TEOPWA N UCTOPUA KNHO | SKPAHHBIE NCKYCCTBA

PoxmeHne «CBOero» Tekcra
W3 «IYKOTO» MaTepyuana
VIK 791.43.01

Aemop: IIpowuxo Ianuna CemenoéHa,
TOKTOP VCKYCCTBOBEJ€HNSA, 3aMeCTUTEND
npefceparens  JIMccepTalMOHHOTO  CO-
Bera BIVIK, pykoBopuTenb TBOpYECKOIt
MacTepckoil, mpogeccop Kadeapsl KMHO-
BefieHus, Bcepoccuiickuii TocyfapcTBeH-
HBIJI MHCTUTYT KMHeMarorpadum MMeHM
C.A. Tepacumosa.

Annomauus: bonee To4HOe Ha3BaHNe CTa-
ThY — «ApXUBHasi KNHOXPOHMKA KaK Tep-
puropust TBopuectsa. PoxzeHne “cBoero”
TeKCTa U3 “4y>koro” Marepuaa». [Tockomb-
Ky B IPaKTHKe HEUTPOBOIO KIHO €CTb Tep-
PUTOPUSI CaMOCTOSATENBHOTO TBOPYECTBA
Ha «4y)XOM» MaTepuajie apXMBHOI KIHO-
XPOHUKI. B cTaThe MpocnexxnBaroTcs myTu
POKIEHMS U OIBIT HECKONBKUX IIOKOJIE-
HUIT JokyMeHTamuctoB — ot O. Ily6 mo
A. Pene, I1. Pora, ®. Poccnda, A. ITenents-
Ha 11 A. COKypoBa — I10 CO3/JaHVI0 HOBOTO
9KPAaHHOTO aBTOPCKOTO NpPOM3BEfEHNs Ha
6a3e «COCTOABUIMXCS» SKPAHHBIX TEKCTOB
IpouUIoro. JTO HANpaBeHMe VMEHYIOT
VICTOPUYECKON KMHOJOKYMEHTATUCTUKOI,
win 6ojee JIOKaJIbHO — «MOHTA)KHBIIL
¢unpm». Ocoboe BHMMaHME 0OpalleHo Ha
[pyeMbl OCTpPAaHEHMs apXMBHOIO Kajpa,
yXOia 113 XPOHUKAJIBHOII TOBECTBOBATE/b-
HOCTH B 00pasHyio MeTaOPUIHOCTD.

Knroueevie cnosa: ymcTopudeckuil JioKy-
MEHTA/IbHBI (U/IbM, apXMBHAS KMHOXPO-
HUKA, MOHTa)KHOE€ KIJHO, IIOTeHI[MaNl Xpo-
HUKQ/IbHOTO Kafipa, aBTOPCKas CTPYKTypa
IOKYMEHTa/IbHOTO KMHO(DUIbMA

FILM THEORY AND FILM HISTORY |
AUDIOVISUAL ARTS

The birth of substantive text from
adopted material

UDC 791.43.01

MPE3EHTALINA ABTOPOB | SUMMARY

Author: Galina S. Prozhiko, Doctor of Arts,
Deputy Head of the Dissertation Board at
VGIK, Head of a creative workshop, Profes-
sor at the Film Studies Department, VGIK.

Summary: A more accurate title would be
“Archival Footage as the Territory of Cre-
ation. The birth of substantive text from
adopted material” In documentary cin-
ema there is a specific territory of creating
substantive works using archival footage
shot by other cinematographers. The ar-
ticle traces the attempts of documentar-
ians at different times, from Esfir Shub to
Alain Resnais, Paul Rotha, Frederic Rossif,
Artavazd Peleshian and Alexander Soku-
rov, to create original movies based on the
already existing screen texts of the past.
This school is known as “historical docu-
mentary” or in a more local sense “mon-
tage movie”. Particular attention is given to
the methods of distancing archival frames,
transition from chronicle narrative to figu-
rative metaphor.

Key words: historical documentary, archi-
val footage, montage cinema, potential of
documentary frame, author's structure of
documentaries

KWHOA3bIK W BPEMA | TEHE3IC OBPA3A

JopeBONIOIIOHHbI HEUTPOBOII
KnHematorpad. O6pas u sHaK»

VK 778.5.03.01

Asmop: benaxoe Buxmop Koncmanmumno-

68U, KAHINTAT MICKYCCTBOBEMIE€HM, COMCKa-
tenb fokropanTypsl BIVIK, nouent Cepru-
eso-Ilocanckoro ¢pummana BITIK.

Annomauusa: Kak OTHOCMTbCA K coxpa-
HMBIIENCA JJOPEBOMIOLMOHHON KWHOXPO-
HUKe: KaK K 00pasaM IPOLIIOro WIN KaK K
3HaKaM, OTChUIAIOMIMM K Ipouraomy? s
CpaBHEHNUA B CTaTbe pPacCMATPUBAIOTCA
MeTtoppl pabotel [Isuru BeproBa Bo Bpe-
M CheMOK KMHOKapTuHBI «Kmuormasr, a
TaK>Xe TO, HACKOIBKO CYry00 MHCI[EHUPO-
BaHHas KIHOJIEHTA TATOTEeT K 0OpasHOMY
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SUMMARY | NPE3EHTALINA ABTOPOB

A3BIKY. B OPEBOMIOLMOHHOI KMHOXPOHUKE
97IEMEHTbl TIOCTAHOBOYHOCTYM IPUMEHSA-
NUCh U TIPU 3TOM JJOCTUTANICA OIpeieNieH-
HblT 9ddexr. PemopTakHOCTb, CHUpedb
JIOKYMEHTA/IbHOCTD, OCTA€TCA IPUEMOM
MMUIb HA KOPOTKMII IIEPUOJ, KOTOpas 3a-
MEHAEeTCA MpUeMaMy MOCTaHOBOYHOCTU C
HadajsioM IlepBoit MupOBOII BOJIHBI.
Kniouesvte cnosa:  [opeBOMIOIMOHHAA
KMHOXPOHMKA, 06pa3, 3HAK, IOCTaHOBOY-
HOCTb, PENOPTAKHOCTb, MCTOPUA, JOKY-
MeHTa/IbHBI PuibM, «KnHormas»

FILM LANGUAGE AND TIME I IMAGE GENESIS

Pre-Revolutionary Non-Fiction
Cinematography. Image and Sign
UDC 778.5.03.01”

Author: Viktor K. Belyakov, PhD in Art
History, Doctoral Student at VGIK, Associ-
ate Professor at the Sergiev Posad branch of
S.A. Gerasimov All-Russian State Institute
of Cinematography.

Summary: How should we treat surviving
pre-revolutionary documentary footage —
as images of the past or as signs referring to
it? The article analyses the methods practiced
by Dziga Vertov while shooting “Kinoglaz”
and demonstrates to what extent this purely
staged film tends toward figurative language.
In pre-revolutionary chronicle staged frames
were used to achieve a certain effect. The
chronicle, that is, documentary approach,
remained a device for only a short time and
was supplanted by staged shots at the begin-
ning of the First World War.

Key words: Pre-revolutionary newsreel,
image, sign, staging, reporting, history,
documentary film, Kinoglaz

Cren-ye4yéTKa Kak XyI[O)I(ECTBeHHinI
MOTUB MCTOPI/I‘ICCKOiI IIaMATN
B OT€YE€CTBEHHOM KMHO 310X

nepecTpoiKu
VIIK 778.5¢/p(09) “1980-1990”
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Asmop: 3epnosa Ilonuna IOpveena, cty-
IeHTKa 5 Kypca, Kadefpa KUHOBEJCHU,
BI'MIK um. C.A. TepacumoBa.

Annomauus: B craTbe aHamM3MpyeTC
IpMMEHEHMe TaHI[A YeY€TKM KaK XYJo-
JKECTBEHHOTO MpHeMa OCMBICTIEHNA Bpe-
MEHI B OTEYECTBEHHBIX (MIbMAX SIIOXN
nepecTpoiiku «3MMHuII Bedep B larpax»
K. llaxxasapoBa un «Cnyra» B. A6apamm-
ToBa. JVccnmemyerca McTOpMA PasBUTUA
4e4éTKM, OCOOEHHOCTYM ee VICIIOTHEHMA
B COBeTCKOM KNHO. OO6OCHOBBIBAIOTCS
IPVUHIUIIB TeMOHCTPALMU U BO3MOXKHO-
CTM CEMaHTUKM TaHIeBaJbHBIX 00pPa3oB,
penpeseHTUpyle 4e4€TKy KaK pUTM,
OTpaKAIOMIMIT U0 YXOZAIIEr0 BpeMeH!U
coBeTckoro muda.

Kniouesvie cnosa: ucropus, mpopaborka
TpaBMbl, CTel-4e4éTKka, oOpa3 BpeMeHUH,
UCKPEHHOCTD

Step-tap Dance as an Allegory

of Historical Memory in Soviet Cinema
of the Perestroika Era

UDC 778.5¢/p(09) “1980-1990”

Author: Polina Yu. Zernova, 5th-year stu-
dent of the Screenwriting and Film Studies
department at the S.A. Gerasimov All-Rus-
sian State Institute of Cinematography.
Summary: The article studies the use of
tap dance as an artistic device for the in-
terpretation of time in the Soviet films of
the Perestroika era "Winter Evening in
Gagra" by K. Shakhnazarov and "The Ser-
vant" by V. Abdrashitov. The article looks
at the history of tap dance as well as certain
peculiarities of its on-screen performance
in Soviet cinema. The article substantiates
the principles of demonstrating dance im-
ages and the semantic possibilities they of-
fer introducing the tap dance as a rhythm
which reflects the idea of the receding So-
viet myth.

Key words: history, working through the
trauma, tap dance, image of time, sincerity



MEP®OPMAHC | ICKYCCTBO BOMIMOLLEHNA

K Bompocy o Tunonorun xapakrepos
NepCcoHa)keil B 0Te4eCTBEHHOI
KMHOKOMeEIINI

VIK 778.5.04.072:8.01-22

Aemop: Iabnus Anuca ConomonoeHa,
acrupaHT Kaeapsl CTETUKY, ICTOPUU 1
treopun Kynbrypsl, BIVIK um. C.A. Tepa-
CUMOBa.

Aunomayusa: Knaccudukanms tunmde-
CKUX 4YepT XapaKTepoB KUHOTepOoeB He-
penKo BBI3BIBAET AVICKYCCHIO B Ipodec-
CMOHA/BbHOI cpefie, KOTOpas O0COOEHHO
XapakTepHa [/ QUIbMOB KOMEIMITHOTO
>xaHpa. [IpuMeHUTeNbHO K aHAINU3y OTe-
4YeCTBEHHOIl KMHOKOMeIWN B CTaTbe
BIIEpBBle IpearaeTcsi OOPaTUTHCSI K
TUIMOJIOTUYM  XapaKTePOB  POCCUIICKOTO
ncuxonora B.JI. TapbysoBa, OcCHOBaH-
HOJl Ha MHCTMHKTax 4enoBeka. VI Takoe
obpauieHne 06OCHOBAHHO. VIHCTUMHKTBI
MHAMBKAA GOPMUPYIOT MOTMBALNMIO IPU
OIlpefie/leHUN TIOBefleHYeCKUX Mogerneit
KOMEJMITHOTO IepCOHaXa, BHICTYNAIOT B
ponu 93¢ deKTUBHOrO MHCTPyMeHTa IO-
CTPOEHUA CIOJKETHBIX JIMHN KIMHOIIpOM3-
BECHUA.

Knwouesvie cnosa: xapakrep, TUIIONOTUA
XapaKTepOB, KOMENW, BHYTPEHHIII MOTUB
repos

PERFORMANGE | THE ART OF PRESENTATION

On the Characters’ Typology in Russian
Film Comedy

UDC 778.5.04.072:8.01-22

Author: Alisa S. Gabliya, Post-Graduate
Student at the Department of Aesthetics,
History and Theory of Culture, S.A. Gera-
simov All-Russian State Institute of Cin-
ematography.

Summary: Classification of typical per-
sonality traits of film characters is a fre-

MPE3EHTALINA ABTOPOB | SUMMARY

quent cause of discussions among screen
professionals. It is most often related to
the genre of comedy. The author proposes
to use the characters’ typology suggested
by the Russian psychologist V.I. Garbuzov,
which is based on human instincts, for the
analysis of characters in Russian film com-
edies. This approach is justified. The per-
son’s instincts determine his motivation
when deciding upon behavioral models of
a comedic character, they are an effective
tool of constructing plot lines of the filmic
work.

Keywords: character, typology of characters,
comedy, the character’s intrinsic motive

ITndporoii kunemarorpad B pakypce
«3¢dexTa 310Be1eil JOTHBI»

YIK 778.5.01.067.2:15

Aemop: 3yiikoe Wean Buxmoposuu,
acIMpaHT Kaeapsl 9CTeTUKU UCTOPUM U
TeOpMM Ky/IbTypbl, 04Has popma 3-ro roga
o6yuenus, BITIK um. C.A. Tepacumosa.
AnHomauua: B craTbe paccMaTpuUBaeT-
Cs TUIOTETHYEeCKas BO3MOXKHOCTb BO3-
HIKHOBEHMA B KOMIIBIOTEPHO-IIUPPOBOM
KnHeMmarorpage TaK Ha3bIBAEMOIo «3¢-
¢exTa 3moBemert gonuHe». Ero cyrth 3a-
K/II0YaeTCsA B HENPUATUU pelMIeHTaMM
IVICCOHMPYIOLIMX BMU3yaJbHBIX 971EMEHTOB
IpY KOTHUTMBHOM 3PUTENBCKOM BOCIIPHU-
ATUYM ay[IMOBU3Ya/JIbHOTO IPOM3BENEHMUA.
B ocHoBe cBoeil 9ta mpobrema umeer He
TeXHUYECKUII, a TYMaHUTAPHBIN paKypc.
AHanus 3TOi ONIO3UIIMOHHOCTYU ABJAET-
Cs1 OCHOBHOJ T€MOJ IaHHO CTaThM.
Knwoueevie cnosa: unpposusaiusa, KoM-
NbIOTEpU3alA, 3CTETUKAa COBPEMEHHOIO
KuHeMarorpada, ICUXONOIMA BOCHPUA-
TvsL, LuGpoBbIe 1y6Iephl, MyIbTIMERNA

Digital Cinema From the Perspective
of the "Sinister Valley Effect"
UDC 778.5.01.067.2:15
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SUMMARY | NPE3EHTALINA ABTOPOB

Author: Ivan V. Zuikov, 3rd-year post-
graduate student at the Department of
Aesthetics, History and Theory of Culture,
S.A. Gerasimov All-Russian State Institute
of Cinematography

Summary: The author looks at the hypo-

thetical possibility of the “Sinister valley
effect” appearing in computer-generated
digital cinema. It is about the recipients’
refusal to accept dissonant visual elements
when perceiving the audio-visual work.
Essentially it is not a technological, but a
humanitarian problem. The analysis of this
opposition forms the basic theme of the
article.

Key words: digitalization, computerization,
aesthetics of modern cinema, perceptual
psychology, digital doubles, multimedia

Crumm ¥ >KaHpbI KMHOIIZIAKaTa.
TepMuHOTOrM4YeCcKnii acCexT

VIK 769.91
Aemop: Muxankuna Examepuna Mu-
xaiinoséna, acnupaHT Bcepoccuiickoro

TOCYHapCTBEHHOTO MHCTUTYTa KUHEMa-
rorpadun umenu C.A. TepacumoBa; Befy-
it 6ubnmorekapp otxena Vsonspaumit
Poccuiickoit rocymapcTBeHHON 616mmo-
TeKI.

Annomauyusa: B craTbe aHAIU3UPYIOTCH
MOHATHSL «CTUIb» U «KaHpP» KMHOITAKa-
Ta, TpebyIoIIMe KOMIUIEKCHOTO TIO/IX0fa B
CBA3YM C MHOTOACIIEeKTHOCTBIO MX OLIEHKI.
CaM KMHOIIAKAT ONpefieNiAeTCs KaK )KaHp
ITaKaTa, HO B HEM MOXXHO BBIENNUTH U
YKaHP XYL0>KeCTBEeHHO-MIIIOCTPATUBHOTO
mnpousBefieHnst (IOPTpeT, Mmei3ax, Kapu-
KaTypa U T. [i.). YUUTBIBAETCA U TO, YTO Ha
n306pakeHye BAVAET Y XKAHP peKIaMM-
pyemoro ¢uabma. To ke MOXHO CKasaTb
7 O CTU/Ie KaK BefylleM HallpaBlIeHUU B
UCKYCCTBE, KOTOpOe MEHSEeTCA CO BpeMe-
HeM. Kak M3BeCTHO, KaXKAbIil XyTOXHIK-
IUVTAKATUCT MMeeT COOCTBEHHBII CTWIb,
1 BIMAHNE HAa HEro OKas3bIBaeT HAaIlpaB-
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NeHMe B KMHeMatorpade. VHaue rosops,
ompefeneHNre CTUAA U >KaHpPa KMHOIIIA-
KaTa — BONPOC HEOHO3HAYHBIif, ¥ 9TOT
aCIIeKT UCCTIeflyeTCs B CTaTbe.

Kntoueevie cnosa: ITakaT, KMHOIIAKaT,
CTNIIb, JKaHP, XYTOXHUK-TITTAKaTUCT

Styles and Genres of Film Poster.
Terminological Aspect

UDC 769.91

Author: Ekaterina M. Mihalkina, Post-
Graduate Student at the S.A. Gerasimov All-
Russian State Institute of Cinematography;
leading librarian at the Art editions depart-
ment of the Russian State Library
Summary: The article analyses the no-
tions of style and genre of film posters
which requires a multifaceted approach
due to the multidimensionality of assess-
ment. Film poster itself is considered a
sub-genre of poster, but it has certain
characteristics of a descriptive art work
(portrait, landscape, caricature etc.). The
influence on the poster image of the genre
of the movie being advertised is also taken
into consideration. The same can be said
about style, this leading tendency in arts
which changes with time. It is well known
that every poster artist works in his own
style and this style is influenced by the
trends in cinema. In other words the defi-
nition of the style and genre of film post-
ers is a complicated question which is
studied in the article.

Key words: poster, film poster, style, genre,
poster artist

KYJIbTYPA 3KPAHA | KYJIbTYPONOTUA. dUN0COPUA

Bosmoxxna mu punocodus KuHo,

M KaKye acIeKThl MOTYT CTaTh

ee pegMeToM?

VIK 778.5.01

Aemopvi: Xpenoe Huxonaii Anopeesuu,
nokrop ¢umocopcknx Hayk, mpodeccop,



saBefyomuit  CeKTOpOM XyHOXKeCTBEH-
HBIX IIpo6/IeM Mefiua, OTHeN MESUITHBIX 1
maccoBbix nckyccts ®I'BHUY «Tocynap-
CTBEHHBIN MHCTUTYT MCKYCCTBO3HAHUA»
Munucrepcrsa Kynbrypol PO.

Xpenos Anopeii Huxonaesuu, xanpupar
KY/IbTYPOJOTMM, BERYWIMII Hay4HBIA CO-
TpysHuK  HaydHo-McCe0BaTeNnbCKOTO
cexropa PI'BOY HI1O «Akagemns Menua-
UHYCTPUW».

Annomauus: B crarbe (Hauano — Tom 13,
Ne 2 (48), 2021; Ne 3 (49), 2021) craBuTCst
BOIIPOC O pa3paboTKe OTHEIbHOrO Ha-
IpaBJIeHNs B HayKe 0 KNHO — dutocobun
K1HO. ONBIT aBTOPCKOTO KMHO, CBSI3aH-
HBIII C aKTMBM3auMelr GpuaocodcKux mom-
TeKCTOB B (PU/IbMaX, 11 €T0 CBA3MU C TAaKUMMU
TedeHUsAMH, Kak (umocodus XusHu, K-
3MCTEHIIMAIU3M, TIOCTMOJIEPHU3M 1 Jla/ee,
IOVMKTYeT HeOoOXOAMMOCTb B paspaborke
IDAHHOTO HallpaB/leHN:A. B cTaTbe BbImeNA-
I0TCS TPU acleKTa KuHeMarorpada, Tpedy-
fomye GuIocodCKOro MCCaefoBaHuA. ITO
KuHeMaTorpaduyeckuii onelt, crenndnxa
KMHEeMaTorpaguyeckoro BpeMeHM 1 Te-
JIECHOCTD.

Kniouesvte cnoea: teopus kmHo, ¢uso-
codust kmHo, B. Bamam, C. Jitsenurreits,
1. Tpuddnr, JK. [lenes, A. beprcon, nocr-
MOJIEpHN3M, aBTOPCKO€ KIHO, KIHeMa-
TOrpadMyYecKuil OMbBIT, TeIeCHOCTb, YYB-
CTBEHHOCTb

SCREEN CULTURE | CULTUROLOGY. PHILOSOPHY

Is Film Philosophy Possible and What
Aspects of Cinema May Become its
Subject?

UDC 778.5.01

Authors: Nikolai A. Khrenov, Doctor of
Science in Philosophy, Professor, Head
of the Section of the Artistic Problems in
Media, Department of Media and Popu-
lar Arts, State Research Institute for Art
Studies;

MPE3EHTALINA ABTOPOB | SUMMARY

Andrei N. Khrenov, PhD in Cultural Stud-
ies, Leading researcher, Research Section,
Academy of Media Industry.

Summary: The article (for the beginning
please refer toVol. 13, Ne 2 (48), 2021, Ne
3 (49) 2021) raises the question of elabo-
rating a special aspect in film studies, that
of film philosophy. The necessity of work-
ing out these problems is determined by
the experience of cinema d'auteur where
philosophical implications came to the
fore in movies which were closely related
to such philosophical schools as philoso-
phy of life, existentialism, postmodernism
etc. The article specifies three aspects of
cinema which call for philosophical con-
ceptualization. They are cinematic experi-
ence, the peculiarities of screen time and
physicality.

Key words: film theory, film philosophy,
B. Balazs, S. Eisenstein, D. Griffith, G. De-
leuze, H. Bergson, postmodernism, cinema
dlauteur, cinematic experience, physicality,
sensuality

MWPOBOI KMHOMPOLIECC | AHATIN3

MTanbAaHcKuili BApMaHT PyCCKOi
TNTEPATyPHOIL KITACCUKU B PpUIbMax
«Bypa» u «Crenb» Anp6epro
JIaTTyapnpr

VIK 778.5.04.072.094+778.5 1

Aemop: 3axapos Imumpuii Bnaoucnaso-
8UY, KaHINUJAT UCKYCCTBOBENEHUA, BENY-
muit nepeBofurk Jlaboparopuu 3apy6ex-
Horo KnHo, BITIK.

Annomauus: CyllecTBYIOT YC/IOBHBIE,
«/JleaIbHble» TUIIBl KUHO3KPAHU3ALNIL,
HpecTaB/IAoIMe co60li Kak OBl Ba MO-
moca. OfuH OTINMYAeTCS CTPOIMM Crie-
TNOBaHMEM JUTEPATYpPHON IEePBOOCHOBE,
CTPeMUTCA COXPAHUTH APaMaTyprumo (cro-
JKET, XapaKTepbl, )KaHP), CTUIEBYIO CTPYK-
Typy (M300pasuTenbHO-BBIPASUTEIbHbBIE
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SUMMARY | NPE3EHTALINA ABTOPOB

CpefCcTBa, TeMIIO-PUTM), OCHOBHYIO UIEI0
n Temy. Jpyroil M3sHa4aqbHO OTKAa3bIBa-
eTCsl OT TAKOTO «OyKBaJIbHOTO IepeBOfia»,
«3KBMBAJIEHTHOTO BOCCO3AHMA» XYLOXKe-
CTBEHHON CTPYKTYpbl M MBIC/IM, BOJIBHO
UCIIOIb3YsI MOTUBBL U «00Opasbl» OPUIN-
Hama. MeXXAy HUMM HaXOJATCSA IPOMEXy-
TOYHbIE BAPMAHTHI, K KOTOPHIM, B YaCTHO-
CTU, OTHOCATCSA JIB€ 9KPaHM3aI I PYCCKOII
KJIACCUKM,  CHe/IaHHble  UTAIbSHCKUM
pexuccepom Ambbepro Jlarryamoir —
«Bypsi» (mo pomany Ilymkmua «Kamu-
TaHcKasg fmouyka») u «Cremb» (IO OHO-
uMeHHON moBectu Yexosa). ITockonmbky
JIaTTyaza, IO CyTH, MajlOM3BeCTHOE UM
IJIS1 KUHOBeZIeHV s, CTaThs IIpefiBapeHa He-
06X0MMOII KPAaTKOI1 IIpeaMOyIoiL.
Knwoueswvte cnosa: xuno Vitanuu, pycckas
MUTepaTypHas KIacCUKA, SKpaHM3aIusd,
MHTepIpeTanns, 9KIeKTUKA, PEeBOTIOLU-
OHEP-9KCTPEMUCT, COLMATbHBIN GaHAUT

WORLD CINEMA | ANALYSIS

The Italian Version of the Russian
Literature Classic in the films
“Tempest” and “The Steppe” by Alberto
Lattuada

UDC 778.5.04.072.094+ 778.51

Author: Dmitry V. Zakharov, PhD of Art,
S.A. Gerasimov All-Russian State Institute
of Cinematography.

Summary: There are basically two kinds of
“polar” approaches to screen adaptation.
Some films pattern the literature origin,
try to preserve dramaturgy (plot, character
sketches, genre), stylistic structure (means
of depiction and expression, temporhythm),
main idea and subject matter. Other adap-
tations refuse to “translate” the literature
source, to reproduce artistic structures and
ideas. Instead they loosely exploit the mo-
tives and “images” of the original. Some-
where in between we find borderline works
and among them are two screen versions of

m BECTHUK BIMK | TOM 13, N° 4 (50) | IEKABPb 2021

Russian classics made by the Italian direc-
tor Alberto Lattuada — “Tempest” (from
the novel “The Captains Daughter” by
Pushkin) and “The Steppe” (from the short
novel by Chekhov). As Lattuada is virtually
unknown to film scholars the article is pre-
ceded by a short introduction.

Key words: Italian cinema, Russian clas-
sical literature, adaptation, interpretation,
eclecticism, revolutionary-extremist, social
bandit

Heupanckoe KxmHo pexxuccepa
Moxcena Maxmanb6ada

YIK 791.43-24

Aemop: Ipuzopveea Hamanvs Iennaoves-
HA, KAHIUJAT UCKYCCTBOBENEHM, JOLEHT
KadeIpsl PyCCKOTO ¥ MHOCTPAHHBIX A3bI-
koB, BIVIK um. C.A. [epacumoBa.
Annomauus: B craTbe uccnenyercsa TBOp-
4ecTBO MPAHCKOIO pexuccepa MoxceHa
Maxmans6ada B amurpanyn. B 2005 rogy
OH, KY/IbTOBbIN pexxuccep VpaHa, nsBect-
HBII CBOMMM KapTMHaMmn B 1990-x ropax,
IIOKVHY/I POAVHY IO IOUTUYECKUM IpU-
YHaM, YTO B KOPHE M3MEHI/IO XapakTep
ero TBopyecTBa. CuntaeTcs, 4To Maxmab-
6a¢ He yTpaTmn umHTepec K mpodeccun u
po6yeT ceOs1 B pa3HbIX XKaHpax, HO ero pa-
60TbI 32 TOCIEHYE 15 1eT CBUeTeNIbCTBY-
0T 00 yIIajiKe €ro TBOPYECKOI Kapbepbl.
Knrouesvie cnosa: npanckoe kuHo, Mox-
ceH Maxmanb6ag, TBOPUECTBO B IMUTpa-
MM, KOCMONOIUTU3M, MPAHCKIE PeXIC-
cepnl
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Summary: The article studies Mohsen
Makhmalbaf’s films made outside Iran. The
cult Iranian film director of the 1990s was
forced to leave the country in 2005 for po-
litical reasons, which radically changed the
character of his work. It is generally agreed
that Makhmalbaf has not lost interest in his
profession and tries working in different
genres, but his works of the past 15 years
demonstrate a downward trend in his cre-
ative career.

Key words: Mohsen
Makhmalbaf, creative work in emigration,
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BugeokoHTeHT COIMATBHBIX CeTel
KaK HOBBIii MHCTPyMEHTapuii

3KPaHHBIX ICKYCCTB

YK 7.01:15+798.5.01.067.2:15

Aemop: Tiopun bozoan Anmonoseuu,
acriupaHT 1 roa o4HOI GOpMBI 00yUeHNH,
Kadeapa 3CTETUKY, MCTOPUU U TEOPUU
KynpTypbl, BITIK.

Annomauvus:
ceTeil O0KasajoCh TOpasjo CUIbHEE U
cepbesHee, YeM 3TO MOXKHO ObLIO Ipefi-
craBuThb 10 jieT Hazaj. DTO CyLIeCTBEHHO
U3MEHNIO MOTPeOUTENbCKIE MIPefIouTe-
HYs1 001eCcTBa, €ro OTHOLIEHNE K 9KpaH-
HBIM HpPOMU3BEJEHMAM, a TaKKe MOJesb
COLIMAIbHBIX CBsI3€eM, OKa3bIBaIOIIell BIM-
SAHUE Ha CyLIeCTBOBaHNE COBPEMEHHOTO
KknHemarorpada. B craTbe aHanMsupyer-
cs1 mpo6ieMa MOsIBIEHMsI BUJEOKOHTEHTA
B COIMAJIbBHBIX CETAX, CTaBIIETO KaTajn-
3aTOPOM M3MEHEHMII 3PUTENIbCKOTO BOC-
OpUATUA M KII0YOM K MCIOIb30BaHUIO
HOBBIX UHCTPYMEHTOB B cepe 9KpaHHBIX
UCKYCCTB.

Bnusumne COLMA/IbHBIX

Knioueevie cnoéa: BUIEOKOHTEHT, uud-
poBM3anuA, AUJPKUTAI-IIPOCTPAHCTBO,
CKPMHIUIEN, JUIKUTAN-KOHTEHT, CTpPHU-
MUHT, COIMaTbHAsA CETh

© Translated by
The Laboratory of the Foreign Cinema, VGIK

AKTYAIIbHOE COBbITUE | XPOHUKA B AETANAX

TELEVISION | DIGITAL ENVIRONMENT

Media Video Content as a New Toolkit
for Screen Arts
UDC 7.01:15+798.5.01.067.2:15

Author: Bogdan A. Tyurin, 1-st year full-
time Post-graduate Student at the Depart-
ment of Aesthetics, History and Theory of
Culture, S.A. Gerasimov All-Russian State
Institute of Cinematography.

Summary: The influence of social net-
works turned out to be much stronger and
more serious than one could have imag-
ined 10 years ago. It drastically changed
consumer preferences in society, its per-
ception of screen art works as well as the
model of social ties influencing modern
cinema. The article analyses the problem
of video content in social networks which
has precipitated changes in the audience
perception and has become a key to the
use of new tools in the sphere of screen
arts.

Key words: video content, digitalization,
digital space, screenplay, digital content,
streaming, social network

Onsa o6cyXpmeHUsT ¢ aBTOpaMu TpoO-
JIEMAaTUKN CTareil, OMyOIMKOBAaHHBIX B
HOMepe, Hpocb0a IPHUCHUIATh MICHMA
Ha 9/IeKTPOHHBIN ajpec peJaKIMu:
vestnik-vgik@vgik.info

For further discussions please contact
the authors on: vestnik-vgik@vgik.info

TOM 13, N° 4 (50) | IEKABPb 2021 | BECTHUK BI'MK m



