8 KAYecmee aHMaz2oHUcmu4ye-
cKoli hopMmbl nopmpemHoU #uUsornucu, Kak ceoe2o poda aHmurnopmpem.
M3yuyas meTadopy «KOXKM Kak TEXHONOrMUY, BUO-apT CO34AET KXMMEPHYHO
KOXKY» MOCPEACTBOM MPAKTUKM KyJIbTMBMPOBAHWA TKaHeM, No3BosiAsA Te-
JTaM BM3YasibHO CTAHOBWUTBLCA POACTBEHHbLIMM, HECMOTPA Ha passnyve B
reHeTuke. «KoKHble NOpTpeTbl» BMoapTa pPaspyLLatoT aNuAepmasbHble
rpaHuLbl, YTO MOPONKAAET FMMNepPTaKTUAbHbIA cnocob HabnwaeHua 3a
CyObEKTOM U €ro KOoXKel.

[lns cBoero TBOpYECKOro npoeKkTa «MembpaHa» aBCTPUINCKaA XyO0XK-
Huua CoHn BEmenb co3aana WepcTAHOM KOCTIOM AJ1 MaHEKeHa, KOTopbIi
MOT pearmpoBaTtb Ha HakTepum KoxKK. Yawka MeTpu ncnonb3oBasach Aas
oTObpaXKeHna BaKTepPMabHOW PEeaKLMN KOXKM Ha LepCTb. 3puUTesb Mo-
eT HabntoaaTb 3a HaKTepuaAMM, KBTOPON MUKPOBOHOM KOXKe», KOTOpYHo
MOXHO HalTM Ha NOBEPXHOCTU HaLIero Tesa. 3T0 NPOMENKYTOYHbIN C/I0M,
MOJHbIN YKU3HU, KOTOPbIV CAYKUT MemMbpaHoi 41A 0bMeHa MexXay Teiom
M OKpy:KatoLlen cpesoi. bnarogapsa cBoemy XygoXKeCcTBeHHOMY MUCCNeno-
BaHWIO 3TOW HEBUAUMOMW MemMbpaHbl, BEMenb CTaNKMBaAET HAaC C MUKPOMMU-
POM Ye/sIOBEYECKOrO TeNa, KOTOpbIM ABNAETCA NNLWb KPOLUEYHOM YacTbto
YKU3HEHHbIX MUKPOOHbIX B3aumogaeincTeuini [4]. MopgobHblie apT-NpoeKTbl
CNocobCTBYIOT OTKPbITUIO 0COBbIX KaYecTB TeIeCHOCTM Ha YpoBHe Buono-
rMYECKoro MMKPOMMPa, OTKPbIBAA HOBYIO PeasibHOCTb AR XYA0KeCTBEH-
HOro UcCnefoBaHMA.

Taknum 06pasom, Hosoe codepiaHUe UCKYcCmea 803HUKAEM 8 KOH-
meKcme HapacMarUWUX NOCMaymMaHUCmMu4Yyeckux meHoeHyull, nocKose-
Ky maKue cMbica1006pasyowue u ¢popmoobpasyroujue KoHyenmeol 8usy-
as/1bHbIX UCKYCCM8, KOK Harnpumep, mesaecHocms mpaHCc@hopmupyomcs
u obpemarom Hosble Yepmeol. OfHAKO 3anafHblii apT-PbIHOK He cnewuT
noaAepnBaTb 3TM TeHaeHumn. 3. LLlaHKeH nuweT B CBOeM UcCien0Ba-
HUK UMdpPOBOTo UCKyccTBa: «Mpobiema HOBbIX MACCOBbIX TEXHOIOTMYHBIX
MCKYCCTB 3aKNHOYAETCA B TOM, YTO OHU HE UCMOb3YIOT ONbIT UCTOPUU U30-
6pasnUTeNIbHbIX UCKYCCTB U TPAAMLMOHHbIX XYA0MKECTBEHHbIX CPEACTB, MNo-
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3TOMY OHU He BHECEHbI NOKa B NoHATUe «artworld» (TepmMWH, BBEAEHHbIN
A. [1aHTO B MHCTUTYLMOHANbHOM TEOPUU MCKYCCTBA, YTO COOTBETCTBYET
ancnosmTtueam M. dyko) Mam mainstream art, BKAtOYAIOLWMIA SKCNEPTUSY
apT-KPUTMKOB, ranepein, KONNeKLMOHEPOB 1 ayKUnoHoB» [5, p. 464-466].
Mo3TOMYy MHOTUE XYAOKHUKN U aPT-KPUTUKM CYMTAIOT HOBbIE TEXHO/IOTU-
YyecKkume cpeacTBa Heyrom COBPEMEHHOIO MCKYCCTBA, KOTIEKLIMOHEPbI He
MOHMMAIOT, KaK MX COXPaHATb B KayecTBe apTedaKkToB, NpoAaBaTb U T.A.
Tem He MeHee XYAOXHWKM BEPAT, YTO KHaBUraumsa mexay LumdposbiMm U
bU3NYECKMM MUPAMU UM UX UHTErpaLmsa CTaHeT OA4HOM M3 CaMbIX BaXK-
HbIX TEM C/IeAYHOLLLEero AecATUNAETUA. A CMellaHHaA peanbHOCTb NpeacTaBs-
NnAeT coboi cBOero poAa MHTPUTY, UHTErpupya uMdpoBoe none B Hally
MOBCEAHEBHYO XM3Hb» [6]. COBpemMeHHble XyA0XKHWUKK, KaK 1 BO BCe Bpe-
MEHa, TaKMM Crocobom MbITaloTCA OTBETUTb Ha XanaerrepuaHcKuin Bo-
NpPOC: YMO MAKOEe YenoseK, 8 YeM CMbICs e20 npebbisaHUsA 8 husuyecKol
pPeanbHOCMU U C02/10C08AHUSA MesiecHO20 Onbima ¢ mpaHcyeHOeHmasb-
HoiM. Kpome Toro, Nnpon3BoACTBO BM3YalbHbIX 06pa3oB B HOBOM TEXHO-
IOTMYECKOM KOHTEKCTE, B YaCTHOCTU C UCMOAb30BaHMEM HoBewnx VR n
AR TexHONOrMin, NpeacTaBnfeTca KpaHe aPpdeKTHbIM A1A NPUBAEYEHUSA
MaCcCOBOTO 3pUTENSA U PA3BUTUA HOBOM ICTETUKM.

CospemeHHbIl meamp Makie aKmusHO UHMezpupyem 8 apceHasn
C80UX 8bIpa3umesibHbIX cpedcms 3KPaHHble mexHosoz2uu. CerogHa B
MocKBe, Hanpumep, MOXKHO HaMTU pa3NnyHble 0bpasLbl TeaTpasibHOM
KYNbTYPbl, B TOM YMC/1e CBEPXCOBPEMEHHbIM W 3KCNEPUMEHTANbHbIA ONbIT
NOCTAPaMATUYECKOTO TeaTpa M NepdOpPMaTMBHOIO MCKYCCTBA CO CBOEW
CUCTEMOM BOCMUTAHMA aKTepa, a uHorga v nepdopmepa (dnektporeatp
«CtaHucnaBckuny, foronb-LieHTp 1 Ap.). B KauecTBe KPynHbIX CaMoCTosA-
TeNbHbIX KYNbTYPHbIX ABNEHUI ABYX CTONWL, B 3TON 061acTu BblaenaeTcs
netepbyprckmii MHxeHepHbI TeaTp AXE M MocKkoBcKaa nabopaTtopus
Omutpus Kpbimosa B TeaTpe «LLKona gpamaTMyeckoro MCKyccTea». ITu
KONINEKTUBbI CMEeLMaNn3nMpyroTCA Ha BM3YasibHOM COCTaBAAMOLLEN KaK
OCHOBE CMEeKTaKNA, W, cnefoBaTe/ibHO, BO MHOrOM BO3BOAAT CBOE TBOpP-
YecTBO Ha BM3YyasibHbIX U TEXHUUYECKUX aTTPaKLMOHax. TaK, Hanpumep, B
cneKkTaknax teatpa «AXE», opraHusosaHHoro B 1989 roay Xy[oMHUKa-
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mn M. Ucaesbim u . CeMUYEHKO, HET NIUTEPATYPHOrO TEKCTA, XOTA YacTo
npucyTcTByeT y3HaBaemasa ¢abyna, paspylaemas B NOCTMOAEPHUCTCKOM
ayxe. MicnosHumenu nocmoaHHO MaHUNyaupytom 6eckoHe4YHbIM Konuve-
cmeom npedmemos U 8bICOKOMEXHO02UYHbIX ycmpolicmes, ¢ MoMoujbio
Komopbix co30aemcs UCKAYUMenbHas meampasabHas peasabHocme. Mo
cnoBam B. MaKcMmoBa, «B 3TOM MUPE Y:KE HET rPaHu MeXy BO3MOXK-
HbIM, HO HEBMAMMbBIM ObObIZEHHBIM YEO0BEKOM M OMepaTtopom, Hopto-
LMMCA-B3aMMOLENCTBYHOLLMM C NnpegMeTamu» [7, c. 361].

B cnekrtaknax nabopatopuu [. KpbiMOBa apTUCTbl, OHU e XyA0X-
HWKW, 3aHMMAIOT CLLEEHNYECKOE BPEMS PUCOBAHMEM, KOIaXKMPOBAHUEM,
neppopmaHcom 1 xanneHnHrom. OHM COeaMHAIOT HECOeAMHUMbIe MaTe-
pvanbl (OT AETCKUX UTPYLLIEK M KapTOHA A0 CI0XHbIX TEXHUYECKMX aTTPaK-
LMOHOB), CUHTE3MPYIOT LLBET M 3BYK W T.N. TaKOW BUA TeaTpa ABAAETCSA eLe
M cBOe0bOpPa3HOM LLIKOMOWN TeaTpanmnsaumnm KusHn. CnekTak/iv okasbiBatoT-
€A MacTep-Kaaccamu no npeobpaskeHuto BceneHHol BOKpyr cebsa: Kak 13
XNama, Mycopa, Xaoca NpeaMeToB CO3/aTb XyA0XECTBEHHYIO cucTemy [8].

B uenom B TeaTpasibHOWM KyAbType ABYX CTONWL, T€ UAW UHblE BbICO-
KMe TEXHO/IOTUW B PABHOM CTEMEHW MPUCYTCTBYIOT KaK B TPAAWULLMOHHOM
dopme, TaK 1 B IKCNEPMMEHTANbHOW. OCTaHOBMMCA Ha Hanbonee pacnpo-
CTPaHEHHOM NpMeme UCNO/b30BaHUA TEXHOIOTNIA B TeaTpe — NpUMeHe-
HWW 3KpaHa M Pa3HOro poda MPOEeKUMiA B CMEKTaKAAX — M PacCMOTPUM
BO3MOXHble XyA0XecTBeHHble QYHKLMMN 3KpaHa B Pas/INYHbIX TeaTpalib-
HbIX dpopmax. Bo MHOIMX caydasx MPUCYTCTBME 3KpaHA U BUAEOMPOEK-
UM B CNEKTaK/le He BeAeT K POXKAEHWUIO HOBOro TeaTpasibHOro A3blKa.
B mpaduyuoHHOM dpamamuyeckom meampe 0esneHue Ha 8U3YasnbHOe U
meKcmyasnbHoe® onpedesisem Mecmo 3KPAHA KaK Yacmu cyeHozpagpuu e
KOHMeKcme ece2o meampasbHo20 npocmpaHcmea. CyeHozpagusa 8 ma-
KOM meampe 8mopuyHa o OMHOWEHU K dpamamypeuu CrieKmakss,

3Mo mHeHuto M. Masu, 3TM ABa 31emMeHTa TEKCTOBOrO TeaTpa ABAAITCA OCHOBHbIMU KOMMOHEH-
TamMu TeaTpasibHOro NpeacTasneHus. BusyanbHoe (4eNCTBYET NPUHLMN CUMY/IBTAHHOCTM): Mrpa
aKTepa, 06pasHOCTb CLeHbI, CLieHorpadus, CLeHUYecKe 06pasbl; TEKCTyabHOE (AeNCTBYET NPUH-
LM NOCAef0BaTeNIbHOCTM): APaMaTUHECKMIN M TEKCTOBOM A3blK, CUMBO/IM3ALIMA, CUCTEMA MPOU3-
BOJIbHbIX 3HaKoB [9, c. 34-35].
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npucymcmayem 06bI4HO 8 Ka4ecmae 0eKopayuu. B 3Tom ciyyae BbiCOKMe
TEXHOIOTMM OCTAKOTCA TOXKAECTBEHHBIMU CAMUM cebe B CUCTEME Xy 0MXKe-
CTBEHHbIX LEHHOCTEN U He TpaHCHOPMUPYIOTCA B HOBOE MOHUMAHUE UK
HoBOe 3HauyeHwue. Hanpumep, B cnektakne AHapea Moryuyero «ly6epHa-
Top» B BAT MmeHnu I. ToBcTOHOroBa B cLeHe, Korga lybepHaTop egeT 3a
ropog, Ha HeboNbLIOM 3KpaHe Ha 3afHUKe NMOABNAETCA BUAEOMNPOEKLMA
cenbCKol poporu. Cugalme nepea, Hel akTepbl IKLLb Cerka NoKaymea-
toTCA, M306paxkan e3ny B KOMACKE, @ 3a UX CMMHAMMU YXOAMUT BAA/b Pas-
6uTan fopora. IKpaH CO343AET WAIO3UIO ABUMKEHWUA, YTO 3HAUMTENbHO
ynpoLLaeT UCNO0/b30BaHME XYA0MKECTBEHHbIX U [eKOPaLMOHHbIX CPeacTs
PEXMCCEPOM, HO HUKAK He B/IMAET Ha CyLLLeCTBOBAHME aKTEPOB B AAHHOWM
cueHe.

B cnekTakne AHTOHa AgacunHckoro «MaHaenblwTam. Bek-Bosnkoaas» B
loronb-LeHTpe TakKe ncnonbsyetca GoHoBas NpoeKkLuma. Ha npoTaxkeHnn
BCEro CMeKTaK/A Ha BCHO NJoLLaAb 3aiHWKA NpoeumpyeTtca n3obpaxeHue
nons, ctonboB Ana anekTpuyectsa u berywme obnaka. ITa NnpoeKkums, No
CYyTU, ABNAETCA NEePCNeKTUBHbIM MPOAO/IKEHUEM TeX peasibHbIX AeKopa-
LA, KOTOpbIe CTOAT Ha CLieHe BO BPEMA CNEeKTakNA. 34ecb 3KpaH co3aaeT
3¢ dekT BecKoOHeYHOro NPOCTPAHCTBA, YXOAALLErO 3a Npesenbl CLEeHbI-Ko-
pPObKM, OTKPbITOro B My6UHY. HO apTUCTbl HUKaK He B3aMMOZAEWCTBYIO C
3KPaHOM, a /Wb CyLLecTBYOT Ha ero ¢oHe. C Xy[0XeCTBEHHON TOUKM
3peHWA 3TO HEYYUTbIBAHME OLHOW KyAbTYPbl APYrOi KyNbTYpOW (HeyumnTbl-
BaHWe 3KpaHa TeaTpPoM) NMPOU3BOAMUT BKyMe CO BCEM NOCTPOEHWUEM CMEK-
TakAA Nto60NbITHLIN 3GDEKT paCCUHXPOHHOCTU. «CnekTakab ABAaCUMHCKOro
MOCTPOEH Ha 3TOM PAaCCUHXPOHE BEIMKMUX CTPOK — U CNIOMAHHOM KU3HU:
MaHZenbLITam B HEM C/IOBHO He aBTOP COOCTBEHHbIX C/IOB — Mbl 3aCTaem
€ro TaKMM, KaKMM ero He 3aneyaTsienn CTUXM, He 3aNOMHUAN NoYUTaTeNN.
Mpu3pakom camoro cebs, B KoTopom obLime ana Bcex Noaen TenecHasn
YA3BMMOCTb M CTpax CMepTU He mepeKpbiBatoTca Hosiblie CBALLEHHbIM
OrHemM no33uun. A HaNnpoTUB — eLle NOACBEYMBAIOTCA KAualoLWMMCA B ero
PYKe *KaNKnm ctopoxKesbiMm dpoHapem» [10].

B b6anete Kupunna CepebpeHHuKoBa «lepoit Hawero BpeMeHU» B
Bonbluom TeaTpe B rnaBe «TamMaHb» (BTOpan YacTb CMEKTaKAA) Ha 3a4HMK
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npoeLmpyeTcs n306parkeHne MOPCKMX BOJH. Takum obpasom, 3agaeTca
NPOCTPAHCTBO AeNCTBUA, YNPOLLAETCA TEXHUYECKOe pelleHne CNeKTakaA.
Kpome Toro, B cCO4YeTaHUM C NPUMYLIEHHBIM CBETOM Ha MPOTAXKEHUN BCEN
YyacTu NpoeKkumsa co3gaeT ocobyo atmocdepy, KOTOpyo BOCMPUHUMAET
3puUTeNb, HO HE apTUCTbI. Ha MCnoNHUTENbCKOE MacTepcTBO GOH HUKAK He
B/IUAET, KaK M He BAUAET OH Ha BUAOM3MEHEHWNE XYO0XKECTBEHHOrO f3bl-
Ka TeaTpa KaK TakoBoro. Mpoekums 34ecb UCMOb3YETCA UCKAOUUTENIBHO
BC/IEICTBME TOrO, YTO B NPUHLIMME KKYAbTypa B MHOPMaLMOHHOM 0bLe-
cTBe Bce 6oee BUPTyannsmpyerca. ITo eCTeCTBEHHbIM MPOLLECC, MOCKO/b-
Ky YesoBeyeckan AeATeIbHOCTb BO BCeX chepax CTPeMMUTC COOTBETCTBO-
BaTb YPOBHIO TEXHO/IOTMYECKOrO pa3BuTma» [11, c. 291].

B BosibLuOM TeaTpe B BeYepe apTUCTOB baneTa nod 06LWumM Ha3BaHK-
em «[lbeca gna Hero» (noctaHoBKa AHTOHa MumoHoBa, Cuawn Jlapbu Le-
Kayu, AHgpen KaingaHosckoro, Mapuxo AnbBapeca, NMunapa AnbBapeca 1
Knayauno XodbdmaHa) ncnonbayetcsa cpasy HECKONbKO GOHOBbIX NPOEKLMIA
B Pa3/IMYHbIX YacTAX CneKTakas. Bo BTopolt yactn («PaBH») Ha 3a4HMKe
NnosBASAETCA /lec, CHayana B BUAE HEMOHATHbLIX TEMHbIX M CBET/IbIX NOJIOC.
3atem, c pa3BUTMEM AEWNCTBUA U YBE/IMYEHMEM APKOCTU CBETA Ha CLEHE,
BCe 6o/iee OTYETIMBO CTAHOBATCA BUAHbI AepeBbaA U bypenom.

B yeTtBepToM yactn («HOr») us-3a ApamaTUYECKOro passBuTUA OeW-
CTBMA M NEPEHEeCeHna ero B pasHble MPOCTPaHCTBA MCMOAb3YeTca cpasy
HeCKo/1bKo GOHOBbIX PUCYHKOB. CHayana — 3TO CTeHa TIOPEMHOW Kamepbl,
B KOTOPOI CUAUT TNaBHbI repoli U BCMOMUHAET CBOIO N1060Bb (MPUUMHY
€ro TIOPEMHOro 3akK/todeHus). KapTUHKY Ha 3aAHMKe AOMOMHAT NPOoeK-
UMW BEPXHUX COPUTOB — HA MAAHLIET CLEHbl NPOeUnpyoTca n3obpaxe-
HWA peLleToK. 3aTem, KOraa repoi nepemeLLaeTcs U3 TIOPEMHOWM Kamepbl
B FOPO/ACKOW PalioH, Ha 3aAHUKE MNOABAAETCA NepPCrekTUBHAn NPoeKLms
CTaporo eBpoOnencKoro ropoda. HakoHew, nocnegHsasa AoKauma — UHTe-
pbep PecTopaHa, C KPacHbIMM CTEHAMM, KOTOPbIE TaKKe NPOABAAIOTCA Ha
3afHMKe. ITU CTeHbl (M cnepyrowas NPOeKLMs JIeCTHULL) COOTBETCTBYHOT
CTU/IIO TaHUA — Becb baneT NoCTaBaeH B CTU/IE TaHTO (Ha My3blKy AcTopa
Mbauuonnbl 1 ap.). CoO6CTBEHHO, KAXKAAA KAPTUHKA COYETAETCA C TaHLEM,
npuayMaHHbIM xopeorpadom u AeWCTBYET Ha 3pUTE/IbCKOE BOCMpPUATHE.
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Ho He Ha apTMcToB. OHM HMKAK He B3aMMOEMNCTBYIOT C M300parkeHUaAMM.
MpoeKunn 3a4aloT YyCNIOBHOE NPOCTPAHCTBO, B KOTOPOM apTUCTbI Cylle-
CTBYHOT. JTl06ONBITHBIM B AHHOM C/ly4Yae ABNAETCA 3pUTe/IbCKOe BOCMpU-
AThe. Y 3puTens, NPUBbIKLIEr0 K NOCTOAHHOMY NOTpebneHUIo 3KpaHHOM
npoayKumMn, paboTaeT NPUHLMN MMMYIbCUBHOTO PearMpoBaHum, Y4To Mno-
poxgaeT dparmeHTapHOe BOCNPUATHE OeNCTBUTENbHOCTY.

B penpeseHTauumn aKkpaHa pasnnyalotca GeHOMeHanbHasA U CeMUO-
Tnyeckasn Gopmbl. B xoae cnekTakaa NePCOHaXKM MOTyT CMOTPETb KMHO U
TeNeBn3op, 3aX04ANTb B MHTEPHET, UTPaTb B KOMMbIOTEPHbIE UMPbl, Pa3ro-
BapuBaTtb No «CKavny» u T.4. Ecin B 3TOM cnyyae OHWM UCMOAb3YHOT Ha-
CTOALLMI 3KpaH (1M60 NPOEKLMIO), TO OH YiKe nepecTaeT ObiTb UL 3/1e-
MeHTOM fAeKopauuun. Torga B TeaTpasibHbli MUP CMEKTaKAA BHeapAeTca
3KpaHHaA ¥ BUPTyasibHaA Ky/lbTypa Kak TakoBas (faxKe ecv KUHo- Tene-
MAn VIHTepHeT-NPOCTPaAHCTBO BMMCAHbl KaK pPEXUCCepCKoe pelleHue B
ncTopumyeckyto noecy). OgHaKo Takoe BHEAPEHUE MO-NPEKHEMY OCTaeTcA
NPoABNEHMEM TPALULMOHHOMN CUCTEMbI XYLOMECTBEHHbIX CPEACTB Tea-
Tpa. OgnH 13 TakMX — cnekTaknb AnekcaHapa bapkapa B PAMTe «fl xouy
B LUKO/Iy». Bo BTOPOM aKTe pexunccep BBOAMUT HEKoe noaobue Tenesusu-
OHHOrO 3KpaHa. 3TU 3KPaHbl «BMOHTUMPOBAHbI» B AEKOPaLMIO CeKTaKAA.
OHM BbICTPO CMYCKAOTCA U NOAHUMAIOTCA BMECTE C APYrMMU S1EMEHTAMM
cueHorpaduu. lfepoun K HUM obpalLLatoTcA TOrAa, KOrAa K HUM UAET NOTOK
MHGOpMaLMM M3BHE NPOCTPAHCTBA CNeKTakAA. 1o cyTu — 3T0 06bIYHbIN
Tenesn3op, B KOTOPOM MOKa3bIBAOT CIOXKET Npo 34-10 WKOAY M Npo [0o-
Ka3aTeNbCTBa UCTOPUYECKOW 3HAUYMMOCTM ee 34aHuA. Takum obpasom,
3KpaH B 3TOM CMeKTaK/e, KpOMe BCero npoyero, HeceT B cebe peanusa-
LMIO TAaKMUX KaTEropUii KaK BHECLLEHNYECKOe 1 BHETEKCTOBOE.

B cnekTakne Agonbda Wanupo «Meducto» B8 MXT nmeHu Yexosa B
KOHLLe nepBoro akta XeHapuk XedreH (Anekceit KpaBueHko) u lMpodec-
cop (CtaHucnas JIl0OLWMH) CMOTPAT OTPbLIBOK M3 KMHOGMIbMA, B KOTOPOM
CHWMMaCA FNaBHbIN repoV CNeKTaknAa — M3BECTHbIW akTep. lMpoekuma B
JaHHOM cnydae paboTaeT B KayecTBe 3KpaHa KMHOTeaTpa, Ha KOTOpOoM
TpaHcaupyetca GunbmM. ApTUCTbI CUAAT CMUHOW K 3pUTENIO U CMOTPAT BMe-
CTe C HUM Ha 3KpaH. B gaHHOM cnyyae Npoekuma BbINOAHAET QYHKLUMIO
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dbeHoMeHaIbHOro 3KpaHa v ANA 3puUTeNs, U A1a NepcoHaXKen, u B3aMmo-
[AelncTBue nepsbiX M BTOPbIX C IKPAHOM OAMHAKOBOE.

MpuHyunuansHo uHol popmoli y4acmus 3KpaAHA 8 CrieKmakxse cma-
Hosumca mom cay4ali, Ko20a 3KpHa A819emca Heomwvemaemol 4acmoro
CNEeKMaKnA KaK rnpouszsedeHusa UCKyccmead, Ko20a OH eruceieaemcs 8
HOBYIO 3CmemuKy meampa U 4acmo ebicmpausaem C80K 3CMeMmMuUKy
BOKpYy2 cO6CMBEHHO20 NMPUCYMCMBUs. IKPaH UCMO/b3YETCA B CMEKTaK/e
«3cTeTbl» Ceprea ApoHKWHA B TeaTpe MMmeHn MoccoBeTa Ha NPOTAKEHUN
BCEro CNeKTakna. B KarKaom v3 AByX AeNCTBMIA OH BbINONHAET pasHble
bYHKUMW. KaK MOHTaXKHaa eauHMLA OH MCNO/b3yeTca B NEPBOM aKTe,
Korga aKpaH — 3To nepebuBKM mexay cueHamu. Ha Hem TpaHcaupyeTcs
HECKO/IbKO KOPOTKMX BMAEO3anuceli, KOTopble NOKa3blBalOT PasHbIX KO-
MMYECKUX XYLOKHMKOB. MOCKONbKY peyb B CMEKTaKae naet ob NCKyccTse,
TO 3TU NPOEKUUN ABNAIOTCA KOMMEHTAPUAMM K AENCTBUIO U accoumaum-
AMM NO MOBOAY XYA0MKECTBEHHOW MPobaeMaTKM Nbecbl. AKTEPbl HUKaK
He B3aMMOZEMCTBYIOT C 9KPAaHOM, TaK Kak B MOMEHT, KOraa 3anycKaeTcs
BMAEO0, UX HET Ha CLieHe. Bo BTOPOM »Ke aKTe CNEeKTaK/1A 3aKaApoBbli MOH-
TaXk MEHAETCA Ha BHYTPMKALPOBbIA — 3KPAH CTPEMUTE/IbHO BHEAPAETCA B
XOZ, AEVCTBUA, KOMMEHTUPYSA €ro, UANOCTPUPYA U ONpeaenss MecTo fen-
CTBMSA, LEMOHCTPMPYA BHYTPEHHUI MUP repoeB M NoABepras Bce Npouc-
XogsLLee MPOHUU. B 04HOM M3 CLLEH repomn yAaNAoTCA 3a Ky/UChI, @ 3KpaH
NPOAONKAET UX AENCTBUA, AEMOHCTPUPYS 3PUTENI0 HEKUN BUAEOKAWN
(cnanp-woy), conpoBOXKAAIOWMIACA 3aKaLPOBbIM TEKCTOM MEpPCOHaXKeMN.
TaK, aKkpaH 8 OAHHOM CrieKmakKsie — He 8CrIoMo2amesnbHaAs, d CaMoCmos-
mesnbHasa eOUHUYA, pabomarow,as Ha pacwupeHue e2o CMbIC/08.

B gpyrom cnektakne TeaTpa umeHn Moccoseta — B «MOpCKOM ny-
Tewectsun 1933 roga» tOpusa EpemmHa Ha cueHe YCTaHOB/EHO HeboNb-
Loe NOMOTHO, KOTOPOE HAXOAMTCA BHYTPWM NMOBOPOTHOrO Kpyra v nepe-
MeLLaeTcA BMecTe C HMM, OKasbiBaACb TO cnepeaun, To c3aau. boabwyto
YacTb BPEMEHM Ha HEro NpoeumpyeTca M3obpaxkeHne BoAbl — MOPCKUX
BO/IH, TaK KaK OeNCTBUE CMEKTaK/IA NPoMCXOAUT Ha Kopabne. 3To cBoe-
ro poZa nopTasa B ApPYroe NpoCcTPaHCTBO, Yepe3 KOTOPbIN OAMH 13 repoes
CNEeKTaKNA yxoamuT B MHOM MUP. MIHOrAa Ha 3KpaHe NOABAAIOTCA «TUTPbIY.
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B oZiHOW M3 CLEH OH UCMOb3YeTCA Kak npucnocobneHne K TeaTpy TeHew,
KOra akTepbl CTOAT 32 3KPAHOM, U 3pUTENb BUANUT TONbKO UX CUAYITbI. Ta-
KM 06pasom, 8 OaHHOM CrIeKmakse 3KPAaH U MpoeKyus ocyulecmesnsaom
8HYMPUKAOPOBbIL MOHMAX, O, KPOME Mo2o, A8a7t0m coboli omkpsimoe
pocmpaHcmeo uHmeprnpemayuu.

SKpaH Mmoxcem cmame U HermocpeodCmMB8eHHbIM NePCOHAMEM CIeKma-
KA — KaK peasibHbIM, MAK U HepeasbHbIM. ITO MOXKET bbITb 6or, aHre-
XpaHuTens, cyabba/daTym, aBTOp/pacckasuvK, npuspar/ayx, anbrep-ro
repos, cam repoit B ceoem byayliem, NpoOLWIOM WAM B NapannenbHoM
peanbHOCTM U T.4. MOCKONbKY B3aMMOAEWCTBME C TAKUMM NMEPCOHAXKaMM
BecbMa 3demepHo, TO M cama NPUPOAA BO3SHUKHOBEHMA NPOEKL MM 34eChb
[OBOJ/IbHO YC/IOBHA M He MPMBA3aHA HEMOCPEACTBEHHO K 3KpaHy. ITO Mo-
KeT bbITb CTEHa, 3aHaBECKa, 1t06an MOBEPXHOCTb AEKOPALMK, B TOM YMCe
M ropu3oHTaNbHas (non, notonok). Tak, B «[ybepHaTope» AHgpes Moryye-
ro B BAT nmeru I. TOBCTOHOroBa, MOMUMO APYrnx GYHKLUIN 3KpaHa, ecTb U
aTa. Ha NpoTsaXeHn BCEro CNeKTaKkA TO U Ae/10 NOABAAETCA MCKAXKEHHbIN
(KaK 1 Bce NpoeKuuMK B CNeKkTakne) nopTpeTt camoro NybepHaTopa — aKTe-
pa AmuTpusa BopobbeBa B rpume M KOCTIOME ero nepcoHaka. ObblYHO 310
MPOUCXOANT B MOMEHTbI HaMOObLUErO MOTPYKEHUA NEPCOHAXKA BHYTPb
cebn, Hanbonee cunbHOM pedaeKcumn repos Hag CBOEN Ku3Hbto. Mo Ha-
6ntoaeHuto K. SlapuHon, «BUAeOpAa OTBEYAET 3a NoAco3HaHMe repos. Ha
6onbluMe nopTasabl NPOEUMPYIOTCA KpynHble MaaHbl (CTon-Kagpbl) Aew-
CTBYIOLLMX /1ML, (B HETaTMBE), Kagpbl CMOHTUPOBAHbI C 6€3YKOPU3HEHHBIM
BKYCOM B TAKT NMCUXMYECKOMN PeasibHOCTU NPOUCXOAALLENO Ha cueHe» [12].

MoxoKan cuTyauma npoucxoauT B cnektakne Knupunna CepebpeHHu-
KoBa u [aBuaa bose «Metamopdo3sbl» B foronb-UueHTpe. To/IbKO B 3TOM
CMeKTaK/ie NopPTPEeTbl aKTEPOB BbIBOAATCA Ha 3aA4HWIN 3KPaH, PacTAHYTbIN
BO BCHO CLIeHy. Ha Hero npoeumpyoTca Mua pasHbix apTucToB. Ho ux nop-
TpeTbl — He 0bpasbl Urpaembix UMW NepcoHaxKel, a obblyHble doTorpa-
dun 13 noptdonno aktepa. Takum obpasom, 8 OGHHOM Csy4ae Nosess-
emcs aghhekm ocmpaHeHus, Ko20a HapAOY C AUYHOCMbIO-EePCOHANEM
3pumesnto HAMNOMUHAOM O Cyw,ecmeos8aHuu AUYHOCMU-akmepa. Kak yT-
BepykaaeT P. bapT, «ouyKaeHne — 3a4a4a PEeKMCCePCKas, a He aKTepcKas.
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MHaue roBops, OTCTPAHUTBLCA — 3TO HAPYLUUTb KPYroobopoT, CyLecTByto-
LM MEXKIY aKTEPOM M €ro CTPACTAMM, HO TaKKe, U 3TO BarKHee BCero, Ha-
NafiuTb HOBbIM KPYroobopoT MeXay PO/bio U ee 3HaYeHMEeM A0S Leoro»
[13, c. 107-108]. Ba*KHO OTMETUTD, YTO 3PPEKT OCTPAHEHUA [OCTUTAETCA B
[JAHHOM C/lyYae MMEHHO C MOMOLLbIO UCMO/Ib30BaHMUA 3KpaHa.

HakoHew, 00Ha U3 meHOeHYyull UCrnoa6308aHUS IKPAHA — KUHEMa-
moeapaghuyecKkas npoeKyus, Ko20d Kamepd CHUMaem apmucmos 8 pexu-
Me peasnbHo20 speMeHU U MpPaHcaupyem u3obpaxceHue KpynHoz0 naa-
HQ Ha 3KpaH. B oTaenbHbIX CyYanx n3obparkeHne MOXKeT bbiTb 3apaHee
HanMcaHo, a apTUCTbI NINLIb CUHXPOHHO C HUM NOBTOPSOT PUCYHOK POAN.
B maHHOM cnyyae npoekums TpebyeT OT akTepa 0coboi TEXHMKM cylie-
CTBOBAHMWA Ha CLLEHe, MOCKOAbKY KPYMHbIM MAaH He AOMyCKaeT BO3MOX-
HOCTU HETOYHOM UrPbl UM OLIMBOK, KOTOPblE MOTYT ObITb HE3aMETHbI B
06blYHOM TeaTpe. KpynHbili naaH TpebyeT aKTEPCKOM TOUHOCTH, @ TaKKe
MaKCHMMa/IbHOW KnHemaTorpapuyeckon NpoctoTbl U NPaBAMBOCTU. Takan
NPOEKLMA He TO/IbKO BAUAET Ha UTPY, HO M 3a4,aeT apTUCTY ONnpeaesieHHble
3aKOHbI CylLecTBOBaHUA. B. CeHbKMHA YTBEPIKAAET, YTO «Kamepa yCUan-
BaeT KOHOPOHTALMIO MeXAY akTepamu v 3putenamm. OHa faeT BO3MOXK-
HOCTb MOCTOAHHO MUrPaTb C CYLLECTBYIOLLEN AUCTAHUMEN MEXKAY aKTEPOM
n nybankon. AkTepbl no3BonstoT cebe To 3abbiBaTb 0 3puTene, paboTas
UCKNOUUTENBHO ANA Kamep, TO HaobopoT, 06LaThCa UCKNHOYUTENBHO CO
3pUTENbHbIM 33/10M U AeNaTb BUA, YTO 338 HUMK ByATO KTO-To HabaogaeT»
(14, c. 77).

TaKan npoekums ncnonb3yetcsa B bonbliom TeaTpe B cnekTakne [Axo-
Ha Hoiimalepa «AHHa KapeHuHa». B cueHe, Korgaa KuTu nepeskmsaer
HepBHbI CPbIB, @ J/IeBMH HABELLAET ee B CAHATOPUK, Ha IKPaH TPAHCAUPY-
OTCA ML aPTUCTOB. MX 3MOLLMM BbIHECEHbI OTAENBHO KPYMHbIM NJIaHOM,
MOCKO/bKY [asKe cuaa B napTepe orpomHoro 3ana bosbworo Teatpa, He
BCErZa MOXKHO PasrnageTb MUMWKY UCNosHUTenei. 34ecb BMAEO 3apa-
Hee 3anucaHo, NoaTomy online-kamepa He ncnonbsyetca. Micnosb3oBaHue
3KpaHa TpebyeT OT aKTEPOB TOYHOIO NOMAAAHNUA B My3bIKY U TPAHCAUpPYe-
Mble ABUXKEHUS U IMLIAET X BOSMOXKHOCTU MMMNPOBU3ALLMK, 3aMea/1eHMS
WNM yBeNMYeHna Temna TaHua. [lpoexkyusa 30ecb cmasum apmucmos 8
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Hecmkue pamMKu, 10MAA Komopsle, UCHoaAHUMeU paspywarom cyeHuye-
CKYIO UNAH03UI0, HE0bX00UMYH 0719 Kax 0020 NMoKaA3a CEeKMAKIA.

MoapbIToXMBas 0630p 3KPaHHbIX TEXHOOMMIA B BU3YasibHbIX UCKYC-
CTBaX, Mbl MPUXOAMM K BbIBOAY, UTO UX POJIb MOXKET BbITb KaK cyrybo Tex-
HUYECKOW, NO3BONAIOLLEN XYAOKHMKY MW PEUCCepY CO34aBaTb HOBYHO
dopMy penpeseHTaummn, Tak U XyA0XKECTBEHHO LLEHHOM M CMbiC1006pa3sy-
lOLLLEeN, YTO NEPCMNEKTUBHO AN PA3BUTMA BbIPA3UTENbHbIX CPEACTB U A3bl-
Ka MCKyccTB. Kpome TOro, B 60/1bLWIMHCTBE COBPEMEHHbIX NMPOU3BEAEHUMN
BM3Yya/IbHOTO MCKYCCTBa XYAOMHUK QUKCUPYET MepecTporiKy U BO3HUK-
HOBEHMEe HOBOrO TWMa 3CTETMUYECKOro BOCMPUATMA YeNoBEeKa 3Moxu no-
NIMOHTM3Ma, rae 06pasbl KOANEKLMOHMPYIOTCA U FeHEPUPYHOTCA B HOBOM
MeaUMHOM M3MEPEHMU, a TaKKe anpobumpytoTca HoBble GOPMbI B3aUMO-
[LeNCTBUA 3pUTeNa U NPoU3BeaeHNA UCKYCCTBA.
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3AWLNTA ABTOPCKUX NMPAB B POCCUNIN
B MPOM3IBEAEHNAX MACCMEANA
B KOHTEKCTE MEXKAYHAPOAHOTIO OlbITA

AHHOTaumsA. CTaTbs NOCBALLEHA UCCAeA0BaHUI0 OAHOW U3 raBHbIX Npobiem
COBpeMeHHOro obLecTsa — MexaHWM3My 3alLUTbl aBTOPCKMX NPaB Ha NPous-
BeAEHUA Maccmeama B POCCUMM B KOHTEKCTE MEXAYHapOAHOro onbiTa. Bax-
HOI TeHAEeHLUMeNn COBPEMEHHOCTU ABNAETCA Pas3BUTME INEKTPOHHbIX CMMU,
POCT MONYNAPHOCTM HE CTO/IbKO KAacCUYeCcKoro TefieBuaeHus, a MHTepHeT-
mefama, kaHanos Youtube.com, Telegram., BbICTynatowWumx He TONbKO B Kade-
CTBE HOBOCTHOIO KOHTEHTa (Noly4eHnsi HOBOCTE), HO U BbINOAHAIOLLMX PO/Ib
WCTOYHMKOB pa3B/iedeHus, NPOCMOTPa Cepunanos U GuAbMOB, COPTUBHBIX
KaHaNoB, KaHa/NoB 0 MeAMLMHE, UCKYCCTBE, KYNbTYPE M KPacoTe, a TaKkKe B
KayecTBe UCTOYHMKA NONyYeHNUA HOBbIX NPOdECcCHOHaNbHbIX 3HAHWI, 06CYK-
[LeH1A SKOHOMMUYECKMX NMPO6IeM U TEHAEHLMIA B SKOHOMUKE, MOUTUKE, Ha-
YKe 1 TexHuKe. [laHHy0 TeHAEHUMIO CIOXKHO OCTaHOBUTb — 3TO MPOLLECCHI,
npoucxoAslimMe B Maccmeama B MMPOBOM MacluTtabe. OgHaKko BOMpoC, Ha-
CKO/IbKO Npu 3TOM cob61t04at0TCA aBTOPCKME MPaBa M HAaCKO/bKO 3G deKTUB-
HO paboTaeT MexaH13M 3alLUMTbI STUX NPaB, ABAAETCA OAHUM U3 aKTyabHbIX
B KOHTEKCTE peann3aLum MexayHapoaHbIX NPMHLMNOB M HOpM. dnarmaHom
B Pa3BUTUWN KOHTEHTa MacCMeAuna ABIAIOTCA pPa3BuTble 3apybekHble CTpaHbl,
a no3unummn Poccum noKka HaxoaAaTcs Ha 6osee HM3KOM yposHe. OfHaKo He-
npepekaemMoit 3anagHoi LeHHOCTbIO ABAAeTCA COb/oAeHMEe 3aKOHHOCTH, B
TOM YMCNe B TaKMX BOMpPOCax, Kak aBTOpCKoe npaso. KOPPEKTHOCTb U3/10-
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KEHUA MaTepwuana, cobofeHne nNpas aBTOPOB, CTPEMIEHUA K CO34aHMI0
HOBbIX HEOPAMHAPHbIX NPOW3BefEeHU, obecneunBatoWMX MUAIUOHHbBIE
NPOCMOTPbI U KaccoBble cHOpbI, C OLHOM CTOPOHbI, M OTPULLAHWNE HE3AKOHHO-
ro UCMONb30BaHUA OTPbIBKOB NPOM3BEAEHMI aBTOPOB 6e3 BbinaaTbl aBTOp-
CKOro BO3HArpaXkAeHus, C APYro — CTanu OAHOM W3 aBHbIX TeHAEHLMIA
pa3BUTMA MMPOBbLIX MeAManHAYCTPMit. MoroHs 3a ayauMTopuei NpocMoTpa
KOHTEHTa B Poccvm HepeaKo MOPOXKAAET KeaHne Mmeana-nponssoanTeneit
[06aBUTb APKME «KpUYaLLME» MOMEHTbI B CBOM MPOTrPaMMbl, Pagu yBenu-
YEHWA NOAMUCYMKOB, MPOCMOTPOB KaHA/I0B, MOAKNOUYEHUA HOBbLIX NOTPEHM-
Tenei CNyTHUKOBOrO TENEBUAEHMA, UCMONb3YA arpeccuBHytO peknamy. Ha
NPOTANKEHUN LONTMX NIET HACANKAANMCL CTEPEOTUMNbI NOBEAEHWA OTKasa OT
cobt0AEHMA TaKOro BEAYLLEro MPMHLMMA NPaBa, Kak MPUHLMM 3aKOHHOCTK.
[aHHbIA NPUHUMN He BOCMIPUHUMAICA KaK HenpepeKkaemas LeHHOCTb. CKo-
pee, feCATUNETUAMM K Hemy GOPMUPOBaNOCh NpeHebpeKeHne, NpoTuBne-
HWe npasy, NPaBOBON KynbType, COBNOAEHMIO NPABOBbLIX HOPM, HEBEPUIO B
3¢ deKTUBHOCTb 3aluTbl CBOMX NPaB. B CBA3M C 3TMM HA NepBblit NAaH Bbi-
XOAMT BOMPOC MeXaHWM3Ma 3aLLWTbl aBTOPCKUX Npas, 3GpdEeKTUBHOCTYH ero 3a-
WMTbI B POCCMM B KOHTEKCTE MMPOBOTO OMbiTa.

KntoueBble cnoBa: aBTOpPCKOE NpaBso, 3alLWTa aBTOPCKMX NPaB, MaccMeama,
NPOU3BEAEHNSA KMHO U TeNeBUAEHWUs, UMMIEMEHTALMA MEXAYHAPOLHbIX
HopM, KoHcTuTyumoHHbi Cyg Poccuiickoit ®eaepaunn, EBponeickuii cyg,
no npasam yesoseka, EBponeiickuit cya cnpaBea/iMBocTy
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DEFENSE OF COPYRIGHT IN RUSSIA
IN MASS MEDIA WORKS IN THE CONTEXT
OF THE INTERNATIONAL EXPERIENCE

Abstract. The article is devoted to research of one of the most important
issues of present-day society—the mechanism of defense of copyright to

HAYKA TENEBUOEHNA Ne 15.1, 2019



mass media works in Russia in the context of the international experience.
An important tendency of modernity is the development of electronic mass
media, the growth of popularity not as much of classical television as Internet-
media, such channels as Youtube.com and Telegram, presenting themselves
not only as news content (obtaining news information), but playing the role of
sources of entertainment, watching serial movies and films, sport channels,
channels about medicine, art, culture and beauty, as well as of the source
for receiving new professional knowledge, discussion of economic issues
and tendencies in economics, politics, science and technique. It is difficult to
stop the present tendency — these are processes taking place in mass-media
on a world scale. However, the question to what extent copyright is being
observed and how effectively the mechanism of its defense works is one of
the most relevant in the context of realization of international principles and
norms. The flagman in the development of the content of mass media are
the developed foreign countries, while the positions of Russia still remain on
a lower level. However, the indisputable Western value is the maintenance of
legality, including in such questions as copyright. The accuracy of statement
of the material, maintenance of the author’s rights, the aspiration towards
creating new, unordinary works, gathering millions of viewers and box office
results, on the one hand, and rejection of unlawful usage of fragments of
works by authors without payment of honorariums for authors, on the other
hand — all of this has become one of the main tendencies of the development
of world media industries. The pursuit of an auditorium for watching the
content in Russia frequently generates the wish on the part of the media
creators to add vivid “tacky” moments in their programs, in order to augment
the number of subscribers, views of channels, involvement of new viewers
of cable television with the use of aggressive advertising. During the course
of lengthy years there has been imposition of stereotypes of behavior of
rejection of maintenance of such a leading principle of right as the principle
of legality. The given principle has not been perceived as an indisputable
value. On the contrary, contempt has been formed for decades, as has been
resistance to law, legal culture, observance of legal norms, and a disbelief
in the effectivity of defense of one’s own rights. In connection of this the
question of the mechanism of the defense of copyright and the effectivity of
its defense in Russia in the context of world experience becomes dominant.

Keywords: copyright, protection of copyright, mass media, productions of
movies and television, implementation of international norms, Constitutional
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Court of the Russian Federation, European Court for Human Rights, European
Court for Justice

CoBpeMeHHOe coCToAHME MeaMa NPOCTPAHCTBA XapaKTepu3yeTcs
nossseHvem 60ONbLIOrO KOMYECTBA CETEBbIX WMHTEPHET-PECcYpCcoB ca-
MOV pa3Hol TeMaTuKK. 3a nocneaHee Bpemsa 6osbLioe pa3BuTUe NoAy-
UYMW He TONbKO TPAMUMOHHOE TeneBuUaeHne, CNyTHUKOBOE BellaHue,
HO pas/iMyHble MHTEPHET-KaHa/bl. B exerogHom aHanmse poccuiicKown
«bnorocdepbi» akcneptol Hello Blogger oTmetunn yBennyeHue Konu-
yecTBa NOAMNMUCYMKOB MHTEPHET-MeAMa, PEKIAMHOMO KOHTEHTA, a TaKKe
NMOHMMAHMA NPOU3BOAUTENAMM OO/bLUEN OTAAUYM OT PEKIAMbl UHTEp-
HET-KOHTEHTa, HEXeNn MUCNONb30BaHWUA TPALULMOHHBIX MHCTPYMEHTOB
peKnambl, TakKuX Kak TB, pekfamHble Tabio U PacTAKKM. AHANUTUKaMU
OTMEeYaeTcA, YTO K PYKOBOAUTENM APYIMX KaHAN0B AUCTPUOYLIMM KOHTEH-
Ta, npexae Bcero TB n oHnaliH-CMW, npusHanm macwtabbl ABAEHUA U
ero BAVAHME MOYTU Ha Bce chepbl KM3HKU, OT NPOM3BOACTBA U Npoaa-
KM TOBApPOB A0 NMOJINTUKKN U CoLManbHbIX HOpm» [1], 1 UTO 3TO ABNEHME
npeactaBnfeT coboit pbIHOK 06bemom 5—8 mnpa,. pybneit, Ho, yunTbIBas
TEHEeBYIO COCTAB/AIOLLYIO, peasibHblil ero 06bem MoXKeT foXoauTb Ao 10
MAp4,. pybner [Tam xel.

Kak peknamopgaTenu, Tak M NPOM3BOAUTENN KOHTEHTA, MPULLAK K
MOHMMaHUIO TOTO, YTO BeAeHWe H1ora B COBPEMEHHbIN nepuos — 370
He TO/NIbKO MHCTPYMEHT MPOoAak U YacTb Wwoy-bmusHeca, HO 1 HoBas coe-
pa gna NnpodeccoHaNoB 13 Apyrux otpaciein. Mbl moxkem HabaoaaTb
3a NOBbILEHMEM KayecTBa KOHTEHTA, HaJ KOTOPbIM YacTo paboTatoT He
TONIbKO CaMOY4KM, HO 1 NpodeccroHanbl CBOErO AeNna — CNeLManmncTbl
Mo CbeMKe, 3BYKY, CBETY, CLLEHAPMUCTbl, MOHTaXepbl 1 apyrve. B nocnea-
Hee Bpems MOXHO HabntoaaTb yBeNMYeHMe aBTOPCKOTO KOHTEHTA, Mo-
TpebuTenb KOTOPOrO OPUEHTUPYETCA HE TO/IbKO Ha M3BECTHOCTb, Y3HaBa-
€MOCTb M KOMMETEHTHOCTb KOHKpeTHoro CMMU, Ho eLle 1 Ha KOHKPETHOro
aBTOpPa, CNOCOBHOro NPUBAEKATb AYAUTOPUIO.

M3HayanbHO 6oMbLIOE BAWAHME HA KAaYeCTBO KOHTEHTA OKa3blBaAM
3apybexHble uctouyHMKK. Kak otmeyan H. Momocokopckuid, «B Poccum
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CUTyaums 3anosgana U c NOMpPaBKOM Ha A3bIKOBOW MacliTab KonupyeT
npoucxogsaulee Ha 3anage» [2, c. 154]. OgHako B nocnegHee Bpems,
«BBMAY POCTa NOMYAAPHOCTU COLLCETEN, OTAENbHbIE CNELLMANNCTDI U KO-
MaHZbl NponsBoauTeNel BUAEOKOHTEHTA A5 TeNeBUAEHMA CTaN Nepe-
npoduanpoBaTbca 418 3anycKa Wwoy Ha YouTube 1 aHanorMyHbIX cepeu-
cax» [Tam e, c. 154].

B WMPOKOM CMbiCe MOA MOHATUEM MacCCMeAMa MOXKHO CYMTaTb
CpeAcTBa MaccoBoW MHGOPMALMM, TO eCTb OpraHU3aUMOHHO-TEXHUYE-
CKMI KOMNeKc, 61arogapsa KOTOPOMY CTAHOBUTCA BO3MOXKHbIM Nepesayda
W pacnpocTpaHeHuMe C/I0BECHOM, 3BYKOBOM, ayAN0BM3yaibHOM MHDOPMa-
umn [3]. Noa, maccoBoi MHGOPMaALMEN MOHMMAIOTCA NPeAHa3HaYeHHble
ON1A HeOrpaHMYEHHOrO Kpyra /Ny, NeYaTHble, ayAmo-, ayAMoBU3yaabHble
M WHble COOBLEHMA U MaTepuasbl, COMMAcHO CT. 2 3aKoHa Poccuitckoi
depepaumnn o1 27.12.1991 Ne 2124-1 «O cpeacTBax MaccoBol MHPopma-
unn». Takum 06pasom, K CpeACTBaM MACCMeMa MOXKHO OTHECTU Mpeccy,
TeneBuaeHne, KNHO, UHTepHeT-Meama. CNOXKHOCTb B PAaCCMOTPEHUU Me-
XaHW3Ma 3aLMTbl aBTOPCKUX MPaB Ha NPOU3BEAEHMA MAacCMeama 3aKto-
YaeTcA TaKKe B MHOFOrpaHHOCTM TaKUX NPOU3BEAEHNN: TEKCTbI, MYy3blIKa,
dnnbMbl, BUAEO.

PassutMe maccmezma M 610r0B MAET B CaMbIX PasHblX HAMpas-
neHuax: ¢otorpadpum u cropus (Instagram), sugeobnoros (Youtube.
com), pa3BuUTUE TeKcToBOro 6aorrnHra (Musoi xypHan, AHaekc.[3eH),
pasnmMyHoro poga mecceHaxepos (WhatsApp, Viber, Telegram). B co-
BPEMEHHbIN Nepuog, yxKe CNOXHO NpeacTaBuTb, YTO yBarKatolwas cebs
OpraHusauma nan M3BecTHasa IMYHOCTb HE MMEET aKKayHTa B CcOLMab-
HbIX Mmeauna. OgHOM U3 NocNegHUX TEHAEHLUMI ABNAETCSA CO34aHne Lnd-
poBbIX 6UBANOTEK B 3apybexKHbix cTpaHax [4]. LUndposble TexHonormm
OYeHb CUIbHO MEHSAIOT «apPXUTEKTYPY aBTOPCKOro npasay», NoABAAKOTCA
HOBble CNocobbl HapyLEeHUA aBTOPCKUX NPAB M He BCerga 3aKoHoAaTe N0
yAaeTcs NPUHATbL aaeKBaTHble mepbl [5, c. 47-48]. Mpu aToMm He Bceraa
3anpeTbl M NOBbILWEHNE FOCYAAPCTBEHHOTO KOHTPOASA NO3BOAIOT NOBbI-
CUTb 3P PEKTUBHOCTb 0becneyeHns aBTOPCKUX NpaB. 3apyberkHbli onbIT
cBMAETeNbCTBYET 06 06paTHOM. YcUieHue rocyaapCTBEHHOIO Peryanpo-
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BaHMWA He Bcerga cnocobHo noBbicTb 3ddeKTUBHOCTL obecrneyeHuns as-
TOPCKMX NpaB, U, Kak oTmeyaeT E. [lyKoB, «HOBble TEHAEHUUN B 061aCTH
npasa, NOMIUTUKMU U TEXHONOTUM, NPUHATbIE OTAENbHbIMW FOCY4apCTBa-
MU, YrpOXKatoT aHOHMMHOCTU MOJIb30BaTeNel KaK HUKOr4a paHblue, Noa-
Yac CHUXKaA 40 Hy/A BO3MOMXKHOCTb CBOOOAHO YMTaTb, MMCATh, CYLLATL B
UHTepHeTe» [6, 44]. BMecTe ¢ TeM CyLLecTBYIOWAA TEHAEHUMA Pa3BUTUA
3aKOHOZATE/IbHOTO PeryinpoBaHnA AeATeNlbHOCTM Maccmeama B Poc-
CUW CBUAETENbCTBYET 06 YCUAEHUM FOCYAapPCTBEHHOTO PeryiMpoBaHums,
CBSI3aHHOIO MpeXae BCEro C BO3MOXKHOCTbIO aHOHMMHOM OTNPaBKM CO-
06LEHMN, U KeNaHMM FOCYAapCcTBa KOHTPOMPOBATL 3Ty chepy ansa obe-
CNeyYeHus 3aKOHHOCTM, MPefOTBPALLEHUA TEPPOPM3IMA, IKCTPEMU3MA,
TeHeBOro 6M3Heca, KOppynLMKM, KPaxku NepcoHaNbHbIX AaHHbIX, obecne-
YeHWUA aBTOPCKMX NPaB.

B coBpemeHHbIN nepuog UMeHHO nociegHemy GeHOMeHy B npesa-
laraemMoM KOHTEHTEe MacCcMeaua yaenserca HefoCTaTo4HOe BHUMAHMe.
XOTA OgHUM M3 rNaBHbIX ABAAETCA NPaBO COOCTBEHHOCTU, B TOM YncCie
WHTENNEKTyasIbHOM, Hanbonee 3HAYMMbIM OOBEKTOM KOTOPOW CAYKUT
aBTopcKoe npaBo. KoHctutyuma Poccuiickon Pepepaumm B cTatbe 44
rapaHTUPYeT KaxAoMy cBoboay NUTepaTypHOro, XyAOKeCTBEHHOTO, Ha-
YYHOrO, TEXHUYECKOIO U ApYrnx BUAOB TBOPYECTBA, @ TaKXKe npenosasa-
HUA. MHTEeNNeKTyaNbHasa COBCTBEHHOCTb OXPAHAETCA 3aKOHOM.

O6bIYHO MOA, KOHCTUTYLMOHHBIM MEXaHWU3MOM 3aLLMTbI MPaB U CBO-
60[, YenoBeKa U rparKaaHWHa B TEOPUM KOHCTUTYLIMOHHOMO npasa no-
HUMatOTCA:

® HOPMATMBHAsA KOMMOHEHTA, TO eCTb KCOOTBETCTBYHOLLME HOPMbI
KOHCTUTYLIMOHHOTO, aAMUHUCTPATUBHOIO, YrO/I0BHOMO, rPaXAaHCKOro,
TPYAO0BOr0, CEMENHOTO, 3KOIOTMYECKOTO U APYrMX OTpacaei npasay;

® YHCTUTYLMOHAbHAA COCTaBAAOWAs (CMCTEMA OPraHOB M OpraHu-
3aLMi, OCYLLECTBAAIOLWMX 3aLmTY);

® Ha/nMuMe onpeseseHHbIX MHCTPYMEHTOB MO 3aluUTe NpaB U CBO-
604, Ux rapaHTupytowmx [7, c. 76—77].

MMEHHO rapaHTUAM 3aLLMUTbl NPaB 1 cBOOOA Ye/I0BEKA U FPaXKAAHU-
Ha yaenseTcs ocoboe MecTo B MexaHu3mMe MX 3aLuTbl. K HUM MOXKHO OT-
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HeCTU cneayoLme NHCTPYMEHTbI, 3aKpen/ieHHble B CT. 46 KoHCcTUTyuum
Poccuu:

e cyaebHyo 3aWmTy, NpaBo 06)KanoBaHMe peLleHUin U AeUcTBUi
(besnelicTBnil) OpraHOB rOCYAAPCTBEHHOW BAACTUM, MECTHOTO Camo-
ynpaB/ieHus, 0bWeCTBEHHbIX 06beANHEHW;

® MPaBO HA 3alMTy CBOMX NpPaB U CBOOOA, B MEXKrOCyAapCTBEHHbIX
opraHax, ec/iM mMcyepnaHbl BCE MMEILWMECA CPeACcTBA BHYTpUrocyaap-
CTBEHHOM 3aLUUThI.

® eCTb TaK¥Ke MexaHW3M YNOoNHOMOYEHHOrO Mo NpaBamM Ye/lI0BeKa;
NPOKYPOPCKMIA Hagzop [7, c. 77-78];

® MexaHW3M KOHCTUTYLMOHHOTO KOHTPOAA (B OCHOBHOM OCYLLECT-
BaseTca KoHCTUTYyUMoHHbIM Cyaom P®);

® OQHMM U3 Ba*KHbIX CNOCOBOB 3aLLUTbI UHTENNIEKTYaNbHOW COb-
CTBEHHOCTM sIB/IAETCA camo3alumTa [8, c. 164—-165].

OT 30 PeKTUBHOCTM PaboTbl STUX MEXaHU3MOB 3aLLMTbI KaK B LLe/IoM,
TaK U B OTAE/NbHOCTU Ka)KAoro, BO MHOIOM 3aBMCUT obecrneyeHHOCTb
npaB u cBobOA, YenoBeka U rpaxkaaHuHa, B TOM Yncie B chepe aBTop-
CKOTO npasa.

K oTMeuyeHHbIM MexaHM3Mam cieayeT fob6aBuTb crieumnasbHble me-
XaHW3MbI, NPUCYLLME 3alLMTe aBTOPCKMX MpaB, Hanpumep: obpalleHue
B PenepanbHyto CAyKby Mo MHTeNNeKTyabHOM cobcTBeHHOCTM (Pocna-
TeHT) 1 obpaweHue B Poccuiickoe aBTopckoe obuectso (PAO).

denepanbHas cay»kba No MHTENNEKTYaIbHOM COBCTBEHHOCTU ABASA-
€TCA OpPraHOM roCyAapCTBEHHOM BNACTM, OCYLLECTBAAIOWMM KOHTPO/Ib 1
HaZ30p B YCTAHOBNEHHOM cdepe AeATENbHOCTH, @ TaKKe OKa3aHWe rocy-
OAPCTBEHHbIX Ycnyr B chepe NpaBoBOM OXpaHbl M306pETEHUI, NOIE3HbIX
mMmogenei, NPomblilWeHHbIX 06pa3LoB, NPOrpamMmm A8 3NEKTPOHHO-BbI-
YUCAUTENbHbIX MaWWWH, 6a3 AaHHbIX U TOMOMOMMUIA UHTErPabHbIX MUKPO-
CXeM, B TOM YMCae BXOAALWMX B COCTaB eA4MHON TEXHO/OMMKU, TOBAPHbIX
3HAKOB, 3HAKOB OOC/NYKMBAHWA, HAUMEHOBAHMIN MECT MPOUCXONKAEHUA
TOBapoOB, HOPMATMBHO-NMPABOBOrO PEeryMpoBaHMsA BOMPOCOB, Kacato-
LMXCA KOHTPOAA, HaA30pa M OKa3aHWUA rocy4apCTBEHHbIX YCAYr B yCTa-
HoBNEHHOW chepe aeaTenbHocTH [9].
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Cpeam KpynHbix 06LLecTBEHHbIX OpraHM3aLumii B Poccun Bblaensetcs
opraHusaums «Poccuitickoe aBTopckoe obuwecteo» (PAO), aBnstowanca
HerocyaapCTBeHHON, HEKOMMEPYECKOM, CO34aHHOM aBTOPamMM U UHbI-
MW npaBoobnagatensiMmmM AN OCYLWECTBIEHUA ynpaBAeHUA aBTOPCKM-
MW MpaBaMK Ha KoNNeKTMBHOM ocHoBe [10]. OaHONM M3 rnaBHbIX 3a4ad
Poccuiickoro aBTopcKkoro obuiectsa BbicTynaeT cbop, pacnpeaeneHve u
BbIM/1IaTa aBTOPCKOTO BO3HAIPaXKAEHUA 33 Pas/IMyHble Cnocobbl MCNOb-
30BaHMA npousseseHUn. ObecneyeHne oxpaHbl CO34aHHbIX B Poccum
0O6bEKTOB UHTENNEKTYa/IbHOW COBCTBEHHOCTM [O/IKHO OCYLLECTBAATHCA
PAO c cobnogeHreM HOPM POCCUIMCKOro 3aKoHoAaTesnbcTBa. Bmecrte ¢
TEM B COBPEMEHHbI NepMog, CO34atoTcA «MPUHLMUNMANBHO HOBbIE, CI0XK-
Hble 06bEKTbI aBTOPCKOrO NpaBa, TakMe KaK crana-woy, uHoorpaduka,
BMAEOMNOAKACTbl M np». Py 3TOM HU 3aKOHOAATE/NbCTBO, HM Hay4Has
NiMTepaTypa, HU KOMMEHTAPUM OPUCTOB He AAtoT OTBETA Ha BOMPOC, KakK
OO/IKHbI OXPaHATLCA NOA0DOHbIE MPON3BEAEHMA, KOMY MPUHAANENKAT UC-
KNOUUTENbHbIE U INYHbIE HEMMYLLLECTBEHHbIE MpaBa Ha Hux» [11, c. 4-6].

Bce 6osiee oueBMAHOM CTAHOBUTCA HEOHXOAMMOCTb Pa3BUTUA HOBbIX
NMOAXOAO0B B PErY/IMPOBaHNMN aBTOPCKMX NPaB B UHTEPHET-MEAMA, a TaKkKe
«HaxoXAeHWe pasyMHoOro H6anaHca MHTEPECOB mexay npasoobnagate-
NIAMK, NONb30BATENIAMM U ANLAMMK, NOYHAOLWMMWU JOCTYN K Npou3Be-
AeHUAM, pa3mMellaeMbiM Ha ceTeBblx pecypcax» [12, c. 4-5]. YunuTbiBas
npy 3TOM PacnpoCTPaHEeHWE Ha MHTEpPHET-Meamna OrpaHUYeHUIn UCKIO-
YynUTe/IbHbIX NPaB Ha NPOM3BEAEHUSA, NPEeAYCMOTPEHHbIX AENCTBYIOLLMM
3aKOHOAATENbCTBOM Poccuiickon Pesepaunn 1 MexRayHapoAHbIMU A0-
rosopamu B 061aCTM aBTOPCKOro npasa (B 0cobeHHOoCTN, BepHCKoM KOH-
BEHUMM 06 OXpaHe NUTEPATYPHbIX U XYL4OMKECTBEHHbIX NMPOU3BELEHUN,
[orosopa BcemupHOI OpraHM3aumm WHTENNEeKTyalbHOM COBCTBEHHO-
CTM MO aBTOPCKOMY MpaBy). MHOrorpaHHOCTb aBTOPCKOro NpaBa MOXKeT
NPOABAATLCA ELLE U B TOM, YTO AaHHbIA MHCTUTYT MOXKET 3aTparMBaTtb He
TOJIbKO YaCTHbIE, HO ele M NybAnYHbIe MHTEPECDI, @ TAKKe «MHTepech B
chepe HayKku, 06pa3oBaHMA, KybTYpbl U UCKYCCTBA» U, HAKOHEL,, KC/0MK-
HOCTM NOCTPOEHMA CNpaBea/IMBON 1 cbaNaHCUPOBaHHOM Moaenn» byay-
LLero aBTopcKoro npaea [13, c. 4-5].
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Nccnenys BbIbopKy M3 10 nHTepHeT-pecypcos, H. Lenyasakosa npu-
XOAMT K BbIBOZY, YTO DO/bLIMHCTBO MHTEPHET-U3AAHUIN pa3peLlatoT Ko-
NMPOBaTb PasMeLLEHHbIN KOHTEHT C 06A3aTe/IbHOW CCbIIKOW Ha AaHHble
Npou3BeAeHNA: «MHTePHEeT-pecypchl, Kak lenta.ru, bfm.ru, inopressa.ru,
fontanka.ru, kremlin.ru, kavkaz-uzel.ru, gonyckatoT KonupoBaHue npo-
nsBeaeHui 6e3 NMCbMEHHOro paspelueHns, 6e3 npeaBapuUTeNbHOTO Co-
rnacua — eAMHCTBEHHbIM YC/I0BMEM NEPEeneyvyaTkn U PeTpaHCcasLMmn AB-
JIAETCA CCbI/IKA HAa NepBOUCTOYHMKY [14]. Apyras rpynna uHTepHeT-meama
npuaepK1MBaeTca 6osee *KecTKon NosnuuKn, Aonyckawllei Kakoe-nmbo
MCMNoNb30BaHWE CBOMX NPOM3BEAEHMUI TONbKO HAa OCHOBAHWM MUCbMEH-
HOro cornaleHus: Bnagenbubl caiTa lifenews.ru. AHan0rMYHy0 NO3ULMIO
3aHMMaeT gazeta.ru. PasHuUa TO/IbKO B TOM, YTO U3JaHWE «paspeluaeT
LUUTUPOBaHME maTepuanoB B obbeme He bonee 30% OT OPUTMHANIBHOMO
TEKCTa 1 Npu yc10BUKM 06a3aTeNIbHOM cCblkn» [14].

Mexay Tem, no HabnoaeHuo LLenyasakosoi, MHTepecHoe 3ameya-
HWE COAEPXMUTCA B «INLEH3UU» M3aaHua bfm.ru, Bnagenbubl KOTOPOro
NPOCAT yyecTb, uTo «yypeantenn 000 «bPM.Py», Kak u nx Konnern us
Takmx CMW, Kak «KommepcaHTb», «Begomoctu», «UHTepdake», PUA
«HoBocTn», «JleHTa.Py», «la3eTa.Py», «BecTu» n Ap., KpaHe HeraTMBHO
OTHOCATCA K BOPOBCTBY MHPOpPMaLun. BopoBCTBOM B JaHHOM C/ly4ae Mbl
B BOM cuntaem poBHO ABe Bellu. Bo-nepsbix, BblAaBaHUE UYYXKUX TeK-
CTOB 3a CBOMM NMyTem nogmeHbl MHPopmauumn ob aBTopcTee. Bo-BTOpbIX,
MO/IHOTEKCTOBYHO PETPAHCAALMIO CYLLECTBEHHbIX 06HEMOB YY}KOTO HO-
BOCTHOrO MOTOKA (NpUMeHnUTeNbHO K BOM — 60s1ee 10 3amMeTOK B CyTKM)
CaliToM, OTAQIOLWMM CBOM MaTepuasibl Ha MHAEKCALMIO B MOUCKOBUKU U
HOBOCTHbIe arperaTopbi» [14].

Taknm 06pa3oM, MOXKHO CAeNlaTh BbIBOA, YTO B KOHTEHTE POCCUMMCKUX
Maccmeana B COBPEMEHHbIN Neprog, CyLLecTBYOT TUMNOBble Noaxoab! ANA
Hanbonee yaobHOro Pacnops)eHUs CBOMMK aBTOPCKUMW MpaBamMu: C
OfHOW CTOPOHbI, CBOGOAHOE MCMO/b30BaHME KOHTEHTA C 006A3aTe/IbHOM
CCbIZIKOW Ha NEPBOUCTOUYHUK, MO0 NCNOMb30BaHUE OrPaHUYEHHOM YacTu
TEKCTa KOHTEHTA, C APYro — UCNO0/Ib30BaHME MaTepUaioB TOIbKO C MUCH-
MEHHOr0 cornacusa Bnagenblia maccmeama. MrHopupoBaHue B pasinyHbIX
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chepax aBTOPCKOro npaea Ha NpousseseHus, HegobpocoBecTHble 3aMM-
CTBOBAHMA BO MHOTOM TOPMO3AT Le/IeHanpaBieHHOEe Pa3BUTME POCCUIA-
CKOrO rocyaapctsa v nosBAeHWe MHHOBaUM. BmecTe ¢ Tem, cornacHo E.
CadpoHoBy, HexenaTeNbHO BNagaTbh B APYryO KPalHOCTb: NbiTaTbCA ype-
rYIMPOBaTb BCE OTHOLLIEHMA HOPMaMM NpPaBa M KKOMMEPLMAIU3NPOBATbY
WNHTENIEKTYa IbHYI0 COBCTBEHHOCTb, MOCTPOEHHYIO Ha HeomnpeaeseHHbIX
TepMUHaxX B 3akoHogaTenbcTse [15]. Mccnenya TepMUHONOIMIO 3aKOHOAa-
TenbcTBa B chepe Kynbtypbl, E. CadpoHOB OTMEYaEeT, YTo «AencTaytoLLee
3aKOHOAATE/IbCTBO OMNUPAETCA Ha 06LLME TEPMUHbI», KOTOPbIE BbINN «BBE-
AeHbl B 0bumxog, ewe B Poccuitickot Mmnepum B XIX Beke n BropoKpatu-
yecku 3akpenneHbl B CCCP Bo BTOpoOW 4eTBepTM XX BeKa, OHWU He MMelT
0OBEKTUBHbBIX OT/IMYUTENIbHBIX NMPU3HAKOB U BO MHOTOM HEMPUMEHMMbI B
anoxy BGYpHOro pocTa MacCoBOM KyNbTypbl, 3N1eKTPOHHbIX CMMW, undpo-
BOM 3KOHOMMWKM U BNOKYENH-TeXHONOrMIA» [16, 14]. Pe3ynbtaTbl MHTEN-
NeKTyasibHOW AeATeNIbHOCTU A0/IXHbI BbiTh 3allMLLEHbl HALMOHANbHbBIM
3aKOHOAATe/IbCTBOM roCyAapcTea. B cBolo oyepeadb B HauMoOHabHOE 3a-
KOHOAATENbCTBO [O/KHbI ObITb MMMNIEMEHTUPOBAHbI MEXAYHapPOAHbIe
NPUHLUMMNBI U HOPMbI B chepe aBTOPCKoro npasa [17, 2362-2364].

Hanbonee aencTBeHHbIMM MEXaHU3MaMM 3aLLUTbI aBTOPCKUX NpaB
ABNAOTCA CyOebHAA 3auuma U Mex2ocyoapcmeeHHasa 3auuma, Ha Ko-
TOPbIX Mbl OCTaHOBMMCA Bonee noapobHo. B Poccuiickoit depepaumm
MopA0OK ocyuwjecmesneHuUs 3auiums! a8MOPCKUX MPAas8 MOXKHO YC/NOBHO
noApasaenuTb Ha ABe rpynmnbl: BHEIOPUCANKLMOHHbIM NOPAL0K 3aLMTbI
aBTOPCKMX MPAB U IOPUCAUKLMOHHBIM, KOTOPbIM OCYLLECTBAAETCS C MOMO-
b0 0bpalleHNs B YNOJHOMOYEHHbIV rOCYAapCTBEHHbIN OpraH.

BHetopucOUKYUOHHbILU MopAO0OK 3aLUMUTbl aBTOPCKUX MpPaB OCYLLECT-
BnseTcA 6e3 obpallleHna B opraHbl rocyaapcTBEHHONM BAACTU, NPU KOTO-
pom npaBoobiagaTenb HanpasAsaeT NPeTeH3UI0 K HapywuTento, rae gpop-
MyAMpYyeT cBou TpeboBaHwms.

IOpucouKkyuoHHbIl NopsA0oK 3alWmTbl NpeanonaraeT obpalleHne B
YNOJIHOMOYEHHbIM rOCYAapCTBEHHbIV OpraH U peanusyeTtcs B cyaebHoOM
nopsaake. Mpu ocyLLecTBAEHUN FPaXKAaHCKO-NPaBOBbIX CNOCOO0B 3allu-
Tbl HEO6X0A4MMO 0BPATUTLCA B CYA, C OAHUM M3 TpeboBaHUN.
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HenocpeACTBEHHbIM MEXaHW3M TPaXKAAHCKO-NPaBOBOM 3aLWNTbI aB-
TOPCKMX NPaB NPeayCMOTPEH FParkAaHCKMM 3aKOHOAATENBCTBOM, B YaCT-
HocTh cTaTbamm 1251, 1252 MpagaHcKoro Kogekca Poccuiickolt degpe-
paumun. K Hanbonee adpdeKTMBHbIM cnocobam 3aLMTbl aBTOPCKMX MpaB
MOYHO OTHECTU:

* mpebosaHuUe 0 NPU3HAHUU MPasad, KOTOPOE NPEeAbABAAETCA K NLLY,
KOTOpOe OTPULAeT AU MHbIM 0Bpa3om He Npu3HaeT MpaBo, HapyLasn
TEM CaMbIM MHTepechbl NpaBoobnasatens; NpU3HaHUE UCKAYUTENIBHOTO
npaBa No3BONAET YCTAaHOBUTL NPaBoobiagaTens NpousBeseHus;

e mpebosaHue o npeceyeHuU delicmeauli, HapyLatoLWMX NPaBo UAn
CO34al0WMX Yrpo3y €ro HapyweHua (Hanpumep, pacrnpocTpaHeHue B
CeTM KOHTpadaKTHbIX 3K3eEMNIAPOB NPOU3BEAEHNA);

* mpebosaHue 0 so3melweHUU ybbImKos K auyy, HENPaBoOMEpPHO
MCMNONb30BABLUEMY PE3yNbTaT MHTENNEKTYa/IbHON AeATesIbHOCTU (peanb-
HbII yWwepb, ynyuieHHan Bbiroaa);

* mpebosaHue 06 U3bLAMUU KOHMPAGBAKMHbIX IK3EMINAAPO8 Mpo-
u3zsedeHull;

* ybauKayuA peweHuA cyod o [ONYLEHHOM HapyLEeHUN C yKasa-
HUem AencTBMTEeNIbHOTO NpaBoobiagaTens;

® 83bICKAOHUE KOMIeHCcayuu 30 HapyweHUe as8mopCKuX rnpas.

B cnyyae 3awmMTbl CBOMX MpaB B agMUHUCTPATUBHO-NPABOBOM W
Yro/IoBHO-NPaBOBOM MopsAKe He0bXoAMMO CHayana 0bpaTUTLCA B KOM-
MeTEHTHbIM roCcyAapCTBEHHbIN OpraH (opraH NoauLmMmM, CNefCcTBEHHbIN OT-
aen). PelleHuna o npusBieYeHN K a4MUHUCTPATUBHOMN OTBETCTBEHHOCTU U
NPUroBOPbI O MPUB/IEYEHUN K YFONOBHOW OTBETCTBEHHOCTU BbIHOCUT CYA,

MeKayHapoAHO-NPaBOBON MEXaHW3M 3aLUTbl NPaB elle NPUHATO
Ha3blBaTb KOHTPOJ/IbHbIM, MOCKO/IbKY OCHOBHOM 3ajayeit 4aHHOTo mexa-
HW3Ma ABNAETCA KOHTPO/b BbINONHEHUA 06A3aTeNbCTB rOCyAapCTBAMM B
chepe mexayHapoAHO-NPaBoOBOro peryanposaHus. OgHoW vM3 nocnes-
HUX TEHAEHUMIM TaKoro peryMpoBaHUA ABNAETCA CONUMKEHME Hauwmo-
Ha/IbHOrO 3aKOHOAATEIbCTBA C HOPMAaMM MEXKAYHAapPOAHOro NPaBga.

OCHOBHbIMM MEXAYHAPOLHO-NPABOBLIMM aKTaMM, PEryanpyoLwmmm
aBTOPCKOE NPaBO M 3aLMTY UHTENEKTYyaIbHOW COBCTBEHHOCTM, ABAAIOTCA
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cneayolme MexayHapoaHble aKTbl:

* BcemupHas KoHBeHLMA 06 aBTOpckom npase oT 06.09.1952 r. (ne-
pecmoTpeHHan B Mapuxke 24.07.1971r.);

® bepHCKasa KOHBeHUMA 06 oxpaHe NIUTePATYPHbIX U XYA0MKeCTBEH-
HbIX Npoun3BeaeHuit 1886 r. (Mapukckuin AkT, 24.07.1971r.)

e KoHBeHUMA 06 oxpaHe MHTepecoB NpousBoguTesnein GoHorpamm ot
He3aKOHHOro BocnpounssoacTsa Ux doHorpamm (HeHesa, 29.10.1971r.)
* MeXayHapoaHasa KOHBEHLMA MO OXpaHe MpaB UCMNOAHWUTENEN,
nsrotosuTenen GoHorpaMm, BellaTeNbHbIX oOpraHusaumii (Pum,
26.10.1961r.)

e [loroBop BOWNC no aBTopckomy npasy (HeHesa, 20.12.1996 1.)

e [loroBop BOWC no ucnonHeHusm u ¢oHorpammam (MeHesa,
20.12.1996 1.).

ALMUHUCTPATUBHDBIE GYHKLUMN B OTHOLIEHUU BOMbLUMHCTBA MEXAY-

HapO4HbIX O0roBopoB B obnactu MHTeﬂﬂeKTyaﬂbHOﬁ CO6CTB€HHOCTVI,

B NepBylo oyepenb GepHCKOM KOHBEHUMWM 06 OxpaHe AUTepaTypHbIX M

Xy40XeCTBEHHbIX npOM3BEAEHMVI, BbINONTHAET BCEMMpHaFI OopraHusa-

UMA MHTENNEeKTyanbHOM cobcTBeHHOCTH (aanee — BOWUC), sasasatowanca

¢ 1974 ropa cneumanmsanpoBaHHbiMm yupexageHmem OOH. B HacToAwee
Bpema yneHamu BOWC okasbiBatotca 6onee 190 rocygapcts [18]. Bce-

MUWPHaA opraHusauunA MHTEI'II'IGKTya}'IbHOﬁ cobcTBEHHOCTM bblNa yypex-

neHa CTOKronbMcKon KoHBeHumel ot 14.07.1967 rofa v BCTYNMAa B CUay

1970 roay, COrNacHO NONOMKEHUAM KOTOPOM OCHOBHbIMM 334,a4aMm 3TOM

MeKAyHapOoAHOW OpraH13aLmMm ABAAIOTCA:
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® COAENCTBME OXPaHe UHTENNEKTYa/IbHOM COBCTBEHHOCTU BO BCEM
MUpe NyTeM COTPYAHMYECTBA roCYAaPCTB U B COOTBETCTBYHOLLUX Cy-
Yasx BO B3aMMOAENCTBMM C Nt0OOM ApYyroi mexayHapoaHOM opra-
HU3auuen;

® paspelleHne KOHPMKTOB;

® BbINO/IHEHWE PETUCTPALMOHHbIX AENCTBUIA ANs LOrOBOPOB, Npes-
YCMaTPUBAOLWMNX MEKAYHAPOAHYIO PErmcTpaumio 06bEKTOB UHTEN-
JIeKTyaNIbHOM COBCTBEHHOCTY;

e obecnevyeHre aAMUHUCTPATMBHOIO coTpyaHuyectea Coto3os [18].
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CnepoBatesibHO, AeATEeNbHOCTb BcemumpHONM opraHu3aumm UHTeN-
JIeKTyaNlbHOM COBCTBEHHOCTM Hale/ieHa Ha co3gaHue cbanaHCcUMpoBaH-
HOWM M AOCTYNMHON MeXAyHapoAHON cUCTeMbl, obecneynBatoLLeil BO3Ha-
rparkaeHune 3a TBOPYECKYIO AeATe/IbHOCTb.

MpucoeanHeHne Poccuitickoi depepaumm K BepHCKON KOHBEHLMMU
cocTosnock B 1995 roay, v No npoLiecTBum nATK et Poccua npusena cBoe
3aKOHOZATENbCTBO B COOTBETCTBUE C MOJIOKEHUAMMU STOTO MEXKAYHAPOL-
HOro akKTa. 3akoHoaaTenbcTBo Poccum — KoHcTuTyums u depepanbHoe
3aKOHOAATENbCTBO — A0/XKHbI MOSIHOCTLIO UCXOAUTb U3 NOOMKEHUIA KOH-
BEHUMW. BbepHCcKas KOHBEHLMA YCTaHaBAMBAET pAg, MPUHLMUINOB MEXAY-
HapOAHOro aBTOPCKOro NpaBa, a UMEHHO:

1. MpMHUMN aBTOMATUYECKOM OXpaHbl, MPeaycMaTPUBAIOWMNA, YTO

aBTOPCKOE MPaBo He TpebyeT BbIMONHEHUA Kaknx-n1bo dopmasnb-

HOCTEWN, B YaCTHOCTU, PErncTpaLMm aBTOPCKOro nNpasa uan paspelle-

HWA OPraHOB rocyAapCcTBEHHOM BACTU. ABTOPCKOE NPaBo BO3HWKAET

B MOMEHT PMKCaLMM NPOU3BEAEHNA HAa MaTepuanbHOM dopme nam

nepson nybankaumm.

2. MpuHUMN Npe3ymMnuMM aBTOPCTBA, O3HAYaKOLWMIA, YTO aBTOPOM

CYMTAETCA TO ANLO, Ybe UMA (UK NCEBAOHMM) YKa3aHO Ha 0610KKe

NPOU3BEAEHMA NN KAKOM-TMBO MaTepuasibHOM HOCUTe e, eCIN He

[OKa3aHO MHoe. [laHHaA KOHBEHLMA He COAEPKMUT YETKOTO NMOHATUA

aBTOPCTBA, MO3TOMY B CTPaHaxX-y4aCTHMKax BepHCKOM KOHBeHUUM

OHO MOXET UCTO/IKOBbIBATLCA NO-pasHomy. B Poccum aBTopom cum-

TaeTca To/bKo duM3nyeckoe nmuo. B 3apyberkHbIx cTpaHax, B YacT-

HocTu B CLUA, B KayecTBe aBTOpa MOXET BbICTyNaTb OpUANYEcKoe

nmuo. Takum obpasom, No obLLeMy NPUHLMUMY aBTOPCTBO onpeaens-

€TCA MO 3aKOHAM CTPaHbI-NMPOUCXOXKAEHMA.

3. NMpUHUMN HE33aBUCMMOW OXPaHbl aBTOPCKUX NpaB, O3HAYaoLWMA,

YTO OXpaHa MPOU3BEAEHMA B KaXKAOMN CTpaHe HMKAK He 3aBUCUT OT

OXPaHbl MPOU3BEAEHNI B APYTUX CTPAHAX.

4. MpUHUMN HaUMOHANbHOIO PeXMMa aBTOPCKOro npasa, Npeaycma-

TPUBAOLLMIA, YTO KaxKaana cTpaHa, yyacTeytowaa B bepHCKoM KOHBEH-

UMK, NPeaoCTaBAAeT rparKaaHamM APYrMX CTPaH-y4acTHNL, aHaNorny-

Hble aBTOPCKME NpPaBa, YTO Y CBOMM CODBCTBEHHbIM rpaykaaHam.
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bepHCKaa KOHBEHUMA NpeaoCTaBAAET aBTOpam Ciaeaylollime npasa:
NnpaBo Ha BOCNPOM3BEAEHME COUYMHEHMA NOObIM cnocobom u B tobol
dopme (cT. 9), NnpaBo Ha nepesog, (CT. 8), NpaBo Ha NybAnYHOe BellaHKe
(cT. 11), npaBo Ha Nyb6aAMYHOE UCNONHEHME M NPABO Ha NybanYHoe YTe-
Hue (cT. 11), npaBo cneaoBaHus (cT. 11), Koraa aBTOP Noay4YaeT onpeae-
JNIEHHbIN NPOLEHT OT CYMMbl Nepenpoaarku CBOEro TBOPEHUA, NPaBO Ha
nepepaboTKy, TO eCcTb MPABO NEPeSesKMN, apaHKUPOBKU U Apyrue nsme-
HeHuA npousseaeHus (ct. 12).

C 2008 ropa aTh cTaHAapTbl B OCHOBHOM MMMJIEMEHTUPOBAHbI B 3a-
KoHoaaTenbcTBo Poccuitickon ®epepaumm. A B 2006 rogy 6bina npuHATa
YyeTBepTaA YacTb PaxK[aHCKOro Kogekca Poccun, cogepkallan NnpuHLK-
nMasbHO HOBblE MOJIOXKEHMA 06 aBTOPCKOM MpaBe. ITO 3HAYUTENbHbIV
war snepes, 414 3aKOHOAATE/IbHOIO PEryIMPOBAHNA NPABa UHTENIEKTY-
aNbHOM COBCTBEHHOCTU, KOAMDUKALMM STUX NPUHLMMOB U HOpM. MHorme
aBTOPbI, PaCCMaTpMBatOLLME B3aUMOCBA3b PEryIMPOBaHUSA KUHTENNEKTY-
aNbHbIX MPaB» C COOTBETCTBYOLMMMN MEXKAYHAPOAHbIMU CTaHAAPTaAMM
N TPAAMUMOHHBbIMU TEOPUAMM AaBTOPCKOTO NpaBa, BO MHOIMOM CK/IOHA-
HOTCA K MHEHUI0 06 MX HecooTBeTcTBMU. TaK, Mo MHeHuto A. MaTtBeeBa,
pocculickas modenb npasa HA HENPUKOCHOBEHHOCMb [Pou38edeHUs
He coomgemcmegyem cmameoe 6bis bepHcKkol KoHBeHUMKM «O6 oxpaHe
NINTEPATYPHbIX U XYAOXKECTBEHHbIX npousseaeHuii» [19, c. 360-363].
CnepoBaTenibHO, He BCe aBTOPCKME MpaBa, 3aKpernsieHHble B bepHcKown
KOHBEHLMM, HAaXOAATCA NOA 3aLLMTON B POCCUIACKOM 3aKOHOAATENLCTBE,
a TO/IbKO Te U3 HUX, KOTOPbIE «NEepPeYnC/ieHbl B KOHEYHOM CYETE B HALLMO-
Ha/IbHOM 3aKOHOAATENbCTBE TOM UM UHOM cTpaHbI» [20, c. 87-88].

AKTOM BbICLLEN topUAMYECKOM cunbl B Poccun asnsetca KoHCTUTy-
uma Poccuiickon ®epepaunn. B ctatbe 15 KoHCTUTYLMK, Hapsaay € Npu-
3HAaHWEM 3TOIN XapPaKTEPUCTUKM, 3aKPEenNAeTca, YTo obLienpm3HaHHbIe
NPUHLMMbI U HOPMbI MEXKAYHAPOAHOrO NPaBa U MeXAyHapoaHble A0-
roBopbl PO ABNAOTCA COCTAaBHOM YacTbto ee NPaBOBOM CUCTEMbI, U eC/IU
MeXKAYyHapoaAHbIM A0roBopom P® ycTaHOBAEHbI MHble MpaBuWaa, Yem
npeaycMOTPEHHbIe 3aKOHOM, TO MPUMEHAIOTCA NPAaBUIA MeXAYHAPOoA-
Horo gorosopa. Cpean pasHbIX TOYEK 3PEHMA OTHOCUMTENbHO NPUOPUTETA
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MeXAYHapOAHbIX HOPM M HALLMOHA/IbHOFO 3aKOHOAATE/IbCTBA BbIAE/IMM
MHeHue A. HuKonaeBa, KOTOPbI Bblpa3nn 03ab0YEeHHOCTb CYLLECTBYHO-
Len TeHAeHUMEN KaKTMBHOIO NPOTUBOMNOCTaBAeHNA KoHCTUTyumn Poc-
cuiickon ®epepaumm n EBponenickon KoHseHuum» [21, c. 31-32].

Mocne BcTynneHunsa Poccum B CoseT EBponbl B 1996 roay n paTnduka-
unm EBponerickoi KOHBEHLLMM O 3aLMTE NPaB Ye/I0BEKa M OCHOBHbIX CBO-
604 B 1998-m nosABMAACb Takaa MeXAyHapoAHasA rapaHTUs Npas U CBO-
604, 4eNnoBeKa 1 rpaxkaaHnHa, Kak BO3MOXKHOCTb 0bpaLLeHuMa ¢ Kanobow
B EBponeiickuii Cyg no npaBam YesioBeKa. B cOoTBETCTBUU C paTUDUKALM-
el EBponeinckoi KOHBEHLUMM O 3aWwmuTe NpaB U cBoHOA YeNoBEKa U FpaK-
JaHuHa Poccua npuHana Ha ceba 06A3aTeNbCTBO B TOM, YTO PELUEHUA
Esponelickoro Cyaa no npaBam YesI0BEKA HOCAT 06A3aTeNbHbIV XapaKkTep
ana Poccum 1 moryT npeaycmaTpuBaTh BbINIATY AEHEXHOW KOMMeHca-
LUK 3aABUTESIO B C/TyYae HapyLLeHUs ero npas 1 cBo60s, 3aKpenieHHbIX
B EBponeincKoi KOHBEHLMM O MpaBax 4YesoBeka M [POTOKONOB K HEW.
Bonee Toro, nocne BcTynneHusa peweHunii EBponeiickoro Cyaa B cuny ro-
CyAapcTBa AO/MKHbI NPeANnPUHUMATL Mepbl A48 BOCCTaHOBAEHUA Hapy-
LUEHHbIX MPaB M CBOOOA, KOHKPETHDBIX 3asBUTE/IEN, A TaKKe Mepbl 0bLLero
XapaKTtepa ana npoduUNakTUKU aHaNOTMYHbIX HapylueHuii EBponelickoi
KOHBEHLMM B byayLiem.

OfiHaKOo Npu 3TOM HEBO3MOKHO UITHOPMPOBATbL MPUHLMM rocyaap-
CTBEHHOTO cyBepeHuTeTa. KoHcTuTyumsa Poccuiickoit ®eaepaumm, npo-
Bo3rnacmeLasn B Y. 4 c1. 15 npuoputeT mexkayHapogHbix 4orosopos PO
B NPYMEHEHMM Nepes 3aKOHOM, cama 06/1a4aeT BbICLLIEN topuaNYECcKom
cunoli (4. 1 ct. 15 KoHctutyuum Poccuinckont Pepepaumm). B cBA3n € 3Tm
A. KoBnep cnpaseniveo nucan, uto nonoxKenma y. 1 n 4 ct. 15 KoHctury-
UMK PO 00NKHbBI TONKOBATHCA B MX B3aMMOCBSA3M, TaK Kak B NPOTUBHOM
cny4ae Mbl IMBO BCTaeM Ha MyTb OAHOCTOPOHHEro TO/MKOBaHUSA, AM6O
npuberaem K HegOb6POCOBECTHOMY NPUEMY «BbINAYUBAHUA» KOHCTUTY-
LMOHHOI0 MM MeXAyHapoaHO-NpPaBOBOro acnekTa [22, c. 25].

Takum obpasom, B KOHCTUTYLUM Poccum NpUOPUTET OTAAETCA MEXK-
AYHapOAHbIM aKTam, paTUOULMPOBAHHBIM B COOTBETCTBUM C YCTAHOB-
JIeHHOW Npoueaypol, HO B TO Ke BPems yKasblBaeTcs, YTo KoHCTUTyumA
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ABNAETCA aKTOM BbICLIEN topugmueckon cunbl. K dyHKUMAM KOHCTUTY-
uMoHHoro Cyaa P® otHocuTcA TonkoBaHue KoHcTuTyummn. OgHAKo M 3K
aKTbl He onpeaenaAtT OAHO3HAYHOE MOHMMaHWE PON U MecTa MeXAay-
HAapPOAHO-NPABOBOWM COCTaBAAOLLEN B CUCTEME HALMOHA/IbHOTO 3aKOHO-
[ATenbCTBa.

B 2015 roay 6bin10 BbiHeceHo locTaHoBneHMe KOHCTUTYLMOHHOIo
Cyaa Poccum Ne 21-M o1 14.07.2015 roga «[No geny o npoBepKe KOHCTUTY-
LMOHHOCTM NosIoXKeHU cTaTbn 1 DegepanbHoro 3akoHa «O paTudukaumm
KoHBEHUMM 0 3aLumuTe NpaB YesoBeKa U OCHOBHbIX cBo6oA M MpoToKoN0B
K He#... ». Mo cyTn, aTum MNoctaHoBneHMeM KOHCTUTYUMOHHbIN Cyg PO
pasbAcHMA obpaTuBLLECA rpynne AenyTaToBs, YTO CyA 06Len pUCaMK-
UMK, TMbo apbUTPaKHbIN Cya «Npy NEPEcMOoTPe B YCTAHOBIEHHOM Mpo-
LLecCyasibHbIM 3aKOHOAATENLCTBOM MOPALKE Aefa B CBA3M C MPUHATUEM
Esponerickum Cyaom Mo npaBam 4YenoBeKa MOCTAHOBAEHMUA, B KOTOPOM
KOHCTaTUpyeTca HapyleHue B Poccuiickont ®egepaumnmn npas n ceobos
yenoseka» NpPU NPUMeEHEHUN 3aKOHa, MO0 OTAE/IbHbIX €ro MONOKEHUM,
nNpUAA K BbIBOAY, YTO BOMPOC O BO3MOXKHOCTU MPUMEHEHMA COOTBETCTBY-
IOLLEr0 3aKOHA MOMKET ObITb PelleH TO/bKO Noc/e NOATBEPKAEHUA ero
cootBeTcTBUA KOoHCTUTYuMKn Poccuinickon depepaunn, obpalaercs ¢ 3a-
npocom B KoHcTUTyumnoHHbIM Cya Poccuiickoit ®eaepaumm o npoBepke
KOHCTUTYLMOHHOCTM 3TOrO 3aKOHa».

AHanM3npya nonoxeHusa atoro MocraHoBneHUA KOHCTUTYLMOHHOTO
Cyna, MOXHO caenatb BbIBOA O TOM, Y4TO, BO-NepBblX, Poccma, BCTynas B
CoseT EBponbl 1 patndunumpya EBponeinckyto KOHBEHLMIO O NPaBax Yeno-
BEKa, B3A/1a Ha ceba 06A3aTe/IbCTBO BbINO/IHATL MOJOXKEHUA 3TOrO MEXK-
AYHapoAHOro AoroBopa (B MPOTMBHOM C/lydae CyLLecTByeT npoleaypa
OEHOHCALMN MEeXAYHapOoAHbIX 4OTOBOPOB), U, BO-BTOPbIX, NOC/E B3ATUA
Ha cebs COOTBETCTBYOLLMX 06A3aTeNbCTB, NpeanaraeT NoATBEPKAATb CO-
otBeTcTBME KOHCTUTYUMM Poccum yke NPUHATbLIX B YCTAHOB/AIEHHOM MO-
pazke MNoctaHoBNeHUI EBponeincKoro cyaa no npaBam YenoBeka.

B pononHeHue K MNoctaHosneHuto KoHcTutyumoHHoro Cyga Poccun
Ne 21-M ot 14.07.2015 roga 6bin NpUHAT PeaepanbHbli KOHCTUTYLMOH-
HblI 3aKOH oT 14 aekabpa 2015 roga N2 7-OK3 «O BHECEHUN U3MEHEHUI
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B PenepanbHblil KOHCTUTYUMOHHDBIN 3aKoH «O KoHcTuTyumoHHom Cyae
Poccuiickonn ®epepauun», npefycMaTpUBAOLWNA HageneHne KoHcTuTy-
LMOHHOTO cyAa MOAHOMOYMSAMW paspeLleHna BONpoca O BOSMOXKHOCTHU
MCNONHEHMA peLleHmA MEXKIrocy4apCcTBEHHOIO OpraHa no 3awumTe npas 1
cB0b60O YenoBeKa. ITO 03HAYAET, YTO MUCMOJHEHME MPUHATLIX PELleHU
MEKIoCYyAapCTBEHHbIX OpPraHoB NPoTuB Poccuiickonn depepaumm moxkeT
CU/IbHO 3aTAHYTbLCA, HE TOBOPA YXKEe O TOM, YTO MOXKET ObITb BbIHECEHO
peweHne 0 HEBO3MOXKHOCTM TaKOro McnonHeHmna. Bmecte ¢ tem EBpo-
nerckas KOHBEHLMA 1 NpaBoBble No3uuun EBponeiickoro Cyaa He moryT
He OKa3blBaTb BAUAHWUA Ha Pa3BUTUE POCCUMCKOrO 3aKOHOAATE/bCTBA U
NpPaBONPUMEHUTENBbHOM NPAKTUKM.

Mo MHeHWO H1MKoNaeBa, C y4eTOM aHaM3a 3TUX MeXAYHapOAHbIX
AKTOB M HALMOHA/IBHOIO 3aKOHOAATE/IbCTBA, KOr4a CaMUM COAepPKaHU-
em nocTtaHosneHus Esponerickoro Cyaa, B TOM YMC/ie B YacTu obpalleH-
HbIX K FOCY4apCTBY-OTBETYMKY NpeanucaHnii, HeNpPaBoMepHO (C KOHCTK-
TYUMOHHO-NPaBOBON TOYKWU 3PEHUSA), MO MHEHUIO KOHCTUTYLMOHHOIO
Cyaga Poccuiickoit ®epepaumnm, Poccmna «MOXKET B MOPAAKE UCKOYEHMA
OTCTYMMUTb OT BbINO/JIHEHWUS BO3/1araemMbix Ha Hee 0643aTeNbCTB, KOraa Ta-
KOe OTCTyn/aeHue ABNAETCA eAUHCTBEHHO BO3MOXHbIM cnocobom nsbe-
YKaTb HapyLLUEeHMA OCHOBOMONAraOLWMX MPUHLMMNOB U HOPM KOHCTUTYLMK
Poccuiickon ®epepaumm» [21, c. 32].

B oTBET Ha NPUHATME TaKMX aKTOB B €BPOMENCKOM COObLLEeCTBE CO-
bupanacb BeHeuMaHCcKaa KOMUCCUA, KOTOPOM 6bino BbiHeCEHO OKOH-
YyaTesibHOE 3aKatYeHMe No nonpaskam B deaepasnbHbli KOHCTUTYLM-
OHHbIM 3aKoH «O KoHctuTyumoHHom Cyze Poccuiickort ®epepauum»
(CDL-AD(2016)016), KpailHe HeraTMBHO XapaKTepusytlollee Takue no-
NnpaBKW B HalMOHa/bHOEe 3aKoHoZaTenbCcTBO Poccuitckoint Pepepaumm
[23, 485—-488]. MpumeyaTenbHO, YTO BeHeunaHCKas Komuccusa cobunpana
3acefaHuA No NOBOAY NPUHATMA Poccrelt TakMx akTOB ABa pasa: B mMap-
Te n B utoHe 2016 roga M B NPOMEXKYTOYHOM 3aK/HOYEHUU, MPUHATOM
B MapTe 2016 roga, noapobHO MccnenoBasa NOMNPaBKKU, BHECEHHbIE B
poccuiickoe 3akoHoaaTenbcTBo 2015 rofa, KOHKPETHblE MeXAyHapoa-
Hble 0653aTe/IbCTBa, BO3HMKatoLWMe M3 EBpONencKoi KOHBEHLMKN O Npa-
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Bax YesioBeKa, MeTobl Pa3peLleHA BO3MOXKHbIX MPOTUBOPEUUI MeXaY
pelweHnem EBponeicKkoro cyaa no npaBam YenoBeKa U HaLMOHA/IbHbIM
NpPaBoM, a TaK}Ke CPaBHWUAA NoAHOMOUMNA KOHCTUTYUMOHHOro Cyaa PO u
HEKOTOPbIX EBPOMNENCKNX KOHCTUTYLIMOHHBIX CYA0B, B YaCTHOCTH, [epma-
HUKU U UTanun.

Ecnn npoaHannsmpoBaTb AeATENbHOCTb eBPONENCKUX cyaoB B che-
pe 3alMTbl aBTOPCKOrO NpaBa, UHTEN/IeKTYalbHON COBCTBEHHOCTU, TO
0CobbIN UHTepecC NpeacTaBaseT EBponeiickuin cya cnpaBeaiMBoCTH, AB-
NAKLWNNCS BbiCen MHcTaHumen Cyaa EBponencKkoro coto3a, pelleHuns
KOTOPOro He MoryT 6bITb 06:KanoBaHbl. MpumepHo 20-30 ero peleHui
6bl/1M NOCBALWLEHbI NPaBY UHTENNEKTYaIbHOM cobCcTBEHHOCTM [24].

MHTepecHbIM pelieHmem EBponeickoro cyaa cnpaBeaiMBocTv B 06-
NacTn aBTOPCKOTO Npasa ABNAETCA AeNo, CBA3aHHOe ¢ Npobiemoi cooT-
HOLLEHWUS MEXKAYHAaPOAHOro npasa (B YaCTHOCTU, NOJIOXKEHUN BepHCKoM
KOHBEHLLMM), COIO3HOTO NpaBsa 1 HALMOHA/bLHOTO NpaBa B chepe npaso-
BOW 3aLUWTbl aBTOPCKMX U CMEXKHBIX NMPaB Ha BHYTPEHHEM PbiHKE C 0COo-
6bIM YNOpoM Ha MHPOPMALLMOHHOE OBLLECTBO, ONpeaeneHns NMoHATUNI
«MpaBO Ha BOCMPOM3BEAEHMNEY, «NPABO Ha NybAUYHOE PacKpbITME MpPo-
M3BeAeHU M NpaBo AenaTb obWeAoCTYyNHbIMU Apyrve 3allMLLEeHHbIe
CaliTbl», «NPaBO Ha pacnpocTpaHeHue» [25]. B faHHOM pelleHnmn, NoMu-
MO aHa/iM3a COOTHOLUIEHMSA MEXAYHAPOAHOro, CO3HOIO M HaLMOHab-
HOro npasa, obcyXaaeTcs Bonpoc o Ny6ANMYHOM BOCMPOW3BEAEHWUU U
OTHECEHUW K OBBEKTAM MHTENNEKTYaIbHON COBCTBEHHOCTM «BKyCa Mpo-
AyKTa». Kpome TOro, NnoavyepKMBaeTca, YTO «BKYC MULLEBbIX NMPOAYKTOB
He MOXKeT BbITb TOYHO M OOBEKTUBHO ONpesesieH, B OT/IMYME OT Npous-
BEEHUA INTEPATYpPbl, UCKYCCTBA, KMHeMaTorpadpum Uam mysbiku, KOTO-
poe npeacTaBAseT TOYHOe U 0B6BEKTUBHOE BbipaXKeHWUe, naeHTuduKaums
BKyCa MULLEBOro MPOAyKTa OCHOBaHa MaBHbIM 06Pa3oM Ha BKYyCOBbIX
OLLYLLEHUAX U BOCNPUATUAX, KOTOPbIE ABAAIOTCA CYOBEKTUBHBIMU U U3-
MEeHUYMBbIMM, NMOCKO/IbKY OHU 3aBUCAT, B YaCTHOCTM, OT GaKTOPOB, CBA3AH-
HbIX C Y€/IOBEKOM, KOTOPbIN MPOobyeT COOTBETCTBYIOLWMI MPOAYKT, TAKUX
KaK ero Bo3pacT, NULLEBbIE NPEANOYTEHUA U NMPUBbIYKM NOTPebAeHUs, A
TaK¥Ke OKpy:Katowas cpena» [25].
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BoOKpyr BOMpOCOB O «MpaBe Ha BOCMNPOM3BEAEHMEY, «MPaBe Ha MNy-
6/1MYHOE pacKpbITME NPOU3BEAEHUI U NpaBe AenaTb 06LWea0CTYNHbIMM
Apyrue 3alpLeHHble CaiTbly, «MpaBe Ha pacnpocTpaHeHue» cocpeaoTo-
YeHbl M Apyrue oTaenbHble peweHus EBponeickoro cyaa cnpasen/ivBo-
ctn. OgHoM 13 Npobaem POCCUIICKOM NPaBONPUMEHUTENbHOW MPAKTUKK
Npou3BeAeHNN MaccMeama ABASETCA HEMOMYASPHOCTb MCMOAb30BaHMSA
MNATHbIX CEPBMCOB B CETU MHTEPHET, JIMLEH3NOHHbIX KOMWUA GUIbMOB
M My3blKaNbHbIX Npou3BeaeHu. B Poccun npeacTaBafercs CAOXHbIM
onpeaenuTb Kakoe UCMo/b30BaHWE TAaKOro KOHTEHTA ABAAETCA Hapylle-
HMeM aBTOPCKMX NpaB, Kakoe He ABfAeTcA. B atom cmbicie ans Poccum
MOXEeT bbITb MHTEpPECHa NpaKTUKa EBponeiickoro cyaa cnpaBeainBocTy,
KOTOPbIA PYKOBOACTBYETCA HE KPUTEPUEM MPUIONKEHUS YCUIUI aBTOPA
WM KauyecTBa NPOU3BEAEHWMA, @ KpUTEPUEM OPUTUHA/IBHOTO Npour3Beae-
HWA, BHE 3aBUCMMOCTM OT «AOCTOMHCTB NPOW3BEAEHMA C KaYecTBEHHOM
WAN 3CTETUYECKOM TOYKM 3peHna» [24].

[Opyroit npobnemoli onpeaeneHua KpuUTepusa HapylleHusa aBTop-
CKOro MpaBa B Maccmeama MOXeT bbiTb pasmelieHue QoTtorpaduii.
B COOTBETCTBMM C 3aKOHOM M NOJIOKEHUAMM MEXKAYHAPOAHbIX aKTOB $O-
Torpadus, onybanKoBaHHas aBTOPOM (goBeaeHHas A0 Bceobuwiero cae-
[OeHuA), ABNAETCA MHTENEKTyalbHOM COBCTBEHHOCTbLIO AaHHOro aBTopPa.
KaKkum ke 06pa3som MOXHO KBaMOUUMPOBaTb pa3melleHHble B UHTEp-
HeT-meana CCbINKy Ha poTorpadumm, pasmelleHHble B OTKPbITOM [A0CTY-
ne HeferasbHO APYrMm Hapywwutenem? CyMTaeTcs M 3TO HapyLUEeHUEM
aBTOPCKMX NPaB UK INLLO, PAa3MECTMBLLEE CCbIIKY Ha doTorpadun gen-
cTBOBasI0 f,o6pPOCOBECTHO. Peub MAET O NpaBe «A0BeAeHMA 40 Bceoblye-
ro cBeAeHMUA» KOHTEHTA, KOTOPbIM 40 3TOro Hbl/1 HeAOCTYNeH 6e3 onnathbl
3a NoJly4eHMe ero IMLEH3MOHHOWN KONUM.,

OTBETUTb Ha AaHHbIV BOMPOC MOMHO MPOoaHaN3MPOBaB AeN0, KO-
TOpPOE CNYLWAN0Ch OA4HOM aKTPUChl M3 HMAep/iaHa0B U HOMEPOM KypHa-
nom «Playboy» ¢ ee ¢potorpapusmm [26]. C ogHOM CTOPOHBI, «NPABO Ha
ny6anyHoe obHapoaoBaHMe NPOU3BEAEHMNE», KOTOPOE YrKe bblo 0bHa-
pOAOBaHO MepBbIN pas, c gpyro — BecnnaTHoe NpeaoCTaB/leHue oT-
KpbITOro AocTyna K ¢potorpaduam, KoTopble AOMKHbI NPeaoCTaBAATLCA
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Ha naaTHOM OCcHOBe, obecrneyeHMA NMLEH3MOHHOIO AoCTyna. EBponeit-
CKMI cyA cnpaBeaIMBOCTM YKa3aJl, YTo UMEHHO Bnageneu, caiita obnaga-
€T MHTeNNEeKTYa/IbHbIMM NPaBamMun B OTHOLIEHMM MATEPUaNoB, AOCTyN K
KOTOPbIM OCYLLECTB/IAETCA Ha NAaTHOM OCHOBeE. M B TOM C/lyyae, eciu Ka-
Kon-nnMbo maccmeama B cetv MIHTEpHET AaeT CCbIIKY Ha AOCTYN K TaKoMy
KOHTEHTY 6ecniaTHO M MpY 3TOM pasMeLLaeT peKaamy, 3a KOTopyto no-
Jly4YaeT AeHbIY, TO ero BiageneL, MoxeT ObiTb NPUBAEYEH K OTBETCTBEH-
HoCTM [Tam ke]. be3ycnoBHO, becnnaTHbI KOHTEHT BCeraa npuBieKaeT
nonb3oBaTtenei, 1 TeM caMbiM CTOPOHHWIA PECYPC MOKET yBENMYMBaTb
[0X04, OT peKsambl 3a CYET NOBbIWEHMA KOMYECTBA NOCELLEHUN.

OaHUM M3 MHTepecHbiXx Aen EBponeiickoro cyaa cnpaBea/ivMBoCTU
aBnaetca aeno MoxaHa [lekmeHa npotvs Banaepcrtena [27]. CyTb aaHHO-
ro Aena TakoBa, YTo NOAUTUK M. [leKMeH HapucoBan NOAUTUYECKYIO Ka-
PUKATYypy Ha TEMY MUTPALMOHHOM MOMUTUKN, «B3AB 3@ OCHOBY OO/I0XKKY
3HAMeHMTOro B benbrum Komukca Bunnm BangepcreHa» [24], a obnaga-
Te/IN aBTOPCKMX NPaB Ha OPUTMHAIbHOE NPOU3BeAEeHNE BO3ParKaau npo-
TUB TOro, YTo6bl 3TO NPOM3BEAEHME ACCOLMMPOBANOCH C MOMNYAAPHbIMMI
FOMOPUCTUYECKMMW UHTEPNPETALUMAMM PaboTbl, MOCKO/IbKY B HWUX Bblpa-
YKaZMcb NPOTUBOMO/IOXKHbIE Maen. B cBoem pelseHnn EBponeiickuii cyg,
CMpaBeA/IMBOCTM BCTaN Ha 3almMTy [leKmeHa, 06A3aB ero Avwb Aatb Ny-
6/1MYHblE NOACHEHUA, YTO AaHHAA NAPOAMA He OTpaXKaeT B3rA40B aBTo-
pa OpUrMHaNbHOrO NpousseaeHus [27].

OAHMM M3 aKTyaslbHbIX KelcoB cyaebHON npakTuKM B cdepe as-
TOPCKOTO MNpaBa ABASETCA BONPOC O TPpebOBaHMAX K XOCTUHI-NpoBalne-
py 3abn0oKMpOBaTb AOCTYN K CalTy, KOTOPbIMA cOAepKUT MHOPMALMIO,
HapyLUaloLLYyt0 aBTOPCKME npaBa. B Takmx cutyaumsax Esponericknin Cya
CNpaBeanMBOCTM 0BbIYHO onpeaenseT OpUeHTUPbI ANA NOAAEPIKKM ba-
NlaHca mexay cBoboaol npeanpuHUMaTENIbCKON AeATeNIbHOCTM U aBTOp-
CKMMM NpaBamu.

[pyrvm BakKHbIM BOMPOCOM AB/AETCS AOCTYN K aKKayHTaM Mo/b30-
BaTesIel COUMaNbHbIX CeTel. B KaKMX Cnyvasx coumanbHan CeTb AO/IKHA
NpesfoCTaBAATb AOCTYN K aKKayHTY POACTBEHHUKOB NOrnbLiero YesoBeka
ON1A BbISICHEHMA NPUYMH ero rnbenu, Hanpumep, oT cymumaa. Mam Takoi
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[OCTYNn MOXHO NpPefoCTaBNATb KOMMNETEHTHbIM MPaBOOXPaHUTENbHbIM
opraHam? HeobxoAnmOo TaKkKe NOMHWUTb, YTO YC/I0BUA AOCTYNA K aKKayH-
Ty Npexe BCEero COAEPHKaTCA B NOSb30BATENbCKOM COMALLEHUN COLM-
aNbHOW CEeTH, KOTOPbIMU U HEOBXOAMMO PYKOBOACTBOBATHCA B AaHHOM
cnyyae. B otanume oT poccuiickoW MpaKTWKKM, NpakTuka Esponeickoro
Cyfa cnpaBef/MBOCTM OAHO3HAYHO OTBEYAET Ha 3TOT BOMPOC OTpULLa-
Te/NbHO, 3alLMLLAA NPaBa TPETbMX /1L, NepPenucbiBaBLUMXCA C MOTUBLWMM
[24].

OcTpoi npobnemoit aBnaeTca 6yNNMHT, arpeccMBHOE BbICKa3blBaHUE,
TPaBAsA B COUMaNbHbIX Meaua, NybAMYHOM MPOCTPaHCTBE, MOSABAEHUE
BblpaxkeHuli «hate speech», A3blka BpaXKabl UM PUTOPUKM HEHABUCTH,
KOTOpble OCKOPHAAIOT CBOMX OMMOHEHTOB, HOCUTENEN APYrON CUCTEMbI
LLleHHOCTel (HPaBCTBEHHDBIX, PE/IUFMO3HbIX, HALMOHANbHbIX, KYJbTYPHbIX
n ap.). JaHHOE ABNEHME TaKKe MOXKET NPOABAATLCA KaK MEXHALMOHA/b-
HafA Bpakaa, HETEPMNMMOCTb, pacun3m, KceHodobus, cekcmam, romopobusa
n ap. B cTpaHax, npusHatowmx obuienprsHaHHble NPUHLMMBI U HOPMbI
MeXKAYyHapOoAHOro NpaBa B Ka4YecTBe COCTaBHOM YacTu NPaBOBOW CUCTEMbI
(K KoTopbIM OTHOCKTCA PoccuA M apyrue cTpaHbl eBPoneickoro coobluue-
CTBA), 3aMnpeLlaeTca armTauma, Bo30yKAAoLWaa COLMANbHYI, PacoByto,
HaLMOHA/IbHYIO MW PEIUTUO3HYI0 HETEPNIMMOCTb U BPaXKAy, A3bIKOBOE
NpPeBoCcxXoAcTBoO M apyrue. MNpaBonpumeHUTeNbHaAsA NpaKTMKa eBponen-
CKMX CTPaH CBMAETE/NIbCTBYET O HEOOXOAMMOCTM NpeceyeHuns nogobHoro
OCKopbuTEeNbHOrO NoBeAeHUSA B «ceTuy. Tak, B lepmaHumn 8 2017 roay Bbl-
LUes 3aKOH O 3aluTe B «CeTh», Hanaralowmin Wwrpadbl Ha OTBETCTBEHHbIX
/ML, 33 HeyaaneHue CoobLEHNM C NPU3HAKaMK NpaBoHapylueHus [24].
TaKaa cnopHas HOPMa B MPAKTUKE eBPOMENCKUX CTPAH MOXKET NPUBECTU
K TOMY, Y4TO BNaZeNblibl MHTEPHET-PecypcoB byayT npeanoynTath 610KM-
POBKY COODOLLEHUA B KaXKAOM, BbI3blBAOLLEM COMHEHMA Cayyae, YTobbl
n3berkaTb WTPadHbIX CAaHKLMIMA.

Ewe ogHa KpalHOCTb, KOTOPYIO OTMEYAOT He TONbKO POCCUMICKME
IOPUCTbI, HO 1 eBpoMnerickMe, — 3TO OMNACHOCTb «cobnasHa Bce yperynu-
pOBaTb 3aKOHOMY», KOTOPbIN MOXKET NOCTaBUTb NOA COMHEHMeE TaKue ba-
30Bble LLEHHOCTH, KaK «cB0bOAY C/10Ba, CAMOBbIPAXKEHUS, NpesnpUHUMa-
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Te/IbCKOW AeATeIbHOCTU U ApyrvMe npasa», Hapaay C aBTOPCKMM NPaBom
M MPaBOM MHTE/INIEKTYa/IbHOM COOCTBEHHOCTM [Tam Xe).

3aKpenneHue aBTOPCKOro npaBa M patudukauma B 1995 roay bepH-
CKOWM KOHBEHLUMW MO OXPaHe NTEPATYPHbIX U XYA0MKECTBEHHbIX NPOU3-
BEAEHUIN ABNAETCA OOHMM U3 OOCTUXKEHMI coBpemeHHoM Poccum. Wc-
cnepoBaHMe KOHCTUTYLMOHHOTO MeXaHW3Ma 3aliuTbl aBTOPCKMX NpaB B
KOHTEKCTe peanun3aumm MexayHapoaHbIX HOPM Ha NPOM3BeAeHMA Macc-
Mezma B Poccun npeficTaBAAeTCs akTyaibHOW 3aa4el 410 lopUANYeCcKon
HayKM U NPaKTMKW. B HacTosLLee BpemMs eLlle He NOTepAIO CBOEW aKTya lb-
HOCTW BbICKa3blBaHWe KpynHeWLwero cneuuanncta B chepe aBTOPCKOro
npasa B Poccun, pektopa PTAUC WN. bansHewa o Tom, 4TO AN1A pelleHuna
UMetoLLMXCA MPOTUBOpPEeUnii B chepe aBTOPCKOro npaBa HeobxoaMM TLLa-
Te/IbHbIV aHa/M3 NPABOOTHOLLEHWI, BO3HUKAIOLWMX B CBA3M C CO34aHMEM
M UCNoNb30BaHMEM OBBEKTOB MHTENIEKTYasIbHOW COBCTBEHHOCTU, «3IM-
NMUPUYECKUX METOAO0B U3YyYEHUA POCCUIACKOTO M MHOCTPAHHOIO 3aKOHO-
[aTeNbCTBa, OTEYECTBEHHON U 3apyOEeXKHOM NPAKTUKK, AEMCTBYIOWMX U
pa3pabaTbiBaeMbIX MEXAYHAPOAHbIX cornalieHnn» [28, c. 4-6].

MoaBoaA MTOr PacCMOTPEHUIO MEXaHU3MOB 3alLMTbl aBTOPCKOrO
npaBa B KOHTEKCTe peann3aumm MexAyHapo4HbIX HOPM Ha nNpousseae-
HUA maccmeama B Poccuiickont @epepaunn, cnegyet ocoboe BHMUMaHUe
YOENUTb He TOJIbKO TPaXKAaHCKO-NPaBOBOMY PEry/IMPOBaHUIO 3alLMUThI
aBTOPCKMX NpPaB, YyHUBEPCAbHbIM MEXaHU3MaM 3aLLMTbl NPaB YeN0BEKa,
TAaKUM Kak cyaebHana 3alwmTa, 06)KasnoBaHue gencTeuin (6esgencTenit)
OONKHOCTHBIX /INL, HO U TaKUM CPeACcTBaM KOHCTUTYLIMOHHO-MPABOBOM
3aLUMTbl KaK KOHCTUTYLMOHHbBIW KOHTPO/b, BO3MOXHOCTb MeXrocygap-
CTBEHHOW 3aLLMTbI CBOUX NpPaB.

MMnnemeHTaLma MeXAYyHapoAHbIX CTaHAAPTOB B 3aKOHOAATE/b-
cTBO Poccuiickon PesepaLlum MOXKET NOMOXKUTENBHO CKa3aTbCA U MNpU-
BHECTU B HALMOHA/IbHYIO MPaBOBY cncTeMy 3ODEKTUBHbIE rapaHTUK
3aLWMUTbI aBTOPCKMX Mpas. B yacTHocTH, B chepe cOoNpUKOCHOBEHMA, C Of-
HOW CTOPOHbI, MEXAYHAPOAHbIX CTAaHAAPTOB M B3ATbIX Poccuel mexay-
HapPOAHbIX 00653aTeNbCTB, @ C APYrol — peanv3aunmn 3TUX NOJONKEHUN
B HALLMOHANbHOM 3aKOHOAaTeNbCTBE. K TaKMM MOMOXKEHUAM MOMXKHO OT-
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HECTM MMMJIEMEHTALMIO MEXAYHAPOAHbIX CTaHAAPTOB B cdhepe aBTop-
CKOTO MpaBa Ha C/IOXHble MpousseaeHus (cnana-woy, nHoorpaduky,
BME0MNOAKACTbl), peannsaumio aBTOPCKoro npaea Ha ¢poTtorpaduu, pas-
MelLleHHble B MaccMeaua; B chpepe NpeaocTaB/ieHns A0CTyNa K akKayHTy
B COLMaNbHbIX MeAMa; OrpaHUYeHUsa «ByNanHra», arpeccMBHbIX BbICKa-
3bIBaHUI; MPABOBOro PEryIMpoBaHMsA NpaBa N3MeHEHUs NPOMU3BeAEHNA
(KapuKaTypbl Ha opurMHanbHble nNpoussedeHus). K HegocTaTkam poc-
CUICKOTrO 3aKOHOAaTENbCTBA B COBPEMEHHbI Nepuos OTHECEM HeXKena-
HMEe POCCUICKMX MNOb30BaTeIel Maccmeana NAaTUTb 3a INLEH3NOHHbIN
KOHTEHT; OTCYTCTBME YETKOW TPAKTOBKM ONpeaeneHnsa Kputepmsa «aose-
AeHve [0 BCeoblLero cBegeHma»; MHOXeCTBO He0bpOCOBECTHbIX CCbl-
JIOK Ha OpWUrMHa/IbHble MPOW3BEAEHNA B UHTEPHET-MeANa; OTCYTCTBUE
MpPaBOBOM Ky/bTYpbl MOBEAEHUA B CETU.

OfHMM 13 cnocoboB COBEPLUEHCTBOBAHMA 3aKOHOAATENbCTBA B
chepe aBTOPCKOro npasa B NPOMU3BEAEHUAX MacCMeaMa MOXKET ABNATb-
cA npaBoBoe obecneyeHne peannsalmm TaKUX MOJIOXKEHUM, KaK «CBO-
6oaHasA NMuUeH3MA», «NybanyHoe 3asaBaeHne npasoobnagatens» [12, c.
9-10], a TaKkKe BblpaboTKka mep 3pPeKTUBHON 3aWmTbl NpPaB Aobpoco-
BECTHbIX MO/Ib30BaTe/Iel maccmeama.

AHann3 3apyberKHOro 3aKOHOAATENIbCTBA M MEKAYHAPOAHbIX HOPM
MOKasblBaeT, YTO B HacTosAllee Bpemsa 3aKoHodaTenbcTBO Poccuitckoi
denepaumm He B NONHON Mepe COOTBETCTBYET MEXKAYHAPOAHbIM CTaH-
AapTam, B YAaCTHOCTW, MONOMKEHUAM BepHCKOM KOHBEHLMM MO OXpaHe
IMTEPaTYPHbIX U XYAOXECTBEHHbIX MNpou3BegeHunin. NMomumo cosep-
LUEHCTBOBAHMSA POCCUINCKOTO 3aKOHOAaTe1bCTBa, HE0bX0AMMO 06pPaTUTL
NPUCTasibHOe BHMMaHWE Ha NPaBONPUMEHUTENbHYIO NMPAKTUKY, COBEp-
LIEHCTBOBAHME CyAebHON NPaKTUKN U MOBbILEHME YPOBHA NPaBOBOro
CO3HaHWA HaceNeHUs, BOCMUTAHWUE KyNbTypbl MPaBOMEPHOro NoBeAeHMA
KaK noTpebutenein KOHTEHTa maccmeama, Tak M npaBoobnagaTenen u
ABTOPOB PE3Y/IbTATOB MHTE//IEKTYaIbHOW COBCTBEHHOCTU, MPUBUTUE Ha-
BbIKOB TOr0, 4YTO CObMtOAEHME 3aKOHOB — 3TO MOYETHO, MOAHO U COOT-
BETCTBYET COBPEMEHHbIM TEHAEHLUMAM Pa3BUTUA POCCUICKOM NPaBoBOM
Ky/NbTYpbl.
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OTBeTCTBEHHbIN cekpeTapb, pegakTop — O.6. XBouHa
Pepaktop — WU.B. beneHbkui

KomnbloTepHana sepctka — T.M. Jlykosa

MognucaHo B neyaTb 29.03.19
Yen. ney. n. 14.1. Tupax 200 aKs3.

OTnevataHo B M34aTeNbCKOM LeHTpe
WNHCTUTYTa KMHO 1 TenesuaeHua (TUTP)

KoHTakTHaa nHpopmauua:

8 (495) 7876511
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XopowescKoe w., 4. 32A



