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Researcher|D: AAT-2063-2020

ORCID: 0000-0002-6420-0920

e-mail: elenabogat10@gmail.com

MEXAYHAPOLHAS HAYYHAS
KOH®EPEHLMACATTPAKLMOHbI SKPAHHOM
LUMBUAUIALMMN U KOHLENT YESIOBEKA»!

AHHOTaumA. B cTatbe 0BOCYXAQIOTCA UTOTU eXerofHOW HayyHon KoHdepeHuuu,
opraHu3aTopamu KOTOPOW TPaAMLMOHHO BbICTynatoT fOCYAapCTBEHHbIN UHCTUTYT
nckycctBosHauua (TMU) n MHCTUTYT KnHo 1 Tenesuaermna (TUTP). KoHdepeHums
ATTPAKLMOHbI 3KPaHHOW LMBUAM3ALMKM UM KOHLENT YenoBeKa» coctoanacb 6—8
anpens 2020 r. 1 B OT/IM4ME OT BCEX MPeALecTByOLWmMX GOpPyMOB NPoOXoamnaa B pe-
YKMMe OHNAWH. ITOT BbIHYKAEHHbIM GOpMaT NPOBEAEHUA HAYYHOrO MEPONPUATUA
HeOXXMAAHHO CTa/l BECbMa MPOAYKTUBHbLIM. Y UccneaoBaTe1ei SKpaHHOW peanb-
HOCTM M HOBbIX Meaua NOoABMIACh BOSMOXHOCTb, KaK CKa3an OAMH U3 Y4acTHUKOB
KOHdepeHLMH, «nepecenuTbCa» B IKPAHHYO PEasbHOCTb U MEPEKUTD e U3HYTPU.
HoBu3Ha dopmata NposasBmMNach He TONBKO B KAMEPHOCTU MEPONpPUATUA, HO U B
60/blUEeN 3HAYMMOCTU COBMECTHbIX 06CYXKAEeHUA. B KOHdepeHUMM NpuHMManm
yyacTue yyeHble u3 MU, TUTPa, HUY «Bbicwas WwKona 3KOHOMUKK», Poccuiickoro
rocyZlapCTBEHHOTO TyMaHWTapHoro yHusepcuteta (PITY), CaHkT-NeTepbyprckoro
rocyAapCTBEHHOTO yHMBepcuTeTa, MaMKONCKOro rocyAapCTBEHHOMO  TEXHO-
NOTMYECKOro  yHMBepcuTeTa, POCTOBCKOW rocyAapCTBEHHOW KOHCepBaTOpUM
um. C.B. PaxmaHuHoBa, CaHKT-MNeTepbyprckoro lymaHUTapHOro yHuBepcuteTa
npogcoto3os, YHusepcuteta UTMO B CaHkT-MNeTepbypre, Coumonornyeckon acco-
umaumm YkpauHsl, YHusepcuterta frenym (Utanma).

1 B 6avKaiLLIMX BbINYCKaX }ypHana «Hayka TenesuaeHua» naaHupyertca onyb6aMKoBaTb HEKOTO-
pble U3 AOKIAA0B, NPEACTABAEHHbIX Ha KOHEPEHLMN.

HAYKA TENIEBUAEHUA Ne 16.2, 2020 9 THE ART AND SCIENCE OF TELEVISION



B pamKax KOoHpepeHUMM 0bCyKaanucb BOMPOChl O BAMAHWMM HOBLIX Mefua Ha
YenoBeKa U ero KOrHUTUBHbIE CMOCOBHOCTM, O COOTHOLLEHWUM HOBbIX U KCTAPbIX»
mMeama, cneunduKe UX XyO0KECTBEHHbIX A3bIKoB, GeHOMeHe aTTpaKLMOoHa U aT-
TPAKUMOHHOCTU B UCTOPUM WCKYCCTBa, O Npobaeme AOCTOBEPHOCTU 3KPAHHbIX
N306parKeHWi, 0 BAUAHWUM SKPAHHOM Ky/IbTypbl Ha cNocob 6bITUA TPAAMULMOHHBIX
BUZO0B UCKYCCTBA B COBPEMEHHOW MM COLMOKYNLTYPHOM cpeae, 06 ocobeHHOCTAX
3KpPaHMU3aLMKN UTEPATYPHBIX NPOM3BEAEHMIA, O NOCNEACTBUAX NEPEXOLA 3PENULL
B OHNaWH-pOpPMaT M Ap. B uMcie OCHOBHbIX BbIBOAOB KOHbEPEeHUMM — Mposc-
HeHMWe 3HaYeHWI NOHATUA «ATTPAKLMOH» U KOHTEKCTOB, B KOTOPbLIX 3TO NOHATUE
npumeHseTca.

Ob6cToaTenbCcTBa B3aMMOAENCTBUA YesioBeKa C LMOPOBOW Cpeaoin A0CTaTOYHO
6bICTPO MEHAITCA, PAS BbIBOAOB O BAMAHWM HOBbIX TEXHONIOMMIN KOMMYHUKaLMK
Ha yenoBeKa MoryT 6biTb NPeaBapUTENbHBIMM, @ CaMa CUTYyaLMA HYXAAeTca B
JanbHenWwnx nccnepsoBaHnsax. Passutme TeXHONOTUIA He OTMEHSAET 3anpoc Ha ca-
MOCO3HaHWe OT NepBOro AnLa, obnagatoliee BoobpaxkeHnem. ObpasosaHue He
CBOAMTCA K Nepepade MHGopMaLmum — Heobxoaumbl pedaekcus, nepeknBaHms,
3MOLMM, OLLEHOYHbIE OTHOLIEHUA U T.4,.

OHnaitH-popmar, oueBMAHO, ByaeT aKTUBHO MCNOb30BaTHCA B Aa/IbHEMLWEM NpU
NPOBEAEHNMU HayYHbIX U 06pa3oBaTe/IbHbIX MEPONPUATUIA.

KnioueBble cN0OBa: aTTPaKLMOH, 3KPaHHAA KyabTypa, KOHLENT YenoBeKa, HoBble
MeAma, MeananccneoBaHms, 3CTETUKA
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ELENA A. BOGATYREVA,

GITR Film and Television School,
Moscow, Russia

ResearcherID: AAT-2063-2020
ORCID: 0000-0002-6420-0920
e-mail: elenabogat10@gmail.com

INTERNATIONAL SCIENTIFIC CONFERENCE
“ATTRACTIONS OF SCREEN CIVILIZATION AND
HUMAN CONCEPT”?

Abstract. The article discusses the results of the annual scientific conference, the
organizers of which are traditionally the State Institute for Art Studies (Gll) and
the Film and Television School (GITR). Unlike all previous forums, the Attractions
of Screen Civilization and Human Concept conference of April 6-8, 2020 was
held online. Surprisingly, this compelled format of a scientific event revealed its
productivity. As one of the participants in the conference said, researchers of
screen reality and new media had the opportunity, to “relocate” to screen reality
and experience it from the inside. The novelty of the format was manifested
not only in the intimacy of the event, but also in the greater importance of joint
discussions. There appeared an opportunity for collective discussions, which were
no less significant than the reports themselves.

Participants to the conference were scientists from the Gll, GITR, the Higher
School of Economics, the Russian State University for the Humanities, the Saint
Petersburg State University, Maykop State Technological University, Rostov State
Rachmaninov Conservatoire, Saint Petersburg University of the Humanities and
Social Sciences, ITMO University in Saint Petersburg, University of Genoa (Italy).
The conference discussed the influence of new media on people and their
cognitive abilities; the correlation of new and “old” media and the specifics of
their artistic languages; the phenomenon of attraction and attractivity in the
history of art; veracity of screen images; the impact of screen culture on the mode
of existence of traditional arts in the contemporary socio-cultural environment;
the specifics of film adaptations of literary works; the consequences of the

2Some of the talks are planned to be published in the next issues of The Art and Science of
Television.
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transition of spectacles into an online format, etc. Among the main results of the
conference was the clarification of the meaning of “an attraction” as a concept
and the contexts in which this concept is applied.

The circumstances of human interaction with the digital environment are changing
rapidly, a number of conclusions about the impact of new communication
technologies on people can be preliminary, and the situation should be further
researched. Technological development does not cancel the demand for the
first-person self-awareness, endowed with imagination. Education does not boil
down to the transfer of information—it requires reflection, feelings, emotions,
evaluation, etc.

The online format will obviously be actively used in the future for conducting
scientific and educational events.

Keywords: attraction, screen culture, human concept, new media, media
research, aesthetics

TpafnLUMIO eXerogHblX Hay4HbIX KOHdepeHLMI, KOTopble COBMECTHO
npoBoaAT focyaapcTBEHHbIA UHCTUTYT UCKyccTBO3HaHua (TMU) u UHCTUTYT
KMHO u Tenesuaenus (TUTP), B anpene 2020 r. npogonKkuna KoHbepeHumn
ATTPAKLMOHbI 3KPaHHOW LMBMUAN3ALMMN U KOHLENT YesioBeKa». B cBA3m ¢ u3-
BECTHbIMM COBLITUAMM, KOTOPblE BMELIANIUCh B X0, NPOBEAEHMUA HayUYHbIX U
06pasoBaTeNbHbIX MEPONPUATMIA NO BCEMY MUPY, GOPYM NPOXOAMUA B AUCTAH-
LMOHHOM pexume. B fanbHenwem sKpaHHaA LMBUAN3ALMA YCELHO 0CBOMA
W 3TOT «aTTPAKLMOH», HO B HaYase anpens Gopym B PeXMME OHIANH BOCNPU-
HMUMA/CA KaK HeYyTo HoBOEe W HeobblyHoe. Mo3ToMy HasBaHMeE «ATTPAKLMOHbI
3KPaHHOM UMBUAU3ALMK...» (aBTOPOM KOHUENUUW SBAAETCA MHOTONETHUM
opraHusatop KoHodepeHuun — E.B. Alykos (MMM)) HeoxunpaHHo npuobpeno
[OMNONHUTENbHbIN cMbicA. Mo c/10Bam OAHOro M3 yyacTHWKOB, dunocoda m
coumonora IJ1. TynbuuHCKoro (HUY «Bbicwaa wKoaa 3KoHOMUKU», CaHKM-
Memepbypackuli 2ocydapcmeeHHbIl yHUBepcumem), y nccnegosaTenein no-
ABMIAaCb BOSMOMHOCTb «MEPECceNnUTbCA» B 3KPAHHYH peasibHOCTb M Kak Obl
nepexuTb ee U3HYTPMU.

Y70 HOBOrO NpuHec dopmat nposeseHUa KoHpepeHumm? HoBusHa npo-
ABMNACb B KAMEPHOCTU, CPAaBHUTENbHO HEBONBLLIOM KONIMYECTBE Y4aCTHUKOB
M aKLLEHTE Ha COBMECTHbIX OBCYKAEHUAX: AUCKYCCUM MEXKAY AOKNa4aMM CTa-
M He MeHee 3HaYMMbl, YeM camu AoKnaabl. MHorme BaxkHble Bonpockl ¢o-
pyma 6bian chopmynmpoBaHbl UMEHHO 34ecb. Hanpumep, Bonpoc o npeem-
CTBEHHOCTM pAfa XYAOMXKECTBEHHbIX MPUEMOB HOBbIX M «CTapbIX» Meama, Ha
yTo 0bpaTtnia BHMMaHue yyacTHUKoB E.B. CanbHuKoBa (MTMU). Mo ee cnosam,
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KMHOMOHTAX OMMPAETCA Ha OrPOMHbIA MacCcMB NPUEMOB MOHTAXa, KOTOpble
bopmmpoBannChL Ha NPOTANKEHUMN BCEW UCTOPUM UCKYCCTBA B APYTUX BULAX XY-
[LOYKEeCTBEHHOro TBOpYeCTBa.

Bonpoc o0 nepcnekTMBax B3aMMOLEWNCTBUA 4YeNOBEKA C HOBEWLUMMMU
TEXHONOTMAMM KOMMYHMKALMU B pamKax obCyKAeHMSA OO0KNagoB NOCTaBuA
I.P. KoHCOH (HUY «Bbicuwias wiKona a3KoHOMUKU», TUTP). OH npuBen apryMmeHTbl
B MO/Ib3y BaXKHOCTM F'YMaHUTAapHOro 06pa3oBaHuUA ANA CTYAEHTOB BCEX CNeum-
anusauun, B ToM yncie u TexHmuecknx. Oteeyas Ha Bonpocol, 1. TynbYnH-
CKuiA chopmynnpoBan BbIBOA, O TOM, YTO Pa3BUTUE TEXHONOTUI HE OTMEHAET
«3anpoc Ha CaMoCO3HaHWe OT NepBOro /iMLA, KoTopoe 0bnasaeT Boobpaxe-
HMem». A TaKXe 0 TOM, YTO 0bpasoBaHMe He CBOAMUTCA K nepedade MHPoOp-
MaumMm — Heobxogumbl pedaekcus, NepexmnBaHmsa, SMOLMN, OLEHOUYHbIE OT-
HOLUEHMA U T.A.

Ewe ogHa nokasaTenbHas YepTa KOHGEpPEeHLMM — aBTOPbI LOKNAL0B, NO-
CBALLEHHbIX METOA0N0MMYECKMM BONPOCaM UCCAea0BaHNUA HOBbIX Meaua, 06-
PaLAOTCA K aHTUYHOCTM M HAaNOMMHAIOT O TaKWUX MOHATUAX, KaK, Hanpumep,
«nappecua» (FJ1. Tynb4nHCKMI) nam «cxone» (E.B. lyKoB). ABNEHMA aTTpaKLM-
OHa M aTTPaKLMOHHOCTM, KOTOPbIE aCCOLMMPYHOTCA NPEXAE BCEro C aBaHrapA-
HbIM KMHO 1 UMeHem C. Jli3eHWTelHa, B pALe AOKNAA0B TaKkKe BO3BOAATCA K
aHTn4HocTu (E.B. Aykos, H.A. XpeHos (TH1U)).

TemaTuKa paja AOKNAL0B NpencTaBaseT coboit pasBuThe TeM, KOTOpble
6blM 33ABNEHbI B paMKax NpeaLwecTBOBaBLWNX KOHdepeHuMi. B umcne oc-
HOBHbIX BOMPOCOB KOHGEPEHLMN 3TOrO roga — BOMPOCHI O BAUAHUM HOBbIX
MeAMa Ha YenoBeKa U ero KOrHUTUBHbIE cnocobHocTH (Aoknaap! E.B. lykoBa,
I.N. TynbumHckoro, A.A. [leHuknHa (FTUTP)), 0 COOTHOLIEHUN HOBbIX M «CTa-
pbIX» Meana, cneundurKe UX XyaoKecTBeHHbIX A3bIkoB (H.A. XpeHos), o npo-
61eme A0OCTOBEPHOCTU 3KpaHHbIX M3o0bpaxeHui (H.A. Ocuc (YHusepcumem
lenyu), A.W. Noxapos (MMTP)), o My3biKe B KUHO U Ha TeneskpaHe (C.b. Hu-
KoHoBa (CaHkm-llemepbypackuli [ymaHUmMapH.Il yHugepcumem npogcoro-
308), O.A. *ypkoBa (MMH)), 0 BAMAHUM SKPAHHOM KyAbTYypbl HA CNOcob HbITUA
TPAANLMOHHbBIX BUOB UCKYCCTBA B COBPEMEHHOW MM COLMOKY/IBTYPHOM cpese
(E.B. Kuceea (Pocmoackas 2ocydapcmeeHHasA KoHcepeamopus um. C.B. Pax-
maHuHosa), A.B. Kpbinosa (Pocmosckas 2ocy0apcmeeHHas KOHcepsamopus
um. C.B. PaxmaHuHosa), A.M. CnupuaoHosa (YHusepcumem UTMO, CaHkm-
Memepbype)), 06 0COBEHHOCTAX IKPAHMU3ALMI M3BECTHBIX IMTEPATYPHbIX NPO-
nsseaeHuii (A.M. CutoxoBa (Malikonckuli 2ocydapcmeeHHbIli mexHonoauye-
ckull yHugepcumem)), 0 NCMX0s0rMYECKO NOAONAEKE TUNONOTMM KUHOFEPOEB
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(B.A. Konotaes (PITY)), o onbKAOpHbIX MOTUBaxX Ha 3KpaHe (4.Y. baiTypuHa
(TUTP)) n pp. Cnyyait ¢ yTepsHHbIM M BHOBb OBpPETEHHbIM KMHOMpOU3Beae-
HMeM, KOTopoe MNO3BO/IM/IO MO-HOBOMY B3MIAHYTb Ha WUCTOPUIO 3KPAHHbIX
WCKYCCTB M TPAKTOBKY psAfa TeM B KMHOMCKYCCTBE, PAaCCMOTPEH B AOKNafe
E.B. CanbHuUKOBON. OcmbiCNEHME HOBOI CUTyaLuu nepexoda paga 3penuiy B
OHNaliH-bopMaT B CBA3M C COOLITUAMM, HE UMEBLLMMM ICTETUYECKOM Nogone-
KW, MPOrHO3bl OTHOCUTENbHO NOCNEACTBUI 3TOTO NEPEXOAA KaK A/1A UCKYCCTBa,
TaK U ANA NpeacTaBUTeNEl TBOPUECKMX NPodeccuin, NnpeacTaB/ieHbl B AOKA-
nax U.C. Tnebosow (TMTP) v N.B. Cypkosa (TUTP).

O Xy[oXKecTBEHHOM A3blKke KMHemaTorpada 1M HOBbIX Megmna ¢ onopon Ha
NOHATWE aTTpaKLUMOHa pasmbiwnneT H.A. XpeHoB B JoKnaze «kAmMMmpaKkyuoH 8
003KkpaHHOU U s3KpaHHol Kynemypax: om lnasma u TepeHyusa 0o lizeHwmel-
Ha u ®unauHU». ATTPAKLMOHHOCTb aBTOP PacCMaTpMBAEeT KaK ABNEHUWe, Co-
MyTCTBOBABLUEE «MEPEXOAHBIM» NEepUoAam B UCTOPUM KYAbTYPbl U UCKYCCTBA.
OH onupaeTca TakKe Ha baxTMHCKOe NOHATUE KapHaBaau3aumu. He cayyaitHo
«mMaea aTtTpakuMoHHOCTUY» noAasaseTca B 1920-e rr., «Korga Nogu owywanum
paAMKanbHbIi Pas3pbiB C NPOLLbIMY.

A3bIK HOBbIX Meaua, cornacHo H.A. XpeHOBY, ONpesiennca ye ¢ poxae-
HUeM KnHemaTorpada, Ho BO3MOXKHOCTM 3TOrO A3blKa NPOABUANCH He CPasy, YTo
06BACHAETCA TEXHONOMMYECKMMMU, KYNbTYPHBIMM, COLMANBHBIMU U NCUXONOTU-
YEeCKMMM NpUUMHAMKM. PeaniM3aums NoTeHLMana CBA3aHa C CUTYaLMAMM, KKOraa
KY/IbTYpa LEMOHCTPUPOBANA KPU3UC U NEPEKMBANA PagMKabHble caBUMMY. s
npoAcHeHuA cneundUKN HOBOTO XYA0XECTBEHHOTO A3blKa AOKNaAUYMK obpalla-
€TCA K «AOTEXHUYECKMM 3MOXaM B UCTOPUM KYNBTYPbI», 4TOBbI «NPUCMOTPETHCA
K TOMY, 4TO CTOMT 3@ NOHATMEM aTTPAKLMOHA U aTTPAKLMOHHOCTUY.

ATTPAKLMOH aBTOP CBA3bIBAET HE TO/MIbKO C IM3EHWTENHOM — [0 HEro
6bin, No KpaliHei mepe, B. Meliepxonba, CO34aBLUMIA HOBbIN A3bIK TeaTpa.
Ji3eHWTeNH, No cnoBam AOKNAA4YMKA, He Bbla OAMHOKMM, 0bpaLlanch K aT-
TPaKUMOHY Kak NoBeCcTBOBaTENbHOMY Npuemy. ATTpaKLUMOHHOCTb bbina npo-
ABNEHMEM IKCLEHTPU3MA KaK XYAOMKECTBEHHOrO ABfeHNA. Cam 3KCLEHTPU3M
ABUNCA NPOABJIEHNEM COLMANBHOW NCUXONOTUM, TOUHEE, AyXa KapHaBaNbHO-
CTH, npucywero sceit anoxe 1920-x. ATTPaKLMOHHOCTb CBA3bIBAETCA TaKKe C
bopmmpoBaHMEM MACCOBOW KyNbTYpbI.

Onupasacb Ha NOHATME aTTpaKuMoHa, H.A. XpeHoB paccmaTpuBaeT npu-
Mepbl COBPEMEHHbIX 3PENULLHbIX UCKYCCTB, @ UMEHHO TeaTpa. «C cepeauHbl
80-X, — roBOpUT AOKNAAUYMK, — Mbl MEPEKMBAEM HOBYIO BOJIHY KapHaBa/n3a-
LuKM, @ NO CYyTV NOBTOPAEM JIOTUKY, XapaKTEPHYIO A/1A NepBoi NoN0BUHbI XX B.
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Ho ceroHA KapHaBanusaumna pa3sepTbiBaeTcA yKe B Gopmax He IKCLLeHTPU3-
Ma, a NOCTMOAEepPHU3MaA».

Takum 06pas3om, KuHemaTorpad akTUBHO WMCMOAbL30BaAN NpUem (aTTpak-
LMOH), KOTOPbIN BbiN MPUCYLL 3PEULLHON Ky/NbType Ha NPOTAXKEHUN BCel ee
nctopum. Pybexk XX— XXI BB., Korga npoucxoguT UHTEHCMBHOE CTAHOBEHME
HOBOTO f3blKa MeAua, BO3BpaLLaeT K pybexy XIX—XX BB. 1 He TonbKo. Mo cno-
Bam XpeHOBa, loKMHemaTorpapuyeckme Gopmbl 3penunLLa no-npexxHemy npo-
[OMKAOT MPUHUMATDL aKTUBHOE Y4acTMe B CTAHOB/IEHUWN COBPEMEHHbIX GOpM
megma. U po Toro, Kak HoBbIM A3bIK byaeT onpenenitb KOMMYHWKATUBHbIE
npoueccobl, HekoTopble ero dopmbl byayT onpoboBaHbl KMHEMaTOrpadom.

B goknage «3cmemuka ucyesarowux nepexcusaHuli: 2nybokas cemuo-
MUKA COBPEeMEHHbIX IKPAHHbIX ammpakyuoHoe»® I.J1. TYyNbYMHCKMI aHanu-
3UpYeT BAUAHWE HOBbIX MeaMa Ha YenoBeka M ero cnocobHocTu. TexHonornm
KOMMYHUKALWUW 3BOMIOLMOHUPYIOT CTPEMUTE/IBHO, MPOABAAIOTCA HOBblE MO-
CNepcTBuA UX BAMAHUA Ha KOTHUTMBHbIE CMOCOBHOCTM YeN0BEKa, MO3ITOMY He-
06X041MM NOCTOAHHbI MOHUTOPUHT ObICTPO MEHSIOLLLENCA CUTYaLMM.

XapaKTepHOM YepTol COBPEMEHHbIX IKPAHHbIX (M HE TONIbKO 3KPaHHbIX)
aTTpakumoHoB I.J1. TyIbYMHCKUI Ha3biBaeT nepeHoC aKyeHma ¢ CoyuanbHbIxX
3Ha4eHul (m.e. npedmMemHbix U UEHHOCMHbIX HOPMAMUB08) Ha AUYHOCMHbIL
cmblica. T.e. Ha NepBblit NNAH, NO CI0OBAM aBTOPa, BbIXOAAT «OLEHOYHO-3IMO-
LMOHAbHblE KOMMOHEHTbI MPeacTaBUMOro U TPaHCAMPYEMOTrO CMbIC/IOBOTO
KYNbTYPHOrO onbiTa»: «Ecn paHee acTeTn3auma bbina cBA3aHa C BblaeseHNeM
B TEKYYEM MUPE OTHOCUTENBbHO YCTOMYMBBIX 06Pa3LOB, CTUNEN, TPAHCANPYIO-
LLMX LLEHHOCTHYIO, Ky/1bTYypasibHY0 HOPMATUBHOCTb, T.€. KaKMe-To coupabHble
3Ha4YeHUs, TO B HbIHEWHEW CUTyauuu (...) pedb AeT 0 NpPe3eHTaL MmN U TPaHC-
NALMM B CETU HEMOCPEACTBEHHO CaMUX YHUKA/IbHbIX, IMYHOCTHbIX NepeKnBa-
HWA. HOraa AaxKe NepCcoHaNbHO He arpernpyembixy.

CoumanbHble CETM NPeBPALLAIOTCA B MOTOK penpe3eHTaLmil IUYHOCTHBIX
CMbIC/IOB OT NepBOro Auua. MNpeseHTauumn cammux neperkMBaHun NpeTeHayoT
He Ha conepeKMBaHWe, a TONIbKO Ha pacrno3HaBaHue. M3meHAeTca coumanbHan
byHKLMA 3TUX npe3eHTaunin. Cnepysa 1. Tynb4MHCKOMY, 3CTETUYECKM BbIpa-
YKEHHanA «KHOPMATUBHOCTb TPAHC/IMPYEMbIX COLMANbHbIX 3HAYEHWA (...) TpaHC-
bopmmpyeTcs B TEXHUYECKM 0BecrneynBaemMblil COLMAbHbI KOHTPO/Ib 3a 3TOM
npeseHTaumen. ...CMbIC10BOI COPT OTAAETCA MYHOCTH, @ COLMANbHBIA KOH-

3 CTaTblo, NOATOTOBNEHHYIO HA OCHOBE AAHHOTO AOKNAAA, YNTAITE B HACTOALLEM BbIMYCKE XKypHa-
na(c. 23-41).
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TPO/JIb U HOPMATMBHOCTb YXOAWUT B Camy TPaHCAALMIO, CNocob 3ToW TpaHcaA-
LMW, KOHTPO/Ib 3@ 3TOM TpaHCAALMEN».

Mo mbican aBTOpa, Ha GOHE COBPEMEHHOM ycTanocTu ot 6e30TBETCTBEH-
HOTO CaMOBbIPAXEHNA AKTyaZIM3MPYETCA aHTUYHOE MOHATME «nappecuan»
(«BcerosopeHue, OTBETCTBEHHbIE PEYM Nepesd MUPOM U COLUYMOMY). 3ame-
TMM B CKODKax, YTO OHO TaKXe HaNnOMMWHAET NOHATUE OTBETCTBEHHOMO NOCTYM-
Ka y M.M. baxtuHa. /1. Tynbu4MHCKMIA GUKCUPYET 3anpoc Ha OTBETCTBEHHOE
C/I0BO, «3aMnpocC Ha NAPPECUIO M NAappeccopa, NOCTYNAOLLNIA He TONbKO U3BHE
(OT KOHTPONMPYIOLLMX UHCTAHLMIA), HO M OT CAaMOro aBTOPA 3TOro c/10Ba. B aTom
KOHTEKCTe AOKNAAUMK npeanaraeT 06patMte BHUMaHWe Ha deHomeH Baorepa:
«HoBble nappecopbl NPUXOAAT C 3KpaHa». U gaxke NporHo3MpyeT noAsaeHue
OTBETCTBEHHOTO reimepa — YeNoBEeKa, KKOTOPbIN AENCTBYET B 3TOW 3KPaHHOM
cpeae». OTKPbITbIM, Ha YTO 0bpallaeT BHUMaHWe TyNbYMHCKUI, OCTaeTcs BO-
NPOC O CKOPOCTAX, HEe OCTABAAOLLMX BPEMEHU AN OCMbICAEHMA U pedneKcum.
M B TO e Bpema NOoTpebHOCTb B 3TUX CNOCOOHOCTAX 6yAET TONbKO BO3pacTaTh.

O co3HaHUK YenioBeKa B YC/IOBUAX «TEXHU3ALMU» UAET pedb B AOKNaLe
E.B. flykoBa «Cxone-aKkpaH-HeBepbanbHOCTbY». MponcxoxaeHne Takoro Asne-
HUA, KaK aTTpakumoH, E.B. [lyKoB cBA3bIBAET Npex e BCero ¢ 4OoCYyrom: aHTuY-
HOE MOHATUE KCXONE», K KOTOPOMY BOCXOLMT «LIKOMA», TaKkKe bbl10 CBA3aHO
C OTAbIXOM. ATTPaKLUMOH, NO onpeaeneHnto aBTopa A0KNaAa, — COOpYXKeHue
WIN YCTPOWCTBO COBCTBEHHO ANS pa3B/eyveHus. Bbipocluas Ha «cxone» (gocy-
re) aHTMYHaNA UMBUAM3ALMA OCTaBMIA HAM MAcCCy SOCYTOBbIX Pa3BaeyYeHnin —
aTTPaKLMOHOB. MpKU 3TOM CX0Ne MMENU TONbKO CBOBOAHbIE 3MANHDI, @ pPabbl,
Mo C/1I0BaM aBTOPA, PACCMaTPMBAUCH KaK «4en0BeKoobpasHble MaLlMHbI».

OxapaKTepu3oBaB MHOXECTBO OTKPbITUIA aHTUYHOCTH, E.B. lyKoB ocTa-
HaB/AMBAETCA Ha ABYX, BblAENEHHbIX UM, TEHAEHUMAX B KynbType HOBOro u
Hoseliwero spemeHn. OcobeHHO 3ameTHbl OHM cTaHoBsaTca B XVIII-XIX BB.:
C O4HOW CTOPOHbI, KTEXHU3ALUMA XKU3HM, B TOM YMC/IE XYLOKECTBEHHOMY, a C
apyrot — «aesepbanusauma n HesepbanmnsaLma 4e0BEYECKOro CO3HAHUA U
MbiWweHnA». B pesynbtaTe aBTOp AOKNa4a BbICKa3biBaeT OnaceHUs no nosoay
BO3MOXHOM Nobesbl «TEXHM3aLMMU», HANOMMUHAET, YTO TEXHMKA Y¥Ke NornoTuna
CHa4yana *KMBOW 3BYK, *KMBYIO peyb. U nanee ccolnaetca Ha runoTesy CneHcepa
«0 CO3HAHMM KaK NoKa3aTene Ae304anTauumny, a TakKe Ha MHeHne dpusmono-
ra A.A lepueHa, CoracHO KOTOPOMY Ha BbICLUEN CTaANM Ye/I0BEYECTBA CO3Ha-
HWe MoXeT BoobLe He nNoTpeboBaTbCA. U B 3TOM HEOXMAAHHOM KOHTEKCTE
aTTPaKLUMOH npeBpalLaetca B metapopy nobegmsluein «TexHU3auum». «A 4to
byneT ganbwe?» — 3a4aeT BONPOC aBTOp AoKnaga. M npeasocxumiLaet oteeT
Ha Hero: «Janbwe — aTTpPaKUMOH».
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B noknage E.B. CanbHuKoBO «Mup 6ydyuie2o KaK 3KpaHHbIl ammpak-
YUOH 8 HeMeUKoMm cunbme «An2on — mpaeedus eaacmu» (1920)»* peyub nget
0 duNbme, KOTOPbIN JOATOE BPEMA CUUTANCA YTEPAHHLIM, HO HECKOIbKO NeT
Ha3ag 6bln BHOBb OBHApPYKEH M NPOAEMOHCTPUPOBAHA 3puUTensam. ABTop [o-
Kfafa paccmaTpuBaeT OUAbM KaK aTTPaKUMOH («KacKkag, aTTPaKLMOHOB») B
pasHbIX acnekTax. Mpexae BCEro ¢ TOYKM 3pEHUA TPAKTOBKMN TEMbI BPEMEHM.
[Oenctene daHTacTMueckoro Gpuabma NPOUCXOAUT «B HEKOTOPOM abCTpaKT-
HOM, HO BCe-Taku 6an3Kkom byayuwiem», a byaywee B paHTacTUHECKMX dUNb-
Max «O4HOBPEMEHHO ABAAETCA NPOL/bIM A 3pUTENA, MOTOMY YTO OHO YKe
3anevyaT/ieHo, OHO YXKe CTaflo KUHOMATEPUEN U, COOTBETCTBEHHO, OTHOCUTCA K
TOMY, YTO Y¥Ke Npoun3oLwIo». PUAbM KPUTUKOBANN 33 XYL,0MKECTBEHHYIO IKIEK-
TUYHOCTb, HO, MO MHEHUIO aBTOPA A0KAaAa, C BbICOTbI CErOAHALIHErO AHA OYe-
BUAHO, UTO B PUAbME COAEPHKMTCA PAL NPO3PEHUI U NPedBUIEHWUI, KOTOPbIE
6yayT peann3oBaHbl B AasibHENLLEN UCTOPUMN KMHO. M B 3TOM CMbIC/IE OH TaKKe
npespaLLaeTcs B aTTpakumMoH. Mo cnosam E.B. CanbHMKOBOM, B puibme AaH,
BEPOATHO, NepPBbI KMHemaTorpadUUecKnin NPorHo3 Toro, Kak byaeT npoxo-
AWTb anoxa robannsaumm.

®dunbm sBHO nosauan Ha «Metpononuc» ®. flaHra®. OTaeNbHON TemoW
[OKNaja ABNAETCA CONOCTaB/AEHUE CTUNUCTUKM «Aarona» n «MeTpononunca»:
aBTOpP PaccMaTpuBaeT, KakMm 06pa3om CTUAMUCTUKA pPasHbIX peanbHoCcTewn
B «A/irone» 3akpenaeHa 3a pasHbIMW nepcoHaxkamu. C TemMolt conocTasne-
HWA, KOHTEKCTA KaK guanornsmpytollero poHa cBA3aH ele oAnH aTTPAKLMOH.
BHOBb HaleHHbI duAbm 06pasyeT onpeaeneHHbI KOHTEKCT /1A BOCNPUA-
TUA U3BECTHbIX PunbMoB 1920-X M ocobeHHo ana «MeTpononuvca». ABTOp [o-
Knaga obbacHAeT, noyemy Ha GoHe «ANrona» U3MEHAETCA BOCNPUATUE TEMbI
TPyAa M 3KcnayaTtauumn B «MeTtponosnucey.

M ewe B 04HOM OTHOLUIEHWUW NOABNAETCA XapPaKTEPUCTUKA «aTTPAKLMOH»
NPUMEHUTENBHO K GUABbMY «ANTON»: COFNACHO aBTOPY A0KNaAa, duabm npea-
cTaBnnAeT coboM «aTTPAKLMOH POXKAEHMS NEPBOro ropn3oHTaIbHOTO cepuana
MO HEKNACCMYECKOMY, HEPOMAHHOMY CHOXKEeTy». B nonb3y cepuana roBopaT u
BPeMeHHo oTpe3okK B 30 fieT (Bpems aeicTeus B puabme), U bonbLIoi oxBaT
Co6bITMI, NMOCKO/IbKY 33 Bpemsa LEUCTBUA MUP MPOXOAUT HECKONbKO CTaguit
Pa3BUTMA. DCTETUKA NOKA3a XKMU3HWU OAHOMN CEMbU NPEeABOCXMLLAET aMePUKaH-
CKYI0 MblNbHYHO onepy. C TOUKM 3peHns aBTopa, GUabM MOXKHO CPABHUTD C NK-

4 «Algol—Tragodie der Macht», 1920, pex. laHc Bepkmaiictep (Hans Werkmeister).
5> «Metropolis», 1927, pexx. ®puw Manr (Fritz Lang).
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NOTHOM cepuelt 6onblworo npoekTa. [loknas no3sonset ybeamTbca B TOM, UTO
BHOBb 0OpeTeHHOE KMHOMNPOU3BEAEHWE AAET BO3MOXHOCTb NO-HOBOMY B3r/1A-
HYTb Ha UCTOPUIO SKPAHHbIX MCKYCCTB COOTBETCTBYHOLLErO Nepuosa.

[Ooknapa E.A. boraTbipeBolt (TUTP) «38oatouus meoua u 3cmemuxa» no-
CBALLEH UCCNef0BAaHMAM HOBbIX Meana B GMA0COPCKO-3CTETUUECKUX TPYAAX
1990-x rr. B pamkax npegwectsytolein KoHPepeHUUn 3ByYana MbiClib O He-
06X0AMMOCTU Pa3BMBATb KaTeropuasbHbIA annapaT 3CTETUKM, YTObbl yyecTb
ABNEHMA MELMA-UCKYCCTBA, LMbPOBOro UCKyccTBa U T.4. To ecTb, C O4HOW CTO-
POHbI, CYLLLECTBYET MOTPEOHOCTb B 3CTETUUECKUX UCCNEA0BAHUAX, @ C APYron —
cyuiectsyeT o6WwMpHan MTepaTypa No 3CTETUKE, KOTOPAs 0COBEHHO aKTUBHO
BbIxoAMAa B Havane 1990-x rr. u Bblia NOCBALWEHA UCKYCCTBY, CO34aHHOMY C
NMOMOLLbIO KOMMbIOTEPHbIX TEXHOIOTUI, @ TaKKe BAUAHMUIO HOBbIX TEXHOIOTUI
Ha BocnpuATHe BOOBLLE M 3CTETUYECKOE BOCMPUATME, B YaCTHOCTM. OfHON n3
NonynApHbIX TeM MeamauccnegosaHuii 90-x ABAANACL TeMa AOCTOBEPHOCTM
BOCNPOM3BEAEHHbIX C MOMOLLbIO HOBbIX TEXHOOTUIA N306PAMKEHWIA.

OnpaBaanncb M NPOrHo3bl, BbiCKasaHHble 25—-30 fieT Ha3aa? Moxem nu
Mbl OMEepPeTbCA Ha 3TU UCCNEA0BAHUA C TOUYKW 3pEHUA METOL0NOTUN? MOHATH-
em «undpoBan 3CTETUKa» OMNepupyLoT yKe B KoHue 1980-x rr. Tak HasblBa-
Nacb, Hanpumep, KHUra, Kpas Bblwna B 1987 r. [1, S. 7]. Mo nporHosy ogHoro
U3 nccneposatenen, Hemeukoro punocoda H. bonbla, 3Ta HOBaA AUCLUNAN-
Ha [OMKHA ObITb CBA3AHA HE CTO/IbKO C UCKYCCTBOM, CKOJIbKO C TEXHUYECKUM
paclmMpeHnem BO3MOXKHOCTEN YeNOBEYECKON YyBCTBEHHOCTU. ICTETUKA Kak
dunocodckan ancumnanHa, no cnosam bonbua, «He aBnseTca 6onblie Teopu-
el (M3ALLHbIX) UCKYCCTB M AenuTca Ha aisthesis (Teopuio megua) v TeXHONOTUI0
UMPPOBOro co3aaHna N30bparkeHnit (KoMmnbloTepHyto rpaduky)» (2, S. 71.

B noknage npvBeaeHbl HEKOTOPbIE MPOTrHO3bl NO NOBOAY BAUAHWUA HOBbIX
TEXHO/IOMUI HA MCKYCCTBO M €ro BOCMpPUATHE, BbICKa3aHHblE B HEMELKOA3bIY-
HoM punocodpcro-acTeTnUeckoi nutepartype 1990-x.

Bo3geictaue undpoBbix M306paKeHMI, N0 MHEHWIO pAda uccnesosaTe-
Nei, cTaHeT 6osee «HeNnocpencTBeHHbIMY». («MecTo annepuenumm 3aHUmaeTt
HenocpeacTBeHHOEe BHeceHWe MHGOPMaLMK B HEPBHYIO CUCTEMY U €€ TEXHU-
YecKas 3KCTEHCUA; MecTo Bocnpuatus — obpaTtHas cesasb» [2, S. 104-105]).
MN306paxkeHna BOCMPUHUMALIOTCA YKe HE B MEPCNEeKTUBE, @ KTAKTUAbHO U No-
cpeactsom undpbi». LUndposble n306parkeHNs MOKHO BECKOHEYHO TpaHC-
dopmumpoBaTtb BMpTyanbHo [2, S. 119, 133]. U3BecTHbIN coumonor u dunocod
H. JlymaH oTmeyan, yto BocnpuaTne «bnekHeT» [3, c. 140], obecupeunBaetca
BCEACTBME HAX/IbIHYBLUETO «MOTOKa» MeaAuanbHbix 06pasos. CornacHo BbIBO-

HAYKA TENIEBUAEHUA Ne 16.2, 2020 18 THE ART AND SCIENCE OF TELEVISION



Ay Apyroro aBTopa, B. Benblua, MMp CTAHOBUTCA «NepeXnBaembiM NpPOCTPaH-
CTBOMY, BC/IEACTBUE YEro BO3HMKAET HeBocnpuMmMmumneocTs [4; 5, S. 10].

JoKnagumk NpuMBoAUT CN0Ba OLHOMO U3 POAOHAYaNbHUKOB PELEnTUBHOM
3cTeTUKM — B. M3epa, KoTopbIi, OTBEYAsA HAa BOMPOC O HOBbIX MeAna, CKasas, uto
«MefMa HECPABHEHHO CUIbHEE, YeM TEKCTbI, aNeNNNPYIOT K BOCNpUATUION. Ho
BOMPOC B TOM, OCTaBAAET N 3Ta CUTyaLLMsA BOCNPUATMA MECTO ANA 3PUTENLCKOTO
BoObpaxkeHma? Motomy 4To BoObpaXkeHWe — 3TO «HaL NOCAeAHUI pecypey, 1
Mbl JO/IXKHbI €r0 Pa3BMBaTh, EC/IM XOTUM COXPaHUTbL cebsa B mupe [6, c. 94].

Pabotbl H. JlymaHa y Hac AOCTaTOYHO U3BECTHbI — MpPaBAa, B OCHOBHOM,
B 06s1acTn coumonormnm. OT4acTv n3BecTHbl paboTol B. M3epa. U HepocTaTouHO
M3BECTHbI PaboTbl MHOMMX aBTOPOB, PA3MbILLIABLIMX O HOBbIX Meaua U Lmod-
POBOM MCKyccTBe B Havane 1990-x. Mo mHeHMIo aBTOpa AOKNaAa, 3HAKOMCTBO
C 3TUMM TPYLAMM MOXKET ObITb NOYYUTENBHBIM.

A Tenepb O BbIBOAAX, KOTOPbIE MOXKHO CAE/aTb O pesy/bTaTax npowesa-
wen KoHbepeHumn. Kak Bbl HM onpedensnun NoHATUE aTTpPaKuMoHa, 60/b-
LUMHCTBO MCCNea0BaTe1ei CXOAATCA BO MHEHWU, YTO ero pa3paboTka asnseTcs
NepcrnekTUBHOM, U OHO MOMET MCMO/b30BaTbCA B PasHbIX MCTOPUKO-UCKYC-
CTBOBEAYECKMX KOHTEKCTaX.

CuTyauma B3aMMOAENCTBUA YeNoBEKA C UMPPOBOM cpesoint AOCTAaTOYHO
ObICTPO MeHseTcA M TpebyeT NPUCTANbHOIO BHUMaHUA U uccnenosaHmsa. Mo-
3TOMY MHOTMe BbIBOAb! O BAUAHUW HOBbIX TEXHOMOTUIA KOMMYHUKALLMK Ha Ye-
NIOBEKA MOKHO CYUTATb NPeaBapUTENbHbBIMMU.

dopmat npowealielt KOHPepeHUMK, Kak 04HO U3 CeacTBUIA 3TOrO B3a-
MMOZLENCTBUA, MOXKHO MPU3HATb pacnonaralowmm K AOBEPUTENbHbIM U NPO-
AYKTUBHbIM 06CYKAEHUAM U AUCKYccuAM. [To3TOMy O4eBMAHO, YTO OH bByaeT
MCMO/1b30BaTbCA B Aa/IbHEMLLEM YKE HE TOJIbKO BbIHYXAEHHO.
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3CTETUKA [HEJUCHE3AIOLLIMX
NEPEXWUBAHUN:

NMYBEOKAA CEMUOTUKA COBPEMEHHbIX
3KPAHHbIX ATTPAKLMOHOB!

AHHOTauMA. IcTeTU3aUMA — CYTb KOHLENUMUA TEOPUM U NPAKTUKU OCMbICNEHUA
[eNCTBUTENbHOCTU NOCPEACTBOM HEYTUAUTAPHOTO BOCMIPUATUA U NEepPEeKUBaHuMS,
KOTopble BbIBOAAT 3a pPaMKM 0OblgeHHOro onbiTa. Ha 3Tom ocHoBaHa
MPVBNEKATENBHOCTb KaK apTedaKTOB Xy[OXECTBEHHOro TBOPYECTBa, TaK U
MCKYCCTBA B LIEJIOM — KaK COLWANbHO-KYNbTYPHOM NpakTuku. XX cTonetve
NPVHECNO pacllMpeHne 3CTeTU3aUmmn Ha chepy NOBCeSHEBHOTO OMbiTa — BMIOTb
[0 MaccoBoro noTpebneHva U nyb6aMuHOW NOAUTMKKM. OfHaKo B Hawu AHU
CUTyauus pasuKanbHO M3MEHWUNACch — CamMa NOBCEAHEBHAA NPAKTUKa NpeacTana
OCTPaHEHHOW Ha 3KpaHaX MOHWTOPOB KOMMbIOTEPOB U ragxeTos. CoBpemeHHas
3KpaHHasA Ky/bTypa B HEMasol cTeneHn cnocobcTByeT AanbHeLeln panKaabHOM
TpaHchOpMaLMmM 3cTeT3alUmK. Peub MAET O ABYX B3aMMOCBA3AHHbIX NPOLLECCaXx.
MepBbIii NpoLecc CBA3aH CO CMEHOM aKLEHTYaUun B TPAHCAALMKU CofepKaHuA
apTedaKToB: OT TPAHCAALMM YCTOMYUBOTO COLMANbHOTO 3HAYEHUA K duKcaLmm
W TPAHCAALMM TEeKYYMX JIMYHOCTHBIX CMBIC/AIOB (3MOUMIA M NepeuBaHuiA).

! laHHas paboTa BbINOMHEHA B PaMKax UCCAef0BaHMA «MexaHU3Mbl CMbIC1006pa3oBaHuUsA U Tek-
CTyann3aLMm B COLMANbHbBIX HAPPATUBHBIX U NePPOPMATUBHBIX AUCKYPCAX U NPAKTUKaxX» Npu Noa-
nepkKke rpaHTa PH® Ne 18-18-00442 B 6®Y nm. U.KaHTa.
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BTopoli npoLecc cBA3aH € YCKOPEHUEM TakUX TPAHCAALMM, Mano JOCTYNHbIX ANA
ocmbIcneHNA n pednekcun. B pesynbraTe npeseHTaL A COLMANbHOTO }KU3HEHHOTO
onbiTa, €r0 NOHMMAHWE W OCMbICIEHUE peayuMpyeTcs K NOTOKY 06paboTku
oUMPOBAHHbLIX AaHHbIX. TeM CamblM, TPAKTOBKAa 3CTETM3aLMM B HaWW AHU
UCMbITbIBAET CEPbE3HbIN BbI30B. JIN6O Cam 3TOT NOTOK AAHHbIX, KOCTPAHAOLLUX»
peanbHOCTb MPEACTABAAEMbIX Ha 3KPaHaX MOHUTOPOB U FaZXeToB, ByKBaNbHO
M ectb acteTmsaums. JInbo ¢akTMyeckaa pecybbekTMBaUMA 3TOro MOTOKa
3IMMUHUPYET 3cTeTM3aumio. TemM cambiM, C OAHOMN CTOPOHbI, aKTyasbHOWM
CTAHOBWTCA 334343 KOMM/IEKCHOM TYMaHUTApPHOM 3KCMEepTM3bl YNOMAHYTbIX
npoueccoB. C Apyrov CTOPOHbI, €CAN BECb MUP eCTb NOME XyLO0XKeCTBEHHOro
OCMbBICNEHUA, TO HbIHEWHWE TEXHONOMMWU IKPAHHOW Npe3eHTauumn 3Toro nons
N03BO/IAIOT CTaBUTb BOMPOC O BO3POMKAEHUMN NPAKTUKM U MHCTUTYTa NappPecum Kak
JINYHOM OTBETCTBEHHOCTM 3@ Y4acTMe B 3TOM NMOTOKE Npe3eHTaL WM.

KnioueBble cnoBa: aTTPaKTUBHOCTb, M1yb6OKas CEMUOTMKA, HeyTUAUTapHoe
BOCMPUATME, Nappecus, nepexunBaHus, LUPpoBM3aLMA, SKPAHHAA KynbTypa,
acTeTMsauma
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AESTHETICS OF [NON-] VANISHING
EXPERIENCES: DEEP SEMIOTICS OF MODERN
SCREEN ATTRACTIONS?

Abstract. Aesthetization is the concept of the theory and practice for understand-
ing reality through non-utilitarian perceptions and experiences that go beyond
ordinary experience. This is what the attractiveness of artifacts of both artis-

2 This work was carried out as part of the study “Mechanisms of semantic formation and
textualization in social narrative and performative discourses and practices” supported by the
Russian Science Foundation grant No. 18-18-00442 in the Immanuel Kant Baltic Federal University.
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tic creation and art as a whole—as a socio-cultural practice—is based on. The
twentieth century has brought the expansion of aesthetization into the sphere of
everyday experience—up to mass consumption and public policy. However, to-
day the situation has changed radically: the everyday practice itself has appeared
defamiliarized on the screens of computers and gadgets. Contemporary screen
culture contributes heavily to a further radical transformation of aestheticization.
This involves two interconnected processes. The first process is associated with
a changing emphasis in the translation of the artifacts content: from translat-
ing a stable social significance to fixation and translation of fluctuating personal
emotions and experiences. The second process is related to the acceleration of
such translations, which are hard to be comprehended and reflected. As a result,
the presentation of social life experience, its understanding and comprehension
is reduced to processing of digitized data streams. Therefore, the interpretation
of aesthetization is a real challenge today: it is either these data streams on the
screens of computers and gadgets that make our reality “defamiliarized” is aes-
thetization; or de-subjectification of such data streams eliminates aesthetization.
Thus, on the one hand, a complex humanitarian expertize becomes urgent for
analyzing these processes. On the other hand, if the whole world is a field for
artistic comprehension, then the current life presentation technologies allow us
to raise the question about the revival of the parrhesia institution as a personal
responsibility for participating in such a stream of presentations.

Keywords: anesthetization, attractivity, deep semiotics, digitalization, experienc-

es, non-utilitarian perception, parrhesia, screen culture

BBEAEHUE

KopoHaBupycHaa naHgemua Kak 6yato cneuuanbHO npuwaa  Ans
TOro, 4TO6bl YENOBEYECTBO YCKOPEHHO «MNEPeceNnnocb» B 3KPaHHYIO
AencTBuTeNnbHOCTb. BusHec, Hayka, o6pasoBaHWe, MOAUTUKA, MCKYCCTBO,
JMYHAA XMU3Hb CTaNN HEMpepbIBHbIM 3KPaHHbIM aTTpakumoHom. Pabora,
oTabix, 06pa3oBaHue, HayKa, TBOPYECTBO, NOJIUTUKA, INYHASA }KU3Hb NPEACTaM
B €lMHOM YHMBEPCA/IbHOM pOopMaTe CUAEHUA Nepes, 3KPaHOM.

IKpaH M ero npeaTeun (JocKa, CTeHa, CKana, CTpaHuLa), Ha KoTopble
HaHOCU/IUCb 3HAKM (PUCYHKM, CUMBOAbI, HAAMUCK, TEKCTbI) — aTTPAKLMOHDI
B CaMOM BYKBaNbHOM CMbIC/Ie CI0BA, KaK apTedaKTbl, NpuBieKaTebHble (aT-
TPAKTUBHbIE) OMNbITOM YCUAEHWUA YYBCTB, NEPEXMBAHUIA. U BCe OHK, TaK Uan
MHaye, NOPOXKAAIOT CBOIO 3CTETMKY. Kaaas M3 TaKuX 3CTETMK NpeacTaeT Kak
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KOHLENUMA TEOPUU U NPAKTUKN OCMbICAEHUA NOCPEeACTBOM ODOCTPEHHO He-
YTUAUTAPHOTO BOCMIPUATUA U NEePerKMBAHUA, BbIBOAALLETO 3a PaMKM 0bblaeH-
HOro onbiTa — BMNJIOTb [0 KaTapcuca, MepeXuMBaHUA CONPUYACTHOCTU YHU-
Bepcymy. He ciyyaliHO 3cTeTMKa CBA3bIBANACh M CBA3LIBAETCA MPEXAE BCEro
C UCKYCCTBOM M BOCNPUATUEM €50 apTedaKTOB XyA0KEeCTBEHHOro TBOpYEeCTBa.
N rnaBHOM OTANYUTENLHOM YepTON TAaKOTO OTHOLIEHMA K MWPY, COMNACHO
B. Neccunry n M. KaraHy, 3. bepky u 0. bopesy, ABNA€TCA UMEHHO BO3BbILLIEH-
HasA HeyTUAUTAPHOCTb, BbIAENEHHOCTb M3 NPArMaTUYHOW QYHKLMOHANBbHOCTK
— aKUeHTMpoBaHHaA 6ecKopbICTHOCTb, Kak oTmeyvan W. KaHt. Heytunutap-
HOCTb MCKYCCTBA — OfHa M3 aKCMOM 3CTETMKM C CAaMOro Hayana ee Gopmu-
pOBaHUs, onpeaensaeT CyTb 3cTeTMyeckoro. Kak nonywytameo 3ameTusn ame-
PUKaAHCKWIA cneumanuct no pekname u PR 3.Paiic, UCKyccTBO — 3TO TO, YTO He
MMeeT NPaKTUYEeCKOro CMbICN1a U CTOUT HeaZleKBaTHO JOPOro.

C 0fHOW CTOPOHbI, OXOTHUYUI NYK, NUNA, IOKKU U MHOTUE Apyrue opy-
AVA TpYAa, UHCTPYMEHTbI, NpeameTbl 0bMxoda MOryT MCNOAb30BaTbCA He MO
«NPAMOMY Ha3HAYEHMUION, @ KaK YKpaLLeHUA, @ TO U KaK My3blKabHble UHCTPY-
MEHTbI, NpeAMeTbl Urp 1 TptokoB. C Apyro — OHW, OCTaBaACb NpeameTamu,
MCMNONb3yeMbIMU YTUAUTAPHO, MOTYT UMETb PA3/IMYHYH CTUAUCTUKY U3rOTOB-
NeHUA, feKopa, AN3aliHA, YTO NPUAAET UM Pa3/IMYHOM CTENEHWU 3CTETUYECKoe
3HayeHWe — aTTPaKTUBHOCTb. Ho B 060MX Cayyasx acTeTmsauma (Kak npuene-
KaTe/IbHOCTb YyBCTBEHHOrO BOCNPUATUA) 0bec-neunsanach BblLeNEHHOCTbIO U3
06bIAEHHOCTM 3TOr0 MMUPA C NOMOLLbI0 GOPMbI, CTUAA, 06PA3HbIX accoLMaL it
N LPYTUX XYL,0KECTBEHHbIX NPUEMOB.

B coBpeMeHHOW 3CTeTMKe elle C KOHLA MpOLW/IOro CToNeTuAa B pa-
6otax M. PaHcbe, B. Benua, C. /lawa, M. ®usepctoyHa, P. LyctepmaHa,
®. AHKepCMUTA U ApPYrUx aBTOPOB HAaMETUNACb TEHAEHUWA 3CTETUYECKOM
OLEHKM noBcegeHeBHocTH [1; 2], maccosoro noTtpebnexus [3; 4], nonntuue-
CKOW KynbTypbl [5; 6]. O4HaKO B HbIHELLHEWH CUTyauun cama obblaeHHanA }KNU3Hb
ANCOYHKLMOHANBHO BblAeNEeHa B 3/IEKTPOHHbIX CETAX U NPeACTaBNeHA aTTPak-
LMOHOM Ha 3KpaHax KOMMNbIOTEPHbIX MOHUTOPOB U FAXKETOB.

06 3KpaHHOM KyNbType MHOIO BaXKHOTO HbI/I0 CKa3aHO B PAAE BbINYCKOB
[aHHOrOo XypHana. bonblien yacTbto B 3TUX NybAnKaumax pedb Wwna ob onuca-
HWW BO3MOXHOCTEI 3KPAHHbIX TEXHONOTMIA. AHANIM3y KOPEHHOW NEepPecTPOiiKM
npupoabl COBPEMEHHOIO MCKYCCTBa — CaMOro TBOPYECTBA, Ero0 NPOAYKTOB, UX
BOCMPUATUA U MO3ULMOHMPOBAHMA NOCBAWEH pAa GyHAAMEHTANbHbIX paboT
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B. lpolica, noKa3aBLwero paAnKanbHyt0 NEPECTPOIKY B yCA0BUAX LndpoBu3a-
LMW cofepiKaHuA, Npe3eHTaLun 1 NpoaBUXKEHUA NMPOM3BEAEHUIN UCKYCCTBA,
My3eiHoro gena [7], /1. MaHoBMYa, pacKpbIBLLErO PO/ib COBPEMEHHbIX Meana
B 3TUX npoueccax [8], 0. Xapapu, pasBepHyBLUErO LUMPOKYIO NEPCNEKTUBY
AVHAMUKKN YenoBeyeckoro bbiTus ¢ y4eToM AeMCTBOBABLMX WM AEMCTBYIOLLMX
TPeHAO0B, BO3MOXHOCTEN MX ocMblcneHus [9], apyrnx asTopos. OgHaKo pas3su-
TMe umdposm3aumm, pesko yckopmsLuenca B 2020 rogy B CBA3M C NaHAeMUEN
COVID-19, HacTonbKo pe3ko nomeHsan Gopmat Bcex chep CouManbHO-Ky/b-
TYPHOM ¥XM3HK, YTO TPEOYIOTCA LONONHUTE/IbHBIE YCUANA MEXKAUCLUMNANHAPHO-
0 OCMbIC/IEHWA 3TOW CUTyaLLMM, Ha KOTOPbIE MOXHO ONEPETLCA B PELLUEHUN YiKe
nepespesLUel 33,341 F'YyMaHUTAPHOW 3KCNepTU3bl NEPCNEKTUBLI Pa3BUTUA.
[JaHHaa paboTa — NOMbITKa BHECTM MOCU/bHbLIN BKAaA B OCMbICEHME
NnocneacTBMIN ANA 3CTETUKM BCe LUMPALLErocA npeactasneHus bbitua cospe-
MEeHHOrO YeioBeKa B oundpoBaHHOM dopmaTe Ha 3KpaHax. B Helt paccmaTpu-
BalOTCA ABa BOMpoca. Bo-nepBbix, 3T0 dyHAAMEHTaNbHbIV CABUT B 3CTETU3a-
LMW C coumanbHO 3HAYMMON HOPMATUBHOCTM HA OLLEHOYHO-3MOLIMOHANbHOE
cofleprKaHue WHOMBUAYANbHbIX MepexunBaHUin. Bo-BTopbix, nocneacTsua
PE3KOro YyCKOPEHMA NPoLLeccoB NepepaboTKM AaHHbIX TAKUX IMYHOCTHbIX Npe-
3eHTaUMi, B CUNY CBOEN TOTasibHOM «LMPOBU30BAHHOM BblAENEHHOCTUY, CTa-
BALLMX NOA, BOMPOC 3CTETMU3ALMIO KaK TakoByto. MOCKO/MbKY B AaHHOM Cayyae
TpebyeTca MeXAUCLMNAMHAPHbIA aHANM3, TO METOA0/I0MMYECKON OCHOBOW
npesnaraemoro pacCMOTPEHUA ABNAETCA CEMMOTUYECKMI MOAXOA, — BKAO-
Yyan KoHuenuuio «rnybokol cemmotukmn» (deep semiotics), — obnagatowmin
NOTEHLMANOM MEXANCLUNANHAPHON KOHLEeNTyanbHOW nnaTdopmbl.

CEMUOTUYECKAA CTPYKTYPA APTED®AKTOB KY/1bTYPbI

Mpexae yem NepenTn K PacCMOTPEHMIO NepBO 0COBEHHOCTU NpUBAE-
KaTe/IbHOCTU 3KPaHHbIX aTTPAKLUMOHOB, CBA3AHHOMN C pafMKaibHbIM CABUMOM
OT COLMaNbHOM HOPMATUBHOCTU K JIMYHOCTHOM YHWKAJAbHOCTM, CTOMT MOAC-
HWTb CEMMOTMYECKYIO NpUpoay apTedaKToB COBPEMEHHOM KynbTypbl. Yeno-
BEK BblAE/W/CA U3 XMBOTHOMO MMpPa 33 CHET MCMOAb30BAHMA OKPYKAKOLLMX
NpPeaMeTOB Kak CPeacTs GuKCcaumm, TPAHCAALMN U PEryAALMM CBA3AHHOIO C
HVMMM COLMA/IbHOrO OMbITa C MOMOLLbIO KOMMYHMKaUMK. B 3TOM nnaHe, Bewwm,
MOCTYMKM, ABNEHNA NPUPOAbI B KOHTEKCTE OMpPeaeNeHHbIX Ky/bTyp HOCAT 3Ha-
KOBbI/ XapaKTep, YTo, COBCTBEHHO, U COCTAaBNAET OCHOBHYIO MAEK COLMasb-
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HOWM CEMMOTUKM, KaK OHa MnpeacTaBleHa B paboTax ee npeacTtaBuTesnei ot
H0.M. NlotmaHa (10) ao T. BaH JleBeHa (11) u A. PaHasupa (12). 3Hakom, no
cnosam J1.C. BbIroTCKOro, OKa3blBaeTCs «BCAKUMN UCKYCCTBEHHO CO3AaHHbIN Ye-
NIOBEKOM YC/IOBHbI CTUMYA, ABNAIOLWMIACA CPEACTBOM OBMaAEHUA NOBEAEHU-
emM — YyXXUM UM cobeTBeHHbIM» [13, ¢. 111-112].

B knaccuueckux pabotax I ®pere, Y.C. MNupca, B. lymbonbaTa, B. ByHa-
Ta, ¢. ae Coccropa, Y. Moppuca, I.I. LneTa, MN.A. dnopeHckoro, A.®. /locesa,
M.M. baxTtuHa, J1.C. Bbirotckoro, A.H. JleoHTbeBa, K0.M. JloTmaHa, 3. beTTy,
P. Xanuges, Y. 9ko pa3paboTaHbl OCHOBHbIE KOHLEMNUUM U NOAXOAbl aHaAn3a
3HAKOBbIX CUCTEM (CEMMOTWMKA, CEMMONOTUA), NPOLLECCOB cemmnosnca. PaHee
aBTOPOM 6bI/10 NpoBeAeHO 0606LLLEHNE N SKCTPAKLMA STOFO KOMMAEKCa UAEN,
YTO MO3BO/IU/IO BbICTPOMTb OOLLYIO CTPYKTYpPY apTedaKTa Ky/abTypbl KaKk 3HaKa
— HOCUTEeNs cogepiKaHua coumanbHoro onbita [14]. UcxogHbim ABAfeTcs pas-
JIMYyeHne o3Havatolero — cobCTBEHHO maTepuanbHoW Gopmbl 3HaKa, U 03-
HaYyaemMoro, To ecTb COAEPKAHUA TOW AEATENbHOCTM, TOrO OMbITa, C KOTOPbIM
CBf3aH M K KOTOPOMY OTCbINAEeT AaHHbIM 3HaK. B 03Hayaemom, B CBOIO oye-
peab, MOXHO Bbl4/IEHUTb ABa OCHOBHbIX KOMMOHEHTA: CoLMaNbHOE 3HaYeHMe
— CO6CTBEHHO COLMANIbHO-KYNbTYPHYIO MPOrpamMmy OMbiTa, M AUYHOCTHbIN
CMbIC/1, 3HAYEeHMeE 3TOro COLMANbHOIO 3HAYEHMA ANA KOHKPETHON TIMYHOCTM.

CooTHoLEeHWe maTepmanbHOM GOPMbl 3HAKa, COLMANbHOTO 3HAYEHUA U
JIMYHOCTHOTO CMbIC/1a MOXHO MOSACHUTL C MOMOLLBIO MeTadopbl, NPea/IoKeH-
HOW B HECKONbKO ApYrom KoHTeKcTe 1. ®nopeHckum (Puc. 1.). Ecam B3aTh ABa
TPeyrosibHWKa, 06pa3oBaHHbIe OT MepeceyeHuns ABYX OTPE3KOB MPAMbIX, TO,
NPy BCEX Pas3/iMuMAX B KOHPUIypaumMM M NAowWaam, 3TM TPeyrosbHUKK byayT
MMeTb 00LLYI0 BepWMHY B TOYKE NepeceyeHns oTpesKoB M obLmii ogmnHaKo-
Bblii pa3mep yrna npu ato BepwmnHe. Camu TPeyroibHUKN MOXKHO ynoaobuTb
YHWKaNbHbIM U HENOBTOPUMbIM JIMYHOCTHBIM CMbIC1aM, KOMMYHMKaLMA MeX-
[y KOTOPbIMM BO3MOXHa TO/IbKO NPU ABYX YCIOBUAX: HAIMUMU maTepuanbHOM
dopmbl 3HaKa (0bLLei BepLMHbI) U MHBAPWAHTHOTO COLMA/IbHOTO 3HaYeHun
(obLet BennumHbI yrna npu obuiel seplumHe).
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Tpeyroapunkn AOC u BOD — JIH4HOCTHEIE CMBICTLT
Triangles AOC and BOD — personal meanings

Touxa = odman sepumna O — marepuansnan gopma
Point = common apex O — material form

Pazvep yrios npn 1ol BepiMHe — HHBAPHAHTHOE COMMANLHOE IHAUEHHE
Measures of the angles at the apex — invariant social implication

Puc. 1. CooTHOWeHMEe MaTepuanbHOW GopMbl 3HAKA,
COLMANbHOIO 3HAaYEHMA M IMYHOCTHOTO cMbicna (metadopa M.A. dropeHcKoro)

Fig. 1. Correlation between the material form of sign, social implication and personal meaning
(P.A. Florensky’s metaphor)

B couManbHOM 3HAaYEHMM MOXKHO BbIUIEHUTH TaKKe [1Ba acrekTa: npes-
MEeTHOe 3HayeHue — NpesMeTHOe COAEep)KaHWe onbiTa, U GyHKLMOHANbHOE
CouManbHoe 3HayeHne — COBCTBEHHO TEXHO/IOTMYECKOE COAEep)KaHue npo-
rpaMmbl geatesibHocTU. CounanbHOe 3HaYeHne 3a1aeTcs COOTBETCTBYIOL MMM
BMAAMW HOPMATUBHO-LEHHOCTHbIX CUCTEM KY/AbTYpbl: GYHKLMOHaNbHO-OMe-
PaLMOHHbBIMU, HAYYHO-TEXHUYECKMMMU, XYAOKECTBEHHLIMU U UAE0N0OTNYECKU-
MU. OAMH 1 TOT Ke 3NEeMEHT Ky/bTypbl MOXKET UMeTb GYHKUMOHANbHO MHBa-
PVaHTHbIE CMbIC/IOBbIE XapPaKTEPUCTUKM (Hanpumep, TONOP AOMKEH COCTOATD
13 TONOpMLLA M TOMOPa C 1e3BUEM U 0BYXOM), MOXKET UMETb Pa3/IMUHbIe KOH-
CTPYKTUBHbIE MCMONHEHMA (TONOP MOXET BbiTb METANIMYECKUIN, KAMEHHBIN 1
T.4.), BbINOAHATLCA B PA3/IMYHOM CTUNE U UMETb Pas/ivyHble CUMBOJ/IMHYECKME
XapaKTepUCTUKK (Hanpumep, 0byCcNOBAEHHbIE UCMONb30BaHMEM B pUTYanax).

B /IMUHOCTHOM CMbIC/IE TAK}KE MOXKHO BbIYJIEHUTb ABa acreKTa: OLEeHOY-
HO€ OTHOLEHMWE IMYHOCTU K AAaHHOMY 3HAYEHUIO U NEPEKMUBAHMNE ITOTO OTHO-
LWeHWs, HeMOCPeACTBEHHDBIW OMbIT OLLYLIEHUI M BOCNPUATUIA. ITy cucTemaTu-
3aLMI0 MOXKHO NPeACTaBMUTL B BUAE cxembl (Puc. 2):
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HM?H][?,BJEMEET EYIBTYPEI = 3HAK
Phenomenon, element of criture = sign

Osnauaemoe
Signified

-
Oananawimee
Stgrifrer

Martepuaibuas Counaisnoe Juamoctabii
opma sHasenne eMBleT —
Material form Social implication IHAMCHHE JHATSHIN
| 2 Personal ing= the ing of the
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IIpeamernoe Dynkunonaibnoe I
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Puc. 2. CemnoTtnyeckan CTpyKTypa apTedaKToB COLMaAbHOrO OMnbITa

Fig. 2. Semiotic structure of social experience artifacts

Puc. 3. OI'Ipe,CI,MeHMBaHVIe M pacnpeamedmBaHune cogepxaHua apTed)aKTOB coumnanbHOro onbiTa

Fig. 3. Objectification and de-objectification of social experience artifacts (deep semiotics)
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BblaeneHHble acnekTbl GpaKTUYECKM MOAYEPKMBAIOT eAuHY0 AeATeNb-
HOCTHYIO NMPUPOAY CMbIC/IOBOFO COAEPMKAHMA OMbITa: NpeaMET AEATENbHOCTH
(npeameTHOE 3HaYeHWe), cnocob AeaTeNbHOCTU (DYHKLMOHANIbHOE CMbIC/O-
BOE 3HAYeHMWEe), OTHOLIEHME K 3TON AeATeNbHOCTU (OLEHKA) U ee nepexmnBa-
HMe. ITM KOMMOHEHTbI MOrYT BbITb BbICTPOEHbI B CTPYKTYpY, NOA0OHYIO AeT-
CKOM «maTpeLKke». MpoXoKaeHMEe 3TOr0 pAfa CBepXy BHU3 AeMOHCTpUpyeT
NpoLecc YCBOEHMA COLMANbHOro onbiTa, ero cybbekTMBaUMIO (pacnpegmeun-
BaHWe, NOHMMAHKE). MPOoXoXKAEHNE Ke 3TOro PALa CHM3Y BBEPX — OOBEKTU-
BauuMio (onpegmeuvBaHue, BOMIOWEHWE) ONbiTa. KOMNOHEHTbI CMbIC/I0BOM
CTPYKTYpPbl MPEACTAOT TaKXKe YPOBHAMWU ocmbicneHus (Puc. 3) — cooTseT-
CTBEHHO: MaeHTUPUKaumel, pedepeHumen, MHTepnpeTaLmen, OLEHKON N 3M-
naTtuel (conepexmMBaHNem, BYyBCTBOBAHWUEM):

B 3aBMCMMOCTM OT Leeit aHanM3a MOFyT CTPOUTLCA PasInYHble MOAENN
CUCTEMATM3aLUMM 3TON CTPYKTYPbl C AKLEHTOM Ha PONAb €e KOMMOHEHTOB.
TaK, C NO3MUMIA COLMANbHO-KYALTYPHOrO aHa/iM3a K/YEeBY PO/b WUrpatroT
coumanbHble 3HaveHnn. OAHAKO IMYHOCTb HE TOIbKO M HE CTONIbKO NAaCCUBHbIN
PeuMNUEHT «BPALMBAHUAY CMbICNIOBbIX CTPYKTYp. B KOHTeKcTe aHasiu3a
AVHAMMKM 3TUX CTPYKTYP LLEHTPASIbHbIM MOMEHTOM CTAaHOBATCA KOMMOHEHTbI
JIMYHOCTHOrO CMbICNA. CMbIC NPUHLMNNANBHO CYTb NMOPOXKAEHNE KOHEYHOWM
CUCTEMbI, KAaKOBOW ABNAETCA YesoBeK, NOCTUYb BecKkoHeYHoe pa3Hoobpasue
MMPa, U BbIHY}KAEHHOMN AeNaTb 3TO BCEraa C KaKoW-TO MO3ULMKN, TOUKM 3peHuUs,
pakypca — B KaKOM-TO cmbiciie. C 0cobol 04EBMAHOCTbIO 3TO BbIXOAUT Ha
nepBblii NJaH B COBPEMEHHBIX YC0BUAX. M TaKoe HeCKoMbKO 3aTaHyBLUeecs
OTCTYN/IEHNE B CEMUOTUKY NO3BOAET NMOHATb CYTb MPOUCXOAALLMNX USMEHEHWUIA.

OT TPAHC/IALMWN COLMANBHBIX 3HAYEHUI K NPE3EHTALMM
NIMYHOCTHbLIX CMbICNOB

PaHee, 60MbLWYIO YacTb UCTOPUU KYNbTYPbl U WUCKYCCTBA, 3CTETU3ALUA
6bl1a CBA3aHA C BblAeNEHMEM B TEKyYeM MUPE OTHOCWUTENbHO YCTONYMBbIX
06pasLoB, CTUAEN, TPAHCAUPYIOLWMUX LEHHOCTHYIO KyNbTypasibHY0 HOPMaTUB-
HOCTb — COLManbHble 3HAaYeHUsA. BNioTb 40 COBPEMEHHOM 3MOXM, U Aaxe B
ee Hayasne, «... UCKYCCTBO, — Kak nuwleT b. Mpolic, — BbICTYyNaso KaK cerynsap-
HbI, MaTEPMANNCTUHECKUI IKBUBANIEHT YTPAYEHHOW BEpPbl B BEYHbIE UAEN U
60orkecTBeHHbIN Ayx» [7, c. 7]. TaK, pOMaHT13M TPaKTOBan pPo/b aBTOpPa U ero
BOOXHOBEHWA KaK COMPUYACTHOCTb 3TOMY AyXy. A npusHaHue (nybaukaums,

HAYKA TENIEBUAEHUA Ne 16.2, 2020 31 THE ART AND SCIENCE OF TELEVISION



nonagaHue B My3eiHble KONNeKLMUK U T.N.) obecneumBano Hekoe nogobue ay-
XOBHOro beccmepTus.

MCKyCCTBO NPOLUAOrO BEKA MO HAPACTAOLLEN OTXOANNO OT TaKOW YCTaHOB-
KW. [NaBHbIM CTaNo He CaMo NPOU3BeAEHNE, a ero NpeseHTaLusA, He CTONbKO
BELLb, CKOJIbKO COBbITME BOKPYT Hee. ABHbIM 06pa3om 3Ta nepeakLeHTUPOoBKa
Bblpaykanacb B NPAKTUKAX LLOY, MHCTaNNAUMMK, NnepdOpMaHCOB, XeNMNEeHUHIOB.
B cBA3K c 3TMM Bce Bonee paclmpanoch, pacnpesensinocs U NoHMMaHWe aB-
TOPCTBA, KOTOPOE BK/HOYA/O0 YXKe M NPOAIoCcepa, MapKeTonora, Au3aiHepa, Ky-
paTtopa, KonupaiTepa etc., etc.

B HbIHELWHEN CUTYaLUKN UHTErpaunm («KKoMNaTMbenbHOCTU») UCKYCCTBA
¢ VIHTepHeTOM 3T TEHAEHUMUW TONbKO YCUAUAUCH U BOMNOTUAUCH TEXHONO-
rmyecku. Bce bonee 3HauMMbIM CTAHOBUTCA He cam apTedaKT, CKOMbKO ero
«aypa», co BpemeH B. beHbAMWHA NPeBPATUBLLIAACA U3 Yero-To speMepHOro
B KOHKPETHbIE XapaKTePUCTUKN MECTa U BPEMEHU NPe3eHTauun, PeLeHsuii 1
AVCKYCCUIA MOZHbIX M aBTOPUTETHbIX 3KCMEPTOB, CAYXM, ereHabl, CKaHAaNbI,
KOMYECTBO YNOMWMHAHMI U nailkoB B ceTu. M Bca 3Ta «aypa» MHPopmMaLmm
(maHHbIX) OTOpBanack OT camoro apTedakTa, CTasa CaMoLOCTaTOMHON, eCNUN He
CaMOLLeHHOM. B KayecTBe ouMdpOBaHHbIX AaHHbIX OHA HWBEMPYET, YPABHU-
BAeT BPeMeHa, HanpaB/ieHWs, WKObl, NPMBOAA MX K obLiemy 3HameHaTento
N BO3MOXHOCTU aKTUBUPOBaHUA B N10H60M MOoMeHT obpalleHuns K 6aszam aaH-
HbiX. Peyb MAEeT 0 Npe3eHTaUUN U TPAHCAALMM B CETU HENOCPEACTBEHHO Ca-
MWX YHUKANbHbIX IMYHOCTHbIX NEPEXMBAHUIA, MHOTAA AaXKe NepCOHasIbHO He
arpervpyemsbix. MHcTarpam, otyactn Peiicoyk, HbIHEeLWHAA KaKodOoHMA B CBA3M
C KOPOHaBMPYCOM 06pYLIMBAOT NOTOK penpe3eHTaLMil IMYHOCTHbIX CMbIC/I0B
oT 1-ro nnua. OHKM HanpaBaeHbl HE CTO/IbKO Ha NOPOMKAEHWUE HEKOEro OnbITa
conepexXmnBaHnA, CKOJIbKO Ha MPEe3eHTaLMI0 CaMUX MEePEeXUBaHUA U UX pac-
no3HaBaHwue.

B TepMuHax «rnyboKOM CEMMOTUKMY pedb MAET O NepeHoce aKLUeHTa B
KOMMYHWKALLMK C COLLMANbHBIX 3HAYEHUI (NPEeLMETHbIX U LLEHHOCTHO-HOPMa-
TUBHBIX) Ha IMYHOCTHbIE CMbIC/bI, T.€. OLEHOYHO-3MOLMOHA/IbHbIE KOMMOHEH-
Tbl NPEACTaBAAEMOro U TPAHCNMPYEMOrO CMbIC/IOBOTO COAEPMKAHUA OMbITa.
MMEHHO NNYHOCTHbIE NMEPEKMBAHUSA, UX IMOLMOHAIbHO-OLEHOUYHYIO OKPACKY
P. UHrnxapT u ®. AHKEPCMUT CYMUTAIOT NEPBUYHOW Cpeaon cmblicioobpasoBa-
HWA M ocmbicneHms [5; 15]. OfHAKO B *KM3HM COLMYMa BNepPBble B UCTOPUM OHU
B CTO/Ib MacCOBOM macliTabe NOTECHMAM Npe3eHTaLmio HOPMATUBHbIX Npea-
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cTaBneHui. CneactsMemM 3TOro ABAAIOTCA HOBble GOPMbI Camopeanusaumu,
B TOM YMC/IEe U TBOPYECKOW, O YeM CBUAETE/IbCTBYIOT Kapbepbl My3bIKaHTOB,
nesLOB, NO3TOB, XYAOXKHUKOB, NPUOOPETLLNX HAYANbHYIO U3BECTHOCTb UMEH-
HO OHNaH.

Mangemma COVID-19 3T0T TpeHA ycnanna: TPaguLMOHHO «HEIKPaAHHbIE»
BUAbI U XKaHPbl — HEe TONIbKO MHAYCTPUN pa3BieYEHUI — PEe3KO LarHy/n B OH-
NaliH, @ 3HaYmMT, U Ha 3KPaHbl MOHMUTOPOB U ragKeToB. TeaTpasbHble, ONEpPHble
N KOHUEPTHble npembepbl NPULLIIN K NONb30BaTENAM MHTepHETa n npuwnun
KPYNHbIM MJaHOM, C JOCTYNHOCTbIO BO Bpems, yaobHoe 3putenam u cnywa-
Tenam. Ye ocBoeHHble paHee TB un YouTube KBapTUPHUKM NpeBpaTUANCL B
CONbHbIE BbICTYNNE€HUA NPAMO B JOMAWIHEM NN AAaYHOM UHTEPbEpe. ApTMCTbI
YWTAKOT AETCKME CKa3KM U INTepaTyPHYIO KNAcCuKy. Boiaarowmeca TaHLOBLLMKK
TaHUyloT gomMa ¢ bbiToBbIMM Npubopamu. bonee Toro, Gnarogapa Zoom’y Ha
3KpaHax NoABUANCH aHCamban, XOpbl U OPKeCTPbl C OTAEbHbIMU BUAEO UK
aBaTapKaMu Kaxaoro ucnonHutena. Mysem — ot BCeMUPHO U3BECTHbIX A0 pe-
TMOHA/NbHbIX M YaCTHbIX A/1A BCEX KeNatoLWMX MPOBOAAT HE TO/IbKO Npe3eHTaLmm
BbICTAaBOK U GOHA0B, HO U SKCKYPCUWN, MHTEPAKTUBHbBIE NIEKLUU U JUCKYCCUN.

Bnarogaps YouTube, Instagram, Facebook, apyrum cetam obLiecTBeHHasn
M 0ObIAEHHAA KU3Hb — KaK MyB/AMYHbIX MeaUMHBIX NePCOHAXKeN, Tak U Nto-
60ro nosnb3oBaTena NpeAcTaeT YacTblo BCEOOLLErO SKPAHHOMO aTTPaKLMOHa.
PaboTa, oTablx, 06pa30BaHMNE, NNYHAA }KU3Hb PEANU3YIOTCA B OA4HOM PpopmaTe
M No3e cuAeHuA nepes skpaHom. Peyb MAET 0 TOTasibHOM nepedopmaTmpoBa-
HWUK BCcero 06pasa KM3HW, ero OCTPAHEeHUK, NoYTU BYKBaIbHO — 3CTETU3ALMM.

M xoTsa, Bpoge 6bl, NCUXO3IMOLMOHasbHbIe NpoABAeHuA, Bpose Obl, Te
)e: CMeX, THeB, CTpax, ropAoCTb, IMKOBaHWe, CTblg, nevans, cCKopbb. Ho oHu
He NPOCTO NepeXunBatoTcA OT NepBoro aMua, byayun HeAOCTYNHBIMU KOMY-TO
APYroMy — OHM BbIpaxatloTcA, GUKCUPYIOTCA U NPE3EHTUPYHOTCA YacTo B HEOT-
pednekTupoBaHHoM Buae. bonee Toro, 6aarofapsa LUPPOBLIM TEXHONOTUAM,
OHW NPEeBPALLAOTCA B «AAHHbIEN.

BnnoTb A0 cepeauHbl NPOLWAOIO CTONETUA XYAOMKHMK BbICTYNan KaK aH-
TUYHBIN Napeccop — U3BpPaHHMK, YTBEPKAAIOLWMIA HEYTO, OTKPbIBLUEECS EMY,
W HECYLLMI OTBETCTBEHHOCTb 3a 3TO OTKPOBEHMWeE. Ha 3TOM OCHOBbLIBaaCh Npu-
B/IEKATE/IbHOCTb TBOPYECTBA — KaK CBOOOAHOM M OTBETCTBEHHON conpuyacT-
HOCTM TPAHCLEHAEHTHOMY, BHEBPEMEHHOMY, «BEYHOMY» (MCTUHE, KpacoTe,
rapmMoHMK), KOTopas ANA 3aKpenneHun B CouMymMe B KayecTBe COLMabHOM
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LLleHHOCTM HY}KJanacb B MOBTOPax: BbICTaBKaX, racTpPoNsx, penepryapax, my-
3eepuLMpoBaHUM.

B Hawe Bpems, Korga dakTUYecKn Noboi MOKET BbICTYNUTb «Nappeco-
POM», HE CTO/IbKO OTBETCTBEHHO HECYLLMM MPaBAYy «FOPOAY U MUPY», CKOBbKO
3TaKMM «CaMOMAEHTM3BaHUEMY [16], «HeCyLLMM OTCEBATUHY», MHOrAA eLle 1
noa HUKoM, 6e30TBETCTBEHHO. McTopMUYeckn BbipaboTaHHble NPAKTUKK cebs,
TaKuMe KaK NOKasHWe, OHEBHUKWU, UCNOBEAb, NMUCbMa, C MOMOLLBI KOTOPbIX
YesIoBEK CTPOUA HappaTus o cebe n ana ceba, HeKoel YCTOMYMBOM CamMOCTy,
CMEHSAIOTCA PAaCcCKa3oM M AeMOHCTpaLMel CBOMUX NEPEXMBAHUI ANA APYTUX B
obuwem MHGOPMaLMOHHOM NPOCTPAHCTBE. ITO He MOUCK ceba ycTonuneoro, a
BbIBOPAYMBaHME CBOETO MOTOKA NepeXKMBaHUi Ha Ny6auky.

Ecav nonntuk B nyb6AMYHBbIX Npe3eHTauMAX UCXOAWUT M3 cobCTBEHHOM
MOEHTUYHOCTW, KaK UCXOAHOM MPeAnoCbiIKM, TO Mpe3eHTaLun XyLOMKHWKa,
aBTOpa — CyTb cnocob BbiCTpanBaHuA, GOPMUPOBAHNA CBOEM MAEHTUHHOCTY.
Ho, ecnn aTo nappecus, TO He B CMbIC/ie X OTHIOAb HEe AEeMOHCTpaLuu uc-
KpeHHeW Nyb/iMYHON OTBETCTBEHHOCTU, @ BYKBaNbHO «BCErOBOPEHMUA» YEro
yrogHo, T.e. npocTo 60nToBHA — 6€30TBEeTCTBEHHas U HeobsAzaTenbHan [17].
M He ABWMXKET NN STUM NPOCTOE TILECNAaBUE, CTPEMIEHME K U3BECTHOCTU, UHO-
rga — CTPeMIEeHWe MOHETU3UPOoBaTb MABAULMTHBIA KanuTan (Koau4ecTso
YNOMWHaHWM, naikos)?

MponyLeHHbIM Yepes unbposble GopmaTbl M NPeACcTaBAeHHbI Ha 3Kpa-
Hax NOTOK MEePEeKMBAHWUI HUBENMPYET BCE BPEMEHA U KOHTEKCTbI. Ecnm 310 U
YCTOWYMBOCTb, TO CTabMIbHO HapacTatoLLLEero NOTOKa AaHHbIX «TEKyYero Yeno-
BEKa» C «TeKy4Yel MAEHTUYHOCTbIO» YyBCTBEHHOIO OMbITa, COXPaHAOLLEro ce-
£bl 3TOro onbiTa. Deep semiotics B 1 Ha NoToKe. M rnaBHbIM CTAHOBUTCA BOWTH
B 3TOT MOTOK, Y4aCTBOBATb B €10 HEMPEepPbIBHOM TEYEHUM.

Ewe napy neT Ha3as MOXHO Bbl10 KOMMEPYECKUI 1 NOAUTUYECKUI Map-
KeTUHT noaTtankusaHumsa (nudge) c cnonb3oBaHMe H0O/bLIMX MAaCcCUBOB AaHHbIX
(Big Data) cHMCX0aMTENbHO CBA3LIBATL C «DYHAAMEHTANbHOM OWNOKOW aTpu-
6yumun», Korga u3 GpakTa NocTynka AenaeT oAHO3HAYHbIW BbIBOA, O €r0 MOTK-
BaLUuK. [leficTBUTENBHO, U3 TOTO, YTO A C/IY4AlHO 3alUen B KHUMKHbIN MaraswH,
BPAL /M CNEAYET, UTO A NIOOUTENb KHUT U HYKAAK0Ch B MHPOPMALLIMM O KHUXK-
HbIX HOBMHKax. OfLHAKO C HAaKOM/IEHWEM [aHHbIX, BEPOATHOCTb TaKoM OLINGKK
CYLLECTBEHHO YMeHbLIaeTca. A bnarogaps rafkeTam U 3/1eKTPOHHbIM CeTAM
KaXKObI U3 HAC y¥Ke OCTaB/AET AaHHble NMPAKTUUYECKU O KaxKA0M CBOEM Luare,
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MOKYMKe, KOHTaKTe, TeMaTUKe 3TUX KOHTaKToB U T.4. M Tenepb nepBoHavasb-
HO 3CKM3Hble NPOUAN KAXKAOro U3 Hac ybeanTeNbHO AONOHATCA IMOLU-
OHaNbHbIMK Npe3eHTauMAMU. CyBBbEKT Kak HOCUTENb CO3HAHMA — «HemarTe-
pUanbHOM cy6beKTHOCTM» OT 1-T0 M@ — CTAaHOBMTCA NPOCTO SMMUPUYECKUM
CyLLEeCTBOM, NOA/EHALLMM ONUCAHMIO B 3-M nLe.

TuTynbHaa ana HoBoro BpemeHun KapTeamaHcKasa Gopmyna «Aa MbICLo,
CNefoBaTeNIbHO, CYLWecTByo» OT 1-ro nua B 3TOM NOTOKE AaHHbIX YPaBHMBA-
€TCA C a/ITOPUTMU3NPOBAHHBIM OT 3-F0 INLLA OH CYLLLECTBYET, C/1e40BaTE/bHO,
MbicanT». CoBpemeHHbIi Bnactutenb aym F0.H. Xapapu HasbiBaeT 3710 «aaTa-
M3MOM» — HOBOW penurven, NpuxomsAwein Ha CMeHy ryMaHU3My, BKAtOYas
TEXHOTYMaHU3M, Kak ero nocaegHtoto ¢asy [9, c. 430—465].

CmeLeHne B KOMMYHMKaLMKN aKLEHTa Ha JIMYHOCTHbIE CMbIC/Tbl MOPOAM-
N0 TaK¥Ke U MHOOPMALIMOHHBIW LUYM CETEBOrO IK3rMBULMOHM3MA, UHAYCTPUIO
dellkoB, YeMy B Hema oW cTeneHn cnocobCTBOBANO KybTUBMPYEMbIE NOCNES-
HWe ABa CTONeTUA NpaBa YeNoBeKa Ha cBObOAY CNOBa M BbIPAXKEHUA CBOEro
MHEHMA.

Moatomy nmoTok bonbwmx [JaHHbIX NepexnBaHUi MOXKeT paccmaTpu-
BaTbCA KaK TOPXKECTBO CBOOOAHOM U3MEHUYMBOCTH, TaK U KakK bonblioi ATTpak-
unoH TotanbHoro deiika.

OpHako coumanbHan GYHKLMA STUX NPE3eHTALMM TaKKe MEHARTCA: Ky/b-
TypaNbHas 3CTETUYECKM BbIPaXKeHHAA CMbIC/I0BAasA HOPMATUBHOCTb TPAHCAUpe-
MbIX COLMANbHbIX 3HAYEHWIA CMbIC/IOBOM KapTUHbI MMpa TpaHCchopmMUpyeTca B
TEXHONOrMYeckn obecneyeHHbI COUMANbHbIA KOHTPO/b 3@ BCEMW OCTaBase-
MbIMM ClefaMu B CeTU cnefamm. M KUTaickuii onbIT BbipaboTKM coLManbHOro
npoduna oTaeNbHbIX rPaxaaH, NO3BONAIOWMIA CTPOUTb UX COLMANBHBIN peWi-
TWUHT, 1 BHegpAemble B MOCKBE CUCTEMbI OTCIEXMBAHNA NOBEAEHMNA rPaXaaH
C NOMOLLIbIO MPUIOXKEHNA K CMapTGOHam — BCe 3TO NMOKa3biBaeT TEXHONOTU-
YECKY0 BO3MOXHOCTb TAaKOFO MOHWUTOPUHIA. TeM CaMbIM CMbIC/IOBOW KOHTEHT
OTAAETCA IMYHOCTU, KOTOPAA MOMKET «NAPPECUTb» CKOIbKO YrOLHO U YTO yroa-
HO. A COLMaNbHbIX KOHTPONb YXOAMT B camy TpaHcaaumio. Total fake He Tonbko
CMBbIKAETCA € TOTa/lbHbIM KOHTPOJIEM, HO U, B KOHEYHOM cyeTe, 0bopaunBaeTcs
3TUM KOHTpO/iIemM MO GaKTy camoi npeseHTaumu.
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3CTETUKA TOTA/IBHOTO MOTOKA JAHHbIX
NN SANMUHALNA SCTETUKN?

PasBuTMEM M NPOAO/NKEHMEM NEPBON OCOBEHHOCTU ICTETUKMU HbIHEL-
HWUX 3KPaHHbIX aTTPAKLMOHOB — CMELLEHMA C NPe3eHTaunn YCTOMYMBBIX 3Ha-
YeHui (LeHHOCTe) Ha NPe3eHTaLMI0 TEKYYMX JIMYHOCTHLIX CMbIC/IOB — fiB-
naercA BTOpas ocobeHHocTb. OHA CBA3aHa CO CKOPOCTAMM NPE3eHTaLuu U
06paboTKM 3TUX NPE3EHTUPYEMBIX AaHHbIX, U BCE BONbLUMM YCKOPEHMEM 3TO-
ro NOTOKa MHoraa becnpeaMeTHOM OLMPPOBAHHOW «aypbi».

Peub naeT o ckopocTAx, He Bcerga AOCTYMHbIX Ye/I0BEYECKOMY MO3TY, UTO
NPOCTO He OCTaBAAET BPEMEHW ANA OCMbICieHHON pednekcun. Cheactenem
3TOr0 CTAHOBATCA [Ba 0bcTOATEeNbCTBA. [peae BCero, 3T0 «HOBAA KMBOT-
HOCTb», «rTeMMepPCKoe CO3HaHMe», Koraa OT YeNIoBeKa TpebyeTcsa He pasmblL-
NEHME N OCMbIC/IEHME, @ PEaKLUMA Ha NOCTyMNatoLMe CUTHAMbI, YTO B YCIOBUAX
«3KPaHHOM KM3HM» O3HAYAET Ha¥KaTue MPaBWbHbLIX OMLMKI, peanusyoLmx
3afaHHble anroputmbl [18].

CKOpOCTb CMbIC/I006Pa30BaHNA [OCTUINA TaKOTO YPOBHA, YTO Npe3eH-
TaLUM CMbIC/IOB He TpebyeTca OCTaBAATbL C/efbl TaKoW NpPe3eHTaLuu, Kak aTo
NPOUCXOAMUT B MOMYAAPHOM Yy Monoaexu popmate snapchat. Mo gaHHbIM Bu-
6u-cu, B pespane 2019 roaa npuaoKeHUe HACYMTbIBANO 186 MH aKTUBHbIX
nosfb3oBaTenei exenHeBHo, ¢ 6onee 10 Mapa eXeLHEBHbIX MPOCMOTPOB
MaTepunanos. Peyb MaeT 0 MOBUABHOM MPUNONKEHMU, NO3BOAAOLEM 0BMe-
HMBATbCA KOPOTKUMM COOBLLLEHUAMM C NPUKPENEHHbIM GOTO- MU BULEOMA-
TEPUANOM, € 334aHHbIM IMMUTOM BPEMEHW LOCTYNHOCTM OT 1 cekyHabl Ao 24
YacoB, NOC/Ie Yero maTepurasibl CTAHOBATCA HEAOCTYNHbIMU ANA aAPECATOB, HO
CoxpaHaAtoTca Ha cepepe Snapchat. Im moxKeT 6bITb NPeoCTaBNEHA BOSMOXK-
HOCTb NOBTOPHOrO MPOCMOTpPA TO/IbKO OAMH pa3 B 24 yaca nocse nosyyeHus.
OpHaKo BCKOpe 0Ka3anocb, YTO NPOTOKO/ NO3BOASET CEAUTb 32 NONb30BaTe-
NAMM NPUNOMKEHMUA: KOHTEHT MCYE3aET TONbKO A1 NO/Ib30BaTe/1el, HO OCcTaeT-
€A TEXHONIOTMYECKM AOCTyNHbIM [19].

C TaKMMM TEHAEHLMAMM 3CTETU3aLMA YTPAauMBaAET NPEAMETHOCTb U CTa-
HOBWTCA FrMMNeppPeanmcTUiHoO ogHOBpeMeHHO. O3HavatoWwme NpeseHTaumnn He
HY)KAatoTcA B 03Ha4vaemblx. COBCTBEHHO, NPE3EHTUPYIOTCA TONbKO AaHHbIE.
TouyHee — WX NePMaHEHTHbIV U3MEHYMBBIV NOTOK. OT Nonb3oBaTens (3putens,
cnylwaTtens, untatens) TpebytoTca He KaKMe-TO PacCcyXAeHuUs, apryMmeHTauus,
HappaLms, OLEeHKM, a peakLumn Ha cuTyaLumio. Mpu 3TOM SMOLMOHAIbHOE OTHO-
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LWeHWe, ero nNepexKmMBaHue peayumpyeTca K HeNoCPeaCTBEHHON, KenaTelbHO
6bICTPOI (aBTOMATMUECKO) peaKkLmm. HoBas *KMBOTHOCTb Kak pas M 3aKtoYa-
€eTcA B TOM, YTO BbICTpOTEYHAA Yepesa TakKUX peaKkLmii He ocTaBaAeT MecTa 4/1a
NamaTn — 3BGemMn3Ma Co3HaHuA.

B cuny ckopocTeit MHGOPMALMOHHBIX MPOLLECCOB NOA, COMHEHWE CTABUT-
€ HeobXO0AMMOCTb CaMOro CYLLECTBOBAaHMA apTedaKTa AaHHbIX O NeperKnBa-
HUAX, CPOKY XM3HWU KOTOPbIX, KaK B TeXHONOrMM snapchat, MoryT oTBoAMTbCA
CYMTaHHblE MUHYTbI. Bonee Toro, MHTepHET coxpaHsAeT cieabl Co3epuaHuii u
nepexKnBaHuin 6e3 nx Hocutena. CamoLeHHbIM CTaHOBUTCA CaM npoLiecc 06-
paboTKM AaHHbIX, B pe3y/bTaTe Yero aTTPaKTMBHAA (TOYHee aTTPaKLMOHHAA)
peasbHOCTb ABOYHbIM MOPALKOM BbITECHAET YYBCTBEHHbII OMbIT, @ C HUM —
OCMbICNIEHME.

Ecan BepHyTbCA K 3CTETU3aLMK, TO, B HEKOTOPOM MaaHe, peyb UAeT o
peanv3aumm BarHePOBCKOrO NOHMMAHMWA NPOM3BEAEHMS UCKYCCTBA ByayLLero,
Kak uenoctHoct Gesamtkunstwerk (COBOKYNMHOro XygoXecTBEHHOro TBOP-
YyecTBa) — «BE/IMKOTO YHMBEPCA/IbHOTO NPOW3BEAEHMUS MCKYCCTBA, KOTOPOe
[O/IKHO BKAOUUTL B CE6A BCE BMAbI UCKYCCTB, MCMO/b3YS KaXAabl BUA NULb
KaK CPeACTBO M YHUYTOXKAA ero B0 UMA A0CTUKeHMA obueit uean» [20, c. 159].

Bonee Toro, acteTMsauma He cBoAMMA K AM3aliHy, KOMGOPTHOMY YKpa-
WeHuto HacToawero. Mo meTkomy 3amedaHuto b. Mpolica, UCKYCCTBO He MPOCTO
OCTpaHSAEeT CTaTyC KBO, OHO ero NpeBpalLaeT «B MepTBOe MPOLUIOE..., MPUHU-
MaeT ero Kak Tpyn u npeobpaszosbiBaeT B UnucTyto dopmy» [7, c. 59]. Undposblie
TEXHONOTUW BYKBa/IbHO Peann3yoT 3TOT MPUHLLMN: CHaYana KM3Hb 3aMeHsAeT-
€A IEMOHCTPALIMEN KU3HM, ee CNesloB, a 3aTEM Cama AeMOHCTPaLLMA CBOAUTCA
K HenpepbiBHOW 06paboTke ouMdpPOBaHHbIX AAHHbIX. TOPXKECTBO 3CTeTU3a-
unmn? Unmn ee cobCTBEHHOWM NPOTUBOMONOMKHOCTH, €€ OTPULLAHMA U HEBO3MOXK-
HOCTU? [lymaeTcs, YTo U TO, U A4, PYroe OAHOBPEMEHHO.

C TOYKM 3peHnA 3CTeTU3aLMM YNPOLLEHNE U YCKOPEHWE NpeabABAEHUA
JIMYHOCTHbIX CMbIC/I0B B COBPEMEHHOM MCKYCCTBE MHOTAA TPAKTYETCA KaK fe-
rpafaumsa CTUAUCTURK. [lymaeTcs, 4To pedb MAET O NOCTaHOBKe Mmog, BOonpoc
CaMoI 3CTeTU3aLMKu, eCIM TaKOBOM HE CYUTATb HENPEPbIBHbIN YCKOPEHHbI
npouecc 06paboTKM AaHHbIX. U HyKeH an Toraa (M Komy?) aKpaH Ans AeMOH-
CTpaLmm 3Toro npouecca?
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Ergo

0O6e oTMeYeHHble 0COBEHHOCTN COBPEMEHHbIX IKPAHHbIX aTTPAKLMOHOB
— CMeLLEeHNEe OT COLMANbHOM HOPMATUBHOCTU K TEKyYel CyObEKTUBHOCTU C
TPEHAOM K ee 3IMMMHALMN — CNOCOBCTBYIOT OTHIOAb HE CTO/IbKO KOHCONU-
JaLnK, CKONbKO AMBEPreHLMN CoLnyma, yraybnstowenca napTMKyaapusaLmm,
coyeTatoLelt TOTaIbHYHO BK/IOYEHHOCTb B MHPOPMALLMOHHOE NPOCTPAHCTBO C
ayTM4YHOW camomsonaumeit. Mpu 3STom CMeLLeHMe aKLEeHTa B 3CTETU3ALMMU C CO-
LMaNbHON HOPMATUBHOCTM HA 3MOLMOHANbHYIO CYObEKTUBHOCTL LOMOHAET-
CA TPEHAO0M K TEXHONOMMYECKOW 3IMMUHALMNKN STON CYObEKTUBHOCTY.

Tem cambiM 4Ype3BblYaliHO OCTPOW CTAaHOBMTCA 3ajava OTBETCTBEHHOW
KOMMIEKCHOM TYMaHWUTApHOM 3KCnepTu3bl 3TMX npoueccoB. Ecam Becb mup
€CTb NoJe XyA0XKECTBEHHOIO OCMbIC/IEHUSA, TO HbIHELIHME TEXHOOTUWN SKPaH-
HOW npeseHTauuu 3TOro NoAA MO3BOAAIOT CTaBUTb BOMPOC O IMYHOW OTBET-
CTBEHHOCTM 32 y4acTve B 3TOM MOTOKe npe3eHTaunni. PakTMYeckn pedb naet
0 3anpoce Ha Nappecuo — OTBETCTBEHHOE B3ATME C/10BA Nepes, MMPOM U CO-
LMYMOM — U Mappecopos. M npuayT oHW ¢ 3KpaHoB. M 3T0 ByAeT OTAnYHbIN
aTTPAKLMOH — aTTPAKTUBHbIV B BYKBANbHOM CMbIC/E.
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MPOCTPAHCTBO TOPOAA
N NMOBECTBOBAHUA
B «KABUHETE JOKTOPA KAJTUTAPWN»

AHHOTaumsa. B cTatbe NnogpobHO aHanusupyetca punbm PobepTta BuHe «Kabu-
HeT aokTopa Kanurapu» (1920), paccmatpuBaeTcs NPOCTPaHCTBEHHAA MOAenNb,
COOTHOWeEHMe 06pa3oB MepcoHaKel U MHOrO3HAYHOCTb MOBECTBOBATE/IbHOW
KOHCTPYKUMK. OTMEYaETCA, YTO IKCMPECCMOHMCTCKAn AEKOPALMA TOPOACKUX NPO-
CTPaHCTB COYETAeTCA C TPAAMLMOHHBIM aHTYPaXKEM NPUBATHbIX UHTEPLEPOB, B
KOTOPbIX YNTAOTCA TPAAULMMN BuepMaliepa, a TakKe CO CTAapOMOHOW OAEXK A0
AeWCTBYIOWMX ML, B AaHHOM KOHTEKCcTe 0cob0 BblAenseTca peleHue KoMHa-
Tbl HaHHbI, NOXOXeN Ha CNaNbHIO CKa304HOM MpuHLEcCbl. CKa3o4Hble MOTUBbI
NPOYUTLIBAIOTCA U B 3NMU304€ NOXULLEHUA AEBYLUKM MOHCTPOM-COMHAMbynow
Yesape. Ecnm aKcTepbepbl OCHOBHOW YacT ropoga NuWeHbl onpeaeneHHown
baKTypHOCTM, TO MPOCTPAHCTBO APMAapKM eto 061afdaeTr, B HEM AOMUHUPYIOT
MAFKME TKaHU U AepeBAHHbIe OCHOBbI. [10 CPaBHEHWIO C AOMaMK U MOCTOBbIMMU
roposa ApmMapKa Kaxketcsa bonee peasibHOM, 0CA3aeMOM, Kak Obl Haxoaawencs
B pernucTpe BHecTUAeBoro, 6osnee Xun3Henogo0b6HOro NCKyccTBa. IKCNPECCUOHN3M
B M3BECTHOM CTEMEHU BCeraa ABNAETCA BOMIOLEHWEM BHYTPEHHEro COCTOAHMA
JIMYHOCTW, ee AYLEeBHOW AWUCrapMOHMM. MMO3TOMY 3KCNPECCUMOHWUCTCKME M3N0-
MaHHbIe, yr/0BaTble OYepTaHWUA ropoAa CO3AAM0T OLLyLIEHUe 3aCTbIBLUErO WU
npebbiBalOLLErO B KOHBY/IbCUAX «AYXOBHOMO HYTPa», KOTOPOEe Ha NOACO3HAaTe Nb-
HOM YPOBHE BOCMPWMHUMAETCA HaMM NO KOHTPACTY C GpU3NYECKUM HYTPOM K-
BbIX OPraHM3MOB, NINLIEHHbIM ¥XEeCTKOro reomeTpusma. B dpunbme cocyuiectsytor
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«pamoYHan UCTOPUA» U «BHYTPEHHWI ctoxeT». COrnacHO paMOYHOM MCTOPUH,
AoKTop Kanurapu Aensetca sievallMm BPayoMm B MCUXMATPUYECKOW KWHWKE, A
60/IbLUMHCTBO OCTa/IbHBIX NEPCOHaxeil — ero naumeHTbl. COrnacHo BHYTPeHHe-
MY CIOXETY, KOTOPbI NogaeTca oT UMeH PpaHLa, B ropose NPOUCXOAUT Yepesa
KECTOKMX ybuiicTs. OKasblBaeTCs, YTO B HUX NOBUHEH Kanurapu, ogHOBpPeMeHHO
MBYLLMI B ABYX MNOCTACAX — KaK APMApPOYHbIA Mar-lwapnataH M Kak y4YeHblii-
NCUXMATP, CTPEMALLMIICA UCMbITaTb BO3MOMKHOCTM BO3AENCTBUA HA COMHamMbyny.
Tem cambIm, iBe IMHUK CIOXKETHOTO LLeN0ro NPOTUBOPEeYaT ApYr Apyry. Pexuccep
He AaeT NPAMbIX HAMEKOB Ha TO, KaKkaa UCTOpUA 3acnykuBaeT gosepus. Mo mHe-
HUWIO aBTOPa, TaK NPOUCXOAUT NMOTOMY, YTO NOACO3HATENbHAA Lieb pexunccepa —
NPOAEMOHCTPUPOBATb aYAUTOPUM NPUHLMMbI BOCAPUATUA PasHbIX HAPPATUBOB U
3aKOHOMEPHOCTb HaLLIEro HeMpPUATAA TON BEPCUK, COFAcHO KoTopoit Kanurapm —
06bI4YHbIV 0BpONOPALOYHBIA MeanK. Kanurapu moxeT 6bITb MHTEPNPETUPOBaH
Kak durypa HefoBepua peumnmeHTa 1tobbiM NO3UTUBHLIM 0Bpasam BAACTU U Ha-
y4HOro BO3AeNCTBMA Ha uHAMBMAR. Punbm PobepTa BuHe 3acTaBNAET CKOPPEKTH-
poBaTb BOCNPUATHE MOAEPHU3MA B UCKYCCTBE, TPAAULMOHHO PacCMaTPMBAEMOTO
B Napagurme paLMOHaNbHOTO TBOPYECTBA, U YBUAETb BO3SMOMKHOCTM cMMbMO3a
MCKYCCTBA KaK NO3HaBaTeNbHOW AeATeNbHOCTU U KaK CTUXMIAHOTO, 6ecco3HaTenb-
HOro TBOpPYecTBa.

KnioueBble cnosa: KabuHet goktopa Kanavrapu, Hemoe KMHO, 9KCMPECCUOHU3M,
CKasKa, marva, meauym, 6esymvie, HappaTMB, PaMOYHas UCTOPUA, BHYTPEHHWUN
CIOXKeT, aBTop

EKATERINA V. SALNIKOVA

The State Institute for Art Studies,
Moscow, Russia
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ORCID ID: 0000-0001-8386-9251
e-mail: k-saln@mail.ru

THE SPACE OF THE CITY AND STORYTELLING
IN DAS CABINET DES DR. CALIGARI

Abstract. The film Das Cabinet des Dr. Caligari by Robert Wiene (1920) is analyzed
in the article in detail. The author examines the spatial model, the relationships
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between the characters and the ambiguity of the narrative structure. It is
noted that the expressionist decoration of urban space is combined with the
traditional entourage of private interiors, which are associated with the traditions
of Biedermeier, as well as with the old-fashioned clothing of the characters.
In this context, the design of Jane’s room, similar to the bedroom of a fairy
princess, stands out. Fairy-tale motives are also revered in the episode of the
girl’s abduction by the monster, the somnambulist Cesare. While the exteriors
of the main part of the city lack a certain texture, the space of the fair has it,
and it is dominated by soft fabrics and wooden bases. In comparison with the
houses and pavements of the city, the fair seems more real, tangible, as if it is
in the register of non-style, more lifelike art. Expressionism to a certain extent is
always the embodiment of the inner state of individuals, their mental disharmony.
Therefore, the expressionistic broken, angular outlines of the city create a sense
of a frozen or convulsed “spiritual interior”, inner world of a human, which at
the subconscious level is perceived in contrast to the physical interior of living
organisms, devoid of rigid geometricism. In the film, the “frame story” and the
“inner plot” coexist. According to the frame story, Dr. Caligari is the attending
physician in a psychiatric clinic, and most of the other characters are his patients.
According to the inner plot of Francis, a series of violent murders takes place in
the city. It turns out that they are inspired by Caligari, who simultaneously lives
in two guises—as a fairground charlatan-magician and as a psychiatrist, testing
the possibilities of influencing a somnambulist. Thus, the two lines of the whole
plot contradict each other. The director does not give direct hints about which
story is trustworthy. According to the author, this is because the director’s
subconscious goal is to demonstrate to the audience the principles of perception
of different narratives and the regularity of our rejection of the version according
to which Caligari is an ordinary respectable doctor. Caligari can be interpreted as
an expression of the recipient’s distrust towards any positive images of power
and scientific influence on the individual. Robert Wiene’s film makes us offset the
perception of modernism in art, which is traditionally considered in the paradigm
of rational creativity, and see the possibilities of a symbiosis of art as a cognitive
activity and as spontaneous, unconscious creativity.

Keywords: Das Cabinet des Dr. Caligari, silent cinema, expressionism, fairy tale,

magic, medium, madness, narrative, frame story, inner story, author

B 2020 rogy ncnonHaetca posHo 100 net co BpemeHu Bbixoga ¢punbma
PobepTa BuHe «KabuHet goktopa Kanurapu» (Das Cabinet des Dr. Caligari),
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OZHOTO M3 CaMbIX M3BECTHbIX U OBCYKAAeMbIX B MMPOBOM KMHemaTorpade.
Cam no cebe 3TOT t06UNE 3aCNyKMBAET TOTO, YTOOLI BHOBb 06PATUTLCA K 3CTe-
TUYECKMM OCOBEHHOCTAM LUeAEeBPa HEMELLKOTO 3KCNpPeccnoHn3ma. Tpaamum-
OHHble BO33peHua Ha duabm PobepTa BUHE, Kak U Ha BCe HEMELKOE KMHO
nepuoga nocne Mepsoit MMpoBOW BOMHbI, XOPOLLO U3BECTHbI 1 CBA3AHbI Npe-
*ae Bcero ¢ umeHamm 3urdpuaa Kpakayspa [1], Jlottol AlicHep [2], oTyacTm
Hoprka Cagyns [3] M NPoOYMX UCTOPUKOB KMHO, OMUPABLUMXCA MMEHHO Ha MX
BUAEHWE copepiKaTeNbHbIX NA3aCTOB KapTuMHbl. Hoan Kapponn B cBoei KHure
[axke He 6e3 MPOHWM Ha3bIBaeT 0gHy M3 maB «KabuHeT gokTopa Kpakayapa»,
paccy»Kpan 0 HETOXKAECTBEHHOCTM CMbIC/IOBOFO NMOAA KapTuHbl PobepTa BuHe
KOHLLENUMW BbILAOLLErOCA UCCAeA0BATENA HEMELLKOTO KUHO [4, c. 20]. Cospe-
MEHHbIM YY4eHbIM O4eBUAHA CYOBEKTUBHOCTb U NONUTU3IMPOBAHHOCTL MbIC/U
KpaKkayapa, oT KOTopbIX @aBHO NOPa OTONTH.

TaKk, KpuctmaH PoroBckn mnocsawwaeT 60/blWwylo CTaTblo KPUTUKE KOH-
uenumm Kpakayspa, obpalias BHUMaHME M Ha MHOTOHALMOHANbHbIN COCTaB
KNtoueBbIX GUIyp HEMELKOro KMHO, U Ha BypHOe pa3BUTME KMHOICTETUKU, HE
CBA3AHHOM C IKCMPECCUOHU3MOM, U Ha LUIMPOKOE CoAEepIKaTeNlbHOe MNose Xy-
[OXKECTBEHHOrO KMHO Hemoro nepuoga [5, c. 1-9]. Cam Ke 3KCnpeccroHm3m
B HEMELKOM KMHO BCe Yalle NpeacTaeT B Hay4YHOW NUTepaType Kak «KOM-
MEPYECKUI Nprem», NMPU3BaAHHbIN BblAEINTb HEMELKOE KMHO Ha MWUPOBOM
KWMHOPbIHKE, MPOTMBONOCTaBUTbL ero fonnusyay, caenatb y3HaBaemMbiM, 3¢-
deKTHbIM, CBOEro poaa «6peHa0BbIMY» A1 HENOBEXAEHHON KUHOUHAYCTPUM
nobexaeHHoM cTpaHbl [6, €. 126]. Paa coBpeMeHHbIX nccienoBaTenen CKAoH-
Hbl nomeLLaTb Guabm PobepTa BUHE B KOHTEKCT }KaHPOBOIO Pa3BAeKaTe/IbHO-
ro KMHO, [ANEKOr0 OT NOIMTUKM KaK TAaKOBOW, HO TECHO CBA3AHHOIO C YesoBe-
YECKMM MOACO3HATENbHBIM.

[aHHas cTatba paccmaTtpusaeT ¢unbm BuHe B pycie HoBeMwwMx noa-
XOA0B 3anagHoOM HayKM K M3y4yeHuto KnHematorpada Hemoro nepuoga [7], B
TOM YMC/IE C YYETOM LMPKYAALMM HEMOTO KMHO B COBPEMEHHbIX 3NEKTPOHHbIX
MeZuna, YTO CO34aeT CUTYaLMIO KKOMMbIOTEPHOrO aHaXPOHU3Ma», MO BblparKe-
Huto KaTpuH Mpy u Mona ®nara [8, c. 18]. BanaHue «KabuHeTa gokTopa Kanura-
pu» Ha COBPEMEHHOE KMHO OCTaeTcA 3a Npeaenammn npegMeTa cTaTby, O4HaAKO
HeNb3A He OTMETUTb, YTO 3aBYa/IMPOBAHHbIE LMTaTbl U OTCbIJIKM K CIOXKETHbBIM U
BM3ya/IbHbIM MOTMBAM KapTUHbI BCTpeYatoTca B KuHemaTorpade XXI Beka fo-
CTaTOYHO YacTo.
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Kak npaBuno, B uccnefoBaHMAX HaWero BpeMeHU COAepKUTcA npoTect
NPOTUB OTOXAECTBNIEHNA HEMOTO KMHO C OrpaHUYeHHbIM KOMYECTBOM Lue-
Aespos (“iconic avant garde masterworks”), KoTopble To/IbKO M NoaBepratoTca
pednekcun yueHsbix [9, c. 7-8]. OgHaKo 3TO He 03HAYaEeT, YTO 3HAMEHMUTbIE He-
Mble KapTUHbI bonee He noggepratoTca aHanusy. M cam JlopeHc Hannep, nu-
LWYLLINIA 0 HEOBXOAMMOCTUN paccMoTpeHus bonee WMPOKOro cnekTpa ¢puabLmos,
BCE paBHO 0bpaLLaeTca K NpuBbIYHOMY Habopy WeneBpoB. Begb M oHKM aBAA-
FOTCA YaCTblO 3HAYMMbIX KYNIBTYPHbIX U XYA,0KECTBEHHbIX NMPOLECCOB, KOTOPbIE
Tenepb BCE Yalle nonagatoT B chepy MHTEPECOB UCTOPUMKOB KMHO. Halua 3aaa-
Ya — yBuaeTb ceoeobpasme dpunbma PobepTa BuHe, cBA3aHHOE HE TO/ILKO CO
CTUIEM 3KCMPECCUOHU3M B KMHO, HO M C HEKOTOPbIMKU BpOoaAYMMM MOTMBAMM
B WCKYCCTBE, U C HEOAHO3HAYHOCTbIO aBTOPCKOrO BbICKA3blBaHUA peXuccepa.
MocnepHee MOXeT BbITb NPOYMTAHO, BEPOATHO, UMEHHO CEFOAHA — MOTOMY,
YTO Halle BoCMpuUATUE CTano bonee ANCTAHLMPOBAHHO OT COLMANbHbBIX U NO-
NIUTUYECKUX peanuii lepmaHmm 1920-x rogos.

MokasatenbHo, 4To Monb Kadd B cBoeit KHMre 06 Abene MaHce ocTaHas-
JIMBAETCA Ha 3TMYECcKol cneunduke GUAbMOB, NOCKOBKY PEXMUCCEP UCXOANN
13 Bepbl B BO3MOXKHOCTb MOPA/IbHOrO0 U3MEHEHUA MMUPA C MOMOLLLbIO KUHEMA-
Torpada [10, c. 3]. U mbl B CBOEM CTaTbe TOMXKE CKAOHHbI NPUHMMATb BO BHUMA-
HWe 3TUYECKYI0 NPOBAEMATUKY, CBA3AHHYHO CHOXKETHOM LLe/IOCTHOCTbIO Ppuabma
Pob6epTa BuHe.

OpHum cnosom, «KabuHeT aokTopa Kanurapu» uHTepeceH Ham OTHIOAb
He CBOMM MOJIOXKEHVWEM B Mapasurme NOAUTUYECKON uctopumn fepmarmmn. Mbl
nonaraem sCTETMYECKOE M 3TUYecKoe copepaHue «KabuHeTa gokTopa Kanu-
rapu» A0BOJIbHO CNOXHbBIM B CUTy CMOHTAHHOCTW €r0 POXKAEHUA, CBA3AHHOIO C
MHOMECTBOM nepenenok cueHapus Kapna Maiiepa u MaHca AlHoBMUa. B Takmx
C/ly4asAx 4acTo codepKaHWe BbIXOAUT WM3-NOJ KOHTPOAA, MOCKONbKY MppaLmo-
HaNbHasA TBOPYECKan BOAA ropasgo 6onee NPUXOTINBA, HEXKENW PALLMOHA/bHAR
MbIC/1b PEXMCCEPA U CLLEEHAPUCTOB, KOHCTPYMPYIOLLIMX ONPEAENEHHbIN CIOXKET, ero
Ky/IbMWMHaLMIO, Pa3BA3KY M Np. B cTaTbe npeanpuHUMaeTcs nogpobHbIi aHanus
BM3yanbHOM maTepumn dpuibMa. Hawa Lenb — oCMbICIEHME ICTETUKN BHYTPUKA-
ZAPOBOro AMHAMMUYECKOTO NPOCTPAHCTBA U €70 B3aUMOLEWCTBUSA C NEPCOHAXKAMM,
CIOXKETOM M HALWMMM 3PUTENbCKUMM K MOPANbHBIMUY NEPEXUBAHUAMM.
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FOPOACKAA CPEOA B KALPE

Korgpa 3putens dunbma PobepTa BuHe ele He MOHAA, YTO K Yemy, OH
BMAMT B «pPaMouHbIX cueHax» (frame scenes), Kak M01040M YeNoBEK paccKa-
3bIBAET MOXKMIOMY FOCNOAMHY UCTOPUIO, CUAA HA TOPOLCKOM niowaau. Bo Besa-
KOM C/lyyae, TaKOBbIM BUAMTCA MPOCTPAHCTBO C TPEMA apKaMu B OTAANIEHWM,
Ha poHe KOTOpbIX CMOAT Ha CKaMelKe geicTaytoLme anua. MHbiMK cnosamu,
rnasHoe — 370 pednekcna u oblieHMe Ha naowagn. A naowaab — CUMBON
ropoZa, Tak MOMHO NogymaTtb. Ho B 3aK/IH0UMTENBbHOM YaCTM K PaMKMN» OKaXKeT-
€A, YTO NJOWAAb — 3TO ABOP Cymaclieflero Aoma. To, YTo Kasanocb ¢par-
MEHTOM HOPMa/IbHOrO FOPOACKOro MPOCTPAHCTBA, ABAAETCA M30AMPOBAHHOM
TeppuTopuen AyweBHOBONbHbIX, KOTOPbIE KaK pa3 OT HOPMa/bHOW NoBcea-
HEBHOW KM3HW ropoaa OTOPBaHbI.

To ecTb cpeda ropoAckoro Tvna aaa obutateneil KAMHWKK BbINOAHAET
PO/ib YCMOKOUTENIbHOTO aHTyparka, CO3AAtOLLErO U030 NONHOLEHHOW, pa-
30MKHYTOM rOpOACKOM cpeapl, B KOTOPOM MAET cBO6OAHAA *KM3Hb CBOBOAHbIX
nofen. Ha camom aene oHM Nog, NOCTOAHHBIM HAZ30POM, HUKAKOM cBobOAbI Y
HWUX HET, U CaHMTapbl B 11060 MOMEHT MOTYT HANOMHUTL 06 MX CTaTyce nauu-
€HTOB. MHbIMK cnoBamm, GpUAbM BONLHO WM HEBOIBHO MOABOAMT HAC K TOMY,
YTO HE CTOMT aBTOMATMYECKM MHTEPNPETMPOBATL FOPOACKOM naHAwadT Kak
CMMBON W FapaHT FOPOACKMX LLEEHHOCTEN, FrOpOACKOro BO34yxXa, KOTOpPbIN aena-
eT cBo60aHbIM, — BeAb MMeHHO MU roposia Kak cBoboHOMN TeppuTOpUM ANA
MHOTUX, BHE 3aBMCMMOCTU OT TUTY/I0B U NMPOUCXOXKAEHUA, XapaKTePeH AnA 3a-
nagHoEeBPONeNCKoMn KynbTypbl B Lienom. Ho ropoackas, no Buay, cpesa MoxeTt
OKa3aTbCA BCEM, YEM YTOAHO.

Kak nucan Masblyes, 0606Lan KOHLENTYaIbHble MOMOXKEHMWSA 3aNafHbIX
WCTOPMKOB FOPOACKOM KyNbTypbl, FOPOA, Kak TakoBoW, ByAb TO aHTUYHbIN No-
JMC WU CPEeLHEBEKOBbLIN €BPONENCKUI FOpOoA, POXKAANCA KaK BblpaxeHue
CTPYKTYpPbl COLMANbHbIX KOpRopaLmi, obuiectBeHHoro ctpoeHus. «Mpu Bcen
rPAHAMO3HOCTU Pa3INYMi MeXay “UCTUHHBIMKU” ropogamu AHTUYHOCTU U
CpeaHeBEKOBbA B HUX MPOCAEKMBAETCA HEYTO obLuee: 1 noauc, u Bypr Hecau
Ha cebe YyepTbl KOPNOPALMM FOPONKAH-TPANKAAH, U MOTOMY XapPaKTePU30BaANCh
BbICOYANLLEN CTENEHbI0 CaMOUAEHTUDUKALMM TOPOXKAH C ropoaom. fopoa —
3TO 3aWwmMTHaA Gopma opraHM3aLMM, M NOTOMY KOPNOpaLMs ero HaceneHus
CTPEMUAACH K OCTUMEHWNIO MaKCMMyMa BHYTPEHHEN YNopsaa04eHHOCTH, paau
NOBbIWEHNA KOHKYPEHTOCNOCOBHOCTM ropoaa B ero BOEHHOM UAN KOMMepYe-
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CKOM CTO/IKHOBEHMM C Nto60M BHelHel cunoi...» [11, c. 16]. Ham nMHoraa Ka-
¥KeTcA pOBHO 06paTHOE — CTPYKTYypPa rOPOACKOro NPOCTPaHCTBA AUKTYET CBOIO
BOJII0, MOZE/IMPYET COLMAbHbIE CTPYKTYPbI, OBLLECTBEHHYIO aTMOCdepy U np.
B0O3MOKHO, Ha cerogHAWHMI feHb BTOPOI BApUAHT NPUYMHHO-CNEACTBEHHbIX
CBA3eN TOXe aKTMBHO paboTaeT, NoToMy 4YTo, CHOPMMPOBABLLMCL U NPOLOA-
)Kan pa3BMBaTbLCSA, ropog 0bpen sHepruo CamopasBUTUA U BANAHMA Ha obLue-
CTBO M OTAeNbHoro uHamsMAa. OaHako B dpunome Pobepta BuHe pabotaeT
M KOHTPACTHAsA JIOTMKA: ecnu cymaclieawnii JOM MOXOX Ha ropoAcKoe npo-
CTPAHCTBO, U €ro Mbl BUAWM B NPOJIOTre, TO CTOUT /M YAMBAATLCA, YTO YEPTbl
6e3ymus, HacUAMA U HecBObOoAbl SKCTEPUOPU3NPYIOTCA B OCHOBHOM ClOXKETe
Ha BCe rOPOACKOE NPOCTPAHCTBO U BbITUE B HEM.

CloeT pacckasa rnasHoro repos, ®panua (Ppuapux deitep), obutatowero B
NCUXMATPUYECKON KNWMHUKE, MPEACTaBNAET OCHOBHYIO, LEHTPAsbHYIO YacTb Gub-
Ma, CepALEBUHY CIOXKETa, NOAKNOYAA HAC K COBbITUAM, NPOUCXOAALLMM B rOpOAe.
M ocTaetca HepaspeLwwmnmbiM BONPOC O TOM, BO3HWK /M 3TOT FOPOZ, B CO3HAHWUM [1aB-
HOFO reposn UKW e ero co3HaHWe, Nyckai 1 6onesHeHHoe, 0TObpaKaeT peanbHo Cy-
LLLECTBYIOLLMIA TOPOA, KOTOPbIM 06/1a43eT GpaHTaCTUYECKUMM YePTaMM B CPaBHEHMM
C ropoAamm, U3BECTHbIMM HaM, 3pUTENAM, N0 COBCTBEHHOMY ONbITy. Pa3Be ycTamu
6e3ymLa He MOXKET rOBOPUTL UCTUHA? U pasBe ¢puabm LaeT HaM OAHO3HaYHbIe NoA-
TBEPKAEHUA Be3ymus repon?

MNnu e, TPETUI BapMaHT, TaKOM U3/1I0MaHHbIN, UCKPUBAEHHbIN ropoa —
3TO «pPeasibHOCTb CTUAAY, U XYLOXKHUKKM dunbma lepmaH Bapm, Banbtep Pe-
pur u BanbTep PeliMaH MMetOT B BUAY PALOBOM ropos, NpeacTatowmit CToNb
CTPaHHbIM NOTOMY, YTO TaKOBO BUAEHME «r1a3amu CTUAA». A NPOBOAHUKOM
M CIOMKETHbIM OMpaBAaHNEM CTUAA 34eCh ABaAeTcA 6e3ymMHblit repoit (ogHaKo
Ha/iMyme TaKoro repos B NpuHUMne HeobssaTenbHo). To ecTb CTaTyC roPOACKOM
peanbHOCTH, MOKa3aHHOM B dU/bMe, OCTaeTcA HeonpeneneHHoiM. CKopee
BCEro, AaXKe He CTOMT MbITaTbCA pacnyTaTb y3ea NpoTUBOPEUUI, MOTOMY YTO
OHW M JO/KHbI OCTaTbCA He pacnyTaHHbIMKU. Ouabm co3gaeT obpas roposa,
CTaTyC KOTOPOTro He NoAJaeTtcA MOMbITKe PaLMOHaNbHO ero aTpubyTnpoBaTb
M TeM CaMbIM YTO-TO NPOACHUTL. Kak nuwet CtedaH BpoKmaHH, xoTa n 6e3
aKLEeHTa Ha Teme ropoaa, dpuabM NoKasbiBaeT MUP, B KOTOPOM BCe MpeacTas-
NAET BOMPOC, BCAKAA TOUKA 3PEHUA, U HET HUYETrO ONPELENEHHOr0, YTO MOMXKHO
6b110 6bl yTBEPXKAATb HaBepHAKa [12, c. 62].

Kpome Toro, sKCNpeccMoHUCTCKME AeKopaLum co3aatoT 06pas He roposa
BOOOLLE, HO UMEHHO CPELHEBEKOBOIO NaTPUAPXabHOIO FOPOAKA. Y3Kue Kpu-
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Bbl€ Y/I04KM, MNOTHO NPUMbIKatoLWme Apyr K Apyry Aoma, poHapu, B KOTOPbIX
yraplBaeTca TpagnumoHHaa Gopma Marnyeckoro Kpucrtanna. KomHaTtku, Ko-
TOpble XO4EeTCA HAa3BaTb Ke/IbAMM...

MapafoKe 3CTETUYECKUI HAUMHAETCA UMEHHO C TaKOro CpesHEeBEKOBbA
B CTU/INCTUKE SKCNPEeccUoHn3ma. C ofHOM CTOPOHbI, IKCMPECCUOHM3M — AB-
NeHWe HOBOE, POXKAEHHOE B MpoLecce pPaspyLleHUsa TPAAULMOHHBIX Gopm,
BbICBOOOXKAEHWA TBOPYECKOM SHEPTUN, HE CBA3AHHOM MPUBLIYHBIMM Y3HABae-
MbIimMK 06onouKamm Beweint. C Apyroit — ¢ NOMOLLbIO 3TOM 3CTETUKM Hayana XX
BEKa B faHHOM PpUAbMe COUMHAETCA NPOCTPAHCTBO CTAPUHHOMO EBPOMNENCKOro
ropoaa, OTCbIAKLWEro K UCTOPUK, NPOLLIOMY, TPAAULMAM, YTO AOMKHO YMU-
pPOTBOPATb U YPaBHOBELUMBATb IKCMPECCUOHUCTCKYIO AncrapmoHuto. OaHako
3TOro He npoucxoant. HaobopoT, rMbpua sKcnpeccMoHM3Ma 1 NPOrAAbIBatO-
el «cpeaHeBEeKOBOCTU» aHTypaXka, CTapUHHOCTM FTOPOACKOM 3aCTPOMKM (4To
BOOOLLE TUMUYHO ANA MOAEPHMU3MA U BCTPEYAETCA, K MPUMEPY, B }KMUBOMUCK
ApwucTapxa JleHTynosa, MapkKa LLlarana u np.) co3gatot atmocdepy 6ecnokoit-
HOTO OXWAAHMWA, KyAa Aafiblie NOBeAET 3TOT BHYTPEHHWUI passiom.

[JencTBylolme nLa HOCAT OAEXKAY, KOTOPYIO MOXHO KaaccudbuumposaTb
OTHIOAb He KaK CpeiHeBEKOBYIO, HO CKOpee CTapoOMOAHYI0, B TPAAMLMAX eLle
XIX Beka [2, c. 61]. OgHaKO HMUYTO He FOBOPUT O TOM, YTO COBbITUSA NPoOMCXoau-
NIV CTO NeT Ha3ag,. HeT, oHn umenn mecTo HeZLlaBHO, BeLb NO-NPEXKHEMY MOJOL,
PaCCKa3uMK, OH e Y4aCTHUK nepuneTuit. Tak YTo nepes Hamm — abcTpakTHoe
HacTosllee BPeMs, KaK Obl COBpPEMEHHAA KM3Hb B CTApMHHOM ropogke. Ho
CaM OH HaxOLMTCA TO /M B YbeW-TO rO/I0BE, TO I B 0O LEKTUBHOW peasibHOCTH,
TO 1 B «CYBBEKTUBHOCTUY CTUIA — Ha HEONO3HABAaEMOW TEPPUTOPUM, O KOTO-
poli AaxKe Heb3A CKa3aTb, 6ecnA0THa I OHA MKW JOCTOBEPHO MaTepPUasbHa.

Y3HaBaemoe TpaAnLMOHHOE NiaTbe NpuaaeT NepCoHaXKam YepTbl eBPO-
nemnueB € Ha PeAKOCTb CTOMKON CaMOMAEHTUYHOCTLIO. TO eCTb BCE NPOUCX0AA-
Liee — paccKas He 0 /IlAAX BOObLLE, HE NPUTYA HA BCE BPEMEHA, HO paccKas
0 COBPEMEHHbBIX eBpomneiLLax, KOTopble 0OYeHb XOPOLO NOMHAT, F4e OHU, KTO
OHW, KaKOBbI NPUANYUNA U TPASMLMM OBLLECTBEHHOTO ObITUA B UX POAHOM, XO-
poLO UM 3HAaKOMOM mupe. CTUNb He KacaeTcsa OAeXKAbl, OHa NPO3anyHa, Kn3-
HenofobHa, B oTanymne oT GpaHTACTUUECKUX KOCTIOMOB B SKCMPECCUOHUCTCKUX
dunbmax «feHynHe» (Genuine, 1921) Pobepta BuHe unu «Asnuta» (1924)
flkoBa MpoTasaHoBa, K npumepy. Ogexaa B «KabuHete gokTtopa Kanurapm»
CBUAETENBCTBYET O TOM, YTO Peyb UAET O COBPEMEHHOM OOBEKTUBHO Cylle-
cTBylOLLEM 0bLLecTBe, @ He abcTpaKkTHOM coumanbHol moaenu. Mpaso cTuna
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baHTasnpoBaTb M MEHATb NPONOPLMN U OYEpPTaHMA HE PACNPOCTPAHAETCA HA
nnaTbe, TO €CTb Ha TO, YTO MOAENNPYET LEeNOCTHbIN 06MK Ntoael B coumab-
HOM U3MEPEHUN.

HA NPUBATHOW TEPPUTOPUN

CTUAIUCTMYECKM BbINAZAIOT M3 3KCMPECCMOHM3MA U NPUBATHbIE MHTe-
pbepbl B OT/IMYME OT MHTEPbEPOB NYBANYHBIX, Ka3eHHbIX. YacTHble KuanLwa
peLlleHbl B AyXe TPAaAULMOHHbIX NpeaMeTHbIX dopm. OHU ABAAIOT KHAUMHKY»
3KCMPECCUOHUCTCKOTO ropoAa C OTCbIIKAaMKU K Buaepmeriepy U MoaepHy —
BHYTPU HENPABUNbHbLIX NCKPUBNEHHbIX N3/1IOMOB CTEH, HEMNPABU/IbHbIX YeTbl-
PEXYrONbHUKOB OKOH, KaXXyLMXCA TO N pelleTyaTbiMU, KaK B TIOpbMe, TO 1N
3aTAHYTbIMU I'IayTVIHOH ¢aHTaCTVILIECKVIX MaCCUBHbIX MayKoOB. B aome "KaHHbI
(Mnnb Narosep) markve Kpecna, AMBAH, KpYriblid 6enbili CTONUK C LLBETaMU B
Ba3e. Ml HOXKM y HEKOTOpbIX 3/1eMeHTOB Mebenin TaK Yy3HaBaeMo «U3ALHOY»
M30rHyTbl... Bce 3TO NpUHageXuT Kak byaTo u He 6e3ymHbiM popmam ropo-
[a, HO OCTPOBKAM HOPMaNbHOCTW, AaxKe 6aHAaNbHOCTM, C 06bIBaTENbCKUMM
CTPEMNEHUAMM K KOMDOPTY, YIOTY M KPAacMBOCTU. YacTHble MHTepbepPbI CNOB-
HO OCTalOTCA B OMMNO3MLMMN K TOPOLACKMM IKCTEPLEPAM WJIN YKE HE 3aMeyalor,
B KaKoM MuMpe pacnonaratotca. OHWM KaK Bbl HUYEro He 3HALOT O TOM, YTO 3a UX
CTEHAMM.

CnanbHA MaHHbl, BNPOYEM, BbIXOAUT M 33 npenenbl 06biBaTeNbCKOM
NPOo3bl, OHA PELLEHa KaK «CMaNbHA NPUHLECChbI». 34ecb BCe NPEKPACcHO U po-
CKOWHO: 6onbluoe fnoxe, 6ennsHa noctenbHOro 6enbs U pa3BeBaOLLMXCA
LITOP HA BbICOKOM OKHe. MpOCTPaHCTBO CMasibHU C/OBHO CMOZEIMPOBAHO
MeuyTaMu BAOOGNEHHOTO repos, BUAALLErO B NPEKPACHOW AEBYLUKE YyAeCHYO
repoMHIO, KOTOPYHO NOXULLAET «3/104ei» comHambyna Yesape, — 4TO HEMHO-
TMM «CKa3oYyHee», HEeXeNu MOXULLEHUE YEepPTAMM M MOHCTPaMM MPUHLECCHI
AsypuHbl B dunbme opka Menbeca «B LapcTtse deit» (Le Royaume des Fees;
The Kingdom of the Fairies, 1903).

Mo octpoymHOMy HabntoaeHUto bptoca KeBnHa, nossneHMe MOHCTpa B
OKHe cnanbHW BOODbLLE ABNAETCA TUMMYHOW CUTyaumeit punbma yxacos. B «Ka-
6uHeTe gokTopa Kanaurapm» Kolmap ycyrybaseTca sKCnpeccMoHUCTUHECKMMM
OYEePTAaHMAMM OKHa, KOTOPOE MACCUBHEE ABEPU U K TOMY }KE HE UMEET CTeKNa.
Yezape NPOHMKAET Yepe3 OKOHHbIN NPOEM B CNasbHIO cnsaliei HaHHbl, cobu-
pascb youTb ee, HO 3aMMPaET, CKAOHMBLWNCL HaA Hell U byayyu 3a4apoBaH
ee KpacoToil. OH xBaTaeT *aHHy U TalMT ee NpPoYb, CHOBa Yepes OKHO, a ee
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6enble ofexapl U NPOCTbIHU TAHYTCA 38 NOXMLLAEMON AEBYLLKOW, Kak daTa 3a
HeBecTo [13, c. 22]. Bce 370 co3aaeT 6ECKOHEUYHYIO Urpy apXeTUMMYECKUMM
MoTMBamMu. Youiua 1 xepTea, HEBECTA U NOXUTUTENb, HEBECTA U KEHMX, Kpa-
caBMUa M vypoBuLLe, nornbens u cnaceHune, NtHOBb U HaCUIME — 34eCb ecTb
BCe Cpasy, B NEPCMNEeKTUBE TaKasA CLLeHa MOr1a bbl MPUBECTM K CAMbIM Pa3HbIM
nocneactemam. My PobepTta BuHe oHa npusegeT He K cMepTu HKaHHbI, Kak
cnenyeT 0XuaaThb, a K cmepTu Yesape (KoHpag denar).

Becb NyTb COMHaMbYAbI C AEBYLLKOW Ha PyKax no ropoay, no MocTy 1 He-
KOel Kpblile obpeTaeT OTTEHOK MPMHOLEHUA XKepTBbl ropody. Ho 3Ty KepTey
ropog, He NPUHUMAET — U «oTAaeT» HKaHHy oTuy, NO3BONSAET el BEePHYTbCA A40-
MO }KMBOW U HeBpeAMMOMN. A BOT Ye3ape OKa3blBaeTCcA UCTOLLEH NPeoaoNeHu-
€M TOpPOACKMX NpocTpaHcTB. Ecam cnpocuTb, KTo Man yto ybusaeT Yesape, TO
CaMblil NPOCTOM 1 0YEBUAHDBIA OTBET — rOPOJ, KOTOPbIM CaM AOCTaTOYHO MOH-
CTpyo3eH, 4Tobbl TepneTb A0T0 KAKOr0-TO «NepCOHUOULMPOBAHHOMOY, KYYXKO-
ro» MOHCTPa, ABAAOLLErOCS K TOMY e MEAUYMOM eLe 60abLIero MoHCTpa, To
€CTb A0KTOpa. CUMBOAMYHO, YTO C Yesape He NPOUCXOAMIO HUYErD AYPHOro,
Korga oH yousan AnaHa (XaHc feHpux ¢oH TBapA0BCKM) NPAMO B €ro cnasbHe.

MOKHO MOCMOTPETb HA CLEHY MOXULLEHWUA U C APYrol CTOPOHBI. EcTb B
Hell NIaTeHTHbIM 3POTM3M, BEAYLLMI, O4HAKO, HE K peanunsaumu ntoboBHOro
YyBCTBa, HO K yBUMIACTBY youiiLbl (Kak ByaeT u B «Hocdeparty...», NpaBaa, Tam
— LleHOol cmepTH camoit repouHu). KpacoTta 6e33almuTHONM CnAaLLein AeByLUKM
nposouupyet cboli B cucteme fenctamii comHambynbl. OH CI0BHO CMOTPUT
Ha YaHHY He CBOMMM rnasamm v He rnasamu Kanurapw, a rnasamu saobnex-
Horo B Hee ®PpaHua. U Tpebyemoe ybumiicTBO, OpraHM3yemoe AUCTaHLMOHHO
Kanurapu, Yesape Kak 6bl obpalLaet Ha cebs. Bo Bcem 3TOM CNOBHO ecTb Kpe-
aTuBHana BonA PpaHua, KOTopbI cam Bbl MeyTan OKa3aTbCA B cnaibHe aHHbI
M KOTOPbIW Kenaet cmepTu Yesape u cnaceHus gesywku. ®paHu, 6yato He-
rnacHo, 6e3 pexxnccepckoro u cobCTBEHHOIO OCO3HAHWA, TO CTb B 3CTETUYE-
CKOM CMbICNEe — TOXe COMHaMbynu4ecku u OUCMAHUUOHHO — y4acTsyeT B
NOXULLEHMUW, B CHACTIMBOM, C/Ty4aliHOM cnaceHMmn HaHHbl U CTPAHHOMN cmep-
™" Yesape.

Ecnny ybuiictBa Yesape ecTb «aBTOP», TO 3TO OTHIOAL He Kanurapu. XoTa
MHOT1e NccnesfoBaTeNn NCXOLAT U3 Toro, 4To Kanurapm «nosHOCTbIO KOHTPO-
NMpyeT cBOEero coMHambyny», a y TOro HeT «COBEPLUEHHO HMKAKOr0 KOHTPOAA
Hag ceomMm Tenom» [14, c. 113]. Bo3morKHO, y Ye3ape 1 HeT paumoHaibHOro
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KOHTPOANA Hag, cBoMMu aencTBuamu. Ho ny Kaaurapwm (BepHep Kpayc) HeT non-
HOro KOHTPOIA HaA Tenom Yesape Kak TakoBbIM. IHbepHabHbI SOKTOP He B
COCTOAHWM NPEeAOTBPATUTL €70 NOHOE UCTOLLEHME.

MHoroe B OMUCAHHOM Bbllle CLEHe MOATBEPKAAET WMHTEPnpPeTaLuio
BHYTPEHHEro CIOXKEeTa KaK BbIMbICAA W rasntoumMHaummn 6esymHoro ®dpaHua.
OpHaKo M3HYTPWM 3TOro MaacTa AeWCTBUA BaXKHO He TO, T4e BCE MPOUCXOAMT,
[elCTBUTENbHO B IOME U FOPO/IE WM 3Ke «B roioBe» y repos. BaskHo apyroe
— [.axe B 3TOM 3bI6KOW, ra/ItloLMHOTEHHON peanbHOCTM PpaHL, He faeT cebe
cB0b60abl c6nm3nTbCA ¢ MaHHOM, NycKail n B obpase 3noaen. HaHHa OKasbl-
BAETCA B 3TOW CLEHe Kak bl MHMMOWM HEBECTOM WM Yy»KON HEBECTOM, NAaHu-
pyeMoli KepTBON M MHMMOM KepTBOW. Ee cyabba peanunsyet U3HaHKy nepe-
XuUBaHWUW BAO6AEHHOTO ®PpaHca, ObiTb MOXKET, ero HeBepue B BO3MOXKHOCTb
cyacTba 1 du3nYeckoi 61M30cTH ¢ AeByLKon. Anodeos KenaHu, B KOTopbIX
OH MOXeT cebe NpuU3HaTbCA, — COXPAHEHWE U MPOAO/IKEHUE KU3HU HKaHHbI.
IKCTPEMaNbHOCTb YCUANIA, HEOBXOAMMBIX A1 3TOTO, NPU3BaHa Kak bbl UCKALO-
YUTb YCTPEMIEHUA K YeMY-TO HBo/bLIEMY, K CHACTAMBOMY SIt0B6OBHOMY COHO3Y.

OpHaKo BO BCeW Lenoyke cobbITM OAHOBPEMEHHO aKTyasibHbl U Apy-
rMe aKLEHTbl: CMNa BO3AEMCTBUA YKEHCKOM KPacoTbl M 3aKOHbI GU3MYECKo
npupogbl. U 10, U apyroe paboTaeT Ha OCTAHOBKY AYyPHON HGECKOHEYHOCTM
HacWUAMA U AaKe OTYACTM BEPLINT Bo3me3aue. Bce 3To CAMLWKOM NPOCTO U Xo-
powo, 4Tobbl 6bITb YHEAUTENBHO PEANIUCTUYHBIM, U BHOBb MOXOXE HA HEKYIO
MeuTy O MMpe, B KOTOPOM HENPEMEHHO eCTb CUJIbl COMPOTUBIEHNA NEPCOHU-
duumpoBaHHOMY 371Yy.

Tem He MeHee NoxulleHWe noaTeep:KaaeT 6e33alMTHOCTb NPUBATHBIX
TEPPUTOPUIA, UX MPOHULAEMOCTb A1 313 60/bWOoro BHewWwHero Mmmnpa. Hacty-
nAeHne UAET UMEHHO HA 3HAKOMbI, MPOrHO3MPYEMbIi, IEFKO YKAaAblBako-
LWMICA B CO3HAHWUM MUP NPUBATHOTO Ye/10BeKa, CTPALIALLErocs MHTUMHOCTU 1
He CNOCOBHOro HM Ha CeKyHAY OTPELUMTLCA OT 60bLIOrO BHELLHero 3/1a. Yeno-
BEK YYBCTBYET TO /I CBOKO MOOWUIM30BAHHOCTb 3TUM 3/10M, TO 1 CBOe Beccu-
e n becnpasure B MMpe YyBCTB. TaK MK MHaYe, a B pUNbMe UAET BHYTPEHHAA
pednekcna Gopmbl 0 TOM, HTO MOXKET BbICTYNATb CAMOPETrYIMPYIOLLEN CUIOM B
MUpE, YyTPaTUBLUEM rapMOHUI0. fOpos, B 3TOM KOHTEKCTE 0BHapyXMBaeT CBOIO
ambuMBaNEHTHOCTb, UTPas TO Ha CTOPOHE «3/bIX», TO Ha CTOPOHE «A06pPbIX»
6e33aLWnTHbIX NepcoHaxen.
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KOMKOYEE HYTPO rOPOJA U TPANUMYHBINA MUP APMAPKHU

MHTepbepbl KaseHHble B «KabuHeTe goktopa Kanurapu» pagmkanbHo
NPOTUBOMONOXKHbI MPUBaTHbIM. OHM MAOTb OT NJIOTU 3IKCMPECCUOHUCTCKUX
M3/I0MOB M AMUCMPONOpLMA. B noavumm n B KOHTOpe ropoAcKon ynpasbl
— MYCTbIHHbIE Y3KME KOPUAOPbI U BbICOKME TabypeTbl ANA CAYXKalLMX, Ha
HUX OHU CUAAT, Kak 6e306pasHble TMraHTCKME NTULbI HA KepaouKax, Noao-
rHYB HOTW W CKPHOYMBLUMCL Hag Bymaramu Ha BbICOYEHHbIX CTO/IMKAX. ITU
CTPaHHble MHTepbepbl U mebenb B HUX BOObLLE AasieKo He BCe UCCAeaoBa-
Tenn sameyatot. Cpeam Tex, KTo Hanucaa O HUX HECKOJ/IbKO CTPOK, OTMETUB
MX QHTUTYMaHUCTUYECKUM W aHTMICTETMYECKUI BuAa, 6bin cHoBa CredaH
BpoKkmaHH [12, c. 64]. PeweHne Ka3eHHbIX UHTEPbEPOB co3aaeT obpas no-
[060CTPaCTHOrO M arpeccMBHOTO KCAYXKEHUA» BHEIMYHBIM NPaBWUIaM 1 No-
pAafkam, unm, kak nucan Hoanb Kapponn, asnaet «metadopy snactm» [4, c.
23], npuTOM BNACTU ONsATL e becnomoLlyHoM. NMokKasatenbHo, 4To Kanurapu
MAEeT B KOHTOPY opuUMaNbHO 3aperncTpupoBaTb CBOEr0 COMHambyny Kak
SKCMNOHAT UM PEKBU3UT A/1A APMAPOYHOTo 3pesinLLa, KaK Bellb, MMYLLECTBO.
N He BCTpeYaeT cepbe3HOro NpoTMBOAENCTBMA, @ INLLb PaBHOAYLUWUE U Npe-
3peHue cnyKallero (Kotoporo Yesape Bckope ybu1BaeT Kak bbl B HaKasaHue
33 HEeYBaXKeHMe K Hemy).

Monuuelickne xe NOBAT YoMLY C HOXXOM — HO OKa3blBAETCA, YTO 3TO
COBCEM He TOT CepuiHbIN ybuiLa, KOTOpbI NOBMHEH B CMEPTU Apyra rnas-
Horo repos. MoimaHHbIM npecTynHuK (Pyponbd KnsitH-Porre), onsatb ke,
MOZIHOCTbIO BbINAZAET U3 3KCMPECCMOHUCTCKOrO CTUAA, PELLEH, CKOpee, KaK
TPaAUUMOHHAA dUrypa KaTopKHUKA U pa3boliHMKa, No-CBOEMY KONOPUTHaS,
3CTETUYECKM KMBOMMUCHASA, C IOXMOTbAMM, KOCMaTbIMK BOIOCamMK, 6oposon u
yrptombim B3ragom. OH ABHO He U3 3TOro MOAEepPHUCTCKOro ropoaa. Ero ctu-
JINCTUYECKOE MPOUCXOXKAEHME — POMaHTMYeCKaa nutepatypa M TeaTp. Ana
34eWHUX NabUPUHTOOBPA3HbIX CMbICIOB OH C/IMLLKOM NPOCT, FAPMOHUYEH U
uenocteH. OgHaKo NoAnuMA He 0b6NafaeT UHTYMUMEN, KaK U CayKallme ropo-
[a — No3ToMy BCe OHM GYHKLMOHMPYIOT NO NpaBuaam, a npesoTBpaTuTb npe-
CTYNNEHWE UAN HAWUTU HACTOALLMX 3/104,€€B HE CNOCOOHbI.

WTaK, B pelleHnn NpoCTPaHCTBA M ero Hano/JHEHWUA 3asAB/IEHA HEOAHO-
POAHOCTb, Pa3Hble COCTABAALLME HAXOAATCA BO BHYTPEHHEM CTUXMIIHOM KOH-
bnukTe. 3To Noxoxe Ha peanbHOCTb CHOBUAEHUA, B KOTOPOM MpUYyaAUBbIE
bopmbl B KaHpe «HOYHOTO KOLIMapa» COYETatTCA CO 3HAKOMbIMM, HOPMasib-
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HbiMK. OfiHaKO CHOBMAYECKAA peanbHOCTb He AeKknapupyeTca. Tem He MeHee,
npeaMeTHO-NPOCTPAHCTBEHHAA cpeda oTobpaxaeT AMHAMUKY B3HEPB/IEHHO-
ro CO3HaHWA M Noaco3HaHWA. PasHble CTOPOHBI AyLWIEBHOrO MUpPa YenoBeka
CNOBHO NOCTOAHHO 0bMeHuBatoTCA Gpaonagamm, AONOAHAT APYr Apyra — U
KOHONINKTYIOT.

Bnarofaps peLlweHno UMEHHO FOPOACKUX IKCTEPLEPOB B CTUIUCTUKE IKC-
NPEeccMoHU3Ma, CaMO SKCMPECCUOHUCTCKOE Havasno B GuibMe accoummpyetca
C BHELHUM 60AblIMM MUPOM, C BONbHBIM COLLMYMOM, HE TONbKO C 6ONbHOM
[yLWoW repos, ecnn oHa Boobuie 60nbHa, @ He NPOCTO CAOXKHA M HecYacTHa.
BepHee, B 3KCNPECCUOHN3ME HAXOAMT BOMIOLWEHNE KPUTUYECKAA OLEHKA UH-
AVBUAOM COLMANbHOM AENCTBUTENIBHOCTH, HELOBEPUE U CTPax nepes, Hell. U
3TW HepoBepUE U CTPax ecTb He MPOCTO UHAMBUAYANbHOE CYXKAEHWUe, HO NCK-
xodusnyeckan peakuma MHANBMUAA Ha BHELLHWIA MUpP. B 3TOI peakummn amoumm
1 dusnyeckan Nnpupoaa YenoBeka 06pasyoT eAMHYI0 KOHBYNbCUIO BHYTPEHHe-
ro Mypa MYHOCTHU.

IKCNPECCUOHM3M BbIpa¥KaeT AUCrapMOHWUIO WHAMBWUAYaANbHOMO BUAe-
HUA-OLLYLEHWA, UHAVMBUAYANbHOTO NPENOMIEHUA KapTUHbI MUPA U YyTb N
He «nepeBapuBaHMa» mupa. pybo rosops, 3To peakLms Ha BHELWHUIA MUP He
TOMIbKO pasyma W AyLiu, HO BCEro ecTtecTsa MHAMBUAA. TaKoBa «BHYTPEHHAA
Mudonorua» CTUAA, KOTopas 34ecb UAEabHO PAacTBOPAETCA B CloXeTe 0 bes-
yMHOM repoe. py6o roBops, ropog, ¢ U310Mamu CTEH U HENPaBUAbHbIMU Ye-
TbIPEXYroNIbHMKaMM OKOH, C aCUMMETPUEN NPOCTPAHCTBEHHOMN TECHOTbI — 3TO
NPOeKLMA BOBHE CYOBbEKTUBHOMO CTpafatoLlero HyTpa. 3Ta NPOeKLMA NpPUH-
LMN1aNbHO NPOTUBOMONOMKHA 0O6BIMHOMY HYTPY, YACTO GU3NYECKOMY, KOTOPOE
COCTOMT U3 MaTePUMN MATKOTO, 3aKPYINEHHOrO, NPUXOTINBO BETBALLErocA Npo-
CTPaHCTBA BHYTPEHHOCTEW.

OAoyxOTBOPEHHOE, 3aPAMKEHHOE YXKacoM W OTYaAHMEM HYTPO repos
34eCb — OLLETUHMBLLIEECA, OCTPOYTO/IbHOE, TOpYaLlee M TONOPLLALLEECA KeCT-
KMMW reOMeTpUYECKMMU KOHTYPamn. OHO CNOBHO 3aKONA0BAHO, 33aMOPOKEHO
[10 KpUcTannuyeckon Gopmel, Ao TBEPAbIX, HEU3IMEHHbIX FPaHeil, NaocKocTen
W 3amepLuero AsuxkeHus. MccnepoBatesib BUAUT B 3TUX GOpMax — B TEHsX, B
MCCOXLLMX CTBOJIAX AePeBbeB — MOBTOPSAIOLLMECA O4EPTAHUA HOXKaA, Ne3Bus (4,
C. 22]. ®u3nyeckan ke opraHuKa HyTpa AOMKHA ObITb TENNON, CTpyALeinca,
BEreTaTMBHO C/NOXKHOM, NPUXOTAIMBOM, NpebbiBatoLLein B HENPEPbIBHON AMHA-
MuKe. Ha nogco3HaTeslbHOM YPOBHE Mbl YyBCTBYEM 3TO NMPOTUBOPEYME, U OHO
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BO MHOrOM 00YC/N10BAMBAaET BOCMPUATUE SKCMPECCUOHWUCTUHECKOW KapTUHBI
MMPa KaK AMCrapMOHWYHOW, BONUIOWEN O MybMHHOM Hebnarononyynu, ob
OMACHOCTM U CTPaZaHuUM.

OpHako B «KabuHeTe goKkTopa Kanurapu» u BHELWHAA ropoacKas cpeaa
pelleHa He eAMHO06pa3sHo. MPOCTPAHCTBO APMAPOYHBIX yBeCceneHul, banara-
HOB, B OT/IMYME OT OCTA/IbLHOrO rOPOAa, NPEACTABAAET TPAMUYHBIA MUP — KO-
Nbllywpecs TKaHeBble, MArkne GakTypbl. ITUM OH MPUHLMNNANBHO LPYroi,
HeXenu Bce oCTasibHOE NPOCTPAHCTBO ropoga. O ApMapo4HOM NPOCTPaHCTBE
He CKaKellb, YTO HEeMOHATHO, M3 Yero OHO CAeNaHo. 34ecb ABHO AOMUHUPY-
0T MONOTHULA TKaHEW, 3aKpenneHHble Ha KaKUX-TO AepeBAHHbIX KapKacax,
OMUPAIOLLMXCA, B CBOO OYepespb, Ha ilepeBsHHbIe NOAMOCTKU. [lepeBo U TKaHb
— 3T0 XOTA Obl KaKaA-TO KOHKPETUKa MaTepUM MO CPABHEHWUIO C JOMaMMU U
yAMLAMK HeonpeaeneHHblx GakTyp — He KaMeHHbIE U He KUpMWYHble, He by-
NbIXXHble MOCTOBbIE M He YTONTaHHAA 3eM/IA, YK TOYHO HE MPaMop, He TPaHKT,
He 6eToH, He acdanoT.

MpocTpaHCTBO APMapoYHbIX banaraHoB peanbHee, Kak byaTto bonee ocs-
3aeMo, HeXenn Bce ocTanbHoe. To, YTo Yesape NPoBOAUT BPeEMA CHA B nps-
MOYTO/IbHOM Y3KOM fILLIMKE, MOXOXKEM Ha rpob, ToKe HeBONbHO 3acTaBnseT
BOCNPMHMMATb MaTepuan 3TOro nNpeamMeTa Kak AepeBo. B pesynbrate MOXHO
CKa3aTb, YTO AOKTOP Kanurapu oKpy»KeH peanbHbIMK, 3HAKOMbIMU, U NMOTOMY,
KakeTcs, bonee matepuanbHbiMKU Belamn. Mx ¢dakTypbl BOCMPUHMMAIOTCA
KaK JOCTOBEPHO M3BECTHble. B 0T/IMuME OT OCTaNbHOIO ropoda 3a npesenamm
APMapoYHbIX 6anaraHoB — Tam ecTb GOpPMbl M Kak OyATO HeT daKTypbl no-
BEPXHOCTU Y 3TUX POpM, HeONpeseNeHHbIMM OCTAKOTCA UX BEC U TeMMepaTypa.
HeBO3MOXHO CKa3aTb, TAXKEbI LLOMA, TOACTbI 1IN UX CTEHbI — WU AOMA NIETKMY,
Kak paHepHana fekopaumsa, a CTeHbI XPYNKKU U UX MOXKHO SIerKO CNOMaTb, NPo-
pBaTb, AaXKe UCKPOLLMNTL. TaK¥Ke He ACHO, XONOAHbI I OHU UMW Ke JONTO Aep-
KaT Tenno, WepLaBbl UAK MAAKM U Np. OHU CNOBHO HUKAKME, UMEIT ANLLb
reomeTpuyeckyto popmy, obbem, OTHOLWIEHME K LBETY, BepHee K TemHomy/
cBeTIoMy. Ho B 0CTaslbHOM OHM — CTeHbI U yAuLbl «6e3 CBOMCTBY.

CooTBeTCTBEHHO, B NoBegeHUn goktopa Kanurapu ckpbiT nadoc 6ope-
HMA C OCTa/IbHbIM FOPOAOM NOCPEACTBOM UIPOBOI «BbIFOPOAKU». YTO CUAb-
Hee, pecneKTabesibHbli rOpoa UM HecepbesHblil 6anaraH, U YbKu NpaBMna no-
6eaAT, Kak 66l BonpowaeT puabmM. B KaKOM-TO CMbICae TPANUYHO-AEPEBAHHBIN
MUPOK banaraHa cubHee, HeXXeNn 3KCNPECCUOHUCTCKUI «OCTalbHOM ropoa».
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B npocTpaHCTBe APMApPKK, KaK HaM KaXKeTCA, IKCMPECCUOHN3M NpuralieH. Ha
MepBbIi MAaH BbIXOAWUT BUA NMOAMOCTKOB UM 3aHABECEN, MU3AHCLLEHbI 3a3blBa-
HWUA 3puTenen, AManor ¢ ayaAMTOpUENn, rNaseHne Ha COMHambyny 1 np. — To
€CTb BeYHble 3peNULLHbIE 31EMEHTbI, yXoaAwWwMme B IMybb BEKOB U Hecylive B
cebe 3Hepruio JyKaBol OTHOCUTENbHOCTM, UTPOBbIX MAHUMYAALMMA, HEOXMU-
JaHHbIX MmeTamopdos.

fAipmapKa BOMNOLWLAET KaK bbl BHEBPEMEHHOE TeMHOe Havano. B To Bpe-
M#A KaK OCTa/IbHOM ropog, OA4HOBPEMEHHO CUMBOIM3MPYET U CTPASAHUA aywun
COBPEMEHHOIO UHAMBUAA, U BE3AYLIHbIV XON0L4 COBPEMEHHbIX 0PULMANbHbBIX
CTPYKTYP, HAacaeayroLWmX TPaanLumn eBponenckoi ropockon KyneTypbl. Kanm-
rapy He OTHOCUTCA K OPULMANBbHBIM CTPYKTYpam (0 Yem 06bIYHO He MULLYT),
OH — aNbTepHaTUBHaA, HeoduLManbHaA BNACTb, NPUCYTCTBUA KOTOPOW MOKa
BOOOLLE NMOYTU HUKTO, Kpome PpaHLia, He 3aMeyaeT.

B nosepeHumn Kanurapm n Yesape MOXKHO paccCMOTPETb XOTb KaKOM-TO
aKLeHT Ha ¢u3nyeckmnx npoueccax. HUKTO B ropode He NokasaH 3a efon —
TONbKO AOKTOP KOPMUT CBOEFO COMHAMOBY/y C NIOXKEYKM, U3 MUCKU. B 3Tom
€CTb YTO-TO TPOraTesibHOe, HEKWI 31eMeHT BbiTa 1 3ab60Tbl, MycKail 1 BecbmMa
nparmatiyHon. Mup ®paHua, HaNPoOTUB, — MWUP CaMOM3HYpstoLWEN 1 bec-
KOPbICTHOM BbICOKOW AyXOBHOCTWU. ECnn umeTb B BUAY, YTO Uctopua o Kanu-
rapu un Yesape nogaetca PpaHuem (Mamn gaxke COUMHAETCA MM), TO NPaBU/Ib-
Hee Bcero byaeT cuMTaTb Mara-y4eHoro purypoi aHTaroHMCTa, NPUeMIemMoro
ana ®paHua Kak MHANBUAYANUCTA-OANHOYKKN. Kanurapm — ToXKe OfMHOYKA,
CTPAHHbIN, KOBApPHbIW, *KECTOKUIA, HO B NpuHLMMe nobegmmslii. K cnosy, Kak
HaZ0 NOCTYyNaTb C TEMM, KTO KaXKETCA ONacHbIM A/1A OTAENbHbIX NEPCOH U AnA
obLecTBa, NPOTArOHUCTY U aHTaroHWUcTy, ®paHuy 1M Kanurapu suautca co-
BEPLUEHHO OAMHaKoBO. B nctopum ®paHua mara-yuyeHoro obneKkatoT B CMU-
puTenbHyto pyballky, a B paMOYHON UCTOPWUM, Bbiparkatowein nosmumio Ka-
Nurapu, B CMUMpUTENbHOM pybaluKke oKasblBaeTcs PpaHu,. Hu ToT, HU Apyroin
He B CW/1ax NPUAYMaTb HUYEro MHOTro, 06a MOAENNPYIOT OAMHaKoBbIe GOPMbI
penpeccuMBHOro BO3LENCTBMUA, U GUNbM 34eCb JOBONLHO CKeNTUYEH. becko-
PbICTHbIA HECYaCTHbIN OAMHOYKA MPOTUBOCTOUT TAaMHOM, MPpPALMOHAIBHOWN
TEMHOWM CTUXUWN BO3AENCTBUA, U MPOTUBOCTOMUT Npu cnaboi aeecnocobHocTH
odunuManbHolM BnacTu. Ho NpoOTMBOCTOMT BHYTPEHHE NULWb A0 WM3BECTHOMO
npegpena. Ectb momeHT, rae Kanurapu n ®paHL, HaUMHAOT MbICIUTb OANHA-

HAYKA TENIEBUAEHUA Ne 16.2, 2020 59 THE ART AND SCIENCE OF TELEVISION



KOBO, BOT YTO OTKpbiBaeTca 61arofapsa KOHCTPYKUMM KMHONOBECTBOBAHMSA,
yCnoxkHeHHon PobepTom BuHe.

[IBOMHOW ®OKYC NOBECTBOBAHMA

Ob6bIYHO OKOHYATENbHbIN BapuaHT GubMa C HOBENNOW B HOBENNE, KO-
TOpbIli B pe3ynbTate npugyman PobepT BuHe, cUMTAOT PeaKLMOHHbIM, KOH-
bOPMUCTCKMM, NMOKa3bIBAOLMM NPaBO BNACTU BEPLUMTb CyAbbbl, HaAEeBaTb HA
nogen cmmputenbHble pybalwku. Kak nucan c soamyuieHnem Exxu Tennaumu, no-
Nly4aeTcs, 4To «Mopab GpUAbMA: BAACTb MO CBOEN Npupoae £06pa, 'yMaHHa, 1
6yHTOBATbL NPOTMB HEE MOTYT NNLLb AyLIEBHODObHbIE ntoaun» [15, ¢. 143-144].

Ho BO3MOKEeH 1 Apyroi ypoBeHb TOJIKOBaHUS.

Beab Mbl MCXOAUM U3 TOFO, YTO UCTOPUA O MONOAOM BAOGAEHHOM, KO-
TopbI paccneayeT rmbenb Apyra U npenoTspawaeT rmbenb npekpacHomn ae-
BYLUKK, pa3obnayas cTaporo rHycCHOro HeroAaa U UCNOMHUTENA €F0 3aMbIC/I0B,
— 3TO XOpoLasa UCTOpUA, OHa HamM Mo cepauy. B Helt Mbl BUAMM 3TUYECKYLO
Hopmy. Ho, KpOme TOro, OHa ABNAETCA 3CTETUYECKUM CIOXKETHBIM K/MLLE: pa3o-
61a4atoT M JO0BOAAT A0 6esymusa AoKTopa Mabyse, 10BAT M NOYTU YAEPIKMUBAIOT
daHTOMaca u np. «f He yCNOKOHOCb, MOKA HE PAaCKPOHO TalHY 3TUX 3N104,eAHNIY,
— W3peKaeT repoi, Korga HaunHatoTcs youincTea B ropoge. 3To TunMYHan ¢pa-
3e0/10r1A feTeKTUBHbIX uctopuii. U B «KabuHete goktopa Kanurapu» ckpbita
WCTOPMUA B }KAHPEe AETEKTMBA, B KOTOPOM paccnefyowmii cobupaetca Bectu
cebs poBHO TaK, Kak NPUHATO B AeTEKTMBAX. ECTb AaKe xapaKTepHbli NoBo-
pOT, KOrAa CakaloT B THOPbMY MHMMOTO MOA03PEBAEMOr0, HO MPecTynaeHua
NPOAO/IKATCA — M TOrAA CTAHOBUTCA ACHO, YTO B HUX BUHOBAT He OH. He cuna
aHAIMTUYECKON MbICIU UK 0bpeTeHne HOBOM MHPOPMALMKM ABUKET BRepes,
[eno, a caMu NPecTyNHWUKK, 3a KOTOPbIMK He nocneBaeT Mbicab HOpLOB co
3/10M. 9TOT MOBOPOT HECKO/IbKMMM rolaMm paHee € yCnexom Ucnonib3osan Jiyu
deliag B cepuax o dPaHTOMace.

OpHako npobaema B TOM, 4TO Yem H6mnKe DpaHL, K pasrasKe npecTynie-
HWUIA B CBOEI «BHYTPEHHEN» ucTopuu (inner story), Tem ganblue oH OT Braje-
HUA CUTYaLMEl B UCTOPUN «PaMOYHOM» (COrnacHO KOTOPOM OH AWLLb NaLMeHT
KAVHUKM ON8 YMANULIEHHDBIX), @ KApTMHA MUPA B LLEIOM — OT 06 bEKTUBHOCTH
M NPO3pPayYHOCTH.

Bo BHYTPEHHEM ClOXKETe repoi YyCTPeMAAETCA B NCUXMATPUYECKYIO fie-
YebHUUY M 0BHAPYXKMBAET, YTO 3TO MecTo PaboTbl foKTopa Kanurapu. B kabu-

HAYKA TENIEBUAEHUA Ne 16.2, 2020 60 THE ART AND SCIENCE OF TELEVISION



HeTe — B celide! — HaxoamMTCA KHWra, paccKasblBalowWwan O HEKOEM MUCTUKE
Kanurapu, Kotopbiit B 1703 roay Teppopr3nMpPOBan KUTeein UTanbAHCKUX ae-
peBeHb YOUICTBaMM, COBEPLIAEMbIMU C NOMOLLBIO MeaMyma, UAN COMHaM-
6ynbl Yesape. To ecTb BCe 3TO yKe OblI0, UCTOPUA 3araflouHbIX YOUIACTB no-
BTOpAETCA. A B AHEBHMKE AOKTOpPA HAMMCAHO O ero MeyTe PacKkpbiTb CEKPETHI
nctopmyeckoro Kanurapum n npoBepuTb, MOXKHO /M 3aCTaBUTb YE/IOBEKA BO CHE
COBepLaTh NPEeCcTynaeHus, OTBPaTUTE/IbHbIE eMy HasaBy. ITO MNONHOCTbIO NPO-
TMBOPEYUT GMHANY PaMOYHOI UCTOPUK, B KOTOPOM AOKTOp Kanurapwm ycnoko-
UTENbHO 06eLLaeT, YTO BbIIEYUT NOTEPABLLETO PACCyAO0K repos.

OpHaKko PobepT BMHE He faeT HUKAKMX YKa3aHWUI Ha TO, Ybs BepCUsA Obl-
™!A npasamea, PpaHua UM AokTopa. Ham MmMnoHupyet BapuaHT ®paHua, B
TOM YMCNe U MOTOMY, YTO OH 3CTETUYECKM CU/IbHEE. A MUP, B KOTOPOM BCE 3KC-
TpaopauHapHble cobbITUA BCero Anb naog 6e3ymHon daHTasum — 3To CKyu-
HbIM MUp. Kanurapu He npeasiaraet aNbTePHATUBHOM UCTOPUM B aBaHTIOPHOM
Zyxe, OH N1Lb ONPOBEPraeT BEPCUIO CBOErO BPOAE Kak nauueHTa. U notomy
TOYKa 3peHna PpaHua KaxkeTca Ham bonee ybeauTenbHoOM, UHTEPECHON, 3Ha-
Ynmon.

B cyLLHOCTM, aBTOPCKOE Havyano Gpuabma, Kak 1 BoobLe cosnaaHue xy-
[LOYKECTBEHHOM pOPMbI, aHANOTMYHO MPOLLECCY PACCKa3biBaHWUA HEKOEW UCTO-
pvn. NMo3unuma pacckasymKa M y4aCTHUKA ApamaTUYEcKMX CObbITUI (He BaXKHO,
B BOOOPAXKEHUWN N OH y4YaCTBYET WK HasBY) BTOPUT NO3ULLMM aBTOPA-COUU-
HWUTENsA. B TOM 1 B ApYrom C/lyyae BayKHa He CTO/IbKO JAOCTOBEPHOCTb, CKO/IbKO
CMbIC/bl M3/1araemblx/MoKasblBaembIx COBbITUI, BEpHEE Aae, COAepsKaHue 1
TOHANbHOCTb UX CYObEKTUBHOW Nogaun.

OcobeHHocTb dunbma PobepTa BuHe coCTOUT B ABOWCTBEHHOCTU POSU
®paHua B nosectBoBaHUN. OH — Hanbosiee CUNbHBIN ero COMMHUTEND U TPAHC-
natop. A Kanurapn — cnabenwmnin. Moatomy, Kak 6bl HM Bblna cUIbHA peanb-
Has BNacTb AokTopa Kanurapu, 6yab OH 3/1biIM MAarom Uam e Ao6pbIM Bpauom,
3TO B/1ACTb NEPCOHAKA, XKMUBYLLETO NPEUMYLLECTBEHHO BHYTPYU CloXeTa/cloxe-
ToB. A ®paHu, Kak 6bl OH HK BblN cnab, Byayun XoTb PAAOBLIM BAOGAEHHbIM
rOpoXKaHWHOM, XOTb MALMEHTOM CymaclueaLero 4oma, — obnagaeT aHepruei
aBTOpa, BKYCOM K TBOPYECKOMY MOAEIMPOBAHUIO CUMBOIMYECKOW KapTUHbI
mupa. Kak cnpaBeannso 3amedaet PUK AnTmaH B cBoeit «Teopum Happatuea»,
BO3MOXHOCTb NEPCOHAXa CO34aBaTb HEKYIO UCTOPUIO 0603HaYaeT ero BO3BbI-
weHwue (“the ability to generate a story marks elevation to a higher sphere...”)
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[16, c. 171] Mo mbicnn AnTmaHa, CyWeCTBYOT 04HOPOKYCHbIe HappaTMBbl U
AByxdOKycHble HappaTtuBsbl (single-focus and dual-focus narrative; B pycckosn-
3bIYHOM HayKe CKaszanu bbl — O4HONMHENHbIE U ABYIMHEWHbIE), U, KaK NpaBu-
no, B cnyyae AByXdOKYCHOCTU, KaKoM-TO 13 GOKycoB BbIOMBAETCA B IMAMPYIO-
wue [16, c. 56]. B dpunbme PobepTa BuHe, 310, HecOMHeHHO, poKyc PpaHua:
AOMMHUMPYET MO3ULMA aKTUBHOIO PACCKasumKa. YTo MOMKHO paccmMaTpuBaTh
KaK 3CTETMYECKYHO KOMMEHCcaLMIo Nt0b0BHOW HeyLoBNETBOPEHHOCTU U Npea-
rnosaraemMoi coLmanbHOM/NCMXMYEcKoin HeMoMHOLLEHHOCTU repos.

BO3MOMKHO, KCTaTW, pamMOYHas UCTOPUA eCTb KOCBEHHAA 3KCTEPMOPU3A-
LMS HU3KOW CaMOOLLEHKM repos, ero ¢obuii, ero HecYacTHoM No6BM 1 yKaca
nepeg MMPOM, HO OTHIOAb He 0603HaYeHWe ero NoA/IMHHOTo Hesymus.

Co3naBan pacxoXAeHWUA MeXAY PaMOYHON UCTOPUER U BHYTPEHHUM CHO-
)etom PpaHLa, pexruccep AOCTUTAET FONOBOKPYKUTENbHOM CMbICIOBOM MHO-
rOMepHOCTU U OTHOCUTENbHOCTU. OfHaKo, MOBTOPUM, NPU BCEW AyaNbHOCTH,
BEPCUIO KapTUHbI MMpa B Nofaye PpaHLua He MOXeT NepebuTb U 3CTETUYECKM
3aTMUTb Bepcua Kanurapu. Tak npomMcxoguT B TOM Yucie NMOTOMY, YTO «Ham
BCEM» — HA CbEMOYHOW M/OLLAAKE U B 3PUTENBHOM 3a/1€e — HY)KHA MMEHHO
nosHaA ApamMaTMaMa KapTMHa MUpPa, a He AeKaapaLumn ob oTMeHe gpamaTums-
Ma, He obbABNEHME ero naogom 6onbHoro 6peaa. B 06beKTUBHYO peanb-
HOCTb Hacuaus, yxaca, 60u, cTpaxa Mbl BEPUM. M XOTUM 3Ty peanbHOCTb
obCcyKaaTb NOCPEeACTBOM XyAOXKECTBEHHbIX GOPM, Kakue Obl Npuyyanusble
oaeAHnA y 0O6BEKTUBHOINO MMpPa HU NOABAAANCL B CYOBEKTUBHOM BUAEHUM.
TaK uTO «TOuKa 3peHna» Kanurapu HyxHa cKopee A/ TOro, YTobbl OTTEHUTH
NMOJIHOKPOBHOCTb KapTUHbI MMpPa MOJIOA0FO repos, BO MHOFOM NMPOBOAHWKA —
MeAnyMa — TBOPYECKOWN BOAM aBTOPOB duibma. A TBOpPYECKas BOAS, B CBOIO
oyepesb, YePNaeT SHEePruo B NPUTATaTENbHOCTM aBAHTIOPHbIX, AETEKTUBHO-
MUCTUYECKUX CIOKETOB.

®paHL, MHTEPNPETUPYET NPOUCXOAALLEE B TOPOLE KaK HAMEPEHHYIO pe-
KOHCTPYKLMIO LLOKTOPOM cobbITHit 1703 roga pagy Hay4yHOro sKCnepMmeHTa 1
BbIACHEHWUA CWUbl AUCTAHUMOHHOINO BO3AEWCTBMA Ha NCUXUKY MHAMBUAA. Bce
ropokaHe, Takum o6pasom, BK/IOYAA KepTe Yesape, ABAAIOTCA NOAOMNbITHbI-
MW, MaTeEPUANOM ANA HAYYHOM feAaTeslbHOCTU. TO eCTb Le/Iblo BCEX YYUHEHHDbIX
NpPecTynieHuit ABNAETCA NPOBEPKa «TEXHONOTMWU» AUCTAaHUMOHHON BAACTW.
MMeHHO pagm 3TOro BCe M MPOUCXOAMT, Kak CBOEro poga peneTuuumsa BO3-
[eicTBMA aBTOPUTApHOI BOMM Ha coumnym. Kolumap oKkasaTbcA BHYTPU OMbITa
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NMOMMMO CBOEW BOMU W 3HAHMA 06 3TOM — OfHa M3 CaMbIX CUNbHBIX HobKit
YeNI0BEKA 3Pbl MHTEHCUBHOTIO PasBUTUA HayKW. U B fanbHelleM KMHO Heos-
HOKpaTHO ByAeT BapbnpOoBaTb 3Ty CUTyaLMIO, 34ECh UL BEMO HAMEYEHHY!O.

[JokTop Kanurapu Beger ABOMHYIO KM3Hb — APMAPOYHOro apTucTa u
Cepbe3Horo MpaKkTUKylollero Bpadva. «KabuHeT» ero Toxe pas3dsavBaeTca:
Ha 6anaraHHoe NPOCTPAHCTBO, rAe KabMHETOM MMEeHyeTCs LaTep WAo3N-
OHWCTA, Mara, Wap/iaTaHa, M Ha «Cepbe3Hbl» KabUHET y4eHoro ¢ NUCbMEH-
HbIM CTONIOM, CEMDOM M KUNAMMU KHUF. TeM CamMbiM COBPEMEHHAA NCUXMATPUA
TPAKTYeTCA Kak NpAMOoe Haciefme Marnyeckon, « 4OHayYHON» AeATeNbHOCTH,
B KOTOPOI Ha CaMOM Jeflie U 3aKNt0YeHbl CBEPXYE/I0BEYECKME BO3MOMKHOCTH
ynpasneHua alogbmu. Mup Bo3BpallaeTca B CpegHeBEKOBbE, HA HOBOM BUTKe
BbIXOAMUT K TOMY, YTO Ka3a/si0Cb POCCKA3HAMMW, ereHAamu, nepexxuTkom spe-
MeHUn BeabM M KonayHos. OfHaKo, KaK nosyyaeTtca no croxkety PpaHua, Bce
37O Npasaa. BnosHe BO3MOXHO NOCPELCTBOM COMHaMbY bl BEPLUNTL 3104€eA-
HUA, yNpaBaATb MMPOM, CEATb CTpax. Bo3BpalleHne K cTapuHHOMY Mppaumo-
HaZIbHOMY, K HOYHOMY, K MpaKy MPOLU/IOr0 — BOT YTO NMPOUCXOAMT U YTO MbITa-
eTcs pa3obnaunTb repoi.

3a4em M KOMy 3TOT BO3BpaT HEObXoAMM? 3aMevaTesibHa CLEHA, B KOTO-
POV Ha CTeHAax LOMa, Ha CTBO/IAX U BETBAX AEPEBLEB, B BUAE NCTbEB, B BO3-
Ayxe nuwyTca cammu cobori cnosa «Tbl 4oMKeH cTaTb Kanurapu!». TemHasa cuna
MWPO34aHUA FOBOPUT C NHOAbMM Ha A3bIKE KHUT, OTCbINIAET K CTapUHHbIM Gonn-
aHTam. Kanurapu, cornacHo 3Tol CugeHe, He MPOCTO CTPaHHbIN oaAMHOYKA. OH
CaM — MPOBOAHWK, MeaUyM TEMHOM CU/ibl MMPO34aHMA. A OHa, KaK BOAMTCS,
HamOMMHAET CUMBOIMYECKOTO APAKOHa, KOTOPbIN «Be3Ae U HUFAE», YTO AeNa-
eT 60pbby ¢ HUM BeccmbiciieHHoM [17, c. 305] KoHeuHO, 3TO 3By4YMUT CAULLKOM
COBPEMEHHO, B ayxe daHTe3n pybeka XX—XXI BeKoB, pa3bupaembIx B LUTUPY-
emoit ctatbe O.B. CTpoeBoit. OgHaKo, BUAMMO, HalW 3Moxu pudmyroTtca. U ak-
TyasbHbIW CEroAHA MOTMB CBEPXYE/IOBEYECKOM TEMHOW CUJbI, YNPABNAIOLWEN
MWPOM U1 BbIXOAALLEN Ha CBA3b CO CBOMMM NOTEHLMANBHBIMU CTOPOHHUKaMMU,
6bl1 BECbMa aKTyaneH v Toraa, nocse MNepsoit MUPOBOM BOMHBI.

WTaK, HeKas NoOTYCTOPOHHAA HaACcybbeKTHAA BOASA YNpaBAseT NlogbMMu,
XOTA U CaM AOKTOP UMEET KenaHuaA. Ho oaHO feno ux umeTb, Apyroe — ocy-
LLECTBNATb, YYBCTBYA HEKOE BbICLUEE MOKPOBUTENbCTBO. MOMXHO, KOHEYHO,
TPaAKTOBATb CLEHY C MMCbMEHAMM NO-APYromy, KaK nposeneHne 6esymmns fokK-
Topa Kanurapu, kotopomy mepewiatca cnosa B Bo3ayxe. O4HaAKO e 31O He
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OTMEHSAET ero cnocobHOCTM MaHMNyANPoBaTb Yesape, a TOro — coBepLUaTb
3nofenaHuA. Ha xyfoi KoHew, 1 3Ta BapuaLLmMaA TOSIKOBAHMA COBLITUI BCe e Nyy-
e, YeM 3a4epKMBaHWE U OMPOBEPIKEHWE BCEW KAPTUHbI MUPA, HAPUCOBaH-
Holt ®paHLoMm, B cuAy AKOBbI HecnocobHOCTU BEe3YMHOro repos-pacckasymka
nepeaaBaTb OOBEKTUBHYIO CyTb COBLITUN.

Mpy6o rosops, ¢uabM NOACO3HATENbHO CTAaBMT Hac nepes AUAeMMON.
YTO NyyLle, NepexmnBaTh YKacbl KECTOKOCTM M HACUIMA KaK YacTb HENocpes-
CTBEHHOW AEeWCTBUTENBHOCTWU, HO OCTaBaTbCA MPU ACHOM CO3HAHMK? Unun xe
He UMEeTb B 0OBbEKTUBHOM MUPE HUKAKUX 0cobbIx 6es, ofHAKo U He bbiTb Cro-
CO6HbIMM 0CO3HaBaTb M OLEHMBATb 06BEKTUBHYIO PeasibHOCTb, — W BCE PaBHO
enaTb NnepexunBaTb CTpax, Hacuame, 6ecnomoLLLHOCTb, XOTA bl UCKNHOUYNUTEb-
HO B CYObEKTMBHOCTM BHYTPEHHero mupa? MHoro nosxe B «Matpuue» byaet
MOKa3aHo, YTO YE/I0BEYECTBO MOMKET MACCOBO /IMLLNTLCA CNOCOBHOCTU BUAETD
M 0CO3HaBaTb MPOUCXOAALLEE, MONKET AJIUTENbHO XWUTb B «KMATPULEN», B U/-
NIO30PHOMN «KAaPTUHKE», CMOAENIMPOBAHHOM TEMM, KTO YyNpaBAseT MUPOM NpU
NosHOM HeBeAeHUN BONbLUMHCTBA.

Kak BMAHO M3 BCero ckasaHHoro, «KabuHet gokTopa Kanurapu» npeg-
CTaBAsIET MHOTOYPOBHEBYIO PePNEKCUIO HE TONbKO O COCTOSHUM MUPA U Ye-
NNOBEKA B HEM, HO U O C/IO¥KEHUM SKPAHHOTO HappaTMBa W 3KPaAHHON dopMbl
B LesioM. [lepcoHaXkam faHo ABa Moayca 6bITMA: B O4HOM OHU aKTUBHO Aen-
CTBYIOT, @ B ApYyromM — npebbiBatoT Ha 060YMHE KU3HU, B M30AaLMKN. B ogHOM
U3MepPeHUU OHWN NONHOLLEHHbIE COLMANbHbIE MHAMBUABI, B APYTOM — 06bek-
Tbl MAHUNYNALMIA, €CAN He 3104e€eB U HE UMMNEPCOHANbHOM TbMbl, TO... aBTO-
POB KapTWHbI.

M Kanurapu, n ®paHu, n Yesape, 1 *KaHHa *KMUBYT ABONHOWM KMN3HbIO 06-
pa3oB. Y Kax4oro ectb ogHa CTOpoHa — A06bpas, Uan No KpalHel mepe Hel-
TpanbHasA, n Apyrasa — 371aa UAKN HeraTueHaA. OgHa — HOPMANbHOCTb, Apyran
— 6e3ymune. OgHa — BbICOKas, Apyras — HM3Kasn. B uctopum ®paHua Yesape
— MOHCTP, HO He KaNKWMIN NaLMEHT KAMHUKKU, OTPELUEHHbIN OT BCEFrO MMpa U
NOMHOCTbIO HegeecnocobHbIN. HaHHa B clokeTe PpaHLLa — HOPManbHAA Kpa-
C1Ban LEBYLUKA W B €ro rnasax NnoyTu NpuHLecca, a He cymacllieswas, cumnTa-
towan ceba Koponesoii. BBMAy yrKaca OKasaTbCs B HEBMEHAEMOM COCTOAHMM
nog, Haf30poOM Bpayei, B cymacweswem AOMe, UCTOPUA CepUitHbIX ybuiicTs
B ropoAe — 3TO CBETNaA CKa3kKa, uaeanusauma Mmpa, NponyckaHue ero yepes
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po3oBble opuabTpbl. Tem H6onee, uto youitctea B nctopun OpaHua pasobnava-
OTCA U NpeKpaLLatoTcs.

[eno He B TOM, KTO Ha caMoM genie PpeHcuc, a B TOM, YTO HAaM KaxkeTcA
[0CaZiHOM, NNLWHEN, MeLlaloLLein Ta PaMOYHAA UCMOpPUS, CO2/aCHO Komopoli
Kanueapu — Hacmoswuli 8pay, a He 3100eli. Ham mewaem smo obHapyHce-
Hue. Mol He sepum 8 0obpodemensHocmb Kanuzapu u He xenaem e2o 30pa-
8020 CMbICAA, 20 MeOUUUHCKOLU KOMNETEHTHOCTU. Kanurapu gna Hac — du-
rypa Halero HeOBepUs HaZ/IMYHbIM OBLLECTBEHHbIM CTPYKTYpam. Kanurapu
— CMMBOJI HALLEro HENPUATUA HEKPUTUYECKOTO OTHOLIEHMA UCKYCCTBA K BAa-
CTW, B TOM YMCNE K AMKTATy HayKu. M3 ABYX peasbHOCTeN — neyeHue B cymac-
WweALlleM 4OME MW XU3Hb B TOPOAKE, rAe BepLlaTca NpecTynieHus, — Mbl
BCE MbICNEHHO BblBMpaem BTOpyto. Ham npolue n NpUAaTHee NPUHATD }KU3Hb B
YKaHpe aBaHTIOPHOIO POMAaHa MW AETEKTUBA NPO MUCTUMKOB, COMHaMbyn, ux
KepTB U UcKaTenei UCTUHbI. TaKMM 06pa3oM, HACTOALLAA KU3Hb CUMBOAUYE-
CKM NpeacTaBneHa Yepes aBaHTIOPHO-PaHTACTUYECKMIA HappaTUB.

A ynpasieHne maccamu? B pacckase ®paHua OHO MOKasaHO KaK BAW-
AHME NPU NMOMOLLM CTPaxa, NOCENAIOLEroca B COLMAAbHOM NPOCTPAHCTBE.
B uenoctHocTM dunbma yrpasneHue UcKyccmea Maccamu NOYTU He OLLYTUMO,
HO OCYLLLEeCTB/AETCA BECbMA aKTUBHO — KaK CO34aHME 3CTETUYECKMX MOTHBA-
UM AN onpeaeneHHoro «cBoboaHOro Bbibopa» 3puTens. 3putens Bblbupaet
KapTuHy Mmmpa ®paHua, a He gokTopa Kanurapu. HeyaaduHas pamoyHas ucro-
pvA LONXKHA UMETb MecTo A/1A TOro, YTobbl Mbl CAMOONPEAENNANCL NO OTHO-
LEHWMIO K HEW U OLYTUIN KOXKEW ee XyA0MKeCTBEHHYI0 BecnepcnekTMBHOCTD,
ee cnabylo BUTaNbHOCTb.

MHbiMmu cnoBamu, dunbm PobepTa BuHe HeceT B cebe CKpbITYHO AEMOH-
CTPALLMIO BNACTU XYA0KECTBEHHOM GOPMbI, BNACTU ee NPOBOKATUBHOCTU. BuHe
6ecco3HaTeIbHO OTKPbLIBAET PELLENTUBHbIA MAarHeTU3M, NPUCYLLMIA OAHUM ap-
XETUNUYECKMM CUTYaLMAM — U HEU3OEKHOCTb OTTOPXKEHWUA UHTENNEKTYalb-
HbIM 3pUTENEM APYIMX apXETUMMYECKUX CUTYaLMI. Pexnccep okasbiBaetcs B
PO/ «NNOXOrO NAPHA», KOHPOPMMCTA 1 KOHCEPBATOPA, M3BPALLAOLLENO XOPO-
wyto uctoputo. (BepHee, Kak bbl M3BPALLAIOLLETO, NOCKONbKY NO-HACTOALEMY
pexuccep Bce-TakM He npegocTasnseT Kanurapu-spauy, Kanurapu-pynopy
oduLMOo3a NpaBo ronoca, paBHoLeHHoe ronocy PpaHua.) Tem cambim, BbisB-
NAETCA, KaKas MMEHHO UCTOPUA CYUTAETCA XOPOLUEel, NpaBuabHOW, ybeanteno-
HOI. BepHee — KaKylo UCTOPUIO Mbl FOTOBbI NPU3HATb TAKOBOW.
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B HeaaBHelt cTatbe Onecu CTpoeBoit «Heomudonormsm v KoHuen-
TyaAu3m B BM3Yya/ibHOW Ky/AbType: OT MOAEPHM3MAa A0 MEeTamoAepHM3Ma»
(Conceptualism in Contemporary Art Regarded as Neo-Mythologism) wna peyb
0 CTpaTternax Uckycctea XX Beka, 06 «MHTENNEKTYaNbHOM NAaHUPOBAHUMY,
NPUCYLLEM KOHLENTYann3my, U 06 OTHOWEHUMN K UCKYCCTBY Kak cnocoby «no-
3HaBaTeNbHoW aeatenbHocTU» [18, c. 15]. BonHbl aBaHrapaa, MogepHu3ma v
NoCcTMOZiepHM3Ma B LLe/IOM acCOLMMPYIOTCA Y HaC, Kak NpaBuo, ¢ pauuoHab-
HOCTbO TBOPYECKUX YCTAHOBOK, AEK/IapaLMsaMmM, CaMOaHaIU30M XYL0KHWUKOB.
®unbm PobepTa BUHE MOMKET CYLLLECTBEHHO CKOPPEKTMPOBATbL NpeacTaBAeHuUs
0 MOZEPHU3ME, aBaHrapAe M NPOUYUX AEMOHCTPATUBHO HETPaAMUMOHAANCT-
CKux dopmax TBopuecTsa XX Beka. OH npeacTaBAseT cMMBUMO3 paLMOHaNbHOTO
KOHCTPYMpoBaHMsA GOPMbI C OTCYTCTBUEM MHTENNIEKTYAIbHOTO NJAaHNPOBAHUA
MHOXECTBa CMbIC/I0BbIX HI0aHCcoB. Co3gaHune dpuabma okasbiBaeTcs y BuHe po-
[om beccosHamesnbHoU no3HasamesnvHol 0esmesbHOCMU, HanpaBNeHHOM Ha
NpUPOAY YE/I0BEKA COUMHSAIOLLETO M YENOBEKA, BOCNPUHUMALOLLETO XyAOXKe-
CTBEHHble GOpPMbl.

BcA reHManbHoCTb GUAbMa 3aK/104YaETCA B TOM, YTO MHOTME 3aMblC/I0Ba-
Thbie M NapafoKCcasibHbIE CMbIC/IOBbIE HIOAHCbI CYLLLECTBYIOT B HEM Kak Bbl camu
no cebe, CTUXMIHHO. B HMX COBEPLUEHHO He YyBCTBYETCA CO3HaTe/IbHOM aBTop-
CKOM Urpbl U MHTENNEKTYyaNIbHOrO MAaHWpoBaHMA. OfgHaKo cyTb «KabuHeTta
[OKTOopa Kanurapu» oT 3TOro, Ha Haw B3rnA4, He ucyesaeT. [lomumo Bcero
npo4ero 310 GMAbM O BNACTU XYA,0MKECTBEHHbIX 3aKOHOB HaZ, BHYTPEHHUM MU-
pOM peuunueHTa. M B 3TOM acneKkTe — 3TO BeYHan UCTOPMS O CUe UCKYCCTBa
M HaWWX OXKMAAHMAX OT UCKYCCTBaA.
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EOXECTBA M JEMOHbBI HA YTULUAX CEYNA:
KOHCTPYWMPOBAHWE MPOCTPAHCTBA

B FOXXHOKOPEWCKOM TE/NIECEPUANE
KAHPA «®3HTE3U»

AHHoOTauusa. CTaTbA HanpaB/JeHa Ha YTOYHEHWE MPWU3HAKOB MPUHAAIEKHOCTU
npov3BeAeHUA K KaHpy Gp3aHTe3n. ITM NPU3HAKKM, KaK U NpU3HaKK daHTacTnye-
CKOTrO B LLe/IOM C TPYAOM NOAAAITCA TOYHOMY OnpefesieHnto U B BepbasbHbIX
TeKcTax, M B KMHemaTorpade. B faHHOM cnyyae 06bEKTOM aHanM3a CTaHOBATCA
TeNeBM3MOHHbIE Cepurasbl € UX cneundunyecknm cnocobom B3aMmoaencTena ¢ ay-
AnTopueid. A NOCKO/IbKY peyb MAET 0 cepuanax NpounssoacTea Pecnybavku Kopes,
3TO NO3BO/IAET PACCMOTPETH NPOBAEMY NPU3HAKOB ¥KaHPa B KOHTEKCTE UCTOPUKO-
KY/NIbTYPHbIX 0cObeHHOCTEN cTpaHbl. Cepuanbl «TOKKIOU» M «XBatorm», cTaBlune
npeameTom pasbopa, OTHOCATCA K TaK Ha3blBaEMOMY «TOPOACKOMY G3HTE3NY,
OCHOBHOE BpeMA UX AeNCTBUA — HalM AHKU, @ MeCTO — CTO/MLA CTpaHsbl, Ceyn.
C oHOW CTOPOHbI, ayAUTOPUA MONKET OXMAATb OT KOPEMCKOro GpaHTe3n APKMUX
BMEYATNEHWUI M OPUMMHA/IbHBIX NEPCOHAKeN, CBA3aHHbIX C MUbONOru1elt permoHa.
C Apyroit — 0COBEHHOCTH KOPECKOM PeNUIMO3HOM KyNbTypbl, C TPYAOM Noasa-
toLmecs 06beKTUBHOM OLIEHKE BAMAHME LLAMAaHU3Ma Ha NOBCEAHEBHYIO }U3Hb U1
XapaKTep HEKOTOPbIX HEOKOHYLIMAHCKMX 0OblYaeB CTaBAT N0 COMHEHWeE Tpaau-
LIMOHHOE, XOTA 1 YCNI0BHOE, «3anagHoe» NPOTUBOMNOCTAB/IEHNE KeCTeCTBEHHOro»
N CBEPXbECTECTBEHHOIO», «4yAECHOro» U «obblAaeHHOro. B nonckax «daHTacTu-
4ECKOro» B O¥HOKOPEMCKOM cepuase cTaTbsA obpalluaeTca K HappaTUBY Kak Tako-
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BOMYy. B LileHTpe BHUMaHUA — COYeTaHWe BU3yasibHOM U COAepKaTeNbHOW COCTaB-
NAOLLMX, KOTOPble NO3BOAAIOT ayAUTOPUM Tenecepuana y3HaTb B Hem GaHTe3n, a
B NMePCOHaKax, OAETbIX B COBPEMEHHbIE KOCTIOMbl — HeYe0BeYEeCKME CyLLecTsa.
W npexae Bcero — 310 Te TpaHchOPMaLLMM, KOTOPbIM MOABEPraeTca Meranoamnc
XXI B., 4TO6bI NPEBPATUTLCA B 0COBYI0 Cpedy 0buTaHuA AnA 60XKecTs U 4LEMOHOB U
B MECTO, e BO3MOMKHO UX B3aUMOZLEINCTBME C NePCOHAKAMU-NIOAbMM.
Kntouesble cnoBa: ¢paHTe3n, «ropoackoe GpaHTesn», GpaHTacTUUECKOE, sKaHp, Te-
nesuaexue, cepuan, Pecnybnuka Kopes, fopama, donbknop, mudonorus, npo-
CTPaHCTBO
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DEITIES AND DEMONS ON THE STREETS OF
SEOUL: CONSTRUCTING SPACE IN THE SOUTH
KOREAN FANTASY GENRE TV SERIES

Abstract. This article attempts to identify the signs by which the fantasy genre is
recognized. Whether in verbal texts or cinema, such generic signs, like signs of
“the fantastic” in general, are difficult to be determined precisely. The subjects
of this analysis are TV series and how they communicate with their audience. We
consider the problem of generic signs in TV production in the context of historical
and cultural features of the Republic of Korea. The present article focuses on
two recent TV series, Dokkaebi and Hwayugi, both examples of so-called “urban
fantasy”, set mainly in the capital, Seoul, in the present day. On the one hand,
the audience for Korean fantasy would expect to see many original, vividly
realized characters associated with the mythology of the region. On the other
hand, the specificities of Korean religious culture, the influence of shamanism on

everyday life (which is hard to be evaluated objectively), and the nature of some
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neo-Confucian customs complicate the traditional, albeit conditional, “western”
oppositions of “natural” to “supernatural”, “ordinary” to “miraculous”. In search
of “the fantastic” in the South Korean series, the article turns to the narration
itself focusing on what combinations of visual and textual components allow the
audience to recognize “the fantastic” and identify the characters in the series as
inhuman beings, despite their contemporary costumes, and above all considers
the transformations that the 21st century metropolis has to undergo in order
to become a special habitat for deities and demons which at the same time can
facilitate their interaction with human characters.

Keywords: fantasy, “urban fantasy”, fantastic, genre, television, TV series, Republic

of Korea, k-drama, folklore, mythology, space

O6beKTOM M3y4eHUA B 3TOM HebONbLIOM MCCAefoBaHWM ABAAKOTCA
OXKHOKOpEeNCcKue Tenecepuanbl UM 0opamer’ B »KaHpe GaHTe3n, TouHee —
baHTE3M «TOpPOACKOro». XyA0MKEeCTBEHHbIE NMPOU3BEAEHUA TAaKOro TMNa — U
NUTepaTypHble TEKCTbI, U U306paKeHUs, U GUNbMbI, U KOMMbIOTEPHbIE UTPbI
— M3YYatoTCA Y)Ke AaBHO M NIOA0TBOPHO, HO 06LWLas A/1A BCeX HanpaBAeHWU B
3ToW 06/1aCTM NPobAEMa FPaHULL, KaHPa NO-MPEXKHEMY OCTAETCA aKTya/IbHOW.
B pamkax ogHoM CTaTbu e4Ba I MOXKHO NPeACTaBUTb NONHbIN 0630p HAayYHbIX
ONCKYCCUM, NMOCBALLLEHHbIX 3TOM TEME, TaK YTO Mbl COCPEOOMOYUMCA Ha OOHOM
U3 acnekmog8 — Ha CKOHCMPYUPOBAHHOM «8MOPUYHOM» MUpPE», 3a0a4ax,
803/1020€MbIX HO He20 U Ha 0cobeHHOCMAX e20 (yHKYUOHUPOBAHUA. ITa OT-
HOCUTENIbHO Yy3KaA NpobaemHan 0bnacTb HAaNPAMYHO CBA3aHa C TEM TOIKOBaHU-
€M NOHATUA GaHTaCTUYEeCKOro, Ha KOTOPOe Halle uccnegosaHue v byaeT onu-
paTtbcA. Hannuune B noBecTBOBaHMM 31bHOB MU MHbIX NEPCOHAXeN U3 Mndos,
NnereHp, CKasoK He npespaLlaeT ero B GaHTACTMUYECKOE; 3TO KpuTepuii cyrybo
dopmanbHbii. Poxke Kailya, oTKasbiBafcb cumMTaTh GaHTAaCTUUECKMM BCE, YTO

1 KaK MX 4acTO MMEHYIOT B PYCCKOA3bIYHOM cpeae. KpaTKo xapaKTepusys nonyispHble BO BCEM
Mupe cepuanbl Pecnybinkm Kopes Kak UCTOYHMK, MOXKHO OTMETUTb [Be OT/INYMTE/IbHbIE YepTbl,
BblAeNAoLLME MX Ha GOHe cepnanos 3anagHblx. Bo-nepsbix, Kopeickas gopama — 370 B 60/bLUMH-
CTBE C/ly4aeB 3aKOHYeHHas UCTOPUSA, OrpaHuYeHHasn B cpeaHem 16—20 cepusmm (BTOPbIE CE30HbI B
Kopee noKa 4To peaKocTb). Bo-BTOPbIX, Haj, KaxablM CEpUasom OT Hayasna v A0 KoHua pabotatoT
OfHM 1 TE e CLIEHAPUCTbI U PEKMCCEPDI, YTO NO3BOAET MHOFOCEPUITHOMY NOBECTBOBAHMIO CTaTb
60nee LenbHbIM [1, ¢. 9]. 3aKOHYEHHOCTb M Lie/IbHOCTb Camu Mo cebe AenatoT Kopeickune gopamol
OYeHb NEPCNEKTUBHBIMM UCTOUHMKAaMM. ECM e J06aBUTb K STOMY CIOXKHbINA U MHTEPECHbIN UCTO-
PUKO-KY/IbTYPHbI KOHTEKCT, B KOTOPOM CO34at0TCA A0PaMbl, LEHHOCTb 3TOTO UCCIEA0BaTENbCKOTO
mMaTepuana BpAg M MOXKHO NOCTaBUTb N04 COMHEHMeE.
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He BOCMPOU3BOAUT peanbHOCTb ¢ doTorpadnyeckort TOYHOCTbIO, Npeaaaraet
NepeKknoYnMTb BHUMAHME Ha OLLYLLEeHWA, KOTopble NPOM3BEAEHUE Bbi3blBAET
y cBoero agpecata: «Heobxogmmoe ycnosue GaHTaCTUYECKOFO — HEYTO He-
NPOW3BO/IbHOE, MEPEXUTOE, BONPOC, KOTOPbIN HE TONbKO ByaAMT TpeBory, HO
W Bbl3BaH TPEBOroi...» [2, c. 44]; NOPOXKAAETCA e 3TO TPYAHOY/I0BUMOE Tpe-
BOYKHOE BNEYaTNeHNe CTONKHOBEHNEM 3HAKOMBbIX afpecaTy 3/IEMEHTOB C YEM-
TO COBEPLLEHHO Yy apbIm [2, . 75].

Ymo3akntoueHua Kaiya Kak 6yato 661 HOCAT ry6oKo cy6beKTUBHbIN Xa-
paKTep — OH C CaMOro Hayasa roBOPUT O CBOEN INYHON ranepee paHTacTuue-
CKMX 06pa3oB. Tak yTo cTpyKTypanuct LisetaH Togopos, cornawasce ¢ Kaitya
B TOM, YTO MPU3HAKM GAHTACTUYECKOTO HYXAQIOTCA B YTOUHEHUN, CaMy UAELD
OPUEHTUPOBATLCA Ha OLLYLLEHMA OTMETAET B SOBOJIbHO CapKacTUYECKOM TOHE?,
Ho v cam Togopos B nonckax 6onee 06 bEKTUBHBIX KPUTEPUEB UCCAEaYET Cro-
COBHOCTb IMTEPATYPHOrO TEeKCTa MoBepraTb YMTaTensa B ocoboe coctosaHue.
OHO BO3HMKAET, Koraa BbIbop «MeKay eCTeCTBEHHbIM U CBEPXbECTECTBEHHbLIM
o6bACHeEHUEM n3obpaxkaembix cobbiTuit» [3, c. 31] okasbiBaeTca M Heobxo-
AVMbIM, U BMecTe C TeM HEBO3MOXHbIM. M CTaHucnas Jlem, pa3bupas KoH-
uenuuio TogopoBa, OTMEYAET, YTO CepbesHbIX NPOTUBOPeUnii mexay Kaiya?
1 TopgopoBbiM HeT. Mo3unuma Kailya faxke cuabHee, NOCKONbKY OH M3HaYasbHO
Npu3HaeT cybBbEKTUBHbIA XapaKTep CBOMX PacCyXAeHUI, Toraa Kak Togopos
COb6CTBEHHYIO CYOBbEKTUBHOCTL UTHOPUpPYET [4, ¢. 74, 86]. MoaTomy, ecan mbl
NPUHUMAEM TOUKY 3PEHMA, COMNACHO KOTOPOMN aHTaCTMHECKUM npou3Bese-
HWe JenatoT 0cobble MexaHW3Mbl BOCTIPUATUA YUTaTeNeM UM 3putenem (B
PO/IM KOTOPOrO BbICTYMAET B TOM YUCAE U CaM UCCNefOoBaTeNb), TEM CaMbiM
BbIABMIaeTCA Ha NepBbli NAaH 3a4a4a BblAeNeHUA Tex aneMeHToB, bnarogapa
KOTOPbIM BO3MOXHO €034aTb Tpebyemoe oLyLeHne TPEBOTU UAN HEYBEPEH-
HOCTW. Ul CKOHCTPYMPOBAHHbIM MUP KaK apeHa, Ha KOTOpoi HensbeHo npo-
UCXOAMT B3aUMOAENCTBME NPUBLIYHLIX AYAUTOPUMN AETANEW C MOPOKAEHUAMM
aBTOPCKOI daHTa3nM NpuobpeTaeT YpessblyaiHyo LLeHHOCTb?,

2 «YAMBUTENbHO, YTO M B Halle BPEMSA TaKMe CY}KAEHWUA BbIXOAAT U3-MOJA Nepa cepbesHbiX KpUTH-
koB» [3, c. 33].

3 B pycckom n3ganum «daHTacTuueckoi Teopumn antepatypsl LisetaHa Togoposa» damunusa Kaitya
TpaHCKpnbupoBaHa Kak «Kennya».

4 Camo Hannume CKOHCTPYMPOBAHHOMO MMPA YaCTO YKa3blBAETCA B KAUECTBE OCHOBHOMO NpU3HaKa
NPUHAANEKHOCTU K XaHpy daHTe3n. B noaTeepkaeHMe 3TUX C/I0B MOXKHO Ha3BaTb fBa OTHOCU-
Te/IbHO HeaBHMX 0630PHbIX TEKCTA Ha PYCCKOM A3bike: [5, c. 305; 6, c. 395].
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CoyeTaHWe NPUBbLIYHOIO U YYAECHOIO CTAHOBUTCA OCOBEHHO OLLYTUMBIM,
€C/I MecToM AeNCTBUA BbIbPaHa He HeKas BbIMbIWNEHHAA CTPaHa, onucaHue
KOTOPOW OTCbINAET K AaNEKOMY MPOLLAIOMY, @ HONbLLOW ropoa, UMEIOLMIA AB-
HOe CXOACTBO C TEMW COBPEMEHHbIMU FOPOAAMM, B KOTOPbIX XUBET ayAuTO-
pua — ecnu peyb UAET O NoAXKaHpPe «ropoackoro GaHTesn». U ana NoHAoHUa,
W ONA YeNoBEKa, HMKoraa B BennkobpuTaHum He 6biaslero, ¢ JIOHAOHOM
CBA3aH Lenblii KNybOoK accoumaLmii, 4ToO O4HOBPEMEHHO M OrPaHUYMBAET BO3-
MOYKHOCTW aBTOpa (ropog, JONKEH COXPaHUTb Y3HABAeMOCTb), U AenaeT Bos-
MOXHOW MHOFOYPOBHEBYIO WUFpPy C agpecaTom. Bblbop 3HaKOMOro Kutento
6pPUTAHCKOW CTONMLbBI YHMBEPMAra X3ppoAc B KayecTBe MeCTa, r4e pa3Bopayn-
BaeTca onpefeneHHo «haHTacTUYeCKaa» CLeHa, Npu yCrnewHoW peanmsanmm
3ambic1a M no3abaBuT, U NobyauT BoCNpPUHATL PaHTacTUYecKoe Kak bonee
06blaeHHOE, @ 3HAYUT — U B ONPEAENEHHOM CMbIC/IE B HEFO NOBEPUTDL [7, C.
474-475). HeyauBuTeNbHO, YTO rOPOACKOE G3HTE3M CTa/0 OTAENbHbIM MNpes-
METOM A1 OCMbIC/IEHWA, XOTA Ha AaHHbI MOMEHT UCCNEL0BAHUI Ha 3Ty TEMY
OTHOCWTE/IbHO HEMHOTO. MIHTepec BbI3bIBAIOT U aNenALMN K UCTOPUYECKOMY
npownomy ropoga [8], u ncuxonornyeckuin apdekT cmeleHms paHTacTuYe-
CKOro 1 noscegHesHoro [9, c. 71], 1 B3anmMoaencTBME NOAUITHUYECKOTO Ha-
ceneHusa meranonuca ¢ NpeacTaBUTENs MU HevenoBeyveckux Hapogos [10, c.
12, 18, 23]. Ho B uenom, Kak otme4yaet CtedaH IKMaH, NpU3HAKK 3TOro Noa-
YKaHpa NJ0X0 NoAAATCA BbIAENEHUIO, U TONbKO O4UH U3 HUX, NPU BCEX pas-
nmymax B GopmynMpoBKax, 06beamHAET Bce M3y4eHHble IKMaHOM KOHLEeNLMm
— MpPUCYTCTBME B FOPOAE TOTO, YTO OH Cam Ha3sbiBaeT «He3spumbim» (Unseen)
[11, c. 463]. No3gHee IkmaH B coasTopcTee ¢ Oapu Teinop npeanoxun bonee
MHOTOMepHbIV NOAXOL K nccnenosaHuio. CosfaHue MUPOB BOSMOMKHO OLEHU-
BaTb M KaK aKT TBOPEHUA aBTOPOM, M KaK Pe3ynbTaT YUTaTebCKOM/3pUTENbCKOM
WHTEpNpeTaLyMn, 1 Kak CBOEro poga KOMNUAALMIO TOro, YTO 1 aBTopy, U ayam-
TOPUUN O APYrMX BbIMbIWAEHHbIX MUPAX M3BECTHO. K 3TOM Tpex4yacTHOM CTpyK-
Type IKMaH v Tainop f06aBAAIOT YETBEPTbIN KOMMOHEHT — «KPUTUYECKOEN
WUAW «UCCNenoBaTeNbCKoe» KOHCTpyMpoBaHme mupos (critical world-building)
KaK NpoLecc, B KOTOPbIV BOB/IEYEH YKe UCCAeL0BaATENb, aHAN3UPYIOLLMIA CO3-
AaHHblE APYIMMW NtoabMU Npoun3sesenus [12, c. 18—19]. 3To no3BonsAeT CHATb
npoTMBOpEeUNE MeXAY NO3MLMEN YHEHOTO, U3yYatoLLero aHTacTUYECKMI Hap-
paTuB, NPU3BAHHbIVM NOATANKMBATb ayAUTOPUIO K ONPEeSENeHHON peakumuu, 1
nosuumen NpeacTaBuTens ayamMTopuKn, KOTOpbIi, cieasa 3a NOBECTBOBAHMEM,
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HenocpeacTBEHHO Ha Hero pearnpyeT. CobcTBEHHaA peakuma nccnenosaTens
CTAHOBWUTCA OAHUM M3 OOBEKTOB aHa/M3a, YTO BMNOJIHE COIACYETCA C NOAXO-
fom Kaitya/TogopoBa. MoHATME HE3pMMOro oT4acTy ToXKe OTHOCUTCA K 0bna-
CTU CYBBLEKTUBHOIO — peyb UAET, CKOpee, O FOTOBHOCTW ayAUTOPUMU NPUHATD
HEKMIN 3/1eMeHT NOBECTBOBaHMA B KayecTBe HeBMAMMOro. Ho npu Bceit ceoeit
YHMBEPCANbHOCTU BBEAEHHOE IKMAaHOM NOHATHE HEe3pMMOro oueHb pacnibiB-
4aTo. U KO/Ib CKOPO Mbl PACCMATPUBAEM ETO KaK KPUTUYECKM BaXKHbI NPU3HAK
noaaHpa, 6osee KOHKPETHOE ONUCaHWe CUTyauuii U Gopm, B KOTOPbIX BO3-
MOXHO ABNeHne Hespumoro, npeactaBnaeTca HeObXo0AMMbIM.

MpuvHMMas B LENOM WUCCef0BaTeNbCKUMA Nogxod dKMaHa v Tainop,
CKOHLEHTPUPYEMCA MMEHHO Ha NOWMcKe He3pumoro B CKOHCTPYMPOBAHHbIX
MUpax IOXHOKOPEWCKOro TeNeBU3MOHHOTO GpaHTe3n. Ha 3Tom nyTn Ham npea-
CTOWUT OTBETUTb Ha TPU AOMNONAHWUTENbHbLIX BONPOCA, NMO3BONAIOWMX COCTaBUTD
bonee yeTKoe NPeLCTaBAEHNE O CAMMUX CKOHCTPYMPOBAHHBIX MUPaAX:

— Hackonbko pagukanbHOM TpaHCPOpMaL MM NOABEPraeTcAa COBPEMEH-
HbI Meranonuc, 6yayyumn nomelLeHHbIM B GAHTACTUYECKMI KOHTEKCT?

— Kakum obpasom B Hem B3aMmogelncTaytoT paHTacTMUeckoe M obbl-
AeHHoe?

— HacKonbKo onpeneneHHow BbIMAAUT FpaHULL MeXAY HUMK?

OTBeTbl Ha 3TW BOMPOCHI NO3BOMAT HAM He TOAbKO anpobupoBaTb Noa-
X0, IKMaHa-Taliop Ha HOBOM MaTepuase, HO YTOUHUTb MPU3HAKKM NoAXKaHPa
ropoAcKoro GaHTe3un Kak TakoBoro.

MPOBNEMbI }KAHPOBOTO ONPEAENEHUA ®IHTE3N
B FOXXHOKOPEMCKOM KOHTEKCTE

Bonpoc o npu3HaKax »KaHpa B CyYae C FXKHOKOPENCKUMU cepuanamm-
[lOopamMamu B XKaHpe $p3HTe3n CTOUT 0COBEHHO OCTPO. EAMHCTBEHHbIN 3ameT-
HbIi Ha MEeXAYHAapPOAHOM YPOBHE KOPEMCKUI nccaeaoBaTeb 3TUX Cepuanos
J11 CyH 3 B CBOMX MHOTOYMCAEHHBIX NYBANKALMAX Ha Npobaeme rpaHuL, XKaHpa
He OCTaHaB/MBAETCA: NPEAMETOM M3YYEHUA 414 Hee CTaHOBATCA Npexae Bce-
ro obpasbl HeYeNOBEYECKMX repoeB MOTUBOB, COYETaHME B HUX HaLMOHasb-
HOTO M 106aNbHOTO, a TaKMKe 310604HEBHbIE acCOUMaLLMK, KOTOPbIE OHM MPHU-
3BaHbl MNOPOXAATb Y ayAMTOPUM. A UCTOPUKO-KYALTYpHan cuTyauma HKOxHOM
Kopewu penaet bonee cnoxHOW M 3agauy onpeaeneHus Kputepunes GaHTacTu-
YecKoro AaxKe B CaMOM LUMPOKOM TOJIKOBAaHMM 3TOTO MOHATUA. TaK, B CTpaHe
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[OCTaTOYHO 3aMEeTHOE BAMAHME UMeeT MYCOK — ABJIEHNE, Ha3BaHHOE B pyC-
CKOM fi3blKe WamMaHM3MOM®. M Hanpamyto CBA3aHHaA C HUM Tema ObLLeHUA ¢
AyXxamun noAsnAeTcA B cepuanax AOBObHO YacTo. Hepeako ncnonb3lyeTca u
TEMa pPenHKapHaLuKn, HeNoCPeACTBEHHO CBA3aHHAA C OyaAM3MOM, O4HOW M3
OCHOBHbIX penurnii Pecnybnnkn Kopes. TakKe WMPOKO pacnpocTpaHeHa He-
OKOHYLIMAHCKAA cemeiHan LLepemMoHNa NOMUHOBEHMUA NOKOMHbIX POACTBEH-
HWKOB, KOTOpPas B ONpeseNeHHOM CMbiCie NpeacTaBaseT cobolt KopmaeHue
AyxoB yconwmx®. CNOKHO NOHATbL (Tem bonee — CO CTOPOHBI), B KaKo Mepe
BM3WT K NPodeCccMOoHaNbHON WamaHKe uau otnpasneHne obpsaga noMuHoBe-
HWA OCO3HAKTCA YYACTHMKAMM KaK AaHb TPaAULMM UM MOAE, @ B KaKOM OT-
HOLIEHME K HUM abCONOTHO UCKPEHHEE; B KaKOW cTeneHn H6ecnioTHble ayxu
MOTYT BOCMPUHMMATBCA KaK eCcTecTBeHHas YacTb Mmpa maTepuanbHoro. Kak
3ameyaet Jlem, «TO, YTO ABAAETCA HOPMOTBOPYECKUM (Hanpumep, TabymncTu-
YEeCKMM) CUMBO/IOM AAHHOM KyNbTypbl, TEM CaMbIM 411 €€ YeHOB He ABNAET-
€A HM GAHTACTUYECKMM, HU BbIMbILWAEHHbIMY [4, c. 81]. Mo3Tomy 1 aBTOMATU-
YeCKM NPUUUCAATL BCAKOE NMOBECTBOBaHME, B KOTOPOM 3a4e€MCTBOBaHbI AyXu
YMEPLLMX, K MUCTUKE UK K Gp3HTe3M, KakK 3To genaeT Jin CyH 3 [16, c. 60], Ham
npeacTaBAAETCA HECKO/IbKO NOCNELIHbIM: B KPAaTKO ONMMCAHHOM BbILle KOHTEK-
CTe pa3MbIBaeTCA cama uaes NPoTUBOMNOCTaB/EHUA KeCTECTBEHHOIO» U «CBEP-
XbecTecTBeHHOro». C Apyroi CTOPOHbI, HENPUKAAHHBIN AyX MOXKeT meTadopu-
YeCKU ONNLETBOPATL BaXKHYK AN KOPEMCKOM ayauTopuu A yTpaThl Uam
HapyLlweHWA UAEHTUYHOCTU — Ha TaKOM TO/IKOBaHWMM HacTaueaeT Jn [16, c. 61].

BmecTe c Tem cepuanbHble KaHpbl B Pecnybnnke Kopes cdopmmpoBsa-
JIMCb He 6e3 BANAHUA «3anagHbix» 06pasLLOB, a B NOC/eAHMNE rofbl Cepuabl
HepeaKo COo34aloTcA B COTPYAHWUYECTBE C 3apybeHbIMM NapTHEPaMK U pac-
CUYUTBLIBAIOTCA, MOMUMO BHYTPEHHEN, 1 Ha rnobasnbHyto ayautopuio. Mostomy
MHOTOe B HWX MOMET MOKa3aTbCA MPOCTbIM BOCMPOM3BEAEHMEM MoAenem
WMHTEPHALMOHANBLHOIO XapaKTepa. A cama BM3yasibHaA MapKUMpOBKa cepua-
nos-¢aHTe3M BbipaxkeHa B KOxHoOI Kopee oueHb €1abo: aaxe ecamn geincreme
OTHOCUTCA K YC/IOBHOMY MPOLUNOMY, NMEPCOHANKM M aHTypaXK B Lesom byayT
NPUMEPHO TaKMMMU Ke, KaK ecu Bbl peyb LWaa 0 NOBECTBOBAHUM YNCTO UCTO-

0 KopencKoM WamaHu3me cMm., Hanpumep [13, 14]

 NoapobHoe onucaHMe COBPeMEHHbIX Bepcuit obpaga cm.: [15, c. 121-130]. AsTop npu 3Tom
npeAanaraet BOCMPUHUMATL 06pAA HE KaK «MOKIOHEHWEe MA0NAMY, HO KaK peanvsaLmio KoHGyLm-
aHCKoro npuHumna bnarogapHoctn npegkam [15, c. 120].
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PUYECKOM, ecnu e 3To obpasel, COBPeMEHHOTO rOPOACKOro GpaHTe3n — nep-
COHAXXM M ByAyT BbINALETb KaK HalM COBPeMEHHWKWU. Ocobblli rpum uam
KOCTIOM MOTYT MONAraTbCs TONbKO MEPCOHAXKY-000POTHIO UAM MPU3PAKY, HO
[axKe 3T0 3pUTeNto He rapaHTUpoBaHo. K Tomy e 1 B cepuane, GopmanbHo
HWKAKOTO OTHOWEHUA HU K GIHTE3N, HU K MUCTUKE HE MMEIOLEM, BMNONHE
MOYKET 0bHapYXUTbCA OTAENbHAA AeTaNb, KOTOPAA KaK ByATO NpUHAANEKUT
cdepe «daHTacTUUECKOrO»’. ITOT CNIOMKHbIV KOHTEKCT Mbl 0653aHbI Y4MTLIBATD,
pa3bupasn HalM OCHOBHblE NCTOYHMKM — ABA cepuana, «TOKKabu» n «Xgato-
rM», oTBEYatoLWme cneaytowemy Habopy Kputepues:

— BPEMs UX AeWCTBUA — HaLlKW OHU;

— OCHOBHOe MecTo aeicTeua — Ceyn;

— Ha/NYMe cpesm LEeHTPasIbHbIX NEPCOHANKEW NOAEN U HeYeNoBeveCKnX
CYLLECTB, CBOMM MPOUCXOKAEHNEM CBA3AHHBIX C MUDOM AU GONBKNOPOM;

— 0coban Npupoaa HeYeOBEYECKMX CYLLECTB ABNAETCA BaXKHbIM CHOXKe-
TOO6PA3YIOWMM 31EMEHTOM;

— BHelWHe o06pasbl TaKMX MEePCOHAXKEN MaKCUMANbHO MNPUBAMNKEHDI
K 0bpasam nepcoHaxen-nogei. B ycnosusx, Koraa nepcoHaXM v OCHOBHan
CIOXKETHasA NINHUA NPAMO 3asBAAIOT O CBOEW MPUYACTHOCTU K paHTacTUYeCKo-
MY, HO BM3yas/IbHO MOBECTBOBAHMA PUCKYIOT CAENATHCA M3NLWHE CXOMUMM C
cepuanamm, HUKaKoro OTHOLIEHUA K GaHTAaCTUYECKOMY HE MMEIOLWMMM, POb
BTOPUYHOIO MMpa CTaHOBUTCA 0COBEHHO 3HAUUTE/IbHOW.

ObbeanHsaeT oba cepuana U coyeTaHMe KOMMYECKOro, MefogpamaTtu-
YeCKOro M Tparnyeckoro B eMHOM MOBECTBOBaHMU. TaKoe coyeTaHNe MOXKHO
Ha3BaTb O4HUM U3 XapaKTePHbIX MPU3HAKOB KOPEMCKOM Aopambl BOObLLE, HO
B JAHHOM C/ly4ae OHO NposBAseT ceba oYeHb APKO.

7 Hanpumep, B «Xopollem [OKTOpe», PaccKasbiBalolem O MONOAOM-XMUPYPre C ayTUCTUYECKUM
paccTpOWCTBOM, eCTb CLieHa, KOTOPYO BO3MOXKHO TPAKTOBATb KaK ABJIEHWE [NaBHOMY repoio yxa
€ro noKoiHoro 6paTa; KpPome TOro, repoio ABaXKAbl CHATCA CHbl, NPeABELLAIOLLME CNepBa yXyALle-
HUe COCTOAHMA AEBOYKM-MALMEHTKM, @ 3aTeM — ee CKOpoe BbI30poB/eHMe. B LeHTpe cloxeTa
ncTopuyeckoro cepuana (carbika) «flepeso ¢ My6oKMMU KOPHAMMU» — CO3AaHMUE HALMOHANbHOM
Kopelickol cucTembl nucbma B XV B. M 6opbba 3a BHepeHWe HOBOTo andaBuTa, HO OAWH U3 BTOPO-
CTeMNeHHbIX NepPCOHaXKeN NPenofHOCUTCA Kak, BO3MOXKHO, HeYenoBeyeckoe co3aaHuve. M B 06omnx
cnyyasx Bbl6OP MHTEPNpPETALIMK OCTaBAAETCA 3pUTENIO.
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KOHCTPYWUPOBAHWE rOPOJA B JOPAME

MocKoNbKy NPOU3BOACTBO cepuanoB NnoctaBneHo B Pecnybavke Kopes
Ha LMPOKYK HOTYy, ANA CbeMOK MOBECTBOBAHWUIA C UCTOPUYECKMM YKIOHOM
6blIM NOCTPOEHbI MOYTU HacToAWME ropoda-AeKkopaumu. MNpuHagnexawmi
komnaHuam KBS u MBC napK Xan4yoH BOCNPOM3BOAMT aHTYpaXK pasin4HbIX
nepuoaoB XX B., @ CbeMKM YANUHBIX CLUEH U3 BpemeH 6osee paHHUX 4YacTo
npoucxogaT B napke MBC TauaHrbiM. Tak uTo Ceyn NpOLWbIX 1T MOXKET BbiTb
CHAT A0BO/bHO AaNeKo OT cTonuubl. Ho ecan mecto geicTBuMA — COBPeMeH-
HbIM rOpoA, B CbEMOYHbIE NOKALMM NPEBPALLAIOTCA YKe HaCcToALLME YAULb,
Mo KOTOPbIM X0AAT ByayLune 3puTeNnu, v 3a4aHns, KOTopble OHM nocewatoT. Ha
3KpaHax, TakKMm 06pa3om, NOABAAIOTCA 3HAKOMblE ayaUTOPUM MECTa, U y3-
HaBaHWe WX NOPOoXAAeT ABOMHON 3QGEKT (TOT Ke, YTO M B C/yyae C MOJHO-
MEeTPaXKHbIMM KapTUHAMM): NMPOUCXOAALLEE B CEpPUANe HAUYMHAET OLLYLLATbHCA
Kak bonee «nNogAMHHOE», HO NMPM 3TOM CaMa JIOKaLUWA B KaKOW-TO CTEMNEHM
OTYYXKAAETCA OT peanbHOCTW 3putens. lMpu 3TOM ropoacKoe NPOCTPaHCTBO
npetepnesaeT U onpeaeneHHy TpaHcGopmaLmio: HacTb FOPoAa MOXKeET BbiTb
nepecobpaHa 6e3 yyeTa pacCcToAHUA MeXAy 06beKTaMM U UX B3aUMHOIO pac-
NOIOXKEHUA Ha KapTe; cepuasibHblii ropog, BoobLLe MOXKeT 6biTb MCKYCCTBEHHO
COCTaB/IeH U3 pparMeHTOB HECKONbKUX ropogos. Tak, B cepuane «Bocnomu-
HaHuA 06 Anbrambpe» (2018-2019) ana co3aaHMA aKpaHHOM MpaHagpl YacTb
YINYHBIX CLeH cHMManacb B bapcenoHe, *upoHe, lase, n gaxke B byganewre
n NiobnsHe. Kpome Toro, u oTAENbHOMY 34aHWUIO, U LLeION YAULE MOXKET bbITb
NPUCBOEH HOBbIM cTaTyC. B cepuane «Tokkebu» 34aHMe, pacnoNoXKeHHoe Ha
TEPPUTOPUYM CEYNIbCKOTO }KEHCKOTOo YHMUBepcUTeTa [JOKCOH, CTAaHOBMTCA OMOM
FNaBHOTO repos, a Ha MOCTY Y CTaHUMKM MoHAan Nog, BUAOM YAMUYHOM TOPTOBKM
BOCCEAET XKeHcKoe boxecTBo CaMLUMH, B «XBalorM» BHYTPEHHee NpocTpaH-
CTBO 3HaMeHUTOW BmbanoTtekn «Jlec myapoctm» B Magxy npespaliaeTca B
6e3biMAHHOEe mMecTo 0buTaHuMA 31010 Ayxa. HakoHeL, NCnonb3oBaHME OAHUX
M TeX e y3HaBaeMbIX JIOKALMI1 CBA3bIBAET MeX Ay CObOW pasHble cepuanbl 3a
CYET BO3HUKAIOLWMX Y ayAUTOpPUM accoumaumin. Ana 3puTtens npeactasieHHbIN
Ha 9KpaHe B AaHHbI1 MOMEHT BpemeHu dacas, 34aHUA MOXKET CAYKUTb Hano-
MWHaHWEM 0 bonee paHHWUX fopamax, Tak YTO 3KPaHHbIN ropod npuobpeTtaert
CBOEro pofa MHOToCN0MHOCTb. KcTath, B ciyvae ¢ «ToKKabu» u «XBatorm» asa
TaKMX COBMaAeHMA ecTb, XOTA OHM He BpocatoTca B rasaé. U B obownx cepua-

8 B 060Mx cepuanax ectb CLEHbl, CHATbIE B KYNbTYPHOM LieHTpe Cabutcom v B BalwHe NEAT.
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Nax NOABAAETCA NMLIEHHbIW TOYHOrO aApeca, HO Ype3Bbl4aliHO Y3HaBaeMbIN
06bEKT — NPUMUTUBHbIN YIUYHBIN 6ap Nog BPpEMEHHbIM TEHTOM (Yalle BCcero
OpPaHKeBbIM), MECTO A1 HEBECE/bIX PAa3AyMUIA U OTKPOBEHHbIX PAa3roBOpPOB;
HalTU KOpPEWCKMI cepuan, B KOTOPOM TaKas OpaH)KeBas Masnatka He ¢urypu-
pyeT BoBCe, byAeT AOCTAaTOYHO CNOXKHO. TakMm 06pasom, ropog, B cepuane 3a-
BELOMO HE MOMKET PaCcCMaTPMBATLCA KaK 3epKaibHOE OTPaXKeHWe HaCcToALLEro
W, BHE 3aBUCMMOCTM OT XaHpa, Bceraa npeacrasnser coboit CKOHCTPYMPOBaH-
HOe NPOCTPaHCTBO. Halle e BHUMaHWe HalleNeHo B NepByto oyepeab Ha Ao-
NosIHUTENbHbIE NEPEMEHbI, Mponcxoaawme ¢ 60bWKUM FOpPoaoM, MO yAULLAM
KOTOPOro PacxakMBatoT HeYeNoBEYECKME CyLLLecTBa.

rFOPOACKOE NPOCTPAHCTBO KAK MPOCTPAHCTBO ®AHTACTUYECKOE
B CEPUANAX «TOKK3BM» U «XBAKOTU»
Cepuan «ToKK36M» (Puc. 1), TaKKe U3BECTHbIN PYCCKOA3bIYHBIM MOK/IOH-
HWKam Jopam Kak «[o06anH» unm «emoH»®, BbIXogua Ha KabenbHoMm Teneka-
Hane tvN co 2 gekabpsa 2016 no 21 sHBapa 2017 rr. v cTan HacTOALMM XMTOM™,

NS

L

.

)

Puc. 1. MocTep cepuana «Tokkabu» (TenekaHan tvN, 2016-2017).
Fig. 1. Dokkeabi TV series poster (tvN cable network, 2016-2017).

° OpuruHanbHoe Ha3BaHue cepuana — &£ 5t 10 EHEHSH#-TIHH| — nepesogutca npumepHo

Kak «OAMHOKOe U custoLee 6oxecTBO — TOKKIO6U».

0 AgTop cueHapua — Kum bl Cyk, peskuccep — Jn bln Bok, B masHbix ponsx loH O, Kum o
blH, /ln [JoH YK. 3pUTeNbCKUIt PEUTUHT 3aKOUUTENbHON CepUM JOCTUT NoYTU 21%, 4TO CTano Ha
TOT MOMEHT PEKOPAOM AN KabenbHOro TeneBuaeHUA CTPaHbl; 3TOT PEKOPZA Cepuan yaepKuean
OKONO ABYX NeT.

% UcToyHUMK m3o6paxkenna cm.: URL http://program.tving.com/tvn/dokebi/14/Board/View?b_
seq=8
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TOKK36M — BecbMa KONOPUTHBIN U NWb YC/IOBHO aHTPOMOMOPdHbIN
nepcoHak Kopenckoro GosbKIopa, CNOCOOHbIN NPOHMKATL Yepes Ntobyto npe-
rpasy, No OTHOLEHMIO K NIOAAM B OCHOBHOM He BPaXKAEOHbIN, HO CKIOHHBIN K
pasHoro poga npoaenkam!?. MNasHbI repoit cepuana — CUAbHO POMAHTU3U-
pOBaHHasA BEPCUA TOKKIOM, a CIOXKET NpeacTaBaseT coboli BapuaLmio Ha Temy
nob6sm 6eCCMepPTHOro U CMepTHOM. B cLieHapuK ecTb ABe BPEMEHHbIE IMHUMK:
b6onee NaKOHMYHAA, PacCKasblBaloLWan O Aa/NIEKOM MPOLUIOM, KOr4a FaBHbIN
repon 6bin1 YenoBekom No MMeHU Kum LLIKH, 1 OCHOBHas, NOCBSALLEHHAs ero
YKM3HU B HALUW AHW. UTaK, YTO Ke MOTyT YBUAETb 3pUTENN B 3TOW gopame, Nno-
MMUMO UCTOPUYECKUX AEKOPALMIA U COBPEMEHHOIO KOPEMCKOro ropoaa, a Tak-
e KpPaTKMX CLeH B coBpeMeHHOM e Keebeke? MpucytcteyeT m 3aech He-
3pMMOe 1 ecan Aa, TO Kak OHO CBA3AaHO C MMPOM OCHOBHbIM?

Ha aKkpaHe nepeg 3puTensimv npeacTaeTt no NPeMMyLLEeCTBY «peasibHbIn»
MUP, HaceNeHHbIN «0BbIYHbIMWU» NtoAbMU. TONIbKO B O4HOM cepun durypupyet
CBOEro pofa HeonpeaeneHHoe MeXAYMUPbE, B KOTOPOM BansKe K duHany Bbl-
HY)KAEH NPOBECTU HEKOTOPOE BPeMs IaBHbIV repoit (cep. 14). Cam mexaHu3am
nonagaHua B MeXaymupbe OT 3pUTENsA CKPbIT, BbIOPaTbCA OTTYAa CaMoCTos-
TenbHOo Kum LLUMH He MOXKEeT, HO CO CTOPOHbI OCHOBHOMO MMpa rpaHuLa npo-
HULL@eMa — HY}KHO L, YTOObI repos NpaBuIbHbIM 06pa3om No3Bana K cebe
repouHs. BusyanbHO mexaymupbe npeactaBaset cobo To M NYCTbIHIO nec-
YaHY, TO 1N NYCTbIHIO CHEXKHYIO, TO M Beper CMAbHO BCNEHMBLLErOCA MOPS,
TO M 061akKa. Ho Tam, Kak HU CTPaHHO, eCTb HAMEK Ha PaCTUTENbHOCTb: B Kaap
nonagatoT IMLLEHHbIE INCTBbI KYCTbl; HAa HECKO/IbKO MTHOBEHUI Kamepa OUK-
CUPYETCA Ha KPYMHOM MaHe 3acoXLero YepHOro PacTeHUsA, KOTOPOE BHELLHE
OTYET/IMBO HAaMOMMUHAET NonyobneTeBWNA OAYyBaHUMK; TAKON OfLyBaHUYMK dU-
TYPUPYET B BaXKHbIX «3EMHbIX» CLLEHAX MEXAY [M1aBHbIMU FrEPOEM U FEPOUHEN.
TakMM 06pasom, MexayMUPbe, B KOTOPOM JaXKe BepxoBHOe H0KecTBO 3TOro
BbIMbILLEHHOTO MMPa YTPAYMBAET CBOIO BNACTb, COAEPKUT B cebe AeTanu, Ko-
nupytoLlmne HeYTo U3 MMPa OCHOBHOTO, @ B OAHOM C/ly4ae Mbl UMEEeM AeNo
AaXKe C ABHOM BM3ya/ibHOW LMUTATON.

Byayun TOKKa6K, Kum LLIMH obnasaet cnocobHOCTbIO MIHOBEHHO nepe-
HOCUTbCA C MEeCTa Ha MecTo, B TOM YMC/Ie U Ha APYrol KOHTUHEHT. Ho y Hero
ecTb tobrumoe yoexuie Ans yeAMHEHUA U OTAbIXxa — Y NOAA LBETyLEeN rpe-

2 MoapobHoe onucaHue Tokkabu cm.: [17, c. 544].
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ynxu (Puc. 2). 9To none Bcerga BbIMNAAUT OOMHAKOBO: OCHOBHAsA YacTb Aei-
CTBUA CEpPMana NPoUCXoAMUT OCEHbIO M 3UMOM, HO BHE 3aBUCMMOCTM OT CE30Ha
unn noroasl B Ceyne none Bcerga UBETET, U HEOO HaZ HUM ACHOE, MEHSAETCA
TaMm TO/IbKO BPEMSA CYTOK. [epoit NpoXoauT Tyaa Yepes OfHY U Ty e ABepb —
CO CTOPOHbI NOAA 3TO ABEpb Pa3Ba/iMH Ma/ieHbKOro AepeBAHHOro capas, oT
KOTOPOro OoCTanachb TONbKO OAHa BeTxas cTeHa. B Ceyne e 3T0 MOXeET 6biTb
ABepb cobcTBeHHOro goma Kum LLnHa, HO KaK TO/IbKO OH nepecTynaer nopor,
BHYTPEHHAA YacTb CTEHbl AOMA TOXE MPEeBPaALLAETCA B CTEHy capas; To ecTb
[OM B NPOCTPAHCTBE FPeYNLIHOro nons Guanyeckm otcytcrTeyet. OAHaKo Kor-
[la Ha nosie HaCTynaeT Beyep, U3 ABepU capan NPOCaYMBAETCA INEKTPUYECKUI
CBET, UCXOAALLMI, BUAMMO, U3 NPUXoKen aoma. CyliecTByeT M 3TO MecTo
rae-To Ha 3eMHOM lwape!®, MOXHO M NOAOUTM K pa3BaiMHam capas C Apy-
roli CTOPOHbI, eCTb N TyAa AOCTYN CAYYalHbIM NHOAAM U CO3A4aHUAM, NoA06-
HbIM T1TaBHOMY Fepo — 3TW BONPOCHI OCTatoTca 6e3 oTBeTa. HeAacHO TaKxke,
CaM N1 rNaBHbIV repoit co3gan ana ceba 3ToT yronok, TpaHchopMMUpPOBaB Nnog,
CBOW BKyCbl GpparmeHT peanbHoro mupa: Kum LLnH obnapgaer onpegeneHHoM
BNACTblO Haj, NOrofioi, U, BOSMOXKHO, CNOCOBEH YCTPOUTb JIOKa/IbHYIO BEUYHYIO
BecHYy. TOYHO M3BECTHO /IMLLb, YTO BC/EA, 3a repoemM Yepes ABepb capas MOMKeT
NPOWTU reponHa, Ho Koraa Kum LLIMH paam sKkcnepumeHTa nbiTaeTcA NpoBecTu
c coboli Tyaa elLe 04HO HevesoBeYecKoe cylecTtso — MpayHoro HHeua', 6o-
Nlee N3BECTHOrO NEPCOHAXKa BOCTOYHO-a3MaTCKON MUBONOrMK, TO 3Ta NONbITKA
yCnexom He yBeHYMBaetca (cep. 2).

Puc. 2. Kagpbl 13 cepmana «Tokkabu» (TenekaHan tvN, 2016-2017)*
Fig. 2. Screen captures from Dokkeabi TV series (tvN cable network, 2016-2017).

3 CbeMKM NPOUCXOANN B AOBO/IbHO M3BECTHOM MeCTe — Ha depme XarsoH, HO Bceraa LgeTyluee
nose, BCerga Xopollas Noroga M OTCYTCTBUE JitoAei NpeobpasyioT 3To NOMyAAPHYIO A0CTONPU-
MeYaTeNbHOCTb B HOBOE MPOCTPAHCTBO, INLLb BHELIHE BOCNPOU3BOAALLEE 3HAKOMYHO KOPerCcKom
ayauTOpUM NOoKaLMIO.

4 Ctporo rosops, MpauHbiit HeL, (Grim Reaper) — 3T0 NpUHATbIN Y 3anafHbIX NOKNOHHUKOB A0-
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Y MpauHoro Heua B Ceyne ectb pabota — OH cobupaeT aylu ymep-
LUINX U MPUBOAMUT B MANEHbKYIO CBOAYATYIO KOMHATKY, e CTaBUT UX B U3BECT-
HOCTb OTHOCMUTE/IBHO MX 3arpoBHOro yAena, BbICAYLIMBAET UX NOCAELHUE Ke-
NaHuA 1 3aBapuBaeT Ana besrpeLHbIX Ayw ocobblit Yail, Aapytowmnii 3abBeHne
CBOEW TONbKO YTO 3aKOHYEHHOM XU3HM (YTO rapaHTUPYET AYLIEBHbIN MOKOK B
cnegyloweli MHKapHaumu). CueHa npuema oyepeaHoi AylWwn B 3TOM KOMHaTe
BOCMPOU3BOAUTCA B CEpUasie He pa3 — B YaCTHOCTK, KHew, opraHM3yeT B Hell
KpaTKoe CBUAAHME /1A Ayl CTapyLWKM U CTapuKa U3, COOTBETCTBEHHO, KOXKHOM
n CeBepHoli Kopew, cBMAaHME, KOTOPOE A0/KHO BblI0 COCTOATLCA MHOTO NIEeT
Has3af, HO CTa/I0 HEBO3MOXKHbIM U3-33 BOMHbI. B 3aBepLuieHnn nepBoro us Ta-
KUX 3MM30408 KHew, NOMbIB YallKy U3-Mog, 4as, BbIXOAMT C HeW B coceaHee
NMoMeLLeHNE, U OHO, PAcMONOXKEHHOE NepneHANKYNAPHO NepBOM KOMHaTKE,
OKa3blBAETCA HEOKMAAHHO OFPOMHBIM, CTEHbI €70 YXOAAT KyAa-TO B 6eCKOHeu-
HOCTb, W BCA MX NOBEPXHOCTb — 3TO BECUMCIIEHHDbIE AYEWKM, B KOTOPbLIX CTOAT
TaKMe e YawKu. UTaK, B 3ToM nepBom anusoae KHew, 3akaH4YMBaeT paborTy,
cobuMpaeTca yxo4uTb U yXKe HafeBaeT LWAANY, HO TYyT 3aMevyaeT B OKHO Npo-
XOAALLEro MMMO 3HAaKoMoro — Kum LLunHa. ToT ToxKe BMAUT KHeua BHYTPY,
M OHM Aaxke 0OMEHMBAKOTCA CKBO3b CTEKNO KOPOTKMMU pennkamu. OaHako
KOr4a Kamepa MOKasblBaeT 3Ty CLEHY CO CTOPOHbI Y/ULLbl, CTAHOBUTCA ACHO,
YTO [NaBHbIM repoi BCe 3TO BPeMA CTOAN Nepes, INyXo KaMeHHOM orpasoi
napkal® — c apyrolt ee cTopoHbl nogHMMatoTcs Aepesbs (Puc. 3). Jaxe ma-
NEHbKOW KOMHaTe AN1A «4aenuTuii» NoOMecTUTbCA B 3TOW orpage onpeseneHHo
Herae, He roBops YK 06 OrpOMHOM 3ane: OH A0/KeH Bbln 6bl pacnonaraTbea
nonepek achasbTMPOBAHHON AOPOrM, MO KOTOPOW BCKOPE MPOLOMKMUT CBOM
NyTb r1aBHbIN repoit. Taknum obpasom, B Ceyne ectb MecTo, OTKYAA AyLUM OT-
NPaBNAIOTCA B CBOE NOCNeAHee NyTelwecTBUE, HO HA KapTe ropoaa OHo He 060-
3HA4YeHO, M NPOXOXKME, HUYETro He NOLO3PEBAA, MPOXOAAT AAKE HE MUMO HEro,
HO CKBO3b Hero.

Kak 1 mexaymupbe, v rpednwHoe nose, «paboyee mecto» MpayHoro
KHeua nmeeT onpesieNieHHble YepTbl CXOACTBA C PeasibHOCTbIO 3TOF0 cepuana
(v peanbHOCTbIO ayanTOpPUM): NepBan KOMHaTa UMEET O4eHb OBbIAEHHBIN BUA,

pam nepeBof CN0BOCOYETAHUA & ARRL MepeBoga, Kak Ha Tom HacTaueaeT Jn [16, c. 66], ao-
BOJIbHO HETOYHbIi; MO CYTM 3TO, CKopee, «MOCNaHHUK TOro CBeTa»,

5 UcTouHMK mn3obpaxkenmna cm.: URL: https://www.viki.com/tv/31706c-guardian-the-lonely-and-
great-god

6370 orpaga ABOPLOBOro KOMMaekca TOKCYyryH — MecTo BeCbMa y3HaBaemoe.
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Tam CTOAT CTO/ U CTy/bsA, TaM eCTb Aaxke TeEPMUHAA ANA BblAAYM TASIOHUYMKOB
3NEKTPOHHOI o4Yepeam Ayluiam, MeyTaloLWMM PEMHKAPHMPOBATb B 06/1MKe, Ha-
npumep, Kako-HMbyab KPacMBOW aKTPUCHI.

Puc. 3. Kagpbl 13 cepmana «Tokkabu» (tenekaHan tvN, 2016-2017)"".
Fig. 3. Screen captures from Dokkeabi TV series (tvN cable network, 2016-2017).

Ho npu 3TOM BCTPOEHbI 3TM KOMHATbI B OKPY»KaloLLMiA YCIOBHO-MaTepH-
aNbHbIN MUP [JOCTAaTOYHO cneundryeckum 06pasom — OHU U B HEM, U BHe
ero. Ana Kum LLUunHa, KcTaTi, NPOHUKHOBEHME Ha pabodyee mecto HHeua He
COCTaBNfAET TPYLA, YTO NPU ero CNocobHOCTAX yaMBAEHUA He Bbi3biBaeT®. Ho
npu 3TOM B cepuaje He BU3yann3npyeTca npoLecc Bxoaa B 310 ocoboe mecto
W3BHE: BU3MTep BCeraa NnoABAAETCA yXKe BHYTPM KOMHaTbI. Tak YTO cama rpaHu-
La MeXy OCHOBHbIM MMPOM W AOMONHAOWUMM €ro MPOCTPAHCTBAMM B 3TOM
cepuane nNpeacTaeT NpeaesibHO HEYETKOW.

Cepuan «Xsatorn»*® (Puc. 4) unm «Kopeiickaa Oanccen» (OH BbIXoauA C
23 nekabps 2017 no 4 mapTa 2018 1., 1 0AHOBPEMEHHO TPAHC/IMPOBAAN Ha Ka-

7 UcTouHnK nsobpaskenms cm.: URL: https://www.viki.com/tv/31706c-guardian-the-lonely-and-
great-god

18 Ho B feBATON Cepuu Tyaa CnyyaitHO mMonagaeT U oBblYHbIN KUBOW yenosek. B cepuane ectb
eLe npyumepbl NomeLLeHui 06bI4eHHOTO BUAA, MOCELLAEMbIX HEYEIOBEUECKMMM CYLLECTBAMU —
KHVXXHbIM MarasuH 1 6ap, o HUx nogpobHee cm.: [18, c. 293].

19 PycCKOA3bIYHOMY 3PUTENIO CEpUan M3BECTEH MO STUM Ha3BaHWEM, NPEeACTaBAAWMM cOBOo
TPaHCKPUNLMIO opurnHanbHoro — 2FF 7|, Ero MoxHO NpumepHO NepeBecT Kak «YanBUTENbHOE
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Hane tvN u BbiknaabiBanu Ha nnatpopme Netflix) 3putenbckoro ycnexa «Tok-
K361» 3TOT cepman He NOBTOPWU, HO CTaN LOCTAaTOYHO APKUM ABNEHUEM. «XBa-
IorM» npeacTasnfeT cobov BapuaLMio HA Temy KNaCCUYECKOro KUTaMCKOro
pomaHa «lMyTewecTBne Ha 3anaa», NepPCOHAXKM KOTOPOro TOXKe 060CHOBANNCH
B coBpemeHHOM Ceynie: cpean HUX eCTb M 3TAZIOHHBIN TPUKCTEpP, BoXKecTBO-
ob6e3baHa CyHb YKYH, KoTopblii 3aeck 308eTcs CoH O foHOM, 1 AeMOH-6bIK, No-
NYYMBLUMIA MMs Ma BaH, 1 MOHaXx, KOTOPbIM Ha celi pas ABU/ICA B MUP B 06/1MKe
KEHLWMHbI No uMmeHn YnH CoH Mu. Takaa cmeHa nona noHagobunacs A Toro,
YTOObI 1 B 3TOM CHOXKETE NOABUIACL NOCTOAHHAA NOOOBHAA IMHUA MeXAyY Cy-
LEeCcTBaMM PasIMYHOM NPUPOAbI, U TPUKCTEPY NPULLINOCH Bbl BLICTYMUTL B POAK
POMaHTMYECKOTO repos.

2| ofort

1vN E2=210

Puc. 4. MocTep cepnana «XBatorm» (Tenekanan tvN, 2017-2018)%.
Fig. 4. Hwayugi TV series poster (tvN cable network, 2017-2018).

nyTewecrtsue». Mpu sTom Bce AelicTBMe pa3BopaunBaeTca B Ceyne U €ro OKPecTHOCTAX, ULLb B
nocnefHWe MUHyTbl 3akntounTenbHoi cepum CoH O TOH peluaeT NoceTUTb 3arpobHoe LapcTBo,
KyAa W Bble3xaeT Ha aBTomobune. Hag cepmanom paboTanu cLeHapuCTKU-cecTpbl XOH YxKoH UH
1 XoH My PaH, a Takxe pexuccep Mak XoH [éH. TaBHble poau ncnoaHnam Jin CoiH T, O EH Co 1
Yxa CblH BoH.

2 WctouHnK msobpaxenuns cm.: URL: http://program.tving.com/tvn/akoreanodyssey/3/Board/
View?page=4&b_seq=17
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3auMH y cepuana BblAEPHKAH B AyXe BOALWEBHOW CKasKW, HO He3pumoe
[OMNONHUTENbHOE NMPOCTPAHCTBO NOABAAETCA YKE B HEM, B MEPBOM e cepun.
ManeHbkan YnH CoH MU BCTpeyaeT CTPaHHOTO YenoBeka (MOTOM Mbl Y3HAeEM,
41O 3T0 Ma BaH), KOTOPbIN NPOCUT ee CXOAWUTb B HEKMIM AOM U MPUHECTU emy
0TTyAa Beep, 0bellan B3aMeH BPYYMTb ei BONLLEOHBIN 30HT. BolTK B 3TOT oM
MOXKEeT TONIbKO Yenosek, Ma BaH ke uenosekom He asnsaetca. [na noaei gom
HeBuamm, Ho YnH CoH Mu HageneHa fapom BMAETb NPU3paKos, nosTtomy Ma
BaH HaaeeTcA, 4TO M AOM OT Hee He cKpoeTcA. JJoroBop mexay AEBOYKOM U
AEMOHOM-ObIKOM COAEPKUT B cebe M TUMMYHBIN CKAa30YHbIN 3anpeT: B AOoMe
[E€BOYKA He J0/IKHA HU C KeM roBopuTb. [0 NyTK AeBoYKa NOAHMMAETCA B ropy
N MUHYEeT KamMeHHble CTaTyu JO0BO/MbHO APEBHEro B1Aa, HO cam J0M BblrNA-
AT coBpemeHHbIM. Ha3BaTb JIOMOM 3TO COOPYKeHUe, BMPOYEM, CI0XKHO: 3TO
MafieHbKasA NPAMOYrosibHaA NoCcTPolika, NPUAENUBLUAACA K CKa/le U NPOCBeYu-
BAlOLLLAA HACKBO3b, TAK KaK ee CTeHbl COCTOAT B OCHOBHOM W3 CTekna. Ho us-
HYTPY AOM BbIrALUT COBEPLUIEHHO MHAYe — B HEM HET OKOH, U ero ocseLatoT
TONbKO YCTaHOBAEHHbIE NOBCIOAY CBEYM, OH ABHO NPOCTOPHEE, Yem Kasancs, u
BHYTPEHHAA KOHOUIYPaUUA y HEro O4eHb CTPaHHaA. [paKTUYeCcKn HEBO3MOMK-
HO OnpeaenuTb, KAKOMY BPEMEHM, KaKOW YaCTU CBETA, KAKOMY CTUIHO MOKET
NnpuUHag/aexaTb 06CTaHOBKA AOMa — MOMHO JLWb OTMETUTb, YTO TaM OYEHb
MHOFO CTYy/1beB, NPUYEM ABHO 3anagHoro obpasua. BoiacHAeTcA, 4To ropa, Ha
KOTOPYIO AeBOYKa nogHMManace — 370 lfopa MNatn CTMxMii, n B 3araso4HOM
Z[oMe BOT yxke 60oblue NATU COTeH ieT oTObIBaEeT 3akatoveHme CoH O ToH. Pas-
YyMeeTcA, OH NPOBOLIMPYET AeBOYKY Ha pa3roBop u obmaHom ybexkaaeT ee no-
TYWWTb 0COBEHHbIe NATb CBEYEN, OFOHb KOTOPbIX YAEPKMUBAET ero BHYTpU. Kak
TO/MbKO CBEYM NOTYLIEHbI, MPOCTPAHCTBO HAaYMHAET CTPEMUTENbHO MEHATbLCA:
[OM MCYe3aEeT, MCYE3aeT M caMa ropa, W BOT yxKe 06a NepcoHarka CTOAT Ha paB-
HWHe cpeau cyxol Tpasbl. besycnosHo, fopa MNaTM CTUXMII UMeeT NoNHoe Npa-
BO NepenT! N3 MaTepmnanbHOro B HEMaTepPMabHOE COCTOAHME, HO U BHELLHW,
W BHYTPEHHWI BMA, y3uauLa, B KoTopom copepanu CoH O loHa, B 3HaunTeNb-
HO CTeNeHW OTparkanu apxMTEKTYpy U MebANPOBKY U3 MUPA NtO4EN, NpUYem
[aXKe He TOro BpeMeHM, Korga HakasaHue 6bl10 HasHayYeHo.

MepcoHarkew, Bblwealwmx us «lyTewecTsmsa Ha 3anag» B 3TOM cepuane
HEMANo, N B OCHOBHOM OHM HENI0X0 ocBonanch B XXI B. Y HUX eCTb Yyenose-
Yyeckne npodeccumn, OHM KMUBYT B OBObIYHbIX AOMAX, NO/b3YHOTCA MOOUABbHOM
CBA3bIO, @ OAMH U3 HWUX BNAZEEeT KOMMaHWEN, B KOTOPOIN, HECMOTPA Ha U3Mme-

HAYKA TENIEBUAEHUA Ne 16.2, 2020 85 THE ART AND SCIENCE OF TELEVISION



HeHHoe Ha3BaHMe, y3Haetca CamcyHr. JemoH-6bik Ma BaH paboTaeT B Tene-
LIOY Y OAHOBPEMEHHO BO3I/1aBNAET areHTCTBO, KOTOPOE BMOJIHE NPO3PaYHbIM
obpasom HasbiBaetca Jlioundep IHTEpTENHMEHT. KNMEHTbI areHTcTBa — Cy-
LLeCcTBa HeYyenoBeyeckne, HoO pacnonaraeTca OHO B 0O6bIYHOM COBPEMEHHOM
3gaHuK. Y CoH O loHa B Ceyie NOCTOAHHOM paboTbl 1 COBCTBEHHOO AOMa HET,
HO eCTb MECTO, r4e OH PeryaapHo bbiBaeT — HeYTo Bpoge 60/1bWOro 3MMHero
caga; [0 Nopbl ayaUTOPUS MMEET OCHOBaHMA nonaratb, 4to CoH O loH 06to-
60Ban A1A cebs KaKyr-TO U3 CTONIMYHBIX OpaHKepei. Ho nosaHee cTaHOBUTCA
W3BECTHO, YTO C 3TUM 3UMHUM CagoM coobuiaeTca TalHas newepa CoH O loHa
(M3HYTPKM OHA, NO 3ameyvaHuto reporHK, bonblue noxoxa Ha 6ap, u Bnagenel,
XPaHWUT TaM CBOIO KOIEKLMIO asIKOroan B COBPEMEHHBIX ByTblaKax). MonacTb
u B cag, u, Tem bonee, B newlepy cay4yaitHOMy NOCETUTENIO HENb3A, @ OAMH
13 cnocob0B NPOHUKHOBEHMA TyAa 06ecneynBaeTca ¢ MOMOLLLI0 PEKNAMHOMO
nnaKaTa, Ha KOTOPOM M306paXKeH AepPeBAHHbIN YAUYHbIN yKa3aTenb. Mnakat
MOXKET BUCETb M Ha yAuLe, U B 1ndTe; BO BTOPOM C/ly4ae HYKHO 33TV B Kabu-
HY M aKTMBMPOBATb yKa3aTenb. OAHa U3 JOLEYEK Ha HEM HAaYMHAEeT CBETUTBCA,
KabuHa npueskaeT Ha APYrov 3TaX y¥Ke NyCToW, a MAacCcaXKMpbl OKa3bIBAOTCA
B CaZly, OTKYAA YXKe CBOMM X040M A06upatoTca Ao newepsbl (cep. 6). 3ameTum,
YTO CaM MOMEHT NepeMeLLEHNA 3pUTENb B STOM C/Ty4ae He BUAMUT.

Mimelowwmx NOCTOAHHBIN XapaKTep MecCT, KoTopble nocelatotca boxxe-
CTBAaMM M AeMOHaMW 1 He Bcerga AOCTYMHbl ANA YeNOBeKa, B cepuane He-
CKO/IbKO. Tam €CTb MarasuH, TOPryloWwmii MarMyeckumm npegmetamu, apre-
baKkTamu ¥ gaxke roBopALLMMM MaHAPAropamm, KUOCK C MOPOXKeHbIM, 6ap, a
TaKKe CBOEero poaa «KabuHeT» 6oxKecTBa, 06ecneymBaroLLEro KOMMYHUKaLMIO
OCTa/IbHbIX NepcoHaxel c Hebecamu. Ho Kpome NOKaLWM, CYLLECTBYIOLLMX HA
NOCTOAHHOM OCHOBE, B «XBalOrM» ecTb U BpeMeHHble MUpbl. Bo-nepsbix, 3TO
MWP, CO34aHHbIA BHYTPU cTapoit doTorpadmm ayxom, KOTopbiid KpageT cebe
B HEBECTbl YXEHCKMe AylWwn — Npo OfHY M3 «HeBecT» coobliaeTcs, YTO OHa
nexut B 6onbHULE, HEe Npuxoasa B co3HaHue (cep. 2). MNoxumueHa n YnuH CoH
Mwu, KoTopyto BHYTPb poTorpadum 3atarmeaeT yxe noaHocTbio, n CoH O loH
OTNPABASAETCA Ha ee NMOUCKWU. B 3TOT MMP MOXKHO MPOHMKHYTL U 6e3 BeaoMa
AyXa-Xxo3aMHa: Halaa mecto, rae doTorpadusa Koraa-To bbina caenaHa, u cho-
TorpadmMpoBaBLIMCE TaM C NMomolbto cTapoit Kamepsbl. Korga CoH O ToH no-
nagaet 8 poTorpaduio, MMp BHYTPM NPeacTaeT YepHo-6esbim, HO 3aTem obpe-
TaeT HesApKMe LBeTa CO CNerka UCKaXKeHHbIMU OTTEHKAMM, KaK Ha NobneKLwmx
LBETHbIX CHUMKaXx (Puc. 5).
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Puc. 5. Kagp u3 cepuana «Xsatoru» (8 ponu CoH O foHa — JIu CbiH [1; TenekaHan tvN,
2017-2018)*.

Fig. 5. Screen capture from Hwayugi (Lee Seung-gi as Son Oh-gong; tvN cable network,
2017-2018).

Ha ncxogHom cHUMKe 6bina TONbKO Napa B cBafebHbIX Hapsaaax Ha poHe
BOPOT, HO BHYTPY OOHaPY}KMBAETCA LieNas AePEBHSA C OXKMUBAEHHBIMU YIULLAMM.
Bce obutatenun dotorpadum rotoBaTCA K TPaAMLMOHHOW KOpeicKon cBagbbe,
OLLHAKO BHELHWIA BUJ, HEKOTOPLIX JItoAei NO3BONAET NPEANONOXKNTb, YTO cae-
naHa ¢otorpadusa 6bina yxe nocne MNepBoli MMPOBOK BOKMHbI (B Kaap nonaaa-
0T MYXKCKME LWAAMNbI U KenKa 3anagHoro obpasua). CoH O foHy yaaeTca oTbl-
cKkaTb YnH CoH Mu, ogHaKo NOKMHYTb doTOorpadumio OKasbiBaeTcs HempocTo.
[lna aToro Hy)KHa Bce Ta e GoToKamepa, OCTaBAEeHHanA CHapY¥KM, HO ee ycne-
BaeT YHeCTH elle oaMH NepcoHax «lMyTelwecTBna Ha 3anag», AeMOH-CBUHbA.
A 3atem 1 camy GoTorpaduio CXKUratoT, YTO NPUBOAMUT K YHUUTOXKEHUIO MUPa
BHYTPU Hee. [oXMLLEHHbIE XeHCKMe Aywun 61aronosyyHo BO3BPaLLAOTCA B
CBOM Tesla, repovHI0 TakXe BblbpacbiBaeT B OCHOBHYIO peanbHOCTb, HO CoH
O ToH, He byayuv YENOBEKOM, PUCKYET HaBCcerga 3acTpsATb HEM3BECTHO rae.
B uTOre BbI3BONUTDL YAAETCs U ero — A8 3Toro TpebyeTca NpaBuIbHbIM 0bpa-
30M 06CTaBNEHHDBIV NPU3bIB [N1aBHOW repOUHM (Y4TO BbI3bIBAET ONpeaesieHHble
accoLMaLMm C OMMUCAHHbIM BbILIE MEXAYMUPbEM B « TOKKIOU»).

[Apyroii BpeMeHHbI MUP HAXOAWUTCA BHYTPU KMHOMIEHKU C LOKYMEH-
TaNbHOM cbemKkol ynuy, Ceyna (Mam KeHcoHa, Kak OH Torga HasbiBasica) Bpe-
MeH AMNOHCKOW OKKynaummu? (cep. 5). OTOT MMP CyLLECTBYET OAMH 4ac, NokKa

2 ACTOYHUK M306paXKeHUs CM.:
URL: https://www.netflix.com/search?q=A%20Korean%200dyssey&jbv=80214405&jbp=0&jbr=0
221910-1945.
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anutca duabm, a NOToM, BUAUMMO, nepesanyckaeTca. BHyTpb punbma cbexkan
M3 UCTOPMYECKOTO My3€esn AyX MasieHbKOM IEBOYKM B KUMOHO, U HYXKHO ee Halt-
™ 1 06e3BpeanTb. Kaknm o6pasom nepcoHakn nepemeLLatoTca M3 OCHOBHOMO
MWpa B 3TOT, He YTOYHAETCA; OTNpaBuBLLIMECA BCes 3a Ayxom Ba MaH u CoH
Mu NpocTo NOABAAIOTCA Ha 3KPAHE KMHO3aMa PAAOM C APYTMMU NPOXOKUMMU.
B nepBble HECKONIbKO MFHOBEHMI MUP GU/IbMA TOXKE COXPaHAET YepHO-6enyio
rammy, HO OHa Ha rnasax npeobpasyerca B OTTEHKM CTApPOro LLBETHOMO KMHO.
Mup dunbma B 3Ha4UMTENbHON Mepe BOCNPOM3BOAUT Ty PEabHOCTb, KOTOpas
6blna 3aneyaTsieHa Ha NJEHKe, U, KaK U B ciydae ¢ doTorpadueit, oH BoBce
He OorpaHuMYMBaeTCA TONbKO TeM, YTO HEMOCPEACTBEHHO MONA0 B Kaap, OH ro-
pa3zo 6onblue. BHyTpeHHee Bpemsa COOTHOCUTCA C MCTOPUYECKUM, 3T0 1938 T.,
a Ha yavue Ma BaH BcTpeyaeT ObiBLYO HEBOXKUTENbHULYY, KOTOPYHO HEKOraa
MocTUrAIa CypoBasa Kapa — OHa bblna u3rHaHa ¢ Hebec n obpeyeHa BHOBb U
BHOBb NEPEPOXKAATLCA B KAUeCTBE 0ObIYHOM MKEHLLMHbI C TPArMyecKom cyap-
60i. [lemoH-6bIK B CBOE Bpems CTa/l OYEBUALEM OAHOM U3 ee cmepTei — B
1939 r., HO B 3TOM MMPE OrpaHMYEHHbI XpOHOMETPaXK duUAbMa He JaeT e
BbIVTKU 3a Npefenbl roga npeawecteytouero. M cama rpagyliasa cmepTb 3TON
YKEHLLMHbI, KOTOPYO B OCHOBHOM MMWpe 3aCTPeNUan AMNOHLLbI, U CIOXKET C Ae-
BOYKOM-AYXOM TECHO CBA3aHbl C COBLITUSAMU NoAUTUYECKMMU. CHEKaBLIMiA
AyX ABNAETCA ABOMHUKOM AEBOYKM M3 CEMbM KONNABOPaLMOHUCTOB, KOTOPas
HOCUT AMOHCKOE UMA M AMOHCKYIO OAEeXKAy, FOBOPUT NO-AMNOHCKM U He KenaeT
npusHaeaTtb YocoH (To ecTb Kopeto) cBoeit pogmHoN; 1 3To onpeaeneHHo 3101
Ayx. Ho Bce ke, HeCMOTpA Ha Napannenu ¢ peasbHbIM UCTOPUYECKUM Nepuro-
[0M, B KOTOPOM OAMH M3 YYAaCTHUKOB MPUKAIOYEHUA OAXKe KU/, MUP BHYTPU
NAEHKM YCTPOEH MHAYe, YeM «HACToALLLee» NPoLLIoe OCHOBHOro Mupa. fepou
HaxogAaTtcA B 30—x rr. XX B., HO cmapTdoH Ma BaHa npogonKaeT GyHKLUNOHK-
poBaTb — Ha ero 3KpaHe BCE elle MOXKHO MOCMOTPETb Ha NMPUMUTUBHbIN pU-
CYHOK, U306pakalolnii UICKOMYIO AeBOYKy-ayxa (PuUc. 6). B aTOT BpeMeHHbI i
MWP He TONIbKO NIErKO MONazatoT U AyX, U NpecneayoLme ero repou, HO C HUM
BO3MOXHO CBA3aTbCA M3BHE: Korga B GuAbMe 3BOHWUT CTAPUHHbIN TenedoH-
HbI annapar, U reponHA B PacTepAHHOCTM CHUMAET TPYOKY, U3 HEe CAbILNTCA
roN0C OCTaBLUENCA CHAPYXW cekpeTapwu Ma BaHa. U 10, 4TO npoucxogut c
LeHTPaNbHbIMW NEPCOHaXKaMM BHYTPU GpuUAbMa, TaM U OCTAETCA, He BANAA Ha
OCHOBHYIO peanbHocTb. YnH CoH Mu B 3TOM Mype B KOHLe KOHLLOB nornbaer,
Ho CoH O [oH aHHY/IMpPYET ee CMepTb, NOAKUIan GUAbM — K TOMY BPEMEHM OH
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CHOBa CTan YepHO-6e/blm, U BCE B HEM 3aCTbl/10, ABUNKYTCA TONbKO HecyLWuii
Ha pyKax TeNo repoi 1 LBeTHble A3bIKM NAameHn. MOMEHT e BbiXxoAa U3 ropa-
wero puAbMa He BU3yann3npoBaH TOUHO TaKKe, Kak He 6bln BU3yaM3NpoBaH
BXoA, TyAa.

Puc. 6. Kaapbl 13 cepuana «Xsatoru» (tenekaHan tvN, 2017-2018)%.

Fig. 6. Screen captures from Hwayugi (tvN cable network, 2017-2018).

EcTb U MeHee macwTabHble NpUMepPbl BPEMEHHBIX NMPOCTPAHCTB, CO06-
LAMOLLMXCA C «PeasibHOCTbIO» 3TOW Aopambl. OAMH U3 CHOXKETOB CBA3AH C XKeH-
CKMM YXOM, 3aMaHMBatoOLMM HECYACTINBbLIX AeTel B KHUXKKK (cep. 9-10). Tam
[yX CO34aeT oA Ay Kaxaoro pebeHka ocobblil Myp, rae OH UM OHA KUBET
CYaCT/IMBO, HO B PEANbHOCTU» AETU MPU STOM YMUPALOT, U BbI3BONUTb U3 KHU-
KEeK yAaeTcA TONbKO UX AyWW — [AaB MM TeM CaMbIM LIAHC Ha PeMHKapHauumio.
[yx MOMeT YKpacTb M «BHYTPEHHEro pebeHKa», 4acTb AyLIW B3POCIOrO Yeno-
BEKa, U B 3TOM C/ly4ae TOT OCTAETCA XMB, HO TEPAET YTO-TO BAXKHOE M3 CBOEM
NnyHocTH. Tak npouncxoamt ¢ YuH CoH Mu, 1 3puTento NO3BONAIOT 3arNAHYTb
TO/MIbKO B MUP, CO3aHHbIN ANA ee «BHYTpeHHero pebeHka» (cep. 10). KHura,
KOTOPYH AyX Ana Hee BblbupaeT — 310 «[uTep M3H» C XOPOLO Y3HAaBAEMbIM
n306paxKeHeM r1aBHOTO repos Ha 06/10}KKe, 0AHAKO NPOCTPAHCTBO BHYTPU He
umeeT Huyero obuero ¢ npousseseHvem Oxelimca bappu. MNepes 3putenem
K/1acC B KOPEWCKOM WKONE, FAe Noc/ie YPOKOB Urpaet ManeHbkaa CoH Mu (Puc.
7), v kyaa npuxoamT Y CoH Mu B3pocnas, Yytobbl yroBopuTb camy cebs Bep-
HYTbCA. K 3TOMYy BpeMeHMU yrKe BbIACHUAOCh, YTO NOKMHYTb KHUIY AeTcKaa aywa
MOKET, BCEro MLb CUIbHO 3TOMO 3aX0TEB — B AaHHOM C/ly4ae rpaHuLa mexay

B ICTOYHUK M306paXKeHUs CM.:
URL: https://www.netflix.com/search?q=A%20Korean%200dyssey&jbv=80214405&jbp=0&jbr=0
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Puc. 7. Kagpbl u3 cepuana «Xsatoru» (TenexkaHan tvN, 2017-2018)%.

Fig. 7. Screen captures from Hwayugi (tvN cable network, 2017-2018).

CoBepLUEHHO MHOI 0BNMK Y NPOCTPAHCTBA MarM4yeckoro CHa, KyZa 3ama-
HWBAET rePOMHIO elle OAMH KeHCKMI ayx (cep. 14—15). 3To BecbMa YC/I0BHOIO
BMAA ABOPLIOBbIN NOKOMN, €4MHCTBEHHbIN HEOXKMAAHHBIN NpeaMeT B KOTOPOM
— KaMeHHbI capKkodar, B TOYHOCTM TaKOM e, KaKol ye purypnposan B «pe-
anbHOCTM» cepuana. [lyx cBA3aH ¢ 3TMM capkodarom, a ero aHanor B ux obwem
¢ YnH CoH MU cHe npeaHa3HavyeH ANA 3aTOMEHUA AN repoOnHU, MOCKOIbKY
JIMLLEHHbIN COBCTBEHHOM Te/leCHOM 060104KM AyX MEYTAeT yKpacTb Ans cebs
ee Teno. B npouecce cnaceHna reponHU COH, OAHAKO, yAAeTCA pa3aBouUTb, U1
KaX4as U3 XKeHLLMH OKa3biBaeTCA B CBOEM 3a/1e C KpaCHbIMM 3aHaBeCAMM, 3ep-
Kasiamu 1 capkodarom, v Ty4a 3a HUMM, KaXabli B CBOI COH, npuxoaat Ma BaH
1 CoH O loH (cep. 15). Kak 1 B 60NbLIMHCTBE YNOMAHYTbIX paHee, BU3yanu3a-
LUMA camoro npolecca nepexofa rpaHuLbl OTCYTCTBYET, TaK YTO He A0 KOHUa
AICHO [a¥Ke, CMOI/IM I BOXKECTBO M AeMOH 3alTH B YYXKOWN COH GU3NYECKM NN
3TO 6bIIM HEKME MPOEKLUM UX TIMYHOCTEN.

3AK/TKOYEHUE
B 0bownx gopamax geinctaytoT 6oxecTBa, PONbKAOPHbBIE NEPCOHANKM, NPU-
3paKku, a B «XBatormM» ecTb M BECbMa MOAOOMBLUIAACA 3PUTE/IbCKONW ayaUTOpUM
[EBYLIKa-30MbW, M Aaxe ApaKoH. Ho 3a MOCTyNKaMu HeYeNoBEYECKUX repoeB
TaK WM MHa4e 0BHapyKMBaOTCA BMOHE Ye/I0BEYECKMNE YYBCTBA, a MX BUA0BOE
pa3Hoo6pasue, pasIMiHOE OTHOLLEHUE K HAM NIIOZEN, CNOKHOCTM, BO3HUKaL0-
LMe B XoZe NpUcnocobaeHuns K Ye0BEYECKOMY COLIMYMY C ero npasuiamMm —

2 ACTOYHUK N306paXKeHns CM.:
URL: https://www.netflix.com/search?q=A%20Korean%200dyssey&jbv=80214405&jbp=08&jbr=0
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BCe 370 B 6onblueit Mepe No3BOAAET 06PATUTLCA K aKTyasIbHbIM A1 KOPEMCKO-
ro obuiectsa npobaemam, a He yYBOAUT ayAUTOPUIO B 3CKANUCTCKOe ybexuLe
BbIMbILJIEHHOTO MUpa. MPUHAANEKHOCTb K MOBECTBOBAHUAM daHTacCTUYECKUM
[eicTBMTE/IbHO B ropasao b6onblueit cteneHu npossnseT cebe B cnocobax KoH-
CTPYMPOBAHUA BHYTPEHHEro MNPOCTPaHCTBa. ITMM NPOCTPAHCTBOM ABAAETCA
3KpaHHbIn Ceyn, KOTOPbIMA B LLE/IOM MOXHO Ha3BaTb CKOPEEe He CKOHCTPYMpo-
BaHHbIM 3aHOBO, HO OnpeaesieHHbIM 06Pa3omM UHTEPNPETUPOBAHHBIM — OH
NpeAcTaB/ieH Kak ropog, 3CTETUYECKU MpUB/EKaTENbHbINA, COBPEMEHHbIN, Yu-
CTbIl (pa3Be YTO B «XBalOrm» NOABAAETCA HEHAZONrO ObWapnaHHasA TOprosas
yNI04Ka). IKMaH OTMEYaeT y aBTOPOB ropoAcKoro GpaHTe3n CKAOHHOCTb BOCMPH-
HUMaTb COBPEMEHHbIE paioHbl JIOHAOHA KaK YpOa/IMBbIE U MNOXO COYETAOLLLMU-
eca ¢ marvei (oH Aaxke UCNoNb3yeT TEPMUH «arnmdukauma» — uglification) [8,
. 394-397]. C Ceynom B HalLMX UCTOYHMKAX HUYErO NogobHOro He MPOMUCXo-
[AWT, U HeYyeNoBEeYECKME CYLLECTBA OTHIOAb He CTPemATcA 06XoauTb CTOPOHOM
06pasupl apxuTekTypbl XXI B.. Ho ropog, AONONHAETCA NPOCTPAHCTBAMM BHY-
TPEHHWMMU, CBOETO POAA «MPUCTPOMKAMMNY, €CAK, BCed 32 DKMAaHOM, FOBOPUTb
06 apXWUTEKType CKOHCTPYMPOBaHHbIX MupoB [19, c. 119]. 3T NpUCTPOIKM
byKBaNbHbIM 0bpa3om npeacTasnaloT coboit Hespumoe B Kakaom M3 Agyx
cepvanos, 1 6iarogapa UM CTaHOBMTCA BO3MOXKHOM TpaHcdopmaums Ceyna B
CKOHCTPYMPOBaHHbI MUP GaHTACTUYECKOro noBecTBoBaHMA. OHU MOryT ObiTb
6onee nnM MeHee AOCTYMHbIMU ANA NIOAEN, MOTYT CyLLECTBOBATL Ha MOCTOAH-
HOW OCHOBE WK BbITb BpeMEHHbIMU. B 60/IbLIMHCTBE 3TUX NPOCTPAHCTB MHOTO
y3HaBaeMbIX, MMEIOLLMX NOYTU OCA3AEMbIN XapaKTep AeTanel, CBA3bIBAOWMX
WX HEe TONIbKO C OCHOBHbIM MPOCTPAHCTBOM Cepuana, Ho U C NOBCEAHEBHOM XKU3-
HblO ayauTopun. M camo Hanuume sTMX JOMONHUTENbHbLIX NPOCTPAHCTB, U B3a-
UMOAENCTBUE C HUMM YENOBEYECKUX U HEYENOBEYECKUX NEPCOHAXKEN aBTOMa-
TUYECKM NOPOXKAAET COMHEHUA B TOM, YTO Ke B 3TOM 3KPaHHOM MMUpPE MOKHO
CYATATb MaTEPUaA/bHBIM, @ YTO — HemaTepUanbHbIM, BO3MOXKHO i1 BOO6LLE
OYEPTUTb TPaAHWLLbI YCNOBHO-«PeasbHOro» Tam, rae ecTecTBEHHOE TaK JIerko
nepeTeKkaeT B CBEPXbeCTECTBEHHOE M 06paTHO. PasHOObOpPa3Hble BapuaLmm Ha
TEMY CKPbITbIX MPOCTPAHCTB HE MO3BO/AIOT YBEPEHHO PA3PELLUTb 3TU COMHe-
HWA XOTA Bbl B paMKax O4HOro TesenoBecTBOBaHWUA. Takum 0bpasom, B obomx

> B KOpelCcK1X cepuanax MOXHO OTMETUTb TEHAEHLMIO pPenpeseHTaLuM eBpOomnercKkoro ropoaa
KaK Mo NpevMmyLLecTBy CTapMHHOIO, KOTOPOMY BM3yaslbHO NMPOTHUBOMOCTABAEH MOAYEPKHYTO CO-
BPEeMEeHHbI KOPENCKUA ropoa. 3Toit Teme Bbina nocealleHa 6bonee paHHAA Halwa cTaTtbaA [20].
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cepuanax ¢opmupyetca 61aronpuATHan NoYBa A/1A BbIPaXKeHMA SMOLNIA yaUB-
Nnenwun, konebaHus, TPEBOTY, OLLYLLEHUA HEAOrOBOPEHHOCTU U HEKOEro Hanps-
KEeHUA — ANA TOro, YTO Mbl NMPUHANMN KaK 0BLMIA KpuTepuii paHTacTUUECKOrO.
M pocTuraetca Takon apdeKT npexae Bcero 3a cueT Hespumoro.

PasymeeTcs, cBOM TaliHble ybexuLLa U MecTa BCTpeY B 60abLOM ropose
— He peflkoCTb U Y HEeYeNoBEYEeCKMX repoeB 3anaZHbIX CEpUanoB, XoTA nocae-
[0BaTENbHOCTb, C KOTOPOW CKPbITble NPOCTPAHCTBA 334EMCTBYIOTCA B HALUMX
ABYX fopamax, obpallaeT Ha cebs BHMMaHMe. Ho ecTb 1 elle oAHO Hemano-
BaXKHOE 06CTOATENILCTBO, M CBA3AHO OHO Y¥KEe C 3MOLLMOHANbHOM OKPACKOM anu-
304,08, B KOTOPbIX GUIYPUPYIOT CKPbITble NPOCTPaHCTBA. Puckya npuberHyTb
K C/IMLLKOM LUIMPOKOMY 0B60BLLEHNIO, MOXHO BCE e CKasaTb, YTO B CpeaHeM
coaepKalmii B cebe naeto nogobHbIX NPOCTPAHCTB CIOKET «3anafHbli» Yalle
peanusyeTt ee B KOHTEKCTe CTpalHoro. TaK, pasbupas «KopanuHy» H. lerima-
Ha, A. 30/1KOBep NoAYepKMBAET, YTO MOCTOAHHOE CONPUKOCHOBEHME NOBCEA-
HEBHOCTM C MMPOM YYAECHOTO «MOPOXKAAET XKYTKOBATbIN AMCKOMOPT, Noa-
TBEPKAAA NPUCYTCTBUE B MUPE S1EMEHTOB, KOTOPbIW, Kak Mbl 6blaM yBEPEHDI,
cyliecTsoBaTb He Morin» [9, c. 76]. B cepmnanax e, CTaBLUIMX NPeaMETOM pac-
CMOTPEHUA B 3TOMN CTaTbe, QYHKLMA CKPbITbIX NPOCTPAHCTB HECKO/IbKO UHasA.
B «XBatorn» onacHbIMu 418 NPOTaroHUCTOB M ANS Ntofen BoobLue aBaAloTCcA
TO/IbKO NPOCTPAHCTBA, BU3yasibHO BOCMPOM3BOAALLME Mpoluioe — doTorpa-
dua, foKymeHTanbHbIA GUAbM, Mmarnyeckuii coH. A ysuaumuie CoH O loHa m3-
HyTpM 6b1/10, CKOpee, BHe BpemMeHWU. Ho NpoCTpaHCTBa, HadeNeHHble YepTamm
COBPEMEHHOI0 ropoAcKoro 6biTa, KOTOPbIE M A0/KHbI B NEPBYIO o4Yepesb Co3-
fAaBaTb onA ayautopum 3bdekT y3HaBaHMA NPUBbBIYHOTO, BbICTynaloT Anbo B
KauecTBe HelTpanbHbIX, MMOO B KayecTBe Aatolwmx yoexuLie. [laxke MUpbl BHY-
TPU AETCKUX KHUT CO3A4aBLUMM MX CYLLLECTBOM PacCMaTPUBANUCH KaK YKPbITUA,
crnacatoLme aywy MaaeHbKUX CTPaAaNbLEB OT KECTOKOro M1pa. B «TOKKabU»
)Ke Cpeam CKpbITbIX MPOCTPAHCTB BOOOLLE HET HX OAHOrO onacHoro. KomHata
ONA «4aenuTUA» — MNorpaHUYHaA 30Ha MEXAY MUPOM KMBbIX U MEPTBbIX, HO
KHew, B HeM NpUHMMAET AyLIN YMepPLKX ¢ 6ONbLLIOWN AeNUKATHOCTbIO, MHOTAA
WCMONHAET UX 3aBETHbIE XKeNaHWUA, U AaXe C AyllaMu AYPHbIX N0AEN AepKUT-
€A BEXXNUBO. [peymnilHOe nosie N03BOAAET OTLOXHYTb B TULIKNHE. [Jaxe 6ayKaa-
HWUA B MEXAYMUPbE 4aBa/M BPEMEHHO NOKWMHYBLUEMY OCHOBHON MUP repoto
BO3MOXHOCTb M30exaTb CMepT U A0XKAATbCA MOMEHTA, KOr4a eMmy MOXHO
6yLeT BEPHYTLCA K repounHe.
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CnoHbiM 06pasom NpMMBbIKaKOLME K OCHOBHOMY MUPY CKpbITble ybe-
XKWL BCTPEYAIOTCA U B APYrMX KOPENCKMX cepranax. CIOXKeT Npu 3TOM MOXKET
He MMeTb NPaKTUYECKU HUYero obLuero ¢ MUGOM MM CKa3KOM, KOPENCKUMM
WAN HET; HaNPOTMB, OHWN MOTYT B 6O/IbLLIEN CTeneHu BbI3blBaTb accoumaumnm ¢
MOTMBAMW MHTEPHALMOHANbHBIMU U C UHTEPNPETALUAMMN ABNEHUI ropasao
bonee «HOBbLIX», HEXenn donbKaop. MonagatoLWwmin BHYTPb KHUMKHOFO TEKCTA
yenosek GUrypmnpyert BO MHOTUX NPOU3BEAEHUAX?® — U IUTEPATYPHbIX, U KUHE-
maTtorpaduyeckmnx. Ho Koraa B 3aKka04UTENBHOM CEpUN «HUKArCKOM nuLyLLei
MaLuHKK» (2017) ee rnaBHbIV repoii-nucatenb pellaeT co3paTb A8 CBOEro
CoaBTOpa-npuspaka?’ ybexuLie BHyTPM HOBOrO poMaHa (Mpuyem MMEHHO BHY-
TPU TEKCTa, @ He ero mMaTepuanbHOro HocUTeNs), Haubonee NpUmeyaTesibHO
[aKe He TO, 4TO 3TOT NNaH, cyaa no Bcemy, 6aarononyyHo peanusyetca. MNpu-
MeyaTesibHa YBEPEHHOCTb FrepOoA B TOM, YTO 3TO BO3MOMHO, XOTA [0 TOFO HUYTO
B NMOBECTBOBAHWUM HE TOBOPUIO O HAIMUYMU TaKUX CMOCOBHOCTEN Y MPU3PaKoB
M TaKWX CBOMCTB — Y XYOOXECTBEHHOW /NMTepaTypbl. Y:Ke ynoMMHaBLUMecs
«BocnomuHaHua 06 Anbrambpe» NpPeTeHaytoT, CKopee, Ha NPUHAANEKHOCTb
K YUCNY PeKUX Ha KOPENCKOM TeneBuaeHMM 06pasLoB Hay4YHOW GpaHTacTUKMY,
MOCKO/IbKY CIOXKET CTPOUTCS BOKPYr 60pb6Obl 33 Npasa Ha KOMMbIOTEPHYIO UTpyY
C AONONHEHHOM PeasbHOCTbIO M PACKPbITUA CBA3AHHBIX C UIPO TaiH. Ho po-
NosIHEHHAA PeanbHOCTb MO Mepe Pa3BepTbiBaHMA NMOBECTBOBAHMSA BCE CUJ/b-
Hee HaMmOMMHAET BCE Te XKe CKPbITble MPOCTPAHCTBA U3 cepuanos-paHTesn. U
urposoe ybexuLie-«MHCTaHC» npeobpasyeTca 34echb B yAaNE€HHOE U3 OCHOB-
HOTo MMpa MecTo, B KOTOPOM He BUPTYasIbHbIM NEPCOHaX, HO cam pa3paboT-
YUK UTPbl BO NJIOTU MOMKET CMPATATbCA OT OMACHOCTM Ha AOArMe MecAubl, a
3aTEM YKMBbIM BEPHYTbCA K CBOEM ceMbe28. TaK UTO Mbl MOXKEM FOBOPUTL He O
CNy4aiHOM COBNageHUK, a 06 onpeaeseHHON TEHAEHUMN B HOXKHOKOPENCKUX
Tenecepuanax.

Takum 06pasom, HXKHOKOpPencKMe cepuanbl-GaHTE3N OBHAPYKMBAKOT
MHOro obLiero ¢ 3anagHbiMu coBpPaTbAMM, COXPaHAA HEKOTOPblE OTANYUA.
CKOHCTPYMPOBaHHbIV MUP ONpesenseT NPUHALNEKHOCTb K KaHpy B bonbluei
CTENEHW, HEXENN HeyenoBevyeckme nepcoHaxkn. Ceyn HUKaKOW LEeKOHCTPYK-

%6 B KauecTBe MPUMEPA MOXKHO MPUBECTU TPUIOTUIO HEMELKOW nucaTenbHuubl K. ®yHke «Yep-
HUNbHOE cepaue», «HepHuAbHaA KPOBb» U «HepHUAbHAA CMepTb» AN «KHUTY C MecTom AN1A CBU-
OaHui» cepbekoro nucatens I NeTposuya.

¥ B 3TOM Cepwuasie Nony/iApHOe CI0OBOCOYETaHUE «MucaTe/b-npuspak» bykBanusmpyercs.
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UMM NPU 3TOM He NOABEPTaeTCa: K HEMY INLLIb NPUCTPAUBALOTCA JONONHUTE b-
Hble NPOCTPaHCTBA. MPaKTUYECKM B KaXKAOM M3 3TUX MPOCTPAHCTB HaxoaAaTcA
KaKue-To y3HaBaemble 3/1eMeHTbl, HO pa3sHoobpasue 3TUX NPOCTPAHCTB M OT-
CYTCTBME aNfOPUTMa NEPEMELLEHNA MEKAY HUMMU U OCHOBHbIM MMPOM CO3-
[aloT B NOBECTBOBAHMAX 30HY HEOMPeAEeseHHOCTU, KOTOPY HEBO3MOMHO
UrHopupoeatb. pocTpaHcTBa, coBmellaowme B cebe 3HaKOMOE U Yy¥Koe,
NoTeHUManbHO MOFyT BbITb MCNOAb30BaHbI U AN co3a4aHMA addeKTa cTpaLl-
HOro, HO 3TOT NOTEHLMAN OKa3blBAETCA He peannsoBaHHbIM. HanpoTuB, OHK
bYHKLMOHMPYIOT, CKOpee, Kak MecTa A/1a BCTPeY, oTablxa, paboTbl UAK Aaxe
KaK ybexuLa, B KaKOM-TO CMbIC/Ie «OAOMAaLLIHMBAlOTCA». B coBpemeHHOM ce-
pvanbHOM Ceysie Ha KaK4oM LUary MOXKeT OBHapYKUTbCA CKpbITas KOMHaTa,
HO 3TO 06CTOATENLCTBO BYAET NPenofHeCeHO KaK HeuyTo 3aypagHoe; HUYYTb
He nyratoLLee, a IMLWb Bbi3blBaloLLLee MHTepeC. MPaHMLa MeXAY «Maruieckum»
N «06bIAEHHBIM» MPeACTaeT COBEPLIEHHO PA3MbITOM, HO AWLb MOTOMY, YTO
06a NoBecTBOBaHUA U He NPOAEMOHCTPMPOBAAN NOTPEBHOCTU B YETKOW rpa-
Huue. Heobxoanmoe ana cosparua apdekta paHTaCTUYECKOro HanpaKeHue
CO34aeTcs 3a CYET MPUCTPANBAHMA K KOHCTPYKLMM BTOPUYHOTO MUPA YCNOBHO-
HE3PUMbIX AOMONHUTENbHbIX MPOCTPAHCTB. HanpsAXeHne ycuamBaeTca 3a cyet
OTCYTCTBMA YETKMX MPaBK, COMMAcCHO KOTOPbIM «MPUCTPOMKMU» MOABAAIOTCA M
bYHKUMOHMPYIOT, B3aMMOAENCTBYA C OCHOBHbIM MUPOM; MPU 3TOM 3MOLMO-
Ha/NbHaA peaKkuus 6osee HeraTMBHOIO xapakTepa (Tpesora) B 3HaYMTEbHOM
mepe BbiTecHsieTcA 6onee NO3UTUBHOW — CTPEMIEHUEM YA0BAETBOPUTb Jlto-
60nbITCTBO.
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HANDELS OPERN IM KONTEXT MODERNER
REGIE: ZUR FRAGE DER UMSETZUNG DER
KOMPOSITIONSPRINZIPIEN DER FILMKUNST
IN EINER OPER!?

Abstract. Dieser Artikel entstand aus den Besuchen der Autoren von modernen
Auffihrungen der Barockopern von Georg Friedrich Handel (1685-1759) in drei

! Die vollstandige Fassung dieses Artikels in russischer Sprache ist in der akademischen
Zeitschrift Ars inter Culturas (Onepbl [eHAENA B KOHTEKCTE COBPEMEHHOMN PEXMUCCYpbI:
K BOMPOCY O MPETBOPEHUW MPUEMOB COBpPEMEHHbIX meaua [Handels Opern im Kontext
moderner Regie: zur Frage der Umsetzung von Ansdtzen moderner Medien]. ARS INTER
CULTURAS, (8), pp. 259-278. https://doi.org/10.34858/AIC.8.2019.016) verdffentlicht, die
deutsche Fassung fir die akademische Zeitschrift Nauka televidenija (The Art and Science
of Television) wurde mit freundlicher Erlaubnis von Jarostaw Chaciriski, Chefredakteur der
akademischen Zeitschrift Ars inter Culturas, gekiirzt und an die Spezifik der Zeitschrift
angepasst, um den Kreis der Leser, die Interesse flr diese Problematik haben, zu erweitern.
Der Artikel wurde von Evgeniya Lugovykh Ubersetzt. Evgeniya Lugovykh — Mitglied des
Russischen Ubersetzerverbands, Oberhochschullehrerin am Lehrstuhl fiir Fremdsprachen
und Ubersetzung, die Uralische Féderale Universitit benannt nach dem ersten Prisidenten
Russlands B.N. Jelzin (UrFU), Jekaterinburg, Die Russische Foderation.
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deutschen Stadten Halle, Bad-Lauchstadt und Bernburg im Jahre 2019. In Halle,
der Geburtsstadt des Komponisten, finden jahrlich die internationalen Handel-
Festspiele statt, die der Erforschung der Werke des groRen Sachsen und seiner
Zeitgenossen gewidmet sind. Das Konzept der Festspiele 2019 ging auf die
Untersuchung der Frauenfiguren in seinen Opern ein: ,Empfindsam, heroisch,
erhaben — Handels Frauen”.

Die Autoren reflektieren Uber das zu erforschende kiinstlerisch-wissenschaftliche
KonzeptundkommenzumSchluss,dassdieMoglichkeitenderRegieinterpretationen
der alten Opern durch die Umsetzung der Kompositionsprinzipien des Filmschnitts
und der Ausdrucksmittel moderner Filmkunst in der Musiktheaterdramaturgie
erweitert wurden. Fiir die Untersuchung dieser Erscheinung bediente man sich
des wissenschaftlichen Apparats von Lew Wygotski, der bei der Erforschung
der geistigen Welt der literarischen Figur deren psychologische Widerspriiche
feststellte, die sich im Konflikt zwischen der Fabel und dem Sujet ausdriickten,
und von Sergei Eisenstein, der die Schrift ,Die Psychologie der Kunst” von
Wygotski sehr gut kannte und nicht ohne Einfluss deren Ideen seine eigene
»Psychologie der Kunst” aufbaute, die in seinen Werken aus verschiedenen
Jahren dargelegt ist.

Den Kern dieser Konzeption bildet der ,Ubergang von der Ausdrucksvollen
Bewegung zur Figur im kiinstlerischen Werk ... als Prozess der Wechselwirkung
der Schichten des Bewusstseins” [1, S. 188], wodurch der mehrfache Einstieg in
die Figur gewahrleistet wird (friiher wurde diese Analysemethode von einem
der Autoren dieses Artikels in der Arbeit tGber die Integration der Prinzipien der
Malerei und der Filmkunst verwendet: [2, S. 63-86]). Derartiger Einstieg wird
auch durch einige Ziige der Filmdramaturgie begriindet, als Primus inter pares
gilt dabei das von Eisenstein erdffnete Prinzip der intellektuellen Montage,
in der auch andere Montagearten (lineare, parallele, assoziative Montage)
zusammengefasst sind und sich zu einem umfassenden System der Erforschung
der Psychologie der Figuren in der Kunst gebildet haben. In diesem Artikel
kénnen die Autoren durch die Erfassung des Wesens der genannten Prozesse
in den Inszenierungen von Hdndels Opern durch Hallesche Regisseure das
Phdnomen der Sinnerweiterung mitverfolgen, das infolge der Verschmelzung von
zwei anscheinend unvereinbaren gegensdtzlichen Schichten des Bewusstseins,
also der Barockschicht und der sich im Laufe des letzten Jahrhunderts gebildeten
Gegenwartsschicht, entsteht.

Schliisselworter: Handel, Halle, Theater, Oper, Regisseur, Komponist, Held,
Darsteller, Autor, Ballett, Biihne, Arie, Einstieg in die Figur, Sinnerweiterung,
Schichten des Bewusstseins, Leinwand
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Abstract. The article was inspired by the authors’ reviews of modern productions
of Handel’s Baroque operas in 2019, presented in the three German cities: Halle,
Bad Lauchstadt and Bernburg. Halle, where Georg Friedrich Handel (1685-1759)
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Russia, Senior Lecturer at the Department of Foreign Languages and Translation, Ural Federal
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was born, is also a venue of the annual International Handel Festival, dedicated to
the works of the great Saxon and his contemporaries. The concept of the festival
in 2019, Sensitive, heroic, sublime: Handel’s women, was devoted to studying the
female images embodied in his operas.

In considering the scientific and artistic concept, the authors concluded that the
directors’ understanding of these operas has expanded through the integration into
musical drama of the compositional principles of film editing and the expressive
means of modern, primarily screen arts. To study this phenomenon, we turned to
the scientific tools developed in Russia by the two Soviet researchers who have
become seminal in their field. One of them was the psychologist Lev Vygotsky,
who, exploring the spiritual world of the protagonists in fine literature, revealed
their psychological contradictions, expressed in the conflict of the narrative and
the plot. Another The other, Sergei Eisenstein, was well-versed in Vygotsky’s
manuscript of his study, Psychology of Art, and, influenced by some of these ideas,
created his own “psychology of art”, which is set out in his works of various years.
The core of this concept was “the transition from the Expressive Movement to
the image of the art work... as a process of interaction of layers of consciousness”
[1, p. 188], which allowed for multiple entries into the artistic image (one of the
authors has applied this method of analysis in a work devoted to the integration
of the principles of painting and cinema: [2, pp. 63—-86]). Some features of the
cinematograph also support such entries, and the first among equals here is the
principle of intellectual editing developed by Eisenstein. In his montage theory,
other types of editing—linear, parallel, associative—have been generalized and
developed into a large-scale system for exploring the psychology of heroes in
art. The essence of these processes, identified in the article, made it possible
for the authors to discern the phenomenon of building the meaning in the Halle
directors’ interpretations of Handel’s operas, which arises from the merger of the
two seemingly irreconcilable and conflicting layers of consciousness: Baroque and
eclectic modern, which emerged at the turn of the last century.

Keywords: Handel, Halle, city, theater, opera, director, composer, hero, performer,
author, ballet, stage, aria, entry into the image, building the meaning, layers of

COI’\SCiOUShGSS, screen
Die Opernregie der Werke von Georg Friedrich Handel in Deutschland
beeindruckt bereits seit Gber 30 Jahren mit ihrer ungewohnlichen Neuheit

der Interpretationen und der unerschopflichen Phantasie der Regisseure, was
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auch eine der Autoren des Artikels, Irina Konson, miterleben konnte. In der
unkonventionellen Denkweise spielen neben Prinzipien der Theaterkunst auch
die der Filmdramaturgie eine grofRe Rolle, die sowohl extern (unmittelbare
Einbeziehung der Leinwand in den Theaterstoff) als auch intern bei der
Verwendung der Prinzipien des Filmschnitts, vor allem aber der intellektuellen
Montage, die der herausragende Klassiker der russischen Filmkunst Sergei
Eisenstein entwickelt hatte, benutzt werden. Diese Kombination aus den
Prinzipien von zwei Kunstarten verleiht Handels Figuren eine besondere
Energie, die personliche Eigenschaften der Protagonisten neu an den Tag bringt.
Deswegen gehen wir in diesem Artikel auf die Analyse deren Wechselwirkung
in den Opern von Héandel, die wir in Deutschland besucht hatten: Il Pastor
fido“, ,Atalanta”, ,Berenice” und ,Julius Casar”. In diesem Jahr wurden sie
in Halles zwei Vorstadttheatern in Bad Lauchstdadt (auch Goethestadt oder
Goethe-Theater genannt) und Bernburg sowie im Opernhaus Halle aufgefihrt.
Diese Barockwerke aus der ersten Hélfte des 18. Jahrhunderts wurden in den
Handel-Festspielen auf moderne westeuropdische Weise mit einem Hauch
von Regie-lronie bis manchmal auf die theatralisch-absurde Improvisation
inszeniert, die laut J.-M. Warszawski ,vieles (iber das Schicksal der Menschen
erzahlen,, kann. [3]

Die internationalen Handel-Festspiele in Halle, die jahrlich in der
Geburtsstadt des Komponisten stattfinden, widmen sich im Jahre 2019
den Frauenfiguren in der Bihnenmusik: ,,Empfindsam, heroisch, erhaben
— Haéndels Frauen“, obwohl die australische Kritikerin Sandra Bowdler
bezweifelt, dass einige von ihnen, wie beispielsweise Semele, die ehrgeizige
Geliebte von Jupiter, oder die greuliche Konigin Athalia und die bdse Zauberin
Melissa in diese Heldinnen-Liste in Anbetracht von positiven Konnotationen
dieses Attributs eindeutig aufgenommen werden kénnen. Trotzdem findet
sie diese nicht nur furchterlich, sondern auch erhaben. [4] Und es ist auch
wabhr, denn ihren Handlungen liege laut Paul Henry Lang die Liebe angefangen
von den Emotionen der madchenhaften Zartlichkeit bis hin zur brennenden
Leidenschaft und Eifersucht zugrunde. [5, S. 284]

Diese Mehrdeutigkeit der Hédndel-Figuren Idsst uns (ber ihre mehrfache
Deutung sprechen, die wir zu analysieren versuchen, um die Integration der
Dramaturgie der alten Oper und der Kompositionsprinzipien der Filmkunst
festzustellen.
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Beginnen wir mit Handels Oper ,,Il Pastor fido” (HWV 8), die im Goethe-
Theater aufgefiihrt wurde. Die erste Fassung schrieb Handel im Jahr 1712, das
Libretto nach der bekannten Pastorale von Giovanni Battista Guarini wurde von
Giacomo Rossi bereitgestellt. Diese Oper entstand zwar in einer Reihe von Werken
nach seinem erfolgreichen ,Rinaldo” (1711), aber sie hatte keinen besonderen
Erfolg. In der neuen Fassung wurde diese Oper nach ihrer Auffiihrung in Covent
Garden (1734) viel beliebter. Bei dieser Inszenierung wirkten auch der damals
aufgehende Star — der englische Tenor John Beard und das franzésische Ballett,
geflhrt von Marie Sallé, der groRartigen ,Terpsicore Frankreichs”, mit, eigens fiir
sie verfasste der Komponist den selbstdndigen Ballett-Prolog ,Terpsicore” und
die Balletteinlagen am Ende jedes Aktes. [6, S. 183]

Bei der Bewertung der modernen Inszenierung der Oper ,, Il Pastor fido“
muss sich der Zuhérer schon ganz am Anfang mit dem ausgesprochenen
Gegensatz zur poetischen Atmosphare, die er kurz zuvor bei seinem
Spaziergang am schénen Teich vor dem Goethe-Theater und bei Besichtigung
von alten Skulpturen empfunden hatte, auseinandersetzen. Die Ballettmusik
von Héandel, zu der die grazidse Sallé im 18. Jahrhundert gldnzend tanzte, ist
natdrlich geblieben. Statt einer Balletttdnzerin kommt nun auf die Biihne der
kanadische Tanzer Davidson Jaconello und verfillt im Tanzprolog zur Oper
in Nervenkrampfe. Handels Balletteinlagen in die Dramaturgie der Oper
gaben dem modernen Regisseur Daniel Pfluger offensichtlich den Impuls
fur die plastische Charakteristik der Hauptfigur, die hier nicht eindeutig ist.
Nach der Fabel® ist die Hauptperson der Schafer Mirtillo (gesungen von dem
Countertenor Philipp Mathmann), der im Dorf Arkadien lebt und hoffnungslos
in die Nymphe Amarilli (Sophie Junker, Sopran) verliebt ist. Der Rezensent
lvan Curkovi¢ aus Zagreb meint, dass es tatsichlich der heutige Mensch sei,
,der sowohl am Burnout-Syndrom wie auch an den Seelenschmerzen leidet,
es ist Mirtillos Alter Ego, aber die kontinuierliche Entfaltung des pastoralen
und des modernen Sujets im Sinne der parallelen Montage macht es im
Zuge der Entwicklung der Oper immer komplexer, ohne die Einfachheit des
urspriinglichen Kompositionsvorhabens zu beeintrachtigen”. [8]

Das Konzept des Regisseurs ist wirklich viel komplizierter als die
urspriingliche Fabel. Die Hauptfigur lasst sich eher in der verallgemeinernden
Rolle des Autors und Einsiedlers auftreten, das wird durch die Wandprojektion,

3 Fabel — urspriingliche Fassung eines Werkes [vgl.: 7, S. 75].
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die seine scharf psychologische Gestalt unseres Zeitgenossen vergréRert,
unterstltzt. Ebenso wie der Schafer Mirtillo ist er (wie auch Pygmalion)
in die Protagonistin seines Werks (in diesem Fall in die Nymphe Amarilli)
verliebt, darin besteht unserer Meinung nach die Handlungslinie*. Dieser
neu eingefiihrte Autor ist geistesgestort. In seinen Balletteinlagen 6ffnet sich
mittels komplizierter moderner Choreographie eine Welt voll von tragischen
Erlebnissen in Form von krankhaften Briichen der Korperlinien und sogar
Verkrampfungen. Nur Liebe verhilft ihm zu gesunden Emotionen.

Beide Darstellungen der Hauptfigur (Mirtillo und sein zweites ,Ich”
also der von uns vermutete Autor des Stiicks) entfalten sich gleichzeitig auf
drei Ebenen: im Wohnraum des Autors und Einsiedlers, der seinerseits in die
Biihnen-und Leinwandebene zur zusatzlichen Schilderung seiner Geistesstérung
geteilt ist, und in der Idylle, die auBerhalb seines Hauses zu ahnen ist. Im Haus
entwickelt sich das Sujet im Sinne moderner Bettszenen (Mirtillo, der auch als
Doppelgadnger und Autor auftritt, verrat gleichsam seine wahre Liebe zu Amarilli
wegen der Machenschaften ihrer eifersiichtigen Freundin Eurilla (Rinnat
Moriah, Sopran), die auch in Mirtillo verliebt ist) (Bild 1, 2).

Bild 1° G.F. Handel. Oper , Il Pastor fido“

4 Sujet—Autoreninterpretation der Fabel [ebd., S. 188-189].
> Die Bilder hier und weiter, sofern etwas anderes nicht vereinbart wird, wurden freundlicherweise
durch den Pressedienst der Handel-Festspiele in Halle, BRD, zur Verfligung gestellt.
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Und hinter dem Fenster wird die gesamte Ekloge schlicht in poetisierten
idyllischen Kostiimen in Ubereinstimmung mit ziichtigen Traditionen der
Barockpastoralen dargestellt. Indem der Regisseur die Handlung in zwei parallel-
liberkreuzten Richtungen entfaltet, lasst er die Gestalten der Barock- und der
heutigen Wirklichkeit, d. h. aus verschiedenen Schichten des Bewusstseins
aus der alten und der heutigen Zeit mittels der Prinzipien der intellektuellen
Montage aufeinanderprallen. (Bild 3) Infolge dieser Schnittregie entsteht
ein erstaunlicher heuristischer Effekt, der der Fabel eine neue problemhafte
Sichtweise verleiht, also die Anndherung von unvereinbaren Polen wie Tod
und Freude: Selbstmord des von uns eingebildeten Autors (des vermutlichen
Doppelgédngers des Schafers Mirtillo) und Glick des wirklichen arkadischen
Protagonisten, der trotz einiger dhnlicher Ziige mit seinem zweiten ,,Ich” sein
Schicksal mit seiner Geliebten verbindet.

Bild 2. G.F. Handel. Oper Il Pastor fido”

Neben zwei moglichen Deutungen des Sujets (von Curkovi¢ und von
uns) gibt es noch eine, die vom Regisseur aus dem Krimibereich eingebracht
wurde: Die Tragddie des Protagonisten ist in der Halleschen Inszenierung in
Bezug auf eine Krimigeschichte dargestellt: Am Anfang und zum Schluss der
Oper interessiert sich ein Polizist fur ihn, er ss mmelt ndmlich die Sachbeweise
seines vermutlichen Selbstmords und legt die Pistole und andere Indizien in eine
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transparente Tiite (diese transparente Tiite muss wahrscheinlich die Zuschauer
zu Zeugen machen) hinein. (Bild 4)

Bild 3. G.F. Handel. Oper Il Pastor fido”

Bild 4. G.F. Handel. Oper Il Pastor fido”
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Wird allerdings der Selbstmord tatsachlich fast begangen, bemerkt man
den Verliebten, der sich beinahe erschossen hat, paradoxerweise nicht.

In der Interpretation der Ballettszenen in der Oper Il Pastor fido“ ist also
der mehrfache Einstieg in die Figur zu verzeichnen. Handel hat das erstmals im 18.
Jahrhundert gemacht: Mit seinen traurig-elegischen Balletteinlagen am Anfang
und in der Mitte der Pastorale dramatisierte er die Gattung des Divertimento®
[vgl.: 9]. Und im 21. Jahrhundert fiihrte der Regisseur Daniel Pfluger in den
bukolischen Inhalt der verwickelten Geschichte die Figur einer modernen geistig
unausgeglichenen Person und dazu noch im Kriminalkontext der Uberwachung
ein, womit er Handels Pastorale mit Hilfe von Gestaltungsmitteln verscharfte.

Die zweite von uns angehorte Oper ist die Inszenierung von ,Atalanta“
(HWV35) im Carl-Maria-von-Weber-Theater Bernburg. Die Oper entstand zu
Ehren der kdniglichen Vermahlung des Prinzen von Wales Friedrich Ludwig von
Hannover mit Augusta, der Tochter des Herzogs von Sachsen-Gotha (1736, das
Libretto des unbekannten Verfassers nach Belisario Valerianis ,,La Caccia in Etolia“
— ,Die Jagd in Atolien”) und zihlt zu den hellsten und lebensfrohen Werken.
Nach der Fabel erholt sich Atalanta, Jagerin und Prinzessin von Arkadien, als Hirtin
Amarilli verkleidet (Marelize Gerber, Sopran), unter den Nymphen und Hirten in
den Wildern Atoliens. Sie wird von Meleagro gesucht, dem verliebten antiken
Helden, Kénig Atoliens (Amelie Miiller, Sopran), der sich als Hirte Tirsi ausgibt,
in den sich Atalanta verliebt. Nach einer Reihe amiisanter Peripetien schlieBen
sie eine Ehe. Zur Abschatten der lyrischen Liebeslinie wurde in die Dramaturgie
auch eine komodienhafte Liebeslinie, vertreten durch das Duett von Irene (Maria
Weiss, Mezzosopran) und dem Hirten Aminta in der Gestalt eines korpulenten
Barkeepers, dessen Haare in einem modischen Schwanz zusammengebunden
sind (Christian Zenker, Tenor), eingefiihrt.

Der erste Einstieg in die Charaktere der Figuren wird indirekt tGber
allgemeine lebhafte Tonart der Oper gemacht. Der Ton wird durch die Ouvertiire
angegeben (Beispiel: https://www.youtube.com/watch?v=VSyrO7koQbw).
Ihr schneller Teil driickt eine leichte Ironie aus, damit bringt der Komponist
die Zuhorer zur Kenntnis, dass alle Kollisionen in der Inszenierung nur eine
Dekoration sind.

5 Kleines Ballett, das mit dem Sujet nicht verbunden ist.
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Ernsthafte Fragmente erscheinen und kulminieren allerdings in den
Solonummern. So ist beispielsweise die Arie des verargerten Aminta ,,Di ad
Irene, tiranna» (Akt Il, Szene 6), in der er Irene der Tyrannei anklagt’. Mit
emporten Aufschreien durchdrungen, die pl6tzlich durch den zornigen virtuosen
Gesang abgeldst werden, enthélt sie auch lyrische Episoden, die voll von
Leiden sind. Im Vergleich zu den Interpretationen anderer Sanger (das lyrische
Auftreten von Nicolai Gedda und die dramatische Manier von Michael Slattery)
wirkt die Deutung von Christian Zenker grotesk, was bei gewisser Ahnlichkeit
mit Slatterys Vortragsweise tief beeindruckend ist.

Das Arioso Meleagros ,Care selve, ombre beate” (Akt |, Szene 1)2 ist
eine der besonders starken Episoden und gilt als Perle von Handels Lyrik.
Die Kraft der musikalischen Charakteristik des Protagonisten kommt hier
als urspriingliches Vorhaben von Handel zum Ausdruck und bediirft keiner
zusatzlichen Konkretisierungsmittel. Die Sdngerin, die Meleagro spielt (Amelie
Miiller, kein Countertenor, sondern der hohe Sopran), hat einen modernen
weilRen Herrenanzug an und ist als schnurrbartiger Mann geschminkt, ihre
langen Haare sind mit einem Haargummi zusammengebunden, sie schafft eine
erhabene Konigsfigur durch die Edelheit der Klangfarbe und insgesamt durch
die hohe Beherrschung der Kantilene. Trotz der dsthetischen Dissonanz ganz
am Anfang lasst uns die Musik tber die Nichtlibereinstimmung des dufReren
und des inneren Erscheinungsbildes dieser Figur vergessen.

Die Charakterisierung der handelnden Personen im Sinne einer Komddie
verstarkt der Regisseur durch die Einfihrung der Leinwand und des Prinzips
des Filmschnitts in die Optik der Inszenierung: Wahrend der Ouvertiire wird
ein Video angezeigt. Zuerst schwimmt ein hungriger Haifisch mit zahllosen
Zahnen fast auf Atalanta zu. Das Madchen mit den Schwimmflossen und der
Taucherbrille ist direkt vor dessen Maul, sie flieht aber ohne besondere Panik
weg (Bild 5), am Ende ihrer Flucht begegnet sie Meleagro im Wasser. Dieser
wird danach bereits auf dem Land angezeigt, er fahrt Motorrad auf einer

7 Ihrem Charakter und Thema nach ist sie der Arie von Arsace ,Furibondo spira il vento” aus
Handels Oper ,Partenope” (Akt Il, Szene 9) sehr nah.

8 Mit seiner absteigenden, erhaben verklarten Melodie ruft es Assoziationen mit der kiinftigen
pastoralen Arie flr Alt ,,He shall feed his flock” aus Handels Oratorium ,,Messiah“ hervor. Solcher
Vorgriff auf den Musikstoff der Oratorien der 1740er zeugt davon, wie sich Handel im Operngenre
vorbereitet hatte
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AsphaltstralRe zwischen den Wolkenkratzern, schaut durch ein Fernglas und
sucht nach seiner Geliebten.

Bild 5. G.F. Handel. Oper ,Atalanta”

Aminta agiert ausschlieBlich unter komodienhaften Umstanden, wenn er
beim schnellen Autofahren unter Ubelkeit leidet, sich mit Irene heftig streitet,
in der Bar mit den in der Luft schwebenden Flaschen ist (Bild 6), einen kleinen
Brand auslost, das einzige lebendige, stark abgebrannte Wiirstchen rettet und
sich die Hande etwas verbrennt. Dieser Comicsatz endet mit der Erscheinung
von Mercurios ernstem und belehrendem Antlitz und mit dem schriftlichen
Wunsch fiir die Zuhorer auf der Leinwand: ,,Keep Calm and Handel it!“ (Bild 7)

Mit dem Ende der Ouvertlre wird das Komische nicht abgebrochen: Zu
Beginn der Oper sitzt Atalanta am Computer und sucht unter Heiratskandidaten
nach ihrem Meleagro.

Der zweite Einstieg in die Figur wurde also nach dem Prinzip der assoziativen
und intellektuellen Montage gemacht, durch die die Moglichkeiten der Ouvertiire
als Opernform zur Einflihrung der Zuhorer in den gesamten Gefilihlstonus des
Werkes erweitert wurden. Die Ouvertiire von , Atalanta” erfasst nun nicht nur
die Umsetzung der verallgemeinerten musikthematischen Verbindung mit der
Opernhandlung, sondern auch eine kurze und konkrete Inhaltsangabe und die
Vorstellung der Opernfiguren.
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Bild 6. G.F. Handel. Oper ,Atalanta“

Bild 7. G.F. Handel. Oper ,Atalanta“

Da ist auch der dritte Einstieg in die Figur ohne Anzeige der handelnden
Personen, aber mit einer assoziativen und parallelen Montage, die mit den
Theatermitteln ausgefiihrt wurde, wobei im Vordergrund die Hauptfiguren
(Atalanta und Meleagro) und im Proszenium zwischen dem Vorhang und dem
Hintergrund die Nebenfiguren (Aminta und Irene) agieren. Die letzteren lassen

sich nicht erblicken, aber nach den Damenunterwaschen, die ,irgendwoher”
auf den Boden ,fliegen”, und nach der Art und Weise, wie der zufriedene

9 Das Bild wurde von Grigori Konson am Ende der Auffiihrung gemacht.
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Aminta seine Hose anzieht, kann man schliefen, dass er und seine Geliebte
nicht mehr streiten und eine gemeinsame Sprache gefunden haben.

Infolge der gemachten Analyse kann man bei der Bewertung der Arbeit
des Regisseurs Kobie van Rensburg und des Ensembles in , Atalanta“ wohl
sagen, dass diese kreative Gruppe den Stil des Komponisten durch das Prisma
der modernen Vision seiner Werke und des Horens der Musik meisterhaft
wiedergegeben hat, wodurch der Sinn in der lyrischen Komédienkonzeption der
faszinierenden Hochzeitsfeier allgemein erweitert wurde.

Der Oper ,,Berenice” (HWV38, 1737, nach einem Libretto von Antonio
Salvi), die in der Oper Halle aufgefiihrt wurde, liegen inhaltlich zwei
hoffnungslos verwickelte Intrigen, also ein Liebesabenteuer und eine politische
Geschichte, zugrunde. Sie bringen im Kreis komplizierter Beziehungen fiinf
Personen zusammen, das sind die dgyptische Kénigin Berenice, ihre Schwester
Selene und drei Heiratskandidaten fiir die eine oder die andere (die Romer
wollen Berenice mit ihrem Verwandten Alessandro vermahlen, wéahrend
Mithridates, Konig von Pontos, fiir sie seinen Agenten Demetrio gewdhlt
hat). Eine zuséatzliche Sujetlinie bilden die Gefiihle des Prinzen Arsace, der
in Selene verliebt ist. AuRerdem flirtet Berenice (Romelia Lichtenstein) nach
dem Vorhaben des Regisseurs auch mit dem solierenden Oboisten aus dem
Orchester. Dieser Flirt bleibt natiirlich unverbindlich, A. Ehrnrooth schreibt,

dass dieses Duett “das zartlichste Highlight der Inszenierung war, als Romelia,
mit den Beinen im Orchestergraben schwingend, neben dem aufgestandenen

(und prachtigen) Oboisten salR. Alles endet ganz witzig, wenn das Paar ein
Selfie macht”, [10]

Esistwirklichunmdglich, zu verstehen, werinwenin diesem Liebesflinfeck
verliebt ist. Dieser Kaleidoskop aus nicht einander liebenden Paaren bietet den

Zuhorern die Gelegenheit, jedes Mal ihre Dispositionen neu aufzustellen und
laut der Fabel den Liebeskampf um den Sieg tiber den Gegner, der letztendlich
auch den politischen Sieg bedeutet, mitzuerleben.

In der Dramaturgie der Produktion wird vieles durch die Prinzipien
der Dokumentarfilme erkldrt, ihre Verwendung zeugt von dem Wunsch des
Regisseurs, die Hédndel-Zeit und die Gegenwart einander néher zu bringen und
auf ewige Lebensprobleme aufmerksam zu machen. Darin steckt die Oberidee
des Werkes, eine Art Uiberzeitliche Schicht des Bewusstseins, die vom Regisseur
in die Inszenierung aufgenommen wurde. Sehr aktuell klingen zum Beispiel
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die Worte einer der Figuren der Oper ,Berenice”, Aristobolo (Ki-Hyun Park)
sagte namlich, dass die Welt ohne Politik viel besser ware (Szene VII). Auf der
Leinwand Uber der Biihne werden anscheinend chaotisch die Nachrichten aus
den Medien Gber den US-Prasidenten Donald Trump und die Ereignisse aus dem
Leben der britischen Kénigsfamilie angezeigt. (Bild 8) Gleich daneben werden
auch die Alltagsfragen wie Tipps zur Fillung eines Hdhnchens behandelt und
Videos mit Katzen, Musikvideos und vieles mehr gezeigt. (Bild 9)

Bild 8. G.F. Handel. Oper ,Berenice”

Dieser kaleidoskopartige Anfang im oberen Biihnenbereich kombiniert mit
der Handlung im unteren Bereich, wo eine Schauspielerin die Putzfrau mit einem
Eimer darstellt und den Boden fegt, sorgt fiir den Eindruck eines eigenartigen
dynamischen Splitscreens, worauf das Publikum nicht eindeutig reagiert.
Ehrnrooth schreibt, dass der ,Regisseur Jochen Biganzoli in der heutigen absolut
selbstbezogenen Selfie-Welt durchaus handlungsbereit ist'°. (Bild 10). Hier kann
man eine Parallele mit dem Jahrmarkt der Eitelkeit der Barockzeit ziehen, denn
diese Inszenierung ist in dieser Hinsicht etwas scharfer, sie appelliert an die
Gegenwart und richtet darauf das ganze Sujet.” [10]

10 Die Autoren des Artikels gebrauchen ein Wortspiel im Sinne der Redewendung “today’s self(ie)-
obsessed world”.
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Bild 10. G.F. Handel. Oper ,Berenice”

Dariiber hinaus laufen samtliche Opernfiguren regelmaRig durch die
Einheiten des runden Konstrukts und versuchen einander zu Giberholen, hier wird
nicht ohne Ironie das Prinzip der sich bewegenden linearen Montage (oder die
,Typage-Orchestration“! nach Sergei Eisenstein) interpretiert. Sandra Bowdler
bemerkt am Beispiel der Produktion aus dem Jahr 2018, indem sie den Beginn
der Oper betrachtet, dass es ,,die Postmoderne in all ihren Erscheinungen war. Die
Schau begann mit einem glitzernden konvexen Vorhang, neben dem eine Putzfrau
im blauen Kittel und gelben Handschuhen die Biihne fegte und gleichzeitig
einen Handyanruf entgegennahm.” [11] Aber die bewusste Provokation habe
der Kritikerin zufolge nur mit der Einfihrung der Bildschirme begonnen: ,Das
richtige Entsetzen kam zusammen mit einem Netz von Bildschirmen {iber den
sich drehenden Dekorationen, sie bombardierten uns gnadenlos mit typischen
Bildschirmbildern wie Nachrichten, Werbung, Facebook-, Twitter-, Instagram-
Profile, E-Mails... Im Laufe der ganzen Handlung nahmen die Solisten ihre Handys

1 Dieser spezifische Ansatz aus der Filmkunst ist einer der Montagetypen, mit dessen Hilfe
verschiedene emotionale Reaktionen der Figuren im kiinstlerischnen Werk aufgedeckt werden,
indem sie hier und heute auf eine konkrete Situation reagieren. Dadurch entsteht drinnen im
kiinstlerischen Werk eine Minigattung, eine Art Theaterstiick im Theaterstiick, das mittels eines
der Prinzipien des Filmschnitts von Eisenstein, das namlich als Typage-Orchestration bezeichnet
wird, geschaffen wird.
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immer wieder heraus ..., um zu telefonieren, eine SMS zu schreiben, zu lesen
und naturlich Selfies zu machen”. [Ebd.] (Bild 11, 12)

Bild 11. G.F. Handel. Oper ,Berenice”

Die Kritikerin war Uber die UGbertrieben eklektischen Kostime der
Schauspieler besonders erstaunt, die Kleidungsstiicke aus dem 18. Jahrhundert
wurden ganz einfach mit den dhnlichen Attributen von modernen Subkulturen
kombiniert, die Oberrécke aus Brokat trug man zum Beispiel mit Lederhosen und
Motorradschuhen. Selene (Svitlana Slyvia, Sopran) begann mit einer Periicke und
verwandelte sich kurz danach beinahe in eine gotische Punk-Frau mit schwarzer
Bob-Frisur und in einem T-Shirt mit silbernem Totenkopf und Knochen darauf.
(Bild 13) Die Putzfrau entpuppte sich als verkleideter Prinz Arsace (Franziska
Gottwald, Mezzosopran).

Wenn wir aber all diese externen Kitsch-Attribute wegnehmen, bleibt im
Libretto nur reine gehaufte Intrige, die sich bei einer ernsteren Betrachtung als
grof3e Parodie auf ein gestelztes, sehr bedingtes, ja beinahe verkrustetes Sujet
in den besten Traditionen der Opera seria erweist. In der Halleschen Produktion
schufen die Kameras, die auf die Schauspieler im oberen Biihnenbereich gerichtet
waren, ihre Splitscreen-Portrats, setzten sie in eine Art Bewegung und verhalfen
der feinen Entfaltung der psychologischen Gestalten der Hauptpersonen.
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Infolge der Uberlappung von Bildschirmprojektionen und der laufenden
Biihnenhandlung verformte sich und verschwamm das AuBere der jeweiligen
Figur, als ob es sein eigenes selbstandiges Leben lebte. (Bild 14)

Bild 13. G.F. Handel. Oper ,Berenice”
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Bild 14. G.F. Handel. Oper ,,Berenice”

In Berenices Darstellung kam etwas Boses und Aggressives an den Tag, es
warnte vor der Gefahr von manchen ihrer kinftigen Handlungen.

In der Oper Halle wurde noch eine Oper von Handel — ,,Julius César in
Agypten” (HWV 17, 1724) aufgefiihrt, das Libretto nach dem gleichnamigen
Werk von Giacomo Francesco Bussani bearbeitete der Dichter und Musiker
Nicola Francesco Haym, der die schépferischen Vorhaben Handels mitempfand
und daher ganz erfolgreiche Librettos zu den Opern ,Julius César in Agypten”,
»,Tamerlano“, ,Rodelinda“ verfasste. ,Julius Cdsar” ist eine der besten Opern
von Handel, das dramatische Sujet ist gut gestaltet, die Konzeption von Peter
Konwitschny aber ist eher auf die Parodiegattung gerichtet. Und das ist nicht
ohne Grund, den Anlass dafiir gibt Handel selbst mit seiner Karikaturenfigur
von Tolomeo.

Cleopatra (Vanessa Waldhart, Sopran) will ins Lager des Triumphators Julius
Céasar (Grga Peros) gelangen und wird in seine Mannschaft als Putzfrau unter
dem Namen Lidia genommen. Durch ihr tiichtiges Putzen und ihre Schonheit
wird man im menschenreichen Lager von César auf sie aufmerksam. (Bild 15)
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Bild 15. G.F. Handel. Oper ,Julius César in Agypten”

Casar muss aber wegen der List und Ranke von Tolomeo verschwinden.
Cleopatra bleibt allein und versteht, dass der ganze Hass nun auf sie gerichtet sein
wird. Die Bitterkeit der Trennung und die Vorahnung der kommenden Tragddie
findenihren Ausdruck in der Klagearie ,,Piangero la sorte mia“, die die Sdngerinin
den Traditionen des hohen Lamentos (Klagegattung mit Klagen und Gejammer)
meisterhaft vorgesungen hat. In diesem Wechsel der Massenszene gegen ein
Solo erscheinen die Eigenschaften der Komposition, die in der klassischen
Filmkunst als pathetisch [Begriff von Sergei Eisenstein] bezeichnet wird, hier aber
ist der Effekt unerwartet abschwachend, d. h. mit einem invertierten Pathos.
Ahnlich ist auch die Partie von Cornelia, der Witwe von Pompejus, die Svitlana
Slyvia tragisch und verscharft gesungen hat. So ist auch ihr Duett mit dem Sohn
Sesto ,,Son nata a lagrimar” (Ende des Aktes I). Der geweihte Charakter dieses
Duetts dissoniert mit dem AuReren des Halbwiichsigen (Benjamin Schrade), der
in seinem Zorn auf Tolomeo, den Morder seines Vaters, (dazu noch mit einem
Tuch auf dem Kopf) entweder einem bdsen Piraten oder einem modernen
Terroristen ahnlich ist.

Zwischen der kitschhaften Deutung des Librettos der Oper und der
traurigen Charakteristik der Protagonistin entsteht also in den Schichten des
Bewusstseins ein machtiger emotional-psychologischer Absturz, der ebenso
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wie in Handels Oper ,,Almira“ durch den Wechsel der Massenszene gegen ein
Solo unterstiitzt wird. In so einer ,ambivalenten” Erscheinung (duRerlich eine
Parodie und innerlich ein Drama) driickt sich die ,SchlieBung” der Fabel und
des Sujets aus, aus der die intellektuelle Montage entsteht. Deswegen erfolgt
der Einstieg in die Figuren von Cleopatra (direkt) und Cornelia (indirekt) in der
Halleschen Inszenierung auf Basis eines akuten Konflikts zwischen ihrer dulReren
Darstellung und des inneren emotionellen Zustandes.

In der Oper ,Julius Casar” wird auch ein traditioneller Theateransatz
verwendet: Entstehung einer jenseitigen Figur, die nach Rache schreit (wie
beispielsweise der Geist von Hamlets Vater in der gleichnamigen Tragddie von
Shakespeare, die ,schreibende Hand” in Handels Oratorium ,,Belshazzar*, spater
auch die Statue des Komturns in der Oper ,,Don Giovanni“ von Mozart). Er wird
hier ganz originell interpretiert: der von innen leuchtende singende Kopf von
Pompejus und spater fast lebendiges Denkmal (Jake Arditti, Countertenor).
Derartige Einmischung von transzendenten Kraften in das Leben der Sterblichen
schreckte schon immer ab. Hier aber wirken diejenigen, die vor dem Kopf, der
das geheimnisvolle griine Licht ausstrahlt, niederfallen, eher grotesk. (Bild 16)

Bild 16. G.F. Handel. Oper ,Julius Cisar in Agypten”
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Bei der Zusammenfassung unserer Betrachtungen kommen wir also zum
Schluss, dass sich die Regieinterpretation der Barockopern durch die Umsetzung
der Kompositionsprinzipien des Filmschnitts und moderner Ausdrucksmittel
der Filmkunst in der Musiktheaterdramaturgie enorm erweitert hat. Diese
Erscheinung bietet die Mdglichkeit, in die emotional-psychologische Welt der
Handel-Figuren, die als Trager der invarianten menschlichen Eigenschaften in
ganz verschiedenen Auspragungen auftraten und spater im Phantasiedenken
moderner Regisseure als mehrschichtiges Phanomen interpretiert wurden, etwas
tiefer einzutauchen. Die Verstdndnistiefe der Opernfiguren von Handel wurde
durch die verschéarfte Verbindung der Barock- und der Gegenwartsschicht des
Bewusstseins gesichert, die dem Regisseur und dem Zuhérer es erlaubte, in eine
und dieselbe Figur mehrmals einzusteigen. Eine grolRe Rolle spielte bei derartigen
Ausrichtung des Autorenvorhabens auf den Zuhorer der Konflikt zwischen Video-
und Musikreihe, krassen Theateransatzen, Prinzipien der Dokumentar- und
Spielfilme, namlich die der parallelen, assoziativen und intellektuellen Montage
und der pathetischen Komposition, was im Endergebnis die Sinnkapazitat der
alten Oper in der Gegenwart betrachtlich zuwachsen Iasst.
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MPO®ECCUOHANTBHOE AOKYMEHTA/IbHOE
KUHO N «HAPOOHOE» BUAEO

O BE3OPOXDbBE CEBEPA

B KOHTEKCTE KY/IbTYPHOIO JTAHOLWA®TA

AHHOTaUMA. B KOHTEKCTE Pa3HOMIAaHOBbIX UCCNEA0BAHUI KYNLTYPHOTO NaHALwad-
Ta OAHOW U3 BaXKHbIX TEM ABNAETCA aHaM3 06Pa30B ABUMKEHWUA U MPEOA0NEHUs
npocTpaHcTBa. CeBepHble LWMPOTbI 060CTPAIOT 3Ty Npobaemy, U BU3yasbHble 06-
pasbl CTAHOBATCA APKOM COCTABAAIOWEN MECTHbIX COLMOKY/LTYPHbIX MPaKTUK,
a TaKXe npeacTaBneHuin 06 3TMX Kpasx, GOPMUPYIOLLMXCA KaK pesynbTaT npo-
CMOTPa AOKYMEHTabHbIX JIEHT U PONNKOB. [OKYMeHTa bHOe KUHO MMeeT pas-
HbI€ YPOBHM, OT CMOHTAHHbIX CbEMOK A0 NPOodeccroHabHbIX HEUrpoBbIX Gub-
MOB. Bce ypoBHM ceityac A4OCTaTOMHO MOJIHO MPEACTaBAeHbl HAa BUAEOXOCTUHIE
YouTube. EciM MX BKAOYNTb B MHOM, HE KMHOBEAYECKUI, AUCKYPC, OHU CTaHO-
BATCA YaCTblO LENIOCTHOM KapTUHbI peanbHOCTM, Nossonstowel 6onee rnyb6oko
MOHATb MHOTME ee acneKTbl. B 4aHHOM Clyyae — KaK YacTb KyAbTYPHbIX NaHA-
WadTOB BbICOKMX LIMPOT, M KOHKPETHEE — KaK MapKep Uaeu ABUMKEHMA, MoKope-
HUWA, NPEOAONEHNA NPOCTPaAHCTBA. [TpodeccMoHanbHOe 4OKYMEHTaNbHOE KUHO O
M3HM KOpeHHbIX Hapoaos Cesepa BKAlOYaeT B cebs M TeMaTUKy KOYeBwWid, no-

BCEAHEBHbIX MPAKTUK ABUXKEHUA C UCNOb30BaHUEM TPAAUUMOHHOTO TyXKeBoro
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TpaHcnopTa. «HapoaHoe» BMAEO, MOCBALEHHOE LOpOram, cHAToe Ha GoPro,
BUAeoperucTpatopsbl, TenedoHbl, GUKCUPYIOT, B OCHOBHOM, NOABUMM BogUTENEN
TAMKENON TEXHUKM, NPE0A0eBatoWen TonM 1 NOBYLLIKM NOATAABLIEr0 3UMHMKA.
370 Apyraa rpaHb KynbTypHbIX naHawadtos Cesepa, Apyrasa KyabTypa, dopmu-
pyloLWan CBOW PUCYHOK NyTei. OTu ABe Ky/AbTypbl CYLLECTBYIOT NPaKTUYECKM Na-
pansenbHo, HO MHOT4A NePEeCceKaloTCs, Co34aBas TOUKM M 30HbI HAMNPAMKEHHOCTU.
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PROFESSIONAL DOCUMENTARY AND
“PEOPLE’S” VIDEOS ABOUT BAD ROADS OF
THE RUSSIAN NORTH IN THE CONTEXT OF
THE CULTURAL LANDSCAPE

Abstract. In the context of diverse studies of the cultural landscape, one of the
important topics is the analysis of images of movement and traveling across
spaces. Northern latitudes exacerbate this problem, and visual images become a
vivid component of local socio-cultural practices and of ideas about these lands,
shaped as a result of viewing documentary videos. Documentary has various
levels, from spontaneous filming to professional non-fiction films. YouTube
video hosting represents all of these levels. When included in some other, non-
cinema discourse, they become part of a holistic picture of reality, allowing a
deeper understanding of many of its aspects. In this case—as part of the cultural
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landscapes of high latitudes, and more specifically—as a marker of the idea of
movement, conquest, traveling through space. Professional documentary about
the life of the indigenous peoples of the North includes such topics as migration,
everyday traffic practices using traditional animal-drawn transport. The “people’s”
videos dedicated to roads are shot on GoPro, DVRs, smartphones and mainly
capture the challenges that drivers of heavy machinery face when struggling
to get through mud and melted ice road. This is another plane of the cultural
landscapes of the North, another culture, forming its own pattern of paths. These
two cultures exist almost in parallel, but sometimes they intersect, creating points
and zones of tension.

Keywords: cultural landscape, North, roads, documentary filmmaking, YouTube

C TOYKM 3peHUA KMHOBEAEHMA AaHHAA CTaTbA abCypaHa, TaK Kak B Hel
HeT M3ydeHusa cTunein n ocobeHHocTel pexnccepckoi pabotbl. Gonee Toro,
QHANU3MPYIOTCA ABa PasHbIX *KaHPa M Pa3HbIX CIOXKeTa — CHATble Ha TenedoH
BUAEOPO/IMKN O TAXKENOW TEXHUKE Ha CEBEPHbIX AOPOrax U npodeccroHanb-
Han KNHOAOKYMEHTAIUCTUKA O TPAAMULMOHHbBIX KYNbTypax, NaHALWAdTaX U KU3-
HW Ntofiei BbICOKMX WKPOT. O6beanHAET UX TEPPUTOPUA, KMECTO AEUCTBUAN U
06pasbl ABUKEHMSA B MPOCTPAHCTBE. B TO e Bpems 3To uccaegoBaHue co3pa-
HO KaK pe3ynbTUPYIOLLEE HECKOIbKMX BCTPEYHbIX TEHAEHLMN:

1. KynbTypHo-dunocopckme mccnengoBaHus COBPEMEHHOTO Nobutenb-
CKOro AOKYMEHTa/IbHOTO KMHO, pa3meLLeHHOro Ha BuaeoxocTuHre YouTube.
CroXKeTbl HAPOAHOTO KMHO B MHTEpPHETE Ype3BblyaliHO pa3HOO6pasHbI, U Aaxe
COBCTBEHHO MX TEMATUYECKoe pa3sHoobpasmne npeactasafet coboi Nakombli
Kycouek ans uccnegosatenent [cm., Hanp., 1, 2]. OgHa U3 AOCTOMHbIX aHaNM-
TUYeckmx pabot — masa o YouTube (aBTopbl — WUTalh Xumenbbonbm, OxkeH
lfon6ek, bpaiiaH Tpya) [3] B HeAaBHO Mepen3aaHHON KHUre, NMOCBALWEHHON
noapobHomy 0630py coLmanbHbIx ceTer. B uncne paboT, NOCBALWEHHBIX CO-
LMOKYNbTYpHbIM Npobnemam YouTube ecTb M aHanM3 POAMKOB, KacatoLmxcs
[OpPOr 1 BOXAEHWA, B YaCTHOCTM, ONACHOro NOBEAEHUA Ha Agoporax [Hanp., 4,
5], onaTb Xe, C TOYKM 3PEHUSA UX POIU B KYNIbTYPE M OTPANKEHMS Yepes HUX 0COo-
6eHHOCTelN COBpPeMEHHOM MEHTa/IbHOCTY.

2. AHann3 nNpo¢eccMoHaNbHbIX AOKYMEHTANbHbIX KMHOMEHT KaK BU3Y-
aNbHbIX penpeseHTauuli onpeaeneHHbIX TePPUTOPUAbHBIX COObLLeCTB, YTO
Hanbonee 6AU3KO ANA JaHHOrO UccnefoBaHuAs — CeBepHbIX TEPPUTOPUIA U
KopeHHbIX Hapozos CeBepa. TV JIeHTbl TaKKe pasmeLliatotca Ha YouTube,
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HO 3TO COBEPLUEHHO APYroe KMHO MO KavyecTBY, CMbIC/IOBOW HaNOMHEHHOCTH,
YPOBH!O 3cTETU3MA. OHU NPEACTaBNAIOT COBOM KBUHTICCEHLMIO MeANTAaTUBHO-
ro u punocodckoro B3rNAAA Ha 3Ty NPOBAEMATHKY.

B coBpemMeHHOM ryMaHWUTapUCTUKE U3yYeHUE ITHOKMHO AeNaeTca C aK-
LLEHTOM Ha ero couMasbHyl0 Posib U BECTb, KMECCeAK», KOTOPbIM MOCbINAOT
3TU KMHONEHTbI MUpy. OCOBEHHO MHTEPECHO, KOrAa aBTOPOM Hay4HbIX CTaTeln
ABNAETCA peuccep, Kak Hanpumep, MBaH lonosHes [Hanp., 6], KOTOpPbIM Ha
JaHHbI MOMEHT ABNAETCS OAHWM M3 aBTOPUTETHBIX POCCUMIMCKMX MCCNenoBa-
Tenei. OH Nonaraert, YTO «3BPUCTUYECKAA LLEHHOCTb STHOrpadUUYecKoro KMHO
3aKNKOYAETCA B TOM, YTO 3TOT }KaHP, ABAAACL 0COObIM HaMpaBNEHUEM KUHE-
maTorpada, coyetaet B cebe KauecTBa HayYHOro UCCAeA0BaHUA U UCKYCCTBa»
[7, c. 55].

3. U, HaKkoHeL, Kak 6a30BasA TOYKA 3peHNA JaHHOTO UCCNefoBaHUA — Ha-
YYHaA TpaguuUmMA UccnenoBaHuUii CEMUOTUKM KYNbTYPHOTO NaHawadTa, rae He-
06blyaitHO BaXXHOW ABNAETCA 06pasHan cocTasaAoLLanA.

Norvka reokynbTypHOro NPOCTPAHCTBA NPEANOoAaraeT, YTo B HEM MOTYT
06beANHATLCA PasHble NPOABAEHUA PasHbIX KyAbTYp U cybKyneTyp, bopmupy-
IOLLMX «CTPaTbI», NPOHM3bIBAIOLLME APYT APYra UAKM He Nepecekatowmecs. 06-
pasbl NaHgwadTa, AMTepaTypHble UK BU3yasbHbIe, CYLLECTBYIOT HE CaMM MO
cebe, a Kak HeoTbemiemas ero Yactb. CobcTBeHHO Npobaema cmbICiOB U 06-
pa3oB ocBelleHa B MOHOrpaduMm aBTopa AaHHOW cTatbk [8; 9]. B pamKax 3Toi
Hay4YHOM TPaZMLIMM UCKYCCTBO, B TOM YMC/IE U BM3YaslbHOE, pacCMaTpPUBAETCA
KaK cnocob 0Co3HaHMA M HOBOFO KOHCTPYMPOBAHMA NPOCTPaHCTBa. Ecain oTHe-
CTW 3TO K AOKYMEHTaNIbHOMY KMHO, TO OHO GOpPMUpPYET YCTONUMBbIE NPeacTas-
NEHUA O TeX TEPPUTOPUAX, KOTOPbIE BbICTYNAKOT KaK MecTa LeCTBUA OTCHATLIX
1 pasmelleHHbIx B YouTube ctoxkeToB [cm., Hanp., 10].

O6pasbl TEPPUTOPUI MOTYT CTPOUTLCA M3 PA3UYHBIX COCTABAAIOLLMX,
KOTOpble HE ABAAIOTCA CAMOAOCTAaTOUHbIMKM — BCErAa NPUOPUTET OCTaeTCA 3a
LLeNIOCTHOCTLIO KY/IbTYPHOTO naHAawadTa, 3Ta TemMa B 0Te4YeCcTBEHHOM HayKe pas-
pabaTbiBaeTca npemmyuiectseHHo [.H. 3amatnHbim [11]. C 3TOM TOUKM 3peHun
M PaccMaTpPMBAETCA KaKAblii 9N1EMEHT, KOrga Mbl 3343eMCA LeNIblo Uccneno-
BaTb ero 6osiee NpucTasbHO. B aBTOPUTETHOM COBPEMEHHOM SHUMKAONEAMUM NO
obLecTBEHHON reorpadumn BU3yanbHOCTU U pUAbMaM NOCBALLEHbI ABE CTaTbX
amepmKaHCKKX yyeHbix Kpuca JlykuHbuna [12] n Ipuka lonagduwepa [13]. Mo
MHEHMIO NOCNeHEro, KOrAa «BU3yanm3auna CTaHOBUTCA NPOCTPAHCTBEHHOW U
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UrpaeT peLuatoLLyto posib B MPOU3BOACTBO NPOCTPAHCTBA U mecTa» [13, c. 175],
OHa PACCMaTPMBAETCA C TOUKM 3pEHUA penpe3eHTaLmmn Tepputopum. Mostomy
cospemMeHHas 8U3yanbHAA AOKYMEHMAAUCMUKA KAK «HAPOOHAA», MAK U npo-
heccuoHanbHas, 8 OGHHOM Cay4ae pPaccmampueaemcs 8ceao Aullb KaK 06-
pas, Mapkep, «CUMNMomM» meHOeHUul 8 KynbmypHeix naHowagpmax Cesepa.
3TOT pernoH HeOAHOPOLEH, B HEM €CTb KaK MMHUMYM [1BE «FE€OKYAbTYPbI» (KO-
TOpble B POCCMICKOM TPaLML MM NOHMMAIOTCA He No BannepcTaiiHy, a, cKopee,
KaK «COBbITME-MPOCTPAHCTBO») — KOPEHHbIX HAPOOO08 U KOMOHUAAbHAA [14].
CoOoTBETCTBEHHO HEOAHOPOAHbI U [aXKe AMAMETPASbHO MPOTUBOMOOXKHbI
W CBAA3aHHble C HUMW BM3yasbHble 06pa3bl. OHU GUKCMPYIOT NOBCEAHEBHbIE
AVCKYPCbl NOCTKONOHWUANbHOW LIMBUAN3ALMN U COXPAHUBLUMXCA OCTPOBKOB Ha-
LMOHANbHOM KyNbTYpbl KOPEHHbIX HAPOAOB. HO 1 Te, 1 Apyrve npeacTaBAatoT
coboi YacTb LeNoro, XotTa B COBPEMEHHBIX UCCaeA0BaHMAX 0bpa3os Cesepa
(Ho oTHIOAb He B NOBCEAHEBHbIX MPAKTUKAX, CBA3AHHbIX C HELLAAHOM IKCNY-
aTaumen NPUPOAHBIX PECYPCOB) HAYMHAET NPEBAIMPOBATb IMHOKYIbMYPHAA
0OMUHAHMA U MOCMKOMOHUGALHAA 3MUKGA, MPU3HAOWAA Nepe8uvyHsIM MUp
mMpaoduyuoHHbIX Kyasmyp. O6 3TOM MHOIO MULLET U3BECTHbIV KaHALCKUIA UC-
cnepoBaTenb faHuans LWWapTtbe [15].

P, oTeyecTBEHHbIX U 3apybeXHbIX UCCnegoBaTenen, B Tom yucne Konua
lepnax n Hagmp XvHoccaH n3 lepmaHum, oTmeyatoT, 4to Poccua, Kak ogHa 13
APKTUYECKMX AeprKaB, BOCNpPUHMMaeT CeBep M APKTUKY KaK CTpaTermyecku
BaKHbIM PErVOH, M YTO eLle 6osee BaXKHO — eMy NPUHAANEXRUT ocoboe mecTo
B AMCKYpCe HaLMOHANbHOM UAEHTUYHOCTM [16]. [larKe KUTENU HOMKHbIX LLMPOT
Poccuum B rybuHe cBoel MEHTaNbHOCTM OCO3HAKOT NPUYACTHOCTb K CEBEPHBIM
py6exkam cBoeW cTpaHbl.

OTOenbHOM TEMOM B 3TOM €AMHCTBE KyAbTypbl, MPOCTPaHCTBa M A0-
KYMEHTaNIbHOrO KMHO OKasblBAeTCA «aHTponosnorua gopor» [cm., Hanp., 17],
MOCKO/IbKY [0POrK, nepemaBuKeHWe B MNPOCTPAHCTBE, ABNAIOTCA HEOTbEM-
NEeMOM YacTblo CTPYKTYPbI KyAbTYpHOro naHawadta. Mcxogn U3 ckasaHHoro,
npobaemoli daHHO20 UccnedosaHus A8AAEMCA aHANU3 06pa30e dsuxdeHUA U
npeodoneHUA NPOCMPAHCMEBA 8 KOHMeEKCMe KyabmypHO20 AAHOWAdmMa Kak
yesnocmHocmu U e2o 3ane4yamseHus 8 00OKyMeHmanucmuke. A gna aToro Ham
HaZo byAeT NpeAcTaBUTb MECTO AENCTBMA, LOporv n naHawadTol Cesepa, 6es-
[OPOXKbE N TEXHUKY, CYLLLHOCTb KOYEBOM KYNbTYPbl KOPEHHbIX Hapoaos Cesepa.
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CEBEP KAK MECTO IENCTBUSA — «CeBepad» — CeBepHbilii Ypan, Cesep
Cubupm, YykoTka. CioxkeT — auskeHne. Heobxogmmo yTouHUTb, YTo CeBep B
ceTKe reorpaduyeckmnx KoopamHat B Poccum — 3710 vale Bcero Cesep u Ce-
Bepo-BocToK, KOTOpOMy NPOTMBOMOCTABAAETCA TaK Ha3blBaemasa LleHTpanb-
Han Poccua — KOro-3anag,. «Cesep» TPAaLMLMOHHO ONpeaenseTca M30TepMoit
cpegHeronosoi Temnepatypoit Bosayxa 0°C. BbicOKMe WMPOThI CBA3aHbI C
HU3KMM pagMauMoHHbIM 6anaHcom, C OTPULATENbHBIMU CPeaHEerog0BbIMMU
TeEMnNepaTypamu, C BeYHOM Mep3noTon, npeobnagaHme TYHAPOBOMN pacTUTENb-
HOCTM M NeCOTYHAPbI. TO B OCHOBHOM MaTEPMKOBAA 4acTb CyLIW, HAYMHAA Bbl-
LeHa3BaHHOW M30TepMbl 40 Nobeperba apKTUYECKMX Mopei. Eule ceBepHee
— 370 yKe ApKTWKa (orpaHuyeHa U30TepMON camoro Tenaoro mecsaua —5°C),
unn KpaitHuin Cesep [18, c. 11].

CeBepHbIli MUP, C TOYKM 3pPEHUA CMbICIOBOTO HamnosHeHWsA 63a30BbIX Npu-
POAHO-NAHAWADTHBIX AOMUHAHT, — 3TO NOABUMKHAA 3HAKOBas CUCTEMa, B3a-
MMOLOMNOHAOLLAACA, HO M NPOTUBOPEYMBAA, MOCKO/bKY B HEM COCYLLECTBYIOT
HECKO/IbKO TOUYEK 3PEHMA B Pa3HbIX MCTOPUYECKUX U XYA0MKECTBEHHbIX KOHTEK-
ctax. Mpun 3TOm CyLLEeCTBEHHO Pa3/MYAtOTCA B3rNALbI U3BHE U U3HYTPU (MHOTAA
Npu B3aMMHOM UCKIOYEHWM) PA3HbIX KyAbTYp U CybKynbTyp. BHYyTpeHHee ca-
MOOCMbICNIEHME KYNbTYPHbIX NaHAawadToB CeBepa MMEET HE TaK MHOTO CKBO3-
HbIX AOMWUHAHT UMEHHO M3-3a MY/IETUKYILTYPHOCTU. 3TO NOIMCEMAHTMYECKOE
NPOCTPAHCTBO, MMEIOLLEE MHOMKECTBO BHYTPEHHMUX PAa3NOMOB — HaLMOHa/b-
HbIX, COLMA/IbHBIX, U, COOTBETCTBEHHO, CMbICN0BbLIX. COBCEM Kak no JIoTMaHy,
KOTOPbIN NOCTYAMPYET, YTO «..cemuochepa OTIMYAETCA HEeOAHOPOAHOCTbIO.
3anonHAwLWMe CeMMOTUYECKOE MPOCTPAHCTBO fA3bIKM Pa3/MYHbl MO CBOEW
NPUPOAE M OTHOCATCA APYr K APYry B CNEKTPEe OT NOMHOW B3aMMHON nepeso-
AVMOCTU 10 CTOANb e NOMHOW B3anMHOM Henepesogmumoctuy» [19, c. 252].

BHYTpeHHWe pa3nombl NpeanonaratoT CywecTBOBaHME rpaHuL, KoTopble
JloTmaH onpegenser O4HUM M3 OCHOBHbIX MEXaHU3MOB CEMMOTUYECKON UH-
AVMBUAYaNnbHOCTU. TaKyto rpaHuLLy OH KBaMdULMPYET KaK «4epTy, Ha KOTOpoM
KOHYaeTca neproamyHas ¢opma. ITO NPOCTPAHCTBO ONPeLEnseTca Kak “Hawe”,
“cBoe”, “KynbTypHoe”, “6e3onacHoe”, “rapMoHNYECKM OpraHM3oBaHHoe” U T.A.
Emy npoTuBoCTOUT “MX-NpocTpaHcTBO”, “yyoe”, “BpaxaebHoe”, “onacHoe”,
“xaotnyeckoe”» [19, c. 257]. MogobHble rpaHMLLbl MOTYT CYyLLECTBOBATb UCKAIO-
YUTENbHO B KONNIEKTUBHOM CO3HAHWUM, HO TaK¥Ke MOTYT UMETb CBOE BbipakeHue
B NpocTpaHcTBe. Hanpumep, Tpybonposog, (MPoAyKT U CUMBO/I COBPEMEHHOM
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WHAYCTPUAnbHOW UMBUAM3aUmMK) byaeT npeactaBnaTb cobon peanbHO Henpo-
XOAMMYIO TPAHULLY ANA MUTPALMK CEBEPHBIX O/IeHeN (CakpanbHOM M npodaH-
HO-NParmaTM4YecKon OCHOBbI ObITUA KOPEHHbIX Hapoaos Cesepa).

06wan gna Bcex Touek 3peHus cneundmrKa ceBepHbIX LWMPOT — Npumat
NPOCTPAHCTBA HAJ Ye/I0BEKOM, OTKA3 OT aHTPOMOLEHTPUYHOCTU. TO ecTb Aaxe
6a308Bble NPOCTPAHCTBEHHAA M BPEMEHHAA (KaK yBUAMM BNOCNEACTBMM) cUCTe-
Mbl KOOPAMHAT OT/IMYAOTCA OT MPUBLIYHOM AN 3anaaa KapTUHbI Mupa. C aTol
TOYKM 3peHnsa CeBep — NPOCTPaAHCTBO 3A rpaHuLEel 3anagHoro Mmpa, norpa-
HWYbE, HEe-MeCTO, HO MPOCTPAHCTBO, KOTOPOMY, MOMMUMO MHAKOBOCTM, MMMa-
HEHTHbI eLLe W OnacHble A1 XMU3HU LMBUIM30BAHHOTO YE/I0BEKA XapaKTepH-
CTVUKM NpupoaHoro naHawadTa. CoObCTBEHHO B 3TOM U CEKPET MOMyAApHOCTH
NtoBbIX LOKYMEHTaNbHbIX NIEHT, OT CTPUMA [0 HAyYHOM AOKYMEHTAIMCTUKM.
370 OKHO B MMp [pyroro, M1p 3K3UCTEHLMANBHOW UHBEPCUM, FAE TNaBHbIN —
He Yyenosek. JJokyMeHmMasnbHole PunbMbl HOMHO20 bosee, Yem uzposele npeo-
cmaenam coboli «coyuanbHble MeKCMbl KOMopble C8A3bI8AIOM HU3HEHHbIU
MUpP UHOUBUOQ € bosee KPYMHLIMU MEKCMOBO-KybMYpPHbIMU CUCMeMamu,
€0300I0UWUMU U HABA3bIBAIOUWUMU C80L CMbIC/ noscedHesHOU #u3Hu. ebaTbl
0 «Kpu3nce penpeseHTaLMm» BblIM COCPEOTOUEHbI HA MMMECHUCE UK BEPE B
TO, YTO TOUYHOE Npe/AcTaBieHne M1Mpa BO3MOXKHO» [12, c. 108].

OOPOTM U NAHALWADTHI CEBEPA

Cpa3y cnegyeT caenatb OrOBOPKY, YTO 3a NpedesaMu Halero paccy-
[eHUA OCTaHyTCA ABa MaruMcTpanbHbix Nyt — BAM u CeBepHbiit Mopckoi
NyTb, Ybl PO/Ib B KY/AbTYpPe U KyAbTYPHbIX NaHAwadTax JOCTaTOYHO aKTUBHO
obcykaaerca [cm., Hanp. 20, 21]. Mbl cocpeaoTouyMmcA Ha Aoporax U nyTsax
419 KONeCHOro, 'yCeHUYHOro 1 ryeBoro TpaHcnopTa. [lopora npeanonaraet n
npefonpefenser HappaTMBHOE BOCNPUATUE U ONUCAHNE AENCTBUTENBHOCTY.
B naHawadTe 310 BbIpaXKaeTca A0BOAbHO Y3KOW MNOAOCON NPUAOPONKHbIX BU-
AVMbIX MO X4y ABUNKEHUA Neir3axken.

B pyccKoit KynbType fopora, XoTb U OTpULAaeMasn, HO U3HAYa/IbHaA YacTb
KU3HU. «PyccKana STHUYECKAn KynbTypa, AeKNapupya CBOKO 0CeANOCTb, He ap-
TUKYAUPYET KYAbTYpY AOPOrM KaK CBOK YaCTb, ONUCHIBAA ee Kak BHellHee Mo
OTHOLIEHMIO K cebe, HepeaKo NPOTMBOCTOSALLEE M ONAacHOE ABNEHMeE, KakK bbl
He «Buga» ee» [22, c. 18]. NaHawadTbl NPUNONAPHbLIX WKWPOT HE 3HAAN A0-
por, xoTs Bceraa bbiv obuTaembl (Hanpumep, HEKOTOPbIE apXeosiornyeckune
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HaxoZKu Ha YykoTke gatupytotca XV-XIII BB. A0 H.3.). KopeHHble Hapoabl Ha
MPOTAXEHUM BEKOB KWW B FaPMOHWUM C NMPUPOAOWN, MHOFME U3 HUX Bblan
KOYeBbIMW W NepesBUraancb B NPOCTPAHCTBE, HE CO34aBaA CTabuAbHOW A0-
POXHOI ceTu. MyTn KoueBWi NpPeacTaBaAIUCE HEOTbEMIEMbIM Ka4ecTBOM M
CBOWCTBOM Ky/IbTYPHOTO NaHAwadTa, Ux HanpasneHue 6bl10 HEM3MEHHO, Bpe-
MA UMKANYHO, OH BblAN CPOAHM NPUAKBY U OTAUBY, «COLMANbHANA MaTepus»
NOAYMHANACh CUNAM NPUPOAbI U €e HEYMONMMbIM 3aKOHAM.

CobctBeHHO nokopeHue Cesepa n CeBepo-BocToKa poccuiickum rocy-
[apCTBOM Ha4YMHANOCh CO CTPOUTENLCTBA A0POr. HanpaBneHue cTponTebcTBa
[0pOr AMKTOBANIOCh B NMEPBYIO oYepeb OCBOEHWEM TEPPUTOPUN U PECYPCOB,
M He YYUTbIBA/IO MHTEPECHl MECTHbIX KuTenei. Momumo 3Toro, cos3gaBanuncb
CMMBONNYECKME LLEHHOCTU OCBOEHUA TPYAHOAOCTYNHbIX TEPPUTOPUIA — CMbIC-
Nbl PAcnpPOCTPaHeHUA roCyfapCTBEHHOW BAACTU, «NOKOPEHUAY» MPUPOAbI Ye-
NOBEKOM, repovMsma W MOCTOAHHOTO MPEeoAo/IeHNA CONPOTUB/EHUA CpeAbl,
60pbObI }KU3HM CO CMEPTHIO.

OcobeHHOCTU POCCUINCKOM MCTOPUM TaKOBbI, 4TO Aoporu Ha Cesep m Boc-
TOK He TO/IbKO MCMONb30BaINCh A/1A NEepemMeLLeHUA apecTaHTOB, HO U CTPOU-
JMCb CUNAMM 3aKNOYEHHbIX. MaclwTabHoe JOPOXKHOE CTPOUTE/ILCTBO LU0 BO
BpemeHa Y/IAla 1 6b110 CBA3AHO C OCBOEHMEM MECTOPOXKAEHWUI MONE3HbIX
MCKoMaeMbIX (TaKKe NPenmMyLLEeCTBEHHO PYKaMu «BparoB Hapoaa») [23, c. 71].
OTaenbHas TeMa B 3TOM UCTOPUYECKOM AMCKYPCE — ¥Kesle3Hble J0POru BblCO-
KMX LUMPOT, KOTOpble CTPOUAUCH 3aKIo4eHHbIMK. Celtvyac BCce OHM — «mepT-
Bble foporn». O HUX CHATbI U NpodeccUoHaNbHble AOKYMEHTabHble GUbMbI
(Puc. 1), n ponuku oTybepos-nyTelwecTBeHHNKOB (Puc. 2). Besge oanH 1 ToT
e BMOEOpAL — MOKOPEXKEHHble ABUXEHWEM BEYHON Mep3NoTbl PesbCbl U
pacnaslumMecs Wwnanbl. Ho 3Ty TeMy Mbl TaK}Ke OCTaBMM 3a Npesenamu AaHHOM
CTaTbW, MOCKO/IbKY OHa 3aCNY}KMBAET OTAE/bHOIO UCC/Ie0BaHUA.

B nocT-rYNAloBckuit nepuoa, B 1960-e rogbl, OKO/I0 NONIOBUHbI BCEX «Ce-
BEPHbIX» AOPOMKHbIX PaboUMX COCTaBAANMN YCIOBHO-OCBOOOXKAEHHbIE ML U3
NCMNPaBUTENbHO-TPYAOBbIX KoNoHWUI (UTK) [24, c. 277]. OcTtanbHas NoaoBuUHa
— KOMCOMO/bLbI-806Pp0BObLbI, KOTOPbLIE LM Ha NOABUI BO UMS CBETIIOMO
6yaywero. BONbWKWHCTBO CTpouTENen 1 BoauTenen bblin He MeCTHbIMM, 3Ha-
yuTenbHas MX YacTb npubbina u3 LieHTpanbHolt (EBponeickoit) Poccun. 1o
6bln1a coBeTcKan reporka nokopeHus Cesepa.
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Puc. 1. Kagp u3 ¢punbma «Meptean gopora» I'Y/1AT. Pexx. AHapes Mpuwakos, 2007 (EHucei,
Mrapka, EpmakoBo, KpacHoapck). ®uibm Npo 3abpoLueHHYto XenesHyto gopory Ha KpaitHem
Cesepe KpacHoApcKoro Kpas.

Fig. 1. Screen capture from the film Dead Road. GULAG (2007) directed by Andrey Grishakov
(Yenisei, Igarka, Ermakovo, Krasnoyarsk). A film about an abandoned railway in the Far North of
the Krasnoyarsk Territory.

Puc. 2. Kagp v3 dunbma «dkcneamums «Meptsas gopora. MY/IAT. Ctpoiika 501».
Astop — travelling_Iv?

Fig. 2. Screen capture from the film Expedition. Dead road. GULAG.
Construction 501 by travelling_Iv

L McTouHMK n306paskeHma cm.: URL: https://www.youtube.com/watch?time_continue=8418&v=Xg
3dshAqYG8&feature=emb_logo

2 YIcTOUHMK n3obpaxkeHus cm.: URL: https://www.youtube.com/watch?v=8YXWbQg5Wcg
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[na pycckux xonopg, BeYHas Mep3noTa, Henpoxogumele 6onoTa bbinm
He camo coboli pasymeroWwmMmMmCca KayecTBamy BMeLLatoLLero naHawagra, Ho
BbI30BOM, CUMBO/IOM 1 peaNbHbIM BOMJIOWEHMEM onacHoCcTh. COOTBETCTBEH-
HO, ANA KONOHM3yloWel KynbTypbl goporn Cesepa npeactaBnstoT coboii B
ele 6obluei cTeneHn NPOTUBOMNOCTaBIEHNE HEOBXKNTOrO M aHTPONOreHHOro
NPOCTPaHCTBA, NPUYEM CTabUAbHOCTb 1 YNOPALOYEHHOCTb NOCAEAHErO A0 CUX
nop ocTaeTca nog 60/1bWnM BOMPOCOM.

BE3AOPOXbE N TEXHUKA. HAAPbIB X NPEOAONEHUE

Ha npoctopax BuaeoxoctuHra YouTube f0BOAbHO MHOFO KaHanos, no-
CBALLEHHBbIX COBLITUAM, NpoucxoaAawmMM Ha aoporax Cesepa. «Ecam gopora
[ONA PYCCKUX — 3THUYECKMIA CUMBOA, TO 3TO 06A3aTeNbHO Naoxan gopora: 6es-
dopoxcbe, b6e3dopoxs, pacnymuya» [22, c. 35]. Ho cemaHTMKa MeHsieTca oT
mecTononoxeHus. B esponetickoli Poccuu nnoxaa 0opo2a — Kayecmeo Kos-
/7IeBKMUBHO20 CO3HAHUA Kynbmypsl, 8 Cubupu u Ha Cesepe — 3mo Kayecmeo
npupodHozo naHowagpma. B nepsom cnyyae oHo npeosgonesaeTcs BepbanbHO
(c nomowbto 3a60pMCTOro maTepKa), TO BO BTOPOM — TEXHUYECKUMU Cpea-
cTBamun. Ha 3Ty fopory moryT BbIXoguTb TONbKO Ypanbl, KAMA3bI, Be3aexogbl.
MmeHHo Ha CeBepe 6e3A0p0XKbe MMeeT Kak MMHMMYM ,Ba 3HaYeHUs — no-
Xas fopora M OTCYTCTBME AOpOoru B npuHumne. OTcyTcTBME JOPOr — He ecTb
NPU3HaK HEMPOHMLAEMOCTM NPOCTPAHCTBA. B NpMNOAApHBIX WMPOTax 40 CUX
nop MPOCTPaHCTBA NOAYMHEHbI 3aKOHOMEPHOCTAM BbITUA KOYEBbIX KYAbTYp.
YnpsaxKu oneHew, ocobble Nopoaa AKYTCKUX fowagein cnocobHbl ABUraTbCcA B
NtobomM HanpaBAEHUN, ECIM MECTHOCTb He CUNbHO 3abooveHa.

PasHMLa B MEHTaZIbHOCTU PYCCKOM KyNbTypbl U KOPEHHbIX Hapogos Ce-
BEPA CYL,ECTBEHHO MEHAET CMbICN 3TOro NOHATKUA. MpKU BCell cTpaTernyeckon
BAXXHOCTU nyTei Ha CeBep, BNACTb IKOHOMMANA HA obecrneyeHnn cTpouTenei
KM3HEHHO-HE0bX0AMMbIMM BELLLAMW W YCNOBUAMM, UCMONb3YA 1A 3TOTO uae-
0/10TUI0 U AyX repousma. «Ha nepBoM naaHe OKasasca TOT YHUKA/bHbIA TUN
YeNI0BEYECKMX B3aMMOOTHOLIEHWUI M B3aMMOMOMOLLLM, KOTOPbIN, COBCTBEHHO,
1 cTan onpegenstowmm pakTopom nobeapl YenoBeka Hag NpMpPoao B 6opbbe
3a «60/1bLWY0 HEPTb» NPU UTHOPUPOBAHWUM BNACTLIO NOHATMA “ObIT”, KaK TaKo-
Boro» [24, c. 275].

B cospemeHHoLl pycckoli Kynbmype yxe 0a8HO cywecmasyem npogeccu-
OHQ/bHAA CYbKYynbMypPa «0aabHOb0A», KOTOpan Npu B3rna4e U3BHe, obpeTa-
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€T OpeoN POMaHTUKM, TaKOM e, KaKoM paHbLle Obln BOKPYF reonoros 1 nNpo-
ymx nokoputenel Cesepa. Ecnm paHblue 3Ta cybKynbTypa Bblna fOCTAaTOUHO
3aMKHyTa Ha cebe, TO C NOABNEHMEM HOBbIX TEXHUYECKMX CPEACTB OHA CTana
OZHOM M3 BeCbMa MONyAnApHbIX TeM Ha npoctopax YouTube. Hebe3bicKycHble
PO/ZIMKM O rpy30BMKaX, NPeoso/eBaloWwnx 6e30poxbe, CHATblE Ha TenedoH
nnm Ha GoPro, HabMpatoT NO HECKONBKO COTEH TbICAY NPOCMOTPOB. OCHOBHOM
«HepB» LMBUAN3ALMOHHOIO NPOCTPAHCTBA 3TOr0 PErMoHa — A0POru, no Ko-
TOPbIM TEXHMKA UAET HepeaKo BONPEKM, a He Bnarogapsa Hae3KeHHOoM Konee.
MpyHTOBbLIE AOPOrM Ha BONOTUCTON MECTHOCTM NPEBPALLAIOTCA B NOBYLLIKK. U
PO/IMKM, BblNOXKEHHble Ha YouTube, npeacTtaBnatoT coboit HapesKy U3 CbeMOK,
CAeNaHHbIX CaMUMK BOAUTENSAIMU U X TOBApULWLaMK. Ha HUX 3ameyat/ieHbl B
OCHOBHOM CaMmble ApaMaTUyYHble MOMEHTbI MPE0A0NEHUA NPUPOAHbIX NPEnAT-
CTBMI — nepenpasbl Yepes PeKy, TOoMb, HaneAb, NOATAABLINUIA 3UMHUK.

YpesBblualiHO MHTEpeceH cam GEHOMEH CbeMOK B TaKMX YCIOBUAX — HO-
80 08ceOHEe8HAA NPAKMUKA «aymo-Happamuea». BnonHe MOXHO NOHATb,
Korfa B COObITUM YYACTBYHOT HECKONbKO MALUWH, HANPUMEP, 'YCEHUYHDbIN TPaK-
TOp BbITATMBAET TPaK, — B TaKOM CUTyaLumn 06A3aTeNbHO HaAyTCA He3aHATble
N4, KOTopble BO3bMYTCA 38 MOOWUAbHLIN TenedpoH. Ho JOCTaToOUHO MHOro
KOAMHOYHbIX» CbEMOK, KOT4a B Kagpe NPUCYTCTBYET TOIbKO O4Ha MaliMHa U
CbemKa BedeTca ¢ 060UYMHbI. ITO 3HAYMT, YTO CMAPTHOH B PyKax BTOPOro BO-
AUTENSA 3TOM e MALUMHbI AWM NaccaXkmMpa, KOTOPbI NpeavyBCTBYsA 3axBaTbl-
BAIOLLMI CIOXKET, 3apaHee BbIXOAUT Ha 060UYMHY 1 BKAKOYAET BUAELO3anuCh. To
€CTb Mbl MOYEM FOBOPUTb O HOBOM KayecmaeHHOM caolicmee cybKynbmypeol
0anbHO0b60a — nompebHocmu 8 8udeoghuKcayuu u owyuieHue nybaudHocmu
csoell npogheccuu. Ye BbIKPUCTANAM30BANACh PYNMNA OTAENbHbIX BOAUTENEN-
6n0repoB, KOTOpble GUKCUPYIOT NMPAKTUYECKM KaXKAbll CBOM LUAr, Y HUX CBOSA
ayauTOpUA, HO HE HACTO/IbKO MHOTOUYMUCEHHAA, KaK UCKYCCTBEHHO CO3AaHHble
HapesKu. Mo3Tomy 3T 610MM NAYT «NOA HOXK» ANA CO34aHMA NOLOOPOK, B Ha-
3BaHUM KOTOPbIW Yalle BCero GUrypmpyeT CNoBO «¥KeCTb», C OAHOM CTOPOHbI,
XapaKTepusylollee 3MOLMOHANbHbIM HaKaj, a C 4PYroi — HaXKMBKa, CBOEO-
6pasHblit «KkaAuKbelim» (aHrn. clickbait) ans 3putenei, cnyyamHo rynaowmx B
YouTube.

Bo Bcex 3TWX CIOXKEeTax y4yacTByeT TONIbKO TAMeNas TeXHUKa — 3abas-
HO, HO «pa3mep MMeeT 3HayeHue» A1A BOCMPUATUA CUAbl NPOTUBOCTOAHMS.
C NPaKTUYECKOW TOUKM 3pEHUSA SIETKOBbIE MALLMHbI Ha 3TUX JOPOrax He UMELT
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WaHcoB. Kpome TOro, BbICOKan 3pe/INLLHOCTb AOCTUMraeTca MMeHHo 6aarogaps
MOLLLHOCTM PYKOTBOPHbIX KONECHbIX MOHCTPOB, NMPOPbIBAIOLLMXCA Yepes npe-
rpagbl, BO3HMKaIOLME Ha UX NYTK.

[Naneko He Bceraa repon BUAEOPOAMKOB OKa3blBaloTCA NobeanTensimu.
Hanpumep, kamepa GUKCMPYET, Kak MallWHa, MOYTM NPEeoAoeBIlan NoagbeM,
naeT 1030M, BYKCYeT, 1 cKaTbiBaeTca 06paTHO, K NOAHOMKMIO Xonma. Uan y o6o-
UMHbI OPOrU Mbl BUAMM YXKe 3aCeBLIME «MO YLIM» B rPA3b rPy30BMKK. 18 X0-
pOLUMX AOPOr Mepa PaccToaHMA — Bpems (Hanpumep, 4sa vaca ot MKAL), ana
CEeBEpHbIX AOPOr — KUAOMETPbI, BPEMA NPOXOXKAEHUA KOTOPbIX OKa3blBaeTcs
nog, BONPOCOM M HaNpAMYI0 3aBUCUT OT KayecTBa nyTu. (Puc. 3)

Puc. 3. Kagp u3 ponvka «Mactepctso 1 6e36alueHHOCTb
BOAMTENEN TAKENOW TEXHUKM Ha ceBepe Poccumy», Bbinyck #533

Fig. 3. Screen capture from the video
Skill and recklessness of drivers of heavy machinery in the north of Russia, issue #53

BU3YA/IbHbIN PAL, 5Tnx PONNKOB A0BOJILHO CKYAHbIN — BUAEOKaMepa
COCPeaoToOuMBAETCA Ha CaMOM cobbITUK, Ha gopore. Tem He MeHee nonaga-
olWMe B KaZp Neisaxky CBOeM KpPacoTol NpoTMBOPEYaT CHUMAEMOMY CloXKe-
TY W IPA3HOMY MECUBY LOPOrn. ITOT CBOEO6PasHbI AOKYMEHTANbHbIN XaHp
«3KLWH» BbICBEYMBAET Npu Hosee BAYMUMBOM PACCMOTPEHMUM HECKONBKO NPO-
bnem.

3 McTouHMK n3obpaxkenns cm.: URL: https://www.youtube.com/watch?v=C74LdIwbHBI
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Bo-nepBblIx, 3TO HEOPraHUYHOCTb UMEIOLLENCA AOPOKHOW CETU ANA NpU-
POAHOro NaHAwWadTa 3TOro peruoHa.

BO-BTOPbIX, 3aCHATOE KayecTBO A0POr — 3TO CBUAETENbCTBO XWLLHUYE-
CKOTrO M Han/ieBaTeNbCKOro OTHOLWEHMA BAACTb NPeaepKalmx K MHGPacTpyK-
Type permoHa, ocobeHHo, ec/im peyb MAET He 0 beaepanbHbIX Tpaccax, a o 4o-
porax, BeAywmx K N1eco3aroToBKam, Mectam 406bl4M NOAE3HbIX MCKOMaeMblxX
M Npou.

B-TpeTbux, repomnsm, CMeKasika, B3aMMOBbIPy4YKa, — BCE 3TW, Ka3anocCb
6bl, NPeKpacHble KauyecTBa Ye/I0BEYECKOW AyWM — B AaHHOM C/ydae BCero
/LW PECYPC, KOTOPbIA HELAAHO SKCMNYaTUPYETCA X03A€BaMM TEX Ke TpaHC-
MOPTHbIX KOMMaHWUIA, TaK Kak HUYEro He CTOUT.

OTaensHo cneayeT yNnoMaHYTb OCOBEHHOCTM 3BYKOPAZA 3TUX BULEOPO-
NNKOB. ABTOpPbI NOABOPOK OYEHb PELKO NPUMEHSAIOT Ha/NoKeHWe 3ByKa. Mo-
3TOMY BeZyLLMM OCTAeTCA OPUTMHA/bHbIN 3BYK — PeB MOTOPA U TPEX3TaXKHbIN
MarT. Bce 3T ocobeHHOCTH ele Bonee NPOABAAIOTCA B C/ly4ae CbeMOK Ha 3UM-
HWX 4OpOrax.

3UMHWK KAK CHOXKET

OnopHas ceTb fopor obecneunsaeT OCHOBHOE ABUMKEHWNE FPY30B U Npes-
nonaraer cTabunbHOCTb €€ PacnosioKeHUs. IPYHTOBbIE AOPOrU HECTabU/bHbI,
BO3HMKAIOT U NepecTaroT UCMOAb30BaTbCA B 3aBUCMMOCTU OT MPOMBbILL/IEH-
HbIX pa3paboTOK MONEe3HbIX MCKOMAeMbIX, KU3HeAEeATeIbHOCTU HaceneHHbIX
NYHKTOB M T.M. LlMpKymnonapHble WUpoTbl C TOYKM 3pEHUA CTPOUTENBCTBA U
MCNO/b30BaHUA [AOPOXKHOWM CETU OT/IMYAIOTCA CE30HHOCTbIO, UCMONb30BaHM-
€M 3UMHUX 1 NIeTHUX A0POT, KoTopble 0BbIYHO He COBMAAAoT. B KynbTypHOM
NaHAwadTe co34at0TCA CBOEobpasHble «MepLatoLLme NyTU», «BKAKYatoLWMe-
cA» B onpeseneHHbIN Ce30H.

«3MMHWe 40POrU CTPOATCA C LeNblo CO34aHWUA POBHOW, MPUrOAHONM ANA
npoesga TPaHCNOPTa MOBEPXHOCTWU, B pailOHax PacnpoCTPaHeHMA BeYHOWM
Mep310Tbl — AR 3aWMTbl NOBEPXHOCTU PACTUTENBHOIO U TOPGAHOro CNos.
TpaHCMOPTHbIE UCNbITaHWUA MOKAa3aaW, YTO MPABUIBHO MOCTPOEHHbIE 3UMHU-
KW MOTYT BbIAEPKaTb ThICAYM NMPOXOLO0B KOMECHbIX MALLUH 6e3 NOBpeXaeHUA
noacTUnatoWmx rpyHToB» [25, c. 54]. 3uMHMe cypoBble YC/0BMA NO3BONAIOT
NpoKNaApbiBaTb TpacCbl NO Hempoxogumbim 6onoTam, Hanpumep, «cHabxe-
HVe ceBepO-BOCTOYHbIX TEPPUTOPUIA, PacnoNOKeHHbIX B bacceliHe Konbimbl,
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(baKTUYECKM NOMHOCTbIO 3aBUCEI0 OT KPecypcoB xonoga»» [26, c. 62]. C TouKM
3peHusA NerkocTu U NPeoaoaeHUA NPOCTPAHCTBA M ero NPOHMLAEMOCTH, 3UM-
HWe JOopOorv Mo peKkam yKe He MoryT 6biTb npocTpaHcTBoMm «MEXAY», Kak
06bl4Han Jopora, TaK KaK YacTo CTaHOBATCA KOHLLOM MyTW. HeKoTopble y4acTKu
3UMHWX JOPOr NPOXOAAT MO 3amep3Wwmm pekam. Hanean, dopmupytolmecs
B pe3y/ibTaTe BbIXOAA BOAbl HA MOBEPXHOCTb Yepes TPeLLuHbl, HECTabUNbHbIN
nep, 0cobeHHO onacHbl ANA TAXKEN0N TEXHUKM.

Ecnn malwuvHe He MoOBe3/o, M OHAa NPOBaAMAACb HAMEPTBO, BOAMUTENN
BbIHYAEHbI }KUTb PAAOM C HAMW MHOTME AHU W faxe Hefenu. MawwnHbl no-
cTeneHHo ocBob0XAalOT CNOcobOM «BbIMOpPaXKMBaHUAY», BbIpyban nep BOKpyr
W OCTaBAAA NLWb TOHKMI HUXKHWUIA CI0M HETPOHYTOIO NbAa. 33 HOYb PeKa npo-
Mep3aeT He MeHee, YeM Ha NOIMETPa, U Ha cneayowWwnii AeHb BbipybKa Nbaa
npogosnxkaetca. OgHa owmnbKa, 0AMH HEOCTOPOXKHBIN yaap NOMOM — U BOAA
CHOBA X/IbIHET B BbIPY6OSIEHHYIO y)Ke BbIEMKY M CHOBA 3aKyeT MalMHy B fes.
TaKoW ClOKEeT BMAEO TOXKE BCTPEYAETCH, U 3pUTENb NOHMMAET, YTO CbeMKa Ha
TenedoH BHOBb 3amepToli MALUMHbI CTAHOBMTCA CBOEOOPA3HOM OTAYLUIMHOM
OTYasABLUErocA 4YenoBeKa, BO3MOXKHO nocnefHen. Hapesku Takux BuUAEO C
KOMMEHTaPUAMM CTaHOBATCA CBOEOBPA3HbIMM NOyunTENbHbIMU cTOpU3?. Unn
caMu BOAMTENN KOMMEHTUPYIOT CUTyaL Mo Ha Kamepy®. (Puc. 4, Puc. 5)

Puc. 4. Kagp u3 ponuka «/lefoBblit nneH»®

Fig. 4. Screen capture from the video Ice captivity

4 Hanpumep, URL: https://www.youtube.com/watch?v=Mw5ITSMgooE
> Hanpumep, URL: https://www.youtube.com/watch?v=Zv7xZsUhuEA
© McTouHmMK nsobpaxkenns cm.: URL: https://www.youtube.com/watch?v=gXQareiOqvY
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Puc. 5. Kagp 13 ponnka «3Toro He MOXKeT bbITb! HacToAwmit Kowmap AanbHOBoMIWMKa [»”

Fig. 5. Screen capture from the video This can not be! A real trucker’s nightmare!

BuaeocbeMKkn mMHormx BuAeob10repoB-nyTelecTBEHHUKOB, OTNPaBKB-
LIMXCA 3UMOM B 3TU Kpasi, GUKCUPYIOT yKe He cam NpoLece, a ero pesybTa-
Tbl, MOCKOJIbKY OHWU He SABAAIOTCA €ro HemocpencTBeHHbIMM YYaCTHUKAMU U
[OKYMEHTA/IMCTaMK, @ CTOPOHHUMM Habaogatensamu. Mbl BUOUM MalUWHbI,
y)Ke HaKpenko BMep3luune B /ied, 3a Kagpom MAeT NoBecTBOBaHWE onepaTo-
paé. MHOraa TaKue Ke CIOXKETbl CHUMAIOT MECTHbIE KUTeU, GUKCMPYA 3KONO-
rMYECKyto Npobaemy — C LeNblo 06paLlleHMA K PYKOBOAMUTENAM TPAHCMOPTHbIX
KOMNaHWUI MAN K agMUHUCTPALMK, NMOCKOAbKY MALUMHbI, CTaB Ha HECKO/IbKO
MecaLeB nocpeay PeKu, 3arpasHatoT sogy. Ecam rpysosuku He ByayT ocso-
60X AeHbl [0 BECHbI, OHM MONHOCTbIO 3aTOHYT, B TOM YUC/IE U TPY3, KOTOPbIN
MOMKET 6bITb XMMMUKaTaMu UK Pyaoit. MMBHeT pbiba, 1 3Ty BOAY MbIOT OAM.
06 3TOM rOBOPAT aBTOPbI BUAEO C IKPAHA, HO MO 3aKOHAM BUAEOHAPE3KU Mbl
06bI4HO He 3HaeM 3aBepLUeHuA cloxKeTa’.

Camble TparMyHble HaTypHble CbeMKU CAeNaHbl Ha BUAEOPErncTpaTop B
CaNoHe, KOTOPbIV GUKCMPYET, KaK Ha MOATAABLUMIA 3MMHUK BbIXOAUT OAMHOKAA
MalKnHa. OHa ABUKETCA NO BeWKaM — J0BOJIbHO PacnpoCTpaHeHHbIN cnocob
YKa3aHMA Hae3KeHHOro NyTu Ha peke. Ho Tasblli Ned yiKe He AepKUT, MalLMHA
yXo4uT nog, BoZy. B onucaHuu nog, BUAEO AaeTca MHGOPMaLLMSA, YTO BbIXKUAW

7 Hanpumep, URL: https://www.youtube.com/watch?v=Zv7xZsUhuEA

8 Hanpumep, TakoM CIOKeT BCTpeyaeTca y aBTo-nyTellecTBeHHMKa BorgaHa Bynbluesa https://
www.youtube.com/channel/UCgovv1n0O7nnCwulSBa2Kjsw

°® Hanpumep, «/legosbiii naeH». URL: https://www.youtube.com/watch?v=gXQareiOqvY

HAYKA TENEBUOEHUA Ne 16.2, 2020 143 THE ART AND SCIENCE OF TELEVISION



He BCe Y4aCTHMKM 3TOro MHUMAEHTa. JTa CypoBas Npasaa PeasbHOW CbeMKK
He M03BOJIAET HaM KaK 3PUTENIAM UIPOBOIO KMHO HaeATbCA Ha 06A3aTe/IbHbIN
Xannu-3Ha.

KOYEBAA KY/IbTYPA KOPEHHbIX HAPOZOB CEBEPA.
HOCTANIbIMA NO HACTOALLEMY

leponyeckuii U KONOHWANbHbIN aucKypc B CoBeTCKoW Poccum Wwam pyka
06 pyKy, Npu 3TOM OCBOEHME NPUNONAPHOW 30HbI HOCKUIO MECTaMM KaTacTpo-
buyecknii xapaktep, HapyLwanca HeEBOCCTAaHOBMMbIA NPUPOAHbIMA NaHAwadT,
reOKY/IbTYPHOE MPOCTPAHCTBO «MEHENJeHN3NpPoBaNocb» — CTUpanacb yHU-
KaNbHOCTb Ky/bTYP, MpeKpalaanch Tpaauumm npupoaonosib30BaHMA, CKa-
AblBaBlWwuecs ctonetnamm [14].

ITHUYECKOE [AOKYMEHTaNbHOE KWUHO, B OTIMUME OT «HAPOAHOW» AO-
KYMEHTaIMCTUKK, NpeacTaBnseT coboi TWaTeNbHO NPoAyMaHHbIe, KPacuBO
CMOHTUPOBAHHbIE IeHTbl. KOHEYHO, OCHOBOW UX ABAAIOTCA HATYPHbIE CHEMKM.
MOMHO paccyX4aTb O TaNaHTAMBbLIX UAM BTOPOCTEMEHHbIX pPeXuccepax, HO
KoHLEeNuua duabma B AaHHbIX YCIOBUAX BCE Ke BTOPUYHA — MMEHHO HaTypa
onpegenset ¢punocoduio sTux GuAbMOB. B HE3aBUCUMOCTM OT pexruccepa, ux
CHMMaBLUEro, B HUX NPOABAAETCA KTOPKECTBO BHELMBUAN3ALLMOHHON co3ep-
uatenbHocTu» (onpegeneHune A.H. 30puHa), BCe OHU UMEIOT PUTM, CO3BYYHbIM
PUTMY KMU3HW KOpeHHbIX HapoaoB Ceepa. KOHEYHO, MOHTaX CyLECTBEHHO
yCKOpAET cobbITMA, HO COBCTBEHHO 4,0/1T0TA NJIAHOB M HECMELHOCTb AeNCTBYHO-
LLMX JINLL, OCTAETCA MPOCTPAHCTBEHHO-BPEMEHHOM KaHBOWM HONbLUMHCTBA PpUb-
MOB. (B KayecTBe WCKNOYEHUS MOXKHO MPUBECTU NINLb KOPOTKOMETPaXKHbIE
COBETCKMe armTaumoHHble GUNbMbI, FAe NaaHbl 6bICTPO CMEHAIOT ApYr Apyra U
AKLEHT [eNaeTcs Ha LWKONbHUKAX, YYaLLMXCA B MHTEPHATaX, Ha HOBbIX Nocen-
Kax, BbIPOCLUMX B TYHAPE, U T.N.). U B npnobpeTatoLmx akTyasbHOCTb UTPOBbIX
)KaHpax 0bpa3 ceBepHbIX LWMPOT U CEBEPHOrO NPOCTPAHCTBA 06NafaeT cBoel
MOBbIWEHHON CEMAHTUYECKOW HaMONHEHHOCTbIO, ropa3go 6onee TpaHCUEH-
[EHTHOM NO OTHOLLIEHMIO K KAHOHMYECKUM XKaHPOoBbIM 06pasuam [cm.: 27].

MHTepecHO, 4To ecan B 1930-e roabl yBaeueHune bbiToonnucaHnem bbiio
MoYTM NOBAJIbHBIM — «KMHOKaMepy B3/ B PYKMU He TOIbKO NpodeccnoHanb-
Hble KMHOPEXMCCepbl, HO U 3THOTPadbl, 3EMIEYCTPOUTENMN, OXOTOBEAbI» [28,

0 Cm.: URL: https://www.youtube.com/watch?v=RpLro8qSSQo
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c. 186], ceituac, npu Bcelt fOCTYNHOCTM TEXHUYECKMX cpeacTs, B YouTube HeT
aBTobMorpaduyeckoit BuaeodpmKcaLmMm, camo-HappaT1Ba KOPEHHbIX KUTeNe
CeBepa. CoBpeMeHHble JOKYMEHTasIbHble GUAbMbI O KOPEHHbIX Hapogax —
3TO BCerga HOCTaNbrus, NOTOMY YTO NIEUTMOTUBOM B HUX MPOXOAUT TEMA XPyn-
KOCTM 3TOTrO MMPA, NOCTOAHHO TEPAIOLLLErO CBOM PyBeXKM Nnog, HaTUCKOM LiMBU-
Nn3auun. B 4OKyMeHTabHbIX GUAbMaX O TPAAULMOHHBIX KY/bTypaX CEBEePHbIX
HapoA4oB A0pPOra, CO34aHHasA LMBUAMU3ALMEN, YXyALWAEeT KauecTBo NpoHuLae-
MOCTW NPOCTPAHCTBA. Ha penbcbl uan achansT NpUXoaUTCA KMAaTb CHEr Uau
MOX (B 3aBUCMMOCTM OT Ce€30Ha), YTOBbl MOMIM NPOITHU YIPAXKKM ONEHEN C Ca-
HAamu. (Puc. 6)

Puc. 6. Apruw nepexoaumT yepes Tpaccy no HacTuay.
Kaap v3 punbma «*KusHb Ha Kpato 3eman». Puabm No UTOram STHOCOLMAIbHOM IKCNeANL MK
KomnaHun Cu6HALL. Pexx. /llogmuna lynbtaesa, 20101

Fig. 6. Deer sleds crossing the decked road.
Screen capture from the film Life at the edge of the Earth (2010) directed by Lyudmila Gultaeva.
The film was shot by an ethnosocial expedition of Siberian Research and Analytical Center.

9KOJIOTUYECKAA MPOBNIEMATUKA co3pgaeT HoBble 06pasbl gopor
CeBepa. Celyac CTaHOBMTCA MOHATHO, YTO AOPOrM, UCNONb3yEMble TAXe-

OV TEXHWKOW, B OCOBEHHOCTU TYCEeHWYHbIM TPAHCMOPTOM, HECYT NpaKTuye-
CKM HEnonpasuMblIiA Bpes, XpynKoi NpMNonspHoi akocucteme. «Mo Tpaccam

1 MctouHuK nsobpaxenna cm.: URL: https://www.youtube.com/watch?v=ANuwdO1CLsQ
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BE3/eX0408, TArayen, B6/M3N MecT pas3BeaKu, 406blYM U TPAHCMOPTUPOBKM
NPUPOAHOrO rasa Ha AECATKM TbICAYAX FEKTAPOB YHUUTOMXKEHbI Ar€NbHUKN, U3-
MEHEH OKpyXKatowmit naHgwadT» [25, c. 54]. NvwanHKKK, npeacTasasowme
OCHOBY PacTUTE/IbHOTO NOKPOBA TYHAPbI (Arenb), pacTyT o4eHb MeaNeHHOo, Mo
3-5 mm B rog 1 BocctaHaBamsatotca Yepes 20—-30 net. VX yHUUTOXKEHWE BeaeT
K OCKYAEBaHWIO OJIEHbUX NacTOULL, U CTaBUT BOMPOC BbIXKMBAHUA KOPEHHbIX
HapopoB. COOTBETCTBEHHO AOPOrK ceiyac CTaHOBATCA NPUYMHOM AECTPYKLUN
KY/NIbTYPHbIX NaHAWAdTOB KOPEHHbIX HapoaoB. OHM BCTYMAOT B NPOTUBOpPEYME
C W3HAYa/bHbIMWM NYTAMMW KOYEBWI, CO34aBasf NPENATCTBUA ONA ABUNKEHUA
O/IeHel U CaHew.

B 6os1ee 10¥KHbIX palioHax Talurm 1 1ecoTyHAPbI AOPOXKHbIE HACbIMW B yC-
NOBUAX NEPEYBNANKHEHNA «UFPAIOT POJib CBOEOOPa3HbIX MAOTUH UK 3anpya,
€034al0T YCNOBMA, MPU KOTOPbIX Y4aCTKM XOPOLLEro 340P0BOro fieca <...> npe-
BpaLLLAlOTCA Yepes BeCbMa Hemnpoao/IKUTENbHOE BPpeMs B OBLIMpPHbIe TpaBss-
Hble 60/10Ta C KPUBO TOPYALLMMU U MOBANIEHHBIMM MEPTBLIMU AEPEBbAMMUY»
[29, c. 264].

MyTV KoueBM KOPEHHbIX KYNbTYP He 3aKpenieHbl B NpocTpaHcTee. OHKM
334al0TCA HE IMHUEN, @ HanpaBieHNeM, HasHavyeHnem. VX pUCYHOK HEBUAUM,
HO 3aKpensieH B KyNbTYPHOM NlaHAlWwadTe HAMHOro NpoYHee, Yyem ecnm bbl OH
6b1n1 BbiceyeH B KamHe. OH Bbl1 HEM3MEHEH M3 BeKa B BEK, MOKA COBPEMEHHbIE
BMAbl TPAHCNOPTA HE CTaNM UX BbITECHATb. [Jopora MOXKeT ObITb «AaNbHENY,
MOXKET OblTb HACTO/IbKO HE3HAYUTEIbHOW, YTO TePAET CBOKD CEMAHTUKY NyTU.
MpuBbIYHAA exXefHEBHAsA [OPOra MOXeET ObITb O4EHb KOPOTKOM — OT AOMA A0
LLePKBM, OT 4OMa [0 AoMa. B oneHeBoavecKkumx KyabTypax Cesepa noBcesHeB-
Hble NPaKTUKKM BKIOYAIOT B cebs nepemeleHme Ha pacctoaHua o 20 Kuaome-
TPOB, KOTOPbIE HE BOCMPUHUMAIOTCA KaK yXo4 B « MHOe» NPOCTPaHCTBO.

3a nocnegHee AeCATUNETUE POCCUNCKMMU U 3apyBEXHbIMU KUHEMATO-
rpapuctamm 6bInM Co34aHbl MHOTOYUCIEHHbIE AOKYMEHTasbHble GUAbMbI O
U3HU Nlogen B TYHAPE U NecoTyHApe, T.e. PermoH AeNCTBUA HECKO/bKO ce-
BEpHee, YeM BblLLEOMNNCaHHbIE 4OKYMEHTAbHbIE HApPPaTMBbI NPO NOKOPEHME
CeBepHbIX A0POr. BUMKeHNEe — 4acTb 3TOM XKU3HU, U Nt0BoN Gpuabm oTBOAUT
HEKOTOPOE BPeMA U MECTO A/1A 3TOTO CtoXKeTa. [ns 30HbI TYHAPbI — 3TO NaHO-
paMHble Kagpbl ABUXKYLLMXCA ONIEHbUX YMPSAXKEK HAa PpOHE 3aCHEXEHHON UK
3e/1eHOMN TYHAPbI, MHOTAA CHATbIE HAaNPOTWUB CO/HLLA, YTO YCUIMBAET 3MUYHOCTb
3penunwa (Puc. 7). Ewe oanH BUAeopAd, NOBTOPAIOWMINCA B Pa3HbIX JIeHTaX,
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— OBWXKeHWe ynpsKeK B meTenb (Puc. 8), oneHun norpyatotcs B 601010 no
6ptoxo, rpy3 Ha caHAX (HapTax) ynakoBaH OTHOCUTE/IbLHO repMeTUYHO B bpe-
3€HT. BbicoTa HapT MoXKeT bbiTb 40 METPa, YTO NO3BONAET UM HE MOrpyKaTbCA

8 HONOTHYIO KUKY UM BOAY PEKM NPU Nepenpase.

Puc. 7. Kagp n3 dpunbma «*usHb Ha Kpato 3eman». Puabm no UToram sTHOCOLMANbHOM
aKkcneauuum komnanum CbHALL. Pex. liogmuna lynbtaesa, 201012
Fig. 7. Screen capture from the film Life at the edge of the Earth (2010)

directed by Lyudmila Gultaeva. The film was shot by an ethnosocial
expedition of Siberian Research and Analytical Center.

Puc. 8. Kagp u3 punbma «Komu. MNyTewwectaune yepes ApKTuKy». Pexk. Aupeac dorxt, 20111
Fig. 8. Screen capture from the film Komi — a Journey across the Arctic (2011)
directed by Andreas Voigt

2 UcTouHMK M306paxeHus cm.: URL: https://www.youtube.com/watch?v=ANuwdO1CLsQ
3 UcTouHMK n3obpaxenus cm.: URL: https://www.youtube.com/watch?v=Mf1I7-ISNDg
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O YYKOTCKMX HapTax roOBOPWT repoit NeHTbl KNacCMKa HEMELKKOTO KMHO
Ynbpuku OTTUHrep «TeHnb LWamucco» (2016). OHa NoOKasbIBaEeT, KaK AenatoTcs
Mosi03bA, COYNIEHEHWA, KaK 3anparatoTca HapTol. fepon dunabma «Komu. My-
TewecTBue yepes ApKTUKY» (pex. AHpeac Porxt, 2011) obcyKaaloT mexay
coboi1 KauyecTBo NyTH, KOTOPOE MO ONpeAeeHUI0 OTIMYAETCA OT KaYecTBa Ha-
e3eHHon poporn no CeBepHOMy Ypany — KameHWCTas No4yBa TAXKena gna
nepesBMKEHUA ONEHEN, MANOo Arenn Ha CKNOHAX — BCE 3TO KONIEHELEHTPUY-
Haa» KyNbTypa ABUNKEHUA B NpocTpaHcTBe. CaHU He A0MKHbI ObITb Neperpyxe-
Hbl — O/1eHI0 TAXKeNo. CemelHaa MAUNANA B TaKUX GUIbMAX NepemMerkaeTca
KaZpamu KaK AETM U KEHLMHbI 3anpAratoT ONIeHeN, MYKUYMHbI YNHAT CaHMU,
KOTOpble, KCTaTW, NpeAHasHayeHbl ANA KPYrIOorogM4yHOro MCnosib3oBaHus, a
He TO/MIbKO A/ NepeABUKEHUA U He TOIbKO B 3UMHWIA ce30H. B dunbme Ka-
Apbl Be3gexona, boposasuLero TyHapy, obbeskatowero cena, Ytobbl 3abpatb
LUKO/IbHUKOB, BbITNAAAT }KM3HEYyTBEpKAaloWwe. 3a Kagpom OCTaloTCcA YKe Bbl-
LWeynoMsaHyTble 3KoNorMyeckue npobnemol.

OTaenbHan TemMa — KOpeHHble Hapoldsl U Hegpmo, Hanpumep, dGuabm
«MecTtopoxxaeHue» (pex. MeaH lonosHes, 2013), B KOTOPOM [1aBHbIl repoit
rOBOPMT, YTO O/IEHb — 3TO OCHOBA E€r0 *KM3HW, Ha KOHTPaBepce MAYT NAaHbI
ABUXKEHWA 01eHel No TYHAPEe U HEMOABUKHbIE OPAHIKEBbIE BE34EX0AbI, YNpA-
MO XAyLiMe CBOero yaca psgom ¢ HedTaHbIMM paspabotkamm (Puc. 9). Mo
CyT!, GUNbM NOCBALLEH TOMY, YTO «B palioHe HymTo, Ha OCHOBE YKe AelCTBY-
IOLEro 3MMHUKA, BAACTHbIMW CTPYKTYPamMMU MIAHUPOBANOCh CTPOUTENLCTBO
KPYMHOM LOPOMKHOM Marnctpanu, CoOeauHsAoLLEeN NOCeKn U HedTaHble me-
CTOPOXKAEHUA € ypbaHM3NPOBaHHbIMM TeppUTOpUAMMU. COrnacHo NaaHam nNpo-
€KTa, 3Ta Aopora fo/KHA Bblna NPONTU MMEHHO Yepes TePPUTOPUMN APEBHUX
POLOBbIX YroAmMit U CBALEHHbIX MECT XaHTOB M HeHues» [30, c. 117]. Y aToro
dunbma ectb nocnecnoBre — 06CyKAEHNE, U3 KOTOPOFO CTAHOBUTCA MOHATHO,
YTO MECTHbIE KUTENWN NPOUTrPaNU B 3TO BOMHe

B AKyTCKOW necoTyHApe u Talire OCHOBHOW TPAHCMOPT KOPEHHOTO Hace-
NeHus — 370 ocobas nopoaa fowagen, HU3Kopocaan, ANMHHOLWePCTan, Npu-
cnocobieHHas K CYypoBOMY KNMMATY pernoHa. B foKymeHTanbHbIX ¢uabmax
0 AIKYyTUM MOKa3bIBAETCA HEe CTO/IbKO JOPOra, Tak Kak KOHeBoAYeCKMe depmbl

% Cm.: ObcyskaeHmne punbma «MectopoxaeHue» https://www.youtube.com/
watch?v=x2wMwroYx7k
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[OBO/IbHO CTALMOHAPHbI, CKOMbKO CBA3AHHble C NOWAAbMMU MPa3gHUKU —
CKaYKM, COPEBHOBAHMA, NPOUCXOAALLME He Ha BeroBoi JOPOKKe, a Ha CHery.
ABTOpbI GMAIBMOB HE OCTaBNAIT 6€3 BHUMAHWA OCHOBHOW 3N1€MeHT SKYTCKOWM
KYAbTYPbl, BOCTPEBOBaHHbIM B N106OM NOTPaHNMYHOM COCTOAHMM, NpK No6oMm
HEMOHATHOM M/IM OMACHOM C/lydae — KopmJieHue ayxos (nogpobHee cm. 06
aTOM, Hanpumep: [31]). Ana 3Toro putyana NPUMMEHAIOTCA CreunanbHo ucne-
YyeHHble onagywku. OTnpasnssach B 060N, 0cObeHHO AanbHUIA NyTb, 0643a-
Te/IbHO KOPMAT AYX0B, MOCKOJIbKY ABUMYLWMICA YenoBeK bonee ya3BuM M Ha-
XOAMUTCS B UHOM, HE OZOMALUHEHHOM MPOCTPAHCTBE.

Puc. 9. Kagp u3 dpunoma «MecTtopoxaeHuer. Pex. MeaH fonosHes, 2013%

Fig. 9. Screen capture from the film Oilfield (2013) directed by lvan Golovnev

MocKonbKy GnabMbl NPO KOpeHHble Hapoabl CeBepa B OCHOBHOM aBTOp-
CKMe, B HUX eCTb NpodeccrmoHanbHan 03ByYKa. B cnyyae KoueBOK — 3T0 My3bl-
Ka, HaNIOEHHAA Ha CBUCT M KPUKM MOTOHLUMKOB, XOPKaHbe oneHelt. My3sblka
MOeT b6bITb BMOJIHE €BPOMNENCKan, @ MOryT 6biTb U 3BYKM XOMYyCa, KaK, Hanpu-
mep, B dunbmax «lpaHuua» (pex. MaHHa Kocbix, 2014) u «[ywa TyHApPbI»
(pexk. MaBen XaHaopwH, 2016), a TaKKe YCUNEHHbIV C MOMOLLLbIO TEXHUYECKUX
CPEeACTB «ro/0C BETPa», KOTOPbIV NOCTYIMPYETCA 346Ch 33 OCHOBHOW 3BYK NpU-
poabl, Hanpumep, «M3Hb Ha Kpato 3emany» (pek. Jlioamuna lfynbtaesa, 2010).

5 UcTouHuK nsobpaxenus cm.: URL: https://www.youtube.com/watch?v=xGTvBIAQggk
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Ecnn B ponunKax npo TeXHWKY 1 6e340p0Kbe OCHOBHOM SMOLMOHAbHbIN
NEeWTMOTUB — HaZpPbIB, NPOPLIB U T.M., TO B KAYECTBE KOHTPACTa NpuBeay uuTa-
Ty 13 dpunbma «paHuLa»: «Apruw KOYEBHUKOB MeaNeHHO 6e3 HagpblBa byaeT
NpoABUraTbCA K CBOMM JIETHUM cToMbUIam». B ¢puabmax o KynbType KopeH-
HbIX HAPOA0B, HECMOTPA HA TArOTbI MOBCEAHEBHOrO BbITUA, CKBO3UT CBOHOAA,
BO/IAI, NIETKOCTb AywWwNn. M, HebonblLoe OTCTYNIeHNE OT TEMbI JOPOT, — Y Fepoes
3TUX GUNbMOB COBEPLUEHHO 0COBbIV B3rNA4, HECBOWCTBEHHbIN XUTENSAM rOpo-
0B, — OHW CMOTPAT CMOKOMHO M MPAMO, CIOBHO BUAAT YTO-TO 3a Npegenamm
06blAeHHOro bbITUA.

Kak Buaum, aBa mupa, ABa NpUHLMNA NPEeOSONEHUA NPOCTPAHCTBA, CY-
LeCTBYHOLWME B KYNbTYPHbIX NaHawadTax CeBepa, NO-pasHOMY OTpaKatoTca B
BM3YaNbHOM KynbType Poccumn. BarkHbIM ABNAIOTCA, KOHEYHO, NpodeccmoHa-
IM3M ONEepaTopoB M HENPOHECCUOHANN3M KHAPOAHbIX» CbeMOK. U Te, u apy-
rme ceiyvac cobpaHbl Ha YouTube, fOCTYNHbI NO NMOMCKOBbLIM C/I0BaM «L0POrK
CeBepa». 3anpoc BblAaET 0TBET — UHGOPMALMOHHOE B3aUMOLENCTBME 3pUTE-
N1 1 aBTOpa NPOUCXOAMT Yepes 3Ty NPOCTyio onepaumio. Tak cosgaetca obpas
KY/IbTYPHbIX NaHALWA(TOB BbICOKMX WMpPOT. O6pasbl NpeosoneHna NpocTpaH-
CTBa BCTPEYaoTcA B NPOPeCccMOHANbHON KMHOAOKYMEHTANIMCTUKE O KU3HU
KOpeHHbIX Hapoaos CeBepa. B M3HW KOYEBbIX HAPOLOB O/IEHbU YNPANKKK
N NOCTOAHHOE ABUXEHNEe — 3TO 4acCTb XM3HU, NOBCEeQHEBHAA MPAKTUKA, KO-
Topas coBepliaetcA 0bblaeHHO. COBEPLIEHHO MHOe B3auMOAENCTBUE C Npo-
CTPAHCTBOM MPOMUCXOAMUT Ha Aoporax Cesepa, rae ABUKYTCA FPY30BUKU U BE3-
aexoapl. Ero ¢UKCMpyoT Yale Bcero HENOCPEACTBEHHbIE YYAaCTHUKM, BUAEO,
CHATOE Ha roy-npo, BWAEOPErncTpaTopbl, TenedoHbl, NOKasbIBAET HaApPbIB,
ABWKEHME HE TOIbKO MO A0POre, HO U NO FPaHU KU3HU U CMEPTU, 0COBEeHHO
B C/ly4ae 3MMHMKA. PUCYHOK KOYEBUIN TPAAWULIMOHHDBIX KYAbTYP U LOPOT LUBU-
/IM3aLMM BbIHYXKAEH NepecekaTbcs, Co34aBas TOUKM M 30HbI HANPAXKEHHOCTY.
MpodeccrmoHanbHble KMHEMATOrpaduCTbl CTaBAT BOMNPOC, OTBET Ha KOTOPLIN
Mbl 6OMMCSA YCAbILWATL — COXPAHWUTCA I STOT KOYEBOI MUP B BanKaviwem by-
Aywem?

CobcTBEHHO OAMH M3 0TBETOB — BOCTPEBOOBAHHOCTL Y ayanTopmu. Hebe-
3bICKYCHblE POAUKM NPO AanbHobo nerko Habupatot 300 TbicAY MPOCMOTPOB
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1 6onee. OHM «He 3arpyatoT» CO3HaHME, He 3aCTaBAAIOT 3a4yMbIBATbCA, BO3-
[eNCTBYIOT CUFOMUHYTHO M 3MOLMOHANbHO. Mpu TOM, 4TO HEKOTOpbIe Npodec-
CUOHaNbHble GUAbMbI TOXKE He MPEBBILIAIT MO ANUTENBHOCTU 20 MUHYT, T.€.
KOMOPTHbI 418 NPOCMOTPA CPEAHECTATUCTUYECKOM ayAUTOPUEN, KONMYECTBO
nx 3putenen — 10-30 Tbicay. Korga-to [.C. /inxaues patoBan 3a «mepjeH-
Hoe YTeHMe» — BAYMUYMBOE, conepexusatolee. OH nucan, YTo STOMy Hazo
YUYMUTBCA, 3TO He nerkuii npouecc. CoBpemeHHaa BU3yanbHaA KynbTypa cBuae-
TE/IbCTBYET, YTO «KMeAJIEHHOE CMOTPEHME» — HE MeHee TAXe/blil npoLecc,
0COBEHHO AR KKAUMOBOFO CO3HaHMAY. ITO NPUBOAUT K TOMY, YTO MPU OAM-
HaKOBOM JOCTYNHOCTM OAHW BU3yasibHble 06pa3bl «exaT Ha MOBEPXHOCTMY,
CTAHOBATCA aKTya/IbHOM YacTbto 06pa3a naHawadTa, a Apyrme — HyKaakTcaA
B 0CO6OM pexkume LOCTYyNa, KOTOPbIN 334aeTCA He U3BHE, @ U3HYTPU — MoA-
rOTOBNEHHOCTbIO CO3HAHUA 3pUTens.
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«3ATPAB/IEHHOE ®OPTEMMUAHO»
N «BETUKUN HEMOWN»

AHHOTaumA. B ctatbe paccmaTpuBaeTca LeATENbHOCTb MUaHUCTOB-aKKOMMaHW-
aTopos B HEMOM KuHemaTorpade. OHa B paBHOM CTeneHn NPUHALIEKUT UCTO-
PWM KMHO, UCTOPUM MY3bIKM M GOPTENMAHHOMO UCMONHUTENLCTBA. My3blKanbHOe
COMPOBOXAEHME BblNIO BaXKHbIM AONONHUTENBbHBIM CPEACTBOM BO3AEWCTBUA Ha
3pUTeNs U BapMaTMBHbIM KOMMOHEHTOM UCTOPUYECKOTO KMHOCeaHca. ITa npak-
TUKa yLWAa B NPOLIIOE BMECTE C HEMbIM KMHEMaTorpagom M MOMbITKM ee BO3-
POXKAEHMA B COBPEMEHHbIX YCNOBUAX ABAAIOTCA PEKOHCTPYKLMEN. ABTOpP BbiCKa-
3blBaeT MPeAno/IONKEHMNE, YTO 3CTETUYECKaA rPaHMLA MEXAY 3MoXaMu Hemoro
1 3BYKOBOrO KMHO OMpPeaenserca He MosBAeHUEeM TEXHUUYECKMX BO3MOMKHOCTEN
CUHXPOHM3ALMM 3BYKA M M306pasKeHUs, a OTKa3OM OT y4acTusa NMaHUCTa B He-
nocpeACcTBEHHOM My3blKa/IbHOM COMPOBOXKAEHUN GUNbMa, CHATUEM KYenoBeye-
cKoro ¢aKkTopa».

Hanbonee ayTeHTUYHbIMM MaTepuanaMu A8 U3YYeHWUs LeATENbHOCTU NUAHK-
CTOB-MA/IIOCTPATOPOB ABNAIOTCA MHTEPBbIO M apPXMBHbIE CbEMKM My3blKaHTOB,
MMEBLUMX PeasibHbIi OMbIT CONPOBOXAEHUA HeMbIX GpUIbMOB. Cpean nevaTHbIX
UCTOYHWMKOB BECbMA MHPOPMATUBHbI KMHOTEKU — CheLuasbHble HOTHble cbop-
HVKW AN TanepoB. TU CBOPHUKM MOT/IN BbITb NOHOCTBIO aBTOPCKUMU UK KOM-
NUAATUBHLIMU. B cTaTbe aHanM3MpPYyLOTCA KMHOTEKM [xKoHa CTedaHa 3aMeKHUKa
1 dpHe Pané. B pesynbraTe Aenaetcs BblBOA, UTO MbeChl, BXOAALLME B aBTOPCKME
CBOPHMKM, OTNIMYAIOTCA NPOCTOTON HOPMbI, }KaHPOBOW ONPeaeNeHHOCTbIO, BTO-
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PUYHOCTBIO My3bIKaNIbHOrO A3blKa. KOMNuUAATUBHbIE COOPHMKKM, cobpaHHble M3
CUCTEMATU3MPOBAHHBIX MO TEMAaM NPOU3BeAEHUI Pa3HbIX 3MNOX U aBTOPOB, XapaK-
TEPU3YIOTCA CTUANCTUYECKOM NECTPOTON.

Monb3yAcb 3aroTOBKamMM U3 KUHOTEK, B TaKXe MOMNYAAPHbIMU KNACCUYECKMMMU
MeNioaUAMMU U COBPEMEHHbBIMM TaHLLAMM, UANKOCTPATOPbI KOMMUANPOBAAN CBOM
«CAYHATPEK», COYMHAA UAN UMMPOBU3MPYA CBA3KU MeXay Homepamu. B cdepe
«TanepcKon KynbTypbl» BbIABNANMNCH 3aKOHOMEPHOCTU, CTaBLUMe BNOCNEACTBUM
OCHOBOW KMHOMY3bIKM 3pbl 3BYKOBOrO KMHemaTorpada, 4to HarnafHO Npoass-
etcs B TBopyectse [.[. LLoctakoBuya. ABTOp NPOBOAMUT HECKO/IbKO Mapannenei
MeXay PEKOMEHAALMAMM aBTOPOB KMHOTEK U XYA0MKECTBEHHOM NPAKTUKOW KUHE-
MaTorpadu1cToB BTOPOM NoNoBuHbI XX cTonetus.

Mpu paccmoTpeHnn GaKTOB BO3POMAEHWA B COBPEMEHHOM KY/JbTYPHOM MpoO-
CTPaHCTBE Npodeccny NNNCTPATOPOB HEMOTO KMHO, MOoAYepPKUBaETCs, 4To dop-
TENWaHO MOMOraeT COXPaHWUTb ANA COBPEMEHHOrO 3pUTENA XYAOMKEeCTBEHHYIO
LLe/IOCTHOCTb HEMbIX KapTUH. 3Ta AeATeNbHOCTb MMAHWUCTOB TPAKTYeTCA Kak 04HO
U3 OTBETBNEHWI HaNpaBAEHUA UCTOPUYECKU MHHOPMUPOBAHHOTO UCNOAHUTENb-
cTBa. MprBOAATCA NPUMEPbI KOHKPETHbIX XYA0KECTBEHHbIX NPOEKTOB NoA06HOro
nnaHa.

B 3ak/t04eHWe NoAYepKMBAETCA, YTO COBPEMEHHOE KMHO CTas0 No cnocoby duk-
cauMn 1 BOCNPOU3BEAEHMUA NMONHOCTbIO TEXHUYECKMM UCKYCCTBOM. B maccosom
KMHO NPOMUCXOAMT 3aMeHa 3anucu KMBOro cMMGOHNYECKOTO opKecTpa broakeT-
HOM KOMNbloTePHOW GOHOrpamMmoii. ABTOP BUAWT B 3TOM C/IefyHoLLytO 3cTeTnYe-
CKYIO FpaHuLy, 33 KOTOPOW BOCMOC/eAyeT KMHO LubpoBOM 3noxu.

KntoueBble cnoBa: nctopus KMHO, popTenmMaHHOE UCMIONHUTENBCTBO, HEMOW KK-
HemaTtorpad, KUHOMy3blKa, aKKOMMNAaHEMEHT K HeMomy GUAbMY, MUAHWUCTbI-UA-
ntoctpatopsl, U.H. Xyaakos, .M. Woctakosny, Mpar A. dpuanHaskep, dpHe Pané,
[xkoH CtedaH 3ameKHUK
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“THE RACKED PIANOFORTE”
AND “THE GREAT SILENT CINEMA”

Abstract. The article considers the activities of pianists accompanying silent
cinema. They can be equally related to the history of cinema, the history of music,
and piano performance. Musical accompaniment was an important additional
means of influencing the viewers and a variable component of the historical
film show. This practice is a thing of the past now, along with silent cinema, and
attempts to revive it in modern conditions are a mere reconstruction. The author
suggests that it was not the invention of technical capabilities for synchronizing
sound and images that determined the aesthetic boundary between the silent and
sound era; it was the renunciation of pianists as direct musical accompaniment of
the films, the removal of the “human factor”.

The most authentic materials for studying the activities of illustrator pianists are
interviews and archival filming of musicians who had actual experience in silent
film scoring. Of the printed sources, photoplay music—sheet music collections
for tappers—are very informative. There could be one or many authors to such
collections. The article analyzes the photoplay music by John Stepan Zamecnik
and Erno Rapée. The conclusion is that the plays included in one-author
collections are distinguished by the simplicity of form, genre definiteness, and
recurrence of musical language. By contrast, compiled collections including works
from different eras composed by different authors, systematized by themes, are
stylistically diverse.

Using pieces from photoplay music collections, as well as from popular
classical melodies and contemporary dance music, illustrators compiled their
“soundtracks”, linking them by composed or improvised parts. As time passed
by, “taper culture” revealed its patterns, which later became the basis of cinema
music in the sound era and was clearly manifested in the work of Shostakovich.
The author draws several parallels between the recommendations of the
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photoplay music compilers and the artistic practices of filmmakers of the second
half of the twentieth century.

Speaking about the revival of silent film illustrators as a profession in the
modern cultural space, the author emphasizes that piano helps to preserve the
artistic integrity of silent pictures for modern viewers. This activity of pianists is
interpreted as one of the branches of historically informed performance. The
article offers examples of similar specific art projects.

In conclusion, it is emphasized that modern cinema, by the way it preserves and
reproduces reality, has become a totally technical art. In mass cinema, recordings
of live symphony orchestras are being replaced by less expensive computer
phonograms. The author sees this as the next aesthetic boundary beyond which
the cinema will enter its digital age.

Keywords: cinema history, piano performance, silent cinema, film music, silent
film accompaniment, illustrator pianists, I.N. Khudyakov, D.D. Shostakovich, Gregg
A. Frelinger, Ern6 Rapée, John Stepan Zamecnik

KunHo Kak camoe maccoBoe nckyccTBo XX ctoneTna bykBanbHO C MOMEH-

Ta CBOEro NOABJEHUA aKTUBHO B3aMMOZAENCTBOBAIO C My3bIKOM, Npexae Bce-
ro, GopTenmMaHHON. YKe nepBble KOMMepPYeCcKne ceaHcbl «CuHemaTorpada»
6paTbeB JlloMbep CONPOBOXKAANMCL Urpon NuaHucTta [1, p. 3]. o noasneHus
3BYKOBOIO KMHO B TEYEHME TpeX AecATUIeTUA b6e3BecTHble Tanepbl-akKKoMna-
HMATOPbI, C1eAA 32 XOA0M CHoXKeTa «OUAbMbI», B MEPY CBOUX CUN U YMEHUA
NbITa/IMCb MY3bIKalbHO WANOCTPUPOBATL KOMUYHbIE CUTYaUUW UM ApamaTy-
Yeckue KOMNU3UKM, NPOUCXOAALIME HA 3KpaHe. BcmomHum cTuxoTBOpeHue
0. MaHgenbwTama «KnHematorpad» (1913):

M B MccTynneHbw, KaK rmtaHa,

OHa 3a/1aMbIBaET PyKMU.

Pasnyka. beweHble 3ByKn

3aTtpasneHHoro GopTenuaHo.

3T «beleHble 3BYKU» CTanW, MOManayih, cCamoin y3HaBaemon npume-
TOl Uenov KuHematorpaduyeckoi anoxm, HECMOTPA Ha TO YTO ANA COMPOBO-
XKAEHVA KMHONEHT MPWBIEKaNUCb OPKECTPbl, KaMepHble aHcambsu, opraH,
BCEBO3MOXKHbIe MeXaHWYecKne annapatbl U NPUCNocobaeHus Ana LYMOBbIX
a¢pdeKToB. HECOMHEHHBIM NPEUMYLLECTBOM COMMPYIOWETO NMMaHUCTa bbina
ero 601bLWasn, No CPAaBHEHWIO C UCNONHUTENLCKMMM COCTaBaMu U Tem bonee ¢
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aBTOMATUYECKMMM YCTPOMCTBaMU, MOBUABHOCTb — CNOCOBHOCTb TMbKO noa-
CTpaunBaTb CBOE COMPOBOXAEHWE MOA, BULEOPAL, YTO ObII0 3aTPYyAHUTENBHO
ONA KONNEKTUBOB, UrpatoLmX, raBHbIM 06pa3om, no Hotam. MoaTomy «3a-
TpaBneHHoe GopTENUAHO» A0 CUX NOP CAYKUT BUPTyasbHbIM MapKepoMm Co-
OTBETCTBYIOLLENO UCTOPUYECKOTO NEPUOAA, CBOe0bPas3HbIM XYA0KECTBEHHbIM
CPeacTBOM, UMEOLWMM BECbMA ONpPeseeHHbIN CTUANCTUYECKMI NOTEHLUMAN.
Co3gaHue TaKoro KOMNEKTUBHOMO 3BYKOBOrO obpasa — pesynbraT fe-
ATENbHOCTM MHOFOYUCAEHHbIX MUAHUCTOB-UAIIOCTPATOPOB HEMOIO KWHO,
KOTOPbIN B AaHHON cTaTbe HyaeT OCHOBHbIM 06bEKTOM BHMMaHuA. CTeneHb
M3y4YeHHOCTU 3TOM cneumduyeckoin cdepbl, MO CpPaBHEHUIO C BO3pacTato-
MM HAYYHbIM UHTEPECOM K paHHeMy KMHemaTorpady, He COOTBETCTBYET ee
UCTOPUYECKON 3HAaYMMOCTU. B paboTax nmocnesHux AecATUNETUIN OTAe/bHble
CBeAEHMSA, Kacalolmeca «Tarnepckonm KynbTypbl», COAEPHKATCA 0bblYHO B pas-
ZAenax, NocBALLEHHbIX My3blKalbHOMY COMPOBOXAEHWUIO HeMblX GUAbMOB B
uenom. MonesHbiMm yKasaTenem MHGOPMALMOHHBIX PecypcoB No 3TOMy BO-
npocy MOXeT CNyXuTb cTatba KeHapbl MpectoHa fleoHapaa [2]. Mo mHeHuto
Knayca Tubepa, «B HegaBHME rofbl HOBAsA BOMHA M3bICKAHMI O My3blKe He-
MOF0 KMHO BAOXHOBAEHA U MOTMBMPOBAHA OPUTMHabHLIM MCCAef0BaHMEM
Puka AntmaHa “3ByK Hemoro KnHo”» [3, p. 906]. [leicTBuTENbHO, B 3TOM Tpyae
nocnaefoBaTe/IbHO PAaCCMATPUBAIOTCA BCE PaHHWE MPAKTUKKU COMETaHMA 3BYKa
M n306paxKeHUa — OT HeNTPasbHOTO My3blKa/JbHOTO GOHa A0 CONPOBOXAE-
HWA, YCUAMBAIOLLLETO SMOLMOHANbHOE BNevaTaieHne. B yueTBepTon YacTu KHUMK
PuKk AnTmaH Hanpamyto obpallaeTca K XapaKTepuUCTUKe AeATebHOCTU NNaHW-
CTOB ¥ opraHucToB [4, p. 321-344]. B ero e cTaTbe «3ByKoBOe odopmneHune
paHHero KnHo» [5] npuMBOAATCA NPUMEpPbI ayAMOBU3YaNbHOMO COM1IacoBaHMA
KOMMOHEHTOB B 3TOM MCKyccTBe. JkunnmaH AHAEpCOH AaeT peKomeHaaumnm
N0 PEKOHCTPYKLUM U pecTaBpaumy My3blKa/JIbHOTO COMPOBOXAEHUA HEMBbIX
¢dunbmos [6], a Non Madd cpaBHMBaET pa3nUHble CNOCOBbI CO34aHMA HOBbIX
CayHATPEKOB ANA Knaccuku Bennkoro Hemoro [7]. Cpean oTeYecTBEHHBIX UC-
cnefoBaHMi B 0603Ha4YeHHON obnacTu Bbigensetcs ctatba Onbru CeMeHtoK
«McKyccTBO, 3aTepsABLUeecA BO BPeMeHU: Tanepbl HEMOro KuHo» [8]. B aToit
B3BELUEHHOWN paboTe, OCHOBAHHOM Ha POCCUMICKUX peanuax, aBTOPOM 3aTpo-
HYTbl NPAKTUYECKM BCE AaCMeKTbl TaNEPCKON AeATENbHOCTH, BKOYAA ee TeHe-
Bble CTOPOHbI, 0603HaYeHbl Pa3vyHble NOAXOAbl K CONPOBOXKAEHNIO GUb-
MOB, MPOAHaNM3NPOBaH PenepTyap WACTPATOPOB, faHa XapaKTepPUCTMKA
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BblAAOWMMCA NpeacTaBuTenam sTol npodeccun, — WU.H. Xygakosy, C.A. by-
roc/1aBCcKoMmy.

OyeBMAHO, YTO U3BpaHHbI 06BEKT UCCNef0BaHMA UMEET pag, 0cobeH-
HOCTEN MEXAMCUMNAMHAPHOIO Xapaktepa. C 04HOW CTOPOHbI, OH NPUHag/e-
KWUT UCTOPMM KMHO: HA NepBbIX Nopax popTenrmaHHoe conpoBoXKAEHNE bblN0
00noaHUMENbHbLIM U 8aPUAMUBHBLIM CPEACTBOM BO3LEUCTBUA Ha 3pUTENs;
MWb NOCTENEHHO, B MPOLECCE NPAKTUKK, MPULLIO OCO3HAHWE ero BaXKHOM
pOaW B CO34aHUM COBOKYMHOTO «3BYKO3puTENbHOro obpasa»t. C apyrol cro-
POHbI, 3Ta NUAHUCTUYECKAA AeATENbHOCTb, KOTOPYIO He BCerga npaBoMepHO
Ha3blBaTb UCKYCCTBOM, MPUMbIKAET K UCTOPUM My3bIKK U1, B cuay Bblioin mac-
COBOCTU, OTHOCUTCA K NpUKNagHowu chepe popTennmaHHOro MCNONHUTENBCTBA.
Ho B 1tobom ciyyae HameueHHbI 06bEKT HOCUT PETPOCNEKTUBHbIN XapaKTep.
B cBOEM M3HauanbHOM BMAE, KaK MUIPa }KMBOTO NMMAHUCTA B NpoLecce AeMOH-
CTPaLMM KMHOMEHTbI, 3Ta MPAKTUKA yLUIa B NPOLLIOE U OMbITbl €8 BO3POXKAe-
HWA B COBPEMEHHbIX YCOBUAX ABNAIOTCA HE YeM MHbIM, KaK MCTOPUYECKOM
PEKOHCTPYKLMEN.

Kako# e Torga cMbICN B M3y4EHMM 3TOTO, C TOYKU 3PEHUA UCTOPUMN KUHO
M UCTOPUM MY3bIKM, MaprMHanbHoro ¢eHomeHa? Bo-nepBbix, KMHemaTorpaod,
136aBMBLUMCL OT YCAYr NMWAHUCTa, He MPEKPaTUA CBOEro COTPYAHMYECTBA C
MY3bIKOM, 3 MIHKOPNOPMPOBAN ee, NOJHOCTbIO NOAYMHWUA BO3MOXKHOCTAM TeX-
HUYeCcKon ¢uKcaLmm, pa3s U HaBcerga CoefmMHUA N306pakeHne Co 3BYKOM B
LLeNIOCTHOCTU, He [JOMyCKaloWwei BapuaHToB. ITO HOBOE €4MHCTBO HE MO0
He y4YMTbIBaTb OMbITa YKMBOTO MYy3bIKaJIbHOTO COMPOBOXKAEHUA, Tem Bonee
YTO Uenbli pAg 6bIBLUMX KMHO-UANOCTPATOPOB CTAaAN aBTOPaMM CayHATPEKOB
3BYKOBbIX GUAbMOB. M03TOMY Halwa nepsas 3adaya — NPocaAeanTb, XOTs bbl
NMYHKTUPHO, KaK B HeApax «TanepcKoi KynbTypbl» Bbl3peBasiv 3aKOHOMEPHO-
CTW, CTaBLUME BNOCNEACTBMN OCHOBOM KUHOMY3bIKW. BO-BTOpPbIX, ONbIT B3aUMO-
[eNCcTBUA C HOBbIM BUAOM UCKYCCTBA He npowen beccnesHo v Ana mysbiku. U
Hala emopas 3a0a4a — MOMNYTHO OTMETUTb 3TV GaKTOPbI BAUAHUA.

[nasHol yenbro BCex NOCNEAYIOWNX PAa3MbILLNEHWUIA ABNAETCA BO3MOXK-
HOCTb BbICKA3aTb apryMeHTUPOBaHHOE NPeAno/IOKEHUE, YTO ICTETUYECKOM
rPaHULLEN, U3MEHUBLLEWN KMHEMATOrpad, NOCAYXKUA HE TONbKO TOT GaKT, YTo
9KpaH 3aroBopus, 3anen u 3aurpas, a ewe 1 7o o06CToATeNBCTBO, YTO U3 NPO-

! TepmuH Cepres dit3eHwTemHa [9, c. 9].
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Lecca BocnpousBefeHNa ¢uabma bbia UCKOYEH «4yenoBeveckuii GakTop»
— Henpeackasyemoe, NPUHLMMNNANBHO BapuaTUBHOE, KMBOE 3BYKOBOE CO-
nposoxAaeHne. MoadvepkHy: Nog, «4enosevyeckum GpakTopom» 34ecb Noapas-
YMEBAEeTCA HEenoCpeacTBEHHas, MyCTb HECOBepLIeHHAs, XyLOMKeCTBeHHas
[eATeNIbHOCTb MANIOCTPATOPa BO Bpemsa AeMoHCTpaunu dunbma. U He cTonb
BAYXKHO, YTO KaXKAbl/ CEAHC, COMPOBOXKAAEMbIV AAXKE OAHUM U TEM XKe My3bl-
KaHTOM, B KaKMX-TO HE3HAYUTeNbHbIX — @ MHOTA4A W 3HAUYUTE/IbHLIX — AeTa-
NAax OTIndanca oguH OT Apyroro, YTo NUAHUCT MOT CBOUM COMpoBoOXaAeHNem
dKTUBHO BO3A€VICTBOBaTb Ha 3puTeNIbCKoe BOCNPUATUE JIEHTbLI, BOIbHO WU
HEeBO/IbHO CTAHOBACb YyTb /IM HE COABTOPOM pexuccepa. BaxHee pgpyroe:
TporaTeNbHbIii NEPCOHaX, B KOTOPOro, COMMACHO CTapoMy aHeKAOoTy, Npocu-
NN He CTPensATb, MOTOMY YTO OH KUrPaeT, KaK YMeeT», CBOUM CUIOMUHYTHbIM
NPUCYTCTBUEM COeOUHAS UAH30PHBIU MUP SKPAHA U 8MOMHE PeasbHyro ny-
67uKy. OH NUWb HANONOBMHY NMPUHAANEXKAN NPENOAHOCMMOMY 3penuLly, a
CBOMM OU3MYECKMM CYLLECTBOM HAXOLW/CA He TaMm, e CBEPLIANoCh AENCTBO,
a 34eCb, NOYTU PALOM CO 3PUTENAMM, NO 3Ty CTOPOHY 3KpaHa. OH, TaKKe KaK
W BCE MPUCYTCTBYIOLME, BHUMATEbHO CEAMA 3@ NPOUCXOAAWMM Ha Benom
KYCKe MaTepum 1 CBOEW Urpoit co3aasa eLle OANH KOMMYHUKATUBHbIN KaHan
— HaNOMHAN ABWXKYLUMECA MO 3KPaHy GpUrypbl TOM TaUHCTBEHHOW CybCTaHLM-
en, kotopyto T. MaHH Ha3blBa/l «KMBOTHbIM TEMNOM My3blKM». BOT 3TOro-10
nocpeaHMKa NNMWNNOCb 3BYKOBOE KNUHO, U MY3blKa, 3ad)VIKCVIpOBaHHaﬂ BMecCTe
C M306pakeHMeM, BO MHOTOM YyTpaTW/Ia CBOE M3HAYa/lbHOE T'YMAaHUCTUYECKOe
n3MepeHue, NPeBPaTUBLLMCH B ONOCPeA0BaHHbIE, MHOTOKPATHO 1 TOYHO BOC-
Npou3BoANMble 38yKU ommydd, U3 TaUHCTBEHHOM FyOUHbI KMHO3KPaHa. 3a-
MEeHWB YeI0BEKa MALLMHOM, KNHO OKOHYaTeNbHO BCTYNAET Ha NyTb MHAYCTPUa-
NN3aLMK, CTAHOBUTCA, B OT/IMYME OT TPAAMLMOHHbIX BUAOB UCKYCCTBA, YacTbio
3KOHOMMKM.

CBoeobpasne 3anaBNeHHOTO OOBEKTA M3YYEHMA 3aKNOYAETCA TaKXkKe B
HEeOAHOPOAHOCTM penpe3eHTAaTUBHbIX MaTepuanos. Moxanyi, Hanbonee ay-
TEHTUYHBIMU UCTOYHUKAMM, NO MHeHUo KeHapbl /leoHapaa, MOXKHO cYMTaTb
MHTEPBbLIO M apPXMBHbIE CbEMKM MYy3bIKAaHTOB, MMEBLUMX PeasibHbIi OMbIT CO-
NPOBOXAEHMA HEMbIX PunbMOB [2, p. 262]. Hanpumep, Ha nopTane YouTube
umeeTca 3anucb NuaHucta fappu PoseHTans (Harry Rosenthal; 1893-1953),
caenanHaa 11 mapta 1930 rogaa 8 Hblo-Mopke Ha 3ByKoByto Kamepy Movietone
W AeMOHCTPUPYIOLLAsA 06pasLibl CONMPOBOXKAEHUA PA3/IUYHbIX CHOXKETOB KUHOX-
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POHUKW?, TaKMX KaK oduLIManbHan BCTpeYa, BOEHHbIM Napad, 3MMHUI Crnopr,
noxap u T.4. NoaobHble KMHOLOKYMEHTbI AAlOT npeactaBneHve ob umsio-
6/1EHHOM Kpyre BblpasuTe/IbHbIX CPEACTB My3bIKAaHTOB W MpeanoyYnTaembix
MMM KaHpax, TONIbKO He CTOMT 3abblBaTh, YTO B 06LEKTUB KMHOaNMNaparta no-
naganu oTHOAb He pAgoBble NpeacTaBuTenn npodeccun. Becbma BaKHbIM
CBUAETENbCTBOM AIB/IAIOTCA HOTHbIE UCTOYHMKN. OPUTMHANbHbIE OPKECTPOBbIE
NapTUTYpPbl K HEMbIM pUAbMaM, Cpeam aBTOPOB KOTOPbIX BCTPEUAOTCA KaK 13-
BecTHble Komnosutopsl K. CeH-CaHc, 3. Catu, A. OHerrep, M. M. nnonautos-
MeaHoB, N. A. Cau, TaK 1 no4Tn 3abbiTble HbiHe I. A. bepe3osckui, . C. Bnok,
LK. Beyye®, — BbIXOAAT 32 PaMKW AaHHOW cTaTbi. OCHOBHOM aKUeHT byaeT
caenaH Ha ob3ope cnewumanbHbIX HOMHbIX COOPHUKOS, 8bIycKaemblx 014 nua-
HUCMO8-UAACMpPamopos.

* %k *x

KeHpapa /leoHaps co ccbinikol Ha uccnegosaHusa [asuaa Mupca (David
Pierce) coobLuaeT, 4To L0 HALIMX AHEN AOWN0 AULLb OKONO TPUALLATU NPOLLEH-
ToB U3 6onee yem 11000 punbmos, BbinyweHHbIX B CLUA ¢ 1912 no 1929 rog,
[2, p. 259]. CTtaTUCTMKa oTeuyecTBeHHON Ppunbmorpadum eue bonee HeyTew -
TenbHaa — no yTeepxaeHuo dununna KaBeHauwa, «s8 Poccum coxpaHmnnocb
TO/IbKO MATHAALATH NPOLLEHTOB BCEX AOPEBONOLMOHHBIX ¢dunbmos» [10, c.
204]. Y70 *Ke KacaeTcs My3blKK1, CONPOBOXAABLUEN EMOHCTPALMIO MHOTUX KK-
HOJIEHT, TO, 338 UCKNOYEHNEM CNELMaNbHO HaMUCaHHbIX aBTOPCKUX NapTUTyp?,
OHa M He npeTeHA0BaNa Ha A0/TOBEYHOCTb, @ MOMHOCTbIO 3aBMCeNa OT BHeL-
HWUX 0BCTOATENBCTB M BO3MOMKHOCTEN MANKOCTPATOPOB. ITa NPUHLMNMANbHAA
BapMaTUBHOCTb MYy3blKa/lbHOTO KOMMOHEHTA Bbi3blBasia Xapkue cnopbl. Bee-

2 Cm.: https://www.youtube.com/watch?v=5lwsAOn8OBY.

3 bnok, fasua CemeHosuy (1888-1948) — COBETCKMIN KOMMO3MTOP, 3BYKOPEXKMUCCEP U AUPUIKED.
Opranusatop (1941) u nepsblit pyKoBoauTesb focyaapcTBEHHOrO opKecTpa MUHMCTEPCTBA KUHe-
maTorpadum CCCP. beuue, [ky3enne (Becce, Giuseppe 1877-1973) — HeMeLKUIA KUHO-KOMMNO3K-
TOP UTaNbAHCKOrO NPOUCXOXKAEHWUA. ABTOP NEPBOM HEMeLKOW KMHoTekn (1919) — cobpaHus HoT
AN1f COMPOBOXAEHUA HEMbIX NEHT. K coXaneHuto, He yAanocb HalTU YTOYHAIOLLMX CBEAEHUI O
I. bepe3oBcKoMm.

4 MepBbiMK GMAbMaMKM C aBTOPCKOM My3bIKOW cuMTatoTcs «YBuitcTBo repuora Msa» (LAssassinat
du duc de Guise, 1908 r.) L. /le bapxu n A. KanbmeTrta ¢ my3sbikoi K. CeH-CaHca u «MoHu3oBasn
BOAIbHMUA» (MM «CTeHbKa PasuH», 1908) B. Pomawikosa ¢ my3bikoit M. M. UnnoauTosa-MBaHoBa.
B paucceptauum Onbru CemeHOK NPUBOAMUTCA CMIUCOK OTEYECTBEHHbIX HEMBIX IEHT C aBTOPCKOWM
My3blkoW [cm.: 11, c. 99-101].
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pbe3 gebaTMpoBanca BONPOC O NpenmyLLecTsax cBO60AHON MMNPOBU3aLLMY,
3apMKCUMPOBAHHOTO B HOTaX COMPOBOXKAEHMA, UM Ke MEXaHUYECKOW 3anunCH.
Mo6opHUKKN NocneaHen cunTanm, YTo KUHO — 3TO, No ciioBam B. KaBepuHa,
«MalUMHHOE UcKyccTBo» [12, c. 22], cBA3aHHOE C TeXHWKOM, TpebyeT Takoro
e, KaK U n3o0bparkeHune, cTporo GUKCUpPOBaAHHOIO 3BYKOBOIO pAaa. U, B KoHLe
KOHL,0B, Pa3BUTME KMHO MOLLIO MO STOMY NyTH.

MHTPOAYKLUMIO K CBOEIN KHUre 0 My3blke Hemoro KuHo Knayc Tubep m
AHHa BuHauw osarnasunu, nepedpasvpys HassaHWe TpakTata Ppuapuxa
Huuwe, «PoxaeHne KMHO M3 ayxa mysbiku» [13, c. 1]. Bo mHorom 6naroga-
pA My3blKe ABuKyLmMecs doTorpadmm cTanm UCKycCTBOM. YAUBUTENbHO, YTO Y
NepBbIX TEOPETUKOB KMHO OCO3HAHME BaXKHOCTU M HEOBXOAMMOCTM My3blKaslb-
HOTrO COMPOBOXAEHMA PUIbMa COYETANIOCH C ONpeaeneHHbIM be3pasnnynem
K TOMY, YTO 370 3a My3blKa. lOpwuii ToiHAHOB B 1924 rogy nucan: «J/IMNTe KUHO
MY3blKM — OHO OMYCTEET, OHO CTaHeT AedEeKTUBHbIM, HeAOCTAaTOUHbIM UCKYC-
CTBOM. <...> YBUpan M3 KMHO My3blKy, — Bbl A€NaeTe ero u BNpsAMb HEMbIM,
peyb repoes, NMILIEHHAA OAHOTO M3 3/1IEMEHTOB, CTAHOBUTCA MELUAOLWMM He-
AOHOCKOM. Bbl onycTolwaete gencteune» [14, c. 322].

KunHO 6b1N10 HEMbIM, HO He 6ecCNOBECHBIM: CNOBO MMMAHEHTHO NPUCYT-
CTBOBAJIO B }KECTE AaKTEPOB, CIOXKETE, HAKOHEL, — B TUTPaAX, @ My3blKa MOMOrana
coenaTb ero HarmnaaHbiM. bopuc JiixeHbaym ycmaTpumBan 34ecb HEKUIA Mexa-
HM3M KOMMeHcauun: «BblKntoYeHHOE CablluMmoe c10Bo notpebosano cebe
3aMeHbl — U 3KBMBAJIEHTOM HEKOTOPbIX CTOPOH C/10Ba ABMIACb My3blKa. My-
3blKa 6epeT Ha cebs PoNb IMOLMOHANBHOTO YCUUTENA U aKKOMMNAHMPYET Npo-
Leccy BHyTpeHHewn peumn» [15, c. 21]. Mo ero MHeHW0, UMEHHO My3blKa nepe-
BOAWT ONTUYECKNI 3PDEKT ABMNKYLLErOCA M300PaXKEHUA B PAS ICTETUYECKUX
ABNEHUIN: «My3blKa [0 U3BECTHOMN CTeneHu CnocobCTByeT NepeBosy IMOLMiA,
BO36Y)KAaeMbIX 3KPAHOM, B MUP UMEHHO XyAOKECTBEHHbIX IMOUNiA — dub-
Ma 6e3 My3blKM NPOM3BOAUT MHOTAA KYTKOE BreyataeHune» [15, c. 22]. C atum
MOXHO COrNacuTbCA, BCMOMHUB BrievaTeHna Makcuma [opbKoro oT ceaHca
cuHematorpada Ha HUKEropoacKol ApmapKe, KOTOPbIW, MO-BUOMMOMY, He
COMNPOBOXAA/CA My3bIKOW: «CTPALLIHO BUAETH 3TO CEPOE ABUMKEHUE CEPbLIX Te-
Hel, 6e3MONBHbIX M becluymHbIX» [16, c. 244]. Koraa »Ke KMHO, poaumBLuieecs 13
cyrybo TexHMYECcKoM naev OoKYMeHTaslbHOW GUKCALUKM XKU3HU, CTano pobKo
npumepsa Ha cebs CTaTyC UCKYCCTBA, «KY/bTYPHbIE 3BYKU» popTennaHo bbiaun
NpUW3BaHbl 3arNyLWwaTh 3TOT CTPAX, @ 3204HO U CTbIAAMBO KamydMpoBaTb Mexa-
HUYECKMI CTPEKOT npoekTopa [cm.: 17, c. 33].
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«30/10TOM BEK» HEMOTO KMHO (1910-1920 rr.) oTmeyeH BypHbIm pacLBe-
TOM NPUKNAAHON My3bIKWU. Bce KpymnHble KWNHOKOMMaHWM, POCKOLWHbIE «3/1eK-
TpOTeaTpbl» cTpemMuancb 0bnagatb COBCTBEHHBIMU OPKECTPAMU, AUPUKepa-
MU ¥ apaHKMPOBLLMKAMM, KOTOPbIE HaXOAUINUCH Ha BEPLUMHE MepapXUYecKom
nectHUubl. OpkecTp bepanHcKol kKMHokomnaHum «Ufa-Palast am Zoo» cocto-
AN 13 85 WTaTHbIX egnHunL,. OTKpbiBwKiica B Hbto-Mopke B 1927 roay KuHo3an
«Roxy» cogeprkan cumopoHuyeckuii Konnektus B 110 yenosek. KuHoTeaTpsbl
PaHTOM HWKe Mornu cebe No3BO/IUTb OPKECTPbl MEHbLLEro COCTaBa, Kamep-
Hble aHCambnu MW WTATHOTO OpraHucTa (Npw HannumMu opraHa). MysbiKa,
co3gaBaemasn A1 BbICOKOOOAKETHbIX GUAbMOB, M3aBaNoCh C OMNAAKON HA
3Ty nepapxuto. B yactHocTn, KeHapa fleoHapa coobuaeT: «Mysbika [Ko3e-
¢da Kapna bpeina gns anuueckoro punbma A. Y. lpudouta “Hetepnumoctb”
(1916) 6bna n3gaHa B BUAE NapTUTYPbl AN HONbLIOTO OpKecTpa 60/bLIoro
KMHOTEaTpa, Kak nepenoxeHue ana GopTenmnaHo Uan opraHa Ana HebonbLmx
KMHO3a/10B M B BMAE OTAENbHbIX BbINYCKOB A/1A dopTenuaHo U opraHa. Mo-
cnefHWit popmaT npeaHasHavyanca TakxkKe ANa SOMALIHEro My3uuMpoBaHua»
[2, p. 260]. To TanHCTBEHHbIE, TO FPO3HbIE 3BYKM OpPraHa OKa3a/IMCb CO3BYY-
HbIMW TPEBOXHOM aTMochepe HEMeLKOro KMHO Havana 1920-x rogos. B 1921
rogy B bonblwom 3ane MOCKOBCKOW KOHCEPBATOPWUM, F4e TOr4a pasmeLLasnca
KMHOTeaTp «Ko/Mocc», COCTOANCA MOKa3 3KCMPECCMOHUCTCKOrO LWeaeBpa pe-
Xuccepa Pobepta BuHe (1873-1938) «KabuHeT goktopa Kanurapu» (1920),
KOTOPbIN CONPOBOXKAAN UrPOI Ha opraHe npodeccop MOCKOBCKOIN KOHcepBa-
Topun AnekcaHap leguke [11, c. 27-28].

OCHOBHYIO Harpysky ayauanbHOro oGopMAEHUs KUHONEHT HEC/U, BCe
e, MUaHUCTbI, Haxo4ALWMECA Y NOAHOXKMA NPOdECCUOHANBbHON NUpaMUabl.
Pabota «my4yeHUKOB Tanepckoro dopTennaHo» bblaa TAMKENOM U, Yalle BCero,
Manoonaadnsaemont. B KpynHbIX ropodax UX OCHOBHOM KOHTUMHIEHT COCTaB-
NANW yYalMeca My3blKasbHbIX y4ebHbIX 3aBefeHuin. HekoTopble U3 HKX cTa-
NV BNOCNEACTBUM KPYMHbIMU My3blKaHTaMU. B rogpbl y4ebbl B KUHO CAYXUAN
OmunTpuii Woctakosuy, Bacunuii Conosbes-Ceaol, lfeopruit Ceupuaos. Onbra
CeMeHIoK NpuBoauT 1 bonee HeoxupaHHble GaKTbl: Nnpodeccueit Tanepa 3a-
pabaTbiBanMn Ha KM3Hb OyayLlasn 3Be34a COBETCKOro KMHo JltoboBb OpsioBa K
toHbIl Teopruii BanaHumneagse, nosgHee, nog damuavein banaHumH, cTaBLLMiA
3HaMeHUTbIM xopeorpadom [11, c. 27, 87].

AKKOMMaHMaTOpCKMe GpYHKLMKM TanepoB MHOMLA PACLUMPANUCH NO UHWU-
umnatuee paboromatensa, U My3blKaHT Bbl BbIHYKAEH NMPOU3BOANTL COOTBET-
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CTBYIOLUME CHOXKETY ApYrue, HeEMy3blKasibHble 3BYKOBble 3ddeKTbl, — Hanpu-
Mep, TONOT HOT MW FPOXOT OT NageHua Tena. MccnegoBaTtenb HEMOTO KUMHO
PvK ANnTMaH NpWBOAMT aHEKAOTMYECKME PEKOMEHAALMWU ONA yCTpouTenen
3peNinL: «HaHUMas MUaHUCTa, HeobxoaMMOo ybeauTbCs, YTO OH XOPOLUWWA
MMUTaTOP NTULL, M KUBOTHbIX» [3, p. 209]. Bce Xe, rMaBHbIM KpuTeprem Bceraa
ocTaBaJ/icA ypoBeHb NpodeccnoHann3ma, KoTopbli, B ugeane, Tpebosan xopo-
Wwero BAALEHUA MHCTPYMEHTOM, YMEHUA UMNPOBU3NPOBATL U UTPaTb NO CAy-
XY, 3HaHWA HaU3yCTb 3HAUUTENLHOTO PenepTyapa, HaIMYMe 3NeMEHTAPHbIX Ha-
BbIKOB KOMMO3MLMMN ANA CBA3M PA3/IMYHbIX 3NN30408, MOBUNLHOCTb, ObICTPYIO
peakLMto 1, YTO Ype3BbI4AHO BAaXKHO, — HEBEPOATHYIO BbIHOC/IMBOCTD.

B aToi npodeccum bbina cBosA 3/1MTa, OT/IMYAtOLLANACS 6e3ynpeyHbiM Npo-
deccroHanmamom. Takne My3blKaHTbl UMENU cBoto NyBAKKY, KoTopas npeano-
YynTana cMoTpeTb GUAbMbI TOSIbKO NOA, aKKOMNAaHEMEHT NHBMMBbIX MANKOCTPaA-
TopoB. OHM paboTanu B KpynHbIX KNHOTEATPAX, BbIPacTann BNOCNEACTBUN 0
OMPUKEPOB OPKECTPOB, KOMNO3UTOPOB KMHO U NEFKO MepeHecan nepexos, K
3BYKOBOM 3pe. Mogo6HY0 yCnewHyo Kapbepy CAenan, Hanpumep, ye yno-
MWHaBWuica Mappu Po3eHTanb, CTaBWWIA AMPUNKEPOM, aBTOPOM My3bIKU K
dbunbMam M Jaxke ronaMBYACKMM akTepom. B popesontoumoHHon Poccum
NONb30Ba/ICA U3BECTHOCTbIO TaNAHTAUBLIA NUAHUCT MBaH XyaAaKoB, CNyXuB-
WM B MOCKOBCKUX KMHOTeaTpax «MWHbOHY», «JltoKe». Ero uckyccTBo bHbino
HaCTONbKO NOMYASPHO, YTO B KMHOTEATPax ycTpansanuco ero beHeduco [11,
C. 26]. HekoTopoe npeactaBieHne O ero NMaHUCTUYECKOM MacTepcTBe AaeT
usgaHHasn 8 1913 rogy nonbka «MakKc JIuHaep»®, NOCBALEHHan npuesay 3Ha-
MeHUTOoro aptucra B Poccutio:

Makc JIungep

IToneka U. Xynsixos
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D) -~ S | o . P — —
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® NpuBoauTca no usganuio: Xyaakos MU.H. Max Linder. Polka. Op. 56. M.: U3gaHue aBTopa, 1913.
HoTHbIi Habop Haw. — B.B.
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aHp NoNbKM HepeaKo NPUMEHANCA ANA UANKOCTPALLUMM IOMOPUCTUYE-
CKMX CUTyaLMii, U Nbeca XyAAKOBa MO CBOEMY 3340PHO-HEMPUHYKAEHHOMY
XapaKTepy COOTBETCTBYET 3KPAaHHOMY 0Opasy 3/1eraHTHOrO KOMMKA. Xy4AKoB
C/blN BNECTALMM MMNPOBU3ATOPOM M BbICTYMNaa rOPAYNUM CTOPOHHUKOM KU-
BOW MMNPOBU3aLMM B CONPOBOXKAEHUN GUAbMOB. C Lienbio NOATOTOBKMU NPo-
beccMoHanbHbIX MANKOCTPATOPOB KMHO OH [aXe OpraHu3oBas creuuanbHble
KYPCbl NMaHMUCTOB-MMNPOBU3aTOPOB®. Ha3BaHMe ero neyaTHoOro TpyA4a, Boles-
wero B 1912 roay, roeopuT camo 3a ceba: «OnbIT pyKOBOACTBA K UANOCTPALMM
cuHematorpaduyecknx KaptuH. C ykasaHuem Ha 1000 Tem: Heobxoaumoe no-
cobue gna NMaHUCTOB-UMMNPOBM3ATOPOB M COAEPIKATENEN 3/IEKTPO-TEaTPOB»
[cm.: 18]. Mocne pesontoLmmn pa3paboTKM B 3TOM HaNPaBAEHUM MPOLOMKMUA
Cepreit byrocnasckuit’.

Ha 3ape coBeTckoro KnHematorpada, 06bABNAEHHOrO, KaK Mbl MOMHUM,
KBAXKHEWLIMM M3 UCKYCCTBY, NPeanpuHUManNCh Mepbl K NOBbILEHUIO Kaye-
CTBa KMHOMY3bIKK. B 1927 rogy B MoCKBe NPOBOAMJICA KOHKYPC Ha Jlyyllero
WANIOCTPATOPa, B XKIOPWU KOTOPOro BowuM AHaTonui BacunbeBuy JlyHauap-
CKMI U Mwuxamn Mwuxannosuy Mnnonutos-MBaHoB, Obina 3aniaHWpPOBaHa
nepeaTtrecTauma KMHO-NMaHMCTOB ropoaa [11, c. 42]. YctpamBasich Ha paboTy
Tanepom, KBannduKaLMoHHY Kommccuio B cotose PABUCE npolwen monoaoi
OmuTpuii Woctakosmy. C 1923 no 1925 roa, oH Urpan B IEHUHIPAACKMX KMHO-

0 Kypcax W. Xyaakosea cm.: [11, c. 85-87].

7 byrocnasckuit, Cepreit Anekceesny (1888-1945) — my3blkoBes, (ONbKAOPUCT, KOMMO3U-
TOp, UCTOPUK PYCCKOM NMTEpaTypbl; AOKTOP ucKyccTBoBedeHus (1940). YuyeHnuk P. M. Muapa u
C. H. BacuneHko no komnosuuuu. Mpenogasan 3THOrpaduio B MOCKOBCKUX By3ax, Obln Xyaoxe-
CTBEHHbIM pyKoBoAMTENEM MOCKOBCKOro paano 1 nektopom punapmorun (1926-1930), cotpya-
HUKOM MIHCTUTYTa MMPOBOI IMTepaTypbl UM. fopbKoro. CoaBTop paboT no KuHomysbike [cm.: 19].
8 PABMC nan COPABUC (Coto3 paboTHMKOB MCKYCCTB) — MaccoBas NpodeccMoHanbHas opraHusa-
ums B Poccum n 3atem B CCCP.
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TeaTpax «CBetnan neHTa», «CnneHgua-nanac» v «MNukagmunam» [20, c. 217-
239], u3obparkan Ha posse, Kak OH caM roBopwuA, «bpemsa cTpacTem Yenoseye-
CKUX» U AN1A SKOHOMMU BPEMEHM BMNAETAA B CBOU MMNPOBU3ALMKN GparmeHTbl
M3y4Yaemoil KoHCepBaTopCcKoM nporpammsl [21, c. 29]. ONbIT CONPOBOXKAEHUA
dnNbMOB He ocTanca AN KOMMNO3UTOPa BTYHE — BMNOCAEACTBUM KUHOMY3bIKA
3aliMeT 3amMeTHOe MEeCTO B ero TBopyecTse. Hayano byaeT NonoxKeHo 3asep-
LWeHHoM B peBpane 1929 roga opKeCTPOBOM NAPTUTYPOI K LLEAEBPY COBETCKO-
ro aBaHrapga — ¢unomy Mpuropua KosnHuesa u Jleonnaa Tpaybepra «Hosblii
BaBunoH».

XynorKecTBeHHOE KMHO HAaYMHANOCh C KaHPOBOW onpeAeNeHHOCTH Npo-
CTbIX CIOXKETOB (Komeaus — Apama), 0606LLeHHbIX XapaKTepos (310 — fo-
6pblii), BbIPaXKEHHbIX B APKUX BHELUHUX NMPU3HaKax (TOACTbIN — Xy4oM; Bbl-
COKMI — HU3KWIA) N NpeyBeMYEHHOW KeCTUKYIALUKN, TOBOPSLLEN MUMMUKE,
BblKa3blBalOLWEN rope uam pagoctb. ConpoBoxkAatowan Mysblka Bblna nog,
CTaTb 3TOM YyepHo-6enoli, GHapHOM acTeTMKe. B nomolyb NMaHUCTaM Bbiny-
CKa/IUCb CreLumanbHble Tanepckme cOOPHUKM, COAEPKALLME HOTHbIM MaTepu-
an, KaTasormsmMpoBaHHbIA MO 3MOLMOHANbHLIM COCTOSHUAM, KOTOpble Hado
6b1710 UNNOCTPMPOBATL — PAJOCTb, THEB, CTPAZLAHME, BOCTOPT, OTYAsHUE U T.4.
MepBoe nocobue Takoro poga «Motion Picture Piano Music: Descriptive Music
to Fit the Action, Character or Scene of Moving Pictures»® Bbiwno 8 1909 rogy
B8 CLLUA u 6b110 coctaBneHo Mparom A. ®punuHgkepom (Gregg A. Frelinger;
1871-1937), NPU3HAHHbIM KOAHUM M3 NIYYLUMX MUAHUCTOB-WUANIOCTPATOPOB
Amepukn» [5, p. 198]. C6opHUK cogepkan 51 nbecy. OHM BbIN KOPOTKUMM
M npoctbiMK. Kaxaplm Homep cHabxkancs obo3HauyeHMem Temna MAu 3aro-
NOBKOM, YKa3bIBalOLLMM Ha XapakTep uan obcToaTesIbcTBO NPUMEHEHUSA: Ha-
npumep, «CTapuHHbIN TaHewy, «PasrHeBaHHbIM rocnoguH», «CurHan obuiero
cbopa». Ha 06n10KKe Oona ckopelilein OpueHTUPOBKN AaBasics andaBUTHbIN
yKasaTtenb Bcex Ha3BaHui [1, p. 68].

Knaccmueckum o6pasLom TaK Ha3blBAEMOW KMHOTEKM CTan COOPHWMK B
yeTbipex TeTpaaaAx, BbinyweHHbIn B 1913 roay B KnueneHae: Sam Fox Moving
Picture Music by J. S. Zamecnic. Ero aBTop — [koH CTedaH 3aMeKHUK (uan
3ameuHuk; 1872-1953), yporkeHel, KnueneHaa, yumswumiica B Mpare y AHToO-

9 «®dopTenmaHHas My3blka s KMHODUIbMOB: OMWCaTe/IbHasA My3blKa, MOAXOAALLAA MOA AeW-

CTBME, XapaKTep U/ CLEHY ABVXYLLMXCA U306paskeHnn».
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HWHa [lBop)KaKa M NUCaBLWMI My3bIKY AN HeMbIX GUAbMOB BNNOTH 40 Havana
3BYKOBOMI 3pbl. BKpaTLe ocTaHOBMMCA Ha 3TOM u3gaHuu. Moabopka nbec oc-
HOBaHa He Ha «KaTajiore 3MoUMi», a Ha aHpoBOW 0bpucoBke cuTyauun®®:
«MpasfHWYHbIN Mapw», «BoCToUHbIV TaHeL, ¢ Byasbto», «TpaypHbIA MmapLy,
«LlepkoBHan My3blka», «BoeHHble cLeHbl», «KoBbolicKkana My3blka», «MHAen-
CKWUIA BOEHHbIM TaHeL». UHoraa gaeTcs 6onee TOUHOe yKasaHue cobbiTuA: 04HA
6bICcTpan My3blka NpeAHasHavyanach « 414 6UTBbIY, Apyras — «ANA Ay3An» UK
«60A Ha Meyax», TPeTbA — A7 06PUCOBKM TONMbI UM CLEHbI NoXapa. Mopoit
0603HaYaeTCA MECTO MW XapaKTep AeUCTBUA: «ATaKa nHaenues», «J/1tobos-
Has cueHa B cagy», «Mopckas cueHay, «LTtopm», «KomeguitHas cueHa, «[e-
TekTMB», «CueHa cmepTu». bonblloe MecTo 3aHMMAT MbECKU C YCNOBHbIM
HaUMOHaNbHbIM KOoNopUTOM: «KuTalckaa My3blka», «fANoHcKaa nobosHan
necHa», «MeKCMKaHCKaa WAM UCMAHCKaa cueHa», «MTanbAHCKaa TapaHTen-
na», «PycCKui HapoAHbIl TaHew», «ApabCKuit Wenx» n gaxe «3ynycckui uam
abpuKaHCcKuUit TaHewy. Llenblit pasgen npefHasHavancs ans conpoBOXKAEHUA
KMHOXPOHUKK: «EBpONeinckne BoeHHble MaHeBpPbI», « TpaypHbI maplw», «Ma-
pUMKCKas moaa», «AaponnaH uaum perata», «MapadoH, nowaanHble 6era nnu
MOTOrFOHKWN», «B3pblB 1AM noxap», «OrpabneHune». Ecnm 66l gaxke Gunbmbl
3TOro Nepuoaa He COXPaHWNacb, TO NO 3TUM Ha3BAHMAM UCTOPUK MOT Bbl Co-
CTaBWUTb BMEYATNIEHME O TEKYLLLEM penepTyape HUKeNOAEe0HOB.

®PopmanbHble NapameTpbl BCeX NbeC 3NeMeHTapHbI: Kak NpaBuio, Npo-
CTan TPex4yacTHasA UAn Tpex-nATMYacTHaa popma, roMoPOHHO-FaPMOHUYECKUIA
CKNad, NPOYHan KaHPOBaA OCHOBA, SIerKOy3HaBaeMbliA, OTKPOBEHHO BTOPUY-
HbIM Menoc, yaobHaa Aaxe ANA He CULWKOM NPOABUHYTOrO NuaHUcTa GakTy-
pa — BCe 3TO PacCcyMTaHO ABHO He Ha 3aBceraataes GUNapMOHUYECKMX 3a/10B.
CpencTBa BblPa3nTENbHOCTM Bpannch U3 apceHana KaacCUKo-pOMaHTUYECKOM
TPaAMLMU C YMEPEHHbIM BKpanieHnem NonynapHbIX TaHLEBA/bHbIX PUTMOB
— 60CTOHA, KeKyoKa, GOKCTPOTa, WMMMU. Bbixoabl 3a Npesenbl 3TOro Kpyra —
«TOHa/IbHaA HeonpeaeneHHOCTb U AUCCOHAHCBI, XPOMATU3Mbl, UPPErYAAPHbIN
PUTM, TECHbIE MHTEPBa/IbHbIE KOMMAEKCbI BCErAa 03HAYa/M YTO-TO YXKACHOE,
HeecTecTBEHHOE W/IM CBEPXbECTECTBEHHOEY [2, p. 264]. B no3gHeliwein KMHo-
My3blKe HeOObIYHbIE 3ByYaHUA TaKKe ByayT NPUMEHATLCA AR XapaKTepucTu-

10 AHanorM4YHble OPKECTPOBbIE NAPTMTYPbI 3TOro e asTopa «Sam Fox Photoplay Edition» vawe
0603HaYaloTCA UTAIbSHCKUMU TepmmuHamu: Furioso, Agitato, Misterioso, Vigoroso v T.4.
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KM cobbITMIA HeraTuBHOro nsaHa. Cepreit Mpokodbes, paboTan Hag My3blKOM
ana ¢unoma Cepren di3eHwTelHa «AnekcaHap HeBcKuii», cTpemuncs, Yto-
6bl TEMa «MNCOB-pbiLApen» bblna «HENpPUATHA pycckomy yxy» [22, c. 229], u
ans gedpopmaumm Tembpa BaNTOPHbI SKCNEPUMEHTUPOBAN C PACMONONKEHUEM
WMHCTPYMEHTA OTHOCUTE/SIbHO MUKPOGOHA. Pe3Kne BCKPWMKM, BCXAMMbIBAHMS,
nepeaaHHble My3blKasbHbIMW CPEACTBAMM, KOHBY/IbCUMBHbIE PUTMbI, YCTpPa-
LIAKOLWAn COHOPMKA M BHe3anHble WymoBble 3QGEKTbl COCTaBAAT OCHOBY
CayHATPEKOB COBPEMEHHbIX TPUAIEPOB, — HanpuUMep, TaKuUX Kak «AcTpan»
(«Insidious»; 2010) pexxuccepa dxkelimca BaHHa ¢ my3bikoit Jxko3eda buwwapa
(Joseph Bishara).

Ho BepHemca B f03BYKOBYO 3M0Xy. [TOMMMO He C/IMLLKOM OpUrMHab-
HbIX, HO GBMOPCKUX 3ar0TOBOK U3 KMHOTEK, MMAHUCTbl KOMMUANPOBAAN CBOM
CayHATPEKM M3 MONYNAPHbIX KAaccuyeckmx menoamii betxoseHa, LLybepTa,
LWoneHa, Bepau, BarHepa, YalKoBCKOro B cO4ETaHMM C COBPEMEHHBIMMU TaH-
LaMM, COMMHAA UAU UMNPOBU3NPYA CBA3KM MeXAy Homepamu. U gaa storo
CNy4asn CyLLeCTBOBA/AM MevaTHble pyKoBoAcCTBA. OAWMH M3 CambIX M3BECTHbIX
aBTOPOB TakUX NOCOBUI — AMPUNKEP U MUAHUCT BEHTEPCKOTO MPOMUCXOXKAe-
HuUA dpHe Pané (uam dpHo Panu; Ernd Rapée nam Ernest Rappaport; 1891—
1945). B ero cbopHuMKe Komnunaumii «Motion Picture Moods for Pianists and
Organists» [23] cobpaHbl pa3HOCTU/IbHbIE NPOU3BEAEHWUA, HAUMHAA OT IMNOXM
BapoKKO M 3aKaHYMBaA HAPOAHbIMU U COBPEMEHHBIMU MENOAUAMM, OTCOPTH-
pOBaHHbIe N0 52 pasnnYHbIM TEMaM — IMOLMU, CUTYALLUM, CIOXKETbI, MEePCOHa-
W, NpUpoaHble ABneHUa u T.4. Chefya ero pekomeHaaumsam, noasBieHue Ha
3KpaHe aspon/iaHa conpoBoXaanocb bbl dparmeHTOoM «POHA0-KanpruyunMo3o»
MeHpenbcoHa, 61UTBa MANOCTPMPOBANACL NEePBOM YacTbio MaTeTnyeckon nnm
¢duHanom JlyHHOM coHaTbl beTxoBeHa, cTpacTb nepeaasanacb b6bl «BecHoin»
lpura, a cCLEHa OprumM — YeTBEPTOM YacTbio U3 ClOMTbI «ApaesnaHKa» buse.

Apyrum maclutabHbim npoekTom IpHe Pane ctan ero Tpya «Encyclopedia
of Music for Pictures» [24], rae pa3melleHHbI B andaBUTHOM NopsaKe npea-
METHbII yKa3aTeslb CHAabKeH CCbIIKAMM Ha KOHKPETHbIe NPOU3BEAEHMA C U3-
[aTeNIbCKUMM BbIXOAHbIMW AaHHbIMU. Pane paxe npesycmMoTpen uYucTble
rpadbl, B KOTOPbIE MY3bIKAHT MO BHOCUTb 4OMOMHUTE/NbHbIE 3anucK. B Mpe-
AVCNIOBMM aBTOP OBBACHAET, YTO OH «MbITaNcA 0TO6Pa3UTb B My3blKaNbHOM
NNaHe KaXayl CUTyaumio, KOTOpas MOXET NPou3oNTn Ha aKkpaHe» [24, p. 6].
Cpeay 44 dparmeHTOB, Npeanaraemblx ANA UANKOCTPALMM 6aTaNbHbIX CLEH,
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npucyTtcTBytoT Ckepuo u3 MateTuueckoir cumpoHMM YallKOBCKOro, raaBHas
naptus YeepTiopbl M3 «Cunbl cyabbbl» Bepaun v BarHepoBckuit «Monet Bab-
KMPUI», @ Cpeamn pPyCCKOM TEMATUKKU HEMOHATHBIM 06pasom GuUrypupytotT me-
noavu flennba, Nerapa, Wtpayca, LLabpwue. B pasbAcHAOLWMX rnaBax npegna-
ratotca npodeccMoHanbHble PEKOMEHAALMM, KaK NOAXOAUTb K 0pOpMIEHUIO
dunbmoB. «OnbIT M HABNOAEHNA HAYYUAN MEHA, — NOBECTBYET aBTOP, — YTO
caMas NpocTas npoueaypa 3aKN0YAETCA B CNefyoLLEeM: B NEPBYIO oYepesb —
onpenenntb reorpadUyueckyto U HaLMOHANbHYIO aTMmocdepy Ballel KapTUHbI;
BO-BTOPbIX, CONOCTaBUTb BCEX BALUMX BaXKHbIX NEPCOHANXKEN C ONpeseneHHON
My3blKasibHOM Temoil. HecomHeHHO, 34ecb byaeT Tema ntobBU U, CKopee Bce-
ro, byaet Tema 3nogen. ECiu e ecTb, OMOPUCTUHECKUIA NEPCOHAX, KOTOPbIN
NOABNAETCA HEOLHOKPATHO, OH TaKXe AO/MKEH OblTb OXapaKTepM30BaH CBOEM
cobcTBEHHOM Temol» [24, p. 13].

ObpalleHne K 3IMOLMOHANbHON NOoAAEpPKKE MY3bIKabHOM KNACCUKK
oKaxKeTcA 3GPEKTUBHLIM MPUEMOM U B NO3aHeNWeM KuHemaTorpade. Bcnom-
HWUM, KaKyto BaXKHYIO pPO/ib UrpaeT aflanTMPOBAHHAA ANA cMHTe3aTopa [lesaTan
cumooHun betxoseHa' B ¢punbme CtaHam KybpuKa «3aBOAHON anesbCuUH»
(1971) unm xop «Wir setzen uns mit Tranen nieder» n3 «Ctpacrteit no Matdeto»
baxa B AgpamaTnueckom 3aumHe «KasnHo» (1995) MapTtuHa Cropcese. YyTb an
He B NOJIHOM COOTBETCTBUM C peKomeHaaLmel Pane B «Anokaauncuce ceroga-
HA» (1979) ®paHcmce Dopa Konnona cLeHy aTaku BEPTONETOB Ha BbETHAMCKYHO
AepeBHIO conpoBoxkaaeT «lMonetom BanbKMpuin» BarHepa. Bnpouem, BcTpeya-
toTcA u 6onee 3aByannpoBaHHble cooTBeTcTBUA. Hanpumep, B cepuane Cepren
Ypcynska «Jinkeugauma» (2007) ¢ my3bikoi IHpM SToNawBmUAN NPaKTUYECKK
Ntoboi npodeccmoHanbHbIi My3blKaHT Y3HAeT B JIMPUYECKOM /IeUTMOTUBE
duAbMa NPOHMKHOBEHHYI0 Menoauto Poco allegretto us Tpetbeit cumdoHMM
Bbpamca.

* %k ¥

KMHO TAHYAOCb K My3biKe. YKe B HEMOM KnHemaTorpade npeanpuHu-
MannCb MOMbITKM «3KPaHM3aLMU» MOMYAAPHbIX ONep, BEPHEE, UX CHOXKETOB,
COMPOBOXAaeMbIX IMBO XMBbIM UCMOJHEHMEM OTAE/bHbIX HOMEpPOoB, M6o

1 AgTop aganTtauum — komnosutop Yontep Kapnoc (Walter Carlos), nocne cmeHbl nona craswimii
Benan Kapnoc.
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rpammodoHHbIMK 3anucamu. B 1904 rogy Mopx Menbec (Maries-Georges-
Jean Mélies; 1861-1938) npeacTtaBun NybNMKe «HOBYID U BENUKOEMHYLO
KMHemaTorpaduueckyto onepy B 20 ABUKYLIMXCA KapTUHAX» Nog, Ha3BaHWEM
«®daycT u MaprapuTa» [4, p. 251]. B Poccun cHUManNUCh IeHTbI NO HAaPOAHbIM
NecHAM, MONYAAPHbLIM POMAHCaM U iaXKe N0 UHCTPYMEHTA/IbHbIM Mbecam, Kak
aTo caenan Akos MpoTasaHoB B cBomx duabmax 1913 roga «HokTiopH LoneHa»
N «My3blKanbHbIi momeHT» [11, c. 32-33]. Uaea coeguHeHMsa n306pakeHnn
M 3BYKA, B KUHOMPOM3BOACTBE, NpUBENa K n3obpeteHuto cuctemol BanTtadoH
(Vitaphone), ocHoBaHHO Ha CMHXPOHM3aLMK rpammodoHa M NpoeKkTopa. Lle-
cToro asrycta 1926 roga B Hblo-Mopke coctosanack npembepa nepsoro nNosiHo-
METPAXKHOTo 3ByKOBOro Ppuabma — «JJoH-HKyaH» pexuccepa AnaHa KpocneH-
Aa (Alan Crosland; 1894-1936), B KOTOPOM He 6bIN0 Pa3roBOPHbIX AMAN0rOB,
HO BOCNPOU3BOAUAACh CUMPOHMYECKANA NAPTUTYPA, CO3AaHHAA KOMMNO3UTOPA-
Mmu Yunsamom dkctom (William Axt; 1888—1959) n Aasuagom MeHgo3zoi (David
Mendoza; 1894-1975). 3a HUM nocnenoBanu «leseL, AxKasa» («Jazz Singer»,
1927) n «MNotowmin gypanein» («The Singing Fool», 1928) ¢ Bokanuctom 310m
OxxoncoHom (Al Jolson; 1886-1950). 3ByKoBOW KuHemaTorpad poxaancs,
€C/IN U He U3 iyxa My3blKK, TO B €e HeNoCpeaCTBEHHOM NPUCYTCTBUN,— Yepe3
My3bIKY, BMECTE C Pa3BUTUEM TEXHUYECKUX CPEACTB €€ CUHXPOHHOM C BUAe-
opAAOoM 3anmcu. Tak KMHO CTano no cnocoby dpukcaumm u BocnpousseseHnn
MMMaHEHTHbIM camomy cebe, To eCTb NOJIHOCTbIO TEXHUYECKMM UCKYCCTBOM. B
WCKYCCTBE, 3aBUCALLMM OT TEXHUYECKMX NPUCNOCOBNEHMIA, HOBbIE TEXHONOTUM
CO3/,at0T HOBbIE 3CTETUYECKME KaHOHbI, M TAKMM KAHOHOM 3BYKOBOTIO KMHO CTa-
N3 KeCTKasA CMHXPOHM3aLMA BMU3ya/ibHbIX U ayANasbHbIX KOMMOHEHTOB.

C nosiBneHMem 3ByKOBbIX GUIbMOB npodeccua KMHoTanepa yLwna B npo-
L/10€e, HO ee ONbIT ocTancA. Bo-nepsbix, oTMeuy, 6eccrnopHbIin GakT orpomHoOM
POSIY UHCTPYMEHTa B caMoil cucteme GYyHKLIMOHMPOBAHUA UCKYCCTBA HEMOTO
KMHO. B cBOMX NyyLLmx 0bpasLax TBOPUECKUIA TaHAEM U306 paKeHMA U My3blKK
06134,3€eT 3HAUUTENIbHBIM XYZLOKECTBEHHbBIM NOTEHLMANOM, NPEBOCXOAALLUM
BO3MOXHOCTU Ka)KAOro KOMMOHEHTA B OTAE/NbHOCTU. Bo-BTOpbIX, B noBcea-
HEBHOW NPaKTUKE «TanepCcKoi KyAbTypbl» BbIABASAUCH U GOPMUPOBAANUCH 3a-
KOHOMEPHOCTH, CTaBLUME BNOC/EACTBMM OCHOBOM KMHOMY3bIKW 3pbl 3BYKOBO-
ro KuHematorpada. B Hanbonee 0606LWEHHOM BUAE MOXKHO rOBOPUTL O ABYX
NPOTMBOMO/OXKHBIX NOAXOAAX K My3blKa/lbHOMY CONPOBOMAEHUIO BUAEOPSA-
fa: coomeemcmaue u KoHmpacm. NPaKTUYECKU BCE KUHOTEKU CTPOUIUCH NO
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NPWHLMNY COOTBETCTBMA ayANOBU3YaIbHbIX KOMMNOHEHTOB. TanaHTAnBbIE N1a-
HUCTbI MHTYUTUBHO M/IM CO3HATE/IbHO CTapasINCb NMONACTb B PE30HAHC CMEHAL0-
LMMCA Kagpam, NoALepKaTb X IMOLMOHANbHbIN TOH, NOAYEPKHYTb SHEPTULO
MOHTaXa. Hanbonee HarnagHoO HaMBHO-UANIOCTPATUBHbLIM NOAXOZ 3aMETEH B
COMPOBOXAEHUN KOMELMNINHbIX CIOXKETOB, KOTa TEMNOPUTM aKKOMNAaHEMEHTa
CNOBHO Ay6/MPYET U KOMMEHTUPYET KaKAoe ABUKEHME SKPAHHOTO NepcoHa-
»a. BnocneacTsumn aToT npmem 6yaeT aKTUBHO NPUMEHATLCA B ANCHEEBCKOM
aHMMaLMKN U NONYYUT UPOHUYECKOE ONpPeaeneHne — KMUKKU-MAYCUHT» [25,
p. 264]. KOHTpacTHble HECOOTBETCTBMSA Yalle BCEro HOCUAWN HenpegHaMepeH-
Hbll XapaKTep, KOraa He CIMWKOM KBannduULMPOBAHHbIE MUAHUCTbI MPUMEHS-
JIM NPUBbIYHbIE WabNOHbI, HE3aBUCUMO OT coaepKaHua dunbma. MHOXKeCTBO
npumepoB nogobHoro poga npusoaut Onbra CemeHtok [cm.: 11, c. 35-39].
Cny4aiiHO TaKoW Kasyc Mor NpuaaTh 3BYKO3pUTEIbHOMY 06pasy AOMNONAHUTENb-
HbI CMbIC/IOBOW OTTEHOK, HE NPEeAYCMOTPEHHBIN PEKMUCCEPOM.

Mysbika LWocTakoBuua K punbmy «HoBbIi BaBMAOH», NO 3aMbICy KOM-
no3uTopa, A0MKHA Obl1a CUHXPOHHO UCMONHATLCA BO BPEMA AEMOHCTPALLMM
KWMHOMEHTbI, «ObITb B TEMME U PUTME KAapPTUHbI U YCUNUBATbL €€ BreYaTieHne»
[26, c. 21]. Ho WLocTakoBMY rOBOPUT HE TO/IbKO O NOJIHOM COOTBETCTBUWN 3pU-
TENIbHOTO M ClYXOBOTO PAA0B, HO U 06 MX HAMEPEHHOW PACcCOrNacoOBaHHOCTH:
«CounHAA My3bIKY K “BaBWIIOHY”, A MEHbLUE BCEro PyKOBOACTBOBAICA NPUH-
uMnom 06s3aTeNlbHOM MANKOCTPALLMM KAaXKA0r0 Kagpa. A ucxoaun rnasHbim 06-
pa3om OT [1IaBHOFO KaZpa B TOM WAM MHOW CepUM Kagpos. <..> MHoroe no-
CTPOEHO Ha MPUHLMNE KOHTPACTHOCTUY» [26, c. 20-21]. He uckntoyeHo, 4To K
TaKoW naee KOMnosuTop npuwen, 0606wWwas cBOW OMNbIT KUHO-UAMKOCTPATOPA.
3Ty «Pa3HOCTb NOTEHLMAN0BY N306pakeHUn 1 3By4aHus Cepreit di3eHWTENH
Ha3BaN «KOHTPANYyHKTUYECKMM METoZOM» U chopmynmpoBan B Tesuce: «lep-
Bble OMbITHble PaboTbl CO 3BYKOM [0/HbI OblTb HanpaB/ieHbl B CTOPOHY ero
pe3Koro HecoBnageHWA co 3puTeNbHbIMM 0bpasamu» [27, c. 316].

* %k *x

C rofamu KMHO KaK UCKYCCTBO 0BPeno cBoe UCTOPUYECKOe U3MEPEHHUE.
N B coBpeMeHHOW KMHemaTorpapuyeckon npaktmke chopmmupoBanacb TBOp-
YyecKas HWLIA My3blKa/lbHOrO MANKOCTPATOPa KMHO, B YEM-TO HaNnOMMHaoLWasn
HanpasneHne UCTOPUYECKN MHGOPMMPOBAHHOTO UCMONHUTENLCTBA, BO3POXK-
[laloLero Ha KOHLIePTHOW 3cTpaZie My3blKy NPOLUbIX BEKOB B popmax, npu-
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B6AUMKEHHBIX K UCTOPUYECKUM peanuam. EcTecTBeHHO, 3Ta AeATeNbHOCTb He
HOCUT MACCOBOrO XapaKTepa, HO BCe *Ke OHA 3aMEeTHa B Ky/IbTYPHOM NPOCTPaH-
cTBe. Ha npocTtopax UHTepHeTa HEeTPYAHO HAUTU KOMMEpPYECKUE npeanoxe-
HWA NO CONPOBOXAEHWIO HemblXx duabmoB. Ona bonbluero peTpo-adpdekTa
nopobHble ayanmodparmeHTbl HeEpeaKo AatoTcs B edOopMUPOBAHHOM TemMbpe
TOr0 Camoro «3aTpaBNeHHOro poptenuaHo». HemewuKnin opraHnCT U NMaHUCT
KapcreH-LUtedaH Mpad ¢oH BoTmep ractponnpyeTt no mupy, MMNpoBU3MpyA
Ha CeaHCcax KNaccu4ecknx HeEMbIX IEHT, MPOBOAMT MacTep-Kaacchl, NPonaraH-
Avpylowme 3To McKyccTBo™. Mim 03ByyeHo 6onee 600 ¢pUAbMOB Pas3/MYHbIX
KaHPOB — OT KOMEeAWUN A0 TPUANEPOB. M 3TO He eAUHUYHBIN Npumep. B mae
2011 roaa B KaHaackom BaHkysepe B Hollywood Theatre gemoHcTpmpoBsanca
¢unbm bactepa KnutoHa «Kosen otnyweHua» («The Goat», 1921) nog popTe-
NMMaHHbIM aKKoMnaHeMeHT [KoHaTaHa beHHu (Jonathan Benny), yto 3acBu-
[leTeNnbCTBOBAHO BUAEOPOAMKOM Ha YouTube®®. Poccuiickne NMUaHUCTbI TaKKe
He ocTaloTcA B cTopoHe. B mapTte 2016 roga B MOCKOBCKOM KOHLEPTHOM 3ane
«BepHaackuin» lTocyaapcTBEHHOrO reonornyeckoro myses um. B.M. BepHaa-
ckoro PAH nog akkomnaHemeHT Bnagmumumpa Ceepanosa-ALLiKeHasun COCTOANCA
nokas menogpambl EBreHus bayspa®* «[letn seka» (1915), B KOTOpPOI CHUMA-
nacb npocnasneHHasa Bepa XonogHan (1893-1919). B coBpemeHHom HoBocu-
6MpCcKe apxMBHble Kaapbl AOPEBOOLMOHHOITO HoBo-HMKoNaeBCKa conpoBo-
XOAN HA aHTUKBAPHOM MHCTpyMeHTe GUpMbl JINBHUL, 3aCyKeHHbIA apTUCT
Poccun TeHHaguin MbicTuH. B ekaTepuHbyprckom knybe «Everlazz» npownu
yxe Tpu dectuBana Tanepos «Hemoe KMHO — uMBaa My3blka». C 61M3KMM
Ha3BaHMem — «Hemoe KMHO + XMnBaA My3blika» — peryiapHO yCTpanBatoTcA
pPeTpOo-CeaHChbl B HUKEropoACKOM KMHOoLEeHTpe «Pekopa».

Bo3porkaaeTca NpakTUKa Nokasa HembIX IEHT B COMPOBOXAEHUM OpKe-
cTpa. M 3To KacaeTcs He TONbKO UCTOPUYECKUX GUABMOB C COXPaHUBLUMMUCSA
naptutypamu. Pexxkuccep lfoadpu Pearkmo (Godfrey Reggio) cHan ¢ounbm 6e3
Avanoros «KosaHuckaumn» (“Koyaanisqatsi” — «u3Hb, BblBEAEHHAA U3 paB-
HoBecuaA», 1983), My3blKy K KOTOPOMY HanMcan OfAMH M3 CTOAMOB My3blKajlb-

2. Cm. ero nepcoHanbHylo cTpaHuuy: http://www.stummfilmkonzerte.de/glossar/personen/
bothmerstephan.html.

13 Cm.: https://www.youtube.com/watch?v=k70ymuw9HUA&t=3s.

1 Bayap, EBreHuit ®paHuesuny (22 aHeapsa 1865 — 22 uioHa 1917) — pycckuii pexuccep HEMOro
KWHO, TeaTpanbHbIl XyAOXHUK U CLIEHapUCT
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Horo muHumanmsma ®ununn Macc. bonee gecAT™™ Net 310T GUAbM AEMOH-
CTPMPOBAJICA B Pa3HbIX CTPAHaX B CONPOBOXKAEHMMN aHCaMbAIA, PYKOBOAMMOTO
CaMMM KOMMO3UTOPOM.

Y70 Ke KacaetcAa dopTenMaHo, TO OHO, B 3aMUCU UAN B peasibHOM 3BY-
YaHWUK, OO CUX MOP NPOLOKAET NOALEPKMUBATD aKTyalbHOE CyLLeCTBOBaHUe
APXUBHbIX JIEHT: MHCTPYMEHT NOMOTaeT COXPaHUTL AJ/18 COBPEMEHHOIO 3puTe-
NA XY[,0KECTBEHHYHO LLe/IOCTHOCTb HEMbIX KapTUH B UX eCTECTBEHHOM, XOTA U
3aMeTHO MoANdULIMPOBAHHOM, aKyCTUYECKOW cpeae.

Cneumounyeckmii Tembp Tanepckoro ¢popTenmaHo CTaHOBUTCA MOLLHbBIM
pPeTpo-CMMBO/IOM, HANPaBAAOLLMM BOOOparKeHWe 3puTens, u sto obcroaTesb-
CTBO MCMONb3YIOT pexkuccepbl. B neHTe «KeHuTbba BanbzamuHosa» (1964,
pexkunccep KOHCTaHTMH BowHOB, Komno3utop Bopuc YalKoBCKMIM) meuTaHus
T1aBHOrO repon MPeTBOPAIOTCA B YepHO-6enoi scTeTuke Hemoro punbma —
B YCKOPEHHOM, CYET/IMBOM TEMMNE ABUMKEHUA U, CNOBHO bbl, Nog 6peHyalLmin
aKKOMMNaHeMeHT pa3butoro nuaHuHo (poptennaHo n kcmnodoH). KaHposas
nanuTpa my3sblku K GUabmy, 06beguHAOLWLAA LYXOBHbIA CTUX, MOJUTBY, YyB-
CTBUTE/IbHbIA POMAHC, BOEHHbIV MapLl, BOAEBW/IbHbLIN KynaeT, obpasubl ro-
POACKOTO M KPecTbsHCKOro GonbKAopa, 6n3Ka TanepcKkMm KaHOHAM CONpPOBO-
KOEHWUA KMHOCeaAHCOB. B aKcLeHTpUYecKo Komeaumn «34paBCcTBYiTe, A Balla
TeTa» (1975, pexuccep Buktop TutoB, Komno3sutop Bnaancnas KaseHuH), no-
MUMO B0MKKX perTaimoB Jykopaska botchopaa v Bunudpena 3tsenna’®, so-
4ATcA ewe n pparmeHTbl GUAbMOB C y4acTUEM 3Be3/, HEMOIo KMHO — bacTtepa
KutoHa, Maponbaa Nnoiaa, Yapam YannumHa.

Y10 Ke KacaeTcA 06paTHbIX BO3AENCTBUIN HEMOTO KUHO Ha MY3bIKY, B TOM
yucne popTennaHHyto, TO OHU HE TaK O4YEBUAHDI, HO, TEM HE MEHEE, OHM CyLLe-
CTBYIOT. He ypOKM N 3KCNPEeCcCMOHMUCTCKOrO HEMELLKOTO KMHO NPOpbIBakOTCA B
yOApHOM TpaKToBKe dopTennaHo, B ebopMUPOBaHHbIX HKAaHPOBbIX MOAENAX
N pe3Kol CBETOTEHU ctouTbl «1922» Mayna XuHgemuta? He nepeocmbicneH-
HbIM 1M OMbIT KUHO-UANKOCTPATOPA C/bleH B 0BOCTPEHHOM XapaKTEPHOCTM
KUHTOHALMOHHbIX }KECTOBY», B KOHTPACTHOM MOHTa¥e ann3on08 24 npentoguni

% Borchopa, Akopax (Botsford, George; 1874—-1949) — KOMNO3UTOpP pertaiiMos, B TOM Yucie
asTop nonynspHoro pertaima «Black and White Rag» (1908), soweawero B ¢punbm. Iteenn, Bu-
Hudpes (Atwell, Winifred; 1914-1983) — n3BecTHbIi B 1950-€ roabl B BennkobputaHum u Asctpa-
JIUM UCMNONHUTENb PErTaiMoB M byru-Byru. Micnonb3oBaHWe ero COUMHeHWU B dunbme, genctamne
KOTOPOro nepeHeceHo B Ha4yano XX BeKa, ABNAETCA aHAXPOHU3MOM.
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(cou. 34) OmuTpua WoctakoBuuya? Begp He Cy4aitHO NO NMOBOAY 3TOrO LMKAA
JNleoHna, MaKkKeNb BOCKNMKHYA: «4Yero TonbKo HeT B Mpentoaunsx, “Koro” ToabKo
HeT!» [28, c. 263]. M3 fyxa KMHO, U3 ero NecTpoii akycTUYECKOW cpeabl 34ecb
poXAaeTca ABneHWe, BNOCNeACTBUN HapeyeHHoe Anbopeaom LIHUTKe «no-
amctunnctukoi» [29]. Kwunwrtod Meliep, aHanusmpys onepy LllocTakoeuya
«Hoc», HaxoaWT B ee «NOKaAPOBOWM» APAaMATYPru aHaNOT TEXHUKU KUHEMATO-
rpadpuyeckoro moHTaxa [30, c. 101]. MapuHa CabuUHMHa OTMEYaeT, 4To «B one-
pax MpokodbeBa MCNONL3YIOTCA NMPUEMbI, HENOCPEACTBEHHO 3aMMCTBOBAH-
Hble 13 KMHO. “loBecTb 0 HacToAweM Yenoseke” N306unyeT My3blKaabHbIMM
“HannbiBamn”, NoAKpPeNeHHbIMK 3pUTE/IbHBIM M3006parKeHMeM, KMHOMPOEK-
umein» [31, c. 31]. «decaTasa my3a» NPOYHO OCBOMIACH B KPYry TPAAMLMOHHbIX
BMA0B UCKYCCTBA M BbICTPO PacnpocTpaHnaa Ha HUX CBOE BAUAHME.

* %k *x

B 3aK/itoueHMe BEPHEMCA K NPeANON0KEHNIO 06 3CTETUUECKOW rPpaHULLE,
KOTOPYIO «MALUMHHOE MCKYCCTBO» — KMHematorpad nepewwno, n3basmswmnco
OT KMBOIO, «4Ye/I0BEYECKOTO, C/IULLKOM Ye/I0BEYECKOro» My3blKasbHOTo COo-
NPOBOMXKAEHMUSA, U HAMETUM HOBbIE PyHeXKM.

KnHO — nepBbIi B UCTOPUM BUA UCKYCCTBA, CTABLUMI HAa MPOMBILL/IEHHbIE
penbcbl. UHaycTpranmsauma KuHematorpada 3aTpoHyna mMy3sblKy, NpespaTus
Ha TeppUTOPUM KMHOCTYAUIN UHAMBUAYANbHYIO AeATENbHOCTb MY3bIKaHTOB B
KOHBElMepHoe Npomn3BoACTBO. Ha ronnmsyackon «pabpuke rpes» caoxmuAaCh
apdeKkTMBHaA cucTema pasgeneHusa Tpyaa, B pesyabTaTe KOTOPOW cayHATpeK
CTaHOBWACA MJIOAOM KOJNEKTUBHOIO TBOPYECTBA. ABTOP COYMHAN OCHOBHbIE
menoamm duabma, co3gaBan 3CKM3 NAPTUTYPbI, KOTOPas NocTynana K npodec-
CMOHa/IbHbIM OpPKecTpaTopam, 3aTeM MepefaBanacb OPKeCTpy M AUpPUNKepY,
KOTOpble 3anNMUCbiBaNM My3blKy B CTYAWM NOL PYKOBOACTBOM 3BYKOpeXKMCCe-
poB. B cniyyae Kommepyeckoro ycnexa puabMa mMmy3sblKa TUpaXKmnposanacb Gup-
Mamu 3BYKO3amnmncu U My3blKaNbHbIMU U34aTeNbCTBAMMU.

ITOT OTNAXKEHHbIW KOHBEMEP Obl OTKPLIT BCEM HOBALMAM U C Pa3Bu-
TUEM 3NEKTPOHHbIX TEXHOMOMMIM aKTUMBHO WX acCMMUAMpPOBan. HacToswmit
CUMGOHUYECKMIA OPKECTP, NPUBMEKAEMbIA K 3anncy CayHATPeKa, cTan npu-
BUIErMei U NPU3HAKOM CTaTyCHOCTU KMHOKapTUHbI. B 1970-1980-e roabl ero
aKaflemuyeckoe 3BydYaHue 0b6oraTMan CMHTE3MPOBaHHbIE TeMBPbI, KaK Heb3A
KCTaTW nogxogmsLlune ana opopmaeHUa TpUANepoB 1 GaHTe3un, KoTopble Tak
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n3obpeTtaTenbHO 0POPMIAN OCKAPOHOCHBIA KAACCUK KUHOMY3bIKM [Keppu
fonacmut (Jerrald King “Jerry” Goldsmith; 1929-2004). Hawen cBoe mecTo B
KMHO W CKOHCTPYMPOBAHHbIA COBETCKMM UH¥KeHepom EsreHnem Myp3nHbim
cuHTe3aTop AHC — ¢ MOMOLLBIO ero KKOCMMUYECKOM» COHOPUKK 3ayapa, ApTe-
MbEeB €033/ My3blKy K «Consipucy» (1972) AHapes TapKoOBCKoOro.

B 1990-e roabl Ha CMeHY TPYAOEMKMM aHANOroBbIM U NepBbiM UUDPO-
BbIM CMHTE3aTOpaM NPUXOLAT KOMMbIOTEPHbIE TEXHONOTMU, BHOBb Pa3fBu-
HYBLUME FOPWU30HTbI BO3MOMHOCTEN My3blKaHTOB. Bcero nuwb 3a COTHIO et
My3blKa KMHO MPOLL/Ia OFPOMHbIM MyTb OT HENPUTA3ATeNbHOrO PopTennaHHo-
ro aKKOMMNaHEMEHTa K COBEPLUIEHHO HEBEPOATHbIM CNocobam OpraHU3aLmm
3B8YyKOBOI cpeapl dpuabma. «MallMHHOE MCKYCCTBO» CTAHOBMTCA MCKYCCTBOM
undposbiM. M B 3TOM LUMPPOBOM OTBETBNEHUU KMHOMY3bIKM KOMNO3UTOP,
COUYMHAA NPU NOMOLLM KOMMbIOTEPA, OKa3blBAETCA BHOBb, KaK HeKorga tanep
nepes skpaHom, — 6e3 NOCPesHMKOB B BULE OPKECTPA, AUPUKEPA, 3BYKOO-
nepaTopa, — OAMH HA OAMH C BUAEOPALOM, KOTOPbIN OH A0MKEH AONONAHUTD
CBOMM TaNaHTOM. B KOMNbIOTEPHOM My3blKe, Kak KOrga-To B TanepcKoi cpe-
[e, ecTb NoAJ/IMHHbIE MAcTepa, HO BCTpeyaroTcA M BecKpblible peMecieHHu-
K1. OBbMaHuMBasa AOCTYNHOCTb UMGPOBLIX MAaHUNYAALNUIA cNOCOBHA HU3BECTM
NOYTEHHYIO NPOdECCUI0 KOMMNO3UTOPA KUHO A0 COMHUTENbHOMN AeATENbHOCTb
«3/1IEKTPOHHOTO Tanepa», KOMMUIMPYIOLLEro CBOU CayHATPEKMN U3 MOAPYHHOrO
martepuana.

KnuHomy3blKa NpnbankaeTca K odepegHomy pybesky, 3a KOTOpbIM Mesib-
TELAT peKksaMHble Cnosoxu LdpoBo anoxu. He notomy v BUAEOPAS HEKO-
TOpbIX PUAbMOB HaUMHAET NOA03PUTENBHO HANOMMHATD AM3alH KOMNbIOTEP-
HbIX UFP, @ My3blKa B HUX — HA30MAMBbIE 3BYKM UFPOBbLIX aBTOMATOB? YTOObI
BCE K& OKOHYATeNbHO He 3aTepsaTbCa B LUMPOBbIX Aebpax, faBaiTe, XoTa 6
WMHOTAA, BO3BPALLATLCA K HEMbIM GUAbMAM, BCE HECOBEPLUEHCTBA KOTOPbIX,
onpegensemble ypOBHEM PA3BUTUA TOFAALHEN TEXHUKM, B UCTOPUYECKOW Nep-
CMeKTMBe BOCMPUMHMMAIOTCA YKe He KaK HegoCTaTKu, a Kak npumeTsbl ctuas. U
nycTb pagom byaet doptennaHo — «3aTpaBiaeHHoe GopTENUAHOY.
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BOMNPOCbHI CTAHOAPTU3ALUMK
GAKTYEKUHTA B )KYPHANTUCTUKE OAHHBIX.
TEOPETUYECKUWM ACMEKT

AHHOTaumA: KypHaNUCTUKA AaHHbIX B PacCNeA0BaHUAX OMUPAETCA Ha JaHHble
KaK MCTOYHWMK WM MHCTPYMEHT PacKpbITUA MUCTOpUU. MpUHUMNbI paboTbl ¢ AaH-
HbIMM, UX NMOUCKA, BepUPUKALMKU, aHANN3a U JATA-CTOPUTENIMHIA 3HAYUTENbHO
OT/INYAIOTCA OT TPAAMLMOHHbIX KYPHANMUCTCKUX MPAKTUK, HO B 3TO Ke Bpems
ABAAIOTCA OPraHMYHOM YacCTbiO KYPHANMCTCKOrO MaTtepuana W CAONKMBLUMXCA
CTaHAAPTOB M 3TUYECKMX HOPM MKYPHANUCTUKU. DaKTUEKMHT B XYPHAAUCTUKE
[aHHbIX NMPU 3TOM YacTO CBOAUTCA K MaTEMaTUUYECKOMN NMPOBEPKE KOPPEKTHOCTU
06paboTKM AaHHbIX, NPY 3TOM NPAKTUYECKU HE YANAETCA BHUMaHUA MHOMKECTBY
Apyrnx GaKTopoB, BAMUAIOLWMX HA KOPPEKTHOCTb M STUYHOCTb TEKCTA: NMPOUCXONK-
AeHWe faHHbIX, METOAMKA U MOTMBALUMA UX c6Opa, KOPPEKTHOCTb MHTepnpeTa-
LMK, KOHTEKCTYaIM3aumMA PesynbTaToB aHain3a, KOPPEKTHOCTM NpeacTaBaeHus
[aHHbIX B BU3yanu3aumsax. B akagemmyeckom nose Msy4atoTcsa anucTemosnorsye-
CKME OT/IMUUA XKYPHANIUCTUKM SaHHbIX — co34aHne Gopm cCOBCTBEHHOrO 3HaHWSA
W ero NpUHATUA ayauTOpMEl Nog BO3LENCTBMEM MPAKTUK, OCHOBAHHbIX HA AaH-
HbIX, U COy4YacTMe YnTaTensa B CO3g4aHUK 1 BepuduKaLm gata-maTepmanos. B To
e Bpema GaKTUEKMHT B 061aCTU JKYPHANTUCTUKM AaHHbIX TaKKe paccMaTpuBaeT-
CA TONIbKO KaK TEXHO/IOMMYECKMIA NPOLLECC CBEPKM BbIYMCNEHMI, @ HE KaK eguHas
1 cMCTEMHan BepUOMKALMA XYPHAZIMCTCKOTO MaTepuaa Ha BCEX ero YPOBHSX, OT
TEXHWUYECKOro 40 3TMYECKOro. B 3TOi cTaTbe aBTOP MOMbITAACA 3aMONHUTL Pas-

PbIB MeXAy akaAeMUYEeCKUMm nosiem v HapaﬁOTaHHle B HbOCpyMaXx MPaKTUKax
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AaTa-daKTyeKuHra: bblan nccnegoBaHbl CywecTsytowme meToabl GakTYeKuHra B
Pa3NIMYHBIX PeaaKLuaX, PacCMOTPEHbI PasinyHble NOAX0Ab! K OLLeHKE J0CTOBEp-
HOCTW [aTa-mMaTepuanos, ONUCaHbI CYLLECTBYIOLLME NAKYHbI B AaTa-GpaKTYEKuHre.
OTCyTCTBME CTAaHAAPTOB B 3TOM 06/1acTV BedeT KaK K MafeHuto KayecTBa mare-
pYanoB, Tak 1 K Ny6aMKaumMm oWMBOOYHbIX CBEAEHMI UM 3aBELOMOM MaHUNYNA-
UMM J@HHBIMM C PA3/IUYHBIMU LENAMM, NOSTOMY aBTOP NpeaiaraeT cCobCTBEHHbIN
B34, Ha GAKTUYEKMHT B JaTa-UCTOPUAX KaK CUCTEMY MOCNEA0BATEIbHOW MHOFO-
YPOBHEBOM NPOBEPKMU.

KntoueBble €n0Ba: XKYpPHA/NUCTUKA AaHHbIX, GaKTYEKUHT, BOCMPOU3BOAMMOCTD,
WHTepNpeTauma U KOHTEKCTYaNM3aLUmMA AaHHbIX, aHaNN3 AaHHbIX, CTaHAAPTbI
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STANDARDIZED FACT CHECKING IN DATA
JOURNALISM. A THEORETICAL VIEW

Abstract. Data journalism is based on data used both as a source of a story and as
a proof for facts stated in journalistic investigations. Core principles of journalistic
work are changing under the influence of data: working with data, acquiring
datasets, verifying data, analyzing and presenting it in data stories is drastically
different from traditional journalistic methods, while simultaneously continuing
to be an organic part of journalistic research within the existing framework of
journalism standards and ethical requirements. Fact-checking in data journalism
is often limited to verifying correct math and analysis methods in data, whereas
other factors defining the correctness and ethics of a journalistic product are
ignored. Those include assessing the sources of data, methods and reasons of
data collection, correctness of interpretation, contextual dependencies of data,
correctness of visual representation of data analysis results, etc. Scientists are
expanding research into the epistemological differences of data journalism from
traditional journalistic practice, noting such distinct features as creating personal
knowledge and its acceptance by the audience under the influence of data-driven
practices and co-creation and crowd verification of data-based investigations. At
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the same time, academic research also focuses on data journalism fact-checking
as a mere technological process of revision and comparison of calculations, not
as a holistic system of data-story verification on multiple interconnected planes
from technology to ethics. In this article, the author tries to fill the existing gap
between academic research and actual data fact-checking practices in newsrooms
by scrutinizing and evaluating various approaches to data-story fact-checking in
a number of media, and consequently defining white spaces in the data fact-
checking workflows. Lack of professional standards in the area allows for lower
quality of publications, as well as publishing wrongly interpreted or presented
data, whether by mistake or by intent. This prompted the author’s original view of
fact-checking in data journalism as a system of consistent multilevel assessment.
Keywords: data journalism, fact checking, reproducibility, interpreting and
contextualizing data, data analysis, standards

OpHol 13 ocHOB Npodeccumn XKypHanucTa ABAAETCA CTporas U AOCKO-
Ha/NbHaA NPoBepKa $paKToB, COOBLAaEMbIX B MaTepuane. Bo MHOTUX pegakum-
AIX CYLLECTBYET NPAKTUKa BepuduKaumm ntoboro matepmana nepes nybavka-
unen nnbo cneumanbHbIM NOAPASLENEHNEM UAN APYTUMU KYPHAAUCTAMMU,
He NPUHMMABLIMMK yyacTua B paboTe Hag KOHKPETHO 3Toi uctopuel, inbo
NPY NOMOLLM OTAENbHbIX OPraHM3aLui, cneLnannsnpytoLMxca Ha NpoBepKe
dakToB. CywlecTBylowme MeToabl M 3TUKa NPoBepKM GaKToB (paKTyeKuHra)
chopmmupoBanuch 3a nocnegHee CToneTMe, Ha UX OCHOBE BblpaboTaHbl Npo-
deccrMoHanbHble CTaHAAPTLI KAYeCcTBa KYPHAUCTCKUX MaTepPUasos.

MccnepoBaTtenn LWKONbl KOMMYHUKauMi u nHbopmaumm Rutgers Bbl-
AenaloT cnefyolwme CTaHAAPTbl KayecTBa KYPHAZUCTUKU: Meaua [LOMXKHbI
NpefoCcTaBAATb UCHEPMbIBAOLLYIO U peneBaHTHYH MHbopMaumio B obuiectse
1 Mupe, MHGOPMaLMA JOMKHA BbiTb OBBLEKTUBHON (TOYHOM, YECTHOW, AOCTa-
TOYHO MOJIHOM, COOTBETCTBYIOWEN PeanbHOCTU, NpoBepaemoi, GpaKTbl LOMK-
Hbl 6bITb OTIMYHBI OT MHEHMI), @ TaKXkKe BecnpuCcTPacTHON (Bce CTOPOHbI U UH-
TepnpeTaunm 4OMXKHbI 6bITb NPeacTaBeHbl PAaBHO3HAYHO M HenpeaB3aTo) [1].

BpuTaHcKan BewaTenbHan Koprnopauusa (BBC) yctaHaBAMBaET Takue 3Tu-
yeckue cTaHgapThbl [2]: cBoboaa BblparKeHUA, HE3aBUCMMOCTb, ClefoBaHue
06LLECTBEHHBIM MHTEPECAM, HenpeaB3ATOCTb U OBBEKTUBHOCTb, AOCTOBEP-
HOCTb, PEAAKLMOHHAA 3TUYHOCTb, 3alMTa YA3BMMbIX FPynn HaceneHus, 3a-
WMTa NpusaTHocTU. C NoABNEeHMEM B COBPEMEHHOW TEXHOMOMMYECKON cpeae
NPUHLMNNANABHO MHOFO UCTOYHMKA — AAHHbIX — MPAKTUKM GaKTYEKMHra B
LLe/IOM He U3MEHUIUCL U HE aAanTUPOBaNCh K HOBOM MHOOPMaLMOHHOM pe-
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aNnbHOCTK.

KypHaNNCTMKa AaHHbIX BbIAEANNACH KAaK OTAENbHOE HanpaBAeHMe XKyp-
Ha/NIMCTUKN B NOCNEeSHee AecATUNETME: B OCHOBE €ro JIeXMUT paboTa ¢ AaHHbI-
MU, nx obpeteHne, 06paboTKa, aHaNM3, NPeLCcTaBAEHUNE B BU3yanbHoOW dopme
W HappaTUB, OCHOBAHHbIN HA pe3y/bTaTax 3ToW pPaboTbl ¢ AaHHbIMK. B aTOM
C/lyyae AaHHbIe CAYXKAT U MHCTPYMEHTOM 417 PACKPbITUA onpeaesieHHbIX UCTOo-
pWIA, U [0Ka3aTeNIbCTBOM NPUBOAUMbIX GAKTOB, U UCTOYHUKOM KYPHAIUCTCKO-
ro paccnegoBaHuA. ITO BbICOKOTEXHOOTMYECKOE HaMpaBiAeHUe KypHaAIUCTU-
Ku TpebyeT 3HaHUI B 061aCTM HayKM O AaHHbIX, BU3yanM3aLUm AaHHbIX, 4acTo
— NpOrpammupoBaHuA. ypHanucTuKa gaHHbIx 06A3aHa CBOMM NOABAEHWEM
BCEMUPHbIM ABUXKEHMEM 33 OTKPbITOCTb MHGOPMaLMK, JOCTYNHOCTBLIO U OT-
KPbITOCTbIO AaHHbIX, @ TaKXKe TEXHOOMMAM, KOTOpble NMO3BOAAIOT XPaHUTb U
o0bpabaTbiBaTb 60/bLIME 06bEMBI AAHHBIX.

MHCTPYMEHTbI U METOLbI XKYPHAZIMCTUKM AaHHbIX BCE YaLle NPUMEHAIOT-
€A B paccnefoBaTeNbCKOM, HOBOCTHON M 06 BACHUTENBHOM KYPHANUCTUKE KaK
OfHa U3 COCTaBAAIOLLMX CTOPUTENIMHIA, Ba30Bble YMEHMA aHanu3a U BU3ya-
NN33LMM JaHHbIX CTAHOBATCA HE NPOCTO BOCTPeboBaHHbIM, HO 0653aTeIbHbIM
Habopom HaBbIKOB COBPEMEHHOTO KypHanucTa. Mpu 3TOM gaxe B KPynHbIX
MWPOBbLIX peflakuuax He papabomaH cmaHOapm akmuekuHea 0419 oama-
paccaedosaHul, He CyLLeCTBYET CNIOMKMBLUMXCA MUPOBbLIX NPaKTUK B 3TOM 06-
nactu, 6onee Toro, ny6anMyHoe obCyKAeHNEe HEOBXOAMMOCTU APYroro NoAXo-
[ K GaKTYEKMHIy B YaCTU aHaAM3a, MHTepNpeTaLun 1 BU3yanmn3auum aHHbIX
BELETCA /Wb B OYEHb Y3KOM Kpyry cneuuanuctos. Jaxe MexayHapogHas
CeTb }XYPHa/NUCTOB-pacciefoBaTeNiel B PEKOMEHAALMAX NO U3YYEHUIO U UC-
MO/Ib30BAHUIO KYPHANNCTUKN OaHHbIX HE YNOMMHAeT GpaKTYUEKMHT AaTa-pac-
CNefloBaHMM KaK OAMH U3 3TanoB paboTbl }KypHaaMCTa [3], @ MHOFOYMCNEHHbIE
cepsucbl GaKTUYEKMHIa, B TOM YMC/e aBTOMATU3NPOBAHHbIE, HanpaBieHbl Ha
paboTy C «TPaAULMOHHBIMUY PECYpPCamM U He PaccCMaTpMBatOT paccienoBa-
HWA, OCHOBaHHbIE Ha AAHHbIX.

MeToapbl paboTbl C AaHHLIMW B KOHTEKCTe (aKTYEKMHra TaKke ua-
CTO PaAcCMaTPMBAIOTCA KaK COCTABAAIOWASA BbIYUCAUTENBHOTO (aKTYEKUHra
(computational fact checking) [4] ana nHbopmaunm oHNANH B LWMPOKOM ee
NOHMMaHUK, NPY 3TOM PaKTYEKMHT B }KYPHAZIMCTUKE AaHHbIX YAaCTO CBOAUTCA K
KOPPEKTHOCTU TEXHONIOTMYECKMNX NpoLieccoB cbopa M aHaNn3a AaHHbIX.

C TOYKM 3peHMA aBTOpa, B 3NOXy ObICTPOro YTEHMA, MaccoBOW U cTpe-
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MUTENbHOW AUTUTanM3auum MHGOpPMaLmUKM, AOCTYNHOCTU U PacipoCTPaHeH-
HOCTM AaHHbIX MpoBepka GaKToB B AaTa-maTepuanax CTaHOBMUTCA KpaiHe
aKTyanbHoW Npob6aemoi 1 ¢ NO3ULMIA TEXHONOTMYECKOrO aHaiM3a AaHHbIX, U
CO CTOPOHbI KOPPEKTHOM MHTEPNPETaLMN N KOHTEKCTYann3aLumn pesynbtatos
OCHOBAHHOrO Ha AaHHbIX uccaenosaHua. dakTueknHr Takoro poaa Tpebyer
CrneumanbHbIX HaBbIKOB M YaCcTO HEAOCTYNEH B CMY 06bEKTUBHbIX (HeA0CTaToK
3HaHWIN, TEXHONOrMYECKUX HaBbIKOB, TEXHUUYECKUX PECYPCOB U1 T.4.) U Cybbek-
TUBHbIX (HeXKenaHWe, He4OCTaTOK BPEMEHMU, lOBEPUE aBTOPY, HU3KMI YPOBEHb
KPWUTUYECKOTO MbILWNEHUA U T.4.) NPUYMH, YTO NO3BOIAET KaK AOMYCKaTb OLMO-
KW B gaTa-maTepuanax, Tak MU HamMepeHHO MaHMMNyAnpoBaTb AAHHbIMM ANA
OOCTUMXKEHUA onpeaeneHHbIX uenei. PaspaboTka ctaHaapToB B 06/1acTu dak-
TYEKMHIa B KYPHANUCTUKE AaHHbIX M UX OTKpbITaa NybaMKauma, Kak npeacras-
NAETCA aBTOPY, NOMOTYT 3HAYMTENbHO YAYYLLIMTL NPO3PaYHOCTb M KauyecTBo Aa-
Ta-paccnefoBaHuil. BONbLUMHCTBO KYPHANIMUCTCKMX MaTepManos, OCHOBAHHbIX
Ha AaHHbIX, NyBAUKYOTCA B UMPOBOI Cpede M OCTatOTCA B OTKPLITOM A0CTyNe
[ANA NPOCMOTPa, NPOBEPKM U BEpUPMKALIMM NONb30BATENAMM, U pacnpocTpa-
HAIOTCA B COLMaNbHbIX CETAX U IMYHbIX CO0BLLEeHMAX. TaKasa «40ArourpatoLLasn»
M AOCTynHasa npupoAa AaTa-pacciefoBaHMin NoApa3yMeBaeT BbICOKYIO TOY-
HOCTb paboTbl ¢ GaKTYpoOi M NPO3pPaYHOCTb MeToa0B PaboTbl C AaHHbIMU, a
TaKKe onpeaesieHHbI ypoBEHb IKCNEPTHOCTM B pacc/ieayemMblX Temax.
Uccneposatenn Oasug Yepyiiot n Paynb ®eppep-KoHunnn [5] otmeua-
I0T, YUTO [aXKe B YCNOBWAX, KOr4a AaHHble CTAHOBATCA 3HAYMTE/IbHbIM UCTOY-
HUKOM A/1f MeAua U APYrux OpraHn3aLmMin, NPUMEHAIOLWMX MHCTPYMEHTapui
YPHANUCTUKKM B CBOeM paboTe, B aKageMMUYECKOM Mosie Haubonee aKTUBHO
paccMaTpUBalOTCA CAOMKMBLUMECA NPAKTUKM 3anaja, a uccnegoBaHusa dakTye-
KMHra B 061acTv AaHHbIX B MeApMa NPaKTUYECKM OTCYTCTBYIOT. [10 MX MHEHMI,
HeXYPHa/NNUCTCKME OpraHu3aummn, Hanpumep, mexayHapogHble HKO, 3aHu-
MatoLMecs NpoBepKoi GaKToB Ha OCHOBE AaHHbIX, 3aCTaBAAOT NepecMaTpu-
BaTb U OBHOBAATb KYPHANUCTCKMI AMCKYPC B HYacCTU MPAKTUK, OCHOBaHHbIX
Ha AaHHbIX. YepyioT n deppep-KoHWAN nonaratoT, 4TO 3NUCTEMONOTMYECKM
MYPHANNCTUKA MEHAETCA — OT OLEeHKM (GaKToB, NpeaocTaBieHHbIX APYrumu
NOAbMU, Y CO34aHMA COBCTBEHHOTO 3HaHNUA A0 GOPM 3HAHUA U MPOM3BOACTBA
3HaHWSA, TECHO CBA3AHHbIX C NPUHATUEM 3TOr0 3HaHMA ayauTopuei. Mo ux mHe-
HUIO, 3TO U3MEHEeHWe NPOUCXOANUT NOL BO3AEWCTBMEM CMCTEM KONMYECTBEH-
HOW OLEHKM XKYPHAZIUCTMKM U NPAKTUK, OCHOBAHHbIX Ha AaHHbIX. B noruke
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(baKTYEKMHra faHHbIe MOTYT CTaTb KYPHANUCTCKMM UCTOYHUKOM, KOTOpPbINA, B
paMKax CyLLECTBYIOLWEro AUCKYPCca 0ObEeKTUBHOCTM, O3HAYaET KauyecTBEHHOE
N3MEPEHME KYPHANUCTUKK. MccnenoBaTen roBopsaT O LEHHOCTU AaHHbIX Kak
3KCNIMLMTHOM UCTOYHMKE 3HAHWUI A8 UX NOCNEeAYIOLLEro BOCMPON3BOACTBA U
pacnpocTpaHeHWs, HO He OCTaHaB/IMBAIOTCA Ha NPaKTUKax GpaKTYeKMHra Heno-
CpeAcTBEeHHO B 06/1aCTM AaTa-KyPHANUCTUKK, COCPeaoTauynBas BHUMaHMeE Ha
aNrOPUTMU3NPOBAHHBIX CUCTeMaX paKTUEKMHTa.

Mapk KogAnHIToH [6] 0b6pallaeT BHUMAHMWE, YTO XKYPHANMUCTUKA AaHHbIX
6asnpyeTca Ha YeTbipex CTOAMax OTKPbITOCTM — MPO3PaYHOCTb, UTEPaTMB-
HOCTb, U3MEHAEMOCTb M COy4YacTUe, a PAacNpPOCTPAHEHHOCTb AAHHbIX MeHseT
YCTOABLUMECA KYPHANWUCTCKME NPAKTUKU. OCHOBHbIM 3MUCTEMOIOTMYECKUM
OT/IMYMEM XKYPHAUCTUKM SAHHbIX OT APYrMX ULMPPOBbLIX METOA0B B KYpPHaIU-
CTMKE OH CYMTAET NPaAKTUKY COYy4YacTUs, B KOTOPOW KYPHANUCTbI BUAAT B ayan-
TOPWW COABTOPOB B NMOMCKAaX NpaBAbl U MOPasbHOTo NpaBa. KogAMHITOH TaKKe
OTMEUYAET, YTO B XKYPHA/IUCTUKE AaHHbIX OTAE/bHOMN LLEHHOCTbIO CTana BU3yanu-
3auMsa — OAHa U3 KNtoYeBblX 0COBEHHOCTeN KaHpa, NpeanoaaratLLasn CBA3aH-
HOCTb AM3aiHa C LLeHHOCTAMM XKypHanucTa. TakkKe OH roBopuT 06 ocobeHHo-
CTM XKYPHA/NUCTUKM AaHHbIX, B KOTOPOW AaHHblE MOAYMHEHbI }KYPHANUCTCKUM
LEHHOCTAM W HappaTMUBY UCTOPUU, MPU STOM AaHHbIE UCCNeaYHOTCA HayYHbIMM
MEeTOZaMM, 3 OLeHKa MHTEPNPEeTaLMM M KOHTEKCTYaIM3aLLMM YacTo OCTaeTcA 3a
npesenamm 3HaHUIM KYPHANUCTOB B IKCMepTHON cpege. Mpu aTom mccneno-
BaTeNb He pedaeKcMpyeT U3MeHeHne PeaaKLMOHHbIX MPaKTMX GaKTYeKUHra B
CBA3M C NOSBNIEHNEM AAHHbIX KaK OAHOI0 U3 3HAYUMbIX UCTOYHUKOB.

Uccneposatenu KeHHeawn, BebeT n IHrebpeTceH [7, c. 169—-182] yTBep:k-
[at0T, YTO BM3yaIMaums AaHHbIX aCCOLMMPYIOTCA C TAKMMM XapaKTePUCTUKaMM
KaK npaBa ¥ 06 bEeKTUBHOCTb, YTO B [/1a3aX ayAUTOPUM LeNaeT XKyPHaANIUCTCKIUIA
maTtepuan b6onee 3acNyKuBaloLWMM A0BEPUSA. YUeHble HacTamBaloT, YTo Npo-
3payYyHOCTb BU3YyanM3aUmMii OONIXKHA CTAaHOBUTLCA HOBOW KYPHA/IUCTCKOWM HOp-
MOW, HO MPAKTUKKN CO3aHNA TaKoW NPO3PaYHOCTM NOKa ONPeaenatoT Kak «UH-
TepnpeTaTuBHaa rMBKOCTbY. Buayanusaumsa AaHHbIX KarkeTca 06beKTUBHbLIM
cnocobom npeacTaBAeHMS Pe3yNbTaTOB KYPHANUCTCKUX pacciefoBaHUin, HO
NpPu 3TOM He ABNAETCA HEeMTPa/bHbIM B3rNAL0M Ha AaHHble. [NA yBennyeHus
NPO3PaYHOCTU Y TOYHOCTW BU3Yann3aLMmM UCCAeA0BATENM NPeaaraloT pesaak-
LMAM ONMCbIBaTb NPOLLECC CO34aHMA BU3yanu3aLMii U 4aBaThb CCbINKM Ha UC-
TOYHMKM AaHHbIX, @ TaKKe NpeacTaBAATb B Ny6ANMYHOM AOCTYNe AaTaceTbl, Ha
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OCHOBAHWW KOTOPbIX 6blAN co34aHbl BU3yanusaumn. Npu 3TOM eanHON npak-
TUKM OLLEHKM KauecTBa JaHHbIX UK UX BU3yaan3aL M aBTOPbl HE NpeacTaBas-
tOT, PABHO KaK U He npea/aratoT e4MHOro NOAX0AA K YKa3aHWIO MCTOYHWUKOB.

BblwecKkaszaHHOe NPWMBOAMT aBTOpa CTaTbM K HEOOXOAMMOCTM BOCMOA-
HUTb Pa3pblB MEXAY CNOMKMBLUENCA B HbOCPYMaX MPAKTUKOWM KYpPHANUCTU-
KW SaHHBIX U aKafeMUYEeCKUM Mosiem, B KOTOPOM GAKTYEKMHT B 3TOM KaHpe
obcykaaeTca peaKo M IMLb YaCTMYHO, He KaK efuHas CUCTeMa CO CBOMMU
0COBEHHOCTAMM, a TaKKEe HE OCMbIC/IMBAETCA SNUCTEMONIOTMYECKas «Hacnes-
CTBEHHOCTb» METOAOB BepupUKaLLMM U NPOBEPKM UHGOPMALUU B KYPHANIU-
CTUKe AaHHbIX. B 3Tl paboTe aBTOp U3y4YaeT CyLLeCTBYOWME peaakUMOHHble
NPaKTUKM U LeNOCTHOCTb MX MOAX0Aa, @ Ha OCHOBE aHaM3a Npea/iaraeT OCHO-
Bbl CO6CTBEHHOM cUCTeMbl GaKTYEKMHTA B }KYPHANUCTUKE AAHHBIX.

AreHTtcTBo Reuters B Handbook of Journalism [8] Boobue He ynomuHaeT
[JaHHbIe KaK UCTOYHUK WNW METOZ, pacciefoBaHWi, HECMOTPA Ha TO YTO pe-
TYIAPHO BbIMyCKaeT AaTa-MaTepuanbl U CNOXKHbIE pacciefoBaHWsA, OCHOBaH-
Hble Ha cbope, aHanM3e U UHTepNpeTaummn AaHHbIX. JaHHble KaK UCTOYHUK,
Tpebylolmii NPpoBEPKM, TaKKe LenMKkom onyuleHsl B Verification Handbook [9]
EBponelickoro ueHTpa *KypHanuctukm [10]. MHorme pefakumm, nposoasLime
JaTa-paccnenoBaHusa, YKasbiBalOT B MaTepUanax MCTOMHWUKM AaHHbIX U MHOTAA
OonucaHUA JaTaceToB, HO He AatoT MHGOPMaLMKM O MeToAax UCCNefoBaHUA U
(baKTYeKMHra B AaTa-matepuanax: cpeam Hux ProPublica, The New York Times,
The Guardian.

MpaKTUKa OLEHKM JOCTOBEPHOCTM Npu paboTe ¢ AaHHbIMU B 6ONbLUNH-
ctBe CMW orpaHuyeHa TEXHONOMMYECKUMM acneKkTammn cbopa, OYMUCTKM, aHa-
N13a faHHbIx. Hanpumep, Associated Press B 0TKpbITOM foKymeHTe «HoBOCT-
Hble LEeHHOCTM U1 NpuHuMnbI» [11] orpaHMUYMBAETCA KPaTKMM 3amedyaHuem O
JaHHbIX: «[JaHHble oA UCTOPUI M BU3YasIbHbIX NPE3eHTaLUM A0MKHbI ObiTh
npoBepeHbl Ha MOMHOTY M BaNNAHOCTb. [JJaHHble AOMXHbI ObITb OLEHEHbI C
TOYKM 3pEHMA MeTog0A0rMKN cbopa, pasmepa BbIGOPKM, BpemeHU cbopa u fo-
CTYNHOCTW APYIMX AAHHbIX, KOTOPble MOTYT MOATBEPAWUTL MAN OCMOPUTDL UX.
0b6bepmnHeHne bonee ofHOro gaTtaceTa B Npe3eHTaunm 4OMKHO bbiTb caenaHo
BHUMaTENbHO W NPO3paYHo. M3beraiiTe cpaBHEHMA NPOLEHTOB M MPOLLEHTHbIX
NYHKTOB ANA Masnol BbiIBOPKM, BKAKOYAsA cbipble LMpbl, HeobXxoaumble Ans
06u1ero NoHNMMaHuaA. Mbl LOMKHbI YETKO OTIMYATbL KOPPENALMUU OT NPUYNHHO-
CNeACTBEHHbIX CBA3EM». B WMPOKO NPU3HAHHOM NOCOBUM MO XKYPHANUCTUKE
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AaHHbIx Data Journalism Handbook [12] EBponeiickoro LeHTpa KypHaNIUCTUKK
noapobHO paccmaTpUBatOTCA MHCTPYMEHTLI PaboTbl € AaHHBIMUM U CNOCObbI UX
06paboTKK, HO TaKKe He 3aTparMBaeTcs BONPocC GpaKTUEKMHIA TaKUX UcCneno-
BaHWI, aBTOPbI HE OCTAaHAB/IMBAOTCA HA KayecTse MHTePNpeTaLmmn pesybTa-
TOB aHa/M3a AAHHbIX U MOMELLEHWUA UX B KOHTEKCT.

MeayHapoaHas ¢aktieknHrosaa cetb (IFCN — International Fact-
Checking Network) [13] MoliHTepOBCKOro MHCTUTYTa pa3paboTana cobCcTBeH-
Hbll KoZeKc npuHumnos [14] ana sepuduKaumm MHbopmaLmm B meama, OH
BK/IOYAET NATb NPUHLMMNOB, KaXKAbliA U3 KOTOPbIX OMUCLIBAETCA NATLIO UV Le-
CTbto TpeboBaHUAMMN. Mbl BbIAEANAN U3 3TOTO YMCNA TONBKO Te 06A3aTeNbCTBa
[NA Y4aCTHUKOB 3TOr0 COOBLLECTBA, KOTOPbIE, MO MHEHWIO aBTOPA CTaTbu, NpU-
MEHWMbI, B TOM YMCNE K AaHHbIM:

® OAMHAKOBble CTaHAAPTbl GaKTYEKMHIa NPUMEHAIOTCA AR NPOBEPKU
BCeX (paKTOB BHE 3aBUCMMOCTU OT CTOPOHbI, NPEACTABUBLLEN UX;

® BbIBO/bl CTPOATCA HAa OCHOBAHWW NOJY4YEHHbIX CBUAETENBCTB, @ HE CBU-
[eTenbCTBa BbIOMPAOTCA AN NOALEPHKKM BbIBOLOB;

® BO3MOHOCTb HE3ABUCUMOW NPOBEPKM GAKTOB UMTaTENAMM — yyacT-
HWKM cOOBLLECTBA NPEAOCTABASAIOT MAaKCUMYM MHPOPMALMM U CCbINIKM Ha UC-
TOYHMKM, AOCTATOUHbIE AN BOCMPOU3BEAEHMS PE3yNbTaTOB PacC/efoBaHMA, B
C/Iy4anx, eC/iv 3TO He KOMMPOMETUPYET SINYHYI0 6e30NacCHOCTb U MPUBATHOCTb;

® MPO3PAYHOCTb METOLO/I0MMM, UCNONb3yeMOM B BbIOOPKe, NoUCKe, 06-
paboTke GpaKTOB U PAKTYEKUHTE.

Mpu 3TOM AaHHblE KaK UCTOYHMK B MPUMHLMMNE HE PAcCMaTPUBAOTCA B
ctaHgaptax IFCN, cooTBETCTBEHHO, GAKTYEKMHI aHanM3a M NpeacTaBieHun
[aHHbIX He ynomuHaeTca. YacTb NPMHLMNOB 1 0643aTeNbCTB ONMCaHbl J0CTa-
TOYHO LUMPOKO, YTOBbI MOXKHO BbIIO MPUMEHUTbL UX K AaTa-paccnefoBaHUAM,
NpY 3TOM KNOYEBbIMUM B NPEANOKEHHOW PamKe CTaHOBATCA NMPOBepPKa UCTOY-
HWMKOB, TPAHCMAPEHTHOCTb METOLONOMMM U BO3MOXKHOCTb PenanKaummn aew-
CTBUIA KYPHAAWUCTA O NONYYEHUA TeX ¥Ke pesynbTaToB. Bonpockl KayecTea
[aHHbIX, KOPPEKTHOCTU MX MHTEpMpeTaLmn, COOTBETCTBMA AaHHbIX PeanbHO-
CTV He OXBayeHbl.

Mon Bpaawoy, 0OAMH M3 NMOHEPOB AATa-KYPHANUCTUKU U Npenosasa-
TeNb GaKyNbTETOB XKYPHAIUCTUKM yHUBEPCUTETOB B BUpMUHreme 1 JloHAoHe,
MOIaraeT, YTO OAHMM U3 K/IHOYEBbIX GAKTOPOB OLIEHKM KayecTBa AaTa-martepu-
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ana fonxHa 6biTe U ero smuyHocme [15]: TOUHOCTb NpeAcTaBAEHUA AaHHbIX
3aBUCUT OT UX KOPPEKTHOW KOHTEKCTYaNM3aunn. B 3aBUCMMOCTM OT KOHTEKCTA
[AaHHble MOTyT 6biTb MO-PasHOMY BW3YaNU3UPOBAHbI, MHTEPNPETUPOBAHDI,
npeacTaBAeHbl UM faXKe BOBCE HE UCMO/Ib30BaHbI U He onybankoBaHbl. Ha-
npuvmep, POCCMMCKME rocyLapCTBEHHbIE AaHHbIE O KOIMYECTBE CUPOT UCMOJb-
30BaTb B KAYECTBE OCHOBbI }KYPHANIMCTCKOrO PaccnefoBaHNA HEBO3MOMXKHO: Ta-
KWe AaHHble NPeACcTaBAAOT rocyAapCTBEHHbIE CTPYKTYpbI [16], HO cneumduka
cbopa 3TUX JAHHbIX TaKOBA, YTO, MO CYTU, IULLIAET UX CMbICIA — HET eauHON
METOAMKM yyeTa ANA pPasHbIX PETMOHOB, PEKOMeHAaunn no cbopy 3TUX AaH-
HbIX He cobatodaloTcA BnajenblaMm 4aTaceTos, a NPOBEPUTL LLEIOCTHOCTb U
[OCTOBEPHOCTb GaKTUUYECKN HEBO3MOXHO. TakMe aHHble, XOTb U CYUTAKOTCA
OTKPbLITbIMM, AAIOT UCKAXKEHHOE NpeACTaBieHne 0 PeasibHOCTH, @ 3HAYUT, He
MOTYT MCNOIb30BATbLCA B XKYPHAZIMCTCKOM PaccnefoBaHUM HU C TOUKM 3peHuUs
npodeccMoHasbHbIX CTAHAAPTOB KAYecTBa MKYPHANUCTUKMU, HU C TOUKM 3pe-
HUA 3TUKW. [JaHHble, HaNpMMep, O KOANYecTBe AeTel-uHBaNMAoB B Poccum
[17] npeacTaBneHbl OTBETCTBEHHLIMU BEAOMCTBAMM (MUHUCTEPCTBOM TpyAa
M couManbHOM 3aWwmThl, [lenapTameHToM No LeNam MHBANNA0B) OTPbIBOYHO,
YTO TaK¥Ke 3HauUTeNbHO AedopmMmupyeT NpeLCcTaBNeHMe O peasibHOM Moso-
YKEHUUN e — B 3TOM C/lyyae KypHaAUCTY HaZo cobupaTb M aHaNM3NPOBaATb
JaHHble Apyrux BegomcTts: MuHuctepctsa ¢puHaHcoB, MeHcnoHHoro ¢oHAa,
MWHKUCTEPCTBA 34paBoOOXpPaHeHUs, MUHUCTEPCTBA NPOCBELLEHMS, rae npea-
CTaBNEHbI Apyrue AaHHble O AeTAX MHBAAUAAX: HAYMCEHUA NEHCUI, Ocobble
ycnosusa obpasoBaHua u T.4. C6Op KOCBEHHbIX AaHHbIX B 3TOM C/lyyae AaeT
6onee NONHYIO M COOTBETCTBYIOLLYIO AEUCTBUTENbHOCTU KAapTUHY, HO Tpeby-
eT 6onee BHUMATENIbHOIO UCCNEA0BaHNA AAHHbIX, KOPPEKTHbIX KOppenauum
MEXKBEeAOMCTBEHHbIX A@HHbIX, @ TaK¥Ke 3KCNEPTHbIX 3HAHWUW B 3TOW obnacTty,
No3BONAKOLWMX AaTb KOPPEKTHYIO OLEHKY 6e3iMkum umdbpam u yBuaeTb 3a
HUMMN KMBYIO YE/IOBEYECKYHO UCTOPUIO M CYTb CYLLECTBYIOLEN COLMANbHOM
npobnemsi.

B poccuitckom usgaHmm «Hosas raseta» [18] npouecc paKkTyeKMHra 3a-
BMCUT OT TUNA maTepuana. B gata-otaene rasetbl obliee NpaBuao COCTOUT B
TOM, Y4TOObI HAWTU KaK MOXHO 60/blle pa3HbIX AATAaCETOB C AAHHbLIMU MO UH-
TepecyloLllein TeMe U cocTaBUTb Hanbonee NOMHbIN AaTaceT, UCNPaBUTL BO3-
MOKHble HETOYHOCTH (Y6paTb NOBTOPbI, COBPaTh pasHbie YacTU B eAMHbIN Ha-
60p AaHHbIX), @ TaKXKe NONYYUTb MHPOPMALMIO OT SKCMEPTOB B NPeAMETHOM
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0b6nact o KayecTBe M AOCTOBEPHOCTU MCTOYHMKOB.

M3paHune «BaxkHble uctopum» [19] npakTUKyeT Moaenb daKTYEKUHTra,
npeanoxeHHyto OCCRP [20]: aBTop maTepuana paccTaBseT CHOCKM C lOKasa-
TENbCTBAMM ANA KaKLOro GpakTa; paKkTieKep, APYron AaTa-*KypHaANUCT pesak-
uuK, NpoBepsAeT Ux. B 3Tom cnyvae pakTYEKMHT NPOUCXOAMT, NO CYTH, iBAXKAbI:
CHa4ana aBTOPOM, KOTOPbI/ NPU PACCTAHOBKE CCbINIOK MOXKET YBUAETb HETOY-
HOCTW W UCNPaBUTb WX, @ 3aTEM KOANEeroi-*KypHaanctom. B npouecce npo-
BEPKM OLEHMBAETCA KOPPEKTHOCTb KaxKAoro GakTa U yTBEPKAEHUA B TEKCTE,
ecnn y GakTyeKkepa BO3HWMKAIOT BOMPOCHI, OHM PELLIAIOTCA C aBTOPOM TEKCTa;
€CNN aBTOP M GAKTYEKEP HE NPULLAM K EANHOMY MHEHMIO, B TEKCTE OCTaBAAIOT
KOMMEHTapui ans pegaktopa. NposepatoTca Bce UCTOYHMKM, PacyeTbl, AaThl,
MUMEHa, Ha3BaHWA, COOTBETCTBME LUTAT 3anmcam beces, C IKCnepTamm 1 repos-
M1 ny6arKaumin. Tak Kak MaTepuan NpoBepaeTCca AaTa-KyPHAINCTOM, CHUKa-
€TCA BEPOATHOCTb OWMOBOK B pacyeTax U MeToAax aHam3a AaHHbIX.

M3paHne «npoekt.» [21] noaxoauT K BepudMKaumm matepuanos, oc-
HOBaHHbIX HA AaHHbIX, MHAYe: MOCNe pPefaKTypbl TEKCT BMECTe C JaHHbIMMU,
pacyeTamu U CCbIIKaMM HA UCTOYHWUKKM MOCTynaeT K GaKTyeKkepy — Apyromy
KYPHaNUCTY pesakLu, Yalle BCero He CneLmManm3npyoLLeMycsa Ha aaTa-pac-
CnefoBaHUAX, KOTOPbIV KaXKAOMY NPEANOKEHUIO B TEKCTE AO/IKEH HAUTU [0-
Ka3aTenbCTBO. ECnmn TakoBoe He Hblno HailgeHo, iMbo obHapyXUAUCb owmnb-
KK, GaKTYeKep NPOCUT YTOYHEHWUI Yy aBTOpa. B aToM cnyvae dpakTyekep uwwet
[AOKa3aTeNIbCTBa CaMOCTOATE/IbHO, YTO MO3BO/IAET CHU3UTb YPOBEHb NpeaB3a-
TOCTU U 06PaTUTb BHUMAHME Ha AEeTaNu U ApYyrve UCTOYHWUKKU, KOTOPbIe aBTOP
MOT He 3aMeTUTb.

[aTta-KypHanuctka BuHHM ge [KoHr [22] npeanaraet Takon Yeknucr
[ONA NPOBEPKM KOPPEKTHOCTU PaboTbl C AAaHHBIMMU:

1. MposepbTe aatbl, opdorpaduto u aybankatsl, Bbinagatolime 3Have-

HUA. MOMHWTE, YTO CTAaTUCTUYECKAA 3HAYMMOCTb — elle He HOBOCTb.

Y6eputech, YTO TpeHAbl NpeacTaBieHbl B AUaXpoHUU. YbeamTech, UTo

[JaHHble COOTHOCATCA C PEabHOCTbLHO.

2. Bo Bpems paboTbl BeAMTE AHEBHUK LaHHbIX, [4e ONMCbIBAeTe nocse-

[0BaTeNbHOCTb AEMCTBUN M CaMM AeNCTBUA C AAaHHbIMWU. Bbl AONXKHbI

6bITb CNOCOHHBI BOCNPOM3BECTU CBOW BbIYUCIEHUA.

3. OnuwmnTe meToabl paboTbl — YMTATENb LOMKEH NOHUMATb, KaK aBTOP

06HapyKWA B faHHbIX UCTOPUIO.
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4. Begute $ain co CHOCKaMK: KaxKAablt GaKT cHabKalTe Homepom, 4nA
KaX4oro Homepa cobupaite MHPopmaLmto: OTKyAa STOT GpaKT Bam U3-
BECTEH, UCTOYHMK, AOKA3aTeNbCTBO. McnpaBbTe BCe OWKMOKM, HaOeH-
Hble B 3Tom daiine.

MpeanoxeHHas MeToAMKa TakKe 6osblie GpOKYyCMpyeTcs Ha TexHuue-
CKOW TOYHOCTM B cbope M 06paboTKe AaHHbIX, XOTA 3[leCb y»Ke BCTpedyaercs
yNnOMUHaHWE HEOBXOAMMOCTU UX KOHTEKCTYANN3NPOBATb, NPU 3TOM METOAMKA
He paccMmaTpMBaEeT OLEHKY KauecTBa AaHHbIX U KOPPEKTHOCTb MX NpeacTasae-
HMA KaK 3Tanbl GaKTYEKMHTA.

B oTanuMe OT MHOTUX APYrMX KYPHAJIMCTCKUX KaHPOB, AaTa-pacc/ieno-
BaHMA AOKHbI ObITb BOCNPOM3BOANUMbIMU: 060 YeNOBEK, MOBTOPUB Te Ke
OENCTBMA C TEM e HabopoM AaHHbIX, AOMKEH NPUNATU K TAKUM e BbIBOAAM,
K KOTOPbIM MPULLEN }KYPHANUCT. ITO, O MHEHUIO aBTOPA, A8/15emca 0OHUM U3
Krouesbix nokazameseli kKayecmea dama-xcypHaaucmckoli pabomel. Bonb-
LUMHCTBO AaTa-*KYPHA/IMCTCKUX pPaccnefoBaHMii OCHOBbLIBAIOTCA HA OTKPbITbIX
[JaHHbIX, KOTOpble AOCTYMHbI AN aHanu3a Alobomy nonb3osatento cetn. Kpo-
Me TOro, HayKa 0 AaHHbIX KaK ToYHas AUcUMNAnHa npeanonaraet abcontoTHyo
BOCNPOU3BOAMMOCTb pe3ynbrata. CoyeTaHue 3TMx GaKTOpOB C OCHOBOMOAA-
raroLmii NPUHLMMNOM AOCTOBEPHOCTU XKYPHANUCTCKMX MATEPUANOB NPUBOAUT
aBTOpPa K BblBOAY, YTO Nt060e paccnenoBaHue, cAeNaHHOe B MHTepecax obLue-
CTBa Ha OCHOBAHMM OTKPbITbIX MCTOYHMKOB, JOMKHbI ObITb NPOBEPAEMO U [0-
CTOBEPHO, M B 3TOM C/ly4ae A0CTOBEPHOCTb aHaM3a byaeT noaATBEpPKAEHA €ro
BOCMPOU3BOAMMOCTbIO. BO3MOXKHOCTb MPOBEPKU MNpeacTaBAeHHON WHPOp-
Maumm Takxe nerna 8 ocHosy npuHumnos IFCN. Moatomy ToyHOe nowarosoe
NIOTMPOBaHWE BCEX AEeNCTBUI, NPOU3BEAEHHbIX C AaHHbIMMW, CTAHOBUTCSA HEOO-
XOAMMbIM YC/IOBMEM KaK B paboTe AaTa-KypHaiMCTa, Tak U B GaKTYEKUHTEe B
peaakumu 1 BonoHTepamu. Takol Nor No3BOAAET TaKKe OTCNeANTb KOPPEKT-
HOCTb AEWCTBMIA M UCMONb30BaHMA Pa3HbIX METOA0B aHa/M3a Ha BCex 3Tanax
cbopa, OYNCTKK, aHaNU3a M APYrux onepaumii c AaHHbIMU U BbIMUCIUTb OLUING-
KM B HUX KaK BO BPEMSA CaMOMpPOBEPKM, TaK M BO Bpems GaKTYEKUHra. XpaHe-
HWe BCeX BepCuit AaHHbIX NO3BOAUT BbICTPO BEPHYTLCA K TOYKE, FAe Npouso-
LA OWMBKA UM HETOYHOCTD, M Aanee NPOBECTM aHANIN3 KOPPEKTHO.

HadexHocmob u penymayua ucmo4YHUKa 0aHHbIX MaKxe 00X HbI oye-
HUBaMbCA 8 npoyecce hakmyexkuHad. ECIM UCTOYHMK AaHHbIX BbI3bIBAET CO-
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MHEHMSA, B TOM YMCe B 4AaCTU MOTUBaLMK cbopa M NpefocTaBAeHUs AaHHDBIX,
06A3aTe/IbHO NOMYYMTb KOMMEHTAPUI SKCMepTa B Uccnesyemol obnactu: 3a-
yem 6blnn cobpaHbl faHHblE, HA KaKMe BOMPOCbI OHW MOTYT OTBETUTb, Kakue
OrPaHUYEHMUA U UCKAIOYEHNA MOTYT BbITb B 3TUX AaHHbIX.

Memodosnozusa cb6opa UCXOOHbIX OQHHbLIX MAKM#e 00MXHA bbiMmb U3yYe-
Ha U yymeHa npu aHAAU3e, NMOCKOMbKY OHA 8auUAem Ha Memodsl 06pabomxu
U aHanuza oaHHeix. Hanpumep, ¢ 15 aHBapa 2020 roga no HbIHEWHUI AeHb
napameTpbl noacyeta 3aboneslumnx KopoHasupycom COVID-19 B Kutae meHs-
JINCb YXKe cemMb pas [23]. 3To 3HAYUT, YTO BU3yaNM3auma TPeHAa, OCHOBAHHOMO
Ha 3TUX JaHHbIX KaK O4MHAKOBbIX, byAeT 3aBef0MO OLWMOOYHON, XOTA UCTOY-
HUK — oduuManbHOE CTaTUCTUHECKOE BEAOMCTBO KPYMHOMo rocyfapcrsa —
MOXET CYMTATbCA HAZEKHbIM.

C TOYKM 3peHUA aBTOPa 3TOM CTaTbU, KOPPEKMHOCMb UHMepnpemayuu
O0aHHbIX MaK#e 0MHHA 0UeHUBAMbCA 80 8pemsa npouedyp pakm-yekuHaa e
0ama-ucmopusx, NOCKONIbKY YacTO OLHM U Te Ke AaHHble MOTyT BbITb MCNOAb-
30BaHbl ANA NOAAEPKAHWNA ABYX MPOTUBOPEYMBLIX TOYEK 3peHunA. Hanpumep,
[aHHbIEe O KOIMYECTBE XKEHLMH B NPaBUTENbCTBE MOTYT ObITb UCTONIKOBAHbI U
KaK «YMCNO XKEHLUMH BO BNACTU YABOWUNOCHY, U KAK «KEHLLMHbI HELOCTAaTOYHO
npeacTaBiAeHbl BO BAACTHbIX CTPYKTYPax», €CAU 3a rof, KONMYECTBO MEHLLUH-
napnameHTapmes nameHunocb ot 20 zo 40 npu obuiei ymcneHHocT napna-
MeHTa B 250 yenoseK. KOHTEKCT, B KOTOPOM CyLLECTBYIOT AaHHble, MeTOAbI U
Lenm nx cbopa UrpatoT BaXKHYH PO/b B UCTOPUM, U TaKKe A0KHbI 6bITb BEPU-
duumpoBaHbl NpU GaKkTUEKMHTe.

Hv oaHa 13 nepeyncieHHbIX Bblle NPaKTUK GaKkTYeKMHra He npegnara-
€T 3Tana OLLEeHKM KayecTBa BM3yanm3aumii — oT HeobXoaMMOCTH TaKoBbIX A0
KOPPEKTHOCTU M YMECTHOCTU UX UCMONHEHWA. Takaa BepuduKaLmsa No3BOAUT
n36eKaTb HAMEPEHHbIX UM CNYYANHBIX UCKAXKEHMI B NPEACTaBAEHUN AAHHbIX
W, KaK cneacteue, GopmupoBaHUA HEBEPHOIO NpeacTaBAeHUA O npegmeTe y
ny6MKK. TaKMM YacTo BCTPEYALOLLMMCA NPUMEPOM AaHHbIX, MPeACTaBAeHHbIX
HEKOPPEKTHO U UCKAXKAIOLLMX NpeacTaBNeHME O PeaibHOCTM, MOXKHO Ha3BaTb
cToN6MKoBbIE AMarpammbl B HOBOCTHbIX MPOrpaMmmax TenekaHana «Poccus»,
rae BM3yanusauuu He MpeanaratoT TOYKM OTCYETa, HO OTOOPANKatoT TObKO
pas3nnyve NnoKasaTenem, UCKAUYMNB NN YMEHbLIWB KognduLMpyemble B TaKOM
Avarpamme 3HaveHuA. ABTOp He npegsaraeT oUeHMBaTb TBOpPYECKMe pelue-
HMA B 06NMacTW BM3yanu3aLmMM, HO HAcTauBaeT Ha NMPUMeHeHWU 06bEeKTUB-
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HbIX METPUK OLIEHKM KayecTBa BU3yanusauun. Takime npeanaraet, Hanpumep,
A. Borayes [24]: ToYHOCTb NMpeACTaBNEeHUA AaHHbIX, KOPPEKTHOCTb BblbOpa
TMNa rpadurKa, KOPPEKTHOCTb YKa3aHWA eAUHUL, UCYUCIEHUA U TOYEK OTCYeTa,
KOpPEeKTHOe 0TObparkeHWe COOTHOLEHWNI BEIMYMH, KOPPEKTHOCTb HanMcaHuA
nereHabl N T.4.

B pesynbraTe n3yyeHMA NPaKTUK AaTa-GaKTyeKnHra B pefakumax aBTop
chopmynnMpoBan HECKONbKO PEKOMEHAALMI NO BepUOUKALIMM B XKYPHANNUCTU-
Ke AaHHbIX, KOTOpble MOTyT 6bITb BHeAPEHbI B peaKLMAX KaK Cneunanmsmpy-
IOLLMXCA Ha AaTa-pacciefoBaHuAX, Tak U Tex, KTO MHoraa npuberaer K UHCTPY-
MEHTapPWIO }KYPHANUCTUKM AaHHbIX.

1. XpaHeHWe UCXOAHbIX AaHHbIX C YKa3aHMEM UX UCTOYHMKOB, AaT obpa-
LWEeHMA U CKaunBaHWA HabopoB AaHHbIX. Pa3yMHO TaKKe COXpPaHATb CKPUHLLO-
Tbl BeB-CTPaHUL, OTKyAa CKaunBanucb Gaiibl, NOCKONbKY He BCeraa Bnagesb-
Libl A@HHbIX BbINOAHAOT Tpe6OBaHMA NO OTKPLITOMY U AOCTYMHOMY XPaHEHUIO
NCXOAHbIX AaHHbIX M YAANAIOT UX MO Pa3HbIM NPUYUHAM, OT HE3HAHWA NPaBuA
obpalleHna ¢ OTKPbITBIMK AaHHBIMU 40 NOMbITOK CKPbITh MHPOPMaLLMIO.

2. B cnyyasx, Korga faHHble cobupanunce pepakuueit (onpocsl, ckpei-
NUHr — cbop AaHHbIX 33aHHOrO TUMa € caliTa UAM CalTOB CheLuanbHbIMU
nporpammamu u T.4.), Heobxoanmo NoApPobHO onuUcaTb METOAONOMMIO U UH-
CTPyMeHTapuin cbopa AaHHbIX.

3. BegeHue nogpobHOro KypHana paboTbl ¢ AaHHbIMK. CyliecTByeT He-
CKOJIbKO ONUWIA, AOCTYNHbIX pefakumam. OgHa U3 HUX — B nporpammax ob-
paboTku aaHHbIX, Hanpumep, Excel, Google Sheets, OpenRefine n apyrux, He-
06x0AMMOo BKNKOYATL aBTOMATUYECKOe JIOTMPOBaHWe Bcex AelcTBuid. [pyroi
onumen MOXKeT MOCAYXKWUTb OTKPbIToe nporpammHoe obecneuveHune Jupyter,
Beb-npunoxkeHune Jupyter Notebook nossonser B ogHOM JOKymeHTe noru-
poBaTb MPOrPamMHbIA KOA, YPaBHEHWA, BU3yanusauuu, TeKcT. BaxkHo, uTo
Jupyter Notebooks — ogHoBpeMeHHO YenoBeKkouMTaeMble U MaLMHOYUTaE-
Mble JOKYMeHTbl. B nocnegHee Bpemsa coyeTaHMe 3TUX NOAXOLOB BCe Yalle
MCNonb3yeTcs B UHAYCTPUM, Hanpumep, B BuzzFeed 1 The New York Times.

4. HeobxoAMMO XpaHWUTb BCe BEPCUM AaHHbIX — 3TO NMO3BOANUT BO BpemMsA
baKTYEKMHIa 06HaPYKUTb, HA KAKOM 3Tane MOIIM NPOU30MTM OWNOKK, a TaK-
Ke MO3BOMUT BEPHYTbCA K NpeablAyLMM BEPCUAM W rapaHTUpPOBaThb LLeNoCT-
HOCTb Y COXPaHHOCTb AAHHbIX.

5. NoapobHoe onucaHe MeTOA0N0MMN aHaM3a AaHHbIx. [na onpene-
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NEHHbIX TUNOB AaHHbIX, NPeAO0CTaBAAEMbIX N0 egMHOMY 06pa3uy, cobpaHHbIX
Nno eguHON MeTOAMKE, METOAO0NO0MMU UCCAeA0BaHNA AOMKHbI ObITh CTaHAAP-
TU3MPOBAHbI, YTODbI UCKIOUYUTL NPELB3ATOCTb B OTAE/bHbIX Cy4anX. ITo Bep-
HO, HaNpUMep, AN PEryNAPHbIX UCCAeA0BaHMI CTaTUCTUYECKMUX NOKa3aTenew,
TUNOBbIX OTYETOB U T.4. [11A BCEX UCCNELO0BAHUM, TPEOYIOLLMX HECTAHAAPTHbLIX
NoAxXo40B, METOA0N0MMA A0MKHA bbiTb AETAaNbHO ONMCaHa.

6. dKcnepTHAA OLLEeHKa KOPPEKTHOCTU UHTEPNPETALLMK pesy/bTaTa U ero
KOHTEKCTYanM3aummn npodpeccMoHanom B nuccieayemon obnactu ¢ coxpaHeHu-
€M KOMMEeHTapMeB 3KcnepTa.

7. KonnernanbHaa NpoBepKa, B KOTOPOW y4acCTBYHOT AaTa-KyPHaUCTbI,
He 3aHMMAaBLUMECA MATEPMAZIOM, C BO3MOMKHOCTbIO COXPaHEHUA KOMMEHTapu-
€B M BHECEHHbIX N0 pe3y/bTaTaM TaKoW NPOBEPKM NPABOK.

8. OueHKa KayecTBa BM3yanM3aLMW: HACKOIbKO KOPPEKTHO BM3yanun3a-
UmMA NpeacTaBadeT gaHHble, OTPAXKaeT I OHa pe3y/bTaT pacc/iefoBaHuA, He
WCKAXKaeT /IM COOTHOLIEHMA, OTobparkaeT M Bce HeObXoAMMble 3HAYeHMs,
KOPPEKTHO YKa3blBaeT BEIMYMHDI U T.Z. ABTOP nonaraet, CUCTEMA OLEHKM Ka-
YyecTBa BM3Yanm3aLMKM AaHHbIX SOMKHA OblTb pa3paboTaHa OTAE/NbHO U CAy-
KWTb CBOErO Pofa YeK-IMCTOM AN1A KYPHANUCTOB U AM3aliHEPOB NpPU CO3Aa-
HUKM BM3yanum3aumi, nHoorpadumku, reonHporpadmKku.

YacTMYHO 3TU NPAKTUKM YXKe CYLLLECTBYHOT B KPYMHbIX U3AaHUAX. HekoTo-
pble meauna, Hanpumep, Buzzfeed, nHoraa nybankyiot ceom Jupyter Notebooks
Ha MHAYCTPUANbHbIX NAAaTGOPMaXxX — TaKan OTKPbITOCTb pacciefoBaHUiA JOMNK-
Ha NOKa3aTb HenpeaB3ATOCTb U OBBEKTUBHOCTb M3AaHMA, HO B TO e Bpems
n3bupatenbHocTb Nyb6aMKaLMM HOyTOYKOB BbI3biBaeT OOOCHOBAHHbIE 3TU-
Yyeckue Bonpocbl. OTAaenbHble M3daHuA, Hanpumep, «HoBaA raseta» B CBOMX
JaTa-paccnefoBaHuAx 06M3aTesIbHO YKa3blBAOT MeToaosnornio 06paboTtku
JaHHbIX («KaK Mbl CYUTANN») U OrpaHUYEHNA UCCNeA0BaHUA — 3TO BaXKHbIN
penyTaLMOHHbIN 3N1eMEHT, KOTOPbIN AaeT BO3MOXKHOCTb He adduanpoBaHHbIM
C pefiakumen nccnefoBatTenam nNpoBepUTb BbIBOAbI, NOAYYEHHbIE NYTEM aHa-
In3a AaHHbIX, 4To cooTBeTcTByeT pekomeHgaumam IFCN n OCCRP. Ccbliku Ha
WCTOYHMKM CTaNK ae GpaKTo CTaHAAPTOM B KYPHAIMCTUKE AaHHbIX, B TO BPpEMA
KaK pefaKkuui, Tak nogpobHO onucbiBatoWwmMX MeToabl paboTbl C 4aHHLIMU B
XOZLe ¥KYPHANIUCTCKOTO paccnefoBaHNA, MEHbLUMHCTBO.
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