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CTpPYKTYpPHble 0CO6EHHOCTU KMUHONOBECTBOBaHUS

B paHHUX Komeausax YannuHa

AHHoTauums. B ctatbe paccmarpuBaeTcst OpUriMHaribHbIN Croco6
pas3BuUTUS OENCTBUS, MOCTPOEHUSt HappaTUBa B PaHHUX GUsib-
max Yapnm YannmHa. Mo cpaBHEHWIO C TPaAMLIMOHHBIMU MoAe-
JISIMU KMHOIMOBECTBOBAHMIS, B KOTOPbIX €CTb TPAeKTOpUs nepe-
MeLLEHNI [IaBHOrO repos Yepes NPOCTPaHCTBEHHbIE MPaHuLbI
MWPOB C YEPEL oM UCTIbITaHUI, NOTEPL/OBPETEHNIA N KOHEYHBIM
BO3BpPALLEHEM O6HOBNEHHOTO reposi, BENMKUIA KOMUK paspa-
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6aTblBaeT VI BHELPSIET CTPYKTYPY, OCHOBaHHYIO Ha CBOVCTBE re-
oSt Npv NonagaHm B HEOBbIYHbIN 415 HETO MUP aHHUTUINPO-
BaTb CMbIC/Tbl U NPaBW/Ia, Ha KOTOPbIX OCHOBaH MPMBbIYHbIA MUP
[Lpyrux nepcoHaxen, obbl4HbIX ntopeit. Ensa nv He ¢ nepBbix ca-
MOCTOSITENbHbIX PAGOT HYanMH MCMonb3yeT TeaTpasbHbIA Npy-
©M KBUMPOKBO, MyTaHWLbl, BO3HUKLLEN B pesynsTaTe OLnGoY-
HOro y3HaBaHUsl, Kak [/151 AOCTUXKEHWSi KOMUYECKoro abdekTa,
TaK v s 3aa4 KMHOMOBECTBOBAHMS, YTOGbI MOKa3aTh rnaB-
HYI0 YepTy CBOErO reposi — 3T HeroBEeK BCEra OKasblBaoLLMIA-
CS1 HE Ha CBOEM MECTe, HE UMEIOLLIIA MAEHTUYHOCTU. OH NGO
caM Bblgaet cebsl 3a Apyroro, M0 ero NPUHUMALOT He 3a TOro,
KEM OH SIBNISIETCS Ha CaMOM Aefe, Y TakUM 06Ppa3oM MPOHNKa-
€T B CTPaHHOE [/151 HEro MPOCTPAHCTBO, 3aKOHbI OpraHM3aLmmn
KOTOPOTO OH MOAPbIBAET HENEMNbIM MOBEASHNEM, FaramMu, A0-
BOASA HOPMbI 10 a6Cyp/a, XOaTU3MPYS CIIOKMBLLIMIACA MOPSAOK.
KnroueBblie cnosa: paHHue komeann Yapnu YannvHa,
CTPYKTypa NyTu reposi, MeTof, KBUMPOKBO, 3hheKkT
OoCTpaHeHust
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Structural Features of Film Narrative in Chaplin’s
Early Comedies

Abstract. The article studies the original way of an action
developing, building a narrative in the early films of Charlie
Chaplin. Compared to traditional models of film narration
in which there is a trajectory of the main character moving
through the spatial boundaries of the worlds with a series of
trials, losses / gains, and the final return of the renewed hero,
the great comedian develops and implements a structure
based on the character’s ability to annihilate when he enters
an unusual world for him meanings and rules on which the
familiar world of other characters, ordinary people, is based.

[aHHble aBTOPOB. AHHOTaLMK

Almost from the first independent works, Chaplin uses the
theatrical technique of the quirky quo, the confusion that
arose as a result of erroneous recognition, both to achieve
a comic effect and for the tasks of film narration, in order
to show the main feature of his hero —this is a person who
always finds himself out of place, not having an identity. He
either pretends to be someone else, or he is not taken for
who he really is, and thus penetrates into a strange space for
him, the laws of organization of which he undermines with
ridiculous behavior, gags, bringing the norms to the point of
absurdity, hoatizing the established order.

Keywords: Charlie Chaplin’s early comedies, the
structure of the hero’s journey, the quirks quo method, the
estrangement effect

Received 19.01.2023

Accepted 31.01.2023

CemeHoBa EneHa AnekcaHppoBHa

Kangunpat neparormyeckumx Hayk, aupektop HIM «Teatp-
OKC», 105082, Poccus, MockBa, yn. bonbluas MNo4ytoBas,
18/20

ORCID ID: 0000-0002-1316-3162

ResearcherID: ABA-3493-2020

semenova05@list.ru

YOK 008.001.14

BBK 71

DOI: 10.51678/2226-0072-2023-1-30-67

Teopuu romopa B U3yuyeHuu purypbl KoyHa
AHHoTaums. PaccmatprBaeTcs npo6nema noaspHoOCTy To-
KOBaHW GUrypbl KNOyHa B HAy4YHOM AUCKYPCe, OGHapY»Xun-
BatoLLeM AedPULNT UCKYCCTBOBEAYECKMNX U KYNbTYpoiornye-
CKUNX TEOPUIA, CNOCOBHBIX 06BACHUTb CBA3b GUIrypbl K/TOyHa
CO CMEexX0BOW CTUXMen. HecMOoTps Ha TO YTO B 6O/IbLUIMHCTBE
VccnenoBaHUin akLEHTUPYETCS BHUMaHWE Ha CMeXe KNo-
yHa, B HUX OTCYTCTBYET aHanu3 ero cneundukm. CtaBut-
Cs 3a,a4a OTOMTH OT YCTOSIBLLEr0Cs PACCMOTPEHUS K10y~
Ha B Ka4yecTBe XYL0XXeCTBEHHOro o6pasa 1 KOMUYEeCKoro
nepcoHaxa. BbigBrraeTcs runotesa, CornacHo KoTopow
3BOJIIOLMOHHbIE TEOPUW IOMOPa 0611aAatoT BbICOKUM Be-
PUPMKALIMOHHBIM MOTEHLMANOM U3YHEHNS GUTYpPbl KNOYHA.
[enaeTcs BbIBOA, YTO NPU MNOMOLLM MEXANCUUMNAUHAPHON
3BOJIOLMOHHON TEOPUIN CMEXA 1 pa3paboTaHHOM Ha ee OCc-
HoBe Teopumn tomopa A.T. KosnHLeBa BO3MOXHO AoKasaTb
B3aMMOCBS3b PEHOMEHA KoyHa 1 Npupoabl cmexa. Pac-
cmaTpuBaeTCsi MPEeANoIOXKEHNE, COrNacHO KOTOPOMY Ye-
NOBEK SBNSIETCSA €AMHCTBEHHbBIM BUAOM, CMTOCOGHbBIM K Ce-
MUWO3NCY N FOMOPUCTUYECKOI MeTapednekcuw, 6narogaps
4YeMy ero MOXXHO OTHECTMN K CaMOMy NMOBEPXHOCTHOMY o~
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MWHUAY, T.€. KMNJIOCKOMY XMBOTHOMY» (NoHsTue XK. [enésa),
o6napatoLLeMy lOMOPOM, YTO KBUBANIEHTHO KJIOYHY. Pesynb-
TaTbl UCCNEAOBaHUS MOTYT GblTb MCMONb30BaHbI 415 Aalb-
HeNLero N3y4YeHusi OTIMYUS KITOYHa Kak XyA0XeCTBEeHHO-
ro o6pasa (penpeseHTaumm) B Npou3BEAEHUN UCKYCCTBA.
KnioueBble cnoBa: K/10yH, 9BOMOLMOHHas TeEopUst
tomopa, A.T. KoanHueB, cMex, Xy0XeCTBEHHbI 06pas,
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The Theories of Humor in the Study of the Clown Figure
Abstract. This article continues the research of the author
in the field of studying the phenomenon of a clown. The
author discusses the problem of polar interpretations of
the figure of a clown in scientific discourse, where there is
a noticeable absence of convincing art history and cultural
theories and concepts that can explain the connection
between the figure of a clown and the phenomenon of
laughter and humour. It is noted that, despite the fact that
most studies focus on clown laughter, they do not analyse
its specifics. In connection with the problem posed, the
author suggests shifting away from the established paradigm
of considering a clown as an artistic image and a comic
character, and puts forward a hypothesis, according to
which evolutionary theories of laughter and humour hold
considerable verification potential for studying the clown
figure. The author concludes that based on A.G. Kozintsev’'s
interdisciplinary evolutionary theory of laughter and the
theory of humour, it is possible to prove the relationship
between the clown phenomenon and the nature of laughter.
The article discusses the assumption that man is the only
species capable of semiosis and humorous meta-reflection,
due to which he can be considered the most superficial
hominid or “a flat animal” (the concept of G. Deleuze) that
has humour, which is equivalent to a clown. The results of this
research can be applied when studying the peculiarities of
a clown as an artistic image (representation) in a work of art.
Keywords: clown, evolutionary theory of humour,

A.G. Kozintsey, laughter, artistic image, humorous self-
denial, art
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MparmacemaHTUKa cMexa B UHTEpHeTe:
LLeHHOCTHO-HOPMaTUBHas perynauus

WU OTBETCTBEHHOCTb

AHHoOTauumsa. CoBpeMeHHble NHGOPMaLMOHHO-KOMM-
YHUKaTUBHbIE TEXHOIOTMU B UX LMGPOBOM N3BOAE C aK-
LLeHTOM Ha BM3yanunsauuio NopoauIv ABa Bbi3oBa CMe-
XoBoW KynbType. Jaxe B UHGOPMaALUOHHOM MacCOBOM
obuiecTBe TpaguumoHHble CMW TpaHcnnpoBanu arpern-
POBaHHbI OTO6PaHHBIN (LEH3YPON, peaakLMaMK, XXypHa-
NIUCTaMM U T.[4.) KOHTEHT Kak Hekue B U3BECTHON cTene-
HU HOPMAaTUMBHbIE CouMalnbHble 3Ha4YeHUs, KOTopble OC-
MbICNISNNCH peuunueHTammn. COBPEMEHHbIN e MaclTab
[OCTYMHOCTU Mena No3BO/SET NPakTUYECKU KaXKaAoMy
nonb30oBaTeNto AEMOHCTPUPOBATb, BBOAUTL B NyG/IMYHOE
NPOCTPaHCTBO HEMOCPEACTBEHHO JIMYHOCTHbIE AMOLIMO-
Ha/IbHO OKpaLUeHHble OLEHKM 1 nepexxmBaHus. B pesynb-
TaTe NPOVCXOAUT MHTEHCHBHOE Ha/lOXXeHWe, NnepeceyeHne
CMBIC/IOBbIX KaPTVUH MMPa 1 MOPOXAAOLLUMX UX LLEHHOCTHO-
perynsTMBHbIX cucteM. OTo, B CBOIO O4epepb, NopoxaaeT
nuTaTeNbHylo Cpeay HacMmelleK, GyNnHra, TpaBau, yrpo-
3bl penyTauusaMm, 300POBbIO, @ UHOTAA U XXM3HW. CneacTeum-
€M Yero sBAseTca HapacTatolasi AMBEpreHums coumyma,
«OCKOPG6NIEHNE YYBCTBY», HEJOBEPUE U arpeccusi, a CMeLL-
HOe CTaHOBUTCS TPYAHO pacrno3HaBaeMbIM B KayecTBe Ta-
KOBOTO — He TOMIbKO A/151 KOHTPOMMPYIOLLMX MHCTaHUMIA, HO
W ANsi caMuyx Nnonb3oBaTenem.

Kpome Toro, usmeHunacb peuenums, pacnosHaBaHne
cMeLlHoro. Ecnu paHee cmex TpeboBan U3BeCTHOM cTene-
HU pedneKkcum, BbIXo4a B HEKUIA KOHTEKCT, YTO6bl ANCTaH-
LMpOBaTbCs, 0CO3HAB HECOCTOSTENIBHOCTb OTK/IOHEHNS OT
pasfensemMon v XXenaeMor HOpMbl, TO TeNepb CMeX Bbl-
CTynaeT KaK MpocTas HenmocpeacTBeHHas peakums Ha on-
LMo «cmex». OTO BbipaXkaeTcsi, Hanpumep, Bo Bce 60/1b-
Len yTpaTe KynbTypbl aHEKAOTa U BbIXOAE Ha MEPBbIV NnaH
KyNbTypbl TPAHCALMK Mema.
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Bo3HukaeT HeTpuBManbHas npo6rema MHOromep-
HOCTW CMELLHOrO, BK/IloYas Kak pacrno3HaBaHue LIeHHOCT-
HbIX PETYNSTUBOB CMEXa, TaK U IMYHOCTHYIO OTBETCTBEH-
HOCTb (Nappecuio) 3a NpeabsBIEHNE CMELLHOIO U ero UH-
TepnpeTauuio.
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The Pragmasemantics of Laughter on the Internet:
Value-Normative Regulation and Responsibility
Abstract. Modern information and communication
technologies have given rise to two challenges to the culture
of laughter as a result of digitalization and an emphasis on
visualization. Traditional media in the mass information
society broadcast content (selected by censorship,
editors, journalists, etc.) as some sort of normative social
meanings, which were comprehended by the recipients.
The modern scale of media accessibility allows almost every
user to demonstrate and introduce directly into the public
space their personal emotionally coloured assessments
and experiences. As a result, there is an intense overlap,
an intersection of semantic worldviews and the value-
regulatory systems that generate them. This, in turn, creates
breeding ground for ridicule, bullying, harassment, threats to
reputation, health, and sometimes life. The consequence of
this is the growing divergence of society, “insulted feelings”,
distrust and aggression; and the ridiculous becomes difficult
to recognize as such — not only for the controlling authorities,
but also for users themselves.

In addition, reception and recognition of the ridiculous
have changed. If earlier laughter required a certain degree
of reflection, entering a certain context in order to distance
oneself, having realized the inconsistency of deviation from
the shared and desired norm, now laughter acts as a simple

[aHHble aBTOPOB. AHHOTaLMK

direct reaction to the “laughter” option. This is expressed, for

example, in the ever-increasing loss of the culture of anecdote

and the culture of broadcasting a meme, coming to the fore.
A non-trivial problem of the multidimensionality of the

ridiculous arises, which includes both recognition of value

regulators of laughter and personal responsibility (parrhesia)

for the presentation of the ridiculous and its interpretation.

Keywords: Internet, control, responsibility, parrhesia,

pragmasemantics, laughter, value-regulative systems,

digitalization
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AkcnaHcusa kKamepHocTu. MynbTdunbm 3peHeka
Munepa «KpoTuk B ropoae» kak catupa Ha
ob6ecTBo Yexocnosakmum BpemMeH HopMmanusauum
AHHoTaumsa. Copok net Hasag, B 1982 roay Bbiwen ye-
XocnoBauKuii MynsTdunbm «KpoTuk B ropoge». BoamorkHo,
caMbli U3BECTHbIN aNn304, 0 KpoTuke — Nto6MMom nepco-
Ha)Ke YeLLCKOM KyNbTypbl — 3TO UCTOPUS O TOM, Kak KpoTuk
¢ apy3bamu (Exxnukom v 3anuem) nonagaroT B Meranonuc.
B Poccun n3BeCTeH He TONIbKO MyNbTOUIbM, HO U KHUra.
Ckaska HeOJHOKPaTHO NnepewnsaaBanach Ha PYCCKOM S3blKe.
MynbTdunbm Munepa anennmpyet Kak K CUIOMUHYTHbIM
peanvam anoxu, Tak 1 K LLMPOKOMY KOHTEKCTY YeLICKOon
CMEXOBOW Ky/bTypbl. YacTHbIV, MECTaMU HEMYTEBLIN, YA3-
BUMbIV repon (LLiBelik, Apa LiumpmaH, nepcoHa)xn punb-
moB MeHLens) — B CXBaTKe C OFPOMHON M HEMPUBETIN-
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BOW peanbHOCTbIO, @ MOPOWM N HacTosWweln 6enomn (BoHa
B pomaHe laweka). CBepx3agaya 9T0ro repost He 0go-
neTb 06CTOSATENbCTBA, HE MEPeBEPHYTb MUP, @ coxpa-
HUTb ce6s. NcTopumsa o KpoTuke opraHMYHO BNUCbIBaeT-
CS1 B 9TOT KY/NbTYPHbI KOA,.

Cepus «KpoTuk B ropozie» 6blia cosfiaHa y)xe Ha 3a-
KaTe 4exoCnoBaLKoro coumannamMa. 3a BHeLWHUM, Tpora-
TeNbHbIM W YBNEKaTe/IbHbIM CHOXKETHbIM ClIOEM FrOPOACKON
OfMNCCEN repoeB MOXXHO PasrnsaeTb AOCTAaTOYHO SA0BU-
TYIO CaTUpPy Ha O6LLECTBEHHbIN CTPOW TOro BpeMeHU. AB-
TOP CTaTbW NPOCNEXMNBAET, Kak co3paTenu Mynstounbma
pasobnayatoT rynyto n 6eCCMbICIEHHYI0 BIOpOKpaTuio,
OrpaHUYEeHHOCTb YUHOBHMKOB, YXECTOKOCTb 1 6€3B03AYLL-
HOCTb 3Moxu. Ho rmaBHOE — KaK OHW y4aT COXPaHATb BHY-
TPEeHHI cBO60AY B HECBOGOOHOW CTPaHe.
KnroueBble cnoBa: Yexus, MynbTUNINKaLWS, UPOHWS,
caTupa, YeLWCcKoe UCKyCcCcTBO, 3aeHek Munep, Yewckui
KpoTtuk
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Chamber Art Expansion. Zdenék Miler’s The Little

Mole in the City as a Satire on Czechoslovakian Society
of Normalization Times

Abstract. Forty years ago, in 1982, the Czechoslovak
cartoon The Little Mole in the City was released. The story
of Little Mole and his friends (Hedgehog and Hare) who find
themselves in a metropolis may be considered the most
famous episode about Little Mole, a beloved character of
Czech culture. This story is also well known in Russia, not only
as a cartoon but also as a book. The tale has been reprinted
in several editions in the Russian language.

Z. Miler’s cartoon appeals both to the immediate
realities of the times and to the broader context of Czech
culture of popular laughter. A character, vulnerable and
sometimes light-minded (e.g. Svejk, Jara Cimrman,
characters in Menzel’s films) confronts a vast and unfriendly
reality and sometimes faces real trouble (e.g. war in
J. Hasek’s novel). The character’s grand purpose is not to
overcome circumstances or turn the world upside down,
but to preserve himself. The story of Little Mole blends
smoothly into this cultural code.
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The episode The Little Mole in the City was created in the
waning days of Czechoslovak socialism. Behind the outer,
touching and fascinating plot of the characters’ urban odyssey,
one can discern a rather poignant satire on the social order
of those times. The author of the article tries to understand
how the creators of the cartoon expose the foolish and
senseless bureaucracy, narrow-minded officials, cruelty and
the suffocating nature of the times, but most importantly, how
they teach to maintain inner freedom in an unfree country.
Keywords: the Czech Republic, animation, irony, satire,
Czech art, Zdenék Miler, Czech Mole
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Ponb necuun B punobmax Jleounpa Nanpas
AHHoTauus. CTaTbsa NOCBSLLEHA PEXNCCEPCKON pabo-
Te JleoHnpa MNanpasa c cayHATPeKoM. AKLEHT genaetcsa
Ha pa36ope Kak OpUrnHasbHbIX, Tak U 3aMMCTBOBaHHbIX
(uMTHMpPYeMbIX) NeceH BO Bcelr punbmorpadun pexxmcce-
pa. B nepBoi YacTu cTaTbl aHaNN3NPYIOTCS NPUHLMMbI
pa6oTbl Marpas ¢ pasnnyHbIMU My3blKanbHbIMU XaHpa-
MU. O4yepymBaeTCs NanuTpa 3aaeriCTBOBaHHbIX PEXUC-
CEepoM My3blKaslbHbIX )XaHPOB U cTUnei. MpocnexvBaeT-
C$l, KaK U3SMEHSIeTCs UX CMbICA (penyTauus), Npenomnssch
Yepes Npu3My KoMeannHoro xxaHpa. OroBapuBatoTcs pas-
JINYHbIE CNOCO6bI MHTEPNPETALMN PEXUCCEPOM XKaHPOB
CTapUHHOrO, CEHTUMEHTaNIbHOTO, LibIFrAHCKOro pOMaHca,
HapOoAHbIX U 61aTHbIX NeceH. Bo BTOpolt YacTu cTaTbu Bbl-
ABNSETCS PO/ib MECHU B ApaMaTyprv ranaaeBCcKmx KUHO-
KomMeaunii. ABTOp AEMOHCTPUPYET, YTO C MOMOLLbIO NECEH
[anpan BbiICTpanBaeT B3aMMOCBSI3aHHbIN My3blKanbHbI
YHVMBEPCYM Kak BHYTPU OAHOrO GWbMa, Tak 1 Mexay pas-
HbIMK GUbMamMn. AHanu3npyeTcs NPoTUBOMNOCTaBNeHNE
BW3YasIbHO-CIOXETHOr0 psiaa dpuibMa 1 My3blku, C MOMO-
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LL|bl0 KOTOPOW 03BY4MBaeTCs ann3oa. [oapo6Ho paccma-
TpWBaeTCs OCYLLECTBNEHHbIN MaiaaemM C/1oM CTEPEOTUMNOB
B OTHOLLEHWW TOrO, KaKune repoun NeCHU Kakmnx XaHpoB Mo-
ryT UCMONHATL B paMkax KOMeannHoro punbma.
KnioueBble cnoBa: coBeTCcKas KWHOKOMeAms,
KWHOMY3bIKa, NecHs B KMHO, JleoHup Manpan,
«MelLLaHcKasa» My3blka, «f BCTpeTun Bacy, «LLymen
KaMmblIWw», «Ecnun 6 5 6bin cynTaHy», «lleceHka o MeaBeasx»
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The Role of Song in Leonid Gaidai’s Films

Abstract. The article is devoted to Leonid Gaidai’'s work with
soundtrack. The emphasis is made on the analysis of both
original and borrowed songs in the entire filmography of the
director. In the first part of the article, the author analyses
the principles of Gaidai’s work with various musical genres
and outlines the range of musical genres and styles used
by the director. The article investigates how their meaning
(reputation) changes, refracted through the prism of the
comedy genre, and discusses various ways in which the
director interprets the genres of an old-time sentimental gypsy
romance, folk and criminal underworld songs. The second part
of the article reveals the role of songs in the dramaturgy of
Gaidai's comedies. The author demonstrates that with the help
of songs, Gaidai creates an interconnected musical universe
both within one film and between films. The study presents
the analysis of the contrast between the visual-narrative side
of an episode and its soundtrack and provides a detailed
examination of how Gaidai challenged stereotypes as to what
characters can perform what genre songs in a comedy film.
Keywords: Soviet comedy, film music, songs in films,
Leonid Gaidai, “bourgeois” music, “We've Met Again”,
“The Reed Was Rustling”, “A Mighty Sultan’s Song”,

“The Polar Bear Song”
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Boo6parkaemas cTonuua u peasnbHas NPOBUHLUA

B Komeaum J1. Fanpaa «MHKorumuTo ns MNetepb6ypra»
AHHOTauumsa. B ctatbe aHanusnpyetcsa ¢unbm JleoHnga
Fanpas «MHKorHuTo 13 MeTepbypray (1977), CHATLIV Mo
nbece H.B. lorons «PeBn3op». ABTOp o6paliaeT BHMMa-
HUWEe Ha COXpaHeHWe TeaTpasbHON ACTETUKU, PacKpblBato-
Lerca B MPOCTPaHCTBEHHbIX aKLIEHTaX 1 B3aMMOLAENCTBUN
C HUMM repoeB dpunbma. 3aN0XeHHoe B Nbece KoMeanii-
HO€e AP0 — HeLOPa3yMeHMe — yCUTNBAETCS SKCLEeHTPU-
YECKUMMW aKLeHTaMu, XapaKTepHbIMU A1 3CTETUKMN He-
MOro kKuHemarorpada.

KntoueBow ApamaTypruyeckoin CTpykTypon dunbma
BbICTYNalOT Pas3/INyHblE TUMbI FOPOACKNX MPOCTPAHCTB —
BOOGpaXkaeMblii 06pa3 CTONULbI U «peasibHOro» NPOBUH-
LManbHOro ropoaa, a Takxe Ananor Ux XyLoXeCTBEHHbIX
BOMJIOLLEHNI B dunbme. AKTUBaALUSA KOMEAUHbIX addek-
TOB NPOUCXOANT Ha CTbIKe NPEAESbHO CEPbE3HbIX S/IeMeH-
TOB U UX MNO-AETCKN HAaMBHOWM MHTEPMNPETaLIMN U peanvsa-
Luuun, AeKOPUPOBAHUS 1 MOMbITOK NoApaXKaHus OKpyXato-
LLero NPOCTPaHCTBa «B3POC/bIM» (CTOMMYHbIM) O6pasam.
«HeodurumanbHas» CTOpoHa XyA0XKECTBEHHOro MUpa o6Ha-
»KaeTcs CBOMM NepMaHeHTHbIM Npe6biBaHeM Ha nepude-
puM Kagpa 1 ynpsiMbiM, HO HE apTUKYIMPOBaHHbIM CTPEM-
NeHVeM BO3BpalLLaTbCs K MpUBbIYHLIM Gpopmam. Mpocne-
YKMBaETCs naes, YTo BHE 3aBUCUMOCTU OT MePapXMYECKoro
yknaaa, popMbl rocynapCTBEHHOCTH, AK3UCTEHLMS PYCCKO-
ro YesioBeka ocTaeTcs He3bl61eMow. JInLb BHELHWE aTpu-
6yTbl MEHSIIOTCSA B COOTBETCTBUM C MAEONOrMYECKUMU [0-
MUHaHTaMK, Ho Ha dyHAAMEHTaNbHOM YPOBHE YCTOSIBLUMIA-
Csl yKnap He npeTeprneBaeT 3HaUYNTENbHbIX USMEHEHWIA.

«UHKOrHUTO M3 MeTepbypra» MOXXHO OXapakTepu-
30BaTb Kak MHTENNIEKTyasbHbI anoren B3anmMoaencTens
Pas3NYHbIX 3CTETUK U KOMEANIHbBIX AOMUHAHT. BupTyo3-
HO Yepefys HarHeTaHve 1 060CTPEHNE CO CAEPXKMBAHUEM
Y cria)kusaHueMm, lanaan coxpaHseT NoCTOSHHOE Hanps-
YXEHWe 1 AMHaMVKY B ApamaTtyprum ¢punbma. OKCUeHTpU-
YeCKUne 3/1eMEHTbI, TOHKO BIJIETEHHbIE B XY[0XXECTBEH-
HYIO TKaHb, MO3BONSIOT PEXMCCEPY AOOUTLCS OCTpaHe-
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HWS FOroNIeBCKMX MOTUBOB B NMPU3Me COGCTBEHHOM 3MoxXu
1 ee Npo6nem.

KnroueBble cnoBa: komeaus, Mangan, MIHKOrH1UTO 13
MeTepbypra, PeBn3op, kKnHobMKaLus Nbechbl, ropos,
CaHkT-lNeTepbypr, NPOBUHLMS, NPOCTPAHCTBO, MHBEPCUS
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An Imaginary Capital City and a Real Province in

L. Gaidai’s comedy Incognito from St. Petersburg
Abstract. The article analyzes the film by Leonid Gaidai
Incognito from St. Petersburg (1977) based on the N.V. Gogol's
play The Government Inspector. The author draws attention
to the preservation of theatrical aesthetics, which is revealed
in the spatial accents and the interaction of the characters.
The comedic core of the play, the misunderstanding, is
enhanced by the eccentric accents characteristic of the
aesthetics of silent cinema.

The key dramatic structure of the film is the various
types of urban spaces —an imaginary idea of capital city and
a real provincial town, as well as the dialogue of their artistic
incarnations in the film. The activation of comedy effects takes
place at the intersection of extremely serious elements and
their childishly naive interpretation and implementation,
decoration and attempts to imitate the surrounding space
with “adult” (capital) images. The “unofficial” side of the
artistic world is exposed by its permanent presence on the
periphery of the frame and the stubborn, but not articulated
desire to return to familiar forms. The film traces the idea that
regardless of the hierarchical way of life, the form of statehood,
the existence of a Russian person remains unshakable, only
external attributes change in accordance with ideological
dominants, but at a fundamental level, the established way
of life does not undergo significant changes.

Incognito from St. Petersburg can be described as the
intellectual apogee of the interaction of various aesthetics and
comedic dominants. Masterfully alternating escalation and
aggravation with containment and smoothing Gaidai keeps
tension and dynamic of the dramaturgy. Eccentric elements,
subtly woven into the artistic fabric, allowed the director to
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inscribe and remove Gogol’s motifs in the prism of his own
era and its problems.
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The Colours Composition in

The Diamond Arm by Leonid Gaidai

Abstract. The main motives of the colour composition of
the film The Diamond Arm are discussed in the article. The
variations of the blue and the semantics of the cold range
of colours associated with the world of the main character,
Senya Gorbunkoy, his unconscious and his fears are analyzed.
The development of the motif of pale, light colour shades
that appear at moments of dramatic uncertainty, extreme
tension and preparation for the upcoming climaxes is traced.
Silver and metallic tones are assigned to the secret world
of smugglers. The author notes that throughout the film
a certain dialogue of cold colours and warm ochre-scarlet
colour shades unfolds. At first separate “warm” details inside
blue landscapes and “pale” interiors appear, then their spatial
presence and energy are enhanced. Ochre and red shades
accompany the phenomenon of “dark forces”, whether it is
a Soviet house manager Varvara Sergeevna or smugglers.
The main red scene of the film is the scene of failed seduction
of an honest hero. Thus, the main colour of the revolution is
recoded into the colour of eroticism, deception, violence,
unfortune. The white colour in the film plays the part of
a trickster, revealing ambivalent properties and constantly
showing that the whole reality and the person in it are not like
what they seem. The colour concept forms a kind of visual
melody of the film, adding much more semantic overtones.
Keywords: cinema, Soviet culture, game, comedy,
psychology of art, blue, scarlet, red room, silver, metallic,
white, trickster, nightmare, new coding

CanbHukoBa EkaTepuHa BuktoposBHa
JIOKTOP KyNbTYpONOrnn, KaHANAAT MCKYCCTBOBEAEHWS,
3aBefytoLLas CEKTOPOM XyA0XKECTBEHHbIX NPo6iem
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LiBeToBasi ramma B «BpunnuaHToBom pyke»
NeoHupa fanpas

AHHOTauwms. B cTatbe paccmaTpuBaloTCs OCHOBHbIE MOTU-
Bbl LIBETOBOM KOMMNO31LMK dunbmMa «bpunnnaHtoBas pyka.
AHanuanpyoTcs Bapuaumm CUHEro LBeTa 1 CeEMaHTHKa XO-
NIOHOW raMMmbl, CBA3aHHOM C MUPOM rMaBHoro reposi, CeHn
[op6yHKOBa, ero 6ecco3HaTesNbHbIM 1 ero ctpaxamu. Mpo-
CIIEXMBaETCS pa3BUTUE MOTMBA 61eHbIX, CBET/bIX LBETO-
BbIX OTTEHKOB, MOSB/SAOLMXCS B MOMEHTbI ApaMaTUYECKO
HeornpeaeneHHOCTU, KpaHero Hanps>XeHns 1 NpUroTosne-
HWSA K NPEACTOALLMM KyNbMUHaUMam aencteuns. Cepebpu-
CTble ¥ MeTaN/IM4eCKme OTTEHKN 3aKpernsieHbl 3a TallHbIM
MUPOM KOHTpa6aHAMNCTOB. ABTOP OTMEYaET, YTO Ha NpoTA-
>XEeHUW BCero Gpunbma passopaymBaeTcs HeKui ananor Xo-
NOAHOW raMMbl 1 TeMNNbIX OXPUCTO-asbIX LIBETOBbIX OTTEH-
KoB. CHavana oHu NosiIBNSIOTCA Kak OTAENbHbIE AeTanu BHY-
TpU rony6bix nanawadToB 1 61eaHbIX UHTEPLEPOB, MOTOM
MX NPOCTPaHCTBEHHOE MPUCYTCTBUE U SHEpreTuKa yeunmea-
toTcsi. OXPUCTbIE U KPaCHbIE OTTEHKM CONPOBOXAAIOT siBNe-
HME KTEMHBbIX CUI», 6yAb TO YNPaBAOM UM KOHTPaGaHANCTbI.
[naBHas KpacHas cueHa punbMa — 3To CLieHa HeyAaBLUerocs
cobnasHeHust AHHol CepreeBHOM YecTHOro reposi. Tem ca-
MbIM «TTaBHbIN LBET PEBOMOLMMY NEPEKOANPYETCS B LIBET
3POTUKM, OBMaHa, Hacunus, Heygayw. benbii uBeT B dUb-
Me BbIMOJIHAET POJib TPUKCTEPA, O6HaPYXKMBasi aMGVBaNeHT-
Hble CBONCTBA N MOCTOSHHO MOKa3blBas, 4To BCA peanibHOCTb
1 YenoBeK B HeW He MOXOXM Ha To, YeM kaxyTcs. LiBeToBas
ramma o6pasyeT CBOero poaa B13yasibHyto Menoauio Gpub-
Ma, NpuaaBsas en AOoNONHUTENbHbIE CMbIC/IOBblE O6EPTOHbI.
KnroueBble cnosa: KNMHO, CoBeTCKas KynbTypa, urpa,
KOMW3M, NCUXONOrns UCKYCCTBA, CUHWI, anblii, KpacHas
KOMHaTa, CepebpuCTbI, METaNINYECKNA, 6enbli,
TPUKCTEP, KOLIMap, HOBOE KoAMpoBaHue
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Mbepuk CopeH. Komepus B BUpeoaprte

AHHOTauMA. B cTaTbe BbISBNSETCS XXaHPOBO CTUANCTUN-
yeckas cneumdunka paboT GpaHLYy3CKOro BUOAEOXYOOXKHU-
ka MNbepuka CopeHa, BbINO/IHEHHbIX B Nepuof ¢ 1980-x no
2020-€ rogpl. PaccMoTpeHMto NoanexkaT XxapakTepHble ais
TBOPYECTBa aBTOPa METOAbI Y MPUEMbI, 0COG0E BHUMaHNE
yaensietcs npumeHeHuio IN. CopeHoM NpremoB co3paHus
KomMuyeckoro. HoBuaHa paboTbl 3ak/to4aeTcs B pacCMo-
TpeHuu TBopyecTBa M. CopeHa Kak LiesIoCTHOM XyAoxe-
CTBEHHOW CUCTEMbI B €€ Pa3BUTUN. AKTYa/IbHOCTb PaboTbl
o6ycnoBneHa He06X0AMMOCTbIO PacLUMPEHUs NpeacTaBe-
HUI 0 NpUHLUMNax G¢opMoobpas3oBaHUsi, 0COGEHHOCTSX Apa-
MaTyprum B XXaHpax akTyanbHOro UCKyccTBa.

B cTaTbe nokasaHo, 4o IN. CopeH caMo6bITHO 1 3pe-
NVILLHO pa3BuBan NnpueMsl 1 metoabl Buaeoapta. Cpeaun
MPUMEHSEMBIX XYAO0XXHUKOM TBOPYECKUX METOA0B OCO-
60€e BHUMaHVeE B CTaTbe yaeNnseTcs NpyBIeYEHUNIo Bbipa-
3UTENbHbIX CPEACTB APYrnX NCKYCCTB (KMHemaTorpada,
LMpKa, MI031K-X0J1/1a, 3CTPaJHOro TeaTpa) U Co4eTaHno
COBPEMEHHbIX TEXHUKO-TEXHONIOTMYECKNX PELUEHNIA CO
CTUINCTUKOM KNHOKOMeaui, 6yddoHaabl, KNoyHaabl, LWy-
TOBCKOTO O6LLEHUS, HTO NPOSBSAETCSA B CIOXXETAX, Bblpa-
3UTEeNbHbIX CPEACTBax, cneundnke nepcoHaxen. MNpea-
NoXXeHHas aBTopom knaccudukaums pa6ot . CopeHa
BK/lOYaET BUAE0apT, ONTUYeCcKue TeaTpbl (MUHUATIOP-
Hble UHCTanNAuMK), cueHnyeckre nepdopmaHchl U cue-
Horpaduyeckune padoTsbl.

ABTOP NPUXOAMT K CNefyIoLWMM BbIBOLAM: CIOXKETHOE
noctpoeHune npousseneHunin N. CopeHa B 3aBUCMMOCTU
OT XaHpa BK/loHaeT MUHUATIOPHbIE 3aPUCOBKUN — CKETHY;
napoauiHele GubMbl, NOBTOPSIOLWMNE CLEHAPHbIE KOH-
CTPYKLIMN OPUTNHANa; Cepmmn 3apUCOBOK, O6beANHEHHbIE
penpu3amu B LIeNIOCTHOE BbICTYMNEHWE; B CLLEeHOrpadpu-
yeckux pabotax CopeH BbiICTpanBaeT KOMUYECKUI ANC-
KYpC, Urpy CO 3puUTENEM, OCHOBAHHYIO Ha TEXHUYECKNX
aTTpakuunoHax. XapakTepHbiMu ans TBopyectsa . Co-
peHa npvemMamm KOMUYECKOro ABNSIOTCS: KOMUYECKUIA
abcyph, HeNorMyHoe UM HEBO3MOXKHOE CcoYeTaHue ane-
MEHTOB, NPVEM HECOOTBETCTBMSI, MPUEM HEOXMAAHHOTO,
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NoBTOP, MCMOJIb30BaHME TaByMPOBaHHbIX TEM.
Knrouesblie cnosa: MNbepuk CopeH, Bugeoaprt,
MeaunaapT, UCKYCCTBO, NnepdopMaHc, Komeans

Yugay Ingal.

D. Sc. (in Art History), Associate Professor, Professor of
the Department of Multimedia Production, St. Petersburg
Humanitarian University of Trade Unions, 15 Fuchika Str.,
St. Petersburg, 192238, Russia

ORCID ID: 0000-0002-0966-8176

ResearcherID: GLR-9034-2022
regmm_kafedra@mail.ru

Pierrick Sorin. Comedy in Video Art

Abstract. The article reveals the genre-stylistic specificity
of artworks of the French video artist Pierrick Sorin, created
between the 1980s and the 2020s. It studies the methods
and techniques characteristic of P. Sorin’s work, particular
attention being paid to his use of comic techniques.
The novelty of the research lies in the consideration of
P. Sorin’s creative work as an integral artistic system in
its development. The relevance of the present study is
determined by the need to expand ideas about the principles
of shaping and the features of drama in the genres of
contemporary art.

The article shows that P. Sorin developed the
techniques and methods of video art in an original and
spectacular way. Out of the creative methods used by the
artist, the author of the article focuses on the following ones:
the attraction of expressive means of other arts (cinema,
circus, music hall, variety theatre, etc.) and the combination
of modern technical and technological solutions with
the style of comedy films, buffoonery, and clowning,
which is manifested in the plots, expressive means, the
specifics of the characters. The classification of P. Sorin’s
works proposed by the author includes video art, optical
theatres (miniature installations), stage performances and
scenographic works.

The author comes to the following conclusions: the
plot structure of P. Sorin’s works, depending on the genre,
includes miniature scenes-sketches, parody films that
repeat scenario designs of the originals, and series of
sketches combined in a holistic performance by means of
recapitulation. In his scenographic works, P. Sorin creates
a comic discourse, a play with the viewer based on technical
attractions. The comic techniques characteristic of P. Sorin’s
work are: comic absurdity, illogical or impossible combination
of elements, the method of inconsistency, the method of
unexpected, repetition, and the use of taboo topics.
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AnokanunTuyeckue HacTpoeHus

B aHUManucTuyeckomn kapukartype XK. FlpaHsunsa
AHHoTauumsa. IpoHNYHbIe N306pakeHns 03BepeBLLMX
noaen n o4enoBedeHHbIX XXMBOTHbIX XK. MpaHBunsa nonb-
30BannCb NOMNYNSAPHOCTLIO Y GPaHLY3CKOM NYGANKHN, Ybn
COBPEMEHHWKN 1 HpaBbl CTAHOBUINCb OGbEKTOM 06111~
YeHus. Tpaamuma CpaBHEHNS YenoBeKa W 3Bepst yXOanT
rny6oko B npotnoe, ogHako B XVIII-XIX Bekax oHa o6pe-
TaeT 0co60e 3By4aHWe B CBS3U C NOSBIEHNEM HOBbIX Ha-
YYHbIX TEOPUIA. DTN TEOPUM CTABUAN NOL COMHEHME ra-
BEHCTBO YesioBeka v NPUYUCISIN Ero K Kaccy XXUBOT-
HbIX, TEM CaMbIM 3HAYUTENIbHO YCIIOXHSAA GUI0COPCKUi
OVCKYPC O XXMBOTHOM CYLLLECTBE, B KOTOPbIN 6blV BK/TIO-
YeHbl 1 GpaHLy3cKMe XyooXHUKU. B kapukaType paHBu-
N9 conocTaBneHne UMBUIM3aLmMm 1 NpUpoaHON ANKOCTU
nepeLusio Ha NHOWM YPOBEHb, CNYXKa He TOJIbKO ANsi 06bl-
rpbiBaHMSA 06bIAEHHOCTU COrpaXkaaH, akTyasbHbIX Hayy-
HbIX BbICKa3blBaHUN 1 GU3MOrHOMUYECKUX ccnefoBa-
HWI, HO U NPOBOAHNKOM anoKanunTUYECKUX HaCTPOEHWNIA.
CospaBas B 300MOPHbIX PUCYHKaX MOTYCTOPOHHUIA, OT-
3epKasieHHbIln YenoBe4YeCKoMy MUP, MacTep 3a oOMOPOM
npsiTan paccy>kaeHus o ero kpaxe. datanbHOCTb OLLyLLa-
eTcs B 06pasax 3Bepen, 3aMeHUBLUNX NIOAEN, 3aHABLUNX
X MECTO 1 YNPaBnsoLLMX UX rOCyAapCTBOM; B Heucnpa-
BMMOCTM XapakTepoBs (BnagatoLwnii B ApoCcTb Benpb, ca-
MOB/IO6M1EHHble CO6aKu) U Moaenem NoBeaeHNS (XULLHUK —
YXepTBa); HaKoHeL, B P1M3n4eCKOM paspyLieHnn mupa. No-
[O6HOE Hanbonee NOMHO BbIPAXXaET UMK «[pyron Mup»,
OCHOBHas LieNlb KOTOPOro 6bla1a B NOTPe6HOCTU co3aaTh
BMECTO yCTapeBLUEero 3eMHOro Lapa HOBYO BCENIEHHYIO.
HecmoTps Ha o4eBUAHYIO TParMyHOCTb TaKOro BUAEHDS,
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paHBUIb NPEenoAHOCU OLLYLLEHNE 06PEYEHHOCTH U He-
CcoBepLUEHCTBa B BUe 3a6aBHbIX B CBOEN AENOBUTOCTU
aHTPOMOMOP®HbIX XXMBOTHbIX.

KnioueBble cnoBa: XXaH paHBUNb, dpaHLy3ckas
rpaduka, XIX BeK, aHUManucTu4eCcKumm XxaHp,
arnokanuncuc, kapukartypa
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Apocalyptic Moods in J. Grandville’s Animalistic
Caricature

Abstract. J. Grandville’s ironic depictions of humanized
animals were popular with French audiences, whose
contemporaries and morals became the object of
denunciation. The perennial tradition of comparing man
and beast was accentuated in the 18th and 19th centuries
as new scientific theories appeared. These theories called
into question the primacy of man and relegated him to the
animal class, thereby greatly complicating the philosophical
discourse on the animal being, in which French artists were
also involved. In Grandville's caricature, the juxtaposition
of civilization and natural savagery moved to another level,
serving not only to play on the commonplaceness of fellow
citizens, topical scientific statements and physiognomic
studies, but also to channel apocalyptic moods. By
creating an otherworldly, mirror image of the human
world in his zoomorphic drawings, the master concealed
behind humour the speculation about its collapse. Fatalism
is perceived in the images of beasts that have replaced
humans, have taken their place and have governed their
state; in the incorrigibility of characters and patterns of
behaviour (predator — prey); and in the physical destruction
of the world. This is most fully expressed in the “Un Autre
Monde” cycle, whose goal was the need to create a new
universe to replace the obsolete globe. Despite the
obvious tragedy of such a vision, Grandville presented
a sense of doom and imperfection in the form of amusing
anthropomorphic animals.

Keywords: Jean Grandville, French graphics, the 19th
century, animalistic genre, apocalypse, caricature
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KakoB A3biK ppaHLy3CKOM My3blKaslbHOW KOoMeanumn?
CTuneBble 3KCNepuMeHTbl TaHaema JlerpaH — lemu
AHHoTauwms. CtaTbsi NOCBsILLEHa aHann3y CTUIEeBOro an-
anora B My3blke Muwens JlerpaHa K Tpem KuHobunbmam
Kaka Oemu — «LLep6yprckune 3oHTUKNY» (1964), «[AeByLuKn
13 Powdopa» (1967), «OcnuHas wkypay (1971), cosgaHHbIM
BkaHpe comédie musicale (¢ ¢p. — «My3blkanbHas Kome-
Ons», «KMIO3MK»). B nepBon YacTu ctaTbn paccmatpusa-
10TCs GPaHLYy3CKNE NCTOYHUKM aMEPUKAHCKOro MIO3ukna
(oT Komeammn-6aneta «MelaHuH Bo ABopsHcTBe» Monbe-
pa—JTtonnu, fo onepetT XXaka OddeHbaxa), NO3BONAKO-
LLME OCMBICIIUTL FMYGUHHYIO CBSA3b XXaHpa C eBPONENCcKUM
MCKYyCCTBOM MPOLLJIOrO, MOHATb ECTECTBEHHOCTb 06pa-
weHus [lemu u JlerpaHa K ngee Mmo3uvkna. Bropas yactb
npencTaBnsieT co60i 3HaKOMCTBO C TBOPYECKMM METO-
oM pexxuccepa Xaka JleMu, Afis KOTOPOro CBOMCTBEHHA
amM6uBaneHTHOCTb, MOCTOSIHHOE 6anaHCUpPOBaHKe MeXay
aBTOPCKMM ¥ MacCOBbIM KMHO, MeXIy peaniucTUYeCKnm
NOAXOLAOM W TeaTpasbHOCTbIO. TpeTbs YacTb NocBsileHa
M3YYEHUIO UCTOKOB CTUNEBbIX 9KCNepuMeHToB Muwens
JerpaHa (c o4HOM CTOPOHBI — CEPbE3HOE akaaemMmnyeckoe
o6pa3soBaHue, obydyeHre y Haan bBynaHxe, ¢ gpyron — pa-
60Ta C AYKa30BbIMM My3blKaHTaMW MUPOBOrO YPOBHSI); @ TaK-
YK€ aHanu3y [1)kasoBoro (MMMNPoBU3aLMOHHOCTb, XapakTep
apaH>XMpPOBOK W rapMoHUiA Ha NnpuMepe «LLlepbyprckmx
30HTUKOBY), POMaHTUYECKOro (BOMOLWEHME OCO6EHHO-
cTel xaHpa GopTeENMaHHOro KoHuepTa B «[eByLliKax 13
Powdopa») n 6apo4HOro (MCnonb3oBaHMe NPUHLMIMOB Op-
KECTPOBKU, MONNPOHNYECKNX HOPM, PUTOPUHECKUX DUTYP
B «OCNIMHOM WKype») nnactoB. ABTOP NPUXOAUT K BbIBOAY,
yTo JlerpaH v lemu, Hapsigy ¢ bepHcTariHom n CoHaxan-
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MoM, Ya66epom 1 Pacom, 3HameHoBann CBOUM TBOpYe-
CTBOM BbIXOZ, XXaHpa Mio3ukna 3 kpuanca 1940-1950-x ro-
[10B, CBSI3aHHOTO C AedULMTOM CoaepIKaTeNbHbIX IMBPETTO,
yXyALeHNeM KayecTBa BokasibHO-CUMMGOHNYECKOro MaTe-
puana, YypeaMepHbIM yXOA0M B pa3BlieKaTesIbHOCTb U 3pe-
JIMLLHOCTbD B yLep6 My3blKanbHoW ApamaTtyprun. Hecmo-
TPsi HA HEM3MEHHOCTb byHIAMEHTa MIO3WKNa, Pexuccep
1 KOMMO3UTOP pPacLUMPUIN MOHUMaHWE XaHpa 1 npuganm
eMy aneraHTHbIN GPaHLy3CKUIA akLEHT.

KnioueBble cnoBa: KMHOMy3blka paHLumm, MIO3UK,
comédie musicale, «HoBas BonHa», XXak lemu, Muwiens
JNerpaH, CTUNeBOW guanor, ka3, My3blka pPOMaHTM3Ma,
My3blka 6apOKKO
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What Language Does the French “Musical Comedy”
Speak? On Some Stylistic Experiments of the
Legrand — Demy Tandem

Abstract. The article is devoted to analysing the stylistic
dialogue in the music of Michel Legrand to three films
by Jacques Demy: The Umbrellas of Cherbourg (1964),
The Young Girls of Rochefort (1967), and Donkeyskin (1971)
created in the genre of “comédie musicale” (musical comedy,
musical). In the first part of the article the author examines
the French sources of the American musical (from the
comedy-ballet Le Bourgeois Gentilhomme by Moliere and
Lully to the operettas by Jacques Offenbach), which allow us
to comprehend the deep connection of the genre with the
European art of the past and to understand the naturalness of
the appeal to the idea of the musical by Demy and Legrand.
The second part is an introduction to Jacques Demy’s
creative method which is characterized by ambivalence,
constant balancing between the auteur and mass cinema,
between a realistic approach and theatricality. The third
part is devoted to studying the origins of Michel Legrand’s
stylistic experiments (on the one hand — serious academic
education, training with Nadia Boulanger; on the other —work
with world-class jazz musicians), as well as to analysing three
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layers: jazz (improvisation, the nature of arrangements and
harmonies on the example of The Umbrellas of Cherbourg),
romantic (the application of the features of the genre of piano
concerto in The Young Girls of Rochefort) and baroque (the
use of the principles of orchestration, polyphonic forms,
rhetorical figures in the Donkeyskin). The author concludes
that Legrand and Demy, along with Bernstein and Sondheim,
Webber and Rice, marked with their creativity the overcoming
of the musical genre crisis of 1940-1950s associated with
a shortage of meaningful librettos, lower quality of vocal-
symphonic material, and a shift to entertainment and visual
appeal to the detriment of musical dramaturgy. Despite the
immutability of the basis of a musical, the director and
composer expanded understanding of the genre and gave
it an elegant French accent.

Keywords: French film music, musical, comédie musicale,
“New Wave”, Jacques Demy, Michel Legrand, stylistic
dialogue, jazz, music of Romanticism, Baroque music
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MapapoKcbl UPOHMYECKOTO B TBOPYECTBE LUBEACKOWN
pok-rpynnbi Samla Mammas Manna

AHHOTauums. CTaTbs NOCBsILLEHa NPOSABIEHUSAM MPOHUMU
1 loMopa B POK-My3blke Ha Npumepe LWBeACKOW nporpec-
cuB/aBaHT-poKoBoW rpynnbl Samla Mammas Manna (1969-
2008). 3T1 NposiBNeHNs 3a4acTyto HOCSAT NapafoKcasnbHbIN
(yansnstoLwmi, céMBatoLLMin cnyluaTens ¢ ToNKy) XxapakTtep.
Tak, NnapafgoKcanbHbl COYETAHUS XYAOXKECTBEHHbIX U CTU-
NEBbIX 9N1EMEHTOB, 13 KOTOPbIX My3blKaHTbl CO3JatoT ne-
CTpOE 1 ipKoe 3BYKOBOE NosioTHO. Samla Mammas Manna
CMesIo 1 C OMOPOM OGbEANHSNN «3aKPyYEHHbIe» CUMdO-
POKOBbIE CTPYKTYPbl C HAPOYUTO NPOCTbIMU MENTOANKO-
PUTMUYECKUMM pparMeHTamu, «3axoAbl» B POK-aBaHrapa—
C HapOAHO-GbITOBbIMU XXaHPamm 1 GpU-IKa3oBbIMU UMMPO-
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BM3aLMsAMU. B oTHOLEHNM K HONbKIOPY TOXE YyBCTBYETCS
onpepaeneHHas UPOHUYHOCTb: 3TO OTHIOAb HE NMUETET Nne-
pen ApeBHUM UCKYCCTBOM, a ero BeCbMa HacMelLnsoe
nepeocMmbicneHne. MapafokcanbHOCTb OLLYLLAETCs B UC-
Nonb3yeMbixX UCMONHUTENbCKNX MpUeMax, Nopor BecbMa
[anekux oT KNacCU4eCcKoro 3ByKOM3BeYeHus (4To Bceraa
co4eTaeTcs € BbICOYaNLUNM YPOBHEM UCMONHUTENBCKOrO
MacTepcTBa), B CaMOM BHELLHEM 06/IMKE MY3bIKaHTOB U UX
TeaTpanu3oBaHHbIX NepdopmaHcax, BOBEKAOLMX NY6INKY
B )XMBOE AeNCTBO. B cTaTbe Noapo6HO aHannsmpyoTes Xy-
[OXECTBEHHbIE MPUEMbI, CTUNEBAs 9BOMOLMS, My3blKasb-
Has ¥ CLieHMYecKas apamaTtyprisi, Crocotbl KOMMYHUKaLMK
C ny65MKom, cBorcTBeHHble Samla Mammas Manna. Pac-
CMOTPEHbI TaK)Xe BOMPOCHI BAVSHWS KapHaBanbHON U LMp-
KOBOW 9CTETUKM Ha POK-MY3bIKY.

KnroueBble cnoBa: Samla Gammas Manna, nporpeccus,
aBaHT-POK, UPOHMS 1 IOMOP B POK-My3bIKe, «POK
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Paradoxes of the Ironical in the Works of the Swedish
Rock Band Samla Mammas Manna

Abstract. The article is dedicated to manifestations
of irony and humour in rock music as illustrated by the
example of the Swedish progressive/avant-rock band Samla
Mammas Manna (1969-2008). These manifestations often
have a paradoxical (surprising, confusing) effect. What is
paradoxical, for instance, is the combinations of artistic and
stylistic elements which create a bright sound canvas. Samla
Mammas Manna boldly and humorously combined twisted
symphonic and rock structures with simple melodic and
rhythmic fragments, avant-garde rock with folk elements
and free-jazz improvisations. In relation to folklore, there is
also a certain irony: it is not homage to ancient art, but its
mocking rethinking. There is also a certain paradoxicality in
the performing techniques, sometimes very unconventional
(but always a brilliant display of technical mastery), and in
stage appearance and live acts, inviting the audience to
be a part of performance. The article provides a detailed
analysis of Samla Mammas Manna’s artistic techniques,
style evolution, musical and stage dramaturgy, and ways of
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interacting with the audience. It also discusses the influence
of carnival and circus aesthetics on rock music.
Keywords: Samla Mammas Manna, progressive rock,
avant-rock, irony and humour in rock music, Rock in
Opposition, Swedish rock
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PenpeseHTauua 6e3ymus B KWNHOKOMeAUAX U cepuanax
AHHOTauusA. B HacTosiwel cTaTbe aBTOp aHann3npyeT
IOMOpPUCTUYECKME CTPATENMM 1 KOHLENLMN BOCMNpOn3Be-
[EeHNS NCUXMYECKNX 3a601€BaHNIN B COBPEMEHHbIX KOMe-
avsax n cepmnanax. CTouT OTMETUTb, YTO NOAOGHOE nccne-
[l0BaHWe aKTyanbHO B OTEYECTBEHHOM ANCKYPCe, TaK Kak
B 3aMafHoWn Hay4YHOW nuTepaType B NocnegHee 4ecatum-
NeTUe MHULMMPOBaHbI OTAENbHbIE MEXANCLMMNIMHAPHbIE
[INCKYCCUW O BU3Yyanu3aLmsx NCUXMYECKON NaToNornm B Ku-
Hokomeausx. Tak, NTOAPOGHOMY aHanu3y NoABEPIIN KOMe-
anto 2000 ropa «$, cHoBa 5 1 VIpeH» 1 peknamHble nna-
KaTbl K 3TOMy GuibMy Yepes NpuamMy KOHLEMLUN O Ky/b-
TYPHOW KOHTEKCTyanu3aLmm TeMbl KOMUYECKOTO 6e3yMust.
OnucaB cTpaTerny BOCnpon3BeaeH s NCUXUYECKMX
3a60neBaHN B COBPEMEHHbIX KOMeMsIX U IOMOPUCTUYE-
CKMX cepuanax, MOXXHO NPUNTK K BbIBOAY, YTO B COBpe-
MEHHbIX KOMeANsiX HaMeTunacb TEHAESHLUNS Ha KOMUYe-
CKYI0 MHTEpNpEeTaLmIo NCMXm4ecknx 3aéonesaHnin. KOmMo-
PUCTUYECKME BNEMEHTbLI MOTYT NOSIBNSTLCS AAXKE B CaMblX
MpayHbIX Menoapamax, Tpunnepax unm punbmax y>kacos
(Hanpumep, B «CusiHUM» nnu B «Mrpax pasyman). 9Ty KOMu-
YeCKyH0 COCTaB/IAIOLLYIO MOXHO OGbSACHUTb: FOMOPUCTUYE-
CKasl IHTepnpeTaums TsXenbiX Heayros obneryaeT BoCnpu-
ATVE aMBUBANEHTHOW TeMbI /18 CaMbIX Pa3HbIX 3puTenen.
B T0 >ke Bpems nofo6Has HTeprnpeTauus CTUrMaTusunpy-
eT 60n1e3Hb, MO6yX/Aasn CMeATbCS Hafl FepoeM, a He C HUM.
B cBf3K € 3TVM B NocneaHee AecsTUneTne KomeauiiHble
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cepuanbl U GUIbMbl Ha TEeMY MEHTasIbHbIX NaToNOMMiA Mbi-
TaloTCsa BblpaboTaTb cCTpaTernm, GoptoLmecs co cTurmaTm-
3aumen U TpUBManu3aumen ncuxonartonorui. B pesynsrate
nonbITKa NPeoAoNeTb CTUTMY B KOHTEKCTE BU3yanunsauum
MeHTasIbHOW NaToNorMmn HaTONKHyNa Ha eLle ofHy, 6onee
rno6asnbHyo NPOGIEMY: O KOHCTPYMPOBAHUMN KYNbTYPHbIX
06pa3oB, NPEBPaTUBLLNXCS B KULLE.
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Representation of Madness in Comedy Films and
Television Series

Abstract. This article is devoted to analysing humorous
strategies and concepts of mental iliness representation
in contemporary comedy films and television series. It
is worth noting that such a study is relevant in Russian
discourse, since in the Western scientific literature of the
last decade there have been separate interdisciplinary
discussions about visualizations of mental pathologies in
comedy films. For instance, the comedy film Me, Myself and
Irene (2000) and the posters advertising it were subjected
to a detailed analysis through the prism of the concept of
cultural contextualization of comic madness.

Having described the strategies of mental illnesses
representation in contemporary comedy films and television
series, the author concludes that there is a tendency for
a comic interpretation of mental illnesses. Humorous
elements appear even in melodramas, thrillers or horror
films (for example, in The Shining or in A Beautiful Mind).
This, however, can be explained: humorous interpretation
of severe ailments makes it easier for viewers to perceive
this ambiguous theme. Meanwhile, such an interpretation
stigmatizes a disease, making others laugh at the character
but not with them. In this regard, in the last decade,
comedy films and television series on the topic of mental
pathologies have been trying to develop strategies to combat
stigmatization and trivialization of psychopathologies. As
a result, the attempt to overcome the stigma in the context
of visualization of mental pathologies has led to another,
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more global problem —the construction of cultural images
that have turned into clichés.

Keywords: media discourse, visualization of
psychopathologies in art, psychopathology in cinema,
medicine and art, humorous, comedy television series,
comedies
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Cepuan «Puk n MopTtu»: tomop unu punocoopua?
AHHoTauums. B ctatbe nccnepyetcsa ¢unocoodus n tomop
B NONYNSIPHOM KOMEAUNHOM Hay4HO-paHTaCTUYECKOM
aHUMaLMOoHHOM cepuane «Puk u MopTuy, cylecTBytoem
¢ 2013 ropa. «Pvk 1 MopTu» npepnaraeT MHTEPECHbIV MaTe-
puan, ¢ NOMOLLbIO KOTOPOro BO3MOXXHO UCCNEA0BaTb BaXK-
Hble prnocodckme 1 KynsTyponornyeckme Bonpocsl 1 Bbl-
30Bbl. [IpeAMeTOM UccnenoBaHus ABNSETCA AKCNANKaLMS
npo6nemMbl peanbHOCTM CYLLECTBOBaHMS U MPOTUBOMNOCTaB-
NeHNs AeTePMUHM3Ma U CBOGO/bl B YCIIOBUSIX COBPEMEH-
HOro o6LecTBa, cneumnduKa KOTOPOro BO MHOrOM 06ycnoB-
NleHa TeXHONOrMYECKMMU JOCTMmKEHUAMU. Lienb paboTbl —
nokasaTtb, Kak cosfaTtenv cepuana MHTEPNPETMPYIOT aTu
npo6eMbI U Kakoe MeCTO OHM OCTaB/SAIOT YETOBEKY B MUpe
1 Bo BceneHHoi. Cepuan ycnen ctatb 06beKTOM akagemu-
YeCKMX UCCNefoBaHuii, U B CTaTbe NoKasblBaeTCs, Kak yye-
Hble UCMONb3YIOT MaTepuan cepuana afis U3y4eHus coumn-
anbHbIX TEOPUIA, OHTONIOMMYECKNX N ATUHECKMX BOMPOCOB,
rpaHuL, Yenoseyeckoro n ap. Takke aBTop paccmarpusaeT
cepuan Kak 06beKT KOMMIEKCHOro ryMaHUTapHOro nccne-
[0BaHUs. AKTYanbHOCTb ONPeAenseTcs Tem, 4To pacTyluee
B3aNMOAENCTBUE YeNOBEKA M TEXHONOIMIA 3acTaBNseT 06-
paTuUTLCS K GUNOCOPUM 1 KYNBTYPE, HTOBLI COXPaHUTL Yeno-
BeYecKoe 1 He AoNyCTUTb GOPMUPOBaHUS HevenoBeKopas-
MEepHOro mmpa. ABTOp NPUXOAUT K BbIBOAY, YTO OCHOBHOW
nocbin «Prka n MopTu» 3akntoyaeTcs B OTKase OT aHTPo-
MOLEHTPUYHOCTM 1 OT HEI0BEYECKOM UCK/TIOUUTENBHOCTY.
OpHaKo KaxkyLLascs NeCCUMMMUCTUYHON NO3MLUS, KOTOPYIO
nponoBeaytoT co3aatenv cepuana, 060CHoBaHa pacTyLUei
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CNOXHOCTbIO MUpa. Cepuan gaet matepvan, MOTUBKPYLO-
LLMIA NPOAYKTUBHYIO pedieKcuio No noBoay TeKyLLEro co-
CTOSIHUS HaLLero Mvpa u 6yayLuero.
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NOCTMOAEPHM3M, METaMOAEPHN3M, My/IbTUBCENIEHHbIE,
MeTaBceneHHble, KpoHeHb6epr
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The Rick and Morty Series: Humor or Philosophy?
Abstract. The article explores the philosophy and humour
in the popular animated science-fiction sitcom Rick and
Morty, which premiered in 2013. The series offers productive
material through which important philosophical and cultural
questions and challenges can be explored. The subject of
the study is the explication of the problem of reality and
opposition of determinism and freedom in the context
of modern society, which is largely characterized by
technological advances. The research aims to show how
the creators of the series interpret these problems and what
place they leave for a human in the world and Universe. The
series has already become a target of academic research,
and this article shows how researchers use the material of
the series to study social theories, ontological and ethical
issues, the boundaries of the human, etc. The author
attempts to consider the series as an object of complex
humanitarian research. The relevance of the study is due
to the fact that the growing interaction between humans
and technology makes one turn to philosophy and culture
in order to preserve the humane and prevent the formation
of a non-human-sized world. The author concludes that
the main message of Rick and Morty is the rejection of
anthropocentrism and human exceptionalism. However, the
seemingly pessimistic viewpoint advocated by the creators
of the series is justified by the growing complexity of the
world. The series motivates productive reflection on the
current state of our world and its future.

Keywords: animation, series, Rick and Morty,
postmodernism, metamodernism, multiverses,
metaverses, Cronenberg
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