DOI: 10.36340/2071-6818-2022-18-5-41-51

Andrey N. Fomenko

Doctor of Arts, Head Researcher
Russian State Humanitarian University
e-mail: st802682@spbu.ru

Moscow, Russia

EISENSTEIN'S TWO CONCEPTS OF MONTAGE AND
THE EVOLUTION OF THE SOVIET AVANT-GARDE IN
THE 1920S-1930S

Summary: In the 1920s, montage became one of the
most characteristic strategies of avant-garde art, which was
based on the understanding of the art work as a complex
whole. It suggested the possibility of a recombination of
relatively autonomous elements which was based on a re-
thinking of the general concept of artistic creativity and,
in particular, the rejection of the traditional opposition of
artistic labour to industrial, “alienated” labour. Sergei Ei-
senstein’s theory and practice of film editing were vivid
manifestations of this approach. Thus, the scene “Keren-
sky in the Winter Palace” from the film October (1927) can
be regarded as a thematization of his concept of montage
and its ideological implications: dispersing the single im-
age of the emperor and God, Eisenstein put the hetero-
geneity and discreteness of signifiers in place of totality.
Such a model of montage can be called inductive: the
movement proceeds from a particular representation to
a general meaning by comparing this representation with
others, particular and «non-correlative». At the turn of the
1930s, the concept was criticised within the anti-formalist
campaign. However, in 1938, Eisenstein undertook a re-
vision of his theory based on a deductive approach rath-
er than inductive one. Now montage was carried out in

In the 1920s, montage became a universal strat-
egy of the artistic avant-garde (especially Soviet). Its
examples can be found in almost all art forms from
painting to literature, not to mention photography
and cinema. The strategy essence lies in the under-
standing of the work as a complex whole, made from
relatively autonomous parts, allowing the possibil-
ity of recombination, that is, reassembly (even if it
is purely speculative). It can be assumed that such
an approach is based on a rethinking of the gener-
al concept of artistic creativity and, in particular, on
the rejection of the traditional opposition of artistic
labour to industrial, “alienated” labour. According to

the perspective of the initially given signifier: it appeared
as a choice of a limited number of signifiers from a po-
tentially infinite set for the best disclosure of the topic —
to create its comprehensive representation». Eisenstein
found examples of the use of this strategy in all forms of
art, including painting and literature: everywhere, the im-
age formation means the selection and comparison of a
small number of components and the achievement of the
effect of the identity of the particular and the general. At
the same time, Eisenstein used the concept of the image
(obraz), which played a key role in the aesthetic discussions
of the 1930s; he understood the image as montage and
extended the montage principle to all types of art, both
temporal and spatial. His article “"Montage 1938" contains
one of the most convincing and articulate theories of the
image in the history of aesthetic thought. By undertaking
to rehabilitate montage, Eisenstein exceeded the level of
the task at hand and defined this strategy as the univer-
sal basis of any artistic practice, rooted in the functioning
of human consciousness itself.

Keywords: montage, Soviet avant-garde, Eisenstein,
montage feature, image, new baroque, formalism, kitsch,
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the traditional model, an artist creates from scratch,
from semantically and structurally neutral materi-
al (for example, paint squeezed out of a tube onto
a palette can eventually become a signifier of the
sky, water, blue drapery or a bluish reflection from
this drapery on the model’s body). In some way, the
artist is similar to the demiurge, who creates forms
from formlessness, from “the dust of the earth” or
from some maximally plastic material like clay. On
the contrary, according to the assembly model, the
artist deals with ready-made, pre-formed elements
that he or she puts together — much like an indus-
trial worker behind the assembly line (but also, a
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collector who organizes his or her collection). The
absence of «organic» and «necessary» (due to its
continuity) connections between the parts indicates
that this construction is not permanent; on occa-
sion, it can be dismantled, and its parts can be used
as part of another structure.

However, in this case, | am not interested in the
period of the rise of montage when it absorbed not
only the sphere of advanced art but also penetrat-
ed into popular culture, or rather, the period of its
decline when montage was sharply criticized as a
manifestation of petty-bourgeois aestheticism. A
specific text, the author of which did a lot to pro-
mote this strategy once, will be the focus of my
attention. We are talking about the article «<Mon-
tage 1938» by Sergei Eisenstein.

The antitheses with which Eisenstein begins the
article are reminiscent of the context in which the
article was written: “There was a period in our cin-
ema when montage was proclaimed ‘everything'.
Now, the period when montage is considered “noth-
ing” is coming to an end” [Eisenstein 1938: 156].
One gets the impression that the text was written
by the author as «self-criticism» and at the same
time revenge. An attempt to rehabilitate the strat-
egy that played the key role in the theory and
practice of the «<montage-textural» cinema of the
1920s, and, in the first place, for Eisenstein him-
self, is before us. It was subsequently subjected to
harsh criticism in the course of the struggle against
«formalism». Thus, taking advantage of a good
moment (the dissolution of independent creative
associations in 1932 and the subsequent procla-
mation of socialist realism as a unified method of
Soviet literature and art reconciled, to some ex-
tent, different forces on the cultural scene), Eisen-
stein wanted to show that montage was something
if not everything. He correlated his argumentation
with the emerging canon of socialist realism, try-
ing to smuggle some of the ideas of the 20s, sub-
jected to significant correction, into it “from the
back door”. One of the elements of this canon is
the concept of “image”, once rejected by the for-
malists as useless [Shklovsky 1990: 58-72] but de-
fined by Eisenstein as the essence and purpose
of montage. The concept played a key role in the
texts of socialist realist theorists and opponents
of the avant-garde.

What is the difference between, relatively speak-
ing, «original» (or, in Eisenstein’s terminology, «left-
ist») and «revisionist» theory of montage?
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Eisenstein defined the first one as follows: “While
playing with parts of film, they [art “leftists"] discov-
ered one quality that greatly surprised them for a
number of years. This quality consisted in the fact
that any two pieces placed side by side inevitably
combine into a new representation that arises from
this comparison as a new quality.” This new quality,
as it is known, Eisenstein called the «<montage fea-
ture». According to the author, he was captivated by
the feature of the “irrelativity of the pieces, which,
nevertheless, and often in spite of themselves, be-
ing compared at the editor’s will, created a ‘certain
third" and became correlative” [Eisenstein 1938: 157,
158]. In other words, the montage method of the
1920s had the character of a kind of induction: the
movement went from a particular representation to
a general meaning by comparing this representa-
tion with others, just as particular and “non-correl-
ative”. Moreover, it was important that the share of
«inconsistency» be preserved in the final result so
that the editing line always implied the possibili-
ty of recombination and the identification of other
meanings, other «<mantage features».

This idea goes back to early formalism and, in
particular, to Viktor Shklovsky's texts: to the under-
standing of an art work as a montage structure made
up of heterogeneous elements fitted to each other
with more or less care. At that time, Shklovsky be-
lieved, it was important to weaken the strength of
the structure, to give it a free, «arbitrary» charac-
ter. He was not alone in this opinion: practically all
the “leftist” art of the 1920s shared this approach
for the definition of which, in fact, the concept of
“montage” was used. Already then, this concept ac-
quired an essentially universal, transmedial charac-
ter — the character of the new poetics, which was
mentioned at the beginning of this article. Let me
remind you that Eisenstein first used the concept
of «montage» in a figurative sense back in the pe-
riod of his activity as the theater director. | am, of
course, referring to the well-known article «<Mon-
tage of Attractions» [Eisenstein, 1923], which is one
of the earliest and most typical examples of the de-
scribed poetics of «construction» and «element».
However, we find the most convincing example of
«inductive montage» in Eisenstein’s cinematograph-
ic practice, in his film October (1927).

| will dwell on one particularly eloquent episode
of this film, depicting Kerensky in the Winter Pal-
ace. In short, the general meaning of this episode
(its «<montage feature») consists in exposing Ker-



ensky’s supposedly dictatorial, Bonapartist ambi-
tions and, at the same time, in demonstrating their
inconsistency. This meaning is articulated through
a chain of signifiers, which includes figurines and
sculptural miniatures in the interior of the Winter
Palace: ranks of tin soldiers, rows of crystal glasses,
a bust of Napoleon, a bottle with a cork in the form
of an imperial crown, etc. The meaning is transpar-
ent: Kerensky is Napoleon in miniature, insignifi-
cant ruler capable of commanding only an army of
tin soldiers or glasses, which does not prevent him
from cherishing ambitious plans and dreaming of
restoring monarchical power. (Part of the episode is
the «reconstruction» of the monument to Alexan-
der lll — a reverse reproduction of the scene of its
dismantling from the beginning of the film.)

Then a new twist appears in the plot: the counter-
revolutionary rebellion of General Kornilov, another
«Bonaparte». Expanding this idea, Eisenstein dou-
bled the figurine of Napoleon on the screen, showing
the confrontation between two equally toy dicta-
tors. However, another one intervenes in this chain
of signifiers when the call of the Provisional Gov-
ernment appears on the screen to defend the rev-
olution «in the name of God and the motherland».
«God?», Eisenstein asks rhetorically, followed by a
series of frames with works of cult sculpture of var-
ious religions, starting with Christ the Pantocrator
and ending with primitive idols from the collection
of the Ethnographic Museum.

The traditional interpretation of this sequence,
put forward by Eisenstein himself [Eisenstein 1929:
59], comes down to the idea: «God = idol». How-
ever, in the general context, the idea of plurality
turns out to be no less important, if not more im-
portant: “Which god?”, as if the director asks and
further lists the possible options, at the same time
showing the multiplicity of «<Bonapartes» (as well as
the «prefabricated» nature of the monument to Al-
exander lll, destroyed at the beginning of the film).
In addition to the actual ideological meaning, this
montage feature has an autoreferential, allegorical
meaning: both Bonaparte and God are the embodi-
ment of absolute unity, absolute power — secular in
one case, sacred in another. Diffusing a single image
of the emperor and God, Eisenstein put the heter-
ogeneity and discreteness of signifiers in place of
this totality. The particular triumphs over the gen-
eral, the «gods» triumph over God.

The apogee of this celebration is the final, «schiz-
ophrenic» part of the episode, where both chains

(«bonapartes» and «gods») intersect in a feverish
alternation. It is as if the element is freed from the
meaning that has just been formulated with its help;
the signifier again acquires autonomy and enters
into an anarchic interaction with the signifiers of
another chain.

Of course, viewers spontaneously seek to over-
come the semantic anomaly: they are forced to
look for a signifier of a higher, or simply different,
order, which unites the two previous ones: Bona-
parte and God. This new montage feature (or «dom-
inant») presupposes a partial liberation of signifiers
from previously formulated meanings. This time,
it is based on the fact that the signifiers of both
chains belong to the general category of «stat-
ues», artificial figures. The new structure can be
regarded as follows: both monarchical power and
religion come down to a set of external attributes,
empty trinkets that have nothing to do with real
("adult”) life, its tasks and challenges, to which only
the Bolsheviks and the worker-peasant masses led
by them are able to respond adequately. However,
for us, in this case, it is not so much the decipher-
ing that is important but the process of meaning
formation itself, based on the recombination and
resemantisation of signifiers. Eisenstein took a cer-
tain set of elements and made them «work» differ-
ently depending on the context within one rather
short episode. It is also significant that the mon-
tage feature (especially in the third case) is not en-
tirely obvious: it is a kind of hypothesis that the
viewer puts forward after analysing the data pre-
sented to them.

The meaning is denaturalised due to the above
features. The mechanism of meaning formation is
exposed as a discursive structure; for all its unambi-
guity, the ideological message that such a structure
carries (for example, the idea of Kerensky's dicta-
torial aspirations) retains a conditional character.
In other words, the manipulation of signifiers turns
out to be self-revealing and not hiding its tenden-
tiousness. It is clear that such an approach to the
articulation of ideological messages cannot suit the
authorities, who need to «conceal» and not «uncov-
er» the method. At first glance, Eisenstein’s article
of 1938 corresponds to such a need. However, the
context of the revision undertaken by Eisenstein is
broader and more complex than it might seem at
first. | have no opportunity to reconstruct this con-
text in all details here. | will point out only one of
its components.
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In his review of the film October in the late 1920s,
Viktor Shklovsky first used the concept of «baroque»
to describe the key trend of Soviet «leftist art», mean-
ing by it the emphasis on a detail, a «piece» as op-
posed to a single structure, in other words — the art
of inductive montage, of which this film serves as a
model example. In 1932, in the article “The End of
the Baroque. Letter to Eisenstein», Shklovsky stat-
ed that this strategy had completely exhausted it-
self, that «continuous art is coming», art where the
whole determines the particulars [Shklovsky 1990:
448-449]. Shklovsky limited himself to a statement
without proposing a detailed theory of the “new
connection”. It seems that this is exactly what Eisen-
stein did for him six years later in a text that serves
as a kind of a detailed answer to the questions to
which Shklovsky’s short note led.

In this text, the essence of the revisionist redefini-
tion of montage is as follows. Previously, says Eisen-
stein, we understood the "montage piece” (plan-shot)
as something irrelevant and focused on those “par-
adoxical cases” when "the whole, the general and
the final is not provided but unexpectedly arises”;
that is, on the combinatorial play of signifiers. Now,
he continues, one should “turn to cases where the
pieces are not only not irrelevant to each other but
when the final, general, whole is not only provid-
ed for but it predetermines both the elements and
the conditions for their comparison”. Induction is
replaced by deduction, the autonomy of an element
is replaced by its subordination to a certain gener-
al theme. Montage is carried out in the perspective
of an initially given signifier: it appears as a choice
of a limited number of signifiers from a potentially
infinite set for the best disclosure of the topic —to
create its “comprehensive representation” [Eisen-
stein 1938: 159-160].

Eisenstein found examples of this strategy’s use
in literally all forms of art including painting and lit-
erature: everywhere an image formation means the
selection and comparison of a small number of com-
ponents and the achievement of the effect of iden-
tity of the particular and the general. At first glance,
the new theory of montage, let us call it «deduc-
tive», which subordinates the particular to the gen-
eral, might seem to correlate with the totalitarian
type of power and lead to the concealment or nat-
uralisation of the method. Now a viewer or a read-
er is not dealing with an experimental set of data,
the comparison of which generates various seman-
tic effects, but with a firmly welded structure where
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the detail is inseparable from the whole. The reader/
viewer has no choice but to take this structure for
granted. One can go further and see an analogue of
another opposition — avant-garde and kitsch, which
was put forward by Clement Greenberg in the arti-
cle of the same name, published in the same year,
1939, as Eisenstein’s article, in the opposition of in-
ductive, or analytical, and deductive, or synthetic,
montage. Let me remind you that Greenberg also
defines kitsch as “synthetic art” where “identifica-
tions are obvious” [Grinberg 2005].

All these parallels are, of course, not unfound-
ed. However, getting carried away with them would
mean significantly simplifying the content of Eisen-
stein’s article and losing sight of other parallels —
both with classical aesthetics, with its idea of the
identity of the particular and the general (it is char-
acteristic that all the examples he cites refer to the
art of a more or less distant past: Leonardo, Tol-
stoy, Maupassant), and with the ideas of the Rus-
sian Formalists, which, in my opinion, Eisenstein not
so much refuted as developed and clarified.

| am referring to Shklovsky's idea of art as a
deautomatisation of perception («estrangement»),
which he formulated in the same article («Art as a
Technique», 1917), where he rejected the concept of
an image as conceptually useless and, so to speak,
«non-specific» for art. “Art makes stone stony,” is
Shklovsky's famous aphorism [Shklovsky 1990: 63].
Eisenstein, who rehabilitated the concept rejected
by Shklovsky, actually came to the same idea when
he discussed the mechanisms of image formation
in art and everyday practice and showed the con-
nection and, at the same time, the subtle difference
between these processes.

Eisenstein gave examples of «utilitarian» images
that allow a person to navigate in time and space: for
example, the image of «five o’clock in the evening»
that occurs to us when looking at a clock and which
is not reduced either to their geometric pattern or
to a literal, denotative, meaning; it includes a whole
range of connotations or, in Eisenstein’s words, «a
swarm of ideas associated with the corresponding
hour». The mechanism of image formation is trig-
gered whenever we encounter new realities — often
spontaneously, and sometimes quite intentional-
ly, like mnemonics (Eisenstein refered to person-
al experience of purposefully forming images of
New York streets). This mechanism is nothing more
than an installation during which a certain set of el-
ements is added into a single whole. However, in



«life» this process develops towards automation:
in other words, we are interested in the final result
which we strive to achieve in the shortest possible
way, with minimal energy consumption. The forma-
tion of an image as such has no value. Art is anoth-
er matter: here the result is inseparable from the
process: “A work of art, understood dynamically, is
the process of image formation in the feelings and
mind of the viewer” [Eisenstein 1938: 163].

Apart from the particular «political» objectives
that Eisenstein supposedly had in mind, his article
contains one of the most convincing and articulate
theories of the image in the history of aesthetic
thought. By undertaking to rehabilitate montage,
Eisenstein exceeded the level of the task at hand

and defined this strategy as the universal basis of
any artistic practice, rooted in the functioning of the
human consciousness itself. In other words, contra-
ry to his initial modest remark, he came to the con-
clusion that montage is everything.

The case considered is just one example of the
fact that in the Soviet art of the late 1920s and 1930s,
processes were taking place. While not contradict-
ing the official line, they were not at all the result of
directives issued from above and were not reduced
to their obedient implementation. It left room for
artistic experimentation (though one that ran coun-
ter to the principles of the classical avant-garde) and
for its conceptualisation. The new theory of mon-
tage was one of the results of this conceptualisation.
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[1BE KOHLIEMNLM MOHTAXA Y SM3EHLUTENHA
1 SBONOLLNA COBETCKOIrO ABAHTAPAA
1920-1930-X rO0B

AHHomayus: B 1920-e rogbl MOHTaX CTan O4HOW u3
Hanbosiee xapakTepHbIX CTpaTeruii aBaHrapAHoOro uc-
KyCCTBa, OCHOBaHHOW Ha MOHUMaHWW NPOV3BeAeHNA
KaK CJIOXXHOCOCTaBHOTO LieNoro, npejanonararoLero
BO3MOXHOCTb PeKOMBUHALMN OTHOCUTEIbHO aBTOHOM-
HbIX 3/1eMeHTOB. B eé ocHOBe NeXuUT nepeocMbicie-
HVe oOLLel KOHLeNnUun XyAoXecTBEHHOro TBOpYecTBa
W, B YaCTHOCTU, OTKa3 OT TPaAMLMOHHOro MPOTMBOMNO-
CTaBNEHWA XYJ0XECTBEHHOrO TpyAa TpyAy NPOMbILL-
NEHHOMY, «OTUYXAEHHOMY>. IPKUM Bblpa>KeHUeM 3TOro
nojxoja ctaja Teopua n npakTnka knHomoHTaxa Cep-
res DseHwTenHa. Tak, cueHa «KepeHckuin B 3umMHem
asopue» 3 ¢unbma «OkTabpb» (1927) MoxeT ObITb
npouMTaHa kak aBTopediekCMBHana TemMaTusaumna ero
KOHLeNuMu: pacnblnsg eAnHbln obpas uMmnepaTtopa
n bora, 3li3eHLWTeNH CTaBUT Ha MeCTO TOTaNbHOCTH
reTeporeHHoOCTb U ANCKPETHOCTb O3HauaroLmnx. Takas
MOZe/lb MOHTaXa MOXeT 6blTb Ha3BaHa UHAYKTUBHOW:
ABUXeHVEe NAET OT YaCTHOro NpeAcTaBAeHUs K 0bLLeMy
CMbIC/ly MYTEM COMOCTaBEHNSA 3TOTO NpeACTaBieHUs
C APYTMMW, CTONb e YaCTHbIMU U «HECOOTHOCUTENb-
HbiMU». Ha pybexe 1920-1930 rosoB faHHas KOH-
uenuusa 661 NoABeprHyTa KPUTMKE B pamkax 60pbobl
¢ popmannsmom. OgHako B 1938 rogy, B nepuog oTHO-
CUTEeNIbHOTO OCNabaeHns 3TOW KPUTUKKN, DN3EHLUTENH
npesnpuHYMaeT PeBU3NIO CBOEH TeOPUM, OCHOBAHHYHO
yXe He Ha UHAYKTUBHOM, a Ha AefyKTUBHOM NOAXoJe.

B 1920-e roabl MOHTaX CTan YHUBEPCaNbHOM
cTpaTermen xyAoXecTBeHHOro (0cobeHHO coBeT-
CKOro) aBaHrapza, Nnpumepbl KOTOPO MOXHO HanTK
npakTUYyeckn BO BCEX BMAAX MCKYCCTBA OT XXMBOMW-
CV A0 nnTepatypsbl, He roBops y>ke o dotorpadumn
n knHematorpade. CyTb €€ 3ak/toyaeTcsa B MOHU-
MaHWN NPOM3BEAEHNS KaK CIOXKHOCOCTaBHOrO Lie-
noro, cobpaHHOro M3 OTHOCUTENIbHO aBTOHOMHbIX
AeTaner, onyckarLwmx BO3MOXHOCTb pekoMbuHa-
LnK, TO ecTb Nepecbopkm (MyCTb YNCTO YMO3PUTESb-
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Tenepb MOHTaX OCYLLECTBAAETCA B MepPCneKkTUBe 13-
HayaibHO 3aZlaHHOr0 03HAaYaeMoro: OH NpPeAcTaéT Kak
BbIGOP OrPaHMUYEHHOro YMC/ia O3HayatoLMX U3 NOTEH-
LManbHO HECKOHEUYHOro MHOXeCTBa ANS HauayyLllero
pacKkpbITUA TEMbl — ANA CO34aHMA €€ «ucUepnbiBa-
towe nosHoro obpasa». MpumMepbl MCMONb30BaHUA
3TON cTpaTerum SM3eHWTEeNH HaXOAUT BO BCEX BUAAX
MCKYCCTBa, BKIKOYAA XUBOMUCb U NUTepaTypy: BCOAY
dopmupoBaHve obpasza 03HayaeT oTOOP M conocTaBs-
NeHve HebObLIOrO KONYEeCTBa KOMMNOHEHTOB U J0-
cTuXKeHne 3ddekTa TOXAECTBA YaCcTHOro 1 obuiero.
Mpu 3TOM D3eHLWTENH 3a4eliCcTBYeT NOHATUE 0bpa3sa,
nrpasLLlee KAHOUYEBYIO POJIb B 3CTETUUECKUX ANCKYCCU-
ax 1930-x rr., npMyém noHnmaet obpas Kak MOHTax
M pacnpoCTpaHAeT MOHTaXHbI/ MPUHLKM Ha BCe BUAbI
MCKYCCTBA, Kak BPEMEHHLI €, TaK U MPOCTPaHCTBEHHbIE.
Ero ctatbs «MoHTax 1938» coaepXnT ogHY M3 cambix
y6eAnTeNbHbIX U ACHO CHOPMYINPOBAHHBIX TEOPUN
obpasa B UCTOPUU 3CTETUYECKONM MbICAK. B3aBLWMCH
peabuanTnpoBaTb MOHTaX, DM3eHLWTeNH NpeBbllla-
eT ypoBeHb NOCTaBAEHHOW 3aZaun 1 onpegenset 3Ty
cTpaTerunto Kak yHMBepcaabHY OCHOBY BCAKOWM XyA0-
KECTBEHHOM MPAaKTUKN, YKOPEHEHHY B GYHKLMNOHMN-
POBaHUN CaMOro YeNOoBEeYECKOro CO3HaHUA.

Knrouesbie coea: MoHmMax, cosemckuli asaHeapo, -
3eHwmeliH, MOHMAaxHsIlU NpU3Hak, obpas, Hogoe 6apok-
Ko, hopmanusm, kumd, coypeanusm.

Hyt0) I. MOXHO NpesAnoNoXNTb, YTO TaKOW MOAXOZA
onuMpaeTcs Ha NepeocMbICeHne 0bLen KoHLen-
UMM XyZOXECTBEHHOTO TBOPYECTBA 1, B YaCTHOCTK,
Ha 0TKa3 OT TPaANLMNOHHOIO NPOTUBONOCTABEHNS
XYZAOXECTBEHHOTO TpyZa TPYAY MPOMbILLIEHHOMY,
«OTUYXAEHHOMY». COracHO TPagULMOHHOW MO-
AEeNn XyAOXHUK CO3AaéT C HyAs, U3 CEMaHTUYeCKn
N CTPYKTYPHO HENTpasbHOro Matepuana (Tak, kpa-

1. Cm. nogpobHee: ®omeHko 2007: 73-127.



CKa, BblAaBaeHHaa u3 Trobuka Ha nNaanuTpy, MOXeT
B MTOTe CTaTb O3HavaroWwmnmM Heba, BOAbI, CVHERN Apa-
NMUPOBKW UK CMHEeBaTOro pediekca oT 3TOM Apa-
NUPOBKK Ha Tene mozgenun). OH B HEKOTOPOM poje
nogobeH gemuypry, cosgatowemMy Gopmbl n3 bec-
bOpMEHHOCTK, U3 «Npaxa 3eMHOTo» WU U3 HEKO-
ero MakCc1MmaabHO MAacTUYHOro MaTepuana Bpoje
rWHbBIL. HanpoTmB, cOrnacHo MOHTaXXHOW Moge-
NN XYAOXKHWK UMEET AeNo C rOTOBbIMU, NpesBapu-
Te/IbHO OPOPMEHHBIMUN 31eMEHTaMM, KOTOPbIe OH
coefnHAeT BMeCcTe — MPUMepPHO Tak, KaK 3To Je-
NnaeT MHAYCTPUanbHbIA pabounii 3a KOHBENEPOM
(HO Takxke — cobupaTenb, OPraHn3yrLW NN CBOHO
Koanekuuto). OTCyTCTBME «OPraHNYECKnX» 1 «Heob-
XOAMMBIX>» (B CUJTy CBOEN Hepa3pblBHOCTM) CBA3EW
MeXXJy YacTAMM yKa3blBaeT Ha TO, YTO KOHCTPYKLMA
3Ta He AB/AETCA MOCTOAHHOW; YTO NpW Cay4yae OHa
MOXKeT OblTb JEMOHTUPOBAaHa, a eé YacTu UCMOob-
30BaHbl B COCTaBe APYron KOHCTPYKLUW.

OpfHako B @aHHOM C/lyyae MeHs MHTepecyeT He
nepuog B3néTa MOHTaXa, KOrja OH 3axBaTu He TOJb-
KO cdepy NepeAoBOro NCKyccTBa, HO U MPOHWK B Mac-
COBYIO KY/bTYpPY, @ CKOpee Nepuoj ero ynaaka, koraa
MOHTa> Obla NOABEPIHYT Pe3KOWN KPUTUKE KaK Npo-
ABNeHNe MesKobyp>Kya3HOro actetusma. M B LieH-
Tpe MOEero BHUMaHMA OKaXeTCA KOHKPETHbIN TeKCT,
aBTOpP KOTOPOro B CBOE BpeMA CAenan HeMano Ans
NpPOABMXEHNA 3TOM cTpaTermn. Peub nAET o cTaTbe
Cepres dn3eHwWwTenHa «MoHTax 1938».

AHTWTE3bI, KOTOPbIMWU JN3EHLUTENH HAUYMHAEeT 3Ty
CTaTbto, HAMOMMHAIOT O KOHTEKCTe eé HanncaHus:
«bbln Nepunog B HalweM KMHO, KOrja MOHTaX Mpo-
Bo3rnawancs ,BceM”. Ceyac Ha ncxoge nepuog,
KOrjga MOHTaX CUMTAEeTCA ,HUYEM"» [DN3EHLUTENH,
1938: 156]. CknagblBaeTcs BNeyaTaeHmne, Uto TeKCT
HanncaH aBTOPOM B NMOPAJKE «CAMOKPUTUKM» N Of-
HOBPeMeHHO peBaHLua. [lepes Hamu nomnbiTka peabu-
NNTUpPOBaTbL CTPaTernto, KOTopasa Urpana Kato4eByto
POJib B TEOPUM 1 NPaKTUKE «MOHTaXHO-(haKTypHOro»
KMHO 1920-X roZoB 1 CaMOro JM3eHLUTeNHa B nep-
BYIO OYepe/b, BMNOCAEACTBUN Xe bblia NoagBeprHyTa
XKECTKOW KpUTUKe B X04e 60pbbbl ¢ «GopMann3mom».
/1 BOT, NOAb3yACh yAauHbIM MOMEHTOM (POCMyCK He-
3aBMCMMbIX TBOPYECKNX 06beanHeHn B 1932 rogy
1 nocneaytoLLiee NPOBO3raalleHme coLmanncTmye-
CKOro peasn3Ma einHbIM MeTOL0M COBETCKOWN AnTe-
paTypbl U UCKYCCTBa B KAKOW-TO CTEMEHWN MPUMMPUAN
pa3Hble CUAbl Ha KYNbTYPHOW CLieHe), M3eHLTelH
XOYeT NnoKasaTb, YTO MOHTaX — MNyCTb He BC&, HO
BO BCAKOM C/lyyae koe-yTo. CBOKO aprymeHTauuto
OH COOTHOCUT C GOPMUPYIOLLMMCA KAHOHOM COLIM-

aNNCTMYECKOrO peann3mMa, NblTasacb C YEPHOro xoAa
NpoTaLLUTb B HEFrO HEKOTOpPbIE U3 UAEN ABajLaTbIX
roZl0B, OZHAKO MOABEPrHYTbIE CYLLECTBEHHOW KOp-
pekumn. OfHUM 13 SNEMEHTOB 3TOrO KaHOHA CNYXKMUT
NoHATUe «0bpas», Hekoraa oTbpoLLeHHoe hopmanu-
cTaMu Kak 6ecnonesHoe [LUknosckuin, 1990: 58-72],
a Tenepb onpegensemMoe JM3eHLWTENHOM Kak CyLL-
HOCTb ¥ Lie/lb MOHTaXa,— MOHATUE, KOTOPOE Urpano
KJFOUEBYHO POJIb B TEKCTAX TEOPETUKOB COLManm-
CTMYECKOTO peann3ma 1 NPOTUBHNKOB aBaHrapaa 2.

B uém >xe pasHuLa MexXay, YCI0OBHO roBops,
«OPUrMHaNbHOM» (MW, B TEPMUHONOTUN DN3EH-
LWITeMHa, «1eBaLKOM») N «PEBU3NOHUCTCKOM» Teo-
puer MOHTaxa?

MepByto Jli3eHLWTENH onpeaenseT Tak: «/rpas
C KyCKamMu NAEHKW, OHW [,1ieBakn” OT nckyccTsal
0BHapy>Xuan o4HO KayecTBO, CUbHO UX YAUBUB-
Lee Ha pAj NeT. ITO KaYecTBO COCTOR/IO B TOM, UTO
[iBa Kaknx-1nbo Kycka, NoCTaBNeHHbIE PALOM, He-
MUHYEMO COEAMHAIOTCA B HOBOE NpeACcTaBAeHME,
BO3HMKaOLLEE U3 3TOTO COMOCTaB/IEHUN Kak HOBOE
KayecTBO». ITO HOBOE KayecTBO, Kak M3BECTHO, JI-
3eHLWTEeNH MMEHOBaI «MOHTaXHbIM NPU3Hakom». 1o
C/I0BaM aBTOpa, €ro nieHsia yepta «b6e3oTHOCHU-
TENbHOCTU KYCKOB, KOTOPbIE TEM HE MEHEE N YacTo
BOMNpekun cebe, CONOCTaBAAACh MO BOJIE MOHTaXEpa,
poXzanu ,HeKkoe TpeTbe” 1 CTaHOBUIUCH COOTHO-
cUTeNbHbIMU» [DM3eHWwTenH, 1938: 157, 158]. VHa-
ye roBops, MOHTaXHbI MeTog 1920-x rofoB nmen
XapakTep CBOeobpasHON MHAYKLWM: ABMXKEHME LUNO
OT YaCTHOTO NPeACTaBAEHUS K OBLLEMY CMbICAY My-
TEM COMOCTaB/IEHNA 3TOro NPeACTaBAEHUs C APYrn-
MW, CTOJIb XK€ YaCTHbIMU U «HECOOTHOCUTEIbHBIMM».
Mpryém BaxkHO HbINO, UTODBLI J0NA «HECOOTHOCU-
TeNbHOCTN» COXPaHANaCh N B KOHEYHOM pe3y/bTa-
Te, UTOObl MOHTaXKHas CTpoKa BCerga npeanonarana
BO3MOXHOCTb PEKOMOBUHALMM N BbIABAEHNS APYTnX
CMbICNIOB, APYIUX «MOHTaXHbIX MPU3HaKOB».

Vaesa 3ta BOCXOAUT K paHHeMYy dopManmsmy
W, B YaCTHOCTK, K TekcTam BukTopa LLknosckoro:
K MOHUMaHWIO NPON3BEAEHNS UCKYCCTBA KakK MOH-
Ta>HOM KOHCTPYKLMM, COCTaBAEHHON U3 pa3Ho-
POAHbBIX 3/IEMEHTOB, NOAOMHaHHbIX APYT K APYrY
¢ 60/bLIEN UAN MEHbLUIEN TWaTeIbHOCTbO. CeroaHs,
cumntan LLknoBCckMIA, akTyanbHO Kak pa3 0cnabutb
NMPOYHOCTb KOHCTPYKLUK, NpuaaTb el cBOBOAHLIN,

2. OAHUM V3 paHHWX NPOrPaMMHBbIX NMPVMEPOB ero NpUMeHe-
HWUA B KOHTEKCTE KPUTUKM aBaHrapga (B AaHHOM ciyyae dak-
Torpadum) cnyxuT ctatbs Feopra Jlykaya C xapakTepHbIM Ha-
3BaHWeM «PenopTax nav obpasorsopuectso?» [Jlykay, 1933:
91-104].
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«MPOU3BO/bHbIV» xapakTep 3. 1 oH 6bli1 He OAMHOK
B 3TOM MHEHMM: NPaKTUUYeCckn BCE «1eBOe» UCKYC-
ctBo 1920-x rogoB pa3gensno 3ToT NoAXo4, ANs
onpeseneHns KOTOpPoro, CoO6CTBEHHO, 1 HBbINO UC-
MO/Nb30BaHO MOHATME «MOHTaX». ITO MOHATUE yXKe
TOrZa NprMobpeno No CyTm yHUBEPCaNbHbIN, TPaHC-
MeAMaNbHbIN XapakTep — XapakTep HOBOW MO3TK-
KW, O KOTOPOW YNOMMWHANOCh B Hayase 3TOM CTaTby.
HanomHto, Uto Jii3eHLUTelH BNEPBbIE NCMO/Ib30BaN
MOHATME «MOHTaX» Kak pa3 B MepeHOCHOM 3Haue-
HWW eLLé B Nepuoj CBOeW AesTeNbHOCTM B KayecTBe
TeaTpanbHOro pexwuccépa. f, pasymeercs, nMeto
B BUAY M3BECTHYHO CTaTbto «MOHTaX aTTpakLMOHOB»
[On3eHwWwTenH, 1923], KOTOpas NpeacTaBaseT cobown
OAWH N3 PaHHUX U TUMNYHENLLNX NPUMEPOB OMNMU-
CbIBAEMOW NMO3TUKM «KOHCTPYKLUMN» U «31IEMEHTa» 4,
Ho cambiin ybeanTenbHbIi 06pasel, <MHAYKTUBHOTO
MOHTaXa» Mbl HaXOAMM UMEHHO B KMHEMaTorpa-
buryeckon npakTke dM3eHWTEiHa — B ero Gub-
mMe «OkTabpb» (1927).

OcTaHOBAHOCb Ha OAHOM OCOBEHHO KpacHope-
4YMBOM 3MM304e 3Toro Guabma, n3obpaxaroLem
KepeHckoro B 3umHeM gBopue °. KopoTko rosops,
0BLLUMI CMBIC/ 3TOTO 3MM304a (Ero «MOHTaXHbIA Npu-
3Hak») 3aKJH0UAETCs B U306 IMUeHUN SKOObI AMKTa-
TOpCKMX, BOHaNapTUCTCKMX ambuumin KepeHckoro
N OJHOBPEMEHHO B AEMOHCTPALMM UX HECOCTOS-
TENbHOCTU. ITOT CMbICA apPTUKYANPYETCA NoCpes -
CTBOM LLEMOYKM O3HaAYaloLLMX, KOTopas BKAKOYaeT
CTaTy3TKN U CKY/NbNTYPHblEe MUHUATIOPbI B MHTE-
pbepe 3MMHEero: LWepeHrn ON0BSAHHbIX CONAATU-
KOB, pAiZbl XPYCTaNbHbIX PHOMOK, 6t0CT HanoneoHa,
wrod ¢ Npobkow B BMAE MMNEPATOPCKOM KOPOHbI
n 1. 4. CMblcn npo3payeH: KepeHckmii — HanoneoH
B MWUHMATIOPE, HUYTOXHbIV NpaBUTe/b, CMOCOHOHbIN
KOMaHA0BaTb NMLb BOMHCTBOM OJIOBSAIHHbIX COJI-
AATUKOB MM PIOMOK, YTO He MellaeT emy iefenTb
4yecToNto6MBbIE 3aMbIC/Ibl M MeYTaTb O BOCCTAHOB-
NEHNN MOHapxmyeckor Baactu. (MacTbto anmnsosa
CTAHOBMTCA «PEKOHCTPYKLMA» NaMATHMKa AneKcaH-
apy Il — obpaTHOe BOCNpou3BeseHNE CLEHbI €ro
JAeMOoHTaxa 13 Havana punbma.)

3. «[lpeacTaBieHne CAUTHOCTU AUTEPaTYPHOrO Npou3BeAeHs
Yy MEHs 3aMEeHEHO OLLyLLIleHNeM LLeHHOCTW OTAENbHOrOo Ky-
cka. BMecTo cmBaHms KyCKOB MHE MHTEpecHee UX NPoTMBO-
peuns» [LWknosckuin, 1990: 381].

4. Cwm. noapobHee: ®omeHko 2007: 75-90.

5. 3TOT 3nu304 CAYXWUT XPeCTOMaTUNHLIM MPUMEPOM «UHTeN-
NeKTyaNbHOrO MOHTaXa» ¥ B 3TOM KauecTBe 4acTo MpuBO-
AUTCA uccnegosatensaMmm — Hanpumep, [ssunaom bopasen-
JIOM B €ro K1acCMYecKon cTaTbe 06 «3MUCTEMONOTMUYECKOM
cABWUre» B TBOpYeCTBe D¥i3eHLwwTelriHa [Bordwell, 1974-1975:
37-38].
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3aTem B CroXKeTe BO3HMKaeT HOBbIM MOBOPOT:
KOHTPPEBOIOLMOHHBIV MATeX reHepana KopHu-
noBa — elLLé ogHOro «6boHanapTa». PackpbiBas 3Ty
MbIC/b, DW3EHLUTENH YABanBaeT cTaTyaTky Hanone-
OHa Ha 3KpaHe, NokasbiBas NPOTUBOCTOSHME ABYX
B PaBHOW CTEMEHWN UrpyLleYHbIX AMKTaTopoB. Ho
B 3Ty LLeNOoYKy O3HauatoLmx BKANHMBAETCA Apyras,
Korza Ha 3KpaHe nosBAseTcs Npu3biB BpemeHHOro
NpaBWTENbCTBA BCTaTb Ha 3alLUTy PEBOAIOLMN «BO
nma bora n pogunHbl». «bora?» — putopuuyeckn ne-
pecrnpaluvBaeT JN3eHLWTENH, NOCAe Yero cneayet
cepwist KaZpOoB C NPOU3BEAEHNUAMU KYNbTOBOWN CKyNb-
NTYpbl Pa3HbIX PENUTUIA, HauMHasa ¢ XpucTa Bcepep-
KNTENs 1 3akaHuMBas NPUMUTUBHBIMWU MAOAAMM U3
cobpaHusa dTHorpadmuyeckoro myses.

TpaAVUNOHHAA NHTepnpeTaLmna 3Ton nocne-
[0BaTENbHOCTY, BbIABMHYTasA CaMUM D3eHLUTeN-
HOM [2M3eHwTenH, 1929: 59], cBOANTCA K UAaee:
«bor = ncrykaH». Ho B 0bLLeM KOHTEKCTe He Me-
Hee, a TO 1 Hosiee BaXKHON OKa3blBaeTCs naes MHoO-
XKeCTBEHHOCTU: «Kakoro MMeHHo 60ora?» — C/0BHO
BOMPOLLAET PEXMNCCEP M AablLle NepeyncaseT Bo3-
MO>KHbl€ BapWaHTbl, @ 3a04HO NOKa3bIBaeT MHOXe-
CTBEHHOCTb «6OHanapToB» (a Takxke «COOPHbIN»
xapaktep namaTHuka AnekcaHgpy lll, paspyLeHHo-
ro B Havasne ¢mnbma). [ToMMMO COBCTBEHHO MAe-
OJIOTMYECKOro CMbIC/A, 3TOT MOHTaXHbIN NMPU3HaK
MMeeT CMbIC/ aBTopedepPEHTHbIN, aNeropuyeckmii;
n boHanapT, v bor cyTb BonaoOLWEeHMs abCONMOTHOrO
€AMHCTBA, abCOIOTHOW BNACTM — CBETCKOW B O4HOM
c/ly4yae, cakpasbHOW B ApyroM. Pacnbinss egnHbin
ob6pa3 nmnepatopa 1 bora, M3eHLITENH CTaBUT Ha
MeCTO 3TOM TOTaNbHOCTUN FreTEPOreHHOCTb U ANCKPET-
HOCTb O3HauvaloLLMX. YacTHOe Top>KecTByeT Hag 06-
WmM, «6born» — Hag borom.

Anoreem 3TOro TOPXKECTBa CNY>KUT 3aKN0UNTENb-
Has, «Wwmn3odpeHnyeckas», 4acTb anNn3oga b rae obe
Lenouky («boHanapTbl» U «6Orn») cKpeLLmBatoTca
B /IMXOPaJ04YHOM YepesoBaHUN. DNeMEHT CNOBHO
0cBOBOXAAETCA OT TOTO CMbICAA, KOTOPbIW TO/BKO
4TO 6bIN C €ro NOMOLLBIO cHOPMYIMpPOBaH, O3HaYa-
tolLiee CHoBa NpuobpeTaeT aBTOHOMMIO U BCTynaeT
B aHapXmn4yeckoe B3avMOZAENCTBME C O3HaYatoWwmnmm
APYrov LLenoyku.

Pa3symeeTtcs, 3puTenb CMOHTaHHO CTPeMUTCA npe-
OZ0/1eTb CEMAHTNYECKYH aHOMaNNK: OH BbIHY>KAEH
nckaTb 03HavaemMoe 6osiee BbICOKOro — UAN MPOCTO
Apyroro — nopsagka, obbeuHsatoLLee ABa Npesbl-

6. 3Ta uyacTb OTCYTCTBYET B ype3aHHbIX Bepcusx puabma. i onu-
panca Ha DVD-n3gaHve, BbinyweHHoe komnaHuen «<RUSCICO»
(konnekumns «KnHoakagemMms»).



Aywnx: boHanapTta n bora. 3TOT HOBbI MOHTaX-
HbIA NPU3HaK (UNN «AOMWHAHTa») npeanonaraet
YacTUUYHOE 0CBODOOXAEHME O3HaUaOLWMX OT paHee
chopmMynnpoBaHHbIX 3HauyeHU. Ha cen pa3 oH oc-
HOBbIBAeTCA Ha TOM, UTO O3Hauyarowme obenx Le-
noyek NpuHaaexat K O6LLen KaTeropmm «cTaTyi»,
WNCKYCCTBEHHbIX duryp. HoByHO CTPYKTYpPYy MOXHO
npounTaTh Tak: 1 MOHapxu4yeckas BAacTb, U peau-
rMs CBOAATCA K HAOOPY BHELLHUX aTPUBYTOB, MyCTbiX
nobpskyLlek, He MerOLLNX OTHOLLEHMWA K MOANH-
HOW («B3POCAOM») XU3HW, €€ 3aja4amM U BbI3OBaM,
Ha KOTOpble B COCTOSHUW aZleKBaTHO OTpearnpoBathb
TOJ/IbKO BONbLUEBUKN U PYKOBOAUMbIE UMW paboye-
KpecTbsiHCKMe Macchbl . HO Ana Hac B JaHHOM C/1y-
Yae BaXKHa He CTOJIbKO 3Ta pacllindpoBKa, CKOIbKO
caM npovuecc cMbicioobpazoBaHus, Hasnpyrowmia-
€Al Ha PeKOMBUHALNM N pecemMaHTU3aL MM O3Hayato-
LWMX. DA3eHWTENH 6epéT Heknli Habop 31eMeHToB
1 3acTaBaseT nx «paboTtaTb» NO-pasHOMY B 3aBUCU-
MOCTW OT KOHTEKCTa B Npejenax O4HOro A0BOJIbHO
KOpOTKOro anu3oaa. CyLecTBeHHO 1 TO, UTO MOH-
TaXHbI NpU3HaKk (0COBEHHO B TPETLEM Cllyyae) He
BMOJIHE OYEBUEH: 3TO CBOErO poJa rmnoTesa, KoTo-
pYytO 3puTesb BblABMIaeT, NpoaHaAnM3npoBaB Npea-
NOXEHHble eMy JlaHHble.

B cuny nepeuncneHHbix ocobeHHOCTeN npo-
NUCXOAWNT AeHaTypanusaumsa 3HauyeHnsa. MexaHu3m
CMblcI006pa3oBaHMa OH6HaXEH B KayecTBe Auc-
KYPCUBHOW CTPYKTYpPbl; nAe0nornyeckoe nocna-
HWe, KOTOPOe Takas CTPYKTypa HecéT (Hanpumep,
MbIC/lb O ANKTAaTOPCKMX ycTpemMaeHnax KepeHcko-
ro) npv BCei cBoer OAHO3HAYHOCTN COXpaHAeT yC-
NOBHbIN xapakTep. VMiHaue roBops, MaHunyasumns
O3HauaroLMMK OKa3blBaeTCA camopasobnauntens-
HOM 1 He CKpbIBaroLLLeli CBOEW TEHAEHLMO3HOCTU.
MOHATHO, UTO TaKOW NOAXOA K apTUKYAALUN NAeo-
NOTNYeCcKMX NOCAaHUA He MOXEeT YCTPOUTb BAACTb,
KOTOpas HY>XZAaeTca B «COKPbITUM», a He «0bHaxe-
HUW» npuéma. M ctaTtbs dinseHwTerHa 1938 roaa,
Ha NepBbI B3ras4, COOTBETCTBYET Takon NoTpeb-
HoCTW. OZHaKO KOHTEKCT PeBU3MMW, MPeANPUHATON
DN3eHWTENHOM, LUNPE U CNOXKHEee, YUeM MOXET
nokasaTbCsl Ha NepBbIN B3rNA4. Y MeHs HeT 34ecCb
BO3MOXHOCTW PEKOHCTPYMPOBATb 3TOT KOHTEKCT

7. Tak, DVi3eHLUTENH NPOTMBOMOCTABASAET «CTaTysIM» U NMPOYNM
apTedakTam, KOTOPbIMU OKPY>KEH KepeHckumit, nensaxm Pas-
NMBa, TAe B 3TO BpeMs ckpbiBaeTcsa JleHuH. MocnegHuii B ka-
Ape He MOoABAAETCS; ero METOHUMUYECKON 3aMEHON CYXUT
KOTENOK, BUCALLMW Haj KOCTPOM W, LLUMPE, MUP «ECTECTBA»,
«KN3HW», NPOTUBOMOCTABIEHHbIN MUPY UCKYCCTBEHHbIX aTpy-
6yTOB B/ACTW. B 3TOM NPOTMBOMOCTaBNEHUM YKe yrajbiBaeT-
Cs NO3AHENLNIA 3MUCTEMONIOTUYECKUIA CABUT B S3EHLUTEN-
HOBCKOW TEOPUW.

BO BCEX AeTanfix — yKaxy JuLib Ha OAHY M3 ero
COCTaB/AOLMX.

B KoHLLe ABaALLaTbIX TOAOB B OT3bIBE Ha GWIbM
«OkT6pb» BukTop LUKNOBCKMIA BNEepBble MCMOIb30-
Ba/l 419 OMUCaHWA KIHOYEBON TEHAEHLIMN COBETCKOrO
«JIEBOTO UCKYCCTBa» MOHATME «BapOKKO», NoApa3y-
MeBas NoJ HUM aKLeHTUPOBaHMe AeTanu, «Kycka»
B MPOTMBOBEC €MHOW KOHCTPYKLMN — MHaue ro-
BOpP#A, MCKYCCTBO MHAYKTMBHOIO MOHTaxa, obpas-
LLOBbIM MPUMEPOM KOTOPOTO W CYXXUT 3TOT GUIbM.
A B 1932 rogy B cTtaTtbe «KoHey, 6apokko. Mnck-
MO JMi3eHLTelHy» LLIKnoBCKMIA KOHCTaTUPOBaN, YTO
cTpaTterunsa 3ta cebs NOAHOCTbIO MCcUYepnana, YTo «Ha-
CTynaeT HenpepbIBHOE NCKYCCTBO» — UCKYCCTBO, rAe
uenoe onpegenset yactHocTu [Lknosckmiz, 1990:
448-449]. LLUKNOBCKMIA OrpaHNUNNCH KOHCTaTaLm-
e, He NPeaaoXNB Pa3BEPHYTON TEOPUN «HOBOWN
CBA3HOCTU». [TOXOXe, MMEHHO 3TO cAenan 3a Hero
DW3EHLUTENH CMYCTS LWeCTb NIET B TEKCTE, KOTOPbIN
CNYXKWNT CBOEro poja pa3BEpHYTbIM OTBETOM Ha Te
BOMPOChI, K KOTOPbIM NOABOAUT KOPOTKas 3aMeT-
ka LWknosckoro.

CyTb PeBU3MOHWCTCKOrO NepeonpeseneHns MoH-
TaXka B 3TOM TEKCTe COCTOMUT B cieaytoLem. PaHblue,
rOBOPUT DM3EHLUTENH, Mbl MOHWMaAN «MOHTaXHbI
Kycok» (MnaH-KazZp) Kak HeuTo 6e30THOoCUTENbHOE
N KOHLEHTPUPOBaNN BHMMaHWe Ha Tex «MnapajokK-
CaNbHbIX CyYanx», Korga «uenoe, obLiee v KOHeUYHOe
He NpesyCMOTPEHO, @ HEOXMAAHHO BO3HMKAET» — TO
€CTb Ha KOMBMHATOPHOW Urpe o3HavatoWwumx. Tenepb
Xe, MPOoAOXKaAEeT OH, cnefyeT «0bpaTnUTbCa K Cay-
YasM, Korga Kycku He TONbKO He 6e30THOCUTE b-
Hbl APYT K APYTY, HO KOrfa camMo KOHeYHoe, obLuee,
Lenoe He TONbKO NPeAyCMOTPEHO, OHO caMoe npe-
Jonpegensier Kak 3N1eMeHTbl, Tak 1 YCNOBUA UX CO-
noctaBneHua». IHAyKLMA CMeHAeTCs fefyKunen,
aBTOHOMWSA 3/1eMeHTa — ero NoAYMHEeHNEM HeKo-
el obLlen TeMe. MoOHTaX OCyLLeCcTBASETCS B nep-
CMeKTVBe M3Ha4aabHO 3aZlaHHOro 03Ha4YaeMoro: OH
npeacTaér kak BbIGOp OrpaHMYeHHOro Ymcna 03-
HayatoLWwmMx 13 NoTeHunanbHO HeCcKoOHeYHOro MHO-
KeCTBa ANS HaWNyULLEro packpbiTUS TeMbl — AN
Co3JaHuA eé «McyepnbiBaroLe NoaHoro obpasza»
[2n3eHwTenH, 1938: 159-160].

Mpumepbl NCNOb30BaHMA 3TOW CTpaTernm Jii-
3EHLUTENH HaxoANT ByKBaNbHO BO BCEX BUAAX UC-
KyCCTBa, BKJKOUas XXMBOMUCh U INTepaTypy: BCOAY
dbopmMmpoBaHme obpasa 03HayaeT oTOOpP M cono-
cTaBneHVe HebOoNbLIOro KOANYecTBa KOMMOHEHTOB
N focTuxeHne apdekTa TOXAECTBA YaCTHOroO 1 06-
wero. Ha nepBbIii B3rns4 MOXeT nokasaTbCs, YTO
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3Ta HOBas TeopmMsa MOHTaXa — Ha30BEM eé «aefyK-
TUBHOM», — NOAUMHAOLLLAA YacTHOE 0bLLeMy, Kop-
pennpyet ¢ ToTaanTapHbIM TUMOM BAACTU 1N BeAET
K COKPbITUIO AN HaTypanu3aumm npuema 8 Tenepb
3puUTeNb UK YnTaTelb UMEET AesI0 He C 3KCnepu-
MeHTa/IbHbIM HabOPOM AaHHbIX, COMOCTaBAEHUNE KO-
TOPbIX MOPOXAAET PasINUHbIE CMbIC/IOBbIE 3bbeEKTbI,
a C MPOYHO CMasHHOWN CTPYKTYPOW, rAe AeTalb He-
oTAennma ot Lenoro. Yntatento/3puTento He ocTa-
€TCA HUYero Apyroro, Kak NPUHATb 3Ty CTPYKTYpY
KaK AaHHOCTb. MOXHO NONTK Zasblue N YCMOTPETb
B OMMO3MLMU UHAYKTUBHOTO, UAN aHaIMTUYECKOTO,
N feAyKTUBHOTO, UM CUHTETUYECKOro, MOHTaXa
aHasor Apyroi onno3uumm — aBaHrapga n Kutua,
KoTopas 6bii1a BblABUHYTa KnemeHToM [puHbeprom
B O4HOVWMEHHOW CTaTbe, ONyb6AMKOBAHHOW B TOM
e, 1939-m, rogy, 4To ¥ CTaTba Jli3eHwWTelHa. Ha-
MOMH!IO, UTO [PUHBEpPr TOXe onpeaenser KNTY Kak
«CUHTETUYECKOE NCKYCCTBO», FAe «UAeHTUGMUKaLmm
oueBuUaHbI» [[prH6epr, 2005].

Bce 311 napannenu, KoHe4YHo, Hebe3ocHoBaTe  b-
Hbl. HO yBN€KaTbCA UMW 3HAUUIO Obl CyLLLECTBEHHO
YMNPOCTUTb COAEep>KaHWe CTaTby DM3eHLITenHa U yny-
CTUTb 13 BUAY APYrve napannenn — Kak ¢ knaccmye-
CKOW 3CTETUKOMW, C €€ njeen 0 TOXAEeCTBe YaCTHOro
1 obLero (xapakTepHo, YTo BCE MPUBOAMMbIE UM
npuMepbl OTHOCATCA K UCKYCCTBY Bonee nan MeHee
oTganéHHoro npowsoro: JleoHapgo, Toncton, Mo-
naccaH), Tak v C NpeacTaBAeHUAMN pycckmx Gopma-
JINCTOB, KOTOPbIE, HA MO B35, DU3EHLUTENH He
CTONIbKO OMPOBEPraeT, CKOJIbKO pPa3BUBaeT 1 yTou-
HAEeT.

Al nmeto B BMAY Mbicab LLknoBckoro o6 mnckyc-
CTBe KaK ZileaBTOMaTU3aLmm BOCNPUATUA («oCcTpaHe-
HUW»), KOTOPYHO OH GOPMYAMpPYET B TOM XKe CTaTbe
(«NckycctBO Kak npuém», 1917), rae oteepraet no-
HATMe obpa3a Kak KOoHLenTyaabHO 6ecrnosesHoe
W, Tak CKasaTb, «HecneundburnyHoe» ans NCKycCTBa.
«WckyccTBO flenaeT KaMeHb KaMeHHbIM», — FaacuTt
3HameHunTbIM adopu3m Lknosckoro [LLknosckmi,
1990: 63]. N S1i3eHWTeNH, KOTOPbIA peabunntum-
pyeT otBeprHyToe LLIknoBckMM NoHsATUE, dakTnye-
CKW MPUXOAUT K TOW Xe MbIC/IVY, KOrAa paccy>xaaet
0 MexaHu3Max GopMMpoBaHMNa obpasa B UCKYCCTBE

8. 370 oblee npeAcTaBeHNe O xapakTepe CTalUHCKOW Kyb-
Typbl BblpaxaeT, Hanpumep, KatepuHa Knapk B kHure «Mo-
CKBa, YeTBEPTbIA Pum». Obcyxaas «aHTUaKTorpapuueckyto»
ctatbto [eopra Jlykaua «Penoptax nav 06pasoTBopyecTBo?»,
Knapk 3akntoyaeT: «[MpeobiagaHvie ob6Lero Hag 4acTHbIM
1 CayYaliHbIM — xapakTepa win poamn cybbekTa Haj UcTopu-
YeCcKMMU JeTansiMn AN HAVBUAYaNbHON NCUXONOrnen —
6bI10 ONpeaenftoLLEN YEPTOW CTaIMHCKON KynbTypbl» [Knapk
2018: 109].
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1 06bIEHHON NPaKTMKE N NMOKa3biBaET CBA3b U OA-
HOBPEMEHHO TOHKYHO Pa3HULYy MeXay 3TUMMW Mpo-
Leccamu.

DW3eHLTENH NPUBOANT NPUMEPbI «YTUAUTAPHbIX»
06pa3oB, KOTOPbIe NMO3BOASAOT YENOBEKY OPUEHTU-
pOBaTbHCA BO BPEMEHW M MPOCTPAHCTBE: Hanpumep,
obpa3 «MNATM YacoB Beyepa», KOTOPbIN BO3HMKaET
y Hac Npu B3rnsge Ha undepbaaT YacoB 1 KOTOPbIA
He CBOAMTCA HU K UX TEOMETPUYECKOMY PUCYHKY, HU
K 6yKBa/sbHOMY, IeHOTaTUBHOMY, 3HAUEHWIO, @ BK/IO-
YaeT Le/bll CNeKTp KOHHOTaUMWI 1au, No Bblpaxe-
HUH Di3eHLUTElHa, «POW NPEACTaBAEHWN, CBA3AHHbIX
C COOTBETCTBYHOLLMM YacoM». MexaHnsm dopmumpo-
BaHMA obpasa 3anyckaeTcs BCAKUA pas, KOrAa Mbl
CTaJIKMBAEMCA C HOBbIMU peanusMy — 4acTo CMoH-
TaHHO, @ MOPOW 1 BMOJIHE HAMEPEHHO, Kak MHEMO-
TeXHUKa (DN3eHLWTENH CCbIIAaeTCa Ha INYUHbIA OMbIT
LesieHanpasieHHOro GopMUPOBaHUS 06PA30B HbHO-
NOPKCKMX yanL). MexaHn3Mm 3TOT NpeacTaBaAseT co-
601 He UTO MHOE, Kak MOHTaxX, B Xo4e KOTOPOro
HEKOTOpOe MHOXECTBO 3/IEMEHTOB CK/1ajblBaeTcs
B egnHoe Lenoe. OgHaKo B «>KN3HM» 3TOT NpoLecc
pa3BMBaeTCs B CTOPOHY aBTOMaTU3aLun: nHauye ro-
BOP#l, HAaC MHTEpPeCcyeT KOHEYHbI pe3yabTaT, KOTo-
pOro Mbl CTPEMUMCS JOCTWNUb KpaTyanlumMM nyTem,
C MMHUManbHbIMW 3aTpaTtaMu 3Heprun. CtaHoBe-
Hune obpasa Kak TakoBOe LLeHHOCTU He nMeeT. [py-
roe ies0 NCKYCCTBO: 3eCb pe3y/bTaT HeoTAeNUM
oT npovuecca: «[ponssegeHne NCKyCcCTBa, MOHMMAa-
eMoe ANHaMMYeCKn, U eCTb NPOLECC CTAHOB/IEHUS
0b6pa3oB B UyBCTBax W pasyme 3putens» [Dn3eH-
wTerH, 1938: 163].

Ec/im oTBNIEUbCA OT YaCTHbIX «MOAUTUYECKMX>»
3alay, KOTopble NPEeANONOXKUTENbHO UMEN B BUAY
DIW3EeHLUTENH, ero CTaTbs COAEPXMNT OAHY M3 CaMblIX
ybeanTenbHbIX U ACHO cHOPMYMPOBaAHHbIX TEOPUIA
obpasa B UCTOPUM SCTETUYECKON MbICAW. B3aBLINCH
peabunnTnpoBaTb MOHTaX, DN3eHLWTEeNH NpeBbI-
LIaeT ypoBeHb NOCTaB/JIEHHOW 3ajaun 1 onpese-
NAeT 3Ty CTpaTeruio Kak yHMBepCaabHY OCHOBY
BCSAKOW XyZOXXECTBEHHOW NPaKTUKM, YKOPEHEHHYHO
B GYHKLMOHMPOBAHMM CaMOro Ye0BEYECKOro CO-
3HaHWA — MHaye roBops, BOMpPeKM CBOEMY NepBo-
Hay4asbHOMY CKPOMHOMY 3aMeyYaHunto, MPUXoauT
K BbIBOAY, YTO MOHTaX — 3TO BCE.

PacCMOTpPEeHHbINV Cyyal CAY>KUT NKLLb OLHUM
NPYMepPOM TOrO, YTO B COBETCKOM WCKYCCTBE KOHLLa
1920-1930-x rogoB NPOMCXOANAN NPOLLECChI, KOTO-
pble, He BCTynas B NpoTuBopeyne ¢ opuumanbHoOn
NNHWEN, BOBCE He Bbinn pe3ynbTaToM CryLeHHbIX
CBEPXY ANPEKTUB N HE CBOAMINCH K UX MOC/YLLHOM



peanv3auunn. B HEM ocTaBanocb MecTo 1 Ans Xy-
[OXECTBEHHOrO 3KCMepuMeHTa (MycTb U UAYyLLEro
Bpaspes C NpMHLUMNamMmn KNacCM4ecKoro aBaHrap-

Za),  ans ero KoHuentyanmsaumum. OgH1UM 13 pe-
3y/NbTaTOB TakoW KOHLENTyanmn3aLmm 1 cTana HoBas
TeopUs MOHTaxa.

BUBNNOTPADKA
lpuHbepr 2005 — MpuHbepz K. AaHrapg n kmuty 5. Lknosckuid, 1990 — Llkaosckuli B. Tambyprckuia
(1939) / Mep. c aHrn. A. KaavHuHa // XypoxecTBeH- cyét.— M.: CoBetckuii nucatens, 1990.
Hblh >XypHan.— 2005.— N2 60.— URL: https:// 6. 3SnseHwTelin, 1923 — 3iizeHwmetliH C. MoHTax aTTpak-
moscowartmagazine.com/issue/35/article/672 (gata LuoHoB // Sn3eHwTeiH C. VI36paHHble Npon3BeaeHns:
obpatyeHmns: 10.10.2022). B 6 T.—T.2.—M.: Nckyccto, 1964.— C. 269-273.
Knapk 2018 — Knapk K. MockBa, 4eTBépTbln Pum: 7. 3inseHwTenH, 1929 — 3i3eHwmetliH C. YeTBEépTOE 13-
CTanvH13M, KOCMOMOIMTU3M W IBOIHOLMA COBETCKOM MepeHue B KnHO // Sn3eHwTeiiH C. Vi36paHHble npo-
kynbTypbl (1931-1941) / Mep. c aHra. O. laBpukoBoW n3segeHns: B 6 T.— T. 2.— M.: NckycctBo, 1964.—
n A. domeHko.— M.: H/10, 2018. C. 45-59.

. Nykau 1933 — Jlykau I Penoptax nan obpasotsopue- 8. dinzeHwTeliH, 1938 — 3izeHwmeliH C. MoHTax 1938
cTBO? // VIHTEpHaumoOHanbHasa nutepatypa.— 1933.— // In3eHwTenH C. N36paHHble Npon3BeseHns: B 6 T.—
N2 1.— C. 91-104. T. 2.— M.: Uickyccto, 1964.— C. 156-188.
®omeHko 2007 — PomeHko A. MoHTax, dpaktorpadus, 9. Bordwell, 1974-1975 — Bordwell D. Eisenstein’s

anoc.— CMe6.: i3g-so CI6TY, 2007.

Epistemological Shift // Screen.— Vol. 15.— N2 4
(Winter 1974-1975).— P. 29-46.

51



