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

" Translated by Dr. Anton Rovner
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image, which makes it possible to elucidate the meaning of the authorial
conceptions in pictorial art, including those paintings by Glazunov which by
their worldview content and image-related compositional solution arouse
impassioned critical reactions.

Keywords: Sergei Eisenstein, Lev Vygotsky, llya Glazunov, character suite,
parallel, associative and intellectual montage, method, portrait, plot and
storyline, the psychology of art, artistic images, the tragic in cinema and
painting.

PART |

METHOD OF RESEARCH

In contemporary Russian paintings it is hardly possible to indicate
at another such artist as llya Glazunov (1930-2017) who would arouse
so many arguments. E. Skorobogacheva considers Glazunov to be the
creator of a new genre—the “worldview painting,” which include
his many-figured large-scale canvases “Eternal Russia” (“A Hundred
Centuries”), “The 20th Century Mystery,” “The Debacle of the Cathedral
on Easter Night,” and “De-Kulakization.” In her opinion, “the historical-
philosophical image of Russia created by llya Glazunov is at once simple
and complex. It is simple since it is close and self-explanatory to each
person. It is complex, because it reflects the entire depth of historical
processes, their philosophical and religious content, the entwinements
and contrasts of epochs, events and personalities of the past and
present” [1].

Other characterizations of the oeuvres of this artist demonstrate
a predominance of negative evaluations. V. Zvonov is convinced that
“Glazunov secured for himself several qualities which made it possible
for specialists to pertain him confidently to the phenomenon of kitsch.
The style is syrupy, the imagery is artificially sugar-coated, decorated;
identical large eyes; a large number of compilations of other artists’
canvases and photographs; an abundance of primitive, easily interpreted
political or ideological allegories, easily slipping down into poster quality;
an obsession with giant-sized canvases of allegorical characters with the
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simultaneous inability to draw up a many-figured composition, which
turns into a potpourri; a demonstrative rejection—of fulfilling plastic and
pictorial goals—in general, a bombastic ideological mishmash, which,
obviously, is perceived more easily by the inexperienced consciousness
that Bracques, Kandinsky, Dali, Filonov or Falk” [2].

As for Glazunov’s ideas, according to A. Shayevich, they appear as
“a triumphant imperial attitude, nationalism, a hatred toward liberalism,
a genuine conviction that we have all been abused, and so we have
the right for revenge, a perception of history as a set of evil fairy tales
created to the terror of the enemies—all of this became the ideology
predominant today” [cit. from: 3]. In such contradictory evaluations of
Glazunov’s legacy, the following questions arise:

—is he really a creator of a new genre in painting?

—did he really reflect in his mysteries the entire depth of the
historical processes and their philosophical-religious content, or do his
paintings present the official slogan ideology, in which disparate images
are mixed together?

To answer these questions, let us remind ourselves that Glazunov
himself called one of his paintings the “Mystery of the 20th Century” and
disclosed his understanding of its genre as “an ordinance, a sacrament”
[4]. On the basis thereof it may be presumed that the other, later many-
figured canvases of his were created in the traditions of mysteries
characteristic of Russian art of the first third of the previous century. The
revival of this medieval genre, initially based on religious motives, took
place in Russia at the turn of the 19th and 20th centuries as the result of
world cataclysms and as a reaction to the danger of the approach of “the
end of the world.” The mystery quality became a way of perception of
the world in literature (Vladimir Mayakovsky, Alexander Blok), pictorial
art (Lev Bakst, Mikolajus Konstantinas Ciurlionis) and music (Alexander
Scriabin). In the case of one of Glazunov’s favorite painters Mikhail
Nesterov idiosyncratic mysteries were presented by canvases depicting
a multitude of characters: “Holy Rus” (State Russian Museum, 1902) and
“In Rus (The Soul of the People)” (State Tretyakov Gallery, 1914-1916).

40 HAYKA TENEBUOEHNA Ne 14.4, 2018



The composition of the first painting is built as the correlation of
several groups of protagonists. To the left there are figures of saints with
the standing Christ standing, carried out in the manner of icons.

The characters in the central section of the painting recreate the
image of the people who come to Jesus with their grievances. To the
right a group of women stands conspicuous, the outermost of which
(their prototypes were served by the artist’s mother and sister) support
an ailing girl with their hands. There are wandering nuns standing behind
them. And in the background there are boundless winter expanses of the
Solovki Archipelago (where the painting was created) symbolizing the
images of Orthodox Christian Rus.

Figure 1a.
Mikhail Nesterov. Holy Rus?

At the basis of Nesterov’s second painting is the theme of the schism
of Rus, which, nonetheless, gathered together in one Cross Procession
outstanding Russian writers and thinkers (Leo Tolstoy and Feodor

! The source of the image—see: URL: http://rusmuseum.ru/collections/painting-of-the-second-
half-of-the-xix-century-beginning-of-xxi-century/artworks/svyataya-rus/#rmPhoto/0/.
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Dostoyevsky), the Tsar and the Patriarch, representatives of the people,
among which at the fore stands a blind soldier and a Sister of Charity,
and at the background, a holy fool allotted among the people with the
gift of prophecy. Despite the fact that each one of them is endowed with
his own path towards God, all of them move in one direction. In front is
an adolescent, a youth, as a symbol of the pure soul of the people. At the
same time, the center of the composition is the icon of the Holy Savior
Not Made by the Hands, the blackened color of which foretells many
upheavals [see: 5].

Figure 1b.
Mikhail Nesterov. In Rus (The Soul of the People)?

Paradoxically, Nesterov’s paintings, on the one hand, and Glazunov’s,
on the other hand, have something in common with yet another many-
figured painting—“The Visages of the World” (Prague National Gallery,
1929-1931). It was created at the end of the first third of the 20th century
by avant-garde painter Boris Grigoriev (1886-1939), who emigrated
abroad in 1919. It includes assembled-together images of British bishop
Wordsworth (Wedgworth), American theatrical producer Morris Guest,
Vsevolod Meyerhold, Metropolitan of Moscow and Kolomna Platon,
Claude Farrere, Clara Sheridan, Pere Papa, famous pianist Wanda
Landowska, as well as an accordionist (futurist poet Vassily Kamensky),

2The source of the image—see: URL: https://artchive.ru/mikhailnesterov/works/15929~Na_Rusi_
Dusha_naroda.
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a Jewish banker with a child, a fisherman from Bretagne, sefiors Edwards
(Chile), the small grandson of Maxim Gorky, sailors, garcons, a member
of the CheKa® resembling Dzerzhinsky, Scottish bagpipers, etc. In all of
this pictorial panorama, directed towards the most significant images:
the “grandmother” of the Russian revolution—Socialist Revolutionary
Ekaterina Breshko-Breshkovskaya and the mountaineer standing behind
her, associated with the image of Joseph Stalin, there are apparent
features of political satire present®. A unifying element of composition
is presented by the idea of denunciation of the representatives of a
repressive government, whose hands are mired in crime. The present
color in the context of the content of the indicated painting is an indication
of an image of dark forces and arouses, in particular, associations with the
mark of the devil.

Figure 2.
Boris Grigoriev. Images of Peace®

According to the painter’s conception, Grigoriev’s canvas was meant
to depict “something resembling a meeting” [6]—also a sort of mystery,
or an anti-mystery. This explained the congestion of the protagonists and

3The All-Russian Extraordinary Commission for Combating Counter-Revolution.
4This monumental canvas was dedicated by Grigoriev to the League of Nations.

>The source of the image—see: URL: http://www.avangardism.ru/boris-grigorev-liki-mira.html.
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the eclecticism of their role functions. But, most importantly,—there
is a center, which is highlighted by the most large-scale images of the
two monsters of the revolution of 1917. This composition “captured”
the semantics of the dramatic events in the destinies of the world
comprehended here associatively in the concept of the destructive,
diabolical essence of the historical process. Even after a quick look at
such paintings it becomes apparent that the genre of Glazunov’s canvases
depicting a multitude of characters can by no means be considered a
new artistic form, since they stem at least to the mystery paintings of
Russian artists of the first third of the 20th century, which particularly
by virtue of their mystery character also present “worldview paintings”
[in the definition of E. Skorobogacheval]. All the more acutely the second
of the questions posed by us arises—what is the painter’s worldview as
expressed by means of his massive many-figured compositions, and how
can it be best revealed.

In its solution we may be aided by one seemingly modest drawing
by Sergei Eisenstein “The Queue” created by him in 1915-1916 when
he was still in his student years. It is impossible to give one glance over
the lengthy succession of protagonists depicted on it, each of which
is represented by a colorful character. We may perceive the whole by
only gradually shifting our gaze from one group of figures to the next
and synthesizing the resulting impression with the help of the work of
our brain. I. Munipova presumes that here, in essence, there is a “well-
structured crowd (and with a precise vector of motion along the horizontal
direction) with a succession of small set-ups inside” [7]. This youthful
drawing of the future ingenious film producer and cinema theoretician
in reality is a projection in the graphical variant of the method which will
subsequently become one of his artistic discoveries—the method of the
character suite.
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Figure 3.
Sergei Eisenstein. The Queue (fragment, RGALI, 1915-1916)°
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S. Freilikh expresses his understanding of the character suite
realized by Eisenstein already in the cinema, as exemplified by the
scene of mourning for the sailor Vakulinchuk from the film “Battleship

‘Potemkin.”” He characterizes this phenomenon as a unification of
“separate close-up pictures of people from the crowd appearing only for
amomentin front of the viewer. The scene is contrapuntal in its character.
It diverges and conglomerates in the faces of singing blind people and
crying women, in sad, irate or indifferent faces (in order to highlight by
itself all the gradations of sadness of the other faces)—faces of the young
and old, workers and intellectuals, women and men, children and adults.
The unified dramatic current is created by denudated linear montage
uninterrupted by in-frame action—the rhythmic accent happens at the
block joint” [9, p. 24].

The character suite is an isolated instance of the principle of montage
the elaboration of which is devoted by the majority of Eisenstein’s works.
Jointly with outstanding theoreticians of cinema and activists of the arts
of the 1920s Lev Kuleshov and Victor Shklovsky he advanced a hypothesis
about the connection of the phenomenon of montage not only with
cinema, but also with the other types of art. Eisenstein himself, in a set
of works of the 1930s and 1940s, having thoroughly researched this
issue, demonstrated that cinema montage presents a specific variety of

 The source of the image—see: URL: https://arzamas.academy/mag/272-eisenstein. American
scholar J. Neuberger is convinced that Sergei Eisenstein’s painting, although this remains a little-
known fact for many, “was no less important in his work as an artist than film-making and theory
writing” [cit. from: 8].
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the common principle of montage, defined by it as the lineal, internally
stipulated quality of art. Stemming from the analysis of montage in
various artistic practices, the producer ascertained that “every kind
of artistic image is created by a goal-seeking montage combination of
expressive elements, creating a new quality which they do not possess,
taken separately or summarily” [10].

Yet another type of montage realized by means of both
cinematography and art was marked by Kristin Thompson and David
Bordwell. By shooting continuous, first and foremost, dialogic scenes,
Eisenstein sought for motion in them.

The main thing that he discovered in this was the possibility of
expression of the mobile human psyche during outward static of the
same figures. (Such a strategy was introduced by the producer into his
film “lvan the Terrible”). He carried out detailed analyses of such scenes
in lectures at the VGIK through the prism of what he called “montage
units” and “junctions,” which focused together a group of screenshots
taken from approximately an identical orientation. This phenomenon
was also demonstrated by Eisenstein by the example of montage of
separate segments of the branch of sakura, a depiction of which was
found by him in a Japanese textbook on drawing [about this see: 11].

Figure 4a.
Japanese Textbook for Drawing. A Branch of Sakura’
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7 The source of the image—see: URL: http://www.davidbordwell.net/blog/2018/04/29/eisen-
stein-makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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In the montage of segments of the examined branch Thompson and
Bordwell also revealed the collage technique, in connection with which
they discerned the prospect of its development in two directions: in
cinema, where a collage made of partially coinciding fragments is utilized
in Eisenstein’s film “Ivan the Terrible” (Series 1), and in painting, leading
to the artistic leadership of British painter, draftsman and photographer,
a conspicuous representative of pop art in the visual arts of the 1960s,
David Hockney.

Figure 4b.
Collage Technique in David Hockney’s Photography?

However, it must be noticed that in European painting this type
of technique was discovered as far back as the beginning of the 20th
century. It suffices to mention the “Portrait of Ambroise Vollard”
painted by Pablo Picasso (The Pushkin Museum of the Fine Arts, 1910),
created following the principle of reflection of a face in a broken mirror.
The meaning of montage was demonstrated by the fact that the face of
businessman Vollard was “assembled” from particles seemingly reflected
in the shattered fragments. As the result, his ponderous Cubist portrait,

8The source of the image—see: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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closed for perception, with a dissatisfiedly shut mouth was mounted
from a mass of details, disclosing the character of an uncompliant
entrepreneur.

Figure 4c.
Pablo Picasso. Portrait of Ambroise Vollard®

In view of the foregoing, let us attempt to presume that the works
of Glazunov and his contemporaries, first of all, their massive many-
figured paintings, reflected the montage principle of construction of a
composition, the aesthetical apprehension and artistic realization of
which took place in the 20th century in connection of the art and theory
of cinema. Consequently, in order to study the given phenomenon, an
interdisciplinary approach toward research is necessary. We propose to
carry it out on the basis of integrating Eisenstein’s method of montage
analysis® with Vygotsky’s method of “counter-feeling”.

°The source of the image—see: URL: https://muzei-mira.com/kartini_ispanskih_hudojnikov/
1680-portret-ambruaza-vollara-pikasso-1910.html.

R, Yurenev writes that during his classes at VGIK Eisenstein loved to disclose the principles
of composition in complex oeuvres pertaining to the visual arts “by means of ‘shot-by-shot
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The signification of the phenomenon of cinematic montage is
important to us as a means of disclosure of the conflict with the help of
which the dynamics and even a certain inner motion in the painting is
carried out. J. Hess wrote about the specificity of conflict in Eisenstein’s
montage, perceiving in him a real intellectual and Marxist, virtually
comprehending montage as a dialectic conflict, in which “a thesis or force
collides with an anti-thesis or counterforce to create a new phenomenon
called a synthesis [13].”

0. Sinelnikova is convinced that “by invoking to the experience of
literature and painting, Eisenstein aspires to show the inevitability of
appellation [my italics—G.K.] to the broadly understandable montage
principle in all types of art, if the author wishes to create an image, and
not a depiction of a phenomenon” [14, p. 63]. Thereat, despite the fact
that separate manifestations of montage thinking have already been
encountered in works of visual arts in the past (for example, Goya, El
Greco, Surikov, Serov and Repin), the need for montage development of
the material grew particularly in the 20th century, “when the propensity
towards conflict of the artist’s inner world achieves that level of intensity
with which the logical solution of it becomes impossible” [ibid., p. 68].

Analysis of this montage thinking, undoubtedly, is uncommonly
promising. Even in the evaluations of Eisenstein’s activities in which the
value of his artistic legacy is problematized and attempts are undertaken
of reevaluation of the producer’s strokes of insight, such as, for instance,
in the New Universal Encyclopedia, the theoretical potentials of his
method is given its due: “Quite often his [i.e., Eisenstein’s] montage—
while perhaps intellectually interesting and profitable for shot-by-shot
analysis and study for the allusions and associations it creates—in

breakdown’ and montage analysis.” Among his objects of research were Leonardo da Vinci’s “Last
Supper,” El Greco’s “Christ driving the Traders from the Temple” and “The Storm over Toledo,”
Surikov’s “Boyarynia Morozova” and “The Morning of the Execution of the Streltsy,” Repin’s
“They did not Expect Him” and the “Reply of the Zaporozhian Cossacks,” Deineka’s “Defense
of Petrograd,” etc. “By dividing a painting into tens of “cadres” of various fineness in a definite
semantic, dramaturgical order, the students seemed to vivify the paintings, transforming the
statically fixated moment of action into a process developing in time and in space” [12].
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actual viewing becomes, ironically, something less than the sum of its
parts. Although montage may have been interesting in theory, it was
too cerebral and cold to offer much in actual viewing. His films were
supposedly in service to the people, but they are actually often not much
more than cold and soulless propaganda [15].”

In itself such an interpretation, nonetheless, is rather interesting, in
connection of which there is an urge to elucidating its possible reasons.
In various periods of Soviet history Eisenstein, just as Glazunov, was
perceived in the capacity of an official representative of a state ideology.
However, both of them in their time were subjected to humiliating
criticism from the government. This caused for Eisenstein the cessation of
his professional activity and, soon after that, his life, whereas Glazunov in
1979 was declared to be dissentient, deviant from the norm mandatory
for everybody of putting into practice the principles of socialist realism in
art. Already in the painting “The 20th Century Mystery” (original—1977,
copy—1999) through concrete images he expressed his own conception
of the 20th century apocalyptical existence, differing from the officially
accepted one [for more detail about this, see: 16].

For research of the content of the paintings of Glazunov and other
Russian artists of the second half of the 20th century, we, as has been
stated earlier, simultaneously with utilizing Eisenstein’s method of
montage analysis, we shall rely upon the method of cognition of the
psychology of art created by Lev Vygotsky. Its essence, as it is known,
consists in the exposure of the composition’s inner conflict, which is
expressed in a peculiar “counter-feeling” of the protagonist [to use the
term of Vygotsky], with the aid of which the logic of deep strata of human
consciousness is revealed. Making use of the concepts of the subject
matter and plot, the scholar determined two compositional directions
seemingly mutually excluding each other: aspiring to a goal and deviating
from it. the first direction being outward, visible. It presents the line of
the subject matter, in other words, the event or structure of events [17,
p. 75]. The second direction, the inner, seemingly, ciphered, veiling the
aspiration to the goal, develops into the plot line, in which the subject
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matter receives a certain authorial interpretation [ibid., pp. 188-189].
The collision of the lines of the subject matter and the plot generate
dramaturgical “closures.”

Eisenstein was very well familiar with the manuscript of Vygotsky’s
book “Psihologia iskusstv” [“The Psychology of the Arts”]*. However,
he (not devoid of the influence of Vygotsky’s ideas) created his own
“psychology of art,” which is expounded on the pages of works of
various years. The core of this conception is comprised by “the transfer
from Expressive Motion to the image of the artistic work,” otherwise,
“the material in which the ‘inner’ stage of expressive ‘motion’—not
as a motive process, but as the process of interaction of the strata
of consciousness” [20, p. 188], which makes it possible to provide
a multiplex entry into the image. Francois Albera writes that on the
basis of his study of Degas’ “Bathers” and El Greco’s paintings, which
was mentioned earlier, Eisenstein, observing the transfer of the image
from one state into another, accentuated the “insertion of the cadres
into one another,” the edgings, fragments of objects, the geometry of
the edges, the emphasized curving, which has led him to the conclusion
“about the simultaneity of rendition, of several dimensions, of a picture
with a multitude of entrances into it” [21]. Such a unification of various
angles in conjunction with montage of details into something common
occurs, as Eisenstein justly supposed, with the active participation of our
perception, generating “particularly that generalized image in which the
author, and, following him, the viewer, experiences the given theme”
[cit. from: 12, p. 11]. And, indeed, according to the producer himself, the
force of the montage consists in that “the emotions and intellect of the
viewer become involved in the creative process, the viewer is compelled
to undertake the same formative path which the author has traversed,
while creating the image” [22, p. 77].

V. lvanov wrote that Eisenstein was friendly with Vygotsky [see: 18, p. 519], that Eisenstein,
attempting to comprehend the laws of ancient consciousness, created a circle which included
his friend A. Luria, Lev Vygotsky, and linguist and cultural historian N. Marr. The object of their
activities was the “pre-logical ancient consciousness, preserved in a vestigial manner in every
modern human being and during emotional stress once again coming into its own right” [19].
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Let us elucidate the main terminological definitions of our analytical
apparatus®?.

1. The character suite, in Eisenstein’s conception, is constructed
“from separate large-scale planes appearing before the viewers only
for a moment” [9] and complying with the pure motion “of the run of
montage thought” [7]. It appeared in Eisenstein’s thought back during
the days of silent movies as a means for replication of the image of the
masses (“Labor Dispute,” “Battleship ‘Potemkin’”
expressed the state of increasing intensified expectation, calling this

), in which the producer

phenomenon the “orchestration’ of typified images,” the intensification
of the line of grief given through the large-scale planes in the “mourning
for Vakulinchuk” [23, p. 157].

However, subsequently—especially in his sound film “lvan the
Terrible” the character suite became the expresser of emotions not only
of a group of persons, but also of one single personality, having received
the title of “contrapuntal” (06 aTom peub noiaet Huxe). In addition,
frequently it appeared not alone, but in projection with other types of
montage, which brought in new dynamic features into the work.

Since these has not been any single definition of the character suite
formed, let us formulate our own: the character suite is an extensive
demonstration of personified images given in linear montage with the aid
of which one single idea and/or definite psychological state is expressed,
the latter tinted by one and the same emotion, which in the cases of
concretization possesses various gradations.

2. Parallel montage presents “a succession of actions incomplete in
terms of the plot, which take place in various places, but at the same time.
This type of montage presents the possibility of a mental combination
in the viewer’s consciousness of two (or several) actions despite the

2 This approach of systematic research of Western European art, in particular, painting through the
prism of the method of Vygotsky [see: 24, pp. 220-274], and also sculpture—from the positiobs
of Eisenstein’s analysis of character suite in interaction with Vygotsky’s method was first applied
in the monograph of Grigoriy Konson [see: ibid., pp. 287-315], and later—to Soviet painting of
the 1920s and 1930s in an article (with the participation of D. Dontsov) published in the academic
journal “Voprosy psihologii” [“Questions of Psychology”] [see: 25, pp. 99-108].
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temporal or spatial ‘dissociation’ of the flow of events. Actions may take
place simultaneously in real space, or one action occurs in real life, while
the parallel action takes place in the hero’s imagination, etc.” [26, p. 79]*%.

3. Associative montage, which, as it is defined by Dziga Vertoy, is
“a dance of the producer’s thought and a play of his imagination” [cit.
from: 28], unites the screenshots rather conditionally. In the main action
here “there is an insertion of additional screenshots, which acquire
the meaning of comparisons, symbols, metaphors or quite real ones,
which, however, alter the meaning of what occurs, disclosing its inner
connections.

The details are interpreted in such a manner that they are provided
with special unusual signification. The rhythmic succession of screenshots
not only help create a special emotional mood, but also achieve a poetical
comprehension of the screenshots. The application of this type of montage
on the basis of the connection of montage phrases involve not cause-and-
effect connections, but associations” [26, p. 82]. For us such a montage is
valuable for its inner expression, the demonstration of the authorial “I.”
Metaphors are important guides for such a montage in cinema. Particularly
in them “the authorial implication receives full realization in the viewers’
perceptions, acquiring ‘material’ forms” [ibid., p. 83].

4. Intellectual montage is one of the crucially significant addenda
in Eisenstein’s montage theory, which was conceived during the time
of his work on the film “October.” The producer considered it “the
highest cinematographic form. Intellectual cinema aspired to erase
the boundaries between notional and sensual thinking” [14, p. 63]. At
the core of such a montage was “the principle of counterpoint of two
adjacent screenshots or fragments (two perceptions, two opposites, two
forms of depictive material, whether rhythmic, tonal or pertaining to

3 Parallel montage as a technique was formed in 1906—-1907 in French cinema, where it was used
in comedies for demonstration of various actions taking place at the same time. It is customary to
assume that parallel montage was created by American film producer D.W. Griffith. But this is a
legend. He was the first to use it for dramatic means, to reveal the psychology of the protagonists.
The film in which Griffith made use of parallel montage for the first time was “Many Years After,”
based on Alfred Lord Tennyson’s film “Enoch Arden” [see: 27].
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other elements). Montage connections helped the producer to arouse
an “explosion” within form, to change the structure of logical narration”
[26, p. 84].

5. In our analytical apparatus, along with the usage of principles
of montage, we shall bear in mind one more phenomenon similar to it,
—collage, the influence of which in the 20th century was not avoided
by any art [29, p. 57]. They are connected by fragmentariness, behind
which lurks the authorial protest against the aesthetics of homogeneity,
the transgression of which leads to new horizons opening up before its
creator. However, montage and its theory is a fundamental scientific and
artistic phenomenon, in which collage may also enter as a technique.

In connection with the aforementioned in the analysis of the
paintings of Glazunov and his contemporaries we would be interested in
the principles of montage thinking, realized:

1) during the process of artistic creativity: what is it that is “taken

from the phenomenon, and how that which is taken, i.e., montage,

is juxtaposed with a conscious selection and contraposition” [20, p.

189] (and, according to Vygotsky, it must be reminded, it is the initial

subject matter and its comprehension in the plot.—G.K.), as the

result of which the idea of the work and the formation are realized;

2) in the process of perception of the work of art, as a result of which

“the viewer not only sees the depicted elements of the work, but he

experiences the dynamic process of emergence and formation of the

image in the same way the author experienced them” [22, p. 77].

Let us begin our analysis with the phenomenon of direct coincidence
demonstrated in the treatment of the image of Ivan the Terrible,
interpretations of whom were, first of all, found in Eisenstein’s drawings.
As E. Klopotovskaya writes, they were distinguished by their remarkable
capacity of symbol, and only later the image of the tsar was transferred
to the screen image [30]. In the cases of both Eisenstein and Glazunov
the composition “Ivan the Terrible—the People” and the images of the
autocrat of all of Russia are strikingly similar—there is no doubt that
the artist draw in his painting a portrait of the protagonist created in
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Eisenstein’s film by Nikolai Cherkassov. In addition, both portraits of lvan
the Terrible—in the painting and the film—were realized by identical
principles: by character suites in the depiction of the people and the tsar
connected with the aid of the principle of “parallel montage.”

Figure 5a. Figure 5b.
Sergei Eisenstein. Screenshot from

llya Glazunov. Ivan the Terrible™
the film Ivan the Terrible

Series 1. 1 hr. 37 min. 47 sec.'®

4 The source of the image—see:: http:// ** The film from which the screenshot was
glazunov.ru/tvorchestvo/obrazy-russkoi-istorii/  made, see link: URL: https://www.youtube.
raboty/1974-ivan-groznyi. com/watch?v=igq6ls867Rw.
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At the basis of both works (the first series of the film came out on
the screens in 1945, the second—in 1958, and Glazunov’s picture—in
1974) lies the principle of the “dynamic synchrony” [Sergei Eisenstein] of
structural and content-based functions. Such a phenomenon is possible,
because painting, similarly to cinema, in the view of the producer, exists
“simultaneously under the sign of several different perspectives. In
accordance with complex synthesis, connecting in one painting those
parts which take the object from bellow with those which take it from
above” [23].

This position is important to us for the reason that one and the same
scene may be analyzed on repeated occasions from various points of
view. For example, the awaiting for lvan the Terrible and his subsequent
behavior during the appearance of the people, who ask him to be the
tsar of Russia, has several penetrations into his image:

1. A typified means of penetration into the image of the people as

the context for the image of Tsar Ivan. At its basis lies the principle

of demonstrating the masses in a linear perspective. Such a type
involves an elaboration of the initial identification-related visual
information.

2. A parallel type of penetration into the images of Ivan the

Terrible and the people as equivalent participants of the action

shown simultaneously in cross-over fashion, chiefly—in their social

relations.

3. The character suite of emotions demonstrated in the face of

Ivan the Terrible, conveying a broad spectrum of feelings from

intensive expectation to complete victory—the realization of

himself of the autocrat of all Russia (this presents a higher level
of demonstration of the montage-character suite than in the film
). This type of suite was written about by

m

“Battleship ‘Potemkin
Freilikh, bearing in mind the episode of Ivan’s mourning for his
deceased wife Anastasia: “While in the silent film the funereal state
was conveyed in the array of faces, here it is conveyed in the image
of the face of lvan the Terrible” [9, p. 25]. Considering that in such
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a suite Eisenstein saw “the counterpoint of torment and grief”
acted out by one and the same person, in our analysis of such a
suite we shall dub it the contrapuntal character suite, expressing the
individualized sides of the human character.
In Glazunov’s painting such a suite of the characteristic features of
Ivan the Terrible are also projected multilaterally. In his profile with
the purse lips one can sense how demonism, rage, secretiveness,
foul play, vengefulness, threat, and, along with them, fear show
through, which are perceived in contrapuntal interaction. All of these
qualities are disclosed in the synesthesia level of our perception
in the process of scrutinizing his portrait, initiating our everyday-
reflexive-spiritual [about this see: 31, p. 230] potential.
4. The associative type, revealing the deep archetype of the
protagonist (the images of Tsar Ivan in Eisenstein’s film and
Glazunov’s painting are given in an acute demonic profile in which
his satanic essence is conveyed'®, and ultimately, there also arise
associations with Stalin). Such a similarity of Glazunov’s and
Eisenstein’s portrayals of Ivan indicates not only the influence of the
great master of cinema on the painter, but also the deep-rooted
image of the authoritarian ruler of the state.
5. The intellectual, highest “level” of consciousness—the
interpretative, which unseals the political and psychological
underpinning in the relations between the tsar and the people.
In the film, it is true, the people are shown as already subjugated,
coming to the tsar with humble petition, however, in Glazunov’s
painting the conflict is shown at its apex—in the public execution of
the tsar’s friends.
The enumerated types of analytical penetrations into the image
may also be combined with Vygotsky’s image, which, overall, may be
conducive to receiving a more complete result of the research. For

® The impression is created that the prototype of the outward appearance of Tsar Ivan created
by Eisenstein, and then Glazunov, was the image of Mephistopheles in Arrigo Boito’s opera of the
same name performed by Feodor Shalyapin.
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this end, let us settle upon the most relevant types of subject matter
in painting in the post-war years and see how they were manifested in
Glazunov’s oeuvres in comparison with those of his contemporary artists.

The second part of the article shall appear in the next issue of the journal
“Nauka televidenia” [“Television Scholarship”]—2019. No. 15.1.
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XWUBOMUCb UNbU TNTA3YHOBA
CKBO3b MPU3MY METOA0/10TUM
CEPTEA SU3EHLWTENHA

N NbBA BbITOTCKOIO

AHHOTauMA. B HacToswwel cTaTbe Bnepsble NpeanpuHATa MoMbITKa Npu-
MeHeHUua meTogonormmn Cepres diseHwWwTeiHa v JlbBa BbIrOTCKOro K aHanusy
XuBONUCK Unbm MNasyHOBA, a TaKxkKe pAga ero CoBPemMeHHUKOB. B LeHTpe BHU-
MaHUA UCCNeLoBaTeNA HAXOAUTCA ABAEHUE TUMAXKHOW ClOUTbI, OTKpbITON C. Jin-
3EHWTENHOM B PUCYHKE KaK «YUCTbIN Xo4 6era MOHTaXKHOM MbICAn». [JaHHbIN
dbeHoOMeH bbin HaueneH Ha BbIABNEHNE OAHOW U TOWN Ke 3MOLMU B Pa3/INYHbIX
ee OTTeHKax. MHOroCTOpOHHEMY €ro PacKpbITUIO NMOMOraeT aHaiu3 U Apyrux
NPUHLMMNOB KMHOMOHTAKa, NPOABAEHME KOTOPbIX aBTOP CTaTbM TaKe 06Hapy-
YKMBAET B XXMBOMMUCK: NapanienbHOro, aCCoLMATUBHOIO U MHTENNEKTYaNbHOrO.
[ns BbIABNEHMA CYLLHOCTM paccMaTpuBaembiX MPOU3BeAeHMIn n3obpasutenb-
HOTO MCKYCCTBa B CTaTbe WCMO/b3YETCA €LLe OfMH, KOPPENUpYoLWmMii ¢ 3i3eH-
LUTEHOBCKMM METO/, COBETCKOTO y4eHOoro JIbBa BbIroTCKOro, NCCef0BaBLIErO B
iMTepaType Ha OCHOBe NPOTUBOAENCTBMA Gabynbl U CIOXKETA NCUXONOTUIO BHY-
TpeHHero KoHbMKTa 06pa3os. CoBMELLLEHME OTMEUEHHbIX MHTENEKTYasIbHbIX
nyTel NO3HaHMA KMBOMUCK [Na3yHOBa M €ro COBPEMEHHWKOB AAeT BO3MOMNK-
HOCTb CUCTEMHO PAaCcCMOTPETb KMHOMKECTBEHHOE BXOXAEHME» B XYL0XKECTBEH-
Hbl/i 06pas, YTO NO3BOIAET NPOACHUTb CMbIC/T aBTOPCKUX KOHUENUMI B YKUBO-
NUCK, BKAKOYAA Te KapTUHbI [N1a3yHOBa, KOTOPble CBOMM MMPOBO33PEHYECKMM
cofepaHvem M 06pasHO-KOMMO3ULMOHHBIM pPelleHneM Bbi3blBalOT BypHble

KPUTUYECKMNE PeaKL K.
Kniouesble cnoa: C.M. dinseHwTeliH, J1.C. Boirotckuii, U.C. ThasyHoB, T!-
naKHan ClouTa, NapannenbHbli, aCCOLMATUBHBIN U UHTENNEKTYa IbHbIA MOHTAX,
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MeTOo/, NOPTPET, ¢a6y}1a M CHOXKET, NCUXO/1I0TUA UCKYCCTBA, XYAOXKECTBEHHbIE 06-
pa3bl, TPAarn4eckoe B KNHO U XXNBOMUCKU.

YACTb |

METO4 NCCNEOAOBAHUA

B coBpeMeHHOW 0TeYeCTBEHHOW }KUBOMUCU BPA I MOXKHO HaTH
BTOPOrO TAaKOTo XyAO0XHWKA, Kak Unba MasyHos (1930-2017), KoTopbii
6bl BbI3blBa/ CTONbKO cnopoB. E. CKopoborayeBa cymTtaeT [nasyHoBa
co3faTefiem HOBOTO aHpPa — «KapTUHbI-MMPOBO33PEHUA», K Yemy OT-
HOCUT ero mHorodurypHble maclTabHble nosoTHa «BeyHas Poccua»
(«Cto BekoB»), «Mucrepus XX Beka», «Pasrpom xpama B acxanbHyto
Houb», «PackynaumaHue». Mo ee MHEHUID, KUCTOPUKO-GUNOCODCKMIA
06pas Poccuu, co3gaHHbIn Unbeit [NasyHOBbLIM, NPOCT U CNOXKEH OA4HO-
BpeMeHHO. MMpocT, Tak Kak 6N30K 1 AceH Kaxaomy. CNoXKeH, NOCKO/b-
Ky OTparkaeT BCKO MyOMHY UCTOPUYECKUX NPOLLECCOB, X dUnocodckoe,
PEennUrMosHoe coaepiKaHue, NnepensieTeHMA U KOHTPACTbl 3N0X, COBbITUN,
JIMYHOCTEN NPOLLIOTo U coBpemeHHocTu» [1].

B Apyrvx xapaKkTepucTMKax TBOPYECTBA 3TOr0 XyAOXKHUKa npeobna-
[AeT HeraTUBHas OLUEeHKa. B. 3BOHOB yberkaeH, 4To «[1a3yHoB 3aKkpenun
33 c060I HECKONIbKO KayecTB, KOTopble cneunanmcTtam no3BoanAu yee-
PEHHO OTHECTU ero K ABAeHWUI0 Knya. CTUAb crallasblil, nsobpaxkeHune
WCKYCCTBEHHO NPUYKpPALLIEHHOE, HAPAAHOE; OANMHAKOBbIE OFPOMHbIE [Na-
33; OYEHb MHOTO KOMMUAALMI YyXKKMX NosoTeH u poTtorpaduin; obunme
NPUMUTUBHBIX, JIETKOYUTAEMBIX MONUTUYECKMX/UAE0N0MMYECKMX anne-
rOPWi1, IETKO CMO/I3atoLLMX B MNNAKATHOCTb; TAra K TMraHTCKMM MoN0THaM
aNNeropnyeckoro CBOMCTBa Npu 0g4HOBPEMEHHOM HEYMEHMUM BbICTPOUTb
MHOTOGUTYPHYI0 KOMMO3MLMIO, MPEBPALLLAIOLLYHOCA B BUHETPET; AEMOH-
CTPATMBHbIN OTKa3 OT PeLUEHNS NAACTUYECKMX U }KUBOMUCHDbIX 33434 — B
obuem nadocHan naeonorMyeckas KatoKBa, KOTopas, ecTecTBEHHO, Jier-
Yye BOCMPMHMMAETCA AEeBCTBEHHbIM CO3HaHMeM, Yem bpak, KaHguHCKuIA,
Oanu, ®unoHos nnn dansk» [2].

YTto Kacaetca maen [nasyHoBa, TO OHM, MO MHeHuto A. LLlaeBunya,
NPeACTaloT KaK «TOPMKECTBYOLLee MMMNEepCTBO, HaLMOHAINM3M, HeHa-
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BUCTb K nbepannsmy, UCKpeHHee yberkaeHune, YTo Hac Bce obuaenu u
MO3TOMY Mbl UMEEM MPaBO Ha MeCTb, NpeAcTaBaeHe 06 UCTOPUM KaK O
3/1bIX CKa3Kax, COMMHAEMbIX Ha CTpPax Bpary, — CTaau rocrnoacTsytoLLein
cerogHa naeonorven» [uut. no: 3J.

B TaKMx NPOTMBOPEUMBBIX OLLEHKaX TBOpPYECTBaA [/1a3yHOBA BO3HMKa-
0T BOMPOCHI:

— OEeCTBUTENIbHO I OH ABU/CA CO34aTe/IeM HOBOTO »KaHPa B XKU-

Bonucu?

— OEeNCTBUTENIbHO 1M OH B CBOMX MUCTEPUAX OTPasua BCO ryBuHy

NUCTOPUYECKMUX NMPOLECCOB U UX GnA0CcodCKo-penmrmosHoe cogep-

YKaHWe UM ero KapTUHbI NPeacTaBAsaoT coboi 0dULMO3HYO Naa-

KaTHYO KMBOMWUCb, B KOTOPOM HamellaHbl Pa3po3HeHHble 06pasbl?

[na oTBeTa Ha 3TW BONPOCHI HAMOMHWMM, 4YTO CaM [Na3yHOB OAHY U3
CBOMX KapTUH Ha3Ban «Mwuctepumein XX BeKa» U pacKpblai CBOE NOHUMA-
HUWe ee }KaHpa KaK «TauHCTBO, CBALLeHHoAeNcTBUE» [4]. Ucxoaa ns aToro,
MOKHO MPeanonoXnTb, YTo U apyrue, bonee No3gHNE MHOropUrypHble
€ro nosoTHa bblIM co34aHbl B TPAAULMAX MUCTEPUIA, XapaKTEPHbIX AR
PYCCKOrO MCKYCCTBa MepPBOM TPETM MPOLUIOro BeKa. Bo3poxkaeHue sTo-
ro cpegHeBEeKOBOrO KaHpPa, M3HAYa/IbHO OCHOBAHHOTO HA PE/IMTNO3HbIX
MoTMBax, B Poccum pyberka XIX—XX BB. Npou3oLwio BCAeACTBUE MUPO-
BbIX KaTaK/IM3MOB M KaK peakuma Ha yrpo3sy npubanxKeHns «KoHLa cse-
Ta». MuUcTepmManbHOCTb CTana crnocobom BMAEHWA MUpa B iTepaType
(B. MaskoBckui, A. bnok), »kusonucu (/1. bakct, M. YtopneHuc), mysbike
(A. CKpsabuH). Y ogHoro us ntobumbix MNasyHOBbIM XyA0KHUKOB Muxau-
na Hecmeposa cBoeobpasHbIMU MUCTEPUAMM ABUINCb MHOTODUTYPHbIE
nosiotTHa «CeAtaa Pycb» (locyaapcTBeHHbIV Pycckuit myseir, 1902) u
«Ha Pycu (Oywa Hapopa)» (locyaapcTBeHHan TpeTbAKOBCKanA ranepes,
1914-1916).

Komno3uuma nepBoit NOCTPOEHA KaK COOTHOLIEHME HECKObKUX
rpynn nepcoHaxemn. Cnesa pasmeLleHbl GUrypbl CBATbIX C NPeACTOALLMM
XpuCTOMm, KOTopble pelleHbl B MKOHOMUCHOM MaHepe. [lepcoHaxu B
LLeHTPaNIbHOM YacTM KapTWHbI BOCCO34atoT 06pa3 Hapoaa, npuLiesLuero
K Mncycy co ceommu ropectamu. CnpaBa BblAeNAETCA FPynna KeHWmH,
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KpanHUe U3 KOTOpbIX (MX Npoobpasamu NOCAYKUAN MaTb U CECTPA Xy-
OOHMKA) MOAAEPKMBAIOT 33 PYKM BONbHYIO AEBYLLKY. 33 HUMU —
CTPaHCTBYIOLIME MOHALIEHKU. A Ha yaaneHum — 6eckpaiHue 3umHue
npocrtopbl apxunenara ConoBku (rae v 6bina HanMcaHa KapTUHa), CUM-
BO/IM3MpPYIOLLME NPABOCAABHYIO Pycb.

PucyHok 1 a.
Mwuxaun Hecrepos. Ceamas Pyco!

B ocHOBe KOMMO3WLMM BTOPOI KapTUHbl HectepoBa NexuT Tema
packona Pycu, cobpaslueii, oaHaKo, B eAMHOM KpecTHOM Xoje Bblaato-
LLMXCA OTeYeCcTBEHHbIX Nncatenen-moicautenen (/1. Tonctoro n @. [locto-
eBckoro), Llapsa n Natpunapxa, npeacrasmTeneit Hapoaa, U3 KOTOpbIX Ha
nepBoOM MiaHe — C/IeNoi conaat u cectpa MUIOCEPAMA, a Ha AasibHEM
— l0pOAMBbINM, HAa4ENEHHbIM B Hapode AapoM npopoyectsa. HecmoTps
Ha TO, UTO Y KaXKa0ro K bory ectb CBOM NyTb, BCE OHU ABUNKYTCA B OAHOM
HanpasieHWW. Bnepean — NoapoCTOK, OTPOK, Kak CUMBOJ YMCTOW Ha-
poaHoi aywu. LleHTpoM e KOMNOo3ULMUK CTaHOBUTCA MKoHa Cnaca He-

1 Uctounuk usobpaskenuns cm.: URL: http://rusmuseum.ru/collections/painting-of-the-second-
half-of-the-xix-century-beginning-of-xxi-century/artworks/svyataya-rus/#rmPhoto/0/.
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PYKOTBOPHOrO, MOYE€PHEBLUMNI LLBET KOTOPOTO NpeAcKasbliBaeT bosbline
notpsceHus [cm.: 5].

PucyHok 1 6.

Mwuxaun Hecrepos. Ha Pycu ([ywa Hapoda)?

MapagoKcanbHbIM 06pasom ¢ KapTMHaMmu HecTepoBa ¢ 04HON cTO-
pOHbI 1 [Na3yHoBa C ApPYyro — MepeK/JMKaeTca ele ogHa MHorobu-
rypHaa KapTnuHa — «JIuku mupa» (Mpakckas HauuoHanbHaA ranepes,
1929-1931). OHa co3gaHa B KOHLe nepBoi TpeTn XX BeKa aBaHrapau-
ctom b. puzopbesbim (1886-1939), B 1919 roay yexaBwum 3a pybex.
B Hell ckomnoHOBaHbl 0b6pa3bl aHIMICKOro enuckona BoopacsopTa
(Wedgwort), amepukaHckoro TeatpasbHoro npogtocepa Mopuca lecta,
Bc. Meliepxonbaa, mutpononanta Mockosckoro u KonomeHckoro Mna-
ToHa, Knoga Pappepa, Knapwl WepuaaH, Pere Papa, 3HameHUTOM nu-
aHUCTKM BaHapbl JTaHOOBCKOW, a TaKke rapmoHucTa (noata-dyTypucra
B. KameHckoro), eBpeickoro 6aHKkmpa ¢ pebeHKom, 6peToHCKoro pbiba-
Ka, ceHbopbl Edvards (Ynnu), maneHbKkoro BHyKa M. fopbKoro, MaTpocos,
rapcoHOB, YEKUCTA, MOXOXero Ha [13epXUHCKOro, WOTAAHACKUX BOJIbIH-
LLMKOB 1 Ap. Bo Bcelt aTo 06pasHOM NaHOpame, yCTPEMIEHHOM K ABYM
CaMbIM KPYMHbIM /IMKam: «B6abyLuKe» PYCCKOM peBOOLUN — 3CepKe
E. BpeluKo-bpeLllKOBCKOM U HaxoAAlLleMyCsi 33 Hell ropuy, accouuupy-

2 ctouHMK n3obpaxenusa cm.: URL: https://artchive.ru/mikhailnesterov/works/15929~Na_Rusi_
Dusha_naroda.
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towemycs ¢ obpasom W. CTannHa, oueBMAHbI YepTbl MOIUTUYECKOW Ca-
TMpbl®. O6beAMHAWMM Ha4aiIOM KOMMO3ULIMK CAYKUT naea obaunde-
HUWA NpeACTaBUTENEN PenpeccMBHON BNACTU, Y KOTOPbIX YEPHbIe PYKW.
[aHHbIV LBET B KOHTEKCTE coAepXKaHMA OTMEYEHHOMN KapTUHbI ABNAETCA
MapKepom 0bpa3a TEMHbIX CUJT U Bbi3bIBAET, B YaCTHOCTU, aCCOLMALMM C
METKOW AbABONA.

PucyHok 2.

Bbopwuc Mpuropbes. J/luku mupa*

Mo aBTOPCKOMY 3aMbIC/y, NOJIOTHO MPUropbeBa A0KHO Obl0 M30-
6pasnTb «4YTO-TO BPOAE MUTUHIA» [6] — TOXKe CBOEro poga MUCTEPUIO,
WAN @aHTUMUCTEPUIO. ITO OBBACHANO CKYYEHHOCTb NEPCOHAXKEN U IKNEK-
TMYHOCTb MX poneBbiX GYHKUMI. Ho rmaBHOe — 34eCb eCTb LLEHTP, KOTO-
pbIf BblAENEH CaMbIMM KPYMHbIMU MKaMW ABYX MOHCTPOB PEBOIOLMM
1917 roga. B gaHHOM KOMMNO3MUMKM Bblf1a «CXBaYeHa» CeMaHTUKa ApamMa-
TUYECKMX cObbITUI B cyabbax Mnpa, accoumaTUBHO OCMbICIEHHbIX 34ECb
B KOHLEMLMM Pa3pyLLUMTEIbHO-AbABO/IMYECKOMN CYLLHOCTU UCTOPUYECKO-
ro npovecca.

3 3T0 MOHYMeHTaNbHOe NoAoTHO Mpuropbes NoceaTUA Jiure Hauumit.

4 YIcTOUHMK n306paskeHmns cm.: URL: http://www.avangardism.ru/boris-grigorev-liki-mira.html.
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[arke nocne 6ernoro 3HaKOMCTBa C NOAOOHLIMU KapTUHAMU CTa-
HOBUTCS OYEBUAHBIM, YTO HAHP MHO20(U2YypHbIX NosomeH [na3yHosa
HOBbIM HUKQK He A8/189emcsa U 80CX00UM KAK MUHUMYM K KAPMUHAM-MU-
cmepuaM PyccKux aemopos NepBon TpeTn XX BeKa, KOTopble MMEHHO
B CWJly MUCTEPMA/IbHOTO XapaKTepa OKa3bIBalOTCA U «KapTUHAMU-MU-
poBo33peHuaMn» [B onpegeneHun E. Ckopoborayesoii]. Tem ocTpee
BCTAeT BTOPOW M3 MOCTaB/EHHbIX HAMW BOMPOCOB — KAaKOBO aBTOPCKOe
MUPOBO33pPEHME, BblparkeHHOe NOCPeacTBOM MacWTabHbIX MHOrodu-
MYPHbIX KOMMNO3MLMIA, N KaKMM 06Pa30M ero MOXKHO BbIABUTb.

PucyHok 3.
Cepreit dit3eHWTENH. Oyepedsb
(dbparmeHT, PTA/IN, 1915-1916)°
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B pelueHMM ero Ham MOXKET MOMOYb OAMH, Ka3anocb HBbl, CKPOMHBbIN
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pucyHOK Cepres dn3eHwwTenHa «O4epesib», CO34aHHbIA nm B 1915-1916
rogax, ewe B CTyfeH4Yeckoe Bpems. M306parkKeHHy Ha HEM AJIMHHYHO
yepeny NEPCOHANKEW, KaXKAbIM M3 KOTOPbIX NPeACcTaBAAET KOMOPUTHBbIN
TUNAXK, HEBO3MOXHO OXBaTUTb OAHWM B3MAAOM. Mbl MOXeM BOCMpU-
HATb LLeNoe, MNLLb NOCTENEeHHO NepeBoAsA B3MAL C OAHON rpynnbl Guryp
Ha OPYrylo M CUHTE3WPYyA MTOrOBOE BrevyaTieHne € NomoLlbio paboTbl
Halwero mo3sra. M. MyHunoBa nonaraeTt, 4YTo 34€ecb, B CYLLHOCTU, AaHa
«XOPOLUO CTPYKTYPUPOBAHHAA (M C YETKMM BEKTOPOM ABWMKEHMUS MO rO-
PWU30HTa/IN) MACCOBKA C Yepenon MaNeHbKUX MU3aHCLEH BHYTpu» [7].

° UctouHunk m3obpaxenusa cm.: URL: https://arzamas.academy/mag/272-eisenstein. AmepwKaH-
CKuiA yueHbln K. Holibeprep ybexaeH, uyto pucoBaHue C. Jii3eHLUTEHA, XOTA U OCTaeTca Ans
MHOTUX MasoU3BECTHbIM GAKTOM, «6bII0 HE MEeHee BaXKHbIM B €ro TBOPYECTBE KaK XYAOXHUKa,
4Yem B KUHOMPOW3BOACTBE U CO3AaHNM TeOpUM KMHOY [cit. on: 8].
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3TOT HOHOLWECKUI PUCYHOK ByayLuero reHManbHOro pexuccepa M Teo-
peTvKa KMHO B AEeMCTBUTE/IbHOCTU ABWJICA NpPOeKUuel B rpaduyeckom
BapWaHTe MeToAa, KOTOPbIN CTaHET BNOCNEACTBUM O4HUM U3 €ro Xyao-
YKECTBEHHbIX OTKPbITUIA — MeToAa TUMAXKHOM CIOUTLI.

CBOe NMOHMMaHME TUMAXKHOMN CIOUTbI, PeasiM30BaHHOW DN3eHLWTEN-
HOM yiKe B KuHoPuabme, gaet C. Ppennnx Ha npumepe cueHbl Tpaypa
no matpocy BakynnHuyky us ¢punbma «bpoHeHocel, “MOTEMKMH"». OH
XapaKTepm3yeT 3TO AB/IEHUE KAK OObeAMHEHME KOTAE/bHbIX KPYMHbIX
NAaHOB Nt0AeN U3 TOAMbI, UWb HAa MFHOBEHWE MOABAAIOLWMXCA Nepes,
3putenem. CueHa nonndoHmYHa. OHa pacxoauTca n cobrpaeTca B anuax
MOLWMX CNEMNLOB U NAAYYLLMX KEHLUWUH, B INLLAX TPYCTHbIX, THEBHbIX UU
6e3pasnnuHbIX (4TOObI NOAYEPKHYTb COOOM BCE OTTEHKM NeYanu opyrux
ML) — UL, MONOABIX U CTapblX, PabounX U UHTENTIUFEHTOB, KEHLUMH U
MYKUYMH, AeTel U B3pOCabIX. EAVHBIN ApamaTUYecKmii TOK co3aaeTcs 0b-
HaXeHHbIM, IMHENHbIM MOHTaXOM, He nepebuBaeMbiM BHYTPUKALPO-
BbIM eNCTBUEM — PUTMMUYECKUI aKLLEHT NPUXOAUTCA Ha CTbIK KaApoB»
[9, c. 24].

TunaxkHaA CloMTa — YacCTHbIA CAyyYal NPUHLMNA MOHTaXa, paspa-
6OTKe KOTOPOro MocBAWEHO BONbLWNHCTBO TPYAoB dii3eHwTeliHa. Co-
BMECTHO C BbIAAIOLLMMUCA TEOPETUKAMMN KMHO U AeATENAMU UCKYCCTBA
1920-x rogos J1. KynewosbiMm 1 B. LLIKNOBCKMM OH BbIABUHYA TMNOTE3Y O
cBA3M GeHOMEeHa MOHTAaXKa He TONIbKO C KMHO, HO U C APYrMMU BUAAMM
nckyccta. Cam di3eHLWTelH B page pabot 1930-1940-x roaos, ocHoBa-
Te/IbHO UccnenoBaB 3Ty Npobiemy, NOKasas, YTO KUHOMOHTaX ABAAET-
ca cneumduryeckon pasHOBUAHOCTbIO OOLLEF0 MOHTAXKHOrO MPUHLLMNG,
onpefesieHHOro UM KaK poaoBoe, BHYTPeHHe-06yCc/N10BAEHHOE KauecTBO
MCKycCTBa. Mcxoaa M3 aHasM3a MOHTaXKa B PasHbIX XYAOMKECTBEHHbIX
NPaKTUKax, PEeXKUCCEP BbIACHMA, YTO KBCAKUA XYAOXECTBEHHbIN 0bpa3
CO3[aeTCA MOHTaXKHO-Lle/IeHanpaB/ieHHbIM COYETaHWEM BbIpa3uUTeNb-
HbIX 3/1EMEHTOB, CO3JatOLLMX HOBOE KAa4eCTBO, KOTOPbIM OHU He 0bnasa-
tOT, B3ATble MOPO3Hb UM cyMMapHo» [10].

Elle oAMH BMA MOHTa¥Xa, peasin3yemblil Kak CpescTBaMn KMHeMa-
Torpada, Tak u Kusonucu, bbin otmedeH K. TomncoH u [. bopaysnnom.
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Ji3eHIITENH, CHUMAA HenpepbiBHble, B MEepByl0 o4yepenb Auanorvye-
CKME CLEHbI, UCKaN B HUX ABUXKEHME. [NaBHOE, YTO OH MPKU 3TOM OTKPbI,
— BO3MOMHOCTb BblPasKeHMA NOABUMKHOMN YeN0BeYeCKON NCUXMKK NpK
BHELUHEeW CTaThKe OA4HUX M Tex e ¢uryp. (Takyto cTpaTteruio pexuccep
BBeN B GuabM «MBaH MPo3HbIN».) [leTanbHblil aHaNn3 NoA06HbIX CLEH Ha
nekumax 8o BI’MKe oH NpoBoAuMa CKBO3b MPU3MY TOTO, YTO Ha3Basl KMOH-
TaXKHOW eAMHULEN», KY3/TOM», B KOTOPOM bBblsla chOKycupoBaHa rpynna
CHUMKOB, CAENaHHbIX MPUMEPHO C OAMHAKOBOrO MOMOMKEHMA. ITO fAB-
NeHne DU3EeHLUTENH NOKa3an TaKKe Ha NpUMepe MOHTa)Ka OTAe/IbHbIX
CEerMeHTOB BETKM CaKypbl, M306pakeHne KOTOPOI Hallen B AMNOHCKOM
y4ebHMKe No pucoBaHuio [06 aTom cm.: 11].

PucyHok 4 a.

ANOHCKMI1 yuebHMK NO pucoBaHMIO. BeTKa cakypbi®

1 \4 . - '%,/
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B MOHTaXke cermeHTOB paCCManMBaEMOP’I BeTkM K. TomnCcoH un

[. Bopayann BbIABUAU U KOAAAXHBIU Mpuem, B CBA3M C YeM OHU 3aMeTU-
/Y NepPCneKTUBY ero PasBUTUA B ABYX HAMPABAEHUAX: B KUHO, r4e «KO-
NaXk U3 YacTMYHO coBnaarowmnx GparMeHToB UCMNOb30BaH B dubme
Jii3eHwWwTeHa “UBaH Mpo3HbIn” (1 cepua)», U B }KMBOMMUCKU, BeayLLEN K
TBOPYECTBY aHINIMACKOrO XYAOXHMWKa, rpadumka n ¢otorpada, ysHaBae-
MO0 NpeACTaBUTENA ABUMKEHUA NOM-apT B U306pa3mTeNIbHOM UCKYCCTBE
60-x J3Bnaa XOKHMU.

5 UcTouHuK nsobpaxenms cm.: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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PucyHok 4 6.
KonnakHasa TexHuka B poTtorpadum J3suaa XokHu’

OfHaKO 3aMeTUM, YTO B €BPOMNENCKOM KMBOMUCK NOAOOHBIN Npu-
em b6bla1 OTKPBIT eLle B Havane XX Beka. [locTaToyHo Ha3gaTb «MopTper
Ambpyasa Bonnapa» kuctu 1. Mukacco (My3ei M306pasnTenbHbIX MC-
KyccTB UMeHu MywkuHa, 1910), KoTopbli caenaH No NPUHLMNY OTpaxKe-
HWA MLA B pa3butom 3epkane. CMbIC/I MOHTaXa NPOABWUICA B TOM, YTO
MU0 KOMMepcaHTa Bonnapa «cobpaHo» M3 YacTuyek, Kak bl OTparkeH-
HbIX B OCKOJ/IKax. B uTore ero TAXenoBecHbIi, 3akpbimebll aas BoCnpus-
TUA KYBUCTCKMI MOPTPET C HEAOBOJIbHO CXKATbIM PTOM CMOHTUPOBAH U3
Maccbl AeTasieil, PacKpblBalOLWMX XapaKTep HECTOBOPYMBOro Npeanpu-
HUMmaTens.

7 MIcTOUHMK n306paskeHmns cm.: URL: http://www.davidbordwell.net/blog/2018/04/29/eisenstein-
makes-a-scene-ivan-the-terrible-part-ii-on-the-criterion-channe.
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PucyHok 4 B.
MNa6no Mukacco. Mopmpem Am6pyasa Boanapa®

Mcxoan n3 ckazaHHOTo, nonpobyem npeanonoXuTb, YTO B MacliTab-
HbIX MHOTOdUIrypHbIX KapTUHax [1a3yHOBA M ero COBPeMeHHMKOB OTpas-
WACA MOHTAXKHbIM MPUHUMM MOCTPOEHUS KOMMO3ULUK, ICTETUYECKoe
OCMbIC/IEHNE U XYAO0XKECTBEHHAA peasiM3auma KoToporo B XX BeKe npo-
NCXOAWNNIN B CBA3M C Pa3BMTMEM KMHOMCKYCCTBA M Teopun KnHo. Cnego-
BaTe/IbHO, YTOObI M3y4nTb JaHHOE ABJEHME, HEODXOANUM MEKANCLUMAN-
HapHbIN NoAXoA K uccnefoBaHuio. Mbl npeanaraem ocyLecTBUTb ero Ha
OCHOBE MHTEerpauMm mMeToda MOHTAaKHOro aHanmsa C. di3eHwTeiHa® u
MeToAa «NPOTMBOYYBCTBUAY J1. BbIroTCKOro (0 Yem peyb NONAET HUXKE).

BbisaBnerHune d)eHOMGHa KWHOMOHTAXa B XXMBOMUCU HaM Ba*XHO KaK
CPeACTBO PACKPbITUA KOH(AMKTA, C MOMOLLbIO YEro OCyLWecTBAAETCs AM-
HaMMKa U JaxKe HeKoe BHYTpeHHee dsuxceHue B KapTuHe. O cneundu-
Ke KOHONMKTA B MOHTaxKe Jii3eHwWwTerHa nucan XK. Xecc, Haxoaa B HeM

8 McTouHUK n3obpaxenns cm.: URL:https://muzei-mira.com/kartini_ispanskih_hudojnikov/1680-
portret-ambruaza-vollara-pikasso-1910.html.

° P. OpeHeB NULLET, YTO Ha CBOMX 3aHATUAX CO CTyaeHTamu Bo BIMKe diseHwTeiH ntobun pac-
KpbIBaTb MPUHLMMbI KOMMO3ULMMN B CZIOXKHbIX MPOU3BELAEHUAX }KUBOMUCK «NyTem “packagpoBku”
M MOHTaXHOro aHanun3a». O6beKTOM UccNeaoBaHUA y Hero bblnn «TaliHas Beyepa» JleoHapao Aa
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HACTOALLLErO MHTENNIeKTyasNa U MapKcucta, GakTUYeCKM MOHUMABLLETO
MOHTaX KaK OMaNeKTUYECKUn KOHQIMKT, B KOTOPOM «Te3MC MKW cuna
OEeNCTBUA CTa/IKUBAETCSA C aHTUTE3UCOM WM CUJIOWM NPOTUBOAENCTBUA,
A8 TOro YTobbl CO34aTb HOBOE AIBNEHME, Ha3biBaemoe cuHTe3om» [13].

0. CuHenbHMKOBA ybexaeHa, YTo, «aneanmpys K onbITy Anutepary-
pbl U }KUBONUCK, IN3EHLITENH CTPEMMUTCA NOKA3aTb HeU3bexHocMb 06-
paweHus [Kypcus Haw. — [K.] K LUMPOKO MOHMMAEMOMY MOHTaXKHOMY
NPUHLUMNY BO BCEX BUAAX MCKYCCTBA, €C/IN aBTOP XO4eT co3aaTb 0bpas,
a He mn3obpaxeHue asneHus» [14, c. 63]. MNpu 3TOM, HECMOTPA Ha TO,
YTO OTAE/IbHbIE NPOABNEHNA MOHTAXKHOTO MbILL/IEHUSA Y¥Ke BCTPeYannchb
B MPOM3BEAEHMAX N306Pa3nUTEIbHOrO MCKYCCTBA B MPOLLIOM BPEMEHU
(Hanpumep, loiu, Inb Mpeko, Cypukosa, Ceposa, PenuHa), notpebHoCTb
B MOHTaXKHOM 06paboTKe MaTepunasia BO3pocaa MUMEHHO B XX BEKe, «KOr-
03 KOHONNKTHOCTb BHYTPEHHEro MUPa XYA0MKHMKa A0CTUraeT TOM cTene-
HU Hanps*KeHHOCTU, NPU KOTOPOW NOTUYECKOE paspelleHme ero CTaHo-
BUTCA HEBO3MOXKHbIM» [Tam e, c. 68].

AHann3 TaKoro MOHTAXKHOTO MbILLI/IEHMA, HECOMHEHHO, ABNAETCA
HeobblyaliHO NepCnekTUBHbIM. [axe B OLeHKax AeATeNbHOCTU DI3eH-
WTelHa, rae UeHHOCTb ero TBopyectsa npobsemaTnsnpoBaHa M npeg-
NPUHATbI NOMbITKM NepecMoTpa 03apeHnin pexkmnccepa, Kak, Hanpumep,
B HoBoli BcemupHOW IHUMKNONEAUU, TEOPETUYECKOMY MOTeHUMany
ero meTtoda otaaeTca Ao/mKHoe: «[JoBoabHO YacTo ero [C. di3eHLlTel-
Ha. — K.] MOHTaX, XOT, BO3MOHO, UHTEN/IEKTYa/IbHO UHTEPECHbIN
N NepCnekTUBHbIA A4 NOKaApPOBOro aHaAu3a U M3y4eHWa anao3vii u
accoumaumii, KoTopble OH co3gaeT, GaKTUYECKN CTAHOBUTCA, MO MPOHUN
Cyabbbl, Y4EM-TO MEHbLUIMM, YEM CYMMA €ro Yactein. XoTa MOHTax, BO3-
MOHO, Bbl/1 UHTEPECHBIM B TEOPUU, HO CIULLKOM YMO3PUTE/IbHBIM U XO-

BuHum, «M3rHaHme Toprytowmx n3 xpama» n «bypa Hag Tonego» dnb peko, «boapbiHA Mopo3o-
Ba» U «YTPO CTpeneuKoi kasHm» Cypmkosa, «He xaanm» n «3anopoxupl» PenuHa, «O6opoHa Me-
Tporpaga» [leviHekun u apyrue. «Pasaensas KapTUHY Ha AeCATKMU “KaapoB” passIMuHON KPYNmHOCTU U
pacnonaras 3Tv “Kafipbl” B onpeaeneHHOM CMbIC/IOBOM, APaMaTypruyeckom nopaaKe, CTYAeHTbI
KaK bbl OXMBNANN KapTWHbI, NpeBpaLLany 3apuUKCUPOBaHHBIV B CTaTUKE MOMEHT AeiCTBUA B NpPO-
LLeCC, Pa3BMBAtOLLMIACA BO BPEMEHM M NpOCTpaHcTBe» [12].
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NIOAHbBIM, YTODbI MPEAONRUTb YTO-TO CYLLECTBEHHOE B peasibHOCTU. Ero
dUNbMbI CO34aBaNNCh, YTOBbI CAYKUTb NOAAM, HO GAKTUYECKU OHMU
4acTo ABNAMNUCL He bonee Yem XONoA4HOM M be3ayLHOoW nponaraHaon»
[15].

Cama no cebe nogobHas TPaKTOBKA, OAHAKO, AOCTAaTOYHO WH-
TepecHa, B CBA3WN C YEeM XOTeNOCb Obl NPOACHUTbL BO3MOMKHbIE ee Npu-
UMHbI. DM3eHLWTENHA, Kak U [N1a3yHOBa, B pa3Hble Mepuoabl COBETCKOM
NCTOPUM BOCMPUHMMANN B KayecTBe OPUUMO3HbIX MpeacTaBuUTenei
rocygapcTBeHHon naeonormm. OgHako oba oHM B CBOE Bpemsa npeTep-
Nean YHUUMMKUTENbHYIO KPUTUKY CO CTOPOHbI BAacTel. DW3eHWTeNHyY
OHa cToMNa NpeKpaleHna NpodeccMoHaNbHOM AeATeIbHOCTU U BCKOpe
¥KM3HU, a ThasyHoB B 1979 roay 6bin NpM3HaH MHAKOMbICAALLMM, OTKO-
HUBLUMMCA OT 06A3aTENbHOM A/1A BCEX HOPMbI NPETBOPEHUA MPUHLMMNOB
COLUMANUCTMYECKOro peann3ma B UCKyCCTBe. YKe B KapTuHe «Muctepun
XX Beka» (opurnHan — 1977, konua — 1999) oH Yepes KOHKpPETHble 06-
pasbl Nt0AEl Bblpa3na CBOK COBCTBEHHYI, OT/IMYHYIO OT 0dMLUMaANIbHO
NPUHATON KOHLUENUUIO anoKanunTuyeckoro bbitna XX Beka [nogpobHee
cMm. 06 aTom: 16].

[na vccnepoBaHua CoAepyKaHUsA KapTuUH [MasyHoBa M APYruUX OT-
€4eCTBEHHbIX XYA0XHUKOB BTOPOM N0/I0OBUHbI XX B. Mbl OAHOBPEMEHHO
C UCNONb30BaHNEM METOAA MOHTAXKHOIO aHaM3a Ji3eHLwwTeliHa byaem
onupaTbCA Ha METOoA MO3HAHWUA TMCUXONOTMM UCKYCCTBA, CO3AaHHbIN
J1. Boiecomckum. CyTb €ro, Kak M3BECTHO, 3aK/O4AeTCA B BbIABAEHUMN
BHYTPEHHEro KoHGAMKTa Npou3BeAeHMsA, KOTOPbIM BbiparKeH B CBOEO-
6pasHOM «MPOTUBOYYBCTBOBAHUM» repos [TepmuH J1. BbiroTckoro], c
NMOMOLLLbIO YEro PacKpbIBAETCA IOTUKA IYOUHHbIX CI0EB YE/I0BEYECKOTO
co3HaHusA. Mcnonb3ya NoHATUA Gaby/bl U CIOXKETA, YYEHbIN onpeaenmn
0Ba, KaK Obl B3aMMOWCK/IOYAIOLWMX KOMMNO3ULMOHHBIX HanpaB/ieHus:
CTpeMIEHME K LLe/IN U YKJTIOHEHWe OT Hee. MepBoe Hanpas/ieHne — BHeL-
Hee, BuaMmoe. OHo nNpeacTaBafeT MHUIo Gabynbl, TO eCTb CObbITUE UK
coctaB cobbiTuii [17, c. 75]. BTopoe HanpaBneHne — BHYTPEHHee, KakK
6bl 3alIMPpPOBAHHOE, Bya/IMpYylOLLLEe CTPEM/IEHME K LIeW, CK1adblBaeTca
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B JIMHMIO ClOXKEeTa, B KOTOpoM ¢dabyna nonyyaeTt onpeseseHHyo aBTop-
CKYIO MHTepnpeTauuto [Tam e, c. 188-189]. CToNKHOBEHMA NUHUIA da-
6YyNbl M ClOXKETa NOPOXKAAOT APAMATYPIUYECKME K3aMbIKAHUAY.

C. JDIi3eHLTeNH XOpOoLWOo 3Han PyKonucb «CMXON0TMU UCKYCCTBA»
J1. Bbirotckoro®. OgHako oH (He 6e3 BanAHUA naei BoiroTckoro) cosgan
CBOIO COOCTBEHHYIO «MCUXO/IOTMIO MCKYCCTBA», KOTOpPas M3/0XeHa Ha
CTpaHuLax paboT pasHbix neT. CTepKeHb 3TOM KOHLEeNuun cocrtasaset
«nepexog, oT BbipasutenbHoro [BuxKeHUa K 06pasy XyAoXKeCTBEHHOIO
Nnpou3BeAeHNA», MHAYe — «MaTepwuas, B KOTOPbIN BAenieHa “BHYTPeH-
HAA” CTaguA BblpasUTeNbHOro “ABUMKeHMA” — He KaK [ABMrate/ibHOro
npoLecca, a Kak nNpouecc B3aMMOLEMNCTBMA CNOeB CO3HaHuA» [20, c.
188], KoTopbI NO3BONAET 0bECNeUnTb MHOMECMBeHHOe 8XoxoeHue 8
06pas. ®. Anbbepa NULLET, YTO Ha OCHOBE CBOETO M3y4YyeHuA «KynanbLm-
ubl» [lera, KapTuH b MpeKko dii3eHWTENH, Habaogan nepexog obpasa
M3 04HOrO COCTOAHUSA B APYroe, akLLeHTMPOBa/l «BCTaB/IEHHOCTb KaapoB
Opyr B Apyra», obpesbl, ¢pparmeHTbl NPeaMeToB, reOMETPUIO KPAEB,
NoAYepPKHYTYH KPUBM3HY, YTO NPUBE/O €ro K BbIBOAY €O CUMY/IbTAHHO-
CTM NPOYTEHMA, O HECKO/IbKUX U3MEPEHMUAX, O KAPTUHE CO MHOMKECTBOM
BXO40B B Hee» [21].

Takoe obbeAMHEHME pasHbIX PAaKYpPCOB B COBOKYMHOCTU C MOHTA-
KOM feTaneit B Heyto obuiee NpoucxoauT, Kak CnpaBegivMBO CYMTAN
Jli3eHWTENH, NPU aKTMUBHOM Y4acTUW HalLero BOCMPUATUA, NMOpoXKAaan
«MMEHHO TOT 0606LLEeHHbIN 06pa3, B KOTOPOM aBTOpP, @ 338 HUM U 3pU-
TeNb NepeXKmnBaeT AaHHY Temy» [uuT. no: 12, c. 11]. N aeictBuUTENbHO,
Mo CNOBAM CaMOr0 PEeXKMccepa, CMaa MOHTAXKa COCTOUT B TOM, YTO «B
TBOPYECKUI MPOLLECC BK/IOYAIOTCS SIMOLMWU M Pasym 3pUTeNs, 3pUTens
33CTaBAAT NpoAenaTb TOT XKe CO3UAAaTeNbHbIM NyTb, KOTOPbIM NpoLLen
aBTOp, co34aBan obpas» [22, c. 77].

0 B, MBaHOB Nucan, YTo DM3EHWTENH APYKUA € Bbirotckum [cm.: 18, c. 519], 4To dii3eHLUTENH,
CTPEMACb MOHATb 3aKOHbI APEBHEro CO3HaHWUA, CO3Aan KPYXOK, B KOTOPbINA BOWAW ero apyr A.
Jlypusa, J1. BbIFOTCKWI, AMHTBUCT U UCTOPUK KyabTypbl H. Mapp. MpeameTtom mx 3aHATUI Bblno
«npeanormyeckoe ApesHee CO3HaHMe, NEPEXNTOYHO COXPAHAIOLLLEECA Y KaXKA0ro COBPeMEeHHOro
4enoBeKa 1 Mpu SMOLMOHANbHOM CTPecCce CHOBa BCTynatoLee B CBOM npasa» [19].
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MPOACHMM OCHOBHble TepMWHOAOrMYeckre AedUHULMKU Hallero
aHanuTMYeckoro annaparatl,

1. TunaxcHaa crouma, no 3ambicny C. Ii3eHlWTelHa, coCTaBAsAeTCA
«WU3 OTAE/IbHbIX KPYMHbIX MJaHOB, NLWb HAa MIHOBEHME MOABAAIOLWMXCA
nepeg, 3putenem» [9] U NOAYMHAIOLMXCA YNCTOMY XOo4y «bera MOHTaX-
HOW Mbican» [7]. OHa BO3HMKNA y Jli3eHWTelHA ewe B HEMOM KUHO
KaK cpefCcTBO BocnpomsBeaeHus obpasa macc («Ctayka», «bpoHeHocel,
“MOTEMKMH"»), B KOTOPOM PEXKMUCCEP BbIPA3W/ COCTOAHME YCUIMBaABLLE-
rocsl HaMNpAXXeHHOro OXKMAAHWUA, Ha3BaB 3TO AB/IEHME «“OpKecTpoBKON”
TUMNAXKHbIX IULL», HAPACTaHWEM JIMHUM CKOPOU, JaHHOM Yepes KpyrnHble
nAaHbl B «Tpaype no BakynnHuyky» [23, c. 157].

OfHako B fJasbHeliweM — B ero 3ByKoBom ¢unbme «MBaH pos-
HbIA» TUMAXKHAA COUTa ABWMNACL BbIPA3UTENEM 3MOLMIA He TOJIbKO
rpynnbl ML, HO U OAHOrO-eAMHCTBEHHOIO, MOJIY4MB Ha3BaHUE «10/U-
hoHu4eckoli» (06 3TOM peub NOMAET HUKe). Kpome TOro, oHa Hepeaxo
NposABAAMACk HE OAHA, @ B MPOEKUUN C APYTMMM TUMAMM MOHTAXa, 4YTo
NPUBHECNO B NPOU3BEAEHMA HOBbIE UHAMUYHbIE YEPTbl.

MOCKO/MIbKY €4AMHOr0 OnpeaeneHus TUMNaXKHOW CIOUTbI HE C/IOXM-
nocb, chopmynmpyem cBoe cO6CTBEHHOE: TUMAXKHAA COUTA — 3MO WU-
poKomacwmabHsbili MoKa3 nepcoHUpUUUPOBAHHbIX 06pa308, OQHHbLIX 8
AUHelHOM MOHMax e, npu NomMouwju Komopozo 8bipaxaemcs eOUHaA
udes u/unu onpeodesneHHoe Mcuxon02uYecKkoe CoCmMosHUe, OKpauwleHHble
00HoU u mol e amoyueli, Komopasa 8 CAY4YaaX KOHKpemu3ayuu umeem
pa3Hble OMMeHKuU.

2. MapannenvHoili MOHMAM — «4YepefoBaHMe CHOKETHO HEe3aKOH-
YeHHbIX AENCTBMI, KOTOPblE MPOUCXOSAT B PasHbIX MeCTax, HO B OAHO
M TO e Bpems. ITOT TUN MOHTaXKa TaK¥Ke npeanonaraeT BO3MOMXKHOCTb

1 [laHHbIA NOAXOZ, CUCTEMHOTO WMCCAef0BaHUA 3anafHOEeBPONECKOro UCKyCCTBa, B YaCTHOCTH,
YKMBOMUCK CKBO3b NPM3My MeToZaa J1. BbiroTckoro [cm.: 24, c. 220-274], a TaK¥Ke CKyNbNTypbl — C
No3unLMiA 3113eHLUTEHOBCKOrO aHaNmn3a TUNaXHOM COUTbI BO B3aUMOZAENCTBUM C METOAOM BbiroT-
CKOro BrnepBble 6bl1 NpumeHeH B MoHorpadum I KoHcoHa [cm.: Tam e, c. 287-315], a no3gHee
— B CTaTbe O COBETCKOM uBonucu 1920-1930-x rogos B cTaTbe (Npu yyactum [. [oHuoBa), ony-
6/1MKOBaHHOW B aKaAeMMUYeCcKoM KypHane «Bonpocbl ncuxonorum» [em.: 25, c. 99-108].

THE ART AND SCIENCE OF TELEVISION 77



MbIC/IEHHOTO COeAMHEHMA B CO3HAHUW 3pUTENA ABYX (MM HECKO/IbKMX)
OEeNCTBUN BONPEKM BPEMEHHOM M NPOCTPAHCTBEHHOM “pa3opBaHHOCTU”
TeyeHus cobbITUIA. [JeMcTBUSA MOTyT NPOTeKaTb 0AHOBPEMEHHO B peasib-
HOM NPOCTPAHCTBE, UM OAHO AEWCTBUE NPOTEKAET B PEasIbHOM XKU3HW,
a napanienbHoe — B BOOBPaskeHUn repoa u T.4.» [26, c. 79]*2.

3. AccoyuamusHsili MOHMaxM¢, Kak ero onpegenset [13. BepTos,
«TaHel, MbICIN UKW UTPa BOOBpaXKeHUs pexnccepa» [UnT. no: 28], 06b-
eAMHAET Kaapbl BeCbMa YC/I0BHO. B 0cHOBHOE AeicTBUE 34eCb «BCTaB-
NATCA A0NONHUTE/bHbIE Kadpbl, KOTOpble MpuobpeTaloT 3HadeHue
CpaBHEHWI, cMMBOIOB, MmeTadop, UM BMOJHE peasibHble, HO U3MEHSs-
fOLLME CMbIC/T MPOUCXOAALLETO, PACKPbIBAtOWME €ro BHYTPEHHUE CBA3M.
[eTanu TpaKTytoTCcA TaKMM 06pa3om, YTo MM NPUAAETCS 0COObIN, HEOXKM-
OaHHbIA CMbICA. PUTMMYecKoe Yepe0BaHWE KaApOB NOMOIAEeT He TO/b-
KO cO34aTb onpeneneHHOe SMOLLMOHA/IbHOE HAaCTPOEHME, HO N AOOUTL-
€A NO3TUYECKOTO OCMbIC/IEHUSA KaapoB. [pyn Ncnoib3oBaHUKM 3TOro BMAa
MOHTaXa B OCHOBE COeAMHEHNIN MOHTaXHbIX Gppas nNexart He NPUYUHHO-
CNeACTBEHHble CBA3M, a accoumaumm» [26, c. 82]. [Ina Hac Tako MOHTaX
LEHEH CBOel BHYTPEHHEeN 3Kcnpeccuei, NposBIeHMeM aBTOPCKOTO «fA».,
BakHelLWmMm NpoBOAHMKOM TaKOFO MOHTAXKa B KUHEMaTorpade ABAAOT-
ca meTadopbl. UMEHHO B HUX «aBTOPCKWMIM MOATEKCT No/y4YaeT MnojHoe
pa3pelleHne B 3pUTENbCKMX OLLYLLEeHUAX, obpeTaeT “matepuanbHble”
dopmbI» [Tam ke, c. 83].

4. lHmennekmyaneHeIli MOHMAM — OAWH U3 MPUHLMMNMABbHO 3Ha-
YUMbIX CNAraemblX B MOHTA)KHOW TEOPUM DN3eHLWTENHA, BO3HUKLINMA
BO Bpemsa ero pabotbl Hag ¢puabmom «OKTABPbLY. Pexkmccep cuntan ero
«BbICLIEN KuMHemaTorpadpuyeckor dopmoi. MHTennektyasbHoe KUHO
CTPEMUIOCH PA3PYLUUTb rPaHMLY MEXKAY NMOHATUMHBIM N YyBCTBEHHbIM

12 NapannesnbHblit MOHTaX Kak npuem opopmuca 8 1906—1907 rogax 8o GppaHLy3CKOM KMHEMa-
Torpade, rae UCNoNb30BaNCA B KOMEAUAX 414 NOKa3a PasHbIX AeNCTBUIM, MPOUCXOAMBLLUMX B pas-
HbIX TOYKax B OAHO M TO e BpemA. MPUHATO cumTaTh, YTO NapanfesibHbIi MOHTaX Bbln co3gaH
amepuKaHcKuMm pexkunccepom . puodutom. Ho ato nereHaa. OH nepBbiii HAYMHAN UCTO/b30BaATb
€ro B ApamaTUYecKmX Lensx, YTobbl BbIABUTb NCMXONOTUIO NepcoHaxKen. Puabm, B Kotopom Mpud-
$UT BNepBble MCMO0/1b30Bas NapanNenbHblil MOHTaX, — «MHOro 1IeT CNyCTA», CHATLIM NO Noame A.
TeHHUCOHa «IHOX ApgeH» [cm.: 27].
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MbiweHem» [14, c. 63]. B ocHOBe TaKOro MOHTaKa HaxoAW/ICA KMPUH-
LN KOHTPaNyHKTa ABYX PAAOM CTOSALUMX KaZpoB Uan dparmeHToB (4BYyX
npeacTaBfeHui, AByX MPOTMBOMOJIOXKHOCTEM, ABYX dopm m306pasu-
Te/bHOTO MaTepuana, PUTMUYECKOTO, TOHANIbHOMO U T.4.). MOHTa)Hble
CcoeiMHEeHMA MOMOTanN PEeXMCCepy BbI3BaTb “B3pbiB” BHYTPU GopMbl,
N3MEHWTb CTPOW JIOTMYECKOTO NOBECTBOBAHMAY [26, c. 84].

5. B Hawem aHannuTMYecKom annaparte, HapAaay C UCNOJIb30BAaHMEM
NPUHLMNOB MOHTaXa, Mbl byaem MMeTb B BUAY €LUEe OAMH, MOXOXKUIN Ha
Hero ¢eHoMeH, — KOo/INax, BAMAHMA KoToporo B XX Beke He usbexano
HW 04HO UCKYCCTBO [29, ¢. 57]. MOoHTaX 1 Konnax obbegmHaeT GpparmeH-
TAapHOCTb, B YeM KPOETCA aBTOPCKMI MPOTECT NPOTMB 3CTETUKU OAHO-
POAHOCTH, C HAapyLLEHNEM KOTOPOI A/1A CO34aTeNiA OTKPbIBAKOTCA HOBble
ropu3oHTbl. O4HAKO MOHTaX W ero Teopua — 3T0 PyHAAMEHTasIbHOe
Hay4YHOE U XY 0XKEeCTBEHHOE ABNEHNE, B KOTOPOE KaK MPMUEM MOMKET BXO-
ONTb N KONNaMK.

B cBA3M C BblleCKa3aHHbIM NPW aHaAn3e KapTuH [NasyHoBa U ero
COBPEMEHHMKOB Hac OyayT WMHTepecoBaTb NPUHLUMMbI MOHTaXKHOTO
MbILUNIEHWSA, PEANN3YIOLLMNECS:

1) B npouecce XyA0XKeCTBEHHOro TBOPYECTBa: UYTO «B3ATO U3 fABNe-

HUA W KaK COMOCTaB/NIEHO B3STOE, T.€. MOHTA: CO3HATE/bHbIN OT-

60p 1 conoctasneHme» [20, c. 189] (a no BbiroTckomy, HaANOMHUM,

— M3HayvanbHaa ¢abyna M ocmbicieHne ee B cloxete. — [LK.), B

pesynbTaTe Yero peannsyertca naen NpPousBeAeHns U CTaHOBeHUe

0bpasa;

2) B mpouecce BOCMPUATAA NMPOM3BEAEHMA UCKYCCTBA, B pe3y/bTa-

Te KOTOPOro «3pUTeNib He TOJIbKO BUAUT M30OpaKaemble demeH-

Tbl NPOU3BEAEHUA, HO OH U NEpPeXKMBaeT AMHAMUYECKUIA npoLecc

BO3HMKHOBEHWA W CTaHOBJIeHUs obpasa Tak, Kak nepeskusan ero

asTop» [22, c. 77].

AHanus TBOpYecTBa [NasyHoBa HayHem c PpeHOMeHa Hemocpes-
CTBEHHOTO COBMAaZEHWUs, NMPOABMBLUErOCA B TPAKTOBKe 06pas3a MBaHa
lPO3HOro, MHTEpPNpEeTaLusa KOTOPOro npexae Bcero 6bina HanaeHa B pu-
cyHKax C. di3eHwTeiHa. OHK, Kak nuweT E. KnonoTtoBcKas, oTaM4yanunch
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YANBUTENbHOM €MKOCTbIO CUMBOAA, M TOZIbKO NMOTOM JIMK LLapsa nepeLlen
B 3KpaHHbIN [30]. Y dii3eHwTeHa 1 MNa3syHoBa KOMNO3NLUMA «PO3HbINI-
HapoA4» U CaMUu INKM camogep KL Bcea Pycn nopasnTenbHO NOXOXU—
COMHEHMA HET, YTO XYLOXKHUK B CBOEWN KapTUHE pMCOBasa MOPTPET nep-
COHarKa, co3gaHHoro B ¢punbme C. IM3eHLWTENHA apTUCTOM HUKonaem
YepKacosbiM. U pelweHbl ob6a noptpeTta MBaHa MPO3HOro — KMHemaTo-
rpadUyecKnin 1 }KMBOMUCHBIN — OAMHAKOBLIMW MPUHLMNAMMU: TUNAXK-
HbIMW ClOUTaMK B 06pUCOBKe 06pa3oB HApoAa U LLapAa, CoeauHEHHbIMU
C MOMOLLBIO MPUHLMMA «NAPANNENBbHOIO MOHTAMKAY.

PucyHok 5a. PUCYHOK 56.
Wnbsa MasyHos. MeaH Mpo3HbIi*™ Cepreii Dit3eHLITENH.

Kapap u3 ¢punbma UBaH Mpo3HbIii

1 cepusa. 1 4. 37 MuH. 47 cek.™

3 UcTouHUK mM3obpaxkeHna cm.: URL: http:// 14 duabm, C KOTOPOro CAeNaH CKPUHLLOT, CM.
glazunov.ru/tvorchestvo/obrazy-russkoi- no ccoinke: URL: https://www.youtube.com/
istorii/raboty/1974-ivan-groznyi. watch?v=igq6ls867Rw.
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B ocHoBe 06oux npousseneHuii (1-a cepma puibma BbilLNA HA IKpa-
Hbl B 1945, 2-7 — B 1958, KapTuHa Na3syHoBa — B 1974) NeKUT NpuHUMUN
«AMHAMMNYECKON CUHXPOHUM» [C. DM3EHLUTEH] CTPYKTYpPHO-CoaepKa-
TeNbHbIX QYHKUMIA. TaKoe ABNEHME BO3MOMKHO NMOTOMY, YTO KMBOMUCD,
nofo6HO KMHO, NO yBeXAeHUIO peXMCccepa, CYLLEeCcTBYeT KOAHOBPEMEH-
HO NMoA, 3HAaKOM HECKOJIbKMX Pa3HbIX MepcneKkTMB. B nopagKe CnoXHOro
CMHTE3a, COEANHAIOLWLErO B OAHOM KapTMHE YacTu, KoTopble bepyT npea-
MeT CHM3Y, C YacTAMM, KoTopble 6epyT ero ceepxy» [23].

MonoXKeHne 3To HaM Ba*KHO TeM, YTO OAHA M Ta JKe CLEeHa MOXKeT
6bITb HEO4HOKPATHO NPOAHA/IM3UPOBAHA C PA3HbIX TOYEK 3peHuA. OXKK-
naHuve MBaHa po3HOro, Hanpumep, U danbHellee ero noBeaeHUe BO
BpeMs NnosiB/ieHMA Hapoaa, npocaLero ero bbiTb LLapem Ha Pycu, umeet
HECKOJIbKO BXOXKAEHMI B ero obpas:

1. TunaxHbIi cnocob BxoXAaeHWa B 0bpa3 Hapoda KaK KOHTEKCTa

obpasa uapa MBaHa. B ocHOBe ero NeXuT NPUHLMN NoKasa mMacc

B JIMHEMHOW nepcrnekTneBe. B Takom Tune npomucxoamut obpaboTka

NnepBUYHON MAEHTUDUKALMOHHOM 3pUTeNbHON MHGOopMaL MK,

2. MapannenvHbliit TMN BXOXAeHWs B 0bpasbl MBaHa [po3HOro u

HapoAa KaK paBHOMpPABHbIX YYaCTHUKOB AENCTBMA, NMOKA3aHHbIX B

04HOBPEMEHHOCTU-NEPEKPECTHO, A MMABHOE — B UX COLMANbHbIX

OTHOLUEHUAX.

3. Tuna)kHas cloMTa aIMOLMIA, MPOSAB/IEHHbIX Ha /Mue MBaHa Mpo3Ho-

ro, KOTOpble NepesatoT LUMPOKY FaMMy YyBCTB OT HampsaKEHHOro

OXWAaHMA [0 NosfHOM nobeabl — OCO3HAHMA ceba camoaeprKuem

Bces Pycu (310 6osiee BbICOKMI ypoBEHb NPOABIEHUA MOHTAXKHO-

TUNAXKHON clouTbl, Yem B ¢unbme «BbpoHeHocel, “TMOTEMKUH"».

O nopo6Holi ctomTe nucan C. Gpeinnx, umes B BUAY 3NnU304, CKOp-

61 MPO3HOTro No ymepLiel KeHe AHacTacumn: «Ecnm B HEMOW KapTUHe

Tpayp nepeaasasnca B COMTe 1L, TO Tenepb Tpayp nepenaerca B Clo-

ute nuua MposHoro» [9, c. 25]. B cBA3M C TEM, YTO B TaKOM ctoute -

3eHLWTENH BMAEN «NOMGOHUIO TEP3aHMA U TOPA», PasbirpbiBaEMYIO

OOHUM U TEM }Ke Ye/I0BEKOM, Mbl, AHANN3MPYA AaHANOTUYHYIO CIOUTY,
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6y/zem HasbIBaTb MOAUPOHUYECKOU MunaicHol, BbipakatoLwen MHAM-
BMAYa/IM3MPOBAHHbIE CTOPOHbI YEI0OBEYECKOTO XapaKTepa. B KapTuHe
[Na3yHOBa TaKaa ClOMTa XapaKTepUCTUYECKUX YepT MPO3HOro Toxe
npoeuunpyeTca MHOrorpaHHo. B ero npoduae c nogskatbimu rybamm
NpPOCTYnatoT AeMOHM3M, 371063, CKPbITHOCTb, KOBAapPCTBO, XUTPOCTb,
MCTUTENIbHOCTb, YIP03a M BMECTE C TEM CTPaX, KOTOPbIe OLLyLLAloTCA
B 10U OHUYECKOM 83aumodelicmeuu. Bce 3TV KayecTBa Ha CUMHe-
CTe3UMHOM YPOBHE HaLlero BOCMPUATAA PACKPbIBAOTCA B MpoLecce
BCMATPUBAHMA B €ro MNOPTPET, MHULMUPYS Hal ObITUMHO-pednek-
CMBHO-AYXOBHbIN [cM. 06 aToM: 31, c. 230] noTeHuMan.

4. AccoumaTMBHbIN TUN BXOXAEHUA B 06pas, pacKpbiBaloLWMiA ry-
OUHHbIA apxeTnn reposa (06AnK uapsa MBaHa B ¢uabme Di3eH-
WTEMHA M KapTuHe Ma3yHoBa AaH B 3a0CTPEHHOM AEMOHUYECKOM
npodune, B KOTOPOM NepesaeTcs ero caTaHMHCKoe HyTpo'®, a B
KOHEYHOM cyeTe BO3HMKalT accoumaumm u co CtannHbim). Takoe
NOpTPETHOE CXOACTBO [1a3yHOBCKOro Lapa MBaHa ¢ 3/i3eHWTenHOB-
CKMM FOBOPUT HE TO/IbKO O CU/IbHOM BIVAHUKN Ha XYAOXHWUKA BE/U-
KOro macTepa KMHO, HO 1 06 ycTosiBlieMcA 0b6pa3e aBTOPUTAPHOro
BN1ACTUTENA rOCyAapcTBa.

5. IHTenneKTyanbHbIi, BbICLIMA «3TaXK» CO3HAHMA — UHTepnpeTa-
LMOHHbBIM, BCKPbIBAOLLMIA MOJUTUYECKYIO U MCUXONOFMYECKYHO MO-
OOMNNEKY B OTHOLIEHMAX Laps M Hapoda. B KuHO, npaBaa, Hapos,
MoKasaH yxe nobexaeHHbIM, NAYLWMM K Lapto C 4enobuUTHOW, a B
KapTuHe [NasyHoBa KOHGMKT BbipaXKeH B CaMOM pasrape — B My-
6/1MYHOWM Ka3HM Bparos Laps.

MepeyncieHHble TUMbl AHAIMTUYECKOTO BXOXKAEHWA B 06pa3s moryT
OPraHMYHO COYeTaTbCA M C MEeTOoAOM BbIroTckoro, uto B Lenom byaert
cnocobcTBOBaATL NO/IyYeHMI0 6oaee NONHOro pesy/bTaTa UCCNe0BaHus.
[ns 3TOro octaHOBMMCA Ha Haubonee aKTyasbHbIX BUAAX TEMATUKK B

15 [lymaeTcs, 4To NPOTOTUMNOM CO3AaHHOM DW3EHIITENHOM B PUCYHKaX BHELLHOCTM LapA MBaHa, a
3aTem [nasyHoBbIM, ABKUACA 06pa3 Meductodens u3 ogHoMmeHHoM onepbl A. BoiiTo B cnonHe-
Hum ®.U. WananuHa.
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XNBOMUCKU B NOCNEBOEHHbIE rogbl M NOCMOTPUM, Kak OHU NPOABUINCH B
TBOpYecTBe [Na3yHOBa B CPaBHEHUWN C HEKOTOPbIMU €ro XyA0XKHUKamu-
coBpeMEeHHUKamMMn.

BToOpy!o YacTb CTaTbu CM. B CiegyloLemM HoMepe XKypHana

«Hayka renesngenua» — 2019. Ne 15.1
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