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ONCUNNNNHAPHOE

N ANCKYPCUBHOE 3SHAHWUE

B OTHOLWEHWW 3KPAHHbBIX U 3PEJTULLHbIX
®OPM UCKYCCTBA:

MPOBNTEMA AEMAPKRALU U

AHHOTaumA. PasgeneHve 3HaHUA Ha AWUCLMNAMHAPHOE U AUCKYPCUMBHOE
OKa3blBaETCA BO3MOMHbIM, €CIN CaMa LeATeNbHOCTb MO NPOAYLMPOBaHMIO
3HaHWA PACCMATPMBAETCA KaK Pa3BOPaYMBalOLLAACA B MPUHLMNMUAIBHO
pa3HbIX MO3HABATE/IbHbIX CUTyauusx, 0bycnaBaMBalOWMX cneundury aTto-
ro 3HaHuA. BblaenseTca 4Ba OCHOBHbIX acMeKTa, Mo KOTOPbIM MOXET bbiTb
NPOBEAEHO pa3deneHue 3HaHWA Ha AUCUMNAMHAPHOE U AUCKYPCUMBHOE.
MepBblii acnekT — 3TO0 NPUHUMNMANABHAA NEpPBUYHAA OYHKLMA, KOTOpYIo
peanusyeT 3HaHue. [na AUCUMNAMHAPHOIO 3HaHUA — 3TO 3aMecTUTeNbHaA,
YaCTUYHO 3aMeCTUTE/IbHAA UMW, B KpalHEM Cyyae, YCI0BHO 3aMeCTUTEb-
Has GYHKUMA B OTHOLEHMM No3HaBaemoro. [ns AuMcKypcuBHoro — nobas
BHYTPU TOTO AUCKYPCUBHOIO €AMHCTBA, B YCNOBUAX KOTOPOro NpoayLmpo-
BaNoCb 3HaHWe. BTopoi acneKkT — 3To Mmepa coLManbHOM OTBETCTBEHHOCTH,
KOTOPYIO rOTOB HECTU UHAMBUA, UNWN KONNEKTUBHDBIN CYOBEKT 33 TO 3HaHWe,
KOTOpoe onpesenseTca UM B KaYecTBe 3aMeCTUTENbHOMO B OTHOWEHWUM Mo-
3HaBAaEMOro. 3a AWCUMMNAMHAPHOE 3HaHWE TaKyl OTBETCTBEHHOCTb HeceT
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coobLecTBO uccneaoBaTenei, obpasyroWwmx AMCUUNIMHAPHOE e4MHCTBO.
3a AMCKYPCMBHOE 3HaHWE B PaCCMaTPUBAEMOM 3HAYEHMUM OTBETCTBEHHOCTU
HUKTO He HeceT, TaK Kak OHO M3Ha4yanbHO M He npeanonaraer Toro, YTo Ha
Hero MoeT Bo3/1araTbCA 3aMecTuTe/IbHas QyHKUMA.

B TO e Bpems pasfeneHue ryMaHUTapHOro 3HaHUA Ha AUCUMNIMHAPHOE U
[AVCKYPCUBHOE ABNAETCA 3aTPYAHUTE/IbHbIM, TaK KaK AUCLUMMIMHAPHOE 3Ha-
HWe, 38 HEBO3MOXKHOCTbIO GOPMUPOBAHUA NOSHOLEHHOIO NapagnrmanbHo-
ro 3HaHWA — eAMHCTBEHHO BO3MOMHOIO B aKTya/ibHbli MOMEHT BpeMeHU
3HaHMA, B YCNOBUAX F'YMAHUTaPHOW HayKK, NULWb BECbMa YC/IOBHO OTAENA-
eTCcA OT 3HaHUA AUCKYPCUBHOrO. YCnoBue nposedeHWs Takoro pasaeneHus
CBA3aHO ¢ GOpPMMPOBaAHMEM CUTYaLMM Nepexoaa OT HaTypannCTUYECKOro K
[eATeNbHOCTHOMY MOAXOAY K MO3HAaHWIo, KOr4a no3HaBaembim onpeaens-
€TCA He HEeYTO KOHKPETHOE, a cama No3HaBaTe/lbHan AeATeNbHOCTb B OTHO-
LEeHMM 3TOTO HEYTO KOHKPETHOrO. B UTOre Takoe pasgeneHne No3BoisAeT He
TO/IbKO MPUHLMNMAAbHO MEHATb XapakTep GopMMUPYEMOro 3HaHWUsA B OTHO-
WeHUM npeameTa MCCNef0BaHNUA C KOHLENTYyaNbHOro Ha Mo/fHOLEHHOe Te-
opeTunyecKoe, HO U TpaHCPOPMMUPOBaTL Cam MPUHLMM GYHKLMOHMPOBAHUA
ANCUMNIMHAPHOW NPeaMETHOCTH, B YCIOBUAX KOTOPOI NpoayLmMpyeTca 310
3HaHMe — Byab TO UCKYCCTBOBELEHME, KyNbTypoaorua nam eunocodus.
OCHOBbIBAACb Ha J@aHHOM METOLONOMMYECKOM MHCTPYMEHTApPUM 060CHOBbI-
BAETCA MPUHLMMNMANbHAA BO3MOMKHOCTb MPOBEAEHMA AeMapKaLmMu Mexay
ANCUMNANHAPHBIM U AUCKYPCUBHBLIM 3HAHWEM B OTHOLIEHMM SKPaHHbIX M
3pennLHbIX GOPM UCKYCCTBA, a TaKKe No3TanHO KOHCTPYMPYeTCA Ha Camom
obuem maclTabe pacCMOTPEHMA OHTONOMMYECKan cxema NpeaMeTHon 06-
NacTM Ana AUCUMNAMHAPHOW NPeaMEeTHOCTM, NMOo3HaBaeMblM A8 KOTOPOW
ABNAKOTCA, KaK camm 3T GOPMbI, TaK U AUCKYPCMBHAA NO3HaBaTebHaAA aK-
TUBHOCTb B MX OTHOLLUEHMMU.

Knlouesble cnoBa: MeToA0/10r1A UCKYCCTBOBEAEHMS, TEOPUA UCKYCCTBA, Ha-
yKa 06 UCKYCCTBe, HayKoBeAeHWe, SKpaHHbIe UCKYCCTBA, 3peNULLHbIE UCKYC-
CTBa, AWUCLMMNIMHAPHOE 3HaHWEe, AUCKYPCUBHOE 3HaHWe, AEeATE/IbHOCTHbIN
NoAxoZ, OHTON0rM3aumn
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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 AUCUMNANHAP-
HOW CTPYKTYpe HayKu U K HayKe BoobLle — CTaBWUTb NOL COMHEHWe auc-
UMNINMHAPHOCTb KaK NpuUHUUN OpraHn3aunn 3HaHUA, UAWN OaXXe Camy
BO3MOHOCTb pa3fie/ieHna 3HaHNA Ha HayyHOe M HeHay4Hoe, 4To, BNpo-
yem, XapaKTepusyeT He CTO/IbKO peasibHoe NONOoMeHUe eN B cucteme
UeNoBEYECKOro 3HaHWA, CKOMIbKO KpalHe Cy6beKTMBHbIA XapaKTep Ta-
KOro poAa BbICKa3biBaHWUIA, HO Ha CTOALWMIA MOMEHT HET MHOW OopraHu-
3aLUMOHHOM CTPYKTYpbl, KOTOpas morna bbl B3ATb Ha ceba coumnanbHyo
OTBETCTBEHHOCTb 32 3aMECTUTE/IbHbIN XapaKTep 3HaHWA B OTHOLUEHMU
nosHaBaemoro. Bce ke KOHCTPYKTMBHbIE MOMbITKN NPeoaoieHna AucLm-
NAMHAPHOCTU — Hanpumep, Maeu TPaHCAUCLMMAMHAPHOCTM MOKa ellle
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ABMAOTCA BECbMa YTOMUYHbIMKUL. B TO ke Bpems eCTb MHEHMeE, YTO «Mo-
cne NOCTMOAEPHMUCTCKOrO «HATMUCKa» KyNbTYPHbIX UCC/IeA0BaHUI HbIHE,
BO BTOpOM gAecaTtuneTtum XXI B., y»e MOMKHO CMeNo roBOpuUTb O CBOEO-
H6pasHOM peHeccaHce AMcumnanHapHoro npuHumMna [5, c. 13].

Takum 06pasom, NPUHUMAA AUCUMMNANHAPHBIA NPUHLMN OpraHu-
3aLMM Hay4yHOro 3HaHMA Kak Henpobiematusnpyemoe [O0/KHOE, YTO-
6bl UMETb BO3MOXHOCTb YCTAHAB/NMBATb KOHKPETHYIO ANCLMUMANHAPHYIO
WMAEHTUYHOCTb — MPOBOAUTL AEMapKaLMIO MEXAY 3HAaHMEM Hay4HbIM
(amMcumMnanHapHBIM) U HEHayUYHbIM (AUCKYPCUBHBIM), MEXAY 3HaHWAMMU,
COOTBETCTBYIOLMMMN CMEXHbIM AUCUUNANHAM, HEo6X0ANMO cHOKyCUpPO-
BaTbCA Ha TOM METOZ0/0TNN, KOTOPan 0BCAYKMBAET CaM 3TOT NPUHLMN.

B cuTyaumm OTCYTCTBUA WU e He MPUMEHEHUS B r'yMaHUTapHOMN
HayKe, N B UCKYCCTBOBEAEHUMN KaK ee CermeHTe, Takoro MeToAo/0rnye-
CKOM0 MHCTPYMEHTApUS, C UCMO/Ib30BaHNEM KOTOPOTrO MOMKHO 6b110 6bl
npeoaoneTb NPUHLMNNANAbHYIO BapUaTUBHOCTb 3HAHMA B OTHOLLEHMM
OfHOro U TOro e (4To, BNpouem, no T. KyHy xapaKTepusyeT He TO/bKO
cneunduKy rymaHUMTapHOrO 3HaHWA, HO M AonapaAurManbHbI 3Tan B
Pa3BUTUN MOJIHOLLEHHOM HayKu, KoTopaa aaa camoro T. KyHa cuHOHM-
MWYHa C eCcTecTBEHHOW HayKoit [6, c. 34—48]), oka3biBaeTcA HEBO3MOMK-
HbIM He TO/IbKO pelieHne npobaembl AemapKaumm ANCUMUMIAUHAPHOIO
W AUCKYPCUBHOIO 3HaHUA B OTHOLLEHMM OAHOMO U TOrO e, HO U cama
NoCTaHOBKa TakoW npobaembl. [103TOMY A8 KOHCTPYKTUBHOW paboThl C
npeamMeTom HacToAuel paboTbl — rpaHULLE MeXay ANCUMNANHAPHbIM

1TaK Kak HeT e4MHOM NPOrpaMMbl TPAHCAUCLMNANHAPHOCTY, TO YTOGbI HE BbIAENATH KAKOE-TO 04HO
M3 YaCTHbIX HAaNPaBAEHWUI, YKaXKeM Ha PaboTbl, B KOTOPbIX Cama AUCLMMAMHAPHOCTb OKa3bIBaeT-
cA B uccnesosaTtenbckom GOKyce M NpeacTaBaseTca B TOM WM MHOM paKypce: BO-NepBbIX,—Ha
ctaTbto E. Cohen u S. Lloyd [1], B KOTOpOW aBTOPbI ONMUCbIBAIOT JIOTUKY 3BOIIOLMOHHOIO Nepexoaa
AVCUMNAMH OT CBOETO UCXOLHOTO — AUCLMNAMHAPHOTO MOMOXKEHUA K TPAHCAUCLMUMINHAPHOMY
KayecTBy, BO-BTOPbIX,—Ha paboty E.H. KHA3eBoI [2], B KOTOpPOI aBTOpP NPOBOAUT AeMapKauuto
MEKAY AMCLUNAMHAPHOCTBIO U TaKUMKM GOPMaMM OpPraHU3aLLMM HAYYHOTO 3HAHWUA KaK MeXauc-
LUMNAMHAPHOCTb U NOAUAUCLMIAIMHAPHOCTD, B TPETbUX, —Ha UccaenoBaHue U.B. YepHukosoi [3],
r4e Mbl HAXO4MM PAaCCMOTPEHWE TPAHCAUCLMMNIMHAPHOCTM B KOHTEKCTE KOHLLENTA «3HaHWe» (4To
ABNAETCA YPE3BbIYANHO BAXKHBIM A7 HACTOALLEro UCCNEeL0BaHNA), U, HAKOHeL, —Ha KONNEKTUB-
Hyt0 MoHorpaduio noa peaakumer B. baxkaHosa v P.B. lWonbua [4], B KoTopble cobpaHbl paboTbi
KaK OTEYECTBEHHbIX, TaK U 3apyBeKHbIX UccnesoBaTeNei, NOCBALWEHHbIE MAaKCUMAbHO LUMPOKO-
My CMeKTpy BOMPOCOB, CBA3aHHbIX C YEHOMEHOM TPAHCAUCLUMIMHAPHOCTY.
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W ANCKYPCUBHBIM 3HAaHMEM B OTHOLLEHWUM SKPAHHbIX U 3peNULLHbIX GopM
WCKYCCTBA, BO-NepPBbIX, HEOBXOAMMO OMuUcaTb MPUHUMNMbI, NEXKalne B
OCHOBE Camol BO3MOMHOCTM AefeHUA 3HaHMA Ha AMCLMMNIMHapHOE U
[OVCKYPCUBHOE, a, BO-BTOPbIX, ONPeAeNnTb TOT METOA0N0MMYECKUIA UH-
CTPYMeHTapuii, KoTopblit 6bin 6bl afeKkBaTeH AnA NPOBeAeHWUA TaKoW
rPaHULBI B YCIOBUAX TYMaHWUTApPHOW HAyKK, 4To, COBCTBEHHO, U MNO3BO-
JIUT peann3oBaThb Leb AAaHHOIO UCCIef0BaHUA — NPOBELEHME Aemap-
Kauuu Mexay AUCLUNANHAPHBIM U AUCKYPCUBHbLIM 3HaHMEM B OTHOLLE-
HWUM 3KPaHHbIX 1 3penunLLHbIX GOPM MUCKYCCTBa.

1. 3HAHUE: ANCUMNNIMHAPHOE U AUCKYPCUBHOE

HecmoTps Ha To, YTO 3HaHWe — 3TO BCeraa MOoZLEeNb NMO3HABAaEMOro
(Beab B NPOTMBHOM C/lyyae BCTAeT BOMPOC, @ 3HAHWE N 3TO?), Knkove-
BbIM ANA N060ro 3HaHWA ABAAETCA YCTAHOBNEHME OTHOLUEHUA MEXAY
HWM M NO3HaBaeMbIM, ONpeaensiemoe Kak COOTBETCTBUE, YaCTUYHOE CO-
OTBETCTBME WU, B KpaitHeM cyyae, ycioBHoe cooteeTcTBue. CobeTBeH-
HO, TO/IbKO MOC/e YCTAaHOB/IEHWUA TAKOTO OTHOLIEHWSA MOYHO FOBOPUTL O
KaKoOM-TO MHPOPMaLMM UMEHHO KaK O 3HAaHUMU.

B ycnoBuAx MHAMBUAYANbHOW NO3HABaTE/IbHOW CUTYaLUWU, MOXKHO
[LOBONIbCTBOBATLCA TEM, YTO HEMOCPEACTBEHHO HAMM CAMUMM B aKTyaslb-
HbI MOMEHT KaKasa-To MHPOPMaLMA NPUHUMAETCA 3a 3HaHME B OTHOLLe-
HWM YEro-To KOHKPETHOTO — BeAb AaXKe, eCNN 3TO C KaKOW-TO Apyrou
TOYKM 3PEHMSA U HE TaK, TO 34€eCb U Celyac A/1A Hac 3TO ABNAETCA GYHKLM-
OHa/IbHbIM U YA0BNETBOPUTE/IbHBIM (B MPOTUBHOM C/ly4ae MMeoLLancs
MHbopmaLma He bbiia 6bl NPUHATA 3@ 3HAHMA, BO3HUKNA Obl ee npobne-
MaTM3aumMa M NOUCK MHOW MHPOPMaLMK, KOTopaa mMorna bbl OKasaTbeA
3HaHWeMm).

B ycnoBuax AOAMCLMUNANHAPHOW KOANEKTUBHOM NO3HaBaTeNbHOM
CUTYaUMK, Korga cybbeKTbl, peanusyioliMe MO3HABATE/bHYH aKTUB-
HOCTb B OTHOLUEHUWN OLHOTO U TOTO ¥Ke, He CBA3aHbl TAKUMU eANHbIMU
Nno3HaBaTe/IbHbIMM YCTAHOBKAaMM, KOTOPbIM He/b3s He C1eA0BaTh, a TaK-
e 06LWel uenblo, 3aK/YaloLWeinca B CO34aHNN eaANHOMo U HENpPOTK-
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BOPEYMBOrO 3HAHUA B OTHOLIEHWW NO3HABAEMOFO, HO UCKOYUTENBHO
06LWHOCTbIO POKyca MHTEpeca, Ha KOTOPbIV HaNnPaBAAETCA NO3HaBaTENb-
Has aKTMBHOCTb, BO-MepBbIX, OKa3blBaeTCs BOOOLE HeobsA3aTeNbHbIM
YCTAHOB/IEHWE ONpeae/IeHHOro OTHOLWEHUSA MEXAY 3HAHMEM U COOTBET-
CTBYIOLLMM €My MOo3HaBaemMbiM — 3HaHWe TpaHchopmupyeTcs B Npea-
CTaBNeHuWe (XOTA B onpeaeneHHbIX Cly4asX U BblaBaeMoe 3a 3HaHue),
a, BO-BTOPbIX, NepBUYHaA GYHKLMA TOrO, YTO YCOBHO MOMHO Ha3BaTb
«3HaHWEM» OKa3blBAaETCA BOBCE HE 3aMeCTUTE/IbHON B OTHOLUEHUU Mo-
3HaBaemoro, a — baa BHYTPU TOM OOLLHOCTKU, B YCIOBUSAX KOTOPOW
6blna peannmsoBaHa No3HaBaTe/IbHas AEeATENbHOCTb, B TOM YMCNE U B TOM
¥Ke CamoW, B OTHOLLEHUWN KOTOPOM M pa3BopavMBanacb No3HaBaTe/IbHas
aKTUBHOCTb. IMEHHO TaKoe 3HaHWe U MOXKeT DObiTb OXapaKTepnsoBaHo
KaK OUCKYPCUBHOE — MPUHLMUNMANABbHO BApPMATMBHOE B OTHOLIEHMM MO-
3HAaBaEMOro M CBA3AHHOE HEe TOJIbKO C YCIOBHOCTAMM KOHKPETHbIX Mo-
3HaBaTe/IbHbIX YC/I0BUI, @ C COBOKYMHOCTbIO MHOrOOBpa3HbIX onocpeso-
BaHHbIX GaKTOPOB.

OvcumnavHapHas nosHaBaTeNbHasA cuTyaumna bopmupyeTca B Kave-
CTBE CBOEOOPA3HON UHCTUTYLMOHANBHOM MOAEM ONTUMA/IbHOM NO3Ha-
BaTe/IbHOM CUTyaLuMu, NpeonosieBatowent HeJoCTaTKU UHANBUAYaANbHON
N He HOpMUPYEMOW NAU He 3IGPEKTUBHO HOPMUPYEMOI KONEKTUBHOWM
Nno3HaBaTe/IbHOM aKTUBHOCTU. [03TOMYy AR AAHHOW CUMTyaLMu OCHOB-
HbIM ABAAETCA [NaBEHCTBO QYHKLMM NONYYaEeMOro 3HaHUA — 3amecTu-
Te/IbHOWM (Y4aCTUYHO 3aMeCcTUTENIbHOW UK, B KPalHEM C/lyvae, YCIOBHO
3aMecTUTe/IbHOM) B OTHOLIEHMM MO3HAaBAeMOro, Ha KoTopyto paboTaert
04HO3HaYHaA Uue/ib — COo34aHMNe Le/IOCTHOrO M HEMPOTUBOPEUMBOTO 3HaA-
HWA B OTHOLUEHMM MO3HABAEMOrO, 338 KOTOPYH HECeT COUMAbHYO OT-
BETCTBEHHOCTb HayyHoe coobuiecTBo. [aA AOCTUMKEHUS OAHHONW Lenu
OKa3blBaeTca Heobxoaum efnHO0b6PasHbIV M03HasamesnbHbIl NPUHYU,
KOTOpbIV Mor 6bl BbITb NONOXKEH B OCHOBY /1060 NO3HaBaTebHOMN Ae-
ATE/IbHOCTU H6E30THOCUTENBHO CNEeLUPUKM NO3HABAEMOrO, a TaKKe Ta-
Koe cpedcmeo 8bipax(eHUsA 3HAHUSA, KOTOpoe He 6bia10 6bl 3aBUCUMbIM
OT YC/I0BHOCTEN ecTecTBEHHOrO A3blka. OgHaKo B camom obuiem mac-
wrabe — Ana BCeM JAHHOCTW, JOCTYMHON ANA NO3HAHMSA, HU TOTO, HU
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[APYroro rnoka He 06HapyKMBAETCs, M MO3HAaBAaEeMOE CTAaHOBMTCA YCIOBHO
pa3geneHHbIM Ha ABe YacTW, KarKAOW U3 KOTOPbIX COOTBETCTBYET CBOSA
HayKa: ecmecmeeHHas, ANA AUCUMNAWH BXOAAWMX B KOTOPYHO YAO0B-
NeTBOPSAIOWMM OKa3blBAETCA OMbITHbIA MPUHLMN NOMYYEHUSA 3HAHUA U
BO3MOXHOCTb ero BepuduKkaumm B tobom mecte u B ntoboe Bpems, a
CPeACTBOM BblpaXKeHMsA MOJy4EHHOrO 3HaHMA — OCHOBAHHbIM Ha maTe-
MaTuKe GOPMasbHO-NOTMUYECKUIA «A3bIK», U TaK Ha3blBaemasa 2ymaHu-
mapHas HayKa, s KOTOPOM He HaXOAUTCS HU eAUHOro NO3HaBaTe/IbHO-
ro NPUHUMNA, HY aNbTEPHATUBHOIO €CTECTBEHHOMY A3bIKY CpeACcTBa ANA
BblPayKeHUA 3HaHWA, BCIEACTBUE Yero C TOYKU 3peHMA eCTeCTBEHHOW Ha-
YKU T'yMaHUTapHas HayKa 1 obpasylolime ee ANCLMNINHBI OKa3biBaKOTCA
He Hay4YHbIMK, 3 dopMUPYyEMOE B UX YCIOBUAX 3HAHUE — BCE TEM e
OVNCKYPCUBHbIM, TO €CTb MO CYTU U HE ANCLUMUNANHAPHBIM.

OfHaKo, ecnu C yTBEPXKAEHNEM O ANCKYPCUBHOM XapaKTepe 3HaHUA
B YC/IOBUAX T'YMaHUTAapHOW HayKM HeNb3s He COrNacuTbCA, TO BOBCE ro-
BOPWUTb 06 OTCYTCTBMM B TOM K€ CaMOM 3HaHWW AMUCUMMNIMHAPHOIO Ha-
Yasia ToXKe Hesb3A: NPU HaIMYMK PeanbHbIX aKaZEMNYECKUX UHCTUTYLIUNA,
CBA3@aHHbIX C 'YMaHUTAPHOM HayKOW, TAaKUX KaK YHUBEPCUTETbI, yYeHble
CTeneHu, y4ebHUKN, peanmnsyroLumnx coumanbHyo GYHKLUMIO HayKu, 3TO
3HaHWE OOMKHO KAaKMM-TO 06pa3om COOTBETCTBOBATb XOTS Obl Cambim
06WMM NpeacTaBAeHUAM O [MaBHOM A8 AUCUMNAWHAPHOW No3HaBa-
Te/NbHOWN CUTyaLMM — 3aMeCcTUTENbHON QYHKLMM 3HaHUA. U OHO cooTBeT-
CTBYET — NpPW YC/I0BUM BKAOYEHUSA B CNeunduyYecknini ANCcUmMnInHapHbIi
AVCKYPC — Pas3roBOp BHYTPU HEFO OKa3bIBaeTCA MPOCTO-HANPOCTO HEBO3-
MOXHbIM, €C/IM He MPUHMMALIOTCS B KauecTse AaHHOCTU BCE MMEIOLLMECA
€ro YC/IOBHOCTM, BK/KOYAA M TO, YTO YTO-TO AO/IKHO BOCMPUHUMATBLCA 33
NCKOMOE 3aMeCTMTe/IbHOe 3HaHWe B OTHOLLEHUN KOHKPETHOro No3HaBae-
MOr0, XOTA C N1l060M MHOI TOUYKM 3peHMA OHO TaKOBbIM He ABASETCA.

B TO e Bpems ecTb ellle HEeYTO BaXKHOE, YTO BAUAET Ha ANCLUMNAK-
HApPHbIV UKW ANCKYPCUBHDBIN XapaKTep No/iy4aemoro 3HaHUs B YC/I0BUAX
ONCUMNANHAPHOW NO3HaBaTE/IbHOM CUTyaLUu.

«B ntobol KONNEKTUBHOW MO3HABaTe/IbHOM CUTyauuKu, B KOTOPOM
rpaHuubl «poKyca MHTepeca» Bceraa TaK UAM MHa4Ye YCTOMYMBLI (4TO,
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COBCTBEHHO, AaHHYIO OBLWHOCTb, Kak NpaBuIo, U 06beauHAET), B Kaye-
CTBE NO3HABAEMOTO onpeaenseTca npedmemHas 061acmos — YCNIOBHO
Bblaensieman 4acTb 06beKTHOW 061acTu, XapaKTepusyowana KOHKpeT-
HbI GOKYC B3rNa4a NO3HaOWEro Ha Hee. Tak Kak 06bekmHas 0baacme
— 3TO He3aBMCMMas OT 4YeNoBeKa OOBbEeKTMBHaA AAHHOCTb, AOCTyNHas
417 NO3HAHWUA B pe3y/ibTaTe ee HeMnoCPeaCTBEHHOIO BOCNPUATUA Cybb-
€KTOM (MM MHaye — COBOKYMHOCTb TOTO, B OTHOLEHWUWU YEro MOXKET
peann3oBbIBaTbCA MO3HaBaTe/lbHAsA aKTMBHOCTb C WCMO/b30BaHUEM
HEenocpeACTBEHHOIO BOCMPUATUA), TO NPaAKTUYECKM Bceraa BO3HMKaeT
HECOOTBETCTBME MEXAY 3TUMM ABYyMA 06/1acTAMU: B CBA3M C TEM, YTO
CamMo BblgeneHue npeaMeTHOM 061acTu ABAAETCA 4Ye/I0BEKO3aBUCHU-
MbIM, TO B HEN HenocpeAcTBEHHO OOBEKTHOW 06/1aCTU COOTBETCTBYET
Wb KaKas-To YacTb (peasnsbHas yacme npedmemHoli obaacmu), a Bce
OCTa/IbHOe OKa3blBAETCs TEM, YTO BO3HMKAET B pe3ynbraTe peannsaumm
Nno3HaBaTe/IbHOro OTHOLUEHMA K 3TOM YacTu, NPUHMMaEMOE B KayecTse
peanbHoro (paHmomHasa Yacme npedmemHoli obaacmu). Takum obpa-
30M, AMCKYPCUBHbIN XapaKTep 3HaHMA B TOM Yncsie obycnaBamMBaeTca u
MacwTabom OTHOWEHUS peasibHOW K GaHTOMHOM 4YacTu npeaMeTHOM
obnactm — yem 6osee paHTOMHAA 4YacTb, Tem bosee AWCKYPCUBHbIN
XapaKTtep npuobpeTaeT 3HaHWE, GOpMUPYEMOE B OTHOLIEHUWN K AaHHOM
npeameTHon obnactu» [7, c. 8].

dPaHTOMHaA 4acTb Nt0HON ecTeCTBEHHOHAYYHON AMCLMNANHAPHOM
npeaMeTHOCTM BECbMa He3HauuTenbHa (HO oHa ecTb!) u cooTBeTCTBY-
eT TOMY, YTO NMPUHATO Ha3biBaTb «NepegHUM Kpaem HayKu» — Tem, B
OTHOLUEHWUWN YEero MOXKET PeasiM30BbIBATLCA AUCLMIMIMHAPHAA NO3HABa-
Te/IbHaA aKTUBHOCTb, HO MOyYyaeMoe 3HaHWE O YEM aBTOMATUYECKU He
nonagaet B 06LLYI0 3HAHMEBYIO CETKY AAaHHOM AMCUMNANHAPHON Npea-
METHOCTW, TaK KaK OHO ABASETCA BCEro Nb OAHUM W3 BO3MOXHbIX,
TO €CTb, NO OTHOLUEHUIO K UMEIOLLLEMYCSA 3aMECTUTE/IbHOMY ANCLUMNAN-
HAaPHOMY 3HAHWMI0O — KOHLENTYa/NbHbIM, UM MHAYe — AUCKYPCUBHbLIM
3HaHMeM. B ryMaHUTapHbIX Ke gucumnavHax ¢aHTOMHas YacTb npea-
METHOM 06/1acTK ABAAETCA AOMUHUPYIOLLEN Hag, peasibHOM YacTbio: B
€e OTHOLIEHUUN He TO/IbKO peanin3yeTcsa akTUBHaA Nno3HasaTe/bHas Aes-
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TE/NIbHOCTb, a NoJlyYaeMoe 3HaHWE O Hell BK/oYaeTcs B 06LLYO 3HaHMe-
BYIO CETKY, HO U 3HaHWe 0 PaHTOMHOM YacTK 3a4acTyto onpeaesieHHbIM
obpasom TpaHchopmmpyeT uccnesoBaTeNbCKUM GOKYC B OTHOLIEHUM
peanbHOM YacTu npeameTHoM obnacTu.

2. LEATENbHOCTHbIA NOAXOLA, K NO3HAHUIO

EAMHCTBEHHbIM Ha HACTOALLMA MOMEHT AEACTBEHHbIM UHCTPYMEH-
TOM, C MOMOLLbHO KOTOPOrO OKa3blBaeTCA BO3MOMKHbIM NPeoaoeTb ANC-
KYPCUMBHOCTb F'YMaHWUTapHOro 3HaHWA ABAAETCA nepexog OT HaTypasu-
CTMYECKOTO K AeATe/IbHOCTHOMY NOAX0AY K NO3HaHUIO.

HaTypanuctnyeckuit noaxoa K no3HaHWIo 0bycNoB/IeH TEM, YTO B Ka-
yecTBe UCXOAHOM MO3HaBaTe/IbHOW YCTAaHOBKU NPUHMMAETCA NPOTUBO-
nocrassieHne cybbeKTa M 06BbEKTA, a BCE TO, YTO OKA3bIBAETCA «MEKAY»
HUMKU — 3aHMMaeMan cybbekTom npeameTodopmMmmupytowas nosnumsa,
MCNonb3yemble B MPOLECCE MNO3HaBaTe/IbHOW aKTUBHOCTUM CPEACTBa,
noAaxoAbl U MeToAbl, MPUMHMMAIOTCA B KayecTse JaHHOCTM, B y4Lle Ciy-
yae — npobnemaTnsnpyemoit Ha pedieKCMBHOM 3Tane A1a onTUMK3a-
UMM NocneayoWmx LMKIOB peasnsaumm nosHaBaTe/IbHOM aKTUBHOCTW.
Mpu 3TOM HaTypPaNUCTUYECKUI NOAXOA K NO3HAHWIO ABNAETCA OCHOBHbIM
NnoAxoA40M, UCNOJIb3yeMbiM A8 GOPMUPOBAHMA AUCUMNAUHAPHOIO 3Ha-
HWSA KaK B 'yMaHWUTapHOM, TaK 1 B eCTECTBEHHOI HayKe.

[JeAaTenbHOCTHbIM NoAxoA, K NO3HaHWIO 3aK/1o4aeTcs B TOM, YTO B
KayecTBe No3HaBaemoro onpeaensercs cama NosHasaTebHas AesaTeNb-
HOCTb, KOTOpas BeAeTCs UAM CaMUM MccaeoBaTenem Uan Kem-1mbo B
OTHOLUEHWN UCXOAHOrO NO3HABAEMOTO B YC/IOBUAX HAaTYPa/IMCTUYECKOTO
noaxoAa K MO3HaHWIO, BKAOYAA MeXxaHU3M coBCTBEHHOW No3HaBaTe b-
HOWM aKTMBHOCTM (CcM., Hanpumep: [8, c. 145-154; 9, c. 56-86; 10, c. 618—
642). 3To NO3BO/IAET NPEOAO0NEBATb TE UCXOAHbIE YCIOBHOCTH, KOTOPbIE
Jle}kaT B OCHOBE CaMoW NpUpPOoAbl NO3HABaTebHOW AeATeIbHOCTM Yeno-
BEKa, TaK KaK Nnosy4yaemoe 3HaHue Npu AeaTeIbHOCTHOM NoaxoAe K no-
3HAHWIO — 3TO He 3HaHWe 0 NO3HaBaeMOM (Kak NpPU HaTypPasIMCTUYECKOM
noaxoAe K No3HaHWio), a 3HaHWe O TOi No3HaBaTe/IbHOM AeATEeNbHOCTH,
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KoTopas 6blna peannsoBaHa B OTHOLIEHWMM MO3HABaeMOro, TO ecTb O
TOM, YTO MPUHLMMMANLHO NO3HABaEMO.

B cuTyauumn BapMaTMBHOCTM MO3HABATE/NbHON AKTMBHOCTM B OTHO-
LWEHMMN OAHOrO M TOTO e NO3HABAEMOro (C Yem Mbl U CTa/IKMUBAEMCS B
rYMaHUTapHbIX AUCLUMIMHAX U B UCKYCCTBOBEAEHWUM B 4aCTHOCTH), Npo-
[YKTOM AeATe/IbHOCTHOrO NOoAX0Aa K MO3HaHMI0, UCMOb3yeMoMy ANA
paboTbl C AaHHbIM MaTepuanom, byaeT COBOKYMHOCTb YacCTHbIX npea-
CTaBNEHMIN B OTHOLLIEHWUM NO3HAaBaeMoro, Kotopble, byayun pacnpeame-
YyeHbl — onpegeneHHbIM 06pa3om pa3obpaHbl Ha COCTaBHbIE KOMMOHEH-
Tbl MO3HaBATE/IbHON AEATENbHOCTU, OKAXKYTCA CMO3ULLMOHUPOBAHbI Kak
MO OTHOLUEHWUIO K CAMOMY MO3HaBaeMOMY, TaK W MO OTHOLIEHUIO Apyr
K apyry. Mpuuem npu HEOBXOAMMOCTU MOXKHO UMETb €10 He TONbKO
C UMEIOLLMMUCA 3HAHNEBbIMU NPEACTaBAEHUAMM, HO, 3HAA MeXaHU3Mb!
AMCKYPCUBHBIX NOAXOA0B, C UX CKOHCTPYMPOBAHHbIMU MOAENAMWU — Ta-
KM 06pa3om, pacKpblBas BCIO BO3MOXKHYIO BapMATUBHOCTb peasibHbIX U
NOTeHLMaNbHbIX MHTEpPNPeTaLmit KOHKPETHOro NO3HaBaeMoro.

HeobxoAMMbIM MHCTPYMEHTOM A1S MOJAHOLEHHOro MCMNOo/b30Ba-
HUA OeATeNIbHOCTHOrO NOoAXoAa K MO3HAHWUI0 ABAAETCA METof, OHTO/O-
rmsaumm (cm., Hanpumep: [11, c. 168-170; 12, c. 167-174]), KoTOpbIV
OKa3sblBaeTcA HeobXxoaAnm ANA MOAENMPOBAHUA OHTOIOMMYECKOM CXeMbl
TOro, YTO ABNAETCA NO3HABAaEMbIM B YC0BUAX HATYPaANCTUYECKOro Noa-
X0Zia K MO3HaHWIO, MHTEPNPEeTaLMEl YEro U OKasblBaeTCA AUCKYPCUMBHOE
3HaHKWe. «OHTONOrMYeCcKas CXema — 3TO HE3aBMCMMAsA OT A3bIKOBOM
YCNIOBHOCTU /IOTMYECKAA KOHCTPYKLMA, COAEPMKaLlanca B NPOAYKTe Mo-
3HaBaTe/IbHOM aKTUBHOCTU B OTHOLUIEHMM KOHKPETHOro Mo3HaBaemoro
N ABNAIOLWAACA €ro UCXOAHbIM MUHUMANbHBIM OnpeaeneHuem, 3a4ato-
LWMM YHUKaNbHOCTb AAHHOMO MNO3HAaBaemMoro oT Yyero-nMbo uHoro. <...>
B ycnoBuAX HATYpaNMCTUYECKOrO NMOAXOAA K MO3HAHMUI, BOMNPOC O me-
XaHn3max GOpMMUPOBAHUA OHTO/IOMMYECKOM CXeMbl NO3HABAaeMOro <...>
He CTOMT — no3HaBaemoe BOCMNPUHMMAETCA KaK onpeaeneHHaa AaH-
HOCTb, KOTOpas NPOTMBOMOCTABAAETCA No3Halolemy cybbekty» [7, c.
11]. Takum o6pa3om, B AeATE/IbHOCTHOM MOAXOAe K MO3HaHWI0 MecTo
TOro NO3HAaBAEMOro, MO OTHOLEHMIO K KOTOPOMY NO3ULMOHUPYETCA ANC-
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KYPCMBHOE 3HaHWe, 3aHMMaeT ero OHTO/IOrMYecKan cxema, KoTopas Uamn
BbIAENAETCA U3 UMEIOLLEroCa ANCKYPCUBHOMO 3HaHWUA, UM Ke (npu yc-
NOBUK, YTO NO3HABAEMbIM ABAAETCA AEATENbHOCTb AU TOT UM UHOM ee
KOMMOHEHT), MOAeNMpyeTca camuMm uccaegoBaTenem-AeaTeNbHUCTHU-
KOM. TaK KaK MCXOAHbIM NO3HAaBaEMbIM B NYMaHUTAPHbIX AUCLUNANHAX
ABNAETCA TO, UTO TaK MW MHAYe CBA3AHO C YE/I0BEKOM, a, 3HAYUT, UMEH-
HO TO, YTO MOXKEeT B6bITb NPeACTaBAEeHO KaK AeATeNbHOCTb UM TOT UK
WMHOM ee KOMNOHEHT, TO NPW UCNOAb30BaHUM AEATENbHOCTHOIO NoAXoAa
K NO3HAHMIO, UCXOAA M3 cneUndUKM KaXKa0ro KOHKPETHOro Cay4as, Mbl
MOXeM peann3osbiBaTh 06a 3TV cnocoba GopMUPOBaHMUA OHTONOMMYE-
CKOW CXeMbl MCXOAHOrO NO3HaBaeMOro.

3. AEMAPKALUMA ANCUUNNTUHAPHOTO
N ANCKYPCMBHOIO 3HAHUA B OTHOLUEHN SKPAHHbIX
M 3PE/INLLHbBIX ®OPM UCKYCCTBA

MPUMEHASA OMUCAHHbBIN METOAONOIMYECKUA WMHCTPYMEHTapUn K
CUTyaLMN HANUYMUA COBOKYMHOCTU 3HAHWA B OTHOLUIEHUMU SKPAHHBIX U
3penuLHbIX GOpM UCKYCCTBa — 3HaAHWA, KOTOpoe MOXKeT GpopmanbHO
HaxXoAUTbCA B CaMbIX PA3HbIX AUCUMUMAMHAPHBIX NPEeaMETHOCTAX ryma-
HUTApHOW HayKM (B MCKYCCTBOBEAEHMM, COLMONOTUMU, KyNbTYypPONOruM,
ncuxonoruu, punocodpun), Kasanocb bbl, YTO UCXxoaHan nNpobnema yxe
pelleHa: Haxo4ACb B CTOPOHE OT UMEILWENCA Uccae0BaTeNbCKOM aK-
TUBHOCTW, PEANN3YEeMON B OTHOLLIEHWM YCIOBHO obLLero npegmeTa nog,
Ha3BaHMEM «3KpaHHble W 3penuliHble GOPMbl MUCKYCCTBa», COBOKYM-
HOCTb 3HaHWI O KOTOPOM M 06pasyeT AUCKYPCUMBHOE 3HAHWE O HEM, BCe
3TO — W caM NpegMeT, U NO3HaBaTe/IbHYH AeATeIbHOCTb B €ro OTHOLLe-
HUW, N ee NPOAYKTbI, Mbl le1IaeM TEM, YTO AB/AETCA YXKe HALIMM NO3Ha-
BAaeMbIM, BK/IIOYAA M MEXaHM3M Hallel cCOBCTBEHHOM NMO3HaBaTe/IbHOM
aKTUBHOCTM, 3HaHWe O Yem M byaeT Tem, NPeoso/IeBaOLWMM BapMaTmB-
HOCTb, AUCUMNIMHAPHBIM 3HaHUeM (cxema 1, cm. cTp. 22). U, no cyTw,
3TO TaK M ecTb. Ho 3TOro ABHO HeZOCTaTOUHO, U KOe-4To TpebyeT KOHKpe-
TU3ALLMU N BaXKHbIX YTOYHEHWIA.
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Cxema 1.

TaK KaK HMKaKMX 3KPaHHbIX U 3pefnLHbIX GOPM MCKYCCTBA CamMmx
no cebe BHe onpeaeneHHOW UCCNeA0BaTeNbCKOM pediekcum NPOCTo-Ha-
NPOCTO HEeT, TO HaM HeOBXOAMMO MPEeACTaBUTb UX KaK-TO MHaye. A KOH-
KpPeTHO — 4epes pag UCXOAHbIX BUAOB AeATenbHOCTM. CaenaTtb 370 He
CNOXHO. [ledMHUUMA «3KPaHHbIE U 3pennLLHble GOPMbl UCKYCCTBa» pac-
KNagblBAeTCA KaK MUHUMYM Ha TPU KOMMNOHEHTA: AeATeNbHOCTb OAMH
(O-1) — sKntoyatowyto B cebs pas/ivyHble BUAbI AEATENIbHOCTU, CBA3AH-
Hble C CO3JaHMEM 3KPaHHbIX U 3penullHbIX Gopm, AeATeNbHOCTb ABa
(A-2) — B KOTOPOW NPOAYKTbI AEATENBLHOCTU OAMNH TaK UAN UHAYe GYHK-
LUMOHMPYIOT (ECAM 3TOr0 He yKasaTb, TO OKaXKeTcs, YTO AeATeNbHOCTb
0oAMH BeccmblicieHHa — NPOAYKT AeATeNbHOCTU Beeraa GyHKLMOHaNbHO
MCNONb3YETCA B KAaKOW-TO APYron AeATeNbHOCTW, a 3Ta PYHKUMA 3aya-
CTyto 06ycnaBaMBaeT M Cam XapaKTep 3TOro NPOAYKTa), a TaKKe geATesb-
HocTM Tpu ([-3) — B KOTOPOM NPOAYKT AEATENbHOCTM OAMH ABNAETCA UC-
XOAHbIM MaTepUaNoM A/A ero MapKMPOBaHUA TEPMUHOM KUCKYCCTBO»
(BO3MOXHO BapMaTUBHbBIM 3aMeLLLaOLLMM ero TEPMUHOM), UM XKe Koop-
AVHMPOBAHMUA NO OTHOLWIEHMIO K MHBIM 06EKTaM, YKe MapKMPOBaHHbIM
TaKUM e 06pasom. M BOT B OTHOLLEHMM 3TOM NOJTYYEHHOM CUCTEMBI-Ae-
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ATENIHOCTU U PeanunsyeTca Ta No3HaBaTeNbHan aKTUBHOCTb, NPOAYKTbI
KOTOPOW COCTaBAAT ANCKYPCUBHOE 3HaHWE 06 3KPAHHbIX U 3PENULLHbIX
dbopmax nckycctsa (cxema 2).
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Cxema 2.

K nonyyeHHOMY NMOCTPOEHUIO MOMKHO CAENaTb HECKONBbKO BaXKHbIX
JONONHEHUN.

MepBoe CBA3aHO C TEM, YTO TaK KaK HE UCKNKOUYEH BapUaHT TOrO, YTO
MapKMpPOBaHME TEPMUHOM KUCKYCCTBO» WUJIN }Ke KOOPAWHUPOBAHUSA MO
OTHOLUEHWIO K MHbIM 06BEKTaM, YKe MapKUPOBAHHbIM TaKUM ke 0bpa-
30M, MOKET MPOUCXOAUTL B TON NMO3HaABATE/IbHON aKTUBHOCTU, MPOAYKTbI
KOTOPOW COCTaBAAT ANCKYPCUBHOE 3HaHWE 06 3KPaAHHbIX U 3pENULLHbBIX
dopmax UCKyCCTBa, TO MO KpaHe mepe Kakaa-To YacTb ee AoMNyCTUMO
MOKET BbITb COBMELLEHA C LeATEeNbHOCTbIO TpK (cxema 3, cm. cTp. 24).

BTopoe gononHeHne obycs0BNEHO, BO-NepBbIX, HEOBXOAMMOCTbIO
pasfeneHnsa AeaTeNbHOCTU OAMH Ha ABa NPUHLMNNANABHO PasHbIX BUAA
[eATeNbHOCTU — CBA3AHHOTO C CO34aHMeM aKpaHHbIX dopm (A-1.1) u ces-
3aHHOrO C co3aaHnem 3penuiiHbix dopm (J-1.2), Beab He BCe sKpaHHble
bopmbl 3penvLLHbIe, PaBHO Kak U He BCe 3penunLlHble GOpMbl IKPaAHHbIE,
a, BO-BTOPbIX, YKa3aHMEM Ha TO, UTO NPOAYKTbI 3TUX PAa3LENEHHbIX BUA0B
0eATeNbHOCTM MOTYT ObITb GYHKUMOHANbHbLI HE B O4HOW, @ NO KpalHel
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C3ema 3.

Mepe B Tpex NPUHLMNNANABHO Pa3HbIX BUAAX AeATENIbHOCTM — COOTBET-
CTBYIOLWLMX AN1A KaXKA0ro M3 3TUX BMAOB AeatenbHoctu (A-2.1, A-2.3), a
TaK»Ke noTeHuuManbHo obuein (4-2.2) (cxema 4).
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Cxema 4.

LleHTpanbHan 4acTb NONYHEHHOrO NOCTPOEHMA (CBA3aHHaA C Tem, B
OTHOLLUEHMWW YEro peasm3yeTca NO3HaBaTE/IbHAA aKTMBHOCTb, NPOAYKTOM
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KOTOPOW OKa3biBaeTcA ANCKYPCUBHOE 3HaHME) MOKeT bbITb onpeaesieHa
B KayecTBe caMoin 0bLLeit OHTO/IOrMYECKOM CxeMbl NpeaMeTHON obna-
CTM C YCNOBHbIM Ha3BaHWEM «3KpaHHble U 3penuluHble GopMbl UCKYC-
ctBa». Mo ngee Bca pasHoxapaKTepHasa No3HaBaTe/lbHaA aKTUBHOCTb B
OTHOLUEHWWN 3KPaAHHbIX U 3pEULLHbBIX UCKYCCTB, B pesynbTaTe pacnpes-
MeYMBaHMA NPOAYLIMPYEMOTO B UX YCIOBUAX 3HAHUA, MOXKET ObITb Cno-
3ULMOHMPOBaHa MO OTHOLWIEHWUIO K AaHHOMN cxeme — K TOMY WU UHO-
My ee KOMMOHEHTY WUJIM e KO BCEM KOMMOHEHTaM B Liesiom, YTo byaeT
XapaKTepn3oBaTb MacwTab paccMoTpeHusa AaHHOro NpPeaMeTa, a TakkKe
COOTHeCeHa mexay coboi no cneunduke saHMMmaembix npegmeTodop-
MWPYIOLLMX NO3ULMI, UCNOb3YEMBIX CPEACTB, MOAXOA0B U METOAOB, B
pesynbTaTe Yero MoryT 6bITb NONYYEHbI YCAOBHbIE FPYMMbl MarucTpab-
HbIX AMCKYPCUBHbIX NOAXOAO0B K U3yYeHWI0 AaHHOro npeameTa, obpasy-
rowmx no TepmmHonorum M. Jlakotoca ceoeobpasHble «TBepAble aapa»
nccnegoBaTenbCKmx nporpamm [13, c. 323-325], BOKpYr KOTOPbIX M BO3-
HWKaIOT AUCKYPCUBHbIE €ANHCTBA, KOTOPbIE B OTCYTCTBUMU MHOTO 3HAHUA
1 06pasyloT To pazHoobpasne «NPOTMBOOOPCTBYIOLWMX LLIKOA U LIKOIOK»
[6, c. 37], HannuMe KOTOPbIX U XapaKTepusyeT AonapagnrmanbHblid 3Tan
B Pa3BUTUM HAYKW.

JNioboe ke 3HaHWe B OTHOLLIEHUWN TOFO, YTO OKa3blBAaETCA NO3HABae-
MbIM C TOYKW 3peHUs LeATeNbHOCTHOro NoAX0Aa K NMO3HAHMUI0, MO CpaB-
HEHUWIO C AUCKYPCUBHBIM 3HAaHWEM, HaxoAALMMCSA B CTPYKTYpe Camoro
3TOro NO3HaBAaEMOr0, MOXKET ObITb ONpeaesieHo B KaYecTse AUCLUNAN-
HapHoro. B cnyyae e NocTpoeHus LeNoCTHOro 3HaHMA B OTHOLIEHUU
[aHHOro NO3HaBaeMOro C UCMO/Ib30BaHWEM AeATENbHOCTHOIO NoAX0Aa
K NMO3HAHMI0, MOXKHO YTBEPXKAATb O BOSHUKHOBEHWUM NOMHOLLEHHOTO Na-
PagMrmMmanbHOro 3HaHWUA, HUYEM He OT/IMYatoLWEerocs oT NapagurmanbHo-
ro 3HaHMA ecTeCTBEHHOHAYYHbIX AUCLUNNH.
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THE PAINTINGS OF ILYA GLAZUNOV
THROUGH THE PRISM

OF THE METHODOLOGIES

OF SERGEI EISENSTEIN AND LEV VYGOTSKY*

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

HAYKA TENEBUAEHUA Ne 15.1, 2019 33 THE ART AND SCIENCE OF TELEVISION



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—
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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,

4In 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®
g P = P - 7

5Forthesource 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®

9For 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.
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Figure 15.
Geliy Korzhev. The Hostages of War (The Human Shields)**

LT

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 warriors3. 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**

* 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

B T -

' 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.

7For 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
comparisonto 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.

8 For 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” [lbid.].
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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

3 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*

e A
A

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 llya 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”).

* 3k ¥

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:

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 llya 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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UBOMNUCb UNbU TNA3YHOBA
CKBO3b NPM3MY METOA0N10TUU
CEPFEA 3U3EHLWTENHA

N NbBA BbITOTCKOIO

AHHOTaumA. B HacToAwel cTaTbe BnepBble NpeanpuHATA NoMbITKa Npume-
HeHua meTogonormn Ceprea dit3eHwwTelHa M JIbBa BbIrOTCKOro K aHanusy
XuBonucu Mnbmu MasyHoBa, a TaKKe pAfa ero COBPeMeHHUKOB. B LeHTpe
BHMMaHMA UCCNEA0BATENA HAXOANUTCA ABNEHUE TUNAKHOMN CIOUTbI, OTKPLITOM
C. J13eHWTENHOM B PUCYHKE KaK «UWCTbIN X0h 6era MOHTaXKHON MbICaNY.
[aHHbli deHoMeH 6bin HaueNeH Ha BbiABNEHWE OA4HOW M TOM Ke 3MOLUK B
Pa3NYHbIX ee OTTeHKaX. MHOroCTOpOHHEMY ero pacKpbITUIO NMOMOraeT aHa-
M3 U APYrUX NPUHLMNOB KUHOMOHTa)Ka, NpoABAeHME KOTOPbIX aBTop CTa-
TbU TaKKe 0BHAPYKMBAET B KMBOMWUCU: NAPaANNENbHOMO, aCCOLMATUBHOIO U
WHTENNEKTYaNbHOrO. 1A BbIABNEHMUA CYLLHOCTM PAacCMaTPUBAEMBbIX NPOU3-
BeAEHWI U306pa3nUTENbHOrO MCKYCCTBA B CTATbe MCMO/b3YETCA elle OAMH,
KOpPPeVpYoWMii ¢ 3M3eHWTeMHOBCKMM METoA, COBETCKOro ydyeHoro JlbBa
BbIrOTCKOro, MCCNea0BaBLLEro B IMTepaType Ha OCHOBE MPOTMBOAENCTBUA
$abynbl U CloXKeTa NCUXONOTUI0 BHYTPEHHEro KoHpAMKTa obpasos. CoBme-
LWEeHWe OTMEYEHHbIX MHTENNEKTYasIbHbIX NyTei No3HaHuA Kusonucu Ma-
3yHOBa M €ro COBPeMeHHMKOB AAeT BO3MOXKHOCTb CUCTEMHO PAacCMOTPETb
«MHOXEeCTBEHHOE BXOXAEHME» B XYA0XKeCTBEHHbI 06pas, uTo nossonser
NPOACHUTb CMbIC/1 aBTOPCKMX KOHLLEMLMIA B }KMBOMWCK, BK/KOYAA TE€ KapTUHbI
[nasyHoBa, KOTOPble CBOMM MMPOBO33PEHUYECKUM CodeprKaHneM 1 obpasHo-
KOMMO3ULMOHHbIM peLeHNEM Bbi3blBatOT BypHbIE KPUTUYECKME PeaKL .
Kniouesble cnoBa: C.M. dit3eHwTeiH, J1.C. Boirotckuin, U.C. ThasyHoB, Tn-
na)kHas CloMTa, MapanfesibHbli, aCCOLMATMBHBIN WM MHTENNEKTYaNbHbIN
MOHTaX, MeTog, nopTpeT, Gabyna 1 CIOXKEeT, NCUXON0TUA UCKYCCTBA, XyLoMKe-
CTBEHHble 06pasbl, TPAarMyeckoe B KUHO U KUBOMUCH
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YACTb Il

1. BOEHHAA TEMA

a) Tparnyeckoe HanpasneHue

Ha cobbiTua Bennkoit OTeuyecTBEHHOW BOMHbI MepBbIMU B COBET-
CKOM MBOMUCHK OTK/IMKHYNINCb XYOO0XHUKU-NNAKATUCTbI. Ye Ha BTO-
poW AeHb BOMHbI Bbiwen niakaT KykpblHWKcOB «becnowagHo pasrpo-
MMM M YHUUYTOXWUM Bpara!», a BCKope 1 nereHgapHas pabota U. Tonaze
«PoamHa-maTb 308eT». Hapsaay ¢ naakatom B M306pasnTeNlbHOM UCKYC-
CTBE NOABUIOCL 6O/bLLIOE KOAMYECTBO FEPOMYECKUX MOOTEH, KOTOpPbIE
CTaNn XyA0XKeCTBEHHbIMU NAaMATHUKAaMK OTe4YeCcTBEHHOM BOEHHOW UCTO-
puun: «ObopoHa Cesactonons» A. [eiHekn, «Ltypm CanyH-ropbi»
M. Manbuesa, «Ha Kypckoi Jyre» n «3awMTHUKM bpecTckon KpenocTn»
M. KpnBoHoroea, «uapama “bnokaga JleHnHrpaga” » E. KopHeesa. Cunb-
HO JeNCTBYIOLMM B 3TOM TEMATUKe ABUNOCH TParMyeckoe HanpasneHue,
B KOTOPOM OblnKn 3amneyvat/ieHbl NOCNeACTBUA BENMYANMLLIEN KaTacTpodbl
Ha NnaHeTe, yHecLwwel HecbIXaHHOe KOIMYeCTBO YeI0BEYECKUX KepTB.

PUcyHoK 6.
DemeHTnii LUmapuHos. Mame u3 cepuu He 3a6ydem, He npocmum*

M3 AByx OTMeYeHHbIX Hal'lpaBJ'IeHVIl‘/‘I Mbl OCTaHOBMMCA Ha nocnen-
HEM, MOCKO/IbKY CamMble b6onblne OTKPbITUA MNPOUCXOAAT UMEHHO B TPa-

UcTouHuK usobpaskenus 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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rMYecKunx *KaHpax. Kpome Toro, Tparmyeckoe — sBAeHME HEO4HOPOA-
Hoe. Ero 060pOoTHOM CTOPOHOW ABASIETCA CaTUpa, A40BEAEHHAs NOPoN Ao
rpoTtecka (abcypaa). Takas TpaKTOBKa BOEHHbIX CHOMKETOB B COBETCKOM
MBOMMUCK CTana OAHOMN M3 XapaKTepHbIX GOPM OCMbICIEHUA KaTacTpo-
duyeckoro cogepskaHus.

PucyHoK 7.
Fennii Kopxkes. MMo6eda xcuebix u mepmebix?

Tema BOWHbI B TBOpYeCTBe COBETCKMX XYO4O0XHWUKOB, Ha4yaTaA eLlle B
BOEeHHOEe BpemA, OCTanacb OAHOl\;I 13 TNaBHbIX 1 B MUPHbIE OHWU. ﬂpKMﬁ

2 cToYHMK n306paxkenns cm.: URL: https://www.pinterest.ru/pin/553872454153869047/?autol
ogin=true.
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npumep cobCTBEHHO TPArMYyecKoro HanpasAeHUs B XXMBOMUCK — KAapTUHA
T. fanoHeHKo «Mocne U3rHaHnA GaLNCTCKUX OKKynaHToB» (1943-1946,
locypapcTBeHHan TpeTbAKOBCKas rasiepes), B KOTOPOW NOKasaHbl nocnes-
CTBUSA BOMHbI B 0CBODOOXKAEHHON AepeBHe MI3ManKoBCKOro palioHa Heaa-
neko ot Enbua B 1941 rogy [cm.: 32]. (1 Bepcus HanucaHa B 1944 1.)

PucyHok 8.
Tapac FanoHeHKo. llocse u3z2HaHUA hawucmCcKux OKKynaHmoe®

-

MMNyNbCOM K CO3A4aHUI0 KapTMHbI CTaf paccKas ovesnaua cobbitus
— CecTpbl XyA0MKHMKa. KpacHoapmeliupbl TONbKO YTO CHAMW C BUCEAULbI
Tena noselleHHbIX. Mornbwmnx gsoe, n 06a OHM nexar Ha cHery. Bokpyr
HUX COCPeAOTOUMINCD KUTENN OEePEBHU, KOTOPbIE HA KapTUHE OpraHu-
30BaHbl KaK bbl B 4,B€ TUMaXKHbIE CIOUTLI: B LieHTpe 1 cnpasa. B nepsoit —
MOJ104aA ¥KeHLLMHA, CTOA B Horax ybMUToro, He B CU/1ax CKa3aTb HU C/10Ba,
ropecTHO CMOTPUT Ha Hero. [pyraa »KeHlWMHa — Ha KONeHAX, pblaaeT
Hag, ero ronosoi. TpeTba Npunana K Hemy Ha rpyab.

TNaxKHylO CIOUTY C NPaBOM CTOPOHbI Ha nepeaHem niaaHe obpa-
3Yt0T 6/M3KMEe KasHEeHHOro. Cpean HUX — XKEHLMHbI B YePHbIX MaaTKax

3 McTouHuK nsobpakeHua cm.: URL: https://www.pinterest.com/pin/458663543283742561/?Ip=
true.
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(maTb m keHa), cegoBnachii cTapuk (oTel), AeTH, a BO BTOPOM psay —
NOHYPbI BOEHHbIV M MOHALLEHKA, NbITAOLWAACA M3-3a CMUHbI BNepeau-
cToAWMX yBnAeTb npousoweauee. Mo dabyne 3gecb nepegaH mpaau-
yeckuli 3r1u300 u3 #u3HU 00Hol depesHu, roe nobbiBann ¢GalwmnCTbl, a No
CHOXKeTy — cyO0bbbl HAPOOHbIe 80 8pPEMSA BOUHbI.

B NIMHENHOM M3MEepPEeHUN KapTUHbI MPABOW CTOPOHE CKOPOAWMX HAZ,
MEpPTBbIM CMMMETPUYHA JIeBas, F4e, COTHYBLWMWCb HaZ CaHKaMu, CTOWUT
YKEeHLWMHA C NOMOLWHMLEN. Ha 3TMX caHKax B NOCAEAHWUIA NYTb AOKHbI
yBe3Tu normbero. Ho LeHTPOM KapTMHbI OKa3blBaeTCcA BUCENMLA, KOTO-
pas BMOHTMPOBaHa B 06pa3Hyt0 KOMMO3ULMIO NO NPUHUMNY apassess-
Ho20 MoHmMaxca. OT 3TO CMEePTOHOCHOW KOHCTPYKLMM OLLYLLAeTCsA YeH-
mpobexcHoe dsuxceHUe K nepegHemy NaaHy KapTuHbIl. 3/10BeLLnii 06pas
BMCENLbI BO3BbILIAETCA HAZ BCEMU 1 CO34aET C PUrypamm KMBbIX pesKoe
3aMblKaHWe, B KOTOPOM MPOABAAETCA UHTENNEKTYabHbIA MOHTaX. Buce-
/LA BCe elLe KaK bl }KUBET CBOEM }KMU3HbIO: OANH U3 COBETCKNX BOEHHbIX
[AeN0BUTO NoAaeT Tonop B306paBLLIEMYCA Ha IECTHULLY YENI0BEKY, YTOObI
OTPYybUTb OCTaBLUMECS XBOCTbl BEPEBOK. B NposAB/ieHHOM 34ech elle 1 ac-
COLMATUBHOM MOHTaXe o6beMHEeHa WNPOKAsA BPeMeHHAaa aMnanTyaa:
HeAaBHEro BOEHHOrO MPOLW/IOro U AaneKkoro 6ubnenckoro — cutyaumm
CHATUSA C KPecTa, OCMbIC/IEHHOM KaK 0606LLEeHHbI CUMBO CTpaaaHuA.

[na3syHoe 8 omobpaxceHuu 80eHHOU MeMbl 8 HUBOMUCU MAKM(e No-
Kasan Benukyo OTeYecTBEHHYO BOWHY C KaTacTPodUUECKO CTOPOHbI.
B TakoM OCMbIC/IEHMM BOEHHOWN TEMbl BUAUTCA NPEEMCTBEHHOCTb Tpa-
AVUMA, MOYWKX OT «HEeMnaTPUOTUYHBIX» AHTUBOEHHbIX KapTuH B. Be-
pewarnHa. B kapTuHe MasyHoBa «Joporn BoWHbI» (1954-1957, 3a-
HOBO co3aaHHoM B 1985-m), nepBoOHayanbHOW AMNAOMHON paboTe,
BbINONHEHHOW B JIEHMHIPAACKOM XYA0MKECTBEHHOM WHCTUTYTE MMEHMU
W.E. PenunHa (pacKpMTUKOBAHHOM rocygapCTBEHHON KOMMUCCUEN M BMO-
CNeAcTBUM YHUUTOXKEHHOW), nepefdaH obpas pycckux bexkeHues*. Ko-
MWUCCUA €ANHOMNACHO OTBEPI/Ia KapTMHY KaK aHTUCOBETCKYIO, MCKa3uB-

4 B 1977 rogy BbICTaBKa KapTuH [Na3yHOBa, B KOTOPOWM 3HAYMNACh U KapTUHa «opory BOMHbI»,
6bina 3aKpbITa NOZ, NPEAIOroM «NPOTUBOPEYaLLei COBETCKOW Maeonornn». Hecmotpa Ha To, 4To
KapTUHY YHUUTOXUAW, XYAOKHUK BNOCNEACTBUM CO3AaN aBTOPCKYIO KOMUIO.
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Wylo npasay npollealeit BoiHbl: «BoiHa xapaktepHa nobeaol, a Bbl
CMaKyeTe OTCTYMN/JIeHNEe COBETCKUX BOWCK — TAKOro elle He 6biao B co-
BETCKOM McKyccTee» [33].

Takum 06pasom, B paCKpPUTUKOBAHHOM NPOM3BeaeHUM NPOosBMaaCh
He3aBMCMMaA Mo3UUMA MOoNoAoro MNasyHoBa, HalleAllan OTparkeHue
KaK B peasiCTMYECKol KOHLENUUM, Tak U B KOMMNO3ULLMOHHOM PeLLeHUN.

PucyHok 9.
Wnba MasyHos. JJopoau eoliHbi®

B KapTuHe «[oporu BOMHbI» MOKHO OBHaPYKUTb 08 MUMAXCHbIE
croumel. B ogHON — ¢uUrypbl yCTaBLUMX CTAPUKOB, YKEHLUMH, AeTel U
HECKO/IbKMX OTCTYyMNaloLLMX CONAAT, CPeamn KOTOPbIX BblAENAETCA CKauy-
LM B Tbl1 PAHEHbIN, NO-BUAMMOMY, BECTOBOW. Ha nepBbIli B3rnag, sToT
3NM304, PacKpbIBaeT 0bblYHble BOEHHbIE ByAHMU: 04N YXOAAT B Tbj, @
Mo CyTVM — TOPbKYO Npasay Hayana BoWHbl. O4HAKO B MapaniesibHoOM
MOHTaKe C 3TON CIOUTOW AaHa Apyras, NPOTMBOMNO/OXKHO Hamnpas/ieH-
HafA: conaathl, MAYLLME MUMO PYUH PA3PYLLUEHHOTO A0Ma Ha NepesoByio,
camosieT B TEMHOM, yCTpallaloLwem 3apHuuamm Hebe, — ama crouma
CIOH(EMHO repeocmbicausaem rnepsyto, npeobpaxas ee 8 00UH U3 Ha-
npAxceHHbix OHeli 80liHbI. Tak YTO MHeHuWe ocyaapCTBEHHON KOMUCCUM

5 WcTouHnK wm3obpaxenuna cm.: URL: http://glazunov.ru/tvorchestvo/monumentalnye-raboty/
raboty/1985-dorogi-voiny.
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06 3TOM NONOTHE (HAaMOMHMM, KaK MCKasmMBLUEM NpaBAay O BOMHe) ¢ oa-
HUM M3 NPeaNOoXEHNN aBTOpPa «PACCTPeNaTby, 6blI0 NPOABNEHUEM BO-
MUIOLLLETO UAEO0N0rMYECKOro MPECCUHra MoI0A0ro XyAoXKHMKa. MNpasaa,
B KapTUHE ecTb elle oamH 0bpa3 — berywux oBel, KOTOpbIi Bbi3biBaeT
aHanormm c bubneiickumu, becuenbHo (40 NosBNEHUA nacTbipa) 6po-
OMBLUMMM BO TbMe NtoabMW. Takol accoyuamusHsili MOHMax< 06pa3os
aooeli U HUBOMHbIX, B03HUKWUL HO OCHOBE 08YX MUMAMCHbIX Cloum —
bexceHyes u condam, yxo0awux Ha nepedosyto, packpsieaem mpaauye-
cKuli cmbica 80liHbl.

KapTuHe «Jloporu BOWHbI» Mo TemMaTuKe 6AM3Ka co3gaHHas B Te
e rogbl aBTobmorpadmyHas pabota MasyHoBa «baokaga» us cepuu
«JleHuHrpagckaa 6nokaga. 1941-1944» (MeH3eHcKana obnacTHas Kap-
TUHHasA ranepesa umeHn K.A. Casumukoro, 1956), B KOTOpOW NOKasaHbl No-
cneacTsma Katactpodbl, paspasusLleinica B Hayane BoWHbl. HecmoTtpsa Ha
TO, YTO B HEW BCEro TPY NepcoHaxka, MPUHLMN TUNAXKHOWN CIOUTbl MOMXHO
06HapyXuTb 1 3aecb. Obliee BnevyaTeHMe CKNaAblIBAeTCA Ha OCHOBe
OCTPO KOHTPACTHbIX 06pa30oB..

PucyHok 10.

Wnba MasyHoB.. baokada®
T S

5 McTouHmMK nsobpaxkeHus cm.: URL: http://pkg.museum-penza.ru/news/2015/01/27/14504179.
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BOT KaK OMMUCbIBAET COAEeprKaHMe KapTUHbl OAWMH U3 UcciegoBaTe-
neit TBOpYectBa [nasyHoBa W. AsbikoBa: «M3 monympaka XonogHowu,
MPaYHOM KOMHATbl C OKHaMM, 3aK/J1eeHHbIMW KPecT-HaKpecT, B TpeneT-
HOM CBeTe KONTW/IKW, NafalolWem Ha AaBHO MYCTyi0 Tapesiky, CMOTPUT
pebeHoK C UCXyaaibiMm IMLOM CTapuyKa. B TemHoTe yragbiBaeTcs durypa
He TO CMALLero, He TO YMMUPAIOLLETO, @ C/IEBA OAETbIM B 3MMHEe MasbTo
YeNoBEK CKNAOHWUCA Haj, KNaBuULammM posas. ITa KapTHa buorpadpuyHa.
[ana 6yayuiero xyLoXHUKa, Npodeccop KOHCEPBATOPUK, 32 HECKOJIbKO
OHEN 0o CMepTH, C TPYAOM A0oWAA A0 posns, cnabeowmmmn nanblamm
urpan “AnnaccmoHaty”» [34, c. 3, 6]. Ho rnaBHoe 34ecb — BUAHEKOLWMIA-
€Sl U3-3a CTONA roNogHbIM pebeHoK (B KoM yraabiBaeTcs obpa3 camoro
XYL0KHWKa B AETCTBE), FO/I0AHbIW HACTO/IbKO, YTO HA Ero JIMLE NOABUACA
HEe340pOBbIN PyMAHEL, MU KOCHy/acb neYaTb cmepTu. OgHaKo ero Tara K
YKU3HW BblPaXKeHa BO B3rA4e OrPOMHbIX 1133, B YEM OLLYLLIAETCA HEPB
OBUXKEHMA BCEW KapTMHbI, HanpaBAeHHOro No AMaroHaau CHU3Y BBEpPX.
[Ba B3aMMOMCKNIOYAOWMX MOOCA YE/IOBEYECKOW XKU3HU: OETCTBO U
CMepTb, M3HAYa/bHOE COBMELLEHME KOTOPbIX BbIPA3MAO TPArMyeckui
naoc KapTMHbI, CBA3aHbl 34eCb BOEANHO B MHTE//IEKTYa/IbHOM MOHTa-
*e. Mo ¢pabyne 3aecb U306parkeHbl Nt0AM, HaxoaALWMecs B Npeaasepun
CMepTH, a MO CIOXKETY — KuByLLMe bnarogaps cCBOemy Ayxy.

Takum obpazom, 8 nodobHol munaxcHoli croume npocmynuau
MPUHYUMbI UHMennekmyanbHo20 MOHMaxca, 6510200apsa KOMopomy xy-
O00M(HUK He npocmo 80cco30as 3nu300 ceoeli buoepaguu, HO u 0606-
WU 2epouKo-mpaauyeckue cy0bbbl HApoOd.

B 60—70-e rogbl BOEHHaA TemaTMKa B TBOp4YecTee [N1a3yHoBa nosny-
yaeT 6osiee LUMPOKOE OCBELLEHWE, B KOTOPOM PacKpbIBAeTCA yCuaeHue
KPUTMYECKOIN HanpaB/ieHHOCTU NPOTUB BHELWHWUX Bparos Poccuu, Boe-
BaBLUMX MPOTUB HEE U APYIKECTBEHHbIX e CTPaH. XyA0XKHMKa UHTepecy-
0T COBPEMEHHbIEe eMy CObbITUA BOMHbI BO BbeTHame (1964—1975), uemy
nocesileHa KaptuHa «Mpobyguswuiica Boctok» (1967). CoaeprkaHue
ee onuncaHo W. A3bikoBoW: «Ha nmepBOM MnaHe KapTUHbI CpPeau pyuH
ApeBHeN narofbl — 4yaoM yuenesLwas cTatys byaabl ¢ oTbuton ockon-
KOM amepUKaHCKOro cHapaga pykoin. Mumo pasBaiivMH HeCKOHEUYHbIM
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NOTOKOM ABWKYTCA COMAATbI, ONOMYEHLLbl, MALLMHbI, 3aMaCKMPOBaHHbIE
Na/sibMOBbIMM BETBAMM OpyAns» [Tam e, C. 66]. 9T 06pasbl 3aLLUTHU-
KoB BbeTHama CK/1aaplBaloTCA, Kak Ham NpeacTaBaseTca, B Hekyto 0606-
LLLEHHO-HENEePCOHMPULMPOBAHHYIO TUMAMXKHYIO CIOUTY, B KOTOPOM Bblpa-
KeHa eguHasn NaTpmoTUYecKan naea. TunaxHaa clomMTa K ToMy e AaHa
B 11apanaesbHOM MOHMAM e ¢ ycTpalwatouei ourypoit byaabl. B Takom
KOHTpacTe 06pa3oB, HAXOAALLMXCA B KOMMNO3ULMOHHO-NEPNEHANKYAP-
HOM COMPAXKEHUU, NPoAcCHAETCA, YTo No Gpabyne 34ecb BOCNPOU3BOAUTCA
KOJIOHHA YXOAALMX Ha GPOHT CONAAT, @ NO CIOXKETY pacKpblBaeTca cuna
Ayxa BbeToB. Hag BcemM e — ApaKOH, CMUMBOJIN3UPOBABLLMIA B acCo-
UuaGMUuUBHOM MOHMGAX(e BEPXOBHYIO BMAaCTb, NPOLBETAHNE HAapoda M B
TedeHue 20 net (1955-1975) — lepb HOxkHOro BbeTHama.

PucyHok 11.
Wnba MasyHos. lpobyduswulica Bocmok’

.
aika

BmecTte ¢ Tem na3yHOBa NpuBAeKaloT cObObITUA AaNeKol pyccKoi
NcTopuK, oTobparkeHHOM, Hanpumep, B ero KapTuHe «MpoBoAbl BOMCKa»
n3 unkna «MNone Kynnkoso» (1979, TynbCKMiM 06/1aCTHON XyAOXKECTBEH-
Hbli My3ei). Oba npousBeaeHMA 0ObeAMHEHbI CXOXMM MPUHLMMIOM

7 UcTouHMK n306paxenuna 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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B3aMMOAENCTBMA ABYX TUNAXKHBIX COUT (Kak 1 B paboTe «[Joporu Bow-
HbI»). JBYXbAPYCHOE NPOTMBONOCTABNEHNE TaKUX INHENHBIX pesibedoB
CNYKUT CPEACTBOM, 3HAUMTENBHO OMKMBAAIOLWMM OBLLYI0 KOMMNO3WLMIO.
OpHa ctouTta no dabyne 3pecb 6e31MKan, Kak bbl BHEIMOLMOHANbHAS,
HO BHeLlHe AeNCTBEHHas, COCTOALLAA U3 yXOA4AWMX HAa BUTBY BOMHOB.
[pyras — smMoULMOHaNbHO-NCUXONOTMYECKas, CIOBHO OXKMBOTBOPAIOLLAA
CIOXKETHYIO NNHMIO. OHa CKNadblBaeTcA U3 06pPa3oB KHAMKECKON cembM
Omutpus [LOHCKOro, NPOBOKaOLLEN PYCCKOe BOMCKO B BOEHHbIW NOX04,
KOMMO3MUMA KOTOPbIX OpPraHW30BaHa B COOTBETCTBUM C TPaAULUAMM
napannensHo20 MOHMAMA, UAYLLErO OT 3M3eHWTENHOBCKOro dpuabma
«MBaH Mpo3HbIN» (cLeHa oXuaaHuA Lapem Hapogaa)d.

PucyHok 12.
Wnba MasyHos. lIpoeods! eoiicka®

8 [ipyras MHTepecHas TPAKTOBKA TUMNAXKHOM ClOUTbI HapoAa B TBOpYecTBe lMasyHoBa — ee na-
pannenbHblIi U acCOLMATUBHbBINA MOHTAXW CO CLEHOW Ha nepesHem nnaHe AaHa B «[llouenye
Myapbi» (1985), B KOTOpOW ClomTa BpaKaebHbIX XpUCTy BOMHOB M ero cueHa ¢ Myaoi B uenom
BOCCO3/,3l0T KY/IbMWHALMOHHYIO CLEHY Nepes, ero nieHeHnem.

° IcTOYHUK n3obpaxenus cm.: URL: http://www.tanais.info/art/pic/glazunov34.html.
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MaTpuoTnyeckas naes obenx TMNaxKHbIX CIOUT YKPYMNHEHa ele ac-
coyuamueHbimM 0606weHuem, CBA3bIBAOLMM AAHHbIN CIOXKET C repou-
yeckon uctopmel Poccun. Bonee Toro, B KOMNO3MLMOHHOM PELIEHUU
TeMbl NPOABAAETCA NPUHLNN UHMENAeKmMYyanbH020 MOHMAXA, KOTOPbIN
BbIpayKeH B KOHG/IMKTHOM COMPSAXKEHUM TPEX XYAO0XKECTBEHHbIX M/1aHOB:
KPYynHOro nepeaHero HaBepxy (KHAXeCKoW cembu), obuiero yaaneHHo-
ro BHU3Yy (BOMCKO pyccKoe), a TakKe obLiero KpynHoro, obbeamnHmBsLLe-
ro gBa npeaplaywmx (gMHamuyHoe aBuxKeHue obnakos). B orpomHom
naHOpPaMHOM MPOCTPAHCTBE COCTOSIHME TPEBOXHO-Heaobporo oxuaa-
HUA KOHKPETU3NPOBAHO B NepPeXKMBaHUAX KeHbl [loHCKOro, ero aeten u
6N3KUX.

B uTore npoBeaeHHOro 063opa KapTUH CTAHOBUTCA OYEBUAHO, YTO
B NONOTHax [Na3yHOBa, NOCBALLLEHHbIX TParM4eckon BOEHHOW TemaTuKe,
NPUHUMN TUMAXKHOM CIOUTbI NPOABUICA BECbMa MHOr006pasHo, Npuyem
BO B3aMMOCBA3M C Pa3HbIMM TUMAaMM MOHTaXa. Ho rnaBHoe — c nepBsbIX
ero paboT yepes Hee TPAHCAMPOBANACh HE TOIbKO aHTUdALLMCTCKAA KOH-
uenuma aBTopa, HO U «aHTMCOBETCKaA», KOTopas BMOCAEACTBUM Mepe-
pocna y Hero B pyccKyto NaTpMoTUYECKYIo Uaeto.

6) MpoTeckoBas TPaKTOBKA BpaXKecKMx 06pasos

B rpoTeckoBO-061MYMTENbHON TPAKTOBKE XY/0XKECTBEHHbIX NPOU3-
BeJeHUI Ha BOEHHYIO TEMY BblAE/IMM KapTUHY aBTOPOB MOAUTUYECKUX
KapuKatyp — KykpoiHukcos (M. KynpusaHosa, M. Kpsinosa u H. Cokorno-
8a) «KoHeu» (1947-1948, TocynapcTBeHHas TpeTbAKOBCKas ranepes),
B KOTOPOWM 3aneyat/ieHbl nocieAHwe MrHoBeHusa [MTnepa BO Bpemsa
wrypma bepanHa coBeTcKMMM BOMCKamuK. CKpbIBasCb B NOA3EMENbAX
penxckaHuenapuu, ¢opep U ero CoobLHUKM n30b6paxKeHbl B CamMoMm
HenpuragHom Buae. [BUXKeHWe B KapTWUHe OpraHM3oBaHO Kak Hbl no
ANaroHann oT BepXHero J1eBOro yrna, rae CTOUT BbIXBAYeHHbI CBETOM
MMTnep, K NnpaBoMy — rpynne ero NOAYMHEHHbIX, CUAALMX B NOSHOWM
npoCcTpaumu, u fanee — KHM3Y: CNOM3aOLLEN CO CTOMa CKaTepTu. B acco-
LUMATUBHOM MOHTAKe C pa3bpoCaHHbIMM Ha NOAY NOMATLIMU LOKYMEH-
Tamu, nepesBepHyTbIM cTynoM, BaTapeeit ByTbINOK M3-MOA, CNUPTHOMO
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W pacrnaxHyToM HacTekb BPOHMPOBAHHOW ABeEpU NepedaHa AVHAMUKa
NCUXONOMMYECKOTO COCTOAHMA BbIBLIMX NPETEHAEHTOB Ha MUPOBOE TO-
cnoacTso. Takum o6pasom, No pabyne oHM BbICTPANBAIOTCA B TUMNAXKHYIO
CIOUTY HALMCTCKUX INAEPOB, a MO CIOXETYy — MCTEePUUHbIX TPYCoB. Bca
KOMMO3MUMA BedeT K 3aKOHOMEPHOMY UHMesaekmyanbHomy obobuye-
HUIO — NOHWMAaHUIO UCTOPUYECKO 06peUYeHHOCTM NPOBO3rIaLlEHHOro
utnepom «TbicayeneTHero pemnxa».

PucyHok 13.
KyKpbIHUKCbI. KoHey'®

B gpyroit KapTuHe KyKpbiHMKcoB — «TaHa» (1942-1947, locypap-
cTBeHHanA TpeTbAKOBCKas ranepesn) — M3obparkeHa KasHb 3om Kocmopae-
MbAHCKOM, Npounsowepguwas 21 Hosbpa 1941 roga B aepesHe MNeTpueso
Py3ckoro palioHa MocKoBcKoi obnactu. Tparnyeckoe cogeprraHune aTon
KapTMHbI 330CTPAETCA 34eCb MMEHHO C MOMOLLbIO 3/1eMEHTOB rpoTecKa.

1 YcTOYHMK M306pakeHnsa cm.: URL: http://www.rodon.org/art-080815123619.
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PucyHok 14.
KyKpbIHUKCbI. TaHa™

B LeHTpe pa3BepHYTOro NoAoTHA M306parkeHa BUCENULA, NOL KOTO-
pOi1 CTOUT BONEBas, KOPOTKO MOACTPWMKEHHAsA AeBYLUKa C TabaMuKol Ha
rpyay. A BOKpYr — pasHopoagHble 0bpasbl, U3 Yero ckaagblBatoTca dee
KOHMPAcmHsle Mumnax}cHole Coumel, UMeroujue YUeHmpocmpemumesnsbHyio
HanpasneHHoCMs 110 OMHOWeHUo K 3wagomy. B ofHOM TaKol clouTe no-
Ka3aHbl COrHaHHble CloZla HEML,AMM, COYYBCTBYIOLLME 30€ PYCCKUE KEHLLU-
Hbl. Y MHOTUX ONYyLLEHbI FON0Bbl — CMOTPETb Ha Ka3dHb OHM HE B CUAaX.

[pyryto ctouTy cocTaBnsatoT 06pasbl OKKyNaHToB. OHWU Ha peaKocTb
[LenoBuTbl M 0bbegyHeHbl 300/10TMYECKUM H0BONLITCTBOM, KOTopoe
YOEpKUBaAET MX Ha MOpO3e: OXKUAAHWEe Ha ee JMue 4YyBCTBa CTpaxa.
BO/bLIMHCTBO KapaTesiei CTOAT nepes, Hell c aBToMaTamMu, ABOe CoNaaT ¢
¢doToannapaTamu Ha nNepeaHem NJaHe CTPEMATCA He yNyCTUTb MOMEHTA
KasHW. OAMH NbITaeTca 3araHyTb AeByWKe B AnUo. Manay cnewut Ha-
KWMHYTb el neTato. [iBa oduuepa cMOTPAT Ha Hee B ynop. OAMH U3 HUX
(B Tennom Tynyne M BaneHKax) — C HacMewAuBbIM BUAOM. [pyron —

" U cTouHUK nsobpaxerusa cm.: URL: http://www.rodon.org/art-080815130104.
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B dyparkKe, C KanpusHO NeTywunHbIM npodunem (no Bcen BUAMMOCTY,
NoANONKOBHUK Profepep) — € OTKPLITON HEHABUCTLIO.

KapTuHe «TaHsa» 61n3Ka macwTtabHasa paboTa I Kopycesa «3anox-
HUKM BOWHbBI» («¥KMBOI 3aCNOH»), B KOTOpOI M3obparkeH oauH 13 Tpa-
rMYECKMX 3NM3040B BOMHbI — OXUAAHWE aTaKU COBETCKMX BOMCK daLum-
CTamMM, MPUKPbIBLIMMUCA Be30pyKHbIMK Ntogbmm (1998—-2005).

PucyHok 15.
Fennii KopxkeB. «3aa104HUKU 80liHbI» («}ueoli 3acnoH»)*?

TunaKHaa ClouTa BO3HMKAET B MHOrOoGUrypHO-Kpyrosom pacnoso-
KeHUM 0bpa3oB PyccKUxX. B BepxHei yacTM NonoTHa M3obparkeHa rpyn-
na nogen, cToallas B HENOCPeACTBEHHOM BM30CTU C HEMELKUM OKO-
nom. ONOPHLIMKN BO BCEM KOMMO3MLMM ABAAIOTCA MYMCKMe uUrypbl: B
BEepXHeM YacTu — CKOpPBHOro KysHela, roToBOro AOCTOMHO BCTPETUTb
CMepTb, CleBa — MevasbHO-OTPELIEHHOro YUUTEeNA, YCMOKaMBaoWmMm
ABUNKEHMEM MPUAEPKMUBAIOLLETO YYEHMKOB, cnpaBa — 6ecnomoLLHo-
ro CBALLEHHMKA C NpUMKaBLIENCA K HEMY MOHalleHKol. CBoeobpasHbIM
pedpeHoOM B KOMMO3ULMM KapTUHDbI CAYXKaT 06pasbl KEHLWMH C AETbMU
Ha pykax. B Mx rnasax 3acTblNo TATOCTHOE OXMAaHWe, oxBaTuBLUee U

2 \cTouHUK n3obpaxernsa cm.: URL: https://kolybanov.livejournal.com/5606261.html.
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BCeX OCTasIbHbIX. HEOObIYHBIMM ABAAIOTCA MOXOXKME HA MANEHbKMX CTa-
PUYKOB CTOSALLME BRepeau AeTU C NOB3POC/AEBLIMMM B 3TU MIHOBEHMA
uamu. CnycTuBLUMECS C BO3BbILWEHMWSA, OHU, BUAUMO, NPUBNEYEHHbIE
3BYKaMM BbICTPE/IOB, CMOTPAT B CTOPOHY. K/loueBoe e MeCTo B NepBom
pALYy OTAAHO He B3POC/IOMY, @ AEBOYKE B MMOHEPCKOM FaNCTyKe, OTKPbI-
TO cMOTpsALLen Bnepes. baarogapsa Tomy, YUTO B BEPXHEN YacTU KapTUHbI
CKOHLIEHTpMPOBaHbl 06pasbl AOBONLHO 60/bLIONM FPYMMbl B3POC/bLIX, a
B HWXXKHEW TO/IbKO OAHA AEBOYKa, CO3LaeTCA BNeYaT/eHne, YTo KapTMHa
BOT-BOT OMPOKMUHETCA U BCe GUTYpPbl TPArMYECKN UCYESHYT.

Tpareama pycckux gaHa B napannesibHOM COOTHOLLUEHWM C rPOTEeCKO-
BbIMW 06pasamu Bparos, NPAYYLLMXCA 3@ MX cnMHamu. M3 okona, B cyL-
HOCTM, BUAHbI HE LA, @ CONAATCKME KACKK, TPU M3 KOTOPbIX MOKa3aHbl
B TEHW, BCNEACTBME YEro OHW CTAHOBATCA MOXOKMMMU Ha YepHble /IMKK
cmepTun. CneBa ecTb elle Kacka ¢ BUHOKAeM, KOTopas BOCNPUHUMAETCA
KaK 3/10BeLnin poboT. /Inwb ruTnepoBcKuii oduuep, 3a KOTOPbIM BUAHO
paspyLleHHoe 34aHNe, CTOUT B NOJHbIN POCT Kak CUMBOA BPAXKECKOM OK-
Kynauuu.

B uenom gge TMNaxKHble COUTbI, B O4HOM U3 KOTOPbIX M306paKeHbl
MUPHbIE }KUTenn, obpasylowme K1UBon WnT ana ¢GalmcTos, a B APYron
— BpPAXKECKMEe CONAaTbl, COBMELLEHbI B KOHIMKTE B3aMMOUCKOYAtO-
LLMX CTOPOH MO NPUHLMMY HANOXKEHWA KPYroBOM KOMMO3ULLMK (PYCCKUX)
Ha NInHelHyto (Bparos).

B utore no ¢pabyne B 06enx KapTuHax («TaHAa» U «HK1BOI 3aC/IOH»)
nsobpakeHa Tparegma, a No CloXeTy — 0b1MyatoLLan Tpareaua-caTmpa,
W 3TO MapafoKCcasibHOe COoYeTaHWe accoyuupyemcsa ¢ mpaaugpapcamu
anoxu BospoxcdeHusa (bocxa, bpelieens, Beppokkeo, [JoHamenno), ede
mopxecmeyem 0bA80sbCKU 0ea108UMAA Heyucms U 2ubHym rnpasedHsble
2epou. A 8 yesiom 30ech nNpoAsasemcsa UHMennekmyasbHolli MOHMax ., e
pesysbmame Komopo20 803HUKAEM MbiC/1b O HECMOKOM «repesepHy-
mom mupe» [TepmuH L. ae TonbHas].

Y [na3yHo8a 2pomecKosas mMpakmosKa epaxeckux ob6pa3os Hawna
BOMNOLLEHUE B COOLITUAX AaBHO MUHYBLUEN UCTOPUN. B KapTuHe «LLTypm
rpaga» (1969), Hebonbllan TMNaXHaa CloMTa OCHOBaHa Ha Tpex obpasax
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TaTapo-MOHIO/IbCKUX BOMHOB. [1Ba U3 HUX AaHbl B NPodUIb, B KOTOPOM
LUIMPOKME CKYNbl 3aCNOHAOT Y3KME LLLENIKM N33, A NIbICble FON0BbI NPUKPbITbI
M3bICKaHHbIMM, OTOPOYEHHbIMKU cobonamu TiobeTeikamun. BpocKocTb UX
BHeLWHoCTK (no ¢pabyne) 3aknoyeHa B 60rato pacluMTbiX O4eXAaX, YKpa-
LUEHHbIX M306pasKeHMEM 3/1070 APaKoHa. TPeTUii e pPa3BepHYT K 3puTeNio
B dac ¢ Mynon, NoYTN «4ayHOBCKOM» ybIBKOM, yiKe npeasKylasa nobeay
Hag, Pycbto. Haz, HMMK BO3BbIWAETCA HaJeTas Ha KOMbe rosoBa PycCKoro
BOWHa. Mo croXKeTy ke oHM 6e306pa3Hbl, @ MepTBas rosoBa normbLiero Bo-
MHa C MyApbIMU NeYanbHbIMK F1a3amu, 06BUTasn MATKMMWU 30/10TUCTbIMM
BO/IOCAaMM, BOCMPUHMMAETCA KaK NPEKPACHbIN MKOHUYECKUI UK.

Ho rnaBHoe — munaxHasA crouma 30ecb 8xoo0um 8 0bwWyto KOMo-
3UYUI0, OP20HU308AHHYIO MO MPUHYUMY NapannesbHo20 U UHMess1eK-
myaneHo20 moHmaxcel. C nomouwbro nepeozo obpas epaza 8 npasoli
4Yacmu KapmuHbl c8sA3bleaemca ¢ AuUKom oOpesHeli Pycu, nokazaHHol 8
nesoll, 20e nosbixaem 020Hb, PA3AEMAOMCA NMUYbl, d HQ 20P00 Ha-
npaesneHo beccuemHoe KO/AU4YeCmeo 8paMecKux cmpesa. B pamkax e
8mopo2o — 06pa3 mamapo-MoH20/16CKO20 Haulecmeus Ha Pyce ocmeic-
ausaemcs KaKk mpaau4veckull KOHPAUKmM 08yx yusuausayud.

PucyHok 16.
Wnba MasyHos. LUmypm 2pada*

13 CioxKeT faHHOM KapTWHbI NepekanKaeTca ¢ A4pYyrum npovsseseHnem [NasyHoBa M3 TOrO e
umkna «Mone Kynnkoso» — «butea. BpemeHHbIi nepesec Tatap» (1979).

% WUcTouHuK wu3obpaxkeHua cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/
raboty/1979-shturm-grada.
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B uenom, nsobparkan Bpara B ClOXKeTax Aasiekoro npownoro, Ma-
3yHOB OPraHWYHO BOLUE/S B COBETCKYIO FPOTECKOBYIO TPaAuUUIO €ero
BOCMNpOU3BeAeHNA. B CBA3N C 3TMM HecC/Ny4aliHO 8 Mpou3sedeHUAX Ha
B0EHHY memy, noKaszaswux npomusodelicmaue 08yX KOHGAUKMHbIX
nazepeli, HepedKo scmpe4varomca He 00HA MUMNAaxHaa couma, a ose.
B HUX nMpoAsuUAUCE MPUHYUMbI MOHMAM(A, KOmopbil 0ds 803MOMHOCMb
PACKPbIMb MmpaauvecKkoe codepicaHue HA YPOBHE PA3HbIX «3maxceli»
YesiogeyecKol NCUxuKu.

2. HEBOEHHAA TEMATUKA

MPUHLMN TUNAXKHOW COUTbLI, MPOABAEHHbIN B MBOMMUCKU, NOMOra-
€T PacKpbiTb HE TO/IbKO KOJIIEKTUBHBIM 06pa3, HO U cO34aTb MOPTPET.
B KapTuHe MMasyHoBsa «MotpeT A.A. BiioKka» (1956) noaT BocnpounsseseH
B yrapHoi aTMmocdepe 3aropoHOro pectopaHa. BHyTpeHHee aAukeHue
KapTWHbI NepesaHo B CBETOTEHEBON KOMMO3MLMKN, ONOPHBIMM Y4aCTKa-
MW KOTOPOW ABAAKOTCA MPUHLMNMANLHO 6osiee OCBELLEHHbIE, IMHEWHO
pacnoNoXeHHble TUMaXKHble 06pa3sbl 3aBceraaTaes, cpeam KOTopbIX cne-
Ba 0c0bo0 BblgenaoTca Asoe obbiBaTenen: oguH — cmetolmiica, 6esHa-
OEXHO NbICbIN, CBUHONOAOOHLIN, APYro — ¢ NTMYbeobpasHoM ronosom
W BbINYYEHHbIM «KYPUHbIM» [1a30M B NeHcHe. Ha aTom ¢oHe nokasaH
3a4yM4YMBbIN MO3T, MLO KOTOporo 6neAHO M nevyanbHO. A 33 CNUHOM
(kaK 6bl B 3epKaibHOM OTPAKEHWUW) — SIUK TAUHCTBEHHOM HE3HAKOMKM U
NPoAO/IKAIOLWMA CBETOBYIO rammy crnipaBa be3nnKMii my>KunHa B 6esoi
pybaluke. B chepe makozo napasnenbHo20 MOHMAMA C OUHAMUYHbLIM
dsuyceHUeM CcoOepHamesbHbIX C/0e8 KapmuHel 0b6Hapyxcusaemcs,
ymo no ¢abyne 30ecb 2ocrnodcmayem nownsili 6bim, a Mo croxemy —
00yxomaeopeHHbIli 06pas baoka u e2o nosmuyHo20 Mupa.
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PucyHok 17.
Wnba MasyHos.. [Topmpem A.A. baoka*®

AHanorMyHoe coyeTaHWe NPUHLMMNOB TUNAXHOW CIOUTbI U napan-
NeNbHOT0 MOHTaXa BCTPeYaeTca B KapTWUHE MOCKOBCKOMO XY/AOMHWKa
b. Tanebepaa (1930-1984) «TaHUOBWMLA Kabape», CO34aHHONM cnycTA
LecTHaauaTtb NIeT nocse rnasyHoBCKoro noptpeta bnoka (1972). LeHx-
Tpa/bHbIA 06pa3 B Hel, NpaBaa, 3HauMTeNbHO 3asemneH®. B napan-
NeNbHOM MOHTaKe 06beguHeHbl GUrypa nonyobHaKeHHOW CONUCTKN U
NPOTMBOMNOCTaB/EHHanA el To/Na BOXKAENEOLWIMX MY}KUUH. Ha nepeagHuit

5 UctouHuK m3obpaxenusa cm.: URL: http://glazunov.ru/tvorchestvo/obrazy-russkoi-literatury/
raboty/1956-portert-a-a-bloka.

16 B TaKOM TPaKTOBKE BO3HMKAIOT acCoUMaLMm C KapTUHOM B. Mpuropbesa «Yauua 610HAMHOK»
(1917), rae B napannenbHOM MOHTa)ke 06beaMHeHbl CTOALWAs Ha CTOIE PAAOM C PIOMKOM BUHA
bpUBO/IbHAA KOKETKA, a €€ OKPY)KaeT TUMaXKHas CIoMTa CUAALLMX 3@ CTOJIOM MyKUMH. ITa paboTa,
KaK 1 MHOTME 4pyrie — LMPOKO M3BECTHAs IKCLEHTPUYHaA KapTuHa «MopTpet B. Meitepxonbga»
(1916), a Takke noptpeTbl Wananuua (1918), noata H. Knoesa (1920), fopbkoro (1926), Paxma-
HuHoBa (1930), 06pasbl KpecTbaH B UMKax «Pacesa» (1918) u «Jluku Poccum» (1923), B yem oH
NPOSIBU/ICA B KaYecTBe Heobbl4aitHO OCTPOrO M «3/10r0» ncmxosiora [C. MaKoBCKUi], ABAAETCA CBU-
[LeTeNbCTBOM TOTO, YTO, BO-NEPBbIX, 06pasbl PYCCKMX COOTEYECTBEHHMKOB MPUBJ/IEKA/IM €r0 BHUMA-
HWE Ha NPOTAMKEHWUM BCEM KNU3HM, @ BO-BTOPbIX — €ro TBOPYECTBO OKa3aso 60/1bwoe BAUAHME U Ha
MBOMUCb [Na3yHOBa, U €ro COBPEMEHHUKOB.
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NAaH B 3TOM LUEHTPOCTPEMUTENIbHON KoMMo3uumumn no ¢abyne BbicTyna-
eT nsobpaxkeHne paBHOAYLWHOW, C AMLOM, NOAOOHLIM Macke, ¢urype
naeanbHO CNOMKEHHOW TaHUOBLLMLbI. Ee XapaKTepuCTMKa npeacTasaeHa
ele M KOCBEeHHO — B C/1I0Bax Ha raseTHbIX OTPbIBKaXx, rae B O4HOM U3
3aro/I0BKOB 06BbABAAETCA O «TaHUE M3 By/AKaHa». [leByLIKy OKpyKaloT
yeTbipe ¢urypsl. Bnepean — camas naoTosgHas, Abicas, C OFPOMHbIM
CKaNALWMMCA PTOM, HaMOMMHAKLWKUM Benyto smy, o0bpamneHHyo He B
MepY OMN/bIBIUMMM CKAaAKaMM WeK. 3a Helk — ¢urypa 4yTb NOUHTENN-
reHTHel. [lanee — ABe KOHTPacTHble GU3MOHOMUN: OAHA — MpayHas,
3/106HanA, ¢ NepeKowWweHHbIM OT BOXAENEHUA HOCOM U PTOM, OTMEeYeH-
HasA HeaH4EepPTa/IbCKMM XapaKTepoM 3a CHET HM3KMX U BblAAIOLLMXCA Bre-
pes, C/IOBHO HabblUMBLUMXCA, KAK Y NpUMMaTa, HagbpoBHbIX Ayr; Apyras
— Cama rynocTb, OYepUYeHHan NyxabiM YyBCTBEHHbIM PTOM C YCUKaMM,
paclIMpeHHbIMK OT YBUAEHHOIO 3pavkammn 1 y3KMM N0BUKOM, CnpATaH-
HbIM 33 KNOYHCKOM YenKou.

Ho rnaBHOe — cto}KeTHbIN nnaH. OH BbipayKeH U306parKeHNeM pPyK:
HEMNOMEepPHO BONbLUMX, }KUPHbIX, TAHYLLMXCA K TaHLOBWMLE. BbiCyHYBLUM-
€cs U3-NoJ, MaHXeT C 3aNoHKaMu, OHU BbIXOAAT HA NMEePBbIN NJaH, 3ac/1o-
HAOT /IMLLA, @ NOPOW AaXKe UX MOAMEHAOT. BONbLIMHCTBO HanpaB/eHHbIX
NafoHAMMK BBepx — npocAwue. [pyrne — NagoHAMU BHU3 — MOBEN-
TenbHble. ECTb 3aNPOKMHYTbIE B U3YMIEHUM UK 3aKpbiTble B Naf0OHb,
HanoMMHaloLMe roIoBy 3Men, FoTOBOW B 11060 MOMEHT CXBaTUTb A0-
6biuy. [axe y AeBYLKN PYKM MO BbIPa3UTENbHOCTU MPEBOCXOAAT Apyrue
yactu Tena. Ee octpbie nanbupl, B 0COOBEHHOCTU XMLLHO COTHYTbIN 60/1b-
LUOM, UCTIOJTHEHBI ABUXKEHMSA, B TO BPEMSA KaK BCE Te/I0 BbIMALUT BECbMA
CTaTUYHO.

Becb NaHONTUKYM Ha KapTUHE Kak bbl yAep»KMBaeTca ele oaHUM
napannenbHbiIM MOHTaXOM — CUMBOJIMYECKMX, Pa3MELLEHHbIX Mo
AnaroHanun ¢uryp Tpybaya (B NpaBomM HUMXKHEM YY) U BOOPYKEHHOIO
congaTta (B BEpPXHEM JIeBOM). B ux accoyuamueHOM COMpPAXEHUU 803-
HUKaom pasauyHele 06pa3Ho-CMbics08ble PAO0bl: CMUXUA MA0MCKUX
paseneveHuli U ee OXPAHaA.
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PucyHok 18.
bopuc Tanbbepr. TaHyoswuya Kkabape*’

MpofoKeHnem Tpaguumu NOpTPeTa C BoXAenewwen nyoaMkon
CNYXKUT Cepua KapTUH NpeactaBuTena KapHaBaAM3aLMOHHOIO Hanpas-
JIEHMA B XKMBOMUCU — POCCUNCKOTO XyOoXHWKa TamesHbel HasapeHko
(1944): «NutepaTypHasa nmnposusauma», «Tpanesa», «3acTonbe», as-
Tonutorpadpun «Jltoan—3sepu», B KOTOPbIX PACMONOKEHHYO Ha batoae
BEPXHIOK YaCTb YKEHCKOro Ty/N0BMLLA C TOJI0BOM, MPUFOTOBAEHHYIO K
Tpanese, OKPYXKaOT BaMnuMpbl AN MOHCTPbl. OCTAaHOBMMCA Ha KapTuUHe
«Uupkauka» (1984, co3gaHHOM nocne 3anpeTta XyAOKHWULE Bble3xKaTb
3a pybex 1 Aenatb CBOW BbICTaBKM), B KOTOPOW NPUHLMMN LLeHTpoCTpe-
MWUTENIbHOM KOMMNO3ULMK, MO CPAaBHEHUIO C TanbbeproBCcKoi KapTUHOM
«TaHLOBLWMLA Kabape», 3HAYUTENbHO yCUAeH. B Hel akpobaTKa ¢ yep-
TaMKW NOPTPETHOrO CXOACTBA C aBTOPOM AaHa B HepeasibHOM YKpymnHe-

7 UcTouHUK m3o6paxkeHna cm.: URL: http://www.artnet.com/artists/boris-talberg/danseuse-de-
cabaret-94hRIJF-3PQRR03cpKWQoTg2.
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HUWM NO OTHOLLEHUIO K BEXAWUBO anaogupytowei nybamke. B atom na-
pannenbHOM MoHMaxce (KaXKeTca AayKe, YTO OHa CAy4YaliHO HacTynuaa
KaKol-To ocobe Ha /Muo) 0bbeanHEHbI BHELWIHe yCrnelwHasn, Ho B AeW-
CTBMTENbHOCTWN HY}KAaIOLLAACA apTMCTKA M BeCbMa PaBHOAYLLIHAA K Helt
nyb6anKa, XOTA HEKOTOPble BCE e CMOTPAT Ha Hee 3a4apoBaHHO U C
BOM/JE/NEeHWEM, a KTO-TO — 3/7106HO M efle cAepKMBaeT rHeB. B makom
CMOsIKHOBEHUU (pu2ypsbl UUPKOBOLU 2UMHACMKU U munaxcHol croumel
3pumeneli Nposeasemca UHmMennekmyanbHelli MOHMax< 0bpazoe pas-
/AIUYHbIX npedcmasumeneli nybauku u ee OughgpepeHyupo8aHHoO20 om-
HOWEHUA K YUpKaYKe.

PucyHok 19.
TatbAHa HasapeHKo. upkayka'®

8 AcTOYHMK M306paxkeHna cm.: URL: http://babanata.ru/?p=13636.
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B yenom 8 npugedeHHbIX Mopmpemax, 8KAYABWUX U 06pa3bl 3pu-
meneli unu HelimpasnbHO20 hoHa, Habarwdaemca meHOeHUUs K OKapu-
KamypueaHUto mosrbl, Xapakmep Komopoli bl 8bIpaXeH ¢ MOMOWbIO
munaxcHol croumel, NAPAANeabHO20 U UHMESAEKMYanbHO20 MOHMA-
weeli, 8 pesysbmame 4e20 MUNAMXCHAA CIOUMA 0KA3b18aAAACL HeobbIYali-
HO OUHAMUYHOL.

3. XYOOXECTBEHHO-CTU/IEBOM ACMEKT

PaccmoTpum Tenepb MPOABAEHUA HEKOTOPbLIX TUMAMXKHbLIX CIOUT B
KapTMHAX aBTOPOB, NPUHaAEXKaBLWMNX K NPUHLMMNMANBHO Pa3HbIM Xy40-
YKEeCTBEHHbIM HanpasieHuam. OAuH M3 HUX — BblgalOWMINCA NpeacTa-
BUTE/Ib aBaHrapAM3ma B xkusonucu Mapk LLlaean. Apyroi — NpOTUBHUK
aBaHrapgusma Maes [n1a3yHO8, CYNTABLUMI, YTO NOA BMAOM «KYOMKOB,
LIAPMKOB M NATHbIWEK» B UCKYCCTBO BHeapseTcs 6esymune®. U tpetnit
XYAOXHUMK — Y4YeHMK M nocneposatenb [nasyHoBa [lasen PoixeHKo
(1970-2014).

TunaxHana ciouTa y LWarana penbedHo BbipaxkeHa eLé B ero 4oBo-
€HHO KapTuHe «benoe pacnartme» (1938, YMKArckuin Xy4oKeCTBEHHbIN
WHCTUTYT), KoTopas 6bla co3aaHa noc/e eBpencknx norpomos B lepma-
HUK. KaK 1 B ra3yHOBCKOM NonoTHe «BeyHas Poccua», XpucToc, cMmBO-
IM3UPYIOWMIA naeto 1 obpas CcTpaaaHui, pacnonoXKeH 34ech B LEHTpe
KOMMO3UUMKN, BOKPYT KOTOPOTrO pasmeLlleHbl Gpurypbl obesymeBLInx oT
NorpoMLMKoB ntogen. NMPUHUMNOM UX OpraHM3aunmn ABAAETCA TUMNAXK-
HafA ClouTa, B3aMMOAENCTBYHOLLAA 34ECh C MPUHLMNAMM NAPANNENbHOTO,

o MHeHuto W. Tha3yHOBa, B aBaHrapAMCTCKOW XMBOMUCK KMPOUCXOANUT CO3HATENIbHOE YHUY-
TOYKEHME NUCKYCCTBA, MOTOMY YTO YenioBeK — 3T0 0bpa3 n nogobue 6oxbero. Ecam a genato Hoc
Ha BMCKe, yXO Ha LWee, a ra3 Ha by — 3TO MOI caTaHWHCKUIA AyX NpoTus obpasa u nogobus
60oxbero. M HecnyyaiHo... i rOBOPLO, YTO Mbl 3@ MAEaANbl HALLEN XPUCTUAHCKOMN LMBUAN3ALUN
Ha ee rpeKko-pumcKoi ocHose» [35]. ABaHrapg OH BOCMPUHMMAN Kak cieacrtasne OKTAGPbCKOM
PEBO/IIOLLMM, KOTOPbIV B COBETCKOM Poccum Tak v HasbliBanca: «ABaHrapa nepegoBoro KOMMYHU-
CTUYECKOTO UCKYCCTBAY». B 3TOM NOHATUM ANA XyA0XKHMKA 06 bEAUHUANCD ABa INKA 3N1a: CAMM pe-
BOJIIOLLMOHEPbI-MHTEPHALMOHANNCTbI U UX /IIOTAA HEHABUCTb K penunrnun. NosTomy oH cumTan, 4to
peannucTUyecKasn Xm1BoNucb U Co3gaHHan MM AKagemus, «ecTb rocyaapcteeHHan 6e3onacHocTb
PYCCKOro MCKyCcCTBa. Tak BOT 3Ty 6€30MacHOCTb Mbl B1t0AeM U ABASEMCA NOCNEAHUM MOLLHBIM
6aCcTMOHOM PYCCKOM KyNbTypbl U €BPONENCKON, KOTOPAs PacTon/eHa, Pa3masaHa U U3raxkeHa.
MbiI cerogHs EBpona v cBeT MAET OT Hac» [Tam xe).
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aCCoUuMaTUBHOIO U UHTENNEKTYA/IbHOTO MOHTaXel, B COBOKYMHOCTU KO-
TOPbIX BOCCO34al0TCA Tparnyeckmne CtpaHuubl NICTOPUKU Hapoaa.

PucyHok 20.
Mapk Waran. benoe pacnamue®

Mbl ocTaHOBMMCA Ha KapTuHe LLlarana, HauaTol A0 BOWMHbI U 3aBep-
LWEeHHOW B Noc/ieBoeHHble roabl: «Hesecta ¢ cMHUM [rony6bim] nnuom
B BUXpeBOM obnake» (1932-1960, yacTHaa Konnekums), KoTopas Kak
6yATO ABAAETCA COMbHbIM NopTPeToM. Ho TaK /in 3To? Monpobyem paso-
6paTbCcAa, XOTA 4aHHOEe NOM0THO, Nogo6HO Apyrm TBopeHuam LLarana, B
6onbLon mepe 3aWnppoBaHo.

2 AcTouHuK n3obpaxenus cm.: URL: http://toraart.com/index.php/poslanie-ot-marka-shagala.
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PucyHok 21.
Mapk Waran. Heeecma ¢ cuHum [20ny6bim] nuyom e suxpesom obnake*

Mpexae BCero, moyemy C JNLOM CUHUM (ronybbim), Kak U, Hanpu-
Mmep, B KapTuHax «lonybble ntoboBHUKNY (1914), «BntobneHHble y mo-
cTta» (1948), «Cembs pbibaka» (1968), «CeH-Monb Ae BaHc Ha 3aKaTe»
(1977)? AymaeTca, NnoToMy, 4TO CMHWI — LBET Npupoabl, Heba, peku,
B KOTOPOWM OHO OTPaXKeHO, NoJIEBbIX PacTeHW. Ero no-ceoemy packpbis
A. Bo3HeCeHKUI B CTUXOTBOPEHUMN «Bacunbku LLaranax»:

2 cTouHMK m3obpaskeHnsa cm.: URL: https://artchive.ru/marcchagall/works/377613~Nevesta_s_
sinim_litsom.
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«MwunbliA, BOT 4TO Bbl AeicTBUTENbHO NtobuTe!
C Butebcka MMy paHUmM 1 N06um.
[unKopacTylme copHble THOUKM
C 4bABONBLCKMU

BblAAB/NEHHbBIM

ronybbim!

CupbIli UBETOK M3 NMOPOAbI PENENHUKOB,
Ho ero cMHWi He 3HaeT conepHuKos» [36, c. 11].

OKasblBaeTcs, CMHEee /L0 O3HAYaeT AOPOrod XYAOMKHWKY LBET.
A pALOM C CUHUM — INLLO KEHMXA C HEKOTOPbIMM MOPTPETHLIMM YepTa-
mu LLarana, B 3e/leHOM OKpace KOTOPOro TOXe MPOosABMAach CyLLHOCTb
npupoabli?2. Ho 3TM UBeTa y4yacTByIOT 34eCb He camu no cebe, a B KOH-
ONMKTHOM COMPAXKEHUM C KPAaCHbIM (CUAYIT CKpMMaya B OTCBETE NoXKapa)
M YepHbIM (BCe NPOCTPaAHCTBO Heba M 3eMan), KOTopble NepesatoT Heo-
6bl4aHO HanpAXKeHHbIM GOH, a, MOXKET bbITb, U COBCTBEHHO CMbICA Kap-
TUHBI. YunTbiBasA cneundumKy TBopyecTtsa LLlarana Kak npeareum skcnpec-
CUMOHM3MA U CIOpPeanM3ma B KMBOMUCU, PACCMOTPUM €ro CUMBOJINKY,
B KOTOPOW 0BHapyK1BatOTCA YepTbl TUMAXKHOM CHOUTbI, PACMO/IOKEHHOM
HeobbIYHO. MCTOYHMKOM ABUKEHMSA B HEI ABMIACh KOHKPETM3UpPYLOLLan
BMXpeBoe 06/1aK0 yaapHaA CBETOBAA BOJIHA CNEBA, B KOTOPOM 0b6beau-
HeHbl 06pasbl HEBECTbI U XKeHuxa. Ee 3akpyrneHHas dopma onpegenuna
M NPaByto YacCTb KAaPTWHbI, KOTOPas OKa3anacb NPOAOKEHNEM STOM Kpy-
rOBOM KOMMO3WLMM, HAXo4ALWENCA BHYTPU NPAMOYroNbHON. CKBO3HbIM
B Hel ctan motus TBopyecTBa. Camblit 6€306MAHbIN, NOCTPOEHHbIN Ha
HEM CHOMKET, PAa3MELLLEH B MPABOM HUKHEM Yy — OAUHOKMIA MyXKUYMHA
B WAANE My3ULMUPYET HAa BUOJIOHYENN, e4,Ba TPOHYTOW 3e/1eHbIM LBETOM
(nopgobHo rpaduueckoli pabote LLarana «3eneHas BMonoHYeNb. Ha Temy
“BocnomunHaHusa o Butebcke”»). Ero ¢ roTOBHOCTbIO CAYLIAET TaKas ke
OAMHOKaA Kypuua, U My3blKaHT UrpaeT AnAa Hee C PagoCTHOMN MpuU3Ha-
Te/IbHOCTbHO.

2270 ke COYeTaHMe LBETOB COXPAHEHO U B KapTuHe «Hag ropogom» (1917) us Toit ke cepum LLara-
Na, NoceAleHHoM benne: «lMoceaweHne moeit HeecTe (Moeli cyxkeHoi)» (1911).
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MoTMB TBOpYECTBa NMOBTOPAETCA B BEPXHMX yrnax NnopTpera Hese-
CTbl, rAe pacnofioXeHbl ABa UrpaloWmMx Ha cBupensax KaoyHa. Cnpasa y
0AHOro 13 HMX, 60Coro, HO B Konnake, cayllaTeneit 6onblie, Yem y BUO-
NoHYenncTa — npoduab MOMOAONW XeHLMHbI B BafieHKax (cBoero poaa
Ay61b CUHel HeBecTbl, HO CO CBETbIMU BOIOCaMM, 6e/ibim HoCoM 1 be-
/IbIM TNa3oMm), a 3a Hell — cBOeobpa3Hblii KEHTABP, BEPXHAA YacTb KO-
TOPOro NpeAacTaBAAeT rosoBy pbibbl, a8 CBUCAOLLAA C HEE HUMKHASA YacTb
— ro/I0BYy KopoBbl. O6e }KMBHOCTU Ha OAHOM U TOM Ke TyN0BuLIE, NO-
BEPHYTble B NPOdUAb U CMOTPALLME Ha K/IOYHa KaKaas CBOMM OAHUM
r1asom, cepbesHo emy BHUMaltoT. Eule HemHoro — 1 metadopa npono-
Bean AHTOHMA MNagyaHCcKoro pbibam HalAeT 34ech CBOKO accoLmaumio.

B nesom yrny nopTperta HEBECTbl — K/AOYH B cMHEM. OH NNLLEH CY-
LIATeNbCKOW ayauTopun. 34eLlHel, noxoxe, 0DOoXKKEeHHON Kypuue, B
y)Kace neTallein oT Noxkapa, ABHO He A0 yBecefeHuin. A mexay AByms
KNOyHaMU (HedaneKko OT ropsALlLero Aoma) — HUYKOM Ha 3eMIe JIeKUT
CKpWMay, KOTOPbI C HEXHOCTbIO CMOTPUT Ha CBOK CMHIOK CKPUMKY.
OH AaH B OCBeLeHMM OBLLLEro C NOMKapuLLEM OFHEHHO-KPaCHOrO LiBeTa.
BugHo, 4to GUrypbl 3TUX TBOPUYECKMUX JIMYHOCTEN ABUIUCH OTFO/IOCKOM
TOro, Yto nepexun Laran B rogpl BOMHbI (HAMOMHWM, YTO HAUUCTbI B
FepMaHnmn Ny6ANYHO COMKIN €ro KapTuHbI).

B HenocpeacTBeHHOM e 6An30cT1 ¢ 06MKOM HeBeCTbl NoKa3aHa
MEeCTHOCTb, Ha TEPPUTOPUM KOTOPOI nNponcxoauT nsobparxaemoe. LieH-
TPafNibHbIM ABNAETCA KPMBOBATbIN AOMMK C CUHEN KPbILLE, 0YeHb NOXO-
XU Ha POANTENLCKMIA B MecTeuKe JIM03HO (no-6eopycckn — «nésHay,
YTO O3Ha4aeT «CNE3HbINY, «CNE3bI»)®. Takoe Ha3BaHWe ana Larana —
cuMBoOIMYecKkoe?. [lom XyaoMKHWKa BO BPEMSA BOMHbI YyA0M yLeNen, Ho

B 06auK 3Toro goma y LLiarana asnserca ogHUm u3 Hanbonee Nt0bKMMbIX Tonocos. OH BCTpeyaeTca
B KapTuHax «AnTeka B Butebcke» (1914), «Mporyaka» (1917-1918), «KpacHbiit 4om Ha yauue»
(1922), «XymoxHMK 1 ero HesecTa» (1953); «/lecTHuua Makosa» (1973), «CuHnaa aepesHa» (1975),
«CBaToe cemeinctBo» (1975-1976), «Xya0KHUK Hag Butebckom» (1977-1978), paxe «CeH-Monb
e BaHc Ha 3akaTe» (1977), roe Bo dpaHLy3CKMii nei3ax 3atecanca ero gom nog Butebeckom.

% Mo HabnoaeHuio J1. Bakap, B TparMyeckon uctopun benopyccum «BbipaboTtanca BapnaHT apxe-
TMNa cTpaHHMKa. ITOT 06pa3 Ha3biBaeTcsA “NE3HbI” YeNOBeK... ANA CAMOro XYAOMKHWUKA Butebek u
JIn03HO 6bINM 06Pa3aMm yTPAUEHHOW POAMHDI, M NMO3TUKA ET0 }KMBOMUCU MOXKET PACCMATPMBATLHCA
B acneKkTe MeHTaNbHOCTM “Né3HOro” Yenoseka. M3rHaHHUK He UMeeT oMa, HO B3aMeH noay4yaeT
BECb MUP, pacTBopsAeTca B HEM, NpuobpeTtaeT cBoboay. Cnocob ero Ku3HM — cTpaHcTemne» [37].
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BCE YKe CM/IbHO MOCTpajan (aepeBsiHHbIe YacTu ero cropenu). Nostomy
HeCc/Nly4alHO OH AaH B MPAYHO-CryLeHHON TeMHOoTe. B nocneaHem okHe
HeT CTeKNa, a B ABepu 3anedyatieHa ckopbHasa durypa XeHWmHbl, BUAK-
MO, MaTepu XyAoXHMuKa. OaHa Nno/oBMHA ee nua nepeaaHa TEMHbIM
UBETOM, Apyras, NnogobHO LWeCTUMKOHEeYHON Ha Hel 3Be3ge, — CBATHA-
LLMMCA B HOYM »KeNTbiM. B 06pasax *KMBOTHbIX — Nape nolagen, 3anps-
YKEHHbIX B TENEery, 1 KOPOBEe C CUHEN r0/I0BOM, N3-3a KOTOPOU BUAHEETCA
YyenoBeK, yrafblBaeTc MOTUB CTPaHHMYECTBa.

B utore, cymmunpys Bce IMKK, BOMOLLEHHbIe B KapTuHe LLlarana, no-
JlyyaeTcs, YTo 34eCb He TO/IbKO 06pa3 HeBECTbI, a ELLE HECKO/IbKO APpYruX
— XEeHUXa, MaTepu, YeTbIPeX My3blKaHTOB, 6ENOKYPOI XKEHLLMHbI, Yeso-
BeKa C KOPOoBOW. K HUM NPUMBbIKAIOT M306paXKeHMA AOMALLIHUX }KUBOTHbIX
(aByX Kyp, ABYX KOPOB U ABYX NoLWaAei), a TakKe AByX 4omoB. OauH us
HUX, XOTb M MOKOCUBLLUMICA, HO OTHOCUTENbHO LeNbI, APYroi — cropes-
Wui. Bce oHU no ¢abyne nocpedcmeom accoyuamMuUeHO20 MOHMAXA
CKAa0b6I8AIOMCA 8 MUMNAHCHYHO COUMY, OKPYXAIOWYHO CUY3M Heeecmeol,
AUYo Komopol noYymu crnpsamaHo om CMOPOHHUX 21d3 MeMHO-CUHUM
ysemom. A no croxcemy 30ecs, CKopee, 80CrpPoU38e0eH... Topmpem He-
HUxa (Komopbili He MAK CUMbHO 3AKPAWEH 3e/1EeHbI0, KOK IUYO Hegecmel
CUHesoll, U MOMoMy €20 MOXCHO s1e2Ko paszeanadems). pu smom nop-
mpem cyacmausya 0ornoaHeH 3nU300amu U3 e2o xe dpamamuyeckol
buoepagpuu, 8 pasmeweHuUU Komopbix 30ecb ouyu aemcs nNPUHYUN as-
MOPCKO20 MOHMAMXCHO-UHMESNEKMYanbHO020 MblUWAEHUS.

CnepoBaTtenibHO, 334YMaHHbIN 34eCb aKLEHT HA YKEHCKOM MopTpeTe
napafoKCaibHO [OMOHAETCA CBOe0OpasHO 3alwMdPOBAHHOW TUMAXK-
HOM ctomTol 06pa3oB M MEPEHOCUTCA HA MYMKCKOW, aBTOMOPTPETHbLIN,
KOTOPbI AOMONHEH €eLLEe N M306paKeHNEM CBOUX KU3HEHHbIX COBbITUIA.

B ocHoBe coaep:KaHua KapTuHbl M. PbixkeHKo «MpowaHue ¢ KOH-
BOeM», KOTopas ABNAETCA NepBon U3 ero Tpuntuxa «Llapckas lfonroda»
(2004), nexxkut npowaHune Hukonasn Il c UmnepaTopCcKMM KOHBOEM Moce
oTpedeHuns ot lNpectona 8 mapTte 1917 roga.

CueHa Tparegum pycckoro MMnepaTopa AaHa B TYCK/IOM LBETOBOM
peLeHnn KapTUHbl — B acCOLMaTUBHOM MOHTaxe ¢ obpasamu 3noBe-
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e NpMpoabl: XMypOro yTpa, 3aBblOXKEHHON METENN 1 KOMOLLALLMXCA B
CHery BOpOHax. [lBMKeHWe B 3TOM KapTMHE UAET C/ieBa HanpaBo M pac-
XOOMTCA KaK bbl pacTpybom B rOHMMbIX BETPOM 0bnaKax, yaeTaloLlmx
NTULAX M Nafalolem B BUXPEBbIX NOpPbIBax cHere. B HanpasaeHue 3toro
OBUXKEHUA BNWUCbIBAETCA M L@pPCKuUii KOHBOW. EMy npoTuBonoctaBaeHo
HECKONbKO pefKux Gpuryp, LeHTPanbHOM U3 KOTOPbIX OKasbiBaeTca ¢u-

rypa uaps.

PucyHok 22.
Masen PbiXeHKo. lpowaHue ¢ KoHeoem?

Ho rnaBHoe ABUKeHWe 34ecb — He BHELWHEee, a BHYTPEHHee, KOTo-
pO€ BbIPaXEHO B NCUXONOMMUYECKOM COCTOSIHMM COAAT, CTOAWMX B Nep-
BOM LWepeHre. B nx conpsakeHnn c 06pasom uaps B KOMMNO3NLUKN KapTu-
Hbl BO3HWKAET BbICOKUI «rpadyc noTpAaceHus» [tepmuH I KosmHuesal.
B MOHTaXe UX UL, mpocmynuau Yepmel 08yX munamcHoIx cloum: aAuHel-
Ho20 nokasa o0bpa3os, 0b6veduHeHHbIX 00HOol obweli domuHupyroweli
amoyuel, u NoaugoHuU4ecKkoz2o, 20e Mo HeCcKosbKy ommeHKo8 amoyuli
MPoABAEHO HA AUUe NoYmu Kax0o2o condama. KoHBOMPbI, HECMOTPA
Ha NPWHAANEXHOCTb K HOBOM — PEeBO/IIOLMOHHONM BAacTh (0 yem CBU-
OEeTeNbCTBYIOT UX KpacHble BaHTbl HA WMHENAX), He B CMAaxX CAEepKaTb

2 UCTOUHMK m3obpaxkeHna cm.: URL: http://xn----7sbgmbf3aevlbr7l.xn--plai/40-proschanie-s-
konvoem-1-iz-triptiha-carskaya-golgofa.html.
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rops. MepBblii B 3HaK Tpaypa No Lapto (3a CNMHOM KOTOPOTO ero XAeT THo-
PEMLUMK) YBAXKUTENbHO BbIHYA U3 HOXeH cabnto, NPUCNYCTUN ee K 3eM-
Ne n NoTynun rnasa. Bropoi, y6eneHHbI ceauHOM U U300POXKAEHHDIN
MOPLUMHAMM, UCMbITbIBAaET NPOTUBOPEYMBbLIE IMOLMM HEAOYMEHMUSA, MO-
KOPHOCTU 1 coxKaneHus. TpeTuint co WpamamMmm Ha LLeKe U Ha by, ckopb-
HO CMOTpPA B 3eMJ/II0 U CABMHYB OPOBU, O YEM-TO HAMPSAKEHHO AYMAET;
YeTBEPTbIM, HapyLaa yCTaBHble OTHOLIEHWS, NMOPbIBAETCA LAP YTO-TO
CKa3aTb. KyfibMUHALMEN CRyRUT nepexunsaHme natoro. CkaB B Kynak
LLAMKY, OH 3aKPbIN €0 IULLO, YTOObI CKPbITb PblAaHUA.

B napasnensHoM MmoHmMax e c BOMCKOm gaH obpas uaps, B obanke
KOTOPOro COYETalTCA YepTbl Nevyanm u myxecrsa. Mpu Bcel rHeTywen
CUTYaLMM OH OTKPbLITO CMOTPUT B /INLLA BOEHHbIX. B paccTaBaHum ¢ HUMM
uaps, rae no ¢abyne BbipaxkeH KOHKPETHO-UCTOPMYECKUI 3NU304, a No
CHOXKETY — TparMyecKkuit KoHeL, POCCUIACKO-MOHapPXMYECKOM 3Moxu, CKa-
3a/1Cb NPUHLMNbI UHTENNEKTYAIbHOTO MOHTAXa.

B KapTuHe-mucTepun lnasyHosa «BeuHaa Poccua» («CTo BeKoB»)
(MocKoBcKas rocyaapcTBeHHas KapTUHHas ranepes Unbu MasyHoBsa).

PucyHok 23.
Wnba MasyHoB.. BeyHas Poccus (Cmo eexoe)*

% MCTOUHMK M306paskeHus cm.: URL: https://opisanie-kartin.com/opisanie-kartiny-ili-glazunova-
sto-vekov.
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B ocHoBe ee cBOe0bHpa3HOM TPEXYACTHON KOMMO3ULUUKM OLLyLLaeT-
CA LEeHTPOCTPEMUTENbHAA HanNpaB/JeHHOCTb K BO3BbILAMOLEMYCA Hapg,
BCEMMW UCTOPUYECKUMU PUTYpamMM PacnATUIO, YEM BbI3bIBAOTCA acCcoOLM-
auMK C UKOHOMN. (UcKntoyeHnem ABNsSETCA LeHTpobexKHoe ABUKEHNE B
npasom dnaHre KapTuHbI, rae PeBOOLNOHHAA NOBO3KAa CTPEMUTENbHO
MYUTCA B NPOTUBOMOMIONKHOM OT PacnATUA HanpaBaeHMKn.) B TecHom co-
NPAEHUU C XPUCTUAHCKON MAeel KapTUHbl HaXOOATCA /IMKU CBATbIX,
KPYMHO BbINUCaHHbIX B NEPBOM pAAY U paccpesoTOYeHHbIX B mocaeayto-
wmx: loHcKaa nkoHa boxunent Matepu ®eodaHa peKa, nfeBee — UKOHA
leoprua NobepoHocua, ganee — KapTuHa A. Pybnesa «CssaTtaa Tpouua»,
a B ybuHe — MKoHa Hukonali—uynoTeopel. 3To BblpasuTesbHoe Hes-
MOJIBME HapyLeHo ¢urypoi JibBa ToncToro, rHEBHO YKa3yloLero Ha He-
6eca U OEMOHCTPUPYIOLLLErO Ha rpyau Tabauuky ¢ ABYMA CMMBOMAMMU:
«HEenpoTuBAEHME» (3/1y) U 3HAK MACOHCTBA, MO KOTOPbIM, BUAMMO, U
nogpasymesaeTca Bce 310 ana Poccuu.

[obpo e BbIpaXKeHO B LEHTPaNbHOM YacTU KapTUHbI B KOANaxe
06pas3oB Bblgatowmxca aeateneit Poccmu, nocnenoBatesibHOCTb KOTO-
pbIX BbICTPaMBaeTCA B TUMAXKHYIO CIOMTY, r4e BCe LA HOCAT Npenmy-
LLECTBEHHO CEePbe3HO-COCPEAOTOUEHHbIN XapakTep, 6narogapa uvemy
BOCMPUHUMAOTCA NOAOOHO MKOHOMMUCHBIM SIKaM. B neBol Yactu Kap-
TUHbI INHENHOe pasmelleHne obpas3oB MAET OT NPETBOPEHUA UCTOPU-
YecKux anuM3o[0B ApeBHEW U cpeiHeBEKOBOM Pycu, a B npaBoi noka-
3aHbl gesTenn OKTAGPbCKOM peBostoLMKU M nocieaytowme cobbiTusa XX
BeKa. O6e KpailHWe CTOPOHbI KapTUHbI COBMELLAIOTCA C LLeHTPasIbHOM
rnocpeAcTBOM MapasiesibHOr0 MOHTaXKa. B 3Tolh ppecke ceBonm asuxke-
HMEeM BblaenAeTcAa NMoBO3Ka C Tpema pesotoumoHepamu: CTanuHbIm,
Tpoukunm (3aecb aHanorom bpelwKoBcKoi B KapTUHe MpuropbeBa «JIMKu
MWPa») U raPMOHWCTOM, BbI3bIBAOLLMM B TOM e KapTUHE acCoLMaLLMM C
No3TOM-«NeceNbHUKOM» KaMeHCKMM, 3a KOTOPbIMW BUAHbI 06pasbl Apy-
rMx 6ONbLUIEBUKOB. B TaKoM M306parkeHUM aeaTenei pesontounn npo-
ABUANCH NYOOYHO-CAaTUPUYECKME YepTbl.

B pesynbrate CpaBHEHUA TPeX KapTWH nepes, HaMu OTKpbiBaeTcA
napaZiokcanbHOe ABNEHNE: MUNAXCHAA CoUMa KaK XyodoxecmeeHHbll
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MPUHYUMN 0Ka3bieaemcs cnocobHoli 6onaomume pasHsie Xyo0oxecmeeH-
Hble 3a0a4u, scredcmeue 4Yye20 CMAHOBUMCA B03MOMHbLIM cbnumce-
HUe XyOOMCHUKO8 Pa3HbiX, 0axe NpomueornonoX(HbIX HanpasaeHud.
XypoxecTBeHHoe nosoTHo Larana — ¢aHTasninHo-3awmndpoBaHHbIN
WeaeBp, BbIPaXKeHHbIM B C/NIOXKHOM TpareAMMHOM MAaHe C 3/1eMeHTa-
MW TOHKOrO IOMOpPA M MOTOMY BCEr4A OTKPbITbI KO MHOXECTBY HOBbIX
TPaKTOBOK. MHOropurypHas KapTuHa PbIXKeHKO, peLlleHHasn B TpaAMLMAX
PeannUCTUYECKON KMBOMUCKU, ABUIACL OLHOM U3 TPArmMYecKuUx BepLUMH
COBpPeMEeHHOro uckyccTea. Muctepus xe [nasyHoBa (KaK M Bcs ero nna-
KaTHO-MWUCTEPUNO3HAA KMBOMWUCb) BOCMPMHMMAETCA KaK MaclTabHas
¢dpecKka, NoCTpoeHHasA Ha PpyHAAMEHTE UCTOPUKO-A0KYMEHTUPOBAHHbIX
noptpeToB. OCHOBOW ee cTa/ cBOEOOPa3HbIN CNIAaB Pa3HbIX TUMOB U30-
H6pasuTeNnbHOr0 MCKycCTBa — MJlakaTa, MKOHOMWUCKU U nybKa, KOTopble
obpallleHbl K PasHbIM CNOAM CO3HAHWA COOTEYEeCTBEHHWKOB [NasyHo-
Ba: K MacCOBOMY COBETCKOMY W CaKpasibHO-PYCCKOMY M OpraHM30BaHbI
B €AMHYI0 KOMMNO3MLMIO NPUHLUNAMW TUTAHTCKOM TUNAXHOM ClOUTbI, B
KOTOPOW CKOHLUEHTPMPOBaHa NiaHeTapHaa TeMa, LLeHTPMPOBaHHAA He-
A0NYCTUMOM B COBETCKOM 0pULManbHOM Kumonmcu Gurypon pacnatums.

B npoTMBONOCTaBNEHUN TUMAXKHbIX 0OPA30B BblAAMOWMXCA Aen-
Tenen Poccun n ee Bparos, AaHHbIX B MNApanie/ibHOM MOHTUPOBAHUMU
Mo KpasM KapTWUHbI, 8bIAGAAEMCA NPaBoC/a8HO-MOHAPXUCMCKAA udes,
Komopas peanuzyemcsa 8 UHMess1eKmyasnbHOM MOHMAMe 8cex pas-
PO3HEHHbIX 371eMeHmMo8 MUCmepuu 6 KOMMOo3UyUlo ce80eobpa3Hoz0
«KpecmHozo xo0a» (onpeneneHue B. HoBukoBa), B 4em CKasanoch rna-
3YHOBCKOE NepeoCcMbIC/IEHNE HEKOTOPbIX TPAANLMIN PYCCKOTO aBaHrapaa
(B yacTHOCTH, «“MUTUHTFa» B KapTuHe b. Mpuropbesa «JIMKKM MUpa»).

* ok k

B UTore NnpoBefeHHOro aHan13a »XMBoONMCK [Na3yHoBa N HEKOTOPbIX
KapTWH €ro COBPEMEHHMKOB KaK BN3KMUX emy MO CTUIO, TaK U AANIeKUX,
Mbl MPUXOAMM K 3aK/OYEHWUIO, YTO 8bI08UHYMAS 8 HAYdse UCC1ed08a-
HUSA 2uriome3a 0 NPAaBOMEPHOCTU UCMOb30BaHUA METOL0/10TUM JM3eH-
LTeMHa M BbIrOTCKOro A1A aHanM3a MHOrOUIypHbIX KapTUH XX cTonetumsa
Hawna peanvHoe noomeepicdeHue. ABNEeHNE TUMAKHON CIOUTbI, 0OHa-
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PYXEHHOE B PaCCMOTPEHHbIX KAPTUHAX, B OPraHUYHOM B3anMOLEeNCTBUN
3T0ro peHoMeHa C MHbIMM MPUHLMNAMU MOHTaXa (napannenbHbIM, ac-
COLMATUBHbLIM W MHTENIEKTYAIbHbIM) MOMOraeT OCMbIC/IUTb MHOTOrPaH-
Hble 06pa3bl, CKNaZblBaOWMECA BO B3aUMOAENCTBUM PA3/UYHbBIX IMO-
unin. Kpome TOro, NNacTMYHOCTb NPUHLUMMNA TUNAXKHOW CIOUTbI B aHanu3e
Npou3BeAeHUI KUBOMUCK JaeT BO3MOXKHOCTb OCO3HATb CBOeobpasume
Pa3/IMYHbIX BUAOB KOMMO3ULUU:
1. Tuna)kHaA ctonTa, B KOTOPOI OCHOBOMO/AratoLLee 3HaYeHNe nme-
€T CBETOTEHEBAsA KOMMO3ULMA, r4e ONOPHbIMK y4aCTKaMK ABAALOT-
CA BbICBET/NIEHHbIE, IMHEMHO PaCMONOXKEHHble TUNaXKHble 0bpasbl
(«AnekcaHgp Bnok» WU. MasyHoBsa).
2a. TunaxkHas clouTa, NnepefaHHas B LEHTPOOEKHOM ABUMKEHUN K
nepeaHemy njaaHy KapTuHbl U BNpaso («lMocne MsrHaHus dalmct-
CKMX OKKynaHToB» T. [aNOHEHKO);
26. TunaxHasa CloMTa, NOCTPOEHHAA MO MPUHLMNY LEHTPOCTPEMU-
TesbHOro ABuKeHus («TaHuoBwMUa Kabape» b. Tanbbepra, «Unp-
Kauka» T. HasapeHKo, «BeuHas Poccua» U. MasyHoBsa);
28. [1e KOHOAUKTHbIE TUMAXKHbIE CIOUTbI, B3aUMOAENCTBYOWME B
pycne LeHTpocTpemmuTeibHOM Komnosnumm («TaHa» KyKpbIHWMKCOB);
2r. 1Be KOHOAUKTHbIE TUNAXKHbIE CIOUTbI, COBMELLEHHbIE MO NPUH-
UMMy KPYroBOM WM SIMHEMHOM KOMMNO3UULMIA («3aNO0KHUKM BOWHbI»
(«*KuBoii 3acnoH») I. Kopskesa).
3. TunaxHasA ctouTa B ABYXbAPYCHOM NPOTMBOMNOCTaBAEHUW NONO-
KUTENbHbIX 06Pa30oB, rae ABe CIOUTbI AaHbl B O4HOBPEMEHHOCTU —
ofHa HenepcoHNdULMpPOBaHHasA, Apyras B Pa3HbIX OTTEHKaX O4HOM
W TOW e amoumm («lposoapl Boicka» U. MasyHoBsa).
4. TunaxHas ctovTa, BbIABAAIOLWLAA BHYTPEHHIOL (Mcuxonornye-
CKYI0) HanpaBNeHHOCTb BCEW KOMMNO3ULUK:
a) B ABUMKEHMM MO AMaroHanu cHusy seepx («bnokaga» W. Masy-
HOBa);
6) No AnaroHann cBepxy BHU3, roe B OAHOM U TOM ¥Ke 3MOLUMK, HO B
pasHbIX OTTEHKaX NepenaHo YyBCTBO KaTacTpoodbl («KoHew» Kykpbl-
HWKCOB);
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B) cnpasa Haneso («LTypm rpaga» WU. MasyHoBa);

r) B nepneHAnKynapHOM cooTHowweHum («MpobyausLumiica BocTok»

W. ThasyHoBa);

4) ABe TUNaXKHble HEKOHGIMKTHbIE CHOUTbI, MPOTUBOMONOMKHO Ha-

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

5. MonndoHmYecKas TMNaXKHaA CloMTa, NO3BONAIOWAA YBUAETL UH-

OVBUAYaNN3MPOBAHHDBIN CMEKTP 9MOLMI B OL4HOBPEMEHHOCTH, Bbl-

paXeHHbIX B O4HOM U TOM e obpase («MBaH po3HbI» U. Thasy-

HOBaA).

6. O6LWwan TMNaxHanA CloMTa B IMHEMHOM NOKa3e MHOMXeCTBA NN, CO-

BMeELLEHa ¢ ABYMA NOAUPOHNYECKMMM U AaHA BO B3aMMOLENCTBUM

BHELWHEro ABWXXEeHWs C BHYTpeHHMM («[lpoliaHne C KOHBOEM»

M. PbIXkeHKO).

7. NnakaTHO-TMNAXHaA ClOMTA B MAHOPAMHOM NepcrnekTnBe, OCHO-

BaHHAA Ha KO/IIA*XHOM 00begMHEHMM NOPTPETOB MUCTOPUYECKUX

vy (muctepum W. ThasyHoBa).

8. 3awndpoBaHHaa TMNaXKHas CloMTa, pasMelleHHas B cBoeobpas-

HOM KpyroBon Komnosmumm («MopTpeT HeBECTbl C CUHUM JIULLOM»

M. Warana).

TunaxkHana ctomTa B TBOpYecTBe M. [na3yHOBa, KaK 1 B NONOTHAX ero
COBPEMEHHWKOB, MNPOsBUAACb Heobbl4allHO MHoOroobpasHo. OHa He
Bceraa 6bina KOHKPETU3NPOBAHA TONBKO /MWL B /INLLAX, @ BblpaXKeHa B
0606LEeHHO-HeNnepcoHMPMLMPOBAHHOW Macce Hapoaa, B ONLETBOPEH-
HbIX 0OPa3ax *KMBOTHbIX, 3alMPOBaAHA B CUMBOIMYECKUX SINKAX, KOJINa-
KMpPOBaHa B Pa3HOPOAHbLIX MOPTPETAX, AMHAMMU3MPOBAHA BO BHYTPEH-
HWX KOHTPACTaX, a TaKXKe MOr/1a NPOABUTLCA B IMOLMOHA/IbHOM HAcTpoe
O4HOro-eANHCTBEHHOIO NLA. HepeaKo TMNaXKHas clouTa ycuameanacb
OVNHAMMUYHbBIM CONPAXKEHUEM C NPUHLMNAMWU APYTUX BUAOB KWUHOMOHTa-
’Ka, B3aMMOAENCTBME KOTOPbIX 4aBaNi0 HeMcYeprnaemble BO3MOMKHOCTU
3pUTENIO O MHOMXECTBEHHOIO MCUXONOTMYECKOTO BXOXKAEHUA B XyA0-
YKEeCTBEHHbIN 0bpas.

B BOCMPUATUMN KapTUH KaK TUMNAXKHOWM CHOMTbI OKa3a/MCb BKJIOYEH-
HbIMM pasHble C/IoM Hawen NCUXuKK. lNpounssoas NepBOHaYasIbHbIN
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(dabynbHbilt) addeKT Ha BbITUMHOM YPOBHE, OHa B AENCTBUTE/NIbLHOCTU
(no ctoxkeTy) OKasbiBanacb TPAHCAATOPOM aBTOPCKON MAE0N0reMbl, BO3-
AeicTBys Ha 6onee CNOXKHbIE 3TaXKM YeN0BeYECKOro Co3HaHUA — «ped-
NNEKCUBHbBINY U «lyXOBHbIW», CBA3aHHbIE C aCCOLUNATUBHBIM U UHTENNEK-
TyanbHbIM TUMAMKU MbIWAeHUA. 10 BblIABNEHUA TaKOW MHOTON/1aHOBOM
KOHLENUMOHHO-XYA0KECTBEHHOMW CYLLHOCTU B }KMBOMMUCU UHTETPUPOBAH-
HbIt HamK crnocob nuccneaoBaHMA, OCHOBaHHbIM Ha meTogonoruun C. -
3eHwWTenHa 1 J1. BbIroTCKOro, MOXKeT cTaTb He0bObIYalHO NEPCMNEKTUBHbBIM.
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KOHLLEPT B (HEMELLKOW) TOCTUHOW.
K TEME O MEAUANIBHOCTMU
MY3bIKAJTbHOTO MCKYCCTBA

AHHoTauma. Ha ocHoBe pgaHHbIXx no ®epepatusHol Pecnybnuke lepma-
HWM B CTaTbe PacCMaTPUBAOTCA Mepbl, NPesnpUHUMaeMble TeaTpasibHbl-
MU U KOHLEPTHBIMW OPraHM3aLMsaMU C Leblo PacLUMPEHUs KOHTUHIEeHTa
3puTeNei 3a cYeT OCBOEHWUA BUPTYasbHOTO NPOCTpaHcTBa. M3BeCTHO, uTO
C MoMeHTa popmupoBaHMA Npodeccun My3blKaHTA-UCTIONHUTENA KPUTK-
KM yOenawT BHUMaHWe, B TOM YUC/Ie, BHELIHEMY BUAY apTUCTa. AyTeHTWY-
HOCTb 06/IMKA My3blKaHTa AB/SETCA OAHOMN M3 BaXKHEWLLIMX COCTaB/AIOLMNX
KOHLEPTHOro puTyana. MpeanoeHnn Bepylwmx KONNEKTUBOB, TAaKMX Kak
bepavHcKaa ¢unapmoHus unm BeHckas rocysapcTBeHHas onepa, no pac-
MPOCTPAHEHUIO NPOAYKLMM B PaMKaX OHIAWH-TPAHCAALMIA BUAATCA aBTOPY
B K/llOYE COXPAaHEHMA KKOHLEPTHOCTM». B Takom c/iyyae «nocelieHue cny-
WaTens Ha AOMy» — 3TO He TO/IbKO NOMbITKA UATU B HOTY CO BPEMEHEM.
B cBeTe nccnefoBaHMI MybTUMOAAIbHOCTM BOCPUATUA HAaIMUME BU3Yalib-
HbIX pa3gpaxkuTeneit BeAeT K NOBbIWEHMWIO ero Ka4yecTBa, a C/1el0BaTe/bHO,
W pelTHHra akageMMUYecKoi My3blKU B r1a3ax caywaTens.

TeKcT cTaTby COCTOUT U3 YETbIPEX PA3LEN0B. 3a NEPEYUCIEHNEM NPUMEPOB
BUPTYyanu3aumm B chepe mMy3blKaibHOMO UCKYCCTBA CeyeT ONucaHue cue-
HapueB, NpeaiaraembiX U3BECTHbIMM KOHLEPTHBIMW U TeaTpaibHbIMKU KO-
nektmsamu. CpaBHUTENbHbIM 0630p Hanbonee MHTEPECHBIX C TOUYKK 3peHuUs
aBTOPa WCCNeA0BaTE/IbCKMX NPOEKTOB, NOCBALLEHHbIX 3PEMLLHOW COCTaB-
NAOLEN BOCMPUATUA MY3bIKW, ABAAETCA LLEHTPaNbHbIM 3/1IEMEHTOM CTaTbU.
B BbIBOAAX 3aTPOHYTa TEMA HOBbIX 3334, BO3HUKAIOLLMX Nepes TpaanuLm-
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OHHbIM MY3blKO3HaHWEM, B TOM YMC/e, B paMKax UCCAeH0BaHMI UCNONHK-
TeNbCKOro UCKyCCTBa. B nocneAHMx ABHO y»Ke HeAoCTaTOMHO onMpaThcaA Ha
mMmaTtepuan, HaxoaalMmMINca Ha GU3NYECKUX HOCUTENAX, T.e. HeobXoaMMOo oC-
BaMBaTb HOBble METOAbI y4eTa.

KnioueBble c0Ba: My3blKasibHOE MCKYCCTBO, KOHLEPT, UCMONHUTENb, My-
6/1MKa, BWUPTYaNbHOCTb, CTPUMMWHI, OHNANH-TPAHCAAUMUU, 3PENULLHOCTD,
BOCNPUATME MY3bIKM, ONTUYECKME U 3BYKOBbIE PA3APAXKUTENU, «KabUHeT-
Han my3blKa»

NATALIA NOVAK

Martin Luther University
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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.
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The text of the article consists of four parts. After the enumeration of
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 M nybaMKka» — ogHa M3 0COBEHHO LMpPOo-
KO MpPeacCTaB/eHHbIX B POCCMIUCKOM My3bIKO3HaHWKW, HA4YMHas C 3a-
POXKAEHMA COLMONOTMYECKOM MbICINM O My3blke B XIX Beke (B. Mwux-
HeBwdy, P. Mpybep, KO. KanyctuH n mH. ap.) [1, 2, 3]*. B Tpaguumio
BMUCHIBAOTCA M COBPEMEHHbIE UCC/IeA0BaHNA-0030pbI, TaKME KaK MOHO-
rpa¢ma E. [lykoBa 06 MHCTUTYUMM KoHUepTa [5], u bonee y3kne paspa-
6OTKM NO PasNNYHbIM acnekTam npobnemo! aygutopun (M. Marngosuy,
E. Aykos, B. Tpewes) [6, 7, 8]. HoBomy Buay 6bITOBaHMA aKademU-
YecKoro WMCKycCcTBa — B pamKax MNpeacTaBAseMblX MHTEPHETOM BO3-
MOKHOCTEl — HAobOopOT, KaK B POCCUMCKOM, TaK U B 3apybekHOWN nun-
TepaType BHMMaHME HauMHalT yAEeNAaTb TO/MbKO B MoOC/iedHWe rogpl
(M. Huber, M. Trondle) [9, 10]. B To ke BpemaA BarKHeMLLME NOCTaBLMKN
3ByYallel 1 3pefiMLLIHONM NPOAYKLMK Y¥Ke B TedeHue AecATU NeT NpoBo-
[OAT B KM3Hb BEPCUIO «KOHLLepTa B rOCTUHOM»?, B AaHHOW cTaTbe npea-

106 nctopuum coumonorum mysbiku B Poccum cm. [4].

2 MpoBOAA K Hauyay Kaxaoro cemectpa usnobaeHHble B fepmaHMm ONpoChl YH4aCTHUKOB NeKL it
1 CEMMHAPOB, aBTOP AAHHOW CTaTbk 06paTMAa BHUMAaHWE Ha MOHYI HEeOCBEAOM/IEHHOCTb CTy-
OEHTOB, MPUYEM My3bIKOBEAYECKOTO M My3blKa/bHO-Nefarorndyeckoro npoduns, 6onblUMHCTBY
KOTOPbIX OHAANH-TPAHCAALMM aKAZEMUYECKOW MY3blKM HEe 3HAaKOMbI. B TO Bpems KaK HY 0auH Co-
BPEMEHHbIV CTYAEHT HE MOXKET OTKA3aTbCA OT YCAYr CTPMMUHIA B €r0 KAacCcuyeckoin popme, Hanu-
yne NpessIoKeHU «BUAEO0-KOHLEPTOBY 3Ty rpynny noTpebuTenen He 3aTparnBaeT COBEPLLIEHHO.
W Tem He MeHee, KaK 3To ByaeT BUAHO B AanbHeNLIEM, CNPOC HA OHMANH-KOHLIEPTbI pacTeT.
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NMPMHMMAETCA MONbITKA YBA3aTb HOBOe ObITOBaHWE KAcCUMKM Kak fait
social n mMHorouncneHHble nabopaTopHble MUCCNefoBaHWMA MO 3BYKO-
BOMY M KomnaeKkcHomy BocnpuaTtuio (5. F. Platz u F. Kopiez, M. Schutz,
W. F. Thompson 1 ap.) [11, 12, 13]. Ha ¢poHe HabpocKa BUPTyaNbHOM
My3bIKaNbHON MOBCEAHEBHOCTU PAacCMaTPUBAKOTCA BAapUaHTbl KOHLen-
LM U3BECTHbIX aKaleMUYEeCKMX KONTEKTUBOB M NPUBOAATCA AaHHbIE U3-
HpaHHbIX SMNUPUYECKUX UCCAea0BaHMIM. ABTOP nonaraet, YTo nocnes-
HWe aatoT ybeauTeNbHbl OTBET Ha BOMPOC «3a4em?»

BUPTYA/IbHAA CPEPA MY3bIKAJIbHOIO UCKYCCTBA

N HEMHOTI'O CTATUCTUKU

[oBOpA cerogHsa 0 BUPTya/ibHOW chepe My3blKM, HENb3sl HE COra-
CUTbCA C TEM, YTO OHA HAaCTOMUYMBO M NMOBCEMECTHO BbITECHAET peasibHble
371eMeHTbl TPaANLMOHHON CUCTEMbI «MY3blKa/ibHas U3Hb». BupTyans-
Hble My3blKa/ibHble MHCTPYMEHTbI HaNONHAOT CBOMM 3BYyYaHUEM BUPTY-
aNbHble e KOoHLUEepTHble nomeuweHusa. BupTyanbHble UHAMBUAYYMbI, B
nepBytlo oyepenb My3blKaHTbI-UCMNOJHUTENN, FAPAHTUPYIOT MPUANYHbBIN
3apaboToK obecneynBaoWnM Ux KomnosmTopam. MocaegHue, KCTatu, B
3TOM KOMBMHaUMK TPaAULUMOHHO «He poboTbi». C 1990-x roaos, Koraa
6puTaHCcKan rpynna Gorillaz nogana npumep OUBAEHUA NEpPCOHaXKewn
KOMMWKCOB, MI3MEHW/IOCb MHOTOE, HO NPUHUMMNMANbHAA Naea «CMellaH-
HOro cocTaBa» ocTanacb. [N BUPTyabHOro apTMUCTa NPocTo Heobxoamum
peasibHbIi aBTOP.

MepBan BupTyanbHas 3se3ga par excellence Mury XatcyHs (Miku
Hatsune), Kak pe3synbTaT KyNbTUBMPYEMOM B AMOHMM CMMNATUM K UC-
KYCCTBEHHOW MHTEN/IMTEHLUMN M YCMELWHOro MapKeTUHra NporpammHo-
ro obecneuyeHun Vocaloid, gana KonoccanbHblii TONYOK COYUHUTENLCTBY
ANA MalwunHbl®, CoumMoNorus ke My3sblKu1, KCTaTh, GeHOMEH BUPTYasibHbIX
3Be3[, ABHO HeA0OoLUeHNBAeT. APTUCT KaK rolorpaMma — 3TO, KOHEYHO,
3abaBHO, HO OTCYTCTBYET, Ka3anocb Obl, CTaHAAPTHAA aTpUOYTMKA Mao-

3 Y706bI MOAYYNTb NPUBAM3UTENBHOE NPEACTaBNEHME O MaclTabHOCTM BMPTyasibHbIX 3Be3f,
[0CTaTO4HO BPOCUTL B3MIAL Ha NMepeyeHb UX BMOJIHE peasibHbiX «TypHe», K npumepy: https://
mikuexpo.com/ (JaTa obpaweHue 03.03.2019).
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Nna. Ho HeT, 4O menbyarwmnx getanein NpogyMaHHOE XyO0XKeCcTBEHHOe
BO34eicTBMe obpasa NpuBENo K HEeBEePOATHOMY PacnpoCTPaHEHWIo
BMPTYa/ibHbIX apTUCTOB, NOOLLMX B NEPBYIO o4Yepeab NO-AMNOHCKM U Mo-
aHrMUCKN. Mporpammbl, NO3BOAAIOLME YCNELWHO BbICTYNaTb U Ha Apy-
rMX A3blKax, HAXo4ATCA B NpoLecce pa3paboTku.

CylLecTBOBaHME BUPTYaAsIbHbIX CUCTEM PACNPOCTPAHEHUA — AB/e-
HUe, B 0COBOM 0BOBACHEHUN He HyxKpaatolleecA. BupTyasibHble e co-
obllecTBa, TakMe Kak 06beanHeHMe MHOTOTbICAYHbIX KOMIEKTUBOB Nog,
naeei M pPyKoBOACTBOM XapW3MaTUYHOIO KOMMO3MTOPa M XOPOBOrO
Anpvixkepa dpuKa Butakepa (Eric Whitacre), nHTepecHbl, HaobopoT, u
C TOYKM 3PEHUA NCUXONOTUK, U C TOYKU 3PEHMSA MeaManv3aLmm akage-
Muyeckoro peneptyapa. CoBpemeHHOMY MHAMBUAYYMY chepa obuie-
HUA HeobxoaMma Kak HuKorga. Ecnm e ata cdepa elle v BUPTYyasbHa,
TO AenctBMe ee noyTn BesrpaHnuHO®. /llobonbITHO, YTO BUTaKkep He co-
YMHAET CneumanbHO AN BUPTYasibHbIX NPOEKTOB, a NePeHOCUT B HOBbIM
KOHTEKCT yKe onpoboBaHHbIE B KNAaCCMYECKOM XOPOBOM BapuaHTe npo-
nsBeaeHusa. MoXHo cKasaTtb, obpabaTtbiBaeT gaa BUMPTyanbHOCTU. MaTb
pPeasnn30BaHHbIX HA CErOAHALIHMNI AeHb BUPTYa/IbHbIX MPOEKTOB BuTake-
pa HaL/IM CBOM PbIHOK CObITA, YNCIEHHOCTN KOTOPOro MOTYT NO3aBUAO-
BaTb BCE aKagemMunyeckn paboTatowme Komnosntopbl XX 1 XXI BB., 3a uc-
KNHOYEHNEM, Pa3Be YTO, aBTOPOB KMHOMY3bIKM M My3bIKU 411 BUAEOUTP.
Mpuyem nog, pbIHKOM B A@aHHOM C/ly4ae Mbl MOHUMAEM He cayliaTenen,
a B NepByto ovyepenb UcnosHuTeNel. JIlobonbITHO TaKXKe, YTO AMOHCKan
(BUpTyanbHbIM CONNUCT) N amepuKaHCKasa (UCKycCTBEHHOe coobuecTBo)
MOAENM NEePExoaa Ha HOBble YCNIOBMA My3blKa/IbHOrO B3aMMOAENCTBUA
BCTPeYaloTcA B CaMom ByKBaibHOM cmbicie. CoNbHYIO NapTUO CONPaHo
B BUPTyanbHOM npoekTe No 4 Butakepa «MCMOAHAET» Ha 3KpaHe aHUM3-
nepcoHax>.

4Tema BMPTYa/IbHOTO eAMHEHUA paccmaTpueaeTcs, Hanp., B ctatbe Nico Schneidereit, B KoTopoit
[aeTcA npeasapuTesnbHoe onpegeneHve nogobHoro coobuectsa [14, S. 384-385].

° Cm.: Eric Whitacre, Fly to Paradise: URL https://www.youtube.com/watch?v=Y80DnUga0JU (data
o6pauenuns 19.02.2019).
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OT BMeYaTAsoWMUX NPUMEPOB MeAMa/IbHOro 06paLLeHUs C My3bl-
KaNbHbIM MaTepuasom nepengem K CTaTUCTUMKe. ABTOPY AOCTYMNHbl B
nepsylo odepeapb AaHHble no PepepaTveHoN Pecnybauke, nostomy
OCTaHOBMMCS MOKa Ha HUX. Hac MHTepecyeT KnaccuKka. B cooTBeTcTBUM
C Yncnamu, perynsapHo nocTaBasembiMmu BcerepmaHCKMm o0bbeanHeHM-
eM My3blKa/ibHOM npombiwieHHocTn (Bundesverband Musikindustrie
e.V.), KOMNaKTHbIN ANCK B [epMaHUM Ha CErogHALWHMIA AeHb NPOAO/IKa-
€T 0CTaBaTbCA BeAyLlMM NpPoayKTom cbbiTa, npeactasnsas B 2017 r. 85%
dun3MYECKNX HocuTenel 3ByKkoBoro matepmana [15, S. 10]. CBou nosmumm
nvaepa cpeam 3ByKOBbIX HOCUTENE KOMNAKT-AUCK COXPaHAET BOT YXKe B
TeyeHue 30 net.

100 %
i 90 % 87% )
7 —— O Physisch
75% +— " Download
. B Audio-Streaming
50% 1+—
5% +—
6% 3q 5% 5% 5% 8%
D % — . S — . ﬁ_‘_
Umsatz 2015 Umsatz 2016 Umsatz 2017

Tabnunua 1. O60pOT My3blKa/bHbIX NMPOAYKTOB pa3gena KAacCuKm
B8 PenepaTtusHom Pecnybnunke lfepmanum (2015-2016—-2017)°.

B Tabanue nokasaH yaenbHbIi 060poT B pasgesne KNaccuKu Mo ro-
Aam ¢ 2015 no 2017 roabl’. Mog ctumuHrom (Audio-Steaming) noHuma-
€TCA CKauMBaHME NOJIHOTO HAaMMEHOBAHMUA CO CTPaHWL, oPpULMANbHBIX
nnaTtdopMm; yyeT BesICA MO KOHEYHbIM LleHaM A1 PO3HMYHOrO NoKynaTe-
nA. Mbl Habaogaem He3HAUUTENbHBIN POCT 40U CTPUMMHIA B COCTaBe
Bcero obopota. OgHaKo Ha npoaarKy GUsNYecknx Hocuteneln Habnwaa-

S Unntoctpauma umdp, onybamkosaHHbIX B Bundesverband Musikindustrie e.V. [16, S. 12 u 15, S.
12]. 3Ta 1 cnesyowan UANKOCTPALUM YKE UCMNONB30BANNCL aBTOPOM AA NOATBEPKAEHUA TEH-
AeHUMIA pacnpocTpaHeHus mMysblkanbHoi npogykumm (Natalia Nowack, Wolfgang Amadé Mozarts
Klaviersonate Ne 11, KV 331 (300i) auf den physikalischen Tontragern, Mainz 2018, Schott Campus).

7 NaHHble no 2018 r. B HACTOALMIA MOMEHT eLLe ToAbKo obpabaTbiBatoTca.
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eMble U3MEHEHWA, Ha NepBblil B3MNAL, NPAKTUYECKU He BAUAIOT. B To ke
Bpems, Aaxke 6e3 yyeTa pasHULpl B LLeHax mexay dusmyeckumm u umo-
POBbIMM MeANAHOCUTENSAMW, HENb3A CTaBUTb 3HAK PaBEHCTBa MeXAy
¢dMHaHCcoBOM onepaumnen n notpebieHMem My3blKanbHbIX NPOAYKTOB.
[Jaxe TakoW pakTop, KaK Nosb3oBaHME BUBAMOTEUYHBIMU YCaAYFramu, OCy-
wecrensemoe B PepepaTuBHoi Pecnybivke B 60/1bLIOIN Mepe TaKKe Ye-
pe3 nocpesHMYecTBO CTPUM-NIATHOPM, HE MOALAETCA NMPAMOMY yyeTy
yepes NoKasatenu cbbita.

Ho cambIim BaXKHbIM KOCBEHHbIM NPU3HAKOM, YKa3bIBalOLWMM Ha U3-
MeHeHMUs B 06paLLeHNN CO 3BYKOBbIMU UCTOUYHUKAMM, ABNSAETCA U3Me-
HEHMWE CTPYKTYypbl NpeanoKeHus. Kak BUAHO Ha cnegylollein Tabnuue,
TYT COOTHOLWIEHUE MeXAay GU3NYEeCKUMU U LMbPOBBIMM HOCUTENAMU CO-
BepLlweHHO nHoe. B 2016 r. 3TO COOTHOLWEHUE BbIParkanoCb KaK OAUH K
ABYM, a rog, cnycTa pusmMyeckme HOCUTENN COCTaBAANM YKe ToNbKo 45%
06Lero My3sblKa/IbHOTO NPEANONKEHUS.

807

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

157494 /

o

414
[ @ Klassik-Alben 2017 physisch
@ Klassik-Alben 2017 digieal

=

174036

Tabnuua 2. MpeanoxeHune B 061acTy KAaccukm 3a 2016 m 2017 rr.,

NpeaCTaB/NeHo KoMYecTBOM aibbomos®,

8 Mnntoctpauma umdp, onybamkosaHHbIx B: Bundesverband Musikindustrie e. V. [16, S. 19 u 15,
S.19].
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[Ona MmysblkoBeAeHMA KaK AUCUUMIMHBI HanpawunBaeTcA Hemano-
BaXKHbll BbIBOZ METOAONOMMYECKOro NOpAAKa: YYET MaTepPUasibHO Cylle-
CTBYHOLUMX HOCUTENEM, COCTAaBAAOLMNIN TPAAMLMOHHBIA NOAXO4 K OXBa-
Ty MaTepuana, Hanpumep, B 061acTM aHaNn3a NMHTepnpeTaumn, TepaeT
CBOE 3HAYEHME C KaXKAbIM ro40M.

MepeBoas GOKyC nccaefoBaHUA U3 061acTU KAACCUKM Ha My3bIKY
T.H. NONYNAPHbIX }KaHPOB, My3blKOBe, OKa3bIBAETCSA Ha TEPPUTOPUN, EMY
He o4YeHb 3HAaKOMOM M B paMKax «KnaccMyeckoro» obyyeHus He npea-
ycMmoTpeHHoli. Ho umdpbl camu roBopAT 3a cebs’. MMeHHO my3blKasb-
HaA NPOMbILWNEHHOCTb 06paLLaeT Halle BHMMAHME Ha TO, YTO ANA y4yeTa
My3blKaslbHOM aKTMBHOCTU HaceNeHMA HaCToAWMMA MOMEHT — MOMEHT
ncTopuyeckuin. Tak, B nepsom nonyrogmm 2018 r. CTPUMUHT, €CAN CUU-
TaTb BCE AaHHbIE NO NPOAAXKe, He pa3fenas My3blKy Ha aKaZeMUNYECKYHO
W NONYNAPHYIO, BNEepBble He TO/IbKO A0rHasA, HO U NeperHan KOMMNaKTHbIN
AMCK,

B cBeTe aKTya/lbHOro NOBOPOTA B CTOPOHY LMPPOBbIX HOCUTENEN
CTAaHOBUTCA OYEBUAHBIM, YTO NEPEUYNCNEHHbIE B HAYaNe CTAaTbM BUPTY-
a/ibHble MoAEeNN (M MOAENM C BUPTYasIbHbIMM 3/IEMEHTaMM) CBOW CObIT
HaxoAaAT, U B 6iMKanmMe roabl UMeTb byayT. YTo ocTaeTca npegnoyectb
TeM, KTo paboTaeT B TpagMUUOHHOM pyce?

NPOrPAMMbI U3BECTHbIX NMOCTABLLLMKOB KOHLEPTHOIO

U TEATPAJIbHOIO PENEPTYAPA

bepnuH, KenbH, BeHa nam MioHXxeH — TeaTpasibHO-KOHLEPTHble
OpraHM3aLMuK Bbi3OB HOBbIX MeAua MpUHAAW. Knaccuyeckas mysblka

° iHbOpPMaLMOHHAA PONb MY3blKasbHOM NPOMBILLAEHHOCTU HAYMHAET B MOCAELHUE ToAbl MPUHU-
MaTbCA BO BHUMaHMWe U yuyeHbiMW. OCHOBaHHbIM B 1997 r. B boHHe Hemeukuit MHGOPMALIMOHHBIN
LLeHTp No My3biKasbHbiM Bonpocam (Deutsches Musikinformationszentrum, MIZ) cywiecTsyet 6na-
rogapa NoALepIKKe SKOHOMUKK, NOAUTUKM 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/ (Jata obpawenuns 10.02.2019). yaenbHblit 060poT My-
3bIKa/IbHOW NPOAYKLMM NPOCYMTAH NO LIEHaM PO3HUYHOTO MOKYNaTeNs, BKAKOYAA Hanor ¢ o6opoTa.
[aHHble aBrycta 2018 r. XoTa u3ameHeHUs B 061aCTH KNACCUYECKON My3blKM NPeACTaBAeHbl He Tak
CWUbHO, NPOAAaKa GU3NYECKMX HOCUTENEN COKpALLAEeTCA C 6ONbLION CKOPOCTbIO.
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AO/IKHA HAXOAUTbCA Ha PACCTOAHUN OBUMKEHUA MbIWKK? — MOXanyn-
cTal 3agencTBoBaHbl B paBHOM Mepe TeNIeBU30pP, KOMMNbOTEP U TenedoH.
Mpepnaraemblit NPOAYKT — MPOM3BEAEHMA aKaZeMUYEeCKoro penep-
Tyapa, TPaAMLUMOHHO «3aKOBaHHble» B OrPaHWYEHHYI0 BMELAaemMoCTb
KOHLEPTHbIX 33/10B U B OPUTMHANbHON BEPCUM OCHOBATENbHO bbloLMe
Mo KOLWEeNbKY KAuMeHTa. HoBaa «ynakoBKa» My3blKanbHOMO MNpoAyKTa
OOBONbHO pPa3HOObpasHa, a MAPKETUHT KaxKAoW agMWHUCTPATUBHOM
€AMHULDBI PACCYMTaH Ha HEMOCPEACTBEHHO «CBOEro» 3puTecayluaTens.
OnpegeneHve «KabuHeTHas My3bika» [17, c. 149], Kak 6yaer BUAHO B
AanbHenwem, NoaAXoAMT TONbKO K YacTu Npeasiaraemon npoayKuuu.

Tak, BepANHCKUIN GUNAPMOHUYECKUIA OPKECTP — OAMH U3 NepBbIX B
MWPE OPKECTPOB, BbILLEALINI 32 PaMKM 3aKPLITOrO NOMELLEHUA, — CTPO-
ro cieayeT NPUHUMMNAM KOHLLePTHOM 06CTaHOBKKU. My3blKaHTbl B YEPHbIX
¢dpaKax Ha GoHe HauULEHHDBIX 40 baecKa gepeBAHHbIX HACTUIOB CLEHbI,
ToprKecTBeHHas aTMmocdepa KOHLepTHOro Beyepa (B opurnHane gosxKeH
6bITb UMEHHO BeYep), MHTEPHET-CalT BblAep:KaH Kak bbl B ABYX TOHaX,
yepHoMm U LBeTe aepesall. BeHcKana rocyaapcTBeHHas onepa obpaluaet-
CA K cBOel nybavKe No-Apyromy, MCNob3ya 3NEMEHT CONOCTAB/EHUS.
BeHCKui Npr3biB — BNMcaTb My3blKasibHOe CobbITMe (KOTOPOro Ha calite
CHayafna gaxke He BUAHO, cpeaun AOMALWHEro MHTepbepa HEHaBA3YMBO
CTOUT paboTatowmnii Tenesnsop) B NPMBbIYHYO aTMmocdepy cOBCTBEHHOM
rocTHoi'2. axke ocselleHMe TYT He C/y4allHO — HWKaKoM He Beyep,
NPUrYLWEHHbIN LWUTOPaMKU CBET, AE/IMKATHO MPOHUKAIOLWNIA Yepes OKHO.
CmblCn NpoCT — cobblTMe OTOPBAHO OT MOMEHTA TeaTPasIbHOTO AENCTBa,
npoaykuna On-Demand, T.e. NoNb30BaHWE TOr4a, KOr4a ecTb Bpems (Ha-
CTPOEHME, BO3MOXKHOCTb).

TexHM4YecKme CLEHAPMK, KaK Mbl 3aMeYaeM, Pas3iniHbl. AHaNOTMYHO
1 ¢ duHaHcoBbiMK. OT BecnnaTHOro No/sb30BaHUA HEKOTOPLIMU OTAE/b-
HbIMU NPOAYKTaMM Yyepe3 KoMOUHALMM MHOTOKPaTHOrO NPOCAYLIMBaHMA
WY NO/Ib30BaHMSA B pamKax aboHeMeHTa Ha OrOBOPEHHbIV CPOK A0 A0CTa-

1 Cm.: [DIE] DIGITAL CONCERT HALL. URL: https://www.digitalconcerthall.com/de/home (Oata 06-
paweHus 28.03.2019).

2 Cm.: WIENER STAATSOPER LIVESTREAMING. URL: https://www.staatsoperlive.com/de/
info/#tab_0 (JaTta o6paweHusa 28.03.2019).
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TOYHO AOPOrOCTOALMX NPea/I0KEHNN 0COBEHHO BbICOKOTO KayecTsa. Tep-
MWHO/IOTUS HE OYEeHb OAHO3HAYHa. B To Bpems Kak meHegKkepbl BeHcKoli
onepbl onpeaenatoT Live-Streaming (OHNaWH-TPAHCAALNM) KaK He apxu-
BMPYEMYIO NPOAYKLMIO, KOTOPYID MOMHO MPOCAYLWATh WUCKAHOYUTENbHO
B MOMEHT nepeaaun’®, B bepanHe nepenaBaemble CHayana B peasbHOM
BPEMEHWN KOHLEPTbI BCKOPE NEPEXOAAT B apxmB. Tam OHWM CTAHOBATCA —
BMECTe CO CNeLMaNbHO A1 apXMBMPOBAHMUA 3anMmMCaHHbIM MaTepUaiom
— [OCTYMHbIMK caylwaTento 6osee TPaaAMUMOHHbIM cnocobom. BHe 3a-
BMCMMOCTM OT pPeLLIeHMsA BOMPOCa No NOBOAY «COXPaHEHMA» nepesaHHon
OHOBPEMEHHO C KOHLEPTOM Mporpammbl, Live-Stream He 03HaYaeT, YTo
cnywatens B Hblo-Mopke, enas NnonpucyTcTBOBaTh Ha KOHLEpTe, TPaHC-
nmpyemom us bepnunHa, fLonKeH NpoBecT 6ecCOHHYO HoYb. BpemeHHble
30HbI 4/17 OCHOBHbIX TPYMMN KJAWEHTOB NMPOCYMTBIBAOTCA OPraHM3aTopamm
3abaroBpemeHHo. Tak, TpaHCAALMA U3 BeHbl nepedaeTcs NpMHUMnmanb-
HO B OCHOBHOE Te/IEBM3NOHHOE BPEMSA 3pUTEC/TYLLATENA.

Mpoaykumna On-Demand, o3Havatowasa no onpeaeneHunio npocny-
LIMBaHKWe B 3anucK B yaobHoe ans notpebutens spems, oTiMdaeTca Ta-
KUMKW BO3MOXKHOCTAMM KaK OCTAaHOBKa, NepepblB, MOBTOP WM NEPEeMOT-
Ka [0 MHTepecytoLLero caywaTens mecta. Habatogaroowanca B HEKOTOPbIX
C/ly4anx PasHMULA C MOHATUAMM KapXUB» UAN KBUAEOTEKa» — pPasHMUA
Wb nopsakosas. MNepBas NpoayKkuus NoapasymeBaeT OTHOCUTENbHO
CBEXYIO 3aMNNCb, B TO BPEMA KaK «apXuB» acCoLMMPYeTca CKopee C 3a-
NUCAMU, UMEIOLLLMMWN UCTOPUYECKYIO LLEHHOCTb.

Kak y»e 6b1n10 cKasaHo, bepanHCKUI GrUnapmMoHNYECKNit opKecTp
— nepB.bili B cBoem poge. Cap CaitmoH Pattna (Sir Simon Rattle), ao He-
[ABHEro BPEMEHM [M1aBHbIM AMPUMKEP KOJJIEKTUBA, OTKPbII B CE30HE
2008-2009 rr. Tak Ha3biBaemsblli Digital Concert Hall — BupTyanbHbI
KOHUEPTHbIN 3a1 dunapmoHuu. MNepeHecemcs B Te rogpl! PacuseT naat-
dopmbl YouTube, pacnpocTpaHeHue coumanbHbIX meana u 3acuibe Mo-
H6unbHbIX TenedoHoB elle Bnepeaun. CTpuUM-ycayrm B 061acT K1accukm
MOCTaBLLMKaMM 3BYKOBOM NMPOAYKLIMM MPAKTUYECKN HE pacCMaTpUBatOT-

13 Cm.: Ihr Wohnzimmer wird zur persénlichen Loge // WIENER STAATSOPER LIVESTREAMING. URL:
https://www.staatsoperlive.com/de/info/#tab_3 ([ata obpaLeHus 28.03.2019).
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€A, 4@ M TEXHUKA TPAHCAALMM HAXO4MTCA B MpoLecce NOMCKoB. MonyyaeT-
€A, KNaccMyecKuin penepTyap 3asBUI O CBOUX NpaBax Ha COBPEMEHHOTO
CnylwaTens, 3aBOEBbIBAOLLEr0 BUPTYaibHOE MPOCTPAHCTBO, OYE€Hb PaHO
(). KoHeuHo ke, 3a Npowealwne AecATb ET NpeasoKeHue cTano bonee
anddepeHumMpoBaHHbIM. CBbiwe 40 KOHLEPTOB B rog, (B TeKyLLEM ce30-
He poBHO 50) TpaHcaMpytoTea U3 GUNapMOHUKM HAMPSAMYLO, LLeHa No He-
MELKMM MepKam BrosiHe goctynHas — 9,90 € 3a 6unet (cpok gencramn
7 aHeit), 14,90 € B mecsau, B cnydae aboHemeHTa. CnycTa HEKOTOPOE Bpe-
MA BCE 3aNUCK NePexXoaAT, KaK yKe YNTOMUHAN0oCh, B apPXMB, @ NPOCAYLLU-
BaHMWe apxusBHoW npoayKkuuu B Digital Concert Hall 6ecnnatHoe.

3TM JaHHble poCCUAH yAMBAATbL He moryT. CBepa/ioBCKasA rocygap-
CTBEHHAA aKagemuuyeckana dunapmoHua onpobosana wmae BUPTyab-
HOro KOHUepTHOro 3ana (PunapmoHua-2) NPaKkTUYECKU OAHOBPEMEHHO
¢ bepanHom™. MouTn cpasy 6biia co3gaHa cuctema «OUNAPMOHNYECKUX
cobpaHuit», KOTopble CNOCOOCTBYIOT CaMOPEry/IMPOBaHUI0 TPAHCAALMIMA
no Ceepa/ioBckol obnactu. B Hosbpe 2014 r. npu nogaep*kke MuHucrep-
CTBa KynbTypbl PO Ha 6a3e MOCKOBCKOW rocyapcTBeHHOM GUAAPMOHUN
OTKpbINcA BcepocCUIMCKMIN BUPTYasbHbIA KOHLEPTHbIA 3an — MPOEKT,
MPUHLMNbI KOTOPOrO He OT/IMYAlOTCA OT 3anafHOeBPONelnckux, a coepa
BAMAHMWA, NOXKaNyW, X npesbiwaeT. CXO4HOM ¢ 3anafHOeBPONENCKOM OKa-
3bIBAeTCA U peKknama, passe 4To B MockBe 0b6bIrpbiBaeTcA «HaUMOHa N b-
HbIM 31eMeHT» nepesay: onTYeckuit GparmeHT KOHLEpTa COOTBETCTBYET
KapTe Poccuitickoin ®epepaummn®®. Mo AaHHbIM caliTa NPOEKTa, y4acTue B
Hem nNpuHMMaLoT yKe 6onee 300 ropoaos Poccuu, T.e. npocnyliMBaHue B
peXnMme OH/alH obecrneyeHo TEXHUYECKM Ha Pas/IMYHbIX LIMPOTaxX cTpa-
Hbl. JocTyn — B BUAe aboHemeHTa. OCO6EHHOCTb BUAEOTEKM COCTABAAIOT
— Kpome 00blYHbIX 3anucelt — crneumanbHble NPOEKTbI B BUAe 0bpaso-
BaTe/NbHbIX NPOrPamm MM TBOPYECKMX BcTpey. ObaeryeH A0OCTyn K KaTa-
noram Bugeosanuceit. 3a pybex OHMAWH-TPaHCAALMM, OYEBMAHO, NMOKA
He BeAyTcA, HO Nosb30BaHMe apxmBom aoctynHo. C 2017 roaa KoHLepTbI
TpaHCcAMpyeT Takxke u MeTepbyprckasa GunapmoHus.

14 Cm.: O npoekTe [BupTyanbHbIM KOHLEPTHbIN 3an] // CBepanosckas punapmonms. URL:
https://www.sgaf.ru/vkz/o-proekte (Jata obpaweHus 03.03.2019).

15 CMm.: OHNalH-TpaHcaauma: MOoCKOBCKan rocyAapcTBeHHan akagemmudeckan ¢unapmonms. URL:
https://www.meloman.ru/videos/online/ (fata obpawerus 03.03.2019).
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BepHemcs B ®epepatuBHyto Pecnybamky. C 2012 r. KOHUEPTbI
TPaHCAMpPYeT HanpAMYyto perynapHo n3 MioHxeHa [ocyaapcTBeHHas one-
pa baBapuu nog HasBaHnem STAATSOPER.TV. M3bpaHHble npeacrasne-
HUA nepegatoTcs 6ecnnaTHO. AHANOMMYHA CUTyaums 1 B KenbHCKon ¢ou-
NAPMOHUK, KOTOpasA TPAHCAMPYET MPUMEPHO C TOTO e BpemeHu (2013)
oTAeNbHble cMMGOHNYECKME KOHLLEPTbI, NPUMEPHO 6 KOHLLEPTOB B roA,
TaKKe 6e3B03Me3gHO. BeHCKMe cneKTakau, npegaaraemble ¢ Camoro Ha-
Yyasa Ha O4YeHb BbICOKOM TEXHMYECKOM YPOBHE W PEeryaspHoO, CTOAT Ha
ceroaHawHMn aeHb 14-15 € 3a cnekTaknb. EcTb 1 6onee goporue npea-
NOXKEHUA NIOKC-Knacca. MpoayKuma M3 BMAEOTEKU (B AaHHOM caydae
MMEHHO OHa HasbiBaeTca On-Demand) naeT No CHUXEHHbIM LeHaMm, 5
€ 3a cneKTaknb?®.

Ha cerogHAWHWIK AeHb TEXHMKOM BbICLIEro Knacca obnagator Bce
KOHUEpPTHble OpraHu3auuM nogobHOro yposHA. B Kaxkaom u3 3an0B
nmeeTca no Heckonbko High-Definition Buaeokamep (8 B BeHe, 7 B bep-
NIMHe, oT 4 0o 6 B 3puTeNbHOM 3ane MioHxeHa), a TpaHCAAUMA BeaeTca
napaniesbHO NO CUHXPOHHbIM KaHanam, MexXay KOTOPbIMWU CAyLLaTeNb
MOMEeT NepekoYvaTb. T.e. OH MOXKET NepemelLaTbCca No CBOEMY Xena-
HWIO M3 3a/1a Ha CLLeHY M 06paTHO. Bo MHOMMX clyyasx npeanaraeTcs Tak-
e 3aMAHYTb Yepes Naevyo COTpyaHUKaM CTyamu TpaHcaaumm®’. 40-50
MWKPOPOHOB B OpKecTpe (B cnydyae TeaTpasbHOro UCMONHEHUA Ha cue-
He) ABNAIOTCA CTaHAAPTOM TEXHMYECKOro OCHalleHus. KayecTsBo nepe-
a4y 3aBUCUT, TaKMM 06pa3om, B NepBylo o4yepesb OT TEXHUYECKUX BO3-
MOXHOCTEN annapaTypbl KJAWEHTA, TPAHCAALMA BELETCA B PA3/IUMYHbIX
mopaycax (3 ckopoct uteHus B MioHxeHe, 6 B bepanHe unm BeHe). Ha
calite bepanHcKoM GUNAPMOHUN MOXKHO CHaYana NPoTecTMPOBaTb BO3-
MOYHOCTU CBOEro MHTEPHET-NPUEMHMKa.

16 B cBA3M C pacLeHKamu Ha BuneTbl peknamy BeHcKoro onepHoro «Bala rocTHas ctaHet Baweit
NMYHOM noxei» (B opurnHane «lhr Wohnzimmer wird zur personlichen Loge») moxHo paccma-
TPMBATb KaK BO3LEICTBME 3/IEMEHTA IKCKNO3UBHOCTH.

7 UHTepecHoe BMAEO O MPOUCXOAALLEM 33 KY/MCAMM KOHLEPTHOM NMPOrpammbl MOXHO MOCMO-
TpeTb Ha OAHOM U3 pecypcoB bepauHckoi ¢unapmonun [DIE] DIGITAL CONCERT HALL. URL:
https://www.digitalconcerthall.com/de/info (data o6pawenunsa 10.02.2019) noa pybpuKom, KoTo-
pas TaKk u HasblBaeTca: «Hinter den Kulissen».
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3A4YEM HY}XHbl NOAOBHbIE YCUNNA?

MHoOro v cnywaTeneit OTKAMKAETC Ha ONUCaHHbIE Bbie NPeasio-
XeHua? — MHoro, — oTBeYaloT MeHeaxepbl bepanHckoro ¢unapmo-
HMYECKOro OpKecTpa U HasbiBatoT 3a 2016 r. ybexxkaatowme umdpsl: 550
TbIC. MOK/JIOHHWKOB (T.e. caywartenel, NoNb3yIOLWMXCA NPeaIoKEHNEM
KaK niaTHo, Tak 1 6e3so3mesaHo) M 20 TbiC. KIMEHTOB, NPUOBPETLLMX
nnaTHbI 6unet. 3a 2018 r. metoTca yxe 900 TbiC. 3aperncTpMpoBaH-
HbIX noJsib3oBateneit n 30 Tbic. obnagaTeneit (onnayeHHoro) bunera.
B nocnefHMx coobLueHMAX Npeccbl FOBOPUAOCL O MUIJIMOHE NOJ/Ib30Ba-
Tenei’®. Qs cpaBHEHUA: Ha TPALMLMOHHO NPOBEAEHHOM KOHUEpTe B
Bonbom 3ane punapmoHumn npucytcTaytoT 2250 3putenei, a B Kamep-
Hom 3ane — 1180. Mpwn 40-50 KOHUEepTax B rod BO3MOXKHOCTb MOCETUTb
KOHLLePT NpeaocTaBafeTca ToabKo okoso 100 Tbic. cnywatenen (Ha 3an).
Mpw TOM YCNOBUM, YTO HUKTO M3 HUX HE CXOAMT B PUNAPMOHUIO ABaXKAbI.
Yucno nonbsosaTeneit Digital Concert Hall — 310 OTBET KOHCYMEHTA Ha
BONPOC «33a4€M 3TO HY}KHO? »

Taknm 06pa3om, KoMYECTBO roBOPUT 3a cebA. A coxpaHAeTCA M Ka-
4ecTBO BOCNPUATUA? He npolue 66110 6bl 0TKA3aTbCA OT 3PE/IULLHONO 3/1e-
MeHTa B NoNb3y 3ByKo3anucu? ONaTb e, npeanoxKeHui 8 popme pagmno
(MHTepHeT-paano) Ha CEroAHALWHNA AeHb NPUHLMNMANBHO Bonblue.

UCCNEAOBATE/IN — O 3PE/IMLLHOCTHU

MY3bIKA/IbHbIX COBbITUN

3aBoeBblBaHME HOBbIX MeAManbHbIX MPOCTPAHCTB He OCTaNoch He-
3aMeyeHHbiM. EBreHuin [lyKoB pacueHMBaET «3PEINWHOCTb» Ceroj-
HALIHEro AHA Kak 06beKTUBMPOBaHHYIO Nogdadyy maTepuana, He OYeHb

8 06 3TOM B CBOEM AIHBAPCKOM Bblnycke coobuiaeT pagamo 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  (data  o6paiieHus
15.02.2019).

¥ MNpamoii yueT caylwaTenei Ha AaHHbIA MOMEHT 3aTpyAHeH. YCTPOUTeNU Noaaratot, 4to Heobxo-
AMMOCTb OTBEYATb Ha BONPOCHI OTNYrHET NOTEHLMA/IbHbIX KMEHTOB. M3BECTHO NULLb NpUMepHoe
pacnpegenenne — 75% cnywaTtenei Haxopatca BHe GenepaTtusHoit Pecnybamnku, us Hux Ha CLUA
npuxogatca 18%, Ha AinoHuto — 16%. 3aTo, ecan BepUTb MeHeaKMeHTY bepanHckol dunapmo-
HWK, 60MbLIAA YACTb COBPEMEHHBIX TENEBU30POB, PACCUMTAHHDBIX Ha BbIXOA, B UHTEPHET, 0bnasaeT
BCTPOEHHbIM NpunoxeHnem ans ceasm c Digital Concert Hall. (www.digitalconcerthall.com).
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33aBMCALLYIO OT BOAM afpecaTa, Kak NpUMHUMNNANbHOE BTOPXKEHME Npo-
CTPaHCTBa 0OLLECTBEHHOrO B 30HY, A0 HEeAAaBHErO BPEMEHWU OCTaBaBLLY-
H0cA B NOMb30BaHUU UCKAKOUUTENBHO AMYHOM [17, c. 143-145]. Ho Beap
Mbl Y}Ke COLMANN3NPOBAHbI STUM BTOPXKEHUEM, 3 3HAYUT gUCKOMbOpTa
OT HapyllaeMol UHTUMHOCTM Kuauwa [18, c. 9—12] He uchbITbiBaeM.
Cropee, HaobopOT, OTOPBM HAC OT BUPTYaIbHOTO COOBOLLECTBA, U MHOTME
NOYyBCTBYIOT CeBA HEYIOTHO.

TaK Kak aBTOp CTaTbu npeacTaBnaseT Kadeapy CUCTEMATUYECKOrO
My3bIKO3HaHMA, B LEHTPe BHUMAHUA ByayT HaxogaMTbCs Npexae BCero
aMNUpUYECKMe nccnenoBaHua. KpynHble Hay4yHO-UccnenoBaTeslbCKue
WMHCTUTYTbI, KAk Hanpumep [0CYoapCTBEHHbIN WMHCTUTYT My3blKO3Ha-
HuA B bepnuHe (Das Staatliche Institut fiir Musikforschung der Stiftung
PreulRischer Kulturbesitz) npoBoasT MHOro/sieTHUE NPOEKTLI, LENbI0 KO-
TOPbIX ABNAETCA CMOAEANPOBATb 3aBMCMMOCTb KauyecTBa BOCNPUATUA
MY3bIKM OT ONTUYECKUX pasapaxuTenen. Mcnonb3ya cneymanbHyo «Bu-
Oe0aKyCcTUYecKyto nabopaTopmio» — NOMeLLeHUe, B KOTOPOM OTCYTCTBY-
eT oTparkeHue 3ByKa?’, ydeHble CO34al0T AN IKCNepUMeEHTOB Habopsl
OaHHbIX, B KOTOPbIX BAPbUPYHOTCA MapameTpbl BCEBO3MOMKHbIX KOHLEPT-
HbIX U HEKOHLLePTHbIX MOMeLLeHM. Ha Mx OCHOBE UMWUTUPYIOTCA pas-
JIMYHble BapuaHTbl 3By4aHuA. MNocne atoro noabupatotca noaxoasiine
ONTUYECKME COCTaBAAIOLWME — MOAYYAETCS BUPTYaNbHbIN KOHLEPTHbIN
33/ B 1aboOpaToOpPHbIX YyCNOBUAX.

B TO Bpemsa Kak B bepanHe ULLYT OTBET HA BONPOC TEOPETMYECKOTO
nopsAKa, YTo UCMbITbIBAET 3PUTEC/YLIATENb, €C/IN OH CAbILWUT UCNOTHE-
Hue u3 l[eBaHAXay3a, a BUAWUT NPU 3TOM roTUYECKU cobop?!, oTaeNbHbI-
MW aBTOPaMM [aHbl Y}Ke UHTEPECHbIE U 3aC/TyKMBAIOLLME BHUMAHUE OT-
BETbl Ha BONPOC, CBA3aHHbIM HENOCPEACTBEHHO C NPAKTUKON — «3ayem
HY)KEeH BUPTYaNbHbIA KOHUEPT?». Beab peyb MAET He ToNbKo 06 ocBoe-
HWUW HOBBIX PbIHKOB CObITa.

2 Peyb maetr o npoekrte nog HassaHmem SEACEN (Simulation and Evaluation of Acoustical
Environments), Hauatom B 2011 r. ¥ MUcCredyOWEM 3aBUCMMOCTb Pe3ynbTaToB BOCMPUATUAA OT
3BYKOONTUYECKOTO OKpyKeHua. Cm.: Akustik und Musiktechnologie // Staatliches Institut fir
Musikforschung. URL: https://simpk.de/akustik_303.html (JaTta o6paweHns 10.02.2019).

2CM.: Tam xe.
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BauseT v 3peHune Ha ClyXOBOe BOCMPUATHE, @ €C/IM 43, TO A0 KaKoW
CTeneHwu, a raBHoe, noyemy? MpumepHo 4% HaceneHus, obnagatowme
peAKkum Japom CMHEecTe3uu, B cYeT He MayT. Peub naet o6 octasLumxca
96% uenoBevecTBa, AN KOTOPbIX BOCNPUATME B 3aBUCMMOCTU OT BO3-
OeNCTBMA Ha OTAe/IbHble OpraHbl YyBCTB /I0OKann3yemo 6e3 ocobbix npo-
61em. Ho 1 ana HUX BOCnpuATUE 3pUTe/IbHOE UrpaeT bosbluyto, a ecaun
BEPUTb UCCNEL0BAHNAM NOCEAHUX TPEX AECATUNETUN, TO C KaXKAbIM HO-
BbIM UCC/IeA0BaHMEM KaK bbl Bce 6GNbLUYI0 POsib. Pe3ynbTaTbl HOBEMLINX
3KCNepPMMEHTOB Ny6AMKYIOTCA Mog, 3aro/oBKamMu Tuna «lnasa cablwart
nyyuie, Yem ywmy». Yto Kpoetca 3a Nogo6HbIMK BbICKa3biBaHUAMMN?

Hanbonblunit Wym Kak B Hay4HOM npecce, TaK 1 3a ee npeaenamm,
BbI3Bano uccneposaHue, nposegeHHoe B 2010 r. B J/IOHQOHCKOM yHMU-
BEPCUTETCKOM KOJIJIeZKe MCUXON0TOM U CNeLmManmcTom B obiactu co-
LUManbHbIX HayK Yma AHrusn (Chia-Jung Tsay). CyTb BbIBOAOB — 4YTOObI
YAYYLINTb BOCNPUATME MY3bIKa/iIbHbIX ABAEHUA MMEET CMbIC/T 3aTKHYTb
YWW 1 pacnaxHyThb... rnasa [19, p. 14580]. LLyTKM B CTOPOHY, AHTL3I Npu-
BNE€KAeT BHUMaHME KOIET K CUHXPOHHOCTU AEWCTBUA pasgpaxkutenei.
[un3aiH ee nccnenosaHus: nonynaumm us 1200 y4acTHUKOB BblIv Npes-
NOXKeHbl 6-ceKyHAHble GpparmeHTbl BbICTYNAEHWUA GUHAIMCTOB KPYMHbIX
MeXAyHapoaHbIX GopTenmaHHbIX KOHKYPCOB. YacTb Y4aCTHUKOB 3KCMe-
pUMeHTa — N0AN C My3blKabHbIM 06pa3oBaHneM. Ha KaxKaom us Tpex
3TanoB 3KCMEPMMEHTa Yy4YaCTHMKam Oblan NpeasioXKeHbl 3anucu Tpex
duMHanMcToB ¢ Npocbboit onpesennTb laypeaTta KOHKypca. ITanbl noa-
pa3gensinnch B 3aBUCMMOCTU OT 3a4eMCTBOBAHHbIX OPraHOB YyBCTB: OHU
coaeprKann COOTBETCTBEHHO TO/IbKO M30bparkeHue (1), 3ByK 1 1M306pa-
eHue (2) naum ke TonbKo 3BYK (3).

YTo e BbI3Ba/I0 NOBbILIEHHOE BHMMaHWe npecchl? YKasaTb C A0-
CTaTO4YHO BbICOKOM BEPOATHOCTbIO Ha NobeauTens KoHKypca (pesynbrart
okosio 50%, B TOo Bpems Kak CTaTUCTUYeCcKas He3aBUCMMOCTb MpU Tpex
y4YacCTHMKax coctaBnseT 33%) MCNbITyeMble CMOIIN UCK/OUYUTENBHO B
C/lyyae, Korga AeMOHCTPUPOBANach BMAeo3annch bes 3Byka. Mpu atom
PasHULbI MEXAY My3blKAaHTaMM M HEeMy3blKaHTamMu He Habatoaanochb
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[19, p. 14581]%. MoBOAOB ANA KOHTPAPrymMeHTOB 3TO WUCC/aAed0oBaHWe
[aeT MHOro*, HO CMbIC/1 BbIBOAOB OCTaeTcA OAMH — Ha Hally cnocob-
HOCTb OLLeHMBATb Ka4eCTBO MY3blKa/IbHOIO AB/IEHUA BU3ya/ibHasA COCTaB-
NAoWan Bo3aencTeyeT, u NpUYem BeCbMa OCHOBATE/IbHO.

ToT $aKT, YTo 3peHne JOMUHUPYET HaZ CYXOBbIM BOCNPUATUEM, C
TOYKM 3peHuA GU3MON0rMM 0bBACHAETCA A0BOJIBHO NpocTo. LleHTp ro-
JIOBHOTO MO3ra, OTBeYaloLWmit 3a 06paboTKy 3puTeNbHOM MHPOPMaL MK,
NPUHUMNMANbHO 6oMblUIE LLEHTPa, OTBEYaloWero HenocpeacTseHHo 3a
MHOOPMALMIO 3BYKOBYID, — 0ODBACHAOT Helpodusnonorn. Poct noto-
Ka 3BYKOBOW MHGbOPMaUMKM 3aMeTeH TOIbKO TOraAa, Koraa Hamn/bliB 3pu-
TeNbHOM MHbOPMALMKN YMeHbluaeTcs. Hanpumep, B cymepKkn uam npu
YXyALEeHUN 3peHns. He ciyyaliHO BO MHOTMMX 3a/1aX BO BPpEMS KOHLEepTa
ocBelleHMe CLEHbl YMEHbLLAOT. HO YTO e KOHKPETHO BANAET Ha Kaye-
CTBO BOCNPUATUA?

OT pa3paboTkn TeopuM BOCMPUATUA 3BYKOBbIX ABNEHMIA rOCnoa
AHIUAM, K COXKaNeHUto, Bo3aeprKanacb. 3anoHUTb 3TOT npoben crapa-
IOTC Ha AAHHbIM MOMEHT MHOrMe my3bikoBedbl B PeaepaTnsHoi Pe-
cnybavke. OAMH M3 LEHTPOB MCCIeA0BaHMA MY3blKaJlbHOTO BOCMPUATUA
HaxoauTca B NaHHoBepe. B 2011-2013 rr. Tam NpoBOAMNACH CEPUA IKC-
NepMMeHTOB AR BbiABNEHUA 0COBEHHOCTE NoBeAeHMA MY3blKaHTOB-
NCNOAHUTENEN B KOHKYPCHOM obcTaHoBKe. MpUBAEKaloT BHUMaHMKe ce-
Aytolme sTanbl npoeKTa. B 2012 r. 6b110 ony6AMKOBaHO CpaBHUTE/IbHOE
nccnefoBaHMe-MmeTaaHa M3 C LEeNblo HalTWM NOATBEPXKAEHUE 3PUTENb-
HbIX KOMMOHEHTOB NPW MPOCAYLIMBAHUN My3blKa/IbHbIX NPOU3BEAEHUN,
aBTop nccnegosanusa Gpuapux MNaaty, (Friedrich Platz) [20]. Ha 6ase 15
3KCMepMMEHTa/IbHbIX UCCAeA0BaHUIN aAecaTunetHero nepuoga (2000—

22 MyNbTUMOAANBbHOCTb BOCNPUATUA My3blKaNbHbIX ABNEHWI NOATBEPKAAETCA MHOTMMM 3KCNepu-
MEeHTaMM, Kak Hanpumep, B uccienosaHun Yuanbama TomncoHa (William Thompson) n ®paHka
Pycco (Frank Russo). ToMNCOH M Pycco cpaBHWAW pe3ynbTaTbl OLEHKW CAYLWATeNAMMU B3ATbIX BO-
Ka/IMCTaMW MHTEPBANIOB MPW HANMUYMUU UK Ke OTCYTCTBUMM BuAeo3anucu. BavsaHue 3penuiiHomn
COCTaBAAOLLEN HA pe3y/IbTaT IKCNepPUMEHTA OKa3anoCb CUrHUGUKATUBHBIM [cMm. 12].

ZHe 6yayum My3bIKOBELOM, aBTOP MHTEPECYETCA B MEPBYIO OYEPEAb B3aMMOLEICTBMEM pa3apa-
KUTEsIEN, a He YCIOBUAMM NPOLLECcca BOCNIPUATUA. Takum 06pa3om, OT ee BHUMaHWUS YCKOMb3aeT
XYLOXECTBEHHasA CTOPOHA UCMOHEHMA. C My3biKaJIbHOM TOYKM 3PEHUs, UCMONb30BaHHble dpar-
MEHTbI Pa3HOPOAHbI.
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2010) [cooTBeTcTBYlOWas Tabanua nomeuieHa B 21, S. 58], B KOTOpbIX
CNylWaTeNAMN B 3aBUCUMOCTUN OT 3PUTE/IbHbIX U aKYCTUYECKUX pasgpa-
)MuUTenel onpeaenanacb NO3MUMA «HPaBUTCA UM He HPaBUTCA», Bbinn
NpocyYMTaHbl BeauYMHbl 3ddeKToB. [Monynauma cocTaBuaa B obuwen
cnoxHoct 1300 y4aCTHMKOB, YTO CPABHMMO C MpeapblayWwmnm nuccnemo-
BaHWeM. Pe3ynbTaT aHanM3a: Kak TOJIbKO K 3BYKOBOMY Pa3ZparkUTesto
006aBNANCA 3pUTENbHbIN, OLEHKA CMELLANAch B NOJb3y NO3ULMK «Hpa-
BUTCA» CO cpeaHein BennunHon adpdekra (0,51) [20, p. 80].

Mony4ymB 3TOT pe3ynbTaT, y4eHble nowwan ganslue. Moyemy 6bl He no-
npoboBaTb CMOAENNPOBATb BOCNPUATUE KOHLEPTHOTO ABAEHUSA, UAK, NO
KpaliHel mepe, He BbIABUTb HEKOTOPbIE COCTAB/AIOWME Er0 3/IEMEHTbI?
OTTONKHYTBCA MOXKHO XOTS Bbl OT NPUHLUMNOB puUTOopMKKM [21, S. 29-30,
n 22]. An3aiH 3TOro UcciefoBaHUA — UHTEPHET-IKCNEPUMEHT, Y4aCTHU-
KM — Hemy3blKaHTbl. IM npeanoxKeHo BbIbMpaTb Noaxoaslume no cmbic-
NIy U3 COANAOHOrO CMUCKa onpefenieHnit; B paMkax npeasapuTesbHOro
nccnefoBaHua aBTopbl cobpanun okono 100 aTpmubyToB, KOTOpble NO UX
MHEHUIO MOIW Bbl BAMATL HA Pe3yabTaT BOCMPUATUA My3blKa/IbHbIX SB-
NeHunin?t, B pesynbTaTte akcnepumeHTa ot 100 onpeaeneHuii, npeanoxKeH-
HbIX aBTOPaMM, OCTA/IMCb TONbKO 6. TyT TOXKe He 06oWwoCh 6e3 HEOXKK-
AaHHocTen. MpuBieKaTeNIbHOCTb My3blKaHTa, KaK OfHA M3 BO3MOMHbIX
OLEHOYHbIX KaTeropuii, otnana cpasy. Ha nepsblil NaaH BblABUHYNAC
KaTeropus «rnepBoe BrneyaTneHue», KoTopas 3aHsana B paay onpenene-
HU-nobegmTenein ocoboe mecto [21, S. 150-151]. CooTBeTcTBYHOWME
BOMPOCbI, BAMAIOWME Ha NOJONKUTE/IbHYIO OLEHKY My3blKaHTa, 3By4anu:
«KaK yacto ncnonHutenb obpawaer B3op K nybauke?» unm «Kak yacto
WCMOMHWUTEIb MEHAET Hanpas/ieHWe B3rNAAa?». YacTb onpeaeneHui
MOXHO 0603HaYUTb TEPMUHOM «PELLMTENIbHOCTbY» (Ha A3blKe OpUTMHaNa
«Entschlossenheit»): 3To 1 BneyaTeHue oT xapaKTepa LWaros, KOTOPbIMM
WCMOIHUTE/Ib BbIXOAWUT Ha CLIEHY, U CTEMEHb 3PUTE/IbHOMO KOHTaKTa C 3a-
JIOM, U MHOTMe apyrve. [lo HegaBHero BpeMeHu B fepmaHum Npu nogro-
TOBKE MY3bIKaHTOB-UCMONHUTENEN BHUMAHWE Ha 3TW acrneKTbl 0bpalLanm

% Acnonb3oBanucb TePMUHbI, BCTpeYarLWwmeca B KOUTUKE, B aBTOPCKMX BbICKa3blBaHMAX KOMMNO3U-
TOPOB U B XyA40XXeCTBEHHbIX Npon3BegeHnAx.
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HeyacTo. Moxore, 4To GoKycHpoBaHMe 06Pa30BAHNA UCKIOYUTENBHO HA
3BYKOBOI COCTABAAIOLLEN NOANENKUT NEPECMOTPY.

Tem 6onee, 4To daKTbl O BANAHUN BM3YasIbHON COCTaBAAIOLLEN Ha
BrnevyaTneHMa OT KOHLEPTHOrOo WMCMONHEHUSA aKaZeMUYecKoW My3biKu
0cobeHHO HOBbIMU He sBaAtoTcA. Bonee 20 net Tomy Hasag, u3ydas
OLEHKM BbICTYMJIEHUI MUAHUCTOB Mosiogexbto, Knayc beiHe (Klaus
Behne) BbiBEN 0COOYIO0 BHEMY3bIKA/IbHYHO KaTEroputo: NpUsHaK yBaeYeH-
Hoctn («Zeichen des Engagements»), KoTopasa urpana BeayLiyto posb
npu onpeaeneHnn Kayectsa ucnonHeHus [23, S. 47]. beliHe onpawmsan
LWKONbHUKOB 9-X 1 10-X K/1laccoB, AEMOHCTPUPYA MM Buaeo3sanucu dpar-
MEHTOB KOHLIEPTOB MY3bIKAHTOB C Pas/IMYHbIMU UCMONHUTENBCKUMM
noaxogamu. BepbanbHble BbICKAa3blBaHMA YYaCTHUKOB UCCIE€40BaAHUSA O
TOM, YTO Ke ABMAETCA AJ1A HUX MOKa3aTe/leM XOPOLIEro KayecTsa Mrpbl,
COAEPKANN MOHATUA KYBJEYEHHOIO», CTPACTHOIO» WU «MOTUBUPO-
BaHHOro» ncnosHeHus [23, S. 60].

MoxoXunin onpoc monoaoi BpuTaHckon nccnegosaTenoHUUbl Hynbl
Monddutc (Noola K. Griffiths), Ho yKe UCKAOUMTENBHO CO B3POCAbIMM
YYaCTHMKaMM, MPUYEM NPOBEAEHHbIN, YTO OCOBEHHO MHTEPECHO, Cpeam
MY3bIKaHTOB, MO3BO/IN/ BbIBECTU €LLe OAHY BHEMY3bIKa/IbHYO KaTero-
puio — cooTBeTCTBUE. B JaHHOM C/ly4ae paccMaTpUBAIMCh BbICTYN/IEHUA
CKpunayei, TouHee, ckpunadyek. McnonHutTenbHmubl 6bian NogobpaHsbl
C Tpems pPasHOBUAHOCTAMM OAENKAbl: CNOPTUBHAA (AMKMHCbI), oaexaa,
noAaxo4Awas ana Be4epuHkM (MUHU-06Ka) NauM Ke TPpaaAUUMOHHDIN Be-
YepHUM CTUAb (AMHHOE NaaTbe). Pe3ynbTaT NpeB3oLwwen BCe OXKMAAHMA.
BugeodparmeHTbl, 3anMcaHHble B TPAAULMOHHO KOHUEPTHOM dopme
ogexabl, NONYYMNM OT caywaTtenei Hambonee BbICOKME OLEHKMU, MNP
TOM YTO 3BYKOBas AOPOXKKA OCTaBasacb HeM3mMeHHou [24, p. 280].

PaitHxapg, Konuy, (Reinhard Kopiez) — oauH 13 akcnepToB B 06n1a-
CTV M3YYEHMA MHTEPNPETALUN — HAXOAUT ONpeaeneHHYIo CBA3b MeXay
0COBEHHOCTbIO ayAMOBU3YaIbHOTO BOCNPUATUA My3blKa/IbHbIX SBIEHWUIA
n GeHoMeHOM, OTKPbITbIM B 1970-e IT. U U3BECTHbIM MOA Ha3BaHUEM
McGurk-Effect [25; cm. 06 atom 22, 20]. Peub MAET 0 CUHXPOHHOM nepe-
paboTKe 4YyBCTBEHHbIX pPa3fparkuTesneil, BOCNPUHUMAEMbIX OfHOBpe-
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MEHHO, O TaK Ha3blBaeMOW MY/NbTUCEHCOPHOW MHTerpauum. deHomeH
M3BECTEH Y)Ke OaBHO, HO onpegefieHUeM YAeNbHOro Beca OTAE/IbHbIX
pa3sgpaxkutenein saMHTepecoBaanCh ULLb B NocaeaHee Bpems. A YK BO-
Npocy, U3 KaKNX 3N1EMEHTOB M NPU KaKnX 06CTOATENbCTBAX LOMUHUPYET,
npUAaeTca BHUMAHWE NNLLb B NocneaHne 6-8 ner.

MoKknaas aKkcnepMmeHTanbHy0 chepy HayKm M obpaLLasch K Heno-
CPeACcTBEHHOMY 3MOLMOHAIbHOMY MUPY CAyluaTens, 0OHapyXuBaellb,
YTO onpeaeneHHble 3aKOHOMEPHOCTU Bbl/IN U3BECTHbI YXKe OYEHb AaBHO.
My3blKaHTa HeZOCTaTOYHO C/bIWATb, ero HeobxoAnMMo BUAETb — Koraa
3T0, COBCTBEHHO, CTaN0 U3BeCTHO? C MOMEHTa OTAENEeHMA UCNONHUTENA
OT KOMMNO3UTOPa M NOABAEHUA My3blKaHTa HOBOTO TUMNA — My3blKaHTa-
BUPTYO03a, T.e. neT 3tak 150 Tomy Hasag. MNaraHuHM nam JInct — B peueH-
3MAX HA MX KOHUEPTbI NMOBTOPAETCA OAMH U TOT ¥KE acneKT, Ha KOTOopbIi
noYemy-To roaammn He obpaLLan BHUMaHUA: YTOBbI NPOYYBCTBOBATb UX
BbICTYN/IEHUA, HEOOX0AMMO UX BUAETD.

«Bce B3rnagbl 66111 HanpasBaeHbl Ha ABEPb, M3 KOTOPOWN A0/KEH
6b1/1 NOABMTLCA apPTUCT. M XOTA NOBCIOAY M3BECTEH €ro NopTPeT, a UMEeH-
HO OYeHb YAAYHO HanucaHHbli Kpuxybepom, yBEeKOBEYMBLUMM C MO-
pasuTenbHOM TOYHOCTbIO ero npodunb KOnuTepa, cam toHbIKM KOnuTep
BbI3bIBAaeT UHTEpPeC TeM 60bLIMNA. [...] Bce 06WECTBO NPUBETCTBOBA/O
ero nosABNeHNEe BOCTOPYKEHHbIMW BO3rNacaMu, B OTBET Ha YTO OH Ha-
Yyan urpathb. [...] HM y ogHOro apTucTa, 3a UCKAoYeHMeM [MaraHuUHK, He
BCTPETUTb TAKOW CUAbl, C KOTOPON OH MOXKET MoA4YMHUTL cebe nybau-
Ky, ee NoAHATb, NoBecTn 3a coboi U ypoHUTs. [...] Ho 3To Heobxoaumo
C/IbILLATDb, @ TaKXKe BUAETb. JINCTY HeNb3s Urpatb 3a Kyancamu, 6onbluan
YacTb MO33UKN Mcye3sHeT Torga 6e3so3BpaTHO» [26, S. 333—334, nep. ¢
Hem. H. HoBak].

Tak nucan B 1840-m roay Pobept LLymaH. Kpome akueHTa Ha Buae-
HUWe, obpalyaeT Ha ceba BHMMaHWE elle o4Ha HEMANOBAXKHAA 0CobeH-
HOCTb TEKCTa, KOTOpas B CBETe NMepeync/ieHHbIX HabatogeHwnin nocnea-
HEro BpeMeHM KarKeTcsi MoYTM camMo coboi pasymerolleica — KOHUepT
HauuHaeTca gns LLlymaHa He ¢ nepBOro 3ByKa, a C NepBoro wara ucnon-
HUTENS Ha CLUEHY.
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O NaraHWHW COBPEMEHHMKN OT3bIBA/IUCh B MOXOXKEM AYXE, XOTA MHO-
raa, Ha nepsblit B3ra4, U no-gpyromy: «Kaxkaas napa rnas ycTpemuiach
Ha cueHy. KarKaoe yxo NpuMrotoBMAOCb BHUMATb. [...] HakoHel Ha cueHe
NoABMAUCL OYepPTaHMA TeMHOro obpasa, KOTOPbIN Kasaaca npuilewmm
npAMo M3 npeucnogHein. 3To 6bia MaraHMHW B CBOEM YEPHOM KOHLEpT-
HOM KOCTIOME. YepHbI dpak M YepHasa e XKUAeTKa yrKacatlowero no-
Kpos, TaKoro, 4To Mor ObiTb NPeanMcaH 3TMKETOM MOA3EMHOIO LLapCcTBa
npu ggope MposepnuHbl. [...] B yrnoBatbix u3rnbax ero Tynosuwa bbiia
COKpbITa yXKacatolan AepeBAHHOCTb U OAHOBPEMEHHO HEYTO LYTOBCKOE
n 3BepuHoe [...]» [27,S. 577, nep. ¢ Hem. H. HoBak].

KpuTnyeckn HacTpoeHHbI HabatoaaTenb leHpux [eiHe onucbiBaeT B
1830 . BbicTynieHMe NaraHuHKU B Fambypre He 6e3 UpoHUK. OH TOXKe Bbl-
AensaeT KaK 3Ha4yuTeNbHOe ANA ayauTopuu nepBoe Brneyat/ieHne OT Bbl-
X0Za My3blKaHTa Ha CLeHy 1 GOKyCUpyeT cBOe BHMMaHMWeE Ha acnekTax, ¢
MY3blKa/IbHbIM COoAepKaHMEM Beyepa HUCKObKO He CBA3aHHbIX. Ho ero
3aHMMaeT COOTBETCTBME, T.€. B AAHHOM C/ly4yae, BOMMUIOLLEE HECOOTBET-
CTBME 3pUTE/IbHBIX (BHELLHWUX) pa3aparkuTesell U CaMoro My3blKa/ibHOTO
¢dakTa. B otmume ot Jlncta, NaraHWHU — AMYHOCTb HEOAHO3HAYHaA. OH
He TONbKO apTUCT, HO U BblAaloWwminca aHTpenpeHep. CBoemy Bo3ael-
CTBUIO Ha NyBAWKY OH yaenset, cyaa no CBMAETE/IbCTBAM OYEBUALIEB,
KoNoccanbHOe BHMMaHMe, 3a4eMCTBOBAB BCE MMetoLMeca B ero pacno-
pAXKeHUK pecypcbl®. s Hayana XIX B. 3To HEOBLIYHO, U PeaKLUn cayLla-
Tenewn pasaenaloTca, 0CTaBaAs Ham CBUAETENbCTBA TOro, YTo TpeboBaHue
«LLeI0CTHOCTMY» 0bpasa apTUCTa — KaTeropus, BO3HMKLLAA NMPAKTUYECKM
O4HOBPEMEHHO C NofABAEHMEM NPodeccumn My3blKaHTa-UCNONHUTENA.

Ha npouyyBcTBOBAHHOW aBTOpPaMy OT3bIBOB B3aMMOCBA3M MEXKAY
3N1eMeHTaMM 3pUTENbHON 1 3BYKOBOW cdHep CTOMT OCTaHOBUTLCA NOMOA-
pobHee. B cBA3M C 3aMeHOI «MepBOro 3ByKa» Ha «NepBbIN LWar Ha cue-
HY» MMEET CMbIC/1 NEPECMOTPETb MNOMNYAAPHbIE CPeAM COLMOIOrOB My-
3bIKM KOHLENTbI My3blKaslbHOM KOMMYHUKAUUKU. B cBeTe HOBbIX paKTOB
(nnu e pakTOB, Ha KOTOpPbIE B TEYEHWE AOTOr0 BPEMEHU He 0bpalLanm

% 113BECTHOCTbIO NO/bL3YIOTCA BbiCKa3blBaHWA PaHHWM MeHaenbcoH (XeH3enb), KoTopas onpesens-
Na 3pUTe/bHYI0 COCTaBAAIOLLYI0 0611Ka MaraHUHKU Kak «nuKaHTHas» [28].
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BHMMaHMA) HanpalwmMBaeTca BOSMOXHOCTb HOBOTO ONpeaeeHnsa My3bl-
KanbHOro AeincTea. Knaccuyeckas uenb KUCTOYHUK — Meauym — Mnosay-
yaTenb» A4 ONUCAHUA KOHLLEPTHOM CMTYaL MU rogUTCA TO/IbKO B Cy4ae,
Korza OTCYTCTBYET COCTaBAAIOLLLAA 3Pe/IULHOCTIN,

MpuBAEKaeT BHUMaHWE MoAesb, HabpocaHHasA YNOMWHABLIMMMUCA
y)Ke B AaHHOWM cTaTbe My3blkoBegamu M3 [aHHOBepa [cm., Hampumep,
22]. OHM OTTaNKMBAIOTCA OT TEOPUWN COLIMANIbHOM PON KaHaACKOro uc-
cnepoBatens Tunos nosefeHus UpsuHra fodmana (Erving Goffman)
[29]. CornacHo 3ToW TeopuMn, Hallla XM3Hb — MrPa, KaK Ha CLeHe, Bcied-
CTBME YEro MOAE/b K CUTyaLLMM KOHLLePTa NOAXOAMT AaKe B ByKBa/IbHOM
cMblic/ie. B3auMooTHOLWEeHWE MeXKay UCNoNHUTENEM U NYBMKOM pucyeT-
Cs B MJ1aHe nepexoaa NepBoro oT POAu NPUBATHOM K Poan obLWwecTBeH-
HOM. My3bIKaHT 3a CLEHOW 1 OH e nepeg, NnybnKon — aBe pasinyHble
MO COAEPIKAHUIO PO/U, KAXKAAA U3 KOTOPbIX PEFYIMPYETCA CBOUM KOAEK-
COM MNPaBUA U OLLEHOYHbIX CTaHAAPTOB. Bbixo4 MCNONHUTENA Ha CLUEHY
NpuUpPaBHMBAETCA K CTAapTy CTpaTerMyeckom KOMMyHMKauuu. McnonHu-
TeNb CTPEMUTCA MPOU3BECTM XOpollee Breyat/eHWe elle 40 Hadana
MY3bIKa/IbHOTO aKTa (Xopoluee Mo OLEHOYHbIM CTaHAapTaM, KOTopble,
B CBOIO o4yepesb, BbipabaTtbiBatoTcs Ha GOHE PacnpOCTPAHEHHbIX B KOH-
KpeTHOM obLiecTBe NpeacTaB/ieHMi 0 cogepkaHum ponu) [29, S. 17].

MoHATME «MEeHeAXXMEHT BrneyaTNieHni» (no-Hemeurun Eindrucks-
management) onucbiBaeT KOMMIEKC YCUAWIA, HanpaBAEHHbIX Ha CO3-
AaHue 6/1aronpuATHOrO BMEYaT/IEHUS Yy OCTa/ibHbIX YYAaCTHUKOB KOM-
MYHMKaLMK, MHBIMW C/I0BaMM, KOHTPO/Ib 3@ BHELWHOCTbIO. OXuaaHua
3puTeNnen Hanpas/ieHbl C MOMEHTA NOAB/IEHMA APTUCTA HA CLEHE Ha ero
BHELUHOCTb, OAEXKAY, MUMMUKY, }KecTbl. Bce TO, UTO He COOTBETCTBYET OXKMU-
[aeMOMy, OLLeHMBAETCA KaK «HealeKBaTHOE» U YXYALLAeT OLEHKY POK.
CoOTBETCTBME TEOPUM COLMANBHOM POSIM U PEe3yNbTaToB UCCNEA0BaHUMN,
O KOTOpPbIX Ha NpeablayLLMX CTPaHMLAX Wa peyb, noarkynaet [23, 24].
[1s UCNONHUTENIbCKOWM NPAKTUKKU 3TO O3HAYAET, YTO MY3bIKaHT A0/IXKEH

% XoTs 6bl YXe NoTomy, 4TO BO BpeMeHU No3numna nocpegHnKa He HaxoguTca mexay UCTOYHUKOM
naapecatom.
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ybexaaTb cBOK My6/IMKY MOAHOCTbIO, BCEMU MMEIOLLMMUCA B ero pac-
NOPSAXEHUN CPeACTBaMM, @ HE TONbKO MUCMOJAHEHMEM B Y3KOM CMbIC/Ie
3TOro cNosa.

Cumyauyus KoHuepma, maxkum obpa3om, ¢ MoYKU 3peHUs nybsuKU,
— 3mMo mecm Ha aymeHmMu4HOCMb 06aUKa My3biKaHMa? . [ocnedHAn
BGXHO KAK O0UH U3 MPUHYUNo8 opueHmayuu, obsaeayaroujuli eocrnpu-
Amue npouseedeHuli uckyccmea. PeanbHoCcmb KOHUepma uzpaem rpu
amom 0aseKo He nocaedHor pons [10, S. 12 u S. 26]. Nepedavu-oHnaliH
CAYHAM — XOMSA U 8 HECKOSIbKO OM8seYeHHol (hopme — COXPaHEHUHo
KOHUepmHo20 Modyca, a 3HaYUm, 8 KOHeYHOM c4eme, cnocobcmeayom
opueHmauyuu 3pumecnywamens.

BMECTO 3AK/TIOMEHUA

OaHoM M3 3afa4 My3blKO3HaHUA ABAAeTcA dUKcauma akTyasbHOM
dasbl pa3BUTUA My3blKa/IbHOTO MCKyccTBa. o HeAaBHEro BpemeHu pa-
6oTa ¢ dM3nYecKMMM HocuTensmu Bbina eanmHCTBEHHON OCHOBOW ANA
aHanM3a 3Byyvallein maTepun. M3 paccmoTpeHHbIX AaHHbIX no Peaepa-
TMBHOM Pecnybavke epmaHuMuM ABCTBYET, YTO B 061acTM TaK HasbliBae-
MO KNaCCUYeCKon My3biKM paboTa ¢ GM3MYECKUMU HOCUTENAMMN MOXKET
OCYLLECTBNATHCA ELULE B TEYEHNE ONPEeAENeHHOro BpemeHn. Ho He o4YeHb
Aonro. He aHanM3MpoBaTb My3blKasibHble apTedaKTbl, PacnpoCcTpaHAio-
WMeca Nno anbTePHATUBHbLIM KaHanam, yXe HeBo3MOXKHO. CTaHOBUTCA
o4YeBMAHbIM, YTO HEO6X0AMMO pa3pabaTtbiBaTb HOBblE METOAbI YYETa.

Halwe My3blKanbHOE OKPY!KEeHWe HaMoJIHEHO BMPTYasbHbIMWU 3/1e-
MeHTaMu. XoTa B 06/1aCTU aKaZeMMYeckon My3blKM MpoLece nepexosa
K HOBbIM MOZAENSIM BOCNPUATMA MO CPaBHEHUIO C 061aCTbi0 My3bIKM NO-
NynspHONM 3amef/ieH, PyKOBOACTBO TeaTpasibHbIX M KOHLEPTHbIX opra-
HU3aLMI yyacTByeT B NOMCKE HOBbIX CLieHapuMeB. Knaccuyeckaa mysblka

270 TOM, YTO MOHATME AYTEHTUYHOCTM AapPTUCTa MOXET UCMO/b30BaTLCA B Pa3NNYHbIX, @ MOPOW U
B NPAMO NMPOTUBOMONOMKHbBIX 3HAYEHUAX, HANUCAHO MHOTO. MHTepecHyto KnaccuduKaumio noaxo-
08, NpaBAa, B 061acTM My3blku NoNynsapHoi, npegnoxun Panbd dpoH Annen (Ralf von Appen)
[30, S. 48].

HAYKA TENEBUAEHUA Ne 15.1, 2019 130 THE ART AND SCIENCE OF TELEVISION



BbITyeT CerofiHa Kak mMy3blka «KaOMHETHaA» U My3blKa «A/1A TOCTUHOWY.
OpaHol 13 uenet MeHeaKMeHTa ABNAETCA coxpaHeHne Gopmbl KOHLEP-
Ta / CNeKTaKNA, YTO C TOUYKMU 3PEHUA MCUXONOrMN MY3bIKM OYEHb BasKHO.
3puTenbHaa COCTaBAAKOWAA MOTOKa MHPOPMaLMM, MMEIOLWEro MecTo
npw BOCNPUATUM KOHLEPTAHTHOIO My3blKa/lbHOro CObbITMA, O3Ha4YaeT —
Nnpu caMon OCTOPOXKHOW GopMyINPOoBKe — oboralleHne BOCNpUATUS.

PacTywee uucno 3spwutecnywiatenei OHNAWH-TPAHCAAUMKA noAa-
TBEPXKAAET BaXKHOCTb 3PE/IMLLHOCTM HA ypoBHe notpebutens. Mpocuet
acnekTa AOCTYNHOCTM OMNEpPHOM NOCTAHOBKWU KPYMHOro TeaTpa WM e
KOHUEpPTa 6ep/IMHCKOro MM MOCKOBCKOTO 3/IEKTPOHHOTO 06CAyKnBaHMUA
dMNapMOHMM CTAHOBUTCS HOBOM YacTbiO 33434 COLMOIOTUM U NCUXOSO-
TN MY3bIKU.
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NEPUDEPUA 3PE/TNLLIA:
CNOWNEP U TU3EP

AHHOTaumA. Nepudepun 3penuniua, TEKCTa, NepuTeKcT (0610KKK, aduin
dUbMOB, TU3EpbI, Tpelnepbl, aHOHCbI U NpPoYMe 3HAKU OTAENOYHbIN pa-
60Tbl) B NONHOW Mepe y4yacTBYeT B MOATOTOBKE peuunueHTa, B BbipaboTke
HacTpos, NpeABapAOLWEro akT peuenumun. CoBpemeHHan MHGOpPMaLMOHHANA
M36bITOYHOCTb HaZenser nepudepuro XyLOKECTBEHHOIO MPOU3BEAEHUA
BECbMA Ba)KHOM OYHKUMOHANIbHOW Harpy3kon. Banopusaums MHTpUTK ©
CBA3AHHOIO C HEl0 HAPPATUBHOTO HaMPAXKEHUA OKa3bIBAKOTCA BaXKHEWLLIMMU
3/IEMEeHTaMMN NOBECTBOBATE/IbHOCTU, MOPOXKAAIOLWMMU UHTEPeC M ynpas-
NAOWAMKU BHUMAHUEM ayguTopun. [pn 3TOM HappaTMBHOE HanpsaXeHue
BbICTYNaeT B PO/ CBOEOBPA3HOro 3a0ra NPOAYKTUBHOCTM NOBECTBOBAHUSA
W, cnefoBaTenbHo, 061a4aeT SKOHOMUYECKUMM 3HaYeHWeM, BCeraa BecbMa
CYLLLECTBEHHbIM B MacCOBOM pa3B/ieKaTeNbHOM KynbType. B 3Tom acnekTe,
Hanpumep, B HEManol cteneHn obpeTaeT OCHOBaHUA 60A3Hb CroWNepoB
(cnoinepodobus). Cnoiinep v TM3ep BbICTYNAKOT B POIN KOMMYHUKATUBHbIX
NPaKTHK, OCYLLLECTBAAIOLLMX HOBblE GOPMbI B3aUMOAENCTBUA C ayAUTOPUEN.
Tu3ep y4acTBYeT B CO34aHWUM UHTPUIM, @ CMOWAEP ee pPaspyLiaeT, HO Npu
aTomM 06a OHM KOMMYHMKATUBHO M CEMaHTUYECKM CBA3aHbl C OYapOBaHM-
€M OT HOBW3HbI MPOU3BEAEHUSA U UHTEPECOM peLmnueHToB. Kpome TOro,
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cnoinep, ABNAACL Pa3sHOBUAHOCTbIO KOMMYHWKATUBHOMO HacuusA, npea-
cTaBaset coboit npobaemy HOBbIX MeaMa U OTHOCUTENbHO HOBbIX GOpM no-
BECTBOBATENbHOCTU, NPEANONaraloLLmX 4MTeIbHOE BOB/IEYEHHE B NpoLLece
peLenuuu XyA0KecTBEHHON NpoayKLmMu. XoTA HappaTuB cepuana cam cebe
CO34,a€eT Nojie COOTHECEHUS, HO TU3ep 34ecCb NPW3BaH Peasnn3oBbIBaTb ABe
KOMMYHUWKaTUBHbIE CTPATErMU: NPEACTaBNATb HOBOe (4To ByaeT nokasaHo
B 4aHHOM 3nM304e cepuana) u 4eMOHCTPUPOBATb CEPUIMHYIO NMPUHAANENK-
HOCTb AaHHOTO 3NM304a cepuana K obLLemy LieSIoMY XYA0KEeCTBEHHOro Mno-
BecTBoBaHMA. OTHOCUTENbHAA aBTOHOMHOCTb 3TOWM YacTW BblCKa3blBaHMA
OT OCHOBHOTO HappaTMBa AAET TaKKe A0MNOHUTEbHbIE BO3MOKHOCTU A9
peanu3aumm HeKOTOPbIX KOMMYHUKATUBHBIX CTPATernii Xy4OKecTBEHHOro
Aunckypca. MonoxeHue Ha nepudepun TEKCTa NpeBpaLLaeT TU3ep B IKCNepu-
MEHTaNbHYIO M/IOWAAKY, B PaMKax KOTOPOI OKa3blBAETCA BO3MOMHbIM aM-
6VBasIeHTHOE MepemelleHre MeXay NPepbiBUCTOCTbIO M CBA3HOCTbIO Hap-
paTtuea. CnepoBaTesibHO, TM3ep MOXKET LOCTAaTOYHO cBO6OAHO OTCTynaTh OT
NMHENHOro Xo4a NOBECTBOBaHMA. Hapady ¢ NpocnekTUBHbIMK/peTpocnek-
TUBHBIMM MOYHO 3aMeyaThb U elle 6onee 3HaUUTEbHbIE OTCTYNAEHUSA, KOH-
TPaACTUPYHOLLME C OCHOBHbIM NMPOU3BEAEHWEM: TU3EPbI-NMAPOAUMN U TU3EpbI,
npeacTaBnsoLme coboit 0TAeNbHYIO LONONHUTENbHYIO UCTOPUIO (PaccKas B
pacckase). TeHAEHUMA OTKa3a OT MHEMHOCTM HappaTUBa TaKKe No3Bonser
npeanonaratb CTPEM/IEHUE YCAOKHUTb XYA0KECTBEHHbIN NPOLYKT.
KnioueBble cnoBa: cnoinep, Tusep, nepudepms TeKCTa, KOHTPAKT YTeHus,
MECTa HeonpeaeneHHoCcTH, npeasocnpuatre, dacumHaLus, 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 c nepudepueit 3penmiia, BKAOYatoLe B cBoto chepy
pa3HO0bpa3Hble 3HAKOBbIE KOMMJEKCbI U CBA3AHHbIE C HUMW KOMMYHU-
KaTMBHbIe NPAKTUKKU, 0BbIYHO OnepekaeT OCHOBHYIO peLenLuio Npoms-
BeaeHuA. Becbma pasnivyHble NO CBOEM KOMMYHWKATUMBHOM npupose
cnoiinep v TM3ep CONOCTaBMMbl B CBOEM OTHOLUEHMM K CHOXKETY OCHOB-
HOrO MpPOM3BEAEHMUA, KOTOPbIN OHW MNPeaBOCXULLAIOT, MPeACcTaBAAT
M WMHTEePNpeTUpyloT. B cemnoTUKe cyllecTByeT MoHATME sinsignum’a,
nog, Yem NoApPasyMeBaeTcsA 3HaK, CyLEeCTBO KOTOPOro 3aKN0YEHO He B
HEM CaMOM, HO B TOW OTCbI/IKE-YKa3aHWW, KOTOPYIO AaHHbIV 3HaK npo-
W3BOAMT B HanNpaBNEHUWN APYroro 3HaKa. PUCKHEM MpeanonoXuTb, YTO
WMEHHO 0YapOBAHME OT CIOXKETa 3penunLa HanoNHAET SHepruel Kom-
MYHWMKaTMBHbIE NPAKTUKK ero nepudepun. B cnyyae cnoinepa sto ova-
poBaHWe NpeacTaBAAeTCs HECKOPbICTHLIM U MO-AETCKM HAaMBHbIM (4TO,
KCTaTu, genaeT ero HebesynpeyHbiM B NIaHE 3TUKKM), HO OHO Ke CTaHo-
BUTCA NPOdECCUOHANIbHBIM M NO3BOMAOLWMM PEaASIN30BbIBAaTL HEKOTO-
pble KOMMEPYECKME UIN XYAO0KECTBEHHbIE CTPATErMU B C/lyyae Tu3epa.
B coBpemMeHHOM MHPOPMALMOHHOM NPOCTPAHCTBE, NEPEHACHILLEHHOM
CIO}KETaMM U 3pesiLLLaMK, aKT NpesBapuTesIbHON peLenumm uam npea-
BOCMNPUATUA HagenseTca ocobeHHOW LLeHHOCTbIO. B 3aBuMcMmocCTu oT ne-
pudepurm okasbiBaeTCcA NPOAOMNKEHME PELLENLMU OCHOBHOIO 3penuiua.

AHeKAOoT Npo cnoinep 6bin AaBHO, HO camoro cnoinepa He 6bin10.
3abaBHas UCTOPMSA, B KOTOPOW HEAOBO/IbHBIN OTCYTCTBMEM YaEBbIX pac-
nopaauTeNnb B KMHO3ane coobLyaeT 3ano3aaBLlemy 3puTento, Yto B ae-
TEKTUBHOM dUIbME, KOTOPbI OH cobupaeTca cMoTpeTb, youiua — ca-
[OBHUK, fiBNSeT coboi uantoctpaumto cnoinepa (Bnpoyem, peyb 34echb
npeT, pasymeetcs, o6 o4yeHb NPUMUTUBHOM croiinepe). NHPopmaum-
OHHOEe MPEeBOCXOACTBO (3HAHME CHOXKETa) YMHOMKAETCA B COBPEMEHHOM
KOMMYHUKATUBHOM CUTyaL MK NOCPEACTBOM pacnpocTpaHeHus B Cetu.
Bo3Bpallanch K cUTyaumm, n3obparkeHHOM B aHEKA,0Te, MOXKHO NpeacTa-

HAYKA TENEBUAEHUA Ne 15.1, 2019 142 THE ART AND SCIENCE OF TELEVISION



BWUTb, YTO CErogHs AelcTeue crnonsiepa 6bino 6bl HanpaB/ieHO MOMEH-
Ta/IbHO He TO/IbKO Ha BCeX MoceTuTenen KMHoTeaTpa, a coobweHo urbi
et orbi Bcem, KTO, 3aMHTEPECOBABLLMCbL CHO’KETOM, TO/IbKO cobupanca
Korga-Hmbyab MOCMOTPETb 3TOT PUbM, U AaXKe TEM, KTO HE UMEN O HEM
HW Maneliwero npeacTaBneHuns. B abcoanom-aom 6oneluHcmee cayvyaes
crniolinep npoucxodum npomus 80s1u nosay4yamens 0aHHol UHopmayuu,
NpebblBalOLLErO Ha Haya/bHOM 3Tane 3HaKOMCTBa C MPOM3BEAEHUEM.
34.eCb Mbl UMEEM A0MNOTHUTENbHYHO BO3MOMKHOCTb 3aK/HOYUTb O TOM, YTO
cnonnep npeacrasnseT coboli npobaemy HOBbIX MeAna U OTHOCUTENbHO
HOBbIX GOPM NOBECTBOBATENLHOCTU, NPeANnonaralowmnx 41UTeIbHOe BO-
B/I€YEHME B NPOLLECC PELLENUMMN XYA0KECTBEHHOMN NPOAYKLMMU.

PackpbliBas cogepkaHne NOBECTBOBAHMA TEM, KTO ELLE HE MMEST BO3-
MOHOCTM CaMOCTOATE/IbHO 03HAKOMMUTBLCS C XYyAO0MKECTBEHHbIM MPOU3-
BEAEHWEM, CNOMAEep OKa3bIBAETCA B PALY NPOABAEHNA KOMMYHUKATMB-
Horo Hacunual. Komy mewaet cnoinep? BeposaTHO, OH MelLaeT Tem, KTo
YKenaeT NnoJsiyyaTb YA0BO/bCTBME OT TEKCTOB Pa3B/ieKaTe/IbHOM NOBECTBO-
BaTeNbHOCTU. [ocnegHAA BCe Yalle BbICTyMaeT B BUAE pacckasa, npea-
CTAOWEro B AOCTAaTOMHO LUMPOKOW }KAaHPOBOW NaUTpe PasHOoobpasHbIX
MeZMa: OT TEKCTOB /1A YTEHUA U CYLWAHWA, A0 BM3Ya/ibHbIX HAPPATMBOB
(moHcTpaTMBoB). Cnoinep noapbiBaeT HErnacHoe COornalleHne mexay
OTNpPaBUTENSAMWN pPa3BAeKaTeNbHOro NOBECTBOBAHMA U €r0 pPeLunueHTa-
MW: 3pUTENbCKON, YNTATENbCKOW, FTEMMEPCKOM ayauTOPUAMMU.

. KyaHsa aHann3MpoBan 3TO HernacHoe CornalleHue Ha matepua-
Ne napanuTepaTypbl?, Ha3blBas ero KOHMPAKmMom YmeHuA (contract de

1Monb PuKep paccmaTpmBas KOMMYHUKATUBHOE HacWU/Me B BUAE A3bIKOBOMO NPeMMyLLecTsa, no-
3Bo/IAOLWEro ero 061a4aTento «BHOCUTb CMYTY M cobnasH» [1, c. 27].

2 NameHstowwanca MHGOPMALMOHHAA U CEMMUOTUYECKAA PeanbHOCTb HOBbIX Meua 3aKOHOMEPHO
BNEYET 33 CO60M U3MEHEHUA B HAYYHON METOAONOMMMU UCCNe0BaTeNbCKOM NPAKTUKM, 3aK/to4a-
loLLMecs, B YaCTHOCTH, B aanTaLuuu TPAAULMOHHBIX KOHLENTOB TEKCTONIOMMU U HapPaToNoTuK K
HOBbIM TEKCTaM M HOBbIM KOMMYHUKATUBHbIM peanuam. M3 nocnesHux Hanbonee MHTEPECHbIX
NpMMepoB afanTauun TPAAULMOHHOTO KOHLeMTONOTMYECKOro Kopryca ryMaHUTapHOro 3Ha-
HUsA K pPeanuam HOBOW MeAMaKyNbTypbl JOMKHBI 6bITb YNOMAHYTbI caegytowme 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 corfalleHns OKasbiBatOTCA Ype3BblyaliHO
Ba)KHbl YKaHpPOBble KOHBeHUMW. OHWU MO3BOAAIOT NOTEHLMAZIbHOMY MO-
TpebuTeNto TeKCTa aeKBaTHO OLLEHUTb NepPCneKTUBbI NOAYYUTb Y/A0BO/b-
CTBME OT TOro WM MHOTO NPOU3BEAEHUA NOCPEeACTBOM NepeHeceHus Ha
Hero BMevyaT/IeEHUI OT y)Ke 3HAaKOMbIX aHa/NIOrMYHbIX TEKCTOB, NPUHaaNe-
XalWmx gaHHoOMY XaHpy. Y. Ko [6, p. 14] TakKe pasmbIWAAa O SMOLMO-
Ha/IbHOM KOJIOPUTE, MPUCYLLEM KaHPaM MaccoBoW nuTepaTypbl. 0606-
LWEeHHOe NpeacTaBAeHMEe O TEKCTaX HEKOTOPOro KOHKPETHOrO KaHpa
napanutepatypsbl (pa3sneKkaTe/ibHOM NOBECTBOBATE/IbHOCTU) BO MHOTOM
ABNAETCA COBOKYMHOCTbIO 3MOLMOHAbHbIX NepeknBaHnin. KaHp npea-
nonaraet MpasusbHOE 3MOLMOHANbHOE pearvpoBaHWe peuunueHTas.
«Cam »aHp ye crnionep», 3amevaet T. Ceamn* [7]. Bnpoyem, ¢ 3TMm
MOYHO COIIacMTbCA /ML OTYacTU. HaHp — OpPMEHTUP, B KOTOPOM BO3-
MOYHO Pa3BUTME C/IOXKHOTO KOMMMJ/IEKCA SMOLMOHANbHbIX U PaLMOHa N b-
HbIX MHTEPMPEeTaLMii, BOSHUKaIOLWMX Ha Pa3HbIX 3Tanax B3anmMoaencTeumsa
peuMnueHTa c nponsseaeHnem. aHp — 3To obelaHne unm obsasarenb-
CTBO, BbIMO/IHAEMOE B X0Ze peuenuun. «Bcem ntogam npuatHee cmo-
TPeTb HAa BELWM B MPO3PAYHON MN/IEHKE, @ HE B TEMHOMN YNAaKOBKE — MEHb-
L€ WaHCOoB, YTOo Tebs 0O6MaHyNU U NOACYHYAN Tebe OTKPOBEHHYIO XPEHbY
[7]. BoT B 06pase npo3payHoli ynako8KU 1 BbICTYNAKOT YKa3aTe/M KaHpa.

OfHaKo To camoe coralleHne (KOHTPaKT YTeHuA), aHaansmnpyemoe
npexae uccnegoBatensiMm pasB/iekaTesIbHON NoBecTBoOBaTe/IbHOM Npo-
AyKumuu, 6asnpyeTcs Ha NpenBoCNpUATUM, KOTopPoe obecnedynBaeTcsa He
TOJIbKO KaHPOBbIMW MHAMKATOpamu. Nepudepus TeKCTa, neputekcT (06-
NOXKK, adunwm uabmoB, TM3epbl, TPENepbl, aHOHCbI U MPOYME 3HAKM

3HenpaBu/ibHOE 3MOLMOHA/IbHOE PearvpoBaHMe MOKET, BEPOATHO, CUTHAIM3MPOBATbL O KpUsnce
aHpa. Tak, 0 KpM3nce aHpa GMIbMOB YIKaCoB B NOC/IEAHEE BPEMSA FOBOPUT TO, YTO 3pUTE/IbCKARA
ayauTopms BCE yalle CMEETCA B TeX 3MW304aX, KOTAa, MO 3aMbiC/ly CO34aTesIei, OHa AOMKHA UC-
NbITbIBaTb COBCEM APYTME OLLYLEHUS.

4 «BoT nepeg, To60M CTEPEOTUMNHAA UCTOPUSA, BCE MPOCTO M MOHATHO, U Mbl 3apaHee 3Haem, CTOUT
N1 TPATUTb HEPBbI, MEPEXKMBAA 3a repoes, Uan HeT. Cam aHp — 3TO yXKe croitaep. Yenosek xotb
CKO/IbKO-HMBYAb 06pa3oBaHHbIM NOHMMA, YTO Yunbama Yonneca B KOHUe ¢uabma paspybaT Kak
cobaky, a camoro 3a6aBHOro M3 TpeL-y»acoB ybbioT NepBbIM. A cyneprepoiickoe KMHo Boobuue,
KaK OAMH CM/IoLWHOM crioinep. OnsATb e, OTCYTCTBUE CIopripM3a camo no cebe MOXeT JoCTaBAATb
yaoBonbcTene. OcobeHHo AN1s NoAel, KOTOpbIe COPNPU3amim CbiTbl no ropio» [7].
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OTAENOYHbIN paboTbl) B NOHON Mepe y4yacTBYeT B NOATOTOBKE peuunu-
€HTa, B BbIpabOTKe NPaBWIbHOrO HACTPOSA, NPeLBapPAIOLLErO aKT peLen-
umnKn. U, c apyroi CTOPOHbI, MOTEHLMANbHbIN NOTpebUTeNb OpUEHTUPYET-
€A M0 3TUM 3HaKaM B 60NbLLIOM M306UINU XYA0XKECTBEHHOM NPOAYKLMM.
Onupasnck Ha nepudepmryeckyro 3HaKoBYH 061aCcTb M MHAMKATOPbI KaH-
pa, ayAuMTOpMA OCYLLECTB/SET CBOW MPOrHO3, NpeaBoCXuLas Brevat-
JIEHNA N OLWYLIEHWA OT MOC/eAYHOLEro BOCNPUATUS XYA0KECTBEHHOMO
npowusseneHusa. L. Tonopos [8, c. 10] B HapyLLEHUN KaHPOBbIX KAHOHOB
HenpemeHHO BMAEeN YyCAoBMe ANA AUMepamypHocmu, No Yem Haao no-
HMMaTb NPUHAANENKHOCTb HEKOTOPOro GPUKLMOHANBHOTO TEKCTA K chepe
UcKyccTBa. [oBOpA 0 HappaTMBax COBPEMEHHOM XyA0XKeCTBEHHOM Macco-
BOM KY/IbTYPbl, MOXHO OTMEYaTb HEKOTOPYIO TEHAEHLMIO K YC/IOKHEHMIO
nx GOpPMbI U COAEPNKAHUA, YTO NPOABAAETCA MPEKAE BCEro B KpUTUYe-
CKOM OTHOLLEHMUU K yKe 0TpaboTaHHbIM WabsoHam 1 wtamnam. B atom
e K/toue, BepoATHO, HaZlo OCMbICINMBATL M TPEHA Ha 0CBOBOXKaeHne oT
YKaHPOBbIX KOHBEHUMIN. CTaHOBACL B Bonbllen cTeneHn 06beKTamMmM mUc-
KyCCTBa, NOBECTBOBAHMA MACCOBOM Ky/bTypbl CTAaHOBATCA AN CBOMX MO-
TpebuTenelt meHee npeackasyembiMu. U B CBA3M C 3TUM SOMNONHUTENIbHO
BO3pacTaeT 3Ha4YeHue cnoinepa’.

Lpyrum Heonormamom 13 06,1acTv coBpeMeHHOM NonynsapHoi pas-
BNE€KaTENbHOM KyNbTypbl ABAsAeTcA Tuep (oT aHr. Teaser — «ApasHU-
Ka, 3aB/ieKanKka») — KpaTKoe cooblueHne (MHoraa roBopAaT o TU3epHoW
peKkname), 3a4ayeit KOTOPOro ABASETCA MOAAEPKAHNE MHTepeca ayau-
Topun. Tnsep B TeNIEBU3MOHHOM CepMasie — 3TO Ta HayasibHas 4acTb
anu3oga, KoTopas npeawecTtsyeT TUTPam. O6bIYHO TU3ep NpeacTaBaseT
cob0l1 BeCbMa JTaKOHMYHOE XYA0MKEeCTBEHHOE BbiCKa3blBaHWE, BbICTyNa-
tolllee B KayecTBe CBOe0bHpa3HOW BUTPMHBI 3MM304a.

Tuzep yyacmesyem 8 cO30aHUU UHMpUau, a criolisep ee paspyuwa-
em, HO npu 3mom 06a OHU C8A3AaHbI KOMMYHUKOMUBHO U ceMaHmuye-
CKU C 04apos8aHUeM Om HOBU3HbI MPou3gedeHus U UHmMepecom peyu-

5 JKcnepuMeHTaNbHOE NCUXONOMMYECKoe MUCCNefoBaHNe yYeHblX U3 yHusepcuteTa B CaH-[uero
[aN0 pesynbTaThl, KOTOPbIE NO3BOAW/MN CAENATb BbIBOA O TOM, YTO PELMMMEHTY HPABUTCA 3HAKO-
MMTbCA C Xy4,0XKECTBEHHbIM NPOM3BEAEHMEM, 3HAsA O ero KoHLoBKe [9].
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nueHmos. Cnoiaep n TM3ep ONMO3UUMOHHbI B MAaHe MparmaTUyYecKomn
3a4a4n: crnoinnep «pacckasbiBaeT U OOBACHAET, YTO MpousonaeT», a
TU3ep AO/KeH HaobopoT: 3aMHTPUroBaTb, Bbi3BaTb WHTEPEC, UHWULMU-
MpoBaThb M Aarke CNpOBOLMPOBATL peuenuuio. B oboux cnyyasx, peyb
MOMKET MATU O TOM, YTO K/TAaCCUK peLenTUBHOM 3CTeTUKM P. UHrapaeH Ha-
3bIBa/l «MecTaMu HeonpeaeneHHocTu» [10]. Apyroi U3BeCTHbI yYeHbIi
aTOro HanpasneHus B. U3ep [11], B yacTHOCTM, 0bpallan BHUMaHME Ha
3KOHOMMUYECKOE 3HAYeHWe WHTPUTU B CBA3M C pelenuuein cepuitHoro
nosecTsoBaHuA. MIHTpUra u cBA3aHHOE C HEK HappaTMBHOE Hanpsxe-
HME OKa3blBalOTCA BaXKHEWLWMMU 3/1eMeHTaMW MOBEeCTBOBATE/IbHOCTH,
NMOPOXAAWMMN UHTEPEC U YNPABAAIOLMMM BHUMAHUEM ayaUTOPUMN.
Mpw 3TOM HappaTUBHOE HaMpPAXKEHUE BbICTYMAET B POJIM CBOEOOPA3HOIo
3a/10ra NPOAYKTUBHOCTU NMOBECTBOBAHMA U, CnefoBaTeNbHO, obnagaer
3KOHOMMUYECKMM 3HaYeHWeM, BCeraa BeCbMa CYLLeCTBEHHbIM B Macco-
BOW pa3B/ieKaTe/IbHOM KynbType.

ELLe Ha 3ape MaCCKyNbTa KNAaCCUKM PeELLeNTUBHOM 3CTETUKMN aKLEHTU-
POBa/IM BHUMaHWE Ha MOBECTBOBAHMSAX C NMPOLO/IKEHNEM, NPEPbLIBUCTAA
peLenuus KoTopbIX BCAKMIA pa3 npobnemaTnsMpoBasa BO3HMKHOBEHME
nocneayowlen 4acTm 1 4o onpeseseHHON CTeNeHn aenana peuunmeH-
TOB coaBTOpamMu npouecca. AHaAU3MPYys SKOHOMMUYECKME OCHOBaHUA
HappaTUBHOIO HanpaXeHua B pomaHax-¢penbetoHax, P. BapoHu yKasbl-
BaeT Ha TO, YTO OTNPaBUTENIAMM CEPUMHOro NOBECTBOBAHMA OCYLLECT-
BNSNCA ONpPeAeNieHHbI WaHTaX B OTHOLIEHUWN ayAUTOPUM, TaK KakK 3auH-
TPUTOBaHHbIN NOTPEOUTENIb TEKCTA BbIHYKAAETCA K NPOLO/IKEHUIO aKTa
peLenuumn, HeobXoaMMbIM YCIOBUEM KOTOPOTO ABAAETCA MpMobpeTeHme
cnepytollero Homepa rasetbl [12]. BnosHe oueBMAHO, MaccoBas KynbTy-
pa (pa3BnekaTenbHoe YTeHUe KaK NonyaapHas Ky/lbTypHas NpakTUKa, B
YaCTHOCTU) UCMONb3YET MEXaHW3Mbl HAPPATUBHOMO HaMPAMKEHUA B KOM-
Mmepuyeckux uenax. OyapoBaHMe HOBU3HOW U OXKMAAHWE NPOAOKEHNUA
BbICTYMAlOT MOTOPOM A5 MPOM3BOACTBA MOC/AEAYOWMX YacTel nose-
CTBOBaHMSA, OKa3bIBAOTCA 32/I0TOM €ro NPOoAYyKTUBHOCTM.

MpoekT Oxopaxa MaptuHa «lecHb Abaa u orHa» (cepuan «Urpa
npecronos», HBO), BoobLle 3aAyMbIBaBLUMIACA U BO MHOFOM YCMeLHO
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peannsoBaHHbIN B N1aHe COBMELLEHMA NMPOTUBOMNO/OKHOCTENS, B YacT-
HOCTW, JaeT npumep cosmeuwjeHUs criolinepa u musepda. MN3HayanbHO
npeAacTaloWwmnii B KaYecTBe 3KpaHMU3aUmMmn AAaBHO HaMMUCaHHbIX U MNPOYK-
TaHHbIX KHUT’, TeNIeBU3MOHHbIV Cepuan cTa AeMOHCTPUPOBATb COBbITUSA
ewe HeonucaHHble (MM, TOYHEee, HeHanucaHHble, T.K. NUcaTeNb B3AN
BECbMa NPOAO/IKUTENbHYIO May3y, 3aTarmeas 6onee Yyem Ha NATb aeT
AHOHCUPOBAHHbIN CeAyOWMA TOM Caru), HEM3BECTHbIE YMTATENbCKOM
ayanTopum cepmana. Bnpouem, go wecrtoro cesoHa Bce 66110 HAa060pOT,
TaK KaK TeNeBU3NOHHbIN Cepuan BbIXOAMA BCeq 3a POMaHaMM LMKNA U
MOT, CNe0BaTe/IbHO, PAaCCMaTPUBATLCA B KAYECTBE IKpaHM3aUnUn, Tene-
BM3MOHHOW aganTaumn. YntatenbcKkas ayautopus cepmana Tenepb yTpa-
YMBAET CBOE MPUOPUTETHOE MOJIOKEHWE W, ByAy4n 3aUHTPUTOBAHHOM
AaNbHENLWNM PA3BUTMEM CIOXKETA, HEPELKO BbIHYXKAAETCA K NMONYyYEHUIO
«CMOMNNepoB» OT NPUBMUNETMPOBAHHON 3PUTENLCKOM ayanTopun’, KoTo-
pasi OTHbIHe «3HaeT» bonblue. Tak, UCTOPUA O CMEPTU U BOCKpeLleHUn
[>koHa CHOy CTaHOBMTCS CNOMAEPOM, HO M OAHOBPEMEHHO TU3EPOM, NO-
CKOJIbKY MHOTFOYMCAEHHbIE Y NPUHLUNNANBHO BayKHble 06CTOATENbCTBA
OCTAOTCA HEPACKPLITbIMM, @ YNTATE/IbCKON ayaUTOPUK, YKE 3HAKOMOW
CO BCEWN CNOXKHOCTbIO U MHOTOM/IaHOBOCTbHO 3TOrO NMOBECTBOBAaHMSA, MOKa
HWYEro APYroro He OCTAETCA, KPOME KaK NPeBpaTUTbCA B 3pUTENbCKYIOE,

MoTeHUManbHbIM NoTpebuTenb AoMKeH bbiTb 3auHTpUroBaH. Ecaum
roBOpuTbL 0 CcneumdurKe TeIeBU3MOHHOTO 3penunLLa, To Tusep obsa3aH Bo3-
[AelCcTBOBaTb Ha 3puUTe/A TaKMM 06pa3om, YTOBbI TOT HE MepPEK/TIOYNIICS
Ha Apyroi KaHan. Ayantopusa AoKHa UCNbITaTb Ha cebe addeKT dpacym-

& xkopak MapTuH onpegensn anoneio B Ka4ecTse haHmesu 0714 mex, Kmo He nbum ¢aHmesu.

Te. CI'IOVIﬂepr morau bbITb co CTOPOHbI yuTaTenbCKoM ayaAnTopun B OTHOLLUEHUU TEX, KTO, HE YKn-
TaA, Ha4yan CMOTPETb Tenewoy.

8 [Ikopak MapTuH, BpoYem, PasmblLLss O MOTUBAX, PYKOBOAALLMX YNTATENbCKOW U 3PUTE/IbCKUX
NOBEAEHMEM, MO CyTH, 06PALLAETCA K ICTETUHECKUM TE3UCY O KYUCTOM YAOBO/ILCTBUMY OT NPOU3-
BefeHus: «PacKpbITve TallH, PE3KME CIOXKETHbIE MOBOPOTbI, HEOKMUAAHHOCTM — 3TO eLle He BCe,
pazy Yero MULLYTCA POMaHbl M CHUMAIOTCA GUAbMbI, — CKasan MapTuH. — fl Bepto 1 Hagetoch, YTo
KHUTM U cepran byayT NPoU3BOAUTL BreyaT/ieHne BHE 3aBUCUMOCTHM OT CMoinepoB». «KoHeuYHo,
MHTEPECHO YMTaTb, YTOBbI y3HaTb, YTO cayunTcs ganblie. Kto nobeaut? Kro npourpaet? Ho sce
e 3T0 He eIMHCTBEHHANA NPUYMHA, YTOBbI YMTaTb KHUTY» http://7kingdoms.ru/2015/6th-season-
based-on-draft-and-spoiler/
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HaLMK C NepBbiX KaAPOB M C NepBbIX MUHYT 3penunwa. Kpome Toro, 6yay-
YM MHKOPMOPUPOBAH B CAMO XY/0XeCTBEHHOE BbICKa3blBaHWe, ABAAACDH
YacTblo 3MM304a B cepuane, Tusep 061aaaeT HEKOTOPbIMMU 3CTETUUYECKU-
MW AOCTOMHCTBaAMM.

Happatue cepuana cam cebe co3gaeT nose cooTHeceHua. Tusep
30ecb NMpu3eaH peasau3oebiedms 08e KOMMYHUKAMUBHbIE Cmpamezuu:
npedcmasnames Hosoe (umo bydem 8 OaHHOM 3ru300e cepuana) u de-
MOHCMPUPOB8AMb cepuliHyto NPUHABAeHHOCMb OAHHO20 3MU300a cepu-
ana K obujemy uenomy xy0orecmeeHHo20 nogecmeosaHus. NocnegHns
cTpaTervs peanusyertca npy NomoLLy NoABeHUA B CLiEHaX T3epa y3Ha-
BaeMbIX NepPCOHaXel cepuana, cayHAaTpeKa, ocobeHHOCTel BU3yasbHO-
ro paga. Bce aTo nossonseT cBA3bIBaTb 3NM304bl B €4MHOE cepuasnbHoe
uenoe. Tusep, 6yayum BaxKHbIM KOMMNOHEHTOM nepudepumn TeKcTa, He-
ceT Ha cebe cneumduyeckme 3HaKM oTAeNo4HOM paboTbl’. EanHoe Hap-
paTMBHOE Liefioe cepuana AOMNKHO aKTya/NM3npoBaThCA B BOCMPUATUM
3puTeNnA NocpeacTBOM y3HaBaHUA. PasymeeTcs, 3TO B MeHbLLIEN cTeneHu
cnpaBeavBo B OTHOLLEHMM TU3epa NepBoro aNnM3oaa ouepeaHoro ceso-
Ha U COBCEM HE MMEEeT OTHOLLEHUA K TU3epy NMAOTHOro 3Nn3oaa nepso-
ro cesoHa. 34echb elle HeT pedepeHLManbHOro Nos, co3gaHue KoTopo-
ro byaer 3agayelt nocneayowmx ¢pparmeHTOB NOBECTBOBAHUSA.

Tuzep mMmoxcem y4yacmeosams 8 yC/AOMHeHUU Happamuea, npeosna-
2aA Mo, ymo Hassisaemca «mugposozueli cepuana» — CUEHbl U3 Npo-
LU/IOrO ero rMaBHbIX repoes, BNpoYem, BecbMa yaaneHHble oT cobbITHiA-
HOro pAda, AEMOHCTPUPYEMOro B OCHOBHOM Mpou3BeaeHuU. B atom
MOYHO BMAETb HEKoTopylo Gopmy 3amepieHuns, petapiaunu AnHen-
HOro XoZla NOBECTBOBAHUA U MEPEK/IOYEHUSA B NPOCTPAHCTBO MUOIO-
rmyeckoro spemeHn’®. Tak, MUKPOMCTOPUM TU3EPOB B «AMEpPUKaHCKOM

° MHoTAa K 3HaKaMm OTAeNouHbIN paboTbl 4obaBnseTca HeuTo cayyaliHoe. BTopoii cesoH cepuana
«FaHHM6an» (2014) cocToMT U3 3NU30A0B, Ha3BaHHbIX NO H6AOAAM ANOHCKOM KYXHU. A B KaXA0M
Tu3epe 3By4muT dpasa: «faHHUGan JleKTep NONb3YETCA TONbKO ANOHCKMMU HOXamu Camypa», fo-
6aBneHHan B LENAX PeKNaMbl POCCUICKUMM NepeBoavMKamu. MpocTpaHCTBO TM3EPa CPAaBHUMO C
MapruHanuamMu, 3anucaMmn v PUCYHKaMU Ha NoAX CTPAHULbI.

0 MeHseTcA, B YaCTHOCTM €ro NPOTAXEHHOCTb. B MHbIX CAyYasnx TU3Ep MOMKET yAAMHATLCA 4o 10
MUHYT U 60nee. MOKHO 3aMeTUTb TEHAEHUMIO K YAAMHEHUIO TU3epa B NOC/AEAYIOWMX Ce30HaxX
«AMEPUKAHCKOM UCTOPUM Y3KaCoBY.
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ucropum yxxacos» (TCF TV) 3aHATbI pa3BuTUEM «MUDONOTUM cepuana,
coobLian HoBble AeTann U3 NPOLUAOrO repoes, AOMNOAHUTENBHO 06bAC-
HAA NPUYMHBI MX NOCTYNKOB. Takne TU3epbl NpobnemaTusmpyoT CBOO
O0MNO/IHATENBHOCTb M BTOPUYHOCTb MO OTHOLUEHMIO K OCHOBHOMY ClOXKe-
Ty, XOTA BCE e M NpeanonaratoT 4yTb 6osee paccesHHYO 3pUTENLCKYIO
peuenumio, 4eM NPOCMOTP XyA0KECTBEHHOIO MaTepuasna, NoaBAAKoLLe-
roca nocse TUTpoB.

K. KopHuiioH [13] 3ameyaeT, 4To musepbl ¢haHMacmu4yecKkux ce-
puanos Yacmo rnoepyxHarom ayoumopuro 8 oHelipu4eckoe cocmosHue
ceoux nepcoHaxeli, HeorpedeneHHoe NMPOCMpPAHCMB8O Mexdy CHOM U
A8b10. TaKOM TU3Eep KOHTPACTUPYET C HaYaNoOM 3MM304a, KOTOpoe cneay-
€T noc/se TUTPOB U ABAAET coboli peannsaunio 6onee peasnCcTUYECKOro
mogyca. JobaBum K 3ToMy NpuUMep TU3EPOB BMOJIHE PEASIMCTUYECKOTO
cepuana (sbiweawero 8 2018 roay) «Kapatenb» (Netflix): nepsble wecTb
3NM3040B OTKPbIBAOTCA TU3epamMu, NPeacTaBAAOWMMM COH [MABHOrO
repos. ®paHK Kacta cnut 1 BUAWUT BO CHE, YTO OH MPOCHINAeTcs, 3aTemM
BXOAAT HEM3BECTHbIE W PACCTPENMBAIOT M0 CEMBIO.

KopHWIOH nonaraert, 4To TU3ep ABASETCA BECbMa NPUBUIETMPOBaH-
HbIM MOMEHTOM B pamMKax cepuanbHOro nosectsoBaHua [13]. ABTopbl,
HaumHaa ¢ 1990-x rofoB, cUcTEMaATUYECKM UM NoAb3ytoTcA. Jencrsu-
TenbHO, ero popmar npeasaraet pasHoobpasHble KOHCTPYKTUBHbIE BO3-
MOXHOCTM A8 MOTrPyKEeHUA ayauTopun B GUKUNOHANbHbBIA YHUBEPCYM
3penuua, cBA3aHHble C y3HaBaHMEM M uaeHTUdUKaumen. Mpu sTom
OTHOCUTE/IbHAA aBTOHOMHOCTb 3TOM YacTW BbICKa3blBAHUA OT OCHOBHO-
ro HappaTMBa AAET TaKXKe AOMONHUTEeNbHble BO3MOXHOCTM ANA pea-
JIM33aLMM HEKOTOPbIX KOMMYHUKATUBHbLIX CTPATEruii XyA0XKEeCTBEHHOMO
Anckypca. MNMonoxeHne Ha nepudepum TEKCTa, eCn BOCMNO/Ib30BaTbCA
TepmuHonorveit XK. HeHetta [14], B 4aHHOM c/yyae nNpeBpalLaeT TU-
3ep B 3KCMEPMMEHTA/IbHYIO NAOLWAAKY, B PaMKax KOTOPOM OKa3blBaeTcA
BO3MOXHbIM aMbuBasieHTHOE NepemelleHne MeXay MPepbiBUCTOCTbIO
M CBA3HOCTbIO Happatuea. CreaoBaTenbHO, musep Moxem 0ocCmamoy-
HO c80600HO omcmyname om aAuHeliH020 x00a No8ecmMeosaHuUs. Tak,
Hanpumep, TM3ep HayasbHOro 3NM304a BTOPOro cesoHa cepuana «laH-
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HU6an» (NBC) oemMOHCTpMpPYeT KPOBOMPONUTHYHO CXBATKY, B KOTOPOW
YYacTBYHOT rnaBHbIi repoi n ek Kpoydopa — rnasa otaeneHus O6P,
3aHMMaIOLLLEroca CEPUMHBIMK NpecTynaeHUAMU. MMKAHTHOCTb CUTYaLUMK
M NOCTPOEHHasn Ha ee OCHOBE MHTPWra 3aKI0YaloTCA B TOM, YTO 3pUTeSb
Ha AaHHOM 3Tane PasBUTUA NOTMYECKOTO X043 3PeNunLLa NOHUMAET, YTO
OOKTOp JleKTep elle He pa3obnayeH u, 6onee Toro, paboTaeT B KayecTse
3KcnepTa B BblWeHa3BaHHOM oTaeneHmnn PEP. CxBaTKa, MOYTH yrKe 3aBep-
LUMBLUMCb HEKOTOPOM 60EBOM HUYbEN, B NOC/IEAHUIA MOMEHT CK/IOHAETCA
B NO/b3y MaBHOIO repos, Koraa laHHWb6any yaaerca yaaputb No COHHOWM
apTepun NPOTUBHMKA OCKOJIKOM CTEKA, OKa3aBLUMMCSA B ero pyke. losoc
3a Kaapom coobuiaeT: «3a ABeHaAuaTb Heaeslb A0 3TOro..», M TOJbKO
BC/1eg, 33 3TUM NOABAOTCA HAaYa/ibHble TUTPbI. TEM CaMbiM TU3EP AEMOH-
CTPUPYET KYNIbMUHALMOHHYIO CLLEHY BCEro Ce30Ha cepuasna, Aenas npo-
FHOCTUYECKYIO NPOEKLUMIO B OTHOCMTENBbHO 4a/IeKOe NOBECTBOBaTEbHOE
byayuwee. TeHAEHLMA OTKa3a OT IMHENHOCTM HappaTUBa TaKKe N03BoAS-
eT npeAnonaratb CTPEM/IEHWNE YCIOKHUTb XYA0XKECTBEHHbIN MPOAYKT.

KopHWIMOH NpUBOAUT TaKKe Npumep napoduliHoezo mu3sepd, KOH-
TPACTMPYHOLLLETO C CYLLECTBYIOWMMM KOAAMM OCTPOCHOXKETHOrO, Apama-
TUYECKOro, MMCTUYECKOTO cepurasna. Tak, BOCbMOM 3MM304, NATOro Ce30Ha
cepmana «CeepxbectseHHoe» (The WB) oTKpbIBaeTcA TU3EPOM, CHATbIM
B CTU/IUCTUKE CUTKOMA: 3BYUYMT 3aNmncaHHbI 3aKaapOBblit CMeX, rMaBHble
repou cManAT 3a CTO/IOM, MPUBETNBO Y/biBaACh Ha CTaTUYHYIO Kamepy,
CHMMAIOLLYIO UX B OAHOM MnaHe. ApKas LBETOBasA NainTPa TaKKe ABAseT
06011 KOHTPACT C 06bIYHbIM BU3Ya/IbHO-LBETOBbIM KOAOM.

Ecnn nonbiTaTbCsa TMNONOTM3MPOBATb TU3EP, TO MOXKHO BbIAEAUTb
cneaylouime ero BuAbI:

1) npocnekTMBHbIE (AeMOoHCTpauma GpparMeHTOB M3 NOC/ieayoLmX
CUeH cepuana);

2) peTpocneKkTMBHbIe (HauMHaloWMecs yKkasaTenem «PaHee 8 cepu-
aney);

3) napoguiiHble (TpaBeCTUPYIOLWME BHYTPEHHWNE Koabl pedepeHun-
anbHOro nona cepuana);
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4) MUKpo3anusoanyeckue (NnpeacrasnawoLine cobolt otaenbHyo Ao-
NO/NHUTE/IbHYIO UCTOPUIO).

B 3aBeplLueHNN OTMETUM, YTO Y3Ke caMo no cebe noasieHne Heono-
rM3moB (M Aake pacliMpeHMe Ha UX OCHOBE CO3Aat0LUMXCA NEKCUYECKMX
pAagoB) cnolinep, musep v Ap. MOXET CBMAETEIbCTBOBATb O TOM, YTO B
COBPEMEHHOK MaCcCOBOM Ky/IbType NpomncxoanT anpobaumsa HoBbIX Gopm
B3aMMOAENCTBUA C ayaMUTopuMeit, CBA3AHHbIX CEMaHTUYECKN U KOMMYHU-
KaTMBHO CO CTpaTermei MHTPUrK, OTYaCTU CaHKLMOHMPOBAHHbIX, a OT-
YacTU HENOAKOHTPO/MbHbIX. KOMMYHUKATMBHbIE MPAKTUKU nepubepum
3penuuia 06HapyKMBaOT pasHoHanpaBAeHHble TEHAEHLMM, y4acTBys, C
O[HOW CTOPOHbI, B YCNOXKHEHUN CIOXKETHOMN TKaHM MPOU3BEAEHUSA, KOH-
CTPyMpOBaHMM MndONOrMmn cepnana, a c gpyroi — 6aHaAN3MpPysa 1 BY/b-
rapusupya npovsseneHue, CBoAA €ro K NpumuTusHomy ¢abynbHomy
pestome.
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K 9KPAHY TO/IOBHOIO MOS3TA:
CAMOAWN3ANH
KAK OTBETCTBEHHOCTb ®OPM

AHHOTauuMA. B cTaTbe paccmaTpuBalOTCA KAOYEBbIE aCMeKTbl BU3yann3a-
LMW MbICIUTENbHOW AEATENbHOCTM B NPOLLZIOM U ee cnelmduka Ha coBpe-
MEHHOM 3Tarne B KOHTEKCTe BM3yasibHOro U LmdpoBoro nosopota. Ocobo
npobnematnsnpyeTca penpeseHTalus MbICAUTENbHON AeATeNbHOCTU B
KMHO. MOKa3aHo, YTO BOM/OLWEHHbIN Ha 3KpaHe Jloroc paHee nMb6o Bucen
Ha KpecTe, b0 3acTbiBan B POAEHOBCKOM M03€e Ye/I0BEKa OTAbIXaloOLWEro,
4TO BCTYMaeT B NPOTUBOpPEYME C AMHAMUYHON NPUPOAON KMHO, TAe CMbICA
3aK/Il04aETCA B TOM, YTO6bI ABUIaTbCA C MaKCMMalbHOW CKOPOCTbIO, C MNO-
MOLLbIO CAMbIX COBPEMEHHbIX CPEACTB NepesBUKeHUA. B KauecTBe nepBo-
ro wara K u3obpaxeHuto camoi MbICAW NPeAcTaBAeHbl KyHr-¢y duabmbl,
B KOTOPbIX MbIC/lb COBMAAAET C ABUMKEHUAMM, A ABUMKEHUA OKa3blBatOTCA
HeoTAeNUMbl OT MbIC/AIWU, MOCKO/IbKY MacTep KyHr-dy AeMOHCTpUpYeT He
YYBCTBA, a TO/IbKO MO/IETbI MbIC/IM, KOTOPblE OAHOBPEMEHHO ABAAIOTCA U
ABUXKEHUAMM Tena. B kKauecTse BTOpoOro sTana BblABUHYTa 3noxa «Matpu-
ubl», rae, no cnosam C. HurKeKa, y3HaeT cebs npakTMyecku ntobas Teope-
TUYEeCcKasa KoHLenuumaA. 3To NoKa3aHo Kak BOMJIOLLEHNE pa3yma B MUPOBOW
nayTuHe, naeasbHO COBMAJAIOWEN C HENMHENHOM NPUPOLON MbIWIEHUS.
MccnepyeTtca opHameHTann3aLUma 3aMKHYTOM B cebe MbIC/In, 4TO NOPOXKAa-
€T AM3aliH 6e3 BHYTPEHHero cMbic/a. BcKpbiBaeTcA oTvyKAEHUE UcTopUn
W paccygka oT TBOPYECKOTO M MbIC/IMTENIBHOTO MPOLLECCa, YTO NO3BO/AET
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3PMMO NpPeacTaBUTb KaYeCTBEHHbIW CKAa4YOK OT MOJIMTUYECKON SKOHOMUM
TOBapa K «MONUTUYECKOM SKOHOMMM 3HaKa», B PAMKax KOTOPOM CTPYKTYpbI
TOBapa M 3HaKa B3aMMHO Npeobpa3oBbIBaNW APYr APYra, AeNas BO3MONK-
HOW COBMECTHYIO LMPKYAALMIO B Ka4yecTBe eaAnHOM CyLLLHOCTM — TOBApOB-
06pa3oB, 06/1a4at0LMX «3HAKOBON MEHOBOM CTOMMOCTbLIOY.

B pesynbTaTe OCMbICNIEHUA UHTEHCMBHOIO PasBUTMA AM3aiiHa B MNOCTMO-
OEPHUCTCKYHO 3NoXy GyHAAMEHTANbHOTO U3MEHEHMA CMbIC/I0B, 3HAYEHUN,
LEHHOCTEM M MUPOBO33PEHUS, a TaK¥Ke ero PosiM B COBPEMEHHON meaua-
Ky/IbType, aBTOp OTMEYaeT, YTO AM3aliH, KaK U IKOHOMMKA B LLESIOM, 3TU-
YeCKM HeWTpaseH, YTo He CHMUMAEeT BOMpoc 06 «OTBETCTBEHHOCTU GOopM».
MpuBneyeHne obnactv nporpammHoro obecnedyeHusa pasandHbix chep
COBPEMEHHOro b6bITUSA, BKAOYan AM3aliH, NO3BOAAET COOTHECTU TEPMUHO-
NIOFMYECKYIo Napy — anrpena v gayHrpeinT ¢ aBTOXTOHHOM POCCUMIACKOM Au-
XOTOMMEN MOAEPHM3aLMU — TPAAULMOHAIM3MA, YTO CO34aeT Nnaauaapm
Ona fanbHenwero punocodcKoro No3HaHMA B KOHTEKCTE IOTMKKU BU3Ya/lb-
HOrO MbILWEHUA.

Kniouesble cnoBa: amsaliH, cybctaHuma, pasym, pyHKUMA, CTPOEHUE, Me-
Ama, 3HaK, KOHCTPYMpPOBaHMe, BU3yabHOCTb
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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

NHTenneKTyanbHasa UCTOPUA YeNoBevecTBa HaKonNuaa Takon conuna-
HbIM 6arax 3puTeNbHbIX MeTadop, YTO MHOFME U3 HUX MOFYT ABUTbCA
NpPesnoCbIKON AA KaYeCTBEHHOIO CKayKa B UCMO/Ib30BaHUM BU3yannsa-
uuu npotiecca molwnerusa [1, c. 130]. XapaKtepusya Takol 3anac 3HaHUi,
M. Mepno-MoHTV nNucan, YTo BUAEHME — 3TO HEe NPOCTOe co3epLiaHue
W JaXKe «He O4MH U3 MOAYCOB MbILUIEHUA WUAM HAIMYHOIO BbITMA «ans
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ceba», a cnocobHOCTb BbIXOAMTL 3a Npeaesbl camoro cebs, «bbiTb BHE
camoro cebs, U3HYTPY y4acTBOBaTb B apTUKYAALMKN BbiTHA, M MOe «a» 3a-
BepllaeTcsa U 3amblKaeTca Ha cebe TONbKO NOCPeACcTBOM 3TOrO BbixoAa
BOBHe» [2, c. 51].

OpHaKo cam no cebe BM3yasibHbIN CKAYOK HE MOT MPOU30WTU U3HYTPU
CaMoro MbllieHuns. bosblwyo posib B 3TOM UrPalOT HOBbIE TEXHOIOTUM.
06 sTom nucan A. YailTxen: «npuyMHa, No KOTOPOM Mbl OKa3aaucb Ha 6o-
Nlee BbICOKOM YpOBHE BOOOpPaXKeHWUs, 3aKN0YAeTCA He B TOM, YTO Halle
BOObparkeHMe cTano nydlle, a B TOM, YTO Mbl UMeem ropasgo bonee co-
BepleHHble npubopbl» [3, ¢. 175]. BarKHeMW MM U3 TaKNX «Npubopos»
CTano KWHO, NpeBpaTUBLUEECA, Kak 3TO MnoKasan XK. [enés, us obbekra
MbllWAeHNA B cnocob mbiwneHusa [4, c. 18].

Busyanumsauma storo npouecca B ero GyHKUMOHANbHOCTU Ha 3KpaH-
HOM NNOCKOCTU — OAHO U3 Hanbosiee NoKasaTeNbHbIX ABNEHUI. Pa3mbill-
nsa 06 aTom, b. Mpoiic oTMeyvan, YTo B pasHbIX PUibMax He pas Aenanucb
NOMbITKX NOKa3aTb Ha 3KpaHe camy GUTypy mMbIiCAUTENA B Npolecce pas-
MblLWAeHnn. Ho Takol noaxos NPpoTUBOPEYUT CaMOM AUHAMUYHOMN NPUPO-
[ KMHO, Tie CMbIC/1 3aK/IK0YAETCA B TOM, YTODObI ABMTAaTbCA C MAaKCMMaJIbHO
BO3MOKHOWM CKOPOCTbHO, YaLLE C MOMOLLBIO CaMbIX COBPEMEHHbIX CPeACTB
nepeaBUMKEHUA, U NPU STOM METKO CTPeNATb.

lMepsbiMm wazom K U30b6paxceHuro Mbicau gunocoga, no Habawoe-
Huto b. lpolica, cmanu KyHe-by ¢husbMbi, B KOTOPbIX MbIC/Ib COBNagaeT
C ABMKeHMAMKU. MacTep 3Toro BMAa eaAnHOOOPCTBA «ABUXKETCA TaK, Kak
OH MbIC/IUT U MbIC/IUT TaK, KaKk ABuxKeTca. Ero kect — 310 ero mbicau, a ero
MbIC/IN — 3TO ero KecT. Koponb KyHr-¢y, abcontoTHbIN macTep — 3TO Ye-
JNOBEK, Y KOTOPOTO HET YyBCTB, HET MEPEXKMBAHUM, Y KOTOPOFrO €CTb TO/IbKO
OBUMKEHUA MbICAN, U ABUMKEHUA MbICIM — 3TO ABUNKeHMA Tena» [5]. 3T1o
BaKHEMLLMI CABUI He TO/IbKO B UCTOPUM KMHO, Kak yTBepxaaeT b. Mpolic,
HO M B MEHTANbHOCTM KaK TaKOBOW, MOCKOJ/IbKY MbIC/IUTE/Ib B UCKYCCTBE
paHee BOMOWA/CA TO/IbKO HEMOABMMKHO (KaK, Hanpumep, CKy/abnTypa
O. PogeHa).

Cam NpUHUMN NpUBELAEHNA B ABUMKEHME KaK OCHOBHOE opyane dunb-
Ma, KMHO KaK TaKoBOe 03HayaeT Heraumio, NoBcemMecTHOe paspylleHue,
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ToTas/ibHOe yOMeHWne BCex MPUCYTCTBYHOWMX PN KOHEYHOTO TOPXKeCTBa
TON UAM MHoM naen. O6bIYHO NPABOM CKa3aTb YTO-TO HETPUBMAJIBHOE U
YMHOE B aMepMKaHCKMX ¢uabMax Hagenaercs Kunnep-npodeccuoHan,
OOMHOYKA, HE CBA3AHHbIN C KEM-TMBO YCTONYMBBIMU MEKINYHOCTHBIMM
OTHOWEHUAMU. Mpn 3TOM BbIHYKAEHHbIM YoM U3 CTPACTM HUYEro Mno-
HacTosALweMy rybOoKOro CKas3aTb HE MOKET. BOT NoATBEPKAEHWNE TOMY, YTO
TO/IbKO abCo/OTHOE ABUXKEHME, abCOIOTHOE paspylueHne u abcontoTHoe
npuBeaeHNE B ABUMKEHWUE YEro YrofHO ONPaBAbIBAET HA SKPAHE MMEHHO
¢umnocodckoe BbiCKasbiBaHUE, AMANEKTUYECKYIO CYLLHOCTb ¢uaocopum.
MoHATME YCTOMUYMBOTO «TBOPYECKOIO KO/JIEKTUBA» PACTBOPAETCA B BUp-
Tya/IbHOM peanbHOCTH.

Cambliit e GUNOCOPCKUI M3 NPM30B NOKA 3aCNYKUBAET NHOOUMBbIN
dnnbm cnoseHckoro ¢unocodpa Cnasoa Mukeka «MaTtpuua», B KOTO-
pom y3HaeT cebs npakTUyecku ntobas TeopeTnyeckas KoHuenuus. ABTo-
pbl, KaK YCTaHOB/IEHO, BHMMATENbHO YMTanu K. JlakaHa. MNpusepeHubl
®paHKbypPTCKON WKONbI yBMAEAN B «MaTpuLe» «3KCTpanoanpoBaHHoe
sonnouweHne Kulturindustrie, oT4yKAeHHO-0BELLECTBNIEHHYIO COLMaNb-
Hyto CybcTaHumto (Kanutan), BocmpMHMMaemyto HeNnocpeacTBEHHO, Ko-
JIOHU3MPYIOLLYIO Hally BHYTPEHHIOH XU3Hb, MCMO/Ib3YHOLLYIO0 HAC B Kaye-
CTBE UCTOYHMKA 3HEPruu; CTOPOHHUKM New Age BUAAT B HEW UCTOYHUK
Pa3MbILLIEHNI O TOM, YTO Hall MUP — 3TO TOJIbKO MMUPAK, NOPOMKAEH-
HbIA BCEMMPHbIM Pasymom, KoTopbIii BONNOTMUACA BO BceMmnpHoOM nayTu-
He...» [6].

Pasym Bonnotuaca B nayTMHe, ngeasbHO COBMABLUEN C HENMHENHOMN
npupogol mbiwnenma. Cpean dunocodckux npeared «Matpuupl» —
aBTOp 3HameHuToro acce «OpHaMeHT u npectynaeHne» Agonbd Jlooc,
KOTOPbIM B 06/1aCTH apXUTEKTYPbI Bbln Tem e, Kem A. LLIEHGepr B My3bl-
Ke, J1. BuTreHwTenH — B dunocodun, a Kapn Kpayc — B KypHaNMCTu-
Ke, APOCTHO WM3rOHAA M3 CBOEM AUCUMNAWNHBI BCE HEYMCTOE U HAaHOCHOE.
B 4aCTHOCTM, OH CYNTAN OPHAMEHTaNbHbINA AM3AWH ap-HYBO 3POTUYHBIM
N BbIPOXKAEHYECKMM, NPOTMBOPEYALLMM NPaBUIbHOMY Pa3BUTUIO LIMBU-
NM3aunn, KoTopas AOMKHA ABUrATbCA NO NyTW cybavmaunm, 6onee vet-
KOro npoBeseHuns rpaHnu, 1 elle 6onblueit yncToTbl. OTClo4a ero NporHos,
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YTO C Pa3BUTMEM KY/IbTYPbl OPHAMEHT Ha npeameTax obuxoma byaet no-
CTENEeHHO UcYe3aTb, U, HAaKOHEL,, NPec/sIoBYTOoe 06beANHEHNE KOPHAMEH-
Ta W npectynnenus» [7, c. 144].

Mo MHeHMI0 TeOpeTUKa COBPEMEHHOTO MCKyccTBa Xana doctepa, Ha-
3BaHME KHWUIMM KOoToporo «[lMsaliH M npectynieHue» Hecay4yaHo nepe-
K/IMKAETCA C Ha3BaHMEM OTMEYEHHOTO Bbllle 3CCe, AN3aH — MOPaXKEH-
YecKoe MCKYCCTBO 63 3a/10XKEHHOMO BHYTPU CMbIC/A UK [lyxa BpemeHM,
apPXUTEKTYpPa, KOTOPas BO3HWUKAET NPOCTO A/ TOro, YTOObI, BONPEKN pyHK-
LUMOHANbHOCTU U MAehHOMY KanuTany obbeKTa, noparaTb CBOEMN 3K30-
TUYHOCTbIO M MbILWHbIMM GOPMaMK, a TaKKe 00LWMI naenHblli pasbpoga,
noTeps cepeamHbl, yrpo3a OKOHYaTe/IbHOTO OTYYXKAEHMSA UCTOPUN U pac-
CYZlKa OT TBOPYECKOTO M MbICIUTENIBHOTO Npouecca. «CerogHa He Hy»KHO
HECMEeTHbIX 60oraTcTs, YTobbl CTaTb AM3aNHEPOM UK AaXKe 0ObEKTOM Au-
3allHa — HeBaXXHO, MAET /M peyb O Ballem gome, busHece, obBucLIei
KOXe Ha /imue (ausaiHepcKaa XMpyprua), 3aTOPMOXKEHHOW NCUXuKe (au-
3aliHEPCKME HAPKOTUKMK), UCTOPUYECKOW NamMATU (au3aiiHepckue mysen)
unu byaywem Baweri OHK (amsaliHepckue aetum)» [8, c. 98].

KyHe-gpy duzaliHa — 3mo momasnbHoe npou3sedeHue UCKyccmaad,
Komopoe, 06beOUHAA apXumeKkmypy, *UB0MUCb, KUHO, UCKYCCMBO KaK
makoeoe u pemecsno, 00HOBPEMEHHO cmupdem 2paHuly mexcoy cybbek-
mom u 06vekmom. Hauas ¢ ocnabneHua rpaHuL, MeXay apXUTEKTYPOI U
MHpopMaumen, AM3aiH HeceT YHUBEPCabHYIO CEMaHTU3aLMIO Cpeabl, B
KOTOPOW BCE CTAHOBMUTCA NPEAMETOM McHncNeHUs GYHKLMI U 3HAYEHUH,
yto XK. boapuinap onpeaennn Kak «ToTanbHYH GYHKLMOHANIbHOCTb M TO-
TaNbHYO cemuypruio» [9, c. 264]. CyuecTeytoume Ha CerogHAWHNN AeHb
npeameTbl An3aHa rpynnupytotca B 6osee obLWIMPHbIE 06/1acTH, 06bEK-
Tbl AiU3aliHa, KOTOPbIMW MOTYT CTaTb U Pa3Hble HOBble U3A4enus, aHcamb-
N1, KOMMAEKCbI, CUCTEMbI B 11060W chepe Ku3HeaeaTeIbHOCTU obLiecTBa.
B KauecTBe 3TUX 06EKTOB BbICTYNAOT BCEOXBATHIBAIOLLME KaTEropuu: ob-
pasbl, PYHKLMM, CTPOEHUA U CTPYKTYPbI, TEXHONOTUYECKME GOPMbI, 3CTe-
TUYECKME LEHHOCTY.

. boapuitap nonaran, 4To NOAUTMYECKAsA SKOHOMMUA 3HaKa noA-
pasymeBaeT B3aumonpeobpa3oBaHMe CTPYKTYp TOBapa WM 3HaKa, T.e. UX

HAYKA TENEBUAEHMA Ne 15.1, 2019 162 THE ART AND SCIENCE OF TELEVISION



COBMECTHOE CYLLECTBOBaHME B KayecTBe eAMHOM CYLWHOCTM — TOBApOB-
06pa3oB, MMEKLLMX 3HAKOBYIO MEHOBYHO CTOMMOCTb [9, ¢. 146]. AusaitH
B NEPBYI0 oYepeab CBA3aH C XeslaHWeM, KOTopoe cerogHa napagokKcasb-
HbIM 0b6pasom KaxeTca beccybbeKTHbIM. MOXHO CKasaTb, YTO AM3aiH
bopmMUpyeT HOBbIV TUM HAPLMCCU3MA, CBA3AHHbIW UCKNKOUUTENBHO C 06-
pa3om, He Umes Mpu 3TOM BHYTPEHHEro n3mepeHus. 31o anopeos cybb-
€KTa, YpeBaTblil ero e ucyeaHoseHnem. MoeanHoKk obpasa M 3HaKa 3a-
MblKaeTcsa B camom cebe.

CospemMeHHbIll 2n06aabHbII MUp MPOHU3AH coomeemcmsyroweli
emy mawuHol npouszsodcmea 0bpasos, KAKo8ol cmanu maccmedud, Ha-
MHO020 rpesocxodaujue no macwmaby u aghgpekmusHOCMU CoO8pPeMEHHbIe
XyodoxecmeeHHble cucmemel. s cBOEro 3anycka U GpyHKLMOHNPOBAHWMA
3Ta MeLMaMalLMHA He HY)KAAeTCA B MHAMBUAYANbHOM XYL0MKECTBEHHOM
BMELLATeNbCTBE MOCPEACTBOM KaKoro-ambo WHAMBUAYANbHOMO XyAo-
YKECTBEHHOro pelleHua. «ECn Ke XYAOMHUK BbIXOAMT 3a npeaenbl Xy-
[OXeCTBEHHOMN cucTembl, — oTMevaeT b. poiic, — TO M cam HauuMHaet
bYHKUMOHMPOBATb TakK e, KaK 3TW NOJIMTUKM, CNOPTCMEHbI, TEPPOPUCTI,
KWMHO3BE34bl U APYyr1e KpyrnHble U Me/IKue 3HAMEHUTOCTU: ero AencTBuA
HauMHalOT ocBellaTb Meama. MiHaye roBops, XyAOXKHUK Cam CTaHOBUTCA
npousseseHnem UCKyccTea. Mepexos 13 XyA0KecTBEHHOW CUCTEMbI B MO-
JIMTUYECKYIO BO3MOXEH, HO OH NpeacTaBnseT coboit B Nepsyto oyepespb
M3MEHEHMeEe NO3MUUN XYA0KHMKA N0 OTHOLWIEHMIO K NpoLeccy Npou3Boa-
cTBa o6pasos» [10, c. 139].

MopobHyto TpaHchopmaumio 3ametu ewwe dOp. Huuwe, ckasaswui,
YTO Nlyyle ObITb XYA0MKECTBEHHbIM MPOM3BEAEHUEM, YEM XYAOKHUKOM
[11, c. 62]. OaHaKo nepcnekTUBa CTaTb NPOU3BEAEHMEM MCKYCCTBA A0-
cTaBnseT, 6e3ycNoBHO, He TONbKO YA0BO/NLCTBME, HO U MOPOXKAAET Tpe-
BOrY, BCNeACTBME NMOCTOAHHOW AOCTYMHOCTU B3rna4y APYroro — B3rnaay
Megma, UrpatroLLmx Posib ceepxxyOoHCHUKA.

b. Mpoic ono3HaeT TpeBory camoamsaliHa, KoTopas 3acTaBAseT Xy-
LOXHWKA, KaK U ntoboro, KTo nonagaer B 30HY BHUMaHWA meaua, cTa-
KMBATbCA ¢ 0bpa3om camoro cebs, UCNpaBaATb, MEHATb, NepeaesblBaTh
WM onposepraTtb ero. MIckyccTeo B Halle BpemaA Bce 60/bliue HanoMMHa-
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€T [IN3aiH, HO BCE }Ke He CNUBAeTCA C HUM. [71a8HaA npobaema dusaliHa
Ce200HA HE 8 MOM, KOK A MO2y CIIpOeKmuposame OKpyxarouwull mup, a
8 MOM, KAK A MO2y CIPOeKmuposams camozo cebs, usu, eepHee, KaK A
MO2y Cripasumecs ¢ mem, KGK amom mup rnpoekmupyem meHs. CerogHs
3TO CTAHOBMTCA 06LEN, BCENPOHUKatowel Npobaemoi, ¢ KOTopol cTan-
KMBAIOTCA BCE, @ HE TO/IbKO MOMIUTUKM, KNHO3BE34bl U APYrMe 3HaMeHUTO-
cTn. Takum riymem 83aumodelicmeus CO3HAHUA C HOBbIMU MeXHO102Us-
MU nipoucxodum ¢opmuposaHue Hosoli cybbeKmueHoOCMU, KOmopas Ham
npedcmasnaemca Kak cengp-cybvekmusHocCmeo.

B. MPoOMC, C aKUEHTOM Ha 3CTETUYECKYH OLEHKY M HeobxoaMMOoCTb
B3ATMA Ha cebs 3CTeTUYEeCKOM OTBETCTBEHHOCTM 3a CBOW 06/MK, BBOAMUT
MOHATWE CamMoM3aliH, KOTOPbIN HeKoraa bbi1 Npusuaernen n bpemeHem
HEMHOTUX U3bPaHHbIX, @ B HAle BPEMA OKa3a/iICi MaCCOBOWN Ky/NbTYPHOW
NPaKTUKOM. BUpTyanbHOE NPOCTPaHCTBO MIHTEPHETA CTaN0 NAOLWAAKON, HA
KOTOPOW MAET NOCTOAHHOE UMPPOBOE KOHCTPYMPOBAHUE U NEPEKOHCTPY-
MPOBaHMe CBOETO ML M CBOEro NPOCTPAHCTBA A4/ Aa/ibHellleln npe3eH-
Tauun Ha YouTube 1 Hao6opoT. Ho 1 B peasibHOM, OCTalOLWEMCS aHal0ro-
BbIM MMpPE OT HaC NO-MPEXHEMY BCE e KAYT OTBETCTBEHHOIO OTHOLLEHMWS
K TOMY, B KaKom 06pase cebsa mbl aBnsem B3rmaay apyrux. «CamoamsaiiH
— 3TO NPAKTUKa, Hanbonee pasnKanbHbIM 0O6Pa3OM 0ObEeAUHAIOLWLAA XY-
[OXHWKA U ero ayamMTopuio, NOTOMY YTO He BCe MPON3BOAAT XYA0MECTBEH-
Hble NPON3BEAEHUSA, HO BCE ABNAIOTCA XyA0XKECTBEHHbIMWU NPOU3BEAEHUS-
MW 1 OQHOBPEMEHHO CYMTAIOTCA UX aBTopamm» [12, c. 291].

Moboit BMA AM3aliHa, B TOM YMCie CaMOAM3aliH, Yallle BCero OKa-
3bIBAETCA NOZA NOAO3PEHMEM, YTO OH DOJIbLIE CKPbIBAET, HEXEN MOKa-
3bIBaeT. [1pyn 3TOM 3cTeTM3aLMA NONTUKN MHTEPNPETUPYETCA Kak Cnocob
3aMellaTb NOAUTUYECKNI Mecceay BM3yanbHbIMKU 3ddeKkTamu, a peanb-
Hble Npobaembl — co3gaHMem NOBEPXHOCTHOTO MMMUAKA. Ho npobaembl
NMOCTOSAHHO MEHATCA, @ UMUOK OcTaeTcA. YenoBeK NIerko CTaHOBUTCA
3a/10’)KHUKOM CBOEro MmugKa. M ero nonutmyeckne ybexkaeHus nerko
MOXHO OCMeATb, MPEACTaBUB UX /LU KaK YacTb Camogmu3aiiHa. JusanH
YNy4LLAEeT BHELHNI 06/1MK 06beKTa AM3aliHa, HO B TO XKe BPEMSA Bbl3blBa-
eT nofo3peHue, yto 6e3 ceoel BHeLWHel, 06/1aropoKeHHON An3aliHOM
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060/104KM 3TOT 06BEKT BblN Bbl UCKAOUUTENBHO YPOOMBLIM U OTTANKK-
BatoWwmm. «o cyTu, AM3aitH, B TOM YUCNE CamMOAM3alH, 3TO B MepBYIO
oyepeab MallMHA MO NPOM3BOACTBY NoAo3peHus. CoBpeMEHHbIA MUp
TOTa/IbHOrO AM3aiHa YacTo ONUCLIBAETCA KaK MMP TOTasibHOro cobnasHa,
BbITECHMBLUErO HEMPUIMAAHYIO PeanbHOCTb. HO MMp ToTanbHOro Au3ai-
Ha, CKopee, ABAAETCA MUPOM TOTa/IbHOTO NOAO3PEHUSA — CKPbITON yrpo-
3bl, NPUTaMBLLENCA NOA AN3aAHEPCKON NOBEPXHOCTLIO. M03TOMY rnaBHas
Luenb camoamsaiiHa — HeWTpanusauuMsa NoAO3PEHUA CO CTOPOHbI BO3-
MOXHOrO 3puUTeNa UAN CO3[aHuWe BMeYyaTNeHna UCKPEHHOCTU, KOTopas
BbI3bIBaET y 3puTena gosepue. Mpon3BoacTBOM UCKPEHHOCTM U A0Bepun
B COBpEMEHHOM MUpe 3aHuMatoTca Bce» [10, c. 292]. Bnpouem, 3To BCer-
Aa 6bl710 M ocTaeTcA IMaBHbIM AE/10M MCKYCCTBA, BO BCSKOM C/ly4ae, «Co-
BPEMEHHOTOY.

XYLOXHUK 3MOXM MoAepHMU3MA 06bIMHO NO3ULMOHMPOoBan cebs Kak
€MHCTBEHHOro YeCTHOro YesI0BeKa, BblAeNAIoLLEroca U3 mupa aumueme-
pyA U NPOAAXKHOCTU. B MogepHU3ME NPoM3BOACTBO UCKPEHHOCTU AeWd-
CTBOBA/IO KaK cnocob peayKkumu amsaliHa. Llenbto 6bino co3pats nycroe,
He3ano/IHeHHOe MPOCTPAHCTBO, YCTPAHWUTbL AM3alH, NMPAKTUKYA TeM ca-
MbIM «HYNEBOM AM3aiH». Tak M XyAOXKeCTBEHHbIV aBaHraph Hazeascs
co3a4aTb cBOOOAHbIE OT AM3aiiHa 06/1acTH, KOTOPble BOCTIPUHUMAIUCH Obl
KaK 30Hbl UICKPEHHOCTU U AoBepua. MHaye roBops, 04N KAYT MOMEHTa
WCKPEHHOCTU, Koraa chopmMMpoBaHHan AN3aliHOM NOBEPXHOCTb AacT Tpe-
WMHY, U MOXKHO ByaeT YyBUAETb, YTO CKPbITO BHYTPWU. HyNb-an3aitH — 310
MONbITKA MCKYCCTBEHHOTO CO34aHMA TaKOM TPELLMHbI Ha MOBepPXHOCTU. OH
obecneymBaeT 3puTeIO0 NMPOCBET, NYCTOMW Y4aCTOK MOBEPXHOCTU, CKBO3b
KOTOPbIM 3puTENb AOKEH YBUAETD BELLM B X NOANMHHOM 06/1M4be. Bos-
HWKaeT meAumanbHas CTPYKTYpa, BHYTPU KOTOPOW UKOHOK/AA3M (MKOHO-
6opyecTBo) ABNAETCA METOAOM MOPOXKAEHMA UKOHBbI Ke, MPOAYKTUBHbIM,
W AaXKe eAUHCTBEHHbIM.

B. polic npocnexunsaet, Kak GpYHKLMOHUPYIOT COBPEMEHHbIE WMKO-
Hbl, KOTOPbIE He ObINN CO3AaHbI XYAO0XKHUKOM, a BO3SHUKAN KaK ByaTo Obl
CMOHTAHHO B COBPEMEHHOM MeZMafbHOM NpocTpaHcTaee. K npumepy, Te-
pakTbl 11 ceHTAbpa 2001 roaa B Hbto-Mopke co3panu (cnopHbiii Bonpoc,
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HaCKO/IbKO CMOHTAaHHO) MeZAMANIbHYI0 MKOHY CaMOJIETOB, BPe3atoLLmXca
B Twin Towers. A B nocsieaHee Bpems ee cBoeobpasHon 060poTHOM cTo-
poHow ctana ¢otorpadua ns Aby lpeib, roe KeHwmMHa-conaat BeaeT Ha
LLENOYKe MPAKCKOro NIeHHOro, CTOALLEro Ha YeTBepeHbKax. CBeaylume 1c-
KyCCTBOBEZbl OMO3HAIOT B HEM OAMH M3 BapMaHTOB aKuumu 1960-x rogos
Banu dkcnopt u MNeTepa Balibena [6]. He rpex BcnomHuTb TYT M Onera Ky-
JINKQ, a Takxe [1. Masonuuu, rge 8 «100 aHAx Cogoma» BO3HUKIA NPAKTU-
YecKM Ta e Komnosmuma. CobbITUA CTaHOBATCA KaK MOJMTUYECKOW, TaK
M 3CTETUYECKOW penpeseHTaumen meamnanbHO CTPYKTYpPbl GUAbMOB, Npu
TOM, YTO MeauasbHas CTPYKTypa GuAbMa Kak OCHOBa COBPEMEHHOIN Me-
Ava npeacTaBnseT cobol He YTO MHOE, KaK NpUBEAEHME BELLEN B ABUKE-
HWe, KaK NPaBu/Io, pPaspyLnTesIbHOE.

MOCTMOAEPHMUCTCKAA 3MOXa PAcTEPAHHOCTM M yTpaTbl OPUEHTUPOB
CTAHOBWUTCA NPOCTPAHCTBOM nobeabl rMobanbHOro cynepmapKeTa, B KOTO-
POM KaKyl-TO LLEHHOCTb NPEeACTaBAAoT NUllb NPeaMeTbl C Ha3HaYeHHOW
CTOMMOCTbI0. [n3aiiH, No mHeHuto docTepa, — 3TO NOpPaXKEHYECKoe UC-
KycCTBO 6€3 3a/10)KEHHOT0 BHYTPY CMbicAa UK [lyxa BpeMeHM, apXUTEKTY-
pa, KOTopas BO3HMKAET NPOCTO A/ TOTO, YTOObI, BONPEKN QYHKUMOHAb-
HOCTU M MAEMHOMY KanuTany 06beKTa, NopaxKaTb CBOEM 3K30TUYHOCTbIO U
NbIWHbIMKM pOPMamMM, a TaKKe 06K naenHbIM pa3bpog, noTeps cepe-
[AVHbI, YrP03a OKOHYATEIbHOrO OTYYXAEHUSA UCTOPUM M paccydKa OT TBOP-
YECKOro M MbICIMTENbHOrO Npouecca. «[n3aiiH cTan UCTOYHMKOM Mpak-
THyeckn BecnepeboliHOTO KpyroBopoTa MPOM3BOACTBA U NOTpebneHus,
NMoYTH He ocTaBuB ,,npocTopa” ans yero-nmbo nHoro» [10, c. 98].

Ecnn nepBas npomblluieHHas pesontouusa chopmupoBana nosie no-
JINTUYECKOM SKOHOMUM, PaALMOHANBbHOM TEeopuM MaTepuasbHOro npowus-
BO/CTBA, TO BTOPas MPOMbILL/IEHHAA PEBOMIOLUMA pacnpocTpaHuaa cucre-
MYy MEHOBOM CTOMMOCTM Ha BClO 06/1aCTb 3HaKoB, GOpPM WM NpPegMeToB.
KayecTBEHHbIN CKa4yoK OT MOJIMTUYECKOM 3KOHOMWMWM TOBapa K «MOUTK-
YECKOW 3KOHOMMM 3HAKa», B paMKax KOTOPOW CTPYKTYpbl TOBApa M 3HaKa
B3anmonpeobpasoBbiBasv APYr APYra, CAeNa M BO3MOXKHOW COBMECTHYIO
LUMPKYNALMIO B KaYecTBe eAMHOM CYLLHOCTM — ToBapoB-0bpasos, obnasa-
IOLLMX 3HAKOBOI MEHOBOM CTOMMOCTbH0. «[1POEKT, CTaBALLMIA Lie/Iblo BOCCO-
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€[MHEHME }KM3HM U UCKYCCTBA U B Pa3HbIX BAapMaHTax NoALepKunBaBLUNIACA
npeacTaBUTEN MU ap-HYBO, Bayxay3a 1 MHOTUX APYTUX ABUMKEHWUI, B UTOre
OKa3a/cA peann3oBaH — HO B COMIaCMM CO CNEKTaKYNAPHbIMU TpeboBaHMsA-
MU KyNbTYPHOW MHAYCTPWM, @ He C 0CcBOBOANTENbHBIMM aMBULMAMM aBaH-
rapga» [8, c. 190]. U B Halle Bpemsa HOBbIX [1106a/bHbIX CABUIOB [NTaBHOW
dbopMoIt NyCcTb UCKAXKEHHOTO, HO BoccoeanHeHMs Gopm, YTo NoAKPenIseT-
€A HOBbIMM Hay4YHbIMWU UCCNEA0BAHUAMM AEATENbHOCTU FOJIOBHOIO MO3ra
BO B3aMMOAENCTBUM C r'yMaHMUTapHbIMM HayKamm [13], ocTaeTca gu3aitH.

KaK M 3KOHOMMKA B LEe/NIOM, AM3aliH 3TUYECKU HEUTpaneH, Ho npu
3TOM BOMPOC 06 «OTBETCTBEHHOCTM GPOPM» HE CHUMAETCA, O YEM MULLET B
«Mudonorusax» P. bapT, npuxogs K BbIBOAY, YTO AaHHYI Npobiemy cneay-
€T CTaBUTb KaK npobnemy 3HavyeHua [14, c. 233]. AunsaltHepCKUiA OCTaToOK
«CMMBOJIMYECKOTO 0OMEHa» Haue/eH Ha KOMbOPT NO3HAKOLWEro MO/b30-
BaTeNs B €ro CTPEMJ/IEHUU K 3BPUCTUYECKOM BM3Ya/IbHOM 0ObEKTUBALUMN
3HaHuAa [15, c. 24].

TaKoBO Ha CEroAgHALWHUI AeHb NOHUMaHWNE KOTBETCTBEHHOCTM GOPM»
B KOHTEKCTE JIOTVKWU BU3Ya/IbHOTO MbILL/IEHUA U HOBOW, Mepornnduyeckn
mepuatowen cybbektnsHoctu [16, c. 113-114; 17, c. 39-40]. Mbl 6b1 onpe-
OeNnvnn eé, B CBETE BCEI0 CKA3aHHOTO Bbllle, KaK cesng-cybbeKmusHoCMe.
HemanoBakHOM 3agayelt Ha NyTM AafbHENLIEro MOCTUXKEHMA AAHHOMO
COCTOSIHUSA ABNAETCA MOHMMAHMWE TOro, HAaCKO/IbKO OPraHNMYHO ONMCaHHbIe
3/IEMEHTbI U MEXaHW3Mbl aJanTUPYHOTCA K AMHAMMUYECKOW KapTUHE TeKy-
Wmx GUN0COPCKMX NOCTPOEHUIA, CTUMYANPYA UX AUHAMMUKY.
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TEHAEHUWWN PA3SBUTUNA

BU3YAJIbHbIX NCKYCCTB
nod BIMAHNEM HOBbIX
3KPAHHbIX TEXHO0T U

AHHOTaumA. Pa3BuUTME M NOUCK HOBbLIX BbIPA3UTENbHbLIX CPEACTB B BU3Yasb-
HbIX MCKYCCTBaxX B HacToAlee Bpems CBA3aH C HEeMnoCPeACTBEHHbIM B/U-
AHMEM 3KPaHHbIX TEXHOMOMMA. M306pasuTenbHOE WMCKYCCTBO CTaHOBUTCA
cybkaTeropuelit MefiMakynbTypbl, KOTOpas MpeanaraeT 3pUTENI0 CAONKHbIN
M KayeCcTBEHHbIN B TEXHUYECKOM OTHOLIEHUW BU3yanbHbIA NPoayKT. CTpem-
NeHve BUPTyann3nposaTb 06pasbl, CO34aBas UMMEPCHBHbIE W MHTEpaK-
TUBHbIE XYAO0eCTBEHHble NMPOCTPAHCTBa, obpeTaeT Bce HOMbLUIYIO aKTyanb-
HOCTb CPeaM XYAOMKHWUKOB, Pa3BMBaACb He TObKO B MHAMBUAYANbHOM, HO
yalle B KONEKTMBHOM TBOPUYECTBE apT-rpynn, BKAOUYaoWmx IT MHKeHepoB
u au3aiiHepos. Mo cBoemy cofepKaHWIo COBPEMEHHbIE apT-MPOEKTLI YacTo
NPeLCTaBNAOT cO60M NONEMUKY UAN AWMANOT C TPAAULMEN C NPUBAEYEHU-
€M 3CTETUKM NOMN-KyAbTypbl M NOCTTyMaHu3Ma. MHorve npowvssefeHus
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BM3YaNbHOTO WCKYCCTBA CEroAHA NPeACTaBAsAoT cOb0iN BUPTYasbHble WM
nonyBMpTyasbHble NepdopMaHChl, NorpyxatoLue 3putens B ocobyto cpe-
Zy 06pa3oB cMeLlaHHOM peanbHOCTU. [NaBHOW 3a4a4eit COBPEMEHHbIX UH-
CTaNNAUMI CTAHOBUTCA CO34aHME HOBOFO OMbITa Ha rpaHuULLEe TENEeCHOro v
BUPTYanbHOro. MepeocMbiCieHMe TeNeCHOCTM KaK aHTUTe3bl BUPTYaibHOCTM
pa3BoOpauMBaeTCA B NPOEKTAX aKTUBHO Pa3BMBAIOLLErOCA HanNpaBieHMUA Co-
BPEMEHHOr0o UCKyccTBa 6MoapT. CoBPeMEHHbIN TeaTp TaKkKe MHTerpupyer
9KPaHHbIE TEXHOMOMMM B apCeHan CBOWX XYAOMKECTBEHHbIX cpeacTs. Ponb
3KpaHa B TeaTpe MOXKET bbITb Kak cyrybo TexHW4ecKoi, obneryatowei pe-
KMCcepy NocTpoeHne BMU3YasbHOTO TEKCTa CMEKTAKASA, TakK U CeMaHTUYeCKM
LLeHHOM W, B HEKOTOPOI CTeneHun, cMbicnoobpasytoweit. MocneaHas umeer
6osbluee 3HaYeHWe ANA TeaTPasbHOro NpoLiecca, Tak Kak HeceT B cebe He
TO/IbKO NOTEHLMaN PasBUTUA TEXHUYECKOTO OCHALLEHNA U CLLEHWUYECKON Ma-
WMHepUM TeaTpa, HO M OTKPbIBAET HOBOE MPOCTPAHCTBO M HanpaB/ieHne AN
TBOpYecTBa. Hanbonee nepcneKkTMBHOE MCMONb30BAHWE 3KPAHA M NPOEKLMM
B CBETE CUHTETUYECKUX UCKYCCTB U Pa3BUTUA BbICOKMX TEXHONOTUI BUAMUTCA
B YCUJIEHUWU MX CaMOCTOATENbHOCTU. MOHMMaHMe 3KpaHa M MPOEKLMM KaK
CaMOCTOATENbHOIO Xy40XECTBEHHOO 3BE€Ha HapAAY CO CLieHapMeMm, akTepa-
MU, cueHorpadumel, 3ByKOBbIM peLleHnem, CBETOBOI NapTUTYpoOW ABAAETCA
HEOTbeM/IEMOM YaCTblO TeaTPasbHOrO fA3blka B Byayuiem. ABTOpbI CTaTby
NPUXOAAT K 3aKNIOYEHWIO, UTO B 6O/BLUMHCTBE COBPEMEHHbIX NPOV3BEEHN
BM3YaNbHOMO UCKYCCTBA XYAOMKHWK GUKCUPYET NepecTpoiiKy 1 BO3HUKHOBE-
HME HOBOrO TMMA 3CTETUYECKOro BOCMPUATIA Ye0BEKA IMOXM MOANOHTU3MA,
rae o6pasbl KOMNEKLMOHWUPYIOTCA U FeHepUPYIOTCA B HOBOM MEAUIAHOM U3-
MEpPEHUM, a TaKkKe anpobupytoTcs HoBble GOPMbI B3aMMOAENCTBUA 3pUTENA
¥ Npou3BeaeHUA UCKYCCTBA.

KnioueBble cN10Ba: COBPEMEHHOE UCKYCCTBO, HOBbIE TEXHONOMMM, BUPTYab-
HasA peasbHOCTb, LONONHEHHAA peanbHOCTb, BUOapT, 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
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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

CoBpemeHHbIl 3Tan pPa3BUTMA BM3YasibHbIX MCKYCCTB CBA3aH C He-
nocpeacTBEHHbIM B/IMAHMEM 3KPaHHbIX TEXHOMOMMA. Ha Mx ocBoeHue
MHOTUX XYAOXHMKOB BAOXHOBAAET BO3MOXKHOCTb KOHCTPYMpPOBATb BUP-
TyasibHOE UAKN NONYBUPTYaAsIbHOE XYAOXKECTBEHHOE NPOCTPAHCTBO, CUHTE-
3npya pasnnyHble Gopmbl U GopmaTbl. XYAOKHUKU Pa3BUBAIOT NPUEMDI
MMMEPCMBHOCTM, TO €CTb MNOrPyKEHUA B BUPTYANbHOCTb, MM UCNOJb3YIOT
BO3MOKHOCTU [AOMNOJIHEHHON PeanbHOCTW, BMAA B TEXHOJIOTMAX HOBbIE
CpeacTBa Bbipa3uTeNbHOCTU. B oTeyecTBEHHOM MCKYCCTBOBEAYECKOM AMUC-
Kypce nogopom K UHmez2payuu yugposo2o KOMMNoHeHMa 8 MKAHb Mpa-
OUYUOHHbIX Xy00oHeCmaeHHbIX cpedcms Heu3mMeHHO 8bi3blI8aem 80rpPocsl
0 CMbIC/1006pa308aHUU 8 HOBOM KOHMeKcme. MpobnemaTvKa BAMAHMA
TEXHUYECKMX HOBLLECTB Ha BbIPa3UTE/IbHbIM A3bIK BU3YyaslbHbIX UCKYCCTB,
B NMEPBYIO o4epesb, CBA3aHa C TEHAEHLMAMMN KHOBOW aHTPOMONOTUNY, TO
eCcTb npoLeccammn NepeocmbICIEHNA POU XYAOMXHUKA B npoLecce TBOp-
YecTBa, C O4HOMN CTOPOHbI, U BO3HUKHOBEHMEM HOBbIX CNOCO60B B3aMMO-
AeNCTBMUA C NPoM3BeAEHNEM UCKYCCTBA CO CTOPOHbI 3pUTeNs, C APYrou.
MMeHHO Ha co3gaHue HOBOro MOrpaHMYHOro TeeCHOro U HeTeNeCcHOro
onbITa paboTatoT COBpeMeHHbIe XyA0XKHUKY, cnonbsytowme VR 1 AR Tex-
HoMoTUN.
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HoBble TeXHONOMMK B KOHTEKCT BbICTAaBOYHbIX NPOCTPAHCTB aKTUBHO
BHeapseT LleHTp coBpemeHHoro mckycctsa «MAPC», npeacrasnaa pas-
JIMYHble NPOEKTbl, NO3BONAIOLWME BOBNEKATb 3pUTENA B MHTEPAKTUBHYIO
cpeay, AeCcTBYIOLLYIO cpa3y Ha Bce opraHbl YyscTs!. B 2019 rogy MAPC oc-
BaMBaeT MHHOBALMOHHbIV ronorpaduyeckmii popmat: yctpoiicTtea, pabo-
TalolmMe No TEXHOAOrMM HeMpepbIBHOrO BUAEHMA, KOTOpble co34atoT 3¢-
¢deKT napAwmx B Boayxe potorpaduin. Kpome Toro, nssectHasa B Poccun
rpynna AES+F nposeMoHCTpMpOoBana CBOM HOBbIN BUPTYabHbINA NPOEKT,
OCHOBaHHbIN Ha Nbece bpuTaHckoro gpamatypra Capsbl KeiiH (1971-1999)
«Mcuxo3». CloxKeT pa3BopayunBaeTCa B NCUXMATPUYECKOW KAMHUKeE, nepe-
HOCA 3puTeNA B CO3HAHME MUCATeNbHULLbI HE33LONT0 A0 ee camoybuid-
cTtBa. VR TexHOn0rMM nNo3BONAIOT 3pUTENIO NOrPy3nTbCA B CIOPPeanncTu-
YECKM MUP BUAEHWI aBTOPA M Y3PETb PEANIBHOCTb €€ [1a3aMu, NEPEKUTb
NCcUXOAeNNYEeCKMe BHYTPEHHME OLLYLLEHWUA TeHUA Ha NocaeaHel cTagun
nomeluaTtenbcTea. Ha 3anase MMepCUBHbIW OMNbIT MPOHUKHOBEHUSA B CO-
3HaHWe NCUXMYECKMX BONBHBIX NPAKTUKYETCA B XY/A0XECTBEHHbIX MHCTa-
NALMAX C UMUTaLMEN TONOCOB, BUAEHUN, OPYIUX HEOObIYHbBIX OLLYLLEHWI
C Lenblo MoBbICUTb MOHUMaHWe Mny6anKoW cneundUyecknx CoCToAHUM
Jogen ¢ paccTpoicTeamum ncuxmkm [1, p. 947-950]. Obwas coumanbHas
HanpaB/feHHOCTb apPT-MPOEKTOB OT/IMYAET MNOAXOZA, CO34aHUA NOA06HbIX
WHCcTannauuin B EBpone.

B apyrom 3ane ueHTp « MAPC» npenoctaBaseT BO3MOXKHOCTb MPOry-
naTbea no TpunTmxy W. bocxa «Cagbl 3eMHbIX HacAaXAEeHUM», ncnonb3ya
OYKM BUPTYaNbHOMN peanbHOCTU. B coceaHeln KoMHaTe 3puTento npeana-
raerca «Mno3HaTb cebs», Nponan BUPTYasbHbINA KBECT ¢ GpUI0CODCKMM CO-
AeprKaHnem. B KybMUHAUMOHHbIA MOMEHT KBECTa YYaCTHUKY MpeacTo-
UT COBEPLUMTb 3K3UCTEHLMANbHbIA BbIOOP: CTOA HA KEeNe3HOLOPOXKHOW
pa3BU/IKE 32 HECKO/IbKO CEKYHA A0 npubaunkeHua noesga, Heobxoanmo
[ePHYTb pblyar, pelnB HanpaBUTb ero Nog OTKOC, YTODObl CNacTH LWEHKa,
UM coutb cobaky, HO COXPaHWUTbL KM3Hb Naccaxkmpam. Takon cnekTp pas-

1CM. odurumanbHblin caiT: LieHTp coBpemeHHoro nckyccrsa « MAPCx»: URL: http://centermars.ru
(OaTa obpalyeHua: 28.03.2019).
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HOMNAHOBOWM NPOAYKLMM OT KOHUENTya/M3Ma M 3K3UCTEHLMANM3MA [0
pa3BnekaTenbHou 3D aHMMaLUUKM paccyMTaH Ha BCe YPOBHU 3CTETUYECKOTO
BOCMPUATKA, Ha 3pUTENA C Pa3/IMYHOMN CTEMNEHbO NOArOTOBKM.

B mupogom meduauckyccmee aKmueHO pa3sueaemcs meHOeHyus
ucnone308aHuUs AonosHeHHOU peanbHOCMuU, KOTopas No3BO/AET COBMe-
WaTb M306pasuTenbHbie 06pasbl, CO34aHHbIE B TPAAULMOHHbLIX MaTepu-
anax XXuMBOMUCKU UAM TPAadUKK, C BUPTYA/IbHbIMMU CTaTUYHBIMU WU aHWU-
MMPOBAHHbIMKU 0Bpazamu. MpM NOMOLLM NAAHLWETA 3pUTENL COBMELLAET
n306paxKeHnn, NMM60 MyTewecTBYeT MO BbICTAaBKE B BUPTYas/ibHbIX OYKaX,
OKa3blBasACb B TPEXMEPHOM MPOCTPAHCTBE M306pa3nTENIbHOTO UCKYCCTBA.
Hanpumep, 8 2019 r. 3HameHUTble GpaHLYy3CKME LUDPOBbIE XYAO0KHUKM U
MyNbTUMeANHbIE Xopeorpadbl Adrien M & Claire B. npeacTaBnsAoT UH-
ctannaumio «Abstract Landscapes». MHTepaKTMBHOE WOy Npeg/iaraeT UM-
MEPCUBHbIN PU3MYECKMI OMNbIT B AECATU LUMPPOBLIX Neli3axax ¢ obLuei
KoHuenumen «CAnaHne MHCTaNNALMIA COBPEMEHHOro UCKYCCTBa U UANIO-
3MOHMCTCKOrOo CneKTakAa KoHua XIX Beka». B NpocTpaHCTBe BbiCTaBKM 3pu-
Tesb UAET NO MOy, PearvpyowemMy Ha Wwaru, MaHUnyIMpyeT CBETOBbIMU
YacTULLAMM B TUFAHTCKOM LMbPOBOM Kybe namn ayeT B CTEKAAHHbIE KOPOO-
KM 1 HabslogaeT BUPTYabHble BYKBbI, KOTOpble cobupatoTca U pasbupa-
toTCcA, 6YATO OT MarM4yecKkoro NPUKOCHOBEHMUS.

B Apyrux cBoux npoektax $paHLy3CKMEe XYOAOMKHWKM COBMELLAoT
xopeorpaduio u MynbTUMEAUAHbIE UHCTANNALUM, foNorpadua CAyKUT B
KayecTBe AeKopaumi cnektaknen. Oxeddpu Poyac paccmatpusaeT AR
KaK obutaemyto cpeay, U3 KOTopoi LndpoBoe 1 pUsnYeckoe «COBMECTHO
KOHCTPYMPYIOT APYr ApYra», U3 Yero porKaaeTca HOBOE KayecTBo “cmelle-
HUA” peanbHocTen» [2, p. 131].

MMMepCcUBHOCTb B COBPEMEHHOM BU3Ya/lbHOM MCKYCCTBE CTaHOBUT-
€A OAHMM M3 OCHOBOMO/AraloWMX TPEHA0B, 3aBOEBbIBAOLMM NONyAAp-
HOCTb. [NaBHbIM AB/AETCA BO3AENCTBME Ha Pa3/IMyHbIe OpraHbl YyBCTB pe-
UMNUEHTa M NOJIHOE ero MOrPYKEHME B CMOAEMPOBAHHOE XYAOXKHUKOM
NPOCTPAHCTBO, HO YXKe He NpeAMEeTHOE (Kak 3To 6b1/10 B 3HBAWMPOHMEHTAX,
nepdopmaHcax M XanneHMHrax), a BUpTyanbHoe. ApT-NpoCTPaHCTBO, Ha-
XoAAlleeca Ha rpaHuLe peanbHOCTM U BUPTYaNbHOCTW, OTPaXKaeT obLmit
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¢deHomeH npebbiBaHUA B CMeLIaHHOW peanbHOCTU (MOIMOHTU3M), CBOW-
CTBEHHbIN COBPEMEHHOMY MUPOBOCHPUATUIO.

MmmepcusHoe UCKyccmeo 0080s6HO Pa3HOObPA3HO Mo Kayecmsy
U 3cmemu4ecKomy YpOBHIO, BapPbUPYACb OM KOHUEenmyasabHoz2o ab-
CMPAKMHO020 XaHPa 00 pazsgaekamenbHo20 AMMPAKYUoHa. Mepsoe me-
CTO MO PA3BMTMIO 3TOFO HAMpPaBAEHMUSA 3aHUMAET ANOHUA, rae ANHAMUYHO
Pa3BUBALOTCA BM3yasibHble TEXHOOMMU. BCEMMPHO M3BECTHas AMOHCKas
apT-ctyaua «Teamlab» (cocTosawas m3 500 XyaoXKHMKOB, WHKEHEPOB,
NpPOrpaMMmMCTOB U apPXMTEKTOPOB) CO34aeT WOy rPaHAMO3HOro macluTa-
6a, LeNblo KOTOPbIX CTAHOBMUTCA CAUAHMUE TEXHUKM U UCKyccTBaA. OAHMUM U3
NPOEKTOB CTyaAnM B My3ee CuHranypa cTasa MHCTannaumsa «XpycranbHas
BceneHHan», rae 3puTe/ib OKasblBaeTCA BHYTPU M306paKkeHUs, nonagas
B WJ/IIIO3MOHUCTCKOE MPOCTPAHCTBO OECKOHEeYHOro NabupuHTa, HO OHO
HaCTONbKO PeanbHO, YTO YENOBEK MONET 3abnyautbea. MNpu atom npo-
CTPaHCTBO MHTepakTueHO: Crystal Universe moKHO ynpasaaTb co cMapT-
doHa M MeHATb UBeToBYylO rammy. CTyaus 3aHMMaeTCs He TONbKo apT-
NPOCTPaHCTBaMM, HO U AM3altHOM NyBANYHBIX 3aBedeHUI. TaK, Hanpumep,
WHcTannsaumen « Mnpbl 0CBOBOXKAEHHbIE 1 3aTEM CBA3aHHbIE» 0OPMIIEH
pectopaH SAGAYA B Tokuno. lNoceTutenn KnagyT TapenKky Ha CTo/, A Ha CKa-
TEPTU pacLBETaOT LBETHI M NO Tapeskam nopxaroT 6abouku. B cBoeit KOoH-
LEeNUUN XYO0XKHUKN 06BACHAIOT, YTO BEPAT B LMbPOBbLIE TEXHONOMMU, KaK
B BO3MOXHOCTb paclMpPATb rPaHuLLbl MCKyccTBa. Kpome Toro, C nomoLbio
MMMEPCUBHbIX MPOCTPAHCTB OHM MbITAOTCA U3MEHWUTH OTHOLIEHUA MEXAY
NOAbMU, CO34aBasA NO3UTUBHbIW ONbIT MPUCYTCTBUA 4PYrOro2.

OO0HUM U3 3HAYUMBbIX acrneKkmos 8030elicmeus uHcmanaayuli aemo-
pbl cHUMQArom usmeHeHue MPOCMpPAHCMBEHHbIX XapPaKmMepucmuK usobpa-
3UMmesnibHo20 UCKYyccmed. Imu U3MeHeHUA Kacaromcsa KaK paspyuleHus
2PaHUY MeX0y npou3eedeHUAMU UCKYcCMad, maK u 8bixo0d 3d rnpeodesbl
(hU3UYECKUX U KOHUENmyasabHbIX 2PAHUY. INeMeHTbl 04HON paboTbl Mo-
ryT N1IaBHO B3aMMOZENCTBOBATbL UM BAUATbL Ha 3/IEMEHTbI APYyrux pabor,

2Cm. opnumanbHblit caitT apT-cTyammn «Teamlab»: URL: http://www.teamlab.art (Jata ob6pate-
HuA: 28.03.2019).
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BbICTAaB/IEHHbIX B TOM }Ke NpocTpaHcTBe. ECnun Knaccmyeckaa nepcnekTuea
n306pasnTeSIbHOr0 MCKYCCTBA MCMOb3YeT GUKCMPOBaHHbIN GOKYC Man
eMHYI0 TOYKY 3peHMus, TO «yNbTPacybbeKTUBHOE MPOCTPAHCTBO» UM-
MEPCUBHOTO NPOM3BEAEHNA HE NPUAEPKUBAETCA GUKCMPOBAHHBIX TOYEK
CX04a, YTO NO3BO/AET 3PUTENAM MEHATb CBOM MO3ULMU N TOUKM 3PEHMSA.
Takow nprem No3BONAET 3PUTENAM NPUHUMATD Y4aCcTUE B KOMMO3ULMOH-
HOM pPeLLEHMM XyL0KECTBEHHbIX PaboT C MX COBCTBEHHbIX MHAMBUAYA/b-
HbIX MO3MLMI, NPU 3TOM B3aMMOAEMNCTBYA C APYrMmMU 3puTenamu. B «nno-
CKOCTM CBepXCy6beKTMBHOIO MPOCTPaHCTBa» He cyllecTByeT 6apbepos
MeXAay 3puTeNnem u NPoeKUMOHHON NOBEPXHOCTbIO, YTO obneryaeT B3au-
MOZENCTBUE MEXKAY 3pUTENEM N NPOU3BEAEHUAMM UCKYCCTBA, NO3BONAA
emMy UHUUMNPOBATL M3MEHEHUSA B MPOM3BEAEHUN UCKYCCTBA.

Takum 06pasom, XyaoxKHUKK «TeamLab» nepepabatbiBaloT U nepe-
OCMBbIC/IMBAIOT KOHLENUMM U NPEACTABAEHUA NPOCTPAHCTBEHHOMO CO3Ha-
HUSA, B TOM YnMCe UccneayoT TpagmLMOoHHbIE MPUeMbl MCKYCCTBA ANOHUMK,
WMHTEPNPETMPYA UX C NOMOLLbIO UMOPOBLIX TexHoNOrMiA. Koraa 3puTens
cB060OAHO NepemeLaeTcs B apT-NPOCTPAHCTBE, NPOM3BEAEHNA UCKYCCTBA
TPaHCHOPMMPYIOTCA, B 3aBUCUMOCTM OT €r0 NOBEAEHMA U ABUNKEHWUI. 3pU-
TENN MOTYT UCMbITATb, MEPEXUTb UCKYCCTBO MO-HOBOMY — Yepes B3aumo-
[encTBue U COTPYAHUYECTBO, YTO OTCbINIAET K MPAKTUKE MOAEPHUCTOB, HO
B HOBOM BMPTYya/IbHOM KayecTBe. 34ecCb NPOUrpbIBaeTCA ONbIT BUPTyab-
HOro Tena (AMCTaHUMOHHOrOo Tena) MeauiiHOW PpeanbHOCTH.

Zpy2aa cmopoHa ompaxeHUas pa3sumusa CO8PEMEHHbLIX MexHOs0-
euli 8 uckyccmee, A8AA0UWLAACA c80e0bpa3Hol aHmume3oli 8UpmMyasibHO-
cmu, — buoapm, 20e XyOOHHUKU pabomarom ¢ MKAHAMU, 6aKmepusamu,
MUKPOBamMU, UCMOMb3YA HUBYI0 Mameputo, npuems! 2eHHOU UHX#eHepuu u
KAoHuUposaHus. X. Kennet nuwweT B CBOEN CTaTbe 0 HOBOM }KaHpe «nopTpe-
TUPOBaHMA KoXu» (‘skin portraiture’) Kak o pexuMme npeacTaBieHuUs, Ko-
TOPbIN AAET NPUBUNETMM KBA3MAHOHMMHbBIM, GparmeHTUPOBaHHbIM, yBe-
JINYEHHbIM M aHaTOMUPOBAHHbIM U306paxKeHMaM Koxu [3, p. 138]. AsTop
CTaTbM YTBEPXKLAET, YTO 3TOT CNOCOD penpeseHTauum nepegaet MHGopma-
LUMIO O TENECHbIX MepPeXNBaAHUAX, TAKUX KaK pedIeKCUBHOCTb, 3MNaTUA U
PenaUMOHHOCTb. BUoapT NepeopUeHTUPYET rpaHnLLbl MEXKAY «aA»/«He A»
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1 cy6bEeKTOM/06BEKTOM, U XYA0MHUK BPOCaET BbI30B KYNbTYPHON NpuBep-
YKEHHOCTU TPAAWULMOHHBIM NPeACTaB/IeHUAM O TeSIECHON aBTOHOMUMU.

Takum obpasom, buoapm svicmynaem 8 KaYecmee aHMaz2oHUcmu4e-
cKoli hopmbl nopmpemHoUli #usornucu, Kak ceoe2o poda aHmurnopmpem.
MN3yuan meTadopy «KOXKM KaK TEXHONOTUMU», BUO-aPT CO34aET KXMMEPHYIO
KOXY» MOCPeACTBOM MPAKTUKKN KyNbTUBMPOBAHWUA TKaHeW, No3BossAn Te-
JTaM BM3YaJiIbHO CTAaHOBWUTLCA POACTBEHHbIMM, HECMOTPA Ha pasnyve B
reHeTuke. «KoKHble NopTpeTbl» 6MoapTa pPaspyLLaloT anuaepmasbHble
rPaHuLbl, YTO NOPOXKAAET FMNEPTaKTUAbHbIA cnocob HabnwoaeHus 3a
CyObEKTOM U €ro KOXel.

[na cBoero TBOPUYECKOro npoekTta «MembpaHa» aBCTPUNCKaNA XYA0XK-
Huua CoHn Bémenb co3fana WepcTAHOWM KOCTIOM 4J/1 MaHEeKeHa, KOTopbIit
MOT pearmpoBaTtb Ha HakTepum KoxKK. Yawka MeTpu ncnonb3oBasach Aas
oTObpaXKeHUa GaKTepPMaNbHOM PeaKUMM KOXKK Ha LepcTb. 3puUTesb Mo-
eT HabntoaaTb 3a HaKTepUAMM, KBTOPON MUKPOBOHOM KOXKe», KOTOpYHo
MOXHO HalTW Ha NOBEPXHOCTM HaLLEero Tesa. ITO NPOMEKYTOUHbIW C/I01,
MOJIHBIN XU3HU, KOTOPbIW CYXKUT MeMbpPaHO A1a 0bMeHa MeXKay TEZIOM
M OKpy’Katolel cpeaol. brarogapa cBoemy XyaoXKeCTBEHHOMY Ucc/ieao-
BaHWIO 3TON HEBMAMMOW MeMbpaHbl, BEmMenb CTaNIKMBaeT Hac C MMKPOMMU-
POM YesIOBEYECKOTO TeNla, KOTOPbIW ABAAETCA /IMLUb KPOLIEYHON YacTbio
KU3HEHHbIX MUKPOBHbIX B3aumogaeincTesuit [4]. MogobHble apT-NpPoeKTbI
CNocobCTBYIOT OTKPbITUIO 0COBbIX KauyecTB TEJIECHOCTM Ha ypoBHe 6unono-
TMYECKOro MMKPOMMPA, OTKPbIBAs HOBYIO peasibHOCTb ANS XyA0XKeCTBEeH-
HOro UCCNIEeA0BaHNA.

Takum 06pasom, Hogoe codepiaHuUe UCKYyccmea 803HUKAeM 8 KOH-
meKcme HapacMarUWUux NoCMaymMmaHuCmu4yeckux meHoeHyull, nocKosne-
Ky makue cMbica100b6pasyowue u ¢hpopmoobpasyroujue KoHyenmeol usy-
asbHbIX UCKYCCM8, KAK Harnpumep, mesaecHocms mpaHchopmupyomcs
u obpemarom Hosble yepmol. OfHAKO 3aMaAHbIi apT-PbIHOK He crewuT
NoAfepKMBaTh 3TN TeHaeHumn. 3. LLlaHKeH nNuweT B CBOEM MCCNen0Ba-
HUM undpoBoro nckyccTea: «Mpobsema HOBbIX MACCOBbIX TEXHOOTMYHBIX
WCKYCCTB 3aK/II0YAETCA B TOM, YTO OHU HE MCNONb3YIOT OMbIT UCTOPUN U30-
6pasnTeNbHbIX MCKYCCTB M TPAAMLMOHHbBIX XYA0MECTBEHHbIX CPEACTB, No-
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3TOMY OHM He BHEeCEHbI MOKa B NoHATUE «artworld» (TepmuH, BBEAEHHDIN
A. [laHTO B WMHCTUTYLMOHANbHOM TEOPUM UCKYCCTBA, YTO COOTBETCTBYET
avcnosntueam M. Pyko) uam mainstream art, BKAOYAIOLWMIA SKCNEPTH3Y
apT-KPUTUKOB, ranepei, KOANeKLMOHEPOB M1 ayKUMOHOBY [5, p. 464—466].
MosToMy MHOIMe XYA0XKHUKU U apT-KPUTUKM CHMTAOT HOBblE TEXHO/IOTU-
yeckue CpeacTBa Heayrom COBPEMEHHOro UCKYCCTBA, KOTIEKLMOHEPDI He
NMOHMMAIOT, KaK UX COXPaHATb B KauecTBe apTedaKToB, NpoaasaTtb U T.4.
Tem He MeHee XYAO0XHWUKWN BEPAT, YTO «HABUraLMA Mexay undposbim 1
bGU3NYECKMM MUPAMU UAN UX UHTEFPaLMA CTAaHET OAHOW U3 CaMbIX BaX-
HbIX TEM CleaytoLWero AecaTuneTaA. A CMeLllaHHan peanbHOCTb NpeacTaB-
nseT coboi cBOEro poga UHTPUrY, UHTErpupys uudposoe none B Hawly
NMOBCEAHEBHYIO XU3Hb» [6]. COBpeMeHHble XyA0XKHUKK, KaK U BO BCe Bpe-
MEHa, TaKMM CrMocoboM MbITalOTCA OTBETUTb Ha XalgerrepmaHcKuin Bo-
NpoC: YMOo MAKoe Yesn08eK, 8 YeM CMbICs e20 rpebbi8aHUSA 8 husuyecKoli
peanbHOCMU U CO2/10CO08AHUA MenecHo20 0Mnbima ¢ MPAaHCcyeHOeHmManb-
HbIM. Kpome TOro, Npomn3BOACTBO BU3yasibHbIX 06Pa30B B HOBOM TEXHO-
NOTMYECKOM KOHTEKCTe, B YaCTHOCTM C UCMNO/Ib30BaHMEM HoBeMwWwmnx VR 1
AR TexHonormin, npeactaBnseTca KpaHe addeKTHbIM A5 NPUBNEYEHUA
MacCOBOTO 3pUTENSA U PA3BUTUA HOBOM ICTETUKM.

CospemeHHbIl meamp Makme aKmusHO UHMezpupyem 8 apceHasn
C80UX 8bIpa3umMesnbHbIX cpedcma 3KPAaHHble mexHonoz2uu. CerofHA B
MocKkBe, Hanpumep, MOXHO HaWTW pas3nuyHble obpasupl TeaTpasbHOM
KY/IbTYpPbl, B TOM YMCNIE CBEPXCOBPEMEHHBIN M SKCNEPUMEHTANbHbIN ONbIT
nocTapaMaTUYeckoro Teatpa u neppopmaTMBHOMO MCKYCCTBA CO CBOEM
CUCTEMOW BOCMUTAHMA aKTepa, a MHorda u nepdopmepa (dnektTporteatp
«CTaHucnaBCcKuiy, foronb-LleHTp 1 Ap.). B KayecTBe KpynHbIX camocTos-
Te/IbHbIX KY/NbTYPHbIX ABNEHUI ABYX CTONWL, B 3TON 06NnacTu BblaenseTca
netepobyprckmii MHxeHepHbliit Teatp AXE n MockoBckaa nabopatopus
Omutpna KpbimoBa B TeaTpe «LLKosia gpamatvyeckoro MCKyccTBa». ITn
KO/IZIEKTMBbI CMELMaNM3NPYIOTCA Ha BWU3YaNbHOW COCTABAAMOWENA Kak
OCHOBE CMeKTak/A, U, C/iefoBaTeNbHO, BO MHOTOM BO3BOAAT CBOE TBOP-
4eCcTBO Ha BM3Yas/ibHbIX W TEXHUYECKUX aTTPaKLMOHax. Tak, Hanpumep, B
cneKktaknax teatpa «AXE», opraHusoBaHHoro B 1989 roay XyaoXHMKa-
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mn M. Ucaesbim m . CeMYEHKO, HET NUTEPATYPHOrO TEKCTA, XOTA YacTo
NPUCYTCTBYET y3HaBaemas ¢pabyna, paspyiaemas B NOCTMOAEPHMUCTCKOM
ayxe. MicnonHumenu NocmMoAaHHO MAHUNyAupyrom 6eckoHe4YHbIM Koauve-
CMeoM npedmMemos U 8bICOKOMEXHO02UYHbIX ycmpolicms, ¢ MoMoujbio
KOomopobix co30aemcs UCKAYUMenbHas meampanbHas pedabHocme. Mo
cnoBam B. MaKcmoBa, «B 3TOM MUPE YKE HET TPaHU MEXKIY BO3MOMNK-
HbIM, HO HEBUAMMbIM OObIAEHHBIM YE/T0BEKOM M onepaTopom, bopto-
LLMMCA-B3aUMOAENCTBYIOLLMM C NpeameTamun» [7, c. 361].

B cnekrtaknax nabopatopum [. KpbiMoBa apTUCTbl, OHWN KE XYO0X-
HWKK, 3aHUMAIOT CLLEHUYECKOE BPEMSA PUCOBAHMEM, KONNAXKUPOBAHMEM,
neppopmaHcoM M XanneHNnHrom. OHM COeaUHAIOT HeECOeaMHUMbIE MaTe-
pvanbl (OT ETCKMX UTPYLLEK U KapPTOHA A0 C/I0XKHbIX TEXHUYECKUX aTTPaK-
LUMOHOB), CUHTE3MPYIOT LLBET M 3BYK W T.M. TaKOW BMA TeaTpa ABAAETCA elle
1 cBOE0bpa3HOM LWKOIOW TeaTpaam3aLmmn *KusHu. CneKkTakan oKasblBatoT-
€A MacTep-Kaaccamu no npeobpaskeHuto BceneHHol BoKpyr cebsa: Kak 13
XNamMa, Mycopa, Xaoca NpeaMeToB CO3aTb XYA0XKECTBEHHYIO cucTemy [8].

B uenom B TeaTpasbHOW Ky/AbType ABYX CTONMUL, T€ UAWN UHbIE BbICO-
KMe TEXHO/IOTUW B PABHOM CTEMEHM MPUCYTCTBYIOT Kak B TPAAULMOHHOWN
dopme, TaK ¥ B aKcnepmMmeHTabHOW. OcTaHOBMMCA Ha Hanbonee pacnpo-
CTPaHEHHOM NPUEME UCMO/b30BaHNA TEXHONOMMIA B TeaTpe — NpUMeHe-
HWWM 3KpaHa M Pa3HOro poda NPOEKUMI B CNEKTaKAAX — U PacCMOTPUM
BO3MOMHble XyA0XeCTBeHHble PpYHKLUMM 3KpaHa B Pas3/IMYHbIX TeaTpasb-
HbIX popmax. Bo MHOIMX cnydasx NMPUCYTCTBME 3KpaHa M BUAEOMPOEK-
UM B CMEKTaK/e He BeAeT K POXKAEHWIO HOBOrO TeaTpa/ibHOro A3blKa.
B mpaduyuoHHom dpamamuyeckom meampe 0esneHue HaA 8U3yasnabHOE U
mekcmyaneHoe® onpedensem Mecmo 3KPAHA KK Yacmu cueHozpaguu 8
KOHMeKcme ece2o meampasbHo20 npocmpaHcmeaa. CyeHozpagusa 8 ma-
KOM meampe 8mopuYHa Mo OMHOWEHU K dpamamypauu CrieKmakss,

3Mo mHeHwuto M. Naeu, 3TM ABa 31eMeHTa TEKCTOBOMO TeaTpa ABAAIOTCA OCHOBHbIMU KOMMOHEH-
TamMuW TeaTpanbHOro NpeacTasneHus. BusyanbHoe (AeNCTBYET NPUHLMN CUMY/IBTAHHOCTM): Urpa
aKTepa, 06pasHOCTb CLeHbl, CLeHorpadus, CLueHUYeckne 0bpasbl; TEKCTyanbHOE (AeNCTBYET NPUH-
UMM NOCAef0BaTENbHOCTM): APAaMATUUECKMIA M TEKCTOBOM A3bIK, CUMBO/IM3ALIMA, CUCTEMA MPOU3-
BO/IbHbIX 3HaKoB [9, c. 34-35].
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npucymcmayem obbi4HO 8 Ka4ecmae dekopayuu. B sTom cnyyae Bbicokue
TEXHONOTMM OCTAKOTCA TOXKAECTBEHHBIMU CaMUM cebe B CUCTeME XyAoXKe-
CTBEHHbIX LLEHHOCTEM U He TpaHCPOpMUPYHOTCA B HOBOE MOHUMAHME UK
HOBOe 3HauyeHwue. Hanpumep, B cnekTakne AHgpea Morydyero «lyb6epHa-
Top» B BAT umenu I. ToBCTOHOroBa B cueHe, Korga NybepHaTop efeT 3a
ropog, Ha HeboNbWOM 3KpaHe Ha 3afHWKe NOABNAETCA BUAEONPOEKLMA
CesnbCKoM foporu. Cugalme nepes Heil akTepbl MWL C/1erka NOKauMBa-
t0TCA, M300paxkan e3ny B KOMACKE, a 33 UX CMMHAMMU yXOAMT BAANb Pas-
6uTan fopora. IKpaH CO343aET WAMIO3UIO ABUMKEHWUA, YTO 3HAYUTENBHO
yNpoLL2eT UCNONb30BAHNE XYAOXECTBEHHbIX U AEKOPALMOHHbIX CPeacTB
PEXMCCEPOM, HO HUKaK He BAMAET Ha CYLLEeCTBOBAHME aKTEPOB B JAHHOW
cueHe.

B cnektakne AHTOHa AgacuHckoro « MaHaenblTam. Bek-BonKkoaas» B
loronb-LEeHTPe Tak¥Ke Ucnonbsyetca GoHoBan nNpoekuma. Ha npoTaxeHum
BCEro CMeKTaK/lA Ha BCHO NOLWaAb 3aHUKa nNpoeLupyeTca nlobparkeHue
nons, cronboB Ana anekTpuyectsa u berylwme obnaka. 3ta npoekuma, no
CYTU, ABNAETCA NEPCNeKTUBHbIM NPOAO/IKEHNEM TeX peasbHbIX AeKopa-
LM, KOTOpble CTOAT Ha CLieHe BO Bpems CMeKTaKkAA. 34ecb IKpaH co3gaeT
3¢ deKT BECKOHEYHOTOo NPOCTPAHCTBA, YXOAALLErO 3a Npeaesbl CLEHbI-KO-
POBKM, OTKPBITOrO B FMy6MHY. HO apTUCTbl HUKaK He B3aMMOLENCTBYO C
9KpPaHOM, a NI1LLb CYLLECTBYIOT Ha ero ¢oHe. C Xy[LO¥KEeCTBEHHON TOUKM
3PEHMSA 3TO HEYYMTbIBAHME OLHOM Ky/bTYpPbl APYrOV KyA6TYPOW (HEeyYnTbI-
BaHWe 3KpaHa TeaTPoM) NPOU3BOAMT BKYNe CO BCEM MNOCTPOEHNEM CMEK-
TaknA N1060NbITHLIN 3GDEKT PaCCUHXPOHHOCTU. «CneKTakNb ALAaCUHCKOrO
MOCTPOEH Ha 3TOM PACCUHXPOHE BEIMKUX CTPOK — U CIOMaHHOM KU3HMU:
MaHaenbluTam B HEM C/IOBHO He aBTOP COBCTBEHHbIX C/I0B — Mbl 3aCTaemM
€ro TakMM, KaKUM ero He 3aneyatneny CTUxXu, He 3aNOMHUAN NoYMTaTENN.
Mpu3pakom camoro cebn, B KoTopom obuine AnA Bcex Noaen TenecHas
YA3BUMOCTb M CTpax CMepTW He MepeKpbiBatoTca 60/blue CBALLEHHbIM
OrHem no3suu. A HanpoTMB — elle NOACBEYMBAIOTCA KayYaloLWMMCA B ero
PYKe *ankum ctopoxkesbim ¢poHapem» [10].

B 6anete Kupunna CepebpeHHUKoBa «lepoii Hallero BpemeHu» B
Bonblwom TeaTpe B rnase «TamMaHb» (BTOpPAsA YacCTb CNEKTAKNA) Ha 3a4HUK
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npoeuupyeTcs M3obpaxkeHne MOPCKUX BOSIH. Takum 0bpasom, 3agaetca
NPOCTPAHCTBO AENCTBUSA, YNPOLLAETCA TEXHUYECKOE peLleHne CNeKTaKAA.
Kpome Toro, B COMETaHMM C NPUINYLLEHHBIM CBETOM Ha NPOTAXKEHUU BCEM
YacTu NpoeKkums cosgaet ocobyto aTmocdepy, KOTOPYH BOCMPUHUMAET
3pUTENDb, HO HE apTUCTbI. Ha ncnonHUTeNbCKOE MacTepPCTBO GOH HUKAK He
B/INAET, KaK U He BNIMAET OH HA BUAOU3MEHEHME XYAO0MKECTBEHHOMO A3bl-
Ka TeaTpa Kak TakoBoro. MNpoeKuma 34ecb UCNOMb3YETCA UCKAHOYUTENBHO
BC/IeACTBME TOrO, YTO B MPUHLMME KKYAbTYpPa B UHGOPMALMOHHOM 0bLLe-
cTBe BCce bonee BUPTYaNU3NPYETCA. ITO eCTECTBEHHbIN NPOLLECC, MOCKO/b-
Ky YesioBeyecKana AeAaTenbHOCTb BO BCeX chepax CTPEMUTCA COOTBETCTBO-
BaTb YPOBHIO TEXHOMOTMYECKoro passutua» [11, c. 291].

B Bosibwom TeaTpe B BeYepe apTMCToB baneTa nog obLWwmm Ha3BaHK-
em «[beca gna Hero» (noctaHoBKa AHTOHa MumoHoBa, Cuan Napbu Le-
Kayu, AHgpes KaligaHosckoro, Mapuxo AnbBapeca, NMunapa AnbBapeca u
Knayano XoddmaHa) Mcnonb3yeTcs cpasy HECKONbKO GOHOBBIX NPOEKLMIA
B Pa3/IMYHBIX YacTAX crnekTaknsa. Bo BTopoit Yactu («PaBH») Ha 3aaHUKe
NoABAAETCA /IeC, CHayana B BUAE HEMOHATHbIX TEMHbIX U CBET/bIX NOSOC.
3atem, C pa3BUTUEM LENCTBUA U YBEJIMYEHNEM APKOCTM CBETA Ha CLEHE,
Bce 60/1ee OTYETIMBO CTAHOBATCA BUAHbI AePeBbA U bypenom.

B uyetBepToi yactu («tOr») M3-3a ApamaTUYECKOro PasBUTUA Oel-
CTBMA U MNepeHeceHna ero B pasHble NPOCTPAHCTBA UCMOAb3YeTCa cpasy
HECKO/IbKO POHOBbIX pUCYHKOB. CHa4yana — 3TO CTEHA TIOPEMHOM Kamepbl,
B KOTOPOW CMAMT NaBHbIN repoli U BCNOMUHAET CBOIO 1H060Bb (MPUYMNHY
€ro TIOPEMHOr0 3aK/to4YeHus). KapTUHKY Ha 3a4HMKe JOMOHAKT NPOEK-
UMK BEPXHUX COGUTOB — HA MNAHLLET CLEHbl NPoeuupyoTcs n3obparke-
HUA peLleToK. 3aTem, KOrLa repoil nepemMeLLaeTca U3 TOPEMHON Kamepbl
B FOPOACKOMN paloH, Ha 3aHUKe NOABAAETCA NEepPCneKTUBHAA NpPoeKuma
CTaporo eBponeickoro ropoga. HakoHew, nocnegHAa NOKaUMA — UHTe-
pbep PecTopaHa, C KPacHbIMKU CTEHAMM, KOTOPbIe TaKXKe NPOABAAIOTCA Ha
3agHUKe. ITK CTeHbl (M cnepyrowas NPOEKUMS JIeCTHULL) COOTBETCTBYIOT
CTU/IIO TaHUA — Becb BaneT NOCTaBAEH B CTU/IE TaHTO (Ha My3blKy AcTopa
MbAuLonabl U ap.). Co6CTBEHHO, KaxAas KapTUHKA COYETAETCA C TaHLEM,
npuayMaHHbIM Xopeorpadom 1 AencTBYeT Ha 3pUTeNbCKoe BOCMpUATHE.
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Ho He Ha apT1cTOB. OHM HUKAK He B3aUMOAEMNCTBYIOT C U300OparKeHNAMU.
MpoeKuunmn 3a4at0T YC/IOBHOE NPOCTPAHCTBO, B KOTOPOM apTUCTbI Cylue-
CTBYHOT. JTlo6ONbITHLIM B J@HHOM C/ly4Yae ABAAETCA 3pUTe/IbCKOE BOCMNPU-
ATne. Y 3puTens, NPUBLIKLLEr0 K NOCTOAHHOMY NoTpebneHuto aKpaHHOM
NpoayKuun, paboTaeT NPUHLMIN UMNYbCUBHOTO pearnpoBaHum, 4To no-
poxgaeT dbparmeHTapHOe BOCNPUATUE AeNCTBUTENbHOCTMY.

B penpeseHTauuun aKkpaHa pasnunyaiotca GeHoMeHanbHasa U cemumo-
Tnyeckan Gopmbl. B xoae cnekTakaa NepcoHakm MoryT CMOTPETb KMHO U
TeNeBn3op, 3aX0AnTb B MHTEPHET, UTPaTb B KOMMbIOTEPHbIE UrPbl, Pa3ro-
BapuBaTtb no «Ckavny» u T.4. Ecin B 3TOM Cnyyae OHWM MCMONB3YIOT Ha-
CTOALLMI 3KpaH (1M60 NPOEKLMIO), TO OH Y:Ke nepecTaeT bbiTb NULWb 3/1e-
MeHTOM AeKopauuun. Torga B TeaTpasibHbI MUP CMEKTaKNA BHeapAeTcA
9KPaHHaA M BUPTyanbHAA Ky/lbTypa Kak TakoBaA (faXe eciv KUHo- Tese-
MAn NHTepHeT-NPOCTPaHCTBO BMMUCAHbl KaK PeXMCCepCcKoe pelleHue B
ncTopuYeckyto nobecy). OgHaKo Takoe BHeAPEHUE NO-NPEXKHEMY OCTaeTcs
NPOABNEHMEM TPALMULMOHHOMN CUCTEMbI XY[OMECTBEHHbIX CPeACTB Tea-
Tpa. OgMH 13 TaKMX — cnekTaknb AnekcaHgpa bapkapa B PAMTe «f xouy
B LWKO/y». Bo BTOPOM aKTe pexkuccep BBOAMT HEKoe nogobue Tenesumsu-
OHHOrO 3KpaHa. ITW 3KPaHbl KBMOHTMPOBAHbI» B AEKOPALMIO CMEKTAKAA.
OHM BbICTPO CNYCKAKOTCA M NOAHUMAIOTCA BMECTE C APYTMMU EMEHTAMM
cueHorpaduu. lepon K HUM 0bBpalLLatoTca Toraa, Koraa K HUM MaeT NOTOK
UHGOopMaLMM U3BHE NPOCTPAHCTBA CneKTaknA. Mo cyTm — 3To 0bbIYHbIN
Tenesn3op, B KOTOPOM MOKA3bIBAOT CIOXKET Npo 34-10 WKoAY U Npo Ao-
Ka3aTe/NbCTBa MCTOPUYECKOM 3HAUYMMOCTM ee 3aaHuA. Takum obpasom,
9KpaH B 3TOM CreKTaK/ie, KpoMe BCero npoyero, HeceT B cebe peanusa-
LMIO TAaKUX KaTEFrOPUIA KaK BHECLLEHWMYECKOE N BHETEKCTOBOE.

B cnekTakne Agonbda Lanupo «Meducto» B MXT nmeHn Yexosa B
KOHLLe nepBoro akta XeHapuk XedpreH (Anekceir KpaBueHko) u Mpodec-
cop (CraHucnas JI10OLWMH) CMOTPAT OTPLIBOK U3 KUHOPUAbMA, B KOTOPOM
CHMMANCA MNaBHbIN repov CNeKTakNA — M3BECTHbIW akTep. lMpoekuua B
AaHHOM c/lyyae paboTaeT B KayecTBe 3KPaHa KMHOTeaTpa, HAa KOTOpom
TpaHcaupyetca Guabm. ApTUCTbI CUAAT CIUHOW K 3pUTENHO U CMOTPAT BMe-
CTe C HAM Ha 3KpaH. B gaHHOM cnyyae Npoekuma BbINOAHAET QYHKLMIO
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dbeHoMeHaIbHOTo 3KpaHa U ANS 3pUTeNs, U /1A NepcoHaxKen, U B3aMmo-
[encTeue nNepsbixX U BTOPbIX C IKPAHOM OAMHAKOBOE.

MpuHyunuansHo uHoli hopmoli y4acmus 3KpaHa 8 CrieKmakse cma-
Hosumca mom cay4all, Ko20a 3KpHA A89emca Heomuvemaemol 4acmoro
CNEeKmMakKna KaK rnpouszsedeHusa UCKyccmed, Ko20a OH eruceieaemcs 8
HOBYIO 3cCmemuKy meampa U 4acmo ebicmpausaem C80K 3CMeMmMuKy
B0KpYy2 cO6CMBEHHO20 NPUCYMCMEUA. IKPaH UCMO/b3YETCA B CNEKTaK/e
«3cTteTbl» Ceprea ApoHMHa B TeaTpe MmeHU MoccoBeTa Ha NPOTAXKEHUN
BCEro CMEeKTakAA. B Kaxkaom u3 AByX AEMCTBUA OH BbINOJIHAET pasHble
OYHKUMK. KaK MOHTaXKHaA eauHMLUA OH MCNOb3yeTca B MEPBOM aKTe,
KOrga aKpaH — 3TO NepebuBKM mexay cueHamu. Ha Hem TpaHcaupyeTca
HECKONIbKO KOPOTKMX BMAEO03ANUCeN, KOTOpble MOKa3blBalOT PasHbIX KO-
MMYECKUX XYLOKHMKOB. MOCKOMbKY peyb B CMEKTaK/e naet ob NcKyccTse,
TO 3TW NPOEKLMUU ABAAIOTCA KOMMEHTAPUAMM K AEUCTBUIO U accoLMaLm-
AMM NO NOBOAY XYAOXKECTBEHHON NPobaemaTUKM Nbecbl. AKTEPbl HUKaK
He B3aMMOAENCTBYIOT C 3KPAHOM, TaK KaK B MOMEHT, Korga 3anyckaetca
BMEO, UX HET HA CLieHe. Bo BTOPOM Ke aKTe CneKTaKA 3aKagpoBbli MOH-
TaXK MEHAETCA Ha BHYTPUKALPOBbIA — 3KPaH CTPEMUTE/IbHO BHEAPAETCA B
XOZ4, BEVCTBUA, KOMMEHTUPYSA €ro, UAIIOCTPUPYA U ONPeSenss MecTo fen-
CTBMSA, LEMOHCTPMPYA BHYTPEHHUI MUP FrepOEB M NOABEPran BCe Npomc-
xogsLLee MPOHUU. B 04HOM 13 CLLEH repomn yaoansaoTcaA 3a KYAKChI, @ 3KpaH
NPOLO/IKAET UX AENCTBMA, AEMOHCTPUPYSA 3PUTENO HEKUIM BUAEOKAUN
(cnana-woy), conpoBOXKAAOWMIACA 3aKaLPOBbIM TEKCTOM MEpPCOHaXKeMN.
TaK, 3KpaH 8 OGHHOM CrieKMaKse — He 8CrIoMO02amesbHAs, d CAMOCMOS-
mesnbHas eOuUHUYA, pabomarouw,as Ha pacwupeHue e2o CMbIC/08.

B gpyrom cnektakne TeaTpa umeHun Moccoseta — B «MopcKom ny-
Tewecteun 1933 roga» KOpua EpemMnHa Ha cueHe ycTaHOBAEHO Hebosb-
LOe MONOTHO, KOTOPOE HAXOAWUTCA BHYTPWU MOBOPOTHOrO Kpyra u nepe-
MeLLaeTcA BMeCTe C HMM, OKasbiBaACb TO cnepeau, To c3aau. bonbwyto
4acTb BPEMEHMU Ha HEro nNpoeumpyeTca M3obpaxeHne BogAbl — MOPCKMX
BOJIH, TaK KaK AeNCTBME CMEeKTaKAa NPoucXoamuT Ha Kopabne. 1o ceoe-
ro pofia NopTan B Apyroe NPOCTPaHCTBO, Yepe3 KOTOPbIA OAMH U3 repoes
CMEKTaKNA yxoauT B MHOM MUP. MHOraa Ha 3KpaHe NOABAAIOTCA «TUTPbIY.
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B ofiHOW M3 CUEH OH UCMONb3YETCA Kak NpucnocobneHne K TeaTpy TEHEN,
KOrAa aKkTepbl CTOAT 3@ SKPAHOM, U 3pUTEND BUANUT TOIbKO UX CUAY3ITbI. Ta-
KM 06pa3om, 8 OOHHOM CIeKMakxse 3KPAH U MpoeKyus ocyujecmensiom
8HYMPUKAOPOBbIL MOHMAX, d, KPOME Mo20, A6AAM coboli omkpsimoe
pocmpaHcmeo UuHmeprpemayuu.

SKpaH Moxcem cmame U HermocpedCma8eHHbIM MepPCOHAXEM CIIEKMa-
KA — KAaK peasibHbIM, MaK U HepeasbHbIM. ITO MOXKET bbITb 6or, aHres-
xpaHuTtens, cyabba/datym, aBTop/pacckasumk, Npuspak/ayx, anbrep-3ro
repos, cam repoi B cBoem byayliem, NPOLWAOM WAM B MapannenbHol
peanbHOCTU U T.4. MOCKONbKY B3aMMOAENCTBUE C TaKUMU NEPCOHAKAMU
BecbMa 3dpemepHo, TO U cama NPUPOAAa BOSHUKHOBEHWA MPOEKLMM 34€eChb
[OBOJIbHO YC/IOBHA M He NPMBA3aHA HEMOCPEACTBEHHO K 3KpaHy. ITO Mo-
YKeT ObITb CTEHA, 3aHABECKA, /1t06as MOBEPXHOCTb AEKOPALMK, B TOM YuCe
M ropusoHTanbHas (non, notonok). Tak, B «fybepHatope» AHapea Moryye-
ro 8 BT nmerun . TOBCTOHOroBa, MOMMMO APYrUX GYHKLMUIN 3KPaHa, ecTb U
aTa. Ha NpoTAXKeHUM BCero CNeKTaks TO U A0 NOABAAETCA UCKaXKEHHbIN
(kaK 1 Bce NpoeKkuun B CNeKTaKkne) nopTpeT camoro ybepHaTopa — aKTe-
pa AmunTpua BopobbeBa B rpMme M KOCTIOME ero nepcoHaka. ObbI4HO 3TO
NMPOUCXOANT B MOMEHTbI HaMbO/bLLETO MOTPYXKEHWUA MEPCOHANKA BHYTPb
cebn, Hanbonee cunbHOMN pedieKCUN repos Hag CBOeN Ku3Hbto. Mo Ha-
6nogeHunio K. flapuHoi, «Buaeopaa oTBeYaeT 3a NoAco3HaHue repos. Ha
60/bluMe NopTanbl NPOEUMPYIOTCA KPYMHble MaaHbl (CTon-Kagpbl) Aew-
CTBYIOLLMX /UL, (B HETaTMBE), KaApbl CMOHTUPOBaHbI C 6€3YKOPU3HEHHBIM
BKYCOM B TaKT NMCUXMYECKOMN PeasibHOCTU NMPOUCXOAALLENO Ha cueHey» [12].

Moxoxas cUTyaumua NponcxoamT B cnekTakne Kupunna CepebpeHHu-
KoBa u [aBuaa bose «MeTamopdosbi» B forosb-ueHTpe. ToNIbKO B 3TOM
CMeKTaK/e NopTpeTbl akTepoB BbIBOAATCA Ha 3a4HWUI 3KPaH, PacTAHYTbIN
BO BCIO CLIeHY. Ha Hero npoeumpyoTca Mua pasHbix apTUcToB. Ho ux nop-
TpeTbl — He 0bpasbl Urpaembix UMW NePCoHaxkel, a obblyHble doTorpa-
dumn 13 noptdonno aktepa. Takum obpasom, 8 OGHHOM Cay4ae MosAens-
emcs agphekm ocMmpaHeHUs, Ko20a HaApAOY C AUYHOCMbIO-EePCOHAMEM
3pumento HANOMUHAOM O Cyw,ecmeosaHuu Au4Hocmu-akmepa. Kak yt-
BepaaeT P. bapT, «ouyxaeHne — 3a[a4a PEKMUCCEPCKasn, a He aKTepcKas.
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MHaye roBops, OTCTPAHUTLCA — 3TO HaPYLUUTL KPyroobopoT, cywecTsyto-
LM MEXKIY aKTEPOM M €ro CTPaCTAMM, HO TaKKe, U 3TO BarKHee BCero, Ha-
NagunTb HOBbI KPYroobopoT MeKay PObIO U ee 3HaYEeHNEM A1 LLeoro»
[13, c. 107-108]. BaxKHO OTMETUTb, 4YTO 3PPEKT OCTPAHEHMA JOCTUTAETCA B
[aHHOM C/ly4ae MMEHHO C MOMOLLbIO UCMOb30BaHMUA 3KpaHa.

HakoHew, 00Ha u3 meHOeHYuUll UCMONb308AHUA SKPAHA — KUHEMA-
mozpaghudeckan NpoeKyua, K020a KaMepa CHUMAem apmucmos 8 pexcu-
Me peasnbHo20 8peMeHU U MPaHCaupyem u3obpaxceHue KpynHo20 naa-
HG HA 3KPaH. B oTaenbHbIX cyvanx n3obparkeHne MoXKeT bbiTb 3apaHee
HanMcaHo, a apTUCTbI INLWb CUHXPOHHO C HUM MOBTOPAIOT PUCYHOK POJIU.
B maHHOM cnyyae npoekuus TpebyeT OT aKkTepa 0cobol TEXHUKM Ccylue-
CTBOBaHWA Ha CLEHE, MOCKONbKY KPYMHbIM MaaH He JOMYCKAeT BO3MOXK-
HOCTW HETOYHOW UTPbl NN OLIMBOK, KOTOpPbIE MOTYT BbITb HE3aMEeTHbI B
06bluHOM TeaTpe. KpynHbilt naaH TpebyeT akTEePCKOM TOUHOCTH, @ TaKKe
MaKCUMasIbHOM KMHemaTorpaduyeckoi npocToTbl U NPaBAMBOCTA. Takan
NPOEKLMA He TONbKO BANUAET Ha Urpy, HO 1 3a43eT apTUCTY onpeaesieHHble
3aKOHbI cylecTBoBaHMA. B. CeHbKMHa yTBEpKAAET, UTO «Kamepa yCuau-
BaeT KOHQPOHTALMIO MeXAY akTepamu 1 3putensamu. OHa AaeT BO3MOK-
HOCTb NOCTOAHHO UrPaTb C CYLLECTBYIOWEN AUCTAHLMEN MEXKAY aKTEPOM
n nybavkon. AKkTepbl No3BonAtoT cebe To 3abbiBaTb 0 3puTene, pabortan
WCKNIOYUTENbHO ANA Kamep, TO HaobopoT, 06LWaTbCa UCKNOYUTENBHO CO
3pUTENbHBIM 33/10M U AeNaTb BUA, YTO 33 HUMUK BYATO KTO-TO HabatogaeT»
[14, c. 77].

TaKasa npoeKkuyma ncnonblyerca B bonbwom Teatpe B cnektakae [JKo-
Ha Hoimalepa «AHHa KapeHuHa». B cueHe, Korga Kutu nepeskusaet
HepBHbIV CPbIB, a JIEBMH HABELLAET ee B CAHATOPUM, Ha IKPaH TPAHCAMPY-
IOTCA IMLA apTUCTOB. VX 3MOLMK BbIHECEHbI OTAE/IbHO KPYMHbLIM M1aHOM,
MOCKO/IbKY aKe cuaa B NapTepe orpoMHoro 3ana bosblworo Teatpa, He
BCErga MOXHO PasmAafeTb MUMWKY MCMONHUTENeW. 3aech BUAEO 3apa-
Hee 3anucaHo, nosaTomy online-kamepa He ncnosb3yetca. Mcnonb3osaHue
9KpaHa TpebyeT OT aKTEePOB TOYHOTO NOMAAAHUA B MYy3bIKY U TPAHCAMPYe-
Mble ABUKEHMUS U IMLIAET UX BO3MOXKHOCTY MMMNPOBU3ALMK, 3aMeaNeHUn
WK yBeAWYEHUA Temna TaHua. llpoekyus 30ece cmasum apmucmos 8
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Hecmkue pamMKu, 10MAA Komopsle, UCoaAHUMenu paspyuwarom cyeHuye-
CKYIO UANMI03UI0, HE0OX00UMYH 0719 KaH G020 MOKA3a CrIeKMAK/IA.

MoapbIToXMBaA 0630p 3KPaHHbIX TEXHOOMMA B BU3Ya/ibHbIX MCKYC-
CTBaX, Mbl MPUXOANM K BbIBOAY, YTO UX POJib MOXeET BbITb Kak cyrybo Tex-
HWYECKOWN, NO3BONAIOLLEN XYAOKHUKY UAN PeXUccepy Co3aasBaTb HOBYHO
dopmy penpeseHTaumn, Tak U XYA0MKECTBEHHO LLEHHOM U CMbIC1006pa3sy-
lOLLEN, YTO NEePCNEeKTUBHO A1 Pa3BUTMA BbiPa3UTeNbHbIX CPEACTB U A3bI-
Ka ucKyccTB. Kpome Toro, B 601bLWMHCTBE COBPEMEHHbIX NPOU3BELEHM
BM3Ya/IbHOTO MCKYCCTBa XYAOMHUK GUKCUPYET MepecTporKy U BO3HUK-
HOBeHMe HOBOro TWUMa 3CTETMYECKOrOo BOCMPUATUA YesioBEKa 3MoXu no-
NNOHTM3Ma, rae 0bpasbl KONNEKLMOHMPYIOTCA U FeHepUpyroTCA B HOBOM
MeaUMHOM U3MepeHMM, a TaKKe anpobupyoTca HoBble GOPMbl B3aUMO-
[eViCTBMA 3pUTeNs U NPoU3BELEHMA UCKYCCTBa.
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SAWNTA ABTOPCKUX NMPAB B POCCUNIN
B MPOU3BEAEHNAX MACCMEANA
B KOHTEKCTE MEXKAYHAPOAHOTO OMNbITA

AHHoTauma. CTaTbA NOCBALLEHA UCCNEA0BaHMI0 OAHOMN U3 TNaBHbIX Npobaem
COBpeMeHHOro obLecTsa — MexaHM3My 3alLUUTbl aBTOPCKMX MPaB Ha Npous-
BeAeHUA Maccmeama B POCCMM B KOHTEKCTE MeXAyHapoAHOro onbiTa. Bas-
HOM TeHAEeHUMeNn COBPEMEHHOCTU ABNAETCA Pa3BUTME INEKTPOHHbIX CMMU,
POCT MONYNSPHOCTU HE CTONbKO KAacCUYECKOro TeNeBuaeHus, a MHTepHeT-
mefma, kKaHanos Youtube.com, Telegram., BbiCTynatowmx He TONbKO B Kade-
CTBE HOBOCTHOIO KOHTEHTa (Noay4YeHMs HOBOCTEN), HO U BbINOAHAIOLLMX PO/b
WCTOYHMKOB pa3B/ieyeHuns, NPOCMOTPa CepUanos U GBUNbMOB, COPTUBHBIX
KaHaNoB, KaHa/NoB 0 MeAMLMHE, UCKYCCTBE, KYNbTYPE M KPacoTe, a TaKKe B
KayecTBe UCTOYHMKA MONYYEHNA HOBbIX NPOPECCHOHAbHBIX 3HAHUM, 06CY K-
[AEHWSA SKOHOMUYECKMX NPo6iem U TEHAEHUNIA B SKOHOMMKE, NONUTUKE, Ha-
YKe U TexHuKe. [laHHY0 TEHAEHUMIO CIOXKHO OCTaHOBUTb — 3TO MPOLLECCHI,
npoucxoAdlme B MaccMeama B MMpPOBOM macluTtabe. OgHako BONpoc, Ha-
CKO/bKO Npu 3TOM cob/1104at0TCA aBTOPCKME MPaBa U HAaCKONbKO 3G deKTmB-
HO paboTaeT MexaHu3M 3aLUUTbI 3TUX NPaB, ABAAETCA OAHUM U3 aKTyabHbIX
B KOHTEKCTE Peanunsaumum MexayHapoaHbIX NPUHLMNOB M HOpM. dnarmaHom
B Pa3BMTUM KOHTEHTa MacCMeama ABAAIOTCA pa3BUTble 3apybekHble CTPaHbI,
a no3uummn Poccum noKka HaxoaAaTcs Ha 6osee HU3KOM yposHe. OAHaKo He-
npepekaemoit 3anagHoi LLeHHOCTbIO ABAAETCA COb/oAeHME 3aKOHHOCTH, B
TOM YMCAe B TaKMX BOMPOCax, Kak aBTOpCKoe npaso. KOPPEeKTHOCTb M3/10-
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KEeHUA mMaTepuana, cobitofeHne NpaB aBTOPOB, CTPEM/IEHUA K CO3AaHUI0
HOBbIX HEOPAMHAPHbIX NPOU3BEAEHWUN, 0BecneunBatoWmMX MUAIUOHHbIE
MPOCMOTPbI U KaccoBble CHOPbI, C 04HON CTOPOHBI, U OTPULLAHWE HE3AKOHHO-
ro UCNONb30BaHWUA OTPLIBKOB NPOU3BEAEHMI aBTopoB 6e3 BbiNaaTbl aBTOp-
CKOFO BO3HArpaK4eHus, ¢ APYro — CTaau OAHOW W3 INaBHbIX TEHAEHLMIA
Pa3BUTMA MMPOBbLIX MeananHAYCTPMiA. MoroHs 3a ayauTopuei npocmoTpa
KOHTEHTa B POccuM HepeaKo NOPOXKAAET KeNaHWe Meana-npovssoauTeneit
[06aBUTb APKME «KpuyaluyMe» MOMEHTbI B CBOM NPOrpaMMbl, pasau yBenu-
YEHUA NOANMUCYMKOB, MPOCMOTPOB KaHA/I08B, MOAK/IOUYEHUA HOBbLIX NOTPE6Y-
Tenei CNyTHUKOBOrO TeNEBUAEHWA, UCMOMb3YA arpeccuBHylo peknamy. Ha
NPOTANKEHWUM JOAMUX NET HaCaKAANNCb CTEPEOTUMNbl NOBEAEHMA OTKasa oT
COb/I0AEHUA TAKOro BEAYLLErO NPMHLMMA NPaBa, Kak MPMUHLMM 3aKOHHOCTU.
[aHHbIN NPUHUMN He BOCMPUHMMACA KaK HenpepeKkaemasn LeHHOCTb. CKo-
pee, AecATUNETUAMM K HeMy GOPMMPOBANOCH NpeHebpeeHWe, NpoTuBe-
HWe NpaBy, NPaBOBOW KyNbType, COBNOAEHMIO NPABOBbLIX HOPM, HEBEPUIO B
3G HEeKTUBHOCTL 3alMTbl CBOMX NPaB. B CBA3M € 3TMM Ha NepBblii NAaH Bbi-
XOAWT BOMPOC MEXaHM3Ma 3aLLLMTbl aBTOPCKMX Npas, 3GHeKTUBHOCTM ero 3a-
WHTbl B POCCUM B KOHTEKCTE MUPOBOTO OMbITa.

KnioueBble cnoBa: aBTOpPCKOE NpaBo, 3alluTa aBTOPCKUX NPaB, MaccMeama,
MPOM3BEAEHUA KMHO W TeNeBUAEHWUA, UMNAEMEHTALMA MEXKAYHAPOIHbIX
HopM, KoHctuTyumoHHbin Cyg, Poccuitickoit denepaumm, EBponeiickuin cyg
no npasam Yenoseka, EBponeiickumii cys cnpaseanneocTy
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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
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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

HAYKA TENEBUAEHUA Ne 15.1, 2019 199 THE ART AND SCIENCE OF TELEVISION



Court of the Russian Federation, European Court for Human Rights, European
Court for Justice

CoBpeMeHHOe COCTOAHME MefMa NPOCTPAHCTBA XapaKTepuayeTcs
nosgseHMem 6ONbLIOrO KOAMYECTBA CETEBbIX WHTEPHET-PECYPCOB Ca-
MO pa3HOol TemMaTUKK. 3a NnocnegHee Bpemsa bosblioe passuTMe Nony-
YWUAKN He TONbKO TPASMUMOHHOE TeneBUaeHWe, CNYTHUKOBOE BellaHue,
HO pas/NnyHble MHTEPHET-KaHasbl. B eerogHom aHanuse poccuiickon
«6norocdepbi» skcnepTol Hello Blogger otmeTuan ysenuyeHue Konu-
yecTBa NOAMMCYMKOB MHTEPHET-MeAMa, PEKIAMHOIO KOHTEHTA, @ TaKXke
NOHMMaHWA Npou3BoAUTENAMM BONbLUEN OTAAUM OT PEeKnambl MHTEp-
HET-KOHTEHTa, HEeXe/n UCNOAb30BaHWUA TPAAULMOHHBIX UHCTPYMEHTOB
peKknambl, Taknx Kak TB, peknamHble Tabso U PacTAXKKU. AHANUTUKaAMMU
OTMEYAETCH, YTO K PYKOBOAMUTENMN APYIMX KAHANOB AUCTPUDYLIMM KOHTEH-
Ta, npexae Bcero TB n oHnaH-CMW, npusHanu macwtabbl ABAEHUA U
€ro BAVAHME MOYTM Ha Bce cdepbl KM3HWU, OT NPOM3BOACTBA M NPOAaA-
KM TOBApPOB A0 NOJIMTUKKU U couManbHbIx Hopm» [1], u 4TO 3TO AiBNIEHME
npeacTtasaseT cobolt pbIHOK 06bemom 5—-8 mnpa,. pybnei, Ho, yuuTbIBas
TEHEBYIO COCTAB/AIOLLYIO, peasibHbIi ero 06bem MoXKeT foXoauTb o 10
MApPA. pybnen [Tam xe].

Kak peknamopgatenu, Tak U NpPOU3BOAUTENN KOHTEHTA, MPULLAN K
NMOHUMaHMUIO TOrO, YTO BedeHne baora B COBPEMEHHbIN Nepuog — 3T0
He TONbKO MHCTPYMEHT NPOoAax U 4acTb Woy-6u3Heca, HO U HoBasA cde-
pa gna npodeccMoHanoB M3 Apyrux otpacnei. Mbl moxkem HabaoaaTb
3a NOBbILWEHWEeM KayecTBa KOHTEHTa, Haj KOTOPbIM YacTo paboTatoT He
TO/IbKO CaMOY4KM, HO U NpodeccMoHanbl CBOEro AeNna — CneumanmcTbl
Mo CbeMKe, 3BYKY, CBETY, CLLEHAPUCTbl, MOHTaXepbl 1 gpyrve. B nocnes-
Hee Bpems MOXHO HabntoaaTb yBeNMyeHne aBTOPCKOTO KOHTEHTA, Mo-
TpebuTesb KOTOPOrO OPUEHTUPYETCA HE TOJIbKO Ha M3BECTHOCTb, Y3HaBa-
€MOCTb Y KOMNETEHTHOCTb KOHKpeTHoro CMMW, Ho eLLe 1 Ha KOHKPETHOTo
aBTOpPa, CNOCOBHOro NPUB/EKaTb ayAUTOPUIO.

M3HavyanbHO 6oNblLOE BAUAHWE HA KAaYeCcTBO KOHTEHTa OKasblBau
3apybexHble UcTouHMKK. Kak otmeyan H. MNMogocokopckui, «B Poccum
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CUTyauma 3anos3gana M Cc NoNpaBKOM Ha A3bIKOBOW MacluTab KonupyeT
npoucxoasiiee Ha 3anage» [2, c¢. 154]. OgHako B nocneaHee Bpems,
«BBMAY POCTa NOMYAAPHOCTU COLCETEN, OTAENbHbIE CNELUANCTLI U KO-
MaHZAbl NpousBoaMTENEN BUOAEOKOHTEHTA ANA TeNeBUAEHNS CTanu nepe-
npoduAnMpoBaThbCa A5 3anycKa woy Ha YouTube 1 aHaNorMYHbIX CepBU-
cax» [Tam Xe, c. 154].

B WWpoKOom cmbicne nof NMOHATMEM MacCMegMa MOXKHO CYMUTATb
CpeacTBa MaccoBoW MHOOPMALMK, TO eCTb OPraHU3aUMOHHO-TEXHUYE-
CKUWI KomnieKc, 61arogapsa KOTOPOMY CTAHOBUTCA BO3MOXKHbIM Nepeaayda
W pacnpocTpaHeHMe CI0BECHOW, 3BYKOBOW, ayAnM0BM3yanbHON MHOpMa-
umum [3]. Nog maccoBolt MHPOpPMaLMEN NOHUMAIOTCA NpeaHa3HAYeHHble
ONA HeOrpaHMYEHHOro Kpyra InL, NeYaTHble, ayAno-, ayAM0oBU3yanbHble
M WHble COOBLLEHNA U MaTepuanbl, COFIAacHo CT. 2 3akoHa Poccuiickoi
denepaumnn o1 27.12.1991 Ne 2124-1 «O cpeacTsax MaccoBoit MHPpopma-
unn». Takum 0b6pasom, K cpesicTBaM MaccMmemna MOXKHO OTHECTU Npeccy,
TeneBMAEeHME, KUHO, UHTepHeT-meana. CNOKHOCTb B PaCCMOTPEHUN Me-
XaHW3Ma 3aLMTbl aBTOPCKUX NPaB Ha NPOM3BEAEHMA MAacCMeama 3aKio-
YaeTcA TaKKe B MHOFOrPaHHOCTM TaKMX NPOU3BEAEHWNN: TEKCTbI, MYy3bIKa,
dnnbMbl, BUAEO.

PasBuTMe maccmeama v 610roB MAET B CaMbIX PasHbIX Hanpas-
neHuax: ¢otorpadum mn ctopus (Instagram), sugeobnoros (Youtube.
com), pa3BuUTUE TeKcToBOro 6aorrnHra (Musoi xypHan, AHaekc.[3eH),
pasninyHoro poga mecceHaxepos (WhatsApp, Viber, Telegram). B co-
BPEMEHHbI Mepuog, y*Ke CNOXKHO NPeacTaBuTb, YTO yBaXKatowaa ceba
OpraHusauma nam M3BeCTHasa JIMYHOCTb HE MMEET aKKayHTa B COUMaib-
HbIX Meguna. O4HOM 13 NOCeaHUX TEHAEHLUMI ABAAETCA CO34aHne umd-
poBbIX 6UBANOTEK B 3apyberkHbIx cTpaHax [4]. UndpoBbie TexHoMorMm
O4Y€Hb CUIbHO MEHSAIOT «apXUTEKTYPY aBTOPCKOro Npasa», NoABAAOTCA
HOBble CNocobbl HapyLLIEHMA aBTOPCKMX NPaAB M He BCEraa 3aKkoHoAaTeNto
yAaeTcs NPUHATb aaeKBaTHble mepbl [5, c. 47-48]. Mpu aToMm He Bceraa
3anpeTbl M NOBbIWEHNE FOCYAAPCTBEHHOTO KOHTPOAA MO3BOIAIOT MOBbI-
CUTb 3pPEKTUBHOCTb 0becneyeHns aBTOPCKUX NpaB. 3apyberkHbI onbIT
cBuAeTenbcTeyeT 06 06paTHOM. YeuneHue rocysapCTBEHHOTO Peryanpo-
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BaHMA He BCErga CnocobHO NoBbICUTb 3GHEKTUBHOCTL 0becrneyeHnsn as-
TOPCKMX NpPaB., U, Kak oTmeyaeT E. [lyKoB, «HOBble TeHAEHUMM B 061aCTH
npaBa, NOAUTUKN U TEXHONIOTMN, NPUHATbIE OTAENbHLIMW rOCYAapPCTBa-
MM, YFPOXKAOT aHOHMMHOCTM M0/Ib30BaTENEN KaK HMKOrAa paHblle, Noa-
Yyac CHMKAA A0 HYNA BO3MOXKHOCTb CBOBOAHO YMTaTb, MMUCATb, CIYLWATb B
WHTepHeTe» [6, 44]. BmecTe C TeM CyLLLECTBYIOLLAA TEHAEHUNA Pa3BUTUA
3aKOHOAATE/IbHOTO PEeryiMpoBaHna AeAaTebHOCTM maccmegma B Poc-
CUUN CBUAETENbCTBYET 06 YCUIEHUM FOCYAaPCTBEHHOMO PEryMpoBaHus,
CBA3aHHOIO MpeXae BCero ¢ BO3SMOXKHOCTbHO aHOHMMHOM OTNPAaBKM CO-
06LWEeHMN, 1 KenaHMM rocyAapcTBa KOHTPOIMPOBATL 3Ty chepy ansa obe-
CNeyYeHns 3aKOHHOCTM, NPenOoTBPALLEHNA TEPPOPM3MA, IKCTPEMU3IMA,
TeHeBOro bM3Heca, KOppPynLUMM, KPaXkn NepcoHasibHbIX AaHHbIX, obecne-
YeHMA aBTOPCKUX MpPas.

B coBpemeHHbIN nepuog UMeHHO nocnegHemy GeHoOMeHy B npes-
laraeMom KOHTEHTe Maccmeama yaenaeTca HegoCTaToYHOe BHMMAHMe.
XoTA OAHUM M3 [MaBHbIX ABNAETCA NPaBO COOCTBEHHOCTU, B TOM YMC/e
WHTENINEKTyaIbHOM, Hanbonee 3HaYMMbIM OBOBEKTOM KOTOPOM CAYKUT
aBTopcKoe npaso. KoHcTtutyumsa Poccuiickoit Pepepauymm B ctatbe 44
rapaHTUPYeT KaxkAomy cBOboAY UTEPATYPHOTO, XYA0KECTBEHHOIO, Ha-
YYHOTO, TEXHWUYECKOro U ApYyrux BUAOB TBOPYECTBA, a TaKXKe npenoaasa-
HUA. UHTenneKkTyanbHas cobCTBEHHOCTb OXPAHSAETCA 3aKOHOM.

O6bI4HO NOA KOHCTUTYLIMOHHBIM MEXaHU3MOM 3aLLUTbI MPaB U CBO-
604 YenoBeka M rpakaaHuwHa B TEOPUM KOHCTUTYLLMOHHOIO Mnpasa no-
HMUMaALOTCA:

® HOPMATMBHAA KOMMOHEHTA, TO eCTb KCOOTBETCTBYIOLME HOPMbI
KOHCTUTYLIMOHHOTO, aAMWHUCTPATUBHOIO, YrONOBHOMO, FPaXKAaHCKOro,
TPYAO0BOro, CEMENHOIO, 3KONOTMYECKOTO U APYrUX OTpacael npasay;

® MHCTUTYLMOHA/IbHaA coCTaBAloLWan (cucTema opraHoOB M OpraHu-
3aLMI, OCYLLECTBAAIOWMNX 3aLUNTY);

® Ha/Mune onpeneneHHbIX MHCTPYMEHTOB MO 3alUuUTe MpPaB M CBO-
604, Ux rapaHTupytowmx [7, c. 76-77].

MMEHHO rapaHTMAM 3aLuTbl NPaB U cBOOOA, YesI0BEKA U FPAXKAAHU-
Ha yaenaeTca 0ocoboe MecTo B MeXaHU3Me MX 3almTbl. K HUM MOXKHO OT-
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HeCTU cnepyowme MHCTPYMEHTbI, 3aKpenaeHHble B cT. 46 KoHcTtutyumm
Poccuu:

e cyaebHyo 3awmTy, NpaBo 06KanoBaHMe pelleHUin U AencTBui
(besnelicTBnin) OpraHOB roCyAapCTBEHHOW BAACTM, MECTHOTO CaMo-
ynpaB/iieHus, 0bLWEeCTBEHHbIX 06beaNHEeHN;

® MPABO HA 3alMTy CBOMX NpPaB U CBOOOA, B MEXKrOCyAapCTBEHHbIX
OopraHax, ec/iM ucyepnaHbl BCE MMEIOLMECH CPeacTBa BHYTpUrocyaap-
CTBEHHOW 3aLLUTbI.

® eCTb TaKKe MexaHW3m YNOoNHOMOYEHHOro No npaBam 4Ye/l0BeKa;
NPOKYPOPCKUit Haazop [7, c. 77-78];

® MeXaHM3M KOHCTUTYLUMOHHOrO KOHTPO/A (B OCHOBHOM OCYLLECT-
Bnsietca KoHCTUTYumnoHHbIM Cygom PO);

® OQHMM M3 Ba*KHbIX CNOCOBOB 3alLUTbl UHTENNEKTYaNbHOW COb-
CTBEHHOCTM AB/IAETCA camo3alumTa [8, c. 164—-165].

OT 3pPeKTUBHOCTM PaboTbl STUX MEXaHU3MOB 3aLLUTbI KaK B LLE/IOM,
TaK M B OTAE/bHOCTU KakAoro, BO MHOTOM 3aBMCUT obecneyeHHOCTb
npas u cBobog, YeNoBeKa U rparkaaHuHa, B TOM Yncie B chepe aBTop-
CKOro npasa.

K oTMeuyeHHbIM MexaHM3Mam cineayeT f00aBUTb CneuynanbHble Me-
XaHWU3MbI, NPUCYLLMeE 3alLMTe aBTOPCKUX MpaB, Hanpumep: obpalleHune
B ®egepanbHylo cnyxby nNo MHTeNNeKTyanbHoW cobcTBeHHocTH (Pocna-
TeHT) n obpauleHne B Poccuitickoe aBTopckoe obuiectso (PAO).

denepanbHas cny*Kba No MHTENNEKTYaNbHON COBCTBEHHOCTU ABASA-
€TCA OpPraHOM rocyAapCTBEHHOM BNACTM, OCYLLECTBSAIOWMM KOHTPOb U
HaZ30p B YCTAaHOB/IEHHOM chepe AeATeNbHOCTH, a TaKXKe OKasaHue rocy-
OAPCTBEHHbIX ycnyr B cdepe NpaBoBOM OXpaHbl M306peTeHUI, NOIE3HbIX
mMmoenen, NPoMbILIeHHbIX 06pa3sLLOB, NPOrpamm A1A 3/1EeKTPOHHO-BbI-
YUCAUTENbHbIX MaWWH, 633 AaHHbIX U TOMONOMMIA UHTErPabHbIX MUKPO-
CXeM, B TOM 4YMC/le BXOAALWMX B COCTaB €4MHON TEXHOOMMK, TOBAPHbIX
3HaAKOB, 3HAKOB OOC/YKMBAHWA, HAUMEHOBAHUI MECT MPOUCXOKAEHUA
TOBAapOB, HOPMATMBHO-MPABOBOrO PEryJiMpoBaHMA BOMPOCOB, Kacato-
LLMXCA KOHTPO/A, HaA30pa M OKA3aHMA roCyAapCTBEHHbIX YCAyr B yCTa-
HOBNEHHOW chepe geaTenbHocTH [9].
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Cpeam KpynHbIx 0bLecTBEHHbIX OpraHun3aLmii B Poccum Bblgensetca
opraHusauma «Poccuitickoe astopckoe obuectso» (PAO), asnstowanca
HerocyaapCcTBeHHON, HEKOMMEpPYECKOM, CO34aHHOM aBTOPamMM U UHbI-
MW NpaBoobnafaTensimMmm AN OCYLLECTBNEHUA YNpaB/ieHWs aBTOPCKU-
MW MpaBaMu Ha KoNieKkTMBHOM ocHoBe [10]. OaHOW M3 rnaBHbIX 3a4ad
Poccuiickoro aBTopcKoro obuiecTsa BbiCTynaeT cbop, pacnpegeneHve u
BbIMN/1IaTa AaBTOPCKOTO BO3HArPaXKAEHUA 33 Pas/IMYHbIe CNocobbl UCNOSb-
30BaHuA npowusBeneHuin. ObecneyeHne oxpaHbl CO34aHHbIX B Poccum
0O6bEKTOB UHTENNIEKTYalbHOW COBCTBEHHOCTU AO/IKHO OCYLLECTBAATHCA
PAO c cobntogeHMem HOPM POCCUICKOTO 3akoHogaTesNbcTBa. Bmecte ¢
TEM B COBPEMEHHbIW Neprog co34atoTCA «KMPUHLMNNAABHO HOBbIE, C/I0MK-
Hble 0ObEKTbI aBTOPCKOrO NpaBa, TakMe KaK clang-woy, nHoorpadmka,
BMAEOMNOAKACTbl M np». Mpy 3TOM HM 3aKOHOAATENbCTBO, HM Hay4yHas
nnTepaTypa, HM KOMMEHTapWKM IOPUCTOB He AatoT OTBETA HA BOMPOC, KaK
[O/BKHbI OXPaHATbCA NogobHble NPomn3BeaeHMA, KOMY NPUHAANEXKAT UC-
KNOUUTENbHbIE U INYHbIE HEMMYLLECTBEHHbIE NpaBa Ha HUXx» [11, c. 4-6].

Bce bosiee o4eBMAHOM CTAHOBUTCA HEOOXOAMMOCTb Pa3BUTUS HOBBIX
NOAXOA0B B PEryIMpoBaHMM aBTOPCKMX NPaB B UHTEPHET-MeAMA, a TaKKe
«HaxoXKAeHMe pasymHoro 6anaHca MHTEpPeCcoB Mexay npasoobnapgate-
NAMM, NONb30BATENIAMMU U NIMLAMM, NOAYYAOWMMM JOCTYN K NPoOuU3Be-
[eHUAM, pasmellaembiM Ha ceTeBbix pecypcax» [12, c. 4-5]. YunTbiBan
npu 3TOM PacrnpoCTpaHeHWe Ha UHTEePHET-MeAuna OrPaHUYeHU UCKIo-
YMUTENbHbIX NPaB Ha NPOU3BEAEHUA, NPeaYyCMOTPEHHbIX AeNCTBYHOLLMM
3aKOHOZaTeNnbCTBOM Poccuitickon ®egepaunm U MexAyHapo4HbIMKU A0-
rosopamu B 061acTv aBTOPCKOro npasa (B 0cobeHHOCTU, BepHCKOM KoH-
BEHLMMN 06 OXpaHe NUTepaTypPHbIX U XYLOMKECTBEHHbIX MPOU3BEAEHWIA,
[orosopa BcemupHO OpraHu3aumm WHTENNEKTyaslbHOW Co6CTBEHHO-
CTM MO aBTOPCKOMY npaBy). MHOrorpaHHOCTb aBTOPCKOro NpaBa MOXKeT
NPOABAATLCA ELLE U B TOM, YTO AAHHbIA MHCTUTYT MOXKET 3aTparneaTb He
TOJIbKO YaCTHbIE, HO eLe M NybAnYHbIE MHTEPECDI, @ TaKXKe «MHTEpechbl B
chepe HayKn, 06pa3oBaHUsA, KYNbTyPbl U UCKYCCTBA» U, HAKOHEL,, KC/OXK-
HOCTM NOCTPOEHMUA CNpaBea/MBON 1 cbanaHcMpoBaHHOW Mmoaenn» byay-
LLero aBTopcKoro npaea [13, c. 4-5].
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Uccnenys BbibopKy 13 10 uHTepHeT-pecypcos, H. Lenyaskosa npu-
XOAMT K BbIBOAY, YTO DO/IbLUIMHCTBO MHTEPHET-U3AAHUIN PA3peLIatOT Ko-
NMpPoBaTb Pa3MeLLLEHHbI KOHTEHT C 06A3aTeNbHOM CCbIIKOM Ha AaHHble
Nnpou3BeAeHUA: «MHTepHeT-pecypcbl, Kak lenta.ru, bfm.ru, inopressa.ru,
fontanka.ru, kremlin.ru, kavkaz-uzel.ru, gonyckatoT KonupoBaHue npo-
n3BeLeHnn 6e3 NMCbMeHHOro paspelleHus, 6e3 npeaBapuTeNbHOrO Co-
rnacus — eAMHCTBEHHbIM YCIOBMEM MEpPeneyaTkm u peTpaHcaaLmm aB-
NIAETCA CCbI/IKA Ha NepBOUCTOUHMKY [14]. [ipyras rpynna uHTepHeT-meana
npuaeprKmBaetcs 6onee KecTkol Nos3nuuKM, gonycKatowen Kakoe-nnbo
NCMONb30BaHNE CBOUX NPOU3BEAEHUIA TONbKO Ha OCHOBaHMM MUCbMEH-
HOTO cornalleHua: Bagensupl caiTa lifenews.ru. AHanornyHyo nosnumio
3aHMMaeT gazeta.ru. PasHMUA TOMIbKO B TOM, YTO U3J4aHWE «paspeluaeT
UMTUPOBaHME maTepuanos B obbeme He 6onee 30% OT OpUrMHANBHOTO
TEKCTa U Npu ycnoBumM ob6s3aTesibHOM cCblnkn» [14].

Mexay Tem, no HabnogeHuto LLenyaskosoi, MHTepecHoe 3ameya-
HWE COAEPXKMUTCA B «NMUEH3UNY» M3aaHua bfm.ru, Bnagenbupl KoToporo
NPOCAT y4ecTb, 4To «yupeantenn 000 «BOM.Py», Kak 1 UX Konsiern us
Takux CMMW, Kak «KommepcaHTb», «Bemomoctun», «UHTepdarc», PUA
«HoBocTn», «JleHTa.Py», «laseTa.Py», «Bectu» n Ap., KpaHe HEraTMBHO
OTHOCATCA K BOPOBCTBY MHGOPMaLUN. BopoBCTBOM B laHHOM C/ly4ae Mbl
B BOM cuntaem poBHO ABe Beln. Bo-nepBbiX, BblAaBaHUE YYXKUX TEK-
CTOB 3a CBOMM MyTeM nogmeHbl nHpopmauumn ob aBTopcTee. Bo-BTOpLIX,
NMO/NHOTEKCTOBYIO PETPAHCAALMIO CYLLECTBEHHbIX OOBEMOB YYXKOro HO-
BOCTHOTO MOTOKA (MpuMeHuTensHo K BOM — 6onee 10 3aMeTOK B CyTKM)
CalTOM, OTZAIOLWMM CBOM MaTepuasibl Ha MHAEKCALMIO B MOUCKOBUKU U
HOBOCTHbIe arperaTopbi» [14].

Takvm 06pa3om, MOXKHO CAieN1aTh BbIBOA, YTO B KOHTEHTE POCCUMIMCKUX
Maccmeama B COBPEMEHHbIN Nepuog, CyLLLEeCTBYIOT TUMOBbIE NOAXOAbl ANA
Hanbonee ygobHOro pacnopsiKeHWs CBOMMW aBTOPCKMMM MpaBamu: C
OfHOW CTOPOHbI, CBOGOAHOE MCMOMb30BaHME KOHTEHTa C 00A3aTe/IbHOM
CCbI/IKOM Ha NepPBOUCTOYHMK, MO0 UCMONb30BAHME OrPaHNYEHHOMN YacTK
TEKCTA KOHTEHTa, C APYrol — UCMOb30BaHME MATEPUAOB TONbKO C MUCH-
MEHHOro cornacus Biagenblia maccmeama. MrHopupoBaHue B pasinyHbIX
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chepax aBTOPCKOro Npasa Ha NpousBeaeHus, Heg0bpPOCOBECTHbIE 3aMM-
CTBOBAHMA BO MHOTOM TOPMO3AT Lie/IeHanpaB/ieHHOe pa3BUTUE POCCU-
CKOro rocyaapctsa v nossaeHWe MHHoBauUMin. BmecTe ¢ Tem, cornacHo E.
CadpoHOoBY, HeXenaTenbHO BnajaTh B APYryto KPalHOCTb: NbiTaTbcA ype-
ryMpoBaTh BCE OTHOLLIEHWA HOPMAMM NPaBa U KKOMMEPLLMAIN3NPOBATb»
WHTENNIEKTYasIbHYI0 COOCTBEHHOCTb, MOCTPOEHHYIO Ha Heonpeae/eHHbIX
TEPMUHax B 3aKoHogdaTenbcTee [15]. Mccneaya TepMMHONOMMIO 3aKOHOAa-
TenbCcTBa B chepe KynbTypbl, E. CadpoHOB OTMEYaeT, YTo «AelcTByoLLee
3aKOHOAAaTe/IbCTBO ONUPAETCA Ha 06LLME TEPMUHbI», KOTOPbIE BblIN «BBE-
AeHbl B 0buxog, ewe B Poccuitickon Umnepum B XIX Beke n BopoKpaTtu-
yecku 3akpenseHbl B CCCP Bo BTOpoit YyeTBepTM XX BeKa, OHU HE MMELOT
0OBEKTUBHDBIX OT/IMYUTENIbHBIX MPU3HAKOB M BO MHOFOM HEMPUMEHMMbI B
3noxy BGypHOro pocTa MaccoBOMW KYNbTYpbl, 3N1€KTPOHHbIX CMMU, umdpo-
BO 3KOHOMWKMU U BIOKYelH-TexHoornii» [16, 14]. PesynbTaTbl UHTEN-
NeKTya/lbHOW OeATeNIbHOCTU [0/XHbl BbiTh 3allMLLIEHbl HALMOHAAbHBIM
3aKoHOAAaTeIbCTBOM rocyAapcTea. B cBolo oyepedp B HaUMOHabHOE 3a-
KOHO4ATENbCTBO AOJIXKHbI ObiTb MMMNNEMEHTUPOBAHbI MeXAYHapPOAHbIe
NPUHLMMbI U HOPMbI B chepe aBTOpCKoro npasa [17, 2362-2364].

Hanbonee aeicTBEHHBIMY MEXaHWM3MAMM 3aLLMTbI aBTOPCKUX NpaB
ABNAOTCA cy0ebHaA 3auwuma u mexaocyoapcmeeHHas 3aujuma, Ha Ko-
TOPbIX Mbl OCTaHOBMMCS Bonee noapobHo. B Poccuiickoit ®epepaumm
MopAOOK ocyujecmesneHuUs 3aujumsl A8MOPCKUX MPA8 MOXHO YC/NIOBHO
noApasgenunTb Ha ABe rpynnbl: BHEIOPUCANKLUMOHHBIN NOPAAOK 3aLuUThl
aBTOPCKMX MPaB U OPUCANKLMOHHDBIN, KOTOPbIN OCYLLECTBASETCA C TOMO-
b0 06paLLEHMA B YNOTHOMOYEHHbIM rOCYAapCTBEHHbIM OpraH.

BHetopucOUKUUOHHBbIL MopA0OK 3aliUTbl aBTOPCKUX MPaB OCYLLEeCT-
BnseTca 6e3 obpalleHna B opraHbl rocy4apcTBEHHOW BAACTU, NPU KOTO-
pom npaBoobsiaaatenb HanpaBAdeT NPeTEeH3UI0 K HapywuTento, rae dpop-
My/IMpyeT cBou TpeboBaHus.

IOpucoukyuoHHbIl NopAGoK 3aWwmnTbl Npeanonaraet obpalleHne B
YNOJIHOMOYEHHbI rOCYAapCTBEHHbIM OpraH u peanusyeTtca B cyaebHom
nopsaake. Mpu ocyLwecTBAEHUN rPaXKaaHCKO-NPaBOBbIX CNOcoboB 3aluu-
Tbl He06X04MMO 0BPATMTLCA B CYA C O4HMM U3 TPebOBaAHUNA.
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HenocpeacTBeHHbIN MEXaHU3M TPaXKAaHCKO-NPaBOBOM 3aLLWTbI aB-
TOPCKMX NpaB NPeayCcMOTPEH MPaXKAaHCKMM 3aKOHOAATe/1IbCTBOM, B YacT-
HocTM ctatbaMK 1251, 1252 lpaxkaaHcKoro Kogekca Poccuiickont depe-
pauun. K Hanbonee adpdekTMBHbIM cnocobam 3alLmTbl aBTOPCKMX MPaB
MOXHO OTHECTH:

* mpebosaHUE O NPU3HAHUU NMPA8d, KOTOPOE NPEAbABAAETCA K ANy,
KOTOpOEe OTPULAET UM UHbIM 06Pa3OM He MPM3HaeT NpaBo, Hapyluas
TEM CaMbIM MHTEpPEeChI NPaBoobiafaTens; NPU3HaHME UCKIOUUTENBHOTO
npasa No3BoAAET YCTaHOBWUTbL NPaBo0biaaaTens Npoms3BeaeHus;

* mpebosaHue o npecevyeHuu delicmeuli, HapyLatoLWMX NPABO WU
CO3JatoWMX Yrpo3y ero HapyleHus (Hanpumep, pacnpocTpaHeHue B
CeTU KOHTPahaKTHbIX IK3EMNIAPOB NPOM3BEAEHUSA);

* mpebosaHue o so3meleHUU ybbImKo8 K aAuyy, HENpPaBoMepHO
NCMNO/b30BaBLLEMY Pe3yNbTaT UHTENEKTYaIbHON AeATenbHOCTU (peanb-
HbIW yWEep6, ynyuleHHas Bbiroaa);

e mpebosaHue 06 U3bAMUU KOHMPAGAKMHbIX IK3EMIAP08 MNpo-
ussedeHuli;

* ybauKayua peweHus cyoa O AONYLLEHHOM HapyLleHUWN ¢ yKasza-
HWEeM AeicTBUTeNbHOTO NpaBoobnaartens;

® 83bICKOHUE KOMIMeHCayuuU 3d HapyweHUe agmopCcKux npas.

B cnyyae 3awuThbl CBOMX NpaB B aAMWHUCTPAaTUBHO-NPaBOBOM W
Yro/I0BHO-MPAaBOBOM NopagKe He0H6X0AMMO CHayana obpaTUTbCA B KOM-
NeTEHTHbIN rocyAapCcTBEHHbIVM OpraH (opraH NoaMLMu, CNeaCcTBEHHbIN OT-
aen). PeweHuns o npuBaeYeHNn K agMMHUCTPATUBHOMN OTBETCTBEHHOCTU U
NMPUroBOPbLI O NPUBIEYEHNN K YTOJIOBHOW OTBETCTBEHHOCTM BbIHOCUT CyA,

MeKayHapoaHO-NPaBOBOM MEXaHU3M 3allMTbl NPaB elle NPUHATO
Ha3blBaTb KOHTPOJ/IbHbIM, MOCKO/IbKY OCHOBHOW 3a4ayel AaHHOMo mMexa-
HU3Ma ABMIAETCA KOHTPO/b BbINONHEHWA 00A3aTENbCTB rOCYAapCTBaMM B
chepe mMexayHapogHO-NpaBoOBOro perynvposBaHua. OgHoin U3 nocnea-
HUX TEHAEHLUMIN TaKOro perynnpoBaHus asnseTca cOamkeHwe Hauwmo-
Ha/IbHOTO 3aKOHOAATENIbCTBA C HOPMaMM MEXKAYHAPOAHOro Npasa.

OCHOBHbIMW MEXAYHAPOAHO-MPABOBbIMM aKTaMM, PEryINPYOLLUMM
aBTOPCKOE NPaBO U 3aLLMUTY MHTENNEKTYaIbHOM COBCTBEHHOCTH, ABAAIOTCA
cneayrolme MexayHapoaHble aKTbl:
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* BcemupHan KoHBeHUMA 06 aBTopckom npase oT 06.09.1952 r. (ne-

pecmoTpeHHan B Mapuke 24.07.1971 r.);

¢ bepHCKas KOHBeHLMA 06 oxpaHe NIUTepPaTypHbIX U XYL40KeCTBEH-

HbIX Npoun3seaeHnii 1886 r. (Mapuskckuin AkT, 24.07.1971r.)

¢ KoHBeHUMA 06 oxpaHe MHTepecoB NpousBoauTenein poHorpamm ot

He3aKOHHOro BocnpounssoacTea ux oHorpamm (MeHesa, 29.10.1971r.)

e MeKayHapogHaas KOHBEHUWA MO OXpaHe MpaB MCMOJHUTENEN,

usrotosuteneit ¢GoHorpamm, BellaTesibHbIX opraHusauuii (Pum,

26.10.1961r.)

e [loroBop BOWNC no aBTopckomy npasy (HKeHesa, 20.12.1996 r.)

e JloroBop BOUC no ucnonHeHusam u ¢oHorpammam (eHesa,

20.12.1996 1.).

AQMUHUCTPATUBHbIE GYHKUMWN B OTHOLIEHUM BONBLIMHCTBA MEXAY-
HapOAHbIX OOroBOPOB B 06NACTU UHTENNEKTYasibHOM COBCTBEHHOCTY,
B NepByto ovyepeab BepHCKON KOHBEHLMM 00 oxpaHe NUTepaTypHbIX U
XYAOXEeCTBEHHbIX MPOM3BEAEHUIN, BbINONHAET BcemupHasa opraHusa-
UMS UHTENIeKTYaIbHOM cobcTBeHHOCTU (aanee — BOWUC), asnawowasnca
¢ 1974 roga cneumanmsnpoBaHHbim yupexgeHmem OOH. B HacToAwee
Bpema yneHamn BOWUC okasbiBatoTcs 6onee 190 rocygapcts [18]. Bce-
MWPHaA opraHnsaumsa UHTENIEKTYa/IbHOW COBCTBEHHOCTU Bblna yuypex-
AeHa CToKronbMcKon KoHBeHumel oT 14.07.1967 roga v BCTynuAna B cuny
1970 rogy, cornacHoO NoioXeHUAM KOTOPOM OCHOBHbIMW 3aZa4amu 3TOM
MeXAYHapOoAHOMN opraHn3auum ABNAIOTCA:

® cofeincTBMe OxpaHe MHTeNNeKTya/lbHOM COBCTBEHHOCTM BO BCEM

MUpe NyTem COTPYAHNYECTBA rOCYAapCTB U B COOTBETCTBYHOLLUUX CAY-

Yasix BO B3aMMOAENCTBUM C 06O Apyro MexayHapoaHOW opra-

Hu3auuen;

® paspeleHne KOHPINKTOB;

® BbINO/IHEHME PETUCTPALMOHHBIX AENCTBUIA A5 AOFOBOPOB, Npea-

YCMaTPUBAIOLWNX MEKAYHAPOAHYIO PErMCTPaLMIo OOBEKTOB UHTEN-

JIeKTyanbHOM COBCTBEHHOCTY;

e obecneyeHne aAMMHUCTPATMBHOrO coTpyaHUYecTBa Coto3os [18].

HAYKA TENEBUAEHUA Ne 15.1, 2019 208 THE ART AND SCIENCE OF TELEVISION



CnepoBatesnibHO, AeATENbHOCTb BcemupHOM oOpraHuM3aumMm MHTeN-
JIeKTyasibHOM COBCTBEHHOCTU HalefieHa Ha co3gaHue cbanaHCMpoBaH-
HOM M QOCTYNHOMN MeXAYHapOAHOMN cMCTeMbl, obecrneymBatoLe BO3Ha-
rpaskaeHue 3a TBOPYECKYHO AeATeNIbHOCTb.

MpucoeamHenmne Poccuiickot Pegepaumm K bepHCKOM KOHBEHLUK
cocTosanock B 1995 roay, v no npoLluecTsuu nAT1 ieT Poccua npusena cBoe
3aKOHOLATENbCTBO B COOTBETCTBUE C NOJIOKEHUAMMU STOTO MEKAYHAPOL-
HOro akTa. 3akoHogaTtenbcTBo Poccum — KoHcTutyumsa u degepanbHoe
3aKOHOAATeNbCTBO — A0/KHbI NOTHOCTbIO UCXOAMUTb U3 NONOMKEHUIA KOH-
BEeHUMN. BepHCKaa KOHBEHUMA YCTaHaBAMBAET pAf, NPUHLMNOB MEXIy-
HapOAHOro aBTOPCKOro NpaBa, a UMEHHO:

1. MpuHUMN aBTOMATMYECKOM OXpaHbl, NpeaycMaTPMBaloLWMIA, YT

aBTOPCKOE MpaBo He TpebyeT BbINONHEHUA KaKux-1Mbo dopmanb-

HOCTeM, B YaCTHOCTU, PermcTpaLumn aBTOPCKOro Npasa UM paspeLle-

HWA OPraHOB rocyAapcTBEHHOM BAaCTU. ABTOPCKOE NPaBo BO3HUKAET

B MOMEHT pMKcaLMm NPonsBeLeHnNs Ha MaTepuanbHol dopme nam

nepsoi nybankauum.

2. MpuHUMN Npe3ymnuMM aBTOPCTBA, O3HAYalolWMiA, YTO aBTOPOM

CYUTAETCA TO UL, Ybe UMSA (MM NCEBAOHMM) YKa3aHO Ha 06/10KKe

NpPOV3BEAEHUA NN KAKOM-TMBO MaTepPMaNbHOM HOCUTENIE, EC/IU He

[OKa3aHo MHoe. [JaHHaA KOHBEHUMSA He COAEPKMT YETKOTO NOHATUSA

aBTOPCTBa, MO3TOMY B CTpaHaxX-y4acCTHWKax BepHCKol KoHBeHuuu

OHO MOXET UCTO/IKOBbIBATbCA NO-pa3Homy. B Poccun aBTopom cum-

TaeTcA To/bKo ¢u3nyeckoe nuuo. B 3apyberkHbix cTpaHax, B YacT-

HocTu B CLUA, B KayecTBe aBTOpa MOXET BbICTyNaTb lopuanyeckoe

nnuo. Takum ob6pasom, no obLLemy NPUHLMNY aBTOPCTBO ONpeaens-

€TCA N0 3aKOHaM CTPaHbI-NMPOUCXOXKAEHUA.

3. MpUHUMN HEe3aBUCMMOW OXPaHbl aBTOPCKMUX Npas, 03HAYaoLWMi,

YTO OXpaHa NPOU3BEAEHMA B KaXKA0MN CTpaHe HMKAK He 3aBUCUT OT

OXpaHbl MPON3BEAEHN B APYIUX CTPAHaX.

4. TPUHLMN HAaUMOHANBHOIO PEXXMMa aBTOPCKOro NpaBsa, Npeaycma-

TPUBAIOLLMIA, YTO KaXKAas CTPAHA, yYacTBytoLlan B BepHCKOM KOHBEH-

UMK, NPeaoCTaBAAET FPaXKAaHaM APYTUX CTPAH-YYaCTHUL, aHANOTUY-

Hble aBTOPCKME NPaBa, YTO ¥ CBOMM CODBCTBEHHbIM rpaykAaHaM.
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BepHCKaa KOHBEHUMA NPefoCTaBAAET aBTOpPaM cieayrolume npasa:
NnpaBo Ha BOCMNPOU3BEAEHME COYMHEHMA NtOBbIM cnocobom u B Ntobon
dopme (cT. 9), NnpaBo Ha nepesog, (CT. 8), NpaBo Ha NybanYHOe BellaHMe
(ct. 11), npaBo Ha nybAnYHOE UCNONHEHME M NPaBO Ha NybanyHoe yTe-
Hue (cT. 11), npaBo cnepoBaHus (cT. 11), Koraa aBTOp NoaAydYaeT onpege-
NIEHHbIV NPOUEHT OT CYMMbl NEPENPOAAXKM CBOErO TBOPEHMUA, NPaBO Ha
nepepaboTKy, TO eCTb MPABO NepPesenku, apaHKMPOBKA N Apyrve nsme-
HeHuA npousseaeHus (ct. 12).

C 2008 roga 3T cTaHAapTbl B OCHOBHOM MMMJIEMEHTMPOBAHbI B 3a-
KoHogaTenbcTBo Poccuitckonn ®epepaunn. A B 2006 roay 6bina npuHATa
yeTBepTadA YacTb [ParkAaHCKOro Kogekca Poccmun, cogepskallan npuHLM-
nMasbHO HOBblE MOMOXKEHWUA 06 aBTOPCKOM NpaBe. ITO 3HAYMTE/NbHbIN
war snepes, 414 3aKOHOLATENbHOIO PEryIMPOBAHUA NPABA UHTENNEKTY-
a/ibHOM cOBCTBEHHOCTU, KOAMDUKALMM STUX MPUHLMMNOB U HOpM. MHorme
aBTOpPbI, PacCMaTpMBatOLLME B3aUMOCBA3b PEryIMPOBaHUA KUHTENNEKTY-
aNbHbIX MPaB» C COOTBETCTBYHOLWMMMN MEXAYHAPOAHBIMU CTaHAAPTaMM
U TPAAWUMOHHbIMM TEOPUAMM AaBTOPCKOrO NpaBa, BO MHOMOM CKIOHS-
HOTCA K MHEHUI0 06 ux HecooTBeTcTBMU. TaK, Mo MHeHuUto A. MaTBeeBa,
pocculickas modenb Mnpasa HA HENnPUKOCHOBEHHOCMb Mpou3sedeHuUs
He coomeemcmayem cmamese 6bis bepHcKol KoHBeHUun «O6 oxpaHe
NIUTEPATYPHbIX U XYLOXECTBEHHbIX npoussegeHui» [19, c. 360-363].
CnepoBaTtenbHO, He BCe aBTOPCKME NpaBa, 3aKpenseHHble B bepHcKoi
KOHBEHLMMW, HAaXOAATCA NOZ 3aLLUTON B POCCUMCKOM 3aKOHOAATENbCTBE,
a TO/IbKO Te U3 HUX, KOTOPbIE «NEPeYNC/IeHbl B KOHEYHOM CHETE B HALMO-
Ha/IbHOM 3aKOHOAATeNbCTBE TOM WM MHOM cTpaHbI» [20, c. 87-88].

AKTOM BbICLUEN tOpUAMYECKOM cunbl B Poccnn asnsetca KoHCTUTY-
uma Poccuiickon ®eagepaunn. B ctatbe 15 KoHCTUTYLMK, HapAdy € Npu-
3HAHWEM 3TOMN XapaKTepPUCTUKM, 3aKpenaaeTca, YTo obLenpr3HaHHbIe
NPUHLMMAbI U HOPMbI MEXKAYHAPOAHOrO NPaBa M MeXAyHapoaHble A0-
rosopbl PO ABNAIOTCA COCTAaBHOM YacTbio ee NPaBOBOM CUCTEMBI, U €Cn
MeXAYyHapoaHbIM A0roBopom PP ycTaHOB/MEHbI MHble MPaBMaA, Yem
npeaycMOTPEHHbIe 3aKOHOM, TO NMPUMEHAIOTCA NPaBUaa MeXAyHapoa-
Horo gorosopa. Cpeau pasHbIX TOYEK 3PEHMA OTHOCUTENBHO NPUOPUTETA
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MEKAYHAPOAHbIX HOPM U HALMOHANIbHOTO 3aKOHOAATENbCTBA BbIAENIUM
MHeHKne A. HuKonaeBa, KOTOPbIW Bblpasn/l 03ab0YEHHOCTb CYLLECTBYIO-
el TeHAeHUMEN KaKTUBHOIO npoTnsonocTasneHns KoHctuTtyumm Poc-
cuiickon Pegepaumm n EBponeiickon KoHseHuum» [21, c. 31-32].

Mocne Bctynnenuna Poccum B CoseT EBponbl B 1996 roay 1 patuduka-
umm EBponenckon KOHBEHLMM O 3aLLUTE NPaB Ye/0BEKA U OCHOBHbIX CBO-
604 B8 1998-M nosBuIach Takasa MexXAyHapoaHasa rapaHTus npas U CBO-
604, 4yenioBeEKa M rparkAaHMHa, Kak BO3MOXKHOCTb 0b6paLleHnn ¢ Kanoboi
B EBponeickuit Cyg no npaBam YenoBeKa. B cootseTcTBum ¢ patudumKaum-
el EBponeicKkoi KOHBEHUMK O 3aWwmTe NpPaB U cBoOOA YeN0BEKA U FPaK-
AaHWHa Poccua npuHana Ha cebsa 06A3aTeNbCcTBO B TOM, YTO PELUEHUA
Esponelickoro Cyaa no npaBam YesI0BEKA HOCAT 06A3aTeNbHbIN XapaKkTep
ana Poccumn M moryT npeaycmaTpuBaTh BbINAATy AEHEXHOW KOMMeHca-
LK 33aABUTENIO B C/Ty4ae HapyLUeHUA ero npaB u cBo60A, 3aKpenieHHbIX
B EBpONencKolt KOHBEHUMM O npaBax YenoBeKa M [NpPOTOKO/MIOB K HeW.
bonee Toro, nocne BCTynieHuA peweHunin Esponerickoro Cyaa B cuny ro-
CyAapcTBa AO/MKHbI NPeaAnpPUHUMATbL Mepbl ANA BOCCTAaHOBNEHWUS Hapy-
LWEHHbIX NPaB 1 cBOOOA, KOHKPETHbIX 3aABUTENEN, @ TaKKe Mepbl 0bLero
XapaKTtepa ana npoduUNakTUKU aHaNOTUYHbIX HapylueHuit EBponelickoi
KOHBEHLMM B ByayLiem.

OAHaKo nNpu 3TOM HEBO3MOXHO UIHOPMPOBaTbL MPUHLUMN rocyaap-
CTBEHHOro cyBepeHuTeTa. KOHCTUTYUmMA Poccuiickolt depepaummn, npo-
BO3rnacusLWwasn B Y. 4 cT. 15 npMoputeT MexayHapoaHbIx gorosopos PO
B NPUMEHeHMM Nepes, 3aKOHOM, cama 06/1a43a€eT BbiCLIEN topuamYecKomn
cunoii (4. 1 ct. 15 KoHctutyumnm Poccninckont Pegepauymm). B cBA3M € 3TM
A. Kosnep cnpasegnmeo nucas, 4to nonoxeHuma y. 1 n 4 ct. 15 KoHctuty-
uMm PO gonKHbI TONKOBATLCA B MX B3AaMMOCBSA3M, TaK KaK B NPOTUBHOM
cnyvyae mMbl 1Mb60 BCTaem Ha NyTb O4HOCTOPOHHEro TO/IKOBaHMA, M60
npuberaem K Heg0b6POCOBECTHOMY MPUEMY «BbIMAYMBAHMUAY KOHCTUTY-
LMOHHOTO UM MEXAYHAaPO4HO-MPAaBOBOro acnekTa [22, c. 25].

Takum obpasom, B KOHCTUTYUUM Poccum NpuopuUTET OTAAETCA MEXK-
AYHapOAHbIM aKTamM, paTUOULMPOBAHHBIM B COOTBETCTBUMU C YCTAHOB-
JIeHHOW Npoueaypoit, HO B TO Ke BPems yKasblBaeTcs, YTo KoHCTUTyumA
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ABMAETCA aKTOM BbiCLIEN topuamyeckon cunbl. K dyHKumam KoHCTuTy-
umoHHoro Cyaa P® otHocuTtcA TonkoBaHue KoHctutyummn. Oa4HaKo U 3Tu
aKTbl HE OMpeaenAlT O4HO3HAYHOE MOHUMAHUE POM U MeCTa MeXAay-
HapPOAHO-NPABOBOM COCTaBNAOLLEN B CUCTEME HALMOHANBbHOIO 3aKOHO-
0aTenbCcTBa.

B 2015 roay 6b110 BbiHeceHo MocTtaHoBneHMe KOHCTUTYLMOHHOrO
Cypa Poccum Ne 21-M ot 14.07.2015 roga «[Mo geny o npoBepKe KOHCTUTY-
LMOHHOCTM NONOXKEHUI cTaTbk 1 DeaepanbHOro 3sakoHa «O patudukaumm
KoHBEHUMK O 3aLUMUTEe NPaB YesloBEKA U OCHOBHbIX cBO6oA 1 MpoToKoNoB
K He#... ». Mo cyTn, aTum MNoctaHosneHnem KOHCTUTYUMOHHBLIM Cyg PO
pasbAcHWUA obpaTuBLLEicaA rpynne A4enyTaToBs, YTO CyZ 06LLei opUcamK-
UK, 1Mbo apdbUTpakHbIN Cya «Npy NePecmoTpe B YCTaHOB/IEHHOM Mpo-
LeccyanbHbIM 3aKOHOAATeNbCTBOM MOPAAKe Aena B CBA3M C NPUHATMEM
Esponelickum Cyaom no npaBam YenoBeKa MNOCTAHOBAEHMUSA, B KOTOPOM
KOHCTaTUpyeTca HapylweHue B Poccuiickoit Pegepaumnmn npas n ceobos,
yesioBeKa» NP NPUMeEHEHNN 3aKOHA, B0 OTAENbHbIX €0 MOMOMKEHUA,
NPUAA K BbIBOAY, YTO BOMPOC O BO3MOXKHOCTM NPUMEHEHMUA COOTBETCTBY-
IOLLErO 3aKOHA MOMKET ObiTb pelleH TO/bKO NOc/e NOATBEPKAEHUA ero
cootBeTcTBUA KOHCTMTYuumn Poccuitickon depepauuu, obpalaerca ¢ 3a-
npocom B KOHCTUTYUMOHHbIW Cya Poccuiickolt ®epepaunmn o npoBepke
KOHCTUTYUMOHHOCTM 3TOrO 3aKOHa».

AHanunsunpya nonoxeHma atoro MoctaHoBAeHUA KOHCTUTYLMOHHOIO
Cyna, MOXHO caenatb BbIBOA O TOM, YTO, BO-NepBbIX, Poccusa, BcTynas 8
CoseT EBponbl 1 patndumumnpya EBponencKyto KOHBEHLMIO O NpaBax Yeso-
BeKa, B3s/1a Ha ceba 06A3aTeNbCTBO BbINOIHATD MOJIOXKEHMSA 3TOMO MEXK-
[YHApOAHOro A0roBopa (B MPOTMBHOM C/lydae CyLLEeCTBYeT npoleaypa
AEeHOHCaUMN MeXAyHapoaHbIX A0rOBOPOB), U, BO-BTOPbIX, NOCAE B3ATUA
Ha cebsa cooTBETCTBYOWMX 06A3aTeNbCTB, NpeanaraeT NOATBEPKAATb CO-
oTtBetcTBMEe KOHCTUTYUMM Poccum yxKe MPUHATBIX B YCTaHOBJIEHHOM MO-
pagke MNoctaHoBAeHMI EBpoNecKoro cyaa no npaBam YenoBeKa.

B pononHenue K MNoctaHosneHuto KoHctutyumoHHoro Cyga Poccum
Ne 21-M ot 14.07.2015 roga 6bin npuHAT ®enepanbHblii KOHCTUTYLLMOH-
HbI 3aKOH oT 14 aekabps 2015 roga Ne 7-®K3 «O BHECEHUM N3MEHEHUI
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B8 PenepasnbHbli KOHCTUTYLMOHHBIM 3aKOH «O KoHcTuTyumoHHom Cyae
Poccuitickoit depepaumnn», npeaycmaTtpmsatowmii HageneHme KoHCTUTy-
LMOHHOIO cyZa NOJIHOMOUYMAMM paspeLlleHns Bonpoca O BO3MOMKHOCTH
WCMNOJTHEHUSA PeLLEHNA MEXKIOCY4aPCTBEHHOMO OpraHa no 3aluuTe npas u
cB06O YenoBeKa. ITO 03HAYAET, YTO UCMOJHEHUE MPUHATBLIX PELlEeHW
MEXKIOoCYapCTBEHHbIX OpPraHoOB NPoTuB Poccuiickoin depepaumm moxkeT
CUNbHO 3aTAHYTbCA, HE TOBOPA Y)KE O TOM, YTO MOMKET ObITb BbIHECEHO
pelleHme 0 HEBO3MOXHOCTU TaKOro ucnonHeHus. Bmecte ¢ tem EBpo-
nemckaa KOHBEHLMA 1 NpaBoBble No3numm EBponelickoro Cyaa He moryT
He OKa3blBaTb B/AMAHUA Ha Pa3BUTME POCCUIMNCKOrO 3aKOHOAATENbCTBA U
NPaBoONPUMEHUTENIbHOMN MPAKTUKMN.

Mo mHeHUto HMKonaeBa, C y4eTOM aHa/M3a 3TUX MEXKAYHAPOLHbIX
aKTOB M HAUMOHANbHOIO 3aKOHOAATENbCTBA, KOF4A CaMUM COAEepPKaHU-
eM noctaHoBneHus EBponeickoro Cyaa, B TOM YMC/e B YacTU 0bpaLLeH-
HbIX K roCy4apCTBY-OTBETUYMKY NPeAnmncaHmnini, HenpaBoMepHO (C KOHCTK-
TYLMOHHO-NPABOBON TOYKWU 3peHMA), N0 MHEHUIO KOHCTUTYLMOHHOrO
Cypa Poccuiickoit ®epepaumnn, Poccua «MOXKET B MOPAAKE UCKAHOYEHUA
OTCTYMUTb OT BbINOJIHEHWNA BO3/1araembIX Ha Hee 006A3aTeNbCTB, KOraa Ta-
KOe OTCTYNNEeHWE ABNAETCA e4MHCTBEHHO BO3MOXHbIM cnocobom nsbe-
YKaTb HAPYLUEHWA OCHOBOMNOMAFAOLWMX MPUHLUNOB U HOPM KOHCTUTY LMK
Poccuiickoit Pepepaumnm» [21, c. 32].

B OTBET Ha NPUHATUE TaKNX aKTOB B €BPOMNENCKOM coobLiecTse co-
bupanacb BeHeuMaHCcKaa KOmMCCUA, KOTOpoM 6bino BbiHeceHO OKOH-
YyaTesibHOE 3aKAtoYeHMe Mo nonpaskam B PenepanbHblii KOHCTUTYLM-
OHHbIM 3aKOH «O KoHctutyumoHHom Cyze Poccuiickolt deaepaunmn»
(CDL-AD(2016)016), KpailHe HeraTMBHO XapaKTepu3ylollee Takue mno-
NnpaBKM B HaLMOHaNbHOE 3aKoHoAaTenbCcTBO Poccuiickot Pepepaumm
[23, 485-488]. MpnmeyaTenbHo, YTO BeHeumnaHCKas Komuccua cobmnpana
3acegaHusa No NoBoAy NPUHATMA Poccreit TakMx aKTOB ABa pasa: B Map-
Te n B utoHe 2016 roga 1 B NPOMEKYTOYHOM 3aK/IIOUYEHUN, MPUHATOM
B mapTe 2016 roga, noapobHO nccnegoBana NonpaBku, BHECEHHbIE B
poccuitckoe 3akoHogatenbctBo 2015 roga, KOHKPETHbIE MeXKAyHapoa-
Hble 06A3aTeNbCTBa, BO3HMKatoLWMe N3 EBponeinckol KOHBEHUUKU O Npa-
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BaX Yesi0BEKa, MeTObl Pa3peLleHmns BO3MOXKHbIX MPOTUBOPEYUIA MeXAY
pelweHnem EBponeickoro cyaa no npasam YeNoBeKa M HALMOHANbHbIM
NpPaBoM, a TaKKe CPaBHUAA NoAHOMOYMUA KOHCTUTYUMOoHHOoro Cyaa PO u
HEKOTOPbIX EBPONENCKNX KOHCTUTYLIMOHHBIX CYZL0B, B YacTHOCTH, lepma-
HUW 1 UTanun.

Ecnn npoaHanusmMpoBaTb AeATENbHOCTb eBPONencKux cyaos B che-
pe 3alMTbl aBTOPCKOrO NPaBa, MHTEN/IEeKTYaNbHON COBCTBEHHOCTH, TO
ocobblit MHTepec npeacTaBnneT EBponeickuin cya cnpaBesinBoCcTU, AB-
NALWMNCA Bbiclen MHcTaHUMen Cyaa EBponeiickoro cotosa, peleHus
KOTOPOro He MOryT 6bITb 06xKanoBaHbl. MpumepHo 20-30 ero peleHui
6bINM NOCBALLEHBI NPABY MHTENNEKTYaNbHOM cOBCTBEHHOCTU [24].

NHTepecHbIM pelieHrem EBponeiickoro cyaa cnpaBea/iMBoCcTv B 06-
NacTy aBTOPCKOrO NpaBsa ABJAETCA Ae/10, CBA3aHHOEe ¢ npobnemoli cooT-
HOLLEHWNS MeXKAYHapOoAHOro npasa (B YacTHOCTM, NONOXKEHUIN BepHcKomn
KOHBEHLLMM), COIO3HOIO NpaBa W HaLMOHaAbHOTO Npasa B cdepe nNpaso-
BOW 3aLLMTbl aBTOPCKMX M CMEMKHBIX NMPAB Ha BHYTPEHHEM PbIHKE C 0CO-
6bIM YyNnopomMm Ha MHPOPMALMOHHOE O6LLECTBO, ONpeaeneHus NOHATUN
«MPaBO Ha BOCNPOM3BEAEHMEY, KNPABO Ha Nyb/AMYHOE pacKpbITME Mpo-
u3BeAEeHUN M NpaBo Aenatb obWeAoCTyNHbIMU Apyrue 3allMLLeHHble
CaliTbl», «NPaBO Ha pacnpocTpaHeHue» [25]. B saHHOM pelleHuu, noMu-
MO aHa/sM3a COOTHOLUEHUA MEeXAYHapPOAHOro, COO3HOIMO M HalMOoHab-
HOro npasa, obCyKAaeTca BONPOC O Ny6AMYHOM BOCMPOU3BEAEHUN U
OTHECEHUW K OBBEKTAM UHTENEKTYaIbHOM COBCTBEHHOCTM «BKYCa MPo-
AykTa». Kpome TOro, nogvyepKkmnBaeTca, YTO «BKYC MULLEBbIX MPOAYKTOB
He MOXKeT BbITb TOYHO N 06BEKTUBHO ONpeaesieH, B OTMYME OT NPOUs-
BEAEHUA NTEPATYPbI, UCKYCCTBA, KMHEMATOrpadum Uan mysblku, KOTO-
poe npeacTaBnfeT TOYHOe N 06bEKTUBHOE BblparkeHne, naeHTudUKaLma
BKyCa NULLEBOro MPOAyKTa OCHOBAHA NaBHbIM 06pPa3oM Ha BKYCOBbIX
OLLYLLEHUAX U BOCNPUATUAX, KOTOPbIE ABNAIOTCA CYOBEKTUBHBIMU U U3-
MEeHUYMBbIMM, MOCKOIbKY OHM 3aBUCAT, B YaCTHOCTH, OT GaKTOPOB, CBA3AH-
HbIX C Ye/I0OBEKOM, KOTOpPbI NMPobyeT COOTBETCTBYIOWMI NMPOAYKT, TaKUX
KaK ero Bo3pacT, NULLEBblE NPeANoYTEHMA U NPUBbLIYKM NOTpebneHus, a
TaK¥Ke OKpy:Katowas cpeaa» [25].
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BoKpyr BONpocoB 0 «npaBe Ha BOCNPOM3BEAEHMEY, «MPABE Ha MNy-
6/1MYHOE pacKpbITME NPOU3BEAEHNIN M NMpaBe AenaTb 06WeaoCcTynHbIMK
Apyrue 3almLIeHHble CaiTbl», «MpaBe Ha pacnpocTpaHeHue» cocpeaoTo-
YeHbl M Apyrue oTaenbHble pelweHnn EBponeiickoro cyaa cnpasea/ivBo-
ctn. OgHoM 13 Npobaem PoCCUiCKOM NPaBONPUMEHUTENBHOW MPAKTUKK
Nnpov3BeAEeHUI Maccmeama ABASETCA HeMonyAAapPHOCTb MCNOJIb30BaHUA
NAaTHbIX CEPBUCOB B CETU MHTEPHET, MLUEH3UOHHbIX KONUin GuibmoBs
N My3blKa/ibHbIX Npou3BeaeHuii. B Poccumn npeactaBaseTcs CAOMHbIM
onpeaennTb Kakoe UCMo/Ab30BaHWE TaKOro KOHTEHTa ABAAETCA Hapylle-
HMEM aBTOPCKMX MpaB, Kakoe He aBnseTca. B aTom cmbicne ana Poccum
MOXeT BbbITb MHTEPECHa NpaKTMKa EBponeickoro cyga cnpaBeasiMBoCTH,
KOTOPbIN PYKOBOACTBYETCA HE KpUTEPUEM MPUIOKEHUS YCUIUIKA aBTOpa
WM KauyecTBa NPOMU3BEAEHUSA, @ KPUTEPUMEM OPUrMHANBHOIO Npou3Bese-
HWA, BHE 3aBUCMMOCTU OT «OCTOMHCTB NPON3BEAEHMA C KaYeCTBeHHOW
WK 3CTETUYECKOM TOUKK 3peHus» [24].

[Opyroit npobnemoli onpeaeneHus KpuUTepua HapyleHus aBTop-
CKOro MpaBa B Maccmeama MOXKeT bbiTb pasmelieHue ¢oTtorpaduii.
B COOTBETCTBMM C 3aKOHOM W NOJIONKEHUAMU MEKAYHAPOAHbIX aKTOB $O-
Torpadua, onybanKoBaHHas aBTopom (goBedeHHas A0 Bceobuiero cse-
LEeHWA), ABNAETCA UHTENNEKTYyalbHOM COBCTBEHHOCTbLIO AaHHOrO aBTopa.
Kakum ke 06pa3som MOXKHO KBaMOUUMPOBATb pa3MeLLEHHbIE B UHTEp-
HeT-meAma CCbi/IKy Ha ¢oTorpaduu, pasmelleHHble B OTKPbITOM AOCTY-
ne HeneraabHO APYrMm Hapywutenem? CYMTaeTcsa /M 3TO HapyLEeHUEM
aBTOPCKMX NpPaB UK INLLO, Pa3MeCTMBLUEE CCbIIKY Ha doTorpadumn gen-
CTBOBas10 AO06POCOBECTHO. Peyb MAET 0 NpaBe «A0BeAeHMA 40 Bceobue-
ro CBeAeHUsa» KOHTEHTa, KOTOPbIM A0 3TOro Obl1 HeAoCTyneH 6e3 onnatbl
3a Mo/lyYyeHune ero IMLEH3MOHHON KONUM.,

OTBETUTb Ha AaHHbIA BOMNPOC MOMKHO MPOaHaAU3MpPOBaB AeNo, Ko-
TOPOE CNYLLAN0Ch O4HOM aKTpuchbl M3 HuaepnaHgoB M HOMEPOM KypHa-
nom «Playboy» c ee ¢potorpadusamm [26]. C ogHOM CTOPOHBI, «KNPABO Ha
ny6anyHoe obHapoaoBaHME NPOU3BEAEHNEY, KOTOPOE YrKe BblNo 0bHa-
poaoBaHO NepBbIN pas, ¢ Apyro — bHecnnaTtHoe NpeaocTaB/ieHMe OT-
KpbITOro AocTyna K ¢potorpaduam, KOTopble A0MKHbI NPeAoCcTaBAATbLCA
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Ha naaTHOM ocHoBe, obecneyeHMa MLEH3MOHHOrO gocTyna. EBponeit-
CKMI cyA cnpaBea/IMBOCTM YKa3aJl, YTo MMEHHO Bnageney, caita obnaga-
€T MHTEeNNIeKTya/IbHbIMWM NPaBamu B OTHOLLEHWUM MaTepPManos, AOCTYN K
KOTOPbIM OCYLLECTB/AETCA Ha NAaTHOM OCHOBE. U B TOM C/ly4ae, ecau Ka-
KOn-nnMbo maccmeama B ceTv IHTEpHET AaeT CCbI/IKY Ha AOCTYN K TakoMy
KOHTEHTY 6ecniaTHO M MpY 3TOM pasMeLLaeT peknamy, 33 KOTopyto no-
Jly4aeT AeHbru, TO ero Bajesel, MOXeT ObiTb NPUB/IEYEH K OTBETCTBEH-
HOCTK [Tam e]. BesycnoBHO, becnaaTHbI KOHTEHT BCeraa nNpuBieKaeT
no/sb3oBaTtenei, 1 Tem camMbiM CTOPOHHWUIN PECYPC MOXKET yBeMYMBaTb
[0X0Z4, OT PEK/IaMbl 3@ CYET NOBbIWEHMSA KOMYECTBA NOCELLEHWNA.

OaHMM 13 MHTepecHbIX aen EBponeickoro cyga cnpaBegvBoOCTU
asnaetca geno Moxana flekmeHa npotus Banaepcrtena [27]. CyTb aaHHoO-
ro Aena TakoBa, YTO NOAUTUK M. [leKMeH HapucoBan NOAUTUYECKYIO Ka-
PUKATYypy Ha TEMY MUTPALMOHHOM NONUTUKK, «B35IB 32 OCHOBY OB/I0MKKY
3HaMeHUTOro B benbrmm Kommukca Bunnm BaHgepcreHa» [24], a obnaga-
Te/N aBTOPCKMX NPaB Ha OPUTMHANbHOE NPOU3BEAEHNE BO3PaXKaIM MPO-
TUB TOrO, YTO6bI 3TO NPOM3BEAEHME ACCOLMMPOBAIOCH C NOMYAAPHbIMM
FOMOPUCTUYECKUMWN UHTEPMPETALMAMM PaboTbl, MOCKO/IbKY B HUX Bbipa-
¥a/ncb NPOTMBOMNOJIOXKHbIE Uaen. B ceoem pelueHnn EBponeiickuin cya,
CNpaBeaMBOCTM BCTaA Ha 3awuTy [lekmeHa, 0653aB ero /Mlib AaTb ny-
6/1MYHbIE NOACHEHMSA, YTO AaHHAA NapPOAMA He OTpakaeT B3rNAA0B aBTo-
pa OpUIrMHaNbHOro npousseaeHus [27].

OAHMM M3 aKTyaNbHbIX KEMCOB cyaebHON NpakTUMKM B coepe aB-
TOPCKOTO NpaBa ABAAETCA BONPOC O TPeOOBAHUAX K XOCTUHI-MpoBanie-
py 3abn0KMpoBaTb AOCTYN K CalTy, KOTOPbIA cCoaep:KuUT nHdopmaumio,
HapyLlaloLLyt0 aBTOPCKMe npaBa. B Takmx cutyaumsax Esponeinckunin Cya
CnpaBeaMBOCTM 0BbIMHO onpeaenseT OPUEHTUPbI AN NOAAEPKKN ba-
NaHCca Mexay cBoboaoM npeanpUHMMATENbCKON AeaTeIbHOCTM U aBTOp-
CKMMM NpaBamu.

[pyrvm BaKHbIM BOTMPOCOM AB/AAETCA AOCTYN K aKKayHTaM Mo/b30-
BaTesIel coumasibHbIX CeTer. B KakMx clyyanx coumanbHas CeTb AO/MKHA
npeaocTaBAATb AOCTYN K aKKayHTYy pOACTBEHHMKOB NOrMbLLEro YenoBeKa
[ONA BbIACHEHMSA NPUYKNH ero rnbenun, Hanpumep, oT cymumaa. Mam Takoi
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[OCTYN MOXHO NPeAoCTaBNATb KOMNETEHTHbIM MPaBOOXPaHUTENbHbIM
opraHam? HeobxoAnmOo TaKKe NOMHUTb, YTO YC0BUA AOCTYNA K aKKayH-
Ty MpeXAae BCEro COAEPHKATCA B MNO/Jb30BATE/IbCKOM COMNALIEHUN COLM-
aNbHOW CEeTH, KOTOPbIMU U HEOBXOAMMO PYKOBOACTBOBATLCA B AaHHOM
cnydae. B otanume oT poccuiickoW MpaKTUKKM, NpakTuka EBponeickoro
Cyfma cnpaBefnMBOCTM OAHO3HAYHO OTBEYAET HA 3TOT BOMPOC OTpULLa-
TesIbHO, 3aLUMLLAA NPaBa TPETbUX KL, NEPEnnCbIBABLUMXCA C NOrMbWKM
[24].

OcTpow npobnemoit aABnAETCA BYNNMHT, arpeccMBHOE BbICKa3blBaHUe,
TPaBAA B COUMANbHbLIX Meaua, NyB6AMYHOM MPOCTPAHCTBE, NOsAB/EHME
BbiparkeHuin «hate speech», A3blka BpaXAbl AN PUTOPUKM HEHABUCTY,
KOTOpblE OCKOPOBAAIOT CBOMX OMMOHEHTOB, HOCUTENEW APYrOi CUCTEMbI
LUeHHocTel (HPaBCTBEHHbIX, PEJIUTMO3HbIX, HALMOHANbHBIX, KYJIbTYPHbIX
n ap.). aHHOE ABNeHMeE TaKKe MOXKET NPOABAATLCA KaK MeXKHALMOHab-
HaA BparkA4a, HETEPNMMOCTb, pacusm, KceHodpobus, cekcnsm, romopobusa
n ap. B cTpaHax, npusHatowmx obwenpusHaHHble MPUHLMMNbLI U HOPMbI
MeXAyHapoAHOro NpaBa B KAYeCTBE COCTaBHOM YacTW NPaBOBOM CUCTEMBI
(k KoTOpbIM OTHOCUTCA POCccKA U Apyrue cTpaHbl eBponelickoro coobue-
CTBA), 3anpeLlaeTca armTauma, Bo30yKAAOLWAA COLMANbHYIO, PacoBYIO,
HaLMOHANbHYIO WM PENNTUO3HYI0O HETEPMUMOCTb M BPaXAy, A3blKOBOE
NPeBOCXOACTBO U apyrue. MpaBoNpUMeHUTENIbHAA NPAKTUKA eBponei-
CKWUX CTPaH CBMAETENbCTBYET O HEOOXOAMMOCTM NpeceyeHuns nogobHoro
OCKopbUTEeNbHOrO NoBEeAEHUA B «ceTu». Tak, B fepmaHuu 8 2017 rosy Bbl-
LUEeN 3aKOH O 3aLLMTE B «CETUY, HasaratowWwmi wrpadbl Ha OTBETCTBEHHbIX
JIML, 33 HeyJdaneHne CoObLWEHNIN C NPU3HAaKamMK NpaBoHapylueHus [24].
Takas cnopHaa HOpMa B MPAKTUKe eBPONENCKMX CTPAH MOXET NPUBECTM
K TOMY, YTO B/IaZieNbLbl MHTEPHET-pecypcoB byayT npesnoYnTaTb 610KK-
POBKY COOBLLEHMA B KaKAOM, BbI3blBAOLLEM COMHEHMUSA C/y4vae, 4yTobbl
nsbexaTb WTpPadHbIX CAHKLMIA.

Ewe opgHa KpallHOCTb, KOTOPYHD OTMEYAIOT HEe TO/IbKO POCCUICKUE
FOPUCTBI, HO U eBPONENCKMe, — 3TO ONACHOCTb «cobaasHa Bce yperyau-
pOBaTb 3aKOHOMY», KOTOPbIN MOYET NOCTaBUTb NOJ COMHEHME Takue ba-
30Bble LIEHHOCTH, KaK «cB0bOAY C/10Ba, CAMOBbIPAXKEHUSA, NPesnpPUHUMa-
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Te/IbCKOW AeATe/IbHOCTM U pYrve NpaBa», Hapagy C aBTOPCKUM MPaBoM
W NPaBOM UHTENIEKTYa/IbHOM COOCTBEHHOCTM [Tam Ke).

3aKpenieHne aBTOPCKOro npasa M patndukauma 8 1995 roay bepH-
CKOWM KOHBEHLUMW MO OXpaHe AUTEPATYPHbIX U XYA40MKeCTBEHHbIX NPOu3-
BEEHUIN ABNAETCA OOHUM U3 AOCTUXKEHUIN coBpemeHHol Poccum. Uc-
cnefoBaHME KOHCTUTYLMOHHOTO MeXaHW3Ma 3aluTbl aBTOPCKMX Mpas B
KOHTEKCTe peann3aumnm mexayHapoaHbIX HOPM Ha NPoM3BeAeHMA Macc-
mezma B Poccum npeacTaBaseTca akTyaibHOM 3a4a4ei ANs PUANYECKON
HaYyKM M NPaKTUKW. B HacTosLLee BpemMs eLlle He NOTepAI0 CBOEW aKTya lb-
HOCTW BbICKa3blBaHWE KpynHenwero cneuuanucta B chepe aBTOPCKOro
npasa B Poccun, pektopa PTAUC WN. bansHeua o Tom, 4TO ANA pelleHuna
UMEIOLLMXCA MPOTUBOPEUNIA B Chepe aBTOPCKOro NpaBa Heobxoamm Tua-
TesIbHbIV aHa/IM3 NPaBOOTHOLLEHMWI, BO3HMKAIOLWMX B CBA3M C CO34aHMEM
W UCNosb30BaHMEM OOBEKTOB MHTENNEKTYa/IbHOW COBCTBEHHOCTU, «IM-
NMUPUYECKUX METOLOB U3YYEHUA POCCUMACKOTO U MHOCTPAHHOFO 3aKOHO-
0aTeNbCTBa, OTEYECTBEHHOM U 3apybeXKHOM NPAKTUKK, AeNCTBYIOLWMX U
pa3pabaTbiBaeMbIX MEXAYHAPOAHbIX cornaweHunin» [28, c. 4-6].

MoaBoaAa MTOr PacCMOTPEHMI0 MEXaHWM3MOB 3alLMTbl aBTOPCKOrO
npaBa B KOHTEKCTe peanv3aumm MexayHapoaHbIX HOPM Ha Npou3sese-
HUA maccmeama B Poccuiickon ®eaepaunu, cieagyetr ocoboe BHUMaHUE
YAENUTb He TO/IbKO rpaxAaHCKO-MPaBOBOMY PEry/IMPOBaHMUIO 3alUUTbI
aBTOPCKUX NPaB, yHUBEPCabHbIM MEXaHU3MaM 3aLLMTbI NPaB YEN0BEKa,
TaKMM Kak cyaebHas 3almTa, obyKanoBaHue gencteuin (6esgencTeuin)
[OMKHOCTHBIX UL, HO U TaKUM CPeaCTBaM KOHCTUTYLIMOHHO-MPABOBOM
3aLUNTBI KaK KOHCTUTYLMOHHbIA KOHTPO/Ib, BO3MOXHOCTb MeXrocyaap-
CTBEHHOW 3aLLMTbl CBOMX NPaB.

MMmnnemeHTaLmA MeXAyHapoAHbIX CTaHAAPTOB B 3aKOHOAATE/b-
cTBO Poccuiickon Penepaumm MoOXKeT NOMOXKUTENBbHO CKa3aTbCA U MpU-
BHECTU B HALMOHa/bHYIO NpaBoOBYyl0 cuctemy 3bdeKTUBHbIE rapaHTUM
3aLMTbI aBTOPCKMX NpaB. B yactHocTH, B chepe coNnpnKoCHOBEHMUS, C OA-
HOW CTOPOHbI, MEXAYHAPOAHbIX CTAaHAAPTOB U B3ATbIX Poccnei mexay-
HapOAHbIX 065A3aTeNbCTB, @ C APYroM — peanm3auum 3TUX MONOKEHUN
B HaLMOHaNbHOM 3aKoHoAaTeNbCTBe. K TaKUM NONOMKEHUAM MOXKHO OT-
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HECTU MMMJIEMEHTALMIO MEXAYHAPOAHbIX CTaHAAPTOB B chepe aBTOp-
CKOrO NpaBa Ha C/OXHble NpousseaeHusa (cnana-woy, nHborpaduky,
BM/E0MNO/KaCTbl), peannsalmio aBTopcKoro npasa Ha poTtorpadum, pas-
MeLLEHHble B MaccMeama; B chepe NpeAocTaBieHma AOCTyNa K aKKayHTy
B COLMaNbHbIX Meana; orpaHMYeHna «bynnunHra, arpeccuBHbIX BbiCKa-
3bIBaHUI; MPABOBOro PEryIMpoBaHMs NpaBa U3MeHEHUA NPON3BeaeHNA
(KapuKaTypbl Ha opurMHanbHble NpousseseHuns). K HegocTaTkam poc-
CUIMCKOro 3aKOHOAATENBCTBA B COBPEMEHHbIM NEpPUoS OTHECEM HeXxXena-
HWe POCCUIMCKNX NONb30BaTeNel Maccmeamna NNaTUTb 3a IMLEH3UOHHbIN
KOHTEHT; OTCYTCTBME YETKON TPAKTOBKU onpeaeneHna Kputepusa «aose-
AeHue [0 BCeoblLero cBegeHnn»; MHOXKeCTBO He0bPOCOBECTHbIX CCbl-
JIOK Ha OpUrMHa/IbHble MPOU3BEAEHUA B UHTEPHET-Meana; OTCYTCTBUE
NpaBOBOW Ky/bTYpPbl MOBEAEHUSA B CETU.

OaHUM M3 cnocoboB COBEPLUEHCTBOBAHMA 3aKOHOAATENbCTBA B
chepe aBTOPCKOro Npasa B NPOM3BeAeHUAX MacCMeama MOMKET ABNATb-
cA npaBoBoe obecneyeHne peannsaunm TaKUX MOJIOMKEHUM, KaK «CBO-
6oaHan nnueH3MaA», «NybanyHoe 3aaBneHue npasoobnagatens» [12, c.
9-10], a TakXe BblpaboTKa mep 3dPEKTUBHOM 3aLUTbLI NpaB Jobpoco-
BECTHbIX MO/Ib30BaTe/IEN MaccMema.

AHann3 3apyberKHOro 3aKOHOAATENbCTBA M MEKAYHAPOAHbIX HOPM
NMokKasblBaeT, YTO B HacTosllee BpemMsa 3aKoHOAaTeNbCTBO Poccuitckoi
denepaumm He B NONHON Mepe COOTBETCTBYET MEXKAYHapOoAHbIM CTaH-
AapTam, B YAaCTHOCTU, MONOMKEHUAM BepHCKOM KOHBEHLMM MO OXpaHe
JINTEPATYPHbIX U XYLOXECTBEHHbIX Mpou3BegeHunin. MNomumo cosep-
LUEHCTBOBAHUA POCCUMCKOro 3aKOHOAAaTeNbCTBA, HEOHX0AMMO 06PaTUTL
npucTasbHOEe BHUMaHWE Ha NPaBOMPUMEHMUTENbHYIO NPaKTUKY, coBep-
LeHcTBOBaHME cyaebHOM NPaKTUKM M NOBbIlEHWE YPOBHA MPaBOBOroO
CO3HaHWA Hace/NeHUs, BOCNUTAHWUE KyNbTypbl NPaBOMEPHOro NoBeAeHMA
KaK noTpebutenieit KOHTEHTa MaccMeama, Tak U npasoobnagatenen u
aBTOPOB PE3Yy/bTATOB MHTEN/IEKTYA/IbHOW COOCTBEHHOCTM, MPUBUTUE Ha-
BbIKOB TOr0, YTO CObOAEHME 3aKOHOB — 3TO MOYETHO, MOLHO U COOT-
BETCTBYET COBPEMEHHbIM TEHAEHLMAM Pa3BUTUA POCCUMIACKOM NPaBOBOW
Ky/NbTYpbl.
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