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BuUTanbHOCTb My3blKU: OT UCTOKOB

K peanuaM HOH-K/IaCCUKHU

AHHoTaums. Mpegmer ctatb — GEHOMEH BUTaNbHOCTU
B My3blke. OH paccMaTpuBaeTCs Kak poAOBOE CBOWCTBO
My3bIKW, BOCXOAsILLEE Kee MPOUCXOXAEHUIO N PaHHUM
dopmam. KpaTko onuncaHa nctopuyeckas aBonoumus My-
3blKanbHOW BUTaNbHOCTU, NPEACTaBNEHHas Ha OTAENbHbIX
npUMepax, Ha4mHas oT NosaHero 6apoKKo, TBopyecTsa M.
langHa, J1. BetxoBeHa, P. BarHepa, A. CkpsabuHa, BN1OTb
o [. LWWocTakoBnya 1 KOMNO3UTOPOB BTOPOI MONOBUHbI
XX — nepBou TpeTn XXI| Beka, KOTOPbIM yAENEHO rMaBHoe
BHUMaHWe. Llenb ctatbn — BbiAeNuTb cneunduyeckme, oT-
HOCUTENbHO YCTOMYMBbIE GOPMbI NPOSIBNIEHUSI BUTAIbHO-
CTW, KOTOpble MaTepuanunayloTcs Kak B OTAENbHbIX ane-
MeHTax My3blKasbHOro si3blka (TakoBa, Harnpumep, HoBasl
MOHOAMS, BO3HUKLLASA C poXxxaeHMeM onepsbl B Havane XVII
BeKa), Tak U B LIeNTOCTHbIX SBNIEHUSIX CUCTEMHOIO NopsiaKa.
Cpeam CTUNNCTUYECKUX COBBbITUIN BTOPOro poja B CTaTbe
cneumanbHo paccMaTpMBaEeTCs KOHLENT TBOPEHUS, XKECT
poxxaeHus. MNMocTeneHHO OH KPUCTaNIn3yeTcs B My3blke
KakK TemaTuyeckas KOHCTaHTa (C onopor Ha 6ubnenckyro
MUdOIOrnio, Kak B opatopumn «CoTBopeHne mupa» lFana-
Ha), HO CO BpeMEHEM 3MaHCUMUPYETCS OT CIOXETHOW OC-
HOBbI, Npro6peTas yHWBepcanbHoe 3HayeHue. Peaynb-
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TaTOM WCCNeAoBaHWUs CTaHOBWUTCS BbisiBNeHWE Mudo-
NIOTMYECKMX KOPHEeWN KOHLENTa TBOPEHUS; B HEKOTOPbIX
cryqasix OHW BbICTYMatoT Ha NepBblii NnaH (BctynneHve
Kk onepe «3onoto PeiHa» BarHepa; Stimmung gns we-
CTU BOKanucTtoB 1 anekTpoHukn K. LLTokxay3eHa). Opy-
roil BapuaHT KOHLenTa TBOPeHuUs dopmupyetcs B pyc-
ne poMaHTu4Yeckon Tpaguuuw. Toroa poxaeHve mMupa
accouumpyeTcst C OAMHOKMM OfI0COM repost — Havalnb-
HbIM MOHOJIOrOM COJIbHOrO MHCTPYMEHTA, ApaMaTuyecKun
NPOTUBOMNOCTaBIEHHOIO OPKECTPOBOM Macce (CoYMHe-
HUA KOHUEepTHOoro »aHpa A. LWHutke, C. y6anaynuHom,
B. totocnasckoro, b. TuweHko, 3. eHncosa). Bo Bcex
MOAOGHBIX Cnyyasix 060CTPEHHOE OLUYLLEHNE BUTANIbHO-
CTW yCUNMBAETCs CreumanbHbIMU UCTMONHUTENbCKUMMN
npremamu.

B HOBOW My3blke KOHLENT TBOPEHWS MOJyYaeT AanbHewn-
Lee pa3BUTUE U TIOrMyeckoe 3aBepLueHue. XKecTy TBope-
HUS OTBEYaeT OTHbIHE He PpUHaNbHOe yTBEPXAEHUE Cy-
LLEro, a XeCT YHUYTOXEHUSI, aHHUTUAALMKN 3BYKOBOMN Ma-
TepUN — 3aTyxaHue, akycTuyeckoe yracanve. OulyleHune
BUTaNIbHOCTU B MOAOGHBIX KOMMO3ULMAX CrneundpuyHo,
MOCKONbKY My3blKanbHasi MaTepusi XKMBET B HUX Kak 6bl
Mo CBOMM COGCTBEHHbIM 3aKOHaM, CNOBHO He HyXpa-
ACb B3epkane cy6bekTa (60/bluMe OPKECTPOBbIE KOM-
noavumm Y. Anesa, 4. KceHakuca, B.TapHOMonbckoro).
HoBasi My3blka «BBOAMT B Urpy» W Apyrue Heknaccuye-
CKMe acnekTbl BUTaNbHOCTU, CBS3aHHbIE C MOPOroBbIMU
COCTOSIHUSIMM Ha FPaHu XXM3HWU U CMepTu. ButanbHOCTb
TpaHCcrpeccun, HaumHas c 6aneta «BecHa cBSLLEHHas»
M. CTpaBMHCKOrO, CTaHOBUTCSI 3aMETHbIM SIBNEHNEM aK-
TyanbHOM My3bIKW.
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The Vitality of Music: From the Origins to the Realities
of Non-Classics

Abstract. The subject of the article is the phenomenon
of vitality in music. It is considered as a generic feature
of music dating back to its origins and early forms. The
historical evolution of musical vitality is briefly described,
presented on individual examples, starting from the late

[aHHble aBTOPOB. AHHOTaLMK

Baroque, the works by I. Haydn, L. Beethoven, R. Wagner,
A. Scriabin up to D. Shostakovich and the composers
of the second half of the 20th — first third of the 21st
centuries, to whom the main attention is paid. The purpose
of the article is to identify specific, relatively stable forms of
vitality’s manifestation which materialize both in individual
elements of the musical language (such, for example, is
the new monody that arose with the birth of opera at the
beginning of the 17th century), and in integral phenomena
of a systematic order.

Among the stylistic events of the second kind, the article is
specifically examined the concept of creation, the gesture
of birth. Gradually, it crystallizes in music as thematic
constant (based on biblical mythology, as in Haydn’'s
Creation of the World oratorio), but eventually emancipates
from the plot basis, acquiring the universal significance.
The result of the research is the identification of the
mythological origins of the concept of creation; in some
cases they come to the forefront (Introduction to the opera
The Rhinegold by Wagner; Stimmung for six vocalists and
electronics by K. Stockhausen). Another version of the
concept of creation is formed in line with the romantic
tradition. Then the birth of the world is associated with the
lonely voice of the hero — the initial monologue of the solo
instrument dramatically opposed to the orchestral mass
(works of the concert genre by A. Schnittke, S. Gubaidulina,
W. Lutostawski, B. Tishchenko, E. Denisov). In all such
cases, the heightened sense of vitality is enhanced by
special performing techniques.

In the new music, the concept of creation is further
developed and logically completed. The gesture of
creation is no longer answered by the final statement of
existence but by the gesture of destruction, annihilation
of sound material — attenuation, acoustic extinction. The
feeling of vitality in such compositions is specific, since
musical material lives in them according to its own laws as
if it doesn’t need a mirror of the subject (large orchestral
compositions by Ch. Ives, Ya. Ksenakis, V. Tarnopolsky).
The new music “brings to play” other non-classical aspects
of vitality associated with threshold states on the verse of
life and death. Starting with . Stravinsky’s ballet The Rite of
Spring the vitality of transgression becomes a noticeable
phenomenon of contemporary music.

Keywords: music, vitality, musical language, musical
form, concept of creation, annihilation of sound material,
transgression
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Me>kay aCTeTUKOMn U KyNIbTYpPOiornen:

0 MeToA0NornYeckmnx Nnpoéiemax coBpemMeHHoOn
HayKu 06 uckyccree

AHHOTaums. MeTofoNorms MeXANCLUUMNIMHAPHOCTU B Ha-
YYHOM MO3HaHUW paccMaTpvBaeTcs Ha npumepe B3au-
MOOTHOLUEHWI UCKYCCTBO3HAHMS, KYNbTYPOIOrUn 1 acTe-
TUKW. B UEHTpe BHMMaHWS aBToOpa — WCKYCCTBO3HaHue,
dYHKUMOHMPYLOLLee B HacTosilee Bpemsi B CBOein 3pe-
nont popme, 0603Ha4YaemMon 06bIYHO B dunocodmn Hay-
KM KaK «HOpMasibHas Hayka». OHO UCMbITbIBAET NOTPE6-
HOCTb B Pa3BUTUN W COBEPLUEHCTBOBAHUN C MOMOLLbIO
acCUMMUNALMN METOA0B APYIUX TYMaHUTapHbIX HayK U ¢u-
NOCOPCKMX HaNpaBneHU, TakKnNxX Kak repMeHEBTUKA, pe-
HOMEHO0rNsi N OHTONOrNS. OTHOLLEHNE UCKYCCTBOBEAOB
K 9TOV TEeHAEHLUMM Janeko He odHO3Ha4yHo. CBepx3afaya
VX IeATENbHOCTM CBA3aHa C COXPaHeHNEeM BbICOKOrO CTa-
Tyca WHAMBWUAYanbHOrO M CY6beKTMBHOrO Hayana B UC-
KkyccTBe. Mexay TemM acCuMUIsUmMs METOLOB CMEXHbIX
HayK Hepenoko Nepek/ioyaeT MHTepec yyeHblX B chepy
HEeaBTOPCKOro UCKyCCTBa, B KOTOPOM BeJinka posib KnuLle
1 YKaHPOBbIX NPMEMOB, @ MacTEPCTBO Co3aaTeNnem u Xyno-
YKECTBEHHOE COBEPLUEHCTBO MPOU3BEAEHUS Y)KE He siB-
NSOTCS BbICLUIMMU LEHHOCTAMU. AKTYyaNlbHOCTb JaHHOMN
cTaTby CBSI3aHa C COBPEMEHHBIMU NpoLieccaMm HTerpa-
LMW pasnnyHbIX HanpasieHuin uccnefoBaHns NCKYCCTBa.
McTopus Haykn pasBmnBaeTcs Tak, YTO ANs Hee XapakTep-
Hbl 1 Npouecchl AuddepeHumnaumm HayuHbIX AUCLUUMINH,
HanpaeneHun, napagurm, KoOHUEenuuin, 1 npouecchbl UH-
Terpaunn. IHTerpaums cooTBETCTBYET TEM COCTOSIHUSM
B UCTOPWUW HayKW, KOTAa Kakas-To HoBas napagurma npe-
BpALLAETCsi B YHUBEPCAJIbHYIO M aBTOPUTETHYIO, UCKIO-
yas naopann3Mm nopgxopos. OuddepeHumaums cosByY-
Ha TeM COCTOSIHUAM B HayKe, Koraa napagurma siBnsieT-
CS elle HeYCTOMYMBOW, @ yHMBepcarnbHas napaavrva etie
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He BO3HMKNa. AHann3npyst BHELHWE W BHYTPEHHWEe dak-
TOPbl COBEPLUEHCTBOBaHWUSA Hayku 06 UCKYCCTBe, aBTop
NPUXOAMT K BbIBOAAM O MaBeHCTBE BHYTPEHHUX (paKTo-
poB. OTo noapasymeBaeT HEOGXOAMMOCTb aKTUBU3aLMK
TEOpWM UCKYCCTBa, KoTopas A0 CUX MOp OCTaeTcs MeHee
Pa3BUTOW, YEM OCTasIbHble CY6ANCLMMINHBI UCKYCCTBO3-
HaHus.

KntoueBblie cnosa: NCKYCCTBO3HaHWE, KyNbTypOnorus,
acTETUKA, PEHOMEHONOTUS, FEPMEHEBTUKA, OHTONOrUS,
CEeMUOTUKA, IMHIBUCTUKA, CTPYKTYPaNM3Mm, COLMONOrns,
MO3UTUBU3M, MEXXANCLMMIMHAPHBIA NOAXOA,
«HOpMarbHas Hayka», KpU3nC HayKu, 3HaK, CUMBO,
Bpems, Mud
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Between Aesthetics and Culture Studies:

To the Methodological Problems of the Modern
Science of Art

Abstract. This article discusses the methodology of
interdisciplinarity in scientific cognition by the example of
the relationship between art studies, cultural studies, and
aesthetics. The author focuses on art studies currently
functioning in its mature form, usually referred to as
“normal science” in the philosophy of science. It is in need
of development and improvement through the assimilation
of methods of other humanities and philosophical areas,
such as hermeneutics, phenomenology, and ontology.
The attitude of art historians towards this trend is
highly ambiguous. Their priority task is connected with
maintaining the status of the individual and subjective
element in art. Meanwhile, the assimilation of methods of
related sciences often shifts the scientists’ interest to the
sphere of non-authorial art, in which the role of clichés and
genre techniques is great, and the skill of the creators and
the artistic perfection of the work are no longer considered
the highest values. The relevance of this article is related
to the modern processes of integration of various areas
of the art research. As the history of science develops, it
becomes characterized by the processes of differentiation
of scientific disciplines, trends, paradigms, and concepts,
and the processes of integration. Integration corresponds
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to those states in the history of science when anew
paradigm develops into a universal and authoritative one,
preventing the pluralism of approaches. Differentiation is
consonant with those states in science when the paradigm
is still unstable and the universal paradigm has not yet
emerged. Analyzing the external and internal factors of
the development of the science of art, the author comes
to the conclusion about the primacy of the internal ones.
This implies the need to promote the theory of art, which
still remains less developed than other subdisciplines of
art studies.

Keywords: art studies, cultural studies, aesthetics,
phenomenology, hermeneutics, ontology, semiotics,
linguistics, structuralism, sociology, positivism,
interdisciplinary approach, ‘normal science’, crisis of
science, sign, symbol, time, myth
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Knactepbl Mudonornyeckux cnenos

B COBPEMEHHOM )XEHCKOM TBOpYecTBe

AHHoTauums. NpeamMeToM UCcnefoBaHus cTan psig Npous-
BefeHul nepsoit yetsepTn XXI Beka, co3gaHHbIX poccui-
CKUMU XKEHLUMHAMN — KOMMO3UTOPaMKn U nucaTensimu.
AKTyanbHOCTb CTaTbl OByCNOBNEHA HaNM4yMeM B Uccre-
[YEMOM VCKYCCTBE BaXXHbIX A1 COBPEMEHHOW KyNbTypbl
TEHOEHUMNI, CBA3AHHbIX C KPEMUHHOW OMTUKOM» B CTPO-
eHun GopMbl U COAEPIKATENTbHOCTM Npoun3BeaeHnin. Ho-
BV3Ha NCCNefoBaHMs 3aK/o4aeTcs B epecMoTpe Npex-
HUX MOAXOAOB K)>KEHCKOMY TBOPYECTBY, B HAXOXAEHUU
HOBOrO TEPMWHA AN paHee He U3YYeHHOro SIBNeHWS,

[aHHble aBTOPOB. AHHOTaUMK

knactepa mudonornyecknx cnepos (KMC). ABTop npo-
CNeX1BaeT MpuMepbl KNacTepoB B My3blke 9Moxu 6a-
POKKO, onepe XIX Beka, pa3nnyHbix nponadsegeHmnsax XX
Beka W JaeT OGbsICHEHWe OTIMYMS KnacTepa OT 6puKo-
naxa. Nogpo6Ho paccmatpuBatotcs KMC B npoussene-
Husx Coduu My6anpynnmnHom, EneHbl ®upcoBoi, a Takxe
B Meaunaonepe Mpaunabl KOcynoson «3nHWTenH n Map-
rapuTa..», OGHapyXuBaloLen KOHHOTALUN C MHOXe-
CTBOM apxeTunuyecknx o6pasoB N My3blKasbHbIX MOTU-
BOB. B cTaTbe aHanusumpyetca psn 6enneTpucTuyeckux
npou3BefeHnt, B ToM ymcne «MepTBble NnaHUCTbI» Eka-
TepPUHbl Py, uMKkn «OnbiTbl Ha ce6e. 3aHnMaTenbHas au-
arHocTtuka» Onbru LLlam6opaHT, NpuKItoYeHYeCcKnin po-
maH «Kopabnb npuspakoB» Buktopuu Mnatoson. Oco-
601 yepTor nuTepatypHbix KMC sBnsetcs akTMBHOE
npviBneYyeHve KMHematorpadpuyecknx o6pasoB U MOTU-
BOB Hapsidy C COGCTBEHHO NMTepaTypHbIMU 1 MUdONO-
rmyeckumu. Ml Ha060pPOT — KMHO UCTbITbIBAET TArOTEHWE
K TEM WU/IM MHBIM XaHpaM IMTepaTypHOro TBopyecTsa. Ta-
KOBa NapafoKcasnbHas OTCblKa K XXUTUMHOW nuTepaTtype
B «HyBCTBUTENBHOM MunuumoHepe» Kupbl MypaToBoi.
OTmeyaeTcs, 4To KMC cnoco6eH Kak paclumpsaTb CMblC-
noBoe nose NpousBeaeHus, Tak 1 Co3aaBaTb AKNEKTUKY,
Urpy pasnunyHbiMmn knuwe. B pesynstate mnccnenosaHus
BMepBble BbisiBNIEHa cneunpuyeckas TEHAEHLMUS CMbIC-
N006pas3oBaHuUs B XKEHCKUX TEKCTax 1 NPOBEAEH aHanus
ee cocTaBnstowmx. MpocnexeHo, kak knactepbl M1dono-
rMYECKUX CNefoB BAMSIOT Ha YePTbl MOSTUKM B 3BYKOBOM
1 Bep6anbHOM TBOpYeCTBe. [laHbl rMnoTesbl 0 NPUYMHaxX
1 0COGEHHOCTAX «PEMUHHOW ONTUKU». Mccnenosatenb
MPUXOAUT K BbIBOAY O TOM, YTO noHaTne KMC B «deMuH-
HOW ONTMKE» OTKPbIBAET COBOKYMHOCTb KYNbTYPHbIX KOH-
LEenToB, MOAAEPKMBAIOWMX (GYHKLMIO COXPaHEHUs Ha-
cnenuns B COBPEMEHHOW Ky/bType — 0CO6EHHO B MOHUMa-
HUW HepasAeMMOW CIMTHOCTU UCTOKOB, 6ECKOHEYHOCTH
CMbIC/IOB, MacLUTaGHOCTM KapTUHbI MUPa 1 F'yMaHUcTuye-
CKOW napagurmbl.

KnioueBble cnoBa: knactep, My3sbika, Mudonormieckme
cneppl, TEKCT, CUMBMNO3, )KEHCKOE TBOPYECTBO,
«deMrHHan onTuKay, Meguaonepa, nmTeparypa,
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Clusters of Mythological Traces in Contemporary
Women’s Art

Abstract. The subject of the study is a number of works
of the first quarter of the 21st century created by Russian
women — composers and writers. The structure and content
of the works under study reveal the important trends for
modern culture related to “feminine optics”, which justifies
the relevance of research. The novelty of the research lies
in revising the previous approaches to women’s creativity
and introducing a new term for a previously unexplored
phenomenon — a “cluster of mythological traces”. The
author describes the examples of clusters in the Baroque
music, the opera of the 19th century, and the music of the
20th century, and explains the difference between a cluster
and a bricolage. The article analyzes in detail the cluster of
mythological traces in the works by Sofia Gubaidulina, Elena
Firsova, and in the media opera Einstein and Margarita...
by Iraida Yusupova, which reveals connotations of many
archetypal images and musical motifs. Additionally, it
discusses a number of works in belles lettres, including
Dead Pianists by Ekaterina Ru, Experiments on Yourself.
Entertaining Diagnostics by Olga Shamborant, and the
adventure novel The Ghost Ship by Victoria Platova. A special
feature of clusters of mythological traces in literature is the
active involvement of cinematic images and motifs along with
the literary and mythological ones. Cinema, in turn, is also
attracted to certain genres of literary creativity. An example
of this is the paradoxical reference to the hagiographic
literature in the film by Kira Muratova, The Sentimental
Policeman. It is noted that a cluster of mythological traces
is capable of both expanding the semantic field of the work
and creating eclecticism, playing with various clichés. The
conducted research for the first time reveals the sense-
making trend in women’s texts and analyzes its components.
The author studies how clusters of mythological traces
influence the features of poetics in sound and verbal
creativity and puts forward hypotheses about the causes
for the “feminine optics” and its peculiarities. A significant
conclusion of the study is that the concept of a cluster of
mythological traces in the feminine optics opens up a set
of cultural concepts that support the function of preserving
heritage in modern culture, especially in understanding the
inseparability of origins, the infinity of meanings, and the
scale of the worldview and the humanistic paradigm.
Keywords: cluster, music, mythological traces, text,
symbiosis, women’s creativity, “feminine optics”, media
opera, literature, the 21st century
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CoBpeMeHHble NOAXO0AbI K UCCNIef0BaHUIO
COBETCKOM U NOCTCOBETCKON 3KPAHHOW KYJIbTYpbl.
Ha martepuane 53-ro koHrpecca ASEEES, CLUA
AHHoTaums. CtaTbsi NOCBsILLEHA N3Y4YEHNIO PAaGOT CoBpe-
MEHHbIX MccregoBaTenen, npenmMyuectTseHHo 13 CLUA,
Ha maTepuane NocnegHero Ha CeroaHsLWHNIA aeHb 53-ro
MEeXAyHapoaHoro exerogHoro koHrpecca ASEEES, ot-
HOCSLLMXCA K Pas3/IMYyHbIM OTPacsiM r'yMaHUTapHOro 3Ha-
HWSl, HO HEMOCPEACTBEHHO CBSI3aHHbIX C U3YYEHWEeM CO-
BETCKOM W COBPEMEHHOW 3KpaHHOW KynbTypbl Poccuu
1 apyrux ctpaH (BoctouHas Espona, NHaus, Ky6a n ap.),
MCMbITaBLUMX MPSIMOE UMM ONoCpPefoBaHHOE ee BAUsSHUE.
VHTepec K MccnefoBaHWsaM aMepUKaHCKUX npeacTaBun-
Tenemn rymaHmTapHbIX HayK, A0S KOTOPbIX K 06LLEMY Ync-
Ny YYaCTHMKOB KOHIPECCOB BeCbMa 3HauyuTesbHa, 06y-
C/IOBJIEH TEM, YTO Ha NPOTSHXKEHUM AECATUNETUI, MONMHbBIX
ApamMaTUYECKUX WCMbITaHUI, KOTOPbIM MOABEPrannch
KynbTypHble cBs3an CCCP/Poccum u CLUA, akpaHHble
KynbTypbl 06eux CTpaH B3aUMHO Bbl3blBann MpucTasb-
HbIi MHTEpPEC, XOTs NMOoAONJIeKa ero Morna 6biTb pasnny-
HOW. MHOro4vcneHHble NPeacTaBUTENN Pa3HOO6Pa3HbIX
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oTpacnen rymaHutapHbix Hayk CLUA ygensitoT 6onbluoe
BHUMaHWe 9KPaHHOW Ky/bType per se Un Kak UCTOYHUKY
LEHHON MHOPMaLIMKN O APYrUX CErMEHTax KyNbTypbl, 06-
wecTBe, NOANTUKE, ncTopun 1 nNp. OCO6EHHO — CermeH-
Tam UrpoBOro 1 OKYMEHTaNbHOro KMHO, aHUMaLuun, Ku-
HOXPOHWKMW, TENEBU3WOHHbIM MNpOorpammam pPasmyHbIX
dopmatoB (Tenecepwuan, MHGOPMaLMOHHbIE NPOrpammbl,
ny6nnLMCTUYECKNE NPOrpammbl, B OCOGEHHOCTH XypHa-
NIMCTCKME paccnefoBaHnst U Ap.) Y HOBbIX Meauna (coum-
anbHble ceTn, B ocobeHHocTn YouTube, CTPUMMUHS). AB-
TOPbI CTaTbW AENalOT BbIBOALI O MOBbLILEHHOM UHTEPECE
aMepUKaHCKOro Hay4HOro coo6LecTBa K U3y4eHuto me-
XaHN3MOB (HOPMUPOBAHNS U BOCMPOU3BEAEHUS UAEO-
noruu, Bnactu B uctopun CCCP/Poccuu; KapanHanbHbIX
NPOTUBOPEYMIA — COLMANBHOM, MOMUTUYECKOW, KYNbTyp-
HOWM MOBECTOK coBpeMeHHon Poccum mn CLUA (v gpyrmx
VHOCTPaHHbIX rOCYAaPCTB); aHaNn3y KPU3UCHBIX SBEHNI
B o6LecTBe, Kynbtype u nonutuke CCCP/Poccuu, oTpa-
YKEHHbIX B SIBNIEHUSX 9KPaAHHOW KYNbTYpbI.

KnroueBble cnoBa: nccnenoBaHus kKuHo B CLLUA,
nccnenoBaHus akpaHHom kKynbTypbl B CLLA, urposoe
KMHO, IOKYMEHTaNbHOE KUHO, aHUMaLVsi, TeNeBUAEHNE,
KVMHOBe[EeHWe, NCTOPUSt KUHO
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Contemporary Approaches to the Study of Soviet and
Post-Soviet Screen Culture. Based on the Material of
the 53rd ASEEES Congress, USA

Abstract. The article is devoted to the study of the works
of researchers from the USA, based on the material of the

[aHHble aBTOPOB. AHHOTaLMK

53rd Association for Slavic, East European, and Eurasian
Studies (ASEEES) International Annual Congress, which
belong to various branches of humanitarian knowledge,
but directly related to the study of Soviet and modern
screen culture in Russia or other countries (Eastern
Europe, India, Cuba, etc.) that have experienced its
direct or indirect influence. The interest in the research
of American representatives of the humanities, whose
share in the total number of participants in congresses
is very significant, is due to the fact that for decades, full
of dramatic trials, to which the cultural ties of the USSR/
Russia and the USA were subjected, the screen cultures of
both countries mutually aroused close interest, although its
background could be different. Numerous representatives
of various branches of the humanities in the USA pay great
attention to screen culture per se or as a source of valuable
information about other segments of culture, society,
politics, history, etc., especially to segments of feature
and documentary films, animation, newsreels, television
programs of various formats (TV series, information
programs, journalistic programs, especially investigative
journalism, etc) and new media (social networks,
especially YouTube, streaming). The article concludes with
the conclusions obtained, including: the increased interest
of the American scientific community in the study of the
mechanisms of formation and reproduction of ideology,
power in the history of the USSR/Russia; cardinal points of
contrast between the social, political, and cultural agendas
of modern Russia and the United States (and other foreign
countries); search and analysis of crisis phenomena in
society, culture, and politics of the USSR/Russia, reflected
in the phenomena of screen culture.

Keywords: cinema studies in the USA, screen culture
studies in the USA, feature films, documentaries,
animation, television, film studies, film history
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Jly60K B COBETCKOM nnaKare anoxu

Ipa>kaaHCKOW BOWHbI

AHHOTaums. Mcnonb3oBaHne ny6ka B COBETCKOM arvra-
LMOHHOM WCKYCCTBE 3Moxu [pakaaHCKOW BOWHbI pac-
cMaTpuBaeTcs Ha npumepe nnakatos JlutepaTtypHoro
unspatensctea [YP PeBBoeHcoBeTa pecnybnvkun. AKTy-
aNbHOCTb MCCNeaoBaHUs 06YyCNoOBleHa HeQoCTaTO4YHO-
CTblO CBEAEHNI O BbiNycke NIy6KoB B 3TO BpeMmsi. Llenb nc-
criepoBaHus — M3yyeHue ny6ka, a TakXKe ero B3anmmoc-
BSI3N C M71aKaTOM 0603HaYeHHOro Nepuoaa B KOHTEKCTe
arMTaumoHHOro uckycctaa. MNocTtaHoBka Npo6/emMbl Bbi-
BOAMT Ha aKTyaslbHble 3a[a4n PacCMOTPEHUS CIOXETOB
v dopM ny6Ka, BONPOCOB €ro Npou3BoOACcTBa U pacnpo-
CTpaHeHus, ero Leneson ayautopumn. 9Tu 3agayu pelua-
10TCSi MOCPEACTBOM MPUMEHEHUSI KOMMNeKca MeToO0B:
XPOHOMOMMYECKOro Noaxoaa, TUNoNorM4ecKoro, CpaBHU-
TeNbHOro MeTo0B, MKOHOrpapU4ecKoro aHannsa.

B nuccnepyemblit nepuop rpaHb Mexay nnakatom u ny6-
KOM OKasanacb 3bl6Kkoi. [103TOMy [0 CUX NOP CyLLEeCTBY-
€T HEeSCHOCTb, OTHOCUTb /I TOT UAN UHOW NUCT K NTYy6KY
Wnn nnakaty. B pesynbtate cpaBHEeHWs nnakaTtoB W ny6-
KOB aBTOP CTaTbW MPUXOAMUT K BbIBOLY O TOM, YTO NyGKMN
pakpaHCKOM BOWHbI MMeNn nnakaTHbIi pasmep, noa-
TOMY OHW 6AMXKe K niakaty, Yem K ny6ky. [1ns Takux nm-
CTOB MOXHO MPUMEHUTb TEPMUHbI «YGOYHbIV NiakaT»,
«nnakat-yb6oK», «PeBOOLMNOHHbINA NY60K». ApXMBHbIE
[OKYMEHTbI MPOMMBAIOT CBET Ha JIMYHOCTU TeX, KTO py-
KOBOAWIT BbIMYCKOM JIY6KOB M MNaKaToB B arMTalMOHHO--
nponaraHgucTtckom otaene locuspata (A.A. AvBunb-
koBckur, U.M. KacatkuH, B.KO. MopasuHkuH, B.A. Kap-
nuHckmi, B.MN. MonoHcknin). Jly6ok nocny»un cosgaHuio
«HapoLHOro» TUna nnakara, B KOTOPOM naev 6onblueBun-
KOB 06/1€Kanunchb B nonynspHyto dopmy. Jly6ouHble nnaka-
Tbl NPefHa3HavYannChb NPeMMyLLECTBEHHO ANt KPECTbSIH.
B pesynbrate uccnenoBaHus aBTOP MPUXOAUT K BbIBO-
[aM O TOM, YTO, BO-MNEPBbIX, MMeNa MecTo CTUnM3aums
$GopMbl NoA, TPAAULIMOHHbBIA NYy6OK; BO-BTOPbLIX, NpUMe-
HAnacb MHOrokagpoBas KOMMNO3ULUS; B-TPETbUX, Xapak-
TEPHbIM 6bIN10 UCMNONb30BaHNe GOoNbKIopa U HAPOJHOIO
tomopa.
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Lubok in the Soviet Political Poster of the Civil War
Abstract. The author of the present article studies the
implementation of the lubok in the Soviet agitprop art of
the Civil War through the analysis of the posters published
by the publishing office of the Political Department of the
Revolutionary Military Council (Litizdat PUR). The relevance
of this study is due to insufficient information and research
about the creation of luboks at that time. The research is
aimed at analyzing the lubok and its relation with the poster
of the indicated period in the context of propaganda art.
The formulation of the research problem brings forth the
relevant objectives of studying the plots and forms of the
lubok, the issues of its production and distribution, and its
target audience. These research tasks are solved by the
application of a set of methods, including the chronological
approach, the typological and comparative methods, and
the iconographic analysis.

In the period under discussion, the line between the poster
and the lubok was blurred. Comparing luboks and posters,
the author of the article comes to the conclusion that since
the Civil War luboks had a poster size, they are closer to
the poster rather than to the lubok itself. To such pictures,
the terms “lubok-style poster” or “revolutionary lubok” can
be applied. Archival documents reveal the personalities of
those who supervised the production of luboks and posters
in the Agitation and Propaganda Department of the State
Publishing House (Gosizdat) (A.A. Divilkovsky, I.M. Kasatkin,
V.U. Mordvinkin, V.A. Karpinsky, V.P. Polonsky). The lubok
contributed to the development of the “folk” poster type
in which the ideas of the Bolsheviks took on a popular
form. These lubok posters were intended principally for
peasants, who often were illiterate. The author concludes
that the influence of the lubok on the poster of the Civil
War period can be reduced to the following: a stylized
traditional form, multi-frame composition, and the usage
of folklore and folk humor.

Keywords: lubok, Soviet poster, Soviet propaganda, Civil
War, political poster, Litizdat PUR, the State Publishing
House
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MnacTuyeckue npuemsbl u opmMoo6pa3oBaHue: CUH-
Te3 B COBETCKOM MOHYMEeHTa/lbHOM uckycctee 1960-
1980-x ropos

AHHoTauma. CTaTbs BbIABNSIET KOHCTAHTHbIM cocTaB dop-
MOO6pa3oBaHus. TeopeTUHeCcKuini KOHLENT 3akpennseT
KOHTEKCT MPOV3BOACTBA MOHYMEHTaNIbHOro WMCKYCCTBa.
Mpenmer uccnepoBaHuns — cneunduka nnacTUYECKmUx
npuemoB, npoueccyanbHo U pe3ynsTaTMBHO onpeaens-
IOWMX CTPYKTYPY WN306Pa3nTENbHOrO B MOHYMEHTasb-
HOM MCKyCCTBE. AKTYanbHOCTb WCCNEAOBaHWUS 3aknio-
YaeTcs B paclMpPEeHUr TOMOMOrMn NPEeAMETHOrO 3Have-
HUA NMpuema B KOHTEKCTe MOHYMEHTaNbHOro UCKYCCTBa.
3anpueMoM 3aKpernseHo HOPMaTUBHOE onpeaeneHune
BCMoOMOraTefibHO-TEXHUYECKOro  XapakTepa B OTHOLIe-
HUW XYOOXXECTBEHHOW MpakTWKW. B KOHTEKCTEe MOHYMEH-
TanbHOro MPUEM UHCTPYMEHTANN3NPYET CUHTES, MOITOMY
o6napaeT OHTONOMMYECKOW LIEHHOCTbIO BO B3aMMOCBS3N
npviema n $opmMoo6pa3oBaHNS B UICKYCCTBE U apXUTEKTY-
pe. ViccnepoBaHne nNpoBOAMTCS Ha NPUMEPEe COBETCKO-
ro MOHyMeHTanbHOro uckycctsa. Llenb ctatbu — Bbloe-
NUTb NPEAMETHOCTb acrnekToB 1 GakTopoB, onpenensito-
Wwmx popmoo6pazoBaHne B MOHYMEHTaIbHOM UCKYCCTBE.
OnpepeneHHble B Xxoae uccnefosaHus dakTopbl/npue-
Mbl CO3[al0T «y3/1bl», COeAMHEHNe 1 reHepaTnBHOe B3a-
MMOJENCTBME KOTOPbIX NPOAyLMpYeT crneumduky MOHy-
MeHTanbHoro. MeTop nccnenoBaHus — GakTOPHbIA aHa-
N3, HanpaBNEHHO BbISBASIOWMNIA U3 TEOPUN U MPAKTUKU
COBETCKOr0 MOHYMEHTa/IbHOro MCKYCCTBa CYLLHOCTHbIE
acnekTbl MnacTuyeckmx npuvemos. Ha ocHoBe npoBe-
[EHHOro aHanmaa GopMyIMPYIOTCS CreaytoLmne BbiBOAbI:
o cneunouke ¢opmbl, 06YCNOBNEHHOM KOMIMIEKCHBIMU
B3aVMOCBSI35IMWN / CUHTE30M BblAE€NEHHbIX KOHCTAHT/Mpu-
emoB/¢haKTopoB; 06 OHTONOrMYeCcKor Npupode nnacTu-

[aHHble aBTOPOB. AHHOTaUMK

4YeCKMX NPUEMOB; 06 YCIIOXKHEHHOCTU CUCTEMATUYECKOrO
B3aVMOAENCTBUSA, KOTOPOE KOHLENTyanbHO NpUpaBHMBa-
eTcs K OpHaMeHTY, Ha NpoLeccyanbHOM/pe3ynbTaTUBHOM
YPOBHSIX MHOXECTBEHHOCTM hakTopOoB/NMpUeMoB.

CUHTE3 B MOHYMEHTaNIbHOM UCKYCCTBE SIBNSIETCS CTEPXK-
HEBbIM MOHATUEM, €ro COCTaB CKPbIT B MHOrOMEPHOCTH
PaLMOHaNbHOIrO/TEXHNUYECKOro 1 CYGbEKTUBHOIO/TBOP-
4YeCcKoro, KoTopble MPOSBASIOTCS B MIaCTUHECKUX Mpu-
emax. KoHuenTyanbHyl0 3HAYMMOCTb MPUEMOB UMMIU-
LMTHO NOATBEPXKAAOT W CUHTE3UPYIOT BbICKa3bIBaHWUS
9KCMEepTOB, TEOPETUKOB U YHACTHUKOB XYAOXECTBEHHO-
ro npouecca. UMNAnMunTHOCTb NprUema 06ycroBneHa NH-
Terpaumnen CXemMbl B CTRPYKTYPY N306paXKeHNs/MpoCTpaH-
cTBa. lnacTvka NpuMeMoB napafoKcasnbHbIM 06pa3om
BOUPAET KOMM/EKC YC/OBUA KOHTEKCTa apXUTEKTypbl,
MUKPO- U MakpoMaclUTa6oB, Ky/bTYPHbIX KOAMPOBOK
XY[LOXXECTBEHHbIX TPAAULMIA. B KOHTEKCTe nccneaoBaHus
BbIAENAIOTCS OCHOBOMO/AaratoLme KOHCTaHTbl MPOV3BOA-
CcTBa (KOHTeKCT, popma, abCTparmpoBaHue, YCIOBHOCTb,
NPOCTPaHCTBEHHOCTb, Nay3bl, LBET, GopMoo6pa3oBaHme,
OpHaMEHT), KOTopble SBASAIOTCSA YCNOBUSMU crieundukn
NPOAYKTUBHOIO CUHTE3a MOHYMEHTanbHOro. MNpuem mH-
CTPYMEHTasIbHO 3afeNCTBOBaH B npoueccax 1 pesynsra-
Tax co3gaHus GopMbl/MPOCTPAHCTBA, 3aBUCUM OT crel-
nduKM matepuanos, o61afaeT UMMEPCUBHOCTLIO. U, kak
pesynbTaT, CO6CTBEHHOW MIAacTUYECKON CUCTEMAaTUKOM
3aKpennseT XynoXKECTBEHHbIN 06pa3 v peannsyeT KOH-
LenT opHaMeHTa B NPOCTPaHCTBe.

KnioueBble cnoBa: apxvTekTypa, KOHTEKCT,
MOHYMEHTasIbHOE NCKYCCTBO, OHTOIOTUS, OPHAMEHT,
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Plastic Techniques and Shape Forming: Synthesis

in the Soviet Monumental Art of the 1960s-1980s
Abstract. The article identifies the constant composition
of shape forming. The theoretical concept establishes
the context of monumental art production. The subject
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of the study is the specificity of plastic techniques that
determine the structure of the visual in monumental art
in terms of the process and results. The relevance of the
research lies in expanding the topology of the definition of
atechnique in the context of monumental art. A technique
is assigned a normative definition of support and technical
nature in relation to artistic practice. In the context of the
monumental, a technique instrumentalizes synthesis, for
which reason it has an ontological value in the interrelation
of a technique and shape forming in art and architecture.
The research is conducted on the example of the Soviet
monumental art. The purpose of the article is to highlight
the objectivity of the aspects and factors that define shape
forming in monumental art. The factors and techniques
determined in the course of the study create “nodes”, the
connection and generative interaction of which outline the
specifics of the monumental. The research methodology
includes factor analysis that reveals essential aspects of
plastic techniques in the theory and practice of the Soviet
monumental art. The conducted analysis allows making
conclusions about the specifics of the form which is
conditioned by complex interrelations and the synthesis
of the selected constants, techniques, and factors;
about the ontological nature of plastic techniques; and
about the complexity of systematic interaction, which is
conceptually equated with an ornament, at the procedural
and productive levels of the multiplicity of factors/
techniques.

Synthesis is a core concept in monumental art. Its
composition is hidden in the multidimensionality of the
rational and the technical, the subjective and the creative,
which are expressed in plastic techniques. The conceptual
significance of techniques is implicitly confirmed by
the statements of experts, theorists, and participants
in the artistic process. The implicitness of a technique
is associated with the integration of a scheme into the
structure of an image/space. The plasticity of techniques
paradoxically incorporates a complex of conditions of the
architectural context, micro- and macroscale, and cultural
encodings of artistic traditions. In the context of the study,
the fundamental constants of production are highlighted
(e.g. context, form, abstraction, conventionality, spatiality,
pauses, color, shape forming, and ornament), which
are the conditions for the productive synthesis of the
monumental. A technique is instrumentally involved in the
processes and results of creating a form/space, depends
on the specifics of materials, and is immersive. As a result,
with its own plastic systematics, it strengthens the artistic
image and implements the ornament concept in a space.
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WUTanbsHCKuUI Nen3axx B TBOpYECTBE

KoHcTaHTuHa lop6aToBa

AHHOTaums. Ha ocHOBaHWM NEepBOW LUMPOKO MpeacTaB-
neHHon B Poccum BbICTaBkM pPaBoT PYCCKOrO XyAOXK-
HUKa-amurpaHta KoHcTaHTuMHa WMBaHoBu4ya [op6GaToBa
(1876-1945), opraHusoBaHHOM [0OcynapCTBEHHbIM UCTO-
PUKO-XyOOXECTBEHHbIM My3eem «HoBbii WMepycanum»
B 2021 rogy nNpu y4acTum My3eWHbIX W YacCTHbIX cobpa-
HWIA, @aBTOP aHaNM3npyeT YacTb XMBOMUCHOrO Hacneaus
macTepa, koTopas nocssiieHa Utanun. BeinyckHuk Mm-
nepaTtopcko AkageMun XyAaoXecTB, MocnepoBaTesb
PYCCKOWM MMMNPECCUOHUCTUYECKON TpaauumKn, OH Brep-
Bble Oka3sascs B Tanum Bo Bpemsi MEHCMOHEPCKOMA No-
e3akun B 1912 rogy. 3oecb OH CMOr OLLYTUTbL CUY BO3AEen-
CTBUS LBETA, BNMSIHNE CBETOBO3/YLUHOM Cpefbl Ha TpaHC-
dopmaumio LBeTa 1 ocTanca npefaHHbIM UTanbsHCKOMY
nensaxy Hascerga. OkasaBlIMCL 3a Npefenamu poau-
Hbl B 1922 ropy, K.W1. NTop6aToB BMecTe € eHOW 060CHO-
Bancs B bepnuHe, HO HeogHoOKpaTHO nNpuesxan B UTa-
nuio, rae Bcerga MHoro paéotan. XXuesa Ha Kanpu, oH He
pa3 o6be3xan utanbsHckoe nobepexnbe, co3aaBas CBOK
NETONUCb O4apoBaTENbHbIX TOPOAKOB, XXMBOMUCHO pas-
6pOCaHHbIX MO NPUGPEXHbIM CKanam, No3TUYECKUX Nen-
3a)Kel, BOOXHOBNEHHbIX N3YMPYAHOrO LiBETA MOPEM U ip-
KM CONMHLEM.
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MpeameT nccneaoBaHUs — XXMBOMUCHbIE NMPON3BEAEHUS
K.W. Top6atoBa, noceslleHHble Tanun, ¢ npuBnevyeHu-
eM aBTOPCKMX 3anuncei «Mbiciv 06 UCKYCCTBE U XKU3HU»,
KOMMEHTUPYIOLLMX OCOBEHHOCTM €ro BOCMPUATUS Mpu-
poabl, BUAEHMWS LiBETa M FapMOHUK Kpacok, pa6oThbl C LiBe-
ToM. Llenb uccnepoBaHus — Yyepes aHanua Kopryca uta-
nbsiHCKMX nensaxen K.WN. lopbaTtoBa paccMoTpeTb TBOp-
4YeCTBO XyOOXHWKA B KOHTEKCTE XXWU3HeOesTeNbHOCTH
PYCCKOWN XynoXkeCTBEHHOM amurpauun B EBpone Bo BTO-
pout yeTBepTN XX BEKa 1 Ha OCHOBaHUM apXMBHbIX MaTe-
pranoB NpoaHanusMpoBaTb TBOPYECKUI METO MacTepa.
OT0 NO3BONUT pPacWMpPUTb NPEACTaABEHNE O HEM Y POC-
CUINCKOrO 3pUTENS, KOTOPbIN ANIUTENBHOE BPEMS GblT NN-
LWEH BO3MOXHOCTN 3HAaKOMCTBa C TBOPYECTBOM XYAOX-
HUKa. 3asBneHHas TemMa AUKTYET MEXANCLMMINHAPHbIN
noaxof, COYETaeT apXMBHbIA, AMMUPUYECKUIA U UKOHO-
rpadunyecknin MeToabl, CPaBHUTENbHBINA U XYAOXECTBEH-
HO-CTUIMCTUYECKNIA aHanns.
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Italian Landscape in the Art of Konstantin Gorbatov

Abstract. Based on the first widely presented in Russia
exhibition of works by the Russian emigrant artist Konstantin
Ivanovich Gorbatov (1876-1945) organized in 2021 by the
State Museum of History and Art ‘New Jerusalem’ with the
participation of museum and private collections, the author
analyzes a part of the master’s pictorial heritage dedicated
to Italy. A graduate of the Imperial Academy of Arts and a
follower of the Russian impressionist tradition, Gorbatov first
came to Italy during his retirement trip in 1912. There he was
able to feel the power of color and the influence of the light
and aerial environment on the transformation of color, and
forever remained faithful to the Italian landscape. Having
left their homeland in 1922, Gorbatov and his wife settled
in Berlin but made numerous journeys to ltaly, where he
always worked a lot. While staying in Capri, he would travel
along the ltalian coast, creating his chronicle of charming
towns scattered on the coastal cliffs and poetic landscapes
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inspired by the emerald color of the sea and the bright sun.
The subject of the research is the paintings by K.l. Gorbatov
dedicated to Italy and his Notes on Art and Life that provide
comments on the peculiarities of the master’s perception
of nature, vision of color and balance of colors, and his work
with color. The research aims to study K.I. Gorbatov's works in
the context of life and work of the Russian artistic emigration
in Europe in the second quarter of the 20th century through
the analysis of his ltalian landscapes, and to analyze the
master’s creative method using archival materials. This
will contribute to raising understanding and awareness of
his art among Russian viewers who were deprived of the
opportunity to familiarize themselves with the artist’s work
for a long time. The development of the declared research
topic involves the application of the interdisciplinary
approach, archival, empirical, and iconographic methods,
and comparative, artistic and stylistic analyses.

Keywords: Konstantin Gorbatov, Russian impressionism,
Imperial Academy of Arts, Italian landscape, Capri, Venice,
Amalfi, Anacapri, Notes on Art and Life
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«Py6uH BypryHaumn» unu «Candup ®paHuum»:
KaMeHb Ha YTepPSIHHOM nopTpeTe repLora

®ununna Cmenoro

AHHoTauus. B anoxy nosgHero CpefHeBeKOBbs OTAENb-
Hble AparoueHHble KaMHWU (candupbl, pyouHbIl, U3ympy-
[bl) HapensnMcb 0Co6biM CUMBOMNYECKUM 3HAYEHUEM.
[Ona nonuTU4ecKon anuTbl o6nagaHve KpyrHbIMU LBET-
HbIMW AParoLUeHHbIMU KaMHSMU 6blfI0 NPU3HAKOM CTa-
Tyca, a MHOTAA U BbIPAXXEHUEM MOMUTUYECKUX aMOULIMIA.
B 1397 ropgy repuor Byprynamm ®unvnn Cmensii npu-
obpeTaeT KpacHbI [parouLeHHbIi KameHb W HasblBa-
eT ero «Py6uHom BypryHgumn». Wccneposatenun O. MexT
nX.-b. ne BaBp yTBEpP)KAAIOT, YTO 3TOT KaMeHb, BCTaB-
NeHHbIN B NOABECKY, N306PaXKeH Ha KOMUAX C YTEPSHHOro

375

NPWXMU3HEHHOro nopTpeTa repuora. OQHaKo Ha 3TUX KO-
nusx, B TOM 4YUC/e Ha Hanbonee 6U3KNX K yTEPSIHHOMY
OpUrnHany, KameHb N306paXkaeTcs pPasNNYHo: B BUAE py-
6uHa unu candupa. Moasecka ®Gununna Cmenoro un ykpa-
LIaBLUWI ee KaMeHb SBNSIOTCA NPeMEeTOM UCCNefoBaHNs
B laHHOW pa6oTe. Llenb nccnenosaHus — onpeaenuTs no-
NINTUYHECKOe 3HaYeHWe KaMHS, N306paXKeHHOro Ha odpu-
unanbHOM MnopTpeTe, ANs Yero Heo6xoAMMO YCTaHOBUTL
LUBET KaMHSi Ha OpWUrMHanbHOM YTEPSIHHOM MopTpeTe
1 BbISIBUTb €r0 CUMBOJIMYECKOE 3HAYEHUE.

ABTOpP MPUXOAUT K BbIBOAY, YTO Ha OpuUriMHane 6bina nso-
6paxkeHa NoABecKa, yKpalleHHasi CUHUM KaMHeM, npea-
MoNoXUTENbHO candupom, a He «Py6uHom BypryHanmny,
VI BblIBUraeT runotesy O CUMBOSIMYECKOM U NOAUTUYE-
CKOM 3HayeHWW ITOro KamHsi ByKpaweHun dununna
Cwmenoro. 9ToT KaMeHb aBTOp YC/OBHO HasbiBaeT «Can-
durpom PpaHumm», NOCKONbKY B AAHHOM Clly4ae OH siB-
NSieTCa CMMBOJIOM ppaHLy3cKor MoHapxuu. lepuor, ae-
MOHCTPUPYS 3TOT KaMeHb, NpeacTaeT nepen 3putenem
KaK CblH KOpO/s 1 Aep)aTtenb KoponeBcKorn Bnactu. Kpo-
Me TOro, CyllecTByeT CBA3b Mexay noaseckoint dunvn-
na Cmenoro v nofo6Hou noaBeckon ¢ candupom, nso-
6pakeHHOW Ha nopTpeTe ero 6pata, XXaHa Beppuiicko-
ro, a TaK>xe NoABeCcKon ¢ candrpoM aHrMNCKOro Kopons
Puuappa Il. MpeanonoxmTensHo, 3TN NOABECKW CNY>XUNn
3HaKamu, 06beAMHSAOLWMMN UX BNafesbLes B 0COobbI No-
NIUTUYECKUI COIO3.

Cpeon wnnocTpauui, NOMeLEHHbIX B AAHHOW cTaTbe,
BrepBble My6IMKYETCS PUCYHOK C U306paxeHnem dunvn-
na Cmenoro n3 co6paHuns lNocyaapcTBeHHOro dpmuTtaxa.
KnroueBblie cnosa: KOCTIOM, I0OBENTMPHOE UCKYCCTBO,
dununn Cmenbin, candup, PyéuH BypryHamu, LLlaHmonb,
opaeH CTpyyka apoka
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The “Ruby of Burgundy” or the “Sapphire of France”:

The Stone in the Lost Portrait of Duke Philip the Bold

Abstract. In the late Middle Ages, particular precious
stones (e.g. sapphires, rubies, emeralds, etc) were
endowed with a special symbolic meaning. For the political
elite, the possession of large colored gemstones was
considered a mark of status and sometimes an expression
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of political ambitions. In 1397, Duke of Burgundy Philip the
Bold purchased a red gemstone and named it the “Ruby of
Burgundy”. Researchers O. Pacht and J.-B. de Vaivre claim
that this gemstone set into a pendant is depicted in the
copies of the lost portrait of the Duke. However, the copies,
including those closest to the lost original, depict the stone
differently, either as a ruby or a sapphire. The pendant of
Philip the Bold and the stone that adorned it are the subject
of research in this work. The purpose of the study is to
determine the political significance of the stone depicted
in the original portrait, which requires establishing the
color of the stone in the lost original portrait and revealing
its symbolic meaning.

The author concludes that it was the blue gemstone that
the pendant in the original portrait was adorned with,
presumably a sapphire, but not a “Ruby of Burgundy” and
puts forward a hypothesis about the symbolic and political
significance of this stone in the image of Philip the Bold.
The author conditionally calls this stone the “Sapphire
of France”, since in this case, it is considered a symbol
of the French monarchy. Demonstrating this stone, the
Duke appears in the portrait as a son of the king and the
holder of royal power. In addition, there is a connection
between the pendant of Philip the Bold and a similar
sapphire pendant depicted in the portrait of his brother,
Jean of Berry, and the sapphire pendant of King Richard Il
of England. Presumably, these pendants served as signs of
a special political union.

The illustrations accompanying this article include a
drawing depicting Philip the Bold from the collection of the
State Hermitage Museum, which is published for the first
time.

Keywords: costume, jewelry art, Philip the Bold, sapphire,
Ruby of Burgundy, Champmol, Order of the Broom-cod
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J>ka3 B NpOCTPaHCTBE U306pa3nTesibHOM KY/IbTypbl:
Bapuauumn MHTepMeauanbHbIX NPOeKL U

AHHOTauus. AKTyanbHOCTb T€Mbl OMpPeAensieTcs UHTEeH-
CUBHbIM Pa3BUTUEM UHTEPMEeaNabHbIX B3aMMOAENCTBINA,
B TOM Y/CNE B chepe XyAOXKECTBEHHOM KyNbTypbl. AHanm3
3TUX NPOLIECCOB MO3BONSIET MOSHEE OXapaKTEpPU30BaTb
coaep)KaHve He TONbKO XyO0XKECTBEHHO-ACTETUHECKMX
COCTOSIHWUI, HO U 60M1ee LUMPOKUX COLMOKYIBTYPHBIX KOH-
TEKCTOB. Ha aTUX OCHOBaHMsIX B CTaTbe BrepBble faeTcs
aHanus3 cnektTpa oCo6eHHOCTEN CTUINCTUYECKOro U Te-
MaTU4eCcKoro BAMSHUS [)as3a Ha co3paHue npovssepe-
HWI B NPOCTPaHCTBE BU3YasibHOW KYNbTYpbl, FNaBHbIM 06-
pa3oM B M306pasnTenbHOM McKyccTBe. PasHoobpasve
NPOEKLUMA TEeMbl [)a3a B BU3yanbHO-XyAOXKECTBEHHON
chepe B 3HAUMTENBHON Mepe O6YCOBMEHO CYLLHOCTHbI-
MU CBOMCTBaMW [>Ka30BOM My3blKW: MMMNPOBU3ALMOH-
HbIM XapaKTepoM ee CO3[aHusl, 3PENULLHOCTBIO My3bl-
KanbHbIX 06Pa30B M CaMOro npouecca My3uLMpPOBaHMS,
IKCMPECCUBHOCTBIO PUTMUKM U My3blKaslbHbIX KPacok,
HaCbILEHHOM  3MOLUMOHANbHOCTbIO,  CTUANCTUYECKUM
pa3Hoo6pasnemM U BapuaTUBHOCTbIO. [MOHMMaHWe [Oxa-
3a KaK CBOEO6pasHOro anroputma TBOPYECKON AesiTeslb-
HOCTWU MO3BONSNO BU3yann3npoBaTb COAEPXKaHNE MHO-
rMX COLIMOKYNBTYPHbIX MPOLECCOB W CUTYyaLUMWi, BO3HU-
Kalolwumx 3anpefenamm Co6CTBEHHO XYAOXECTBEHHOro
NPOCTPaHCTBa: AOMUHUPYIOLMX HACTPOEHWUI, BKYCOBbIX
OpUeHTauUum, CTUANCTUYECKUX NPEANOYTEHWUN, KynbTyp-
HbIX HOBALMN, OBLLECTBEHHO 3HAYMMBbIX COObITUR, aKTy-
anbHbIX KaK 415 A)Ka3MEHOoB, TaK 1 A5 TBOPLOB n3obpa-
3uTenbHbIX apTedakToB. OCobylo 3HAaYMMOCTb 06pasyeT
CMOCOGHOCTbL A)Ka3a nepeaatb B SPKMX o6pasax HacTpo-
€eHVe peasibHOro  KyNbTYPHO-UCTOPUYECKOrO BPEMEHH,
ero atMmocoepsbl 1 KONAn3nin. 3tm obpasbl NpoeLmnpyoT-
Csi B BU3yanbHO-M306pasnTeNbHYO cpefy, BOCTPUHMUMA-
10TCS XYAOXHUKAMWN U HaXoOsT BapuaTUBHbIE BOMJIOLLE-
HUS B CYyGbEKTVBHbIX BU3yaslbHbIX 9KBMBaneHTax. Boixoas

[aHHble aBTOPOB. AHHOTaUMK

3a npefenbl CaMOJOCTAaTOMHOCTU MY3bIKU 1 M306paKe-
HWS, TaK1e NPOeKUMM PaCLUMPSIOT MO KyBTYPHBIX 3Ha-
YEHMII M CMbIC/IOB, BO3HUKAIOLWMX B XOAE 3TOr0 MHTEpMe-
AManbHOro B3aUMOLENCTBUS.

KntoueBble cnosa: MHTEPMEANANbHOCTb, [)Ka3,
BU3yasibHOE UCKYCCTBO, My3blKasibHbl 06pas,
XYLOXXECTBEHHbIV SKBUBANEHT, 3PENULLHOCTb,
NOMUCTUNNCTHKA, COLIMOKYNBTYPHbIE KOHTEKCTbI
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Jazz in the Space of Visual Culture: Variations of
Intermedial Projections

Abstract. The relevance of the topic is determined by
the intensive development of intermedial interactions,
including those in the field of artistic culture. An analysis
of these processes makes it possible to more fully
characterize the content of not only artistic and aesthetic
states but also broader sociocultural contexts. On these
grounds, the article for the first time analyzes the spectrum
of features of the stylistic and thematic influence of jazz on
the creation of works in the space of visual culture, mainly in
thevisual arts. The variety of projections of the jazztheme in
the visual and artistic spheres is largely due to the essential
properties of jazz music: the improvisational nature of its
creation, the spectacularism of musical images and the
process of music reproduction itself, expressive rhythms
and musical colors, strong emotionality, stylistic diversity
and variability. The possibility of free self-expression in
the process of creative improvisation has attracted artists
of various trends and styles to jazz as a cultural theme.
Understanding jazz as akind of algorithm for creative
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activity has made it possible to visualize the content of
many non-artistic sociocultural contexts that are relevant
both for jazz musicians and for the creators of visual
artifacts. Of particular importance is the ability of jazz to
vividly convey the mood of real cultural and historical time,
its atmosphere and collisions. These images are projected
into the visual and pictorial environment perceived by
artists and find various embodiments in subjective visual
equivalents. Going beyond the self-sufficiency of musical
and visual works, such projections expand the field of
cultural designations and meanings that arise in the
course of the intermedial interaction.

Keywords: intermediality, jazz art, visual art, musical
image, visual image, artistic equivalent, spectacularism,
polystylistics, socio-cultural contexts
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Kpyrnbin cton «3cTteTuka CoBeTCKon
KMHOKOMeauu». AKCLLIeHTPUKa, aBTopckoe Havyano,
0PULUNO3HBIN KOHTEKCT

AHHOTaums. [o HefaBHEro BPEMEHW I3CTETUKa Kome-
[N B KWMHO Haxoaunacb Ha nepudepun BHUMaHWUS Ha-
yKn 06 uckycctee. He B nocnegHiolo ovepenp 310 6bino
CBS3aHO C TEM, YTO aHaNN3 KOMUYECKOTO 6bl1 OTOABUHYT
B TE€Hb U3Yy4YEHMEM UIPOBOIN OTHOCUTENIBHOCTU, XapaKTep-
HOM ANs MOCTMOAEPHUCTCKUX TEHOAEHLMIA B SKPAHHbIX
nckyccTBax koHua XX 1 Havana XXI Beka. Mexxay Tem co-
BETCKasi KWNHOKOMELMS OCTaeTCs OAHOW 13 BEPLUMH pa3-
BUTUS JAHHOMO >KaHPOBOrO HanpaBieHUs B KNHEMaTO-
rpade XX Beka. A ynagok KOMeanm B COBPEMEHHOM POC-
CUIACKOM KMHemaTorpade noby>kaaeT BEPHYTLCS K OMbITy
LeeBPOB COBETCKOro nepuoaa. C aTuM u cBsidaHa aKTy-
anbHOCTb TEMbI: KOHTEKCTbl KOMWUYECKOro W CMEXOBOIo
B KMHOKOME[MSIX COBETCKOro BPeMeHMU, nx GyHKLUK Cco-
LmanbHOro, KOMMYHUKaLMOHHOIO, 3CTETUHECKOrO XapaK-
Tepa He 6biv B CBOE BpeMsl MOAPOGHO U BCECTOPOHHE
nccnepoBaHbl. HoBM3Ha MNOAXOLOB CerogHsi cBs3aHa
C BO3MOXHOCTbIO CBOGOAHOr0O OT UAE0I0rMYECKOro AaB-
NIeHUs, MakCUMasibHO NOAPOGHOrO PacCMOTPEHMs], a oT-
YacTu v nepecmoTpa GopManbHbIX U copepdKaTesbHbIX
0COGEHHOCTEN COBETCKOM KMHOKOMEAUN. [JaHHbIA Hay4-
HbI NpoLecc coveTaeT B ce6e METOAbl UCKYCCTBOBEAE-
HWS, KYNbTYPONOrnn, oT4acTU GONbKNOPUCTUKM U aHTPO-
nonoruu.

B naHHOM 0630pe ocBelalTcs [oKnagbl, NpPoYnTaH-
Hble Ha KPYr/iom cTone «3CTeTKa COBETCKOM KMHOKOME-
[MN», OPraHN30BaHHOM CEKTOPOM XYA0XKECTBEHHbIX NPOo-
6nem maccmenmna focyaapCTBEHHOrO MHCTUTYTa UCKYC-
CTBO3HaHUSI 1 COGPaBLUEM YYEHbIX Pa3HbIX MOKONEeHUIN
13 BI'MKa, Cotosa kuHematorpadpuctos PD, PITY, BLLDS,
Akapemuu MeamanHaycTpum, CBo60AHOro yHuBepcuteTa
W APYruX MHCTUTYTOB. Llenb Kpyrnoro crona 3aknto4yanacb
B BbISIBIEHNIN OCHOBHbIX (a3 IBONIOLIMN KOMEANM B KMHE-
maTorpade COBETCKOro BpeMeHH, B CBSI3N C YeM ovepes-
HOCTb IOKNAA0B yYUTbIBaNa UCTOPUYECKYIO XPOHOIOMUIO
NOSIBNEHNS TEX UN MHbIX GUIBMOB U XaHPOBbIX pPasHO-
BuaHocTel komeaun. C MOMeHTa CTaHOBNEHUS KUHOKO-
Meammn B 1920-1940-x ropax 3apukcupoBaHa cmeHa du-
nocodpckmx napagurm, TpaHchopmauum 3KCLEeHTpuye-
CKOro Hayana, ¢opMMpoBaHNE HOBbIX XYAOXECTBEHHbIX
06pa3oB 1 MOTMBOB. 3aKOHOMEPHbIM 6bII0 Y BHUMaHWe
vncenepoBatene K npoénematvke B3auMOOTHOLLEHMWS
o6LLecTBa 1 rocyaapcTaa, KOHUENUMSM Y TEOPUSIM KOMe-
[VNHOTrO Havyana B KOHTEKCTe roc3akasos.

Oco6oe BHUMaHWe uccneposaTenein 6bino Hanpasne-
HO Ha nonnuMopduUyecKyto NpMpoay KOMeAWIHOro, crno-
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COGHOro coyetatb NMPU3M U GapCcoBOCTb, Cepbe3Hoe
1 Hecepbe3Hoe, OTKPbITO YC/IOBHOE W YKU3HEMNOAOGHOE.
Pspn noknanymkoB o6pallanncb K OTAENbHBIM 3/1EMEeH-
TaM MO3TUKM KUHOKOMEAUW, K COOTHOLUEHWIO BU3yasb-
HOro Y 3BYKOBOTO, K TpaHcpopmauusiM 06pasoB repo-
eB, BKpanneHusam TeatpasnbHbix $opMm, rpotecka, abeyp-
na. Bbinv npoaHanu3npoBaHbl acneKTbl PEXNCCEPCKOro
sa3blka Cepresi [epacumoBa, ViBaHa lMbipbeBa, CTaHucna-
Ba bapeu, 3gmoHaa KeocaHsiHa, lMeoprus laHenuu, Jleo-
Hupa Manpas.

KnroueBble cnoBa: KomMmepaus, coBeTckas KUHoOKomMeaus,
JXaHp, Tparmkomeagus, acteTnka KNHOA3bIKa,
BKCLUEeHTpUKa, od)mumaanaa KynbTypa, aBTOPCKOE KNHO,
Neonwng Mainpan, Nreopruin OJavenus, Cepren lepacrmos,
WBaH lMbipbeB, CTaHucnas bapes
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Round Table “Aesthetics of Soviet Film Comedy”.
Eccentric, Author’s Principle, Official Context
Abstract. In the modern period the aesthetics of comedy
in cinema was on theperiphery of the attention
of the science of art. Not least, this was due to the fact that
the analysis of the comic was relegated to the background
by thestudy ofthe playful relativity characteristic
of postmodern trends in the screen arts of the late 20th
and early 21st centuries. Meanwhile, Soviet film comedy
remains one of the pinnacles in the development of this
genre in the cinema of the 20th century. And the decline
of comedy in modern Russian cinema prompts areturn
to theexperience of the masterpieces of the Soviet
era. Therelevance of the topic is connected with this:
the contexts of the comic and laughter in Soviet comedies,
their functions of asocial, communicative, aesthetic
nature were not studied in detail and comprehensively in
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their time. The novelty of approaches today is associated
with the possibility of free from ideological pressure and
the most detailed consideration, and in part arevision
of the formal and substantive features of the film comedy
of the Soviet period. This scientific process combines
the methods of art history, cultural studies, folklore and
anthropology.

This text reviews the reports at the Round Table “Aesthetics
of Soviet Film Comedy”, organized by the Mass Media
Arts Department of the State Institute for Art Studies
and which brought together scientists of different gen-
erations from VGIK, theUnion of Cinematographers
of the Russian Federation, the Russian State University
for the Humanities, the Higher School of Economics,
the Academy of the Media Industry, the Free University
and other institutions. The purpose of the round table was
to identify the main phases of the evolution of comedy in
the Soviet cinema, and therefore the order of the reports
took into account the historical chronology of the appear-
ance of certain films and genre varieties of comedy.
Since the formation of film comedy in the 1920s - 1940s,
achange in philosophical paradigms, the transformation
of an eccentric principle, the formation of new artistic
images and motives have been recorded. The attention
of researchers to the problems of the relationship between
society and the state, concepts and theories of the com-
edy principle in the context of government orders was also
obvious.

Particular attention of researchers was directed to
the polymorphic nature of comedy, capable of combining
lyricism and farcicalness, serious and frivolous, openly
conditional and life-like. A number of speakers addressed
to theindividual elements of the comedy film poetics,
the relationship between visual and sound, transformations
of characters’ images, inclusions of theatrical forms,
grotesque, and absurdity. Aspects of the film language
of Sergei Gerasimoy, Ivan Pyryev, Stanislav Barei, Edmond
Keosanyan, Georgy Danelia, Leonid Gaidai were analyzed.
Keywords: comedy, Soviet comedy cinema, genre,
tragicomedy, film aesthetics, eccentric, official culture,
independent film, Leonid Gaidai, Georgy Danelia, Sergei
Gerasimoyv, lvan Pyryey, Stanislav Barea
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WTanbsaHCKUM KWHOBApPUaHT rorosieBCKou
«lWunHenn»

AHHOTauusa. B cTatbe aHanuampyeTrcs py6exkHbld ans
KuHo Utanun dunbm pexumccepa Anbbepto JlatTyanbl
«[ManbTo», KOTOPLIN NpPeacTaBnsieT CO60N dKpaHU3aLno
BennKon roroneBckon «LLuHenn». MNpobnema akpaHu-
3auuK, B CYLLHOCTW, UMeEeT [Ba WU3MepeHUs - NepeBop,
XY[OXXECTBEHHOW CTPYKTYpbl si3blka OQHOro BMAa WUC-
KYCCTBa Ha A3blK [pYroro 1 MHTepnpeTaums 13 onTuku
CBOEro BPpeMeHW W HauMoHaNbHOM KynbTypbl. MpeameT
CTaTbV - PAacCMOTPEHWE TBOPYECKOro PELUeHUs 3TUX
npo6nem pexxuccepom ¢unbma. Mo 3amevanumio X.-I. Ma-
[amepa, Knaccuka NnpuoTKpbIBaeT CBET UCTUHE. Boccos-
[aHVe KNacCUYecKoro NuUTepaTypHOro HacneacTsa
cpeacTBaMu KnHematorpada npecnenyet Ty ke 3apa-
4y. B 0cO6€HHOCTM 3TO aKTyaslbHO B CTPaHe MTepaTypo-
LLEHTPUYHOWM KyNnbTypbl, KakoBou aBnsieTcs Poccus. Tema
«MaNileHbKOro YesioBekay 3a NoYTu iBa BeKa CO BpeMeHUn
Hanucanus «LLnHenn» octaetcsa akTyanbHONM, U He ToNb-
ko B Poccun. Mpu 3TOM B CUAy TOrO, 4TO KJlaccrka MHO-
rorpaHHa, UCTUHa BHEN OTKPbIBAETCS C pasHbIX CTO-
POH B 3aBUCMMOCTU OT BPEMEHWU U KYNIbTYPHON MOYBbI.
dunbm  «ManbTo» M306paXkaeT U BbipaXkaeT npobre-
My «MasieHbKOro YenoBeKka» W3 ornpeneneHHon TOUKM -
Wtanuun 1952 ropa. Uenun ctatbu: 06HapY)XUTb OTANYUS
B O6pa3e rnaBHOro NepcoHaXa OT ero Pycckoro npo-
TOTUNA; BbISIBUTb OCOGEHHOCTU CIOXETHOM CTPYKTYpbI
1 )KaHPOBbIX MEXaHW3MOB; ONPEAENUTb MECTO KapTUHBbI
B UCTOPUN KMHO UTanuu. ABTOp nccnenoBaHusi Npuxo-
OMT K BbIBOAY, YTO CO3[aHHas B Mepuon Heopeanusma,
a ToYyHee, B MOMEHT pacLUMpPEHNs ero nannTpbl, NEpPexo-
a B «pO30BbIA» Nepuop, aKpaHusauus Jlattyaapl B oyxe
BpeMeHN WHTepnpeTupyeT TekcT H.[lorons Bcouu-
afbHOM KJ1toYe, MpU 3TOM CMSsiryasi roroneBCKUn eakuin
AVCKypC. B npouecce MCTONKOBaHUS XYAOXECTBEHHO-
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CMbIC/IOBOI TKaHW ¢uibMa BbISBIAOTCA NPU3HaKK, Xa-
paKTepHble B fanbHeNWeM As1 HEKOTOPbIX Hanpasne-
HUI KMHO UTtanuu.
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The Italian Cinema Version of Gogol’s The Overcoat

Abstract. The article analyses the landmark film for Italian
cinem - The Overcoat directed by Alberto Lattuada,
an adaptation ofthegreat Gogol's The Overcoat.
The problem of screening, in fact, has two dimensions -
the translation of the artistic structure of one art’s lan-
guage into the language of another and interpretation
from the optics of its time and national culture. The subject
of the article is the consideration of the creative solu-
tion of these problems by the film editor. According to
the remark of H.-G. Gadamer the classics reveal the light
of truth. The same task is pursued by the reconstruction
of the classical literary heritage by means of cinematog-
raphy. This is especially relevant in a country of literary-
centric culture such as Russia. The theme of a person
of little mark has remained actual during almost two
centuries since the writing of The Overcoat, and not only
in Russia. At the same time due to the fact that the clas-
sics are multifaceted, the truth opens in it from different
sides, depending on the time and cultural soil. The film
The Overcoat depicts and expresses the problem
of aperson of little mark from a certain point- ltaly in
1952. The objectives of the article are the following: to dis-
cover differences in the image of the main character from
his Russian prototype; to identify the features of the plot
structure and genre mechanisms; to determine the place
of the film in the history of Italian cinema. The author
of the study comes to the conclusion that the adaptation
of Lattuada, created during the period of neorealism,
or rather the moment of expanding its palette, the tran-
sition into the “pink” period, interprets Gogol's text in
asocial way in the spirit of the times, while softening
Gogol’'s caustic discourse. In the process of interpreting
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the artistic and semantic texture of the film, the signs that
characteristic for some lItalian cinema trends in the future
are revealed.

Keywords: Italian cinema, classics, Gogol, adaptation,
interpretation, a person of little mark, Alberto Lattuada
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Peuenuus waxmaTHoOro crnopra B oTe4ecCTBEHHOM
KuUHO 1970-1980-x roaos

AHHOTauums. B ctaTbe aHannanpyoTcs o6pasbl LiaxmaTHO-
ro crnopTa B XyOO)KeCTBEHHOM KuHo 1970-1980-x ronos.
AKTyanbHOCTb TEMbl CBSi3aHa C BO30GHOB/IEHUEM WHTE-
peca K lwaxMataM 1 UCTOpUM LLaxMaTHOro cropra B Co-
BPEMEHHbIX GuUIbmax UM cepmanax. ABTop ob6paliaercsa
K COBETCKOW NpeabICTOPUM COBPEMEHHOIO MOMysiPHO-
ro ¢ounbma o WwaxmaTucTax, YTo A0 HefaBHEro BPeMeHM
oCTaBanocb Ha nepvdepun MCcneaoBaTebCKUX UHTe-
pecos. MpeamMeToM cTaTbu SBASETCA peLenums waxmar-
HOro crnopTa B TPex COBETCKUX KMHOOUNbMax u3bpaH-
Horo nepuopa: «Ipoccmerictepy, «benbii cHer Poccum»
1 «KanabnaHka». Bbi6op aHanuanpyembix GpuabmMoB npo-
[VKTOBaH UX TEMaTUYECKMM eMHCTBOM - TpaHCcasumen
o6pasa LaxmarT He Kak Urpbl, CpeacTBa focyra Unu Kom-
MyHUKaLWK, a Kak Buaa cropta. HoBusHa nuccnenoBaHus
3aK/to4aeTcs B PaCCMOTPEHUN Manousy4yeHHOro mare-
puana ¢ TOYKN 3PEHUS ero Xy[0XeCTBEHHbIX OCO6EHHO-
CTel, CPaBHEHUN CIOXETHOWN KaHBbl GUNBMOB C UCTOPU-
YECKMMWN  COGBLITUAMMW, BbISIBNEHUM  KOHLENTYanbHbIX
naTTepPHOB BOCMPUATUS JIMYHOCTU B UCKYCCTBE MO3AHEe-
COBETCKOro nepvopga. [leoe 13 Tpex repoeB COBETCKO-
roO KMHO - peasibHO CyLeCTBOBaBLUNE UTPOKKU. B dunbme
«poccmeiicTep» Co3AaH 06pa3 COBETCKOro UHTENINIeH-
Ta, HaXOAsLLEro B LUaXMaTHOM Urpe cnoco6 camopednex-
cuwn. ins Hero no6eaa n 3aBoeBaHUe TUTYNa, HEO6Xo0aM-
Mble 151 NONIOXXEHWS B O6LLECTBE, KaXXYTCSA HE TaKUMK Cy-

[aHHble aBTOPOB. AHHOTaUMK

LLECTBEHHbIMM, KaK yB/le4eHe CaMmnM NPOoLIECCOM Urpbl.
KunHoneHTa «Benbii cHer Poccum» ocHoBaHa Ha dak-
Tax U3 XXW3HW WwaxmaTucta AnekcaHgpa AnexvHa. ABTo-
pbl dunbMa NokasbiBaloT, YTO AN [NIaBHOMO repost Lax-
MaTbl - Npu3BaHWe U eOMHCTBEHHO ajeKBaTHbIA Moayc
cylecTBOBaHMsA. M x0T HappaTuUB KapTWHbI cocpepfo-
TOYEH BOKPYr MONMTUYECKOro nnacrta 6uorpaduu, Ane-
XWUH npeacTtaeT TUMUYHBIM FepoeM Mo34HEeCOBETCKO-
ro KMHO, NOrpy>KeH B KOHGAMKTbI IMYHOM XU3HW. TpeTunin
dunbm noceslweH Xoce Paynto Kana6naHke n npeacras-
NSET CMELLUEHNE peanbHbIX UCTOPUYECKMX HAKTOB C XyA0-
YXECTBEHHbIM BbIMbIC/IOM B 61orpapumyeckor menogpame
C LEHTpanbHOM naeann3mpoBaHHOM GUrypon Ky6UHCKO-
ro waxmatucra. Bo Bcex Tpex cnydasx cospartenei Kap-
TUH MHTEepecyeT MeXAyHapOAHbI WaxMaTHbIA CNOPT, KO-
TOPbIN NPeAcTaeT HeoTAENMMbIM OT NOAUTUKK. B «Kana-
6naHKe» NonnTUYeckas CTOpoHa HauMeHee pa3BepHyTa
Kak camocTosTeNbHas Tema, HO BCe-Taku BaykHa AN1sl Clo-
»eTa. Yepes aHann3 CMbICNIOBbIX CNIOEB W BblpasuTeib-
HbIX cpeacTB GUIbMOB aBTOp CTaTbu onpenensieT cneu-
MOUKY NPUCYTCTBUSI LUIAXMaTHOroO CropTa B COBETCKOW
aKpaHHOW KynbType. O6GHapyeHbl TpW pasHbix narrep-
Ha pasBuTMS o6pasa LWaxmMaTHOro crnopra: Cnoco6 camo-
MO3HaHWSA 1 CaMOPa3BUTUS ANS repos; CNopT ANst UHTEN-
NIUreHLmMK, B KOTOPOM OCHOBOW SIBNSIETCS TOPXKECTBO pas-
yMa; anneropusi nto60BHbIX B3aUMOOTHOLLEHUI MexXay
MY>KUUHOW N YKEHLLNHOWN.

KnioueBble cnoBa: akpaHHas Ky/bTypa, Cropr,
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The Reception of Chess in the Soviet Films

of the 1970s-1980s

Abstract. In this article, the author analyzes the image
ofchess in theSoviet films of the 1970s-1980s.
The relevance of the topic is associated with the renewed
interest in chess and its history in modern films and
television series. The author focuses on the Soviet back
story of films about chess players, which until recently
remained on the periphery ofresearch. The subject
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of the article is the reception of chess in three Soviet
films of the selected period: Grandmaster, White Snow
of Russia, and Capablanca. The choice of the films under
analysis was motivated by their thematic unity, which
consists in translating the image of chess not as a game,
leisure activity, or a way of communication but as a sport.
The novelty of the research lies in studying insufficiently
explored material, comparing the film plot with historical
events, and identifying conceptual patterns of how
apersonality is perceived in late Soviet art. The main
characters of the films are professional chess players,
two of them based on real people. The film Grandmaster
depicts an image of a Soviet intellectual who finds a game
ofchess to be aform of self-reflection. White Snow
of Russia is based on the facts from the life of the chess
player Alexander Alekhine. As presented in the film, for
the protagonist chess is avocation and the only suitable
mode of existence. Although the narrative is centered
around the political aspects of Alexander Alekhine’s
biography, he is portrayed as atypical character of late
Soviet cinema, involved in a personal conflict. The third film
is a biographical melodrama about the idealized historical
figure of the Cuban chess player José Rall Capablanca,
which presents a mixture of real historical facts and fiction.
In all three films, the filmmakers focus on the international
sport of chess, which appears to be inseparable from
politics. In Capablanca, the political theme is the least
developed one, but it is stillimportant for the plot. Through
the analysis of the semantic layers and expressive means
of the films, the author of the article points out specific
features of the presentation of chess in the Soviet screen
culture. This allows identifying three different patterns
of the development of the image of chess: away of self-
knowledge and self-development for the character, a sport
for theintelligentsia based on the triumph of reason,
and an allegory of love relationships between a man and
awoman.

Keywords: screen culture, sport, chess, Soviet
cinematography, chess player, foreign countries,
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Yuri Averbakh

Received 2710.2021

Accepted 18.01.2022



