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AHHOTAIUA

B crarbe paccmarpuBaercs posiib KuHemarorpada Kak BaKHEHIIero HHCTPYMEHTa COBPEMEHHON MEXKYJIBTYPHOH KOMMYHHKAI[HH.
HccnenoBanue MoCBsIICHO aHAIKM3Y s3bIKa KHHO U ero GyHKIMK B (POPMUPOBAHUHU JHAIoTa MeXKAY KylbTypamu. Marepuaaom
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3HAYMMOCTh KHHO B (JOPMHUPOBAHUH KYJIBTYPHOT'O OIIBITA U Mepe/jadye LIEHHOCTEH MEXy TOKOJICHHUSIMH, I0Ka3bIBasl €ro Ba)KHEHIITYIO
POJIb B COBPEMEHHOH CHCTEME MEXKKYJIBTYPHOU KOMMYHHUKAIIUH.
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Abstract

This article examines the role of cinema as a crucial tool of modern intercultural communication. The study analyzes the language
of cinema and its functions in shaping dialogue between cultures. The study material is based on films from the 2024 Altyn Minbar
International Film Festival in Kazan, which presented films from Turkey, India, Iraq, Oman, Egypt, Uzbekistan, Russia, Kyrgyzstan,
and other countries. The author explores the use by contemporary directors of metaphors and symbolism to create a unique cine-
matic language that transcends cultural boundaries. The paper analyzes the characteristics of contemporary film narratives, reveals
the importance of cinema in shaping cultural experience and transmitting values among generations, proving its crucial role in the
modern system of intercultural communication.
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KunHo cerogus urpaet BaKHEHIIYIO POJIb B TIOIAEPKKE M PA3BUTHH KYJIBTYPHBIX CBSI3€H, TPAHCIALMN IEHHOCTEH U ()OPMHUPOBAHUT
KyJIBTYpHOTO OITbITa. BBICOKHMIT MOTEHIINAN KHHOMCKYCCTBA KaK HHCTPYMEHTA OCYIIECTBICHHS KyJIbTyPHOTO JHAora HOI4epKUBAICs
elie B KJIacCHueckmx padorax mo kuHoteoprH |Eisenstein; Kracauer; Bazin; Mitry u np.]. B coBpeMeHHBIX yCIOBUSIX THATIOTHYECKIEC
MIPOLIECCH MEKKYJIBTYPHOH KOMMYHHKAILIMH WA BHYTPH JIOKAJIBHBIX KYJIBTYp OOBIYHO MPEIIIONAraloT B3aMMOICHCTBHE HE TOJIBKO
Ha TOCyJapCTBEHHOM YPOBHE WJIM B3aMMOICHCTBHS O(UIMANBEHBIX HHCTUTYTOB OTACNBHBIX CTpaH. [[pHHIMINANIBEHO BakeH 00OMeH
nuzaesMu, obpasaMu, CHMBOJIaMH, HAppaTHBaMU Ha ypOBHE HapOAOB, HAIMH, KOTOPBIH O1aronaps KHHO MPOUCXOANT MOCPEACTBOM
3PUTEIBCKHUX ayAUTOPHIA: UMEHHO 3TOT KyJIbTYypPHBIH IHAJIOT CTONb OJIECTSIIE BEAET KHHO — PEKUCCEPHI, BIUTABIINE TPAIUIINT
CBOUX CTPaH M SICHO MOHUMAIOIINE, KaK BAYKHO aBTOPY CKa3aTh M KaK HE MEHEE Ba)KHO 3PUTEIIO YBHUICTb.

B nccnenoBanmsx orMeyaeTcs 3HaUCHUE KHHO B PealM3alii MEXaHN3MOB IMaJIora Ha Pa3INYHbIX YPOBHAX, HAYMHAS C HAIIMOHAIBHON
uneatnaHoctr [Neal] u nennocteit [Dissanayake] mo BnmussHus Ha monutndeckuii quckypce [Buckland; Williams; Ginsburg]
1 MEKIyHapOoIHbIe cBs3H B cdepe KynbTyphl [Hooks; Goodwin; Shohat, Stam].

He cirygaiiHo Bce Ooree 4acThIM SBICHHEM CTAaHOBUTCS 0OpAIIEHHE PEKUCCEPOB K JITCHIAPHOMY, CKa304HOMY, MU(OIOTHIECKOMY
MarepHaiy, a B KauecTBe XyHA0KECTBCHHBIX IPHEMOB B (pHIIbMaxX HHOCKa3aHHs, MeTa(opbl, CHMBOJIM3M CTAaHOBATCS HEOTHEMIIEMOM
JacThIO COBPEMEHHOTO MHPOBOTO KHHOIIponecca. HacTosmmas crarest n3ydaeT 0COOCHHOCTH sI3bIKa KHHO B YCIIOBHSIX COBPEMEHHOMN
COLIMATBHON 1 KyJIBTypHOI noBecTKH. MccenoBarensckuii keiic (case-study) cBS3aH ¢ MEKTyHapOAHBIM KHHO(GECTUBATIEM «AJTHIH
MuHOap» (2024) B Kazanu (Poccus), Tie mmpokas MexxayHapoaHas nmaHopama ¢mismoB u3 Typrwm, Uaann, Upaka, Omana, Erumnra,
V36ekncrana, Poccun, Keiprerzcrana u TatapcraHa BHOBb IOATBEPAMIIA IIIABHYIO POJIb KHHO B KadecTBe 3(ekTuBHOTO cpencTaa
KyJIBTYpHOTO JHMAJora U Auajiora KyJibTyp.

Hazpanne ¢unbma «baypsiaa Cairy», CHATOTO Ka3axCKUM pexxuccepoM A. KydnmHUNpEeKoBBIM (OH BBICTYIHII TaKXKE U aBTOPOM
CIICHapHst), He TIEPEBEICHO HU Ha OAWH SA3bIK. DTOT TEPMHUH OTHOCHUTCS K ApeBHEMY oObIvato B KasaxcTaHe, CONIacCHO KOTOPOMY P
POXICHNN peOeHKa POAUTENH IOBEPSIIOT CBOETO OTIIPhICKA OalyIke st BOCTIMTAaHHUS 1 oOpa3oBaHus. Korna pebeHok B3pocieer
IOZ BIUSIHUEM 0aOyIIKH M B KOHEYHOM HTOTE BO3BPALIAETCS B POAUTEIBCKUH JJOM T10 IOCTH)KEHHH MOJIOBOH 3pEIOCTH, OH 4acTo
CTaJIKMBAETCS C YyBCTBOM OTUY)KJICHHS, OLIyIIast ce0sl OKpy>KEHHBIM HE3HAKOMIIAMH B HE3HAKOMOMH cpeze. OTayKaeHne Topoi
MIPOSBIIAETCS KaK IMOYTH HEMPEOAOIMMBIN Oapbep MEX/y OTIIOM M CBIHOM.

Ecnm 051 B KOHKYpCe « ANTBIH MUHOap» ObITa HOMUHAIHS Ha «JIydIIyIo IeTCKyto poiby, 'oHbIH aktep E. EpMaH, chrpaBmmii riaBHYO
pOIb B 3TOM (HIIbME, HECOMHEHHO, OBLT OBI IIEPBBIM KaHAUATOM. B 11e710M Ka3aXxcKoe KHHO 9acTO XBAJAT 3a JJOCTOBEPHYIO HIPY
akTepoB. B 310l 00CTaHOBKE Y KaXI0T0 CBOSI POJIb: OJIMH YEJIOBEK Ha KyXHE TOTOBHUT €KECIHEBHYIO €y [UIS OTJAJCHHBIX A€PEBEHbD,
JIPYTO#l HECET JIe/1, YTOOBI COXPAHUTH IPOAYKTHI OT IIOPYH B JKapy, a OCTAIBHBIC YXaKUBAIOT 3a MOISMH WA POIOT MOTWIIBL. AKTEp
B POJIM OTLIA 3aHUMAETCSI YKPOLICHUEM HEJaBHO NPUBE3EHHOH JUKOH Jtomau 1uist ¢hepmbl. [lorpyxeHHbIE B 3TH OBITOBBIE 3a/1a4H,
UCIIOJTHUTEJIN 9acTo, KaKeTcs, 3a0bIBAIOT, YTO X CHUMAIOT,— Oarofapsi 3ToMy BO MHOTHX CIIEHaX JOCTHUTAETCS TOPa3UTEIbHBII
PETOPTaXHBIA APPEKT. ITOT ayTEHTHIHBIN CTIIIB Y3PPEKTUBHO YOSKIACT ayAUTOPHIO.

OpnHaxko, x0T Ky4nHYnpeKkoB JeMOHCTPHUPYET 3HAUNTEILHOE MACTEPCTBO B TOM, YTOOBI TIOAZIEP)KUBATh BOBJICYCHHOCTh aKTEPOB,
«baypeiaa Caxy» 1eMOHCTPHPYET TPYAHOCTH, BO3HUKIINE y aBTOpa C IpaMaTHIECKUM MaTepHaIoM. DTO HOHATHO, OCKOJIBKY
n300pakeHne 3710061 JPEBHUX HAPOAHBIX 00BIUAEB MPEICTABISAETCS IPEYBEIMUCHHBIM U HE MOXET OBITh IIEPEAHO B ITOJTHOH Mepe.
DuiIbM «DBOJTIONHS», CHATHIH y36ekckuM peskrccepoM E. TyiunesbiM, pasienen Ha yeThipe yacTH. Kax/as U3 HUX COOTBETCTBYET
OTHOMY U3 (yHAaMEHTAIBHBIX JIEMEHTOB IIPUPOABLI U HOCHUT noznobatomee Ha3BaHue: «Bomay, «Bozayx», «Orons» n «3emisy.
IToBectBoBanme HaunHaeTcs ¢ «OTHD» U pacckas3bIBaeT 00 onapeHHoM Mansanke. B mocnennue roxst Coerckoro Coro3a OH OKOHYHIT
IIKOJTY C 30JI0TOH MEAaIbi0 M CBOOOIHO M3BSICHSUIICS KaK HAa BOCTOUHBIX, TaK 1 HA 3aMaJHbIX A3bIkaXx. OH J0OPOBOJIIBHO NAET BOEBAaTh
B AdraHucTaH, I7ie IoIyJaeT paHeHUs U onasaeT B mieH. OH NPOXOANT Yepe3 TOPHIIIO KOH(IMKTA U TOTOBUTCS )KEHUTHCS Ha
JIOYEepH JTHAEpa MOIKaxXeoB, cracuiero ero. OfHaKo 3TOMY He Cy)KIeHO cObIThesl. EMy ymaercs cOekarh co cBaieOHOH IEpEMOHNH,
KOTOpast 3aKaH4MBaETCs KpOBaBOH Tpareaueil. BriocnencTsiy oH OSXUT B 3alaiHYIO CTpaHy, Tie CO3AaeT OM3HeC ¢ Hy I M HAKHUBAET
3HAUUTEJIFHOE COCTOSIHUE. TeM HEe MEHEe OH OKa3bIBACTCs BISIHYTHIM B CEPHIO 3arOBOPOB, B KOTOPBIX Kak/1asl IOTBITKA MOKYIICHUS
Ha €ro XXM3Hb HEBOJBHO MIPUBOAUT K TMOEIH APYToro YesioBeka. B urore oH Bo3Bpamaercst Ha poAnHY — MU3MYyUYEHHBIH CTapOCThIO
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U JIMIIEHHBIN CBOEro Oorarcraa.

D¢ deKTUBHOCTH KMHEMATOTpa(UIeCcKOro MPOU3BEICHHS, JaXKe ITPU HATMYUH YJa9HBIX TBOPYECKUX HAXOIOK, CHI)KAETCSI, KOTJ]a OHO
Meperpy>eHo OOIIEN3BECTHBIMU HCSIMH U MIPEICKa3yeMbIMH PEIICHUSIMH. Bee 3TO CTaHOBUTCS MHTEPECHBIM U 3aCTaBIISIET 3PUTEIS
Pa3MBIIUIATh, KOTIa POXKAAETCS U3 CaMOro KHHeMarorpauyeckoro Marepruaia 1 OOHapyXHUBaeTcs B caMoM (priibMe.

Tepmun «nonutraeckas 6iaaronanexnocts» (ideological orientation), 4acTo NCIIONB3YEMBIH B COBETCKOH KMHOKPHUTHKE, 0003Ha4Yal
CTETICHb COOTBETCTBHUS (priTbMa MONMTHKE MPaBsIeH TapTui. B cOBpeMEeHHYIO 310Xy 3TO IIOHATHE OBIJIO BHITECHEHO (hPAHITy3CKUM
TEPMHHOM «engagement», KOTOPBIH 03HaYaeT PeXXUCCYpy GHiIbMa (MK IPyroro TBOPYECKOTO NPOAYKTa).

B amxupckom punbme pexxrccepa A. bepkenny «Dypyity», MpeIcTaBIeHHOM B CEKIIMH ITOJTHOMETPAXKHBIX Xy/I0’KECTBEHHBIX (DHITEMOB
(ecTHBas, Ta )K€ TEPMUHOJIOTHS cpa3y Opocaercs B ra3a. CIOKET pacCKa3blBaeT O MHOTOUMCIICHHBIX TPYIHOCTSIX, C KOTOPBIMHU
CTOJIKHYJIaCh HAIMs, BBILIEAIIAs U3-TI0]T IpMa (PPaHITy3CKOTO KOJOHHAIN3Ma. DHUIIBM MTOUePKUBALT, KaK TOBCEMECTHOE OTCYTCTBHE
00pa3oBaHMs B OTAAICHHBIX paiOHAX 3HAUYUTEIBHO YCYTYOISsIET TPYAHOCTH, C KOTOPBIMH CTAJIKMBACTCSI HACEIICHNE, YACTO JTOCTUTAs
YPOBHS HETEPIIUMOCTH.

B ToprkecTBeHHOM (HHAIE 3TOTO (HUITBMA, TOTYYHUBIIETO (PMHAHCOBYIO MOINEPKKY OT MHUHHUCTEpCTBA 00pa30BaHMs U KYJIBTYPHI
Amxupa, 1oHBII [MaBHbIN repoil — manpauk Oypyiry — IIyd HafeKabl U CBOEH CEMbBH, JKUBYIIEH CpEIN BEIMYECTBEHHBIX TOp,—
OTHPABIISIETCS B TOPOA, YTOOBI MPOJOJKHUTH CBOE 00pa3oBaHue.

XOoTs ¢ TOUKHU 3peHUsI CTPYKTYPHI TOBECTBOBAHMS M 00IIEro HACTpOeHMs (priibM UMeeT onpesereHHoe cxoacTso ¢ «Ilecneit roporm»
C. Pes, oH, otHaKo, He JIMIIEH OPUTHHAILHOCTH 1 yoenuTeneH. MccenoBannue connansHbIX MPOOIeM B COUETaHUHU C 3THOIPahHIECKUMI
3JIEMEHTaMH YBJICKAET ayJJUTOPHIO M BBI3BIBAET TyBCTBO yIOBOJIBCTBUSI.

X. Tonpmakanu u3BecTeH B VMpaHe kKak KHHOKPUTHK, JpamMarypr ¥ aBrop. OH — OCHOBATelNb U IIaBHBIM peakTop KHHOXYpPHAIA
«Film Emruz». B 3ToM romy, OTMETHB CBOIf CEMUIECATHIN IeHb POXKICHHS, OH AEOIOTHPOBAN B KAUYECTBE peKrccepa ¢ (GHIbMOM
«["azenm» — sKkpaHM3aIMel CBOETO COOCTBEHHOTO POMaHa.

Kak v Hanmcanne MeMyapos, THEBHUKOB, KHHT, CO37IaHUE (DMITbMa MOXKET ObITh YCIIEIITHBIM Ha JTI000M 3Tarie )Xu3HH. B neficTBuTensHOCTH
B 3TOT NEPUOJ €T0 Kaphephl 3pUTENN 3HAKOMSTCS C OCBEXKAIOIIEe MHHOBAIIMOHHOH MTEPCIIEKTUBOM.

Boree Toro, MOCKONBKY BCe Yale YKOPEHSETCs IPAKTHKA, YTO PEKUCCEPHI TAKXKE BBICTYIIAIOT B POJIM CLIEHAPHCTOB CBOMX COOCTBEHHBIX
(MIBMOB ¥ MALIYT MBECHI ISl TEATPAIBHBIX TOCTAHOBOK, JIOTHYHO MPEIIOIOKNTE, YTO B ONvpKaiIIeM OyayIieM SKpaHn3alnuu
MIPOM3BEICHUH aBTOPOB OYyT BOCIIPHHIMATHCS KaK €CTECTBEHHAS! SBOJIOLHS TBOPUYECKOTO BRIPAXKEHNUS B aJIbTEPHATHBHBIX (popMarax
B KMHO U JIpaMarypriu.

HazBanne «I'a3enm» Taxkke COOTHOCUTCSI C TEPMHHOM «T'a3ellb» B azepOaiimkaHckoM si3bike. [Tocie mokasa ¢uibMma pexuccep
YIOMSIHYJI KaHp Ta3eiil B BOCTOUYHOH JIUTeparype, yTBep:kaasi, 4To (PUIIbM CO3/1aH B paMKaxX 3TOH CTHIIMCTUYECKON KOHIIETIIHH.
OTOT AEBIHOCTOMUHYTHBIH KHHEMATOTpapUUECKUil OIBIT, HECMOTPS Ha OTCYTCTBHE TPAIUIIMOHHOTO CIOXKETA, pa3BOPauNBACTCS
C 3JIEMEHTaMHU HHTPHTH, KOTOPBIE IOCTOSIHHO TOJAPBIBAIOT OKUAAHHS aytuTopry. OHM TIOKa3bIBAOT, YTO IPE/IIOJIOKEHHS 3pUTeIeh
0 TIPEACTOSIIINX COOBITHSIX B KOHEYHOM cueTe ommoo4nbl. Ha one GeckoHeuHOH rapMOHIH, KOTOpast MPOHU3BIBACT MUP MPHPOJIBI, BCE
po0IeMbl HEMEUIEHHO MCYE3al0T, CJIOBHO OHH MOSIBUIIMCH JIMIIb B MUKPOCKOITMYECKOM MaciuTabe. TeM He MeHee TO, YTO OCTaeTCs
0e3yInpedHbIM,— 3TO caMa KpacoTa. MO)KHO TOBOPHUTH O BEYHOCTH JIMIIb Ha S3bIKE KPACOTEHI.

Moronast JKeHIINHA, YBIICUEHHAs! pe3b00ii 10 epeBY, OKa3bIBACTCs B CEJICHUH TIOCPEIH KMBOITMCHOM NMPUposibl. Bee obnuTarenun sToro
MeCTa — HE3HAKOMIIbI, TPHOBIBAIOIIIE JINIIB /IS TOTO, YTOOBI HCUE3HYTh TaK K€ 3araJlouHo, KaK U MOSBUINCH. B MpoH3uTEIbHOM
¢uHaNIEe MONOAAst KEHIIMHA TAK)Ke HCUE3aeT, OCTABIISS ayANTOPHIO JIMIIOM K JIMILYy C HEOOBSITHOM, 3aXBaTHIBAIOIICH JTyX U CIIerKa
myTaromieii 6e3MepHOCThI0. Bo BpeMst BCTpedH ¢ peKICCepoM OIMH M3 3pHUTEIEi IIonHTepecoBacs, OKas3an 1 TapKoBCKUi BIHMSHUE HA
€ro KHHOTBOpUeCTBO. BeposaTHo, Bonpoc kacaics ¢punbsma «Comsipucy. I'onpmMakanu modiarogapuil 3a To, 9To TapKOBCKOTO YIIOMSHYITH
B KOHTEKCTE €ro paboThl, HO OTMETHJI, YTO OoJIblee BIOXHOBeHNE OH yepnain u3 TBopuecTsa K. Kecbnésckoro n A. Kuapocramu.
JleHCTBUTEIIFHO, OT/ETBHBIE STH30/IbI MIEPEKITMKAIOTCS ¢ «COSIPHCOM», TEM He MEHEE 3TO HaOIOIeHNEe HUKOMM 00pa3oM He yMalseT
OpPUTMHAIBHOCTH U HOBATOPCKUX KauecTB (pribma.

«Cpra Mocnga» 6611 co3nan MOIobIM HHAMHCKUM pexrccepoM X. P. Kymapom mo codctBenHOMy crieHapuio. CIoXeT BpalaeTcs
BOKpYT I0HOTO (hyTOONIMCTA IO UMEHH J[9BH I, KOTOPHIH mponain 6e3 Becti. ObecnokoeHHast MaTh IOCHITIAET €ro OTIA Ha IMOUCKH,
1 TOT obOparmiaercs B monuiuio. EMy cooOmaloT, 4To TeJI0 HEKOETo MOJIOIOTO YeJIOBEKa OOHAPYKIIM B MOPIe B HECKOIBKHUX
HaceJICHHBIX ITyHKTax oTciofa. He oOpamiast BHMMaHUS Ha HelaBHEE 000CTPEHNE AITHUYECKIX IPOTHBOPEUNH B Topax, KOTOpoe
MIPUBOIMT K €KETHEBHBIM yOMICTBAaM, OTELl OTIpaBisieTcs B MyTh. CTONKHYBIIHCH JIMIIOM K JIMILy CO CMEPTHIO HECKOJIBKO pas3, OH
B KOHIIE KOHIIOB IIPHOBIBAET B MOPT, I7Ie €My NPEACTOUT MpayHas 3a/1a4a — OIIO3HATh TEJIO.

OcTaercs T HeU3BECTHBIM, ACHCTBUTEIHHO JIM 3TO €TI0 ChIH, TOCKOJIBKY CO3/1aTelH (puabMa HAMEPEHHO CKPBIBAIOT Pa3Bs3KY OT
3puressi. HeBO3MOXKHO MPOYECTh OTBET Ha JIMIIE OTIA: aKTep (Henpo(dheCCHOHANBHBIN NCIIOMHUTENs — eBelt ¥ Oapn P. Mamanrsa)
CyMeJ co3/1aTh BHyTPEHHEE HAaNpsHKEHHE.

[TpeoGnanatomym B OOIBIIMHCTBE MPEACTABICHHBIX (DMIIBMOB SIBISETCSI MOTUB JIOPOTH, Ty TEIIECTBHE 0 KOTOPOH TPAAUIIHOHHO
BO MHOTHUX KyJbTypax siBisercst Metadopoii xu3HH. KiroueBoii Borpoc 3akiiiouaeTcs B eI 3TOTO MyTelecTBus. B ratapckom
¢unbpMe «l'opa BIrOOICHHBIX) TTOBECTBOBAHUE CIICIYET 3a MY)KYMHOM CPEJTHUX JIET, YEIOBEKOM COCTOSIBILIIMCS 1 PECIIEKTa0CIbHEIM,
KOTOPBIN OTHPABISETCS 32 CBOMM OTIIOM — YEJIOBEKOM, KOTOPOTO HUKOI/IAa HE BUJIEN,— B JIOM ITPECTapelIbiX B JaleKuid ropoxa. 13
MIPEBICTOPUH CTAHOBHUTCS SICHO, YTO MaTh IIIABHOTO TePOsi KOTNa-To OblIa CTPACcTHO BIIIOOIEHA, HE BBIIIIA 3aMY’K OBTOPHO TTOCIIE
TOTO, KaK €€ BO3JIIO0JICHHOTO IIPU3BaJIi Ha BOWHY. Terepp MOKMIIas KeHITMHA OMHOKO JKUBET B CBOEM IOJIyPa3pyIICHHOM JIOME,
KOTOpBI HAMEYEHO CHECTH, U BCE €I1Ie JKAET BO3BPAILCHHUS YeJIOBEKa, KOTOPOTo Jitoomina. ChIH pHe3kaeT B TOPOJ, HAXOJUT CBOETO
YMUPAIOIIETO OTIA, U TETIEPh UM MPEICTOUT CTOJIb JKE JOITHH ITyTh Ha3a (. Ha mpoTshkeHnu Bcel moe3 Ky Mbl HaOII0AaeM CIIOKHbIE,
HarnpspKEHHBIE, HO YPe3BbIYaiiHO MHTUMHBIC OTHOLICHUS MEKAY OTLIOM H CHIHOM.

Pexuccep C. HO3eeB coznan «l'opy BIroOIEHHBIX» KaK AKPaHU3ALMIO MTbEChI, HAITMCAaHHON ero oToM J. KO3eeBbIM, H3BECTHBIM
npamaryprom u3 Tarapcrana. Co3naBast puiabM, pesKrccep CIOBHO ITPHU3BAJ AyX CBOETO IOKOWHOTO OTIIA, OTHPABUBIINCH C HUIM
B MyTEIIECTBHE, KOTOPOE 3aBEPIIMIIOCH CO3JaHNEM UPE3BhIUAHO JIMYHON KHHeMaTorpaduyeckoi paboTsl. OCOOEHHO HHTEPECHO
TO, YTO 3TOT (DMIJIBM HaIleJ OTKJIMK y HAIIMOHAIBHOHN ayJUTOPHH.
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«l"opa BIIOOIECHHBIX» IPOIEMOHCTPUPOBA OOJIBIION HHTEPEC 3pUTENIEeH K HCTOPUU CBOETO PETHOHA, YTO 1mo3BomiIo FO3eeBy
BO3JIEP>KAThCs OT IOTOHHM 3a NOBEPXHOCTHBIMU TPEHAAMH WU MOAPaXKaHUsI €BPONEHCKOMY KHHO. B 0cHOBE ycrexa KHHOIEHTBI JIEKHUT
Goraroe KyJasTypHOE Hacle[e, JOKaJIbHbIC KYJIbTYpHbIC TPAIHUIIIH, KOTOPBIE B TO e BpeMs 00J1a/JaloT BIICUATIISIONEH OOIIHOCThIO
U €IMHCTBOM C MUPOBBIMHU KyJIBTYpaMH — HapOJHbIE IECHH, MOJIMTBBI MaT€Pel, OTBETCTBEHHOCTb CHIHOBEH U NMIPEAaHHOCTb MOXKHIIBIX
OTLIOB.

Kpynnsiii mpu-nankuiickuii pexunccep [1. Burxanare B ceoem HoBoM ¢uibMe «Pait» rmyOoko nccieayer conpaibHble TpoOIeMBl.
JIBOE MONOIBIX TIOEH — IOHOIIA U IEBYIIKa — IMIPHUEXAIH Ha OTABIX B PETUOH CBOEH CTPaHBbl, U3BECTHBINH paliCKoil KpacoToil cBoer
nipuponbl. OTHAKO MOCPEar HOYM MX BEIM OBUIN YKPaJeHbI: HH(GOPMAIUS U3 TPONABIIETO JISNTONA MPUHIUITAAIBHO BaXKHA JIS
OM3Heca MOJIOJIOTO YeNIOBEKa, CBA3aHHOTO C Mpassiei anuToi crpanbl. FOHoIa TpeOyeT OT MEeCTHOH MoK HAWTH U BEPHYTh
HOYTOYK B TEUEHHE JTHI, YIpOXKasi CEpbe3HBIMH MOCIEACTBUSIMHU B CITydac HeylauH.

OxBaueHHbIE TPEBOTOH U3-3a 3TOTO YITHUMAaTyMa, OJIULIEHCKHE HAUNHAIOT MPECIe10BaTh U TaK KHUBYIIEE B TSKEIBIX yCIOBHIX
MecTHOe HaceneHue. CuTyanus Tparudecky 000CTpsieTcs], KOTJja HeBHHOBHBIH MOJIOJION Y€JIOBEK CTAHOBHUTCS JKEPTBOH KECTOKHX
IIBITOK U B KOHEYHOM MTOT€ YMUPAET OT IOJIMLEHCKOTO TPOM3BOJIA, YTO BBI3BIBAET 00IIECTBEHHOE Bo3MyILeHue. [1o upoHun cyns0sl,
MOJIOZION YeNl0BEK, KOTOPHIi TpeOoBall BO3BpaTa CBOEro HOyTOyKa, TAKKe IMMOTHOAaeT B IOCiea0BaBiIeM xaoce. Ha Hammx rmasax
HEKOIZa MIMUINYEeCKUI pail mpeBpallaeTcs B HACTOSAIUIM aji, paCKphIBask TPEBOKHYIO HCTUHY: IMEHHO 4EJIOBEUECTBO CO3/1AET TaKHe
aJIcKue Tei3axu; 06e3 Joneil MUp, HECOMHEHHO, OCTaBajIcs Obl paeMm.

Amnanornyno ¢uism «JloMm, HazBanHbi [1laxana» 6anmmagemnickoro pexuccepa JI. ['a3u momHIMaeT ocTphlie COIMANBEHBIC BOIIPOCHI
Yyepe3 MOBECTBOBAHKE O MOJIo#o# xeHmuHe June. B ceMHanars et oHa cOexana ¢ JII0OMMBIM, HO BCKOpE 0OHapyXXMiIa, 4To €ro
KM3HB ITycTa 1 Oe3nyxoBHA. PazoyapoBaHHasi, OHa pa3BOAMTCS U BO3Bparnaercs 1oMoi. OTter npomiaer ee, 6opsich Co cBoei 60JIe3HBI0
1 oAMHOYEeCTBOM. Bekope mocie atoro 6oraTeiii 1 HaOOXKHBIN My)XunHA cBaraercs K [lume. OHa oka3bIBaeTCsS CKOBAaHHOM y3aMu
Opaxa ¢ PEeIMIHO3HBIM MYKEM, KOTOPBIH BBIIBUTAET CTPOTHE YCIOBHSA. DTO IPUBOIUT K TOMY, YTO OHA PA3BOJUTCS C HUM CITyCTS
MeCsI U CHOBA BO3BPAIAETCs JOMOH.

K ee O6enam nobasisieTcs emie ofHa: 0M, B KOTOPOM OHHM KHMBYT C OTIIOM, IPUHAUICKHT €€ J51/1€ — TPATUINOHAINCTY, KOTOPBI
CTpOXe, yeM ObIBIIMI My>K. OHA BBIHYK/ICHA TOAYUHATHCS €T0 TpeOOBAaHMSM, IIIAaBHBIM 00pa3oM M3-3a YXY/IIIAIOIIETOCs 310POBbS
otua. Ho xorga cTaHOBUTCS U3BECTHO, UTO IOM Ha CAMOM JieJIe Ha3BaH B 4eCTh MOKOWHOM Marepu Junbl — I1laxaHbl,— cKIaabIBalOTCA
niea bHbIC YCIOBHS IS CHACTIIMBOTO (rHANa. Marh TeporHH BIOpaia cMepTh Kak criocod M30eKaTh THETYIMX MECTHBIX 00bIYaeB —
CJIOBHO NTHIIA, OHA yJETeNa U3 3TOro Aoma. B ommuune ot Hee, [luma BEIOMpaeT KHU3Hb U KISTHETCS ce0e MoyduTh 00pa3oBaHne
B AMepHKe, 4YTO CHMBOJIM3UPYET OTKAa3 OT YCTAPEBIINX TPaJUIMi B MONB3Y 3allaJHBIX JTHOepaIbHBIX IIEHHOCTEH.

I'a3u ncnonb3yeT TpaaIuIMOHHBIA MOTUB «OTIOB U AeTeit», [llaxans! u J{nmnbl, 0MHAKO MEPEBOIUT €ro B MPOCTPAHCTBO METa(OPHI,
obparmaercs K mpodJieMe CTaporo 1 HOBOTO, TPAUIIIOHHOTO ¥ COBPEMEHHOT 0, TJIe TIEPBOE OTHIOb HE BCEI/IA JOCTOWHO COXPAHEHUS,
a BTopoe — noputianus. [1laxana — o KOTopoit TOBOPSAT, YTO OHA OblIa UyIeCHOM KEHIIMHON, KaK ¥ TPEATIoNaraeT ee UMsl,— OCTaeTCs
pu3pavHoit Gpurypoi. st pexxuccepa HeT COMHEHHH B TOM, 4ToO [luma, KaKk 1049k, HACIEAYeT MAaTEPHHCKYIO CHIIy U CTOMKOCTb.
Mornonast )KeHIIMHA TIpeicTaeT Kak BHYIINTEIbHBIN 00pa3, CriocOOHbIH cOPOCHTH OKOBBI HEBE)XKECTBA U TPAAUILIMH, M B KOHIIE KOHIIOB
Jocturaer TpuyMda. MeradopHuHOCTh HCTOPHUH IPHUIACT € YHUBEPCATEHOCTh: OHAa OOHAPYKMUBACT MapajliesIn ¢ HACIeIUEM KEHCKHX
NepcoHaXkel B azepOaiipKaHCKOH JIuTepaTrype U KHHO, TakuX Kak CeBmiIb 1 AnMas. ..

SIKyTcKoe KMHO 3a MOCHeqHee ACCSITUICTHE 3aBOCBATI0 3HAYNTEIIBHOE TPU3HAHNE, IT00EXk/1as HAa MHOTOYHMCIICHHBIX (heCTHBAIIAX
U Nody4as npecTrxkHble Harpaasl. @ectuans B KazaHu He cTan HCKITIOUEHHEM: XKIOpH pucyauio ['pan-npu «JlereHnaMm Be4HBIX
cHeroB» A. PomaHoBa. @niibM HaloJIHEH BBIPA3UTEIBHBIMU 00pa3aMu: CHET, OTOHb, IOPTHI, MEX, AyXHU H €/1Ba YIOBUMBINA 3UpPHBIi
TyJl, IOTYEPKUBAECTCI MOHOTOHHON MY3BIKOH BJAJIEKE — DIIEMEHTBI, XapaKTEPHBIE AT IKYTCKOTO KHHO.

OcHoBaHHBIH Ha pacckase H. 3abononkoro, HalmMcaHHOM B JKaHPE CKa3KH, «JIereHabl BeUHBIX CHETOBY» COJIEPIKUT TE K€ IIEMEHTHI
U TIepeIuIeTacT JABE IPOH3UTEIbHEIE IereHbl. [lepBast pacckas3piBaeT 0 60raroMm, HO MOXKWIOM MPUHIIE, KUBYIIEM BAAJIH OT MECTa
JIeHCTBUS paccKka3a, KOTOPBIM y3HAeT O MPEKPaCHOW JEBYIIKE U MOCHUIAET FOHIA C 30JI0TOM U nojapkaMu. Pogurenu, ctpeMsach
3aI0JIyYUTh OOTaTCTBO, OXOTHO OTIIPABIISIOT CBOIO J0Yb K CTAPOMY YEIIOBEKY, KOTOPBIH X0ueT u30exarb cMepTH B oguHodecTBe. [Ipn
9TOM JKEJIaHUs JAEBYIIKU BOBCE HE YUUTHIBAIOTCA. BTOpast nmerenia noBecTBYeT O MOTPsCAIOIIEN KPACOThI JAEBYIIKE, YbH POAUTENN
noruOsM oT MopoBoro noseTpust. OHa BbDKHIIA, HO, HECMOTPSI Ha KPacoTy, CTaBUIYIO MPUTYEH BO SA3BILEX, OCTAIACh B BBIMEPIIIEM
celleHnH. B oTuasHUM OHA CTPOUT IOPTY Y AOPOTH U AAPUT OCTAHABIMBAIOUINMCS y Hee IMyTHUKaM HOYb paiicKoro Oia’keHCTBa.
Kasxzpiit pa3 B Hajiex e, 4To ee yObIOT, AeBYIIKa IIPU3HAETCS, YTO OONbHA. YCIIBIIIAB 3TO, MOJIO/BIC JIIOIW B ITAHUKE OETyT M yMUPAIOT
rae-To B myTu. He BblaepkaB, oHa KoHYaeT ¢ coboi. OMH 13 BEDKUBIINX MOCIIE BCTPEUYH ¢ HEH, TeX, KTO pas3/IesIiiI 3To HebecHoe
ITyTEIIECTBUE, TIO3JHEE CTAHOBUTCS FOJIOBOM CBUTHI, KOTOPAas BE3€T AEBYILKY U3 IEPBOM JIETeH bl K cTapoMy NpHHIYy. TeM He MeHee
JyX yMepIIel KpacaBUIIbI KaXA€T OTMILEHHS U CIIaCaeT HEBECTY, MPEAHA3HAUEHHYIO ATl yMHUPAIOILEro CTaprKa.

[Monapmnstromuii 00beM KHHOJIEHT HEEBPOIIEHCKOTo / HeaMEepHKaHCKOTO MPOM3BO/IcTBa Ha KasaHckoM dectuBale co3gaer 0colyro
screTndeckyto armocdepy. EBpora n Ameprka, 6€3yciioBHO, OCTaBHIIM CBOH ciie]] B KUHeMarorpade, Ho ceifuac OHH, T0-BUIMMOMY,
YBIICYECHBI CO3/IaHHEM BU3YaJIbHO IIPUBIICKATEIbHBIX IPOEKTOB, HO COCPEIOTOUCHHBIX MCKIIFOYUTENILHO Ha XY/I0)KECTBEHHOH (hopMe.
Hamporus, ¢puibMel, co3nanable B A3HH,— 0COOCHHO B T€X CTpaHaX, KOTOPHIE HCIBITHIBAIOT BIMSHUE UCIaMa,— CJIOBHO OTKPBIBAIOT
ITyTh K UCCIICIOBAHNIO HEM3BEJAHHBIX TEPPUTOPHUH, I7I€ €IIle TasATCS CKPHITHIE IITyOWHBI ¥ TIOCTOSHHO TIPOUCXOANT TIOMCK HOBBIX
HappaTHBOB.
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AHHOTaNUA

Crarbs MOCBSIIICHA HOBOMY HAIPABICHUIO B ayTHOBU3YaJIbHBIX MPOU3BEICHUAX, KOTOPOE MOXKHO 0003HAYNTH KaK MYJIBTHBHI0BAS
STHOTpaQHs UITH «BUIOBOW TTOBOPOT», CMBICT KOTOPOTO 3aKIIFOUACTCS B UCCIICIOBAHNH KHU3HU PA3HBIX BUJIOB C MO3UIMH OTKa3a OT
YEJI0BEUECKON HCKITIOUMTENIbHOCTH. B OTiIMYKE OT TPaAuIIMOHHBIX (DUIBMOB O MPUPOIE, TJIE IPYTHe BUJIbI OKAa3bIBAIOTCS B 00BEKTHBE
0eCcCTPacTHOTrO HAyYHOTO HAOIIONEHHS HATYPAINCTA, HOBOE HAMPABJICHHUE MOTMBITKY OTKa3a OT POKYCUPOBKU HAa CBOMCTBEHHOMY
YEJIOBEKY BOCIPHUSATHU ITUX BUIOB, OOYCIOBICHHOM KYJIBTYPO#, HCTOPHEH 1 9KOHOMHYECKUMHU 00CTOSITeNIbCTBAMH. DUTbM
0 JXH3HU HaceKoMBIX «Aninagin: The insects movie with only sounds» (2025) — sBnsieTcst OTHUM U3 PEIKUX HA JaHHBI MOMEHT
MPUMEPOB ayJAHMOBU3YAIbHBIX POU3BEICHHIA, CHITHIX B PAMKax TaKoro moaxoja. Lleiab [aHHOTrO aHanu3a — BBISIBUTH MPU3HAKU
3TOTO MYJBTHBHIOBOTO TOBOPOTA B AUCKYpCe GHiIbMA O XKHBOTHBIX. K 4MCITy TaKMX MPU3HAKOB MOXKHO OTHECTH: OTKa3 OT (peitma
00BSICHEHHSI, OTCYTCTBHE MPUBBIYHBIX ()OPM HAPPATHBA, CHIDKEHUE CTCTICHH MPUCYTCTBHS YelIOBeKa. BMecTo 3TOro B (hHIbME BHICTPOCH
mpoliecc HaOIIOICHNUS 32 HACEKOMBIMU 0€3 UCTaHIIMU, HEKOTOpasi XaOTUYHOCTD B JIECMOHCTPHPYEMBIX CIICHAX YKU3HU HACEKOMBIX
CO3/Ia€T BIICYATIICHUE OTHOBPEMEHHOCTH U CHEOMHHYTHOCTH ITPOUCXOISIIIETO, HAOMIONCHHUE 32 KOTOPBIM JIUIIIEHO CMBICIIOBOTO [IEHTPA.
3ByKoBOe oopmiieHne PpubMa, HAMOMHUHAOIIEE KaK Obl YCHICHHBIE 3ByKH HACEKOMBIX, & HA CAMOM JIeJIe HCKYCHO HMHUTHPYIOIIEE
MIPUPOJIHBIC 3BYKH, CO3/IaCT HATPSHKEHUE Y 3PUTEIIS, TIOTPYXKAET €r0 B HEMPUBBIYHYIO CUTYAI[UIO HAOIIOCHHS O3 OLEHKH 1 Oe3
00bsicHeHUsI YBUICHHOMY. OTMEUCHHBIC XapaKTePUCTUKH (HIbMa U TIparMaTiHyeckasi yCTAaHOBKA aBTOPOB, HAICJICHHAS HA H3MEHEHHE
«BUICHHSD YEIIOBEKOM JKH3HH CYIIECTB IPYroro OHOIOrHYeCKOro BU/Ia, TIO3BONISIOT OTHECTH €ro0 K HOBOMY (hopMary pernpe3eHTaIum
non-humans animals B aynOBU3yabHBIX POU3BEACHUSAXK JJISI IIUPOKOH ayJAUTOPHH.
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Abstract

The article deals with a new trend in audiovisual works which can be described as multispecies ethnography or “species turn” and
whose meaning lies in studying the life of different species from the position of rejecting human exceptionalism. Unlike traditional
nature films, where other species are subjected to the lens of a naturalist’s dispassionate scientific observation, the new trend attempts
to move away from the focus on the human perception of these species, conditioned by culture, history and economic circumstances.
The film about the life of insects Aninagin: The Insects Movie with Only Sounds (2025) is one of the rare examples of audiovisual
works made within the framework of this approach. The aim of this analysis is to identify the signs of this multispecies turn in the
discourse of animal film. These signs include a rejection of the explanatory frame, the absence of familiar narrative forms, and a
reduction in the degree of human presence. Instead, the film constructs the process of observing insects without a distance; a certain
chaos in the scenes of insect life creates the impression of simultaneity and immediacy of shown events, the observation of which
is devoid of a semantic center. The film’s sound design, resembling amplified insect sounds, but in fact skillfully imitating natural
sounds, creates tension in the viewer, immersing them in an unusual situation of observation without judgment and without explanation
of what they see. The mentioned characteristics of the film and the pragmatic approach of the authors aimed at changing the human
“vision” of the life of creatures of another biological species allow us to classify the film as a new format for the representation of
non-human animals in audiovisual works for a wide audience.
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DeHOMEH, 0 KOTOPOM MOWJET peub B JAHHOW CTaTbe, CBS3aH C SIBICHHEM B COBPEMEHHON aHTPOIIOJIOTUH, TOJyYNBIINM HAa3BaHUE
«MYJIBTHBHIOBOI ITOBOPOT» (Species turn), 9To MoApa3yMeBaeT N3MEHEHHE HCCIIE0BATEIBCKOM ONTHKH B aHTPOIIOIOTHIECKUX
HCCIIEZIOBAHMUX, OTKa3 OT T€3HCa O YEIOBEUECKOI NCKITIOUMTEIFHOCTH, HHTEPEC K NCCIIEJOBAaHNSIM 0COOCHHOCTEH B3aMMOAECHCTBUS
4eloBeKa U JPYyTUX BUIOB — JOMAIIHUX U JUKUX KHUBOTHBIX — U X B3aHMOBIIUSHUIO, B TOM YUCIIE€ KPUTHUUECKUN B3I HA 9TO
B3aUMOJICHCTBHE, a TaKke HAOMIOICHNE 3a )KU3HBIO HEUEIIOBEUYECKUX COOOIECTB.

Llenp taHHOTO HCCITEIOBaHMUS — OIPEIEIIUTH BO3ZMOXHOCTH OIIPEICNICHHS TI0OA00HOTO MOIX0/a B AMCKypce (PUIBMOB O AUKOH MPUPO/IE
Ha npumMepe BuaeodunbMa «Aninagin: The insects movie with only sounds» (2025)', oTMETHTh HECOMHEHHOE HOBATOPCTBO 3TOTO
¢ubMa B penpe3eHTau 00pa3oB HACEKOMBIX, SIBISIONIMXCS €0 IIaBHBIMHU TeposiMU. ABTOPHI puiibMa — Opatbs M. YaiiteHep
1 A. YaiiTeHep — IpeniararT «IIpUCMOTPETHCS K TOMY, UTO TPYAHO YBHIETh B AETANAX», B3NIIHYTh «IIPUCTAIBHO» HA TO, YTO
paHbIlle He 3aMeYaIoch’. METOIONOTHs 3TOr0 KeHc-uccaeI0BaHus 0a3upyeTcsi Ha COYSTAaHWU HAPPATUBHOTO M AUCKYpPC-aHaJIH3a,
MTO3BOJISIIOIIEM BBISIBUTH CTPYKTYPHBIE DJIEMEHTHI B pacCMaTpuBaeMOM ayJHOBH3yaIbHOM MPOU3BENEHNH, & TAK)KE CITOCOOBI
MIOBECTBOBAHHUS «HE C TOUKH 3PEHUSI YETIOBEKAY.

HeoObraaoCTh rsibMa 1mojicka3ana BO3MOXXHOCTh paCCMaTpUBaTh €ro HIMEHHO B KOHTEKCTE MYJIBTHBHIOBOTO TIOBOPOTA, KPATKO
OXapaKTepH30BaTh KOTOPHII TOCTAaTOYHO HEIPOCTO BBHUY IIHMPOKOTr0 HabOpa MCCeT0BaTeIbCKUX CTPATEruii, KOTOPBIE MOXHO
OTHECTH K 3TOi HOBOH mapanurme. O0miee U1t BceX HUX — ATO cMeleHHe (hoKyca ¢ YelloBeKa Ha HEeueJIOBEYECKHe Coo0IecTBa
B aHTPOIIOJIOTUH, YTO XPOHOJIOTHYECKU COBIAJAET C POCTOM HOMYISIPHOCTH TPAHCTYMaHUCTHYECKHUX KOHIENIUN B COUaTbHON
¢duocoduu 1 MeananccIe0BaHNIX. BBIX0/ 3a Ipe/iertbl 4eI0BEeYeCKOro B ATHX KOHIETIIUSAX MOXKET IT0/JpasyMeBaTh KaK paclIipeHne
YeJI0BeYeCKOH MPUPObl Ha KHOep-BOIIJIONICHHS YeJIOBEYECKON CYITHOCTH (LM pOBbIe aBaTapbl, KHOSPHETHUECKHE JIIOJH ), TaK
1 pacIIMpeHne YeI0BeIeCKNX IEHHOCTEH 3a Mpe/IeNibl MUpa YelloBeKa: HaelIeHHE [IEHHOCTBIO BCEX JKM3HEHHBIX ()OpM, OE€30THOCHTENEHO
UX YTHINTAPHOU MOJIE3HOCTH /IS YelIOBEKa. DTO BTOPOE HalpaBJIeHHE MPEATIONAaraeT, YTo OOIbIINHCTBO KUBBIX CyIecTB («non-hu-
man animals» — B aHIJIOSA3BIYHON JIUTEPATYpPE), a MOXKET, U BCE, 00JIaAal0T CO3HAHUEM, CIIOCOOHOCTHIO MBICIUTH, M YTO BCE
JKUBBIE CYIIECTBA JOCTOMHBI YBAKEHUS B HE MEHBIIIEH CTETIEHH, YeM JIIOAU. L{eHTpaibHbIi T€3UC — «MBICIUTH O Ty CTOPOHY
OT YeJIOBEKa» — He 03Ha4YaeT OTKa3aThCs OT YeJIOBEUYECKOTO MBIIUICHHS (4TO HEBO3MOXHO), HO TIpEIoaraeT HaCTPOMKyY Takoro
YyTKOTO IOHUMaHUs APYTHX *KUBBIX CymiecTB. [1o Beipaxenuto O. KoHa, «aHTPOIOIOTrH 0 Ty CTOPOHY YEIIOBEKa» CTABAT 3aady He
OTPaHHYMBATHCS YEITOBEKOM, BBIMTH 3a €r0 TPaHHIBI U TI0Ka3aTh €My JPYToil MUp, HEYEIOBEUECKHUE COOOIIECTBA, KI3Hb KOTOPHIX
HazeneHa cmbiciioM [Kon]. M. B. Meden oTMedaeT «HecIyd9aifHOCTh B aHIVIOSN3BIYHOM JTUTEpaType TEpMUHOB non-human animals
n human animals»: «3T0 nenaercst B GONBIIEH CTETIEHH IS TOTO, YTOOBI IIOYEPKHYTH HaIly OOIIHOCTB, CKa3aTh, YTO BCE MBI ani-
mals, 9To BCce MBI JKHUBOTHBIE M 00J1a1aeM )HUBOTHOH npupooit» [Meden, c. 81]. [Ipuznanne 3T0i 0OITHOCTH MOXKET UMETH JTAJIEKO
UAYyIUE NOCIAEACTBUS B IPAKTUKE B3aMMOJEHCTBHS C ®KUBOTHBIMU. Harmpumep, 01HO U3 NpeIokeHni — paccMaTpUBaTh BCE )KUBBIE
BU/IBI B ITPOLIECCE B3aMMOACHCTBYSI KaK PAaBHOIICHHBIX aKTOPOB, BIHSIONINX Ha yenoBeka [Bapdonomeesa, c. 26-27],— kacaeTcs Jin
9TO pa3BUTHS (HOPM XO3SHCTBOBAHUS (CENBCKOXO3SMCTBEHHBIE HIIH TIPOMBICIIOBBIC )KUBOTHBIE ), MJIM COBMECTHOT'O COCYIIIECTBOBAHMS

1 DuibM «AHauHIHH: QUILM O HACEKOMBIX, B KOTOPOM €CT TONLKO 3ByKi» (Aninagin: The insects movie with only sounds) npozomkTeBHOCTSO 46 MiHYT, Gbit 3aepiien Mikasiem i Anekcanzpom Vaiirenep (Michael & Alexander Whitener (ncesnommms: Michael Perfect
& Alexander Weidner) B 2023 I, 0nyGIHKOBAH B OTKPBITOM 0CTyne Ha riatdopye YouTube B 2025 .— 31ech  1aiee npiM. ast

2 Onmucanne k Buaeo Aninagin The insects movie with only sounds Full film (46mn) 1 Free watch. https://www.youtube.com/watch?v=f11h8iphXEk (mara o6pamennus: 05.05.2025).
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(toMamHue MUTOMIIBI), MITH SKOJIOTHYECKOTO B3aUMO/IeHCcTBYS (HanpuMmep, 00JIe3HH, IiepeiaBacMble )KMBOTHBIMH). JTO BIHSHUE
Ha YeJIOBEeKa He SIBISCTCS €ANHCTBEHHBIM (hakTOpOM, 00yCIIOBIMBAIOIINM HHTEPEC UCCIeI0BaHui. MyabTHBHI0BasE STHOTpadus
CTaBHT B IICHTP MCCIICIOBAHUS COILIMATBHOCTh HEUEJIOBEUECKHX BUIOB, a HE J€TaeT X OTPaKCHNEM CTaTycoB 4yenoBeka [Hartigan].
WuTepecyer ee u npobiieMa HaXOXKICHHS YCIIOBUI TapMOHMYHOTO COBMECTHOTO COCYIIIECTBOBAHMSI JIIO/IEH M IPYTHX BUAOB «B
MHTEpecax KOJUIEKTHBHOTO SKOJIOTHUYECKOTO MPOLBETAHM» U «B3aMMHOM skonorum» [Kirksey, c. 546].

B nonHoil Mepe 3Ta cMeHa UCCIIeA0BaTENbCKOH ONTHKH 3aTPOHYJIA U MUP HACEKOMBIX, COCEACTBO ¢ KOTOPBIMU BIMSIIO HA KU3HB
Jrozieil ¢ «He3anaMATHBIX BpeMen». CI0KHOCTh M HEOJJHO3HAYHOCTh 3TOTO COCYIIECTBOBAHMS (DOPMHUPOBAIIH B PA3IMUHBIX KyJIBTYpax
IIMPOKUH CHEKTP MPEICTABICHUHA 0 HACEKOMBIX — OT MOYUTAHMSI B PEITUTHO3HOM U MU(OJIIOTHIECKOM KOHTEKCTaX (Cckapaben
Jpesuero Erunra) 1o crpaxa u HenpusATHs B OBITY (TapakaHbl, AyKH, MyXH, IUIaTsHAS U 3€pHOBAs MOJb M T.1.). Kak n3BecrtHo,
CHUCTeMaTH4eCKOoe HaydYHOE HAOIOIEHNE 3a KHU3HbIO HAaCEKOMBIX Hayasoch B HoBoe Bpems. B cepeanne XIX B. ppaniy3ckuit
srTomotor JK.-A. ®abp BrepBble npencTaBuil 00pa3oBaHHOM MyOnMKe 3TOT paHee He3aMeTHBIN Mup. Ha npoTsbkenun necstuneTnit
oH my0smKoBai 10-ToMHOE HCCIIeJOBaHNE TTOBEICHHS Pa3IMYHBIX BU/I0B HACEKOMBIX, KOTOPBIX N3ydall He B KaOMHETE, penapupys
coOpaHHbIE 00pa3Ilbl, a B €CTECTBEHHON Cpenie 00UTaHMs («IIyCTBIPh)), YTO CTaJI0 COBEPLIEHHO HOBBIM B MHPOBON 3HTOMOJIOTHH.
[Hnpoxkoii my6nuke ero padora crana U3BECTHA B 0oJiee KPaTKOM IOITYIsipHOM BapuaHTe — «Kn3Hp HacekoMmbIx» («La Vie des
insectes», 1910), mepeBeneHHOM Ha MHOTHE A3bIKH [OuanoBckui, ¢. 5]. CTONb jke HeCTaHAaPTHOM UCCIIEIOBATEIILCKON cTpaTerueit
1 MaHepoH NMHMCchMa Iopasmia yXKe HallluX coBpeMeHHHKOB kHura X. Paddmnsza «Mucekronenusy, Boimenmas B 2009 1. B penensusix
Ha KHUTY OTMeYaeTcs HeOOBIYHBIH MOIX0/T aBTOpa K OpraHU3aluK TEKCTa. JTO HE CTPOTHH akaJIeMUIECKUH TUCKYPC, & COBMEIICHHE
Pa3IUYHBIX MOIYISIPHBIX CETOHS KaHPOB, KaK, HAIIPHMED, TPEBEIIOT, U OpM: HE CTPYKTYPHUPOBAHHBIA HAYYHBIH TEKCT, @ HOBEILIBL,
HalMCaHHBIE IPKUM SMOIMOHAIBHBIM s3bIKOM. OnicaHne, KOTopoe Mmoy4aroT (heHoMeHb! oT Paddi3a, BrosiHe MOXXKHO Ha3BaTh
HACHIIIEHHBIM, B JTyX€ KJIACCHYECKOH 3THOTpai — B TIEPBYIO OYepe/Ib 10 TOI NPUUYHMHE, YTO OH PEIIMTEIHHO HACTPOCH PACIIHPAThH
IpaHHMIIBI yenoBedeckoro nauckypea [Kocrenxwid, c. 162]. On oOpariaeT Halle BHUMaHNE Ha 4y>KI0CTh U HEMIPEOAOIUMEIA Oapbep
MEK1y KU3HCHHBIMH MUPAaMH U IIPEIaraeT 0ObsICHEHNE STHM YCTOHYMBBIM CXeMaM BOCHPHSTHS: « MBI TPOCTO HE MOXKEM YBHIEThH
ce0st B 9TUX cymecTBax. YeM Oombliie MBI MX paccMaTpuBacM, TEM MEHbIIEe HaM 3BecTHO. OHHM He Takue, Kak Mbl. OHH HE pearupyror
Ha TPOSIBJICHHE JTI00BH, MHJIOCEP/IMS MM PACKAasTHHS. DTO YTO-TO MOXY’KE PaBHOAYIIHS. ITO TIIyOOKO MEPTBOE NMPOCTPAHCTBO, T HET
HY B3aUMHOCTH, HY 4yBCTBa CPOACTBA, HU NMoJAKynatomero obdasuus» [Papdums, c. 49]. [lonnmanns Mex 1y STHMHA MUPaMH HET, IPU
TOM YTO 002 3THX MHUpa B3aMMOIIPOHUKAEMbI — HACEKOMBIE ITOCTOSTHHO BTOPTAIOTCS B MU JIIOIEH, TPUHOCS 3a4acTyI0 HeXXelaTenbHbIe
(Ha30MIMBOE COCEICTBO B JOMOX035HiCTBaX, MOpYa MPOYKTOB MM BEllel) MM KaTacTpoduueckne nocneacTsus (0ome3Hu, Heypoxait
U CIEYIOIUi 32 HUM rosiof). Ho u 4enoBek IMOCTOSHHO BTOPTaeTcsl B MUP HACEKOMBIX, JIMIIAs! )XKM3HEHHOTO MPOCTPAHCTBA, MEHSSA
YCIIOBHSI CyIIIECTBOBaHMS U HECS] YHHUTO)KEHHE LIEJIBIM BHaM HACEKOMBIX (M3MEHEHHUE NMPUPOAHBIX JIAHAMA(PTOB, HHTEHCUBHOE
MIpUMEHEHHE HHCEKTUIMIO0B). 10 MHEHNIO MHOTHX aBTOPOB, MUIIYIIHUX B PaMKaXx MapaJurMbl MyJbTHBHA0BOH 3THOTpadun,
MIPUHIMIHAIEHO HOBAsl CTPATErusl MOHUMAaHKS APYroi *u3HU (non-human animals) BO3MOXKHa Kak «BHUMATEIbHOE BIVISIBIBAHHEY.
MeTomom0rHs TAKNX UCCIEAOBAHUH MOXKET OBITH MHOTOOOpa3Ha, HO OCHOBHBIM METOIOM OCTacTCs HAOMIOieHNe, alallTHPOBAHHOE
K HOBBIM 3aja4aM. [Ipeanaraercs «pa3BuTHE YyBCTBUTEIBHOCTH YEJIOBEKa K MHOTOOOPA3HIO )KHUBBIX OPTaHU3MOB U NX OTHOIICHHH
C MOMOIIIBIO «HCKYCCTBA) NPUMETIIMBOCTH M BHUMATEIILHOCTHY, YTO TT03BOJISIET «MHOXECTBY JKMBBIX OPTaHU3MOB OBITh 3aMEUCHHBIMU
U TIPU3HAHHBIMH, a CJIEJ0BATEILHO, BKIIOYEHHBIMY B OpOUTY HOBBIX OTHOIICHHUI» [3anopoxker, c. 46].

Taxoe NCKycCTBO MPUMETIMBOCTH JyUIle BCETO PEAN3yeTcs B IIpoliecce HaOMIOAeHUS ¢ TIOMOIIBIO BuaeokaMepsl. Kunormas —
MHCTPYMEHT, CIIOCOOHBIN MPUOIM3UTE K HAM TO, YTO TPY/HO, a HOPOI 1 HEBO3MOXKHO YBUJIETh «HEBOOPYKEHHBIM I1a3oM». Hacekomble,
KaK U IPaKTHYECKU BCE BHUJIbI )KMBOTHBIX, JABHO CTAJIM YACThIO KMHOJUCKYPCAa — KaK JOKYMEHTAJIBHOIO, TaK U XyHA0)KECTBEHHOTO,
4TO, B CBOIO 0YEPE]Ib, TAKXKE CTAJIO IPEIMETOM HAYYHOT0 aHan3a. [IpOTHBONOCTABIATh HAyYHO-IOMYJIAPHBIN U MacC-KyJIbTyPHBIN
CIOCOOBI PENpe3eHTAM HACEKOMBIX B KHHOJMCKYPCE B IAHHOM ClTydae He TpeOyeTcsl, OCKOJIBKY B CO3HAHMH IIHPOKOH ayTUTOPHI
3T 00pa3sl cocymecTBYIOT. Ecim y MaccoBoii aynutopun umeercst 6oiee Wil MeHee OObEeKTHBHOE 3HAaHHE O MUPE HACEKOMBIX,
OHO HEM30EKHO HAKJIAJBIBACTCS HA CIIOKMBIINECS B MACCOBOM CO3HAHMH MPEJICTABICHUS O HEM, B TOM YHMCIIC T10]] BO3ACHCTBHEM
KHHOJUCKYPCOB, BU3yaIU3UPYIOIUX MUP AUKOW IPUPOJBL.

CaMble 04EeBHIHBIE CITOCOOBI PENPE3EHTANHN )KUBOTHBIX B TUCKYPCaX XyAOKECTBEHHOTO KMHO CBSI3aHBI C aHTPOIOLEHTPHYHBIM
B3mIsiioM Ha npupony. FO. Kounesa (2019) BbiaessieT HECKOIBKO TAaKUX CIIOCOOOB, B TOM YHCIIe: 1) JKHUBOTHBIE KaK )KHBOTHBIC, HE
obnazaromue cMbICI000pa3yIolIeil Harpy3Koi, a HaloIHSIoNHE «(QOoH», Ha KOTOPOM Pa3BUBAETCS CIOKETHAs! JIMHUS; 2) )KHUBOTHOE
KaK 4eJloBeK (aHTpornoMopdHoe), T/ie )KUBOTHBIC )KUBYT B CBOCH €CTECTBEHHOHN cpeie 0OMTaHMs, OHAKO OHM 00JIaal0T PEYblo,
CHOCOOHOCTBIO MBICIIUTD, YYBCTBOBATh, CONIEPEKMUBATH U COCYIIECTBOBATh C YEJIOBEKOM; 3) )KHBOTHOE KaK ITPUPOHOE SBICHUE MITH
nposiBiieHMe BosieOHoro Hauasna [Kounesa). [lepBbie 1Ba BapraHTa B KaueCcTBE CMBICIIOBOTO IIEHTPA UMEIOT B3IV UelioBeka. B mepBom
ClIy4ae — XHMBOTHBIE «CIIOCOOCTBYIOT» pa3BEpTHIBAHUIO HAPPATHBA, HE NMEsI COOCTBEHHOTO CMBICTa, HE 00J1a/1ast areHTHOCTHIO.
Bo BTOpOM, I7Ie OHM MOTYT COBEpIIATH CAMOCTOSATEIbHbBIE HE3aBUCUMBIE JICHCTBHS, UX MOBEACHNE MAaKCUMAIILHO MTPHOIMKEHO
K YEJIOBEYECKOMY M MTOATOMY MOHATHO M 00bsicHMMO. K nmapasuressiM n3 >KHM3HM delloBeKa Kak K OObSICHUTENEHBIM MeTadopaM 4acTo
MpHUOETAIOT M pacCKa3uMKU B HAyYHO-MOMYJISIPHBIX (HIIbMaXxX O )KUBOTHBIX. TO €CTh M HayYHO-TIOMYJISIPHOMY JTUCKYPCY TIPHCYII]
AHTPONOLEHTPUYHBIIN B3I,

Hccnenyst 0coOEHHOCTH penpe3eHTalny HACEKOMBIX B SITIOHCKOM NOMYJISIpHOI KynbType — Ha nnpuMepe annmanuy, H. b. Adanacos
OTMEYAET, YTO 3a/[a4a «OUEeIOBEUMBAHUSD UM BU3YaIbHOTO OKYIBTYpPHBAaHHS IPUPObL, COKpALEHUE TUCTAHIH MEXY YEI0BEIECKIM
1 HEYEeJIOBEYECKUM CBOWCTBEHHA MMEHHO 3alaiHON OMyJsIpHO# KyasType [Adanacos]. B 3amanHoii KynbsType 00pa3sl )KHBOTHBIX
B TaKUX TEKCTaX CHJIBHO TPaHC()OPMHUPYIOTCS, MPUPOTHOE B MPUPOIHBIX CYIIECTBAX YIPA3AHACTCS: OTPOMHBIE TV1a3a )KUBOTHBIX,
YABIOKM Ha UX JTMIax (B MynbT(QMIbMax) IPUBOIAT K TOMY, YTO HEYETIOBEUECKOE CTAHOBUTCS B BOCIIPUSTHI 3PUTEINS — Yallle BCETO
pebeHka, Ha KOTOPOTO ¥ OPHEHTHPOBAHA 3Ta MIPOIYKIHS,— POAHBIM, HE OTTAJIKHUBAIOIINM. B STIOHCKOM aHMME TTOJIX0 K COOTHOILIEHHIO
MPUPOJHOTO U YEJIOBEUECKOrO PUHIUIHAIBHO OTIMYEH OT 3alaJHON MYJIBTUIIIUKALNH: «HE CTPEMHUTBCS CAEIAaTh OKPYKAIOMIMH
MUD MPUATHBIM MECTOM OOWTaHMA», HA0OOOPOT, CTAPAETCS «ITOKAa3aTh €r0 HE3aBUCUMBIM M OTUYKJICHHBIM OT JIFOJCKON MOpam»
[Adanacos]. Ecu B He3amaiHBIX KyJABTYpax aHTPOIIOMOP(H3M B peIIPe3eHTAIMN KMBOTHBIX HE BCET/Ia 00s3aTeleH, CIIEI0BATENIBHO,
€r0 HeNb3s Ha3bIBaTh YHUBEPCAIBHON 4ePTOil MOMYISPHOH KyIBTYpBHI.
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Eme onna xapakrepHas 4epTa B penpe3eHTalnd MMEHHO HACEKOMBIX — 3TO yCTpaIlaloNINe U BpakaeOHbIe YePTHI, CBSI3aHHBIC
¢ abCOMIOTHON Yy>XAOCTHIO (PM3HMOJIOTHH U BHEITHETO OOJIMKA: OHU CTATHYHBI, 0€33MOIMOHAIIBHEL, HEMOHATHBL. O 4yXI0CTH
1 BpX/1eOHOCTH HACEKOMBIX B KHMHOpenpe3eHTanusx nuiet u JI. b. byraesa. B ¢puiibmax 00 skonornuecknx karacrpodax u puiabMax-
y)Kacax B OCHOBHOM OOBITPBIBAETCS CIOXKET arpeCCUBHOTO BTOPKEHHSI HACEKOMBIX B MUPHYIO JKH3HB dyeroBeka. OObIYHO Takue
HaceKOMBbIE MTPEBPAIIAOTCs B OTPOMHBIX MYTaHTOB MJIH B OOJIBIINX KOJIMYECTBaX HalagaloT Ha moneil [Byraesa).

B HexynoecTBEHHOM KHMHOINMCKYpPCE KHBOTHBIE CYIIECTBYIOT KaK 00beKT HaOmonenus. [locinenoBarensHoe HaOmoaeHE 32
MIOBE/ICHHEM HACEKOMBIX IIPHUMEHSIIOCH JaXe B pAHHUX MYJIBTUINTUKaIMOHHBIX (uibMax. Harmpumep, B hribme Yunzopa Makkest
(1867-1934) «Kak neiictByer xomap» (How a Mosquito Operates, 1912) nemoHCTpHpyeTCsl MAJIONIPUSATHBIN JUIs YelIOBEKa MpoLece
yKyca KoMapa, 3aKaHIMBaIOIIUICsl THOEIIBI0 HACEKOMOTO OT Iepen30bITKa BICOCAaHHOW KpoBH [Byraesa].

CoBpeMeHHast MaKpOoCheMKa IPUOIN3HIIA 3TOT HEBUANMBIA MUP HACTOJIBKO, YTO YK€ He TpeOyeTcst Nproerars K MyJIBTUINIAKALINA HITH
MYJISDKaM, 4TOOBI OTCHSTH JKM3Hb HACEKOMBIX B JleTassiX. HaydHble 1 HayYHO-TIOMy IsIpHBIE (DMIIBMBI PACKPBUIH CEKPEThI OBEICHUS
HaCEKOMBIX MaccOBOH ayUuTOpuH. Takue (GUIBMBI CTaIN OKHOM B MU, KOTOPBIH HE TOJIBKO MaJlo3aMeTeH, HO U C KOTOPBIM OOJIBIIMHCTBO
JIOZIEH TTIOYTH HE KOHTAKTHPYET — HalpUMep, C HACEKOMBIMH B CEIbCKOM MECTHOCTH WM B IMKHMX NPUPOIHBIX JIAHIIAPTAX.
@ubMBI 0 TUKOH PUPOZE BOCIIONHAIOT 3TO HE3HAHKE, IIPOCBEINAIOT U pa3BIIEKaloT MyOuKy. MX 1emnb: «MakCHManbHO NPUBIICYb
3pUTEIIS K MPOLIECCy ITO3HAHMS, HE TOJBKO OOBSICHATD H3BECTHBIE (DAKTHI M IEMOHCTPHUPOBATH TOTOBBIE PE3YIIBTATHL, & 1aTh BO3MOXKHOCTh
HaOIonaTh, Kak ObI CTaTh Y4aCTHUKOM IIpOIiecca H3yUYeHUs], BOMTH BO BKYyC IOMCKa 0TBeTOBY [Jlopodeesa, c. 93]. ®uibMbl 0 AUKOH
npupose (HaydIHO-TIOMYJISIpHBIE, 10 Kiaccupukaun MuHHCTEpCTBa KynbTypsl PD) He MCoap3yioT aHTponoMophu3M, CKopee UM
CBOWCTBEHEH OHTOJIOTHUECKn# monxon. Kak mpaBuio, 3agada Takux (GUIIbMOB — B IOCTYITHOM IS MaccoBO aymuropuu Gpopme
MI0Ka3aTh 0COOCHHOCTH TTOBEJICHHS M 00pa3a >KU3HH KUBOTHBIX, MOIYJISIPU3UPOBATH HMEIOIIEeCs] 3HAHNE O Pa3HBIX BUIAX U JaTh
IIpeicTaBlIeHHE 00 UX YSI3BUMOCTH IOJI HATUCKOM COBpeMeHHOTo obimecTsa. B 6ecene xunosena H. bepkosoii ¢ H. [lopodeesoit,
KaH/IUAaTOM OMOJIOTHYECKNX HayK M knHematorpaductom n3 Cankr-IlerepOypra, cHUMaromel GrIbMBbI O IPUPOIE, TPO3BYIAI0
orpezeneHue popMara Takux QHUIBMOB KaK «3TOJIOTHYecKoe KHHOHaOmonenue» [Jlopogeena).

JlefictBuTENBHO, (DMITBMBI O IPUPOJIEC B OOIBIIMHCTBE CBOEM CO3/IAf0T C TIOMOIIBIO IIPUEMOB M METOIOB IOKYMEHTaMCTHKH [Kucemnesa).
MeTo0710THsI CO3aHUsT HayYHO-TIOYJISIPHBIX (DMIIBMOB 3TOTO HAIIPaBJICHHS BKJIIOYAET U3yUCHHE JIUTEPATYPHI, HAOIIONEHHUE 32
JIMKUMH XUBOTHBIMH B IIPUPOIHOI Cpeie, 3alMch UX TMOBEJCHMS Ha KaMepy. B HaydHO-MOMyNIIpHBIX (HIIBMaxX MPUCYTCTBYET
coYeTaHHe JTIOKyMEHTaln3Ma (hakToB M NX 00s13aTelIbHOE OOBSICHEHHE, B HEKOTOPHIX CIIy4asx — JOKa3aTelbCTBO. AKIIEHTHPYETCS
€CTECTBEHHO-HAy4YHOE 3HaHHE, OIyYEHHOE KaK B X0/1¢ HAOMIOICHUH 32 )KHBOTHBIMH, TaK ¥ JIpyTUMH OObEKTUBHBIMH HAYYHBIMHU
METO/IaMH, TEM CaMbIM 3a/Ia€TCsI IEHHOCTh 3HAaHMUS KaK TaKOBOTO. BTOPBIM Ba)kKHBIM 3JIEMEHTOM Hay4YHO-TIOMYJISIPHBIX (PHIIBEMOB
SIBIISIETCS yCTAHOBKA Ha 3alllUTy IPHPOIBI, BeIb OOBEKTHI TUKOI MPUPOABI, KaK ITPABUIIO, HY)KIAIOTCS B 3aIIUTE OT MOCIIEICTBUN
YeJIOBEYECKON I TETHHOCTH.

O4eBHAHO, YTO TEKCT UTPACT B TAKUX (PHIbMAX 3HAYNTEIBHYIO POJIb, IIpesIarasi OObsICHEHHUE YBUICHHOMY, PacCTaBIIss aKIICHTHI
B BHJEOpsAe, TPOoOyKaast 3aMHTEPECOBAHHOCTD ayJUTOPHUU PEUCBBIMHU CPEACTBaMU. VIHBIMH CII0BaMU, BUIEOPS U ayIHOTEKCT
B Hay4YHO-TIOIYJISIPHBIX (pUIIbMax O IMKOH IpUpOJIe TIPAaKTHYECKH PaBHOLICHHBI: BUAMMOE Onaroiapsi J0KyMEHTaIIbHOM ChEMKE MOJTyqaeT
CBOE 3HAYCHHUE B X0/ MHTEPIPETAINY aBTOpaMH (PHIIbMa H/WITH €r0 YYaCTHUKAMU: YUSHBIMH-HATYPAIUCTAMH, CIICHUATIMCTAMH W
JIIOBMH, COIPUKACAIONIMMUCS C PA3IUYHBIMH aCIEKTaMH 0TOOpaXkaeMOH JeHCTBUTEIBHOCTH, HAIPUMEDP, MECTHBIMHU KUTEISIMH,
TypucTamy, (QyHKIIHOHEpaMH.

B cBete BBIIECKa3aHHOTO aHAIN3NUPYEMBIH 3/1ech 46-MUHYTHBIH BuneodnibMm OparseB M. Yaiitenep u A. YaiiteHep « AHUHATHMH:
(GUIbM 0 HACEKOMBIX, B KOTOPOM €CTh TOIBKO 3ByKH» ' MPEACTaBIsAeT COO0H HeCTaHNAPTHBIN cliydail pHiIpMa O TUKOH MpUpoe.
OcraBasich 1o criocoOy co3/1aHus TOKyMEHTaIbHBIM (aBTOPbI CHUMAIOT HACEKOMBIX B JIMKOM IPHUPOJIE U B OIHCAHNHU K (PUIBMY
YKa3bIBAIOT, YTO IIPU €TO CO3[aHMH HE HCIIOIb30BAIMCH TEXHOIOTUHM HCKYCCTBEHHOTO HHTEIUIEKTa), OH COBEPIICHHO HE TIOXOXK Ha
NIPUBBIYHBIE (PMITBMBI O TIPUPOJIE, KaK, BIIPOYEM, X Ha MEINTATHBHBIE/PEJIaKCAMOHHBIE BUICO — KaK OTAEIBHBIN CETEeBOH ITOKAHpP
MEJUIEHHOTO BHJIEO, XOTS aBTOPHI M IPUOETAIOT K ATOMY ONPEIEICHHIO («HAII MEJUTATUBHBIN QHIIEMY).

HasBanue ¢unbMa 3agaeT HHTEpIIpETAMOHHBIN QpeiiM, 0OHApYKUBAIOMINI 1 HaMepeHus: aBTOpoB. CII0BO U3 TarajibCKOTro
(pumunIIMHCKOTO) S3bIKA «aHAHUTHH» (aninagin), BEIHECEHHOE B Ha3BaHUE, NMPEACTABISET COOON IIIaroil, KOTOPBIH EPEBOANTCS
JIOCTaTOYHO OIHMCATENILHO: «IOOIMKE PACCMOTPETh YTO-TO, ETAIN Yero TpyaHo pasrmisiaeTsy. «To take a closer look at something
whose details are difficult to make out»?. «ITo0miKe paccMOTPEThY», KIIPUCMOTPETHCS» — 3TO HE MPOCTO HCIONB30BATh MAKPOCHEMKY.
DIEeKTPOHHBIN CepPBUC IIEPEBO/IA ONPEAEISAET CJIOBO «aninaginy Kak «BIISAETHCS», CIIBITAThCSA IIOCMOTPETh CKBO3b HOYPO3payHbIil
00BEKT», 4TO O4EeHb TOYHO (OPMYITHpYET 3a1ady 3TOro (GpuiibMa JUIs 3pUTEINs], IMEHHO KaK OIpe/eICHHYIO Tpo0ieMy, a He pacciabieHHOe
co3eplaHue. 3pUTeNTIO MPEICTOUT BIVIACTHCS B HEN3BECTHBIN MUP TPONTMUYECKUX HACEKOMBIX, KOTOpPBIE OYATO OBI )KUBYT B COBEPIICHHO
N30JIMPOBAHHOM OT JAPYT'HX BHJOB MHUPE M 0COOEHHO — M30JIMPOBAHHOM OT IPUCYTCTBHUS denoBeka. OT Hero B HIIbME OCTAaeTCs
TOJIBKO HAaOJIOIAIONINH MAaKPOOOBEKTHUB.

B yerHOM npenciioBun K huibMy (TIepBbIe KaIpbl) 3aKaJApOBbIi TOJIOC aBTOPA TaKyKe HACTPANBAET 3PUTENS Ha 3Ty HOBYIO (JOKYCHPOBKY,
TpezIarast 3puTeio MoMpoO0BaTh 0TKA3aThCs OT OOBSICHEHNH 1 TTOJIOKUTHCS Ha CBOE BOOOpaXKEHUE MU NpocMoTpe pritbMa (hparMeHT
0:38-0:41). Onncanne Buaeo Ha YouTube Taxke HAYMHACTCS ¢ PUTOPHIECKOTO Borpoca: «Bel cMoTpeny Ha Hac? Ho Bumeny i BBl HaC
Ha caMoM Jienie?»* — ¥ IIpeAsIaraeT mpoBecTy 46 MUHYT, MOTPY3UBLIKCEH B aTMOC(Hepy KOHTAKTa «JIMLOM K aHTCHHaM». AHTEHHBI —
3TO TOJBM)KHAS YaCTh TOJIOBBI HACEKOMOTO, 10 JIBM)KEHHIO KOTOPBIX MBI OyZIeM MCTOJIKOBBIBATh JIEHCTBUS MX oOnanareneid. Benp
10 JIBMD)KEHHUIO aHTEHH BO3MOXKHO YJIOBUTH «3aHHTEPECOBAHHOCTH» HACEKOMOTO BO BCTPEUEHHOM O0OBEKTe. AHTEHHA — JUIsl Hac,
JIOIeH,— MepelaTunK CUrHajla ¥ TOYKa KOHTaKTa. BOT moueMy CTOHT ciienTh 3a aHTCHHAMH, a HE 32 «UEITFOCTSIMIY MITH «OKAJIAMID).
ITo 3ampIcTy aBTOPOB, CMOTPETH HAAO TO, YTO YCTAHABIMBACT KOHTAKT.

Pazbuparbcst B HaOII01a€MOM 3PHUTEIIO IPHUJIETCSI CAMOCTOSATEIBHO, 0€3 TOMOIIN PacCKa3dMKa, KOTOPBIH OOBIYHO OOBSICHSIET
MIPOMCXOAIIEe HAa HKPAaHE HEMOATOTOBICHHOMY 3pHUTEN0. B (hmiibMe « AHAaHUTHH) MBI HE YCIBIIINM U HE MTPOYNTAEM HHU OTHOTO
IIQSICHCHMS, B TOM 4dncie He OyneT nHOpMalny 1 0 Ha3BaHUSIX BHIOB HACEKOMBIX M IPYTHX KHUBBIX CYIIECTB, HACEISIIOIINX

I Aninagin The insccts movie with only sounds/ film (46mn) https://www.youtube.com/watch?v=f11h8iphXEk (ara obpamers: 05.05.2025).
2 Aninagin The insects movie with only sounds/ film (46mn) https://www.youtube.com/watch?v=Ff11h8iphXEk (ara o6pamenns: 05.05.2025)

3 Aninagin The insects movie with only sounds/ film (46mn) https://www.youtube.com/watch?v=f11h8iphXEk (1ara o6pamenus: 05.05.2025).
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Oepera GMIMIITMHCKOTO BYJIKaHUIECKOTo o3epa Taan. DTo HacTosmuni 2
BBI3OB 3PUTCIILCKON cXeME BOCIPHUATHSI — HOBOTO 3HAHUS OH 0
He mony4JaceT. Ha3BaHHS HaCEKOMBIX HA aHTIIMIICKOM M Ha JIATBIHU g—’é
(x1accupuKaIIMOHHBIC TEPMUHBI) TIOSABATCS HA SKpaHE JIUIIH B CAMOM §“;‘
KOHIIE — B «CITHCKE POJICH», IJIe UCITOTHUTEIN TIIaBHBIX POIeit § g
YIOCTOSITCS] BUAICOBU3UTOK, & OCTANBHBIC KyYACTHUKU CHEMOK» OYIyT §‘§
TIEPEUYHCIICHBI OOIIAM CITHCKOM «B TIOPSIKE TIOSIBIICHHS Ha SKpaHey. YTo E,E
>
BDSL JTH [IOMOJKET 3PUTEIT0 COOTHECTH 3TH HA3BAHHS H YIMBHBIIHNE €10 £ =i
00paspl. DTO B 3HAYMTENLHON MEPE OTINIAET K AHAHMTHH» OT Hay9HO- 3 =&
MOMYJSPHBIX U MPOCTO TMOMYISIPHBIX (DHIIEMOB O JTUKOU TIPUPOIIE, TS ng“ é
HOBasi 00BEKTHBHASI HH()OPMAIIUI — 3TO Ba)KHAS YacTh THUCKypca :E g
- ] (rMa. =353

Penakcanonsslii i 310T QribM? PenakcalimoHHbIe, METUTAaTHBHBIC (PUITBMBI, KaK TIPaBHUIIO0, HE MMEIOT HApPPATHBOB, UX 3a/1ada —
cozzaBarh HacTpoeHue. B ¢punbMe « AHaHUTHHY TakKe HET HappaTHBa, O YeM IpeayIPEkKIatoT aBTOPHI B OIIMCAHUHM K BUIe0. BmecTo
rosioca (KOTOpBIH MBI CIBIIINM He OoJiee 2 MUHYT 3a Bech (DHIIBM) B ayJJHOPSIEC €CTh My3bIKAIbHBIC BCTYIIJICHUS, HO UX HEMHOTO,
1 OHU HENPOJOJDKUTEIBbHBI: | MHHYTa — MY3BIKQJIBHOE BCTYIUICHHE Ha HAJaJIBHBIX TUTPax K GuibMy; 1,5 MUHYTEI — hparMeHT
¢ HacTymieHneM cymepek (pparment 18:33-20:10); 1,5 MuHyTH — (QparMeHT ¢ HacTyIuieHneM ytpa (23:23-24:57); 2 MUHYTHI —
B KOHIIOBKe (ribMa (¢pparment 41:14-43:18). CamocTosTenbHas My3bIKadbHas TEMa COITPOBOXK/IAET TaKKe CITUCOK PoJIeH, IpHaaBast
(bHITBEMY CXOJICTBO C Xy/IO)KECTBEHHBIM. B 0cTansHOE BpeMs 3puTelTb CIBIIIUT TOJIBKO 3BYKH, KOTOPBIE BOCHIPHHUMAIOTCSI KaK N3/[aBacMbIe
HaCEKOMBIMH: TOTIOT JIANOK, ABHXXEHUE KPBIIbEB, CKPEXKET, N3/[aBaeMblii XUTHHOBBIMU TIOBEPXHOCTSIMH, KYXOKaHHUE, KPSIXTCHHE,
YaBKaHbE U [IPOYHE MaJIo ONIPEACINMbIE 3ByKI». Bee 310 — abCcomoTHO UysKable 3ByKH, HETIPUBBIYHBIC ISl YeroBedeckoro yxa. OHn
JICTapMOHMYHBI (0 YeM HEKOTOPBIE 3pUTENH € JIOCAI0H MUIIYT B KOMMEHTApHUsX K BUAEO). [Ipu TOM, 4TO KasKeTcs, 4TO 3TO aOCONIOTHO
€CTECTBEHHBIE 3BYKH, TOJIBKO MHOTOKPAaTHO YCHJIGHHBIE, KaK ITUCK KoMapa B MUKpo¢doH. Ho TexHn4ecKast 3aMeTKa B OIIMCAaHNHU
K BHJICO COOOIIAET HaM, YTO BCE 3BYKH JKMBBIX CYIIECTB B (DHIIbME HE SIBJISIOTCS MX HACTOSIIMMH 3BYKAMH — 3TO XY/I0)KECTBEHHOE
TBOpEHHUE, CO3aHHOE 0€3 NCIOIB30BAHMUS UCKYCCTBEHHOTO HHTEIICKTA. ABTOPBI HA3bIBAIOT UX «CIOPPCANNCTHUECKHE 3BYKI,
KOTOpBIC JTODKHBI pa30yuTh Hallle BOOOpakeHue .
OTaenpHOTO BHUMaHUS TpeOyeT CTpYKTypa HapparrBa (priibMa, KOTOPBIiL, 110 ONpeieNIeHHI0 aBTOPOB, OTCYTCTBYeT. [lox HappaTtnBomM
OHH TIOZIPa3yMEBAIOT CIOKET M YCTHBIH paccka3. [lman Takoro mocrpoenus GpuibMa ¢ OTCYTCTBYFOIIMM CIO’KETOM M PaCCKa3dHKOM
CYIIIECTBOBaJ Y aBTOPOB U3HAYAJIbHO, O YEM OHU COOOIIAIOT B MHTEPBBIO ISl (PHITMIIIMHCKOTO BBIITYCKa JKypHaIa « OKCKBaHp»
B 2020 r.: «Hacekomble OymyT M31aBaTh BCEBO3MOXKHBIE CIOPPEATMCTHYECKUE 3BYKH, HO HUKAKOH YeI0BeYeCKOi KOMMYHHKAIIUH, 32
HCKIIFOYCHHEM PEIIKOTO MOSBICHUS PACCKA3UMKa» .
OTtcyTcTBHE BepOabHOTO HappaTuBa — 3TO ACHCTBUTEIBHO BaXKHAS XapaKTepucTHKa (rinbpMa. Pacckazunk (3akazpoBbIi ToJ1oc)
MOSIBJIIETCS B Havyase, 3a/1aBasg TOUKY OTCUETa IyTEIIECTBHS B HE3HAKOMBIN MU, yAalIeHHbIH reorpaduiecku (OuannmuHb)
1 OHTOJIOTHYECKH (MUP HACEKOMBIX), U B KOHIIE — OOpaias BHUMaHHe 3pUTelsI Ha 3()eMEepHOCTh, YI3BUMOCTb 3TOTO MHPA,
YHHYTOXXEHHOTO HEJIABHUM M3BEpKEHHEM ByikaHa. Ha mporspkeHnn octanbHbIX 40 MHHYT MBI HE TTOJTydaeM HUKaKoW BepOaIbHON
nH}popManuu. MBI MOKEM TOJNBKO CIIETUTH 3a JEHCTBHEM HACEKOMBIX Ha 9KpaHe, KOTOPBIE CIIOCOOHBI ONPEAETUTh TOIBKO B CAMOM
001eM BrIe: KaKOK-TO JKYK, APYTOH KYK, ITYEIIbl, MypaBbU, TEPMHTHI, TIAyKH, TyCeHHIBI. HekoTopble cymecTBa BEIISAAT a0COMOTHO
9K30THYHO, HO TaK U OCTAHYTCS JUISl 3pUTENsI He Ha3BaHHBIMM (M HEy3HAHHBIMU) (M. 1).
OTcyTCTBHE MOSICHEHHUS ITPOUCXOAAIIETO Ha SKpaHe BHIBOAUT HAC 32 PAMKH NTPUBBIYHOTO (peiiMa — no3HaHue. Mbl He 3HaeM J1axe
Ha3BaHHUH TEX CYIIECTB, 38 KOTOPHIMHU HaOmogaeM. YyXable 4eoBeYeCKOMY yXy JUCTapMOHHYHBIC 3ByKH MEIIAIOT pacciiabliecHHOMY
CO3EpIaHNI0, HA00OPOT, BHOCST SMOLIMOHAIBHOE HanpspkeHne. HaM octaeTcst BUISIBIBATHCS B HACEKOMBIX M MIX JIBHDKCHUS! B ITOTIBITKE
yrajarh 3Ha4eHHe 3THX JecTBUi. Kakue-To MBI clIOCOOHBI ONIpEenTh Oiaroaps HaleMy 3HAHHIO O KMBOM IPUPOAE: TTOCIaHue,
CriapuBaHKe, Pa3BelKa, OTIyTHBaHue, MeuleHHas riuberb. Ho He Bce neficTBus HOHATHEL HeT 37ech 1 CKBO3HOTO ITOCIIEI0BATEILHOTO
HaOJIONICHNS 32 )HU3HBIO (IVIaBHBIX repoeBy. [Ipu ToM, 4TO IIIaBHBIE TePOU 37IECh €CTh: 3TO HACEKOMBIC OITPE/ICIICHHBIX BUJIOB (TE K€
camble WM KaX/IbIH pa3 pa3sHble — MbI HE 3HAeM).
Bot HekoTopkIe I1aBHEIE Tepor HUIIbMA!
Honronocuk (The Bukboks-Weevils / Curculionidae);
JKenreiit monocarsiii nonronocuk (The Longhorn Beetle / Plocia Notata);
Mypassu-mucropess (The Hantiks-Weaves Ants);
Kyxk-nocau (The Yellow Striped Weevil / Alcidodes waltoni);
I [ cs-kuBote (The Kiwots-Stringles bees / Tetragonula sp.).
HX cTouT Ha3BaTh MIABHBIMU T€POSIMH, TIOTOMY YTO MBI BCTPEYAEM UX HE
€IIMHOX/IBI, @ HA TIPOTSHKEHUN BCETO XpOHOTOMNA (hriibMa: JTHEM, Bedepom/
HOYBIO ¥ YTPOM (BpeMs (pripMa pa3BopadyrBaeTCsl Ha MPOTSHKCHUN
CYyTOK — OT yTpa K yTpy clienyroiero n1usg). OqHako, BCTpeyasch
C HUMH B pa3Hble PparMeHThl UX CyTOYHOTO IIMKJIA, MBI HE Y3HAeM
HHUYET0, YTO MOIJIO OBl 1aTh KaKyl0-TO HH(POPMALIMIO K TOHUMaHHUIO
CTpaTeTHH MX NEHCTBUH. DTO HEMHOTO XaOTHUYHO CMEHSIOIIHECS
creHbl. Tem He MeHee MBI MO)KEM OTMETHTh OT/IENIbHBIE BU3yaIbHbIC
HappaTHBHBIE IpHUeMbl. HanpumMep, Kajip ¢ MyXoil Ha JICTe CMEHSETCS
‘ KaJIpoOM C I'yCEHHIIeH, 3aMacKUPOBaHHOH 110J] OeJIbIi TMIIaiHUK,— OHa
0ECIIOKOWHO JBIIKETCS IO CTBOJTY JIepeBa; CHOBA KaJp ¢ MyXOi —

1 Aninagin The insects movie with only sounds/ film (46mn) https://www.youtube.com/watch?v=f11h8iphXEk (ara oGpauens: 05.05.2025)

J0JITOHOCHKAY», Kaap U3 «Aninagin: The
insects movie with only sounds» (2025).
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2 Severino H. Two French Filmmakers Want You to Protect Taal Lake from Pollution // Esquire Phillippines/ 08.04.2020. https://www.csquiremag, ph/long-reads/features/whiteners-filmmakers-a23523-20200408-1frm?s=2kns|86pfmShma898¢22¢43pi (nara oSpamers:

05.05.2025),
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I  TOKa3aHHBIC OIS, OHU CO3/1al0T BIICYATIICHHE, YTO MyXa HaOmronaer

3a TyCeHHIIEH, M Ta 9yBCTBYET CMYyTHYIO yrpo3y (pparment 8:53—11:85).
CIO)KETHOCTH J10OABIISIET KaJIp, T/I€ Ha JINCTE PACTEHHS BUIHA TOIBKO
T€Hb OT HACEKOMOTO.

Cepblif XXyK (ZONTOHOCHUK), OTIPEEIICHHO, CAMBIH INIABHBIN Tepoi.
@OUIBM HAUMHAETCS C €r0 MOSBICHUEM: OH BBINOI3a€T Ha TPABUHKY,
PACKUHYBLIYIOCS 10 BCEH IIMPUHE Kaapa, CIOBHO MOCT, IO KOTOPOMY
OH HaYMHAeT CBOH MyTh Ha (oHe ByikaHa u o3epa. OH 3a1aeT sxaHp —
MyTEECTBHUE, & CaM OH CTAaHOBHTCS 7Sl 3pUTEINIS IPOBOAHUKOM IO
HEe3HaKOMOMY Mupy (Hn.2).

MBI BUAMM €10 B MOMEHTBI BCTPEU C CAMBIMU Pa3HbIMU CYIIIECTBAMU,
OCTaIOIUMUCS A7 3pUTENs He Ha3BaHHBIMU. B BeUepHUX cyMepKax OH =
1 €r0 COPOINY BCTPEUAIOT XKEJITOTO JKYKa C JUIMHHBIMU ycaMu (JKeThIi monocarhlii TONrOHOCHK). DTa BCTpeya ejBa He IepepacTaeT
B CTOJIKHOBEHHE. J[JTMHHOYCHIH YK YTPOXKAIOIIE TPOTaeT CBOM YCHI, SIBHO ITBITasiCh IPOTHATH JIFOOOTIBITHBIX JOJITOHOCHKOB (ITOYTH
«repoi-aHTaroHucT») (Mn.3).

U 310 emy ynaercs. Kak, B mpuHIMIIE, MOXKHO CYJUTH 1O ITOBE/ICHUIO BCEX TepoeB (prutbMa, OHU NPEIIIOYUTAIOT H30eraTh CryJaiHbIX
KOHTAKTOB M OET'YT «cO BCEX JIal» WM KPBUIbEB IIPH JII000H MaJIONIOHATHOH BCTpeye.

Eme onHa myHKTUpPHAs UCTOPHSI CO3AAETCA MOBTOPEHUEM OAHOTHUITHBIX KaJpPOB C JIMHHOKPBUIBIM MOTBIIBKOM, KOTOPBII MPUIIHIT
KpbUIbIMU K 1HcTy. KaMepa HeckoabKo pa3 BO3BpAIaeTCs K HEMY JHEM M HOYBIO, @ OH IIPOAOIIKAET OCTaBAThCA B 3TOM MOJIOKEHHH,
HE OCTaBIISAS TIOTIBITOK OCBOOOJUTHCSI, UTO MPHIAET Tparu3Ma 31oi cuene (Mn.4).

Bcrnen 3a cueHoit ¢ 00e3/1BIKEHHBIM MOTBITBKOM, TOOEXKICHHBIM 00CTOSITEIILCTBAMH, UAET IeTast CEprsl KaApoB ¢ pa3HOOOpa3HBEIMU
nayKaM¥ — OYCBHIHBIMU XUIHUKAMH B 3TOM MUpe. JKyKH-T0JITOHOCHKH TPHXK/IBI 32 BpeMst (pruibMa BO3BPAILAIOTCS HA OHO U TO
K€ MECTO — I'OPH30HTAJILHO BHITSIHYTYIO BETKY JiepeBa Ha (one o3epa Taan: B Hauase puiibMa, KOTia HAUMHACTCS UX Iy TEIIECTBHUE,
B cepenune (pparment 19:04) n B xonue (¢pparment 43:10—43:18), r1e oHM CHOBA Ha BETKE CMOTPST B CTOPOHY 03€pa. 3a MUHYTY
JIO 3TOT'0 PACcCKa34MK COOOIIAET HaM, YTO Yepe3 MECSI] OCJIe CheMOK PON30IIIO H3BEPKEHHE ByJIKaHa, BHIOPOCHBIIETO OTPOMHBIH
00beM BYJIKAHHUECKOTO TEIUIa, YTO YHUUTOXHIIO KHU3Hb BOKPYT 03epa. To, 9TO MBI TOJIBKO YTO BUIEIH, OOJIBIIE HE CYIIECTBYET.
OT0 OBIN B3IV B MPOLIIOE, YHUUTOXKEHHOE Ha 3TOT pa3 HE PyKoit
YENI0BEKa, a MPUPOIHON CTUXUEH.

Wrak, punbM «AHMHArUH», HA HAIl B3TJSLA, JEMOHCTPUPYET
BO3MOXXHOCTH ayJHOBU3YaJIbHOTO MCCIIEIOBAHMS OBITHS JPYTHUX
BHU/IOB (HEUEJIOBEUECKHUX XUBOTHBIX) M MPEICTABICHUS UX BHE
OOBSCHUTENBHOM CXEMbI HaTypaTUCTHUECKOTO HayYHO-TIOITYJISIPHOTO
(peiima. ABTOPBI OTKa3bIBAIOTCS OT (POPMHUPOBAHMS HOBOTO 3HAHUS
y 3pHTeNeli: He COOONIAIOTCsl Ha3BaHMUS JKUBBIX CYIIECTB, HOSBIISIOIMXCS
B KaJpe, HE 1aeTCsl HUKAKOTO OOBSICHEHUST HAOII0aeMbIM CIICHAM.
OrtcyTcTBHE BepOaIbHOTO HappaTUBa M 3HAKOMBIX HAPPaTUBHBIX CXEM
KOMIIEHCHPYETCS pa3paboTaHHBIMHU CTPATErHsAMH aBTOPOB!

— COXpAaHSIOTCS IEMEHTHI HAPPATUBHBIX CXEM WU «yraJbIBaHUI»
BO3MOXKHOTO Pa3BHUTHS JICHCTBHS B BU3YyaJIbHOM pPsijie — ITOCIIEIOBATENFHOCTh KaipoB (POPMHUPYET IIPECTaBICHNE O IPUINHHO-
CJIC/ICTBEHHBIX CBS3SX B HaOIIOMaeMOM JICHCTBHH;

— TIOSIBJICHHE OJTHUX M TEX K€ «IJIABHBIX TepoeBy (DHIbMa CO3/1aeT OKUAAHNE KaKOH-TO HCTOPUH ¢ HUMH, 32 KOTOPOH MBI HAOMIOIaeM,—
BO3BPALLCHHUE K OJHUM U TEM JKE MECTaM JEHCTBHUS;

— IMKJINYHOCTH ACHCTBUS — CMEHa THS ¥ HOuM (POPMHPYET BPEMEHHOMN IIMKJI, BO BPEMs KOTOPOTO MbI HAOMIOAaeM 3a IPOUCXOIAIINM
HA 3KpaHe, U JIe1aeT UCTOPHUIO 3aKOHYEHHOM.

B uTore 3HakOMCTBO 3pHUTENS C MUPOM Te€X, KTO HacelsieT Oepera ByJIKaHMYECKOTO 03epa, IPOUCXOIUT BHE KilaccupUKauit
1 00BSICHEHNH — 3TO CHUMAET IT03HABATEJIbHYIO YCTaHOBKY. [71a3a 3puTens OKa3bIBAalOTCS HA YPOBHE TEX, 32 KEM OH HaOIIOacT,
1 3T0 HaOMIOIeHNe KaK OyITO XaOTHYHO U JIMIIECHO IPEJICKa3yeMOCTH, 3aTO CHIOMHHYTHO M 3aXBaThIBAOLIE. 3BYKOBOE O(OPMIICHHE
¢unbMa — 13 Kak Obl YCHIJICHHBIX 3BYKOB HACEKOMBIX, & Ha CAMOM JIeJIe UCKYCHO MMUTHPYIOIIEe IPUPOTHBIE 3ByKH — CO3/IaeT
HaIpsDKEHUE y 3PUTEIS, IOTPY)KaeT €ro B HEMPUBBIYHYIO CUTYalMIO HaOIIOAEHHS 0e3 OLICHKH U 0e3 00bSICHEHUS yBUICHHOMY.
HapparuBHbie ¢pparMeHTH — Ha4ano, B KOTOPOM 3aKaJAPOBBIH IrOJ0C «HAUNHACT UCTOPHIO» ITyTEIIECTBHS B HEBEAOMBIA MUP
TPONHMYECKHUX KUBOTHBIX DUINIIHNH, U «3aBEPIICHHE HCTOPUI», KOTOPOE MPOTOBapHBACTCS 3aKaIPOBBIM I'OJI0COM,— O(OpMIISIOT
(GUIBM B 3aKOHUCHHOE Npou3BeacHHe. DHHAIOM HCTOPHH CITY>KHT «KOHEI] MUpay», HACTYIIMBIINI BCIIEICTBUE N3BEPKEHUS BYJIKaHA.
U 370 coOBITHE CTAaHOBUTCS €IIe OHUM apTyMEHTOM ISl aBTOPOB, YTOOBI «IIEHUTH 3TY XPYNKYIO M 3(EeMEPHYIO» UyKYIO KHU3Hb,
KOTOPYIO OHU TOKa3aJdH 3pUTENIO.

OTMeueHHBIE XapaKTePUCTHKN (HUIIbMA U parMaTiyeckas yCTaHOBKA aBTOPOB, HallEIEHHAsl HA U3MEHEHNE «BHJICHUS YEIOBEKOM
KHM3HU CYIIECTB JIPyroro ONOJIOTHYECKOTO BHIa, TIO3BOJISIIOT OTHECTH €T0 K HOBOMY (hopMary pernpeseHTanuu non-humans animals
B ay[JOBU3YyalbHbIX MPOU3BEACHUAX IS MIMPOKOH ayAUTOPHH.
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AHHOTaNUA

B crarbe paccMarpuBaeTcs TBOpUECTBO amepuKaHcKoro pexxrccepa lllona belikepa depes npu3My ero yCTOHUYHMBBIX TEM U 3CTETHUECKUX
crparernii. [IpeaMeTom ucceoBaHus ABISETCS PEPE3CHTAINS MApTHHATU3HPOBAHHBIX IEPCOHAKEH M MOTHB MILITIO3MH Kak (POPMBI
MX SK3UCTEHIMAILHOTO BBDKMBAHUS B YCIOBHUSX COIMAIBHON M 9KOHOMUYECKOH HecTaduiapbHOCTH. OOBEKTOM aHaIN3a BEICTYHAIOT
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Abstract

This article examines the work of US film director Sean Baker through the lens of his enduring themes and aesthetic strategies.
The subject of the study is the representation of marginalized characters and the motif of illusion as a form of existential survival
in the face of social and economic instability. The object of analysis is the director’s four key films: Tangerine (2015), The Florida
Project (2017), Red Rocket (2021) and Anora (2024), which demonstrate the gradual evolution of the author’s method. The aim of
this study is to identify how Baker combines elements of neorealism and American New Hollywood, creating a hybrid aesthetic in
which the documentary and the melodramatic work to express a humanistic idea. Special emphasis is given to the film Anora. The
article analyzes the cultural and political context that contributed to Anora’s festival and awards success, including current trends in
the perception of gender and class themes. As a result, it is concluded that Baker has succeeded in synthesizing social realism with
genre forms, making illusion not only a substantive but also a structural principle of his cinema. The author believes that the prospects
for the further development of genre and festival cinema lie precisely in this kind of hybrid practice, where the boundaries between
realism, fantasy and social commentary become blurred.
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Kpyr TeM, cBA3aHHBIX ¢ HE3aIMIIEHHBIMH, «HEBHIUMBIMIY CIIOSMH HacEJIEeHHsI, IPUHAAIESKHOCTBIO U OTBEPKEHHOCTBIO, CETOTHS
COXpaHSET aKTyaJbHOCTh KaK B HIPOBOM, TaK M B JIOKYMEHTaJIbHOM KHHO [be33youkon]. [TomyunBmmii mmpoKyro H3BECTHOCTh
¢meM amepukanckoro nocraHopniuka L1, beitkepa « AHopa» (Anora, 2024) Ha CETONHAIIHUN JICHB SABISETCS OMHUM U3 Hanbolee
3aMETHBIX KEHCOB, TIe HCTOPHS U 00pa3 “MaIeHbKOTO YeJIOBeKa” JISTIN B OCHOBY KPUTHYECKOTO MECCEDKa aBTopa. TBopuecKas MaHepa
pexuccepa peAcTaBisieT OO0l CHHTE3 COLMATbHON KPUTHKH M TOHKOH AMIIATHH, IPUCTAIGHOTO BHUMAHHS K MApTHHATM3HPOBAHHBIM
IpyIIaM M BU3yaJbHOW AKCIIPECCHH (HauMHasl C IepBOH KpymHOW paboTsl — «Mannapun» (Tangerine, 2015)). OxHako He TOIBKO
3TO ONpeJeNseT TEMaTHIeCKOe U CTIIINCTHIECKOe cBoeoOpasue (pribMoB belikepa: OH OTHOBPEMEHHO IPOAOIDKACT ICTETHIECKHE
MIPAaKTHKH, UCTOPHUECKH CBA3aHHBIE C TPAAUIIEH OCTPOCONHAIFHOTO KMHO — C OHOM CTOPOHBI, IPE/ICTaBICHHON UTAIBIHCKAM
HeopeanusMoM [Kuno Uranuu], a ¢ qpyroit — «Hossim [ommBymom» [Kapuesa 1964; Kapuesa 1987; Aptiox; Bordwell].
IMapannenu mexny beiikepoM u Heopeanuctamu — B. Jle Cukoit, P. Poccenmnunn u [Ix. Jle CaHTHCOM — MOXHO NPOCIEIUTH U IO
SMOLMOHATBEHOMY HaoCy, ¥ 1O UCTIOIb30BaHHIO HETIPO(ECCHOHABHBIX aKTEPOB, ¥ 10 AKIEHTYAIlNH COLMAIILHOW MapKUPOBAaHHOCTH
IIpOCTpaHCTBa (PHIHKH, 3aITOJIHEHHBIE JIIObMH YIINIBI, ITyMHBIE TpaTTopuu y belikepa CMEHSIOTCSI HOHYMKOBEIMH, MOTEIISIMU
Y TOPTOBBIMH IIEHTpaMH). To €CTh OH afanTHPyeT HEOPEATUCTHIECKYIO 3CTETHKY K aMEPUKAHCKUM COLMAIBHBIM YCIOBUSIM
1 >KaHPOBBIM OXKUJIAHUSIM.

A. bazeH npuaBai BaKHEHIIYIO POJIb OTCYTCTBHIO MIPO(ECCHOHANIM3MA B aKTEPCKOH (haKkType Heopeaan3Ma U CBSI3U CTUIISL C COLIMATIbHOM
JIOCTOBEpHOCTHI0. Hampumep, ero 1oBoj 0 HEOOXOAMMOCTH MCIIOJIB30BaHUS HEMPOQEeCCHOHANBHBIX akTepoB B «Iloxururemsx
BenocurieioB» (1948): «...O4eBuIHO, YTO pedb 3[eCh UAET HE O TOM, YTOOBI CHITPaTh POIb, O TOM, YTOOBI YUTH OT CaMOH UAeH
Jienarh 4To-1mbo nogodHoe. Pabounii nomkeH ObI OBITH OMHOBPEMEHHO TaKHM K€ COBEPIIEHHBIM, aHOHUMHBIM U OOBEKTUBHBIM,
KaK ero Bejocuieny [Bazin].

CoBpeMeHHBIE HCCIIEOBAHMUS OIYEPKUBAIOT, YTO IMEHHO COYETaHNe MTPO(ecCHOHANBHBIX M HeNPO(heCCHOHAIBHBIX NCTIOIHUTEIEH
1 Cb€MOYHOH IPAKTHKU Ha HAType SIBISIETCS OJHOHN M3 OINPENEIIOMNX XapaKTePUCTHK HEOPEaINCTUIECKON 3CTETUKH U ee
(ecTUBAIFHOTO pe30HAHCA B HAIIM THH. Mcnonb30BaHue HENTPO(ECCHOHATIOB CIIY)KUT CIIOCOOOM 4epe3 aKIEHT, SI3bIK MIIH AUAJIEKT
BEPHYThH JIOKAJIIFHOE M YaCTHOE B II00AIBbHYIO (heCTUBAIBHYIO 9K30THKY [Pitassio].

B ciydae beiikepa Ha IIepBbIi IIaH BBIXOAAT HE IPOCTPAHCTBEHHBIE KATETOPHH, a CyOKyIbTYpHbIE — MaKCHMaJIbHast ay TCHTHYHOCTh
MIO3BOJISIET MTOTPY3HUTh 3PUTENS B MUD COLMANIBHBIX TPYIII, K KOTOPBIM IPHHAAJIEKAT epcoHaxH. Llenb 31ech — nposinTh CBET Ha
MHpP «HEBHIMMOK» — T€X, Ha YbH JIMLA BB Ja)kKe HE B3MVIAHETE, PacIIadunBasich 3a €y Ha BBIHOC, T€X, 00 MCUE3HOBEHHH KOTOPBIX
HHUKTO HE cO0O0ImT .

Hapsiny ¢ eBponeiickoil Tpagunueil, beilkep Haciaenyer u 1yX aMepUKaHCKOro aBTOPCKOro KUHO 1960—-1970-x rr.— npexae Bcero
TaKHUX pexuccepos, kak X. Ombdu, k. Kaccaseruc n b. Pefidencon. Ero ¢puinbmbl He MPOCcTO NTyOOKO COLMAIBHBI B TPAIULIUAX
Hosoro 'onnuByna, HO ¥ YacTo pa3BOPavYNBAIOTCS! BOKPYT aHTHI'€POEB — IEPCOHAKEH ¢ aMOMBAJICHTHON MOPAJIbIO, 00AsTENbHBIX,
HO 3TOMCTHYHBIX, Pa3pyLINTENIbHBIX. IMEHHO Takne 00pa3bl CTAJIM aKTyaJIbHBI B PEBOIIOLMOHHYIO ISl aMEPUKAHCKOTO KHHO 3TI0XY,
BE/Ib OHU TTO3BOJIIIN PeXHccepaM «OpOCUTh BBI30B OMHAPHOCTH B HAppaTUBax M yNpolleHHbIM apxerurnam» [King]. Kpome Toro,

1 Gorzo A. Sean Baker’s Neon-Neo Realism: Life As It Is and Should Be, 2024, available at: https://www.filmsinframe.com/en/features/sean-bakers-neon-neorealism (accessed 04.11.2025)
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B hueMorpadun befikepa nmpociexxnBaeTcst ociie1oBaTeNbHas KPUTHKA aMEPUKaHCKOH MeuThl. TeMaTHka rmpoBasa, «JI0KHOTO
crapTta», oOMaHa HaJeX1 CKBO3HasA U y beiikepa, u y ximoueBsix punpmo Hosoro lommByna, cpean Hux — «Boimyckank» (The
Graduate, pex. M. Huxkonc, 1967), «Ilomynounsrit koB6oi» (Midnight Cowboy, pex. k. [lInesunrep, 1969), «IIaTh JerKux mpec»
(Five Easy Pieces, pex. b. Peiiencon, 1970).

Kaxk numer amepukanckuii ncropuk kuao P. Konkep, kunemarorpad Hosoro 'onmiByna «roBOpUT 0 TIOCTOSSHHOM OECCHITMH B MHPE,
0 HECIIOCOOHOCTH MEHATHCS U co3aBarth n3menenns» [Kolker]. U y Bbeiikepa repon-ayrcaiinepsl, He BIUCHIBAIOIINECS B HAPPATUB
ycnexa. [Tomo6Hoe uyBcTBO yTpaThl Bepbl B AMEPHKY POJTHUT €I0 C MPEICTABUTEISIMHI TOJIIMBY/ICKON HOBOH BOJHBL. Y HUX XK€ PEKHCCEp
YHACJIe0Ba CTPEMIIEHHE K CMEIICHUIO IOKYMEHTAJIBLHOTO U XYJO)KECTBEHHOT0. JTa BOHHAS NPUHAJICKHOCTD JICJIAeT €ro KHHO
THOPHUTHBIM 10 JyXY: OHO POJKAECHO aMEPUKaHCKUM KOHTEKCTOM, HO IOCTPOEHO Ha (hyHIaMEHTE €BPOIEHCKOr0 I'yMaHUCTHYECKOTO
KHHO.

IMonxymaer Beiikep 1 BEI00poM CKBO3HBIX TeM. OIHOI 13 HanOoIee yCTONYMBBIX U CTPYKTYPOOOPa3yIOIMMX U3 HUX SIBIISCTCS HINTIO3HS —
He Kak (hopMa HaMBHOTO caM00OMaHa, a KaK 9K3UCTeHIMAIbHAs cTparerys. Minmo3us B GpuiibMax pexxuccepa CTaHOBUTCS CIIOCOO0M
COIIPOTHUBIICHHS, BEDKUBAHUS M, B KOHEYHOM CYETE, TIOMCKA YEJIOBEUECKOrO IOCTONHCTBA B MHPE, T/I€ OHO CHCTEMHO OTPHIIAETCS.
B nentpe «Mannapnuna» — CuHAn, ceKkc-paboTHHIIA, KOTOPasi BO3BPAILACTCS U3 TIOPbMBI M Y3HAET, YTO JKEHHUX H 10 COBMECTHTEIBCTBY
cyteHep Uecrep eit usmenseT. Bce moBecTBoBaHME CTPOUTCS BOKPYT yNpsIMOro sxenanust CHHAN pa3o0paTkCst B CUTYallny U HaKa3aTh
JI000BHUILY CBOETO MApTHEPA. 3a ATUM XKEJTaHHUEM CKPBIBAETCSl caMOOOMaH — Bepa B TO, YTO MEXXAY Heil n UecTepoM CyIIecTByIOT
TPagUIIMOHHBIE POMAaHTHYECKHE OTHOMIEHUS. DTO 103BoJsieT CHHAM COXPAHATH 11€7b, MOTHBAIIMIO U YYBCTBO COOCTBEHHOU
3HAYMMOCTH, HECMOTPS Ha OYEBHUIHOE NTpeHeOpekeHNe CO CTOPOHBI MOJIOAOTO YesioBeka. B ¢unane Anekcanzpa, rydimas moapyra
CuHIM, TapuT el mapyuK, CHUMas ¢ ce0si COOCTBEHHBIH. DTOT XKECT — HE ITPOCTO aKT COJIMAAPHOCTH, HO CHMBOJI BO3BpAILlCHUS
K YCJIOBHOH HOPMAaJbHOCTH, K TOH Bepcruu ceds, KoTopyto CHHIM CTPEMHTCS cOXpaHnTh. WMintro3us mo0BH 37ech He pa3olinaueHa,
a repepaboTana B )KeCT ApYy>KObl ¥ puHATHS. [I[poTaroHncTKa, EpeKUB pa3pylIeHUE HIUTIO3UH OTHOLIEH!H ¢ UecTepoM, HOHUMaeT
LIEHHOCTh TOW MOJZIEP’KKHU, KOTOPYIO OKa3bIBAaeT el Jrydmast moapyra: « OuiabpM NpescTaBiIseT abTepHATUBHYIO BEPCHIO CEMEHHOM
KHM3HU, OCHOBAaHHYIO Ha OTHOIICHMSIX KEHIIMH, a He Ha UX (PU3NUECKOM OKpykeHuH. Jlom st Cunan u AnekcaHapbl TaM, I1e OHU
BMECTe, 3alevaTieHHbIC B PA3HBIX YacTIX ropoja, Ha epeKpecTkax, B 0apax v MpayeyHbIX. JTa HeTpaJuIIMOHHAsI HHTEPIIPETans
CEMBbH, MOAKPEIICHHAs PO’KAECTBEHCKOM atMocdepoii kapTuHsI...» [Macintosh, 2023].

Bonbmoit mar Brepen beiikep nenaer ¢ Berxogom «IIpoexra ,,®nopuna“y» (The Florida Project, 2017 1.). ®@unbM ObUT IpenicTaBieH
B IIporpamme «JIByxHenensHuK pexrccepoB» Ha KaHHCKOM KHMHOGECTHBaJe U MPOIIENT Yepe3 BeCh HarpaJHOH CE30H, MOTyYUB
HOMHHAIMIO Ha «OCKap» 3a JIy4IIyi0 BTOPOCTETICHHYIO MYXCKYIO poiib. B 3T0oM JeHTe mpoucxoauT MeTadopu3aus WITI030N
Kak cpezapl oontanus. JlefictBrue pazBopaunBaeTcsi B Motele «Bonmebnsiii 3aMok» Henaneko ot JlucHeinenia — npocTpancTBa,
KOTOpOE CaMmo I10 ceOe SIBISETCS] CHMBOJIOM MHYCTPHAIIM3UPOBAHHON CKa3KH. MOTelb OKpaIlleH B SPKUil CHPEHEBBIH [[BET, UMUTUPYS
odunHaIbHbIC TUCHEHIICHIOBCKUE OTEIHN, a €0 OOUTATENN, B CBOIO OUEPEb, ITBITAIOTCS UMUTHPOBATh «HOPMAJILHYIO» >KU3Hb.
I'maBHas reponHsi, mecTUIeTHAS MyHH, BOCIIPUHIMAET 3TOT MUP KaK YyJeCcHBIN. 7151 Hee MOTEIb — 3aMOK, ITyCTBIPH — JUKYHIVIH,
3a0poIIeHHbIE JoMa — KPEroCTH. B3pocibie mepcoHaku, BKIIIOYasi €€ MaTh, TAK)KE yUacTBYIOT B 3TOH KOJUIEKTUBHOM MILTIO3HH,
TIOIMEHSIS ITOHSTHE CTAOMIBHOCTH (hparMEHTaMH BECEIbsI M KaXylieics cBoOobl. rpa B «kHOpManbHOCTBY 37I6Ch — 3TO HE TIPOCTO
3ammTa pebeHKa OT KEeCTOKOH peaabHOCTH, HO €Ille U MOMBITKA B3POCIbIX yAep)KaThes 3a dacanoM, MoKa OH OKOHYATEIbHO He
pyxuet. Ho oH Bce e paspymaercs. [IpodnemHasi, HO HICKpEHHSSI B CBOEH JIIOOBH K JI0UEPH MaTh INIABHOM FepOMHH TOCIIE TIOTEPH
paboThI B CTPUNTH3-KITyOe HAYMHACT 3aHUMAThCS IIPOCTUTYIIMEH M IPUBOUT KJIMEHTOB MPSIMO B cBOM HoMep. OHa OKa3bIBaeTCs
IO/ IPHUIIETIOM COIPAOOTHHKOB — €€ MPaBO OTEKH 1o yrpo3oi. KiroueBas criena ¢puiabpMa — GUHAIBHBIA TOOET IBYX MaleHBKHX
neBouek, Mynu u J[)x3HcH, B JIucHeineH ], CHATHIN, Kak 1 « MaHmapuHy», Ha iPhone 1 oTIHYaromuiics: OT 0CTabHOTO (PIUTbMa CTHIIEM
u TeMHopuT™MoM. Bee nponcxonsiiee Ha SKpaHe He MOXKET OBITh MPOYUTAHO OYKBaJIbHO — OOBEKTHBHO 3TOT ITOOET HEBO3MOXKEH. JTO
SMOIMOHAJIBHBINA CPHIB B BOOOpakaeMoe NPOCTPAHCTBO, I/l TePOMHE MO-TIPEKHEMY JT03BOJICHO OBITh peOeHKoM. Takum oOpazom,
Beiikep HazenseT WINTIO3HIO HE TOJIBKO JIMYHBIM, HO I KHHEMATOTpa(uIecKuM N3MEPEHUEM.

B «Kpacnoii pakete» (Red Rocket, 2021 1.) ¢huxius ctaHOBUTCS (DyHIAaMEHTOM HJACHTHYHOCTH TIIABHOTO reposi — ObIBIICH
nopHo3Be3sl Maiikn «Cabmm» [IaBuca. Ero sxuznennas crparerust — «fake it till you make it» («mpurBopsiiics, moka y Teds He
MIOJTYYUTCS»): OH YOSKIAeT OKPYXKAIOMINX, YTO HAa TPaHu TPHyM(aIbHOTO BO3BPAILCHHS B HHAYCTPHIO, K CaM OXOTHO B 3TO BEPHT.
Ero obasHue, MaHUITYISIIMH 1 XK€ )KECTOKOCTh — MPOU3BOJHBIE OT CTpaxa MpU3HATh, YTO €ro BpeMs yuuio. B koHne ¢pumsma —
B OYepeHOHN pa3 MOBEPKEHHBIN M pa300IadeHHbIN Tepoi CO CBOUMHU JKAJIKUMH ITOKUTKAMH B MyCOPHOM MEIIKE UIET HABCTPEUY
cBoOeii HecoBepleHHOIeTHeH Mo0oBHMUIE Paiinn «KiyOHnYKe» — MMEHHO OHa, 1o yoexaeHnio Maliku, TOJIDKHa CTaTh HHCTPYMEHTOM
JUISL €TI0 BO3BpAILleHHUS B TTOpHO. [IpoTraronuct npencrasiset, kak Paitnu Becrpedaer ero B Ouknau o necHio NSYNC. 3necs beiikep
HCIONB3YET MPHEM CyObEKTHBHOW ONTUKHU: KaMepa PUKCHPYET HE CTOIBKO IMPOHUCXOISIIEE, CKOIBKO BHYTPEHHUH MUPaX repos,
OT/ICJICHHBIH OT peabHOCTH.

«KpacHast pakera», XOTb U BXOJIUT B KOHKYpPCHYIO Iporpammy KanHCKoro KuHO(ecTHBans, HO He HaXOAUT TAKOTO ycIexa, KakK
«IIpoexr ,,Pmopuaa“y. st MHOTHX OJOKOM Ha ITyTH K BXOXK/ICHHIO B ICTOPHIO CTAHOBUTCS IIPOTAarOHUCT — aMOPaJIbHBIN B3POCIIBII
MY>K4MHa, BXOASIINHA B TOBEpHE K CEMHAIATHIICTHEH CTapUICKIIACCHUIIE, YTOOBI CeNaTh U3 Hee TIOPHO3BE3Ly U BEPHYTH 3TOT
craryc cebe. JleficTBuTENBEHO, TaKO# repoii Kaxercs: cTpaHHbIM B 3noxy MeToo. Tem He MeHee 371eCh OUeBHIHA PAAUKAIBLHOCTh
Beiikepa B ero jxelaHUM JOCKOHAJIBHO MCCIIEN0BaTh PA3HOCTOPOHHUX IEPCOHAXKEH BHE 3aBUCUMOCTH OT MX MOPaJIbHBIX KaueCTB.
Bonee Toro, kpuTnkam, 0OBHHSIOIINM PEXHCCEPa B KCIUTyaTalny (HaKTypbl HUIIETH 1 MAaHUIYJSIIAY 3pUTEISIMU, B Byaiiepusme 1o
OTHOIICHMIO K MAPTHHAIN3UPOBAHHBIM CIIOSM HaceJIeHHs 0e3 MOIBITKH pa3o0parhcs B poOieMax CHCTEMBI, KOTOpas ITOCTaBHIIa UX
B TaKoe MOJIOXKEeHHUE, Kak pa3 «KpacHas pakera» HamIsIHO MPOAEMOHCTPHpOBaa criocobHocTh belikepa eciy He CTaBUTh TMArHO3
00IIIeCTBY, TO BEIYMCIUTH CUMIITOMBI OOJIE3HU.

B «KpacHoli pakeTe» pexwuccep BIIEpBbIC, XOTh U CHIIBHO IlepepadoTas, HCIONB3YeT dyX0i Marepuai. B maHHOM ciydae — 3To
«Jlonura» B. Habokosa. To xe Beiikep cnenaer u B cBoeM ciieayionieM GpuibMe, IPUIYUIHBO COUYETAIONIEM B ce0e 3IEMEHTHI
«30IymKI» 1 ee BXKHOH ISl aMepPUKAaHCKOH MON-KyJIbTypbl HaciaeaHupl — «Kpacotkm» (Pretty Woman, pex. I. Mapmami, 1990),
a TaKKe — M TYT CHOBA 3aMETHO POJICTBO aMEPUKAHCKOTO peXnccepa ¢ KIaCCHYECKHM UTalbsHCKUM KuHO — «Houeit Kabupum»
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(Le notti di Cabiria, pex. ®. ®emnunan, 1957 ).

«AHopa» BOUpaeT B ce0s 1 pa3BUBAeT BCE TEMBI M MOTHBEI, BoJHYomue belikepa. 31eck MLTI031s MPUHUMAET CIOKHYIO (hopMy
BHYTPEHHETO CaMOKOHCTPYHUPOBAaHMSI. DHU — MOJIOAAsi CTPUIITH3EPIIA PyCCKOTO MPOUCXOXKACHNUS U3 bpykinnHa — BBIXOIUT
3aMyK 3a knueHTa MBana — cblHa poccuiickoro onurapxa. [IoBepXHOCTHO CIOKET HalIOMUHAET CKa3Ky O 30IyIIKe, HO BCKOpE
3pUTEIh CTAIIKUBACTCS C TPEBOKHOW HEOIPEICIICHHOCTHIO: BEPUT JIM TEPOUHSI B CBOIO HOBYIO XH3Hb WJIH JIMIIb UMHUTHPYET ee?
Kak n B «Mannapune», rie Bce, KpoMe TIIaBHOW TeépOMHH, TOHUMAIOT, YTO KOHBEHIIMOHAJIEHBIX MOHOTAaMHBIX OTHOIICHUH y Hee
¢ COOCTBEHHBIM CYTEHEPOM OBITH HE MOXKET, TaK U B «AHOpE» BCEM SICHO, YTO Y Opaka Duu ¢ MiBanom Het Oymymero. Miro3us
B 3TOM (PHIIbBME — 3TO HE POMAHTHYECKAsk MEUTa, a TIOYTH OHTOJIOTMYECKOE YCHIINE OBITh KEM-TO JIPyTUM: OTBEPTHYTH IPOLLIOE,
€O3/1aTh HOBBIM COIMAIbHBIN HApPaTHB, TIepen300pecTn ceods.

[Ncuxonoruueckast CI0KHOCTh TEPOMHHM 3aKIIOYAETCS B TOM, YTO OHA HE IIPOCTO CKPHIBAET CBOIO CYTh OT MUPa — DHU TBITAETCS
CHPSATATHCS OT caMoii ceds. YIIOPHO OHAa HACTaMBaeT, YTOOBI HUKTO HE Ha3bIBal ee AHOPOH — MUMEHEM, TaHHBIM el C POXKJICHHS.
Korna peabHOCTB B JIHIIEe CEMBH )KEHUXA HAYMHAET OTTOPTaTh €€, MIUTIO3USI CTAHOBHUTCS HEMPHUTOHOH. Pa3zob1aueHne mporucxoauT
HE TOJIBKO B IVIa3aX BHEITHETO MHpa, HO U BHYTPH caMoi DHH. B 3TOM cMbIciie « AHOpa» — Tparenusi Hepas/JIeJIeHHON HILTIO3HN:
Bepa, KOTOPYIO OHA CTPOMJIA, HE HAXOAUT ITOATBEPK/ICHUS HU B IPYTHX, HA B HEll caMoii.

VYenex « AHOPBD — Kak (eCTUBAIIBHBIN, Tak U Ha «OcKape» — OOBSICHSETCS HE TOJNIBKO TEMaTHYeCKHM OorarcTBoM. B otimmune ot
«KpacHoii pakeTsD» 3TOT (priIbM JTydIlle BOHCHIBACTCS KOHBIOHKTYPHO. B IIeHTpe BHUMaHUS HE TOKCHYHBIH MYXUHMHA, a CHIIbHAS,
JiedTebHast, pacueTIINBAs TePONHS, KOTOPAsk PEaIMCTHYHO CMOTPHUT HA MHP M TOTOBA B3STh y HETO TO, YTO eif nonaraercs. [Ipomomkas
TeMy TEJIECHOCTH 1 OMCKa WICHTUIHOCTH, PU(MYSCh B 3TOM IUTaHe ¢ obnanareneM «30moToi maabsMoBoit BeTBi» 2021 rn— «TutaHom»
(Titane, pex. XK. {rokopro, 2021 1.),— duabM Taxke oTpaXkaeT TPEHI MacCOBOM KYIBTYPBl — KPUTHKY (PUTYp «OIHOIPOIIEHTHHKOB).
B kauecTBe MU HECKOJIBKUX MPUMEPOB MOKHO npuBecTH «Jloctars HOXM» (Knives Out, pex. P. xxoncon, 2019 1), «Menro»
(Menu, pexx. M. Maiinon, 2022 r.), «Hacneqaukm» (Succession, coza. k. Apmctponr, 2018-2023 rr.). 3a mocieHue rojpl, TOMHUMO
«AHODBI», IIATH JIaypeaToB «30JI0TOH NMAITEMOBON BETBM» B TOW MM MHOM Mepe 00paIaroTes K CIoKeTaM KJIACCOBOTO HEPaBEHCTBA
n nopouyHocty »uT: «S, I»anen bnetik» (I, Daniel Blake, pex. K. Jloyy, 2016 r.), «KBanpar» (The Square, pex. P. Dcrirynn,
2017 r.), «Marasunnsie Bopumkm» (Shoplifters, pex. X. Kopasna, 2018 1), «Ilapasuts» (Parasite, pexx. [Torn Uxyn Xo, 2019 1),
n «Tpeyronsank nevanm» (Triangle of Sadness, pex. P. Octrynn, 2022 1).

«AHOpay BIUCHIBACTCS B 3Ty LeN0UKy (ocobenHo kapTiHa beiikepa pupmyercs ¢ « TpeyroapHUKOM IeYan — TEMOH MOHETH3AIUN
KpacoTsl U cekca — 1 ¢ «[lapasurami» Onarogapst OT4assHHOMY >KEJIAaHHIO IIPOTAarOHUCTOB BBIOPATHCS 3a MPEAEIBI CBOETO KJlacca)
1 MOXET paccMaTpuBaThCs Kak 4acTh (DECTHBAIBLHOM M KyJIbTYPHON TEHICHIINH PA3BUTHS SCTETUKH «EIb OOTaThIX», OTPaXaroIe
TPEBOTY I10 TIOBOTY TEKYIIETO COLMAIBEHO-3KOHOMUYECKOTO KIIMMaTa 1 IIPOHU3aHHON pa304yapoBaHUEM B CHCTEME KalIUTAIN3Ma, TIe
NPUBHIICTUPOBAHHbBIC ¥ OC3HPABCTBEHHBIC OOTaThIC U BIACTh HMYIIUE 3a4aCTyI0 ISHCTBYIOT O€3HAKA3aHHO '

Beiikep B106aBOK momagaeT B TOUKY, c/enaB purypamu ¢pUHAHCOBOTO yclexa U BIACTH HMEHHO PYyCCKUX. B coBpeMeHHO
T€OTOJIMTHYECKOM CUTYaIuH, I7ie 00pa3 pOCCHICKOro OorarcTBa HeceT Cyry0o OTpHIIaTeIbHbIC KOHHOTAINH, & (GUTYpPBI OJIMTapXoB
CTaHOBSATCS CHMBOJIAMH 3aI1a/THOTO HEOINOEepaIbHOTO JUIEMEpHs M KOPPYILIHHI: HOTPYKEHHE B TIPOCTPAHCTBO HEMPHINIHONW POCKOIIN
¢ KOpHsIMU U3 Poccuy BBI3BIBaeT HETIOICNIbHBIN HHTEpEC.

Beiixepy mpu 3TOM yaaercst n30earh IeMOHHU3AIMN OOTaThIX, He MPEICTABIISI JIayKe OCHOBHBIX aHTarOHWCTOB — poauTenei MBana —
KapHuKaTypHbIMH. J{i1s1 pexxnccepa MBaH — 3a10)KHUK OKHJaHHI CEMBH, a €r0 POJTHbIE — 3aJIKHUKH CBOETO CTPEMJICHHS BCE AEPKaTh
IO KOHTPOJIEM. A 3TO TOXKE MIUTIO3MS, TOJIBKO B OTIIMYHME OT DHM B JIM OHHU KOTJa-HUOYb CMOTYT OT Hee ocBoOoauThes. Kak,
HamnpHMep, B CILIEHE, I7Ie JHN HaKOHEI] BHICKA3bIBAeT BCE, UTO OHA JyMaeT, a orell iBaHa BMeCTO IPOSBIICHUS arpecCry IIPOCTO CMEETCH.
«AHOpa» — 3T0 nepBhIi (uibM belikepa, Tae IpyT ¢ ApyroM CTAIKUBAIOTCS 1Ba HEBUANMBIX OOJIBIIMHCTBY IV1a3 MUpa — CBEPX0OOTaThIX
1 COIMAIBHO HE3aIUIICHHBIX. JTO IIPOTUBOCTOSHHUE, KAXKETCSl, YTPOXKAET epepacTy B HACHIINE: POMAHTHIECKasi KOMEIUSI MOXKET
00epHYTHCS TPHILIEPOM. DTOTO HE CIy4aeTcs, U TeM He MEHEee CMEIICHHE Pa3HbIX PETHCTPOB U TOHAIBHOCTEH MTO3BOJISIET TOBOPHUTH
0 aHPOBOI TMOPUITHOCTH «AHOPBI», COSANHSIIONIEH B cebe MeIopamy, COUaIbHbIA pealn3M U KpUMHHAIIBHBIHN (apc.

B «AHope» Hanbornee sipko NposBISIETCS €lIe OHa YepTa, pHcyIas Beell ¢punbpMorpadun belikepa,— coeanHeHne peanncTHuecKoi
3CTETHKH W 3JIEMEHTOB IOIYJISIPHOTO )KaHPOBOTO KUHO. AMEpUKaHCKHH npodeccop KnHeMarorpaguu U CpaBHUTEIBLHOTO
nuTeparypoBeaeHus P. AnsTMaH MOUEpPKUBACT, YTO )KaHpP B KWHO — HE (PMKCUPOBaHHAS opMa, a CHCTeMa, OIpe/iensieMast COLMaIbHBIM
1 MHCTUTYLIMOHAIBHBIM KOHCEHCYcoM [Altman, 1999].

OTO ompenenenne MoIIepKUBACT, YTO >KAaHP CYIIECTBYET JIMIIb B MPOIIECCE B3aNMOJEHCTBUS MEKIY CO3JaTeNsIMU, HHIYCTpHUEH
1 3pUTENSIMH, a TIOTOMY TOJIBEP)KEH IMOCTOSTHHBIM TpaHchopMausiM. B TakoM KOHTEKcTe KaHPOBast THOPUIIHOCTE (PUITBMOB
Beiikepa — ecTecTBeHHOE MPOSBIICHHE ITOJBIKHOCTH JkaHpa. Ero paboThl 1eMOHCTPHUPYIOT, Kak aBTOPCKOE KMHO MOXKET CBOOOTHO
cOYeTarh AIEMEHTHI peaIn3Ma, MeJIopaMbl, KOMEIUH U COIMATILHON ApaMbl, IepecoOupast IPUBBIYHBIC OXKHUIAHUS ayTUTOPUHI
1 MHCTUTYLMOHAJBbHBIC MOJIENN (DeCTHBAIILHOTO KMHO. beiikep co3HaTenbHoO OanaHCHpyeT Ha IPaHd STHX OXKUAAHHUIH: OH HCIIONB3YeT
SI3BIK peasTi3Ma U T'yMaHHCTHYECKOTO HaOMIONIEHHs!, YTOOBI HCCIIeIOBATh TEMBI, TPaUIIMOHHO CBOHCTBEHHBIE KaHPaM MacCOBOTO KHHO —
TIOVCKa JIFOOBH, TIOTOHY 32 YCIIEXOM M JJOCTH)KEHHEM CHACThsl. B pesynbTrare ero ¢puiibMbl HEBO3MOXHO MOJHOCTBIO KIACCU(HUIIMPOBATh
B paMKax ofgHoro xaHpa: «[Ipoekt ,,dnopuaa‘» HaXoAUTCS MEXKIY AETCKOH MPUKITIOUEHYECKON APaMOU U COLUANBHOMN TparukoMeaueil,
a «KpacHas pakeray neperuieTacT MelIoapamy, INTyTOBCKYIO KOMEANIO M CaTUPy Ha aMEPUKAHCKYIO MEUTY.

CroxeTHast 9KJIEKTHKA OTPaXKaeTCsl U Ha BU3yaJIbHOM ITo4Yepke pexxnccepa. HekoTopble KpUTHKN TIPUYUCIISIOT €70 K «HEOHOBOMY
HeopeanuaMy» . DTo MOHATHE BBIIBUHYI HecenoBarenb menua k. [ToMm, oTMeTHBIINIT B aMEPHKAHCKOM HE3aBUCUMOM KHHO OTXO
OT PacHpOCTPAaHEHHO! B HyJIEBbIE IPAKTHUECKH JTOKYMEHTAIBHOM, IIPE/ICIbHO PEATMCTUYHON M HETOPOIUIMBOM MaHepH! K OoJree
3CTETHYECKH aMOMITMO3HOM 1 SHeprnIHON. « HEeKOTOPBIM MOXET MOKa3aThCs, YTO JIMXOPAI0IHas My3bIKaJIbHOCTh 3THX (DHIIBMOB Jlajieka
OT TOH MPaBIONIOA0OHOCTH, KOTOpast onpeesseT Heopeanu3M. Ho Hame coBpeMeHHOE 001eCTBO, TEPEHACHIIIICHHOE COIMAIbHBIMA
CEeTAMH, U MAHONTHIECKOE TOCYJapCTBO, B KOTOPOM MBI KUBEM, Ha/ICIICHBI BU3yaJIbHBIMU TEKCTYPaMH U OTPaHUYEHHUSIMH, KOTOPBIE
OXBaveHHBIE BOIHOM ropozna EBporbl, rae 3aponuiicss HeopeaiusM, U IPelICTaBuTh cebe He MomTH. Pa3Be acTeTnka, oTpaskaromas

1 Roberts H. Eat the rich— why horror films are taking aim at the ultra-wealthy, 2017, available at: https://theconversation.c he-rich-why-horror-films-a king-aim-at-the-ultra-wealthy-260550 (accessed: 04.11.2025).

2 Gorzo A. Sean Baker’s Neon-Neo Realism: Life As It Is and Should Be, 2024, available at: https://www.filmsinframe.com/en/features/sean-bakers-neon-neorealism (accessed 04.11.2025).
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TPEBOTH U MOPAIIbHEIC IPOTUBOPEYHS HAIICH ITOBCETHEBHOM KU3HHA, HE TOJDKHA OBITh OMHOBPEMEHHO IBIIITHON U arpeCCUBHOM?
BceTpeuaiite HEOHOBBIH HeopeaTu3M» .

Beiikep He TO3BOISET (popME IIPEBATHPOBATH HAJl COACPKAHUEM, U €T0 IKCIIPECCUBHAS 00pa3HOCTh OTpPaKaeT BHYTPESHHUIN MU
repoeB, KOMILIEMEHTHPYET €T0, a He OTBIIeKaeT 3putens. [lonxom pexxuccepa CTaBUT BO IJ1aBy HepcoHaxei. OH MOAXOAUT K HUM
HE C OCYXXJICHHEM, a C BHUMAaHHEM U YBaKeHHEM. VX MpUBEP >KEHHOCTH WILTIO3USIM — HE TPOSIBIICHIE HAUBHOCTH, & CMHCTBEHHO
BO3MOXHAs (popMa COMPOTHBIICHHUS MUPY, KOTOPBIH I uX onopsl. KuHo Befikepa co3maeT nmpocTpaHcTBO, TIe BOOOpakacMoe
CTaHOBHUTCS YOSKHIIIEM, a Bepa B HCBO3MOXKHOE — aKTOM YTBEPIKIICHHS YSITIOBETHOCTH.

B «Anope» xe beiikep gocTHraeT Ha JaHHBI MOMEHT BBICIICH TOUKH CBOETO XyIOKECTBCHHOTO MeToa. EMy ymanoce He mpocTo
BCTPOUTHCS B (DECTUBANBHBIN TPEH], HO MOITACTh TOYHO B HEPB, CHIB (DMIBM KakK pa3 Il BPEMCHH, KOTIa 00TaTCTBO BCE YaIle
aCCOIMUPYETCS C YeM-TO TPSA3HBIM, OpaK IpeBpamiacTcs B CACNKY, a TeJo — B ToBap. Korna qubepanbHas pUTOpPHUKA O PaBHBIX
BO3MOXHOCTSIX OKOHYATEIFHO OOHAXHIIA CBOIO (DajIbIllb, CKa3KU O COIMATBHBIX TU(TaX Bpoae Tol xe «KpacoTkm» He paboTaroT.
Beiikep BMeCTO Takoro poaa KHHOYTEIICHUS, T/Ie Iy Th K CIIACCHUIO OKA3bIBACTCS OUCHB JICTOK, IIPOCTO ITOKA3EIBACT, KaK UEIIOBEK,
JUIICHHBINA TOCTYTIA K CTAOMIIBHOCTH, CTPOUT cebe yOeKUIIe U3 00JOMKOB MEUTHI — HILTIO3HUI0. Y Kak ObI 3TO HU OBLIO OOJIE3HEHHO,
U3 3TOTO YKPBITHUS MPUXOAUTCS BEIOUpAThCs. IMEHHO 3TOT Iporiecc TOYHO MPOMJLTIOCTPUPOBAH B (hHHANE « AHOPEDY, KOTIa DHH 0
MIPUBBIYKE BOCIIPHHUMACT JOOPOE JIEJI0 3a OKa3aHHYIO YCIIYTY M XOYeT PACIUIaTUTHCS 3a Hee ceKcoM. M, 0CO3HaB, UTO BCTPETHIIA
Ha CBOEM ITyTH YeJIOBEKa, KOTOPHIH K HEW COBEPIICHHO UCKPCHEH, Oaphep, BEICTPOCHHBIH DHHU BOKPYT ce0sl, MBICITUMBIA paHee
KaK JKH3HCHHAss HEOOXOIMMOCTb, JIOMAeTCsI: SMOIIMH BRITUIECKUBAIOTCS HAPYXKY B BUe ciie3. TakuMm oOpa3om, beiikepy yaanocsk
CHHTE3MPOBAaTh COIUANLHBIN pealln3M ¢ )KaHPOBBIMHU (pOpMaMH, CIICNIaB FILTIO3HIO HE TOJIBKO COACPIKAaTEIBbHBIM, HO M CTPYKTYPHBIM
MIPUHIUIIOM CBOMX (GHIBEMOB. [IepcriekTrBa TanpHEHIIEro pa3BUTHS XKAHPOBOTO U (heCTHBAIHHOTO KHHEMATOrpada mpeICTaBIsIeTCs
HMMEHHO B TIOOOHOTO pOia THOPHUIHBIX MMPAKTHKAX, TIC TPAHUIBI MEXKIY pealu3MoM, (paHTa3Hel U COIMATbHBIM BBICKa3bIBAHHEM
CTaHOBSTCS Pa3MBITHIMU.
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Caeenusi 00 0TCYTCTBUM KOH(JIMKTA HHTEPECOB
ABTOpBI 3asIBIISIFOT 00 OTCYTCTBUHM KOH(IIMKTa HHTEPECOB.

AHHOTANUA

B crarbe Ha MaTepuaie coBeTCKUX (DHILMOB, BBIIICALINX Ha 9KpaHbl B iepuon ¢ 1948 o 1963 rr., ucciemyercs, Kak Mpu NOMOIIN
JIMHTBUCTUYECKUX CPENCTB (SI3bIKOBBIE KOMITETEHIINH, aKIICHT, OIIMOKH B TIPOM3HOIICHUH U BEIOOPE CIIOB U JI.) ITPOTHBOIIOCTABIISIOTCS
«CBOM» M «9Yy)KHE» B paMKax KuHeMarorpaduueckoil Xonoguol BoiHsl. [lokazaHo, 4TO JIMHIBUCTHYECKHE CPECTBA PHBICKAIOTCS TS
MPOTHBOIIOCTABICHHUS «CBOMX» M BHEIIHUX «UY>KHX», ISl KOHCTPYHPOBAaHMS 00pa30B BHYTPEHHUX «UY)KHX», a TAKXKE IS peryMaHH3alin
«UYXXHX» B IEpHO]] TOTEIJICHUS] COBETCKO-aMEPHKaHCKHUX OTHOIIeHHH. CpaBHUBAsI COBETCKHE (PHUIIBMBI C aMEPHKaHCKHMH, aBTOPHI
BBIJIEIISIIOT Kak OOIINe YepPThl UCTIOIb30BaHMUS JIMHIBUCTHYECKHUX CPE/ICTB, TaK U pa3IndHbIC.

KuroueBble ciioBa
Xomnonnas BoitHa, knHemarorpagp CCCP, o6pas Bpara, o6pa3 CILA, «cBou U 9yXHe», TMHTBUCTHYECKUE CPEJICTBA CTHIIN3AIIH,
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CBenenusi 0 pMHAHCMPOBAHUM
HccnenoBanue BHITOTHEHO 3a c4eT rpaHTa Poccuiickoro Hayarnoro gorma Ne 22—18-00305-IT «O0pa3sl Bpara B MaccoBoi KyIbType
XOIIOZHOM BOMHEI: collepKaHne, COBpEMEHHAas PELeIIHs U HCIIONB30BaHNe B cuMBOIIYecKoi momutuke Poccun u CLIIAY.

HNudopmanus o crarbe
Cratps moctynmia B pegakmmio 02.10.2025; ogobpena nmocne penensuposanust 10.10.2025; npunsaTa k myonukarwm 10.10.2025.

From its earliest days, cinema has served as an effective means of constructing contrasts between ‘us’ and ‘them’ (see, for example,
D.W. Griffith’s 1915 film The Birth of a Nation). With the advent of sound cinema, the imagological potential of film — that is, its
capacity to construct images of ‘us’ and ‘them’—has significantly expanded, particularly through the opposition of ‘our’ and ‘their’
languages.

Previous studies have shown that linguistic devices in cinema function as tools for producing symbolic boundaries and reinforc-
ing social hierarchies (see, for example [Androutsopoulos, 2012], [Bleichenbacher, 2012], [Lawless, 2014], [Planchenault, 2012],
[Taavitsainen & Melchers, 1999], [Kashkarova [2024]). In our earlier research on US cinema, we demonstrated that language was
employed as one of the instruments of the cinematic Cold War and as a means of constructing the image of ‘enemy number one’.
In such representations, the enemy was both visible and audible on screen [Kulikova & Riabov, 2023]. This article examines how
linguistic means are used to construct the contrast between ‘us’ and ‘them’ in Soviet cinema. It analyses linguistic competence —
when filmmakers give characters the ability to speak a foreign language — as well as accent, pronunciation errors, lexical choices,
and substandard or distorted forms that imitate foreign speech.

First, we outline the methodological framework of the study. We then examine how linguistic means are used to construct the di-
chotomy of ‘us’ and external ‘them’. The following section focuses on the representation of internal ‘others’. This is followed by
an analysis of the rehumanisation of ‘them’ during the warming of Soviet Union—United States relations. Finally, we compare our
findings with data from US films, highlighting both similarities and differences in the use of linguistic means.

The sources comprise Soviet films released between 1946 and 1963. In total, around 60 films featuring American characters were
released in the USSR during this period (see the filmography in Riabov et al., 2023)'. Of particular interest are those in which Amer-

I Although some of these films refer only to an unnamed *Western country’, numerous indirect cues made it easy for Soviet viewers to identify the United States. This kind of *disguise was typically linked to the position of foreign policy departments, which were reluctant

to escalate tensions with the United States unless absolutely necessary (see, for example, discussions of this issue during the Art Council meetings on The Judgement of the Mad (Sud sumasshedshikh, directed by Grigori Roshal, 1961) at Mosfilm: Transcript of the meeting of

the Art Council on 15 March 1960 to discuss G Roshal’s literary screenplay The Judgement of the Mad [RGALI 2453/4/189: 1-11, 19] and Transcript of the meeting of the association’s Art Council to discuss G Roshal’s director’s screenplay The Judgement of the Mad [RGALI

2453/5/692: 2, 51). It should be noted that this did not prevent audiences — including contemporary Russian viewers — from identifying Americans by a range of distinctive features [Riabova & Kleshchenko, 2024]. The film The Boy fiom the Schooner ‘Columbus’ (Yunga so
shkhuny Kolumb, directed by Evgeniy Sherstobitov, 1963), also underwent a curious revision. In the director’s script, all references to the nationality of the spies and their handlers from the intelligence services were omitted. However, even this proved insufficient: the name of
the main CIA agent, referred to in the script as ‘Fred’ [RGALI 2329/12/1381: 94], was removed from the final cut of the film, and he appeared simply as ‘Redbeard”. Notably, this did not prevent audiences — including contemporary Russian viewers — from identifying him as

American, owing to a number of distinctive features, in particular his habit of putting his feet up on the table [Riabova & Kleshchenko, 2024]
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icans speak English or broken Russian. We have identified only a few such films, including The Court of Honor (Sud Chesti, directed
by Abram Room, 1948), A Man Changes Skin (Chelovek menyaet kozhu, directed by Rafail Perelshteyn, 1959), Peace to Him Who
Enters (Mir vkhodyashchemu, directed by Aleksandr Alov and Vladimir Naumov, 1961), and Hello, Children! (Zdravstvuyte, deti!,
directed by Mark Donskoy, 1962).

Methodology

Language reflects social relationships and shapes cognitive representations. Different linguistic means are therefore often deliber-
ately used to construct particular versions of reality (see, for example, Fairclough, 1989; Culpeper, 2001). Crucially for this study,
language functions as a means of drawing symbolic boundaries between social groups and reinforcing social hierarchies. Phillipson
uses the term ‘linguicism’ to denote ‘ideologies, structures and practices which are used to legitimate, effectuate, and reproduce an
unequal division of power and resources (both material and immaterial) between groups which are defined on the basis of language’
[Phillipson, 1992: 47].

Linguicism is a significant component of cinematic discourse which we understand — following Janis Androutsopoulos — as ‘the
ensemble of film-as-text and processes of its production and consumption’ [Androutsopoulos, 2012: 140]. Consequently, anything
said in the film might be used as a stylistic device with a certain purpose to produce and reveal the ideological message of the
film. Androutsopoulos points out that linguistic heterogeneity and stylisation are of great importance for cinematic discourse [An-
droutsopoulos, 2012: 139].

In analysing the Hollywood cinema, Bleichenbacher notes that ‘movies pervaded by linguicist ideologies can be expected to portray
speakers of languages other than English as more negative, and also to downplay the use of languages other than English’ [Bleichen-
bacher, 2012: 157-158]. He assumes that ‘a lot of non-English dialogue typically serves to make the respective L1 speakers more
negatively salient’ [Bleichenbacher, 2012: 150]. Characters who use non-standard speech more have lower status. These linguistic
means are therefore used to indicate the status of the character, its character features or regional differences'.

Among stylistic resources that are employed as linguistic means are accent, jargon, dialects, code-switching, and non-standard vari-
eties to name just a few. Phonetic means play a particularly important role in the portrayal of foreign speech: even when utterances
are grammatically and lexically correct, it is often the accent that reveals the speaker’s otherness?®. This may be manifested at both
the phonetic and prosodic levels: in the former case, individual sounds may be mispronounced, while in the latter case, intonation
patterns may be distorted, with stress incorrectly placed within phrases. Such deviations serve as markers of non-standard speech in
contrast to the linguistic norm. Accordingly, the dichotomy between ‘standard’ and ‘non-standard’ speech is realised, contributing to
the broader dichotomy of ‘us’ versus ‘them’ and supporting the promotion of a particular ideological perspective through language
in cinema.

Thus, linguistic strategies for constructing cinematic images operate across all linguistic levels — phonetic, grammatical, and lexical.
These devices serve to indicate inclusion in or exclusion from the category of ‘us’ or ‘them’, attributing either positive or negative
characteristics to characters accordingly.

One of the first attempts to investigate the importance of language to promulgate the certain ideology in regards to cinematic Cold
War has been made by Katerina Lawless in her article about James Bond films shot in 1962—-2012, which created the image of the
USSR [Lawless, 2014]. Her article generated a scholarly discussion [Vartanova, 2014]; [Ono, 2014]. However, the reviewers note
her timely research and the necessity to continue investigating this subject. One promising area of research in this field is the study
of Soviet cinema, particularly given the growing recognition of the importance of comparative approaches to the ‘cultural Cold War’
[Shorten, 2018; Riabov et al., 2023].

‘Us’ and external ‘them’

Since the earliest centuries of human existence, language has served as the most important ethnically distinctive feature, marking
the boundary between two communities: ‘us’ and ‘them’. The category of ‘them’ represented a social space in which individuals had
no protection, and a foreign language was therefore perceived as a sign of danger.

Foreign languages were also employed in Cold War films to evoke a sense of threat. In US cinema, this function was fulfilled by
Russian speech or Cyrillic inscriptions®. In the USSR, it was primarily the German language that served this purpose in films about
World War II. Less frequently, English also operated as a sign of danger in the sources we examined. For example, in The Boy from
the Schooner ‘Columbus’, the inscription ‘CAIMAN’ on the side of a ship carrying CIA agents and armed thugs — about to attack
a Soviet schooner — reinforces the sense of alarm.

Denying ‘outsiders’ the ability to speak (or to speak the ‘correct’ language) is a common feature of dehumanising practices. Accents
and speech errors are also used to mark the boundary between ‘us’ and ‘them’, and to distinguish the ‘other’*.

Linguistic means may serve to construct grotesque typification, particularly when various types of speech irregularities are exagger-
ated — including phonetic, morphological, and syntactic errors, incorrect word combinations, and calques from the character’s native
language. These devices may also be employed selectively. In the film Silvery Dust (Serebristaya pyl, directed by Abram Room,
1953), the German character Dr Kurt Schneider only once uses syntactic calquing from German grammatical structure: Joxmop
IDiconc, s modcno asnamecs, ko2oa xomems.  In the following sentence, he reveals his nationality: ‘Om menanxonuu mol, Hemyul,
yorce usbasunucy.” When asked, ‘B kaxom yune 6bi 6vinu 6 cepmanckoti apmuu?’, he replies, ‘Tlonkosnux cneyuanvhoti cayocovl.” This
scene lasts only a few seconds, but the enemy image is clearly conveyed, particularly given that the film was made shortly after the
end of World War II. Here, the viewer hears syntactic errors in the speech of a German who appears to be an ex-SS colonel. At the
same time, the symbolic Nazification of ‘enemy number one’—that is, the attribution to them of secret ties with the Nazis during
World War 11, of collaboration with former Hitlerites after its end, and of parallels in their pursuit of global domination — played a

1 According to Taavitsainen & Melchers, ‘it is mostly the low and the rural that are presented as speakers of non-standard; humorous parts are attributed to minor characters and non-standard language to side episodes [Taavitsainen & Melchers, 1999: 13]

2 Based on the qualitative and quantitative analyses, Lippi-Green comes to a conclusion that ‘the negative characters are the largest group among those who speak English with a foreign (L2) accent” [Lippi-Green, 1997: 159]

3 Itis also worth noting the use of Russian-language inscriptions and flawed English speech attributed to Soviet characters in Cold War-era comics and video games [Kulikova & Sputnitskai, 2024; Belov, 2024]

4 In the Hollywood film Never Let Me Go (directed by Delmer Daves, 1953), for instance, the positive characters — the protagonist, a Soviet ballerina who is in love with an American journalist, and her friend, a translator and teacher of English — speak English with only slight
accents. Their [r] sounds are not exaggerated, their [h] sounds are softened, and their intonation closely resembles that of native speakers. In contrast, the negative characters, such as the state security officers, speak with a pronounced Russian accent, which serves as a deliberate

grotesque characterisation of the enemy [Kulikova & Riabov, 2023]

25




TEJEKHWHET 2025. OxT1sa0pb. Ne 2(31)

crucial role in both Soviet and US Cold War rhetoric from the mid-1949s onwards. Drawing parallels with Hitler served to facilitate
the transformation of the image of a former ally into that of an enemy [Riabov et al., 2023].

Just as Soviet characters in US films became more proficient in English as they embraced American values and renounced their
communist beliefs [Kulikova & Riabov, 2023], so too did American characters in Soviet cinema improve their Russian language
skills when they came closer to the Soviet people in terms of political beliefs and values. The film 4 Man Changes Skin tells the
story of the construction of the Vakhsh Canal during the first Five-Year Plan. Jim Clark, an engineer from the United States, is among
those who become inspired by the ideas of socialist transformation during the construction process and thus ‘changes his skin’. He
meets Komsomol member Masha Polozova and goes on to establish a happy Soviet-American family. This process of Sovietisation
is achieved, among other things, through linguistic means — Clark changes not only his ‘skin’, but also his language. His Russian
improves as a result of immersion in the appropriate linguistic environment, whereas another American character, who is portrayed
as hostile to the idea of socialist transformation, does not learn Russian.

Another telling episode features the characters discussing an anonymous threat they have discovered. When one of them points out
that the words ‘1 May’ are written in Latin script, this is immediately taken as evidence that the author is not local, since Latin script
is not taught in local primary schools. Within the logic of the film, knowledge of the Cyrillic alphabet is assumed as standard; the use
of the Latin alphabet is therefore read as a marker of external influence, espionage, or subversion. A similar reasoning applies to the
second element of the threat: the use of an incorrect symbolic sign. Instead of the traditional image of a severed head — aligned with
local conceptions of punishment — the author uses a skull. The characters explicitly remark that the sign is ‘done wrong’, ‘with the
wrong signs’. The outsider has misread the cultural code, substituting symbols without knowing their precise meaning. In this way,
the film uses the incorrect symbol as further evidence of foreign interference. The scene thus serves a powerful propaganda function:
the stranger is defined not by ethnicity or social class, but through linguistic and graphic deviation. Writing in Latin script is as re-
vealing as a foreign accent or the misuse of cultural symbols. A strict boundary is constructed: ‘we’ are those who write ‘correctly’,
who possess the legitimate code and understand local meanings; ‘they’ betray themselves through linguistic and semiotic errors.
At the same time, different levels of linguistic competence serve different narrative functions. In one of the first Soviet films of
the cinematic Cold War, The Court of Honor, the biochemist Sergey Losev publishes an article in the United States presenting the
findings of research carried out by a Soviet scientific team on matters related to military security. He also submits a manuscript of
his monograph to an American publishing house. Initially, his supervisor and co-author, Aleksei Dobrotvorsky, displays political
short-sightedness by failing to recognise Losev’s obsequiousness. Justice is ultimately served thanks to the efforts of the communists
from the Institute of Experimental Medicine. The film features three American characters: secret service agents Wood and Wilby (both
posing as scientists), and the eminent scientist Carter. Carter is portrayed as naive and harmless, and his complete lack of Russian
language skills is presented as a positive trait. In contrast, Wood and Wilby speak Russian fluently — significantly, the latter goes to
great lengths to conceal his knowledge of the language. Thus, in the film, knowledge of Russian among foreigners is depicted as a
negative attribute, associated with enemy infiltration and used as a means to pursue subversive or criminal goals'.

‘Us’ and internal ‘them’

One function of the image of the external enemy is its use in the struggle against political opponents and ideological adversaries within
the country. The legitimation of power and the existing socio-political order is linked to the portrayal of the ruling elite as reliable
protectors, while the opposition is depicted as internal ‘them’ and accomplices of the external enemy. The image of internal ‘them’
was constructed through the use of various discourses: political othering was reinforced by ethnic, religious, gendered, civilisational
and other forms of othering. Linguistic means were also among the resources used for this purpose. In Hollywood films, for example,
enemy agents steal military secrets (e.g. Kiss Me Deadly, directed by Robert Aldrich, 1955), seek to provoke unrest in American society
and stir up interclass and interracial conflicts (7he Red Menace, directed by R G Springsteen, 1949), and plot to seize power in the
United States (The Manchurian Candidate, directed by John Frankenheimer, 1962). In The Red Menace, American communists are
primarily portrayed as ethnic ‘others’. This is reflected in their surnames: among the members of the Communist Party of the United
States in The Red Menace are Nina Petrovka, Yvonne Kraus and Henry Solomon. Meanwhile, the ‘100% American’ characters are
predominantly white Anglo-Saxon Protestants. To underscore this ethnic alienation and mark the internal enemy, Cold War cinema
also employed linguistic means [Kulikova & Riabov, 2023].

During the Cold War, Soviet cinema did not employ ethnicity to label internal ‘others’. Instead, the emphasis on ethnic differences
was intended to highlight the country’s multinational character as its advantage and the friendship of peoples in the USSR. Many
protagonists, for example, speak Russian with an accent. Internal ‘them’ were othered politically by being portrayed as sympathetic
to the American way of life or the culture of ‘enemy number one’. The stilyagi were a favourite target of film satire, and Soviet cin-
ema devoted several films to mocking them [Riabov et al., 2023]. At the same time, it was emphasised that admiration for a foreign
way of life was far from harmless; in The ‘Variegateds’ Case (Delo Pyostrykh, directed by Nikolai Dostal, 1958), for example, the
stilyagi appear as accomplices of a spy.

The film novella Foreigners (Inostrantsy, directed by Eduard Zmoyro, 1961) satirises the stilyagi’s boundless admiration for all things
foreign. This admiration makes them the victims of a prank organised by a Soviet journalist who pretends to be a wealthy American
named Frank in order to write a satirical article exposing their morals. The stilyagi uncritically agree with all of the ‘correspondent’s’
opinions; they cannot even entertain the notion that the United States might be in any way inferior to the USSR. A toy ape deco-
rating the flat of the main character, the stilyaga ‘George’ Volobuev, appears repeatedly in the film. Accusations of ‘aping around’
(obesvannuuanve in Russian)—that is, of blindly copying the West, especially the USA, by internal ‘them’ —were a key theme in
Soviet propaganda. This idea is most clearly expressed in the short film Intermedia, part of the 1963 film anthology The Big Fitil
(Bolshoi Fitil, 1963), in which a chimpanzee takes on the role of an abstract artist. Accompanied by three other apes performing a
jazz composition, the chimpanzee ‘paints’ a series of masterpieces. The script describes the scene as follows: ‘The chimpanzee-artist
is dressed in a stilyagi shirt. What do we see? A toadstool, a goldfish, and all the other trappings of a stilyagi outfit.” Music plays

I Perhaps the most striking episode in Soviet Cold War cinema that reflects a negative attitude towards knowledge of the Russian language appears in the film Liberation (Osvobozhdenie, directed by Yuri Ozerov, 1968). After being wounded in the Battle of Kursk, Major Maxi-

mov is taken prisoner. He responds indifferently to the Germans® questions, but when he hears flawless Russian spoken by someone who appears to be an ethnic German who had lived in the USSR before the war, his reaction changes dramatically: ‘Russian?! You know Russian?!”

26



TELEKINET ISSN 2618-9313

continuously in the background — it is ‘chimpanzee jazz’. Each ape is given a name: the pianist is Bombi, the drummer is Chika,
and the saxophonist is Mika’ [RGALI 2911/1/153:86].

As we can see, this element of aping around is highlighted through linguistic means. In stereotypically American fashion, the so-called
‘foreigners’ also refer to themselves using ‘foreign’ names such as ‘George’ and ‘Mary’. The image of ‘George’s’ mother, whom he
refers to as ‘masep’ (the transliteration of the English word ‘mother’) and who is another representative of this ‘inner America’, is
intended to show that such adoration is not limited to young ‘freeloaders’, but is also characteristic of their parents. She is another
representative of this ‘inner America’. ‘How far behind we are!” she exclaims, also attempting to speak like a foreigner.

It is telling that the pseudo-American ‘Frank’—the exemplary Soviet citizen — speaks excellent English. In Encounter at the Elbe
(Vstrecha na Elbe, directed by Grigori Aleksandrov, 1949), the protagonist, the exemplary Major Nikita Kuzmin, also learns En-
glish'. In The Court of Honor, one of the most uncompromising post-war films in its criticism of ‘Kowtowing to the West’, Soviet
scientists speak and read English. In Hello, Children!, Soviet schoolchildren communicate in English with their peers from other
countries. Thus, knowledge of the language of ‘enemy number one’ does not necessarily carry negative connotations in relation to
the protagonist. This is not surprising, as Soviet anti-Americanism was class-based rather than national or cultural in nature. It was
rooted in the idea of two Americas: in addition to the ‘reactionary’ Americans of the ‘First America’, there are also ‘progressive’
Americans of the ‘Second America’: communists, members of the working class, peace activists, Afro-Americans, and ‘ordinary
people’ [Riabov et al., 2023].

Rehumanisation of ‘them’

As Soviet Union—United States relations began to thaw in the second half of the 1950s, the portrayal of the United States in Soviet
cinema underwent noticeable change. Notably, both Soviet and American films of the 1940s and 1950s had employed dehumanisation
techniques to construct enemy images. Such techniques involve denying members of an outgroup the right to be regarded as part of
the human race. In propaganda, they are employed to eliminate feelings of pity towards the enemy, thereby legitimising their killing
if deemed necessary. The dismantling of such representations is best captured by the concept of rehumanisation — the process of
restoring the human status of ‘them’.

Work began in the early 1960s on the American film The Russians Are Coming, the Russians Are Coming (directed by Norman
Jewison), which was eventually released in 1966. The film serves as a prime example of the rehumanisation of Soviet characters.
The plot centres on a Soviet submarine, Sprut (Octopus), which runs aground near an island off the north-eastern coast of the United
States. Part of the crew goes ashore to find a motor launch and refloat the vessel before it is discovered by American forces. Follow-
ing a series of comic and dramatic incidents that nearly escalate into an armed clash between the sailors and the islanders, mutual
understanding is achieved, friendships are formed, and the submarine is able to depart peacefully. The film conveys a clear message:
Russians are also human beings — people with whom it is both possible and necessary to negotiate the terms of peaceful coexistence,
and who share the same fundamental values as US citizens (for a detailed analysis, see Shaw 2010). How is this rehumanisation
achieved linguistically? Firstly, the Soviet sailors are given the ability to speak English. In their conversations with Americans, they
consistently try to behave politely, using formulaic language and fixed verbal expressions. A notable plot line of the film, contributing
to the rehumanisation of Soviet people images, is a love story line that develops between the youngest sailor Alexei Kolchin and
Alison Palmer. Kolchin speaks a mixture of Russian and English, which betrays his excitement: ‘In Union of Soviet, when I am only
young boy, many are saying, Americanski are bad people, they will attack Russia. So all mistrust American. But I think that I do not
mistrust American... not really sinceriously. I wish not to hate... anybody!’. This example clearly shows that contaminated speech is
implemented at different levels of the language. There are grammatical errors in speech (absence of articles, incorrect use of tenses),
phonetic errors (rolling [r]), morphological errors. However, he is so sincere in his statements that the audience, of course, have a
liking for him. Linguistic means thus help to create an image of otherness. At the same time, the very possibility of communication
shows that even linguistic errors cannot impede mutual understanding if representatives of the two superpowers show goodwill
[Kulikova & Riabov, 2023: 729].

Let us now turn to Soviet cinema and examine the specific features of Soviet-style dehumanisation of ‘enemy number one’. In
the Soviet culture of the 1940s-1950s, dehumanisation of ‘enemy number one’ was based on the class principle; only socially and
ideologically alien Americans were its target. ‘Progressive’ Americans on screen were endowed with all the attributes of humanity:
intelligence, creativity, morality, emotional depth, compassion, and the capacity for love, friendship, and camaraderie. However,
this humanity was, firstly, contingent on their belonging to a particular social group, their sympathy for the USSR and support for its
policies, and their communist or left-wing convictions. Secondly, these ‘progressive Americans’ were symbolically Sovietised: their
defining trait was their resemblance to Soviet citizens. In other words, only one version of humanity was acknowledged — modelled
on the ideal of the new Soviet person. The closer a character came to this model, the more fully they conformed to the canon of
what it meant to be human. Thus, Soviet-style rehumanisation implied that one could be different from a Soviet person and still be
considered human. By contrast, contemporary representations of American characters in Soviet film began to detach the notion of
humanity from political alignment. Americans portrayed as socially or ideologically alien — who neither supported communist ideals
nor admired Soviet policy — could nonetheless be depicted sympathetically [Riabov, 2024].

Let us consider how linguistic means are used to convey these themes in the film Peace to Him Who Enters. One of the central
characters is an American military driver who assists Soviet soldiers in taking a pregnant German woman to hospital during the
final days of the war, in May 1945. The directors made his image — apparently, intentionally — different from exemplary Soviet
images: The interior of his Studebaker is decorated with pictures of pin-up girls—a symbol, in Soviet mass media, of the vulgarity
of American culture. When the Soviet soldiers begin dancing in celebration of Germany’s surrender, the American joins in with a
movement resembling the twist— another emblem of the moral decline of bourgeois culture. The most striking difference, however,
lies in their manner of speech. The driver does not understand any word in Russian. He speaks only English, and his speech is left
untranslated into Russian. Neither the Soviet nor the American military personnel understand the other’s language, yet they manage
to understand each other — because the issues they discuss are of fundamental importance to both sides.

1 Itis telling that, in the film, Kuzmin himself declares: ‘We love America. We love this country of brave and honest people — the land of Jack London, Mark Twain, Whitman, Edison and Roosevelt. We love and respect the American people.”
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The episodes featuring the American driver construct a multi-layered model of linguistic ideology, in which speech intonation,
accent, efforts at mutual understanding, and physical expression serve to delineate boundaries between the Soviet and American
allies. When the American first appears on screen, acoustic asymmetry is foregrounded: his speech is loud, growling and aggres-
sive, sharply contrasting with the soft, measured, and intonationally restrained manner of Junior Lieutenant Ivlev. This sets up an
ideological opposition — English speech connotes pressure and superficial expressiveness, while Russian speech is associated with
responsibility, moral self-control, and semantic depth. However, when the driver realises that he is speaking to a Russian officer, his
intonation shifts: the initial shouts of ‘Let me alone’ vanish, replaced by a more even and almost friendly tone, free from aggression.
This transformation suggests that ‘American loudness’ is not a sign of hostility, but rather a cultural characteristic that can be mod-
erated in situations of mutual respect.

These cultural differences do not prevent the American driver from being a reliable ally and a courageous soldier. What matters most
is that he shares the core values for which the Soviet soldiers are fighting. Like them, he believes that a pregnant German woman
must be taken to hospital, even at the risk of his own life in the final days of the war. He also believes that a newborn child is a human
being who must be saved at all costs.

Conclusion

In conclusion, Soviet cinema employed a range of linguistic strategies to construct representations of ‘us’ and ‘them’ during the
cinematic Cold War. These included language proficiency, accent, pronunciation errors, and errors in lexical choices.

Both Soviet and American films recognised language as a significant ethno-distinctive marker and a key personal attribute. In both
cases, the language of ‘them’ was often depicted as a sign of danger, with political otherness — whether external or internal — reflected
in patterns of speech. During periods of warming Soviet Union—United States relations, however, the rehumanisation of ‘them’ was
also facilitated through linguistic means, such as portraying them as linguistically competent and showing that language differences
do not necessarily hinder mutual understanding when there is goodwill and a desire for cooperation.

The most striking difference between Soviet and American cinema lies in the portrayal of each other’s languages: hostility towards
the English language is far less prevalent in Soviet films than hostility towards Russian in American productions. While Russian in
Hollywood films is typically used to create a sense of threat or anxiety, English appears in a far broader range of contexts in Soviet
cinema. This relatively positive attitude towards English stemmed from the fact that it was not associated solely with ‘enemy number
one’. English also functioned as a language of international communication — in diplomacy, science, and culture — and was part of
the Soviet education system. This difference in linguistic portrayal also reflects broader differences in how the Cold War was concep-
tualised. From the Soviet perspective, the conflict was rooted primarily in class struggle, rather than national or cultural antagonism.
In keeping with the idea of ‘two Americas’, Soviet audiences could watch scenes of American peace activists demonstrating in New
York — such as those shown in the final scenes of Secret Mission (Sekretnaya missiya, directed by Mikhail Romm, 1950)—under
the banner ‘Long live peace!’.

Archival sources
Russian State Archive of Literature and Art (RGALI), fonds 2453, 2329, and 2911. Listed with number of fond, inventory, document
number, followed by sheet numbers.

References

Androutsopoulos, J. Introduction: Language and Society in Cinematic Discourse. Multilingua, vol. 31, no. 2, 2012, pp. 139-154.
Androutsopoulos, J. Repertoires, Characters and Scenes: Sociolinguistic Difference in Turkish German Comedy. Multilingua, vol.
31, no. 3, 2012, pp. 301-326.

Belov, S. I. “Vrag interaktivnyi”: Amerikanskie Videoigry 1980-kh gg. kak Resurs Pozitsionirovaniia “Sovetskogo Chuzhogo” [‘In-
teractive Enemy’: American Video Games of the 1980s as a Positioning Resource of the ‘Soviet Alien’]. Istoriya, no. 2, 2024. DOI:
10.18254/S207987840030742—-5. (in Russian)

Bleichenbacher, L. Multilingualism in the Movies: Hollywood Characters and Their Language Choices. Tiibingen: Narr Francke
Attempto Verlag, 2008, 236 p.

Bleichenbacher, L. Linguicism in Hollywood Movies? Representations of, and Audience Reactions to Multilingualism in Mainstream
Movie Dialogues. Multilingua, vol. 31, no. 2, 2012, pp. 155-176.

Culpeper, J. Language and Characterisation: People in Plays and Other Texts. Harlow: Pearson Education, 2001, 327 p.

Cutting, J. Pragmatics and Discourse. London: Routledge, 2002, 187 p.

Fairclough, N. Language and Power. London: Longman, 1989, 226 p.

Kashkarova, P. Degree of Foreign Accent and Contrastive Characterization: A Study of Russian Characters in American Films.
Journal of Language and Politics, 2024. DOI: 10.1075/j1p.23057 kas.

Kulikova, M. N., and O.V. Riabov. Linguistic Means of Constructing “Enemy Number One” in the US Cold War Cinema. Vestnik RUDN.
Seriia: Teoriia iazyka. Semiotika. Semantika, vol. 14, no. 3, 2023, pp. 719-731. DOI: 10.22363/2313-2299-2023—-14-3-719-731.
Kulikova, M. N., and Sputnitskaia, N. Iu. Reprezentatsii Russkoi Zhenshchiny v Komiksakh SShA 1950-kh gg.: Sintez Lingvistich-
eskikh i Kinematograficheskikh Priemov [Representations of Russian Women in US Comics of the 1950s: Synthesis of Linguistic
and Cinematographic Techniques]. In: Imagiologiia Kholodnoi Voiny: “Svoi” i “Chuzhie” v Massovoi Kul ture SSSR i SShA. Saint
Petersburg: RGPU im. A.I. Gertsena Publ., 2024, pp. 82—88. (in Russian)

Lawless, K. Constructing the “Other”: Construction of Russian Identity in the Discourse of James Bond Films. Journal of Multicul-
tural Discourses, vol. 9, no. 2, 2014, pp. 79-97. DOI: 10.1080/17447143.2014.894517.

Lippi-Green, R. English with an Accent: Language, Ideology, and Discrimination in the United States. London and New York:
Routledge, 1997, 286 p.

Ono, K. A. Response to “Constructing the ‘Other’”. Journal of Multicultural Discourses, vol. 9, no. 3, 2014, pp. 265-268. DOI:
10.1080/17447143.2014.946420.

28



Phillipson, R. Linguistic Imperialism. Oxford: Oxford University Press, 1992, 365 p.

Planchenault, G. Multilingualism in the Movies: Hollywood Characters and Their Language Choices. Sociolinguistic Studies, vol.
4, no. 3, 2012, pp. 681-685.

Riabov, O.V. Gendering the American Enemy in Early Cold War Soviet Films (1946—1953). Journal of Cold War Studies, vol. 19,
no. 1, 2017, pp. 193-219.

Riabov, O.V. The Enemy with Human Face? Rehumanization of the Images of Americans in the Soviet Thaw Cinema. Vestnik Volgo-
gradskogo gosudarstvennogo universiteta. Seriia 4: Istoriia. Regionovedenie. Mezhdunarodnye otnosheniia, no. 1, 2024, pp. 6—15.
Riabov, O. V., Belov, S. 1., Davydova, O. S. et al. Vrag Nomer Odin v Simvolicheskoi Politike Kinematografii SSSR i SShA Perioda
Kholodnoi Voiny [Enemy Number One in the Symbolic Politics of Cinematography of the USSR and the United States of America
During the Cold War]. Moscow: Aspekt Press Publ., 2023, 398 p. (in Russian)

Riabova, T. B., and Kleshchenko, L. L. Kinogeroi Kholodnoi Voiny v Sotsialnykh Predstavleniiakh Sovremennykh Rossiian i Ameri-
kantsev [Cold War Film Heroes in the Social Representations of Contemporary Russians and Americans]. In: Imagiologiia Kholodnoi
Voiny: “Svoi” i “Chuzhie” [Imagology of the Cold War: ‘Us’ and ‘Them’]. St Petersburg: RGPU im. A.I. Gertsena Publ., 2024, pp.
229-235. (in Russian)

Shaw, T. Hollywood's Cold War. Edinburgh: Edinburgh University Press, 2007, 352 p.

Shaw, T. The Russians Are Coming, The Russians Are Coming (1966): Reconsidering Hollywood’s Cold War “Turn” of the 1960s.
Film History, vol. 22, no. 2, 2010, pp. 238-240.

Shorten, R. The Cold War as Comparative Political Thought. Cold War History, vol. 18, no. 4, 2018, pp. 385-408.

Taavitsainen, I., and G. Melchers. Writing in Nonstandard English: Introduction. In: Writing in Nonstandard English. Amsterdam
and Philadelphia: John Benjamins, 1999, pp. 1-26.

Vartanova, E. Constructing Ourselves through Constructing Others. Journal of Multicultural Discourses, vol. 9, no. 2, 2014, pp.
98-103. DOI: 10.1080/17447143.2014.923434.




TEJEKHWHET 2025. OxT1sa0pb. Ne 2(31)

ARS RHETORICA | HCKYCCTBO PUTOPUKHA

Hayunas crares
VIK: 821.111
DOI: 10.24412/2618-9313-2025-231-30-34

iIb(bI U MOCTANOKAJIUIICHC: BU3YaJIbHbIE 00pPa3bl M UX MPOYTEHHE B CBETE
YUTATEJbCKHUX OKUAAHUI U CMEHBI :kaHpa B Tpuoruu /:x. AGepkpomon «Mope
O0CKOJIKOB»

E1n3ABETA AHTPEEBHA IBAHOBA

,II.]'[H HUTUPOBAHUSA
Hsanosa E. A. Dbl 1 IOCTATIOKAIHUIICKC: BU3yalbHbIe 00pa3bl U UX MPOYTEHHE B CBETE YNTATEILCKUAX OXKUIAAHUI H CMEHBI KaHpa
B Tpuitoruu J[x. Abepkpombu «Mope ockonkoy // Tenexunet. 2025. N 2(31). C. 30-34.

Caenennsi 00 aBTOpe

EnuzaBera AnnpeeHa MBaHoBa, KaHAUIAT (PHIIOJOTHYSCKUX HAYK, TOUECHT Kadeqpbl TyMaHUTAPHBIX TUCIUILINH, CapaToBCcKas
rocynapctBeHHas koncepsaropus umenu JI. B. Cobunosa, Caparos, Poccust.

https://orcid.org/0000-0002—8861-4925

elivan1988@gmail.com

AdPpunimanus
CaparoBckast rocynapcTBeHHas koHcepsatopust umenn JI. B. Cobunosa, 410012, Poccusi, Caparos, npocr. um. CromnsimuHa AL 11, 1.

Cenenust 00 0OTCYyTCTBUMH KOH(JINMKTA MHTEPECOB
ABTOD 3asBISET 00 OTCYTCTBUU KOH(IUKTA HHTEPECOB.

AHHOTAIUA

Jxo AGepkpoMOHU U3BECTEH B MEPBYIO OYepPeh CEpHei poMaHOB B mopkanpe grimdark ¢aHTe3H, HAYMHAIOIICHCS C TPHUIIOTHH
«ITepssrit 3akom» (2006—2008). OgHOI U3 OTIIMYUTENBHBIX YE€PT 3TOM CEPUH SBIISETCS TOCTOSIHHAS HI'Pa C )KAaHPOBBIMH IITAMIIAMHU
U CMeIIeHHue KaHpoB ((p3HTEe3H, BeCTepH, KPUMHUHAIBHBIN poMaH, HcTopudeckuil pomaH). [IpeqrasHadennas ais 6onee MoIom0MH
aynuropuu Tpuitorus «Mope ockonkoBy (2014-2015) mosroe Bpemst KaxxeTcst, HAPOTHB, OCTAONICHCS B paMKax cMsirdeHHoro grimdark
(oHTE3H, HO COOBITHS BTOPOTO TOMa IIEPEBOPAYMBAIOT MPEICTABICHUE YUTATEINS O MUPE, TPEBPAILasl €ro B NOCTANOKAIUITHYECKHH.
Ha npotspkeHnu Beell TpUIIOTMM MHOTOKPATHO YIIOMUHAETCSI MOruomast uBMin3anus 35b¢os. [Ipy onncannu ocTaBnxcs ot Hee
apTeakToB YIOMHHAIOTCS HEOOBIUHBIH «aMb(uiickuil MeTal», cTpaHHas U30rHYTast opMa, N3YMHUTEIHHOE CUSHHE U CBEPKAOIINE
KaMHH. Bce 9TH XapaKkTepuCTHKY BIIOJNHE YKIIAJBIBAIOTCS B CTAHIAPTHBIE PEACTABICHHS YUTATENEH O KyIbType (hIHTE3UHHBIX b(OB,
omHparolecs Ha 00pa3sl HCKyCCTBA KEIBTOB, MpepadasInToB U ATIOXH ap-HYyBO, U TOATOMY BIIMCHIBAIOTCS B BOCIIPUATHE MHUpa
«Mopst OCKOJIKOB» KaK THITHYHOTO (haHTe3uitHOro Mupa. Ho B KOHIIE TPUIIOTHH «ANTb(QUICKHE TTOCOXI)» OKa3bIBAIOTCS OTHECTPEIbHBIM
Opy)XHeM, a Ipyrie apTe(akThl — pa3IMIHbBIMH COBPEMEHHBIMH YCTPOMCTBAMU. Takoi CIOKETHBIH MOBOPOT 3aCTABIISIET YATATEIS
MIEPEOCMBICIIUTH BCE Y3HAHHOE 00 3TOM MHpE, €ro MPOIIJIOM B OyAyIIeM U T0-HOBOMY COOTHECTH ce0s C COOBITUAMH TPHIIOTHH.

KiroueBnble ciioBa
(oHTE3H, TOCTANOKAINIICHC, YUTATENILCKIE OKuaanus, Jxo AbepkpomoOu, xaHp

HNudopmanus o crarbe
Crarbs moctymnuia B pepakiuro 26.04.2025; onobpena nocne penensuposanus 10.06.2025; mpunsra x myomukanun 13.09.2025.

JlaHHOe H31aHue cOOII0IaeT MPHHIMIBI JUIEH3UPOBAHUS KOHTEHTA C
@ @@ nomoibio JuneH3nn Creative Commons Creative Commons License.
This work is licensed under a Creative Commons Attribution-Non-

Commercial-NoDerivatives 4.0 International License.

Elves and the Post-Apocalypse: Visual Imagery and its Interpretation in the Light of
Reader Expectations and Genre Shifts in Joe Abercrombie’s Shattered Sea Trilogy

EL1ZAVETA A. IVANOVA

For citation

Ivanova, E.A. Elves and the Post-Apocalypse: Visual Imagery and its Interpretation in the Light of Reader Expectations and Genre
Shifts in Joe Abercrombie’s Shattered Sea Trilogy. Telekinet. no. 2(31), 2025, p. 30-34.

30 [@%EEE:ERWN


https://orcid.org/0000-0002-8861-4925
mailto:elivan1988@gmail.com
https://creativecommons.org/licenses/by-nc-nd/4.0/

TELEKINET ISSN 2618-9313
About the contributor

Elizaveta Andreevna Ivanova, Candidate of Science (Philology), Associate Professor of the Department of Humanitarian Disciplines,
Saratov State Conservatory named after L. V. Sobinov, Saratov, Russia.

https://orcid.org/0000-0002—-8861-4925

elivan1988@gmail.com

Affiliation

Saratov State Conservatory named after L. V. Sobinov, 1, Stolypina Ave., Saratov, 410012, Russian Federation

Disclosure statement
No potential conflict of interest was reported by the author.

Abstract

Joe Abercrombie is best known for his series of novels in the grimdark fantasy subgenre, beginning with The First Law Trilogy
(2006-2008). One of the distinctive features of this series is the constant play with genre clichés and the mixing of genres (fantasy,
western, crime novel, historical novel). The Shattered Sea trilogy (2014-2015), aimed at a younger audience, seems, on the contrary,
to remain for a long time within the framework of a softened grimdark fantasy, but the events in the second volume turn upside down
the reader’s understanding of the world, making it post-apocalyptic. Throughout the trilogy, the lost elven civilization is mentioned
repeatedly. The artifacts left behind are described as unusual “elven metal,” a strange, curved shape, a stunning glow, and glittering
stones. All of these characteristics fit well with the reader’s standard ideas about fantasy elven culture, based on images of Celtic,
Pre-Raphaelite, and Art Nouveau, and therefore fit into the perception of the world of Shattered Sea as a typical fantasy world. But
at the end of the trilogy, the “elven staves” turn out to be firearms, and the other artifacts are various modern devices. This plot twist
makes the reader rethink everything they have learned about this world, its past and future, and to relate to the events of the trilogy
in a new way.
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JIx. AGepkpoMOu cuanTaeTcs OXHUM U3 HanboJee BBIIAIONIIX s TpeAcTaBuTenel HanpasieHus grimdark fantasy [Cheyne, c. 124—-133;
Polack, c. 77-97] u u3BecTeH B IepBYyIO OYEpeas Kak aBTOP CEPHUU KHUT, TIOCBALICHHBIX TaK Ha3siBaeMoMy Mupy llepBoro 3akoHa.
Ha mauHBII MOMEHT 3TO JEBSITH POMAHOB, IIIECTh U3 KOTOPHIX OObEANHEHBI B IBE€ TPUIIOTHH, U ABAa COOpPHUKA paccka3oB. YuTarenn
Y KPUTHKH IEHAT B €T0 MPOU3BEICHUAX yBICKATEIbHBIE CIOXKETHI U CIOKHBIX MPOTHBOPEUYMBHIX NepcoHaxkeit. Ho oTaensHOTO
BHUMAHHS 3aCITy)KHBAET MOCTMOJACPHUCTCKas UTpa AGEpKpOMOH C KIIMIIIEe 1 KOHBEHIIMAMH JKaHPOB, KOTOPYIO OH YMEJIO UCTIONB3YEeT
JUTS CO3IaHUS KaK FOMOPHCTHYECKON Pa3psIIK, TaK ¥ ApaMaTuaeckoro ¢ dekra. B Tprutorun «IlepBrlii 3akom» micaTenb 0ObITPHIBacT
1 IEPEOCMBICIIIET THITMYHBIE CIO’KETHBIE XOIBI M CTAHAAPTHHIX MEPCOHAKEH TPaaUIIMOHHOTO MoApakatoniero TonkuHy (GaHTe3n.
B crnexyromux poMaHax OH SKCIIEPUMEHTHPYET, CKpeInBas (p3HTE3H C IPYTHUMH IOIMYIIPHBIMH KaHpaMu: B «Jlydrie momaBars
XOJIOIHBIM» — C TAHICTEPCKUM POMaHOM M UCTOpUel MecTH, B «[ eposix» — ¢ BOeHHOi1 11po3oi, B «KpacHol cTpaHe» — ¢ BECTEpHOM.
Bropas tpuorus cepun — «3Omnoxa 0e3yMus» — coenuHsIeT (IHTE3H C HICTOPHUECKAM POMAHOM.

He cBsaszannas ¢ mupom «IlepBoro 3akoHa» Tpunorus «Mope 0CKoJIKOBY, Ha3biBaeMas eule «IlonyTpunorueiin», Ha NepBbIi B3I
MIPOM3BOIUT BIEYATIICHNE BO3BPAILEHHS aBTOPA K OTBITY €To MPeIbIAyIINX KHAT, HO Tereph B popme young adult muteparypsl. 3aech
CHOBa OOBITPHIBAIOTCS OTACIBHBIC THITMYHBIE YIEMEHTHI IPOM3BEICHUH (PIHTE3H (HAPHMED, CIOXKETHAS JIMHUS TIEPBOH KHUTH, CBSI3aHHASL
¢ OpOoIIATOH, KOTOPBIH OKa3bIBACTCS 3aKOHHBIM KOPOJIEM). A B IIEJIOM CIOXKET MPENCTaBIsAET COO0H UCTOPHIO MECTH. [ TaBHBIN repoit
MIEPBOTO TOMa — IMPHHII-TIOAPOCTOK SIpBe — BHE3aIMHO CTAHOBHUTCS KOPOJIEM IOCiIe THOETH OTIIa U CTapIiero OpaTa, a 3aTeM IMpoAaH
B paOCTBO 3aXBaTHBIIUM TPOH Aseil. OH IPUHOCUT KIIATBY OTOMCTHTH yOHIIIaM CBOETO OTIa, ¥ 3TO KJIaJIeT Ha9aJ0 MHOTOJIETHEH
0KECTOUCHHOI O0ph0e 3a BIACTh, BRIXOINEH TAIeKo 3a IpeAessl eT0 COOCTBEHHOTO KOpOJIeBCTRa | eTan .

3TO0 OAHO M3 MHOXKECTBA HEOOJBIINX TOCYAAPCTB, PACTIONOKEHHBIX 10 Oeperam Mopst OckonkoB. Ha rereMonmo HaJ KOTOPBIM
npeTeHayeT BepxoBHBIN KOpOIIb, HacaXaaronmii Bepy B EqnHoro 6ora BMeCTo TpaguinOHHOTO MHOT000XHS. [ TaBHBIME O0XKecTBaMU
MECTHOT0 TaHTeoHa BrIcTynaroT Oten-Mup n Mars-BoiiHa. B kauecTBe HCTOPHYIECKOTO IIPOTOTHIIA, JISKAIETO B OCHOBE M300paKeHHS
obmrecTBa B «IlomyTpritorim», MOYXKHO PacCMaTpPUBATh AIIOXY BUKHHTOB. | TaBHBIM MYXXCKUM JIETIOM 3€Ch CUNTAETCS BOWHA, ITIABHBIM
crocoboM oborarieHust — pa300HHUYBH BOCHHBIE ITOXOABI BIOJIbL MOPCKUX OeperoB. B To Bpems Kak »KEHITUHBI 3aHUMAIOTCSI
x03s1cTBOM. Mope OCKOITKOB Ha3bIBa€TCs TaK B MaMATh O HEKOeH TI00anbHO KaracTpode, B He3alaMsITHbIE BpeMEeHa PacKOJIOBIIEH
Mup u camoro bora. Bri3Bana ona Obliia ropAbIHEH 1 TEXHOJIOTHAMHE MCUYE3HYBIIEH pacsl 3nb¢hoB. Bee, 9To 0cTanocs 0T HUX,— PyHHBI
TOPOJIOB, KOTOPBIE CYUTAIOTCS MIPOKIISATHIMHE, TIOCKOJIBKY NOOBIBABIINE TaM OOBIYHO BCKOpPE 3a00JIEBAIOT U YMHUPAIOT.
CoxpanuBiyrecs dbPUickue apTedakThl MEHITCS KaK peaJaiime COKPOBHUINA U CYUTAIOTCS TIOJAPKOM, IOCTOHHBIM KOPOJICH.
BoT onmcanus nepBEIX U3 BCTPEUYAIOMIUXCS B TEKCTE MPEAMETOB 3Mb(PHUHCKOTO MPOUCXOKACHUS: TIOCOX — «3a0CTPEHHBIN MPYT U3
AMBGHUACKOTO METAJlIA, C TIOBEPXHOCTHIO, IIOKPHITOM BEITYKJIOCTSIMH M BHafUHKaMI» [Abepkpomobu, 2018, c. 7]; TpOH — «I1epekuToK
anbpUACKUX BpeMeH, co naer 1o CokpymeHns boxus — OTKOBaHHBIA B HEM3BECTHOM TOPHWIIE U3 IEIHHOTO CIUTKA YEPHOTO
MeTaJuIa, HEBEPOSTHO M3SAIHBIA U HEBEPOSTHO KPETIKHA. ..» [Abepkpomou, 2018, c. 23]; anbduiickue 3amsiCThsi — «. .. TATHCMAaHbI
HECJIBIXaHHOM CTapUHBI U IEHHOCTH CO BCTaBKaMU-CHMBOJIAMH, 3HAYCHNE KOTOPHIX KaHYJIO B IIyYHHY BPEMEH — IBUIAIHN 30JI0TOM,
CTEKJIOM U cTanbio» [AbGepkpombu, 2018, c. 60]; anbduiickas CKprKaIh — «Ha 3eJIEHOM, C 3aMBICIIOBATHIM 30JI0YCHBIM y30POM,
IIJIACTHHKE TOPENIM YepHBIC CAMOIIBETHI M MIECTPEIIN MaJIOIOHATHBIC 3HaKM» [Abepkpom6Ou, 2018, c. 112].
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Onb(dbI Kak o7Ha U3 (PaHTACTHUECKHX Pac, 4acTo Ooliee ApeBHss U Oojee KyJabTYpHO pa3BHUTas, YeM YeJIOBeUEeCKasi, CTall OMHUM U3
B)XHBIX 3JIEMEHTOB ()3HTE3U-MHUPOB ¢ MOMeHTa ImyOnmkanuu nponsseaeHuit [k, P.P. Tonknna. CpenHeBekoBast 3cTETHKA €ro KHUT
U npezcTaBiIeHue 00 AMbdax Kak 00 HCKYCHBIX MacTepax, ¢ OJHOM CTOPOHBI, M HAPOJIE, )KUBYIIEM B TECHOH CBSI3H C OKPY’KaIOIMHU
nx (paHTaCTHYECKUMU JIaHAIIAa(TaMH, C JPYTOi, MOBIHSJIO HA BCE MOCIEAYIONINE N300pakeHHs Ab(UICKON KYJIbTyphl B KHUTaxX
JIPYTUX aBTOPOB, HAa WLIIOCTPALMIX, B HACTOIBHBIX POJIEBBIX UIpax, Takux kKak «Dungeons & Dragons», 1 MHOTOUHCIEHHBIX
BHUJICOUTPAX, UCTIONB3YIOMINX Mb(OB KaK OJIHY W3 HTPOBBIX pac. HecMOTps Ha pa3indHbIC peIaraeMble TPAaKTOBKH 00pasa 5b(poB
B IIPOM3BENICHUSAX Pa3HBIX KAHPOB, HECIOKHO 3aMETHTh MCIIOIb3YEMbIC MU OOIIMEe BU3yabHbIE aCCOIHALNY C «IIPUPOJTHBIMID
N3BWIMCTBIMY JINHUSIMH, I0BEITMPHBIMHU W3/ICUSMHI U3 IParoLlCHHBIX KaMHEH M METaJlIOB, YaCTOE BIMSHNE Ha H300pakeHne b(PoB
TaKHUX CTHJICH, KaK Ipepadasin3m, KeJIBTCKOE BO3POXKIICHHE U ap-HyBO. CTOMT OTMETUTH 0COOYIO POJIb MINTIOCTPATOPOB POM3BEICHUH
Tonkuna — A. JIu u Ix. Xoy, KoTopble paboTalli TakxKe U HaJl BU3yalbHON cTopoHO# kuHoTpwitoruu [1. /xekcoHa, B pe3yabrare
Yero X CTHJIMCTHYECKOE BUCHNE 0COOEHHO XOPOIIO 3HAKOMO MHOTOYHMCIICHHBIM 3puTeisiM (priibMoB [Fimi]. Ces3b padot A. JIn
cO CTHIINCTHKOH Y. Moppuca, KeJIBTCKOT0 BO3POXK/ICHUS U MOJIepHa OTMeJaIach HeogHokparHo [ Velten].

IIpuBenenHsle Bole HUTATH U3 «II0IKOPOIIA», HA MEPBBIN B3I, BIOJIHE COOTBETCTBYIOT 3TUM IPEACTABICHUIM, BBI3bIBaAs
B BOOOPa)XCHUHU YUTATENS 00pa3bl ONIECTSAIINX H30THYTHIX IOCOXOB, MIOKPBITHIX APArolleHHBIMU KaMHSIMH OpaciIeToB U CKpIDKaJeH,
MIOXOXKHE Ha BUACHHBIE HM Ha WIUTIOCTPALIMAX U B BUICOUTPAX, M HUKAK HE BBIOMBAsCH U3 OOIIETo CpeIHEBEKOBOTO aHTypaka «Mops
OCKOJIKOBY». B 1epBoM ToMe TpHIIOTHH TeMa ATb(GHUICKUX apTe(aKTOB elle He pa3BHUTA, U 334aI0TCS TOJIBKO 0a30BbIE MPECTABICHUS
0 HuX. OTHAKO yXe 3/ieCh BHUMATEIbHBIA YUTATENIb MOJKET 3aMETHTh HEKOTOPYIO CTPAaHHOCTH B OIHOM M3 onucanuii: «OHa (OamrHs —
npumM. E. 11.) Beicunach Hasl BCSKUM COOPY>KEHHEM M KKJOH MOCTPOHKONH BOKPYT MOpsi OCKOJIKOB — €CIIM HE CUUTATh Pa3BaInH
Crpoxoma u JlaHaranja, KyJa He OTBOKUTCS CTyIUTh HU OAMH HBIHE XKUBYIIHN. TpHU 4ETBEPTH €€ TOIOBOKPYKUTEIBHON BBICOTHI
MIpUHAIERKAIIO paboTe 3Mb(OB: KAMEHHBIE KOJIOHHBI 0€3 IIBOB U CTHIKOB, HJCAIbHO KBAAPATHbIE, HJCAIEHO POBHBIC; HHBIC U3
OTPOMHBIX OKOH JIO CHX TIOp 3aJIUTHl YEPHBIM IbQHUHCKUM cTersiom» [Abepkpom6bu, 2018, c. 93]. MneansHo kBaapaTHbie (GOpMBI
Ka)KyTCsl HEOXKHJIaHHBIMHU /IS 371b(uiickoii mocTpoiiku. Ho Tak Kak 3To onucaHue He SBISETCS BKHBIM Aist croxeTa «[lonkopornsy,
OOJIBIIMHCTBO 3aXBaYCHHBIX PA3BOPAYMBAIOIIMMHUCS COOBITHSIMI YUTaTEIIEH, CKOpEE BCETO, IMIPOIYCTST 3Ty HE3HAYUTEIBHYIO HA IEPBBIi
B3IJISIL JIETalIb, TAK K€ Kak M ynoMuHaHue enie Ha 130 cTpaHunax mossxe, 4YTo cTeHa JpeBHEH Mb(UIHCKON MOCTPOHKH Ka3anach
CKOpee OTIINTOM, YeM BO3BEJCHHOH, M M3 Hee TOpUAIN MeTaJuIndeckue npyThs [Adbepkpomon, 2018, c. 221].

Ho y»xe Bo BTopoM TOMe TpHiIoruu 3ibduiickue apredakTsl CTaHyT HTpaTh BCEe BO3PACTAIOILYIO POJIb B CIOXKETE, M IIIaBHBIC TEPOU
MIOJTy4aT BO3MOXXHOCTb TTO3HAKOMUTHCSI C HUMH OJIMKe M JTasKe MEJIBKOM B3IISIHYTh Ha ANb(HICKHE PYHHBI, IPOILIBIBAs MUMO HUX
1o pexe. BoT onmcanue nomypa3pymeHHoro MocTa 4epes 3Ty peky: «Bnepenu 6s11 MocT. Ecin, KoHEYHO, MOXKHO Ha3BaTh TaKylo
rpOMaJiMHy MOCTOM. PaHbIlle OH nepeKkphIBal peKy OJHUM HEBO3MOXHBIM, TOJIOBOKPYKHUTEIBHBIM B CBOEH AJIMHE MPOIETOM —
TOHKasI JIGHTA €T0 BHCENa MEX/Iy IByMsI BEINUECTBEHHBIMU OAIIHAMH, PSIZIOM C KOTOPBIMU BHICOUYCHHBIN IIMMIIb IUTa e Topioio
Kazajics urpymedHsiM. Ho Moct oOpymmiicst croieTust Ha3al, 1 KaMEeHHbIC IIBIOBI BETMYMHOM € JJOM ITOBHUCIIH Ha MEPEnyTaHHbBIX
MeTaJuTYecKux Tpocax» [Adepkpom6u, 2019 (1I), c. 122]. Y cHOBa mosiBIIsIeTCs OLIYIIEHHUE ANCCOHAHCA, B 3TOT Pa3 U3-32 yIIOMUHAHUS
METANTMIECKUX TPOCOB, JICPXKAIIMX MOCT: OHH KaXKyTcsl HEXapaKTepPHBIMH IS IPUBBIYHBIX IIPE/ICTaBICHUH 00 apXUTEKType b(HOB
1 OOJIbIIIE HATOMHUHAIOLIMMH COBPEMEHHBIE TOCTPOHKHU. JTO MONO3PEHHUE MTOAKPEIUIIETCS Ha CIEAYIONIeH CTpaHuIe, KOT/la YATaTellb
00HapyXHBaeT Iepe]l FeposiIMU 1 cOO0H HEYTO, KaXKyIleecs: yIMBUTEIHHO OXOKIM Ha OOBIYHBIHN H0pokHBIH muT: «Hax Bonoit BumHencs
MOTHYTHIH METAITMYECKHUH JIUCT Ha pKaBbIX cToWKaX. OH OB BeCh pacnmcad — KaKUMH-TO CTPEJIKaMH, CIIOBAMH, BBIBEICHHBIMHU
KPYHHBIMH 3buiickumMu OykBamm» [Abepkpom6u, 2019 (1), c. 123]. O1Tn HeoxnpaHHBIC HAOIIOACHUS MOTYT 3aCTaBUTh YATATEIS
TaKke BCTIOMHHUTH ITOBTOPEHHOE Yy Th BBIIIE MPEIOCTEPEKEHHE, UTO JIF0O0E ITOCEIIEHHE Pa3pyIICHHBIX 3Tb(HUICKUX TOPOIOB IPO3UT
00JIE3HBIO U CMEPTHIO, H 33 JyMaThCsl 00 X CXOJICTBE C 30HAMH 3apaKEHUS paananneid. Takas MbICIb 0COOCHHO JIETKO MOXKET NMPUITH
B TOJIOBY YHUTATEIIO, YK€ 3HAKOMOMY ¢ Tpuitorueit «IlepBsiit 3akom» AGepkpomOH, B KOHIE KOTOpoit [1epBblil Mar HCIONB3YeT HEKYIO
y>Kacarollyl0 Maruo, o MocieACTBUSIM BECbMa CXOXKYIO C SAEPHBIM B3PBIBOM M B TOM YHCIIE BBI3BABIIYIO MOXOXKYIO Ha JIyYEBYIO
00JIe3Hb Y OKa3aBIINXCS B pajguyce mopakeHus. Takoe HHTEPTEKCTyaIbHOE CXOACTBO MEKIY MPOU3BEACHUSIMHU OJHOTO aBTOpa
MI03BOJISIET YNTATEII0 BPEMEHHO TPEIIONIOKNTD, YTO HaJeHNE Ab(GUHCKON IUBIIM3aUH MOIJIO TIPOM30HTH AEHCTBUTEIBHO N3-32
HEKOEeH CBOMCTBEHHON 3TOMY MUPY MaruH.

OpnHaxo cieyrolnee NosBJICHHE B TEKCTE Mb(PUHCKUX U3/IENINI pa3BenBaeT Bce COMHEHNs. Ha HeOobIIO oTps/ repoeB HamaaroT
YHCIICHHO TPEBOCXO/IAIINE UX BOWHCTBEHHBIE CTEIHbIE TUKApH, 3aBsA3bIBAcTCA XKapKuil O0H, M reposiM Ipo3UT rUoOeib, HO OlHA
13 HUX — rpaburensHuna pynH Ckudp — npuderaet Kak K MOCIEAHEMY CPEACTBY K UCIIOIB30BaHNIO, KAK OHA camMa TOBOPHT,
3b(GHUHCKOTO BONIIEOCTBA: «...0HA BBIZCPHYJIA JBa IIUITACTHIX M HCTOYCHHBIX MPOPE3sIMU KyCKa TEMHOTO METAJlIa ¥ BABHHYJA MX
OJIMH B JIPYTOH C TPOMKHUM IEIIKaHbEM, CIIOBHO 3arupana 3aMokK. <...> A TIOTOM COBCEM PsIJIOM CJIOBHO ObI TPOMBIXHYJIO TPOMOM,
1 BCTIBIXHYJI CBET, U ONMVDKaHIINHK yXKaK OIPOKUHYIICS Ha3al, CJIOBHO OBl €r0 CTOJIKHYJ BHH3 110 CKJIIOHY TMTaHTCKHH nanen. <...> Ckudp
3aBbIBajla BCE TPOMYE U NMPOH3UTEIbHEE, U3 Mb(UICKON PETMKBIH BBUICTAIHM OIIMETKH OJIECTSIIETO JKelle3a U Maalii, JbIMSICh,
Ha TpaBy y €€ HOT. JItonu CKyIuiIu, CMOTPENH, PACKPBIB POT, LEIIISIIMCh 32 aMYJEeThl — CTPAIIHOE 5K KOJIJ0BCTBO, CTPAIIHEE, YEM
yxkaku! IllecTs rpOMOBBIX yAApOB PaCKATHIIOCh HAJl pABHUHOM, U IIECTh MYy>K€H Majl MEPTBBIMH U UCKAJICUEHHBIMH, & OCTaJIbHbIE
KOHEBOJIBI pa3BEPHYIIUCH U Oexanu, Kpuya ot yxkaca» [Adepkpomou, 2019 (II), c. 181-182]. Dnbduiickas penrKBHsI ¢ 04EBUIHOCTHIO
OKa3bIBAETCSI OTHECTPENBHBIM OPYKHEM.

Takoe OTKpBITHE MO3BOMNSIET YATATENIO NEPEOCMBICIUTE BCE YK€ IPOUUTAHHOE U IPOBECTHU MApaAIIEIH MEX Ty APYTUMH OCTaTKaMU
3Mb(UHCKON IMBIIN3ALMN U 3HAKOMBIMH MIPEJIMETaMH U3 Hallel COBpeMeHHOCTH. CTaHOBSTCS MTOHATHBI IPUCYTCTBHE TPSIMOYTOJIBHBIX
CTPOCHHH, CTaJIbHAs apMaTypa BHYTPU OETOHHBIX MOCTpOEK. Db(uicKne 3amsCThbsi CO BCTAaBKaMU C 3araJ0uHbIMU CUMBOJIAMHU
OKa3bIBAIOTCS, BEPOSITHO, HAPYYHBIMU YacaMH, a Mb(GHUICKaAs CKPHXKAIbh — MHUKPOCXEMOM. Jlanee B TEKCTe MOSBIISETCS €Ile OANH
bGUACKUHA Opaciet, KoTopblii AOEpKpOMOM ONMCHIBAET YrKe MOApOOHEe, SBHO BOBJIEKAs YUTATENSI B UTPY U Mpearas oTraaarh,
4TO K€ 3T0: «Branuna Hajena Ha Hee MbGUNHCKUI OpacieT 1 3alIeKHyIa ero, ¥ CBET N3 KPOIEYHOIO OKOHIIA CTAJI SIpUe M CMEHHIICS
Ha 6e10-Toy00i, a METaJlJI COBEPIICHHON OTPAaHKH, MPSIMO KaK y IParoleHHOro KaMHs, 3a0JIeCTell, ¥ 101 CTEKIIOM IOILIBUIH,
CMEHsIs IpYT Apyra, Kpyrm» [Abepkpomou, 2019 (1), c. 275]. Taxxe coobuiaercst, 4To OpacieT MEHSET I[BET, IOICTPanBasCh, KaK
9TO MOHMMAIOT MEPCOHAXKH, O] HACTPOEHHE HOCUTENSL. MOXKHO MPEANONI0KNTE, YTO 3TO KaKas-TO pa3HOBUIHOCTb CMapT-4acoB
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wim GutHec-Opaciera, pearnpyooniero Ha 9acToTy Cep/IeUHbIX COKPAIEHUH | T. 1. YKe B TpeTbeM ToMe — «[1oaBoitHED — repon
OTIPABIIAIOTCS B caMble OoubIne 3nbduiickue pynHsl. B cBonx onucanusx A6epkpoMOM HUTIE HE OTKJIOHIETCS OT BHYTPEHHEH
(hokanM3anyy TEKCTa, epeaanas TONBKO TO, KaK OKpYXKaloliee BOCTIPHHUMAIOT IEPCOHAXKH, U ITPEOCTABIISAS YUTATEII0 BO3MOXKHOCTh
Kak ObI IIEPEBOJUTH 3TO HA COBPEMEHHBIHN SI3bIK, y3HaBasi 3HAKOMBIC IPEIMETHI B OCTPaHEHHOM BHjie. [y TenecTBEeHHIKOB N3 MUpa, 1€
IPaMOTOH BNAJICIOT SIMHHIIBI, TIOPaXKaeT KOIMMUECTBO Ha IUCeH B Ab(QUIICKOM ropo/ie, a BUCSIIIE ITOBCIOLY TPOBOAA MPECTABISIOTCS
UM TEHETaMH I1ayKoB-BenukaHoB [ AGepkpom6Ow, 2019 (1), c. 262]. Tereps unTaTento yxe He COCTABHUT TPy/a IOHATB, YTO 3TO 3a TPYOBI
HAa MOTOJIKE, KOTOPBIE «TOPENU Yepecdyp ApKO, HE BBIACPKHUBAI IJ1a3, CIOBHO 110 CKJISIHKaM paccoBany Kycoukn Marepu ConHuay,
WJIM YTO 32 CTPaHHBIE KOPOOBI N3 CTEKJIAa M METaJlIa CTOSIT Ha KayK/IOM «BEPCTaKe» B 3aII0JIHEHHOM MIMH 3aJI€ MHOTO3Ta>KHOTO 3/1aHUS
[Abepkpom6bu, 2019 (1), c. 285].

B uncne npodero repou HaTaIKUBAKOTCS HA peKIaMHbIN nmunap: « OHY MHHOBAIIU PACKOJIOTOE OKHO, 110 KpasiM paMbl MO-IIPEXKHEMY
TOpYAJIH IUTACTUHBI CTeKIa, 1 Kot yBuaas, 4To H3HYyTpH Ha HUX CKaJHT 3yObl xKeHIMHA. ... M Kot pasmisaen, 4To 3T0 IUIIb
KapTHHA — M3yMHUTEIBHO TOYHAS B MeJIOYax, HO OIUIBIBINAS 1 Onekiast. JKeHIHa O/JHsIIa JIOKOTh 1 MTOKa3bIBaJIa 30J10TOe AMb(HHUHCKOS
3aIICThE C MINPOKON YIBIOKOH, OyNTO €if HeBEpPOSITHO paIoCTHO €ro HOCHTh. BrIcoKas n cTpoiiHast, HeOOBIKHOBEHHO OZIETasl, HO TEM
HE MEHee JKeHIIMHAY. DTO 3aCTaBIIsIeT Tepost 3a1aThesl BonpocoM: «Heyskenn amb¢bl ObUTH TakKe, Kak MbI?» — M YCJIBIIIATH OT CBOEH
MIPOBOKATON OTBET: «YKACHO CXOXH M JI0 KyTH omIn4HbIe» [ Abepkpom6u, 2019 (1), c. 263].

«ITomyTpunorus» Ad6epkpoMON N3HAYAIEHO MPEICTABISETCS OTHOCAIIEHCS K THUILY COBPEMEHHOTO (DIHTE3H, Ilie Marusi KpaiiHe
MaJlo IpeICTaBIeHa WK OTCYTCTBYET BOBCE, HO (DAHTACTHYECKHUI MUD COBEPIICHHO HE3aBHCUM U OTJIIMYEH OT Halleld peasbHOCTH.
OpnHako yeM OoJIbIlie MBI y3HAaeM O Topojax u apredakrax 31b6(oB, TeM 0ojiee 0YEBHIHO JIENACTCs, YTO PEUb UET O HAIIeM MHUpE:
anb(haMy Ha3bIBAIOT COBPEMEHHOE UEIIOBEYECTBO, M BMECTO ()IHTE3HM MBI OKa3bIBAEMCSl B MUPE MOCTaNOKaInIcHca. [1oKIIOHHUKI
KHUTH W3y4YWIN YIIOMHHAaeMble reorpaduieckre Ha3BaHus U cooTHeca Mope OckoikoB ¢ bantuiickum MopeM, A€MOHCTPHUPYS
C MOMOIIBIO HAJIOXKEHUs KapThl n3 «[lomyTpunorum» Ha KapTy peaqbHOro MUpa, IJie KOHKPETHO pa3BopadnBaics croxkeT. Ho, kpome
TOTO, YTO CO3/AET IOUBY AJISl UTPhI B 3araJIK1, HEOXKHUIAHHOE U3MEHEHHE — WIIH, JTydllle JaXe CKa3aTb, IOAMEHa — JKaHpa B LIEJIOM
HECKOJIbKO BH/ION3MEHSET OTHOIICHHS YUTATeNs ¢ TeKcToM. OKa3aBIICh TPOMCXOSIIMMH B HAILIEM MHUPE, COOBITHS «MOpST OCKOJIKOB»
CTAHOBSTCS Kak ObI ONVrKe K YMTATeNr0. DTO MOAYEPKUBAET aKTyaJIbHOCTh 3aTParnBaeMbIX TPUIIOTHEH TpoOiieM, CTaBUT XapaKTepHbIE
JUIS TTOCTAITOKAIMIICHCA KaK KaHpa BOTIPOCHI: Ky/a HAET COBPEMEHHAs IUBIIIM3ALHS, YTO MOXKET €€ IOryOnTh (0JjHa U3 TIepCOHaXKeH
TIPEATIONAraeT, YTo KaJHOCTb), YTO MOXKET IPUITH €l Ha CMEHY, HACKOJIBKO MTPUBJIEKATENILHO WITH ITyTAIOIIE BRIISTUT B IMIa3aX YATATEIS
Takas nepcrektiBa? PaccysieHus 10HOTO reposi, MOTPSCEHHOTO OTKPBITHEM, YTO 3M1b(bI ObIIIM TaK MOXOXKH Ha JIFOAEH, MOTYT OBITh
Kak OBl 3epKaJIbHO ONPOKMHYTON BepCHUEH pa3MBIIIICHNH, K KOTOPBIM aBTOp MOATAIKKUBAaeT uynTareneii: «bokenbku, HeyxTo CKudp
npaBa? 1 oHu HUYEM He omIM4aroTcs oT b¢poB? Urpymeynas GroTuiust B HEOOBSITHOM KHiIbBaTepe O0eBBIX KOpadiei, HO IIBIBET
TeM ke Kypcom? OH mpescTaBmil OImycTeBIINH TOpIIOI0 — MCTIONMHCKYIO YCBITANBHUILY, TAe Hapon I'emianna cropen 6e3 ciiena
1 OCTaBWJI IOCJe ceOs UMb TUIIHHY U IbUIb. XOPOIIO, €CIIM COXPAHUTCS OOJIOMOK €T0 pe3HOI MauThl — MPU3PAYHBINA OTTOIIOCOK
JUTS TeX, KOMY TIPHJETCS JIOMaTh HaJ HUM ToyioBy B Oymymiem» [Abepkpom6u, 2019 (I), c. 262]. OurymieHue roloBOKpY>KEHHUS OT
3epPKaJIbHOTO ONPOKUABIBAHUS PEAIbHOCTH YCHIIMBACT YIIOMUHAHNE PE3HON MauThl, KOTOPOE MOXKET OBITh OTCHUTKOM K pealbHBIM
apXeOoJOTMIYECKUM HaXoJ[KaM M3 31I0XH BUKMHTOB — HaIllpuMep, Ipy packornkax Ocedeprckoit aibu.

OnHako N3MEHEHHE XKaHPOBOH MPUHA/UIC)KHOCTH KHUTH — HE MOCJICTHAH CIOPIIPH3, IPUTOTOBICHHBII AOepkpoMOu. B kynmbMuHarmm
TPETHETO TOMA B IIEHTPE BHUMAHHUS OKA3bIBACTCS CaMbli EPBBIH YIOMHHAEMbIH B TPWIJIOTHH STbQUUCKUH MTPEAMET — 3TO MOCOX,
KOTOPBIN siBIsieTcst Ha 6eperax Mopst OCKOJIKOB CHMBOJIOM CTaTyca M MpoQeccHoHaIbHON npuHauiesxkHocTh. C anbhuiickumMu
MTOCOXaMH XOZST TaK Ha3bIBAGMBbIE CITY>KUTEIH — MECTHBIE HOCUTENN 3HAHWUH, epeafoiie 0T YUUTENs K YISHUKY CBECHHUS 00
HCTOPHH MHPA, €r0 reorpaduH, a3bIkax, ononoruu n Meaumue. Ouu ciayxar OTiry-Mupy, H, COOTBETCTBEHHO, CIIY)KUTEIbHULIAMHI
0OBIYHO CTaHOBATCS *eHIMHBL. [IpuHI SIpBe 1oKeH ObLI cTaTh CIy)KUTEIEM, TaK KaK POAWIICS CyXOPYKHUM KaJeKOH M HE MOT H3-
32 3TOTO OBITH ITOJHOIIEHHBIM BOMHOM, a 3HAYHT, TIOJIHOLCHHBIM MY)KYNHOH M TeM OoJiee KoposieM. 3HaHHs, KOTOPBIC OH MOy 4T,
TOTOBSICH IPUCOEANHUTHCS K OOIINHE CITY)KUTEICH, CTAHOBSITCS €T0 IIABHBIM OPY>KHEM BO BPEMsI IIPHKIJIIOYEHHUH B IEPBOM TOME,
MO3BOJISISI HAXOAUTH HEOXKUAAHHBIX COIO3HUKOB U BBIXO/BI M3 OMACHBIX CUTyaluid. 1 korna HeoXkMJaHHO BO3BPAIIAETCS €r0 JaBHO
MIpoNaBIINi Oe3 BeCTH 1114, SIpBe ycTynaeT eMy TPOH M ciielyeT IIepBOHaYaIbHOMY IUTaHy. JTO HE 03HA4YaceT, OJHAKO, JJIST HETO
0TKa3a OT BJIACTH, IOCKOJIBKY CITYKHTEIH SIBJISIOTCS TAK)KE COBETUMKAMU KOpoJel u auminomaraMu. [lpennonaraercs, 4To CiIy>KUTENb
BCErAa CTPEMUTCS K MEHbILIEMY 311y M, KAK MHOTO pa3 IMOBTOPSAETCS B TPHIIOTUH, «IIPOKIIAIBIBAET JOPOTY MUPY», CTapasCh PEUIUTh
pasHomiacus 6e3 KpoBonponuTHs. B 3Toif ponu SpBe coBepiiaeT qanbHee MyTEHIECTBUE U BEIET IIEPETOBOPHI C IIPABUTEIISIMA
JIpyTUX CTpPaH, 10 CyTH, PyKOBOAUT ' €TIan oM U3-3a CIIMHBI KOPOJIS, MaJI0 4YeM HHTEPECYIOIErocs, KpoMe CpaskeHHH U BOMHCKOTO
MactepcTBa. OHaKO ABHKYT SIpBe HE TOJIBKO COOOpaXKeHHs TOCYIapCTBEHHOH ITOJIB3bI, HO M IAHHAS UM KOTZIa-TO KIISITBAa OTOMCTHTh
3a otna u Opata. [IoHsB, 4TO 32 NX CMEPTHIO CTOSIT BepXOBHBIN KOOI H €T0 CIIYKUTENbHHUNA, SIpBe enaeT Bce, 4TOOB ITOKOHYHUTh
C MX BJIACTHIO, UTO O3HAYACT pa3Bs3bIBaHNE BOWHBI. B monckax crocoda mobeanTh B HEH OH OTIPaBIseTCs B Ib(PHUHCKUE PYHHBI
3a OpY’KHEM, M BHe3aItHo ero npoBoykaras Ckudp coodIaeT, 4To «emie 31ech XpaHsITcs NPUCTIOCOOIEH S, OT KOTOPBIX II0COX, YTO
THI HECEIlIb, CTaHeT HackliaTh CMepTh» [Abepkpomou, 2019 (1), c. 288]. Panee B Tpuiioruu yxe BCTpedannch MUCTOJIETHI, a TETIEPh
ITOCOXH CITY>KUTEJIeH — JAUIIIIOMATOB, KOTOPBIM ITOJIaraeTcsi 00POTHCS 32 MUP,— OKa3bIBAIOTCS JUTMHHOCTBOJILHBIM OPY)KHEM.
W B Hauane nocienneil OMTBEI TpUIOTHH SIpBe IMycKaeT ero B Xo/. D10 (PMHAIBHOE OTKPBITHE HE TOJIBKO HECET B ceOe ouepetHOM
3JIEMEHT HEOXXMJAHHOCTH Y MIPUBOANT K (PMHAIBHOI pa3Bs3Ke. ITOT CIOXKETHBIH TOBOPOT BayKEH C TOYKH 3PEHHS Cpa3y HECKOIBKUX
kioueBbIX TeM «llomyTpuiornn». OH MOTONHSET 3HAHUS YUTATENsl 00 «AnbPUICKUX apTedakTax», IMO3BOJISISI 334aTh BOIPOC
0 IIEHHOCTH «ANb(YUHCKOIH» — TO €CTh COBPEMEHHOM YeNIOBEUECKOI IMBHUIM3AINN,— €CITH OO0JIbINasl YaCTh OCTABIIMXCS OT HEe
IIPEeIMETOB HECET cMepTh. [IpeBpalienne opyans CIyKUTENsl MUpa B OPY>KHE CTAHOBHUTCS AIIEMEHTOM XapaKTEePUCTUKHU fIpBe Kak
[TIaBHOTO Tepos TPUIIOTUU, HOAUYEPKUBAET 3ITUYECKYH0 COMHUTENBHOCTD U ABYIUYNAE MHOTUX €T0 JEHCTBUM, CTAHOBUTCS YaCThbIO
TEMBI LIEHBI, KOTOPYIO €MY IIPUXOAUTCS IIIATUTh 3a BIACTh U MECTb.

CTOUT OTMETHTD, YTO IPOU3BOIMMAas AOEpPKpPOMOH 1oIMEHa BU3YaIbHEIX 00pa30B B CO3HAHWUM YHUTATEINs, Oy/Tydn KITIOUYEBBIM 3JIEMEHTOM
CIOJKETA, 3aMETHO YCJIOKHAET NOTEHIMAIbHBIN TepeHOC «MOops OCKONKOBY» B BU3yallbHbIE BUJIbI HCKYCCTBAa — WIUTIOCTPHUPOBAHUE UIIN
SKpaHu3anuio Tpuioruy. [osBiaenue «31b(UICKOTo Mocoxay B MEpBBIX JKe CLIEHaX cepralia WM GuiIbMa moTpedoBano Okl co31aHus
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€ro KOHKPETHOI'0 Y3HABACMOT'O 3pUTCIIBHOI'O O6p333 1 MMOTCHIHAJIBHO pa3pylunio OBl 3(1)(1)6KT HCOXUAAHHOCTH NIPHU PACKPBITUHN
npaBabl O MUPE, TIC PAa3BOPAYNBACTCS HCﬁCTBHe. B mamm JHH, KOT1a TII000H YCHGHIHLIﬁ poMaH HEU30EKHO paccMaTpuBacTCA Kak
Marepual 1 BO3MOXKHOI OKpaHU3aluu, IPUMEHCHNEC TAKOT'0 MOAX04a K BBICTPAMBAHUIO CHOKETA CBUACTCIBCTBYCT 00 onpeaeneHHoﬁ
aBTOpCKOﬁ CMECJIOCTHU U HE3aBUCHUMOCTH.

Co3HarenpHOe 06I>Il"pLIBaHI/IG IITaMITOB YUTATCIILCKOIO BOCIIPUATHUA — B IAHHOM CJIy1dac O)KI/I):[aHI/II\/‘I, KOTOPBIC BbI3bIBAOT PACIUIBIBYATHIC
OIIMCaHHA TaK Ha3bIBACMBIX 3HB(1)PII>'ICKHX apTe(l)aKTOB,— IIO3BOJIACT A6eprOM6I/I HE TOJIBKO CO31aBaTb HECOKNJAHHBIC TIOBOPOTHI
CHOKCTAa U YACPIKUBATb BHUMAHUC quTaTeaeh I/Il"p()ﬁ B OTraJbIBaHUC 3aIHI/I(1)pOBaHHLIX peaﬂm‘/'l, HO 1 3a0CTPATH NOCTABJICHHLIC UM
MHPOBO33PCHUYCCKUC U S TUICCKUC HpO6J'ICMLI.
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